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Abstract. The study investigates the director’s interpretations of Kazakh dance in the perspective
of creativity on the example of works dated the last quarter of the 20th – early 21st century to determine the choreography’s development vectors with taking into account the aspect of creativity.
This research is based on the small and large dance performances analysis. The study relevance lies
in the fact that it can become a tool for determining the expression level of the national aspect in
Kazakh dance art. The results of the study show the role of creativity in the dance education and its
effectiveness in the development of Kazakh dance art. This tool is necessary for the choreographer’s
worldview theoretical analysis and his/her dance interpretation, for the Kazakh choreography subsequent enrichment, and preservation of Kazakh historical identity.
Keywords: choreographic art, creativity, dance directing, dance interpretation, Kazakh dance,
stylistic features.

Introduction
A significant role in the development of modern dance art is played by creativity, which
makes it possible to distinguish one culture from another by dance traditions. Creativity as
one of the leading professional competencies makes it possible to create new creative ideas
and implement them in the form of dance through a system of movements (Chappell & Hathaway, 2018). Based on this, the concepts of dance and creativity are closely linked, as dance,
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created on the principle of creativity, makes it relevant, original and non-traditional (Łucznik
& May, 2021). It is considered that creativity increases openness and confidence, allows the
art of dance to move to a new stage of development by updating methodological approaches,
expanding dance opportunities in movement and music (Clements & Redding, 2020). In addition, creativity provides an opportunity to look at the history of dance in a different way
and update it by adding modern methods and increasing efficiency, without changing the
essential understanding of the dance tradition (Kasirer & Shnitzer-Meirovich, 2021).
The traditional culture of an ethnic group cannot be perceived fully without its history
(Banban, 2018; Ma, 2007). From this perspective, dance is perceived as an integral part of any
nation (Nasev, 2013). As a syncretic form of art, Kazakh dance underwent a long and challenging development path from movements captured in cave paintings to virtuoso dances.
It was repeatedly distorted in perception or performance due to the lack of grounded information on its essence and technique. Despite the traditional nature of modern Kazakh dance
is characterized by creativity in the improvisational structure and its basic movements.
Kazakh dance culture was born in unity not only with the rhythm and melody of folk
music, but also with arts and crafts, oral poetry, language, rituals, and traditions (Malloch &
Trevarthen, 2018). Each movement in Kazakh dance has its own meaning. Considering this,
when creating a choreographic image, director-choreographer must select dance vocabulary
(dance movements) and synthesize it according to the dance context and accents set within
the performance based on the aspect of creativity and its main characteristics (Carey et al.,
2019). The close interaction of the dance context and chosen accents is defined by researchers
as choreographic integrity (Stinson, 2006).
Like any art, choreography lives for the sake of the content, which can be expressed only
after creating its material form (for example a dance performance) (Karp, 1980; Pavlik &
Nordin-Bates, 2016). In a similar vein, it is noted that in any form of art, a visual image is
fragmentary (Hanakawa, 2016). Therefore, the integrity of choreography, in general, should
be expressed both at the level of semantics and plastique (Guss-West & Wulf, 2016). Thus
at creation of all components of dance it is necessary to consider creativity, after all in each
movement of the executor something original and unconventional should be traced to attract
attention of the spectator and to interest him with all performance.
Choreographing a dance performance according to his/her vision, the director, must not
only be able to achieve the concurrency of movements and provide a perception of the dance
as a whole but also take into account the creative component of his professional competencies
(Coulson-Thomas, 2017).
Summarizing the thoughts of researchers in the field of choreography, one can draw a
conclusion that the activity of a director-choreographer is aimed at achieving harmony and
consistency of all components based on the principles of creativity. This assumption suggests that the activity of the director-choreographer is focused on creating an artistic image
by adding the corresponding expressive movements of the human body, musical content,
compositional construction, lighting, costumes, and emotions creating something new onoriginal and non-traditional with the help of creativity. In their unity and integrity, these
aspects effectively represent dance director’s world outlook and are the main ways to display
unique features in a dance performance (Carter, 2020).

Creativity Studies, 2021, 14(2): 535–548

537

Since ancient times, the original culture of the Kazakh people was influenced by numerous socio-historical factors and based on the connection of ancient tradition and contemporary creativity. An in-depth analysis of scientific literature allowed generalizing Kazakh
choreography’s achievements in the period from the 1970s of the 20th century to the beginning of the 21st century (Zhanibek et al., 2020). Besides, it gave an opportunity to characterize the main stages of Kazakh choreography development in the perspective of creativity,
identify its most significant challenges, and outline its future prospects. The present research
was aimed at revealing and analyzing the directors’ interpretations of Kazakh dance in the
perspective of creativity. The fulfilment of the study objective presupposed the solution of
the following tasks:
– Analyze the aspect of creativity, its role and effectiveness, in the creation and functioning of Kazakh dance;
– Unveil the methodological framework for the analysis of the director’s interpretation
of the dance;
– Reveal the specifics of the director’s interpretation of the Kazakh dance in the perspective of creativity on the examples of dance performances of the last quarter of the
20th century and determine its significance for the history of Kazakh choreography;
– Analyze the development of “creative aspect” of Kazakh directors-choreographers on
the example of dance performances of the beginning of the 21st century;
– Formulate the goals for the further development of choreography.

1. Materials and methods
Many research works in the field of Kazakh choreographic art have considered issues related
to the development of Kazakh national dance from the perspective of directing based on the
creativity aspect. Nevertheless, they do not contain any relevant information on the topic
under consideration.
This research provided a comparative analysis of the development of the director’s interpretation of Kazakh dance in the perspective of creativity based on the performances of
the late 20th – early 21st century. The study investigated dance directing experience, represented by the names of Zaurbek Raibayev (ballet Frescoes (established in 1981) and dance
performances Sholpy (in English: pendants) (established in 1989) and Asatayak (established
in 1984)), Mintai Tleubayev (ballet Aksak Kulan (established in 1975)), Gulnara Adamova
(ballet Zheztyrnak (established in 2005)), Aigul Tati (dance routines Arular (established in
2012) and Asem Konyr (established in 2014)), and Anvara Sadykova (ballet Turan dala –
Kyran dala (established in 2017)).
The examination of the Kazakh choreography in the perspective of creativity was predominantly based on archaeological data and cave paintings depicting scenes that resemble
the dance of an ancient man, as well as the considerable body of literature. The use of various
literature sources in combination with other materials allowed systematizing the available
knowledge taking into account the creativity aspect and its role in the creation of dance, gave
a more precise understanding of Kazakhstan ballet art as a visual phenomenon, and enabled
the use of interdisciplinary research methods when studying the history of choreography. In
preparing the article, various scientific works with descriptions of dance performances (both
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published and archived) and museum exhibits and materials (photographic documents, video
recordings) were used. What is more, historical, cultural, contextual, and typological methods, as well as the method of theatrical and artistic analysis, were applied.
The research materials will be of practical use in teaching choreography, as they can notably enrich the theoretical base of a number of major disciplines in the field of ballet studies,
directing, and dance pedagogy in the perspective of creativity.

2. Results
The analysis of the works of Raibayev, Tleubayev, Adamova, Tati, and Sadykova show that
they are based on the creativity that has the great effectiveness in the creation and functioning of their choreography. It is determined that taken into account aspect of creativity make
their dance more original and non-traditional.
The performance choreographed by Tleubayev, music to which was written by Almas
Serkebayev was based on the legend about Aksak Kulan. This composition is characterized
by a tendency to refer to well-known folk traditions, legends, and poems. At the same time
it is created on the principles of creativity as well as the director not copies the legend but
makes its interpretation based on his own view of its plot and main idea taking into account
modern creative methodology of dance.
The innovative ballet Frescoes, choreographed by Raibayev to the music of Timur Mynbayev, marks the beginning of the 1980s and is based on creative interpretation of historical
event. It should be noted that before the creation of Frescoes, the chronology of ballet topics
used to start from the period of the formation of the Kazakh Khanate. However, Raibayev
refers to an even earlier period of the ethnogenesis of the Kazakh people. According to the
history, calculated from the period of the Bronze and Iron Ages, numerous tribes of the
Turkic ethnos (Sakas, Wusun, Kangju, Huns) lived on the territory of modern Kazakhstan.
This provoked their cultural heritage to become a part of the basic culture of the Kazakhs
and resulted in the direct impact on the Kazakh dance vocabulary.
The creation of dance is realized with the help of the director’s stylization methods, which
represent a synthesis of classical and modern dancing techniques and consider the director’s
appeal to creativity. In combination with finger movements, the unique movements of hands
reveal the ultimate message of the dance. The manifestation of this is already observed in the
first scene called Kurgan stelae. A dance performed by priestesses in the temple of the goddess Ishtar, accompanied by movements of fingers with palms turned upward and varieties of
hand positions syilyk (in English: gift), expresses worship and the process of giving offerings
to the Sun. The director’s compositional construction methods, sometimes expressed in the
form of a circle, personifying the shape of the Sun, successfully convey the idea of this scene
presented in a creative non-traditional interpretation.
In the threshold of new trends in its development, dance art turns to the ritual basis, in
the depths of which it was born. Just as the foreign practice of getting back to the roots, vividly represented in the works of Ruth St. Denis, Vaslav Nijinsky, or Maurice Béjart, Raibayev’s
activity contributed to the search for ways to create new tendencies in the national dance
interpretation.
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The ballet Frescoes, distinguished by its thematic content, immerses the viewer into a
more distant history period than previously choreographed dance performances. It revives
the formation of Kazakh ethnogenesis, at the same time the director proposes new point of
view according to the aspect of creativity.
Considering Raibayev’s interpretations in the context of traditions and innovations, one
can notice that his idea of creating a dance performance with the modern implementation of
archaic themes, determines the importance an unusual, innovative decision-making ability
of the choreographer. It is considered that this work represents the connection of tradition
and creativity. This gives the right to think of Raibayev as an innovator and a pioneer on the
path of modernization of artistic thinking in the context of creative understanding of dance
art. Raibayev’s principles and techniques in creating a holistic choreographic work turned out
to be an effective means of interaction between the past and present, tradition and creativity.
His director’s interpretation of the Kazakh dance in the Frescoes became the starting point
for the formation of creative aspect of young directors-choreographers in the process of the
interpretation of traditional Kazakh dance. This creative aspect, as well as most of the steps
in the formation of modern Kazakh choreography, took place in the mainstream of similar
decisions of Western transcending pedagogical theory and stage practice (Moldakhmetova
et al., 2018). In particular, dance choreography and the creative spontaneity characteristic of
folk dance are used for early training in choreography by a number of contemporary studies
(Rudd et al., 2021).
Along with the creation of the Frescoes, the name of Raibayev is connected with a number of fantastic theatre dances that have become treasures of the choreographic heritage
of Kazakh people. Over the years of creative activity in the state dance ensemble Saltanat (established in 1955), Raibayev choreographed such dance performances as Asatayak,
Kos-Alka (established in 1984), Sholpy, Bishi Kayyn (in English: dancing birches) (established
in 1989), Kazakh Rhapsody (established in 1990), and others.
The name of the dance Asatayak comes from the name of the ritual noise-producing instrument in the form of a rod, covered with metal suspensions, which is widely used by shaman in their healing rites (Mukhambetova, 2003). Raibayev choreographed the dance Asatayak to the composition of Nurgisa Tlendiyev Ata Tolgauy (established in 1962). This choice
fully meets the idea of the creation of Asatayak on the basis of new creative interpretation of
the previous variant. The title Ata Tolgauy can be loosely translated as “thoughts of ancestors”.
The word tolgauy has a philosophical and didactic meaning and meets the choreographer’s
aspirations to materialize a holistic image and express the richness of the Kazakh culture.
Raibayev’s interpretation of the Kazakh choreography is widely known for its frequent
references to the culture of Kazakhstan, particularly, to folk applied art. This fact can be
proved by the dances Kos-Alka (to the music of Dauletkerey Shygayuly) and Sholpy (to the
music of Serik Yerkimbekov).
Dance Sholpy choreographed by Raibayev together with the Saltanat represents the creative interpretation of previous variants of dance traditions. The choreographer’s idea of
revealing and conveying the sacred protective function of the sholpy finds its embodiment
in the dance vocabulary, stage image, intertwined positions of hands, which reinforced the
sound of sholpy and protected women from evil spirits. Along with this, Raibayev indirectly
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transmits additional information about the features of traditional education. In particular, an
unmarried girl was forbidden to be in the wrong place – the sound of sholpy could betray her
presence. The significance of the director’s interpretation of this dance lies in the fact that it
acts as the personification of the cultural traditions of the Kazakhs. It expresses the ancient
etiquette, reflects the aesthetic views of people, and uncovers some aspects of traditional
education, at same time all these aspects are based on the concept of creativity as well as the
director represents own interpretation of ancient dance.
Another piece of the fascinating legacy of the director-choreographer Raibayev is a
dance Bishi Kayyn set to the music of Kenzhebek Kumisbekov. The analysis of this composition shows that it represents the skilful ability of the choreographer to achieve contextual
and intonational expression by means of an appropriate selection and precise combination
of Kazakh dance movements. Raibayev artistically conveys images of swaying branches, their
shaking branches, as well as strong bends under the influence of the wind. The performers
of this dance seem to be a real personification of dancing birches that indicates the director’s
appeal to creativity.
Continuing the research and analysis of the director’s interpretation of Kazakh choreography, it should be noted that Kazakh artists were primarily focused on reviving the traditional forms of Kazakh culture with the actualization of the principles of creativity in the
dance formation. This was facilitated by the formation of the folklore-ethnographic ensemble
Altynay. The creation of Altynay ensemble served as a prerequisite for the implementation
of a vast repertoire of Kazakh folk dances, most of which today make up the golden fund of
the choreographic heritage of Kazakh choreography.
The analysis of the creativity of directors-choreographers of the second half of the 20th
century revealed heightened attention to the preservation and revitalisation of elements of
culture with the help of creativity and its main aspects. The creation and development of the
repertoire of a number of dance ensembles were based primarily on folk culture. During this
period, directors-choreographers created many pieces of national choreography that provided
an authentic representation of Kazakh ethnography and traditions.
The great merit of Kazakh choreographers of the late 20th century lies in the revival of
the culture in dance and its creative updates at all levels. Therefore, the semiotic code embedded in dance routines is important in creating a kind of guarantor of the transmission
of the national context from generation to generation. The creativity of the directors and
choreographers of that time gained a creative and original interpretation of the work of our
contemporaries. The images taken from Kazakh mythology were manifested in a completely
different creative way. Directors-choreographers Adamova, Tati, and Sadykova, referring to
the national themes of the past, focus on the philosophical interpretation of the world events
and eternal questions about human essence. Their dance performances may serve as an example for subsequent references to the genre of fairy tales or mythology, through which one
can provide insight into other relevant topics.
Choreographers have different approaches to solving the problem of the creativity and
originality of choreography and, accordingly, its development. Being in an intense and contradictory search, they independently develop the principles of understanding dance art
and criteria for using folk dance elements according to modern creative methodology of
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dance. This leads choreographers to the creative and original interpretation of folklore images (Shankibayeva, 2011).
The study of Tati’s interpretation of Kazakh choreography is based on the period of her
directing in the Astana Ballet, Kazakhstan collective and teaching in the Kazakh National
Academy of Choreography, Kazakhstan. During Tati’s creative activity in the Astana Ballet,
she directed such dances as Shattyk (established in 2012), Arular, Assem Konyr, Nur shashu
(established in 2013), Ornekter (established in 2014), Kerbez (established in 2015), Syi-Siyapat
(in English: souvenirs) (established in 2016). Out of the remarkable performances mentioned,
the Astana Ballet hallmark is the Arular dance, premiered in 2012. To some extent, Arular is
close to round dances as it presents a procession of boyjetken (in English: girls-brides). As
for the structure of the choreographic text, Tati attaches great importance to hands. In one
of her many interviews, she stated that hands are an expression of our soul. Tati skilfully
conveys the beauty of a girl’s personality through a careful choice of movements combined
semantically and plastically.
Tati’s interpretation of dance Asem Konyr (Figure 1) is especially admirable as well as it
is based on the basis of non-traditional interpretive model in accordance with the principles
of creativity. It is completely different from Arular. Even though this dance performance
reveals a warlike character of Kazakh woman, it is distinguished by tender movements. Another peculiarity of this interpretation is a three-act narrative structure that consists of an
introduction, where the viewer smoothly immerses in the steppe history, a slow lyrical climax
and an energetic coda.
The choreographic text of Asem Konyr consists of traditional Kazakh dance movements,
with the main emphasis on port de bras. The poetic images of the surrounding reality are
manifested through the kos kol (in English: parallel arms) position. Tati’s interpretation of

Figure 1. Dance Asem Konyr (2014) (source: created by authors)
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aesthetics of stamina, tolerance, and the warlike character of a Kazakh woman amazes. The
frequently met fourth position in one hand and the precise horizontal movement of the second convey the image of a strong spirit of Kazakhs, full of inner dignity and nobility.
In the second part of the dance composition, the performers, gathering in the back of
the stage and holding their hands in the ulken syilyk (in English: a big offering) position, line
up tightly, representing a “staircase”. Gradually rising from their knees, the girls personify
the process of worshipping their native land, preserving its natural and spiritual wealth, and
carefully transferring this beauty to future generations. This image is a vivid expression of
the unity of music and lyrics in a dance performance.
In the code, the choreography is characterized with movements of wide amplitude. The
movement of hands shyntak tolyn (in English: elbow waves) conveys the image of waves of a
stormy mountain river. It accompanies the dynamic movement of performers from the centre
to different parts of the scene. Tati’s interpretation of Kazakh dance is characterized by the
increasing complexity of dance vocabulary that contributes to the masterful representation of
the illustrative and poetic nature of the musical work. On the other hand, the main emphasis
she puts on the preservation of national identity and traditions.
The investigation of the interpretation of Kazakh dance of the present time period is
represented by the ballet show Turan dala – Kyran dala. It was choreographed by Sadykova
to the music of the folklore and ethnographic ensemble Turan and Kazakh composers Shygayuly, Tlendiev, Aigul Mukey, and Aktota Raimkulova. The ballet begins with the ritual
actions of the shaman baksy who performs his dance accompanied by the sounds of a percussion instrument. This simple melody brings life to figures from cave paintings that stand in
various poses with specific hand positions bes sausak (in English: five fingers), jogary-tomen
(in English: up and down), sharshy (in English: square), and syilyk (in English: offering). The
images of these figures, creating an atmosphere of antiquity, contribute to the immersion of
the viewer in the ancient time.
The ballet continues with the picture of zhoktau (in English: a song of lamentation). Here,
with the help of the dance language, Sadykova tried to convey the sorrow of the death of
birds, which used to personify peace and purity of deeds and thoughts. The choreographic
text is represented by the traditional movements of Kazakh dance, intertwined with elements
of contemporary choreography. A characteristic feature of this scene is the presence of a
specific fragmentation of dance figure movements, which allows the viewer to distinguish
elements that express various emotions. Performers’ costumes also contribute to the expression of loss and despair. However, their one more important role is in rendering the idea of
national identity through the embroidered ornaments and accessories, the absence of which
would make the costume just a reflection of some pagan clothing.
In general, Turan dala – Kyran dala presents a metaphorical story about the history of
the Kazakh people that indicates the director’s appeal to modern creativity. Here, the absence
of attachment to a specific plot and the desire to embrace an extensive time period bears a
representative character. In this regard, the fragmentation of the musical material, collected
from the works of different composers, contributed to the inclination of each specific action
to a separate dance number (petroglyph dance, shaman dance, Tengri and Umai dances,
dance of swans, dance of mourners).
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Discussion
The results of the study based on the analysis of directors’ interpretation of national dance
traditions in the perspective of creativity show that while creating national dance performance, the composition of its choreographic text is of foremost importance. The choreographic text consists of dance vocabulary, movements, and postures and is believed to be the
main way to show the expression of the performance based on the principles of creativity.
Both in theatre dance and ballet, choreographic text is built according to the theme, concept,
and idea of future work. It should be remarked that the specificity of the ballet performance,
characterized by the presence of finger technique, presupposes a simplification, and sometimes even completely impossible use of folk dance moves, which cannot be said about the
theatre dance itself (Powell, 2019). The conception of modern dance is being transformed
into freer forms of expression and spontaneity, in which ethnic elements acquire a natural
and even predominant position as a means of increased expressiveness (Powell, 2019). Theatre dance may combine national aspects with the directions of choreography on pointe.
Consequently, its choreographic text is formed according to the choice and vision of the
director and is manifested in various choreographic forms, which are examined in detail by
Sytova (2001). Director’s interpretation of dance, according to Sytova, is conducted in the
following three ways:
– Adaptation;
– Creation of a new dance based on traditional choreographic techniques, elements,
plastique and performance manner;
– Application of the most general stylistic features of the original source while creating
a modern choreographic performance (Sytova, 2001).
Ways of interpreting the dance proposed by Sytova describe general, well-known patterns. Shumilova (1974) has covered the development of choreographic forms of dance interpretation in the form of the ladder, clearly representing the methods of combining different dance languages when building movements. The first step of her ladder is a traditional
dance with all the attributes of ethnography. A little higher is the adapted dance, which has
absorbed only the basics of the traditional culture. Here, elements of theatricality, a complicated composition, enriched dance vocabulary, as well as stylized costumes, can appear.
Then the choreography combines (sometimes mechanically) the foundations of academism
with the application of national movements: the legs perform a pas of classical ballet, while
the national plastique is seen in the hands’ movements. The next step is the synthesis of two
principles – the plastique of traditional academic dance (ballet) with the plastique of national
choreography. The same approach was formed during the second half of the 20th century in
the French, American and British national choreographic schools (Carter, 2020). At the very
top of this imaginary ladder, Shumilova (1974) sets choreography, which contains minimum
national components, but seeks to convey the values of a specific culture. The above-noted
steps represent variants of choreographic form-making, used in both small and large dance
performances. However, in order to clearly define and apply them in work, they require more
thorough consideration.
Being an indispensable part of folk culture, the traditional dance bears elements of a cultural tradition and heritage and passes them down from generation to generation. Therefore,
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it contributes substantially to the reinforcement of cultural identity and plays a crucial role
in the “cultural development” of society. Today, the culture of any nation is going through
a constant process of mutation. Some traditional elements get lost, while others resist and
survive or get transformed and readjust to new emerging circumstances (Georgios, 2018).
The unique charm of national dance lies precisely in its cultural value. Traditional dance
absorbs the essence of national culture. It is both vivid and rich, and it is not only part of the
culture itself but also depicts its character (Wang & Zhang, 2018). The activation of ethnic
cultures, the search for self-preservation and their further qualitative development under
the conditions of coexistence and cooperation are the requirements for the development and
formation of national identity, strengthening the multinationality and versatility of folk art,
and the embodiment of national culture in contemporary art (Barnard, 2019).
Each time period, contributing to the formation of a certain picture of the world among
dance directors, facilitates the emergence of their individual interpretation of national choreography. Simultaneously, it gives an impetus to significant changes that affect both the
national dance language development and the formation of new art forms.
In the initial periods of its formation, Kazakh choreography was influenced by the dominant artistic direction of the totalitarian Soviet state, called “socialist realism”. As a result, the
main attention of dance directors and choreographers of that time was paid to the presentation of the values developed by the Soviet ideology. Having gained independence, Kazakhstan
focused all its efforts on the strengthening of the young state. Only by the middle of the
first decade of the 2000s, the choreographers renewed the application of traditional dancing elements, thereby actively developing innovative dance techniques. This fact led to the
emergence of novel director’s interpretations of traditional Kazakh choreography (Zhanibek
et al., 2020). After Kazakhstan gained independence, its theater and dance culture began to
open up to trends and styles that were previously completely inaccessible. Among them are
influences from, for example, the modern techno dance of South Korea, popular all over the
world (Saitova et al., 2016).
The amalgamation of classical and folk material is a process where the national ideas are
expressed by means of classical dance (Cross et al., 2014). Accordingly, the performance of
the national as classical is “stylization”, and the level of their unity and integrity is “synthesis”
(Moldakhmetova & Saitova, 2020). This definition is also applicable to the combination of
national and modern dancing styles. Some researchers relying on Western terminology and
interpretation experience call this phenomenon “integration”, since in the modern Kazakh
dance an integral structure of traditional and classical ballet physical movement and conceptual fusion were created at the same time.
The manifestation of this “synthesis” can be vividly noted in the adagio Kerbugi and Barshagul in the ballet Aksak Kulan choreographed by Tleubayev to the music of Serkebayev,
in the ballet Kyz-Zhibek (established in 2013) choreographed by Bulat Ayukhanov to the
music of Yevgeny Brusilovsky, and dance performance Syi-Siyapat by Tati. They express the
combination of classical legs’ movements and academic positions of hands of Kazakh dance
with a “wring”. The example of stylization in Kazakh choreographic art is the ballet Frescoes by Raibayev and dance numbers Revived Petroglyph (established in 2017) and Kosbasar
(established in 2017) by Sadykova. They express the spirit of the archaic period in the modern
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context, representing the fusion of two phenomena – the old and the new, “foreign” and
“native”. This dichotomy is equally characteristic of the history of choreography in European
national dance schools (Tleubayev et al., 2019).
If the director’s stylisation technique as a dialogue, then its communicative orientation
in accordance with the modern cultural context comes to the fore. Using the example of
the ballet Frescoes, one can note that Raibayev turned to the ancient era of the Kazakhs in
order to familiarize the Kazakh people with their historical traditions. This dialogue between
the choreographer and society represents aspirations for the revival and growth of national
identity. Without a doubt, the preservation of the authenticity of the nationality in the director’s interpretations through dance vocabulary is an important aspect. Staging and writing
activities require thoughtful research work from the director, particularly in studying the
semantic meanings of dance vocabulary. It is not always possible to follow the strict meaning of each dance movement (Powell, 2019). Nevertheless, the director needs to be guided
by a similar dance vocabulary, so that the meanings contained in each movement make up
a phrase or a whole fragment, the content of which would be easy to understand. This is an
important criterion in the presentation of national choreographic work because the world of
semantic convergence, analogies, and oppositions, which does not coincide with the semantic
grid of the natural language of choreography, comes into conflict with it (Tleubayev, 2000).
A specific approach to dance segmentation into related fragments has been effectively used
for three-dimensional dance modeling and now forms the basis for interactive accompaniment of choreography training and in online dance training systems (de Boer et al., 2018).
This study on the director’s interpretation of the Kazakh dance, both in ballet performances and in theatre dances, is aimed at presenting the visual trace of the creativity of
directors who have devoted much time to the development of choreography (Zhanibek et al.,
2020). The significance of this research is in the possibility of determining the Kazakh choreography development trajectories in the perspective of creativity within the long time period. Besides, this article reveals certain axiological guidelines of the national choreography’s
future development in the context of modern creative processes.
The development of the Kazakh dance began in the 1930s (Tleubayev et al., 2019). Review of numerous scientific sources revealed a number of shortcomings in the director’s
interpretations (Robinson, 1990), among which the replacement of traditional dance with
pantomime, which often captivates the viewer with sharp moments and lively expressiveness of talented actors (Bleeker, 2017; Sarynova, 1976); ignorance of the national specifics
of Kazakh dance; and tendency towards thoughtless duplication of the national character
expression manner, which reduces the importance of Kazakh dance art. Unlike the dance art
of peoples, who for various reasons were in the center of attention of Western European and
American choreographers and researchers, Kazakhs for almost the entire time of the existence of Kazakh dance were in the sphere of influence and interest of almost only the Russian
cultural tradition (Kulbekova et al., 2019; Kussanova et al., 2020). Studies by art historians
show that the formation of the Kazakh professional stage dance began in the 1930s–1940s
of the 20th century, and from that moment the tradition of integration of folk tradition and
ballet classics was formed (Moldakhmetova et al., 2018). Only in the 20th century the process
of actively attracting trends from the Western choreographic tradition and modernity began,
and the presentation of the Kazakh dance tradition to the West (Moldakhmetova et al., 2018).
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Several decades ago, due to the lack of a particular trajectory for the study of Kazakh
dance in the perspective of creativity, the expression of traditional culture (beliefs, customs,
rituals, education) was not the main purpose of creating a national dance performance. Notwithstanding this, it should be noted that variably successful attempts in creating national
dance shows led to the search for new ways of creation and expression of Kazakh culture
images (Shankibayeva, 2011).

Conclusions
The analysis of the compositions shows that the directors not only took ready-made samples
from other arts or history and copied them, but also presented their own interpretation, based
on their own creativity and creating something radically new, original and non-stereotypical.
Based on the analysis of a number of dance performances, the conclusion can be made
that the last quarter of the 20th century, defined by the period of ethnic renaissance in the
work of Kazakh directors-choreographers, was of great importance both in the development
of the country’s choreography. The analysis of the study show the dominance of creativity in
the works of all directors that mean their appeal on the connection of the ancient tradition
and original creativity. An authentic Kazakh dance, based on the appeal to the early periods
of Kazakh ethnogenesis, demonstrates the aspiring desires of choreographers to revive cultural heritage and update it with the help of creativity.
Therefore modern dance directors strive to follow the values laid down by their prior
fellows, at the same time they develop their understanding of choreography, which allows
them to look at dance more broadly in accordance with the possibilities of creativity, created
on the basis of originality, relevance and non-stereotyping.
The study represents the fact according to which today’s interpretations of choreography
differ from the previous experience. The tendency to express the inner state of a person
noted in the dances of the beginning of the 21st century reflects the development of new
trends based on the expression of creative ideas through the difficult movements in the choreographic art. Appealing to mythology, Kazakh ballet masters direct the modern viewer’s
attention to the psychoanalysis of spirituality. Modern dance also differs from previous by
the actualization of the creativity on all stages of dance creation and functioning.
The analysis of common and distinctive features of the director’s interpretation of Kazakh
dance allows rethinking the attitude of young directors-choreographers towards the Kazakh
choreographic heritage. In addition, it promotes the understanding of the further trajectory
of choreography development in the perspective of creativity, where important aspects are the
restoration of the prominent examples of national ballet and the introduction of specialized
courses in the process of training future directors-choreographers.
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