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Kiiresellesme siireci Ongoriilerin aksine kimlik temelli sorgulamalarin ve ulusal
kimlik bilincinin daha fazla dile getirildigi bir diinya ile sonu¢lanmistir. Sinema da bu
baglamda bir {ilkenin siyasi, ekonomik ve kiiltiirel dokusuna dair 6nemli gostergeler
icermekte ve ulusal bilinci temsil eden unsurlar icermektedir. Kirgiz sinemasi ulusal
kimligin temsili baglaminda iki farkl: siiregten gecmis bir sinema olarak c¢ok cesitli temsil
ozellikleri barindirmaktadir. Bunun sebebi, Kirgiz sinemasinin tarihsel dinamikler
dolayiminda, Sovyetler Birligi donemi ile bagimsizlik sonrasi olmak iizere iki doneme
ayrilmasidir. Sovyetler Birligi doneminde sinema daha ideolojik bir sdylem ve igerikle
karsimiza ¢ikarken; bagimsizlik sonrasi siiregte kisa bir gegis siirecinin ardindan daha
kendine 6zgili ve milli 6zellikler barindiran bir sinemaya dogru evrilmistir.

Bunun yani sira Kirgizistan, kiiresel diinyanin dayattig1 yeni ekonomik, sosyo-politik
gorliniim igerisinde popiiler kiiltiir iirlinlerine son derece agik hale gelmistir. Bu durum
elbette geleneksel kiiltiirdi, sanat1 ve sinemay1 da etkilemektedir. Film tiretimlerinde goriilen
Amerikan popiiler kiiltiirii yonelimi ve Hollywood temalarn akla bu etkilesimi
getirmektedir. Bununla birlikte Kirgiz sinemasi, yine sosyo-politik dokuyu yansitacak
sekilde bir “milli” kimlik insaasi siirecine de taniklik etmektedir. Dahasi filmlerde,
geleneksel kiiltiire doniis, aidiyeti Kirgiz milli kimligi {izerinden kurmak gibi temalar
islenmektedir. Kimlik insasinin oldugu bir ulusal kimlik temasi ve ulusal kimligin
temsilinden bahsedilmesi de kaginilmaz olmaktadir.

Bu tez calismasinda da bagimsizlik sonrasi siirecte Kirgiz sinemasinda ulusal
kimligin nasil temsil edildigi incelenmektedir. Bu baglamda c¢alismada, Kirgizistan
sinemasinin, ulusal kimlik baglaminda kiiltiirel degerleri ve etnik 6zgiinliikleri yansitan



temsiller igerdigi varsayimindan yola c¢ikilmistir. Ayni1 zamanda, Kirgizistan sinemasi,
ulusal kimlik baglaminda kiiltiirel degerleri ve etnik Ozglinliikleri yansitan temsiller
icermektedir. Kirgiz filmlerinde genellikle aile yasantisi, kadinin konumu, kadin-erkek
rolleri, dogum-diigiin-6lim ritiielleri ve etnik Ogeler {lizerinden ulusal kimlik temsili
olusturulmaktadir. Kirgiz filmlerinde, geleneksel ile modern arasinda kalmis insan figiirleri,
geleneksel motifleri destekleyici egilimdedir.

Bu varsayimlardan hareket eden ¢alismada, “Sunduk Predkov” Filmi ile “Boz Salkin”
Filmleri analiz edilmistir. Bu baglamda sinematografik anlatida her goriintii, anlam tastyan
bir metin olarak incelenmektedir. Filmin bir metin olarak analiz edilmesi, gorsel ve s6zel
metinlerin bir arada okunmasini gerektirmektedir. Bu ¢alismada da, filmde sinematografik
anlatiy1 olusturan ulusal kimlik 6geleri, so6zel mesajlar ile gorsel mesajlar arasindaki baginti
tizerinden analiz edilmekte ve Kirgiz ulusunun karakteristigini olusturan kiiltiirel anlam
kodlar1 yorumlanmaktadir. Film analizinde; anlati, sinematografi, ses, kurgu gibi anlatim
Ogelerinden hareketle; hikdyenin nasil anlatildifi, olaylarin ve karakterlerin nasil
konumlandirildigi, ulusal 6gelerin nasil temsil edildigi analiz edilmektedir.

Analiz sonucunda; bagimsizlik sonrast Kirgizistan sinemasinda ulus kimlik
temsillerinin; Kirgiz bireyinin modernden geleneksele donmesine yonelik bir ¢agrinin {ist
baslik oldugu bir atmosferde; kadin ve erkek rolleri, koyli-kentli ayrimi, geleneksel-
modern c¢atigmasi, 6zden kopusa karst 6ze doniis cabasi gibi temalarla birlikte kiiltiirel
yozlasma vurgularina karst kadim Kirgiz kiiltiirline doniisiin bir 6neri olarak sunulmasi
tizerinden yapildig1 goriilmektedir. Ayrica ulus kimlik temsilinde cinsiyet rollerinin 6nemli
bir yer tuttugu goriilmektedir. Iki filmde de ulus kimlik temsilinin kadin ve erkek
davraniglari, kadin ve erkegin tercihleri ilizerinden cinsiyet rolleri ile iligkilendirildigi
goriilmektedir. Kadin ve erkek karakterler ulus kimlik ile baglantilandirilarak film
orgiisiiniin “Bir Kirgiz kadim1 veya bir Kirgiz erkegi nasil olmali, nasil olmamali?”
ekseninde yapilandirildig: goriilmektedir.

Bu baglamda Sunduk Predkov Filminde temel bir vurgu olarak “Ata miras1” metaforu
dikkat cekmektedir. Kendi yurdunda, atalarinin mirasina sahip ¢ikarak, koklerine ait olan
ozelliklerin, kiiltiiriinlin zenginliginin kiymetini bilerek ve onun essizliginin farkinda
olarak; kendini “yabanci” olanda aramayarak yasamak bir Kirgiz i¢in en ideal durumdur.
Boz Salkin Filminde temel olarak*“Oze doniis”, kent hayatim birakip doniilmesi gereken yer
olan kdy, 6z yurt, yayla yasaminin, bir Kirgiz’in kendini bulacagi asil yer oldugu vurgusu
goriilmektedir.

Anahtar kelimeler: Kirgizistan, Sinema, Ulusal Kimlik, Kirgiz Sinemas.
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YeHMHKHU YJIYT KY3YHYH YATbLIIBIPBLIBIIIBI

[moGangamTelpyyHyH MeeHeTy alblH ajla KapaMa-  KaplIbLIBIKTAp.bIH
UIAUEHTTYYJIYKTYH HErM3MHJAE CYypaMXKbLJIOOJIOp JKaHa YIYTTYK e3reueslykrep OoroHuYa
CydiemyyiaepayH KeOeMreHIyry MeHeH XKblibIHThIKTanraH. KuHo Oyn OarbiTTa Oup
OJIKOHYH CasiCuii, SKOHOMHUKAJIBIK >KaHa MaJlaHUW TYpPMYIIYH YarbUIABIPraH MaaHUIYY
KOPYHYIUTOPAY MYMHE KaMTBIWT. Byn mumnomayk mmre KbIprel3cTaH Ke3 KapaHABICHI3
0O0JTOHAOH KMMMH, KBIPTbI3 KHHOCYHJA YIYTTYK ©3reuesyKTYH KaHJal 4arsliiblpbUIbIIIbI
kapayaT. KbIprel3 KHHOCY YJIYTTYK ©3re@4YeJYKTYH OKYIUYJIYTYHYH aJIKarblHAa 9KUA TYPAYY
JKapasHIpl OallblHAH OTKOPIOH jKaHa  KONTereH ap TYPAYY ©3redeslyKTeply HYHHe
KaMTBIAT. MyHYH ce06e0u KbIprbl3 KMHOCY TapbIXUil AMHaAMUKa apajibirbiHaa, CoBertep
COI03y YYYpy MEHEH K63 KapaHIbIChI3 OOJTOHJOH KUHUHKU 3KH ME3THIre 0eJyHIoHIYTY
6omyn cananat. CoBeTTep COI03y yuyypyHAa KMHO Jarbl J1a HJIEOJOTHUIBIK JUCKYPC XKaHa
Ma3MyHY MEHEH 00JIcO, K63 KapaHJbICBI3/IbIKThl aJIFaH/IaH KUWWHKU ydypjiapja KblcKaua
©TKOO6Jl MOOHOTTYH apThIHaH K6OYpeeK ©3YHO MYHO3YY >KaHa YIYTTYK ©3reuelyKTepay
KaMTbIraH KHHO UCKYCCTBOCYHA aillaHTaH.

Omonnoit ame KeIpreizcran, riao0aijbslk AyHHe aT cairaH »aHbl SKOHOMHUKAIBIK,
KOOMIIYK CasiCMii KOPYHYIUTYH WYMHJAE HOMUISAPIYY MaJaHuAT KapakarTapblHa a0jaaH
aubIK-aliKbIH Oonay. Byn aban anberre canTTyy MagaHHMATKA, UCKYCCTBOTO YKaHa KHHOTO
Ja TaacupuH THiruzer. KuHO eHIypylIyHAe® KepyJireH AMEpHKaHbIH HOMUIISPIYY
MaJIaHUATBIHBIH OarbiThl skaHa ["onmuByJ Temanapbl ©3 apa apakeTTEHHUINYYJIepay 3CKe
kentuper. Omon 3me yuypiaa KeIprel3 KHHOCY, KaHbl KOOMAYK-CAsICMH TYpMYIUTY
qareUiaplpa TypraH  “ylnyTTyK  — ©31YKTY Kypyy MOOHOTYH KepceTeT. AHAaH apbl
KUHOJIOPZIO CajlTTYy MaJaHUsITKa KaWTyy, KbIPTbI3 KajJKblHA THEIIENYy YIYTTYK
©3TeUeNIYKTOPly YarbUIAbIpraH TeMalapJblH YCTYH/® UINTOO ©3AYKTY Kypyiayury 0oy
JCENTEIMHICH YIyTTYK TaaHIBIKTBIK JKaHa YIYTTYK ©3TO4YeJYKTOH CO3 KbLIyy TalallChl3
Oomym caHamnar.



byn wu3unneene, KbIprel3ctaH KHHOCYHYH, YJIYTTYK ©3Tre4elIYKTOPYHYH
KOHTEKCUHAE MaJaHui OaanyylyKTaplbl aHa JTHUKAJIBIK OPUTMHAIAYYIyKTapblH
YarbULABIPTaH, OKYIYYIYKTOPAYY KaMTyy MEHEH K0J TapTThl. OLIon 3¢ yuyyp/ia KbIprbl3
KUHOCY VYIYTTYK ©3re4elyKTOPAYH KOHTEKCTUHAE MaJaHui Oaanyy’dyKTapabl KaHa
STHUKAJIBIK ©3reUYeJIYKTOPAY YarbUIAbIpraH KOpyHYIUTOpAY HYHMHE KaMTbhIMT. KeIprei3
KAHOJIOPYHA KOIMIYIYK yuypaa yi-0yine, yil-Oynaeae asiiblH Opay, asl KaHa 3pKeK podiy,
TOPOT-TOM-6IYM BIPBIM-KBIPBIMJAPbIHAH ~ JKAHA STHHUKAIBIK JJIEMEHTTEPAECH YIYTTYK
UAUEHTTYYAYK TYy3YJeT. KbIprbl3 KMHOJOpYHJA, CAJITTYY ’KaHa 3aMaHOan MaJaHUSITThIH
OpPTOCYHJA KaliraH aJamJaapAblH (QUrypachl jKaHa CAITTyy Ke3-KapalTapbl KOJII0O0TO
aJIbIHaT.

MpbiHa ymynapabiH OaapbiH 3cke anyy MeHeH “Cynnayk Ilpenkos” sxana “bo3
CQJIKBIH KUHOJIOPY aHAJIM3/IEHT€H.

Bbyn GarblTTa KMHEMaTHKAJIbIK OKysJga ap OMp CYpeT e3YH4Ye MaaHure 33 OOJIroH
TEKCT Karapbl u3wigeHeT. KMHOHYH Oup TEKCT KaTapbl aHAJIU3IEHUIYYCY, BU3YaJJIbIK
’KaHa 003€KHM TEKCTTEpAMH OUp ydypAa OKyy aHaJW3MH Tajal Keliar. byn usunneene na
KAHOJI0O KMHEMAaTHKAIBIK OKYSHBI TY3T6H YIYTTYK HIHCHTTYYJIYKTYH OJIIEMEHTTEPHHE,
003€KU OWITUPYYJI6p MEHEH BU3YaIAbIK OMIIIUPYYIOpAYH OpPTOCYHArbl OaliaHbILITapra
aHaM3 OKYPIy3YJOT J>KaHa KbIPTbI3 KAJIKBIHBIH MYHO3YH YarbUIABIPraH MaJaHUid
MaaHWJIepH, KoaJopy Kapanar. KMHOHy aHanu3aeene TYLIYHYK, KHMHO, 100y, oOpas3
TY3YY OasHIOOHYH  JJIEMEHTTEPH MEHEH apaKeTTeHWII, OKYSHBIH  KaHJai
TYWYHAYPYATOHAYTY, OKYSUIAp/AbIH jKaHa MYHO3/1epAYH KaHAal OpYH alraH/AbITbl, YIYTTYK
DIIEMEHTTEPIUH KaHAal KOPCOTYIYIIy aHATU3IACHET. AHamu3 IKBIHBIHTHITBIHAA KO3
KapaH/bICBI3/IBIKTHl alraH/iaH KUHMHKK KbIprei3ctaH KuHemarorpadusachlHIa YIyTTYK
UIACHTTYYJIYKTYH YarbUIABIPBUIBIIGI;, KBIPreI3  ymyTyHAArsl amamIapibslH — 3aMaHOar
KOPYHYIITOH CANTTYYyJlIyKKa ©TYYCY, albULABIK jKaHa IIaapblK aiblpMadbUIbIThl, 3aMaHOan
KaHa CaNTTYYyJIyK Kapama-KapIibUIbITBl, TYNKY TEKTEH aJbICTOOHY SMEC TYIKY TEKKe
(TambIpra) Kaipbulyy ChISAKTYY TeMajap MEHEH Oupre MajgaHuil Oy3ysyyra KapIlibl YbIThIII,
KbIprei3 MamaHusThIHA Kalipa KaWTBIT KEIYYHY CYHYII KaTaphl YarbUIABIPBUITAHBIH
Kepyyre 0osior. MyHy MeHeH Oupre ymyTTyK HAEHTTYYJIYKTYH 4YarbULABIPBUTYYyCYH/A
TeHJIEPAMK POJIIOPIYH MaaHUIYy OpyHra 33 00irony OaiikanaT. AHAIU3 KYPry3YJIreH 5Ku
TacMajga Jla YIYTTYK HACHTTYYJIYK asia-3pKeK MaMuJIeNlepd, asil MEHEH OJpKEKTHUH
YeUUMICPH apKbUTyy TCHICPAWK POJIOP MEHEH alKaJbIIITHIPBUITaHBIH KOPYYre OOJIoT.
Asin kaHa SpKEKTUH 00pa3bl YIYTTYK HJIEHTTYYIYK MEHEH alKaJbIIIThIPbUIBIN, TACMaHbIH
“KpIprbI3 asisl ke 0605160co KbIprei3 spkern kanmai 601ynry Kepek »aHa KaHaan 6o0omry
Kepek?” nereH HyKTa TapThUITaHbIH KOPYJIOT.

byn xarsiHan anranga “CyHnyk I[IpenkoB” TacMmachlHIArsl HETM3TH 0achIM KaTaphl
“Ata-6ab6a mypacel” MeTadopacel keHyiaay Oypar. ©3 Arta-)KypryHna ara-0abachbIHBIH
MypachlHa 33JIMK KbUIyy MEHEH TYNKY TeTHHE THELIeNYYy 63reueyKTepyH, MalaH U ThIHBIH
OaanyynyryH anian OWIYyYy jkaHa aHbIH TEHJCIICHU3UTUH Ce3Yy; ©3YH ‘“Kar’ >KakTaH
n3nebeo OWp KBIPTbI3 YYYH SH wuaeanayy abanm Oomyn scenrtener. “bo3 Cankwia”
TaCMachlHJArbl “TYNKY TEKKE KaWTyy’, MIAapJbIK >KAIIOOHY TallTal KalpbUIbIN Kelle



Typras >kep kKatapsl aiibui, 3 ATa-)KypTy, aiioo xamroocy Oup KbIprbI3/IbIH ©3YH Taba
TypraH HETH3TH xKep O0NTOHAyryHa OachIM KacauT.

Aukbiy ce3nep: Keipreizcran, Kuno, Yiuyrryk Taanawiktbik, Keipreiz Kuno
HckyccerBocy.



ABCTPAKT

ABTOD : Azuze Ceuep

YHuBepcurer : Keipreiscko-Typeukuit Yausepcuret «Manac»
Hanpasnenue : XKypHanuctuka

Xapakrep aucceprainun : Marucrepckas ucceprauus

KonnyecTBo cTpanui : XX+134

Jlara BeIlTyCcKa : 04/10/2019

PyxoBonutens nquccepramuu : [Ipod., ok Xam3a Yaksip

HanunonaabHasi HAEHTHYHOCTH B KbIproI3ckoii KuneMaTorpauu ¢ HA4aJo
2000-x 10 ceroqHSAIIHEro JHA

Bonpekun mnporHo3am mpouecc miodanu3anud OpUBEN K MHUPY, TJ€ MIUPOKO
00CYXXJAIOTCSl  CIIPOC TMPEACTABICHUS MJIEHTUYHOCTH UM OCO3HAHME HAllMOHAJIBHOMN
UJEHTUYHOCTU. Tak e M KMHO B 3TOM KOHTEKCTE BKJIIOYAeT B ce0sl BayKHbIE MOKA3aTelu
MIOJINTUYECKOW, HSKOHOMUYECKOM M KYJBTYPHOM TEKCTYp U JJIEMEHTHI, KOTOpBIE
IPECTaBISAI0T HAlMOHAJIBHOE CO3HaHHe. B Hacrosmel TumioMHOM pabore ucciemyercs
IIPEACTABJIICHNE HAIIMOHAJIBHON WAECHTHYHOCTH B KBIPrbI3CKOM KMHO B IIEPUOJ IIOCIIE
npuoOpeTeHus: He3aBUCUMOCTU. KBIprbI3ckoe KHMHO IO NPEACTaBICHUIO HAIMOHAIBbHOM
UJCHTUYHOCTU COJEPKUT MHOTO pa3HbIX OCOOEHHOCTEM IMpe/ICTaBiI€HMUs] KHHO,
IOpOLIECAIUIETO JBa pas3HeIX Iponecca. IIpuumHONM 5TOMY ABIs€TCA  pa3fclICHHE
HCTOPUYECKON JTUHAMMKH KbIPTBI3CKOTr0 KMHO Ha JBa nepuoza: nepuosa Coserckoro Corosa
u nocrcoBerckuii nepuod. B nmepunon Coserckoro Coro3a KMHO IPEJCTAET MEpe HaMH C
eme Oosiee UICOJOTMUECKUMH TUCKYPCAMU U COAEP KaHUEM, a B IMIEPHOJ] HE3aBUCUMOCTH
nocjae KOPOTKOro Ipolecca mepexoaa B (QuibMax cTajo OoJbllle HAUMOHAJIBHBIX H
XapaKTepHBIX ce0e 0COOEHHOCTEM.

KpOMC TOTO, KBIpF BI3CTaH cTaj Oojee OTKPBITBIM JJISI MOMYJSAPHBIX KYJIbTYPHBIX
IMPOAYKTOB B HOBBIX 3KOHOMHWYCCKUX, COHMUAIBHO-TIOJIUTHYCCKUX B3TJIAdaX, HaBA3aAHHBIX
r100aJbHBIM MHPOM.

OTO MOJOXKEHUE, HECOMHEHHO, BIMSET Ha TPAJUIMOHHYIO KYJIbTYpPY, UCKYCCTBO H
KMHO. AMEpPUKAaHCKOE IOMNYJSpPHOE KYJIbTYPHOE HANpaBICHUE WU TOJUIMBYJICKHUE TEMBI,
YBUJICHHBIE B MPOM3BOJACTBE (pUsibMa, HAIIOMUHAIOT 3TO B3auMojelicTBue. BmecTe ¢ Tewm,
KbIpreisckoe KHHO TakXKe SIBISETCS CBHJAETENEM IIpolLiecca CO3JaHUsl HallMOHAJIBHON
UJCHTUYHOCTH, OTpa)karolled HOBYIO OOLIECTBEHHO-MOJUTUYECKYIO CTPYKTypy. K Tomy
*e, B (MIIbMax 3aTparuBaloT TaKWe TEMbl KaK BO3BPAIICHHE K TPAJAULMOHHOW KYIBTYpE,
CO3/1aHHE MPHHAJUIEKHOCTH HAa OCHOBE KBIPIBI3CKON HAIMOHANBHOM MIEHTUYHOCTU. Tak



K€ HCBO3MOXXHO HE YIIOMAHYTH U O TEMEC HaHHOHaHBHOﬁ NICHTHUYHOCTHU, KOTOpOfI SABJIACTCA
CO3AaHNC UICHTUYHOCTH, U O MPCACTABJICHUHA HaHHOHaﬂbHOﬁ NACHTUYHOCTH.

Jannas  paboTa HCXOOUT W3 THUIIOTE3bl, KOTOpas COJEPKUT MpeAcTaBlICHUS,
OTpaXKAIIIUE KYJIbTYPHBIE IIEHHOCTH U JTHHYECKHE  OCOOCHHOCTH B KOHTEKCTE
HAI[MOHAJIbHOW UJCHTUYHOCTH.

Bmecre ¢ TeM, KbIprbI3CKO€ KHHO BKJIIOYAET B C€€0sl KyJIbTYypHBIE ILIEHHOCTH B
KOHTEKCTE HAIlMOHAJIBHOM WICHTUYHOCTU U IPEICTABJICHUS, OTPAXKAIOLIME JTHUYECKUE
ocobeHHocTH. B KbBIpreI3ckoil  kuHemarorpaduu  MpenCTaBICHHE  HAIMOHAIBHOM
UJIEHTUYHOCTU OOBIYHO CO3JAETCSl 4epe3 CEMENHHYIO KU3Hb, [T0JI0KEHHE KEHIIUHBI, POIb
MYKUYMHBl W JKCHIIMHBI, pUTyalbl POXICHUS, cBaned, NOrpedeHus U ITHUYECKUE
9JeMeHThl. B KbIpreI3ckuX (uiabMax HOJAEPKUBAIOT TEHAEHLMHU (QUIypbl JHOACH,
OCTaBUIMXCSI MEXKY TPAJAULUOHHOCTBIO U COBPEMEHHOCTBIO, TPAIULIUOHHBIE MOTHUBBI.

B paGote, ocHOBaHHOI Ha runores3ax, ObUIM MPOAHANU3UPOBAaHbI GUIbMBI “CyHIYK
[TpenxoB” wu «bo3 CankbiH» B cBs3u ¢ 3THM, B KHHEMaTOrpapuuecKOM ITOBECTBOBAHUH
KaX/10e N300pakeHue aHaIU3UPYETCsl KaK CMbICIIOBON TekcT. MccnenoBanue (uiabMa Kak
OJTHOTO TEKCTa TpeOyeT OJHOBPEMEHHOTO YTCHHS AaHalN3a M BU3YAJIbHBIX WU YCTHBIX
TeKCTOB. B Hacrosmeil paboTe NpOBEIEHO HCCIIEAOBAaHUE 3JIEMEHTOB HallMOHAJIBHON
UJICHTUYHOCTH, COCTaBJSIIOIIMX B (MIBME KWHeMarorpaduyeckoe MOBECTBOBAHUE, CBS3b
MEX/y YCTHBIM U BU3YaJIbHBIM COOOIIIEHHEM, M TOJIKOBAaHUE 3HAUEHHUH KYJIbTYPHBIX KOJIOB,
OTMCHIBAIONINX XapPaKTEPUCTHKY KBIPTBI3CKOTO Hapona. B m3ydeHuu ¢uiibMa BBHITOJHEH
aHau3, HAyMHAasg C TaKUX DJIEMEHTOB BOCHPOM3BEIEHHUS, Kak I1OBECTBOBAHUE,
KrHeMmarorpadus, 3ByK, MOHTaX, ¥, BIUIOTh J0 TOTO, KaK PacCKa3bIBAE€TCS MCTOPHS, KaK
HNO3ULIMOHUPYIOTCS  COOBITUS M MHEPCOHAXH, KakK MPEACTaBIAIOTCA HalMOHAIbHbIE
anemeHThl. [lo pe3ynbpTatam MCIIeOBaHUS BBISBIICHO, YTO B IEPHOJ HauyWHas C MOMEHTa
NOJy4YEeHUs HE3aBUCHUMOCTH CTpaHbl, B KuHemarorpaduu Keipreizctana mnpescraBieHa
HAallMOHANIbHAsl MJIEHTHYHOCTh; NpPU3bIBA HW3MEHUYMBOCTH JIMYHOCTH KBIPTbI3a  OT
COBPEMEHHOCTH JI0 TPAJUIIMOHHOCTH, KOTOPBIE PACKPBIBAIOTCS B COYUTAHUU C TIOJJOOHBIMU
TeMaMH, Kak 000COOJIEHHIO poJied MY)KUMHBI U KEHILWHBI, pa3/ieJIeHUe CeIbYaHWHA OT
TOPOJCKOTr0, KOH(UIMKT MEXIY TPaJULIUOHHOCTBIO U COBPEMEHHOCTHIO, TOCIE IMOTEPH
CBOEH C€aMOOOpa3HOCTH — TOMBITKH OOpaHO K BO3PaXKACHHUIO ce0si, U Bce MOA00HOE
KyJIbTypHOE CBO€OOpa3ue M CaMOOBITHOCTh SBISETCA HEKOW MOMBITKOH 0OpaTHOTo
BO3PaXX/ICHUS KBIPTHI3CKOW KYIbTYphl. K TOMY e eIrie poiu MoJIOB UMEET BaXKHOE MECTO
ObITh B MPEJCTABICHUM HIEHTHYHOCTH JHYHOCTH. B o0oux ¢uiabmax BHIHO, YTO B
NPECTaBICHUN HAIMOHAIBHOW WIICHTHYHOCTH TOBEJCHUE MY>KYHHBI M JKCHIIMHBI, H BCE
YTO CBS3aHO C BHIOOPOM pa3zessieTcs 1Mo NMPUHIMITY BbIOOpa Kak MYy>KYMHA U >keHIuHa. C
00pa3oM MOBECHHS MY>KUYMHBI ¥ )KEHIIIMHBI M €T0 CBS3H C HAIIMOHAIBHOW HICHTUIHOCTHIO
SBIISIETCS HEKMM IMOKPBIBAJIOM, KOTOpas roBopuT: «KakuMm 1OJKeH ObITh WM He OBbITh
KBIPTBI3CKAN MY)KUMHA WIIH KaKOH JTOJKHA OBITh WM HE OBITH KBIPTHI3CKas KEHIINHA?Y.

B wurtore merapopom B ocHoBe ¢uiabma «CyHAYK MPEIKOB» JIEKHT IOHATHE
«HACJIEICTBO MPEAKOBY. Y ceOs Ha poJuHe ObITh OTBETCBEHHBIM 3a COXpPaHEHHME HacleOus
IPEKOB, TTOHUMAs IIeHY 32 0COOEHHOCTh U OOraTCTBO KYJIBTYPBl CBOMX KOpPHEH, M TPOCTO



IPOXKUBAs CBOKO HJICHTUYHOCTh, HE OOBICKUBAsCH TIE TO B «IPYroM» - SIBISICTCS CaMbIM
HUJICAJIbHBIM ITOJIOKCHUCM JISl KbIPIbI3a. B (bHJILMC «b03 caJKbIHY» OTUETIIUBO BBIPAXKACTCA
MBICITb «BO3BpAIIICHUE K caMoOMy cebe», MyTeM HEOOXOIUMOCTH BEPHYThCS C Topoja
o0OpaHo k cebe B poAHOE Celo, Ha MacTOMIe, B OTYHH oM, Tie o0pa3 >KU3HH TaM st
KBIPTbI3a - €CTh MECTO K BO3PAXKICHUIO CAMOOBITHOCTH U CAMOUICHTHYHOCTH.

KiawueBbie caoa: Keipreisctan, Kuno, HamumonaneHas  MIOEHTHYHOCTS,
KsIpreizckas kuaematorpadus.
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«National Identity Representation in the Kyrgyz Cinema Since 2000»

Contrary to all expectations, the process of globalization has led to a world where
identity representation demand and awareness of national identity are widely discussed.
Also, cinema in this context includes important indicators of political, economic and
cultural textures and elements that represent the national consciousness. This thesis
examines the presentation of national identity in Kyrgyz cinema in the period after adoption
of independence. Kyrgyz cinema on the presentation of national identity contains many
different features of cinema presentation that has gone through two different processes. The
reason for this is the division of the historical dynamics of Kyrgyz cinema into two periods:
the period of the Soviet Union and the post-Soviet period. In the period of the Soviet
Union, cinema appears to us with even more ideological discourses and content, and in the
period of independence, after a short transition process, there were more national and
distinctive features in films.

In addition, Kyrgyzstan has become more open to popular cultural products in the
new economic, social and political views imposed by the global world.

This provision undoubtedly affects traditional culture, art and cinema. American
popular cultural direction and Hollywood themes seen in film production resemble this
interaction. At the same time, Kyrgyz cinema also witnesses the process of creating
national identity, reflecting a new social and political structure. In addition, the films cover
such topics as a return to traditional culture, the creation of material based on Kyrgyz
national identity. It is also impossible not to mention the topic of national identity, which is
the creation of identity, and the presentation of national identity.

This work is based on a hypothesis that contains ideas that reflect cultural values and
ethnic characteristics in the context of national identity.

At the same time, Kyrgyz cinema includes cultural values in the context of national
identity and perceptions reflecting ethnic features. In Kyrgyz cinematography, national
identity is usually created through family life, the position of a woman, the role of a man



and a woman, rituals of birth, weddings, burials and ethnic elements. In Kyrgyz films the
tendencies of the figures of people who have remained between traditional and modern,
traditional motives are supported.

In the work based on hypotheses, the films “Sunduk Predkov” and “Boz Salkyn”
were analyzed. In this regard, in the cinematic narrative each image is analyzed as a
semantic text. Studying a film as one text requires simultaneous reading of an analysis of
both visual and oral texts. In this work, a study was conducted of the elements of national
identity that make up the film’s cinematic narrative, the relationship between oral and
visual communication, and the interpretation of cultural code values describing the
characteristics of the Kyrgyz people. In the study of the film, an analysis was made, starting
from such elements of reproduction as narration, cinematography, sound, editing, and up to
how the story is told, how events and characters are positioned, how national elements are
represented. This analysis presents an ancient Kyrgyz culture in opposition to a perceived
cultural degenerated modern world. The tension between modernity and traditions can be
observed via the roles of males and females, the gap between the rural and urban lives and
between an appeal to the roots and a detachment from these roots. Gender plays a
particularly important role in representing the national identity. In both films, national
identity is associated gender roles and the preferences of the main characters. The films
seem to be structured around the question: How a Kyrgyz man or woman should be or
should not be?

In this context, Sunduk Predkov emphasises on the metaphor of “Ancestral Heritage.”
The main character, a male, is called back to his homeland in order to protect the heritage
of his ancestors, understanding the value of his roots, the richness of his culture and valuing
its uniqueness; accepting this heritage is depicted as an ideal situation and more important
than marrying a foreigner. In Boz Salkin, going back to the countryside, far from a corrupt
urban lifestyle, is presented as the key for Kyrgyz to find oneself.

Keywords: Kyrgyzstan, Cinema, National Identity, Kyrgyz Cinematography.



