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Annotation

The paper is dedicated to the investigation of contemporary biographical ballet with
special reference to the ballet “December Rain” of Kristina Paulin premiered at the “Astana
Ballet” Theatre in 2024. It investigates the principal features of choreographic and musical
language of the performance, as well as tradition continuity of John Neumeier and the
genre development tendencies of the 21% century. The structure of the performance, its
retrospective composition and incorporation of elements of postdramatic theater,
immersive techniques and the naturalistic portrayal of characters are analyzed. Special
attention is given to the interaction between Frédaeric Chopin’s music and contemporary
sonic environment, which creates a multilayered emotional space as a whole. A new model
of ballet storytelling is revealed through intertextuality and multilingual nature of its
artistic means, turning the dance into a form of cultural memory. The study demonstrates
that biographical ballet in the 21 century is evolving toward profound psychological
depth and genuine emotional expressiveness. In this context, ‘December Rain” highlights
the relevance of synthesizing tradition and innovation affirming ballet as a living art of
the contemporary world.

The paper investigates contemporary biographical ballet through the case of Kristina
Paulin’s “December Rain’, premiered at the “Astana Ballet” Theatre in 2024. The study
examines the choreographic and musical language of the production and traces the
continuity of John Neumeier’s tradition within the genre’s current development. The
structure of the ballet, its retrospective composition, and the use of postdramatic
elements, immersive technigues and naturalistic character portrayal are considered.
Particular attention is given to the interaction between Frédaéric Chopin’s music and the
contemporary sonic environment. The research applies analytical, comparative, cultural-
historical, semiotic and intertextual methods. The novelty of the study lies in offering the
first comprehensive examination of “December Rain” in the context of 21%-century
biographical ballet. The findings may be of practical relevance to choreographers and
researchers exploring contemporary approaches to narrative and expressive strategies in
ballet. The results demonstrate that the genre is moving toward greater psychological
depth and emotional nuance, with ‘December Rain” exemplifying this shift.
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KPUCTUHA MOJIMHHIH, «XXENTOKCAH XXAHBbIPbI>»:
XXI FACbIPAFbl ©MIPBAAHbIK BAJIET

XAHPbIHbIH ©3rEPYI

AHHOTauua

Makana 2024 xouibl «Actana banery teatpsiHga KovsiiraH KpuctuHa  [TosmHHIH
«KeNToKCaH KaHObIPbLY CREKTAKII MbICATIBIKAA 3aMaHaYH OMIDOASHAbIK OaneTTi 3epTTeyre
APHaRFaH. KONbIIbIMHBIH XOPEOTPA@HA/IbIK KIHE My3bIK/IbIK TI/IIHIH HEIT3IT EDEKLIENIKTED),
COHAAN-aK LIKoH HoManep AoCTypAEDIHIH Ca0aKTaCTbiFbl xaHe XX Facsipaarsl XaHpabiH
AaMy TeHAEHUNANGPB! KaPACTbIpbiaabl. CEKTAKNBAIH KYpDbiTbiMb, OHbIH DETPOCIEKTHBTI
KOMOINUNACH! KIHE APAMALAH KEAIHIT TEATP INEMEHTTEDIH NAHAANAHY, KeHiKkepaEnaiH
UMMEDCHBTINIIIT MEH HaTypa/m3aunacsl Tanganassl. @pegepu Lloner my3vikacs! MeH Kor
JEHIEIHI IMOLNOHANABI KEHICTIKTI KaAIbITTACTbIPATIH 3aMAHAYN [blObICTbIK OPTaHbIH 633pa
IPEKETTECYIHE EPEKILE HA3aP ayAapbiialsl. KEpKeM KypangaphbiH NHTEDTEKCTYA/IAbI b
MEH KOMTIALINIIT aDKbUTbI OANETTiK OATHAAYALIH KaHA MOJENI ALbINGAL], OHAA O1 MALEHN
KALbIHbIH POPMACLIHA AiHANaAb!. JEDTTEY KapceTkeHaeH, XXI facsipaarsl oMipOaaHabIK
baner TepeH CHXONOMS/IbIK KIHE LbIHANEI IMOUNOHAbI IKCPECCHBTINIKKE Kapas
Aamngbl. byn Typroiga «KentoKcaH MKaHObipbly AICTYD MEH KaHALBUIALIK CHHTE3IHIH
O3EKTINITIH PaCcTaiLbl, OANETTI Ka3[prT 3aMaHHbIH TPl GHEPI PETIHAE PaCcTHLbI.
Maxana 2024 ol «Actana baners TeatpsiHga Kowbiirat KpuctuHa [To/mHHIH
«enToKcan KaHObipbl» CREKTAKII MbICANTBIHAA 3aMAHAYH OMIPOaFHAbIK BaNeTTi 3epTTeyre
APHANFAH. 3EDTTEY KOHbI/TIbIMHBIH XOPEODAPUATIBIK KIHE MY3bIKA/IbIK TIIIHE TAAAAY KACAN,
Lbkon Hosimarep AICTYDIHIH CAOAKTACTbIfbIH KIHE KaHPAbIH KA3[pri Ke3eHaeri Jamy
VDAICTEDIH aHKbIHAAVAbI. DANETTiH KypbiibiMbl, OHBIH PETPOCTEKTUBTI KOMITOMUNACS),
COHAAN-aK 1OCTAPaMANbIK EMEHTTEDL), MMMEDCHBTI TICIIAEDAI KIHE KeHiKepaenaiH
HATYDANNCTIK BEHHENEHYIH NAHAANAHY KapacToipsiassl. Dpegepuk lLlone my3bikacs MeH
3aMaHayH [bIOICTbIK OPTaHbIH 633pPa bIKMAILIHA E€PEKIIE HA3ap ayAapbiiagsl. eprrey
OapbICLIHAA  AHAMMTUKANBIK,  CATBICTBIDMASIb],  MAJEHU-TAPUXY, CEMHOTHKANBIK ~KIHE
UHTEPTEKCTYANLbIK JAICTED KOALAHBIALL. XKYMbICTbIH KaHANbIFL! «KENTOKCAH KaHObIPbIY
crekTakiin XXI facolp emipOasHasik Oaneri KOHTEKCTIHAE alFall per Kewewal Typae
Tangayra  Herizgenesi. Horwkenep Kaszipri banerreri 0asHaay MeH 3IKCPeccHBIIK
TICIAEDAI 3EPTTEHTIH XOPEOIrpagiap MeH FalbIMAap YWt an[assl O0Jybsl MYMKIH.
KaHpasit  ICuxonormasiblk  TEPEHAIK IEH  IMOUMANBIK HAKBILTADFA  Kapad  JAamysl
NKbIHAANBIN, XENTOKCaH KaHObIDbI OCbI OarbiTTblH MaHbI3AbI YAITCI PETIHAE KOpiHiC
1a6a/bl.

Tyiiingi ce3nep
0aner KovbiibiMbl, OMIPOAFHALIK Oaner, Xopeorpagnabik exep, XXI faceipaarsl barner,
barsic Eypona xopeorpagnace..

Daiiekces yuiH

Lllomaesa, O. 2025. KpuctuHa [MonuHHiH, «KentokcaH >xaHbbipbi»: XX| facblpaarsl
eMipbasHabIK 6anet xaHpbIHbIH e3repyi. Arts Academy fbinbiMu xypHanbl, N2 4(16): 5-20.
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«[EKABPbCKUM LOXIb» KPUCTUHDBI MOJIUH:

TPAHCOOPMALIUA XXAHPA BUOTPADUYECKOIO
bAJIETA B XXI BEKE

AuHoTauus

(7arb8 NOCBALYEHA HCCTIELOBAHNIO COBDEMEHHOIO OHOIDaPHIECKOro Banera Ha npumepe
cnextakng «llexkabpsckmi 4oxaby Kpuctutivl [lomt, MOCTABAEHHOO B TEATpe «AcTaHa
baners 8 2024 rogy. PaccmatpusatoTcs 0CHOBHbIE OCOBEHHOCTH XOPEOrPaGUYECKOro 1
MY3bIK3IHOIO A3bIKa TOCTAHOBKY, a TaKKe MPEEMCTBEHHOCTL Tpaanuymi LoHa
Hovimasiepa n teHgeHm pazsuing xavpa B XXI Beke. Awamisupyerca CTpykTypa
CEKTAKNA, €r0  PETPOCNEKTHBHAS ~ KOMIONUNA W WCITONb30BAHNE  IIEMEHTOB
MTOCTAPAMATHYECKOIO TEaTpa, MMMEPCHBHOCTH M HATypamm3aLm nepcoHaxed. Ocoboe
BHUMAHNE YAENIFETCS B3aMMOLENCTano My3biku @pesepnka llonexna n coBpemerHos
3BYKOBOW CDELBI, PODMUPYIOIUNX MHOIOYPOBHEBOE IMOLHOHABHOE [IPOCTPAHCTBO.
Yepe3 nHTepTeRCTYaNbHOCTb U NIOMNA3LIYHOCTS XYAOKECTBEHHBIX CPEACTB PACKPBIBAETCH
HOBAsA MOLENL BANIETHOIO TOBECTBOBAHNS, [4€ TAHEL CTAHOBUTCA (POPMOH KYJIbTYPHOH
namam.  Mccreqosanme  SEMOHCTpupyer, 410 Buorpagmyeckwi 6aner XXI seka
IBOSOUNORUPYET B CTOPOHY I71YOOKOH NICHXONIOMYHOCTH W TOLMHHONA IMOLMOHASIbHON
BbIDASUTENBHOCTY. B 3T0M  KoHTeKcTe  «/Jekabpockmii  JOXAbY  TOATBEDKAIET
aKTYaIbHOCTL CHHTE3A TPAAMLMA W HOBATOPCTBA, YTBEDKAAA OANET KaK KUBOE HCKYCCTBO
COBPEMEHHOCTH.
Crarss MOCBAIEHA NCCAIELOBAHNMIO COBPEMEHHOIO BHOIPaPH4ecKoro 6aneTa Ha npumepe
crekTakng slexkabpbckmi 4oxab» Kpuctntsl [TommH, MPEMbEDA KOTOPOIo COCTOS/IACH B
rearpe «Acrana baners 8 2024 rogy. B pabore aHammsmpyerca Xopeorpagnyeckmi n
MY3bIKA/TBHBIN A3bIK [TOCTAHOBKM, d TAKXKE MPOCIEXNBAETCS MIDEEMCTBEHHOCTb TPAANLNMH
LKoHa Hovimariepa B KOHTEKCTE COBPEMEHHOIO pPa3BUTUS KaHPA. PaccMatpusaorcd
CTpYKTYDa OaNera, €ro pPETPOCNEKTHBHAA KOMITONUMS, a TaKKe MCII0b30BIHNE
IIEMEHTOB NMOCTAPAMATUYECKOIO TEATP, UMMEPCHBHBIX MPHEMOB M HaTyPaUCTHYECKOrO
H300paxennss NEPCOHKeNA. Ocoboe BHUMAHNE yAENAETCA B3aNMOLEHCTBUIO My3bIKH
@pegepuka lllonera n cospEMEHHON 3BYKOBOK CPefsl. B nccneqoBarm npumensorcs
FHANTHHECKIN,  CDABHUTENIbHBIN,  KYJIbTYPHO-UCTOPUYECKW, — CEMHOTUYECKW U
HHTEPTEKCTYaNIbHBIH  METOAbL.  HayyHas HOBU3HA 3aKMOYIETCA B MIEPBOM  OfbITe
KOMITIEKCHOTO ~ aHa/mM3a  CIEKTakAg  «lekabpsckmwii  [OXgb» B KOHTEKCTe
onorpagmuyeckoro b6anera XXI Bexa. Pe3yiibTarsi MOryT ObiTo 110/1€3HbI XOPEOTPAPaM #
HCCRELOBATENAM, — W3YHAIOWNM  COBDEMEHHBIE — IOAXOALI K HADPATHBHBIM U
BbIDAINTENbHEIM CTPATEMMAM B Oanere. (AeNaHsl BoIBOAb), YTO KAHP PA3BHBAETCA B
Hanpasnexwm OO/bLIEH TCHXONIOMMYECKOH ITYOUHBI U TOHKOCTH IMOLMOHA/IBHOMO
BbIpaxenns, a «LexkabpbCckmi JOKAb» HATIFAHO OTPAKAET ITY TEHAEHLMID.

KnioueBble cnosa
OaneTHbivi CREKTaKITb, ONOrpagnyeckmi O/IET, XOpeorpagmyeckoe nckyccrso, baner XX/
BEKa, 3aNMa[HO-EBPONENCKAT XOPEOTPAPHS.

Dna umtupoBaHus

Lllomaesa, . 2025. «[ekabpbckuit foxab» KpuctuHbl MoauH: TpaHcopmauma xaHpa

buorpacdmyeckoro 6aneta B XXI Beke. HayuHbin xypHan "Arts Academy”, N2 4(16): 5-20.
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Introduction. A crucial criterion in
analyzing a ballet performance is the
study of the work as an integrated
whole within a given context. The work
can be considered in relation to the
social and cultural context, genre
specificity, and other frameworks
including the oeuvre of a single
choreographer. As the analysis deepens,
patterns and interconnections become
visible and identifying them is essential
for understanding the creative method
of a particular artist. This is particularly
important when a choreographer
consciously or unconsciously continues
the tradition of a teacher or mentor.
Such is the case in “December Rain” by
Kristina Paulin premiered at the Astana
Ballet Theatre in 2024.

“December Rain” is a ballet inspired
by the life and creative legacy of the
great Polish-French composer Frédéric
Chopin. It focuses on the final years of
the composer’s life, beginning at the
moment when he was mortally ill, and
also reveals his relationship with writer
George Sand (the pseudonym of
Amandine Aurore Lucile Dupin /
Dudevant). The author of the
choreography as well as the director and
scenographer Kristina Paulin, who spent
more than ten ye ars as a member of
John Neumeier's Hamburg Ballet,
participating in his premieres and
developing her own artistic voice, she
became fully devoted to choreography
after ending her dancing career in 2021.
In “December Rain” she continues
Neumeier's tradition of biographical

ballet through the use and development
of characteristic techniques associated
with his concept of new expanded
dance dramaturgy.

In the late 20™ and 21 centuries
biographical ballet evolved into a new
form of stage expression transcending
boundaries of narrative ballet. As a
synthetic art form, ballet underwent a
transformation in the 20th century
shaped by the emergence of new dance
styles. Modern and later postmodern
choreography rejected principles of
classical ballet, namely its aesthetics,
technique, and conceptual foundations
in favor of corporeality and physical
essence of movement. Recent research
increasingly emphasizes that the
nonverbal expressive means of dance
enhance the possibilities for the
psychological  self-disclosure  of
characters, particularly in productions
devoted to historical figures (Borowski
2023; Uhiara and Cobello 2021).

Nevertheless, narrative classical
ballet persisted, undergoing changes
through interactions with other 20th
century art forms. Literature, dramatic
theatre, and visual arts revitalized
classical ballet giving rise to new forms
of stage expression. Choreographers of
the second half of the 20th century
incorporated ideas of postdramatic
theatre into their work fundamentally
transforming the structure and content
of ballet. Within this context,
biographical  ballet, whose main
features were established in the works
of German choreographer John

~8~
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Neumeier, emerged as a distinct genre.
The aim of this study is to analyse
how “December Rain” combines
documentary material, psychological
themes and modern stage techniques.
The study also highlights approaches
that may inform contemporary staging
and dramaturgy in ballet.

Materials and methods of research.
The following methods commonly used
in the analysis of choreographic art and
musical theatre were applied in the
article:

- analytical and descriptive method
for  structural analysis of the
performance;

- comparative method for identifying
continuity within the biographical ballet
genre;

- cultural and historical method for
analyzing artistic and social tendencies
of the period;

- semiotic analysis for interpreting
stage signs and symbols embodying
psychological  and  philosophical
concepts of the performance;

- intertextual analysis for examining
the interaction of various artistic
languages to reveal multilayered and
multilingual nature of the performance.

Literature review. John Neumeier
himself was a successor to traditions
established by his mentor John Cranko,
and he was not the only choreographer
working in the direction of biographical
ballet. Other choreographers also
contributed to the development of the
biographical ballet genre: Martha
Graham with “Letter to the World”

(@bout  Emily Dickinson); Kenneth
MacMillan with “Mayerling” (about
Crown Prince Rudolf of Habsburg) and
“Isadora” (about Isadora Duncan);
Maurice Béjart with “Leonardo da Vinci”
and “Becket”; and Yuri Grigorovich with
symbolic portraits such as “Spartacus”
and “Ilvan the Terrible”. Later, Boris
Eifman created biographical works such
as “Tchaikovsky. Pro et Contra”, “Red
Giselle” (about Olga Spessivtseva), and
“Rodin”. The performance “Nureyev”
(2017), directed by Kirill Serebrennikov
and choreographed by Yuri Possokhov,
sparked significant debate in the
Russian-speaking cultural sphere.

In Kazakhstan, biographical ballet
remains a relatively new and rare genre,
represented by Bulat Ayukhanov’s “The
White Cloud of Genghis Khan™ (2010)
and Mukaram Avakhri’s “Sultan Beibars”
(2020).

Nevertheless, it was John Neumeier's
works of the 1970s and beyond that led
German critics to identify a distinct
trend toward “biographical ballets”
(Wendland 1974), based on the life
stories of remarkable figures.

Conveying factual information about
a person’s life through dance alone is
both  impossible and artistically
meaningless. Biographical ballet  of
the second half of the 20th century
became a deeper, more philosophical

phenomenon. The  contemporary
researchers describe it as a genre in
which  choreography, through the

synthesis of documentary elements,
poetics, and movement, acquires

~9~
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philosophical and cultural depth. It
preserves artistic tradition  while
offering new ways to interpret
personality and history through dance
(Gorbatsevich  2020; Menshikov and
Zhirova 2024; Seznec 2021). The genre
of biographical ballet has also been
described as “a profound philosophical
statement by the author about the
facets of the human soul and the
processes of contemporary society”
(Sycheva  2024). Another scholar,
analyzing the music of “Nijinsky” by
Neumeier characterizes the genre as “a
dualistic synthesis of narrative ballet
and  program-symphonic  ballet,
interweaving the real and symbolic,
retrospection and the  present”
(Astakhova 2021, 23).

Series of biographical ballets by
Neumeier “Meyerbeer-Schumann”
(1974), “The Fourth Symphony of Gustav
Mahler” (1974), “Illusions like Swan
Lake” (1976), “Vaslav” (1979), “Window
on Mozart” (1991), “Bernstein Dances”
(1998), “Nijinsky” (2000), “Duse” (2016)
established his signature style. In these
works, biography becomes the semantic
core, and dance, music, and visual
imagery evoke the inner world and
psychological portrait of the protagonist
rather than merely portraying factual
events. The article offers a new
perspective by considering musical
multilayering, intertextuality  and
immersive elements together.

The results of the study. The
multilayered artistic  structure of
Kristina  Paulin’s “December Rain”

ISSN 2523-4684 eISSN 2791-1241  4(16) 2025

closely echoes Neumeier's aesthetic.
The two-act structure is built on
retrospection and follows a circular
composition, beginning and ending with
the same scene (the death of Chopin).
Though the technique itself is not new,
Paulin’s inclination toward nonlinear
dramaturgy, layering, and circularity
aligns ~ strongly with  Neumeier's
dramaturgical approach  (“Nijinsky”,
“Illusions Like Swan Lake”, “St. Matthew
Passion”, “Window to Mozart”). His
method of developing action in a spiral
and shifting characters between reality,
dream, and memory resonates in
Paulin’s ballet.  Although past and
present do not merge seamlessly in
“‘December Rain”, the simultaneous
presence of real figures, illusory
characters, and imagined phantoms of
Chopin is a recurring motif. These
include George Sand’s Alter Ego, the
personified Music, and Two actors
representing illness and hallucination.
Real historical figures include Sand’s
children Maurice and Solange, Chopin’s
sister Ludwika, and Franz Liszt. The
decision to bring them onto the stage is
explained by the principles of
dramaturgical logic prioritizing imagery
and emotional meaning. Interpretation
arises through emotionally rich solos
and duets, ensemble scenes, movement,
lighting, visual effects, spatial dynamics,
and scenography. The lighting design
reinforces this dramaturgy: pastel tones
gradually darken as if a heavy shadow
falls over the unfolding story.

~10~
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The primary dramatic arc, derived
from Chopin’s biography, intersects with
themes familiar from Neumeier’s
“Nijinsky”: abandonment, loneliness,
and internal fragmentation leading to
madness. In Nijinsky, these themes
reflect  the  dancer's  genuine
psychological illness and conflict with
Sergei Diaghilev. In “December Rain”
the theme emerges through Chopin’s
progressing tuberculosis, his
increasingly strained relationship with
George Sand and her family, and the
trauma of the 1830 November Uprising
in Poland. It should be noted that this is
not unique to the choreographers of the
Hamburg Ballet; for example, similar
themes appear in Boris Eifman’s “Red
Giselle”, where emigration, isolation,
and madness are central to the life of
Olga Spessivtseva.

A key feature of contemporary
biographical ballet is the rethinking of
musical  accompaniment and its
interaction with choreography. Thanks
to the experiments of the “Ballets
Russes” under Sergei Diaghilev, in the
early 20th century music of any
complexity has been viewed as suitable
for choreography, giving rise to “ballet
symphonism”, a new direction in
organizing choreographic action. As
already mentioned, Kristina Paulin,
inspired by Chopin’s life and music,
created her own choreo-symphony
based on his works. However, their
sound undergoes significant
reinterpretation in the performance.
Paulin weaves quotations from several

works into a mosaic enriched with
diverse sonic elements. The overall tone
is minor and melancholic: the ballet
notably lacks Chopin’s more familiar
bravura mazurkas and polonaises. The
musical score can be divided into four
layers:

a) Chopin’s works in piano and
orchestral arrangements in two forms:

— recorded music;

— performed live by an onstage
pianist who appears on the same spatial
stage and interacts with characters;

b) modern compositions by Davidson
Jaconello, representing Chopin’s fears
and illness-induced convulsions;

¢) recordings of letters by Sand and
Chopin, voiced by Gulnara Omasheva
and Daniyar Turanov;

d) various everyday sounds (Sand’s
voice, Chopin’s coughing, hoofbeats,
rain, etc.)

Some nocturnes and preludes are
heard in full, while others are
deliberately interrupted.  Selected
quotations from the composer are
assembled into a mosaic, echoed by the
cinematic shifts in the action. Each
excerpt reflects a replayed situation, a
revelation in a letter, or a fantasy of
Chopin. Thanks to this, the action
acquires a biographical discourse, and
the dance becomes more than just a
visual embodiment of the music. This
interpretation of musicality makes a
psychological portrait of Chopin more
vivid than any choreography in his
various sensual and emotional impulses.
In this form long-known music from the

~11~
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past acquires new meanings, is updated,
becoming a “living” part of the observed
story. This effect is not new; it was
already achieved by J. Neumeier in his
ballet “Meyerbeer-Schumann” about the
conductor and composer (Gorbatsevich
2020, 10). But Kristina Paulin also
introduces performer-pianist as an
additional character on stage. On the
one hand he is not the only additional
character; the ballet is full of phantoms,
symbolic images, and visions. But on the
other hand, he is a participant in a
performative event that disrupts the
dual system of “artist-audience” in
which artist and recipient are opposed
and separated. The presence of the
pianist and live performer on stage and
in the orchestra pit as figures with
direct reference to the protagonists of
the performance Chopin, the composer
and pianist elevates the ballet beyond
the frames of “performance” to the
category of “emotional experience”. We
first see him at the very beginning in the
scene of Chopin’s death, and as he steps
off the stage into the orchestra pit and
sits at the piano beginning the
narrative; the story becomes a story

ISSN 2523-4684 eISSN 2791-1241  4(16) 2025

about “himself” which returns us to the
biographical narrative again.

While Chopin’s scores draw our
attention to a dialogue with the soul of
composer-creator and his love for
music and George Sand, the growing
inner threat of illness and associated
changes in  consciousness  and
psyche are depicted through the
electronic compositions of Davidson
Jaconello. His noise treatment of
certain transitions between
choreographic numbers featuring
the Two Actors in Act | also
anticipates the main scene of
Chopin’s hallucinations caused by
illness and torments in Act Il (Fig. 1).
The blending of musical styles and
incorporation of real sounds reflect the
influence of two 20" century
tendencies: postmodernism with its
rejection of traditional musicality in
favor of the “sound sphere”, and

neoclassicism with its desire to
reinterpret and “expand” classical
musical texts. Additionally, the

presence of voices, in the form of
voice-over readings of letters and
individual ~ words and  sounds
reproduced by the main characters,
create an entire sound system.
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Fig. 1. Baurzhan Buranbayev and Timur Zagidullin as Two Actors, and Sundet
Sultanov as Frédeéric Chopin. Photo by A. Nurekin.

This  musical mix  certainly
intentionally  creates  atmospheric
density together with the visual
language and movement, affecting the
audience through aesthetic-cognitive
experience. Furthermore, the use of
voiced letters as a postdramatic theater
tool comments on the events and helps
overcome complexity of the emerging
polylingual and multilayered
expression.

The use of expressive means of
postdramatic theatre in the genre of
biographical ballet was noted not
coincidentally since the introduction of
voice as a technique is included in such
contemporary theatrical techniques as
the invasion of reality onto the stage
and immersive effect.

A direct immersive technique into a
unified field (or a striving for this
unification) of perception between
performers and audience exists in the
scenes of Chopin’s performance in the
first and second acts. The performance
of the dancer Chopin and the pianist
who replaces him transforms the stage
into an act where personal and
collective experiences coincide. The
choreography becomes a performance
observed by the Parisian salon, Sand,
and the audience. Reality joins this
performance delicately and
unobtrusively, and contact with the
audience is constant.

This process unfolds through the
eyes of George Sand. Chopin’s life and
work form the core of the plot, but in the
revelations of Sand’s voiced letters she
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is the one who enters into dialogue with
the audience. She breaks the barrier of
the fourth wall and steps offstage into
the audience space; she sits with her
Alter Ego on a chair at the beginning of
Act Il'in a silent scene before the closed
curtain; she smokes cigars and removes
her ballet shoes. Consequently, Sand’s
position helps us to perceive the action
as an  experience  transcending
established understanding of ballet as a
performance. This may also be due to
the fact that choreographer Kristina
Paulin was driven by a desire to speak
from a woman’s perspective expanding
the narrative discourse.

The rethinking of dance space
extends beyond audience involvement
as that of an active observer:
scenography and props in “December
Rain” are executed with realistic
precision. Sand’s son Maurice’s paper
sketchbook, the clothes folded in a
suitcase, Chopin’s piano stool, and the
sheet music are all real, and all
interactions with them feel “here and
now”. The scenographic decision takes
the form of a double-sided wall of a
house, which transforms from a living
room into a Parisian salon and back
when turned. The movement of the
structure sometimes originates from the
characters, as in the scene of Maurice’s
nervous breakdown. His convulsive,
hysterical  movements  eventually
collide with one of the walls, which he
forces open with great effort, and,
exhausted, flees through the opening
door. The expansion of the stage also
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occurs through the use of the orchestra
pit where the pianist-performer
descends, with whom the characters of
Alter Ego and Franz Liszt subsequently
interact there.

The very phenomenon of Western
European narrative ballet in its quest to
transcend the conventionality of action
actively adapts the key element of
postdramatic ~ theater  in  the
naturalization of its characters. This is
certainly justified in the biographical
genre, as the hero becomes a real
individual in a complex and ambiguous
form ceasing to be merely a symbol. His
behavior, movements, and gestures are
psychologically motivated and become
a form of internal monologue.
Emotional realism in overcoming linear
dramaturgy  and  in musical
interpretation has replaced external
gloss. Ballet as a specific art form in
which the beauty of the physical body
forms the basis of aesthetics and is the
primary criterion for selecting dancers is
undergoing significant changes. Artists
are no longer simply ideal bodies, and
women are no longer “muses”. They are
all real people with their own pain and
experience. And the decorative art form
has gradually assumed a position
confidently in which the individual is
explored, and in which dance has truly
become the language of genuine human
emotions. The performers of the leading
roles in «December Rain» Tatyana Ten,
Ainur Abilgazina, Wesley Carvalho, and
Sundet Sultanov are distinguished by
their extensive life and stage
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experience (Fig. 2). This is especially
evident in case of performers of George
Sand’s roles owing to their diverse
artistic backgrounds, therefore their

interpretations of the leading female
character proved to be the most truthful
and heartfelt.

Fig. 2. Ainur Abilgazina as George Sand and Sundet Sultanov as
Frédéric Chopin. Photo by A. Nurekin.

In staging the performance Kristina
Paulin invited Hamburg Ballet soloists
Alexander Ryabko and Silvia Azzoni to
coach the ensemble, transferring
Neumeier's principles of physical
authenticity. Alexander Ryabko and
Silvia Azzoni worked with the “Astana
Ballet” soloists for about three weeks
and their mastery of physical
authenticity was adopted by the Russian
dancers to the extent required by the
performance. Despite their advanced
age (by ballet standards), Ryabko and
Azzoni demonstrated a high level of
physical fitness and acting skills during
rehearsals.

In terms of choreography despite the
tendency toward simplicity of gesture
and naturalness of movement the ballet
is rich and multifaceted despite an
overarching aesthetic of naturalness.
Groups of characters employ distinct
movement vocabularies. As critic U.
Aliyeva notes: «...the choreography of
Mats Ek (in Ludwig's dance); Martha
Graham’s typical contraction-release
technique, Pite-style gliding, as well as
Kylian's rolls (in the dances of the main
characters’ phantoms), neoclassicism (in
the scene of the Paris salon), Cranko-
style lifts (in the love duets), the flying-
low floor technique (in the part of
Maurice, the two demons, and the
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“black” corps de ballet), etc» (Alieva
2024). On the other hand the multi-
layered nature of the choreography can
also be interpreted as a single technique
in which the main criterion is the
quotational nature of styles and motifs
form additional layers of meaning.
Discussion of Results. The multi-
layered nature of the performance
exists at various layers (in music, visuals,
choreography, and narration through
several narrators), as well as techniques
such as engaging the audience as an
interpreter, the use of real historical
letters, and connection of times in the
structure of the performance are
manifestations of the intertextuality of
contemporary choreographic text.
Contemporary ballet is increasingly
becoming more than just an art of
movement, but a means of preserving
and transmitting cultural memory.
Choreographers combine past and
present, classical traditions and
contemporary forms in one work
creating unique ‘“intertextual” world
where one art communicates through
the other one. Choreographers such as
Kristina Paulin and her predecessors
Cranko, Neumeier, MacMillan, and
Eifman use multilingual approaches:
dance, music, light, image, and text
create atmospheric density where the
audience perceives history not only
through their eyes but also through
sound, space, and rhythm. Paulin’s
choreographic range encompasses the
main types of contemporary dance
technique, encompassing dozens of
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dance forms from virtuoso duets, trios,
and heartbreaking psychological solos
to small group numbers and ensembles
featuring the main character. The
richness of the choreographic text,
which flows openly and freely through
the performers’ remarks and imbues
these movements with subtlest nuances
of emotional experience affording
various levels of expressiveness. As in
“Nijinsky”  of  Neumeier:  “.The
choreographic  fabric becomes an
expressive  medium that reveals
emotional nuance, reminiscent of
Neumeier's “Nijinsky” where every
movement becomes an X-ray of
consciousness” (Zozulina 2012). The
‘relatable” Neumeier signature style
found its successor in the young
choreographer.

In “December Rain” we observe how
a performance is constructed through
intersection of real events and personal
feelings, social themes and individual
experience. A series of additional micro-
plots and meanings complete the
overall concept like fragments of a
whole. However, despite all this,
nonlinear narrative does not strive for a
complete form; the kaleidoscope of
images and open structure allow the
performance to be perceived as a living
process. In biographical genre this
function is possible in the blending of
past and present when memory and the
present moment can coexist in line.
Therefore, a single performance
features both historical and fictional
figures. ~ Dramatic ~ fragmentation
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fictional characters connect these
opposing layers: Chopin’s Alter Ego and
Music as doubles of the writer and
composer present a reflection and
simultaneously a true manifestation of
their spiritual impulses in scenes where
the real characters reveal none of their
feelings in public. Thus, reality and
dreams merge in a single moment. But
in such a case the presence of
documentary evidence is essential to
ensure the entire work remains credible.
And letters by Sand and Chopin serve as
documentary anchors ensuring the
credibility of the narrative in “December
Rain”.

Thus, intertextuality and fragmented
dramaturgy transform contemporary
ballet into a complex semiotic system
where dance becomes an intellectual
mode of recording biography and
cultural reflection.

Conclusion. The analysis  of
“December Rain” by Kristina Paulin
demonstrates  that  contemporary

biographical ballet is becoming a key
space for rethinking classical forms of
choreographic narrative. It intersects
documentary and fiction, psychologism
and  philosophy, tradition  and
contemporaneity. Rather than simply
illustrating the life of a famous figure, it
reveals the inner world of the character
and era, transforming personal history
into a universal artistic experience.
Kristina Paulin’s work shows that
215-century  biographical  ballet
inherits the essential discoveries of

Neumeier and his school while
contributing new approaches to stage
language. For Paulin the goal is not to
reconstruct events, but to convey
emotional truth -presenting a personal
story rather than a chain of facts.
“December Rain” combines European
dance philosophy with a distinctly
female authorial perspective, expanding
the interpretive possibilities of the
genre.

The interaction between
choreography and music plays a central
role in the study. Chopin’s works,
juxtaposed with contemporary
compositions and sound effects, create
a multilayered soundscape in which
past and present enter into dialogue.
Music becomes a partner to the dance,
shaping psychological dynamics. In this
context, Paulin’s ballet synthesizes
20th-century “ballet symphonism” with
postmodern exploration of the sonic
environment.

Paulin uses multilingual expressive
language, intertextual structure of the
work, fusion of artistic languages,
kaleidoscopic composition, and open
form enable multiple interpretations.
The presence of both historical and
imaginary figures allows the ballet to
function as a form of cultural memory.

Equally important is the naturalistic
portrayal of characters, driven by the
influence of postdramatic theater and
immersive forms that blur boundaries
between stage and audience. Reality
enters the performance as a means of
communicating with the audience. In
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“December Rain” this technique is
achieved through a live pianist, voiced
letters, and tangible household objects
creating a sense of involvement in the
action.

Thus, Kristina Paulin’s ballet is a new
artistic synthesis where biographical
narrative merges with philosophical
reflection on creativity, memory, and
love. Its intertextuality, multilayered
musical-choreographic structure, and
immersive stage space transform the
performance into a living organism
capable of not only telling a story but
enabling the audience to experience it.
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Contemporary biographical ballet
drawing on the traditions of Neumeier,
MacMillan, Eifman, and others continues
to evolve as a genre that integrates
psychological drama, philosophy, and
dance. Its significance extends beyond
performing arts, offering a means of
understanding human individuality and
historical experience through the
language of movement. In this sense,
“December Rain” not only continues but
also revitalizes the tradition of
European  choreographic  theater,
opening new horizons for 21 century
ballet.
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