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Abstract. This article continues the comparative study of stage interpretations of William
Shakespeare’s tragedy Hamlet and explores the intercultural dialogue between the theatres of the
United Kingdom and Kazakhstan during the period from 2000 to 2024. The aim of the research is

to identify artistic connections and conceptual parallels between British and Kazakh directorial
approaches, as well as to analyze new interpretations of Hamlet, actor training methods, and the
creation of dramatic imagery. The objectives include tracing the evolution of scenic forms in both
traditions, examining the philosophical and cultural contexts embedded in directorial strategies, and
conducting a comparative analysis of visual language and translation techniques. The methodological
framework is based on comparative, hermeneutic, and cultural-critical approaches, along with tools
of stage and visual analysis. The study focuses on six productions of Hamlet: three from the Royal
National Theatre in the UK - directed by John Caird (2000), Nicholas Hytner (2010), and Lyndsey
Turner (2015); and three from Kazakhstan - the Mukhtar Auezov Kazakh National Drama Theatre
directed by Yuri Khaninga-Beknazar (2004), the Republican German Drama Theatre in Almaty directed
by Jeff Church (UK, 2016), and the ARTiSHOK Theatre directed by Galina Pyanova (2018). The British
productions were analyzed through video recordings, theatre reviews, and publications in The
Guardian, Theatre Record, and other sources. The Kazakh productions were studied through direct
viewing, interviews, theatre programs, and print and archival materials. The findings reveal key artistic
strategies employed by the above-mentioned directors: psychological realism, political allegory,
postdramatic deconstruction, and interactive verbatim formats. Despite the influence of global theatre
trends, Kazakhstani productions preserve their cultural autonomy by reinterpreting Shakespeare’s
text through national poetics, language, and symbolic systems. The results of this research may

serve future studies in global Shakespeare reception, enrich university theatre curricula, and support
interdisciplinary scholarship in the fields of performance studies and cultural theory.
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Introduction

illiam Shakespeare’s Hamlet is

widely recognized not only as a
pinnacle of world dramatic literature,
but also as a dynamic theatrical matrix
that continues to generate new stage
languages, philosophical dialogues, and
cultural strategies. Over the course of
more than four centuries, the play has
evolved into a universal cultural code,
enabling theatre practitioners not simply to
reproduce the classical text, but to engage
in dialogue with their time, society, and
audience (Bate, 2008; Worthen, 2011).
The United Kingdom, as Shakespeare’s
homeland, remains a key institutional
center for preserving and reinterpreting this
theatrical heritage. Within this context,
the Royal National Theatre serves not
only as a guardian of canonical traditions
but as a creative laboratory for meaning-
making. Its productions of Hamlet in 2000,
2010, and 2015 have each illustrated how
the classical text can become a vehicle
for exploring contemporary existential,
political, and socio-cultural tensions
(Theatre Record, 2000; 2010; 2015).
Each interpretation has functioned as a
distinct cultural statement. In Kazakhstan,
both Shakespeare and Hamlet occupy a
significant position within the academic
theatre tradition. Since the country’s
transition from the Soviet theatrical
model to an independent stage culture,

Kazakhstani theatre has actively sought

to develop its own language of classical
interpretation. Productions at the Mukhtar
Auezov Kazakh National Drama Theatre
(2004), the ARTiSHOK Theatre (2018),
and the German Drama Theatre (2016)
reflect efforts to embed Shakespeare’s
archetypal drama into the fabric of national
consciousness, historical memory, and
postmodern sensibilities (Sagadiyeva,
2020; Baimukhanova, 2019). This study
focuses on a comparative analysis of six
Hamlet productions staged in the United
Kingdom and Kazakhstan. The central
research question is: how does the British
theatrical model shape Kazakhstan’s
interpretations of Shakespeare, and in what
ways do local cultural codes transform the
global dramatic canon.

Methods

The theoretical and methodological
framework of this study draws upon the
works of prominent international scholars
in theatre studies, including Soul of

the Age: A Biography of the Mind of
William Shakespeare by Jonathan Bate
(2008), Shakespeare’s Language by
Frank Kermode (2000), Shakespeare
Performance Studies by William B.
Worthen (2011), and Dennis Kennedy’s
Foreign Shakespeare: Contemporary
Performance (2004 ). Additional conceptual
foundations were informed by Aleksandr
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Bartoshevich’s A Contemporary Cosmos,
Shakespeare in the Theatre of the

20th Century (2002) and Peter Brook’s
Threads of Time (2005) (Kennedy, 2004;
Worthen, 2011; Bate, 2008; Kermode,
2000). The research also incorporates
analyses by leading Kazakhstani theatre
scholars on the staging of Shakespeare’s
plays in Kazakhstan, including Theatrical
Reflections by Qazyqumar Kuandykov
(2022), Era and Theatre Art by Bagybek
Qundakbaiuly (2001), Tolgham by
Ashirbek Torebaiuly Sygai (2004), After
the Third Sound by Akhmetzhan Qadyrov
(2007), The Formation and Development
of Kazakh Theatre Directing (1915—
2005) by Bakyt Nurpeis (2014),

and Secrets of the Stage by Maman
Baiserkeuly (2020) (Kuandykov, 2022;
Nurpeis, 2014; Sygai, 2004). Since the late
20th century, Hamlet has increasingly been
approached as a platform for philosophical
and cultural exploration—not only as

a dramatic text but as a phenomenon

of interpretation. The studies of Harold
Bloom (Shakespeare: The Invention

of the Human, 1999), Jonathan Bate
(2008), as well as Kazakhstani researchers
Lyazzat Sagadiyeva (2020) and Aigerim
Baimukhanova (2019), illustrate how the
figure of Hamlet transcends its original
dramatic framework to become a cultural
and conceptual metaphor (Sagadiyeva,
2020; Baimukhanova, 2019; Bloom,
1999). In the Kazakhstani theatrical
context, Hamlet frequently appears

as a liminal figure—situated between

East and West, between tradition and
modernity, between canonical structure
and postmodern deconstruction. In a
society engaged in reimagining its national
identity, Hamlet becomes not merely a
citation of a classic, but a rehearsal of
cultural self-determination (Tursynbekova,
2022; Suleimenova, 2021). The tragedy

of Hamlet has long served as a litmus test
of a theatre culture’s philosophical depth
and artistic maturity. As Bate (2008)
emphasizes, Shakespeare created an

archetypal character capable of embodying
diverse meanings—from the intimate
drama of the individual to a metaphor for
political unrest.

In British theatrical tradition, there
is a strong emphasis on textual integrity
and intellectual nuance (Kennedy, 2004).
Conversely, in the post-Soviet context—
and particularly in Kazakhstan—recent
productions have leaned toward symbolic
localization, cultural adaptation, and the
integration of national imagery and folkloric
codes (Baimukhanova, 2019; Nurzhanova,
2023). The intercultural dialogue between
British and Kazakhstani theatre has been
significantly enriched through initiatives by
the British Council (2016), international
theatre festivals, touring collaborations,
and educational workshops. These
platforms have stimulated the emergence of
Shakespearean productions in Kazakhstan
that align with innovative forms of
contemporary European theatre (British
Council Kazakhstan, 2016).

Discussion

This research is based on an
interdisciplinary approach, combining
methods from comparative theatre studies,
cultural analysis, reception theory, and
hermeneutics of the stage text. Particular
emphasis is placed on the following
analytical components:

+ A comparative analysis of productions
according to the following categories:
directorial strategy, scenographic concept,
textual translation, actor interpretation, and
philosophical emphasis; * Interpretation of
linguistic and visual decisions, taking into
account the specificities of translation and
the performative language;

« Examination of critical sources,
including theatre reviews, interviews with
directors and actors, audience feedback,
and archival publications;

+ Tabular comparison of six key
productions (three from the United
Kingdom and three from Kazakhstan),



Table 1. Directorial Concepts and Visual Language in Productions of Hamlet

conflict

Theatre / Year Director Directorial Concept Visual Aesthetic / Set Design
National Theatre |John Caird Psychological realism, Minimalist staging; subdued
(UK), 2000 focus on Hamlet’s inner | lighting; classical costume style

National Theatre
(UK), 2010

Nicholas Hytner

Political thriller;
surveillance society;
critique of authoritarian
control

Surveillance cameras, video
screens; modern costumes evoking
a bureaucratic state

Kazakh National
Drama Theatre,
2004

Beknazar

reinterpretation; Hamlet
as a moral and spiritual
heir of his people

National Theatre | Lyndsey Turner Trauma and loss; Hamlet | Destruction of the set during the

(UK), 2015 as a postmodern, play; symbolic decay of the house;
fragmented figure sound installations, projections

Mukhtar Auezov Yuri Khaninga- Heroic-national Traditional and modern costume

synthesis; minimalist scenography
with national symbolism

German Drama
Theatre (Almaty),
2016

Jeff Church (UK)

Deconstruction; Hamlet
as cultural trauma and
voice of memory

Multilingual performance (Kazakh,
English, German); use of shadows,
silence, video projection, physical
theatre

ARTiSHOK
Theatre (Almaty),
2018

Galina Pyanova

Hamlet as digital-era
subject; fragmented
identity; interactive
verbatim format

Contemporary forum-style setting;
costumes imitating social media
imagery; audience participation

integrated into structure

identifying both converging and diverging
artistic tendencies.

The materials analyzed include video
recordings of performances, interviews
(notably public discussions with Benedict
Cumberbatch), publications from Theatre
Record, The Guardian, Azattyq.org,
Informburo.kz, and scholarly contributions
from Kazakhstani theatre researchers.

The tragedy Hamlet by the great
English playwright William Shakespeare
has been repeatedly staged at the Royal
National Theatre in the United Kingdom
between 2000 and 2024. One of the most
distinguished productions was directed
by John Caird in 2000. In this version,
Hamlet was presented in a restrained,
psychologically nuanced register. Caird
focused on the internal conflict of the
protagonist, employing minimalistic
scenography and emphasizing the
intimacy of the stage space. Simon Russell
Beale’s portrayal evoked associations with
existential therapy: Hamlet suffers not
only from external circumstances but from
his inability to reconcile his inner turmoil

with societal expectations. Critics regarded
this performance as one of the most
“intellectually vulnerable” interpretations
of Hamlet to appear on the British stage.

In stark contrast, the 2010 production
of Hamlet directed by Nicholas Hytner
offered an entirely different atmosphere.
Hytner’s staging introduced the aesthetics
of a political thriller into the play. The
scenography incorporated surveillance
cameras, video screens, and symbols of
a contemporary surveillance state. Rory
Kinnear’s Hamlet was portrayed as a
figure surrounded by monitoring systems,
intensifying the sense of paranoia and
existential isolation. The soliloquies were
delivered as internal acts of resistance
against a repressive system. The production
was widely interpreted as a critique of
modern bureaucracy and psychological
control.

Lyndsey Turner’s Hamlet—considered
one of the most outstanding productions of
the 21st century—astonished audiences
with its innovative directorial and
performative vision. Benedict Cumberbatch
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portrayed the protagonist as a vulnerable
and psychologically fractured figure who
had lost his connection with the world.

In an interview with the BBC, the actor
described Hamlet as someone immersed in
a post-traumatic state, and the play itself
as a journey through loss, memory, and
the paralysis of action. Turner’s directorial
approach fused the classical architecture

of the text with postdramatic elements:
sonic installations, video projections, and
the symbolic disintegration of domestic
space to represent the protagonist’s mental
collapse.

A comparative overview of the visual and
directorial strategies applied in these six
key productions is presented in Table 1.

In each of the analyzed productions,
the philosophical dimension takes center
stage. The British stagings (2000, 2010,
2015) highlight themes of existential
crisis, contemplation of mortality, memory,
and loss of meaning. Notably, Benedict
Cumberbatch’s 2015 portrayal embodies
a “traumatized Hamlet,” immersed in
a postmodern fragmentation of reality.

His monologues are rendered as internal
breakdowns of an individual torn between

action and reflection (National Theatre
Archive, 2015; Theatre Record, 2015).

In contrast, Kazakhstani productions
reflect philosophical inquiries through
culturally specific frameworks. At the
Mukhtar Auezov Kazakh National Drama
Theatre, Hamlet is envisioned by director
Yuri Khaninga-Beknazar as a bearer of
ancestral responsibility, emphasizing
national ethics and spiritual heritage. Actor
Azamat Satybaldy’s performance reinforces
this heroic-national image (Kaztheatre.
kz, 2012; Sagadiyeva, 2020). In Jeff
Church’s deconstructive version, staged
at the German Drama Theatre in 2016,
Hamlet becomes a voice of fragmented
consciousness shaped by historical
trauma. Galina Pyanova’s ARTiISHOK
production transforms the protagonist
into a fluid subject of the digital age,
illustrating identity erosion in the context of
postmodern reality (Informburo.kz, 2018;
Azattyq.org, 2021).

The diversity of character interpretation
across six productions may be
comparatively evaluated in Table 2, which
outlines both the artistic portrayal of
Hamlet and the philosophical emphasis
embedded in each version.

Table 2. Actor Interpretation and Philosophical Focus in Hamlet Productions

NTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA

Actor

Production / Theatre

Characterization of
Hamlet

Philosophical Emphasis

Simon Russell Beale

National Theatre (UK),
2000

Vulnerable, reflective,
internally tormented

The collapse of the moral self;
personal responsibility in a
crumbling world

Rory Kinnear

National Theatre (UK),
2010

Trapped individual
under constant
surveillance

Alienation, state violence, and
control

Benedict
Cumberbatch

National Theatre (UK),
2015

Emotionally fractured;
PTSD-informed
portrayal

The burden of grief, time, and
personal helplessness in a
chaotic society

Azamat Satybaldy

Mukhtar Auezov
Kazakh Drama Theatre,
2004

Warrior-prince figure;
symbol of national
continuity

Clash between duty and truth;
spiritual burden and existential
identity

Ensemble Cast
(multi-role)

German Drama
Theatre, 2016

Hamlet as shared
consciousness,
collective symbol

Cultural trauma; disintegration
of the self; metaphysics of
memory

Collective character
voices

ARTiSHOK Theatre,
2018

Hamlet as any
individual undergoing
identity crisis

Disappearance of stable
identity; the impossibility of
action in digital postmodernity




Table 3. Language, Translation, and Textual Strategies

Production Language Use

Translation Strategy / Textual Adaptation

National Theatre (UK) - All

Productions Modern English

Performed in original Early

Full Shakespearean text preserved,
modernized only slightly for clarity

Mukhtar Auezov Kazakh
National Drama Theatre (2004)

Performed in Kazakh

Poetic adaptation retaining rhythmic
structure and national metaphors

German Drama Theatre
(Kazakhstan), 2016

Performed in Kazakh,
English, and German

Polyphonic linguistic layering; text
fragmented and transformed into
philosophical utterances

ARTiSHOK Theatre
(Kazakhstan), 2018

internet slang

Performed in modern
colloquial language and

Verbatim fragments; hybrid text structure;
integration of Shakespearean phrases

into contemporary dialogue

Another important dimension of
comparison concerns the use of language
and translation strategies in staging
Hamlet. In the Royal National Theatre
productions, the plays are performed in
Early Modern English with minor updates
for clarity and rhythm, preserving the poetic
complexity and philosophical density of
Shakespeare’s original (Shakespeare,
1996; Worthen, 2011). This choice
underscores the British tradition’s
commitment to textual fidelity and verbal
nuance.

In Kazakhstan, translation becomes
a crucial site of adaptation. At the M.
Auezov Theatre, the Kazakh version
employs a poetic and rhythmic structure
that aligns with national oral traditions
and integrates metaphors resonant with
Kazakh cultural memory (Suleimenova,
2021; Sagadiyeva, 2020). In Jeif Church’s
I Am Hamlet: Deconstruction, the use
of three languages—Kazakh, English,
and German—serves as a dramaturgical
method that symbolizes fragmented
identity and historical layering. Galina
Pyanova’s ARTiSHOK production
introduces a radical departure from the
original text, incorporating contemporary
slang, internet expressions, and verbatim
testimonies from performers and the
audience. Shakespearean lines are
embedded in personal narratives and
fragmented digital discourse.

These translation and textual strategies
are summarized and compared in Table

3, emphasizing the distinct approaches
to linguistic adaptation and dramatic
structure.

The evolution of directorial approaches
and lead actor portrayals can be traced
across all six analyzed productions. Each
staging reflects a unique configuration of
artistic priorities, philosophical emphases,
and institutional frameworks. The
distribution of performances, directors, and
leading actors over the selected period is
summarized below in Table 4, reinforcing
the geographical and temporal breadth of
this comparative study.

This tabular presentation not only
contextualizes the timeline and geography
of the research but also visually affirms the
diversity of theatrical expression across the
two national traditions. The juxtaposition
of institutional theatres like the Royal
National Theatre and the M. Auezov
Theatre with independent venues such
as ARTiSHOK and the German Drama
Theatre exemplifies the multiplicity of
interpretative strategies that coexist within
a single dramatic framework.

These examples further support
the thesis that Shakespeare’s Hamlet
functions as a theatrical matrix — capable
of absorbing national myths, philosophical
systems, and performative languages.
While British stagings maintain structural
and textual continuity, Kazakhstani
productions reinterpret the text through
post-Soviet experiences, aesthetic
hybridity, and sociopolitical resonance
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Table 4. Hamlet Productions in the United Kingdom and Kazakhstan (2000-2024)

Theatre, Year, Director & Lead Actor Scene from the Performance

National Theatre (UK),
2000

John Caird

Simon Russell Beale.

Photo 1. Simon Russell Beale as Hamlet, National
Theatre (UK), 2000.

Source: Yandex Images — National Theatre Archive

National Theatre (UK),
2010

Nicholas Hytner

Rory Kinnear.

Photo 2. Rory Kinnear as Hamlet, National Theatre (UK),
2010.

Source: British Theatre Guide

VE-STAR HAMLET”

National Theatre (UK), o ‘gumpEREaTeH

2015 S = Sl % monodicr combarbarcn

Hamle

Lyndsey Turner
Benedict Cumberbatch.

Photo 3. Benedict Cumberbatch as Hamlet, National
Theatre (UK), 2015.

Source: Cinemorgue Wiki

Mukhtar Auezov Kazakh National Drama Theatre,
2004

Yuri Khaninga-Beknazar

Azamat Satybaldy.

Photo 4. A. Satybaldy as Hamlet, M. Auezov Kazakh
National Drama Theatre, 2004.

Source: Official Auezov Theatre Website

German Drama Theatre (Almaty),
2016

Jeff Church (UK)

Ensemble Cast (multi-role).

Photo 5. Collective Cast, ARTiISHOK Theatre, “Hamlet,”
2018.

Source: Informburo.kz

ARTiSHOK Theatre (Almaty),
2018

Galina Pyanova

Collective character voices

Photo 6. Ensemble Cast in “| Am Hamlet: Deconstruction,”
German Drama Theatre, 2016.

Source: Azattyq Radio - RFE/RL




(Bate, 2008; Kennedy, 2004; Sagadiyeva,
2020; Tursynbekova, 2022).

Results

The comparative analysis of six productions
of Hamlet in the United Kingdom and
Kazakhstan revealed essential differences
and parallels in artistic vision, philosophical
intention, and theatrical strategies. Each
staging reflected the socio-cultural,
political, and aesthetic context of its origin,
shaping the interpretation of Shakespeare’s
tragedy in unique ways.

In the British tradition, directors such
as John Caird (2000), Nicholas Hytner
(2010), and Lyndsey Turner (2015)
emphasized existential crisis, surveillance,
trauma, and fragmentation of identity.
Caird’s production presented Hamlet as a
psychologically tormented figure engaged
in an internal moral struggle (Theatre
Record, 2000). Hytner’s version reframed
the tragedy as a political thriller, exposing
state control and alienation (The Guardian,
2010). Turner’s vision, embodied in
Benedict Cumberbatch’s post-traumatic
Hamlet, merged classic dramaturgy with
postmodern scenography, where memory
and grief were central themes (National
Theatre Archive, 2015).

In Kazakhstan, directors such as
Yuri Khaninga-Beknazar (2004), Jeff
Church (2016), and Galina Pyanova
(2018) offered localized and culturally
embedded reinterpretations of Hamlet. At
the Mukhtar Auezov Theatre, Khaninga-
Beknazar presented Hamlet as a bearer
of ancestral responsibility and national
identity, rooted in Kazakh mythopoetics
and heroic symbolism (Sagadiyeva, 2020;
Baimukhanova, 2019). In German Drama
Theatre, Jeff Church’s postdramatic /

Am Hamlet: Deconstruction utilized
multilingualism, physical theatre, and
fragmented text to explore cultural trauma
and philosophical memory (British Council
Kazakhstan, 2016). At ARTiISHOK

Theatre, Galina Pyanova employed
verbatim theatre and digital imagery to
reflect the dissolution of stable identity in a
postmodern digital world (Informburo.kz,
2018; Azattyq.org, 2021).

Language and translation strategies
played a pivotal role. British stagings
preserved the original Early Modern
English with minimal modernization
(Shakespeare, 1996; Worthen, 2011).
Conversely, Kazakhstani productions
implemented poetic and symbolic
translations, either maintaining rhythmic
integrity (as in the 2004 version) or
introducing multilingual fragmentation
and colloquial language (German Drama
Theatre, 2016; ARTiSHOK Theatre, 2018)
(Nurzhanova, 2023).

The research further confirmed that
Hamlet’s image underwent diverse
transformations: from introspective
philosopher (Simon Russell Beale, 2000),
to socially monitored individual (Rory
Kinnear, 2010), to post-traumatic subject
(Benedict Cumberbatch, 2015), and
then to national hero (Azamat Satybaldy,
2004), shared consciousness (ensemble
cast, 2016), and digital-era collective voice
(ARTiSHOK, 2018).

This variety of approaches illustrates
the vitality of intercultural theatrical
dialogue, where Shakespeare’s Hamlet
serves as a universal dramatic matrix—
reshaped by artistic, linguistic, and
ideological frameworks. Moreover, the
study highlighted how postdramatic and
multimedia techniques from British theatre
were not simply copied in Kazakhstan, but
reinterpreted through local traditions and
creative innovation (Suleimenova, 2021,
Tursynbekova, 2022).

These findings support the broader
argument that staging Hamlet today
represents not only artistic reinterpretation
but also cultural reflection and identity
formation, especially in transitional
societies such as Kazakhstan (Sagadiyeva,
2020; Nurzhanova, 2023).
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Basic provisions

The following key scientific outcomes were
formulated over the course of the research:

— [t was established that the
productions of William Shakespeare’s
Hamlet at the Royal National Theatre
(2000, 2010, 2015) and in leading
Kazakhstani theatres (2004, 2016, 2018)
demonstrate not only distinct directorial
interpretations but also reflect the cultural
identities and aesthetic paradigms of the
respective national theatre schools.

— Kazakhstani directors such as Yuri
Khaninga-Beknazar and Galina Pyanova
were shown to develop an original artistic
language, interpreting Hamlet through the
lens of national traditions, mythological
symbolism, post-Soviet realities, and the
philosophy of collective responsibility.

— The influence of British theatre
manifests itself in the use of multimedia
forms, postdramatic structures,
physical theatre techniques, and textual
fragmentation. However, in Kazakhstan,
these strategies are adapted to the local
cultural context, preserving the originality
and autonomy of national stage practices.

— The study analyzed the linguistic
adaptation strategies employed in Hamlet
productions. British performances preserve
the Early Modern English text with slight
modernization, while Kazakhstani versions
employ poetic translations with rhythmic
structures and national metaphors or
use multilingual deconstruction as
dramaturgical devices.

— A classification of Hamlet’s
character portrayal was developed, ranging
from psychologically introspective and
politically engaged (Simon Russell Beale,
Rory Kinnear, Benedict Cumberbatch)
to symbolic, heroic, and collectively
fragmented embodiments (Azamat
Satybaldy, ensemble cast at the German
Drama Theatre, and collective voices at
ARTiSHOK Theatre).

— It was demonstrated that theatres
such as ARTiSHOK and the Republican

German Drama Theatre in Almaty

have become creative laboratories for
contemporary directing, incorporating
British postdramatic techniques into local
theatre-making and producing innovative
stage forms via digital aesthetics and
verbatim methodologies.

— The Kazakhstani stagings of Hamlet
perform not only as reinterpretations of a
classical text, but also as cultural acts of
national self-reflection. Each production
becomes a philosophical and artistic
expression of contemporary identity and
collective experience.

In addition, it was revealed that
the new Kazakhstani productions of
Hamlet are shaped not solely by external
influences but also by internal innovations.
Techniques such as documentary theatre,
genre collage, and interactive audience
engagement reflect the evolution of
Kazakhstan’s theatre beyond traditional
repertory frameworks.

The research further confirmed that
the figure of Hamlet on the Kazakh stage
functions as a metaphor for personal
and national transformation in times of
historical rupture and identity crisis. This
supports the idea that directing Hamlet is
not simply an artistic decision but a cultural
commentary on the contemporary human
condition.

[t was also concluded that the
intercultural dialogue between British
and Kazakhstani theatres is no longer
one-directional. Kazakhstan’s theatre
not only assimilates and localizes British
innovations but also contributes to the
global theatrical discourse through its
synthesis of poetic forms, national imagery,
and embodied aesthetics.

Thus, the findings of this study
indicate an expansion of interpretative and
expressive boundaries in staging Hamlet
within Kazakhstan. These productions
exemplify the continuing relevance of
Shakespeare’s text as a living material
for creative experimentation and cultural
transformation on the contemporary global
stage.



Conclusion

A comparative analysis of six stage
interpretations of Hamlet in the United
Kingdom and Kazakhstan reveals essential
insights into the evolving nature of
theatrical interpretation in the 21st century.
Shakespeare no longer functions merely as
an element of the classical canon; rather,
his work serves as a cultural language, a
philosophical tool, and a site for theatrical
experimentation.

British productions of Hamlet have
been widely praised by theatre critics for
their intellectual rigor and contemporary
reinterpretation of the classical text. In
particular, the 2015 production starring
Benedict Cumberbatch was noted for its
emotional authenticity and philosophical
depth. In Kazakhstan, more experimental
versions—especially those staged by
ARTiSHOK and the German Drama
Theatre—resonated with younger
audiences, while the classical staging at the
MukhtarAuezovKazakh National Drama
Theatre appealed to spectators aligned with
traditional national values. This suggests
that audience reception is shaped not only
by artistic choices, but also by broader
sociocultural frameworks and institutional
identities.

Although Kazakh productions of Hamlet
are fewer in number, they exemplify
meaningful practices of local adaptation
and cross-cultural dialogue. The Mukhtar
Auezov Theatre portrays Hamlet through
the lens of a national hero—an heir to
ancestral values and moral responsibility.
ARTiSHOK radically deconstructs the
narrative, presenting a version that speaks
to youth navigating identity crises in
the digital era. Meanwhile, the German
Drama Theatre offers a postdramatic vision
where Hamlet becomes a “living archive,”
addressing themes of iragmented identity,
collective guilt, and cultural memory.

British stagings oiten reflect
psychological, political, and post-

traumatic readings of the play. In these
interpretations, Hamlet embodies not
only personal turmoil but institutional
and cultural crises as well. Conversely,
Kazakh productions inscribe the tragedy
with national and cultural specificity,
reimagining the protagonist as an epic
figure or a fractured contemporary subject
who communicates through the language
of social media and existential unrest.

Thus, it may be argued that the British
theatrical tradition has significantly
influenced not only the aesthetic strategies
of Kazakhstani directors, but also the
overall perception of classical texts as
platforms for critical reflection and social
commentary. In turn, Kazakh theatre
enriches these interpretations through
the prism of local culture, language, and
tradition.

The scholarly novelty of this article
lies in the fact that, for the first time, a
systematic comparative analysis of six
stage productions of Hamlet—across
two distinct theatrical cultures—has
been conducted, with particular emphasis
on directorial approach, philosophical
themes, textual adaptation, and cultural
reception. In the future, this research may
be extended to other Shakespearean plays,
as well as to visual and musical elements of
scenography.

The forms of stage interpretation
analyzed range from classical realism
to postdramatic and verbatim theatre,
demonstrating that Hamlet is not a closed
narrative, but rather an open framework for
the continual rearticulation of existential
questions: Who are we? Where do we
stand? And why do we act?

Potential directions for further research
include:

+ An in-depth analysis of visual
dramaturgy, including lighting design,
scenographic choices, and the physicality of
performance;

+ A study of audience perception and
reception across cultural contexts;
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+ A comparative review of other In conclusion, Hamlet remains

Shakespearean tragedies in similar an unfinished text—a mirror in

intercultural frameworks; which every society, every stage,
+ An expansion of the research to and every spectator sees

include theatres in Astana and regional their own meanings, anxieties,

Kazakhstan’scentres. and hopes reflected.

Contribution of Authors:

A.Abenova - conducted comprehensive research on the topic; observed and
performed a theoretical analysis of the performances; edited the manuscript;
identified key findings and conclusions; prepared the article for publication.

B. Nurpeis - participated in the conceptual discussion of the productions; collected
relevant literature and sources; conducted research; clarified the academic findings
and conclusions of the paper.

Bknap, aBTOpOB:

A.A6eHoBa - ocyuectemia KOMNNEKCHOE Hay4YyHOe UccnenoBaHne nNo TeMe; npoeena
Ha6J'IPO/J,EHMe n TeOpeTVNeCKMVI dHanu3 CHEKTaKﬂeﬁ; penakTMpoBana TEKCT CTATbU;
onpegennna OCHOBHbIE pe3ynbTaTbl M BbIBOAbI; MOAFOTOBUNA CTATbIO K I'Iy6I'IMKaLI,l4M.

B. Hypneuc - nposén cogepxarenbHoe 06CyKAeHNWE NOCTaHOBOK; COBPa MCTOUHMUKM
M NUTepaTypHble MaTepuasbl; NPOBEN UCCIIEA0BAHME MO TEME; YTOUHMI HayUHbIE
MOMIOXKEHMS W BbIBObI CTaTby.

ABTOpnapabiH, yneci:

A.A6eHoBa - 3epTTey TakpblpblObl HOMbIHLIA KELIEeHA FbLTbIMU XXYMbIC XYPri3ai;
cnekTaknbaepAi 6akbinan, FblibIMU-TEOPUSbIK Tanaay Kacabl; Makana MaTiHiH
pefaKuManambl; 3epTTey HaTUXKENEepi MeH KOPbITbIHAbINAPbIH aHbIKTaAbl; MakanaHbl
Xapusnayfa AanblHAAAbI.

b. Hypneitic — KoiMblnbiMaapasl 3epTTen, MasMyHAbIK TYPFblAaH TanKblaaabl;
fepekkesfep MeH aaebueTTepAl XMHAKTaAbl; Fbi/IbIMU 3epTTeynep Xyprisai;
MaKanaHblH fbiJIbIMX Ma3MyHbl MEH KOPbITbIHAbIAAPbLIH HAKTbIAAAbI.
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AobenoBa Acem, Hypneiiic BakbiT

TemipGek Kyprenos arbinarsl Kasak yartbik eHep axkagemusicl (Asnmarnbl, Kasakeran)

CAXHAJDBIK AUANOTITAP: ¥YJIbIBPUTAHUA TEATP O9CTYPJNEPIHIH KA3SAKCTAHOAFbI
«TAMJIET» KOMbIJ1bIMbIHbIH, UHTEPMPETALLUACBIHA bIKMAJbI (2000-2024)

AHpatna. byn Makana Yunbam Lekcnupain «famMmners TpareqmacbiHbiH, CaxHasblk, MHTEPNpPETaLMANapbiH
canbICTbipManbl 3epTTey ascbiHa xasbiibin, 2000-2024 xbingap apanbiFblHAAFbl ¥IbIOpUTAHUS MEH
KasakcTtaH TeaTpnapbl apacbiHAaFbl MaEHMETapablK AMaNorTbl TanLayFa apHaifFaH. 3epTTeyaiH,
Makcamsl — GpUTAHABIK XXSHE Ka3aKCTaHAbIK, PEXUCCYpa BaFbITTapblHbIH, apacbiHAaFbl KBPKEMAiK
6aiinaHbICTap MEH TYXXblpbIMAAMAbIK, YKCACTbIKTAPAbl aHbIKTAY, COHAAM-akK, «[aMneT» nbecacbiHbIH,
aHa pexuccepnik MHTepnpeTaLuanapbliH, akTeEPAiK MEKTEN TaCINAEPiH XaHe caxHanblk 6enHenepain,
KanbINTacyblH 3epTTey. MiHaeTTepiHe eKi enferi caxHanblk dopManapAblH 3BOMOLMACLIH Kaaafanay,
pexuccepnik cTpaterMsnapsa eHaipinreH Gunocodusanblk XXaHe MaAEHM KOHTEKCTTEPAI KapacTblpy,
COHAaM-aK 6erHeni Tin MeH ayaapMa a4iCTepiH canbiCTbipManbl Tangay Kipeai. 3epmmey adicmemeci
CanbICTbIpMasibl, FEPMEHEBTUKANbIK, XXaHE MJLEHU-CbIHM TaCinaepre, COHAAN-aK, CaxHasblK, XKaHe
BM3yanabl Tanaay KypannapbiHa Heri3genreH. 3eptrey 06bekTiCi peTiHae anTbl «[AMAeT» KOMbINbIMbI
TaHAaangpl: ¥nolbputaHuaaarel Koponbaik ¥ntTeik Teatpaa IxoH Kappg (2000), Hukonac XarTHep
(2010), JInnacu TépHep (2015) KoviFaH yL KoVbLIbIM XaHe KasakcTtaHaarsl MyxTap oye30B aTbiHAAFbI
Kasak yntTeik apama Teatpsbl (pex. tOpuit XaHuHra-bekHasap, 2004), Pecnybnvkanbik HeMic npama
TeaTpbl (pex. Ixedd Yépu, ¥nbibputanus, 2016), ARTuLLIOK Teatpsbl (pex. lanuHa MesHoBa, 2018).
¥YnbibpuTaHusaarbl KoMblIbIMaap berHexasbanap, Teatpablk peueHsusnap MeH The Guardian, Theatre
Record cbiHAbl 6acbinbiMaap apKblibl 3ePTTENCE, KA3aKCTaHAbIK, CNEeKTaKNbAEpP Tikenen kepy, cyxbartTap,
6aFgapnamanap MeH apxmBTiK MaTepuangap HerisiHae TanaaHabl. 3epmmey Homuxenepi aTanfaH
pexuccepnepait KongaHFaH Herisri KepKeMAiK CTpaTerMsnapbiH KepceTeai: NCMXONOTUSbIK PEANTU3M,
Casicu anneropms, NOCTApaManblk 4EKOHCTPYKLMS XXoHEe MHTEPAKTUBTI BepbaTnM aaictepi. XXahaHablk,
TeaTpAblK YPAICTEPAiH acepiHe KapaMacTaH, KasakcTaHaasbl KovibinbiMaap Lekcnup MaTiHiH yATTbIK,
MO3TMKA, TiN )XKaHE CMMBOMKANBIK, KyMenep apKblabl KakTa NanbiMaay apKblibl M3AeHM AepbecTiriH
cakTan otblp. byn 3epTTey Hatwxenepi xxahaHablk Lekcnup kabbingayblH Tangayfa, yHUBEPCUTETTIK
TeaTp 6aFnapnamanapbiH 6aibiTyFa XaHe TeaTpTaHy MEH M3LEHUET TEOPUACHI CananapbiHAAFb
naHapanblk 3epTTeynepai Konaayra Heriz 6ona anagpbl.

Tyiiin ce30ep: LLekcnup, lamMneT, Tpareaus, pexxmccepiik MHTEpNpeTaLms, TeaTp NpoLeci.

Jaiiekces ywiH: AbeHoBa AceM xoaHe bakbiT Hypneitic. “CaxHanblk aManortap: ¥1bl6puTaHus Teatpbl
[acTypiHiH Kasakcranaarbl «lamnet» nHtepnpetaumsanapbiHa biknanbl (2000-2024 xok.).” Central Asian
Journal of Art Studies, T. 10, N23, 2025, 200-215 6., DOI: 10.47940/cajas.v10i3.1053

Asmopnap KomuazbaHbIH COHFbI HYCKACbIH OKbIN, MAKY/10a0bl #aHe Myddesnep KallblbIFbl HOK
eKkeHOi2iH ManiMOeloi.
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Acem A6enoBa, BakbiT Hypneuc

Kasaxckasi HalnoHasbHast akajeMust uckyccTB nmenn Temup6eka YKyprenosa (Anvater, Kazaxcran)

CLUEHMYECKUE OUANOTU: BNIUAHUE BPUTAHCKOW TEATPAJIbHOM TPAOULUU HA
MHTEPMNPETALUU «TAMJIETA» B KASAXCTAHE (2000-2024)

AHHOTaums. Hactoswwas craTbs NPOA0MKAET CPABHUTENBHOE UCCIEA0BAHME CLEHNYECKMUX
WHTEpNpeTauumii Tpareauu «famnets» Yunbama LLekcnvpa n aHanusmMpyeTt MexXKYbTypHbIA auanor
mexay Teatpamu Benukobputanuun u KasaxcraHa B nepuog ¢ 2000 no 2024 rog. Lless nccnenoBaHus
— BbISIBUTb XY[,0XKECTBEHHbIE CBSA3MU U KOHLEMNTyaslbHble Mapanneny Mexay 6puTaHcKuMu u
Ka3aXCTaHCKMMM PEXMCCEPCKMMM NOAXOAAMM, @ TaKXKe NPOAHANM3MPOBATb HOBbIE TPAKTOBKM «famneTay,
MeToAbl aKTEPCKOWM MOArOTOBKM U CO3AaHMe CLieHMYeckux 06pa3oB. K 3adayam oTHOCSATCS OTCexXnBaHue
3BOMIOLMM CLEHMYECKUX HOPM B 06enX TpaamLumsx, aHanms GunocodCcKoro 1 KynbTypHOro KOHTEKCTa,
3a/10)KEHHOTO B PEXMUCCEPCKME KOHLIEMLMM, U NPOBELEHNE CPABHUTENBHOMO aHANIM3a BU3YabHOMO A3blKa
W cTpaTernii nepesoaa. Memoooso2us UccnenoBaHWs ONMPAETCs Ha CPAaBHUTENbHbIN, repMeHeBTUYECKUIA
U KYNbTYPHO-KPUTUYECKMIA MOAXOAbI, @ TAKXKE HA MHCTPYMEHTbI CLLEHWMYECKOTO M BU3YaNbHOMO aHaU3a.
B dokyce HaxopaTcs wecTb noctaHOoBOK «famneTa»: Tpu B Koponesckom HauumoHanbHOM TeaTpe
Benukobputanum — B noctaHoBke [xoHa Kapgaa (2000), Hukonaca XavitHepa (2010) u JluHacm TépHep
(2015); n Tpn B KazaxcraHe - B Teatpe umMeHun M. AyazoBa (pex. FOpuii XaHuHra-bekHasap, 2004), B
PecnybnnkaHckoM HemMeLkoM ApamaTuyeckom Teatpe (pex. xedd Yépu, Benukobputanus, 2016),
1 B Teatpe ARTULLIOK (pex. lanuHa MesiHoBa, 2018). BpuTaHCKMe NOCTAaHOBKM aHAIM3MPOBAUCh Ha
OCHOBE BMAEO03aNUCel, TeaTpanbHbIX peLeH3nii u nybnaunkaumii B The Guardian, Theatre Record u apyrux
MCTOYHMKAX. Ka3axcTaHCKMe cnekTakam usyyanucb Yepes HenoCpeacTBEHHbIM MPOCMOTP, UHTEPBbIO,
TeaTpasbHble MPOrpaMMmbl, eYaTHbIE U apXMBHbIE MaTepuansbl. Pe3ysiemamesl UCCNER0BAHUS BbISBISHOT
K/It0YEBbIE XYL0XECTBEHHbIE CTPATErMUM: MCUXONOTMYECKMI peanun3m, NONUTUYECKYH aNIEropuLD,
MoCTAPaMaTUYECKYH AEKOHCTPYKLMIO U MHTEPAKTUBHbIE BepbaTUM-(popMaThbl. HecMoTpsi Ha BAusHME
rno6anbHbIX TeATPabHbIX TEHAEHLMI, Ka3aXCTaHCKME NOCTAHOBKM COXPAHSIOT KY/IbTYPHYH aBTOHOMMUIO,
NepeocMbICNg LEKCNMPOBCKMIA TEKCT CKBO3b MPU3MY HALMOHANbHOM MO3TUKM, 93bIKa M CUMBOIMYECKUX
cucteM. MonyyeHHble pe3ynbTaTbl MOryT ObITb MCMOMB30BaHbI B AdNbHENLIEM MCCAef0BaHMM 06anbHOro
BocnpusaTtusa LLlekcnupa, B pazpaboTke YHUBEPCUTETCKUX TeaTpasibHbIX KYPCOB U B MOCTUXEHUM
MEXAUCLMUMIMHAPHBIX CBS3EM MeX Ay TeaTpOBeLEHUEM U KY/IbTYPHOM TEOPUEN.

Knioyesewie cnoea: Lexkcnup, lamneT, Tpareams, pexxmccépckas MHTepnpeTaLms, TeaTpanbHbIi npoLecc.

Ana yumupoearus: AbeHosa, AceM 1 bakbiT Hypneuc. “CueHnyeckue amanoru: BamsHue 6putaHckoi
TeaTpasibHOW TpaauLMK Ha UHTepnpeTauun lfamneta B KasaxctaHe (2000-2024).” Central Asian Journal of
Art Studies, . 10, N23, 2025, c. 200-215, DOI: 10.47940/cajas.v10i3.1053

Asmopel npoyumanu u 0006puu OKOHYAMeNbHbIL 8apuaHmM pyKonucu u 3ase5t0m ob omcymcmasu
UKOH(IUKMAa UHMepecos.
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