INNOVATIVE

STRATEGIES OF

THE TURKISTAN
. MUSIC AND
DCIRSS DRAMA THEATER

Sangul Karzhaubayeva',

Ainur Kopbassarova?

' T. K. Zhurgenov Kazakh National Academy of Arts
(Almaty, Kazakhstan)

2 Turkistan Music and Drama Theater
(Turkistan, Kazakhstan)

Abstract. The general theme of the international round table “Innovative and multimedia
research in modern theater art”, organized by the departments of theater studies and scenography
of T. K. Zhurgenov Kazakh National Academy of Arts, the main topic of which was the resonant
premiere of the play Borte by Dulat Issabekov, which raised a wide range of ideas and topical issues.

The purpose of this event was to comprehend the problems of innovations in the Kazakh theater
in the era of digjtal technologies. The discussion was attended by a director of the Turkistan Music
and Drama Theater Ainur Kopbassarova, a stage director Carlo Shakkaluga, prominent theatrical
figures of the republic, directors, heads of regional theaters, actors, set designers, teachers, students
of the academy and the capital's university of arts. The methodology basis in the discussion
of innovative events taking place in the Kazakh theater were empirical, general scientific
and private scientific methods of understanding new approaches in work on a production of a play,
on the example of the performance of Borte. The study underwent cardinal changes in the theater’s
performance and production policy, starting with selection of actors who were invited from different
theaters of Kazakhstan, to introduction of expensive innovative technical stage equipment.
As a result of discussing the problems of introducing innovations in the Kazakh theater, a number
of objective constraining factors were identified, such as obsolete technical equipment and stage
machinery, etc. Particular attention was paid to the issues of profitability of theatrical production,
adaptation methods and operation of specialized technical devices, fundamentally new approaches
in selection of actors for the role. During the discussion of the principles of organizing work
on the release of a new performance, it was noted that leadership of the Turkistan Theater had
successfully introduced new generation technologies in the shortest possible time. Moreover,
a fundamentally new algorithm for operation of the stage part of the theater was developed,
an extraordinary model for managing production workshops of the theater, technical and
technological spectrum of combining innovative methods and techniques in the space of one
performance has been expanded.

Keywords: multimedia scenography, creative industry, innovations in modeling the light space of
a performance, digital technologies, visualization techniques.
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n October 2021, T. K. Zhurgenov

Kazakh National Academy of Arts
hosted an international round table
on the topic “Innovative multimedia
research in contemporary theater art.”
The purpose of this scientific event was
to comprehend a large-scale innovative
event of the current theatrical season —
the premiere of the play Borte by Dulat
[ssabekov, staged on the Turkistan Music
and Drama Theater stage. Prominent
theater figures of Kazakhstan, heads
of regional theaters, directors, actors,
set designers, teachers, doctoral students,
undergraduates, students of the academy
and the capital university of arts were
invited to the discussion in the international
online round table.

The discussion was attended

by Ainur Kopbassarova — a director
of the Turkistan Music and Drama
Theater; Carlo Sciaccaluga — a director
of the play Borte from Italy, Dulat
[ssabekov — an author of the play,
a famous Kazakh playwright; Tungyshpai
Zhamankulov — a State Prize Laureate
of Republic of Kazakhstan, a Chairman
of the Union of Theater Workers
of Kazakhstan; Kabyl Khalykov — a set
designer, a vice-rector for scientific work,
Yelik Nursultan — director, a dean
of the theater faculty, Meruyert
Zhaksylykova — a theater critic, dean
of the faculty of art history; Sangul
Karzhaubayeva — a head of the department
of scenography, Aubakir Rakhimov —
a director, head of acting and directing
department, Anar Erkebay — a theater
expert, a president of the “International
Association of Theater Critics”.
[t pleasantly struck us, and it has to be

emphasized separately that the Italians
generously shared their experience,
they had no secrets from us. Moreover,
they managed to conduct training
master classes not only for the actors,
the production group, but also for all
production departments of the theater.
They developed and drew up detailed
diagrams of decoration structures,
engineering details, and a technical record
of the use of software tools, in which virtual
decorations are replaced with just one click
of a button. We took care of opportunity
to use these innovations not only in one
performance Borte, but also in future
productions of the theater as well. Provided
for the cost-efiective use of LED-screens
and other technical devices, so that
the theater does not incur too large costs.
To do this, they used huge mirrors, which
were mounted end-to-end with LED
screens, creating at certain moments
of the stage action — the effect
of an immense space. Spaces of the Great
Steppe and the Eternal Heaven, against
which the dramatic events of our history
are played out. In general, the Italian
specialists offered us a lot of innovations
and modern technologies, which the theater
intends to use in its next performances.
Further, Italian director Carlo
Sciaccaluga shared his impressions and
experience of staging the play Borte
with the staff of the Turkistan Theater.
The master seriously prepared for a kind
of report, within the framework of the
round table, spoke about progress of the
entire work of the production group: from
collecting and studying historical materials,
analyzing the play itself, multimedia
innovations in scenography, the initial
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SHIELD BACKDROP

Three-dimensional fragmented (decomposed) decorated
shield composed of a wooden structure and ribs supporting
beam.

The three-dimensionality will be made of polyurethane
sheets or Polystyrene foam treated with smooth plastic
(stucco) to give the idea of the metal surface (bronze). The
decoration will be made with overlapping patinas to give the
sign of aging.
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Fig. 1. Volumetric sculptural decorations and props.

Fig. 2. Video developments in the Watch Out program.

director's idea, technical developments,
right up to the release of the performance.
He showed his presentation, in which he
explained in detail principles of modern
scenography, possibilities of working

in the Watch Out program, as well as
theatrical technologies that were used in
the manufacture of individual decorative
structures and elements. He showed

the diagram, outlined key information
and a detailed description in working
with innovative programs for modeling
the virtual space of the performance.

In the final part of his speech, Carlo
Sciaccaluga admitted that joint work with
Kazakh colleagues for him also became
an unforgettable event and a significant
experience in his creative activity.



RAISED FLOOR

Raised floor consisting of frame (Gate) with a black painted
wooden plank.

The treadmills will have to be commissioned and built ad
hoc for the dimensions indicated and will have to work at
different speeds
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Fig. 4. Arrangement of decorative elements and a system of mirrors.
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LEATHER BACKDROP

Backdrop made with a patchwork of bear, wolf, fox, sable
and tiger skins. The leathers will be oversized and the
material and hair effect must be given by materials that give
the effect
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LEATHER BACKDROP

Fig. 5. Suspended "soft" decoration.

The theme of scenography was
continued by the head of the department,
Sangul Karzhaubayeva: “Dear Carlo, you
very well noticed that theater in translation
from Greek means “spectacle”. At all
times the theater did not miss opportunity
to emphasize this status, which will
remain with it in the future. For the most
part, the modern world is the world
of visual culture. The problems of visuality,
updating and expanding the visualization
toolkit, the theater at all stages of its
development, solved advanced innovative
means available for its era. It is clear that
such innovative breakthroughs will not
disappear from theatrical practice. Today,
innovative multimedia technologies are
a modern set design toolkit that allows
the theater to speak in the visual language
of a modern viewer. The question of how
this most powerful arsenal of the theater is
actually mastered in today's productions
of the Kazakh theater largely depends
not only on the knowledge or skill
of the professionals, but also on the desire

and degree of advancement of the leaders
of the theater. And here the task

of the modern Kazakh theater is to become
attractive to a new generation of spectators
who have grown up in this new reality

of visual culture. On the other hand,

let me remind you that the Kazakh theater
has always been open to innovation

and experimentation. For example, back

in the seventies of the last century on the
stage of the Mukhtar Auezov State Kazakh
Drama Theater in the play Koktobedegi
kezdesu (Meeting at the Koktobe ) (Kaltay
Mukhamedzhanov, Chingiz Aitmatov, stage
director Azerbaidzhan Mambetov) used

a huge of (in relation to the technological
capabilities of the stage equipment

of the Kazakh theater of that time) conveyor
belts, polycreens and advanced, for that
time, types of lighting were also applied.
As for current situation in the Kazakh
theater, here it should be emphasized

that today scenography is an active,
dynamic component, equally participating
in theatrical performance, in creating



a holistic artistic image and visualizing
fundamental ideas of the play. Another
thing is that multimedia technologies

in Kazakhstan, in such an impressive
volume as it is used in Borte, are mainly
used in concert, theatrical shows and mass
performances. It has to be admitted that
not a single theater of the republic has
been able to collect and apply virtual
possibilities and special effects on such
scale in the space of one performance.
Therefore, speaking about the play
Borte, of course, it should be noted that
the production amazes not only with its
fantastic scale and grandeur of virtual
technologies, developed video content,
successful visualization techniques, but
also with the level of set design in general,
with the depth and expressiveness

of artistic and visual interpretation that
helps to comprehend philosophy inherent
in the drama and the director's concept
of the entire production.

In fact, this international project —
called Borte, became the first experience
in Kazakhstan of combining directorial
ideas, acting, combining a genuine stage
space with virtual reality. We hope that such
breakthrough performances will contribute
to promotion of creative industry and
theater in the republic.

On the other hand, phenomenon
of the performance Borte, its success,
in many respects, is undoubtedly the
personal merit of the head of the Turkistan
Theater — Ainur Kopbassarova.

The practice of the Kazakh theater

in recent years has made obvious not only
the long-overdue needs for a radical change
in the methods of theater management,
but also need for leaders of a new
generation (not only intellectual, highly
erudite and talented), but who are able

to sensitively respond to challenges

of the new time, ready to stage and solve
grandiose tasks in modern conditions.
We see the future of Kazakhstan

theater precisely behind such a creative
management approach. Taking this

opportunity, we also want to say that
the department of scenography

of T. K. Zhurgenov Kazakh National
Academy of Arts trains specialists

in the direction of Multimedia Scenography.

A new educational trajectory in Kazakhstan
was first opened in 1818 with the personal
assistance of the acting rector

of the Academy, Sharipbek Amirbekov.

The university invited a foreign specialist
Manijit Singh to implement a new direction
in scenography. Master classes were
conducted by well-known foreign stage
designers — Pirozhka E. Kiss (Hungary),
Alexander Okunev (Russia), specialist

in multimedia technologies in scenography
Boris Volkov (Czech Republic), actor

and director Ben Sota, cultural theorists
Anna Oldfield and Emma Howes (USA,
South Carolina).

At the initiative of the largest
Kazakhstani system integrator in the field
of light and sound, SamatShow Technics
LLP (engaged not only in supply, but also
in design and installation of professional
multimedia equipment for the stage)
and the world leader-manufacturer of
professional lighting Robe Lighting
(Czech Republic), based on our academy
hosted a training seminar “Innovations
in Stage Light and Sound Equipment
for the Creative Industry”, which was
attended by professional lighting designers
from all theaters of the republic, system
engineers, as well as teachers and students
of the Scenography department.

In addition to training practitioners,
the department also trains scientific
personnel. Therefore, we are very interested
in cooperation with the Turkistan Theater,
both a modern production base for practical
training, and with [talian specialists —
to invite them to conduct master classes
and training seminars for teachers and
students of the department in any format
convenient for you (offline / online)”.

At the end of her speech, Sangul
Karzhaubayeva once again emphasized
impression made by the performance
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Fig. 6. A three-dimensional sculptural decoration of a horse at the performance.

Fig. 7. Fire scene. Video content on the LED screen.



Fig. 8. Scene of Genghis Khan surrounded by sons.

Fig. 9. Scene with Borte.

on young spectators who watched the
performance “with bated breath...

The performance was really exciting!”

In response, Carlo Sciaccaluga noted

the high level of skill of the actors:

“We were very lucky, we worked with

the best actors of Kazakhstan,” expressed
gratitude for the high assessment

of the performance and great interest

in cooperation with the department

of scenography of T. K. Zhurgenov Kazakh
National Academy of Arts: “My team

and [ will try to actively cooperate with
you in this direction,” Carlo Sciaccaluga
said in his closing speech.
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Coanrya Kapxkay6aeBa

T. K. )KyprenoB atbinaarst Kazak yaTTbik eHep akaneMHusichbl
(Anmarsl, Kasakcran)

Aiinyp Kenb6acaposa

Typkicran My3bIKaJIbIK-paMa TeaTpbl
(Typkicran, Kasakcran)

TYPKICTAH MY3bIKAJ1bIK-APAMA TEATPbIHbIH MHHOBALIUAJIbIK CTPATEI MAJIAPDI

AHpartna. 2021 *binablH KadaH arbiHaa T. K. }ypreHoB atbiHaarbl Ka3ak yiTTbiK 6Hep
aKaaeMMUSICbIHbIH TEATP 6HEPIHIH TapnXbl MEH TEOPUSCHI XKaHE cLeHorpadusicbl Kadpeapanapbl
«3aMaHayu TeaTp eHepiHAeri MHHOBALMABIK }aHe MybTUMEeAUsSbIK i3AeHICTep» aTTbl XalblKapasblK
JeHreneK ycren eTkisai. byn wapaHbliH Xannbl TakblpblObl TYPKiCTaH My3blKanblK-gpama TeaTpbiHaa
oTKeH [ynaT MicabeKOoBTbIH, Pe30HAHCTLIK, KEH ayKbIM/bl Maesnap MeH 63eKTi Mmacenenepai
anlWbIKTanTbIH «bepTe» Nnpembepackl 6onabl.

Byn ic-WwapaHblH, MakcaTbl LMOPAbIK TEXHONOrMANap AayipiHAeri Kasak TeaTpblHAaFbl MHHOBALIUS
MacenenepiH nanoimaay 6onabl. Tankbinayra TYpKicTaH My3blKasblK-Apama TeaTpblHbIH AMPEKTOPbI
AHyp KenbacapoBa, Kotlwbl-pexxnccep Kapno LLakkanyra, pecnyb6inKaHblH KOPHEKTI TeaTp
KanpaTtKepsepi, pexxuccepnep, 06nbICTbIK TeaTpaapAblH, XXeTeKLWinepi, aktepnap, cueHorpadtap,
aKageMusi MEH acTaHasblK ©Hep YHUBEPCUTETIHIH, OKbITYLbINapPbl XXaHE CTyAEeHTTEPI KaTbICTbI.

KasaK TeaTpblHAa 60MbIMN XaTKaH aHallbll OKuFanapabl TanKbliayablH opTablK 94icTeMeci

peTiHae «bepTe» KOMbIUIbIMbI MblCalblHAA CMEKTAK/b KO YMbICbIHAAFbI XaHa Ke3KapacTapabl
TYCiHYZiH SMOUPUKanbIK, Xanbl FblIbIMU }XoHE apHaKbl FbiIbIMU 9A4iCTEPI KONAaHbINAbl. 3epTreyae
KasaKcTaHHbIH ap TYpJli TeaTpiapblHaH LWaKbIpblIFaH akTepaepai ipikrteyaeH 6actarn, Keimbat
WHHOBALMANbIK TEXHUKANbIK CaxHalblK abAblKTapAbl €Hri3yre aAeniH TeaTpblH, KOMblIbIMbl MEH
casicaTtblHa eHrisinreH Ty6erenni esrepictep eckepingi. Kazak teatpbiHa eHrisinreH HHoBaLms
MacenenepiH Tankbliay HoTUXeciHAe 6ipKaTap 0ObEKTUBTI TeXeyLWi daKTopaap, atan auTkaHaa,
ECKipreH TeXHMKanbIK *abablKTap MEH CaxHasblK TEXHUKA XoHE T. 6. auKbliHAanabl. Teatp
KOMbIIbIMbIHbIH, peHTabenbAiniri, MaMaHaaHAbIpbliFaH TEXHUKaNbIK KYpblIFblnapabl 6enimaey oHe
navanaHy afictepi, penre akrepnepai TaHaayaarbl NPUHLUMIATI XKaHa Tacingep MacenenepiHe epexile
Hasap ayaapbiigbl. XaHa cnektakabi WhliFapy 60MbIHLLIA XYMbICTApAbl YMbIMAACTbIPY NPUHLUMATEPIH
TanKbliay 6apbicbiHaa TYpKicTaH TeaTpblHbIH, 6aCLUbINbIFbl KbICKa MEpP3iMAe XaHa 3aMaH
TEXHOJIOrUANapPbIH, CaxHaNbIK 66/1iK *YMbICbIHbIH MPUHLMATI }KaHa anrOpUTMIiH COTTi EHri3reHi atan
eTinin, TeaTpAblH OHAIPICTIK WebepxaHanapblH 6acKkapyablH epeKLue yarici, 6ip CneKkTaklb ascbiHaa
WHHOBAaLUMSA/bIK 8icTep MeH Tocinaepai 6ipiKTipyaiH TEXHUKASbIK XXoHe TEXHONOTUANbIK MYMKIHAIKTEPI
KapacTblpbliabl.

Tipek ce3gep: MynsTUMEAUANbIK CLIeHOrpadusl, KpeaTuBTi MHAYCTPUSA, CMEKTaKbAIH *apblK
KEHiCTiriH Mogenbaeyneri MHHoBauuanap, UMbpibiK TEXHONOorusanap, BU3yanusauus agictepi.

ABTOp/1ap MyAAENEP KaKTblfFbIChbIHbIH XOKTbIFbIH MaJliMAenai. bap/ibiK aBTopaap Kosixka3baHbiH
COHFbI HYCKacCbIH OKbIr, MaKy/iAa/bl.

Hoanekceo3s ywiH: Kapxxaybaea, CoHryn, aHe AlHyp KenbacapoBa. «TypKicTaH My3blKasblK-
Apama TeaTpblHbIH, MIHHOBaLMANbLIK cTpaternsanapbl». Central Asian Journal of Art Studies, T. 6, N2 4,
2021, 148-158 6. DOI: 10.47940/cajas.v6i4.510.



Canryab Kapxxaybaesa

Kasaxckasi naunonanbHas akagemus uekycers umenn T. K. )Kyprenosa
(Anmarsl, Kasaxcran)

Aiinyp Kon6acaposa

Typkecranckuii My3blKasbHO-ApaMaTHUECKUI TeaTp
(Typxecran, Kazaxcran)

MHHOBALIMOHHBIE CTPATErMA TYPKECTAHCKOIO MY3bIKAJIbHO-
OPAMATUYECKOIO TEATPA

AHHoTauus. B okta6pe 2021 roga Kadeapamm UCTOPUK U TEOPUM TeaTpasibHOr0 NCKYCCTBA
n cueHorpadumn Kazaxckon HaumMoHanbHOW akageMun nckyccts umenu T. K. }ypreHoBa 6bin
OpraHn3oBaH MeXAyHapOAHbIA KPYribli cToN «MHHOBALWMOHHO-MYNbTUMEAUMHbIE N3bICKaHWUS
B COBPEMEHHOM TeaTpasibHOM UCKYCCTBE». [eHepanbHON TEMOM JaHHOrO MEPOMNPUATUS CTana
pe3oHaHCHas npembepa cnekTaknsg «bopte» ynata MicabekoBa, npowewas B TypKeCcTaHCKOM
My3blKalbHO-ApaMaTU4YeCKOM TeaTpe M OCBETMBLLAs LUMPOKUIM CNEKTP MAEW U aKTyanbHbIX BOMPOCOB.

Llenbto Kpyrnoro ctona crano oCMbIC/iEHME NPo6aeM HOBaALMM B KA3axCKOM TeaTpe B 3Moxy
LMDPOBbIX TEXHONOTMI. B 06CyKAEHMMN MPUHANN YHacTUE AMPEKTOP TYPKECTAaHCKOro My3blKanbHO-
ApamaTtuyecKoro Teatpa AnHyp KonbacapoBa, pexuccep-noctaHoBLmMK Kapno LakKkanyra,
BUAHbIE TeaTpabHble AeATENN PeCnYyBANKN, PEXMCCEPDI, PYKOBOAWUTENN 061ACTHbLIX TEaTpoB,
aKTepbl, cLieHorpadbl, NpenogaBaTenu, CTyAeHTbl akaAeMWUK U CTONMYHOIO YHUBEPCUTETA UCKYCCTB.
MeToa0n10rn4eckon 0CHOBOM B 0GCYXKAEHUN MPOUCXOASALLMX B KA3aXCKOM TeaTpe MHHOBALMOHHbIX
COObITUI MOCNYXXWIU AMNUPUYECKME, OBLLEHAYYHbIE U YHACTHOHAYYHbIE METOAbl OCMbIC/IEHUS
HOBbIX NOAXOA0B B pa60oTe Haj BbIMYCKOM CMEKTAKIA Ha MPUMEpPE MOCTaHOBKM «bopTe»r. M3ydyeHunio
NoABEpPrIUCb KapanHanbHble UIBMEHEHWUS B MOCTAHOBOYHOW M MPOU3BOACTBEHHOM MOAUTUKE
TeaTtpa, Ha4yMHasa ¢ 0T6opa aKTEPOB, KOTOPLIX NPUIMaLLany U3 pasHblx TeaTpoB KasaxcTtaHa,
[10 BHEAPEHUS AOPOroCTOAWEr0 MHHOBALMOHHOIO TEXHUYECKOIO CLLEHWMYECKOro 060pyA0BaHUS.
B pe3ynbrate 06¢cyKAeHUS Npo6aeM BHEAPEHUA MHHOBALMI B Ka3axCKOM TeaTpe Obl/l BbiSB/IEH
psi4 06bEKTUBHbIX CAEPKUBAIOLMX GAKTOPOB, TAKMX KaK MOpPabHO yCTapeBLIEE TEXHUYECKOE
o6opyaoBaHune, MalwnHepus cLeHbl 1 ap. Ocoboe BHUMaHWE yaeneHo Bonpocam peHTabenbHOCTH
TeaTpanbHOro MPOM3BOACTBA, METOAAM ajanTalun U aKCyaTaLnm cneunanm3mpoBaHHbIX
TEXHUYECKMUX YCTPOMCTB, NPUHLMNMANLHO HOBLIM MOAX0AaM B Nog6ope aKTepoB Ha posib. B xoae
06CYXKAEHUS NPUHLIMMOB OpraHu3aLmy paboThbl Ha BbIMYCKOM HOBOIO CMEKTAK/ISA OTMEYEHO,
4YTO PYKOBOACTBOM TypPKECTAHCKOr0 My3blKa/lbHO-ApaMaTUYEeCKOro TeaTpa yCnewHo BHEAPEHbI
B KpaTyaMnlumMe CPOKM TEXHOOMMU HOBOIO NOKOIEHNS, pa3dpaboTaH NPUHLKUMNANIbHO HOBbIM airOpPUTM
paboTbl MOCTAHOBOYHOM YacTu TeaTpa, HeopAMHapHas Moaesb yrpaBaeHUs NPOM3BOACTBEHHbIMMU
LiexaMu Teatpa, pacluMpeH TEXHUKO-TEXHOMNOMMYECKMI CMIEKTP COBMELLEHUSA MHHOBALIMOHHbIX
METOAOB U NPUMEMOB B NPOCTPAHCTBE OAHOI0 CrEKTaKNS.

KnroveBble cioBa: MynbTUMEANMHan cueHorpadus, KpeatTuBHas MHAYCTPUS, MHHOBALMK
B MOJENMPOBaHMN CBETOBOIO NPOCTPAHCTBA CNEKTaKNSA, LMDPOBbIE TEXHOMNOMMUK, MPUEMBI
BU3yanun3aLum.

ABTOpbI 3a51B/ISIOT 06 OTCYTCTBMM KOH(PIMKTa MHTEPECOB. Bece aBTOPbI Mpo4YUTann n o4obpuamn
OKOHYaTe/IbHbIH BapuaHT PyKOMUCH.

Ansa yntuposaHus: Kapxxaybaesa, CaHrynb, n AiHyp Kon6acapoBa. «MIHHOBaLMOHHbIE CTpaTeruu
TypKecTaHCKOro My3blKanbHO-ApaMaTuyecKkoro Teatpar. Central Asian Journal of Art Studies,
T.6, N2 4, 2021, c. 148-158. DOI: 10.47940/cajas.v6i4.510.
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