®  oow”
" WELCOME TO THE BAZAAR!
THE KAZAKHSTAN STUDENT
EXHIBITION AT PQ 2023

Emma Howes', Cameron Parker', Morgan Phelps'
!Coastal Carolina University (Conway, South Carolina, USA)

CAJAS Volume 9. Issue 1. 2024

Abstract. This review explores the work of the Kazakhstan Student Exhibit at the Prague Quadrennial
in June 2023. In doing so, we contextualize the exhibit within the international festival, describing its
concepts and accompanying performances, including Cooper’s Trading Post, «Kurt,» the «Day of Tea,» 2
and the Nauryz Celebration. The notes presented here are based on first-hand observations as well
as individual interviews with the design and production team members present at PQ. To accompany
this work, we also reflect on the cross-cultural collaborations behind the exhibition, which are the
culmination of a five-year relationship between a university in Almaty, Kazakhstan, and Conway, SC, in
the United States. Thus, the interviews conducted during the second half of the 10-day festival provide
not only insight into design and performance choices, but also the processes behind a student-led
collaboration between two cohorts from Theatre and Design programs separated across time and
space. In this way, while we locate the exhibit as a display of scenographic art and performance from
the Central Asian nation, we also provide suggestions for international collaboration in designing a
display for theatre festivals that may provide a framework for others working on similar projects in the
future.
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Introduction

he Prague Quadrennial of Performance

Design and Space, or «PQ» for short,
is a festival that showcases scenographic
techniques and artistry from different
cultures around the world. The 2023
edition was the 15th occasion since the
first festival in 1967, and it took place
primarily in Prague’s lively HoleSovice
Market, which remained open and active
throughout the duration of the festival,
providing an exciting, dynamic backdrop
for the exhibits. The 10-day event consisted
of a number of displays representing
59 counties and regions and more than
2000 artists. Work was presented at the
Exhibition of Countries and Regions, where
professional exhibits were housed, and
the Student Exhibition; each participating
country focused their designs on a specific

theme, this year’s being rare. This theme
was explored through performance,
costume design, set design, and other
theatrical elements as every group strove
to illustrate rare «in the sense of unique
and raw realities that artists create» («15th
edition»). As such, PQ invited its attendees
to become fully immersed in these

realities through direct interaction with
the exhibits, and, in this way, the scenes
are «truly completed by the participants
engaging with the designed space» («15th
edition»). In 2023, PQ estimated there
were «nearly 11,000 accredited visitors
and one-day ticket holders,» while free
performances «attracted tens of thousands
[of] other people» («PQ is Over»). The
event successfully brought cross-cultural
exchange through performance art to an
impressive number of people, creating a
magical space where participants could



build coalitions around expressions of
global identity and connection.

This review focuses on the Kazakhstan
Student Exhibit and the performances
that took place in that space. The student
exhibit, as outlined below, was rare in a
number of different ways, including its
presence as the only exhibition in the
space from the Central Asian region. It
was also the product of a collaborative
process between students at T.K.
Zhurgenov Kazakh National Academy of
the Arts in Almaty and at Coastal Carolina
University in the US. This review is written
primarily from the perspective of curation
team members from the US, including
interviews of curation team members
from both countries to provide a variety
of perspectives on the work we created
together.

A Brief Background

As previously mentioned, this exhibition
embodied PQ’s theme of rare in a variety
of ways, including our shared work

across cultures, nations, geography, and
language. In collaboration, we landed on
the overall concept of a bazaar, highlighting
these open-air markets that house inter-
and intra-national trade as «redistribution
hubs» for people, ideas, and goods (Alff
249). There is tremendous research diving
deeply into the culture around the bazaar,
Kazakhstan, and the role of the Silk Road in
Central Asian history, outlining the social,
political, and historical significance to this
choice as a platform for an international
stage (Mamasolieva, Chin, to name just

a few). Further, interest in this historical
moment has resurfaced with infrastructure
and trade projects like the New Silk Road.
We selected this concept for its historical
ties to pre- and post-Soviet Central Asia
and as a space where old and new, local
and global, come into conversation. The
character tropes we sketched during early
meetings within the space of the market
are vast: the trickster, who attempts to do

business, alongside the mystic, who shares
visions of the future and the shopper, who

bargains down the price of fresh vegetables.

The market is a place where foreign and
regional not only come into contact but
interact through negotiation and exchange.
The outlandish and performative mix with
the everyday and banal, emphasizing
encounters that speak to PQ’s theme

of rare. It further created a space for
intercultural exchange, where students
and artists from the US could interact
with students and artists from Kazakhstan
to emphasize people coming together in
harmony, an especially potent message
following the Covid- 19 pandemic and the
impact of global conflicts that have arisen
since.

The market is also a space where
traditional and modern technologies
interact and are shared, as the items
exchanged carry stories. This thread
became surprisingly significant in the
exhibit, as outlined below; the sharing
of stories and goods captures the overall
spirit we hoped to illustrate, as the world
experiences rebirth after lockdown. As
theatre professionals, artists, and the
public converged in Prague for PQ, the
Kazakhstan Student Exhibition produced
a site that functioned as a gathering point
for participants in the festival as well as
visitors, who could join in a game of assyk
with our curation team, or step inside the
tent to find shade or shelter from the sun
and occasional rain that drifted through
the city. In these ways, while we did not
centralize the act of trading to the extent
of other exhibits (the Student Exhibit
from the Philippines, for example), there
was almost-constant interaction between
guests to the space and our curation team.
Aligning with traditions of Kazakh and
nomadic hospitality, so often referenced
regarding many Central Asian cultures, the
exhibit became a space for people to visit,
find shelter, and explore the artifacts and
displays within the bazaar.
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The Collaboration

The kernel for this collaboration was
planted at PQ 2019, when faculty from
CCU were invited to join students and
faculty at KazNAII for an exhibit titled,
«The Power of Magic in the Imaginary
World of the Kazakh Ertegi Tale: The
Instinct of Free Flight.» The group decided
to form a fuller collaboration for the next
Quadrennial in 2023, bringing students
from both institutions together to present
shared responses to the festival’s theme,
rare. In this way, the theme was woven
into not only the exhibit itself, but in the
cultivation of concepts and performances
through the unusual collective work of
two different universities and two different
cultures. We also thought of this as a rare
professionalization opportunity for all the
students involved, in designing an exhibit
and performing at a large, international
festival, in addition to the chance to work
closely with colleagues from around the
world to do so.

While work to apply for PQ began with
design concepts, securing funding and
organizing the trip began much earlier for
students and faculty at both institutions
and the full group was brought together
for the first time in early 2023 over Zoom.
In particular, student members of the
design and production (DePro) team met
weekly, with a standing day and time.
The collaboration picked up speed the
week ahead of PQ, when the US team
traveled to Almaty, Kazakhstan for a
week. Team members reflected on the
ways that these meetings brought the
team «closer in general once we got to
Kazakhstan» (Josties), even as «strong
bridges [were built] during the Zoom
meetings, which created a sense of trust
between the cohorts which enhanced the
creative process» (Bolat). These meetings
included discussion of design work,
including costumes and the presentation
of the exhibit. The relationships cultivated
in these informal student meetings created

a space for cross-cultural communication
and allowed students to get to know each
other. Regular reports from the meetings
were sent to the full team of instructors,
actors, and DePro members via emails from
our acting stage director, Grace Gardner,
in a gesture to include members who were
not able to attend and create accountability
and clear communication. In addition,
there were several threads of written
communication taking place with a variety
of combinations of team members from
both countries on WhatsApp and Telegram.

As the exhibit centered on student
artistic endeavors, student meetings
were more frequent than full cohort
meetings, with the latter taking place
1-2 times a month, beginning in January
2023. During the larger team meetings,
members discussed necessary supplies for
the exhibit, as well as larger conceptual
frameworks for the work, including
constructing different performances
that would punctuate our time at PQ. In
emphasizing space for students to meet,
we hoped to respond to Johanna Leinius’s
advice on collaborative projects across the
global North and South, to value «sharing
our stories and experiences with efforts to
build non-dominating ways of producing
knowledge across power divides’ and
to allow students to avoid «ready-made
recipes’” for production (72). Thus, while
students were guided by faculty in both
cohort groups (and faculty were responsible
for putting together the tremendous
logistics of the project), they were also
encouraged to work with one another from
the standpoint of relationships to expand on
the concepts proposed by the full group.

To give US students hands-on
experience with Kazakh culture and
history, ahead of the exhibition, students
from Coastal Carolina University
(eight undergraduate students from
the Department of Theater and two
graduate students from the Masters in
Writing program) arrived in Almaty, KZ,
to the generous welcome of students



from KazNAA, led by the Vice Rector of
Research, Kabyl Khalykov. Students from
both universities quickly began connecting
personally, artistically, and professionally
through shared meals, performances
of theater and music, exchanging of
giits, and sightseeing. The time spent in
Almaty, and the repertoire that resulted
from it, highlighted language and cultural
barriers (making space for reflection on
global power dynamics, social currencies,
and accessibility), while also breaking
them down in the name of interpersonal
connection and artistic collaboration.
While in Almaty, students met
regularly in the evenings to unpack the
experiences of each day: acting students
created symbolic performances, design and
production students crafted costumes—
including individualized aprons—with
practical materials, and writing students
reflected on the unfolding conversations
between individuals and the larger group.
The students joined each other for a
group trip to the Kok Bazar, allowing the
CCU students to experience first-hand
the central theme of the Kazakhstan
Student Exhibit through the lens of those
who frequent the market we strove to
recreate in Prague. The group sampled
foods and drinks like kurt, baursak,
shubat, and kumis, offered graciously by
smiling vendors. In addition, the Almaty
videographer, Izbassar Assylzhan, of the
production company NDA Product, created
avideo of the visit to promote PQ and
commemorate the cross-cultural exchange
(videos available on Instagram @nda.
assyll or @kazakhstanpq). Even though
the Kok Bazaar was slightly overwhelming
at first, the CCU students were soon able
to appreciate its variety and vastness, as
well as its fast-paced, social nature, due
to the support and enthusiasm of the
Kazakh cohort. Experiencing the Kok
Bazaar together greatly contributed to the
strength of both our friendships and our
collaboration in general, and it was a key
element in the success of our exchanges
and PQ exhibit. (fig.1)

M i u-wa

Figure 1. The Kok Bazaar. Students and faculty from
both universities visit the Kok Bazaar in preparation
for PQ. Photo: Alina Gavrilova.

The experiences in Almaty proved
essential for both cohorts, though they had
an especially potent impact on students
from the US, who came to Kazakhstan
with a spectrum of experiences in time
abroad ranging from none to several
months in other study abroad programs.
Willow Collins, one of the performers,
stated frankly, « Without going to Almaty
first, we couldn’t have done what we
did,» adding «the performers’ process
included experiencing the culture—fully
immersed in each moment—then trusting
our training to essentialize that into
our performance. It’s odd because you
don’t feel that happening in the moment,
but looking back, even the less defined
cultural moments made their way into the
performance» (Personal interview). This
is further emphasized by Corin Wiggins,
who reflected, «When we got to Almaty, [
intentionally took in my surroundings with
a heightened awareness because [ knew
that that would be what we were using
to create these pieces of art» (Personal
interview). Lastly, Cooper Josties, a
DePro student and an active member
of the pre-departure student meetings,
echoed the emphasis of his colleagues on
the importance of observation: «Being in
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Kazakhstan helped me understand what the
people are about. Our role in this project
was never to be the designers. We were just
the bodies and the people helping bring it
to life. So while in Almaty, [ knew I needed
to be observant» (Personal interview).

This positioning of student participants
as learners and as «the bodies and the
people helping bring» the exhibition to
life, suggest the presence of what feminist
researchers refer to as «critical self-
reflexivity» (Leinus 75). This was especially
important as students from the United
States were attending PQ as collaborators,
but also as invited guests of the Kazakhstan
Student Exhibition. In her much cited work
on research methodology across cultures,
Jacqueline Royster writes of remembering
our «home training,» a reference to
emphasizing values of respect, when
visiting the «home spaces» of others (32).
Specifically, Royster references this concept
in relation to historical misconducts when
researchers fail to consider the complex
systems of power in which we all operate,
disrespecting the communities in which
they work, often unintentionally. For these
reasons, it was very important for our
entire group to consider some of the larger
contexts in which our collaboration was
fostered, particularly for US students who
walked through these home spaces of their
colleagues and strove to share stories from
a culture not their own. Jacob Phillips, a
member of the CCU cohort, reflected on
this idea, stating that as he spent more
time in Almaty and in places like the Kok
Bazaar, he was «becoming more conscious
of respecting the space that he’s entering»
(Personal interview), and through such
behavior, we were able to bolster the sense
of trust and community referenced by Bolat
and other students in their interviews.

Following the week in Almaty, the
curatorial team traveled to Prague, where
the cohorts from CCU and KazNAA
reconvened at the HoleSovice Market on
the day of PQ’s opening ceremony. Much
of the construction of the tent’s display was

set up by the Kazakh team and technical
support team in Prague (Khalykov,
Zhannat Baimukhanova, Bolat, Aruzhan
Tuleubyeva, Alina Gavrilova, Zamanbek
Daryia, Zamanbek Yergalym and Jaromir
Bernard), who arrived a day earlier than

the US cohort, though both groups were
charged with transporting items from
Almaty to Prague. The large outdoor

space was sunny and full of life as student
groups and scenography professionals
arrived from various countries, while the
Kazakh exhibit—a colorful, interactive, and
welcoming display of cultural community—
was assembled after months of preparation.

Summary of Performances

Performances were originally imagined
to highlight important aspects of Kazakh
culture, offered by the Kazakh members
of the curation team as a way to both
invite US participants into traditions that
were significant to their culture, as well as
select snapshots that would present these
elements on a global stage. The setting of
the bazaar was intentionally one of cross-
cultural interaction, making space for the
collaboration to avoid the very real dangers
of cultural appropriation, highlighting
instead cultural exchange and appreciation.
There were also performative moments that
were grown out of the collaboration and the
PQ experience, including Cooper’s Trading
Post, mentioned below. While this review
does not cover every performative moment
from the exhibition, it does outline some of
the major performances that took place at
the Student Exhibit. (fig.2)

The Tent

To begin our review, we start with the
displays produced by the curation team.

As mentioned, the specific bazaar that
served as a model for students was the Kok
(Green) Bazar located in Almaty, the home
of KazNAA. The tent included a variety of
articles that one would find in a bazaar,
including trinkets that represented Kazakh
culture that might be sold to tourists,



Figure 2. A view of the open-air tent that served as
the display for the Kazakhstan Student Exhibition
at PQ. The space served as a welcoming center for
visitors and the base location for the performances
reviewed in this article. Photo: Alina Gavrilova.

fruits and vegetables, and a host of design
elements, created by the Kazakh team.
These included tapestries beaded with
sheep bones and bottle caps, felted flowers
that served as covers for the lighting, and
garlands of ribbons with traditional Kazakh
designs and homemade tassels, strung
along the edges of the display to enhance
the ambiance of the space for those
entering and exiting. Further, each corner
of the tent housed displays of scenographic
models, representing additional elements
of Kazakh culture, including celebrations of
apples, a fruit whose origins lie in the Tien
Shan Mountains outside Almaty («The
Last Wild Apple Forests»), dioramas of
ancient petroglyphs found in the Tamgaly
gorge, and a delicate model of the internal
structure of a yurt. Finally, the space
was punctuated with tea bags, hanging
alongside the tassels to add texture and fill
the space with the smell of tea during the
periodic rains that moved through Prague.
The tent itself had open sides, allowing
access from multiple points, though the
tent’s front was used as an official entrance,
welcoming visitors with an outlaid carpet
and two pairs of Kazakh slippers, which
guests were welcomed to try on when they
entered the space. These elements created
an experiential encounter with the market:
when participants entered the tent, they
entered a unique space full of artifacts
and images of Kazakhstan. The curation

and creative teams wore individualized
aprons, designed and adorned by Gardner
and Bolat. These aprons identified

bazaar workers by the green embroidered
Kazakhstan logo and were embellished with
items from the tent, including ribbons, tea
bags, and dried fruit. (fig.3)

Figure 3. Welcome to the Bazaar! Khalykov,
Gavrilova, Tuleubyeva, Yembergenova, Parker,
Phelps, and Bolat stand outside the tent wearing
personalized aprons. Photo: Kazakhstan Student
Exhibit Creative Team.

Cooper’s Trading Post

We will begin the performance reviews
with Cooper’s Trading Post, as this element
of the exhibition was present throughout
the entire festival. As mentioned above,
audience participation and interaction
played a significant role in bringing each
scenographic exhibit at PQ to life. At
our exhibit, one way this concept came
to fruition was through what we called
«Cooper’s Trading Post.» The Trading
Post became a microcosm of the exchanges
that take place in a typical bazaar,
though instead of trading actual goods
and services, festival attendees traded
significant personal items and stories with
Cooper Josties, a member of the design and
production team from the American cohort.
Through these exchanges, empathy and
human connection became the «currency»
of trade. Everyday, Josties would sit at
the exhibit with a sign and a handful of
items, waiting for attendees to approach
the space. He would invite them to sit with
him and, if they agreed to listen, he would
explain the significance and story of each
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item in front of him. Then, he would ask
them if they had an item they would like to
trade and would prompt them to share that
item’s story. (fig.4)

Figure 4. The Trading Post. A PQ visitor listens to
stories about different items at Cooper’s Trading
Post. Photo: Alina Gavrilova.

Over the course of the festival, people
came to our exhibit specially to trade and
talk with Josties. In fact, he reported that
after 6 days, he had spoken and traded with
55 different participants. Josties noted that
«people just kept coming and listening
and sharing and trading, and [that] the
emotional connections resonated with
people [...] and it became something really
special» (Personal interview). The sense
of truthfulness and authenticity that was
created through both the trade itself and
the act of sharing and listening to personal
stories opened the door for cross-cultural
human connection and understanding in
a way that mirrors the type of exchange
that takes place in a bazaar. Further, these
exchanges highlighted the theme of rare
by artistically and emotionally reflecting a
unique reality where items of all sorts are
traded via face to face interaction. Cooper’s
Trading Posting was an integral part of
our exhibit, and it exemplifies our central
themes of collaboration and connection
while also demonstrating an important
aspect of Kazakh and Central Asian culture,
as a center for the trading of ideas and
items from people hailing from all over the
world.

Kurt

Another repeated performance at the
Kazakhstan Student exhibit was a piece

called, «Kurt,» based on the story of
Gertrude Platays, who was imprisoned
in the village of Zhanashu during World
War II at the ALZhIR, or Akmola Camp
of Wives of «Traitors” of the Motherland.
During her imprisonment at the Soviet
camp, which was the largest concentration
camp holding the wives of political
dissidents and captives, Platays and other
women were forced to do manual labor
under the harsh conditions of the northern
Kazakh steppe (Maria-Xavier). Platays’
story is one that many Kazakhs hold dear as
an illustration of the hospitality, generosity,
and compassion that the country is known
for, as well as a quiet resistance to colonial
presence during the rule of the USSR. The
story, which has been told in a number
of places, goes like this: a group of older
Kazakhs from the nearby village directed
village children to throw white stones at
the imprisoned women at the end of a
long workday (E-history.kz). Guards of
the camp, assuming that these actions
were done in anger at the wives of men
identified as traitors to Stalin’s regime,
allowed the actions to take place. Platays
fell to the ground during the «attack,»
her face coming close to one of the white
rocks thrown by the children. That’s when
she noticed: the rock smelled like cheese.
Platays put the rock in her mouth and
discovered that it was actually kurt (qurt), a
fermented, hardened cheese curd, common
amongst traditional nomadic populations in
Central Asia (the hardened curds travel well
and are a source of protein, calcium, and
calories on the steppe) (Uteuova, E-history.
kz). The villagers were not throwing rocks,
but food sources to the imprisoned women,
to help sustain them and show them
compassion.

The performance around Kurt was
introduced by Alfiya Yembergenova, one
of the KazNAA faculty members who
participated in PQ as part of a larger series
of performances originally categorized
under «The Day of Milk.» Yembergenova
shared documents describing Platays’



story and worked with team members from
the US, including Willow Collins, Isaiah
Cook, Ben Sota, and Corin Wiggins. Grace
Gardner and Emma Howes narrated the
performances, reading a script written by
Gardner. The performance itself, which was
a crowd favorite, featured four performers,
Cook, Yembergenova, Sota, and Wiggins,
standing in a circle holding a fishing net;
Collins played the part of Platays, walking
precariously through the net, which

was moved by the others in opposition

to their steps to illustrate the physical
difficulties of labor and environment that
imprisoned women experienced. As the
actor negotiated the net, they were pelted
by white juggling balls, representing the
rocks that were thrown at prisoners at
ALZhIR. Mirroring Platays’ story, when
the net and balls were too much, Collins fell
to the ground, picking up one of the balls
to realize its actual symbolic identity, not
as a rock, but as an offering of dried cheese.
During the performance, Gardner’s script
was read slowly, offering vignettes from the
story interspersed with a recipe to make
kurt. (fig.5)

Alongside sharing the story of the
interactions between women imprisoned
ALZhIR and local Kazakh villagers, this
performance further plays with the roles
of self and other, as members of both
cohorts played the roles of those holding

Figure 5. Walking the Net. Collins steps carelully
through the net, embodying the conflicts
represented by the performance. Photo: Emma
Howes.

the net, the villagers tossing kurt, and
Platays, a foreigner to Kazakhstan and a
political prisoner. In this way, the larger
themes of cultures coming into contact
with one another, as well as tropes of
generosity to strangers and hospitality,
even under extraordinary and oppressive
conditions, are highlighted within Kazakh
culture. At the end of the performances,
Yembergenova and Aruzhan Tuleubyeva
distributed samples of kurt to members
of the audience, extended this offering
from the villagers to visitors to PQ and the
Kazakhstan Student Exhibit, further driving
this point home.

Tea

The themes of hospitality and cultural
exchange were also highlighted in the
«Tea» performance, featuring Collins,
Cook, Yembergenova, Sota, and Wiggins.
In Kazakh culture, inviting others to tea is
an act of coming together that cultivates
closeness and trust, and that creates space
for family and friends to share stories,
celebrations, and gossip. During these
tea ceremonies, certain gestures are
considered thoughtful and appropriate,
while others are rude and impolite. In
our Tea performance, this sentiment was
expressed by Yembergenova inviting the
other actors to tea, greeting each of them
enthusiastically when they arrived and
making sure to seat them appropriately,
with Sota, the most important guest,
seated closest to her and Cook, the least
important, seated furthest away. When
she served them their first round of black
tea—pouring the proper amount for
Sota and a larger, offensive amount for
Cook—each guest took a sip and came
up from their cups with bright red clown
noses attached to their faces. They then
proceeded to embody the flavor and
«persona» of black tea by having loud,
exaggerated conversations, speaking over
one another and moving rapidly from topic
to topic. Yembergenova then called for the
next round and served them green tea,
which resulted in the guests becoming
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much more relaxed and holding calmer
conversations. The third round was milk
tea, which left them lethargic and relaxed,
and the conversation slowed as each guest
grew sleepier. Finally, Yembergenova
served millet tea, and the guests became
sentimental and sweet, relishing in the fact
that the ceremony had forged a tighter bond
amongst the group of new friends.

During each round of tea, the guests’
conversations and actions were shaped
by the type of tea they were drinking,
and it was intentionally poured so that
the harshest tea was served first and the
sweetest tea served last. This was meant to
demonstrate not only the differing flavors
of the traditional teas themselves, but
also the sense of trust and togetherness
that can be formed over the course of a
tea ceremony. The guests started out as
enthusiastic strangers and ended up as
welcoming friends, and the conversations
they had through each round of tea
flowed in a manner that allowed for this
transformation. The content of the
conversations, however, was not of import
in this case, for while serving her guests,
Yembergenova spoke solely in Kazakh, a
language her guests did not share. Despite
being unable to understand one another,
the act of drinking tea together and of
experiencing the ceremony and traditions
associated with it allowed the guests to
form a true connection. Further, the clown
noses represented not only the performance
of the embodiment of the teas’ personas,
but, on a deeper level, the performance
that transpires during a tea ceremony
in general—that is, the performance of
hosting, of being a proper guest, and of
participating in conversation. In this way,
we were able to highlight the importance
of tea ceremonies in Kazakh culture and
to demonstrate the coming together that
transpires because of them.

Nauryz

Finally, the Kazakhstan Student Exhibit
hosted a celebration of Nauryz (Nauriz,
Nawruz), a Central Asian and Persian New

Years celebration, held each March around
the equinox. The cultural significance of
Nauryz makes it one of the largest holidays
in Kazakhstan, as it represents—among
other things—a time when families and
nomadic communities that have been
separated throughout the winter come back
together. In this way, the holiday is about
survival, as Anna Oldfield points out in

her article, «Nawruz in Kazakhstan»: it is
the renewal of family, the renewal of crop
growth, and the start of a new cycle of life
and growth on earth (2-3). For this day of
performance, the exhibit’s tent served as a
headquarters, where visitors were invited
to dance and play games, including assyk,
which used painted sheep bones, called
saka, which are tossed like dice with the
objective of knocking other assyks out

of the playing field («Kazakh Traditional
Assyk Games»).

In addition to the general festivities,
the exhibit also hosted an all-female
performance by members of the Kazakh
curatorial team, representing the
importance of heritage through the
wrapping of a kimeshek, a head covering
worn by women in traditional Kazakh
culture who are married and have children.
The origins of the kimeshek are contested
and perhaps varied, but there is no doubt
that it reaches back to ancient practices
and ones that are echoed in many regions
of Central Asia and the Turkish world
(Richardson). This adds to the potency
of the performance, which was the only
one during the exhibition featuring only
Kazakh performers and only women. To
complete the ceremony, Baimukhanova
was seated outside the tent, wearing
traditional Kazakh dress. Tuleubyeva,
Gavrilova, Yembergenova, and Daryia
Zamanbek circled Baimukhanova, holding
four ends to different strands of cloth, which
they wrapped around a base covering on
Baimukhanova’s head, slowly walking
around her to build the kimeshek. (fig.6)

Once the wrapping was complete, the
ends of each cloth were tucked into the



Figure 6. A Wrapping Ceremony. Members of the
Kazakh Creative Team, Tuleubyeva, Gavrilova,
Yembergenova, and D. Zamanbek, wrap a kimeshek
on Baimukhanova during the exhibit’s celebration of
Nauryz. Photo: Morgan Phelps.

covering and Baimukhanova rose, walking
around the edges of the exhibit and tossing
tenge coins and Kazakh candies into the
audience. The performance emphasized
the importance of generational knowledge,
which is often transferred through the home
and through the work of women around
the world, as well as honoring familial

and community relationships, which are

so central to the celebration of the Spring
and of fertility of the land, of livestock,

and of families. These threads are all
central to Nauryz and to the continuation
of traditional Kazakh culture in the
contemporary world.

Conclusion

Putting together a creative exhibit that
represented Kazakh scenography, design,
and culture was no simple task; especially
for a group who was separated by time and
space during the weeks prior to the festival.
As we built our ideas and figured out the
logistics, we found that being open to
suggestion, change, and fluidity allowed for
many of our successes. As stated by Bolat
during an interview, she, as an individual,
had to give up control at times «since [the
project] was collaborative and everyone’s
creative concepts [were] mixing.» But she
ultimately was pleased with the experience,
noting that «collaboration brings in new
thinking from different perspectives» that

you wouldn’t get otherwise (Personal
interview). Therefore, when working on
collaborative projects, it is important
to listen and learn as you go, and to
embrace the potentially hectic moments
as part of the process. It was difficult at
times to communicate ideas across the
language and cultural barriers we faced,
but we quickly realized how important it
is to remain in a mindset where making
compromises or even letting go of ideas
entirely is comfortable and productive.
We faced this issue with a few of our
performances at PQ, when we realized
we needed to adjust concepts or shift
their focus in order to make them more
effective and engaging; but through open,
judgment-iree communication we came
to agreements and our exhibit was able to
thrive. Thus, a key element of our cross-
cultural collaboration was everyone’s
willingness to be flexible and to create
space for unique perspectives, and this
should be kept in mind when embarking on
similar projects.

The representations of Kazakh and
Central Asian culture in our exhibit
were based on key traditions and artistic
notions that we experienced, observed, and
discussed together in shared spaces over
the course of our collaboration and beyond.
Therefore, as we created space for unique
voices and perspectives to contribute to
our collaborative goals, we also cultivated
conversations that crossed cultural
boundaries and helped create real, genuine
human connections. These conversations
took place online and in person, and they
allowed us to bond with one another and
to build an appreciation for one another’s
culture. A significant way we were able to
achieve this appreciation was by breaking
down barriers and encouraging everyone to
be involved in all aspects of the project. For
example, all team members—including the
actors, writers, and design and production
students—were invited to the performance
rehearsals, contributing to the ecosystem
in which we stepped over the boundaries of
creative disciplines and roles.
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The sense of freedom and trust this
fostered amongst the team cultivated
friendships and made it easier for the
American students to learn about and
embrace Kazakh culture. As Josties
detailed, after getting to know the Kazak
cohort, the American students were able
to observe their culture and could figure
out «how to represent [it] and the ways
[it] interacted with our overall theme,
which [was centered] around new ways of
interacting with people and new ways of
coming together» (Personal interview).
In this way, our collaboration in itself was
rare: two cultures from two very different
parts of the world came together to
cultivate conversations and relationships
while creating art and studying culture.
Furthermore, at PQ, not only did we
bring in rare through our exploration of
the Kok Bazaar and our unique cross-
cultural collaboration, but also through our
presentation of Kazakh culture in general.
In an interview, Bolat noted that «we
[were] the only Central Asian exhibit, so

Contributions of authors:

Figure 7. Selfie from the Team!

showing this culture [through performance
and design was] really great» and provided
a rare instance of representation for
cultures similar to Kazakhstan’s. Through
our collaboration, we opened the door

for rare friendships, conversations, and
representations to occur, and the cultural
understandings we developed were the
beating heart of this project. (fig.7)

E. Howes, C. Parker, M. Phelps - all three authors contributed to the research, drafting,

and revision of this review.

ABTOpnapabiH yneci:

3. Xayac, K. Mapkep, M. @ennc - yw aBTop Aa OCbl WONYAbI 3epTTEYre, )Kobanayra xaHe

pefakuusnayfa ynec KocTbl.

Bknap aBTOpOB:

3. Xayac, K. Mapkep, M. ®ennc - Bce Tpu aBTOpa BHEC/IM CBOM BK/AJ B UCC/IEA0BaHME,
pa3paboTKy U pefakTMpoBaHWe AaHHoOro o63opa.
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Amma Xayac', Kamepon IMapkep', Mopran ®ennc!

"Yuusepcuret [pubpesknoit Kaposutbl
(Komugeit, FOxnast Kaposiina, CILA)

[LOBPO MNMOXXAJIOBATb HA BA3AP! KASAXCTAHCKAS CTYAEHYECKAA BbICTABKA HA PQ 2023

AHHoTaums. B naHHoM 0630pe aHanu3upyeTcs AesTenbHocTb Ka3axCcTaHCKoM CTyAeHYeCKOM BbICTaBKM
Ha Mpaxckom KBagpuerHane B utoHe 2023 roaa. B npouecce nccnenoBaHus BbICTaBKM ONMUCbIBAOTCS
ee KOHLIenuum 1 ConpoBOXAAtoLLME BbICTYNNEHUS, Tak1e Kak «Toproebli noct Kynepay, «KypT», «JeHb
yas» u NpasfHoBaHWe Haypbi3a, a TakxkKe KOHTEKCTYanu3npyeTcs ee B MEeXAYHAPOAHOM heCcT1BaIbHOM
KoHTekcTe. [lpeacTaBneHHble 3aMETKM OCHOBAHbI HA MEPBUYHbIX HAGMIOAEHUAX U UHAUBUAYANBHbBIX
MHTEPBbIO C YNEHAMM [M3aiHEepPCKOM M MPOAICEPCKOM KOMAH, MPUCYTCTBOBABLIMX Ha lpaxckom
KBaApueHHane. 11 LONONHUTENbHOMO OCBELLEHNS UCCIEAYEMOTO SBNEHMS TaK)Ke PacCMaTPUBAIOTCS
KpOCC-KynbTypHble Konnabopawmu, nexaliye B 0OCHOBE BbICTaBKM, KOTOPblE BO3HWUK/W B pe3ynbraTe
NATUNETHErO MAapTHEPCTBA MeXAay YHMBepcuTeToM B Anmartsl, KasaxcraH, u Konsaw, FOxHas KaponuHa,
CLUA. Takum 06pa3oMm, UHTEPBbIO, MPOBEAEHHbIE BO BpeMs (HecT1Bans, mo3BOASAIOT HE TONIbKO
NOHSATb BbI6OP AM3aiiHA U GOPMbI BbICTYMIEHWUIA, HO M MPOLLECCHI, NEXALUME B OCHOBE CTYAEHYECKOro
COTPYAHMYECTBA Mex Ay ABYMS KOoroptamu nporpamm Teatpa v [ln3aiiHa, pasaeneHHbIMUM BO BPEMEHU
¥ NpoCTpaHCTBe. B utore, HECMOTPS Ha TO, YTO Mbl BbICTAaBKa PacCMaTPMBAETCA KaK AeMOHCTpaLms
cLieHorpadu14eckoro MCKYCcCTBa U BbiCTynneHui 3 LleHTpanbHo-A3MaTckov CTpaHbl, TakKe npeanaratrcs
peKkoMeHAALMMN NO MeXAYHapOLHOMY COTPYAHUYECTBY B CO3AAHMM BbICTABOK A5 TeaTPasibHbIX
(decTBanei, KOTOpble MOrYT MOCTYXXWUTb MPUMEPOM A APYrMX NPOEKTOB AAHHOIO TMMa B OyayLiem.

Knioyessoie cnoea: CueHorpadus, KazaxcraH, lNpaxckuii KBagpueHHane 23, cTyAeHYeCckoe UCKYCCTBO,
MEeXKYNbTypHOe 0bLieHNe, COTPYAHNYECTBO

Ana yumuposanus: SMMa, Xayac, u ap. «[Jobpo noxanosatb Ha 6a3ap! KasaxcraHckas cTyaeHyYeckas
BbicTaBKa Ha PQ 2023x». Central Asian Journal of Art Studies,T.9,N2 1, 2024, c. 297-315. DOI: 10.47940/
cajas.v9i1.809

Aemopbl npoyumanu u 0006puu OKOHYAmMeNbHbIl 8apUaHM pyKonucU U 3aseiswom o6 omcymcmesuu
KOH@IUKMA uHmepecos.

bnazodapHocmu: ABTOpbI 3TOro 0630pa xoTenu 6bl N061aArofapUTb PeLaKLMOHHYI0 KOMaHAy
LleHTpanbHOA3MaTCKOro XypHana UCKYCCTBOBELEHMS, @ TAKXKE KOMaHAy KypaTopos M3 Kasaxckoi
aKageMmm UcKyccTB uM. Temupbeka XKypreHoBa, lMpopekTopa no Hay4yHowu pabote Kabbin Xanbikos 1
MarmcTpa MckycctB XXKaHHaT baliMyxaHoBY, a Takxe TBopyeckue konnektusbl M3 KasHUW u YHueepcuteTa
MpnbepexHon KaponuHbl, nepeuncneHHble Huxe. MNoesaka ctyneHToB m3 MNobepexxHoro KapoanHckoro
yHMBepcHTETa 6blNa YaCTMYHO UHAHCMPOBAHA BHYTPEHHEN FPAaHTOBOIM MPOrpaMMoi NporpaMmbl
Succeed@Coastal, a Takxe cTuneHansamu ot LleHTpa rnobanbHOro B3aMMoLencTBuS yHUBepcuTeTa. Mol
Takxke xotenu 6bl BbIpa3uTtb 61arofapHOCTb HALWMM OTAENAM 33 BCHO OKa3aHHYH NOAAEPXKKY: Kadenpe
cueHorpadumn KasHAMW, a Takke oTaenam TeaTpa, aHIIMICKOrO S3blka M MporpaMme MarucTpaTypbl
no nucaTenbCcKoMy MacTepcTBy B NobepexxHoM KaponnHckom yHuBepcutete. Anbduma EMbepreHoBa
NoALEPXKMBANa BbICTYMNEHWS U BbICTyNana B Ka4ecTBe NepeBoAUMKa A5 CTYLEHTOB M NPenojaBaTenei
0b6eunx yyebHbIx 3aBefaeHMI. HakoHeL, H1M 0gHa U3 3TUX paboT He Bbina Hbl BOSMOXHOWM 6€3 HEYKNOHHOM
nopaepxkun AHHbl Onpgdunga, kotopas pabotana ¢ 06eMMM KOropTaMu € CaMOro Havana, nogaBas
[LOKYMEHTbI, OpraH13ys Noe3aKku 1 NepeBoas BO BPEMS HALUMX paHHMX BCTpey Yyepe3 Zoom n WhatsApp.
3T0 AEeNCTBUTENBHO Oblia KOMaHAHas paborTa.

Mbl Takxe xoTenu 6bl nobnarofapuTb NpenoaaBaTenei, COTPYAHUKOB U CTyAeHTOB Ka3axckoi
aKageMumm UCKyccTB UM. Temupbeka XKypreHoBa B AfiMaThbl 3@ MpuUriaLleHne npenogaBatenen u
cryneHToB YHuBepcuteTa [NpubpexHorn KaponnHbl NpUHATD y4acTue B 3STOM HEBEPOSITHOM MpoeKTe. Bbl
6bI71M 3aMeyaTeNbHBIMU X035€BaMU BO BPEMS BU3UTa aMEPUKAHCKOW KOropTbl B AIMaThl, 0Ka3biBas HaM
HEBEPOSTHOE FOCTENPUUMCTBO U A06POTY, KOrAa Mbl OCMATPMBa/M Ball NPEKPACHbIN ropoA, U y3HaBanu
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0 Ka3zaxckoi kynbrype. Cnacnbo Takxe TOproeL,am Ha 3eneHoM (Kok) 6asape, KoTopble NMpUHSIN
aMEPUKAHCKYH KOropTy Ha CBOWM pbiHOK M B Ka3axcTaH ¢ Nto60onbITCTBOM M pafocTbio. [loceleHne pbiHka
He Mor/o 6bl BbITb MONHBIM 6€3 foKyMeHTaumKu AcbinxaHa M3bacapa.

HakoHeL, Mbl xoTenu 66l nobnaroaapute 6eCYMCIEHHbIX paboTHMKOB M BonoHTepoB 2023 roaa
Mpaxckoro KBagpueHHane, a Takxxe caM ropof lNpary 3a npoBefeHue Takoro yaMBUTENbHOTO COBbITUS.

UYnenwbi Kypamopckolii komaHObl KazaxcmaHckoli cmyoeH4YecKoli 8biICmMasKu:

Kypatop - Kabbin XanbikoB, [poppekTop no Hay4Hol pabote B Kasaxckon HaumoHanbHowm
AkagemMum UckyccTB uM. Temupbeka XXypreHoBa;

Kypatop - XXaHHaT baiiMyxaHoBa, MarucTp nckyccrs, Kazaxckas HauvoHanbHas AkageMus MCKycCTB
uM. Temmnpbeka XXypreHoBa.

Kypatopbl - AHHa Ongdung, ben Cota 1 Imma Xayac (YHusepcuteT [MpubpexxHor KaponuHbi)

CryneHTbl MynbTuMeauinHon cueHorpadumn B KasHAW: bonat EpkexaH, Apy3xaH Tyneybaesa, AnvHa
[aBpunoBa 1 KobnaH AitanbepreHos (4 kypc); Annxan Catbibanabl, laHa Hypwaesa n AkbasH Tantoney
(1 kypo)

TexHunueckas nogaepxka: XaH Angekos

Konnabopaiitopsl - AHHa Onpgdung, ben Cota n SMma Xayac (YHuBepcuteT lNpubpexHoi KaponuHbl)

CryneHTbl MynbTuMeauinHon cueHorpadumn B KasHAW: bonat EpkexaH, Apy3xaH Tyneybaesa, AnvHa
[aBpunoBa 1 KobnaH AiianbepreHos (4 kypc); Annxan Catbibanabl, laHa Hypwaesa n AkbasgH Tantoney
(1 kypo)

TexHunueckas nogaepxka: XaH Angekos

TexHunyeckas nogaepxka B [Mpare: 3amaHbek Japus, 3amaHbek EpransiMm n dpomup bepHapa

bakanasp TeaTpanbHOro Am3aliHa M Npou3BOACTBa, YHuBepcuteT MNpunbpexHoi KaponuHbl: Kynep
[xxoctn n Tpeic lapaHep

bakanasp ¢u3snuyeckoro Teatpa, YHusepcutet [MpubpexxHon Kaponunel: Yunnoy Konnuns, Kopun
BurrmHc n Mcarsa Kyk

bakanasp Teatpa, YHuBepcutet MpubpexHor KaponuHbi: [xxenkob @unamnc

CTyneHTbl MarucTpaTypbl No nucbMy YHuBepcuteTa MpubpexHor KaponuHbl: KamepoH MNapkep u
Mopran ®ennc.
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Amma Xayac', Kamepon INapkep', Mopran ®ennc'

DKaranaynaro Kaposiina ynusepeureri
(Kongeit, Onrycrik Kaposina, AKI)

BA3APFA KOLW KENAIHI3! PQ 2023 KASAKCTAHAbIK, CTYAEHTTEP KOPMECI

Anpartna. byn wonyna 2023 xbinFbl MaycbiMAa Mparagasbl TOPTKbINAbIKTAFbl KA3aKCTaHAbIK CTYAEHTTED
KePMeCiHiH Kbl3MeTi TangaHasbl. KepmeHin 6apnaybl Kynep cayna 6ekeTi, Kypr, wan KyHi xaHe Haypbi3
MepeKeCi CUSKTbl OHbIH, TYXKbIpbIMAAManapbl MeH inecne KOMbIbIMAAPbIH CUNATTANAbI

YK9He OHbI XanblKapanblk GecTMBanb KOHTEKCTIHAE KOHTEKCTTEHAipeai. ¥CbIHbINFaH xa3banap MNpara
TOPTKbUIAbIFBIHA KATbICKAH AM3alH XaHEe OHAIPICTIK TON MyLlenepiMeH anfallkbl 6akplnaynap MeH xeke
cyxbaTtTapfa HerispenreH. 3epTrenin )aTtkaH GeHOMeHAi 0AaH api TYCIHAIPY YLiH KBpMEHiH Heri3iHae
Anmartbigarsl (KasakcraH) ynuBepcutet neH Konsenaeri (OHTycTik Kaponuna, AKLL) 6ec xbinabik,
CepiKTecTiK HaTMXeCiHAe nanaa 6onFaH MaeHWeTapanblk bIHTbIMAKTACTbIKTAP Aa KapacTbipblaagbl.
Ocblnanwa, gectmBanb HapbiCbiHAA XXYPri3inreH cyxbaTtrap AM3aliH TaHAaynapbl MeH CNeKTaknbaep
(dopManapblH faHa eMec, COHbIMEH KATap YaKbIT NeH KeHicTikTe 6eniHreH Teatp »aHe [u3aiiH
6arnapnamManapblHbIH, €Ki KOropTbl apacbiHAAFbI CTYAEHTTEPAIH, bIHTbIMAKTACTbIFbI HETI3IHAE KaTKaH
npouecTepai Ae TyCiHyre MyMKiHAiK 6epesi. KopbiTbiHAbINAM Kene, kepMe OpTanbik, A3ns engepiHin,
CaxHanblK A13aiHbl MEH KOWMbIIbIMbIHbBIH, KOPCETINIMI PeTiHAE KapacTblpbisiFaHbIMEH, ON1 COHAAM-akK TeaTp
ecTmBanbiepiHe apHanFaH KepMenepai KypyLa XanblKapanblk bIHTbIMAKTaCTbIK GOMbIHLLA

YCbIHbICTapAbl YCbIHAAbl, ONap ocbl TypAeri 6onawak 6acka xxobanapfa yari 6ona anasbl.
Tyiiin ce30dep: CueHorpadus, KasakcrtaH, [Mpara Quadrennial 23, cTyaeHTTiK 6Hep, MaeHUeTapanblk,

KapbIM-KaTbIHAC, bIHTbIMAKTACTbIK,
laliekce3 ywiH: DMMa, Xoyac xaHe T.6. «bazapra kow kenginiz! PQ 2023 KasakCTaH CTyLEeHTTEpPIHIH,
kepmeci «Central Asian Journal of Art Studies», 9-tom, N2 1, 2024 x., 6. 297-315. DOI: 10.47940/cajas.
v9i1.809
Asmopnap Kom#azbaHelH COHFbI HYCKACbIH OKbIN, MAaKy/10abl ¥aHe Myddesep KakmblfblCbIHbIH
HOKMbIFLI Mypansl ManiMoemelioi.

Angeic: Ocbl WwonyapiH asTopnapbl OpTanbik A3us eHep Tapuxbl KypHabIHbIH, PefaKLMSCbIHA,
coHpar-ak, Temipbek XXypreHoB aTbiHAaFbl Ka3ak yiTTbiK 6HEP aKafeMUSCbIHbIH, KypaTopaap
KOMaHAACbIHA, FbIIbIMM XXYMbICTAp XeHiHaeri npopekTop Kabbin XanbikoB xaHe eHep mMarucTpi KaHHat
balmyxaHoBa, coHAal-ak TeMeHae kepcetinreH Kas¥OA meH XXaranaynafbl KaponvHa YHUMBEPCUTETIHIH,
LWbIFAaPMALLbINbIK VKbIMAAPbIHA anfbic binaipeai. Xaranayaarbl KaponmMHa yHUBEPCUTETI CTYAEHTTEPIHIH,
canapesl iwiHapa Succeed@Coastal 6aFmapnamMachiHbIH, iLLKi FPaHTTbIK 6aFdapnamMacbiMeH, COHAAR-ak,
YHuBepcuteTTiH XKahaHapblk 63apa apeKkeTTecy OpTablfbIHbIH, LWAKIPTaKbICbIMEH KapXXblIaHAbIpblaabl. bi3
coHpan-ak, 6i3niH kadenpanapbiMbI3Fa KOPCETKEH Bap/iblK KONAAynapbl YIWiH anfbiCbiMbI3apbl 6inaiprimis
kenepi: Kaz¥OA cueHorpadus kapenpacsl, conaaii-ak XKaranyaarbl KaponnHa YHUBepCUTETIHIH,

TeaTp, aFbl/IWbIH TiNli XaHE LblFapMaLLbIIbIK a3y MarucTpi kadeapanapsl. Anbdus EMbepreHosa
KOWbINbIMAAPFa KONAAY KOPCeTiM, eKi OKY OPHbIHbIH, CTYAEHTTEPi MEH MyFanimMAepiHe ayaapMallbl
KbI3METiH aTKapAbl. AKbIPbIHAA, OYJ1 XKYMbICTbIH, eLlKaicbicbl Zoom xaHe WhatsApp apKbiibl anfaLlkpl
Kesnecynepimisze eki TonmneH Hipre yMbIC iCTEreH, Ky>KaTrapAbl TancblpFaH, CasgxaTtTbl YiMbIMAACTbIPFaH
XaHe ayaapma xacaraH AHHa OnpgdunaTiH MbI3FbIMAC KONAAYbIHCHI3 MYMKiH 6onMac eai. byn weiHbIMeH
KOMaHAabIK, XXyMbIC 6014bl1.

Anmatbiaarbl Temipbek XXypreHoB atbiHaafbl Ka3ak eHep akageMuUAChIHbIH, OKbITYLIbINAPbIHA,
KbI3MeTKepniepiHe XaHe cTyaeHTTepiHe Xaranayaarbl KaponnHa YHUBEPCUTETIHIH, OKbITYLLIbINAPbI MEH
CTYLEHTTEPIH OCbl KepeMeT obara KaTbICyFa LakblpFaHbl YLUiH Ae anfbiCbiMbi3abl 6ingipemis. bisre
aMepMKaHAbIK KOropTaHbIH, AnMaTbiFa canapbl KesiHae Tamala KoHak 6onbin, 6i3 acem kanaHbl apanarn,
Ka3aK M3AEeHUETIMEH TaHbICKaH Ke3ae bi3re KepeMeT KOHAKXKAMbIIbIK NeH MeNipiMAINiK TaHbITTbIHpI3.
AMepuKaHabIK TONTbl ©3 6a3apbliHa XaHe Ka3akCTaHFa KbI3bIFYLUbIIbIKMEH XaHE KyaHbILIMEH Kapcbl
anfaH (Kek) 6asapabiH caynarepnepiHe ne paxmert. basapra 6apy AcbinxaH I36acapabiH, KY>KaTbIHCbI3
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WELCOME TO THE BAZAAR! THE KAZAKHSTAN STUDENT EXHIBITION AT PQ 2023

OTMNENTIH eni.
CoHbiHAa, 2023 xbinfbl Mpara KBagpeHHWane caHcbi3 XXYMbICLbIApbl MEH BOJIOHTEP/IEPiIHE, COHAAM-
ak Mpara KanacblHblH ©3iHe 0CbIHAAM TaHFaXaMbIN LWapaHbl 6TKI3reHi YLiH anfbiC alTKbIMbI3 Kenesi.

KazakcmaHobik cmydeHmmep KepMecCiHiK KypamopibiK KOMAHOACbIHbIK Mywenepi:

Kypatop - TeMipbek XXypreHoB atbiHAaFbl Ka3ak, yATTbIK, 6HEP akaLeMUSChIHbIH, FbllIbIMU XXYMbICTap
XeHiHaeri npopekTopbl Kabbin Xanbikos

Kypatop - TeMipbek XXypreHoB Kasak ynTTbiK 6HEP aKaAeMUACbIHbIH, 6Hep MarucTpi XXaHHaT
baliMyxaHoBa

Kypatopnap - AHHa Onpgduna, ben Cota xaHe dMMa Xoyc (Karanaynafbl KaponvHa yHuBepcuTeTi)

Ka3¥OA mynbtumeamanbik cueHorpadms MaMaHabIFbIHbIH, CTYAEHTTepi: bonat EpkexaH, Apy>xaH
Teneybaesa, l[aBpunosa AnunHa xaHe AanbepreHoB KobnaH (4 kypc); onuxaH Catbibangbl, JaHa
HypuwaeBa xaHe AkbasH TanTteney (1 kypc)

TexHuKanblk KaMTamachbi3 eTy: XXaH ongekos

[Mparapafbl TeXHUKaNbIK Kongay: 3amaHbek [Lapus, 3amManbek EpranbiM xaHe Spomup bepHapg,

BFA TeaTp am3aiiHbl xaHe eHaipici, Karanaygarbl KaponuHa YHueepcuteti: Kynep [1)KoCTUC XaHe
[peic lapaoHep

®dusunkanbik Teatpaarbl BFA, XXaranayparbl KaponuHa Yausepcuteti: Bunnoy KonnuHs, KopuH
YUrTUHC xaHe Aizas Kyk

BA Teatpsl, xafanaynafrbl KaponvHa yHuBepcuTeTi: Ixerikod @unamnc

Xafanaynafbl KaponvMHa yHUMBEPCUTETIHIH, a3y MarnucTpaHTTapbl: KamepoH lMNapkep xaHe MopraH
@ennc.
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