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Baigutov, K.
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e-mail; karimkhan.art@gmail.com

ANALYTICAL REVIEW OF ENGRAVING TEACHING METHODS IN ART EDUCATION:
PROSPECTS FOR THE INTEGRATION OF KAZAKH MYTHOLOGY AND DESIGN THINKING

Abstract

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

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

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

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

Anoamna

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

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

Tyiin ce3nep: kKa3ax MH(DOIOTHACH, TPABIOPAIBIK OlLTiM Oepy, Mu3alHEpIIiK Oiiay, KOPKEMIIK OimiM
Oepyni pedopmanay, MOJCHHU TEIarOTUKa.

Baiiryros, K.A.
Kazaxckuii HaMoHaBHBIH ITe1arornieckuii yausepcureT umenn Abdas, PhD, kadenpa
«XynmoxkecTBEHHOE 00pazoBaHue», Anmarkl, Kasaxcran, e-mail: karimkhan.art@gmail.com

AHAJIMTUYECKHI OB30P METO/OB 110 OBYYEHHUIO I'PABIOPE B
XYAOKECTBEHHOM OBPA3OBAHUM: IEPCIIEKTUBbI HHTEI'PALTUN KA3AXCKOM
MHU®OJOTHUN U TN3ANH-MBIIIIJIEHUA

Annomayus

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

The above information is summarized in Table 1:

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

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

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

Comparison of Student Scores Before and After Intervention

Pre-Intervention

i I I I [
&
o

Mean Score (out of 5)
o - N w =

D . Q& ]

Y > fo\"\ ° & ° %c’\o < ¢
& &£ @e} Q@ ‘_‘o
<§‘<\ o& & <" >
<& < > @ *
&2 & ‘5& &
o >
& & & &
(}Q’ C X < 2
Skill Area

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

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

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

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

As aresult, it can be said that the inclusion of Kazakh mythology and Design Thinking to the education
of engraving is a sustainable and advanced method. And it raised all other aspects of students’ learning — the
technical competence, knowledge and understanding of culture, and creative power of ALL students (meeting
and exceeding the required standards of national and international pedagogic frameworks). This approach
serves as a template for how art education can provide a gateway for heritage reclamation and forward-thinking
change.
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Discussion. The implications of the results of this study have important implications in terms of both a
theoretical conceptualization and pragmatics of art education as it now exists. This significant progress of
students’ technical, narrative and references to cultural aspects after embedding of Kazakh mythology and DT
suggests that an important argument is valid: A significant educational change is not merely a matter of updated
(digital) tools or (digital) content but that the fundamental change goes deeper: What knowledge is created, how
it can be personalized and is embedded in a local culture. These findings build upon and extend our previous
research in culturally responsive pedagogy, creative cognition, and heritage-based curriculum development.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Anoamna

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

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

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

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

Tyiiin ce3nep: rpaduKalblk MOJICHHET, AICTYPIl saicTep, UUPIBIK AU3aiiH, apanac OKbITY, KOPKEMIIK
O1s1imM Oepy, CTYIEHTTEPAl KbI3BIKTHIPY, TU3aiH NeJarOrMKachl.
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CHUHTE3 TPATULINOHHBIX U IN®POBBIX METOJ0OB ®OPMHUPOBAHUA
I'PAOUYECKOMU KYJIBTYPbI YHAIIIMXCHA HA YPOKAX I'PAOUKHU

Annomayus

OTa cTaThs UCCIEeNyeT CHHTE3 TPAJAUINOHHBIX U MH(POBBIX METOMUK 00yUdeHS TpaduIecKOr KyIbType
CTyACHTOB Ju3aiiHa. OObeIuHsIS KIaCCHYECKHE MOAXOIBI K N300pa3uTEIbHOMY UCKYCCTBY, TAKME KaK PUCYHOK
OT PYKH M KOMIIO3HUIIHSI COBPEMEHHBIE METOABI Pa0OTHI ¢ IM(POBBIMU MEANA, ABTOP OLEHUBAET 3(Pp(HEeKTUBHOCTD
ruOpuaHONl Momenu OOydeHHs IO Pa3BUTHUIO TBOPYECKHX, TEXHHYECKMX W KOHLENTYaJbHbIX HABBIKOB
yuamuxcs. B naHHOM KoHTeKcTe Tpaduyeckas KylbTypa MpeanoiaracT BO3MOXHOCTh BU3YaTM3UPOBATh MBICIIH
W BIMATH C MOMOIIBIO JH3aiiHa Ha KyNbTypy HyOJHMKanui, 000CHOBBIBaTH pabOTy HAayyHO TEXHUUYECKH U
KyJBTYPOJIOTUYECKH.

OKCHEPUMEHT IPEICTABIICH B Ka9€CTBE KBa3H IKCIIEPUMEHTA C y4aCThEM JBYX I'PYIII CTYACHTOB CTapIINX
KypcoB. OHM MOCeIany oAHy U Ty)Ke JUCLUILUINHY, OIHU YYMINCh TOIBKO TPAJUIIMOHHBIM METO/AaM, APYTHE —
cMemaHHoW nporpamme. COOpbl NaHHBIX NPOXOAWIM HPU IMOMOIUM NPEeIBapUTEIbHBIX W IIOCT TECTOB,
OLIEHMBaHUE TpeX MOPT(HOIMO, HHHOBALMOHHBIX WHTEPBBIO a TAaK)Ke HAOMIOACHUE B TeueHue 12 HeoeIbHOTo
cemectpa. TecTupoBaMCh 7 KaTeropuii aHan3a, BKIIIOYasi KpeaTHBHOM BepOan3aliy, TEXHUIECKOH 3pesoCTr
1 BOBJICUEHHOCTH I10JIb30BaTEIIEH.

Pesynprarsl 00HapyKWIM, 9TO CMELIAHHBIE CTYACHTHI TOJIBKO Xy XKe IIOUTH YTO B JIF000# Kareropun. OHu
Obun OoJice BOBIICUEHBI, MMENH Oosiee IMUPOKUI KpeaTUBHBIN NWala3oH, U y HUX ObUI Jy4lInid OajaHc Kak
MEXy KOHLENTYaJbHON NUCIO3UIMEH W TeXHHYECKOW paboueit cpemoil. Takue ruOpUAHBIE KYJIBTYpbl He
MIPOCTO PAaBHOIIPABHBIE MAPTHEPHI TEXHUYECKOIO MHpPA, HO TAKXK€ M YMCTBEHHBIN CTUMYI AJISI POAOJIKECHUS
paboTEL.

KuroueBsble cioBa: rpaduueckas KyasTypa, TpaAWIMOHHBIE METOJbI, U(PPOBOH In3aiiH, cMeNIaHHOe
oOydeHHe, Xy/I0)KeCTBEHHOEe 00pa30BaHKe, BOBJICUCHHE CTYACHTOB, TU3aiH-TIeJarOrHKa.

Abdeshev A.
Mahambet Otemiusly West Kazakhstan University, senior lecturer, Oral, Kazakhstan, e-mail:
askat a_b@mail.ru

SYNTHESIS OF TRADITIONAL AND DIGITAL METHODS IN THE FORMATION OF
GRAPHIC CULTURE OF STUDENTS IN LESSONS ON GRAPHICS

Abstract

Focusing on the convergence of traditional and electronic methods of manufacturing graphic culture in
the learning environment of graphic design classrooms, article discusses the integration of digital processing
into the fashioning of form. Combining traditional artistic practices with contemporary digital technologies, this
article explores the effectiveness of a hybrid pedagogical approach in shaping students' creative, technical, and
conceptual skills. In this instance, graphic culture is literal; it is the power to think in a graphic manner, to act
according to the principles of graphic design and to generate culturally specific and technically competent
graphics across media.

The study was implemented in a quasi-experimental design with two groups of undergraduates, one
learning only from traditional media and the others from a traditional-digital blend. Data were obtained through
pre- and post- tests, portfolio, interviews, and observation in a 12-week class. Some criteria were used to
compare results, such as creativity, technical, and student engagement.

The findings of the results indicated that the students in the blended condition performed better than those
in the face-to-face condition in almost all the aspects. They were more engaged, had a wider variety of creative
moments, and were more skilled in both the conceptual and technical aspects. Their portfolios demonstrated
more than a command of the principles of design which, this year more than ever, have been translated into
cultural material through digital tools. The study provided evidence that that a blended traditional and digital
foundation approach to teaching make for richer, and more flexible, outcomes in design education.

The conversation highlights that this integration is not reactionary to media/technology but grounded in
pedagogy allowing for future-ready design education. It trains students for contemporary creative industries, but
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it retains depth and rigor of classical training. Finally, suggestions for teacher education and curriculum reform
are proposed, calling for the establishment of hybrid methods as a norm within graphic culture production.

Keywords: graphic culture, traditional methods, digital design, blended learning, art education, student
engagement, design pedagogy.

Kipicne. I'padukansik awms3aifH OolblHIIA OiLTiM Oepy HBOJIOMMACHIHA MOCTYPIi JKOHE MH(PIBIK
ozicTeMeNepAiH WHTETPalMsAChl alTapibIKTail ocep eTTi. bysl cHHTE3 CTyAeHTTep apachlHAa KaH-KAaKThI
rpaduKaIblK MOACHWETTI JaMbITy[a WICHIYIIl peid arkapaabl, Oyl oJjapra HaBHUTAIUSFa JKOHE BH3YaIbl
KOMMYHHKAIMSHBIH KOIT KbIPJIBI TaHAMAPTHIHA THIMII YIIeC KOCYFa MYMKIHAIK Oeperi.

Dcku3, KeCKiHAeMe jkoHe 0achIl IIBIFApY CUAKTHI KOJIMEH YKYMBIC JKacay 9JIiCTepiHe HeTi3[eNTeH ASCTY i
rpaduKanblK OU3aifH OUTIMI MaTepHaiiapAblH HEri3ri Aarapliapel MEH TaKTHIIBAI TYCiHiriHe Oaca Hazap
aynapansl. bynm omictep nu3alHHBIH (U3UKANBIK aCMEKTiIEepiH, COHBIH IMIIHAE TEKCTYPaHbI, MIMIIHII XoHE
KOMIO3UIMSIHBI TepeH Oarajayra bIKnan ereni. JlereHMeH, HUQPABIK TEXHONOTUSHBIH Naiga Oomysl
LIBIFAPMAIIBIIBIKTEL, JIIIKTI JKOHE THIMIUTIKTI apTThIpaThlH KypaigapAbl YCbIHA OTHIPHIN, OiuliM Oepyai
KoOamaymelH ckaHa emmemzepiH eHrizfi. CaHAplK Ioiardopmanap TYCTEpMEH, THIOTpadusIMeH IKoHe
OpHaIacCyMeH TKiproOe Jkacayasl JKeHUTAeTe 1, OyII )KbIJIaM MPOTOTUNTEY MEH UTEPAIMSIHBI KAMTaMAacChI3 €Te/Il.

I'padukansik qu3aitn 6oiibIHIIA OiliM Oepyaeri A9CTYPIi KoHe HUQPIIBIK SAICTEP/iH HHTETPAUACH €CKi
KOHE )KaHa 9IiCTepIiH Karap opHajlacybl FaHa €MEC, COHBIMEH Karap OKYLIbUIAPbIH >KaH->KaKThl JAaFIblIapblH
JAMBITYIBIH CTPAaTErHsIIBIK TACil OONbIm TaObUIamel. bynr apamac omicTeMe CTyASHTTEp[i HIBIFapMaIlbIIbIK
KOKKHEKTEPiH KeHEHTy YIIIiH HUQPIBIK KypalaapApl naiinanana OThIPHII, J9CTYPIi meOepmiKTiH KYHABUTBIFBIH
Oaranayra maxkelpagsl. MyHIal TOCi MYITBTHMOJANBABI CayaTThUIBIK TY)KbIPBIMaMachIiHa COKec Keleli, ol
KOMMYHHKAIMSHBIH OPTYPIi peXXUMIEPiH/Ie, COHBIH IIIH/IE BU3Yabl, MOTIHAIK XoHE IU(PIBIK GopManapaa
MarbIHaHBI TYCIHIIPY XoHE KYpYy Kabinerine Oaca Hazap aymapansl [1].

KazakcTaH KOHTEKCTIHIE JACTYPII JKoHE MUMPIBIK Au3aiiH OLTiMIHIH Oipiryi KeHipeKk MOJICHU CHHTE3I
kepcereni. Ka3akTeiH kopkeMaiK OiiMi TapuXy TYPFBIJIAaH YITTHIH MOJICHH MYpachlHA TEPEH €HTeH IOCTYpIIi
MOTHBTEp MeH omicrepre 0aca Hazap aymapmel. Ocbl OimiM Oepy XylheciHe MUQPIBIK KypalgapAbl €HTi3y
JOCTYpIi Ka3aKCTaHIBIK OHEp TYPJICPIH cakTayFa >KoHEe KalTa TYCIHIipyre, AMHAMHKAJBIK XOHE 3aMaHayH
rpadUKagbIK MOJACHHETTI JAaMBITYFa MYMKIHIIK Oepemi. Mpicanbl, MUQPILIK MEIUAHBIH KOPKEMIIK O1J1iM
Oepymeri MHTETpalUsChl JTOCTYPIi YATUIEpAl KaHa opTalap apKbUIBl 3epTTeyre MYMKIHIIK Oepmi, Oy
OKYUIBUTApABIH OCTICEHIUTITIH KOHE OJIapABIH MO/ICHU €peKIIeIiKTepiH TYCIHYiH apTThIpAb [2].

CoHbIMeH Kartap, TopOwWemlnijiep apachiHAa HHUGPIBIK CayaTThUIBIKTHl JaMBITy HUQPIBIK Kypangapabl
KOpKeMIiK OiTiM Oepyie THIM/II HHTerpalisiiay YIiH 6T€ MaHbI3Ibl. 3epTTeyliep KOPCETKeH e, MyFaliMIepAiH
IUGPIBIK KY3BIPETTUTITIH apTTRIPY OKBITY MEH OKYy IIpPOIIECiHE OH ocep eTedi, Oy MHTEPAaKTHBTI KoHE
TapTBhIMBI OKY OPTAchlH KypyFa MyMKiHAiIK Oepexi. Kazakcranma MyramimMaepaiH HUQPIBIK cayaTThUIBIFbIH
apTTHIPY JKOHiHJEr OacTamanap KepKeMIiK OiiiM Oepylli MonepHH3anusiIaya 5KoHe OHBI SNIEMJIIK O1lliM Oepy
CTaHIapTTapblHA COUKECTEHAIPY/Ie MaHBI3IbI POIT aTKapAs! [3]

I'padukansik qu3aiin OolibiHIIA OiiM Oepyaeri JocTypili koHe HQPIBIK 9/iCTEP/AiH CUHTE31 COHBIMEH
KaTap OKyIIbUIAP/IBIH 9PTYPIIi OKY KasayaapblH KapacTeipa ibl. Keit0ip oKymIbliap NpakTHKAIBIK, TAKTHIIBII OKY
TOXKIpUOECIH/Ie KaKChl HOTHXKE KepceTe ajca, OacKanapbl HUGPIBIK Kypalaapasl HHTYUTUBT] XKOHE ONapIblH
HIBIFAPMAIIBIIBIK  KOPiHICIHE KOJaWibl Jerm caHaybl MYMKiH. Apajac OKBITY TOCUIIH YCbIHA OTBIPBII,
TOpOMeNIiiep OKBITY CTWIBJEpiHIH KeH ayKbIMBIH KaHaFaTTaHAbIpa alajbl, OChUIAMIA OKYIIBUIAPIBIH
OENCeHILTITT MEH OKY HOTHXKEIIEPiH apTThIpaibl [4].

CoHbIMEH KaTap, JoCTYpJIi )KoHe IUQPIIBIK 9IICTEPIiH MHTErPALUACH CTyACHTTEp 1 rpadHKabIK AU3aiiH
WHAYCTPUSCHIHBIH JaMbIl KeJe JKarkaH TaJlanTapblHa JaibIHaaiael. OHepkocim oMOeOanThIK TMeH
OeliMaenTiTiKTi KeOipek OaralalTHIHABIKTAH, JSCTYPNi MIeOepIiKieH e, NU(PIbIK AdaFdpUIapMeH Jie
KaOJBIKTallFaH CTYIEHTTEpP KociOM YMITTepAl KaHaraTTaHIBIPY YIIIH KAaKChl Karjaina. byl KaH-KaKThl
JaFabUIap SKUBIHTBIFBI oNlapra Oacma KypanjapblHan TUQpIBIK TuiaTrgopmanapra AeliH opTypii JAu3aiH
KOHTEKCTTEpiH THIMJII IapiayFa MYMKIiHIIK Oepei.

KopeiTbiHgputaii kene, rpadukanblk Au3aidH OoiibiHIIAa OiniM Oepyaeri HoCTypii >KoHE LUQPIBIK
QMICTepIiH CHHTE31 CTYISHTTEP apachiHa Oepik rpaduKajblK MOJICHHETTI JaMbITy YIIIH ©T¢ MaHbI3Abl. By
WHTETpalsUIaHFaH TICUT JAJCTYPIIl OHep TypiepiHiH Oail MypachlH cakTan KaHa KOHMaijbl, COHBIMEH KaTap
JUHAMHUKAIBIK KOHE KaH-)KaKThl OKY OPTAachlH Kypa OTBHIPBII, HUQPIBIK TEXHOIOTUSHBIH WHHOBALMSIAPBIH
KaMTuabl. CTYyIEHTTEpHAi OpTYpJi JaFAbulap MEH NEpCIEeKTUBAJap >KUBIHTHIFBIMEH >KAaOABIKTail OTHIPHII,
OKBITYIIBLIAP OJap/ibl rpadUKaIbIK TU3aiHHBIH YHEMI JaMBbIIl KeJe KaTKaH callaChlHa MaFbIHAJIbI YJec KOoCcyFa
ITalbpIHaaN ajtagbl.

Iuicrep. CryaeHTTep apachlHAa rpadUKanblK MOACHHETTI JaMBITyAarbl JOCTYPI JKOHE LHUQPIBIK
omictepai OIPIKTIpYAiH dcepiH 3epTTey YIIiH rpadUKalbK Ju3aliH MaMaHJbIFbl OOHBIHIIA YHUBEPCHUTETTIH
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SKIHIII XoHE YIIHIN Kypc CTYICHTTEPIiHIH KaTBICYBIMEH KBa3HMAIKCIEPHMEHTTIK 3€pTTEy d3ipiaeHmi. 3epTTey
KazakcTaHHBIH VII YHHBEPCHUTETIHIEC IKYPTi3UIIi—opKAaWCHICBIHIA OCNTUICHTeH 6Hep JKoHE IU3alH
OarmapiaMacel 0ap-0Oapibirbl 120 KaTBICYIIBI KAaTHICTBL. 3EPTTEY TOJBIK akaJeMUsUTBIK cemectpai (12 amra)
KaMTBIIBI, Oy 9AiCTEMENIIK CYHTyTe KOHE OIIEHETIH HOTHKeepre )KeTKTIKTI YaKbIT Oep/i.

CrynenTrep eki oKy ToObiHa 6eminmi. bipiami Tom (A To6sl, 60 OKYyIITEI) TEK ISCTYPIIi 9AicTepre—KOIMEH
CypeT callyFa, CypeT callyFa, ACKH3IIK KOMITO3WIHMAFa, KaTurpadusra XoHe MakeTTi KOJIMEH a3ipieyre
OarpITTaNFaH OKy OarmapnamachlH ycranapl. Exiami Ton (B ToObl, 60 cTymeHTt) Oipaelt gocTypii smictepi
Adobe Illustrator, Photoshop xone nnpibIk cypeT cany IIaHIIETTEPiH KOca alFaHa, MU PIbIK KypalgapMeH
OipikTipeTiH THOPUATI OKBITY ofmiciH amapl. Eki TomKa Ma OKBITYIIBUTIAPABIH Oip)KaKTHUIBIFBIH a3alTy YIIiH
aKazeMUsUTBIK O1iMi MeH Taxipubeci Oipaei Hyckaymbiap cadak Oepai.

Kyperein MinzmeTTepi Oipi3neHaipifngi: KOpHEKI cayaTThUIBIKTHI, KOHIENTYaJlAbl OWnayasl, TpadukaibiK
KOMITO3UIIHSIIAP JKacayJa TEXHUKAIBIK KY3BIPETTUTIKTI AAMBITY. OpOip TOI T€OMETPHSIIBIK KYPBLUIbIC, KOHTPACT
JKOHE TeMe-TeHJIK CHUSKThI ipreii yFeIMAapAaH Oacrtar, OpeHN COHKEeCTIriH, MOCTep JAU3aiHBIH IKOHE
naiinananymsl UHTEp(EHCiHIH MaKeTTepiH KaMTHUTBIH KYpAETipeK TarchlpMaiapra OKeJeTiH >koOalapblH
KYPBUIBIMABIK TPOTPECCHACHIMEH TAHBICTHI. B TOOBIHBIH KOCHIMINA IH(PIBIK KOMIIOHEHTIHE 3epTXaHAJIBIK
cabakTap Kipai, OHJA CTYOCHTTED KOJMEH CaJblHFaH OJCKU3AEpiH IMOpIbK (opMarTapra aygapslil,
Ka0aTTacThIPYbl, BEKTOPJIAYbl JKOHE TYCTEPl TY3ETYl canaiblK CTaHIAPTTHI OaFnapiaManblK KacaKTaMaHbI
KOJJIaHa OTHIPHINT KOJAaHABL. by apamac Tocin WTepaTWBTI HAKTHUIAYABl BIHTAIAHABIPIBI-3aMaHay
rpaduKaIbIK TU3aifH TOXIprOeciHiy alppIKIa oenrici [5].

CaHJpIK JepeKTep apHaiibl 93ipJcHreH Oarajiay KypajblH MaljaiaHa OTBIPBIN, apajacyFa JACUIHT1 kKoHE
KEHiHri TecTiiey apKbUIbl KMHAIIBL. ByFaH Bu3yanasl Tajjaay, AW3allH TEOPUSCBIHBIH CYpaKTapbl >KOHE
TEXHUKAaJBIK OPBIHAY TANChIpMalapbl Kip/i. OpOip CTYIEHT COHBIMEH KaTap IIbIFapMaIIbUIbIKKA, ICTETHKAIBIK
yiIIeCIMITIKKE, TEXHUKAIIBIK JJIIKKE JKOHE MOJICHHU ©3CKTLTIKKE OaFbITTaIFaH CTaHAaPTTAIFaH alijap apKbUIbI
OaraaHFraH KOPBITHIHABI TOPTHOIHOHBI YChIHABI. Camanbl qepekrep op TonThiH 20 CTyIeHTIMEH >KapThiiai
KYPBUIBIMABIK CcyX0arTap, COHNAN-aK OKBITYIIBIIAPABIH OaKblUIayJaaphl JKOHE CTYNCHTTEpPAIH anTa CaWbIHFBI
pedutekcns JKypHaIAAph! apKbLTBI JKHHAIIBL.

Hortmxkenep a Toosimen (p < 0,05) canbicThipranaa B ToObIHIAFBI TECTINICYICH KSHIHTT KOPCETKIIITEPTiH
CTaTHUCTUKAIIBIK TYPFBIIaH alTapIbIKTall )KaKkcapFaHbIH KOpCeTTi. ATam aliTKaH/a, apanac TONTaFbl CTYICHTTED
KOMITO3UIIHS HEMECE TYC TEOPHSICHI Typallbl TYCIHIKTEpiHEe HYKCAH KeNTipMeCcTeH HU(PIBIK OPBIHIAY/IBI JKOFaPhI
MeHrepreHaikTepin kepcerTi. OnapapiH nopT(oIuockl COHBIMEH KaTap JU3aifH MPUHIUNTEPiHIH HEFYPIBIM
erKel-Ter ke KoNIaHbUTybIH KOPCETTi, OUTKEHI oNlap OYKapalblK akmapaT Kypalaapbl apachlHAa HEFYPIIbIM
epKiH TYKBIpBIMIaii anasl. by HoTmkenep ANbXaKpyIiH aHAIOT THIK KOHE [I(PIBIK MeAarornkaHblH CHHTE31
OKYIITBIIAPABIH, YATEPIMIH OalBITHIN, TepEHIPEK KaThICyFa BIKNAJI €TeTiHIH aHBIKTaFaH OYPBIHFBI KYMBICHIH
Kepcereni [4].

CoHbIMeH Karap, caraibl ISPeKTep apaliac TONTaFbl CTyACHTTEP/IIH OpTaiap apachlHa aybICy KaOieTiHe
CeHIMJIIpEeK eKeHIH JKoHE ©37IepiH HaKThI KociOM TananTapra ®akChIpak JalbiH JIeT CAaHAWTBIHBIH KOpCeTTi. by
TemipxaHoBa xoHe OacKanapAblH TYKbIPBIMIApbIHA COliKec KeJeli., Iy CTYICHTTEp apachbHIarbl HU(PIBIK
KY3BIPETTUTIK OJIapJbIH TU3aiiH JKOHE TEXHOJIOTHS CallajlapbIHIaFbl MAHCAITHIK JaWbIHABIFBIH alTapIbIKTal
apTTHIPATHIHBIH aTan oTTi [3].

OKBITY TYpFBICBIHAH OKBITYNIBUIAD HHUQPIBIK Kypajjap CTYICHTTEepIi KaWHTBIMCBHI3 KaTeJiKTepleH
KOpPBIKIall IIBIFAPMANIBUIBIK ToyeKedre OapyFa HTepMeNleiTiHIH Oalikaapl, Oyl JKCIEpUMEHTTEp MeH
HaKTBUIAYJBIH KOFApBl KHUUIITHE OKeNIi—OyI MiHe3-KYJIBIK TeK IOCTYpPIi TomTapja CHpeK Kezmecexdi. bip
HYCKaylIbl aTamn eTkeHaeu, " CaHIblK Kypangap ojlapra KYMCAJFBIIITHI OifHayFa MyMKiHIAIK Oepai. Onap kem
KaTeJikTep xkidepai, Oipak Te3ipek yHpenmi.”

By 3epTTeymiH penpoayKTHBTUIITT OHBIH HAKTHI aHBIKTAIIFaH HYCKAYIBIK MIEHOEPiH/Ie )KoHe Oaranay MeH
KYpallJapAblH CTaHAApPTTAIFaH CHUIIATBHIHAA KaThlp. LIuQprpIk jxaOMbIKKa KOHE OKBITHUIFAH HYCKAyIIbLIApFa
JIOMEKT] KOJI JKETKI3y apKbUIbI YKCac MEKEMeENep OChI 9MIICTEMEHI KaiTanal ajajibl %oHE apayiac TICUIACPIiH
TMeIarOTUKAIIBIK aPTHIKIIBUTBIKTAPBI TYPaJbl CalbICTRIPMAIIBl TYCIHIKTEP/II KYTE ajajibl.

KopbIThIHBLIAM KeNe, TOCTYPIIi )KOHE IUQPIBIK OKBITYIBIH OYJI 9JiCTEeMENIK YiIeciMi Imeaarorukaibik
TYpPFBIIaH OMIPIIECHIITIH FaHa eMec, COHBIMEH Karap KOpKeMIiK OiliM Oepysi 3aMaHayu JU3aiiH MOICHUETIHIH
IIBIHIBIKTAPBIMEH YHIIECTIPY YIIIH KaKeT eKeHiH Janenaeiii. On oKymbIHBIH IpaduKaIbK cayaTThUIBIFBIHBIH
TYKBIPBIMIaMAIIBIK  KOHE KOJaHOadbl enmeMaep OOMBIHIIA SBOJIOLMSACHIH KOJIAHIBI-TE3 ©3repeTiH
LIBIFapPMAIIBIIBIK HHIYCTpUsSAarsl OeiiMIeNy CypaHbIChIHA JKayarl Oepex.

Hotuskenep. 3epTrey HOTIDKENEpPl JOCTYpil  koHe HHUMPIBIK  SMICTEPAiH OKYy IPOLECiHE
WHTETpalsUIaHybl CTYJICHTTED apachiHa Tpa(UKaibIK MOJIGHUETTIH JaMYbBIH €JI9Yip apTThIPAThIHBIFBI TYPaJbl
HaKThl Jonengep Kentipai. byn HoTwkenep €Ki CTYIEHTTIK TON apachlHAAFbl CalbICTHIPMalibl Tajnay
HOTHIKECIHJIE aJIbIH/ABI: TEK JOCTYPJi OKBITYMEH aifHajbicaTblH A ToOBI koHE IOCcTYpii XOHE HHUQPIBIK
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Kypanmapasl OipikTipeTiH apanac OarmapiiaManbl yctaHarelH B ToOBI. OpOip TOCIIAIH THIMILIIT 5 OambIK
TTKajia OOMBIHIIA KET1 TYPITi KpuTepuit OoiibIHIa 6arananabl, HOTIKeep 1-KecTene :xuHakTamraH.

Kecte 1 — Kpurepuiinep OolbiHIIa CTyIeHTTEpIIH YrepiMid cajplcThipMalibl baranay

Kpurepuaepi A TOOBI B T00BI
[IprFapMalIbIIBIK 6pPHEK 3.2 4.4
TexHUKaJIBIK Tarapliap (I9cTypii) 4.5 43
TexHUKaIbIK AaFAbLIap (CaHIBIK) 1.0 4.7
KoHnnenrtyanasl oitnay 3.6 4.5
MoneHu uHTerpanus 4.0 4.6
[TopT¢onroHbIH SpTYpIIiIITi 2.9 4.1
CryneHTTepi TapTy 33 4.8

En eneym aiitpipMammbIbiKTap OUGPIBIK TEXHUKANBIK MaFabliap MEH CTYyACHTTEpAiH OelceHmimiri
ca”arTapbeigaa maiga Oonnel. B ToOb1 Adobe Illustrator sxome digital tablet cHsKTBI KypangapMeH yHewmi
OaifmanpicTa OOMybIHA OalIAHBICTBI KYTLIETIH IMU(PIBIK NaFabUIapaslH Oec ecere >KYBIK apTHIKIIBUIBIFBIH
kepcerTi (1,0-men canpicTeipranaa 4,7). by Kypangap cTyAeHTTepre KbUIAaM HUTepalis Kacayra, Karenepii
AMBIIITYICHI3 TY3ETYTe KoHEe KOPHEKI uaesuIapIbl epKiH 3epTTeyre MyMKiHIIiK Oepai—s3aMaHayn IU3aitH )KYMBIC
mpolecTepine colkec KeJeTiH Taxipudenep [4].

Con cusaktel, Ctynentrepnid B ToOpiHa Kateicysl A ToObrHa (3,3) kKaparaHma aiTapibIKTail KOFaphl
Oonnpl (4,8). byFan cTyneHTTep/iH anTa calbIHFBI pedIeKcHusUIapbl MEH cyxOaTTapbl KOJAdy KepceTTi, OHAa
OKymiblap 1udpielKk miargopMaiapMeH IKYMBIC ICT€y KE3iHIE MOTHBAllMs MEH KaHaFaTTaHY/IbIH
JKOFapbhUIaraHblH xabOapnaapl. OKBITYIIBIIAp apaiiac TONTAarbl CTYACHTTEpPiH OacTamamibll OONFaHBIH JKOHE
KeOiHece cabaKTaH THIC YaKbITTa )KYMBICHIH Y3apTaThIHBIH aTal OTTi. byir AnbXampkpuaiH THOPUITI TIe1aroruka
MKEMJIUTIK TIEH BU3YaJIbl Kepi OaliIaHBICTBIH apKAChIHAA KATICYIbIH dKOFaphl ICHI€HiH bIHTAIAH BIPAIbI ICTCH
TY>KBIPBIMIAPBIH pacTaiinel [4].

A ToOsI gocTypi TeXHUKANBIK darapuiap Ooibiamma B ToOsHAH con o3bm keTkeHiMeH (4,5-TeH 4,3-ke
JIeiiiH), aibIpMAIIbUIBIK IIaMaibl OOJbI KOHE CTAaTUCTHKAJBIK TYPFBIAAH MaHBI3IBl eMec. Byn mudpisik
oicTep i KOCY HETri3ri KO JaFblIapblH MEHIepyre HyKCaH KelTipMereHiH kepcereni. OHbIH opHbIHA, B ToOBI
KaHa TUQPPIBIK KY3BIPETTUTIKTEPi Wrepe OTBIPHIN, JSCTYpii OUTiMAI cakraid amapl. TemipxaHOBa KoHE
OackamapnplH MiKipi OOHWBIHINA.. CAHABIK KYpalmapAblH OOJyBl, KYPBUIBIMABIK OKY KOCHapbIHIA
JKayarKepIITIKIIEH KOJIIaHbLIFaH Ke3/Ie, KIACCHKAIIBIK 9IICTePAl KEeTUIIIpei—aiMacTeipManibl [3].

[prrapmanisiielk epHeK canatbiHAa B ToObr a ToObIHAH alTapibIKTall aifbIPMAIIBUTBIKIIEH O3bIT KeTTi
(4,4-ten 3,2-re aeiiin). oy Tonrapsl mu(PIBIK Kypalgapra YIIbIparaH CTYASHTTEPIiH MOPTHOIHNOCHIHIAFEI
KOHIICTITYaJIJIbl OalJIBIKTBI, KEHIPEK TYCTI 3KCIIEPUMEHTTEP/II XKOHE TUHAMUKAJIBIK KOMITO3UIUSIIAP bl KeATIP/I.
By apanac af1ic TEXHUKAJBIK KETIAIPYICPIl KEHIIIETIN KaHa KOMMali, COHBIMEH Karap UIesuIap/ibl a3ipiiey
MEH JKY3ere acelpyda YJKEH EepKiHIIKKe KON JKeTKi3reHiH kepcereni. byn Hotmwke CryaeHTTepHiH
HIBIFAPMAIIBIIBIK MYMKIHIIKTEPiH KEHEUTY/Ie MYJIBTUMOAAIIBbI CayaTThUTBIKTBIH MAHBI3ABUTBIFBIH aTal oTKeH
KpeccTiH ycTaHbIMbIHA colikec Kenemi [6].

Ty KbIpBIMTAMAIIBIK Oy KPUTEPHiTi COHBIMEH KaTap apaJac TOII YIIIiH aiKbIH ap THIKIIBUTBEIKTH KOPCETTI
(4,5-Ten 3,6-ra neiiin). CaHnmblK OarmapiaMaiblK JKacaKkTamara KOJI JKEeTKi3y CTyHdeHTTepre aOCcTpakTiii
uaesuiapapl  Kabarray, KOMIO3MIMSIBIK TOpJap JKOHE MaciiTaOTanaThlH (opMarTap apKbUIBl THIMIIPEK
enecTeTyre MyYMKIiHIIK Oepai. byl MyMKIHIIKTep UTEpaTHBTI OHIAyNbl KOMAAMBI JKOHE CTYASHTTEPl Mu3aiiH
Macenenepine OipHele KbIpbIHaH Kapayra makeipabsl. [upu Men baliryToB mudpIibik opragap HaKThl YaKbIT
PSXKHUMIHJIE BU3YyaJJIbl JIEMEHTTEP/I MaHUIYJAILUAIAYFa JKOHE KaiiTa KoH(UrypamusiiayFa MYMKIHIIK Oepy
apKbLIbI CHIHU OMITAYJIbl KOJJIANabI 1em Ooykai s [2].

Kazakcranaplk kepkemuik OuTiM Oepyaeri epekile MaHBI3Ibl 3JIEMEHT OOJNBIN TaOBUIATEIH MOICHU
naTerpanus B Toosiaaa (4.6) A ToOsiHa (4.0) xaparanga Oipmama anFa *KbUDKBIIEL. J[ocTypii epHEKTep MeH
Of0-OpHEKTepHi THMQPIaHABIPY JKOHE PEMHKCTEY MYMKIHAIN CTyJAEHTTepre MypaHbl WHHOBAIUSMEH
yinecTipyniH KyarTsl miatgopMachiH YCbIHABL. CTyOeHTTep YITTHIK OI0-6pPHEKTEPAl CTHIIBACY KOHE ONapibl
nororuntep, Ul nuzaiiHaapel KoHE aHUMaLMsUIap CHAKTHI 3aMaHayd KOMIIO3MLMsUIapFa OipiKTipy YIIiH
nupiblK OaraapiaMaiblK Kypaisl maigananipl. by mudprneik TpaHcopMaiys KOHTEKCTIHIACTI MOJCHH
cabakTacThIKKa Oaca Hazap aynaparbiH KazakcTanpIk 011iM Oepy cTaHIapTTapbIHBIH Ka3ipri 0achkIMIBIKTapbIHA
colikec Kemnei.

Crynentrep noptdonnockHbIH apTYpiiiiri B TOOBIHBIH aliTapibIKTall apTHIKIIBUTBIFBI Oap Tarkl Oip cana
6opl (2,9-Fa kKapebt 4,1). A ToOBIHIAFEI CTYIEHTTED JIOMEKTI dOHE TEXHUKAIBIK TYPFBIIaH HEeTi3/1ereH )KYMBIC
xacaca, B ToObIHAAFBI CTYAEHTTEp BU3YyaJIbl CTHIBAEPIIH, Menua GopMarTapAblH XKoHE TY KbIPhIMIAMAIbBIK
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TaKBIPHIITAPIBIH KEH CIIEKTPiH YCBIHIBLI. BYJI OpTYpIITiK CTYIeHTTEp i OeHiMIeTy jKoHEe MaF IbUTapAbIH KeHIIT
OapraH calibIH OaraslaHaTHIH KOIl cajallbl )KYMBIC OpTallapblHa JAaHbIHIAY YIIIiH 6T¢ MaHBI3IEI [7].

KopeiTbiHaputaii Kene, QUQpIbIK 9icTepil JoCTYpIIi oNiCTEpPMEH Karap MHTerpalysiay CTYICHTTepAiH
TEXHUKAIIBIK KOHE IIBIFapMaIIbUTBIK HOTHKEIEPIH apTTHIPHIN KaHa KoWMaii, onapaslH OeJICeHIUIIrH, MOJICHU
137IeHICTepiH XK9HE TYKBIPBIMIAMAITBIK JaMYBIH apTThIpAbL. byt HOTHXKeNep cTyneHTTepAl UQPIBIK A3yipaeri
KapbIM-KAaTBIHAC TI€H KOCiOM ToXipMOEHIH TajanTapblHa JaiblHAAy Ke3iHIe KIACCHKAIBIK OHEPHi OKBITYIBIH
KYIUTi JKaKTapblH CaKTAWTHIH TrpadUKalblK TU3aiHOarel THOpUATI OiniM Oepy MOIENiHiH Heri3eMeciH
pacraiiapl.

Byn 3eprrey Kazakcramnbig OimiMm O6epy pedopmackiHeIH MakcarTtapbiHa xkoHe 2020-2025 Xpoimapra
apuanras binim men Feutbivast laMeitynsin MemiekeTTik barnapinamaceina colikec KeNeTiHAIKTEeH, HOTHKENEp
OKy OarmapramaiapblH OJIaH 9pi JKaHFBIPTY OacTamayiapbl OolibIHIIA HYCKayIblk Oona anaapl (KP Bimim XKone
Feumerm Munuctpriri, 2020).

Tankplaay. I'padukanbik auzaiiH OoiblHIIA OlTiM Oepymeri OoCTypii >koHe HUGPIBIK SHiCTepIiH
WHTETPAlMsIChl CTYACHTTEP apachlHAa >KaH-KaKThl TpapUKaIbIK MOACHHUETT] JaMBITYIBIH HET13T1 CTPAaTETHSICHI
perinze naiina 6onabl. by cuaTe3 yakbIT TanaObiHa caif KOpKeMIIK TEXHUKAJIap MEH 3aMaHay! TeXHOJIOTHSIIBIK
KETICTIKTEp apachIHIAFbl AJIIAKTHIKTH JKOMBIT KaHa KONMAibl, COHBIMEH KaTap IIbIFapMAallbUIBIK
WHAYCTPHUSIHBIH AaMBIIl KeJle KaTKaH TajalTapblHa colikec kemeni [9].

Cyper cany, KecKiHIeMe XoHe MOMUrpadusi CUIKTHI MPAKTUKAIBIK 9IiCTEPMEH CHUIATTaJaThIH A9CTYPIi
KOpDKeMIiK OuTiM Ke3 KeNreH YMTBUIFaH TrpaduKanblK Ju3aifHep YINIH KaKeTTi HETi3Ti JaFabLiapsl
KaJIBINTacThIPaabl. bys oicTep KOMIO3UIMSIHEL, TYCTEP TEOPHSICHIH YKOHE KEHICTIKTIK CaHaHbl TepeH TYCiHyTe
MYMKiHIIK Oepemi. JlereHMeH, muQpIbIK TEXHOJOTUSHBIH Taiga OOMybl JTOJIIKTI, 9MOEOANTHIKTHI JKOHE
TUIMIITIKTI YCBIHATBIH KYpajJaplsl €HTi3y apKbUIbl Mu3aiiH JaHmmadTeiHIa ToHKepic skacanpl. CaHmBIK
wiargopManap au3aiiHepiepre op TYpii JJNEMEHTTEpPMEH TakipuOe jKacayra, JKbUIIaM KalTalayra >KoHE
3aMaHayd ayJIUTOPUSHBIH JWHAMHKAIBIK KAKETTUTIKTEPIH KaHaFaTTAHABIPAaThIH TYBIHABUIAD UIBIFapyFa
MYMKIHZIK O6epei. [8]

3eprTey HoTHXKenepi TpadUKaNbIK AW3AHHIB OKBITYAAFbl apajac TOCUIMIH THIMIUTTIH KepceTeni.
Hoctypni sxkoHe UMQPIBIK OAIiCTEMEIePMEH TaHBICKAH CTYACHTTED IIBIFAPMAIIbUIBIK OSKCIPECCUSHBIH,
TEXHUKAJIBIK MEeOSPNiKTiH JKOHE KOHILENTYalIbl OMIayNblH KOFapblUlaraHblH KepceTTi. by mekramTeiy [5]
OakpUIayapelHa COHKeC Kelemdi, OJ apXWUTEeKTYpajiblK AW3aiiH CTYIMSUIApPBIHIAFBl apanac OKBITYy OpTallapbl
OKYIIBLIAPABIH KOe3Kapachl MEH HOTWKEJICPIHIH JKaKcapyblHa BIKNau eTeTiHiH aram eTTi. COHBIMEH Kartap,
ANBXaJDKpH  aram eTKeHJeH, Kepkemaik OiniM Oepyne UUQPIBIK KypangapAbl €HTI3y OKYyIIbUIAPIbIH
OeNCeHIUTIrT MEH BIHTACHIH apTTHIPATHIHBI JaNeneHai [4].

Kazakcran xarnaiipiama UQPIBIK 9MiCTEP TOCTYPIl KOPKEMIIIK O1IiMre MHTErpalusuIayIblH MaHbI3bI
epekiie. Ka3akTblH KepkeMIiK OUTiMI TapuXW TYpPFBIIAH YITTBIH MOJIEHHM MYpachblHa TEPEeH E€HTeH JIOCTYpIi
MOTHBTEp MEH ojicrepre O0aca Hazap aymapasl. L{udpibslk Kypamngapasl eHri3y OChl I3CTYpIIi eHep TypliepiH
caKTayra J>KOHE KalTa TYCIHIIpyre, IUHAMHKAJIBIK JXOHE 3aMaHayd TIpaduKaiblK MOICHUETTI IaMBITyFa
MYMKIiHJIK Oepemi. By Tocin MomeHu OipereimikTi cakran KaHa KOWMaiibl, COHBIMEH KaTap CTYASHTTEpPII
»kahaHaHFaH TU3aliH MHIyCTPHUSICHIHA OPKEHCY YIIH KaKEeTTl JaFIplIapMeH KaMTaMachI3 etei [2].

CoHbIMEH KaTap, TopOMeriiep apachlHIa IUQPIBIK CayaTTBUIBIKTBI JaMBITY LHH(PIBIK Kypalgap/sl
KOpKeMIiK Oi1iM Oepyzie THIMII MHTETpanysuiay YIiH 6Te MaHbI3IBI. 3epTTeylep KopCceTKeH IeH, MyFaniMaep i
TUQPIBIK KY3bIPETTUTITH apTTHIPY OKBITY MEH OKY TIPOLIECiHE OH Cep €Till, MHTEPAKTUBTI )KOHE TAPTHIMJIBI OKY
opTanapblH Kypyfa MyMKiHAik Oepeni [3]. Kaszakcranma myramimaepniH TUQPIBIK CayaTThUIBIFBIH apTTHIPY
JKOHIHJeT1 OacTamanap KepkeMaiK OinmiM OepyIi )KaHFBIPTY/A )KOHE OHBI SJIeMJIIK OuTiM Oepy cTaHIapTTapbhlHA
COMKECTEeHIIpy/Ie MaHBI3/IbI POIT aTKAP/IbI.

Hoactypri xoHe UQPIBIK 9iCTEP/IiH CHHTE31 COHBIMEH Karap CTYIEHTTEPAiH OpTYPIIi OKY KaayliapblH
KapacThipasl. KeitOip oKymIsuiap mpakTHKAIbIK, TAKTHIIBAI OKY TOXIpHOECiHIe )KaKChl HOTHKE KopceTe alica,
Oackanapbl HUQPIBIK Kypajaaapibl UHTYUTHBTI JKOHE OJIAPJbIH IIbIFApMAIIbUIBIK KOPIHICIHE KOJAMIbI Aer
caHaybl MYMKiH. Apaniac OKBITY TOCIUIIH YCbIHA OTBIPHIN, TOPOUEIIiIep OKBITY CTHWIBJCPIHIH KeH ayKbIMbIH
KaHaraTTaHAbIpa ajiaJibl, OChIIaNIIa OKYIIbUIAPABIH OCJICEHIUIIrT MEH OKY HOTHKENIEPiH apTThIpaasl [4].

ConbIMeH Karap, IHQPIBIK Kypanaapabl eHep OiiMiHe OipikTipy HUQPIBIK cayaTTBUIBIK, Maceenepi
HIENTy JKOHE BIHTHIMAKTACTHIK CHSAKTHI 21 FachlpJarbl MaHbI3/Ibl JaFAbUIap/bl JTaMbITYFa BIKMAT ereni. by
KY3bIpeTTep Kasipri 3aMaHfbl >KYMbIC KYLIiHAEe OapraH calblH XOFapbl OarajaHaibl JKOHE CTyICHTTepre
3aMaHayy IU3aiiH MHIYCTPUSICBIHBIH KMBIHIBIKTAPBIH Mapay YIiH KaxkeT. OChl JaFAplIapIbl 1aMbITa OTHIPHIII,
apajiac OKbITY TACULIJIEPi CTYASHTTEPAl I'padUKabIK AU3aiH )KOHEe OHBIMEH OaiIaHBICTHI cajiajapaa TaObICThI
MaHCaIKa TaibIHAal b [5].

KopeiTbiaputaii kene, rpadukanblk Au3aidH OoliblHIIAa OiniM Oepyaeri HoCTypii >KoHE LUQPIBIK
QMICTEP/IiH MHTETPALMACH] OKYIIBUIAPAbIH rpa(UKaIbIK MOJACHUETIH JTaMBITYIbIH KEIICH I TOCUIIH YChIHAIBL.

19



BECTHHUK KaszHITY um. Abas, cepusi «Xyoodcecmeernnoe 06pazosanue: uckyccmeo — meopus — memoouxay, Ne 1 (82), 2025 2.

by cuHTE3 AOCTYpIi KepKEeMIIK OUTIMIe TOH HETI3r JarmbUIapabl cakTal KaHa KOWMaimbl, COHBIMEH Karap
JMHAMUKAIBIK KOHE KAH-)KAKThl OKY OPTAChIH Kypa OTBHIPHII, UPPIBIK TEXHOIOTUSHBIH WHHOBAIHSIAPHIH
KaMTuabl. CTyIGHTTEpHI OpTYpJl JaFAbuiap MEH NEpCIeKTUBANap >KUBIHTHIFBIMEH >KaOObIKTall OTBHIPHII,
OKBITYIIBLIAp OJapabl rpadMKalbIK IN3aHHHBIH YHEMI JaMBIIl KeJle )KaTKaH cajachlHa MarbIHAMbI Yiec KOCyFa
JalbIHAAN ajnaabl.

KopbiTbiaasl. CtyneHTTepaiH rpaduKaiblK MOACHUETIH KAIBINTACTHIPYIAFhl TSCTYPIIL JKoHE MHU(PITBIK
OMIiCTepAiH MHTETpalysIChl 3aMaHayd TallalTapFa yaKTbhUIBI jkayan Oepyai e, KOpKeMIIK >KoHe Iu3aifHepiik
OimiMm Oepy KOHTEKCTiHAeri Oojamakka OarpITTaNFaH CTpaTeTHUSHBI Aa Oinmmipenmi. 3epTTey HOTHXKeNepi
KIJIACCHKANBIK CYpeT cally >KoHEe KOJIMEH jkolanay oicTepiH 3amaHayw HMU(MPIBIK KypalgapMeH YIIeCTipeTiH
apajac MOJEJNb apKbUIbl OKBITBUIATHIH CTYAGHTTEp Oip oxic OOMBIHIIA OKUTHIHAAPFA KaparaHja KYLITi JKOHE
WKEM/Ii AaFIbIIapabl JAMBITATBIHBI Typalibl HAKTHI, AJEIAL A9JIe KeATipai.

Bys1 KyMBICTBIH KaHAJIBIFBI TEK TEXHOJOTHSHBI KOJNJIaHyla FaHa eMec, COHbIMEH Oipre OipTyTac oKy
MPOIIECiH KYPYAbIH €CKi oHE jKaHa 9MICTEpiHiH o/eHi jkoHe KYPBUIBIMIBIK CHHTE3iHAE *aTblp. by moxensb
UUQPIABIK KypajaapAbl J9CTYpJIi TICUIAEPAiH alMacTBIPFBIITAPE] PETiHAE KapacThIPYIbIH OPHBIHA, ONapAbl
KCHEUTIMIEp pETiHAC OPHAIACTHIPAIbI—IW3aiHHBIH HETI3r MPUHITHNITEPIH KYIIEHTETIH *)aHa Kypangap. Ic
XKY3iHAe OYJ1 CTYAeHTTepIiH Ka3ipri koHe Ooamak MIbIFapMaIiblIbIK, SKOHOMHUKaIa O0aceKkere KaOiIeTTi eTeTiH
KypaiIapAbl Hrepe OTHIPHIIN, HIeOepIliKKe AereH TepeH KypMeTKe he O0MybIH Oinaipeni.

By 3epTTey MaHBI3IBUIBIKTBIH KONTETCH JCHTCHIICpiH aHbIKTaIbl. [leqarorukaibplK JACHrelae apanac
TOCUT OKYIIBUTAPABIH OEJICeHIUNTiH apTTHIPABI, TEePeH OJKCIEPUMEHTTEpre BIKHNAI €TTI JKOHE OpTYpIi
noptdonuonapasl KanbnTacTepasl. KoHuenTyanasl neHreiine Oyl CTyIeHTTepre KOpHeKi KapbIM-KaThIHAC,
KOMip TEOpUsACHl MEH NPAKTHKACHIH JKOFapbl CEHIMIUTIKIIEH KeHipeK TyciHyre kemekrecti [10]. Monenu
JeHrelae Oy cTyfaeHTTepre muGPIbIK Kypaiaapabl KOIJAaHa OTBIPHIIN, YITTHIK KOPKEMIIIK MOTHBTEp/ KaliTa
TYCIHIIpyTre, MypaHbl ONapAblH AW3aH TUTIHIH Tipi XOHE IaMbIIl KeJie XaTkaH OeliriHe aiHanabIpyra
MYMKIHJIK Oep/i.

Tarb1 6ip MaHBI3IBI TYCIHIK-apaiac TICUIAIH OKYIIBUIAPIBIH SPTYPIIi mpodmibaepine oeitimaenyi. Keitdip
CTYIEHTTEp TaKTHIIB[Ii, IPAKTHKAIBIK OpTaa opKeHaece, 6acKkanapsl MUQPIBIK popMaTTa )KYMBIC ICTEH aaThlH
Ke3Jne epkeHeiai. Exi omicke e opbiH OepeTiH oKy OarmapiamMachl eKiTIK TaHAayIbl KaKET €TIeH i, KepiCiHIIIe
OKYUIBUTAPABIH KeH ayKbIMBIH Konaaiapl. OChkl TYpFBIIaH allFaHza, apajlac MOJENb 9PTYPIl TaHBIMJBIK YKOHE
IIBIFAPMAIIBUTHIK CTAJIBISPII Jk00amay, TaHy JKoHE IIeITy apKbUTBl HHKITFO3UBTI OOJBIT TaOBLIa/IbL.

3epTTey COHBIMEH KaTap HETI3ri MiHJASTTep MeH Oojaimiak OarbITTapibl aHBIKTaAbl. MyHIal KeleHi
TOCUTII COTTI JKy3ere acelpy KkeOiHece TopOueminepaiH mupiblK Ky3blpeTTepiHe OaiimaHpICThl. TwicTi
TANBIHABIKCHI3 JKOHE KOJAAYChI3, TIMTI €H 3aMaHayd KYpalgapIblH 631 JKeTKLTIKCi3 MaiiaiaHbuTybl Hemece
JYphIC MaiiananbiMaybl MyMKiH. COHIBIKTAH OoMamak >KyMbIC TopOUeniiepi naspiay OaraapiaManapbiH
a3ipneyre OarbITTalybl KEpeK, ocipece JSCTYPIl OKBITY i Jie OackiM OOJBIN OTBIPFAH MeKeMenepae. OHep
MyFamimMepiHiH mudpibIK OUTIKTIITH apTThIpyFa MHBECTHIUS Cajly OKBITYAaFbl WHHOBAIIMSIIAPABI KOIAAy
YIIiH MaHBI3IBI OOTAIBI.

Conaii-aK y3aKk Mep3iMJIi HOTHXKEIIEP/Il 3ePTTey KOKETTUIIr TybIHIalab1. by 3eprTey Oip akaaeMHsIIbIK
ceMecTpre OarbITTaJFaHBIMEH, OJIaH dpi 3epTTEy apajac MOJAEIb apKbUIbl OUTIM ajiFaH CTYICHTTEPAIH OKY
OiTipreHHeH KeiiH KociOu HeMece MITaTTaH THIC JKaFJaiiap/ia Kanaid syMbIC icTelTiHIH OaKpuait anaapl. Onap
HIBIFapMAIIbIIBIK HHAYCTPHSI CTaHAapTTapbIHA Te3ipek Oeltimuene me? Onap OipieckeH qu3aifH opTanapbiHIa
IUQPIBIK uIaTGopManappl naiaananyaa ceHiMaipek me? by cypakrap 6i1im 6epy cTparerusiapblHbIH HAKTHI
QJIeMJIET1 9CePiH OaraalThIH OOMIIBIK 3ePTTEYIIEP/iH JJIeyeTiH KOpCeTeI.

CoHBIMEH KaTtap, >KacaHJbl WHTEJUICKT, TOJBIKTHIPHUIFAH IIBIHABIK JKOHE TEHEpaTWBTI JW3aliH
KYpaJIZIapbIHbIH Y3/IKCi3 JaMybIMEH Ipa(UKaJbIK MOACHUETTEr! HUMPIBIK SIICTep Typasibl OHTIME JIaMbIIl
keneni. bomamrak 3eprreynep BH3yalIbl Oilay MEH KON MIEOSpIIriHiH HETi3ri acmeKTiUIepiH CYWBUITHAM,
rpaduKanblk JU3aiiH  OOWBIHIIA OKYy OarjapiaMaiapblHa >KaHA TEXHOJIOTHSUIAPAB STUKANBIK JKOHE
HIBIFapPMAIIBUIBIK TYPFBIZIAH Kalail eHri3yre OONaThIHBIH 3€pTTEeH allajibl.

KopbIThIHABLIAM KeJle, OYJ1 )KYMBIC JCTYPIIL KoHe HUQPIIBIK 9ICTEPiH CUHTE31 yaKbITIIA TEHICHIIUSI
eMec, eHep MeH jAu3aifHepiik OinmiM Oepy cajachlHOAaFbl KaKETTi SBOJIOIMS €KEHIH pacTaiibl. byn eTkeHmi
KYPMETTEHTIH, OYTiHMEH apaiacaThiH jkKoHE OoJamakka qaibiHaanareid crparerus. OCcbl HHTEIPATUBTI TOCII
KOJIJIaHa OTBIPBII, OUTIM Oepy MekeMeepl 3 TYJICKTePIHIH TeK TeXHUKAJIBIK IIe0epiIiKKe FaHa eMeC, COHBIMEH
Katap INBIFapMallbUIbIK TYPAKTBUIBIKKA, MOJACHHU CayaTTBbUIBIKKA, T€3 ©3repeTiH oyemre OeiiMaeny MeH
YKaHAIBUTABIK KaOlieTiHe e OOIybIH KAMTaMaChl3 €Te allajbl.

20



Abaii amvindager Kas¥I1Y-0viy XABAPLIBICHI, «Kepkemonepden binim bepy: onep — meopuscel — adicmemeciy cepusicel, Nel (82), 2025 .

Ooebuemmep:
1. Kress, G. (2003). Literacy in the new media age. Routledge
2. Shiri, M., & Baigutov, K. (2025). The digital shift in art education: Balancing tradition,

innovation, and integration.  Mediterranean  Journal of Social  Sciences, 10(1), 19-27.
https.://www.researchgate.net/publication/389911673

3. Temirkhanova, M., Abildinova, G., & Karaca, C. (2024). Enhancing digital literacy skills among
teachers for effective integration of computer science and design education: A case study at Astana International
School, Kazakhstan. Frontiers in Education, 9, 1408512

4. Alhajri, S. (2016). The effectiveness of teaching methods used in graphic design pedagogy in
both analogue and digital education systems. Universal Journal of Educational Research, 4(2), 422—425

5. Pektas, S. T. (2015). Blended learning in architectural design studio: An experimental study on
student attitudes. Computers & Education, 83, 1-12.

6. Kress, G. (2003). Literacy in the new media age. Routledge.

7. Kalyuzhnaya, N. V., & Skorobogatov, D. A. (2020). Digitalization in education: Challenges and
prospects. Education and Information Technologies, 25(5), 4253—4266.

8. Guity Novin, B. (2013). Traditional graphic design versus digital graphic design. Retrieved from
https.://euity-novin.blogspot.com/2013/12/traditional-graphic-design-vs-digital. html

9. Anderson, L. W., & Krathwohl, D. R. (2001). A taxonomy for learning, teaching, and assessing:
A revision of Bloom's taxonomy of educational objectives. Longman

10. Barsalou, L. W. (2008). Grounded cognition. Annual Review of Psychology, 59, 617—645.
https://doi.org/10.1146/annurev.psych.59.103006.093639

References:
1. Kress, G. (2003). Literacy in the new media age. Routledge
2. Shiri, M., & Baigutov, K. (2025). The digital shift in art education: Balancing tradition,

innovation, and  integration.  Mediterranean  Journal of Social  Sciences, 10(1), 19-27.
https.://www.researchgate.net/publication/389911673

3. Temirkhanova, M., Abildinova, G., & Karaca, C. (2024). Enhancing digital literacy skills among
teachers for effective integration of computer science and design education: A case study at Astana International
School, Kazakhstan. Frontiers in Education, 9, 1408512

4. Alhajri, S. (2016). The effectiveness of teaching methods used in graphic design pedagogy in
both analogue and digital education systems. Universal Journal of Educational Research, 4(2), 422—425

5. Pektag, S. T. (2015). Blended learning in architectural design studio: An experimental study on
student attitudes. Computers & Education, 83, 1-12.

6. Kress, G. (2003). Literacy in the new media age. Routledge.

7. Kalyuzhnaya, N. V., & Skorobogatov, D. A. (2020). Digitalization in education: Challenges and
prospects. Education and Information Technologies, 25(5), 4253—4266.

8. Guity Novin, B. (2013). Traditional graphic design versus digital graphic design. Retrieved from
https.//euity-novin.blogspot.com/2013/12/traditional-graphic-design-vs-digital html

9. Anderson, L. W., & Krathwohl, D. R. (2001). A taxonomy for learning, teaching, and assessing:
A revision of Bloom's taxonomy of educational objectives. Longman

10. Barsalou, L. W. (2008). Grounded cognition. Annual Review of Psychology, 59, 617-645.

https.//doi.org/10.1146/annurev.psych.59.103006.093639

IRSTI 11.15.03 http://doi.org/10.51889/3005-6381.2024.82.1.003

Muhammad Ali
Government College of Management Sciences, Dept. of Management Sciences, Abbottabad, Pakistan,
e-mail: msali747(@gmail.com

RHYTHMIC ORGANIZATION OF VISUAL THINKING AND PATTERNS OF FORM
CONSTRUCTION IN ARTISTIC AND EDUCATIONAL PRACTICES

Abstract
This article investigates the rhythmic structuring of visual thought in artistic and educational practice and
its contribution to forms of art making. Rhythm and pattern recognition are studied not as style, but as core
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cognitive functions that underlie perception, design and problem solving. The study focuses on the design of
visual thythm and form construction and examine the differences between two groups of subjects (trained
individuals and untrained individuals) in perceiving visual rhythm and applying it, and in turn, whether and to
what extent it affects form construction, spatial reasoning, and fluency.

In a mixed-methods study, involving experimental tasks, digital modelling, eye-tracking data and semi-
structured interviews, we contrast visual arts students with non-specialized education students. Rhythm
complexity, pattern symmetry, gaze behaviour, task accuracy and completion time were quantitatively analysed.
Open-ended responses were analysed by theme in an effort to discern how participants understood visual
rhythm during the form-making activities.

The findings demonstrate that the trained participants outperformed the untrained participants under all
categories. They had higher rhythmic complexity, better balanced compositions, more visual engagement, and
they also completed the task faster. These results indicate that rhythmic structuring is not just a perceptual
strategy, but a cognitive tool that deserves to be learnable and applicable to education and other fields of
expertise.

The article concludes that rhythm acts as a cognitive support system for visual reasoning, allowing for
making complex and coherent shapes. It demonstrates the necessity of rhythmic training in wider educational
contexts: it can be the condition for spatial thinking, for creativity and for inter-disciplinary learning. As shown,
rhythm mediates between sensation and motor activity, providing a rich means for artistic expression, as well
as a structured way of thinking. This study adds to an emerging understanding of visual cognition and provides
new leads for curriculum design, cross-cultural comparison and neurasthenic research.

Keywords: visual reasoning; rhythm; figural design; visual thinking; arts education.
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KOPHEKI OMJIAYIbI BIPFAKTBI YA BIMJIACTBIPY ')KOHE KOPKEM/IIK-TOPBUEJIK
MPAKTUKAJAFBI ®OPMA KYPBLLIBICBIHBIH 3AHJbLILIKTAPBI

Anoamna

By makanana kepkem koHe OiiM Oepy MpaKTUKACHIHIAFbl KOPHEKI OMIBIH BIPFAKTHl KYPBUIBIMBI )KOHE
OHBIH OHEp Kacay (opMaiapbiHa KOCKaH yieci 3epTTeneii. PUTM MEeH 3aHABUIBIKTBI TAHY CTHIIb PETIHJE eMec,
KaObLIAay, K00aray JKoHe MoceleNep/li MIeITyiH HeTi3iHAe KaTKaH HeTi3Ti TaHBIMIBIK (YHKIUSIap PeTiHAe
3epTTeneni. 3epTTey BU3yajbl bIpFaK MeH (OpMaHBIH KYPBUIBICHIH jk00ajayra OarbITTajfaH >KOHE
CYOBEKTiIep/iH €Ki TOOBIHBIH (OKBITBUIFAH agamJap MEH OKBIThUIMaFaH ajaMjap) BU3YalAbl BIPFaKTHI
KaObUIIay MEH KOJJaHyAarbl albIpMAllbIIBIKTAPbIH, ©3 Ke3eriHJe OHBIH ()OPMAHBIH KYPBUIBIChIHA IKOHE
KaHIIAJIBIKTBI 9CEP €TETIHIH 3¢PTTEH /1. KCHICTIKTIK MalibIM/ay KoHE epPKiH CoIIey.

OKCIIEPUMEHTTIK TarchipMasapbl, IUPPIIBIK MOACIbICY/I, KO3/ OaKblIay IEPEKTEePiH KOHE KapThlIai
KYPBUIBIMABIK CyXOaTTappl KAMTUTBIH apaiac dficTepi 3epTreyie 0i3 OeliHeney eHepi CTyACHTTepiH OeHinmi
eMec OUTIM ayliblIapMEH CalIbICThIpaMbI3. PUTAKTBIH KYpICIHiIIri, OPHEKTIH CHUMMETPHUSCHI, KO3KapaCThIH
MiHE3-KYJIKBI, TallCHIPMAHbIH JSJJIIT KOHE OPBIHIAITY YaKbITHl CaHABIK TYpAe TalAaHAbl. AIIBIK Kayamnrap
KATBICYIIBUIAPABIH (opMa rkacay OpeKeTTepl Ke3iHAe BHU3yalJbl PHUTAKThI KaJlall TYCIHETiIHIH aHBIKTay
MaKCaThIH/a TAKbIPHITT OOUBIHIIIA TAJJIAHIbI.

Hormxenep  OKBITBUIFAH  KaThICYyIIBUIAPIBIH ~ OapiblKk  caHarTap  OOWBIHIIA  OKBITBUIMAaraH
KaTBICYIIBUIAPJAH achill TYCKeHIH kepcerenmi. Omap KOFapel BIPFAKTHl KYPHACTIIKKE, TEHIECTIpiIreH
KOMTIO3HUIUsIIApFa, KOPHEKi OeNCeHIITIKKe e OOJbl, COHBIMEH Karap TarChIPMaHbl TE3ipeK OpbIHAAbI. by
HOTHXKEJIep BIPFaKThl KYPBUIBIM/IAY TE€K KaOBLIay CTPATerusCchl FaHa eMec, COHBIMEH Karap OiliM alyFa jkoHe
OiyiM Oepy MeH Oacka J1a caparnTama cajajiapbiHa KoJaHyFa 00JIaThlH TAaHBIMJIBIK Kypajl eKeHIH KOpCeTe/Il.

Makasiaza bIprak KypZelli )&oHe JOHeKT] miliHAep i jKacayFa MyMKIHIIK OepeTiH BU3yal bl MaibIMaay/bl
KOTHUTHBTI KOJIay >KYHecl peTiHIE OpeKeT eTeli JIereH KOPBIThIHIbIFa Keldi. By keHipek Oimim Oepy
KOHTEKCTIH/IE BIPFaKThl OKBITYIbIH KAXKETTUIIMNH KopceTe/i: OyJI KeHICTIKTIK OWJIay/IblH, HIbIFapMalblIbIKThIH
KOHE ITOHAPANIBIK OKBITYIBIH MIapThl 00Iysl MyMKiH. Kepcerinrenaei, pIprak ce3iM MEH KO3FaJIblC OeNICeH IiTIr
apacelHa Jenaan Oouiblll, KepkeM OeliHeneydiH Oall KypanblH, COHIAH-aK KYpBUIBIMIBIK OHJIAy TOCIIiH
KaMTaMmachl3 erelli. byl 3epTrey Bu3yanJsl TaHBIM Typalibl aHa TYCIHIKTEP/l TOJBIKTHIPAJBI KOHE OKY
OarjapiaManapblH d3ipyieyre, MOJICHHETAPANBIK CallBICTHIPYFa JKOHE HEBPACTEHUSUIBIK 3EpTTEylepre >KaHa
MYMKIiHIIKTEp Oepeni.

Tyiiin ce3nep: kepHeKi maiibIMiay, bIpFaK, KOPHEKI U3aiiH, KOPHEKI Oiay, KOPKEMIIK OLTiM.
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3AKOHOMEPHOCTH PUTMHAYECKON OPTAHU3AIIUM 3PUTEJBHOI'O MBIIIJIEHUAA
N ITOCTPOEHUA ®OPMBbI B XYIOXKXECTBEHHO-BOCIIUTATEJIBHOU ITPAKTUKE

Annomayus

Ora paboTa uccenyeT BIUSHUE pUTMa Ha CTPYKTYpHUpOoBaHue GopMooOpa30OBaHus B XY/I0KECTBCHHBIX U
00pa30BaTeNbHBIX MPAKTUKAX U €T0 BO3JCHCTBYUE HA pa3IMUHbIC BUIIBI XYIOKECTBCHHOTO TBOpUYECTBa. BMecTo
TPaKTOBaHUSI PUTMA W TMAaTTEPHOB 00pa30B KaK CTHIICH aBTOpP pacCMaTpHUBaeT MX KaK KOTHUTHUBHBIEC (YHKIIWH,
YTO OMpEACseT BOCIPHUATHE, MPOCKTUPOBAHUE U MpoOiieMHOe perieHne. OCHOBHOE BHUMAHHE YIEISICTCS
Pa3BUTHUIO BU3YalbHOTO pUTMA U (POPM HCCIICHOBAHMS PA3IMYMA MEXKIY MOATOTOBICHHBIMU M HEOOXOIUMO
YYaCTHUKAaMU BOCTIPHUATHS BU3yalIbHOTO PUTMA U WX MCIIONIB30BAaHUS U, B CBOIO OYepe/b, BO3ACHCTBUSA UX (U B
KaKof CTEIeHH) Ha (pOPMBI, MPOCTPAHCTBEHHOE MBIIIICHHE U OCTIIOCTh Peud. B 3TOM cMeImmaHHOM METOne C
WCIIONB30BAHUEM OKCIEPUMEHTa, NU(POBOTO MOJACITHPOBAHMS, OTCICKHMBAHUS IJia3a W HMHTEPBBIO IS
CpPaBHEHHUSI OOYYarOIIUXCs, M3YUYHBIIUX HCKYCCTBO, C HEMOATOTOBICHHBIMHU YYAIIUMUCS W WCIOJIH30BAHIEM
KOJTMYE€CTBEHHOW PUTMHKH CIIOKHOCTH CIIOKHBIX 3afa4 10 cOOpy UAeH W MpPOMODKUTEIHHOCTHIO BPEMEHH U
TOYHOCTH 3a/1a4M M Ka4eCTBEHHOTO aHAJN3a TEM, CBS3aHHBIX C OTKPBITHIMHA (hOPMAMH OTBETOB JIJISl IOATPYIIIT
HACJTAXKIAF0CS YyBCTBOM. Pe3ysbrarhl moka3anu, 4To 00yYeHHbBIC YUACTHUKH JIY4IIE BBITIOJHSIOT 3a/1a41 BO BCEX
KaTeTopusX: y HUX CIIOKHEe PUTM, Ooiee cOalaHCHMPOBAHHBIM COCTaB, TOJHAS KOHIIEHTPAlWs BHUMAaHUS
BHU3YaJIBHO M JIy4IlIee BBITOJHEHHUE 33]1aud. DTO JIOKA3bIBACT, YTO PUTM BCE OOJIbIIIE UCIIONB3YETCS B O0yUCHHH.
Purmuueckue mnarepHbpl KaK KOTHUTHUBHBIA HMHCTPYMEHT 3aciIyXXKHBAIOT NalbHEHIIET0 HCCIECIOBAaHUS U
MIpUMEHEHUsT B 00pa3oBaHuU. J[pyrue BHIBOABI MOKA3BIBAIOT, YTO PUTM MPOU3BOIUT MBIIUICHUE, BKITIOYAs
AKTUBHOE BOCHPUATHE CIOKHOCTH H OIYIIEBICHHOCTh. JTO HCCIEAOBAHHE TAaKXKe ITO3BOJISIET YIIyOUTh
MIPOCTPAHCTBEHHOE MBINIJICHUE M OLIEHUTh UCKYCCTBO JIJIs1 COBPEMEHHBIX TEXHOJIOTHH.

KaloueBble cioBa: BHU3yaJbHOE MBIIUICHUE, PUTM, OOpa3HBIA AW3aiiH, BU3yaJIbHOE MBINLICHHUE,
XyI0KEeCTBEHHOE 00pa30BaHMUE.

Introduction. Visual thinking is a mental process, and/or a way of perceiving, in which an individual
organizes information in their mind, and can also refer to a way of thinking through physical seeing. It is
essential to the arts and learning, allowing individuals to visualize and build forms based on visual patterns and
rhythms. It's essential not just for artists, but it covers learning/problem-solving in many fields.

Visual thinking depends on rhythmic arrangement of visual components. In the visual arts, rhythm is the
repetition and/or alternation of elements, often with defined intervals between them. Rhythm in art is all about
juggling elements until a point of equilibrium or satisfaction is created. This principle leads the eye through the
painting, creating a whirlwind of movement to compliment the overall aesthetic experience. As an example, in
the field of architecture, visual rhythm affects the experience of a building's facade by establishing a harmony,
movement and organization.

Patterns have close connection with the rhythm and are useful for form creation. They are based on the
regular repetition of visual parts that can combine to form intricate structures and express ideas. Teaching
students to understand and make patterns in an educational setting can also help the student to understand the
idea of form and structure in an art piece. It is not just an exercise for building their artistic talent, but also for
nurturing their critical thinking and problem-solving potential.

Visual thinking strategies (VTS) have been demonstrated to enhance students' ability in analysis and
interpretation through education practices. By working with visual features, making objects through patterns
of recurrences students may develop better ways of understanding about it. This approach fosters active learning
and creativity which help improving learning performance and experience.

Finally, it can be concluded that the rhythmic nature of visual thinking and pattern use in form building
are not only significant aspects of artistic creation, but also an enriching tool for educational approaches. By
learning and using these principles, one can become more capable of visually communicating ideas and
expanding the perception and understanding of the visual arts.

Methods. This investigation of the rhythmic organization of visual thinking and its effects on patterns of
form construction in artwork and education, adopted a multi-phase research design that incorporated qualitative
analysis, controlled experimental research, and a computational model of cognitive visual processing. The
purpose was to discern observable patterns because individuals take in, interpret and express rhythmically
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patterned, visually presented information, and to recognize dependable variables that govern form production,
both of artistic products and in educational settings.

First, a sample of 60 participants was selected, 30 art students (18—25 years) attending specialized fine
arts schools and 30 students (18—22 years) attending general education schools with no artistic orientation. The
sample was stratified in terms of gender and to have exposure on different levels of formal visual training.
Participants were then instructed to respond to a series of controlled visual tasks which were constructed to
reveal their perceptual and generative responses to rhythmic patterns. These activities included free form
drawing activities using auditory stimuli, building designs using geometric units, and analysis of visual art pieces
with established rhythmic frameworks.

The experimental protocol consisted of three blocks of trials. Participants participated in the first session
in the presence of dynamic visual complex fucke, such as time-lapse movies of moving patterns and short artist
video that show dynamic spatial transitions. Visual fixation points and saccadic motion were recorded through
eye tracking technology while viewing. This enabled us to examine rhythm perception using eye movements to
a similar extent to that reported on Visual Cognition [10].

The second session explored interactive modelling on digital surfaces, like Adobe Fresco and Autodesk
Sketchbook, enabling participants to build their own rhythmic compositions using drag-and-drop visual motifs,
and pre-programmed pattern libraries. Measurements such as repetition intervals, spatial symmetry and
hierarchical layering were obtained by means of embedded algorithmic tools, in line with Bacci and Melcher
[1], who highlight embodied cognition in aesthetic pattern perception.

During the last session a self-reflection questionnaire was handed out to participants and semi-structured
interviews were conducted. These instruments provided insight into their decision-making, perceived barriers,
and the common sense of form building. Thematic analysis was applied to the qualitative data coding, a process
which can facilitate extraction of emergent patterns from people’s responses [2]. How do you feel about the
way that served as a buffer?

For reproducibility, all physical and visual artifacts, i.e., visual prompts, questionnaire formats and digital
templates were standardized and archived at a shared research repository. The statistics were analysed using
SPSS Version 27. Number of discovered rhythmic units, types of symmetry used, and difficulty of building
forms were tested using repeated measurements ANOVA that compared group performance (art-specialized and
general education). Inter-rater reliability for qualitative coding was examined with Cohen’s kappa, which
showed an acceptable agreement (0.84).

Most importantly, visual thythm was not conceived of as an artistic affect, but a cognitive-perceptual
schema for complex form generation. This reflects results from neuroaesthetic studies that reveal a robust
coupling of between rhythmic visual input and pattern recognition in the parietal cortex [14]. Combining
experimental rigor and phenomenological interpretation, the method provides a template for replication in other
cultural and developmental settings.

The combination of data-driven modelling and reflective introspection provided a sturdy basis for
exploring how rhythm patterns serve as cognitive mediators as well as teaching tools. Thus, the methodological
framework allows not only for reliable results, but also interdisciplinary bridges between cognitive science,
visual arts and education.

Results. As for rhythmical visual thinking between the art students and general education students,
there's a significant difference in their perception and transformation into the form construction. A summary
table of the main quantitative results is shown below:

Table 1. Summary of Performance Metrics Across Participant Groups

Participant | Mean Rhythm | Average Gaze Engagement | Form

Group Complexity Pattern Transitions (1-10) Construction
Score Symmetry (per 60s) Time (min)

(1-10)

Art 8.6 9.2 42 9.1 11.3

Students

General 6.1 5.8 28 6.7 16.4

Students

Art students had a significantly higher Rhythm Complexity score with a mean score of 8.6 versus 6.1 for
their general education counterparts (Table 1). It is likely that those with training in art are more sensitive to
(and appreciative of) a rhythm in visual forms. FASHION TRENDS There are trends too, in symmetry
recognition: art students averaged 9.2 on symmetry use, well above the 5.8 average for the general group. These
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results are consistent with those of Locher [9] who found the acquisition of visual expertise hones ability with
both structural and compositional factors.

One of the key behaviour indicators, eye motion, also separated the two groups. Art students produced
42 saccadic transitions per minute during the visual observation tasks, while general students showed 28 of
them. This measure seems to indicate a more proactive and explorative type of visual processing strategy, in line
with embodied visual cognition theories [1]. Such participatory rhythm in viewing makes clear how thoroughly
a sense of rhythm drives perceptual experience as well as composition.

Perceived levels of participation echoed those from the objective data. Asked to rate their degree of
participation in the creative tasks, art students reported a mean level of engagement of 9.1, general students a
mean one of 6.7. This discrepancy indicates a higher level of interest as well as more profound cognitive
absorption of visually trained individuals. Csikszentmihalyi refers to this immersive experience as “flow,” which
is commonly experienced during activities that include rhythm and creative control [4].

Productivity-wise, mean form construction time was much lower for art students (11.3 min) than general
students (16.4 min). This effectiveness reflects not only greater fluency in form-making, but a sophisticated
understanding of how rhythmic principles can be used to control spatial configuration. Items were like those
in the studies of Eisner, which as mentioned before noted that good art education increase both the speed and
the quality in creative work [5].

To strengthen from a visual perspective these trends in numbers, in the figure below is presented a bar
graph visualizing the rhythm complexities scoring by group.
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Figure 1. Mean Rhythm Complexity Score by Participant Group

Figure 1 Visualization of the differences in the scores of complexities (the left images — black\gray\white)
visually underpinning being artistic and untrained from the artistic side by openly demonstrating the higher
aptitude in pattern recognition and rhythmic composition of trained by artists.

Accuracy in pattern replication was additional evidence. Art students could reproduce a target form by
embedded rhythmic cues over 90%, but general students about 65%. This implies that trained individuals not
only perceive but encode and reproduce rhythm with remarkable precision. These results resonate with
Chatterjee’s proposal that procedural memory sustains the skilled visual imitation [3].

Analysis of participant interviews was used to bolster interpretation. Art students repeated using words
such as “the flow,” “the tempo,” and “the visual rhythm,” demonstrating the linguistic bodying forth of rhythmic
structuring [6]. On the contrary, non-selective learners used definitions as “guess”, “try again” and “messy”,
which reveals the less organized way used to build the form.

All these findings — quantitative and qualitative — coalesce toward a common conclusion: rhythm
serves as a cognitive scaffold for structuring visual thinking. This mindset is compatible with Zeki’s [14] brain
engagement with rhythm and what Kindler [7] argued for rhythmic visual education across realms.

Overall, rhythm doesn’t amount to just a stylistic feature — it presents a principal logic of sight,
composition and understanding the world in images. Considering these findings, it readily appears that visual
rhythmic approaches need to be imbedded in comprehensive learning models improving creative and cognitive
abilities. This result is consistent with a wider body of research from Winner, Goldstein, and Vincent-Lancrin
[11] on the inclusion of visual thinking in education reform.

Discussion. Results from this study emphasize the important cognitive and pedagogical role of thythmic
organization in visual thinking and form development. These results have implications for understanding how
formal training in the arts influences both aesthetic decisions and cognitive strategies for processing visually
complex tasks. The rhythm-based visual structuring was performed with higher accuracy in general for
individuals with a background in visual arts in all parameters studied (complexity, symmetry, gaze behaviour,
engagement, task execution). These results complement and extend previous work in visual cognition, which
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has suggested that exposure to structured visual patterns can improve spatial reasoning and perceptual accuracy
[9].

Increased rhythm complexity scores in art students may indicate increased sensitivity to temporal-spatial
structuring principles. This result indicates that rhythm is not an epiphenomenon of ornamentation but it is a
cognitive primitive of Human Cognition. Zeki suggested that rhythmic and symmetric stimuli preferentially
activate certain neural circuits in the visual cortex involved in perceptual coherence [14]. The current data
expand this theory by demonstrating that people trained to a greater extent in visual arts rely more consistently
and more effectively on these mechanisms when generating form.

A key observation from this study is the role of rhythm as a cognitively viable link between perception
and production. During visual construction tasks, art students were better able to identify rhythmic structure
and were more readily able to transform it into action than were their non-arts student peers. This result is
consistent with the framework of embodied cognition, in which cognitive processes are grounded in
sensorimotor experiences [6]. By a rhythmic training that is repeated these are based on visual thythm as
kinaesthetic pattern internalized, which can be built faster and more intuitively coherent forms.

This notion that visual rhythm, as supported by the evidence, refers to overall perceptual scanning (i.e.,
gaze transitions) in addition to aspects of compositional arrangement. The much higher numbers of gaze
transition of art subjects reflect a more dynamic and organized visual search. Research on eye movements in
visual art perception also revealed that specifically trained participants make more intentional eye-movements
and are more sensitive to structural coherence [8]. This is consistent with the idea that rhythmic visual
engagement is a dynamic process influenced by training and experience.

Furthermore, symmetry scores in this experiment provide empirical support for the importance of
rhythmic repetition in generating visual harmony. Art students used symmetry more often and more accurately
than general students, attesting to the collaboration of rhythm and symmetry as fundamental techniques of
composition. Chatterjee in particular, views symmetry and balance as fundamental to aesthetic cognition such
that these categories have not only aesthetic, but also cognitive significance [3]. Our experiments confirm this
assertion and provide quantitative empirical support for it.

Subjective engagement data also seem to suggest that rhythm contributes to flow states— states of intense
concentration and immersion, as detailed by Csikszentmihalyi — self-reporting scale Participants were asked to
report on a scale of =5 to 5 how engaged they believe they were on the current task [4]. Artists with more
experience in rhythmic construction tasks experienced greater task-related cortico-resonance, implicating that
rhythmic construction not only structures cognition but also mediates motivation and affect. This link was
already obvious in studies of music and dance and is indeed now evident in the domain of the visual arts.

In addition, form construction times further support the hypothesis that rhythmic logic contributes to
cognitive frugality. The finding that individual students can construct complex visual forms in mere fractions of
the time taken by the pseudo-static network suggests a mental map' or template' for spatial decision-making.
This is consistent with Eisner’s claim that the learning of expressive competence and procedural fluency is
supported by arts-based learning [5].

Findings are also corroborated by the language employed by participants in the qualitative part. The art
students frequently used audio-kinetic metaphors, for example “beat,” “tempo,” “flow,” and “resonance”, to
convey their design practice. This linguistic behaviour reflects the neurologic convergence between motor
planning and visual gestalt formation, as investigated by Bacci and Melcher and it hints at a profound
multimodal integration of rthythm in visual thought [1].

The fact that art students can reproduce complex rhythmic patterns accurately also confirm the generative
status of rhythm. Memory isn’t enough for pattern replication — it depends on a grasp of the rules and
regularities that underlie visual logic. This is consistent with Kindler who argued that copying is an inadequate
proxy for artistic skill; instead, what is being done is reconstituting the structure using learned visual grammar
[7].

The educational implications are evident. The difference in rhythmic competence and efficiency between
musically trained and untrained individuals underline the importance of integrating rhythmic composition into
visual literacy curricula immediately. Winner, Goldstein, and Vincent-Lancrin have already called for this, by
arguing visual arts education has a strong effect on analytical and structural reasoning [11]. Our findings support
this call and offer evidence to curriculum designers to argue for pedagogical change.

Breakthroughs in international research also serve to confirm the ubiquity of rhythm in visual cognition.
For example, Zaidel proposed rhythmicity and repetition as characteristic of both Western and non-Western art
forms, implying both aesthetic and cognitive processing have an evolutionary basis [13]. The current study is
consistent with these claims and demonstrates that perception and use of visual thythm are not culturally
localized but rather can be trained and utilized universally.
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Research should explore the developmental relationship between rhythm perception and spatial cognition
in children and its effects on STEM-related subjects. Works such as the ones by Winner et al. demonstrate that
pattern recognition in mathematics is enhanced by arts education, and like Ludke, Wolf and Musacchia, their
works suggest that rhythm-based visual training might be used as a cross-domain intervention [12].

To conclude, this study supports the notion that rhythm is not a secondary issue, it forms part of the core
principles of visual composition leading perception, cognition, and production. It influences from visual
attention to building objects, providing an architecture for efficient, expressive and accurate visual
communication. Rhythm serves both as a perceptual guide and a creative grammar to help people translate
abstract ideas into meaningful visual representations.

By establishing the cognitive, pedagogical, and expressive potential of rhythmic visual organization, the
present investigation offers a better understanding of how we think in images—and how we might better teach
others to do so. With proper training and curricula, thythm can be made to be more than a principle of art; it
becomes a tool for thinking.

Conclusion. The rhythmical structuring of visual thinking and its role in form-creation in both the arts
and in education have been examined, leading to an understanding of how rhythm may act as a cognitive device
rather than merely as an aesthetic behaviour. It emerged from a mixed-methods approach (experimental tasks,
Eye tracking measures, and photomontage tasks) that Rhythm principles are deeply rooted in the way expert
individuals perceive, process and design visual contents. The novelty of the study lies in its complete and
evidence-based demonstration of the pivotal role of rhythmic structure in artistic expertise, which can be carried
over to wider cognitive and educational domains.

One of the most surprising discovery of our studies is that thythm is a perceptual “engine” driving the
way we explore and compose our visual reality. The fact that art students showed significantly higher complexity
in rhythm scores, and higher ratings for symmetry and for gaze transitions, suggest that rhythm is perceived and
enacted in a far more organized and economical manner among those receiving formal training. This
corroborates previous theorizing on embodiment and visual cognition and advances theoretical conceptions of
embodiment by further grounding such patterns in task-performance on a non-vision control form construction
task.

Furthermore, integrating rhythm logic into the thought process has shown to improve the participant
enthusiasm, execution speed, and design correctness. These results are of interest not only to visual arts
education but are also applicable to interdisciplinary instructional strategies in which pattern recognition,
structure, and spatial reasoning play a critical role—such as in mathematics, architecture, engineering, and
computer science. In this way, rhythm reveals itself to be an elementary ordering principle which spans both
creative and analytical spheres.

A further key finding in this study is that rhythm can act as a kind of ‘cognitive scaffolding’ that allows
complex visual forms to be constructed more readily and efficiently. With general education students
performing far below art students, the benefits of integration of rhythmic design activities in a general curriculum
are obvious. In the process, it might give those who won’t receive formal artistic instruction but who will work
daily with visual information and design problems, as students or in their future careers, the means to become
familiar, visually literate members of a larger local community.

A glimpse into the way art students describe their thought processes in reflective interviews rich of
metaphors to sound, movement, rhythmic quality and tempo also hinted at the multimodal aspect of rhythmic
cognition. In this collective signatory pattern, rhythmicity cannot be separated from the multisensory; it is
reflected across kinaesthetic, auditory and spatial intelligences. Consequently, the cognitive apprehension of
rhythm should receive more attention in psychological and educational research.

For the future, a few directions for further research are suggested. Firstly, longitudinal studies could
address the development of rhythmic competence with respect to time and the influence of early visual training.
Research of this type could offer evidence of the lasting cognitive impact of rhythm instruction and in turn lend
support to the curricular changes in early-childhood education. Second, cross-cultural research might study how
other artistic traditions, including those found in Central Asia, Africa, or indigenous cultures, integrate rhythmic
conventions, and the role played by their rhythmic patterns in influencing cognitive style and visual reasoning.
This would cultivate the universality of the present results, while honouring the diversity of aesthetic systems.

Moreover, neurocognitive studies might extend the current investigations by applying functional imaging
to investigate how rhythm-related visual tasks are processed in the brain. By contrasting these profiles by
expertise level and expertise training more insights into a potential brain signature of visual rhythm processing
can be gained. Last, educational technology can be designed to facilitate rhythm-based learning, especially in
virtual or augmented reality environment, where visual thythm can be interactively manipulated for better
learning effect.
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In a broad context, this investigation has placed rhythmic organization not as one style requirement but
as a fundamental cognitive capacity holding critical implications for how people think, perceive and make with
visual form. Its implications transcend the studio or the classroom to provide tools and strategies that can
support thinking in multiple disciplines. As a both a visual and cerebral structure, rhythm has the capacity to
impose order on chaos, to make the complex simple again, to give a sense of reason to the creative, and it should
be granted a significant role in how we approach the way we teach, learn and imagine our visual worlds.
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INTERACTIVE STRATEGIES FOR MASTERING CULTURAL DIPLOMACY THROUGH
VIRTUAL LANGUAGE AND ARTISTIC SYSTEMS

Abstract

This article discusses interactive scenarios for learning cultural diplomacy, and virtual language
immersion combined with art collaboration in a simulation-based learning environment. Situated in the socio-
cultural context of Kazakhstan, a multilingual and multiethnic country, the participation responds to the national
priorities of digital education, intercultural competences and global engagement. A mixed methods research
design was utilised with 120 participants, participating in three modules spread over a period of 12 weeks.
Quantitative instruments of intercultural communicative competence, in conjunction with analysis of
participant discourse and creative work, supplied a rich understanding of gains.

Results suggested that the diplomatic simulation-based component resulted in the greatest increase in
cultural proficiency, conflict resolution, and cross-cultural communication. The arts integration module focused
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on symbolic thinking and emotional meaning, while language immersion provided for basic communication
skills. Participants reported greater intercultural sensitivity, higher confidence in international discourse, and
better digital skills throughout all modules. Statistical analysis validated improvement with a high level of
confidence, and qualitative interviews affirmed the emotional and educational benefits of the experience.

The research proves that virtual systems can be applied as scalable, interdisciplinary tools for instruction
in cultural diplomacy—both for experts, as well as the more public. It underscores the opportunity for
Kazakhstan's institutions and bureaucracies to include tools of this kind into mainstream training in the shaping
and delivery of soft power. The present study seeks to advance global conversation about digital diplomacy by
providing an accessible, participatory, and contextually contingent approach to creating the conditions for
mutual comprehension and problem solving in an interconnected world.

Keywords: cultural diplomacy, virtual learning, intercultural competence, language immersion, artistic
collaboration, diplomatic simulation, Kazakhstan.
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BUPTYAJJIbI TLIAIK ?KOHE KOPKEMJIIK KYWEJIEP APKbLIbI MOJEHU
JUILJIOMATHUSIHbI MEHTEPYIIH UHTEPAKTUBTI CTPATET MSLIAPDBI

Anoamna

Byn makanaja MoaeHM AWIUIOMATUSIHBI YHPEHYIIH HWHTEPaKTHBTI CLEHApPHUIJIEpl >KOHE MOAEIbIcyTe
HETi3/IeNTeH OKy OpTachlHAa KOPKEMIIK BIHTHIMAKTACTHIKIIEH OIpIKTIpIIreH BUPTyalabl TiUIre eHy
KapacThIpbuIa el KenTiial xoHe KermyJITThl €1 Ka3akCTaHHBIH QJIEYMETTIK-MOJICHH KOHTEKCTIHIE OpHaIacKaH
Katbicy MUMPIIBIK OUTIM OEpy/IiH, MOJCHHETAPANIBIK KY3BIPSTTUIIKTIH JKoHe jkahaHJBIK ©3apa opeKeTTECTIKTIH
YITTHIK OachIMIBIKTaphlHA >Kayarm Oepemi. 12 amra immHAe TapaThUTFaH YOI MOXyJbre KarbicKan 120
KaTBICYIIBIHBIH ~ KaTBICYBIMEH —apajac oJicTepAi 3epTrey Ko0achl KONIaHBUIABL MoneHueTapaibik
KOMMYHHUKATUBTI KY3bIPETTLUTIKTIH CaHJBIK KypaJapbl KaTbICYIIBUIAPIBIH AUCKYPCTAPhl MEH IBIFapMAaIIbUIBIK
KYMBICTapBIH TaJIayMEH OipTe JKEeTIiCTIKTep Typallbl 0all TYCIHIK Oepi.

Hotmxkenep AuWmimoMaTtusiblk MOMENBAEYTe HETI3ENTeH KOMIOHEHTTIH MOJCHH OUTIKTUTIKTIH,
YKAHXKAJIapbl MICHIYIiH JKOHE MOJICHUETAPAIbIK KOMMYHUKAIIUSHBIH €H YJKEH OCYIHE OKCJTCHIH KOpCETTI.
Onepi MHTErpanysiay MOIYIl CUMBOJIBIK OWjldy MEH SMOIMOHAJABI MarblHara OaFbpITTaliFaH, ajl TUIre eHy
HETri3ri KapbhIM-KaThIHAC IaFIbUIApbIH KaMmTaMachkl3 eTTi. Kareicymbimap Oapiblk Momynbaep OoibIHIIA
MOJICHUETAPAJIBIK CE3IMTAJIBIKTBIH JKOFAphUIAFaHBbIH, XaJbIKApaJbIK JUCKypCKa JereH CEHIMIUTIKTIH
JKOFapbUIaFaHbIH JKOHE UUQPIBIK JaFAblUIapAblH  JKakcapraHblH XabOapnanel. CTaTUCTHKAIBIK —Taljay
CEHIMUTIKTIH KOFapbl JCHIeiMEH ®KaKcapFaHbIH PacTaipbl, all Calallbl cyx0arTap TOXKipHOEHIH YMOIIMOHAIIBI
’KOHE TOPOUENIK apTHIKIIBUIBIKTAPBIH PACTAIbI.

3epTTey BHUPTYyasabl JKyHeneplai MOJACHW TUILIOMATHSIHBI OKBITY YIIIH MaciTaOTallaTbIH TOHAPaJbIK
Kypajijap peTiHae KOoJIaHyFa OOJIaThIHBIH JANIeNIehi—capaIiibuiap Yl Jie, ®KYPTIIbUILIK YIIiH ae. by
KazakcTanaplK MHCTHTYTTap MEH OIOPOKpPATHSUIApABIH SKYMCAK SHEPrHsSHBl KAJIBINTACTHIPY >KOHE >KETKi3y
OOMbIHINIA HETI3r JalbIHABIKKA OCBHIHIAN KypasJaplbsl €Hri3y MYMKIHJIriH Kepcereni. By 3eprrey e3apa
OaliJTaHBICTBl OJIEMJIE ©3apa TYCIHICTIK TIeH MoceJeNiepAi IIelmyre jKarjald jkacay VIIiH KOJDKETiMI,
KaTBICBIM/IBIK JKOHE KOHTEKCTIK IIAPTTHI TOCUIAI KaMTaMachl3 €Ty apKbUIbl IHUQPIBIK AUIUIOMATHS TYpPAJIbI
*kahaHZBIK MiKipTaIacTap/pl inrepiaeryre OarbITTaIFaH.

Tyiiin ce3aep: MoJEHW AWIUIOMATHS, BUPTYaJAbl OKBITY, MOJICHHETAPAIBIK KY3BIPETTUIIK, TUITE €HY,
KOPKEMJIIK BIHTBIMAKTACTBIK, TUIIOMATHSITBIK MOZienbiey, KazakcTaH.
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UHTEPAKTUBHBIE CTPATET UM OCBOEHMSA KYJIBTYPHOM TUILJIOMATHHU C
HOMOLIBIO BUPTYAJIBHOT'O A3BIKA U XYJIOXKECTBEHHBIX CUCTEM

Annomayus
OTa cTaThs MpEACTaBIsieT cOOOM CIIeHapHH TOTPYKEHHS B BUPTYaJbHBIE SI3BIKM W XyHO)KECTBEHHOE
B3aMIMOJICHCTBHE KaK 4YacTh Yy4YeOHOW CHMYJSTHBHOM Cpelbl, IOCBAIICHHON OOYYeHHIO KyJIBTypHOU
muruioMaty. Crnenys COLMOKYIBTYPHOMY KOHTEKCTY MHOTOS3BIYHOTO M MosMdTHHUYecKoro Kaszaxcrana,
y4acTHe TaKke€ COOTBETCTBOBAJO HAIMOHAILHBIM MPHOPUTETaM B 00JMacTd NUQPPOBOrO OOyUYeHHS,
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MEXKKYJIBTYPHOH KOMITETEHIIMH U ITI00aJIbHOTO COTPYAHHYECTBA. B 3TOM HcClie10BaHIM, KOTOPOE MPEACTABIISICT
c000¥ cMeIaHHbIN METOJI TTOIX0/1a, MPUHSIIN yaacTre 120 y9acTHHKOB TPeX MOAYIICH, IPOBEACHHBIX B TCUCHUE
12 venenb. OLEHOYHBIEC KBAHTHTATUBHBIE HHCTPYMEHTHI MEKKYJIBTYPHONH KOMMYHUKATUBHON KOMIIETEHTHOCTH
B COBOKYITHOCTH C aHAJIM30M JTUCKOB YYACTHUKOB U TIPOCMOTPOM PabOT MO3BOJIMIIN JIYUIIE TOHITh PE3YJIbTAThI.

Pe3ynbrarsl mokasanu, 4To KOMIIOHEHT OCHOBAaHHOTO HA JHMIIOMATHYSCKOM MOJICITUPOBAHUH I CaMble
BBICOKHE PE3yJbTaThl MO OOYCIABIMBAHUIO KYJBTYpP, YPErYIUPOBAHUIO KOH(IMKTOB M MEXKITNYETIOBEUECKUM
oOMeHOM. Mutekaph, CBSI3aHHBIA C MCKYCCTBOM, ITOBBIIIA] CUMBOJIHYCCKOEC M AMOITMOHAILHOE MBIILICHHUE, a
SI3BIKOBOM OITBIT 0OecIiedrBa 0a30BbIe HABBIKA B O0JACTH s3BbIKA. Y YaCTHUKH WUMETH 0ojiee MTUPOKKE 3SHAHMS
MEKKOHTEHTHBIX TIOTOKOB, 00JIe€ BEICOKYIO YBEPEHHOCTh B MEXKIYHAPOTHOM JUCCKYpCE U JIydIne U(pPOBbIC
HAaBBIKH Ha MTPOTSHKEHUM KaXI0JICHHON HOBOTOMHSAS Hee. CTaTUCTUYCCKUN aHAIU3 CO 3HAYUTEIBLHO BHICOKOM
3HAYMMOCTHIO CBEJICHUIN W KaueCTBEHHBIC MHTEPBBIO MONTBEPKIAIN MTPSUMYIIIECTBA ATOTO TOAX0/1a B 00IacTh
SMOLIMOHAILHOTO IPOUYTCHHSI U 00pa30BaHusL.

OTO WUCCIIeIOBAaHUE JIOKA3BIBACT, 4YTO CEPEIUHBI SBJISAIOTCS MOUIHBIMH MEXIHCUUITUTMHAPHBIMHU
WHCTPYMEHTaMH TI0Ka30M KYJBTYPHOU JUILIOMATHEH U MOTYT UCIIOJI30BaThCS KaK JJIs CIICIIUATN3aHTOB, TaK U
JUTSE OOLIUX JIMII. DTO MOATBEPIKAAET BO3MOKHOCTh Ka3aXCTAHCKHE BO3MOXKHOCTH M OIOPOKPATHH BHEAPUTH 3TO
KaKk WM3HaJaja B OOIIMPHOE OOydYeHHE CO3JaHHs W IO0Ka3 JWIUIOMATHH MATKOTO 3HaveHus. [lenb maHHOTO
WCCJICIOBAHUS — CHATH (POKYC MUPOBOM JUCKYPPHH 110 MOBOAY aBTOMATUYCCKOMN JUIJIOMATHU, BEHIHECECHHBIN B
TaKoOM CBOEH (hopMe M 3aKOHYHMBIIUI H3MEHUTH YCIIOBHSI )KU3HU U TTOKa3 00MOCBI3aHHBIX MHUPA JJIsl TOHUMAHUS
W pEIICHHS CONUATBHO 3HAYMMBIX BOIIPOCOB.

KuroueBble ci10Ba: KynbsTypHast IUIUIOMATHUs, BUPTyadbHOE 00yUeHHE, MEXKYJIbTYpPHAst KOMIIETEHTHOCTb,
SI3BIKOBAsI MHTETPAIlHsl, XyJI0KECTBEHHOE COTPYIHUYECTBO, TUIIOMAaTHUECKOEe MOJieiupoBanue, Ka3axcraH.

Introduction. In an age of global connectivity, cultural diplomacy has taken on new forms beyond
traditional nation-sponsored efforts as the planet grows more intimately interlinked through language, art, and
digital media. It is indicative of a broader transition toward interactive methods that utilize digital delivery
formats to promote cross-cultural understanding and cooperation.

In its traditional sense, cultural diplomacy was a matter of sending cultural artifacts, performances and
educational exchanges across borders to cultivate a sense of mutual respect between nations. But digital
communication has made these habits passé. The Internet has enabled face-to-face conversation across national
borders, while transcending geographic limitations, and members of the people’s daily life is ubiquitous
communication. Nowhere has this evolution been more apparent than in the domain of language learning, where
virtual classrooms and online language exchange courses have played a pivotal role in the promotion of
linguistic diversity and intercultural understanding [14].

And artistic expression as well has discovered new outlets for itself in the digital age. Virtual exhibitions,
online performances, and collaborative art projects connect artists with global viewers and allow them to engage
in cultural conversations without borders. These digital cultural journeys do not only demonstrate actual heritage
but also serve as arenas for taking on global challenges and building bridges of understanding between peoples.

The application of interactive technologies in cultural diplomacy has its challenges. It’s far more
complicated than the adoption of digital technologies, the preservation of cultural authenticity and the
navigation of the consequences of virtual communication demand thoughtful strategies and inclusive policies.
However, the possibilities of these interactive methods to bring cultures together and facilitate international
cooperation are enormous.

"In the act of inventing these artificial language and art systems, it is important to ask about the ethical
impact and seek to work toward practices that respect the paramount importance of cultural diversity." We can
foster a more inclusive and empathetic global community by adopting interactive tactics in cultural diplomacy:.

Methods. A mixed-methods research design was used to explore interactive approaches to learning
cultural diplomacy using virtual language and art systems. It was selected so as to encompass both qualitative
aspects of intercultural communication, and quantitative data on engagement and efficacy. It used experimental
digital platforms, artificial or simulated cultural environments and participant observation to develop repeatable
findings.

Eligible participants were 120 volunteers, 18-45 years old, of diverse ethnicities. They were invited via
academic groups, language exchange websites and social media. None of the participants were professional
diplomats or language teachers; all had at least intermediate levels of proficiency in a second language. This
helped ensure the low level nature of the participants rather than expert meditators.

There were three distinctive virtual environments in the study: (1) A digital language immersion area with
incorporated real-time translation tools, (2) a shared artistic creation area where participants worked on cross-
cultural digital murals and performances, and (3) a hybrid simulation interface to role-play diplomatic
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dialogues, which were derived from actual historical cultural conflicts. Designed as plug-in modules for working
on different aspects of cultural diplomacy: linguistic adaptation, creative negotiation, socio-historical empathy.

The experiment lasted for 12 weeks. Participants were randomly assigned to one of these three modules,
visiting for a minimum of 4 hours per week. All modules took place on a fixed schedule, alternating between
structured activities (e.g. guided dialogs or design prompts) and open contributions. All transactions were audio-
taped and transcribed.

Specifically, to measure linguistic development and cultural atonement, two kinds of analysis were
conducted: (1) pre-post intercultural competence questionnaires developed from Deardorff’s intercultural
framework [5]; and (2) discourse analysis (via NVivo software) to track changes in attitude, word choice, and
affectedness markers in intercultural exchanges. Moreover, as argued by Byram [2], ICC needs to be tested not
by checking only the linguistic competence but also attitude, knowledge, skills to interpret/relate and critical
awareness of cultures.

Thematic coding of imagery, co-authored performance scripts, and virtual showcase audience feedback
were analysed as artistic collaboration data. Feedback was collected from Likert-scale survey responses and
qualitative interviews with respect to emotional resonance, perceived authenticity, and cultural learning.
According to Gielen and De Block [7], there are important lessons in the social analysis produced by
participatory art, related to national identity and collective sense-making.

At baseline and post-participation, a comparison between study groups was performed including changes
as well as the intervention effect (post-promotion score) by means of paired t-tests and analysis of variance
(ANOVA) (for multidimensional AC and ilAC) respectively. The threshold for significance was p <. 05.
Thematic saturation — for qualitative data - was achieved after coding 80% of transcripts, and inter-rater
reliability was higher than 0.85 (measured by Cohen’s kappa), indicating strength of analysis. These steps
follow principles for methodological clarity in cultural studies research [15].

Further triangulation was done through digital trace analysis. Users’ interaction logs, keystroke
dynamics, and media uploads were aggregated for cross-validation of engagement and behaviour change levels.
The primary research university's institutional review board approved the study protocol. Written informed
consent was received from all participants and they could withdraw at any stage.

The strength and replicability of this methodological approach allow scientists to reproduce the study in
different cultural settings. Combining language immersion, creative output, and interactive diplomatic
simulations, the approach reflects the multi-facetted character of cultural diplomacy in the digital age.

Results. Meaningful results were obtained by the application of interactive virtual modules for the study
of cultural diplomacy, particularly when compared with the potential transformation of Kazakhstan’s
educational and strategic development priorities. A country located in the heartland of Eurasian civilizations,
Kazakhstan has advocated intercultural competence, multilingualism and digital innovation in its domestic
policy frameworks. These goals were tangibly evident in the three experimental models—Ilanguage immersion,
artistic collaboration, and diplomatic simulation.

The scales value the intercultural communicative competence should be seen in general Increase the flow
over all the groups of students. The diplomatic simulation with the module recorded the highest increase of the
post-test, that is, from an average ICC score of 59.3 to 80.1. Artistic collaboration was next with an increase
from 60.1 to 78.5 followed by language immersion, which had increased from 58.4 to 75.2. These shifts support
the hypothesis that scenario focused and emotionally engaging learning environments result in greater levels of
cognitive and emotional empathy (central aspects of cultural diplomatic readiness [2].

In all, participants spent 42 to 48 hours on their assigned modules during a 12-week period. The highest
engagement occurred in the virtual environment, ranging from assets and exemplars to ad hoc peer interaction
and reflective discussions on cultural identity. The principal performance criteria for all modules are presented
in Table 1:

Table 1 — Comparative Module Performance Indicators

Module Pre-Test | Post-Test | Engagement User Qualitative
Score Score Hours (avg) Satisfaction Improvement
(ICC) (ICC) (%) Index

Language 58.4 75.2 42 87 1.6

Immersion

Artistic 60.1 78.5 45 92 1.8

Collaboration

Diplomatic 59.3 80.1 48 94 2.1

Simulation
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Qualitatively, the diplomatic simulation module gave participants an arena to exercise cultural
negotiation in an emotionally charged, intricate environment. Several reported that they had learned, in doing
so, how to “step into another culture’s worldview” and to “mediate cultural tensions.” These findings are
consistent with Kazakhstan’s “Concept of the Development of Multilingual Education for 2020-2030,” which
highlights intercultural proficiency and digital literacy as foundational competencies required for 21st-century
citizenship.

In the art-making module, digital murals and joint multimedia presentations showed a symbolic mixing
of cultural symbols. For instance, Kazakhstani members incorporated details like the shanyrak, national
ornaments, and proverbs into joint projects with their foreign colleagues. The opportunity to present one’s own
tradition in the midst of other traditions that were foreign was a confirmation of ability to engage reflectively.
As Gielen and De Block observe, transnational artistic collaboration cultivates a dialogic cultural diplomacy
that allows for shared meaning making [7].

Data analysis was conducted in accordance with Kazakhstan’s national statistical analysis protocol (ST
RK 34.015-2006). Statistical Paired t-test revealed statistically significant difference in all modules (p <. 001),
and qualitative coding demonstrated inter-rater reliability over 85%. These statistics consolidate the conclusions
and advocate the broader implementation of our findings into the national education system.

Participants expressed high satisfaction in the surveys, again topped by diplomatic simulation at 94%.
Attendees liked the real-life scenarios and that these were transferable to both work and studying. Art
collaboration came next in 92%, and language immersion at 87%. “The video simulation was so reminiscent
of a real-world international debate,” one student at a Kazakh university noted. It readied me better than any
textbook.”

Digital trace data indicated that participants in the simulation module utilized culturally responsive
techniques more often, such as checking for understanding, restating partner’s perspective, and discussing
cultural norms. The high correlation (r = 0.74) between the behaviours and the end of ICC scores indicates that
skill-building through virtual diplomacy is direct.

" Also of note is that those with little cross-cultural conversation experience went on to express elevated
levels of self-confidence and initiative. This is consistent with Bandura’s model of self-efficacy, which places
emotional involvement at the core of behavioural change in complex social environment [1].

The design and results of the study offer a basis for the implementation of virtual intercultural learning
systems in the Kazakhstani educational practice. In the context of a country with bilingual and a trilingual
Kazakh, Russian, and English, the employment of personalized immersive digital modules represents a scalable
vehicle to introduce and develop cultural diplomacy skills among youth as well as civil servants. Further, the
decentralized participatory aspect of the artistic environment in the sim as a model of Kazakhstan’s strategic
pursuit of soft power diplomacy via cultural exchange over state propaganda.

In summary, the research demonstrates that well-crafted virtual modules—particularly if they are
anchored in real-world problems, artistic dialogue, and language immersion—could potentially contribute to the
needs of research and policy in understanding how to promote national cohesion and international collaboration
in the context of Kazakhstan. According to Melissen, the future of diplomacy is “networked participation,” and
students and educators and artists count in the above-mentioned landscape [11]. Kazakhstan is poised to take
the lead in this emerging model of diplomacy by supporting educational innovation of this kind.

Discussion. The findings of this study underscore the transformative impact that interactive virtual
environments can have on cultural diplomacy, in the context of Kazakhstan and given its particular social,
cultural, and geopolitical situation. Being a multiethnic, multilingual state that aims to become a centre of
intercultural dialogue in Central Asia, Kazakhstan encounters several opportunities and challenges when it
comes to facilitating meaningful cultural exchange. Use of virtual languages and artistic systems, as in the case
of this study, is a potential approach to expanding these efforts beyond traditional diplomatic arenas.

What makes these discoveries unique among past work is the explicit combination of language, creative
arts, and simulation-based diplomacy within a single integrated framework. Institutional programs such as
government-to-government exchanges, touring exhibitions, or educational sponsorships have been the focus of
much research into cultural diplomacy in the past [12]. But the present study is part of a recent trend in research
that has started to significantly school attention from elite actors to ordinary citizens engaging in intercultural
diplomacy. As Cull has noted, “public diplomacy is no longer the exclusive domain of state actors”, digital take
up has increased this [4].

A useful finding of this study was that the virtual modules had different effects on structural changes.
The diplomacy simulation unit was revealed to be the best at improving the students’ capacity to negotiate,
contextualise culture, and communicate with emotional intelligence. These findings are consistent with those
from its precursors - challenging performance simulation - in that role-playing and ‘real” emotional engagement
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are key factors in changing behaviour [9]. It is noteworthy that our ratings of the simulation are very high and
ratings for intercultural competence are significantly raised with-out feeling that the simulated domain is further
removed from real-life diplomatic exchanges than is the case—where rapid adjustment and strategic empathy
are critical.

Collaborative creation, quantitatively less effective, added a special symbolic and affective feature to
cultural diplomacy. Participants also provided evidence of an emotional resonance and of cultural self-
reflection, findings consistent with the literature on arts-based intercultural learning [3]. In a country like
Kazakhstan where cultural heritage is a foundation of national identity, the potential to articulate and to
reinterpret traditional symbols in the digital media environment opens further possibilities for arts to forge soft
power. Furthermore, in enabling users to co-create rather than simply consume cultural content, artistic
collaboration promotes agency, a necessary attribute for diplomacy that is sustainable [7].

Although language immersion is considered a precondition, language immersion classes showed more
modest changes in higher-order intercultural competencies. This fits well with Byram’s model of intercultural
communicative competence and his separation of linguistic competence from intercultural competence [2].
Language modules were best at confidence building in practical communication, but less well-equipped for
more subtle cultural navigation. Yet these modules are a good starting point for young and adult learners to enter
broader intercultural spaces in this trilingual educational (Kazakh, Russian and English language) environment.

Relating this to international findings, the results coincide with recent meta-analyses on online
intercultural learning. A study by Liu et al. found that virtual exchanges invariably increase empathy, decrease
ethnocentrism and cause improvement in openness to diversity—including when interaction is long-lasting and
mutually reciprocal [10]. We can indeed condense this vision in the lines drawn from our results, especially
within the simulation module, where structured dialogue and cultural dispute were a hallmark within such tool.
The strong correlation between digital interaction quality and ICC scores (r = 0.74) supports the importance of
the quality not the quantity of virtual intercultural interactions.

Significantly, it also fills a lacuna in regional studies. The literature on virtual cultural diplomacy has
predominantly been examined in the western context. This study, in contrast, sees Kazakhstan as a not just a
receptor of intercultural flows, but an initiator of digital diplomacy. By embedding the study in Kazakhstan’s
national education standards and strategic policy objectives (ST RK 34.015-2006), we provide a road map on
how virtual diplomacy systems might be introduced in comparable post-Soviet space, multi-lingual, and
culturally diverse contexts.

Digital diplomacy has ethical implications that need to be recognized. Virtual spaces, although
theoretically more inclusive, also can also perpetuate cultural hierarchies, if not thoughtfully constructed. Some
participants, for instance, perceived Anglophone norms as being privileged in early discussions (which resonates
with Pennycook 2010’s critique of linguistic imperialism in digital environments) [13]. To explicate this, future
versions need to include multilingual moderation, and culturally grounded protocols that legitimize non-
Western communication patterns.

The interdisciplinary coming together of disparate research is also another important achievement of this
study. Positioned traditionally in the field of international relations or political science, cultural diplomacy is
therefore repurposed in this book, as seen through the kaleidoscope of digital pedagogy, art theory and
psycholinguistics. This interdisciplinary attainment mirrors Appadurai’s “ethnoscape” of global flows, where
media, migration and meaning intersect. A country as unique as its byways, Kazakhstan’s crossroads are the
ideal locale for these experimental intersections.

Some limitations of this study also need to be mentioned. First, although the sample is heterogeneous, it
may not be entirely representative for all demographical and linguistic sectors of Kazakhstan. Second, the
duration of the study, while adequate to observe initial competence changes, may not have been long enough to
measure retention over time, or the ability to apply the information in face-to-face situations. These results would
be further reinforced in future longitudinal studies, to ascertain if virtual diplomacy competencies are apparent
in face-to-face intercultural settings (e.g. international academic programs, community partnerships).

In addition, even though the modules were created to be accessible, digital. divides endure. Rural
participants in had to deal with lack of internet connectivity and low levels of digital literacy. These
infrastructural divides must be bridged if virtual diplomacy seeks to be an instrument for national development.
As observed by UNESCO, digital equity is also “essential to ensure quality intercultural education at a large
scale.” [16]

For the future trends, such a study opens several routes for practical use. Schools, language centres, and
youth programs in Kazakhstan can utilize these virtual modules as part of their curriculums. Artistic
collaboration platforms could be integrated in soft power outreach by culture and foreign ministries, especially
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in multilateral settings such as the SCO or the Turkic Council. Simulations could be employed by civil society
to train community leaders in nonviolent communication and intercultural advocacy.

On a more theoretical level, we are arguing that while digital diplomacy should, theoretically, not only
imitate traditional state-centric models, but rather that it should also be supplemented by or add to forms of
grassroots, creative and emotionally intelligent practices. As Melissen posits, 21st-century diplomacy is defined
by an act of “networked engagement” in which empathy, cooperation and cultural fluency are as crucial to
success as policy knowledge [11].

In sum, this study provides empirical evidence and strategic perspective in terms of how virtual language
and culture systems can reinvent the cultural diplomacy space. It confirms that, that technology supported by
inclusive pedagogy - with cultural authenticity, alongside have ability to turn citizens to cultural diplomats. For
Kazakhstan — a crossroads between East and West — it is not just an educational experiment, but also a
diplomatic necessity.

Conclusion. The approach we propose in this paper is a forward learning model aimed at nurturing
cultural diplomacy through fully immersive digital platforms, meshing virtual language immersion, art
collaboration, and diplomacy simulation in an integrated pedagogic structure. The study represents an important
breakthrough in methodological and strategic perspective on intercultural competence (IC) education, a topic
which is particularly pressing in a setting such as Kazakhstan — multilingual, post-Soviet transitional,
increasingly integrated in global frameworks. What is innovative about this research is that it takes a concept
like cultural diplomacy — which is often conceived of as a ‘top-down’ policy tool — and instead operates it as a
participatory, emotionally intelligent, digitally facilitated process.

The approach contrasts with the more traditional forms of diplomatic education, from which such training
has often been the privilege of elites in training as government officials. Whatever the level of their previous
international experience the students in the project access and engage in meaningful cross-cultural dialogue,
express their identities through creative mediums and simulate highly complex negotiation situations. This
heralds a revolutionary approach in how countries such as Kazakhstan can think about the education of human
capital required for the needs of diplomacy in the 21st century. By enabling members of the public—especially
young people, teachers, and community figures—this approach creates a stronger, more culturally connected
nation from the grassroots.

As important is the interdisciplinary synthesis of the study. Part of a wider movement towards educational
hybridity, and incorporating approaches from applied linguistics, intercultural communication, digital pedagogy
and the performing and visual arts, the research mirrors the blurring of disciplinary boundaries. The effectiveness
of the simulation module provides empirical support for earlier propositions that enriching and scenario-based
learning can influence prolonged behavioural change [9]. In addition, the role of the artistic collaboration module
complemented discussions on symbolic negotiation and aesthetic diplomacy processes, while the language
immersion module contributes to skills for communication, indispensable in generating higher levels of
intercultural understanding [9].

Crucially, the research is contextually bound to the cultural and educational demands of Kazakhstan.
Uzbekistan also wants to build closer links with India in the fields of educational reforms, digitalisation and the
development of soft power, the ambassador said, according to the Kazakh Foreign Ministry. This study directly
supports these priorities by providing a tangible, replicable framework for digital diplomacy training that can
be implemented across schools, universities, civil service academies and non-governmental organizations.

The flexibility in the model is also a significant result. Although the three modules tested in this study
were used automictically, future iterations may combine these approaches more seamlessly by providing an
interface through which participants can progress between language practice, artistic production, and diplomatic
negotiation. This would more closely emulate real life intercultural communication, where language, feelings,
culture, and symbols all meet.

This work also suggests several directions for future research. Follow-up studies of program participants
beyond the intervention period could inform the long-term effect of digital diplomacy training. Furthermore,
the inclusiveness and societal spread could be further increased by applying this paradigm in more
heterogeneous participants, for example in rural areas or in ethnic minorities or in refugees. If more mobile-
friendly versions of the platforms would evolve, the digital divides could be closed, and intercultural training
be delivered to underprivileged areas of Kazakhstan and Central Asia.

At the policy level, like the former, educational institutions and state cultural agencies could work
together for the adoption of these modules on a country-wide basis. Inclusion of such training in the school
curricula of Kazakhstan will not only boost patriotism but also develop a new generation that can present their
national culture in international forums.
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Finally, this study confirms the viability of a scalable, interdisciplinary, and culturally responsive method
for learning cultural diplomacy in the digital age. It insists that under the right tools and learning environments,
people can develop not just language but the empathy, creativity and strategic thinking necessary to serve as
cultural diplomats. The stakes are high for Kazakhstan, which could both raise its international profile and foster
domestic unity through greater understanding, by pursuing such innovative educational initiatives. With the
world growing ever more intertwined, those models may very well come to shape diplomacy of the future.
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Abstract
This article analyses the effects of rhythm and composition in musical education on the auditory and
visual perception abilities of primary schools’ students. By concentrating on the combination of formal rhythmic
instruction and culturally sponsored composition activities, the paper seeks to consider how these various aspects
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of the repertoire might affect cognitive and sensorial growth. Carried out in three schools in Kazakhstan, the
study included 90 pupils (aged 7— 10 years old) who were equated in terms of number with the control and
experimental group. The experimental group completed a 10-week programme including rhythmic technical
exercises, movement related forms and composition in traditional Kazakh musical forms.

Task evaluations were conducted pre- and post-intervention to assess auditory discrimination, rhythmic
memory, visual recognition, score-following accuracy and visual-motor coordination. The students from the
experimental group significantly excelled in all the measured dimensions compared to those from the control
group. Enhancements were confirmed by both statistical analysis and observational feedback in terms of
increased engagement, and timing and multisensory combination.

The research clarifies the educational potential of combining rhythmical, compositional teaching with
national music traditions, revealing that this encourages not only the development of perceptual capabilities, but
also a coherent national identity. It proves that rhythm and composition are not only a means of aesthetic
expression but also have beneficial effect on sensory training and cognitive development. The results provide
support for incorporating programmed rhythm-based music education into the general Kazakhstan’s curriculum
and present a model for local educational systems which may be replicated.

The authors’ plans for future work include extending the project to special education settings, assessing
long-term retention of perceptual gains, and the development of digital tools to assist rhythm-based learning.
This study in general supports the idea that music education that is based on rhythm and composition can be
considered an auxiliary for the all-round development of students.

Keywords: music education, rhythm, composition, auditory perception, visual perception.
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3Aneky Pycco arpiamarsl Belblibl MEMIIEKETTIK YHHBEPCHTETI, OHEP/ETT IIOHAPAIIBIK 3ePTTEYIIED
FBUIBIMU 3epTxaHachiHbIH (CIDA) skeTeKIici, JOIEHT, TIearoruka FhUIBIMAAPBIHBIH KaHIUIaThl, Belblibl K. ,
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MY3BIKAJIBIK BIJIIM BEPYJIEI'T BIPFAK IIEH KOMIIO3ULIUA: ECTY APKbLIbI 7KOHE
BU3YAJIAbI KABBIIIAY/IbI JAMBITY

Anoamna

Byn wakamaga My3bIKanbelK OinmiM  Oepyleri bBIpFaK I€H KOMIIO3HIIMSIHBIH OacTaybIll  CHIHBIT
OKYIIBUIAPBIHBIH €CTY JKOHE Kepy KalijerTepiHe acepi TangaHaibl. PecMu puTakThl HycKaynap MEH MOICHU
JeMEeYIITiK KOMITO3UIMSUIAPIIBIH YiJleciMiHe Ha3ap ayaapa OTBIPBHIN, MaKaja penepTyapAblH OChI opTYpi
aCIeKTiiepl KOTHUTHBTI JOHE CEHCOPIBIK Ocyre Kallaii ocep eTeTiHIH KapacThlpyFa OarbITTalFaH.
KazakcranHbpIH yi1 MekTeOiH e KYPri3iireH 3epTTeyre caHbl OOMBIHINIA OaKbLIay )KOHE SKCIIEPUMEHTTIK TOIKA
teHectipinreH 90 okymbl (7-10 >kac) KarbIcThl. DKCIEPUMEHTTIK TOI BIPFAKThI TEXHUKAIBIK YKATTBHIFYJIap/bl,
KO3FaJbICKa OalilaHbICTHl (hopManap/bl KoHE JICTYPIl Ka3aK MYy3bIKaIBIK (GOpMaNapblHIaFbl KOMIO3UIUSHEL
KaMTHUTBIH 10 anTaislk OaraapiamMaHbl asKTalbl.

Tanceipmanapasl Oaranay €CTy AMCKPUMUHALMACHIH, BIPFAKTBHI €CTE CaKTay[dbl, BU3Yyalgbl TaHY.IHI,
yrnaijan KeHiHri JAQNIIKTI )KoHEe BU3YyaJJIbI-MOTOPIIBI YHIECTipyai Oarayay YIIiH MHTEPBEHIMsIFa JICHiH XKoHe
OfaH KeWiH Kypri3iami. OKCHEpUMEHTTIK TONTBIH CTYACHTTepi Oakbuiay TOOBIHBIH CTYIEHTTEPIMEH
CaJIBICTBIPFaHia OapiiblK OJIIEHTeH oJemMaep OoibIHIIA aHTapibIKTall keTicTikrepre xerTi. JKakcaprynap
KATBICYJIBIH ~ apTybl, COHJAi-aKk Mep3iMJep MEH MYIBTUCEHCOPNIBIK KOMOWHAIUIAD TYPFHICBIHAH
CTaTHUCTUKAIBIK TaJJlayJlapMeH Jie, OaKbuIay IOTyJIapbIMEH JIe pacTaJibl.

3epTTey BIPFaKkThl, KOMIO3ULMUIBIK OKBITYAbl YITTBIK MY3BIKAJbIK JOCTYpJIEpMEH YHIeCTipyaiH
TOpOMENIK dJIeyeTiH HaKThLIaiabl, OyJ1 TeK KaObuigay KaOUIETTEpiH JaMbITyFa FaHa €MeC, COHbIMEH Oipre
OipTyTac YJITTBIK OipereimiKkke Je bIKIajd eTETIHIINH KepceTeai. byl bIprak MeH KOMIIO3HUIMS 3CTETUKAIIBIK
OeliHeney Kypalibl FaHa eMec, COHBIMEH KaTap CEHCOPIIBIK JKaTThIFyJIap MEH KOTHUTHBTI JaMyFa Maiiaibl acep
eTeTiHiH manennaeiai. Hotmwxkenep piprakka HerisnenreH OargapiiaMaliaHFaH My3bIKaJIbIK OitiM Oepyni YKaurms
KazakcTaHabIK OKYy »OCIHapblHa SHri3yre Kojay KepceTel ®oHe KalTallaHybl MyMKIH JKepriTiKTi Ou1iM Oepy
KYHeNepiHiH YITiCiH YChIHAJIBL.

ABTOpnapablH Oonamak >KyMbIC OcCHapiiapblHa >k00aHbl apHaiibl OiniM Oepy MekemenepiHe NeHiH
KEHEHTY, TIePIEHTHBTI XKETICTIKTEPIH Y3aK Mep3iM/Ii CaKTalyblH Oarajiay )KOHE PUTaKKa HETi3/IC/INeH OKbITYFa
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HETi3[IeNTeH MY3BIKAJIBIK OUTiM Oepymi OKYIIBUIAPABIH JKaH-KaKThl TaMyblHA KOMEKII JCT caHayFa OOJaibl
JIeTeH UACSHBI KOJIAN/IbI.
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PUTM U KOMITIO3UIIUSA B MY3bIKAJIBHOM OBPA3OBAHUUN: PA3BUTHUE
CJIYXOBOI'O U 3PUTEJIBHOI'O BOCIIPUATHUA

AnHomayus

JlaHHas cTaThsl HampaBlIeHa HA W3yYCHHE BO3ACHWCTBHUS PUTMa M KOMIIO3MLMH KaK YaCTH MY3bIKaJbHON
mporpaMMbl Ha pa3sBUTHUC CIIYXOBOI'O M 3pHUTCIBHOTO BOCIIPUATUA HIKOJIBHUKOB HaYaJIbHBIX KJIACCOB. ABTOpBI
(hOKYyCHPOBAIHCH HA COUETAHUH PEITAMEHTHBIX MEPOIIPUATHIA IT0 PUTMUKE U YPOKaX COUNHHUTENbCTBA MEJIOANH,
MPOBOAMMBIX B paMKaX KyJIbTypHOH IMOJAEP’KKU, YTOOBI OLIEHHTh, KaK JaHHBIC Pa3JIMUHbIC HAIPaBICHUS
MY3BIKAJIBHOT'O PEIICPTyapa MOT'YT BJIMATH HA KOTHUTUBHOC U CCHCOPHOC pa3BUTHUEC. B paMKax UCCIICIOBAaHUA B
Tpex mkonax Kazaxcrana npunsuio yuactie 90 yuyammxcs B Bozpacte ot 7 10 10 jiet, KoTopsie omnoiaM ObUTH
pa3zieneHbl Ha KOHTPOJIBHYIO U 3KCIIEPUMEHTAJbHYIO TPYyNIBl. OJKCIEpUMEHTalbHas rpynma npomuia 10-
HEZENbHYI0 MPOTrpaMMy, BKIIOYABIIYI0 PUTMHUYECKHE TEXHUYECKHE YNPa)KHEHUS Ha ABWXKCHUS (QOPMBI U
KOMIIO3UIUIO TPaJAWIMOHHBIE Kazaxckue Menoand. OIeHUBAINCH 33/1a4d 10 U MOCIIe BMEIIATEIbCTBA KaK s
TECTUPOBAHUA CIIYXOBOI'O BOCHPUATUA, TaK U IJIA pHTMI/I‘IGCKOﬁ naMsATHU, 3PpUTCIBHOTIO PACIO3HABaHUA, U
MOTOPHKH, HPAaBWIBHOIO TIOACYETa OYKOB, W  BHU3YyaJbHO-MOTODHOW KOOpAMHALWH. Ydariuecs
SKCIIEPUMEHTAJIBHON TPYIIBI IIPEB30OLUIM KOHTPOJBHYIO TPYINIy II0 BCEM MapaMeTrpaM. YIIydIleHUs
MOATBCPKAAINCH CTATUCTUYCCKUMUA aHAJIM3aMU U Ha6JHOI[€HI/ICM Ha MOBBINICHUEC BOBJICYHCHUS, CHHXPOHU3AIIUN
U MYJIBTUCEHCOPHOTO codeTaHus. Tekyliee ucciaeJoBaHUE SIBIISETCS MEPUIOM 00pa30BaTeIbHOM YMECTHOCTU
pa3paboTKH coueTaeMble 3aHATHH 110 PUTMHKE X KOMIIO3UIIH C HALIMOHAIBHBIMHU MY3bIKaJIbHBIMH TPaJAULIUSIMHY,
ACMOHCTPUPYS, YTO TaKou IoaxXod CcHuTacTcsa BI)ICOKOS(i)(beKTI/IBHBIM HE TOJIBKO JIA pa3BUTUA YYBCTBCHHBIX
CHOCOOHOCTH, HO W ISl CO3JaHMs LEJOCTHOW HAIMOHAJIbHOM WACHTUYHOCTH. Pe3ynbTaThl MOAKPEIUISIOT
NPESIOKEHHE HMHTETPAall MY3BIKAJIbHOTO OOPa30BaHMUS, CBA3AHHOIO C NPOrpaMMHUPOBAaHHBIM PHTMOM, B
Ka3aXCTaHCKUEC HIKOJBbHBIC y‘Ie6HBIe IIJTAaHBI U BBITIOJIHAKOT q)YHKHI/IIO MOACIIN AJI JTOKAJIIbHBIX 06p330BaTeJ'H)HBIX
cucreM. JlajpHelIee MIaHUPOBaHUE BKIIOUAET B ceOsl pacHIMPEHUE MPOEKTa HAa CHENUANbHBIC YUPEKICHUS,
oIpefeNIeHHEe JAOJTOCPOYHOTO XPAHEHHUS! HABBIKOB OLCHKH M Pa3paboTKy HHU(POBBIX MpOorpamm [yl noadopa
PUTMHUYECKOTO O6yquI/I$I. Uroro sto HCCIICA0BAHUE MTOMOTAaCT MOATBEPAUTH UJCIO O PUTM M KOMIIO3UIIMU KaK
BCIIOMOTaTENIbHBIX CPEACTBAX JJIsl BCECTOPOHHETO Pa3BUTHE JICTEH.

KiroueBble cjioBa: My3bIKaIbHOE 00pa30BaHUE, PUTM, KOMITO3HILIUS, CITyXOBOE BOCIIPHATHE, 3PUTEIILHOE
BOCTIpHSITHE.

Introduction. The correlation between rhythm and composition in music education has a significant
contribution on both auditory and visual intelligence specially in early years. These are not just imagistic props
that we can discard at will but are central to our evolving system of cognitive-perceptual skills. In Kazakhstan,
the necessity of teaching rhythm and composition for harmonic development of a sense as a part of an
educational process is gradually being felt.

Traditionally, the music life of Kazakhstan was based on traditions, particularly the great importance that
kuis have in shaping the cultural heritage of the nation. kuis singing demands a sophisticated sense of rhythm
and composition, making this a healthy approach to developing aural and visual abilities, and a powerful
educational tool. Studies suggest that grappling with such intricate musical forms help students’ auditory system
and the ability to think with the visual part of the brain. [1]

Recent research has confirmed that association between music training and sensory development. For
example, a study performed by Barakat et al. shows that auditory training leads to enhancement of visual
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rhythm perception, revealing an interesting inter-sensory influence in music education. This cross-modal
facilitation indicates that organised music-making activities can facilitate both auditory and visual abilities. [2]

In addition, the widespread use of digital devices in music education has brought new possibilities of
sensory development. Interactive materials and software enable experiencing the interactive environment where
students can see what they hear in a musical score that enhances the bond between the concrete and the abstract
nature of music. Such fusion of technology corresponds to the education standards of the Republic of
Kazakhstan, contributing to the development of creativity in the teaching process. [3]

There are psychological factors in the process of music education that deserve to be mentioned. Rhythmic
and melodic engagement has been associated with benefits in attention, memory and affect regulation. These
cognitive benefits are especially relevant in the early education setting where foundational skills are being
formed. Including rhythmic activities and composition analysis in the curriculum can therefore promote the
development of the whole child.

Moreover, the social value of music in Kazakhstan affords a special exception to the adaption of
traditional and classical to the modern system of education. With this blend of tradition and forward thinking,
teachers can provide an enriching learning environment that respects cultural heritage and supports sensory
growth. This method also improves hearing and sight sense while it reinforces the appreciation on the nation’s
musical heritage as well.

To sum up, the deliberate integration of rhythm and composition in music teaching can play a role as a
driving force for the enhancement of listening and visual perception. In traditional ways, with the help of modern
technologies and discoveries of psychology, the musical-educational process in Kazakhstan can use the
properties of music for upbringing a harmonious, sensitive personality. Further research and development in
this area will help to reinforce the importance of music education for sensory and cognitive development.

Methods. Rhythm and composition in the development of auditory and visual perception in music
education: a mixed methods research design was used to explore how rhythm and composition impact auditory
and visual perception in learning to read music. This approach combined experiments, interventions and
statistics to achieve systematic data collection and processing. Three general education schools with specialized
music programs in Almaty and Nur-Sultan were covered in the study with the participation of 90 students aged
7 to 10 years.

The investigation was divided into two phases: diagnostic-assessment phase and intervention phase. At
first, mean measures of standardised auditory and visual perception were taken in these two groups. The
audiological assessments consisted of pitch discrimination, rhythmic memory, and sound localization. Visual
perception was evaluated on pattern Reco-knowing tasks, visual serial processing, and the synthetic control of
visual-motor reactions by rhythm-notation reading tasks. The questionnaires were selected from existing
validated instruments and were slightly modified according to the cultural language of the country and to the
curriculum of Kazakhstan general education standards [4].

The students were split into 45 students' pilot and 45 students' control groups. Control group received a
traditional music curriculum and experimental group received in intervention that was designed to focus on
rhythm and composition. This training involved daily rhythm pattern exercises on percussion instruments,
composition exercises on melodic and rhythmic themes and training procedures aimed at integrating motor
tempo with auditory and visual stream (e.g., thythmic games of clapping along musical scores).

The experimental program was delivered for 10 weeks (four 40-min sessions per week). Planning and
carrying out of lessons corresponded with State Common Educational Standards of the Republic of Kazakhstan
and met the pedagogical standards [5]. The program was delivered the content using kui-based traditional
Kazakh rhythmic patterns as foundational, integrating them with clapping and step-based coordination activities
to make their delivery culturally relevant and embodied [6].

Student progress was monitored during instruction with formative assessment logs and weekly
performance rubrics. Behavioural engagement, auditory task response time accuracy, and eye movements during
score-reading were monitored by teachers with training in music education and cognitive psychology. These
signs were examined for vision gains.

After the program, all subjects received post-testing with the same diagnostic instruments used at
baseline. Statistical analysis was performed using SPSS (Version 25). Paired t-tests and independent t-tests were
applied to assess significance between within-groups differences (pre and post-tests) and between-group
differences (control-experimental). P < 0.05 was considered to be statistically significant.

The studies group demonstrated highly significant changes in auditory discrimination as well as in visual
tracking (p < 0.01), and those that required synchronization of visual and auditory cues. These results were in
agreement with a study from Russia and Finland, in which sensorimotor synchronisation and visual pattern
recognition can be improved by rhythmic training [7].
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Furthermore, qualitative feedback from teachers and students demonstrated greater engagement,
attention, and memory of content in the experimental group. Teachers felt that students had developed an
intuitive sense of rhythmic content and their facility in reading and playing compositions became significantly
increased [8].

Using a focused, culturally attuned rhythmic-composer intervention and rigorous study design, it was
possible to validly determine the extent to which music-structural experiences improve sensory perception. "I
don't think it would be difficult to extend this program to other educational settings based on its reproducibility
and statistically validated results.

Results. The results of the study suggest a clear and quantifiable improvement in auditory and visual
perception in students of structured rhythm and composition training. These enhancements were supported by
both quantitative data and qualitative responses from users and teachers. Comparing Post-test results between
control and experimental groups revealed a significant difference in favour of the experimental group for all
main variables.

At the end of the 10-weeks treatment, participants in the experimental group improved in auditory
discrimination, rhythmic memory and visual-motor coordination. The auditory discriminatory scores, for
example, were raised to a mean of 89 in the experimental group as opposed to 72 in the controls. There were
also comparable improvements in rhythmic memory, with the experimental group scoring 86 and the control
group 68. These findings are in line with previous neuroscientific literature that highlights the developmental
significance of rhythmic structures for perception [9].

The results on all test domains are summarized in Table 1. This table shows not only the post-test means,
but AKL the degree of %M (measures) of improvement obtained by the experimental group over the control.

Table 1 — Post-Test Performance Comparison between Control and Experimental Groups

Test Type Control Group Mean | Experimental Group Mean | Improvement
Score (Post-test) Score (Post-test) (%)

Auditory 72 89 23.61%

Discrimination

Rhythmic Memory | 68 86 26.47%

Visual Pattern | 70 88 25.71%

Recognition

Score-following 65 83 27.69%

Accuracy

Visual-Motor 67 85 26.87%

Coordination

The experimental group performed better compared to the control group in all categories as presented in
Table 1. Visual pattern recognition, for example, was enhanced by 25% in the experimental group. Studies have
found that rhythmic visual sequencing tasks lead to significant improvements in children’s abilities to perceive
and reproduce tablet-based visual motor tasks. This finding reaffirms the visual-cognitive synergy in music
learning [10].

One of the greatest improvements was observed for score-following accuracy, that is, being able to align
auditory input with notated music in real time. Averages were 83 for the experimental group and 65 for the
control group, underscoring the need to include rhythmic notation and listening tasks. These data are consistent
with emerging neuro-imaging evidence of rhythmic influences on auditory-visual synchronisation of perception
[11].

These results were also substantiated by behavioural observations during the study. Teachers reported
increased attention and faster response to auditory cues and greater confidence in score reading for their
experimental students. It was also reported that there was an increased engagement in, and participation with,
class activities, with improved spatial awareness of students playing compositions [12].

Interviews with students also suggested that, when listening, many were already starting to imagine
rhythms in their mind’s eye, hinting at a much stronger cognitive association between listening and seeing
musical organisation. This corresponds to cognitive neuroscience research finding that repeated rhythmic
exposure enhances neural connections between auditory and visual centres [7].

The significance of the data was tested by statistics. The paired-sample t-test showed significant
improvements (p < 0.01) in the experimental groups in all measures, and the independent-sample t-test also
showed equally significant differences between the two groups. These results confirm rhythm and composition
as tools for the development of the senses and provide sound pedagogical justification for their inclusion as
mainstream activities and skills.
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Content having cultural relevance would also contribute to educational success. The rhythmic designs
borrowed from Kazakh kui pieces serve as a means of enhancing the aural and cultural experiences and enable
the students to connect with national traditions and customs. There was a feeling of national pride and emotional
response for student, when national music was utilised in rhythm work [6].

In summary, the results outlined in Table 1 and the statistical and observational analysis prove that rhythm
and composition learning can produce a substantial increase of auditory and visual perception for children. This
evidence highlights the necessity of incorporating such training within educational institutions in Kazakhstan
across curriculums, not only to promote cognitive development, but for cultural appreciation [8].

Discussion. The results from this investigation provide strong support to the account that a focused
education in rhythm and composition boosts school-age children's auditory and visual perception development.
These findings add to an increasing body of literature showing that music education, pursued in a systematic,
culturally relevant manner, confers a wide range of cognitive and perceptual benefits.

These findings are even more significant given the nature of the Kazakhstani educational environment in
general. The General Education Standards for the State of the country place an emphasis not only on cognitive
development but also on the development of aesthetic and creative capabilities in students [5]. Within this
discourse, the inclusion of music education conforms and contributes to national goals of supporting the whole
child. Our findings lend empirical support to such alignment and suggest that rhythm and composition training
significantly complements crucial developmental goals, particularly sensory and cognitive integration.

In comparison, the previous Music experiences in Kazakhstan papers acknowledge traditional music’s
effect, in the formation of the cultural identity but no one explored its impact on auditory perception development
in such a specific way supported by the statistics. For instance, Utepov’s study on the kui rhythmic system
focuses on the ethnocultural aspect of the kui but does not venture into the cognitive area [6]. Our work is an
extension of this work, attempting to quantify the developmental benefits of these rhythmic structures if used
within an education context.

Such increases in auditory discrimination, rhythmic memory, and score-following accuracy support the
idea that rhythm and composition exercises are not merely artistic activities but also act as sensory training
tools. These results are also consistent with foreign studies. For example, in a study investigating gains in visual-
motor coordination and rhythmic prediction by Finnish students in structured music activities, students about
whom information on leisure time activities was known did not differ in these aspects relative to each other [13].
This cross-national similarity underscores the widespread neurocognitive advantages afforded by rhythmic
activities, irrespective of cultural setting.

However, the cultural construct of rhythm and composition continues to be a focal point here. The
incorporation of well-known Kazakh motifs in the experimental programme did not merely engage, it enhanced
teaching by offering students culturally familiar frames of reference. As Aitkalieva writes, culturally inflected
instruction is conducive to not only information acquisition, but also the shaping of identity and emotional
engagement [8].

Moreover, the results emphasize the association between music training and the formation of reciprocal
cross-modal pathways. Ivanov proposes that rhythm plays the role of a “neural bridge” (ibid) linking regions of
the brain responsible for processing auditory and visual information. The striking enhancement of students’ skills
to read and apply scores after training rhythm is in line with this suggestion. It also confirms the multimodal
nature of the intervention and consequently, our intervention program, which involved clapping, movement,
score reading and melodic repetition.

The enhanced development of students’ visual pattern recognition and visual-motor coordination of our
intervention is also reminiscent of prior experimental studies done in Russia that found that rhythmic
intervention had a positive effect on children’s working memory and pattern- tracking sense [10]. In our case,
the visual tasks employed (matching rhythmic sequences to notation, synchronized movement) provided
scaffolds for developing these skills, which may have in turn provided a clearer path to internalization of
abstract visual forms.

Another node of discussion focusses on motivation and affective involvement. Observations from the
teachers suggested that students in the experimental group had not only developed more technical but also
displayed enthusiasm and confidence. This is consistent with the theory of emotional involvement in learning
in which motivation facilitates retention and application of knowledge. As noted by Tleubergenova, *“when
students are emotionally connected, cognitive processing is better and flexible" [9].

Students mentioned that they not only felt more personally connected to the music they were studying,
but also that the experience of building their own rhythmic patterns in turn assisted them in grasping the concept
of musical form in an intuitively personal way. This compositional situation seemed to foster both creativity
and analytical thought. Therefore, the kind of two-way engagement mentioned above — learning and messing
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around — is a characteristic of high impact pedagogy, as pointed out by Ospanova in her research on multi-
sensory instruction [11].

In addition, the structure of the rhythmic-compositional program parallels suggestions by international
music education researchers who call for an integrated format. Integration of thythm and movement results in
increased memory of melodic and harmonic ideas because these concepts are experienced physically [2]. In this
respect, the current study contributes empirical evidence to theoretical paradigms that in international contexts
have been supported for some time.

The broader implications on inclusive education are also worth such discussion. It is well documented
how rhythmic and compositional training supports children with learning differences as they move toward
cognitive potential using routine and spatial organization. Our study did not involve students in the category of
special education, but the robust general student findings in our study indicate the potential for generalization.
Aliyev found that in the context of chromatism, rhythm exercises promoted children's ability to follow
instructions and to predict the changes of a situation in the classroom [12].

These pedagogical implications are further strengthened by the statistical significance of our findings. Its
universal p-value<0.01 indicates that these improvements were not random, occurring only due to the
intervention. Also relevant for future curricular development [5], the study adhered to recommended
methodological norms included in Kazakhstan’s educational research guidelines.

Inclusion of the national legacy of music not only justified cultural standards but cemented the identity-
based training. As Tulepbergenov mentioned, students tend to remember better when it comes to educational
material that are related to their culture with a better rate [4]. Our results complement this account by showing
that such acculturational blending does not detract from but in fact enriches cognitive precision.

Overall, the present study confirms rhythm and composition as tools used to increase auditory and visual
perception, and motivational and cognitive engagement in music education. Traversing statistical analysis,
cultural sensitivity, and pedagogical grounding, the project provides a model for curriculum innovation in both
Kazakhstan and elsewhere. Further research could investigate long-term consequences, as well as extend these
findings to older student samples and students with different learning difficulties. Nevertheless, as this study
demonstrates, rhythm and composition based on national tradition and conducted within the framework of
structured educational planning might have the potential to change children's sensory experiences and learning
outcomes.

Conclusion. The studies detailed provide comprehensive evidence of the developmental potential
inherent in music education through rhythm and composition. Through integration of structured rhythm training
and compositional activities based on culturally familiar material, this investigation shows that students can
experience highly significant gains in auditory and visual perception. Such results are especially relevant for
Kazakhstan considering recent initiatives in its educational policy that increasingly focus on innovation, cultural
inclusivity and formation of sensory and cognitive skills already at the stage of early schooling.

What sets this study apart is its two-fold interest: not only does it examine the cognitive and perceptual
impact of rhythm and composition, but it also locates its intervention in Kazakh national music. Although there
are several cross-cultural studies that have examined it (role of rhythm) in perception and cognition, few have
integrated the study of traditional musical practices as central to the pedagogical process. By organizing
rhythmic and compositional learning around kui rhythms and melodies known to Kazakh students, the program
facilitated listening and raised cultural consciousness. The implementation of both the dimensions above make
the results more relevant and more transferable for local schools.

And the research is empirically sound as well. The experimental plan, number of samples, and application
of statistical tests were conducted to make certain the results are reliable and repeatable. Benefits in all
perceptual skills (auditory discrimination, rhythmic memory, visual pattern recognition, score-follow accuracy,
and visual-motor coordination) consistently favoured the experimental with respect to the control group. These
gains were not only substantiated through quantitative data but also through qualitative feedback from teachers
and students, who were witness and subject of the changes in actual classroom practices.

This is of particular significance as the current field of Kazakhstani literature on music education contains
a gap in the literature. Other works are strongly oriented toward theory or culture but lack a similar extent of
coverage of perception and development. The present research attempts to fill a gap and provides a culturally
valid educational model that is both theoretically sound and practice oriented. As Tulepbergenov [4] mentioned
good music teaching should be the harmony of nation and innovation for Kazakhstan — and this might be one
chance to try it.

As for the future works there are some exciting avenues to explore. Longitudinal research would be
needed to ascertain whether these gains are long-lasting and affect other academic training, such as language
and mathematics recently related to auditory or the visual processes. Moreover, broadening the scope of inquiry
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to students with learning disabilities can determine whether the structured rhythmic-compositional process is
supportive for inclusive instruction—a focus now prominently highlighted in state policy.

A next research area is the potential of digital devices to practice rhythm and composition. Interactive
software and rhythm-based learning games are possible tools that can make these practices more accessible and
engaging, especially for rural and music educator—limited schools. The creation of such tools based on the
Kazakh music legacy could contribute to the twin objectives of perception advancement and national heritage
preservation.

The results of this study confirm the transformative power of music education in the domain of core
cognitive and perceptual capabilities, not simply musical ability, when it is deliberately designed and culturally
informed. The rhythm of composition is not only an element of composition; both are developmental devices
for organizing however it is that children end up hearing, seeing, thinking, and understanding things in this
world. It is evident that in the context of the changing educational systems in Kazakhstan, there is potential for
rhythmically structured, culturally based music education to become one of the most effective ways for raising
balanced, sensitive, and culturally competent learners.
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CTWUJIb XKYUEJEPIH CAJIBICTBIPY APKbLIBI MY3BIKAJIBIK TLJIII MEHTEPY/IIH
HUHTEPAKTUBTI 9 JICTEPI

Anoamna

byn wMakamaza CTHIMCTHKANBIK OKYHelIepAl CanbICTBIpy apKbUIbl MY3BIKAJBIK TUIAI MEHrepyne
WHTEPAKTUBTI OKBITY OMICTEpiH KONJAaHYy KapacThIPhUIAAbl. 3epTTey CTYACHTTEPAIH WHTEPIIPETALUSITBIK
JaFrAbUIApbIH, CHIHM TYPFBIAAH OWJIAybIH JKOHE HIBIFAPMAIIBLIBIK MOHEPJIUIITIH apTThIpy YLIIH ASCTYPIi Ka3ak
My3BbIKachiH >kahaHIBIK MY3BIKAJBIK CTHJIBIEPMEH Oipikripyre OarpiTTasFad. OKy KbUIBIHAA OTKI3UITeH
MeJarOTUKAJIBIK 3KCIIEPUMEHTKE AJIMAThl KaJaChIHBIH YII MY3BIKAIbIK MEKTEOiH/Ie SKCIIEPUMEHTTIK >KOHE
Oakputay TonrapbiHa OemiHreH 120 OKyIIbl KaTBICTBI. JKCIEPUMEHTTIK TOM MY3BIKAIBIK TYCIHIKTI TEPEHIIETY
YIIiH Ka3ak Kydi MeH bapokko ¢yracel CHSKTBI Kapama-Kapchbl CTHIBIEPHAl OipiKTIpETiH CaNbICTBIPMAbI
Tajamaynel, OUGPIBIK Kypajaaapabl JKOHE OHIMIUTIKKE HETi3NeNreH opeKeTTep/Al IMaijanaHa OTBIPHIIL,
WHTEPAKTUBTI OKy OariapiaMachIMeH aifHaJIbICTHI.

CanppIk Oaranaynbl, OaKbpUIay TaNJaybIH JKOHE KYPBUIBIMIBIK cyXOaTrTapabl OipiKTipeTiH apajac ojicTep
KOJIaHBUIABL. HoTmkenep SKCIIEpUMEHTTIK TONTAFbl CTYACHTTEpAiH OakbplUiay TOOBIHIAFBUIApFAa KaparaHzia
MY3bIKaJIbIK CayaTTBUIBIKTA, CTHJIMCTUKAJBIK TaHyla >XOHE OpPBIHIAY CalachlHAa AaWTapibIKTail >KOFaphl
KETICTIKTEepre KeTKeHiH kepcerti. Onap COHIai-ak WMIPOBU3AIUSHBIH YIKSH MKEMIUIITIH, ayIuTOPHUSHBIH
KOFaphl OCJICEH IUTITTH KOHE SPTYPIIi MY3bIKAIBIK (hopManap/bl 3epTTeyTe IereH bIHTACHIH KOPCETTI.

Hotmxkenep MomeHN MypaHbl CaKTail OTHIPBII, MY3bIKAIBIK OiTiM Oepylli MOAepHHU3AIMSIIAYIbIH KyaTThl
KypaJibl PETIHJC WHTCPAKTHBTI, CTHJIUCTHKAJIBIK CaJbICTBIPMAJIBI QMICTEPJl CHTi3ylmi KoJMAauael. By Tocin
CTYACHTTEpI kahaHIaHFaH MY3bIKaJIbIK OpTara JaibIHIAH OTBIPHIN, TEXHUKAIBIK €PKiH COUJIeyTe e, MOICHH
cayaTTBUIBIKKA Ja BIKHAN eTeni. Makama omicTi KeHipek OimiM Oepy »KarjailmapplHa [eHiH KEHEUTY,
MyFaJimMIep i aspiay MOAYIbAEPiH KOCY JKoHE Y3aK Mep3iMIi €HTi3y/i Koyaay YIIiH UQPIBIK pecypcTapabl
o3iprney OOMbIHIIA YCHIHBICTAPMEH asiKTallajbl. Byt 3epTTey My3bIKallbIK Tearorukaaarbl HHHOBAIMSIAp MEH
TOCTYpIepAi OipiKTipymiH TYPAKTHI YITICiH YCHIHA/BI.

Tyiiin ce3nep: MHTEPAKTUBTI SiCTEP, MY3BIKAJIBIK T, CTHIIMCTHKAIBIK CaJBICTHIPY, MY3BIKAJIBIK, OLTiM,
Ka3aKThIH J9CTYPJIi My3bIKaChl, CTYIEHTTEPAl KBI3BIKTHIPY, CaIbICTEIPMAIIbI TIEJJarOrvKa.

Mowmbexk A.', Moagam 1.’
'Kazaxckuii HalMOHAIBHBIN MEIArOTHYECKMI YHUBEPCUTET UMEHH Alast, (haKyJbTeT HCKYCCTB, JIOIEHT
kadenpsl "My3bIkaibHOE 00pa3oBaHue U Xopeorpadus”, KaHIUAAT MeJaroruueckux Hayk, AJMarhbl,
Kazaxcras, e-mail: aliva_mombek@mail.ru
“Ka3aXCKuil HAIIMOHAJILHBIN T1€JarOrMYeCKuii YHUBEPCUTET UM. Abast, (haKyJbTeT UCKYCCTB, Kadeapa
"My3bIKalbHOE 00pa3oBaHue 1 xopeorpadus”, cTyaeHt 4 Kypca oOpazoBarensHOM nporpammbel 6B01402 —
"My3bikaipHOE 00pazoBanue”, Anmarel, Kazaxcran

HMHTEPAKTUBHBIE METO/bI OBJIAJAEHUS MY3bIKAJIBHBIM SA3BIKOM ITYTEM
CPABHEHMU S CTUJIEBBIX CUCTEM

Annomayus

B nenom, B gaHHOM cTarke paccMarpuBaercsi 3PpQEeKTHBHOCTh 00yUYeHUsT MY3bIKIN3AIUH KYJIBTYPBI C
WCIIOJIb30BAHNEM HMHTEPAKTUBHBIX METOJOB, CBSI3aHHBIX C CHUCTEMAaMH JKaHPOB KyIbTTypbl. Mccriemoanue,
LETSIMHA KOTOPOTO SIBJISIETCSA CTUMYIISIIASA UHTEPIIPETALIMN, KDUTUKHU ¥ TBOPUECTBA CTY/ICHTOB TyTEM MHTErPaLliU
Ka3aXCKOH My3bIKH “OeCHK” W MEXIYHapOIHOM MY3BIKH ‘“‘OecHK’, TpEeAroNiaraeT MOATOTOBKY H3y4eHHUS
3apakeHUs1 CPaBHEHUS KYIBTYPHBIX KAHPOB C NCIIOJIH30BAHNEM MHTEPAKTHBHBIX METO/IOB.

[lenarornueckuii SKCIEPUMEHT JUTHIICS BeCh Y4eOHBIH rox ¥ OblI npeacTasieH 120 yyammmucs U3 Tpex
MY3BIKQJIbHBIX HIKOJI 3KCIIEPUMEHTATbHON M KOHTPOJBHON Tpymm . AnMarel. [pymnma jgedeHus y4uiach C
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WCTIONIb30BAHUEM HWHTEPAKTUBHOW MPOTPaMMBI, BKJIOYAIONIEH CpaBHHUTEIbHBIE HCCIENOBAHUA, ITU(PPOBBIC
WHCTPYMEHTBI U 3aHATHSI, CBA3aHHBIE C IEMOHCTpAIINEN, YTOOBI 3aTeM CPaBHHUTD PA3INYHBIE KAaHPbI, HAIIPUMED
Ka3axCKUH KIOSl ¢ Ka3axCKUM TaHLeM ,,barock” ¢yry ,,pyra”. beia ncnonp3oBana cMenianHasi METONOIOTHS,
BKJTIOUAIOIIAs KOTMUECTBEHHBIC U3MEPEHUS, HAOMIOACHUE 38 YYACTHUKAMH U OTKPBITHIE HHTEPBEIO.

BrIBOZIBI  OCHOBHBIE THIOTE3BI: AKCHEPUMEHTANBHBIE TPYIIBI TMPOSBISIOT 3HAYUTENBHO OOJIBIIYIO
MEJOANYECKYI0 KOMIIETEHIINI0, OCO3HAaHHWE J>KaHPOB W TEKCTypUPOBAaHHBIE WIPHI IS YYALIUXCS, YeM
KOHTpOJIbHBIE Tpynmbl. OHH TaKXKe CTAHOBATCS Oojiee THOKUMHM B Pa3BEACHHIO, IPOBOIST OOJbIlle BpeMEHH Ha
CaMOCTOSITETIbHBIE MCCIEIOBAHNS B KJIACCE W M3yUEHUs BCEX CTHIICH, 3aHMMAIOT OOIBIIHI MHTEPEC KO BCEMY
KaHPOBOMY periepryapy. JlaHHbIe HcciaeIoBaHNS TOATBEPKAAIOT, YTO MPUMEHEHNE WHTEPAKTUBHBIX CITOCOO0B
UACHTU(QHUKALUHN CTHICH 3QQEKTUBHO AJIS pecTaBpaluu KyJbTYPHOTO MY3BIKAIBHOTO 00pa3oBaHUs. YpOBEHb
WCTIOJIHUTENICH MO3BOJISIET UM CBOOOIHO BIAJETh TEXHOJIOTHSIMU M, TAKUM 0Opa3oM, MOBBICUTH KYJIBTYpHBIH
YpOBeHB UX Mpo(hecCHOHATFHOTO 00y4YeHHs B TIIOOATN3NPOBAaHHOM MHUpE My3bika. HakoHeI, 3TOT JOKyMEHT
JlaeT PEKOMEHIALMH I pacIlMpeHHs YPOBHSI 0Opa3oBaHMsA, yAedseMoro mpoOlieMe, MHTErpauud y4eOHbIX
nocobuil u pa3paboTKe HUQPPOBBIX pPecypcoB Aisl obOecrlieueHHs: yCTOW4YMBOW mpakTHKH. [IpencraBieHa
YCTOWYHMBAs MOJIENb B TOPTOBIIE M UAESIX 00 OOYIEHNN MY3bIKH: 3TO MHHOBAIIHS U TPa UL,

KiioueBble c/10Ba: WHTEPAKTHBHBIE METONBI, MY3BIKANBHBIA SI3BIK, CTHIHUCTHYECKOE CpaBHEHHE,
My3bIKaIbHOE 00pa3oBaHME, Ka3axcKasg TPaJUIMOHHAS MY3blKa, BOBJICYCHHE CTYACHTOB, CpPaBHHUTEJIbHAS
TearoruKa.

Mombek A.!, Moldash D.?
! Abai Kazakh National Pedagogical University, Faculty of Arts, Associate Professor of the Department
of "Music education and choreography", candidate of Pedagogical Sciences, Almaty, Kazakhstan, e-mail:
aliva_mombek@mail.ru
2Abai Kazakh National Pedagogical University, Faculty of Arts, Department of "Music education and
choreography", 4th year student of the educational program 6B01402 — "Music education", Almaty,
Kazakhstan

INTERACTIVE METHODS FOR MASTERING MUSICAL LANGUAGE BY COMPARING
STYLE SYSTEMS

Abstract

This article discusses the effectiveness of using interactive methods of teaching for mastering musical
language in comparison of stylistic systems. The investigation aims to integrate Kazakh “besik” music and
international music associated with this musical stream in order to stimulate interpretative, critical and creative
thinking among students. The pedagogical experiment lasted the academic year and included 120 students from
experimental and control groups of three music schools of Almaty. The treatment group participated in an
interactive curriculum that included comparative studies, utilization of digital tools, and performance-based
activities to contrast various styles - e.g., Kazakh kuy vs. Baroque fugue - for enhanced musical understanding.

A mixed methods design, which included quantitative measures, participant observations, and structured
interviews was used. The experimental group gained significantly better melodic literacy, stylistic recognition,
and performance quality than the control groups. They were also more flexible in their improvisation and more
engaged in classroom development and had higher interest in discovering different types of musical genres.

The results validate implementation of interactive, stylistically contrastive approaches as an effective
strategy for revitalizing music education within the context of cultural patrimony. This allows for technical
fluency and adds a cultural level to their preparation in a globalized musical world. Finally, the paper offers
suggestions for scaling the approach to wider educational contexts, integrating teacher training packages and
creating digital resources to support sustained practice. It represents a sustainable model that combines
innovation with tradition in teaching music.

Keywords: interactive methods, musical language, stylistic comparison, music education, Kazakh
traditional music, student engagement, comparative pedagogy.

Kipicne. My3bikainsik 6i51iM Oepy 3BOJTIOIMACH MY3bIKAJIBIK T11JII MEHI'€PY/l apTTHIPYAbIH HHTEPaKTHBTI
ozicTepiHe, acipece CTMIIMCTHUKAJBIK JKYyHeJIepal calbICThIpMalbl TYPAE 3€pTTey apKbUIbl OapraH cailbiH Oaca
Hazap ayjaapa Oactajabl. Bys1 Tocia KiacCHMKaIbIKTaH Kasipri 3amanra jaeiinri JKone BaThICTBIK mocTypiepacH
BatbIcTBIK emMec mocTypiepre AEWiHTI opTypJii My3BIKANBIK CTHIBAEPl TYCIHY CTYACHTTEPIIH MY3BIKAIBIK
TYCIHIr1 MEH SKCIPECCUBTI MYMKIHIIKTEPiH TEpPEHAETE aTaThbIHBIH MOMBIH A IBI.
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Bys1 neparorukaisik aybickiMaa Komaner Omici, Jlaaskpose EBpurmukacs! sxone Opd LyabBepk CHIKTHI
HMHTEPAKTUBTI OKBITY 9/icTEMENIepl MaHbI3bI poil aTKapasl. Meicaisl, Kodaly Omici My3sikaibik O11iM Oepyi
OanaHblH €H KOJDKETIMAl Kypajlbl—IaybICIIeH OacTaylblH MaHBI3ABUIBIFBIH aTal KepceTell >KOHE MOACHH
TYPFBIIaH MaHBI3bl KOHTEKCTE MY3BIKAIBIK YFBIMIApAbI YHpPEeTy YIIIH XanblK oHAepiH KamTuabl. Dalcroze
Eurythmics ctynenTTepre My3bIKaIBIK YFRIMIAPIE] KHHECTETHKANBIK TYPFBIIaH KaOblIAayFa MYMKIH/IK OepeTiH
KO3FaJIbIC apKbUIbI BIPFAKTBI, KYPBUILIMIBI OHE MY3BIKAIBIK JKCIPECCUSHBI yipeTyre OarbiTTanraH. Opd
[lynBepk My3bIKaHBI, KO3FAJIBICTBI, IpaMaTyprusHbl KOHE ceiijieyai OananapAblH OWBIH oleMiHe yKcac
cabakrapra Oipikripeni. by omictep OGenceHmi KaTbICY/IbI, MMIIPOBH3AIVSHEI )KOHE MY3BIKaHBI TYTAC TYCIHYII
BIHTATAH/IBIPAJIBL.

KazakcraH KOHTEKCTIHIE OChl MHTEPAKTUBTI 9HICTEpi ASCTYpPil My3bIKaJbIK OiiM OepymeH OipikTipy
MEepCIEeKTUBANBI HOTIXeJep KoepceTTi. KemkeranneBa Axmonnad JKyOaTKeI3bIHBIH 3epTTeyl ASCTYPIi Ka3ak
MY3BIKAJIBIK O1TIMIH 3aMaHayl MHTEPAKTHBTI 9ICTEPMEH YIITACTHIPY OKYIIBUIAPIBIH MY3bIKAIBIK MIeOepiri
MeH OaranayblH Kajail apTTBIpaThIHBIH KepceTeni [1]. 3eprTey OapbIChIHIA OKBITYABIH HEFYPJIBIM TapTHIM/BI
KOHE THIMJI OPTACBhIH KAJIBINITACTHIPY YIIIH OKBITYIBIH WHHOBALMSUIBIK 9MIICTEPIH KOJJaHA OTBIPHIN, MOACHH
MYpaHBI CaKTayIbIH MaHBI3BIIBIFGI aTall oTiiesl [2].

ConbIMeH Karap, MYy3bIKAIBIK OUTIM Oepyne TEeXHOJIOTHUSHBI KOJJIaHy WHTEPAKTHBTI OKBITYIBIH >XaHa
xonaapbH amTel. Hudpneik nnardopmanap MeH KonganOamap skeKeleHIipiireH oKy ToXiprOeciH, aepey Kepi
0aliIaHBICTHI JKOHE MY3bIKAJIBIK CTHUIIBJICP MEH PECYpPCTAPIbIH KeH ayKbIMbIHA KOJ )KETKIi3y/li KAMTaMachI3 eTeli.
By kypangap CTyOeHTTepre opTypJli My3bIKaJbIK IEMEHTTEPAl TAIJAAWTHIH XKOHE Kapama-Kapchl KOSTBHIH
WHTEPAKTUBTI MOJYIIBAEP/Ii YCHIHY apKBUTBI OPTYPIi CTHIIMCTUKAIBIK JKYHETepli CalbICTRIPYAbl dKESHUIIETE/].

CTUITUCTUKANBIK JKYHenepli MHTEPaKTHUBTI 9/IiCTepP apKbUIbl CAILICTBIPMAIBI TYPAE 3€PTTECY TEXHUKAIIBIK
JAFABLIAp/bl JKETINAIPIN KaHa KOMMal, ChIHU TYPFBIAH OWjay MEH MOJICHHM CaHaHBI JaMBITAAbl. Op TYpIi
MY3BIKQIBIK ASCTYPIEpAl KOJJaHa OTBIPHIN, CTYACHTTEP MY3BIKaHBI op TYpJi epHeKTepi Oap omOebam Tin
peTiHIe XKaH-KAKThI TYCIHY/I JaMbITaabl. ByJ1 Toci My3bIKaIbIK KOHTEKCTTEP/IIH KeH ayKbIMbIHA OeHimaenyre
KoHe Oaranayra KaOiJeTTi »aH-)KaKThl My3bIKAaHTTApIbl IIBIFAPyFa YMTBUIATHIH 3aMaHayd MY3BIKAIBIK OLTiM
OepyIiH MaKcaTTapblHa COUKEC KeeTi.

KopbIThIHbITAN KeTle, CTUIIMCTHKAJIBIK JKYHEeIepli calbICThIPy apKbUTbl MY3bIKaJIbIK TUIAI MEHIepyaeri
MHTEPAKTUBTI QMICTEPAiH WHTErpalMsIChl MYy3bIKJIBIK OUTiM Oepyleri adTapiblKTail inrepiieymi Ouripei.
JocTypi memarorukanbslK TOCUIAepAl 3aMaHayd TEXHOJOTHSIAPMEH JKOHE aiyaH TYpJli My3bIKaJbIK
CTWJIBJICPMEH YUJIECTIpE OTBIPBIN, TOPOHUEIIIICP CTYASHTTEP/l YKaH-)KAKThl My3bIKa QJIEMiHE aMbIHIAWTHIH
JMHAMHUKAIIBIK XKOHE MHKITIO3UBTI OKY OPTACBIH KYpa anajbl.

Oaicrep. CTHIUCTHKAIBIK XYHeTep i CaabICTHIPY apKBUTBI MY3bIKAIBIK TUTAI MEHI€pYIeTi MHTePaKTUBTI
omicTepHiH THIMIUITIH 3epTTey YIIH OKYy JKBUIBI IIMiHIE KYPBUIBIMIABIK II€JarOTHKAIBIK 3KCIIEPHUMEHT
xyprizinagi. 3eprreyre KazakcTaHHbIH AJIMaThl KaJlachIHJAFBI YII TYPil My3bIKaJbIK MekTenTiH 13-16 xac
apasbIFbIHAaFel 120 OKYIIBICHI KATBICTBI. BYJI CTYJACHTTEP JKBIHBICHI, MY3BIKAIBIK OLTIMI jkoHE OacTamKhl
meOepiik AeHreii OolibiHImIA Oipaed exinmiri 6ap OakplIay XKoHE SKCIEPUMEHTTIK TonTapra OemmiHi, onap
MYy3bIKa TEOPHSICHI, €CTY KaOIJIeTi )KoHE OHIMAUTIKTI Taj11ay OOMBIHINA aJIIbIH ajla TEeCTUICY apKbLIbI AHBIKTAJIJIbI,

DKCIEPUMEHTTIK TOTIKA CTHIIMCTHKAJIBIK CANBICTBIPYFa 0aca Hazap ayJaparThlH HHTEPAKTUBTI 9[iCTEMEHI
KoJIaHy Tanchipbuiabl. CabakTap caHAbIK aylauo KyMbic ctaHiusuiapbl (DAW), HHTEpaKTUBTI TaKTajgap )KoHE
SmartMusic xoHe Auralia cuskThl OuUTiM Oepy OarmapiaMalbiK KacaKTamachl CUSKTHI WHTErpallUsIaHFaH
TEeXHOJNOTUsIapAbl KaMTuabl. OKy OarmapiiaMachiHAarel opOip MOIy/Ib €Ki KapaMa—KapChl CTHJIUCTHKAJIBIK
XKYWeHi OipikTipyre apHaJFaH—MBbICANIBI, Ka3aKThIH JOCTYpili Kyii MeH bapokko d¢yracel Hemece
PoMaHTHKANBIK OTIpIKIIN JKOHE 3aMaHayH JpKa3 MMIIPOBH3ALMUACHI-KATAP THIHJIAY, HOTAIMSIIBIK TaJJay KOHE
KETEKII OpbIHJAY apKbUIbl YCHIHBUIFAH.. BYJl TOCin CTyIEeHTTepre MOJaibAbl KYPBUIBIMIAP, OI-0pPHEKTED,
TapMOHHKAJIBIK MPOTPECCHsIAp, TEKCTypaiap >KOHE CO3 TIPKECTepl CHSKThI epeKile Oenriiepii aHbIKTayra
MYMKIHZIIK Oep/i.

Op cabak KypbUIBIMIBIK (hopMarta ©TTi. AJIJBIMEH CTYISGHTTEp €Ki CTUJIBbJAIH Y3IHIIJICPIH THIHJAI,
YKCACTBIKTap MEH ailbIpMaIIbUIBIKTApIbl aHBIKTAY YIIIH BeHH muarpaMmachit Tamiay/s! askraiasl. ConaH Kelin
My3bIKa TEOpHSCHl OOWBIHIIA KYMBIC JONTEpiepi MEH KYJIaK JKATTHIFyJapblHA apHalfaH KOCBIMILAIAP.bl
KOJIZJaHa OTBIPBIT, oJlap OelTaHbIC OONiKTepHeri CTHIUCTUKAIBIK MapKepyepl aHbIKTayFa MalIbIKTaHIbl.
CoHpIHJIa, CTYIEHTTEpP 9p CTHJIbJIC KBICKA IIbIFapMaliap Hemece parMeHTTep OPBIHAAbI, CONaH KeHiH eKeyiH
apajacThIpyAbl KaKET €TeTIH MMIPOBHU3ALMs TalcChlpMajapblH OpblHAaAbl. by cabakrap OenceHAUTIK NeH
JIOIIIIKTI Oaralnay YIiH )Ka3bUTbII, KalTa Kapasbl.

Bakputay ToObI HAKTBI CTHIIMCTHKAIBIK CAIBICTBIPYCHI3 HEMECE TEXHOJIOTUSITBIK HHTETPAIIUSACHI3 JOUEKTI
My3bIKa TEOPHUACHI MEH OHIMAUIIKTI JAaMbITyFa HETi3IEIreH IOCTYPJl 9MicTi JKajaracThipiabl. Hyckayibik
MyFainiMzepre OarbITTalFaH >koHe OipiHII Ke3ekTe baThICTHIK KiacCHKalbIK penepryapra OarbiTTanraH. Exi
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TOIKA apHAJFaH MaTepuaiap jKachlHa JKOHE JCHTreliHe ColfkeC MYKHST TaHJAJIbl, SKCIIEPUMEHTTIK TOTITHIH
penepTyapbIH/ia Ka3aKCTaH/IbIK JKOHE XaJIbIKapaJbIK JOCTYPIICPICH ajblHFaH YITUIep OOMIbI.

Hotmxenepni Oaramay ke3iHzme apamac omicTep KoJMAHbUIABL. CaHOBIK MOJIIMETTEpP MY3BIKAIBIK
cayaTTBUIBIK, CTHIIMCTHKAJIBIK TaHy >KOHE OPBIH/AAY TEXHUKAChl OOWBIHIIA aJIZbIH - aJla KoHe KeHiHT1 TecTinepai
KOJIJIaHy apKbUTBI >KUHAJBL. CTaTUCTHKANBIK TECTUIEY TONTap OOWBIHINIA OKY JKETICTIKTEPIH CANBICTHIPY YIIiH
KYNTacTRIpbUTFaH t-tests skoHe ANOVA kemerimen sxyprizinmi. Camansl JepekTep CTyASHTTEpPMEH KOHE
OKBITYIITBIIAPMEH KYPBUIBIMJIBIK CyX0aTTap, COHJai-aK OKYIIBUTAPABIH OCICCHILIIT, CHIHA TYPFBIJIaH OWJIaybl
JKOHE KYpIacCTapbIHBIH ©3apa opeKeTTeCyl CHUSKTHI KOPCETKIIITep YIIH KOATaIFaH cabaKThIH OeifHe Tainaysl
ApKBUTBI KHHAJJIBL.

Hotmxenep Gaxpiiay TOOBIMEH CalIBICTBIPFaHIA SKCIIEPUMEHTTIK TONTHIH CTATHCTHKAIBIK TYPFBIAAH
alTapnbIKTall jkaKcapraHblH KepceTTi. MHTepaKTUBTI, CalbICTBIPMANbl 9JicTepre YIIbIparaH CTYISHTTEp
TeCTiJIeyeH KeHiHTi HoTmkenep OoifpHIIa 6akpuiay ToOBIHAAFE! 11%-0eH canpicTeipranaa opra ecemnmed 24%
- ¥a )kakcapsl. bakpuiay Tangaysl COHBIMEH KaTap KCIEPUMEHTTIK TONKA KaThICYIIBUIAPIBIH bIHTA-KIrepi MeH
KBI3BIFYIIBUIBIFBIHBIH apTKaHBIH KepceTTi. AxMeroBa [3] aram ©TKEHJCH, "IIBIHAWBI MY3BIKAIBIK JAMy TEK
PENpPOIyKITHS apKbLTHI FaHA eMec, Oapiay yKoHe KOHTEKCTIK TYCIHY apKbUIBI 1a TyBIHAAW/IBL.”

MaHBBIBICH, MYFATIMIEPAIH CYX0aTTaphl MeAaroruKalIbIK OIayIbIH 63repyiH aHBIKTa b, Topouemniiiep
CaJIBICTBIPMAJIBI 9Zlic My3bIKara OipTyTac Ke3KapacThl bIHTAIAaHABIPATHIHBIH Xabapiaasl. OnapasiH Oipi: "eHnai
MEHIH OKYIIbUIAPHIM KOMITO3UTOPIAPABIH HENiKTeH Oenrimi Oip TeKCTypalapasl HeMece peKuMIepi
TaHJaFaHBIH CYpaiabl—OyIT MocTypii cabakrap/aa emKamias naiina 6oiamarad cypakrap."byn tpancopmanms
CMaryJIOBTBIH CHOCKTEpIHAEC KOpPCETUIreHAeH IOHAPANbIK MY3bIKAJIBIK OUTIM  Oepymeri  ajiJbIHFbI
TYKBIPBIMAAPABI KONITanas1 [4].

PenpomyKTHBTUTIKTI KamMTaMmachl3 €Ty VIIIH OChl JKCIIEPUMEHTTE IaiJalaHbUIFaH OapiblK cadak
KOCTaplapbl, Marepuaijapbl >koHe Oaranay pyOpuKalapbl KYXKaTTalAbl JOHE 3EpTTEYAiH KOCHIMIIA
MatepuangapbiHa eHrizinmi. Ogap MemiiekeT OSKITKeH OKYy JKOcCIapiiapblHa HEri3JieireH skoHe Mycarajinena
YCBIHFaH 9JIICTEMEIIK HYCKayJIapsl OPbIHAAN OTBHIPHIN, MY3BIKAJIBIK OUTIM Oepymi 3epTTeyAeri XalbIKapaibIK
CTaHIapTTapFra coiKec Kememi [5].

Byt Tocisn My3bIKaIIBIK TUTI MEHT€PY/li HBIFAHTHIN KaHa KOWMa¥Ibl, COHBIMEH KaTap aJIalTHBTI OIay MEH
MOJICHU CayaTTBUIBIKTBI apTThipansl. JKahanmanran My3bIKaJbIK OpTala CTYACHTTEPHAI OCBHl KypajlapMeH
KaOIBIKTAy €H/Ti MIHACTTI eMec-0yJ1 eTe MaHbBI3bI.

Haruxenep. OKy KbUIBIH/IA )KYPTi3UIreH SKCIIEPUMEHTTIK TaJay CTHIIMCTUKANBIK CAIBICTHIPY apKbLIbI
MY3bIKQJIBIK TiJII MEHTEpYAeri MHTEPAKTHBTI 9MICTEP/IH IMEAarorMKalIbIK KYHBUIBIFBIH KOPCETETIH CEHIMII
TYXKBIPBIMJIAP KUBIHTBHIFBIH kacapl. CaHIBIK HOTHXKENEP, COHIal-aK canaibl Oakbuiayiaap OYJ MHTErpaTHBTI
TOCUT CTYHSHTTEPIiH MY3bIKAJIBIK OUTIMIHE KapaMacTaH TEXHHUKAIBIK [IeOepiirine e, aHaIUTHUKAIBIK
TEePEeHJIITIHE JIe KaJlall bIKIaJl €TeTIHIH KOpCeTeIl.

DKCNEpUMEHTKE JICHIH €Ki TON Ta CANBICTHIPMAIIBI TYPJC KAKChl HOTHXKE KOPCETTI, OpTalla aijblH ana
0aJu1 3KCIepUMEHTTIK TonTa 58,2% xoHe OaxpuIay ToOBIHAA 57,9% Oonabl. ApanacynaH KeiiH SKCIIEPUMEHTTIK
TOIITBIH TECTiJICYAIeH KeliHri oprama ynaiibl 82,3%-Fa JieifiH KypT ocTi, ajl 0aKpuIay TOOBIHBIH OpTalia yIaibl
68,6% - ra geiliin >xakcapysl (1-Kecte). DKCIepUMEHTTIK TONTHIH KepceTKimTepiniy Oyn 24,1% - ¥a apTysl
Oakpiiay TOOBIHAa Oaiikamran 10,7% - Fa alTapiblKTail KapaMma-KaWIipl KeJemi, OyJl WHTEPaKTHBTI
CaJIBICTBIPMAJIbI 9/IICTEMEHIH THIMJIUIITIH KOpCeTeIl.

Kecte 1. Tectineyre neitinri skone Onan Kefiinri oprama bannnap Men XKakcaprynap

Ton Tecrineyre Jeitinri Oprama | Tecrineynen Keitinri Oprama Kaxcay (%)
baaa (%) bana (%)
OKcnepuMeHTanas! | 58.2 82.3 24.1
TOII
Bakpinay ToOBI 57.9 68.6 10.7

TepeH Tamjay SKCIEPHUMEHTTIK TONTAFbl CTYIEHTTEPIH THUMOPANbIbl KOHTPACT, apPTUKYISAIUS KOHE
PUTMHKAIIBIK WKEMIUTIK CHSKTHl CTWJIMCTUKANBIK KACHETTEpJi JKaKChl TYCIHETIHJITH KepcerTi. by
KannpioaeBanbiy [6] OakpuiaynapblHa ColiKec Keliemi, o "OipHelle CTWIMCTUKANBIK (popManapra ocep ery
OKYUIBIHBIH KYp/eJi My3bIKAIBIK KYPBUIBIMIAP/Ibl 2XKbIpara jkoHe imTel kadbinay KabineTid KymenTesi.”

CryneHTTepAiH 3cceliepi MEeH YIIrepiMi Typajbl oiiap caHAbIK JepeKTepli oaH api pactaisl. OKymbLIap
MOJ/ICHU KOHTEKCT IIeH KOPKEMIIK HUET TypaJbl XadapAapiIbIKThIH apTKAaHBIH kUi atan oTTi. bip cryneHT Obutait
Jett )ka3/pl: "baXThIH npenroqusichiHaH KeliH KYH oifHay MaraH OasiHiay 1aybICTapbhlHBIH KaHIIABIKTBI OPTYPIIi
00Jlybl MYMKIH €KEHiH TyciHyre MoOyp eTTi, TINTi ekeyi Je acnantelk OasHmay Oosca na."byn Oaiikay
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JKanaOekoBaHBIH [7] Ke3KapachlHa COMKeC KeJemi, OJ "KOHTEKCTIK COMKECTIK HEFYPJIbIM HIOAHCTHI
WHTEPIPETANMSHBI BIHTAIAHIBIPAIBL.”

CTUIUCTUKANBIK TaJl[ay TYPFBICHIHAH SKCIEPUMEHTTIK TOI MUKPOJCHTCHACT] epeKIIeTiKTepi aHbIKTay
YLIiH >kaKchl ska0apikTanFad. COKbIp ayIUOKIHMIITEP YCHIHBUIFAaH Ke37e, OChl TONTaFbl OKYIIbLIapAbIH 87% - bl
MY3BIKAJIBIK CTHJIBIL ASJ JKIKTEl, an Oakpuiay TOObIHIAFE! 64% - BI FaHa. MyHnmail monmik OesceHl ThIHIAY,
CaJIBICTBIPMAJIBI TAIIChIPMANap JKOHE KMHECTETHKAJIBIK KYIICHTY apKbUIbl JaMbIFaH TEPEH €CTy CayaTThUIbIFbIH
KepceTei.

OnimainikTi Oaranay Ke3iHAe HYCKayIIbUIap CTYASHTTEPII MOHEPIIUTIITi, JOJAIri KOHE CTUIMCTHUKAIBIK
monpairi OoiprHma 1-meH 10-ra meiiinri pyOpHWKaHBI KONAAaHA OTHIPHIN Oaranaabl. bapiplk KOMIIOHEHTTEp
OobIHINIA SKCTIEPUMEHTTIK TONTHIH OpTalla yrnaisl 8,4 Kypaasl, an 6akpuiay TOOBI opTaima ecenmeH 6,9 Gamn
KHUHAABL. bBip KBI3BIFBI, DKCIIEPUMEHTTIK TONTAFbl CTYACHTTEP ©3 TEXHUKANAPBIH OPTYPIl CTHIBAEpre
OeifiMaeyae YJIKeH MKeMIUTIKTI KepceTTi—Mpicassl, POMaHTHKaNBIK penepTyapaarsl jeraro (pa3anrapbliHaH
JDKa3[arsl HeMece STHHKAJBIK WAMOMallaplarbl CTaKKaTo apTHKYsIMsAChHA keury. byn MykameBanbiy [8]
"MyTBTHMOJANBABI  OKBITy SKCIPECCHBTI CTpaTerusuiapibl CTHIMCTUKAIBIK IIeKapanap apKbulbl Oepyre
MYMKIiHIIK Oepeni.”

Hepexrepmin Tarsl Oip KabaTbl My3bIKa MYFaIIMJIEpPIMEH cyXxOaTTaH ajblHAbI. MyFamiMaep ChIHBITAFbI
OCJICEHAUTIKTIH apTKaHBIH >KOHE OKCIIEPUMEHTTIK TONTAFbl KYpPAACTapbIHBIH OacIIbUIBIFBIMEH CTHXHSUTBIK
JUAJIOT XKYpTi3inreHin xabapnaapl. Onap cTyAeHTTepAiH HHTEPIPETANHSIBIK CYPAKTap KOUBII, aHATUTHKAIIBIK
MiKipiaepai Te3ipeK JKeTKi3e anaTeiHBIH aTtam oTTi. HypreiicoBaneiH [9] 3eprreyiHAe aram OTKEHIEH,
"WHTEPAKTUBTI CHIHBII OeiMeci My3bIKaHbl YHpeTin KaHa KOWMAaiIbl, COHBIMEH KaTap CTYICHTTEpAi
MY3bIKAHTTApP CUSKTHI Olayra yipereni.”

WmnpoBuzanusira KeneTiH 00JicaK, SKCIEPUMEHTTIK TONTarbl CTYACHTTepAiH 73% - bl €Ki IoCTYpAiH
CTHJIMCTHKAIBIK 3JICMEHTTEPIH ©3JICPiHiH 0acTanKbl MYy3bIKAJIbIK UCSUIAPbIHA COTTI €HTi3e alifbl, aja OaKbuiay
ToObIHAAFBl 41% - bl Fana. Byl WMIPOBU3AIMSIBIK JKATTBIFYJIAp KETMCIMIUIIKKE, CTHJIMCTHKAJIBIK
IIBHARBUIBIKKA KOHE ©31HIIIK epeKIeNliKKe HeTi3IeNreH. by TYKbIphIM UMIIPOBU3AIUSHBI MY3bIKAIBIK €PKiH
Celey/i TaMbITy KYpaJlbl peTiHe kakraran PaxumskanoBThIH [ 10] ke3KapackH KepceTei.

AKBIPBIH/IA, KAaThICy KOPCETKIIITEpl J¢ OH TCHACHIUSHBI KOPCETTI. DKCIEPHUMEHTTIK TOIKA KaThICY
TYPaKTHI Typ/i€ )KOFapbl OOJIIbI )KOHE OCHI TONTAFbI CTYACHTTEP KOChIMIIIA cabaKTapIbl HEeMece MaTepHasiapbl
Ui cypanbl. AkprHOBaHBIH [11] eHOeriHae aTam oTireHaeH, "KbI3IFYIIBUIBIK TOPTIITI TYABIPAIbl; CTYASHTTEP
OKY MaTrepHalibiIMEeH HEFYPIIbIM KOTl KapbIM-KaThIHAC )Kacaca, COFYPIIbIM oylap Oactamaiibul 6omaabl.”

By nepekrep skMHAFbI—OHIMIUTIKTIH CaHABIK 6CYi, camaibl peduieKkcus, MyFaTiMIepAiH MiKipiepi xoHe
CBIHBINTAFbI 0AKBLIAYITAP-CTUIIHCTUKAIBIK CABICTRIPYFa HET13/IeTeH HHTEPAKTUBTI dicTep i KeHIpeK KOIJaHy
YIUiH CeHIMII Aamenaep KenTipeni. by HoTmxenep NporpeccuBTi My3bIKaJbIK [IE€1arOTUKaHbIH XaJIbIKapasbIK
TeHJICHIUSJIApbIHA Calikec Kenei, Mpicaibl, bepeskHoit KykartaraH [12], Oy TocUIIiH sxahaHIbIK ©3€KTUIITH
OZIaH 9pi pacTanbl.

Tankpliaay. 3epTTey HOTWXKENIEPI WHTEPAKTUBTI SIiCTEp CTHIMCTUKANIBIK CaJbICTBIPYMEH YIITACThIpa
OTBIPBIT, OKYIIBUIAPABIH MY3BIKAIBIK TUIAI MEHTepyiH eloyip apTThIpaThIHBIH aiKbelH Kepcerenmi. by
TY)KBIPBIMJIAP MEAaroruKaliblK TYPFbIJIaH 63€KTi OOJIBIN KaHa KOHMaiiibl, COHBIMEH KaTap MY3bIKAJIBIK OlLTIMHIH
Kazakcranna sxone OmaH ThIC Kepiepae Kanaid JaMUTBIHBI Typajibl MaHbI3Ib! TYCiHIK Oepexni. by gepexrep
VITTHIK JOCTYPICPIIH Jie, QNeMIIK My3blKa TOKIPHOCSCIHIH ¢ KYPACIUIIriH KOPCETETIH CTYACHTTEpre
OarbITTaJIFaH OKBITY/IBIH HHTETPATUBTI TOCLICPIHE KOl KO IaHIbl.

Byn mikipranacTeiH HETi3iHIE CTUINCTUKAIBIK, CABICTHIPY TePeHIpeK TYCIHyre MyMKiHIIK Oepelli JereH
unesa xarplp. CTyaeHTTep Hapaienbai TYpAe OpTYPJi My3BIKaJbIK CTHIIbAEpre—kKaszak Kyii MeH barbic
KJIAaCCHKAChlHA HEMECEe JKa3 UMIIPOBU3AIMACHIHA KOHE JOCTYPJi BOKAJIBIK (hopMajapra Tan OoiFaH KesJe,
oJlap MY3bIKaHbl HEFYpPJIbIM HIOAHCTBI TYPIE €CTY, OpbIHIAy >KoHE TYCIHAIpY KaOileTTepiH HambITThl. by
CynetimenoBaHbIH [13] jkacaraH amjiplH-alla TY)KBIPBIMAAPBIHA COMKeC Kelledi, ON "IIbIHAWBI MY3BIKAJIBIK
SPKIHJIIK TOJJIIKTEH ropi KOIl HOPCEHI Tajall €Te/l; 0J CTUIIMCTUKAJIBIK CayaTThUIBIKTHI KaKeT eTel.”

3epTTey/iH eH TaHFaJIapJIbIK aCIEeKTUICPiHiH 01pi SKCIIEPUMEHTTIK TONTHIH CTHIIMCTHKANIBIK MapKepJIep/Ii
XaHpnap OOWbIHIIA KoygaHy Kalijeri Oonabl. Byn CTyAeHTTep CTHIMCTHUKAIBIK KaCHETTepIi—TUMOpabIbl,
BIPFaKThI HEMece MOJalbi OOJICHIH—OeNICeH I Typ/Ae Tajjan, >KaHFBIPTKAaHJa, oJap KEHIPEK MY3BIKAJIBIK
NpUHIMITEPAL OObIHA ciHipeTiHiH Kepceteai. Ochuiaiiina, MHTEPaKTUBTI CAIIBICTHIPY MTACCHBTI OKBITYJIbI CHIHH
oliyayra alHaNIBIpanbl. By TOCiI COHBIMEH Karap CalbICThIPMalbl My3bIKaTaHyIbl OpTa jKoHE OopTa OLIIMHEH
KeHiHri oKy OarmapnamanapbiHa OipiKTipyl xakTaraH AXMETOBTHIH [14] TYKbIppIMAapbIMEH YHIAECEI.

Byt 3epTTey yiiniH Ka3aKThIH JOCTYPIIi My3bIKACBIHBIH KOCBLTYBI OHBIH TIeJJarOrMKaIbIK OaiIbIFBIMEH FaHa
eMec, MOJICHH MaHBI3IbUIBIFBIMEH 1€ MaHbI3Ibl 00kl TepMe CHUSIKTBI KYH jKoHE aybI3IIa-UMIIPOBH3AIUSIIBIK
BOKAJIABIK KaHPJIAPAB! KOJIAAHY CTYACHTTEpPre aOCTPAaKTiMi My3bIKaJbIK KOHLEMIMsIapFa MOJICHH TYPFbIIaH
HETI3JIeNITeH Kipy HYKTEeCiH YChIHABL. by Tocin Ypazanuesa [15] cuskThl OYpHIHFBI 3epTTEyiepae KOTepiireH
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Mocelenep i KapacThIpaasl, OJ1 KEPTUTiKTI moctypiepai merteretid [llamanan Teic barpicTaHABIPBUTFAaH OKY
OarmapiaManapblHaH cakTaHAbIpAbl. KaszakcTaHAbIK Marepuaibl 3aMaHayd oIICTEpPMEH WHTerpaiusiay
WITTBIK MYpaHbl CYHBUITIIAMIBI, KEPIiCIHIIIE CTYACHTTEPTe OHBI 0acKa QIEMAIK JASCTYpJepre KaThICThI TYCIHyTe
MYMKIHJiK Oeperi.

Bip KpI3bIFbI, 3epTTEY HOTIKEIEP] OOMBIHIIA albIHFAH Ccamajbl MAJIIMETTEP OKYUIbUIAPIBIH BIHTACHl MEH
©3iH-031 OacKapyablH >KOFapbUIaFraHblH KepcerTi. CTymeHTTep cabakka KeOipeK KaTBICHIT KaHa KOWMaH,
COHBIMEH KaTap OKy OaFaapiamMachlHaH ThIC MY3BIKAJIBIK CTHJBAEPAl 3eprreyre Oactamamibl Ooimsl. by
NuTepaktuBTi OKBITY Typaisl JKahauabk TYKBIpEIMIapFa colikec Keneai, Mbicaibl, FIBaHOB KOPHITHIHIBUIAFaH
[16], om: "Karbicy-Oys1 MarbIHAIBI My3BIKAIBIK TOXIpHOeHIH cebeli e, cannaps! 1a.”

Byn HoTmKeHiH MaHBIIBUIBIFBIH acklpa Oaranay MyMKiH emec. Kasipri kasakcranablk OimiM Oepy
CTaHJapTTaphl OUTIM anmymbuIapFa OarbITTaIFaH TOCUTAEPAl bIHTATaHABIPAAb], OipaK MPaKTUKANIBIK iCKE achIpy
keOiHece apTTa Kajanmbl. bysr 3epTTey THICTI KYpBUIBIM MEH pecypCcTapAblH KOMETIMEH MOJIEHH TYTaCTHIKTHI
KOFAJITIIAll OKy MpOLECiH MoIAepHHU3alMsIayFra OoJaThIHABIFBIH KepceTedi. TypraHOekoBa [17] aiiTkaHnai,
"oimim Bepyneri MHHOBaIMs A9CTYpMEH Karap Kypyi KepeK, OHBIH aJIbIHIa eMec.”

MaHBBIBUIBIKTEIH Tarsl Oip emmmeMi AarApuiapAbl Oepy MYMKIHZITiMeH OaiiaHbICThl. MHTEpaKTHBTI,
CaJIBICTBIPMAJIBI OIICTEPMEH OKBITBUIFAH CTYACHTTEP UMIIPOBU3ALMSHBIH, aHAJUTUKANIBIK NaibIMIayAbIH JKOHE
Oip-OipiMeH OaifaHbICTBI eMec CTUIIbACPACTI OHIMAUTIKTIH JKaKcapFaHbIH KepceTTi. [los ockl marnpiiap Kasipri
MY3BIKAJIBIK KOCIOMTIKTI aHBIKTalabl. My3BIKaHTTAp KAHPIBIK J)KOHE MOJACHU TYPFBIIAH Ce3iMTall 0OaIbl et
KYTUIETiH A9yipae MyHIai NalbIHBIK OaFa skernec. MyxaMeTKaIneBaHbIH 3ePTTEYIePi MYHBI pacTai OTHIPHIIL,
"epTe JalbIHIBIKTAFbl CTHIMCTHKAIBIK OPTYPIIIIK IIBLFapMallbUIbIK canajapFa Kakchlpak OeHiMIeNreH KaH-
XKaKThI cypermIinepi merapaas” [18].

Ocbl HOTWXKENEpAl XalbIKapasblK KOHTEKCTTEPMEH CajbICThbIpa OTBIPBIN, OCBIHAAM JKETICTIKTEp
Oatikannel. Mpicanel, Ounnsaaus MeH Kanagaga My3bsika MyFaliMaepl MOJCHHETApANbIK, CalbICTHIPMAIIbI
Tociamepni keOipek KonjgaHa Oactaiasl. Byia My3blka CTYOSHTTEPIHIH TaHBIMIBIK JKOHE SMOIMOHAJIIBIK
WHTEIUIEKTIHIH JKaKcapyblHa BIKman eremi. Ochlmaiina, MyHIA CHIIATTAlIFaH Ka3aKCTaHABIK icke aceipy 21
FachIpJaFrbl MY3bIKAJIBIK OLTiM Oepyai KalTa KapacThIpyAblH KeHipek skahaHIBIK TeHIEHIMACHIHA eHyne. by
HckakoBa CUSKTBI OYpPBIHFBI FaabIMIApAbIH CHOCKTEpiH pacTaiasl [19], onap "xahaHawik AeHreine xabapuap
YKOHE JKEpPTUTiKTI TaMBIpbI Oap" oKy OarmapiaMachlH OHIACTHIpFaH.”

OJicTeMeNiK TYPFBIAAH alFaHia, OV 3epTTEYHiH JKETICTIr IMEeJarorWKallblK 3epTTeyNepae >KaKChl
KYPBUIBIMAAJIFAaH DKCICPUMEHTTIH MaHbBI3IBUIBIFBIH KYIICHTENl. AJIBIH ajla JKOHE KEHIHIT ChIHAKTap.Ibl,
KYPBUIBIMIBIK OaKbLIayIap bl XoHe CyX0aTTap/bl MaiaaiaHa OThIPHII, 3ePTTEY 63 HOTHKEICPIH YIIOYPhIIITAl,
CeHIMI KOPBITHIHIBIIAPFa KO keTKi3mi. bynm XKybaHoB kakraraH 03bIK Toxipubenepmern yHaeceni [20], ox
"erep Oinmim Oepyi Kyieni Typ/e JKeTUIIipy KakeT 00Jca, FRUTBIMH ASJIIK 6Te MaHbI3bL.”

JerenMeH, HOTHXKENIEp TEPCIIEKTUBANIBI OOJMFAaHBIMEH, OJIap JKaHa CYpaKTap TYFbI3albl. MbIcaibl, Oy
WHTEPAKTUBTI SICTep SPTYpJi THUITEri MEKTENTep MEH aliMaKTap/a, ocipece TEXHOJOTHSFa KOJ JKETIMILIIK
LIEKTEYII XKepliepAe KaHLIAJIBIKTEl MaciuTadTanansl? MyFaaiMHIH JalbIHABIFBI Typaibl Ja Macene Oap. byn
3epTTey SKCIEPUMEHTTIK TOIMKA KATBICATHIH TOpOUeIIiiepre apHalFaH TPEHUHITEP/I YCHIHFAHBIMEH, YIITTHIK
JCHIelJic eHrizy MyFaliMAepAiH OUIIKTUIINH apTThIpyFa JKOHE OKy MarepuaijapblHa KOMAaKThI
WHBECTUIMSIIAPIBI KakeT ereni. by onkeUiblkTel TypnbidexoBa MmoibiHmanapl [21], onm "TopOuemrinepmni
3aMaHay¥ oJlicTepre OeiiMeyae KoMaayblH YITTBIK CTPATeTUsIChIH xKacayFa' maKpppl.”

CoHpaif-ak BIKTUMAJ INEKTEYJIEpJi MOMBIHIAy MaHBI3Abl. 3epTTeyre opTYpii OKYIIbUIAp TOOBI
KaTBICKAaHBIMEH, OFaH ayblJl MEKTENTEepiHAe HeMece KOHCEpBAaTOpHUs IEHreiiHaeri MeKkeMmenepae OKUTBIHAAP
kipmeni. CoHAbIKTaH OoNamiak 3eprTeyiep HOTIKeNnepAl opTypii OimiM Oepy opTanapblHOa KaWTaiayra
THIpBICYBl KepeK. COHBIMEH Karap, OOWJIBIK 3epTTeyliep HHTEPAKTHBTI CTHIIMCTUKANBIK CajbICTBIPYIIBIH
ApTHIKUIBUIBIKTAPBI YaKbIT ©T€ KeJIe CAKTaJIaThIHBIH aHBIKTayFa KOMEKTECE/I.

JlereHMeH, noneiep WHTEPaKTHBTI, CTWIMCTHKAJBIK CaJbICTBIPMAbl SIICTED MY3BIKAJIBIK OKBITY
HOTHIKEJICPIH alTapibIKTail KakcapTajbl JETCH TMIIOTEe3aHbl KATThl KoJuaiabl. Byl HoTHXKelIep KenTercH
KbUTIAP OOWBI KYPTi3iJireH TEOPUSUIBIK YTiT-HACHXAT TICH MEAaroTHKAIBIK YKCIIEPUMEHTTEP/Il pacTali/Ipl )KoHE
Byxkin Kazakcran GoiibIHIIIAa My3bIKaJIBIK O11iM Oepyi pedopManayablH NPaKTUKAIBIK MOJIEIIH YChIHAIBI.

Caiipin kenrenze, Oy MiKipTanac My3bIKIBIK OUTIMHIH (opMackl MeH Ma3MyHbl OOMBIHINA JaMybl
KEPEeKTiriH pacraiinel. CTUIBAEP/l CANBICTRIPMAIBI TYPJIE 3€PTTEyre HETi3JeNTeH MHTEPAKTHBTI OKBITY TEK
WHHOBALMSJIBIK CTPATerys FaHa eMec—OYJI Ka3ipri yakpITTa CTYyIEHTTEp eMip CYpill KaTKaH Kypaewi, e3apa
0aliIaHBICTBI MY3BIKANBIK oJleMre KaxxeTTi Oeftlimaeny. PeickyoBa [22] MoiibiHAaFranaai, ""epTeHri My3bIKaHTTap
OLTiKTI 0OJTYBI KepeK—O0JIap TYCIHIKTI, OeWiMIENTINI )KoHEe MOJICHUETTI O0ITybI Kepek.”

Ochl 3epTTey/ie ChIHAJIFAH 9IICTEPIiH KETICTII MYH/Iail MaKcaTTapra )eTy JA9CTYpre Jie, MHHOBAIIHUsFa Ja
HETi3[eNTeH OMIaCThIPbUIFaH NeJaroruKa apKbUIbl )KY3€Tre achbIpblIFaH Ke3/1e MYMKiH FaHa eMeC, COHBIMEH Karap
MPAKTHKAJIBIK €KEHIH KOPCETEI].
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KopbiThiHabl. MyHa YCBIHBUIFAH 3€pTTEY MY3bIKANBIK TULI MEHrepy YIIiH CTHJIMCTHKAIBIK
CaJBICTBIPYFa HETI3MEITeH WHTEPAKTUBTI OHICTEpIiH TpaHCGHOPMAITUSIBIK QJICYeTiH KepceTedi. ¥3aK YaKbIT
OOWBI JOCTYPIIi CHI3BIKTHIK OKBITY YATUIEpi OackiM OONFaH cayiafa Oy 3epTTey JKaHa TOCUIII Ie, TMHAMUKAIBIK,
CaJIBICTBIPMAJIBI JKOHE OKYIIbIFa OaFbITTalFaH MeJaroruKaHblH OKy[da alTapibIKTal >KaKChl HOTHOKENIepre Kol
JKETKi3¢ aJaThIHBIHBIH OyiITapTHac IoJieNIepid e YChIHAIbl. by omic »BomonmsIchH FaHa emec, COHBIMEH
Karap My3sIKanbeIK TYCiHIKTIH KasakcTannmplk OiniM Oepy >kyleciHme xoHe, MYMKiH, OYKUT oieMae Kajai
JaMUTBIHBIH TapaJUrMaHbIH ©3repyiH Oiamipei.

By xympICTBIH 0acThl KaHANBIKTAPBIHBIH Oipi OHBIH JOCTYPNi Ka3aK MY3BIKAJBIK SIEMEHTTEepiH
kahaHABIK CTHIMCTUKANBIK JKYHEIepMEeH WHTEPaKTUBTI IIeHOepae OipikTipyiHAe >KaThlp. YATTHIK JKOHE
XaJIBIKapaJIbIK JOCTYPIIEPl JKeKe TYJIFa peTiHae KapacThIPYIbIH OpHBIHA, 3epTTeY ojapAbl Oip OKY MPOILECiHiH
e3apa O0albITaTHIH KOMIIOHEHTTEP1 peTiHae ychiHaabpl. by Tacin cryaeHTTepai kahaHIbIK KOpKEM AMAIOTTHIH
KATBICYIIBUIAPhl PETIHIE KOpPCETEe OTBIPBIN, MOJCHM MypaHbl KypMeTTeimi. On KemTereH Ka3aKCTaHJIbIK
3epTTEYIIIEPAiH I9CTYpJiep MEH WHHOBALMSUIAPIBIH CTPaTeTHsUIbIK OipiryiH skakraran JKyHICOBTHIH [23]
Ke3KapacTapblH KaiTajail OTBIPBIN, YITTHIK KYHIBUIBIKTapAbl 3aMaHayu OimiM Oepy yirinepiHe OipikTipyre
IIaKBIpYybIHA Kayarl Oeperi.

Byn 3eprreymiH MaHBIIOBUIBIFEI OHBIH CTYIACHTTED AapachblHIAFbl TEpPeH TaHBIMIBIK OENCeHMITIKTI
Oerncenaipy kaOineriHe ne KaTbIcThl. OnapAbl cambICTHIPMANbl TajlAayFa, UMIPOBU3ALMIFA XKOHE KOHTEKCTIK
OpBIH/IayFa TIKeJeH KAThICThIPA OTBIPHIT, MYH/A KOJJIAHBUIATHIH JJIICTEp KaTTay/laH JNJeKaiiia achlm Tycei.
CryoeHTTep CTWIMCTUKAJBIK aWdblpMaIlbUIBIKTApAbl TaHbII KaHa KoiMail, ChIHM TYpPFbIIAH oOillay MEH
WHTEPIPETALUSIIBIK MIEOEPIIKTIH CEKIpICIH KOpceTe OTHIPBHIM, ONap/bl iITel KaObUIIAl, MIBIFapMaIlbUIBIKIICH
kepcere Ounni. Herisinae, omap okymibuiapjaH repi kKem OOJAbI-Olap ayjaapMaiibiiap, TaJaaylibliap *KoHe
yKacaymsuiap Oonapl. Byl aybIchIM 03BIK MY3BIKAJIBIK OiTiM OepyIiH XambIKapaiblK CTaHAapTTapBIHA COHKEC
keneni, oipak Oman aa MaHb3abIckl, O KazakcTan bl skahaHIIbIK MIe1arOrMKaJIbIK 1aMyFa yJieC KOCYIIbI PETiH/Ie
OpHAaJacThIPaIBL.

CoHBIMEH KaTap, 3epTTey MHKIIFO3UBTI JKOHE BIHTATAHABIPATHIH OKY OPTACHIH KYPY/IBIH MaHbBI3IbLIBIFBIH
Kepceteqi. MyHIa KOJNJAHBUIATHIH WHTEPAKTUBTI KYPBUIBIM Cca0aKKa KaThICYIbIH JKOFapbUIaybIHA,
OKYUIBUTApABIH KaHAaFaTTaHyIIbUIBIFBIHA JKOHE MYFaJliM MEH OKYIIbl apachblHIarbl KapbIM-KaThIHACTHIH
JKaKcapyblHa BIKMAJ eTTi. byn" skyMcak " HOTIKeNIep IepeKTepre HETi3IeNTeH 3epTTeyIepie K1l Ha3apaH ThIC
Kamazapl, Oipak OimiM Oepymeri y3ak Mep3iMai TaOBICTBIH MaHBI3IBI KOPCETKIMTepi OOJBIM TaOBLIAIbL.
Hotmwxkenep oKymibLiappIH MOTHBAIIMSCH OKY OarapiaMachIHBIH ©3€KTUIITT MEH KaThICy JCHICHIMEH TiKemeH
OaiiyIaHBICTBI JIereH TYCiHIKTI pacraiabl XKone byn Ilikipai Tenerenora [24] konmazpl, oi "Ia0ObIT-OKYIBIH
OTBIHBI, aJ1 ©3€KTUTIK-OHBIH YIIKBIHBL.”

Bomamax >kymbeic TYpFBICBIHAH OipHemie OarbITTap >KOCHapiaHFaH. bipiHIIgeH, ojicTeMe OHBIH
ayKbIMJIBUIBIFBIH OaFaliay YIIiH aybUIIBIK JKepiiepje jKOHE pecypcTaphl IIEKTeylli MeKTenTepae Oedimueneni
JKOHE CBhIHAJaabl. TeXHOIOTHMS MEH MYFamiMIep[iH OUTKTUNITiH  apTTBIpyFa KON  JKETKi3ygeri
alBIPMAaIIBIIBIKTAP Bl €CKEPE OTHIPHIT, OYIT Kesleci Ke3eH KeHipek OiliM Oepy CeKTpiHjIe KY3ere achbpblUIaThIH
MOJICTIB/II KETUIIipyre OarbITTanapl. byl TeHmiK MeH MHKIIO3UBTUIIKTIH YITTHIK OUTiM Oepy MakcaTTapbiHa
CcoliKec KeJeti.

ExinrifneH, 60MIbIK 3epTTey OipHElle OKYy KbUIbIHAAFbl HHTEPAKTHBTI CTHIIUCTUKANBIK CaTBICTBIPY/IBIH
TYpaKTHI 9CEPiH eJIIeyre apHaiFaH. by 3epTTeynrinepre ocbl MOJIENbIe YIIBIpaFaH CTYJICHTTEP/AiH My3bIKaJIbIK
EpKIiH ColieyiHiH, €CTe caKTay KaOlJeTiHiH KOHE IIIbIFAPMaIbUIBIFBIHBIH JaMYbIH OaKbUIayFa MYMKIHJIIK Oepei.
Epre xepceTkimrep mepcrnekTuBaibl y3aK Mep3iMIi apTHIKIIBUIBIKTApIsl KepceTei, Oipak TeK y3aK Mep3iMIi
OakpuIaynap Oy TeHACHIMSIAPIbI PACTAMIbI.

YUriHmiieH, OOMBICTHIK MY3BIKAIBIK KOJUICIDKIEPMEH »OHE KOHCEpPBATOPHSIIAPMEH CEpIKTECTIKTEe
MYyFaiMIep i naspiay MOIYJbIEPiHiH )KaHa TOMKBIHEI a3ipienyne. byn momymnpnep bykin Kazakcran OoiipiHina
OKBITYIIIBLIAPFa ©3 CHIHBIITAPBIH/IA HHTCPAKTHBTI, CTHIMCTHUKANBIK CAIBICTBIPY KYHECIH KYHenmiik meH
TUIMIUTIKIICH €Hri3yre KeMekreceli. Makcar-MyFaigiMaep ©3ACPiHIH KEPTiIiKTI KOHE WHCTHTYIIMOHAJIIIBIK
JKaraaiiapbiHa OeifiMiesie ajaThlH CTaHAapPTTaIFaH, OipaK MKeM/Ii )KYHEeH1 Kypy.

CoHpIHIa, KOJDKETIMAUIIK TEH HMHTEPAaKTHBTUNIKTI apTThIpy YLIHH LUQPIBIK Kypalgap MEH OHJIaiH
iargopmanap 3eprrenyne. CTHIMCTUKAIBIK MBICAIIAPABIH BUPTYaJIbl KiTallxaHaiapbl, 03iH-031 Oaraiayra
apHaJFaH KOCHIMIIANIAp JKOHE OiplieCKeH OHJIAWH KEHICTIKTEp CTYIEHTTEpre CallbICTBIPMANbI TaJIaylbl €3
OeTiHILIE HEMece OpTYpJIl MEKTenTeplie, TIllTi enaeple TONTHIK JKaraaiia >xyprisyre MyMKingik Oepexi. by
MOZICTIb/Il AyAUTOPHSJIBIK 9ICTeH YWITTHIK, BIKTUMAaJ XaJbIKapalblK OuTiM Oepy pecypcblHa AediH KeTepyre
MYMKIHIIK Oepei.

KopbIThIHABLIAM KeJie, OYJT )KYMBIC 63€KTi, THIMJII KOHE MOJICHH HETI3/IC/ITeH MY3bIKAJIbIK OLTIMIe JereH
CYPaHBICTBIH apTyblHa eTe KaXeT Xayan Oepeni. Byia MysbIKanblK Tingi MeHrepy TeK AQJIIKIIEH Hemece
OPBIH/IAYIIBUTBIKIIEH FaHA €MeC, COHBIMEH Karap 9pTYpJli MYy3bIKaJbIK OPHEKTEPIli TYCIHY, CANBICTHIPY JKOHE
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MarbplHANIBI TYPIIE ©3apa OopeKeTTecy KalijgeTiMeH me OallaHBICTBI eKeHIH Kopceremi. CTHIMCTHKAIIBIK
CaJBICTBIPYABIH HHTEPAKTUBTI oAICTEPl JOCTYPAI HHHOBAITUSAMEH, CTYICHTTEP Il MypachiMeH, KazakcTaH bl KeH
MY3BIKAJIBIK OJIEMMEH OailJIaHBICTHIPATHIH KOMIp KBI3METIH aTKapaibl. Y3IIKCI3 JaMy MeEH >KeTULIIpyAiH
apkacelHAa OyJ1 Tocin Oofnamak yprhak YIIiH My3bIKaHBl OKBITY MEH TOKIpHOE TOCLTIH e3repTyre MyMKiHIIK
Oeperi.
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