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Introduction

onumental sculpture in Kazakhstan,
historically serving representational

and ideological functions, has the potential
to transform into an asset of the creative
economy in the contemporary period. This
evolution, situated at the intersection of
art, ideology, and economics, constitutes
the central scholarly problem of the present
study. The relevance of the research
lies in the implementation of the state
programmes Rukhani Zhangyru and Ulttyq
Kod, aimed at shaping national identity,
as well as in strategic objectives for the
development of the tourism sector and the
creation of an attractive urban environment.

The purpose of this article is to conduct
a comprehensive analysis of monumental
sculpture in Kazakhstan through the
prism of aesthetic, economic, and social
dimensions, followed by a substantiation
of its significance within the national
system of creative industries. To achieve
this aim, the following objectives have been
formulated:

- to identify the principal stylistic
tendencies;

- to assess its economic potential in the
spheres of tourism and place branding;

- to analyse social effects related to
identity formation and educational function;

- to determine the prospects for
integrating monumental sculpture into
Kazakhstan’s creative industries.

The methodological foundation
consists of a synthesis of approaches,
including case studies of key objects, a
comparative-historical analysis of the
evolution of artistic forms, and a socio-
cultural analysis of multiplicative effects.
The initial hypothesis suggests that
contemporary monumental sculpture in
Kazakhstan, having overcome its narrowly
ideological function, is transforming into
a multifunctional public asset capable of
generating synergistic aesthetic, economic,
and social benefits. Within this framework,
monumental sculpture is regarded not as

a static monument but as a dynamic asset
within the creative industries, where value
is generated through symbolic content and
multiplicative effects.

The practical significance of the topic is
reinforced by the state’s course towards the
development of the creative economy, as
confirmed by high-level strategic initiatives
and the adoption of the relevant Concept
for 2021 —2025, in which the creative
industries are defined as priority ‘growth
points’ capable of stimulating economic
development and expanding employment.

In March 2021, during discussions
on Almaty’s development prospects, the
President of the Republic of Kazakhstan,
Kassym-Jomart Tokayev, publicly
articulated for the first time the strategic
importance of the creative economy.
Following a presidential decree, in
November 2021, the Government of
the Republic of Kazakhstan approved
the Concept for the Development of
Creative Industries for 2021 —2025. This
governmental document was a direct
consequence of the President’s declared
course of systematic support for the sector.
In his Address to the Nation, The Economic
Course of a Just Kazakhstan, the Head of
State devoted particular attention to the
creative industries and the IT sector: “We
must create all necessary conditions for
the large-scale development of the creative
economy in our country, including through
legal instruments to protect intellectual
property’ (Address of the President of the
Republic of Kazakhstan).

Methods

The research is grounded in a
comprehensive methodology that integrates
art-historical, economic, and sociological
approaches to analyse monumental
sculpture as an element of the creative
industries. The principal method employed
was a comparative case study of key sites in
Astana and Almaty, including the Baiterek,
the Kazakh Eli Monument, the sculpture
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Nades by Jaume Plensa, and the art objects
created for Expo 2017.

The art-historical analysis applied a
formal-stylistic method and an iconological
approach to identify the works’ plastic
characteristics and symbolic codes.

The economic assessment of sculptural
potential was conducted through the
analysis of tourism statistics and expert
reports, with particular attention to the
multiplicative effect across related sectors.
The sociological dimension included
structured observation of visitor behaviour
and content analysis of social media
discussions.

To examine spatial impact, an urban
syntax analysis was employed, enabling an
assessment of the integration of sculptures
into the urban context and their influence
on pedestrian flows. The theoretical
framework of the research draws upon the
concepts of the ‘creative city’, ‘cultural
capital’ developed by David Throsby, the
theory of cultural production formulated by
Pierre Bourdieu, and visual culture studies
associated with Nicholas Mirzoeff.

The research was implemented in three
stages: case selection, data collection and
analysis, and synthesis of results. Such an
approach ensured a systematic examination
of the multifaceted nature of monumental
sculpture within the creative industries.

Discussion

The study proposes reconsidering the role
of monumental sculpture in contemporary
Kazakhstan, engaging in a productive
dialogue with existing academic theories
while identifying the specificity of the local
context. The key findings demonstrate
that the Kazakhstani case represents a
distinctive hybrid model that cannot be
reduced to dominant regional trends.
Engaging with creative industries
theory (as developed by David Throsby
and David Hesmondhalgh), the study
demonstrates how sculpture has
transformed from an ideological instrument

into a multifunctional asset. However, the
Kazakhstani case complicates the classical
model of ‘cultural capital’, revealing not a
linear accumulation but rather a circulation
of capital within a closed ecosystem.

Social effects (civic engagement) are
directly converted into economic outcomes
(tourism and the development of local
businesses), forming a networked structure
of mutual sectoral stimulation rather than a
conventional value chain.

The concept of ‘cultural capital’
proposed by David Throsby was applied in
the analysis of the economic parameters
of the Baiterek monument. According
to Throsby, cultural goods possess
a dual nature, combining economic
and cultural value. In the present case
study, the economic value of Baiterek
is reflected in direct ticket revenues
(exceeding 500 million tenge annually)
and its multiplicative effect on tourism
infrastructure. Its cultural value is
expressed in its symbolic status as a
national emblem and a visualisation of the
archetype of the “World Tree’. Throsby’s
model of concentric circles makes it
possible to position monumental sculpture
at the core of the creative industries,
around which adjacent sectors—tourism,
hospitality, and souvenir production—are
formed.

This observation refines the theory of
the ‘creative city’” associated with Charles
Landry and Richard Florida. While the
research confirms the role of public art in
structuring the environment and attracting
the creative class, it identifies a defining
feature of Kazakhstan: the initiation of
this process ‘from above’, within the
framework of state programmes. A hybrid
configuration thus emerges, in which
official strategic vision does not suppress
but, paradoxically, generates conditions for
bottom-up demand. The example of Nades
is illustrative: initially embedded within an
official strategy, it was actively appropriated
by citizens, endowed with new meanings,
and transformed into a locus of authentic



social life. This case provides valuable
material for understanding the mechanisms
of authenticity formation under conditions
of accelerated modernisation.

According to Landry, a creative city
must cultivate an environment that
stimulates innovation and cultural diversity.
[f the projects in Astana (Baiterek and
the Expo-2017 sites) were initiated
‘from above’ and primarily serve the
representation of state power, then the
objects in Almaty (Nadés, Mergen, and the
monument to The Beatles) more strongly
reflect bottom-up demand for a high-quality
urban environment. Florida’s concept of
the ‘creative class’ is further supported
by the opening of the Almaty Museum of
Arts, whose collection of internationally
recognised contemporary artists
contributes to the infrastructure needed to
attract creative professionals.

From the perspective of national identity
studies and the theory of ‘sites of memory’
developed by Benedict Anderson and Pierre
Nora, the research reveals the dynamic
character of this process. The national
canon appears not as a fixed narrative
but as a field of continuous dialogue. The
study identifies a functional bifurcation
within monumental art: the ‘classical’
works (Baiterek, Kazakh Eli) operate
at the level of macro-identity and state
representation, whereas the ‘new wave’
addresses micro-identity and the everyday
experience of the urban resident. This
functional differentiation constitutes a key
contribution to understanding the country’s
cultural dynamics.

From the standpoint of public space
sociology, the research traces the evolution
of sculpture’s role: from a monologue of
power to a dialogue with the citizen and
further towards a platform for multiple,
unpredictable scenarios of use—a
polylogue. This transition confirms the
concepts of ‘social triangulation” developed
by William H. Whyte and ‘new genre public
art’ theory by Suzanne Lacy, in which art
produces not merely objects but social

relations. Lacy emphasises that the key
feature of contemporary public art is the
transformation of the viewer from a passive
observer into an active participant.

Nades, with its closed eyes and
meditative image, invites citizens into an
intimate dialogue with themselves, creating
a space for reflection. Mergen, executed
in a steampunk aesthetic and assembled
from automobile parts, provokes surprise,
discussion, and photography, functioning
as a generator of social activity. In both
cases, the viewer becomes involved in the
co-creation of meaning, fully corresponding
to Lacy’s criteria.

Figure 1. Nades. Jaume Plensa. Photograph by
Alexey Poptsov and Miras Abdukhan.

Situating the Kazakhstani model
within the broader context of post-Soviet
transformations enables us to address
its uniqueness. A comparison with the
experiences of Baku, Thilisi, Tashkent,
and Bishkek demonstrates that the
phenomenon under study combines
elements of ‘authoritarian urbanism’ and a
‘postcolonial search for identity’, yet cannot
be reduced to either.

The Azerbaijani model—often described
as ‘oil-funded Guggenheimisation’—is
characterised by comprehensive state
support for public art as an instrument
of soft power and capital rebranding. The
involvement of Western ‘stars’, such as
Zaha Hadid, demonstrates openness and a
European orientation, closely aligned with
official policy. Unlike the Kazakhstani ‘new
wave’, which balances between commerce
and the underground, Baku’s public art
largely represents a top-down image-
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construction strategy, leaving limited space
for grassroots initiative.

The Thilisi model of the Saakashvili
era reflects neoliberal urbanism oriented
towards a service economy and the
creation of a tourist-friendly ‘European’
environment through small-scale forms
and installations. However, critical
perspectives note that this approach
often results in decorative superficiality
and the commercialisation of the historic
centre (‘tourist colonialism’), sacrificing
connections with local identity in favour of
economic efficiency.

Against this background, Kazakhstan’s
specificity becomes particularly evident.
Uzbekistan demonstrates a model
close to the ‘classical canon’, yet more
homogeneous and marked by strict state
control and heroised academic sculpture,
leaving minimal space for universal,
non-ideological public art. Kyrgyzstan,
by contrast, offers an example of bottom-
up development through street art and
temporary interventions by independent
artists—an approach diametrically opposed
to Kazakhstani state patronage.

The uniqueness of the Kazakhstani
model lies in the coexistence and complex
dialogue of two paradigms. The state
simultaneously finances heroic monuments
within the post-Soviet tradition and
projects by invited Western artists such
as Jaume Plensa. This generates a
multilayered environment in which, unlike
in Baku or Thilisi, objects initiated ‘from
above’ (such as Nades) can be organically
appropriated ‘irom below’, transforming
into genuine social assets. Furthermore,
the visual language of the ‘classical canon’
in Kazakhstan frequently inherits the Soviet
monumental tradition while infusing it
with new content (including Saka motifs),
thereby forming a complex ‘post-imperial
synthesis’ rather than a simple substitution
of symbols, as observed in several other
post-Soviet republics.

Thus, the Kazakhstani case is
neither a straightforward manifestation

of authoritarian urbanism (although
certain elements are present) nor a mere
postcolonial replacement of symbols. It
represents a distinctive hybrid model in
which state patronage coexists with an
emerging grassroots demand for a high-
quality urban environment and authentic
sociality. This model simultaneously
responds to global trends in creative
industries and reflects the local specificity of
the gradual, evolutionary transformation of
post-Soviet society.

Results

Monumental sculpture is increasingly
understood within the framework of

the creative industries, a concept that
emerged in the late 1990s in the United
Kingdom, where creativity, talent, and
intellectual property were recognized as key
economic assets. This model, later adapted
in Kazakhstan through Government
Resolution No. 448 (2023), includes
architecture, visual arts, design, IT, and
crafts, thereby creating legal grounds for
incorporating monumental sculpture into
the creative industries system.

Unlike purely economic interpretations,
international organizations such as
UNESCO emphasize the broader
concept of cultural industries, focusing on
cultural value and social impact. Within
this framework, visual arts—particularly
public art—play a significant role due to
their accessibility and interaction with
urban space and communities. As noted
by Malcolm Miles, public art contributes
to “social architecture” by strengthening
social cohesion and supporting the
formation of collective identity.

Monumental sculpture, as a major form
of public art, creates multidimensional
value: cultural (symbolic meaning),
social (identity formation and public
engagement), and economic (tourism and
territorial attractiveness). Its placement in
public space transforms it from a decorative
object into a socially transformative



element that stimulates dialogue and
community interaction.

Unlike easel art, which is confined
to museums and private collections,
monumental sculpture is integrated into
the urban environment and accessible to
a broad audience. As observed by Harriet
Senie, public art exists in spaces that are
legally public but psychologically belong
to no one, giving monumental sculpture a
unique social and political significance.

Monumental sculpture in public space
functions as a powerful communicative
medium addressed to a broad and
unprepared audience. Its large scale and
visual dominance enable an immediate
emotional impact, making it an effective
tool for visualizing power, preserving
historical memory, and expressing
collective ideals.

The creation of monumental sculpture
is inherently interdisciplinary, involving
artists, architects, engineers, and urban
planners, and requiring significant financial
investment. As a result, it operates at
the intersection of art, urban planning,
politics, and economics, positioning it as a
synthetic phenomenon within the creative
industries that generates cultural, social,
and economic value.

Theoretical support for this perspective
is provided by David Throsby’s concentric
circles model, which emphasizes the
interaction between cultural and economic
value. Within this framework, monumental
sculpture can be understood as cultural
capital capable of enhancing tourism,
strengthening urban branding, and
increasing property value.

A sociological perspective based
on Pierre Bourdieu’s theory highlights
sculpture as a symbolic arena where
the interests of governments, artists,
communities, and media intersect.
Monuments may reinforce collective
identity and power, while also serving as
platiorms for public dialogue and debate.

Additionally, the concept of “optical
ideology” proposed by Nicholas Mirzoeff

helps explain how monumental sculpture
shapes urban visual culture and
communicates cultural meanings.

Thus, the study of monumental
sculpture within the creative industries
requires an interdisciplinary methodology
combining art-historical, economic, and
sociological approaches. This integrated
analysis allows monumental sculpture to
be understood as a holistic phenomenon
where aesthetic, social, and economic
functions are closely interconnected.

During the period of state sovereignty
formation in Kazakhstan, a ‘classical’
canon of monumental sculpture emerged
as an important instrument for the
visual construction of national identity.
Key objects of this period include the
Baiterek, the Kazakh Eli Monument, and
monuments to Abylai Khan and Kenesary
Khan. These works functioned as means of
constructing a nationwide narrative rooted
in historical heritage and mythopoetic
representations.

Interpreting these monuments through
the theory of ‘imagined communities’
developed by Benedict Anderson allows
them to be identified as significant ‘sites
of memory’. Their fundamental task is to
visualise the idea of a continuous historical
process that demonstrates the continuity
between the era of nomadic civilisations
and contemporary statehood.

The Baiterek monument serves not
only as an architectural dominant but also
as a complex symbol that synthesises the
archetype of the World Tree from Turkic
mythology with the concept of a new
politico-cultural centre. The structure’s
specific aesthetic, combining futuristic
solutions with archaic prototypes, forms a
unique visual code simultaneously oriented
towards the past and the future.

Sculptural representations of
historical rulers such as Abylai Khan and
Kenesary Khan fulfil, within the Kazakh
monumental tradition, the function of
visually legitimising national history.

As noted in scholarship, the equestrian
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sculpture of Kenesary Khan created by N.
Dalbay articulates the ‘assertion of the
idea of independence’ through the heroised
image of the ruler ‘proudly mounted on
horseback’. These monuments appeal to
archetypes of sovereignty and state wisdom,
and their artistic solution—executed in

a heroised realist manner—emphasises

the grandeur and strength of will of the
depicted figures. While maintaining a
connection with the academic and Soviet
tradition, this stylistic approach acquires

a new resonance in the context of national
revival.

Figure 2. Kenesary Khan. Nurlan Dalbay.

In the post-Soviet space, monumental
art has become an arena of symbolic
struggle over historical heritage, and
Kazakhstani monuments are actively
involved in this process. They visually
replace former ideological constructions,
shaping a new pantheon of national heroes.
The strategic placement of these objects at
key points within the urban fabric—central
squares and main thoroughfares—marks
these spaces as centres of national identity
and sovereign statehood.

Against the background of the
established ‘classical’ canon, an alternative

tendency has emerged in Kazakhstan—

the ‘new wave’ of monumental sculpture.
[ts distinguishing feature lies in a
fundamentally different understanding of
the role of public art: the emphasis shifts
from the representation of state power to
the creation of interactive environments
oriented towards human scale and everyday
practices.

To verify the identified stylistic
tendencies, an extensive range of
monumental sculpture objects from
various cities in Kazakhstan was analysed.
This made it possible not only to confirm
the existence of two principal directions
but also to reveal the internal diversity
of the ‘new wave’, which is not confined
to isolated examples but constitutes
a multifaceted phenomenon. During
the research, all analysed objects were
classified into two main categories. The
table below presents representatives of
each direction and their key characteristics.

As the table demonstrates, the “new
wave” is internally heterogeneous and
comprises several distinct trajectories:

— International stars. This group
includes works created by globally
renowned artists. Nadeés by Jaume Plensa
(Spain) and Seated Woman with Fruit by
Fernando Botero (Colombia) represent
Kazakhstan’s integration into the global
art mainstream. These works do not carry
a specific local ideological agenda; rather,
they appeal to universal themes — inner
tranquillity, corporeality, and the play of
form.

— Local experiment. This trajectory is
represented by Kazakhstani artists working
in innovative styles. The sculpture Hunter
by Zulkhainar Kozhamkulov, executed
in a steampunk style from automotive
parts, raises questions about industrialism
and ecological recycling. The abstract
composition Sazger by Rustem Alzhanov
in Kyzylorda offers a polysemantic image
associated with music and nature. These
works demonstrate that experimental
practices are developing not only in the
capital but also in the regions.



Table 1. Main Directions of Monumental Sculpture in Kazakhstan

New Wave | monuments to Abylai
Khan and Kenesary
Khan

Dalbay and others)

Direction | Objects Authors Characteristics Ideology/Function
Classical Baiterek, Kazakh Kazakhstani Academic tradition, National identity,
Canon ELli Monument, sculptors (Nurlan realist style, heroic statehood and

pathos, bronze and historical continuity.

granite.

Nades (Almaty)

Jaume Plensa (Spain)

Height: 12 metres;
contemporary
materials (fibreglas);
closed eyes;
meditative image.

Inner tranquillity,
reflection and the
universal language
of art.

Seated Woman with

Fernando Botero

Hypertrophied forms; | Aesthetics of the

Fruit (Almaty) (Colombia) a work by a world- body, playfulness
renowned artist. and a global context.
Mergen (Almaty) Zulkhaynar Steampunk aesthetic; | Industrialism,
Kozhamkulov automotive parts; ecology and
(Kazakhstan) scrap metal; height: | recycling.

4 metres.

Monuments to The
Beatles and Viktor
Tsoi (Almaty)

Eduard Kazaryan;
Matvei Makushkin

Fandom, cultural
connections and
urban legends.

Figures of popular
culture; tourist
appeal.

Tobol Thinker A replica of an

Granite; height: 3 Historical memory

(Kazakhstan)

(Kostanay) archaeological metres; image of an | and local identity.
artefact. ancient epoch.
Sazger (Kyzylorda) Rustem Alzhanov Abstract Music, unity with

nature and semantic
multiplicity.

composition; height:
3.3 metres; bronze.

— Pop culture. The monuments to
The Beatles and Viktor Tsoi in Almaty are
oriented towards a mass audience and
perform an important tourist function.
They become sites of fan pilgrimage,
locations for photo sessions, and elements
of urban folklore. Their aesthetic is far
removed from the heroic pathos of classical
monuments and is instead addressed to the
everyday culture of city dwellers.

— Reinterpretation of archaism.
The Tobolsk Thinker in Kostanay is an
enlarged copy of an ancient artefact
discovered during archaeological
excavations. The object is significant
in that it connects deep historical
memory with contemporary modes of
representation. It is neither a classical
monument in the academic sense nor
a purely experimental work; rather,
it occupies an intermediate position,
actualising ancient heritage within modern
urban space.

The empirical expansion of the
research base enables several important
conclusions. First, the “new wave” in
Kazakhstani monumental sculpture is
not a singular phenomenon (not limited
to Nades), but a sustained tendency
represented by numerous works in different
cities. Second, within this tendency,
there is clear differentiation by origin
(international vs local), by stylistics
(abstraction, steampunk, pop art), and by
function (aesthetic, tourist, memorial).
Third, the development of the “new wave”
is supported by institutional changes —
notably the emergence of museums of
contemporary art and cultural centres
— which create a favourable environment
for the further evolution of public art in
Kazakhstan.

Objects of the “new wave”, such as
the sculpture Nades in Almaty, function
not as didactic symbols but as art objects
that provoke viewer participation. This
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transformation corresponds to a global
tendency in which the static monument
evolves into a dynamic “meeting place”
requiring physical and emotional
engagement.

A particularly illustrative example of
the “new wave” is Nades — a 12-metre
sculpture of a female head with closed
eyes and traditional braids, executed in
polyester resin, fibreglass, and stainless
steel. The work of the Spanish master
Jaume Plensa, installed in Almaty in 2025,
constitutes a complex artistic symbol.

As Natalia Goryacheva observes, Plensa
describes such works as “portraits of the
soul” (Goryacheva 49), conceiving them
as symbols of silence and inner calm that
invite citizens to slow down and engage in
self-reflection.

The sculpture embodies the image of
a girl immersed in introspection, forming
a radical contrast to traditional heroised
representations. The closed eyes and
serene expression convey ideas of purity
and inner harmony, shifting the focus from
the representation of power to the depth of
the inner world.

Having become the central exhibit of the
Almaty Museum of Arts, the work marks
a turn in Kazakhstani monumental plastic
art — from large-scale historical narratives
to an intimate dialogue with spiritual
values. The white colour and meditative
pose create a space for contemplation,
democratising monumental art through the
intimacy of perception.

The aesthetic of the “new wave” is
characterised by a radical rethinking of
artistic language through experiments
with plastic form, innovative materials,
and conceptual content. Artists
deliberately distance themselves from
figurative tradition and heroic pathos,
turning instead to the languages of
abstraction, minimalism, and situational
irony. However, the rejection of direct
representation and narrative does
not entail a retreat into autonomous
aesthetic isolation; on the contrary, such

“neutral” forms often possess the greatest
potential for active interaction with the
urban environment and its spontaneous
transformation.

This pattern is most clearly manifested
in the phenomenon of spontaneous
commercialisation observed around Nadeés
in Almaty. Since its installation in 2025,
at least five new food and souvenir outlets
have opened within a 200-metre radius
of the sculpture, incorporating it into
their branding and customer-attraction
strategies. Although precise revenue data
are unavailable, qualitative observations
confirm that it is precisely this abstract,
open-ended object that has become a
powerful generator of pedestrian traffic
and, consequently, commercial activity.
By contrast, traditional figurative sculpture
with its unambiguous ideological message
rarely provokes such organic urban
development.

A vivid illustration of this tendency
can be found in the works created for
Expo 2017, where futuristic, often kinetic
compositions visualising the theme of
future energy predominated. The use of
contemporary materials — composite
structures, glass, and polished metal
— accentuated the semantic break
with classical materials, symbolising
technological progress. Coral by Marc
Fornes and Expanding Energy by Andrew
Rogers became visual manifestos of
modernisation and the country’s global
positioning.

This artistic practice finds theoretical
grounding in Suzanne Lacy’s concept
of the “new genre public art”, which
prioritises processuality, dynamic form,
and dialogue with the surrounding
environment, since “public art seeks to find
a ‘democratic’ model of communication
based on participation and collaboration
among audience members in the
creation of artworks” (Kartseva 66).

For example, Andrew Rogers’s kinetic
sculpture Expanding Energy functions
not as a static monument but as a visual



metaphor for continuous movement and
transformation. As the art theorist Malcolm
Miles emphasises, such works constitute
“open artworks” whose semantic content
is actively constructed by the viewer in the
process of perception.

These objects predictably gain
popularity on social media, transforming
into informal symbols of urban identity.
Thus, the “new wave” does not merely
renew the visual code but fundamentally
transforms the social function of the
monument: from an instrument of
ideological representation, it becomes a
mechanism for shaping a contemporary
creative urban environment, in line with the
strategic objectives for the development of
the creative industries in Kazakhstan.

Contemporary monumental sculpture in
Kazakhstan plays a key role in shaping the
visual code of national identity, which exists
in constant dialogue between historical
heritage and global cultural processes.

The visual language of Kazakhstani plastic
art constitutes a complex semiotic system
in which archetypal images of nomadic
civilisation acquire renewed relevance
through contemporary art. As Yergaliyeva
rightly notes, “the turn towards national
archaism, prompted by the search for
novelty, acuity, and breadth of vision, has
produced powerful and expressive works,
contributing to the disclosure of existential
aspects of human being” (Yergaliyeva 125).

Within the Kazakhstani visual paradigm,
several key symbolic complexes have taken
shape:

— plastic motifs of the animal style,
deriving from the model of the Golden Man,;

— the architectonic image of the
Shanyrak as a universal model of the
COSMOS;

— the archetype of the World Tree,
adapted to an urban context;

— traditional ornamental systems
integrated into contemporary design.

In Kazakhstan, monumental sculpture
has moved beyond its traditional aesthetic
function, becoming an effective tool for

attracting tourists. The phenomenon of
“sculptural tourism”, as part of a global
trend, demonstrates how public art objects
become independent destinations in their
own right.

Figure 3. Baiterek. Akmurza Rustembekov.

The demands of contemporary tourists,
particularly younger visitors, have shifted
toward seeking unique experiences and
creating social media content. The Baiterek
Tower monument in Astana has evolved
from an abstract symbol into a universally
visited destination. Its interactive elements
— the observation deck and associated
symbolic rituals — offer a multifaceted
experience combining cognitive, visual,
and entertainment dimensions. As G.
Vyatkina observes, “The large park areas
surrounding the Baiterek monument in
the heart of the metropolis are constantly
used for hosting extraordinary events,
which enhances its tourist attractiveness.
In 2010, at the invitation of the akimat,
the international exhibition United Buddy
Bears was organised here. As a result, 125
exceptional works of art, created by artists
from various countries around the world,
were displayed in peaceful proximity to one
another” (Vyatkina 25).
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More recent art objects, such as the
sculpture Nades, operate according
to a different model, spontaneously
transforming into centres of urban
attraction. They foster social interaction
and sustain a steady pedestrian flow, acting
as catalysts for the transformation of the
surrounding environment. This, in turn,
stimulates the development of related
infrastructure — the opening of new cafés
and souvenir shops, as well as increased
demand for thematic excursions.

In contemporary urbanism, monumental
sculpture is regarded as a strategic asset
for territorial branding and for enhancing
investment attractiveness. It contributes
to the formation of symbolic capital, which
is subsequently converted into tangible
economic dividends. As K. Sultanova
notes, “...a crucial component of territorial
branding is the ‘sale’ of landmarks, natural
conditions, and the services associated with
them” (Sultanova 67).

Within the framework of the “creative
city” concept, unique public art objects and
a developed cultural ecosystem function
as magnets for the creative class — highly
qualified professionals, entrepreneurs, and
innovative companies who act as drivers
of economic growth. Dominant landmarks
such as Baiterek Tower and the sculptural
complex of Expo 2017 serve as visual
markers, shaping Astana’s image as a
dynamic and progressive capital.

The Baiterek monument itself remains
the most visited paid attraction in Astana.
According to open-source data, annual
attendance exceeds 500,000, with up to
3,000 visitors per day during the peak
tourist season. The adult ticket price is
1,500 tenge (concessionary rate — 700
tenge), generating a direct revenue stream
of at least 500—600 million tenge annually
from ticket sales alone. However, the actual
economic effect is considerably higher due
to the multiplier of tourist expenditure
(transport, accommodation, catering,
souvenirs).

Large-scale projects such as the Qazaq
Eli Monument demonstrate state stability
and ambition, which is significant for
attracting foreign capital. At the same time,
kamepHhble yet artistically significant works
such as Nades in Almaty reinforce the
city’s reputation as a centre of creativity,
attractive to the high-technology sector and
the cultural industries.

Figure 4. Seated Woman with Fruit. Fernando
Botero.

Thus, monumental sculpture initiates a
positive chain reaction of development:

— the creation of a unique art object;

— the formation of a recognisable
territorial brand;

— the influx of creative professionals and
investment resources;

— the stimulation of the economy and
the development of the urban environment.

For Kazakhstan, the strategic
development of monumental art becomes
an instrument of soft power, positioning
the country and its cities as competitive
global actors and accelerating the transition
towards a knowledge-based economy.

The creation and maintenance
of monumental sculpture exert a
comprehensive impact on the real sector of
the economy, extending far beyond artistic



value. This process forms a multi-level
value chain integrating a wide range of
industries and specialists.

The launch of a large-scale art project
serves as a catalyst for economic activity.
At the initial stage, alongside sculptors,
architects, design engineers, and
technologists, demand for highly qualified
labour is generated. At the production
stage, orders are placed with enterprises in
related sectors — metalworking, foundries,
stone-cutting workshops, and construction
companies — ensuring capacity utilisation
for small and medium-sized businesses.

After installation, the economic cycle
enters a long-term phase, including:

— maintenance, security, and
landscaping services, creating stable
employment;

— the development of the souvenir
industry (production of miniature replicas
and branded merchandise), providing
additional income for local entrepreneurs;

— increased employment in adjacent
sectors (hospitality and catering, transport
services, retail trade) due to enhanced
tourist attractiveness.

[nitial investment in monumental
art cascades into a series of economic
benefits. It does not merely materialise
in an art object but initiates sustained
economic activity, creates jobs, supports
local industry, and increases tax revenues.
This converts sculpture from a cultural
expenditure item into a strategic
investment in the sustainable development
of a territory. As Danilov notes, “Cultural
heritage, being an integral part of a
territory, represents the most effective
basis for shaping its brand, becoming
an important resource for development”
(Danilov 120).

An important characteristic is
geographical concentration: more than
50% of all creative industry entities are
located in Almaty and Astana. This explains
why the principal examples of the “new
wave” in monumental sculpture emerge
precisely in these two metropolises, where

the necessary infrastructure and solvent
demand have been formed. In terms of
organisational structure, 70% of entities
are individual entrepreneurs, indicating the
small-business character of the creative
industries. In February 2024, a special tax
regime for creative industry entities was
introduced. The result was impressive:
within a year, the number of entities
increased by 17 %, reaching 46,667.

This constitutes direct evidence of the
effectiveness of state support.

Monumental sculpture plays a key role
in shaping public spaces and the city’s
unique image, directly influencing its social
dynamics. Unlike museum exhibits, street
art objects are integrated into everyday
life, transforming behavioural patterns
and residents’ perceptions of the urban
environment.

According to William H. Whyte’s
concept of “social triangulation”, public art
objects stimulate communication among
strangers. His work “focused on promoting
the importance of lively districts and the
comiort of public places” (Zlotnikova 245).
A vivid illustration of this phenomenon
is the sculpture Nades in Almaty, which
has spontaneously become a focal point
for photography and live interaction,
transforming an anonymous urban space
into a form of public living room.

The navigational function of sculptures
serves as a visual landmark, facilitating the
perception of the urban landscape. This
role corresponds to Kevin Lynch’s concept
of “imageability”, according to which
memorable elements (such as dominant
landmarks) enable residents to construct
cognitive maps. The navigational function
extends beyond utilitarian orientation,
forming an emotional attachment to place.
As Lynch noted, “human sensations of
spatial and temporal structures, combined
in a ‘sense of region’, should be taken into
account in planning decisions” (Lynch 7).
Art in the urban environment thus becomes
a planning instrument, transforming
anonymous space into a meaningful place
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where residents experience a sense of
belonging.

Monumental sculpture in Kazakhstan
performs not only an aesthetic but also
a socio-cultural function. Such objects
as Baiterek and the Golden Man serve
as psychological landmarks and form an
emotional connection between residents
and urban space, creating a unique “spirit
of place.”

Modern sculptural projects are
increasingly oriented toward the principles
of tactile urbanism and interactivity,
transforming the viewer into an active
participant in the urban environment. This
contributes to the formation of inclusive
public spaces and expands the function of
art from symbolic representation to social
service.

Contemporary sculptural complexes
increasingly combine memorial and
educational functions by incorporating
informational panels, QR codes, and
guided tour programs. Thus, monumental
sculpture becomes an important tool for
preserving historical memory, shaping civic
identity, and transmitting cultural values
between generations.

Basic Provisions

The present study offers a comprehensive
analysis of the transformation of
monumental sculpture in Kazakhstan. Its
scholarly novelty and principal conclusions
may be summarised as follows.

First, the research identifies and
substantiates, for the first time, a specific
model for the development of monumental
sculpture based on the simultaneous
coexistence of two distinct trajectories.

On the one hand, there is the “classical
canon”, which serves to articulate national
and state identity. On the other hand,
there is the “new wave”, oriented towards
creating interactive public spaces. Their
continuous interaction and dialogue refute
linear theories of cultural development
and demonstrate the uniqueness of the

formation of a contemporary artistic
environment in a post-Soviet country.

Second, the study develops and tests
an original methodology for assessing
the kommniekcHoe impact of monumental
sculpture, combining art-historical,
economic, and sociological approaches. It
is demonstrated that sculpture functions as
a synthetic resource that directly reinforces
economic outcomes, including tourism
growth and local business development,
by strengthening identity and enhancing
the comfort of the urban environment. A
concrete mechanism of this transformation
is established: the art object creates a
territorial brand, which in turn increases
investment attractiveness.

Third, the phenomenon of the “hybrid
subjectivity” of sculpture in Kazakhstani
cities is theoretically conceptualised and
empirically confirmed. This implies that
public art objects, initially created within
the framework of state cultural policy,
are subsequently actively appropriated
by urban residents. Citizens endow
these objects with new, often unintended
meanings, transforming them from static
symbols into dynamic elements of social
life.

Fourth, for the first time in relation to
Kazakhstani material, a comprehensive
criterion for evaluating the success of
public art objects is applied. This criterion
encompasses not only artistic value but
also social effectiveness — the capacity to
revitalise public spaces — and economic
feasibility. On this basis, a typology of the
functions of contemporary monumental
sculpture is proposed: navigational,
socio-catalytic, brand-forming, economic-
stimulating, and memorial-educational.

Fifth, the study substantiates the
concept that monumental sculpture
constitutes a strategic asset of
Kazakhstan’s creative economy, capable
of generating symbolic, social, and
economic value simultaneously. To realise
this potential, practical mechanisms are
proposed, including models of public—



private partnerships and participatory
design involving local communities, which
have significant application in urban
development and cultural policy.

Overall, the research opens new
perspectives for examining the role of
public art in transforming societies and
offers a methodological toolkit for analysing
synergistic effects within the creative
industries.

Conclusion

The conducted research makes it possible
to assert that Kazakhstan’s monumental
sculpture represents a complex socio-
cultural phenomenon integrated into

the system of the creative economy and
making a substantial contribution to the
country’s aesthetic, economic, and social
development.

The stylistic evolution of monumental
sculpture demonstrates a dialectic of
development: from the “classical canon”,
consolidating the national-historical
narrative, to the “new wave”, characterised
by an experimental language and an
orientation towards interactivity.

New objects are marked by the search
for non-trivial plastic solutions, the active
use of interactive elements, and a focus on
the creation of vibrant public spaces. Such
a synthesis of respect for tradition and bold
innovation makes it possible to construct
a multifaceted image of the country,
demonstrating its capacity for dialogue
between national heritage and the language
of global art.

Monumental sculpture has proven
its viability as a multifunctional asset
generating a synergistic effect. In economic
terms, it acts as a catalyst for tourism
growth, strengthens territorial branding,
and forms extensive production and

service chains. In the social dimension, it
structures public spaces, reinforces local
identity, and serves as an instrument of
historical education. Importantly, these
objects increasingly become platiorms for
public discussion, reflecting the growing
maturity of civil society.

To realise the potential of sculpture as
a driver of the creative economy, systemic
measures are required. Among the
priorities is the creation of a comprehensive
state programme to support public
art, based on transparent competitive
procedures and participatory design
involving citizens. A promising direction is
also the development of large-scale land art
projects in the regions, capable of creating
new tourist attractions and revealing the
uniqueness of each Kazakhstani city.

The development of public art is
supported by institutional changes: the
opening of ALMA Museum and the
Tselinny Center of Contemporary Culture
in 2025 has created contemporary art
infrastructure. The macroeconomic context
is likewise favourable, as evidenced by a
17 % increase in the number of creative
industry entities following the introduction
of tax incentives.

Geographical specificity is expressed in
the concentration of innovative objects in
Almaty (71 %), associated with developed
infrastructure and active private enterprise.
In the regions, innovative objects remain
isolated; however, their emergence
(Kyzylorda, Kostanay) indicates the
potential for decentralisation.

Thus, Kazakhstan’s monumental
sculpture has established itself as an
asset of the creative economy, generating
measurable economic, social, and symbolic
effects. The “new wave” represents a
sustainable trend with internal diversity,
supported by institutional change and
favourable economic policy.
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9o6ninnaes Tanrar, Manik MykaHoB

TemipGek Kyprenos arbinuarsl Kaszax yartbik enep akagemusicol (Anmarbl, Kasakcran)

KA3AKCTAHHbIH KPEATUBTI UHAYCTPUSA XXYHAECIHAETI MOHYMEHTANAbI MYCIH
OHEPI: 3CTETUKA, 5KOHOMUKA XXOHE 9JIEYMETTIK 9CEPJIEP

Anpartna. byn 3epTTey KpeaTuBTi MHAYCTPUSANAPAbI AAMbITY asgcbiHAa Ka3akCTaHHbIH MOHYMEHTaNAbI
MYCiH eHepiHAeri e3repictepAi TanaayFa 6arbiTTanFaH. XYMbICTbIH, ©3€EKTiNir MaAEHM faMyabIH,
MeMeKeTTiK 6ardapnamanapblH icke acbipy NpoLeciHae KOFaMAbIK 6HEPAiH, peniH KaiTa KapacTbipy
KKETTinirimeH 6ainaHbICTbl. 3epTTeYAiH, MaKcamel — MOHYMEHTANIAbI MYCiH 6HEPIHiH, 2/1eyeTiH OHbIH,
3CTETUKANbIK, SKOHOMMKAIK XXSHE dNeyMeTTiK QYHKLMANAPbIH Tanaay apKplibl XXaH-KakTbl 6aranay.
3epTTeyaiH adicHamansik Heei3iH AcTaHa XaHe AnmaTblaasbl eHep 0ObeKTINEpPiH 3epTTey, KepKeMAiK
HbICaHAAP 3BOOLMSCHIH CaNbICTbIpManbl-TApUXM SAICNEH Tanaay XXaHe onapAblH MYbTUNANKATUBTIK
9CepnepiH aneyMeTTiK-MaEeHN TypFblaaH 6aranay Kypanabl. HomuxeciHoe ynTTbIK-TapuX1 HappaTUBKe
6aFbITTaNFaH «KNACCUKANBIK YAITi» MEH MHTEPAKTMBTINIK NeH 3KCMEePUMEHTTIK TCIIMEH CUMATTaNATbIH
KUHHOBALMANbIK TICIN» CUAKTbI €Ki CTUAUCTUKANBIK YPAIC aHbIKTanAbl. 3aMaHayu MYCiH )06anapbIHbIH,
TYPMUCTIK TapTbIMABIIbIK NEH Kana 6peHAMHriHE acepi aMNMPUKaNbIK TYpAe AanenmeHi. Koramapik
KEHICTIKTi KYpbI/bIMAAYAA XXSHE deyMEeTTiK ©3apa apeKeTTeCyAi XaHAaHAbIPYAA MYCiHHIH, Heri3ri peni
aHbIKTanabl. XXyYMbICTbIH TaXipUbenik MaHi KOFaMabIK 6HepAi AaMbITyAblH, OHbIH, iLiHAE a3aMaTTapabl
KOFaMAbIK 6HepAi KOPKeWTy XKYMbICbIHA TapTy 9A4iCTepi MEH MeM/IEKETTIK-KEKEMEHLLIK CepiKTecTikK
MOAEeNbAEPiH KAMTUTbIH TETIKTEPIH 93ipneyae xaTblp. XanblkapanblK FblIbIMW 0OpTa YLUiH 3epTTeYAiH,
KYHZIbITbIFbI MOCTKEHECTIK KEHiCTIKTeri A3CTYpi M3AEHMET NeH 3aMaHayM KpeaTMBTIK TaxipubeHi caTTi
YMNecTipy TXipubeCiH yCbiHybIHaH Typaabl.

Tyiiin ce30ep: MOHYMeHTaNabl MYCiH, KOFaMAbIK, ©Hep, WblFapMaLUbliblK, MHAYCTPUANAP, Kanabik,
KEHiCTiK, COYNEeTTiK-KepKeMAiK OpTa, TAPUXM XKafbl, TYPU3M, MEMNEKETTIK-)KEKE SPiNTECTiK.

Jaliekce3 ywiH: TanfaT, 064inaaes xaHe MykaHoB Manik «Ka3akcTaHHbIH, KpeaTUBTI MHAYCTPUS
XXYMeciHoeri MOHYMeHTanabl MyCiH @Hepi: 3CTeT1KA, IKOHOMMKA XKIHe aneymeTTik acepnep». Central
Asian Journal of Art Studies, 1.11,N21, 2026, 228-247 6.,D01:10.47940/cajas.v11i1.1140

Asmopnap KonmazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddenep Kalllbl/bIFbl HOK,
eKeHOi2iH Manimoelioi
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MONUMENTAL SCULPTURE OF KAZAKHSTAN WITHIN THE CREATIVE INDUSTRIES SYSTEM: AESTHETICS,
ECONOMICS AND SOCIAL EFFECTS

Ao6aunpaes Taarat, Maauk MykaHoB

Kaszaxckasi HatoHasbHast akaaemust uekyeers umenn Temup6eka JKyprenosa (Asnvarsi, Kasaxcran)

MOHYMEHTANIbHAS CKYJIbMTYPA KA3AXCTAHA B CUCTEME KPEATUBHOW UHAYCTPUMN:
3CTETUKA,2KOHOMUKA U COLLUANIbHBIE SDDEKTbDI

AHHoTaums. Hactosuwee nccnenoBaHve aHanM3npyeT TpaHCHOPMaLMI0 MOHYMEHTANbHOW CKYNbMATYpPbl
Ka3axcraHa B KOHTEKCTE pa3BUTUS KPEATUBHbIX MHAYCTPUIA. AKTYanbHOCTb paboTbl 06ycnoBieHa
HEeobX0AMMOCTbIO NEPEOCMbICIEHNS POM NMYBANMYHOTO UCKYCCTBA B peanu3aLmm rocyiapCTBEHHbIX
NporpamM KysbTYPHOIO Pa3BUTUS. Llesib ucciedo8aHus — KOMNAEKCHas OLEeHKa NoTeHuuMana
MOHYMEHTaNbHOW CKY/bMTYPbl YePE3 aHANU3 €€ ICTETUYECKMX, IKOHOMUYECKMX U COLMANBHBIX

dyHKLMI. MemodonoauyecKyro OCHOBY COCTABASET MEXANCLMMNAMHAPHbIA CUHTE3 NOAXOLOB,
BKJTOYAIOLLMI KeMC-aHann3 06bekToB B AcTaHe M AnMaTbl, CPaBHUTENbHO-UCTOPUYECKUIA aHANN3
3BO/OLLMU XYLO0XKECTBEHHBIX POPM M COLMOKYNLTYPHbIA aHANN3 MYNbTUMIMKATUBHBIX 3ddeKToB. B
pe3ynbmame BbISIBNEHbl IBe CTUANCTUYECKME TEHLEHLMM: KKNACCUYECKUI KaHOH», OPUEHTUPOBAHHBIN Ha
HaLMOHaNbHO-UCTOPUYECKMI HapPaTUB, M KHOBAS BOJIHA®, XapaKTEPU3YOLLASCS MHTEPAKTUBHOCTbBIO U
3KCNEPUMEHTaNbHbIM NOAXOAO0M. IMMNUPUYECKM NOATBEPXKAEHO BIMUSHUE COBPEMEHHbIX CKY/IbMTYPHBIX
NMPOEKTOB Ha TYPUCTUYECKYH NPUB/IEKATENBHOCTb U BPEHAMHI FOPOLOB. YCTAHOB/IEHA K/Il04YeBas

poJib CKYNbNTYpbl B CTPYKTYPUPOBAHWUM MYBAMYHOIO MPOCTPAHCTBA M aKTUBU3ALMK COLMANBHBIX
B3aMMonencTBui. [pakTnyeckas 3HaYMMOCTb paboTbl 3aKNHYAETCS B pa3paboTke MEXAHM3MOB pa3BUTUS
nabnk-apTa, BK/0Yas METOAbl BOBIEYEHUS FPAXKAAH M MOLENW roCyAapCTBEHHO-4YACTHOMO NAapTHEPCTBA.
Hay4Has LeHHOCTb Ans MeXAyHapOAHOro CO06LLecTBa COCTOMT B NMPEACTaBIEHUM OMbITa FAPMOHM3ALIUK
TPaAMLMOHHOW KyNbTYpbl U COBPEMEHHbIX KPEaTUBHbIX MPAKTUK B MOCTCOBETCKOM KOHTEKCTE.

Kntouesbie cnosa: MOHyMeHTanbHas CKyNbMTypa, OOLLECTBEHHOE MCKYCCTBO, TBOPHECKUE UHAYCTPUM,
ropoACKOe NPOCTPAHCTBO, apXUTEKTYPHO-XYA0XKECTBEHHAs Cpesa, UCTOpUYEecKas NamsTh, TYPU3M,
rocyAapCTBEHHO-YaCTHOE MapTHEPCTBO.

Ans yumupoeanus: Abounpaes, Tanrat, 1 Manuk MykaHoB «MOHyMeHTanbHas CKynbnTypa
KasaxcraHa B cucteMe KpeaTMBHOM MHAYCTPUK: SCTETMKA, SKOHOMMUKA M coLmanbHble 3ddekTbl» Central
Asian Journal of Art Studies,1.11,N21, 2026, c. 228-247,D01:10.47940/cajas.v11i1.1140

Asmopesl npoyumanu u 0006puu OKOHYAMENbHBIL 8APUAHM PYKONUCU U 3G58/15t0mM 06 omcymcmeuu
KOHGUKmMa uHmepecos.



ABTopnap Typanbl Manimer:

CBepeHus 06 aBTopax:

Information about the authors:

Oo6ningaes Taarar —
«KepkemcypeT» KadespachbHbIH
1 kypc nokropantbl, Temip6ek
JKyprenos arbinnarbl Kasak
VATTBIK OHEp aKajleMHsIChl
(Anmarsl, Kazakcran)

MykaHoB Manik ®i06epyibl

— PhD nokropsi, Temip6ex
JKyprenos atbinparsl Kazak
V/TTHIK OHEP aKaJeMHsIChIHbIH,
«Kepkemcyper» KadenpacblHbIH
JIOLeHTI

(Anmatsl, Kazakcran)

Ab6auanaes Taarat — J0KTOpaHT

1 xypca Kadenpsl «M3siinbix
HcKyceTB», Kagaxckast
HallMOHaJIbHas akaJleMHs UCKYCCTB
umenu Temnp6eka Kyprenosa
(Anmarsr, Kazaxcran)

ORCID ID: 0009-0003-0951-4040

talgatabdildayev@gmail.com

MykanoB Mannk ®aodepoBuy —
nokrop (PhD), noueHT Kadeapbi
«HasipbIx nekycets», Kasaxckas
HallMOHAJIbHAS aKaleMHs HCKYCCTB
nmenn Temup6eka JKypreHosa
(Anmatsl, Kaszaxcran)

ORCID ID: 0000-0002-1144-2870

E-mail: malik_flober@mail.ru

Talgat Abdildaev — 1st-
year doctoral student of the
Department of Fine Arts,
Temirbek Zhurgenov Kazakh
National Academy of Arts
(Almaty, Kazakhstan)

Mukanov Malik Floberovich
— PhD, Associate Professor of
the Department of Fine Arts,
Temirbek Zhurgenov Kazakh
National Academy of Arts
(Almaty, Kazakhstan)



