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Abstract. The basis of this article is the consideration of the topic of apocalyptics and post-
apocalyptics in Kazakh cinema. This article is extremely relevant to the consideration of apocalyptic
topics that take place within the framework of local environmental problems and man-made
disasters, and in this case the word “Ecology” is interpreted broadly. Apocalyptic and post-apocalyptic
cinema is directly related to environmental difficulties, and environmental and man-made disasters
— which cause the collapse of an entire ecosystem, the human race, or a huge part of it — are one
of the most common scenarios in such movies. The most serious threat to all of humanity and the
modern world is the reality of global environmental problems. Kazakhstan, like other countries, is
experiencing a severe environmental crisis, and the issues of their solution are embedded in the
global situation. This research is based on the materials of the national cinematographic art of the
Republic of Kazakhstan, America, the USSR, and European and Asian countries, including early
cinema as well as the modern periods of development.

The methodological basis of the article consists of theoretical, visual, film and comparative analysis.

Many regions of Central Asia, especially Kazakhstan, remain environmentally unstable, but to date,
these issues have not become important topics of Kazakh cinema.

In world cinema, the apocalyptic genre is classified into groups and subgenres. Also, world
cinematographers have extensive experience in film production in this genre. Classic cinema plots
on the theme of the end of the world include the destruction of the planet's ecology and worldwide
and local man-made and natural disasters, all of which belongs to the elements of the apocalypse genre.

In Kazakh film studies, the apocalypse or the end of the world remains an unexplored topic.
Therefore, this topic needs to be deepened from the point of view of cinema. In the article we consider
Kazakh films with elements of the apocalyptic genre; however, in comparison with global cinema,
the theme is reflected narrowly with elements of degraded ecology.
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Introduction

he word Apocalypse is translated
from the ancient Greek as “Revelation”

(Oxford Reference). Throughout
the centuries, the apocalypse has taken
different forms, ranging from negatively-
minded religious interpretations
to rich representations that depict the
apocalypse in the realm of all kinds of art.
The actualization of the theme of the end
of the world has gained great momentum
in recent years, if we speak of the apocalypse
as an eschatological phenomenon.

At this stage, humanity was vulnerable
to global problems like pandemics,
to world and local wars, anthropogenic,
natural and environmental disasters,
social, economic, political problems.
And in the subject under consideration,
as apocalypse, the above phenomena
are vividly reflected in the history of art,
in the form of classic script solutions,
which leads humanity to death and oblivion.

Today, Eco-cinema vividly reflects
the world’s environmental, man-made
and natural problems, signaling a person
to change the way of life for the better side,
because we can suffer bad consequences.
The genre of cinema of the 21st century
knows no boundaries, one of these genres
is apocalyptic and post-apocalyptic which
is closely intertwined with the theme
of Eco-cinema. “The first use of the term
‘ecocinema’ may be traced back to Roger
C. Anderson’s Ecocinema: A Plan for
Preserving Nature when he proposes to film
all living organisms in the world and show
them in theatres with simulated conditions
that resemble natural environments,
as a way of preserving nature (Anderson,
BioScience, 25 (7), 1975, first published
in 1966). Anderson’s proposal was
more of a sarcastic criticism towards
modern people’s growing detachment
with the physical world, but it suggests
the possibility of connecting the study
of ecology or the environment with
cinematic texts” (Chu 1).

Methods

The authors used the following methods
in research: theoretical, visual, film

and comparative analysis. In the search
and collection of world and domestic films
with apocalyptic elements were used
chronological and systematic methods.

In the art of the 19th—21st centuries
“revelations” of apocalypticism are among
the most expressive and powerful images
in mass culture and appear as one
of the popular topics: in music, visual
arts, theater, literature and cinema.

As noted by candidate of philosophy
Petev Nikolai Ivanovich: “Apocalyptic
ideas became especially popular

in the 20th—21st centuries” (3).

For almost two thousand years
the Apocalypse was layered with fantastic
and surrealistic images, but, over time,
with the development of science there
was a demarcation of facts from fantasy
and fiction, a deep analysis of the theme
of the Apocalypse and the theology
of Western European religions finds its dead
end by the beginning of the 20th century.
Nevertheless, the further fate of the rise
from the ashes of the Apocalypse is decided
by two world wars, nuclear and other tests,
technical and technological progress
that has had a detrimental effect
on the state of nature, and of course, all
these events have caused fear, anxiety,
and worry in the hearts of people around
the world.

Results

The cinematic image in this issue

is relevant, given the psychological

and educational effect of cinema

on the consciousness of society

in the 21st century, cinema is a synthesis
of painting, music, theater and literature.
Pictures with apocalyptic and post-
apocalyptic subjects awaken food

for thought in the audience. The relevance
of cinematic material can be viewed



from several perspectives, first — films
with elements of apocalyptic and post-
apocalyptic are massive in film culture,
this means that box office figures are high,
and Hollywood filmmakers have a primacy
in this niche, second — these are acute
environmental problems, which remain
unresolved to this day.

Currently, the situation of the ecosystem
can be considered critically vulnerable,
the planet is in ecological decline.
The words of senior lecturer and Professor
Nadezhda Berkova are just as opportune
in this case, “The ever-deepening
ecological crisis demonstrates the negative
consequences to which humanity’s
ambitions have led. The assault on nature,
ignoring its laws, its rights to sovereign
existence turn against man, threaten life
on earth” (153).

Discussion

In the history of cinema, the first
experimental and fantastic film about

a global catastrophe with an apocalyptic
plot is the film directed by August Blom
Verdens Undergang (The End of the World)
(1916), the same sense of the film was
made by the French director Abel Gans,
La Fin du monde, End of the World (1931),
but already with the sound. In the fifties,
the apocalypse stories evolved into
science fiction, where the main ideas

are the invasion of aliens, one of the most
striking examples is the film The Day

the Earth Stood Still (1951), most

of the film illustrates the deteriorating
relations between the USSR

and the United States. The topic

of the danger of nuclear weapons,

and the possible start of already he third
large-scale world war and the possible
destruction of the planet are also raised
in other films of that period: The World,
The Flesh and The Devil (1959),

On the Beach (1959), Dr. Strangelove
or: How I Learned to Stop Worrying and
Love the Bomb (1964), Fail Safe (1964),

The Last Man on Earth (1964), Testament
(1983), The Day After(1983), Threads
(1984), Dead man'’s letters (1986). Byron
Haskin, who made a film adaptation
of the work of Herbert Wells War of the
Worlds (1953), also followed in these
footsteps. Haskin’s film, which was
formulaic in its script at the time, won
popularity and found its audience thanks
to excellent special effects and a perfect
sci-fi world where aliens on their tripods
exterminate humans. There was also Chris
Marker's La Jetée (1962), a somewhat
experimental film that consisted of slide
shots of World War III and a crisis
in the human race.

On August 6 and 9, 1945,
the Americans dropped two atomic bombs
— The Little Boy and The Fat Man —
on the Japanese cities of Hiroshima
and Nagasaki. The explosions destroyed
most of these cities, and the exact number
of deaths is unknown: on average, it is
believed that there are at least 200 thousand.
Even more people were maimed and left
homeless: “Japan. At 8:15 A.M. on 6th
of August, the Enola Gay dropped
the first atomic bomb over Hiroshima,
whose population of approximately 350,000
included 43,000 troops... Three days later,
on August 9, the United States dropped
a second atomic bomb on Nagasaki,
with a population of 270,000” (Selden 6).
For many decades, millions of Americans
believe that it was The Little Boy and
The Fat Man who were able to stop the war
and thus saved the lives of both Americans
and Japanese. However, the survivors
do not agree that the world needed such
sacrifices. The Second World War greatly
influenced post-war Japanese cinema
also give birth to different subgenres,
especially the nuclear explosion
at Hiroshima and Nagasaki. It is in this
decade that the first films with elements
of apocalyptic and science fiction appear
as Gojira by Ishiro Honda, “Godzilla is
a mutation created by nuclear fallout,
and is a symbol of fear and horror
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because of his monstrous appearance
and uncontrollable power” (Tanaka 140).
After Gojira the Japanese film market
was flooded with films about monsters
terrorizing cities and versus between
enormous creatures as Mothra, Radon,
Kingu Kongu, etc.

The Soviet Union cinema was inferior
to its American, European and Asian
counterparts in terms of the number
of films released and in terms of the
semantic load reflected a slightly different
world with deeper philosophical and
religious overtones, such as Tarkovsky’s
Stalker(1979). It is also important to note
Dogs (1989) by Dmitry Svetozarov where
the cornerstone of the problem becomes
the drying up of an entire sea, Aralsk,
with an apocalyptic world where people
escape the feral dogs in the background.
The Chernobyl disaster of 1986 also added
to the list of Soviet films dealing with man-
made disasters, for example the film Decay
(1990). Dmitry Sych says in his article that:
“In fact, Decay started the tradition
of concentrating not only and not so much
on the technogenic aspect of the tragedy.
The picture perfectly conveys the atmosphere
of the late Soviet Union's bureaucratic
negligence and a kind of stagnant
indifference, as well as a succession
of small accidents that add up to one big
disaster” (Sych). After the first apocalyptic
films appeared, the theme began to unfold
more globally than just New Testament
prophecy.

The beginning of the 21st century has
given the world of cinema many wonderful
films about the end of the world and has
expanded the horizons of apocalyptic
so much that they are classified according
to the principles and blocks. Temporal,
Territorial and Worldview. According
to the temporal principle, stories are divided
into two genres: apocalyptic and post-
apocalyptic. To the first one we can refer
the films: Melancholia(2011), 2012 (2009),
The Day the Earth Stood Still (2008), etc.
To the second: The Book of Eli (2009),

Mad Max: Fury Road (2015), The Road
(2009), etc. In the territorial principle,
the apocalyptic plot can be local or global.
An example for the local character is

the film Lo imposible (2012), where

a giant tsunami washes away everything
in its path.

One of the elements of the post-
apocalyptic is the lack of food and clothing
and from 1930—1933, the lack of food
in the Kazakh land was so terrilying
and catastrophic that there were
documented facts of cannibalism,
it was a famine of biblical proportions:
“From 1930 to 1933, a devastating
famine ravaged the new Soviet republic
of Kazakhstan. More than 1.5 million
people, approximately a quarter
of the republic’s population at the time,
perished in the crisis. The catastrophe,
which was sparked by Joseph Stalin’s
policies of radical state transformation,
provoked profound social, demographic,
and environmental changes in Soviet
Kazakhstan, a territory approximately
the size of continental Europe” (Cameron
117). In the history of Soviet Union,
everyone remembers that Bolsheviks were
responsible for the man-made genocide
of soviet people, which led to the death
of huge part of the people, and this tragedy
to this day has no equivalents in the
history of mankind. “The Soviet famine
of 1932—1933 had calamitous results.
Leaving as many as eight million dead,
it devastated the principal breadbaskets
of the Soviet Union: Ukraine, the Volga
Valley, the north Caucasus region,
and Kazakhstan” (Engerman 194).

One of the first documentary works devoted
to famine (or in Kazakh language Jut) is
the film by V. Karin Life and lifestyle of
Kazakhstan (1928), and a feature film by
Mikhail Karostin, Jut (1931). Nowadays
young directors like Zhandos Espenbetov
raise the theme of Jut in the short film

Jut (2018). Serik Abikenov A handful

of wheat (2017), in the documentary film
by Yerkin Rakishev Famine (2018).



Jutis raised in feature films directed

by Damir Manabayev Angel of Death
(1991), Bolat Sharip Zaman Y (1991),
Slambek Tauekel Zheruyik (2011),

Bolat Kalymbetov Talan (2018), Yermek
Tursynov Zhat (2015). The famine

or “Holodomor” genocide is also was hard
to Ukrainian people: “There is still no
definite calculation of the number

of deaths from famine during 1932—1933.
In fact, this is one area of controversy
between historians such as Davies

and Wheatcroft, Conquest, Mace,
Maksudov, Ellman, Tauger and Vardy

and Vardy for example. Vasyl Hryshko
states in a 1935 study, at the peak

of the famine in March 1933, Ukrainians
were dying at a rate of 17 per minute,
1,000 per hour and 25,000 per day.

He said that the greatest deaths occurred
in 1933. The past president of Ukraine,
President Yushchenko, used these figures
to represent the numbers of death

by famine. According to Conquest,

the estimated deaths, including those
from dekulakization, reached 14.5 million”
(Melnyczuk 123). “A research project
conducted in the early 1950’s by Harvard
University, focused upon Ukrainian
refugees and discovered the issue

of cannibalism raised during the interviews.
Although the researchers were focused
upon the life histories being recorded, some
unknown and tragic historical material
evolved from the stories of the refugee
group. Quotations such as the one below
were recorded: There was mad woman
who killed her children one by one and fed
them to the others” (Melnyczuk 174).
Here is the list of feature films devoted to
Ukrainian Holodomor is: Mr. Jones (2019)
by Agnieszka Holland, Bitter Harvest
(2017) by George Mendeluk, The Guide
(2014) by Oles Sanin, Malen’ke zhittia

[A small life] (2008) by Aleksandr Jovn,
Golod-33 [Famine-33] by Oles Yanchuk,
In addition, many documentaries reflect
the horrors of the Ukrainian Holodomor

of 1932-1933 like The Soviet Story (2008)

by Edvins Snore, The living (2008)

by Sergei Bukovski, Holodomor,

le génocide oublié (2014) by Benedicte

Banet, Hunger for truth: The Rhea

Clyman story (2018) by Andrew Tkach,

Ukrainskaia noch’ 33 [The Ukrainian night

of 1933] (1998) by Vladimir Giorgienko.
The famine remains one of the least

well-known episodes in China’s modern

history. This is due to the reluctance

of the Chinese to make this kind

of information public, and for many people,

even the mention of those times causes

pain. It is not for nothing that the phrase

“Three bitter years” is used to describe

this catastrophe. “In China the famine

lasted four years, from 1958 to 1962.

[t began in the fall of 1958, was fought

with unequal success from November 1958

to July 1959, and then galloped from

the fall of 1959 onward. High death rates

continued not over a few months but for two

full years (1960 and 1961)” (Bianco 60).

If we compare Chinese famine during

1959—1961 with the Soviet famine

in 1932—1933 the famine was much more

terrible and lingering: “The total number

of roughly 34.6 million dead from hunger

mentioned her is in the range of the less

unreliable estimates at our disposal.

According to Li, almost half (17 million)

died in 1960 and more than half of the rest

in 1961, namely, 8.5 million, for a total

of nearly 25.5 million during the two

worst years, that is, 73.9 percent, closer

to three-fourths than to two-third,

of the total number of deaths. Again, more

than half of the remaining deaths occurred

in a single year, namely, 4.8 million

in 1959. We can assume that most

of these deaths occurred during the last four

months of the year, when the anti-rightist-

opportunist campaign raged. The rest were

distributed between the first and last years

of the famine: 921,000 deaths in 1958 and

3.35 million deaths in 1962” (Bianco 61).
In the Kazakh film industry,

environmental issues began to get topicality

in the 1990s. Various phenomena,
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disturbances and changes taking place

in the life of the society, historical facts

at this stage are the main topics

of cinematography, including
documentaries. In the non-fiction films

of Kazakhstan, the environmental problems
are closely intertwined with the theme

of apocalypse and are topical. Kazakh
documentary film calls for great attention
and deepening of the meaning of these
genres by the example of elements

of the apocalypse, such phenomena as:
the explosion of the atomic bomb,

the disappearance of the sea,

the eight-point earthquake, radioactive
substances emitted by missiles, all these
and other factors deepen the meaning

of the genre and call for more attention

to the environmental condition in general.
When studying documentary films

of Kazakhstan, it can be noted

that the number of films with apocalyptic
elements surpasses the number of feature
films, as evidenced by the number of films
released about the Semipalatinsk test site:
S. Shafir Nevada-Semipalatinsk (1989),
V. Roerich Karaaul (1989), O. Rymzhanov
Step from the Abyss (1989), S. Shafir
Sky in the Clouds (1989), T. Beisenov
Echo of the First Cry (2002),

K. Nurmagambetov Polygon,

A. Mansuryan Test (2019); Aral Sea:

G. Novozhilov The Aral Sea (1963),

E. Dilmukhamedova On the island

of Barsa-Kelmes (1978), V. Belyalov
Salty Tears of Turan (1988), S. Azimov
Joktau, Chronicle of the Dead Sea (1990)
and Joktau after 20 years (2011),

N. Raisov Requiem for the Aral Sea
(1988), G. Yemelyanov, S. Makhmutov
Aral — my fate (1991), V. Grudniskaya
We Go to Sea (2011), K. Suvorova
Tomorrow the Sea (2016), E. Bekkhozhin
The Aral Catastrophe: Solutions (2018),
A. Mamashuly The Old Man and the

Sea — a film about the return of Hope,

K. Beisekeyev The Last Ship (2020);
Ecological Condition of Almaty: A. Kulakov
Man moves mountains (1966), Automatic

service of mudslide notification (1967),
Animal Protection (1968), V. Tatenko
City and smog (1984), Yu. Litvyakov
Zhamankum (1987), V. Puzyrnikov
And then (1991). Bauyrzhan Nogerbek,
a famous Kazakh film critic notes
that documentaries of 1980’s opened
people’s eyes: “In a purely thematic aspect
in Kazakh cinema art of Perestroika period
the issues of ecology, social unsettlement
of inhabitants of the Aral Sea region
and Semipalatinsk polygon, tragedy of
national intelligence who suffered bloody
repressions were first raised by Kazakhstan
documentary filmmakers in late 1980s”
(266). Sergei Azimov and Makhmutov's
documentaries Joktau, Chronicle
of the Dead Sea and Joktau after 20 years,
Requiem for the Aral Sea (1988—1990),
about the problems of the Aral Sea,
a major ecological disaster as a result
of unreasonable human management
of the land. These chronicles of the dying
lake, showed keenly the universal tragedy
of the Aral Sea, which has become
heartache for every Kazakh. This is how
Bauyrzhan Nogerbek talks about these
films and filmmakers: “Director Sergei
Azimov had the courage to put the concept
of the film into the title. Yes, this is
the lament of the people and the lament
of the artist Azimov for the land of his
ancestors, for the already dead sea” (207).
In these films, one can notice a direct
relation of natural and man-made disasters
to the theme of the apocalypse, because
a local disaster is fraught with the possibility
of turning into a global one, as it was with
the Chernobyl nuclear power plant in 1986.
With the collapse of the Soviet Union,
the domestic feature film industry was
looking for new ideas and solutions in order
to develop the film industry, which was
in a deplorable state. The citizens
of the former Soviet republics were
devastated, lost and forgotten, in this case
it is a post-apocalyptic of many states,
cities, villages, as this was an apocalyptic
created by the hands of politicians.



In the films of the early nineties, we can
see the degradation of society, of human
beings. People who lived in the villages

in that period drank, begged, which
resembles the scenery of post-apocalyptic
in the shots of some movies. Analyzing
domestic feature films with elements

of apocalypse and post-apocalyptic were
identified in such directors as: Rashid
Nugmanov Needle (1988), Wild East
(1993), Amanzhol Aituarov Touch (1989),
Yedige Bolysbayev Sea, Come! (1989),
Satybaldy Narymbetov Prayers of Leyla
(2002), Bolat Kalymbetov Ainalayin
(1990), Rustam Abdrashev Gift to Stalin
(2008), Adilkhan Yerzhanov Realtor (2011),
Bektybaev Almas Sea Wolf (2012),
Bakhtiyor Khudoinazarov Waiting

for the Sea (2013), Zhanna Isabaeva
Bopem (2015), Zhanna Shuraeva

To the Last Sea (2017) and many others.
Gulnar Abikeeva, a famous Kazakh film
critic, describes Bolat Kalymbetov's
Aynalayyn as follows, “Scorched steppe,
clay houses, dilapidated fences are a sign
of hopelessness and desolation” (275).
According to Bauyrzhan Nogerbek, Bolat
Kalymbetov's film: “...easily and organically
fits into the series of films about Kazakh
aul, the dying Aral, the nuclear test site,
into the range of those films that, in a sense,
influence the public consciousness” (239).
In reality, Bauyrzhan Nogerbek cites those
facts that were withheld from society

in those years. And because of concealment
of facts, people were misinformed by false
promises which led to men becoming
impotent, women — infertile, of course
this is the result of nuclear tests. This film
became a kind of symbol of the awakening
of the people through the awakening

of the hero. One should also note Satybaldy
Narymbetov's Leyla’s Prayers (2002),
which became one of the most significant
phenomena in Kazakhstan’s film industry.
As Gulnara Abikeeva writes: “Indeed,

the theme of the Semipalatinsk test site and
nuclear tests in Kazakhstan is raised

for the first time in a feature film. It is not

by chance that the opening credits are
dedicated to documentary filmmaker Oraz
Rymzhanov whose film The Test Site (1991)
had a great resonance in society and did much
to stop nuclear testing in Kazakhstan” (209).
In local films there are only some
elements and details of such a vast and
deep theme as the apocalypse, there are
some references to sacred scriptures,
and besides the realistic apocalypse where
the destruction of the local or global scale
occurs in the literal sense, there are films
with other outcomes of plots such as:
the inner experience of the characters
associated with different circumstances,
and these experiences grow into depression
or loneliness, in a way these characters
experience a profound inner apocalypse
of the soul. The appeal of apocalyptic
formulas comes from the fact that they
fulfill the most urgent viewer demands
of recent decades. They simultaneously
spell out and resolve the current conflicts
of values inherent in the viewer; they
allow the realization of taboo but desirable
scenarios without undermining but rather
reinforcing their positive attitudes;
and, most importantly, they express
the value changes of the new era, putting
these changes into familiar and pleasing
forms. Apocalyptic films are a very
interesting phenomenon that combines
the signs of mature postmodernism
with a sharp demand for the rehabilitation
of old values and narrative stereotypes
(this is achieved through the appropriation
of elements of old and once beloved genres
and aesthetics). These films vividly display
new ways of perceiving time in a work
of fiction; a renewed attitude to the fictional
world as such — as an independent virtual
playground where anything is possible,
and where a variety of ethical and event
plots can be realized.

Conclusion

Analyzing all the above films one can come
to the conclusion that the themes
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of apocalypse and post-apocalypse

are reflected in the fiction and non-fiction

films of local production. But, many

directors of the above films did not resort

to the eschatological theme, approaching

this issue only from the ecology of the local

scale. National life and culture in many ways

do not allow to penetrate into this subject,

evolve it, and that is why we have only

elements of this genre, but the apocalypse

in local cinema has the right to life.

At the present stage of screen art

development in Kazakhstan, it is necessary

to solve complex issues concerning

the production of feature films, the genre

of apocalyptic and post-apocalyptic,

including the creation of a deep, meaningful

apocalyptic image, which, despite its novelty

in our cinematography will match the world

of ideas of current society, fulfilling aesthetic

and ethical functions, exciting those ideas.
At the same time, we can conclude

that mass replication of the topic has

in some ways turned it into a cliché and

made the apocalypse a cultural event that

no longer inspires the same kind of fear

in its viewers. The subject of the apocalypse

as “the end of history” and at the same time

as an opportunity to “rewrite” it is peculiar

to American and European perception

as an attempt and a desire to escape

to the “beginning of time” and nostalgia

for the “old world” and simultaneously

as a way of psychological “discharge”.

In general, apocalyptic performs a set
of functions: therapeutic, simulative,
entertaining, ideological, and reflects
the main problems of the time.

Modern art affects people's minds
and judgments. Considering the present
situation in the world in 2021, the modern
man is disoriented and frightened that this
situation in the world may lead to more sad
consequences and humanity will really have
to repeat the fate of invented heroes of post-
apocalyptic films with different scenarios.
As much as man does not want to curb
nature and integrate new technologies
for the good of civilizations, nature can
destroy the century-old culture of people
in an instant, although man is guilty
of many moments in natural and man-made
cataclysms. Everything we do today will have
a negative effect on nature, resulting in new
ecological consequences tomorrow.
The human race must reflect on its actions
before the natural world and be more
prudent in exploiting the environment
and creating a bright future without
the consequences of the apocalypse. Will
there be an apocalypse?!, and whether or not
a post-apocalyptic time awaits us, will we
become extinct like the dinosaurs did
65 million years ago, or will someone
survive?!, or will everything end
in apocalypse like in Trier's film
“Melancholia”, it is up to each of us
to solve this question...



ABTOpAaapAbliH yneci

b. T. ©64iKacbiIMOB — 3epTTey XKYPridy, }yMbICTbl KypacTblpy, 94€06UETTEPAI KoHe
OePEK Ke3aepiH KuHaKTay, dunbMorpadus KypacTbipy, MaTiHAI pedakuusanay,
HoTUXKeNepai TYXKblpbiMaay.

A. A. MaluypoBa — CbIHW YKaHe TeOPUS/IbIK Tangay, 9aaebueTTep oHe AepeKk
Ke34epiMeH XyMbIC xacay, MaTiHAI pejakuusanay, Makana MaTiHiH Xapusanayra
JaunblHaay.

Bknap aBTOpOB

B. T. A6ablKacbiMOB — NpoOBeEeHME nccnefoBaHns, KOMNOHOBKa paboTkl, c60p
[JaHHbIX U MOWUCK NuUTepaTypbl, cocTaB/ieHne unbmorpadumn, pegakumsa TeKCTa,
KOHLeNnTyannsauusa pesynbTaTos.

A. A. MawwypoBa — KPUTUYECKUIN 1 TEOPETUYECKMIK aHaNn3, paboTa ¢ MCTOYHUKaMMU
W NUTepaTypon, pefaKLmsa TeKCTa, MOAFOTOBKA M JOopaboTKa UccneaoBaTebCKowm
4acCTu TeKCTa, NOArOTOBKa CTaTbM AN1a Ny6anMKaunu.

Contribution of authors

B. T. Abdikassymov — research, implemented drafting of the work, collecting
of literature and data, compilation of filmography; revision of the text,
conceptualization of findings.

A. A. Mashurova — critical and theoretical analysis, work with data and literature,
revision of the text, preparation of the article for publication.

Central Asian Journal of Art Studies Volume 6. Issue 2. 2021



102

Central Asian Journal of Art Studies Volume 6. Issue 2. 2021

References

“Apocalypse.” Oxford Reference, https://www.oxfordreference.com/view,/10.1093/
oi/authority.20110803095418920. Accessed 01.04.2021.

Abdiraiymov, S. Golod v Kazakhskoi stepi: Pisma trevogi i boli [Famine in the Kazakh
Steppe: Letters of Anxiety and Pain]. Alimaty: Qazaq universiteti, 1991. (In Russian)

Abikeyeva, Gulnara O. Kino Central'noj Azii (1990-2001) [Cinema of Central Asia
(1990-2001)]. Almaty, 2001. (In Russian)

Abikeyeva, Gulnara. Naciostroitel'stvo v Kazahstane i drugih respublikah Central'noj
Azii i kak jetot process otrazhaetsja v kinematografe [Nation-building in Kazakhstan
and other republics of Central Asia and how this process is reflected in the cinema].
Almaty: OF CCAK, 2006. (In Russian)

Abylkhozhin, Zhuldyzbek et al. “Kazakhstanskaia tragediia” [“Kazakhstan tragedy”].
Voprosy istorii [Historical issues], vol. 7, 1989, pp. 53—-71. (In Russian)

Bandy, Alan, S. “The Layers of the Apocalypse: An Integrative Approach to Revelation’s
Macrostructure.” Journal for the Study of the New Testament, vol. 31, no. 4, 2009,
pp. 469-499. SAGE, DOI: 10.1177,/0142064X09104961.

Berkova, Nadezhda. “Chelovek i priroda v neigrovom kino o Kazahstane (1925-1930)”
[“Human and nature in non-fiction films about Kazakhstan (1925-1930)"]. Teatr.
Zhivopis'. Kino. Muzyka [Theater. Fine art. Cinema. Music], no. 2, 2018, pp. 153-170.
Cyberleninka: cyberleninka.ru/article/n/chelovek-i-priroda-v-neigrovom-kino-o-
kazahstane-1925-1930 (In Russian)

Bianco, Lucien. “Comparing the Soviet and Chinese Famines: Their Perpetrators,
Actors, and Victims.” East/West: Journal of Ukrainian Studies, vol. 3, no. 2, 2016,
pp. 51-74. Ejwus. DOI: 10.21226/T22P4C

Brereton, Pat “Environmental Ethics and Film (1st ed.)”. Routledge, 2015,
DOI: 10.4324/9781315797151

Bulfin, Ailise. “Popular culture and the ‘new human condition’: Catastrophe narratives
and climate change.” Global and Planetary Change, vol. 156, 2017, pp. 140-146.
ScienceDirect, DOI: 10.1016/j.gloplacha.2017.03.002.

Cameron, Sarah “The Hungry Steppe: Famine, Violence, and the Making of Soviet
Kazakhstan.” Cornell University Press, 2018. JSTOR, www.jstor.org/stable/10.7591/
j.ctt21h4vb7 (accessed May 20, 2021).

Cameron, Sarah. “The Kazakh Famine of 1930-33: Current Research and New
Directions.” East/West: Journal of Ukrainian Studies, vol. 3, no. 2, 2016,
pp. 117-132. Ewjus. DOI: 10.21226/T2T59X.

Christman, Sophie and Elizabeth Kaplan. “The Climate of Ecocinema.”
Research Paper — University of Oxford, 2017. ResearchGate, DOI: 10.1093/
acrefore/9780190228613.013.121.



Chu, Kiu Wai. “Ecocinema” Journal of Chinese Cinemas, vol. 10. no. 1, 2016,
pp. 11-14. Tandfonline. DOI: 10.21080/17508061.2016.1142728

Cubitt, Sean, Salma Monani and Stephen Rust. Ecocinema Theory and Practice
(1sted.). Routledge, 2012. DOI: 10.4324/9780203106051.

Engerman, David. Modernization from the Other Shore: American Intellectuals and
the Romance of Russian Development. Harvard University Press, 2009.

Fagan, Madeleine. “Who’s Afraid of the Ecological Apocalypse? Climate Change
and the Production of the Ethical Subject.” The British Journal of Politics and
International Relations, vol. 19, no. 2, 2017, pp. 225-244. SAGE,

DOI: 10.1177/1369148116687534.

Sych, Dmirty. “Filmy pro Chernobyl — Tolkovoe kino.” [Films about Chernobyl —
Explanatory cinemal]. Afisha bigmir, 26 April 2021, afisha.bigmir.net/kino/4879667-
filmy-pro-chernobyl-tolkovoe-kino. Accessed 02.05.2021. (In Russian)

Gergan, Mabel. “Earth beyond Repair: Race and Apocalypse in Collective Imagination.”
Environment and Planning D: Society and Space, vol. 38, no. 1, 2018, pp. 91-110.
SAGE, DOI: 10.1177/0263775818756079.

Holm, Polm and Charles Travis. “The New Human Condition and Climate Change:
Humanities and Social Science Perceptions of Threat.” Global and Planetary Change,
vol. 156, 2017, pp. 112-114. DOI: 10.1016/j.gloplacha.2017.08.013.

Joyce, Stephen. Transmedia Storytelling and the Apocalypse. Palgrave Macmillan, 2018.

Transnational Ecocinema. Film Culture in an Era of Ecological Transformation. Edited
by Pietari Kéapa and Tommy Gustafsson. 2013.

Keller, Catherine. “Why Apocalypse, Now?” Theology Today, vol. 49, no. 2, 1992,
pp. 183-195. SAGE, DOI: 10.1177 /004057369204900205.

Lee, Harry F. “Internal wars in history: Triggered by natural disasters or socio-ecological
catastrophes?” The Holocene, vol. 28, no. 7, 2018, pp. 1071-1081. SAGE,
DOI: 10.1177/0959683618761549.

Melnyczuk, Morgan L. ‘Remember the peasantry’: A study of genocide, famine, and
the Stalinist Holodomor in Soviet Ukraine, 1932-33, as it was remembered by post-
war immigrants in Western Australia who experienced it. 2010. University of Notre
Dame, Australia. Doctor of Arts (DA) thesis, researchonline.nd.edu.au/theses/52.
researchonline.nd.edu.au/theses/52/

Narine, Anil. Eco-Trauma Cinema (1st ed.). Routledge, 2014.

Nogerbek, Baurzhan. Ekranno-fol'klornye tradicii v kazahskom igrovom kino [Screen-
folklore traditions in Kazakh fiction cinema]. Aimaty: RUAN, 2008. (In Russian)

Nogerbek, Baurzhan. Kino Kazahstana [Cinema of Kazakhstan]. Aimaty: NPC, 1998.
(In Russian)

Central Asian Journal of Art Studies Volume 6. Issue 2. 2021



104

Central Asian Journal of Art Studies Volume 6. Issue 2. 2021

Nogerbek, Baurzhan. Na ekrane 'Kazahfilm' ['Kazakhfilm' on the screen]. Articles,
reviews, essays, interviews. Almaty: RUAN, 2007. (In Russian)

Petev, Nikolay. Apokalipsis kak jeticheskaja problema: jetiko-filosofskij analiz
[Apocalypse as an Ethical Problem: Ethical and Philosophical Analysis.]. 2016.
Vladimirovsk State University, PhD thesis. (In Russian)

Selden, Mark. “The United States, Japan, and the atomic bomb.” Bulletin
of Concerned Asian Scholars, vol. 23, no. 1, 2016, pp. 3—-12. Tandfonline.
DOI: 10.1080/14672715.1991.10413158.

Tanaka, Motoko. Apocalypticism in postwar Japanese fiction. 2011. The University
of British Columbia, PhD thesis.

Baybip:kan 96aikacsimoB, Auna Mauyposa

T. K. )KyprenoB atbinaarsl Kazax yaTThiK oHep akaaeMHusichbl
(Anmarsl, Kasakcran)

KA3AKCTAHIbIK S3KOKUHO ANOKAJIUIMTUKA }K9HE MOCTANOKAJIUIMTUKA }AHPJ1APbI
HETISIHAE

AHpaaTtna. byn makanaHblH 6acTbl KO3FaWTblH ©3EKTI MOCENECi Ka3aK KMHO eHEPIHAEr anoKanunT1Ka
YKOHEe MocTanoKanunTMKa TaKblpblObl 60bIN Tabblnaabl. ¥YCbIHbUIbIN OTbIPFaH Makana oTaHAblK KUHO
©6Hepi asicblHAa, Kasipri 3aMaHHbIH, 63€KTi MacesienepiHiH 6ipi 9KONOrms KaHe TEXHOreHIK annatrapbl
KapacTblpabl. ANOKaNMNTUKA KaHEe NOCTaNoKaaMNTUKA TaKblPbINTapbl 3KOJOTUSASIbIK }KoHe TEXHOreH K
anatTapMeH TiKenen 6annaHbICTbl, OUTKEHI aTanMblll anatrap 6YKin 9KOXYMEHIH, afaM3aTTblH, Hemece
OHbIH, YIKEH GeNiriHiH XOoWblybliHa 9KENETIH KNHOAAFbl KEH TapasiFaH cLueHapuinepin, 6ipi. Bykin
afaM3aTKa TeHin TypFaH Kayblin, 6y KopliaraH OpTaHblH 3KOMOrMs/bIK NPo6aieManapbiHbiH TybiHAAYbI.
KasakcTaH 6acka anem engepi CeKinai ayblp 9KONOrMANbIK AaFdapbiCTapabl, TEXHOreHiK anatrapbl
6acTaH Kellyae *aHe onapapl Welly macenenepi anemMaik npobnemanapabiH, KatapbiHaa. Makana
KazaKctaH Pecny6nvKacblHbIH, ¥ATTbIK KUHEMATOrpadusablk @HEepiHiH, aMepUKaHbIH, eyponaHblH *KaHe
a3us KuHemaTtorpadTapblHbIH, MaTepuanfapbiHbiH TYCbIHAA XKYPri3ingi.

MaKanaHblH, HEri3ri 9ficTepiHe TEOPUANbIK Tanaay, cablCTbipMalibl TYPAE 3EPTTEY, TapUXM LLOY
artaabl.

OpTanblK A3USIHbIH, KOMTEreH eHipaepi CoHbIH iWiHAe KadaKcTaH — 3KONOrUs/IbIK TYPFblAaH TYPaKChI3
6onbin Typ. Ananaa, 6yriHri TaHaa 6y macenenep Kasak KoFamMblHAa MaHbl3/bl TaKblPbINTapbIHbIH,
GipiHe avHana anmagbl.

KunHo anemiHae e3iHAiK Taxipubenepi 6ap ipi MEMIEKETTEP aKblp 3aMaH TaKblpblOblH KOMTEreH
ToNTapra Xiktendi. X ep-a1emM aK0NoruacbiHbIH 6y3blnybl, OYKiToNeMAaiK, eprifikTi, TEXHOreHAiK
YXoHe TabuFKu anatTap CbiHAbl aKkblp3aMaH 3/IeMeHTTepPi — KMHeMaTtorpadTbliH, KNacCcuKanblK
CIOXXeTTepiHe XaTabl.

OTaHAblK KWHOTaHY FblibIMbIHAA anoKaauncuc 3epTreIMereH TakblpbinTapabiH 6ipi. Con cebenti
KWHO eHepi TYPFbICbIHAH TEPEHIHEH 3epaeney KepeK. 9NnemMaiK KUHOPEXUCCYpaMeH canbIiCTbipFaHaa



6i34iH oTaHAbIK PUIbMAEP anOKaNUMNCUC TaKblPblOblH — KyAblpaFaH 3KON0rUabIK anatrapbiMeH
FaHa KepceTea,.

Tipek ce3gep: anoKanuncuc, NOCTanoKaanncuc, 3KOKMHO, allTblK, OHEP, IKONOrMs, ANEMEHT, anar,
KnHemartorpad.

HoareKkce3s ywiH: 96ikacbiMOB, baybipxaH aHe Anaa MawypoBa. «KazaKkcTaHAblK 9KOKMHO
anoKanunTUKa XaHe NocTanoKanuMnTuka xaHpnapbl». Central Asian Journal of Art Studies, 1. 6, N2 2,
2021,93-106 6. DOI: 10.47940/cajas.v6i2.396.

Baybip:kan AoapikacbiMoB, Auga MaiwypoBa

Kasaxckas HaumonasnbHas akagemus uckycers umenn T. K. JKyprenosa
(Anmarsl, Kazaxcran)

KA3SAXCKOE 3KOKUHO CKBO3b NMPU3MY XAHPOB AMOKAJIUNTUKN U
MOCTAMOKAJIUNTUKHU

AHHoTauus. OCHOBOM 1aHHOW CTaTbM ABNSETCSA PACCMOTPEHUE UFPOBbIX U JOKYMEHTaNbHbIX
GUIbMOB C 3/IEMEHTAMM XXaHPOB anOKaIUNTUKN U NOCTAaNOKaNUMNTUKN B KAa3aXCKOM KMHemaTtorpade.
MpeacTaBneHHas cTaTbsl KpanHe aKTyasbHa, EC/IM MPUHSATL BO BHUMaHUWE, YTO PacCMOTPEHME
anoKaMNTUYECKON TEMATUKM MPOUCXOAUT B PaMKax JIOKanbHbIX 9KONOMMYECKUX U TEXHOFEHHbIX
npo6nem. AnoKannnT1Ka v noctanoKaamnTMka HeMOCPEACTBEHHO CBSA3aHbl C 9KOIOrMYECKUMU

N TEXHOTEHHbIMW KaTacTpodamMu, KOTOPblE CTAHOBATCSA MPUYMHON Kpaxa Lie/Io SKOCUCTEMbI,
4enoBEYEeCKOM pachl UK ee OFrPOMHOM YacTK. TO OAHO M3 PACMPOCTPAHEHHbBIX KNAaCCUYECKUX
CLEeHapHbIX pelleHnin B MMPOBOM KMHO. Cepbe3HenLias yrpo3a Ans BCEro YeloBe4YecTBa

1 COBPEMEHHOI0 MMpPa — 3TO PeaibHOCTb MOBaNbHbIX 3KONOTMYECKUX NMPOBIEM OKPYKatoLen
cpeabl. KasaxcTaH TaK e, Kak 1 Apyrue CTpaHbl, NEPEXMBAET TAKEbIN 3KONOMMYECKUI KPUSKC,

1 BOMNPOCHI €ro PeLEHUs HAaX0AaTCS B 3TOM psfy BCEMUPHOMW NpobneMel. MiccnegoBaHne NpoBeAeHO
Ha MaTepuanax HaluMoHaNbHOro KWHeMaTorpadunyeckoro UcKkyccTBa Pecnybnmku KasaxcraH,
aMepPUKaHCKOro U COBETCKOro KMHemaTorpada, ctpaH EBponbl n A3un paHHero, a Takxe
COBPEMEHHOr0 NEPMOAOB Pa3BUTHS.

MeTogonornyeckas ocCHoBa CTaTbW COCTOMT M3 TEOPETUKO-KMHOBEAYECKOr0, BU3YaNIbHOrO,
GUNBbMUYECKOrO 1 CPaBHUTENIbHO-COMOCTABUTENBHOIO aHanu3a.

MHorune pernoHsl LieHTpanbHom A3umn, 0co6eHHO KadaxcTaH, OCTaloTCA 9KON0rMYeCKH
HecTabunbHbIMWU, HO Ha CErOHSALWHUI AEHb 3TW BONPOCHI HE CTaM BaXXHOM TEMOW 4151 Ka3aXCKOro
KnHemartorpada.

MupoBo KuHeMaTorpad MMEET He TOIbKO 6OMbLLIOM OMNbIT KWHOMPON3BOACTBA B 3TOM
HarnpaBfiEHUU, HO U Ha AaHHbIX MOMEHT KnacCUDULMPYET KaHP MO rpynnam u cybxaHpam.
Knaccuyeckue cloxeTbl KWHemaTorpada Ha TeMy KOHLLa CBEeTa: pa3pyLeHne 3KOOrMu NnaHeThl,
MWPOBbIE U NIOKa/bHblE€ TEXHOrEHHbIE U MPUPOAHbIE KaTacTPOPbl — OTHOCATCA K 31EMEHTaM KaHpa
anokanuncuca.

B oTe4yecTBEHHOM KMHOBEAEHMM aMOKanUMNCKUC, UK KOHEL, CBETA, OCTAETCS OHOM
M3 HEU3YYEHHbIX TEM. [T03TOMY aHHYO TEMY HY}KHO Yriy6asTh C TOYKM 3PEHUS KUHOUCKYCCTBA.
PaccMoTpeHbl Ka3axckne GuabMbl C a1EMEHTAMM KaHPa anoKaaMNTUKK, HO MO CPaBHEHWUIO
C MUPOBbIMMU KMHOPEXMUCCEPaMU TEMA OTPaXKaeTCs TOJIbKO CO CTOPOHbI AerpaaMpoBaHHOM 3KONOMUH.

Knro4yeBblie cnoBa: anoKanuncuc, NocTanoKaamnncuc, 3KOKMHO, ronoaoMop, UCKYCCTBO, 3KONOMUS,
3IEMEHT, KaTacTpoda, KnHematorpad.

Ans untnpoBaHus: A6abiKacbiMoB, baybipykaH 1 Anga MalwwypoBa. <Ka3axcKoe 9KOKMHO CKBO3b
NpM3My XaHpoB anoKanunTUKKM 1 NocTanoKanunTuku». Central Asian Journal of Art Studies, 1. 6, N2 2,
2021, c. 93-106. DOI: 10.47940/cajas.v6i2.396.
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