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Abstract. This article examines the newly established art institutions in Almaty, Kazakhstan,
namely Almaty Museum of Art and Tselinny Center of Contemporary Culture, and analyzes how
these institutions shape visitor experience within museum space. The study aims to analyze how
architectural design, curatorial framework, and public programming influence visitor engagement
in newly opened emerging art institutions. The research is grounded in Falk and Dierking’s (1999,
2000) Contextual Model of Learning. The study explores personal, social, and physical experiences
in museums. The methodological framework is based on a qualitative comparative analysis of two
contemporary art institutions through institutional observation, exhibition environments, review of
public programming, and social media engagement during the opening period of September-October
2025. The study finds that the Almaty Museum of Art and Tselinny develop two different models of
visitor engagement. The Almaty Museum of Art relies on architectural space and guided interpretation,
while the Tselinny foregrounds participatory discussion and educational initiative. Both institutions
demonstrate that Kazakhstan’s contemporary art spaces are moving away from didactic museum
models toward more visitor-centered, community-based practices.

Keywords: contemporary art institutions, museum visitor experience, museum learning, curatorial
framework, educational programs, visitor engagement, museums.

Cite: Akmaral Kulbatyrova “The Visitor Experience in Contemporary Art Institutions: A comparative
study of the Almaty Museum of Art and Tselinny Center of Contemporary Culture” Central Asian Journal
of Art Studies,Vol. 11, No. 1, 2026, pp. 198-209, DOI: 10.47940/cajas.v11i1.1152



Acknowledgments: The author would like to thank the editorial board of the Central Asian Journal
of Art Studies for their assistance in preparing this article for publication, as well as the anonymous
reviewers for their attention and interest in this research.

The author have read and approved the final version of the manuscript and declare that there is no

conflict of interest.

Introduction

Over the past three decades, museum
studies scholarship has increasingly
noted the transformation of museums from
traditional institutions focused primarily
on collection toward participatory cultural
spaces that prioritize visitor engagement,
dialogue, and interpretation.

The expansion of contemporary art
institutions in Almaty, Kazakhstan, has
become a topic of growing scholarly and
public interest. The growing trend of arts
and cultural institutions has attracted
diverse audiences, and seeking to construct
meaning and build a new experience within
art institutions.

The recent opening of the first
contemporary museum in Almaty attracted
large audiences. The visitor numbers at the
Almaty Museum of Art were unprecedented
as the public interest reached 14.000
visitors during the first three days alone
(Almaty Museum of Art). However, the
visitor’s interest in contemporary art
institutions suggests a museum space
constructed to international standards,
with architectural forms, and at the same
time indicates a generational shift toward
seeking cultural learning. Contemporary
museum research emphasizes that
visitors approach museums with diverse
motivations and expectations, shaping
individual experiences rather than following
predetermined interpretive pathways. Thus,

it is significant for museum staff to navigate
different visitor patterns to understand the
intentions and meanings visitors create
while visiting museums and to encourage
sustained engagement with interactive
practices within museums (Hooper-
Greenbhill, 1999).

What we see now from international
trends is how museum staff try to create
public, educational, and visitor programs
that are more interactive, engaging,
and attractive to respond to the public’s
needs. “Over the past 10 years, however,
museum culture has begun to shiit from
focusing on collections to communication
with visitors. Museums are changing
from static store-houses for objects into
active learning environments for people”
(Chang, 2006, p. 171, citing Hooper-
Greenhill, 1994a, 1999). While the rapid
expansion of contemporary art institutions
in Kazakhstan has attracted unprecedented
public interest, visitor engagement often
remains architectural and symbolic rather
than interpretive and educational.

This study investigates how art
institutions build their programs to
attract visitors and affect their behaviors,
particularly the interaction of visitors with
museum interpretive practices. Within
Kazakhstan, the museum expansion
landscape, visiting museums becomes
a way of learning not only about art,
but also about cultural interpreters and
how participation is performed in public
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space. Despite the rapid emergence

of contemporary art institutions in
Kazakhstan, little scholarly attention
has been given to how these institutions
shape visitor experience and interpretive
engagement within museum space. This
article contributes to museum studies
by analyzing how newly emerging arts
institutions in Almaty, Kazakhstan
reinterpret visitor engagement practices
within a post-Soviet context.

Method and materials

Before [ analyze the two major art
institutions in Kazakhstan, the Almaty
Museum of Art and Tselinny Center of
Contemporary Culture, this study draws on
the Interactive Experience and Contextual
Learning Models by Falk and Dierking
(1992, 2000), which are applicable
to museum visiting and learning and
their learning experience. In the article
“Interactive Experiences and Contextual
Learning in Museums,” Eun Jung Chang
(2006) outlines three contexts of visitor
experience: personal, social,, and physical.
The personal context includes motivations,
expectations, interests, beliefs, prior
knowledge, and experiences. The social
context includes co-visitation patterns and
social interactions within groups, between
visitors and staff. The physical context
includes institutional restrictions, policies
and rules, architecture, layout, activities,
collections, and facilities (Chang 170).
The recent opening of two major
contemporary art institutions - the Almaty
Museum of Art and the Tselinny Center
of Contemporary Culture, using Falk and
Dierkin’s (1992, 2000) Contextual Model
of Learning, this study examines the
visitors’ prior experiences and behavioral
patterns and intention to be educated
within museum practices. While the surge
in attendance may partially reflect growing
interest in cultural education among
younger generations, social media analysis
suggests architectural forms and symbolic

participation in early visitation. The
analysis draws on institutional observation,
spatial analysis, interpretive materials,

and social media content to assess how
each institution shapes visit behaviors and
meaning-making processes. Particular
attention is given to how architectural
design, curatorial research, and modes of
mediation influence visitor’s motivations
and levels of engagement. Rather than
treating visitor behavior as a matter of
individual preference, this approach
emphasizes how institutional design

and curatorial strategies shape modes of
engagement and self-understanding within
museum spaces. This observation does
not seek to evaluate visitor satisfaction

or learning outcomes quantitatively, but
rather to examine the institutions’ capacity
for developing engagement programs for
the visitors.

This study employs qualitative
institutional analysis, combining
observational research and spatial analysis
of exhibition environments during the
opening in September 2025. Data were
collected through the visitor’s behavior on
the first opening day, reviewing institutional
websites and public programs, and analysis
of the social media engagement and
visibility between September and October
2025. The comparative analysis focuses
on how architectural space, curatorial
strategies, and public interaction initiatives
influence visitor engagement within
the framework of Falk and Dierking’s
Contextual Model of Learning. This
research does not aim to measure visitor
satisfaction quantitatively but rather
focuses on the institutional strategies that
shape visitor engagement.

Discussion

Museums function as spaces for learning.
Through the museum experiences, people
create communities, learning outcomes
and motivations to participate in cultural
environments. Learning is the name we



give to the complex biological process that
underlies our ability to engage in such
diverse activities as hitting a tennis ball,
singing, knowing how to “read” facial
expressions and “read” a work of art (see
Falk, Dierking and Holland 1995).

Chang (2006) argues: Viewed from
this perspective, most human learning
is self-motivated, emotionally satisfying,
and personally rewarding. A number of
investigators have found that humans are
highly motivated to learn when they are
in supporting environments (Deci 1992;
Deci, Schwartz, Sheinman, and Ryan
1981; McCombs 1991); when engaged in
meaningful activities (Dewey 1890; Maehr
1984; McCombs 1991; Salami 1998);
when they are freed from anxiety, fear and
other negative mental states (Diener and
Dweck 1980; McCombs 1991); when
individuals have choices and control over
their learning (Covington 1992; Griffin
2004; Paris 1997; Paris and Cross 1983;
Pintrich and DeGroot 1990); and when the
challenges of the task meet the person’s
skills (Csikszentmihalyi 1990a; 1990b)
(p.172). Since then, the museum’s goal
as expressed above is to concentrate
their mission to create learning space for
their visitors, even if they have different
motivations and approaches to visit
museums.

Aesthetic learning also develops when
interpretation is carefully facilitated.
Abigail Housen’s research, as presented
in The Eye of the Beholder: Measuring
Aesthetic Development, identifies five
stages of aesthetic development, which
later informed the Director of Education
at the MoMa in New York to develop
an educational program called Visual
Thinking Strategies (VTS). Her work in
art education encouraged young visitors
to question themselves: “What is going on
in this picture?”, “What do you see that
makes you say that?” and “What more
can we find?” (Yenawine 25). Through
these questions now VTS is no longer an
art education program for children, it has

become an interpretive framework in how
museums communicate with visitors across
all ages, departments and institutional
structures. Newly opened contemporary
art institutions are entering a cultural
landscape where public expectations of
museum experiences are rapidly changing.
These institutions have the opportunity

to go beyond architectural spectacle by
designing exhibitions and public programs
that foster active engagement, meaning-
making, and learning.

The learning and engagement
experience can also be invisible to the
visitors’ experience. The visitor’s route
during museum visits allows museum
staff to navigate installation practices and
curatorial work. For example, the Tangible
Things project came from the concept of
“Things in Stories”, which emerged from
a Harvard course focused on connecting
collections across institutions. The aim of
placing objects in the right place is a real
change in museum interpretation, where
the collection comes together depending on
its themes and stories. Ethan Lasser, Head
of the Division of European and American
Art, and Theodore E. Stebbins, Jr., Curator
of American Art, led the reinstallation of the
American galleries in their approach:

“We decided to do something different
and put all the cultures together to
hang the galleries thematically and
chronologically rather than by culture.
As a result, we were all involved in every
space ... We brought together objects
and media, meaning instead of showing
paintings in one area and sculpture in
another, we mixed drawing, prints,
photographs, paintings, and sculpture
all in the same gallery.” (Brinich, 2016;
Lasser 2016). Such curatorial strategies
demonstrate how interpretive frameworks
direct the visitors, shaping visitor’s
understanding without explicit didactic
instruction.

Contemporary museum research
increasingly recognizes that visitor
engagement is shaped not only by
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interpretive texts but also by exhibition
design, spatial organization, and curatorial
framework. Sharon Macdonald notes that
museum visiting should be understood as a
complex interaction among social relations,
media, and exhibition design, in which
visitors actively construct meanings and
relationships with museums rather than
simply receiving institutional narratives.
(Macdonald, 2007). In the context of a
post-Soviet educational landscape, the
museum’s past experience functioned

as a space limited to questioning and
interpretation, whereas contemporary

art institutions open a key function of

the museum, allowing cultural authority

to be questioned through participatory
interpretive practices.

Results

This section analyzes how the Almaty
Museum of Art and the Tselinny Center

of Contemporary Culture construct

visitor experiences as art institutions
through architectural design, curatorial
strategies, and interpretive materials. The
observation was based on a qualitative
analysis conducted between September
and October 2025, which reviewed public
communication and social media channels
during the opening periods of both
institutions. The comparison demonstrates
how newly emerging art institutions

in Kazakhstan are reshaping modes of
cultural participation, moving away from
didactic models towards learning and visitor
engagement.

Following Falk and Dierking’s
Contextual Model of Learning, the analysis
is organized into three dimensions of visitor
experience: the physical, personal, and
social contexts. These dimensions show
how each institution structures visitors’
encounters with contemporary art through
architectural design, interpretive narratives,
and public programs.

The architectural environment is the
first interpretive framework through which

visitors encounter museums. The Art
Newspaper stated: “...Kazakh and Central
Asian artists will be housed in a new
9,400sq/m building designed by British
architects Chapman Taylor. This statement
shows that the building itself operates as a
cultural center, aligning with international
museum standards, commissioning
internationally recognized architects,

and outlining in scale, materiality, and
visual impact (Wave). According to the
Contextual Learning Model, the physical
context is the space that accommodates
the visitor’s flow and allows them to work
uninterrupted (Chang, E. J., 2006). The
scale and spatial organization of the Almaty
Museum of Art created an environment
aligned with international museum
standards, emphasizing open circulation
and large exhibition halls. Public reactions
indicate that during the museum’s
opening, architecture played a significant
role in attracting visitors. Social media
posts and public comments emphasized
the building itself as a cultural landmark
and as important to the city. Positioning
the museum as a cultural signal and its
presence in the urban landscape of Almaty.

In contrast, the Tselinny Center of
Contemporary Culture framed its opening
around intellectual curiosity and curatorial
exploration of the exhibitions. As evidenced
by the institution’s curatorial statements
and early programming, the Art Center
adaptively reused a Soviet-era building with
new perspectives, and its programming was
based on the transformation and continuity
of Central Asian heritage. Through the
physical context, it showed that the new
face of the building is a mediator of history
and contemporary art for visitors, not
merely a site of visitation.

These institutions represent two distinct
institutional strategies for engaging
audiences and reflect different approaches
to visitor participation and interpretive
mediation.

The level of public interest correlates
with the museum’s high visibility on social



media, international press coverage,
and the involvement of internationally
recognized scholars and curators, as
evidenced by public comments at the
opening of the Almaty Museum of Art. In
museum studies, high public response
often indicates the museum’s significance
as a new cultural center and space for
interaction. According to the Contextual
Model of Learning description by Eun
Jung Chang, the personal context relies
on people’s expectations and motivations,
sometimes based on prior knowledge
(Chang, E. J., 2006), which was a key
factor in visiting one of the big cultural
projects in Kazakhstan.

The Tselinny Center of Contemporary

Culture’s prior motivation to involve visitors

was to present contemporary artists’ work
and its context in the exhibitions. The
institution’s public programs are based
on historical narratives to communicate
with audiences interested in cultural
narratives, memory, and artistic practices.
For example, the Tselinny Center of
Contemporary Culture led numerous
projects and programs before the

official opening of the space, initiating
international art projects by Kazakh artists
and curating exhibitions with significant
social relevance.

Analysis of the Tselinnyi center database

shows that in 2023, they led several
discussions and research-oriented events
dedicated to Central Asian contemporary
art. These programs created opportunities
for young researchers, museum
educators,, and cultural practitioners to
participate, thereby providing a context
for local communities to construct a
collaborative intellectual environment
around the institution. Public programs
such as “Reimagining the Future and
Post -Soviet and Postcolonial the Central
Asian Crossroads” (2023), Beyond the
Post-Soviet: where do we go from here?
(2023) demonstrates the dialogue-based
initiative. Through these engagements,
Tselinnyi developed a space where visitors

are not merely observers but participants
in broader cultural conversations. This
strategy helped build a community

that was encouraged to return through
ongoing educational programs and critical
discussions.

These art institutions show how the
institutional framework is significant
in the personal context, where one
institution positions the visitor as a primary
participant, and the other as an active
negotiator, constructing continuity through
meaning and inquiry.

The interpretive practice of each art
institution may vary depending on its
research, position, and social preferences.
John Veverka is a key figure in advancing
interpretive practices; his approach to
interpretation aligns with the definition
provided by Interpretation Canada:
“Interpretation is a communication
process, designed to reveal meaning and
relationships of our cultural and natural
heritage, to the public, through firsthand
involvement with objects, artifacts,
landscapes and sites” (Veverka 8). If the
interpretation is a communication mode,
the Almaty Museum of Art remains a
traditional strategy, relying on curatorial
texts and guided tours to demonstrate
expert knowledge, which is a globally
acceptable practice. The nature of big
museums remains, leaving a visitor in
a self-directed mode of engagement,
where the discussion is limited and
facilitates a more in-depth experience
with the museum. At the same time, the
curatorial team of the Almaty Museum
of Art engages visitors through culturally
resonant artworks that foster familiarity
with Kazakh artists and a sense of cultural
proximity for local audiences. For example,
the exhibition “Qonaktar” represents the
museum’s major collection, inspired by
the works of two prominent artists: Aisha
Galymbayeva’s “Shepherds Feast” and
Salikhitdin Aitbayev’s “On the Virgin
Lands”. These artists capture the spirit
of nomadic life during the Soviet period,
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depicting pastoral traditions and communal
gatherings that resonate with the cultural
experiences of many visitors and with their
own social and historical backgrounds.
Such representations activate what Falk
and Dierking describe as the “personal
context” of museum learning, which
enables visitors to interpret artworks
through their own cultural memories and
social histories.

Sorin Brut wrote in “Art Focus Now”
that Tselinnyi initiated public programs,
educational programs for children and
adults, the digitization of Kazakhstani
art, and artistic laboratories (Art Focus
Now). In the social context, the Tselinnyi
positions visitors as co-curated participants
and learning as a shared, social process
in which visitors contribute to meaning
through dialogue, discussion, and collective
interpretation. Visitors can say what they
see, connect artworks through the social,
political, and personal experiences, and
hear what others say about the same work.

In the post-Soviet cultural landscape
of Kazakhstan, where museums served as
authoritative repositories of knowledge, the
emergence of these art institutions
signals a significant shift. These institutions
not only showcase contemporary art but
also transform the museum experience,
where knowledge is circulated and
shared, and where participation is
acknowledged in public space. The
comparison between the Almaty Museum
of Art and the Tselinnyi Center of
Contemporary Culture reveals
two models of visitor engagement
that emerged within Kazakhstan’s
contemporary cultural arena. While
the Almaty Museum of Art emphasizes
architectural features and collection-
based interpretation, Tselinny
foregrounds participatory discussions and
programming. Together, these approaches
illustrate how contemporary art institutions
in post-Soviet contexts experiment with
different engagement strategies and
participatory experiences.

Basic Provisions

Taking into consideration the above
research and analysis of two major art
institutions, the model proposed by Falk
and Dierkings (1999, 2000) shows that
learning experiences in museum space
depend on people’s social, personal,,

and physical preferences, which involve
them in relating to or repeating their
experiences. To follow up on the research,
this article offers suggestions to help build
a meaningful, concrete relationship with
visitors.

Firstly, the architectural forms have
proven effective in attracting large
audiences, shifting from symbolic
attendance to sustained visitation. It is
very important in the case of Kazakhstan,
because local visitors encounter
contemporary art for the first time and
lack confidence in interpreting art. A
key mechanism for fostering museum
learning is the art education programs
targeted for children and adults. The active
participation of the younger generation and
the building of meaningful connections
through discussions, visual prompts, and
interactive tools increase understanding of
contemporary art and the museum system.

Secondly, art education programs
should be supported by a curatorial vision
rather than being merely supplementary
activities. The internal collaboration
among the education, exhibition, and
curatorial departments fosters a diverse
learning pathway that addresses different
knowledge lenses, motivations, and
cultural backgrounds. In the post-Soviet
context in Kazakhstan, the didactic and
authoritative modes of knowledge prevail
in the museum system. A structural shift
toward participatory and visitor experience
models reconstructs and shapes a new
mode of learning experience, where the
knowledge is co-produced and responsive
to local audiences.

Thirdly, as newly opened art
institutions, their focus moves beyond



just evaluating the attendance and pays
attention to the systematic research,

such as visitor behavior, engagement
patterns, and interpretive experiences.
Museums should aim for long-term visitor
research, including observational studies,
qualitative feedback, and visitor identity
through the running exhibitions and
public programs. Institutional strategies
can better understand the evolving
patterns of visitors while they are engaged
in museum practices. Together, these
recommendations highlight the importance
of shifting from a structural museum
system to sustainable, visitor-centered
learning, interpretive engagement, and
community-centered programs.

Conclusion

This article has argued that the expansion
of art institutions in Kazakhstan is not
merely an architectural transformation

but a new perspective on how museums
can be presented as learning spaces. The
comparative and qualitative analysis of the
Almaty Museum of Art and the Tselinny
Center of Contemporary Culture’s study
demonstrates how art institutions shape
visitor experiences in different modes. One

emphasizes the symbolic presence and
collection richness; the other, through

dialogue, interpretation,, and collective
meaning-making.

Applying Falk and Dierking’s
Contextual Model of Learning to the
Almaty Museum of Art and Tselinny
Center of Contemporary Culture reveals
distinct experiential patterns. The Almaty
Museum of Art focuses on the physical
and personal dimensions that establish
curatorial authority and guided tours,
while the Tselinny Center of Contemporary
Culture prioritizes visitor engagement
through social interaction and dialogue.
Through these changes, it is evident that
post-Soviet models of museum experience
can coexist with and merge into emerging
participatory practices, educating the
younger generation.

It is important to note that
contemporary art institutions represent
institutional development from traditional
to contemporary museum models,
while also seeking to preserve narrative,
awareness, and institutional mission. By
establishing contemporary art institutions,
the article demonstrates that through the
visitor experience, art institutions challenge
their exhibition practices, public programs,
and art education in museum space.
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Akmapan Kyn6atbipoBa
bBac Myseiii (Maitamu buu, AKI)

KA3IPTI ©HEP UHCTUTYTTAPbIHAAFbI KENYWIJIEPLIH TOXIPUBECI: ALMATY MUSEUM
OF ART XOHE «LEJIMHHbIN» 3BAMAHAYU M3 EHU OPTAJbIFbIHbIH, CANIbICTbIPMAJbI
3EPTTEVI

Anpartna. Makanaga KasakcTaHHbIH AfiMaThl KanacbiHAA XXaHA4aH allblIFaH eHep MekeMenepi, atan
anTtkaHaa Almaty Museum of Art neH «Tselinny» 3aMaHayn MaAeHMET OpTasbifbl KAPACTbIPbIAbIM,
ONlapAblH, My3€el KeHICTIrHAEr Kenywinepain Taxipnbeci MeH 6iniMiH Kanan KanbinTacTbipaTbIHbI
TangaHagbl. 3epTTeyaiH MakcaTbl — apXUTEKTYpasblK LWELLiMHIH, KypaTop/iblK TY>KblpbIMAAMaHbIH XXaHe
KOFaMblK 6aroapnamanapablH XXaHa eHep MHCTUTYTTapbiHAAFbl KeNyLWinepaiH KaTbiCybiHa Kanai
9Cep eTeTiHiH alKbIHAAY. 3epTTeyAiH TeopusanbiK Herisi peTiHae Manbk neH OupkuHrTiH, (1999, 2000)
KOHTEKCTYanablK, OKbITY MOZENi anblHAbl; Oyn MOAEenb My3er TaXKipMbeciH TyNFanblK, dN1€YMETTIK XaHe
u3MKanbIK, KOHTEKCTEP asCbIHAA KapacTblipyFa MyMKIHAIK 6epefi. OaicHaManblK TypFblAaH Makana
€Ki 3aMaHayu eHep MHCTUTYTbIH canasblK CasblCTbipMasibl TaNAayFa Herizgeneai; 3eptrey 6apbicbiHAA
WMHCTUTYLIMOHaNAbIK, 6akblnay, KepMe KeHiCTiriH Tangay, koFamaplk, 6argapnamanapsa wony xaHe 2025
XbINAbIH, KbIPKYMEK-KA3aH ainfapblHAAFbI Albly KE3EeHiHAEr aeyMeTTiK xeninepaeri 6enceHminik
KapacTblpblngbl. 3epTTey HaTuxkenepi Almaty Museum of Art neH Tselinny kenywinepai TapTyabiH,
€Ki Typni MogeniH KanbinTacTblpaTbiHbiH KepceTeni. Almaty Museum of Art Heri3iHeH KeHICTiKTiH,
CIYNeTTIK KepiHiCi MeH nHTepnpeTauusra kebipek cyieHce, Tselinny kenywinepai TapTy MeH 6inim 6epy
6actamanapblHa 6acbiMabik 6epesi. byn eki MHCTUTYT Ta Ka3akcTaHaasbl 3aMaHaym eHep KEHICTIKTIriHiH,
LVMOAKTUKANbIK, My3€R YArinepiHeH Kenywinepai TapTyFa XaHe My3ei TaxipubeciHaeri 6enceHai okyfra
6ipTiHaen 6eT 6ypbin Kene XaTKaHblH KepceTes,.

TyiiiH ce30ep: 3aMaHayu eHeEpP MeKeMesepi, Mypaxkai KenyLinepiHin, Toxipnbeci, Mypaxanaa okbITy,
KYpaTopJibIK, KypblibiM, 6iniM 6epy 6aroapaaManapbl, Kenywinepai TapTy, 3aMaHaym My3einnep.

Aaiiexce3 ywin: KynbatbipoBa AkMapan. «Kasipri eHep MHCTUTYTTapbIHAAFbI KENyLWinepaiH,
TaXipubeci: Almaty Museum of Art >xaHe «LlennHHbIN» 3aMaHaymM M3AEeHM OpTablFbIHbIH, CaNbICTbIPMaibl
3eptTeyi». Central Asian Journal of Art Studies, T. 11, N21, 2026, 198-209 66., DOI: 10.47940/cajas.
v11i1.1152

ABmop KomHa30aHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bI #aHe Myddesnep Kalllbliblfbl OK eKeHOi2iH
Masnimoedioi.
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THE VISITOR EXPERIENCE IN CONTEMPORARY ART INSTITUTIONS: A COMPARATIVE STUDY OF THE
ALMATY MUSEUM OF ART AND TSELINNY CENTER OF CONTEMPORARY CULTURE

Akmapan Kyn6arbipoBa
Myzeii Bac (Maitamu buu, CI1IA)

ONbIT NOCETUTENEN B UHCTUTYTAX COBPEMEHHOIO MCKYCCTBA: CPABHUTEJIbHOE
UCCNEQOBAHUE ALMATY MUSEUM OF ART U LLEHTPA COBPEMEHHOW KYJIbTYPbI
«LLEJIMHHbIA»

AHHOTaums. B 3701 cTaThbe paccMaTpMBAOTCS HEAABHO MOSBUBLUMECS XYA0XECTBEHHbIE YUPEXAEHUS B
Anmartbl, KasaxcraH, a uMeHHo Almaty Museum of Art u LleHTp coBpeMeHHOM KynbTypbi “LlennHHbIR”,

W aHaNM3UPYETCS, Kak 3TU yupexaeHns GOpMMPYIOT OMbIT NOCETUTENEN U UX 0ByYeHME B My3E€MHOM
npocrtpaHcTae. Mcnonb3ys KOHTEKCTYanbHY0 Mogenb 06yyeHns Manbka u OupkuHra (1999,

2000), aBTOpbI MCCNEOO0BAHUS UCCNEOYHOT NYHbIA, COLMANbHBIA U GU3MYECKUI OMbIT B My3esx. B
METOA0/I0MMYECKOM OTHOLIEHUM CTaTbs ONMPAETCS HA KAYeCTBEHHbIV CPaBHUTENbHbIN aHaNU3 ABYX
MHCTUTYLMIA COBPEMEHHOTO MCKYCCTBA, BK/HOYAOLMIA MHCTUTYLLMOHANbHOE HAbNoAEeHWE, aHAIU3
BbICTAaBOYHOM Cpefbl, 0630p Ny6AUYHBIX MPOrpaMM U U3yHeHUe aKTUBHOCTU B COLMANbHbIX CETAX

B NEPUOL OTKPbITUSA C CEHTSOPA No okTs6pb 2025 roaa. Pe3ynbrathl MCCNeL0BaHMS NOKA3bIBAOT,

yto Almaty Museum of Art u Tselinny popmMupytOT ABE pa3nnyHble MOAENM B3aMMOLENCTBUS

¢ nocetutenamu. Almaty Museum of Art B 60/bLIEN CTENEHN ONUPAETCSH HA APXUTEKTYPHYHO
BbIPa3UTENbHOCTb NMPOCTPAHCTBA M HA MHTEprpeTaumio, Toraa kak Tselinny BblgBUraeT Ha nepBbli niaH
1o NpuBReYeHuIo nocetTuTenei u 0bpasosatenbHble MHULMATUBbI. O6e MHCTUTYLIMM AEMOHCTPUPYIOT,
YTO NPOCTPAHCTBA COBPEMEHHOMO MCKYCCTBA B Ka3axcTaHe NOCTENEHHO NepexoaaT OT AUAAKTUYECKUX
MYy3€elMHbIX MOLENeN K BOBNEYEHUIO NOCETUTENEN U aKTUBHOMY OOYYEHUIO B paMKax My3eMHOW NPaKTUKK.

Kntouesbie cno8a: NHCTUTYTbl COBPEMEHHOIO UCKYCCTBA, OMbIT MOCELLEHUS My3€eeB, My3eiHoe
oby4eHwue, KypaTopckas CTpyKTypa, 06pa3oBaTeibHble NMporpaMMbl, BOBIEYEHUE NOCETUTENEN,
COBPEMEHHbIN My3€e.
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MCKYCCTBA: CpaBHUTENbHOE nccnenoBaHue Almaty Museum of Art u LleHTpa coBpeMeHHOWM KynbTypbl
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v11i1.1152

Asmop npo4uman u 0006pus OKOHYaMeNbHbIL 8apUAHM pyKonucu u 3asessem 06 omcymcmeuu
KOH@AUKMa uHmepecos.



AsTOp Typanbl Manimer: CBepeHus 06 aBTope: Information about the author:

Akmapana Kyi6atbipoBa — Akmapan Kysi6aTtbipoBa — Akmaral Kulbatyrova — Master
FbLJIbIM MarkcTpi, KypaTop/blH, MarucTp HayK, aCCHCTEHT of Science, Curatorial Assistant,
ACCHCTEHTI, KypaTopJIbIK 2KoHe Kyparopa, OT/eJ1 KypaTOpCKHX curatorial and Exhibitions
KopmeJsiep GoJimi MPOEKTOB U BbICTABOK Department

(Maitamu-Bbuu, AKII). (Maiiamu-buu, CIIA). (Miami Beach, USA)

ORCID ID: 0009-0003-3711-8678
E-mail: kulbatyrova.akmaral@gmail.com



