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Annotation

Thearticlediscusses the ancient Kipchak game “Alka Kotan ” in stage interpretation
of O. V. Vsevolodskaya-Golushkevich. Being a graduate of the Leningrad higher
choreographic school of the class of A. Ya. Vaganova, and now a teacher, an associate
professor, an honored worker of culture of the Russian Federation she has devoted about
20 years to the study of Kazakh dance folklore. In her work the choreographer has
managed to use folk melodies, kui, songs, games considered as a source for the benefit of
the national art development.
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A.T. Monoaxmemosa’
'T K. XKypeenoe amovinoazer Kazax ynmmulk onep akademusicol
(Anmamol, Kazaxcman)

I'10. Caumosa’
’Kaszax yimmulK xopeo2aphus akademusicol
(Hyp-cynman, Kazaxcman)

CAXHAJIBIK UHTENIPETAIIMAJIA EJXXEJIT KBIITIIAK
OUBIHBI «<AJIKA KOTAH»

AHHOTaIHUA

Maxkanaoa O.B. Bcesonoocas-Ionyukesuumiy CaxHauvlk UHMEPAPEmayus-
CbIHOAzbL edcenel Kolnuiak oublubl «Anka komawny Kapacmuipwiiovl. O.B. Bcegonodca-
sa-Tonywkesuu A.A. Bazanosa knacwvl doiivinwa Jlenunepao sicozapsl xopeozpapusiibiy
yuunuueciniy myneei, neoazoe, ooyenm, Peceii @edepayusicvinvly enbek ciyipeen ma-
OeHuem Kvizmemkepi, Kazax ou gonvkiopvin 3epmmeyee o3iHiy 20 dcvlnoatl yaKblmviH
aprazan. banemmeticmep 63iHiY WHIEAPMAUUBLILIZLIHOA XANIK 2VEHOEPIH, KYUIepPIH, dH-
OepiH, OUbIHOAPBIH YIMMbLK 6HePOi 0amblmyObly KAuHap KO3l peminoe KONOAH2AH.

Tyiinoi cezdep: banemmeticmep, unmepnpemayus, Kazax Oui, xopeozpaghus
OHepil, MaOeHU MYpa.
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A.T. Mornoaxmemosa'’
'Kaszaxcras nayuonanvuas axaoemust uckycems um. T.K. JKypeenosa,
(Anmamuol, Kazaxcman)

I'1O. Caumosa’
’Kaszaxcras HayuoHanvbHas akademus xopeoepagpuu
(Hyp-Cynman, Kazaxcman)

JPEBHEKHNITYAKCKAS UTPA «AJIKA KOTAH»
B CHEHUYECKOM UHTEPIIPETALIUN

AHHOTaUA

B cmamve paccmampusaemcsi Opesnexunuakckas uepa «Aika xoman» 6
cyenuyeckotl  unmepnpemayuu  O.B.  Bcesonoockou-I onywikesuy.  Boinycknuya
Jlenunepaockozo Bvicuwiezo xopeoepaguueckozo yuuruwa no kiaccy A.A. Baeanosot,
neoazoe, 0oyenm, 3aciyocennulii pabomuux Kyromyput Poccutickoii @edepayuu oxono 20
J1en NOCBAMUNA UCCTIe008AHUIO KA3AXCKO20 MAHYe8albHo20 (onvkiopa. baremmeticmep
6 CB0EM meopUecmee Cymend UCNOIb306AaMb HAPOOHbLE MELOOUU, KIOU, NECHU, USPbl — KAK
UCMOYHUK, 80 O11A20 PA36UMUSL HAYUOHATLHO2O UCKYCCEA.

Knrwouegvie cnosa: oOanemmeiicmep, unmepnpemayus, Kazaxckuil mauey,
Xopeoepaguueckoe UCKyccmeo, KybmypHoe Hacieoue.

Due to the influence of modern cultural trends on the development
of Kazakh dance art, which is a unique manifestation of national culture,
the dance is undergoing a certain evolution today. Against the background
of the synthesis of national and all kinds of choreographic art (classical
dance, folk dance, modern dance) it raises the problem of preservation
from pseudo-scientific patterns of the Kazakh dance in all its splendor. In
order to solve the above-mentioned problems, the conditions have been
created to preserve basics which is connecting the past, present and future
of the national choreography.

Dance is a huge layer of culture which absorbs and transfers to with
its own methods and means of knowledge, belief, art, morality, laws,
customs of activity and convictions” [1, p.33]. One of the main tasks of
the choreographer is to create a national image in the dance, to convey the
character and the manner of performance, while he needs to remember the
cultural heritage of the people.

The concept of “cultural heritage” includes “phenomena that have
gradually become traditional. In the beginning it was the process of
initiation of rituals, rites, customs, which are a constituent part of myths,
images, plots, motives of which at a certain stage became the tradition
and embodied in family and calendar rites, in fairy tales, legends, ballads”
[2, p. 15-16], as well as in dances and dance vocabularies. The above-
mentioned statement once again confirms that the dance as the phenomenon
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of “cultural heritage”, which has incorporated traditions at the same time
represents as the tradition.

The name Olga Vsevolodovna Vsevolodskaya — Golushkevich is
associated with the significant stratum of the Kazakh dance development.
In the preface of the book of O. V. Vsevolodskaya-Golushkevich named
“Baksy oiyni” Uzbekali Dzhanibekov writes the following “It is happily
combining in one person a connoisseur of dance folklore, who had her
own point of view on the dance art of the Kazakhs; tireless researcher, who
made a great effort to recreate unique samples of Kazakh dances which
had been lost in time, looking deeper into their origins, the specifics of the
origin and the formation, making the pace of an art for our people wider
and more confident; and finally, a teacher-choreographer who involved the
audience into the freshness of the plastic view of modern solutions having
preserved the brilliant traits of the Kazakh folk dance” [3, p.5].

Indeed, it is invaluable contribution of Olga Vsevolodovna
Vsevolodskaya — Golushkevich in the development of the Kazakh dance.
In her books she is talking about the origins of the Kazakh dance and
masterly leads to the research discussing about the specifics of'its formation
and development, engages into the conversation about the problems of this
popular art genre. In her research O. V. Vsevolodskaya-Golushkevich by
referring to rock art monuments and their transcripts studied and recreated
its unique patterns of dance and dance vocabularies to be lost in time. The
books “Five Kazakh dances” (1988), “School of Kazakh dance” (1994),
“Baksy oiyni” (1999) are evidenced her great work.

One of her students who is now an honoured artist of Kazakhstan,
a candidate of art history, professor T.O. Izim in her book “Uakyt zhane
and bi oneri” writes: “O. B. BceBonoackas-I'onynikeBud XaibIKThIK
STHOTpaUsIIBIK OUJIepAl caxHallay[a Ka3aK XaJKbIHBIH CalT-IdCTYpPiHE,
o/leT-FyprbiHa epekile koHiT Oenfi. Ka3zak XaaKbIHbIH ©TKEH TapHXbIHA
3ep cayia OTBIPHIN, ©JIeH >KbIpJIapblHAaH HOp ajFaH OajJeTMEHCTep COHBIH
OapIBIFBIH YITTHIK OM ©HEepiHe KeJleli yiiec KOCy/1a 63 IIbIFapMalllbUIbIFbIHA
KadHap Ke3, KyYHapjbl epic peTiHie nawvnanana oingi” [4, p.117] (O. V.
Vsevolodskaya-Golushkevich highlights folk ethnographic dances among
which she focused on the traditions and customs, the history of the Kazakh
people. By paying attention to the history of the Kazakh people, being
inspired by folk songs, musical works, in her works the choreographer
managed to use all those as a source and as fertile field to benefit the
national art development. - Translation of the authors).

O. V. Vsevolodskaya — Golushkevich is a graduate of the Leningrad
choreographic school of the class of A. Ya. Vaganova, and now a teacher,
an associate professor, an honored worker of culture of the Russian
Federation she devoted about 20 years to the study of the Kazakh folk
dance. It is the field work, collecting materials, meeting with old experts
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in dance folklore which have been made over the years during her work in
ensemble “Altynai” allowed her to create such dances as the “Kiiz Basu”,
“Aikosak”, “Bastau”, “Saiys”, “Zheztyrnak”, “Alka kotan”, etc.

Remembering the first years of work in the ensemble “Altynai”,
Klyshbayev T. D., a famous expert of the Kazakh dance art says “The
first performers who were at the origins of the ensemble were lucky to
work under the guidance of O. V. Vsevolodskaya-Golushkevich. She was
a kind of “encyclopedia” who made a revolution in the Kazakh dance and
contributed to the development of national dance”.

At the present stage the remaining photos and some videos with
dances performed by O. V. Vsevolodskaya-Golushkevich are the evidences
of her diverse studies of the Kazakh folk dance.

Pic.1. Dance «Alka-kotan»
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Pic.2. Dance «Alka-kotany

In this picture the mass dance form “Alka-kotan” performed by
the ensemble Altynai was firstly staged in 1989. In translation “Alka-
kotan” means “side by side”. “Alka-kotan” takes origins from the cultural
heritage of the ancient Kipchaks. According to Uzbekali Dzhanibekov, the
basis of this dance is the “ancient kipchak game”. The hypothesis confirms
to be right, according to the shared by many practitioners and theorists
of choreography as well as art historians and philosophers the Heizing’s
game concept in which the birth of dance comes from its game.

The word “Alka-kotan” (“side by side”), can be synonymous with
“Arka suyer” which is meaning friendly support. On the one hand, the mass
dance is a form of dance expresses a certain number of people involved in
the game, but on the other hand, is the likelihood of the most powerful tools
for organizing large numbers of people who contribute to the formation of
an emotional lift to encourage each other before the upcoming battle. U.
Dzhanibekov states “She showed herself as a true innovator in the use of
the bi-kuys melody, which is so rich in musical art of the Kazakhs, and the
national drums as part of accompanying ensembles” [3, p.7].

The peculiarity of O. V. Vsevolodskaya-Golushkevich’s choice is
in the musical accompaniment of drums creating a clear rhythm, for the
rhythm is the fundamental phenomenon of dance in ancient times, which
was originally more important than the form. Moreover, the accompaniment
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of dauylpases characterizes “the rhythm-thinking” of the ancients [5,
p.52] as the ability to know “the formula of the divine orderliness of the
cosmos” [6, p.59]. In addition, for the formation of emotional lift before
the upcoming battle the sound of drums is like nothing else but forcing a
person to move in rthythm that “leads to an almost mystical feeling of unity
with each other ... a huge human energy arises that can make everyone
stronger” [7, p.16].

The affirmation of U. Dzhanibekov about the origin of dance “Alka-
kotan” from ancient kypchak game has the right to exist. In its turn, in
the works of a number of scientists the origins of the game come from
the ancient rituals. The argument in favor of the ritual origin of games
A. K. Baiburin believes the fact “the game can be successfully used as a
material for the reconstruction of the archaic ritual” [8, p.21]. Based on
this statement we assume that the dance “Alka-kotan” can be a prototype
of a round dance and also express the ritual of worship to the sun. We are
building this statement on the basis of cave paintings to which the dancer
has addressed a considerable number of times. The elements of the solar
sign are shown in the image of a ritual dance in the petroglyph Jalisa.

The elements of the solar sign are shown in the image of a ritual
dance in the Zhylysai petroglyph.

Pic.3. Zhylysai — 14 [9].
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In the upper of Picture 3 there is a figure of a man with widely spaced
legs is clearly visible, both hands touch shoulders with his fingertips and
thus, are forming a rounded circle. This pose of the ritual dance is similar
to the specific position of the hands of mass dance called “Dongelek”
(circle). As you can see in Figure 1, in the “Alka-kotan” mass dance, the
performers are standing next to each other with crossing their arms at the
shoulder level, touching their fingers and moving clockwise as if they are
dancing. This interweaving of hands visually displays the “solar circle”
or position “Dongelek” (Picture.2). Such an interlacing of hands visually
displays the “solar circle” or the position of “dongelek” (Picture. 2).

This provision plastically reproduces the cosmogonic motive,
personifies the sun as a symbol of life, symbolizes the analogue “The ritual
dance of natural forms, eternal life. Thus, the similarity of the positions of
the hands imprinted on the rock drawing and in the dance “Alka-kotan”
gives us the right to assume that the positions of the arms of “dongelek”
have deep roots from the ancient times and embody the symbol of the
sun in the language of plasticity. O.V. Vsevolodskaya-Golushkevich who
managed to embody the traditions of the past in innovative reading, is a
vivid example of a choreographer, first of all, an expert on the traditional
culture of the people. The composition of the Kazakh dance “Alka-kotan”
created by her conveys the text of culture to the modern audience about
customs, traditions and lifestyle of his ancestors.
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