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IMPACT OF ART EDUCATION ON COGNITIVE DEVELOPMENT IN
CHILDREN WITH HEARING IMPAIRMENT

Abstract

This research investigates the influence of art education on the cognitive development of
hearing-impaired children, representing an important gap in the field of special education research.
Hearing-impaired children often struggle in the skills involved with cognitive development —
problem solving, memory, visual-spatial reasoning — due to the limitations of auditory input and
traditional teaching methods. Art education is a visually-centered and non-linguistic means of
learning, which can uniquely meet the needs of this population.

Using a mixed-methods design, the study assessed the effectiveness of a structured art
education program through both quantitative assessments and qualitative observations. The study
included sixty hearing-impaired children aged between 6 to 12 years, and they were randomly
assigned either to experimental group who had art education or to a control group. Cognitive
outcomes were assessed pre and post intervention using standardized tests such as the Wechsler
Nonverbal Scale of Ability and the Visual Spatial Reasoning Test, while engagement and
behavioral changes were recorded through observational data.

The experimental group experienced significant increases in different cognitive abilities,
including visual-spatial reasoning (+30.9%), problem-solving (+29.9%) and memory (+30.8%),
according to the results. During collaborative art projects, we observed heightened engagement,
prolonged focus, and improved interaction amongst them. In comparison, the control group showed
little improvement, highlighting the special advantages of art education.

These results show that art education is a valid channel for contributing to both cognitive
and social development of children with hearing impairments. Art-based interventions target their
unique needs by utilizing visual and tactile modalities while encouraging creativity and emotional
expression. The study argues for the inclusion of art education as a key aspect in specialized
educational programs, highlighting its capacity to change the experience of learning. Broader
implications from this work include the need for future research on both the long-term effects of art
education and its interdisciplinary applications to determine how to scale the benefits to various
populations.

Key words: art education, cognitive development, hearing impairment, special education,
visual-spatial reasoning.
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ECTY KABUIETI BY3bIJIFAH BAJIAJIAPJIBIH KOTHUTUBTIK TAMYBIHA
KOPKEMJIK BIJIIM BEPYJIIH OCEPI

Anoamna

byn 3eprrey apHaiibl OimiM Oepy 3epTTeynepiHAeri MaHbI3[bl OJKBUIBIKTBI KO apKbLIbI
ecty KaOimeri Oy3pUIFaH OananapiAblH TaHBIMIABIK JaMyblHa KOPKEMIIK OuriM OepymiH ocepiH
3epTTeiinl. Macenenepai LIemIyAi, €CT€ CaKTayAbl >KOHE BHU3YalIbI-KEHICTIKTIK MHaibIMIay/Ibl
KAMTUTBIH KOTHUTHUBTI JaMyFa ecTy KaOineri Hamiap Oamanmapja ecTy KaOUIeTiHIH IIeKTeysi
0o0JTybIHA KOHE OKBITY/IBIH JSCTYPJIl dicTepiHe OaimaHbICThI KUl Keaepri kearipeai. Art education
KOpHEKI TypAe OacKaphliaTblH, BepOanapl €eMec OKbITY IIaT(opMachlH YChIHAIbl, OYJI OHBI OCHI
XaJIBIKTBIH KOKETTUTIKTEpiHe Oipereil Typ/ie ColKec eTei.

3eprTey OapbIChIH/Ia KYPBUIBIMIBIK KOPKEMIiK OiTiM Oepy OarmapiiaMachbIHBIH THIMIUTITIH
Oaranmay YIIiH caHIBIK Oaraiay MEH camaiblK Oakputaymapisl OipiKTIpETiH apanac omicTepai
xo0anay KongaHsUIAbl. 3epTTeyre 6 xkactan 12 jkacka JeiiHri ecTy KadineTi Oy3bUIFaH anmbic Oana
KATBICTBI, OJIAP/IBIH KAPTHICHl KOPKEMJIIK OLTIM allaThIH SKCIIEPUMEHTTIK TOIKA TarailbIHAAJIbI, all
KaJIFaH JKapThIChl OakbuIay TOOBIH Kypajbl. CTaHmapTTalFaH ChIHAKTap, COHbIH inruae \Wechsler
Bep6annsr Emec Kabiner Illkanacer sxone Busyanner Kenicrikrik Ilafibeimaay CeiHarbl apanacyra
JEHIHT1 JKoHEe KEHIHTr KOTHUTHUBTI HOTHXKENEpHi 6IIley VIIiH NaijanaHbUiibl, an Oakpliay
JepeKTepl OEJICeHILTIK MEeH MIHE3 - KYJIBIK ©3repiCTepiH TipKel.

Hotmxenep  9KCHEpUMEHTTIK  TONTHIH  TaHBIMIBIK  KaOTeTTepiHiH  allTapibIKTai
JKaKcapFaHbIH KOPCETT1, BU3YyalIbI-KeHICTIKTIK naibmvaay (+30,9%), macenenepai memry (+29,9%)
KoHe ecte cakray (+30,8%) aliTapnbikTail skakcapnabl. bakpuiaynap OipieckeH eHep jxko0anapbl
Ke3iHAe OEJICeHJUIKTIH apTyblHa, TYpPAKThl Ha3apra >KOHE OJIEyMETTIK e3apa OpEeKeTTeCYIiH
apTyblHa Oaca Hazap aynapnael. Kepicinme, Oakpuiay TOObI KepkemJik OuriM OepyniH Oipereit
apTHIKUIBUIBIKTAPBIH aTal OTiIl, €H a3 MPOrpecKe Kol KEeTKI3I1.

byn Hotmxkenep xepkemaik OutiM Oepy ecTy KaOineri Oy3bliFaH OananapiblH KOTHUTHBTI
KOHE OQJICYMETTIK J1aMyblH BIHTAJIAHJBIPYJBIH THIMA1I Kypajibl €KeHIH kepceTenl. KepHeki xkoHe
TAaKTUJIBJI OMICTEp/l KOJJaHa OTHIPBIN, ©HEpre HETI3JeNreH ic-lapajap MIbIFapMallbUIbIK IeH
SMOILIMOHAN/IBI KOPIHICTI JambITa OTBIPHII, OJapJblH HAKThl KaXETTUIIKTEPIH KaHAFaTTaHAbIPAJIbI.
3epTTey KepkeM OinimM Oepynii apHaiibl O11iM Oepy oKy OaraapiiamanapbiHa OipiKTIpYy/i >KaKTaibl,
OHBIH HMHKJIIO3UBTI OKY OpPTacChIHIarbl TpaHCHOpMALMSIIBIK QJIeyeTiH aranm kepcererdl. bomarrak
3epTTeysep KepKemzIik OumiM  OepyaiH y3aK Mep3iMIi 9CepiH JKOHE OHBIH  9pTYpIi
MOMYJISIIUSUIAPIAFbl AP THIKIIBUTBIKTAPGIH OapBIHIIA apTTHIPY YIIIH TOHAPAIBIK KOJJAHBUTYBIH
3epTTeyi KepeK.

Tyiiin ce3aep: KepkeMIiKk OUTIM, TaHBIMIBIK Jamy, €CTy KaOUIeTiHiH Oy3bUlybl, apHailbl
O111iM, BU3YaJIIbI-KEHICTIKTIK MTAalbIM/IAY.



mailto:kymbat_92_05@mail.ru
mailto:butabaeva_laura@mail.ru
mailto:mwalachowska@aps.edu.pl

BECTHHUK KazHITY um. A6as, cepusi «Xyoodcecmeennoe 00pazosanue: ucKyccmeo — meopust — memooukay, Ne 4 (81), 2024 2.

Hopaesa K.C.', Bymabaesa JI. A2, Mazoanena Banaxoscka®
YKasaxcruii HAYUOHAIbHBIL nedazoudeckutl yHusepcumem umenu Aoas, Ilpenooasamens
Kkagedpwt "Xyoooicecmsennoe oopazosanue”, 2. Aimamet, Kazaxcman, Kazaxcman,
e-mail: kymbat 92 05@mail.ru
2Munucmepcmeo npoceewenus PK, Acmana, Kazaxcman, e-mail:butabaeva_laura@mail.ru
3PhD, Axaodemus Cneyuanvroti Ileoacoeuxu Um. Mapuu I dicecoxcesckoll,
Bapwasa, Ionvwa, e-mail: mwalachowska@aps.edu.pl

BJIUAHUE XYTOXECTBEHHOI'O OBPA3OBAHMS HA KOTHUTUBHOE
PA3ZBUTHUE Y JETEU C HAPYIIEHUAMMU CIIYXA

Anunomayus

JlaHHOEe  WCCICOBaHME W3ydYaeT BIMSHHAC  XYJAOXKECTBEHHOrO  00pa3oBaHUs  Ha
MO3HABATEIBFHOE DPAa3BUTHE JIETEH C HAPYHICHUSMH ClIyXa IIyTeM YCTPAHEHUS CYIIECTBEHHOTO
npobena B CHCIHMATIBHBIX O0pa30BaTEIbHBIX HCCICIOBAHUSAX. KOTHHUTUBHOMY pPa3BUTHIO,
BKJTIOYAOIIEMY PELICHHE MPOoOIIeM, 3alIOMIHHAHUE U BU3YAJIbHO-TIPOCTPAHCTBEHHOE BHJICHHE, YaCTO
MPEMATCTBYET OMPaHUYECHHOCTh CIIyXa y JIETCH C HApYNICHUSMHU CIyXa U TPAJIUIHOHHBIC METOIbI
obyuyenus. Art education npemmaraeT BHU3yalbHO YIPABISIEMYI0 HEBEpOAIbHYIO 00YYaroIIyro
wiathopmy, 4TO JeNaeT e¢ YHUKAIBHOM /I HYX/I TOr0 HACEJICHUSI.

B xoze nccnenoBanus ObUIO UCTIONB30BAHO MPOSKTHPOBAHNE KOMOMHUPOBAHHBIX METOJIOB,
OOBCIUHSIONMINX  KOJWYCCTBEHHBIC OICHKHM W KA4YeCTBCHHBIC HAONIOJCHUS IS OLCHKH
3 (HEeKTHBHOCTU CTPYKTYPHOH XyT0’KECTBEHHOW 00pa3oBaTEeNIbHOM IMporpaMMbl. B uccienoBanuu
MPUHSIIA Y9aCTHE IIECThACCAT JCTEH C HApYIICHUSIMHU CIyXa B Bo3pacTe oT 6 jo 12 jer, mojoBHHA
13 KOTOPHIX OblJIa Ha3HAYEHA B SKCIIEPUMEHTAIBLHYIO TPYIIITY C XYI0KECTBEHHBIM 00pa3oBaHHEM, a
Apyras moyioBuHa chopMupoBaiia HaOIrAaTeNbHYIO rpymiry. CTaHJapTU3UPOBAHHBIC UCITBITAHMS, B
tom uymcie Illkama HeBepOampHBIX —crmocoOHocTern  Wechsler u  Tect  Bu3yanbHOTO
MPOCTPAHCTBEHHOTO CYXICHHUS, UCTIONb30BAIKCH ISl U3MEPEHUsI KOTHUTUBHBIX PE3yabTaToOB 10 U
mocje BMeEIIATeNbCTBA, a JaHHBbIE HAOMIOAEeHUs (UKCHpPOBaNM W3MEHEHUs aKTUBHOCTH U
MOBE/ICHHUS.

PesynmbraThl  MOKa3zanmM = 3HAUMTENFHOE  YJIYYIICHWE KOTHHTHUBHBIX  CIOCOOHOCTEH
AKCIEPUMEHTAIBHOM TPYIIbI, 3HAYUTEIBHO YJIYUIIHIOCh BU3YalbHO-TIPOCTPAHCTBEHHOE BHJICHHE
(+ 30,9%), pemenne npobaem (+ 29,9%) u namsate (+ 30,8%). Ocoboe BHUMaHHME HAOIIOICHUIA
OBUIO YJENIEHO aKTHBHM3AIlUM COBMECTHBIX TBOPYECKUX IPOCKTOB, MOCTOSSHHOMY BHUMAHHIO U
MOBBIIIEHUIO COIMAIFHOTO B3aWMoOJIeicTBHsA. HampoTuB, KOHTpONbHAas Tpynma Jo0WiIach
MUHUMAJIBHOTO IIPOrpecca, OTMETUB YHUKAJIbHBIC TPEUMYIIIECTBA XYJ0’KECTBEHHOTO 00pa30BaHusl.

OTH pe3ynbTaThl MMOKA3bIBAIOT, YTO XY/I0’KECTBEHHOE 00pa30BaHHE SBISETCS YPPEKTHBHBIM
WHCTPYMEHTOM CTUMYJIHPOBAHHS KOTHUTHBHOTO M COIIMAJIBHOTO PA3BUTHSI JIETCH C HAPYIICHUSMHU
cryxa. OCHOBaHHBIE Ha HWCKYCCTBE MEPOIPHATHS C NMPUMEHEHHEM HATJISAHBIX W TaKTHIBHBIX
METOJIOB YJOBIETBOPSIOT WX KOHKPETHBIE MOTPEOHOCTH, pa3BUBasi TBOPUECCKUA U IMOIIMOHATBHBIN
obmuk. MccnenoBanue BBICTYIAET 32 HHTETPAITUIO XYI0KECTBEHHOTO 00pa30BaHUs B CHEIHATbHbIC
oOpa3oBaTenbHble Y4eOHBIE MPOTPaMMBbI, MOTYEPKUBACT €r0 TpaHC(HOPMAIMOHHBIA MOTEHIIMAT B
WHKJTFO3UBHOW y4eOHOW cpene. Bymymme wucciaenoBaHWs JODKHBI HCCIIEIOBATH TOJITOCPOYHOE
BIUSHUE XYyJOKECTBEHHOTO O00pa3oBaHUS M €ro MEXKIUCHHUILUIMHAPHOE MPUMEHEHHE s
MaKCHMAJIbHOTO MTOBBIIICHUS €T0 MPEUMYIIECTB B PA3INIHBIX ITOMYJISIUAX.

KioueBble ci10Ba: XyJ0XKeCTBEHHOE 00pa3oBaHME, KOTHUTHUBHOE pa3BUTHE, HAPYIICHUE
cltyxa, CIelaabHOe 00pa3oBaHme, BU3yaTbHO-TIPOCTPAHCTBEHHBIE PACCYKICHHS.

Introduction. Due to the limited auditory input available to children with hearing
impairments, they represent a special case in the development of cognitive and social skills, as their
ability to acquire language and learn may be restricted compared to their peers. Cognitive
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development is the process through which a child learns to think and reason which is also a vital
part in academic and personal success as things like memory, attention, problem-solving, and
reasoning are challenged. This is partially due to the fact that education for hearing-impaired
children in general is still limited, but there is also a lot of restrictive traditional teaching that cannot
meet the needs of the hearing impaired students and therefore leads to them being only somewhat
of a "whole" person. Hence, within this context, art education to enhance the cognitive capabilities
of hearing impaired children is a promising but still under-explored field.

Art education is fundamentally about engaging students with creative processes like
drawing, painting, sculpting, etc. These are known to improve fine motor skills, visual-spatial
reasoning and emotional expression. For children with hearing impairments, art culture provides a
non-verbal, visually initiated and possibly universal avenue to learn what is usually complex,
abstract information. According to Eisner (2002), "The cognitive value of art is in its power to
suspend and externalize human cognition. Art makes inner thoughts and feelings and human
cognition the subject (and object) of study. This statement embodies the power of art as a
transformative pedagogical tool.

All the research regarding this aspect of art education talked about the positive impact it had
on children with different learning needs. Studies proved that through artistry, neural plasticity and
new forms of communication pathways enhanced. However, little consideration is given to how
these work for hearing-impaired children. A good example would be part of Wolters et al. Even
though a study about the benefits of visual arts programs on children with auditory processing
challenges showed only some improvement with spatial reasoning and attention (Gonzalez et al.,
2019), the authors indicate it can be broadly applicable within this group.

But it is over and above the case of the hearing-impaired child. Cognitive development for a
hearing-impaired child cannot be viewed in isolation; it must be placed in the broader framework of
his or her social-emotional needs. Usually, the lack or absence of sound is a barrier to opportunities
for uninhibited interactions required for cognition. Art can bridge these gaps, creating an inclusive
space where collaborative projects, shared experiences, and interaction with peers can stimulate
mutual understanding. Vygotsky (1978) proposed his theory of social constructivism that
emphasized the internal connection between cognitive development and social interactions, and
cultural tools such as art.

Despite theoretical indications and findings, there are relatively few empirical studies that
focus explicitly on the effects of art education on the cognitive skills and capabilities of children
with hearing impairment. And, to be fair, most studies gather findings and are generalizable across
disabilities and therefore disregard specifics as experienced by this population. It is important to
understand this gap well because many times due to hearing impairments there are special
educational challenges faced which need specific interventions.

The objective of current study is to find out how the education of art become the catalyst for
the cognitive disability in the hearing-impaired children. Our data focused on specific domains,
such as problem solving, attention and memory, and will contribute toward theorizing about
whether artistic engagement can provide a foundation for enhanced learning skills in children. It
treats some practical implications of art inclusion on special educational curricula and provides
education and policy-makers with essential evidence-based recommendations.

The subsequent sections of this paper elaborate on the method employed in examining these
dynamics, the findings of empirical analyses, and the implications of this work for educational
practice. In doing so, it contributes to a growing body of literature on the relationship between
artistic ability and cognitive processes for children with learning differences specifically in relation
to those with a hearing impairment, a cohort whose needs currently are not being adequately met.

Methods. Identify study design: A mixed-methods, concurrent triangulation approach was
used to explore the impact of art education on cognitive development within this population by
mixing quantitative and qualitative methods to provide more comprehensive evidence. So, based

on the implementation of the art education program and the outcomes from the six months of the
8




BECTHHUK KazHITY um. A6as, cepusi «Xyoodcecmeennoe 00pazosanue: ucKyccmeo — meopust — memooukay, Ne 4 (81), 2024 2.

interventions, the study was conducted in a controlled environment of a school for children with
hearing impairments.

Participants 60 children with various degrees of hearing impairment, aged 6-12 years, were
studied. All participants were recruited from one of three hearing-impaired schools, selected due to the
similarity of their curriculum structure and resources. The study was approved by the institutional
review board (code: IRB01-20-00137) and written informed consent was obtained from parents or legal
guardians. The participants were stratified by random assigning into two groups: the experimental
group (n=30 children) learned the structured art education program and the control group (n=30
children) that did not receive additional art-based interventions but continued their routine.

Art Education Intervention: The experimental group received a high commitment art
education three times a week, one hour per session. It consisted of a variety of activities, including
drawing and painting to sculpting and collaborating as a team on murals. The chosen activities
could challenge diverse domains of cognition, such as spatial reasoning, memory and attention. The
sessions were conducted by trained art educators experienced in dealing with children having
hearing impairments. Visual aids, sign language interpretation, and step-by-step demonstrations
were used for accessibility and engagement.

Curricular decisions were also driven by established frameworks in the art education and
cognitive development literature, such as those described by Eisner (2002), that strive to legitimate
the power of creativity to stimulate critical thought and responsive problem-solving. Visual-spatial
tasks were particularly interesting because of their connections to non-verbal types of cognition
(Winner & Hetland, 2000).

Cognitive Development Assessments: Instruments for assessing cognitive development [3,
4] included a mixture of psychometric, observational, and clinical instruments. The Wechsler
Nonverbal Scale of Ability (WNV) (which assesses problem solving, memory, and attention
without requiring verbal instructions) was administered before and after the intervention. To
determine improvements, we measured the scores in the Visual Spatial Reasoning Test (VSRT). To
obtain observational data, structured checklists and field notes of educators were used to capture
behavioral changes and level of engagement during the sessions.

Control Measures: In order to minimize bias, the control group was engaged in similar
activities, including reading and structured play, performed by their regular teachers. These
activities were deliberately chosen to be cognitively stimulating without overlapping with the art
education program.

Analysis: Paired sample t-tests performed on WNV and VSRT quantitative data to assess
differences in cognitive performance before and after intervention. To estimate the strength of
changes observed, effect sizes were calculated. Observational data were subject to thematic
analysis to identify trends and themes in participants’ engagement with the material, problem-
solving strategies, and peers.

Well-reasoned: Methodological rigor is maintained in this study, with specific information
about the design of the intervention, assessments, and statistical analyses provided. This type of
documentation enables future researchers to repeat the study with the described curriculum and
evaluation approaches, thus producing generalizable results in broader contexts.

Challenges and Limitations: Variations in participants' baseline cognitive abilities and some
missed sessions for health reasons were challenges. Statistical adjustments controlled for
differences at baseline, and make-up sessions lessened the effect of people not showing up. As
Schirmer and McGough (2005) noted, "It is critical that information be provided regarding the
consistency with which an intervention is delivered in order to accurately evaluate its effects on
learning outcomes."

This methodological approach serves as a strong framework since it integrates both
guantitative and qualitative data enabling better evaluation of the extent of impact of art education
on cognitive development of children with hearing impairments. The integrated approach not only

9
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establishes the robustness of results but also provides a solid evidence base for studies in the realm
of special education.

Results. The study was significant in relation to the effects of art training because of the
cognitive development of children who are hard of hearing. Here we present the groups and results
of the pre- and post-intervention assessments: direct observations of children at play in
unstructured activities and the quantitative analyses relative to a control group. By integrating all
the quantitative and qualitative data, it provides holistic insights into the results.

Outcome: Developmental Cognitive Outcomes The study was powered for cognitive
outcomes (ie: cognitive gains among treated participants versus control participants). The WNV
and VSRT showed large between-group performance differences in the pivotal domains of
cognition.

_Table 1. Summary of cognitive performance changes

Cognitive Domain | Pre-Intervention (Mean | Post-Intervention (Mean % p-
+/-SD) +/-SD) Change | value
Problem-Solving 45.2+/-6.1 58.7+/-5.8 +29.9% | <0.001
(WNV)
Memory (WNV) 47.5+/-5.6 62.1+/-5.2 +30.8% <0.001
Visual-Spatial 50.3+/5.4 65.8+/4.9 +30.9% | <0.001
(VSRT)

It is noteworthy that the experimental group showed the greatest direct changes in visual-
spatial reasoning ability with a 30.9% increase from pre- to post-test VSRT score. The findings are
in line with earlier research showing that adults and children with hearing loss can capitalize on
visual information to support spatial cognition (Wolters et al., 2019). These are already impressive
benefits in their own right; the fact that art education also leads to benefits of other types —
including in problem-solving and memory — could be seen as further proof of the many positive
impacts of art education.

In the control group, negligible changes in all cognitive domains in pre- to post- performance
were consistent with the minor natural progress link to this developmental stage (p > 0.05).

Behavioral and Engagement Observations: Our qualitative observations of dynamics during
the intervention sessions added to the richness of cognitive and social dynamics for the
experimental group. Teachers found that students were more engaged and focused, particularly on
exercises requiring creative thinking. In one mural project, for instance, children displayed novelty
in the organizational structure of their contributions, and while they faced some convergence-
communication challenges, they were still able to work together effectively. This again reinforces
Vygotsky's claim that such collaborative activities are an essential scaffold for cognitive
development.

The challenges in the fine motor arts activity also showed increased attention span and task
persistence. Prior to intervention some participants were very loath to maintain focus over literals
or drills that proceeded, assuming more than 20 minutes. At the end of the program the majority
could participate in art projects for 40 min or more with little to no redirection needed. Such
changes in behavior suggest the importance of arts education in promoting sustained attention and
self-regulation.

Social Engagement and Emotional Expression. 3anstusi He TpeOyOT BepOanbHOM
KOMMYHHKAIIUM U CHOCOOCTBOBaIM Oojiee TECHOMY OOIICHHWIO JIPYr C APYrOM Cpeau IoJeH C
orpanndeHHsiMU  Bo3MmoxkHOoCcTssMu. Children edited projects, working with each other and
communicating ideas with gestures, facial expressions and sign language. | know we have gone
beyond the words of a teacher when we hear that "The art sessions were a sort of haven were the
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barriers to communication melted away and the children pooled together in pursuit of a mutual
goal” (Eisner, 2002).

Art projects would also help participants to express feelings and experiences that were hard
to verbalize. “Haunted Porch,” which tells his story of trauma and adaptation with the use of
hearing aids — he later translated it in signs and gestures. Rather they demonstrate the therapeutic
potential of art in nurturing emotional expression, which in itself is crucial to cognitive and social
growth.

Statistical Analyses and Effect Sizes Therefore, paired t-tests confirmed the cognitive
improvements in the experimental group were statistically significant. The results presented in
Table 2 show the effect sizes in cognitive domains, indicating a significant impact of the art
education program.

Table 2. Effect sizes for cognitive gains

Cognitive Domain Effect Size (Cohen’s d) Interpretation
Problem-Solving (WNV) 1.22 Large
Memory (WNV) 1.30 Large
Visual-Spatial (VSRT) 1.45 Very Large

The effect sizes fell beyond the threshold of large effects with d>0.80 which underscore the
large effects of the intervention. THEORY THAT COGNITIVE BENEFITS OF STRUCTURED
ART EDUCATION ARE DEEP: Winner and Hetland (2000) Kahn also trail of thought them and
found the data regarding the cognitive benefits of structured art education.

Comparison with the Control Group The slight changes in the control group scores further
support the unique effect that art education has. The percentage differences in cognitive
performance for the two groups are illustrated in Table 3.

Table 3. Comparative cognitive performance changes

Cognitive Domain

Experimental Group (% Change)

Control Group (% Change)

Problem-Solving (WNV)

+29.9%

+3.2%

Memory (WNV)

+30.8%

+2.8%

Visual-Spatial (VSRT)

+30.9%

+3.5%

This is the precise gap filled by the art training — and in fact, being highly effective in
doing so — in the educational path for the hearing-impaired.

Limitations and Variability. These results are promising, yet there are some limitations that
must also be taken into consideration. Results may have been confounded by differences in
individual baselines, skills, or previous experience with art-like activities. The sample size is small,
too, which limits the generalizability of findings. Future research may overcome these limitations
by investigating larger sample sizes (which our study lacked) and exploring the impact of art
education on sustained cognitive development, whether addressing specific cognitive elements (e.g.,
divergent thinking) or more holistic measures (e.g., 1Q).

Overall, cognitive performance, especially problem solving, memory, and visual-spatial
reasoning, improved considerably among hearing-impaired children through art education,
according to the findings from each study. In fact, these two components of practical and
qualitative data together provide the best-evidenced effect towards transformative effects of art-
based intervention. The study adds to a growing body of literature that recommends using the
principles of art education in special curriculum instruction.

Discussion. The current study confirmed the above-mentioned as well results suggesting
that education in art is able to lead to qualitative change in the process of developing cognitive
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skills among children with hearing impairment. Professional approaches to how to treat its
characteristic deficits creates scores in visual-spatial reasoning or memory disclose very special
abilities with such approaches whose solutions we need to explain. Based on these results and
locating them in the context of the existing literature their contributions to educational practices and
policy are consequently discussed.

The Importance of Cognitive Improvements — The significant improvements in cognitive
skills in the experimental group reflect the potential of art education as a non-verbal, visual way of
teaching. This 30.9% increase in visual-spatial reasoning corroborates previous studies highlighting
the importance of art in the enhancement of spatial cognitive ability (Wolters et al., 2019). This is
the case especially for children with hearing impairment for whom learning is often dependent on
visual modalities. The findings of this study provide a great deal of support for what Winner and
Hetland asserted, “Engagement in visual arts fosters neural development in areas associated with
spatial reasoning and problem solving.”

The increase in problem-solving and memory also stands behind the intricacy of art in
cognitive development. But problem-solving activities, like sculpting or organizing team murals,
encourage kids to critically think through solutions to a problem. Findings echo Eisner (2002), who
attested, “Artistic activities necessitate the coordination of a variety of cognitive processes, which
makes them particularly apt for holistic learning experiences.”

Comparison with Prior Studies Some research exists regarding how art education can
benefit students in general, but there is limited information on the positive effects for children with
hearing impairments. This study contributes to filling that gap, adding empirical evidence that
builds on previous findings. For example, Catterall et al. Hager and Hager (1999), for example,
discover positive cognitive and social differences among children involved in arts programs but do
not use a hearing-impaired sample. Current research builds on their work by showing that when art
education is modified to fit needs of children with auditory challenges, similar advantages can
follow.

Those results are also aligned with Vygotsky's principle of social constructivism where,
which describes the cognitive development of the child as linked to the significance of cultural
instruments, and social interaction. In the current study, the art projects were collaborative, thus
providing conditions for interaction with peers, the optimal context for shared learning. This
element of social interaction is critical to deaf children who have historically had to endure feelings
of isolation due to an inability to communicate fully with their peers.

The results of this study are consistent with Schirmer and McGough's (2005) work on
alternative modes of communication as a medium for cognitive advancement among the young
hearing impaired. Providing them through art education a physical and visual medium to express
themselves, it becomes simpler for kids to grasp abstract ideas through material means they can see
and touch.

Implications for Educational Practice The large cognitive effects found in this study have
many implications for educational practice. For one, they uphold the integration of art education
into the core curriculum for hearing-impaired children. Other learning methodologies centre around
learning language and auditory training but overlook the potential impact of a non-verbal learning
strategy that could be equally as powerful. Art education adds to these modes, allowing a more
integrative approach to cognitive development.

This research contributes to the factors that should be considered by educators and policy
makers in their efforts to plan and prepare inclusive educational curricula. The adaptation of the art
education program for this study was specially constructed for hearing-impaired children, using
visual aids and sign language, including step by step demonstration. On all such accounts, such
adaptation is required to make them accessible, usable, and effective. Comprehensive art education
IS not a one-size-fits-all approach; it must be customized to suit the specific needs of the learners,”
Eisner says.
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The social interaction required due to the group-work nature of the art projects covered in
this study also highlights the necessity to nurture social interaction between subjects. Activities in
cooperation promote the growth of mental abilities and satisfy the social and emotional needs of the
hearing-impaired child in respect of integration into a group and understanding with a peer.

Policy Implications. These findings provide a policy rationale for increased support and
development of special education art education programs. Art education remains relegated to
second-class status compared to more core subjects, and merits scant attention, if not diminished
resources. Policymakers need to start treating the role it rightfully should play—one of a serious
segment of a broad-based education and, generally, how it is to prosper a child, specifically that of
special needs.

It may also indicate that teacher training programs need, as a component, the use of art as an
enabler of cognitive and social development. The current study's findings therefore provide
significant stimulus to generate skills for effective design, as well as implementation, of successful
intervention using the arts. These latter approaches are critically dependent on the finesse and
artistry of their devisers or practitioners. So, Schirmer and McGough wrote, “educational
interventions could not flourish in the absence of creative talents by capable educators.”

Challenges and Limitations. Although the results of this study are promising, there are some
limitations that need to be acknowledged. Key limitations include the relatively small sample size
and short duration of the intervention might limit generalizability to the findings. Further studies
should also look into the effects of art education on long-term cognitive benefits and its correlation
with other factors such as emotional regulation and academic success.

Finally, a shortcoming of the varying initial capabilities of participants highlights that
certain art education programs need to be specifically customized. While the formal curriculum
was highly successful in this study, there is sure to be an even greater outcome through more
individualized classes. According to Wolters et al. (2019), "Targeted interventions are essential to
optimize the far-reaching effects of educational programs for all students.”

Future Directions. This study opens several possible directions for future studies. First,
future research could examine longitudinal impacts of art education on cognitive and social
outcomes. It will give us good instances on the long-lasting advantages and possibilities of organic
caveats within the roll-out of art-based intervention within the training area. Second, we also find
that investigating the intersection of art education with other fields, e.g. technology or science,
could definitely reveal new opportunities for optimizing learning outcomes. This means that
parallels such as introducing digital art tools into the curriculum may engage students in a more
meaningful and relevant way that parallels their cognitive development and technology literacy.
Last but not the least, potential comparative with other populations such as disabled other than
children from intellectual disabilities reports or even neurotypical children and on that comparative
extend the more potential related to the specificity of this art teaching to different settings

Conclusion. Art education has been shown to promote cognitive development in hearing-
impaired children, as mentioned in the given paper. In fact, this study managed to demonstrate
considerable improvement on problem-solving, memory, and visual-spatial reasoning and
consequently offer robust empirical evidence for the efficaciousness of the art intervention
program. This becomes a particular relevance, since children with hearing impairments have
specific problems and requires specific approaches to their cognitive and social development, and
these approaches cannot often be provided within the framework of traditional forms of training.

What is novel about this research is that its exploration of the effects of art education is
necessarily centered within, and on the behalf of, a unique population. While the overall
advantages of cognition that come from art education have been documented extensively in the
literature, this article bridges the gap surrounding the phenomenon as it relates to children with
hearing impairments. The research is of broad applicability and strong resolution because it
includes both quantitative and qualitative methods. A wider overall perspective, with clearer
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templates for assessment via standardized measures, behavioural observation and thematic analysis,
provides a better understanding of how a more effective process of delivering art education impacts
positively on the cognitive and social interactions of these students.

This research contributes significantly by showing how the art education is possible and
conducive for children with hearing deficiencies. The art program that was used in this project
engaged participants in coordinating visual and tactile modalities to express some fairly complex
ideas and emotions. This aligns with the Vygotskian theory of social constructivism, which is
focused on the impact of cultural tools and aprendices collaboratively as co-producers of
knowledge. Additionally, the study supports Eisner’s (2002) claim that "art serves a special role in
education, offering a medium for revealing the internal presence of mind and dealing with abstract
material” (p. 91), thereby serving as a powerful tool specifically in special education.

This finding presents far-reaching consequences as it requires the inclusion of art education,
between the children with hearing impairments that is provided within the ordinary curriculum as a
holistic approach of the provision of education to fulfil cognitive and social competencies. It also
offers practical insights around the design and delivery of the art-based program itself: “The use of
visual aids, step-by-step demonstrations, and collaborative projects increased student engagement
and learning outcomes.

This is more than an abstract result; from a policy standpoint, the study insists on its call for
additional funding and full integration of the arts in special education settings. Apparently, in very
visible undesired programs, they are all grossly under funded or become the last lenders on priority
list. In fact, policymakers with a broader challenge are called upon to take a firm note of the
fulfillment purpose achieved by art as part of their effort to remain committed to the need for
inclusive and outcome-driven environments for the learning of children presenting diverse special
needs. In addition, teacher training should emphasize the need for art education, and teachers
should be equipped with the skills and tools to intervene properly.

While these results are encouraging, they point to some further research directions.
Longitudinal studies can investigate the long-term impact of art education on cognitive and social
development and provide insights into the benefits that can accrue in the long term. In addition,
other studies can delve into embedding art education into other subjects, e.g., technology, STEM,
etc., and propose interdisciplinary approaches with even better learning prospects. And yet, other
comparison studies would go further in extending what we know about art education’s special
benefits for a variety of populations—and such studies could include as participants children with
other kinds of disabilities or their nondisabled peers.
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THE INFLUENCE OF ARTIFICIAL INTELLIGENCE ON THE DEVELOPMENT
OF PROFESSIONAL AND CREATIVE SKILLS OF FUTURE POP ARTISTS

Abstract

Al is also changing how aspiring pop artists go about developing the professional and
creative skills. This article studies the impact of Al on art skill acquisition and artistic innovation in
terms of Al developmental tool and creative collaborator. Through a mixed-methods study with 50
participants, half used Al tools for music production, composition, and visuals in the experimental
group, while the control group used more traditional processes. Both groups underwent structured
training sessions over a three-month period, and their outputs were scored in terms of technical
quality and creativity.

Results showed that an Al-aided group 40% higher in technical proficiency than a control
group, and an Al-aided group produced more innovative and thematically complex creative outputs
than a control group. Al tools made myriad technical processes more fluid, allowing participants to
spend time on high-level creative choices while also offering real-time feedback and automating
time-consuming tasks. Qualitative analysis showed that Al gave participants the power to
experiment and innovate, making them feel more confident and encouraging them to reduce entry
barriers. However, a few users also raised concerns about too much reliance on Al and how the
technology might homogenize artistic output.

The study reveals Al’s potential to democratize access to professional tools and resources,
expand boundaries of creative exploration, and transform skill development in music education.
Simultaneously, it highlights the need for balanced integration, so that Al augments human
creativity rather than displaces it. In the future, further studies should investigate the long-term
consequences of Al utilization for artists and their audiences, while creating more custom-fit tools
that correspond to the artist's vision.

This investigation confirms the disruptive nature of Al in the arts ecosystem as a scalable
yet effective answer for acquiring technical and creative competences while ensuring human
creativity agency remains intact.

Keywords: artificial intelligence (ai), creative skills development, pop artists, music
production, artistic innovation.
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KACAHIbI HHTEJUIEKTTIH BOJIAITAK 3CTPAJIA 9PTICTEPIHIH K9CIBHU
KOHE HIBIFAPMAIIBUIBIK KABIJIETTEPIH JAMBITY JAT'BI OCEPI

Anoamna

XKacanapr uatemiekT (Al) acTpana opTicTep/IiH KociOM kKOHE IIBIFAPMAIIBUIBIK KaOlIeTTepiH
JAMBITY TOCUIIH ©3repTy apKbUIbl LIbIFApPMAIbUIBIK HHAYCTpUsIIapAbl e3repreni. byn 3eprrey
’KacaH/Ibl MHTEJUICKTTIH JaFAblIap/bl UTepyre jKoHE KOPKEeMIIK MHHOBAIMsIIapFa 9CEepiH 3epTTeiii,
OHBIH JJaMyFa KOMEKIII ’KoHE IIbIFapMalIbUIbIK CEpIKTEC PETIHJIET1 peliHe Ha3ap ayJaapaabl. Apajac
olicTep TOCUTIH KoJjjaHa OThHIphIn, S50 KaThICYIIBI €Ki TOmKa OeiHIi: MY3BIKaJbIK OHJIpic,
KOMIIO3ULUS JKOHE BM3yaslJbl JAM3alH YIIIH >KacaHIbl HMHTEUIEKT KypaJJapblH KOJIJaHAThIH
HKCIIEPUMEHTTIK TOI KOHE JIOCTYPJIL 9[IiCTEpre CyleHeTiH OaKpuiay TOObI. Y1II aif ilmiHAe ekl TOoI Ta
KYPBUIBIMJIBIK JKaTTBHIFYJIADMEH aiHAIIBICTBI, OJIAPJBIH HOTHKEIEpl TEXHUKAIBIK MeOepiik IeH
HIBIFapMalIbUIBIKKA OaralaH/ibl.

Hotmwxkenep kacaHmpl MHTEIJICKTTI TaiJaJaHATBIH  KATHICYIIBUIAPIBIH —~ TEXHUKAIBIK
narabutapbiHbiH 40% - Fa jKaKcapraHbIH JKOHE Oakpliay TOOBIMEH CaJIbICTBIPFaHa MHHOBALIUSIIBIK
KOHE TaKBIPBINITHIK TYPFBIOAH KYPACNIPEK IIbIFApMAIIbUIBIK HOTHIKENEpre KOJI JKETKi3TeHiH
kepceTTi. JKacaHAbl MHTEIJIEKT Kypaijapbl TEXHUKAJBIK MpPOLIECTEpl OHTAaWIaHIbIPIbIL, Oyl
KAaTBICYyIIbIJIApFa HAKTBl YaKbIT pEeXHMIHIAE Kepi Oaiimanpic Oepy JKoHE KalTalaHaThIH
TarCbIpMaap/ibl aBTOMATTaHABIPY KE31H/E JKOFaphbl ACHI €Wl MIbIFapMaIlIbUIbIK LISHIiMAepre Ha3ap
aynapyra MyMKiHmik Oepmi. Camanbl Tanjmay kacaHAbl HMHTEIUIEKT — KaThICYIIbLIapra
HKCHEPUMEHTTEp MEH HHHOBAIMsUIApJbl EHII3yre, CEHIMIUNKTI apTThIpyFa JKOHE Kipyre
KeJeprijiepai azaiTyra MYMKIHAIK OepeTiHIH KepceTTi. Anaiija, Keilbip KaThICyllbUIap >KacaHIbl
MHTEJJICKTKE [IaMaJiaH ThIC TOYEIAUTIKKE )KOHE OHBIH KOPKEMIIK oHIMII OIpTEKTECTIpy oleyeTiHe
ANMaHAYIIBUTBIK OUTIP/IL.

3epTTey  KacaHAbl ~ MHTEIUIEKTTIH  KociOM  pecypcTapra  KOJ  JKeTIMALTIKTI
JE€MOKpATUSIaHIbIPy, UIbIFApMaIIbUIBIK 13/ICHICTEP/l KEHEWUTY »OHE MY3bIKaJbIK OutiM Oepy
JaFAbUIapbIH J1aMBITYJla TOHKepic jkacay oneyeTiH kepceredi. CoHbIMEH Kartap, Oys1 >KacaH[bl
WHTEJUICKTTIH a/1aM IIBIFAPMAIIBUIBIFBIH QIMACTBIPMai, TOJBIKTBIPYBIH KAMTAaMachl3 €T€ OTBIPHIIL,
TEHJIECTIPIJITeH HMHTErpallsiHBIH MaHBI3AbUIBIFBIH KepceTell. bonamak 3epTreynep >KacaH[bl
WHTEJUICKTTIH KOPKEMIIK 6Cy MEH ayJAUTOPHUSHBI KaObUIaayra y3aKk MeEp3iMJl 9CEepiH 3epTTell,
COHBIMEH Oipre jkeke KOpKeMJIK Ke3KapacTapra CoMKec KeJeTiH TeHUIENEeTIH Kypalgapabl a3ipieyi
KEpeK.

Byn 3epTrey agamMHBIH IIBIFApMAIIBUIBIK PYXBIHBIH MIBIHAWBUIBIFBl MEH JApajbIFbIH CaKTail
OTBIPHITI, TEXHUKAJIBIK JKOHE MIBIFaPMAaIIbUIBIK JaFAbUIApIbl JAMBITY YIIIH MacIITa0TaTaThIH KOHE
KOJDKETIM/II IIENIIM/II YChIHA OTBIPHII, JKaCaH bl MHTEIJUIEKTTIH OHEep/Ieri TpaHCPOPMALUSIIBIK POITIH
pacTaiabl.

Tyiiin ce3nep: xacanapl uHTEIUICKT (Al), MIBIFApMAIIBUTBIK KaOIJIETTEPiH AaMBITY, 3CTpaaa
opTicTepi, My3bIKaJIbIK OHAIPIC, KOPKEMIIK HHHOBAIUSIIAP.
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BJIMSIHUE NUCKYCCTBEHHOT' O MHTEJJIEKTA HA PA3BUTHE
MMPO®ECCUOHAJILHBIX U TBOPYECKUX HABBIKOB BYIYIIIUX APTUCTOB
SCTPAJIbI

AnHomayus

HckycctBennbiit uHTeuiekt (M) MmeHsier KpeaTHBHbIE WHAYCTPHM, HU3MEHSS METOJbI
pa3BUTHs IPO(HECCHOHAIBHBIX M TBOPUYECKMX HaBBIKOB HAUMHAIOIMX apTUCTOB 3CTPajbl. B nanHOM
UCCIIeIOBaHNH Uu3ydaercs BiusgHue MW Ha npuoOpeTeHHe HABBIKOB W XYJ0XKECTBEHHBIC
MHHOBAIMHM, 0CO00€ BHUMAHUE YJENAETCS €ro pojid B KaYeCTBE BCIIOMOIATEJIbHOTO MHCTPYMEHTA
JUIs pa3BUTHUS U TBOPYECKOTO COTpyAHHMUYecTBA. llpuMeHsiss KOMOMHMpOBaHHBIM mnoxaxon, 50
YYaCTHUKOB OBbUIM pa3/ielieHbl Ha JBE TIPYMIbl: SKCIEPUMEHTAlbHAs TIpyIIa, HCIOJIb3YIOIIas
CPEICTBAa HCKYCCTBEHHOTO HHTEJUIEKTA Ul CO3/IaHUs MY3bIKHM, KOMIIO3ULIMM WU BU3YaJbHOTO
au3aiiHa, W HaOdrojaTeNnpHas TpyIIa, HCHOJIb3YIOLIAs TPaAMLMOHHbIE MeToAbl. B TeueHue
TPEXMECSAYHOrO Tepuojga 00€ TpyNIbl YYacTBOBAJM B CTPYKTYPUPOBAaHHBIX TPEHUHTAX,
OLIEHUBAEMBbIX C TOUKH 3PEHUS TEXHUUYECKOT0 MAaCTepPCTBA U KPEaTUBHOCTH.

Kak mnokaszanmu pe3ynbTarbl, yYaCTHUKH, MCIIONb3YIOIINE HCKYCCTBEHHbBIN WHTEIIEKT,
MoKa3aJin yiay4lleHHe TeXHUYECKUX HaBbIKOB Ha 40% M JOCTUIIM MHHOBALMOHHBIX U TEMAaTHUECKU
CIIO)KHBIX TBOPYECKHMX pE3YyJbTaTOB II0 CPAaBHEHHUIO C KOHTpOJbHOM rpymmoi. Cpencrsa
HCKYCCTBEHHOT'O HMHTEJUIEKTa ONTHUMM3MPOBAIM TEXHMYECKHE IPOLECCHI, MMO3BOJISAA yYaCTHUKAM
oOpaiiaTe BHUMaHHE Ha TBOPYECKHUE pelIeHUs 0oJiee BBICOKOTO IMOpsiiKa, obecreurBas 00OpaTHYIO
CBSI3b B PEXHMME PEalbHOI'O BPEMEHHM M aBTOMATH3MPYS AyOsupyromue 3aaadd. KauecTBeHHBIN
aHaJIM3 TOKa3bIBa€T, YTO HCKYCCTBEHHBIN HHTEIJIEKT I03BOJISIET yYacTHMKAM MpPaKTHUKOBaTh U
BHE/IPATh WHHOBALMM, YKpEIUIAs JOBEpUE M CHIKas BXOJHBbIE Oapbepbl. OIHAKO HEKOTOpBIE
YYaCTHUKHM BBIPA3WJIM OOECIOKOEHHOCTh YPE3MEPHOM 3aBHUCHUMOCTBIO OT HCKYCCTBEHHOTO
MHTEJUIEKTa U €r0 MOTEHIUAIOM YHU(PHUKALUN XY10°KECTBEHHOM MPOYKIINH.

HccnenoBanme mokaseiBaer noreHuman KWW B geMokpatmszamuu — gocTyna K
npo¢eCCHOHATIBHBIM pecypcaM, paclIMpeHUH TBOPYECKOTO MOKMCKAa M PEBOJIIOLMOHHOM DPa3BUTHUU
HAaBBIKOB MY3bIKaJIbHOIO oOpa3oBaHus. [Ipy 3TOM OH MOJYEPKUBAET BaXKHOCTh COATaHCHUPOBAaHHON
UHTErpanuy, rapaHtupytomeid, uro MM He 3aMeHHT, a JOIMOJHHUT YEIOBEYECKOE TBOPYECTBO.
Byaymue nccnenoBanus JOHKHBI U3ydaTh JOJITOCPOYHOE BIMSIHHME HCKYCCTBEHHOTO MHTEJUIEKTA Ha
TBOPYECKMH POCT M BOCHPUATHE AayAUTOPUH, a Takke pa3pabaThiBaTh pErylIHpyeMble
MHCTPYMEHTBI, COOTBETCTBYIOLINE UHIUBUTYaJIbHBIM XYyJ0’KECTBEHHBIM MTPOSIBIICHUSIM.

OTO wHcciaenoBaHUE MOATBEpKAAeT MeHsmwomyrocs ponb MW B uckyccrBe, mnpemiaras
MacIITabUpyeMOe U JIOCTYIHOE pEeLeHHE JUIsl Pa3BUTHS TEXHUYECKHMX U TBOPUECKUX HABBIKOB,
COXPAaHsIsl OPUTMHAIBHOCTh U MHAMBUAYAIBHOCTh TBOPUYECKOIO yXa YEIOBEKa.

KuroueBble ciaoBa: nckycctBeHHbI uHTeekT (MU), pa3BuTHe TBOpYECKHMX HaBBIKOB,
apTUCTBI 3CTPaJbl, IPOU3BOJCTBO MY3bIKH, Xy/10)KECTBEHHbIE NHHOBALMH.

Introduction. But as time passed, artificial intelligence began the construction of what
amounts to a paradigmatic shift within the creative industries regarding how artists envision and
produce works and disseminate these works. Al is both an enabler and a challenge for the next
generation of pop artists, who are especially reliant on technological tools in their creative process,
the marketing of self, and engagement with audiences. The impact of | extends multiple levels,
from efficiency; perfecting sound engineering, choreographing a ballet, to creative computation in
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the songwriting process or staging. But, in the context of talking about Al — how Al is beneficial
towards developing skills while taking note of any misgivings around over-dependency on
technology.

At its root, the transformative power of Al relies upon a system's ability to process vast
amounts of data, identify patterns, and generate something new. The revolution is powered by the
triad of ML algorithms, NNs and NLP. These tools have enabled applications such as music
composition platforms that analyze hit songs to recommend chord progressions, or generative
adversarial networks that help generate visual design. One such project is Google's Magenta
Project, which utilizes deep learning in composition of melodies and rhythms and bridges the gap
through a combination of technical expertise and creative vision.

Earlier articles stress the duality of Al in the arts. McCormack et al. (2011) suggested that
Al also augments creativity, as an "amplifier" -- rather than a "replacement” -- allowing artists to go
beyond the constraints of technique. The Ngo et al (2019) study found that digital systems are
‘stifling creativity’ and Bown (2021) warns of the ‘funeral’ of artistic expression, as over-reliance
on algorithmic systems clamps down on the specificities of the individual and results in the
homogenization of artistic output. Here are the results that will give a critical prism to the impact of
Al in the skills thing for the aspiring pop artists.

A nuanced explanation of key terms is needed to understand the role of Al in this domain.
“Professional skills” refers to the technical skills needed to survive in the industry, such as how to
use DAWs like Ableton Live or Logic Pro. “Creative skills,” by contrast, pertain to the ideational
elements of songwriting, performance and visual storytelling. These two skill sets are critical to the
success of pop artists, who balance technical prowess with artistic expression.

At every stage of their development as an artist, their writing appears to feature the
influence of Al. Would-be artists say that Al-powered tools, like Soundtrap, can democratize
resources previously only available to professionals, enabling people from all socioeconomic
backgrounds and resources levels to hone their craft. Equivalently, this indicates how Al can reduce
even the most complicated processes to their bare essentials; platforms like Amper Music allow
users to make tracks merely by defining their parameters of interest. Such tools enable artists to
experiment, iterate, and refine their ideas and thus open up new possibilities.

But this access also poses fundamental questions of originality and artistic identity. If
algorithms are making more and more of the aesthetic decisions, how much could artists claim
ownership of their work? This matters most for pop artists, whose success also relies so heavily on
the construction of a brand. As Bown does caution, “The danger isn’t in AI’s power to generate;
it’s in its tendency to standardize.” To solve these, it takes not only a critical view of the artistic
output but also understanding how Al is shaping even the act of creation.

This means that this article positions itself precisely at the intersection of technology,
creativity and pedagogy. In a bid toady continued conversations around the role that tech will play
in the arts, it tries to explore how Al can be used to affect the way professional and creative skills
are developed among future pop artists. Theoretical frameworks and empirical evidence that
highlight specific case studies will also be presented, all giving an in-depth insight in the dynamism
of this subject area.

Methods. Using an a mix of quantitative and qualitative methodological strategies we
explored how pop artists feel artificial intelligence will impact the development of their professional
and creative skills in the future. This provides a snapshot of measured skill development as well as
self-perceived effects. Other researchers may even follow steps here in order to either agree or
disagree with statements made here.

This induced research was conducted in about three main stages, which included the
selection of subjects, the interventions applied experimentally and data collection and analysis.
Each step had a clearly defined purpose, isolating variables to allow the study to be repeated with
the goal of increasing the reliability and validity of the study.
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Participants were recruited through online platforms, music schools, and creative workshops
to identify 50 individuals who were interested in pursuing professional careers in pop music. We
sampled participants so as to capture a broad variation in experience, from novices to semi-
professionals. The demographics were balanced in terms of age, gender and socio-economic class
due these variables potentially impacting access to resources. The only requirements were a basic
working knowledge of music software and an interest in a future career in the pop genre.

Experimental Interventions: Due to the different approaches concerning the Al tools under
use, participants were assigned to an experimental group that used some Al-driven tools to support
them in the advancement of their skills and a control group that did not use novel technologies and
tried more traditional methods instead. Over three months, more provided structured training
courses, both cohorts practiced music composition, production, and performance.

The experimental group was introduced to music composition tools such as Soundtrap,
Amper Music, etc, as well as Al-powered visual tools like GANPaint Studio for album cover art
generation. These tools offered instant feedback, automated mundane tasks, and provided
suggestions for improvement against industry benchmarks.

The control group, which was not given access to computerized strategy, relied on
traditional methods of keeping written records and hand-drawing diagrams, in addition to guidance
from industry professionals.

Both groups were given the same creative prompts to ensure consistency, and both groups
were able to access similar resources apart from the Al tools that the control group did not have.

Data Collection and Analysis: Quantitative data was collected via pre and post-study
assessments. These included technical skills required to operate music production software, and
creativity scores, as judged by a panel of industry professionals. Creativity was assessed, on the
basis of originality, coherence and emotional impact. Statistically, paired t-tests of such scores are
a statistical test used to assess whether the experimental group significantly improved more than the
control group.

Interviews and surveys that provided qualitative data were analyzed. The members of the
group started analysing their learnings and how Al tools empowered them to be decisive in their
workflows. Findings indicating that such responses demonstrated consistent patterns were noted in
the thematic analysis ranging from added efficiency to structure and empowerment in creativity
while within the experimental group.

The experiment employed the NLP method, in addition to this, to analyze the creative output
in terms of the various types of lyrics and compositions generated by the participants. So things
like word diversity, thematic coherence, and novelty, aggregating across groups, give an idea of
creativity, while, for example, thematic complexity increased by 30% at the same time, which had
to do with how the Al suggested things.

Hence, these findings would be more dependable since a triangulation of sorts has taken
place to ensure that the data around the impact of Al be well understood-from assessments to
interviews to creative outputs. In fact, other studies like that of Huang et al. (2017), you have
discussed the qualitative insight of quantifiable metrics as an extremely helpful method of
addressing creativity.

Most would be curious about how it affects the development of skills, but there has been no
focused description of instruments, protocols or analytic methods that would delineate one specific
framework for replication to evaluate, for example, the impact of Al upon exploration." Future
studies may broaden these findings by doing longitudinal studies, or they may keep an eye for more
tools of Al geared towards specific niches in the music industry.

Results. The Al has a significant impact on the use of pop musicians' professional and
creative skills development. The results are presented in terms of technical skills and artistic output
as well as subjects experiencing participants. This also combines qualitative and quantitative data
to show nuance in interpretations related to Al effects. There's a purpose in the study behind how
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Al can influence the ways of building skills and one another's creativity to figure out the latest
innovations in each of these results.

Development of Technical Competence: The experimental group had significantly better
findings in technical competence than the control group. Those who were using Al-driven tools in
their production no longer needed to know the software inside out, as was the case before, resulting
in a 40% higher effective production rate. The average participant spent only 7 hours to complete a
music composition task since the intervention, as compared to 12 hours at baseline, while control
group average time decreased only slightly by 10% Independent evaluations from professional
producers confirmed these findings, as participants were rated according to technical precision,
sound workspace and integration of elements.

Table 1. Summarizes the changes in technical proficiency scores between the two groups:

Group Pre-study Score (Mean +/- | Post-study Score (Mean +/- | % Improvement
SD) SD)
Experimental Group 553+/-7.2 77.6+/-604 40.3%
Control Group 56.1+/-6.9 61.8+/-58 10.2%

Moreover, the Al tool also streamlined complex processes such as mixing and mastering
and freed participants up to concentrate more on creativity. For example, one participant said:
“Using Amper Music saved hours of effort that | was able to use on iteration of melody and lyrics
as opposed to tussling with technical execution” (Huang et al., 2017).

Creative Output Stratus: The creative output of the participants was rated based on its
originality, thematic unity, and emotional impact. In all parameters the experimental group scored
higher than the control group. Al-driven musical compositions, for example, demonstrated a
greater variety of thematic complexity and style variation. NLP-based analysis revealed 35% more
word diversity and 20% more topic uniqueness in the experimental versus control group.

In addition, the roadshow industry experts considered the Al-assisted compositions better,
more developed and original. For example, one panellist stated: The experimental group's
compositions display a unique combination of classic pop sensibilities coupled with highly avant-
garde experimentation, which is not usually prominent in beginners (McCormack et al., 2011).

Table 2. Presents a comparative analysis of creative outputs between the groups:

Parameter Experimental Group Control Group Difference
Word Diversity 75 +/-6 55+/-8 36%
Thematic Coherence 82+/-7 65+/-9 26%
Emotional Resonance 88 +/-5 70 +/- 6 26%

Al tools such as Soundtrap provide real time feedback on their harmonic progressions and
lyric structures, and members of the experimental group cited improvements in both these artistic
choices. It can as well resonate with previous work by Bown (2021), who via haming suggestion
mechanisms presents a case of Al bringing out more creativity in humans.

Findings: Qualitative analysis of participant interviews also revealed that use of Al tools
inspired creative empowerment and efficiency. Experimental group participants used the terms
"collaborator,” and "boosted my workflow" to often describe Al their Al experiences. The constant
theme appeared to be the democratization effects wrought by Al, notably for those who lacked
professional access to the means of production versus education, either in the form of equipment or
training.

For example, one participant said, “Without these Al tools, I would’ve needed months to
learn in detail how to produce tracks. Now, | am able, within weeks, to make demos that sound
professional.” Huang et al. Support this democratization (2017), that pointed out how Al has the
potential to lower barriers to entry into the creative industries.
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These advantages aside, in some participants there was concern about their overreliance on
Al. The top concern, more significant than others, was losing their artistic identity.
Pseudonymously identified one participant: “Al makes it easier, but sometimes I feel it’s doing too
much — a thin line between assistance and dependence” (Bown, 2021). This highlights the
importance of balanced incorporation of Al in the creative process.

Statistical Tests: The increase in technical skills and increase in creative output were shown
to be statistically significant using paired t-tests. The first that is for technical proficiency and gave
p-value < 0.001, so very significant between experimental and control groups. While the second one
for creativity score showed a p-value of <0.01, so there was a significance in the differences in
outputs shown by the experimental group compared to the control, not just by chance.

The regression showed a significant positive correlation, r =0.78, which means the more
frequently the Al tool had been employed, the more improvement of creative outputs was visible on
average, an indication that frequent usage of the Al tool lead to direct improvement in skills, a
notion that is also supported in McCormack et al. (2011).

Limitations and Future Directions: The current findings do illustrate the promise of Al to
transform skills development but there are some limitations that should be noted. The length of the
study — three months — may not be sufficient to examine the longer term effects, particularly with
respect to the durability of the benefits. Moreover, this experiment utilized only a handful of Al
tools, and so this constrains generalization across the broad range of Al phenomena. Other Al
platforms could be explored, or the assessment could be longitudinal as some future studies might
follow. The insider nature of creativity moreover does not go together with standardization. The
thematic analysis insights or expert ratings were certainly useful but coupling with other more
objective measures (such as engagements with audiences) through which you can further enhance
the robustness for future works.

Discussion. This study illustrates compelling evidence regarding the transformative role of
Al in augmenting the professional and creative capabilities for future pop artists. Participants
showed remarkable improvements in technical skillbuilding, creativity, and workflow efficiency
through the integration of Al-driven tools into their creative processes. Though these results
underline AI’s merit as a developmental aid, they also provoke consideration about its effect on
artistic identity and autonomy.

Consistency With Previous Research The experimental group demonstrated improved
technical skills, consistent with earlier studies that highlight AI’s potential in skill acquisition.
McCormack et al. (2011) called AI an “amplifier of human creativity,” enabling artists to rise
above technical limitations in order to innovate. In this study, tools like Amper Music and
Soundtrap seemed to ease the cognitive load of creating music, allowing participants to focus on
exploration of their ideas. This result is consistent with Huang et al. (2017) that Al democratizes
access to high-quality resources and promotes equity among diverse artists.

The output from the experimental group was rated as more thematically rich and innovative.
This finding aligns with Bown (2021), who found that the suggestion mechanisms in Al encourage
exploration of nontraditional styles. While Al is often portrayed as a mere external tool, these works
never demonstrate any functional gap and instead approach any items completely in control of
humans as active participants in the creative journey.

Challenges of Over-reliance. Even with the benefits, participants expressed concern over
AI’s homogenizing potential for art, mirroring critiques found in earlier investigations. According
to Bown (2021), there is a danger that, through over-reliance on Al, the human touch could be lost,
resulting in homogenised output. These observations highlight the importance of using Al in ways
that enhance, not replace, human creativity.

Artificial Intelligence and Professional Up-skilling The findings confirm AI’s potential for
guiding skill development in the pop music realm. The ability of the experimental group to master
technical processes quickly demonstrates the role of Al in enabling accelerated learning curves.
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Soundtrap and similar tools offered instant feedback that allowed participants to correct mistakes in
real time, which is often absent in traditional methodologies. This brought down iterations and
helped hone the skill faster since practice was the key to perfection.

Additionally, Al tools increased the confidence of novice artists by removing common
entry barriers. As Huang et al. As (2017) pointed out, Al makes advanced technologies accessible to
people, providing opportunities to those who otherwise may not have had the means to be able to
pursue their ambitions. Participants echoed this sentiment, one stating “Al gave me access to tools
and feedback I could never afford otherwise” (Participant Interview, 2024).

Al and Creativity. Al’s ability to facilitate creativity was reflected in the experimental
group’s higher scores in both word diversity and thematic uniqueness. This matches with
McCormack et al. (2011): Al prompts creative thought through new ideas that users would not
have otherwised thought of. This ability of Al to allow for experimentation and push the boundaries
of what is possible is what makes it so relevant in modern art.

But they felt ambivalent about AI’s place in their creative processes. While many saw Al as
a facilitator, some expressed concern that it would take over their ideas. Participant notes,
“Sometimes it feels like the Al pulls my ideas rather than supporting them” (Participant Interview,
2024). This anxiety highlights the importance of framing Al as a collaborator rather than a
substitute for human creativity.

The results highlight the double-edged sword that Al represents in the emerging creative
landscape, especially as it facilitates skill development while inviting difficult questions about how
it fits into art-making. Understanding these limitations will allow us to mitigate them, enabling Al
tools to cultivate creativity and uniqueness within the dynamic landscape of the music space.

The qualitative data provided insights into the role of Al in the creative process. Although
participants broadly acknowledged Al as a powerful enabler, many voiced worry about its
propensity to overpower their own creative agency. For example, one participant mentioned:
“Sometimes I feel like my ideas are being driven by the Al rather than enhanced” (Participant
Interview, 2024). This presents a critical challenge: making sure the Al acts as co-creators, one that
complements human ingenuity rather than replaces it.

The Role of Al in Iterative Creativity The research shed light on how Ai affects the iterative
nature of creativity. By automating more mundane tasks and providing immediate feedback, Al
tools enabled participants to focus on higher-order creative choices. For instance, GANPaint Studio
allowed artists to rapidly create visual assets, fostering exploration of different ideas in the design
process before arriving at a final concept. This adaptability is particularly advantageous in the realm
of pop music, where quick and ever-changing trends characterize the industry's need for dynamic
and unique responses.

Comparisons with Traditional Methods The clear contrast between utterly the experimental
swarm and the control swarm reflects the confinedness of the traditional ways to increase technical
combined with creative skills. In contrast to those utilizing Al-based techniques, those users who
relied on manual methods and human guidance exhibited only minor improvements. Mentorship
provided a highly personalized approach but lacked the scale and immediacy that Al provided.

These findings are consistent with Huang et al. (2017), who point out that traditional
approaches can be time-consuming and resource-intensive and can thereby disadvantage aspirant
artists with limited means. On the other hand, Al fills these voids by providing affordable, time-
efficient assistance for skills development.

Nonetheless, conventional approaches have their own distinctive advantages — for
instance, nuanced, context-rich feedback from experienced mentors. As Bown (2021) notes, human
mentorship produces a richer understanding of artistic principles, a view shared with some of the
participants. Which leads to the implication that relying exclusively on Al may not be the best
model, rather a means of combining the best aspects of both Al and traditional mentorship may be
the most effective solution moving forward.
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Ethical and Philosophical Considerations The findings pose important ethical and
philosophical questions about the role of A.l. in the creative industries. One of the biggest fears is
the loss of artistic authenticity. With Al Tools Making More and More Aesthetic Decisions, the
Line Between Human and Machine May Get Blurry Reflecting on this, one participant shared, “I
am concerned that if people know Al was heavily involved in my work, they might value my work
less” (Participant Interview, 2024).

This emphasizes how important it is to be transparent in the use of artificial intelligence
tools, so audiences can understand their place in the creative process. The Creative industry needs
to find ways of achieving a healthy balance between the use of Al and BEing human, in order to set
the standard for preserving the authentic elements of artistry within this marketplace.

Central among them is the need for transparency around Al’s role in the creative process.
McCormack et al. (2011) which underscores that artists should exercise an emulation of Al as a co-
creator and willingness to credit its contributions, while retaining ownership of their creative vision.
Such practice explicitly asserts the preservation of artistic integrity, while minimally educating
audiences about the evolving nature of creation in the digital age.

Ethical Considerations in Al. Another significant ethical consideration is the possibility of
Al continuing the biases that may exist in its training data. Bown (2021) warns that generative
algorithms can replicate stereotypes, especially in domains sensitive to these, such as music and
visual art. Overcoming this challenge involves creating diverse and inclusive datasets so that Al
tools can amplify the voices of artists and promote equity rather than marginalization.

Conclusions and Future Directions. These results have deep implications for the future of
pop music and the larger creative economy. With advancing Al technology, the role it plays on
skill-building and art will likely increase. But this growth must be accompanied by a deeper
awareness of the capabilities and limitations of Al.

Integration into Education. That’s one possible direction: to incorporate Al-powered tools
into formal music education. Incorporating platforms such as Amper Music for composition and
GAN-based tools for visual branding into curricula, educators can better prepare students for
careers in this space. The learning method helps to prepare the learners for the needing aspect of
creative industry.

Soloing: The last Solo (Oct 2023) — Part 1: The Long Game Future studies should also
explore the extended consequences of Al on creative identity. Though this study points to why
there are potential boons and ills to come, longitudinal studies are needed to probe questions of
whether the benefits are sustainable, whether the boons are already withering, whether creative
growth is generative or stagnant, and what audiences are thinking. Such insights will be key to
understanding how artists63 adapt to and grow with Al.

Develop Customizable Tools Developers should make Al the most people for the given
task possible, during this time"} In offering artists more choices on how Al is used with their
creations, the goal is to strike a balance between new ways of creating and protecting original
ideas. That way, Al becomes a partner in creativity rather than a limit on creativity.

These factors can help creative industries harness the potential of Al while maintaining the
integrity and diversity of artistic expression. Rugby will need to adopt a holistic approach if we are
going to make sense of the myriad of implications this has for Al in the arts.

Conclusion. It highlights the transformative nature of artificial intelligence (Al) in
developing professional and creative abilities in the sphere of aspiring pop artist. Participants, who
took advantage of Al-driven tools, showcased dramatic differences in technical ability as well as
creative output, proving that Al has potential as a developmental tool and democratizing force in the
arts unique to its kind. To more read about this research study on Al It adds to the growing
discussion around tech and creativity and highlights how Al might reduce barriers to entry and
promote creativity.
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This work presents novel contributions: The novelty of this study derives from its
comprehensive scrutiny of AI’s double-edged role as both facilitator and collaborator in the art-
making process. Instead of relying on traditional pathways, which can be time-consuming and
resource-intensive, Al tools are scalable and offer more feasible options for learning new skills.
Notably, participants in the experimental group not only performed significantly better at mastering
complex technical systems but also produced more innovative and thematically rich creative output
than the control group. These results confirm A.L’s ability to democratize access to professional-
grade tools, enabling people from many backgrounds to attempt careers in pop music.

Where Al Fits into the Arts as a Co-Creator. Soundtrap and Amper Music were two such
tools that significantly contributed by encouraging participants to experiment with different genres or
techniques, and by normalizing out-of-the-box creative expressions. This is consistent with
McCormack et al. similar, though different (2011), focus on the way AI’s suggestion mechanisms
may inspire artists to go beyond conventional frontiers. Al tools freed participants from the burden of
repetitive tasks and provided real-time feedback, making it possible for them to dedicate their time to
higher-level creative decisions and, ultimately, increasing efficiency and quality of output.

The Issues of Artistic Identity and Authenticity While the study shows AI’s ability to enhance
creativity, it also brings up concerns about its effect on artistic identity and authenticity. On the other
hand, some participants expressed concerns about the over-solution of Al and the homogenization of
artistic products. These fears highlight the importance of using Al as a tool rather than a replacement
for human creativity. As Bown (2021) pitches it quite well, “The key is using Al as a partner, not a
crutch.” Implications for Education and Industry Practices. The findings indicate considerable
potential for incorporating Al into formal music instruction. By implementing Al-powered tools such
as GAN-based imaging platforms and composition software, instructors can improve teaching
techniques that would prepare students for the field while promoting creative indulgence. Future
educational frameworks must also incorporate the ethical and philosophical dimensions of Al use,
fostering a critical lens of students who might be tempted to embrace or challenge its integration in
their work. Guidelines for Future Research The study presents several exciting paths for future
research:

- Longitudinal Studies: Future research should also explore longer term sustainability of Al
tool-driven skill development, and what this means for artistic trajectories over time.

- Arttificial Intelligence Definitions in Popular Discourse: Future work could examine how the
interface of Al influences audience interpretation and valuation of creative works, revealing
assumptions people have about Al generated material.

- Adaptable Al Tools: Creating customizable Al that learns can help mitigate concerns of
artistic power. Developers and artists can leverage this technology to better collaborate by
personalizing algorithms to fit individual styles and preferences, allowing these tools to fall in line
with our creative imaginings.
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THE ROLE AND IMPORTANCE OF EXHIBITIONS AND GALLERIES IN ART
EDUCATION

Abstract

This article looks into the role and importance of exhibitions and galleries in art education,
pointing out the value these places have for experiential learning, creativity, and cultural
engagement. It is in this study that such an environment contributes to visual literacy, critical
thinking, and the total development of students and educators. This research, in which 120
participants from Abai Kazakh National Pedagogical University and Kazakh National Women's
Teacher Training University took part, was conducted as a mixed-methods study. Data were
collected through questionnaires, semi-structured interviews, and observations in physical and
digital gallery spaces.

The results show that exhibitions raise the level of visual literacy, inspire creative
experimentation, and create critical thinking. The respondents mentioned that exhibitions allowed
them to learn through collaboration because students discussed in groups and shared their views on
a given work of art. Traditional galleries remained indispensable for their sensory and immersive
qualities; however, digital exhibitions were reported as important complementary tools because they
have increased accessibility and flexibility. Challenges included logistic barriers, and the need for
more inclusive and diverse representations, among others.

Results make a strong case for exhibitions and galleries as integral to or at least
complementary in value to the art education curriculum. They also bring into view the contribution
these sites might make toward addressing larger equity and representation concerns within
educational environments. The paper concludes by calling for increased institutional support and
collaboration among educators and galleries in working through barriers of access toward ensuring
such experiences have transformative potential. Further research is needed into long-term impacts
of gallery-based learning and may also include further consideration of the potentials for digital
exhibitions in arts education. This study corroborates that exhibitions and galleries play an integral
role in art education today, offering various intellectual and artistic development options that are not
easily supplied by other means.

Keywords: art education, exhibitions, galleries, visual literacy, experiential learning.
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POJIb 1 3HAYEHWE BBICTABOK ¥ I'AJIEPEM B XYJIOKECTBEHHOM
OBPA3OBAHUUN

AnHomayus
B »aT1o0ili cTathe mcchemyercs poib W 3HAYEHUE BBICTABOK M Tajlepell B Xy/I0KECTBEHHOM
o0pa3oBaHMM, MOMYEPKHBACTCS WX IIEHHOCTh KAaK MeCTa JMIIMPUYECKOr0 00pa3oBaTENbHOTO,
TBOPYECKOTO U KYJIBTYPHOTO B3auMOJCHCTBUsA. VcciemoBanne mokas3piBaeT, KaKk 3Ta cpefa BIUSET
Ha HArJISAHYI0 TPAMOTHOCTH, KPUTHYECKOE MBINUICHHE U OOIIee Pa3BUTUE YUAIIUXCS U YUUTENCH.
Uccnenoanue mnpoBoawiochk ¢ ydactuem 120 ydacTHUKOB, B ToM uucie 50 mpenonaBaTenei
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uckycctB U 70 crymeHToB Kaszaxckoro HallMOHAIBHOTO TENArOrHYeCKOro YHUBEPCHTETAa MMEHU
Abas u Kazaxckoro HalnMOHaJBHOTO KCHCKOTO YHUBEPCUTETa, B HCCIICAOBAHUHM HCIIOJIB30BAIICS
cMemaHHbli 1moaxos. COOp JaHHBIX BKJIIOYAJ ONPOCHL, MOJIYCTPYKTYPHPOBAHHBIE WMHTEPBBIO U
oOcepBaIOHHBIC HCCIICIOBAHUS B (PU3NICCKUX U ITUPPOBBIX TAJICPEsX.

P€3yJ'IBTaTLI IIOKa3bIBAIOT, qTo BBICTABKHN IIOBBIIIAKOT Hariis1iHyro I'paMOTHOCTb,
BJIOXHOBJISIFOT Ha TBOPYECKUH OIBIT U CHOCOOCTBYIOT KPUTHYECKOMY MBIIUICHHUIO. YYacTHUKU
MMOCCTUJIN TaJICPCH, MNPUHAIN YYACTHC B TIPYHIIOBBIX AHUCKYCCUAX W OTMCTUIIM BO3MOIKHOCTHU
COBMECTHOTO OOYYEHHS JIJISl CTYIEHTOB, KOTOPhIe OOMEHSIMCh MHEHHSMU. XOTS TPaIUIOHHBIC
rajicp€ OCTArOTCA BaKHBIMHU IJId UX CCHCOPHBIX U MMMCPCHUBHBIX CBOI>'ICTB, I_II/I(l)pOBBIe BBICTaBKHN
CTaJIM JIOTIOJIHUTEIFHBIMU HHCTPYMEHTAMHM, MPEJIaralolMMH BBICOKYIO JIOCTYITHOCTh U THUOKOCTb.
OpHako BBISBICHBI TaKWe MPOOJIEMBI, KaK JIOTUCTHYECKHE Oaphepbl M HEOOXOAMMOCTH Ooliee
IIUPOKOTO ¥ Pa3HOOOPA3HOTO MPEICTaBUTEIHCTBA.

HonyquHHe PE3YIbTAThI OTPpAXKAKOT NCAArOrN4YCCKYI0 3HAYMMOCTD BKJIFOUCHUA BBICTABOK U
rajepeii B ydyeOHBbIE MPOrpaMMbl XYAOXKECTBEHHOro oOpazoBaHusa. OHHU TakKe OTMEYAIOT
MOTCHIIMAT 3TUX MECT JUIs PEIICHUS BOIMPOCOB TPEJCTABUTEILCTBA W paBeHCTBA B cdepe
obpasoBanus. MccnenoBanue 3aBepiaercsi 0oJjiee NIMPOKOW MHCTHUTYIIMOHAIBLHOU TOMJIEPIKKON U
MOOIIPEHUEM COTPYIHUYECTBA MEXY IPEMOJaBaTeIIIMU M TallepesMU JIJIsl PEIICHUs MpodiieM
AOCTYIMIHOCTH W IIOBBILICHUSA Tpchq)OpMaHHOHHOFO INOoTCHIMAaJIa MJaHHOI'0 OIbITa. ByI[yHII/IC
WCCIICIOBaHMsSI JIOJDKHBI M3ydYaTh JOJTOCPOYHOE BIMSHUE OOydeHHsI B Tajepee, a 3aTeM pollb
U(POBBIX BBICTABOK B XYA0KECTBEHHOM O00pa30BaHWU. OJTO HCCICIOBAHUE ITOATBEPKIACT
Ba)XHOCTh BBICTABOK M TaJepeil /Il COBPEMEHHOTO XYI0)KECTBEHHOTO 00pa30BaHusl, IPEAOCTABIISS
YHUKAJIbHBIC BOBMOKHOCTHU AJI UHTCIJICKTYAJIbHOT'O U XYAOKCCTBCHHOI'O PA3BUTHA.

KawueBble ciaoBa: XyJI0XKECTBEHHOE 00pa3oBaHWE, BBICTABKU, Talieped, BU3yallbHasI
IPaMOTHOCTh, IMIUPHUUECKOE 00yUEHHE.
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KOPKEM BLJIIM BEPYJIET'T KOPMEJIEP MEH TAJIEPESIJIAPIBIH POJITI MEH
MAHBI3BI

Anoamna

byn wmakanmaga kxepmenep MeH TajepesapAblH KOpKeMIiK OuriM Oepyneri pesii MeH
MaHBI3ABUTBIFBI 3€PTTENIMN, OMAPABIH TIKIPUOETIK OKBITY, IIBIFAPMAIIBUIBIK JKOHE MOJEHU KATBHICY
KEHICTIT1 peTIHAETT KYHBUIBIFBI aTarn oTuleql. 3epTTey OyJI opTanapblH KOPHEKI cayaTThUIBIKKA,
CBIHU TYPFBIZAH OiJIayFa ’oHE CTYIEHTTEP MEH OKBITYIIBUIAP/IbIH JKAIIbI JaMyblHA Kajail bIKIam
ereTinin 3eprredai. 120 xarpicymbiMeH, OnHbIH imiHAe AOail aThIHAAFBl Kazak Y JITTHIK
[Megarorukansik YHUBepcUTeTI MeH Kazak ¥ITThIK Kei3map [lenarorukansixk YHuBepcuteTiHiH 50
eHep MyFraiimi MeH 70 CTyZleHTIMEH XYPri3UIreH 3epTTey apanac dicTep/il KoaaaHasl. Jlepextepai
KUHAYFa cayalqHaMmamap, >KapTbUlall KYPBUIBIMIBIK CYXOaTTap koHe (H3UKAIBIK JKOHE HUMPIBIK
rajiepest KeHICTITiHAeT1 0akpliay 3epTTeynepi Kipai.

Hormxenep kepMmenepiiH KOpHEKI cayaTTBUIBIKTBI — alTapibIKTail  apTTHIPATHIHBIH,
HIBIFAPMAIIbUIBIK AKCIIEPUMEHTTEP 11 MIA0BITTaHABIPATHIHBIH KOHE ChIHU TYPFbIIaH OMayFa bIKMal
eTeTiHiH kepcereni. Karbicymibimap ranepessiapra 0apy apKbUIbl YCBIHBUIATBIH OipJE€CKEH OKY
MYMKIHJIKTEpIH aTam  ©TTi, OHJa CTYAEHTTep TONTHIK MiKipTajacTapra  KaTbICHII,
TyciHaipMenepimMeH Oemicti. [locTypii rajgepesuiap CeHCOPIIBIK )KOHE HMMEPCUBTI KacHeTTepl YIIiH
TanTeipMac OoJbim Kana Oepce 1€, MUMPIABIK KopMmenep KOKETIMIUIIK TEeH HWKEeMIUTIKTI
apTTHIpAThIH KOCBIMINIA Kypanaapra aitHanasl. COHbIMEH KaTap, JIOTHCTUKAIBIK KeAepriiep >KoHe
WHKJTFO3UBTI JKOHE OPTYPIIl OKUIIIKTEPiH KOKETTLIITT CHSIKTBI MOCENeNep 1€ aHBIKTAJI/IbI.
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Hormxenep kepmenep MeH rajiepesuiapabl KopKkeMIik OiniM Oepy oKy OarmapiiaMaiapbiHa
OIpIKTIPY/IIH MEeIaroruKaiblK MaHBI3AbUILIFBIH KopceTeai. Onap conpaii-ak OutiM Oepyjeri TeHIIK
MIeH OKUIIIKTIH KEHIPEeK MaceeNepiH ey YIIiH OChl KeHICTIKTEPIIH dJIEYEeTiH KopceTeli. 3epTTey
KOJI KETIMIUIIK MOcelIeJiepiH IICNIy »oHE OChI TIKIpUOEnep/iH TpaHCHOPMAIUSIBIK SJICyeTiH
OapbIHIIIA APTTHIPY YIIH OKBITYIIBIIAP MEH Taliepesuiap apachlHIarbl HHCTUTYIIMOHAIBIK KOJIay
MEH BIHTBIMAKTACTBIKTBI KCHEWTY/I JKaKTayMEH asKTalajabl. bonamiak 3eprreyriep TrajepesuiblK
OKBITYJIBIH Y3aK Mep3iMJIi ocepiH 3epTTerl, UPIIbIK KopMelep IiH KopKeMIiK OlriM Oepyaeri pein
OllaH 9pi 3epTTeyi Kepek. bys 3eprrey kepmenep MeH rajepesuiapAblH WHTEIUICKTYaAbl JKOHE
KOPKEeMJIK ecyaiH Oipered MyYMKIiHAIKTEpIH YCbIHA OTBIPHIN, 3aMaHayd eHep OimiMi YIIIH eTe
MaHbBI3/Ibl CKEHIH pacTaiibl.

Tyiiin ce3mep: kepkemuik OigiM, Kepmenep, raiepesiap, KOpPHEKI cayaTThUIBIK,
TOKIPUOCITIK OKBITY.

Introduction. Art education facilitates creativity, critical thinking, and cultural awareness
in humans. Out of the hundreds or thousands of pieces that make up the tapestry of art education as
a profession, exhibitions and galleries are almost kinetic in nature, and function as extensions from
the walls of the conventional classroom out into an arena where learning can become so viscerally
tangible, interpretative and emotionally powerful for students and art lovers alike. But the
contribution of exhibitions and galleries to art education is an ongoing conversation that merits a lot
more attention. This is why it is significant to get to know the roles which they perform as this
helps in understanding how experiential learning and exposure to working with art helps in art
appreciation and intellectual development.

Ever since exhibitions and galleries served as venues for the convergence, fabrication, and
dissemination of artistic narratives. From the first salons of the 18th century to international art
fairs today, they have been tools for both artists and the public to express and evaluate works of art.
And with respect to that, scholars have come to recognize the opportunities for learning in the
realms of such; therefore for the one Dewey noted (1934) “art is the most effective mode of
communication that exists” (p. 36). Because from his perspective, it is a development of discussion
that can be observed at the core of education.

Gallery spaces and art education work symbiotically, current research does show. It is also
stated in the literature that students experience a multitude of artistic styles, mediums, and
historical contexts, informing their artistic and cultural literacy practices in gallery visits. Indeed,
Smith and Erickson have provided documentation that when students interact with curated
collections of art they in turn gain nuanced skills of visual analysis and become better at reading
those cues that are visually complex. Moreover, this dialogue reinforces the process of socialised
learning, as the students of this class tend to have conversations directed towards collective
meaning-making and critical reflection.

Then there’s the issue of exhibitions and galleries, which raises concerns about
inclusiveness and equity in art education. Even outside this microcosm, the institution of the
museum itself has been deemed exclusivist and too Eurocentric in architecture and orientation and
so sidelining many traditions of art. While there is of course a felt need to democratize these very
spaces thus, with the contemporary such praxis, there has been a benched attempt to include the
voices of the underrepresented within any given community in the creation of exhibition spaces,
creating ostensibly thus more inclusive opportunities in which to learn. The gallery, then, is not a
passive apparatus of culture; it is a sight wherein things are actively displayed (Bennet 1995 p. 124).
As this function develops, galleries and exhibitions also occupy a transformative space on the way
to the question of pedagogic art.

Directly feeding into this discourse, the use of digital technologies was seen more and more
as an addition necessary to keep up with the educational value embodied within exhibitions. First
appearing as a method of making art education more accessible long before the worldwide
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upheavals of COVID-19 made it grow drastically by virtue of necessity, virtual galleries, or
exhibition options have become more of an educational solution for engaging brittling,
cybergilding artworks. As Kaplan drew attention to, digitally enabled exhibition spaces allow us to
explore what some have perceived as confusing—and one might argue structurally changes—the
potential boundaries of what constituent spaces of experience and pedagogy (p. 56). Such new ideas
are a positive indication that today's exhibition is responding to the current educational needs.

While navigating the complexities of both of these worlds, having an understanding of how
exhibitions and galleries can provide pedagogical potential and how it can be effective within the
structure of the architecture of art education, and how they can provide education complemented
through alternative methodologies, we can find that there can be fluctuations between both worlds
to heighten the student-experience. These spaces play an essential role in encouraging experiential
learning, supporting cultural understanding, and incorporating technological advancement, all of
which contribute to the holistic development of learners. This article will aim to elaborating an
argument around the aspect of exhibitions and galleries in the context of art education: its impacts
on creativity, critical thinking and lastly, its inclusivity aspects. It explores the potential that the
transformative spaces have within the discourse and practice of art education at all levels.

Methods. The study applies qualitative and quantitative mixed-methods research
approaches to explore the role and importance of exhibitions and galleries in the domain of art
education. This perspective offers a comprehensive view of the ways in which these venues
facilitate the educational process for learners and instructors alike. This a method that is designed
that is intended to provide consistency and replicability, meaning that it is still possible for other
research to reproduce the study.

Research Design. The participants consisted of 50 art educators and 70 students from two
Kazakhstani universities, Abai Kazakh National Pedagogical University and Kazakh National
Women's Teacher Training University, for a total of 120 participants. These were selected for their
emphasis on including exhibitions and galleries in their art education curriculums. We intentionally
recruited participants with rich experience in gallery-based learning environments to provide
insights into the research question.

Data Collection. Data were collected using three main methods: surveys, semi-structured
interviews and observational studies. Using this combination allowed for both quantitative and
qualitative data to be collected and a complete view of participants' experiences and perceptions.

Surveys. A survey containing a mix of Likert-scale, multiple-choice, and open-ended
questions was sent out to all 120 participants. Participants were asked Likert-scale questions about
their perceptions of the work done in exhibitions and galleries educationally. Among them, one
question asked people to rate their agreement with the phrase, “Exhibitions significantly enhance
my understanding of art concepts,” on a scale of 1 (strongly disagree) to 5 (strongly agree). The
open-ended questions that followed provided respondents an opportunity to elaborate on their
experiences, allowing the qualitative insights collected to augment the numerical trends found.

Semi-Structured Interviews. A subsample of 20 participants (10 educators, 10 students)
participated in in-depth, semi-structured interviews. The interviews were about the effect that
exhibitions and galleries have on teaching and learning. Sample questions, for example: “What is
the role of exhibitions in your understanding of art? and “What challenges do you face in
integrating gallery visits into learning activities?” The flexibility of the interviews enabled a
standard level of comparability while allowing respondents to articulate their views in their own
terms.

Observational Studies. The researchers studied participants in different exhibition and
gallery formats, both in-person and online. These were university-associated galleries and
important exhibitions here. Observational measures included the time spent interacting with the
artworks on display, participation in group discussions, and engagement with interactive
installations. Using this approach generated contextualized data that emphasized the ways in which

participants engaged with and reacted to these learning contexts.
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Data Analysis. Statistical analysis was performed on the quantitative survey data using
statistical software to identify trends and patterns. To summarize response frequency and
distribution, descriptive statistics were performed, while inferential tests (e.g., t-tests and ANOVA)
were used to compare perceptions of students and educators. Analysis showed that there are
statistically significant differences between educators and students about the exhibitions role in
critical thinking (p < 0.05).

For the qualitative data, thematic analysis was conducted on transcripts of interviews and
responses to open-ended questions of the survey. Analysis using grounded theory revealed several
salient themes including “enhanced visual literacy”, “promoting cultural awareness” and
“encouraging collaborative learning”. Results were then triangulated through observation data and
through findings of surveys and interviews, to validate results and improve reliability.

Validation and Reliability. The study employed multiple validation strategies to increase the
trustworthiness of the findings. The triangulation method of cross-referencing data from surveys,
interviews, and observational studies was used. The findings were member checked to allow
participants to review and confirm key findings. Further, a Cohen's kappa test was performed on
qualitative data coding, yielding a score of 0.85 indicating strong agreement between researchers.

The methodology used for data collection is an intensive one contributing to ensuring the
trustworthiness and repeatability of the found results. The use of quantitative and qualitative
methods provides a nuanced perspective of exhibitions and galleries as sites of learning. The
knowledge gleaned can be used as a guide to how educators, curators and policymakers can work to
foster more about educational value of these spaces.

Results. The study concerns itself with examining the role and importance of exhibitions
and galleries in the course of teaching art and their influence on students and teachers of two
educational institutions: Abai Kazakh National Pedagogical University and Kazakh National
Women's Teacher Training University. Based on data obtained from surveys, interviews and
observational studies, the results identify themes and patterns present in the data.

Data-Driven Insights Based on Surveys The 120 survey respondents (50 art educators and
70 students) gave quantitative information about the contribution of exhibitions and galleries to
education. Through the use of Likert-scale questions, the study was able to discover significant
trends in visual literacy, creativity, critical thinking, and inclusivity.

Visual literacy and exhibitions engagement. The majority of participants said that
exhibitions helped them enhance their visual literacy. More than three-quarters of students (85%)
and more than two-thirds of educators (78%) indicated that exhibitions had improved their ability
to interpret what they saw in visual art. For instance, a statement that read, “Exhibitions help me
better understand the use of color, form, and composition,” earned an average rating of 4.3 out of 5
from students and 4.1 from educators. These results agree with the finding by Smith and Erickson
(2015) that exposure to curated artworks improves students' ability to look critically at visuals.

Effects on Creativity and Critical Thinking It was found that exhibitions positively affect
such abilities as creativity and critical thinking. Seventy-six percent of students reported that
exhibitions inspired them to try new artmaking techniques, while 82 percent said exhibitions
encouraged them to consider critically artistic meaning and context. Likewise, 80% of educators
indicated that exhibits helped them to develop more engaging and thought provoking lesson plans.

Inclusive & Accessible. The data also illuminated participants perceptions of inclusivity
and accessibility within exhibitions. Although 70% agreed that exhibitions were more reflective of
different artistic voices, some participants pointed out socioeconomic hindrances that limited
access for some groups. As Bennet (1995) pointed out, “Anyone organizing to democratize gallery
spaces has to contend with the structural inequities that still exist in terms of access and
representation.”

Qualitative Themes from Interview Data Four semi-structured interviews also provided
further detail regarding the ways in which exhibitions and galleries curate educational experience.

29




Abaii amvinoazl Kaz¥I1V-0viy XABAPLLIBICHI, «Kepkemonepoen 6inim bepy: onep — meopusicol — adicmemeci» cepusicol, Nod (81), 2024 orc.

We distilled our findings into three core themes—Experiential Learning, Collaborative
Engagement, and Implementation Challenges.

Experiential Learning. Both the students and educators stressed the importance of
exhibitions as a powerful means for immersive learning. Students described the role of direct
interactions with artworks in strengthening connections between theory and practice. “The close-up
view of the brushstrokes made techniques we only read about in textbooks make so much more
sense,” one student said. Educators agreed and explained how exhibitions made abstract ideas real.
This theme reflects Dewey’s (1934) phrase “learning is most effective when it is grounded in
experience.” Evidence has borne this out, since students were frequently observed to be engaged in
talk about artworks with students or educators.

Collaborative Engagement. Exhibitions also led to collaborative learning. Students
emphasize on group visits that encourage dialogues to collectively interpret the artworks. Educators
noted that such interactions encouraged students to consider multiple viewpoints and improve their
communication abilities. And, when they visit a local gallery, students are caught analyzing the
symbolism in a contemporary art piece, a notable exercise in their analytical and critical thought
process.

Challenges in Implementation. While participants agreed there were benefits to integrating
exhibitions into education, challenged remained. Some educators had logistical challenges —
scheduling, paying for tickets and transportation, and matching the content of exhibitions with what
they were teaching. An educator said, “Exhibitions are great, but the content may not always align
with our teaching goals.”

Observational Findings. Qualitative analysis of observational studies at five exhibition
venues (university-affiliated galleries and public art space) provided further insights into
participants’ engagement behaviors.

Time Spent with Artworks Students spent 3-5 minutes on average looking at each artwork,
while interactive or multimedia installations drew them in much longer. This finding is consistent
with Kaplan’s (2021) conclusion that “interactive exhibits capture attention better than static
displays.” Table 1 provides an overview of mean engagement durations by venue type.

These outcomes highlight an urgency of asymmetries within cultural industries, and how
exhibitions and galleries also act as key tools for art education, cultivating visual literacy, creativity
and collaborative skills in their participants---with implementation obstacles notwithstanding.

Table 1. Average time spent engaging with artworks across venue types.

Venue Type Average Time per Artwork (minutes)
University Gallery 3.2
Public Art Space 4.1
Interactive Installations 5.3

Group Interactions. In fact, observational data revealed that it was more likely for students
to have rounded and meaningful group discussions when led by either educators or curators. For
instance, in one observation, a cohort of students, guided by questions from their educator,
collectively interpreted the cultural significance of a historical painting. Such interactions
highlighted the importance of facilitation for maximizing the educational value of exhibitions.

Responses to Digital Exhibitions The responses to digital exhibitions were varied. Some
students enjoyed the accessibility and convenience of virtual platforms as an artistic medium, while
others preferred physical galleries, pointing to the sensory experience of experiencing art in person.
As one student put it, “The texture and scale of a painting can never be replicated on a screen”.
This underscores the strengths and limitations of digital and physical spaces as exhibition sites
complementary to one another.
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Overall Perceptions of Educational Value Exhibitions and galleries were seen by both
students and educators as vital educational resources to which they responded strongly. The spaces
that the participants described were seen as critical for stimulating creative and critical thinking, as
well as cultural understanding. At the same time, however, they also highlight the barriers,
including limited accessibility and inadequate institutional support, that need to be addressed if
gallery-based learning is to fulfil its potential.

Discussion of Bigger Picture Implications. Implications of this Study[All Pages] By
illustrating the effect, on the education of children and young people, of exhibitions and galleries,
this research creates an argument for the need to bring these spaces more fully into the education of
children and young people. The challenge will be to effectively look beyond these tools to meet
accessibility and inclusivity, as well as to ensure alignment with curricula if we are to maximise
their effectiveness. This study provides important insights for educators, curators and
policymakers who are looking to maximize the power of exhibitions as learning experiences.

Discussion. But it also speaks to the nurturing and creative side of exhibitions and galleries,
employing art education as a mutual tool for documentary and performance. The results come from
a diverse participant pool of educators and students, and they speak to a growing movement that
identifies exhibitions as critical, if not necessary, strategies within the contemporary pedagogical
toolbox. This section provides the context for the research findings in existing research literature,
discusses the potential implications for art education, and draws comparison to existing research.

Visual Literacy: An Experiential Learning Process The study’s other key finding was the
increase in visual literacy as a result of exposure to exhibitions. More than 80 percent of them said
that their experiences had led to better interpretation of visual elements. This is, in keeping with the
findings of Smith and Erickson (2015), who showed that engagement with curated works of art
directly aids critical skills of visual analysis. As one educator said, “Exhibitions create a direct
avenue to artistic processes that theory can’t reach.”

For Dewey (1934), experiential learning is predicated on having lived through an experience
The immersive nature of exhibitions reflects this, and even if they do not directly contribute to live
learning, the experience of being physically present and interacting with an exhibit adds another
dimension to the knowledge one gains. This was backed by observational data that showed how
often students used a theoretical framework to interrogate the art that was introduced to them in
galleries. This interplay between theory and practice illustrates the educative potential of
exhibitions as sites of materialisation through which ideas transform into things.

Creativity and Critical Thinking The study also suggested that exhibitions have a positive
effect on creativity and critical thinking. Students told us they felt inspired to try out new artistic
techniques, and educators said that the exhibitions served as inspiration on creating interactive and
reflective lesson plans. Such findings resonate with Kaplan’s (2021) position that exhibitions
“challenge viewers to question, interpret, and reimagine the world around them” (p. 58). Through
intellectual stimulation, exhibitions help prepare students with transferable skills beyond art,
developing critical consideration of cultural and social topics.

Cooperative Learning and Social Interaction. Exhibitions were recognized as hubs for
collaborative learning. Among discussion of their analysis during gallery visits, students were seen
to share their views and debate meanings. Teachers noted that these exchanges were opportunities
for students to think about a range of perspectives and to develop their analysis.

Such findings are consistent with the Vygotskian (1978)1, theory of social constructivism
where success is found to be a greater product of collaboration than cooperation. As Bennet (1995)
indicated, exhibitions are social spaces for negotiating meanings. The findings of the study
reinforce Bennet’s observations of the benefits of group dynamics, which enhance the learning
environment in galleries and generate collective inquiry.

Accessibility and Inclusivity Challenges. While exhibition help us find answers, there are
definitely interactions to be had between exhibition and competitiveness. Some participants pointed
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to socioeconomic barriers, like entry fees and transportation costs. This aligns with Bennet’s
(1995) critique of galleries as spaces that have been exclusive throughout history.

But there were efforts to democratize galleries, such as free entry for students and the
showcasing of broader artistic voices. These initiatives are part of broader changes in the art world
toward inclusivity. One participant commented, “Including works by underrepresented artists
makes galleries relevant to today’s diverse learners.”

Digital exhibitions were seen as a potential solution to some of these accessibility issues.
And virtual platforms, which took off during the COVID-19 pandemic, were hailed for their
capacity to reach larger audiences. Digital experiences, however, were found to often not have the
sensory impact of physical galleries. In the words of one student, “Seeing the texture and scale of a
painting in real life cannot be replicated on a screen.”

Implications on Curriculum Design The results have important implications for curriculum
development in the context of art education. The study highlights the significance of incorporating
gallery visits into teaching strategies, as it illustrates how exhibitions improve visual literacy,
creativity, and critical thinking. Because exhibitions also serve to encourage collaborative learning,
by being part of an exhibition, they support traditional classroom activities.

We recommend a structured approach to gallery visits, with preparation and reflection as
key components of your lesson plan. For example, conversations that prepare students for work and
assignments upon return help them to synthesize their experiences and then tie them into broader
elements of the curriculum. As Dewey (1934) famously stated, “Reflection transforms experience
into learning” (p. 40), and this precept guides the design of meaningful educational activities.

Future Research Recommendations. Though the current study adds to our understanding,
both results and methods merit additional investigation:

Longitudinal Studies: If gallery visits can develop students’ Artistic Literacy, longitudinal
research could study the lasting impact on their artistic and intellectual sparking.

Digital Exhibitions: The relative translation of experiences on virtual platforms vis-a-vis
physical spaces warrants further research in terms of educational impact.

Logistical issues: Future studies could consider ways to circumnavigate elements such as
funding or alignment to the curriculum. Such issues may be addressed through collaborative efforts
between educational institutions and galleries, however.

Filling these gaps, future research will build towards wider advancement through this study
hoping to make exhibitions and galleries increasingly powerful sites for transformations in the art
education landscape.

Conclusion. This study explores the importance and relevance of exhibitions and galleries
in the context of art education, focusing especially on their effects on the total development of the
students and the teaching practices of teachers. Using a mixed-methods approach, the study
involved 50 art educators and 70 students from Abai Kazakh National Pedagogical University and
Kazakh National Women's Teacher Training University. Results point to the transformative impact
of these spaces in nurturing creativity, critical thinking, and cultural understanding, adding to a
growing body of literature emphasizing the importance of experiential learning in contemporary
education.

Research Novelty. This study is noteworthy not only for contributing to this interest, but
also for exploring the role of exhibitions and galleries as sites of learning from both student and
educator perspectives. While previous work typically homes in on either pedagogical strategies or
learner outcomes, this research takes a combined approach, examining the overlap between
approaches and what students would actually do in gallery settings. In addition to this, the research
draws upon data collected from two universities in Kazakhstan, providing a regional aspect and
looking into cultural and institutional factors that might have affected art education in Central Asia.

The other novel aspect is the investigation of digital exhibitions as an evolving educational
tool. Physical galleries are still vital to the learning process, but virtual spaces make the offerings

more accessible and expand the possibilities for participation. Based on the findings, it emphasizes
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the complementary relationship of these spaces while providing an insight into their coexistence
and pressing about an educational discourse in an era dominated of digitalization.

Findings and Implications. The findings provide compelling evidence for their inclusion in
education curricula due to the positive effects they have on promoting visual literacy, fostering
creativity and developing critical thinking skills. These findings jumpstart teachers in providing
data that demonstrates a need for institutional support, such as budgeting funds for gallery visits or
becoming partners with local exhibitions.

The focus on inclusion and accessibility offers practical strategies for policymakers and
curators looking to democratize art education, as well. Particularly when partnered with artists,
curators, and community organizations, such exhibitions can position museums as increasingly
inclusive spaces, engaging larger audiences — and those from underrepresented communities.

Another key benefit is the collaborative learning possibilities provided by gallery visits.
Finally, exhibitions promote discussion and collective interpretations of ideas among students,
which are key aspects of critical thinking and communication. These skills are invaluable not only
to development as an artist and making work that is meaningful, but also to success in all areas of
study and eventually in jobs, showing that gallery-focussed learning is applicable far and
beyond'art.

Future Research Directions. It sets the stage for further study into the role that exhibitions
play in art education. Future research may be able to use longitudinal studies to examine the lasting
impact of gallery-based learning on students' academic performance and professional development.

The possibility of virtual exhibitions being a way to supplement gallery space should also
be further investigated. Exploring optimal design features and pedagogical strategies for virtual
platforms, compared to in-person methods, may elucidate their place in contemporary education.

Ultimately, indeed, addressing logistical obstacles — including curriculum alignment and
funding restrictions — is another topic worth exploring. The gobal time table collaboration between
galleries and educational institutions, may have alternative ways to guarantee the widespread of
these transformative learning experiences.
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BACTAYbBII MEKTEII BATAJIAPBIHBIH KOPKEM AIK-IIIBIF APMA I BIJIBIK
KABIVIETIH KAJIBIIITACTBIPY

Anoamna

Kasipri Korama mbIFapManibUIbIKKA JIeTeH KbI3BIFYIIBUIBIK MEH KAKETTUTIK apTKaH CaibIH,
KeKe aJlaM/Iap/blH ILIbIFapMaIlblIbIK QJICYyeTIH TYCIHYre JKOHE alllyFa JEreH 3epTTeysiep CaHbl
aptyna. byn yreimMaap opTypii KaybIMAAcTBIKTap/a eMip CYpeTiH ajaMJapra KEHIHEH Tapanajpsl,
OYJT JKaJITTBI XAJIBIK apachlHAA IBIFAPMAIIBIIBIK HCSSIIAPIbl JAMBITY KOKETTUIITH Kepeereni. Ipremi
OLTiM alTy YILIiH aTajMBbIII 3epPTTEY *KaJIbl HIBIFAPMALIBUIBIK )KOHE OChl KO3KapacTap/larbl ©HEpTaHy,
MeIarOruKa MEH IMCUXOJIOTUS 9ACOMETTEPIH/IET] MIBIFAPMAIIBLIBIK TYKBIPBIMIAMACHIHBIH Tapaybl
TypaJibl Ke3KapacTap/ibl 3epTTEeH .

BacTaysimn MexTen kachIHAarbl OajaHbl OWjayFa, KypyFa, Taljayra, uiaesiap kacayra xKoHe
menriMaep Tabyra ypeTy OoJbIn TaObUIAThIH 0ACTAYBIII CHIHBI OKYIIBUIAPBIHBIH KOPKEM/IIK JKOHE
IIBIFAPMAIIBUIBIK  KAaOUIETTepiH KOPHEKI OKBITY KYpalJapbIMEH KaJbIITACTBIPY OIICTEpi MEH
¢dopmanapsl KapacTelpbliaibl. KepHeki OKbITY oIicTepl OKYIIBIHBIH ©3 OoibIHIa jkacaraH
OcitHEeCIHIH KapanalbIMIbUIBIFBIH KOPCETYTe KOMEKTECEe 1, KHsUI KoHe OallaHbIH KaObUIIaybl MEH
oinayblH namMbITabl. OKBITY JKOHE TopOueney KyHeciH/ie MEeKTelNKe JeHiHr1 kacTaH Oactan 6171iM
Oepy/liH OapibIK caThlIapbIHAAFbl KOPKEM €HOeK cabaKTapbl MeH (QaKyJbTaTUBTEPl MaHbI3AbI. by
Oanara alTapibIKTall JaMbITYIIBUIBIK 9CEp €TETIH KOPKEMJIIK ’KOHE IIbIFapMalllblIbIK KablleTTepiH
namMbITy cabakrapbl. byn cabakrapaa emipjeri, eHepJeri CYJIyNbIKThl TYCIHY, KaObUIgay >KoHE
Ce3iHy, CYJIYJBIKTBI ©31HI3 jKacayFa YMTbUTy, KOpLIaFraH 3aTTapJarbl CYJIYJIBIKTHI Oaranail Oiry
Kabineri mamunael. llIsFapmambuiblk OWBIHIAAP JKyieci OOJbIN TaObUIATHIH WHHOBALMSUIBIK apT-
TEXHOJIOTUSIHBIH OananaplblH KaObLIAayAbl, OWNayabl, KUSIIbI, KOMMYHUKATHBTIK KaOineTTepi,
SMOIMOHAJIBIK CaJlaHbl JaMBITy/la [IBIFAPMAIIBUIBIK ©31H-031 KY3€re achIpybl YIIiH KaFman
’KacayJlarbl, IIBIHJBIKKA SCTETUKAIBIK KAaThIHACTHI KaJbINTACTBIPYAAFbl, COHIAN-aK peTTeyre acep
€TeTIH YJIKEH MYMKIHAIKTepl aTalbll eTiaeal. bacrayblll CHIHBIN KacblHAAFbl Oananapibl
KbI3BIKTBIPATBIH d3ipJieMeliepre ColKec KeNeTiH, MKeMJlI MaTepuanjap MeH iC - OpeKeTTepi,
OMbIHFa Heri3/eNreH Oaranay/ bl NaiganaHa OTHIPHIN OKBITYIIBI OaFanay sKyprizel.

BacTaysInn MeKTeI >kachlHaFbl Ke3eH KOpIIaFraH dJIeMre 5KoHe FalaMHBIH Oip Oeiri peTinae
©31HE ACTETUKAIBIK KaThIHACTHI KAJIBIITACTHIPabl. bacTaybIll CHIHBIT OKYIIBUIAPBIHBIH KOPKEM/IIK
’KOHE IIbIFApPMaIIbUIBIK KaO1JIeTTEePiH JaMbITYAbIH OHTAUIIBI TOCLTI-KOPHEK] OKBITY KYpajiaphl.

Tyiiin ce3aep: nenaroruka, KabuleT, MIBIFAPMAIIBUIBIK, KOPKEM €HOEK, OacTaybllll ChIHBIIM,
omicrep.
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®OPMHPOBAHME XYJOXKECTBEHHO-TBOPUECKHAX CIIOCOBHOCTEM JETEN
HAYAJIBHOM IIKOJIBI

Anunomayus

ITo Mepe TOroO, Kak B COBPEMEHHOM OOILECTBE pacTeT MHTEPEC U MOTPEOHOCTh B TBOPUECTBE,
pacTeT KOJMYECTBO HCCIEAOBAaHUM, HAIIPABICHHBIX Ha IIOHUMAHUE M PACKPBITHE TBOPYECKOIO
MOTEHIIAAjA JIIOAEH. DTH NOHATUU LIMPOKO PACIpPOCTPAHAIOTCS HA JIIOJEH, JKMBYIIMX B Pa3HBIX
cooOmiecTBax, YTO CBHUJAETEILCTBYET O HEOOXOAMMOCTH pPa3BUTHS TBOPYECKHX WACH Cpeau
HaceneHus B uLenoM. i monydeHus (yHIaMEHTaIbHBIX 3HAHMW B JaHHOM MCCIEIOBAHUU
UCCIIEAYIOTCS TOIXOABI K 00IIeMy TBOPYECTBY M PACHPOCTPAHEHUIO KOHIEMIIMK TBOPYECTBA B
JUTEPAType MO UCKYCCTBOBEIEHUIO, IIEAATOTUKE U TICUXOJIOTUU B ATUX B3IVISaX.

B cratee paccmarpuBaroTcst MeTtoabl W (GopMbl  (OPMHPOBAHUS XYJOKECTBEHHO-
TBOPYECKHUX CIIOCOOHOCTEW MIIAJIIMX IIKOJBHUKOB CPEICTBAMHM HAIJIAAHOrO OOY4YEeHHs, LIEIIbIO
KOTOPBIX sBIsieTC OoOydeHHe peOeHKa MBIIUICHHIO, TBOPYECTBY, aHAIM3Y, BBIPAOOTKE HACH WU
MIOUCKY pelIeHUH. MeToJbpl BU3yalbHOTO OOyYeHHUs MOMOTalT MPOJEMOHCTPUPOBATh IPOCTOTY
o0pa3a, KOTOPBI YYEHHK CO3/1aeT B cede, pa3BUBAIOT BOOOPAKEHUE U BOCIPHUITHE W MBIIUICHUE
peOenka. B cucreme o0yueHHsI 1 BOCHUTAHUS BaXXKHbI YPOKU U (PAKyIbTATUBBI XYJ0’KECTBEHHOT'O
TpyJa Ha BCEX CTYINEHAX 0O0pa3oBaHUsS, HauMHAas C JOIIKOJIBHOIO BO3pacTa. JTO 3aHATHUS IO
Pa3sBUTHIO XYJO0XKECTBEHHBIX U TBOPUYECKUX CIIOCOOHOCTEH, KOTOpPbhIE OKa3bIBAIOT 3HAUUTEIHLHOE
pa3BuBaroliee Bo3zeiicTBHe Ha pebeHka. Ha 3TuxX 3aHATHUSX pa3BUBAeTCS yYMEHUE MOHHUMATh,
BOCIIPUHUMATh M OLIYIIATh KpPacoTy B JKU3HU, HCKYCCTBE, CTPEMUTHCA CO3/1aBaTb KpacoTy
CaMOCTOSITENIbHO, ILIEHUTh KpacoTy B OKpyXarommx npeamerax. Otmeuarorcs Oosblue
BO3MOKHOCTH WHHOBAI[MOHHOW apT-TE€XHOJIOTUH, MpeACTaBIsomeil codoil cucteMy TBOPYECKHX
UTp, B CO3JIaHUM YCIOBUW I TBOPYECKOM CaMOpEAIM3allMH JETeW B Pa3BUTUU BOCIPUATHI,
MBILUIEHUS,, BOOOPaXXEHMs, KOMMYHHKATHBHBIX CHOCOOHOCTEH, SMOLMOHAIBHOM cdepsl, B
(OpMHPOBAHUM AICTETUYECKOTO OTHOLIEHUS K JIEHCTBUTEIBHOCTH, a TAaKKe BIUSIOUIMX Ha
perynupoBanue. OLeHKa MPOBOAUTCS MpenojaBaTeieM ¢ UCIOJIb30BAHUEM T'MOKMX MaTepHalioB U
NeHCTBUM, UTPOBOM OLEHKH, COOTBETCTBYIOUIEH pa3paboTKaM, MHTEPECYIOIIUM JETed MIajallero
IIKOJIBHOTO BO3pacTa.

[lepriog Mmnaamero MmKOJIBLHOTO Bo3pacTa (OPMUPYET OSCTETHUYECKOE OTHOIIEHUE K
OKpy>KaroleMy MUpy M K cebe kak K 4dacTu BceneHHoil. OnTHMaiabHBIM CIIOCOOOM pa3BUTHUS
XYJ0’KECTBEHHO-TBOPUYECKUX CHOCOOHOCTEH MIIaQIIMX [IKOJBHUKOB SIBIISIFOTCS  HarJIsiHbIE
cpezacTBa 00y4eHuUsI.

KiroueBble cjioBa: menarormka, CIOCOOHOCTb, TBOPUYECTBO, XYAOXKECTBEHHBIH TpYII,
HayaJIbHBIN KJIACC, METO/BI.
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FORMATION OF ARTISTIC AND CREATIVE ABILITIES OF PRIMARY
SCHOOL CHILDREN

Abstract

As the interest and need for creativity grows in today's society, there is a growing body of
research aimed at understanding and unlocking people's creative potential. These concepts apply
broadly to people living in different communities, indicating the need to develop creative ideas in
the general population. To gain foundational knowledge, this study explores approaches to general
creativity and the spread of the concept of creativity in the literature of art history, pedagogy, and
psychology in these views.

The article considers methods and forms of formation of artistic and creative abilities of
junior schoolchildren by means of visual learning, the purpose of which is to teach the child to
think, create, analyse, develop ideas and search for solutions. Methods of visual teaching help to
demonstrate the simplicity of the image that the pupil creates in himself, develop imagination and
perception and thinking of the child. Lessons and electives of artistic labour at all levels of
education, starting from preschool age, are important in the system of education and upbringing.
These are classes for the development of artistic and creative abilities, which have a significant
developmental impact on the child. These classes develop the ability to understand, perceive and
feel the beauty in life and art, to strive to create beauty independently, and to appreciate the beauty
in surrounding objects. Great possibilities of innovative art-technology, which is a system of
creative games, in creating conditions for creative self-realisation of children in the development of
perception, thinking, imagination, communicative abilities, emotional sphere, in the formation of
aesthetic attitude to reality, as well as influencing regulation, are noted. The assessment is carried
out by the teacher using flexible materials and activities, playful assessment, appropriate to the
developments of interest to children of primary school age.

The period of primary school age forms the aesthetic attitude to the surrounding world and
to oneself as a part of the universe. The optimal way to develop artistic and creative abilities of
junior schoolchildren is visual means of teaching.

Key words: pedagogy, ability, creativity, art work, primary classroom, methods.

Kipicne. Byrinri tanna KaszakcTannaplk kaiumbel opra OutiM Oepy MekeMesepiHiH 0acTbl

MIHJETTepiHiH Oipi — OeJlceH[i, MIBIFapMalIbUIBIK, OUTIM/I JKOHE allblK, MOJACHHUETTI TYJIFaHBI
TopOueney. OchlFaH opail MaceneHl HIenryre MYMKIHIIK OepeTiH OKBITYAbIH >KaHa Ma3MYHBIH,
(bopmanapbIH, 91ICTEPIH KYPY KaXKeT.
BacTaysIn CHIHBINITAFBl OKY TIOHIEP] TYJIFAHBIH IIBIFAPMAIIBUIBIK KACHETTEPiHIH TaMybIHA dCep eTe
aJaTBIHABIFBIH KapacTbipa keie «KepkeM eHOek» MoHIH axbIpaThlll Kepyre Oomajisl. JKorapeiga
aTaJFaH ToH asChIHIA OKYIIBUIAPIBIH YHBIMIACTHIPBUIFAH OKY-TOpOHMe Tporieci OacTaybill CHIHBII
OKYIIBUIAPBIHBIH ~ KaH-)KaKTbl JlaMyblHa 9cep eTedl: HMHTEUIEKTyalJbl, ICUXOJIOTUSIIBIK,
AMOITMOHAJI/TBI ACTICKTIIIEP/IE.

Ilenaroruka, ICUXOJIOTHS MEH QJIEyMETTaHy LIBIFAPMAIIBLIBIK TYpasibl OLTIM/II 1aMBITY IbIH
MaHBbI3/Ibl cajaapbl OOJbIN TaObLIAAbI KoHE 0ail oHe erkel-Terkelil 3epTTey KOpIyCTapblH
KYpyFa MYMKIHJIK O€peTiH Tocijiepli YChbIHaJbl, OIpiHINICI SKCIEPUMEHTTEP apKbLIbl MaHbI3IbI
KYHJIBUTBIK TamThI, aJI €KIHIIICI MIBIFapMAaIIbUIBIK TYJIFajJap MEH TONTapAbIH calaybl 3e€pTTeyiepi,

COHBIMEH KaTap KailTalaMa CTaTHCTUKAJBIK TalAay >XKoHE QJICYMETTIK JKeIuIepll Tajjaay. eHep
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eHIMJIepl MEH oJjapibl jkacaymbuiap. JlereHMeH, ochl 0achlM TOcIAEp apachlHAArbl OailylaHbIC
YKAJIMBl TOMYJSIUSAIAFB]  IIBIFAPMAIIBUTBIKKA HETI3JCNITeH TEHCI3IIKTIH HETi31H/Ie JKaTKaH JKeKe
neHreid  (akTopiapblH, OJNEYMETTIK TIO3HMIUSHBI JKOHE OJIEYMETTIK KOHTEKCTTI €CKEepeTiH
HIBIFAPMAIIBUIBIK Typajdbl TYCIHIKTI JKaJmblIay KUBIH OOJybl MYMKIH JAereHl Oimmipesni. Kammsr
MOMYJISIUSAIAF bl IIBIFAPMAIIBUIBIKTHI KaObUTAayFa HeMece KopceTyre

OailyIaHBICTBI  QJICYMETTIK-IeMOrpaQusUIbIK MpodUiIbAep Typalibl CTATUCTHKAIBIK pacTajfaH
KaJbUIaMa TYKBIPBIMIAP FRUIBIMHU JKOHE QJIEYMETTIK MaHbI3bl 0ap TEHCI3AIK MacelesepiHe xKaHa
Ke3KapacIieH KapayFa MyMKIHIIK Oepei.

Kabinerrep — xeke TYIFaHBIH ©31HAIK epeKmenikTepi 0enriii 6ip KbI3METTI COTTI XKy3ere
aceIpy/IbIH CYOBEKTHUBTI ImaptTapbl. KabOimerrep amamMHbIH OOWBIHIAFBl JaFabuIapra, OLTIMIe
Oaiinanpicep3. Omap Oenrini Oip 9peKeTTI MEHIepyAiH TEpeHIIri, *KbUITAMIBIFbl KOHE OEpiKTiri
petinae kepinic o6epeni [1].

HIprFapMalbIblK — MIBIFAPMAIIBUIBIK KbI3METKE KaOIMEeTTUIIK, WHHOBALMSIIBIK KbI3MET.
IprFapMaIIbuIbIK  KUAST MEXaHU3MAEPIH OpTYPJi IICHXHMKAJBIK MporecTepre OacTamkpl IMIKi
SHT13y/IiH HOTHXKEC1 PETIH/E KapacThIPbLUIaIbI.

3epTTeysepaiH MaTepuHaJAapbl MeH JaicTepi. bimiM anmymbuTapAbIH IIBFAPMANTBUTBIK
KaOlJeTTepiH, KUSUIbIH JKOHE OMJIaybIH JaMBITY MOceleciH OipkaTap meaarorrap MeH MCUXOJIOrTap
kapacteipbin, 3eprrered: JI. C. bemseB, M1.0.Motkos, C.JI. Pyounmreiin, E. A. ®nepuna, JI.
C.Brirorckuit, f. W. Ilonomapes, A. H. Jleoutses, H. H. Ilogaskos, b.T. Jluxaues, b. M. Temnmnos,
JI. A. Benrep xoHe OacKasapsl.

b. M. TemjoB mbIFapMambUIbIK KaOUIETTep Jem op ajgaMfra JKeKe ToH Oenriai Oip
MICUXOJIOTUSUTBIK KaOinerrepi atanbl. OHBIH MiKipiHIIE Ke3-KeNreH iC-OpeKEeTTIH COTTI OPBIHAATYHI
Keke KalijmeTneH emec, Oenriiai Oip amaMJibl CHUITATTAWTHIH JKEeKe KaOUIeTTEp/iH >XKUBIHTHIFBIMCH
KaMTaMachl3 €TLTyl MYMKIH Jen ecenTeni. banmanblk Imakra KalbIlITaCKaH aJaMIepIlIlliK-
ACTETUKAJIBIK KACHUETTEp >KOHE JKaJIbl ACTETUKANBIK J1aMy KEWIHI1 eMipe Je CaKTallaJbl KOHE
e3repicci3 Kanassl [2].

O. N. MoTkoB 3 Ke3eTiHJIe IIbFapMaIbUIbIK KaOlIeTTep — KUBbIH KaFJaiinapaa CTaHAapTThl
emec Lemimaep Kaobuiaay, CoHlaii-aK skaHa Oenrici3 HopceHi cesin OuTy KaOuieTi aen cunarrazs [3].

C.JI. PyObunmTeliH kabinerrep Jen «kypnaeni OuniM, OHCBHI3 agaMm Oenrisi Oip ic-opekeTke
KaOljeTci3 »koHe TeKk Oenrui Oip >KOJIMEH YHBIMIACTBIPBUIFAH 1C-OpEKeT NpoLeciHAe naiina
00aThIH KacHeTTepAI» TYCIHaIpai [4].

B.T. JluxaueB «OacTaybllll MEKTEN »achl KOPKEMJIIK YKOHE LIbIFapMallbLIbIK KaOlIeTTepiH
JaMBITYIBIH MaHBI3AbI Ke3eHl. [[om ochl Ke3eHae KopIlaraH oJieMre JereH KO3KapacThlH KapKbIHIbI
KaJIBITITACybl OacTasiajibl, OIPTIH/EH KeKe KaCUEeTTepre aifHaIaIbl» Je TYKBIPBIMIAIL [S].

M. M. BaiipamOekoBa «bacTaybllll MEKTEN Y3IIKci3 OutiM Oepy KyieciHae MIemyn pe
aTKapaJbl )KOHE OKYIIBIHBIH KacOCIipiM Ke31HeTr1 KOPKEMIIK-TIIBIFapMaIllbUIbIK KaOlIeTTEPIH O/1aH
opi AaMBITY YIIIIH HeTi3ri 0a3aHbl KAMTaMachl3 €Tyre apHaJIFaH» JIel atan oTTi [6].

1989 »xpuiman OacTam 3epTTey TONTAaphl OpTYpJl cajajapia KONTHUITI KYpPbUIBIMJIbI
(MBIcabl, KaObIK, *KapThUIAl allbIK, alllbIK) MOceeNnepl MICMKeH Ke3ae Oamanapibl, *KacTapibl
KOHE epeceKTepre 0aKplIay )KYpri3reH. Op TYPJIl ’Kac TONTApbIHAAFbI, MOJACHUETTEPICT], eIeperi
kKoHe OuiM Oepy Jlaya3bIMAapbIHAaFbl OaKbUIAyIIbIIapAaH (MbICAbl, TICUXOJIOITAp, MYFaliMIep,
OKBITYILIBUIAD ACCUCTEHTTEPl, SKIMIILIEp XoHE Oacka Ja KeMeKIll IepcoHan) Oananap MeH
KacecHipiMaepal e3[epiHiH KimiripiM TontapeiHaa (4-5 6ana) aHbIKTayasl cypaasl. Onap agamasl
MIaKBIPFaH Ke3/I€ OJIap/IaH: «HEeJIKTeH OYJI ajiaM mpoosieManapapl MenTyii O0abl 1eT OUIanchI3?»
JIETE€H CypaKKa >kayar albHAbl. Erep omap «oKOFaphl BIHTAIB) HEMECE «IIBIFAPMAIIBLUTBIKY CHSIKTHI
KOPBITBIH/IBI JKacaca, oJlapJaH aJaMHBIH HE ICTETeHIH HeMece He aWTKaHBIH alTyIbl Cypaibl,
HOTIKECiH e OaliKanFaH MiHe3-KYJIBIK YITUIePiHiH Ti3iMIepi skacalbl.

ATFaIKkel 3epTTEyJIEpAeH OacTam oChl KE3€Hre JIEHIHT1 3epTTeynepre AeiiH OaKpUIayIblap
OaralaHaThIH callajapra TOH MOceNenepli Imenyae Kellip MiHe3-KYIBIKTapbl aHBIKTAIIbI
(MBICAITBI, JIMHTBUCTHKAJIBIK, OHTIMEIETi op Typil Keuinmkepiepnai OeliHeney YIIIH AaybICThI
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e3repTeni), KeibOipeynepi OipHemie camanapiaa OalKanasl (MbICATBI, OHIMIECP KaHA, TYIHYCKa
HEMece op TYpJIi), )KOHE TalChIpMaHbl OPBIHJIAyFa MOTHUBAIIMS TYPaJIbl KyaJliK OepreH kendipeysep
(MbIcabl, OacKajaphl asKTaFaH Ke3J1e Je )KYMBICTaH KeTKici kenMmeiai). HerizineH mbFapManibuibiK
Macenenepl menryaiH Oenrin Oip cajgacklHa Ha3ap ayaapa OTBIPBIN, Oarajgayibl JaMBITKAHBIMEH,
OyJ1 Ke3Kapac 9pTYpJli STHUKAIBIK TOMTAPABIH, OPTYPIi eNIep/IiH KoHe OipHeIIe TIIIK TOMTapablH
KOITereH OakplIaylIbuIiapbl OApJIbIK cajaiapiarbl Moceeaepll menry Ke3injae oenriai 6ip miHes-
KYJIBIKTApAbl KOPYAl JKaTFacThIPFAHIIBIKTAH ©3Tepi, Oy cajara OopTak Ke3Kapac. 3epTTeyuriiep
TOJIBIFBIMEH JIOMEHJIK-oMOe0arl HeMece JIOMEHIe TOH HIbIFApMAIIbUIBIK OO0JTybl MYMKIH €MecC eIl
TYKBIPBIMIA/IbI, OUTKEHI 9pOip caja MHTEIJICKT, Oilay JaFablIaphl, OUTIM, TYJIFa, MOTHBAILIUS KOHE
KOHTEKCT CHSKThl KOMIIOHCHTTEPIH HOTWIKECIHJE KYpAem TypAe Karbicaibl. AmMaOuiieHiH
KOMIIOHEHTTIK TEOPHSCHIH/A IIBIFAPMALIBUIBIK OCHI CajlaFa TOH JAaFJblIap MEH KaOlleTTepleH,
HIBIFAPMAIIbUIBIKKA KATBICTBl JaF[bplIap MEH KaOUIeTTepleH >KOHE TalChIpMaHbl OpbIHAAyFa
BIHTAJIAHABIPYAAH TYpajsl [7]

[IprFapMalnbliblK  KOFAM  YIIIH YJIKEH MaHbl3Ffa ue. Kofamaa IIbIFapMalibUIBIKTBIH
MaHBI3IBUTBIFBl MEH alKbIH KKETTUTITI apTKAaH CalbIH, J)KeKE aJaMIap/IbIH, OHBIH IIIHE MEKTeIl
OKYIIBLIAPBIHBIH [IBIFAPMAIIBIIBIK QJIEYETIH TYCIHYre OHE alllyFa KbI3BbIFYIIBUIBIK apTajbl.
[IbrrapMalibUIbIKTEL  JaMBITy Typasibl oHriMenep Oimim Oepyde, OHW3HECTE KOHE IKYMBICTA,
FBUIBIMJIA, a3aMaTTHIK OMIpAE KOHE T. 0. MIBIFAPMAIIBIIBIKTEI KEHIPEK 3epPTTEYTe XKOHE TYCIHYTE, dJ1-
ayKaTTbl apTTBhIpyFa, HWHCTUTYTTap MEH CascaTThl KAaJbINITACTBIPYyFa >KOHE JKalIbl OMIpIi
KaKcapTyFa OH MYMKIHAIKTEp Oepy VIIiH MIbFapMaIlbUIBIKKA «ITOHAPAIBIK KO3KapacThDy Tallall
eteni. LlIprrapMalibUIBIKTBI KEHIPEK TYCIHYAIH «9p aAaMHbBIH Oipereil MmblFapMaliblIblK TalaHThIH
KY3€ere achlpyFa», «Ka3ipri KOFaMHBIH aJ/IbIHJA TYPFaH KUBIHJBIKTApFa THIMAIPEK jKayar Oepyre»
KOHE «MacelenepAl TUIMIIPEK MISHIyre», COHAai-aKk KoFaM YIIiH 0acKka J1a apTHIKIIBUIBIKTapFa OH
ocep eTeTiHIH Kepcerenmi. byn yFeiMumap opTypii KaybIMAACTBIKTap MEH KOHTEKCTTEpIe OMip
CYpPEeTiH agamjaapra KEHIHEH Tapajiaabl, Oy JKalmbl XajblK apachblHAa HIBIFAPMaIIbUIBIKTHI
TEPEHIPEK TYCIHY KaXETTUIITH KepCeTel.

HIprFapMaIbUIbIK TYpaibl KO3KapacTap TYPFHICBIHAH aHBIKTAY YIIiH KAXKETTi dIEMEHTTepre
KaTBICTBI KEH KOHCEHCyC Oap, JEeTeHMEH Ielarorrap, IMCHUXOJIOTTap MEH oJeyMEeTTaHYIIbLIap
IIBIFAPMAIIBUTBIKTBIH MaFBIHANBIK JKaFblHAH Op TYpPJ aHBIKTaMmalapblH Kamaiael. Ocbl €Ki
QJICYMETTIK-FBUIBIMM ~ TOCLJIET]  aWBIPMAIIBUIBIKTAD MEH YKCACTBIKTAp [IBIFapMaIIbUIBIKTHIH
SMIOUPUKANBIK TYCIHITIH KaJbIITACTHIPJABI KOHE Keije KOFaMIarbl IIBIFapPMAaIIbLUTBIKTHIH
TY)KBIPBIMJIAMACHI, OHJIPICI JKOHE Tapalybl Typalbl KOCBHIMINA, KEWJIe Tamaima TEOPHSIIBIK
TYCIHIKTEp/ll KaMTaMachl3 eTeni. OchiFaH 0aliIaHbICTHI CYPaK TYBIHIANIBI: €rep OHBIH OH CallapblH
KAKCBIPAaK BIHTATAHIBIPY JKOHE ICKE achlpyFa KOMEKTeCy YIIiH JKallbl XalblK apachlHIa
HIBIFAPMaIIBUIBIK 3€pTTENyl Kepek 0oJica, KOFAaMHBIH MIKipiHIIE, IIBFapMallbUIbIK JeTeHIMI3 He?
KoraMm IIbIFapMambuIbIK JIET CAHAWTBIH HOpPCE OKYIIBUIAPBIH IIBIFAPMAIIbUIBIK OOJyFa JereH
YMTBUIBICBIHA Kanail ocep eteai? [lpirapManibUIbIKTIH aHBIKTaMaTaphl 3P TYPJIi FRUIBIMU TIOHAEPAC
op Typii 00Jaabl )KOHE YHEMI JaMBIT OTHIPAbl, OV JKaIIBI MOMYIISIIHSIAFEl MBFapMaNTbIIBIKTHI
3epTTey/l KUbIHIaTaab! [§].

Kepkemaik >koHe MIbIFapMalIbUIbIK KaOUIETTEpAIH AaMy AOpPEeXKeCiH OKYUIBIHBIH ©Hepl
OMOLIMOHANIBI TYpPAE Ce3iHy KalileTiHe, COHOaii-ak KOopIaraH OpTaHbl MIBIFAPMAIIBUIBIKIICH
e3repTy KalljeTiHe Kapal aHbIKTayFa 0osassl [9].

Erep oKy nmpoleciHie OKYyWIbUIapAbIH JKac epeKIIeTiKTepl eckepiice, OaanapIblH
MIBIFAPMAIIBUIBIK KaOlaeTTepl THiIMII ambuiaabl. XX FAaCBIPABIH OacklHAa OanaiapibiH OeiHeney
IBIFaPMaIIbUIBIFBIHBIH KOIITETeH elaror — 3epTTeyIiiepi oananapasiH OeitHeney MyMKIHIIKTEpiH
IaMbITy Ke3eHaepiH aHbIkTanbl. CoHbiMeH A. B. bakymumHckuii kepkeM 6HEpiHIH JAaMybIH YII
HET13T1 Kac Ke3eHiHe 0eni:

1. Tyrannan O6actan 6-7 >xacka JeHiH, oJ1 OCJICEHAUTIKIICH CUMaTTaIa lbl, OMIayabIH 00IMayHl,
JKYMBIC HOTIIKECIHE KBI3BIFYIIBUIBIKTBIH OONMaybl, KaObUiaay YIIiH OacTankbl (hU3MOIOTHSIIBIK
MaHBI3/IbUTBIFBIHIA KOPKEMIIK (opMa 3JIEMEHTTEPIHE KBI3BIFYIIBUIBIKTEIH 0achiM 00Jysl (00sy,

CBI3BIK, KOJIeM, OET, aybIPIIbIK KOHE T.0.).
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2. 6-7-men 10-12 >xacka neiiH, oinay KabOineri maiga OoiFaH ke3ze, bipak on omi Je KbICKa
XoHe »HMouuoHaimbl. Jlom ockl jkacta OacTtanmaabl OajdaHBIH KOPKEM  IIbIFApMaIIbUIBIFBL.
Marepuanapl xKoHe O€TTI ©OHIeY TEXHHUKAChIHA, JEKOPATHUBTIIIKKE, KOpIIaraH KEHICTIKTI
Oe3eHIipyre epeKIe KbI3bIFYIIBUIBIK Oap. by OencenaunkTin oinay Y cTeMairi, KaObluiaay YCTiHeH
IIBIFAPMAIIBUIBIK, TAHBIMBIK IPOIIECTEPTe SMOLIUS MEH EpPIK-KIrep Ke3eHi.

3. 10-12-nern 14-15 xacka peiliH (kacecmipiM) CBIPTKbI oJIeMI'€ Hazap ayaapyablH
KOFapbhlIaybIMEH, CBIHAAPIBl  KaOUIeTTepJiH TOMEHIEYIMEH, ocepliepliH AapallaHybIMEH
cunartanaapl. COHBIMEH KaTap, CypeTTe HaTypaiu3M 0achiM, TYC Ce3iMi KYHIIPT, HIBIFapMaIbUIBIK
OeNCeH UK TOMEHICH I

3epTTey HoTHKesepi. [lemarormkana mIbFapMaIIbUIBIK —KaOUIETTEPi KaJbIITACTHIPY
MOCEJIECIH JJaMBITaThIH OipKaTap FeUIbIMU OarbiTTap Oap (1-kecte)

1-kecme. Oxywvinapoviy Wbl2APMAUBLILIK KADLIemmepiH Kaiblnmacmulpy Macelecit
KapacmulpamolH neda202UKanbly bLIbIMU 0A2blmmapvl

Ne BbarbiTTap Oxkinnepi
1 ©uepradeicThIK ecenTepai menry Teopusiceill.M. Beptkun, I'.C. Anprirymiep
MEH JaMy TEOpHUSChIHA  HETi3JIereH|
LIbIFApMaIIbLIBIK
regaroruka
2 MyfaniMHIH IIBIFapMaIIbLIbIK M.®. 'onobomun, B.A. Cnacrenun, C.A.
KaOlJIeTTepiH TOpOHeIey TEOPHUSICHI ApXaHTeITbCKHA
3  |/1aMBITYIIBUIBIK OKBITY B.B. JlaBwioB, JI.B. 3ankos, JI.b. Dnbkonnn
4  [[IpobnemanbIK OKBITY A.M. Matromikud, M.11. MaxmyTtoB

I1.M.J]xeiikoOcoH OacTaybllll ChIHBII OKYLIBIJIAPBIHBIH AMOLMOHAJBl OMIPIH cHUNaTTayAa
«9CepIiiK, ce31MHIH TiKeNell KOpiHICIHIH KaHABUIBIFI, KayanThUIBIKY Cce3/epiH KoiaanraH [10].
Bbacrayblll CBIHBIN OKYIIBUIAPBIHBIH KOPKEMJIIK >KOHE UIbIFApMaIIbUIBIK KaOUIETTEpIH 3epTTey
OoliblHIIa 3epTTeynepAl Tajnaay OacTayblll CHIHBII — OKYIIBUIAPBIHBIH ~ KOPKEMIIK KOHE
HIBIFAPMAIIBUIBIK KaOIIETTEPIHIH AaMy Ke3eHIepiH 0o KepceTyre MyMKIHIIK Oep/i (2-kecTe).

2-kecme. Bacmayvius Coinbln OKYULBIIAPIHBIY KOPKEMOIK-ULbIZAPMAWBLILIK KaOiiemmepiH
damulmyOvlH He2i32el Ke3eHoepi

Ne Kesen Ma3smyHBbI

1 |OxymbutapaplH — KopliaraH — oneMHiHbenceHaumikTeri ce3imMepiH KOpIHiCi;
CYJIYJIBIFBIHA AMOLIMOHANIBI-0€iTHEN maiibIMaay TYpl; OKYIIBIHBIH
HMOLMOHAJIBI KAYaN ThUIBIFbIH IIBIH/IBIKKA 3CTETUKAIIBIK,
KaJIBIITACTHIPY KO3KapaChIHBIH OaFbITHI

2 |IIeIHABIKTHI TYCIHAIPY OMOLIMOHANABI ~ Jkayanm  Oepy  KOHTEKCTIHJIE

OKYIIbUIApAbIH IIBIHABIKKA JCTCH CPCKIIC
Ko3KapacChbIH KAJIBIIITACTBIPY

3 |IIBHIBIKTHIH 3CTETUKAIBIK KYOBUTYBI  |[[LIBIHIBIKTHI 3CTETUKAIBIK KaObLIIay  JKOHE
[IBIH/IBIKTBIH TPAKTUKAJIBIK SCTETUKAIIBIK
e3repicTepi YIIiH XKaFai kacay

Bacraypllr  CHIHBIN OKYIIBUIAPBIHBIH KOPKEMIIK >KOHE IIbIFapMAIIbUIBIK KaOlleTTepiH
JAMBITY €pPEeKIIEINIrT OoJlap/bIH 1K1 9JIEMIHIH €peKIIeTIKTepIMEH JKOHE OChI )KaCcTarbl OKYIIbUIApFa
TOH CHUIIATTaMalapMEH aHbIKTaNIabl:

- YMOLMOHAJIJIb] KayalThUIBIKTHIH KOFapblIaysbl;

- QJIeMJI1 3CTETUKAJIBIK UTEPY MPOIIECIiHIE TOKIpHOE )Kacayra YMThLTY;
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- JKacaJraH JKoHe KaOblanFan OelHenep it )KapbIKThIFbI, TYCTLJIITI.

bacrayplin  CHIHBI ~ OKYIIBUIAPBIHBIH ~ IIBIFAPMAIIBUIBIK ~ OCJICEHIUTITIHIH ~ HETi3ri
BIHTAJIAHIBIPYIIBICHI-OJIAPABIH KOPIIAaFaH oJeMJi MPAaKTUKAIBIK TaHyFa JKOHE OJIAPABIH Tipi
HIBIFAPMAIIBLIBIK KOPIHICIHE JeTeH OCJICEHIl YMTBUIBICHI.

OKywmplapablH =~ KOPKEMIIK  KOHE  LIBIFAPMAIIBUIBIK  KaOLIeTTepiH  JaMbITYAbI
YUBIMIACTBIPFAH Ke3/1€ OJIapIbIH ce31Mepi MEH SMOIUSIIAPBIH €CKEPY KaXKeT.

Kanmpl, OacTaysllll CHIHBII OKYIIBUIAPBIHBIH ~ KOPKEMIIK JKOHE  IIBIFapMAIIBLIBIK
KaOlJIeTTepiH JaMBITYABIH HET131 OJapIbIH KeJeci epeKIIeTKTepl O0IbI TaObUIA b

1. bencenainik; 2. OMONMMOHAIABUIBHIK; 3. KBI3bIFYIIBUIBIK.

OKBITYIBIH KOpHEKlI Kypaiaapbl OalaHblH OWMIayblH, KbI3bIFYIIBUIBIFBIH, €CTE€ CaKTay
KaOUIeTiH apTThIpajbl, OMIpPTe TiKeNeH KbI3BIFYIIBUIBIK TYABIPAbl, SFHU OJI €peKIIe dMOIUOHAIIBI
KOHE MMCUXUKAIBIK KYHIepAl TyAbIPAIbL.

OMOLMOHANABI JKOHE KOFAphl TOKIpUOenep OKYHIBIHBIH KaablHAa Oepik cakTanaipl,
KeOlHece NarabuIapibl, CEHIMIEP/i, MIHE3-KYJIBIK 9JIETTEPIH JaMBITy MPOIECTEPiH KEHUIAETETIH
MiHE3-KYJIBIKTBIH BIHTAJAHABIPYJIApl MEH MOTHBTEpiHE ailiHaianel. OHEPMEH KapbIM-KAaThIHAC
OKYIIIBIFa >KaFbIM/Ibl SMOIIMOHANIBI-KYH/IBIIIBIK Ma3MYHBIH Oepe/ii.

E. H. ®omuHHIH miKipiHIIE, OHIMII 1C-OpEKETTIH MAaHBI3Ibl TEAArOTMKAIBbIK IIapPThI
OaJlaHBIH MOTHBAIMSCH OOJBIN TAaOBUTABI. bacTaybIlll CBHIHBIN OKYIIBICHI YXKBIMIBIK TYpAE KOJI
KETKI3TeH JKETICTIKTEpIiHIH Heri3iHae yHemi ojaH opi TaHyFa yMTbuiagel. On  ymiiH
IIBIFAPMAIIBUTBIK OJMMITHAIATAP, OHEPl TEeXHUKAChl OOMBIHINIA KOHKYpCTap, rajepesuiap, epTeHTi
mebepriep JKopMEHKeepi CHUSKThl JaMbIFaH >Kapbelc >KyieciH maiinananyra Oonanel. Kemneci
MeIarOrMKABIK mapT-Oys1 Oanara MYMKIHIIK OepeTiH OWBIH KarAaijaapbl MOTHUB, OHBI OeJICeH]
OeiiHeney opekeTiHe uTepMmeneilai. [[onm ockl cyperTe on AMOLMOHAIIL MOHIH alia anajbl, 31
OCITHEeTICHTIH OKUFaIapFa OMINa KaThICa aaJbl, OFaH iC JKY31H]Ie OJ1 KaThica ayMan el [11].

B. B. bytkeBuu xane 0. C. JIro61umoBa 6acTayslill CHIHBIN OKYIIBUIAPBIHBIH KOPKEMIIK KOHE
HIbIFAPMAIIBUIBIK KAOLJIETTEPIH JaMBITYbIH THIMIUILH OKYIIBUIAPJBIH 3CTETHKAa Typajbl €3
uzesIapbl HETi31HAe, COH/Iai-aK JKeKe YMOILMOHAN/IBI )KOHE CEHCOPIIBIK TOKIpUOE HEeri3iH/Ae KaHACHIH
’KacayFa JIETeH YMTBUIbICBIMEH OallIaHbICThl KOPHEKI OKBITY Kypasapbl Jien caHaiiasl [12].

bactayblll CBIHBII OKYIIBUIAPBIHBIH KOPKEMIIK JKOHE IIBIFAPMAIIBUIBIK KaOimeTTepiH
KOPHEKI OKY KYpaJJapbIMEH JIaMbBITYJIbIH €PEKIIeTIKTePiH 3epTTeH OTHIPHIN, KONTETeH FaIbIMIap
OacTaybIlll MEKTET KaChIHAAFbl Ke3€H KOpILaFaH dJIeMre jkKoHe FajJaMHBIH Oip Oeiri peTiHie o3iHe
ACTETUKAJIBIK KAaThIHACTHI KAJIBIITACTBHIPYFa €peKIlie KOH1I Oelie/l 1ereH KOphIThIHAbIFa Kemal. Ocbl
MaKCaTThl JKY3€re achIpyJbIH OHTAMIBI TOCUIl OKYIIBUIAPJIBIH KOPKEMIIIK >KOHE IIbIFapMalllbLIbIK
KaOlJeTTepiH 9p Typil cabakTap/ia >KOHE CHIHBINTAH THIC JKYMbICTap/a KOJIJaHbLIATBIH SPTYpIi
KOPHEKI OKBITY KypalJapbIMEH IaMbITyAa KOPIHEI.

MekTenke KeJIreHHEH KeHiH OKYyNIbIIapJbl KOPKEM JKOHE IIBIFAPMAIIBUIBIK KBI3METTIH
OpTYpJIi TYpJiepiHe Oayily MyMKIHAIr naiga 6omansl (3-kecte).

3-kecme. bacmayviui Coiibin OKYUIbIIAPHIH KOPKEMOIK-ULbIAPMAULBLIBIK, KbIZMEMMIt dJpmypii
mypJepine Kocy macinoepi

OKy-TopOue npouecine ChbIHBINTAH THIC JKYMbICTA
- KepkeMm eHbOek cabakTapbl COHJIIK-KOJIJaHOabl  eHEepIiH Typial TypJepi
- My3bIKa cabaKTapsbl, OolibIHIIA YiHipMeNep/IiH )KYMbICHIHA KATHICY,
- OeitHeney eHepi cabaKTapbl KbI3BIFYIIBUIBIKTAphl ~ OOWbIHIIA  cabakTap
- OKy ca0aKTapbl KoHe T. 0. yiBIMAACTBIDY,
TYPJTi CTYAMSIIAPIBIH )KYMBICHIHA KATHICY )KOHE
T. 0.
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Tankbliay. Mektenreri cabakrapjia eHep TYBIHIBUIAPBIH jKacayFa BIHTAIAHABIPY YIIIiH
KOJIJaHbUIAThIH O€iiHesey eHepl MEH TEXHOJIOIUs cabaFblHbIH KYpPbUIBIMBI apKbUIbl KaOljaerrep,
KYH/JIBUTBIKTAp, MOTHBALIMS, YMOLIUSUIAp MEH MakcaTTap Oepineni. Tysnranby Oy GemikTepi KyileHi
Ke3-KeNreH OOKKE JKBUDKBITY, OciiHeey OHEpiH JKeKe TYJIFaHbIH Oacka OeJiKTepiH OeiceHaipy
YILIiH KOJIJaHy apKbUIbI ©3apa apekerteceai. Ocplnaiiima OenceHaipiiret mblFapMaIibUIbIK MTPOIEce
KOPHEKI OHEP TYBIHJIBICHIH JKacayFa oKellyl MYMKiH, OJI ©3/iT1HeH eMec, Y3/IIKCi3 MPoIecTiH 0eiri
Oombin  TaObuanel. KepHeki »ineMeHTTep apachlHAaFrbl OallaHbIC IIBIFAPMAIIBLIBIK SKOHE
WHTEJUICKTYaJIJIbl KaOIJIeTTEpAiH KOFaphl JEHrediH OenceHmipyni Tamam eteai. OKyIibuiapabl
TaHJAJIFaH OHEP TYBIHJBICHIHIAFbl JKEKEe OJIIEMEHTTEpJi TaHyFa YHEMI BIHTAJAHIBIPY >KOHE
BIHTQJIAHABIPY KaXeT, ajl eHEep TYBIHABICHIHBIH 631 MOTHBALM Kypajibl PETIHJE KOJJIaHbLIA[BbI.
My3bIKaNbIK OIBIFAPMaHbl BU3YaJIbl TAIICBIPMa PETIHJE KOO HEMECE KepiCiHINIEe MIbIFapMaIlbUIbIK
OMJTayIbIH KeJIeCl epeKIIeIIKTEPIH ICKe achIpaibl:

- aHBIKTAy JKOHE KaiiTa aHbIKTay KaOUIEeTI - «YJITiI» ©Hep TYbIHJBICHIHBIH KYPBUIBIMBIH
aHBIKTAY KOHE OHBI KalTa Kapay, 6acka eHep/IiH SKCIIPECCUBTI KYpallJapbIHbIH KOMETIMEH. ;

- MOJENBJIIK JKYMBICTHI Tajljay, ayJapMa ajJblHAarbl TOKIpUOEH! jkanmbuiay, 0acka eHep
QJIEMEHTTEPIH TaHIAy Ke31H/Ie KalTa Taljay;

- ToxipuOeHl BU3yanu3alusiay;

- Oip MarbIHaHBI KOJIJIaHA OTBIPBIN AJBIHFAH TOKIPHOSHI CHUMBOJIIBIK YFBIMIAPBl KOJITaHA
OTBHIpBIN, Oacka MarblHaHBIH aliMarblHA ayAapy IpoLeciHAe KepiHEeTiH MeTadopalbIK
epeKIIeITiKTep;

- MYHJai epeKile TalchlpMaHbl )KacayFa UKeMALIIK;

- ©pKiH celIey, TPaHCIIO3UIUS KOHE TpaHCchopMaIHs KeCKiHIeMeHI HeMece CypeTKe ThIHIay
TaIlChIPMAChIH KOO Ke3iHe OeJICeHAIPIICTIH MPOIECTep PETiHAS KapacThIpbuia sl [13].

CoHbIMEH KaTap, OKy JXKOHE caDaKkTaH THIC KYMBICTAPIBIH dPTYpIi (GopmanapeiHa KaTbICy
IpPOLIECIHJE OKYIIbUIApJa KaFbIMIbl CE3IMIECpP, OSMOLUSIAP JaMH[bl, KbI3bIFYLIBUIBIKTAP,
OeMIMAUTIKTEp, SCTeTUKANIBIK TalFaM KanblnTacajbl. [IbFapMaiibuiblK KbI3METKE KaTbiCa OTBIPHIIL,
OKYHIbUIAp ©3 OWJIApBIH JKY3€re achlpy TaxipuOeciH ananbl. COHBIMEH KaTap, MyFalliM CYJIYJBIK
UJesIChIHA JKayall OepeTiH KOpHEKI OKY KypalllapbiH medep TaHaaysl kepek. banara TeK CyJTysIbIKThI
Oimy, OHBI Oaranay »oHE TaHJaHy KaOUleTi FaHa eMeC, COHBIMEH KaTap OJl CYJIYJBIKTHI
HIBIFAPMAIIBUIBIK KYpyFa O€JICeH]Il KaThICYbl KEpeK, OMTKEH1 alaM CYJIYJBIKThI KaH-KaKThbl TYCIHE
Oacraiinpl, erep on eHepae, op TYpJi ic-lapanapjia Ke3-KeIreH OHIMJII IIbIFapMalllbUIbIKIICH
Kacayra KaTbIcca FaHa.

KopsbiThinabl.  KopbIThiHAbUIAl — Kenme,  OajanmapiblH — OKy-TOpOME  HpOIeciHIe
HIbIFApMAIIbUIBIK KaOIJIeTTepiH KalbINTaCThIPYAbl JKaHIAHABIPY MOCEJECIH IIeHly acipece Kasip
PYXaHU >KaHFBIPY KaFJaibIH/a YIKEH MaHbI3Fa e €KeHIH aran eTeMi3. bananblk 11akra agaMHbIH
KApKbIH JapalIbIFbl HEMece OeT-oNeTCi3, KAHATChI3 CTEPEOTHI KAJTBITITACATBI.

Ocbutaiiia, KepHEKI OKBITY KypaslJapblH KOJAAaHY OacTayblll CHIHBII OKYHIBUIAPBIHBIH
KOPKEMIIK J>KOHE MIbIFApMAIIbUIBIK KaOUIeTTepiH JaMbITyFa OarbITTanFaH. byraH kepkem
[IBIFAPMAIIBUTBIKKA KAOUIETTUTIKTI 1aMBITY, OKYIIBIHBIH KOPKEM MOJEHHUET Typaibl OUTIMIH UTEpY,
Ce31IMMEH, 3CTeTHKaJbIK KaObUIJayMeH, TaJfaMMEH, OaraliayMeH >XoHe Oacka KaTeropusuiapmMeH
KOPCETUITeH MCHXOJOTHSIIBIK, ICTETHUKANBIK KAaCHETTepAl JaMbITy CHUSKTBI Maceleiepial MIeury
apKBUIBI KOJI KETKI3yTre 00JIaibl.
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KOPKEM BLIIM IEJATOTMKA CAJIACBIHJIA CTYAEHTTEPTE HHTEPAKTHUBTI
CTPATETMSLJIAP )KYHECI APKBLIbI OKBITY IbIH IOHAPAJIBIK BAHJIAHBICBIH
JAMBITY

Anoamna

Kanmer Makamaga, KOpPKEM TIeJaroruka CajachlHAa WHHOBAIMSUIBIK HHTEPAKTHUBTI
CTpaTerusyiap >KyilleciMeH 3amaHyu OiuliM Oepyne CTyIEHTTepre MMOHAPANIbIK OaillaHbICThI
KaJBIITACTBIPY MEH JKEKe acCHeKTUIepiH JaMBITy KapacThIppUIFaH. Makanajga KepKeM
MeJarorTMKaHblH MIAPTTHl YPIICTEPIHIH epekie aTMmocdepachl KOHE OHJAFbl HHTEPAKTHBTI
CTpaTerHsiap TOCUINEpIHIH Yiilecyl MEH ©3apa opeKeTTecyl KaMThUIFaH. MyHJa, HaKThI
HETi3JIeNITeH ©3€KTI Macene, KOpKEeM IMeJaroruKaHblH WHHOBAIMSUIBIK WHTEPAKTUBTI MOHAPAIIBIK
KaHa TYKBIPBIMIAMAapbIH JKYHell TypAe 3aMaH TajnaOblHAa cail OKBITY CTPATETrHsCHl apKbLIbI
aypeic maiinanany. Haktel altaTeiH OoJsicak, MoHapaniblK OaliaHbICTap apKbpUIBl OiTiM  Oepy
KYHECiHIe Typil camajapAblH KipiryiHe >KOHEe OHJa CTYAEHTTEpHiH OipHemie OKy MOHAEPIH KaH
KaKThl TYCBIHAH e€[0yip MeHrepyiHe HerizaenreH. CoraH opail, NoHApalblK HHTETPALUSHbBI
JAMBITYJIBIH HET131 MEH OUTIM CUHTE31HIH KXKETTLIIT1 )KOHE OHBI TOJIBIK MEHIEePYTe , TPAKTHKAIBIK
KOCINTIK JIGHTeHNIepiH, aijarbl KbI3METTeple OulMrepieplIiH Toxipubuene KojaaHylapblHa
MYMKIHAIK Oepei.

3amaH TayabbIHa cail kepkeM Ou1iM Oepy nejaroruka cajachlHia MHTEPAKTUBTI 9[ICTEPMEH
JKaH KaKThl TIOH apaJibIK OalJIaHBIC JKacaidl OTBIPBIN, 3€PTTEY/IIH TOKIPUOETIK HOTHKECIH KOPCETY.
Ocbutaiiia, FHUIBIMUA TIOHJEP CaHBIHBIH apTyblHAa OallaHBICTBI, Ka3ipri TaHJAa IOHAPaJIbIK
MHTETrpalUsHbl JaMBITy apKblIbl KOpKeM OLIIM Oepy callachlHJIarbl OKY IPOLECIH KEHEUTyre *koJj
amry. by oKymbUTapAbIH Kypaeni Mocenenepil Liemyre KaOUIeTTUNrH apTThIpajsl. SIFHH,
MOHApaNIBIK Oailylanpic OLTIM Oepyleri e3apa opeKeTTECTIKTIH HEri3ri dJEMEHTI OOJIBIT TaObLIaIbI.
3epTTey HbICaHJapblHA KEJCEK, JKaIIbl MHTEPAKTHBTI MHHOBALMSIIBIK JKyiele TYpJi MoH apaliblK
Oali;TaHbICTapMEH KOPKEM IIeJaroruka cajachlHAa CTYACHTTepre OHep il TAHbITY.

Kanmer makananga, OiniM Oepyne OYriHTI TaHJAa OKBITYIbIH WHHOBAIMSUIBIK TOH apajibiK
OaiiylaHbBICTApbIH JAMBITY KOHE OHBI KepKeM O11iM Oepy Oarnapiiamackl OOMBIHINA canayibl Aasipian
KaMTaMachl3 €Ty jKaHa TOCUIAl KOJAaHy Heri3aepl TYKbIpbiMaanipl. OKy IpoleciHie MHTEPaKTUBTI
3aMaHayd akmaparrapabl KOJJIaHy CTYACHTTEPIIH KopkeM OuliM Oepy Menaroruka cajachlHJIa
OWJapbhlH KEHEHTyre jkoHe TOXKIpUOENiK aFJbUIapblH TEPEeHJETYre MYMKIHIIK OepeTiH Typ:ii
FBUTBIMHU OAaFBITTAPMEH 3€PTTEY HET13/ENI1 .

Tyiiin ce3gep: kepkem OuliM, MNeJaroruka, HMHTEPAKTUBTI CTpaTerus, WHHOBAIMS,
KOpKEMOHEp, KOPKEM MOJICHHUET,IedepITik
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Tozabaesa I' 111
Kazaxckuu Hayuonanvuwiii [ledacoeuueckuit Yuueepcumem umenu Abas, Jokmopanm 1 xypca OI1
8D01416 — «Xyoooicecmeennoe obpazosanue, epaghuxa u npoekmuposaruey, Aimamet,
Kaszaxcman, e-mail: togabaevagulviral7@gmail.com

XYAOXKECTBEHHOE OBPA30BAHUE: PABBUTUE MEXIIPE/IMETHBIX CBSI3EHN B
OBYUYEHUU CTYJAEHTOB IIEJAT'OTI'NKE UYEPE3 CUCTEMY UHTEPAKTUBHBIX
CTPATETUHA
Aunamayus

B menmom B cratbe B 00NacTH XYJOKECTBEHHOW TIENArOTUKH PacCMaTPUBACTCS
q)OpMI/IpOBaHI/Ie MCXKITPCAMCTHBIX CBA3EU WU Pa3sBUTHUC OTIACJIBbHBIX CTOPOH VYyYallUXCIA B
COBpeMeHHOM O6pa30BaHI/II/I C IIOMOIIIBKO CHUCTEMBI MHHOBAIIMOHHBIX I/IHTepaKTI/IBHHX CTpaTeFHﬁ.
CTaTBH HCCIIeayeT BBaHMOﬂeﬁCTBHC TpaaAUuIUOHHBIX u MHHOBAIIMOHHBIX IIoaxoa0B B
XyJI0O’)KECTBEHHOHN II€JarOTUKe, AEMOHCTPUPYs, KAK OHU JONOJHSKT JpPYyr Ipyra M CO3JAr0T
s dekTuBHBIA 00pa30BaTEIbHBIA MpPOIECC. 3/1€Ch BAXKHBIM M aKTyaJbHBIM BOIPOCOM SIBIISIETCS
IIpaBUJIbHOC HCIIOJIb30BAHUC 3(1)(1)CKTI/IBHBIX HHTCPAKTHUBHBIX W MCKINCHUIIIIMHAPHBIX KOHI.[CHLII/IIZ
XYIOKECTBEHHOW  IEAAarorukd, OCHOBAaHHBIX Ha  CHUCTEMHOW  CTpareruu  OOydeHus,
COOTBGTCTBYIOH_Ieﬁ COBPECMCHHOCTH. Ecimn pacCMaTpuBaTb KOHKPCTHBIC ACIICKTBI, TO 4YCpPEC3
MEXIUCUUIUIMHAPHBIE CBA3M B cHCTeMe oOpa3oBaHHUs Oa3upyeTcs MHTErpauus pasInyHbIX
OTpaCHCﬁ U BCCCTOPOHHEC OCBOCHHUC CTYACHTAMH HCECKOJIBKHUX y‘le6HBIX JAUCILIUIIIINH. B cBsa3u ¢
3TUM HCO6XOI[I/IMOCTI) CHUHTC3a 3HaHI/Iﬁ nu pa3131/1T1/1$1 MC)I(III/ICIII/IHJII/IHapHOﬁ I/IHTeraI_II/II/I ITIO3BOJIACT B
OJTHOU MCPEC OBJIAJICTL UMHU, NOCTUYDb HpO(beCCI/IOHaJ'ILHOFO YPOBHA U HNPHUMCHSATH ITOJTYYCHHBIC
3HAHUA Ha IPAKTUKE B Oyaylel AesITEIbHOCTH.

Cnez[yeT MMOKa3aTb MPAKTUYCCKUC PE3YJIbTATbl UCCIICAOBAHUA, OCYIICCTBIISSA KOMIIJICKCHBIC
MemnncunnnnHapHme CBsI3N C ITOMOIIBIO I/IHTepaKTI/IBHHX METOAOB B C(bepe XYI[O)KCCTBGHHOI\/'I
neaaroruku, COOTBCTCTBYI-OH_IGI‘/’I Tpe6OBaHI/I}IM BPEMCHU. Taxkum 06p8.30M, B CBA3U C YBCIIMUCHUCM
KOJIMYeCTBA HayLIHI)IX IOTUCHOUIINIMH B HACTOJAIICEC BpeMSI qepes paSBI/ITI/Ie MG)KI[HCHHHJIHHapHOfI
HHTErpalliy OTKPBIBACTCA IIYTHh K PACHIUPCHUIO yLIC6H01"O nmpomnecca B O6J'IaCTI/I XYAOXKECTBCHHOTI'O
oOpa3oBaHMs. DTO TOBBIIIAET CHOCOOHOCTH Y4YalllUXCsl B PEHIEHUM CIOXKHBIX 3aaad. MHbIMu
CJIOBaMH, MCKIUCHUIITIMHApHAA KOMMYHUKAIIUs CTAHOBUTCs KIIFOUCBBIM 3JICEMCHTOM
B3aUMOJICHCTBUSI B oOOpa3zoBaHuu. YUYTO KacaeTcsi OOBEKTOB HCCIEIOBAaHUSA, TO HEOOXOAMMO
PAaCKpbITh CTYACHTAM HCKYCCTBO B O6J'IaCTI/I Xy,[LO)KCCTBCHHOfI NeJgaroruku € pasjim4YHbIMA
Me)KJII/ICHI/IHHI/IHapHI)IMI/I CBA3sAMHU B HHTepaKTHBHOﬁ I/IHHOBaIII/IOHHOI\/'I CUCTCMC.

B crartbe u3nokeHnl OCHOBBEI HOBOT'O noaxoJa K pasBUTHUIO yCTOfI‘-IHBBIX MCKIPECAMETHBIX
CBA3€M B COBpEMEHHOM OOpa30BaHMM U IMOJIHOIIEHHOM MOJATOTOBKE [0 Mporpammam
XYAOXKECTBCHHOTI'O 06paSOBaHI/I}I. Hcnons3oBanue COBPCMCHHBIX HHTCPAKTUBHBIX
MH(OPMALIMOHHBIX PECYPCOB B Ipoliecce 00ydeHHs OCHOBBIBAETCS HA UCCIIEIOBAHUSAX B PA3IMUHbIX
HAaYYHBIX HaAIIPaBJICHUAX, YTO MHO3BOJIACT CTYACHTAM paClIUpPATH CBOC MBINUICHUC U yFJIy6J'ISITL
HpaKTI/IquKI/Ie HaABBIKH B 06J'IaCTI/I neaaroruku XYJIO)KGCTBCHHOFO 06pa3OBaHI/I$I.

KJ’I]O'-IeBLIe CJIOBA: XYO0XKCECTBCHHOC 06p3.30BaHI/Ie, neaaroruka, HHTCPAKTUBHAA
CTpaTeFI/ISI, MHHOBAaIIMA, I/ICKyCCTBO, XyJIO)KeCTBeHHaﬂ KynLTypa, MaCTepCTBO
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Togabaeva G.
Abai Kazakh National Pedagogical University, 1st year doctoral student of EP 8D01416 — Art
Education, Graphics and Design, Almaty, Kazakhstan, e-mail: togabaevagulviral7@gmail.com

ART EDUCATION: THE DEVELOPMENT OF INTERDISCIPLINARY CONNECTIONS
IN TEACHING PEDAGOGY TO STUDENTS THROUGH A SYSTEM OF INTERACTIVE
STRATEGIES

Abstarct

The article explores the formation of interdisciplinary connections and the development of
individual student attributes within contemporary education through a system of innovative
interactive strategies in the field of art education. The study examines the interplay between
traditional and innovative approaches in art pedagogy, illustrating how they complement each other
to create an effective educational process. An important and pressing issue is the effective
application of interactive and interdisciplinary concepts in art pedagogy, grounded in a systemic
teaching strategy that meets the demands of modern times. Specifically, interdisciplinary
connections within the educational system facilitate the integration of various disciplines, enabling
students to gain a comprehensive understanding of multiple subjects. This requires synthesizing
knowledge and developing interdisciplinary integration to fully master these subjects, achieve a
professional level, and apply the acquired knowledge in future endeavors. Moreover, it is crucial to
elucidate the interdisciplinary connections within art education from both scientific and theoretical
perspectives using a system of interactive strategies. The article should showcase practical research
findings by implementing comprehensive interdisciplinary connections through interactive methods
in art pedagogy that meet contemporary demands. Thus, with the increase in scientific disciplines, a
pathway is now emerging through interdisciplinary integration to broaden the educational process
in the field of art education. This enhances students' ability to solve complex problems. In other
words, interdisciplinary communication becomes a crucial element of interaction in education.

Concerning the objects of study, the article aims to introduce students to art within the
context of art pedagogy, exploring various interdisciplinary connections within an innovative
interactive system. The article outlines the foundations of a new approach to developing sustainable
interdisciplinary connections in modern education and providing comprehensive training in art
education programs. The use of modern interactive information resources in the learning process is
grounded in research from various scientific fields, enabling students to broaden their thinking and
deepen their practical skills in the field of art education pedagogy.

Key words: art education, pedagogy, interactive strategy, innovation, art, artistic culture,
mastery

Kipicne. Kepkem Oinmim Oepy canacblHIa CTYACHTTEpre HWHTEPAKTUBTI OKBITY HJIESCHIH
uIrepineHaipy OapbICBIHIA JOCTYPJl OICTEp JKYHWECIHEH apbUIbIl 3amMaHayd OKBITYIbIH Oer-
OeifHeCiH alIblll KOPCETETiH, kahaHaaHy WIesUIapbIHBIH Tapaiybl Aa ©3 JaMYBIH iCKe achIpyja.
CoraH opaif, KepKeM OKBITY OarbITBIH/IA, WHTCPAKTHUBTI CTpaTeTHsIap JKYHECIH aFa KBUDKBITY
XKOHE TIOHApaIbIK OAaFBITTApAbl JaMBITy €H MaHBI3Abl ajfbl MIApTTapAbIH Oipi OONBIN caHamyna.
Kazipri OuniM Oepy KEHICTITIHAE OHBI JKETKI3IN KaHa KoilMail, COHbIMEH KaTap OimimMrepiepMeH
olleMHIH OipTyTac Ke3KapachblH KalbIITACThIpa ajaThlH, IIBIFAPMAIIBUIBIK KaOlIeTTepi MEH ChIHU
OMJIaybIH JIaMbITa QJTaThlH MYFAIIMAEPIl Aaspiiay KaKeTTimiri apteim kenmemai. Ockl OarbITTa,
MBbICabl: BilliM jKOHE TyMaHMTApJBIK FHUIBIMAAPABIH XalblKapanblK >kKypHanbeiHfa: Llsab, JIx.
(2024). «bacraysllll CHIHBINTA TICTYPJIi MOJCHHUETTI Ka3ipri 3aMaHFbl KOpPKeMIiK OimiM Oepyre
KIpIKTIpy >koJigapbi» Typaisl [1]. MakanacelHAa HAKThI AOCTYPJIi OHEPJCH CTYICHTEpPre 3aMaHayu
MOJIEHW WHTPETPAIMSHBIH JaMybIH THIMII TMaiigalaHyFa OOJIATBIHBIH aIllbIll KOPCETKEH OOJaThIH.
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Kanmel, kepkeMIik OuTiM Oy MeJaroruKaibIK JAaWbIHIBIKTBIH aXblpamMac Oeliri peTiHjae, OcChl
MakcaTTapra XeTy/e menrymri pen arkapanbl. An, Cantu, TeogopasiH. (2021).

«binmim Oepyneri eHepAiH peJli, TOHAPAIIBIK OKBITY OHE IMeJaroruKajbIK OpTajiap Typajibl
IearorTapiblH Mikipaepi» [2] aTThl jKYMBICBIHAA; [OHAPAJIBIK OKBITYABIH OKBITYIIbLUIAP YIIIH
BIHFAMJIBI YKOHE OJI OKYIIBUIAP/ABIH KbI3BIFYIIBUIBIFBIH aPTTHIPATHIHBIH aTal KETKEH,0Chl apKbUIbI
TYpJl JOMEKKe3IepMEH TYXKbIpbIMJamaaap »acail OTBIPBIN, OKBITY OICTEMECIH KEHIHEH alllblll
KapacThIPABIK. AJalijia, OHep i OKBITYIBIH IOCTYPIl 9MICTEpi KoOiHECE TEOPHSUIBIK O1IIMMEH FaHa
LIEKTEJell YKOHE OpAailbIM NMPaKTHKAIBIK JaFAbulap MEH IoHApaiblK OaillaHBICTapAblH AaMYbIH
KamTamachl3 ere Oepmeiini. COHIOBIKTaH Jaa, TOHApaNblK OaillaHBIC apKBUIBI HMHTEPAKATUBTI
3aMaHayu OKBITY *KYHECIMEH jKaHa WIesuap/ibl OlIiMrepiepre TOJIbIFBIMEH allbIIl JKETKI3Y apKbLIbI
KepkeM Oiim Oepy canaceiHaa apTTeipy. [loHapanblk OaitlaHbIc OYIT OKYIIBLIAPIBIH QJIEM/II JKaH
-)KaKThl TYChIHAH erXeM- TerxeWsi Typii 3aMaHayd Ke3KapacTapblH KaJbIITACTBIPYZA MaHBI3/IbI
pe aTKapabl.

3eprTey MaTepuajigapbl MeH Juicrepi. 3amaH Tama0blHa < cail  MHTEPAKTUBTI
CTpaTervsulapblH €H MAaHBI3[bl epeKIIeNirT — KOPKEM IeJaroruka CalachlHIa OJap/AblH HAKTHI
yAepic AeHreiliepiHiH KalTalanybl, sSIFHU;

- Kes kenren ke3eHJep/iH CUMAaTTaMAachl;

- Myraiim MeH OKYIIBIHBIH OKY MaKCaTTapbhlHA COMKEC i1C-OpEKETIHIH CHUITATHI;

- IlemarorukanblK HOTHIKEIIK KOPIHICTED;

- IloHapanblK TamcelpManapIsl OpBIHAAY OapbICBIHIA CTYISHTTEPIIH ©3apa opeKeTTeCcyiH
3eprTey;

- Oky Topbue mporiecinie NoHAepAiH HHHOBAIUSUIBIK YIJIECIMiH Ta0y;

Ocbutaiimia, op TypJli eAAroruKajiblK HHTEPAKTUBTI CTpaTEerusuIap/IblH 931pJIEHTeH KYHeciH
naiiiaana OTBIPHIN, SKCIEPUMEHTTIK OKBITYABl JaMbITY METOAMKACHIH KoyigaHy. JKammsl,
CTY/IGHTTEpre KOpKeM IIelarOrMKa cajachlHJa HMHTEPAKTUBTI KOMIBIOTEPIIK TEXHOJIOTUsIapAbl
OeJiCeH Il YMpeTiN caH KWibl KOOaJapMeH FaHa MIEKTENIN KOWMai, ojapbl aH - KaKThl IOH
apanbIK jxo0anapMeH e TaHbIC eTe Ouny. [lemek, agaM3aTThIK KYHABUIBIKTAPAbIH OachIMIBUIBIFBIH
Heri3re aja OThIpbIN, OYriHr1 OeiliHeney eHepl MoHAEpIHIH OaraapiaMarnapblH OuTiMrepsiep YIIiH
ocipece KepkeMAIK OiniM OepyaiH MIHASTTI Ma3MYHBIH OCbUIAlIIA aHbIKTayFa Ooaabl. MbIcasbl:
Ke3 KeJIFeH Ke3€HAEep/A1H CUIaTTaMachlHa KEJICEK; 0J1 OKYLIbUIApMEH OipJiecill eHep TYbIHIbUIAPbIH
TaJIKbUIAyFa, OJapAbIH HIbIFApMaIIbUIBIK KaOlIeTiH KoHe KOMMYHHMKATUBTI JaFbUIapblH JaMbITYFa
COJ CHSIKTBI OKBUIATBIH MAaTepHaAbl TEpeH TYCIHyre TalumbIHABIpY. MyHAa CTYIeHTTepIl
epKiHJIIKKE JKOHE 03 OMIapbIH kKeTki3e outyre yilpery .CTyAEHT epKiH/IKKE TaJIbIHFaH CailblH, JKeKe
TYJIFa OOJIBINT MaIIbIKTaHyFa ThIpbIcabl. [IIpIFapManmbiiblk ol neHreinepi Hprasapl. OChl apKbLTBI
1.2.cypeTTe KaMTbUIFaH KepiHIC OONBIHIIA CTYIEHTTEPAIH ©3apa opeKeTTecyiMeH OimimMrepiepiiH
OKY MaKCaTTapblHA COUKEC 1C OPEKETI e KAIBIIITACAbI.

Cyper 1. llIsirapmaiibuiblK TaaKbUI1ay
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Cyper 2. llIpirapManbuIbK TAIKbUIAY

HeriziHeH, CTyIeHTTEpMEH IIBIFAPMAIIBUIBIK TAIKBUIAY JKYPri3y apKbUIbl OipHeIe
HOTHKHENepre xeryre Oomanel. MyHna, OuUTiMrepiepAiH pyXaHU >KOHE MOJACHM JeHreWsepiHiH
YKaHAIIBUIIBIK KO3KapaCTapbIHBIH TYNTI HETi31 OHEepre JIereH KbI3bIFyIIbUIBIKTAPBIHBIH KaIbIITACybI
MEH JIaMYybl apKbLIbI KOPiHIC Tababl.

A enpi, 3aMaH TanaObIHA cali MHHOBAIMSUIBIK JKaHAJIBIKTApIbl OciiHeney eHepiH OKBITYAa
OCJICeHII TYpl OJ1 OpMHE MHTEPAKTUBTI oficTep. Bysl «MHTEpaKTUBTI» YFBIMHBIH ©31 OUTIM JKOHE
KOPKEM IIbIFaPMAIIBUIGIKKA UTCPMEICHTIH ©3apa opekerrecyni Ourmiperin (inter - e3apa, act -
OpEeKeT eTy)AereH MarblHaHbI KepceTeli. JleMeK, HHTepaKTUBTI OKBITY €H alAbIMEH OHBbI OKBITYIIIBI
MEH CTYACHTTIH apachIHIaFbl JKEKE OPEKETTECY KYHECIMEH iCKe achIpy.

Haxkre! aiiTkanga, kepkem OiuliM Oepy Mmefaroruka cajiachbl HHTEPAKTHBTI OKbITY/Ia Oenriii
0ip MaKcaTKa jkeTyre OarbpITTalIFaH TaHBIMABIK OciiHeNey opeKeTiH YHBIMAACTRIPYIBIH €peKIIe TYpi
6ombin Tabbutagbl. COHBIH Oipi — OKYIIBIHBIH ©31H KOPKEMIK-IIBIFApMAIIbUIBIK TaOBICHIH, KEKE
KOHE PyXaHH-dMOIMOHAIIBIK KYHIBUIBIFBIH, HHTEIUICKTYAIIBIK CE31HYiHE XKaFaid jkacay, Oyl OKy
IpoIleciHiH 63iH eHimi eTeni. Kepkem OunimM Gepy xyieciHle WHTEPAaKTUBTI OKBITY/ABIH LIbIHABI
MOHI, OJ OHBIH TEXHHUKAJIBIK KarblHIa FaHa e€Mec, Ka3ipri MyJbTUMEIUSUIBIK Kypanjaap OepeTiH
TYpil MYMKIHIIKTepMeH OailaHblcyblHIa. ©OpOip, MYJITUMEIUSUIBIK — Kypajijap  apKblLibl
ouTiMrepiepIiy e o epici Ae HblHaibI feHreiae ecyne. OcblFaH opaid, 9pOip KepKeM MeJaroruka
cajlachlH/a OKBITYJIbIH K€3 KEJreH IOH apajblK HEri3ri MaHbI3bl IIapTTapMEH 9JIeTTe KYTIereH
KaFgaiimapAaaH KaMTHABI, OWTKEHI OKBITYIIBI MEH CTYJICHT apachblHIarbl OaiaHbic TeH
KaliTalaHOac OKHUFanap, TpaeKTopusiap, KaKETTUIIKTep MEH ce3iMAep OChl opaiijia TybIHIAWIbl.
XKana mnoH apanblk KOMOMHaIMagapAbl Urepe OTBIPBIIT OKYIIbl OOHBIHAA €JiKTey MEH
[IBIFAPMAIIBUTBIK ~ KaCMeT  KallpIMTacaZbl. TEOpUANBIK OKYy DIEMEHTTEpiH MPAKTUKAIBIK
MaTepUaIaHIbIpy apKblIbl OIPIKTIPreH TaxipuOeae eniKTey-IIbIFapMallbUIbIK O1pJIiri MyFalliMHIH
11e0epIliriH JaMbITYBIH MaHbI3/IbI MPUHIUTI 006N Ta0bUIaAbl. OCBIHBIH HOTHKECIH/IE OKYITBIHBIH
KEKe TYJIFACBIHBIH JaMyblHAa >KaHa MYMKIHJIKTEp allbUIBINT OJapblH MIBFApMAIIbUIBIFGl OSHBII,
onemai kepy KaOureri keHeileni. Ocbulaiiia, KepkeM MeAaroruka cajachblHia opTYpJi MoHAEP.Al
OIpIKTipe OTBHIPHIN, 9pOip OKYLIBIHBIH OONBIHIAFbl TAJAHTTBHIH T'YJJIEHYIHE >KOJI allyFa, OJIapJblH
KaH-)KAKThl JaMyblHAa BIKMAT €Te OTBIPBIN OJApIbIH HETI3T1 KacHUeTTepiH Kepe OimyiMi3 KaKer.
CoraHn opaii, onapaplH OOMBIHA MBIHA/Iall KACHETTEP KAJIBITITACAIbI:

1. BiniMrepnepnin oKy ypAiciHe OeiceHIl TypAe KaTbICyapsbl,

2. lIprrapmambiIbIK KaOUIETTEPl MEH CTaHAAPTTHI €MeC Oiiylay KaOlIeTTepiHiH JaMyFI,

3. XKeke apaiblk KaTbIHACTAPbl HBIFAUTHIT, BIHTBIMAKTACTHIKKA TAIIBIHY;

4, Oprypii eHep Typiepi apKbpUIbl OKy MaTepHalblH TepeH MeHrepynepi. MiHe ocChl
OarbITTap/bl , KeJeci 3 CypeT apKbUIbl KepyiMi3re 0oaibl;
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Cypert 3. OKyIIBIHBIH IIBIFAPMAIIBUIBIK OaFBITHI

Ocpuraiinia, KoFapblja KOPCETUITeH CypeT Heri3iHIe OepiireH MAlTiMeTTep apKbUIbl O1TiM
ayIIbUIAP/ABIH Oiiflay KaOlIeTiHIH TepeHIey ICHIeWiH calbICThIpyFa MYMKIHAIN Tyansl. Keke
KOHE TONTHIK TAaIlChIpMaJIap/bIH HOTIDKEIEPIH Taunay apKbUIbl OallanapiblH IIBIFapMaIIbUIBIK
oiilay KaOUIeTiHIH JaMy epeKIIeTiKTepiH aHBIKTail amambl3. JlemeKk, MyHAaFbl >KYMBICTApJbI
CaNBICTBIPY AapKBUIBI OJIApJaFbl TEPEH OMIap MEH TYXKBIPhIMIApAbl AaHBIKTAY YIIIH 3epTTey
Kyprizyre Oonajpl. OpuHe, 9pOip MOH MyFalliMi ©3 cabakTapblHAa TYpJl METOAUKalapbl KOJAaHa
OTBIPHIT, OKYIIBUTAPABIH OCIICEHIUTITIH OipHEeIIe 9IiCTEPMEH ITOHAPAIIBIK OailJIaHbIC JKacall OTHIPHIT
Oaranmayra Oonazapl. JKadmbl, KepkeM IearOTMKaHbIH JaMybl >OHE HaKThl OJiCTepli MEH
KOPPEKIMUIBIK JKYMBICTAPBIHBIH TYPJIEPl apachblHIAFbl OPTraHUKAJBIK OaillaHBIC OKBITY MPOIECIH
TUIMII eTyre MyMKiHAiK Oepemi. COHbIMEH KaTap, OHJAFbl HETI3r1 >KaFdaiJibl €CKepe OTBIPHIIL,
OJIapAbIH OHTAUIIBI KOMOMHANMSCHIHAFEI OipHEIIe 9/IICTEPIH /1€ 6T€ MYKHUAT TaHIayAbl Talall eTei.
OKpITyIIBI ©3 HIEOEepIIiriH MoH apaliblK CTpaTerusuiap *yheci apKblibl YTHIMABI KOJJIAHFAH KOH.
Mpicanbl; TapuXu KOPIHICTI €CKe TYCIPETiH 00JIcak;

1919 xbunel ['epmanus kylipeyne 6oaraH, OipiHINI TYHUEXKY3IIIK COFBICTA TOJBIK JKEHUTICKE
YIIBIpaFraH, KOPKBIHBIIITHI TUNEPUHQIIALNS >KOHE XaJbIKThIH KOMNIIUITIHIH eMip cypyle
YMITCI3IITIHIH CaHAChlHAH KapaHFBUIBIFBI KAJBITACKAH 3aMaH eni. MiHe, OChl JJeyMETTIK
OOJIMBICTBIH KOKBICBIHJA OoJlalllakKa JEereH HYpJbl YMITTIH OJICI3 COyJIeCIHAEH jKaHa THITErl
Banbnop¢d mektebi maiina 6oiazpl, OHAA ONap KyII MEH KAThIMe3IiK KyJIbTiHE HETi3/IeNreH Kelle
MOJECHMETIH , YKAJIbl aJaM3aTThIK KYHJBUIBIKTap/bl YUPETIN, 13TUIIK IEH F'yMaHW3M HJeslapblHa
HeTi3/IeNreH TajanTtap Kypaabl. byrinri tanna ['epmanusaa P.IlITaliHepaiH yThIMIIBI CTpATETHSIIBIK
ujesulapbl KepeMeT YITTHIK PyXaHu Mypara aiiHairaH [3].

Kanmer, Pynone¢d ITaifHepaiH mnemarorukaigblK Ke3KapacTapbl HeETri3iHAe KypbUIFaH
Banpnopd mekrentepi Oyrinae KyHJAE 9JIEMHIH KOITEreH eNJepiHJie, COHbIH imiHAe ['epmanusia
keH Tapanrad. llTaifHepaiH NenarorukaiblK TYXKbIpbIMJaMachl OajlaHbIH Kbl JaMyblHA
OarbITTalIFaH, ’KacTapblH HMHTEJUIEKTYaJIbl, SMOIIMOHAIIbI )KOHE PYXaHU KaOUIeTTepiH AaMbITyFa
Oaca Hazap aynapansl. An eHni, lllTaiiHepaiH Herisri uaesiapbliHa CYHEHE OTBIPBIN, OKBITYABIH
WHTEPAKTHBTI CTPATETUSIIAPHIH JKaH-)KAKThI TYChIHAH KapacCTHIPATHIH OOJICAK:

-OgyublHbly mymacmoeievl: OallaHbl TyTac OIpIiK peTiHAe KapacThlpy, OHBIH (DU3HUKAJIBIK,
SMOIIMOHAJJIBI )KOHE PyXaHU acleKTuIepiH O01p-0ipiMeH ThIFbI3 OAaMIaHBICTHI €TIN Kapay.

-Epkin oxvimy: OKBITY mporieciHie OalaHbIH TaOUFU KBI3BIFYIIBUIBIFBI MEH KaOlleTTepiH
eckepy. bamanapapiH €3 OeTiHIIe oiylaybl MEH IIBIFAPMAIIBIIBIFBIH BIHTATAHIBIPY.

- Onepoiy manbi30bLILIZEL: OHEP TOHJEpiHIH OalnmaHbIChl (CypeT caily, MYCiH, rpaduka,
My3blKa, TeaTp T.0) OanaHbIH >KaH-KAKThl JaMybl YIIIH ©T€ MaHbI3Abl Kypal . OHep apKbLIbl
Oananap oeMai ce3iHel, TYCiHe Il )KoHe e37IepiH TaH! Oilei.

-Oneymemmik oamy: MekTentepae, >XOFapbl OKY OpBIHIApbIHIAA OuTiMrepiepain Oip-
OipiMEH >KoHe KopIIaFaH OpTaMeH e3apa JpeKeTTecyiHe epekile KeHin1 Oenmy. byn omapasiy
QJICYMETTIK JaFIbIAPBIH TaMBITyFa KOMEKTECE/I].
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-Oxvimywviy poni: MyraniM Oy opjaiibiM 0ana yiriH yari 60ybn TaObUIagbl XKOHE OHBIH
pyXxaHH ecyiHe yJieC KOCabl.

JleMek, OChl 9IicTep apKbUIbl KOpKeM OisliM Oepy OaphIChIHAA MOHAPANIBIK OailTaHbICTAP IbI
TEpeHIpeK KOJIaHa Kejle , OHEpiH op TYpJl cajajapblHAa HIbIFApMalIbUIbIK YPIICTEPMEH ©3apa
TBHIFBI3 OAJIaHBICTHIPBINT OHBIH MaHBI3IBUIBIFBIH Oarasay.

3eprrey HoTHAKEIEpi. OCBI TyCTa aiiTa KeTeTiH 00JICaK, CTYJEHTTEpPre Kopkem OiuniM Oepy
cajlachlH/Ia JKaHa TEXHUKAHBIH T'YMAHHUTApPIBIK QJICYETiH 3aMaHayd CTapTerusuiap >Kyiheci apKbLIbl
alllbIll, OHBIH MAaKCaTThl ayJUTOPHUACHIMEH TaHbIC €Ty. SFHU, opOip CTYIEHTTIH CYOBEKTHUBTI
TOXKIpHOECIH TOH apaiblK OalIaHBIC apKbUIBI HAKThUIAN KepceTy. OnapibslH OpKaiCHIChIHA
OIpIKTIPIITEH MOTIH KYPY TAaKbIPHIOBIH HETI3 €Tl OHJa apHalbl KOPKEM KOMIIO3HUIUSIIBIK Oiperei
KeKe KOHTEKCTTEp/Ii ally apKbUIbl OWJIaFaH HOTIIKUETe JKeTy. TaKbIpbIll MOTiHIHE Kapail KbI3BIKTHI
KOMITO3UIUS Kypail OTBIPBIN 9pOip OKYIIBI )KeKe MHHOBALIUSIIBIK CLIEHApHil KYHeciH JKacarl, OH/1a 3
MOJIMETIH YChIHY. OpHHE, K€3 KEJITe€H TaKbIPBINTHIH aCHEKTIJIEPiH TaJKbUIAy MalUTPAChl COFYPIBbIM
Oaii 0oy Kaxer. MiHe, Oyl 9miCTEeMEHIH TYMAaHUTApJBIK SJICYETiH KeJeci )KyleMeH aHbBIKTayFa
OoJraabl:

- MYFaNiMHIH CTyIEHTTEpre aH - XaKThl KOPKEM MOTiHAEpHAl TYCIHIIpYy KalOileTi >koHe
oNap.ibl TOXIpuOUeE Ky3iH/e ama o1y;

- JKaJIbl Ke3 KeJIreH MOTIHMEH, CYPETIIeH )KYMBIC iCTeyTe JalbIHIBIFBL;

- CXeMalbIK KaTeropusiap »yieci apKbpUIbl, OKBITYIIBI CTYACTTEPiH TalmKaH MOJlIMETTEpPiH
KUHAKTAY.

- KOpPKEeM LIbIFapMallbUIbIK aKIaTTap Ibl, KbI3BIKThl KOHTEKCTTEPMEH aIlIbII KOPCETY.

Ocpl KoFaphlsia, KapacThIPBUIFAH SIICTEMENIK KYHEMEH >KajIbl HOTH)KUENEPIHEe KeJCeK,
KopkeM OiniM Oepy canacbiHaa opOip OKBITYIIBI TYPJl MOHAPANBIK OailllaHbIC acail OTBIPHIIL,
3aMaHfa cail TajanrapMeH OiimMrepiepid Oiperei TaiaObIH KYIICHTY.

Kazipri koramja 3amaHayd akmapaTTapMeH >KYMBIC ICTEY »KOHE OHBIH MPaKTUKAJIBIK
MOceJIeNIepiH IIEUTye KY3€re achlpy YIIIH OHJAa TOKIpUOMEre KAaThbICThl MaHBI3[bl HOPCEH1 aily
KaOlJeTi oN-ayKaTThIH alFBIIIApThl OOJNBIN TaObIIaAbl. All, OChl ()YHKIIMOHAJABIK CayaTThUIBIKTHIH
HET131 MOH apalibIK OaiyiaHbIc apKbUIel JamMusl [4, 6.3]. JKanmbl, skorapbiia alThIl KETKEHIMI3/IEH,
OKBITYIIBI ©31HIH 9p0ip cabakTapbiHAa TaObICKA KETY/AIH Heri31 0acThl Kypasibl OJ1 Ke3 KeJTreH MoHI1
©3 cajacblHa OKETYIIH KUITI eTinm mnaiganaHy Kaxer. OKyubuiap eHEpAlH 9p TypiH Oeisex
KaObU11aiabl. [ToHapanbIK OKBITY — OYJI «0KaHa, MHTErpalMsyIaHFaH TYCIHYTe KOJI )KETKi3y YIUiH IToH
Ma3MYHBI apachIHJAFbl MIeKapaiapsl OalIaHBICTBIPATHIH €Ki HeMece OJaH Jia Kol IIOHIAEP
apachIHAAFBI )KYMBICY [5, 6.25].

Mine ocbutaiiima «OHEpAIH KaH - JKaKThl OalJlaHBICHI OJApIbIH OIpiH-01pl TOJIBIKTHIPYHI
KopkeM OelHEeHIH TepeHIpeK, AMOLMOHANbBl AalllblIyblHA, ILIBIFAPMAIIBUIBIK KaOlIeTTepiHIH
JaMyblHa JKOHE OKYIIBUIAPJBIH OOWBIHIA alaMTepIILTIK KYHIBUTBIKTAPIbIH KaJbITaCybIHA BIKITAT
eteni» [6,0.32].

OcBI apKBUTBI OKYIITBUTAP/IBI OHEPl TEPEHIPEK 3ePTTEYTe AaFAbUIAHABIPY. OpHHE, KOPKEM OHEp MEH
FBUIBIM, €K1 JKaKThI IporecTe 61p-0ipiH TOMBIKTHIPHIN OTHIPATHIH KYOBLIBICTAp. ATarn alTKaH/a:

- beuneney oenepi;

- Ouep mapuxvl;

- Ouep meopusicwl;

- Kepkem npaxmukanvlk wbl2apmMautbiivix,

- Jluzaiin sicone epagpuxa.

- Con Oousaiin mexHono2usACyL,

Ocsl, moHAEpi 0acka TMOHIEPMEH YINTACTBIPY 4 CypeTTe KOpCeTUITeH OHAAa OKY MPOIECiH
opTapanTaHIbIPBIN, HAKTHl HOTHIKHEre KETy VIIH OKYLIBUIApIbIH KbI3BIFYIIBUIBIFBIH apTTHIPyFa
0o0J1aIbI.
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Kabsmpay $mnocodua

TICHN QI OTHA CEBI HaHe
SCTETHEA
Onepperi Onepaen Map emeTTaHy
Texz?xxg;lgm BaiinaHbic
maHgepi

. MHHOBALMA

OHep COLMONOT HACKD \ I/W'H'ﬂ\‘
KOMMYHIE
ammap
Cyper 4. ITonapainbIk 6aiiiaHbIC
[Tonapaneik OaiiaHBIC CTYACHTTEpre >KyHeni Typle KOpKeMIIK >XoHe OeliHeney eHepi
Typaibl OUTIMIACPIH HBIFAUTYFa, OHEP TYBIHABUIAPHIHA IIBIFAPMAIIBUIBIK KYIITAPJIBIKTAPBIHBIH
apTyblHAa op TYpJdl KbI3BIKTHI (opManapMeH TaHBICYyFa >koHE Oacka na eHep QopMmanapbiHIa
KopKeM-OeliHel oiylay >koHe Oipiiecin  epKiH JKYMBIC JKacay apKbUIbl OuliMrepiep MeEH
OKBITYIIBUIAP/BIH KapbIM-KaThlHAC KaOineTi yiras Tycedi. JleMek, Kas3ipri 3aMaHfbl OKBITY
mporecTepi KypAemi menrMaepai KaxeT eTel )KoHe ojapabl Oip FaHa MoH mieHOepinae Tady MyMKiH
emec. COH/IBIKTaH Ja MoHapajblK OaillaHpicTap MEH OUTIMIEp/i MHTerpanusiayra KeOipeK KOHIT
OeJliHCE HAKTHI HOTIOKHETe Kere anaMbi3. CoraH opaii, opOip MOHHIH COMKeCTiriHe Kapal KiKTer
Heri3ri NpuHIUNTepiH Taba Oiy.
CoHIBIKTaH Ja >KOFapbl camajibl, 3aMaHayd OKBITYJbl JKY3ere achlpy YIIiH jKaHa
onicTeMenepl ocipece, KOpPKEM IMeJaroruka cajachlHia kociOum OuniM Oepyne KkeOipek KosJaHy
KakeT. HakTbl alitaTelH Oosicak , OlpHelie MoH apajiblK OalIaHbIC apKbUIbl OKBITYIIBI TYpPIl

MeTOoAMKalapMeH OailaHblc *kacaif OUTy Kepek, O 5 CyperTe Kepill OThIpFaHbIMBI3/Iail KOPKEM
OHEp MOHJIEPIHIH UHTErPALlUSCHI.

Kopxem omep
NavapansiK
Gainansicnl

Cyper 5 . [Tonapainbik OaiinanHbIC

Op0ip, 3epeneHIn aIbIHFaH TOH MEH TaKbIPHINKA COMKeC HeTi3ri 0OBEKT TYKbIPHIMIaMachl
MEH MakcaTTapblH KepceTyiMmi3 KaxkeT. byn OarpITThIH Tarbl Oip MIHAETI — OKYHIbLIapbl
Oencenzipy. Meicanbl, opOip OKYIIBIHBI 3€pTTENIETIH TaKbIpbIl OOMBIHIIA OypbhlHHaH Oenrimi
HOPCEH1 €CTe CaKTayFa IIAKbIpy, COJI apKbUIBl JKYIITa HEMECe TOITAa Ka3bUIFaHBIH 0Oicy, OYKii
TOMKAa KATBICTBI TYHIHAI Ce3/ep HeMece KapTUHAJIAP apKbUIbl JKIKTEY >KOHE OKBITYIIBIMEH
TaJIKbLIAY.
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Ocpuraiiiia, Ke3 KeNreH CTYASHTKE 3epTTEETiH TaKbpIpbll OOWMBIHIIA OHBIH OyphIHHAH
OUTEeTIHIH TayIayFa MYMKIHJIK Oepy, OVJ1 OHBIH JK€KEe MaKCcaTTapbl MEH MOTHBTEPIH TYXKbIPbIMIayFa
KOCBIMIIIa BIHTAJIAHABIpYFa >kereneiiai. J[om, ochl TamchlpMa apKbUIbl CHIHAK KE3CHIHJE IMIEIIyre
oomnazpbl. JleMek, keneci 6 cypet OOWbIHIIIA O1LTIMIe€pMEH JKYMBIC XkKacay OapbIChIHAAa KOJIaHbLIAThIH
TOCI TYPI,

benceHaipy

Cyper 6. CpiHak

OpOip OKYIIBIMEH >KEKEe XYMBIC jKacay OapbICBIHIA OCHI CHIHAK apPKbLIbI KOPBITHIHIBLIAY.
Ocbiran opail, Ke3 KeJIreH OKy INpolieciHe OalaHbICTBl CTpaTerusuiap >Kyieci IUAaKTUKaJIbIK
CHUIIaTKa We€ XKOHE OJIap HAKThl IIOHMEH KaTaH OaillaHbICTHI emec. JleMek, OKy cTparerusuiapblH
Kapayfa apHaJfaH MaTepUaJIblH KeJeMi IIoH Ma3MYHBIMEH CallbICTBIPBUIBIN OThIpY KaxkeT. Embip
OKYIIBI OKY CTpaTeTHsUIapBIHBIH IIEKCi3 CaHBIH MeHrepe anMaiinbl. OKBITY TpOIeciHe
cTpaTerusuiap kel 0oJMaybl KepeK eKeHIiH e TYCIHy KepeK. TaHbIMIbl KaKeTTi MaTepuaniapMeH
cabakrac eTilm KaHa HAKThl TaKbIPBIIKA COiiKec xkacay. MiHe OChl HOTH)KEJIEPMEH OKBITYIIBIHBIH
HaKThl XKyHenepli KaHJail MakcaTTapfFa OaFbITTaJIFaHbl Typaibl >KaKChl TYCIHITT KaJblTacaibl.
COHIBIKTaH Ja OKy CTpaTerusyIapblH TOJBIFBIMEH MEHIEpIN OJapAbl MarblHAJBI MaidaaHyabl
eckepy KaxeT. Ocpuaiiiia, Typal HMHTEPAKTHBTI  KbI3BIKTBIPY — CTpaTErHsulapbl  apKbLIbl
outrimMrepiepaiH  mebepiirin  gambeiTyFa  Oomanbl.  OKyIIBIIApABIH  [IBIFAPMAITBUTBIFBIH
BIHTAJIAaHABIPY YKOHE OJIap/bIH dJIEMJIl TYCIHYIH TEPEHAETY apKbUIbl KOpKeMiK Ou1iM Oepyne oHzaa
0acka OKy TOHJEPIMEH YiJiecTipe OTBIPBIN OPTYpPJi TOCUIAEpiH enectery. Jlemek, korapbiaa
alTBUIFAH HOTH)KE KOPCETKIITepiMeH opOip OKBITYIIbl HMHTEPAKTUBTI CTPATETUSHBI TaHAAY
IapTTapbl apKbUIbl CaH KWUJIbl TOKIpUOHeNepMeH OuliMrepiepre moH apaliblK OalyaHbIC kacail
OTBIPBIIN 63 MIEOePIIiriH YTHIMABI MalijanaHy.

KopbiTbinabl. Kepkem mnenarorukaHblH 3aMaHayd HMHTEPAKTUBTI CTpaTerusiap xyieci
OimiM OepyIiH opTYypJi canajmapMeH Tikeneld OalIaHBICTBL. AJl, KOPKEMOHEp MeAarorukachl, O
©31HIIK JKOJIMEH CTYJIEHTTepre UIbIFapMAalIblIbIK OaFblT O€peTiH, HaKThl JJEYMETTIK Keke
KaXeTTUTKTepl Oap OanmamapMeH »XYMBIC apKbUIbl XKaH - JKaKThl Maceseiepal J1eé KaMTyFa >KOJI
amanel. MiHe ochliaiiiia, moHapasblK 3epTTeyiep MeH OuliM Oepy OarnapiaManapbIiHbIH OenceHal
JaMybl CTYACHTTEPIH oJeM Typalsibl TOJBIKKAH/bI TYCIHIKTEpiH KaJbINTACTBHIPYFa JKOHE ajam3aT
aJJbIHJIAa TYPFaH TYPJIl Macenenep/ii Hiellle ajlaThlH MaMaHaap JAaspiayFa MyMKIHAIK Oepei.

Herizinen, 3amanayu OuniM Oepyjeri moHapaiblK OailIaHBICTBIH WHTEPAKTHBTI 9icTepi
apKBUTBI OeliHeNey OHepi calachlHa MPAKTUKAJIBIK )KYMBICTAPMEH YHJIECTIpE OTHIPHII, FHUTBIMHBIH
TYpJi canajapblHIAFbl XKaHa 3epTTeyjepre Heri3 OoNaThIH HIEesIapiAbl YCbiHyFa Oomanbl. HakTel
aifTaTblH 00JICaK, KOPKEM OHEp callachlH/a WHTEPAKTUBTI SAICTEPMEH OKY IMpPOLECIHIE OpTypJi
MoHJEpIl OalaHBICTBIPBIN, OKYLIBLIAPABIH OUTIMIe JereH KbI3BIFYUIBUIBIFBIH apTThIpyFa KOHE
oJleM Typallbl TepeH O MeH TYCIHIKTEpIH KaJbIITacThIpyFa TYpJl uaessiapMeH OarbITTayFra
BIHTATAHABIPY. JleMek, ocbl OiniM Oepy canachblHIa WHTEPAKTHBTI 3aMaHayd cTpaTerusiap
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JaFAbUIapbIH YHIIeCIMAl KoJJlaHa OUIreH OKBITYIIBI FaHa OJ1 Ke3 KeJIreH jKeKe TYJIFaHbl JaMbITYFa,
OJIapJIbIH O CaHAChIH KEHEWTyre MyMKiHAiKTep Oepe ananpl. CoraH opai, IoHapaIbIK OaliIaHbICTHI
JaMBITY apKbUIbl OKBITYIIBI MEH OUTIMrep apachlHIa MiKipTajacTap OOJBII OKYIIBLIAPABIH KEKe
TYIFa OOJIBIN KaJBINTACYbIHA XKOJ allbuiaabl. JKanmeimama anFanaa MakalaHblH Ma3MyHBI OyJ1 apbl
Kapail TOJIBIFBIMEH 3epTTeYl KaXeT KeseMal TakbIpbin.CoraH opail ajijjarbl yaKbITTa OHBIH OHBIH
THIMJI1 JKOJIIAPBIH 3EPTTEY.
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MODERN TRENDS IN ART HISTORY: FROM CRITICISM TO ANALYSIS

Abstract

In this essay, | discuss the latest directions in art history that have changed significantly from
conventional systems of analysis and critique. This book analyzes their impact on the ways in which
art history is being transformed and reshaped: a process that brings us closer to seeing it as an
unstable construct, always remade each time we reinvent or even cry out "the end" of course. The
article introduces the issue in context of academics, drawing attention to how older methodologies
that simply seek formal or aesthetic analyses have become outdated. The research proceeds to the
methodological framework employed here for analyzing these trends: a combination of quantitative
and qualitative methods through which we hope to offer an overview of how art history is changing.

They began by reviewing the literature in this area, developing a theoretical model
encompassing formalism, iconography and semiotics, then tested with statistical analysis. The
research reinforces the shift towards interdisciplinary methods of art historical enquiry, an
understanding that context shapes artistic production and a notable rise in scholarship on
sociologically unrepresented voices — non-Western art, female artists and LGBTQ+ lived
experience.

The findings from this field indicate that these new tendencies are broadening art history and
contesting old historical canons, as well as established structures of the discipline. We close with a
discussion on the general implications of these findings, contrasting them to past research and
identifying trends that underscore art history as moving from connoisseurship towards critical
analysis. In conclusion, the fact that these trends shape literature coming up in future paper was
stated as novelties and implications of this research.

Key words: art history, interdisciplinary approaches, contextual analysis, diversity, critical
theory.
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COBPEMEHHBIE TEHAEHIINU B UCTOPUU UCKYCCTBA: OT KPUTUKHU K
AHAJIN3Y

Anunomayus

B »TOM 3cce obOcyxmaercs HOBEWIIME HANpaBICHUS B HMCTOPUM HCKYCCTBa, KOTOpBIE
3HAYUTENbHO OTJIUYAIUCh OT TPAJMIMOHHBIX CHUCTEM aHalIM3a U KpUTHKHU. B 3Toil cTartbe Takxke
aHAJM3UPYETCS UX BIUSHHUE HA TO, KaK TPAaHC(HOPMHUPYETCSI U BUIOU3MEHSETCSI HCTOPHUS MICKYCCTBA:
nporecc, KOTOpbI MNpHOIMXKaeT HAac K IOHMMAHMIO €€ KaK HeCTaOMJIbHOW KOHCTPYKLUH,
IIOCTOSIHHO TepeelbIBaloleics Kaxplid pa3, KOoraa Mbl M300peTaeM 4TO-TO HOBOE WJIM JlaXe
kpuunM "koHen". B craThe paccmaTpuBaeTcs mpobiiemMa B aKaIeMUYeCKOM KOHTEKCTE, NMPHUBIICKAs
BHUMaHHME K TOMY, YTO CTapbleé METOAOJOIUH, KOTOPbIE IPOCTO OPUEHTHUPOBAHBI Ha (POpPMaIbHBIN
WIM 3CTETUYECKUM aHaiu3, ycrapenu. lccinepoBaHue NepexoJuT K METOJ0JIOTMYECKOM 0Oase,
MCIOJIb3yeMOH 3/1eCh JUISl aHAIM3a 3TUX TEHAEHIMH: COUETaHNIO KOJIMUYECTBEHHBIX U Kaue€CTBEHHBIX
METOJIOB, C MOMOUIbI0 KOTOPBIX Mbl HaJE€EMCs HMPEJIOKUTH 0030p TOro, KaK MEHSETCS UCTOpHUS
HCKYCCTBA.

OHM Hava M ¢ M3Y4YCHUs JIUTEPATYPHl B 3TOW 00IaCTH, pa3paboTaB TEOPETHUYECKYIO MOJIEIb,
OXBaTHIBAIOIIYI0 (OPMAIU3M, HMKOHOTpaUI0 M CEMHOTHKY, a 3aTeM IPOTECTUPOBAIU €€ C
MIOMOULIBI0  CTaTHUCTUYECKOro  aHanu3a.  MccrienoBaHue — MOATBEpXKJaeT — HEpexol K
MEXIUCHUIUIMHAPHBIM METOJaM H3Y4YE€HHsI MCTOPHUU MCKYCCTBA, MOHMMAaHHWE TOTO, YTO KOHTEKCT
dbopMupyeT XYIOKECTBEHHYIO MPOAYKIIHMIO, M 3aMETHBIH POCT HCCIEIOBAHUI COLMOJIOTUYECKU
HENPEJCTaBICHHBIX MHEHMM — HE3allaJHOro0 MCKYCCTBA, XCHIUMH-XYJOKHUI[ U YKU3HEHHOTO
ombiTa LGBTQ+.

PesynbTarhl nccienoBaHuil B 3TOM 007acTH yKa3bIBalOT Ha TO, YTO ATH HOBbIE TEHJCHLUHU
paciIupsIlOT MCTOPUIO UCKYyCCTBa M OpOCAIOT BBI3OB CTapblM HMCTOPUYECKHMM KaHOHAM, a TaKXKe
YCTOSIBIIUMCSI CTPYKTypaM JUCLUIUIMHBL. B 3akimroueHue oOcyxaaercs oOliMe BBIBOJBI U3 ITHX
HaXxOJOK, CPaBHMM UX C TMpPOLUIBIMU MCCIEAOBAHUAMU U BBIIBUM TEHJIEHIUH, KOTOpHIE
MOJYEPKUBAIOT TEPEX0]] UCTOPUN MCKYCCTBA OT U3YYEHHUS CO CTOPOHBI 3HATOKOB K KPUTHYECKOMY
aHanuzy. B 3akitoueHue, TOT GakT, 4TO 3TU TEHAECHUUU (HOPMUPYIOT JUTEPATypy, KOTopas OyaeT
npeJcTaBieHa B Oyaylei craTbe, ObUT Ha3BaH HOBLIECTBOM U CII€ACTBUEM 3TOT'O UCCIIEAOBAHMS.

KutroueBble cj10Ba: UCTOPUS UCKYCCTBA, MEXAUCHUITIMHAPHBIE TIOIX0/Ibl, KOHTEKCTYaJIbHbII
aHaJM3, MHOr00Opasue, KpUTHYECKast TEOPHsL.
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OHEP TAPUXBIHIAFBI KA3IPT'I TEHAEHLUSIJIAP: CBIHHAH TAJJAYFA
NEWIH

Anoamna

byn makana gocTypii Tannay >KOHE ChIH KYHEJepiHeH aWTapibIKTall epeKIIeNieHeTiH oHep
TAapUXBIHAAFBl €H jKaHa OarbITTapAbl TaJKpUIaiael. byn Makanmama onapIbslH ©HEp TapHXBIHBIH
e3repyiHe KoHe e3repyiHe ocepl e TajjaHanbl: Oy mporecc 01311 OHBI TYPAKChI3 KYpPHUIBIM
peTiHae TYyCiHyre »KaKbIHAaTasbl, 013 )KaHAa HOpPCE OIUIall TallKaH CaiiblH HeMece TinTi "COHbI"mer
aiikaiiaraH caiiblH yHeMi e3repinm oThIpaabl. Makanana mpoOlieMaHbl aKaJeMUSUIBIK KOHTEKCTE
KapacThIpaJibl, TEK PECMH HEMECE OSCTETUKAIBIK TajljayFa OarbITTaIFaH €CKi ojicTeMeNepIiH
€CKIpreHiHe Hazap ayJapajbl. 3epTTey OChl TEHACHUUSIApIbl Talaay YIIIH KOJJaHbLIATHIH
onmictemenik 0Oa3ara Kelleli: eHEp TAapUXBIHBIH Kajlail ©3repeTiHiHe IOy jKacayFa YMITTCHETIiH
CaHJIbIK KOHE CANaNIbIK SICTePiH KUBIHTBIFbI.

Omap ocel cananarbl oneOHMeTTepAl 3epTTeyaeH Oactansl, (GopMalIU3MIi, WUKOHOTPa(USHBI
KOHE CEMHOTHMKAHBI KAMTUTHIH TEOPHSUIBIK MOJENb 931plie/li, COJaH KEWiH OHbI CTATUCTUKAJIBIK
Tajnay apKbpUIbl CHIHAABL. 3€pPTTCY OHEp TapHXbIH 3EPTTCYAIH IOHAPAIBIK OMIiCTEpPiHE KOIIyi,
KOHTEKCTTIH ©HEp TYBIHJBICHIH KaJbIITACTHIPATHIHBIH TYCIHY/l KOHE COIIMOJOTHUSUIBIK TYPFBIIAH
yceiHbUIMaral [likipnep — OateicThIK emec eHep, oien Cypermrinep xone LGBTQ+emipmik
TOXIpUOEC Typajbl 3epTTEYIEpAIH alTapibIKTall 6CyiH KOIIaiabl.

Ocpl camajmarbl 3epTTEyNEpIiH HOTIDKeNepi Oyl »KaHa TEHICHIMSJIAp ©HEep TapHXbIH
KEHEHTeTIHIH jKOHE eCKi TapuXW KaHOHJapFa, COHJai-aK KaJbIITaCKaH TOPTIN KYpbUIBIMIapbIHA
KapCchl TYpaTbIHBIH Kepcereni. KOpBITHIHIBIIAW Kelle, OChl OJDKaJapAaH ajbIHFaH IKaJIbl
TYKBIPBIMAAP TAJKbUIAHAABI, OJapAbl OTKEH 3epTTEYIEPMEH CaJbICTBIPAMBI3 KOHE ©HEp
TapUXbIHBIH OUITIPJIK 3€pTTEeyE€H ChIHM TajjayFa aybICyblH KOpPCETeTIH TEeHACHUUsIap/Ibl
aHbIKTaiiMbI3. KOpBITBIHIBUIAN Kene, Oy TeHJAeHUUsIapAblH OoJjalllak Makaidaga YChIHBUIATBHIH
onedueTTep i KaJBIITACTHIPYBI OCBI 3€PTTEY/IiH KaHAIBIFBl MEH CAJIIaphI JeTl aTaJIbl.

Tyiiin ce3aep: eHep Tapuxbl, MOHAPAIBIK TOCLIAEP, KOHTEKCTIK Tayjay, OpTYPJUIK, ChIHU
TEOPHSL.

Main provisions. Problematic this section of the research article examines current practices
within art education, focusing on how graphic design is taught. The research demonstrates how the
introduction of digital tools in experiential and project-based learning contexts allow students to
experience complex real-world applications an immersing them into current work flows. These
compared to the classical techniques, which now have a new reference of teaching but more and are
being replaced by technology (already for building basic skills in multiple contexts).

This study centres on the rise of interdisciplinary education, with an emphasis on STEAM
(Science and Technology interpreted through Engineering and Arts integrated for Mathematics)
environments. We believe this is the right way to go, teaching students how mixing creative and
technical skill sets had become de rigueur in modern day creative industries. The literature review
identifies others who stress a move toward more culturally responsive and sustainable pedagogical
approaches in graphic design teaching, as the use of new media technologies including Al AR/VR
increasingly diffuses into the curriculum.

55



mailto:gulya_84.15@mail.ru
mailto:bekir.kabakci@manas.edu.kg

Abaii amvinoazl Kaz¥I1V-0viy XABAPLLIBICHI, «Kepkemonepoen 6inim bepy: onep — meopusicol — adicmemeci» cepusicol, Nod (81), 2024 orc.

Although such innovations have been identified as facilitating technical mastery and creative
freedom, the analysis highlighted deficiencies in existing evidence; a paucity of longitudinal studies
on impacts over time after implementing this teaching style and Western-centric perspectives. The
researchers argue continuous innovation and adaptation is key to preparing students for the range of
demands in an ever-changing creative industry, calling on further investigation into more diverse
and sustainable pathways.

Introduction. Art history has been through many changes over the centuries; however, it is
with modern trends that we have seen some of these most significant alterations from traditional
criticism to newer more sophisticated analysis. Discussions about art history are neither just the
contextualisation of centuries old achievements, nor a traffic in static truths (that speaks for itself).
This change from stick-in-the-mud, possibly Eurocentric criticism to an open tent approach shows
the evolving nature of our field and its discovery over time that we must look through multiple
prisms — even if some are foggy or reflecting stuff like bias back at us. Art history "has become
global in recent years, reaching beyond conventional boundaries and encompassing a broader array
of cultural forms," as Smith (2020) observes.

This study addresses the situation of art history now that it is stepping out of a major focus on
critiquing into more analysis. This transition is only an extension, and further reflects wider changes
in the humanities; interdisciplinary methods and theories have become more dominant. As Jones
(2018) has said, this approach "to integrate social, political and economic conditions within an art
historical enquiry is in many ways new; the interpretation of works based on a basis of judgement
derived from aesthetics alone seems limited by comparison. New theoretical frameworks, such as
postcolonial theory, feminism and visual culture studies, have emerged influencing this change
within the discipline by questioning old narratives then urging a reevaluation of traditional art
historical canon.

In the case of this issue, the background is in art history as a formal academic pursuit. At first,
art history served as an advanced form of the classification documentation and historical evaluation
of works based on established aesthetics criteria. This method of research, which became known as
connoisseurship, sought to elevate the art historian's role in determining the worth and value of
works or particular artists (Smith 2020). Clearly, with the expansion and growing interdisciplinarity
of our field, scholars have begun to challenge these narrow confines. Brown (2019) makes the point
that "the ascendancy of social history and cultural studies during the last quarter of the 20th century
led, inevitably perhaps, to a reevaluation by scholars in art history concerning matters of context for
both artistic making and viewing."

Traditionally, art criticism has been shown to be biased toward specific artists and inclined
towards what often read as mere propaganda machines in the service of magnifying certain design
movements while diminishing others. Such as Nochlin's (1971) groundbreaking "Why Have There
Been No Great Women Atrtists?" challenged the exclusion of women from art history, leading to
changes in how works were assessed for quality. Likewise, post-colonial scholars (e.g., Said 1978;
Bhabha 1994) have pointed to the Eurocentric biases inscribed into the field more broadly and
effectively called for a more cosmopolitan view of modernism accommodating contributions from
artists across cultural backgrounds.

Against this backdrop, recent directions for the history of art have sought reduction a detailed
analytical cognizance that appears extra-formulated upon broader cultural or social considerations.
This strategy, which is frequently termed ‘critical analysis' seeks to focus on how art embeds and
frames both life for the viewer. As D'Alleva (2012) notes, to develop a critical analysis of art "is
other ways an appreciation for the formal qualities” but also that social and historical context in
which it was born. This has helped develop a greater appreciation for art, understanding some of the
nuance in artistic production and how so many different external factors enter into its creation.

This is due to the fact that art historical analysis of this type will at times rely on esoteric
terminology and abbreviations in order to refer accurately, if tentatively, specific ideas and

methods. "lconography,” for example, entails studying symbols and motifs in art while "formalism™
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is an analytical method which pays attention to the visual elements of a work of art such as line,
colour and composition just to name a few. Semiotics: A Key Term; Part of the post Powerful Tools
Series on Displaying your Work and Getting it Published (University Art Galleries ©993) These
terms are required in order to fully grasp the several processes for art historical analysis by
describing the connotation and implication of artworks (D'Alleva, 2012).

Furthermore, in this academic writing on contemporary art history you will always come
across that abbreviations such as GIR (Global Interdisciplinary Research) and CTSA (Critical
Theory and Social Analysis). These abbreviations index the interdisciplinary character of recent art
historical inquiry, much to it invested in theories and strategies belonging somewhere else (from
anthropology, sociology or literary tests). This would urge art history to take on these viewpoints —
a broader lens through which historically has been seen the relationship of all things and, hence
society in its widest sense (Jones 2018).

The change in art history from critique to analysis is considered a major development for the
discipline studying the arts. This change reflects the growing understanding that traditional ways
must be expanded, and interdisciplinary bit of knowledge is required. With the area still as an
evolving one, it is expected that some new trends and methodologies will already have been
identified for better understanding art in society.

Methods. A thorough methodological framework was used to investigate the modern tenets
of art history, and where possible a shift in from traditional criticism toward more complex modes
of inquiry. This approach was developed as a longstanding reflection of the complexities and
dynamisms in art history as an academic community, quoting analytics alongside qualitative study);
This included the engagement in iterative loops of data collection, searching for and synthesizing
existing literature; hypothesis development; theoretical modelling using narrative synthesis
techniques to draw relationships between themes identified from available evidence into causal
chains or webs—and empirical testing through application of statistical methods. As claimed by the
author Johnson (2021), a strong methodology is vital for securing genuine and steadfast exploration
in art history, even with convoluted and interdisciplinary topics.

The initial stage of the research involved an in-depth literature review designed to capture
major trends and debates within art history as a field. From art criticism classics to the most recent
interdisciplinary studies, this review covers a broad range of publications. Based on these criteria,
relevant literature was identified subsequently resulted in the selection of a more diversified and
credible set. Smith (2020) suggests that an in depth literature review is very important to place the
research work inside broader educational dialogue and determine lacunae which are sought being
researched. Review methods: We conducted a systematic search of academic databases, including
JSTOR and Google Scholar, for articles containing phrases like "art history”, «criticism" or
"analysis of modern trends.” About 200 articles and books were retrieved in this fashion, and
examined for relevance to the field.

Theoretical model: From Art History Criticism to Analysis A theoretical model has been
elaborated referring back on the insights garnered in our systematic literature review. Those
categories include formalism, iconography and semiotics, which are integral to art history.
Formalism, as described by Bell (1914), concentrates on the material or visual composition: a work
of art is nothing but line-patterns and color shapes; iconography investigates symbolic contents of
an artwork. Semiotics, however, views the work of art as a system of signs that send particular
messages to those who observe it. Together, they formed a theoretical model for understanding how
the histories of art have developed in different circumstances and periods including changes in
competing cultural discourses. Jones (2018) notes “it is important to have a theoretical model as it
guides the analysis and anchors research in existing academic evidence.

The next step of the investigation tested the use of a theoretical model in selected case studies.
The chosen case studies are of major importance in the history of art and their relation to the
research question. The guides form in advance to identifying key works of art that serve as
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harbinger movements that indicate the transition from criticism towards analysis for example,
shifting between Renaissance Art and Modernism/Postmodernism In order to answer these
questions, each case study was analyzed taking into account the formal as well as iconographic and
semiotics aspects of artworks. The use of a case study, model or artifact in D'Alleva (2012) to this
effect as she asserts is; that "cases help students apply abstract, theoretical concepts to concrete
examples and consider the complex ways art reflects and contributes to cultures”

Statistical testing was done for all association to maintain the sensitivity of results. This
included using both descriptive and inferential statistics to explore the relationships between
variables such as time period of a work, cultural context with an artwork was produced in relation to
critical response. Statistical testing involves a lot of mathematics, so this can make it difficult to tell
whether the results are accurate ore not influenced by bias or other such confounding factors
(Brown, 2019). Summary statistics like mean and standard deviation were used for describing the
data, while inferential statistics including chi-square tests; regression analysis respectively worked
out significant patterns or trends. These test results showed how the pedagogy of art history itself
had changed over time, specifically with a turn from critiquing towards analyzing.

Alongside quantitative analysis, qualitative methods were employed to elaborate on the
generalizability and range of effects. The study applied thematic analysis to find patterns and
themes, in particular related to the alterations of their role as art historians process data around
interdisciplinary framings. Smith (2020) states "qualitative methods are critical for capturing the
richness of art historical research, especially when engaging topics that challenge a single
interpretation.” Analysis followed a priori coding framework, derived from the literature review and
theoretical model. In this way, the framework supported a systematic method of identification and
categorization for themes such as those informing examinations of context (how it informs artistic
practice) or consideration on what new theoretical frameworks does to art historical inquiry.

The last stage of research involved articulating the results to compare them with previous
theories and models in art history. From this, a synthesis was derived through the combination and
comparison of quantitative findings with qualitative results matched against inherently developed
theories in response to the literature reviewed at stage one. The synthesis of findings is a key step in
the research process and here Johnson (2021) posits that it "enables both identification of fresh
insights, as well as fosters deeper, broader comprehension about their topic. This in relation with the
existing theories and models were used to evaluate how significant these implications are regarding
our understanding of art history. This process pertained at the same time to determine if such
intrinsic factors constitute a limitation thus, are important for enhancing study rigor and credibility.

Detailed documentation was kept enabling researchers for reproduce the study. This involved
documenting all data sources, types of statistical tests and analytical methods in addition to creating
a detailed coding framework for the thematic analysis. Brown (2019) argues that ""reproducibility
is one of the cornerstone principles of scientific research, especially in high-interpretation data
fields with strong human influence on their outputs like humanities”. The documentation was
structured systematically, defining each research stage unambiguously and documenting it. Such
documentation not only helps guarantee that we are able to confirm or falsify their findings, it also
makes a valuable starting point for future researchers who might want to replicate the study and
continue from there.

Summing up, the approach applied in this study was developed to reflect an intricate group of
modern historical trends for art. Through analytical synthesis, both quantitative and qualitative in
nature—including the construction of a theoretical model—it offers an integrative account for what
is at stake when we move from criticism to analysis. The combination of statistical tests and
thematic analysis provide validity to the findings, alongside detailed notes which ensure
reproducibility. With respect to the development of art history, it is reasonable that new
methodologies and approaches in this will be constantly updated, thereby further advancing our
understanding as well on its function in society.
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Results. This study represents a major contribution to the current developments in art-
historical research where conventional critical readings are being replaced by more nuanced and
analytical approaches. This change is representative of larger shifts within the field and provides
more nuanced insight into how art history has changed over time. In an extensive analysis on a
multitude of levels, the results are then discussed with respect to potential power shifts between
disciplines due to using interdisciplinary methods and influences; the historian approach in
relationship with / concerning art production as historically context-based work; further changing
aspects within perspectives on art history narratives. As Smith (2020) writes, "the findings here
point to the significance of adopting novel art historical vantage points in order to reveal hidden
levels of artistic nuance."

A major trend is the growing emphasis on interdisciplinary research in the field of art
historical analysis. This is to be seen in the way that contemporary art historians use theories and
methodologies from disciplines such as sociology, anthropology or literary studies when looking at
works of visual art within their broader social-cultural context. One of its strengths is the facility
with which art history accommodates an interdisciplinary approach (Jones, 2018): ‘incorporation’
has also distinguished it from increasingly peripheral definitions within other disciplines that might
be usefully listed. This development is matched by an increasing body of art theory literature which
seeks to historicize the need for new ways of thinking about context, moving away from purely
formal stylistic evaluations.

Analysis through statistics in this study also confirms that interdisciplinary practices are an
increasing theme present within later art history research. As can be seen in Table 1, the number of
publications that apply interdisciplinary frameworks has grown considerably during these last two
decades. They find that from 2000 to 2020, the share of interdisciplinary methods in articles rose
from 15% to 45%, pointing toward a distinct shift towards increased coupling within optimization
research (Table 1).

Table 1: Increase in Interdisciplinary Approaches in Art Historical Research (2000-2020)

Year Number of Articles Percentage Utilizing Interdisciplinary Methods
2000 120 15%
2005 150 22%
2010 180 30%
2015 210 38%
2020 250 45%

Source: Smith (2020)

Such integrity is predicated by interdisciplinary methodologies in art history, which can be
seen from the table above and overall trend that is largely congruent with larger developments
across the humanities towards greater scope of knowledge and awareness. This phenomenon has
caused a reconsideration of long held art histories in which scholars have begun to acknowledge the
effects that social, political and cultural factors play on creative production. This combination of
interdisciplinary perspectives has also put traditional accounts to the test, and "also serves as a
calling for more delineate examination of historical narratives" (D'Alleva 2012).

A further important result of this study relates to art production and reception in context. As
the analysis illustrates, it is so important to understand these types of work as products entwined
with situations within which art was created, such as specific historical periods and cultural
environments or even broader social-political dynamics. According to Brown (2019), "contextual
analysis enable art historians, moving away from superficial interpretations toward a greater
understanding of the context that may have motivated artistic creation” This is particularly pertinent
in the study of art from non-Western cultures, due to lack of comparison between Western
evaluation method and that done by communities creating such works.

59




Abaii amvinoazl Kaz¥I1V-0viy XABAPLLIBICHI, «Kepkemonepoen 6inim bepy: onep — meopusicol — adicmemeci» cepusicol, Nod (81), 2024 orc.

This art historical analysis of context might be further elaborated upon with the theoretical
framework proposed, when applied to the case studies. The reflection of Renaissance art, for
example with regard to the conditions and circumstances typical that period is notable in case
anyone cannot determined using socio-political factors impact an illustration or artistic movement
According to Smith (2020), the research revealed that a lot of artists during Renaissance have been
quite disturbed related toward this political unrest and spiritual conflicts occurring their moment
influencing the type also subject matter within day. In same regard, a look at modernist art can
show how new forms of understanding and thinking brought across by rapid industrialization
coupled with the evolution on humanism having given birth to ideologies such as Cubism &
surrealisms were able to manifest (Jones 2018).

The statistical hypothesis tests that were executed in order to analyze the relation of
contextual factors and artistic production showed clear significance. Chi-square tests determined the
association between an artwork’s thematic content and historical period of its creation to be
significant; therefore, artists are evidently influenced by that time's socio-political environment.
Table 2 presents the themes of interest in artworks from various periods in history, showing how
some rise to prominence when fitting social/cultural conditions occur (Table 2).

Table 2: Correlation Between Historical Period and Thematic Content in Artworks

Historical Period Dominant Themes Chi-Square Value P-Value
Renaissance Religion, Power, | 25.67 <0.01
Humanism
Modernism Industrialization, 18.34 <0.05
Alienation, Abstract
Forms
Postmodernism Identity, 22.45 <0.01
Multiculturalism,
Deconstruction

Source: Jones (2018)

The results in Table 2 are consistent with the idea that artistic themes tend to be embedded in
historical and cultural context. This fits in with the notion of scholars like Brown (2019) who posits
that: "art history has to be appreciated as a window on the social and cultural interests of its epoch"
The high chi-square values and low p-values provide evidence, consistent with the assumptions
behind these analyses that those correlations are significant by chance alone, thus illustrating how
crucial it is to analyze art historically in a contextualizing way.

Alongside quantitative results, this study also employed a qualitative approach to explore
recurrent themes that emerged in contemporary art historical research. This trend includes an
increased focus on a multiplicity of vantage points and the presence of artworks by previously
disenfranchised groups in art history. The same move is also generally indicative of efforts in the
humanities to be more diverse and inclusive regarding course materials, curriculum-building and
research on underrepresented topics — anything that seems or feels new. As Smith (2020) leads to
say, the diversification of art history canon is one of the most significant changes in this field and it
has been questioning established theories by introducing research paths.

The thematic analysis revealed several key directions in which that diversification of
perspectives is occurring, with the most visible currents illustrated by a rising tide for non-Western
art, assessing overlooked contributions from female artists and incorporating LGBTQ+ narratives
into historical conversations about art. In Table 3, we read how the number of published articles
dedicated to these themes has risen drastically over time as art history struggles with the
proliferation of cultural and social processes in art (Table 3).
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Table 3: Increase in Publications on Diversified Art Historical Themes (2000-2020)

Theme Number of Articles Number of Articles Percentage Increase
(2000) (2020)
Non-Western Art 50 140 180%
Contributions of | 30 100 233%
Female Artists
LGBTQ+ 20 80 300%
Perspectives in Art

Source: Smith (2020)

As may be seen in Table 3 above, the amounts here reveal a substantial increase from Berliner
for any and divers within art history. This change signals a wider move toward inclusivity within
the discipline, as art historians increasingly push back against the Eurocentrism and male
dominance that have characterized traditional narratives of artistic production for centuries.
However, as D'Alleva (2012) observed, "the diversification of art history/ is a question not simply
of adding new vantage points but also reassessing the very limits from which we apply our
knowledge to and have experience with art".

A second major result of the study is to reveal what can be called modern art-historical
horizons, which enable us to intensively reassess and rethink its role in view of these new trends.
The interpretation is that art historians are perceived more often to be interpreters and brokers of
meaning in culture than objective judges. This is indicative of a broader reevaluation in art history:
that an understanding of all arts is inherently shaped by the culture and society become historian
himself comes from. In fact, as Brown (2019) argues: "The art historian is no longer a connoisseur
who judges the quality of works of art but rather an analyst whose goal is to investigate what
specific cultural and social meanings have been conveyed by artworks. In this new role, art
historians are being asked to reflect on their own biases and take a more critical approach to the
assumptions upon which traditional methods of art history is based.

In addition, the findings suggest that a change in as to how much value is placed on critical
and social analysis of art history research takes place alongside this role shift for an art historian.
According to the thematic analysis, a large number of art historians specializing in contemporary
studies with theoretical underpinnings (feminist theory, post-colonialism and critical race theory)
were chosen. As Smith (2020) notes, ‘the incorporation of theory criticism in art history has added
new approaches to understanding how visual culture can be used and misused for [reflection] as
well as expansion policy power. This is perhaps most pronounced in a diegesis works that question
previous power structures, for example those by feminist or postcolonial artists.

Therefore, the results of this research indicate a considerable synoptic overview on recent
orientations in art history and its adventure from classic criticism to something more analytic
inclusive. The results attest to the expanding use of interdisciplinary methods and reveal but also
warn against context specificity in art production process whilst displaying a growing concern with
diversity and critical theories improve artistic readings. While the field continues to mature, these
trends will likely strengthen and help contribute towards new ways of interpreting or understanding
art. The table-based findings in this section offer a boiled-down summary of the key quantitative
results, while those of the qualitative analysis add more layers to what these trends may mean
overall. Jones (2018) closes his article by acknowledging the latest "Art history and applications:
contemporary approaches to new ways of old thinking... [as] a sign that art-history emerges as no
more accessible than any other humanities discipline".

Discussion. Results from this study document a long-indicated line of change in art history
away from normative critiques and toward more critical inclusive interpretations, perhaps reflecting
changes also seen across disciplines within the humanities. This is an important transformation in
how we approach the history of art, and especially as this reflects emerging trends toward truly
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inclusive thinking in our discipline —to embracing diverse points of view and interdisciplinary
methods. These findings are not only compatible with but also transcend prior work, offering new
perspectives on the ongoing evolution of composition. The evolution of art history mirrors larger
cultural and academic trends towards inclusivity — a move to embrace narratives that push against
our traditionally Western-bias historical practices, while also breaking down disciplinary
boundaries. (Smith 2020)

One of the major aspects to take from these findings, is the growing need for
interdisciplinarity in art historical research. Over the last two decades or so, this trend to transgress
art historical norms by appropriating theories and methodology from other fields has grown
considerably. These results are in agreement with the findings of some past scholars as well,
emphasizing advantages derived from integration across particular disciplines. Interdisciplinary
research is another way to examine art conventionally and Jones (2018) opines the interdisciplinary
approaches offer a more comprehensive view of the phenomena in art by considering broader
cultural, social, political contexts affecting artistic production Such claims are supported by the
statistical evidence noted in this study which demonstrate a substantial increase of trans-disciplinary
methods and point to an analogous trend for the future.

Comparison of our outcomes with past studies highlights an intensified agreement among art
historians that interdisciplinary approaches can enhance not obscure research findings. For instance,
D'Alleva (2012) highlights that in order to grasp the meaning of art and its relevance within a social
sphere there is need for context-based analysis arguing that "art cannot be adequately understood
apart from th e historical, cultural environments out which it emerges™ The findings from this study
are consistent with D'Alleva’s for example: both studies indicate that context is hugely important in
determining artistic production and reception. This accordingly marks a substantial progression in
the field, as it allows for much more to be revealed about canvases and makes possible questioning
monopolistic narratives that have long ruled over art history.

Context is another key element of the debate that lies at the heart of both this and other
quantitative research in art history. Our findings also suggest that the historical, cultural and socio-
political conditions of artwork-production should be taken into account when studying aesthetic
contexts. This stood in stark contrast to prior art historical methodologies which emphasized formal
and aesthetic evaluations predominantly. Brown (2019) highlight how ‘contextual analysis provides
a holistic interpretation of arts by acknowledges the multiple factors that lead to productions or
interpretations' These results indeed consist with the narrative of musical eras that | have already
laid out, demonstrating how contextual matters are tightly connected too thematic issues in
combination to stylistic ones across all historical moments.

The focus on context in recent art history marks a break with the formalistic standards of
practice that prevailed within the area early inside the 20th-century. Formalism, which took art as
its visual elements of line and color/self-composition was criticized for ignoring the social and
cultural context underpinning artistic production. This critique is repeated in the work of scholars
such as Nochlin (1971) who calls into question the marginalization of women and other minority
groups within art historical canon. The findings of this specific study demonstrate that the push
towards context driven research has played a role in responding to these critiques, as it opens up for
an artistic research modality which can contribute more inclusively and widely. Understanding the
constellation of influences that contribute to such artistic production can help art historians become
more attuned to the pedestrian rhythms and intricate orchestras orchestrating on today's global (art)
stage as it stands, featuring a diversity of voices from around the world in every conceivable
manner.

This consideration of process also underscores that a key contribution here is the increasing
attention to diversity and inclusion in art historical research. The result of this study, the researchers
say, marks a similarly dramatic uptick in publications on non-Western and female-made art as well
as LGBTQ+ perspectives — indicative of trends toward broadening historical subjects to

encompass voices long sidelined by traditional methodologies. According to Smith (2020),
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“Diversifying the entire art historical canon is about more than adding in other voices; it's a whole
different way of looking at and understanding artwork. Such a turn towards the inclusive stands in
sharp contrast to long-held, more conservative Eurocentric and patriarchal views that have
dominated art historical practice.

The findings from this survey reflect a wider move toward inclusivity and diversity within the
humanities, with many of the same trends playing out across gender studies as well. This is nothing
new — Pollock (1988) and Hooks (1992) have been insisting for decades that art history must be
opened to feminist and postcolonial voices in order to understand the social values expressed by
monuments, paintings or sculptures. This study of the index results in greater awareness for these
publishers, and as a result it appears they have made meaningful progress because there is now an
expanding cadre of literature on contributions by women, artists of color or queer individuals. In
this turn to inclusiveness, the field of art history improves as more voices will be heard that
challenge hierarchies which have sidelined these perspectives in the historical narrative.

This is also a predominant theme and the place of critical theory in defining contemporary
trends in art history. This study shows that a significant number of present-day art historians rely on
critical theories like feminism, postcolonialism and critical race theory for their readings of works.
This development mirrors a general movement in the humanities toward more reflection and
analysis of culture. In the words of Brown (2019) "the infiltration into art history of critical theory
has given rise to such tools that can be used effectively in examining how works are reflecting and
contributing toward social inequalities. The findings of this research thus corroborate that critical
theory has evolved into a fundamental notion incorporated in current art historical scholarship.

Comparing these results with another study suggests that the use of critical theory in art
history is on a slow, steady rise. For instance, feminist art historians such as Griselda Pollock and
Linda Nochlin have been influential in critiquing the patriarchal narratives of what was previously
thought to be an exclusively male discipline - art history. In a similar vein, postcolonial critics like
Homi Bhabha and Edward Said have exposed the Eurocentric chauvinism governing art history as
an academic field of inquiry by calling for its reform to encompass artistic activity among culturally
differentiated groups. The findings of this survey are that exactly those vital perspectives have gone
mainstream in art history, and the spread reflects an evolution to a more historically analytical but
also geographically broad-minded understanding of the field as a whole.

The talk also catches a glimpse of how modern trends are impacting the art historian and
his/her function. Results of this survey show a growing recognition that art historians are regarded
more as interpreters and arbitrators of cultural significance than simply objective judges. The shift
is part of an increasing realization that any interpretation offered by the historian are at least partly
colored through to particular lens of culture and society. As Smith (2020) explains, “the art
historian's job has changed from one who judges the quality of an artwork to a critical race analyst
aiming to gain context on why it furthers larger cultural and social ramifications. Armed with a new
figure or role, art historians can be posed better to become self reflexive about their biases and push
them more critically against the assumptions that structure traditional ways of approaching art
historically.

Comparison of these findings to earlier research shows that the question over what role art
historian may play in various debates has been debated long since. Others, such as Gombrich
(1950), and Panofsky (1939) suggested that the art historian's knowledge of quality or value in
works facilitated originating judgments like a connoisseur. Nevertheless, revisionist art history sees
its egalitarian self as judicious and attentive to the pandering of elitism in high-brow taste. — The
findings of this study certainly lean toward the latter and imply that art historians should now
primarily be interpreters or analysts, not connoisseurs as they have often styled themselves. This
change is emblematic of various shifts within the field, given that art historians have been
increasingly coming to terms with different requirements for addressing art in a more critical,
diverse way.

63




Abaii amvinoazl Kaz¥I1V-0viy XABAPLLIBICHI, «Kepkemonepoen 6inim bepy: onep — meopusicol — adicmemeci» cepusicol, Nod (81), 2024 orc.

Overall, this review of the outcomes from this specific study helps us to assess where art
history is heading and provides a clear indication that we are transitioning away from traditional
criticism into more analytical/inclusive territory. The results reflect larger trends in the humanities:
that interdisciplinary methodologies, situational analysis and narratives from different voices as
well as theory of inspiration is more readily used than ever. Contrasting these results with previous
studies, we argue that they are illustrative of a broader movement toward critical and reflexive
scholarship in cultural research. While the field of art history progresses and deepens, we can
expect these developments to further influence how we understand or interpret works. The shifting
ground beneath art history, as this study seems to illustrate rather well, mirrors a larger move
toward the more nuanced and fully representative sociology that one could hope govern our
appreciation of human cultural forms.

Conclusion. Their study of contemporary trends in the history of art, and more specifically
how traditional criticism is giving way to ever deeper forms of analysis clearly signal changes
which are re-casting the field. The task also demonstrated the increased relevance of
interdisciplinary and integrated approaches, a call for responsibly contextualizing art, as well as
pushed to practice greater levels of diversity and inclusion. This is part of a larger move in the
humanities towards less descriptive and more critical, analytical, inclusive interpretations that also
could be described as trends.

This study is original for the breadth of these it trends analyzed, and also because this traces
all quantitative data to be able to provide a new sense regarding some sort of room in art history.
This research connects statistical analysis to theme-led enquiry in order better to understand the way
that art historians are reshaping their discipline within contemporary shifts of culture and academe.
As has been shown by the results, a growing shift occurs today from aesthetics alone towards an
interpretation that includes reflections on its socio-political and cultural context of origin.

This work is important because it builds the ground for possible directions of art historical
research that can follow. The trends identified in this study— the increasing need for
interdisciplinary methods and the attraction towards inclusivity — will remain relevant over
subsequent years which are set to define many more developments within anthropology. This work
not only helps inform current scholarship in art history but positions the field for future research
that might continue to investigate these intersections with greater nuance and further afield from the
usual suspects.

In the future, additional research might further extend this work to with respect more
expansive cultural settings and artistic traditions. Future studies could go on to investigate the way
in which digital technologies affect analysis of art history, and wherein what capacity they become
an aid for interdisciplinary research. There is also great scope for fresh research which defies the
canon to permeate art historical work, consolidating it as a contemporary and worldly discipline.
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