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UDC 745/749 EDN QGSAVL

A.R. Nurdubaeva, G.D. Bekibaeva

INTEGRATION OF ETHNIC AND DECONSTRUCTIVIST PRACTICES
IN THE PRODUCTION OF DESIGN OBJECTS IN EDUCATIONAL PRACTICES
(KAZNAI NAMED AFTER TEMIRBEK ZHURGENOV)

The study examines form creation for architectural and fashion design - the conversion of plane thinking to multi-
dimensionality while integrating virtual techniques in an environment where experimental work on transformation
allows working with a visual picture, designing the character of media and spatiality in an image, simultaneously being
in a mixed reality, where an object is thought of as a transfer of information and an ability to apply algorithmic solu-
tions. The form of the design of an object, created through algorithmic solutions, communicates with the viewer
through its incompleteness, creating an involvement with the author, and any texture and element can become an ob-
ject of art, turning modeling into architectural forms and, conversely, deconstructing its integrity, tricalization of eve-
ryday life, deconstruction, fashion, design, layouts, modular method.
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A.P.Hypdyéaesa, I /. eku6aeea UHTETPALIUA dTHUYECKOI'O U JIEKOHCTPYKTUBUCTCKHUX ITPAKTHUK B
MPOU3BO/ICTBE AU3AMH OB BEKTOB B OBPA30BATE/IbHbIX IPAKTUKAX (Ka3sHAMH um. Temup6eka XKypre-
HOBA)

B uccienoBaHuu paccMaTpuBaeTcsi GOPMOTBOPYECTBO /Il APXUTEKTYPHOro U G3IUH Au3aiiHa — mepeBoJ, Moc-
KOCTHOTO MBIIJIEHUST B MHOTOMEPHOCTb C WHTerpanued BUPTYaJbHBIX IIPUEMOB B Ccpefie, TJ€ ONBbITHO-
3KCHepUMeHTaJlbHas paboTa Mo TpaHCchopMalUK MO3BOJISIET paboTaTh C BU3YaJbHOH KapTHUHKOH, MPOEKTHPOBATh
XapaKTep MeJAUIHOCTH U IPOCTPAHCTBEHHOCTHU B 06pase, Mpe6bIBaTh OAHOBPEMEHHO B CMELIaHHOW PealbHOCTH, I/e
06'BEKT MBICIUTCA Nepefadeld HHGOPMalUU U BO3MOXKHOCTbIO MPUMEHSTh aJITOPUTMUYecKUe pelenus. Popma au-
3aiiH 06'beKTa, CO3/JaHHasl IOCPECTBOM AJITOPUTMHYECKUX PelleHUH 06LaeTcs Co 3pUTeJIeM CBOel He3aBepLIeHHO-
CTBI0, CO3/]aBasi COMPUYACTHOCTD C aBTOPOM, a Jilo6asi TEKCTypa U 3JIEMEHT MOTYT CTaTb 0ObEKTOM HCKYCCTBa, Ipe-

BpaTUB MOJleJIUPOBaHUEe B apXUTEKTYpHble GOpMbI U, HA060POT, NOLBEPrHYB JEKOHCTPYKIUU €€ L|eJIOCTHOCTD,
KiloueBble c/0Ba: KyJbTypHas WEHTUYHOCTb, TeaTpaJy3alys NOBCEAHEBHOCTH, JAEKOHCTPYKLHS, MOJA, JU-

3aiiH, MaKeThbl, MOYJIbHBINA METO/

Jna nutupoBanusa: Hypay6aesa A.P., Beku6aea I'./l. UHTerpanus 3THU4eCKOT0 U JJeKOHCTPYKTUBUCTCKUX NpaK-
THK B IPOU3BOJICTBE AM3allH 00'beKTOB B 0O0pa3oBaTesbHbIX NpakTukax (KasHAU um. Temupb6eka XKypreHosa) //
BectHuk Kasanckoro rocyZilapcTBeHHOTO YHUBEPCUTETA KyJIbTYPbl M UCKycCTB. 2024, Ne 2. C.177-186. EDN QGSAVL.

The purpose of conceptual experiments
in fashion and in architectural design of the
academy, is prototyping according to a given
model from the arsenal of world's leading
designers, creating models using non-
standard materials and textures, playing with
form as well as with expectations, context,
and fashion trends, destroying the tradition-
al. Searching creative approaches and non-
standard forms involves the use of modeling
and deconstruction tools as well as interpre-
tation of complex forms. The experiment took
place in 2022-2023 at the departments of
“Design” and “Fashion and Costume Design”
of KazNAI named after Temirbek Zhurgenov,
where two original courses were created.
The research is structured as a search for
parallels in form creation in the two design
directions: architectural and fashion design.

Purpose of the study: Search for concep-
tualization tools using the deconstruction
method, creating a new impulse, and destroy-
ing the previous period, in a mechanical and
conceptual search for another cultural identi-
ty of a universal level with regional elements,
connecting the elite and the mass as a re-
quest for a new grammar of the language of
designers of the future generation.

Shaping methods: randomness and sub-
jectivity, as a continuation of the deconstruc-
tion method and cognitive integrated ap-
proach, which combines the principles of de-
sign philosophy and practical experience, as
an understanding of users’ needs. The meth-

ods that are provided include aggregation, as
a free or algorithmic combination of individ-
ual parts into a single whole and combination
of various materials. The use of formative
materials: some materials have properties
that allow them to demonstrate their shape
or structure as an independent text, obtained
by preliminary exposure to temperature,
pressure, etc., as a complete statement, and
which allows us to speak of a high quality of
adaptation to the environment and the pres-
ence of layering of possibilities in form.

Introduction

Today, cultural identity in Kazakhstan is in
search of itself in search of traditions’
preservation, acting at the same time, in dif-
ferent trajectories of the worldview, in two or
three languages and in different sociocultural
lacunas of the Republic of Kazakhstan, which
reveals more than one or two value cores,
and, accordingly, demonstrates a feedback
reaction in the visual sphere. Also, the atti-
tude towards these forms in society is based
on methods of recognition, developing the
subjective, design side of the entire system of
philosophy of the modern era. Thus, the
“symbolic” baggage of citation gradually
leads to the habituation of the visualized
principles of cultural reproduction, through
symbolic means, often these are signs - indi-
ces of ornaments of Kazakh culture - ay
muyizdi koshkar, Kaz.yaz. sickle-shaped
ram horns, which operate with the metaphor
of the animalistic sphere as a nomadic cul-
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tural matrix, but which also need conceptual-
ization and do not answer the request for cul-
tural identity, although they are present as a
total text on all 2-dimensional surfaces like
clothing or graphic objects in the Republic of
Kazakhstan. Such forms recognize the rela-
tionship of similarity between the sign itself
and the object. However, the identity of the
modern stage is characterized by something
that affects values, showing preferences that
are determined by the changeability of the
face-shell, which forms a separate showcase
of images, as a demonstration of the collec-
tive portrait of the community. Such portraits
are formed under the influence of the point of
view of an external observer, and the point of
view of oneself, as an object of retransfor-
mation and a subject of the process of making
the design of new things. It can be stated that
at the conceptual level there has not yet been
a systematization of statements in the cultur-
al field and there are no clear and under-
standable images to be accessible to under-
standing and analysis by a wide audience to
form modern trends breaking through the
total acculturation of the XXt century to find
one’s face in Kazakhstan and Central Asia.
Respect for established traditions is not
enough; a visual identity that will be accepted
is necessary. Thus, relying on the constructiv-
ist phenomenological school and analyzing
the logic of the globalization process, crea-
tors of forms will have to understand the
grammar of Ornamentalization of surfaces
with the standard canon of the times of the
USSR: a small cap, a robe, a skirt with flounc-
es become the only formula of identity. For-
mation that reigns in all spheres, and its de-
construction. In the conditions of globaliza-
tion and integration, there is a unification of
life forms in all directions, which also has the
opposite pole of interest — the search not only
for ethnic and cultural identity, but also the
search for a mechanism for its reproduction
in global discourse for Central Asian coun-
tries. The level of development of education,
its international standardization as a tech-
nology of life, suggests the danger of erosion
of ethnic specificity from the initial stages of
the profession, since the standardization of
everyday life also leads to the abandonment

of ethno-cultural specificity. Therefore, it be-
comes relevant to study the means of produc-
ing forms of visual portraits on a territorial
scale - in shell images of the universal and
local, which modern creators try on at the
experimental sites of KazNAI named after
Temirbek Zhurgenov.

The deconstruction method allows estab-
lished stylistic directions of form and even
traditional ethnic traditions to be decon-
structed, opening new paths for self-
expression and experimentation, thereby de-
veloping a modern agenda. Also, the princi-
ples of cultural and visual identity have direc-
tions in reflecting cultural heritage during the
period of processing, therefore Central Asia
and Kazakhstan today are going through a
stage of transformation of cultural heritage,
including visual symbolization - traditional
patterns, ornaments, symbols, motifs that are
an important part of culture and mass identi-
ty of the region. The formation of theoretical
foundations and practical skills in mastering
complex and non-standard forms of design
objects under experimental conditions de-
velops creative thinking and individual de-
sign style. We can say that the focus on trans-
formation in design technology Forms is ori-
ented towards innovative methods of creativ-
ity in world design and, this is true, in all are-
as of design. Therefore, in the context of ar-
chitecture or fashion design, there may also
be “retransformation”, which may mean the
process of changing or transforming the ex-
isting understanding of an object, structure,
or concept, which changes the configuration,
mechanically or conceptually, making a tran-
sition into something new, with other charac-
teristics, and providing fertile ground for
contextual interpretation. This also involves
the reconstruction of design objects, build-
ings, changing the functional purpose of a
space or an object, or the development of
new forms based on existing ones. Interpre-
tation of form, conceptualization and decon-
struction shape the experiential activity.

It is appropriate to quote: “global integra-
tion has its reverse side, national disintegra-
tion - weakening of international ties, revi-
sion of the usual national-state loyalty of cer-
tain groups - “vanguardists of globalism”,
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and finally, undermining the mechanisms of
national sovereignty" [1, p.34]. Such philo-
sophical concepts lead to an understanding of
the gap between the elite and the mass,
which is in a natural gap with an ethno-
direction, which is the current agenda in the
republic. The ethnic is subject to archaization
and atomization in educational practices.
Such trends collect, first of all, visually tested,
symbolic trends in modern design, creating a
saving formula for the visual image of a rep-
resentative of the region, which apply the
popular formula for success: “shopan + skull-
cap”, creating an ethno-sign function of the
region: the times of constructivism of nation-
al forms in the national paradigm of the
meanings of the Bolsheviks at the beginning
of the XXth century.

If we turn to the conceptualization of a de-
signer product, then fashion design projects a
suit as a body shell and suggests the change-
ability of images as an unsteady line between
conscious or unconscious physicality. The
study of corporeality and its fundamental
tendencies, as a new body, was considered by
the philosopher M. Foucault [2, p. 66], that
one can think of the spatial, as corporeality,
and the temporal, as a personality, which lays
down the spatio-temporal dynamics of the
image and allows one to expand the palette of
methods.

The attitude towards the shell of an object
presupposes the logic of working with vol-
ume and its surface, subjecting the architec-
tonics of the object to deconstruction. In this
practice, the author abandons the integrity of
the contour, moving to a multi-figurative
form, a divided form, its outline. Also, the
broken integrity of the volume leads to a con-
flict in the image, and to the creation of dif-
ferent optics, because the image begins with
hypertrophied elements, with a conceptual
connection with the primary image. And for
the entire volume, the philosophy of form
comes from its integrity from a new configu-
ration of the figure, or urban fabric, laying the
result in theatricality and elitism. And for the
entire volume, the philosophy of form pro-
ceeds from its integrity in a new configura-
tion of the figure, or urban fabric, laying the
theatricality of activity and elitism in the re-

sult. In architectural design [3, p. 118], using
mathematical primitives: circles, triangles
and squares, and their derivatives, geometric
principles of traditional shape-making relat-
ed to sacred practice, which have already
been reported on earlier.

Scientific novelty: for the first time , an
attempt to overcome globalization is illus-
trated by an example of design practice in the
educational field - a challenge to the life-
world and a search for the presence of local
trends in design, as well as attempts to find
one’s own method in form shaping, in the
system of social self-defense within the
framework of socio-philosophical under-
standing of critical globalism, which does not
allow local trends in the search for cultural
identity to break through.

Tasks: how to find uniqueness and orig-
inality in design objects. At KazNAI named
after Temirbek Zhurgenov, the discipline
“Experimental Design” has been taught for
three years at the department of “Fashion
and Costume Design” and “Production of De-
sign Objects” at the department of “Design”,
where the topics come from technological
problems - around modular design, or the
concept with deconstructivist approaches in
shaping. To embody the concepts of decon-
struction in form-building has become a gen-
erally accepted approach from the French
philosopher Jacques Derrida, expressed in
the work “On Grammatology”.

Deconstruction of form has several direc-
tions for design: emphasizing the process and
materials. The internal becomes external, for
example, — pipes and engineering filling take
on a new aesthetic and; a game with expecta-
tions and context happens which allows de-
signers to play with the expectations of the
viewer and the context of fashion. This may
involve playing with images, with contradic-
tory messages, as challenges to standards of
beauty and aesthetics. Use of non-standard
materials: Deconstruction also loves special
materials and mixed media - another tech-
nique of contrasting form and using juxtapo-
sitions, playing against conventions to create
interesting and emotionally rich images,
which leads to a theatricality of the display
setting and the image itself.
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Discussion

Theatricality in design objects of the stu-
dent format is in a state of a special message,
an attempt to create and present one’s own
picture of the world, sometimes in exaltation
and in various aspects of transformation, in-
cluding design development, layout, run-
throughs in the scenery, advertising cam-
paigns and even in the nature of everyday life
[4, p.119], [5, p.59], [6, p.144], which is pos-
sible during the apprenticeship period, when
the responsibility for failure is minimal. Thus,
the suit may include experiments with textile
combinations, unexpected fittings, or even
with recycled materials using the recycling
method - (recycle - recycling): giving a sec-
ond life to an established object of clothing or
architecture, like renovation.

In students' coursework, in addition to
volumetric modeling the experiment was
supposed to be a method of deconstruction
and ethnic conceptualization, combining two
differently directed techniques in the search
for cultural identity. Incompatible texture
combinations (see photo No 1 Anuarbek A,
4th course, subject “Design of Accessories”).
Irony and theatricality are manifested in the
combination of non-everyday, non-
traditional materials made of plastic, which
transparently flows across the visual frame of
the presentation, taken as the architectonics
of the physical materiality of architectural
practices. The goal of the author of the pro-
ject: “... to show a transparent, glass effect us-
ing the modulus method.

Photo No 1. Model Anuarbek A. “Design of Accesso-
ries”

Each line is connected to each other, like
neurons in the human mind.” The combina-
tion of technological material with high fash-
ion elements of evening wear creates an im-
agery of a theatrical burst of emotion, a con-
cept of contrasts, which is also reflected in
the poster in the image of the model, because
ambience and atmosphere covered bubbles
of “ironic elements”. The concept or message
expressed by image, texture, display of color
is different from traditional design where the
emphasis is on form, materials, and style. The
conceptual approach of the model in the de-
scription contains the idea of “samsara - the
connection between the past and the future.”
Also, there is a paradoxical emphasis - this is
the opposition of the decorative texture that
envelops the evening dress in a 2-
dimensional frame, expressing emotions with
plastic, blurring the general direction of the
style in pensive melancholy, in the added
force fields - a veil of neural materiality, like
the object itself - a dress with a non-
utilitarian texture. An architectural analogue
of incompatible, contrasting materials and
textures in the object, the layout uses wire
and cardboard (Author Dauletuly Adilet, see
Photo No 2 model). The task was to show the
theme of the traditional element of the archi-
tecture of the nomadic dwelling kiiz uy - the
yurt, and its walls, like a “kerege” lattice en-
veloping the volume. The model bears the
mood of the loss of form and its connections
within sphericity in a centric composition
that is destroyed - this is a manifesto of irony
from the lack of clarity in the understanding
of the Big Form in today's aesthetics of Ka-
zakhstan.

Photo No 2. Model Dauletuly A. 3th year student
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If we consider the same trends in the
shells of the costume, then we can point out
the presence of ironic details, (see photo No
3, model. student: Askarova D). Designers can
include elements in clothes and accessories
that evoke laughter, ironic feelings from un-
expected associations: 33 black bras were
used. This concept of conscious limitation in
techniques fits into the modularity of the
search for form. The poster is distinguished
by secondary convention and broken lines of
the model's body in the presentation, delib-
erate angularity, and mannequin mannerism
- the techniques of conceptual lines or the
death of the technique itself - black on a
black background, like a dissolving form.

The traditional, is being destroyed: the
model can be considered a striking example
of laughter culture and the deconstruction of
classical clothing vs culture. The humorous
presentation on the poster gives free rein to
understand the improvisational nature of the
show, as a theatrical component of the show,

an order for a special perception, on the
abundance of the linen shell of glamor on the
podiums, there by emphasizing the peculiari-
ty of the show process and new optics for ob-
servers. A characteristic feature is to have
several intersecting messages from one mod-
el at once. The irony of the poster and con-
cept is radical, destroys stereotypes and ex-
pectations of the “beauty of black lingerie”,
there is a play with the banality of the object
- the bra and the theatrical gesture itself - to
make explicit hidden forms, bodily culture,
which is not shown in everyday culture, but
has the courage to be obvious in intercultural
communication.

Such an object operates in the sphere of
intellectual practice and problem posing, be-
cause in the XIXth century, black lingerie was
a symbol of luxury and elegance, and in the
20s and 30s of the XXt century, black lingerie
also became part of the fashionable image of
women.

Photo No 3. Model of 33 bras Askarova D. 4t year student

The artistic canvas assumes an even more
torn picture of the world than in Matisse’s
painting - this is a new frame of vision and a
picture introduced into reality in modern op-
tics of art. It is necessary to understand that
the aesthetics of deconstructivism in design,
developed in layouts and models, initially fo-

cuses on romantic expression and “fragmen-
tation” within the boundaries of the artistic
and theatrical world. Also, conceptually, it is
possible to deliberately destroy or change
traditional forms and structures, both for
clothing and for the concepts of culture and
architecture, up to the fragmentation of the
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value core of spiritual culture, demonstrating
denial and disrespect for it. This may include
cutting, twisting, physical or destructive
practices, and in costumes such as hooks,
draping and other methods that create a feel-
ing of imperfection or incompleteness and
"untidiness" of the style. In the architectural
form, there is a rejection of both modernism
and postmodern citation of previous eras and
their techniques - it is proposed to seek har-
mony in destruction, radically transforming
tradition, introducing fragments into the ar-
chitectural text, like the poetics of the “Big
Bang” as well as in architectural works where
Zaha Hadid, Frank Gehry and other authors
use contrasting and deliberately contradicto-
ry elements to characterize the global agenda

in design, which, as a technique, further dis-
tances them from cultural identity.

Playing with fashion trends characterizes
the search for a special spatiality, as a phe-
nomenon of fashion design and architectural
form, (see photo No 4 Ashken D. 4th year stu-
dent).

Irony appears in the very theatricality of
the show and the designer uses citations of
fashion trends, but in unexpected contexts,
with the author's ironic attitude towards the
trends themselves, something that goes be-
yond fashion standards, but is fundamental m
deconstruction, which are also common in
architectural practice. The form, working
with the fractal nature of the elements, re-
sorts to contrast with high-tech materials in
texture.

Photo No 4. A. Model Ashken D.

However, the tendencies of the world's
stars have the same techniques - anti-gravity,
abstraction, the processuality of the flight of
forms outside the earth's orbit. It should be
noted that the focus on uniqueness in the
grammar of deconstructivism creates aggres-
siveness and even inappropriate cumber-
someness — Libeskind Royal Ontario Muse-
um, Toronto, which ultimately nullifies the
space-time factor, i.e. makes it unimportant,
which in fashion design imparts lifelessness
to the shell of the human figure, signaling the
absence of paths for further development.

The search for your own grammar, at subse-
quent stages will result in a different aesthet-
ics, a different functionalism, and “conceptual
design”, (see photo No 5 Eskali Daryn «teke-
met»).

Assignment for the layout: the concept of
a traditional quilted tekemet felt carpet,
which exists in the aesthetics of two worlds -
black and white. Tekemet is a composition
with symmetrically carved patterns and a
black and white palette: day and night, (see
photo No 6 carpet tekemet).
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Photo No 5. Eskali D. model «tekemet

Looking back to the sheath of the costume,
the fractals of the crystal image by Ashken D.
are described in this way: “... the emphasis in
the image is the figures in the form of a pyr-
amid, moving from the chest to the left
shoulder. They are made of satin fabric glued
to a felt base; in contrast, a relief glove is
worn on the left hand. A modular method
was used". This is an example of an intellec-
tual search for a form, building architectural
forms outside of human volume and gravity,
which puts the model in conflict with estab-
lished traditions. This is a process of the pri-
macy of form and emptiness, for which there
are no units of measurement, because it is a
state of static omnipresence where there is
no time. To complete the process of finding a
form, boundaries are needed, and conceptu-
ally connect each point of the end and begin-
ning of the first form, which presupposes the
architecture of matter on the scale of the
Universe, therefore the geometry of the poly-
hedron appears, like a diagram of the form.
The creation of the first man, his bodily re-
flection, is a shell, as an ideal balance of the
bodily and abstract, which served to create
the philosophical abstraction of form. The
image takes away from the anthropomorphic
properties of the suit and endows it with the
properties of an abstract design-object with
the aim of in-depth study of one specific de of
it - shaping outside the rules. Exploration of
silhouettes and proportions. Deconstruction-
ist designers break conventional expectations

Photo No 6. Carpet tekemet

in silhouettes and proportions, creating con-
trasting, heavy shapes, and contrasts, elimi-
nating the image of gravity in forms, also in
clothing, and in the shell of buildings. Decon-
structivism also involves playing with mate-
rials and textures such as glass, metal, con-
crete and composites to create unique and
complex surfaces. This may include experi-
menting with volume, strange lines, and un-
expected details (see photo No7 S. Nurasyl).

Photo No 7. Model S. Nurasyl

The dummy modeling method (layout, tat-
tooing) allows the creation of complex inter-
secting surfaces that have hidden hooks, but
which look like a heap. Such techniques are
characteristic of Frank Gary's deconstruc-
tionist practices. The creation of each unique
panel on the facade of the Walt Disney Con-
cert Hall required a special computer design
that had not been used before, with an aes-
thetic of chaos.
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Architectural experiments were carried
out in the model, (see photo No 8 Dauletuly
A. model of yurt, Photo No 9 Dauletuly
A. model of shanyrak): deconstruction in ex-
periments mechanically breaks the shape of
an object into its component parts, revealing

how such a composition in a new state
works.

We can highlight the search for contradic-
tions between the logic of form construction
and how it is presented, forming a new lan-
guage between meaning and signified.

Photo No 8. Dauletuly A. model of yurt

Setting and atmosphere: Fashion shows or
advertising campaigns may use ironic set-
tings or characters, settings, and ambience to
highlight and evoke certain aspects of the col-
lection. In architectural design course collec-
tions, there are trends of expressive forms
and silhouettes, extravagant and non-
standard, which add dynamics and drama to
the routine of everyday life, and in fashion
design, voluminous sleeves, non-standard
draperies, specially designed necklines, etc.
are used.

Experimental modeling of clothing and ac-
cessories by students makes it possible to
create a layer of such a message for a mass
observer as the only possible one: in the con-
ditions of the formation of the visual identity
of the Republic of Kazakhstan, because it is in
such workshops that the media text of a cul-
ture is constructed, not yet expressed in fash-
ion, but transmitting to the mass consumer
the possibility of constructing such ideas.

Research results

Visualization of experimental form crea-
tion in a modular manner is presented in a
mock-up way, based on the uniqueness of de-
sign objects, which involves an analysis of the
reasons for the emergence and the need to
analyze the modeling of Forms, as an art, to
create individual, original images. The au-
thor’s vision of experimental shaping in the

Photo No 9. Dauletuly A. model of shanyrak

context of educational programs has been
developed by senior teacher of the depart-
ment of “Fashion and Costume Design” G.D.
Bekibaeva and Associate Professor, architect
AR. Nurdubaeva from the Department of
“Design”. In teaching practices, an innovative
interpretation of traditional elements is un-
dertaken - the structure of the home and the
external image of clothing of the Kazakhs,
and deconstructivism, applied to ethnic mo-
tifs, allows for the interpretation of tradition-
al elements, creating unique and avant-garde
solutions. This is evident in fashion, where
designers such as Rei Kawakubo and Martin
Margiela revolutionized traditional ideas of
clothing by combining deconstructivist prin-
ciples with ethnic influences, creating clothes
that challenged traditional aesthetics and
functionality [7].

- There is cultural expression and identity
through the use of ethnic motifs in design,
which helps to express cultural continuity
and heritage, which not only preserves tradi-
tional forms of design, but also adapts them
to the modern context.

- Ethical and aesthetic reflections are in-
troduced: the integration of ethnic motifs
suggests a method of ethical and aesthetic
reflection in design, encouraging a deeper
consideration of the origin and meaning of
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these elements, becoming visually attractive,
culturally and socially conscious.

- There is global and local interaction. The
use of ethnic motifs in deconstructivist fash-
ion and architecture reflects the dynamic in-
teraction between global modernity and local
traditions. The result is a rich, hybrid aesthet-
ic that can appeal to global audiences while
maintaining the roots of local cultural narra-
tives [8].

It can be said that the use of ethnic motifs
in deconstructivist design practices offers a
powerful means of combining tradition with
innovation, allowing designers to create
works that are both culturally relevant and
contemporary. The result is a distinctive aes-
thetic that respects cultural heritage while
pushing the boundaries of design.
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YAK 372.878

EDN OFZHHA

H.B. /lunkaHbo

OBPA3LI BOKAJIbLHOH JIMPUKH B PA3BUTHH SMIIATUU
MJIAAIIUX ITOAPOCTKOB HA YPOKAX MY3bIKH

B craTbe akTyanusupyeTcs nNpo6seMa pasBUTHSA 3MIATUU MJIAJIIUX TOAPOCTKOB Ha YpoKe My3bIKHU. llesblo AaH-
HOTO0 KcC/e/loBaHUA SIBJsIeTCS1 000CHOBAHMeE, BblsIBJIeHUE, IKCIIepUMeHTa/IbHas NpoBepKa 3PpPeKTUBHOCTH AUJAKTHU-
4YecKoi MoJjieslM pa3BUTHs 3MIATUU MJIAALINX OAPOCTKOB HA YPOKe My3bIKH Ha OCHOBe 06Pa30B BOKAJbHOMN JTUPUKHU
B KoHTeKcTe Teopui [1.4. Fanbnepuna u K.C. CTaHuc/1aBCKOTO.
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