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ABSTRACT. This article examines the transformation of Kazakhstani cinema from the festival films

of the first decades of independence, through the rapid development of commercial production after 2015,
to the emergence in the post-pandemic period of a new phenomenon defined as “people’s cinema.”

The research problem lies in the existing division of the country’s film industry into arthouse cinema,

oriented toward international festivals, and commercial films designed for mass domestic distribution.

The purpose of the study is to identify the principal characteristics of people’s cinema and explain

the significance of this phenomenon for the formation of contemporary national identity. The study

employs historical-cultural, comparative, and film studies methods, making it possible to trace changes

in the systems of film production and distribution and to analyze the themes, dramaturgy, and cultural

codes of recent films. The empirical basis of the study includes Qash (Run, 2022) directed by Aisultan

Seitov, Dos-Mugasan (2021) and Bolmagan Balalyq Shaq (The Lost Childhood, 2025) directed by Aidyn
Sakhaman, as well as other works of contemporary Kazakhstan cinema. The analysis shows that people’s
cinema combines the artistic techniques of auteur cinema with an orientation towards a broad audience.

It draws upon collective historical memory, the national language, traditions and rituals, family relationships,
music, religion, and heroic figures that evoke a shared emotional response. The scholarly novelty of the study
lies in conceptualizing the notion of “people’s cinema” in the context of contemporary Kazakhstan. The article
concludes that such cinema not only reflects an already existing national identity but also actively participates
in its formation, creating a space of collective recognition and strengthening Kazakhstan’s “imagined
community.” The proposed approach may be used in further studies of national cinema, cultural policy,

and contemporary nation-building processes.
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KazakcTanablk knHemaTorpad, yATTbik Bipereiik, Xaablk KMHOChI, MOAEHU KOZ,
apTxayc KMHOCbI, KOMMEPLMABIK KMHO, KMSAAaFbl KaybIMAACTbIK, YAT.

Ocbl XXYMbICTbI AaiblHAay 6apbicbiHAa aBTop ChatGPT (5.0 HyckacbIH)
MakanaHblH, MATIHIH afbl/ILWbIH TiNiHE XX@HEe aHHOTALMACBIH Ka3ak, TijliHe
ayAapy, CoOHAaln-ak apTxayc >xaHe KOMMepPLMAbIK KnHeMaTorpadussa
KaTbICTbl KOCbIMLLIA TEOPUANbIK 84ebmeTTepai i3gey MakcaTbiHAa
nanganadzbl. AnbiHFaH 6apablk MaTeprangap aBTop TaparnbiHaH Tekcepinin,
peaakumanaHabl. XXapuanaHbIMHbIH, Ma3MyHbIHa TO/bIK, XayankepLuinikTi
aBTOpP ©3 MOMHbIHA anagbl.

Makanaga KasakCTaHzblK KMHemaTorpadbTbiH ToyeCi3AiKTiH, anfallkbl OHXbUIAbIKTaPbIHAAFbI
dectvBanbaik knHogaH 2015 XblngaH KeriHr KOMMePLUANbIK, OHAIPICTIH KapKbIHAbI AaMybl apKblbl
NoCTNaHAEMUANBIK KE3eHe «XasblK KNHOChI» Aen ankblHAANaTbIH XaHa KyObIbICTbIH Nainga 60aybiHa AeRiHri
TpaHchopMaLMaChl KapacTbipblaaabl. 3epTTey Maceneci oTaHAbIK KMHeMaTOrpadTbiH, HETi3iHEH Xa blKapablk
dectBanbaepre bafbiTTasFaH apTXxayC KMHOCbIHA XaHe iLKi HapblKTafbl ByKapasblk NpokaTka apHaafaH
KOMMepLmanblk GuabMaepre 6eniHyimeH 6ainnaHbICTbl. 3epTTeyaiH MakcaTbl — XablK KWHOCbIHbIH, HEri3ri
cMnaTTapbliH arkbiHAaMN, Oy KyObIAbICTbIH, Ka3ipri yATTbIK BipereinikTi KanbinTacTblpyAasbl MaHbI3bIH aLuly.
KyMbicTa KMHO eHAIpICi MeH NpOKaT XYWeCiHAEr e3repicTepsi aHblKTayFfa, COHAaN-aK COHFbl Xblaapaatbl
bunbmaepAiH TakblpbINTapbIH, APaMaTypPruscbiH XXOHE MIJEHN KOATapbIH Tanjayfa MyMKIHAIK 6epeTiH
TapUXU-MIZEHM, CasbICTBIPMabl XXaHE KMHOTaHy aicTepi KongaHblnaabl. 3epTTey MaTepuanbl peTiHae
pexuccep Ancyntan CenitoBTiH, «Kaw» (2022), «Joc-Mykacan» (2022), pexxuccep AngbiH CaxamaHHbIH,
«bonmaraH H6ananbik, wak» (2025) >xeHe Kasipri KasakcTaHAbIK KMHOHbIH, 6acka Aa TybIHAbINAPbI abIHAbI.
HaTtuxxeciHae xanblk KUHOCbI aBTOPJIbIK, KMHEMATOrpaduUsaHbIH, KOPKEMAIK TCINAEPIH KEH ayanTopusFa
6aFgapaaHyMeH yLITacTblpaTbiHbl aHblKTanAbl. O yKbIMABIK TAPVIXW XKagKa, YITTbIK Tire, A3CTypep
MeH pacimaepre, oT6acbIbIK KapbIM-KaTbiHacTapFa, My3blkaFa, AiHre XaHe KepepMeHaepae opTak
3MOLIMOHaNAbIK aCep TyAblpaTblH Kerinkepaep 6erHeciHe XyriHeai. 3epTTeyiH, fblbIMU XXaHabIfbl
«XasblK KMHOCbI» YFbIMbIH Ka3ipri KasakcTaH xafgaribiHAa Ty>KblpbIMAaManbIK TypFblAaH HETi3Aeyae XaTbip.
KopbITblHABINAW Kene, MyHAa KMHO KanbinTackaH YATTbIK GiperennikTi 6einHenen KaHa KoviMan, YKbIMZblk TaHy
KEHICTIrH Kypy XaHe Ka3akCTaHAbIK «Kuaajafbl KaybIMAACTbIKTbI» HbIFaTy apKblibl OHbIH OPHbIFybIHa HenceHai
blKMan eTeTiHi aHbIKTanAbl. ¥CbIHbIIFaH TACIT YATTbIK KMHEMaTOrpadThbl, MOAEHN CasacaTTbl XKaHe Kasipri yaT
KanbINTacTbIpy YAepiCTepiH ofaH api 3epTTeyae KoAAaHbIYbl MYMKIH.

96 SARYN PELEH3UANAHATbBIH XYPHAN



ISSN 2960-2351 (oHnaiin) ISSN 2960-2343 (neuatHbiii) N2 3. 2026 C ;apyn

UDC 791.43:316.347
DOI 10.59850/SARYN.3.14.2026.381

lynbHapa OnpaTtoBHa AbukeeBa

[JokTop nckycctsoegeHus, npodeccop Turan Film Academy YHuBepcuTeTa «TypaH»,
npe3ngeHt Accounaunmn knHokputnkos KasaxcraHa (Anmatbl, KaszaxcraH)

ORCID ID: 0000-0002-0704-1476
email: gabikeyev@gmail.com

OT ®ECTUBAJILHOTO

N KOMMEPYECKOIO — K HAPOAHOMY
KMHO: TPAHC®OPMALLNS
KA3AXCTAHCKOIO KMHEMATOTPADA
KAK MPOSAABNEHVE HALUVOHAJ/IbHOW
NAEHTUYHOCTWU

Asmop npoyuman u 0006pus OKOH4YaMeIbHbIli 8apUAHM PyKONUCU U 3dse/isem 06 omcymcmauu
KOHGUKMa UHMepecos.

Moctynuna B peaakumto: 09.04.2026
MpuHsTa K ny6ankaumu: 12.08.2026

© 2026 AsTop(bl). Ony6anKkoBaHo Ka3saxckoii HauvoHanbHOW KOHcepBaTopueli MeHn KypmaHrasel. HacTosilas ctaTba pacnpocTpaHAeTcs Ha YCI0BUsAX
nuensumn Creative Commons Attribution-NonCommercial-NoDerivatives (CC BY-NC-ND 4.0) (http://creativecommons.org/licenses/by-nc-nd/4.0/), kotopas
paspelLaeT HEKOMMepPUeCKoe UCMoJIb30BaHUe, PacrnpocTpaHeHne 1 BOCMPOU3BeeHMe MaTepuaa Ha JIlo6oM HocuTesle NPy YCI0BUN HajJ/ieXKalllero LUTMpoBaHus
OpUrMHanbHOM paboTbl, 6e3 BHECEHUA N3MEHEHN, NepepaboTkn UM CO3AaHNsA NPON3BOAHBIX MaTepuaoB.

PELUEH3UPYEMbBIM XYPHAN SARYN 97



CSaPyn 2026

Abukeesa, NynbHapa. «OT hecTMBanbHOro 1 KOMMEPYECKOrO — K HAPOAHOMY
KWHO: TpaHCPOopMaLImMs Ka3axCTaHCKOro knHematorpada Kak npossaeHne
HaLUMOHaNbHOW NUAEHTUYHOCTU». Saryn, T. 14, NQ 3, 2026, c. 93-106,

DOI: . (Ha aHrauiickom)

KasaxcTaHckuii kuHemaTtorpad, HaluMoHaibHas MAEHTUUYHOCTb, HAPOAHOE KMHO,
KY/bTYPHBIV KOZ, apTxayCHOe KMHO, KOMMepUeckoe K1MHO, Boobpaxkaemoe
COO0bLLECTBO, HaLMS.

Mpwn nogroToBke AaHHoW paboTsl aBTop Mcnosb3osan ChatGPT
(Bepcua 5.0) 4na nepeBofa TEKCTa CTaTbW Ha aHIIMACKUIA A3bIK

M aHHOTALMWN — Ha Ka3axCKuK, a Takxke A1 Noucka AoMoSHNTENbHOM
TeopeTUYECKON NNTepaTypsbl, MOCBALLEHHOW apTXayCHOMY

N KOMMepueckomy KnHemaTorpady. OcHoBHas vaes, TeopeTmyeckas
6a3a, CTpyKTypa cTaTby, aHaav3 GUIbMOB M BbIBOAb! OMMPALOTCS

Ha COBCTBEHHbIe NCCNeA0BaHNA N OPUTMHaNbHbIE UAen aBTopa.

Bce nonyuyeHHble MaTepmanbl Oblav NPOBEPEHBI U OTPEAAKTMPOBAHDI
aBTOPOM, KOTOPbIN HECET NOJIHYHO OTBETCTBEHHOCTb 3a COAep>KaHne
nyéavkaumn.

B cTatbe paccmaTpuBaeTcs TpaHchopMaLLmMa Ka3axCTaHCKOro kKuHeMatorpada ot pectmBanbHOro
KWMHO NepBbIX 4ECATUNETUI HE3aBUCMMOCTY Yepes CTPEMUTENIbHOE Pa3BUTUE KOMMEPUYECKOro NPON3BOACTBa
nocne 2015 roja K NOSBAEHWIO B MOCTNAHAEMUNHBIV Nepuos HOBOro GeHOMeHa, KOTOpbIV Npenaraercs
onpeaennTb Kak «HapoAHoe KMHo». [TocTaHoBKa NpobiemMbl CBsizaHa C CyLLECTBYHOLLMM pa3jeneHnemM
OTeYeCTBEHHOro KMHemaTtorpada Ha apTxayCcHoe KMHO, OPUEHTMPOBAHHOE NPenMYLLLEeCTBEHHO
Ha MexayHapogaHble GecTrBanu, 1 KoMmepyeckne GUabMbl, PacCUMTaHHble Ha MacCOBbIV BHYTPEHHWI
npokart. Llenb nccnesoBaHuns — onpesennTb OCHOBHbIE XapaKTEPUCTUKM HAPOAHOTrO KMHO W PackpbITb
3HayeHwve 3Toro ABNeHVs AN GOPMUPOBaHUA COBPEMEHHOW HaLlMOHaNbHON MAEHTUYHOCTW. B paboTte
MPUMEHSIOTCA UCTOPUKO-KY/IbTYPHbIN, CPaBHUTENbHbIN Y KNHOBEAYECKMIA METOAbI, MO3BO/IAIOLLME
npocneanTb USMEHEeHUA B CUCTEME KMHOMNPOM3BOACTBA U NMPOKaTa, a TakXXe npoaHaanm3npoBatb TEMaTUKY,
ApaMaTypruto n KyabTypHble KOAbl GUAbMOB nocaeHnx fet. Matepnanom nccaefoBaHNA CTann KapTUHbI
«Kaw» (2022) pexxmccepa AicyntaHa CenToBa, «Joc-MykacaH» (2022), «bonmaraH 6ananbik wak» (2025)
pexuccepa AngbiHa CaxamaHa v Apyrvue npov3BeAeHns COBPEMEHHOMO Ka3axCTaHCKOro KUMHO. B pesyabTtate
BbIABNE€HO, YTO HAapPOAHOE KMHO coeaUNHAET XyAOXKECTBEHHbIE NMPUEMbI aBTOPCKOro KMHemaTorpana
C OpUEHTaLMEN Ha WMpPOKyo ayanToputo. OHO 0bpallaeTcs K KONNEKTUBHOW MCTOPUYECKON NaMATy,
HauMOHaNbHOMY A3bIKY, TOAANLUAM N pUTYyaiaMm, cemMenHbIM OTHOLWEHNAM, MYy3bIKe, pennmrnn n o6pa3a|v|
repoes., Bbi3bIBatOLLMM 0bLLee 3MOLIMOHaNbHOE NepexmBaHue. HayuHas HOBM3Ha UCCae0BaHWA 3aKkito4aeTcs
B KOHLeNTyann3aumm noHATUA «HapoAHOE KMHO» MPUMEHUTENbHO K coBpemeHHOMY KasaxcTtaHy. [lenaetca
BbIBOJ, YTO TaKO€ KMHO He TOJZIbKO OTpaXaeT y>xe CyLecTByrLWYH HauMOHalbHYHO MAEHTUYHOCTD,
HO 1 aKTVUBHO y4acCTByeT B €€ q)OpMVIpOBaHVIVI, cOo3faBad NPOCTPaHCTBO KOMNNEKTUBHOTO y3HaBaHUA
N YKpenss KasaxcTaHcKoe «BoobpaxkaeMoe coobLLecTBO». [peaioxeHHbIV NOAXOS MOXET ObiTb
MCMoAb30BaH Npw AasbHENLWeM N3yUYeHUN HalMOHaNbHOTO KMHemaTtorpada, KybTypHOR NOANTUKM
N COBPEMEHHbIX MPOLLECCOB HaLMOCTPOUTENbCTBA.
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Introduction

The transformation of Kazakhstani cinema from festival and commercial film towards
people’s cinema has a longer history than might appear at first glance. In the mid-1980s,
the preconditions for arthouse cinema emerged in Kazakh film. This development
resulted from a consistent transformation of the intellectual and artistic environment

at the Qazagfilm studio.

Prominent film industry figures, including Goskino Chairman Olzhas Suleimenov
and Qazagfilm Editor-in-Chief Murat Auezov alongside other intellectuals, sought
to create an environment distinct from the Soviet ideological model of filmmaking.

The “godfather” of the Kazakh New Wave, Murat Auezov said, “When a general
movement begins, when a culture sets about addressing its tasks, an atmosphere
emerges that elevates talented people, independently of anyone’s organized efforts”
(gtd. in Abikeyeva 33).

At the time, this objective was not formulated as the creation of arthouse cinema,
yet something far more substantial was achieved: young, progressive directors
and screenwriters were invited to Alma-Ata for co-productions. Irakli Kvirikadze made
Vozvrashchenie Ol'mesa (The Return of Olmes) together with Malik Yakshimbetov;
Aleksei German Sr. wrote the screenplay for Gibel’ Otrara (The Fall of Otrar) for Ardak
Amirkulov; the writer Anatoly Kim worked in close collaboration with Yermek Shinarbayev;
and Sergei Bodrov Sr. recruited an entire “Kazakh Directing Workshop” at VGIK.

Over the course of just five years (1982-1987), the aesthetic paradigm of Kazakh
cinema was fundamentally transformed, expanding its boundaries and laying
the foundations for a new national cinema.

The cinema of independent Kazakhstan, specifically the Kazakh New Wave, became
known throughout the world through film festivals. This was arthouse cinema, which
dominated the 1990s and remained predominant until 2005, when the country’s
cinema network was restored.

It is important to understand that the Kazakh New Wave did not create Kazakhstan's
arthouse cinema from nothing; rather, it was the most striking outcome of the artistic
and institutional restructuring that began at Qazagfilm around 1982-1985. The Wave
took shape through the simultaneous emergence of a generation of young directors
trained in Sergei Solovyov's workshop. Their films emerged concurrently with the collapse
of the USSR, which opened the doors to international film festivals. As a result, the Kazakh
New Wave films circulated at festivals for an entire decade while domestic distribution
within Kazakhstan lay in ruins.

The situation began to shift as the cinema network recovered. Akan Satayev's
Reketir (Racketeer, 2007) was the first commercial film, followed by Farhat Sharipov’s
Skaz o rozovom zaitse (Tale of a Pink Hare, 2010) and Askar Uzabayev's Gashyq Jurek
(Cocktail for a Star, 2010). Yet the truly rapid rise of commercial cinema in Kazakhstan
began in 2015 with the release of Kelinka Sabina (Daughter-in-law Sabina)
and Qazagsha biznes (Business in Kazakh). Over a five-year period (2015-2020),
the box-office share of domestic cinema in Kazakhstan surged remarkably from
3 per cent to half of the market. This growth was primarily driven by commercial-sector
initiatives led by screenwriters, directors, producers, and alumni of the popular television
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comedy show KVN'. Most of the content produced consisted of comedies. By the early
2020s, Kazakhstan's film industry had become clearly divided between arthouse (festival)
cinema and commercial sector for the domestic market.

In the post-pandemic period, films began to appear between these two poles
that could not be fully assigned to either established model. They employ the artistic
language of auteur cinema or address complex historical and social subjects, yet they are
made for wide national distribution. These films turn to collective memory, the Kazakh
language, music, family relationships, traditions, and rituals — to a cultural experience
that audiences can recognize and experience as shared. To describe this phenomenon,
the article proposes the concept of “people’s cinema.”

In this context, “people’s” is neither a judgement of a film’'s quality, nor a genre
designation, nor a synonym for commercial success or patriotic subject matter.
People’s cinema refers to films that combine an auteur or socially significant statement
with an orientation towards a broad domestic audience and create a space of collective
cultural and emotional recognition.

The article asks the following research question: what changes in subject matter,
artistic language, and forms of communication with the audience allow us to speak
of the emergence of people’s cinema, and how does it differ from festival and commercial
cinema? The hypothesis is that people’s cinema arises at the intersection of two
previously separate models: it inherits from auteur cinema the ambition to make
an artistic and social statement, and from commercial one an orientation towards wide
distribution. Its distinguishing feature lies in transforming national history, language,
music, family experience, and cultural rituals into a shared emotional event.

To test this hypothesis, the article examines Aisultan Seitov's Qash (Run, 2022),
and Aidyn Sakhaman'’s Dos-Mugasan (2022) and Bolmagan Balalyq Shaq (The Lost
Childhood, 2025). These films make it possible to explore three mechanisms of collective
recognition: engagement with historical trauma, the uniting of generations through
music and language, and the reproduction of traditional models of family responsibility.

Theoretical Approaches to Auteur, National, and People’s Cinema
The concept of auteur cinema emerged in André Bazin's writings during the rise
of the French New Wave (97). For Bazin, the director is not merely the technical executor
of a screenplay, but the film’'s central creative figure, whose artistic vision determines
the work’s form and meaning. Following the French New Wave, the concept of arthouse
cinema spread throughout the world. In Soviet cinema, it emerged during the Thaw.
Marlen Khutsiyev's films Mne dvadtsat’ let (I Am Twenty, 1965) and lyul'skii dozhd’
(July Rain, 1967) resonated with the explorations of the French New Wave. Neya Zorkaya
wrote about the importance of arthouse cinema’s emergence in Soviet filmmaking,
noting that its form served as a means of resisting Soviet ideology (Zorkaya).
Whereas André Bazin viewed directorial authorship as the consistent expression

1 KVN (Club of the Funny and Inventive) is a popular of an individual worldview manifested

televised competition where teams representing through the choice of subjects and

various universities, institutions, and cities compete artistic form (96), David Bordwell defines

in humorous sketches, improvisations, and witty
responses to predetermined themes. art cinema as a distinctive mode of film
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narration characterized by loosened causal links, psychological ambiguity, an open
ending, and the emphatic presence of an authorial position (58).

Steve Neale supplements the aesthetic understanding of arthouse cinema
with an institutional one: such cinema exists within a particular system of production,
distribution, and recognition that includes international festivals, specialized criticism,
and limited theatrical release (35). This approach is especially important for Kazakhstan,
where, after the collapse of the Soviet film-distribution system, festivals became auteur
cinema’s principal channel for reaching audiences.

Another body of scholarship concerns the concept of national cinema. Andrew
Higson proposes defining it not only by the place of production, but also at the level
of consumption —by the ways in which a national audience receives films and uses them
to interpret its own experience (36). Stephen Crofts, in turn, demonstrates the plurality
of national-cinema models, which depend on their industrial, cultural, and political
relationships with Hollywood, the state, and the international market (50).

Benedict Anderson’s concept, developed in Imagined Communities, is crucial
to understanding the phenomenon of people’s cinema (30). According to Anderson,
the nation is not an objectively existing unity but an “imagined community”: its members
will never know most of their fellow citizens personally, yet they feel that they belong
to the same community. People’s cinema becomes not merely a form of entertainment
or artistic expression, but a space of collective recognition in which viewers encounter
familiar patterns of behavior, historical memory, cultural codes, language, humor,
and values on screen. If arthouse cinema primarily articulates an authorial vision,
and commercial cinema is oriented towards market success, people’s cinema functions
as a mechanism for the symbolic unification of society, contributing to the formation
and strengthening of contemporary Kazakhstan's “imagined community.”

National identity, moreover, is not a fixed set of attributes established once and for all.
Stuart Hall proposes understanding cultural identity as an ongoing process through
which a society forms representation of itself (222). Cinema, therefore, does not simply
reflect a ready-made national identity; it participates in producing it. In his analysis
of post-Soviet Kazakhstan, Rico Isaacs shows how images of the nomad, warrior,
and statesman are used to construct different versions of national identity (399).
However, the prevailing focus on state-sponsored historical projects does not fully
explain the situation of recent years, when private producers and directors have
increasingly taken the initiative and domestic audiences have become crucial
participants in the production of a film's meaning.

It is precisely at the intersection of scholarship on arthouse, national, and commercial
cinema that a theoretical gap emerges. Existing concepts do not adequately describe films
that retain an auteur or socially significant statement, enter wide national distribution,
and produce an effect of collective cultural recognition. In this study, people’s cinema
is understood not as a genre or a state ideological model, but as a mode of interaction
between cinema and a national audience. It is defined by a combination of three factors:
artistic significance, an address to a broad audience, and the capacity to create collective
recognition.

SARYN PEER-REVIEWED JOURNAL 101



(‘ ;apyn 2026 GULNARA ABIKEYEVA FROM FESTIVAL AND COMMERCIAL TO PEOPLE’S CINEMA:

Main Section: People’s Cinema as a Space of Collective Recognition

The films under consideration differ substantially in genre and style: Qash engages

with a national historical trauma; Dos-Mugasan adopts the form of a musical biopic;

and Bolmagan Balalyg Shag combines social drama with elements of magical realism.

In all three films, however, an individual story becomes a means of interpreting collective
experience. It is precisely this movement from the private to the shared that allows

them to be considered different manifestations of people’s cinema.

Qash: Collective Trauma

One of the first examples of people’s cinema was Aisultan Seitov's Qash (2023).
The director made the film not so much for festivals as to deliver an important civic
statement: an attempt to comprehend a tragic chapter in Kazakh history —
the Asharshylyq (famine) of the 1930s. Artistically, it is an auteur work, yet its distribution
strategy was oriented towards wide theatrical release. Seitov made a film intended
to articulate, and thereby help process, one of the most devastating collective
traumas experienced by the people. Rather than attempting to recreate the full scale
of the tragedy, the director focuses on a local story dominated by an existential fear
for a child’s life. In essence, this is the first large-scale story about the famine to appear
in contemporary cinema. In 1991, the director Damir Manabai made an important film
about the era, Surzhekei — angel smerti (Surzhekei: Angel of Death, 1991) but the crisis
of the film-distribution system left it largely inaccessible to a broad audience.
Three decades later, the subject demanded a new interpretation. Qash combines
the artistic language of auteur cinema with an orientation towards a broad national
audience. The film brings family memories of the Asharshylyq into the public sphere
and transforms historical trauma into a collectively experienced emotion (See Fig. 1).

Figure 1. Film still from Qash (Run). Directed by Aisultan Seitov. 2022.
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Dos-Mugqasan: Language, Music, and Intergenerational Unity

Another clear example of people’s cinema is Aidyn Sakhaman’s Dos-Mugqgasan (2022).
The film brought to the fore the audience’s demand for works capable of generating
a collective emotional response. Choosing the story of the vocal-instrumental ensemble
Dos-Mugqasan as the narrative basis makes the film particularly revealing for the study
of how different generations remember the past. Yefrat Sharipov’s screenplay is structured
so that the older generation relives its era, while younger viewers discover specific
Soviet realities that appear contradictory from today’'s perspective — most notably,
the restrictions imposed upon, and lack of support for songs performed in Kazakh.

Had a film about Dos-Mugasan been made by the ensemble’s contemporaries,

it would inevitably have taken the form of nostalgic reflection. The involvement

of young filmmakers makes it possible to view the period from a distance, through

the prism of a new generation’s perception. It is a film about preserving the Kazakh
language and national song culture in forms appropriate to that era, under the pressure
of Soviet ideology (See Fig. 2).

The film foregrounds a linguistic opposition: Russian represents official institutions,
whereas Kazakh functions as a marker of ethno-cultural consolidation and the ensemble
members’ creative self-realization. Russian becomes the language of Soviet power,
while Kazakh is the language of friendship, music, and national consciousness.

By adapting folk songs to a contemporary popular sound, Dos-Mugasan made Kazakh
culture part of modern youth culture. The accusation of “nationalism” levelled against
the group is therefore not an incidental detail, but an expression of the film's central
conflict.

The “people’s” character of Dos-Mugasan is determined less by the popularity
of the musical group itself than by the socio-cultural context in which it is represented.
The film demonstrates how music in the Kazakh language evolved from an instrument
for preserving national identity into the people’s shared emotional memory.

!

Figure 2. Film still from Dos-Mugasan (2021). Directed by Aidyn Sakhaman. 2021.
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Bolmagan balalyq shaq: Kinship and Responsibility

Aidyn Sakhaman'’s next film, Bolmagan Balalyq Shaqg (2025), based on Akberen
Yelgezek's autobiographical novella, transfers an individual writer's memory into the realm
of collective audience experience. In it, the director reveals one of Kazakh society’s
fundamental cultural codes: if a child is deprived of proper parental care — in this case,
the father has died and the mother has married a man who rejects the boy — an older
male relative assumes responsibility for him. Although the film depicts the imperfect living
conditions in this family and a lack of parental affection, the protagonist receives essential
care, grows up among his cousins, benefits from their protection, and ultimately develops
into his own person (See Fig. 3).

The film's central cultural code is the extended family’s responsibility for a child.
It does not idealize this tradition: Akosh works hard and suffers from a lack of love,
while the title itself emphasizes the irreparable loss of childhood. Nevertheless, kinship
ties save him from complete isolation. In this respect, the film enters into dialogue
with Askhat Kuchinchirekov’s Bauryna salu (2024), which likewise depicts both
the traumatic and the protective dimensions of a child being raised by older relatives.

In the finale, the adult Akosh reconciles two feuding families. The protagonist does
not reproduce the violence he has experienced; he breaks its cycle. This scene shifts
a private biography onto a shared moral plane: family grievances and broken kinship
ties are familiar to many viewers, and the reconciliation is therefore perceived as a moral
imperative addressed to them.

Figure 3. Film still from Bolmagan Balalyq Shaq (The Lost Childhood). Directed by Aidyn Sakhaman. 2025.

Research Findings
The analysis identifies the principal elements of people’s cinema that help unite a national
audience and form an “imagined community” in Benedict Anderson’s sense. Key thematic
directions represented in films of recent years include:
« films about historical events that matter to the entire nation and seek to unite
it (Qash (Run), Oyan, Qazaq! (Rise, Kazakh!), Zhel togtagan zher (The Land
with No Wind), Zhambyl: zhana dauir (Zhambyl: A New Era), and others);
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« films depicting Kazakh rituals and traditions (Bauryna salu, Papa umer v subbotu
(Dad Died on Saturday), Bolmagan Balalyq Shaq (The Lost Childhood));

« films reflecting the everyday life of the Kazakh people: family dramas (Ystyg Uia
(Family Nest), Ot (Fire), comedies about weddings and celebrations (toi),
and relationships with in-laws (qudalar), and so on;

« films that evoke shared emotions through beloved songs and portrayals
of musicians and composers (the musical films Dos-Mugasan, Stop, noch’
(Soldier of Love), Bagyt Qushagynda (In the Embrace of Happiness));

« films that convey heroism not only through history, but also through everyday
trials, sport, and action (Paralimpiets (The Paralympian), Vremya patriotov
(Time of Patriots), Qazhymugqan);

« films that unite viewers through an engagement with Islam — Peiish. Jumaq
ananyn tabanynyn astynda (Peiish: Heaven Is Beneath a Mother’s Feet), Dastur
(Tradition), and others.

As this list shows, contemporary Kazakhstan cinema already includes a substantial

number of people’s films. The defining quality of people’s cinema, however,

is that it must be seen by a broad national audience rather than existing only

on the festival circuit. Its development therefore depends not only on filmmakers,
but also on distributors and state cultural policy.

From 2019 to 2022, the State Center for the Support of National Cinema funded
socially significant projects. At present, priority is increasingly given to commercially
viable films. Commercial genre cinema such as comedies, horror films, melodramas,
and disaster films can, however, find its audience independently. State support
is especially necessary for films whose authors have something to say to society
but which cannot exist solely according to the laws of the market. This does not mean
ideological commissioning, but trust in artists and directors capable of independently
addressing profound and socially significant subjects. The essential thing is to listen
to them.

Conclusion

Contemporary Kazakhstani cinema may be regarded as one of the key instruments

of nation-building, in which the nation is formed not through declarations, but through
repeated cultural practices and collectively experienced events.

Mass commercial cinema produced today in the Kazakh language forms a shared
symbolic field in which, following Benedict Anderson’s logic, an “imagined community”
arises and is experienced as real. People’s films like Dos-Mugasan, Qash, and others
engage with collective and communicative memory, uniting generations. Films about
history or everyday heroism expand the pantheon of heroes and translate patriotism
into the realm of everyday responsibility; films that engage with religion restore an ethical
and spiritual sphere to cinema, bringing together ethnic, civic, regional, and religious
identities. Films about musicians and composers unite audiences emotionally
and culturally.

In this sense, contemporary Kazakhstani cinema does not so much reflect an already
constituted nation as continually reproduce it — through language, heroes, emotions,
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and rituals — making nation-building a living and continuous cultural process.
Nation-building in cinema is not a myth, but a repeated practice. It can be expressed
succinctly in the following formula: cinema = language + memory + heroism +
emotion + ritual — the nation as lived experience.
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