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ABSTRACT. This study summarizes the scenographic designs of ballet productions by three leading

Kazakh theaters — the Abai Kazakh National Opera and Ballet Theater, the Astana Ballet Theater,

and the "Astana Opera” State Opera and Ballet Theater — across 40 performances from the 2016/17-2024/25
seasons, considering repertoire dynamics and scenographic solutions. The goal is to identify consistent
scenography typologies and establish their relation to musical dramaturgy. Methods include a comparative
analysis of classical, national, and contemporary productions; content analysis of visual assets (sets, costumes,
lighting, video); mapping the “musical score < visual score” correlation; and verification via programs,

press releases, and reviews. Materials were compared using uniform criteria, and recurring techniques were
isolated. Three stable typologies are identified: Academic, Ethnic, and Multimedia-Experimental. Growth

in multimedia practices in contemporary ballets and their targeted use in national productions is noted.

A universal "correspondence map” of key musical nodes and visual solutions (exposition, development,
climax, denouement) shows the scene’s shift from static background to dynamic participant. The study’s
novelty lies in the unified typological framework for the three repertoire blocks and the operationalization
of media dramaturgy concepts through practice-oriented correspondence maps. The discussion stresses
balance between tradition and innovation, the risks of technological redundancy, and personnel

and infrastructural limits. Practical steps: early inclusion of media dramaturgy, digital libraries of ethnic
codes (ornaments, palettes, lighting/projection presets), phased equipment renewal, and specialist training.
Prospects include expanding performances, audience surveys, and piloting AR/VR for the development

of a hybrid scenography model.
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[laVEKCO3 YLIH CatTbibaeBa, Canga, xxaHe HapTtai EckeHamnpoB. «Kasipri kasakcTaHzabIK
6anet cLeHorpaduACbIHbIH MOAE/bAEPI: TUMONOTUA, YATTbIK epeKLLenikTep

XoHe MeananpakTukanap». Saryn, T. 14, N2 4, 2025, 95-116 6.
DOI: 10.59850/SARYN.4.14.2025.317. (AfbinLWbIHLLIA)

TIPEK CO3AEP CueHorpadus, 6aneT, KasakCTaHAblK TeaTpaap, TUMOAOIUSA, COKECTIKTEP KapTachl,
Mezuagpamatyprus, 4aCTyp, MHHOBaLMS.

AHAATIA. byn 3eptTeyse 2016/17-2024/25 maycbimaapbl apanbifbiHiafbl 40 crnekTakib 60MbIHLLA
penepTyapablH XXaHapy AVHaMUKacbl MeH caxHablK-TeXHMKaAblk WeLliMaepi eckepise oTbipbin, KasakcTaHHbIH,
YL XeTeKLi TeaTpblHAafbl — «AcTaHa baneT» Teatpsl, «ActaHa Onepa» MeMAEKETTIK onepa XaHe banet TeaTpbl
aHe Abali aTbiHAaFbl Kasak yATTbik ornepa >aHe 6anet TeaTpbl — 6anet KomblIbIMAAPbIHbIH, CLieHOrpadusaibIK
WweLliMAepiHe KaTbICTbl MaTepuanaap >XuHaktanagbl. XXyMbICTbIH MaKcaTbl — CLileHOrpaduUAHbIH, ASNeKTi
TUNONOTVANAPbIH aHbIKTay XoHe 0l1apAblH My3blKablk ApamaTypruameH HanaHbICbiH KepceTy. 3epTTey
9iCTepi KnaccunkablK, YTTbIK XoHE 3aMaHayu KOMblAbIMAAPAb! CablCTbipMasbl TangayAbl; BU3yanablk,
Kypanjapfa (Aekopaumsanap, KOCTFOMAEP, >Kapblk, 6eiHemMaTepuangap) XyprisinreH KOHTeHT-Tanzayabl;
«My3bIKasblK NapTUTypa < BU3yaajbl NapTUTypa» KaTblHAaCTapblHbIH KapTacblH, COHAAN-aK AepekTepsi Teatp
6araapnamManapsl, Npecc-pennsaepi MeH peLeH3nsnapbl apkblibl Tekcepyai kamMtuasl. Matepuangap 6ipkenki
KpWTepuiinep apKblabl CanbICTbIPbIIAbLI XoHe KalrTanaHaTblH aicTep aHblkTanAbl. CLeHorpaduaHbIH YL
TypaKTbl TYpi aHbIKTanAbl: akaAeMUAbIK, STHUKa/bIK XXaHE MYAbTUMEANANbIK-IKCNePUMEHTTIK. Kasipri 3amaHfbl
6anettepze MynbTUMEAUANbIK TOXIpUOenepaiH ecyi xXaHe onapAblH, YATTbIK KOWbIAbIMAAPFa MaKcaTTbl TypAe
eHriinyi atan eTingi. My3bikanblK KypblIbIMHbIH, HETi3ri TYWiHAEPI MeH BM3yanablK WeLlliMAepAiH, (3kcno3unuus,
JaMy, KyJIbMUHaLMs, LWeLLiM) apakaTblHaCblH aiKbIHAANTbIH 9Mbeban «CaKecTiKTep KapTacbl» YCbIHblIaAb!;

O/l CaxHaHbIH cTaTUKanblK GOHHaH dPEKETTIH ANHaMUKabIK CEPIKTECIHE aliHany YAepICiH kepceTeai. 3epTTeyaiH,
>KaHasblfbl YL penepTyapiblk, 610KKa apHanfaH HipblHFali TUNMONOTMANBIK, LWEHOEPAI KanbiNTacTbipyMeH

XaHe MeamaspaMaTyprusHel Toxipnbere bafgapaaHfaH CONKECTIK KapTanapbl apKblibl
onepauMoHann3aumanayMeH avkbiHaanagbl. Taakbinay 49CTYP MeH MHHOBALMA apacbiHAaFbl Tene-TeHAIKTI,
TEXHOJIOTNANbIK apTbIKLbLIbIK TOyeKeNgepiH, NepcoHan MeH MHPPaKYPbIIbIMABIK LUEKTeYAepAi aTan KepceTeai.
KopbITbIHAbIAA MPaKTUKabIK Kajamaap KepceTiireH: caxHanay yAepiciHe MeanapamaTyprusHel eprepek
€Hri3y, 3STHOKOATapPAbIH LIMPPAbIK KiTanxaHanapbliH (O0-epHeKTep, Naautpanap, Xapblk NeH NPOeKLMANapabiH,
MiHE3-Ky/IbIKTbIK NpeceTTepi) Kypy, XababikTapabl Ke3eH-Ke3eHMeH XaHapTy, MaMaHAapabl AakbiHAay.
MepcnekTBanapbl — CrekTak/ibAep KOPMyCbiH KEHENTY, KepepMeHaepre XYpPrisifneTiH cayanHamanap

aHe cueHorpadusaHbiH TrMbpuaTi MmogeniHe apHanfaH AR/VR TexHonornsnapbiH NUAOTTbIK CbIHAKTaH eTKi3y.

ABTOPNAPADIH, YNECI

C. 4. Cammeibaesa — 3epTTeyAin Ty>XblpbIMAaManblK HEri3zeMeci; MakcaTTap MeH MiHAeTTepai benriney;
d4icTeMECiH a3ipsiey; SMNUPMKabIK MaTepUanbl XUHay xaHe yiibiMaacTbipy; «Kipicne» xaHe «MaTtepuangap
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JINs LUTVPOBAHMA CatTbibaeBa, Canga, n Haptait EckeHanpos. «CueHorpaduryeckne Mogenu
COBPEMEeHHOro Ka3axCTaHCKoro 6aneTa: TUMNOAOrvs, HalMoHa bHble

0COBEHHOCTU 1 MeamanpakTuku». Saryn, 1. 13, N2 4, 2025, c. 95-116.
DOI: 10.59850/SARYN.4.14.2025.317. (Ha aHrauimckom)

KJIFOUEBBIE C/IOBA CueHorpadws, 6aneT, kKazaxcTaHCKMe TeaTpbl, TUMONOTUS, KapTa COOTBETCTBUN,
MezunazpamaTtyprus, TpaauLms, MHHOBaLMN.

AHHOTALMA. B HacTosLLeM nccnegoBaHum 0606LatoTca MaTepmanbl cueHorpadryeckmx peLleHunii 6aneTHbix
NMOCTaHOBOK TPEX BeAyLLMX Ka3axCTaHCKMX TeaTpoB — TeaTpa «ActaHa banet», locysapcTBeHHOro Teatpa
onepsbl 1 baneta «ActaHa Onepa» 1 Kasaxckoro HaLmoHanbHOro Teatpa onepbl U H6aneta nmeHn Abas —

no gaHHbIM 40 cnekTaknen ce3oHoB 2016/17-2024/25 rr. ¢ y4éTom AMHaAMWUKM OOHOBAEHWSA penepTyapa

N CLEEeHOTEXHUYECKUX pelueHnin. Lleab paboTbl — BblAENNTb YCTONYVIBbBIE TUMOAOTN CLEeHOTrpadum 1 nokasatb,
Kak OHW COOTHOCATCA C My3blKaJibHOW ApamaTtypruei. MeTofbl CCIef0BaHNA BKIKOYAKOT COMOCTaBUTEbHbIN
aHann3 Knaccmyeckmx, HaLMOHa/IbHbIX M COBPEMEHHbIX MOCTaHOBOK; KOHTEHT-aHa/n3 BU3yaibHbIX CPEACTB
(AekopaLmm, KOCTIOMbI, OCBeLLeHNe, BUAEO); KapTUPOBaHWeE CBA3eW «My3blkalbHasa NapTUTypa < BU3yasbHas
napTuTypa» 1 NPoBepKy AaHHbIX MO TeaTpaibHbIM NPOrpamMmKam, npecc-peavsam u peLeHsnam. Matepuansl
COMOCTaBAANNCH MO e1HbIM KpUTepraM, GUKCUPOBAANCL MOBTOPAOLLMECA MPUEMbI. BbigeneHbl Tpu
CTabuWbHBIX TMMNa CLEeHorpadun: akaieMUUYeckinii, STHUYECKUA 1 MyAbTUMELNNHO-3KCNEPUMEHTaNbHbIN.
OTmeYeH poCT MyAbTUMEAMIHBIX NPaKTUK B COBPEMEHHbIX BaneTax n Ux To4eYHOe BHejpeHne

B HaLMOHabHble MOCTaHOBKW. [pesnoxeHa yHMBepcaabHas «kapTa COOTBETCTBUIN» KNHOUEBbIX My3blKalbHbIX
Y3/10B U BU3yasibHbIX PeLleHnl (3KCNo3nL s, pa3BuTMe, KyJbMUHALMS, Pa3BA3Ka), MOKasbiBatoLLas nepexos,
CLeHbI OT CTaTUYHOro POHa K AMHAMUYHOMY COyYacTHUKY AencTBMA. HOBM3Ha McCaefoBaHNA 3ako4aeTcs

B eAAVHON TUMOJOTNYECKON pamKe A1A TPEX penepTyapHbIx 6H10KOB 1 onepaLoHann3aLmm
MeAvajpamaTyprum yepes NpakTMKo-opueHTMPOBaHHbIE KapTbl COOTBETCTBUI. B 06cy>xaeHUn akLeHTMpyeTca
BHVMMaHWe Ha BanaHce MexAy TpaauLMen 1 MHHOBaLMUAMM, PUCKaX TEXHONOMMYECKON N36bITOYHOCTK,
KaZpOBbIX N MHPPACTPYKTYPHbIX OrpaHnyeHmnsx. B 3akntoueHnm pabotsl chopmyanpoBaHbl NpakTnyeckme
Laru: paHHee BKItOUEHVe MejnaZpamMaTyprim B MOCTaHOBOUHbIM NPOLLece, co3gaHne undposbix bubanotek
3THOKOZA0B (OPHaMeHTbI, MAANTPbI, MOBeAEHYeCK/e NpeceTbl CBeTa U NPOeKLMI), No3TanHoe obHOBAEHME
TEXHWKW 1 NMOAroTOBKa CreLmanncTos. MepcnekTBbl — pacluvpeHne Kopryca crnekTakaen, onpockl ayantopum
n nunotmposaHue AR/VR ans rubpuaHon mogenun cueHorpabum.

BknAap ABTOPOB

C ,4 Cammeoibaesa — KOHLI,eFITyaﬂbeIf/] 3aMbiCen nccnegoBaHud; NOCTaHOBKa Uenn 1 3ajaud; pa3pa60TKa
MEeToA0N0rnn; C60p nynopagoyeHme smnmpmyeckoro matepmana; NnoArotoeka pasgenos «BBegeHne»
n «I\/IaTepmanbl N MEeToAbl»; HanncaHne ﬂepBVIHHOVI BEPCUKN TEKCTa.

H. P EckeHOupoe — meTog00rnYeckas Bepudmnkaumsa; aHaans pesynbtatoB 1 NOArOTOBKa PUCYHKOB 1 Tabany;
noArotoBka 1 HanucaHve pasgenos «O630p nutepatypbl», «O6CyKAEHNE» 1 «BbIBOAbI»; pesakTMpoBaHme
n popaboTka TekCTa; NpUBeAeHNe pyKonucu B COOTBETCTBUE C TpeboBaHMAMM K Nybankauuw.
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Introduction

Scenography shifted from 19th-century decorative backdrops to 21st-century digital
media: in the 20th century, under Adolphe Appiah and Edward Gordon Craig,

the stage was conceived as a volumetric lighting system; mechanization, new fixtures,
and film/video projections made it an active participant. In the 21st century, mapping,
AR/VR, and algorithmically controlled lighting turned rigid sets into interactive
environments responsive to movement and sound — marking a move from backdrop
illusion to a dynamic partner in choreography (Howard; Hann). This evolution forms
the conceptual backdrop for the analysis of Kazakhstani material in the present study.

Persistent problems: limited integration of ethnic codes with dramaturgy; uneven
technical infrastructure beyond flagship venues; dependence on canonical plots; shortage
of media-design and interactive-light specialists; budget constraints for original scores
and scenography; aesthetic clichés that exoticize nomadic imagery; weak preservation/
archiving of digital scenography and choreographic notation; fragmented collaboration
among choreographers, composers, and visual teams; insufficient audience development;
and a thin critical discourse that slows canon renewal:

« institutional — limited production budgets, dependence on government subsidies;

« personnel — a shortage of set designers with competencies in AR/VR and media

design;

« technological — incomplete equipment of the sites with equipment for projection

mapping and interactive systems.

Thus, Kazakhstan's specificity boils down to finding a balance between the careful
preservation of national cultural traditions and the active implementation of digital
scenographic technologies. This tension between continuity and innovation shapes
the institutional context and simultaneously serves as a central framework for interpreting
scenographic and musical-dramatic choices in individual productions.

Despite existing histories of Kazakh ballet/scenography, no study integrates classical,
national, and contemporary productions within one methodology. While English-
language scholarship advances “performative design” and “scenography as a second text,”
a practice-theory gap persists in Kazakhstan, evidenced by: absence of a comprehensive
“musical score < scenography” correspondence scheme for ballet; insufficient empirical
comparisons across stylistic scenographies; poorly described mechanisms for embedding
national codes in digital stage environments. Accordingly, an approach is required
that purposefully “translates” theoretical concepts into an operational framework
for analyzing specific performances.

In this regard, using case studies of six performances from three leading venues —
the Abai Kazakh National Opera and Ballet Theater (Abai KazNOBT), the Astana Ballet
Theater, and the "Astana Opera” State Opera and Ballet Theater — is a reasonable
approach, allowing us to identify consistent patterns and formulate practical
recommendations. The chosen cases are treated not as isolated examples, but as material
through which the proposed typology and the concept of the “visual score” are put
to empirical verification. From a total of 40 productions, six of the most informative
and contrasting performances were selected. These, taken together, represent all three
scenographic vectors — academic, national-ethnic, and multimedia-experimental —
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as well as three venues with permanent ballet companies and symphony orchestras.
The focus on the Abai KazNOBT, Astana Ballet and Astana Opera is due to the fact
that these institutions systematically produce full-length narrative ballets and maintain
extensive scenographic documentation (photo and video archives, programs, reviews),
providing a comparable and sufficiently rich empirical basis for analysis. Other significant
actors in the Kazakh dance landscape are not examined in detail and are outlined
as independent areas for subsequent specialized research.
The aim of this work is to characterize the specifics of scenographic solutions
for Kazakhstani ballet productions in classical, national, and modern styles and to trace
the evolution of their interaction with musical dramaturgy and technological innovations.
Research questions:
« What types of scenography — academic, ethnic, multimedia-experimental —
predominate in the repertoire of Kazakhstani ballet theaters?
« How do lighting, sets, and multimedia relate to musical dramaturgy and influence
audience reception?
« How are national codes being introduced into digital scenography, and what
opportunities does this open up for hybrid forms?

picturesque light and plasticity projections multimedia, AR/VR,
scenery (static (Appiah, Craig; and mechanization interactive scenes
illusion of space) emphasis (the first multimedia (the digital

on the environment and technical environment

and the director's integrations) as a "partner”

whole in choreography)
- c \/

Fig. 1. Scenography: the path from static design to an interactive environment’.

Fig. 1 captures the stages of transformation: 19th-century painted backdrops —
20th-century light sculpture — early 21st-century mechanized and projection-based
solutions — 2020s multimedia interactive formats. This is the transition from an “illusory
backdrop” to scenography as an independent dramatic entity, where technology
and space co-perform and enhance the musical and choreographic structure.

In the next sections, this overall trajectory is specified through the analysis of particular
works rehearsed and staged in Kazakhstan.

The study builds on historical-theoretical scenography and Kazakhstan's ballet
context, where academic tradition, national codes, and multimedia intersect. Addressing
the theory—practice gap, it undertakes a systemic analysis and a six-production case study
across three leading theaters to model evolutions and ground practical recommendations

for reconciling tradition and innovation.

1 This and the following figures and tables (except
Fig. 3) were developed by the authors themselves.
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Materials and methods

Empirical base: 40 ballets at Astana Ballet, Astana Opera, and the Abai KazNOBT,
2016/17-2024/25. Unit of analysis: scenographic version (premiere or revised
with set/light/video changes); unchanged revivals excluded. Exclusions: concert numbers,
training shows, touring guests. Sources: programs and press releases, poster archives,
photo/video materials, reviews.

The following criteria were used to organize the material:

« Style: classical / national / contemporary;

« Genre: romantic, epic, symbolic, experimental;

« Scenography: static / dynamic / hybrid;

« Degree of multimedia use;

« Level of symbolism;

« Functional role of the scenography: background / supplement / integration

into the action;

« Dramatic coordination with the musical score.

Six representative productions were selected for comparative analysis:

« Classical: Giselle (Astana Opera), Swan Lake (Abai KazNOBT);

« National: Kyz Zhibek (Abai KazNOBT), Kozy Korpesh — Bayan Sulu (Astana Ballet);

« Contemporary: Touch the Light (Astana Ballet), Bolero (Abai KazNOBT).

The selected examples demonstrate three established types of scenography: academic,
ethnic and multimedia-experimental. For each production, an identical analytical scheme
is used: stage composition, materials, costume and make-up, lighting and projections,
symbolic layer, the dynamics of transformations, and, most importantly, their alignment
with the key musical-dramatic phases (exposition, development, climax, denouement).

Methodological framework: comparative analysis (traditional/national/contemporary);
content analysis of sets, costumes, lighting, multimedia; mapping musical reference points
to a visual score; interpretation for dramatic integrity. Reliability ensured by uniform
classification criteria and consistent operationalization. This methodological uniformity
helps to avoid fragmentary description and positions each production within a wider
typological and dramaturgical framework.

A representative corpus and clear classification enable fair comparison across classical,
national, and contemporary scenography. Six case studies support detailed analysis
of three stable models and their dramatic functions. Combining comparative and content
analysis with a “"correspondence map” yields a holistic reading of stage space,
with scenography integrated to music and choreography. In other words, the empirical
section acts not as an illustrative appendix, but as the main space for testing theoretical
premises at the level of specific visual and musical solutions.

Results and discussion

Contemporary scenography treats the stage as an interdisciplinary environment of image,
sound, and movement: Appia privileges spatial and luminous plasticity over painterly
illusion (125), while Craig asserts the director’s artistic primacy over text (Palmer 93).
These ideas establish the stage as an "environmental composition” in which light, texture,
scale, and tempo-rhythm cohere into a single dramatic organism.
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In English-language discourse, Pamela Howard defines scenography as the “organization
of meanings” via space, props, costume, light, and sound (25); Rachel Hann shifts
attention to eventfulness and distributed authorship (107); Joslin McKinney and Scott
Palmer trace the turn from décor to performative design across theater, dance, exhibition,
and hybrids (76, 94); Arnold Aronson underscores the visual's autonomy and its productive
frictions with narrative (55); and Christopher Baugh reads 20th-century technology
as a developmental pivot (98). Together, they frame ballet analysis as a synthesis: music
provides temporal grid, movement a kinetic structure, and scenography an environmental
context. The triad of score, choreography and environment serve as the backbone
of our correspondence map and underpins the subsequent case studies.

Projection mapping, AR/VR, and algorithmic lighting radically extend ballet's
expressivity: millisecond “live” mapping on mobile costumes aligns digital layers
to bodies; high-frequency, markerless tracking stabilizes staging and deepens immersion
(Stuart and Curson 261). Theory posits “live immersion” and a dual bodily presence —
physical and on-screen — reframing composition, scale, and audience focus (Lee 185;
Milovanovi¢ 130). Practically, this recasts light and projections as choreographic partners
and necessitates media dramaturgy, rehearsal-based setup tests, timecode calibration,
and a media operator as co-performer. In leading European and Asian venues,
these solutions have already formed a recognizable standard of media-saturated ballet
staging, and it is against this background that the Kazakhstani developments considered
in this article should be viewed. These international scenographic practices act as both
a technological and conceptual benchmark for Kazakhstani theaters: the introduction
of mapping, AR and interactive lighting follows global tendencies, but is mediated
by local infrastructural and training limitations, which corresponds to recent analyses
of post-digital choreography and digital performance environments (Milovanovi¢ 131).
At the same time, the Kazakhstani material shows not only the borrowing of tools but
also their reworking — for instance, immersive light environments are used to highlight
national mythopoetic motifs rather than for purely abstract experimentation.

These tools also reset decision frameworks: the engineering layer (media dramaturgy,
timecodes, roles) must match ballet's semiotics. Live mapping, generative graphics,
and interactive lighting succeed when semantic motifs become controllable digital
structures — ornament libraries, stable color-light palettes, behavioral presets,
and synchronization rules with choreography. Thus, technology shifts from end to means,
actualizing tradition and localizing theatrical language. From a Kazakhstani vantage,
this is a turn “from technology to meaning”: digital media articulate ornament,
mythologemes, and epic poetics, redirecting research toward integrating ethnocode
into contemporary scenography. In the empirical part of the article, this logic is followed
through specific choices — where lighting cues reflect leitmotifs, projections track melodic
development, and ethnic symbols are woven into digital textures rather than applied
as superficial ornament.

In the Kazakh perspective, the technological turn is read through a cultural-semantic
code: ornament, steppe mythologemes, epic poetics, and color-light solutions form
a scenographic “dictionary” to be integrated into contemporary stage language (Omarova
44). Sangul Karzhaubayeva and Kabyl Khalykov systematize domestic scenography,
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highlighting its philosophical-cultural context and stylistic stages (408); materials on Shara
Zhienkulova document the early linkage of national plasticity and stage form, setting

a stable visual tradition (costume, textures, ornament, color) (Orazbekova). In the post-
Soviet frame, this aligns with post-dramatic practices and “minimal” stage aesthetics
(light-body-space). For Kazakhstani stages, two strategies follow: preserve a recognizable
ethnic code; translate it into digital scenography (projections, generative graphics,
interactive light) to avoid “museumization.” The following cases demonstrate that both
strategies coexist: some productions rest on conservative ethnographism, while others
experiment with translating this code into multimedia environments.

Amid a substantial English-language corpus on scenographic theory and performance
design, research on Kazakhstani ballet scenography remains fragmentary. Existing articles,
reviews, and proceedings on national choreography/scenography and biographical
sources lack: a holistic “music—choreography—environment” model applied to specific
Kazakh ballets; a comparable corpus of classical, national, and modern productions
assessed by uniform criteria (light, projections, texture, symbolism); empirical perception
data (viewer/expert surveys, attention metrics in media-rich scenes). Recent scholarship
on digital and technology-mediated scenography adds further detail to this picture.
Studies of media-intensive theater highlight how networked and screen-based
environments redistribute authorship and audience attention, advancing the idea
of "interconnected dramaturgy,” in which digital layers organize shared experience rather
than simply embellish it (Patti). Practice-based research on interactive dance reveals
the frictions that emerge when motion tracking, projections, and sensor systems
are woven into choreographic work, underlining the need for close cooperation between
artists and technologists and for iterative “fine-tuning” of media during rehearsal (Barros
133). Design-oriented work on technology-mediated theater extends the spectrum
of potential audience layouts and interaction formats, presenting digital scenography
as a field of participatory experience rather than solely visual attraction (Esaki and Nagao).
A broader historical overview of digital scenography reconstructs three decades
of experimentation with projections, real-time graphics, and responsive environments,
showing how these tools have moved from marginal trials to a recognized international
model of performance design (Jovi¢ et al. 421). Against this background, the Kazakhstani
cases examined here can be seen as a specific version of this global turn, in which emerging
media-dramaturgical practices are systematically anchored in national visual codes
and epic plots rather than developed in culturally “neutral” settings. This deficit defines
the study’s aim: a unified-method case analysis of productions by Astana Ballet, Astana
Opera, and the Abai KazNOBT to describe patterns of synthesizing national codes
and digital technologies and to propose practical recommendations for media
dramaturgy and the artistic integrity of stage space. Thus, the theoretical review not
only outlines the topic but also directly informs the empirical design, which concentrates
on how scenography, understood as a “visual score,” interacts with the musical
dramaturgy of specific works.

Analysis of 40 productions at Astana Ballet, Astana Opera, and the Abai KazNOBT
shows stable patterns: classics *40% (Giselle, Swan Lake, The Sleeping Beauty,

The Nutcracker) with predominantly static scenography aligned to musical-dramatic logic;
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national works =#25% (Kyz Zhibek, Kozy Korpesh — Bayan Sulu, Zhussan, Alem) with ethnic
scenography — ornament, stable color codes, costume textures — recently hybridized
via projections and yurt symbolism; contemporary experiments =35% (Touch the Light,
Nine, Bolero, Love Fear Loss) employing dynamic multimedia — video art, light installations,
mapping — integrated into dramaturgy. Here, the quantitative ratios are understood
not only in statistical terms but also in dramaturgical ones: each segment corresponds
to a distinct way of “reading” and organizing the musical score in space.

The dynamics of multimedia are indicative: in the 2000s, techniques were
episodic, but in the 2020s they are already recorded in ~60% of contemporary ballets
and are penetrating the classics (e. g., Cinderella, Carmen Suite), shifting the balance
towards hybrid forms in line with global trends in scenography.

Table 1. Distribution of productions by types of scenography (summary data from
three theaters; N = 40)

Scenography Type Number of Share (%) Examples of performances
productions

Classical Static 16 40 % Giselle, Swan Lake, The Nutcracker

National/Ethnic Static 6 15 % Kyz Zhibek, Kozy Korpesh — Bayan Sulu

National with Multimedia 4 10 % Zhussan, Alem

Modern Minimalism/Symbolism | 6 15 % Bolero, Love Fear Loss

Modern Multimedia 8 20 % Touch the Light, Nine

Total 40 100 % -

As Table 1 indicates, each scenographic type is linked to particular dramaturgical
functions: classical productions stabilize and “frame” the canon, national pieces articulate
identity, and contemporary multimedia projects probe the boundaries of immersion
and formal experimentation. This pattern lies behind the subsequent choice of six key
cases.

m Classical Static
m National/Ethnic Static
National with Multimedia

Modern
Minimalism/Symbolism

®m Modern Multimedia

Fig. 2. Diagram of combinations of scenographic principles (based on 40 productions).
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The diagram (see Fig. 2) indicates a dominant classical, static scenography (40%),
evidencing repertoire stability. Contemporary works (35%) — multimedia/minimalist —
are the main innovation channel. The national segment (25%) splits into “purely
ethnic” and "hybrid with multimedia,” showing Kazakh codes’ integration into digital
scenography. Overall, tradition-innovation balance holds, with multimedia consolidating
and shaping new practices.

Kazakh ballet balances classicism and innovation: multimedia complements rather
than replaces tradition, shaping a distinct cultural code. A six-production analysis
(classical, national, contemporary) maps scenographic solutions across composition,
materials, costume/make-up, lighting/projections, symbolism, dynamic shifts, alignment
with musical-dramatic logic, and audience perception. In this way, the overall typology
is anchored in specific stage events, making it possible to shift from aggregate statistics
to a more detailed dramaturgical reading.

1. Giselle (Astana Opera) is a classic with a static set design (premiere — June 14, 2019).
Music — Adolphe Adam; Choreography/Direction — Altynai Assylmuratova; Set Design —
Ezio Frigerio; Costumes — Franca Squarciapino; Conductor — Arman Urazgaliyev. The stage
space is built on traditional picturesque scenery (a forest, a village), creating a stable
background. Costumes and makeup are strictly maintained in the aesthetics
of 19th-century Romanticism. Lighting is predominantly static, with a soft palette.

The symbolic level is built on the contrast between the “earthly” and “otherworldly”
worlds. Changes are rare and smooth. The set design fully follows the musical dramaturgy,
maintaining a romantic intonation. The audience is impressed by classical integrity

and immersion in tradition. Within the correspondence map, the exposition

and development are accompanied by even, low-contrast lighting, while the climax

of the “white act” is singled out through a cool palette and pronounced spatial depth,
visually prolonging Adam’s harmonic tension and the transition into the supernatural
realm.

2. Swan Lake (Abai KazNOBT, updated version — November 27, 2016) is a classic, static
set design. Music — Pyotr Tchaikovsky; Choreography — Marius Petipa, Lev lvanov (classical
version); Edition/Choreographer — Gulzhan Tutkibayeva; Set and Costume Design —
Vyacheslav Okunev; Music Director — Askar Buribayev; Lighting — Yuliya Karakayeva.

The sets present picturesque panoramas of the castle and the lake in an academic
manner. The contrast of white swans and black images emphasizes duality. The lighting
solution accentuates the alternation of day and night. The symbolic series is built

on the images of water and swans as metaphors of purity and tragedy. The dynamics

of the changes are moderate. Tchaikovsky’s musical dramaturgy is supported by smooth
lighting accents. The viewer's experience is one of strong emotional involvement thanks
to the combination of music and symbolic scenography. The dramaturgical curve

of the score — from lyricism to catastrophe — is echoed in the scenography: the bright,
open exposition of the court scenes is progressively replaced by more contrasting,
shadow-filled night-time tableaux, so that the final episodes visually compress

the musical crescendo into a sharp confrontation of light and darkness.

3. Kyz Zhibek (Abai KazNOBT, ballet version) — national, static/ethnic; premiere —
December 26-27, 2020. Director — Mikhail Pandzhavidze (Russia); Dance Choreography —
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Aigul Tati; Dance Production — Gulzhan Tutkibayeva; Conductor — Kanat Omarov.

The stage composition relies on ethnographic elements (yurt, carpets, ornaments),
which form a stable background. Costume and make-up are stylized as traditional
wedding and military outfits. Warm, natural-looking lighting enhances the ethnic
flavor. Symbolism is conveyed through color, ornament, and attributes (dombra, yurt),
creating an expressive cultural code. The dynamics of changes are minimal, the stage

is predominantly static. The scenography organically follows the folk song dramaturgy.
The viewer is left with an immersion into the national epic and historical context.

Here, the exposition aligns with the lyrical opening songs through a calm, warm palette;
as the conflict grows, denser stage compositions and more saturated colors draw focus
to key dramatic points, while the denouement returns to a single dominant symbol
(yurt, ornament) that “condenses” the musical resolution.

4. Kozy Korpesh — Bayan Sulu (Astana Ballet) — national, static/epic; premiere —

July 2-3, 2021. Music — Aktoty Raimkulova; Choreographer — Georgy Kovtun; Set
Designer — Andrey Zlobin; Costumes — Anna Ipatyeva; Video Design — Dmitry Shamov.
The stage composition is designed for a large scale and epic scope. The sets combine
ethnic motifs with symbolic images of the steppe and sacred signs. The costumes

are vividly ethnographic and meticulously detailed. The lighting solution is contrasting,
enhancing the drama. The symbolic layer of the epic is read through mythologemes
(the steppe as a sign of eternity). The dynamics of the scenes are limited, but built

on lighting contrasts. The correspondence to the music is high: the set design accentuates
the dramatic peaks. The viewer is impressed by the heroic-romantic structure

and the feeling of being involved in national mythology. The score’s alternation

of lyrical and battle episodes is highlighted by transitions from open, horizontally built
stage images to densely filled vertical compositions, so that the scenography signals
the shift from intimate motifs to public, epic ones and strengthens the musical form.

5. Touch the Light (Astana Ballet) — contemporary, dynamic/multimedia; premiere —
June 28-29, 2024. Music — Philip Glass; Choreography — llya Zhivoy; Video Design —
Pokras Lampas; Lighting — Konstantin Binkin; Costumes — Sonya Vartanyan. The stage
composition is built on abstract light installations and calligraphic projections.

The costumes are extremely laconic to emphasize the light pattern. Light and multimedia
act as the central construct of the space. The symbolic plan is light as a metaphor

for energy and movement. The dynamics are high: the stage is constantly transforming.
The musical score is accompanied by visual improvisations. The audience experience

is an immersive effect and a stay in a "live" digital space. Glass's repetitive patterns serve
as a framework for the media dramaturgy: recurring musical cells set off variations of light
calligraphy, so that the climax aligns with the highest density and speed of this visual
“writing,” while the denouement is signaled by the progressive “erasing” of projections,
mirroring the musical fade-out.

6. Bolero (Abai KazNOBT) — contemporary, dynamic/minimalistic; premiere —

April 27-28, 2019. Composer — Maurice Ravel; Libretto — Otavio Coral based

on the poems of Bodies in Bolero; Choreography and Staging — Ricardo Amarante
(Brazil). Set and Costume Designer — René David Salazar (Brazil); Lighting Designer —
Yuliya Karakayeva. The stage design is an open space where the main role is played
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by corporality and movement; scenery is minimal, the stage is shaped by light

and plasticity. The costumes are simple, monochromatic. The lighting is dynamic

and emphasizes the rhythmic structure. The symbolic layer is extremely laconic:

the emphasis is on the pure energy of movement. The dynamics of changes are high

and follow the escalation of the music. Ravel’s score is visually supported by the escalation
of light. The viewer's perception is a strong emotional effect with a minimum of expressive
means. In this instance, the correspondence map is nearly direct: each surge of orchestral
crescendo is matched by heightened light intensity and more intricate spatial patterns,
so that the scenographic peak aligns exactly with the final orchestral climax.

Table 2. Comparison matrix of six cases based on key criteria

Ballet S Multimedia Symbolism  Functionality T el
Type Correspondence Effect

Giselle Static, No Earth/ High (stable | Full alignment Harmony,

(AO) classical otherworld backdrop) with the romantic | “classical
dichotomy score illusion”

Swan Lake | Static, No Swan/ Medium Support of Emotional

(KazNOBT) | classical water Tchaikovsky's engagement
as metaphors contrasts

Kyz Zhibek | Static, ethnic | Partial Ornaments, | High Complete match | Immersion

(KazNOBT) (limited yurt, with folk motifs in the ethnic

projections) | traditions epic

Kozy Static, epic No Mythological | High Support of Heroic-

Korpesh images climaxes romantic

— Bayan of the steppe effect

Sulu (AB)

Touch Dynamic, Yes Light as High (stage Partial match, Immersion,

the Light | multimedia (projections, | energy changes with | with visual “living” space

(AB) lighting) the music) improvisation effect

Bolero Dynamic, No (lighting | Energy Maximal Absolute match | Strong

(KazNOBT) | minimalist only) of (space = with the musical | emotional
movement body + light) | crescendo impact

The matrix in Table 2 indicates that, despite stylistic variation, all six productions
exhibit a clear logic of coordination between visual and musical scores. Static academic
scenography anchors the canonical structure; ethnic scenography intensifies the semantic
layer at key musical points; multimedia and minimalist approaches shift part
of the dramaturgical burden onto light and projections, which start to act as co-authors
of the musical development.

A comparison of six productions reveals three models of scenography:
classical — static, without multimedia, precise adherence to the music (Giselle,

Swan Lake);

national — ethnic symbols and epic imagery with moderate dynamics (Kyz Zhibek,
Kozy Korpesh — Bayan Sulu);
modern — dynamics, multimedia and minimalism, where light and projections
are independent dramatic elements (Touch the Light, Bolero).

Overall, the balance of traditions and multimedia practices forms a multilayered
cultural code and expands the expressive possibilities of ballet. Thus, the empirical
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analysis refines the initially stated typology and shows how each scenographic model
reshapes the relationship between choreography and musical dramaturgy. In comparative
perspective, these three models broadly align with international scenographic trends
— academic revivalism, heritage-focused national productions, and media-saturated
experimental formats — but the Kazakhstani case reveals a distinct configuration:
the national—ethnic strand is not a peripheral niche but a structural core that is gradually
hybridized through digital media. This sets the local trajectory apart from many European
and North American contexts, where multimedia experimentation often develops
in stylistically “"de-nationalized” settings and only weakly engages with identity codes.
A summary analysis of performances at three theaters reveals consistent principles
and typological models of scenography that reflect a balance of three vectors: academic
continuity, the integration of national codes, and the active implementation of multimedia
innovations.
1. Classical academicism presupposes picturesque scenery, historical costumes
and lighting, strictly coordinated with the musical and dramatic canvas.
2. The national-ethnic style is based on traditional motifs — ornaments, costumes,
symbolic images — which emphasize the Kazakh cultural identity.
3. Modern minimalist and symbolic aesthetics are based on the utmost laconicism
of forms, the reduction of decorative layers, and the promotion of light
and the plasticity of movement as the main means of expression.
4. The multimedia scenography uses projections, light installations, digital backdrops,
and video art to create a fluid, transformative space.
5. The synthetic approach combines classic and contemporary elements, translating
ethnic motifs into digital form and creating a hybrid expressive language.

Table 3. Scenographic principles in the productions of Astana Ballet, Astana Opera and the
Abai KazNOBT

Characteristics

Scenographic Principle

Examples of Ballets

Classical Academicism

Realistic sets, period costumes,
traditional lighting design

Giselle, The Nutcracker, Swan Lake,
The Sleeping Beauty

National-Ethnic Style

Ethnic motifs, ornaments,
traditional costumes and symbols

Kozy Korpesh — Bayan Sulu, Kyz
Zhibek, Zhussan

Contemporary Minimalism/
Symbolism

Abstract forms, minimal sets,
emphasis on light and movement

Bolero, Love Fear Loss, A Fuego
Lento

Multimedia/Digital Scenography

Use of video installations,
projections, light graphics, digital
backdrops

Touch the Light, Nine, Alem

Synthesis of Styles and Genres

Combination of classical

and contemporary means;
hybridization of tradition and
innovation

Romeo and Juliet, Carmen Suite,
Cinderella

The set design of Kazakhstani ballet is poly-stylistic: from established academic style
to experimental multimedia, with a key national component. Looking ahead, the synthetic
model is likely to be strengthened: classical heritage and ethnic motifs are given a digital
interpretation, and new technologies are organically integrated into the language
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of the performance. These principles illustrate how the synthesis operates at the level
of specific artistic choices rather than remaining on a purely declarative plane.
Kazakhstani productions “translate” national codes into stage visuals: ornamentation
is carried over to costumes and projections; blue-green and gold palettes evoke
the steppe and tradition. Symbols of the yurt, dombra, and sacred signs function as props
and digital graphics. Thus, folklore merges with technological aesthetics, forming a code
where tradition seamlessly integrates into the innovative language of the stage.
Multimedia — projections, video graphics, 3D lighting — go beyond the confines
of the set and become a dramatic force in their own right: a "second character"
that heightens emotion and atmosphere. In Touch the Light, projections partner
with the choreography; in Bolero, the escalating light echoes the musical swell.
Technology ceases to be a backdrop and becomes an active element of the narrative,
expanding the ballet's expressiveness.
Table 4 presents a universal “correspondence map” between musical dramaturgy
and scenographic techniques, summarizing six cases: Giselle, Swan Lake, Kyz Zhibek, Kozy
Korpesh — Bayan Sulu, Touch the Light, Bolero.

Table 4. Correspondence map between musical nodes and visual solutions of the cases
under consideration

Musical Stage Sets / Materials Lighting / Costume / Symbolism
Dramaturgy =~ Composition Projections
Exposition Static backdrop Traditional Restrained color Historical / ethnic
elements palette stylization
Development | Changing Symbolic accents | Gradual lighting Enrichment
compositions transitions with symbolism
Climax Dynamic shifts Contrasting sets | Bright contrasts, Maximum expression
multimedia effects
Denouement | Minimalism Limited details Calm lighting solution | Return to a symbolic
detail

The set design follows the musical dramaturgy: the exposition is static and traditional;
the development is symbolism and smooth transitions of light; the climax is contrasts,
multimedia, and maximum expressiveness of costumes; the denouement is minimalism
and restrained symbolism; the visual score is a parallel layer, reinforcing the narrative.

In practice, this scheme turned out to be suitable for all six case studies, which confirms
its heuristic value for further research on media dramaturgy in ballet.

The scenography of Kazakhstani ballets is a multilayered synthesis of tradition
and innovation: academic and ethnic continuity is combined with multimedia,
transforming the stage into an independent dramatic component; a poly-stylistic model
is formed in which classical, national, and contemporary approaches mutually reinforce
each other, expanding artistic possibilities and global integration. In this way, theoretical
notions of performative design and digital scenography “come back” into practice
as instruments for describing and structuring specific stage solutions.

The results are consistent with the findings of foreign authors regarding the need
to combine tradition and innovation: according to Howard and Hann, scenography
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is increasingly becoming a “second score,” which is confirmed by Kazakhstani
productions, where light and multimedia perform dramatic functions. At the same

time, the material reveals an important divergence from many international cases:

while Western studies focus on experimental, immersive forms that often loosen ties
with stable cultural codes (Murray and Keefe 115), in Kazakhstan technological integration
remains spotty and is frequently anchored in national motifs. This combination of partial
digitalization and strong ethno-symbolic anchoring forms a distinctive model of hybrid
scenography rather than a direct replication of foreign patterns. Our material suggests
that the next step is a more deliberate media dramaturgy, in which choices about
projections and light are made not ad hoc, but in direct coordination with the musical
structure and semantic layers of the work.

Even with the expansion of multimedia practices, theaters face the following problems:

« Finance — production budgets often do not allow for the full implementation

of advanced digital solutions;

« Personnel — there is a shortage of set designers and lighting designers

with expertise in AR/VR and projection mapping;

« Infrastructure — many venues are not technically prepared for the stable operation

of multimedia systems;

« Preserving Tradition — there is a risk that excessive technologies will “overshadow”

ethnic and classical codes.

Therefore, a balance is needed: digital means should enhance artistic expression,
and not replace the cultural basis of the performance. In this respect, the correspondence
map and typology put forward in the article can function as practical instruments
for calibrating this balance already at the planning stage of new productions.

For Kazakhstani audiences, the set design is a bridge between national culture
and contemporary forms: ballet becomes a visual statement, where solutions
translate epic, myth, and ethnic imagery into tangible symbols. Ethnically oriented
set design provides recognition and connection, while multimedia provides novelty
and a heightened emotional response; the audience remains a bearer of cultural
memory and a participant in a visual and technological experiment.

Methodological guidelines: integrity — elements function as a single organism;
functionality — sets and multimedia support the performance and blend seamlessly
with the choreography; symbolism — visual solutions convey meaning and draw
on cultural codes; digital technologies are integrated in a way that does not blur
the classical and national heritage. These guidelines crystallize the connection between
the theoretical bases of scenography, the empirical examination of particular productions,
and the practical recommendations formulated for theater practitioners.

The matrix (see Fig. 3) identifies four trajectories: academic without multimedia -
stability and continuity; national without technology — preservation of the ethnic code;
multimedia without a national component — innovation and immersion; hybrid — national
ballets with multimedia, where symbols are enhanced by digital means. The greatest
potential lies with the hybrid model, which combines cultural identity and technological
innovation, creating a competitive international product.
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High degree of national motifs

National without multimedia

. National with multimedia
(Kyz Zhibek, Kozy Korpesh— (e, A

&

=

5] Bayan Sulu) : N

S TN Hybrid model, new practices
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5

= Classics without multimedia Contemporary multimedia without national
5 (Giselle, Swan Lake) codes (Touch the Light, Bolero)
5 Stability, academism Innovation, immersion

No national motifs

No multimedia Technology Use Level Active multimedia

Fig. 3. Matrix of the relationship between national motifs and technologies®.

Results: The set designs of Kazakhstani ballet theaters are shaped by a blend
of continuity and innovation; preserving the academic and ethno-national foundations
supports the cultural code and audience engagement, while multimedia expands
expressiveness, transforming the set designs into an independent dramatic resource.
In terms of the research questions, this means that academic, national and multimedia
scenographies not only coexist, but also redistribute dramaturgical functions between
music, movement and visual layer. Within this configuration, the hybrid model
that combines national motifs and a digital environment emerges as the most
productive: it preserves identity and creates a competitive, contemporary image
on the international stage.

Conclusions
The scenographic practices of three venues (Astana Ballet, Astana Opera, and the Abai
KazNOBT) across 40 productions (2016/17-2024/25) have been systematically classified,
which made it possible to trace a poly-stylistic trajectory: the parallel existence and mutual
influence of academic, national-ethnic, and multimedia-experimental scenography.
A comparison of six representative examples reveals the stage's shift from a static
backdrop to a “co-performer” of choreography: light, projections, and digital graphic
layers assume autonomous dramatic functions while maintaining cultural continuity.
In aggregate, this directly answers the research questions: it identifies the dominant
scenographic types, shows how they
3 To construct a matrix of the rel'ations'hip bgtyveen correlate with musical dramaturgy
national motifs and technologies, this artificial . . .
intelligence (the GPT-40 model) was used to provide and audience percept|on: and eXphcateS
a visual comparison of the levels of technological the ways in which national codes are

sophistication and the saturation of national motifs . . o
in the scenography of Kazakhstani ballet productions. introduced into digital scenography.
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Key findings can be summarized as follows:

« The academic tradition remains the mainstay of the repertoire: motionless scenic
sets and historical costumes maintain “classical integrity” and a stable connection
with the score.

« National-ethnic scenography translates ornamentation, textures, and symbols
(the yurt, dombra, steppe metaphors) into a stable visual code of identity;
with the selective use of multimedia, it creates hybrid solutions without losing
authenticity.

« The modern trend shows an increasing role of light and digital media:
from minimalism and symbolism to immersive formats with highly dynamic
stage transformations.

« The "correspondence map” of musical nodes and visual devices (exposition—
development-climax—-denouement) has proven its practical usefulness as a tool
for coordinating media dramaturgy, lighting, costumes, and stage composition
with musical time.

« The key vector of development is a hybrid model: the translation of ethnic code
into digital forms (ornament libraries, color-light palettes, behavioral light/projection
presets), where technology enhances meaning rather than replaces it.

« Existing constraints — budget, lack of AR/VR competencies, and infrastructure gaps —
require strategic measures: a phased upgrade of technology, targeted training
of specialists, and the inclusion of media dramaturgy in the standard production
process.

« Compared to international scenographic practice, where multimedia often develops
in relatively “neutral” visual environments, the Kazakhstani material demonstrates
a different configuration: the digital layer is consistently tied to ethnic symbols
and epic imagery. This linkage of media technologies with a strong cultural code
constitutes the main contribution of the study and enhances its academic novelty.

Overall, the scenography of Kazakh ballet follows a mature formula of “tradition

and innovation”: academic and ethnic foundations support cultural stability, while digital

technologies expand the expressive potential of the stage. In this perspective, hybrid

scenography that digitally rearticulates national codes while relying on academic
technique becomes the key direction of development, simultaneously strengthening
national identity and enhancing the international competitiveness of Kazakh ballet.

By connecting theoretical ideas of scenography as a “second score” with a systematic

analysis of particular productions, the article narrows the distance between conceptual

discourse and stage practice and proposes a framework that can be used both

for academic reflection and for concrete scenographic planning in Kazakhstani theaters.
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