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Abstract

Recently, the Kazakhstani film industry as a whole has been experiencing many
significant changes. Rising numbers of independent and arthouse filmmakers are financed by the
government with fewer restrictions and now the government supports greater competition
amongst film companies and individuals.

Yet, there continues to exist a complex inter-relationship between auteur filmmakers, the
commercial film and state establishments of Kazakhstan, and the domestic viewing audience.
This research sought to gain insight into two categories: 1) Where is the Kazakhstani film
industry (particularly arthouse and independent) today? 2) What is the current relationship
between the different sub-categories and with the Kazakh audiences, from the viewpoints of
filmmakers and industry professionals (and how has it changed)?

To seek an explanation for the change in the aforementioned inter-relationship, this
cultural studies-based inductive study seeks to contextualize the role of: the international film
festival, the auteur Kazakhstani filmmakers who mostly lack an established domestic audience
and habitually compete in these festivals, and the Kazakh government that does not censor or
artistically suppress them and in fact occasionally finances them. Applying Bourdieu’s theory of
Cultural Capital to the film festival, the research sought to explain the desire of the filmmaker to
gain recognition there in the absence of local popularity. Additionally, from Bourdieu’s theory,
the research sought to examine the role of the film festival (and participation therein) as a venue
for nation branding on part of regime and filmmaker. And lastly, examining nation branding via
the film festival as a potential tool for political legitimacy for the government of Kazakhstan.

The exploratory, descriptive research consisted of qualitative, semi-structured interviews
with 12 Kazakhstani filmmakers and film industry professionals. Participants were selected via
the snowballing method stemming from contacts suggested by the researcher’s supervisor. The
results illustrate that audiences are becoming more interested in Kazakh arthouse, but this may
be a result of the growing international accolades these films are receiving. Additionally, there
remain sentiments that the Kazakhstan government, though making themselves available to these
auteur and independent filmmakers, are still not doing enough to assist — especially financial
support.

This research provides both updated survey of the Kazakhstani film industry, and new
developments upon which future scholarship can examine. Despite the promising changes in
landscape, the filmmakers still see problems in changing the attitudes of the Kazakhstani
audiences, and reinforcing their escalating relationship with the Kazakh state regarding
financing.

Key Words: Kazakh film industry, arthouse film, cultural capital, international film festival, film
finance, audience, nation branding, political legitimacy, cultural studies
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Introduction:

“We don’t need a Kazakh Netflix to show Kazakh content. And if Kazakh people look at
Netflix, they won’t watch the Kazakh content.” — Serik Abishev

Problem Statement

The generation of filmmakers born in Kazakhstan during the 1960s would grow up to
form the Kazakh New Wave of the 80s, making provocative films during the leadup to Soviet
dissolution and Kazakhstan’s independence. What of the generation of filmmakers born during
the New Wave that grew up on their works and legacy? As a forerunner of that new generation,
Adilkhan Yerzhanov articulated, per Rico Isaacs’ 2018 book Film and Identity in Kazakhstan:
“’Kazakh New Wave’ have become conservative, ‘right wing and make films that follow the
politics of the state’. ...they have become co-opted by the government” (Isaacs, 2018, p. 234-5).
So there appears to be not just a divergence between generations of filmmakers, but a rejection.
Is that the case? Do these filmmakers still hold this view?

A subgroup has emerged within the new guard, making films that renounce the
establishment. Stylistically and substantively serious films not made for profit/commercialism
and unconcerned with mass appeal/approval — arthouse cinema.

But can we really speak of a movement here? Most of them refuse the name of ‘New

New Wave’, even though several young directors claim common aesthetic positions and

interests. It is not useful to force them into a group that they themselves do not feel

exists...The first words of their motto are worthwhile remembering: ‘Nobody sees us,
nobody hears us, but we do exist.” Today, these films are ‘seen’ and ‘heard’: Turebaev's

Little Men and Kulbai's Swift have travelled the world from festival to festival; most of

Nurmukhambetov's short films were shown in Oberhausen; Utepbergenov's Mute

Coolness was shown in France and in Italy; Bektursunov's /13th was screened in

Locarno; and Issabaeva's Karoy was selected for the Horizons competition in Venice.

(Zvonkine, 2013, p. 183-4)

Referring to them as the New New Wave does serve a useful function for describing the

filmmakers that immediately followed the Kazakh New Wave — They defy the state, and produce
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arthouse cinema on minimal to no-budget or through alternative sources of funding to capture
realistic stories of human struggle in Kazakhstan that gain international attention, but which most
Kazakhstanis will not see. As such, the research puzzle that underpins this research can best be
described as follows: what motivates these auteur and independent filmmakers? What enables
them to persist in producing their quality films despite all indications domestically that suggest
otherwise? What component does an increasing international recognition have domestically?
Research Question(s)

A study presented by Isaacs finds that average Kazakh audiences are still largely
lukewarm to arthouse: “...the people whose lives the film sought to represent would not be
interested in seeing these types of films and would perhaps prefer the escapist films that
Yerzhanov and Abishev have rallied against...” (Isaacs, 2018, p. 220). On the rare occasions
when Kazakh arthouse is screened domestically to the general public, there is an intense,
discomforted reaction because of how bluntly relatable or because of how metaphorically
abstract the content is.

Yerzhanov has spoken of the country not possessing the ‘culture of the viewer,” but he

has also gone further in suggesting that he has ‘no concept of the audience’. What he is

interested in, therefore, is making films that correspond to his own vision and
interpretation of society...He is interested in constructing his own original cinematic
language. It is a language which within its text offers a critique of the social reality of
ordinary lives, but does so by expressing the absurdity of the current political and
economic system. However, that there is such a limited distribution of the films brings to
light the partial reach of their scope in shaping domestic attitudes... The reaction of

Kazakhfilm and the Ministry of Culture to the work of Yerzhanov also demonstrated that

even if film does provide a space for dissent...and the state is unable to control the

production of such narratives, it can and does control and limit official domestic

distribution, although not informal online distribution. (Isaacs, 2018, p. 221)

Even films made with no regard for an audience exist to serve some broader purpose. This is

confirmed by the efforts of Yerzhanov and his peers successfully entering international film
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festivals such as Busan or Cannes. And notably, the dissemination of these arthouse films abroad
has not been suppressed by the state.

So, if the state is continuing to deliberately suffocate the means of domestic distribution,
why continue to make these types of films? If local audiences still are uninterested in viewing
these types of films, for whom are these filmmakers now making their films for? What do these
auteur filmmakers envision for the future of Kazakh arthouse cinema, and how do they propose
to overcome the dilemma of distribution and audience interest, if at all?

Justification

To start with, independent, arthouse cinema was a summation of two definitions. First,
independent cinema was defined as: “[...] any type of filmmaking that takes place outside the
mainstream commercial film industry or films or filmmaking practices that claim a degree of
autonomy in relation variously to industrial practices, filmmaking conventions, or political
context” (Film Genres: Independent Film, 2015). Second, arthouse/art films as a concept were
defined as: “made primarily for aesthetic reasons rather than commercial profit, often of an
experimental nature or having an unconventional or highly symbolic content, aimed typically at a
limited audience” (Art film definition and meaning, 2021). However, it is important to
acknowledge that these definitions conform to a very established, and very-Western/Hollywood
conception of the demarcation between studio blockbusters, independent filmmaking and
arthouse which can also be summarized as follows: “Generally speaking, U.S. cinema can be
divided into two groups: mainstream, Hollywood studio films and independent cinema. The
distinction is crucial. The latter, though less widely seen, has a great influence on the former and

significantly shapes and defines its contours. Thus, the independent cinema indirectly defines our
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cultural heritage” (Kauffman, 1999, p. 772). As such, there emerges an interesting observation:
how similarly is the film industry of Kazakhstan also demarcated? Are the motivations similar?

The following cultural studies research will venture to link the auteur filmmakers and
their present dynamic with the Kazakhstani state. Upon analyzing the interviews, the recurring
reference to and consideration of the film festival presented a conceptual basis to relate and re-
evaluate the dynamic of the modern Kazakhstani auteur filmmaker with the rest of Kazakhstan.
This inductive research will utilize Bourdieu’s theory of Cultural Capital to analyze the role of
the international film festival as a desirable institutionalized capital. For the filmmakers, the
festivals offer occupational mobility. The international film festivals also provide a venue for
nation-branding and political legitimacy in Kazakhstan though the narratives being presented at
these festivals may not be in the state’s best interests. Thus, continued participation in
international film festivals pose a substantial objective for both the non-state auteurs and the state
itself.

This text will first explore the concepts which informed the research questions, as well as
the literature that comprises the inductive theoretical framework the results of the interviews
identified. Then detail methodology employed in this study. Present results of the interviews as
divided into sub-sections each exploring the trends that have emerged within the film industry.
The points raised in the results will then be further evaluated in the analysis chapter applying and
assessing the results within context of the aforementioned theoretical framework. Finally, a

recapitulation of the results and exploration of limitations and future research.
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I. Literature Review
“If I have to, I want to at least be like a modern Grandpa.” — Berik Zhakhanov

There is not a large volume of pre-existing literature devoted to the topic of independent
and arthouse Kazakhstani cinema, especially when looking at contemporary independent Kazakh
cinema. Yet, overall, in Kazakhstan, the film and entertainment industries continue to grow.
“Given 2012 broke box office records for Kazakh films in domestic cinemas, we can at the very
least conclude that Kazakh cinema is on an upward trajectory in terms of the finances being
invested and the importance it holds for both government agencies and independent studios in
terms of furthering cultural development and offering a forum for broad debates and imaginaries
regarding notions of nationhood and identity” (Isaacs, 2015, p. 403-4). From this limited body of
work in English-language on contemporary Kazakh independent and art cinema, the largest tenet
of the literature review concepts emerges. Zvonkine has shown light to the growing number of
Kazakh independent filmmakers are attaining accolades and success disseminating their works
and message abroad. What are the implications of this?

While the pre-existing literature on the film industry of Kazakhstan acknowledges the
presence of film festivals, of which a larger body of literature exists, it was only through analysis
of the interviews that the significant role the festival on the artistic and professional trajectory of
these Kazakhstani filmmakers became apparent. To try and untangle the complex interplay
between filmmaker, audience, and government with consideration of these foreign international
film festivals, Pierre Bourdieu’s Cultural Capital theory provides a comprehensive explanation
and the originating basis of this research’s inductive conceptual framework. The theory broadly
posits that people can attain different degrees of social mobility depending on the cultural

knowledge, norms, and skills they acquire or are exposed to. Bourdieu first coined the term in
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1973 before exploring it in-depth in the 1979 book Distinction: A Social Critique of the
Judgment of Taste. While its most overt applicability is in socio-economic inequalities and
education, can it be applied to the film industry and filmmakers?

Bourdieu identifies three categories/states of cultural capital: embodied, objectified,
institutionalized. Applying cultural capital theory to film, while the physical film as a product
can serve as an objectified form, the most social utility and value intrinsic to established
international film festivals holds a broader more valuable institutionalized capital. “By
conferring institutional recognition on the cultural capital possessed by any given agent, the
academic qualification also makes it possible to compare qualification holders and even to
exchange them (by substituting one for another in succession). Furthermore, it makes it possible
to establish conversion rates between cultural capital and economic capital by guaranteeing the
monetary value of a given academic capital. [...] Because the material and symbolic profits
which the academic qualification guarantees also depend on its scarcity, the investments made
(in time and effort) may turn out to be less profitable than was anticipated when they were made
[...]” (Richardson and Bourdieu, 1986, p. 248). While film schools serve a literal academic
institutional barrier to socio-cultural entry, for the professional filmmaker regardless of their
pedigree, the film festival serves an additional and perhaps even more valuable institutional
capital.

De Valck connects culture capital and film festivals. It is understood that only filmmakers
with a demonstrated understanding of the art can be accepted to participate in festivals like
Cannes.

It is the prizes and recognition bestowed on them at festivals that confirm the status of

these filmmakers [...] From a Bourdieuian logic, it follows that festivals have a vested

interest in sustaining the discourse of autonomous art, because their position of power
depends on it. Festivals are the brokers of symbolic capital. By applying Bourdieu's
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autonomous and heteronomous poles, one can understand the festival as a site of struggle

between the two modes of organization. Festivals function, on the one hand, as the

quintessential cultural gatekeepers for what is called global art cinema. As an exhibition
network, festivals exist by virtue of people believing that there are films worthy to be

screened even when their commercial value may be contested. (de Valck, 2014, p. 78)
To be recognized or earn a prize not only provides an objectified cultural capital, but also
presents further opportunities for these individuals to advance their own artistry. In the case of
these Kazakhstani filmmakers, they routinely are admitted into and receive accolades in long-
established European film festivals. Therefore, within the cinematic artistic landscape these
individuals are possessing institutionalized cultural capital. Instead of (or perhaps in addition to)
social mobility, there is an occupational and artistic mobility at a global level.

The argument persists that film festivals seek prestige in their own right in parallel with
the commercial possibility. To participate in these international, multinational and multicultural
events is not only a high recognition (and indicative of high institutionalized cultural capital
within the film industry) but indicative of higher cultural capital which gives rise to further
occupational opportunities. Likewise, nations that can organize such internationally recognized
events demonstrate their own high standing as producers and possessors of cultural capital which
presents opportunities to attain greater legitimacy. “In other festival venues around the world,
festival organizers and city fathers are also well aware that the glitz and the glamour that comes
with Tinseltown’s products easily translates into ticket sales, press coverage, tourism dollars, and
boosts for local economies” (Hozic, 2014, p. 233). While the cities and countries that host film
festivals do so for usually the economic benefits, there is a parallel cultural benefit as cultural
industries and artistically-oriented young people will start to migrate towards these cities.

The international film festival, in turn, relates cultural capital to nation branding by

providing an opportunity to showcase and represent national values to foreigners. “Film festivals
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emerged in the early 20th century with an objective similar to that of world fairs, to represent
nation, culture and technological advancements on an international stage (de Valck, 2010) [...]
Today, film festivals are an important part of cultural diplomacy and bilateral relations between
countries and have become a major force for nation branding (Ooi and Pedersen, 2010). When
reading film as a virtual journey, film festivals are comparable to a travelogue, displaying the
many aspects of the country to potential visitors” (Herrschner and Cheer, 2018, p. 196). Film
festivals as international and multinational showcases provide participants chances to present an
audio-visual presentation or representation of the nation of which these individuals belong.
While most notions of nation branding (as produced and conceived by the nation) seek positive
aphorisms rather than negative ones as tools of cultural diplomacy (Hurn, 2016, p. 81), in the
case of the overwhelming majority of Kazakhstani films routinely selected to compete in these
international showcases tends to be overwhelmingly negative and real. For these successful
filmmakers the nation branding is largely independent of the state’s approval or authorization
and is inherently negative. The intricacy emerges when it is the well-made but real product that
is recognized over the sanitized state-approved one.

The final component of the conceptual framework relates a supposed negative nation
branding at film festivals with political legitimacy for Kazakhstan which the state can benefit
from. Varga describes nation branding as embodying three trajectories: conservative,
transformative, and transferring. The dispelling of glamorous narratives by these independent
and auteur filmmakers who pursue the contemporary and gritty realism rather than overt
glorification of historicized national values coincides with transformative nation branding. “This
aspect will be referred to as the transformative aspect of Nation Branding, which — as it will be

argued — consists in a radical alteration of the very concept of national identity, its decoupling



Song 9

from history and cultural context and its reiteration in the framework of neoliberal thought”
(Varga, 2013, p. 831). This explanation is particularly compelling as the nation branding is being
undertaken by local populace of their own volition, and the state is not interfering in or
preventing the dissemination of the branding abroad.

Varga and Marat both underscore the role of the public in advancing a successful nation
branding campaign undertaken by a state. However, in Kazakhstan, as much of Central Asia,
there is an aversion between the majority of the public to serve the interests of the state and
advancing any nationalizing or unrealistic values would only happen under coercion. Instead,
what exists is a national initiative advocated by the state that is not wholly supported by the
people, and a contrasting gritty nation branding advocated by independent filmmakers that is not
entirely supported by the people either.

Whereas national ideologies are often imposed coercively through education and public

events, governments and businesses cannot manipulate or coerce foreign audiences.

International competition for tourists and investment takes place in an uncontrolled space,

and therefore governments must use considerably greater resources and be more creative

in promulgating their images, whereas at home governments are able to control mass
media, holiday celebrations, and public institutions such as education, culture and the
military. Ruling elites have limited leverage as to how they present their country for an
international audience, as those narratives are much more transparent and will be

scrutinised by sceptical tourists and investors. (Marat, 2009, p. 1127)

That is, at the international level, the monetary and cultural returns are exponential in potential
however this is at the cost of controlling the narratives that captivate foreign audiences. As will
be examined further, the establishment of the Kazakhcinema state fund, and the gradual thawing
relationship over the last few years between state funding sources and these arthouse filmmakers
suggests that this negative nation branding possesses a beneficial utility towards overall political

legitimacy in Kazakhstan. Arthouse filmmakers receiving funding from the state via Kazakhfilm

studio but not being overtly censored or artistically repressed in exchange for receiving the
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funding indicates this trajectory. Therefore, more entrants into film festivals (instead of local
recognition and regardless of content as positive or negative) leads to increased nation-
branding/political legitimacy. In fact, Kazakhfilm studio productions, and more state-backed
commercial projects are being entered into film festivals. While most of these festivals are not at
the level of the prestigious ones the arthouse and independent filmmakers routinely compete in
and are recognized at, this indicates an understanding of the cultural capital value of the film
festival and the perceived legitimacy recognition this brings on the nation.

Having established the literature informing the inductive conceptual framework, what of
the literature that informed the preliminary research questions? There emerge a few concepts
which, in place of the body of directly related material, can tangentially be compounded upon.
Examining alternatives to independent film distribution when auteurs are uninterested or looking
beyond domestic audiences — in particular the implications and recourses of global film
distribution and finance and circulation in the internet era.

The ease with which filmmakers can upload their films to the Internet, though, leads to a

situation where sheer quantity becomes an obstacle for viewers trying to find anything of

quality, whatever their definition of ‘quality.” This proliferation of films, Walker
contends, has led to a somewhat paradoxical (and not all bad) redefinition of ‘success’:
while many people find many of the films boring or unwatchable, filmmakers have the
luxury of not having to measure success by the size of the audience they reach but by

their ability to reach a select, niche audience of their own design. (Conway, 2004, p. 45)
If these independent arthouse filmmakers are seeking to use their works to promote social
change, the internet is a great asset they could utilize further. The question is whether these
independent, arthouse Kazakhstani filmmakers subscribe to this potential or not, in particular
internet as a tool for raising funds especially when the government and most corporations would

otherwise refuse to. Most pervasive is Ferndndez Labayan and Souto’s 2017 exploration of film

activism and art collective spearheaded by Helena Lumbreras during Francoist Spain.
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Critics have noted the effect of film collectives on the production and circulation of
militant cinema in the 1960s and 1970s in countries including France, Italy, Sweden,
Denmark, Belgium, and Greece. Lumbreras’s cinematic work, both with and without the

CCC [Colectivo de Cine de Clase], went beyond the films themselves and sought to

establish a network between film-makers, the films’ subjects, and civil society. Building

this network implied working and collaborating outside the legal framework of late

Francoism, and included those who assisted with production, projection, and distribution

in myriad forms, from the supply of information and technical materials to arranging

screenings in unofficial venues. Within the shifting legal framework of the time, the
collective’s production was precarious, and the films could not be legally screened in

national exhibition spaces. (Fernandez Labayan and Souto, 2017, p. 339)

While it is difficult to quantify how much of a role the CCC had in dismantling the Francoist
regime, scholastic analyses of film collectives provide a robust alternative view to how
independent cinematic movements can operate and thrive as cultural entities. While the overall
compatibility of this historical film movement upon developments in Kazakhstan remains to be
seen, the so-called “Partisan film” movement in Kazakhstan presents an opportunity for
Kazakhstani arthouse filmmakers to work under a unified principle governed by realism and
disregard of commercialism. However, what has become of this movement? And is it still viable
in Kazakhstan today?

The consumption of films domestic and foreign, becomes one of cross-cultural and cross-
ideological exchange. Christie cites the supposed “Britishness” of films made or featuring the
UK (Christie, 2012, p. 227), but the same metric can be applied to Kazakhstani films, especially
the demarcation between state and independent Kazakh film and its content portrayals of
“Kazakhness.” The supposed rejection of the independent art cinema by the public suggests an
aversion to precisely how they are depicted, but also might glean some insight into what the

Kazakhstani filmmakers consider to be audio and visual metrics which represent the modern

Kazakh people, the state and by extension modern Kazakhness in film.
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Also of note is the role of international organizations or entities in shaping and
influencing the production of independent cinema. Christina Klein’s entry Public Culture
examines the history of post-Korean War cinema and its subsequent fostering of a “public
culture”:

Arjun Appadurai and Carol Breckenridge coined the term public culture to characterize

the arena in which this happens and to call attention to the diversity of players, which

include mass media industries, the state, and individual cultural producers. Their concept
of public culture makes room for a critical engagement with consumption as a powerful
imaginative act, one that can expand the horizons of possibility with sometimes
emancipatory effects. It also makes room for foreign actors, who often exert an outsize
influence in postcolonial societies. Public cultures outside the West thus frequently
become incubators of what Appadurai and Breckenridge call a ‘new cosmopolitanism,’ as

national, transnational, mass, and folk cultures interact with and cannibalize each other.
(Klein, 2020, p. 56)

In the dictatorial republics of South Korea, the revitalization of its cinema industry was greatly
aided by the intervention of Hollywood, Japanese, foreign industries, as well as foreign-based
organizations such as The Asia Foundation actively investing in the development of this
cinematic industry in post-war South Korea. With foundations such as the Soros Foundation
being active sources of independent film financing in Kazakhstan, there emerges interesting
nodes to follow and try to identify and ascertain how much overlap exists with these parallels
from the bottom-up, or individual creator’s perspective.

Finally, through the establishment of platforms such as YouTube, and social networks
with international userbases such as Facebook, independently or self-financed filmmakers are
able to circulate and promote their works with greater artistic freedom and control. While this
does not assure or correlate to greater success, the internet does not only offer alternative aid in
the realms of access and promotion, but also in providing a compelling alternative to financing
and production. This is particularly evident with the prominence of crowdfunding as a more

established method of funding a film. “Crowdfunding can be seen as an open call to provide
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financial resources. Crowdfunding mostly takes place on crowdfunding platforms (CFPs), i.e.,
Internet-based platforms that link fundraisers to funders with the aim of funding a particular
campaign by typically many funders” (Belleflamme et al, 2015, p. 12). This is promising when
considering independent and especially arthouse filmmakers in Kazakhstan. These filmmakers
have a strained relationship with their largest and most prominent source of funding: the
government. Likewise, these individuals do not have a long-standing or well-established working
relationship with the domestic audience so the concept of local crowdfunding seems tenuous.
However, this complicated internal relationship is counter-balanced by the popularity these
Kazakhstani filmmakers’ works are seeing abroad via their inclusion in and accomplishments at
international film festivals. Therefore, if these Kazakhstani filmmakers could pursue
crowdfunding via the internet, it is not inconceivable that their international audience could

contribute.
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II. Methodology
“Right now, not many people know about Kazakhstan. Like once our local
stories are interesting for other people as well, then maybe also we will be able to
go out of post-Soviet countries and into international markets. That's a VERY
optimistic way of thinking.” — Baurzhan Shukenov

The research conformed to a descriptive, exploratory study design. This research study
was exploratory because it sought to not only assess and observe the ongoing nature of the
Kazakhstani film industry, but also to better ascertain the factors underpinning the inter-
relationship between filmmakers and audience (especially of independent and arthouse
filmmakers and the rest of Kazakhstan), but not necessarily to seek to identify a solution to this
problem. Especially at the onset of this research study, it was unclear if the intricate inter-
relationship between non-governmental, and arthouse Kazakhstani filmmakers, Kazakhstani state
and commercial establishments, and domestic viewing audiences still exists today. “A more
exploratory stance may be preferable, and, in this connection, qualitative research may serve the
researcher’s needs better, since it is typically associated with the generation rather than the
testing of theory [...] and with a relatively unstructured approach to the research process [...]”
(Bryman, 2012, p. 41). In tandem with the exploratory research, the research was also descriptive
in nature because it sought to describe what the status, condition and characteristics of the
Kazakhstani film industry are.

This research was qualitative because its results were exclusively the personal thoughts
and opinions of industry insiders. Additionally, independent filmmakers constitute a minority of
the nation’s film industry, and of that small percentage it cannot be guaranteed that all of them
would be available for an interview. To pursue a more diverse interview pool, and to optimize

the few interviews expected to be granted, the research utilized a purposive non-random

snowball sampling implemented in the networking and communicative phases. “From a research
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perspective, the informed decision to recruit certain participants based on certain criteria or
reasons narrows the sample and targets it to specific people that have the characteristics or traits
for which the researcher is seeking. This type of research can come at a high cost because as
researchers specifically look for information from a certain group, other perspectives are left out
of the conversation” (Allen, 2017, p. 3). On the latter portion of Allen’s assessment,
consequential challenges associated with snowballing were encountered, and will be further
addressed in the challenges and limitations section of the dissertation.

This research sought to focus on the viewpoints of film industry professionals and
insiders rather than the Kazakhstani movie viewing audiences because, as was initially suggested
by Isaacs, there does not appear to be much domestic popular interest in Kazakhstani
independent or arthouse films. Gaining insight into the model the arthouse Kazakhstani
filmmakers take in making their films and sending them to compete abroad can really only be
ascertained and substantially analyzed through directly conversing with the people who adhere to
this model. While there are pocket communities within the Kazakhstani movie viewing public
that are aware of and supportive of local independent and arthouse cinema, identifying this
minority itself poses its own challenges. As such, it is of the view of the researcher that seeking
analysis of public opinion is best reserved for a separate or larger research project.

The interview questions when broken down by theme as follows: 1) determining
influences and preferences, 2) independent and arthouse Kazakhstani cinema and its place within
modern Kazakhstan, 3) independent and arthouse Kazakhstani cinema and its place outside of
Kazakhstan, 4) challenges the filmmakers perceive in their industry, and finally 5) considerations
of the future. Within the broader category of considerations for the future, specific questions

such as perceptions between older and younger generations of Kazakhstani filmmakers,
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considerations of film collectives where individuals can collaborate and share their resources,
and finally the viability of the internet and crowdfunding in Kazakhstan.

The interviewees were contacted through several means — initially, participants were
cold-called/contacted via Facebook or WhatsApp messengers as they were already social media
connections with one of the researcher’s supervisors or because the supervisor already possessed
the prospective participant’s phone number. Thereafter, when additional phone numbers were
acquired (usually from a research participant following their interview), all participants were
contacted via cold-call message on Telegram and WhatsApp messengers. In instances where
phone numbers were unavailable, the researcher would cold-call via Facebook messenger.

However, even before the interviews began, it became very clear just in communicating
with the Kazakhstani film industry professionals, whether in asking for access to their works or
to pursue an interview, that a supplementary official proof of identification and intention would
have to be provided or else they would not respond and engage further. Even asking local
industry professionals questions about their works, and how to access them, would only be
answered upon presentation of a letter signed by thesis supervisor and adorned with University
of Glasgow letterheading (Appendix A). This letter would prove invaluable throughout the
research process. Every prospective participant contacted thereafter was pre-emptively supplied
a copy of the letter. The inclusion of this letter early in the outreach phase enabled the
participants to be more receptive and willing to partake in the research interview process as they
knew that the interviews would only be for academic purposes.

Per the requirements of the University of Glasgow, approval from the ethics committee
was required in order to conduct interviews. The researcher submitted an application, and was

approved by the committee on July 12, 2021 (Appendix B). The overall process of devising
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questions, verifying ethics, establishing contact, conducting the interviews, and examining and
coding the interview contents occurred over a period of 5 months. The period to conduct
interviews and analyze the data, as approved by the University of Glasgow occurred from July
12,2021 to December 31, 2021.

Once contact and interest was established, the interviewees were provided the interview
questions for their review in the days leading up to the interview. These questions were provided
in both English and Russian languages regardless of the language the participant preferred to
communicate in (Appendix C). For interviews with film critics, a slightly modified list of
interview questions was also produced (Appendix D). The interviewees were informed of their
rights, the purposes of the research, that they would be recorded for transcription, and for what
period of time the recordings would be stored and later destroyed via the University of
Glasgow’s Participant Information Sheet/Plain Language Statement (Appendix E). And the
interviewees were provided a consent form to complete and sign (Appendix F). Lastly, the
execution of data collection was met with numerous challenges associated with the COVID
pandemic.

Though few in occurrence, interviews conducted with such film industry professionals as
career film critics and other ranking industry insiders proved equally fruitful. Interviews with
figures such as critics provided their observations in a professional capacity regarding
contemporary developments in the nation’s film industry. These critics also demonstrated to be
well-integrated within the film industry network and proved equally viable candidates for not
only participating in interview but offering further sampling assistance by providing contact

information for additional participants.
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The main method for data collection for this research was elite interviews. The most
authoritative and updated information was the information and insight presented by the content
producers themselves. The planned interviews were semi-structured in format. The emphasis was
on enabling the interviewee to interpret the questions and provide unrestrained answers. “[...] the
interviewee has a great deal of leeway in how to reply. Questions may not follow on exactly in
the way outlined on the schedule. Questions that are not included in the guide may be asked as
the interviewer picks up on things said by interviewees. But, by and large, all the questions will
be asked and a similar wording will be used from interviewee to interviewee” (Bryman, 2012, p.
471). While these subjects: filmmakers, industry professionals, and critics, had previously made
clear their attitudes about their government, the aim of this research was to not discuss the
condition and quality of the Kazakhstani government. Instead, the questions they were asked
pertained to their own professional observations on the current condition of their industry, and
commentary about the inter-relationship between themselves, audiences, and the Kazakhstani
government and state establishments. They were asked about any changes in prioritization of
foreign audiences over domestic ones, and to comment on ways the independent and arthouse
filmmakers can improve their working conditions in the absence of financial and steady state
support.

If the participants wished to (re-)articulate their viewpoints vis-a-vis their opinions and
relationship with the Kazakhstani state, they were not discouraged or stopped. While the
interview questions allude to the state and its establishments, one of the top priorities in
compiling the final interview questions and pursuing interviews was to mitigate explicit
discussion about the government. The unspoken understanding is that while these filmmakers

have been critical of the government in the past, it was neither theirs nor the researcher’s desire



Song 19

to require an explicit and direct criticism from the participants of their country and government.
In formulating this research and the specific questions, it is difficult to navigate approaches to
anonymity when the purpose of the interviews from the very beginning was to code personalized
answers. As such, the consent being sought explicitly asked participants if being named was
permissible. And all participants agreed to be recorded and named.

The interviews were conducted across several weeks, each was recorded for the purposes
of transcribing, the transcriptions and recordings were only shared with translator/interpreters
when their assistance was required. The analysis of the interview transcripts occurred using the
coding tools of qualitative research software. The interview transcripts were manually coded
through the NVivo 12 Pro software (released in March 2018). Through analysis of the interview
transcripts, a codebook emerged (Appendix G). The nodes were generated initially according to
the topics which informed the interview questions. From these preliminary nodes, additional
nodes were created according to concepts that emerged across the transcriptions. This element of
the coding process was made substantially easier because during the initial transcription of the
interviews from the original audio, notable answers and passages in the responses were
highlighted and marked. In total, data has been collected from recorded interviews with 12
Kazakhstani film industry professionals (Appendix H) such as writer-directors (7 narrative and 1
documentary), 2 producers, 1 film industrialist/movie theater chain owner and 1 critic. Of these
various conversations, which totaled approximately 14.3 hours, several conclusions have
emerged.

To conclude, throughout the data collection process, there were numerous limitations that
also emerged. Early on in the outreach and communication phases, the unexpected need for a

supplementary letter verifying the academic nature of the research underscored the local attitudes
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and the associative anxieties felt by these industry professionals about the ownership and
protection of their works, why not only an interview with them was being sought, but what
would be done with their comments and statements afterward.

Regarding the data collection, the largest problem was the difficulty of maintaining a
diverse, well-represented sample of interviewees. While twelve interviews were conducted, in
total twenty individuals related to the film industry were contacted. Of the eight that were unable
to participate, two who were contacted on Facebook did not reply at all (and no other means of
contact was available), and one individual chose not to reply to the cold call message on
WhatsApp. Two prospective interviewees expressed interest but were unable because of
scheduling conflicts. And the remaining three declined on the grounds that they felt
professionally unqualified to speak on independent/arthouse cinema in Kazakhstan because they
did not identify as independent or arthouse filmmakers but rather as commercial and
governmental filmmakers. Overall, older/senior filmmakers declined to be interviewed — this
included independent, and commercial filmmakers. Those who were subsequently recommended
for interview via the snowballing recruitment method were also at the discretion of the
interviewee who recommended and provided contact information for other prospective
interviewees. This resulted in a limited sampling selection according to those who were willing
to be interviewed — the researcher was unable to dictate the parameters of the interview pool. For
future research of this particular nature, the researcher would advise interviewing more critics,
female filmmakers, and documentarians.

On the basis of interviews, there arises several challenges which underscored the process.
During the course of this research, several different interpreter/translators were consulted out of

necessity due to the researcher’s own Russian language limitations. The lack of Russian fluency
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required the researcher to seek interpretive and translational services when conducting the
majority (9 out of 12) of the interviews. This is understandable and reflective of the present
linguistic conditions of modern Kazakhstan, where the common daily languages of
communication continue to be Russian (particularly in Almaty) or Kazakh languages. In having
to consult outside assistance, the researcher creates openings for the qualitative data to
potentially be compromised. The consulting of numerous different interpreter/translators was
itself due to varying issues ranging from the interpreter/translator’s personal availability,
scheduling conflicts of either the interpreter/translator or the interviewee, and issues pertaining to
access as in one instance the interviewee only agreed to participate because their contact person
would be the one offering translation.

In addition, issues also arose pertaining to the varying degree of skill and prior
professional experience in the field of translation and interpretation amongst the various
interpreter/translators. This diversity of prior experience led to varying degrees of quality
interpretation and translation. Some of the interpreter/translators the researcher consulted did not
ask the participant to pause during their responses. Some interviewees spoke for lengthy periods
of time, and in trying to translate such voluminous answers, the interpreter/translator would
forget to include details such as names of people and films when translating the interviewee’s
response into English. In some situations when this occurred, the interpreter/translator would
have no other choice but to ask the participant to repeat their response, which the interviewees
themselves sometimes also forgot. This required an ex post facto re-listen to the interview
recording, and eventually a separate individual was consulted to listen to select portions of some

interview recordings to identify the names and details that were not included.
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However, beyond the language limitations between researcher and interviewee, in one
instance there also arose a language limitation between interviewee and interpreter/translator.
One interview was conducted with a participant whose native language is Kazakh, not Russian.
Both the researcher and interpreter possess limited Kazakh language knowledge, yet the
interviewee insisted on conducting the interview in Russian, a language they by their own
admission happened to not know very well. As a result, the interview was difficult to conduct
and interpret. The interpreter/translator struggled considerably and often offered words in
Russian to the interviewee when they appeared at a loss. When translating the Russian answers
into English, the researcher’s interpreter/translator would often and increasingly embellish and
add additional details to the response which the interviewee did not necessarily provide in the
original Russian. This was done in effort to generate more coherent thoughts, however in this
one interview it considerably elevated the risk of compromising or outright altering the content
of the interviewee’s response. To address this, the researcher first re-listened to the interview
recording with the interpreter/translator who originally assisted, and the individual provided
details that they did not include in their original translation of the responses from the original
Russian responses. And secondly, the researcher consulted a separate individual to only refer to
the original Russian answers, ignore the English translations, and provide as literal a translation
as possible regardless of how grammatically inconsistent or unrefined the response was.

Ultimately the latter served as the basis of the official interview transcript.



Song 23

II1. Results

“It's a completely industrial pipeline. And YOU need to fucking know how it
works!” — Katerina Suvorova

To begin with, one trend that emerged across multiple interviews is that the terms
independent and arthouse in Kazakhstan must be re-examined, especially as it pertains to the
inter-relationship within the Kazakhstani film industry between commercial and auteur film.
Referring back to the Introduction, independent and arthouse filmmakers, as conceptualized per
Western film history are not as mutually exclusive as otherwise suggested. Instead, in terms of
content, both independent and arthouse film have limited but ongoing engagement with the
Kazakh state. While independent filmmakers seek to make broader-appeal films; a large factor
being commercial profits, arthouse filmmakers still artistic expression but are keenly aware of
the importance of generating profit. The personal career identification as only independent or
only arthouse is not fixed. As local filmmaker Farkhat Sharipov describes: “To know the
industry here, you have to understand that the term ‘independent’ is not quite the same as in
America. Because we don't have big studios here, like in America, really, we just have the one
[Kazakhfilm], so this term ‘independent’ it's not really appropriate because in Hollywood or
wherever, you have multiple studios and you can be independent. But here it’s a different story”
(Interview with Farkhat Sharipov, 2021). This is reinforced across other interviews as
American-based Kazakh filmmaker Tolegen Baitukenov reiterates: “[...] you cannot just
separate independent from commercial. In Kazakhstan they all...work with each other all the
time” (Interview with Tolegen Baitukenov, 2021). Filmmaking when examined as strictly a
profession is not bound by financial-artistic parameters which would otherwise label or
compartmentalize work on the grounds of personal preference, political stances, ethical or artistic

values.
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The independent and arthouse film career trajectory is one of inter-industrial mobility.
Working on different projects financed by different means (private backers, independent
companies, the Kazakhfilm studio, etc.) and producing quality films enables a rise in reputation
locally which merits an increased budget for the next project. This is the only way to establish a
reputation, and eventually that reputation should compel audiences to consume the filmmaker’s
products. Local independent and arthouse film producer Serik Abishev explains that at its core,
this demarcation occurs on the basis of funding availability rather than as a result of artistic
interests:

We have difficulties because the directors don’t only do one thing — don’t only do

government films, don’t only do commercial films. Financially, actually we don't have

this separation of funding because, when we first started, I was working with Kazakhfilm
and we had 3 films financed by them and the government. We made 3 films. Between

these projects, we were also making our own separately funded films. Those films had a

very small budget, and these 3 with Kazakhfilm of course had a much bigger budget. And

also, we had some different projects with private companies who funded us, so our
experience can be broken down into roughly thirds: we had 30% of our projects funded
by the government, 30% was privately funded, and 30% was funded with money from
abroad, from here and there. So that's why it’s difficult to separate them. Each producer
has the same view on this matter, we are mixing our sources of funding. (Interview with

Serik Abishev, 2021)

This is the general model that most auteurs strive for regardless of nationality. In the Kazakhstani
context, most filmmakers regardless of whether they identify as independent or arthouse also
strive for a career path which enables retention of artistic autonomy. “The main thing which we
are trying to reach is to become free from financial dependence. Ideally, it would be in our best
interests to find a steady, sustainable income source abroad. And also, what helps us is because
during these years, as we made creative films and have established our name, sure that helps to

get a budget. We already have an established point of view, and its supportable for those abroad”

(Interview with Serik Abishev, 2021). This overlapping and mutually inclusive nature of the
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Kazakhstani film industry poses not only a useful illustration of the artistic motivations, but also
the financial incentives which drive the local filmmakers.

This dichotomy also reflects the relationship akin to a patron and client found in
patronage systems that are prevalent throughout the arts. However, in place of a church or royal
court as has been the convention of patronage, the Kazakhstani state and Kazakhfilm studio
represent the most prominent patrons. Nevertheless, there persists the same issues artists face
between financial needs and the ability to maintain artistic autonomy and integrity:

But we must question the extent to which the interests and values of the individual and

her community expressed through alternative cultural loci are spontaneous and free of

manipulation and control by economic and political elites. The more unqualified the
imperative to ‘provide viewers with the opportunity to explore their own aesthetic
knowledge,’ the greater the challenge for aesthetic pragmatism or constructivism to
justify in what sense and on what conditions one's aesthetic knowledge is her own and

self-legitimating. (Papastephanou, 2006, p. 84)

When there appears to be no sustainable relationship between creator and consumer, the ability
to have an aesthetic discourse is considerably constrained. And for the art creator and producer
the end result may be more self-serving rather than a meaningful contribution to the arts, or
“self-affirmation” (Papastephanou, 2006, p. 84). The socially-conscious films of the Kazakh
independent and arthouse industry may be vulnerable to the criticism that they are more self-
indulgent than thought-provoking. Most of the self-identifying arthouse filmmakers interviewed
have expressed a unified desire to capture the truth of Kazakhstan through their works. However,
when acknowledging that the local filmmaker is not too occupied with the preferences of the
audience, nor is the audience actively consuming these works, for whom is the negotiation of
aesthetic knowledge occurring?

I mean, there's this one thing that actually annoys me. In Kazakh auteur films most of

them show just how bad the life in Kazakhstan [is] or some particular ridiculous case just

to attract some attention from the European festivals. Because I think that it’s time to
grow up and put more, maybe it was well if you see some European or American movies,
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there's always something you can take away. Quotes, points of views. But Kazakh auteur
films are mostly nothing new. That said, I still really respect like Adilkhan Yerzhanov, or
Emir Baigazin because they are able to carry their own style and especially Yerzhanov,
most of his films are pretty smart in terms of this. If you watch European movies, you get
work of the brain. Most Kazakh films it’s a total non-existence of hope, something
depressing or bleak. I wish Kazakh filmmakers were more open to playing in different
fields, examine bigger questions about life in general, or about mid-life crises.
Relationships between men and women, generational questions. Not just about cutting off
a sheep's head and showing something that's actually happening in the middle of
nowhere. I always seek for something new, something thoughtful in films. And as for
Kazakh films it is just consultation of reality. (Interview with Tolegen Baitukenov, 2021)
The tendency of these arthouse filmmakers to fairly consistently compete abroad may also serve
the interpretation that the filmmaker is cultivating a bleak image of Kazakhstan in pursuit of self-
affirmation on foreign stages rather than the advancement of the art and the elevation of the
country and its national image.
3.1 - Influences, Preferences, and Audiences
When considering the fact that the current film industry model in Kazakhstan favors
competition abroad it is conceivable that these independent and arthouse filmmakers might be
letting the success of this model influence their creative decision-making. “[...] I don't think they
keep in mind Kazakh audiences when they shoot their films. They probably keep in mind
especially film festival critics just to show” (Interview with Tolegen Baitukenov, 2021). This is
particularly compelling when, as local film critic Gulnara Abikeyeva states of the average
domestic filmgoer “General audience want to see surely commercial films” (Interview with
Gulnara Abikeyeva, 2021). Therefore, what influence does the international audience have on
the Kazakhstani filmmaker? What considerations would be made for the international audience?
Local producer and head of independent film company MG Productions, Yernar Malikov

places consideration on who the audience is especially foreign ones. “I think we should think

about the audience. If it’s for an American audience, what do the Americans want? What do the
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Turks want? And obviously there needs to be a good synopsis; good idea. And after that,
producers from America and England will read them and see that it’s a good product to market in
America” (Interview with Yernar Malikov, 2021). In the long-term, foreign interest will generate
larger profit if their market can be penetrated into. If a Kazakhstani producer can make a high-
quality product sufficient to western/foreign audience standards then it would be good enough
quality for the local population.

While Yernar Malikov is a producer of narrative films and positioned to execute ideas
and dispense finances, there is a slight deviation in viewpoint from the writer-directors who are
themselves dependent on producers for employment and financial investment. Alisher Jadigerov,
a local younger generation filmmaker noticed that audiences are welcoming of instantly
accessible, short-length content like most videos available on YouTube where there is no
universally established quality threshold, and of the oversaturated availability the overall quality
can drop substantially (Interview with Alisher Jadigerov, 2021). The challenge remains for the
independent and arthouse filmmaker to decipher the interests of the locals. And it is justifiable
that they would not want to invest the effort when there is a more flourishing interest coming
from abroad.

Local independent documentarian Katerina Suvorova presents an interesting observation
that while ascertaining taste, interest and preference is itself a complex process regardless of
nationality or location, it is easier to produce content that appeals to the foreign palette:

Why do people like films from Kazakhstan by like Emir Baigazin, or Adilkhan or mine?

They really want to see new voices from some unknown territory. ‘Where is Kazakhstan?

Who are living there? What do they care about?’ These people don't know before they go

and see the film. And for many voices that exist and tell their story from the countryside

from this huge country of Kazakhstan. [...] And then more auteurs will tell these stories,
then more we will represent our group portrait. (Interview with Katerina Suvorova, 2021)
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Though it is not simpler to ascertain a foreign audiences’ interests over the domestic one despite
the apparent interest from the foreign audiences, it is presently easier to consider making films
for the foreign audience as there is established interest.
3.2 - Independent & Arthouse Kazakhstani Cinema Within Modern Kazakhstan
Among the interviewees, different interpretations emerged around rather how to sub-
categorize the Kazakhstani audiences.
Now I can say that our audience is divided into 2 parts: people who are living in towns,
and people who live in the cities. Like in big cities. So, I think those 2 different audiences
are both more focused now [...] No I don't think there is commonality between them. The
people in the countryside they don't have access to cinemas. They cannot watch
Hollywood films, maybe only through internet or YouTube. They mostly love to watch
TV shows: Turkish shows or Korean dramas. They really enjoy those. But people in the
city can go to cinemas, watch Hollywood films. But they love Korean dramas and
Turkish shows as well. (Interview with Yernar Malikov, 2021)
Demographically there is a discrepancy between rural and urban movie-goers but not in terms of
televised and web-serial content. Speaking broadly of the majority of the population, there is an
inverse relationship in terms of consuming realist cinema of Kazakh arthouse. “I don't think
audiences in Kazakhstan, the majority of Kazakhstani people tend to see Kazakh arthouse. Not
interested, they see it out their windows.” (Interview with Tolegen Baitukenov, 2021). Perhaps
globally-minded Kazakhs (such as those who have been aboard), those who belong to privilege
or born and raised only in the cities are inclined to watch their local arthouse cinema. But the
vast majority have some connection to rural living or systemic problems befalling modern
Kazakhstan.
There is evidence that the relationship between local audiences and the independent and
arthouse filmmakers remains cold to non-existent. Even the global-minded, local cultural elites

are inclined to avoid their nation’s cinema. “Referring back to that ‘cold relationship’ between

the audience and the arthouse, independent film industry, it’s just because, looking at the history,
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Hollywood was the first to come here and distribute their films here. And at that time, they were
the most popular. [...] Here the mood and preference [were] taken by Hollywood. Now it comes
to the point of why we have a cold relationship. People have a different taste based on
Hollywood movies” (Interview with Farkhat Sharipov, 2021). Baurzhan Shukenov, the
executive director of the “Arman” movie theater chain, and Deputy Chairman of the Board for
Production at the State Center “Kazakhcinema” supports this conclusion. “The Kazakh audience
is well-educated. We watch a lot of foreign content: American films, European films. But the
thing is, Kazakh audiences don't like the Kazakh films — it's not because of the content, it's
because of the quality. Because we are so much used to Hollywood-level high-quality films that
we may not always like the quality of the films. So, we may not always go to see our films. It's
not because we don't like the content” (Interview with Baurzhan Shukenov, 2021). This suggests
that the local audience, if they choose to attend the cinema at all, are only going to see a specific
genre of local films or to see Russian or Hollywood productions. Local young filmmaker
Darkhan Tulegenov argues that for arthouse audiences — cinephiles — the dynamic is also
amorphous.
Generally, if you're talking about general audiences, it's people who are consuming
quality things. But if you're talking about a special group, students of cinema schools, or
artistic people, those who are already interested and connected to the film industry in
some way, those are the arthouse film audience. And it's growing everywhere. [...] It's a
very difficult questions because one person can consider themselves a mass mainstream
movie watcher but also like something different. But we have people who have consume
comedies, another arthouse. (Interview with Darkhan Tulegenov, 2021)
The people who appreciate film as art, and consume it for that purpose are also open to seeing
mainstream blockbusters. Darkhan’s peer filmmaker Berik Zhakhanov reiterates that globally the

interest in arthouse continues to rise. “We're all coming to this point. The spectator is getting

interested in what the auteur and film director is doing” (Interview with Berik Zhakhanov,
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2021). While it remains unclear what direction the local audiences are moving in regarding
arthouse and independent cinema, the local filmmakers especially the young ones are more
optimistic that their audience exists in Kazakhstan.

3.3 - Independent & Arthouse Kazakhstani Cinema Outside of Modern Kazakhstan

As New New Wave filmmaker (and self-identified Partisan Movement member) Sharipa
Urazbayeva noted, the ongoing interest in Kazakhstan and its arthouse films from abroad keep
them in business. “A good thing about arthouse cinema and filmmaking is that you can go from
the border of Kazakhstan. All our films which were made with no money, budget, or funding.
They always spread somewhere else except Kazakhstan. And they will always show elsewhere,
and the rest of the world is always searching for these types of films. Always curious and want to
watch it” (Interview with Sharipa Urazbayeva, 2021).

All three younger generation filmmakers interviewed — Darkhan Tulegenov, Alisher
Jadigerov, and Berik Zhakhanov — acknowledge different aspects associated with interest from
the international audience. “It's kind of a mutual interest. The audience here are interested in the
lives of poor and rich people in, say, Romania or Korea. It's the same that the outsiders feel for
our life. The modern life. They're interested in, not necessarily cultural content, but how we live
and the style of how the people live.” (Interview with Darkhan Tulegenov, 2021). However, the
benefits of this interest naturally are not limited to curiosity.

Berik identifies the career-based advantages of the international film festival space. “Of
course, I'm trying to work to the international audience, because this is kind of the high-level.
And these are my ambitions that I'm trying to achieve. And of course, if you're recognized out
there by them, then you're automatically recognized here. You become accepted. [...] So, I

cannot say about this old generation. They're also trying to go abroad. They're not like sitting
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here and waiting. Every person would be happy to be recognized somewhere else” (Interview
with Berik Zhakhanov, 2021). For him, Alisher and Katerina Suvorova, there is an explicit
urgency to exporting their works abroad.

The international audiences appreciate these films [...] The main thing for our
filmmakers, that saves us from starvation and repressions is film festivals abroad. All
filmmakers need to know how to participate in these international film festivals. [...] it’s
like Dimash Kudaibergenov. Nobody knew him but when he started signing in China, he
became famous here. When I talk to my friends, we all say the only way to become
famous is to participate in another country and then come back. So, if people know me
abroad, the government won’t have a choice but to accept me and maybe even give me
some money. (Interview with Alisher Jadigerov, 2021)

The exporting of films abroad is not enough if the end goal is to contribute or engage with the
local audience. “I need to go abroad, get recognized far away, screen for a wide international
audience. And then return sharing these international articles and news coverages.” (Interview
with Katerina Suvorova, 2021). The filmmaker must single-handedly undertake promoting
themselves upon return to Kazakhstan. This identifies what may be interpreted as an
exceptionally complex process which might deter some filmmakers from utilizing this model of
exporting their works abroad first in effort to (re)inject their art cinema back into Kazakhstan.
3.4 - Challenges in Their Industry

Across the various interviews conducted, several different challenges were identified.
“Critics [...] The critics can be rough. They can attack us here in Kazakhstan. They use some
really bad language and words and attack us. They're trying to fight us over this reality”
(Interview with Sharipa Urazbayeva, 2021). Sharipa’s comments suggest an inherent nationalist-
based politicization of film critics as mouthpieces/extensions of the state which actively work to
suppress the realist cinema of Kazakh arthouse. Whether this is motivated by a cultural-based

prioritization of reputation or other factors is unclear. However, in the development of any
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artistic industry, the importance of the critic is undeniable especially for a section of the film
industry that is trying to relate back to the public.

Farkhat identifies distribution as his main challenge. “Local distribution. [...] For
distribution now, its money made by Hollywood movies. And of course, it's shared with people
who own cinemas. So, they make money only from American films. And they're only open now
because of American films. And to get off from this needle, it's hard. This is a franchise. Given
the tools, you can make money. To me, our own distribution it’s a matter of time and lots of
effort to be done” (Interview with Farkhat Sharipov, 2021). Farkhat’s comments connect to
Gulnara’s as both acknowledge an apparent lack of knowledgeable local distributors:

Kazakh filmmakers in general are arthouse, commercial, is they are not incorporated into
the world system of film sales. For example, let's say French film. What's going with
French films? I don't know, it's successful. A successful French film. It's going to market.
For example, to Cannes. And they're selling their film to, I don't know, to Russia. If
Ukrainian distributor wants to buy this film, he is going directly to Cannes Film Festival
and buying this French Festival. What are the Kazakh film distributors doing? They're
going to Russia. In the best way: to Moscow market. In best case, buying film from
Russia. [...] They have no habit first of all, and then specialist with knowledge of
language. We aren't going directly to Cannes’ market to buy American, French, films.
We are going through Russia because it’s very comfortable. Russia gives us not only
films, but subtitles, dubbing into Russian and so on. But in this case, 50% is going to
Kazakh distributors, 50% is staying in Russia. As I understand it, it is less than is going
through. But the same concerns present in films in Kazakhstan there is no companies that
are going to Cannes or American film market, or Busan film market to sell their films. I
don't speak about festivals. As for festivals, arthouse directors manage to know how to
promote there. I speak only about the market. For example, [neither] Nurtas Adambai,
nor Koyanbayev, are going to Cannes’ market to sell their film. Because there is no
specialist in this sphere. (Interview with Gulnara Abikeyeva, 2021)

This draws allusion to a larger, systemic issue: one concerning quality of film education in
Kazakhstan. Crucial positions within the local film industry are either not being filled or are
helmed by supposedly under-qualified individuals. “It's about the people. And I wish there were
more young, smart filmmakers who would say: 'You, Tolegen, go to Hell! And I'm going to

shoot something fresh!' I would be more than happy to see that. That is the biggest problem. Not
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enough creative, smart people working in that industry.” (Interview with Tolegen Baitukenov,
2021). This relates directly to Baurzhan who listed two equivalent problems.

[...] first, its piracy. People, our audience, because there's so much pirated content, why
pay for tickets to see movies in the cinemas if everything is available online? The second
problem is, since our industry is really small... you know how I said there's big
competition in Hollywood. In Kazakhstan, there's really little competition. So, people,
they make it to this level and they don't try to go out of their level. Go out of their
comfort zone. They reach it, and then go: 'oh, okay, that's enough for us.' They don't try
to be better. If we had higher competition in Kazakhstan, then people would be
motivated. They'd say: 'oh I need to make this better. I need to work on myself, work on
my professional skills.' But right now, it’s just: 'Oh this is our level. We don't want to go
higher. We don't want to try to push ourselves.' That's the second problem (Interview
with Baurzhan Shukenov, 2021)

For a film industry that continues to invest further internationally, the losses could potentially
outpace the benefits unless this issue is addressed.

Katerina corroborates this in a very real and practical way. The lack of qualified film
professionals who contribute professionally to the independent documentary field is an evident
challenge, and its intensity is symptomatic of the larger issue of film education.

It's that not every cinematographer knows how to work in a documentary setting. Most of
them are operating in fiction or advertising with big money. They don't know how to
spend one month in a small village living with only cold water and knowing why they're
there doing that. For me, the rareness of people working in the documentary field is a big
problem. For many, many different levels. Producers going to the shoot should know and
feel that their relationship with the protagonist is important. You're not just some big
name from the city going ‘okay, do this. Take that the fuck away.” You can't speak like
that. You just really need to be super respectable. We're not shooting a movie. People
need to learn it through working on many projects. Not just one project per 5 years. |
think that low amount of colleagues is a big problem for me. Someone would say: ‘yes,
you are the star of the documentary.’ But it's hard to be isolated outside of creative
documentaries. (Interview with Katerina Suvorova, 2021)

While on the surface it may seem obvious that narrative fiction filmmaking and documentary
filmmaking are largely different formats within the larger arts, for Katerina this poses a very

close and present issue.
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The young filmmakers each stated finance as a core challenge. For Darkhan the issue
arises when securing sufficient finance overtakes one’s ability to sustain interest in completing
the project. However, he acknowledged: “If you don't have the money, you'll find a way. I
experienced this myself. [ saw this myself. I realized that when the film has this kind of
difficulties of financing and when you're going through all stages of this, the film becomes very
good.” (Interview with Darkhan Tulegenov, 2021). Berik diverges, noting that the longer a
project takes it may suffer in quality or loss of interest from the creator. However, to overcome
this corresponding challenge, he identifies the challenge as being overcome through constantly
working regardless of format or who the employer is; the urgency is on the filmmaker to be
flexible.

I'm trying to do every niche. I'm doing serials. Not stopping. But I think it’s very

important in the work of these filmmakers. So, to make an ideal film you have to shoot

and shoot and do it a lot. Ridley Scott, before his first feature-film he made something
like 250 commercials. So, he did a lot before he moved onto bigger things. He kept
exploring and experimenting. [...] Of course, it’s an art, but you have to make money
somehow. You have to make something in all genres, then the producers will pay
attention to you. Some producers already know my style and they know I'm not going to
be dictated by commercial interests, but I have my own style and can't be dictated. To get
permission, you have to be good at every kind of style and genre. (Interview with Berik

Zhakhanov, 2021)

Ultimately, to survive in the arts, it benefits to be occupationally flexible. Especially when
financial constraints are as present as they are in the film industry. But in addition to finance,
Alisher notes that he believes the biggest challenge is internalized fear within his generation
(Interview with Alisher Jadigerov, 2021). Even before securing finance, the young generation
must not be afraid to make their films.

3.5 - Perceptions Between Generations of Kazakhstani Filmmakers

The generation heralded by the 30-something year old Kazakhstani filmmakers — the so-

called New New Wave — is a category that serves largely a film history function. The logical
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successors to the New Wave would be a New New Wave. However, a concept that emerged
from the research is that within Kazakhstan, a sub-section of this group is also considered the
“Children of Independence.” The local film critics assign the label Children of Independence to
the generation of Adilkhan Yerzhanov, Emir Baigazin, and Farkhat Sharipov (people in their
mid- to late-30s) as they were alive to see the fall of Soviet Union but too young to participate in
the transition.

And surely, one of the characteristics of the children of Independence is that they have no
censorship. They have no ‘inner censorship.” You know, we people who were growing up
in Soviet system we have a very strong inner censorship. Even writing articles or doing
something now. We think 'oh. Somebody wrote something. Did something. It's not
correct! It's too grave.' But this generation they don't have it. And I think in terms of
comparison to other countries: maybe, Uzbekistan, with Tatarstan inside Russia, but in
general in comparison with other post-Soviet countries, I think that our side of outside
censorship, not inner censorship, was not strong in Kazakhstan. There is a whole
generation of independence. Because you know these arthouse films, wasn't really
popular or known by general audience. Somebody wrote about them, people read about
it, but it wasn't really distributed and they haven't really influenced society. Who knows
[about] Adilkhan Yerzhanov? Me, other ten critics, and maybe another ten journalists in
general. I don't know, maybe some intellectuals. There are [a] very small amount of
people. And as for foreign spectators, it’s absolutely amazing thing that these young
generation made their image on international level through international film festivals.
Because Adilkhan Yerzhanov I think all by himself made his promotions, connections
with co-producers in France, others and it’s amazing how he reached Cannes, Venice,
other festivals; its only because of his own efforts. Or Emir Baigazin -- he's the same.
You can say that in comparison, for example Kazakh New Wave it appeared in the
moment of crashing Soviet Union. And this is why it was very popular. This Kazakh
New Wave was very popular in festivals because the whole Soviet Union is crashing and
it’s a new face. New Asian faces appeared in Kazakhstan. Beforehand, Kazakh cinema
was absolutely unknown. As for this new generation, they have not so strong support
system of publicity. Critics or something else. They do it by their own efforts. But surely
their success at festivals is going through their social scenes, artistic language. (Interview
with Gulnara Abikeyeva, 2021)

The important distinction is that the Children of Independence belong to the New New Wave.
But the rising generation of 20-something year old Kazakhstani filmmakers do not necessarily
classify as Children of Independence. And incidentally the people who are considered Children

of Independence consider their generation as separate from the 20-somethings. There is
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essentially what Serik Abishev identifies as three generations of working filmmakers currently in
Kazakhstan: 1) the old generation, 2) the middle generation, and 3) the new, young generation
(Interview with Serik Abishev, 2021). The old generation now includes the original Kazakh New
Wave. The middle generation which includes the Children of Independence/New New Wave.
And the new generation which includes Generation Z filmmakers who can still be classified as
New New Wave.

The middle and new generations recognize a perceived contention with some of the old
generation. The main source of this tension lies in distribution and reception of finances
especially from the government.

The ones that do receive money. They’re the ‘Agsaqal,” very valuable, old seniors — for

us, they’re directors who have the authority from Soviet times, creating historical films,

governmental films. They established a name for themselves. [...] The young generation
will not be satisfied with the older generation, and the older generation will want to keep
what they have, their successes. They don’t want to share the budget. And then the young
will become the new Agsaqal. And then they will want to keep their money. And that will
anger the new generation. And this system has been existing already for a long time. [...]

Just on its own, it won't disappear. (Interview with Serik Abishev, 2021)

While Serik identifies a negative relationship between the older Agsaqal and the youngers, not
all Agsaqal dynamics impose this intrinsically poor hierarchy. However, even beyond the realm
of financial renumeration, there persists an apparent asymmetry in representation of the young on
most film boards or other authoritative or governing industrial bodies.

The factors which cause this asymmetry may run far deeper than convention or finance
might dictate. While there is some degree of intra-generational cooperation at least with the
middle/Children of Independence generation this progress may be stalled because of socio-
political factors.

The same in Kyrgyzstan, there is very strong cinema community. Older generation

supports younger generation. And if somebody writes a script, he is giving it to
somebody else to realize the idea. Like, Adilkhan wrote the script to Shlaghaum and even
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they have some national award, I speak about Kyrgyz filmmakers, and they discuss a lot
about whom to do and they prefer very often to give prize to younger directors because it
is necessary to support them. Sometimes they support commercial film and so on and so
on. And we see outside of the cinema movement, their deep cinematic connections are
very strong. In Kazakhstan, cinema connections, cinema society as I understand it is very
weak. Maybe I'm wrong. If I'm wrong, it's very good. Maybe if you'll speak with younger
filmmakers, maybe they will say 'oh we are together'. As I understand, everybody is
going separately. Even commercial filmmakers, arthouse filmmakers and they might say
maybe it’s a characteristic of Kazakhstan society in general. We have no civil society.
Civil society in Kyrgyzstan is strong, maybe because its smaller. Not just among
filmmakers, but among artists, among journalists, etc. In Kazakhstan, maybe because
society is more rich, in general because we speak about people living in cities. Maybe
they're more independent. Maybe everybody is looking for foreign investors. And one of
the examples that our cinematic civil society is weak it our Union of Filmmakers. It's not
really working. Not 10 years ago, 5 years ago, now. Only one person Akhat Ibrayev, a
young film director, tried to connect young filmmakers several years ago. But he failed.
[...] For 2-3 years, he was an official leader of the Union of Filmmakers. And it’s very
interesting figures. For example, in this union, they have about 328 members from 2014-
2017. During these 3 years, Akhat Ibrayev he led the union. He counted that only 17
people were under 50 years old. Over 300 people were over 50. What he wanted to do, he
wanted to do in these 3 years, around 2016. He wanted to invite young filmmakers into
this union. He didn't manage to do it. (Interview with Gulnara Abikeyeva, 2021)

Intra-generational cooperation is not impossible. Gulnara’s observation pertains to the middle
generation which Serik identified. Of equal importance is identifying if the new, younger
generation is continuing this pattern.

Inter-generational tensions continue to persist. As Alisher notes, “[The older and younger
generations] don’t really get along with each other either. There were moments we all sat
together, discussing movies, then everyone started arguing and shouting about the movies. That’s
why I’m telling to the younger generation, we need to get together. We need to create a new
Hollywood: Spielberg, Scorsese they were friendly, got along really well. That’s why they
created their successful Hollywood. I don’t know if we can make the old and new generations
get along” (Interview with Alisher Jadigerov, 2021). Within their generation, the general
consensus among the young generation is that they interact and engage well with each other.

They collaborate and support each other. However, their attitudes towards their relationship with
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the older generation start to diverge. While Alisher Jadigerov confirms Serik Abishev’s assertion
of cyclical animosity amongst the generations, Berik Zhakhanov disagrees:
We as filmmakers are communicating. We are not competitive with each other. I just
came out of a conversation with another film director, so we wrote a screenplay together
and we're sharing. We're not putting our names all over it saying: ‘Oh, I'm the filmmaker,
or you're the filmmaker!” There's no tension. Even when applying to the older generation,
when we come to them for advice, they're quite open-hearted. They help with ideas. They
help us. So, there's no case like: ‘Oh, I won't help you.” [...] I'm not independent to them.
If they ask me for advice, I always give them advice. Or I offer criticism. Because it helps
me to grow. But I'm also young and I don't think I've done that many things myself, but if
I can be any help to someone else, then I will. (Interview with Berik Zhakhanov, 2021)
However, both Berik and Alisher agree that the relationship between peers in the young
generation is strong. “We gather at least once a month to see each other and discuss our plans”
(Interview with Alisher Jadigerov, 2021). Darkhan Tulegenov argues that there are some
positives. “I think that the previous generation is always pushed by the next one. While you have
this idea and are pushed by the next generation it's hard to become conservative. So, what we can
say about the older generation and conservatives: you can't really hold your ideas inside. Either
realize them or move on. That's what the new generation is really trying to do, while the older
ones are holding onto them because they aren't as open. There's no time where you can think
about an idea for 10 years and then try to make it...” (Interview with Darkhan Tulegenov, 2021).
The inevitable outcome is that with time people belonging to their generation will advance to the
next, but interviews with the new generation suggest that they collectively are more aware of this
than perhaps their predecessors and are actively working to mitigate the outcome.
3.6 - Film Collectives and Collaborations
The most prominent recent film collective in Kazakhstan is widely recognized to be the

Partisan Movement. As one of its founding members, Serik Abishev best defines the work he,

Adilkhan Yerzhanov and other Partisan Movement members set out to accomplish:
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The first thing is, when we were young, we were angry that the government was only
filming fake things, not the reality. We were disagreeing with that, so we created the
movement on 3 points: 1) we were against censorship. We wanted to show the reality. 2)
We wanted to create our own industry language, 3) to make our works without finance.
And these were linked. If you make work with small or no budget, that money isn't linked
to somebody, there's less pressure from those investors. You can film whatever you want.
Because there's no censorship you can show reality itself. So, at that time we were yelling
ourselves: ‘Give way to the young generation! We are not asking for money, or anything,
just to film what we see.” Our films then weren't art. Even if we wanted to film something
about how people are living here, it can be considered less historical but more like
documentary. But even then, we never considered what we were doing as making a
documentary, as documenting real lives. We aren't showing the actual lives of poor
people living in bad slums and districts. What we were doing was difficult for others to
understand, but we always knew that it would be difficult to realize but also difficult for
others to take in. Try to find the industry language. (Interview with Serik Abishev, 2021)
The principles of the movement uphold a similar spirit of an underground, anti-establishment
film collective. But its current status remains unclear. “We used to have the Partisan movement,
it's a special term. This term describes the people that are creating films on their own budget,
with no help from the government or corporations. Adilkhan Yerzhanov was the first to take part
in it, he was creating films with this movement. But when he started receiving money from the
state, he quit. I can kind of identify myself as a partisan filmmaker, now I'm still not financed by
anybody. Now there are lots of films made without a budget” (Interview with Sharipa
Urazbayeva, 2021). Partisan Movement is recognized by the younger generation for its efforts,
but its members appear to have been limited to the middle generation which Yerzhanov,
Abishev, Urazbayeva and company belong.
Regarding if an alternative group is viable to emerge in contemporary Kazakhstan,
Tolegen Baitukenov was unsure. “In general, there isn't really a prominent group, because to
assemble all these filmmakers you either need to have an great idea that would attract them to

collaborate on something unusual. Or you need to have lots of money [...] I'm not sure if

Kazakhstani filmmakers need that group. Maybe they don't” (Interview with Tolegen
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Baitukenov, 2021). Regarding either reviving the Partisan Movement or creating a new group,
Alisher notes: “We already have this sort of bond. [...] When we need help, we’re there to help
each other. Usually, the main aid in a capitalistic world is money, and that’s what not everyone
has nowadays. Someone could help with a plot or story. Authors want to create something.
Somebody could physically help: a cameraman, lighting.” (Interview with Alisher Jadigerov,
2021). Therefore, it is promising that while there is no explicit organized entity, the young
generation appear to be organizing.

3.7 - The Internet and Crowdfunding in Kazakhstan

The role of the internet has been acknowledged as a vital utility in exponentially
expanding the reach of films. “I've been working in this industry already for 11 years with
Adilkhan. In the beginning, audiences didn't really accept our film outside of Cannes, but today
with the help of the internet all of us have more access” (Interview with Serik Abishev, 2021).
Across the interviews, considerations of the internet have posed a more benevolent social
development than a malevolent one.

These filmmakers are cultivating a captive international fanbase. So why not turn to the
known denominator for financial assistance when other recognized funding channels are not as
reliable? Tolegen is largely skeptical, “Because most crowdfunding projects that [ was seeing in
Kazakhstan was just: ‘give me money, and I'll shoot a great movie.” No concept, no teaser, no
understanding of what filmmaking is” (Interview with Tolegen Baitukenov, 2021). Pertaining to
the potential of the internet to crowdfunding, the results across interviews have been sporadic.

Within Kazakhstan, there simply has not been enough data to suggest it’s a reliably
useable resource. “In Kazakhstan, this industry in general isn't developed enough yet. So

basically, Kazakh filmmakers used to earn from the box office. They're not used to earning
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through streaming. The whole idea in general isn't very... We're only now starting to learn more
about it. It's really problematic because we haven't shifted to that idea yet. For instance, in
Russia, crowdfunding projects are very successful. [...] We tried [crowdfunding], but we
couldn't. Because filmmakers would know, but the people they wouldn't know.” (Interview with
Baurzhan Shukenov, 2021). Alternatively, as Farkhat explains, a lack of experience accounts for
why he cannot speak on its utility. (Interview with Farkhat Sharipov, 2021). This is indicative of
most of the local filmmakers’ interviews. However, this does not mean that services are not
available. As Darkhan notes, within Kazakhstan there exist banking services which could be
used to raise some funds. “[...] within our community, it's possible with services like Kaspi
Gold, where like young generation of filmmakers — we get this kind of support from people. But
it's a very, very small budget for short films we can do” (Interview with Darkhan Tulegenov,
2021). In the case of Kaspi, limitations are largely due to financial restrictions put in place by the
bank or the number of users.

In some cases, the internet-funded projects similar to the turning to international
organizations for financial assistance, have their own inhibiting conditions. “Where I applied to:
Project Links, there was a rule that they will give me only 30% of main amount raised. That
means that [ have to raise 70%, and that's a huge amount of money. I can't raise it. For me,
personally, I don’t have it. I have no idea how I'd raise that much money. Where can I find that?
And usually, they are giving it for when you have made the film already, and you have to correct
the color, improve some sound, light, edit. Usually for the post-production process.” (Interview
with Sharipa Urazbayeva, 2021). In similar fashion to resorting to international organizations for
external funding, some internet-based services have their own internal restrictions and guidelines

which may deter the filmmaker entirely.
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IV.  Analysis and Discussion
“That the biggest mistake every young filmmaker makes is to think that after
participating in Cannes they'd wake up famous and rich, but no. You wake up in
your apartment, everything is the same. No one is calling.” — Tolegen Baitukenov

This section will explore in further detail the results of the interviews and the trends that
emerged, but within context of the conceptual framework. To start with, the inter-relationship
between independent and auteur filmmakers, the commercial establishment, the Kazakh state
establishment, and the Kazakhstani viewing audience has significantly changed. In 2019, the
government of Kazakhstan passed a law “On Cinematography” which led to the establishment of
the State Center for Support of National Cinema, also called Kazakhcinema. The Center’s
administration is comprised of various industry insiders such as Baurzhan Shukenov who
comprise the Board of Directors as well as an Expert Council. The Expert Council is comprised
of film industry professionals who possess the career experience and knowledge to evaluate the
numerous pitches sent to Kazakhcinema and determine which ones are worth investing in.
Filmmakers such as Farkhat Sharipov have sat on the Expert Council.

This government-financed Center signaled two changes: first, that the Kazakhstan
government would no longer solely finance the Kazakhfilm company. And second, any
filmmaker (commercial, government-backed, independent, and auteur) could pitch their ideas
and if successful receive funding from the government. “Now if they have certain financing
coming from the government every year, they try to finance more films, as opposed to having
few high-budget films we now try to finance more film. Not only productions, but also
development stages; production stage. Now we want to give more chances to other people as
well. Since the situation; since we got this law, also because of private money, now we can say

'oh, the private company, investors can come in and invest their parts as well.' In general, it’s
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getting better for more filmmakers to receive financing.” (Interview with Baurzhan Shukenov,
2021). Regarding the Kazakhstani audience, these auteur and independent filmmakers
acknowledge that the prestige of success internationally has become a necessary prerequisite.
Only when these films earn praise and prizes in recognizable international film festivals, and the
filmmakers promote their accomplishments back in Kazakhstan, does the Kazakhstani audience
become interested. Therefore, given the comments provided by Sharipa, Berik, Darkhan, and
Alisher concerning the desirability of competing in international film festivals, it is logical that
Kazakhcinema is, among other considerations, seeking to replicate the success of these auteurs in
a mutually beneficial way. However, the question persists about what receiving state money
means for the messaging of these auteurs and what criteria the government applies when
deciding who to fund.

Conversely, on the issue of financing for these independent and auteur filmmakers, while
they are largely in agreement that the creation of the state Center is a positive step, more needs to
be done. This includes more transparency in terms of who is approving funding, and why the
Center chooses which projects it does and the amount of money to give to each project it selects.
Ultimately the decision is made, as Katerina argues, by a government dignitary not by an artist
(Interview with Katerina Suvorova, 2021). Of the 12 interviews conducted, 3 filmmakers
identified that the largest challenge facing them and their industry pertained to challenges
associated with financing. “The situation is exactly like this. The young generation and
independent filmmakers are looking for financial support from foreign countries, or putting their
own money into what they do” (Interview with Yernar Malikov, 2021). While there is now a new
prominent source of film finance, and it boasts more transparency than was previously offered

when Kazakhfilm was the primary recipient of government funding, it is clear that more must be
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done. Katerina goes even further, by arguing that the establishment of the Kazakhcinema center
could usher in the establishment of other similar financial entities which not only directly fund
the films but also account for the festival-first model.

We need a more proper system. An annual or twice annual application system, etc. And
of course, now we need to go internationally, but then you need to proof your work in
English, find ad support or someone who can present your film not just on a stage but in a
networking sense. It's also money to build, translate. Not everyone can. But it would be
more productive if an artist can present their idea, in their native language, in their native
country. Not every project situation can provide you the funds to travel. So yes, we have
international foundations, but they also take more established applicants from more
established countries. These people also studied English like for example in Singapore,
Germany, Sweden: they study their arts in English and its easier for them to present. But
they also study how to pitch and how to present their projects in their studies. But here
we just study arts as it is. Art out of the blue. That's what we have here in our schools.
And it's really hard to find people who get this knowledge from first, second, or third
course of their education. Not 10 days before a program, where you need to know how to
present your idea: ‘Okay, I see the plan. So, what then do I do? 3-minute presentation --
Okay!’ It's completely different when you're taught what the best pitch is, and you can
practice and refine it. It's a huge difference. It's really hard. That's why I believe we have
to have a local foundation” (Interview with Katerina Suvorova, 2021).

Katerina’s concerns correlate the quality of film education with financial constraints. And the
proposed foundation she argues should be established would complement the role of
Kazakhcinema. However, for now the continued operations of Kazakhfilm studio, and more
importantly the emergence of Kazakhcinema are sufficient starting points for funding and
support. “[ The Kazakh state] can’t not give us money — to independent and arthouse filmmakers.
Because everyone says these people represent Kazakhstan. And these people are taxpayers, and
their tax money is given to these filmmakers so that Kazakhstan is represented well abroad.
That's why they have to support the other filmmakers too, somehow. And so, then the
government can say, ‘yeah, we're supporting each filmmaker.” But the reality is the amount they

set aside and are willing to give is still really small” (Interview with Serik Abishev, 2021).
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4.1 — Kazakhstani Films & Film Festivals as Cultural Capital

What does this new Kazakhcinema center mean within the conceptual framework?
Though they do not outright state this purpose, the inclusion of auteur and independent
filmmakers as candidates eligible for government funding signals the most explicit
acknowledgment of the significance of film festivals as cultural capital. Per the founding law, the
center’s purpose is to fund and support national cinema. The decision to be indiscriminate and
field applications from all types of filmmakers and treat all types of films they fund, regardless
of tone and content, as national cinema also suggests an acknowledgement that should these
films compete or circulate abroad, they are representing the nation and therefore serve as a form
of nation branding. This also highlights a legitimization from the government upon the arthouse
films that are approved for funding. These filmmakers and their products that are established as
routinely competing abroad in turn provides a more mainstream route for nation branding on part
of the filmmakers and a more expeditious and reliable method of nation branding on part of the
state.

What is happening in Kazakhstan’s arthouse and independent film industries can best be
described as a festival-first model of filmmaking. In examining the concept of the film festival,
as de Valck explains: “Film festivals are important sites for the consecration of art films.
Prestigious competitions, like the ones in Cannes, Venice, and Berlin, bring cultural recognition
to their participants and prizewinners, and such acknowledgement is considered more valuable
than the commercial potential of a film (Baumann, 2001; De Valck, 2007; Elsaesser, 2005)” (de
Valck, 2013, p. 41). Film festivals, especially for the ambitious Kazakhstani arthouse filmmaker,
serve as the pinnacle objective. However, as is also the case in Kazakhstan, the emphasis must be

on international film festival, not domestic ones. Why? As Chan notes, “While there are
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apparently between five hundred and one thousand film festivals in any given year, the typology
is complex and there is no real consensus on what an ‘international film festival’ actually is,
though there seems to be a general understanding that film festivals exist as ‘an alternative
distribution network...providing audiences with opportunities to enjoy commercially unviable
films projected in a communal space — films that most communities, even the most
cosmopolitan, otherwise would not have the opportunity to see” (Chan, 2011, p. 253). While it is
one facet of the film festival as curated space to provide the aforementioned cultural recognition
and subsequent value and prestige, it is another for local Kazakhstani filmmakers to achieve
accolade at as foreign — not just a local or even post-Soviet/CIS — stage as possible. Therefore,
the concept of the film festival and its role in affirming legitimacy to films merits examination
and application.

Discussion of film festivals is significant especially recently as the film festivals
themselves either serve to reinvent themselves or grapple with a changing cultural, artistic and
business landscape.

Traditional classifications of film festivals include a category for the ‘business’ type of

festival—or the festival with a ‘business agenda’ (as opposed to an ‘audience’ festival, or

a festival that has a ‘geopolitical agenda,’ for example). The quintessential ‘business’

festival is Cannes. This festival is so excessively industry oriented—it excludes the

audience almost entirely—that many have argued that it should be classified as an
industry event rather than a film festival. Indeed, a group of international scholars have
proposed that there should be a separate subfield of ‘Cannes studies.” ‘Business agenda’
festivals also include all those that, over the years, have built up markets and industry
networking forums: festivals like Berlinale, Venice International Film Festival (IFF),

Toronto IFF, Busan IFF, International Documentary Film Festival, and Amsterdam

(IDFA), as well as events in Karlovy Vary, Thessaloniki, Rotterdam, and many more

(Iordanova, 2015, p. 7-8)

The film festival in a more contemporaneous sense exists as a background for networking and

deal-making especially within the realm of distribution. Another significant element which

relates the filmmaker, their product, and even the film festival is the audience. There emerges a
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dichotomous exploration to be made regarding to the power of national representation in a
foreign space but also the ease of accessibility in the international or foreign-based film festival.
In their exploration of the film festival audience as it relates to the emerging continental film
market of African cinema, Dovey best explains this intricacy as follows:

However, we must not forget that other side of the curatorial coin: spectatorship. As
media ethnographers have emphasized, films are material objects that have social lives,
and their meanings constantly change as they circulate through distinct contexts. If

we are serious about incorporating broader publics into our scholarship, then we need

to include a ‘distribution-centred model of film studies’ that asks, ‘Who is the audience?
How are they constructed as such? What are the material limits that determine which
texts are available to which audiences?’ And, as Karin Barber has asked, what are the
interpretive repertoires of these audiences, and how do they refashion the meanings of
films? African screen media scholarship remains relatively impoverished on the question
of spectatorship. Furthermore, as Harrow has pointed out, the ‘irony . . . is that when
popular critical approaches are employed, audience perspectives are recorded that would
be considered naive by academic or scholarly critics.” Such ‘naive’ perspectives are not
necessarily the case, however, and film festivals are one of those sites at which scholars
can directly access the diverse ways in which spectators negotiate the meanings of
films—through observing Q&As or through more directed control-group discussions and
interviews (Dovey, 2015, p. 130)

While the festival provides a unique glimpse into a more cosmopolitan, international cultural
exchange and awareness, the events are largely very exclusive affairs. Perhaps with time more
festivals will continue to embrace the online mode moving into the future. It is arguably too early
to make any conclusive statement in that regard, however, prior to the pandemic-led need to re-
program film festivals to the online format, the prestige and fanfare of the event was rather
closely linked to the location, the fashion, and at its core: the exclusivity of the event.

More than a decade ago, the late cultural critic Paul Willemen claimed that although
festivals may seem to open up pathways to global exposure and circulation, in fact, they
only produce a ‘bottleneck effect’ and ensure that noncommercial films remain outside
formal circulation channels. Traditional circulation channels, meanwhile, remain reserved
for blockbuster-type mainstream cinema. Festivals, Willemen claimed, do not bring
cinema closer to the people. On the contrary, they encapsulate and isolate cinema,
shielding it from wider audiences, and thus effectively shrink all chances of proper
exposure. Other authors who study the festival galaxy, however, do not feel that festivals
play such a restrictive function. In order to balance multiple opinions, one should say



Song 48

that, like most cultural phenomena, film festivals are multifaceted and riddled with
inherent contradictions. Festivals enhance the exposure of films, but they also disrupt the
traditional distribution process; they may appear networked, but there is also evidence to
the contrary. Most importantly, the importance of the film festival as a node in the
cinema production and distribution cycle is becoming increasingly recognized by all
stakeholders involved in the festival operation, from board members to filmmakers,
producers, and critics. (Iordanova, 2015, p. 9)
In the Kazakhstani context, the most efficient solution would be to create an engaging film
festival locally which can foster greater domestic participation, then regionally to the rest of
Central Asia/Eurasia, and finally to attain broader appeal across continents. However, if the
purpose is to promote local cinema, then the solution is arguably even simpler: make these films
accessible in local theaters or on television channels despite the potential financial losses that
may incur due to perceived lack of demand. Otherwise, any efforts to establish a local film
festival cannot stop at the stage of courting participation from the local populace but must in turn
pursue the same international global standard as the more esteemed international film festivals.
In the case of Kazakhstan, it is clear that the country’s relative youth and independence
from the Soviet Union indisputably categorizes them as late adopters to the international cultural
and arts festival scene: “[...] at the field level of international film festivals, how early adopters,
like the festivals of Venice, Cannes and Berlin, together with other field actors, like FIAPF [The
International Federation of Film Producers Associations], seemingly have managed over many
years to invent a tradition (Ranger and Hobsbawn, 1983) and create and institutionalize a model
for international film festivals that appears to have become an ‘unchallenged given’ (Zucker,
1983) and thus, provides a prominent example of institutional work (Lawrence and Suddaby,
2006)” (Mazza and Pedersen, 2008, p. 25). Despite this, an industry-recognized international

film festival not only provides another venue for the propagation of local cinema, but also in turn

yields a new opportunity for greater international cultural diffusion via cinema.
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The lack of access is consistent with the issues of audience and film festival exclusivity
that exists between the markets that can regularly access prestigious international film festivals
and smaller, more emerging film markets such as the African film market. For the Central
Asian/Eurasian film market, it currently falls somewhere in-between the former and the latter.
The metaphorical street remains two-way in that the outside world (in this case comprised of the
cultured and privileged who are able to attend the film festival) can gain a particular insight into
the lives and cultures of people and places they would otherwise never peer into. And while the
particular work and particular filmmaker serve as the connective tissue between their home
country and the outside world, the fact especially in the Kazakhstan context is that the masses
largely do not have access to the international film festivals nor are these films regularly
accessible domestically. This very succinctly identifies the largest challenge associated with the
current model of exporting national cinema primarily to foreign festivals in order to attain
legitimacy in a professional and artistic way domestically. In Kazakhstan, it is no longer
exclusively a matter of disinterest, but an increasingly nuanced argument of availability and
awareness. As opportunities for foreign auteur cinema to import into Kazakhstan are already
quite low, and the primary cinematic export out of Kazakhstan is its own, largely domestically
inaccessible, arthouse the sole country missing out from international cinematic exchange is
Kazakhstan.

There also arises additional challenges with this festival-first model, especially as the
overall Kazakhstani film industry continues to grow. Each year, more sectors of the Kazakhstani
film industry are entering their films into foreign film festivals. While this increase in
competitiveness and output is a net positive, there also persists a simple yet difficult truth: not all

film festivals are created equal.
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Ironically, the hierarchy of festivals and festival competitions within the international
circuit sometimes means that the best of these third-world films may make their debut at
the major European festivals, while the festivals in third-world countries themselves have
to contend with debuting second- or third-tier films. So, what do the higher-ranked
festivals confer and who ranks them? European and North American festivals, according
to de Valck, ‘offer more benefits in return for a premiére (prestige, network opportunities,
etc.) and are therefore capable of attracting the most successful and established directors

and films. (Chan, 2011, p. 259)

Alisher anecdotally illustrates the social drive behind name-brand festival affiliation. “These
people taking part a month or two at the same time as Cannes, in Russia there was a festival
called Kan. And there, our Kazakh actor won a prize. So, all Kazakh audience thought that he
had won at Cannes, but it wasn’t France, it was a village in Russia” (Interview with Alisher
Jadigerov, 2021). This is a testament to both the lack of knowledgeable critics but also speaks to
the social preference the Kazakh film industry and audiences are placing on the recognizable
international festival names. However, the number of festivals continues to rise each year, which
provides the Kazakhstani film industry more opportunities to compete. Yet this also means that
the filmmakers the world-over will have to adapt to make their product standout from a quickly
oversaturated field.

A rising saturation throughout the industry is leading to less discrimination of the content
and institutional reputation of any particular film festival as it exists amidst other festivals.
“Indeed, that this is a global phenomenon can be seen by the fact that film festivals around the
globe receive increasing numbers of entries every year. [...] The cut in production cost due to
video and electronic postproduction facilities has allowed film-makers to produce art house film
for competitive budgets. However, the new circumstances have forced the established art house
directors in Europe to get more and more involved in international coproduction” (Hick, 2010, p.

36). In the case of Kazakhstan, concerns of a lack of qualitative scrutiny in favor of a robust

quantitative entrance into the film festival circuit hinders the overall qualitative and reputational
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progress of the national film industry. Katerina voices the underlying concern of the festival-first
model most succinctly: “The local attitude towards anything foreign! Just because it's foreign
doesn't make it more legitimate” (Interview with Katerina Suvorova, 2021). However, in the
absence of a vibrant and esteemed international level film festival organized and annually held in
Kazakhstan, the local cinema remains compelled to export its brand and image abroad, Thus, it is
demonstrable that the film festival both for participant and host/organizer bears potency not only
as venues of cultural capital but also intrinsically for providing legitimacy.

Relating to Sharipa Urazbayeva’s comment about critics, there is an intersection between
reporting on film festival hierarchy and the motivations and industry literacy of local critics. The
coverage provided by critics is intended to offer a locally reputable nexus informing the public of
the cultural capital being bestowed upon these filmmakers at these festivals. Presently, there is an
occupational challenge wherein nationalist critics would launch ad hominem attacks on arthouse
filmmakers. For nationalists, the realist content at the heart of arthouse cinema is diametrically
incompatible with the reputation-based and cultural image the country wants to present. And for
some of these critics, there is little incentive to promote arthouse and independent films to the
public over the accomplishments of the national or topically optimistic cinema regardless of the
hierarchical prestige.

Sometimes it's just bullshit. A prize given out at some unknown film festival at the end of

the world. There is a festival world also. Strange moments happen. Because when

organizations realized they can make money at these festivals, and with so many names
you can't understand how it works. And a local organization — the government — like to
have that line [of accolade] even from nothing. From anywhere. Some first-time festival

in some small place. Or some corporate backed event looking for sponsors. It's actually a

good idea. These events show some cinema for local people. And then someone wins and

they use the title of the event like it's the same as Berlinale or the Oscars. And it's all so
messy. That's also why we need better art critics. People who work with this information
and be able to report on the hierarchy accurately. Maybe just because I can see what

happens to independent entrepreneurs and independent auteurs, and I probably cannot
just answer for us. Like the line of Sharipa Urazbaeva. She made her first film on very
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little money and with very short amount of time. Independent auteurs know what to do
with government money. That's definitely true. The other side, maybe not. (Interview
with Katerina Suvorova, 2021)

Between the establishment filmmakers and the independent and arthouse, the latter are more
knowledgeable and experienced with navigating the international film festival network. For the
local film critics, it is more beneficial to cover the accomplishments of the independent and
arthouse filmmakers and not just favor the establishment and commercial filmmakers.
What I am expecting from art criticism sphere also from government is greater works. I
don't feel that when I read their articles. People now who try to make cinematic
observation are just passing judgment. It's not enough to say you like it or not. Being an
art entrepreneur, I need to have more analytical information. Something deeper. That's
what I see from a few authors in Russia. And through them I can just see international
sphere of cinema. But I would like to have much more creator-friendly attitude from all
local decision makers and speakers as critics. Be more creative, find new names. To do
this work, not decide if they're buying or not buying the film. C'mon, fuck you! I don't
need you to buy anything from me. But I see in some other countries. In Kyrgyzstan,
their critic, closer in age to Gulnara [Abikeyeva]. She's working hard to super careful
work for local filmmakers. Representing new names. And I have super respect for her.
I'm waiting for someone to do that here. Gulnara is too huge for us. Her stage is
international. It's not enough to just judge. In some newspaper line, do it. But where is the
proper work? Without that I have no reason to care. (Interview with Katerina Suvorova,
2021)
The local film critics must be able to report back to the public and to the local film industry on
the trends, developments and changes happening in foreign cinema as well. More local film
critics ought to attend international film events and cover the event as a whole beyond the
success of Kazakhstani films.
4.2 — Nation Branding & Political Legitimacy Potential of Kazakhstani Films
As such, the film festival where these auteurs most consistently thrive takes on a more
overt role as a venue for nation branding. This is also consistent with the understanding that

accolades from these festivals signals a cultural capital. As Mezias et al detail, two particular

systems exist of judging and appraising competing films that possess particular industrial value.
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The first is the peer system where industry workers of equal standing judge and reward films,
and the expert system wherein recognized industry leaders and respected experts judge and
reward entrants. “It could be hypothesized that if a peer or expert system confines value by
giving an award to a movie, then it may have implications on the market system, in which
consumers are the selectors. Hence, winning a prize as peer/expert selection may translate into a
consumer selection, which means that the film is consumed, hence admissions influenced and
box office increased” (Mezias et al., 2008, p. 6-7). It has increasingly been in Kazakhstan’s
interests to export as many films to reputable festivals where prizes are awarded by peers and/or
experts. The larger quantity accumulated of these prizes which bear optimal institutional capital
offers a more fortified national legitimacy as the awards were presented at an internationally
recognized institution presided by globally-respected industry insiders. There is a tacit
impression that the awards were presented on basis of artistic merit rather than commercial or
political agency. And in equal measure, the competitiveness of Kazakh films abroad possesses its
own nation branding power in tandem with the cultural value. If Kazakhstani filmmakers
habitually compete at premiere film festivals, it bodes well for the entire nation in terms of its
artistry and output.

While the formation of Kazakhcinema indicates a very promising new direction, the
establishment of the center is itself not a sudden new change. As Gulnara Abikeyeva noted, the
rise of commercial independent cinema in Kazakhstan is a considerably recent development
dating from 2015, with the first major independent, local blockbuster being released circa 2018.
There is also a rise in independent films produced per year which now eclipses the number of
films produced by Kazakhfilm in any given year (Interview with Gulnara Abikeyeva, 2021).

While less accessible, there is already an existing potential of overlap and cross-over appeal for
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the arthouse filmmaker via the independent industry. However, particularly when governments
and large governing and financial bodies are concerned, very seldom are proactive policies
enacted. Typically, executive and creative decisions are more reactionary and responsive only to
unexpected changes. To that end, film production is much like a government. And when it is the
government involved in the production of film, the pace is comparable. From a nation branding
and political legitimacy standpoint, for the Kazakhstani state this delayed response is not new.
Trying to course-correct against the narrative association following the release of Borat in 2004,
Schatz noted: “Moreover, whereas authorities initially believed that Baron Cohen’s version was
an affront to Kazakhstan, they now attempted to redescribe it as a satire about the American
public [...] but Kazakhstani authorities were slow to recognize the preemptive possibilities of
such a discursive moment” (Schatz, 2008, p. 59-60). However, it is important to note that
Hollywood, though not a government entity, also embodies the same monolithic and delayed
reaction. The pursuit of trends is very similar to pursuit of political legitimacy and crafting a
product of good reputation. And Farkhat Sharipov explicitly noted that sometimes trying to
identify the consumer interests via focus groups in Kazakhstan is not as effective, citing the
inconsistent quality from Hollywood as an example (Interview with Farkhat Sharipov, 2021). As
a result, there is a credible argument to be made that exporting films abroad to film festivals is
more reliable than trying to ascertain what the local audiences want.

Yet, in pursuing broader international appeal through nation branding, states that seek to
replicate success may only see limited results. “This is because originality intersects with a
desirable feature in nation branding—authenticity—especially when increasingly popular
transnational coproductions problematise the definition of the ‘original’ source of the motion

picture. Hendrykowski believes that it is better to assume the film will be a surprise rather than
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attempt to exert artificial control over its creative process” (Hess and Najbor, 2020, p. 10).
Therefore, the challenge especially when surveying the arts is how does one achieve similar
success. Katerina Suvorova’s first documentary Sea Tomorrow (2016) was selected in 2021 by
Netflix and is the first film from Kazakhstan to be featured on the streaming platform. Following
this news, she explained that many local producers and politicians consulted her seeking to learn
exactly how much money she spent producing Sea Tomorrow hoping to replicate a Netflix-
worthy film/documentary with minimal financial loss and risk. (Interview with Katerina
Suvorova, 2021). When venturing further into the territory of the art film or passion project,
affixing a set budget becomes decreasingly feasible.

An additional intersection between artistry, nation branding and political legitimacy lies
in the potentially conflicting approaches to a national film language and content. For the
interviewed filmmakers, one challenge which emerged across interviews was the desire to create
a distinctly-Kazakh cinematic language (in tandem with producing content in the Kazakh
language): in effect, how to create “Kazakhness” through arthouse cinema. Understandably, the
initial perception particularly from the Kazakh state was that the concept of Kazakhness in film
must be strictly sanitized and positive not only to console the popular conception of nationalism
and pride, but to maintain a positive reputation and national brand. Among the young generation
filmmakers, there is optimism that the wider audiences are starting to broaden their cinematic
palette to include arthouse, and experimental cinema.

It's like the Korean film Parasite (2019). You see they could find the middle between the

arthouse and ordinary film sections, but everyone could understand it. But here in

Kazakhstan we still can't find that merge between these two. [...] Same applies to not

only in Kazakhstan, but in Central Asia: Kyrgyzstan, Uzbekistan. They also have the

same problem. And I think we’re moving in this direction. We’re making more arthouse
films. We already have these comedies that don’t make sense. We’re trying to find that

balance. Not just making comedies. Making something legitimate. But the new
generation right now who are growing. I think they will find this merger. And they're
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trying. And maybe soon they will find how to do it properly. (Interview with Sharipa
Urazbayeva, 2021)

The concept of Britishness as argued by Christie accounts for the audience consuming the film
and the transmissibility of associative national signals via film. And for the Kazakhstani
filmmakers, the pursuit of this Kazakhness is borne from the filmmakers, not from the audiences.
“And the thing that we create on our own, in the future, it will be called ours. — So now what the
young directors make feels bizarre and not really Kazakh, but in the future, it will be Kazakh to
others” (Interview with Alisher Jadigerov, 2021). Alisher’s comment suggests an occupational
self-awareness that could be uniting these independent and auteur filmmakers. They invest in
these unpopular films now understanding that the only immediate gratification would come from
abroad, but that the delayed gratification or even social benefit internally would be a longer-term
investment which openly defies the immediacy, return-on-investment mindset most local
producers are governed by. The challenge is not only to capture an authentic Kazakhness in their
film, but to convert it into an audio-visual language which is understandable to foreign audiences
and domestic ones.
And also, we wanted to research, conduct a study: we want to create our own Kazakh
film language, a cinematic signature that is specific to our country, to our identity. That
was our goal. Our Partisan Movement. Something that, if anyone saw it, they'd instantly
recognize it as belonging to Kazakhstan. A cinematic, stylistic trademark for our country
and people through our cinematography. This is what we're trying to find and create. And
still we're searching. Looking for something new [...] For example, Tarantino and these
other auteur filmmakers. Why do we look up to them? Because they've created something
different, something absolutely unusual, something that deviated completely from the
mainstream at that time. Here in Kazakhstan, we don't have a very wide or robust film
industry, so its relatively easy to create something new, but still we're trying to create
something new not just in a local market, but also abroad [...] So, yes, I think its possible
[to make a film that is both mainstream and auteur]. As Adilkhan's producer, I'm trying to
reach this. Parasite is a nice example, but there are others too, like Tarantino's works.

Audiences and cinephiles love. (Interview with Serik Abishev, 2021)

Ultimately, this pursuit of the new cinematic language of Kazakhness is a long and ongoing
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process, but the people pursuing such content fully embrace that if they have in fact already
achieved this, it will not be appreciated or understood right away by the very audience they are
trying to reach.

Referring back to the 2019 Korean film Parasite, the 21* century ushered in an ongoing
wave of Korean expressionism in film which Kazakhstan’s arthouse filmmakers are starting to
recreate within their borders. And the contemporary integration of artistic expressions (even
those critical of Korean government and society) as not only a form of nation branding but also
of political legitimacy as approved by and in increasing cases even financed by the Korean
Ministry of Culture signals a compelling and promising model for the Kazakh case. As Lee
notes, however, the Korean film industry nation branding and legitimacy success-story may owe
its present successes on other factors that may not be as prominent in the Kazakh case. In
particular, the globally popular Korean Wave propelled by K-Pop music, and of substantial note:
the governmental departments in Korea established solely for nation branding working in
tandem with other ministries such as Foreign Affairs, and Culture, Sports, and Tourism actively
utilizing all national products as exportable and advancing the political-cultural image (Lee,
2021, Governmental efforts section para. 1-2). Otherwise, factors such as technological access,
language barriers, private-sector efforts, and economic incentives are equally present in both
states. “But you know, filmmaking isn't like cooking, there isn't an exact recipe. If you make a
film there isn't a guarantee that all audiences will love it. If you discuss the producers and
director of Parasite, Bong Joon-ho, he was making films before, and after too, and those films all
had different kinds of reception. If this particular film hadn't been released exactly when it was,
who knows? Maybe the outcome would have been entirely different. Maybe it might not have

reached this level of success” (Interview with Serik Abishev, 2021). However, it is unclear if the
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national effort to promote Parasite only emerged following it’s Best Picture win at the year’s
Academy Awards. Identifying the precise precondition is unclear. The recent success of
Parasite, and its representation as a popular and marketable product that, despite its criticism of
Korean society could offer longer-term benefits.

Considering the newness of Kazakhcinema, what is developing now is an alternative
method towards nation branding and legitimacy. A transition towards a Bordieuan legitimate
culture where national policies on cinema are made with consideration of the benefits of auteur.
The independent and auteur filmmakers interviewed still have a measured view of state
authority. However, the dichotomy ““auteur” and “official” is no longer diametrically opposed
and is instead a transitional hybrid is emerging where more official policies issued by the state
possess reconciliatory qualities regarding otherwise subversive film content (Coladonato and
Garofalo, 2018, p. 114). In the case of France, the persistence of the mid-20"™ century French
New Wave eventually yielded greater autonomy of the entire French film industry from the
French state. This in turn allowed foreign filmmakers such as Italian auteur Nanni Moretti to
contribute to the develop of French cinema decades later. Relating back to Kazakhstan, the role
of the Kazakhcinema center signals an equivalency to one of these preliminary policies. While
the aims of the center highly value the interests of the nation, the inclusion of auteurs not only
legitimizes those otherwise fringe filmmakers, but legitimizes the Kazakh state. And if
Kazakhstan follows this sequence as France did previously, the nation bears the potential of
hosting and prospering from the creative contributions of foreign/international auteurs whose

works resonate with a politically-supported growing audience of cinephiles.
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4.3 — Additional Comments
First, regarding film distribution, film literacy and education: the establishment of a
sustainable and robust domestic film distribution system also aids in the broadcasting a carefully
curated image of the nation that has region-wide benefits as well as international-level benefits.
As Fauve notes, nation branding and political legitimacy is a simultaneous process wherein the
local populace has an active role in propagating the narrative the state wants to project globally.
“The process of nation-state self-legitimation thus results from an on-going performative politics
(Heathershaw 2014) that is enacted both domestically and internationally by both elites and
citizens, all of whom are connected together via the economic flows and political networks [...]”
(Fauve, 2015, p. 121). In addition to the absence of a robust distribution system from the
Kazakhstani-side, there appears to be a lack of individuals who can represent Kazakhstan
internationally to push for distribution deals.
Basically, distribution of funds is so low, and it should be part of the one system of
production. The production was kind of good, but at the same time the distribution was
not at the same level that it was supposed to be. And it almost killed the industry.
However, since the film Titanic (1997), we started to increase the number of cinemas and
auditoriums where people can watch. It didn't even occur in the post-Soviet time, the
idea that people could make money this way because distribution was owned by the
government. That was the mindset. But what happened with Titanic and with [James]
Cameron was he wanted to represent his film in one city in Russia, because a Russian
fleet had helped with filming underwater and he realized that there wasn't enough
equipment to show the film. So, he brought this equipment to Russia, in one of these
cities. And that kicked off everything. And people realized they could make money on
distribution. That was the start for all post-Soviet countries to distribute. (Interview with
Farkhat Sharipov, 2021)
However, while entering into distribution could prove financially valuable, there are associative
challenges. Geopolitically, how much investment potential does Kazakhstan have when

surrounded by the Russian and Chinese film markets? Currently the Kazakhstani film industry

relies on the Russian market for distribution deals. To break through the Eurasian/Russian sphere
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is for the Kazakhstanis to independently pitch their films for distribution. Unless the
Kazakhstanis aggressively undertake this, most film markets will continue to associate them with
and only access their films through the Russian market. “[...] But I think that it's possible. In
some universities who are teaching business people. Teach not only producing films, but also
distribution. And then these students learn English and so on and so on” (Interview with Gulnara
Abikeyeva, 2021). From the artistic side, there is a historical precedent especially for arthouse
and independent filmmakers of losing their creative autonomy in order to secure distribution. In
Hollywood and the American film industry, the independent and art films are also made for the
art over the profit.

[...] the fact that production of independent films goes forward without pre-determined

distribution, underscores the independent producer's more personal relationship with the

project. While financial gain is certainly a relevant factor in spurring an independent
producer to proceed with a project, it cannot be the sole determinant. If it were, these
producers would not devote the time, energy, and money to creating films without first
being assured that the works will find distribution. Rather, these producers create films
for something more than financial return. Indeed, given the dire chances of achieving any
meaningful distribution and return on investment (of time, energy, and money), it is

striking how many independently produced films are made each year. (Kauffman, 1999,

p. 778)

Therefore, whether it is the limitations on creativity in production or distribution, the arthouse
filmmaker is going to face challenges to the vision and the need to defend style and content
decisions.

Gulnara is optimistic that local film professionals can be trained to be competitive
internationally to pursue Kazakhstani distribution deals. This links to the challenge of addressing
and proliferating local film education.

The film industry in Kazakhstan (both from the commercial, state establishment side, but

also the independent and auteur side) admits that their ability to compete is hindered by

both an inconsistency in the quality of their productions, but also by a lack of

international film industry language for Kazakhstani producers. To address this, better
education should be pursued and particularly upcoming Kazakhstani film producers



Song 61

should consider viewing film distribution beyond the Russian-language sphere, but
internationally. [...] So, yeah, that's one of our goals to achieve because the problem in
Kazakhstan is that the industry is very small, and there are very few number of top
professionals in Kazakhstan. So, we still need to work on educating filmmakers. We have
very few good actors, good camera people. The administrative level is still needing more
work. Yes, we have certain companies good at certain aspects. At this point we need in
general more professional training. The skills are not at the level where we can see a
boost in quality. And that's one of the goals of Kazakh Cinema: to grow more
professionals. We need more D.P.s [Directors of Photography], technicians. (Interview
with Baurzhan Shukenov, 2021)

In addition to seeking skilled distributors and more educated producers, there must be improved
film education across the board. The filmmaking process as a collaborative effort insists on
having a full staff, not just the more recognizable positions. For Katerina, as documentary
filmmaking in Kazakhstan is even more niche than arthouse, there is a substantial shortage of
staff.
I'd like to have more qualified professionals around me. [...] I can only choose from 5.
And sometimes they're busy, or not interested in the topic. And also, maybe sometimes I
want to work with a woman D.P. It's hard to find that right one that won't ruin your
project or vision with their own style. It's my first check. I just need to always test and
work with any D.P. I want to work with. I invite them first to make like a commercial and
to see if they're able to go deeper. And usually, they can't and I have to try again. [...]
Teaching. At least inspiring. I don't want to become a teacher, but I do as much as I can.
When someone invites me to talk, I say yes. I try to minimize it. Online is better, but
that's why I created the Telegram channel ‘DOCUstan’ I just need to advance people,
inspire people: ‘Yeah, that's great! Let's work! Yeah, that's super great! Let's work! Let's
see!’. (Interview with Katerina Suvorova, 2021)
While the Netflix news makes Katerina a more sought-after filmmaker, the lack of available or
qualified people to work with has placed the responsibility increasingly upon her to become an
educator in order to broaden interest in documentarian filmmaking for future generations.
As a result, there is a long-term incentive to continue to export independent and arthouse
films abroad first as it is at these festivals that more stable and wider-reaching distribution deals

can be secured. “Participation in such events increases the probability that a film will be noticed

by a distributor from another country who might offer distribution abroad in order to generate
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profits for themselves. In order to be able to independently select motion pictures that, according
to producers and film financing institutions, are worthy of a wider audience, the PISF [Polish
Film Institute] has been gradually increasing its budget for foreign distribution” (Hess & Najbor,
2020, p. 7). In the Kazakhstani case, the absence of a non-Russophone distribution system or a
system with more assured economic potential than an inter-Eurasian distribution system,
necessitate a more assertive push into the Western sphere. However, intertwined with the internal
perception of Western recognition being more lucrative as identified by the filmmakers, this
pivot is justifiable because it implies quality assurance and international-level recognized
standards.

Secondly, what happened to the Partisan Movement and what of the underground
movement in Kazakhstan? “Our generation, our idea is, at least when we started, was to make
films about social problems, capture real life — reality. And on these points we were fighting for.
At that time, Adilkhan and I, we were younger, we had tons of principles, we were hot blooded
but after a while with the years passing, we calmed down, we became more flexible. And we try
not to criticize as much as before. We still do a bit, but not like we used to.” (Interview with
Serik Abishev, 2021). The passage of time, and age are a logical explanation for not only why
the Partisan Movement has been difficult to maintain, however are they the only or best
explanation?

A prominent alternate explanation is financial. “I don’t know why, but he stopped. But
we always need finances to make and promote our films. Of course, we would like to let
government support us.” (Interview with Sharipa Urazbayeva, 2021). This is particularly the case

when studio or government money finally because accessible. It undeniably and fundamentally
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changes the relationship not only between the filmmaker as artist with the establishment, but also
challenges the veracity of the art.
And actually, about Adilkhan's Partisan movement community. I think it is exactly what
you asked about what happened. From independence going towards a more established
statement. Because guerilla cinema was exactly non-money cinema. And these
filmmakers thought they were doing something great. But after a few films, Adilkhan got
governmental money and then you just build a professional relationship. You can't invite
your friends and share the money. With this money it has to go into the higher quality:
pay more to hire that professional cinematographer from Russia because he's now
affordable. It's not about friendship. And as I know, it's not gossip, looking at it
anthropologically as you establish yourself the need to fight for your art ceases to exist.
But I know that some people who are part of this guerilla filmmaking society, they feel
annoyed because they see he's taken this role of going to international festivals saying
‘We here in Kazakhstan are making guerilla cinema, we're not supported by anyone.’
And then he returns to Kazakhstan and has money from Kazakhfilm. And people who are
younger or maybe are not as established feel hurt by this. Some of them just felt this
Partisan Movement doesn't exist anymore. (Interview with Katerina Suvorova, 2021)
Following the logic that more access to funds directly correlates to increased quality and
subsequently increases the quality of the art, the filmmaker would naturally be tested. An artist
can continue to struggle for the sake of the art, or receive patronage to continue to make art.
Alternatively, Gulnara Abikeyeva speculates “But then I think they understood it was
better to go alone. Emir Baigazin understood. He just makes his films, then sits somewhere very
calm and then going to festivals with news about his new film.” (Interview with Gulnara
Abikeyeva, 2021). Tolegen Baitukenov agrees, concluding that the requirements of such a
movement are just not tenable in the long-run. “But as the time shows, it didn't stay for long. It's
not really doable. But I think positively about this kind of movement, and if I am able to be
included and support I would. But history shows these things don't exist long. They're good for
the short-term for realizing an idea, but in the long run it doesn't seem doable.” (Interview with

Darkhan Tulegenov, 2021). While it is justifiable that the filmmakers would adopt a more

pessimistic interpretation where the injection of state money compromises the artistry and vision,
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however, the same argument can be made that the willingness of the state to fund these projects
could indicate their willingness to promote and acknowledge criticism which underscores a
broader transition towards a state that is more reputable and legitimate.
While the likelihood of a domestic film collective presently appears tenuous, there
appears to be potential for a region-wide cooperative.
I can tell you that I don't feel this collective emerging in Kazakhstan, but I feel it forming
in Central Asia. It's not much of my friends here, documentarians here in Kazakhstan, but
I know 1 or 2 in Tajikistan, 1 or 2 in Uzbekistan, 1 or 2 in Kyrgyzstan. And it makes me
quite strong. And now we want to set up a Central Asian Documentary Union, to be able
to support ourselves, to be able to invite tutors who are not here and don't understand to
whom they need to speak with in Tajikistan but definitely have audiences in all of Central
Asia. For me, it's the only answer. [...] That's why we're uniting. Because we all feel we
need those close comrades. People next to you. And we understood we had the same
questions, and we're already here near to each other. (Interview with Katerina Suvorova,
2021)
It is equally uncertain if such a union is more likely to succeed because it involves
documentarians as opposed to narrative filmmakers. Perhaps if this proposed union succeeds it
could also serve as the basis for independent narrative filmmakers to collaborate more closely
within the region as well. Regardless, with the promise of the Kazakhcinema center, an
existential need for an underground film collective is significantly diminished. While the original
movement’s origins hybridized artistic expression, freedom from government and establishment
demands with the ability to multi- and micro-task under immense financial restrictions the
potentiality of more opportunities for substantial funding as well as funding and support from the
government conclude that any revival or reincarnation of the Partisan Movement would only be
in pursuit of the technical and stylist challenges rather than borne from a strict necessity.
However, understandably perhaps for the rising generations the Partisan-experience may serve as

an artistic rite of passage, but like Yerzhanov et al even they understood that a career-spanning

commitment to the tenets of Partisan Movement would produce more losses that results
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especially when considering the need to generate some revenue in addition to cultivating a loyal
fanbase.

Lastly, the internet has been useful in changing the preferential landscape of audiences
and for providing various new opportunities for the local filmmakers to broaden their audience.
The internet is becoming a promising platform on its own for filmmakers to produce and
circulate their own content. “It's in general, it's evident that... what we have now? We have lots
of young filmmakers, 4 cinema schools, and many film production companies. I think that now,
at least, 80 studios are working in Kazakhstan because we mostly know about Almaty, Astana,
but also Shymkent, but a lot of studios are now, according to pandemic are moving to make TV
serials, but they are studios — real studios, and I think there will be more. I predict they will move
their product to the internet more” (Interview with Gulnara Abikeyeva, 2021). The internet via
web-series can pose not only an alternative to collaboration but also a new avenue for
filmmakers to gain employment.

The results suggest that many of the interviewees are aware of crowdfunding, and some
have considered it, but very few know if it is something that can be done in a meaningful,
consistent way in Kazakhstan. “They do a lot of crowdfunding campaigns [abroad], whereas in
Kazakhstan, the Kazakh filmmakers should understand that they should go outside of
Kazakhstan. Because in Kazakhstan you won't make much. Going outside of Kazakhstan will
broaden and open up that world. People should understand that idea now. We have a lot of work
to be done with the industry in general. But at this point, it’s only at the very beginning stage”
(Interview with Baurzhan Shukenov, 2021). Even considering the internet crowdfunding, for the

Kazakhstani film industry it leads back to the need to enter into the international film stage. For
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most interviewees, it appears unfeasible to fundraise from the local populace. If the funds can be
raised online, it would best be sought from abroad.

About crowdfunding, it is possible. The main thing is not where you're looking for
funding, it's about the topic. If it’s an interesting project and idea, it’s easier to find
investors and backers. Before I haven't done it myself. When I tried, at that time, I was
researching and trying to understand how it worked, but it wasn't doable. If you're in
Kazakhstan, one of the producers had to be located elsewhere, UK, Europe. Another
point, here in Kazakhstan, we tried to create a similar platform but it was not popular here
and not a lot of money could be raised. So, you're not as likely to find something here.
[...] first of all, it will not become popular in Kazakhstan. If we talk about China. They
have vChat, it’s an absolutely closed app unlike Facebook, WhatsApp. Closely monitored
by their government. Crowdfunding will not be popular if it’s closed from the world, but
Kazakhstan doesn’t have enough people. We could create something like that here, sure.
But it would be absolutely useless. Ours is a small country, with comparatively far less
people. [...] On global internet and Kickstarters, our platforms that we’re creating now
don’t have the goals because if you want to find things, raise money, and become famous
abroad, you can just share the link [to the campaign] and then make that connection
between Kazakhstan and abroad. (Interview with Serik Abishev, 2021)

As the current industry models exist now, the perception is that it is more feasible to adhere to
the festival-first model, and scavenge together funds privately from foreigner audience or
through grants given by international organizations and foundations than to turn to the local
populace for crowdfunding. Outside of Kazakhstan, international organizations also are
beginning to impose their own restrictions and limitations on what the film or documentary must
address.

And then also some of the comments I received from international foundations about
local topics not being interesting enough. When I heard this, I thought: ‘Oh my gosh, well
I don't want to play this international game anymore.’ I don't want to be buyable. I would
like to have many different directions. Where I can support different topics. It's okay. It's
common. Here you wouldn't support this topic, but maybe that topic. And then
internationally for independent filmmakers you always need to have several ideas in your
pocket when going to meet an international investor or producer, because it's never sure
that they'd support whatever you want, but maybe your different ideas would branch and
appeal to something particular in their organization. (Interview with Katerina Suvorova,
2021)
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Therefore, it is conceivable that there will become a rising necessity for these filmmakers to
attempt to solicit funding via the internet, where the likelihood of raising sufficient funds is less
stable but there is greater autonomy.

Most of the interviewees acknowledge crowdfunding in the abstract, with most not
having tried it. This does not mean that the method has not been tried before, or has not been
successful. In fact, there was a successful crowdfunding campaign conducted domestically. “So,
there's one case that's interesting, where one group of filmmakers were able to crowd-fund for
their film talking about the oppression. When our grandparents were killed during the famine.
They got money from the people of Kazakhstan. They got money to make a film [The Crying
Steppe] about this past [...] So I think that we'll get to that point [for other projects to get
crowdfunded]. It depends on the idea, and how appealing it is to the audience.” (Interview with
Berik Zhakhanov, 2021). The case of the film The Crying Steppe (2020), produced by Yernar
Malikov and directed by Marina Kunarova, was aided in the finance process by a successful
local crowdfunding campaign because the topic was societally relevant.

I cannot say about other filmmakers or other films. But in my case, for The Crying

Steppe, 1 raised a good amount of money through crowdfunding. It was a top-secret topic.

Every person, every family in this country knows about it, and were already so interested

init. [...] I asked the government for help, but didn't receive any funds. So that's why I

made the crowdfunding campaign. And about 10,000 people helped me with it, because

every person sees their personal family history in this story. I raised about 15 million
tenge this way. For Kazakhstan that's the biggest result ever, because it's a historical film.

It was harsh, but true. (Interview with Yernar Malikov, 2021)

The public had immense incentive to contribute to the fundraising efforts because practically
every Kazakh citizen could relate to the historical event as they were personally impacted.
However, beyond this exceptional circumstance, it is presently uncertain how viable this method

is when the topic is not as relatable. Therefore, especially for the auteur filmmakers, the most

consistent form of financial stability and support would come from the state. And therein, given
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the often-unflattering content, most starkly unearths the implications of an officialdom
patronizing a project which openly implicates their shortcomings. However, as the recent
developments (both independently and at least partially beholden to the state) by these
filmmakers have shown, in the longer-run any international recognition is better than no
recognition at all.

In closing, upon closer analysis of the interviews it becomes evident that the results
affirm that Kazakhstani filmmakers perceive a wide range of challenges and developments in
their collective artistry and industry. However, many of these comments do begin to consolidate
around the related concepts of film festivals as avenues of greater cultural capital (and by proxy
artistic achievement), and that these festival-level recognized films are being noticed by the
government that previously offered sparse support. This is in turn being addressed by more open
endorsement and indicates a thaw. The Kazakhstani state is at least openly beginning to view all
their films as opportunities for accolade which in turn could be (re)purposed as nation branding

and a cultural-led push towards internationally recognized legitimization.
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Conclusion

“If I were President [...], I would’ve just left the candies on the fucking table [...]”
— Alisher Jadigerov

Beginning with answering the research puzzle — What motivates these auteur and
independent filmmakers? What enables them to persist in producing their quality films despite
all indications domestically that suggest otherwise? What component does an increasing
international recognition have domestically? — The research suggests that the answer to these
questions is interlinked. First, these filmmakers are circumventing largely absent financial and
popular support from the people and state establishments, turning to foreign finance and
partnership, and favoring finding success first at international film festivals. Second, while
resorting to foreign funds bears its own challenges, it also provides a degree of autonomy from
state restrictions. However, the emergence of the state Kazakhcinema center signals a significant
new direction.

The research conducted herein concludes that, overall, the growth and development of the
Kazakhstani film industry is trending positively. However, during their interviews, filmmakers
Yernar Malikov, Marina Kunarova, Sharipa Urazbayeva, Alisher Jadigerov, Darkhan Tulegenov,
Berik Zhakhanov, and Katerina Suvorova all acknowledged the significant role of the
government in financing and the potential of supporting and promoting their projects. Yet they
all commented that while the establishment of entities such as Kazakhcinema indicate upward
development, there can always be more the government can do.

Expanding upon the results some implications and limitations emerge. Namely, the path
to success and motivation for these independent and auteur filmmakers has changed now that
there are more domestic sources of funding via Kazakhcinema. But otherwise, they continue

with the festival-first model of sending their films abroad because success there will improve
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their chances of success at-home. Based upon these initial findings, the case of Kazakhstan
provides an interesting study towards the role of international organization and foundations in
global cosmopolitanism as they provide funding to filmmakers on increasingly specific terms.
And the establishment of the Kazakhcinema center has interesting implications on how
Kazakhstani auteur cinema can contribute to state development. Practically speaking, the new
changes in the film industry from the government are still early enough in development that it is
too early to form any concrete conclusions.

Based on the conclusions and explorations undertaken above, there emerges a few
avenues for future research and scholarship to expand upon further. For starters, simply
compiling a more concise, exhaustive list and analysis of the specific independent film studios
and companies that operate in Kazakhstan: the number, their location and degree of audience
engagement merits its own study. This would also be expanded upon to include provincial, local
studios that cater to and operate out of specific areas such as Almaty-based, Shymkent-based,
Nur-Sultan-based production companies, etc. “And if you want to find information, how many
independent film studios there exist in Kazakhstan, I think you will not find the information
because there is no place or organization or site or structure or something else who really count
all these independent studios, filmmakers” (Interview with Gulnara Abikeyeva, 2021). While the
initial aim of this research was to explore the contemporary condition of the Kazakhstani film
industry, especially as it pertains to independent and arthouse film, the cultivation of such a
specific, quantifiable resource had not emerged.

Another prominent node of research is the continued observation on the gender-based
dynamics of the Kazakhstani film industry. On this point, there is a pre-existing basis to

investigate this issue further. In a positive light, the 2019 blurb by The Hollywood Reporter
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noted: “There were increasing numbers of women coming into the film industry, not only as
crew but directors, too, [Anna Katchko] said, citing as an example Sharipa Urazbayeva’s film
Mariam about a woman who explores her femininity after her husband disappears” (Holdsworth,
2019). However, two of the three female independent filmmakers that were interviewed for this
research — Sharipa Urazbayeva and Marina Kunarova — both acknowledged what they perceived
as an ongoing industry-wide and professional asymmetry happening on the basis of gender.
Tracing the progress to rectify this issue, as well as identifying the underlying causes of this
phenomena, and any additional developments made hereafter to address the issue merit further
study.

An added node of exploration for future research would be the development of Kazakh
language films. Baurzhan Shukenov and Serik Abishev both touched briefly upon this as matters
of not just personal concern but nationalism. Complementing this is also the regional hierarchies
of film industry, distribution, and interaction. This includes re-assessing the level of influence the
Russian film market has on the Kazakhstani film market, and exploring the bi-lateral (or
potentially unilateral) business component but also the political implications of this relationship.
This research has illustrated developments in Kazakhstan, even in a general sense, are happening
continually. Even monitoring the film industry of the country must happen not just periodically,
but rather frequently as annually there emerges new and largely unexpected changes. Given the
conclusions outlined above, future scholarship can consider conducting mass audience surveys in
Kazakhstan to confirm from the public side if this changing dynamic (the reputation abroad) is
influencing local attitudes or does it risk becoming another tool of nation branding utilized by the

government contrary to the interests of the majority?
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Additional recurring comment across multiple interviews was the various views towards
Kazakhstani commercial comedy films. For the independent and arthouse filmmakers, the
comedy represents the pinnacle of mainstream and commercial filmmaking. While several of
these successful comedies are produced by independent companies, the interviewed filmmakers
had various views of the comedies and their social utility. At its worst, the interviewees suggest
that the commercial comedy stands in diametric opposition to what the arthouse film seeks to
achieve. Therefore, future research could more closely analyze the social impact the comedy
films have on Kazakhstani society per the concept of the culture industry as conceived by
Theodor Adorno and Max Horkheimer.

While some of the interviewed filmmakers have growingly mixed opinion about the
socio-cultural implications of this festival-first model and the supposed dependence on the
institutional cultural capital of the festival, these filmmakers are incentivized to stick to this
model both out of lack of better alternatives but also because they are noticing with time that
foreign prestige is increasing domestic interest; it is a prerequisite for the local audience’s
interest. Therefore, on the part of the filmmaker, this festival-first mentality is yielding a cultural
legitimacy vis-a-vis a negative/realism-based nation branding. In fact, more commercial and
even government-backed films are beginning to pursue this model as well. And this festival-first
model is not indigenous to the Kazakhstani context. The art versus profit dilemma and the ebb
and flow of international-level recognition as form of nation branding and political legitimacy is
universal in all arts in all countries’ film industries. More time is needed to observe which
direction the inter-relationship between government, audience, and independent and arthouse
Kazakhstani cinema will take. The decision of the Kazakh government to at least partially fund

filmmakers and film works that possess anti-government rhetoric indicates an acknowledgment
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towards greater liberalization of ideas and narratives. This development is particularly potent
when it is understood that the majority of the receiving audience are foreigners. Thus far, the

results have been very promising.
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Outcome: Amendments Approved

Reviewer Comments



Song 84

Appendix C: Interview Questions (English + Russian)

ENG:
Questions and topics for interviewees for research project “Exploring the Dynamics
Between Cinema, Audiences, and the Future of the Industry: Contemporary

Kazakhstani Independent Arthouse Cinema from the Perspectives of the Filmmakers”
Eric Song 2459947

Influences (domestic, foreign, historic, contemporary)
1) Do you consider who will watch your films when making them? (Does considering the
audience influence your decisions?)

a. Have you noticed any recent changes in the preferences of movie audiences (what is
causing these changes)? Do you find that over time, the films you make are reflecting
those newer preferences?

b. What are the different groups of viewers that exist within Kazakhstan?

Independent Kazakhstani cinema and its place in modern Kazakhstan
2) How would you characterize the relationship between independent auteur filmmakers and the
rest of Kazakhstan (government, establishment, and public)?

a. Do you think this relationship is changing? How so?

Independent Kazakhstani cinema and its place outside modern Kazakhstan

3) How has the international film landscape changed for you professionally?
a. In your opinion, is it now easier to produce films for a global audience than a
local one? Why or why not?

Exploring the Future

4) As the Kazakh state (1), Kazakhfilm (2) also begins to produce character-driven, more
intimate (maybe even socially critical) dramatic films that are also beginning to earn global
praise, do you feel your work and the states are beginning to converge?

a. What do you think of the idea that, with time, even the new generation of
independent or counter-culture arthouse filmmakers will eventually join the state
establishment?

b. Filmmakers such as Yerzhanov have suggested that the successful first New Wave
filmmakers have since become conservative filmmakers for the state. Are there
fears that the next generation (the New New Wave) will also become members of
the establishment?

5) Support systems: In your opinion, would an independent film collective (or independently
financed film school) be a suitable pursuit in Kazakhstan? [A collection of independent
filmmakers pooling their resources to create a separate network of support and production]

6) Promotion and education for future generations: And do you think the independent film
movement is doing enough to encourage and recruit young filmmakers? What more can be
done?

7) Alternative funding: What are your thoughts on internet-based crowdfunding

options? Kickstarter, Indiegogo, etc.? How viable is its use in Kazakhstan?
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8) Where do you predict the industry of independent cinema in Kazakhstan will be in 5, 10, 15
years?

Challenges:
9) What are the biggest challenges facing independent cinema in Kazakhstan?
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PYC:

Borpocs!l 1 TeMBI 1711 UHTEPBBIOMPYEMBIX B paMKaX MCCIIE0BATEIBCKOIO IIPOCKTA
“HN3yuyeHne TUHAMHUKH MEKIY HerocyJapCcTBeHHbIM KHUHeMaTorpadom, ayaiuropuei u
Oyaymum UHaycTpun: cOBpeMeHHOe Ka3aXCTAHCKOe He3aBHCHMOe APTXayCHOe KHHO

rjiazaMmm KuHemartorpagucron”
Opuk Conr 2459947

Bimnsinue (oTeuecTBeHHOE, 3apy0eKHOe, HCTOPHUYECKOe, COBPEeMEeHHOe)
1) Bel yuutsiBaere, KTo OyAeT CMOTPETh Baly pUIbMBI IpU UX cozganuu? (Bnuser au
BHUMAaHUE ayJUTOPUH Ha BallH pelIeHNs?)
a. 3aMETWJIN JIM Bbl KaKUe-JIM0O HeJlaBHUE U3MEHEHHsI B IPEIOYTEHUSIX
KMHOAYAUTOPHUH (4TO BBI3BIBAET 3TU M3MeHEHNUs1)? CunTaere Jid Bbl, UTO CO
BPEMEHEM CHUMaeMble BaMU (PUIIbMBI OyIyT OTpaXkaTh STH HOBBIE
MPEAOYTEHNS?
b. Kakue pasnuunsle rpynsl 3puteneil cymecTtytoT B Kazaxcrane?

He3aBucumMoe ka3axcTaHCKoOe KHHO M €ro MecTo B coBpeMeHHoM Ka3zaxcrane

2) Kak ObI Bbl oxapakTepr30Bany OTHOLICHUS MEX]Ty HE3aBUCUMBIMU PEKUCCEPAMHU
aBTOpaMU M OCTaJIbHOM yacThio Ka3axcraHa (mpaBUTEbCTBOM M 00111€CTBEHHOCTHI0)? a. Kak
BbI IyMaeTe, MEHSIOTCS JIM 3TU OoTHOoweHus? Kak?

He3aBucumoe ka3axcTaHCKOe KMHO U €ro MecTO 32 NpeaeiaMi COBPEMEHHOI0
Kaszaxcrana
3) Kak u3meHuscss MexIyHapOaHbIN KuHemMaTorpaduueckuit “nanamadrt” 1is Bac B
npodecCHOHAIEHOM TIIaHe?
a. Ha Bam B3rnsn, ceifuac serde CHUMaTh (PUIBMBI 17151 MUPOBOM ay IUTOPHH, YEM IS
MecTHOW? [ToueMy unu nouemy Het?

HN3y4yenue Oyayuero
4) IMockonbky (1) kazaxckuit rocynapcTBeHHbIH, (2) “KazaxdunbM” Takxke HaunHAET
WHBECTHPOBATH B 00JIc€ HHTUMHBIC (BO3MOYKHO, JTa)K€ COIIMAIIBHO 3HAYUMBIC)
IpaMaTtudeckue PUIbMbI, KOTOPhIE TAK)KE€ HAUMHAIOT MOJTy4aTh BCEMUPHYIO [TOXBAIY,
YyBCTBYETE JIM BBI, UTO Baiia paboTa u paboTa rocy1apcTBa HAYNHAIOT COTMKATHCS?
a. Uro BeI qymaere 00 ujee 0 TOM, 4TO CO BpeMEHEM Jake HOBOE
MIOKOJICHUE HE3aBUCUMBIX HIIM KOHTPKYJIBTYPHBIX KHHEMATOTpa(UCTOB apTXayca
B KOHEYHOM UTOT€ MMPUCOCTUHUTCS K TOCYJAPCTBEHHOMY BBEJICHUIO B
Yupexnenus?
b. Takue pexuccepsl, kKak Ep>kaHoB, MPEAMONI0KIIN, UTO MEPBbIE YCICIIHbIE
kuHemaTtorpaductsl “HoBo BOJIHBEI” € T€X MOP CTaIu KOHCEPBATUBHBIMU
pexxuccepamu s rocyaapeTBa. ECTh U onaceHus, 4To CeayIomiee MOKOJICHNE
(“HoBoit HoBoli BOJTHBIY) TaK)Ke CTAHET WICHAMH 3TOTO YUPEKIACHUS?
5) CucTemMBbl MONACPIKKH: TI0 BallleMy MHEHHIO, ObLT ObI JIN He3aBUCHUMBIT
KHHEeMAaTorpaduIecKuil KOJUIEKTHB (MU He3aBUCUMO (pHHAHCHpYyeMasi KHHOIIIKOJIA)
noaxoasammm 3anatueM B Kazaxcrane? [ Komnekuus He3aBUCUMBIX KHHEMATOTpa(uCTOB,
O00BETMHSIOIIUX CBOU PECYPCHI IJISl CO3/IaHUS OT/IEIHHON CETH MOICPKKH U MTPOU3BOJICTBA |
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6) [IpoaBmwxenue U oOpazoBaHue JuIs OYIYIINUX MOKOJICHUN: U KaK BBl JyMaeTe, TBUKECHHE 3a
HE3aBUCHUMOC KMHO ACJIaCT JO0CTATOYHO, 4TOOBI MOOIIPATH U NPUBJICKATh MOJIOABIX
pexuccepo? Uto erie MOXKHO clienarb?

7) AnpTepHaTuBHOE (PUHAHCHPOBAHUE: YTO BbI JyMaeTe O BApHAHTaX MOKEPTBOBAHUS B
Nurtepuere? Kickstarter, Indiegogo u 1. 1.? (caiiTbl ans nmoxeprBoBaHus). Hackonbko
1enecooOpa3Ho ero ucrnonb3oBanue B Kazaxcrane?

8) Kak BbI mporno3upyere, kakoit OyaeT HHAYCTpHUs He3aBUCUMOTO KiHO B Kazaxcrane
yepes 5, 10, 15 net?

IIpoGaembl
9)KakoBbI camble OOJIBIIIHAE TTPOOJIEMBI, ¢ KOTOPBIMU CTAJIKMBACTCSI HE3aBUCUMOE KHHO B
Kazaxcrane?



Song 88

Appendix D: Interview Questions for Critics (Eng + Rus)

ENG:
Preliminary Questions and topics for interviewees for research project “Exploring
the Dynamics Between Cinema, Audiences, and the Future of the Industry:

Contemporary Kazakhstani Independent Arthouse Cinema from the Perspectives of
the Filmmakers” Eric Song 2459947

Influences (domestic, foreign, historic, contemporary)

1) Based on your observations and conversations, do you think Kazakh filmmakers
consider who will watch their films when they make them? (Does considering the audience
influence their decisions?) Should they?

a. Have you noticed any recent changes in the preferences of movie audiences (what is
causing these changes)? Do you find that recently, the independent films being made are
reflecting those newer preferences?

b. What are the different groups of viewers that exist within Kazakhstan?
Independent Kazakhstani cinema and its place in modern Kazakhstan 2) How would you
characterize the relationship between independent auteur filmmakers and the rest of Kazakhstan
(government, establishment, and public)?

a. Do you think this relationship is changing? How so?

Independent Kazakhstani cinema and its place outside modern Kazakhstan 3) How
has the international film landscape changed in recent years and what impacts does it have
on the independent film industry in Kazakhstan?

a. In your opinion, is it now easier to produce films for a global audience than
a local one? Why or why not?

4) Have you noticed local filmmakers are now thinking more about circulating their

films outside of Kazakhstan?

Exploring the Future

5) As the Kazakh state (1), Kazakhfilm (2) also begins to produce character-driven, more
intimate (maybe even socially critical) dramatic films that are also beginning to earn global
praise, do you think that independent arthouse film work and the states are beginning to
converge?

a. What do you think of the idea that, with time, even the new generation of independent
or counter-culture arthouse filmmakers will eventually join the state establishment?

b. Filmmakers such as Yerzhanov have suggested that the successful first New Wave
filmmakers have since become conservative filmmakers for the state. Are there fears
that the next generation (the New New Wave) will also become members of the
establishment?

6) Given the complex relationship between independent auteurs, Kazakh viewing public and the
state, should future Kazakhstani independent filmmakers increase their consideration of foreign
viewers, cultures, when producing their films?
a. When there are difficulties of access, and in turn challenges of sustaining public
interest in socially critical art films, how can young Kazakhs and
future generations of filmmakers be reached and encouraged to pursue
independent arthouse cinema (either with state support or without)?
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7) Support systems: In your opinion, would an independent film collective (or independently
financed film school) be a suitable pursuit in Kazakhstan? [A collection of independent
filmmakers pooling their resources to create a separate network of support and production]
8) Promotion and education for future generations: And do you think the independent
film movement is doing enough to encourage and recruit young filmmakers? What more can be
done?
9) Alternative funding: What are your thoughts on internet-based crowdfunding options?
Kickstarter, Indiegogo, etc.? How viable is its use in Kazakhstan? 10) Where do you predict
the industry of independent cinema in Kazakhstan will be in 5, 10, 15 years?
Challenges:

11) What are the biggest challenges facing independent cinema in Kazakhstan?
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PVYC:

IIpenBapuTesbHBIE BOIIPOCHI M TEMBI JIJI1 HHTEPBBIOUPYEMBIX B paMKax
UCCIIEI0BATENbCKOroO IpoekTa: “M3ydyeHne TMHAMMKH MKy HeroCyAapCTBEeHHbIM
KHHeMaTorpagom, aynuropueii u Oyaymum UHaycTpuu: coBpeMeHHOe Ka3aXCTaHCKoe

He3aBHCHMOE aPTXayCHOe KMHO I1a3aMi KHHeMaTorpagucros”
Opuk Conr 2459947

Biausinue (oTeyecTBeHHOE, 3apy0ekHOE, HCTOPUYECKOEe, cOBpeMeHHoe) 1) Brr mymaere,
KHHEMAaTOTrpaduCThl yUUTHIBAIOT KTO OYJET CMOTPETh UX (PUIBMBI IPU UX CO31aHUN?
(Bnusier 1 BHUMaHKE ayIUTOPUHN HA BAIlllU peleHus?)

a. 3aMeTHIIM JI1 BBl Kakue-T100 HeJaBHUE U3MEHEHUS B

MPEANOYTEHUAX KUHOAYAUTOPUH (UTO BBI3BIBAET 3TU U3MEHEHNS)?

CuuTaere J1 BBl UYTO CO BpEMEHEM CHUMaeMble UX (GUIbMBI OYAYT OTpakaTh

3TH

HOBBIE

npeAnoYTeHus?

b. Kakue paznuunsie rpynmsl 3puteneit cymiectBytoT B Kazaxcrane?
He3aBucumoe ka3axcTaHckoe KHHO M er0 MecTO B coBpeMeHHOM Ka3axcrane 2)
Kak Ob1 Brl 0xapakTepr3oBaiv OTHOIICHUS MEXIY HE3aBUCUMBIMU
pexxuccepaMu aBTOpaMH U OCTalbHOM yacThio KazaxcTana (IpaBUTEIBCTBOM U
o0mecTBeHHOCTHI0)? a. Kak BBl AyMaeTe, MEHSIOTCS U 3TU oTHOIIeHu:a? Kak?
He3aBucumoe ka3axcTaHcKkoe KHHO M er0 MeCTO 3a NpeaeIaMu
coBpemenHoro Kazaxcrana
3) Kak u3meHmsics MexayHapoIHbIi KuHeMarorpadudeckuii “manamadt’? a. Ha Bamr
B3TJISi/, cefvac jJerdye CHUMatTh (GPUIbMBI JJI1 MUPOBOHM ayUTOPHH, YeM JIJIsI MECTHOI?
[Touemy wiu nouemy Het?

4) Bel 3aMeTHIIM, YTO MECTHBIC KHHEMATOTPA(UCTHI TETIEPh OOJIBIIIE TyMaIOT
0 pacmpocTpaHEeHUH cBOUX (QUIEMOB 3a mpenenamu Kazaxcrana?

HN3yyenue Oyayuero

5) Iockomnbky (1) kazaxckuii rocygapcTBeHHbIi, (2) “Kazaxduinbpm’ Takke HaUMHACT

WHBECTHPOBATH B 00JIc€ HHTUMHBIC (BO3MOYKHO, JTa)K€ COIIMAIIBHO 3HAYUMBIC)

IpamMaTuyeckue (GUIbMbI, KOTOPbIE TaKXKe HAUMHAIOT MOJIy4aTh BCEMUPHYIO TIOXBay,

YyBCTBYETE JIM Bbl, YTO HE3aBUCHUMas apTXaycHas paboTa u paboTa rocyJapcTsa HaUMHAIOT

commxarbes?
a. Uro BeI 1ymaere 00 ujee o TOM, UTO CO BPEMEHEM Jake HOBOE
MOKOJICHHE HE3aBUCHUMBIX MM KOHTPKYJIBTYPHBIX KHHEMATOrpa(uCTOB
apTxayca B KOHEYHOM UTOT€ MPUCOETUHUTCS K TOCYJapCTBEHHOMY BBEJICHUIO
B yUpeKJeHus?

b. Takue pexxuccepsl, Kak Ep>kaHOB, PEANON0KIIN, YTO NEPBBIEC YCIEIIHbIE
kuHemarorpaductsl “HoBoil BOIHBI” ¢ T€X MOP CTall KOHCEPBATUBHBIMHU
pexuccepamu A rocyaapetsa. EcTb u onaceHus, 4To cieayomiee MoKoJIeHne
(“HoBoit HoBoi1 BOIHBI») TaKkKe CTAHET WIEHAMHU 3TOTO YUPEKACHU?

6) YuuThIBas CJI0’KHbIE OTHOILIEHUS MEXKy HE3aBUCUMBIMU aBTOPAaMU, Ka3aXCTaHCKON
3pUTEIBCKON OOIIECTBEHHOCTHIO U TOCYIapCTBOM, JIOJDKHBI JIM Oyayiue
Ka3aXCTaHCKHE HE3aBUCHMble KHHEMATOTrpaduCThl yAEATh O0bllle BHUMAHUS
MHOCTPAHHBIM 3PUTENISAM U KYJIbTYpaM IPU CO3JaHUU CBOUX (PUIBMOB?
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a. Korna ecte TpyTHOCTH ¢ JJOCTYIIOM U, B CBOIO O4€pe/ib, IPOOIIEMBI C
noJIepskaHueM OOIIECTBEHHOTO HHTEpEca K COIUATbHO-KPUTUIECKIM
XYZ0KECTBEHHBIM (pUIIbMaM, KaK MO>KHO ITPHUBJICYb U MOOYAUTH MOJOIBIX
Ka3axCTaHIEB U Oy/ylee MOKOJICHNE KHHEMaTOrpaduCTOB 3aHUMAThCS
HE3aBUCHMBIM apTXayCHbIM KHHEMaTorpadom (¢ rocyapcTBEHHOM
MOIJICPKKOM Witn 0e3)?
7) CucteMbl NOJEPXKKH: [0 BallleMy MHEHUIO, ObL1 ObI JIM HE3aBUCHMBIii
KAHEMATOTpaQrIeCKUil KOJUIEKTUB (MJIH HE3aBUCUMO (PMHAHCHUpPYEeMasi KHHOIIIKOJIA)
noaxoaauum 3anatueM B Kazaxcrane? [Komnekius He3aBUCUMBIX KHHEMATOIpaUCTOB,
00BEAMHSIOIINX CBOU PECYPCHI AJISl CO3/1aHUS OT/IEIBHON CETH MOAJIEPKKH U
MIPOU3BOJCTBA |
8) IlpoaBmxeHre U 0Opa3oBaHue /Ui OYIYIIMX MOKOJIEHUN: U KaK Bbl 1yMaeTe, JBUKECHHE
3a HE3aBUCHMOE KMHO JIeJIaeT IOCTaTOYHO, YTOOBI MOOLIPATH U MPUBIEKATh MOJIOJIBIX
pexuccepon? Uto erre MOXHO caienarh?
9) AnbTepHaTHBHOE (PMHAHCHUPOBAHUE: YTO BbI TyMaeTe O BapHaHTaX MOKEPTBOBAHUS B
Wutepnere? Kickstarter, Indiegogo u T. 1.? (caifTsl 1y noxxepTBoBanust). Hackoibko
1esiecoobpasHo ero ucnoiab3zoBanue B Kazaxcrane?
10) Kak BoI nporaosupyere, kakoil OyeT HHAyCTpUs He3aBUCUMOro KMHO B KazaxcTtane
yepes 5, 10, 15 net?
IIpobaembl
11)KaxoBbI camble 60bIINE TPOOIEMBI, C KOTOPBIMH CTAJIKMBAETCS] HE3aBUCUMOE KHHO B
Kazaxcrane?
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Appendix E: Plain Language Statement

M Universit
of Glasgovz

College of Social
Sciences

Participant Information Sheet

Study Title:

Exploring the Dynamics Between Non-State Cinema, Audiences, and the Future of the Industry:
Contemporary Kazakhstani Independent Arthouse Cinema from the Perspectives of the
Filmmakers

Researcher:

Eric Ilsoo Song, 2459947S@student.gla.ac.uk
Supervisors:

Professor Nygmet Ibadildin (nygmet@kimep.kz)
Professor Heiko Pdidbo (heiko.paabo@ut.ee)

Degree:
International MA Central and East European, Russian, and Eurasian Studies (IMCEERES)

Invitation:

You are being invited to take part in a research study. Before you decide it is important for you
to understand why the research is being done and what it will involve. Please take time to read
the following information carefully and discuss it with others if you wish. Ask us if there is
anything that is not clear or if you would like more information. Take time to decide whether or
not you wish to take part.

Thank you for reading this.

What is the purpose of the study?

The purpose of the study is to examine the developing independent film industry in Kazakhstan.
In particular, non-state sponsored filmmakers whose works critically portray and comment on
Kazakh life and culture, and are not produced for a mass audience. The study seeks to offer
insight from the perspective of the filmmakers into how this specific, niche industry has
developed in recent years, offer some views on which direction it might follow in the future,


mailto:2459947S@student.gla.ac.uk
mailto:nygmet@kimep.kz
mailto:heiko.paabo@ut.ee
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what efforts are being/can be done to support and reinforce independent creative filmmaking in
Kazakhstan, and lastly to discuss the relationship these independent arthouse films have with the
people of Kazakhstan and foreign audiences. In acquiring the current viewpoints of industry
insiders, I intend to offer a portrait of a particular, emerging sector of a medium within
Kazakhstani and Central Asian film studies.

Why have I been chosen?

You have been chosen to partake in this research study because of your career making films with
minimal to no financial and promotional assistance from the government of Kazakhstan, and
which pertain to commenting and documenting social problems in Kazakhstan through the
medium of narrative drama in film. For these reasons I believe your experiences will greatly
contribute to the study I am conducting.

Do I have to take part?

Your involvement in this research is completely voluntary. You do not have to take part if you
do not want to, and you will not be pressured to participate if you do not wish to. If you do
choose to take part, you can change your mind at any time and stop. You can make this decision
for any reason you wish, and are not required to present your reasons to me. During the
interview, you do not have to answer any interview questions that you do not want to. If you
decide after your interview that you no longer want to be part of the project, you can say so and
all records of your interview will be destroyed.

What will happen to me if I take part?

I am inviting you to participate in a standard interview. The primary interview would be
approximately one hour in length, and would cover the majority of all the important information.
As a participant during the interview, you will simply be asked questions. You are welcome to
answer or decline to answer.

The interviews will be recorded, either in audio recording in-person or audio-visual recording
conducted over video conference medium such as Skype or Zoom.

As I am a native English speaker not fluent in the Russian language, I would prefer to conduct
the interview in English. However, you have the option to choose to conduct the interview in
Russian. If you would like to be interviewed in Russian, I will be consulting a translator who will
be sitting-in during the entire interview.

I know you are very busy, so I would like to avoid conducting multiple full-length interviews.
However, upon conducting a first round of interviews with all intended participants, I may
contact you again for some clarification or your thoughts on a point that emerged across multiple
interviews.

If you decide to be interviewed in person, we will both take steps to keep safe from COVID-
19: we will wear masks (I can provide one for you); we will stay 2m apart at all times; we will
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meet outside if possible; if we meet indoors, the room will be well ventilated and I will clean the
surfaces before and after the interview; I will ask you to avoid public transport where possible.

If you are at increased risk of harm from COVID-19, we will carry out the interview on Zoom
instead. The Ministry of Health has published information on who is at increased risk of harm,
and you can read this information by clicking here. If you are over 60 or have any of the
conditions described in the Ministry’s information, we will carry out the interview on Zoom and
not in person.

If you have any symptoms of COVID-19 we will postpone the interview or use Zoom instead.
At the interview, we will use the Ashyq app in test mode to check the risk of transmission of
COVID. Using the test QR code with the app doesn’t record that you were with me. You can
find information about how to protect yourself and others from COVID, how to get tested and
what to do if you feel unwell at www.coronavirus2020.kz

Will my taking part in this study be kept confidential?

As all participants are well-known public figures with an established body of work in the public
sphere, it is my intention to name participants in the research and attribute quotes to them.
However, if you prefer, I can remove your name from some or all of the thoughts and quotes that
you give.

If you at any time before, during, or after the interview process request that I remove or censor
certain details given during the interview, I will comply by removing it from the transcript and
recording, and it will not be included in the final dissertation. Also, if at any time you decide to
be anonymized, you can inform me and I will respect your request. You will be identified by an
ID number (ex: Participant no. 1, 2, etc.) and any information about you will have your personal
details removed so that you cannot be recognised from it.

However, there are limitations to the promise of confidentiality. Some details like locations or
specific important details pertaining to occupation may make it possible to identify you.

Should you request confidentiality, please note that all assurances will be strictly adhered to
unless evidence of wrongdoing or potential harm is uncovered. In such cases the University may
be obliged to contact relevant statutory bodies/agencies.

What will happen to the results of the research study?

At this time, the study will be used as the foundation for my master’s dissertation. However, I
also intend to use this research in external academic publications (journal articles, research
papers, conference presentations, etc.). I will ask your consent — not just to participate in an
interview, but also to include information from your interview in publications. You can decline
to have information from your interview included in external publications. You can also request
to be unnamed in these external publications, but allow information from your interview to be
included in these external publications.

All identifying data collected during this research will be destroyed at the end of the project.
This is expected to be in January 2022. You can contact me to ask for a copy of the final
dissertation.


https://online.zakon.kz/Document/?doc_id=42098825
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As this research examines your career and works, you will be identified in the research unless
you explicitly instruct otherwise. The entirety of the interview transcripts will not be included in
the final dissertation, only select relevant portions will be cited for context or supporting
argumentation. I will personally carry-out the analysis of the text of the interviews and provide
that data.

Who is organising and funding the research?

This research is not sponsored or funded externally by any other organizations or individuals.
This project is completely self-funded and self-organized with additional guidance and assistance
from my supervisors and the University.

Who has reviewed the study?

This project has been reviewed by the School of Social and Political Sciences Ethics Forum at
the University of Glasgow.

Contact for Further Information

If you have any questions, if there is something you do not understand or if you need more
information, please do not hesitate to contact me, Mr. Eric Ilsoo Song, at the email address
above. You can also contact my academic supervisors, Professors Nygmet Ibadildin (residing in
Kazakhstan) and Heiko Paabo (residing in Estonia) at the email addresses provided above.

If you have any concerns regarding the conduct of the research project you can contact the
School of Social and Political Sciences Ethics Officer at socpol-pgt-ethicsglasgow.ac.uk
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University

of Glasgow

College of Social

Sciences
NudopmanuonHblii JIuct YuyacTHHKA

HassaHue ncciaegoBaHus:

W3yuenne NMHAMHUKH MEXIY HEroCyIapCTBEHHBIM KHMHEMaTorpadom, aylIuTopHeld U OyIylum
WHAYCTPUHM: COBPEMEHHOE Ka3axXCTaHCKOE HE3aBHCHMOE apTXayCHOE KHHO TJa3aMH
KHHEMaTorpagucToB

UccnenoBarein:

Opuk Uncy Conr, 2459947S@student.gla.ac.uk

Cymnepgaiizep:

[Tpodeccop Herrmer Mbamunpaun (nygmet@kimep.kz)

ITpodeccop Xeiiko [Taabo (heiko.paabo@ut.ee)

CreneHsb:

MexnyHapoasbeii maructp ucciuenoBanuid lLlentpanbHoit u Bocrtounoi Espombl, Poccun u
EBpazuu (IMCEERES)

Ilpuraamenue:

Bam npeajaracTcsa NpuHATbL y4aCTUC B HAYYHOM HUCCIICAOBAHUU. Hpexcz(e YCM IIPUHATH PCUICHUC,
BaM BAXXHO MOHATH, 3a4CM MMPOBOAUTCA UCCICIOBAHUC U UYTO OHO GYI[GT BKJIIOUATh B ceOsl.

[ToxamyiicTa BHUMATEIbHO IPOYUTANTE CIEAYIONTYI0 HHPOPMALUIO U 00CyIUTE €€ C OPYTHMH,
€CJIM XOTHTC. CHpOCI/ITG MCHA, C€CJIM YTO-TO HCIIOHATHO WK CCJIM Bbl XOTHTC IIOJYYUTH
JOTIOJTHATEbHYI0 HHpOopMaIuio. He ToponuTech ¢ OTBETOM, U MOAYMANTE XOTUTE JIM BbI IPUHSATH
ydacTue.

Cnacu00 3a UTeHHEe 3TOTO.

KakoBa 1nejap ucciae1oBanus?

Lenb uccnenoBaHus - U3YYUTh Pa3BUBAIOIIYIOCS HE3aBUCUMYIO KMHOMHAYCTpUio B Kazaxcrane.
B wactHoCTH, KHHEMATOrPa(UCTOB, HE CIIOHCHUPYEMBIX TOCYIapCTBOM, YbU padOThl KPUTHUECKH
M300paxaroT U KOMMEHTHPYIOT Ka3aXCTaHCKYIO KM3Hb U KyJIbTYypy U He MpeAHa3HAuYeHbI JUIs
MaccoBOM aynuTopuu. MccnenoBanrue mpu3BaHO JaTh MPEACTaBICHUE O TOM, KaK C TOUKHU 3PCHUS


mailto:2459947S@student.gla.ac.uk
mailto:nygmet@kimep.kz
mailto:heiko.paabo@ut.ee
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KHHEMaTorpagucToOB pa3BUBajach 3Ta KOHKPETHas OTPacib B MOCIEIHHUE TOfbl, MPEAJIOKUTh
HEKOTOpbIE B3I/l HA TO, B KAKOM HalpaBJIEHUU OHAa MOXKET pa3BUBAThCS B OyayllieM, Kakue
YCUIMST TPEANPUHUMAIOTCS / MOTYT OBbITh HPEINPUHATH Ul TMOAJNEPKKUA U YKPEIUICHHS
HE3aBUCHMOTO TBOpYECKOro KuHO B Kaszaxcrane u, HakoHel, OOCYIUTh OTHOIIEHHUS 3TUX
HE3aBUCHMBIX apTXayCHbIX (MIBMOB C Ka3zaxCTaHIaMHM U 3apyOexHoil aynutopuen. M3ydas
TEKyIIMEe TOYKM 3pPEHHsS UWICHOB OOIIEeCTBAa ITaHHOM OTpacid, s HAMEPEeH ONHCaTh MOPTPET
KOHKPETHOI'O Pa3BUBAIOLLIEIOCS MeEAMa CEKTOpa B KAa3aXCTAHCKUX LEHTPAIBHOA3UATCKUX
KUHEMaTOoTpaprueCKUX UCCIETOBAHHIX.

Iloyemy MeHs BbIOpaan?

Bb1 Obutn BBIOpaHBI ISl y4acTus B 9TOM HCCIICOBAaHHUH, W3-33 Balled Kapbepbl B CO3JAaHHUH
(GWIBMOB ¢ MUHHMAJIBHON (PMHAHCOBOH M PEKJIAMHON TOMOIIBIO CO CTOPOHBI NPABUTEIHCTBA
Kaszaxcrana unm 0e3 Hee, a TakKe KOMMEHTHPOBAHMS U JOKYMEHTHPOBAHUS COLMAIbHBIX
npobsiem B KazaxcraHe mocpeacTBOM MMOBECTBOBATENBHOM pamMbl B KHHO. 110 3TuM npuunHam s
CUNTAl0, YTO Balll ONBIT BHECET OOJIBLION BKJIAJ B IPOBOAMMOE MHOW HCCIIEI0OBaHMUE.

00a3aTeIbHO JIU MHE VYACTBOBAThH?

Bame yyacTtre B 3TOM HccIe10BaHUM MOJTHOCTBIO J0OPOBOJIbHO. Bbl HE 0053aHbI MPUHUMATH
y4acTHe U Bac HE 3aCTaBAT y4acTBOBAaTh, €CIIM BBl ATOr0 HE XOTHUTE. ECiin BBI BCe ke permre
MIPUHSTH y4acTHe, BBl MOXKETE B JIFOOOH MOMEHT IepeyMaTh U OCTAaHOBUTHCS. BBl MokeTe
MIPHUHSTH 3TO PEIICHUE N0 000N MPUYUHE, 110 BallleMy >KeJIaHHUIO, U OT Bac He TpeOyeTcs
cO001IaTh MHE CBOW IPUYUHBL. BO BpeMst HHTEPBBIO BaM HE HYKHO OTBEUaTh Ha BOIIPOCHI, Ha
KOTOpBIE BBl HE XOTUTE OTBeYaTh. ECiM mociie MHTEPBHIO BBl PELIUTE, YTO OOJIBIIIE HE XOTUTE
y4acTBOBATh B MPOEKTE, Bbl MOKETE CKa3aTh 00 ATOM, M BCE 3aMKCH C BalllUM y4acTHeM OyayT
YHUYTOXKEHBI.

Yr0 Oyaer co MHOM, €CJIM 1 NPUMY v4acTue?

[Tpurnamrato Bac NpUHATH y4acTHE B CTAHAAPTHOM MHTEPBbIO. [lepBuuHOE HHTEPBBIO OyIeT
JUTUTHCSI IPUMEPHO OJMH Yac U OyJIeT 0XBaThIBATH OOJIBLIYIO YaCTh BCEW BaXKHOM MH(pOpPMAIIHH.
Bawm, kak y4acTHUKY HHTEpPBbIO, OyyT MIPOCTO 3a7aBaTh BONPOCKHL. BbI MOKeTe OTBETUTH HITH
OTKa3aThCs OT OTBETA.

WuTepBbio OyAyT 3amucanbl 100 B ayAH03aMUCH JIHYHO, TU00 B Ay JMOBU3YaJIbHOM 3alHCH,
MIPOBOJIMMOM Ha HOCUTEJIEC BUICOKOH(EPEHIINH, TakoM Kak Skype win Zoom.

[TockonbKY s SBISIOCH HOCUTEIEM aHTJIMKACKOTO S13bIKa, HO HE BIIAJICI0 PYCCKHUM SI3BIKOM, 51 OBl
MIpeoyen MPOBOIUTH COOECeIOBaHUE HA aHTIIMHCKOM si3bike. OJTHAKO, Y Bac €CTh BO3MOXKHOCTh
MPOBECTH cOoOECeOBaHNE Ha PYCCKOM si3bIKe. EClii BBI XOTHTE IPONTH coOeceioBaHUE Ha
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PYCCKOM $I3bIKE, sl IPOKOHCYJIBTUPYIOCH C IEPEBOTUMKOM, KOTOPBIN OyAeT MPUCYTCTBOBAThH HA
HPOTSKEHUH BCEro coOeceJ0BaHus.

S 3Har0, YTO Bbl OUYCHDb 3aHATHI, IOOTOMY A OBl HE XOTEl MMPOBOAUTH HECKOJIBKO
MMOJIHOMCTPAXKKHBIX UHTCPBBIO. OI[HaKO IIOCJIC TPOBCACHUA ICPBOT'O UHTCPBBIO CO BCCMU
npeanojaracMbIMi YYaCTHUKAMH, 1 MOT'Y CHOBA CBA3AaThCA C BaMU JI1 YTOYHCHUSA I/IH(i)OpMaIII/II/I
WY BallluX MBICIIEH 110 BOIIPOCY, KOTOpI;IfI BO3HHK B XO0A€ HECKOJIbKHNX MHTCPBLIO.

Ecnu BBl pemnte npoiTH JMYHOE HHTEPBBIO, MBI 00a npeanpuMeM Mepsl 1o 3amute o COVID-
19: MbI HaJleHeM MacKu (1 MOTY MPEAOCTaBUTh BaM OJIHY); MbI OyZleM MOCTOSIHHO HaXOAUTHCS Ha
paccTOsHUU 2 M ApYT JIpyra; Mbl BCTPETUMCS Ha OTKPBITOM BO3/AYX€E, €CJIM 3TO BO3MOXKHO; €CIIU
MBI BCTPETHMCS B TOMEIICHHH, KOMHATa OyAET XOpOIIO MPOBETPUBATHCSA, W 51 OyIy OUYHILIATH
MIOBEPXHOCTH JI0 U MIOCJIE HHTEPBBIO; 5 TOMPOIIY Bac MO BO3MOXKHOCTH U30€rath 00IECTBEHHOTO
TPaHCIOPTA.

Ecnu BBl mosiBepraerecs MOBBIIICHHOMY pUCKy puunHeHus Bpena ot COVID-19, Mbl mpoBeaem
WHTEPBBIO HA Zoom. MUHUCTEPCTBO 3APaBOOXPAHCHUS OIYOJIMKOBAIO HH(OPMAIIHAIO O TOM, KTO
MOJIBEPracTCsi MOBBIMICHHOMY PHUCKY NPUYUHEHUS Bpela, U Bbl MOXKETE O3HAKOMHTBHCS C HEW,
HaXkaB 371ech. Ecnu BaM Oorbinie 60 JIeT Wik y Bac €cTh Kakue-JIn0o 3a00IeBaHusI, ONTMCAaHHBIC B
WHPOPMAIIMM MHHUCTEPCTBA, MBI IPOBE/IEM coOeceJ0BaHUE B Z0Om, a HE JINYHO.

Ecnu y Bac ectb kakue-nm6o cumnromsl COVID-19, Mbl 0TJIO)KUM UHTEPBBIO WIH IPOBEAEM €TO
¢ noMoIelo Zoom. Ha uHTEpBBIO MBI OyAeM HCIOIB30BaTh MpuHiiokeHHe Ashyq B TecToBOM
pexxume, 9To0BI TTpoBepuTh puck mepeaaun COVID. HWcnonws3zoBanue tecroBoro QR-koma B
NPUIOKEHUU He (PUKCHUPYET, 4TO BBl ObUTH cOo MHOM. MHpopmanuio o ToM, Kak 3alIUTUTh ce0s U
apyrux or COVID, kak mpoiTH TeCTUPOBAHKE U YTO JeNIaTh, €CIIHM BBl TOYYBCTBOBAIHU ce0s III0XO,
BbI MOXKETE HalTH Ha caiiTe www.coronavirus2020.kz

byaer gy coxpaHAThLCS KOH(MUIEHIIHAJILHOCTh MOEr0 YYACTHs B 3TOM MCCJIeT0OBaAHNM ?

[TockobKy BCE YUaCTHHUKH SBJISIOTCS M3BECTHBIMU OOIIECTBEHHBIMH JESATEISIMU C YCTOSBIICHCS
paboToii B my0nnyHOH cdepe, 1 HAMEPEH HE CKPbIBAaTh UMEHA YUYACTHUKOB HCCIICIOBAHUS U
MCTOJIb30BATh MX IIMUTATHl U3 HHTEPBbIO. OHAKO, €CIIH BbI MIPEIIIOYUTACTE, 1 MOTY CKPBITh Ballle
UM U3 HEKOTOPBIX MJIM BCEX BAIIMX BBHICKA3bIBAHUN M LIUTAT.

Ecau BBI B 1060€ BpeMs 10/BO BPEMsi/TIOCIIC HHTEPBBIO TOTIPOCUTE MEHS YAAIUTh WIN
MOJIBEPTHYTH IIEH3YpPE OIPEICIICHHBIC TaHHBIC TIOYYCHHBIC B XOJI¢ HHTEPBbIO, 51 HE CTaHY
BO3paXkaTh, yJJAJIIMB UX U3 CTCHOTPAMMBI U 3aIIMCH, M OHH HE OyIyT BKIIOYCHEI B
OKOHYATENBHYIO TuccepTanuto. Kpome Toro, eciiv B KaKOi-TO MOMEHT BBI PEIIUTE COXPAHUTh
AHOHUMHOCTb, BBl MOXKETE COOOIINTH MHE 00 ATOM, U 5 BBITIOJIHIO BaIlly nMpockOy. Bel Oynere
UACHTU(PUIMPOBAHBI IO UACHTH(PUKAITMOHHOMY HOMepY (Hampumep, ydacTHUK Ne 1, 2 u T. 11.), u
mobas nHpopMaIms o Bac OyJeT yaaneHa, Y4TOObl BBl HE MOTJIM OBITh OMO3HAHBI MO HEH.

OnHako, ecTh OTpaHUYeHUs Ha obenianne KoH(puaeHunanbHocTu. HekoTopsle neTanu, Takue Kak
MECTONOJIO0KEHNE HITH KOHKPETHBIE BaXKHBIE JIETAIIN, OTHOCSIIUECS K TPO(PECCHH, MOTYT
MO3BOJIUTh UACHTU(DUIINPOBATH BaC.


https://online.zakon.kz/Document/?doc_id=42098825
http://www.coronavirus2020.kz/
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Ecnu BB 3anpanmBaere KOH(UACHIMAIBHOCTE, 00paTUTe BHUMAHUE, YTO BCE FapaHTUU OyayT
CTpPOTO COOMIONIAThCS, €CII HE OYAyT OOHApYKEHbI I0Ka3aTeIbCTBA IPABOHAPYILICHUH WIIH
MOTEHIMATIBHOT O Bpeaa. B Takux ciydasx YHUBEpCUTET 0053yeTcs CBA3AThCS C
COOTBETCTBYIOIMMH YCTaHOBJICHHBIMH 3aKOHOM OpraHaMu/areHTCTBaMHU.

Y10 Oyaer ¢ pe3vabLTATAMHU HCCIe10BaAHUA?

B nacrosee BpeMs 3T0 uccieqoBanue Oy1eT UCIOIb30BAHO B KAUECTBE OCHOBBI JJIST MOEH
Maructepckoil nuccepranuu. OHAKO 5 TAK)KE HAMEPEH UCIIOJIb30BATh 3TO UCCIIEI0BAHUE BO
BHEUTHUX aKaJeMUYECKUX MyOanKanusax (KypHaJIbHbIE CTaThbHU, HCCIEA0BATEIbCKUE PaOOTHI,
MPE3CHTAIMH Ha KOH(EPEeHIUAX U T.1.). S mompoiny Bamero corjiacusi — He TOJIbKO Ha y4acTHE B
MHTEPBbIO, HO M Ha BKJIIOUEHHE MH(POPMAIIUU U3 BAIIEr0 HHTEPBbIO B MyOnukanuu. Bel Mmoxkere
OTKa3aThCs OT BKIFOUEHUS HH(OPMAIMH U3 BAIIero MHTEPBBIO BO BHEIIHUE ITyOarKanuy. Bei
TaKKe MOXKETE 3aIpPOCUTh, YTOOBI BaC HE HAa3bIBAJIM B 3TUX BHEIIHUX IyOIMKALUAX, HO
paspeinTe BKIOYUTh UH(POPMAIIHIO U3 BAIIEr0 HHTEPBbIO B 3TU BHELIHUE ITyOJIMKALIUH.

Bce naentudunupyromue 1aHHbIe, COOpaHHBIE B XO/I€ 3TOTO HUCCIIEIOBaHUS, Oy IyT
YHUUTOXKEHBI B KOHIE TTpoekTa. Oxuuaercs, yTo 3To npousonaet B ssuBape 2022 roga. Bei
MOJKETE CBSA3AaThCS CO MHOM, UTOOBI 3aIIPOCUTH KOMHIO OKOHYATEIHHON AUCCEPTAIIHH.

[TockombKy 3TO HCCNeOBaHUE OMKMCHIBAET Ballly Kapbepy U padoTy, BbI OyaeTe
I/II[CHTI/I(l)I/IIII/IPOBaHI)I B UCCJICAOBAHNH, €CJIU BbI IBHO HC YKaXCTC MHOC. CTGHOFpaMMBI
HHTCPBBIO HC 6YI[}/T BKJIFOUCHBI B OKOHYATCIbHYIO AUCCEPTAINIO, TOJIBKO OTACIBbHBIC
COOTBCTCTBYIOIINEC YaCTHU 6YI[}/T OUTHUPOBATHCA IJI1 KOHTCKCTA UJIN BCIIOMOTATEIHHOMN
aprymMeHTauuu. 5l IM4HO MpoBeay aHaIu3 TEKCTa MHTEPBBIO U MPEJOCTABIIIO ATH JaHHbBIE.

KTo0 opranusyer u ¢guHancupyer uccjiegopanme?

OT0 Uccne0BaHNEe HE CIIOHCUPYETCs U He (PUHAHCUPYETCsl KAaKUMH-TH00 JpyTruMu
OpraHu3alsIMH WIA YaCTHBIMU JIUI[AMU. DTOT MPOEKT NOJHOCTHIO CaMO(PHUHAHCUPYETCS U
CaMOOPraHU3yeTCsl, IPU JOMOIHUTEILHOM PYKOBOJCTBE M IIOMOIIY CO CTOPOHBI MOUX
PYKOBOAMTEIIEH U Y HUBEPCUTETA.

KTto npocMoTpeJ1 uccaenopanue?

OTO0T NpoeKT 061 paccMoTpeH PopyMoM FTUKH LIIKOIBI COIMATBHBIX U MOJIUTHYECKUX HAYK
YHusepcurera I 'nasro.

KoHTaKT 151 OJYYEHHA JONMOJHUTEIbLHON HHMOopMAIINHT

Ecnu y Bac ecth kakue-1100 BOIPOCHI, €CIIM BBl YET0-TO HE TOHUMAETE WM BaM HYXKHa
JONIOJTHUTEIbHASA HHPOPMALIKS, TTOXKATYHCTa, HE CTECHSIMTECh 00paIaThCsi KO MHE, T-HY DPHKY
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Nncy Conry, nmo ykazaHHOMY BBIIIE aIpECy IEKTPOHHOU MOUTHL. BBI Takke MOXKeTe CBA3aThCS C
MOHMMH HaYYHBIMH PYKOBOJIUTEISIMH, Ipodeccopamu Heirmerom MoanumsauaoM
(mpoxkuBaromumu B Kazaxcrane) u Xeiiko [1aabo (mpoxuBaronmmMu B ICTOHUH) 110 aipecam
ANEKTPOHHON MOYTHI, YKa3aHHBIM BHIIIIC.

Ecmu y Bac ecth kakue-1100 COMHEHUS! OTHOCUTEIHHO POBEICHUS HCCIIEI0BATEIBCKOTO
MIPOCKTA, BB MOXKETE OOPATUTHCS K CIICUAIUCTY 10 3THKe 11IKOIBI cCOManbHbIX 1
MOJIMTHYECKUX HAYK 1O aapecy socpol-pgt-ethics@glasgow.ac.uk



mailto:socpol-pgt-ethics@glasgow.ac.uk
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Appendix F: Consent Form

Umver51ty
o of Glasgow

College of Social

Sciences
Consent Form

Title of Project: Exploring the Dynamics Between Non-State Cinema, Audiences, and the
Future of the Industry: Contemporary Kazakhstani Independent Arthouse Cinema from the
Perspectives of the Filmmakers

Researcher:  Eric Ilsoo Song

Supervisors: Prof. Nygmet Ibadildin, KIMEP University & Prof. Heiko Paabo, University of
Tartu

Please Mark Your Choice as Appropriate

Yes LI No O I confirm that I have read and understood the Participant Information for
this study and have had the opportunity to ask questions.

Yes [0 No 0 T understand that my participation is voluntary and that [ am free to withdraw at
any time, without giving any reason.

Yes L1 No I I consent to my responses being included in any publications arising from the
research in addition to the Researcher’s Dissertation.

Yes [ No I I consent to interviews being audio-recorded, or a written record being made for
interviews conducted through text.

Yes L1 No [0 I am comfortable conducting the interview primarily in the English language.

Yes LI No O I consent to having a translator present during the entire interview if the interview
will not be in English, but Russian language.

Yes [ No I Are you comfortable not being anonymized for this interview? (Are you
comfortable being named in the interview?)

I hereby acknowledge that:

Yes LI No [ Participants have the right to be anonymized and can request anonymity at any
point during the interview.

Yes [ No I Research data will be securely stored at all times during this project.

Yes [ No I All identifiable material, such as interview records, will be destroyed when the
project is completed.

Yes [0 No [ I waive my copyright to any data collected during this project.

Yes [ No [ Participants will be identified by name in any publications arising from the
research.

Yes [1 No I Thave received a Privacy Notice in relation to this research project.

I hereby consent to:
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Yes LI No O TIagree to take part in the above study.

Name SIgNature ......c.ooiviiiiiiiii e Date




University
of Glasgow

AP

College of Social
Sciences

®opma Cornacust

Hazpanue HCCICIOBAHUA: I/I3yqe}me AHHAMHKHU
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MeKAY  HerocyJapcTBeHHbIM

KHHeMaTorpagom, ayauropueil M OyayllMM HWHAYCTPHH: COBPeMEHHOE Ka3aXCTaHCKoOe
He3aBHCHUMOe apTXayCcHOe KMHO IJ1a3aMi KHHeMaTorpagucToB

Hccnenosarens: Dpuk Uncy Conr

Cymnepgaiizop: [Ipodeccop Herrmer Ubammnsaun (Yausepcuter KUMEII), IIpodeccop Xeiiko

[Taabo (Yuusepcuret Tapry)
oxanayiicta oTMeTbTE CBOM BAPUAHT OTBETA

Ha U Her [0 S monTBepskaato, 4To st mpounTan u noHsn MHpopMaimoHHbIi TUCT y4acTHUKA

JJIA

Jla O Her O

Jla O Her O
c

Jla O Her O
Jla J Her O
Ja O Her O

Ha [ Her O

JaHHOTO WCCIIEZIOBAaHUS M TOTOB OTBEYATh Ha BOIIPOCHI.
51 noHMMalo, YTO MOE yJacThe SBISIETCS TOOPOBOJIIBHBIM M UTO 5T MOTY OTKa3aThCS
OT y4acTus B JII000H BpeMs, 6e3 00BbsICHEHUS PUYKH.

S nato cornacue Ha BKJIFOUEHUE MOUX OTBETOB B JIFOOBIE ITyOJIMKAlLlUH, CBSI3aHHBIE

UCCIIeZIOBaHHEM, B AOMOJHEHHe K TuccepTaunu Mccnenosarens.

Sl maro cornacue Ha ayIM03arych HHTEPBBIO MM CO3aHNE ITMCbMEHHOH 3aIich
MHTEPBBIO, IIPOBOIUMBIX C TOMOIIBIO TEKCTA.

Mse koM(pOPTHO MPUHUMATH YYaCTUE B HHTEPBBIO B TIEPBYIO OUepeib Ha
aHTJIUICKOM S3BIKE.

51 naro cornacue Ha IPUCYTCTBHE NIEPEBOAYMKA HA MTPOTSHIKEHUH BCETO HHTEPBBIO,
€CII MHTEPBbIO Oy/IeT HE Ha aHTJIMICKOM, a Ha PYCCKOM SI3BIKE.

Bam koM}opTHO He ObITh aHOHUMHBIM BO BpeMsi HHTEpBEIO. (Bam yno0HO, uTO

Ballle UMl BKJITIOUEHO B JMCCEPTALIHIO?)
A noaTBepxAaI0, YTO:

Jla J Her O
Ja [ Her O
Jla O Her O
Jla O Her O

Jla J Her O

Y4acTHUKM UMEIOT ITPaBO HA aHOHUMHOCTb U MOTYT 3allpOCUTh aHOHUMHOCTD B
710001 MOMEHT BO BpEMsI UHTEPBBIO.

JlaHHBIE MCCIeI0BaHUN OyAyT HaJIe)KHO XPAaHUTHCS B JII00O€ BpeMs B TEUCHHE
9TOTO IPOEKTA.

Bce nnentuduuupyemsle Matepuaibl, Takue Kak 3allCH HHTEPBBIO, Oy IyT
YHHUYTOXEHBI, KOTJIa POEKT OyAET 3aBEpIICH.

51 oTKa3bIBalOCh OT CBOMX aBTOPCKUX IpaB Ha JI00bIE JaHHbIE, COOpaHHBIE BO
BpEMS 3TOTO IIPOEKTA.

VYdacTHUKY OyIyT YKa3aHbl 10 IMEHAM B JTIOOBIX MyOIMKAIUIX, BRITCKAIOMINX W3
UCCIIEI0OBaHUS.
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Ha O Her O 4 monyunn YBegomiieHue o KOH(QUICHINAIBHOCTH B OTHOIIIEHUHU 3TOTO
HCCIIEI0BATENILCKOTO MIPOEKTA.

HacrosiimnuMm f1 7a10 corjacue Ha:

Ja O Her 00 4 cornamarock NpUHSTH y4acTHE B BHIIICYKAa3aHHOM HCCIICIOBAHHH.

[0 (O 2 IToammce
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Appendix G: Codebook

Master’s Dissertation

Nodes

Animation

Arthouse

Artistry

Audience

Foreign

Region

Condition of the KZ film
industry

Development

Diversity of style



Name

Distribution

Dynamic

Film Festival

Potential challenges of
this method

Funding

Future

Generation

New groups and
collectives

Status of Partisan
movement

Relationship between
generations
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Name

KZ film market

Quality

Recruitment

Independent and auteur
with state

Relationship within generations
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Appendix H: Interview List

Interview 1: Tolegen Baitukenov, September 12, 2021, Almaty (interviewee based in USA)
Interview 2: Yernar Malikov, October 1, 2021, Almaty
Interview 3: Marina Kunarova, October 1, 2021, Almaty
Interview 4: Sharipa Urazbayeva, October 2, 2021, Almaty
Interview 5: Baurzhan Shukenov, October 8, 2021, Almaty
Interview 6: Gulnara Abikeyeva, October 13, 2021, Almaty
Interview 7: Alisher Jadigerov, October 14, 2021, Almaty
Interview 8: Serik Abishev, November 1, 2021, Almaty
Interview 9: Farkhat Sharipov, November 10, 2021, Almaty
Interview 10: Darkhan Tulegenov, November 11, 2021, Almaty
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