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Abstract. The article examines the pearl of Kazakh classical oral literature - the lyric-epic poem «Kyz
Zhibek», first staged on the Kazakh stage in 1934. It highlights the history of its stage interpretations
to the present day, including a deep fundamental analysis of the individual characteristics of actors
and directors. The development and history of the lyric-epic work are investigated. As research
methods, a list of “Kyz Zhibek” theatrical productions was compiled, as well as a chronological
comparative analysis of the performances for each year. The article examines the history of writing
and the style of works by specialists who adapted it into drama, opera, and libretto, particularly

the dramatic productions by Evgeny Brusilovsky and Gabit Musirepov, as well as ballet and opera
versions, which are subjected to in-depth scientific comparative analysis. In the period from 2017 to
2023, special attention was paid to modern stage productions presented in independent theaters

of Kazakhstan, their role and artistic significance in the renewal of national culture. The authors
focus on the innovative representation of the image of “Kyz Zhibek” and describe the process of its
reinterpretation in modern cultural and artistic discourse. The set design of the play, the dramatic
structure, and choreographic solutions give this epic work a new artistic content. Special attention

is paid to the interpretation of the Kyz Zhibek aria performed by Bibigul Tolegenova, as well as the
synthesis of stage movement and plasticity. The performance, based on the lyrical epic poem “Kyz
Zhibek” by Zhusipbek Shaikhislamuly, was subjected to an in-depth analysis. The research was based
on the works of Russian theater and art critics such as Gulnara Dzhumaseitova, Dauren Abirov, and
Bulat Ayukhanov.



The work “Kyz Zhibek” retains its relevance and artistic power in the history of Kazakh classical
art for decades and has become an important example of the interpretation of epic heritage from
a director’s and stage point of view. The results of the study demonstrate narrative and artistic
innovations in modern Kazakh stage art. The study invites an international art historian reader to
evaluate the creative view of the directors, production designers and actors who staged the play “Kyz
Zhibek”, and presents new content and images in the interpretation of the Kazakh Lyrical epic. The
scientific study of various approaches to the scenic interpretation of the national heritage opens the
way to a deeper understanding of the development of the Kazakh theater.
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Introduction

yz Zhibek, as a poetic chronicle of
Kove and honor transmitted through
generations, continues to capture
the attention of audiences and critics
alike, maintaining its relevance on the
contemporary stage. The commemoration
of Kazakh women through historical
accounts, monuments, and memorial
practices demonstrates the pragmatic role
of public memorials in reinforcing officially
sanctioned gender roles in public space
(Rees 445). One of the most significant
examples of Kazakh classical literature —
the lyrical-epic poem (a genre combining
epic narrative and lyrical expression) that
for centuries has been preserved as a poetic
chronicle of love and honor. Kyz Zhibek
— is a spiritual and cultural phenomenon
that has had a profound influence on the
development of national theatre, music,
and choreography. This article discusses
the significance of the libretto “Kyz
Zhibek” by playwright Gabit Musirepov
in the development of Kazakh theater art.
The new staging models of performances
that have appeared on the theater stage
over the years are analyzed in terms of

scenographic, musical, and choreographic
interpretations.

The interplay of music, scenography,
dramaturgy, and choreography in the
performance creates an artistic unity that
reveals the aesthetic potentials of national
art. The widespread use of extended
reality (XR) technologies in theater
and performance arts complicates the
understanding and creation of scenography
(Rixon 484). The study places special
emphasis on the performance tradition and
staging decisions in the interpretation of
arias by opera singer Kiilash Béyseitova.
Additionally, the article examines the
cultural representation of the character Kyz
Zhibek over time, focusing on its stagings
in independent Kazakh theaters between
2017 and 2023, as well as the issues of
revitalizing national identity within this
process. The research aims to identify
the transformation process of national art
through contemporary stage productions of
Kyz Zhibek.

Methods

The primary material for this study is

the play Kyz Zhibek by Evgeny Brusilovsky,
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which has remained relevant for many years
and is recognized as a landmark event in
the history of Kazakh classical literature
and theater. This production serves as an
exemplary model of staging the Kazakh
epic on stage, where directorial vision and
scenographic decisions vividly reflect the
richness of national culture and artistic
traditions.

The research methodology is based on a
systemic approach, incorporating analysis
of directorial concepts, scenographic
solutions, and a comprehensive
examination of the dramaturgical structure
of the performance. Special attention
is given to the interaction between the
director’s vision and the artistic design,
identifying contemporary methods of
reinterpreting epic material in modern
theater.

The Kyz Zhibek production is directly
dependent on the creative approaches of the
director and set designer, allowing for the
introduction of new content and imagery
in the interpretation of the Kazakh epic. A
scholarly investigation of various staging
concepts for national heritage opens
pathways to a deeper understanding of the
development trends in Kazakh theater.

On November 7, 1934, the official
premiere of the Kyz Zhibek opera took
place at the Abai Kazakh State Opera and
Ballet Theater in Almaty. This historic
event marked an important stage in the
formation of Kazakh professional opera.
The lyric-epic poem and epic Kyz Zhibek
by Yusupbek Shaykhislamuly were brought
to life anew in stage language, enhancing
their relevance within the national cultural
space.

As the research object, Kyz Zhibek
performances staged in various theaters
over 30 years after the 1971 premiere of E.
Brusilovsky’s ballet were analyzed.

Discussion

Folkloric epic poems hold a special
place in the spiritual heritage of any

nation. They are regarded as cultural and
cognitive values that transmit a people’s
historical consciousness, worldview,
lifestyle, traditions, and customs to future
generations. The epic heritage preserved in
Kazakh oral literature—particularly heroic
epics and lyric-epic works—constitutes
an inseparable part of the artistic system
that defines national identity. While heroic
epics emphasize themes of defending the
homeland, bravery, and honor, lyric-epic
poems depict everyday life, love, social
relationships, and the inner emotional
world of individuals. (Epic narratives in
Kazakh culture, such as batyr jyr, serve

as guardians of historical memory and
social ideals, whereas lyrical-epic poems —
mahabbat jyr — focus on personal feelings,
love, and the tragic fate of the heroes. ‘Kyz
Zhibek’ belongs to the latter category,
combining narrative structure with
profound lyrical content.)

Epic poems such as Kobylandy,
Alpamys, Kozy Korpesh — Bayan Sulu,
Aiman — Sholpan, and Kyz Zhibek, which
have been orally transmitted across the
vast territories of the Kazakh people from
generation to generation, constitute the
golden treasury of the epic genre. All these
works are founded upon moral ideals and
evoke a deep interest in the traditions,
customs, and ethnic characteristics
embedded in the material and spiritual
life of the Kazakh people (Vostrov et al.
82), and are regarded as cultural heritage
(Reichl 45). Various versions of these
works showcase the diversity of folk poetics
and oral art. Among them, the lyric-epic
poem Kyz Zhibek stands out for its artistic
structure, poetic imagery, and richness
of content. This work reflects the Kazakh
worldview through its portrayal of concepts
of love, notions related to the upbringing of
girls, social environments, and models of
personal behavior.

The lyric-epic poem (distinct from
epic narrative, which focuses on collective
memory and social values, whereas the
lyrical-epic emphasizes personal emotions



and destiny) Kyz Zhibek is considered one
of the highest artistic and ideologically rich
works in Kazakh folklore. In literary studies,
it has been proven that the poem is not a
legend but a work based on real-life events
and historical figures. The poem artistically
portrays Kazakh customs, lifestyle, national
consciousness, and themes of heroism and
conscience. Through the love story between
the main characters, Kyz Zhibek and
Tolegen, the poem reflects the moral values
and ethical principles of the people.

One of the earliest versions of the
Kyz Zhibek poem was recorded from the
narration of Musabay Zhirauly, who lived
in the 17th century. This version was
first transcribed onto paper by Evgeny
Alexandrov. Later, in the 19th century,
the Tatar teacher Fatykh Tukhvatulin
recorded and published a version from the
Zaisan region. Yusufbek Shaykhislamuly
also submitted the poem for publication
several times in Kazan. In 1927, Yusufbek
mentioned in a meeting with academician
Mukhtar Auezov that he had recorded
the poem from a zhirauly in Akshamshi
(History of Kazakh Literature 194).

The artistic power of the Kyz Zhibek
poem contributed not only to its widespread
presence within the folkloric genre but
also to its prominent representation in
professional theater and musical stage
arts. In the development of scenography in
Kazakhstan, the opera Kyz Zhibek holds
a special place. This production became a
milestone in the development of national
scenography and directing.

In 1936, during the first Decade of
Kazakh Literature and Art held in Moscow,
this drama was staged and received high
acclaim from audiences. The role of Kyz
Zhibek was performed by the famous opera
singer and renowned Kazakh nightingale,
Kiilash Bayseitova (Sygay, Akhmetova 25).

In 1936, the Decade of Kazakh
Literature and Art held in Moscow became
one of the significant historical moments
that stimulated the development of national
stage art. During this period, Kiildsh

Bayseitova, who performed the role of
Zhibek in the Kyz Zhibek opera, captivated
the audience with her mastery and won
a special place in the hearts of viewers.
Following this performance, she earned
the unofficial title “Kazakh Nightingale”
and became a symbol of national opera
art. Despite living only 45 years, K.
Bayseitova’s name has become ingrained
in the spiritual memory of the Kazakh
people and leit an indelible mark on cultural
history (Sygay, Akhmetova 42).

A significant contribution to the stage
success of the Kyz Zhibek production
was made by Jumad Shanina, one of
the founders of Kazakh theater art. He
worked with great responsibility in shaping
the scenographic, musical, and acting
components of the performance. Shanina
paid meticulous attention to every detail of
the stage, including mise-en-scene and the
system of images, enhancing the artistic
quality of the work.

Results

The study’s findings demonstrated that a
harmonious fusion of traditional Kazakh
cultural elements and contemporary stage
technologies forms the scenographic
solutions in the Kyz Zhibek ballet. Through
skillful use of spatial design and color
schemes, a profound emotional atmosphere
is created that vividly expresses the inner
world of the characters. The dynamic
interplay between light and shadow
enhances dramatic tension and intensifies
the audience’s emotional experience.

The traditional narrative core of the
plot remains intact while fostering the
emergence of a new stage atmosphere.
In this context, scenographic projections,
mobile sets, and lighting solutions generate
a cinematic effect that allows viewers to
immerse themselves in the artistic space
of the Kazakh epic. Such approaches
link traditional cultural codes with
contemporary artistic discourse, outlining
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new developmental prospects for national
stage art.

The interplay of musical, choreographic,
and scenographic elements serves as the
foundation for creating a unified artistic
image in the production. Composer Evgeny
Brusilovsky’s musical score intensifies
the emotional load and facilitates deep
immersion into the characters’ world.
Arrangements and musical themes based
on Kazakh national melodies adapt the epic
content to modern stage language. These
approaches play a crucial role in shaping
the audience’s emotional and aesthetic
reception of the Kyz Zhibek poem’s stage
representation (Tabacki 119).

The choreographic solutions developed
by Bolat Ayukhanov make a significant
contribution to revealing the psychological
portraits of the characters. The dance
elements play a crucial role in conveying
their internal tensions and emotional
states. By synthesizing traditional Kazakh
dance movements, the stage scenes gain
authenticity and emotional depth. The
interactions between dancers on stage
provide momentum to the dramaturgical
structure of the production and enhance its
artistic expression.

Additionally, attention was paid to the
stage revival of the Kyz Zhibek ballet,
which serves as the object of this study.
The ballet of the same name by Yevgeny
Brusilovsky, premiered in 1971, was not
long retained in the theater repertoire aiter
its initial performance. According to art
historian LySarinova, the one-sidedness of
the plot structure and the weak portrayal
of antagonistic forces became the work’s
weaknesses, leading to its removal from the
stage (Sarinova 64).

Recent interpretations have aimed to
improve artistic quality in this respect. The
professional experience of director Aktoty
Rayimkulova, choreographer Georgiy
Kovtun, and international creative teams
invited from Ukraine and Russia played an
important role in the stage renewal of the
ballet. The new production offered a model

Figure 1. People’s Artist of the USSR Bibigul
Tulegenova as Zhibek in the opera Kyz Zhibek
by Y.Brusilovsky. Stage of the Abai Kazakh
Academic Opera and Ballet Theatre, 1974. Archival
photograph.

for approaching the stage interpretation
of national heritage with a contemporary
aesthetic perspective.

On the stage of the Abai Kazakh
Academic Opera and Ballet Theater,
the prominent representative of Kazakh
musical art, People’s Artist of the USSR
Bibigul Tolegenova performed the role of
Kyz Zhibek in the opera “Kyz Zhibek” by
the composer Yevgeny Brusilovsky. (see
Fig. 1). Her vocal interpretation, especially
the “Gakku” which became the artistic
pinnacle of the production, was highly
praised by audiences and critics alike. This
aria became an artistic hallmark of Bibigul
Tulegenova’s stage persona during that
period and secured its place as a vocal
masterpiece in the national opera repertoire
(Sputnik Kazakhstan).

The staging of the Kyz Zhibek opera
not only contributed to the development
of musical dramaturgy, stage culture, and
acting performance but also represented
a major creative achievement that
defined the trajectory of Kazakh classical
art. Such artistic accomplishments
were harmoniously combined with
the production’s scenography and
dramaturgical composition.

Various stage versions of Yusupbek
Shaykhislamuly’s Kyz Zhibek poem
(opera, ballet, drama) have retained their
relevance in the 21st century. The premiere



held on February 10, 2017, at the Astana
Opera Theatre elevated the modern
interpretation of the work to a new level.
Through Gabit Musirepov’s dramaturgical
version, Yevgeny Brusilovsky’s opera, and
Bylat Ayukhanov’s ballet production, Kyz
Zhibek was enriched not only musically
but also through new artistic solutions

in scenography, choreography, and
dramaturgy.

These productions preserved the
profound meaning and artistic nature of
the Kazakh epic while offering information
about the director, designer, and year of
performance. Additionally, they presented
the work anew through contemporary
stage techniques. In Bolat Ayukhanov’s
ballet interpretation, the character of
Zhibek was revealed to the audience from
a completely new perspective, serving
as a successful example of introducing
contemporary artistic language into
national choreography. Based on the data
considered in the article, Table 1, compiled
by the author, systematizes the various
interpretations of Kyz Zhibek across
different years and theater stages. Table
2 provides information on the director,
designer, and year of the Kyz Zhibek
production premiered in various cinemas.

In the present period, active efforts
are underway to revive, condense, and
reinterpret classical Kazakh literature
and epic works on the theatrical stage,
making them accessible and engaging for
contemporary audiences. One such creative
collective is the Youth Theatre in Astana.
Recently, this theatre premiered a musical
Kyz Zhibek based on Gabit Musirepov’s
epic. The director, Nurkanat Zhakypbai,
an honored cultural worker of Kazakhstan,
emphasized that staging the performance
as a new interpretation was the result
of comprehensive research and creative
exploration.

Relying on the epic text, the director
selected only the main plotline of Zhibek
and Tolegen’s destinies. On stage,
the characters of Zhibek, Tolegen,

Bekejan, Duria, Shege, and several

others representing youth appeared. The
performance placed the lovers’ story at the
forefront, highlighting the theme of love. In
this case, integrity and coherence function
as fundamental and constructive features of
the artistic text, constituting its substantive
and structural essence (Baybekova et al.
88).

Nurkanat Zhakypbai provided each
actor with an individual interpretation
and constructed the performance
through contemporary stylization. This
demonstrates the director’s thorough study
of the work and the harmonious integration
of stage space and musical rhythm. The
concept of the performance was clearly
expressed through vocal composition,
dance, singing, acting, scenographic
conventions, and effective mise-en-scéne
solutions, making the staging notably
distinctive in its choreographic-based
directorial signature. Particular attention
was paid to the seamless compositional
continuity between consecutive stage
actions.

Musically, the production utilized the
famous aria «Gakku» and the phrase
«Zhana ai zharlyka, eski ai esirke» from
E.G. Brusilovsky’s Kyz Zhibek opera as
leitmotifs. The musical arrangement,
developed by Yerbolat Kudaibergen
and Zhandaulet Batai, presented these
themes to the audience in a rock style
that preserved traditional national motifs
alongside contemporary melodies.

Set designer Erlan Tuyakov made a
notable contribution to the scenography.
His creative decisions were evident from
the moment the curtain rose. The director
and designer’s shared vision materialized
in a nearly five-meter-long prop structure
resembling a large boat, composed of
three parts. This apparatus served various
functions throughout the performance,
defining characters’ images and allowing
actors freedom of movement on stage.

[t immediately captured the audience’s
attention and was highly praised as a
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Table 1. Chronology and theatrical geography of stage interpretations of Kyz Zhibek

from 2019 to 2023

N2 | Theatre Title of the | Director Choreographer | Set Designer Year of
Production Staging
1 | Astana Opera Kyz Zhibek | Mikhail Mukaram Sofya 2017
Pandzhavidze Avakhri Tasmagambetova,
Pavel Dragunov
2 | Zhastar Theatre | Kyz Zhibek | Nurkanat Gulzhan Yerlan Tuyakov 2018
Zhakypbay, Tutkibayeva
Shyrin Mustafina
3 | Abay Kazakh Kyz Zhibek | Mikhail Aigul Tati Sofya 2019
National Opera Pandzhavidze Tasmagambetova,
and Ballet Pavel Dragunov
Theatre
5 | Azerbaijan Kyz Zhibek | Dina Anna Tsoy Ainur Esbolatovna | 2020
Mambetov State Zhumabayeva
Drama and
Comedy Theatre
6 | Kalibek Kyz Zhibek [ Alibek Gulzhan Shynar 2023
Kuanyshbayev Omirbekuly Tutkibayeva Elembayeva
State Kazakh
National Musical
Drama Theatre

Table 2. Key details of the Kyz Zhibek performance staged in various cinemas in 1972

N2 | Cinema Title of the Director Production Year of Premiere
Production Designer
1 Tselinny Cinema Kyz Zhibek Sultan-Akhmet Gulfairus 1972
Khodzhiikov Ismailova

meaningful decoration that brought
catharsis to the human spirit through stage
effects.

Choreographer Shyryn Mustafina
skillfully incorporated traditional Kazakh
dances, enriching the director’s and
designer’s artistic ideas and enhancing the
overall aesthetic atmosphere. Individual
and group stage solutions aligned with
the magams of national dances increased
the composition’s coherence and
expressiveress.

In the exposition, the role of Kyz Zhibek
was performed by Nazerke Serikbolova,
who danced the Karazhorga with her female
companions, executing thousand-twists
with expressive style. The harmonious
ensemble and musical rhythm impressed
the audience. However, while Serikbolova’s

portrayal of Zhibek tenderness, further
work on expressing the character’s inner
emotions would be beneficial. Focusing
more on acting skills, beyond appearance
and vocal performance, would enhance her
role.

The play continues its life, evoking a
deep emotional reaction from the audience.
In the film “Kyz Zhibek,” based on Gabit
Musirepov’s screenplay, the role of the
main character, played by Meruyert
Utekisheva, gained special significance.
The actress vividly portrayed the image of
Zhibek, showcasing the beauty of Kazakh
women. This film remains a work that
successfully conveys the theme of love to
the audience.

At the same time, the performance
emphasizes the values of patriotism while



In 2019, the opera “Kyz Zhibek” at
the “Astana Opera” theater significantly
differed from its initial debut performances.
The production utilized modern 3D
technologies portraying the four seasons
for the audience, expanding the artistic
possibilities of the theater stage. (Figures
3, 4). The decorations were developed by
the theatre’s Italian partners; each detail
was crafted to correspond stylistically
to the historical period and organically
integrated into the architectural

Figure 2. Meruert Otekesheva, a Soviet and Kazakh

cinema and theater actress, at the moment she environment. Contemporary spatial and
played the role of Zhibek in the film «Qyz Zhibek» urban elements, including towers and brick -
shot in 1972. walls, were presented in a monotonous yet S
impressive manner. For instance, plastic ¥
celebrating the spirit of heroism, loyalty in bricks appeared realistic from a distance, a
friendship and love. Additionally, the deep enhancing the stage’s visual perception. é
philosophical ideas of a person’s right to The joint work of scenographers Sofia 2
personal happiness and free emotions are Tasmagambetova and Pavel Dragunov 2
conveyed to the audience in a compelling ensured the production’s integrity. Their ;
manner (Kazakh Romantic Epic 439). costume designs featured traditional =
The scenographic solutions in the Kyz patterns, with nearly three hundred and fifty S
Zhibek opera and ballet stand out for their costumes adorned with hand-sewn beads
exceptional simplicity and clarity. The (astanaopera.kz).
harmony between the decorations and Two distinct costumes were prepared
costumes is constructed on an artistic for the main role portraying Kyz Zhibek.

prism that vividly reflects the national
character on stage. This tandem work,
combining the creative collaboration of
the scenographer and choreographer,
successfully conveys the Kazakh word
with an epic voice and achieves harmony
through the flexibility of dance language.
The unity of scenography is expressed
through a palette of national colors,
with costumes expressively conveying
the characters’ inner world, genuine
emotions, and interpersonal relationships
(Mosienko 126). Decorations, based on
straightiorward simplicity, were created
according to sketches corresponding to the
historical period, and minimalist design
elements predominate in the production.
For example, the symbolic image of
swans represents the emotional transition
between light and darkness, while the
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image of Zhibek metaphorically stages production performed in 2019 at the Astana Opera
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The hero’s attire expresses her character
traits clearly through its color scheme.
The geometric patterns on the shapan
(traditional cloak) signify Zhibek’s strong-
willed and determined personality, while
the soft embroidery on the dress beneath
the chest piece conveys the delicate and
sensitive nature of the young woman.
Decorative elements of the costume include
artificial stones and natural jewelry made
from sea pearls.

The “Bridal Outfit” in the play gained
a special significance. This outfit, depicted
through the traditional white and red
colors of the Kazakh ceremonial attraction
ritual, leaves a symbolic meaning for the
audience. The scenographic solution
distinguished by the pearl and coral hues
embodies the purity of the young woman’s
soul and the reflection of unfulfilled hopes.
The main features of the costume include
the embroidered patterns with stones
and beads on the lace skirt, as well as the
striking silver ornaments. (Abenova).

On October 24—25, 2023, a new
staging of this work was performed at the
K. Kuanyshbayev State Drama Theatre.
The adaptation’s authors are Miras Abil
and Lazzat Alpysbayeva, and the director is
Alibek Omirbekuly. Presented in the genre
of dramatic opera, the production features
music by composer Evgeny Brusilovsky.
The performance lasts approximately three
hours and is built upon continuous and
engaging events.

At the beginning of the performance,
the image of Bazarbai appears on stage,
with actor Nurken Oteuilov bringing
nine white cradles to the front stage. In
Kazakh culture, the cradle symbolizes the
purity, health, and safety of the child and is
treasured as a cultural emblem. The cradle
wishes the child a long and prosperous life
and, consistent with nomadic customs, can
be conveniently placed on a camel or cart,
emphasizing the importance of this national
tradition.

Throughout the performance, the
stage space is presented with a unique

directorial and scenographic approach.
During the exposition, actor Nurken
Oteuilov, portraying Bazarbai, sequentially
carries nine white cradles to the left side
of the stage (see Figure 5), sharing tragic
memories associated with each. Each
cradle symbolizes the fate of a newborn and
their premature departure from this world,
leaving a profound emotional impression
on the audience. This staging choice is
executed with notable artistic innovation,
skillfully conveying tragic content through
the language of the stage. The harmonious
creative collaboration between the director
and scenographer transforms the depiction
of Tolegen’s birth into a poetic and
metaphorical stage image.

The scenes in this depiction beautifully
illustrate the condition of Bazarbai, who
is shrouded in mourning for his 9 children
that he buried after their birth, including
Tolegen, Sansyzbai, and Karylgash
mentioned in the song.

Figure 5. Stage performance of actor Nurken
Oteuilov portraying the character of Bazarbay in the
production

In the stage design, the actors wear
uniform white costumes, ensuring
compositional unity. The color white was
chosen as a symbol of purity, hope, and
innocence, enhancing the aesthetic impact
of the performance.

Director Alibek Omirbekuly’s creative
decisions fully align with the innovative
demands of contemporary theatrical
direction. By integrating traditional staging
methods with modern artistic tools, he
presented a new level of interpretive



approach. Previously recognized for his
avant-garde directorial style through
productions such as The Rooster in
Shymkent and Don Quixote at the K.
Kuanyshbayev State Academic Kazakh
Musical Drama Theatre, the director once
again effectively utilized experimental
techniques to exploit theatrical space.
One of Kyz Zhibek’s notable
achievements is its use of decoration—
both spatial and costume design.
Observing Omirbekuly’s work reveals his
particular attention to stage decoration and
costumes in his productions. This careful
craftsmanship is evident in collaboration
with scenographer Shynar Elembaeva,
as both invested equal effort in the visual
aspect of the production. The white world
on stage, the open spatial freedom and
metaphors, minimalism in the setting,
the stylistic solutions of the costumes
worn by the actors, and their symbolic
undertones—all are clearly perceptible
(Zhumabay).

Figure 6. Stage performance of the dramatic
opera Kyz Zhibek presented in 2023 at the K.
Kuanyshbayev State Academic Kazakh Musical
Drama Theatre

The lyrical-epic poem Kyz Zhibek by
Yusipbek Shaykhislamuly was staged in
2020 at the A. Mambetov State Drama
and Comedy Theater under the direction
of Dina Zhumabaeva (see Fig. 7). This
production preserved the original narrative
of the epic poem while revitalizing it with
the artistic tools of contemporary theater.
In this version, the audience experienced
not only the folkloric content but also a

deeper understanding of the inner worlds
of the epic’s characters through stage
movement and acting.

Yusipbek Shaykhislamuly himself noted
that he did not simply copy the poem but
introduced his own artistic additions. About
his version, he wrote:

«At first it spread from me, This Zhibek
became a story. From beginning to end,
it is all incomplete words, Sobbing and
weeping, aching. When it came from me,
those who heard it cried, I want to kiss it
and breathe on it once» (Babalar sozi 84).

Special attention was given to the
choreographic solution in the production.
Choreographer Anna Tsoi deeply revealed
the interrelation between dance and
stage action, prioritizing the expression
of characters’ psycho-emotional states
through plastic movements. Here, the
actors’ inner worlds are woven in the
language of dance, with scenes based
more on movement than on words. This
directorial and choreographic approach

Figure 7. Kyz Zhibek stage production at the
State Drama and Comedy Theatre named after A.
Mambetov, 2020.
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aligns with Konstantin Stanislavski’s
principles of acting mastery: “One must
act on the stage. The foundation of acting
and drama arts is activity and action.”
(Stanislavski)

Through this staging, the poem’s
content entered a new artistic space and
harmonized with contemporary aesthetics.
This stage interpretation offered a renewed
perspective on the Kazakh epic, allowing
its artistic potential to be communicated
aesthetically to a modern audience.

Basic Provisions

+ The lyrical-epic poem Kyz Zhibek is a
significant artistic work that reflects the
spiritual essence and national code of the
Kazakh people, offering broad opportunities
for stage interpretations.

+ At every historical stage, theatre
directors and scenographers have
attempted to harmonize traditional folklore
with contemporary stage technologies
in adapting Kyz Zhibek for theatrical
performance.

* The harmony between scenography,
musical accompaniment, and choreography
contributes to a deeper artistic and
ideological interpretation of the epic.

* In modern productions (e.g.,

Astana Opera, Kalibek Kuanyshbayev
Theatre, Zhastar Theatre), directorial and
scenographic choices reflect a synthesis
of national motifs and innovative artistic
approaches.

* Revitalizing the epic heritage through
stage art enhances the artistic potential
of Kazakh theatre and culture within the
global space.

Conclusion

Folkloric heritage serves as an essential
foundation for theatre and dramatic arts.
Kazakh epics preserve the spiritual and
cultural code of the nation by embodying

legends, traditions, and admiration for
heroic figures. These epics not only
celebrate pure love but also express the
ideas of individual freedom and the right
to love through the characters’ words and
actions.

The characters in Kyz Zhibek signify
a new direction in Kazakh folklore—one
that emphasizes sincere and conscious
love. However, the pursuit of this love and
its resolution varies in each interpretation.
Since the foundation of professional
theatre and the arts in Kazakhstan, cultural
figures have drawn on romantic epics to
create drama, ballet, opera, and later, film
adaptations.

In the context of globalization and
multicultural environments, preserving and
developing national epic heritage becomes
increasingly important. This process is a
prerequisite for national self-identity and
cultural recognition. Hence, directors,
scenographers, and choreographers must
continue exploring innovative solutions for
national stage productions. These should
go beyond thematic boundaries and strive
for visual coherence, plastic expression,
symphonic structure, and clear dramaturgy.

This research emphasizes the need
to reassess the epic narrative not just as
dramatic plot, but as a broader spiritual
and cultural space by reviving ancient
wisdom and maintaining artistic depth and
emotional subtlety.

The findings show that Kyz Zhibek and
its stage interpretations represent a crucial
avenue for exploring Kazakh spiritual and
cultural identity. Future studies should
focus on scenography and choreography
interplay, and on uncovering the national
and artistic identity of the Kazakh woman
through the image of Kyz Zhibek within
gender and national identity frameworks.
Advancing these directions will expand
the scope of national theatre studies
and contribute to a deeper scientific
understanding of Kazakh folklore and
classical stage art.
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CLEHUYECKUE UHTEPMPETAL MU NMO3Mbl «Kbl3 XXMBEK»: XYO,0XXECTBEHHAS
TPAHCOOPMALMA B APAMATYPITMWU, BANIETE U ONEPE

AHHOTaums. B cTaTbe paccMaTpuBaETCS JKEMUYXKMHA Ka3aXCKOW KNACCUYECKOM YCTHOM NUTepaTypbl
- NIMpo-3nuyeckast noamMa «Kbi3 Xubek», kotopas 6bis1a BepBble NOCTaBMEHA HA Ka3aXCKYH CLIEHY B
1934 rony, U OCBELLAETCS UCTOPUS €€ CLEHUYECKUX MHTEPMNPETALMIA 1O CETOAHSILUHErO AHS, BK/OYas
WHAMBUAYaNbHble 0COBEHHOCTU aKTEPOB U PEXUCCEPOB B FYyH6OKOM QyHAAMEHTANIbHOM aHaNM3e.
MccnenoBaHo pa3BUTHUE U UCTOPUSI MPOUCXOXKAEHUS IMPO-3NUYECKOro Npou3BeseHus. B kauectse
Memodos uccnefoBaHus 6bln COCTAaBNEH CMMCOK TeaTpasibHbIX NOCTaHOBOK «Kbi3 XXnbek», u nposeseH
XPOHONOTMYECKMI CPAaBHUTENbHBIV aHaNu3 CrekTakiel 3a Kaxabli rof. Paccmatpusaetcs uctopus
HanNWCaHWUs U CTU/b MPOM3BEAEHMI CMELLMANMCTOB, aAaNTMPOBABLUMX ET0 B ApaMmy, onepy, InbpeTTo,
B YaCTHOCTU: ApaMaTMyeckas noctaHoBka EBreHus bpycunosckoro u [abuta MycupenoBa, a Takxe
6aneTHble U onepaHble BEPCUM, KOTOPbIE NMOABEPralOTCs FY6OKOMY HayYHOMY CPAaBHUTENILHOMY aHaNu3y.
B nepuropn ¢ 2017 no 2023 roabl ocoboe BHUMaHKWeE ObiNo yaeneHo COBPEMEHHBIM CLEHUYECKUM
MOCTaHOBKAM, NPEACTaBNEHHbIM B HE3aBUCMMbIX TeaTpax KasaxcraHa, Ux posiu U XyL0XKeCTBEHHOMY
3HAYEHWIO B 0OHOBNEHWUM HALMOHANBHOM KyNbTypbl. ABTOPbI OCTaHABAMBAOTCA HA MHHOBALMOHHOW
penpe3eHTaumm obpasa «Kbi3 XXubek» 1 onucbiBaKOT MPOLLECC €70 NEPEOCMBIC/IEHUS B COBPEMEHHOM
KY/JIbTYPHO-XYA0XECTBEHHOM Auckypce. CueHorpadus cnekTakis, 4paMaTypruyeckas CTpykTypa u
xopeorpaduyeckue peleHns NpUAAT 3TOM 3NUYECKO paboTe HOBOE XYA0XECTBEHHOE COAEPXKAHME.
OcobeHHo BblaenseTcs uHtepnpetaums apum Koiz XXubek, ucnonHsemoit buburyns TynereHoBa, U cMHTE3
CLLEHMYECKOTr0 ABMXKEHUS U MIACTUKU. CNeKTakab, OCHOBAHHbIM Ha MPO-3MMYeckoi noame Xycunbeka
LaixucnamoBa «Kbi3 XXnbek», nofBeprHyT rybokoMy aHanusy. B uccnefoBaHum B Ka4ecTBe OCHOBbI
ObI/IM UCMOIb30BaHbI PabOThl OTEYECTBEHHBIX TEATPOBELOB M UCKYCCTBOBEA0B, TakMX Kak [ynbHapa
XymaceutoBa, laypeH Abrpos u bynat AtoxaHoB.

Mpowuzeenerune «Kbi3 XXnbeK» COXpaHSET CBOK aKTyaNnbHOCTb U XYA0XECTBEHHYIO CUIY B
UCTOPUM Ka3axCKOro KIaCCUYECKOro MCKYCCTBA Ha MPOTSKEHUU AECSTKOB NET U CTAHOBUTCS BAaXKHbIM
NpUMEPOM MHTEPNPETALLUM SMUYECKOTO HACIEAUS C PEXXMUCCEPCKON U CLLEHOrpadnyecKoi TOUKM
3peHus. Pe3ysibmamel UCCNEA0BAHUS AEMOHCTPUPYHOT HAPPATUBHbIE U XYAOXECTBEHHbIE 0OGHOBEHUS
B COBPEMEHHOM Ka3aXCKOM CLLEHMYECKOM UCKyccTBE. MccnepoBaHve npeasiaraeT MexayHapogHoMy
XYL,0XECTBEHHOMY YMTATENIO OLLEHWUTL TBOPYECKUIA B3MISA PEXMCCEPOB, XYA0XKHUKOB-MOCTAaHOBLLMKOB
W aKTEPOB, MOCTaBMBLUMX crnekTak/b «Kbi3 XXnbek», 1 npeacTaBnseT HOBble COAEPXaHUsA U 06pa3bl B
MHTEPMPETaLMM Ka3axcKoro IMpo-3noca. HayyHoe nccnenoBaHne pasanvyHbIX NOAXOA0B K CLEHWUYECKOM
MHTEPMPETaLMM HALMOHAIbHOTO Hacieams OTKPbIBAET NyTb K 6o1ee ryboKoMy NOHWMaHUIO NpoLecca
pa3BUTUS Ka3axcKoro TeaTpa.

Knioyessie cnoea: Kbi3 XXubek, Teatp, cueHorpadus, CLEHUYECKAs MHTEPNPETaLLMs, ApaMaTyprus,
6anert, XxynoxecTeeHHble GopMbl B onepe, TpaHchopmaLms.

Ana yumupoearus: CattbibaeBa Canaa, HapTait EckeHanpos. ‘CLeHMYeckne MHTeprpeTaLmm nosmbl
«KbI3 Xnbek»: xyaoxecrBeHHas TpaHchopMaLus B gpamatypruu, banete u onepe”. Central Asian Journal
of Art Studies, T. 10, N24, 2025, c. 118-133, DOI: 10.47940/cajas.v10i3.1097

Asmopbl npoyumanu u 0006punu 0KOHYamesbHsbIl 8apuUAHM pyKonucu U 3aseagtom 06 omcymcmeu
UKOHMIUKMA UHmMepecos.
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EckenpipoB Hapraii

Kyuour Baiiceiiitoa atbinaarsl Kazak yiattbik eHep yHuBepceureti (Acrana, Kasakeran)

«Kbl3 XXIBEK» MO3MACbIHbIH, CAXHAJIbIK MHTEPMPETALUAJIAPDBI: APAMATYPIUALAFbDI,
BANIETTETI XXoHE ONEPALAFbl KOPKEMAIK TPAHCO®OPMALL NS

AHnpatna. Makanaga Kasak, KnaccuKkasblK, aybl3 aaebMeTiHiH, ayhapbl — «Kpi3 Xibek» nnmpo-

3NMUKanbIK NO3MACbIHbIH 1934 Xblnbl anfall Ka3ak, CaxHaCblHA KOMbIFaHHaH 6actan ByriHri KyHre

[le/iiH 3aMaHayu CaxHanblK UHTEprpeTaLumsnapbl XaH-XaKTbl CaXHanaHy Tapuxbl MeH aKTepnep,
PEXMCCEPAiH 63iHAIK epeKLenikTepiH QyHAAMeHTaNbAi TEPEH Tanaay Herisri MakcaTka anblHabl. JIpo-
3NOCTbIK, LUbIFAPMAHbIH, AaMY 3BOIOLMSACbIMEH LUbIFY TapUXbl 3epTTENreH. 3epTTey adicmepi peTiHae
«KpbiI3 XKibek» KOMbINbIMbIHBIH TeaTpAapAa KOWbIIFaH TisiMi KecTere Tycipinin ap6ip Xblnaapaarbl
CMEeKTaKNbAEPre XPOHONOUSIbIK CaNbICTbIPMasbl Tanaay xacangpl. [lpama, onepa, iubperTora
aviHanablpFaH MaMaHAAPAbIH, )Xa3y TapUMXbIMEH CTUAI HAKTbl aiTKaHAa: EBreHn bpycunoBckuii MeH fabut
MycipenoBTiH apaManbik KOMblIbIMbl, DaneT xaHe onepanbik, HYCKanapbl HEri3iHAE KapacTblpbibIM,
FbIIbIMU CaNbICTbIPManbl TYPFblAad TepeH TanaaHaabl. 2017-2023 xbinaap apanbifbiHAA TYENCi3
KasakcTtaH TeaTpnapblHAA YCbIHbIIFAH 3aMaHayu CaxHasblk, KOMbINbIMAAPFA, 0NapAbIH, YATTbIK,
M3LEHMETTI XaHFbIPTYAaFbl OPHbl MEH KBPKEMAK MaHbI3blHA epeKLUe Ha3ap ayaapbligbl. ABTopiap
«KpI3 XKibek» 6eMHEeCiHiH, MHHOBALMSANbIK, pENPe3eHTaLMACbIHA TOKTabIM, OHbl Ka3ipri MOAEHU-KOPKEM
OMCKYPCTa KanTa OMNacTbIpy yAepiciH cunattanabl. CnekTaknbAiH cueHorpadmscol, ApaMaTyprusiblk,
KYPbI/IbIMbl MEH XOpeorpaduanbIK, WeliMaepi apKpiibl 6y 3NMKanbiK WbIFAPMa XaHa KOPKEM
Ma3MyHMEH TO/bIKKaH. Ocipece, bubiryn TenereHoBaHbIH, OpbiHAAYbIHAAFbI Kbi3 XKibek apUAChIHbIH,
MHTEPMPETaLMSAChl MEH CaXHaNbIK, KMMbIN-MNIACTUKAHbIH, CUHTE3iHE epeKlle Ha3ap ayaapbinmbl. Kycinbek
LLlarixmMcnamynbiHbIH IMPO-3NMKanbIK No3MackiHa HerizgenreH «Kpi3 Xibek» bipbIMEH KOMblIFaH
cnekTak/b TepeH TanaaHfaH. 3eptTeyae lynbHapa XyMmaceliToBa, [IaypeH obipoBs, bynat AtoxaHoB
CUSAKTbI OTaHAbIK TEATPTaHYLbIIAp MEH BHEPTAHYLWbINAPAbIH eHOEeKTepi Heri3 peTiHae anbiHAabI.

«KpbI3 XKibek» WblFapMachl OHAAFaH Xblnaap 60Mbl Ka3ak KNaCcCUKablK 6HEPi TApUXbIHAA ©3EKTiAiri
MeH KepKeMAiK KyaTblH CakTan Kenefi XaHe 3MNuKablK MypaHbl pEXUCCEPNiK XaHE cLeHorpadusabIk,
TYPFblAaH TYCIHAIPYAIH MaHbI3Ab! YATiCiHE aliHanyaa. 3epTTey HITUXKECI 3aMaHayM Ka3ak CaxHacbl
eHepiHAeri HApPaTUBTIK XXaHE KePKEMAIK XXaHapynapabl KepceTesi. 3epTTey XanblKapasblK 6HEPTaHy
oKblpMaHbIHa «Kbi3 XKibek» KOMbINbIMbIH CaXHanafaH pexuccepnep MeH KOHLWbI CypeTwinep,
aKTepNepAiH, WbFapMaLlblblK, KO3KapacblH BaFanan, Kas3ak IMpo-3N0CbiH MHTEPMPeTaLMANayaa XaHa
Ma3MyH MeH 06pa3aapabl TaHbITafbl. YITTblK, MypaHbl CaxHanayAarbl apTypAi TYXKbIpbIMAAPAbI Fbl1bIMU
TYPFblAaH 3epTTey Ka3aK TeaTpbIHbIH, AaMy YPAICiH TEPEH, TYCiHyre Xon awagpl.

Tyiiin ce30ep: «Kbi3 Xibek», Teatp, cueHorpadms, CaxHanblk, MHTEPNPETaLM, ApamaTyprus, baner,
onepagafbl KepkeMaik dopma, TpaHchopmaums.

Cinmeme ywin: CatTibaeBa Canza, EckeHaipoB Haptait. ««Kbi3 Xibek» no3MacbiHbIH, CaXHabIK,
MHTEpMpeTaumsanapsbl: ApaMaTyprusaasbl, 6anerTeri xxaHe onepagafbl KEPKEMAIK TpaHCHOpMaLUS».
Central Asian Journal of Art Studies, 1. 10, N24, 2025, 118-133 6., DOI: 0.47940/cajas.v10i3.1097
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