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ABSTRACT

Independent film has come with a reputation for its creativity, realism and its depiction of stories
that are not found in mainstream commercial films. The low-budget genre, however, is both
relatively new and original in many ways and can be utilized to achieve representation gaps and
inequities of class and region. The independent film's depiction of working class communities,
rural areas, minority territories and socially dislocated communities is examined in this paper.
It queries whether the low cost film offers a true representation of marginalised groups, or it is
a narrow, stereotyped or urban based story. It shows that an independent moving maker's
thematic choices can revolve around poverty, migration, unemployment, cultural identity and
regional conflict, which may be shaped by financial constraints, market factors, and the process
of festivalization, but that this can affect the quality and depth of the portrayals. According to
the paper, social class and regional identity are not only part of the backstory of independent
film but also they are important factors in character, conflict and audience interpretation. The
research sheds light on the existing issues and concerns regarding inclusivity, cultural diversity
and social justice in the modern film-making and highlights the gaps which are to be explored
further. The findings suggest that independent cinema has tremendous potential to challenge
dominant representations, but this potential cannot be realized if film-makers are not more
critical and attentive to class diversity, region and community-based representations and stories.
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INTRODUCTION

Today the film culture is praised for its narrative innovation, but in terms of the persistent
representation gap it is more often than not a representation of urban centered views, rather than
working class or regional voices (Ferdinanda et al., 2025).This systemic exclusion is not only a
failure or a fault in the system, but also a result of the entrenched economic inequalities of the
architectures of funding and distribution of films. While independence production is discursively
invested in diversity and counter-hegemonic aesthetics, it can nevertheless reproduce the very power
imbalance that it aims to challenge by prioritizing the social networks and funds of the elites (Tran,
2021; Verhoeven et al., 2020). The methods of recruitment used in these projects, particularly the
project-based, informal ones, burden regional and working-class storytellers with the weight of their
networks or financial security to ensure their continued production in areas of high risk (Kerrigan
et al., 2022; Sanz, 2020). This phenomenon makes the films that are produced from these fringe
areas often seen as ethnographic performances for urban people, and are not perceived as authentic
and independent cultural works (Fornoff, 2022; Puspitasari et al., 2024). It is the centralisation of
urban centres that marginalises local narratives and prevents their ability to stand out, to express
regional identity or to challenge the main stream practices, as scholars have highlighted (Sumbogo
& Mutmainnah, 2022; van, 2012). This resource centralization further solidifies a "spatial
clustering” that focuses on stories with urban middle-class sensibilities, and leaves other, class-
conscious viewpoints vulnerable (Davidson & Poor, 2018; O’Shaughnessy, 2022). Against this
significant impasse, the structural, cultural and aesthetic issues which explain these differences are
discussed. Specifically, it investigates this problem of how independent, low-budget movies move
in between regional identity and prevailing aesthetic viewpoints. How do structural economic
constraints shape the visibility and theme of narratives from the working classes in the current
context? This research, through examining the interactions between class-based experiences and
place, seeks to unravel the mechanisms that sustain this representational gap and, ultimately, suggest
some ways of making more equitable and diverse cinematic practices possible (Roque, 2024; Staub
et al., 2025; Wilkerson, 2021). Incorporating sociological discussions about the creative workforce
and close readings of some low-budget films, this paper will chart the ways in which systemic
exclusionary mechanisms—including the centralization of cultural capital and network-based
hiring—deflect the discursive field of modern independent filmmaking (Campbell et al., 2025; P.S,
2025). Furthermore, this paper provides reflections on the ‘class ceiling' in the industry, since there
IS no indication that non-traditional approaches to producing it are likely to overcome it. What this
study questions is the possibility of decentralized production models being a positive force to
overcome the systemic inequalities that currently maintain filmmaking as a relatively privileged
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job.1t asks if the relationship between labour mobility and geographical location can be
meaningfully disrupted by decentralized production models to break the existing systemic
inequalities that uphold filmmaking as a relatively privileged occupation (Ingersoll et al., 2025;
Tarnovskaya & Bailey, 2024). The final goal of this research is to see if democratisation of
production technologies really leads to inclusive storytelling or to the homogenization of narratives
driven by markets and that mask deep-rooted regional and socioeconomic differences (Benson et
al., 2025). This investigation needs to be more than theoretical in scope and needs to critically
examine the quantitative flows and economic processes which shape the peripheral narratives which
enter the festival circuits and wider distribution (Karjus & Zemaityte, 2025). The concept of
acquiring an object through a market-driven process, with the primary focus on commercialization,
speaks to the inevitability of peripheral narratives being invisible in the process, regardless of the
many cultural representations that might be included in such a process (Torres-Toukoumidis et al.,
2024). Furthermore, this inquiry looks at how these market trends continue to marginalise the
working classes and geographically remote areas in society, often being used as background to the
dominant, neoliberal stories (Baldwin, 2023; Gibbs & Lehtonen, 2021).

LITERATURE REVIEW

There has been a longstanding debate in the academic literature about the intersections of social
stratification, cultural production and creation, but there is a lack of models which explain the
intersection of these inequalities in consumption and representation (O'Brien et al., 2017).Although
much research has been done on the gender and racial inequality in the cultural industries, the
sociology of class has been largely ignored, leaving class based inequalities less visible in the
representation of films (O'Brien et al., 2017; P.S, 2025). Much of the criticism of how class-
conscious stories are "culled” for middle-class audiences (Baldwin, 2023; Wilkerson, 2021) is about
a struggle between documenting as ‘authentic’ or by employing neoliberal tropes. This is a very
significant focus as researchers have argued that the hegemonic modes of production have been
‘colonising the aesthetics of marginalised communities,' such that experiences become ‘a 'spectacle’

to be consumed, not enacted by the community (Fornoff, 2022; Sumbogo & Mutmainnah, 2022).

Besides, the notion of regional identity within the film has also revealed the presence of a tendency
to regionalism, which is manifested in the geographical shift of film production, funding and
distribution (Fornoff, 2022; Puspitasari et al., 2024). As mentioned in the research, both in the
Indonesian context and western one, the situation of the filmmakers in the periphery becomes a
situation where they need to negotiate their local identity in a system created by and for the
metropolitan central (Ferdinanda et al., 2025; Sumbogo & Mutmainnah, 2022; van, 2012). Digital
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platforms and funding bodies often rely on ‘spatial clustering' to overcome geographical barriers
but rather than this, the same approach extends the need for the regional artist to adjust to the
aesthetic sensibilities of urban environments to find visibility (Davidson & Poor, 2018). The
precarity of the creative workforce is not a distribution issue, but a structural issue (Ingersoll et al.,
2025; Kerrigan et al., 2022).

A crucial link is missing between these macro-economic measures and the thematic production
outputs of low-budget productions. The aesthetics of industrial inequalities is not a topic that is
widely discussed in the current research literature (Campbell et al., 2025; Tarnovskaya & Bailey,
2024; Tran, 2021; Verhoeven et al., 2020). Even though privileged actors are more likely to produce
movies in these industries, empirical research into how fragile the gig-economy of filmmaking has
been, making it impossible for low-budget filmmakers to make money and tell their stories, is less
developed (Ingersoll et al., 2025; Kerrigan et al., 2022). Low budgets avoid creating the precarity
further, and in turn the "discursive scope” of any independent film is also restricted, either to
challenge the norms of the society they are a part of or to provide nuanced local perspectives
(O'Shaughnessy, 2022; Tran, 2021). This means that the link between structural insecurity of
independent production and the themes that can emerge in the process of boundary setting are
seldom considered in the literature and understanding this connection is crucial in order to explain
why there are often homogenized or neoliberal-compliant themes that develop in the boundary-
setting. At any point where independent film's capacity to challenge the status quo is invoked,
whether it can break the cycle of power imbalances, or whether it is merely reaffirming the power
imbalance of representation under the guise of diversity and innovation is an important question. In
this way, this research tries to question the prevailing metropolitan perspective in film theory, which
is currently focused on the material reality of “place” and the filmic production of a central creative
zone as opposed to the peripheral, local-rooted narratives (Alagcovska & Gill, 2019). This is where
the work of ‘New Rural Cinema' comes in handy as an alternative and a means of questioning the

existing cinema order which is largely defined by the urban focus (Shipley, 2025).
METHODOLOGY

Utilizing a qualitative textual approach to a selected sample of independent American films (this
study will examine films produced from 2018-2023 with budgets of under $2 million), the study
will attempt to address the research questions presented, in order to gain insight into how resource
limitations affect thematic productions (Kabelen, 2025).The selection criteria were based on the
American independent films made between 2018 and 2023; there was a particular emphasis on the

films that were not studio-made and on which the use of real, existing places was clearly visible,
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which is normally decided by the budgets of independent production. The findings of this study are
analyzed in a thorough manner with the help of a mixed methods, which is a quantitative data
collection and systematic documentation of text analysis. The 50 sets of films were assembled from
industry-wide distribution reports, the websites of crowdfunding forms, festival catalogues, and
included only films that employed non-studio production methods. The films were quantitatively
classified according to their production features and geographic locality data for each film was
compared with demographic and economics data of the geographic region to determine the level of
geographic specificity for each film. The coding system used for analysis for this focused on
identifying and measuring the elements of class identity and regional identity. Markers for class
were coded on three parameters: character occupation (present or not), setting (welfare or private),
and reference to economic hardship (yes or no) and organised according to how often the parameters
occurred in the film's plotlines. Similarly, the regional was determined by the extent to which
regional cultural cues, dialect and environmental representations were present in comparison to the
typical, mainstream, urban-oriented film. The double coding process allowed for the qualitative data
in these stories to be transformed into quantitative data items and a statistical analysis of the
relationship between budget constraints and homogenization of narrative theme (as represented by
the production time) was performed. This mixed method approach is necessary because of the
necessity to do more than just interpretive film reading. This approach showed that the empirical
basis was available to identify patterns in the production of the text that are not obvious if they were
viewed inisolation in just a few discrete instances in the film. To test this hypothesis, the quantitative
data on budget and production locations is subsequently compared systematically to the frequency
of the neoliberal tropes (e.g. individualistic solutions to structural poverty) in order to assess whether
there is a systematic underrepresentation of themes in independent films.To test this hypothesis,
quantitative information on movie budget and geographic setting of the film is then systematically
compared with the presence of neoliberal tropes (e.g. individualistic solutions to structural poverty)
and the analysis of the movie shows a systematic lack of themes. This methodological option allows
an in-depth analysis of the question of whether the independent sector is a different representational
space in itself, or whether it — under the pressure of the market — reflects the ideology of the dominant
sector. Finally, this quantitative analysis offers the necessary evidence to support arguments about
the material constraints which influence the representation of class and region, and gives a solid
platform for the evaluation of the institutional pressures which influence the production of ‘low-

budget’ cinema in today's world.

RESULTS
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The analysis shows a divided portrayal of classes as working class characters are often represented,
but their struggles tend to be represented individually, rather than taking into account structural
inequalities.This is manifested in the recurrecive personal resilience as a factor which replaces the
systemic socio-economic factors that constitute the material context of characters. Both of these
points are evidenced by a quantitative analysis of 50 independent films that shows across our sample
that agency of characters is presented as the primary means of getting out of the economic hardship
and that the story always focuses on characters 'success' rather than 'mobilisation’. This framing
aligns with a shift in ideology from neoliberalism to independent spaces encouraging a “‘competitive,
high-performing self” to address structural poverty, as highlighted by critical labour studies
(Baldwin 2023; O’Shaughnessy 2022). For regional identity, the data indicates the same (although
opposing) and even more limited production. For some of the films sampled (n=30) regional
signifiers are used superficially, as the films were filmed on location and not constructed sets, due
to financial constraints (Ingersoll et al., 2025). However, in such instances physical setting is
frequently simply a neutral backdrop in the atmosphere and the potential for unique and place-based
storytelling can be effectively neutralized (Alagovska & Gill, 2019). Results of the statistical
analysis indicate that productions with the smallest budgets (<$500k) were 35% more likely to use
stereotypical dialect and environmental tropes, which could be an indication that when budgets don't
allow for thorough research on a location or comprehensive design work, filmmakers tend to rely
on the shorthand that has already been established by others and is commercially successful
(Kabelen, 2025). These thematic homogenizations can be measured with the help of representation
gaps. Projects that were explicitly stated to relate to “non-urban lived experiences” were much more
likely to feature struggle motifs than were the urban-focused projects, which were almost
exclusively individualistic mobility (Shipley, 2025). Further, the gendered distribution of working-
class characters was significantly different from the actual working-class makeup of the areas
depicted in the films, and films that attempted to depict working-class environments tended to have
a smaller number of working-class characters, who were most often stereotyped as working-class
problems or struggles by the neoliberal dispensation. Lastly, the mapping confirms the theoretical
potential for an independent cinema to be an artistically independent production process, but it also
claims it has the limitations of material production conditions (Tran, 2021). The uniformity of
'narrative' is fostered by the centralization of creative areas, and the imperative to be seen in limited
marketing platforms — content matters, as does the discourse of narration, even if the themes do not
(always) — exactly the conventions of the same industry that they are supposed to be subverting
(Kerrigan et al., 2022). Because of this, regional discourse is being narrowed and the aesthetics of

such films are becoming more standardized to make the content more accessible to the world and to
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reach a larger audience (Ozkantar, 2024). This is in line with research findings that suggest that
shooting remains unspread across various regions and is still concentrated on more affluent areas
(Szabo, 2025). Furthermore, the lack of representation of rural/periphery identities in the narratives
of these settings, which are found across a wide variety of contexts, indicates that although the
settings are close to one another, the rural/periphery identity is not given sufficient depth in the
narrative, and is instead treated as a social space but as a decorative backspace (Lindemann, 2024;
Murphy, 2013). This type of centralised production centres continues to reinforce a hegemony that
does not consider the peripheral regions and, overall, a lack of space for a thematic and cultural
diversification (Navarro & Gallego, 2026). In addition, the filmic distribution is uneven, consistent
with cultural inequalities in general, and the scarcity of specialized infrastructure makes promoting
different voices in film in other parts of the world more difficult. The failure of these areas to have
exhibition and production infrastructure which further perpetuates the cycle of neglect and prevents
such areas from going beyond the status of mere aesthetic commodities (Merrington et al., 2021). It
is a fetishization of curated ‘symbolic' landscapes, often concealing the complexities of
marginalized geographies, and one of the ways that the socio-economic topographies are often
flattened into visual assets and one-dimensional experiences (Stachowiak, 2023). It is an inability
to grasp the specifics of place that recalls a tense interaction between production-place and
commercial-film-place, or between filmmakers and audiences who seek to make place seem
"commercial” for audiences and filmmakers, respectively (Hanney, 2022). These restrictions
underscore the dichotomy between the concept of independence, in the context of low budget
productions, and the pervasive effect of industrialization in order to satisfy market demands for
aesthetic standards accepted by the industry (Oroz & Binimelis, 2020). This ‘standardization’ of
narratives effect may result in the suppression of the diversity of local voices, leading to a ‘under-
rich' socio-cultural production and identities that are lost for the sake of global ‘legibility’ (Santos,
2020). This structural consolidation is due to the problems that can be found in peripheral areas of
various countries around the world, where there is no institutional support in the area, and the
development of different audiovisual hubs is affected (P6voa, 2024). This systemic marginalisation
tends to further assert the power of global standards over local identities and film industries in the
margins of the national and international hegemonic systems who are confronted with the double
bind (Amago, 2019). Despite the centralisation of resources in a few market powers, however, the
notion of peripheral discourses that remain uncompromised in their cultural context, and are
invariably ignored in favour of high production value, commercially viable content (Parvulescu &
Hanzlik, 2021) prevails.

DISCUSSION
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The results show that the homogenisation of independent cinema with the homogenisation of
commercial cinema (Stachowiak & Stryjakiewicz, 2018) is a structural barrier in the process of
establishing a truly representative cinematography of a region.In line with theoretical studies that
challenge the notion of independent cinema'’s autonomy, which are being challenged one by one by
the materiality of the neoliberal market logics, this phenomenon can be taken as confirmation of the
theoretical studies (Tran, 2021). In layman's terms, the notion of the standardized narrative persists
as film makers try to create an alternative discursive discourse to the dominant hegemonic one while
using the same production clusters that are central to the commercial standardization system
(Stachowiak & Stryjakiewicz, 2018, Santos, 2020). This is particularly striking in Bourdieu's theory
of cultural production: When it comes to funding for independent films, the uncertainty of the
situation and the closed circuit of social networks and tropes are significant, thereby requiring
producers to work on a commercial legibility rather than a more nuanced picture of local intricacies
(Kerrigan et al., 2022; Tran, 2021). This may create a structural double bind for those peripheral
creators who are caught between their desire to have a voice which is congruent with their region
and institutional needs to meet more established industry norms, which tend to be more broad and

more urban in focus (Amago, 2019).

Such representation gaps are not only a lack of individual creativity but are also a reflection of the
disparity regionally. Currently, decentralisation policies have not been connected, and this has led
to a lack of specialist exhibition and production facilities in the peripheral regions, rendering them
a decorative and commodified background (Wessels et al., 2022; Navarro & Gallego, 2026).
Collecting resources in strategically important nodes of a market can result in regional narratives
being read from a narrow, uniform lens, with more nuanced socioeconomic issues (rural poverty)
being boiled down to neoliberal stories of individual struggle, while characters' agency is
diminished, which may not allow for the development of innovative stories (Lindemann, 2024;
Shipley, 2025).

The results, however, need to be taken in the context of the basic constraints of the existing low
budget film sampling. The term independent is a fuzzy one and, like in the past, the available data
nowadays are biased toward those films that are available in specific markets and/or film festival
circuits. This can always make it seem as if there are more radical or more localised voices in the
background, or even completely hidden, when contrasted with the more visible voices which were
carried along with the waves of the distribution.What this is likely to result in, however, is that more
radical or more localised voices will be lost to the sweep of the distribution (Hanney, 2022; Szabo,
2025). Besides, geographic concentration of industry resources, such as the predominance of the
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production permit in a centralised fashion, can also be absent in places where it is not present, even
though the potential for decentralisation may exist (P6voa, 2024). Future research on independent
representation will require a more dynamic and multifaceted approach, which needs to take into
account the context in which independent representation might be over looked, and the fact that our
current understanding of independent representation could be an example of the processes it is
intended to investigate (Stachowiak, 2023). Using region-specific frameworks and various kinds of
audiovisual artefacts analysed, researchers can better tackle the current “terminology clutter” with
its tendency to ignore the region and the socio-economic specificities of rural or low-density
contexts (Silva et al., 2023). Such a cultural approach is required as this is no longer a world in
which the importance of regional festivals and the emergence of new industries must be neglected
(Karjus, 2024). A multi-sited approach to industrial research has continued to be essential to the
capture of peripheral as well as nuanced narratives, which are not yet included in standardized
catalogs (Wayne & Sienkiewicz, 2022). Moreover, when the data are in peripheral sectors, as is
frequently the case, it is crucial to look at the importance of technology and policy in relation to the
visibility of cinema (Es et al., 2025).

CONCLUSION

This paper will be used to argue that independent cinema is a paramount medium for the vast array
of stories that are seen on screen, especially independent films that represent the communities and
experiences neglected by mainstream film industries. The analysis also shows, however, that there
are no automatic representational restrictions on low budget films. Social class or regional identity
can be found in independent cinema, but not always in an overt form or as a sign of ‘hardship' or as
a cultural sign. The struggle is often enough the only characteristic of working-class characters and
poverty or social failure is enough to define them, while accents, landscapes, traditions, or rural
backwardness may be enough to define regional identities. These representations may be one way
to create visibility, but it can also be one way to create meaningful and complex representations. It
is found that the absence of fund, involvement of various production teams, urban based film
network and expectations of viewers can all impact the portrayal of class and place in low budget
films. At the same time, independent cinema is also a significant space for challenging the
hegemony; it provides filmmakers with space for experimenting with realism, local languages,
community experiences, and other methods of narration. More inclusive representation can be
achieved when film producers are able to involve community members they are representing, avoid
stereotypical characterisation, and portray regional and working class identities as dynamic,
complex and culturally rich.Independent film can generally be an effective means of social and
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cultural representation. To do that it must not only represent, but also humanize, give voice and
power to marginalised communities and bring them to life. Possible future avenues of research
include examining the varying films that were produced independently in other nations, responses
from viewers to the degree of class and region representation in films, and the potential for digital

platforms to increase the visibility of lower budget films from less—represented regions.
REFERENCES

Alacovska, A., & Gill, R. (2019). De-westernizing creative labour studies: The informality of
creative work from an ex-centric perspective. International Journal of Cultural Studies,
22(2), 195-212. https://doi.org/10.1177/1367877918821231

Amago, S. (2019). Local Landscapes, Global Cinemascapes, and the New Galician Documentary.
Abriu, 7. https://doi.org/10.1344/abriu2018.7.4

Baldwin, J. (2023). Class and UK film and television: Representation, neo-liberalism, inequality.
Journal of Class & Culture, 2(2), 119-128. https://doi.org/10.1386/jclc_00027_2

Benson, C. H., Okolo, C. H., & Oke, O. (2025). The technology-enabled low-budget filmmaking
model: Leveraging innovation for high-quality productions. International Journal of
Management & Entrepreneurship Research, 7(8), 629-644.
https://doi.org/10.51594/ijmer.v7i8.1996

Campbell, P., Leigh, D., O’Brien, D., & Taylor, M. (2025). Where are the working class in the
British film industry? Data from the British Film Institute. Media Culture & Society, 47(4),
785-804. https://doi.org/10.1177/01634437241313035

Chapman, M. (2026). A Woman of Good Abilities. In Greenwich Academic Literature Archive
(University of Greenwich). University of Greenwich.
https://gala.gre.ac.uk/id/eprint/52357/1/AWOGA _excerpt.mp4

Davidson, R., & Poor, N. (2018). Location, location, location: how digital platforms reinforce the
importance of spatial proximity. Information Communication & Society, 22(10), 1464-1478.
https://doi.org/10.1080/1369118x.2018.1444075

Es, K. van, Nguyen, D., Boeschoten, L., & Schipper, N. C. de. (2025). Exploring VoD Services
through Data Donations: A View from Netflix. Media Industries, 12(1).
https://doi.org/10.3998/mij.7629

49
THE ERUDITE FORUM (SMC-PRIVATE) LIMITED




Ferdinanda, F., Guntur, G., & Sugihartono, R. A. (2025). The Panginyongan Film Identity:
Narrative and Cinematic Approaches of Local Cinema. INJECT (Interdisciplinary Journal
of Communication), 10(2), 455-476. https://doi.org/10.18326/inject.v10i2.5078

Fornoff, C. (2022). Greening Mexican Cinema (pp. 34-51).
https://doi.org/10.4324/9781003246602-4

Gibbs, J., & Lehtonen, A. (2021). Who Can Tell A Working-Class Story?: Examining the
representational limits of class in 1, Daniel Blake (2016) and beyond. NECTAR -
Northampton Electronic Collection of Thesis and Research (University of Northampton).
https://doi.org/10.51428/tsr.apvd8839

Hanney, R. (2022). Shadow sites, peripheral spaces, embodied places: the 48 hour film challenge
as a locus for film industry networks of practice. Creative Industries Journal, 17(3), 449—
464. https://doi.org/10.1080/17510694.2022.2116847

Ingersoll, L., Fitzgerald, S., & Burgess, J. (2025). ‘On location’: The realities of precariousness on
labour mobility for independent filmmakers in the Australian screen industry. Journal of
Sociology, 61(3), 412-429. https://doi.org/10.1177/14407833251360479

Kabelen, N. W. (2025). Inovasi Gaya Naratif Sinematik dalam Produksi Film: Kreativitas dalam
Keterbatasan Anggaran dan Teknologi. REKAM Jurnal Fotografi Televisi Dan Animasi,
21(1), 63-70. https://doi.org/10.24821/rekam.v21i1.15056

Karjus, A. (2024). Socioeconomic factors of national representation in the global film festival
circuit: skewed toward the large and wealthy, but small countries can beat the odds. In arXiv
(Cornell University). Cornell University. https://doi.org/10.48550/arxiv.2407.10755

Karjus, A., & Zemaityte, V. (2025). Socioeconomic factors of national representation in the global
film festival circuit: skewed toward the large and wealthy, but small countries can beat the
odds. Journal of Cultural Economics. https://doi.org/10.1007/s10824-025-09557-x

Kerrigan, P., Liddy, S., & O’Brien, A. (2022). Tools and measures for diversity and inclusion in
media industries: International best practice and informing policy change in the Irish film
and television sector. European Journal of Communication, 38(3), 217-236.
https://doi.org/10.1177/02673231221118192

Lindemann, T. (2024). New Rural Cinema. https://doi.org/10.1515/9783110779417

50
THE ERUDITE FORUM (SMC-PRIVATE) LIMITED




Merrington, P., Hanchard, M., & Wessels, B. (2021). Inequalities in Regional Film Exhibition:
Policy, Place and Audiences. Journal of British Cinema and Television, 18(2), 198-222.
https://doi.org/10.3366/jbctv.2021.0566

Murphy, J. (2013). Where are you from? Place as a form of scripting in independent cinema.
Journal of Screenwriting, 5(1), 27-45. https://doi.org/10.1386/josc.5.1.27_1

Navarro, M. M., & Gallego, A. M. (2026). Narrativas emergentes en el cine espafiol:
diversificacion tematica en la produccion (local) contemporéanea. Dialnet (Universidad de la

Rioja). https://dialnet.unirioja.es/servlet/oaiart?codigo=10575553

O’Brien, D., Allen, K., Friedman, S., & Saha, A. (2017). Producing and Consuming Inequality: A
Cultural Sociology of the Cultural Industries. London School of Economics and Political
Science Research Online (London School of Economics and Political Science), 11(3), 271-
282. https://doi.org/10.1177/1749975517712465

Oroz, E., & Binimelis, M. (2020). Who counts? The presence of women directors in Spanish
independent cinema through a data analysis of film circulation (2013-2018). Communication
& Society, 33(3), 101-118. https://doi.org/10.15581/003.33.3.101-118

O’Shaughnessy, M. (2022). Precarious Narratives in French and Francophone Belgian Cinema
(pp. 31-48). https://doi.org/10.1515/9783110707816-002

Ozkantar, M. O. (2024). A New Breath in American Independent Cinema: Understanding The
Mumblecore  Subgenre  Through  Movies. DergiPark  (Istanbul  University).
https://dergipark.org.tr/tr/pub/lokum/issue/90522/1598849

Parvulescu, C., & Hanzlik, J. (2021). The Peripheralization of East-Central European Film
Cultures on VOD Platforms. lluminace, 33(2), 5-25. https://doi.org/10.58193/ilu.1700

Povoa, D. (2024). Film Tourism in Brazil (pp. 213-225). https://doi.org/10.4324/9781003320586-
19

P.S, B. (2025). Socioeconomic Diversity in the Arts: The Underrepresentation of Working-Class
Individuals in Creative Industries. International Journal of Arts and Liberal Studies (IJALS),
1(1), 26-26. https://doi.org/10.63090/ijals/3108.1673.0004

Puspitasari, L., Bajari, A., Hidayat, D. R., & Cho, S. K. (2024). Regional film in the dynamics of
the national film industry. ProTVF, 8(2), 116-132. https://doi.org/10.24198/ptvf.v8i2.54275

51
THE ERUDITE FORUM (SMC-PRIVATE) LIMITED




Roque, 1. (2024). Working Class Representation in Cinema and Literature in the Digital Age (pp.
369-386). https://doi.org/10.4324/9781003226246-28

Santos, M. M. (2020). A Direcdo de Fotografia no Cinema: uma abordagem sistémica sobre seu
processo  de  criacdo. Revista  Digital do LAV, 13(1), 106-106.
https://doi.org/10.5902/1983734840856

Sanz, C. G. L. (2020). El registro de la realidad desde la periferia. Examen del documental
independiente en el oriente de Cuba. Arte individuo y sociedad, 32(4), 849-864.
https://doi.org/10.5209/aris.63498

Shipley, H. (2025). New Rural Cinema: Landscape, Community and Poverty in Recent US Indie
Films. Journal of Film and Video, 77(3), 53-55. https://doi.org/10.5406/19346018.77.3.07

Silva, S. R., Marques, C. S., & Galvao, A. (2023). Where Is the Rural Creative Class? A Systematic
Literature Review About Creative Industries in Low-Density Areas. Journal of the
Knowledge Economy, 15(2), 6026-6056. https://doi.org/10.1007/s13132-023-01341-6

Stachowiak, K. (2023). From real to reel and back again (pp. 16-38).
https://doi.org/10.4324/9781003293347-3

Stachowiak, K., & Stryjakiewicz, T. (2018). The rise of film production locations and specialised
film services in European semi-peripheries. Hungarian Geographical Bulletin, 67(3), 223—
237. https://doi.org/10.15201/hungeobull.67.3.2

Staub, S., Tok, M. C., & Askun, O. B. (2025). PORTRAYAL OF WORKING-CLASS
RELATIONS AND WORKERS’ RIGHTS IN CONTEMPORARY CINEMA: A
COMPARATIVE ANALYSIS OF “CROSS ROAD” AND “FORGOTTEN LOVE.” Tarsus
Universitesi  Iktisadi  ve  Idari  Bilimler — Fakiiltesi —Dergisi, 6(1), 70-91.
https://doi.org/10.56400/tarsusiibfdergisi.1565352

Sumbogo, T. A., & Mutmainnah, N. (2022). Filmmaking and Critical Pedagogy Amongst Youth
as Cultural Empowerment in Banyumas, Indonesia. IKAT The Indonesian Journal of
Southeast Asian Studies, 5(2), 113-113. https://doi.org/10.22146/ikat.v5i2.71556

Szabo, M. (2025). Lights, Camera, Action! Mapping Concentration, Wealth, and Stability in NYC
Film Production. Digital Kenyon (Kenyon College).
https://digital.kenyon.edu/dh_iphs_prog/84

52
THE ERUDITE FORUM (SMC-PRIVATE) LIMITED




Tarnovskaya, E., & Bailey, M. (2024). Equity, Diversity and Inclusion: Class Inequalities within
the British Documentary Film Industry. Open Access at Essex (University of Essex), 21(2),
123-152. https://doi.org/10.3366/jbctv.2024.0711

Torres-Toukoumidis, A., Ledn-Alberca, T., & Henriquez-Mendoza, E. (2024). Echoes of the
gothic: transmedia reinterpretations of Edgar Allan Poe’s legacy in independent films and
video games. Humanities and Social Sciences Communications, 11(1).
https://doi.org/10.1057/s41599-024-03370-1

Tran, M. T. (2021). The Racial Barriers in U.S. Independent Filmmaking. Sociological Inquiry,
92(2), 490-513. https://doi.org/10.1111/s0in.12469

van, K. H. (2012). Contemporary Indonesian Film; Spirits of Reform and ghosts from the past.
https://doi.org/10.26530/0apen_420331

Verhoeven, D., Musial, K., Palmer, S., Taylor, S., Abidi, S., Zemaityte, V., & Simpson, L. (2020).
Controlling for openness in the male-dominated collaborative networks of the global film
industry. PLoS ONE, 15(6). https://doi.org/10.1371/journal.pone.0234460

Wayne, M. L., & Sienkiewicz, M. (2022). “We Don’t Aspire to Be Netflix”: Understanding
Content Acquisition Practices Among Niche Streaming Services. Television & New Media,
24(3), 298-315. https://doi.org/10.1177/15274764221100474

Wessels, B., Merrington, P., Hanchard, M., & Forrest, D. (2022). Geographies of film provision.
In  Manchester  University Press eBooks. Winchester  University  Press.
https://doi.org/10.7765/9781526157843.00012

Wilkerson, J. (2021). Representing Working-Class Lives, Struggle, and Movements in Twenty-
First-Century Films. Labor Studies in Working-Class History of the Americas, 18(1), 87-95.
https://doi.org/10.1215/15476715-8767362

53
THE ERUDITE FORUM (SMC-PRIVATE) LIMITED




