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ABSTRACT

This master’s thesis explores how the embodied practice of Kazakh folk dance fosters self-
actualization by reconnecting individuals with their nomadic heritage in contemporary urban settings.
At the core of the study lies a deep dive into the dance as a multilayered cultural practice, the value
of which extends far beyond aesthetic appreciation. Each movement is seen as a vessel of
intergenerational systems of thought and belief, capable not only of preserving tradition, but also of
embodying and continuing it as a lived experience.

The research is structured around three interrelated dimensions. First, focusing on the affective
and cognitive levels of engagement, it positions dance as a form of self-expression that cultivates
bodily awareness and emotional resilience. Second, it explores cultural rediscovery by demonstrating
how Kazakh folk dance, rooted in a nomadic worldview and lifestyle, serves as a visual manifestation
of spiritual ancestral heritage, one that is comprehended by practitioners through physical practice.
Third, in seeking to understand the interpretive dimensions of the practice, the study looks at the
importance of the choreographer’s role in mediating tradition through storytelling and movement.

Framed through the lens of living heritage, this thesis sees dance as a dynamic site for
intersection of individual and collective, then and now, body and culture. It aligns with the Cultural
Policy Concept of the Republic of Kazakhstan for 2023-2029, which highlights the relevance of
various traditional forms of artistic expression, including folk dance, in strengthening national
identity and cultivating creative capacity within society, thereby contributing to collective
consciousness and well-being. Yet, despite its recognition as an important element of cultural
heritage, the transformative social potential of Kazakh folk dance remains underexplored, particularly
in relation to its practice as an amateur leisure activity. This study, therefore, seeks to bridge the gap
by employing a human-centered approach.

As a further point, qualitative fieldwork involves participant observation and semi-structured
interviews with three groups of Kazakh dance practitioners: amateurs, professional choreographers,
and academic researchers. Based on this material, the study identifies eight key pathways through
which self-actualization through dance is, indeed, realized: (1) Identity and self-expression, (2)
Immersive engagement and transformation of perception, (3) Spirituality, (4) Cultural awakening, (5)
Kazakh dance as an embodied expression of ancestral knowledge, (6) Music and attire, (7)
Choreographer as storyteller: dance as destiny and mission, (8) Dance as the heritage of the future.

For participants of various ethnic backgrounds, dance becomes a space where personal
experience, the desire to better understand oneself and one’s roots, and a longing to belong,

particularly within the hybrid identity shaped by Kazakhstan’s multiethnic history, form a strong



motivation to engage with the dance. In this process, the combination of symbolic depth and physical
intensity becomes a tool for exploring questions that have not yet been verbalized. Several
participants described a strong internal pull toward culture in all its forms, while professional
practitioners and scholars emphasized their deeper mission to facilitate the process of initiating others
into it. In this vein, it becomes evident that the nation is undergoing a process of cultural
reimagination, as it moves away from inherited frameworks of imperial and Soviet thinking. Within
this process, dance is instrumental, and spirituality, although interpreted differently by each
individual, emerges as a central theme.

In this context, the research revealed a broader understanding of spirituality, which was initially
associated with harmony with nature. This harmony is not simply a return to nature as a separate
realm, but rather an experience of integration with the world as it is lived day to day. In this sense,
self-actualization occurs not only through connection with heritage, but through the creation of a
dialogue with its many facets, which allows individuals to draw from it what resonates most with
them. This underscores the importance of the human factor and subjective judgements.

The study also revealed a deep sense of responsibility and a strong desire to preserve this artistic
tradition for future generations, as well as to exercise agency in shaping its development while
maintaining its core values and concepts. Although this question goes beyond the scope of the present
research, it offers significant potential for future inquiry. As a result, the findings offer new insights
for scholars, demonstrate the contemporary relevance of the topic, and lay the groundwork for more

detailed future research on this embodied cultural practice.
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INTRODUCTION

1. Problem statement and research question

Kazakh folk dance, bi, serves as a language of movement that intertwines grace, plasticity, and
expressiveness. This art form reflects not only the aesthetic and spiritual essence of nomadic life but
also functions as a repository of collective knowledge and memory, passed down through generations
(Abirov, 1997; Sarynova, 1974; Mosiienko, 2016). However, the rapid urbanization and modern
sedentary lifestyles in Kazakhstan have weakened the connection between contemporary society and
its cultural roots (Kulbekova, 2008-a). Which, in turn, challenges the transmission and relevance of
folk dance in the present context — not only as an important element of intangible heritage but also as
a means of self-actualization, particularly in cosmopolitan context.

Therefore, this research seeks to address the central question: How does the embodied practice
of Kazakh folk dance enable self-actualization by reconnecting individuals with their intangible
cultural heritage in contemporary urban settings? To further explore, the following sub-questions are
proposed: (1) How does the performance of specific dance elements foster self-actualization among
practitioners? (2) How does the physical practice of these movements cultivate a spiritual connection
to ancestral nomadic heritage? (3) What role does the choreographer play as a storyteller in conveying
the meaning behind the dance?

Building on this, the relationship between the sub-questions and the central research question
can be outlined as follows. The first sub-question directly brings up the emotional and cognitive
dimensions of engaging with dance. It addresses the self-actualization component by examining how
movements, specific to Kazakh folk dance, function as a means of personal fulfillment and self-
expression. The second sub-question then shifts from the personal experience of self-actualization to
a broader cultural reconnection. Since Kazakh folk dance is deeply tied to nomadic traditions, the
physical act of dancing can evoke a sense of embodied ancestral knowledge and spirituality. Finally,
the third sub-question introduces the interpretive and pedagogical dimensions of Kazakh folk dance.
While self-actualization occurs at an individual level, the choreographer’s role is instrumental in
transmitting the meanings embedded in dance movements. The way dance is taught and framed can
strongly influence how it is understood, which makes storytelling an essential part of dance as a living

heritage practice.

2. Purpose of the study

This thesis, therefore, aims to understand how traditional art forms can maintain their relevance

in a rapidly evolving modern society. Kazakh folk dance, as an ideal subject, provides a lens through
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which to analyze cultural continuity through embodied practices and explore its role as a tool for self-
actualization, ultimately contributing to enhanced well-being, amidst the fast-paced rhythms of urban
life. By doing so, this research aims to contribute to the broader discourse on the instrumental value
of intangible cultural heritage, particularly its ability to nurture spirituality in connection with nature,
central to the nomadic ethos (Masanov, 1995).

Furthermore, the author’s motivation for exploring this topic is deeply tied to a personal
connection with dance, nurtured through years of participating in extracurricular activities during
elementary and secondary school. These early experiences sparked a lifelong appreciation for the
emotional depth of this traditional art form, where every movement carries special meaning and value
(Kulbekova, 2008-b). Over time, this curiosity has grown into a keen interest in exploring how
tradition, modernity, and personal experience intersect.

In this vein, the author believes that the private dance school ‘Open Ballet’ emerges as a
particularly relevant case study, since it welcomes recreational practitioners of all ages to engage with
Kazakh folk dance in ways that are meaningful to them personally. Founded in the summer of 2016
by Madina Iksanova in Almaty, Kazakhstan’s cultural capital and largest city, ‘Open Ballet’ initially
offered ballet classes for children and adults of all skill levels. This inclusive approach particularly
appealed to many women who wished to practice ballet but were discouraged by prevailing
stereotypes, such as the notion that serious engagement with ballet must begin in early childhood or
that it necessitates an idealized body type and exceptional flexibility. The studio gradually broadened
its repertoire to include contemporary dance, yoga, and other dance styles (Batskikh and Mukitanova,
2020). It was also among the first to offer Kazakh folk dance classes to all interested participants,

regardless of background or experience.

open ballet
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Image courtesy: (1) The school’s ballet students, photographed by ‘Open Ballet’ Studio for ‘The Village Kazakhstan’ portal.

(2) Kazakh dance classes, screenshot from the ‘Open Ballet’ Instagram profile.



3. Scientific and social relevance

Kulbekova (2008-a), in her study on the challenges facing Kazakh folk dance in the 21 century,
identified several factors contributing to the estrangement between modern Kazakhstanis and their
cultural heritage. Once an integral part of the daily lives of the nomadic tribes, particularly in
shamanistic rituals, Kazakh folk dance was majorly affected by the forced transition from a nomadic
to a sedentary lifestyle initiated by Imperial Russia and later reinforced under Soviet rule.
Consequently, Soviet cultural policies, aimed at assimilation and the homogenization of traditional
practices, further disrupted this art form by altering it to align with the demands of staged
performances (Sadykova, 2019; Yerofeyeva and Usmanova, 2014). This often came at the expense of
the dances’ spiritual and symbolic essence. While professional choreography and Kazakh ballet
advanced during this period, folk dance was relegated to children’s educational programs, with
minimal opportunities for adult amateur engagement. This lack of accessibility and broader
participation resulted in a gap in the practice of Kazakh folk dance today (Kulbekova, 2008-c).

Over and above, Kulbekova (2008-a) points to globalization and the growing appeal of modern
dance styles, such as hip-hop and K-pop, as key factors behind the shift in interests, whereas
Orynbasar (2019) suggests that the core issue is not simply about people choosing alternative forms:
it is the lack of opportunities to connect with and experience traditional practices of artistic
expression. In general, folk dance is either treated as an archaistic subject of academic study or as a
form of compulsory extracurricular activity for the elementary and secondary schoolers, but not as a
compelling and relevant medium for realizing self. Moreover, Kulbekova (2008-b) identified the
absence of comprehensive teaching methodologies, while Spinjar and Amreeva (2022) pointed to a
shortage of trained specialists, as substantial barriers to making Kazakh folk dance an accessible
cultural practice in modern Kazakhstan. Such methodologies are essential for preserving the full sense
of this centuries-old art form, which demands a deeper intellectual and physical involvement from its
practitioners.

Interestingly, the developmental trajectory of Kazakh folk dance aligns with Georgios’s (2018)
research on the evolution of traditional dances under contemporary sociocultural and political
influences. Georgios distinguishes between their “first existence”, where dance is an organic part of
community life transmitted through direct experience, and their “second existence”, where it is
standardized and commercialized, mainly due to adaptation for stage performances. To preserve the
authenticity of the “first existence”, he advocates for education, based on integrating music and
movement, and creative dance methods that promote cultural identity, social skills, and the
continuation of dance traditions, particularly in academic settings. Similarly, Kazakh folk dance is

widely regarded by the prominent researchers in the field, including aforementioned Kulbekova
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(2008-b), Sarynova (1974) and Tleubayev (2013), as a visual manifestation of the historical memory
and shared artistic spirit of the Kazakh people. Thus, it allows for the dance to foster a sense of
community, provide opportunities for creative and aesthetic growth, and serve as a channel for
spiritual renewal. This view is supported by the scholars, such as Block and Kissell (2001), Ness
(2004), Buckland (2001), and Schwender (2018), who also affirm the socio-cultural value of
traditional dance, particularly its ability to enhance well-being and strengthen cultural identity: the
embodied, physical nature of dance uniquely allows practitioners to cultivate a deeper understanding
of themselves and their heritage.

In this context, the use of term ‘self-actualization’ is proposed, as it encapsulates the gaining of
multidimensional awareness of one’s self, discovering one’s true self and expressing it (Yahid, 2019).
Avalon (2006) likewise concludes that art activates all levels of the human personality (physical,
emotional, cognitive, and spiritual), and that this activation, in turn, initiates therapeutic or
educational processes. In the context of dance, this view is supported by Vancea (2013), who argues
that participation in body-movement practices not only enhances bodily satisfaction but also fosters
the development of emotional intelligence. Ultimately, as Manheim (2013) suggests, this process
forms the transformative core that enables the realization of a healthy and integrated self through
emotional regulation and the pursuit of meaning.

As a further point, this study holds particular relevance
within the framework of Kazakhstan’s national priorities, as
outlined in the Concept of Cultural Policy of the Republic of
Kazakhstan for 2023-2029, which emphasizes the active
engagement with intangible and tangible cultural heritage.
Example of the inclusion of the ‘Orteke’ performance on E’{‘j"

i, S

- :
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Video courtesy: Example of the ‘Orteke’

demonstrates the potential of Kazakh dance to support the performance by Khassen Tolganay, from Khassen's
personal YouTube channel [YouTube].

UNESCO’s Representative List of Intangible Cultural Heritage

ongoing process of nation-building through crafting a cohesive and inclusive cultural identity, as well
as a tool of cultural branding to solidify international standing (Press Service of the Prime Minister
of Kazakhstan, 2024; UNESCO, n.d.).

However, a deeper examination of the renewed policy reveals its broader implications.
Increasingly recognizing the win-win scenario of investing in culture — as both a vital component of
sustainable economic transformation and a way to enhance the high moral, aesthetic, and intellectual
potential of individuals and society at large — the state is laying the supportive groundwork for the
development of creative industries. Such an environment implies synergy between the public and

private sectors in shaping diverse leisure activities that integrate the country’s creative potential,
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rooted in shared heritage, into everyday life. These practices foster cultural exchange, self-expression,
and personal growth, while also reinforcing a collective sense of belonging and cultural identity.
Ultimately, this is seen as a key pathway toward achieving the central objective of the national policy:
the improvement of social well-being (Government of the Republic of Kazakhstan, 2023).

In this regard, numerous studies provide empirical support for the logic of this approach. For
example, Brajsa-Zganec, Merka$, and Sverko (2011) explore the role of leisure activities as an
important resource capable of fulfilling both basic and psychological needs, thus contributing to a
higher quality of life in line with individuals’ subjective assessments of well-being. Similarly, Sirgy,
Uysal, and Kruger (2017) emphasize the multi-layered structure of leisure satisfaction and its
relationship with broader perceptions of quality of life, grounding their model in a synthesis of
theoretical frameworks, including Maslow’s (1954) hierarchy of needs.

Iwasaki (2007), in turn, provides a comprehensive evaluation of leisure as a space for meaning-
making that contributes to quality of life. Notably, his work incorporates perspectives across diverse
socio-cultural and international contexts through an extensive review of literature. The key
mechanisms he identifies include mental health and positive emotions, sense of self, belonging,
cognitive engagement and skill acquisition, environmental awareness, and sociocultural
empowerment. The latter is especially relevant in the postcolonial context of Kazakhstan. Iwasaki
presents numerous examples of research highlighting the role of creative practices, including dance,
as a means of reconnecting with ancestral worldviews and identities through tradition-based
communication with the environment. Supporting this perspective, studies by Salzman and Halloran
(2004), Lopez et al. (2002), and Wearing (1998) show that First Nations peoples around the world in
contexts such as Australia, Hawai‘i, Brazil, and Alaska draw upon traditional artistic practices such
as music, crafts, and rituals to sustain resilience and cultural continuity. These practices cultivate
pride, enhance self-esteem, and promote a strong sense of identity. In these cases, the term “leisure”
becomes inadequate, as such creative expressions are not viewed as separate from life, but rather as
life itself.

In a similar vein, the growing presence of private dance schools, such as the previously
mentioned ‘Open Ballet’, which offers Kazakh folk dance lessons to a wider audience, represents not
only a new leisure practice but also a potential indication of increasing public interest in engaging
with traditional cultural forms. However, this aspect, along with the genuine role of Kazakh folk
dance in the lives of modern Kazakhstanis, remains insufficiently studied. Thus, the author aims to
bridge the gap and examine the folk dance as a medium for improving individual’s quality of life,
particularly among amateur practitioners, by offering a path to navigate modern urban life through a

harmonious spiritual connection with the world around. Which, in turn, embodies the very essence of
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ancestral nomadic wisdom — intangible cultural heritage of the nation. In addition, the knowledge
embedded in dance practice is a valuable cultural capital, transmitted by the choreographer within a
small-scale commercial structure. This process generates a unique cultural “product” with the
potential to shape public consciousness, thereby fostering conditions that support the development of

a socioeconomically sustainable and culturally vibrant community rooted in shared values.



THEORETICAL FRAMEWORK

1. Contextual background

1.1 Brief introduction to Kazakhstan

In addition to being Kazakhstan’s native population, the Kazakh people constitute the country’s
ethnic majority. Although Russian is still widely spoken throughout the nation, Kazakh, a language
belonging to the Turkic language family, is the official state language. While the Kazakh Khanate,
the first Kazakh state, was founded in 1465, the ethnogenesis of the Kazakh people has a far longer
history that was influenced by Central Asia’s larger sociopolitical changes. Their ancestry extends
back to the early Turkic and Kipchak confederations, the Saka, the Huns, and ultimately to the Mongol
Empire. Additional layers of sociopolitical and cultural change were brought about by the Russian
Empire’s subsequent colonization and the Kazakh SSR’s accession to the Soviet Union (Assembly of
the People of Kazakhstan, n.d.). Consequently, Kazakhstan gained independence on December 16,
1991, and is a democratic, secular, and unitary state characterized by extensive ethnocultural,
linguistic, religious, and racial diversity (Executive Office of the President of the Republic of

Kazakhstan, n.d).

1.2 Nomadic influences on Kazakh dance traditions

As a further point, Kazakh culture is profoundly shaped by its nomadic heritage, which is, to
illustrate, reflected in traditional architectural form of a portable dwelling — the yurt!, as well as

intricate tribal structures?, oral literature, and, undoubtedly, dance. Sarynova (1974), a leading scholar

1The yurt is a round, frame-based dwelling covered with felt or leather, designed for easy assembly and disassembly, making it ideally
suited for a nomadic lifestyle. At the heart of the yurt is the Shanyrak — a round, lattice-like crosspiece that not only physically supports
the structure by holding the side elements together but also carries significant symbolic meaning. Due to its cultural importance, the
Shanyrak is featured in the state emblem of Kazakhstan (Egizbayeva, 2016).

2 The first state formation of the Kazakhs (Kazakh Khanate) was traditionally divided into three Jiiz, tribal unions of Kazakh clans,
along with two clans that were not part of the Jiiz system. A Kazakh clan, in turn, signifies belonging to a specific ancestral group, with
approximately 200 clans recorded (Ayagan, 2004).
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Image courtesy: (1) ‘Zhailau Asy’ painting by A. Kasteev (1961), where the yurt is featured on the background, from the official
catalog of the A. Kasteev State Museum of Arts of the Republic of Kazakhstan.
(2) Interior of a yurt, from the website of the Assembly of the People of Kazakhstan.

in Kazakh folk choreography, characterizes Kazakh folk dance as an “ethnic code” that embodies the
history, lifestyle, and spiritual ideals of the nomadic Kazakh people. Tleubayev (2013) and Kulbekova
(2008-b) continue to provide further evidence by means of tracing Kazakh folk dance back through
early Turkic tribes to the Kingdom of the Sakas and stressing its resilience as a vehicle for cultural
continuity in spite of radical socio-cultural and political changes (Orynbasar and Ovanesyan, 2019).
Tanbayeva, Saitova, and Dzhumaseitova (2022), building on the works of Vsevolodskaya-
Golushkevich, prominent researcher and choreographer, describe how Kazakh folk dance, emerging
from the rhythms of nomadic life, accompanied people through rituals, ceremonies, and daily
activities. Distinct types of dances embody different moods and purposes, such as ‘Ormek bi’, a
weaver’s dance, and ‘Qysbegy-dayylpaz’, a hunting dance mimicking falcon training. Inspired by
their natural surroundings, for instance, dynamic and upbeat ‘Qara Jorga’ imitates the motion of a
running horse, which once again reflects the nomads’ spiritual and practical connection to the natural

world.

Video and image courtesy: (1) ‘Qara Jorga’ dance video, published by ‘NOMAD’ Choreography Academy [YouTube].
(2) Ilustration of the ‘Qara Jorga’ dance performed in a yurt to the accompaniment of the traditional Kazakh instrument, dombra,

from Gustav-Theodor Pauli’s ‘Ethnographic description of the Peoples of Russian Empire’ (1862).

Kasteyeva and Bakirova (2019) explore the profound connection to shamanistic traditions
rooted in the medieval Turkic-Mongol belief systems of Central Asia — Tengrianism. Central to these
traditions is the earth goddess Umai, revered as the source of all life and the consort of the sky god
Tengri. The authors underscore the significance of spirituality as an inseparable element of nomadism,
itself a vital component of the nation’s intangible cultural heritage. This spirituality is deeply

intertwined with nature, not merely as a result of the nomadic lifestyle’s fluid perception of time and
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its alignment with the spontaneous rhythms of the vast steppes, but also through a belief in ‘ Aruakhs’,
ancestral spirits who guide and support the living, yet do so only when harmony with the surrounding
world is maintained (Begalinova and Kokumbayev, 2017). In this regard, Sadykova (2019) highlights
the important role of baksi — shamans for whom dance functioned as a ritual-sacred way of entering
into contact with the spirit world to draw their strength. In shamanic practice, various free-flowing,
circular movements, such as body and hand rotations, embodied intentions, including healing the
sick. Here, the author wishes to draw particular attention to the cultural importance of circularity and
cyclicality for Kazakhs. Sadykova (2019), for example, references the twelve-year cycle of time
reckoning — mushel. The minimum human life cycle consists of five mushel stages: youth (12-24
years), two twelve-year phases of maturity (24-36 and 36-48 years), and old age (48-60 and beyond).
The mushel endlessly repeats, but each completed cycle brings transformation. This extended
duration of a single cycle reflects the perception of time shaped by long nomadic migrations. It
fostered endurance, patience, and wisdom, and laid the foundation for a unique ecological ethic, a
moral system, and a profound reverence for women as those through whom the continuity of the

cycles is sustained for all living beings (Sadykova, 2019).

1.3 Interplay of dance and other traditional artistic practices

Along similar lines, the vibrancy of Kazakh dance is created through a comprehensive system
of expressive means, which incorporates applied arts and music. Building on this perspective,
Kulbekova (2008-c) describes Kazakh folk dance as a unifying thread that bridges diverse artistic
traditions and draws parallels between dance movements and the ornamental designs found in

craftsmanship produce.
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Image courtesy: (1-5) Examples of the Kazakh traditional applied art pieces, including jewelry and household items, from the

collection of the Kasteyev State Museum of Arts, taken by the author.

To fully grasp this connection, it is essential to introduce the Kazakh system of ornamentation.
The flight of birds has served as a source of inspiration for humankind throughout history, and the
nomadic Kazakh peoples are no exception. Imagine the sleek silhouette of a bird, captured in vibrant
strokes across a wide color palette: its wings embodying both strength and delicacy as they traverse
the vast sky. This very motif inspired the Kazakh zoomorphic ornament ‘Qus ganati’, which translates
as “wing of a bird”. Ornaments applied to everyday objects and garments served as a primary medium
of artistic expression, yet their integration into all facets of nomadic life was never solely about visual
aesthetics. For instance, qus qanati was commonly used to convey wishes for a journey as joyful and
liberating as flight itself, and it was often given as a gift to those preparing to embark on a journey
(Basenov, 1957). Therefore, Kazakh ornamentation comprises patterns constructed from basic
symbolic elements, each with a unique name and meaning. These elements combine into diverse
motifs marked by compositional harmony, rhythmic balance, and nuanced color (Ayagan, 2004).
Functioning as a tangible vessel for the people’s philosophy, ornamental patterns were meticulously
embedded across numerous objects in the sphere of applied arts®, which, in turn, enabled ancestors in
transmitting their world-comprehension, spiritual beliefs, and ethical principles to descendants

(Basenov, 1957).

3 These motifs adorned household items made from textile, leather, bone, metal, and wood through felting, weaving, embroidery, and
the crafting of women’s silver jewellery (Basenov, 1957).
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Image courtesy: (1) Renowned 20"-century Kazakh dancer Shara Zhiyenkulova performing the ‘‘Qosqar muyiz’ dance element,
from the ‘Altynqor’ digital portal.

(2-3) ‘Qosqar muyiz’ ornament, from the ‘Kazakh Ornaments’ book by Kozhabayev;

(4) Renowned Kazakh dancer, choreographer, academician Anavara Sadykova performing the “Qosqar muyiz’ dance element,

screenshot from the ‘NEXT’ short film.

ATANET AT A SR TAT

Image courtesy: (1) Version of the ‘Qus qanaty’ ornament, from the archives of the National Library, Almaty.

b}

(2) Renowned 20"-century Kazakh dancer Shara Zhiyenkulova performing the ‘Qus ganaty’ dance element, from the ‘Altyngor
digital portal.
(3) ‘Qus ganaty’ ornament, from the ‘Kazakh Ornaments’ book by Kozhabayev.

In continuation, reflecting the zoomorphic motifs
fundamental to Kazakh ornamentation, movements such as
eponymous ‘qus ganaty’ or, for example, ‘qoshgar miiiiz’,
serve as mimetic gestures and iconic postures within Kazakh

folk dance (Sadykova, 2019). These choreographic elements

reinforce the important connection between the physicality of

L. . . Image courtesy: Round shanyrak (a part of
dance and the broader artistic and symbolic lexicon of Kazakh yurt), from the website of the Assembly.

cultural heritage, which layers its visual, performative, and spiritual dimensions. Another, significant
motif, touched upon above, is the closed circle, most notably exemplified in the shanyrak, it represents
the inseparable bond between humanity and the cosmos (Basenov, 1957; Kenzhebaykyzy, 2024). This
uninterrupted line was believed to ward off evil and provide protection, a symbolic resonance carried
into the Kazakh dance move ‘Aynalma’ through circular movements that embody care and
guardianship. This notion also inspired the affectionate Kazakh term ‘Aynalayn’, meaning “I circle

around you, protecting you”, used to address loved ones (Moldakhmetova, 2015, p. 280).
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Image courtesy: (1-2) Dombyra (left) and qobyz (right), photographed by the author at the Ykhlas Museum of Folk Musical
Instruments.

(3) Musician Guldana Nurabayeva performing on jetigen, from Marzhan Abish’s online article in Egemen Qazagstan.

Music is an integral part of Kazakh folk dance, as the two have traditionally been regarded as
inseparable forms of artistic expression (Kulbekova, 2008-c). Sadykova (2019) first highlights
various traditional singer-storytellers such as akyns* and zhyrau®, who played a key role in shaping
the literary culture of the Kazakh people by narrating, through oral poetic forms, the processes
occurring within and around society.

Furthermore, Kulbekova (2008-b) emphasizes that traditional
Kazakh dances are strongly connected to kui, traditional
instrumental compositions usually performed on the dombyra®, as
well as other folk instruments such as the qobyz’ and jetigen®. These
instruments establish the rhythmic and emotional foundation of the
dance, which assists in conveying through melody the imagery of

nature, emotions, and epic narratives. For instance, the renowned

dombyra player Dina Nurpeisova performed dance kui, where the

Image courtesy: Musician Nurpeisova with
her teacher Zhambyl Zhabayeyv, from the
archives of the Zhambyl State Philharmonic

melody accentuated the dynamics and plasticity of movement. Such
compositions were commonly used to accompany both group and solo dances at public celebrations
and communal events.

Consequently, certain dances are directly linked to musical traditions and ritualistic practices.

The ‘Baksi oyiny’ (Shaman’s Game) integrates ritualistic movements with the hypnotic sounds of the

4 Poet and singer, often an improviser, among the Turkic-speaking peoples of Central Asia (Sadykova, 2019).

5 Similar to akyns, also poet and singer, with a difference that zhyrau were also important government officials (Sadykova, 2019).

6 Long-necked musical string instrument used by Turkic communities in Central Asian countries in their traditional folk music
(Kazakhstan Tourist Information System, n.d.).

7 Turkic bowed string instrument. It has two strings made of horsehair (Kazakhstan Tourist Information System, n.d.).

8 Seven-stringed plucked instrument with a certain resemblance to gusli, guzheng or horizontal harp in shape (Kazakhstan Tourist
Information System, n.d.).
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qobyz, creating a meditative atmosphere. This dance reflects ancient shamanic practices, where music

and movement were employed to induce altered states of consciousness.

Video courtesy: (1) Kazakh dance ‘Jetigen’, published by ‘NOMAD’ Choreography Academy [YouTube].
(2) Composition ‘Ansau’ by the ‘Hassak’ Ethno-Folk Group, published by the group’s official channel [ YouTube].

Kazakh folk dances were traditionally performed within family gatherings and public festivities,
often accompanying aitys®, wedding ceremonies, and hunting and military rituals. One example is the
‘Qyz quu’ (Chasing the Girl) game, where young men and women engaged in equestrian
competitions, with musical accompaniment enhancing the competitive spirit. Notably, returning to
the shamanistic elements, dance movements not only depicted emotions and narratives but also
carried magical significance: in pre-hunting ritual dances, performers would imitate the movements

of hunters, archery gestures, and animal behavior to ensure a successful hunt (Kulbekova, 2008-b).

1.4 Evolving landscape of Kazakh folk dance

9 A traditional poetic genre in oral literature, characterized by improvised verbal duels performed before an audience. The two
participants, known as akyns, typically sit close to each other, playing the dombyra while singing rhymed improvisational verses
(Baigulakova, 2021).
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https://www.youtube.com/embed/LhGa84EVtSk?feature=oembed
https://www.youtube.com/embed/o-qhI3Sbhys?feature=oembed
https://altynqor.com/video/195
https://www.instagram.com/reel/C6oADteip_d/?utm_source=ig_web_copy_link&igsh=MzRlODBiNWFlZA==

Video courtesy: (1) Shara Zhiyenkulova’s dance, from the Altynqor digital archive [VIDEO available, please click the image or
use the link to access].
(2) Choreography in the style of Kazakh folk dance by Janel Ulanova, performed by Madina Sadubaeva to the composition
‘Keshikpey kelem dep-en’ by Shamshi Kaldayakov, from the personal Instagram page of Janel Ulanova [VIDEO available, please

click the image or use the link to access].

In the evolution of Kazakh folk dance, it initially developed as a form of free improvisation,
allowing dancers to express emotions and tell stories through distinct styles. However, as folk
traditions were passed down orally and through performance, there was always a risk of losing certain
elements. This made the 1930s a crucial period for the preservation of Kazakh dance, as it marked
the emergence of staged folk dance performances. Pioneering choreographers such as Shara
Zhiyenkulova and Dauren Abirov dedicated countless hours to sketching the movements of traditional
performers. Yet, beyond the physical gestures, they also recognized the importance of storytelling
within dance. Through their efforts, folk dance elements were systematized into a structured

0 in an

vocabulary, which later served as the foundation for staged dance productions (Nurgaliyevna®
interview with Gaponova, 2019).

At the present stage, institutional and academic development of Kazakh dance is carried out
through several key educational institutions, including the Almaty Choreographic School named after
Seleznev, the Kazakh National Academy of Arts named after Zhurgenov in Almaty, and the Kazakh
National Academy of Choreography in Astana. Regardless of a student’s specialization — whether in
choreography, production, or classical ballet — Kazakh folk dance is a mandatory component of the
curriculum. Faculty and students at these institutions are also actively engaged in research and the
integration of Kazakh dance into various performances, including concerts and competitions at both
national and international levels. Across Kazakhstan, numerous dance ensembles maintain broad
repertoires that incorporate Kazakh dance. One such ensemble is ‘Gulder’, directed by Anvara
Sadykova, a student of Shara Zhienkulova, who continues to play a significant role in the study,
development, and promotion of the Kazakh folk dance art (Kenzhetaeva, 2021; Press Service of the
Ministry of Culture and Information of the Republic of Kazakhstan, 2025). In addition, dance theatre-
laboratories such as ‘Jolda’, led by Zhanna Tulendy, explore the integration of various elements of
Kazakh culture into interactive stage productions, which creates fertile ground for experimentation
and reimagining tradition (Timofeeva, 2022).

Kazakhstani researchers Zhumasseitova and Shomaeva (2021), in their work ‘The history of

decolonial sensitivity in the discourse of choreographic art in Kazakhstan’, describe the current state

10 Rector of the Kazakh National Academy of Arts named after T. Zhurgenov, Kazakh music educator, Honored Worker of Kazakhstan
(Kazakh National Academy of Choreography, n.d.).
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https://altynqor.com/video/195
https://www.instagram.com/reel/C6oADteip_d/?utm_source=ig_web_copy_link&igsh=MzRlODBiNWFlZA%3D%3D

of Kazakh dance as a form of “neo-Kazakh choreography”. This approach blends traditional Kazakh
dance, serving as the foundation, with elements of classical and contemporary choreography. Anvara
Sadykova is cited as one of the key pioneers of this direction, alongside other influential figures in
the world of Kazakh dance, such as Aigul Tati, Gulnara Adamova and Mukaram Avakhri. The
researchers further highlight positive shifts, noting that more choreographers are seeking to
deconstruct and reinterpret traditional images, thereby liberating them from colonial and Soviet
aesthetics. Folk dance, in this context, is increasingly recognized as a powerful medium for cultural
self-determination and the affirmation of national identity.

Overall, the contemporary dance scene in Kazakhstan is marked by openness to innovation, as
reflected in the diversity of artistic expressions that are gaining public attention. An intriguing
example is found in three different interpretations of the folk dance ‘Aqqu’, which means “Swan” in
Kazakh, performed to the famous kui by Kazakh musician Nurgisa Tlendiyev. The first, a modern
interpretation, is performed by Zarina Toleulova; the second, a traditional version staged by Anvara
Sadykova, is performed by Akganat Smagulova; and the third is a choreographic rendition set to
Camille Saint-Saéns’ ‘The Swan’, arranged for the Kazakh instrument qobyz by Magsat Medeubek,

with dancer Akerke Batyrbek incorporating elements of Kazakh dance.

ZARINA TOLEUOVA
SOLO PERFORMANCE

|| T

The Republic of Kazakhstan

"Swan"
K.Saint-Saens

& 456 ThIC.

Video courtesy: (1) Zarina Toleulova’s viral contemporary interpretation of ‘Aqqu’ at Almaty Dance Fest 2023, which garnered
nearly half a million views, from the artist’s personal Instagram page [VIDEO available, please click the image or use the link to
access].

(2) Traditional version of ‘Aqqu’ folk dance, choreographed by Anvara Sadykova and performed by Akqanat Smagulova, from the
official YouTube channel of the Kazakh National Academy of Choreography [VIDEO YouTube].

(3) Akerke Batyrbek performing a dance incorporating elements of Kazakh choreography to Camille Saint-Saéns’ ‘The Swan’,
arranged for the traditional Kazakh instrument qobyz by Magsat Medeubek, from his official YouTube channel [VIDEO
YouTube].

The author believes that, given the developmental journey of Kazakh dance, the study by lacono
and Brown (2016) is of particular interest. The authors argue that, in the context of dance as cultural

heritage, the binary division between tangible and intangible does not reflect the multidimensional

19


https://www.instagram.com/reel/CqNWcYPAXfX/?utm_source=ig_web_copy_link&igsh=MzRlODBiNWFlZA==
https://www.instagram.com/reel/CqNWcYPAXfX/?utm_source=ig_web_copy_link&igsh=MzRlODBiNWFlZA==
https://www.youtube.com/embed/e-dkD7vYYRM?feature=oembed
https://www.youtube.com/embed/AHtxyorO0Sg?feature=oembed

nature of this art form. Dance simultaneously encompasses embodied actions, emotional responses,
cultural codes, material objects, and social structures. Within a more holistic framework, namely, that
of living cultural heritage, dance emerges not merely as a vessel of tradition but as a space where
temporal, personal, and social dimensions converge in a unified experience.

Iacono and Brown propose several theoretical perspectives to approach dance in this way.
Following Merleau-Ponty’s (1945) phenomenology, dance is understood as a means of self-
exploration and bodily awareness, which includes a sense of embeddedness within one’s cultural
environment. Through Bourdieu’s (1977) concept of habitus and Giddens’s (1984) theory of
structuration, dance is also framed as a process through which the performer simultaneously
reproduces and reinterprets traditional forms in response to societal and personal change. This makes
dance an effective mechanism for both cultural adaptation and heritage sustainability. Thus, the author

further explores this multidimensionality of dance in the following section.
2. Literature review

2.1 Embodiment

The concept of embodiment was first introduced to the author in the context of tourism, where
it refers to the active physical participation of tourists in the culture of their destination. Unlike passive
observation, embodiment in tourism involves tourists and non-human elements (such as local
communities and the natural environment) in the co-creation and consumption of experiences. This
engagement unfolds through the body in a multisensory manner, such as touch or movement, and has
been discussed by various authors, including Rakic and Chambers (2012) and Veijola and Jokinen
(1994). Expanding this, Lundh and Foster (2024) discuss embodiment as a fundamental element in
the sculpting self-identity and supporting mental health. They define embodiment as a synthesis of
the dichotomy “having a body” (the object’s perspective) and “being a body” (the subject’s
perspective). It is this duality that constitutes the basis of self-awareness in integrating physical and
emotional perceptions of the body into a cohesive experience. Drawing on phenomenological
approaches from, for instance, Merleau-Ponty (1945), and others, Lundh and Foster focus on the
particularity of the human body as object of perception and subject of experience: the “objective”
aspect provides stability and recognizability, while the “subjective” aspect shapes a sense of vitality
and selthood. In turn, harmonious embodiment, characterized by a balance of both aspects, fosters
wellness and resilience and can be supported by practical strategies, including yoga and body-oriented

therapies.
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2.2 Dance as an embodied cultural practice

To further proceed, Block and Kissell (2001) consider dance as a unique medium of
understanding embodiment and its role in shaping human experience. The authors underline that
dance unites not only the body and mind but also places the body as an active subject interacting with
the world, which, in turn, contributes to recognition of the body as an integral part of the self. In this
vein, a deeper self-awareness fosters connections with others. For such an ontological representation
of the human existence through inter-relationship among physical, cultural, symbolic, and social
aspects across space, time, and community, dance becomes integral, thereby explaining its presence
in social cohesion, healing, and rituals across myriads of cultures. Additionally, while Ness (2004)
focuses on the study of dance as an embodied cultural practice and the analysis of corporeality in the
context of cultural experience, she claims that dance is not only a form of movement, but an
embodiment of social, historical, and cultural values expressed through the body. Her work also
indicated a methodological shift from external observations toward participatory approaches by
placing the researcher within the practice of the dances. Such an embodied perspective allows an
advanced understanding of the interrelationship between movement and cultural context, since bodily
participation can reveal cultural meanings from within. Ness criticizes the phenomenological analysis
for not being able to fully capture the complexity of dance and advocates for an integral approach
that considers the multifaceted dimensions of the origin and developmental journey of various dance
practices. In fact, by situating the body as both a bearer and expression of culture, Ness’s work
redefines dance as a dynamic process, which offers a richer framework for cultural analysis through
embodied practice, paramount to the transmission of values of one’s nation.

In ‘Dance, authenticity, and cultural memory: the politics of embodiment’, Buckland (2001)
examines how dance, using the example of the Horn Dance of Abbots Bromley, serves as a means of
preserving and transmitting cultural memory while navigating the balance between continuity and
adaptation. She further emphasizes the importance of live interaction and embodied learning, arguing
that physical transmission of knowledge is crucial for preserving the complexity and authenticity of
dance traditions. In addition, she identifies traditional dance as a form of cultural capital, that
enhances community prestige, attracts tourism, and contributes to global representation and economic
growth. Similarly, Romaguera (2018) positions dance as a living, intermediary archive through which
historical and cultural narratives are preserved and conveyed. The author critiques linear and fixed
perceptions of history often inherent in conventional archives, which tend to exclude marginalized
voices. Using rumba as a case study, Romaguera has shown how dance goes beyond aesthetic

concerns to become a form of resistance, especially in colonial and postcolonial contexts. In fact, the
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rumba and similar practices challenge traditional notions of historiography by providing counter-

narratives and creating spaces for inclusive storytelling.

2.3 Therapeutic benefits of dance

Beyond its role in preserving culture, dance offers substantial therapeutic and psychological
benefits. Schwender et al. (2018), through participant interviews, identify six key themes (self-
expression, flow states, and the role of music among them) that highlight dance’s potential to enhance
body awareness, reduce stress, and promote emotional healing. Furthermore, dance is noted as a way
to combat loneliness, strengthen social connections, and support mental health. In a comparable
manner, Braun and Kotera (2022) critically review 24 studies on dance interventions and their effects
on self-perception, with particular focus on self-esteem, body image, and confidence. The results
indicate that dance greatly enhances self-expression and body awareness. Among children and
adolescents, it improves body image and self-expression, while for adults, it fosters high levels of

self-confidence and personal development.

2.3 Nomadism and urban context

Previously examined within the framework of historical development and cultural influence, the
author seeks to further explore the concept of nomadism. Khazanov (2009) contends that nomadism
lacks a universally accepted definition, with scholars differing in their interpretations: while some
adopt a broad perspective, encompassing various mobile groups such as pastoralists, hunters, and
gatherers, others define it more narrowly, restricting it to a pastoral economy characterized by a
mobile way of life. Alzhan (2013) and Nysanbayev (2014) conceptualize nomadism within the
context of Central Asian societies as a challenge to the subject-object dichotomy characteristic of
Western thought. Instead, advocating for a holistic epistemological framework in which spiritual and
ethical principles take precedence over rigid rationalism, it implies an inherent unity between
humanity and the world, thereby fostering a balance between reason and emotion. Indzhigolyan
(2010) further examines the impact of Western theoretical paradigms, particularly the nomadology of
Deleuze and Guattari (2008), in reinterpreting the nomadic way of life in Kazakhstan. However, the
study extends beyond Western theoretical constructs to incorporate the contributions of Kazakhstani
scholars, including Masanov (1995), who views nomadism as a distinct yet interconnected
civilizational model. Rather than existing in isolation, nomadism evolved through dynamic
interactions with sedentary cultures while maintaining a strong emphasis on the autonomy and self-

sufficiency of nomadic societies (Masanov, 1995).
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A central focus of Indzhigolyan’s study is the extent to which the nomadic way of life has shaped
economic structures, social norms, customary practices, and ethnic self-awareness, ultimately
contributing to the formation of identity. Moreover, attention is given to the role of Tengrianism, as
well as the selective adaptation of various religious traditions by nomadic groups, a process that
allowed for external influences without fundamentally altering their worldview. Despite its inherent
adaptability and mobility, nomadic culture has demonstrated a remarkable degree of continuity by
means of preserving and transmitting its heritage primarily through oral traditions. In the post-Soviet
context, the conceptualization of nomadism has undergone significant transformation, shifting from
a Soviet-era homogenized framework to a more nuanced and multi-layered understanding of national
history and cultural identity. Within this revised discourse, nomadism is examined not merely as a
historical phenomenon but as a mode of existence, a cognitive framework, and a mechanism for self-
identification.

A critical dimension of Indzhigolyan’s research is the examination of the ideological
instrumentalization of nomadism, particularly its deployment within political discourse to shape
Kazakhstan’s national identity. In the post-Soviet era, nomadism has not only been studied as part of
the nation’s cultural heritage but has also been actively incorporated into state policies aimed at
reinforcing national cohesion. Thus, in contemporary Kazakhstan, nomadism assumes a multifaceted
role: it functions as an object of scholarly inquiry, a central theme in national discourse, and a distinct
philosophical lens through which the relationship between society and the world is understood.
Within the scope of this master’s thesis, this conceptual dimension of nomadism is regarded as
fundamental.

In examining nomadism within a contemporary context, Terentyev’s (2020) study offers a
particularly insightful perspective on the paradox of urban identity among Mongolian nomads, with
a specific focus on Ulaanbaatar. While the capital stands as a national symbol, it also functions as its
own distinct cultural space, representing modernization in contrast to the steppe, which remains a
stronghold of traditional nomadic values. Terentyev explores this duality in Mongolian identity,
emphasizing the generational divide: older Mongols tend to romanticize nomadic traditions, while
younger generations are increasingly drawn to city life. This shift creates tension between nomadism
as a core part of national identity and the growing reality of urbanization. Yet, moving to the city does
not mean completely leaving behind nomadic culture. Instead, it takes on new forms through
transforming into a mental and cultural framework kept alive through symbolic practices. Terentyev
ultimately suggests that for historically nomadic peoples, urban environments do not erase nomadism

but reshape and redefine it.
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Pain (2014) echoes this idea in his study ‘Nomadic traditions as capital for modernization: an
anthropological and economic study based on the case of Kazakhstan’. He argues that Kazakhstan’s
path to modernization should not involve discarding nomadic traditions but rather incorporating them
into contemporary economic and political life. In his view, the strong kinship networks formed in
nomadic societies are still vital today for mobility and adaptability — qualities that remain essential in
a rapidly changing world. Abusharipov (2016), in turn, takes the discussion in another direction, as
he focuses on how nomads relate to their natural environment. He emphasizes that nomadic societies
never saw themselves as separate from nature but rather as part of it, taking only what was necessary
to survive. In contrast, he critiques modern society’s growing disconnection from nature and the
environmental destruction that has followed. He argues that reviving a nature-conscious way of life
could help address not just ecological challenges but also deeper moral and ethical crises. In this vein,
Danilina (2018) highlights nomadic urbanism as a means of increasing flexibility and
multifunctionality, creating conditions conducive to the use of public spaces not only in the spatial
but also in the temporal dimension. Thus, temporary urban solutions, such as pop-up spaces,

efficiently utilize resources and enhance well-being through cultural and social engagement.

2.4 Cultural capital and mediation

Bourdieu (1993), as previously referenced, in his essays on the ‘Field of cultural production’,
dives into the forces shaping cultural creation and offers a framework applicable to the study of its
internal mechanisms. His concept of the field refers to a distinct social space in which individuals,
institutions, and practices interact to establish norms and define cultural value. In this context, they
engage in a form of mediation: not simply as a means of “spoon-feeding” information about tangible
or intangible elements of culture to audience for effortless consumption, but as a broader, socially
meaningful communicative process. This process involves fostering connections between people and
cultural heritage, creating spaces for dialogue, emotional resonance, shared reflection, and, at times,
re-interpretation of meanings (Caillet, 1994; Fleury, 2016). Such mediation can take a variety of forms
depending on the characteristics of the heritage element and the intended goals, and a basic example
would be museum tours. Extending this line of thought, as a tool for the democratization of culture
and the inclusion of diverse social groups, mediation, when employed by public or community
institutions, can contribute to the development of personal responsibility for heritage, encouraging its
active, contemporary engagement and growth (Shalabayeva, 2001).

Offering a further inflection, individuals navigate the field based on their unique habitus, which
is shaped by social origin, lived experiences, and inherited practices (Bourdieu, 1977). Habitus acts

as a guiding structure through which individuals reproduce and interpret cultural norms, tastes, and
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traditions. These dispositions, perceptual frameworks, dynamically interact with different forms of
capital. Of particular relevance to this study is cultural capital, which, according to Bourdieu (1993),
encompasses intangible assets used to gain authority and influence, such as formal education, artistic
knowledge, and associations with recognized institutions, which together contribute to cultural
legitimacy and reputation.

In this context, institutions such as the private school ‘Open Ballet’ contribute to embedding
cultural expressions into public consciousness by providing accessible avenues for participation.
Extending this picture further, the growing commercialization of traditional cultural practices reflects
a shifting demand for heritage-based creative industries, signaling new opportunities for the
reintegration of traditional cultural forms into contemporary society. This trend, as previously
discussed in relation to the evolving role of dance as a multidimensional heritage practice,
underscores the need to move beyond static or binary frameworks. Rather than being confined to
historical preservation or academic study, traditional artistic expressions are increasingly understood
as living practices that are both economically viable and socially resonant. In this sense, the
emergence of dance in consumer-facing cultural spaces does not diminish its heritage value but rather
expands the ways in which it can function as a site of embodied knowledge, cultural continuity, and

collective meaning-making in contemporary life.

3. Overview of the theoretical framework
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The contextual background presented in this study complements and substantiates the literature
review by grounding abstract concepts such as embodiment, cultural transmission, and nomadism in
the concrete sociocultural and historical realities of Kazakhstani society, as well as within the
developmental trajectory of the folk dance. In turn, the literature review, drawing on both local and
global approaches, encompasses and conceptually structures all the key elements. Together, these
elements form a multilayered and coherent theoretical framework, visually represented in Figure 1,
that supports a comprehensive analysis of the phenomenon under study and allows for a nuanced
reflection on its contemporary implications.

Furthermore, based on the materials discussed, the dual role of dance is evident: as a repository
of a nation’s constantly evolving socio-cultural identity across time and space and as a therapeutic
practice. Embodied experience is noted as particularly important: not simply as a way to learn, but as
a pathway to truly internalize and connect with knowledge on a deeper level. Yet, despite its potential,
there is currently a lack of direct evidence showing how Kazakh traditional dance impacts
practitioners in today’s world. Even more uncertain is whether folk dance helps practitioners form a
spiritual connection to their nomadic ancestors, particularly in urban settings where the natural world
is more of a distant backdrop than an active presence. To address these underexplored dimensions,

this study seeks to gather and analyze primary data through qualitative inquiry.
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METHODOLOGY

1. Research question

This research explores how the embodied practice of Kazakh folk dance fosters self-
actualization by enabling individuals to reconnect with their intangible cultural heritage in
contemporary urban settings. To investigate this, three sub-questions are considered: (1) How do
specific dance elements promote self-actualization? (2) How does the physical practice of these
elements cultivate a spiritual connection to ancestral nomadic heritage? (3) What role does the
choreographer play as a storyteller in conveying meaning? The first sub-question explores how
physical movement enables self-realization as a mode of individual articulation and inner growth.
The second broadens the scope to cultural rediscovery, investigating how Kazakh folk dance,
anchored in nomadic lifeways, awakens ancestral memory and fosters a sense of spiritual continuity.
The third addresses the interpretive and educational layers of the practice by underscoring the
choreographer’s role in conveying cultural knowledge. By approaching dance as a narrative vehicle,

the research conceptualizes it as an evolving, participatory heritage form.

2. Research design

A qualitative research approach was chosen for its capacity to offer the most nuanced way to
study the subjective perception and interpretation of engagement in folk dance practice (Hammarberg
et al., 2016; Sofaer, 1999). In fact, this methodological choice is largely justified by the multivalent
nature of dance, as noted by Fraleigh and Hanstein (1998), which lies in its intersection with the body,
as well as with visual, cultural, and other dimensions. The study employed an embedded case study
design centered on the ‘Open Ballet’ dance school, which provided a structured yet adaptable
framework for data collection and subsequent analysis. This research design fostered a deeper and
more holistic comprehension of the unique dynamics within a specific educational environment as a
bounded case, while also allowing for the integration of analytically significant sub-units, namely,
individual participants outside the school (Budiyanto, Prananto and Tan 2019; Miles, Huberman, and
Saldana, 2014). It also supported the use of multiple qualitative methods aimed at reconstructing the
substantive aspects, as well as the underlying mechanisms that shape participants’ lived experience
of the dance process (Bennett and Elman, 2006). To sum up, and in line with Yin’s (2009) approach,
this research design made it possible to generate meaningful insights from an in-depth exploration of
a single case, while still capturing broader patterns and processes with potential applicability to other

settings. In the case of an embedded design, the inclusion of additional sub-units within the same case
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is both acceptable and methodologically appropriate, particularly when they offer complementary

perspectives that enrich the understanding of the core case (Yin, 2003).

3. Data collection methods

Two primary methods were adopted for the study. The first was participant observation, in
which the author actively participated in and observed Kazakh folk dance classes led by a professional
choreographer. This immersive approach enabled a nuanced exploration of the embodied dimensions
of Kazakh dance within the teacher-student context, including movements, symbolic meanings, and
cultural narratives, while also offering in-depth understanding of class dynamics, bodily expressions,
and non-verbal communication, all of which were essential for analyzing embodied cultural practices
(Zahle, 2012). The second method employed semi-structured interviews with the choreographer
and her students from the ‘Open Ballet’ studio, as well as with additional individual participants
outside the school. These interviews provided a more intimate perspective on the personal and
collective impact of the practice, delving into the participants’ stories, experiences, and reflections on
the cultural and therapeutic dimensions of Kazakh folk dance (Bryman, 2016). Semi-structured
interviews, in fact, created a dialogical space for reflection: first, by enabling participants to distance
themselves from the emotional and physical routine of the practice and consider it from an external
perspective; and second, by allowing them to articulate their perspectives in terms that best reflected
their lived experiences (Adeoye-Olatunde and Olenik, 2021).

As mentioned above, while the majority of participants are affiliated with the ‘Open Ballet’
studio (8 out of 12), the sample was intentionally broadened to include not only leisure practitioners
but also two more professional choreographers and academic researchers. This categorization allowed
for a more sophisticated framework for analysis: amateur practitioners offered insight into personal
fulfillment and cultural rediscovery; choreographers emphasize storytelling and pedagogy; and
researchers contribute historical and theoretical context. However, it was crucial to recognize that
each participant’s experience varied significantly, sometimes overlapping, sometimes diverging,
which reminded the author not to over-rely on rigid classifications when interpreting the data.

Overall, as Bryman (2016) suggests, participant observation and semi-structured interviews
were selected because they foster a setting conducive to discovery, unconstrained by predefined
conceptual frameworks, and offering a high degree of receptivity and adaptability. This mixed-
method approach, in fact, combined the structure of preformulated questions with the flexibility of
open conversation, while also making space for those aspects that words alone may not fully convey,
captured instead through the researcher’s physical presence within the practice. Furthermore,

observation strengthened the reliability of the analysis through a form of practical fact-checking: by
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comparing what was said in interviews with what was observed in situ, the author identified both
consistencies and discrepancies between the reflective and everyday levels of experience (Adeoye-

Olatunde and Olenik, 2021).

4. Sample and units of analysis

From a practical standpoint, within the scope of this study, the author attended six 90-minute
Kazakh folk dance classes at the ‘Open Ballet’ school. Personal participation in the classes was key

to securing contacts with other students and the choreographer for further interviews. In this regard,

the semi-structured interview guide (see Appendix 1.1 — in Russian; 1.2 — English version) was
developed to structure the dialogue with participants and to ensure the interviews remained focused
on the core research questions: it helped define thematic boundaries and maintain coherence across
conversations while allowing space for individual insights. The questions were tailored to three
categories of respondents: amateur dancers, professional choreographers, and academic researchers.
This approach provided a multi-layered perspective on the topic, from personal experience to
pedagogical and analytical reflections. All interviews were conducted using this guide, designed by
the author. In total, twelve interviews were conducted — one in person and eleven via Zoom. More
specifically:

- Seven interviews were conducted with amateur practitioners from the ‘Open Ballet’ school,
ranging in age from 17 to 43. Their professional backgrounds were unrelated to dance and
varied from geophysics to marketing; the same diversity applied to their ethnic backgrounds;

- Three interviews were conducted with professional dancers (graduates of the Seleznev
Choreographic School), now working as choreographers and performers;

- Two interviews were held with academic researchers (professors) who also work as
choreographers;

It is important to note that personal data such as ethnic background, age, and gender are

disclosed in accordance with the permissions obtained from the participants. Further details on each

participant are provided in the table below.

Table 1. Overview of interview participants and their backgrounds

No. | Anonymized Nature of Ethnic Age | Gender | Conduction | Interviewee
interview involvement | background Date Duration
participants in Kazakh

dance
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1 Interviewee | Professional Kazakh 26 | Female | 12.03.2025 1 hour 36
1 dancer, minutes 9
choreographer seconds
2 | Interviewee Amateur Kazakh 17 | Female | 31.03.2025 | 47 minutes
2 practitioner 56 seconds
3 | Interviewee Amateur Russian and | 25 | Female | 01.04.2025 | 55 minutes
3 practitioner Assyrian 17 seconds
4 | Interviewee Amateur Kazakh 36 | Female | 03.04.2025 | 53 minutes
4 practitioner 50 seconds
5 Interviewee Professional Kazakh, 33 | Female | 05.04.2025 1 hour 4
5 dancer, Tatar, Mari, minutes 48
choreographer | Bashkir and seconds
Russian
6 | Interviewee Amateur Kazakh 41 | Female | 08.04.2025 1 hour 18
6 practitioner minutes 7
seconds
7 | Interviewee Amateur Kazakh 43 | Female | 10.04.2025 | 41 minutes
7 practitioner 14 seconds
8 | Interviewee Amateur Russian 36 | Female | 16.04.2025 | 46 minutes
8 practitioner 43 seconds
9 | Interviewee | Professional Kazakh 22 | Female | 29.04.2025 | 39 minutes
9 dancer 22 seconds
10 | Interviewee Academic Kazakh 39 | Female | 02.05.2024 | 57 minutes
10 researcher, 45 seconds
choreographer
11 | Interviewee Amateur Russian and | 25 Male | 09.05.2025 1 hour 11
11 practitioner Estonian minutes
12 | Interviewee Academic Kazakh 43 | Female | 12.05.2025 | 59 minutes
12 researcher, 16 seconds
choreographer

Also, the interviews were conducted in a mix of Russian and Kazakh, depending on which
language participants found most comfortable for expressing their thoughts in the moment.

Transcripts were coded in the original language, while codes were developed in Kazakh, Russian, or
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English, depending on context. The translation was primarily carried out by the author herself, with
occasional support from applications such as Reverso Context for ensuring contextually accurate
terminology, and tools like Quillbot and ChatGPT for minor phrasing adjustments and synonym
suggestions. It is important to note that the author is a qualified English translator, holding an honors
diploma in technical and professional education with a specialization in ‘Translation studies’
(Kazakh/Russian to English and vice versa). This substantial theoretical and practical background
played a key role in managing the multilingual nature of the research and ensuring linguistic accuracy
throughout the thesis.

The interview transcripts are stored in the author’s personal research archive. In accordance with
Erasmus University Rotterdam requirements, they have also been made available to the thesis

supervisor and second reader via TMS.

5. Specific methods of analysis

To avoid the fragmentation and loss of narrative flow often associated with traditional coding
methods (Bryman, 2016), this study used narrative analysis as the primary approach for examining
data. Narrative analysis focused on understanding how participants make sense of their embodied
experiences with Kazakh folk dance, while still keeping their stories within the broader context of
their lives, as continuous processes. By preserving the natural flow of their personal reflections and
emotions, this approach ensured that the meaning, richness and cohesiveness of their narratives were
not lost.

To suit the two main research methods, the study adapted different models of narrative analysis.
More specifically, drawing on Bamberg’s (2012) approach, the author integrated two key levels of
narrative analysis and applied them accordingly to participant observations to observe the “told
through bodies” stories: the structural and the interactional-performative levels. Firstly, Bamberg
builds on Riessman’s (2008) structural approach, which Bryman (2016, p. 318) defines as “the way
a story is told”. This is best understood through Labov’s (1972) narrative elements, which function
as a mechanism for analyzing a story as a cohesive cognitive structure — one that constructs internal
event logic and creates a sense of engagement and closure. The key narrative units include orientation,
which immerses the listener in context; complication, which introduces a disruption; followed by
resolution, and finally, the coda, which returns the listener to the present moment. The second level
is the interactional-performative analysis: here, narrative is treated as a form of social action through
which relationships between storyteller and listener are dynamically shaped, as a result positions are
negotiated, and, eventually, identities influenced. Overall, structuring participant observation through

a narrative lens allowed the author to capture (a) the processual nature of embodied practice, but also
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(b) its personal and social significance for participants, as it reflected the dynamics of learning,
emotional experience, adaptation, and self-actualizing through movement.

For interviews, thematic analysis was used to identify recurring patterns and themes within the
transcripts, offering insights into both shared and individual experiences. This method also enabled
the narratives to be organized around repeated yet deeply personal themes (Bryman, 2016). The
detailed codebook is provided in Appendix 3: it includes a table with eight identified themes, along
with examples of codes and their meanings, which illustrate how each theme was derived from the
data.

Participant observations were conducted first to develop a situated understanding of the class’s
flow and atmosphere. Additionally, the author’s active participation helped in facilitating smoother
communication with participants and foster a more comfortable, trusting environment for subsequent
interviews.

It is also important to note that by reconstructing the historical development of Kazakh dance
art up to its contemporary form in the theoretical part, this study provided a foundation for
understanding the general context in which modern interpretations emerge. This, in turn, enabled an

analysis of the evolving trajectory of both physical and emotional connotations of Kazakh folk dance.
6. Operationalization and reflections

Following the completion of fieldwork, the operationalization of the three core analytical
dimensions, encompassing self-actualization, spirituality, and cultural continuity, was validated and
further refined through empirical findings, as elaborated in the subsequent chapter.

Firstly, self-actualization was explored through participants’ physical and cognitive engagement
with movement during dance sessions, alongside interview narratives in which they described
experiences of emotional release, personal growth, and a renewed sense of connection to themselves
through the embodied practice. Secondly, spirituality, understood as a culturally embedded
phenomenon, emerged through recurring symbolic gestures and choreographic elements rooted in
Kazakh folk traditions. Participant observation captured ritualized and imitative movements,
particularly circular and wave-like motions, while interviews revealed that participants often
associated these movements with a sense of ancestral presence and inner balance. Notably, this
embodied experience of spirituality was often described not in abstract or transcendent terms, but
rather as a grounded, everyday awareness — a capacity to be fully present in the “here and now”,
which resonated with the day-to-day origins of many traditional dance gestures. Thirdly, cultural
continuity was reflected in participants’ conceptualization of dance as a living tradition: vital,

adaptive, and closely interwoven with their personal and collective identity. Interview data suggested
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that many participants viewed their involvement in dance as a means of activating, reinterpreting, and
releasing inherited worldviews and ancestral knowledge back into the world. This was often situated
within broader conversations around cultural revival, particularly in relation to language revitalization
and ornamental heritage.

Together, these findings confirm the analytical value of the selected categories in capturing the

multidimensional significance of Kazakh folk dance within contemporary urban contexts.
7. Limitations of the research methods

Firstly, while this study focused on a single embedded case and integrated insights from
participants beyond the core research setting, its findings are not meant to be universally generalizable
across all cultural heritage contexts. Given the context-dependent nature of case study research, the
conclusions drawn are specific to the social and cultural environment in which the study was
conducted. As Bryman (2016) points out, the strength of case studies lies not in their statistical
representativeness but in their ability to provide a rich, in-depth understanding of a phenomenon
within its situated framework. Moreover, the author acknowledges that attending only six folk dance
sessions may not offer full immersion in the practice, and this limitation should be taken into account
when interpreting the observational data.

Secondly, due to the interpretative nature of qualitative research, the author’s active participation
in the dance classes may have shaped the research process, introducing potential subjectivities in both
observation and interpretation of interview data. To address this, the study triangulated findings
through the inclusion of secondary sources (literature, visual materials), as well as interviews with
professional Kazakh dance instructors and academic researchers. This approach strengthened the
overall reliability and analytical depth of the study by offering multiple, intersecting perspectives.

Thus, the expansion of the interviewee pool served a dual purpose: to enrich the diversity of

perspectives and to enhance the credibility of the findings through broader contextualization.
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RESULTS AND DISCUSSION

1. Field observations at the ‘Open Ballet’ dance studio

‘Open Ballet’, the dance studio where Kazakh folk dance classes are held, is located in central
Almaty at the intersection of Shevchenko and Baitursynov streets. While perceptions of convenience
vary depending on a person’s location, this area forms part of the so-called “Golden Square,”
considered one of the most central and vibrant parts of the city. The studio is well connected by public
transport, including buses and the metro, and is situated near the popular pedestrian Arbat Street,
known for its lively atmosphere with street musicians, terrace cafes, a cinema, various shops, and the
historic Old Square, which regularly hosts city-wide cultural events (Batskikh and Mukitanova, 2020;
Ondiris and Sarachakova, 2025).

The studio itself is tucked away inside a courtyard and includes a reception area, a changing
room, two dance studios, showers, and restrooms. Prior to attending classes in person, the author
explored the studio’s Instagram profile. This social media channel functions as the main platform for
external communication, where the studio shares updates, schedules, and a variety of visual content
from classes, as well as educational posts on topics such as dancewear and the history of various
dance styles. For direct and personalized communication, ‘Open Ballet’ uses WhatsApp, which is
linked from its Instagram page. The studio is also listed on Google Maps and the local navigation
platform 2GIS, which ensures accessibility for individuals who do not use social media.

Upon entering the studio, visitors are greeted by the receptionist. Since all classes require
advance registration, attendees must check in by presenting either a membership or a one-time
payment. Hair ties are available free of charge at the reception desk, and items such as ballet slippers

and protein bars can be purchased. Visitors are required to remove their shoes upon arrival.
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Image courtesy: (1) Some decorative elements of the studio, namely a PVC message board, photograph by the author.

(2) Changing area of the studio, photograph by the ‘Open Ballet’ studio.

The next room is the changing area, where participants can leave their outerwear and fully
change. The room includes a small table with a water cooler offering both hot and cold water, along
with coffee and tea. A humorous calendar sits on the table. Of particular note is a small PVC message
board decorated with warm-toned fairy lights, featuring photographs of students, motivational quotes,
and handwritten notes and wishes. Pens and paper are provided so that anyone may contribute their
own message to the board.

Most classes take place in the main dance studio, which is spacious and equipped with mirrors
along the perimeter, a barre, and sound equipment. An electric piano is also available, mainly used
during children’s ballet classes. Since only one hall is in regular use, the limited space helps avoid
overcrowding and contributes to a calm, informal, yet lively and welcoming atmosphere. Alongside
the music, one can often hear conversations and laughter, creating an uplifting and communal
environment. Kazakh folk dance classes are held twice a week: on Wednesdays at 7:30 PM and on
Sundays at 11:00 AM. Each session lasts 1.5 hours and is led by the professional choreographer. The
author attended a total of six classes, with group sizes typically ranging from three to five participants.
The group was predominantly composed of women of different ages, including both experienced

dancers and newcomers.

Image courtesy: (1) Dance studio during the practice, photograph by the author!!.

11 Verbal permission to take photographs and use them for research purposes was obtained during participation in the classes.
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2. Participant observation of Kazakh folk dance classes at the ‘Open Ballet’ dance studio

Through participation in Kazakh folk dance classes, the author explores bodily practice as a
form of embodied narrative structure. Following Bamberg’s three-level narrative model, discussed
earlier, dance is conceptualized as a communicative act unfolding through movement, gesture, spatial
dynamics, and interaction. This perspective shifts the analytical focus from purely verbal narration to
the structure of the class itself: the music, choreography, the choreographer’s commentary, spatial
organization, and both verbal and non-verbal exchanges. In this way, the author accesses stories told
not only through words, but through the body. Importantly, the researcher’s role fluctuated between
that of an external observer and an engaged participant, enabling a diversified perspective that
includes both observed dynamics and the researcher’s own cognitive and somatic involvement.

Each session was organized as a self-contained narrative with a clearly traceable structure. The
opening phase (orientation) included a series of warm-up and stretching exercises. While seemingly
standard and aimed at injury prevention, two aspects proved particularly meaningful. First, careful
attention was given to music selection. The warm-up tracks ranged from contemporary Kazakh
compositions to modern reinterpretations of traditional melodies — sometimes performed on cello,
sometimes featuring traditional instruments like dombra and kobyz. These musical choices helped
create a meditative atmosphere and framed the beginning of each class as a threshold between the
external world and the inner space of dance. The class would begin with basic exercises, such as neck
rotations, shoulder rolls, but with each movement, cognitive engagement was also activated. The
choreographer used a calm tone to explain not only how the movement should be done, but also why.

A central anchoring concept of this stage was responsibility. As she explained to the students:

“Simply become aware of what you already have: what strength lives in your body, how much flexibility,
what experience. That’s what you work with — not an ideal in your mind or a future version of yourself,
but yourself here and now. You are responsible for the version of yourself you brought into the studio

today. Don’t try to control more than what is available in this moment.”

One exercise, for instance, involved slowly “submerging” one foot into an imaginary sea, then
letting the rest of the body follow the motion of a wave. The physical action of following this imagined
flow expressed the same message: the goal is not to make a wide and impressive gesture at the expense
of balance, but to commit fully, even to a small step. These bodily metaphors encouraged mindfulness,
thereby grounding participants in the present.

In addition to familiar warm-up routines, some exercises included playful elements. In one
session, participants were asked to move across the room like a member of the feline family by means
of shifting their weight between arms and legs. Such tasks often led to smiles, laughter, and moments
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of self-reflection: participants catching their own expression in the mirror. Another core exercise
involved swaying from side to side in response to an inner impulse called ‘ruh?’, imagined as residing
in the center of the chest. The goal was to let the body relax without losing control. Moreover,
particular attention was given to hand and wrist articulation.

Following the warm-up, the class transitioned into learning choreography based on
contemporary dance, infused with Kazakh elements. The choreographer demonstrated individual
movements, which were gradually connected into longer sequences. As participants rehearsed these
sequences to music, moments of hesitation, forgotten steps, and broken rhythm emerged. The
narrative flow slowed down. Yet with each repetition, movements began to acquire definition;

meaning was conveyed through emotion as well as technique.
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Video courtesy: (1-2) Study and practice of choreography set to the music of the ‘Hassak’ ethno-folk group [VIDEOS available,

please click the images or use the link-1 and link-2 to access].

While each gesture had conceptual weight, for instance, tolqgyma, a wave-like movement
imitating water, the key emphasis was on niet'®: the emotional or experiential meaning that each
dancer brings to the movement. In this way, an interpretive field emerged: where a single
choreography was embodied differently by each individual, shaped by their internal narrative. The
body became not an object of technical discipline but a subject of personal experience. This phase

often triggered the strongest emotional responses, ranging from fear of making mistakes to full

12 Spirit, inner world of a person (Koyanbaeva and Zaurbekova, 2011).
13 Inner intention, motivation, calling — an important notion in the Kazakh culture (Borbasova and Aljanova, 2015).
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immersion. Gradually, bodily understanding took hold, and patterns were memorized, rhythm aligned,
confidence emerged. Only once the sequence was well-integrated did the choreographer reveal the
full story or emotional arc behind the choreography. This pedagogical choice preserved participants’
subjective interpretations and prevented pre-defined meanings from limiting creativity. Exceptions
occurred only when the music had an explicit narrative, which did not happen during the lessons that
the author took but was explained in the interview portion.

Classes typically concluded with individual and group performances — first solo, then in pairs
or small groups, which helped to reinforce learning. Video recordings proved particularly valuable.
Since the author was herself engaged in the process, it was not always evident in the moment how

others embodied the dance. Watching the videos later revealed something striking: though each

dancer performed the same sequence, the ruh of each interpretation remained uniquely present.

- — N
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Video courtesy: Study and practice of choreography set to the ‘Ruh Therapy’ by Bagjan Oktyabr [VIDEO available, please click

the image or use the link to access].

To establish connections between class observations and interview data, the fieldnotes were
thematically coded to identify recurrent motifs. Thus, the class was approached (a) as a physical
discipline, and (b) as a form of storytelling through which cognitive themes, such as self-perception,
cultural memory, and embodied identity, were enacted. Crucially, these themes were not always
articulated verbally, were rather felt and spatialized. Each dance episode became a conceptual frame
through which participants could explore their relation to emotional and physical environments:
animal-inspired gestures evoked unity with nature, whereas historical motifs brought connection to
cultural memory. One of the most consistent themes was a return to bodily awareness in the “here

and now”, through which a dialogue with space was established. In this vein, at the interactional-
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performative level, the choreographer functioned not simply as an instructor but as a storyteller. She
“narrated” through her body, inviting others into the story. Participants responded: sometimes by
replicating movements, sometimes by transforming them, sometimes in silence, and sometimes in

verbal dialogue.

3. Interview analysis

The observations gathered during participant sessions are complemented by the results of semi-
structured interviews. A thematic analysis was applied to these interviews, enabling the identification
of stable meaning-making structures through which participants reflect upon and interpret their
experience of Kazakh folk dance. This approach proved particularly appropriate, as the interviews
were rich in personal memories, bodily sensations, reflections on identity, and accounts of inner
transformation.

Importantly, the interviews addressed not only themes directly related to participation in the
studio but also broader questions concerning the cultural, emotional, and personal significance of
dance beyond the immediate context of instruction. Accordingly, the interview analysis is organized
around eight thematic categories, each explored through the diverse perspectives of the interviewees,
depending on their roles and degrees of engagement in Kazakh dance practice, including amateur

participants, choreographers, and researchers.

3.1 Identity and self-expression

“The theme of identity...of identification — is, in fact, closely tied to the idea of personal growth. In order
for a person to begin moving upward, to grow like a tree, it is essential to recognize and feel their own
roots.”

Interviewee 10

One of the central themes emerging from the interviews was that of self-unfolding through the
active practice of Kazakh folk dance.

Several amateur practitioners from ‘Open Ballet’ noted that dance, whether ballroom, folk, or
otherwise, had been a part of their lives since childhood. Their return to it in adulthood did not stem
from a specific goal or expectations, but rather from an intuitive pull toward something both culturally
rooted and physically engaging. As they continued their practice, participants began to realize that
this initial impulse reached deeper into their sense of self, their origins, and a search for integrity.

To begin with, the practice of Kazakh dance art emerged as a deeply intimate tool for self-

discovery, which offered an alternative space outside the fragmentation of everyday life. In this space,
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participants could reconnect with a more coherent, integrated image of the self. As one participant,

who is ethnically non-Kazakh but was born and raised in Kazakhstan, explained:

“It’s something I internally need... As if it’s a way to identify myself beyond routine work.”

Interviewee 3

In this sense, the dance studio functions as a kind of third space!®, where the practitioner
temporarily sheds social roles and becomes more open to the cultural codes embodied in the dance.
It allowed for a feeling of belonging to a culture they respected, felt connected to, and wished to help

preserve:

“Kazakh dance is closer to me than others, not because it’s objectively better, but because it’s mine. It feels
absorbed from childhood. And although I’'m not Kazakh, I was born and raised here. This is my homeland.
This is the culture that shaped me...and still does. And in this dance, in these sessions, I find something
deeply personal.”

Interviewee 3

In this way, identification occurs not through origin, but through corporeal engagement: through
living the gestures and rhythms that hold traditional knowledge. Interviewee 11 reflected on his Slavic
background and lifelong residency in Kazakhstan. Amid recent geopolitical tensions, he found
himself facing a personal crisis of cultural identity. While Kazakh dance did not provide a definitive
solution, it initiated a process of internal dialogue: in his search for “Kazakh-ness” to infuse into his
dance, he realized that it was already part of his life. Drinking traditional beverage Nauryz kéje!® on
the holiday of the Turkic new year, for example, felt just as natural and meaningful as it did for those

who had grown up with the tradition.

“I wouldn’t say these are ‘Kazakh’ emotions...emotions aren’t ethnic. But I clearly sense that these are
feelings that circulate within Kazakh culture, within Kazakh families. Maybe I wasn’t raised in such a

family, but I’m close to it, I see it, I understand it, and I feel connected to it.”

Interviewee 3

Participant 5, also of mixed ethnic background, shared how she approached the cultures she

identifies with through art: by mean of learning to play the dombra, for instance. Later, one of the kui

14 In the context of dance, third space is a space of dialogue and interaction that arises between different cultural, bodily and identity
positions. It allows participants not only to express and experience differences, but also to rethink them, creating new forms of collective
and personal experience through dance (Anttila et al., 2019).
15 A traditional Kazakh dish prepared to celebrate the Turkic New Year, which takes place from March 21 to 23. It traditionally consists
of seven ingredients and has a slightly sour, refreshing taste (Gutman, 2013).
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compositions by Nurgisa Tlendiyev became the basis for her performance that combined popping®®
with elements of the traditionally gentle Kazakh dance ‘Aqqu’, infused with her personal
interpretation inspired by the image of a spirited and free nomad.

For some practitioners, dance becomes a way of engaging with culture as part of their life
trajectory. It may not fully define their identity, but it becomes both an enriching layer of their inner
world and a space for expression where words fall short. One especially illustrative narrative comes
from Interviewee 2, who initially joined the class while preparing for a compulsory choreographic
exam as part of her dream of becoming an actress. Although the assignment allowed for any genre,
she deliberately chose Kazakh dance as a way of demonstrating longstanding love for the culture.
One of the choreographic sequences she learned during class will become her competition piece. As

she shared:

“It’s in Kazakh dance that I can tell the truest story of myself.”

Interviewee 2

The theme of self-actualization is particularly prominent in the narratives of choreographers, for
whom dance serves not only as a primary mode of communication through kinesthetic and plastic
vocabulary, but also as a form of emotional recovery. One inspiring example is the story of an
interviewee 1 — choreographer who suffered a severe spinal injury at the age of eighteen — an event
that placed her professional future in dance under serious threat. However, at that very devastating
moment, she was invited to take part in the filming of a documentary, dedicated to the history of
Kazakh dance as seen through the story of a young dancer. She felt that this role might serve as a
proper farewell to her dancing career. As interviewee 1 recalled, this experience did not become a
final chapter, but, in fact, the beginning of a new path: through narrating culture on screen, she slowly
began to return to herself, even though the process of physical recovery still took considerable time.

For many participants, returning to Kazakh dance is also about an attempt to restore missing
links in their personal and collective identities: a recurring theme in the interviews was the recognition
that the generation raised during the post-Soviet period often lacked a solid foundation in Kazakh
culture in childhood, mainly in the form of language, bodily or musical practices. This absence created
a rupture in the perception of their own heritage, rendering it either overly formalized or disconnected

from everyday life.

16 A street dance style, characterized by sharp, rhythmic muscle contractions called “pops” or “hits”, performed in sync with the music
(Gun'kina et al., 2017).
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3.2 Immersive engagement and transformation of perception

“I saw Kazakh dance from a different angle...and it genuinely inspired me. My brain started working in a
new direction, my neural connections began to spark!”

Interviewee 6

Kazakh dance, as taught at the “Open Ballet” studio, requires diligent work where cognitive
involvement is closely tied to physical components. Participants note that practicing the dance
deserves a significant investment of time, especially for those without prior dance experience. At the
initial stage, with learning new choreography elements, combining them into sequences, and
performing them with music, the primary focus often becomes memorizing the steps and executing
them technically correctly. However, this very focus often obscures one of the essential elements of

the dance: lightness.

“In Kazakh dance, lightness comes from deep internal work.”

Interviewee 1

In Kazakh dance, despite the perceived fluidity and tenderness of many movements, their
execution requires active muscular engagement. Thus, achieving a balance between tension and
relaxation in movement becomes a distinct form of bodily labor. As participant 3 noted, excessive
relaxation can appear careless: movements lose clarity, limbs seem uncontrolled, and gestures feel
unfinished. On the other hand, over-concentration on muscle control leads to stiffness: the shoulders
rise, the face tenses, and the movement loses softness and natural flow. Quality performance therefore
demands not mechanical control, but subtle bodily attunement that comes with experience.

Often, the pursuit of perfection in execution hinders the development of this balance. As already
mentioned in the participant observation analysis, one of the key attitudes in Kazakh dance is the
principle of responsibility — working with the actual capacities of one’s body in a given moment.
Rather than attempting to control more than is available, it is important to respect one’s own rhythm
and gradually develop one’s abilities at a sustainable and healthy pace. This attitude is seen not only
as a methodological principle in dance, but also as a life principle rooted in a specific historical

context:

“We were taught this even in the academy. They said: look at our ancestors, at the nomadic people. They
didn’t build long-term illusions or chase the unattainable. They took what they had and worked with it.
When the seasons changed, they moved on. That life wasn’t easy, but it was made possible by a deep sense
of responsibility for the present moment.”

Interviewee 1
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In this sense, dance practice becomes entangled with the nomadic worldview: not accumulation
or idealization, but adaptability, awareness, and acceptance of current conditions. The physical
practice becomes a form of embodied wisdom — a steady presence in one’s own body. When this
embodied self-reflection aligns with an internal ethic, the dance gradually shifts away from
mechanical execution toward a kind of plasticity essential to the Kazakh dance tradition.

Yet the process does not end there. For many participants, the perceptual transformation brought
about by dance happens through the realization of deeper meanings embedded in the structure of
movement. For instance, Kazakh dance is said to offer an experience of the surrounding world as an
active partner: movements do not “cut through” the air but enter into it, allowing the body to be
enveloped by space. This does not imply an absence of strength or sharpness, but rather a quality of
care and respect for one’s surroundings. In the interviews, the movement tolqgyma, a wave-like motion
imitating the flow of water, was frequently noted as an example. When performed from the face
downward, it serves as a metaphor for a process of self-cleansing. This is followed by circular
movements such as ainalma and orama, through which positive energy is drawn in, lived through,
released, and then returned to the world in a transformed form. In this encounter with something
greater, self-centeredness fades, which makes a space for modesty, a quality many participants
emphasized. In Kazakh dance, the performer does not highlight their own beauty but instead directs
attention to the beauty of the world around. In this vein, the plastic structure of the dance carries the
concept of ethical grounding, through which gratitude and sense of harmony with oneself and the
world is cultivated. Ultimately, dance becomes a form of dialogue. Another interesting example is the
women’s Kazakh dance ‘Erke Kyz’. Its main message is the bright, playful energy of a young girl.
Through movements like qol oynatu, the dancer initially hides her face in shyness and then, more

confidently, begins to show off her jewelry. As interviewee 12 noted:

“Even here, we see sincerity — not pride. Just a girl genuinely happy to have received beautiful earrings.
And we know that in the steppe, silver was a sacred metal. Today we speak about its antiseptic properties,

but back then, the main thing was its sound — it was believed to ward off evil spirits. This beauty lies in

belief and gratitude.”

For many participants the practice cultivated a heightened awareness of their surroundings,
which encouraged them to perceive familiar spaces with renewed attention and care. This growing
spatial sensitivity also proved to be a valuable resource in other dance contexts. Participant 11, for
example, even though the group choreography he was part of was designed to be expressive and bold,
reflected on how engaging with Kazakh dance helped him refine his understanding of stage presence:
knowing when to step back and allow space for others, for the music, and for the composition as a

whole. Such physical practice demands deep engagement, which, in turn, creates an internal
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resourcefulness that participants described as carrying over into their daily lives. For some, it even
brought about a transformation in their sense of self. Participants shared that through this process,
they developed a newfound inner stability — a shift that not only increased their confidence in dance,
but also in life more broadly. With greater bodily awareness came a stronger connection to their own

rhythms.

3.3 Spirituality

Although spirituality was initially intended to be one of the central themes of the study, the
analysis of the interviews revealed unexpected and multilayered interpretations of the concept.
Contrary to the notion of spirituality as something elevated or religiously colored, most participants

described it as an everyday, quite tangible state of attention, engagement, and connectedness.

“I have two kids. Feeding them is my spirituality.”

Interviewee 10

This statement succinctly encapsulates how the participants’ understanding of spirituality is not
tied to idealized images of nature, sublime or cosmic, but rather rooted in the notion of full physical
and mental presence. Thus, the dichotomy of “nature versus city” is not relevant to them. As the
interviews revealed, spirituality does not require withdrawal from everyday life, as it emerges from
its very core. In this vein, the practice of Kazakh dance, according to participants, cultivates
attentiveness to small things, thereby fostering a sense of fullness and joy rooted in the “quiet beauty”

of ordinary life, which does not rely on external conditions.

“Dance doesn’t necessarily take us to the steppe or the mountains. It brings us back to what’s already
around us. It teaches us to see — a blade of grass, the wind, the dust in a sunbeam. It teaches us to be here.”

Interviewee 1

A notable example frequently mentioned in the interviews was the women’s dance ‘Qamajai’,
which embodies spirituality through everyday rituals. The movements in the dance reflect some of
the daily activities of Kazakh women: the gesture qainar bulaq symbolizes braiding hair, while
movements from ‘Ormek bi’ depict skillful wool collecting (jiin tegu), thread spinning (jiin esu), and
needlework (shiratpa, shi orau). These actions are accompanied by particular attention to wrist
articulation, which receives focused attention during warm-ups. The execution of these gestures is
not a matter of mechanical repetition: the energy comes from an inner impulse, and the dance itself
becomes a form of harmony attained through active participation in the process. To a certain degree,
it can be understood as a state that arises naturally through sustained engagement in the unfolding of

life, rather than something that must be deliberately pursued.
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“Harmony, I think, is spirituality in action. It comes as a side effect...when you’re in motion, in work, in
relationships, in growth, that’s when inner balance comes.”
Interviewee 7
Many participants also reflected on how spirituality reveals itself through everyday interactions
with family traditions. With age and life experience, their attention gradually shifts from productivity
and external accomplishments to values such as kindness and quality time with loved ones. Routines
that once seemed burdensome, such as hosting guests or preparing meals, began to be perceived
differently, as emotionally fulfilling moments that foster togetherness. These re-evaluations were
often linked to the embodied awareness developed through Kazakh dance practice, which helped
participants recognize the depth and significance of ordinary gestures. In this perspective, spirituality
does not require special conditions or sacred settings, as it is rooted in simple customs that are passed
down through generations.
In addition, it was particularly emphasized that true spirituality does not require grandeur or

spectacle. Its vessel is the creative act itself:

“Art is not about scale. You don’t have to paint ‘Starry Night’. You can just shape a plate or dance a few
movements. What matters is not how big the work is, but the act of creation itself. In those moments, you
don’t feel anger, envy, or destructiveness. You create.”

Interviewee 8

This creative stance toward the world, embodied in physical practice of the dance, becomes an

important spiritual anchor for many participants, especially in times of personal or social vulnerability.

3.4 Cultural awakening

One of the most prominent themes in the interviews was the participants’ re-evaluation of the
significance of the folk dance art within the broader trend of renewed interest in Kazakh traditional
elements, also seen as a step towards decolonization of the country’s creative potential on the basis
of its cultural heritage. Although Kazakh dance had, in one form or another, been present in the lives
of interviewees since childhood, it had long remained unnoticed. To a certain degree, taken for granted,

without conscious appreciation of its value.

“Even when I lived in Russia and was trying to find myself, I don’t remember ever thinking about Kazakh
dance. I thought more about clothing, about crafting. I’d wanted to design Kazakh-style jewelry for a long

time. But dance? It never even crossed my mind.”

Interviewee 4
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“Even though I grew up in a traditional Kazakh family and had been taught to respect culture and customs
since childhood, I never saw such deep meaning in Kazakh dance until I started taking classes.”

Interviewee 2

Many participants learned about the classes in the ‘Open Ballet’ studio through the popular
videos on social media, especially on Instagram. In this way, their entry into the practice of folk dance
was closely linked to contemporary visual formats, which should be noted as an important factor in
the integration of cultural content into everyday digital reality. At first glance, the motivation to join
may appear superficial — part of a trend towards ethnic-fused aesthetics. However, such motivations
often mask a deeper, if not immediately articulated, desire to rebuild the bond with one’s cultural

roots, once shattered by certain historical injustices:

“I want to study this [dance]. It’s part of my culture. I think we’ve been disconnected from it for far too
long.”

Interviewee 4

Therefore, the analysis reveals how the broader cultural shifts in Kazakhstan are reflected in the
narratives of participants. They share the feeling of excitement that interest in Kazakh culture has
been growing in everyday life: traditional elements such as ornaments and jewelry, once rare, are now
actively reappearing in urban environments, from mass-market stores to boutique brands and
showrooms. A similar trend is observed in other forms of cultural production, particularly film, music,
and social media, where the Kazakh language and visual motifs are becoming increasingly
normalized. This process, as participants describe, reflects a natural expansion of Kazakh culture
toward the contemporary and stylish, rather than something strictly traditional or archaic. Cultural
return often begins with aesthetics, through an appealing visual language and storytelling, but over
time, it deepens into more thoughtful reflection on heritage.

However, participants emphasized that despite the high potential of Kazakh dance, its public
visibility and availability remains limited. While Kazakh dance is slowly entering the media
landscape through social platforms, this form of dissemination is not yet sufficient to ensure sustained
engagement. Participants noted that with proper communication and presentation, the integration of
Kazakh dance into contemporary visual and media formats could not only increase its reach, but also
align organically with Kazakhstan’s current cultural dynamics. As a result, the analysis suggests that
the embodied practice of Kazakh dance is a sociocultural act, integrated into the larger postcolonial

processes of recovering one’s language, legacy, and self.

47



3.5 Kazakh dance as an embodied expression of ancestral knowledge

Participants perceive dance as one of the most profound ways to reconnect with their ancestors:
through the nomadic worldview embedded in the movement vocabulary and plasticity of the dance.

To begin with, special attention in the interviews was given to the aforementioned concept of
niet — the intention with which a movement is performed. According to participants, dance can never
be neutral: it is always filled with inner intention, and the sincerity of that intention is what gives the

movement its strength.

“This intention has to be right. And what does ‘right’ mean? Probably, to love sincerely.”

Interviewee 10

One vivid example is the movement ainalma, circular rotations of the wrists directed inward and
outward. This continuous spiral is interpreted as a bodily expression of a cyclical worldview, where
there is no finality: every end is seen as the beginning of a new turn. Participants noted that through
the ainalma, one forms a sense of energy being drawn into the body and then necessarily returned
outward. This is closely tied to the nomadic notion of goodness: “What is done will return to you
multiplied”. By drawing in positive energy through circular movement, individuals performatively
process their own experience and shares that energy further. The image of shalkyma, wave-like torso
movements often performed with elements of ainalma, adds another symbolic layer. This movement
is associated with a girl carrying kumys®’ and gains metaphorical depth through the traditional shape
of the torsyk?8, the vessel used to store the drink. Due to its rounded form, the torsyk would always
retain a bit of liquid from the previous batch, which implies the idea of continuity and transmission
through trace, residue, and taste of the past. In this way, the body itself becomes a vessel of memory
that never starts entirely from “zero”.

Memory in dance, then, is not abstract but a living, emotionally charged form of embodied
knowledge, especially when performance is linked to a specific story. In one interview, a participant
4 recalled a dance staged to a piece of music based on a poem by Magzhan Zhumabayev, who was a
poet repressed by Soviet authorities in the 20™ century. Performing to such material enabled a deep
engagement with collective trauma and memory, transmitted through movement.

These forms of bodily memory, as participants emphasized, have a strong educational value.
Dance is perceived as an alternative to formal education. Several participants expressed the idea that

Kazakh and other folk dances should be part of school curricula, which could benefit in combining

17 Traditional fermented dairy drink made from mare’s milk, very common to the Turkic ethnic groups and Central Asians (Shamaeyv,
2007).
18 Traditional tableware made of leather, normally used for dairy drinks (Shamaev, 2007).
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physical activity with cultural understanding and make the body a channel for effective

transgenerational heritage continuity.

“It would be physical exercise, spiritual nourishment, and cultural education all at once.”

Interviewee 4

Thus, Kazakh dance, in the participants’ view, is an archive without paper and knowledge
without text, which allows not only for the preservation but also for the experience of culture — as
part of one’s own biography. In this context, some participants also returned to the theme of nature as
an essential part of this lived experience. Those who grew up in Kazakhstan’s steppe regions
mentioned that open landscapes and frequent travel shaped their internal sense of space and pace.
According to them, dance helps restore this feeling — not through visual imagery, but through bodily
alignment with the rhythms of nature. The sense of kinship with ancestors in such moments arises
with a strong realization that someone before you may have felt the same way in that same landscape.
This state is described as a quiet internal anchor, which offers calm and confidence. It is important to
note, however, that movements do not always carry deep meaning or a clear story. The meaning of a
movement can vary: sometimes it is clear or conceptually given, while other times it emerges through

personal feeling and individual interpretation rather than deliberate invention.

3.6 Music and attire

Across all interviews, music is described not as a background accompaniment, but as an equal
source of meaning in Kazakh dance. For most participants, it is music that serves as the primary
emotional entry point into choreography. “I try to feel the music”, shares one of the choreographers
(participant 9) to express that movement, at times, is a sensory expression of what is heard.

A vivid example of music being perceived as a meaning-making force can be found in the
references to the figures of sal and sere — traditional bearers of the musical, poetic, and dance cultures
of the steppe. Their practice combined the roles of singers, dancers, performers, and at times even
mentors. Through their art, they addressed the younger generation by awakening artistic sensitivity
while simultaneously guiding it within the bounds of tradition. It is precisely the democratic nature
of the culture, born in the steppe and addressed to “the whole people”, that makes their figures
especially significant today.

This thread continues into the legacy of the famous 19™-century akyn Akan Sery, whose song
‘Balkadisha’ was frequently mentioned in the interviews as an example of deep, emotionally layered,
yet widely accessible musical heritage. The composition, which reflects the beauty, freedom, and
fragility of a young soul, was performed at the World Expo in Paris in 1925 by Amre Kashaubaeyv,

who tragically died under unclear circumstances upon returning to the USSR. According to
49



participants, in the choreography set to this song, bearing traces of so many intertwined destinies from
the nation’s history, understanding its context allowed them to experience each element of the dance
more profoundly.

A similar attitude toward music emerges in the account of Participant 5, whose dance to the
composition ‘Aqqu’ became a personal milestone in emotional maturity. She shared that she first
heard the music nearly ten years ago and immediately felt its power, but at the time, she was
intimidated by its technical difficulty and set it aside. The music, which had remained in an archive
for years, was chosen only when she felt ready, both in terms of technical skill and emotional
readiness. Notably, the choreography also included a gesture spontaneously conceived the night
before the performance: the dancer had been inspired by the Nauryz city festival scene where a
woman stirred Nauryz kdje in a giant pot. The gesture of lifting and lowering an invisible, weighty
object was added to the dance as a living metaphor, as if the sounds of the dombra themselves
suggested that this was exactly what was needed. It also demonstrates how aspects of daily life and
the natural world may be incorporated into artistic creations, as it provides the audience with a feeling
of coziness through familiarity and genuineness. “Any dance, like any art, becomes interesting when
it carries lived experience”, the participant concluded.

Thus, participants emphasized that musical material serves to unify the performance into a
coherent and expressive whole, as it often guides the choreographic structure, internal motivation and
conceptual framing of the dance. And again, this remains a highly open space for interpretation,
including that of the music itself.

Furthermore, elements of clothing and adornment are also frequently mentioned with
appreciation, particularly in two growing trends: (1) contemporary reinterpretations of traditional
attire and jewelry, which help maintain a sense of integrity in the revival of cultural traditions; and
(2) the way dance classes themselves inspire further exploration of these traditions. As participant 4
noted, this included learning the meanings of ornamental patterns on the clothing she bought
specifically for class. Based on the overall impressions, the author would note that such attention to
detail reflects the significance of dance in participants’ lives, as it evokes a desire to, in a sense,

recreate a full cultural picture within the modern urban context.

3.7 Choreographer as storyteller: dance as destiny and mission

This theme emerged as quite relevant across all categories of research participants. The role of
the choreographer in Kazakh dance was consistently described as central, and, in many cases, fateful.
At the level of regular classes at the ‘Open Ballet’ school, choreographers using interactive methods,
such as reflective discussions, contextual explanations, and historical references, created a learning

experience that extended far beyond technical training. Practitioners emphasized not only the
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methodological depth of teaching, but also the choreographers’ personal engagement, sincere cultural
interest, and eagerness to share personal reasoning.
Participants with prior dance experience spoke especially emotionally about their teachers,

pointing out how deeply a choreographer’s personality could shape their development as individuals:

“She did a lot of work for the growth of our souls, for our growth as decent human beings. And I don’t

understand how one person could do this much. Can you imagine, one!”

Interviewee 6

The choreographers themselves described the transmission of knowledge through Kazakh dance
as a profound responsibility, which implies balancing subjective interpretation with fidelity to
historical and cultural accuracy. At the same time, each choreographer maintains a distinct style,
whether in movement composition or pedagogical delivery. Their approach is well illustrated by an

analogy that connects dance education with broader patterns in epistemological processes:

“We go to school to learn how to study — to learn how to search for information, process it, analyze it. We
are not required to remember all the formulas in algebra or chemistry by heart. The main thing is to

understand how logic works, how the process is structured.”

Interviewee 6

At the professional level, participants noted that despite its development, the dance scene in
Kazakhstan remains relatively small and tightly connected. The same names, particularly those
affiliated with the Zhurgenov Academy of Arts and the Seleznev Choreographic School, appeared
frequently in interviews, which showcases stable institutional presence within the dance community.

Moreover, choreographers reflected on the importance of their stage work, describing it as
another essential mode of cultural mediation. In this context, the communication shifts from a
“teacher-student” format to one between performer and audience. Yet the goal remains the same: to

convey experience, emotion, and meaning, albeit through a different channel:

“Yes, not through words. Emotions — through movement. I’'m not a scholar or a historian. But I work with
our heritage through my body. I'm a performer. And I see how, through my movements, through the

emotions I experience on stage, people encounter something very deep — something you can’t simply read

about in a book.”

Interviewee 9
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The interviews also reveal the multidimensionality of the figures involved in the sphere of
Kazakh folk dance. The study included two instructors from leading universities in Kazakhstan who
combine research and teaching in their professional practice. They examine Kazakh dance as both a
cultural and aesthetic phenomenon, and they teach it in theory and practice. This comprehensive
experience allows them to speak of dance as a complex system that requires specialists to be
multifunctional and capable of interdisciplinary thinking. Thus, more than simply functional, the
figure of the choreographer in Kazakh dance emerges as deeply value-laden and culturally significant.
Through teaching, performance, research, and direct interaction with students and audiences,
practitioners shape the contemporary landscape of Kazakh dance as a meaningful space that can only

be accessed through personal participation and inner engagement.

3.8 Dance as the heritage of the future

Throughout the interviews, participants often mentioned the future of Kazakh dance: its
evolving forms, directions of development, and the boundaries of authenticity. In this vein, two broad
trajectories can be identified in the current context: on one hand, the academic and institutional model,
associated with the theatrical stage and the preservation of formalized dance traditions; on the other,
a contemporary approach grounded in personal interpretation and the influence of other
choreographic traditions, including contemporary dance. Many participants emphasized that stylistic
boundaries are increasingly blurred and that the Kazakh dance today has become hybrid and open,

still maintaining its conceptual integrity:

“We do not follow history unquestioningly. Because we are history. We are also writing it, continuing it.
We have our own colors, our own signature, our own character. We cannot be silent conduits, because that

would be dishonest and untrue.”

Interviewee 10

This view of dance as an adaptive and ongoing tradition allows room for individual agency and
contribution in a way of transformation, reinterpretation, and expansion of forms. What matters is not
only the preservation of structure, but the infusion of relevant, contemporary meaning that connects

external form with internal sincerity:

“If a person feels that this is theirs, if they carry it from within, with respect, then it is also part of the

whole.”

Interviewee 10
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Even as new meanings are added, the core energy of Kazakh plasticity remains, rooted in
connection to the surrounding world. One performance of ‘Aqqu’ by two different dancers
demonstrated how varied the interpretation could be — yet still recognizably Kazakh in its intention
and equally praised by viewers.

Overall, interviewees agreed on the importance of coexistence between different approaches:

some preserve the rigor and purity of tradition, while others experiment and integrate new elements:

“It’s important to have those who protect the structure, and those who ask: ‘Can it be done differently?’”
Interviewee 10

This dynamic extended into the discussions about the impossibility of “fixing” dance into a
static form. Instead, dance is understood as an open system of interpretation: the same piece can be
read differently by different audiences — as a metaphor for life, death, celebration, or loss. In this
sense, dance is a breathing process, where each performer has a degree of advocacy. It is not preserved
in stasis but reimagined by each generation.

Participants stressed that Kazakh dance is increasingly entering the space of global hybridity.
To illustrate, one participant recalled how a video of Kazakh choreography filmed abroad evoked
associations with Native American culture among U.S. audiences, perceived to carry universal
resonances across cultures. The borrowing of motifs, participation in international workshops, and
openness to diverse ideas are seen as a part of the natural evolution of a living practice.

Furthermore, participants unanimously agreed that Kazakh dance represents a significant asset
of cultural capital, even if its value is expressed differently for each individual. For instance,
participant 4 mentioned that when applying for international programs such as ‘Arctic Nomads’, she
listed Kazakh dance as a culturally significant skill for intercultural exchange. This reflects an
emerging awareness of the instrumental value of dance in representing national heritage globally.
Such recognition is further evidenced by the increasing presence of folk ensembles and solo
performers in international competitions.

Thus, Kazakh dance today is not a static form handed down from the past, but a medium for
reflecting on the present and projecting into the future, which makes it a form of cultural thought that

simultaneously maintains a connection to ancestral roots while opening space for new possibilities.
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CONCLUSION

This study investigated how the physical practice of Kazakh folk dance supports personal
growth by re-establishing a connection to nomadic heritage within contemporary urban environments.
Through a combination of semi-structured interviews and participant observation, the study examined
the lived experiences of practitioners, with a focus on how bodily engagement in dance gives rise to
personal transformation, spiritual connection, and cultural continuity. To structure the inquiry, three
sub-questions were proposed to address the central research question.

The first sub-question focused on how specific movements and choreographic elements in
Kazakh folk dance function as a means of self-actualization. Participants described feeling
emotionally grounded and physically empowered through the repetition of certain movements, with
aynalma being the most frequently mentioned. Participants emphasized the importance of its
symbolic richness and their awareness of the deeper historical context in fostering both cognitive and
emotional engagement during performance. Beyond understanding the meanings of movements, great
significance was attributed to the execution itself, ideally performed with a sense of lightness, but
attainable only through physical investment and discipline. This process enabled participants to
reconnect with their bodies and cultivate deeper care for them, along with a sense of personal
fulfillment and confidence that extended beyond the studio setting. These effects were mirrored in
participants’ broader perception of their environment: they reported increased attentiveness to detail,
heightened concentration, and greater focus in daily life.

Expanding into the cultural dimension of dance as a vessel of collective identity, the second
sub-question delved into how physical engagement with traditional elements can awaken a
spiritual bond with one’s heritage. For many participants, something as simple as mimicking
horseback movements became a way to feel as though they were stepping into the lives of those in
the past. On a deeper, psychological level, the act of dancing rekindled a sense of belonging to the
land itself and to the values, such as gratefulness, respect for traditions, down-to-earthiness, that have
quietly carried Kazakh identity for generations. To further elaborate, it felt as an act of grounding
themselves in something much older and greater than they are. It brought a sense of calm and quiet
reassurance: “this was here before me, and it will remain after”. In a world that often feels uncertain
and fragile, that connection offered a kind of steadiness, or, to put it simple, something to hold onto.

The final sub-question examined the role of the choreographer as a cultural mediator in
conveying the meaning behind the plastic vocabulary of the dance. Through their interpretive
choices and pedagogical strategies, choreographers facilitated the transmission of meaning embedded
in the movements, influencing how participants navigate the tradition. For both amateur dancers and
academic respondents, the role of the choreographer was seen as central: it is the choreographer who
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enables individuals to understand and internalize the tradition. Interestingly, participants noted that
there is no single “correct” interpretation, as with an exam, but rather a subjective journey of
discovery. In this vein, professional choreographers emphasized that their role is not to impose a
singular vision, but to offer guiding principles that allow space for each practitioner’s personal
expression. Dance, therefore, emerges as a tool for dialogue: a space where individuals come to know
themselves, understand the world around them, and engage with it in an ongoing exchange of energy.
It is through this lived human experience that the research also invites a reconsideration of how
heritage itself is conceptualized.

The study demonstrates that participants understand folk dance heritage as co-constructed and
emerging not solely from the past, but through the lived, affective, and performative actions of
individuals and communities today. This perspective, grounded in ethnographic insight and
theoretical reflection, provides a valuable framework for developing ethical and sustainable strategies
for the promotion and preservation of dance traditions in the current cultural context. At present,
however, a certain dichotomy remains in how folk dance is perceived: either as a sacred, untouched
legacy preserved by educational and performance institutions, or as a flexible and evolving space
open to experimentation and reinterpretation.

As folk dance classes gain popularity, they may come to function as creative hubs that foster
shared experiences and contribute to a more cohesive and enriched civic society. However, this
approach will require larger-scale studies with more participants to overcome the contextual
limitations of this case study. Future research could build on this foundation by exploring the
economic and institutional dimensions of Kazakh folk dance, particularly its growing presence in
amateur, commercial dance education and its potential integration into national cultural policy. In
fact, the role of folk dance in nation-building processes could be a promising direction on its own.
Additionally, the development trajectory of folk dance, which was also a recurring theme in this study,
could become a focal point for exploring broader questions of authenticity, agency, and the place of
the current generation in shaping what future generations will recognize as the Kazakh folk dance art.

As aresult, this research shows that effective management of art and cultural heritage in global
contexts should start from the actual first-hand accounts of communities. It means paying attention
to local creative practices and grassroots initiatives, which often reflect tradition’s presence and
persistence, in a positive connotation, but also — change. As Shalabayeva (2016, p. 107), the former
director of the Kasteyev Museum, writes, “The continuer of the cultural tradition is the one who turns
it into an element of his spiritual being, which means recreates it anew”, once again supporting the
idea of the freedom to reimagine heritage by those who live it. For cultural institutions, investors, and

policymakers, this suggests the need for new support models that would not simply turn folk dance
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into a market-friendly product or a tool for national branding. The findings make it clear: practices
rooted in community grow best through deep engagement where there is no room for standardization
or top-down agendas. While commercial potential in the realm of cultural entrepreneurship may offer
intriguing directions for future research, the strength and sustainability of such practices lies in the
meaning they help people to unveil. Supporting this balance requires long-term commitment and a
willingness to treat culture as a living process with a myriad of human destinies and paths in it — not
just a product to manage.

Ultimately, Kazakh folk dance is not a magical cure that instantly provides all the benefits
described above. Nor is it a portal to the past that effortlessly reestablishes lost connections with
collective ancestral consciousness. However, it is undoubtedly one of the doors through which such
a journey can begin. The most valuable insight this research has revealed is the participants’
awareness that dance is, above all, a practice: it demands both intellectual and physical effort. And it
is through this process that self-actualization takes place, often as a byproduct of sustained
engagement. The results, of course, vary depending on individual interest and motivation. Still, even
with a limited number of interviews, this study radiates a sense of enthusiasm and possibility —

something that is, in itself, deeply inspiring.
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APPENDICES

1. Interview guideline

1.1 Original version

I'ajix mo MoJIyCTPYKTYPUPOBAHHOMY MHTEPBBIO

JlaHHBIN raii pa3paboTaH ¢ LENbI0 MOJY4YeHHsS pa3HOOOpasHbIX B3IIAJOB Ha TO, KaK MPAKTUKA

Ka3aXCKOr0 HapoOJHOTO TaHIa CIIOCOOCTBYET camopeaiu3ali U KyJIbTYpHOMY BOCCTAHOBJICHHUIO.

Paznenenue y4acTHUKOB Ha jroOuTeneil, mpodeccuoHanabHBIX XopeorpadoB W uccienoBarenen

IIO3BOJIACT HOI[OP'ITPI K TeMe Ooliee MHOI'OI'PaHHO: JIFOOUTENN JCIATCA OIIBITOM JIHNYHOI'O O6OFaH_IeHI/I$I

U OTKPBITHSA KYJIBTYPHBIX KOpHEH, Xopeorpadbl NOAYEPKHBAIOT BAKHOCTh ITOBECTBOBAHUS U

neaaroruku, a uCCJIea0BaTCiin BHOCAT UCTOPUUCCKYIO U TCOPECTUYCCKYIO IICPCIICKTUBY.

1. O6mas BBOAHAS YACTh U MOJy4YeHHe corsiacus (/I BCceX YYACTHUKOB)

HO6JIaI‘OI[apI/ITb YYaCTHHKOB 3a UX BpECMA U KPATKO MPECACTABUTL LCJIb UCCIICAOBAHUSA

3anpocuTh MUCBMEHHOE COINIaCMEe Ha YydyacTHe, BKIIIoYas paspelleHHe Ha ayIuo3aruch
WHTEPBbBIO, ¢ Hcmoiib3oBaHueM (opmbl cormacus Cl Dpasmyc YauBepcurera Porrepnama,
COOTBETCTBYIOLIEH 3THYECKUM U KOH(PUICHIIHMATLHBIM TPEOOBAHUSM;

[TonpocuTh y4acTHUKOB MpENCTaBUTh ce0s U yKa3aTb YpOBEHb CBOEH BOBJIEUEHHOCTH B
HapoIHBIA TaHel] — Kak JiloOuTenei, npodeccHOHANbHBIX XopeorpadoB WM
uccienoBarenei/npenoaasareneii. Takke BceM ydacTHHKaM OyleT NMpeJUIoKeHO paccKa3arb
00 00111eM ONBITE B TAHIIE, C OCOOBIM AKIICHTOM Ha Y4aCTHE B Ka3aXCKOM HapOJHOM TaHIIE.

2. I'aiix pJ1st MHTEPBBIO € JIIOONTEsAMH (HenmpogecCHOHAJIBI, y4eHHKH cTynnu «Open Ballet»)

CaMopeaJm:samm qepe3 TaHel

o Yro MOTHUBHpYET Bac M3ydaTh Ka3aXCKUW HAPOAHBIM TaHEIl U YTO Bbl YYBCTBYETE,
KOT/1a TaHiryeTe?
o B dyewm, mo BamieMy OmbITY, TaHEI MOMOTAET BBIPA3UTh SMOLIUU, KOTOPHIE CIIOKHO
nepeaaTh CI0BAMH WIIM B TIOBCETHEBHOM KU3HU?
o V3MeHunock 1M Balie BOCHPUITHE ceOS U CBOETO Tela Ojarofaps y4acTHIO B 3THUX
3aHATUAX?
CBs3b € KyJbTYPHBIM HacJle1ueM

o B kakon CTCIICHU, €CJIU TaKOBasi UMECTCs, BBl HYBCTBYCTEC CBA3b C KOUYCBBIM HACJICAUEM
Kazaxcrana, xorja taniyere?

o Kaxk ObI BBl oncanu cBO€ MOHMMAaHUE WIH JTUYHBIN OMBIT JYXOBHOCTH?

o Bo3HHKaNO M y Bac KOTAa-JmO0 YyBCTBO JTyXOBHOW WJIM SMOIIMOHAJILHOW CBSI3H C
ABWKCHUAMU, UCTOPUSAMU WM CHUMBOJIAMHU TaHL[a? Kak 3t KecThl U ABHUKCHUA
(OpMHPYIOT Ballle BOCIIPHATHE OKPYIKAIOMIETO MUPA U TIPUPOIHI?

Posib xopeorpaga u npouecc o0yueHust

o Kaxk xopeorpad 00BsACHAET CMBICI TAaHIICBATBHBIX JBUKCHUMN?
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o

o

Kakyto poinb, o BaiieMy MHEHHIO, UTpaeT Xxopeorpad B TOM, YTOObI HOMOYb MTOHSTh
r1yOOKO€ 3HAUCHHUE TaHIA?

KaK, Mo-BalliIcMy, TAHCII MOKET CIIYKUTh CPCACTBOM IICpCaadr IMPEAKOBCKOIO 3HAHUA
U KylnbTypHO mamsatu? KakoBa ponb xopeorpada B 3TOM MpOIECCE M KakK B
BOCIIPUHUMAETE CBOIO COOCTBEHHYIO POJIb?

JIM4HbIE PasMbINLJICHUS

o

Kax n3menmnoch Barie moHIMaHUE Ka3aXxCKOTO HApOAHOTO TAHIIA C Hadajia 3aHsATHI?
B uem u3meHumnoch Baiie BOCIPUATHE 3TOTO TaHIA?

Kaxk Taner moBiusu1 Ha BOCIIPUATHE CEOs M BAIlIETO B3aUMOJICHCTBHSI C OKPY>KAIOIIHM
Mupom?

Kaxk kazaxckuii HapOAHBIA TaHEIl CIIOCOOCTBYET YYBCTBY JIMYHOTO HAIOJTHEHUS WU
OCMBICIICHHOCTH?

Kakwue y Bac HaexX bl M OXKHUIaHUS OTHOCUTEIBHO OyIyIIero Ka3axcKoro HapoIHOTO
TaHIIa KaK BYKHOM YaCTH KYJIBTYPHOTO HAaCJIeIUs HAllUK?

3. I'ajix 111 MHTEPBBIO ¢ NPO(PeCCHOHAIBHBIMHU X0peorpagaMu M MCIIOJTHHUTEISIMHU

TaHen Kak MyTh caMopeaTu3anuu

o

Uro noOynuino Bac 3aHATHCS Ka3aXCKUM HAapOIHBIM TaHIEM MPO(ECCHOHANBHO U YTO
MPOIOJKAET BIOXHOBIISATH BaC B 3TOU MpakTUKe?

Kak, o BarieMy ombITy, TaHeI[ CIOCOOCTBYET CAMOIIO3HAHUIO M IMYHOCTHOMY POCTY?
Kakue n3meHenus Bbl HAOIIONAMN Y CBOMX YUEHUKOB Onaronaps taniy? beum nmm y
Bac JIMYHbIEe TpaHchopmanuu?

JlyXoBHBIE U KYJBTYPHBIE ACHEKTBI HACJIEANS Ka3aXCKOI0 HAPOJAHOI0 TAHLA

o

Kakue xopeorpaduueckne CTpaTeTHH WIM TBOPUECKHE PEIICHUS BBl UCIIOJIB3YETE,
9YTOOBI MepeAaTh MCTOPHM, CHMBOJIBI WJIM 3HAYEHUs, CBS3aHHBIE C Ka3aXCKUM
KYJIBTYPHBIM Hacjaeauem?

Kak BbpI NOHMMaeTe WK OLLyIIAETe TyXOBHOCTb, ECIIHM 3TO PEIEBAHTHO?

B uem, no-Baiemy, TaHell MOXKET CIIY>KUTh CPEACTBOM JTyXOBHOM CBSI3U C KOUEBBIMU
npeakamu? KakoBa Bamia pojib B 3TOM MpPOLECCE U KaK Bbl BUIUTE POJIb CBOMX
YYEHUKOB?

Ecth nu KOHKpeTHBIE [BHXKEHHS, KOTOpbIE BBl CUUTaeTe OCOOEHHO TIITyOOKO
YKOPEHEHHBIMH B KOUEBOM Hacennun?

PoJsib xopeorpaga kak pacckazunka

(@]

Kakue xopeorpaduueckne nmpuémsl WK TBOPUYECKHE TMOAXOABI BBl MCIIONB3YyETe IS
nepeaayu MUCTOPHUI, CUMBOJIOB M CMBICIIOB, CBSI3aHHBIX C Ka3aXCKUM Hacleauem?
Kakyto posb B 3TOM Ipoliecce urpaer My3blka?

C KkakuMHM TPYIHOCTSIMH BBl CTalIKUBAa€TECh, CTApasCh JOHECTH [0 YYCHHKOB
HCTOPUKO-KYJIBTYPHYIO TIIYOHHY Ka)KJIOTO JTBHKCHHSI?

Kak BbI HaxoquTe OanaHc MeXay COXpaHEHHEM TPAJAUIIMK U BHEAPESHUEM HHHOBAIUI
B CBOEH xopeorpaduueckoit npaktuke? Kakue seMeHThI, Ha Balll B3I, SBISIOTCS
KIIFOYEBBIMU U JOJIKHBI OBITH COXpPaHCHBI — U noquy?

JIn4uHbIE Pa3MbIILJICHUSA
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Kak ¢ TeueHmeM BpeMEHHM H3MEHUJIOCH Balle MOHMMAHHUE Ka3aXCKOTO HAPOIHOTO
TaHNa?

Kak BBl BOoCHpHHHMaeTe MEHSIOIIYIOCS POJb HAPOIHOTO TaHIA B COBPEMEHHOM
KyasTypHOM nanamadte Kazaxcrana?

Kakne Hamexnapl m OXUJaHUS BBl CBSI3bIBaeTE C OyMylIMM Ka3axCKOTO HApPOIHOTO
TaHIA KaK BaYKHOTO 3JIEMEHTA KYJIBTYPHOTO HacJleausl Hauuu?

4. Taiin pas HHTEPBLbIO C HCCICAOBATC/IAMH, CIICHUATUZUPYIOIIMMHUACH HA HAPDOJAHOM TaHIE

e Poan HApOAHOI0 TaHIa B Ky.]'ll)TypHOﬁ NMpeEMCTBEHHOCTH

©)

Kak, no Bammm uccienoBanusiM, TpaHC(HOPMUPOBAJICS Ka3axCKU HApOIHBINA TaHEI]
co BpemeHeM? Kakue ¢hakTopsl MOBIUSIN HA STU U3MEHEHHUSI?

Kakme xmroueBble AlIeMEHTHl TpPAAUIMM, [0 BalleMy MHEHHUIO, OCTaloTCA
HEU3MCHHBIMU ?

Kak BbI olLieHHMBaeTe poJib HapOJHOTO TaHIA B COXPAHEHHH OCHOBHBIX ACIEKTOB
KOYEBOW MJIEHTUYHOCTH, OCOOCHHO €€ CBSI3U C MPUPOIOH, B YCIOBHUSIX COBPEMEHHOU
TOPOJICKOM cpeabl?

e BomioménHoe Hacieqne U caMoOpeaTn3anus

o

UeMm HapoAHbBI TaHEN OTIMYAETCS OT APYTruX (HOpM KyAbTYPHOTO BBIPAKEHUS B
KOHTEKCTE JINYHOTO Pa3BUTHS?

Moxer 1M TaHel CHOCOOCTBOBATh YKPEIUICHUIO YYBCTBA NPUHAMICIKHOCTH K
HIUPOKOM KYJIBTYPHOU TpaULIuU?

o Xopeorpadus U MNOBECTBOBAHNE B HAPOJIHOM TaHIE

o

Kakue »smomum W TeEpeXHBaHUS, [0 BalleMy MHEHHIO, MOTJIH HCIBITHIBATh
HCIIOJIHUTCIIN B MMPOLIJIOM, KOTZIa UCIIOJIHAIN ABUIKCHUS, HBIHC IIPU3HAHHBIC YaCThIO
Ka3axCKoro HapoaHoro TaHma? Kak 3T IBIKEHHS OTpakaloT UX o0pa3 KU3HU U
KYJBTYpHBIE YOSKICHUS?

Kak xopeorpadpl chpaBisOTcs ¢ 3aJa4eil COXpaHEHHS AayTeHTUYHOCTU TIPH
aJlanTalliyd TaHIAa K COBPEMEHHBIM 3puTensiM? HacKobko Ba)KHO COXpaHSTh ITOT
OanaHc — u mouemy?

e JInyHBIE Pa3MbIILJICHUSA

o

Kakx wu3meHumnochr Baiie MOHMMaHHWE Ka3aXCKOrO HAPOJHOTO TaHIIA C TEUYEHHEM
BpeMeHu?

Kax BbI orieHnBaeTe M3MEHSIONIYIOCS POJIb HAPOJHOTO TaHIA B KYIBTYPHOU >KU3HU
coBpemeHHoro Kazaxcrana?

Kakune nepcrnekTuBbl U HAJEK/Ibl BBl CBA3BIBACTE C OyAyIIUM Ka3aXCKOTO HApOIHOTO
TaHIa KaK Ba)KHOW COCTABJIAIOIIEH HAIlMOHAJIBHOTO HacIeaus?

5. 3akuroueHue (17151 BceX y4aCTHHKOB)

- Ectp 111 uTO-TO GHIé, YeM BBl XOTENIH OBl HNOACIINTBCA B KOHTCKCTC BAIICTO JIMYHOIO HJIN

npoeccuoHaNbHOTO OMbITA, CBA3aHHOTO C Ka3aXCKUM HapOAHBIM TaHIeM?

- Kakoii coBeT BbI ObI AaJIi YCJIOBCKY, KOTOpLIﬁ XO4Y€T Ha4YaTb 3aHUMATLCA 3TUM TaHI_[eM?
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- bnaromapHOCTH y4aCTHHMKY 3a y4aCTHE U ITOJEIEHHBIC Pa3MbILUICHUS.

1.2 Translated English version
Semi-Structured interview guideline

This interview guideline is structured to capture diverse perspectives on how Kazakh folk dance
fosters self-actualization and cultural reconnection. Dividing participants into leisure practitioners,
professional choreographers, and researchers allows for a nuanced approach: practitioners provide
insight into personal fulfillment and cultural rediscovery, choreographers highlight storytelling and

pedagogy, and researchers offer historical and theoretical context.
1. General introduction and consent (for all participants)

- Expressing gratitude to the participants for their time and introduce the purpose of the study;

- Asking for written consent, including consent for recording the interview, using EUR’s C1
Consent form to address ethical and privacy considerations;

- Participants will be invited to introduce themselves and specify their level of engagement with
folk dance—as leisure practitioners, professional choreographers, or researchers/academics.
In addition, all participants will be asked to describe their general experience with dance, with

particular attention to their involvement in Kazakh folk dance.
2. Interview guide for leisure practitioners (non-professionals, students of ‘Open Ballet’ studio)

e Self-actualization through dance
o What motivates you to learn Kazakh folk dance and how do you feel when you practice
it?
o Inwhat ways does dance help you express emotions that might be difficult to articulate
through words or in everyday life?
o Has participating in these dance classes changed the way you see yourself or your
body?
o Connection to heritage
o In what ways, if any, does dancing make you feel connected to Kazakh nomadic
heritage?

o How would you describe your understanding or experience of spirituality, if any?
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o

Have you ever felt a spiritual or emotional connection to the movements, stories, or
symbols within the dance, and how do these specific gestures and movements shape

your perception of the surrounding world and nature?

Role of the choreographer and learning process

o

o

How does the choreographer explain the meaning behind the dance movements?
What role do you think the choreographer plays in helping dancers understand the
profound meaning behind?

In what ways do you think dance can serve as a medium for transmitting ancestral
knowledge or cultural memory? What role does the choreographer play in this process,

and how would you describe your own role within it?

Personal reflections

o

How has your understanding of Kazakh folk dance evolved since you began practicing
it, and in what ways has your perception of it changed over time?

In what ways has dance influenced your perception of yourself and your relationship
to the world around you?

How does Kazakh folk dance contribute to your sense of personal fulfillment or
meaning?

What are your hopes and expectations for the future of Kazakh folk dance as a vital

element of the nation’s cultural heritage?

3. Interview guide for professional choreographers and performers

Dance as a path to self-actualization

o

What motivates you to engage with Kazakh folk dance on a professional level, and
what continues to inspire your commitment to this practice?

In your experience, how does dance contribute to a person’s self-awareness and
personal growth?

What kinds of transformations, if any, have you observed in your students through

dance? Have you experienced any personal transformations yourself?

Spiritual and cultural dimensions of Kazakh folk dance

(@]

©)

What choreographic strategies or creative decisions do you use to convey specific
stories, symbols, or meanings rooted in Kazakh heritage?

How would you describe your understanding or experience of spirituality, if any?
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o

o

In what ways do you think folk dance can serve as a medium for spiritual connection
to nomadic ancestry? How would you describe your role in this process, and how do
you see the role of your students within it?

Are there particular movements that you consider deeply rooted in Kazakh nomadic

heritage?

e The role of the choreographer as a storyteller

©)

o

What choreographic strategies or creative decisions do you use to convey specific
stories, symbols, or meanings rooted in Kazakh heritage? What role does music play
in this process?

What challenges do you face in making sure students understand the historical and
cultural depth of each movement?

In your choreographic practice, how do you navigate the balance between tradition
and innovation in folk dance? In your view, which elements are essential to preserve,

and why?

o Personal reflections

©)

How has your understanding of Kazakh folk dance evolved since you began practicing
it, and in what ways has your perception of it changed over time?

How do you perceive the evolving role of folk dance within Kazakhstan’s
contemporary cultural landscape?

What are your hopes and expectations for the future of Kazakh folk dance as a vital

element of the nation’s cultural heritage?

4. Interview guide for scholars specializing in folk dance

e The role of folk dance in cultural continuity

o

o

o

Based on your research, how has Kazakh folk dance evolved over time, and what
factors have influenced its transformation?

Which core elements of the tradition do you see as remaining consistent despite these
changes?

How do you perceive the role of folk dance in preserving key aspects of nomadic
identity, particularly its connection to nature, within contemporary urban

environments?

e Embodied heritage and self-actualization

o

How does folk dance differ from other forms of cultural expression in terms of
personal fulfillment?
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o

Can dance be a means of reinforcing a sense of belonging to a larger cultural narrative?

e Choreography and storytelling in folk dance

©)

What emotions and experiences do you think historical performers may have
embodied through the movements now recognized as Kazakh folk dance? How do
these movements reflect their way of life and underlying cultural beliefs?

How do choreographers navigate the challenge of maintaining authenticity while
adapting folk dance for contemporary audiences? In your view, how important is this

balance, and why?

e Personal reflections

o

How has your understanding of Kazakh folk dance evolved since you began practicing
it, and in what ways has your perception of it changed over time?

How do you perceive the evolving role of folk dance within Kazakhstan’s
contemporary cultural landscape?

What are your hopes and expectations for the future of Kazakh folk dance as a vital

element of the nation’s cultural heritage?

e Closing remarks (for all participants)

- Is there anything else you would like to share about your personal or professional experience

with Kazakh folk dance that we haven’t discussed?

- What advice would you offer to someone who is interested in beginning to practice Kazakh

folk dance?

- Expressing appreciation for the participation.

2. Consent forms

2.1 Original version

®opma cornacusa Cl

Nudpopmanmonnass ¢opma u ¢dopma cornacust (dTUKA W
KOH(PHUICHIIUAJIBHOCTD )

Jlara: 26/03/2025

Knaccnpuxanus: VccnenoBanue Uisi MaruCTepCcKon AUCCepTaLuU

Ha3Banue uccienoBanusi: BoromeEHHbIH ONBIT Ka3aXCKOr0 HAPOIHOTO TAHIA: BOCCTAHOBIICHUE CBSI3H C
KOYCBLIM HACJICAUEM B YCIIOBHUAX I‘OpOI[CKOﬁ Cpe€abl
HccnenoBarens: Jana Heranuesa, University Erasmus Rotterdam

YBaxkaeMblil y4aCTHHK,
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Mens 30ByT /lana Heranuesa, s crynentka University Erasmus Rotterdam u mpoBoxxy uccienoBanue B
paMKax CBOeM MarMCTepCKOi auccepTaiuu 1o mporpamme Erasmus Mundus Joint Master’s «Managing Art
and Cultural Heritage in Global Markets (MAGMa)». DTo uccienoBanne MPOBOIUTCS HE3ABUCHMO M HE
(hMHAHCHPYETCS BHEIIHUMU OPraHU3aI[UsIMH.

B 3TOM f0KyMEHTE M3II0KEHBI IIeTh UCCIIEAOBaHUs, €r0 MPOIeAypa U acleKThl KOH(DHUISHIIHATLHOCTH.
[Toxanyiicta, BHUMATENbHO O3HAKOMBTECH C HUM. ECIHM UYTO-TO OKa)XXETCsl HEHNOHSTHBIM, HE CTECHSINTECH
3aaaBaThb BOIIPOCKHI UJIM OTMEYATh HECACHBIC (i)paFMeHTBI TEKCTA.

[MoamuceiBas 3Ty (hopMy, BEI MOATBEPKIAETE CBOE TOOPOBOIEHOE YIACTHE B UCCIICOBAHUY.

O 4ém 310 MccieaoBanue?

Hacrosimee wuccnenoBaHue TMOCBAIIEHO TOMY, KakK TMpakTUKa Ka3aXCKOTO HApPOJHOTO TaHIA
CITOCOOCTBYET caMOpeaau3alid JIMYHOCTH M BOCCTAHOBJICHHIO CBS3H C HEMaTepHUAIbHBIM KYJIbTYPHBIM
HacjleIneM B YCIOBHSAX COBPEMEHHOro ropojaa. McciemoBanme QoKycHpyeTcss Ha JIMYHOM OIBITE H
KyJBTYPHOH 3HAYMMOCTH TEJIECHOTO BBIpaKEHMS, B YaCTHOCTH — Ha mpumepe mkoisl «Open Ballety B
AnMaThl.

IToyemy Bac MpUIJIaCH/JIM NPUHATH y4yacTue?
Brr MNPUTIIAICHBI K YUYaCTHIO, TIOCKOJIbKY:

a) BbI akTHBHO moOcemaeTe 3aHATUS 110 Ka3aXxCKOMY HapoJHOMY TaHIly B mkoie «Open Ballety, u
Balll ONBIT Ba)XKEH U1 MOHUMAHUS BKJIaja 3TOH (QOPMBI MCKYCCTBA B KYJIBTYPHYIO CBSA3b U
JIMYHOCTHBIN pOCT;

b) Ber sBisieTech npodecCHOHATBHBIM YYaCTHUKOM c(epbl Ka3aXxCKOT0 HAPOAHOTO TAHIIA.

Yero oxxuaaThb 0T yyacTusi?
I/ICCJ'IG,Z[OBaHI/IG IpOAJIUTCA 3 MEcCs1la U BKIIIOYAcCT:

e VYuyacTue B HaOJIIOJCHUN 32 3aHATUSAMH (MCCIIEN0BaTeNb IPUHSIIA yYacTre B 6 3aHATHSAX);
e  OmHO MOITYCTPYKTYPUPOBAHHOE MHTEPBHIO MIPOJOIKHUTEILHOCTHIO 0KOJIO 45—60 MUHYT,
COTJIACOBaHHOE C BaMHU IO BPEMEHH.
VYyactue sBIsSETCS TOTHOCTHIO JOOPOBOIBHEIM. BB MOXkeTe 0TKa3aThCsl OTBEYATh Ha JIFOOBIE BOIIPOCHI
WM TIPEKPaTUTh yYacTUe B UCCIIEIOBAHUH B JTF000I MOMEHT 0e3 00BbsICHEHHSI TPUYHH U MOCIECTBUH.

Bo3moxkHbIE PHUCKH WA HGYIIOﬁCTBa

Pucku nim quickoM@opT npu y4acTHH B UCCIIEOBAaHNH HE OKUIAFOTCA.

Bo3MosKkHBI€ BBITO/bI

duHAHCOBAs BBHITOAA HE MPEAYCMOTPEHA, OJHAKO BaIlIe y4acTHE TOMOYKET COXPAaHUTh U TIy0)Ke TOHATH
HEMaTepualbHOE KyJIbTypHOE Hacieane KasaxcTana u MOXKeT OBITh MOJIE3HBIM [UIsl OyIyIIMX MHUIMATHB B
cdepe KyIbTypHOTo OJ1aronoryyusi.

Kakue nepconanbHble JaHHbIEC OyayT cOOpaHbl?
MOFyT OBITH CO6paHLI CJICAYIOIHNE JaHHBIC!

* UM (o xenaHuio), BO3PACT, MO

*  Pop 3amsaTuii, STHHYECKOE POUCXOKACHHE (IT0 JKETAHUIO)

*  Ayamosanuck HHTEPBBIO

* JIuyHBIC MHEHUS, YyBCTBA U PA3MBIILICHUS O HAPOIHOM TAHIIC U KyJIETYPHOM HACIICINH
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Bam anapec 3J'IeKTpOHHOI7[ MMOYTHEl MOKET OBIThH 3allpoOHI€H TOJBKO 4 OTHIPaBKU PE3YyJIbTATOB
HCCICA0BAHMs, €CJIN Bbl 3aXOTUTC UX MOJYUYHUTh.

Kak OyayT 3amuieHbl Baliu JaHHbIe?

*  Bce nannble OyayT HaEKHO XPAHUTHCSA U OyIyT JOCTYIHBI TOJILKO MCCIEI0BATEIIO.

* Aynmozanucu OyayT pacmupoBaHbl, ¥ Bale UM Oy1eT 3aMEHEHO IICEBJOHNMOM HJI HOMEPOM.

»  JlroOble IMTaTHI, UCTIONB30BAHHBIC B AUCCEPTALINH WIH ITyOJIUKaLUH, Oy1yT aHOHUMU3UPOBAHBI, €CITH
TOJIBKO BBI HE TAAUTE OTAEIIBHOE pa3pelicHNe Ha YKa3aHHE UMEHH.

*  Jlaable OymyT XpaHUTHCS 10 10 JIeT B COOTBETCTBHH C MOJUTHKON YHHUBEpPCUTETa Dpa3Mma, YTOObI
o0ecneunTs aKaJeMHU4ecKylo MpoBepKy. KoHTakTHbIe naHHBIE OyIyT yNaleHbl B TEYEHHE OIHOTO
roja.

Hcnoan3oBaHue JaHHBIX B 6yIIyIIII/IX HCCJICA0OBAHUAX

Bami aHOHMMHU3MPOBAHHBIE JaHHBIC MOTYT OBITh HCIIOIB30BAHBI IS OYAyHNIMX aKaJIeMHUYECKHX
HCCIIEIOBAHNH MM 00pa30BaTenbHBIX Heneil. Hukakas uH(opMaIys, MO3BOJISIONAs YCTAHOBUTD JTHYHOCTE,
He Oy/ieT packphiTa 0€3 Balllero COrjiacHsl.

Yro Oyaer ¢ pe3yJbTaTaAMH HCCJIEIOBAHUA?

Pesynbrarel OyayT omyOiIMKOBaHEI B Maructepckoil auccepranuu. [1o 3ampocy BBl MOXKETE TMONTYYUTh
KOIHIO PE3yNIbTaTOB, OOPATUBIINCH K HCCIIEAOBATENIO.

Bonpocsl wiu comuenus?

Ecnu Y Bac €CTb BOIIPOCHI 00 HCCJICAOBAHUU WJIM O CBOUX IIpaBaX B OTHOLICHWU JaHHBIX (BKJ’I}O‘-IaSI
AOCTYII, UBMCHCHHUE HUJIN yz[aneHHe), noxcanyﬁCTa, CBSDKHUTECH CO MHOIA:

HUccaenoBarennb: [Jana Heranmmnesa
Tenedon: +77771154990
Email: 744840dn@student.eur.nl

dopma coryacus

[NoanuceiBast ganHy10 GOpMY, BBl TOATBEPKIAETE, UTO:

Bbl ipouiiy ¥ NOHSIIM MIPEIOCTABICHHYO HH(MOPMAIIHIO.

J106pOBOJILHO COTJIANIACTECh IPUHATH YYaCTHE B UCCIICIOBAHUM.

Bawm ncrionaunocs He menee 18 jer.

CornacHbl Ha COOp U UCTIOJIH30BAHKE BAIIMX MEPCOHAIBHBIX JaHHBIX, KAK OMKCAHO BHIIIE.
IToHuMmaere, 4TO y4acTHe SBJISETCS JOOPOBOJILHBIM H MOXKET OBITh MPEKPAIICHO B JIFOOOH MOMEHT.
COFHaCHBI Ha UCITOJIL30BAHUC aHOHI/IMI/ISI/IpOBaHHBIX JAHHBIX B aKAICMHUYCCKUX IICIIAX.

I A

[Toxainyiicta, OTMETHTE COOTBETCTBYIOIUE ITYHKTBI HUXKE:

0 A naro cornacue Ha cOOp CHENUANBHBIX KaTETOpUil JAHHBIX (HAPUMEP, STHUUECKOE IPOUCXOKICHHUE);
0 4 naro cornacue Ha ayIM03alUCh HHTEPBBIO;

U] 4 naro corjacue Ha MCIOJIb30BaHUE aHOHMMH3UPOBAHHBIX IIUTAT B aKaJCMHUCCKUX Ty OTHKAIVSIX;

L1 S naro corjacue Ha TO, YTOOBI CO MHOU CBA3AIKMCH IS YUACTHsI B Oy TIyIIUX UCCIICIOBAHUAX.
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HNmsa yyacTHHKA:
IMoanuch yyacTHUKA:
Jara:

Brl nosyunte konwo naHHON (hOpMBI cornacus. biaromapuM Bac 3a y4acTre U BKJIAJ] B 3TO HCCIIEOBAHNE.

2.2 Translated English version

C1 Consent form

Information and consent form (ethics and privacy)

Date: 26/03/2025
Classification: Master’s thesis research

Title of Research: The embodied experience of Kazakh folk dance art: reconnecting to nomadic heritage in
urban contexts
Researcher: Dana Netaliyeva, Erasmus University Rotterdam

Dear Participant,

I am Dana Netaliyeva, a student at Erasmus University Rotterdam, currently conducting research as part
of my master's thesis in the Erasmus Mundus Joint Master’s Programme "Managing Arts and Cultural Heritage
in Global Markets (MAGMa)." This research is conducted independently and is not influenced by any external
funding.

This document outlines the purpose, process, and privacy aspects of the study. Please read it carefully.
If anything is unclear, feel free to ask questions or mark any part of the text.

By signing this form, you confirm your voluntary participation.

What is the research about?

This study explores how the practice of Kazakh folk dance fosters self-actualization and reconnects
individuals with intangible cultural heritage in contemporary urban environments. It focuses on personal
experiences and the cultural significance of embodied movement, particularly within the ‘Open Ballet’ dance
school in Almaty.

Why are you invited to participate?

You have been invited because you are:

a) an active participant in Kazakh folk dance classes at the Open Ballet school, and your experiences are
valuable for understanding how this form of dance contributes to cultural reconnection and personal
growth;

b) an active professional participant in Kazakh folk dance.

What can you expect?
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The research will take place over a 3-month period. It includes:
e Participant observation during folk dance classes (the researcher attended and participated in 6
sessions).

e Onesemi-structured interview lasting approximately 45-60 minutes, scheduled at your convenience.

Participation is voluntary. You can decline to answer any question or withdraw from the study at any
time without explanation or consequences.

What are the potential risks or discomforts?
There are no anticipated risks or discomforts associated with participation.
What are the benefits?

While there are no direct financial benefits, your participation will contribute to the preservation and
understanding of Kazakh intangible cultural heritage and may inform future initiatives related to cultural well-
being.

What personal data will be collected?
The following personal data may be collected:
o Name (optional), age, gender
e Occupation, ethnic background (optional)
e Audio recording of interview
o Sentiments, reflections, and opinions on folk dance and heritage
Your email address may be collected only for the purpose of sharing study results if requested.
How will your data be protected?
o All data will be stored securely and accessed only by the researcher.
e Audio recordings will be transcribed, and your name will be replaced with a pseudonym or number.
e Any quotes used in the thesis or publication will be anonymized unless explicit permission is given.
e Data will be stored for up to 10 years in line with Erasmus University’s data policy to allow for
academic verification. Contact details will be deleted within one year.

Use of Data in Future Research

Your anonymized data may be used for future academic studies or educational purposes. No identifiable
information will be disclosed without your consent.

What happens with the results?

The results will be published in a master’s thesis. You may request a copy of the findings by contacting
the researcher.

Questions or Concerns?
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If you have any questions regarding this study or your data rights (including access, updates, or deletion),
please contact:

Researcher: Dana Netaliyeva
Phone: +77771154990
Email: 744840dn@student.eur.nl

Declaration of Consent
By signing below, you confirm that:

You have read and understood the information provided above.

You voluntarily agree to participate in the study.

You are at least 18 years old.

You agree to the collection and use of your personal data as described.

You understand that your participation is voluntary and can be withdrawn at any time.
You consent to anonymized data being used for academic purposes.

o s whRE

Please check the relevant boxes below:

[ 1 consent to the collection of special category data (e.g., ethnic background).
O I consent to audio recording during the interview.

1 | consent to the use of anonymized quotes in academic publications.

1 | give permission to be contacted for future research.

Participant’s Name:
Participant’s Signature:
Date:

You will receive a copy of this consent form. Thank you for your participation and contribution to this
research.

3. Codebook
No. Theme Code (examples) Meaning
The ‘T’ in dance Expression of one’s personal style or character in dance
) ) Contemporary rearticulation of ancestral mobility as a way
Dancing the nomadic self o
of self-identification
Refers to how the unique characteristics of Kazakh dance
| Identity and self- Expressing individuality | can serve as a medium for enhancing and expressing one’s
expression personal identity.
) Expression of the search for one’s roots and origins through
Searching for oneself
folk dance
) . Expression of Kazakh folk dance as a means of uniting
National identity ] o
people and strengthening Kazakhstani civic identity
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Where words fail

Expression of how participants are sometimes able to say

more through dance than through words

Versatility

Dance as a means of fostering many-sided personal growth

Immersive
engagement and

transformation of

Physical transformation

Improvement in technique and a deeper understanding and

awareness of one’s body

Modesty and grace as an

aesthetic of movement

A shift in focus from the performer to the environment

through greater movement awareness

The wonder of

neuroplasticity

Cognitive engagement with the practice followed by a

bodily memory response

Emotional regulation

through dance

The ability to let go and relax

perception o Various positive effects participants noted in their lives
Positive impact of dance o ) ) )
) | both within and outside the studio, such as improved
in and beyond the studio ) )
concentration and increased confidence
A significant emotional transformation resulting from what
The butterfly effect initially seemed like a small act of engaging in folk dance
practice
“Everyday” in dance Finding the spiritual within daily domestic routines through
dance
] Engaging deeply with the surrounding world as a result of
Spatial awareness i ]
full emotional and physical presence
Influence of environment | A reference to the vastness of the steppe, where ancestors
on embodiment and once lived, as a factor that fosters the expansion of one’s
Spirituality thought sensory perception
Spirituality as contentment with oneself and one’s
Freedom

surroundings, regardless of others’ opinions

Dance as a universal

mode of being

Spirituality as the outcome of continuous movement

Cultural awakening

Spirituality through Recognizing the sacredness of life through awareness and
gratitude appreciation of all that one has
Kazakhization Growing interest in and integration of Kazakh culture in the

arts, cinema, fashion, and other spheres of life

Transitional generation

A generation born shortly before or after the collapse of the

USSR, shaped by its consequences

Taken for granted

The idea that folk dance, although always present in

participants’ lives, was long overlooked or undervalued

Inner connection

How participants often describe the reason they were drawn

to folk dance

Colonization and

oppression

Historical events that caused significant harm to the country

and its cultural heritage
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Knowledge gap

The absence or lack of knowledge about many cultural

practices

Kazakh dance as an
embodied
expression of

ancestral knowledge

Symbolism and wisdom

in dance elements

Applied to descriptions of specific movements with deeper

cultural or philosophical meanings

Deep motivation

Participants’ drive to practice dance rooted in viewing it as

cultural heritage

Dance as a mediator of

cultural knowledge

Expressions of dance as a source or vessel of traditional

knowledge

Tengrianism

The medieval religious beliefs of the nomadic peoples of
the vast steppes of Eurasia and Central Asia, as described in
the Contextual Background section (page 14). The notion
was frequently mentioned in discussions about ancestral

connection and cosmological worldview.

Dance as space of
memory and historical

dialogue

Understanding dance as a portal to the past and a means of

engaging with history

Connection to nature

Aspects of dance tied to natural elements and the

environment

Music and attire

The role of music

Applied to mentions of the importance of music in dance

Personal traditions

Individual rituals of participants that involve engagement

with culture, often through folk music

Contemporary
interpretation of

traditional clothing

The growing popularity of ethno-style fashion

Inspiration

Folk music referred as a source of motivation and

inspiration for engaging in Kazakh dance

A people of hearing

Description of Kazakhs as a highly musical people who

intuitively grasp and absorb through sound

Responsibility through

A sense of duty or emotional weight that emerges when

participants learn the history behind a dance or musical

Choreographer as
storyteller: dance as

destiny and mission

historical knowledge )
piece
Something impossible to follow, as it does not exist: reflects
The textbook of Kazakh ) o )
d the desire to present one’s own vision of the dance in a
ance

personal style

Narrative coherence

The importance of a cohesive storyline in dance for

choreographers.

Embodied learning

Describes the most effective way to absorb and internalize

knowledge

The role of the

choreographer

Applied whenever the significance of the choreographer is

mentioned by practitioners.

75




Bringing Kazakh dance
to the public

Refers to the desire to raise greater awareness of the

discipline

Understanding dance as a

mission

Choreographers perceive folk dance as a kind of mission to
facilitate dialogue between heritage and those seeking to

connect with it.

Dance as the

Exchange and

intercultural dialogue

An important aspect in the formation and development of

dance

Culture as process

Expresses the dynamic rather than static nature of cultural
practices, including dance, and implies their capacity for

transformation

Art beyond fixed

interpretation

Reflects the complexity of documenting and recording
dance due to its interpretive nature and the freedom of

personal meaning-making

8 heritage of the
f Adding one’s own A potential trajectory for the development of folk dance that
ture
colours while preserving | allows for innovation and individual style while
the concept/story maintaining traditional ideas and concepts
] Anticipation of folk dance becoming popularized among
Trendiness

wider audiences as a form of recreational learning

o An expressive way of conveying the belief that dance was,
“In the beginning was | ) i )
i is, and will always be; everything begins and returns to
Action”
movement.
4. Use of Al

In the course of writing this thesis, I made limited use of digital language tools, including
Grammarly and QuillBot for grammar and spelling checks, and ChatGPT for occasional translation
support with interview guideline and transcripts. These tools were employed in a minimal and

supplementary manner, without influencing the substance or originality of the work.

5. Table of video materials

Date
Video Source and
Description published/accessed
No. link
/recorded
Khassen’s open YouTube channel:
Example of the ‘Orteke’ performance by )
1 02.10.2023 https://youtu.be/qA AANMSsbAw?si=v

Khassen Tolganay
OWCk4vLuUD14fGD

‘NOMAD’ Choreography Academy’s

‘Qara Jorga’ dance video, performed by
2 12.12.2022
‘Nomad’ choreography academy

open YouTube channel:
https://youtu.be/DnIWYyz_xeY ?si=xr
FJs60AHrhjzPEH
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https://youtu.be/qAAANMSsbAw?si=v0WCk4vLuUD14fGD
https://youtu.be/qAAANMSsbAw?si=v0WCk4vLuUD14fGD
https://youtu.be/DnIWYyz_xeY?si=xrFJs6OAHrhjzPEH
https://youtu.be/DnIWYyz_xeY?si=xrFJs6OAHrhjzPEH

Kazakh dance ‘Jetigen’, performed by

‘NOMAD’ Choreography Academy’s

open YouTube channel:

3 31.10.2022 o
‘Nomad’ choreography academy https://youtu.be/LhGa84EVtSk?si=iOlt
eMgM7MK Vdqg2
i ‘Hassak’ Ethno-Folk Group’s open
Composition ‘Ansau’ by the ‘Hassak’
4 09.03.2021 YouTube channel: https://youtu.be/o-
Ethno-Folk Group
ghI3Sbhys?si=pm4MBIb8SKKQIrhA
Altyngor’s open digital archive of
) video and audio materials from
Example of Shara Zhiyenkulova’s o .
5 25.02.2025 Kazakhstan’s television and radio
performance )
broadcasting:
https://altyngor.com/video/195
) Open personal Instagram page of Janel
Choreography in the style of Kazakh folk
Ulanova:
dance by Janel Ulanova, performed by
https://www.instagram.com/reel/C60A
6 Madina Sadubaeva to the composition 06.05.2024 ) _ _
) ) Dteip_d/?utm_source=ig_web_copy_li
‘Keshikpey kelem dep-en’ by Shamshi
nk&igsh=MzRIODBINWFIZA%3D%3
Kaldayakov
D
Open personal Instagram page of
’s viral contemporary interpretation of Zarina Toleulova:
7 ‘Aqqu’ at Almaty Dance Fest 2023, which 25.03.2023 https://www.instagram.com/reel/CqN
garnered nearly half a million views WcYPAXEX/?utm_source=ig_web_co
py_link
Official open YouTube channel of the
Traditional version of ‘Aqqu’ folk dance, Kazakh National Academy of
8 choreographed by Anvara Sadykova and 23.09.2020 Choreography: https://youtu.be/e-
performed by Akganat Smagulova dkD7vYYRM?si=PZLT IRQWKOxtw
y3
Akerke Batyrbek performing a dance
) i Magsat Medeubek’s open YouTube
incorporating elements of Kazakh
. . channel:
9 choreography to Camille Saint-Saéns’ ‘The 10.12.2024
o https://youtu.be/AHtxyorO0Sg?si=oMz
Swan’, arranged for the traditional Kazakh
. 30RggwaBgOS o
instrument qobyz by Magsat Medeubek
Video recorded by the author and
Study and practice of choreography set to accessible through Google Drive:
10 the music of the ‘Hassak’ ethno-folk group 16.03.2025 https://drive.google.com/file/d/15Kxw1

(M

bM3K4TVqpzHkbEEBwHhFUKklqnT6/

view?usp=drive_link
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https://youtu.be/LhGa84EVtSk?si=iOIteMgM7MK_Vdq2
https://youtu.be/LhGa84EVtSk?si=iOIteMgM7MK_Vdq2
https://youtu.be/o-qhI3Sbhys?si=pm4MBIb8SKKQIrhA
https://youtu.be/o-qhI3Sbhys?si=pm4MBIb8SKKQIrhA
https://altynqor.com/video/195
https://www.instagram.com/reel/C6oADteip_d/?utm_source=ig_web_copy_link&igsh=MzRlODBiNWFlZA%3D%3D
https://www.instagram.com/reel/C6oADteip_d/?utm_source=ig_web_copy_link&igsh=MzRlODBiNWFlZA%3D%3D
https://www.instagram.com/reel/C6oADteip_d/?utm_source=ig_web_copy_link&igsh=MzRlODBiNWFlZA%3D%3D
https://www.instagram.com/reel/C6oADteip_d/?utm_source=ig_web_copy_link&igsh=MzRlODBiNWFlZA%3D%3D
https://www.instagram.com/reel/CqNWcYPAXfX/?utm_source=ig_web_copy_link
https://www.instagram.com/reel/CqNWcYPAXfX/?utm_source=ig_web_copy_link
https://www.instagram.com/reel/CqNWcYPAXfX/?utm_source=ig_web_copy_link
https://youtu.be/e-dkD7vYYRM?si=PZLT_lRQWKOxtwy3
https://youtu.be/e-dkD7vYYRM?si=PZLT_lRQWKOxtwy3
https://youtu.be/e-dkD7vYYRM?si=PZLT_lRQWKOxtwy3
https://youtu.be/AHtxyorO0Sg?si=oMz3ORqgwaBgOS_o
https://youtu.be/AHtxyorO0Sg?si=oMz3ORqgwaBgOS_o
https://drive.google.com/file/d/15Kxw1bM3K4TVqpzHkbE8BwHhFUklqnT6/view?usp=drive_link
https://drive.google.com/file/d/15Kxw1bM3K4TVqpzHkbE8BwHhFUklqnT6/view?usp=drive_link
https://drive.google.com/file/d/15Kxw1bM3K4TVqpzHkbE8BwHhFUklqnT6/view?usp=drive_link

Study and practice of choreography set to

Video recorded by the author and

accessible through Google Drive:

11 the music of the ‘Hassak’ ethno-folk group 16.03.2025 https://drive.google.com/file/d/1SqJXg
2) Y GkfHHQLHvIQXPp7iputNb8onul/vi
ew?usp=drive link
Video recorded by the author and
accessible through Google Drive:
Study and practice of choreography set to _
12 23.02.2025 https://drive.google.com/file/d/1JEf{EP

the ‘Ruh Therapy’ by Bagjan Oktyabr

rreplsYlbnITVi6Fper5aYjzJ5/view?us

p=drive link

[Word count: 18 557 (excluding bibliography, tables, figures, image and video credits, as well as appendices)]
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https://drive.google.com/file/d/1SqJXgYGkfHHQLHvIQXPp7iputNb8onul/view?usp=drive_link
https://drive.google.com/file/d/1SqJXgYGkfHHQLHvIQXPp7iputNb8onul/view?usp=drive_link
https://drive.google.com/file/d/1SqJXgYGkfHHQLHvIQXPp7iputNb8onul/view?usp=drive_link
https://drive.google.com/file/d/1JEfjEPrrep1sYlbnITVi6Fper5aYjzJ5/view?usp=drive_link
https://drive.google.com/file/d/1JEfjEPrrep1sYlbnITVi6Fper5aYjzJ5/view?usp=drive_link
https://drive.google.com/file/d/1JEfjEPrrep1sYlbnITVi6Fper5aYjzJ5/view?usp=drive_link

