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Abstract. The correctness of the concept of “cinema language” is called into question as
the most common designation of specific cinematographic techniques, which resulted in the
formation of certain spectator attitudes towards a film. The authors determined the three main
meanings of the word “cinema language” and traced their formation on the material of classical
and modern film theory. The main film theoretical approaches that focused on the search for
analogies between film and language (linguistic, semiotic), are presented. Moreover an example
of their main provisions from the movie Keiki Batyr is given on the material of the modern
Kazakh film philosophy and a conclusion about its theoretical consistency is made.

Possible directions of the film-theoretical movement on the other side of linguistic analogies are
outlined. It is recommended to pay attention to those techniques of film, that fundamentally
do not have the function of designation; an example of minimal cinematographic elements
related to the audiovisual field of the film itself is provided; for further discussion, the authors
proposed a thesis about changing the viewer’s attitude from an interpretive “understanding”
to a sensory “encounter” when watching.

The necessity of continuing theoretical work is emphasized, this might be possible due to the
abandonment of linguistic analogies and the interpretive position of the theorist and the viewer,
as a result it will be possible to direct to the conversation about the autonomous mode of film
existence.
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post-theory, Keiki Batyr.
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of the time to memorize something after having

many seen and experienced it. Therefore, the extent

various ideas occur to mind. When watching
national films on the screens without feeling
the sense of the nation, we too often fall into a
state of confusion. So we wanted to unravel the
intricacies of this problem which has not been
solved yet.

Cinemais the mirror of society. If we had once
recognized and weighed the pillar and greatness
of the nation through literature, today it would
have already moved to the language of national
cinematography. Since the era of globalization is
on the side of mass visualization, it is the demand

and level of today’s Kazakh cinema is the main
and basic indicator of the national spirit and the
general Kazakh image.

Kazakh cinematography, like other forms
of art, is intertwined with the path of our state
from the first steps to the present day. It is known
that any phenomenon does not appear by itself
and is necessarily influenced by the phenomena
preceding it. First of all, it should be noted that
Kazakh cinema had a great spiritual influence
on gaining independence from the Soviet
government. In the world of cinema, resistance
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to Soviet government and ideology had already
begun in the decade before the collapse of the
USSR.

There is a considerable amount of movies
produced in the last thirty years. They have a
different thematic range, as well as genre and
stylistic specifics. Of course, we cannot say that
they all have the same artistic quality. But no
matter what the quality of these movies is, it's
possible to see the life of the society in which
we live.

Even if the bitter issues of the present day
are raised in this work, it has an impact on
the strengthening of our independence. It is
important to call for appreciation, strengthening
and value of independence through art and
literature. Here the movies, filmed in recent years
like Mustafa Shokai, (dir. S.Narymbetov, 2008),
Amanat (dir. S.Narymbetov, 2015), Kunanbay
(dir. D. Zholzhaksynov, 2015), or the ones that
are directly aimed at encouraging the national
spirit as Zhauzhurek Myn Bala (Myn Bala) should
be highlighted. That is, historical events and the
fate itself of the individual heroes call for the
appreciation of our independence.

Methodology and research methods

This year marks the 30th anniversary of our
cherished independence. This is an important
milestone that confirms the strengthening of
the basis of the revived Kazakh statehood, the
freedom that our ancestors longed for. Our
president Kassym-Jomart Tokayev, in his article
“Independence is more precious than anything
else”, made a review on the history that we have
overcome in thirty years. I think that each speech,
even if it is small for each individual section, has
a weighty message and conveyed important
thoughts to the people.

The section “Knowledge and Teaching”
runs: it is inappropriate for the results of such
fundamental searches to become beneficial only
for the specialists in this field. It should be made
comprehensive and accessible to the general
public. After all, not only historians, but all
people, especially the young generation, should
have a clear and strong historical consciousness.
At the same time, it is better not to indulge in
large-scale exhibitions or other big projects, but
to focus on simple and easy-to-accept works
for children and young people. Let’s consider,
for example, documentaries and feature films.
In this direction, such historical films as Almas
Kylysh (Damask Sword), Zhauzhurek Myn Bala
(Myn Bala), Tomiris, Keiki Batyr, Tar Zaman were
shot [1].

At the same time, the competent authorities
and national TV channels were instructed to
work on the state order to make a large number
of films reflecting history and national identity.
It was offered to everyone to take part in the
implementation of the work related to the
development of the noble heritage of the Alash
Figures and the promotion of their individual
ways, where they faithfully served in the interests
of the nation in the name of independence [1].

Independence made it possible to bring
many previously forbidden topics to the screen.
During these thirty years, a lot of feature and
documentary films were produced on such
topics as the figures of the Alash movement,
the Famine of the 1930s, victims of repression,
the consequences of the landfill, the drying out
of the Aral Sea, etc. Even in the first decade of
our independence, several feature films about
the 1986 events have already been made. It
was impossible to bring the images of such
personalities as Kunanbai, Mustafa Shokai,
Yermukhan Bekmakhanov, etc. to the screen
during the Soviet years.

First, film language is understood as a set of
techniques (camera, editing) found in the film. If
the film language is individualized, then such a
word can be used to refer to techniques actively
used (invented) by a particular director or
direction. In the years of film structuralism, there
was even such a way of making comparisons: film
was endowed with its own, inherent language in
general, and a specific director who choose from it
the necessary elements that formed a certain style
was called a speaker [3]. Secondly, in addition
to the quantitative collection of camera moves,
the “film language” has other connotations that
no longer simply name something in the film
but determine the viewer’s attitude towards
watching. The semiotic paradigm is based on
Saussure’s division into signifier and signified
(always at least two dimensions in a film are
noticed: the first level of the surface — signifier
— frames and their articulations, the second -
depth, signified — that is what meaning can be
“read” from these articulations). Film language
indicates that film, like speech and writing, is
never just a combination of sounds and graphic
signs, behind these articulations there is a certain
meaning that a viewer, like a reader, needs to
accurately establish. Even if the formal structure
of the film resists a “signification” that can be
read, the interpretation is made at the level of the
play of “signifiers” and rather assigns a definite
meaning to the film.
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Such a strategy is typical for the analysis
of experimental film, which, no matter how resists
to “signification” at the structural level, still turns
out to be enclosed in a constructed narrative.
Finally, thirdly, endowing film with a language
implies a process of utterance production, where
someone (differently in traditions: the film itself,
the director, someone / something in the film)
transmits something to the viewer. Viewing
thus appears as an act of communication. In
order to deal with film language successfully,
it is necessary to retain all three mentioned
meanings. A targeted critique of one cannot
be automatically transferred to the others,
and therefore does not make the fight against
linguistic approaches towards film convincing.
An example of such a single-pointed critique will
be presented later, and its apparent failure will
serve as a lesson to those, who continue to try to
convince film theory to abandon the ideas of the
productivity of linguistic analogies.

In the course of the study, the comparative-
historical, cognitive method, and ethnolinguistic
analysis were used in accordance with the
specifics and purpose of the topic.

Discussion and observation

The traditional worldview vocabulary,
elements of cultural vocabulary used by the
screenwriter of the TV series Keiki Mergen Serzhan
Zakeruly reflect the unity of the language and the
nation as well as present a linguistic view of the
nation’s life. The work of art is based not only on
the power of the national language, but also on
the comprehensive disclosure and recognition of
its nature, its entire existence. The scriptwriter
skillfully uses rational methods to convey the
national content of the concepts ardakuren, taleyi
bar, karymta, tamyr, zhanbagysh, naisap, tutin,
disappearing from the linguistic worldview [3].
For example:

- Zhylgydan galaganyndy al — dep Abdigappar
so’zin ajaqtady (Take any of the horses - Abdigappar
finished his words)

- Qolyn’yzdy qajtarmajyn, anau — ardakurendi
alajyn, - dejdi Kejki batyr. (I can’t disappoint you, 1
will take that one of pink with shiny brown color )
(part 1)

- Ury men qaragshyda es bolushy ma edi? —dedi
Kejki (Would a thief and a robber be sane? said Keiki)

- Sagan qaryzdarmyn — dep Marija zhymijady.
(I owe you - Marya smiles).

- Seni qaryzdar bolsyn dep qutqargan zhoqpyn.
Talejin bar eken. (I did not save you so that you would
be in debt. You are lucky). (part 1)

- Kejki, togta! Mynau o’zim ustagan qaru edi.
Tamyr bolajyq! Menen sagan bir estelik bolsyn — dep,
ko’pes Stepan Berezin Kejkige usynady (Keiki, hold
on! This was the weapon I used. Let’s be friends! Let
it be a memory of me for you — the merchant Stepan
Berezin offers Keiki) (part 1)

- Temiren, sen magan alys emes zhanbagysh
ushin Shymyrbajga qyzmet etip zhurgenindi bilemin.
Shymyrbajga myna ajgyrdy Kejki minip zhur eken
dep salem ajt. (Temiren, 1 know that you are serving
Shymyrbai, who is not remote to me, to earn for
your living. Tell Shymyrbai that Keiki is riding this
stallion) (Part 1)

- Akendi wurajyn! O’nkej najsaptar! — dep
Shymyrbaj ashulanady. (I will show you what’s what!
All sneaky ones - says Shymyrbay angrily.)

- Kejbir magan garajtyn tutinnin’ igi zhagsylary
bizge zhenildik bola ma eken dep tabaldyrygymdy
tozdyrdy — dep Shymyrbaj tusindiredi. (Some of
the good people of the families, who are under my
command, left no stone unturned to see if there would
be a discount for them - Shymyrbay explains)

The author reveals the national content of
such concepts as gorgaulyq (bloodlust), zhotama
taspa iledi (punish), fulag (dried coat of an
animal), sholgynshy (scout), gandauyr (scalpel),
disappearing from the linguistic view of the
world. Here it’'s possible to see that the author
provides the addressee with logical and cognitive
information. “Bireydinn duniesine suraysyz qol
sugy — qorqaylyq (Intermeddling in someone’s world
without asking is bloodlust)”, “Shymyrba qoiarda
qoimar jumsap edi. Aigyrdyn basyn kesip alyp kel
degen. Janyarga janym ashyp, ne isterimdi bilmer dri-
sdre bolyp turmyn. Qur barsam, Shymyrbar jotama
taspa iledi (Shymyrbai assertively assigned a task.
He said to bring the head of the stallion. 1 feel pity
for the animal and do not know what to do. If I come
without anything, Shymyrbai will punish me)”,
“Basqa bir tylaq bolsa, seni shaqyrmas edim — deidi
Abdigappar, - Bir amalyn qarastyr — Jerdin astyna
kirip ketpese tabarmyz — dep Amankeldi Imanov
jayap beredi (If there was another tulak, I would not
call you, says Abdygappar, Find a way out — We will
find it if it didn’t sink into the earth - Amankeldi
Imanov answers)”, “Osy Keiki suaqty sogysqa barsa
quirygyn ustatpas nagyz shol§ynshy bolar edi —
deidi M.Dylatov (if someone like Keiki went to war,
he would be a real scout that got away with things,
says M. Dulatov)”, Ses kérsety qara kiishke salymen
kérinbeidi. Syzdagan bitey jaranyn tiubi bir jarylary
anyq. — Sol jarany qandayyrmen tilip tastaityn yaqyt
jetti (Frightening isn’t reflected in using the physical
force. It's well-known that aching abscess perforates
one day. — It’s time to cut that abscess with the help of
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scalpel)”. The data on customs that existed at that
time in the worldview of the nation, which have
now changed or disappeared under the influence
of civilization, are provided, and described in
detail. For example, qudalasy, asarlaty, jergelik
jasay, uryn bary, alyp qashy, qugyny estirty.

If we take into account that some of the
profession names used today did not exist in
the past, or that early profession names are not
often found now, we can see that the interaction
between language and society has an impact
on the emergence or disappearance of the
vocabulary that refers to profession names.

The linguoculturemes of mergen (sniper),
qaraqshy (guard, robber), anishy (hunter), barymtashy
(a participant of a raid for the purpose of robbery, cattle
theft), tis qaqgan ury (professional thief), jalshylyq
(a hired man) etc. provide information about the
times of raid, while the linguoculturemes of at
baptar (horse trainer), usta (smith), saiatshylyq
(falconry), a1yl turman (saddle belongings) etc.
represent names of professions specific to the
nation engaged in animal husbandry.

The gradual transition of a nomadic
nation to semi-settlement can be seen in
such linguoculturemes as oz (head of uyezd),
ayylnm (aul headman), bolys (chief of volost), kdpes
(merchant), eginshi (husbandryman), jikshi (carier),
pishenshi (haymaker), saydager (tradesman), kiizetshi
(guard), sharya (peasant). In the same way, the
words jdrmenke (fair), gybernator (governer),
imperalizm (imperialism), kdpes (merchant), dyan
(district), zakon (law), telegramma (telegramme),
stantsua (station) are the markers that indicate
civilizational changes.

The weight of the war also influenced the
life in the country. There are a lot of political
terms: Sibir jargysy (the Siberian charter), Jihan
sogysy (the Zhihan war), qurylta: (assembly), etc.
Bugingi tanda bilimnin, ylymnyn kékjiegi — orys tili.
Sondygtan bul tildi bilip, tiirenip, 6z magqsattaryna
goldana bilgenderin abzal (Mugalimnini oqyshylarga
mitqan sozi) (Today, the horizon of education,
science is the Russian language. Therefore, it is
better to know this language, learn it and use it
for your own purposes (the teacher’s words to
the students). Maldyn qunsyzdanganynan, bolystyn
ayysqany jaman. Aidaganga kénbeitin késhbasshydan
gori, mtagqa eretin adam izdegeni shygar (Keiki
batyrdyn sozi) (The change of a volost is worse
than the devaluation of livestock. Maybe they
wanted a man who would do what they asked
than the one who wouldn’t. (Keiki batyr’s
words).  Bul joly ara tisip mal berermiz, al kelesi
joly buikil qazaq taqyrga otyrganda nemizdi beremiz?

Jan beremiz! Bul turlaysyz tirliktin tiibi sogan dkelip
sogady (Abdigappar bolystyit sozi) (...This time we
will intercede and give the cattle, and what will
we do next time when all Kazakhs have nothing
to give? We will give our life! The depth of this
existence without end leads to it (the words of
Abdygappar volost). Tizgindi tartyp ustasan, shy
asaydyn 0zi mtqanyna konedi. Halyq sol suagty,
solqyldag shybyq suaqty. Ony biilk etkizbei, mranda
uytyp ustay kerek (Imamnyn sézi) (If you pull the
reins, even an untamed horse will give in to what
you say. The people are like that, like a yielding
rod. It is necessary to keep them united, without
destroying the state (Imam’s words)

In the film, all forms of artistic time and
space alternate between each other. Time is
the damage that the “royal decree” does to the
people, and time plays a very important role in
the transmission of the dynamics of the events
through causing the common people to suffer,
identifying every tax, enraging them.

We should consider the reflection of the
dark war at that time, the policy of Russification,
the policy of conquering the Kazakhs ruthlessly,
the seizure of the desirable land, the provocation
of the Kazakhs to each other, instigating open-
minded Kazakh people to their people, etc.
as a work of art that can give us full social
characteristics. This is not a work of art, but a
work showing the true image of the Kazakh
history. We can see all the actions of the heroes,
volosts and Kazakh intellectuals of the Torgai
region, the major centre of the national liberation
uprising in history, in the world of cinema. For
example, liberal-democratic intellectuals such as
Keiki Mergen, Amankeldi Imanov, Abdigappar
Zhanbosynov, and A. Bokeikhanov, A.
Baytursynov, and M. Dulatov urged the people
not to oppose the government and to obey the
decree [4, 51]. Alibi Zhangeldin’s traitor image
can be clearly seen. All types of taxes at that time
are mentioned. For example, dsker: salyq (military
tax), tutin salyq (fumage tax), zemstvo salygy
(zemstvo tax), bolys salygy (volost tax).

In any work of world classics, regardless of
genre or style it is shot in, by its underlying idea
we see the real picture of the society, in which the
artist lived, the human essence in general [5,81].
For this reason, we consider that the film “Keiki
Mergen” is also valuable for its artistic reality.
The work is a realistic composition that describes
the tragic struggle of the Kazakh people. Murat
Bidosov in this film shows the realities of his
time through the actions and selfless deeds of the
patriots who loved their people, such as Keiki,
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Shubar, Amankeldi Batyr, Abdygappar volost,
Temiren.

It is well-known that the worldview is
determined by the parameters as space, time,
size, quantity, etc. Its formation is influenced
by language, customs, traditions, nature, living
and economic conditions, and other social
factors. For example, Ol 6zi saiaq jurgen mal edi
ustata qowar ma eken? (It was a straggler, would
it let to trap itself?); Ymyrt tiskendi kiiteiik, myna
tirimizben bargansha, tor tarqaityn boldy (Let’s wait
until dusk, by the time we get there like this, the
event will be over;); Tan atpai sen qyz mazany alyp,
shoshyngannan saymysyn? (You have disturbed
since morning, have you been frightened?);
Murnynnyn ushyndagyny kore bermei, alysqa da
garasaishy (Don’t just look at what’s on your face,
look farther).

In this TV series, gestures that clearly
demonstrate our national culture, national
worldview and knowledge are abundantly
presented. At the same time, it should be noted
that some kinemes that express the unique
qualities of our nation in some cases are common
to women and men, large and small communities.
For example, men greet people getting off a horse,
take off their hats when entering the house, and
shake hands. Communicants use the kinemes of
body movements, especially hugging, to express
their mood and longing when they have not seen
each other for a long time.

In the world of Kazakh cinema, a number
of genre films are based on the biographies of
historical figures. The film Keiki Batyr reveals
the historical figure from all angles as well. The
images of the characters in the film do not repeat
each other, there are many national features
in their personality, behavior, worldview. For
example, let's focus on the examples that are
reflected in the language of each character. At
quirygyn kesip kety (break off relations: lit. cut
off the tail of a horse); Uririnen bezgen saagtar
soparyp jalgyz kelipsinn (you came alone, like a
straggler (here. A lonely grazing horse) that was
disengaged from the drove); eki asap eki biiirin
tompaitpaq eken (stuffing his mouth he wanted to
be sated), Shymyrbar tisin garrap otyr (Shymyrbay
is holding grudges), Sizdin eteginizden ustap
omirlik jar boly¢a men daynmyn (I am ready to
be a life partner by casting my lot with you);
Stiiekke tanba saldyndar (You have brought us to
disgrace);, Aldarynyzdan otip at-shapan aybymdy
tolermin (I will pay for my deeds with a horse and
chapan by your favour), Okpege qisaq ta, dlimge
qumaityn bayyrmyz (We are brothers to each other

that can take offence at but can’t wish death on);
At quiry$yn kesip ketip pe edim (Have I broken off
relations); Jarym jolda jetper jalt bererindi bilsemshi
(If T knew you ran away in no time half-way);
Ayyzdaryn qy shéppen siirtip otyrgan joq (They are
not complaining of the needs (lit. wiping their
mouths with just grass); Kémeiine qum tolma
aryny basylmas (He will not be satisfied until he
is made).

In the language of the film characters, there
are also word pairs, the meaning of one of which
is obscured, but is synonymous with the first
word. For example, tdtti-tdarmek, qatyn-qalash.

In his work, N. Alimbayev tells about the

identification of the Kazakh community with its
native ethnic territory: “Sanctified by tradition
(Balkhash, Ile, Karatal, Uly Saryarka, etc.), these
objects — kieli — together with the corresponding
ritual and ceremonial complex motivate the
collective attachment of community members
to this territory, therefore, they are a very
effective institutional means of geographicalself-
identification” [6, 13]. Regarding this issue,
A. Zharybayev, analyzing the toponymic system
formed in the 19t century in central Kazakhstan,
expresses the following idea: “We can clearly see
that the oikonyms of pre-Kazakh revolutionary
period were mainly formed according to the
names of the head of the tribe, the owner of
the village [7,54]. For example, Torgm dalasy,
Jylanshyq, Keikinin ungiri, Sdlimgereidin jailayy,
Shymyrbaidyn ayyly, Tuiwyqsai, etc. are clearly
demonstrated in the film. This is the motivational
nature of the traditional toponymic nomination,
which took place in the Kazakh toponymy before
the October Revolution, and structural, word-
forming, lexical-semantic, grammatical models
are ethnogenesis, path and time of our people.

Also, the elements of folklore are often
found in the literary structure of the work. And
the new written literature, dating back to Great
Abai, consciously addressed folklore, rested
upon it to the necessary extent. Here we are
indicating the fact that words and phrases, plots
and characters, individual genres, proverbs and
riddles from folklore are freely employed in the
film language. Most of them occurred naturally,
while some were used for their intended purpose
[9,14].

At certain moments in the film, one can
clearly see the scenes of Kazakh oratory. There
is a considerable number of proverbs, sayings,
quotations. «Quréa baryp atan bolgansha, 06z
jerimde jurip byra boldanym artyg», <«Jagsynyn
jattygy joq», «Sézsertpen ten», «Adamnyn kini
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adammen». «Jirgenge jorgem ilinedi, jatqanga jan
jyyshy me edi», «Er jigittinn ishine er-toqymdy at
suar», «Bori azygy, Tanir yryzdygy», «Jalgyzdyq tek
Allaga gana jarasqan», «Sayda saqal sipagansha»,
«Atan kétergen jukti, nar kétere almmdy, «Til tas
jarady, tas jarmasa bas jarady», «Toqal eshki miitiz
suramyn dep qulagynan ayrylypty», «Olimdi jerde
molda semiredi».

The first creative interweaving of Kazakh
folk poetry and fine literature is clearly presented
in Abai’s poetry. The language of the characters
from Keiki Batyr often turns to Abai’s language.
For example, Tesik monshaq jerde galmas; Bolys
boldym mineki, bar malymdy shygyndap, etc.

From the example “Moldeke, shaitandy
alastasan, perishte ndpagasyz qalmm ma? —
Astagfiralla, sen qaraqshy$a jagsasyp halyqty Hagq
jolynan tmdyrma! — Halyq haq jolynan tamagan,
jazyqsyzdyn janyn alyp darga asy bul dalada bolmagan
pdtya. Sharigat pen dala zanyn shatastyrma. Qudam
bergen jandy Qudm $ana ala alady” the traditions
unwritten in the Kazakh religion and mentality
are clearly reflected. In film language this usage
justifies that our religion is Islam and that it is
intertwined with the Kazakh traditions. We think
that it is right to present the law of the steppe
and the law of Sharia in the film. It is also typical
to use superstitions, such as a knife standing one
side up, to pray looking at the moon. Because our
history shows that we are a nation that firmly
adheres to religion and mentality.

Since the work of Director Murat Bidosov
is the voice of the liberation struggle, the
widest possible inclusion of weapons in the
film vocabulary is a natural phenomenon. For
example, jalan shogpar (a bat), zenbirek (a cannon),
sadaq (a bow), qoramsaq (a quiver), qylysh (a sword),
jebe (an arrow), myltyq (a gun). Weapons in general
are a part of the national culture indicator.
Therefore, it is natural to meet frequently the
social classifications, the military vocabulary
related to war in the lexicon of film production.

“Atqa saldym erimdi, Bermedim jay$a jerimdi,
Attym myltyq besatar Dushpandy qyrdym kép qatar.
Qansha dushpan qyrsam da, Quamette tan atar, Agjan
suly erdi gor. Qudar magan berdi gor. Ush jyl buryn
kérgen tiis Amnymar bugin keldi $oi1. Tisteymen ottim
tilimdi Bermedim jayga elimdi El ishinen jay shygyp,
Syndyrdyn Alla belimdi” (I put my saddle on the
horse, I did not give my land to the enemy, I shot
the five-shooter I killed many enemies. No matter
how many enemies I killed, In the judgment day,
the sun will rise. Akzhan is a beautiful woman
given to me by God. The dream I saw three years
ago has come true today. I bit my tongue, I did

not give my country to the enemy. The enemy
came out from within the country and God broke
my spirit), we present the full version of Keiki
Batyr’s words, who spoke in the form of a spirit.
This, of course, was the tragedy of Keiki Batyr.

In the film Keiki Batyr the pathos-filled
expressions, great changes, highlights and
transitions under each word are the actions that
personify each character and their words. The
wealth of words of our nation is like a vast sea.
For example, Assy dawynday (prepare meals); Bas
saygalay (save soul); Mingesemiz (We will sit on a
horse together); Owzdyn soldattary tependep kiinde
keledi (The soldiers of the uyezd come putting spurs
to horse); Qarymtasyn bery (pay back in their own
coin); Qoldy bolyp jiirmesin (beware lest it is stolen).
Kézben sholyp, jirekpen kozdey kerek (you need
to look over and aim at with your heart), Qarasha
halyq uysa ol bir alyp kish (If common people unite,
it will be a great power). Ol kishtin kiretamyryna
bar-bolystardy aralastyrmar qan jugirte almaimyz
(We can make it work until we involve the rich and
volosts in the root of this power). The language of
each character is distinguished with the wealth
of language full of national color.

Results

The dynamic character of the discourse of
Keiki Mergen is reflected in its close connection
with its viewers and with the director Murat
Bidossov’s concern of that the meaning and
significance of his works will not be lost after
many years. We think that the TV series about
the hero of the National Liberation uprising of
1916 in the Turgai steppe, the famous shooter
Nurmaghanbet Kokembaiuly, has won the hearts
of the audience. “Keiki Batyr is a person whose
bravery has forever remained in the memory
of the people. However, during the Soviet era,
it was forbidden to use the name of the hero,
and following generations did not have enough
information about the famous Mergen. I have
been studying Keiki Kokembaiuly since 1963. I
have been with the people who have known him
for many years. In this way, I was completely
immersed in the heroic deeds of our ancestor
and wrote my mook Keiki Batyr. His life and art
are a great topic for a movie. This TV series, as
its name suggests, is going to depict the life and
dignity of the hero, especially his shooting skills
to the audience. I trust that it will be a wonderful
work that introduces the hero’s ancestor to
today’s generation”, said an honorary citizen of
Arkalyk, a local historian Kherbibay Baidildin
[2]. According to his opinion, the meaning of
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the saying “Amangeldy is a marksman, Keiki
is a sharpshooter”, which is spread all over the
country, is that Amangeldy was a sniper who
shot at any target and did not miss the target,
while Keiki Batyr could quickly shoot any target
while running or riding a horse. From a young
age he was so trained to use a weapon that he
accurately aimed at the target, no matter what
move he was on. Today, many works have been
written in order to fully reveal the image of the
hero and show his angles that people do not
know.

The name of Nurmaghanbet Kokembaiuly
is inextricably linked with the life, deep history
and spiritual world of his people. It is no
exaggeration to say that his life, his activity, his
behavior, his faithful service to his people, in a
word, he himself is a personality that embodies
the national spirit. There is a historical novel by
Akan Nurmanov Kulan Azhaly and a historical
saga by the poet Serik Turgynbekuly Keiki Batyr
about the famous Kolmergen (sharpshooter).
In addition, Akhmetkhan Baizhan published a
collection of documentary narratives Kulan Keiki
Batyr, Aubakir Kylyshbaiuly published a book
Kulan Kipchak Keiki Batyrdan Son.

Some difficulties may appear in finding
linguistic and cultural units that determine the
national character in the linguistic view of the
world in the language of the TV series. This is
because some words contain linguistic and
cultural components openly in the context of
their meaning, while in some words, cultural
information remains hidden in their meanings.
Therefore, the invisible cultural components in
the meaning of the word are revealed through
the knowledge of images, benchmarks, semes,
concepts [10,8].

We also touch on the language used in
the TV series and notice that a lexicographic
interpretation of the concept of words, the
meaning of which is blurred for the modern
viewer is made. This is a feature that is not found
in many TV series. Through this, the internal
form of the word is revealed, and the hidden
cultural information is obtained.

Conclusion

The director clearly reflects in the film all
the manifestations of the personal, heroic, civic
principle that Keiki Batyr adhered to. Because
it is in this film that he shows a real fighting
spirit as an artist. Here, even though the Soviet
ideology wins, the national worldview and
national identity are without fear opposed to
that ideology. The film reflects the period of the
beginning of another change in the way of life,
worldview of the people that experienced the
influence of external ideology.

In fact, the film Keiki Batyr is a very sad work.
This is only one of the scenes of the challenging
time that the Kazakh people overcame in that
period. Even the mountains and steppes in the
film, give the impression as if the character is
saying goodbye to a very precious thing in his
life. The traitors from inside were at fault for the
death of Keiki Kokembaiuly. The place of his
burial, that is, his bones, is protected, even by
the blue wolf of the steppe.

Both strength and weakness of the film are
reflected in its language. The language of the
stage should be concise, clear and touching. The
world of cinema is a complex genre that bears its
fruit when the author, director, character work
together.

As we all know, the burden of this film is
heavy. It impressively describes the life here
through images, historical events. The film
Keiki Mergen masterfully created the heroic
images of Keiki Kokembayuly and Amankeldy
Imanuly as the symbols of heroism. In the film
Keiki Mergen we will deeply understand the
spontaneous popular riot of people against
colonial exploitation of the tsar, the desire for
freedom, the broad power of the patriotic spirit,
and scrutinize the historical experiences.

Director Murat Bidossov displays the life
of the period, the history of men’s deeds by
narrating about the philosophical reflections of
patriots who loved their country and land. The
film is of great significance in instilling patriotic
sense in youth.
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A.b. Caaxpmbaii, XK.A.Copcenbait
OA-Dapabdu amwvindazor Kasax yammuix yrusepcumemi, Aamamut, Kasaxcman

Kasipri Tapuxm ¢puabmaepais Tiagik MHTepIIpeTalsiChl
(«Keriki OaTBIp» KMHOCHI HeTi3iHae)

AnpaaTtma. OnapMmre KaThICTH KepepMeHAepdaiH ©Oeariai Oip KeskapacTapblH KaABIITacTBIPYFa
BIKIIaA eTeTiH, apHalibl KiHeMaTorpadusAbK Taciagepai Oiagipyre KaThICTHI KeH TaparaH «KMHO Tiai»
YFBIMBIHBIH KUCBIHABIABIFBI TypaAbl Macede KoTepideai. «KmHO Tiai» TipKeciHiH yIII Heri3ri MarbIHaChIH
aHBIKTaIl, 0OAapAbIH KAaCCHUKaABIK >KoHe Kasipri KMHO TeOPMCBIHBIH MaTepuaablHAapblHAA KAAbIIITaCybIH
KaJaralay ycblHbLAaAbl. KMHO MeH Tia apacklHAaFb! yilaeciMAl (AMHIBMCTUKAADBIK, CEeMUOTHKAABIK) i34eyre
OarpITTaAFaH HETI3ri KMHOTEOPUAABIK Tociadep OasiHaazaapl, «Keiiki OaTeIp» KMHOCBIHAH Kasipri Kasak
KIHO (Pp1A0CO(VISICEIHBIH HeTisIi KarnjadapblHaH MbICal KeATipiAill, OHBIH TeOPMAABIK HeTridAiairi Typaasr
KOPBITBIHABI JKacaaAbl.

Tiaaik yKcacTBIKTapABIH ap¥bl >KaFBIHAAFBl KUHOTEOPUSABIK OeaAridepAiH MYMKiH OarbITTapsl
kepcetizeai. KunonelH TyOereriai TaHOasaHy QYHKIUACHL >KOK TEeXHMKAABIK TociagepiHe — Hasap
ayJapy YChIHBLAaAbl; KMHOHBIH ayAMOBU3YyaAAbl ©piciHe KaTBICTBI MMIHUMAaAABl KUHEMAaTOTpPaUsABIK
DAEMEHTTepAiH MbICaAbl KeATipiaeai; opi Kapall TaAKblday YIIiH KMHO KOpy Ke3iHAeri KepepMeHAepAaiH
KO3KapachlH NHTePIIpeTalNAABIK, «TYCIHy4eH» Ce3iMAiK «COKTBIFBICYFa» ©3TepTy TypaAbl Te3uc Oepiaeai.

TeopusABIK >KYMBICTHI Ka/AFacTBIPY KadKeTTiairi Oaca aifTbliagbl, 04 YIOiH TiAAiK YKCacTBIKTapAaH
JKoHe TeOpUAIIbLIap MeH KopepMeHHiH MHTepIIpeTalysAAbIK ITO3ULIVIICHHAH Oac TapTy KMHOHBIH gepOec
JKararida eMip cypyi OarbITEIHAA 9HTIMe KO3Fay¥a MYMKIHAIK OepeTiHi aifpbIKIIa KepceTileai.

Tyiin ce3aep: KuHO Tiai, kepepMeH KaOblLigaybl, MHTepIIpeTaLlil, KOMMYHUKALVI, CEMMOTHUKA,
nocrreopus, «Keriki 6aTeIp».

A.b. Caaxbmbari, JK.A.Capcenbaii
Kasaxcxuii nayuonarvrvlil yHusepcumem um. arv-Papadu, Aamamol, Kasaxcman

SI3BIKOBAsT MHTEPIIPETaIVsI COBPEMEHHBIX MCTOPMIECKNX PUABMOB
(o xmHO «Keviki 6aTBIp»)

AnpnHoTtamms. B aanHON cTaThe cTaBUTCA II04 BOIIPOC KOPPEKTHOCTL IMOHSATHUS «KMHOSBBIK» Kak
HanboJlee pacIpOCTpPaHEHHOIO OOO3HaueHMs crenu@uUeckux KuHeMaTorpapUueckux IIpUEMOB,
CAeACTBUEM KOTOpPOIo craao (opMupoBaHNe OIpejeAeHHBIX 3PUTeABbCKMX YCTaHOBOK B OTHOIIEHUMU
¢uasma. Ilpesaaraercs onpeaeAuTs TPU OCHOBHBIX 3HAUEHNUs CAOBA «KMHOS3BIK» U IIPOCAEAUTH X
¢gopMmuposaHne Ha MaTepuajde KAACCMYECKON I COBPEMEHHON Teopuy KUHO. VI3aaraloTcsi OCHOBHBIE
KMHOTeOpeTnYecke I0AXOAbl, OPMEeHTMPOBaHHBIE Ha IIOMCK aHAJAOIMII MeXAy KUHO U S3BIKOM
(AMHTBUCTHYECKE, CeMMOTIYECKIe), IPUBOANTCS NTpuMep 13 KuHo «Keriki 6aTeip», AeaaeTcs BBIBOJ O ero
TEOPeTIYeCcKO COCTOATEALHOCTI.

HameualoTcss BO3MO>KHBIE HaIlpaBACHMS KMHOTEOPETUYECKOTO JABVKEHVS IO Ty CTOPOHY A3BIKOBBIX
anaaoruit. [Ipeaaaraercs oOpaTUTh BHMMaHMe Ha Te TeXHIYeCKIe IIPMeMbI KITHO, KOTOpble ITPUHIIUINAaABHO
He MMeIOT YHKIIMM O3HAuMBaHUA, HPUBOAUTCA IIpMMep MMHMMAABHBIX KUHeMaTorpaduyecKmx
9A€MEeHTOB, OTHOCSIIVXCSI K ayAMOBM3YaJlbHOMY IIOAIO CaMOIO KMHO; AAs AaABHENIero OOCYy>KAeHM:
npejAaaraeTcs Te3MC O CMeHe 3pUTeAbCKON YCTaHOBKU IIpM IIPOCMOTpe C MHTEPIIPeTUPYIOIero
«ITOHMMaHMs» Ha YyBCTBEHHOE «CTO/AKHOBEHME».

INoauepkmBaeTcs: HEOOXOAMMOCTh IPOAOAKEHIUs TEOPETHIeCKON paboTel, A4 KOTOPOI OTKa3
OT S3BIKOBBIX aHAJAOIMII M MHTePIIpeTUPYIOIIell IO3UINM TeopeTuKa M 3puTeas cledaeT BO3MOKHBIM
ABIIKEHIIe B CTOPOHY Pa3roBopa 00 aBTOHOMHOM pe’KIMe CyIIeCTBOBaHI KITHO.

KaiogeBble ca0OBa: KMHOSA3BIK, 3PUTEAbCKOE BOCIPUATHE, MHTepIpeTalns, KOMMYHUKaIIVI,
CceMIMOTHKa, ITocT-Teopus, «Keliki OaTeip».
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