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During the preparation of this article, artificial intelligence tools were used
OF GENERATIVE Al exclusively for auxiliary purposes. The Perplexity Al system was employed to search

for academic sources and to preliminarily verify their relevance to the research topic.
The GPT 5.2 (OpenAl) model was utilized to check the accuracy of the translation
and to perform stylistic editing of the English text. The use of these tools did not
affect the scientific content of the study. All conceptual frameworks, analytical
interpretations and conclusions, as well as the structure and argumentation
of the article, were developed independently by the author. The author bears
full responsibility for the content of the submitted manuscript.

ABsTRACT. The article examines historical and social dance as a distinctive phenomenon of dance culture
that reflects the transformation of forms of social interaction, norms of bodily behavior, and aesthetic
ideals within European and post-Soviet cultural traditions. Particular attention is given to the contemporary
interpretations of historical and social dance that have emerged in the early twenty-first century within

the cultural space of Kazakhstan.

The aim of the study is to conduct an art-historical analysis of the interpretation of historical and social
dance in contemporary national society of Kazakhstan in the context of the cross-cultural interaction
between the ballroom tradition and national culture.

The methodological framework of the study is based on historical-cultural and art-historical analysis,

the comparative method, and an interdisciplinary approach that allows dance to be examined as an artistic
form closely connected with social etiquette, performance space, and bodily communication. The study
traces the major trajectories in the formation of ballroom and social dance in Europe, with particular
attention to their reconfiguration under Soviet cultural conditions and the emergence of diverse
contemporary practices.

The analysis shows that historical and social dance does not lose its artistic or socio-cultural relevance.
Rather, it continuously redefines its functions in response to shifting social contexts. It is shown

that contemporary ballroom events in Kazakhstan — graduation, military, medical, and civic balls — function
as forms of actualization of ballroom tradition, while conceptual practices of the early twenty-first century,
including social dance formats, indicate a reinterpretation of everyday movement as an object of artistic
reflection.

In conclusion, historical and social dance is understood as a cultural process in which inherited forms and later
transformations remain in active interaction. The practical value of this study lies in its potential application

to further art-historical studies of dance culture, as well as for evaluating modern ways of representing
historical dance heritage within contemporary cultural contexts.
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preparing the main version of the text, providing editorial support at all stages, working with bibliographic
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KyaHLwbi6ekoBa, [aHa, >xaHe Alirynb KynsbekoBa. «Ka3akcTaHHbIH, Kasipri Kpocc-MafeHn
KEHICTIrIHAEr TapyXU-TYPMBbICTbIK BUAIH MHTepnpeTauuscel» Saryn, T. 14, N2 1, 2026,
121-137 6., DOI: https://doi.org/10.59850/SARYN.1.14.2026.344. (AfblaLWbIHLIA)

TIPEK CO3AEP Tapuxn-TypMbICTbIK 61, 3aMaHayy MHTeprnpeTauusnap, 6an MageHWeTi, d1eyMeTTiK 61,
61 MaseHMeTI, kepkemaik pedaekcums, KasakcraH.

YKACAHAbBI UHTENNEKT Ocbl MaKanaHbl garblHAay 6apbICbiHAA dKacaHAbl UHTENNIEKT Kypansapbl

KYPANIAAPbIH MANAANAHY Tek KemMekLi MakcaTTa KonaaHblagbl. Perplexity Al xxyrieci 3eptrey

TYPANIbI MONIIMAEME TaKblpblObIHA KATbICTbI FLIILIMU AEPEKKO3AEPAI i34€eY KaHe ONapAblH
peNeBaHTTbIIbIFbIH alAblH afna Tekcepy YWiH nanganarbingsl. GPT 5.2
(OpenAl) Mogeni MakanaHblH, aFbILLbIH TINHAET MITIHIHIH ayjapMacbIHblH,
JYPbICTBIFbIH TEKCEPY XoHe CTUAMCTUKANBIK pedakumusanay MakcatbiHAa
KONAaHbINAbI. ATanfaH Kypanjapabl NanganaHy 3epTreyain, fblibiMu
Ma3MyHblHa 9Cep eTKeH Ok, 3epTTeyaiH 6ap bk FblbIMN TY>KbIPbIMAAPSI,
Tangaynap, MHTeprpeTaumsanap, CoHaal-ak MakanaHblH, KypblibiMbl
MEH Ma3MyHbl aBTOPZAbIH, XeKe FblIbIMU XYMbICbIHbIH, HITUXECI 60bIN
Tabblnazgbl. ABTOP YCbIHbIIFaH FblbIMU MaTepuansbiH, MasmyHbl YLLiH TO/bIK
>KayankepLuinik anagbl.

AHAATIA. Makanaga Tapuxmn-TypMbICTbIK 61 eyponanblk, >XaHe MOCTKEHECTIK MOAEHW ASCTypaepaeri
aNeyMeTTiK e3apa apekeTTecy popmManapbiHbIH, 4EHE MiHE3-KY/IKbl HOPManapblHbIH XHEe 3CTETUKabIK
naeanfapAbiH, TpaHchopMaLMACbIiH beHenenTiH 61 MaZeHWNETIHIH epekiue GeHOMEHI peTiHae
kapactbipbinasbl. CoHbIMeH KaTap XX| facbipabiH, 6acbiHAa Ka3akCTaHHbIH, MZEHN KeHiCTir XaraanbliHaa
KaJblMNTackaH TapuUXMU-TYPMbICTbIK BUAIH 3aMaHayn MHTepnpeTaLmaiapbl TangaHakbl.

3epTTeyain MakcaTbl — 6an 49CTYPi MeH YITTbIK MOAEHMETTIH, KPOCC-MEeHM ©3apa dPEKeTTeCTir KOHTEKCTIHAe
Kasipri KasakCTaHAbIK KOFamAafbl TapUXU-TYPMbICTbIK BUAIH MHTeprpeTaLmsacbiHa OHepPTaHYLLbIAbIK Tasgay
acay.

3epTTeyAiH aficHaManblK HETi3iH TapUXN-MBAEHN XXaHE OHEPTaHYJIbIK Tafjay, CalblCTbipMasibl-CanfacTbipMabl
9Jic, coHAaN-ak buai aneymeTTiK STUKETMNEH, OPbIHAAY KEHICTIrNMeH XaHe AeHenik KOMMYHUKaLMaMeH
6annaHbICTbl KOpKeMAiK Gopma peTiHAe KapacTblpyfa MyMKIHAIK 6epeTiH NaHapasblK TaCiN Kypangbl.

3eptTey 6apbicbiHAa Eyponagafbl 6anaplk xXaHe TYPMbICTbIK 6UAIH KanbinTacy Ke3eHAepi, 0NapAblH KeHeCTiK
Ke3eHgeri berimaenyi XxaHe Kasipri KaszakCTaHAbIK Kofamaarbl 4amy popManapsl Xyneni Typae TangaHagpl.

3epTTey HOTUXECIHAE TapUXU-TYPMBbICTbIK BUAIH, KOFaMAbIK, KOHTEKCTTIH ©3repyiHe calikec TpaHchopMaLmsaiaHa
OTbIPbIN, ©3iHiH KEPKEMAIK XoHE dN1eyMETTIK-MIAEHN MaHbI3AblbIfbIH CAKTaUTbIHbI aHbIKTaNAbI.
KasakctaHgafbl 3aMaHayu 6anablk, ic-apanap — BiTipy KewwTepi, aCKepy, MeAnLMHaNbIK XIHEe Kananblk,
6angap — 6angplk ASCTYPAIH XaHFbIpy Gopmanapsl peTiHAe kapacTbipbliagbl. CoHbiMeH kaTap XXI facbipabiH,
6acblHAafbl KOHLeNTyanablk Toxiprbenep TYPMbICTbIK KO3FabICTbl KOPKeMAIK pedaekcnsa HblCaHbl peTiHae
KalrTa nambimgayfa MyMKiHZIK bepesi.

Kasipri keseHae TapuXmn-TYPMbICTbIK 61 A43CTYP MeH XaHallbliAblk ©3apa YMAeCeTiH y34iKCi3 MaeHW yaepic
peTiHAe KapacTblpbliagbl. 3ePTTeYAIH NPaKTUKaablK MaHbI34bLblfbl OHbIH HATUXeNepiH 61 MaAEHWETIH
©HEepPTaHY/bIK TyPFbIAaH api Kapal 3epTTeyAe, COHAa-ak TapuUXM-YATTbIK 61 MypacbkiH 3aMaHayu
penpe3seHTauuanay GopManapbiH TangayAa KoaaaHy MyMKIHAINIMEH alikbiHAanaab!.
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JLNsi LUTUPOBAHMS KyaHbiwbekosa, [laHa, 1 Aliryab KynbbekoBa. «/IHTeprnpeTauma Nctoprko-6bIToBoro
TaHLa B COBPEMEHHOM KPOCC-KybTYpHOM npocTpaHcTBe KasaxcraHa». Saryn, 1. 14,

Ne 1, 2026, c. 121-137, DOI: https://doi.org/10.59850/SARYN.1.14.2026.344,
(Ha aHraninckom)

KFOYEBBIE C/IOBA NcTopurKko-6bITOBOM TaHeL, COBPEMEHHbIE HTEppeTaL K, banabHas KynbTypa,
COLManbHbIN TaHeL, TaHLUEeBabHas KyabTypa, XyAOXKeCcTBEHHas pedaekcus,
KazaxcraH.

3ASBJIEHVE OB UCMOJ/Ib30BAHUM B npouecce NOArOTOBKM AaHHOW CTaTbM MHCTPYMEHTbI MCKYCCTBEHHOTO
MHCTPYMEHTOB UCKYCCTBEHHOTIO WNHTeNNeKTa NCNOJIb30BaNNCh UCKAKOUYMNTEIbHO BO BCMOMOraTeNbHbIX
LA 3,9 enax. Cuctema Perplexity Al npuMeHsaach AnA NOMCKa HayuHbIX
WCTOYHWKOB M NpesBapuTeNbHOW NPOBEPKIN UX PeNEBAHTHOCTU
Teme nccnegoBaHuna. Mogenb GPT 5.2 (OpenAl) ncnonb3osanacb
A5 NPOBEPKN KOPPEKTHOCTU MEePEBOAa U CTUIUCTUYECKOM
peZaKLMM aHrNoA3bIYHOrO TEKCTa CTaTby. Icnob30oBaHMe yKa3aHHbIX
WHCTPYMEHTOB He MOBAUANO Ha HayuyHOE cogepykaHme paboTbl.
Bce aHannTMUeckre NONIOXKEHWs, MHTEPNPETaL MK, BbIBOALI,
a TakXKe CTPYKTypa v aprymMeHTaLms cTatby 661 pa3paboTaHsl
aBTOpPaMV CaMOCTOATENbHO. ABTOPbI HECYT MOJIHYH OTBETCTBEHHOCTb
3a COAep>kaHne NpesCcTaBAeHHOro Hay4yHoro MaTtepuvana.

AHHOTALMA. B cTaTbe paccMaTpyBaEeTCs UCTOPUKO-ObITOBON TaHew, Kak YHVKaAbHbIN GeHOMeH TaHLeBalbHOW
KyJIbTypbl, OTpaXatoLwmin TpaHchopmMaLmo GopM COLManbHOro B3aMMOAENCTBISA, HOPM TeJIeCHOTO NMOoBEAEHUs
W 3CTETUYECKUX NAEaNoB B EBPOMENCKON 1 MOCTCOBETCKON KyNbTYPHOW TPaANLMK, @ TakxKe aHaIu3npyoTcs
COBpeMeHHbIe MHTEPMPETALIMN NCTOPMKO-ObITOBOTO TaHLa Havana XXI Beka B yCNIOBUAX KybTYPHOTO
npoctpaHcTBa KasaxcraHa.

Llenb nccnepoBaHuns — NCKYCCTBOBEAUECKNI aHaN3 MHTEPMPEeTaLIMN UCTOPUKO-6bITOBOrO TaHLa
B COBPEMEHHOM Ka3aXCTaHCKOM OOLLEeCTBE B KOHTEKCTE KPOCC-KYbTYPHOIO B3aMMOZENCTBNS 6anbHOM
TPaauLIMN 1 HaLMOHaAbHOW KyAbTypbl.

MeTogonormyeckyro OCHOBY paboTbl COCTaBAAIT UCTOPUKO-KYNbTYPHBIA U UCKYCCTBOBEAUECKUA aHanms,
CPaBHUTE/IbHO-COMOCTaBUTE/bHBIN METOA, a TakdKe MEXAUCLMUMINHAPHBIA NOAXOA, NO3BONAIOLLMNIA
paccMaTpuBaTh TaHeL, Kak XyA0XeCTBEeHHYH GOopMy, CBA3aHHYHO C COLManbHbIM 3TUKETOM, MPOCTPAaHCTBOM
WCMONIHEHUA 1 TeNeCHON KOMMYHUKaLmen. B ctaTbe nocnesoBaTeNbHO aHaNM3NPYHOTCA KatoUeBble dTarbl
CTaHOBJIeHUA BasbHOro 1 HGbITOBOro TaHua B EBpone, vx aganTtauma B COBETCKUIN NEPUOL U COBPEMEHHbIE
dopMbl pa3BUTHA B Ka3axCTaHCKOM ObLLecTBe.

B pe3ynbrate nccnejoBaHnAa BbIABAEHO, UTO VICTOpI/IKO-6bITOBOIZ TaHeLl, COXpaHAeT CBOO XyAOXECTBEHHYHO
N COUNOKYJIbTYPHYH 3HaYNMOCTb, TpaHC¢OpMMpyﬂCb B COOTBETCTBUN C NBMEHEHNEM O6I.I.I.eCTBeHHOI'O
KOHTEKCTa. COBpeMeHHbIe 6anbHble MeponpuAaTnAa B Ka3zaxcraHe — BbIMYCKHbIE, BO€HHbIE, MEANLINHCKNE

nm ropogckume 6anbl — BbICTYyMakoT q)OpMaMVI aKTyaamsaummn 6anbHom Tpaagnunn, a KoOHUeNTya bHble NMPaKTUKnN
Hauyana XXI| Beka, BK/roUas q)OpMaTbl 6bITOBOrO TaHUa, CBNAETENLCTBYHOT O NepeoCMbICIeHUN 6bITOBOTO
ABVXEHNA KaK obbekTa Xy,ﬂ.O)KeCTBeHHO[/'I peqmel(cw/l.

CerogHs NCTOPUKO-6bITOBOW TaHeL, NpesCcTaBAseT COH6ON HeMpepbIBHbIV OOLLLECTBEHHO-KYAbTYPHbIN NPOLLecE,
rfie OpraHMYHO COYeTaroTCA TPAAULIMM 1 HoBaLMK. MpakTuyeckas 3Ha4YMMOCTb Hay4HOW paboTbl 3aktouaeTcs
B BO3MOXHOCTU NMPUMEHEHWS ee pe3yNbTaToB A5 JabHENLLINX UCKYCCTBOBEAUECKMX NCCEA0BaHMI
TaHLEBabHOM KyNbTypbl, @ TakXe f/1f aHa/n3a COBPeMeHHbIX GOpM penpeseHTaLmn NCTOPUKO-
HaLMOHabHOrO TaHLLeBaIbHOrO HacieAms.
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A. M. KyaHeliwbekoea — ocyLiectBuAa KOMMAEKCHbIV aHanN3 U CUCTEMATM3aLMI0 HaYUYHbIX AaHHbIX,
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Introduction
Historical and social dance holds an important place in the artistic culture of Europe
and in the wider post-European cultural sphere. It functions not only as a dance practice
but also as a form of cultural expression rooted in social norms, ritualized behavior,
and artistic traditions. The historical development of this phenomenon reflects not
only changes in choreographic styles and performance techniques but also broader
transformations in plastic culture associated with evolving behavioral norms, systems
of etiquette, patterns of bodily interaction, and aesthetic ideals characteristic of different
historical periods.

The relevance of this study lies in the need to interpret historical social dance
as a dynamic cultural phenomenon rather than as a static historical category. Examining
the forms of its existence and transformation across different historical periods makes
it possible to identify stable cultural meanings and the mechanisms through which they
are reinterpreted in contemporary sociocultural contexts. In the present-day sociocultural
conditions of Kazakhstan, historical social dance acquires new forms of expression within
the framework of national traditions and spiritual and social values.

In contemporary scholarly interpretation, historical social dance “as a representative
form of choreographic art inherited from the past, it preserves models of earlier dance
culture within contemporary art” (Yelistratova 181).

Methodology
The methodological framework combines historical-cultural and art-historical
approaches that allow the evolution of historical social dance to be examined as a socially
and artistically conditioned practice within dance culture. The research employs historical-
typological and comparative methods, which allow for the identification of patterns
in the transformation of ballroom dance across different historical periods —
from the court culture of the sixteenth to nineteenth centuries to the mass
and representative forms of the twentieth and early twenty-first centuries.

The study relies on a broad range of sources, including scholarly works on the history
of ballroom and social dance, research in the fields of cultural studies and art history,
as well as materials documenting contemporary forms of ballroom practice.

Particular attention is paid to the analysis of the sociocultural context of dance,
the spaces in which it is performed, and its social and artistic functions. These aspects
are examined within the framework of a structural-functional approach, which makes
it possible to relate the identified changes to broader transformations in cultural models.
The interdisciplinary character of the research makes it possible to interpret historical
social dance as an integral cultural process in which tradition, transformation,
and contemporary artistic interpretations interact dynamically.

Literature Review

The emergence of historical social dance is closely associated with courtly and secular
practices of European culture. As noted by the researcher of historical and cultural
aspects of ballroom dance Roman Lazhinsky, “Ballroom dance occupied an important
place in aristocratic social life, functioning as a means of status display, the formation
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of behavioral and educational norms, the reflection of the hierarchical order of society,
and the reinforcement of distinctions between social estates. In the era of absolutism,

it acquired a distinct political significance, becoming a ‘language of power’ in which
movement and gesture articulated an individual’s place within a rigidly stratified social
system, thereby transforming refined art into an effective instrument of social regulation
and the consolidation of absolute authority” (Lazhinsky 231). The formation of ballroom
culture was accompanied by the codification of dance forms, the consolidation of stable
models of partner interaction, and the development of a complex system of symbolic
meanings within which bodily movement acquired the status of a cultural sign.

During the Renaissance, dance began to be interpreted within the framework of
the humanistic intellectual tradition and gradually became the subject of theoretical
reflection. Among the key treatises of this period are the works of Domenico da Piacenza
(1390-1470), De arte saltandi et choreas ducendi (“On the Art of Dancing and Conducting
Dances,” 1445); Guglielmo Ebreo da Pesaro (1420-1484), De pratica seu arte tripudii
("On Practice, or the Art of Dance,” 1463); and Cesare Negri (1535-1605), Le Gratie
d'Amore (“The Graces of Love,” 1602). Taken together, these works laid the foundations
of an early “grammar” of dance, within which movement was understood as a conscious
artistic form rather than as an intuitive or purely everyday action.

Further development was associated with the establishment of the Royal Academy
of Dance under Louis XIV, which marked the institutionalization of dance and its integration
into the structure of court culture, thereby creating the preconditions for the formation
of stable models of courtly and secular dance art.

As emphasized by the ballet historian and scholar, Doctor of Art Studies and Professor
Vera Krasovskaya "The ideas of the Enlightenment contributed to the transformation
of ballet into an independent and serious form of theatrical art...” (278).

By the nineteenth century, historical social dance had finally taken shape as an important
form of social communication within which social hierarchies, gender roles, and culturally
conditioned conceptions of corporeality were articulated. “Ballroom dances helped
individuals not only to master the intricacies of choreographic practice, but also to acquire
the refined manners considered essential in society.” (Zhbankova, “Chto mozhet dat’
dorevolyutsionnyi opyt” 113).

Discussion and Results

The results of the study allow us to trace how the forms of historical social dance have
evolved in the context of sociocultural transformations of the twentieth and twenty-first
centuries. In the twentieth century, historical social dance underwent significant changes
associated with the democratization of social life. It moved beyond the boundaries

of elite salons and courtly spaces and spread into public dance halls, workers’ clubs,

and rural festive events — particularly in the post-war period and during the expansion
of mass leisure in the 1920s-1960s.

In the twentieth century, historical social dance underwent significant transformation
in the context of the democratization of social life. The secular model of leisure,
particularly in the 1920s, generated new forms of collective dance communication
and pubilic ritual. "Public dance became one of the symbols of the petty-bourgeois,
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philistine influence of the NEP period and therefore was subjected to extensive
criticism, as well as to specific bans and persecution” (Zhbankova, “Dosug sovetskikh
trudyashchikhsya” 140).

From an art-historical perspective, the first half of the twentieth century is of particular
interest, as European ballroom culture developed intensively through interaction
with American social dances. A significant number of dance forms of this period
were shaped under the influence of African American traditions and elements of African
folk heritage. As Nataliya Usanova notes, “the popular ballroom dances of Europe
in the first half of the twentieth century originated on the American continent,
where African American culture predominated and whose formation was influenced
to a considerable extent by the folklore of African peoples” (97).

In Kazakhstan, historical social dance has developed at the intersection of the European
ballroom tradition and the Russian cultural model. In contemporary cultural life it is not
limited to the status of borrowed European heritage but functions as an active artistic
practice represented in theatrical projects and within the system of professional
choreographic education. Today, historical social dance may be understood as a continuous
sociocultural process in which tradition and innovation remain in constant interaction.

From the perspective of the Kazakh cultural context, the relationship between
the national and the international-European dimensions of dance art acquires particular
significance. The scholar Yevgeniy Moiseyev argues that “the very existence of competitive
ballroom dance in Kazakhstan constitutes a unique example of how the art of dance
transcends national and cultural barriers” ("Problemy sootnosheniya” 110).

Ballroom dances of European origin are not directly connected with the Kazakh folk
tradition and therefore were initially perceived as an imported model of plastic culture.
However, their integration into the cultural environment of Kazakhstan was accompanied
by a process of cultural transformation, during which the European choreographic system
began to function within the framework of national social perception.

The history of the formation of ballroom dance in Kazakhstan confirms this thesis.

The institutional development of the field began in the 1960s: in 1968 a school

of European and Latin American dances was opened at the Palace of Culture

of the Alma-Ata House-Building Combine, and in 1969 the first ballroom dance
competition was held, marking the beginning of the active development of this art form.
In 1988 the first open championship in ballroom dance sport took place, and in 1992
the Federation of Sports Dance of the Republic of Kazakhstan was established.

These stages indicate the gradual institutionalization of the ballroom tradition

within the national cultural space (Moiseyev, "Problemy sootnosheniya” 111).

In Kazakhstan, the ballroom and historical social dance traditions are incorporated
into a broader process of national cultural development, within which the European
model of plastic culture is not reproduced mechanically but is adapted to the local
sociocultural context. Its institutionalization through the creation of professional
associations, the organization of competitions, and its integration into the system
of cultural events demonstrates the gradual inclusion of ballroom dance into the national
socio-artistic discourse. As a result, a form that is supranational in origin functions
as a space of cultural dialogue in which the European ritual-representational structure
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is reinterpreted in accordance with the historical, social, and value orientations
of Kazakh society.

As the contemporary Chinese scholar of performing arts Xun Peng observes,
in different cultures "dance serves not only as a conduit for individual emotional
expression but also bears the imprints of the corporeal language of society and culture.
Different cultures' dance forms reflect the values, rituals, and traditions of the respective
organizations. For instance, some cultures emphasize unity and collaboration within their
dance performances, accomplished through coordinated dance movements and collective
choreography, which symbolize the significance of each individual within the collective,
effectively communicating messages of teamwork and social cohesion” (95).

This perspective allows historical social dance to be interpreted as a specific type
of cultural code in which bodily plasticity is combined with a system of socially
significant meanings.

French, Italian, and Russian professional dance traditions developed within a shared
cultural space; however, over time each of them formed its own performance style
and aesthetic priorities. The French tradition was distinguished by refinement of manner
and softness of plastic expressiveness, whereas the Italian tradition was characterized
by virtuosity and clear structural organization of movement, which was particularly
evident in the system of the outstanding Italian dancer and ballet master Enrico
Cecchetti (1850-1928). The synthesis of these directions determined the development
of European choreography of the eighteenth and nineteenth centuries and contributed
to the formation of stable models of ballroom and historical social dance.

In Russia, the formation of ballroom culture was inseparably connected with the broader
processes of Europeanization in the eighteenth century. A turning point was the establishment
in 1738 of Her Imperial Majesty’s Dance School. Founded on the initiative of the French
dance master Jean-Baptiste Landé (1697-1748) with the support of Empress Anna
loannovna, the school played a key role in integrating dance into the institutional
and cultural structure of the Russian Empire. In the following decades, court and ballroom
dance developed under the influence of both the cultural policy of the court and sustained
intercultural contacts with Western Europe, which facilitated the selective transfer
and adaptation of Western European models within the Russian environment.

As Tamara Narskaya emphasized, “the scholarly value of historical dances lies in their
lexical and stylistic precision, as well as in the dynamic development of their movement
vocabulary and compositional structures. Dance acquires public significance as a social
phenomenon through its broad use in literature, music, and theatre, particularly in opera
and ballet” (5).

At the same time, the history of ballet theatre demonstrates that throughout
the nineteenth century ballroom and historical social dance in Russia developed
in the absence of rigidly fixed canons and unified normative systems. It should be
emphasized that the transmission of tradition was carried out primarily through direct
pedagogical contact, based on the oral transmission of experience and practical
interaction between master and performer. Such a model of continuity, on the one
hand, ensured flexibility and variability in dance practice, and on the other emphasized
its dependence on the individual artistic style of the choreographer and the specific
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cultural context. As a result, under these conditions historical social dance emerged
as a dynamic, plastically flexible, and multilayered phenomenon of artistic culture.

Contemporary research increasingly moves beyond traditional approaches
to the analysis of academic choreographic disciplines, opening the possibility
for a more complex theoretical understanding of the synthesis of historical social dance
with modern choreographic forms. Thus, the researcher of social dance Sergey Aksenov
notes, that “dance for all, now commonly referred to as social dance, is partly represented
in ballroom choreography by the Pro-Am movement. In this format, amateurs
and professionals share the same dance floor, creating a distinctive intersection
between everyday life and dance sport” (49).

In the twentieth century social dance gradually acquired a stable organizational
structure that included a network of dance studios, systems of mass instruction,
and the standardization of partner social dancing. Under these conditions the Pro-Am
(professional-amateur) format developed as a modern model of partner interaction
in dance sport, based on the joint performance of dance by a professional artist
and a trained amateur, thereby ensuring the stability of social dance practices
within the framework of mass culture.

Ballroom choreography and dance sport reinforce educational and socializing
functions through the regulation of bodily culture, the discipline of interaction,
and the development of skills of self-presentation and partner dialogue, all of which
derive from the foundational principles and methodological approaches of historical
social dance. In this sense, historical social dance proves relevant not only as a stylistic
reconstruction of the past but also as a living practice for the formation of cultural
competencies; as researchers Tatyana Kuzovnikova and Yevgeniya Bagirova note
“The educational functions of ballroom choreography lay a simultaneous foundation
for physical, social, aesthetic, gender-related, and professional development” (164).

By the end of the twentieth century historical social dance had lost its exclusively
elitist character, yet it did not disappear from the cultural space. In the twenty-first
century it has been enriched by new aesthetic and technical forms and has expanded
the range of its emotional-artistic and symbolic functions. Changes in sociocultural
conditions have led to a shift in the role of ballroom culture: from an everyday norm
of secular communication, it has transformed into a distinctive representative format
characterized by elements of ritual and public demonstration of cultural values.

In this context, contemporary balls are of particular interest, since at the beginning
of the twenty-first century they once again actualize historical social dance as a form
of collective artistic action and a bearer of cultural memory. Moreover, in contemporary
practices of social dance the ballroom repertoire is used as an effective instrument
for the development of communicative skills: it is based on regulated exchanges
of signals, the observance of distance, tactile etiquette, and the coordination
of tempo-rhythmic interaction between partners (Pan).

At the beginning of the twenty-first century large-scale social balls became a stable
element of the cultural life of Kazakhstan, forming a contemporary space in which
historical social dance has acquired renewed relevance. A representative example
of such a format is the Opera Ball (The Opera Ball, Almaty), which since the mid-2010s
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has established itself as one of the most significant cultural events in the country.

The scale of the project, its regular international participation, and institutional support
allow it to be considered not merely a social event but a contemporary form

of the existence of ballroom culture within a globalized sociocultural environment.

The Opera Ball combines elements of artistic representation and ceremonial
symbolism, reflecting broader tendencies in the development of contemporary cultural
life in Kazakhstan. Unlike chamber reconstructions of historical balls, it is structured
as a multi-layered event in which the dance ritual is integrated with operatic and symphonic
performance, charitable initiatives, and media representation. In this context, historical
social dance occupies a central position within the complex artistic structure while
preserving its organizing role in the overall composition of the event. In Kazakhstan
this model of ballroom culture acquires specific features determined by the combination
of European tradition and national cultural strategies of representation.

The contemporary ballroom tradition in Almaty began to take shape in 2007
with the organization of the first Viennese Ball, oriented toward European secular
models. Even at the initial stage, key elements of historical social dance were reproduced:
the participation of debutantes, a regulated opening ceremony, a strict dress code,
and a structured dance program.

The growth in the number of ballroom events in the socio-cultural calendar
of Kazakhstan corresponds with broader directions of cultural policy aimed at preserving
heritage and symbolically strengthening national identity. This tendency correlates
with state initiatives directed toward the development of cultural self-awareness
and the modernization of national identity (Nazarbayev). Thus, ceremonial
and representative formats function not only as forms of leisure but also as instruments
of symbolic expression and articulation of national values within the contemporary
cultural environment of Kazakhstan.

Today it can be argued that contemporary ballroom formats function as elements
of the symbolic consolidation of society. They create a model of public ceremonially
in which the European ritual structure is combined with the objectives of strengthening
national identity and presenting Kazakhstan as a modern cultural state.

In recent years, ballroom culture has also begun to develop within the academic
environment. University balls held in Astana, in particular the Presidential Ball at Magsut
Narikbayev University and the Astana Ball at Nazarbayev University, demonstrate
the institutionalization of the ballroom format within the educational sphere.

These events are oriented not only toward the representation of secular tradition
but also toward the cultivation of the values of academic culture, discipline, social
responsibility, and intercultural dialogue.

Historical social dance in this context functions as an educational instrument,

a symbolic language of collective identity within the student community, and a means

of integrating the European ballroom model into the contemporary cultural environment
of Kazakhstan. The university ball thus becomes part of a broader civic ceremonial culture
that combines elements of secular ritual, educational mission, and national cultural
self-awareness.
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The transition from the Viennese Ball (2007) to the Charity Ball (2009), and subsequently
to the Opera Ball, demonstrates the reinterpretation of ballroom tradition in accordance
with current cultural and social priorities. This evolution reflects an expansion of the social
function of the ball -from the observance of secular etiquette and ceremonial representation
to the inclusion of elements of civic engagement and philanthropy. The Opera Ball
serves as an example of the adaptation of tradition to the conditions of the twenty-first
century: it preserves the ritual structure, partner dynamics, and symbolic meanings while
simultaneously integrating them into a contemporary cultural context. The historical
repertoire — polonaise, waltz, and the formula “Alles Walzer!” — is performed not
as a mechanical reconstruction but as a living practice. The figure of the debutante
ensures the continuity of tradition: whereas historically the debut symbolized entry
into high society, today it is associated with academic achievements and social activity,
thereby endowing the ritual with new civic significance.

In professional interpretation, the ball is understood as a contemporary form
of historical tradition that does not imply a literal reconstruction of the nineteenth century
but is oriented toward preserving its stylistic spirit — nobility, symmetry, and the culture
of partner communication. Such an approach makes it possible to view the ball as a form
of cultural continuity adapted to the contemporary participant and audience.

The program of the Opera Ball includes traditional historical dances — waltzes, polka,
quadrille, and gallop. Although the performance does not always reproduce technique
in its strictly historical form, the stylistic recognizability and genre character of these
forms are preserved. In the contemporary cultural space, they function not as decorative
elements or costumed quotations but as a living tradition integrated into the current
cultural context.

It should be emphasized that when the vocabulary of movement is adapted
to the level of preparation of modern participants, the genre identity and stylistic
character of the dances are maintained. This allows us to speak not of stylization
in its formal sense but of a process of cultural adaptation in which the historical dance
vocabulary continues to function fully within the contemporary social environment.
Historical authenticity in this case serves as a stylistic foundation that ensures
the preservation of the aesthetics and culture of movement. Adaptation of the material
to the participants’ level of training is acceptable provided that the structural form
and genre identity are preserved.

From the perspective of contemporary staging practice, the ball is regarded
as a complex artistic and social form. Researcher Ye. Moiseyev notes that “the ballroom
format presupposes a synthesis of choreography, etiquette, protocol, and spatial
direction, where movement correlates with the organization of the hall, the ceremonial
structure of entrances, and the overall atmosphere of the event. In this case the work
of the choreographer extends beyond choreographic composition and includes
the formation of the visual image and status aesthetics of the event” (Kuanyshbekova —
Moiseyev).

An important factor determining the status of the Opera Ball is its institutional
structure and international orientation. The participation of musical directors of leading
opera theatres of the world as members of the honorary jury, the establishment
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of an international opera prize, and the invitation of internationally renowned

opera performers create a space of intercultural interaction around the project.

This demonstrates that the ball transcends the framework of a local event and becomes
integrated into the system of global cultural communication.

The analysis of contemporary secular mass events related to dance culture reveals
direct interdisciplinary connections of historical social dance with opera, symphonic music,
theatrical direction, and arts management. At the same time, cross-sectoral interactions
with social institutions and public culture can also be observed. Historical social dance
becomes involved in processes of personal development and interacts with pedagogy,
psychology, and other fields of the humanities. Such multidimensionality expands
the traditional understanding of the functions of the ball and confirms its relevance
within contemporary social space.

It can therefore be concluded that secular mass dance events — balls — confirm
that in contemporary culture historical social dance functions not only as an object
of scholarly analysis or stage reconstruction but also as an effective mechanism
for the formation of cultural identity, artistic reflection, and social communication.

At the same time, contemporary forms of existence of historical social dance are not
limited to large representative events. One such practice is everyday dance —a modern
form of social and domestic dance based on the principles of voluntary participation,
dialogical interaction, and the absence of the rigid hierarchical structure characteristic
of classical ballroom culture. Unlike historical balls, where social roles, distance,
and interaction models are strictly regulated, everyday dance foregrounds communication,
shared movement, and bodily dialogue as elements of everyday experience.

From an art-historical perspective, everyday dance may be interpreted as a way
of actualizing the historical social tradition through the reinterpretation of its key
structural components — partner interaction, musical-rhythmic organization, spatial
composition, and bodily etiquette. In this case, the historical vocabulary of movement
is not reproduced literally but is transformed in accordance with contemporary ideas
about bodily freedom, social equality, and individual self-expression.

In contemporary practice, everyday dance is often realized in the format of master
classes, open dance gatherings, lecture-concert programs, and performative projects
in which dance fulfills not only an artistic but also a communicative function. Such formats
contribute to the involvement of a wide audience and the formation of a new type
of spectator-participant for whom historical social dance ceases to be exclusively
a stage or museum object and becomes a form of lived cultural experience.

This indicates that in the twenty-first century the principles of historical social
dance develop not only through the reconstruction of ballroom traditions but also
within conceptual artistic practices that reinterpret everyday movement as an object
of choreographic reflection. So, a resident of Finland, Sandrina Lengren “is interested
in integrating movement and dance into situations and places where they have not
traditionally been experienced or seen” (Horila).

In the twenty-first century everyday dance may therefore be regarded as one
of the viable forms of existence of historical social dance, confirming its capacity
to respond to changes in the sociocultural environment and to retain artistic significance
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beyond the framework of the academic stage and traditional secular ritual. In a broader
sense, historical social dance appears as a continuous cultural process whose forms
are consistently transformed in accordance with social, aesthetic, and institutional
changes.

Conclusion. The analysis presented in this study allows historical social dance
to be understood as a dynamic cultural form whose evolution reflects transformations
in social practices, aesthetic attitudes, and models of artistic communication.
From the courtly and secular rituals of the sixteenth to nineteenth centuries to the mass
and representative formats of the twentieth century and the diverse interpretations
of the twenty-first century, ballroom traditions demonstrate a consistent transformation
of structural principles while preserving their functional concept.

Within the cultural space of contemporary Kazakhstan, historical social dance
continues to function as a form of cultural memory and public artistic representation.
Its integration into state, educational, and public projects indicate the inclusion
of ballroom tradition in processes of institutional reflection on cultural heritage.
At the same time, the European model of the ball is not reproduced mechanically
but is interpreted within the framework of national identity, the development
of ceremonial culture, and the formation of the public image of the modern state.

Thus, in Kazakhstan historical social dance functions both as an artistic practice
and as a means of symbolic social consolidation, within which European traditions
interact with national spiritual and cultural values. Its contemporary functioning confirms
the ability of this dance form to preserve structural continuity while adapting to changing
sociocultural contexts, allowing this phenomenon to be regarded as a stable yet adaptive
element of the national artistic landscape.
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