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Abstract. The relevance of this study is determined by the growing role of film festival laboratories as
an effective format for the professional development of early-career directors and film projects, as
well as by their significant potential to strengthen Kazakhstan’s film industry infrastructure. The aim of
this research is to examine leading international film festival laboratory models and propose feasible
directions for adapting them to Kazakhstan. The research objectives are to compare major international
initiatives, including Berlinale Talent Campus, Talents Sarajevo, Cinéfondation, and TorinoFilmLab; to
analyze the professional trajectory of Eldar Shibanov as an illustrative case; and to consider local and
regional initiatives such as Almaty Film Lab and Alternativa Film Labs. The methodology combines
content analysis of program structures and training formats, comparative analysis of institutional
models, and historical and theoretical approaches to auteur development and industry integration.
These methods are used to identify structural elements transferable to the Kazakhstani context. The
discussion section draws on studies of training platforms and professional networking in film festivals
(De Valck), festival institutionalization (Krainhoefer; Wiedemann), transnational support mechanisms
in emerging film industries (Falicov), and film laboratories as forms of cultural production. The
study identifies the international film laboratory practices that are most promising for adaptation
in Kazakhstan, taking into account the specific features of local initiatives and the professional
development of film directors. This made it possible to define approaches to the further development
of film festival laboratories in the country and to outline their future prospects within the national
context.
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Introduction

Film festival laboratories have emerged as
animportant platform for the development
of national cinema, especially in regions
where the film industry faces structural
and financial challenges. Operating within
major film festivals, they serve as incubators
for emerging filmmakers by providing
mentorship, professional training, and
international networking. Unlike traditional
film schools, festival labs combine hands-on
practice with direct industry engagement,
allowing participants to develop projects
in a collaborative environment. As Marijke
de Valck notes, “At the start of the new
millennium, a series of training initiatives
developed by European film festivals quickly
gained popularity and acquired significant
influence in the industry” (De Valck 126).
For countries seeking to establish a
distinct cinematic identity, such initiatives
play an important role in shaping new
narratives, refining creative approaches,
and linking local storytelling with global
industry standards. By participating in these
programs, filmmakers gain not only technical
and artistic skills but also a practical
understanding of production, distribution,
and financing. Festival laboratories thus
become a strategic tool for cultivating a new
generation of auteurs, strengthening the

national film industry, and positioning local
cinema internationally.

The development of auteur cinema in
Kazakhstan faces persistent challenges,
including limited funding, unstable
infrastructure, and a lack of specialized
professional education programs. In
this context, festival film labs function
as strategic tools for shaping national
cinema. Participation in international
initiatives allows young filmmakers to
absorb contemporary cinematic practices,
adapt them to local realities, and draw
attention to national culture through auteur
filmmaking. Given restricted access to state
funding and production resources, festival
labs have become important elements in
Kazakhstan’s cinematic ecosystem, serving
both as spaces for experimentation and as
mechanisms for promoting Kazakh cinema
on the international stage.

One of the key aspects of film labs is their
educational component. They introduce
participants to directing techniques,
cinematography, and screenwriting, which
is especially important given the limited
availability of specialized film education
in Kazakhstan. As noted by Marijke de
Valck, such programs are generally divided
into three key models: creative training,
industry training, and general-interest
training, each of which responds to different



needs within the film community (De Valck
138). By adapting these proven models to
local realities, Kazakhstan could develop
sustainable directing-oriented labs that
support both the artistic and industrial
dimensions of cinema.

Creative training emphasizes individual
mentorship and artistic development.
[t is most effective in small groups with
personalized coaching, especially in fields
such as screenwriting, directing, acting, or
sound design. As de Valck explains, “Creative
training, such as scriptwriting, transmedial
storytelling, adaptation, sound design,
acting, and directing, is best conceived in
small groups with individual coaching” (De
Valck 137). International initiatives such
as Cinéfondation (France), TorinoFilmLab
(Italy), and the now-discontinued Binger
FilmLab (Netherlands) exemplify this
model. These long-term, project-based
programs enable filmmakers to develop
their ideas in depth under the guidance of
experienced mentors. According to de Valck,
“the added value of longer programs in which
participants can develop a project is obvious”
(De Valck 138).

Industry training, by contrast, is short-
term and intensive, often organized around
festivals themselves. It includes lectures,
roundtables, pitching forums, and meetings
with key professionals, offering direct contact
with the industry in real-world conditions.
As de Valck observes, industry training is
particularly well suited to the intensity of the
festival environment (De Valck 138). She
further emphasizes that it oiten takes place
at film festivals themselves, that is, in the
very spaces where much of the international
film business is conducted (De Valck 138).
In some instances, such training extends
into production support and networking.
TorinoFilmLab, for instance, concludes with
a Final Meeting in which projects are pitched
to producers and sales agents; according to
de Valck, at this stage the laboratory moves
beyond training and begins to function as
a variant of the co-production market (De
Valck 138).

The third category, training of general
interest, addresses broader cultural and
educational goals. It often includes public
lectures, discussions with filmmakers,
and Q&A sessions with actors and artists.
Such programs do not necessarily aim at
developing specific professional skills but
rather at fostering general cinematic literacy.
As de Valck observes, the open training
programs of FEST and Odessa are primarily
oriented toward questions of general interest,
including the social power of the image and
the role of fiction in documentary (De Valck
138).

These educational initiatives help nurture
a new generation of auteurs capable of
working in contemporary industry conditions.
Some labs focus on intensive short-term
courses in which participants work on
projects over a few weeks with experienced
mentors and prepare for pitch sessions or
film markets (De Valck 129). Others provide
long-term support, guiding filmmakers
through multiple stages from scriptwriting
to post-production and promotion, which is
particularly important for emerging directors
navigating the complex realities of funding
and distribution in Kazakhstan. Some labs
emphasize collaboration with international
festivals and production centers, opening
opportunities for co-productions and
helping Kazakhstani filmmakers work with
international teams and artistic approaches.
There are also interdisciplinary labs where
cinema intersects with theater, digital
technologies, or documentary filmmaking.
These diverse models demonstrate that film
labs are not merely a supplementary element
of the film industry but a mechanism that
creates sustainable links between education,
experimentation, and professional practice
for young auteurs (De Valck and
Damiens 136).

Additionally, film labs help participants
develop skills in producing, financing,
and marketing. This is essential because
contemporary auteur cinema requires not
only artistic vision but also the ability to
navigate market realities, seek funding,
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attract investors, and work with international
distribution platforms. In this sense, film
labs provide a comprehensive framework for
the development of independent cinema.

Methods

This study employs content analysis,
comparative analysis, historical analysis,
and theoretical analysis to explore the role
of film festival laboratories as a potential
springboard for the development of national
cinema. By examining both the structural
and educational aspects of such initiatives,
the research aims to identify key strategies
that contribute to the growth of auteur
filmmaking in emerging film industries.
This study draws on key scholarship in film
festival studies, including Marijke de Valck,
whose work examines film festivals and,
specifically, festival laboratories as sites for
professional networking, training, and the
advancement of independent filmmakers
(De Valck 126). It also engages with Tanja
Krainhoefer and Thomas Wiedemann’s study
of the Berlinale as both a launch platform
and selection mechanism for national
filmmaking (Krainhoefer and Wiedemann
1). The study further considers additional
research on film laboratories, alongside the
practical experiences of film directors who
have developed their professional trajectories
through laboratory-based programs.

A central methodological approach
is comparative analysis, which involves
studying the models and practices of
internationally recognized film laboratories,
such as Berlinale Talent Campus (BTC),
Cinéfondation, and TorinoFilmLab. These
initiatives have successfully nurtured
independent filmmakers by providing
mentorship, networking opportunities, and
project development support. By comparing
their structures, educational methods, and
funding mechanisms with those of emerging
film labs in developing film industries, this
research highlights best practices that
could be adapted to local contexts. Special
attention is given to the ways in which these

international programs integrate young
filmmakers into the global film industry and
support the promotion of national cinema on
international platforms.

The study also incorporates historical
analysis to trace the evolution of film festival
laboratories and their impact on cinematic
traditions in different regions. This involves
examining the origins of such programs,
their initial objectives, and how they have
transformed over time in response to
industry shifts. Understanding the historical
trajectory of these laboratories provides
insight into their role as catalysts for national
cinema movements, illustrating how similar
initiatives have influenced the development
of film industries in various cultural and
economic settings. The theoretical framework
is grounded in film studies, cultural theory,
and industry analysis, focusing on the role
of film laboratories in shaping cinematic
identity. The study engages with concepts
of auteur theory, transnational cinema, and
the economics of film production to assess
how festival labs function as both creative
and strategic instruments. By analyzing
academic literature, industry reports, and
case studies, the research examines the
broader implications of film education and
mentorship on the sustainability of national
film industries.

While the study does not focus on
direct practical engagement, it draws upon
existing reports, filmmaker testimonials,
and industry case studies to substantiate
findings. This methodological approach
allows for a comprehensive understanding of
the mechanisms through which film festival
laboratories contribute to the development of
national cinema, highlighting their potential
as a transformative force in emerging film
industries.

Discussion

At the present stage, one of the most effective
approaches appears to be the contextual
adaptation of accumulated international
experience in film laboratory development.
The adoption of such institutional models



is widely practiced and critically examined,
which makes their careful adaptation a viable
option for the development of Kazakhstan’s
film industry under local professional and
structural conditions. The significance
and future potential of drawing on foreign
professional experience is also emphasized
by Tamara Falicov, who argues in relation to
Latin America that funds and forms of access
of this kind create important opportunities
for filmmakers from so-called “emergent”
countries, although the transnational
funding structures and training opportunities
associated with them require further critical
examination (Falicov 86).

A successful example of implementing
a foreign model through the creation of
a laboratory on the basis of an existing
international platform is discussed by Ivan
Velisavljevi¢. Referring to Sarajevo Talent
Campus, he writes: “Sarajevo Talent Campus
(STC) was founded in 2007 in cooperation
with the Berlinale Talent Campus. It is no
wonder that the mogul strategy of BTC
was chosen for the training programme in
Sarajevo, combining the selection process
with a fairly large number of talents (around
70)” (Velisavljevi¢ 2). Through its strategic
partnership with the Berlin International
Film Festival, Talents Sarajevo created
a platform for knowledge exchange that
contributed both to professional development
and to the strengthening of the regional film
industry, helping integrate local cinema into
the global industry and promote national
cinema internationally.

In this regard, adopting the
methodological experience of such platiorms
as Berlinale Talents, Cinéfondation, and
TorinoFilmLab could become an important
factor in the development of Kazakhstani
film laboratories. These organizations
have built effective systems for training
young filmmakers, focusing both on project
financing and on educational environments
that stimulate creative thinking. Their
approaches could be adapted to the local
context in order to support a sustainable
ecosystem for emerging auteurs.

A particularly valuable element is the
mentorship system used by Berlinale
Talents. It is based on consultations and
on long-term collaboration with mentors
who guide filmmakers through project
development (Krainhoefer and Wiedemann
23). Kazakhstani laboratories could
adapt this model by involving both local
and international experts, thus giving
participants access to current production
knowledge and wider professional networks.

The methods of Cinéfondation could
also be adapted in Kazakhstan, especially
for preparing filmmakers for international
festivals and film markets. Cinéfondation
supports directors not only in project
development but also in global promotion.
Kazakhstani laboratories could therefore
incorporate pitching sessions, simulated
festival presentations, and networking
strategies, helping young filmmakers and
producers prepare for the international
circulation of their work (De Valck 137).

TorinoFilmLab stands out for its multi-
layered and structurally diverse approach to
training and project development, closely
connected to the Torino Film Festival and
supported by key regional institutions. As
Marijke de Valck writes, TorinoFilmLab
develops its activities in three main fields:
training, development, and funding. She
explains that its training initiatives include
Script&Pitch, Audience Design, Writer’s
Room, and AdaptLab, which run in parallel
throughout the year, and emphasizes that
both the training and development programs
are explicitly connected to the festival (De
Valck 130).

A vivid example of a Kazakhstani
director’s professional formation through
film laboratories is the trajectory of Eldar
Shibanov. In an interview with Vlast on
September 20, 2022, he describes his
beginnings as follows: “Within the Busan
International Film Festival there is the Asian
Film Academy, which selects promising
young directors and producers under the
age of 35. It is a kind of workshop within the
festival where you make a short film. [ was
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accepted there in 2016. And they awarded
two grants for study at the New York Film
Academy—and [ went to New York in 2017
for a one-month course. That is when the
idea for Sex, Fear and Hamburgers was
born” (Romashkina).

Although the laboratory did not
directly become the site of his debut, it
provided the initial impulse for his later
auteur development. The combination of
intensive practical training, immersion in
an international professional environment,
and further study in New York created the
conditions for a transition from student
exercises to a more self-conscious auteur
practice. Thus, Eldar Shibanov’s trajectory
shows that a film laboratory can function
as an institutional mechanism of entry into
professional auteur cinema.

Recalling the successful festival
submission of Sex, Fear and Hamburgers,
Eldar Shibanov states: “We made a short
film, and 1 simply went to the Venice
Film Festival website—to the short film
section. We submitted the application, filled
everything out, sent the film, and that was
it—we forgot about it” (Romashkina). The
outcome, however, was unexpected: “But in
the end we were selected for the competition.
[t was a great experience: we saw the
audience’s reaction, met the festival director,
and got acquainted with various selectors”
(Romashkina). This episode is particularly
important because it demonstrates how
participation in a film laboratory can
influence a director’s professional trajectory
even when it does not immediately result in
a feature-length debut. In Shibanov’s case,
the experience of making a short film within
an international training environment was
followed by entry into festival circulation,
where the project proved capable of existing
within a broader professional context. The
unexpected selection for the Venice Film
Festival became an opportunity to engage
directly with the mechanisms of international
festival culture, including audience
response, communication with festival
representatives, and contact with selectors.

This suggests that the significance of film
laboratories lies in their capacity to prepare
emerging directors for participation in the
wider institutional networks through which
auteur cinema gains visibility and further
opportunities for professional development.
His interaction with the Venice Film
Festival later continued during the
development of his second feature film,
Mountain Onion (2022). As the director
notes: “I got into the UNESCO Central
Asian screenwriting lab; within it we wrote
the first five pages of the script, and in April
we applied to the Biennale College Cinema
program, because we knew there was a
grant program for directors for whom this is
the first or second film” (Romashkina). This
demonstrates how one laboratory experience
may lead to another, forming a continuous
chain of professional growth. Describing
his work within Biennale College Cinema,
Shibanov explains that the team took part
in an intensive workshop with various
professionals from all over the world, who
helped develop the script, and that it was a
highly valuable experience (Romashkina).
Reflecting on the program’s working
conditions, the director emphasizes that
the mentor-participant relationship was
based on dialogue rather than control:
“There was no rigid diktat from the
mentors; they listened to the authorial
voice and gave advice” (Romashkina).
Speaking about funding priorities, he
adds: “They are interested in our region;
it is a new world for them. A unique story
matters—one that speaks about universal
human relationships” (Romashkina). This
observation is important for understanding
the position of Kazakh cinema within the
international film landscape. It indicates that
projects from the region attract attention
when they present locally grounded material
through narratives that remain accessible
across cultural contexts. In this sense, the
emphasis on universal human relationships
does not diminish the value of national
specificity; rather, it frames it in a way that
can be recognized by diverse audiences. Film



laboratories play an important role in shaping
this balance, as they provide a structured
environment in which emerging filmmakers
refine their ideas, test narrative clarity, and
receive feedback from professionals with
experience in international circulation.
Within such settings, projects are gradually
aligned with broader expectations of festival
and market platforms, which increases
their chances of selection and further
development.

Subsequently, the film was screened
and received the HFPA Special Prize at
the Biennale Film Festival. Thus, Eldar
Shibanov’s trajectory clearly demonstrates
how sustained participation in film
laboratories can shape a path of professional
growth—from initial script development to
international festival recognition.

When discussing film laboratories in
Kazakhstan, it is important to highlight two
projects that have recently made a significant
contribution to the local film industry
and created opportunities for emerging
filmmakers. The first is Almaty Film Lab,
held as part of the Bastau International Film
Festival in Almaty. It offers young filmmakers
training from leading international and
national film professionals, as well as the
opportunity to present and discuss their
projects with experts and compete for
funding to produce one short fiction film
and one short non-fiction film, both of
which are later screened at the following
edition of the Bastau Festival. The program
includes a three-day workshop, a series of
masterclasses, and a final pitching session
before a jury of invited experts. Applications
are open to directors who are citizens of
Kazakhstan and have not yet made a feature-
length film. Selected participants receive
funding for the production of one short fiction
and one short documentary film, which are
then presented at the following Bastau IFF.
In this way, Almaty Film Lab helps young
filmmakers realize their potential, take their
first professional steps in the industry, and
develop a creative community based on
exchange and collaboration.

PROFESSIONAL TRAJECTORY OF FILM DIRECTOR §
ELDAR SHIBANOV’'S DEVELOPMENT WITHIN THE
FORMAT OF FILM LABORATORIES

Figure 1. Professional Trajectory of Film Director
Eldar Shibanov within the Format of Film
Laboratories. Photograph by Vladislav Son. Author:
Timofey Vinnikov. 2026.

Another important initiative is the
Alternativa Film Project, an international,
traveling, non-commercial program aimed
at supporting filmmakers from countries
with emerging film industries. Launched
in Central Asia in September 2023, it is
gradually expanding geographically; in
2024, the project focused on Southeast
Asia. Initiated by the global technology
company inDrive, Alternativa Film Project is
presented as part of its broader commitment
to addressing injustice and inequality
worldwide. Its purpose is to amplify the
voices of filmmakers whose work can broaden
global perspectives and contribute to positive
social change, while also providing resources
for professional growth and supporting the
development of local film industries and
creative communities. A key area of the
project is the provision of free educational
programs for filmmakers at different career
stages, especially those interested in
strengthening their national film industries,
addressing local social issues, and
amplifying the voices of their communities.
In 2024, Alternativa Film Labs in Central
Asia included three laboratories: Teen Lab
(Tashkent, summer), Impact Lab (Bishkek,
autumn), and Development Lab, organized
in three modules: June 1—7 in Bukhara,
Uzbekistan; September 1—7 online; and
November 1 =7 in Almaty, Kazakhstan.

Such initiatives support the growth of
national cinema by helping young filmmakers
develop their projects, encouraging cultural
exchange, strengthening professional ties
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with experienced experts, and improving
participants’ knowledge and skills for the
creation of high-quality content with both
national and international audiences.

Results

The study found that the most productive
strategy for the further development of film
laboratories in Kazakhstan lies not in the
direct replication of foreign institutional
models, but in their contextual adaptation
to local professional, industrial, and
infrastructural conditions. The analysis
of international experience demonstrated
that global laboratory formats provide
organizational precedents as well as
methodological solutions that can be
reinterpreted within emerging film
industries. In this regard, the relevance of
foreign expertise is supported by broader
scholarly discussions of transnational
support mechanisms for filmmakers
from developing or “emergent” contexts,
which show that such models can create
substantial professional opportunities while
still requiring critical adaptation to specific
national environments.

An important result of this part of
the research was the identification of
partnership-based institutional transfer
as one of the most viable mechanisms for
laboratory formation. The case of Talents
Sarajevo showed that the integration of
an international model into a regional
platform can generate educational benefits
for individual participants and produce
wider industrial effects. Its cooperation
with the Berlinale framework demonstrates
that a laboratory linked to a major festival
structure can function as a training
environment, a networking platform, and a
tool for integrating local cinema into broader
professional circuits. For Kazakhstan,
this suggests that the development of
local laboratories may be strengthened
through collaboration with established
international institutions, especially when
such cooperation expands regional visibility,

supports professionalization, and facilitates
access to transnational exchange.

The research also made it possible to
identify several specific practices from
leading international laboratories that
appear especially relevant for adaptation in
Kazakhstan.

First, the study showed that long-
term mentorship should be regarded as an
essential component of an effective laboratory
structure. Referring to Talents Sarajevo,
which successfully integrated mentorship
models inspired by Berlinale Talents, Ivan
Velisavljevi¢ describes the structure of its
educational program as follows: “Creative
training was reserved mainly for critics,
screenwriters, and to a lesser degree for
actors. Writers attended Intensive Story
Coaching, a combination of workshops with
one-on-one sessions guided by script advisor
Licia Eminenti, director Gyula Gazdag,
screenwriter Olivia Hetreed, and director
Ula Stockl” (Velisavljevi¢ 5). This example
shows that the strongest educational impact
often emerges from sustained interaction
between participants and experienced
mentors throughout the development
process rather than from isolated expert
consultations. For this reason, Kazakhstani
film laboratories could benefit from curator-
based models that combine local knowledge
with international expertise, improving
project guidance, expanding professional
networks, and deepening participants’
understanding of contemporary production
practices. Mentorship can therefore play a
crucial role in film laboratories by fostering
exchange between emerging filmmakers
and experienced industry practitioners. As
highlighted by Kiitsak-Prikk, Jyraméa, and
Zemite (2024), mentorship is not merely
about transferring factual knowledge but
about “building up professional identity
and self-identification rather than learning
facts and matters about the (sub)field
itselt” (Kiitsak-Prikk, Jyrama, Zemite 17).
In the context of a film lab, this creates a
collaborative environment in which mentees
share their creative visions, while mentors



provide practical insight and critical feedback.
This co-creative process supports both
artistic growth and industry adaptability,
preparing filmmakers for the complexities
of the cultural and creative sector (Kiitsak-
Prikk, Jyramé, Zemite 17).

Second, the analysis demonstrated
the importance of preparing projects
for circulation within the international
film industry alongside their creative
development. The Cinéfondation model was
especially useful in showing that a laboratory
can serve as a bridge between artistic
development and festival or market entry.
From this perspective, pitching sessions,
simulated festival presentations, and
networking training should be understood as
structurally important elements of [aboratory
work rather than as secondary additions.
As Marijke de Valck notes, the program of
Cinéfondation occupies a particularly strong
position in terms of institutional prestige,
professional networking, and the symbolic
capital generated by the authority of the
Cannes Film Festival: “Multiple big sponsors
and partners who are pleased to affiliate their
names with the Cannes super brand make
the program’s extreme generosity possible”
(De Valck 137). This example demonstrates
that strengthening the institutional
reputation and international visibility of
film festivals themselves is a crucial factor
for the sustainable development of film
laboratories associated with them. Adapting
such practices in Kazakhstan could improve
the international readiness of emerging
filmmakers and producers, increasing their
ability to position projects within festival, co-
production, and distribution contexts.

Third, the case of TorinoFilmLab
highlights the advantage of long-term,
hybrid training formats that combine
continuous remote project development
with periodic in-person sessions, ensuring
both flexibility and depth in the creative
process. According to Marijke de Valck,
TorinoFilmLab has a somewhat different
structure, as it offers longer programs that
combine long-distance coaching with on-site

learning. These laboratories usually include
several one-week residential workshops,
online meetings, and a Final Meeting held
during the festival (De Valck 137). This
approach demonstrates the effectiveness of
structurally combining different modes of
learning and collaboration. For adaptation
in the Kazakhstani context, particular
emphasis should be placed on the flexibility
of such formats and their multi-layered
approach, enabling participants to engage in
diverse modes of learning while maintaining
continuity in project development.

Taken together, these results indicate
that the most valuable contribution
of international laboratory practice to
Kazakhstan is methodological rather than
simply institutional. The study therefore
concludes that the adaptation of foreign
experience is most promising when it is
centered on concrete operational principles:
intensive script development, durable
mentorship frameworks, and systematic
preparation for festival and market
participation. In the Kazakhstani context,
these elements appear to have the greatest
potential to support the formation of a more
sustainable ecosystem for emerging auteurs
and to strengthen the broader professional
infrastructure of national cinema.

Eldar Shibanov’s professional trajectory
made it possible to trace how film
laboratories can influence the formation of
a director across several consecutive stages.
In his case, the significance of laboratories
lies less in the fact of participation itself than
in the way each stage created conditions
for the next one. The Asian Film Academy
at the Busan International Film Festival,
followed by study at the New York Film
Academy, became an entry point into an
international professional environment and
provided an intensive practical framework
within which the first impulses of his later
auteur development emerged. This material
shows that a film laboratory may play a
decisive role even before a director has fully
formed an individual artistic method, since
it gives access to professional discipline,
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Table 1. Feasible Directions for Adapting International Practices in the Development of
Kazakhstan’s Film Festival Laboratories. Author: Timofey Vinnikov. 2026.

International film festival laboratories

Berlinale

Structured mentorship system, scale, and diversity of laboratory programs

Directions that are feasible to adapt in Kazakhstan

Cinéfondation

Enhancing the prestige of the film festival through well-developed PR
campaigns (media coverage, participation of prominent guests) and fostering

professional connections through the creation of film markets and networking

TorinoFilmLab

development)

A multi-level structure with parallel programs (pitching and seript

development, a writers’ room, an adaptation film laboratory, and audience

international standards of work, and the
experience of project-oriented training. For
the purposes of this study, this is important
because it demonstrates that laboratories
can function as an early mechanism of
professional initiation, helping young
filmmakers move from fragmented training
experience toward a more conscious and
sustainable creative trajectory. Shibanov’s
experience also helps identify which
components of this process are especially
productive. Among them are the early
development of script material, preparation
for project presentation, and mentor feedback
aimed at clarilying weak points and adapting
the project to real production circumstances.
In this respect, the case suggests that the
practical value of laboratories for Kazakhstani
filmmakers lies in their ability to combine
creative development with professional
navigation. It also shows that international
interest in projects from the region is most
strongly activated when local material is
articulated through stories with broader
human resonance, which makes this path
particularly relevant as an empirical example
for understanding how laboratory structures
can support the international circulation of
Kazakhstani auteur cinema.

The examination of current Kazakhstani
and regionally relevant laboratory initiatives
showed that the most productive local
models are those that combine education,

project development, and direct access to
professional presentation formats within a
single structure. In this respect, Almaty Film
Lab and the Alternativa Film Project revealed
two important directions for the further
development of laboratory practice. Almaty
Film Lab demonstrates the value of a compact
festival-based model oriented toward first
professional entry: its combination of
workshops, masterclasses, expert feedback,
pitching, and subsequent production support
creates a practical mechanism through
which emerging filmmakers can move from
an idea to a completed short film within an
institutional framework. At the same time,
the Alternativa Film Project illustrates a
broader transnational model focused on
long-term professional growth, regional
networking, and the development of projects
for future circulation among producers, film
institutions, and international partners.
Considered together, these initiatives make
it possible to conclude that the strongest
aspect of existing laboratory practice lies in
its ability to connect training with concrete
career opportunities. At the same time, the
analysis suggests that the effectiveness
of such programs could be further
strengthened through greater continuity
between laboratory stages, more stable
post-laboratory mentoring, and stronger
integration with national production and
distribution structures.



Basic Provisions

The successful integration of international
film laboratory models into Kazakhstan’s
cinematic landscape requires a systematic
approach that takes into account both
accumulated international experience
and the specific institutional conditions of
the local film industry. In this context, the
further development of film laboratories
should be based on a set of interrelated
strategic provisions aimed at ensuring their
continuity, practical effectiveness, and long-
term contribution to professional training
and industry growth. To transform festival-
based laboratories into sustainable platiorms
for professional development and industry
growth, a coordinated strategic framework
must be established.

To realize this vision, several strategic
steps are necessary:

— Develop partnerships between
Kazakhstani film festivals and international
labs and institutes;

— Secure funding from public and private
sources for long-term and competitive
programs;

— Foster domestic mentorship networks
involving successful filmmakers and
producers;

— Integrate festival labs with university
film departments and regional cultural
initiatives.

These provisions outline the institutional
basis for the gradual consolidation of
film laboratories in Kazakhstan. Their
implementation would make it possible to
strengthen the continuity of professional
training, expand access to expert support
and international cooperation, and create
more favorable conditions for the long-term
development of emerging filmmakers and
the broader national film industry.

Conclusion
The study demonstrated that the greatest

potential for the development of film
laboratories in Kazakhstan lies not in the

direct replication of foreign models but in
the adaptation of selected practices from
international festival-based film laboratories
to the national context. Comparative
analysis made it possible to identify the
elements of international experience most
relevant to Kazakhstan, particularly long-
term mentorship, step-by-step script
development, project preparation for
pitching and festival presentation, as well
as the integration of emerging directors into
professional industry networks.

The research showed that these practices
represent the most promising directions for
adaptation in Kazakhstan, as they correspond
most closely to the characteristics of local
initiatives and the professional development
of film directors. The analysis of Eldar
Shibanov’s professional trajectory confirmed
that participation in film laboratories can
serve as an important mechanism of auteur
formation, professional orientation, and
gradual integration into the international
festival and production environment. The
examination of initiatives such as Almaty
Film Lab and Alternativa Film Labs also
demonstrated that, even under conditions
of limited infrastructure, laboratory formats
already possess practical potential for
supporting emerging filmmakers.

These findings made it possible to
identify the most promising international
film laboratory practices for adaptation
and to define approaches to the further
development of film festival laboratories in
Kazakhstan. These include strengthening
mentorship support, introducing multi-stage
project development, expanding practices
of professional project presentation, and
fostering closer connections between
laboratories, festivals, and the broader
industry environment.

Overall, the study suggests that
the further development of film festival
laboratories in Kazakhstan will be most
effective when based on a gradual and
context-sensitive adaptation of international
practices. Rather than reproducing
existing models, this process requires
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flexible institutional structures capable approach creates the conditions for a more
of responding to local professional needs sustainable system of project development,
while maintaining connections with broader  mentorship, and professional support for
festival and industry networks. Such an  emerging filmmakers.
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Tumodeii Bunnukos, MauiypoBa Auia

Kaszaxckasi HatoHasbHast akaaemust uekyeers umenn Temup6eka JKyprenosa (Asnvarsi, Kasaxcran)

PA3BUTUE KUHOJIABOPATOPUMN B KASAXCTAHE HA OCHOBE
MEXAOYHAPOOHOIO ONbITA

AHHOTaumaA. AKmyasbHOCMb [AHHOTO UCCNeL0BaHUS 00YCNOBIEHa BO3pacTatoLwer ponbio GecTMBanbHbIX
KMHonabopatopuit kak 3dekTBHOro popmarta NpodeccnoHanbHOro CTaHOBNEHMS HAYMHAOLLMX
PEXMCCEepPOB M Pa3BUTUS KMHOMNPOEKTOB, 06/1a4at0LLEr0 3HAYUTENbHBIM MOTEHLMANOM A1 YKpenaeHuUs
NMHOPACTPYKTYpbl KUHOMHAYCTpUKM KazaxcTaHa. Lless uccie008aHusi COCTOUT B paCCMOTPEHUMU

BEAYLLMX MEXAYHAPOAHbIX Moaenel hecTnBanbHbIX KUHOIABopaTopuii U BbIpaboTke BO3MOXHbIX
HanpaBNeHWUI UX afanTaLMM K Ka3axCTaHCKMM YCNOBUAM. 3a0a4u UCcie008aHUS: CONOCTaBNeHNE
KpYNHeMnLwmnx MexxayHapoaHbIX MHMLMATKB, BKAtoYas Berlinale Talent Campus, Talents Sarajevo,
Cinéfondation u TorinoFilmLab; aHanu3 npodeccroHanbHol TpaekTopuu dnbaapa LnbaHosa kak
MOKa3aTeNbHOro NpUMEpa; a TakXKe pacCMOTPEHUE TOKA/IbHbIX U PEFMOHANbHbIX MHULMATUB, TAKUX

kak Almaty Film Lab u Alternativa Film Labs. Memoodonozus uccnedosaHus coyeTaeT KOHTEHT-aHANMU3
CTPYKTYpbl NpOrpaMM 1 hopmatoB 00y4eHMSs, CPaBHUTENbHbIM aHAINU3 MHCTUTYLMOHANbHBIX MOLENEN,
a TaKXe UCTOPUYECKUI M TEOPETUYECKMUIA MOAXOAbI K aBTOPCKOMY CTaHOBMIEHWUIO U UHTErpaLuu B
MHAOYCTPUIO. ITU METOAbI MPUMEHSIOTCS A5 BbISBNEHWUS CTPYKTYPHBIX 3N1E€MEHTOB, KOTOPble MOTYT ObiTh
a[anTMPOBaHbI K Ka3aXCTaHCKOMY KOHTEKCTY. B paspene ouckyccus ctaTbs onvpaeTcs Ha UCCNefoBaHUs
obyyarolmx nnathopm n npodeccroHanbHOro B3aMMOAENCTBUS B paMKax KUHodecTuBanei (oe
Bank), pabotbl No MHCTUTYUMOHanm3aumm dectnsanei (KparHxedep; BuaeMaHH), uccnegoBanms
TPAHCHALMOHA/bHbIX MEXAHW3MOB MOAAEPXKKM B GOPMUPYIOLLMXCS KUHOMHAYCTPUSX (DanukoB),

a Takxxe paboTbl, paccMaTpuMBatoLme KMHoNabopatopumn Kak GopMbl KybTYPHOrO MPpOM3BOACTBA.
Pe3ynemamel nccnefoBaHuUs NMo3BOIUMAN BbISBUTb MEXAYHAPOAHbIE NPAKTUKKU KMHONAbopaTopuid,
Hanbonee nepcnekTUBHbIe AN aganTaumm B KasaxcraHe ¢ y4eToM cneumduKmM MeCTHbIX MHULLMATUB

1 Npodecc1oHaNbHOIO Pa3BUTUS KMHOPEXMCCEPOB. ITO LaN0 BO3MOXHOCTb OMpPesevTb NMoaXoabl K
JanbHenweMy pa3BUTUIO GeCcTMBaNbHbIX KWHONAbopaTopuii B CTpaHe M 0603HaYMTb UX NEPCNEKTUBLI B
HaLMOHaNbHOM KOHTEKCTE.

Kntoyesbie cnoea: KHonabopatopum, KUHODECTUBANU, HALMOHANbHOE KMHO, MPOrPaMMbl MOLrOTOBKM
kuHematorpacdwucTos, Berlinale Talent Campus (BTC), Cinéfondation, TorinoFilmLab, Almaty Film Lab,
Talents Sarajevo, Alternativa Film Project.

Ans yumuposarus: BuHHukos Tumoden, u Auga Mawyposa. «PazsuTme KuHonabopatopuii B
KasaxcraHe Ha ocHoBe MexayHapogHoro onbita». Central Asian Journal of Art Studies, T. 11, N22, 2026,
c.111-126,D0I1:10.47940/cajas.v11i2.1182

bnazodapHocmu: ABTOpbI BbipakatoT 6iarogapHocTb peaakumnn «Central Asian Journal of Art
Studies» 3a NoMOLLpb B NOATOTOBKE CTaTbM K NyBAMKALMK, @ TAKKE aHOHMMHbIM peLieH3eHTaM 3a
BHUMaHMWE U UHTEPEC K UCCNef0BaHMIO.
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Tumodeii Bunnukos, MauypoBa Auia

Temipoek Kyprenos arbinuarsl Kazak yartbik onep akagemusicol (Anmatbl, Kasakceran

KA3AKCTAHOAFbl KWHO3EPTXAHAJIAPAbI XANIbIKAPAJbIK TOXXIPUBE HETI3IHAE
AAMBITY

Anpartna. byn 3epmmeydiH 63ekminiei KAHOPECTUBANbAIK KMHO3EPTXaHaNaPpAblH MaHCan »OoblH

eHfi 6bacTaFaH pexxunccepnepit, Kacion famybl MeH KMHO obanapabl inrepinetyain tmimai gopmarl
peTiHAEri peniHiH apTybIMeH, COHAaM-aK KasakcTaHHbIH, KUHOMHAYCTPUS MHMPAKYPbIbIMbIH
HbIFANTYLaFbl eNeyni aneyeTiMeH ankblHAANaabl. 3epmmeydiH Makcamesl — GeCcTMBanbaik
KMHO3EepTXaHanapAblH XXeTeKLi Xanblkapanblk MoAeNbAepiH KapacTbipy XaHe onapabl KasakcraH
XarpanbliHa 6erimaeynid MyMKiH BafFbITTapbiH YCbIHY. 3epmmeydiH miHdemmepi Berlinale Talent
Campus, Talents Sarajevo, Cinéfondation >aHe TorinoFilmLab cusakTbl ipi xanbikapanbik, 6actamManapgpbl
canblcTblpyabl; Inbaap LLIM6aHOBTbIH, KaCibU TPAaeKTOPUACHIH KOPHEKI MbiCcan peTiHAE Tanaayabl;
coHpan-ak Almaty Film Lab nen Alternativa Film Labs cusaKTbl XXeprinikTi )aHe eHipnik 6actamanapzbl
KapacTblpyabl KamTuabl. 3epmmey adicmepi 6aFmapnama KypblibiMbl MEH OKbITy OpMaTTapbiHa
KOHTEHT-Tanzaynbl, MHCTUTYLLMOHANAbIK MOAENbAEPAI CAaNbICTbIPManbl TanAayabl, COHAAN-aK aBTOPAbIH,
KanbINTacy MeH MHAYCTPUSFA bIKNanAACyLblH TAPUXM XXaHE TeOpUSNbIK TacinaepiH bipiktipeai. byn
apictep KasakcTaH xarganbiHa 6erimaeyre 601aTbiH KYPbIbIMAbIK S1€MEHTTEPAI aMKbIHAAY YLUiH
KongaHblnagel. llikipmanac 6enimMmiHae Makana KUHOQeCTMBaNbAEP asCbiHAAFbI OKbITY NAaTGopManapsl
MEeH KaCibu HETBOPKMHIKe apHanfFaH 3epTreynepre (ae Bank), dectvBanbaepai MHCTUTYLMOHANAAHABIPY
XeHiHperi eHbekTepre (Kparinxedep; K. BuaemMaHH), Kanbintacbin Kene xaTtkaH KWHOMHAYCTpUSNapaarsl
TPaHCYNTTLIK KONAAY TETIKTEpPiHE apHanfaH 3eptTeynepre (PannkoBs), COHAAN-akK, KWHO3epTXaHanapabl
M3AEHM BHLIpICTiH dopManapbl peTiHae KapacTblpaTblH eHOeKTepre cyieHeai. Homuxenep 3epmmey
6apbICbiHAA XKeprifikTi 6acTamManapAblH, epeKLenikTepi MeEH KMHOPEXMCCEPNEPAiH KaCibn aamyblH
eckepe oTbIpbin, Kasakcranaa beiimaeyre HeFypabiM nepcnekTMBasbl Xanblkapablk KUHO3epTXaHa
ToXipubenepiH arkbliHoAyFa MyMKiHAIK 6epai. byn enperi decTtnBanbaik KWHO3epTXaHanapabl 0A4aH api
[LaMbITYFa apHanfaH TaCinaepAi alKbIHAAYFa XKAHEe OnaphblH YATTbIK KOHTEKCTEr KeneweriH benrineyre
MYMKiHAIK 6epai.

TyiiiH ce30ep: KMHO3epTXaHanap, KNHoheCcTBanbaep, YITTbIK KMHO, KUHEMaTOrpaducTepai faspnay
6armapnamanapsl, Berlinale Talent Campus (BTC), Cinéfondation, TorinoFilmLab, Almaty Film Lab,
Talents Sarajevo, Alternativa Film Project.

Aaiiekcos ywin: Tumodei, BUHHMKOB xaHe Mawyposa Anaa. «KasakcraHaafFbl KWHO3epTXaHanapApl
Xanblkapanblk TaXipmbe Herizinae pambity». Central Asian Journal of Art Studies, T. 11, N22, 2026,
111-126 6.,D01:10.47940/cajas.v11i2.1182

Anreic: AsTopnap «Central Asian Journal of Art Studies» >KypHanbiHblH, pefakTopaapbiHa MakanaHbl
6acnafa fanblHOAyFa KEMEKTECKEHI YLUiH K9HE aHOHUMAI pELLeH3eHTTepre 3epTTeyre Hasap ayaapbin,
KbI3bIFYLUbINbIK TAHbITKAHbI YLUiH anfbiCbiH Gingipeni.

Asmopnap KomxazbaHsIH COHFbI HYCKACLIH OKbIN, MAKY10a0bI #aHe My00enep KAaKMmblfblCbIHbIH HOK,
eKeHiH MaaiMOeloi.
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