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Kazakhstan is the largest economy in Central Asia,
and much of its economic strength is founded on
the export of raw materials like crude oil. But there
is an increased emphasis on entrepreneurship and
small businesses. With no large, established cultural
industries firms and no sizeable manufacturers

(for design and fashion) the industry very much
revolves around small businesses and individual
enterprises.

In 2015, Kazakhstan was forced to float its currency
(the Tenge), which promptly lost 50% of its value in
the second half of the year. On top of this, AlImaty
will lose the status of the financial capital over the
next few years, since most of the major financial
service companies and banks will move to Astana.
In the light of these events, the country and first

of all Almaty, being the biggest and the most
developed city in Kazakhstan, need to re-think their
future economic strategies. One option that is worth
exploring in greater detail is the role of cultural
industries in the human development of Kazakhstan:
‘This means that not only economic, but also social,
cultural and emotional aspects of development are
part of the goals the creative economy should help
attain.?

Currently, political attention to cultural and

creative industries is limited, as the national and
Almaty governments are insufficiently aware of

the potential of these industries. Equally, there is

a lack of knowledge in the sector regarding the
inherent risks, challenges, and contradictions of the
cultural industries. The independent cultural sector

1 www.inform.kz/eng/article/2773257

KasakcTaH OpTanbik A3uaaarbl aca ipi en 60AbIN
TabblAAAbI X9HE OHbIH SKOHOMUKAABIK AaMybl
anTapAbIKTal WaMaAa LLUKKI3aTTbl, COHbIH iWiHAE
MYHaWAbl 3KCMOPTKA LWblFapyFa 6anAaHbICTbl 6OAbIN
OTbIp. AereHMeH Ae, enAe LiaFbiH OU3HecC neH
KOCINKEPAIKTI AaMbITyFa Kebipek KoHIA 6eAiHYyAe.
MaAeHU MHAYCTPUAAA XETIATEH KOMNaHUANApP

MEeH ipi eHAIpYLWIAEpAIH 60AMaybl Ce6ebiHeH,
AV3alH MEH COH 6HepI LWaFblH OU3HEC MEH XeKe
KacCinkepAepAiH ecebiHeH Aamyaa.

2015 xbIAbl Ka3akcTaH 63iHiH BaAloTacbIHbIH
(TeHre) epkiH KybbiAMaAbl 6aFaMFa Kellyre Maxoyp
60AAbI. TeHre eKiHLWi XapTbXbIAAbIKTa 50%-Fa
KYHCbI3AaHAbI. COHbIMEH KaTap, XyblpAarbl OipHelle
XbIAABIH ilWiHAE AAMATbI KanacCbl KapXbIAbIK

acTaHa MopTebeCiHeH anblpbiAnaAbl, Ce6eOi

6apAbIK ipi KOMMAHUANAP MeH 6aHKTEp ©3AEPIHIH
KbI3MeTiH AcTaHara KelipeAi.! Ocbl OKUFanap
TYPFbICbiIHAH Ka3aKCTaHHbIH, XaHe eH BipiHLie
Ke3ekTe AAMaTbIHbIH (EAAETT €H ipi 9pi eH AaMblFaH
Kana) e3iHiH 95KOHOMUKaAbIK CTPaTErnAChLIH KanTa
KapaFaHbl XeH 60naabl. Epekiue Ha3ap ayaapapAbik
Macene, ON — KasakcTaHAaFbl aaaM KanmnTanbiH
AAMBITYAQFbl MOAEHW MHAYCTPUSAHbBIH POAI:

«BYA TEK 9KOHOMMKA FaHa eMeC, COHbIMEH KaTap
AAMYAbIH 9AEYMETTIK, MOAEHM XaHE SMOUMAHAAABIK
acnekTinepi Ae KpeaTuBTi 3KOHOMMKA LIeLLEeTIH
MIHAETTEPAIH O6ip 66Airi 6onaAbI».?

Kasipri ke3pe KasakcTtaHAa MOAEHU XaHe
LUbIFAPMaLLIbIABIK MHAYCTPUANAPFa AEreH casacu
Ha3ap 60AMallbl FaHa, ce6ebi enpiH XaHe AAMaThI
KanacblHbIH 6acLibIAapPbIHbIH OYA CEKTOPAbIH
OAEYEeTI TypaAbl XxabapAapAblFbl 93ipre XeTKIAIKCI3.
CoHaan-ak, MOAEHU MHAYCTPUAAAP CEKTOPbIHBIH
©3IHAE A€ OFaH TOH ILWKi ToyeKeAAEPAi, TYRIHAI

2 Christiaan De Beukelaer, Developing Cultural Industries: Learning from the Palimpsest of Practice (Amsterdam: European Cultural Foundation, 2015), 21

KasaxcTaH fABAAeTCA KpynHenLen CTpaHoW B
LleHTpanbHOM A3uun, 1 ee SKOHOMUYECKOe pa3BuTue
B 3HAYUTEABHOWN Mepe 06YCAOBAEHO 3KCMOPTOM
CbIpbA, B T. 4. HeGTU. TeM HE MeHee, B CTpaHe

BCe OOAbLLE BHUMAHNA YAENAETCA Pa3BUTUIO

Manoro 6usHeca v NpeAnpuHUMaTeAbLCTBa. M3-3a
OTCYTCTBUSA B KYABTYPHOW MHAYCTPUM COCTOABLUMXCA
KOMMaHWM U KPYIHbIX NMPOU3BOAUTEAEN, AU3ANH U
MOAQ pa3BMBAIOTCA, B OCHOBHOM, 3a CHET MAaAOTrO
6U3Heca ¥ UHAMBUAYAAbHBIX MPEANPUHUMATEAEN.

B 2015 roay KasaxctaH ObIA BbIHYXXAEH NepenTn

K CBOOOAHO NAaBatoLleMy 06MEHHOMY KypcCy
CBOEW BaAlOThI (TEHre), KOTopas 3a BTOpoe
noayroaune notepsina 50% ctonmocTtu. bonee

TOro, B OAMXKAMNLLNE HECKOABKO AET FOPOA

AAMaTbI AVLLMTCA CTaTyCca GMHAHCOBOM CTOAULbI,
MOCKOAbKY BCE KPYMHble KOMMNaHUn 1 6aHKu
nepeBeAyT AeATEAbHOCTb B ACTaHy.' B cBeTe 3Tux
COObITUIN KasaxcTaHy U, Npexae BCcero, AAMaThbl
(KpyrnHenweMy 1 caMomy pasBuToOMy ropoAay

B CTPaHe) MMeEeT CMbICA MEPECMOTPETb CBOIO
3KOHOMMYECKYIO CTpaTeruto. Bonpoc, Kotopsbli
3aCAyXMBaeT 0cO60ro BHUMaHUs, — 3TO POAb
KYABTYPHOW MHAYCTPUU B PA3BUTUM YEAOBEYECKOIO
KanuTana B KazaxcTaHe: «3TO 03HaYaeT, YTo He
TOAbKO 3KOHOMMKA, HO U COLIMAAbHbIN, KYABTYPHbIN
M SMOLIMOHAAbHBIA AaCNEKTbl PA3BUTUA CTAHYT
4aCTblO 3aAay, B PELLEHMN KOTOPbIX AOAXHA NMOMOYb
KpeaTuBHas 3KOHOMUKa».?

B HacToslLlee BpeMs MOAUTUYECKOE BHUMAHWE

K KYABTYPHbIM 1 TBOPYECKMUM UHAYCTPUAM

B KasaxcTaHe He3HaUUTENbHO, MOCKOAbKY
PYKOBOACTBO CTpaHbl U ropoAa AAMaThl Moka
elle HeAOCTaTOYHO OCBEAOMAEHO O MOTEHLMaNe
3TOro cekTopa. Takxe, B CaMOM CEKTOpe
KYAbTYPHbIX UHAYCTPUIA OTCYTCTBYET MOHUMaHWe



does not receive much financial support from the
state. The Ministry of Culture primarily focuses on
sustaining support for flagship state institutions,
such as National Museums, State Theatres, Libraries,
and the National Opera. The Department of Culture
of Almaty’s Akimat (City Council) has no systematic
approach and vision of creating conditions for
development of the independent arts and cultural
sector.

Cultural activists have made numerous attempts
to advocate the importance of creative hubs and
cultural centers in Almaty, a city that claims to be
the cultural capital of the country. Nevertheless,
during the last 3 years, there has been a renewal of
the independent artistic scene. A new generation
of arts managers is creating a new vibe in the
artistic scene. They are motivated and active, and
their ideas may alter the mindset in the sector. But
they do need support to move forward and make
exciting work.

The cultural industries in Almaty are primarily driven
by this younger generation, that is, people between
25 and 35 years old. Creative entrepreneurs in
Almaty managed to self-organize themselves into
small creative spaces such as ‘Yn 54’ in 2013. They
also organized several workshops and studios at
Kirov factory (2014), established a concept store
(Experimentarium, 2014), accomplished small film
and advertising production, created photo and
architecture studios, and organised meetings in
small cafes (in the format of ‘city café’, how they like
to call themselves). Relative to the population of

MaCeneNep MEH KapaMa-KanLWbIAbIKTapAbl YFbIHY
XOK. MaAeHMET canacbiHAaFbl TOYEACI3 Xobanap
MEMAEKETTEH aca 6ip KapXbIAbIK KOAAQY aAMANAbI.
MaaAeHWeT MUHUCTPAITI HEri3iHEH Mypaxanaap,
TeaTpAap, KiTanxaHanap MeH ornepa cuaKTbl 6acTbl
MEMAEKETTIK MeEKeMeAepre KeHIA 6eneAi. AAMaTbI
Kanacbl 9KIMAIriHIH MBAeHWEeT 6GackapMacbiHAQ BHep
MEH MOAEHMET CanacCbIHAAFbl TOYEACI3 CEKTOPAbIH
AaMybl YLLIH XaFAan XacayFa KaTbICTbl XYNeA
Ke3Kapac rneH sAiCTEME dAI XOK.

MaaAeHW KO3FanbICTbIH 6EACEHAIAEPI eAAIH

MOAEHW acTaHacCbl AereH atakTaH YMITKep kana —
AAMaTbIAAFbI LWblFapMaLUbIAbIK XabTap MEH MOAEHM
OPTaAbIKTapAbIH MaHbI3AbIAbIFbIH TaAan peT
AdNenpeyTe ThipblCKaH 60AaTbIH. Kanan 6onFaHAa
AQ, COHFbI YLU XbIAAQ TOYEACI3 MOAEHUN CEKTOPAA
6enirini 6ip e3repicTep OpbIH aAAbl: MyHAQ apT-
MeHeAXePAEPAIH XaHa OYybIHbl XXaHa LbIHawbI
O60AMBICTbI XXacayaa. OnapAa bIHTaAQHAbIPYLLbI

Kyw 6ap xaHe onap 6enceHal. OnapabIH naeaAapsbl
MOAEHW MHAYCTPUAAAP CEKTOPbIHAAFbI MEHTAAUTETTI
e3repTyre blkNnaAAaca anahbl, ACFEHMEH, IArepiner,
KOPHEKTI HOTMXXEAEpre XeTY YLLUiH OAapFa KoAAay
Kepex.

AAMaTblAQ MOAEHUN MHAYCTPUANAPABIH AAMYbl
Heri3iHeH anFaHAa, 25 neH 35 apanblFbiHAAFbI Xac
YPMaKTbIH apkacblHAA icke acyaa. LbiFapmalubia
XacTap e3 6eTTepiMeH yirbIMAachIn, 2013 XbIAbl
awbInFaH «Yi 54», KUpoB aTbiHA@Fbl MaLLMHA
Xacay 3aybITbIHbIH ayMafFblHAQ aLlbIAFaH GipHeLle
LwebepxaHa MeH CcTyams (2014 x.), AM3anHepAIK
3aTTapAbiH Experimentarium aykeHi (2014 x.)
CUAKTbI LIAFbIH LbIFapMaLUbIAbIK KEHICTIKTEPAI
Kypa anAbl. AAMaTbIHbIH Xep-XepiHAE WaFbiH
KMHO ©HAIPICTEPI MEH XapHaMa eHAIpicTepi,
doToCcTyaMANap MEH COYAET KOMMaHMAAAPSI

NMPUCYLUNX eMY BHYTPEHHUX PUCKOB, MPOOAEM U
npoTMBopeYnin. HesaBncrMble NPoekTbl B chepe
KYAbTYPbI HE MOAYYatoT 0Co60M GMHAHCOBOM
MOAAEPXKM OT FOCyAapCTBa. MUHNCTEPCTBO
KYAbTYPbl, B OCHOBHOM, YAEAAET BHUMAHWE TAaBHbIM
rOCYAAPCTBEHHbIM YYPEXAEHUAM, TAKUM KaK
HaUMOHaAbHble My3eu, TeaTpbl, BUOANOTEKM U
onepa. YrnpaBAeHUe KyAbTYPbl akuMata AAMaThl He
MMEEeT CUCTEMHOIO BUAEHMA U MOAXOAA K CO3AQHMIO
YCAOBWUI AASl Pa3BUTUA HE3ABUCMMOIO CEKTopa B
chepe UCKYCCTB U KYALTYPbI.

AKTUBUCTbI KYABTYPHOIO ABMXEHWS HE pa3
MbITAAMCb AOKa3aTb BaXHOCTb TBOPUYECKMX XabOB

1 KYAbTYPHbIX LIEHTPOB B AAMaThl — rOPOAE,
KOTOPbIN NMPeTeHAYET Ha 3BaHUe KYAbTYPHOW
CTOAULIbI CTPaHbI. Kak 6bl TO HM 6bIAO, 33 MOCAEAHME
TPV roaa NPOU30LLIAM ONPeAENeHHbIE U3MEHEHUS

B HE3aBUCKMOM KYALTYPHOM CEKTOPE, FAE HOBOE
MOKOAEHUWE apT-MeHEeAXEePOB CO3AAET HOBbIE
peannn. Y HUX eCTb MOTUBALIMA, U OHW aKTUBHbI.

VX naen moryT cnoco6CTBOBaTh U3MEHEHUIO
MEHTAAMTETA B CEKTOPE KYALTYPHbIX MHAYCTPUA,
HO AASl TPOrpecca 1 3aMeTHbIX PE3YALTATOB UM BCE
Xe Hy>XHa NMOAAEPXKa.

PasBuTne KyAbTYPHbIX MHAYCTPUIM B AAMaTHI,

B OCHOBHOM, NMPOUCXOAMT BAAroaaps
NMOKOAEHMIO MOAOABIX AIOAEN B BO3pacTe OT

25 po 35 AeT. TBOpYeCcKas MOAOAEXb CMOTAQ
CaMOOpraHn30BaThCA U CO3AaTb HEGOAbLUNE
TBOPYECKME NPOCTPAHCTBA, Takne Kak: «Yin 54»,
OTKPbITbIM B 2013 roAy, HECKOALKO MacTepCKMUX u
CTYAVI Ha TEPPUTOPUN MALLIMHOCTPOUTENBHOTO
3aBoaa uM. Knuposa (2014 r.), MarasuH
Av3anHepckux Bellen Experimentarium (2014 r).
[oBceMeCcTHO B AAMaTbl CO3Aat0TCA HEGOAbLLIME
KWHO- U pEKAAMHble MPOU3BOACTBA, POTOCTYAUM



Almaty (1.5m), these activities remain confined to a
narrow circle of predominantly young people who
attend each other’s events and help each other out
when organizing events.

Cultural industries in Kazakhstan are closely linked
to the development of urban culture, city activism,
social entrepreneurship, contemporary art and
cultural education. Young creative entrepreneurs
are the most active and not indifferent citizens,

but rather the leaders of a new urban generation.
Cultural industries are the means of their existence.

But the question remains how to connect political
citizenship, cultural activism, and making a living
in a volatile environment. A challenge linked to
this is that the political constellation of Almaty
and Kazakhstan as a whole make it difficult to
collaborate with state institutions, lobby for better
legislation and support for the sector, and overall
political change.

It is in the light of these challenges that in 2014,

a partnership emerged between Chevron, MOST
(the Club of Young Entrepreneurs), and British
Council Kazakhstan. Their joint programme is meant
to help develop skills for young Kazakhstani creative
entrepreneurs (and managers — more about the

KYPbIAYAQ, Kana Kadenepi MeH XxaHa nikipranac
anaHAapblHAA Ke3AECYAep eTKi3ineAl. Erep
AAMATbIHbIH OYKIA XaAKbl TYpaAbl antaTblH

60ncak (@an 6yA — 6ip apbiM MUAAMOH apaM),

OyA KYObIAbICTap 93ipre TeK Heri3iHeH Xachl Killi
AAaMAAPAbIH LWAaFbIH KaybIMbIH FaHa KaMTUABI, OAaP
iC-LlapanapAbl yibiMAACTbIpyAa Oip GipiHe keMek
KepceTeAl api COA ic-luapanapFa 6apaTbiH Aa
e3Aepi.

KasakcTaHAaFbl MOAEHUN MHAYCTPUAAAP YpOaHAany
(Kananblk) MOAEHWETTIH, KanaAbIK KbI3MET
TYPAEPIHIH, 9AEYMETTIK KOCIMKEePAIKTIH, Kasipri
3aMaHFbl BHEPAIH XoHE MOAEHM canapaFbl BIAIM
6epy ICiHIH AaMybIMEH TbIfbl3 6aMAQHBICTbI.
WbiFapMalubin GU3HECTIH Xac eKinAepi — eH
6enceHAl api HEMKYpanAbl eMec asamarTap,
Kananblk xaHa 6yblHHbIH Kelbacbinapbl. MoaeHN
MHAYCTPUANAP — OA@PAbIH TIPLIAIK €TY KYpaAbl.

AAMaThbl KanaCblHAAFbI XoHe KasakCTaHAaFbI
CanaCu KYPbIAbIM MEMAEKETTIK OpraHAapAblH ©3apa
opekeTTecyiHe, 3aHHaMaHbl XXakcapTyFa, MOAEHM
WMHAYCTPUANAPFa KOAAAY KOPCETYre XoHe TyTacTan
anFaHAa Casicy e3repicTepre biknanAacnanabl.
Cascu TypFbliHbl, a3aMaTTblk OEACEHAIAIKTI XaHe
MOAEHMET KanpaTKepAepiHiH 6acTaManapblH,
COHAaW-aK TYPaKCbi3 OpTaAa KapXbIAbIK XaFblHaH
aMaH KaAyFa TbIpbICYAbl KananLia 6ipTyTac
GipikTipyre 60AaAbl AereH cypak eH 6acTbl OpblHAA
KaAbIM OTbIP.

Ocbl KypAeAi Macenenep TypFbiCbiHaH 2014 XbIAbl
Chevron koMnaHuWsACbIHAAFbI XKac KacinkepAepAiH
MOST kay6bl MeH KasakcTaHAafbl British Council
Y/bIMbI LUbIFAPMaLLbIA CEKTOPAAFbI Ka3aKCTaHAbIK
Xac Kacinkepaepre (koHe MeHeAXephaepre —
avibIPMaLLbIAbIFbI TOMEHAE TYCIHAIPIACAI) KaXeTTi

N apXUTEKTYPHbIE KOMMaHWK, MPOBOAATCS
BCTPEYM Ha TEPPUTOPUN TOPOACKU Kade 1 HOBbIX
AMCKYCCUOHHbIX NAoLaakax. Ecam rosoputs 060
BCEM HaceAeHuUW AAMaTbI (@ 3TO NOATOPA MUAAMOHA
4eNOBEK), TO 3TU NPOSABAEHUSA NOKa YTO OXBaTbIBAOT
Y3KWUI KPYT MPEUMYLLECTBEHHO MOAOABIX AIOAEW,
KOTOpble MOMOratoT APYr APYry B OpraHusauum
MEPOMPUATAA U CaMM XKe UX NMOCELLAIOT.

KyAbTYpHbIE MHAYCTPUM B KazaxcTaHe TECHO
CBA3aHbl C pa3BUTUEM YPOAHUCTUYECKOM
(rOpOACKOW) KYAbTYPbI, FOPOACKON aKTUBHOCTY,
COLMaNbHOr 0 NPeAnpuHMMaTenbCTBa,
COBPEMEHHOIO MCKYCCTBA M 06pa3oBaHua B
cdepe KyAbTYpbl. MOAOAbIE NMPEACTABUTEAN
TBOpPYECKOro 6M3Heca — 3T0 HaMbOAee aKTUBHbIE
N HEpPaBHOAYLIHbIE rpaXAaHe, AMAEPbl HOBOIO
FOPOACKOro NOKOAeHUs. KyAbTYpHbIE UHAYCTPUU —
3TO CPEACTBO MX CYLLECTBOBAHWS.

lMoAnTHYECKOE YCTPOMCTBO B rOpoAe AAMaThI U B
KasaxcTaHe He cnoco6CTBYET B3aMMOAENCTBUIO

C rOCYAApCTBEHHbIMW OpraHamu, yAyULLeHNIo
3aKOHOAATEAbCTBA, OKa3aHUIO MOAAEPXKKM
KYABTYPHbIM UHAYCTPUAM M MOAUTUYECKMM
N3MEHEHMAM B LeAOM. [NaBHbIM BOMPOCOM OCTaeTCs
TO, KaKMM 06pPa30OM MOXHO CBA3aTb BOEAUHO
NMOAUTUYECKYIO NO3ULMIO, FPaXAAHCKMIN aKTUBU3M

N MHUUMATKBbI AeTEAEN KYABTYPbI, U GUHAHCOBOE
BbKMBaHWE B HECTAaOUALHON CpeAE.

B cBeTe 311X BbI30BOB B 2014 roay rpynna
NapTHePOB B AnLle KayGa MOAOABIX
npeanpuHmumatenen MOST B koMnaHumn Chevron

n British Council B KazaxcTaHe npucTynuaAmn K
peanm3auum cepum NPOEeKTOB MO OKa3aHMIo MOMOLLM
MOAOABIM Ka3axCTaHCKUM MpeANpUHUMaTEAAM



difference below). The program consists of the
business incubator MOST ‘school of entrepreneurs’
and a series of skills-specific workshops in industrial
design, fashion and architecture (urban planning).

This report is the result of conversations with MOST
students on 20 January 2016 and a workshop with
the project team (Chevron, MOST, British Council)
and sector stakeholders (from Architecture,
Theatre, Crafts, Fashion, Design) and the Center of
Development of (City Council) on 21 January 2016.
External consultant Dr. Christiaan De Beukelaer
(University of Melbourne) facilitated these sessions
and presented his findings at a public talk on 22
January 2016 at SIGS Art Space in Panfilov Park,
Almaty. This report summarizes the debates and
conversations that took place between 21 and

23 January and formulates questions to facilitate
thinking about future action.

MallbIKTapAbl YPEHYAE KOMEK KOpCeTy O0MbIHLLA
Xo6anap TonTamacblH iCKe acbipyfa KipicTi. Ocbl
X006aHbIH WweH6epiHae Chevron KOMNAHUACHIHbIH
KonpaybIMeH MOST 6u3Hec-nHKyb6aTopbIHAA
LblFapMalLbIA KSCINKepAEp MEKTEDI XXYMbIC ICTENAI,
British Council eHepkacinTik Au3anH, ¢3LH-
WNHAYCTPUA MEH COYNET BHEPI (Kana KYPbIAbICHI)
canacblHAa BipkaTap ceMMHapAap eTKi3Al.

Ocbl ecenxatta 2016 xbIAFbl 20 KaHTapAaFbl

MOST 6aFaapAaMachiHbiH KaTbICyLUbIAAPbIMEH
Ke3AECYNEPAIH XoHe xo0a yXbiMbiMeH (Chevron,
MOST, British Council), MoAEHU NHAYCTPUSIAGP
CEKTOPbIHbIH (CAYAET, TeaTp, 6€3eHAIPY KOAAaHOaAbI
©Hep, CaH, AM3alH CananapblHaH) XaHe AAMaThbl
KanacCblH AAMbITY OPTaAbIFbIHbIH OKIAAEPIMEH

2016 XbIAFbl 21 KaHTapAa 6TKi3IAreH CeMUHapAbIH
HaTMXeNepi KeATipiareH. Ochbl ic-luapanapAbiH
MOAepaTopbl MenbOypH YHUBEPCUTETIHEH KEATEH
CbIPTKbI KeHeclLi AookTop Kpuctnan Ae BEkynap
60AABI, ON COHAAM-aK 2016 XbIAFbl 22 KaHTapAa
©3iHIH KOPbITbIHABIAAPbLI TYpanbl AAMaTblAaFbl 28
rBapAUALLbI MTAaHPUAOBLLbIAAP aTbiHAAFbI casgbaKTarbl
SIGS keHicTiriHae aHrimenen 6epai. Ocbl ecenxatTa
21-23 KaHTapAa OOAbIN 6TKEH AUCKYCCUAAAP

MeH niKipTanacTapAblH HOTUXEAEPI KEATIPIATEH
X8He OCblAaH api Kapaw He iCTey KepeK eKeHAIriH
TYCIHyre apHanfFaH cypakTap TY>XbIPbIMAAAFAH.

B TBOPYECKOM CeKTope (M MeHeAXepaMm — O
pas’AMunAX HUXE) B MPUOOPETEHNN HEOOXOANMbIX
HaBbIKOB. B pamMKax 3TOro npoekTa npu NoAAEPXKK
koMmnaHum Chevron B 6u3Hec-nHKybatope MOST
AencTeyeT LLIKoAa TBOPYECKMX NPeANPUHMMATENEN,
British Council npoBen ceputo TeMaTU4eCKmnx
CEMVHapOB B 0O6AACTU NMPOMbILUAEHHOIO

AM3anHa, G3WH-UHAYCTPUM Y apXUTEKTYPbI
(rpaAOCTPOUTEALCTBA).

B AaHHOM OTYeTe OTpaxKeHbl pe3yAbTaThl BCTPEY C
yyacTHvKamu nporpamMmbl MOST 20 siHBaps 2016
roAa v ceMmHapa C NpoekTHom koMaHaon (Chevron,
MOST, British Council), npeaAcTaBuTeAsiMM cekTopa
KYABTYPHbIX UHAYCTPUIA (M3 Chep apXUTEKTYPI,
TeaTpa, AEKOPaTUBHO-NPUKAAAHOIO NCKYCCTBA,
MOAbI, AU3arHa) 1 ueHTpa Pas3Butus ropoaa
Anmarbl 21 aHBapsa 2016 ropa. Moaepatopom

3TUX MEPOMPUATUIA CTAA BHELUHUA KOHCYABTAHT
AokTop KpuctnaH Ae Békynap 13 MenbOYypPHCKOro
YHUBEPCUTETA, KOTOPbIM TaKXe paccka3an O CBOUX
3aKAO4YeHuaX 22 aHBapsa 2016 roaa B NpoCTpaHCTBe
SIGS B [Mapke nMeHu 28-Mu rBapAenLEB-
naHounosLeB B AAMaThl. B HacTosLeM oTyeTe
npuBEAEHbl Pe3yAbTaThl AeOaTOB Y AUCKYCCUN,
cocTosBLUMXCA 21-23 AHBaps, U CGOPMYAMPOBaHbI
BOMPOCHI AASl MTOHUMAHWSA TOFO, YTO AEAaTb AAAbLLE.
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The cultural and creative industries are in fact

two concepts with a different meaning and scope.
They are both historically and locally defined and
influenced. The conceptual and political history of
‘cultural’ and ‘creative’ industries is too lengthy and
complex to cover here. And these histories have
been covered more extensively and eloquently
elsewhere.®> What matters here is that the ‘cultural’
and ‘creative’ industries are not the same thing,
even if they are often used interchangeably.

A SHORT HISTORY, FROM ‘CULTURE’
TO ‘CREATIVE" AND BACK

In the 1940s, ‘Culture Industry’ started as a

critique on the economic rationalization of cultural
production. This critique was first articulated by
German theorists Theodor W. Adorno and Max
Horkheimer in their 1940s essay ‘The Culture
Industry: Enlightenment as Mass Deception.” Their
argument was primarily a critique of the ways

in which economy and culture intersect under
capitalism. While the claims they made have been -
and remain - influential, they did not help build an
understanding of how the ‘culture industry’ actually
functions.

In the 1970s, ‘Cultural Industries’ became a critical
framework to look at the ways cultural production

LLbIH MOHIHAE, MOAEHU XOHE LWblFapMalLbIAbIK
WHAYCTPUAAAP AEreHiMi3 — MaHI MEH Ma3MYHbI
XaFblHaH ap TYPAI €Ki TYXXbIpbIMAAMa, OAap

Tapuxu GakTopAapFa Aa, COHAAM-aK XeprinikTi
dakTopnapra Aa ToyenAi 60AaAbl. «<MBAEHU» XaHe
«LbIFapMaLUbIAbIK» UHAYCTPUANAPAbLIH TYXKbIPbIMABIK
XIHE CanaCu TapuXbIH OCbl KyXXaTTa allblln KepceTy
KMbIHAQY, ce6e0bi TbiM ayKbIMAbLI 9pi KYPAEAI. bya
TypaAbl 6acka apaMAap eAdyip aAeMinen api
erKen-TemnkenAi xasraH.> EH MaHbI3AbICH — MOAEHM
XOHE LWblFapMaLUbIAbIK MHAYCTPUANAD AETEHIMI3 —
oAnap 6ipiH aAMacTbIpaTbiH TEPMUHAEP PETIHAE XMWi
navpanaHbIAFaHbl MEH, eKeYiHIH eKi TYPAI TEpMUH
eKeHAIri 6eAriAi.

«MIAEHW» XXIOHE «KPEATUBTI» ¥FbIMAAPBI:
KbICKA 3KCKYPC

OTKeH FacbIpAbIH KbIPKbIHLLbI XbIAAAPblI MOAEHU
OHAIPICTi SKOHOMUKAABIK paLlMOHaAAQHABIPY
WweHOepiHAE «MOAEHN UHAYCTPUA» YFbIMbI

nanaa 60AAbl. ANFALLKbI CbIHW YOXXAEMENEPAI

HeMic punocodTapbl Teopop AAOPHO MeH Makc
Xopkxanmep «MapeHU NHAYCTpUA: AFapTy
OyKapaHbl anaAay peTiHAE» aTTbl 3CCeCiHAe
TYXXbIpbIMA@FaH 60AaTbiH.* OAApPAbIH YOXXAEMECI
OipiHLWI Ke3eKTe KanuTaAn3M XafaanblHAQ
SKOHOMUKA MEH MOAEHUETTIH ©3apa 9peKETIH CblHFa
aNnyFa KeAin cantblH eAl. OAapAbIH ASAEAAEPIHIH
anTapAblKTan acepi 60AFaHbIMEH Ae (KaHEe Kasip Ae
6ap), OAap «MBAEHU UHAYCTPUAHBIH» Kanamr XYMbIC
ICTENTIHIH TyCiHAIpIN 6epe aAnMaAbl.

1970 XbIAAAPbLI KMOAEHN UHAYCTPUANAP YFbIMbI
CbIHW TYXXbIpbIMAAMaFa aiHaAAbl, MOAEHN BHAIPICTIH

Ha camMoM aene, KyAbTYpHbIE Y TBOpYECKUE
WMHAYCTPUM — 3TO ABE Pa3Hble MO 3HAYEHUIO U
COAEPXAHMIO KOHLIEMNUMM, KOTOPbIE 3aBUCAT Kak

OT UCTOPUYECKMX, TaK Y OT AOKAAbHbIX GaKTOPOB.
KoHuenTyanbHas 1 NOAUTUYECKAsA NCTOPUSA
KKYABTYPHBIX» U «TBOPYECKUX» UHAYCTPUN CAULLKOM
06LLUMPHA M CAOXHa, YTOObI PACKpbITb €€ B AQHHOM
AOKyMeHTe. O6 3TOM KpaCHOPEeUYMBO U AOCTaTOYHO
noApo6HO nucanm apyrume.’ Camoe BaxHoe —
MOHSATb, YTO KYAbTYPHbIE M TBOPYECKMNE UHAYCTPUN —
3TO ABa pa3HbIX TEPMUHA, HECMOTPSA Ha TO, YTO OHM
4aCcTO UCMOAB3YIOTCA KaK B3auMO3aMeHseMbIE.

NOHATUA «KYABTYPHbIN» N «KPEATUBHbIN»:
KPATKWW 3KCKYPC

B cOpOKOBbIX rOAaX MPOLWAOIO BEKa, B paMKax
KPUTUKM SKOHOMUYECKOW palMOHaAn3aLmMm
KYABTYPHOIO NPOU3BOACTBA, MOABUAOCH NMOHATUE
«KYABTYPHast UHAYCTpUs». [lepBble KpUTUYECKUNE
apryMeHTbl 6bIAM CPOPMYAUPOBAHBI HEMELIKMMU
dnnocodamm TeopopoM AAOPHO 1 Makcom
XopKxanMepoM B 3cce «KyAbTYPUHAYCTPUS:
MpocBelleHne Kak 06MaH Mace». VIx aprymeHTaums
CBOAMNAACH, B MEPBYIO O4EePeEAb, K KDUTUKE
B3aUMOAENCTBNA SKOHOMUKU N KYALTYPbI B
YCAOBMAX KanuTaAnsaMa. HeCMOTpA Ha TO, YTO UX
AOBOAbI UMEAU (M AO CUX NOP UMEIOT) 3HAUYUTEABHOE
BAMSHUE, UM HE YAAAOCb OOBACHWUTL, KaK UIMEHHO
GYHKUMOHUPYET «KYABTYPHAA MHAYCTPUSA».

B 1970-X NOHATUE «KYABTYPHbIE NHAYCTPUM»
CTanO KPUTMYECKOW KOHLIEMNUMEN, Yepes NpuUsMy

3 Justin O’'Connor, The Cultural and Creative Industries: A Literature Review, 2nd ed. (Newcastle upon Tyne: Creativity Culture and Education, 2010); Justin O’Connor, ‘The Cultural and Creative Industries: A Critical History, Ekonomiaz 78,
no. 3 (2011): 24-45; David Hesmondhalgh, The Cultural Industries, 3rd ed. (London: SAGE, 2013); Kate Oakley and Justin O’Connor, The Routledge Companion to the Cultural Industries, 2015

4 Theodor W. Adorno, The Culture Industry: Selected Essays on Mass Culture, Routledge Classics (London; New York, NY: Routledge, 2001)
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actually functions. French sociologists challenged
‘the Adornian critique on the perceived negative
influence of the industrialization of culture ...

The shift to cultural industries in the plural gave
way to a more grounded engagement with the
positive and negative effects of the spread of
commercial culture.”® Yet, David Hesmondhalgh
argues that ‘using the term “cultural industries”
signals not only an awareness of the problems of
the industrialization of culture, but also a refusal to
simplify assessment and explanation.®

In the 1990s, ‘Creative Industries’ became
instrumental in rethinking the future of
postindustrial societies (like the UK). These ‘creative’
industries (see the UK model in Table 1) became

a key part of policy discourse. These claims were
made in tandem with the expansion of the scope
of the industries.” By including more activities in
the ‘creative’ industries than had been part of the
‘cultural’ industries, the economic importance of
the sector increased. This strengthened the claim
that the creative industries would help regenerate
the ailing UK economy after much manufacturing
activities were moved to South-East Asia to flee
from strict European environmental and labor
legislation.

AaMy 6apbICbl ADA COA apKbIAbl KAPACTbIPLIAABI.
®paHLy3 counmonorTapbl «AAOPHOHbIH MOAEHUETTI
WHAYCTPMAAAHABIPYAbIH TEPIC 9CepiHe AereH
CbIHM K&3KapacblHa KYMaH KEATIPAI... “MaaeHm
WNHAYCTPUANAP” YFbIMbIH KOMLe Typre aybICTbIpy
KOMMEPLIMANBIK MOAEHUETTIH TapanyblHbIH

OH X3He TepiC biKNanbl Typanbl OypbIHFbIAAH
KMCbIHAbIPAK MiKipTaAaCTbIH TYbIHAQYbIHA HETI3
60AAbI».> AereHMeH, A3BMA Xe3MOHAAALL
«“MBAEHUN MHAYCTPUAAAP” TEPMUHIH NanpanaHy
TEK MOAEHUETTI MHAYCTPUAN@HAbIPY NPOOAEMAChIH
TYCiHYAI FaHa eMec, COHbIMEH KaTap Kapanamnbim
nikipaep MeH 6aFanayaaH 6ac TapTyAbl Aa
KepceTeAi» AeMAi

1990 XblAA@Pbl NOCTUHAYCTPUANAABIK EAAEPAIH
(¥AbIOpUTaHNA CUAKTBI) OOAALLAFbIH O eNETiHEH
KanTta eTKi3y leHOepiHAE «LibliFapMaLlbIAbIK
NHAYCTPUANAP» AEreH TEPMUH NanAanaHbiAg
6acTtaabl. «lbiFapMalLbIAbIK MHAYCTPUAAAP
(1-kecTeperi 6puTaHAbIK MOAEAbAI KapaHbI3)
CafCu AUCKYPCTaFbl €H ©3eKTi ADAEATE alHAAAbI.
AonenaeMe LibiFapMaLlbIAbIK UHAYCTPUAAAP
CEKTOPbIH KEHENTY MAEACBIMEH KaTapAac
XYPrisdinail «lblFapMallblAbIK» UHAYCTPUAAAP
KaTapblHa «MOAEHU» UHAYCTPUSAAPAAFbIAAH
KebipeK KbI3MET TYPAEPIHIH CaHbl eHri3iAreHHEeH
KeriH 5KOHOMUKaAaFbl OCbl CEKTOPAbIH POAI apTa
TYCTi. ByA eyponanblk KaTaH SKOAOTUAABIK XKHE
eHOeK Typanbl 3aHHaMaAapbIHbIH KOAAAHbIAYbIHAH
Kally MakcaTblHAA KernTereH eHAipictep
OHTYCTIK A31sl eAAEPIHE KOLLIPIATEHHEH KEWiH,
LUblFapMaLLbIAbIK UHAYCTPUAAAP bpUTaHUAHbIH
SKOHOMMUKACLIH CaybIKTbIpyFa KOMEKTECEAI AereH
Ke3KapacCTapAblH KyLLetoiHe cebenkep 60AAbI.

5 De Beukelaer, Developing Cultural Industries: Learning from the Palimpsest of Practice, 53

6 Hesmondhalgh, The Cultural Industries, 25

7 Nicholas Garnham, ‘From Cultural to Creative Industries,” International Journal of Cultural Policy 11, no. 1 (March 2005): 15-29, doi:10.1080/10286630500067606

KOTOPOW paccMaTpmBancs npouecc CO6CTBEHHO
GYHKLUMOHUPOBAHMA KYABTYPHOIO MPOU3BOACTBA.
®paHLy3CKMe COUMOAOTM MOABEPIAN COMHEHMIO
KKPUTUYECKME B3rASIAbI AAOPHO Ha HEraTuBHbLIN
3G PeKT OT MHAYCTPUAAU3AUNN KYABTYPBI...
[NepeBOA NOHATUA “KYALTYPHbIE UHAYCTPUK” BO
MHOXECTBEHHOE YMCAO CO3AaA NMOYBY ANA BOnee
0B0CHOBaHHbIX AUCKYCCUIM O MOAOXUTEALHOM

1 OTPMUATEAbHOM BAUAHMM PACNpOCTPaHEHWS
KOMMEPYECKOM KYAbTYPbI».> TeM He MeHee, A3BUA
Xe3MOHAaALL YTBEPXAQET, YTO «MCMOAb30BaHME
TEPMUHA “KYAbTYPHbIE UHAYCTPUUK” YKa3blBaeT

He TOAbKO Ha MOHUMaHWe NPOOAEMbI
WMHAYCTPUAAM3aLMK KYABTYPbI, HO Y Ha OTKa3 OT
YNPOLEHHbIX CY>XAEHUA N OLIEHOK».®

B 1990-x B paMkax NepeocMbICAEHMA OyAyLLErO
NMOCTUHAYCTPUAAbHbLIX CTPaH (Takmx Kak
BennkobpuTaHusa) CTan MCMOAb30BATLCH TEPMUH
«TBOPYECKME NHAYCTPUMY». KTBOPUYECKME
NMHAYCTpUM (CM. BpUTAHCKYIO MOAeAb B Tabaunue 1)
CTaAM KAKOYEBbBIM apPryMEHTOM B MOAUTUYECKOM
AVCKypce. ApryMeHTaums npoBOAUMAACH
napannenbHO C MAEEW pacluMpeHns cekTopa
TBOPYECKUX UHAYCTPUIA. TTOCAE BKAOYEHUSA

B YNCAO KTBOPUYECKMUX» MHAYCTPUIA BOAbLLETO
KOAMYECTBA BUAOB AEATEALHOCTU, YEM ObIAO B
KKYABTYPHbIX» MHAYCTPUAX, POAb 3TOIO CEKTOpa

B 9KOHOMMKE BO3POCAA. ITO CNOCOOCTBOBANO
YCUAEHWNIO MPEACTaBAEHWNIA, YTO TBOPYECKME
WHAYCTPWM MOMOTYT O3A0POBUTb OPUTAHCKYIO
3KOHOMMUKY, MOCAE TOro Kak MHOrMe Npon3BOACTBa
ObIAM NepeBeAeHbl B CTpaHbl FOro-BoctouHom
A3unu, 4ToObl M36eXaTb NPUMEHEHNA CTPOroro
€BPOMNenckoro 3KOAOrM4eckoro 1 TpyAOBOro
3aKOHOAATEAbCTBA.
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Yet, while the creative industries constitute an
important part of the UK economy, it has not
delivered on the grand political promise that Tony
Blair and his cabinet claimed when coming to power
in 1997. If anything, the ‘creative industries’ became
itself a major export of the UK in the early 2000s, as
the concept influenced policies around the world.

In the 2000s, the ‘Creative Economy’ turned

into a global strategy for (human) development
through the United Nations’ engagement. In 2008,
the United Nations Conference on Trade and
Development (UNCTAD) published the first Creative
Economy Report. This document both showed

the first systematic assessment of global trade in
cultural goods and services. (See UNCTAD data

on Kazakhstani trade in creative goods.) UNCTAD
argued that:

The creative economy is an evolving concept
based on creative assets potentially generating
economic growth and development. It can foster
income generation, job creation and export
earnings while promoting social inclusion, cultural
diversity and human development.®

The Creative Economy Reports (published by
UNCTAD?® and followed by a ‘special edition’ by

AereHMeH, WblFapMaLlbIAbIK MHAYCTPUSIAAP
BpuTaHMAHBIH 3KOHOMUKACBIHbIH MaHbI3AbI
KypaMmaac 6eniri 60AbIn TabbIAaTbIHbIHA
KapamacTaH, onap ToHM BA3p MeH OHbIH KabUHETI
1997 XbIAbl GUAIK BACbIHA KEATEH KE3AE OAAP CasAacK
YOAENEPAIH ICKe acblpbIAFaH OOAIriHe arHanFaH
XOK. COHAQ Aa «LUblFapMaLLbIAbIK UHAYCTPUAAAP
TY>XbIpbIMAAMaCbIHbIH ©3i 2000-LUi XbIAAAPAbIH
6acbiHAa 6acKa enAEPAIH cascaTbiHa bIKNan eTe
6acTaFaH Ke3ae, OpUTaHABIK SKCMOPTTbIH MaHbI3AbI
6eAiriHe anHanAbl.

2000-Lwi XxbIAAapPbI OCbl YAepicke bipikkeH

YATTap ¥#MbIMbl KOCbIAFAHHAH KeriH KpeaTuBTi
(WbIFapMaLlbIA) SKOHOMMKA TYKbIpbIMAAMachl
aAaM3aT AaMybIHbIH XahaHAbIK CTpaTermsacbiHa
avHanAbl. 2008 xbinbl Cayaa XaHe AaMy XeHIHAETI
BY¥ KoHdepeHumacol (IOHKTAA) xacamnasablk
SKOHOMMKa 6OMbIHLLA TYHFbIW 6asHAaMaHbI
6acnaaa xapusanaabl. bya KyxaTTa anFall pet
MOAEHW MaKcaTTaFbl TayapAap MeH KOpPCETIAETIH
KbI3METTEPAIH 9AEMAIK alHaAbIMbIHA XYWeAi 6aFa
6epinAi (Ka3akCTaHAbIK LUblFapMalLbIAbIK OHIMAEPAIH
anHaAbIMbl Typansl OHKTAA aepekTepiH KapaHbi3).
FOHKTAA TYXbIpbIMbIHAQ:

KpeatnBTi 3KOHOMUKa AereHimi3 — OyA
LblFapMaLLbiA aKTUBTEPAIH SKOHOMUKAHbIH
OCYiHe XaHe AaMybiHa 9AeyeTTi bIKraAAacaAbl
A€reH XaHa TyXbipbiMAama. ON SKOHOMUKaHbIH
TaObICTbIAbIFbIH HbIFAUTbIM, XaHa XyMbIC
OPbIHAAPbIH aLLbIM, 3KCOPTTbI AAMbITa aAaAbl
XX9He COHbIMeH Gipre apam KaruTaAbIHbIH
SAEYMETTIK eMipre TapTbiAybIH, MOAEHU CaH
anYaHAbIFbIH X9HE AaMyblH KyLLeNTe anaabl.’

KpeaTtusTi 3KOHOMMKa 60MbIHLLIA 6asHAAMaAapbl
(KOHKTAA xapusanaHbIMA@pPbI®, an COAaH

TeM He MeHee, HECMOTPSA Ha TO, YTO TBOPYECKUE
NHAYCTPUM SBASIOTCA BaXXHOM COCTaBASIIOLLEN
OpUTAHCKON 3KOHOMUKM, OHU HE CTaAMK
peanrM30BaHHOM YaCTbio MOAUTUYECKUX OBeLlaHni
ToHu baspa un ero kabuHeTa, 03ByYEHHbIX B MOMEHT
npuxoaa K BAactu B 1997 roay. M Bce xe cama
KOHLEeNUUs «TBOPYECKUX MHAYCTPUI» CTaAa BaXHOM
cTaTben OpUTaHCKOro akcrnopta B Havane 2000-

X FOAOB, KOrA@ Ha4yana 0KasbiBaTb BAUSHUE Ha
MOAUTUKY APYTMX CTPaH.

B 2000-x KoHLenuusa KpeaTuBHOM (TBOPYECKON)
3KOHOMMKM NpeBpaTUAaCh B TAOGaAbHYIO
CTpaTermio YeAOBEYECKOro pa3BmTHA NOCAE TOro
KaK K npoueccy noakAtounaach OpraHusaums
06beanHeHHbIX Haumn. B 2008 roay KoHdepeHLms
OOH no Toprosae 1 pa3sutuio (OHKTAA)
ony6AnKOBaAa NepBbIi AOKAAA MO KpeaTUBHON
3KOHOMMUKE. B 3TOM AOKYyMeHTe OblAa BrepBble
NMPMBEAEHA CUCTEMHAsA OLIEHKa MMPOBOro 060opoTa
TOBApOB M YCAYT KYABTYPHOIO Ha3HavyeHus (CMm.
AaHHble KOHKTAA rno o60poTy Ka3axCTaHCKOM
TBOPYECKOW NPOAYKUUN). B bopMyanpoBke
IOHKTAA:

KpeaTnBHasi 5KOHOMUKa — 3TO HOBasi KOHLIENLIMS,
KOTOpasi UCXOAUT U3 TOrO, YTO TBOPYECKME aKTUBbI
MOTEHUMAAbHO CITIOCOOCTBYIOT POCTY SKOHOMUKM
u pa3sutuio. OHa MOXET YKPENASITb AOXOAHY!IO
yacTb, CO3AaBaTh HOBblE pabo4ne MecTa,
pasBuBaTh IKCMOPT U OAHOBPEMEHHO YCUAMBATD
CcoLManbHYK BOBAEYEHHOCTb, KyAbTYPHOE
pa3Hoob6pa3une 1 pa3BUTNE YEAOBEYECKOIO
kanutana.t

AOKAaAbI MO KpeaTUBHOM 3KOHOMUKE (Ny6AMKaLnm
IOHKTAA?®, a 3aTeM U «CnNeLUnanbHOE N3paHneE»

9 ‘Creative Economy Report 2008: The Challenge of Assessing the Creative Economy: Towards Informed Policy-Making’; ‘Creative Economy Report 2010: Creative Economy: A Feasible Development Option’ (Geneva: United Nations, 2010)

8 UNCTAD and UNDP, ‘Creative Economy Report 2008: The Challenge of Assessing the Creative Economy: Towards Informed Policy-Making’ (Geneva: United Nations, 2008), 4



UNESCO™) have translated the global appeal of the
‘creative industries’ into policy recommendations
for countries around the world. As a result,

most countries now use the concept in cultural,
development, urban, or other policies. Yet, while the
optimistic and hopeful message as captured in the
quote above inspires many, evidence suggests that
the functioning of cultural and creative industries

is dependent on human development beyond its
ability to drive it."

EXISTING ‘MODELS’
AND CLASSIFICATIONS

The ‘cultural’ and ‘creative’ industries have
meant different things throughout time, but also
in different places. The table below illustrates
how nuances differ; there are different reasons
to include or exclude certain activities. More
importantly, the table shows that there is ample
potential to reconfigure the name, definition,

and scope of the sector in line with strategic
considerations and needs in any given country.
That is why it is worth exploring which definitions
are used in Kazakhstan and what meaning industry
stakeholders give the terms.

10 ‘Creative Economy Report’ (Paris and New York, NY: UNESCO and UNDP, 2013)

keniH OHECKO-HbIH «apHaibl 6aCbIAbIMbI»'©)
LUblFapMaLLbIAbIK MHAYCTPUSAAAPAbIH XahaHAbIK
YHAEYIH OYKIA 9AeM enAepiHe apHaAFaH
6aFAapAaManblK YCbIHbICTap CaHaTbIHA KOLWipAI.
OCbIHbIH HBTUXECIHAE OYTiHAE KONTEreH enAep
aTanFaH TYXXbIPbIMAAMaHbl MOAEHUET, AaMy,

Kana KYPbIAbICbI T.C.C. CanaCblHAAFbI CaacaTThl
KaAbINTACTbIPY YLWiH nanaanaHaabl. AereHMeH,
XoFapblaa KeATipiareH KOHKTAA KypacTbipFaH
ONTUMMU3M MEH YMIT KOMLWIAIKTI WabblITTaHAbIPAAbI,
MOAEHW XSHE LUbIFapMaLLbIAbIK UHAYCTPUANAPABIH
TUIMAI XXYMbIC iICTeYi OCbl CETOPAAPAbI AaMbITYFa
XacanaTblH bIHTaAGHAbIPYAAH 6acka apaM3aTTbiH
AaMy YPAICIHe ToyeAAl EKEHAIrH Taxipnbe
KepceTTi."

KOAAAHBICTAFbl «sMOAEABAEP>»
MEH XIKTEMEAEP

«MaAEHN MHAYCTPUANAP» MEH «LLbIFapMaLUbIAbIK
NHAYCTPUANAP» YFbIMAAPbIHBIH MafFbIHAChl TEK

TYPAI KE3EHAEPAE FaHa eMecC, TYPAI eAAePAE Ae

9P TYPAI 60AAbI. TeMeHAETI KecTeAe ONaPAbIH
e3reluenikTepi kepceTiareH. KaHaan aa 6ip 6ip
KbISMET TYPAEPIH Kipri3y Hemece Kipriséey yLiH
caH anyaH cebentep 6ap. CoHbIMEH KaTap, KecTeae
eNAIH CTpaTernsanbik dakTopAapbiHa HeMece
MYKTaXAblKTapblHa 6anAaHbICTbl KaHAANM Aa Oip
CEKTOPAbIH aTayblH KalTa ©3repTyAiH, avkbIHAQYAbIH
HeMece KaMTYAbIH TOAbIMN XaTKaH HyCcKanapbl 6ap
eKeHiH KepHekKi Typae nall eTeai. COHAbIKTaH
KasakcTaHAa nanaAanaHbIAaTbiH aHblKTaManapFa
XOHE MHAYCTPUAHBIH OKIAAEPIHIH ©3Aepi OChbl
TepMUHAEpPre 6epeTiH MaFbiHanapbiHa TanAay
XacaraHbl AYpbIC 60AAABL.

11 De Beukelaer, Developing Cultural Industries: Learning from the Palimpsest of Practice

oT fOHECKO'?) nepeBeAun rno6anbHbIN MPU3bIB
TBOPYECKMX UMHAYCTPUIA B MAOCKOCTb MPOrPaMMHbIX
PEKOMEHAALIMIA AAA CTPaH Bcero Mmnpa. B
pe3yAbTaTe 3TOr0 CEroAHs MHOrMe CTpaHsbl
MCMOAb3YIOT AQHHYIO KOHLIENUMIO B $OPMUPOBaAHMM
NOAUTUKM B OOAQCTV KYABTYPbI, Pa3BUTHA,
rPaAOCTPOUTENALCTBA U T.A. TEM HE MEHee, B TO
BPEMS KaK BblpaXX€eHHbIE B MPUBEAEHHON BbiLLe
dopmyanposke OHKTAA oNTUMU3M U HaAEXAA
BAOXHOBASIIOT MHOTMX, OMbIT MOACKA3bIBAET, 4TO
yCrnelwHoe GyHKLUMOHUPOBAHUE KYABTYPHBIX 1
TBOPYECKNX NHAYCTPUIA 3aBUCUT OT NPOLIECCOB
4eNOBEYECKOrO Pa3BUTUA MOMUMO CTUMYAOB,
KOTOPbIE OHW CO3AQI0T AAA Pa3BUTUSA cekTopa."

CYWECTBYOWMNE «MOAEAN»
N KAACCNOUKALNN

MOHATUSA «KKYABTYPHbIE MHAYCTPUN» N «TBOPYECKME
WUHAYCTPUU» UMEAU Pa3Hble 3HAYEHUA HE TOAbKO

B pa3Hble MePMOABI, HO 1 B pa3HbIX CTpaHax. B
TabAMLIE HUXXE OTPaXeHbl pa3AnYMA B HIOAHCaX.
CyLlecTBYIOT pa3Hble MPUYNHBI AASI TOTO, YTOObI
BKAKOYATb UAM HE BKAIOYATb T€ UAW UHbIE BUAbI
peAaTenbHOCTU. bonee Toro, Tabamua HarAIAHO
AEMOHCTPUPYET, YTO CYLLIECTBYET Macca BapMaHTOB
nepekoHoUrypaumm HasgaHmsa, onpeAeAeHnsa UAn
OXBaTa AAA TOrO AU MHOMO CEKTOPA B 3aBUCMMOCTH
OT CTpaTtermyeckmx ¢akTopoB UAK HYXA CTPaHbI.
[Mo3TOMY MMEET CMbICA MPOaHaAN3NPOBaThb
OMpeAeneHus, KOTOPbIE UCMOAb3YIOTCA B
KasaxcTaHe, 1 3HayeHue, KOTOpoe BKAAAbIBAIOT
CaMu NpeACTaBUTEAU MHAYCTPUN B 3TU TEPMUHDI.
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UK DCMS MODEL

= Advertising

= Architecture

= Art and antiques market
= Crafts

= Design

= Fashion

= Film and video

= Music

= Performing arts

= Publishing

= Software

= Television and radio

= Video and computer games

Table 1. Classification models of the cultural and creative industries

SYMBOLIC TEXTS MODEL

Core cultural industries

= Advertising

= Film

= |nternet

= Music

= Publishing

= Television and radio

= Video and computer games

Peripheral cultural industries
= Creative arts

Borderline cultural industries
= Consumer electronics Fashion
= Software

= Sport

CONCENTRIC CIRCLES MODEL

Core creative arts
= Literature

= Music

= Performing arts
= Visual arts

Other core cultural industries
= Film
= Museums and libraries

Wider cultural industries

= Heritage services

= Publishing

= Sound recording

= Television and radio

= Video and computer games

Related industries
= Advertising

= Architecture

= Design

= Fashion

WIPO COPYRIGHT MODEL

Core copyright industries
= Advertising

= Collecting societies

= Film and video

= Music

= Performing arts
Publishing

= Software

= Television and radio

= Visual and graphic art

Interdependent copyright industries

= Blank recording material

= Consumer electronics

= Paper

= Musical instruments

= Photocopiers, photographic
equipment

Partial copyright industries
= Architecture

= Clothing

= Footwear

= Design

= Fashion

= Household Goods

= Toys

12 ‘Creative Economy Report 2008: The Challenge of Assessing the Creative Economy: Towards Informed Policy-Making,’ 13
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BPUTAHABIK MOAEHMET, BAK XXOHE
CMOPT AEMNAPTAMEHTIHIH MOAEAI

= )KapHaManblK Kbi3MeT

= Coynet eHepi

= OHep XaHe aHTMKBapuat

= be3eHaipy KOAAaHOaAbI 6HepI

= AnzanH

= CoH

= KMHO- XaHe 6eHe eHIMAEPIHIH
OHAIpICI

= My3blka

= OHEepAiH OpPbIHAQYLLBIALIK TYPAEPI

= bacnarepaik KbiIameT

= baraapAaManbik XacakTaMa

= TA XaHe paanoxabapnap Tapaty

= belnHe- XoHe KOMMNbIOTEPAIK OMbIHAAP

1-kecTe. MoAEHM XaHE LWblFapMaLlbIAbIK MHAYCTPUAAAPAbLIH XiKTEMeCI

POMI3AEMEAIK MOTIHAEP MOAEAI

Heri3ri MoAeHU MHAYCTpUAAAP

= )KapHamanblK KbiI3MeT

= KMHO eHaipici

= /IHTEepHeT

= My3blka

= bacnarepaik KbI3MeTTep kepcerty

= TA X9He paanoxabapaap Tapary

= KOMMbIOTEPAIK XdHEe 6enHe OMbIHAAP

LlekapaAbliK MOAEHU MHAYCTPUAAAP
= OHep TYpPAepiI

CabaKTac M9AEHU MHAYCTPUSIAAP

= TYPMBICTbIK TEXHUKA MEH SAEKTPOHMKA
= CoH

= barpapAaManbik XacakTama

= Cnopt

LWOFBIPAAC LUEHBEPAEP MOAEAI

OHepaiH Heri3ri TypAepi

= Daebuet

= My3blka

= OHepAIH OpbIHAAYLUBIABIK TYPAEPI
= benHeney eHepi

backa Herisri MoAeHU UHAYCTpUAAApP
= KMHO eHiMAEPiHIH BHAIpICI
= Mypaxanaap MeH KiTanxaHanap

KeHipek yFbIMAAFbl MOAEHM

VMHAYCTPUSAAAP

= MoAeHU MypaFa 6anAaHbICTbI
KOPCETIAETIH KbI3MeTTep

= bacnarepaik KbI3MeTTep kepceTty

= AbIObIC Xa3y

= TA XoHe paanoxabapaap TapaTty

= KOMMbIOTEPAIK XdHEe 6enHe OMbIHAAP

BalAaHbICTbI MTHAYCTPUSIAQP
= )KapHamaAnbIK KbI3MeT

= CoyneT eHepi

= Aun3ainH

= CoH

BOWC ABTOPAbLIK K¥KBIKTAPABI
KOPFAY MOAEAI

ABTOPAbIK KYKbIKNeH 6aliAaHbICTbI

Heri3ri MTHAycTpusaAap

= )KapHamanbIK KbI3MeT

= ABTOPAbIK KOFaMAap

= KWHO- XdHe 6erHe eHIMAEPIHIH
eHAIpici

= My3blka

= OHEepAiH OpbIHAQYLLBIALIK TYPAEPI

= bacnarepaik Kbl3MeT

= barFaapAaManblk xacakTama

= TA XaHe paanoxabapnap Tapaty

= berHeney XaHe rpadukanbik eHep

ABTOPABbIK KYKbIKNEH 6alAaHBICTbI

e3apa cabaktac MHAYCTpUsaAap

= boc aknapar apkaynapbl

= TYPMBICTbIK TEXHMKA MEH SAEKTPOHMKA

= Karasfa 6acbinFaH eHiMAED

= My3blkanblK acnanrtap

= Kelwipmeney, boToCypeT Tycipy
XabAblFbl

ABTOPABIK KYKbIKMEH iWiHapa
6aMAaHbICTbl MIHAYCTPUAAAP
= CoyAneT eHepi

= KuiM-KeLlek

= AAIK KMiM

= Au3anH

= CaH

= YWre apHanfaH Tayapaap

= OMbIHWbIKTAP

Aepekke3s: IOHKTAA™?

12 ‘Creative Economy Report 2008: The Challenge of Assessing the Creative Economy: Towards Informed Policy-Making,’ 13



MOAEAb EPUTAHCKOIO

AEMAPTAMEHTA KYABTYPbI,

Tabanua 1. Knaccuomkaums KyAbTYPHBIX M TBOPUECKUX MHAYCTPUN

MOAEAb CUMBOANYECKNX
TEKCTOB

MOAEAb KOHLIEHTPUYECKMNX
KPYIOB

MOAEAb OXPAHbI
ABTOPCKWX MPAB BOUC

CMU 1 CNOPTA

= PeknaMHasi AeATeAbHOCTb

= ApxuTekTypa

= /IcKycCTBO M aHTUKBapwuat

= AeKOpaTUBHO-NMPUKAAAHOE UCKYCCTBO

= An3anH

= Moaa

= [IpON3BOACTBO KNHO- U
BMAEOMPOAYKLNK

= My3blKka

= ICNOAHUTEALCKME BUAbI UCKYCCTBA

* M3paTenbckas AeATEAbHOCTb

= [IporpamMMHoOe obecneyeHune

= TB n paanoBellaHune

= BuAEO- 1 KOMMbIOTEPHbIE UMPbI

OCHOBHbI€ KYAbTYPHbI€ UHAYCTPUU
= PeknaMHasi AeATEAbBHOCTb

= KNHOMPOW3BOACTBO

= NHTepHeT

= My3blka

= I3paTenbckume yecayrm

= TB 1 paanoBellaHne

= KOMMbIOTEPHbIE Y BUAEOUTPbI

MNepudepunHbie KyAbTYpHbIe
MHAYCTpUHK
= BuAbl nckyccrtsa

MorpaHuyHbie KYAbTYPHbIE€ UHAYCTPUU
= bblTOBasA TEXHMKA U SAEKTPOHMKA

= Moaa

= [IporpamMMHOe obecrneyeHne

= Cnopt

OCHOBHblE BUAbI UCKYCCTBA

= A\utepartypa

= My3blka

* /ICNOAHUTEAbCKME BUABI UICKYCCTBA
= 1306pa3nTenbHOE UCKYCCTBO

Apyrve oCHOBHble KYAbTYpHbIe
MHAYCTpUHM

= [IPOM3BOACTBO KMHOMPOAYKLIMK
= My3eun n 6U6AUOTEKN

KyAbTYpHble MHAYCTpUM B 60Aee

LUMPOKOM MOHATUU

= YCAYTW, CBA3AHHbIE C KYABTYPHbIM
HacAeAneM

= M3paTeNbCKUE YCAYTH

= 3ByKO3anuchb

= TB n paanoBeLllaHune

= KOMMbIOTEPHbIE Y BUAEOUTPbI

CBA3aHHble UHAYCTPUU

= PeknaMHas AeATeAbHOCTb
= ApXuTEKTYypa

= AusanH

= Moaa

OCHOBHbI€ UHAYCTPUMU, CBA3AHHbIE C

aBTOPCKUM NpaBoM

= PeknaMHas AeATeAbHOCTb

= ABTOPCKME 06LIeCTBa

= [IpON3BOACTBO KMHO- 1
BMAEOMPOAYKLINN

= My3blka

= /ICNOAHUTEAbCKME BUABI UICKYCCTBA

= [I3paTenbckas AeATEAbHOCTb

* [lporpamMmHoe obecrneyeHne

= TB 1 paanoBellaHune

= /I306pa3uTenbHoe 1 rpaduryeckoe
NCKYCCTBO

B3anMocBsi3aHHbIe MHAYCTPUH,

CBfi3aHHble C aBTOPCKUM NPaBoM

= [lycTble HOCUTeAU NHOPMaLIUK

» BbITOBasA TEXHWMKA U INEKTPOHMKA

= byMaxxHasi NpoAyKUMA

* My3blKaAbHblE MHCTPYMEHTBI

= KonnpoBanbHoe, poTorpadpmyeckoe
060pyAOBaHMe

NHAYCTpUK, HaCTUUYHO CBAA3aHHbIE C
aBTOPCKWUM NpaBoM

= ApXUTEKTYpa

= Opaexaa

= 00yBb

= Au3anH

= Moaa

= ToBapbl ANl AOMA

= VrpyLukm

12 ‘Creative Economy Report 2008: The Challenge of Assessing the Creative Economy: Towards Informed Policy-Making,’ 13
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MEANING AND USE
IN KAZAKHSTAN

In Kazakhstan, ‘Creative Industries’ is the most
common term to designate a range of activities
as captured in the table above. Yet the term
causes some concern, as it does not adequately
capture the specific understanding of the sector
in the country. This has three connected reasons:
connotation, translation, and scope.

First the terms ‘cultural’ and ‘creative’ industries
have different connotations that are largely
antithetical. The ‘cultural’ is associated more
strongly with heritage and tradition, while the
creative bears associations with all things new

and young. Both terms can thus not be used
interchangeably, and a combination (‘cultural and
creative’) does not adequately capture the role and
meaning of the sector in the country.

Cultural Industries:

= Heritage

= Tradition

‘Old’ culture

Broader OR narrower than creative

Result of “TBopuecTBO’ (art + creativity).

MAFbIHACBI XXOHE
KA3AKCTAHAA MANAANAHBIAYbI

KasakcTaHAa «LlWblFapMallblAblK UHAYCTPUAAGP»
TEPMWHI XXOFapblAaFbl KECTEAE KOPCETIATEH CaH
aAyaH KbI3MeT TYPAEpPiH 6eAriney YLiH 6apblHWa
KOAaWAbl AeN CaHanaabl. Ananpa OyA Xepae
Giplama TyciHicneywiniktep 6ap, ce6ebi 6y
TEPMUHAI ENAETI WbIFAPMaLUbIALIK MHAYCTPUSIAGP
CEKTOPbI TYCIHIri XETKIAIKTI TYPAE CUMaTTaManAbl.
By TycTa e3apa 6annaHbiCKaH yw ¢akTop 6ap:
MaFblHACbl, ayAAPMachl XaHe KaMTbIAYbI.

BipiHWIiAeH, NHAYCTPUANAPFA KATbICTbl K<MOAEHU»
XIHE «LUblFapMaLLbIAbIK» YFbIMAAPbIHbIH Ken
XafblHaH anFaHAa 6ip 6ipiHe Kapama-Kapchbl
TYCiHAIpMeAepi 6ap. «kMapeHN» MypaMeH XaHe CanT-
ASCTYPAEPMEH Kebipek 6GanAaHbICTbIPbIAAAbI, A
«LWblFapMaLLbIAbIK» XaHa api xac 6ip Hopcenepre
xataabl. Ocblnanwia, 6yA yFbiMaap GipiH Gipi e3apa
AAMacCTbIpaTblH TEPMUHAEP EMEC, aA ONAPAbI
yLITACTbIPY (KMOAEHM-LLIbIFAPMALLbBIABIK») OCbl
CEKTOPAbIH €A YLWiH aTKapbIAATbIH POAIH TOAbIK
KepCceTnemnA.

MoaaeHW MHAYCTpUAAap:

= MaAeHU Mypa,

= CaAnT-pacTypAep,

= «EckKi» (ASCTYPAI) MOAEHWMET,

= «lUblFapMalubiAbIKTaH» KeHipek HEMECE Tapbipak,

= «llbiFapMaLlbIABIKTbIH» HOTUXECI
(eHep + )acaMnasAbIk).

3HAYEHWE N NCIMOAb30BAHUE
B KA3AXCTAHE

B KasaxcTaHe TEpMUH «TBOPYECKME UHAYCTPUM»
cumTaeTcs Hanbonee NMOAXOAALIMM AAS
0603Ha4YeHUs Pa3AMNUHbIX BUAOB AEATEABHOCTH,
yKa3zaHHbIX B TabAKLIE Bbllle. OAHAKO 3AeCh €CTh
HeKoTopas HEACHOCTb, MOCKOALKY 3TOT TEPMUH
HEeAOCTaTO4YHO TOYHO OTPaXKaeT MOHWMaHMe
CeKTOpa TBOPYECKNX MHAYCTPUI B CTPaHe. 3AeCb
CYLLECTBYIOT TPM B3aMMOCBSA3aHHbIX dakTopa:
CMbICA, NMEPEBOA ¥ OXBaT.

Bo-nepBbIX, MOHATUSA «KYABTYPHbIE» U «TBOPYECKME»
MPUMEHWUTEABHO K MHAYCTPUAIM UMEIOT pasHble U,

Mo GOAbLLEN YaCTH, MPOTUBOMOAOXKHbIE APYT APYTY
TOAKOBaHMS. «KYAbTYPHbIA» GOAbLLIE aCCOLIMMPYETCS
C HaCAEAVEM U TPAAULINAMM, @ KTBOPYECKUNIA»
OTHOCMTCS K YEMY-TO HOBOMY UAW MOAOAOMY.

TaknuM 06pa3oM, 3TV NOHATUSA He ABAAIOTCS
B3aKMO3aMeHsSIEMbIMU, @ UX KOMOUHUPOBaHME
(<KKYABTYPHO-TBOPUYECKUI») HE OTPaxaeT TOYHO POAb
1 3HaYeHMe 3TOro CeKTopa AASl CTPaHbl.

KyAbTYpHbIE MHAYCTPUK:

= KyAbTYpHOE HacAeAue,

= Tpaauuum,

= «Crapas» (TpaAMUMOHHARA) KYABTYPa,
= Uunpe AW yxe 4eM «TBOPUYECKMIN»,

= Pe3syAbTaT «TBOPYECTBa»
(MCKYCCTBO + KpeaTUBHOCTb).
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Creative Industries
= New Mediaand IT
= ‘New’ culture

= Young people

= New movements

= |n Russian, ‘creativity’ connotes higher
expectations than ‘culture’

= |n Russian, ‘creativity’ is not necessarily
a positive term.

Second, the differing connotations largely

result from the difficulty to translate the term
‘creativity.” In Russian, the most used term is
‘TeopuyecTBo’ (Tvorchestvo), which denotes

both ‘art’ and ‘creativity. While ‘KpeatusHbie
nHayctpun’ (Kreativnye industrii) is commonly
used, ‘KyAbTypHble nHAYCTpun' (Cultural Industries)
is the preferred option because it connects the
old (culture) and the new (industries). Yet the term
‘TBOpYeckune nHayctpumn’ (Tvorcheskie Industrii) may
better capture the meaning and connotation of the
sector in Kazakhstan.”® The translation of concepts
becomes more complex when considering the
terms in Kazakh, a Turkic language that is less
widely spoken than Russian — in spite of its obvious
connections to the cultural identity of the country.

Third, the activities that most sector stakeholders
perceive to fall under either category are rather
different. This illustrates the extent to which there
is a limited sense of connection and unity within

LblFapMalLbIAbIK MIHAYCTPUAAAP:

= KaHa Meana- XaHe aknapaTtTblk TEXHOAOrUAAaP,
= «KaHa» MOAEHMET,

= )acrap,

= )KaHa Ko3FanbICTap,

= OpbIC TINIHAE «KPEATUBTIK» KMOAEHUETKE
KaparaHAa KebipeK KYTIAETIH YMITTepAI
TOMWbIAANABI,

= OpbIC TINIHAE «KPEeaTUBTIKTIH peHKi apKaLlaH
OHAbI MaFblHaAa 60Aa BGepMeNA.

EKiHWIiAEH, TYCIHAIPIAYIHAETT abipMaLLbIAbIKTaP
Ken XafblHaH «creativity» ce3iHiH ayaapyAbIH
KMbIHAbIFbIHA 6anlA@HbICTbI TybIHAANALI. OpbIC
TIAIHAE KOOiHECe «TBOPYECTBO» (LWblFapMaLlbIAbIK)
Ce3i NanaanaHblnaAbl, OA BIp Me3rinAe KaTap
KUCKYCCTBO» (BHEP) XOHE «KPEATUBHOCTb»
(>kacaMnasabIK) AereH MafblHaHbl GiAAIpeAi.
«KpeaTuBTi ()xacaMnasAbiK) UHAYCTPUSAAAP»
TEPMUHIHIH XaAMbl KOAAAQHbIAATbIHbIHA KapaMacCTaH,
«MBAEHU UHAYCTPUsIAAP» (KYABTYPHbIE UHAYCTPUM)
TipKeciMi anAeKanAa Xakcbipak, ce6ebi OA ASCTYPAI
(MoAeHMeET) XaHe XaHa (MHAYCTPUAAAP) AEreHAI
OipikTipeal. AereHMeH Ae, «LblFapMalLlbIAbIK
NHAYCTpUAAap» TepMUHI KazakCTaHAaFbl OCbl
CEeKTOPAbIH MOHI MEH MaFbIHACbIH XaKCblpak,
6enHeneyi MyMKIH."® Ka3sak TiAiHIH (OA TYPKi
TIAAEPIHE XaTaAbl XXHe OpbIC TiAIHE KapaFaHAa
asblpak TapafFaH) enAiH MOAEHW COMKECTIAINIMEH
Typa 6arinaHbICbiHa KapaMacTaH, OCbl YFbIMAAPABI
Kasak TiAiHe ayAapy OAaH Aa Ken KUbIHABIK
KeATipeAl.

YWIiHWIiAEH, CEKTOPAbIH TYPAI 6KinAepi OFaH

9P TYPAI KbI3BMET TYPAEPIH XaTKbi3aAbl. ByA
MHAYCTPUANAPAbIH 6ip 6ipiHEH KaHLIAAbIKTbI aALLaK
€KEeHIH XoHe e3apa 6anAaHbICNanTbIHbIH aKbIH

TBOpYECKME NHAYCTPUM:

= HoBble MeAMa- U MHGOPMALIMOHHbIE TEXHOAOT MU,
= «HoBas» KyAbTYpa,

= MonoAexb,

= HoBble ABMXEHMA,

= B pycckoMm si3blke «KpeaTUBHOCTb»
noApasyMeBaeT 60AbLLIE OXUAAHUN,
yeM «KYAbTYpa»,

= B pycCKOM 5i3blKE «KPEeaTUBHOCTb» HE BCErAa
MMeeT MO3UTUBHYIO OKPACKY.

Bo-BTOpbIX, pa3AnMymns B TOAKOBAHWM BO MHOTOM
BO3HMKAIOT M3-32 CAOXHOCTEN C MEPEBOAOM
CAOBa «creativity». B pycckoM A3bike Yalle

BCEro UCMOAb3YETCA CAOBO KTBOPYECTBOY,
KoTopoe 0603HayvaeT «MCKYCCTBO» U
«KpeaTMBHOCTb» OAHOBPEMEHHO. HeCMOTpA Ha
o6weynoTpebnTeNbHOCTb TEPMUHA «KPEaTUBHbIE
NHAYCTPUM, BbIPAXEHNE «KYALTYPHbIE MHAYCTPUNY
6onee NPEANOUYTUTEABHO, MOCKOALKY OHO
06beAUHSIET TPAAULUMOHHOE (KYABTYPa) M HOBOE
(MHAYCTPUK). TeM He MeHee, TEPMUH «TBOPYECKUE
NMHAYCTPUM» MOXET AyULLE OTpaxaTb 3Ha4YEeHUe 1
CMbICA Ha3BaHMWs 3TOro CekTopa B KasaxcTaHe.”®
MepeBoA 3TUX MOHATUN HA Ka3aXCKUM A3bIK
(KOTOPbIN OTHOCUTCS K TIOPKCKMM fA3bIKaM U

MeHee pacnpoCTpaHeH, YEM PyCCKuI) ellle bonee
3aTPYAHUTENEH, HECMOTPSA Ha ero NPsMyto CBA3b C
KYABTYPHOWN MAEHTUYHOCTbBIO CTPaHbI.

B-TpeTbUX, pasHble NpeACTaBUTEAN CEKTOpa
OTHOCHT K HEMY pa3sHble BUAbLI AESTEALHOCTU. ITO
HarAIAHO MOKas3bIBaeT, HACKOALKO MHAYCTPUM
Pa3pO3HEHbI U HE CBA3aHbI MeXAY COBOiA.

13 The Russian Creative Industries Agency uses the term ‘TBopueckue nnayctpun’ (Tvorcheskie Industrii) in Russian, while using ‘Creative Industries’ in English: www.creativeindustries.ru/rus



the industries. As the future strategies outlined
above require some level of collaboration and

joint initiatives, a shared sense of connectivity

across activities in the TBopueckne NHAYCTpUn
(Tvorcheskie Industrii) would be helpful.

In sum, the engagement with connotation,
translation, and scope of the industries throughout
the workshop has been catalyst of debates; it was
neither the beginning nor the end of the discussion.
Particular attention should be paid to the ways

the Kazakh language may (need to) influence the
locally preferred concept. Our lack of engagement
with the terminology in Kazakh raises a twofold
question: how do these terms translate and
change meaning in Kazakh, and does this matter
for the KazaxcTaHckne TBOpYeCKME MHAYCTPUN
(Kazakhstanskie Tvorcheskie Industrii)?

TOWARDS A KAZAKHSTANI MODEL
OF CULTURAL INDUSTRIES

The understanding of cultural industries in
Kazakhstan requires conceptual clarity, but also a
clear delineation of activities. During the workshop,
some participants suggested that 6aHs (banya;
steam baths, akin to the Finnish sauna) be included
in the Kazakhstani categorization of cultural
industries. This traditional practice is a meaningful
illustration of the region’s relation to winter. But also
other seasonal celebrations (e.g. Nauryz/Nowruz)
and annual public events (e.g. Day of the City, First
of May, Victory Day, etc.) are part of the country’s
event calendar that warrants consideration for
inclusion in the local understanding of the cultural
industries. At the same time, references to ‘event

KepceTeai. XXoFapblaa aTanFaH cTpaTernsnapAbl

iC XY3iHe acbIpy YLWiH bIHTbIMAKTACTbIKTbIH

6enrini 6ip Aspexeci MeH BipaeckeH 6acTaManap
KaXKeT 60AATbIHAbIKTaH, LUblFapMaLLbIAbIK
NHAYCTPUANAPAAFDI KbIBMET TYPAEPIHIH apacbiHAAFbI
o3apa 6anAaHbICTbIH BipblHFaM TYCIiHIM OOAFaHbI
Xakcbl 6oAap eai.

HoTuxeciHAe MHAYCTPUAAAPABIH MaFbIHACHI,
ayAapMachl XaHe KaMTbIAY TaKbIpblObl OYKIA
CeMUHap 60MbIHAQ XapbICCO3AEP TYAbIPbIN OTbIPAbI;
6y OpanAa CeEMUHAp aTaAFaH nikipTanacTbl 6acTan
HeMece asKTaun anaTbiH Xep eMec eai. Kasak TiAIHIH
XEPTiniKAI AEHrenae Xakcblpak 60AaTbIH YFbIMbIHbIH
TaHAAAYbIHA bIKMaA €Te anaTbiHbIHA (HEMeCe biKnan
eTyre Tmic 60AaTbIHbIHA) epeKLUle Ha3ap ayAapy
Kepek. bizae Ka3ak TEpMUHONOIUACHIH 3epTTey
MYMKIiHAITT 60OAMaFaHAbIKTaH, OYA MOCENEHIH €Ki
XaFbl 6ap: 6yA TEPMUHAEP Ka3aK TiAIHe Kanan
ayAapblAaAbl XaHe OyA opanAa MaFbiHAChl e3repe
Me; XaHe OYHbIH Ka3aKCTaHAbIK LUblFapMallblAbIK
WHAYCTPUAAAP YLWIH MaHI 6ap Ma.

MOAEHN MHAYCTPUANAPABIH
KA3AKCTAHABIK MOAEAIHE KAPAI XbIAXY

KasakCTaHAafFbl MOAEHN MHAYCTPUSAAAPAbLIH

MOHIH TYCIHY YLiH TeK YFbIMAAPAbIH alKbIHABIFbI
FaHa eMec, COHbIMEH KaTap KbI3MeT TYPAEPIHiH
HaKTbIAQHYbI Aa Tanan eTineAl. CeMUHapAbIH

Kenobip KaTbICYLLUbIAAPbI Ka3aKCTaHAbIK MOAEHM
WMHAYCTpUAAAp Tis6eciHe MOHLIAaHbl KOCYAbl YCbIHAbI.
MOHLLI@ — YATTbIK KbICKbl CAAT-ASCTYPAEPAIH
KepHekKi Mbicanbl. COHbIMeH KaTap, KazakCTaHHbIH
KYHTI36eCiHAE TYPAI YATTbIK Mepekenep (MblCaAbl,
HaypbI3) XXaHe XbIA CalbIH aTan eTIAeTIH ic-luapanap
(BipiHwWi MaMsbIp, XeHic KyHi, Kana KyHi XaHe T.c.C.)
6ap, onap Aa «MOAEHU MHAYCTPUAAAP» TEPMUHIHIH
XEPTIAIKTI TYCIHAIPMECIHAE KapacTbIpblAyFa
AavbiKTbl. COHAAN-aK MBEHT-MEHEAXMEHT

Tak Kak AASl peanm3aumnm BbllleyKasaHHbIX
cTpatermm HeobxoAmMMa ornpeAeneHHas CTeneHb
COTPYAHMYECTBA N COBMECTHbIE UHULIMATUBI,
ObIAO Obl MOAE3HO UMETb EANHOE NMOHUMaHNE
B3aMMOCBSA3N MEXAY BUAAMUN AEATEABHOCTMU B
TBOPYECKMX MHAYCTPUSIX.

B ntore TeMa cMbiCAa, MepeBoAa NOHATUSA U OXBaTa
WHAYCTPWI Bbi3blBana AebaThbl Ha MPOTAXEHUM
BCEro CeMUHapa; Npu 3TOM CEMUHAP He OblA TEM
MECTOM, FAe AQHHasA AMCKYCCUA BO3HUKAQ UAK
MOrAa ObITb 3aBeplueHa. CareayeT yAeAnTb 0coboe
BHMMaHMWe TOMY, KaK Ka3aXCKUIN A3bIK MOXET (MAK
AONXKEH) MOBAMATL Ha BbIGOP MPEANOYTUTEABHOMO
MOHATUA Ha MECTHOM YpOBHE. [13-3a TOro, uTo y
Hac HeT BO3MOXHOCTU MCCAEAOBATb Ka3axCKyto
TEPMUHOAOTMIO, AaHHBIV BOMPOC MMEET ABE
CTOPOHbI: KaK 3TV TEPMUHBI MEPEBOAATCA Ha
Ka3axCKWN, U MEHAETCS AU NMPU 3TOM CMbICA; U UMeEeT
AV 3TO 3HA4YEHUE AAA Ka3aXCTaHCKMX TBOPYECKMUX
NHAYCTPUN.

ABVXXEHWE K KASAXCTAHCKOW MOAEAM
KYABTYPHbIX NHAYCTPUN

AAA MOHUMAHWA CYTU KYABTYPHbIX MHAYCTPUNA

B Ka3axcTaHe TpebyeTcs He TOAbKO YETKOCTb
MOHATUI, HO U YTOYHEHWE BUAOB AEATEABHOCTM.
HekoTopble y4aCTHUKM CEMUHapa npeAAaranm
BKAIOYMTb B KA3aXCTaHCKUM NepeyeHb KYABTYPHbIX
NMHAYCTpUKM 6aHI0. baHA — 3TO HarAAHbIA NpUMep
HaLMOHAAbHbIX 3UMHUX TPaAUUKA. Kpome Toro,

B Ka3axXCTaHCKOM KaneHAape eCTb pa3AnyHble
HaUMOHaAbHble NPa3sAHUKK (HanpuMep, Haypbi3),

N eXEeroAHo oTMeyvaeMble cobbiTua (MepBoe Mas,
AeHb nobeabl, AeHb ropoaa U T.A.), KOTOpbIe
TaKXe 3aCAyXMBaKOT PaCCMOTPEHUSA B MECTHOM
TPaKTOBKe TePMUHA KKYALTYPHbIE UHAYCTPUN».
Tak>e 3aCAY>XMBatOT BHUMAHWNA UBEHT-MEHEAXMEHT

17
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management services’ and ‘beauty and wellness’
warrant consideration. The question whether or not
to include culinary arts and restaurants requires
further debate.

This report does not propose a clear model or set
of activities that may constitute the Kazakhstani
TBOpYeckune nHayctpum (Tvorcheskie Industrii). Yet
it stresses that the scope and definition are up for
debate. Such a discussion is as much about what
to include as it is about what not to include. While
a broader range of activities may increase the
economic scope (and thus the lobbying potential)
of the sector, it may go as far as to include all
industries. This is precisely the provocative
argument that Daniel Mato makes when he argues
‘all industries are cultural,™ even if Toby Miller
provides him with a thoughtful rebuttal to this
claim, arguing that ‘not all industries are cultural,
and no industries are creative.’ There is neither a
final definition nor a universal delineation of either
cultural or creative industries. But there is a range

of working definitions serving a variety of purposes.

The remaining question here is: which activities
are (and should be part) of the KazaxctaHckne
TBOpYeCKue nHaycTpum (Kazakhstanskie
tvorsheskne Industrii)?

XOHEe CYAYAbIK NEH AEHCaYAbIKKa GaMAaHbICTbI
KOPCETIAETIH KbI3METTEp Ae KOHIA 6eAyre TYpapAbIK.
MaAeHM MHAYCTpUsinapFa acnasAblk eHep MeH
MerpamxaHanapAbl KOCY-KOCMay MaCeAeCi OAaH api
TaAKbIAQYAbl TAAAM eTeAI.

Ocbl ecenxarTa KazakCTaHAbIK LblFapMaLlbIAbIK
WNHAYCTPUANAPFA XaTKbI3yFa OOAATbIH KbI3MET
TYPAEPIHIH arKblH MOAEAI HeMece Ti3beci
YCbIHbIAMaFaH. OA UHAYCTPUANAPABIH ayKbIMbl MEH
ANKbIHAAMACbIH TaAKblAAyFa OOAATbIHbIHA XaHe
TaAKbIAQY KEPEK eKeHiHe Ha3apAbl ayAapTaAbl.
CoHaan-ak, HeHiH Kiprisiayi TMIC eKeHAIri XXoHe
HEHiH Kipi3iAMeyi TUiC eKeHAIri Typanbl anuTy Kepek.
KbI3MET TYPAEPIHiH Ti30eCiH KEHENTY CanaHblH
9KOHOMMKAAbIK KaMTbIAYbIH (OKaHe, TUICIHLUEe,
NOOOUAEHAIPY OOMbIHLLIA SAEYETIH) YAFaUTYbI
MYMKIiH, 6ipak 6yA oparaa TisiMre 6apAbiK
MHAYCTPUANAAP Kipyi MYMKIH. «MHAYCTpUAAAPAbIH
6apAbIFbl Aa MOAEHU MHAYCTPUAAAP GOAbIMN
TabblAaAbI», A€V OTbIPbIM, A3HMAA MaTO ASA OChbl
TypaAbl anTaAbl,'* OFaH Kapama-Kawnibl Tobu
MUANED «MHAYCTPUANAPAbIH BGapAblFbl BipAEn
MOAEHUN MHAYCTPUSA EMEC, XOHE A€ ellKaHAaM Aa
WNHAYCTPWSA LbIFApPMaLLbIA EMEC» AEM KapCbIAbIK
6inaipeai’™> MoaeHN Hemece LWibiFapMaLlbIA
WHAYCTPUANAPABIH KaHAaM Aa Bip TYMKIAIKTI HeMece
oMbeban aHblKTaMachl XXOK. Ananaa TYPAI MIHAETTEP
atkapatbiH 6ipkaTap XYMbICTbIK yFbiIMAap 6ap.
ALLbIK KYWIHAE KaAbIN OTbIPFaH Cypak: KbI3MeTTiH
KaHAamn TypAepi Ka3akCTaHAbIK LibiFapMaLlbIA
NHAYCTPUANAPFa XaTaAbl (koHe xaTyFa Tuic)?

14 ‘All Industries Are Cultural,” Cultural Studies 23, no. 1 (January 2009): 70-87, doi: 10.1080/09502380802016212
15 ‘From Creative to Cultural Industries: Not All Industries Are Cultural, and No Industries Are Creative,’” Cultural Studies 23, no. 1 (January 2009): 88-99, doi:10.1080/09502380802326660

N YCAYTU, CBA3@HHbIE C KPAaCOTOW U 3A0POBLEM.
TpebyeT AanbHenwero 06CyXAeHuns BONpoc,
BKAIOYATb AU B KYABTYPHbIE UHAYCTPUM KYAUHAPHOE
NCKYCCTBO M pecTopaHbl.

AaHHbIN OTYET HE NpeANaraeT YeTKON MOAEAK

WAN MEePeYHs BUAOB AEATEABHOCTH, KOTOPbIE
MOXHO OTHECTU K Ka3aXCTaHCKMM TBOPYECKUM
NHAYCTPUAM. OH aKLEHTUPYET BHUMAHME Ha TOM,
4TO OXBAT M OMPEeAEAEHNE UHAYCTPUIA MOXHO U
CAepAyeT 00CyXAaTh. M HYXHO pa3roBapuBaTtb O
TOM, YTO AOAXHO ObITb BKAIOUEHO U YTO HE AOAXHO
ObITb BKAKOYEHO. PacluMpeHune nepeyHs BUAOB
AEATEABHOCTU MOXET YBEAUUUTL SKOHOMUYECKUI
0XBaT OTPacAu (U, COOTBETCTBEHHO, NOTEHLMAA
ANS NOOOMPOBAHWSA), HO NMPY 3TOM B CMIUCOK MOTYT
nonacTb BCE UHAYCTPUU. IMEHHO 006 3TOM roBOPUT
A3HV3A MaTo, yTBEPXKAAf, YTO «BCE MHAYCTPUM
SBASIIOTCA KYABTYPHbIMU»,'* HECMOTPS Ha TOHKOE
BO3paxeHue Tobn MrUanepa, YTo «HE BCE MHAYCTPUK
ABASIOTCA KYABTYPHBIMU, U HUKAKNE MHAYCTPUM

He ABAAIOTCA TBOPYECKMMM».!> He cyluecTByeT
KaKOro-TO OKOHYaTEABHOIO OMPEAENEHUSA UAK
YHUBEPCAABHOIO OMUCAHWUA KYABTYPHbIX UAK
TBOPYECKNX UHAYCTPUIA. OAHAKO eCTb psa paboumnx
MOHATUI, KOTOPbIE BbIMOAHAIOT Pa3Hble 3aAauun.
Bonpoc, KoTopbl OCTaeTCs OTKPbITbIM: KAaKNe BUAbI
AEATEAbHOCTM OTHOCATCA (M AOAXKHbBI OTHOCUTBLCA) K
Ka3axXCTaHCKMM TBOPYECKUM UHAYCTPUAM?
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In 2015, a mapping exercise took place to gauge
the activities of Almaty’s cultural industries and
their scope.'® Yet the availability — and reliability —
of data remains limited. There are however data
available. Datasets aggregated by the United
Nations Conference on Trade and Development
(UNCTAD, the body that also published the 2008
and 2010 editions of the Creative Economy Reports)
also provide some useful insight in international
trade in creative goods between Kazakhstan and
the rest of the world.

2015 XbIAbl AAMaTbIA@FbI LWbIFAPMaLLbIA
WHAYCTPUANAPABIH OEACEHAINITIH XaHE OAapAbIH
KbI3METIHIH KoAeMiH 6aFanay MakcaTbiHA
OAapAbl KapTaFa TyCipy XYpri3inail® 9ntce ae
OYA AepeKTepre KOA XeTKi3y MYMKIHAIr XoHe
OAaPAbIH LWbIHABIKKA CalAbIFbl 93ipre WeKTeYAL.
KantkeHae ae 6eArini 6ip aTKapbIAFaH XYMbIC
HoTUXeAepi 6ap. Cayaa XoHe AaMy XeHiHAeri bYY
KoHdepeHuuachiHbiH (OHKTAA — 2008 xoHe
2010 xbIAAQPbl KpeaTUBTIi SKOHOMUKA GOMbIHLLIA
6asHAaManapAbl 6acnacesae XapusnaraH
opraH) aAepekTepi KasakcTaH MeH 6acka
eAAEPAIH apacblHAAFbI LWblFAPMaLLbIA OHIMAEPAIH
aMHaAbIMblHa K&3 Xibepyre MyMKIHAIK 6epeai.

B 2015 roay 66IA0 MPOBEAEHO KapTUPOBaHMe
TBOPYECKNX MHAYCTPUI AAMAThI C LIEABIO OLIEHKM
NX aKTUBHOCTU M 0ObeMa NX AEATEABHOCTW.'® TeM
He MeHee, AOCTYMHOCTb — U AOCTOBEPHOCTb —
3TUX AQHHbIX NMOKa orpaHuyeHsbl. U Bce xe
onpeaeneHHble HapaboTKM eCTb. AaHHble
KoHdepeHumn OOH no Toproeae v pa3suTunio
(FOHKTAA — opraH, KOTopbI TakXe onyo6AMKOBaA
AOKAAAbI MO KpeaTnBHOM 3KOHOMUKe B 2008 1 2010
roAax) AatoT BO3MOXHOCTb B3rAAiHYTb Ha 060pOT
TBOPYECKOW NPOAYKLMKN MeXAY KazaxCTaHOM U
APYrMu CTpaHamu.

Table 2. Creative Goods Trade between Kazakhstan and the rest of the world, in US million dollars
2-KecTe. KasakCTaH MeH 9AeM eAAEPIHIH apaCbiHAAFbI WbIFAPMaLLbIAbIK ©HIMAEPAIH anHaAbIMbl (MAH. AKLL AOAA.)
TabAnua 2. 060pOT TBOPYECKOM NPOAYKLUMN MexXAY KazaxcTaHOM 1 cTpaHaMu Mupa (B MAH. AOAA. CLLA)

262 . 38.1 267

EXPORTS / 3KCMOPT 12.5 21.4 6.5 6

2004 2005 2006 2007 2008 2010 2011 2012
IMPORTS / UMMOPT - - -

463.0
623.2
1074.8 10707

NET EXPORTS /
TA3A 3KCMOPT / 2467 ~303.4 —4416 6167 -10367 ~1043.9
YUCTbIN IKCMOPT

Source / Aepekkes / ictouHmk: UNCTADstat 2016

16 Knay6 Monoabix MpeanpuHuMatenen, ‘TipoekT “Youth Business Kazakhstan KaptuposaHue TBopuecknx nHAycTpun B r. AaMatsl” (Almaty: Ky Monoabix MpeanpuHumarenen, 2015)

20




Table 2 above shows a minor fluctuation in exports
between 2004 and 2012 (omitted years lack

data), while showing a significant rise in imports.
Throughout all years, the net exports are negative,
meaning that more goods imported than exported.
Between 2004 and 2012 the Kazakhstani creative
goods trade deficit increased fourfold. While this
shows the industries are currently not performing
well internationally, it also indicates that creative
goods consumption within the country is significant
and growing.

The opportunity is that there can be much more
creation in the country to supply some more of the
demand locally. The low value of the Tenge since

its devaluation in 2015 increases appeal of local
production (wages are paid in Tenge, as opposed to
imports in USD). This means that local production
can be both cheaper locally and competitive
internationally.

Table 3 below shows that, in 2012, design was the
most significant branch of the cultural industries
in terms of both imports and exports. This further
substantiates the potential expressed above: the
Kazakhstani design sector is strong relative to
other branches of the cultural industries. And the
huge imports suggest there is significant demand.
Responding to existing demand through local
production —as Experimentarium, a concept store
selling predominantly locally produced goods in

2- kecTe 2004 xaHe 2012 XblAAap apaAblFbiHAAFbI
Ke3eHAe (eTKi3iAiIM XibepreH Xbiaaap 60MbIHLA
AepeKTep XO0K) 3KCNOPT KOAEMAEPIHAETI
e3repicTepAiH a3 60AFaHbIH, aA UMNOPTTbIH EAEYAI
TYpAe yAFarFaHblH KepceTeAi. OCbl XbIAAAPAbIH
6apAbIFbIHAQ Ta3a 3KCMNOPTTbIH LWAMackl Tepic
60AbIN OTbIP, an OYA eAAIH TayapAapAbl SKCNOPTKA
LWblFApFaHHaH repi kKebipek MMMNOPTKA SKEATEHIH
6inaipeai. 2004-2012 xbIAAAPAAFbI KE3EHAE
LWblFapMalLlbiA OHIMAEP alHaAbIMbIHAAFbI CayAa
TanwWbIAbIFbl TOPT €ce ecTi. ByA Ka3akCTaHAbIK
LblFapMalLlbIA UHAYCTPUAAAPABIH AYHUEXY3IAIK
HapblKTaFbl 9ACI3 OPHbI TypaAbl FaHa eMeC,
COHAaM-aK enAe LibiFapMallbiA OHIMAEPAI TYTbIHY
KOAEMAEPIHIH ©Cin KeAe XaTKaHbl TypaAbl Ad
anTaabl.

Ka3sakcTaHAa WblFapMallblAbIK ©HIMAEPAIH
KOAEMAEPIH apTThIpY YLLUIH dAeyeT 6ap eKeHi
XKaFbIMAbI XanT 6OAbIN TaObIAAAbI XaHE Ae

ILIKI KQXETTIAIKTEP KOAEMIH 63 KyLITepPIiMeH
KaHaFaTTaHAbIpyFa 60AaAbl. 2015 XbIAFbI
A€BaAbBaUMA HOTUXECIHAE TEHIeHiH 6aFaMblHbIH
KYAAbIpaybl Ka3aKCTaHAbIK TayapAapAbIH
CYpaHbICbIH apTTbIpAbl (EHOEKaKbl TEHreMeH
TOAEHEeAI, ah UMMOPTTbIH aKbICbl BAAIOTaMeH
TeneHeAl). ByA enAiH ©3 eHIMAEPIHIH IWKi HapbIKTa
KanTaFa KebipeK Cail KEAETIHIH XaHe WeTenpe
6ocekere anpAeKanpa Kebipek Tyce anaTblHbIH
Ginpipeail.

3-kecTteaeH 2012 XbIAbl 5KCNOPT NEH UMMOPTTbIH
€H YAKEH KeneMi AM3anHHbIH YAECIHE TUreHi
KepiHeAl. ByA WblFapMallblAbIK OHAIPICTIH dAeYyeTiH
apTTbipaAbl — AM3alH CanacbiHbIH aAaTbIH OPHbI
KasakcTaHAaFbl MOAEHN MHAYCTPUANAPABIH

6acka TYpAepiMeH CanbICTbIpFaHAA dAAEKANAQ
Kywripek. IMNopTTbiH anTapAbIKTan KOAEMAEPI
CYPaHbICTbIH AEHIeNi XOFapbl eKEHIH KOpCeTeAI.
OcblHA@M CYpaHbICTbl KAHaFaTTaHAbIPY YLUIH ©3iHiH
OHAIpICIH yaFanTy (Byn Experimentarium AyKeHiHiH

TabAmua 2 NoKa3bIBaeT, YTO B Nepuoa Mexay 2004
1 2012 ropamm (AaHHbIE NO MNPONYLUEHHbIM FTOAAM
OTCYTCTBYIOT) U3MeHeHUs B 06beMax 3KcrnopTa
ObIAM HE3HAUMTEABHBIMK, @ 0ObEM UMMOPTA
CYLLEeCTBEHHO YBEAMYMACSH. BO BCe roAbl BEAUYMHA
YMCTOrO 3KCMOPTa OTPULLATEABHA, U 3TO 3HAUUT,
4TO CTPaHa MMNopPTUPOBana GOAbLLE TOBAPOB,

4yeM aKcrnopTMpoBana. B nepmoa 2004-2012 rr.
TOPro.bii AedMLMT B 060POTE TBOPUYECKON
NMPOAYKLMM BbIPOC B YeTbIpe pasa. ITO roOBOPUT
He TOAbKO O CAaOOW NO3MLNK Ka3aXCTaHCKMX
TBOPYECKUX UHAYCTPUIA Ha MUPOBOM PbIHKE, HO

N O TOM, YTO 0ObeMbI NOTPEOAEHUSA TBOPYECKOM
NPOAYKUMM B CTPaHE pacTyT.

[MOAOXMTEABHbIN MOMEHT 3aKAKOYAETCA B TOM, 4TO
B Ka3axcTaHe eCTb MOTEHUMAN AASt HapaLLMBaHMSA
06bLEMOB TBOPYECKON NPOAYKLIMK, U YacCTb
BHYTPEHHUX NOTPEOBHOCTEN MOXHO YAOBAETBOPSATH
camocCToATeAbHO. [laaeHne Kypca TeHre B
pe3yabTate AeBanbBaumu 2015 roaa yBeAmymao
NPUBAEKATEAbHOCTb Ka3aXCTAHCKMX TOBApPOB
(3apaboTHas NAaTa BbIMAAQYMBAETCA B TEHTE, @
MMMOPT OMNAQYMBAETCS BAAIOTOM). ITO O3HAYAET,
4yTO COOCTBEHHAs MPOAYKLMA MOXET CTaTb 6onee
AOCTYMHOW Ha BHYTPEHHEM pbIHKE U 60oAee
KOHKYPEHTOCMOCOOHOM 3a py6exom.

M3 TabAnubl 3 BUAHO, 4TO B 2012 roay HanbOAbLLNIA
00bEM 3KCNOPTAa U MMNOPTA NPULLEACH Ha AOAIKD
AV3ainHa. 3TO elle pa3 MOATBEPXAAET NoTeHLMaN
TBOPYECKOro NPON3BOACTBA — CHepa An3anHa
MMEET CUAbHbIE MO3WLIMN B CPABHEHUN C APYTUMM
BMAAMW KYABTYPHbIX MHAYCTpUM B KasaxcTaHe.
3HaunTeNbHblE 0ObEMBI UMMOPTA FOBOPAT 06 OYEHb
BbICOKOM YPOBHe crpoca. HapalumsaHue CBoero
NPON3BOACTBA AASl YAOBAETBOPEHMA TaKOro Cnpoca
(3TO BUAHO Ha NpuMepe MarasuHa Experimentarium,
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the Dostyk Plaza shopping mall, is showing to be
possible —is a great way to both strengthen the
local cultural industries and decrease the creative
goods trade deficit.

Data remain scarce, which calls for greater
transparency in the sector. In order to make a case
to city and national governments that the sector

is economically important, it is crucial to gather
audience, turnover, and distribution data. This is
necessary to show what the sector is currently able
to accomplish in spite of (and not thanks to) the
weak policy and regulatory environment. Yet data
about cultural value, human development and well-
being, as well as social impacts are crucial to fully
understand how the sector works and what role it
plays in society.

MbICaAblHaH KepiHeAl, on «AOCTbIK [Aa3a» cayaa —
OWbIH-CayblK OPTaAbIFbIHAQ OPHAAACKAH XaHe
Heri3iHeH XepriAiKTI eHAIpIC TayapAapbiH caTaAbl) —
OyA KasakcTaHAaFbl MOAEHWU MHAYCTPUAAAPADI
AAMbITYAbIH XOHE LblFapMallblAbIK OHIMAEPAIH
TanLWbIAbIFbIH @3aUTYAbIH €H AYPbIC XOAbI.

TonblK AepeKTepAi anyFa KaTbICTbl KUbIHABIKTaP SAi
Ae 6ep, an 6yA MOAEHU MHAYCTPUANAP CEKTOPbIHbIH
alblk 60AYbI Kepek eKeHAIriH 6inaipeai. AAMaTbI
KananblK 9KIMAIT MeH Ka3sakcTaH YKiIMETi CEKTOPAbIH
3KOHOMUKAAbIK MaHbI3bIH TYCiHYI YLiH ayAUTOpUS,
ANHaAbIM XaHe AUCTPUOYLIMA BOMbIHLLIA AEPEKTEPAI
aNnybl KepeK. ByA MEMAEKETTIK KOAAQYAbIH TOMEH
AEHreniHe XoHe XeTiAAIpIAMereH 3aHHaMara
KapamacTaH (epuHe, 6yn GakTOpAapAbIH
CanAapbliHaH eMec), MOAEHM UHAYCTPUANAPABIH
YAKEH 9AeyeTi 6ap eKeHIH KOPCETY YLIIH KaxeT.
CoHbIMeH KaTap, Ka3akCTaHAa MOAEHU CEKTOPAbIH
Kanam XYMbIC ICTENTIHIH X8HE OHbIH KOFaMAbIK,
oeMipAeri peAi KaHAAW eKEHIH TYCIHY YLLUIH MOAEHM
KYHAbIAbIKTAP, KOFAMABIK 9A-ayKaT, aAaMUn SAEYeTTiH
AaMybl, MOAEHUETTIH dAEYMETTIK bIKMaAbl TypaAbl
aKnapaTtTbiH MaHbI3bl 30P.

KOTOPbIN MPOAAET, B OCHOBHOM, TOBapbl MECTHOIO
NPOWN3BOACTBA U PACMOAOXEH B TOProBO-
pa3BAeKaTeNbHOM LieHTpe «AOCTbIK [TAa3a») — 3710
BEPHbIN MYTb Pa3BUTUA KYABTYPHbIX UHAYCTPUIA B
KasaxcTaHe 1 COKpallleHns ToproBoro Aepuumra
TBOPYECKON MPOAYKLIMK.

MNpobaeMa ¢ NoAyYEHNEM MOAHOLIEHHBIX AQHHbIX
BCE €elLe CYLLEeCTBYET, ¥ 3TO FOBOPUT O TOM, 4TO
CEKTOP KYABTYPHbIX MHAYCTPUA AOAXKEH CTaTb
60Aee Mpo3payHbIM. AAA TOro YToObl aKMMaT
AAMaTbl 1 NPaBUTEALCTBO Ka3axcTaHa NOHUMaAK
5KOHOMMYECKOE 3HaYeHWe CEKTOPa, BaXHO
MOAYYMTb AQHHbIE MO ayAUTOpUK, 060POTY 1
ANCTPUOYLIMN. ITO HEOOXOAMMO AASA TOTO, YTOOBI
MoKasaTb, YTO KYAbTYPHbIE MHAYCTPUU OOAaAQIOT
OGOAbLUMM NOTEHLIMANAOM, HECMOTPSA Ha CAabbIN
YPOBEHb FOCYAQPCTBEHHON MOAAEPXKM U
HeCoBepLUEHHOE 3aKOHOAATENLCTBO (pasyMeeTcs,
He 6Aaropaps 3TUM ¢pakTopam). NoMnMo 3TOro,
4TOObI NOHATb, KaK GYHKLUMOHUPYET KYABTYPHbIV
CeKTop B KazaxcTaHe 1 KakoBa ero poAb B
00LLEeCTBEHHOM XMN3HK, BaxKHa UHGopMaumsa

O KYABTYPHbIX LEHHOCTAX, 06LWEeCTBEHHOM
O6AaroCoCTOAHUN, Pa3BUTUN YEAOBEYECKOIO
noTeHumana, CouManbHOM BAUAHUU KYABTYPBI.



Table 3. Creative Goods trade between Kazakhstan and the rest of the world, in US million dollars, detailed goods breakdown for 2012
3-kecTe. Ka3akCcTaH MEH 9AEMHIH eAAEPIHIH apacbiHAAFbI WbIFapMalLblAbIK OHIMAEPAIH 2012 XbIAFbI alHaAbIMbl (MAH. AKLL AOAA.)
Tabanua 3. CTpykTypa 060poTa TBOPUECKOM NPOAYKUMK MeXAY KasaxcTaHOM u cTpaHamu mmpa 3a 2012 1. (B8 MAH. AOAA. CLLA)

Art Crafts / beseHaipy konaaH6anbl eHepi / AeKOpaTUBHO-NPUKAAAHOE UCKYCCTBO

Carpets / Kinemaep / Kopebl

EXPORTS / 3KCMOPT

Celebration / Mepekenep oTkKi3y / lpoBeaeHMEe NPa3AHUKOB
Other / backacsl / MNpouee

Paperware / KaFaszaaH XacanfaH 6ynbiMaap / byMaxKHble n3penms

Wickerware / ©pMe 6ymnbiMaap / NAeTeHble U3penns

Yarn / MlipiareH XinTeH xacanraH 6ynbiMaap / M3aenmnst ns npsxm
Audio Visuals / AblGbICTbIK-6eMHe eHIMAEpi / AyAMOBM3YaAbHas MPOAYKLIMSA

Film / KnHo eHiMaepi / KuHonpoaykuums

CD, DVD, Tapes / CD, DVD, kaccetanap / CD, DVD, kacceTbl
Design / Av3anH / An3anH

Architecture / Coynet eHepi / ApxuTekTypa
Fashion / CaH / Moaa......

Glassware / WbIHbIAQH XacanFaH 6ynbiMaap / U3Aenns ns ctekna

Interior / HTepbep / UHTepbep

Jewellery / 3eprepaik 6yrbiMAap / FOBEAUPHbIE U3AEAUS

Toys / OMbIHLWbIKTaP / UrpyLuKu
New Media / XaHa meauna / HoBble MeaAna

Recorded Media / Aknapat apkayblHAafFbl Meana / Meana Ha HOCUTEAAX MHPOPMALINNA ........ccnecennnn.

Video Games / benHeonblHAApP / Buaeounrpel

Performing Arts / ©HepAiH OpbiHAQYLWLIABIK TYPAEPi / UICMOAHUTEABCKME BUABI UICKYCCTBA...o.cccvnnn.

Musical Instruments / My3bikanblk acnantap / My3blkaAbHble UHCTPYMEHTbI

Printed Music / bacnara 6acbinFaH My3biKanblk OHIMAEP / TleyaTHasa My3blKaAbHas MPOAYKUWA......
Publishing / bacnarepaik Kbi3amMeTTep kepceTy / M3paTenbCKue yCayru

Books / Kitantap / Knuru

Newspaper / [azeTTep / [aseThbl

Other Printed Matter / bBacka 6acna Matepuanaapbl / Apyrve nevyatHble MaTEPUANADI ... ceerereeeenenes
Visual Arts / benHeney eHepiHiH HbicaHAapbl / O6beKTbl U306PA3UTEABHOTO UCKYCCTBA . reeueeersnees

Antiques / AHTUKBapuaT / AHTUKBapuaT

Paintings / KeckiHaeme / XXnBonuch

Photography / ®otocypet / ®oTorpadus

Sculpture / MyciHaeMe / CKyAbnTYpa

All Creative Goods / LLbirapmaLubiabiK eHiMAepAiH BAPABIFbI / BCETO TBopyeckas NpoAyKUuS......

0.29 |
0.20 |
0.02
0.04

0.00
0.03
1.00 |
0.09
0.90 |
20.35 [
0.1
203 I
0.06
332 1
279 1
505 B
0.60 |
0.38 |
0.23 |
0.01
0.01

415 B
1.09 |
2.02 |
1.04 |
0.33 |
0.00
0.09
0.00
0.24 |

26.74

IMPORTS / UMINOPT

I 76.45
I 5943

B 787
| 2.09

| 0.76
| 165
B 467
I 65.99
| 1.20
P 64.79
A e 735,03
| 164
. 95.40
B 786
A . 46023
e 60.81
. 109.99
N 45.33
N 35.31
B 1002
B 463
B 460
0.03
e 10881
PN 49.81
N 46.62
Bl 1237
N 3354
0.03
| 0.64
s 2478
B s.10

1070.68

Source / Aepekkes / ICTOYHUK:
UNCTADstat 2016
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CULTURAL INDUSTRIES IN KAZAKHSTAN: MODELS, CHALLENGES, AND STRATEGIES




The cultural industries in Almaty are small relative to
the city’s population. But in spite of the limited size
and scope, there are ample activities and initiatives
that have yielded interesting practices. However,
the current successes do not make up for a set of
challenges and difficulties that makes entering the
market and earning a living difficult.

EXAMPLES

The city hosts a range of festivals, including Apple
Fest, Parade of Orchestras, Nauryz celebrations,
Artbat Fest, Eurasia Film Festival and Clique Film
Festival, Spirit of Tengri, Four3, Otkrovenie Theatre
Festival, and others. These initiatives are starting
to mature and are gradually attracting larger
audiences.

In 2015, Artbat Fest collaborated with British
Council to create Artpoint, a temporary space at
an open space on the corner of Shevchenko and
Bayseitovoi streets. This initiative lasted all summer
and provided a stage for many artistic, cultural,
and social events, showing both the need for
better infrastructure and the growing appetite of
audiences.

The Almaty Akimat (City Council) provided grants for
independent cultural initiatives in 2013-2014. This
allowed some independent initiatives to emerge

in the shadows of the structurally supported state
institutions across the city. While organisations,

like the independent theatre company APTULLIOK

KanaHbIH XaAKbIHbIH CaHbIMEH CaAbICTbIPFAHAQ,
AAMaTbIAQ MOAEHW MHAYCTPUAAAPABIH AAMYbl
Adpexeci xofFapbl eMec. bipak coFaH kapaMacTaH,
MYHAQ KernTereH xxaHa oKuranap opbiH anyAa XoHe
A€ XaKCbl HOTUXeAep 6ap. AereHMeH Ae, GusHecC
allyFa XoHe HapblkTa aMaH KanyFa 6aMAaHbICTbI
KMbIHABIKTapAbl €HCepY YLWiH OCbIHAAN TabbICTbI
6acTtamManap a3ipre XeTKIiAIKCi3.

MbICAAAAP

AAMaTblAa TYPAI decTMBanbAap, COHbIH iLLiHAE
Apple Fest, OpkecTpaep LLepy, Haypbi3 Mepekeci,
Artbat Fest, Eurasia Film Festival xaHe Clique Fest,
The Spirit of Tengri, Fourd KnHodectTuBanbAapsl,
«OTKpoBeHME» TeaTp PpeCTuBaAi XaHe BacKkanapsl
oTKizineal. bya ic-liapanap GipHelue XbianpaaH 6epi
OTKI3IAIN KEAEAI XXOHE ayAUTOPUACHI BIipTIHAEMN
KeHetoae.

2015 xbInbl Artbat Fest kasipri 3aMaHfbl eHep
decTmBaniHiH weHbepiHae British Council
YVbIMbIMEH bIHTBIMAKTACTbIKTA Artpoint MoaeHM
KeHicTiri — LLleBueHKo xoHe banceniTos
KelleAepiHiH KUbIAbICBIHAQ aLUbIK acMaH acTblHAAFbI
yaKbITLa anaH KYpbIAAbL. XKa3 60Mbl OCbl XOOaHbIH
LWeHOepiHAE TYPAI TeaTp ic-Luapanapbl, MOAEHK
XSHEe KOFaMAbIK iC-luapanap eTKi3iAAl, OyA
AAMATbIAbIK KOPEPMEHHIH TOOETIHIH ecin Kene
XaTKaHbIH XX3HEe MOAEHN MHPPAKYPbIABIMHbIH
XaHa HbICaHAAPbIH KYPY KaXETTIAIMH Tafbl 6ip peT
ASNENAEAI.

2013-2014 xblinpapbl AAMATbl KAAAAbIK SKIMAIT
MOAEHMET CanaCblHAAFbI TOYEACi3 6acTaManapAbl
icKe acblpyFa rpaHTTap 6epAi. Ocbl rpaHTTapAbIH
apKacblHAQ MEMAEKET KapXbIAQHAbIPATbIH MOAEHUET
HblCaHAQPbIMEH KaTap Kanaaa GipHelle ToyeAcis
HbiCaHAap nanaa 6oaabl. APTULLIOK Tayencis Teatp

B cpaBHEHUW C YUCAEHHOCTbIO HACEAEHMA rOPOAa
CTeneHb Pa3BUTOCTM KYALTYPHbIX UHAYCTPUM B
AAMaTbl HeBblCOKa. HO, HECMOTPSA Ha 3TO, 3AECh
NMPOMCXOAMT MHOIO HOBOTO, U €CTb XOPOLLne
pe3yAbTaThl. TeM He MEeHee, TaKUX YCMeLIHbIX
HaYMHaAHWM MOKa HEAOCTATOYHO AASA TOTO, YTOOI
CMpaBAATbCA C NPOOAEMaMU, CBA3AHHBIMU C
OTKPbITUEM BU3HECA U BbIXXMBAHUEM HA PbIHKE.

MPUMEPbI

B AAMaTbl NPOBOAATCS pa3AnyHble decTnBany,
BKAoYasn Apple Fest, Mapaa OpkecTpos,
npasaHoBaHue Haypsbi3a, Artbat Fest,
KnHodecTnanm Eurasia Film Festival n Clique Fest,
The Spirit of Tengri, Four3, TeaTpanbHbIn peCcTUBanb
«OTKpOBEHME» U APYTME. ITU MEPONPUATUSA
NPOBOAATCS HE MEPBbLIN FOA Y MOCTENEHHO
PacLMPSAIOT ayAUTOPMUIO.

B 2015 roay, B paMkax pecTrBansi COBPEMEHHOIo
nckyccrtea Artbat Fest B coTpyaHuyecTBe ¢ British
Council 6bIA0 CO3AQHO KYABTYPHOE NPOCTPAHCTBO
Artpoint — BpeMeHHas nAoLWaAKa MNOA OTKPbITbIM
HebOM Ha nepeceyeHnmn yaumL LLieB4eHKO n
bancentoson. Ha npoTaxeHun BCero AeTa B
paMKax 3TOro NpoeKTa NPOBOAUAUCH PA3ANYHbIE
TeaTpanbHbIE, KYALTYPHbIE N OOLLECTBEHHbIE
MEPONPUATHSA, YTO eLLe pa3 AOKA3aA0 PacTyLLni
anneTuT aAMaTUHCKOrO 3pUTEAs U HEOOXOAMMOCTb
CO3AaHUS HOBbIX OObEKTOB KYABTYPHOM

NHGPACTPYKTYPBbI.

B 2013-2014 rr. akuMmat ropoaa AAmaThl
NPeAOCTaBAAA FPaHTbl HA peaAn3aumnto
HE3aBUCUMbIX MHULIMATUB B CHEpEe KYAbTYPSI.
bAaropaps 3TUM rpaHTaMm, Hapsay ¢ 06bekTamm
KYAbTYPbl, PUHAHCUPYEMbIMU FTOCYAAPCTBOM, B
ropoAe NosIBUAOCh HECKOAbKO HE3AaBUCUMbIX
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(Artishok), have been around much longer, they are
the exception to the rule and the independent arts
and cultural scene in the city remains modest.

In terms of education, both the Conservatoire and
the Zhergenev Arts Academy provide training

in Arts Management. And the School of Creative
Entrepreneurs by MOST, in partnership with
Chevron, provides training for young creative
entrepreneurs. At the same time, KIMEP University
is venturing into the realm of cultural policy and
administration, as part of their public policy
programme.

While ambitious and supportive of local ideas,
these initiatives are not sufficient to provide a
steady output of cultural managers, entrepreneurs,
and administrators to foster the development of a
thriving sector.

DIFFICULTIES

The difficulties to make the cultural industries thrive
are many. Though three categories of challenges
and difficulties are key: institutions, resources, and
people.

In terms of institutions, the Ministry of Culture
perceives the cultural industries primarily

KOMMAHUACHI CUAKTbI KENOIP YNbIMAAPABIH KONTEH
6epi XyMbIC iCTEeN KeAe XaTKaHblHa KapaMacTaH,
OAap epexeAeH TbiCKapbl LWblFaTbIH XanTTap 60AbIN
TabbinaAbl, cebebi Kanapa TOYENCI3 MOAEHU CEKTOP
MYAAE XOK Aeyre 60AaAbl.

BiniM 6epy XaFblHa KEAFEHAE, ¥ATTbIK
KOHCcepBaTopus XaHe XXypreHoB atbiHAaFbl OHep
AKaAEMUACHI CTYAEHTTEPAI «apT-MEHEAXMEHT»
MaMaHAbIFbl 60MbIHLLA OKblTaAbl. COHbIMEH Bipre,
MOST KAYO6bIHbIH LLbiFapMaLlbIA KaCinKepAep
MekTebi Chevron KOMNaHMACLIMEH CepikTece
OTbIPbIN LbIFAPMALLbIA XacC Kacinkepaepre
apHanFaH KypcTapAbl Xyprideai. COHbIMEH 6ip
mesrinae KM3bW YHuBepcuteti MEMAEKETTIK
XIHe XeprinikTi 6ackapy XeHiHAeri 63iHiH
6arpapAaMachbiHbIH LWeHOepiHAE MBAEHMET
canacblHAafFbl 6ackapyFa 6aAaHbICTbl ASpICTEP
KYPCbIH €Hri3AI.

MakcaTka XaHe LiblFapMaLlbiA MAESIAAPAbI KOAAQYFA
AEreH yMTbIAbICbIHA KapaMacTaH, 6yA 6acTaManap
MOAEHMET CanacCbiHAA MOAEHM UHAYCTPUANAPABIH
©Cin KeAe XaTKaH CEKTOPbIH AaMbITyFa biknanaaca
anaTblH MEHEAXEPAEPAI, KSCINKepAepAi XaHe
6acka 6ackapyLUblAapAbl OKbITbIMN LUbIFAPYAbI
YMbIMAACTBIPY YLUIH XETKIAIKCI3.

MOCEAEAEP

MaAeHU NHAYCTPUANAPALI AaMbITy 6apbICbiHAA
TOAbIM XaTKaH CaH anyaH keaeprinep 6ap, 6ipak
TOMEHAET YW caHaT 6acTbl MaceneAep OOAbIN
TabblAAAbl: MEMAEKETTIK OPraHAap, PECypCTap XaHe
apamaap.

MaAeHWEeT MUHUCTPAIT HEri3IHEH MBAEHM MYpPa,
TYPU3M MEH CMOPT MaCENEAEPIHE KOHIA BeneAi, an

NPOEKTOB. HECMOTPA Ha TO, YTO HEKOTOPbIE
opraHusaumu, Takme Kak HesaBrucumas TeaTpanbHas
kKoMnaHua APTuLLIOK, cyLlecTByIOT yXe AOBOALHO
AQBHO, OHM AIBAAIOTCH UCKAKOYEHNEM U3

MpPaBUA, MOTOMY YTO B FOPOAE MPAKTUYECKM HET
HEe3aBUCUMOro KYAbTYPHOIO CEKTOPa.

Y70 Kacaetca o6pa3oBaHus, HaunMoHanbHas
KOHcepBaTopus U AKaaeMnsa UCKYCCTB

nM. XypreHoBa 06y4atoT CTYAEHTOB Mo
CMeuManbHOCTUN «apT-MeHeAXMEHT». KpoMe 3Toro,
LLIkona TBOpYECKMX NpeAnpuHMMaTenen Kayoa
MOST B napTHepcTBe ¢ Chevron NpoBOAUT KYpCbl
ANSl MONOABIX TBOPYECKMX NMPEAMNPUHUMATEAEN.
OaHoBpeMeHHO YHusepcuteT KMMII B pamkax
CBOEW MPOrpaMMmbl MO rOCYAAPCTBEHHOMY U
MECTHOMY YMPaBAEHWUIO BBEA KYPCbl AEKLWHN,
CBfi3aHHbIE C YNpaBAEeHWEM B 0OAACTU KYAbTYPbI.

HecMoTps Ha BClO aMOMLIMO3HOCTb U XeAaHue
noAAepXaTb TBOPYECKME MAEU, STU UHULINATUBDI
HEAOCTaTOYHbI AAfl TOTO, YTOObI MOCTaBUTb Ha MOTOK
BbIMYCK MEHEAXEPOB, MPeAnpUHUMaTEAE U APYTUX
yrnpaBAeHLEB B Chepe KYALTYPbl, KOTOPbIE MOMAN
Obl CNOCOBCTBOBATb PA3BUTUIO PACTYLLErO CEKTOPaA
KYABTYPHbIX UHAYCTPUN.

MPOBAEMBbI

CyLecTBYeT MHOrO pa3AUYHbIX NMPEnsTCTBUN B
npoLecce pasBUTUS KYABTYPHbIX MHAYCTPUIA, HO
KAOYEBbIMM MPOBAEMaMI ABASIOTCS TPU CAEAYIOLLVE
KaTeropuu: roCyAapCTBEHHbIE OpraHbl, PeCypcChl 1
AIOAN.

MWHMCTEPCTBO KYALTYPbI YAEASIET BHUMAHWE, B
OCHOBHOM, BOMPOCAaM KYAbTYPHOIO HacAeAm,



as heritage, tourism, and sport, which limits

their ability to grasp the potential in terms of
contemporary creation. This also makes collecting
data on the sector in official statistics an issue, as
focusing on heritage, tourism, and sport would

ignore other significant activities in arts and culture.

Structurally, supporting the cultural industries
requires concerted action from several different
ministries, which is challenging.

Finally, as Almaty lost its status as Kazakhstan’s
capital to Astana in 1997, it has become less central
to the country’s political priorities. While Almaty is
still the cultural center of the country, it now has to
compete more actively for political attention and
public resources.

For independent artists and audiences, the key
issue is finding space. In spite of the country’s
vast open spaces, Almaty’s real estate is hard to
come by and expensive due to speculation. There
are many unused buildings, underused cultural
institutions, and new developments that have

the potential to provide space for the cultural
industries. Using vacant buildings may become

a particularly useful option as some financial
institutions move operations to Astana in 2017,
which is likely to leave many central office spaces
empty.

Moreover, the Kazakhstani market is small and
finding equipment or skilled people may be more

OCblHAAM K63Kapac eHep MeH LblFapMaLlbIAbIKTbIH
Kasipri 3aMaHFfbl TYPAEPIHIH KaMTbIAYbIH €AEYAI
TYPAE LWeKTenAl. Byn coHAam-aK MoAEHM
NHAYCTPUAAAP CEKTOPbI OOMbIHLLA PECMU
CTaTUCTUKAAbIK aKnapar XXMHayAbl KMbIHAATaAbI,
cebebi Ha3apAbl TEK MOAEHW MYpPa, TYPU3M MeH
CMOPT MOCEAENEDPIHE FaHa LOFbIPAAY MOAEHWNET NEH
©Hep CanaCblHAAFbI ENEYAI OKMFanapAbl Ha3apAaH
ThIC KaAAbIPaAbl. MOAEHU MHAYCTPUAAAPADI

KOAAQY YLUIH BipHELLIe MUHUCTPAIKTIH MbIKTbI ©3apa
OPEKETTECTIri KAXET, an OHbl XXOAFa KOO OHal eMec.

CoHaan-ak, enopaa 1997 Xbinbl ACTaHara
KOLWIipIATEHHEH KeniH AAMaTbl MEMAEKETTIH

cancu eMipiHAeri 6acbiM Kana 6OAYbIH TOKTATThI.
KanaHblH aAi A€ eNAIH MBAEHW OpTaAbIFbl OOAbIM
Kana 6epyiHe kapaMacTaH, eHAI XOocnapAapbl MEH
CTpaTermsanapsblH iC XY3iHe acblpy YLUiH OFaH Casacu
Ha3ap MeH Kapaxar YLWiH 6ypblHFbIAQH 6EACEHAIPEK
Kypecyre Typa KeAeAl.

PecypcTapfa KeneTiH 60ACaK, anaHLLaAap i3Aey
MaceAneci OYA TYCTaFbl HETI3ri KMbIHLWbIAbIK GOAbIM
TabblAaAbl. AAMATbIAA TOAbIMN XaTKaH 60C anaHAap
6ap eKeHAIriHe KapaMacTaH, AanbIKTbl HbICAHAAPADI
Taby KMbIH, XaHe Ae OYA OpanAa XbIAXKbIMANTbIH
MYAIK @AbIncaTapAblk 6aFaaa YCbIHbIAAADI.

Kanaaa kentereH 60C FMMapaTtTap, iwiHapa
narMAanaHbIAaTbIH MOAEHU MeEKEMeAep, COHAANM-aK
OAEYETTI TYPAE MOAEHUN MHAYCTPUA CyObEKTIAEPI
TapanblHaH NarvAanaHbIAa aAaTblH XaHaAaH
TYPFbI3bIAFAH FUMapaTTap 6ap. KapXbl MekeMenepi
AcTaHaFa KelKeHHeH KeniH 2017 XbIAbl ipi 6U3Hec
OpTanbIKTapblHAA Nanaa 60AYbl 96AEH MYMKIH XaHe
60C anaHAapAbI NaAanaHy HaKTbl MYMKIHAIKKE
alHana anap eaAi.

CoHbIMeH KoCa, Ka3akCTaHAbIK HapblK SAi
AaMbIMaFaH, COHAbIKTaH 9AEMHIH 6acka ipi

Typu13Ma 1 CNopTa, U Takon NOAXOA CEPbE3HO
OrpaHMYMBaET BO3SMOXHOCTb OXBaTa COBPEMEHHbIX
BMAOB MCKYCCTBa M TBOPYECTBA. ITO TaKxe
3aTpyaHaeT c6op odnUManbLHOM CTaTUCTUYECKON
NHOGOPMALIMM MO CEKTOPY KYALTYPHbIX UHAYCTPUN,
MOCKOAbKY KOHLIEHTPaLUMA AMLLb Ha BONPOCax
KYABTYPHOIO HaCAeAUA, TYpU3Ma 1 criopTa
ocCTaBAsieT 6€3 BHUMaHUA 3Ha4YMTeAbHbIE COObITUSA
B Chepe KYAbTYPbI U UCKYCCTBA. AAS MOAAEPXKKM
KYABTYPHbIX MHAYCTpUi TpebyeTcs yeTkoe
B3aMMOAENCTBNE HECKOABKUX MUHUCTEPCTB, U
HanaAUTb ero HenpocTo.

bonee TOro, nocAe nepeHoca CTOAUUbLI B ACTaHy B
1997 roay AamaTbl nepecTan ObiTb MPUOPUTETOM

B MOAMTUYECKON XM3HU CTPaHbl. HeCcMOTpS Ha To,
4TO FOPOA BCE €elle OCTAETCH KYAbTYPHbIM LIEHTPOM
CTpaHbl, Tenepb eMy NPUXOANTCA 6OAee aKTUBHO
60pOTHCA 3a NOAUTUYECKOE BHUMAHME 1 CPEACTBA
ANSI peaAM3aunm NAAHOB U CTPaTErnin.

Y70 KacaeTcsa pecypcoB, TO OCHOBHOM NPOOGAEMOMN
3AECb ABASIETCH BOMPOC MOUCKA NAOLLAAOK.
HecMoTpsi Ha HaAnYMEe MHOXeCTBa CBOOOAHBIX
naowaaen B AAMaTbl CAOXHO HaTK NOAXOAfLLNE
0OBLEKTI, M MPU 3TOM HEABUXUMOCTb MPeAAaraeTcs
MO CMEKYAATUBHBIM LieHaM. B ropoae MHOIO MyCTbIX
3AQHWUIA, YaCTUYHO UCMOAb3YEMBIX KYABTYPHbIX
YUpEXAEHUN, @ TaKXXe HOBOCTPOEK, KOTOpble
NOTEHUMAABHO MOTYT ObITb UCMOAb30BAHbI
CyObEKTAMM KYABTYPHOW MHAYCTPUN. PeanbHON
BO3MOXHOCTbIO MOXET CTaTb BapuaHT
MCMOAb30BaHNA CBOOOAHbBIX MAOLLAAEN, KOTOPbIE,
BEPOATHO, NOABATCA B KPYMHbIX OU3HEC-LIeHTpaxX

B 2017 roay nocae nepeespa GUHAHCOBbIX
OopraHusaumi B ACTaHy.

Bonee Toro, kazaxCTaHCKMI PbIHOK BCE ellie He
Pa3BUT, U HalTV NoAXoAsLLIEe 060pyAOBaHME
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challenging than in other major cities around the
world. The distance to major cities in both Asian
and European countries makes collaboration
across borders time-consuming and costly. The
virtual absence of manufacturing and production
in the country also means that buying necessary
equipment requires steep investment, particularly
since the devaluation of the Tenge in 2015.

In terms of people, the cultural industries are rather
insular: those working in the sector constitute most
of the audience in the city. This means that while
the following is rather loyal, it is difficult to reach so-
called non-participants.

This relative lack of audiences makes it difficult to
expand or scale up activities, as it would increase
competition over the same small public. Though

the current small audiences also suggest that much
can (and remains to) be done in terms of audience
development, even if this could mean catering more
to the expectations of those who currently opt out.

The sector also suffers from a deficit in human
resources and capacities. As the same pool of
creators, managers, and administrators currently
operate the bulk of activities, there is limited
availability of skilled labor to expand creation and
events.

KananapbIMEH CAAbICTbIPFAHAA KOAAWABI XabAbIK
neH GIAIKTI KbI3METKEPAEPAI TaybiM any KMbIHbIpaK
60AYbl MYMKIH. A3usaHbIH Aa, EyponaHbiH Aa

ipi KaAanapbiHaH aca Kallblk OpHaAACybIHbIH
CcanpapblHaH XanblKkapanblk 6ainaHbIC OpHATY
Kemn YaKbIT MEH YAKEH LUbIFbIHABI KQXET eTeAl.
Ka3sakcTaHAa 63iHiH MEHLUIKTI OHAIPICI MyAAE XOK
Aeyre 60AaAbl, COHABIKTAH LUETEAAEH KAXETTI
XabAbIKTbI CaTbIM any YLWiH, acipece 2015

XbIAbI TEHIe 6aFaMblHbIH KYAAbIPAYbIHAH KENiH
anTapAbIKTan Kapaxar Kepek 60AaAbI.

AaaMmn GaKTOp TYPFbICbIHAH aAFaHAQ MOAEHMU
nHAyCTpuanap 6ip GipiHeH eadyip okLway, cebebi
OCbl Canaha XYMbIC ICTENTIH aAaMAapAbIH ©3A€pi
KanapaFbl 9AYEeTTi ayAUTOPUAHBIH KOMLWIAITH Ae
Kypanabl. bya aTanFaH canafa biHTa TaHbITaTbIH
aAaMAAPAbIH HUETTECTIr XEeTKIAIKTI OOAFaHbIMEH,
OYA KaybIMHaH TbIC ayAUTOPUSIHBI TapTYAbIH OHaw
eMecCTiriH 6inAipeAl.

AyAVUTOPUAHBIH XETKIAIKCI3AIr KpeaTuBiTi
YAEPICTEPAI KEHENTY MEH XaKCcapTyFa cenTecnenai,
ce6ebi CaHbl OHCbI3 A LAFbIH 9AEYMETTIH
HasapblHa ne 60AY XOAbIHAAFbI 69CEKENECTIK
apTtaabl. COHbIMEH 6ipre, ayAUTOPUAHbIH
TanwWbIAbIFbI, erep TiNTi OYA YLWiH 93ipre Kanblc
KaAbIn OTbIpFAH aAaMAAPAbIH KYTETIH YMITTepiHe
KYAaK acy kepek 60Aca Aa, OYA TYCTa dAi Ae Ker
HOpCeHI XacayFa 60AATbIHbIH XOHE KON XYMbIC
iCTey KepeKTIriH TOMLWbIAaUAbI.

MaAeHU MHAYCTPUSAAAP CEKTOPbLI aAaM pecypcTapbl
MeH GIAIKTI KbI3METKEPAEP TanLWbIAbIFbIH 6acTaH
Kewipyae. XYMbICTbIH Heri3ri 6eAiriH cCoa 6ip apT-
MEeHEeAXepPAep MeH LblFapMaLlbIA KSCiMKOMAap
atkapaTtblHAbIKTaH, KbI3MET CanaCblH KEHENTY YLUiH
XaHe XaHa )xobanapAbl icKe acbIpy YLWiH MamMaHAap
CaHbl eTe as.

NAN KBaAMPULIMPOBAHHBIN NEPCOHAA MOXET ObITb
CNOXHEE, YeM B APYTUX KPYMHbIX FOPOAAX MUpa.
M3-3a 60AbLION YAQAEHHOCTU OT KPYMHbIX TOPOAOB
OAHOBpPEeMeHHO A3unu 1 EBponbl HaAaXmBaHWe
MEXAYHapPOAHbIX CBAi3en TpebyeT MHOIO BPEMEHMU
1 60AbLIMX 3aTpaT. B KazaxcTaHe npakTuyecku
OTCYTCTBYET COOCTBEHHOE NPOU3BOACTBO, MOITOMY
Ha 3aKynkKy He0O6XOANMMOro 060pPYAOBAHMA 13-3a
py6exa TpebytoTca 3Ha4YMTeAbHbIE CPEACTBA, TEM
60oAee NocAe NapeHusa Kypca TeHre B 2015 roay.

B nnaHe yenoBeYeCKoro pakTopa KyAbTypHble
MHAYCTPUU AOBOABHO 060COOAEHbI, MOCKOAbKY
AOAM, 3aHATbIE B 3TOM cdHepe, COCTABAAOT U
6ONbLIMHCTBO MOTEHUMANBHOW ayAUTOPUM B TOPOAE.
JTO 03HAYaeT, YTo NpPU AOCTAaTOUYHOM NOSIABHOCTH
NMHTEPECYIOLLMXCA AAHHOM 0OAACTbIO AIOAEN,
NPUBAEYbL aYAUTOPUIO HE N3 STOMO Kpyra HenpocTo.

HeaocTaTok ayAuTOpmmM He cnocoobcTayeT
PacCLUMPEHMIO N YAYYLLEHWIO KpeaTMBHbIX
NPOLIECCOB, MOCKOAbKY BO3pacTaeT KOHKYPEeHLIMSA
3a BHUMaHWe 1 6e3 Toro HeO6OAbLLOrO KOAMYECTBA
nyoAnkun. BMecTe ¢ TeM, AedULINMT ayAUTOPUM TaKXKe
MPEAMNOAaraeT, 4TO B 3TOM MAQHE MOXHO elLle
MHOIO CAeAaTb 1 TpebyeTcs 60AbLIan paboTa, Aaxe
€CAU AASl 3TOr0 NOHAAOOUTCA NPUCAYLIATLCA K
OXMAQHUAM AIOAEN, KOTOPbIE NOKA YTO OCTAlOTCA B
CTOPOHeE.

CeKTOp KYABTYPHbIX MHAYCTPUIA Takxe
UCNbITbIBAET AePULIMT YEAOBEYECKNX PECYPCOB
N KBaAUGULIMPOBAHHOIO NepcoHana. [oCKOAbKY
OCHOBHYIO 4aCTb PaboTbl AEAAIOT OAHU U Te Xe
apT-MEHeAXepPbl ¥ TBOPYECKME NPOPECCUOHAADI,
APYTMX CMEUMAANCTOB AAA pacLUMpeHuns cdepbl
AEATEABHOCTM Y peanm3aLIMmn HOBbIX MPOEKTOB
OY€eHb Mano.



The additional challenge is that there is a

need to collaborate across public and private
institutions, which requires both ability (legally

and hierarchically) and willingness to do so. While
some leaders of public institutions are open to
collaboration, many of them operate with a rather
different mindset than the (mostly younger) cultural
industries actors, which makes finding a common
ground difficult.

Tafbl 6ip KMbIHABIK MEMAEKETTIK XIHE XeKEMEHLLIK
MeKeMenep apacblHAAFbI bIHTBIMAKTACTbIKTbI
XOAFa KOO KepeKTiri 60AbIN TabblAaAbI, an

OYA YLLUIH AAMbIKTbI XaFAanAap (3aHHaMaAbIK
XOHE KYPbIAbIMABIK) XX9HE OCbIHbI iCKe acblpyFa
AereH biHTa KaxeT. LeHeyHiKTepAiH 6ip GOAIri
bIHTbIMAKTaCTbIKKa AariblH OOAFaHbIMEH A€,
OAAPAbIH KOMWIAITHIH MEHTAAUTETI MOAEHN
MHAYCTPUANAPAbLIH 6KIAAEPIHIH (Heri3iHeH Xac
YPrakTbiH) MEHTAAUTETIHEH ©3reLle KeAeAl,
COHABIKTaH OAapPAbIH OpTaK TiA TabbICybl KUbIH.

Elle opHa npobaema COCTOMUT B TOM, UTO

HY>XHO HAaAAAUTb COTPYAHUYECTBO MEXAY
rOCYAQPCTBEHHBIMU U YAaCTHLIMU YUPEXAEHUAMU, A
ANSI 3TOrO HEOOXOAUMbI YCAOBUSA (3aKOHOAATEAbHbIE
N CTPYKTYPHbIE) U XeAaHWe 3TO cAeAaTb. B 1o
BPEeMS KaK YaCTb YNHOBHUKOB OTKPbITa AAS
COTPYAHMYECTBA, MEHTAAUTET MHOTUX U3 HUX
OTAMYAETCA OT MEHTAAUTETA NPEACTaBUTENEN
KYABTYPHbIX MHAYCTPUIN (B OCHOBHOM, MOAOAOTO
NMOKOAEHUS), U MO3TOMY UM CAOXHO HAaXOAUTb OOLLMIA
A3bIK.
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Beyond current examples and challenges, the way
forward lies in identifying what is possible and
necessary to strengthen the cultural industries in
Kazakhstan in general and in Almaty in particular.
The workshop on 21 January 2015 led to the
articulation of the following strategies. The practical
possibilities to support the cultural industries are
many:

= Present Almaty as a place of creation, in contrast
with Astana as a place of high-profile events

= Use Almaty’s Akimat Urban Development strategy
as a way to rebrand the city and incorporate
cultural infrastructure (aligned with the needs
of the sector, not simply prestige projects) in
redevelopment plans

= Develop a creative cluster in Almaty to facilitate
creation and manufacturing

= | obby government for better policies and
regulation, for example the recognition of artists
as workers in labor law

= Align education curricula with needs of the
sector

= Collect and analyze data on the cultural
industries, including qualitative data on
strategies and business models

= Focus on the development of sustainable
business models that pay attention to social,
economic, cultural, and environmental aspects of
sustainability

KeATipiAreH MbiCanAap MeH TYRIHAI MBCENENePAIH
Heris3iHAE, anFa Kapan XbIAXY YLiH, TyTacTan
anFaHAa KasakcTaHAa XoHe aTan anTkaHAa
AAMaTbIAG MBAEHU MHAYCTPUAAGPALI AAMbITY YLUIH
He icTeyre 60AATbIHbIH X3HE He iCTey KaXeT eKeHiH
ankbiHAAM any kepek. 2015 XbInFbl 21 KaHTapAaFbl
ceMuHap 6apbiCbiHAA GipkaTtap cTpartervanap
AanbIHAAAALI. MBAEHWN MHAYCTPUSAIAAPFA KOAAQY
KOpCEeTYAIH HaKTbl MYMKIHAIKTEPI MbiHaAap 60Aa
aNaAbL:

= AAMaTbIHbI WbIFApMaLlbIAbIK OPTAAbIK PETIHAE
YCbIHY OKOFapbl AeHrenAeri ic-lapanap opbIH
anatbiH AcTaHaAaH esrelue);

= AAMaTbIHbl AaMbITy 6aFAapAaMachbiH
KanaHbl peOPEeHANHTIAEY XOHE MOAEHM
NHOPAKYPBLIALIMABI Kana KYPbIABICHIH Cany
XocnapAapblHa eHri3y yuwiH (OkobanapAblH
6eAENAINITiH eMeC, MHAYCTPUAHbLIH
MYKTaXAbIKTapblH €CKepe OTbIpbIM) ManAanaHy;

= AAMaTblA@ KpPeaTuBTi YAEPICTEP MEH BHAIPICTEPAI

bIHTAAQHABIPY YLUIH LWbIFAPMaLLbIAbIK KAACTEPIH
AAMBITY;

= YKiMEeTTe 3aHHaMafa EeHri3INETIH Ty3eTyAepAI
AOBOUAEHAIPY (MbICanbl, eHOEK TypaAbl

3aHHaMaAa CypeTLLIAePAI XXYMbICKepAEP peTiHAe

TaHy);

= KOFapbl OKY OPbIHAAPbIHbIH OKY XOCMapAapbIH
MOAEHWN MHAYCTPUAHBIH MYKTaXAbIKTapbIMEH
COVIKECTIKKE KeATIpY;

* MOAEHW UHAYCTPUAAAP aknapaTThbl, COHbIH iLIIHAE
cTpaTterusinap MeH 6usHec-MmoaenbAep 60MbIHLLA

cananbl AEPEKTEPAI XUHAY XaHe TanAay;

* TYPAKTbIAbIKTbIH 9AEYMETTIK, SKOHOMMUKAAbIK,
MOAEHM XoHEe SKONOTUSAABIK XaKTapblHa KOHiA

OONEeTIH TYpaKTbl OU3HEC-MOAEAbBAEPAI AaMbITYFa

HasapAbl LIOFLIPAQY;

Mcxoan U3 NpUBEAEHHBIX MPUMEPOB U MPOOAEM,
ANS ABUXKEHWA BNepeA HYXXHO ONPeAeAunTb,

4TO BO3MOXHO U 4TO HEOOXOAMMO CAENaTb AAA
Pa3BUTUA KYALTYPHbIX UHAYCTPUIA B KasaxcTaHe B
LuenoM 1 B AAMaThl B YHaCTHOCTW. B xoae cemuHapa
21 auBaps 2015 roaa 6bIA BeipaboTaH psA
cTparterun. NpakTMyecKuMm BO3MOXHOCTAMU AAA
NOAAEPXKN KYABTYPHbIX MHAYCTPUIN MOTYT CTaThb:

" [03UUMOHMPOBaHME AAMATLI B KQYEeCTBE
TBOPYECKOrO LieHTPa (B MPOTUBOMOAOXHOCTb
AcTaHe, B KOTOPOMW MPOUCXOAAT COOLITUA
BbICOKOIO YPOBHS);

= NCMOAb30BaHMe [MporpaMmbl Pa3BUTUSA
AAMaTbl AN peOpPEHANHIa ropoaa 1
BKAKOYEHUS KYABTYPHON MHOPACTPYKTYPbI
B rPAAOCTPOUTEAbHbIE MAAHBbI (C y4EeTOM
NoTpe6bHOCTEN NHAYCTPUI, @ HE NPOCTO
NPeCTUXHOCTU NPOEKTOB);

= pa3BuTME B AAMaTbl TBOPYECKOIO KAACTEPa AAS
CTUMYAUPOBaHWS KpeaTUBHbIX NMPOLIECCOB U
MPOV3BOACTB;

= AOOOMpPOBaHME B NPaBUTEALCTBE MOMNPaBOK
K 3aKOHOAATEALCTBY (HanpuMmep, npusHaHve
XYAOXHMKOB PabOTHWKaMM B TPYAOBOM
3aKOHOAATENLCTBE);

= MpuBeAeHWe y4ebHbIX NAAHOB BY30B B
COOTBETCTBME C NOTPEOHOCTAMM KYALTYPHOW
VHAYCTPUY;

= c6Oop U aHaAU3 MHGOPMALIMK MO KYALTYPHbIM

NHAYCTPUAM, BKAKOYaA Ka4E€CTBEHHbIE AaHHbIE MO

cTpaTerusaM n GU3HEC-MOAENAM;

= QOKYC Ha pa3BUTUM YCTONUYUBLIX OU3HEC-
MOAEAEN, KOTOPbIE YAEASIOT BHUMaHWe
CoUMaAbHbIM, SKOHOMUYECKUM, KYALTYPHbIM U
3KOAOIMYECKUM acrneKTam YCTONYMBOCTH;
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= Train leaders for the sector to think how to act
with agility in a changing environment

= Use Bolashak grants to build capacity by
training abroad, which will also help the sector
build alliances in the public sector (as Bolashak
grantees are required to work for the state for a
fixed period of time upon their return)

= Use the low Tenge as an opportunity to focus
on local labor and manufacturing.

KEY QUESTIONS

Alongside a range of possibilities, the workshop
raised three central questions of particular
interest for the Kasaxckui TBOpYeckne MHAYCTpumn
(Kazakhskii Tvorsheskne Industrii)? How to
strengthen networks? How to secure spaces for
creation and dissemination? And how to provide
adequate education for cultural managers,
entrepreneurs, and administrators?

Networking could facilitate lobbying, to pool
resources, to build partnerships, and to share ideas.
Yet, in order to make this happen, better personal
and professional connections might be needed to
build trust in the sector; as the cultural industries
are small and resources scarce, there is currently
more of a spirit of competition than collaboration.
Though it seems like the perceptions of what
networks are and what purpose they should serve
differ significantly among the diverse actors across
the cultural industries. How to strengthen these
networks to help advance the sector?

" M3AEHU UHAYCTPUAAAPAbIH KeLllbacbiAapbiHa
HapbIKTaFbl ©3repicTepre XbiAAaM 6erniMAeny
MaLUbIKTapbIH YUPETY;

= «bonalwak» 6aFaapAraMackl G0MbIHLLA LWeTEAAE
OIAIKTI KAAPAApPAbI AarbIHAQY, OYA AQ MEMAEKETTIK
opraHAapMeH apaaafbl 6aNAAHBICTbI HblFaUTYFa
blKNanAacaTtbiH 60AaAbl, ce6ebi OKbIN
LbIKKAHHaAH KeniH «bonallak» 6arAapAaMachiHbIH
CTUNEHAMATTAPbl MEMAEKETTIK KbI3METTE OEATIAI
6ip XbIAAAP CaHbIH ©TKEPIN LWbIFyFa TUIC;

* TeHreHiH ToeMeH 6aFaMblH XEPriAiKTI XXYMbIC
KYLWIH TapTY XaHe iLWKi OHAIPICTI AaMbITY YLLiH
nanaanaHy.

O©3EKTI MOCEAEANAEP

MyYMKIHAIKTEPAI TaAKbIA@yAaH Backa, ceMUHapAa
Ka3aKCTaHAbIK MOAEHU UHAYCTPUANAPABIH TiKeAew
MYAAEAIAITIH KypanTbiH 6aCTbl YU MOCEAE aTaAAbI.
HeTBOPKMHI MYMKIHAIKTEPIH Kanan KeOenTy Kepek?
LbiFapMalLbIAbIK MEH AaMY YLiH anaHAAPAbI Kanan
KaMTaMachbl3 eTy Kepek? MaAeHMET canacbiHAAFbI
MEHeAXEPAEPAIH, KSCiMKepAep MeH 6acka Aa
6ackapyLblAapAbIH TUICTI BIAIM aAybIH Kanan
KaMmMTamachl3 eTy kepek?

BipAeCKeH XyMbIC (HETBOPKUHI) AOGOUAEHAIPYAE,
pecypcTapAbl TApTyAQ, CEPIKTECTEP KypyAad XaHe
naeanap aaMacyasa kKeMekTtece anaabl. By yLuiH
Kasip «TapLbIAbIKTbIH» CaAAapbiHaH bIHTbIMAKTaCy
HUeTIHeH repi 6acekenecTik Kebipek 60AbIN
OTbIPFaH MAAEHW NHAYCTPUANAP CEKTOPLIHAA
CeHiMre ne 60Ay MakcaTbIHAA XeKe XaHe Kocion
GannaHbICTapAbl AAMbITY KaXeT. DUTCe Ae,

MSAEHW UHAYCTPUAAAP CEKTOPbIHAAFbI TYPAI
KaTbICYLUIbIAAPAbIH HETBOPKUHI AEreH He XaHe OA
KaHAaW MIHAETTep aTKkapyFa TUIC AereH cypakTapsl
TYpacblHAAFbI K&3KapacTapbl KaTTbl EpEKLIEAEHEAI.
HeTBOPKMHIIHIH TUIMAIAIFIH Kanaln KyLLenTin,
CEeKTOPAbIH AaMyblHa Kanan KeMeKkTecyre 60naAbI?

= 06Yy4YeHMe AMAEPOB KYABTYPHbIX UHAYCTPUIA
HaBblkaM GbICTPOro pearrpoBaHus Ha MSMEHeHWs
Ha PbIHKeE;

* MOArOTOBKa KBAaAUULIMPOBaAHHbIX KaAPOB 3a
py6exoM no nporpamme «bonallak», 4To Takxe
OyAEeT CNOCOOCTBOBATL YKPENAEHUIO CBA3EN
C rOCYAapPCTBEHHbIMW OpraHaMu, MOCKOAbKY
nocae y4yebbl CTUneHanaTbl «bonalak» 06s3aHbl
oTpaboTaTb ONPEAEAEHHOE KOAMYECTBO AET Ha
rOCCAYX0e;

" WCMNOAb30BaTb HU3KUMA KYPC TEHTE ANA
NPUBAEYEHNS MECTHOW paboyen CUAbI U pas3BUTUA
BHYTPEHHErO NPOU3BOACTBA.

KAOYEBBIE BOTMPOCHI

KpoMe 06CyXAeHMA BO3MOXHOCTEN, Ha

CceMMnHape 6bIAM 03BYY€EHbI TPU FAABHbIX BOMPOCA,
NPEeACTaBASIOLLIMX HEMOCPEACTBEHHbIN MHTEPEC
ANl KA3aXCTaHCKMX TBOPYECKUX MHAYCTpUIA. Kak
YBEANUYNTb BO3MOXHOCTU AN HETBOPKMHIa? Kak
obecneynTb NAOLLAAKN AN TBOPYECTBA U Pa3BUTUA?
N kak o6ecneynTb Haanexalllee o6pa3oBaHme

AN MEHEAXEPOB, NPEANPUHUMATENEN N APYTUX
yrnpaBAeHLEB B cdepe KYAbTYPbI?

CoBMecTHasn paboTa (HETBOPKMHI) MOXET NMOMOYb

B ANOOGO6MPOBaHMM, MPUBAEYEHUN PECYPCOB,
CO3AQHMUN NAPTHEPCTB M OOMEHE NAEAMM.

AR 3TOro HEOOGXOAMMO pPa3BUBATb AUYHbIE U
nNpodeccroHanbHbIe KOHTaKTbl, YTOObI BLICTPOUTH
AOBEPWE B CEKTOPE KYABTYPHBIX MHAYCTPUNA,

B KOTOPOM M3-32 «TECHOTbI» cenyac 60AbLLIE
KOHKYPEHLIMK, YEM XENAHUS COTPYAHMYATb.

XOTH NMOXOXe, YTO B3rAAAbI Pa3HbIX UTPOKOB B
CEeKTOpe KYALTYPHbIX MHAYCTPUIA Ha TO, YTO Takoe
HETBOPKMHI U KaK1e 3aAayn OH AOAXKEH BbIMOAHSATb,
CUALHO pa3Amyatotca. Kak yCUAUTb 3OPeKTUBHOCTb
HETBOPKMHIa M MOMOYb Pa3BUTUIO CEKTOPA?



Space will likely remain a challenge, but there is
an opportunity to think creatively about solutions.
This can take different forms, including lobbying
the (city) government through collaboration with
the Akimat’s Almaty Development Centre, building
partnerships with real estate developers, and
exploring ways to (temporarily) use vacant spaces
throughout (the outskirts of) the city. What kind of
spaces are needed to help advance the sector?

Education could be part of a strategic long-term
approach to align current needs of the sector with
the abilities of future generations. One key way of
reinforcing education, could be by incorporating
effective training methods (as implemented by
MOST’s School of Creative Entrepreneurs, for
example) into formal higher education curricula.
What kinds of skills and knowledge do the
Kasaxckum TBopyeckmne nHayctpumn (Kazakhskii
Tvorsheskne Industrii) need, and which kinds of
institutions would be best placed to teach them?

Though, perhaps most importantly, the sector
thrives on the vision and ability of people. It is
thus vital to support and encourage leaders who
drive initiatives. While institutions and resources
often pose stifling challenges, it is people within
and beyond these institutions that can facilitate
the change the Kasaxckui TBopueckune UHAYCTpUmn
(Kazakhskii Tvorsheskne Industrii) need.

KeHicTik Maceneci TyniHAI Mocene 6OAbIN Kana
6epeTiHi ce3ci3, 6ipak oFaH LbliFapMaLlbIA
ToCiAAEME KOAAAHYFa MYMKIHAIK 6ap. LLewimaep
9P TYPAI 60AYbI MYMKIH, Kana KYPbIAbICHI
6ackapMacbIMeH XoHe KYPbIAbIC XYPrisyLlinepMeH
bIHTbIMAKTACTbIK OPHaTY apKblAbl KAAAAbIK OUAIK
OpraHAapbiHAA AOBOUAEHAIPY, COHAAN-aK KaAaHbIH
ilWiHAEri XXaHe CbIpTbiHAaFbI 60C TypFaH (COHbIH
ilWiHAe yakbITla 60C) anaHAapPAbl ManAaNaHy.
CeKTOpAbI AaMbITyFa KEMEKTECY YLUIH KaHAaN
anaHpap Kepek?

BiniM 6epy MOAEHU UHAYCTPUAAAPABIH Kasipri
MYKTaXAbIKTapblHbIH X3HE CTYAEHTTEPAIH
Kenellek OybIHAAPbIHbIH apacCblHAAFbl TEHrepiMre
XETY XOAbIHAAFbI Y3aK MEP3iMAI CTpaTernsaHbIH
6ip 6eniriHe anHana anaabl. biniM 6epy canacbiH
KOFaPbIAATYAbIH HEri3r TOCIAAEPIHIH Bipi XOFapbl
OKY OpbIHA@PbIHbIH OKY XXOCMapAapbIHa TUIMAI
OKbITY 9AiCTEPIH (MbiCanbl, MOST KAYObIHbIH
LblFapMallbIA KSCINKepAep MekTebiHAE
narMAanaHbIAATbIH) Kiprizy 60Aa anaAbl.
KasakCTaHAbIK MOAEHU MHAYCTPUAAAPFa KaHAaM
MallbIKTap MeH BIAIM KepeK XaHe Kaw XOFapbl OKY
OpblHA@PbI OCbl MakcaTTap YLUiH 6apbIHLLIA KOAAUAbI
60AbIN TabbIAaAbI?

Xofapblaa anTbIAFaHFa KapamMacTaH, 69AKIM,
MOAEHUN MHAYCTPUANAPAbI AAMbBITY YLIH €H MaHbI3AbI
HOpCe CEKTOPAbIH KaTbICYLIbIAAPbIHbIH KOKENKECTI
Ke3Kapachl MeH KabineTi woiFap. COHAbIKTaH
LWblFapMaLlbiA 6acTaManapAbl iArepIneTETIH
apaMAapFa KOAAAY KepceTy aca KaxeT. Eaeyai
KMbIHLLbIABIKTAP KebiHece pecypcTap MeH
MEMAEKETTIK YMbIMAAPAbBIH CEOEBIHEH TYbIHAQWADI,
ananAa, ASA OCbl YMbIMAAP MeH 6acKa cananapAbliH
aAaMAapbliHbIH apKacbliHAA Ka3akCTaHAbIK MOAEHU
WHAYCTPUANAPFa KEPEKTI ©3repiCTep OpbiH anybl
MYMKIH.

Bonpoc npoctpaHCTBa, CKopee Bcero, byaeT
OCTaBaTbCA NPOOAEMOW, HO €CTb BO3MOXHOCTb
NMOAOWNTU K HEMY TBOPYECKU. PeLueHnsa MoryT ObiTb
pasHble, BKAOYasa AOOGOMpPOBaAHNE B FOPOACKMX
BAACTAX MyTEM COTPYAHMYECTBA C YMPaBAEHWEM
rPAAOCTPOUTEALCTBA M 3aCTPONLLMKAMU, @ TaKXe
MCMNOAb30BaHMe MyCTYIOLWMX NAOLLAAEN (B TOM
YMCAE BPEMEHHO) BHYTPU 1 3a NpeAeAaMu rOpOAa.
Kakne MMEeHHO NAOLLAAKM HYXHbI AAS TOTO, YTOOBI
NMOMOYb Pa3BUTUIO CEKTopa?

O6pa3oBaHMe MOXET CTaTb YaCTbiO AOATOCPOYHOM
CcTpaTermm no AOCTUXEHMIO 6anaHCa MEXAY
TEKYLUMMUN NOTPEOHOCTAMU KYABTYPHbIX MHAYCTPUN
N BO3MOXHOCTAIMM OYAYLLMX MOKOAEHUN
CTYyAeHTOB. OAHUM U3 KAIOYEBBIX CNOCOO0B
MOBbILLEHNA KayecTBa 0OPa3oBaHNA MOXET CTaTb
BKAOYEHUE 3O EKTUBHBIX METOAOB O0YYEHUS
(HanpuMep, ncnoab3yembix B LLIKOAe TBOpUYECKMX
npeanpuHmuMmatenen knybéa MOST) B yue6Hble NAaHbl
BY30B. KakMe MMEHHO HaBbIKM 1 3HAHWUA HYXXHbI
Ka3axXCTaHCKMUM TBOPYECKMM UHAYCTPUAM, N KaKne
BY3bl ABASIOTCA HAMOOAEE MOAXOAALLMMUN AN STUX
uenemn?

HecMoTps Ha BblleCcka3aHHOE, BO3MOXHO, CaMoe
BaXXHOE AAA PA3BUTUSA KYABTYPHbBIX MHAYCTPUA —
3TO BUAEHUWE U CMNOCOOHOCTU YYACTHUKOB CEKTOPA.
[Mo3ToMy KpanHe HeEO6XOANUMO MOAAEPXKMUBATD
AOAEN, KOTOPbIE MPOABUIAOT TBOPYECKME
nMHUUMaTMBLI. Cepbe3Hble CAOXHOCTM 4acTo
BO3HMKAIOT U3-3a PECYPCOB U FOCYAAPCTBEHHbIX
OpraHusaumim, HoO UMeHHO GAaroaapsa AOAAM U3 3TUX
opraHusauum n Apyrux coep MoryT nponUCxXoAnTb
T€ U3MEHEHUA, KOTOPbIE HYXXHbI Ka3aXCTaHCKNM
TBOPYECKNM MHAYCTPUAM.
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June-September2016.

Page 7. Artpoint, an outdoor space for creative people
in Almaty, summer of 2015. Watching Exit Through the
Gift Shop, a documentary about street artists.

Page 24. British Fashion Days, Almaty, November 2015.
A master class by Dal Chodha, fashion publicist, consultant
and lecturer at Central Saint Martins.

Page 30. British Urban Days, Almaty, November 2015.
A master class by Sam Gullam, urban development expert.

Page 34. MBFW, Almaty, April 2016. The show of a collection
by Abzal Issa Bekov, London-based Kazakh fashion designer.
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[IpoCcMOTPp AOKYMEHTaABHOIO duAbMA «BbIXOA Yepes

CYBEHWPHYIO AaBKY» / «Exit Through The Gift Shop»
Npo CTPUT-apT XYAOXHMKOB.

7-6€T. ApTNOUHT — AAMaTbI
OpHanacKaH, Xacamnas Ka
KeHICTIK, 2015 XbIAAbIH X
«Cbl-TapTy AYKEHI apKbIA
Shop» ¢UAbMIH Kepy.

24-6erT. British Fashion Days, AAMaTbl, HOA6pb 2015. O3LWH-
keceMmce3sui, Central Saint Martins KOAAeAXiHIH KeHecLiCi
9pi OKbITYLIbICH AaA YOAXa Ka3aKCTaHAbIK AU3anHepAepAIH
Experimentarium aTbl TYHFbILI KOHLENT-CTOPbIHAA.

Crp. 24. British Fashion Days, AAMaTbl, HoOA6pb 2015.
MacTtep-knaacc ¢ ¢paWH-NMyOANLNCTOM, KOHCYABTAHTOM
1 npenoaasateneM konneaxa Central Saint Martins
Aanom Yoaxon.

Ctp. 30. British Urban Days, AaMatbl, Hosi6pb 2015.
MacTep-Knacc BMecTe € 3KkCnepToM B 06AacTh
rOpoACKoro o6yctponcrtsa CaMoM AAAIMOM.

30-6eT. British Urban Days, AAMaTbl, 2015 XbIAFbI Kapalla.
KanaHbl abaTTaHAbIPY CanacbiHAaFbl MaMaH CaM [annaMMeH
6ipre eTeTiH MacTep-KAacc.

34-6eT1. MBFW, AnmaTbl, 2016 XbIAFbI CaYip. AOHAOHHAH
KEATreH Ka3akCTaHAbIK $3LH-AM3anHep A63an icabekoBTiH
TOMTaMachblHblH KOPCETIAIMI.

Ctp. 34. MBFW, AaMmartsl, anpenb 2016. lNokas KoaneKkunmn
Ka3axCTaHCKOro $alwH-aAn3anHepa n3 AoHAOHa
A63ana VicabekoBa.
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