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CREATIVE CLASS IN A MODERN CITY: THE PARADIGMATIC MODEL
OF INSTITUTIONALIZATION FACTORS

The creative class is a new factor in shaping the social, economic and cultural spheres of the city,
influencing its attractiveness to talents and the comfort of living. The purpose of the study is to analyze
the factors of institutionalization and development of the creative class in Almaty, the largest metropo-
lis in Kazakhstan. The theoretical framework of this study is the theories of Richard Florida’s creative
class and Charles Landry’s creative city. The main ideas of the study: the creative class in Kazakhstan
is insufficiently institutionalized, the city of Almaty is an important center of innovation and creativity
in Kazakhstan, which has the potential to institutionalize the creative class due to the concentration of
the infrastructure of creative industries, therefore, the phenomenon of the creative class has positive
consequences for Almaty as a creative center. The scientific significance lies in the fact that theoreti-
cal knowledge about the possibilities of developing the potential of Almaty as a center of attraction for
creative talents has been expanded and supplemented. The practical significance lies in the fact that the
in-depth expert information obtained will be used to develop recommendations on support measures
for the further institutionalization of the creative class in Almaty. A qualitative method was used for this
study — an expert interview. To analyze the expert interview, the methodology of grounded theory was
applied, which is a set of inductive procedures aimed at climbing from unstructured data to their concep-
tualization. As a result, a paradigmatic model was constructed that demonstrates the logical relationship
of the central categories identified during the analysis. The conducted research proves the applicability
of the theories about the creative class of R. Florida and C. Landry in the Kazakh context, namely, the
existence of a creative class in Almaty and the city of Almaty as a center of attraction for creators. This
study revealed a logical connection between the factors of institutionalization of the creative class in
the city of Almaty. It seems possible to extrapolate the methodology used to identify current trends and
missing elements for the full-fledged formation of the creative class in large modern cities.

Keywords: creative class, creative industries, creator, creative city, institutionalization.
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Kasipri 3amaHfbl Karapafbl KpeaTUBTI KAACC:
MHCTUTYLLMOHAAAAHY (paKTOPAAPbIHbIH, MAPAAUTrMAAbIK MOAEAI

KpeatuBTi Tan KaAaHblH 9AEYMETTIK, SKOHOMUKAAbIK, X)KOHE MOAEHU CaAaAapPbIH KAAbINTACTbIPYAbIH,
>KaHa hakTopbl GOAbIN TabblAAAbl, OHbIH, TAAQHTTAPFA TAPTbIMABIAbIFbI MEH OMIp CYpY >KalAbIAbIFbIHA
acep eTeai. 3epTTeyaiH Makcatbl KasakcTaHHbIH ipi MeranoAmci AAmaTbl KaAaCblHAAFbl KpPeaTuBTI
TanTbl MHCTUTYTTAHABIPY >KOHE AaMbITy (hakTOpAapbiH Taapay 6GOAbIN Tabbiraabl. Bya 3epTreyain
Teopusabik weHbepi P. MAaopuaaHbiH KpeaTuBTi Tabbl MeH YapAb3 ASHAPUAIH KpeaTuBTI KAAaCbIHbIH,
Teopusiaapbl  6oAbIN  TabblAaabl.  3epTTeyaiH  Heri3ri  maesAapbl:  KasakcraHaarbl  KpeaTwBTi
KAQCC >KETKIAIKTI TypAe WMHCTUTYTTaHAbIpbIAMaraH, AAMaTbl KaAacbl KpeaTuBTI WMHAYCTpUSAap
MH(PaKYPbIAbIMbIHBIH OFbIPAAHYbIHbIH apKaCbiHAQ KPEaTMBTI TanTbl MHCTUTYTTAHABIPY aAeyeTi 6ap
KasakcTaHHbIH MHHOBAUMSAAQPbl MEH LLbIFAPMALLbIAbIFbIHbIH, MaHbI3AbI OPTaAblFbl GOAbIN TabbIAAAbI,
COHAbIKTaH KpeaTuBTI KAAcC (eHoMeHi AAMaTbl YLUiH KpeaTUBTI OPTaAblK, PeTiHAE OH CaAAapFa
aAbIn KeAeAi. FbIAbIMM MaHbI3ABIAbIFbI — KPeaTUBTI TaAaHTTapAbl TapTy OPTaAblFbl peTiHAe AAMATbl
KaAQCbIHbIH 9AEYETIH AAMbITY MYMKIHAIKTEPI TypaAbl TEOPUSALIK, BIAIM KEHEMTIAIM, TOABIKTbIPbIAABI.
[MpakTuKaAbIK, MaHbI3AbIAbIFbI MbIHAAQ: aAblHFAH TepeH, capanTamaAblK, aknapat AAMaTbl KaAacbliHAQ
KpeaTuBTI TanTbl OAAH ©pi MHCTUTYLIMOHAAM3ALMAAAY YLUIH KOAAQY LUAapaAapbl TYpaAbl YCbIHbIMAAP
a3ipAey YyuUliH KOAAaHbIAATbIH 60Aaabl. byA 3epTTey yuwiH camaabl 9aic — capanTamaablk, cyx6art
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6aTTbl TAAAQY YLLIH HET3AGATEH BAICTEME KOAAAHBIAALI TEOPUS, BYA KYPbIAbIMAQAMAFaH AEPEKTEPAEH
OA@pPAbIH, TY>KbIPbIMAAMAChIHA KeTepiAyre 6aFblTTaAFaH MHAYKTUBTI MPOLIEAYPaAAp XUbIHTbIFbl. HaTh-
XeciHAe Taaaay 6apbiCbIHAQ aHbIKTAAFAH OPTAAbIK, KATErOPUSAAPAbIH AOTMKAAbIK, GarAaHbICbIH Kepce-
TeTiH MapaAMrMaAbiK MOAEAb KYpbiAabl. XKyprisiareH 3epTTey KasakcTaHabIK, KoHTekcTe P. Daopuraa
MeH Y. ASHAPUMAIH KpeaTuBTi Tabbl TypaAbl TEOPUSIAAPAbIH, €PEXXEAepiHiH KOAAAHbBIAYbIH, aTar anT-
KaHAa, KpeaTopAapAbl TapTy OpTaAblFbl peTiHAe AAMATbl KaAacbl MeH AAMaTbl KaAacblHAQ KpeaTuBTi
TanTbiH GOAYbIH ABAEAAEAI. ByA 3epTTey AAMaTbl KQAACbIHAAFbI KPEATUBTI TanTbl MHCTUTYLIMOHAAM-
3aumsAay (hakTOpAapbIHbIH AOTMKAAbIK, GalMAAHbICbIH aHbIKTayFa MYMKIHAIK 6epai. Kasipri 3amaHfbi ipi
KaAaAapAa KpeaTMBTI TanTbliH TOAbIKKAHAbI KAAbINTACYbl YIWIH Ka3ipri TEHAEHUMSIAQP MeH XeTiCNenTiH
SAEMEHTTEPAI aHbIKTay YiLiH KOAAQHBIAFAH SAICHAMaHbI 3KCTPanoAsumsaAayFa 6oAaAbl.

TyiiH ce3aep: KpeaTMBTI KAACC, KPeaTUBTI MHAYCTPUSIAQP, KpeaTop, KpeaTuBTI KaAa, MHCTUTYLMO-
HaAA@HY.
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KpeaTuBHbIi KAACC B COBPEMEHHOM rOpPOAE:
napaAMrmanbHasi MOA€eAb (hakTOpPOB MHCTUTYLIMOHAAM3ALLUK

KpeaTnBHbIN KAACC SIBASETCS HOBbIM (pakTOPOM (DOPMMPOBAHMS COLIMAABHOM, SKOHOMMYECKOM U
KYABTYPHOI cchep ropoAa, BAMSIS Ha €ro MPUBAEKATEAbHOCTb AASl TAAQHTOB M KOMDOPT MPOXKMBAHUSI.
LleAblo ccaepOBaHMS SIBASIETCS aHaAM3 (PAaKTOPOB MHCTUTYLIMOHAAM3ALUMU U Pa3BUTUSI KPEAaTMBHOIO
KAacca B ropoae AAMathbl, KpynHerilem merarnoamce KaszaxcraHa. TeopeTnyeckumm pamkamm AQHHOTO
MCCAEAOBaHMS BbICTYMAOT TEOPUM KpeaTMBHOrO kAacca Puuapaa dDAoprabl M KpeaTMBHOIO ropoAa
Y.AaHApU. OCHOBHbIE MAEN UCCAEAOBaHMS: KpeaTMBHbIN KAacC B KaszaxcTaHe HeAOCTaTOUYHO MHCTUTY-
LIMOHAAM3MPOBaH, ropoa AAMATbI SIBASETCS BaXKHbIM LIEeHTPOM MHHOBALIMI M TBopYecTBa KasaxcraHa,
KOTOPbIN MMEeT MOTEHLMAA UHCTUTYLIMOHAAM3ALIMM KPEATUBHOMO KAAcca BAAroaaps CpeAOTOUMIO MH-
hpacTpyKTypbl KpeaTUBHbIX MHAYCTPMIA, MO3TOMY (PEHOMEH KPeaTMBHOIO KAacca HeceT B cebe noao-
>KUTEAbHble MOCAEACTBUS AAS AAMaTbl Kak KpeaTMBHOrO LieHTpa. HayuHas 3HaUMMOCTb 3akAlouaeTcs
B TOM, UTO paclUMpeHbl U AOMOAHEHbI TeOpeTUYECKME 3HaHMS O BO3MOXKHOCTSIX Pa3BUTUS MOTEHLMaAd
ropoaa AAMaThbl Kak LIeHTpa NMPUTSXKEHNS KpeaTMBHbIX TaAQHTOB. [pakTryeckasi 3HaUMMOCTb 3aKAloYa-
€TCS B TOM, UTO MOAYUeHHas yrAybAeHHas akcnepTHas MHopmaums GyAeT npruMeHeHa AAsl BbIpaGoTKu
peKoMeHAALMI O Mepax MOAAEP>KKM AAS AAAbHeNLIel MHCTUTYLIMOHAAM3aUMK KPeaTMBHOIO KAacca
B ropose AAmatbl. AAS AQHHOTO MCCAEAOBaHMS ObIA NMPUMEHEH KAQUeCTBEHHbIM METOA — 3KCMepTHOe
MHTEPBbIO. AASI aHaAM3a KCMEPTHOrO MHTEPBbLIO BblAa NMPUMEHEHA METOAOAOTMS 0GOCHOBAHHO TEO-
puvsl, KOTopasi NPeACTaBAseT co60i Habop MHAYKTMBHbBIX MPOLIEAYP, HAMPABAEHHbIX HA BOCXOXKAEHME
OT HECTPYKTYPMPOBAHHBIX AQHHbIX K UX KOHLIENTyaAM3aumu. B pesyabtaTte GblAa NOCTPOEHA MapaAmr-
MaAbHasi MOAEAb, AEMOHCTPUPYIOLLAs AOTMYECKYIO B3aMMOCBSI3b BbISIBAEHHbIX B XOAE aHaAM3a LieH-
TPaAbHbIX KaTeropuii. [IpoBeAeHHOe UCCAeAOBAHME AOKA3bIBAET MPUMEHNMOCTb MOAOXKEHUI TEOPUI O
KpeaTnBHOM KAacce P. Daopmabl 1 Y. ASHAPM B Ka3aXCTAaHCKOM KOHTEKCTE, a MMEHHO CyLL,eCTBOBaHWE
KpeaTMBHOIO KAAcca B ropoAe AAMATbl M ropoA AAMATbI Kak LEEHTP MPUTSHOKEHUS KpeaTopoB. AaHHoe
MCCAEAOBaHMeE NMO3BOAMAO BbISIBUTb AOTMUYECKYIO CBS3b (DAKTOPOB MHCTUTYLIMOHAAM3ALIMU KPEATUBHOTO
KAacca B . AAmatbl. [peACTaBASeTCS BO3MOXHbBIM 3KCTPAroAMPOBaTh MCMOAb30BAHHYIO METOAOAO-
TUIO AAS BbISIBAEHUS TEKYLLIMX TEHAEHLUMIA M HEAOCTAIOLMX SIAEMEHTOB AAS TOAHOLEHHOIO CTaHOBAEHMUS]
KpeaTMBHOIO KAAcca B KPYMHbIX COBPEMEHHBIX FOPOAAX.

KAroueBble cAOBa: KpeaTUBHbI KAACC, KpeaTUBHbIE MHAYCTPUK, KpeaTop, KpeaTBHbIV FOpoA, UH-
CTUTYLIMOHAAM3ALMS.

Introduction

Creative industries are rapidly growing sectors
worldwide, attracting creative talent, particularly in
large cities. Creative industries represent a collec-
tion of professions and employment sectors whose
activities occur at the intersection of creativity and
entrepreneurship, integrating both approaches into
a single direction. The intellectual workforce em-

ployed in creative industries has recently been re-
ferred to as the creative class. In modern sociology,
the creative class is a subject of research that allows
us to identify new trends in stratification processes,
social and labor mobility, and forms of employment
that define the characteristics of the information so-
ciety.

The creative class, creative industries, and cre-
ative cities have been the subject of research by such
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leading academics as R. Florida, J. Hawkins, and
C. Landry. Their seminal works examine this topic
within a societal context, and their theoretical con-
tributions are broadly applicable to both developed
and developing societies, a point confirmed by sub-
sequent scholars. They examined such key aspects
as intellectual property, human and cultural capital,
intrinsic and extrinsic motivation, and the multiplier
effect of the creative class on the city.

International researchers M. Castells, E. Pratt,
E. Amin, and N. Thrift have continued their re-
search into aspects related to the creative develop-
ment of cities and creative industries in the context
of an information-driven and post-industrial society.

Kazakh academics A. Kozhakhmetova, A. Zh-
uparova, A. Mukusheva, D. Shayakhmet, and N.
Goncharova examined the theoretical premises and
barriers to the development of creative industries
and the development of Kazakhstan’s creative econ-
omy from an economic perspective.

Currently, the creative class in Kazakhstan,
as elsewhere in the world, is experiencing rapid
growth. Members of the creative class are beginning
to play an increasingly important role in the econo-
mies and development of societies, and Kazakhstan
is no exception. The development of creative indus-
tries in Kazakhstan will create the necessary con-
ditions for the social modernization of society, as
this phenomenon creates opportunities for a gradual
improvement in the quality of life of relevant urban
population groups by increasing their well-being
and realizing their creative potential.

However, Kazakhstan’s creative industries are
underdeveloped compared to countries in Europe
and Southeast Asia, where these industries are well-
developed. The development and growth of the cre-
ative class is directly linked to government support
through targeted programs and infrastructure. Cur-
rently, the creative class in Kazakhstan is character-
ized by spontaneous and chaotic institutionalization.
Therefore, there is a need for scientific review and
study of these processes, particularly from a socio-
logical perspective.

In Kazakhstan, Almaty is the city with the great-
est potential for creative industries. The city boasts
a large middle class, large educational institutions
with a large student population, and self-organized
creative groups. However, these movements are
spontaneous and non-institutionalized.

Therefore, studying the activities of the creative
class in the modern city from the perspective of cur-
rent social issues is new and necessary, with the de-
velopment of a new theoretical and methodological
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approach to analyzing the current state of the cre-
ative class in the city, using Almaty as an example.

Thus, there is a need for a sociological analysis
of Almaty’s creative class and the problems of its
formation, as the creative class is not defined as such
at the legislative and scientific levels, nor is it per-
ceived by the public as a distinct socio-professional
group. Furthermore, relatively few studies currently
examine the formation of the creative class in Ka-
zakhstan, making this dissertation relevant and in-
tended to contribute new information to this issue.

The problem with this research is the lack of
relevant sociological research on social groups that
differ from the well-known groups of entrepreneurs,
cultural workers, and creative professionals, and
which, in essence, constitute a distinct social class,
referred to in the scientific literature as the “creative
class,” which requires scientific study.

The research focuses on representatives of the
creative class in Almaty, specifically workers em-
ployed in the following fields: IT and game devel-
opment, folk crafts, photography, television pro-
gramming, architecture and fashion, music, cultural
heritage, cultural and leisure institutions, libraries
and museums, film and animation, jewelry, and the
organization of conferences and trade shows.

Subject: Conditions and factors shaping the cre-
ative class in Almaty.

The aim of this study is to analyze the factors
that influence the institutionalization of the creative
class in a modern city, using Almaty as an example.

To achieve this goal, the following objectives
were set:

1. To identify trends in the current state of cre-
ative class development in Almaty.

2. To determine the effectiveness of creative in-
dustry support measures in Almaty.

3. To construct a paradigmatic model of the re-
lationships between the factors that influence the
institutionalization of the creative class in Almaty.

The theoretical approaches chosen include Rich-
ard Florida’s creative class theory, Charles Landry’s
creative city theory, and John Hawkins’s creative
economy theory.

Research question: What factors influence the
institutionalization of the creative class in Almaty,
leading to it becoming a center of innovation and
creativity?

Literature review

Creative industries and the creative class em-
ployed within them are playing an increasingly
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significant role in the economic and social devel-
opment of cities and entire countries. The creative
class theory, proposed by American urbanist and
sociologist Richard Florida in his widely popular
2002 work “The Rise of the Creative Class,” argues
that urban economic growth is directly linked to the
concentration of creative professionals working in
the arts, science, technology, design, and media. He
also presented a more comprehensive classification
of the occupations employed by members of the cre-
ative class. Thanks to Florida, the word “creative”
has become firmly established in global, including
academic, discourse on creativity. These profes-
sionals contribute to economic growth, cultural and
social improvement in all countries through innova-
tion, enhancing the competitiveness of cities, and
shaping unique urban environments.

R. Florida borrows the concept of social class
from Karl Marx. Like Marx, Florida identifies a
new, creative class based on the economic factor,
which then forms social and cultural superstructures
for the class, namely, lifestyle, the way people orga-
nize themselves into social groups, identity, tastes,
preferences, consumption patterns, and more. How-
ever, Florida slightly modifies Marx’s understand-
ing of class for his theory. He does not distinguish
class based on the ownership of capital or property.
He understands class as “a collection of people who
share common interests and tend to think, feel, and
behave similarly, but these similarities are funda-
mentally determined by the economic function — the
type of work that provides them with a livelihood.
Other features are secondary” (Florida, 2007: 22).

The scholar also uses another term used by K.
Marx — “means of production,” but he also reworked
it in accordance with his theory: “Now people, to a
greater extent than ever, control the means of pro-
duction because the latter are located in their heads;
the brain is the means of production” (Florida, 2007:
51). As V.D. Grigoryan notes, “in a post-industri-
al society, skills become the means of production,
which are effectively inalienable from the worker”
(Grigoryan, 2021: 167).

These characteristics are determined by a pure-
ly economic function, that is, the type of activity
through which they earn a living through creativ-
ity. “Creativity is considered a person’s capacity for
flexible, innovative, and original thinking, which
precedes the process of creative action” (Skavron-
ska, 2024: 145). Representatives of the creative
class are distinguished from other classes by what
they are paid for — they create something innova-
tive — and their working conditions are character-

ized by greater autonomy and flexibility. That is,
the means of production for the creative class are
“knowledge, competencies, and the mental and
thinking abilities of the worker, which drive pro-
fessional activity” (Petrashevskaya, 2024: 6). They
are also distinguished by their motivation to act. As
Ericsson and others note, “artists are often driven
by the ability to achieve non-economic recognition,
and art itself and its quality are perceived as some-
thing much more important than the economic mer-
its of art” (Ericsson, 2024: 231). Finally, another
important characteristic of the creative class is its
desire for collaboration: “creative industries can re-
search, collect, and develop the information needed
to stimulate the creative sector to offer services and
creative products that meet societal demands. This
is possible thanks to social capital” (Khaksar, 2023:
187).

On the other hand, as T.D. Stepanova notes, di-
viding society into classes based on professions has
a drawback: “a considerable degree of ambiguity in
the definition of creative professions, which leads to
calculation errors” (Stepanova, 2022: 41).

Creative class theory has also been criticized
for its similarity to human capital theory: “creative
class theory is simply a new way of quantifying
the impact of human capital on economic growth”
(Pavelea, 2021: 3).

To summarize, the creative class, at least as ini-
tially defined by R. Florida, is made up of workers
earning income in fields such as science and tech-
nology, architecture, design, education, art, music,
the entertainment industry, as well as the high-tech
sector, business management, finance, law, and
healthcare, who regularly create and disseminate
new ideas, forms, and content. Furthermore, the cre-
ative class as a social group is distinguished by the
fact that it “has clearer boundaries of class behavior
and has formed corresponding class representations,
economic functions, and social identity” (Zhao,
2020: 3).

If in Marxism, classes were distinguished by
the presence or absence of the means of production,
today, as R. Florida argues, these concepts are out-
dated and have been transformed. The creative class
is not distinguished by the possession of anything
material. Their main asset, representing economic
value, is in their minds. For this reason, among other
reasons, the creative class is more resilient to eco-
nomic crises than representatives of other profes-
sions. According to T.D. Stepanova, in Russia and
the United States, “the general trend of declining
employment is based on a reduction in the number
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of workers in non-creative occupations; moreover,
the number of workers in creative professions has
increased” (Stepanova, 2021: 28).

In general, there are several approaches to de-
fining the factors that attract the creative class and
creative industries (VitaliSova, 2020: 248):

- “universities play a key role in creating initial
advantages related to human capital development”;

- “cultural facilities (i.e., infrastructure) play
an important role in attracting and retaining highly
educated and talented people in regions”;

- “the importance of openness and tolerance for
differences in society.”

“Through activities such as collaboration be-
tween universities, research centers, and businesses,
or the relocation of research and development per-
sonnel, knowledge that is not easily systematized is
disseminated” (Luczaj, 2022: 251). Once a critical
mass of creative workers is reached in a city, it cre-
ates a “multiplier effect, attracting businesses, in-
vestors, and additional talent” (Hugq, 2024: 4).

R. Florida identifies numerous criteria by which
creative workers choose a particular geographic lo-
cation, such as: a dense labor market and education,
lifestyle and active leisure, cultural preferences, so-
cializing in “third places,” diversity of nationalities,
races, ages, and appearance, authenticity and devel-
oped urban planning, quality of place, including the
combination of nature and the built environment,
and a safe urban environment (Florida, 2007: 249-
259).

These criteria for selecting cities as creative
hubs attract creative people from other locations and
even countries. They move permanently to these cit-
ies because they have great potential to become cre-
ative hubs and attract creative people.

The importance of location as a magnet for
creative talent is also highlighted by British urban
development specialist Charles Landry in his book
“The Creative City.” This work focuses on the city
as a community with the greatest potential to at-
tract and develop creative professionals and orga-
nizations, who, in turn, will contribute to the city’s
development and enhance its attractiveness. Suc-
cessful implementation of the creative city strategy
proposed by Charles Landry presupposes that “cre-
ative individuals must be placed in key positions, for
while not everyone in a creative city is necessarily a
creator, the success of such a city depends on a criti-
cal mass of people with open minds and intellectual
courage” (Landry, 2006: 164). Ren and others note
that creative cities “serve as an effective model for
addressing contemporary urban challenges, promot-
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ing urban development, and enhancing international
influence” (Ren, 2023: 1).

C. Landry argues that in cities, “geographic con-
centration, which results from economies of scale,
creates a virtuous cycle of production, concentrated
primarily in cities. A necessary condition for the
successful application of this model is a diverse
population with the knowledge and social skills
to develop the sector that is currently becoming a
growth point” (Landry, 2006: 68). He believes that
companies in the creative industries, like creative
individuals who have moved to creative cities, seek
to locate in those parts of the city where a pleasant,
stimulating environment prevails. Therefore, they
concentrate near each other, forming clusters. Such
areas satisfy not only the needs for creative work but
also for lifestyle. As I.S. Antonova and E.A. Pche-
lintsev note: “the concentration of the creative class
in a city creates the preconditions for a variety of
activities, launching the process of development of
a particular city” (Antonova, 2023: 3). These ideas
confirm similar conclusions of R. Florida.

Another author, John Hawkins, who wrote the
now-classic 2001 work “The Creative Economy,”
views the creative economy as a new paradigm that
identifies creative ideas, knowledge, and intellec-
tual property as the most important resources of the
21st-century economy. He argues that in the modern
era, the economy and creativity are experiencing a
qualitatively new relationship. It is no longer ma-
chines that represent the greatest economic value,
but ideas; it is not the people who operate and own
machines, but the people who own ideas. Hawkins
devotes considerable attention to intellectual prop-
erty: “There are several forms of intellectual prop-
erty, four of the most common being copyright, pat-
ents, trademarks, and industrial designs” (Hawkins,
2011: 11).

J. Hawkins’s message, at its core, is to identify
a cohort of entrepreneurs who are brimming with
new ideas and possess sufficient financial and intel-
lectual capital to bring them to life — creative entre-
preneurs. After all, creativity alone is not enough:
“creativity alone cannot be considered an economic
value. It must be embodied in a marketable product”
(Hayal, 2025: 94).

Like R. Florida, the author notes that, unlike tra-
ditional career advancement, creative entrepreneurs
focus on flexibility and project-based work: “entre-
preneurs typically work independently or in small
teams. This offers them distinct advantages over
large organizations: they have fewer commitments,
greater insight, and the freedom to quickly respond
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to new ideas and market changes” (Hawkins, 2011:
237).

J. Hawkins confirms the theories of R. Florida
and C. Landry regarding the importance of places
and spaces where creativity is enhanced through
the opportunity to exchange ideas and information.
However, he also notes the need for solitude for
some creative people, such as writers, who prefer
to work in conditions of prolonged isolation from
interaction with others. Hawkins concludes that cre-
ating conditions for both social interaction and soli-
tude are equally important.

Thus, theories about creative industries and the
creative class began to emerge in earnest in the ear-
ly 2000s. Theorists such as Richard Florida, John
Hawkins, and Charles Landry laid the foundations
for a new paradigm in the social sciences. These
theories have stood the test of time and demonstrate
how creative professionals can transform urban ar-
eas, social conditions, living standards, and even na-
tional economies for the better. An analysis of these
theories reveals the key factors determining the suc-
cess of creative initiatives at the city level, which
will be taken into account in further research.

As mentioned above, the creative city is a cen-
ter of attraction for members of the creative class.
Therefore, it is worth examining existing scholarly
approaches to defining the concept of the “modern
city.”

Manuel Castells, one of the leading sociologists
of post-industrialism and the founder of the theory
of the new urban sociology, defines the city as “a
process that integrates developed services, produc-
tion centers, and markets into a global network,
occurring with varying intensity and at different
scales” (Castells, 2002: 358). Castells departs from
viewing the city as a geographical space and empha-
sizes the network of social relations and processes,
such as production, consumption, exchange, and
administration, that shape the city’s appearance. He
also argues that the global economy, through glo-
balization, has become rooted precisely in cities as
“nodes” of transportation and telecommunications
networks.

Other theorists, E. Amin and N. Thrift, define
the city through metaphors: “The first is the meta-
phor of transitivity, which marks the spatial and
temporal openness of the city. The second metaphor
depicts the city as a place where diverse rhythms
converge, gradually being etched in daily contacts
and multiple experiences of time and space. The
third metaphor points to the city as the imprint of
traces: traces of the past, daily paths of movement

along and across the city, as well as connections be-
yond its borders.” (Amin, 2002: 4).

Generally, in sociology, definitions of the mod-
ern city are reduced to higher, abstract, sometimes
symbolic and even sensory categories. Definitions
of the same nature are also given to the city in the
context of its creative content.

In his work “Creative Cities: The Cultural In-
dustries and the Creative Class,” researcher A.C.
Pratt defines a creative city as “a city attractive to
the creative class operating in the new economy”
(Pratt, 2008: 6). He also emphasizes that a city’s
development depends not only on economic and in-
frastructural factors but also on cultural and social
capital.

C. Rodrigues and H.J. Schmidt focus on the city
brand, arguing that “the creative class is an active
participant in the branding process in cities of vari-
ous sizes and typologies. In other words, the cre-
ative class naturally participates in the creation of
brand meaning and intrinsic value associated with
the intrinsic characteristics of a given place” (Ro-
drigues, 2021: 33).

On the other hand, some argue that the term
“creative city” should be “grounded in a culturally
specific understanding of creativity, as it does not
necessarily imply the same level of collaboration
and engagement as portrayed in the prevailing cre-
ative city literature” (De Jesus, 2020: 8).

In any case, all researchers agree that a creative
city is a culturally and creatively developed modern
city where the best conditions are created for the de-
velopment of the creative class.

Kazakhstan, like other countries, uses its own
unique list of economic activities included within
the creative industries, as there is still “no global
consensus on which activities should be included”
(Silva, 2024: 6029).

Briefly, creative industries in Kazakhstan are
“sectors that combine advanced technological prod-
ucts and creativity in the cultural arts” (Zhuparova,
2021a: 43).

One of the peculiarities is that the majority of
entrepreneurs in the creative sector start their busi-
nesses with their own funds, while a very small
proportion receive public funding: “65% of entre-
preneurs used their own capital, and 17% of re-
spondents were forced to apply for bank loans.
Regarding government support, only 6% of respon-
dents received funding from the state” (Zhuparova,
2021b: 104).

Another characteristic of entrepreneurs in the
creative industries is that most are self-taught in
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business, acquiring the necessary knowledge as they
go along, rather than before launching their busi-
ness. Consequently, many creative entrepreneurs
lack the necessary competencies. “The result is an
increase in ‘costly business mistakes,” a complete
mismatch of quality standards and norms across
market players, and, crucially, serious disappoint-
ment due to the inability to build the business of
their dreams” (Goncharova, 2020: 63).

In Kazakhstan, “four national higher/postgradu-
ate education organizations directly represent cre-
ative and cultural education and set standards and
programs for national education in the field of cre-
ativity and culture, two of which are based in Al-
maty and two in Astana” (Kim, 2024: 54). Despite
this, it is easy to see that today’s creative class in
Kazakhstan does not meet modern global standards
and requirements: “The creative economy at the
present stage is more characteristic of developed
countries. It is there that the majority of representa-
tives of the creative class are currently concentrated:
scientists, technologists, engineers, marketers, and
others — the so-called ‘brains and creativity’” (Pili-
penko, 2020: 27).

Materials and methods

The lack of coverage of the formation and de-
velopment of the creative class in Kazakhstan, and
particularly in Almaty, and the absence of socio-
logical research in this area hinder the application
of methods that require extensive primary statisti-
cal data. Due to the need for in-depth discovery of
unique information about the current state and de-
velopment trends of the creative class, expert inter-
views were chosen.

Expert interviews in sociology are a qualitative
research method designed to obtain information dif-
ficult to obtain by other methods and conduct an
in-depth analysis of the topic under study. “Expert
interviews are one of the most common methods
for gaining knowledge about a problem, used in
the social sciences and applied research, including
in studying the development, implementation, and
evaluation of programs and policies. Such inter-
views can be used both independently and in com-
bination with other methods of collecting empirical
data (questionnaires, focus groups, document analy-
sis)” (Chernova, 2023: 76).

Purposeful sampling is the most appropriate
sampling method, as it involves the targeted selec-
tion of respondents who best match the research
subject based on specific characteristics and criteria.
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Experts were selected based on their familiarity
with the internal and external processes shaping the
creative sector, as well as the challenges and needs
of creators in Kazakhstan, and particularly Almaty.
Fourteen experts from fields such as creative hub
leaders, representatives of creative industries (the-
ater, fine arts, festival organization, architecture,
and literary creation), and creative industry re-
searchers agreed to participate in the interview. The
selected experts possess unique insights and knowl-
edge about Almaty’s creative industries and are fa-
miliar with all the nuances of development and the
challenges faced by representatives of the creative
class. The number of experts selected was sufficient
for a comprehensive analysis within this study, as
they collectively covered all aspects of the research
subject.

Expert interviews were conducted from March
21 to April 28, 2025. All interviews were conduct-
ed in Russian as the official language, as this ap-
proach suited the experts. Thirteen interviews were
conducted online via Zoom or WhatsApp, and one
interview was conducted offline. On average, each
interview lasted 60-75 minutes. An expert interview
guide consisting of 12 questions covering the for-
mation, analysis of the current state, and support
measures for the creative class in Kazakhstan, and
in Almaty in particular, was developed as a tool. All
interviews were video, or audio recorded and subse-
quently transcribed. All 14 experts agreed to remain
anonymous. The interview conditions required the
experts to freely share their views and provide any
other relevant information that could contribute to
an understanding of the topic under study.

All sociological methods used in this study are
theoretically sound, and the results obtained are
reliable, as appropriate research procedures were
followed, consistent with the scientific approach
adopted in the social sciences and humanities. All
methods were conducted in accordance with the
guidelines for their application, considering the
rules for conducting interviews with experts.

Research methodology

The research stages included:

1. Developing a research program;

2. Compiling an expert interview guide based on
identified gaps in existing research on Kazakhstan’s
creative class and creative industries;

3. Finding experts using purposive sampling;

4. Interviewing experts from March 21 to April
28, 2025;
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5. Transcripting all interviews;

6. Extracting 180 codes from expert quotes;

7. Combining codes into 36 categories by mean-
ing;

8. Combining the categories into six core cate-
gories, linked into a single narrative by constructing
a logical connection within the paradigmatic model;

9. Developing recommendations based on the
findings.

To analyze the expert interviews, grounded theory,
a methodology developed and described in the 1960s
by A. Strauss and J. Corbin, was applied. This method-
ology represents “a set of flexible inductive procedures
aimed at ‘ascending’ from unstructured data to their
conceptualization” (Semenova, 2021: 107).

The coding procedure according to A. Strauss
and J. Corbin’s methodology is divided into three
stages:

- open coding: searching for codes and identify-
ing their properties;

- axial coding: searching for relationships be-
tween codes and grouping them into categories;

- selective coding: searching for key categories.

Grounded theory is an approach to analyzing
data obtained through multiple interviews. It in-
volves coding a body of information, comparing
it, grouping it into categories, and developing core
concepts.

Ultimately, a theoretical model is constructed
based on the completed work, designed to describe
and explain the phenomenon under study.

This study constructs a paradigmatic model of
the creative industries phenomenon in Kazakhstan
based on an analysis of expert interviews conducted
by researchers and industry representatives.

According to the grounded theory developed by
A. Strauss and J. Corbin, the paradigmatic model is
designed to link “subcategories to a category through
a series of links denoting causal conditions, phe-
nomenon, context, intervening conditions, action/
interaction strategies, and consequences” (Strauss,
2001: 83). By applying this model, categories can
be conceptualized and linked into a unified frame-
work that will form a logical explanatory model, as
shown in Figure 1.

A phenomenon is a core category that embodies
an idea and requires action.

Causal conditions are the events that lead to the
emergence of a phenomenon. There may be multi-
ple such events, or there may be only one.

Context is the set of conditions that guide the
necessary steps and measures to influence a phe-
nomenon.

Intervening conditions are a set of more general
conditions that influence the development of a phe-
nomenon.

Action/interaction strategies are measures aimed
at implementing methods that lead to the manage-
ment of a phenomenon.

A consequence is an event or result of actions
and interactions taken, which are both potential and
actually achieved, and can occur in both the present
and the future.

[ causal conditions ]

phenomenon

intervening
conditions

[ action/mteraction ]

strategies

A

[ consequences ]

Figure 1 — Logical diagram of the paradigmatic model
Note — compiled by the authors based on the source
(99, p. 107)

Results and discussion

A sociological analysis of the factors shap-
ing and prospects for institutionalizing the creative
class in Almaty was conducted using expert inter-
view analysis and the inductive grounded theory ap-
proach.

According to the methodology of A. Strauss and
J. Corbin, following the first stage of grounded the-
ory, namely, open coding, codes were first extracted
from all transcribed interviews by condensing the
meanings expressed by the experts: key ideas from
the experts’ quotes were condensed into basic se-
mantic units. Each code was then assigned a name,
usually consisting of the expert’s own words, or,
less commonly, our own. A total of 180 codes were
extracted.

The second stage — axial coding — involved
identifying relationships between codes and group-
ing them into common semantic categories. All
codes were combined based on meaning and the re-
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currence of similar themes into 36 categories, each
of which was also assigned names.

Finally, during the third stage — selective cod-
ing of quotes from expert interviews — core catego-
ries were selected, uniting several categories into a
single narrative.

Due to the extensive scope of the study, six core
categories were identified, representing several nar-
ratives, as presented in Table 1.

Table 1 — Stages of axial and selective coding

It should be noted that the identified core cat-
egories are of interest from a sociological perspec-
tive, as this approach has not previously been ex-
plored in the literature.

The core category of “institutionalization of the
creative class” unites nine categories and, overall,
clarifies the existence of a creative class in Kazakh-
stan, including Almaty, and potential growth areas
for the full development of a creative class.

Categories
(36 in total)

Core categories
(6 in total)

The creative class is just emerging in Kazakhstan

There is a lack of consolidation of the creative class

Strengthening professional socialization and communication is necessary

Trends in socio-professional synergy

Prospects for international recognition

Institutionalization of the
Creative Class

Motivation

Creativity in Kazakhstan is developing thanks to the growth of national self-awareness

Young people are moving into creative industries

Entrepreneurial skills are necessary for creators

The state’s economic situation affects the formation of the creative class

Expensive rent hinders development

Creativity requires money

Financial Issues of Creative

Creative industries do not require large investments

Industries

Creativity requires targeted investment

Tax breaks would help creators

Almaty is an established creative center of the country

There are many events in Almaty

Almaty attracts young people

Almaty as a Creative Center

Evenly support all creative industries in Almaty

Insufficient infrastructure for creators from akimats

The state is insufficient Pays attention to creative industries

The state supports the creative sector

Support is formal

Legislation is imperfect

Freedom fosters creativity

State Support for Creative

State censorship hinders creativity

Industries

The state fights against creators

The role of the state in creativity should be minimal

el Bl B I Il ol N Nl IRl Il ol BN el RN Il Il B adl I ol N o B AN IR Bl B el B B

Reforms are needed in creative education

10. Creativity differs from business
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Continuation of the table

Categories
(36 in total)

Core categories
(6 in total)

Intermediaries are needed

Creators are poorly informed

Intermediaries between
Creators and the State

Creators’ activity influences the focus of support

Support from non-governmental organizations and individuals is limited

Support for Creative Industries

International organizations sponsor Kazakhstani creators

by Non-Governmental

W[ N[ =W

Business supports creators

Organizations

Note: compiled by the authors

Many experts have expressed the relatively
recent emergence of a creative class and creative
industries in Kazakhstan, owing to the recent rec-
ognition of the importance of creative industries
at the state level. Consequently, consolidation re-
mains lacking in the country. Class consciousness
among Kazakhstani creatives remains low. Given
the weak consolidation of creative workers, experts
emphasize the importance of strengthening profes-
sional socialization and communication. Various
event formats have been proposed to bring together
creatives, where they could exchange experiences,
information, and establish social connections. The
unique characteristic of creative workers lies in their
ability to create new forms of experience through
mutually reinforcing associations: “...if they unite,
get to know each other better, get to know each oth-
er better, they would come up with many more cool,
awesome ideas, super-cool projects...”

Regarding the Kazakhstani specifics of institu-
tionalization and strengthening the identity of the
creative class, experts note the growth of national
self-awareness and its influence on the work of cre-
atives: “Certainly, a positive factor is the overall
growth of national self-awareness in Kazakhstan...
there is social and national activity that did not exist
20 years ago.”

Experts highlight another trend in the develop-
ment of Kazakhstan’s creative class: the growing
share of youth. Young people, as the social group
most brimming with new ideas and ambitions, are
increasingly choosing creative work as their career.
Perhaps because of this, experts note among the
weaknesses of the emerging creative class a lack of
competencies in running and promoting a business,
legally formalizing it, finding clients, and protect-
ing the rights to their product — in short, a lack of
entrepreneurial skills, although John Hawkins wrote
about intellectual property as the new currency of

the creative economy back in 2011 (Hawkins, 2011:
28).

Thus, Kazakhstan’s creative class is charac-
terized by weak institutionalization, reflected in a
low degree of consolidation, intra-class communi-
cation, and a lack of entrepreneurial skills. At the
same time, creatives have the potential to emerge as
a fully-fledged class with its own national cultural
identity.

The question is what barriers hinder the real-
ization of this potential and what measures should
be taken to reduce these obstacles. This will be ad-
dressed in the analysis of the following core catego-
ries.

The core category, “Financial Issues of Creative
Industries,” includes six subdivisions.

Experts cite the state of the country’s economy
as perhaps the most significant factor influenc-
ing the development of the creative industries and,
consequently, the creative class. Experts point to
high rents for spaces occupied by creatives as one
of the major barriers to the development of creative
industries in Almaty. Independent theaters, micro-
entrepreneurs, and other creatives, whose activities
require studios, spaces, and hubs, are particularly
vulnerable to high rents: “I believe that the biggest
scourge for all people involved in so-called creativ-
ity is the rental of space, which in Almaty is prohibi-
tively expensive. People who are starting art studios
and other creative projects are often faced with this
very stumbling block.”

Many experts argue that financial resources are
essential for creative endeavors. However, others
are convinced that entering the creative industries
is easy, as it often doesn’t require a huge financial
investment. Some creators simply need a phone and
internet access, and smartphone apps and features
allow them to create high-quality content without a
computer: “All it takes to start a creative business is
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one person and their phone. And once they register
as an individual entrepreneur, they will be consid-
ered a player in the creative economy of a country
or city. Entry is very easy.”

Additionally, experts suggest introducing tax
breaks or, at a minimum, not increasing them for
creatives to facilitate the free conduct of their busi-
nesses. Otherwise, creatives are forced to operate
without officially registering their activities: “Don ’t
raise taxes. The creative class isn’t yet fully capable
of earning a living and stifling it with heavy taxes is
a real shame.”

Therefore, to facilitate the institutionalization of
the creative class in Almaty and Kazakhstan, it is
necessary to pay attention to the financial compo-
nent of state support, which includes rent relief and
targeted support for promising creative initiatives.
This will enable the country’s creative economy to
develop sustainably and attract socially vulnerable
groups such as young people.

However, this is not the only condition that must
be met for the sustainable development of creative
industries, as financial support is often not the pri-
mary motivating factor for stimulating creativity.
Equally, if not more, important is location — specifi-
cally, the city as a creative hub.

Almaty, as the country’s creative and cultural
center, harbors the greatest creative potential, and
therefore requires close research attention. The core
category, “Almaty as a Creative Center,” focuses
on the city’s characteristics and conditions for the
development of the creative class and includes five
categories.

Many experts are convinced that Almaty has all
the conditions for the fruitful growth of the creative
class. Specifically, they cite the city’s well-devel-
oped infrastructure, the initiative of its residents,
and the presence of numerous universities. These
factors contribute to the overall feel and atmosphere
so important to creatives: “The city’s architectural
appearance is very interesting because it has a cer-
tain atmosphere, which always attracts the creative
class. The creative class always loves the atmo-
sphere and nature around Almaty.”

Experts also note the growth of creative activi-
ties in the city, as well as the increased involvement
and interest of young people, which they attribute
to the presence of numerous diverse fields, includ-
ing creative universities in the city, such as music
and film. Therefore, many experts consider film and
music to be the most developed creative industries
in Almaty. However, experts advise against separat-
ing creative industries and focusing on some over
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others, as all creative industries are interconnected.
A prime example is film production, which employs
representatives of several creative fields: screen-
writers, artists and designers of various disciplines,
photographers, and musicians. Following this logic,
experts see no benefit in focusing, for example, on
developed industries for the purpose of maximizing
exports or on sectors that are not yet so economi-
cally viable: “I advocate that the state not single out
specific creative industries. I think it makes sense
because they are all very interconnected... If atten-
tion is only paid to one specific area, then what will
be done in other areas... We need to develop, say,
not a specific creative industry, for example, design
or music and film, but we need to pay attention to
support measures that run like a red thread through
all creative industries.”

Creative spaces are “third places” for creators,
where weak ties are established and joint projects
are born, as demonstrated in the first core category.
At the same time, most experts unanimously agree
on the city’s significant infrastructure problem. A
paradoxical phenomenon is observed: Almaty is
teeming with idle, unused spaces where creators
could develop creative spaces for a small fee, but
are unable to do so due to external financial and
bureaucratic constraints: “The first and most impor-
tant thing, based on the experience of House 36 on
Baribayev Street, conducting surveys, focus groups,
business incubations, and acceleration programs,
is physical space. There’s a shortage of affordable
space because rents are very high, both for living
and for establishing workshops and production fa-
cilities.”

Almaty is a classic example of a creative center,
according to R. Florida, which attracts people with
its natural environment, architectural environment,
abundance of cultural venues, events, creative peo-
ple, and, in general, the provision of opportunities
for creative self-realization and diverse experiences
(Florida, 2007: 258). However, a serious barrier
preventing Almaty from reaching the same level as
global creative centers is the lack of “soft” infra-
structure, in the terms of Charles Landry, which is
extremely important for the development of creators
and the creative class, given the excess of untapped
potential “hard” infrastructure (Landry, 2006: 198).

Supporting the development of Almaty’s cre-
ative class also entails the adoption of government
support measures affecting the creative class nation-
wide.

The core category, “State Support for Creative
Industries,” consists of 10 subdivisions.
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Most experts argue that the government doesn’t
pay enough attention to the creative industries.
While many acknowledge that state budget funds
are allocated, they are convinced that all these ac-
tions are purely formal and merely for the sake of re-
porting: “New hubs are opened, legislative amend-
ments are made, subsidies and support methods are
determined, and so on. But my personal experience
tells me that it’s all just a formality, just for show.”

Some experts noted the fundamental difference
between creative workers and entrepreneurs in the
classic sense. Unlike businesses, creatives don’t
always turn a profit, often operating at a loss: “If
we re talking about cultural products, only some,
maybe half, of the projects follow a business model,
because in culture, and especially in art, the princi-
ple is slightly different. It’s not demand that creates
supply, but supply that creates demand.”

Furthermore, some experts note the poorly de-
veloped legislation in the creative industries, spe-
cifically the need to revise such a large and impor-
tant area as cultural policy: “Kazakhstan’s cultural
policy is still archaic, not well-developed, and not
designed to take into account modern realities.”

Experts also note the importance of freedom
of creativity, expression, and freedom from fear as
factors in the development of the creative class, the
creative economy, and the advancement of creative
thought. However, according to many experts, the
state restricts their creative activities, which some-
times results in self-censorship: “..state censor-
ship prevents creative people from fully realizing
their talents. <...> This gives rise to internal self-
censorship and internal limitations, which impacts
the development of creativity and the unleashing of
people’s potential.”

Consequently, many creatives are dominated by
the idea of a desirability of non-interference by the
state in their activities: “The state’s involvement in
all of this is minimal; that is, they created, for ex-
ample, a department, a hub, facilitated the opening
of creative spaces and community centers. And that,
in my opinion, is where their role should end.”

Contrary to the above opinions, some experts
believe that the state is paying attention to the cre-
ative industries: “...creators are now granted vari-
ous privileges. They can apply for various state sup-
port programs ranging from 1 million to 5 million
tenge.”

Given the fundamental difference between cre-
ative entrepreneurship and conventional entrepre-
neurship — namely, that the ultimate goal of cre-
ative entrepreneurs is not always profit, but rather

self-expression — one can conclude that standard
support measures will not support the emergence
of creators as a class. A different approach is re-
quired to establish a class identity for creators.
Specifically, focusing on expanding and improving
their venues, such as creative spaces, hubs, stu-
dios, and galleries; easing censorship, which often
serves as a stumbling block for creative individuals
to express themselves; and revising certain legis-
lative provisions, particularly in the area of copy-
right protection.

To convey all of the above recommendations
from creators to decision-makers at a higher level,
intermediaries are needed. This topic is given a sep-
arate core category, “Intermediaries between cre-
ators and the state.”

Experts note the creative class’s poor awareness
of any information related to their activities. There-
fore, some experts believe in the need for interme-
diaries, such as producers and art dealers, to assist
creators with promotion, advertising, and finding
clients. They also believe in the need for interme-
diaries, such as private organizations or individual
influential opinion leaders, to act as bridges between
the creative community and government agen-
cies, which some experts call “intermediaries,” and
which creators trust. “There’s such a thing as inter-
mediaries, or we call them ‘intermediaries.’ That is,
these are organizations, agencies, or groups of pro-
ducers, who act as a bridge between the government
and entrepreneurship.”

Currently, there are extremely few intermediar-
ies speaking on behalf of the entire creative commu-
nity or the larger groups that comprise it: “Because
the community is very fragmented, not very united,
not very cohesive, it turns out that these voices are
more individual, disparate, and the state does not
work with individuals.”

Thus, there is a critical shortage of intermedi-
aries transmitting information from the state to the
entire creative class community, and the demands
and problems of the creative community to the state.
It is assumed that the most suitable individuals or
organizations for this role are those familiar with
both the operating processes of government agen-
cies and the specifics of creative entrepreneurship,
which differs from standard business practices.

Regarding the role of non-governmental organi-
zations in supporting the creative class and creative
industries, experts expressed mixed opinions.

The core category of “support for creative in-
dustries by non-governmental organizations” con-
tains three categories.
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Many experts note that large businesses support
creators, but only when this implies mutual eco-
nomic or reputational benefits. Therefore, compar-
ing the frequency and scope of support from large
local private organizations with international ones,
experts highlight the latter’s greater commitment:
“Everything that happens in our region has gener-
ally been financed not by the state, but by foreign
organizations — so-called NGOs, non-profits, and
others — that have been and remain the driving forc-
es of our art.”

At the same time, some experts note a more
straightforward and transparent approach to build-
ing cooperation with the business sector: “Today,
it’s easier and more understandable for us to in-
teract, for example, with the business sector, with
whom we can somehow build our relations on clear
terms. For example, we can do something, stage
a corporate performance, conduct a master class,
organize or direct an event, and thus support, for
example, our theatrical activities.”

Thus, experts note a small but understandable
level of sponsorship from large businesses that are
openly guided by their own interests.

Based on the first and fifth core categories — “in-
stitutionalization of the creative class” and “interme-
diaries between creators and the state,” respective-
ly — one can conclude that the institutionalization of
creators in Kazakhstan, and in Almaty in particular,
as a social class has only recently begun, initiated by
the adoption of legislation in this area.

For the purposes of this study and to develop
the topic, the core category of “Almaty as a Cre-
ative Center” was selected as the phenomenon
from the six core categories selected, as the pur-
pose of this expert survey is to analyze and fore-
cast the state and development of the creative class
in Almaty.

The remaining categories are equally impor-
tant for analyzing the development of the creative
class, but for the purposes of this paper, it is im-
portant to highlight the aforementioned core cat-
egory.

A. Strauss and J. Corbin recommend focusing
on one core category as a phenomenon for its full
development. Selecting two or more phenomena
will complicate the design and prevent precise, un-
ambiguous conclusions (Strauss, 2001: 101).

Applying the paradigmatic model to the data ob-
tained from the expert interviews, the following log-
ical diagram can be presented, as shown in Figure 9:

- phenomenon (Almaty as a creative hub);

- causal conditions of the phenomenon (State
support for creative industries);

- context of the phenomenon (Financial issues
of creative industries);

- intervening conditions (Support for creative
industries by non-governmental organizations);

- action/interaction strategies (Intermediaries
between creators and the state);

- consequences (Institutionalization of the cre-
ative class).

State support for creative industries
(causal conditions)

Support for creative
industries by non-
governmental
organizations
(intervening conditions)

Almaty as a
creative center
(phenomenon)

Financial issues in
creative industries
(context)

Intermediaries between creators and the state
(strategies of action/interaction)

(consequernces)

[ Institutionalization of the creative class ]

Figure 2 — Construction of a paradigmatic model
of the creative industries phenomenon in Almaty
Note: compiled by the authors
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The paradigmatic model demonstrates the logi-
cal interconnection of the identified core categories.
Thus, the phenomenon is Almaty, which historically
has been a city home to both “hard” infrastructure
(theaters, libraries, concert venues, art galleries, cre-
ative studios, abandoned non-residential buildings
and structures, etc.) and “soft” infrastructure (cre-
ative hubs, creative spaces, creative industry parks,
co-working centers, etc.).

The causal conditions for the development of
the creative class in Almaty were the formation of a
legislative framework for the creative industries of
Kazakhstan, namely, the approval of the Concept of
the development of creative industries, criteria for
classifying entrepreneurs as creative industries and
the list of codes of the NCEA for creative industries.
According to experts, the causal conditions have not
been fully created, since, for example, copyright is
poorly developed, some NCEA codes do not cor-
respond to creativity, or there are no other relevant
activities in the current list, and creative education is
insufficient at all levels.

The context of the phenomenon for the forma-
tion of the creative class in Almaty refers to the core
category — financial issues of creative industries.
Most experts interviewed believe that the financial
challenges include insufficient budget funding, the
need for tax breaks, and inflated rents for creative
spaces.

Support for creative industries by non-govern-
mental organizations, specifically international and
Kazakhstani private organizations, serves as inter-
vening conditions for the development of a creative
class in Almaty. Global trends toward the emer-
gence of a creative class encourage international
organizations such as the British Council to support
creative initiatives in Kazakhstan, including in Al-
maty, the country’s largest creative hub. Kazakhstan
is integrated into global processes and trends in the
growth of creative industries, adopting international
experience and leveraging the knowledge and prac-
tical skills of successful foreign businesses. How-
ever, according to experts, the local business sector,
driven by its own interests, does not always support
creatives.

The development of intermediaries between
creators and the state is action/interaction strategies
for the development of the creative class in Almaty.
According to experts, such intermediaries are cur-
rently lacking. The emergence of such intermediar-
ies will lead to a closer and more rapid government
response to the needs of the creative class, as well as
collaboration among creatives to create new mean-

ings, forms, and experiences within creative spaces
of various formats, engaging more and more poten-
tial creators.

The consequences of this phenomenon’s emer-
gence are manifested in the institutionalization of
the creative class in Almaty and throughout Ka-
zakhstan as a whole. The institutionalization of the
creative class as a result of the adopted strategy of
action and interaction is currently only potential. In
the future, if all elements of the paradigmatic model
are observed, it will be possible to confirm the insti-
tutionalization of the creative class in Almaty. This
will be reflected in internal consequences such as
personal fulfillment and self-expression among cre-
ative individuals, their satisfaction with the process
and results of their work, and a clearer class iden-
tity. External manifestations of these consequences
will include interaction between individual groups
of creative industries, collaboration between cre-
ative industries for entrepreneurial and economic
benefits, contributions to the city’s improvement,
and an increase in the cultural level and outlook of
the urban community.

Thus, the aforementioned internal and external
consequences lead to Almaty becoming a creative
hub for Central Asia, attracting creative talent from
other regions and strengthening its brand and image.

The paradigmatic model examined allowed us
to identify the factors influencing the formation of
the creative class in Almaty and Kazakhstan as a
whole.

Based on the above arguments, recommenda-
tions were developed to support the creative class
as an element of the social structure of Kazakh-
stani society, using Almaty as an example. These
recommendations include necessary support mea-
sures to further stimulate self-identification and a
sense of community among members of the cre-
ative class:

- use the results of the research by government
agencies and local executive bodies to develop in-
frastructure measures for state support of creative
industries in Almaty, such as increasing the number
of creative hubs and spaces;

- create an institution of intermediaries between
government agencies, businesses, and creative in-
dustries;

- consider state support for rent relief for spaces
occupied by creative individuals;

- review legislative provisions regarding copy-
right protection;

- revise the list of economic activities related to
creative industries with a view to expanding it.
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Further research will cover a review of inter-
national experience in developing a creative class
through support for creative industries, the legisla-
tive framework for the activities of Kazakhstan’s
creative industries, and a study of the characteristics
of representatives of the creative class of Almaty,
including professional and class self-identification,
motivation factors, satisfaction with working condi-
tions, and creative infrastructure.

Conclusion

Based on the analysis of the expert survey and
grounded theory methodology, all the research ob-
jectives were met, enabling the study to achieve its
goals.

Thus, Almaty’s high potential for becoming a
creative hub in Kazakhstan was identified thanks to
its “hard” and “soft” infrastructure. Data analysis
demonstrates that the creative class phenomenon
in Almaty has positive consequences for the city’s
community.

Using grounded theory methods, including pro-
cedures for coding and categorizing the content of
expert interviews, and applying and examining a
paradigmatic model, we identified the phenomenon
and conditions of the formation of the creative class,
its influence on individuals employed in the creative
industries and individual groups within the creative
sphere, as well as on class consciousness resulting
from the interactions between these groups. Using
grounded theory analysis of expert interviews, we
demonstrated that the creative class in Almaty is in-
sufficiently institutionalized. Furthermore, the para-
digmatic model allowed us to identify the influence
of this phenomenon on the collaboration of creative
industries to increase the share of the creative econ-
omy, its contribution to the development of urban

spaces, and the upliftment of the cultural level of
the urban community, all of which ultimately allow
Almaty to become a creative hub in Central Asia.

In summary, this study suggests that some
propositions in R. Florida’s creative class and
C. Landry’s creative city theories correspond to
observed phenomena, namely the existence of a
creative class in Almaty, the unique motivation of
creative professionals, and Almaty’s position as a
magnet for creators. Furthermore, many Almaty
creators lack the skills necessary to function as
fully-fledged actors in the creative industries de-
scribed by J. Hawkins. Despite the objective fact
of an emerging creative class in Almaty and the
historically determined economic, social, and cul-
tural prerequisites and factors for its development,
which differ from aspects described in classical lit-
erature by creative economy theorists, similarities
can be observed in both the systemic approaches
and most of their components.

The recommendations developed can contribute
to the further development of the creative class and
its more complete institutionalization by identifying
necessary support measures for creative industries.
This will increase creators’ satisfaction and their
fulfillment in their chosen fields through a more
pronounced self-identification. Improving working
conditions and the creative class’s sense of self as
a group within the social structure of the metropolis
under consideration can lead to a multiplier social
effect on other social indicators of Almaty’s devel-
opment, including its role as a creative hub for the
Central Asian region.
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