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MYTHOLOGICAL CODES IN THE POETRY OF M. MAKATAEV

Abstract

Outstanding Kazakh scientist-folklorist E. Tursunov made a huge contribution to Turkic
studies, to the epics of the Turkic peoples. During the life of the scientist his fundamental works as
«Genesis of the Kazakh everyday tale» and «The origin of the carriers of the Kazakh oral and poetic
culture» were received wide world recognition. E. Tursunov was the founder of a number of
scientific schools in the field of folklore, Turkic science and in the epic studies world. In addition to
his scientific activities, he was engaged in the translation of Kazakh folk tales. E. Tursunov's
fundamental work «The genesis of Kazakh everyday fairytale» became classic work of the Kazakh
(Turkic) and world science about folklore. There was a time (Soviet period) when Kazakh folklore
seemed to be a «thing in itself». However, the fundamental works of Kazakh scientists, including E.
Tursunov, formed a set of integral and apodictic investigations. They exposed that when researchers
of various scientific directions and disciplines increasingly and irreversibly turn to folklore, they
discover the first forms that could not be found in other sources and this allows them to move
forward thought centuries. In other words, Kazakh folklore studies may seem complete in general
terms, in information and semantic content and in the execution of the scientific discipline. E.
Tursunov subtly felt the key problem of modern domestic ethnology, which solution can be
provided by folklore. His transition from folklore to ethnology revealed the paradox which consists
in the alienation of Turkic history from world science. In former times, alienation was not relevant,
because a thought was permanently implanted in the consciousness of the people in the national
history which was closely linked with forced sedentarization. This thought had been ripening for
centuries in sedentary cultures as urban and agricultural. The mind of people was full of
backwardness, inefficiency and even harmfulness of tribal consciousness and tribal relations that
are inherent in traditional Kazakh society. Its appearance in a sedentary environment is
understandable, because farmers in most of the Eurasian continent were exposed to the invasions of
nomads’ hordes from the steppe, which were invariably defeating any armies from Europe and
Western Asia for centuries and even millennia. They subjugated cities and countries, settled on the
conquered lands, changed the appearance and gene pool of peoples. The conquered nations then did
their best to preserve their identity and, in any case, eradicate the tribal mark left by the Turkic-
speaking nomads from the historical memory, who were the ancestors of the Kazakhs. Based on the
theoretical provisions of E.Tursynov about the types of mythologization in Kazakh folklore, the
author explores mythological images, plots, techniques and traditions in the poetry of M.
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Makatayev. A large number of examples show the mechanism of their transformation from the
category of folk elements into aesthetic ones.
Keywords: Kazakh folklore, M. Makatayev, mythologization, scientist-folklorist.
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MU®OJIOTI'NMYECKHUE KOJAbI B II0933UU M. MAKATAEBA

Annomayus

Brinaromuiics kasaxckuii yueHslii-ponbkiaopuct E. TypcyHOB BHec OrpoMHBIN BKJIaa B
TIOPKOJIOTHIO, B 3IOCHI TIOPKCKUX HApOoAOB. IIpH KW3HM y4EHOro HIMPOKOE MHUPOBOE MPU3HAHUE
MOJIYYMJIM Takue ero (GyHIaMeHTallbHbIe TPyAbl, Kak «['eHe3uc Ka3axckoil OBITOBOM CKa3Ku» U
«IIpoucxoxxaeHne HOCHUTENEH Ka3aXCKOM YCTHO-MOATUYECKOW KyinbTypel». E. TypcyHOB Obu1
OCHOBATEJIEM pAJla HAYYHBIX IIKOJ B 00JaCTU (OJIBKIOPUCTHKH, TIOPKOJIOTHH U B DIIUYECKUN MU
nuccnenoBanuil. IlomuMo CBOEN Hay4yHOW JEATEIBHOCTH, OH 3aHUMAJICS IIEPEBOJOM Ka3aXCKHUX
HapoaHbIX cka3ok. E. dynnamentanbubiil Tpya TypcyHoBa «l'eHe3nc Ka3axCKOi OBITOBON CKa3Ku»
CTaJl KJIACCUYECKUM TPYAOM Ka3axCKOH (TIOPKCKOM) U MUPOBOI Hayku o ¢oibkiiope. bbuio Bpems
(coBerckuil mepuon), Korjma Kka3zaxckuil (Qonpkiop Kazaics «Bemiplo B cebe». OmgHako
(dyHIaMeHTaIBHBIE TPYJIbl Ka3aXCTAaHCKUX YYEHBIX, B ToM uncie E. TypcyHoBa, chopmupoBamu
KOMIUIEKC LIEJIOCTHBIX M alOJMKTHYECKUX ucciaenoBaHuid. OHM MOKa3zalu, 4TO KOrja
WCCIICIOBATENIM PA3IMYHBIX HAYYHBIX HAIPABJICHUW W JUCHUIUIMH BCE Yamle M HeoOpaTtumee
oOpamatorcss K (OIBKIOPY, OHH OOHAPY)KHUBAIOT TMepBbie (OPMBI, KOTOpbIE HE MOITHU OBITh
HaWJIeHbl B JPYTrUX HCTOYHUKAX, U ATO TO3BOJISIET UM JIBUTATbCs BIepea Ha cTojieTus. VHbIMU
CIIOBaMU, U3y4eHHE Ka3aXCKOro (oIbKIOpa MOXKET MOKa3aThCs 3aBEPIICHHBIM B OOIIUX YepTax, 1Mo
MH(POPMAIIMOHHO-CMBICIOBOMY HAMOJHEHUIO W MO O(GOPMIICHUIO HAYYHOW JUCHUILIIMHBEL E.
TypcyHOB TOHKO MOYYBCTBOBaJ] KIIFOUEBYIO MPOOJIEMY COBPEMEHHOH OTEUeCTBEHHOW STHOJOTHUH,
penieHne KOTopoi MokeT obecrieunth Goibkiaop. Ero nepexoa ot ¢hosibKiIopa K STHOJIOTHU BBISIBUI
MapajoKC, 3aKIIOYAOIINNCS B OTUYXICHUHM TIOPKCKOW MCTOPUM OT MUPOBOM Hayku. B mpexHue
BpEMEHa OTYYXKJEHHE HE OBbUIO aKTyaJbHBIM, IOTOMY YTO B CO3HAHHH JIIOJEH B HAIMOHATHHOM
UCTOpUU OblJIa TOCTOSHHO BHEApPEHA MBICIBL, KOTOpas OblLla TECHO CBs3aHA C MPUHYAUTEIHHOU
OCEIJIOCThI0. DTa MBICTh BBI3pEBaJla BEKaMU B OCEUIBIX KYIbTypaxX, KakK TOPOJCKHMX, TaK H
ceNbCcKoX03sicTBeHHBIX. Co3HaHMe ToJell ObUIO MOJHO OTCTANOCTH, HEed(P(HEKTUBHOCTH U JaXKe
BPEJIOHOCHOCTH TIUIEMEHHOTO CO3HAaHUS M POJIOTUIEMEHHBIX OTHOIIECHUH, KOTOPHIE MPUCYIIH
TPaAUIIMOHHOMY Ka3zaxckomy oOmiecTBy. Ero mosiBieHue B oceuioi cpene BIOJHE OOBSICHUMO,
MMOCKOJIBKY (hepMepbl Ha OOJBINEH YacTh €BPa3HIICKOr0 KOHTUHEHTA TMOJABEPTajliCh HAIIECTBUSM
CTEMHBIX OpJi KOUEBHUKOB, KOTOPhIE HEM3MEHHO Mo0ex1anu J1rodbie apmuu u3 EBpornbl u 3anagHoi
A3UH Ha NPOTSHKEHUU BEKOB U Jaxe ThicaueneTnii. OHM MOKOPSUIA TOpoJa U CTPaHbl, CEUITUCh Ha
3aBOEBAHHBIX 3€MJISIX, MEHSUTM BHEIIHUN BHUA M TeHO(MOHA HapoaoB. [lokopeHHbIE HApOIbl TOT/A
JIealid BCe BO3MOXKHOE, YTOOBI COXPAHUTh CBOKO CAMOOBITHOCTh M, BO BCSKOM Ciy4ae, CTEpeTh U3
HMCTOPUYECKOM MaMATH TUIEMEHHOU ClIe]l, OCTaBICHHBIM TIOPKOS3bIYHBIMH KOUEBHUKAMH, KOTOPHIE
ObplTH TIpenKaMu Ka3axoB. OCHOBBIBACh Ha TEOPETHYECKUX ToJiokeHusX E.TypcbiHOBa 0 THmax
MUDOIOTH3AIMHN B Ka3aXCKOM (DOJBKIIOpE, aBTOp UccienyeT MUGoIorudeckue o0pasbl, CIOKETHI,
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MpUeMbl W Tpaauluu B mod3uud M. MakaraeBa. bosibiioe KoinuuecTBO MPUMEPOB IMOKa3bIBAET
MEXaHHM3M HX TPEeBpaIIeHHs U3 pa3psaa GOoIbKIOPHBIX JIEMEHTOB B 3CTETHUUYECKUE.
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M. MAKATAEB I1O33UACBIHAAT'BI MU®OJIOT'UAJIBIK KOATAP

Anoamna

Kepnexkrti Ka3ak ¢oapknopranymbicel E. TYpChIHOB TYPKOJIOTHSIFA, TYPKiI XaJbIKTapPBIHBIH
AMOCTapbIHA 30P YJieC KOCThl. FaabIMHBIH K631 TipiCiHAe OHBIH "Ka3aKThIH TYPMBICTBIK €pTETiCiHIH
renesuci” xoHe "KazaK aybl3IIA-TIOITHKAIBIK MOACHUETIH JKETKI3YIIUIEpAiH HIBIFY Teri'CHSIKTHI
ipreni eHOeKTepl KeH dleMIIiK TaHbIManAbIKKa e 6omabl. E. TypcbiHOB donbkiopTany, TypKiTaHy
KOHE SIHKAIBIK 3epTTeyJIep IeMiHAeri OipKaTap FRUIBIMH MEKTENITEP/IiH HETi31H KaJayIibl OOJIIbI.
FoulbiMu  KpI3MeTiHEH Oacka, O Ka3aK XallblK epTeruviepiH ayaapyMeH ailiHaibicKaH. E.
TypchbiHOBTBIH "Ka3aK TYPMBICTHIK €PTETICIHIH TeHe3uci" aTThl ipreni eHOeri Ka3zak (TYpKi) jkoHe
onemMaiK (POJBKIIOP FBUIBIMBIHBIH KJIACCHUKAIBIK eHOeriHe anHanawl. Kazak dosbkiaopsl "e3iHpaeri
HOpce"00MIBINT KOPIHETIH YaKbIT (KEHECTIK Ke3eH) Ooipl. Aaiiia Ka3aKCTaHIBIK FaabIMIap/IbIH,
onbly imriHae E. TypchIHOBTHIH ipreii eHOEKTepl TYTAC KoHE aroJUKTUKAIBIK 3epTTeyNep KelleHIH
KajbpinTacTeipAbl. Onmap opTypii FBUIBIMH OarbITTap MEH MOHACPHAIH 3epTreymiiepi (oiIbKIopra
OapraH caiflblH KaWTBIMCBI3 JKYTIHI€H Ke3le, oyiap Oacka Ke3JaepleH TaObUIMAaNTBIH aJFallKbl
¢dbopManapabpl TabaTBIHBIH JKoHE OyJI OlapAblH Fachlpyiap OOWbBI anfa KbUDKYbIHA MYMKIHAIK
OeperiHiH kepcerTi. backama ailiTkaHaa, Ka3ak (OJIBKIOPBIH 3epTTey JKajlbl MarblHAJA,
aKnapaTTHIK-CEMAaHTHKAIBIK TOJBIKTBIPY JKOHE FBUIBIMH TOH/AI peciMiey OOWBIHIIA asKTalFaH
Oonbin kepiHyl MyMKiH. E. TypchblHOB Ka3ipri 3aMaHfbl OTAaHIBIK STHOJOTMSHBIH MLICLIYII
npoOJeMachlH CE31H/I1, OHBIH IIemiMIiH (OIBKIOp KamTamachki3 ere anaisl. OHbIH (POJbKIOpAaH
ATHOJIOTUSFA ayBICYbl TYPKI TapUXbIH OJIEMAIK FbUIBIMHAH alIIaKTaTylaH TYpaTblH NapajoKCThl
aHBIKTa/Ibl. BYpBIHFBI yaKbITTa MENIKTEH MIBIFApy ©3€KTi OOJFaH JKOK, OMTKEeHI YITTHIK TapUXTaFbl
aJlaMJIap/IbIH CaHAChIH/Ia MXOYPIi OTBIPBIKIIEI OOJYMEH THIFBI3 OANIaHBICTBI OM YHEMI EHTI31Iin
oTeIpABL. Bys1 o#f Faceipiap OOWBI KalajblK JKOHE aybUIIAPYalIbUIBIK JaKbUIIapbIHAA KETiJTeH.
AnamaapablH caHachl JOCTYpPJi Ka3ak KOFaMblHA TOH apTTa KalyIIBUIBIKKA, THIMCI3IIKKe, TIMTi
PYJIBIK CaHa MEH PYJIBIK KaThIHACTAP/IBIH 3USHIBLUIBIFBIHA TOJBI 00161 OHBIH OTBIPHIKIIBI OPTaaa
naiina Oonybl TYCIHIKTI, eiiTkeHi Eypa3us KOHTMHEHTIHIH Ken OediriHjeri ¢gepmepiep racheipiap
OOMBbI, TINTI MBIHAAFaH kbu1ap Ooiibl Eypona meH bareic A3usijaH KenreH Ke3-KelareH apMHsHbI
YHEMI JKEHIN KeJreH KeIUNEeHAUIepAiH Jlana OpAachlHbIH Ma0ybulbiHA yIblpaabl. Onap Kajanap
MEH eNJIep/Ii JKayJal afbl, XKayJal ajJbIHFaH jKepiepre KOHBICTaHIbl, XaJbIKTapIbIH CHIPTKBI TYpi
MeH reHo(oHIBIH e3repTTi. ComaH KeHiH jkayiam ajblHFaH XaJbIKTap ©3AepiHiH >kKeke OachlH
cakTam KaJly YIIIH JKOHE Ke3-KEJTeH >KaFJaiiia Ka3zaKTapJblH ara-0abaiapbl OOJiFaH TYPKI TLIAEC
KOIIMEHAUIEp KaIIbIpFaH TaWNaiblK 13epli TapUXH >KaJblHAH OLIipy YIIiH KOJJaH KeJITeHHIH
Oopin kacaapl. E. TypchlHOBTBIH Ka3zak (DOJBKIOPBIHAAFEl MHQOJIOTH3ALUS TYpJiepl Typaibl
TEOPHSUIBIK €pekeliepiHe cyileHe OThIpbIN, aBTop M.MakaTaeB MO33UsACBIHAAFBl MH(OIOTUSIIBIK
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OeitHenep/i, CIOKETTEepl, TICUIACp MEH IocTypiiepai 3eprreiai. Kemreren mpicanmap ojapabiH
(OJBKIIOPIBIK STIEMEHTTEP/ICH ICTETUKAIIBIK JIEMEHTTEPre aifHATy MEXaHU3MIH KOPCETe/Ii.
Tyitin ce3aep: ka3ak Goaskiiopsl, M. MakaraeB, Mudosorus, poabKIOp FaIbIMBI.

Introduction .E. Tursunov, in his book «The Origin of the Bearers of Kazakh Folklore» [1],
wrote that mythologization plays a huge role in the preservation of primitive culture, when
communal and clan ideology and worship of totems became the main one. Their bearers are ritual
mediators that are performing the functions of communication not only between rituals and
ceremonies of various kinds, but also «between the world of people and the world of supernatural
forces of nature. The mediator uses all the rituals on behalf of the participants in the ritual» [1, 35].
Aqyns' are genetically close to them, but they are already characterized by syncretism and a
rejection of ritual in favor of an artistic and creative beginning. They are carriers of «a qualitatively
new mythology and ritualism» and stand at the origins of «the formation of aitys? as an artistic
phenomenon» [1, 194].

Secondary mythologization in Kazakh folklore is associated with the aesthetics of the
Aruakh® worship and the change of the communal-clan consciousness to the family-patriarchal.
After that such representatives of folklore as sal* and sari®, who are promoting bohemian lyrics,
enter the arena. Their main motives were «motives of the steppe bohemia, in other words, motives
of life's joys, love and friendship» [1, 225]. The zhyrau®, acting on behalf of the people at the
khan's headquarters, enter the arena because of a new stage in the society development.

Each type of oral poetic tradition speakers is associated with a certain range of genres and
their varieties that form the basis of their repertoire. «So, poetic disputes, improvisations, aitys and
lyro-epos were the basis of the repertoire for aqyns, «propheticy», edifying recitative-tirades like
tolgau’ and terme®, as well as heroic epic were basis for zhyrau, songs, lyrical and bohemian
content, circus and other spectacular plays were main repertoire for sal and seri, and etc.» [15]. The
genre structure defined thematic frameworks.

Methods. All the listed types of bearers of folklore and the named genres became the
formative basis in the formation of such a type as a lyrical poet (E. Tursunov's term). The
experience of Kazakh folklore was formed by two ontological factors: the traditional thematic-
symbolic range and the spatial continuum of the steppe which naturally transformed into literature,
in particular, into poetry.

Folklore techniques in the poetry of M. Makataev

Turning to the poetry of M. Makatayev, we will try to show what mythopoetic signs,
techniques and traditions are present in his work, and see the mechanism of their transformation
from the category of folklore elements into the category of aesthetic ones. The applied methodology
of Makatev's poetry is copyrighted to professor S. Abisheva (Nel1215, Ne1234).

The idea of the inexhaustibility of the Motherland image by M. Makatayev is akin to the
infinity of Kazakh expanses, their regularity and restraint, their primordial strength, in which lies
the source of creativity for him. The poet believes that the Kazakh expanses organically combine
the harmony of image and sound. So thereby they are representing poetry and song:

! Aqyns — are improvising poets and singers in the Kazakh and Kyrgyz cultures.

% Aitys — is a song competition held between two agyns.

* Aruakh — the soul of dead ancestors, who, according to beliefs, helps his alive relatives.

* Sal — many-sided person of art: poet, singer, composer

® Sari — singer; musician, artist, composer, poet and dandy.

® Zhyrau — is a representative of folk poetry, who sings his own poems, performs, epics and songs.

’ Tolgau — philosophical and didactic genre in folklore and individual creativity of the Kazakhs, Karakalpaks and
Nogais.

® Terme - a type of lyric poem developed in Kazakh folk poetry.
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Jlama >xaTelp 6H OOWBI TYHFaH OJIeH <...>,
Vh, nana!
Jlaa TonFaH KeJa-Kecip JKbIp,
Jlana — KoObI3, TYTHANIbI
MepHeCiH Kip <...>,
Jlana neren — Ky canabIK Oy Ka3akka. [2, 176]
Steppe rests, permeated with song <...>,
Oh steppe!
Steppe is filled with music,
Steppe — kobyz, not touch the strings
where is dust <...>,
Steppe — storehouse of melodies for Kazakhs.

The multiple repetition of the word «dala» («Steppe») at the beginning of the line creates a
special rhythmic pattern through the sound organization and the semantic component of this
concept, emphasizes the attention to the image of the steppe. It symbolizes extension in time and
space. It contains the memory of the people and the source of its songs, music and melodies. G.
Potanin, a great connoisseur of Kazakh culture and a friend of Shogan Walikhanov, said: «It seems
to me that the entire Kazakh steppe is singing» [cit. by 3]. The steppe and the song are inseparable.
According to legend, «in ancient times, a song flew over the earth, and people learned to sing in
those places where it flew low. And the closest place, where a song flew, was over the Kazakh
endless steppes. That is why the Kazakhs became the first songwriters in the world» [4, 154].

Research result. Genetically, folk songs are at the core of the development of poetry as an
aesthetic phenomenon. The Kazakh word «olen» is semantically ambivalent: it means both the
concepts of «song» and «poemy. The dotted line of the designated key images in the poem «Dala
danyshpany» («The genius of the steppe») can be attributed to a sublime poetry: «dala — olen —
Abai» («steppe — poetry — Abai»). This line complements the unnamed, but underlying image of the
singer Korkyt, whose metonymic replacement is kobyz. Korkyt-ata, according to the myths of the
Kazakhs and a number of Turkic-speaking nations, was «the first shaman, the patron of shamans
and singers, the inventor of the bowed string instrument kobyzy [5, 159]. A multidimensional image
of the Motherland, which soul is the great steppe with the song = poetry born in its vastness, arises
as a result of the combination of the named and the unnamed, literary and mythological figures.

Poetry of Makatayev carries a huge charge of true patriotism, the main components of which
are love for their Motherland, native land, love for their people and their native language. The poet
cannot imagine himself without his homeland. All his poetry is penetrated with patriotism: «Suy
Otandy!» («Love the Motherland!»). The appellative and invocative form of the hidden address
contains a blessing and a vivid imaginative system, which conveys Makatayev's feeling of tender
love for the Motherland:

Camansl 0071 OTaHHBIH, CaJIKbIHAaFaH,

Canpnyraii 6071, calipaTChlH alThIH JaJaH,

Cemcepi 601 OTaHHBIH KbIHAOBIH/IA,

Ceprtke ycTa, CeNT eTnen *KaaThblUlJaraH. [2,218]

Be as a cool breeze for your homeland,

Become a nightingale inspired by the golden steppe,
Be the sword in the scabbard of the Motherland,
Keep the word that shines forever.
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There is a technique that goes back to folklore in the quoted stanza. This is a
psychological parallelism: external / internal — nature / man, whereby the semantics of the
sublime poetry's birth is created. If such realities of nature as the wind, the nightingale are well-
known symbols of poetry, then the steppe is an ethno-landscape, Kazakh language, its symbol.

The inner is also related to poetry. «The sword (semser) is one of the objects that have a
sacred essence. According to Kazakh ideas: a) the sword is the receptacle of the human soul, the
owner of the sword; b) the sword has a fiery essence; ¢) the sword is presented as a living
creature, the twin of the hero-master; d) the sword can tell about the dangers or well-being of the
owner» [5, 178]. According to this, Makataev's sword symbolizes the poet and his soul that is
reproducing and keeping the fiery word of poetry. It is not thought that the poet consciously
came to the parallel «sword— poet». Most likely, this is the evidence that the national cultural
code is an organic component of its creative essence. The image of the sword correlates with
both the poet and poetry, since a poetic word can sparkle and be as sharp as a sword. In the poem
«Onai soz qoy “Otandy suyem” degen ...» («It is so easy to say: “I love the homeland” ...»).

Mythopoetic symbols in the Makatayev's lyrics

Discussion. Famous mythopoetic symbols are found in the traditional theme of love. The
origins of this theme lie in folklore, in the lyrical songs of sal and seri. Makataev portrays love as
a deeply dramatic feeling, which is often filled with mooning and hopelessness. Such love
further emphasizes the loneliness of the lyric hero of Makatayev's poetry. The union of lovers is
possible only in nature and through the nature. She is an intermediary between them, since the
phenomena that make up its world become a form of the embodiment of their images and the
transmission of their feelings. In the poem «Zhamylyp sagynyshtyk sal shekpenin...» [2, 266]
(«Covered in anguish by a painful veil ...»), the lover agrees to separation in the existential
world, if his beloved reigns in the natural world, where they may be destined to connect:

Kesime kepindeceH, kopiHOE CeH,
KyHnim Gorm Typa 6epriH keriMze ceH.

Onai nemn oiail OepriH COHIa MEH...

If I do not see you, well then,
Only stay as the sun in my sky.
And then you can think that | died ...

And then he will be able to turn into a cloud embracing a lightbringer beloved («Bult
bolyp shuagyndy tytip alip»), and then he can «turn into an unstoppable rainfall» («Noser bop
seldetip men togilmesemy). In Eastern mythology, «the symbol for rain is a conventional image
of a cloud floating under the heavens, from which drops of water fall on the ground below» [6,
57]. It is no coincidence that Makataev's man (he, a lover) appears in the image of a rainfall,
which is the archetype of the masculine principle and vitality. According to mythological
consciousness, the sky (Tengri) sheds its life-giving seed in the form of rain, symbolizing
blessing and fertilizing power. In MakatayeV's poetry, rain and rainfall which represent the

realities of the poet's beloved natural and climatic zone become one of the symbols that personify
love.
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Makataev is a pantheist poet. He also refers to a woman as to a phenomenon and an
element of nature. In the poems «Raushan guline sen serik edin...» [7, 228] («You were like a
rose ... ») and «Senin kozin tupsiz teren tungiyktan zharalgan...» [2, 266] («Your eyes are like
dark abysm ... ») nature serves as a kind of «building material» in creating the image of a
woman. The most expressive in this regard is the last of the named poems. It says here that the
beloved's face is from sunlight and from the nectar of flowers; her hair is like a black dense
forest; the eyebrows and eyelashes are as black as the wings of a swallow; skin like silk; lips
burn like a ripe cherry; in her flexible figure is shine of light; her whole appearance is like the
calm shine of a summer morning; laughter is a ringing light; her words are a life-giving spring or
sweet honey. The Kazakh poet uses the traditional method of comparison with the help of which
female beauty is portrayed through the natural world. In particular, the comparison of a maiden's
figure with a palm tree goes back to the mythopoetic tradition, where they said about a slim girl
with a beautiful walking: «Tal shybyktai buralgan» («Flexible like a palm tree branchy) [4, 91].
The origins of the comparison method are in folklore, it is also found in the East (it is not for
nothing that the names of Laila and Majnun from Navoi's poem appear in the last stanzas of the
poem) and the Western European poetry. Let's take as an example Petrarch's sonnet CLVII:

«Let none impede»—so, round its fair neck, run
The words in diamond and topaz writ—
«My lord to give me liberty sees fit.»

And now the sun his noontide height had won
When I, with weary though unsated view,
Fell in the stream—and so my vision flew.

It is quite obvious that Makatayev is choosing a difficult path: he needs to force the well-
known to live a new life. The effect of novelty is manifested in the fact that gradually, step by
step, creating the image of his beloved. The poet shows plastic expressiveness and vivid
entertainment. It seems that he takes colors from nature and draws a woman that get in memory
the moon-faced oriental beauties from the famous Kazakhstan artist G. Ismailova. The poetic
world of Makatayev was initially characterized by not only a musical beginning, but also a
picturesque one, which is an indication of the presence factor of syncretic thinking and a
subconscious orientation towards mythopoetic culture.

At the end of the poem, the lyrical hero, exclaiming «Senin asem musininde sozben kalai
tausamyn?!» («Will I find words to describe your beautiful become?!»), again resorts to the
language of nature, calling her beloved «Appak kusym» («My white bird»). Archetypally, the
bird, personifying the feminine principle, was a symbol of the soul and was identified with the
highest wisdom. There are appears the subtextual information which meanings that the external
beauty of a woman becomes a reflection of her inner beauty, a reflection of her soul for which
the poet yearns.

Along with the image of rain associated with the masculine, the feminine is often
embodied in the image of a bird in Makatayev's poetry. It corresponds to the feminine and it is a
symbol of love: «O, menin akkanat kys mahabbatym» [7, 228] («Oh, my white-winged lovey).
In the poem «Mahabbatym ozimde» [2, 389] («Love in me»), the poet dreams of true love, but at
the same time he says with bitterness: «Ak kazdar arasynan akkuymdy, / Azhyrata bilmegen

24




Abaii ambiHdarsl Kas¥I1Y-dviy XABAPILIBICHI, «®Pusoao2us» cepusicol, Ne2(80), 2022 .

sormandaimyn» («My white swan among the white geese / Could not distinguish, unfortunate
me»). Since the ancient times, the swan has been a symbol of «love, beauty, grace, wisdom,
prophetic gift and poetry» [9, 108]. For the Kazakh people, this is one of the main national
symbols. «When the ancestor of the Kazakhs, Kalsha Kadyr, remained wounded on the
battlefield, he was helped by a swan, who later turned out to be a beautiful fairy girl. Kalsha
Kadyr marries her, and she gives birth to his son who was given the sacred name «Qazaqg.
Another progenitor of the Kazakhs, Alataila Anshibai also married to two beautiful fairy girls,
who appeared to people in the guise of swans» [5, 170].

The third thematic block, the images of which were actively developed in Kazakh
folklore is nature. The dominant feature of Makatayev's poetic world is nature, in particular — the
steppe, where is a man in the center. After all, this is also a model of the world of a nomad,
where man and the steppe are one, and they are in constant interaction and mutually enrich each
other:

[aina, pakmer caraH!

bIpsIc KOCBIN KaTBIPCBIH BIPBICHIMA,
AFBUI-TET11 )KYPEKTEH HYp YIIbIPA,
ANTBIHBIH/IBI TONTHIPHII YBICHIMA,

Hana, pakmer caraH!

Thank you, steppe!

You enrich my wealth,

Emitting a huge light from the heart,
Filling my hands with gold,

Thank you, steppe!

In the course of analyzing poems with a mythopoetic component, we had the opportunity
to make sure that the image of the steppe is one of the frequent symbols of his poetry.

Using the example of another favorite image of Makatayev, let us see how the poet subtly
and everywhere uses the traditional for Kazakh folklore word, which participates in the
construction of the mythopoetic picture of his lyrics world.

The word «shybyk» in the Kazakh language has two related meanings. The first is used in
the meaning of «twigy, «stick», «cane» and «branch» — this is a flexible smooth twig of a shrub
(tree) or a broken branch. The second is young coppice, small willow shrub (usually growing along
river banks), which is also called osier bed or purple willow. Thanks to the latter meaning, the word
«shybyk» can indirectly mean such a genus of woody plants as willow. In accordance with all this,
the translation of this word will depend on the context of the analyzed poem by Makatayev, since
«words acquire their meanings only in contextual relationships; they come to life, sometimes
clearing up, sometimes clouding only in the context» [10, 100].

«Shybyk» is an individual sign of Makatayev's poetry: «Shybyk dep sen meni bagala» [11,
156] («Consider me as a stick»). This is a symbol of his childhood and native land. The twig as a
witness and participant in children's games with a horse may be offended if his once little friend,
who has already become an adult, forget about him. Refer to his native land, Makatayev finds
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unique images and comparisons in order to convey his delight in front of her: «Shattanam
shybygybdy syiemin de» [2, 77] («I joy and love your lean body [twig]»). A twig in its significance
can be equal to a tree: «Sekildi shybyk zhalgyz tal» [2, 73] («A lonely willow, like a twigy).

The image of a twig is associated not only with the poet’s childhood, but is also a symbol of
childhood in general. It can be recalled that, in the willow cradle, a Kazakh nomad «began his stay
on earth. The willow arch above the child's head was like the dome of the sacred sky. «Tal besik» —
«willow cradle» is a favorite image of the native nest in Kazakh poetry» [4, 91]. As if remembering
all this, Makatayev compares his little daughter with a twig. Thus, he seems to emphasize her
tenderness and charm in the poem «Bulkynyp zhatyr...» [2, 215] («Tries to free herself ...»):
«Mamasy, bosat, erkimen ossin tal shybyk!» («Unwrap her mother, let the willow twig grow freely

»).

Seven quatrains of the poem «Shybyk» («Willow ») [2, 57] are dedicated to the «lonely,
defenseless, young, unhappy, pale and tender» willow that does not bend in the wind and does not
surrender to frost or heat. She grew up on barren and rocky ground, but, in spite of everything, she
lives, strengthen her roots and expand her buds. Here Makataev seems to be creating a mythopoetic
commentary on the perception of willow in the minds of ancient Kazakhs: «A slender slim figure,
rapid growth of stems, delicate green leaves and persistent long-term resistance to the cold turned
the willow into a beloved symbol of perseverance, beauty and hope by the nomad» [4, 91]. As a
result, because of the image of a willow, Makataev was able to express a feeling of inexhaustible
love for his land, an indomitable faith in life and embody a close connection with folk traditions in
one of his early poems, which was written in Shibute (China).

Another thematic block of Makatayev's poems, which often correlates with the folklore and
mythological tradition of the Kazakh people, is associated with the philosophy of being. As an
example, in the poem «Ei, omir» («Hey, lifey) [11, 207] it is said that there is both white and black
in life, and she dwells between the earth and the sky, for example, between Umai and Tengri. She
throws herself into cold water to cool down, and her swiftness and unpredictability is akin to the life
of a tumbleweed.

Life is beautiful with its secrets and sharp turns. The poet's lyrical thoughts about life are
often based on the use of common truths. The originality in thoughts about life is extracted by the
poet through attracting the ethnometaphor «shybyn zhany», which is understandable only to the
Kazakh reader. In the ancient ideas of the Kazakhs, it had an astral meaning, intended the cosmic
concept of «soul» and the phrase «shybyn zhan» which meant the concept of «omir» («life») [12].
Here the power of life as an external factor is doubled, enhanced by the internal one in the form of a
shimmering image of «life = soul»: «Keudesinde shybyny bar zhandy zat» («There is life in her
breast = soul»). The superposition of universal and national existential experience contributes to the
achievement of a semantic and artistic effect that belongs only to Makatayev.

Conclusion. The study of mythopoetic symbolism in the Makatayev's lyrics has made it
possible to be sure that his aesthetic world is determined by the ethical foundations of Kazakh
mythology and folklore and their archetypes. Makatayev's moral credo consists in principles that
sound like an incantation, like a covenant:

MeH eriHci3 KalabIPFbIM KOK JalaM/Ibl,

MeH KeMyci3 KalIbIPFbIM )KOK AHaMJIbI,

MeH oKeci3 KaJIJIBIPFBIM JKOK Oamambl,
Emkaman ga entiprim koK agamael.  [2, 357]

| don't want to leave the fields without sowing,
| don't want to leave my mother without burial,
| don't want to leave my son without a father,

| never want to take a person's life.
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The genres mentioned above are genetically related to the culture of the Kazakh folklore
bearers, which phenomenon is the subject of the serious scientific work of E. Tursunov. Thanks to
the works of the famous Kazakh scientist, we have taken another important step in the interpretation
of M. Makatayev's lyrics and building its mythopoetic picture of the world.
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