
“If art kept bothering with morals and ethics, it’d still be in the 
stone age…” This is Amir’s response to the censor, when he is 
implored to edit a girl who is unhappy with her presentation 
in his film. She was unaware of the provocative way her image 
was to be used. Unbeknownst to her, through the magic of 
editing, they images were manipulated into something illicit 
and degrading. Amir, undoubtedly talented but wholly terrible, 
is less a Byronic hero than a self obsessed tyrant. His wife 
delivers his lunch to the editing studio whilst he is flirting 
with his editing assistant. He shows no remorse after the fact 
and eats the food brought for him voraciously. His son asks to 
watch a film instead of a black and white documentary on 
Dostoevsky. He replies, ‘You watch films everyday, this is on  
only once.’  Whilst this response in and of itself is not unfair, 
the viewer can see how little he cares and how little other 
people’s needs mean to him. He does not look at his child and 
does not attempt to find him a new activity. He simply says, ‘Go 
play’ and stares at the screen, bolt upright. More severely, in a 
deeply disturbing scene, he picks up a waitress from a cafe and 
sexually assaults her in the back of a car. It is unclear whether 
this actually happened, or is an extension of his dreamscape, 
but either way he is presented as totally capable of such 
violent and reprehensible behaviour.  

Kent Jones, the film critic and New York Film Festival director, 
describes a dinner with Darezhan Omirbaev where one of the 
filmmaker’s guests commented on The Road:  ‘The courtly 
director picked up a platter and served pigs in a blanket and 
deviled eggs to his guests, one of whom presented him with a 
bouquet of flowers and a remark for the ages—“Well, it’s no 
masterpiece, but it’s very sincere; congratulations all the 
same”—which he accepted with a bow.’  

It is true that Omirbaev’s film is difficult to watch. But it is the 
kind of work that echoes in your head long after viewing: it is 
sincere and brutal in its unremitting honesty. It is an 
unflinching look at the troubled heroes, and toxic masculinity, 
we are so prone to romanticising in tv and film. Rather like 
Bojack Horseman, the animated series, the film delves into the 
subconscious and wounds of the main characters. We see why 
they are terrible, but it is not presented to mitigate. It is 
presented simply as fact.  

The filmic techniques of Omirbaev to convey Amir’s world 
highlight the tension between the external and the internal. 
The external world of Amir is largely quotidian. We  do not see 
the artist creating, or submitting to the noble pursuit of art, 
but in the car, at the studio and in his home. In fact for all of 
Amir’s statements about the nature of art and the artist,  we 
mostly see him living as mechanically as anyone else and 
arranging his world with a range of distractions.  

The radio is constantly on. The TV is blaring. The use of 
diagetic sound in this film is deafening. When he is in the 
countryside the sound of birds, water and the crunch of a 
melon are excruciatingly loud. Beyond conjuring Amir’s sensory 
world, through the use of sound Omirbaev is able to tell us a 
great deal about post-Soviet Kazakhstan. The radio and 
television are constantly promoting Russian culture. There are 
television segments on great Russian artists, radio adverts 
inviting people to visit Russia and conversely, racist reportage 
on Central Asians. When driving through his country’s beautiful 
landscape, Amir listens to a radio segment which reads 
Thomas of Split’s account of the Mongols. The Kazakhs are 
descended from the Mongols, and this account on national 
broadcast describes their forefathers as ugly, barbaric and 
genetically disposed to violence.  

This segment pre-empts one of Amir’s dreams. In it, a horse 
riding Mongol comes to the lake where he is watching 
teenage boys play. He forces them to lie down and issues 
orders in Kazakh. One of the boys translates for him in his 
dream, although we know Amir speaks Kazakh. Russian is this 
film’s main language, and notably. In the city, where Amir’s wife 
and child reside, ethnically Kazakh characters speak to each 
other in Russian. A great tension is presented in Amir. There, 
undoubtedly, he is ashamed of his upbringing and culture but 
on some level he longs for it. In another dream Amir 
remembers watching the moon landing. He runs outside to tell 
his mother who is uninterested. ‘Who will milk the cow if I 
watch television?’ Amir’s dreams have taken him far away from 
his rural upbringing. But these dreams were informed by a 
Russo-centric principle that derides Kazakh culture.  Amir is 
not the natural conclusion of Kazakh’s post-Soviet scape, but 
his hidden turmoil and tension are reflective of the country’s 
post colonial reorientation. 
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Darejan Omirbaev 
Darejan Omirbaev is a Kazakh director, and a proponent of the Kazakh new 
wave. He was born in 1958, in the then Soviet Union. Meeting with 
enormous critical success his releases have been sporadic throughout his 
career. An auteur, who pulls from his own life for inspiration, his films are 
deeply personal affairs that investigate the personal and even 
subconscious of his characters. His second feature film, Kardiograma (1995), 
a black and white tale of first love and obsession screened in Venice and 
won the UNESCO Prize.  He draws greatly from Russian literature, Tueur a 
Gages (1998) was based on Tolstoy’s The Forged Coupon and won the Prize 
Un certain Regard at Cannes. Most recently, Omirbaev made an adaptation 
of Dostoevsky’s seminal Crime and Punishment, set in modern day 
Kazakhstan. 

About Klassiki 
Klassiki is an opportunity to experience online a weekly curated selection 
of the best of Soviet, Russian, Caucasian and East European cinema.  
Championing director led work, each week’s offering chooses a relevant 
film of a great director to introduce audiences to the director’s work and 
give biographical, social and political context to each film in the form of 
specially commissioned and downloadable informative program notes.  
This is the birth of Klassiki, our planned free streaming platform, which 
will allow you to stream great cinema from the region, literally on the hop. 
If you would like to support our endeavours to showcase the best of 
Russian and Soviet and Central Asian cinema please share our work on 
your social media channels using the tags we have added to this program 
page or consider supporting us with a donation.  Thank you.  

About Centre of Contemporary Arts Tashkent  
CCA Tashkent is a new space for the development and support of 
contemporary culture in Central Asia. This year CCA Tashkent is operating 
in test mode: among its first projects is the CCA LAB, a research laboratory 
whose aim is to nourish and develop contemporary art and cultural 
practices in Uzbekistan, as well as to formulate new readings and 
understandings of the region’s artistic heritage.  

About Tashkent Film Encounters 
Kino Klassika Foundation, in association with the Centre of Contemporary 
Arts Tashkent presents TASHKENT FILM ENCOUNTERS, a film programme 
spotlighting classic film from Central Asia. This season continues Kino 
Klassika’s long standing undertaking to showcase classic films of the 
Soviet, Russian and Caucasian film traditions, as well as expand the 
offering to include contemporary classics of Central Asian cinema. We will 
spotlight a selection of modern classic filmmakers from Kazakhstan, 
Kyrgyzstan,Tajikistan, and Uzbekistan will be spotlighted. Films will be 
available online for a week, free to view and will take place each Tuesday 
from the 21 of July to 18 of August 2020. 

TFE Curator: Saodat Isamilova 
Saodat  Ismailova is one of the representatives of a new generation of 
artists from Central Asia who came of age in the post-Soviet era and have 
established cosmopolitan artistic lives while remaining deeply engaged 
with their native region as a source of creative inspiration. After graduating 
State Art Institute of Tashkent, she was granted a residency in Fabrica, 
Research and communication center of Benetton, Italy. In 2005 she was 
awarded DAAD - Artist in Residency program in Berlin developing the script 
of her debut award wining feature film “40 Days of Silence”, which was 
nominated for the best debut film in Berlin International Film Festival, 
2014. She participated in Venice Biennale, 2013 as part of the Central 
Asian Pavilion with her video installation “Zukhra”. In 2018 she graduated 
from Le Fresnoy, France’s National Studio of Contemporary Arts, where she 
developed “Stains of Oxus” and “Two Horizons”. In 2020 she is running 
Laboratory from the Center for Contemporary Arts in Tashkent, Uzbekistan. 
She is currently working on her second feature film “Barazgh“. 

Support Us  
Kino Klassika is a UK registered charity (1150791). We rely on the 
generosity of our supporters. If you want to encourage education and 
engagement with classic Russian language, Eastern and East European 
film, please support us by making a donation.  
Our bank details are as follows: 
Account no. 69358087 Sort code 60-15-33 
Or please donate at our website:  www.kinoklassikafoundation.org 

About Kino Klassika Foundation  
Kino Klassika creates programmes of film restorations, publications, art 
commissions and events to educate audiences about classic Russian 
language and Eastern cinema. This includes a 2-year programme to 
spotlight the pioneering work of filmmaker Sergei Eisenstein, our first 
restoration projects including Hakob Havnatanyan, Arabesques on the 
PIrosmani Theme and Jirtdan (1969). We have recently completed Melodia!  
Discovering Musicals from Russia and the Caucasus,  a screening season in 
partnership with the British Film Institute, Institut Francais, Bristol 
Watershed and Broadway Nottingham. The program celebrated the 
diversity and complexity of Soviet, Russian and Caucasian musicals. 

The Kino Klassika Team 
This screening could not happen without the unstinting support of the 
Kino Klassika team: Joseph Andreyev, Tatiana Isaeva, Zoryana Mischiy, Olja 
Mlljevic, Seraphina Paisey and Talitha Piggott.   

Klassiki programming is supported by funds from the BFI Film Audience 
Network (FAN) which is made possible by the National Lottery. Klassiki 
screenings are also part of Film FeelsConnected, a UK-wide cinema season, 
supported by the National Lottery and BFI Film Audience Network. You can 
explore all films and events at filmfeels.co.uk 
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