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Abstract. In this article, comprehensive ontology-oriented work was done on the study of the
«Kamazhai» dance, using the example of which the method of initial study of traditional dance was
revealed, which helped to identify the primary components of the analysis. These are dance styles,
musical basis, context and symbolism, poses and movements, costumes and attributes, and traditional
rituals and customs. The main topic of this study is the national dance «Kamazhai», with its main
functions, such as aesthetic, practical, social, educational, and historical. The purpose of the article is
to identify an ontology-oriented approach as the correct method in the study of traditional national
dance. This will contribute. This will contribute to a comprehensive analysis of traditional national
Kazakh dance in general, through which Kazakh folklore dance will take a significant position in the
people’s traditional culture. The result of this study was a comprehensive analysis of the «kKamazhai»
dance, using the example of which the authors confirmed the correctness of the chosen ontology-
oriented approach in the study of traditional national dance. Based on this approach, it became
possible to determine and affirm the importance of the «Kamazhai» dance in the national culture of
the people. Based on the six main areas of analysis in the «Kamazhai» dance, the relationship between
textual and dance content was revealed, which determined the dance class as related to children’s
folklore, which, accordingly, revealed its purpose — to demonstrate educational functions in a playful
and relaxed way and prepare the girl for her most active social life. The main provisions of the study
were the analysis and practical application of the method of an ontology-oriented approach in the
study of folklore dance, using the example of the «Kamazhai» dance. Based on the newly discovered
factual data about dance, a deeper study of this dance action was conducted for the first time, which
revealed the essence and meaning of this simple-looking and deep-content dance. Further analysis
of national folklore dance as a whole using this method will contribute to preserving dance folklore,
its study, and the definition of a worthy place in the unified family of national folklore. The method
described in the article will enrich the historical and theoretical significance of Kazakh dance, both in
practical performance and in educational and research processes.

Keywords: Kamazhai , ontology, traditional dance, heritage, Kazakh dance, historical dance, national
dance.
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Introduction

For centuries, folk art has been created
in forms that match the tastes of its era
and contemporaries. Among the Kazakhs,
this has resulted in the emergence of
unique folkloric genres such as aitys (oral
poetry contests), terme (philosophical
songs), epic poetry, songs, and dance.
This is the unique art of Kazakh figures.
Indeed, it has become a precious treasure
of spiritual existence for centuries, a soul
companion for every Kazakh intellectual.
These genres of art took root in a society
where life moved slowly, where labor was
not regulated by time, and which existed
in the vast steppe. They found their place
and flourished among the people. Thus,
traditional art became part of society,
coexisting within a certain period and
performing alongside historical events.
Today, the changes occurring in Kazakh
art are often justified as being in line with
the demands of the times. However, the
history of national art has deep roots. For
example, dance art: the ancient Kazakh
dance «Kamazhai » was among the first
to flourish in Kazakh dance art. Due to
changes over time, today, we can only
see it in limited circles or at youth dance
competitions.

The rationale for choosing the topic:
Based on this decree, it is evident that

there are many dances in Kazakh dance art

that have been passed down as heritage.

However, we can observe a lack of effort

in preserving and promoting them within

our country. Nevertheless, focusing on

«Kamazhai », one of the earliest steps in

Kazakh dance, and exploring the depth

of its heritage, along with comprehensive

research, is an important goal today.

Therefore, we aim to identify the role

of this national dance in Kazakh art and

history through an ontological perspective.
Relevance of the problem: In his

decree «Preserving Cultural Heritage

in Modern Kazakhstan», our President

stated: «Culture and art are critical areas of

national life. Art is the nation’s

soul, and Culture is its spiritual

image. These two values are the core

of our civilization. Preserving and

enriching them is our common duty. Abish

Kekilbayuly said, ‘“The history of culture is,

ultimately, the history of humanity». One

can see the character of the

Kazakh people in its traditional art,”

noted Kassym-Jomart Tokayev (Official

Website of the President). «Ontology

is an important resource for improving

the efficiency of information processing

systems, as well as for creating intelligent

data storage services designed to manage

vast, heterogeneous digital content.»

(Truong-Thanh Ma). In this article, we



Table 1. Proposed Structural complex of elements of an ontological approach to

traditional dance

An introduction to the elements of an ontological approach to traditional dance

Ng Item name

Description

1 Dance styles

Classification of traditional dances by region or nation.

2 | Context and Symbolism

Describe the socio-cultural and religious contexts in which
traditional dances take place, as well as the symbolism used in
these contexts.

3 Musical Elements

Identify typical musical genres and instruments associated with
traditional dances.

4 | Movements and postures

Description of basic movements, postures and techniques
characteristic of traditional dances.

5 Costumes and attributes

Classification of traditional clothes, use of their colors, patterns
and ornaments.

6 Traditional rites

A description of how traditional dances are associated with
rituals and ceremonies such as weddings, festivals or funerals.

present the initial steps in creating a model
of traditional dance.

An ontological approach to studying
dance helps explore the general
characteristics and social significance of
Kazakh or national dance. (Table 1)

As a result, six main elements emerged.
To ensure that this concept is a viable
option, let’s take one specific traditional
dance as an example. For instance, the
Kazakh dance «Kamazhai ». This is
because no one has yet provided a concrete
definition of this particular dance. In this
connection, there was a need to analyze
the dance to confirm its place in traditional
culture, as well as to determine the
correctness of the method of ontology-
oriented approach in the study of Kazakh
folk dance.

Methods

The article observed six important elements
of traditional dance through an ontological
approach.

Ontological modeling is creating
formal models to present knowledge
of traditional dance. This includes a
description of the categories, styles,
methods of dance elements, and their

interrelationships. Nodes are the creation
of graphs or networks that represent the
different elements of the dance and the
relationships between them (for example,
a sequence of movements or traditional
meanings).

Empirical research is the use of control
methods to identify the main elements of
dance and their structural characteristics.
Data analysis from videos, audio
recordings, or live performances
can be used to identify general patterns in
dance practice.

During our work with the control
method, we helped to determine one
specific meaning of the dance “Kamazhay’
by connecting sets with the poem.

[t was determined what time this
dance covers by means of analytical
analysis, comparing it with other national
dances.

In our historical research, it was used
to give a complete and accurate definition
of the word’s meaning. At the same time,
the historical method helped us to achieve
one result based on the data in determining
which period our dance covered.

Classification and categorization - use
in developing and tabulating classifiers that
can organize dance elements and practices.

’
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Discussion

1. «Kamazhai » — is one of the works

of dance art that derives its name from
the Kazakh song «Kamazhai », which is
widely known among Turkic-speaking
peoples. The dance is thought to have
appeared around the 19th century. It
conveys beauty and grace, as if trying to
express the meaning of the song. On one
hand, it is a dance, and on the other, a
song, representing an exquisite example of
Kazakh culture and song-dance art.

2. «Kamazhai » is a girl’s name. In
Kazakhstan, names consisting of two
parts or compound words that carry dual
meanings are quite common. For example,
if we take the legendary dancer Shara
Zhienkulova, her full name was Gulshara,
which combines “gul” (flower) and “shara”
to convey a deep meaning. “Kamazhai ” is a
similar name that embodies a combination
of two ideas, as seen in the following
references.

- KAMA (Kama)— noun.A valuable fur
animal, beaver. “Young people often wore
fashionable hats made from the fur of a
beaver (Kazakh SSR History).”

- KAM (Kawm)- (1) archaic. Shaman,
sorcerer, healer, soothsayer, fortune-
teller, medium. (2) Preparation: to make
preparations. (3) Sorrow, grief.

- ZHAI (Koit)— particle. 1. To speak
calmly, thoughtiully, and slowly. “Our
Begimbet’s son doesn’t abandon his kin,”
he said calmly and thoughtfully, “we’ll
consider the strength of our vehicles” (M.
Zhumagulov, “The Eagle”).

By focusing on the meaning of the lyrics,
we arrived at the following conclusion:

KAMDANUDA (Kamnanyna)— verb.
The process of preparation is ongoing,
getting ready for the road ahead. Here,
it signifies that someone is preparing for
something.

ZHILANU (JKaiinany) — The noun
form of the verb “;kaiinany,” meaning to
find peace or comfort (Baiynkol Kaliyev).

Why did we come to this conclusion?
The dance movements align with the lyrics,
suggesting that a girl is preparing for
something.

3. The song «Kamazhai » is found in
folk literature. It is recognized as a folk
song. Recent research by philologists has
proven that the song does have a specific
author. To be precise, the author of the
song is Mustafa Segiz Seriuly (1840—
1899). This information was revealed
in an article published in the “North
Kazakhstan” newspaper, issue No. 13,
written by Karakat Yskakuly Shalabayev,
an Honored Worker in Education of the
USSR, labor veteran, and philologist,
titled “Kamazhai Is Not a Folk Song,”
where he provided concrete evidence
(Shalabayev Karakat).

«At first, Kamazhai had a single feather,

Parted from Kamazhai , I was mocked,

While separated from Kamazhai ,

Where have my laughter and joy gone?

Ahai lilai, lililai,

Kamazhai , you’ve fallen behind, my
dear».

[f we pay attention to the meaning,
the lyrics describe the actions and
preparations of a girl, revealing the essence
of the title. This song was traditionally
performed with the Kazakh national
instrument, the dombra, or sung a cappella.

The song was first notated by composers
Yevgeny Brusilovsky, Latif Khamidi,
and Akhmet Zhubanov. These individuals
made significant contributions to
Kazakh music, transcribing folk
melodies to lay the foundation for the
professionalization of Kazakh musical
traditions. In dance, this melody is used
by instructors during rehearsals with
accompanists.

4. In Kazakh dance, hand positions
and movements are highly expressive
and diverse. Combined with head and
body movements, they convey a sense
of national character. « Many basic
positions of plastic hands replicate the
oldest and most widespread examples of



Kazakh ornamentation, which emerged movements in the «Kamazhai » dance

during labor activities in accordance depict the adornment and display of
with the people’s real living conditions. jewelry characteristic of a young girl,
These include cosmogonic, geometric, reflecting the song’s content. These
zoomorphic, and plant motifs» (Olga essential dance poses and movements
Vsevolodskaya-Golushkevich). The are shown in the table (Table 2).

Table 2. Basic poses and movements of Kazakh dance by Shara Zhienkulova.
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Used by gestures such as: (Idrisova
Salima).

Now, let’s focus on the video material
(Kuketov Berik). As observed in the video,
the movements in the dance are derived
from the daily life of a Kazakh girl.

5. Ontological perspective — it
emphasizes the importance of the meaning
of words, along with current changes.
Therefore, if we delve into the meaning of
the words, the song’s first verse mentions
the feather on the girl’s headdress. This
leads us to Shara Zhienkulova’s book, “The
Secret of Dance,” where she describes the
traditional attire in the «Kamazhai » dance,
indicating that young girls performed this
dance. To be more specific:

«@irls under the age of sixteen wore
dresses with two or three skirts reaching
down to the ankles, along with a small vest
or short camisole. The chest was adorned
with coins, beads, coral, pearls, or silver
buttons. They decorated themselves with
earrings, rings, and bracelets. In the
summer, they wore embroidered shoes
(kebis), and in the winter, they wore heeled
boots».

«A beautiful little skullcap (takiya) was
worn on the head — they came in various
shapes: round, flat-topped, five-pointed, or
shaped like a yurt. They were adorned with
ornaments, beads, coins, and, of course,
feathers». (The Secret of Dance, Shara
Zhienkulova). Based on this description,
through the song’s lyrics, we identified both
the costume and the age group suitable for
the Kazakh dance.

6. «Kamazhai » does not promote a
specific tradition, but rather reflects the
connection between the words of the song
and the movements. This connection
aligns with the aesthetics of a Kazakh
girl, highlighting her natural grace and
describing the traditional clothing. As
evidenced by the references above, this
relationship with the song’s lyrics is
unique. This approach is not exclusive
to Kazakh dance but can also be seen
globally, where movement and lyrics

correspond. For example, the Uzbek dance
“Yalla” and the Kazakh «Kamazhai » share
similarities. Based on the six elements of
this particular ontological approach in the
study of traditional dance, we determine the
similarity and contradictory direction.

1.Dance style: Yalla is a dance from the
Uzbek people. The basis of this dance is a
dance taken from the life of a girl. “In the
country of Uzbekistan, such song genres of
folk art as koshuk, lapar, ashra, yalla, which
have acquired their official completeness in
the culture of” ichkari “(“women’s half”)
in the Fergana feminine environment, have
long been found (Gafurbekov, Karomatov,
Olimboe, Akhmedova, ) (Turgunova
Nasiba).

2.In various dance movements, natural
phenomena, labor processes, feelings
and experiences of a woman, her dreams
and aspirations were poetically reflected.
Although the movements of the Yalla
dance are the main movements but their
names still have little use today: they are
kiygir buyin, ufar, ufari sahta, Maida ufari,
Yurga, Zang, charh, ailanish, Gul uyin,
Shoh, duchoba. When the people’s artist
of Uzbekistan Razia Karimova began to
systematize and record the movements
of the Fergana dance according to their
content, she gave all other movements their
proper name.

3.Basically, Yalla is performed in a fun
way. In the art of Fergana yallachi, the
connection between melody and word is
manifested in different ways. As a result of
this relationship, different forms of song
genres emerged. In particular, in the
Yalla genre, we find the structural forms
“poem-chorus” (“song-chorus”) dominant.
According to the formal structure of the
genre, a solo singer and an ensemble
consisting of two or more singers are
involved. In this case, the poem is sung by
the soloist, and the chorus is sung by the
entire ensemble.

Man otimni,

Kodir Ollo, etkaz Meni kelinchakka-e,

Kodir Khudo etkazganda kelinchakka,
VOi-Voi,



“I don’t know,” he said. nakarot:

Oh, ukanozim, voei,

“I’'m sorry,” she said.

Where in sogingand, Oh, elgizimey!

This Yalla is present in the Namangan
women’s repertoire, performed by two

Figure 1. Girl dancing during the “Yalla” dance by
Nasiba Turgunova.

women (duet) during the performance of
the game, which had a special theatrical
scene. To fully understand the outfits
and performance of the Yala dance, we
considered 1 suert as a model. (Figure 1)
4.Performance of the Yalla games
with various dances and movements
performed with the beats of the pit or doira
(percussion instrument oval shape) for
rhythmic strokes of the palm. By the time,
when the dutar (stringed instrument) hung
on the wall, became an invariable attribute
and an indicator of the cultural level of
families and firmly entrenched in the life
of the most capable women mastered this
musical game on the instrument and played
on it, dance melodies or accompaniment

brought the playing in their songs to a high
level of professionalism. At the same time,
amateur performances appeared, this solo
performance was accompanied by the game
in dutar (Turgunova, Nasiba).

5. «In the art of Yallachi, the synthesis
of poetry, music and dance, song genres
were created dance usul (musical rhythmic
formulas), women’s intonations and
melodies characteristic of creativity, as
well as various folk songs in a new way,
lapar, ashula, yalla appeared (Karomatov
F., 1961; 1978; 1985; Rajabov 1., 1972)»
(Turgunova, Nasiba).

6.As evidenced by the historical sources
and memoirs of eyewitnesses, the Fergana
yallachs, participating in all cultural and
educational events and rituals of women,
mainly used the works of yalla, lapar, er-er,
Ulan (aithishuv) and other genres of folk
women’s creativity, many of which were
themselves creative personalities, wrote
songs, improvised, used the movements of
dances on the square.

So it turned out. (Table 3)

The early representations of the Yalla
dance are reflected in Notebay’s article,
for example, about the middle-aged
Mousturabibi-Yallachi who organized a
troupe of young girls and taught them
to perform in society. “The troupe was
formed on a voluntary basis” (2). Hamza
Hakimzade Niyazi, in his drama “The
Secrets of the Paranja or the Yallachi
Case,” depicted historical events in the life
of the famous Kokand Yallachi - Moustur
Khoziz from 1882 to 1919 (Usmanova
Gulasal). Based on these references,
the similarity between the “Yalla” and
“Kamazhai ” dances is significant. This is
because the connection between the dance
and the song of that era clearly shows the
emergence of fundamental movements
in national dance performances.
Consequently, the importance of the
“Yalla” dance in Uzbekistan and the
“Kamazhai ” dance in Kazakhstan is linked
to the portrayal of girls’ manners in their
daily life, with the initial distinctive forms of
movements emerging.
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Table 3. Proposed Structural movements and meanings in dance.

Main move Meaning
Tung (ToHr) Dawn
Osmon (OcmoH) Sky
Kuyesh (Kyew) Sun
Tulkin (TynkuH) Wave
Dovul (Josyn) Storm (Gale)
Yarim Oy (fpum on) Half Moon
Gul (T'yn) Flower
Guncha (T'yHua) Bud (Flower Bud)
Shokcha (LLoxya) Branch
E Yoy Otish (Ei oTuww) Archery (Shooting with a Bow)
: Charchpalak (HYapxnanak) Swing
é [lon 1zi (MnoH n3n) Snake’s Trail
‘: Kaldyrgoch (Kanabiprou) Swallow
é Usma Kuyish (Ycma ky#ui) Eyebrow Painting
: Chevarlik (YeBapnuk) Embroidery
5 Rumol Uyin (Pymon yiiunH) Playing with a Scarf
© Mayin Sabo (MaiinH ca6o) Breeze
248 Kongil Jilvasi (KoHrun >xxunsacu) Heart Game
Uyali (Yanuw) Shyness
Oyjomol (Oikamon) Charm
Khipchabel (Xunuaben) Slim Waist
Labi Guncha (JTabu ryHua) Lips Like a Bud
Zulfi Zanjir (3yndu 3aHxmp) Hair Twists
Hayol (Xaén) Dream

MAN IN THE ARTISTIC PICTURE OF THE MODERN WORLD

Oynakka Karash (OiHakka kapalw)

Looking in the Mirror

Koshi Kamon (Kowwu kamoH)

Arrow-shaped Eyebrows

Here is a table summarizing the terms
and their meanings related to the “Yalla”
dance and the comparative significance of
the “Kamazhai ” dance:

Yalla Dance: Originates from Uzbek
culture and includes various movement
terms that reflect natural phenomena, daily
life activities, and cultural practices. This
dance has specific gestures representing
these concepts.

Kamazhai Dance: This Kazakh dance
similarly incorporates gestures reflecting
aspects of a girl’s daily life and cultural
practices, showcasing the connection

between dance movements and societal
roles.

Teaching the fundamentals of Kazakh
dance involves significant contributions
from the music and movement training for
girls.

Results

The article’s ontological approach revealed
six key elements of traditional dance.
Ontology (from Greek: «ontos»—
being, «logos»—study) is a branch of
philosophy. It is a division of philosophy




(and metaphysics) that deals with defining
the fundamental nature of things in the
world (e.g., whether entities exist) and their
properties.

It examines the universal basis, the
principles of existence, its structure, and
patterns (Kazakh Encyclopedia).

What areas does ontology generally
cover?

1. In Information Technology:

Example: «Ontology-oriented system
design enables more accurate description
and structuring of data, ensuring its more
efficient use» (cinema, television, internet
video materials).

2. In Science:

Example: «An ontological perspective
on an issue allows researchers to
understand better the key categories and
relationships within a thematic domain»
(philosophy) (Deepjyoti Kalita). The
following model was considered. (Figure 2)

Proposed Structural Model

Figure 2. Ontological Models of Dance: Key
Categories and Relationships in the Thematic
Domain by Deepjyoti Kalita.

To achieve precise data, we consulted
various literature, articles, video materials,
and conducted interviews during our
research. The ontological analysis of the
“Kamazhai ” dance clarified its origins,
costume styles, the meaning behind the
lyrics, and the primary essence of its name.
Our study also examined how the dance’s
value to the nation is reflected in the
broader context of traditional dance.

In order to gain access to reliable data,
a lot of literature, Articles, video materials
and interviews were created during our
research work. During the ontological

analysis of the dance” kamazhay”, we came
to a clear decision to reveal the history of
origin, clothing patterns, the concept of
the poem as a word, the main meaning of
the name. In addition, in our article, we
considered the value of traditional dance
to the nation as a whole, forming the basis
of our preliminary analysis of heritage
dance. The ontological approach helps
dancers and teachers to learn the National
Dance in a structured way. In the future,

it can be used for deeper mastery and
improvement of skills, become the basis
for the study system and analysis of dance.
The movement in the dance” kamazhay

“ contributes to the preservation of the
song and connection of the movement,
national culture, a comprehensive study
of each Kazakh dance. This is a reflection
of the emotional state of the people, their
aspirations and beliefs. The ontological
approach emphasizes the preservation and
transmission of dance traditions. It was
established that the dance not only retained
its form, but also understood its meaning,
was associated with the most important
stages of life, traditions. This allows you

to see dance as a legacy that develops but
maintains a connection with the past.

Basic provisions

During the study, the following scientific
results were developed and formulated:

- The ontology-oriented method is
justified for studying traditional national
Kazakh dance, contributing to the complete
understanding of the value and significance
of dance folklore.

- The ontology-oriented method has
identified six main directions of the dance
under consideration, revealing the main
functions of this type of creative activity.

- Based on this approach, the folklore
dance “Kamazhay” was comprehensively
analyzed, making it possible to determine
the authorship of this dance action and
establish its creation.

- During the study, it was once again
confirmed that the close connection
between words and music is a specific
feature of Kazakh dance folklore.
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- The authors of the article reveal
the possibilities of practical application
of the ontology-oriented method in the
perspective of studying traditional dance
creativity and returning it to new life in
modern culture.

Conclusion

The ontological perspective has greatly
aided in comprehensively studying
traditional dance, including the “Kamazhai
” dance. Analyzing the word “Kamazhai

” revealed that the dance reflects aspects

of a girl’s grooming, preparation, and
adornment through its movements. This
article is intended to provide information for
future dance professionals and serve as a
historical reference.

In summary, we found that the
“Kamazhai ” dance:

1. Represents an exemplary model of
song and dance art,

2. Is associated with the meanings of
preparation and refinement,

3. Was authored by Mustafa Segiz Seri,
not a traditional folk song,

4. Clearly links the lyrics with the
movements,

5. Was performed by young girls, as
evidenced by costume research,

6. Covers the 19th century, as observed
from comparisons with similar dances from
other cultures.

7. It was found that it is a dance
performed by young girls. The importance
of this method in determining the

importance and meaning of each traditional
dance helps to determine the specifics of
our folk dance. Because through dance,
music, costumes and movements, the
historical knowledge and experience of the
ancestors are preserved. Traditional dances
are one of the most important elements
of national and ethnic identity. They help
to preserve the characteristics, culture
and customs of the population even in the
context of globalization, where external
influences threaten the disappearance of
local traditions. Thus, the importance of an
ontological approach to traditional dance is
due to the fact that it has different functions
and makes a significant contribution to
the development of culture, education
and social life, while maintaining a close
connection between the past and the
present.

At the same time, Kamazhay’s poem
is widely distributed in other countries
due to the changes in the melody, which
give it a new interpretation. Furthermore,
due to reinterpretations of the music, the
“Kamazhai ” song is gaining popularity
in other countries. For example, the
traditional Kazakh song “Kamazhai ”
can be viewed on YouTube performed by
Stimer Ezgii, where it is accompanied
by the dombyra and Turkish instruments
(Aji Gani). Belgian artist Julien Jafires
also created a European-style rock
interpretation of the Kazakh folk song
“Kamazhai ,” incorporating the dombyra
into his performance, which has gained
notable attention globally (Julian Jaffres).
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B.A. KykeToB — MaTiHHIH Teopusnbik 6eniriH KanbinTacTbipy, AepekKe3aepMeH XKYMbIC
XOHe anblHFaH MaNiMeTTepAi MHTepnpeTauuanay. Matepuanapl Tanaay xaHe xyneney,
3epTTeyAiH NpakTUKanbik 6eniriH opbiHAAY.

0.b. LlaHkblb6aeBa — binbIMKU XeTeKwici. Herisri MaTiHAai, aHAaTna MaTiHiH FblbIMK
penakumsnay.
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KykeroB Bepuk, Lllanku6aeBa Anus

Kasaxckasi Haunonasnbhasi Akanemusi Fiekycers nm Temup6eka yKyprenosa
(Anmarbl, Kazaxcran)

OHTOJ/1I0r0-OPEHTUPOBAHHbIA NOAXOA K TPALULLMUOHHOMY TAHLLY: HA MPUMEPE
KA3AXCKOro TAHLIA

AHHoTaums. B aaHHOM cTaTbe Bblia NpoaenaHa BCECTOPOHHAS OHTONOr0-0peHTUPOBaHHas pabota no
nccnenoBaHuio TaHua «Kamaxkai», Ha npUMepe KOTOPOro PackpbiT METOZ, HaYanbHOrO U3y4YeHUs UMEHHO
TPaAULMOHHOIO TaHLA, KOTOPbIW CNOCOBCTBOBAN BbISIBNEHMIO LIECTM OCHOBHbLIX KOMMOHEHTOB aHaIM3a.
370 - TaHUEBa/NbHbIE CTUIU, My3blKalbHAsi OCHOBA, KOHTEKCT U CUMBOJIMKA, NMO3bl U ABUXKEHMS, KOCTIOMbI

W aTpuBYTbI, TPAAMLMOHHbIE pUTYasbl U 06bl4au. PaccMoTpeHne HaLMOHANbHOO TaHUa «Kamaxai» ¢

€ro 0CHOBHbIMU QYHKLMSAMU, TAKUMM KAK: ICTETUYECKAS, MPaKTUYEeCKasi, COLMAbHas, BOCNUTaTEbHAa U
UCTopUYecKas, ABNSETCS OCHOBHOW TEMOM AAHHOO UCCNeA0BaHMS.

Llenbto cTaTbu aBNseTCS 0603HA4YEHNE OHTONOr0-OPMEHTUPOBAHHOMO NOAX0AA Kak Hanbonee
BEPHOro METoAA B U3yYeHUU TPALMLMOHHOIO HALMOHANbHOrO TaHLA, CMOCOOCTBYHOLLErO BCECTOPOHHEMY
QHanNU3y TPAAULMOHHOIO HALLMOHANbHOTO Ka3axCKoro TaHLa B LLeNIOM, C MOMOLLbK KOTOPOro Ka3axckui
(ONbKNOPHbIN TaHeL, 3aiiMeT CBOE 3HAYMMOE MOJOXKEHWE B TPAAULMOHHOM KyNbType Hapozaa.

Pe3ynbTaTom AaHHOrO MccnenoBaHMS SBUNICS BCECTOPOHHMIA aHanu3 TaHua «Kamaxaiiy», Ha npumepe
KOTOpOro aBTOPbl MOATBEPAWIN BEPHOCTb BbIBPAHHOIO OHTOOr0-OPUEHTUPOBAHHOMO MOAX0AA B
U3y4YeHMUM TPALMLMOHOIO HALMOHANBHOrO TaHUa. Ha ocHoBe AaHHOro Noaxona NosiBMAAch BO3MOXHOCTb
onpeneneHuns U yTBEPXKAEHMS 3HAUMMOCTH TaHLA «KaMaxaii» B HaLMOHaNbHOM KynbType Hapoaa. Ha
OCHOBE LLECTU OCHOBHbIX HAaNpaB/ieHWI aHanu3a B TaHLe «KaMaxali» packpbiTa CBS3b TEKCTOBOMO U
TaHL,EBa/IbHOrO COAEePXKaHMWs, YTO OMpesennIo Knacc TaHLa, Kak OTHOCSALLErocs K AeTCKOMY (hoNbKIopY,
YTO, COOTBETCTBEHHO, PACKPbLIIO €ro Ha3HA4YeHWe — B UTPOBOM U HEMPUHYXAEHOW hopMe NposBUTb
BOCMUTATE/bHbIE DYHKLMMU U NMOATOTOBUTL AEBOUKY K €€ A0/bHENLLEN COLMANbHOM XM3HU. OCHOBHbIMM
pe3ynbTaTaMu UCCIEeA0BaHNUS SBSKOTCS aHANM3 U NPAKTUYECKOe NMPUMEHEHME METOAA OHTOOrO-
OPVEHTMPOBAHHOIO MOAX0AA B U3yYeHUM (DONIbKIOPHOrOo TaHLaA, Ha NpuMepe TaHua «Kamaxai». Ha
OCHOBE BHOBb OTKPbIBLUMXCS GAKTUYECKUX AAHHBIX O TaHLLe, Obio BnepBble npoBeaeHo bonee rnybokoe
nccnenoBaHWe 3TOro TaHLEBaIbHOMO AENCTBUS, YTO PACKPbIIO CyTb M 3HAYEHWE 3TOro NPOCTOro C
BMAY M yBOKOro no coepXkaHuto TaHua. JanbHenWwmin aHann3 HauMoHanbHoro GobKI0pHOro
TaHLa B LLeJIOM C MOMOLLbI AAHHOIO MeToaa byaeT cnocobCcTBOBaTb COXPAHEHMIO TaHLLEBaIbHOMO
(onbKNopa, ero U3y4eHuto 1 onpeaeneHuo AOCTOMHOrO MecTa B eAMHONM CeMbe HALMOHANbHOIO
donbknopa. MeToz, packpblBaeMblii B CTaTbe, OyAeT cnocobcTBoBaTh 060ralleH0 MCTOPUHECKON U
TEOPETUYECKOM 3HAUMMOCTU Ka3axCKOro TaHLA, Kak B MPAKTUYECKOM UCMOIHEHWUM, TaK U B YHEOHOM U
nccnenoBaTenbCkoM npoueccax.

Kntoyessie cnosa: Kamaxkal, OHTONOMMS, TPaAMLMOHHbIM TaHeL, Hacneaune, KasaxCckui TaHeL,
UCTOPUYECKUI TaHeL, HALMOHA/bHbIM TaHeLL.

Ana yumupoeanus: Kyketos, bepuk, Anus LLlaHknbaeBa. «OHTONOr0-0pUEHTUPOBAHHbIN NMOAXOA, K
TPaAMLUMOHHOMY TaHLY: Ha NpuMepe Kasaxckoro TaHuax. Central Asian Journal of Art studies, 7.9, N2 4,
2024, c.241-255,D0I: 10.47940/cajas.v9i4.956

bnazodapHocmu: ABTOPbI BbIpaXatoT CBOK 6/1arofapHOCTb peaakumm xxypHana «Central Asian
Journal of Art Studies» 1 peLieH3eHTaM 32 NPOSBAEHHbIN MHTEPEC, @ TAKXKe 33 MOMOLLb B MOATOTOBKE
[aHHOM CTaTbU K NyOAMKALMUK.

Asmopbl npodumanu u 0006puu OKOHYaMesbHebIli 8aPUAHM pyKonucu U 3ase/sm 06 omcymcmauu
KOHGIUKMa UHMepecos.
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Kykeros Bepik, LllankbiGaeBa Daus

Temip6ek )Kyprenos atbinarsl Kazak yaTThiK 6Hep akaaeMHsIChl
(Anmatol, Kazakcran)

OOCTYPJII BUTE OHTONOIUANDBIK BAFOAPNTAHFAH ToClJ1: KA3AK BUI MbICAJIbIHOA

Anparna. byn makanaga «Kamaxai» 6uiH 3epTTey 60MbIHLLIA XaH-KaKTbl OHTONOTUAbIK, BaFbITTaNFaH
YKYMBbIC XYPri3ingi, OHbIH MblCanblHAA ASCTYPAi 6uAi 6acTankbl 3epTTey 9AicCi alblbin, TanAayabiH,

anTbl Heri3ri Kypamaac 6eniriH aHbikTayra MyMKiHAK 6epai. Byn Makanapa «Kamaxai» 6uiH 3eptTey
6OMbIHLIA YXaH-XaKTbl OHTONOMUANbIK, BaFbITTaNFAH XKYMbIC XXYPri3iNAi, OHblH, MbICaNbIHAA ASCTYpPi

6uai 6actankbl 3epTTey aaici kepceTingi, byn afic TanaayablH, anTbl HEri3ri KOMMNOHEHTIH aHbIKTayFa
MYMKiHAiK 6epai. bByn — 61 ctunaepi, My3biKanblk, HEFi3, KOHTEKCT NeH CMMBOMKA, NO3aiap MeH
KMMbINAAP, KWiMAEP MeH aTpubyTTap, A3CTYPAi FypbinTap MeH paciMaep. «KKamaxai» ynTTbik 6uiH
OHbIH, Heri3ri QyHKUMANapbIMEH, SFHU 3CTETUKANbIK, MPAKTUKANbIK, 91€YMETTiK, TIpOUEenik xaHe Tapuxu
acnekTiiepMeH KapacTblpy OCbl 3€pTTeYAiH, HEri3ri TakpIpblObl 601bIN TabblNaAbl. MakanaHblH MaKcaThl
— 03CTYpAi YATTbIK BuAi 3epTTeyne e TMiMAi 94ic peTiHAe OHTONOrUANbIK OaFblTTaFbl KO3Kapac TaCiNiH
Kepcety, byn Tacin Kasak GonbKNopblK 6UiH XaH-XaKTbl TangayFa MyMKiHAIK 6epefi xaHe Ka3ak Xanblk,
OMiHIH A3CTYPNi MBAEHMETTEri MaHbI3AbIIbIFbIH aHbIKTAYFa biknan eTedi. byn 3epTreyaiH HaTUXeciHae
«Kamaxai» 6Ui aH-aKTbl TaNAaHbIM, aBTOPAAP AICTYPAI YATTbIK OUAi 3epTTeyae TaH4anfaH
OHTONIOTUSANBIK, BaFbITTaFbl KO3KAPAC SAICIHIH, AYPbICTbIFbIH aHbIKTaAbl. byn Tacin HerisiHae «Kamaxai»
OMiHIH, XaNnblKTbIH YATTbIK M3AEHWUETIHAETT MaHbI3AbIIbIFbIH aHbIKTAM, OHbl AdNenney MyMKiHAIri nanaa
6onabl. TangayablH anTbl Herisri 6arbiTbl 60ibIHIWA «KaMaxal» BUiHAe MATIHAIK )XaHe 61 Ma3MYHbIHbIH,
6aiinaHbichl awbingpl, 6yn 6uai 6ananap GonbKAOPbIHA XaTKbI3yFa MyMKIHAIK 6epai, COHbIMeH KaTap
OHbIH, MiHAETI — Tapbuenik QyHKUMSINApAbl OVbIH TYPiHAE KepCeTe OTbIpbIM, Kbi3 6anaHbl 6onatiak,
91IeyMETTiK eMipiHe faiblHAAy eKeHAiri aiKpiHAanabl. byn afic apKbiabl YATTbIK, GONbKAOPAbIK OUAIH,
ofaH api 3epTTenyiHe, 61 GONbKAOPbIHbIH, CAKTaNYbIHA, OHbIH, 3E€PTTENYIHE XIHE YATTbIK (GONbKIOPAbIH,
6ipTyTac 0TOAChIHAAFbI NAMbIKTbl OPHbIH aHbIKTAYFa biknan eTedi. Makanana KapacTbipbliFaH 3Aic Kasak,
OUiHIH TAapUXU XKaHE TEOPUSbIK, MaHbI3AbIbIFbIH, COHAAM-aK, OHbIH, MPAKTUKANbIK OPbIHAAYbIHAA, OKY
XXaHe 3epTTey yaepictepiHae H6aibiTyFa biknan eTesi.

TyiiiH ce30ep: KaMaxaw, OHTONOrUSA, A3CTYPAI 61, Mypa, Ka3ak 6ui, Tapuxu 6u, yTTbik Hu.

Aoaiiekce3 ywiH: KykeTtoB, bepuk xaHe LaHkbibaeBa onus. «0acTypni 61Ure OHTONOMUANbIK,
OarmapnaHfFaH TaCin: Kasak 6ui MbicanbiHaax». Central Asian Journal of Art studies, 1.9, N2 4, 241-255 66.,
DOI: 10.47940/cajas.v9i4.956

Anroic: ABTopnap «Central Asian Journal of Art Studies» >KypHanbiHbIH, peaakLUmsacbiHa XaHe
peLeH3eHTTepre 0Cbl 3epTTeyre Kbi3blFyLbIbIK TaHbITKAHAAPbI YLUiH, COHAAN-aK, MaKaNaHbl Xapusanay
6apbICbIHAAFbI KEMEKTEPIH TUTi3reHAepiHe 83 anfbiCTapbiH 6ingipesi.

Asmopnap Kom«a3baHblH COHFbl HYCKACbIH 0KbIN, MAKY/10a0bl #aHe Myddenep Kalilbl/blFbl HOK
eKeHOieiH Manimoelioi.
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