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ABSTRACT. This article examines the image of the “other” in Soviet-era Kazakh cinema through Shaken
Aimanov's film, Konets atamana (The End of the Ataman, 1970), analyzed within the context of the Eastern
genre — the Soviet counterpart of the American Western. The classical Eastern reproduced a colonial logic
of representation: Russian characters acted as bearers of progress, while Central Asia was portrayed

as an object of modernization. The article explores how a Kazakh director, working within a genre
historically marginalizing Kazakh subjectivity, rethinks its logic from within and asserts national identity

as a cultural resource. The methodological framework of the study is based on an analysis of representation
that combines three analytical axes: the fluidity of the border between the categories of “self” and “other”;
the reinterpretation of the image of “savagery” in the Kazakh Eastern; and the construction of the image

of the "other” — Xinjiang — from the perspective of a Kazakh subject. The analysis demonstrates

that the film's protagonist, Chekist Chadyarov, is constituted through the constant crossing of geographical,
political, and cultural borders: national identity is transformed from an object of representation

into a strategic resource, and the border becomes a space of negotiation. For the first time in the Soviet
Eastern, the function of the hero as a “screen” for viewer identification is assumed by a Kazakh protagonist.
At the same time, in its depiction of Xinjiang the film reproduces an asymmetry of representation, creating
what may be called a “chain of Orientalism.” The article concludes that The End of the Ataman functions
simultaneously as genre cinema conforming to Soviet ideological norms and as a new space of cultural
identification for Kazakh audiences, in which national culture and tradition gain an autonomous voice.
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MauymorTo, Akupa. «Keniccesaep KeHicTiri peTiHaeri wekapa: LLakeH
ANMaHOBTbIH, "ATaMaHHbIH akblpbl” GUABMIHAETT YATTbIK Biperennik

XaHe "e3re” belHeCiHiH TpaHchopMaumsackl». Saryn, T. 14, N2 3, 2026, 20-31 6,
DOI: . (AFbINWbIHLIA)

YATThIK Bipereinik, kasak KMHOChI, LLiakeH AliMaHOB, «ATaMaHHbIH, aKblpbl», UCTEPH,
«@3re» BerHeci, KeHeCcTiKk OpUEeHTaNN3M, pernpeseHTaLms.

ABTOpP MakanaHbl XeTingipyre biknan eTkeH KyHZAbl Nikipaepi MeH yCbiHbICTapbl
YLUIH XXYpHanAblH aHOHUMAI peLeH3eHTTepiHe anfbic Hingipeai. CoHgali-ak aBTop
>XKapuanaHbiMfa MyMKIHZIK 6epreHi, konkasbaHbl fanbiHAAYAbIH 6ap/blk Ke3eHiHae
KepceTKeH Kongaybl MeH KyHZbl KEHECTepI YLUIH HOMIPAIH, WakKblpblAfaH peaakTopsl
l'ynbHapa OvipaToBHa AbukeeBafa LbiHaMbI anfbiC Bingipeai.

MakanaHbl ganbiHgay 6apbicbiHga Claude Fable 5 (Anthropic) >xacaHabl
WHTEeNNEKT MOZei Keneci MiHAeTTep YLWiH nalifanaHbligbl: Kasak TiniHaeri
aHAaTnaHblH anfallkbl HYCKacblH KypacTblpy; 6apAbIk TingepAeri atayabl,
aHAaTNaHbl XXaHe TipeK Co3Aepai XeTINAIpY XoHe CTUAbAIK peaakumanay;
aaebuettep TiziMiH MLA cTuniHe calikec pacimgey. XU syMbICbIHbIH, 6apabik,
HaTUXKeNepiH aBTOP Tekcepin, eHAesi XaHe Makana Ma3MyHblIHa TObIK
>KayarnkepLuinik anagbl.

Makana LLakeH AlMaHOBTbIH, 1970 Xblsibl TyCipinreH «ATaMaHHbIH akblpbl» GUAbMI HerisiHAe
KeHecTiK Ke3eHJeri kasak KNHOCbIHAAFbl «backa» berHeciH 3epTTeyre apHanfaH. PuabM amepuKaHabIK
BECTEPHHIH KeHecTik 6asamachl caHanaTblH UCTEPH XaHpPbl KOHTEKCTIHAE KapacTblpblaadbl. Knaccukanbik,
UCTEPHAE OTapLLbIAbIK pernpe3eHTaLma ormkackl KOpiHiC TanTbl: OPbIC KeRinkepaepi nporpecc
TacbiMangayLublnapbl peTinge kepcetince, OpTanbik, A3ns MOAEPHM3aALIMS HbICaHbl PeTiHAe benHeneHa.
Makanaza Kasak pexuccepiHiH Tapuxu Typfblaa kasak CyobekTiniriHe Kapcbl 6afbiTTanFaH XaHp iWiHAe XYMbIC
iCTei OTbIPbIM, OHbIH, JIOTUKACbIH ILUTEH KaiTa NanbiMaan, YATTblK Gipereinikti MaZeHn pecypc peTiHae Kanawn
GekiTeTiHi 3epTTenesi. 3epTTeyiH aicCHamManblk, Heri3i — yLu Tangay eweMiH GipikTipeTiH penpeseHTaums
Tanjaybl: «©3» XaHe «e3re» KaTeropusnapbl apacbiHAafbl LekapaHblH UKEMAIIT, Ka3ak UCTEPHIHAETI
«Kabambliblk» BeHeCiH KariTa nabiIMAay XXaHe KasakK CyObekTiCi TypFbiCbiHaH «e3re» — LLbIHKaH — 6eliHeCiHiH,
Kypblaybl. Tangay kepceTkeHAew, duabMHiH 6acTbl keRinkepi, Yeknct Yaabapos reorpadusbik, cascm
>K9He MaJeHW Luekapanapabl YHeMi Kecin eTy apkbl/ibl KasbinTacagpl: YATTbIK Biperennik penpeseHTaLms
HblCaHbIHaH CTpaTernAbIK Pecypcka, an Wekapa kesiccosaep KeHicTiriHe alHanagpl. KeHecTik nctepHae anfalu
peT KepepMeH NAEHTUPMKALMACBIHBIH, «3KPaHbl» KbI3METIH aTkapaTtblH KahapMaHHbIH, GYHKLMACHI Ka3ak,
KeninkepiHe ayblcagpbl. CoHbIMeH KaTap LUbIHxaHabl BeliHeney kesiHge GuabM penpeseHTaLms acMMMETPUACHIH
KalnTa eHaipin, e3iHAIK «OpueHTanu3Mm TizberiH» kypanapl. KopbiTbiHAbIAa «ATaMaHHbIH akbipbl» 6ip Me3ringe
KeHecCTiK MAeON0rUANbIK HOpManapFa COMKeC XXaHPbIK KMHO PeTiHAE XaHe Ka3ak KepepMeHi YLUiH YATTbIK
M3ZEHMET MeH A3CTYP 63 AayblCbiHa Me 6oNaTbliH MAZEHN MAEHTUDUKALIMAHBIH, XXaHa KEeHICTIr peTiHae Kbl3MeT
eTeTiHi Ty KblpbiMZAanaabl.

SARYN PELEH3UNANAHATbBIH XYPHAN 23


https://doi.org/10.59850/SARYN.3.14.2026.384

C ;apyn Ne 3. 2026 ISSN 2960-2351 (oHnaiit) ISSN 2960-2343 (neuatHbiii)

24

© 2026 AsTop(bl). Ony6anKkoBaHo Ka3saxckoii HauvoHanbHOV KoOHcepBaTopueli MeHn KypmaHrasbl. HacToslwas ctaTbs pacnpocTpaHAeTcs Ha YCI0BUAX
muensumn Creative Commons Attribution-NonCommercial-NoDerivatives (CC BY-NC-ND 4.0) (http://creativecommons.org/licenses/by-nc-nd/4.0/), kotopas
paspellaeT HEKOMMepPUeCKoe UCMoJIb30BaHUe, PacnpocTpaHeHUe 1 BOCMPOU3BeeHMe MaTepuaa Ha JIlo6oM HocuTesle NPy YCI0BUN HajJ/ieXKalllero LUTMpoBaHus
OpUrMHanbHOM paboTbl, 6e3 BHECEHUA N3MEHEHN, NepepaboTkn UM CO3AaHNUsA NPON3BOAHBIX MaTepuanoB.

DOI 10.59850/SARYN.3.14.2026.384

Aknpa Mauymoto

[JokTopaHT LleHTpa cnaBAHO-eBPa3nNCKMX nccnefoBaHmi
YHusepcuteta Xokkago (Cannopo, AnoHus)

ORCID ID: 0000-0002-4234-3277
email: utyuuuushooojooo09@gmail.com

[ PAHMLA KAK MPOCTPAHCTBO
MEPEFOBOPOB: HALLMOHAJ/TbHAS
MAEHTUYHOCTb 1 TPAHC®OPMALWMA
OBPA3A «ZIPYTOro» B ®UNJ/IbME
LLIAKEHA AUMAHOBA

«KOHEL, ATAMAHA»

Asmop npoyuman u 0006pus OKOH4YaMeIbHbIli 8apUAHM pyKONUCU U 3dsesisem 06 omcymcmeuu
KOHGUKMa UHMepecos.

Moctynuna B pegakumto: 16.05.2026
MpuHsaTa K ny6ankaumu: 12.08.2026

PELEH3UPYEMBIW XYPHAN SARYN



2026 (Sapyn

MauymoTto, Akumpa. «[paHuLa Kak NPOCTPaHCTBO NeperoBopoB: HaLMOHa bHas
WAEHTUYHOCTb U TpaHCchopMaLmsa obpasza “"apyroro” B dpunbme LllakeHa
AmaHoBa "KoHel, atamaHa"». Saryn, 1. 14, NQ 3, 2026, c. 20-31,

DOI: . (Ha aHrauiickom)

HaunoHanbHaa MAeHTUYHOCTb, Ka3axckoe KuHo, LLlakeH AnmaHos, «KoHel,
atamaHa», UCTepH, 06pas «4pyroro», COBETCKUA OPUEHTANIU3M, pernpe3eHTaLms.

ABTOp BblpaxkaeT 61aro4apHOCTb aHOHUMHbIM PELIEH3eHTaM XypHasa 3a LieHHble
3aMeuyaHns U pekoMeHaaL MK, CNocobCTBOBABLLME COBEPLLEHCTBOBAHMIO CTaTby.
ABTOp Tak>Xe BblpaXkaeT UCKPEHHIO 61arofapHOCTb NPUrIaeHHOMY pesakTopy
Homepa lynbHape OvipaToBHe ABrKeeBOI 3@ BO3MOXHOCTb NybAnKaLWK, LieHHble
COBETbI M MOAAEP>KKY Ha BCEX 3Tanax noAroToBKU PyKOMUCK.

MNpw noarotoBke CTaTbl UCMNONb30BaNACh MOAE/b NCKYCCTBEHHOTO
nHtennekta Claude Fable 5 (Anthropic) ans cregyrolmx 3agau:
COCTaB/ieHNe YepHOBOro BapnaHTa aHHOTaLMM Ha Ka3aXCKOM A3bIKE;
AopaboTka M CTUAUCTMYECKOe pefakTUpOBaHve Ha3BaHMs, aHHOTaL K
N KNFOYEBbIX C/I0B Ha BCeX fA3blKax; 0hopmMIeHMe CnncKa anTepaTtypsl
B COOTBETCTBUM cO cTuneM MLA. Bce pesynbtatel paboTsl W 6biiu
NpoBepeHbl 1 OTPeAaKTUPOBaHbl aBTOPOM, KOTOPbIN HECET MOJIHYHO
OTBETCTBEHHOCTb 3a COAepXKaHve CTaTbu.

HacToswan ctatba noceaLleHa obpasy «Apyroro» B KazaxckoM KMHO COBETCKOrO nepuoga
Ha MaTepuane dunbma LLlakeHa AimaHoBa «KoHel, atamaHa» (1970), paccmaTprBaeMoro B KOHTEKCTE
XaHpa 1cTepHa — COBETCKOro aHasora aMepukaHcKoro BectepHa. Knaccryeckunii MCTepH BOCMPOV3BOAWA
KONIOHMaNbHYHO I0TVKY pernpe3eHTaLmmn: Pycckne nepCcoHaXu BbICTynaan HOCUTeNsaMN nporpecca,
a LleHTpanbHas A3ns npeactaBasnac 06beKTOM MogepHu3aLmun. B ctatbe ncciegyertcs Bonpoc o ToMm,
KakvM 0bpa3om Kasaxckuii pexuccep, pabotas BHyTpM XKaHpa, UICTOPUYECKM MapruHaan3npoBaBLLEro
Ka3aXckyro CybbeKTHOCTb, MePEOCMbICASET €ro JIOTUKY U3HYTPU U YTBEPXAaeT HaLlMOHaAbHYIO MAEHTUYHOCTb
Kak Ky/NbTypHbI pecypc. MeToA0N0rM4eckot OCHOBOW UCCAe0BaHMS ABASETCA aHaNn3 pernpeseHTaLuy,
06beANHAIOLWNIA TPU aHaNUTUYeCKMe ocu: GAOUAHOCTb FPaHULLbI MeXY KaTeropmaMmu «CBOM» U «Uy>KOM»,
nepeocmbICiieHne obpasa «UKOCTU» B Ka3aXCKOM UCTEPHE U KOHCTPYMpoBaHMe obpasa «Apyroro» —
CUHbL3SIHa — C TOUKM 3PEHMNA Ka3axcKoro cybbekTa. AHann3 nokasbiBaeT, YTO [1aBHbI repot GuabMa, YeKncT
YagbapoB, KOHCTUTYMPYeTCa Yepes NOCTOAHHOE nepeceyeHmne reorpaduyeckmx, MOAUTUUECKUX U KYJAbTYPHbBIX
rpaHuLL: HaLMoHaNbHaA MAEHTUYHOCTbL NpeBpaLLaeTca 13 06bekTa pernpeseHTaLMmn B CTpaTernyeckuin pecypc,
a rpaHviLa — B NMPOCTPaHCTBO NeperoBopoBs. Bnepsblie B COBETCKOM UCTepHE QYHKLMA repos — «3KpaHa»
3pUTENIbCKON UAEHTUPUKALIMMN — MEPEXOAUT K KazaXxCKOMY nepcoHaxy. BmecTe ¢ Tem npu nsobpaxeHun
CuHbL35Ha GUABM BOCMPOM3BOAUT aCUMMETPUIO penpeseHTaLmm, obpasys cBoeobpasHyto «Lernouyky
opueHTannsmMa». [lenaetca BbiBOA, 4TO «KoHel, aTamaHa» QyHKLMOHMPYeT O4HOBPEMEHHO KakK >KaHpOoBOe
KMHO, COOTBETCTBYIOLLIEE COBETCKUM WAE0I0TUYECKM HOPMaM, 1 Kak HOBOE MPOCTPaHCTBO Ky/IbTYPHOM
naeHTdUKaLMN AN Ka3axCKoro 3puTens, B KOTOPOM HaLMOHanbHas Ky/bTypa 1 TpaauLms obpeTtatot
COBCTBEHHbIN ronoc.
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Introduction
This article examines the image of the “other” in Soviet-era Kazakh cinema through
Shaken Aimanov's film, Konets atamana (The End of the Ataman, 1970), considered
within the context of the Eastern genre — the Soviet counterpart of the American
Western. The classical Western was built on a binary structure in which the role
of the bearers of civilization was assigned to white settlers, while the Indigenous peoples
of America were depicted through the stereotyped image of “savagery.” The Soviet
Eastern largely reproduced an analogous logic: Russian characters acted as bearers
of progress, while Central Asia was presented as an object of modernization
and development. This scheme was closely tied to the imperial logic of the Soviet
civilizing project, according to which Russians were to “bring progress” to the peoples
of Central Asia. By setting their action in the pre-revolutionary era, films of this genre
depicted the "backwardness” of the region as a natural and self-evident condition.
The Eastern thus became one of the genres within which Soviet assistance to “backward”
peoples was presented as necessary and historically inevitable.
The article addresses the question of how Shaken Aimanov works within the genre
of the Soviet Eastern — a genre historically grounded in a colonial logic of representation
— and how the director succeeds in rethinking this logic from within. Particular attention
is paid to how the distribution of roles between “civilization” and “savagery” changes
when the genre is taken up by a Kazakh director. The End of the Ataman occupies
a special place in the history of Kazakh cinema: it was Aimanov's final directorial work
and, at the same time, the first film of the tetralogy about the Chekist Chadyarov.
The character, played by Asanali Ashimov, forms a new type of Kazakh hero in Soviet
cinema — a hero combining national identity with the function of a Soviet subject.
Research on the Soviet Eastern has focused primarily on the problem of Soviet
orientalism. Alexander V. Prusin and Scott C. Zeman, Matthew J. Payne and Sergei
Lavrentyev view the Eastern as an instrument of Soviet imperial policy, within which
Central Asia invariably occupies the position of the “other.” These studies are important
for understanding the genre; however, they risk reproducing the very logic they seek
to criticize: in them, Central Asia once again appears as a voiceless object of analysis.
Studies devoted to the self-representation of Central Asian cinema, by contrast, offer
a different approach. The works of Gulnara Abikeyeva and Rico Isaacs emphasize
the special role of the national cinemas of the union republics in shaping their own
cultural identity within the Soviet system. Recent scholarship confirms the productivity
of this line of inquiry. Tamar Koplatadze argues for the consistent application
of postcolonial theory to the Soviet experience of Central Asia and the Caucasus,
criticizing the tendency to reduce analysis to a "Russian” perspective (470). Also illustrative
are studies of representation in the cinemas of other republics of the region: Bakhtiyor
Alimdjanov and Kamila Akbarova analyze female images in Soviet-era Uzbek cinema
in terms of orientalization and modernization (Alimdjanov and Akbarova 305),
while Banu Ramazanova examines contemporary Kazakhstani documentary cinema
as a space for reflecting on national identity and collective memory. The fullest
account of the film to date is Peter Rollberg’s. Rollberg reads The End of the Ataman
as a sophisticated game of deception between friend and enemy, classifies it as an Eastern
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rather than a civil-war adventure, and notes that it cautiously touches on Soviet taboos
while avoiding overt propaganda: unusually for the genre, no Russian character guides
the hero “in the right direction” (231). His approach, however, remains primarily historical.
The present study shifts the emphasis to the analysis of representation itself.

At the same time, The End of the Ataman has thus far scarcely been considered within
the frameworks of genre theory and postcolonial studies. This lacuna constitutes the starting
point of the present study. Most existing works treat the film primarily as a spy thriller
or a historical-revolutionary picture, without asking what happens at the moment
when a Kazakh director turns to a genre historically marginalizing Kazakh subjectivity.

Methodology
The methodological basis of the study is an analysis of representation combining two
analytical perspectives: an analysis of the image of the “other” in the Soviet Eastern,
and an analysis of self-representation — that is, of how the Kazakh subject constructs
itself within this genre. The study is organized around three analytical axes. First,
it considers the fluidity of the border between the categories of “self” and “other.”
Second, it analyzes the reinterpretation of the image of “savagery” in the Kazakh Eastern.
Third, it examines how the image of the "other” — in this case, Xinjiang — is constructed
from the perspective of a Kazakh subject.

Unlike previous scholarship, this framework introduces two distinct shifts.
On the one hand, studies in the tradition of the critique of Soviet orientalism (Prusin
and Zeman; Payne; Lavrentyev) analyze the ideological structure of the genre, within
which the positions of “self” and “other” are treated as essentially fixed, while Peter
Rollberg’s historical account documents the film's context and its play of ambiguity
but is comparatively reticent on representation as such. The present study focuses
precisely on what both perspectives leave at the margins: the mobility of the subject
of representation and the fluidity of the border between “self” and “other.” On the other
hand, the framework takes seriously an internal contradiction of the eastern that has
rarely been addressed: a genre that lends itself from the outset to ideological legitimation
is used here in a way that pushes ideology into the background. Precisely because
the genre forcibly divides “us” from “them,” scholarly attention has tended to concentrate
on how the self-image is constructed; yet for a people historically depicted as the “other,”
the question of how they in turn depict their own “other” is no less important.
This consideration motivates the third analytical axis of the study — the construction
of the image of Xinjiang from the perspective of a Kazakh subject.

Results

The film's protagonist, the Chekist Qasymkhan Chadyarov, is a character shaped through
the constant crossing of borders. Geographically, he moves between Soviet Kazakhstan
and White Guard-controlled Xinjiang. Politically, Chadyarov is a Chekist posing

as a defector. At the level of identity, he acts simultaneously as a Kazakh and as a Soviet
subject. It is precisely this state of constant balancing between different positions —
and the impossibility of finally settling on one side of the border — that forms the basis
of his character.
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Aimanov deliberately intensifies this indeterminacy through visual means. In most
scenes, Chadyarov's face remains impenetrable: the viewer sees almost none of his
emotional reactions. The hero acts, yet does not disclose his own motives or inner state.
This reticence is not a weakness of the character but an important artistic device.

A hero who does not fully reveal himself becomes a space of spectatorial projection.

The enemies, by contrast, are marked with complete clarity: their intentions, emotions,
and political allegiance leave no room for doubt. This effect is achieved above all through
lighting. When the camera turns to Chadyarov himself, the interplay of light and shadow
does the work that dialogue refuses to do: shadow falling across his face becomes,

as it were, the visible trace of an unspoken voice. Rather than clarifying his expression,
the lighting partially withholds it — and it is precisely into this shadowed reticence

that the viewer is invited to project an inner life the film never spells out. Against

the background of such definiteness, Chadyarov’s taciturnity makes him a figure

with whom the viewer can identify (See Fig. 1).

Figure 1. A still from The End of the Ataman
(Qazagfilm Studio, dir. Shaken Aimanov, 1970).

Here a fundamental shift emerges in comparison with the traditional Soviet Eastern.
In the classical model of the genre, the function of the “transparent” hero — a kind
of "screen” for viewer identification — was usually performed by a Russian character.
In The End of the Ataman, this role passes for the first time to a Kazakh hero. At the same
time, Aimanov preserves the genre's basic conventions: the revolutionary era, gunfights,
horse chases, and the characteristic reddish visual palette. The red tonality arises
in part from concrete elements of the mise-en-sceéne — lighting and the carpets
that fill the backgrounds of many interiors — and it intensifies noticeably in shots
centered on Chadyarov. Significantly, this is not an ethnic color-coding, whereby
Russian characters would appear "white” and Kazakh characters “red”: Kazakh figures,
too, are at times rendered in pale tones, and the scenes set among the Chinese
population are likewise tinged with red. The reddish cast operates instead as a device
of attention: the palette warms at those moments when the film directs the viewer
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toward Chadyarov's gaze, his unspoken intentions, and the position in which his body

is placed. Insofar as these are precisely the moments in which the hero’s political situation
is at stake, the distribution of red comes to overlap with the film's ideological structure —
but as an effect of this attention-guiding function, not as a fixed symbolic equation

of red with ideology. The contrast becomes visible in the scenes involving Father lona:
their conspicuously artificial sets and props — a quality also noted by Rollberg (230) —
have the effect of rendering these scenes markedly whiter than the rest of the film,

while the more “natural” spaces tend toward red. Although some of this variation may
owe something to the film stock and cameras of the period, the consistency with which
the warm tonality accompanies the film's moments of heightened attention suggests
deliberate choice rather than technical accident. The genre structure of the film remains
recognizable, but its subject is redefined.

The greatest tension arises in those scenes where Chadyarov is forced constantly
to adapt his identity to the political and social situation. Here, Kazakh identity becomes
an instrument — something that can be deployed or concealed depending
on circumstances. The border between the categories of “self” and “other” ceases
to be a fixed line and becomes a space of negotiation. It is precisely in this mobility,
and in the conscious use of one’s own identity as a resource, that the self-representation
of Kazakh subjectivity manifests itself: not in defiance of the Soviet narrative, yet without
dissolving into it completely.

We now turn to how the image of the “other” — Xinjiang — is constructed
in the film. The local population is depicted as a victim of White Guard domination.
Chadyarov, coming to the defense of the oppressed, finds himself incorporated
into a narrative of liberation. However, the local inhabitants never become full subjects
of their own history, remaining above all objects of assistance.

Here the same asymmetry of representation is reproduced to which the Kazakhs
themselves had previously been subjected in the Russocentric Eastern. An “other,”
depicting an “other,” does not automatically overcome the logic of unequal
representation. In this case, one may speak of a distinctive chain of Orientalism:
where Russia had previously acted as the force “civilizing” Kazakhstan, the Soviet
Kazakh now becomes the figure “liberating” Xinjiang. The structure of representation
is preserved — only its subject changes.

Xinjiang is presented in the film as a space of intermixture in which Orthodoxy
and Islam coexist under White Guard occupation. Orthodoxy functions as a symbol
of counter-revolution and moral decay — above all through the figure of Father lona,
who combines his religious office with work for Dutov’s counterintelligence. Islam,
by contrast, is present as a background yet stable element of the space: through
mosques, dress, and the texture of everyday life. It is fundamentally important
that the Islamic space is depicted as not fully subordinated to the Orthodox counter-
revolution. It exists according to its own logic, outside the full jurisdiction of the White
Guard world. Xinjiang is thereby constructed not as an “Islamic threat” but as an occupied
space in need of liberation.

A question arises: is the reproduction of this asymmetry a limitation of Aimanov
himself, or a conscious strategy? The film provides no unambiguous answer.

SARYN PEER-REVIEWED JOURNAL 29



(‘ ;apyn 2026 AKIRA MATSUMOTO THE BORDER AS A SPACE OF NEGOTIATION: NATIONAL IDENTITY AND

30

Yet it is precisely this internal contradiction that makes The End of the Ataman
a considerably more complex text than a simple Soviet propaganda film.

To understand why Aimanov turned to the Eastern genre in his final directorial work,
one must consider his general attitude toward the problem of representation. The director
regarded Soviet cinema as a space addressed simultaneously to domestic and external
audiences, and therefore held that cinema was obliged to display genuine national
particularities. It was these, in his view, that formed the basis of the “international Soviet
family,” and their embodiment on screen was not a right but a duty of the filmmaker
(Aimanov 49-52).

At the same time, the eastern posed a particular difficulty for this task, since the genre
itself was historically inclined toward the stereotyping of the national “other.”

Yet the genre also possessed a strategic advantage: the action of the eastern typically
unfolds in the revolutionary era, which secured its ideological legitimacy within the Soviet
system. This created room for maneuver. Working within an ideologically safe genre,
Aimanov gained the opportunity to correct national representation without exposing
himself to direct censorship risk.

The turn to the Eastern was thus not an accidental choice but a deliberate artistic
strategy: a genre historically marginalizing Kazakh subjectivity was transformed into
an instrument of its affirmation. Aimanov used the ideological protection of the genre
in order to rethink it from within.

Two limitations of this study should be acknowledged. As a case study of a single
film, its conclusions cannot be automatically extended to the Soviet eastern as a whole
or to Kazakh cinema of the period, and comparative analysis of other films remains
necessary. Moreover, the argument that the film offered Kazakh audiences a new space
of cultural identification concerns the film's textual address to the viewer; it would need
to be tested against historical evidence of actual reception.

Conclusion

In summary, The End of the Ataman demonstrates how a Kazakh director works

within a genre historically marginalizing Kazakh subjectivity. Aimanov neither dismantles
the genre’s conventions nor steps outside Soviet ideology. Instead, he redefines

the binary structure of “civilization — savagery” from within: he changes the ethnicity

of the subject, renders the border between “self” and “other” fluid, and transforms Kazakh
identity from an object of representation into a strategic cultural and political resource.

As a result, the film functions on two levels simultaneously. For the Soviet viewer,
it remains genre cinema conforming to the ideological norms of its time. For the Kazakh
viewer, the film becomes a fundamentally new space of cultural identification.

Finally, the analysis undertaken here allows us to pose a broader question: to what extent
did this logic of constructing the “other” influence the image of Japan in the subsequent
films of the tetralogy — The Trans-Siberian Express and The Manchurian Variant? For a number
of Central Asian intellectuals, Japan was often perceived not as an “oriental enemy”
but as a country under the pressure of American imperialism. Further study of this problem
may contribute to a deeper understanding of how Soviet-era Kazakh cinema rethought
global political and cultural relations through the genre forms of popular cinema.
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