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Abstract. The concepts of dance, cultural code, and national identity play a significant role in the fields
of Art History, Cultural Studies, and Anthropology. Gender codes in choreographic solutions, that is,
the personification of men as courage and women as tenderness, are among the features reflected in
the dance traditions of many peoples. This article considers dance as an artistic and communicative
tool that reflects the culture of a particular community, serving as a carrier of cultural codes. The
study focuses on a comparative analysis of the national dances of the Kazakh and Georgian peoples.
The aim of the research is to identify gender characteristics in the national dance traditions of the
Kazakh and Georgian peoples and to examine their role in preserving national identity through dance.
The chronological scope of the study encompasses dances from the past five years. To achieve the
research objectives, particular attention was given to the works of professional choreographers in
the field of national dance. Furthermore, a comparative analysis of the national and gender-specific
movement vocabularies characteristic of male and female performances in the dances of both nations
was conducted. The methodological framework of the research combines qualitative and comparative
approaches, including the author’s experience and observations gained during an academic internship
in Georgia. Primary data were supplemented by a review of scholarly literature in Cultural Studies and
Anthropology, providing a multidimensional understanding of the phenomenon. The results reveal
both similarities and distinctive features in gender representation, showing that Kazakh male dances
often emphasize expansive, powerful movements symbolizing freedom and heroism, whereas Georgian
male dances focus on sharp, precise footwork and upright posture reflecting discipline and bravery.
Female dances in both traditions convey grace and modesty, yet differ in tempo, spatial use, and arm
movements. These findings confirm that gendered choreographic codes are an integral part of cultural
heritage, functioning as symbolic tools for transmitting national values. The study contributes to the
broader discourse on how intangible cultural heritage, particularly dance, serves as a living repository
of identity in the context of globalization.
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Introduction

n recent years, scholarly research in

the fields of choreography, cultural
studies, and anthropology has increasingly
approached dance as a form of intangible
cultural heritage, recognizing it as a visual
language that reflects the values and
national identity of an ethnic community.
Dance is understood not merely as an art
of movement, but also as a collection of
cultural codes and symbols. One of the
key dimensions in this regard is gender
representation: the male figure is typically
portrayed as heroic, determined, and
resilient, while the female figure embodies
delicacy, grace, and refinement. These
gendered features occupy a distinct place
as a subject of theoretical interest within
the broader discourse of identity formation
(Lovell 79).

Gender codes are closely linked to
historical, social, and aesthetic norms. In
both Kazakh and Georgian national dances,
these features are clearly manifested: male
dancers are characterized by bold, decisive,
and expansive movements, while female
dancers are distinguished by modesty,
elegance, and soft plasticity. Such gender
archetypes are transmitted from generation
to generation through dance, becoming
a mechanism for preserving national
consciousness and identity.

Approaches to conceptualizing
national identity are shaped by a range
of factors, including the weakening of
state mechanisms and the growing
role of language and culture. Official
historiography, national symbols, religion,
contemporary culture, mass media, and
architecture collectively form the ethno-
national trajectory of state-building. Within
this framework, the roles of the Kazakh
language and bilingualism are becoming
increasingly prominent (Rakhimbekova
etal. 111). In this context, national
dances occupy a particularly significant
place. Dance is an essential component
of culture (Liu 153) and may serve as a
form of cultural capital marked by ethnic
dimensions (Urquia 385).

In contemporary Kazakh national dance,
certain choreographers’ performances
increasingly depict female roles that go
beyond the traditional delicate image,
presenting bolder and more active
characters. For instance, performances
such as «Zhashtar Bi» and «Zhauhar» are
noted for incorporating female movements
that harmonize with some of the bold
gestures typically associated with male
dancers.

Similar tendencies are observed in
Georgian national dance as well. According
to some studies, prominent Georgian
choreographers have been reinterpreting
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traditional gender roles in their recent
works. For example, in performances by the
«Sukhishvili» ensemble, lyrical qualities
are emerging in male roles, while female
roles display more assertive characteristics.

The relevance of this study lies in
elucidating the role of traditional dance
art in preserving national identity through
gendered markers. Although Kazakh and
Georgian dance arts have been examined
in separate ethnographic and art studies,
comparative research that connects their
gender structures with national identity
remains practically unexplored.

The aim of this research is to identify
how national identity is expressed through
gender codes in Kazakh and Georgian
dances. The object of the study consists
of contemporary choreographic works
performed within the last five years.

This research is intended to strengthen
intercultural connections and demonstrate
the potential for preserving national
heritage through dance.

Methods of research

This study employed interdisciplinary
methods integrating cultural anthropology,
art studies, and gender research. The
primary method was comparative analysis,
which allowed for identifying similarities
and differences in gender representation
within Kazakh and Georgian dance arts.
The content of national dances was
recognized as a means of expressing
national identity. Through content analysis,
elements such as traditional national
costumes, musical accompaniment, stage
performance components, and movement
structures of the Kazakh and Georgian
peoples were examined. Interpretative
analysis revealed the significance of plastic
and artistic symbols associated with male
and female roles.

Participant observation (naturalistic
observation) was also utilized. In this
regard, the author’s internship in Thilisi
in May 2025, during which they observed

rehearsals of local dance ensembles and
conducted interviews with Georgian
choreographers, served as a foundation
for selecting the topic of this article. These
empirical materials provided a deeper
understanding of the research process.
Attention was given to the works
of domestic and international scholars
studying gender characteristics in dance
and issues of national identity. The
research is based on Yuri Lotman’s cultural
semiotics (Lotman 704), Judith Butler’s
concept of «gender as performance»
(Butler), and Benedict Anderson’s theories
on national identity (Anderson 160).

Discussion

Efforts to revive and preserve national
identity have become a matter of concern
for many post-communist countries,
including Kazakhstan (Kulsarieva et al.
76). Globalization is viewed as a stage in
the evolution of the capitalist world system,
characterized by geographical, class, and
gender-specific features (Moghadam 695).
In the context of globalization, Kazakhstan
is undergoing key stages in the formation
of a unified identity aimed at ensuring
national cohesion and stability (Balapanova
& Asyltaeva 72). In fact, national culture
functions as a counterforce to globalization
(Chamba Nana 24). The formation and
maintenance of a sense of national identity
is vital for all societies (McAllister 157).
Establishing a new spatial ideology — by
revitalizing identifiers such as steppe
memory, national cultural codes, and
sacred sites—opens new prospects for
the future of the nation (Musatayeva &
Yermagambetova 6498).

Certain aspects of culture can be
considered as a significant foundation
of Kazakhstan’s development model
(Dairabayeva et al. 115). Traditions are
elements of social and cultural heritage
that are passed down from generation
to generation and preserved over a long
period within a particular social group or
community (Stud.kz).



Modern information and communication
technologies — especially the Internet
— play a significant role in contemporary
Kazakhstani society, profoundly influencing
the national identity of its citizens
(Toktarov & Altaev 3).

Studies assessing performance have
shown that boys generally demonstrate
lower academic competence compared
to girls, but tend to outperform them
in mathematics-related subjects. Such
gender differences in competence may be
relatively minor (Kessels et al. 220). No
significant differences were found between
men and women in terms of overall
identity indicators (Lewis 159). However,
variations in identity measures—such
as ethnic centrality, private regard, and
public regard—revealed inconsistencies
associated with gender and religious
upbringing (Rahal et al. 544). For instance,
certain elements traditionally associated
with Kazakh female dances are now also
incorporated into male dances. These
transformations in dance elements offer
insights into the integration of gender
identities within the framework of national
dance (Ma et al. 51).

Culture is a semiotic space — a system
of signs — where dance, costume, and
bodily movement all function as signs
bearing cultural meaning (Lotman
704). Both Kazakh national dances and
Georgian national art possess their own
distinctive characteristics. In Georgian
dance traditions (e.g., Kartuli, Khorumi),
male roles are portrayed through heroism,
upright posture, discipline, and vigor,
whereas female roles are expressed
through calmness, modesty, and delicate
movements.

A similar binary structure is preserved
in Kazakh dance: male dances (such as
Erler Bii or Batyr) are marked by expansive
gestures, energetic movements, and
expressions of strength; while female
dances (Kyzdar Bii, Koktem) emphasize
gracefulness and tenderness.

Thus, it becomes evident that
historically established gender archetypes
in both Kazakh and Georgian national
dances have retained their relevance in
the present day. Male representations
continue to embody bravery, resilience,
and determination, while female
representations reflect gentleness,
politeness, and subtlety. These enduring
models serve as artistic reflections of
national identity.

However, in contemporary
performances, this contrast has become
less rigid: elements of assertiveness are
increasingly observed in some female
roles, while lyrical expressions appear in
male parts. This shift can be attributed to
globalization and the evolving language
of stage aesthetics. For example, lyrical
expressions and emotional moments are
often observed in male roles, especially
in dances themed around love. In some
contemporary performances of traditional
dances such as «Kazagym» and
«Altybakan», the typically bold and swift
movements characteristic of male dancers
are complemented by lyrical elements,
reflecting a transformation of gender codes.
A similar tendency is observed in Georgian
dances as well, although the forms and
degrees of its manifestation vary. Thus, the
transformation of gender codes is identified
as a significant phenomenon within the
contexts of both cultures.

Nevertheless, the traditional gender
structure remains relevant and firmly
preserved (Hamidullina 19). Previous
studies have clearly demonstrated how
cultural archetypes are transmitted to
younger generations through dance
(Kvekveskiri 12).

The present study contributes to this
scholarly discourse by examining gender
codes in Kazakh and Georgian dances
through an intercultural comparative lens.
[ts novelty lies in the use of both theoretical
foundations and empirical data collected by
the author during a research internship in
Thilisi in 2025.
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Results

The dance art of each nation serves as
a carrier of that ethnic group’s cultural
codes. Kazakh and Georgian dances are
recognized as artistic means for preserving
and revitalizing national identity. Gender
representations in dance reflect the
worldview, social structure, and aesthetic
values of the nation.

For instance, the wide arm movements
and playful shoulder gestures in Kazakh
dance symbolize the nomadic lifestyle
and a sense of freedom, while the upright
posture and sharp movements in Georgian
dance express a warrior spirit and historical
discipline. The soft and circular motions
of the hands and feet in female parts
emphasize the unique role of women in
society.

By considering core gender
characteristics (Bonanno et al. 6498),
it becomes possible to identify both the
similarities and differences in the dance
traditions of these two nations. In this
regard, the empirical data collected during
the author’s internship in Thilisi, Georgia,
in May 2025 significantly enhanced the
quality of the research.

Participation in rehearsals, interviews
with choreographers, and direct observation
of theatrical performances provided deeper
insight into the nature of gender codes in

Georgian dance and allowed for meaningful
comparisons with national characteristics
in Kazakh choreography. A comparative
overview of gender codes in Kazakh and
Georgian dances is presented in the table
below (Table 1).

The internship was conducted at the
Faculty of Choreography of the Shota
Rustaveli State University of Theatre
and Cinema. Within the framework of
the internship, the author is carrying out
a research project titled «Trends in the
Development of National Male Dance
in the Contemporary Socio-Cultural
Context of Kazakhstan». By comparing the
choreographic education systems of the two
countries, the author aims to strengthen
academic and cultural ties.

The academic supervisor of the
internship is Dr. Lasha Chkhartishvili —
Doctor of Art Studies, theatre scholar, and
Associate Professor at the Faculty of Art
Studies, Media, and Management of the
Shota Rustaveli State University of Theatre
and Cinema (balletacademy.edu.kz).

During the internship, clear similarities
and differences between Kazakh and
Georgian dances were identified (see
Figure 1). For the purpose of experience
exchange, on April 16, 2025, Almat
Sherdaruly conducted a master class
for first-year students, presenting the
distinctive features of Kazakh dance. This

Table 1. Comparative Characteristics of Gender Codes in Kazakh and Georgian Dance

Element Kazakh dance

Georgian dance

Male image

Wide swings, shoulder
engagement, and strength

Upright posture, sharp
movements, discipline

Female image

Softness, gracefulness, and
circular movements

Composure, smoothness, silence

Direction of movement
connected)

Horizontal orientation (ground-

Vertical orientation (connected
to the sky)

Costume elements
kamzol (vest)

Nomadic style: shapan (robe),

Long dress, headwear (chokha)

Musical rhythm
dombra

Rhythmic, accompanied by the

Fast tempo, drum/chorus
accompaniment

Gender relations

Clearly differentiated

Strict boundaries maintained

Note: the table was compiled by the author




event served not only as a new experience
for the students but also as a vivid example
of cultural exchange (balletacademy.edu.
kz).

* Men are depicted as bold and ecagle-like.

+ Women perform gracetful, ornamented, and expressive shoulder
movements

* The dance is accompanied by traditional dombra music

* Men — in warrior, heroic roles
+ Women — waving hands, light movements
« Fast rhythm, dance with sabres

Georgian
dance

« Clear gender roles
* Dance as a reflection of national identity

Bt | | Connection to historical roots

features

Figure 1. Similarities and Differences between
Kazakh and Georgian Dance

Georgian dance serves as an artistic
expression of the nation’s centuries-
old theatrical culture, vividly reflecting
its historical, spiritual, and aesthetic
identity. At its core lie ancient customs
and military-heroic motifs, as well as a
poetic portrayal of harmony with nature
and the human condition. Dance is not
merely physical movement but a cultural
narrative (Assmann 410) — a mode of seli-
representation for the people.

A distinctive structural feature of
Georgian dance is its clear gender
differentiation. Male roles predominantly
feature dynamic, swiit, and sometimes
acrobatic movements, symbolizing
heroism, bravery, and historical discipline.
Conversely, female roles are characterized
by soft, silent, introspective, and graceful
plasticity (Butler). Although men and
women interact on stage, a physical
distance is maintained, reflecting social
restrictions and traditional etiquette
inherent in Georgian culture.

Most Georgian dances are stage
reconstructions. Notably, Kartuli is a
couple’s dance symbolizing love and
tenderness, while Khorumi embodies
warrior spirit and heroic motifs. These
dances synthesize national costume,
music, and movement into a cohesive
aesthetic structure. The musical
accompaniment employs rare instruments

such as the doli, panduri, and zurna, and
the harmony between music and movement
deepens the content conveyed through the
language of dance. Furthermore, Georgian
dance plays a significant role in expressing
national identity. According to Anderson’s
theory of «imagined communities»
(160), dance functions as a tool for
reproducing national unity. In this regard,
the stage performances of the Sukhishvili
National Ballet introduce dance art in a
contemporary format while enabling the
preservation and revitalization of traditional
gender roles and national codes (Figure 2).
Georgian dance music is often
characterized by pronounced, rapid, and
complex rhythms. These rhythms reveal the
heroic character of each dance: for example,
male dances embody courage and freedom,
whereas female dances convey softness
and sincerity. Music and dance develop
synchronously, providing the audience
with a powerful aesthetic experience
(sukhishvili.net).

Figure 2. Stage image of men and women in
Georgian dance
Source: Official website of the Sukhishvili National
Ballet (https://sukhishvili.net)

Kazakh dance is a unique art form rooted
in musical improvisation that expresses
the national spirit and character. Through
its rich language of movement, it conveys
cultural codes such as openness, modesty,
and gentleness, while the portrayals of men
and women reflect contrasting qualities
of courage and delicacy. Kazakh dance
functions not only as an aesthetic act but
also as a vital means of preserving national
memory and traditions, transmitting
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them from generation to generation. The
harmony of traditional costumes and
musical instruments like the dombra and
sybyzgy enhances the dance’s artistic
beauty and reinforces its social and spiritual
significance

Renowned choreographer Shara
Zhienkulova describes the symbolic
meaning of Kazakh dance as follows:
the dances embody freedom and
expansiveness, signifying closeness to
nature, while their movements reveal
the inner source of the people. Gender
representations in Kazakh dance are
distinctly differentiated. Male dances
feature rapid, clear movements, wide arm
swings, playful shoulder gestures, and
upright postures that symbolize heroism,
bravery, and the free spirit of the nomads.
These characteristics are particularly
evident in male performances of Erler Bii,
Kamazhay, and Jorga dances. Conversely,
female dances express delicacy, softness
of movement, circular hand motions,
bending turns, modesty, and introspection,
reflecting the upbringing and cultural role
of Kazakh women.

Structurally, Kazakh dance has
developed syncretically alongside other
art forms related to national identity and
traditional worldview. As a manifestation
of the people’s artistic imagination,
dance has formed a system of movements
that aesthetically expresses the general
worldview and aspirations of the Kazakh
people (Izim 132).

The female image in Kazakh dance
reflects both delicacy and spiritual
elevation, closely aligning with national
aesthetic values. In this context, dance
is perceived not merely as a sequence
of plastic movements, but as a cultural
expression embodying the worldview and
temperament of the nation. Furthermore,
the structural and rhythmic characteristics
of Kazakh dance are intimately connected
with metaphors rooted in the national
consciousness — such as the vast steppe,

the flowing gait of a horse (zhorga), and
the dynamic force of the wind — thereby
shaping a unique cultural and spatial
narrative.

The national stage images of men and
women in Kazakh dance (Figure 3) are
largely based on musical improvisation.
This improvisation reflects the performer’s
inner freedom and spiritual inspiration,
transforming into an open form of national
expression. This very freedom affirms the
performative nature of Kazakh dance,
making it not merely an aesthetic act
but also a part of the national memory.
Kazakh dance cannot be confused with the
dance of any other nation. At its core, our
national dance embodies qualities akin to
the Kazakh character itself — openness,
modesty, and gentleness — which have
been nurtured since the nomadic lifestyle
and continue to accurately portray
contemporary life through the language of
movement (Akhanbaikyzy).

Figure 3. National Stage Images of Men and
Women in Kazakh Dance
Source: Official website of Egemen Kazakhstan
newspaper (https://egemen.kz))

Basic Provisions

1. Gender codes in Kazakh and Georgian
dances represent archetypes inherent to
their national cultures and are transmitted
from generation to generation through
dance.

2. The male and female dance roles
embody historically established role



models, becoming expressions of national
identity.

3. Although contemporary
choreographic works show trends of
changing gender characteristics, traditional
structures remain preserved.

4. Choreography serves as an important
representative tool of a nation’s cultural
code and historical memory.

5. Through the study of dance art, one
can understand the spiritual world and
cultural genetics of a people, which in turn
strengthens intercultural dialogue.

6. The data obtained during the author’s
internship in Thilisi enriched the empirical
basis of the study and provided a concrete
foundation for comparative analysis.

Conclusion

This study comprehensively highlights

the significant role of gender codes in
Kazakh and Georgian dances in expressing
national identity, revealing the resilience
of traditional choreographic structures
alongside contemporary trends. The
findings not only identify the similarities
and differences between Kazakh and

Georgian dances but also demonstrate
the symbolic importance of dance as a
means of transmitting cultural codes across
generations. The empirical data collected
during the author’s internship in Thilisi
enriched the theoretical foundation of the
research and enhanced the reliability of the
comparative analysis.

This scientific article contributes
to strengthening cultural ties between
Kazakhstan and Georgia and shows the
possibility of preserving national identity
through dance. The conclusions drawn
open broad opportunities for further
research in dance studies. Firstly, future
analyses of gender semiotics in stage
dynamics and costume design may reveal
new dimensions of national identity.
Secondly, to clarify the social recognition
of dance symbols and traditions, it is
necessary to conduct surveys and focus
groups involving dance instructors and
performers to study the cultural perceptions
of audiences. Thus, this study deepens the
understanding of Kazakh and Georgian
traditional choreography and contributes
to strengthening intercultural dialogue and
preserving national heritage.
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[lammnes Anmar

Kasaxckasi HaumoHasbHast akajemust xopeorpacguu (Acrana, Kasaxcran)

Yxapruwsuau Jlaia

locynaperenHblit yHusepeuteT KuHo I'pysun (T6ummcn, I'pysus)

FEHAEPHbIE OCOBEHHOCTHU B KASAXCKOM U TPY3UHCKOM TAHUAX: OTPAXXEHUE
HALMOHANIbHOW MAEHTUYHOCTU

AHHoTaums. [MoHATUS TaHLA, KYbTYPHOIO KOAA U HALMOHANbHOW MAEHTUYHOCTU UIPAKOT 3HAYUTENBbHYHO
posib B 06/1aCTSX UCTOPUM UCKYCCTBA, KYNLTYPOSIOTMU U @HTPONONOrMu. [eHAEepHbIe KOAbl B
Xopeorpamyeckux peLleHusX, To eCTb OJIMLETBOPEHUE MYXKUMH KaK CMENOCTU M KEHLLMH KakK HEXHOCTH,
ABNAKOTCA OAHMMU U3 0COBEHHOCTEN, OTPAXKEHHbIX B TAHLLEBA/IbHbIX TPAAULMSX MHOTMX HAPOLOB.

B LLaHHOW CTaTbe paccMaTpUBAETCS TaHeL, KaK XYLOXKECTBEHHbIN U KOMMYHUKATUBHbIN UHCTPYMEHT,
OTPAXAKLLMIA KyNbTYPY KOHKPETHOTO COOBLLECTBA M BbIMOMHSIOWMIA QYHKLMIO HOCUTENS KYIbTYPHOTO
Kogaa. MccnepoBaHue COCPeAOTOMEHO HA CPABHUTEIbHOM aHasiM3e HaLMOHa/bHbIX TAHLLEB Ka3aXCKOro M
rPY3MHCKOro HapoLOB.

Llenb nccnenoBaHMs 3aKH0YAETCS B BbIIBIEHUM FreHAEPHbBIX 0COOEHHOCTEN B HaLMOHAbHbIX
TaHLEBa/IbHbIX TPALMLMAX KAa3aXCKOTO U rPY3MHCKOrO HAapPOLOB U U3YYEHWUU UX POSIU B COXPAHEHUM
HaLMOHAaNbHOM MAEHTUYHOCTM Yepes TaHeL,. XpOHOOTMYECKMIA OXBAT MCCeL0BaAHMS BKIOYAET
TaHLbl NOCNEAHUX NATU NEeT. [1ns [OCTUXKEHUS LieNnei UccnenoBaHns 0ocoboe BHUMaHWeE yaensnoch
paboTaM npodeccMoHanbHbIX XopeorpadoB B 06/1aCTU HaLMOHaNbHOrO TaHLa. KpoMe Toro, npoBeaéH
CPaBHUTENbHbI aHANU3 HaLMOHAbHbIX M FeHAEPHO-CNeUndUUYEeCcKUX OBUKEHMUM, XapaKTePHbIX AJisi
MY>KCKMX M SKEHCKMX BbICTYMNEHWI Y 060MX HapoaoB. MeTofonorMyeckas 0CHOBA MCCNEL0BaHMS
COYETAET KAYECTBEHHbIE M CPAaBHUTE/bHbIE MOAXOAbI, BK/IKOUAS OMbIT aBTOPa U HAONIOAEHUS, MONTYYEHHbIE
B XOAE aKaleMUYeCKOoW CTaXMpoBku B [py3uu. MepBuyHble faHHble GbiM LONONHEHBI 0630pOM HAYYHOM
JIUTEPATYPbI MO KYLTYPOIOTUU U aHTPOMOJOTUM, YTO MO3BOIU/O MONYYUTb MHOTOMEPHOE NMOHWMaHWe
sBNeHus. Pe3ynbTaTbl BbISIBUIM KaK CXOACTBA, TaK U OTIMYUTENbHbIE OCOOEHHOCTU B reHAEPHOM
NpeLnCcTaBNEHUN: Ka3aXCKUE MYXCKUE TaHLbl YaCTo NMOAYEPKMBAIOT LUMPOKMUE, MOLLLHbIE ABUXKEHMS,
CMMBONM3MPpYIOLLME CBOOOAY U repou3M, TOTAA Kak Fpy3UHCKME MYXXCKME TaHLLbl COCPELOTOYEHBI Ha
TOYHBIX, YETKMX ABUXKEHUSIX HOT U MPSIMOW OCaHKe, OTPaKatoLLen AUCLUMIIMHY U MyXKecTBO. YKeHcKue
TaHLbl B 06eMX TpaguLMsIX NepeaatoT rpalmio U CKPOMHOCTb, HO Pas3/iMyatoTcs Mo TEMIY, UCMO/b30BAHMIO
NMPOCTPAHCTBA M ABMXKEHUSAM PYK. ITU pe3ynbTaThbl MOLTBEPXKAAIOT, YTO FrEHAEPHbIE XOpeorpaduyeckme
KOZb! SIB/ISIKOTCS HEOTHEM/IEMOW YACTbHO KY/IbTYPHOTO HAacneams u GyHKLMOHMPYHOT Kak CUMBONMYECKUE
CpenCcTBa Nepeaayyn HauMoHabHbIX LLeHHOCTel. MiccnenoBaHe BHOCUT BKNag, B 6onee LWMpokuii
[IUCKYPC O TOM, KaK HEMATEpUabHOE KyNbTypHOE HACNeane, B YaCTHOCTU TaHEL, CTYXKUT XXUBbIM
XPaHWIULLEM MAEHTUYHOCTU B YCIOBUAX F106anm3aLmu.

Kntoyesbie cnoea: Ka3axckuii HAPOAHbIA TaHeL, FPY3UHCKUIA HAPOAHbIM TaHeL, TaHLEBaIbHOE
MCKYCCTBO, HALLMOHAbHAs UAEHTUYHOCTb, FeHAEPHAs MAEHTUYHOCTb, XOpeorpadus, KybTypHoe
Hacnenue, STHOKYNbTYPHbIE UCCIeL0BaHMS.

Ana yumuposarus: LLlamwmes AnMmar, n YUxapTuwsmnm Jlawa. «[eHaepHble 0COOEHHOCTM B Ka3aXCKOM
W FPY3MHCKOM TaHL,AX: OTPaXXeHWe HaLMOHaNbHOM naeHTuYHoctuy». Central Asian Journal of Art Studies, T.
10,Ne2 3,2025, c. 232-246,DO0I: 10.47940/cajas.v10i3.1093

bnazodapHocmu: ABTOPbI BbIpaXatoT CBOK 61arofapHOCTb peaakumm xypHana «Central Asian
Journal of Art Studies» v peLieH3eHTaM 3a NPOSIBNEHHbIN MHTEPEC, @ TAKXKE 33 MOMOLLb B MOATOTOBKE
[LAaHHOM CTaTby K nybamKaLumm.

Asmopbl npoyumanu u 0006puu 0KOHYamebHbIl 8apuUAHM pyKonucu U 3aseasm 06 omcymcmeauu
KOH@AUKmMa uHmepecos.
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KA3AK XXOHE rPY3UH BUNEPIHAEN TEHAEP/IK EPEKLUEJNIIKTEP: ¥ITTbIK
BIPEFTEMNIKTIH KOPIHICI

AHpaTna. by, MaaEHM KO XaHe YATTbIK Bipereinik yFbiMaapbl @HEp TapyXbl, MOAEHUETTAHY XaHe
AHTPOMOJIOrMs cananapbiHAa MaHbI34bl pen atkapaabl. Xopeorpadusnbik, WwewiMaepaeri reHaepnik
KoLTap, iFHU epnep 6eiHeci — 6aTbIpAblk, arenaep 6eMHeci — Ha3iKTiK, KONTereH XanblKTapabiH, 6u
[L9CTYPiHAE KepiHiC TankaH epekLwenikTepain, 6ipi 6onbin Tabbinagbl. Makanana 6u eHepi benrini
6ip KaybIMAACTbIK M3AEHMWETIH BeliHeNnenTiH, MBAEHN KOATbI TaCbiMaNAayLbl PETiHAE dpeKeT eTeTiH
KOPKEMAIiK XaHe KOMMYHUKATUBTIK Kypan peTiHAe KapacTbipbiiafbl. 3epTTey Ka3aK, XXaHe rpy3uH
XaNbIKTapbIHbIH YATTbIK OUAEpPiHiH, CanbiCTbipMarnbl TanaaybiHa 6afbiTTanFaH.

3epTTeyAiH MaKcaTbl — Ka3aK XXaHe rpy3uH XaNblKTapblHbIH, YATTbIK 61 A3CTYpiHAEri reHaepnik
epeKLenikTepai aHbikTan, 6v apkbUibl YITTbIK BiperernikTi cakTayaasbl pesiH 3epTTey. 3epTTeyaiH,
XPOHONOTUSIBIK ayKbIMbl COHFbI B6EC Xblnaarbl 6UNepai KaMTUabl. 3ePTTEY MaKCATTapbiHA XETY YLUiH
YATTbIK 61 eHepi canacblHAaFbl KaCibu xopeorpadTapAbiH eHOeKTepiHe epeKlue Hasap ayAapbinmbl.
CoHbIMEH KaTap, eKi XanblKTbiH, 6unepiHae epnep MeH aienaepre ToH YATTbIK XXaHe reHaepik
KO3FasbIC TiMliHIH CaNblCTbIpManbl Tangaybl XYPrisingi. 3epTTeyain, a4icTeMenik Heri3iH cananblk XaHe
CanbICTbIpMasbl TACINAEP KypaiLbl, OFaH aBTOPAbIH, [Py3us eniHae TaFbiibiMAaMaAaH eTy 6apbicbiHAA
anfaH Taxipubeci Kipeai. bactankbl AepekTep MaAEHUETTAaHY MEH aHTPOMO/ONMUS CanacbiHAAFbI FblIbIMU
apebueTTepre WOy apKbi/bl TONbIKTbIPbUIbIM, KYObIIbICTbI KOMKbIPAbI TYCiHYre MyMKiHAIK 6epai.
3epTTey HaTUXKenepi reHaepnik 6eriHeneyneri yKCacTbikTap MeH aiblpMaLlblIbIKTapAbl KOPCETTi: Ka3ak,
epnep 6unepi kebiHe KeH, KYLUTi KMMbINAAp apKblibl epKiHAIK NeH epnikTi 6eriHenece, rpy3vH epnep
6unepi aan, HakTbl ask KMMbIIAAPbI MEH TiK AEHe YCTay apKbl/bl TOPTIN NeH 6aTbinabiFbl kepceTea,. Exi
XaNbIKTbIH, arienaep bunepi Ha3iKTiK NeH CbiNaMbINbIKTbI XeTKi3eni, 6ipak, KapKblH, KEHICTIK KONAaHY
YKOHE KON KMMbINAAapbl XafblHaH epekiueneHeai. byn Hatuxenep reHaepnik xopeorpadusanblk KOATaPAbIH,
M3[eHM MypaHbIH, aXKblpaMac 6eniri eKeHiH XXaHe YATTbIK, KYHAbUIbIKTapAbl XXETKi3eTiH CMMBONABIK,
Kypan eKkeHiH pacTaiabl. 3epTTey xahaHaaHy arnaibliHAa 64 CUSKTbl MaTepuanablk eMec MAEHU Mypa
YATTbIK BipereinikTiH Tipi Ka3blHaCbl pETIHAEr PeniH TanKplnayFa yiec Kocaabl.

TyiiiH ce30ep: Ka3ak YATTbIK 6Ui, rpy3uH YATTbIK 6ui, 61 eHepi, ynTTbik Hipereinik, reHaepnik
6ipereiinik, xopeorpadus, MafeH Mypa, STHOM3AEHU 3epTTeynep.

Aaiiexce3 ywin: Anmar, Lamwues xaHe Yxaptuwsunm Jlawa. «Kaszak xaHe rpysuH bunepinaeri
reHaepnik epeklenikrep: yATTbiK 6ipereinikTiH kepiHici». Central Asian Journal of Art Studies, T. 10, N23,
2025, 232-246 6.,D0I: 10.47940/cajas.v10i3.1093

Anroic: AsTopnap «Central Asian Journal of Art Studies» >KypHanblHbIH, peaakLmsaCbiHa XKaHe
pELIEH3EHTTepre 0Cbl 3ePTTEYre Kbi3bIFYLUbIIbIK TaHbITKAHAAPbI YLUiH, COHAAN-ak, MakKanaHbl Xapusnay
GapbiCbiHAAFbl KEMEKTEPIH TUri3reHAepiHe 63 anfbiCTapbIH Gingipeni.

Asmopnap KomuazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KalilblbIFbl HOK
ekeHOi2iH ManiMOeloi.
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