Searching for the Yet-Nonexistent: Contemporary Kazakhstani Poetry and Kazakh ldentity

Aibarsha Kazhyakpar

LLL 2020

May 1, 2020

Advisor: Victoria Thorstensson

Second Reader: Gabriel McGuire

Submitted to the Department of Languages, Linguistics and Literature in partial

fulfilment of the B.A. at Nazarbayev University



Kazhyakpar 2

Abstract

This project explores the narratives that contemporary Kazakhstani poets Ardak
Nurgazy and Anuar Duisenbinov, who belong to two marginal groups of the society, build
around the question of Kazakh national identity. In their poetry both poets use the notion of
rebirth which can be found at the core of the most important national program of Kazakhstan
“Rukhani Zhangyru” [Spiritual modernization/renewal]. However, the poets deconstruct that
notion of rebirth and reveal the gap between today’s nation and its nomadic ancestors. Their
lyrical heroes attempt to reconnect with the nation’s past by reestablishing their relationship
with such historical and mythical figures like Korkyt, Kerei Khan, and Khoja Akhmed
Yasawi. But the gap between them seems unsurmountable because the modern-day nation
drastically differs from its ancestors: it is linguistically and culturally hybrid. This leaves the

lyrical heroes feeling disoriented and unbelonging.



Kazhyakpar 3

Table of Contents
INEFOAUCTION ...ttt b et ne s 4
Government and TAeNTItY..........ccveiieiiiieieee e 4
INSIAErS AN OULSIABTS ... 5
REDIMN. ... 7
THE AP .ttt 13
OFPNANS......eee ettt 13
Failed MEBLINGS ..o 17
[ 1Y 0T 11 USSR 20
THE ESITANQEA ...ttt sttt re et eesaeeneenre s 24
CONCIUSTON ..ottt bbbt bbb enes 27

AAPPENAICES. ..ttt b bbbttt bbb h ettt 29



Kazhyakpar 4

Introduction

Government and Identity

After Kazakhstan declared its independence, the Kazakhstani government started the
process of constructing its national identity by making attempts to revitalize the Kazakh
language and culture. As in many other postcolonial countries, the government also aspired to
create a clear and coherent narrative of the nation’s past in order to justify its existence as an
independent entity. But the notions of nationality and ethnicity are comparatively new ideas
for the Kazakhs. Before these notions were formed, inhabitants of the steppe identified
themselves based on their tribal divisions, zhuzes. National consciousness of this group
started forming only at the beginning of the 20" century, when the members of the Kazakh
national movement Alash Orda and other representatives of Kazakh intelligentsia started
referring to themselves as a nation or narod.! The Soviet government reinforced this nascent
sense of belonging to a Kazakh nation by taking “nationality as the basis for the
administrative and political division of Central Asia in the 1920s, together with the
subsequent policy of korenizatsiia or ‘nativization’, which promoted local languages and
cultures, as well as members of the titular nation into the administrative positions of the local

government.”?

But the nationality policies of the Soviet Union were not this straightforward. The
Soviet government not only “purified” the Kazakh language and culture and separated it from
the rest of the Turkic nations, but also created a Soviet supranational identity.® The latter
manifested itself mainly through the Russian language, which was the lingua franca for all

nations of the Soviet Union and served as a means to introduce and maintain the “friendship

! Bhavna Dave, Kazakhstan: Ethnicity, Language and Power (New York: Routledge, 2007), 31.

2 Sergei Abashin, “Nation-construction in post-Soviet Central Asia,” in Soviet and Post-Soviet Identities
ed. by Mark Bassin and Catriona Kelly (Cambridge: Cambridge University Press, 2012), 150.

3 Yuri Slezkine, “The USSR as a Communal Apartment, or How a Socialist State Promoted Ethnic
Particularism,” in Stalinism: New Directions, edited by Sheila Fitzpatrick (London: Routledge, 2000), 430, 451.
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of the peoples” thesis. This put the Russian language at the top of the hierarchy, where the
Russian nation also took the leading position. For Kazakhs and all other Soviet nations, this
and accompanying nationality policies created a necessity “both to value [their] ethnic culture
and imbibe and even treasure the values and norms of Soviet life.”* As Suny puts it, the two
identities “managed to live together, borrow from each other, and create hybrid and shared
political concepts.”® Consequently, independent Kazakhstan inherited a society with strong
lingua-cultural ties with Russia. This, together with the fact that the Kazakhs were a minority
in their own territory at the time of independence,® complicates the construction of Kazakh
national identity for the government today. That is why it is a project which still resides in

national programs and is failing to become the reality.

Insiders and Outsiders

The challenge of having a clear sense of identity is manifested in modern-day
Kazakhstani literature, including contemporary poetry. The latter category can be represented
by such poets as Ardak Nurgazy and Anuar Duisenbinov, the considerable portion of whose
poetry is devoted to the question of national identity. Both poets are “insiders” and
“outsiders” in relation to the Kazakh community each in their own way, which is why their

poetry reveals not just what the notion of Kazakhness encompasses but also what it does not.

Ardak Nurgazy is a 48-year old poet, playwright, and critic, who moved to
Kazakhstan in 2004. He was the chief editor of the Kazakhstani newspaper “Shetel adebieti”
[Foreign Literature] between 2006 and 2008 and wrote articles on world literature for several

other newspapers. Nurgazy was born and raised in China in a Kazakh diaspora, which

4 Ronald Grigor Suny, “The Contradictions of Identity: Being Soviet and National in the USSR and
After,” in Soviet and Post-Soviet Identities, edited by Mark Bassin and Catriona Kelly (Cambridge: Cambridge
University Press, 2012), 17.

5 1hid.

6 Juldyz Smagulova, “Kazakhstan: Language, Identity and Conflict,” Innovation, 19:3-4, 306. doi:
10.1080/13511610601029854.
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consists of the descendants of those who left the Soviet Union in the 1920s and 1930s fleeing
forced collectivization, famine and repressions.” After the country gained its independence,
the government sought to overcome the minority status of Kazakhs in the country and
decrease the effect of strong ties with the Russian language and culture. As a solution, it run
the policy “On Migration™® to incentivize ethnic Kazakhs living abroad to return to their
historical homeland. In an interview Nurgazy gives to an Australian poet and writer Ouyang
Yu, he is asked about the society’s attitude towards him, and he says: “I am alien to this
society anyways, [they see me as] a representative of the foreign literature.”® So, despite
being an ethnic Kazakh, and writing poetry in Kazakh, Nurgazy’s oralman [returnee] status
and the absence of a Russophone part of identity equally makes him an “outsider” in his

historical homeland.

Anuar Duisenbinov, a 35-year-old poet and translator, in contrast, is a native of the
country. Duisenbinov writes his poems in Russian, and inserts Kazakh words, phrases, and
lines into them. He explains: “It is not really a conscious experiment, rather it is my inability
to express myself in a different way, not deceiving myself and my own speech at the moment
of writing.”° The poet performs on different poetic evenings mainly in the Almaty city, and
he also has a project called “Balkhash'! snitsya” [Balkhash Dreaming], where he reads his
poetry with background music specifically written for this purpose. Despite having a hybrid
linguistic and cultural identity like most of the Kazakhstani population, he says in one of his

interviews: “I am an insider here. But also, a stranger at the same time.”*2 He says that he

" Natsuko Oka, “A Note on Ethnic Return Migration Policy in Kazakhstan: Changing Priorities and a
Growing Dilemma,” Institute of Developing Economies (2013), 1-13.

8 “On Migration”, Legal Information System of Regulatory Legal Acts of the Republic of Kazakhstan,
2011. http://adilet.zan.kz/eng/docs/Z21100000477.

® Ouyang Yu, “Ardak Nurgazy. Poeziya oidan buryn tuatyn oner,” Adebiportal, 2019, 2.
https://adebiportal.kz/kz/news/view/21300.

10 Sergei Timofeev, “Mir posle vsego. Anuar Duisenbinov”, Arterritory, September 3, 2015, para. 11,
http://arterritory.com/ru/novosti/4985-mir_posle_vsego. anuar_dujsenbinov/. All translations are mine.

11 Balkhash is a lake located in southeastern Kazakhstan.

2 Timofeev, “Mir posle vsego,” para. 13.
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receives extra attention on the streets because of his long hair, and him being a representative

of the LGBTQ+ community makes him stand out in the patriarchal Kazakhstani society.

The unusual position that Nurgazy and Duisenbinov find themselves in as part of the
Kazakhstani society — being ethnically Kazakh but belonging to marginal groups — makes
them more sensitive to the question of national, linguistic, and cultural identity. Through their
lyrical heroes, the poets explore identity-related issues at the times of the latest rebirth of the
nation marked by Kazakhstan’s independence. Thus, while searching for the Kazakh identity
through their poetry, Nurgazy and Duisenbinov demonstrate the struggle of their lyrical
heroes to belong to a nation with a yet-unclear identity and demonstrate the gap that exists

between today’s bilingual and culturally hybrid nation and its nomadic ancestors.

Rebirth

The search for a new or revived identity started as soon as the Soviet Union dissolved.
The new status as an independent country gave rise to the rhetoric of rebirth of the nation
which can still be found at the core of Kazakhstan’s nation-building process. In his 2017
program known as “Rukhani Zhangyru,” the first president of Kazakhstan Nursultan
Nazarbayev proclaimed the beginning of the next wave of modernization of the country.®
With the help of this modernization program, the government is trying to construct a new
identity on the basis of historical and cultural symbols as to unite the citizens and allow them
to feel belonging to the country they live in. As a synonym for the word “modernization” the
Kazakh version of the text uses the phrase gaita tileu, which means “to be reborn” or “to

regenerate.” According to the document, the nation needs to preserve its national culture but

13 Nursultan Nazarbayev, “Course Towards the Future: Modernization of Kazakhstan’s Identity,” Legal
Information  System of Regulatory Legal Acts of the Republic of Kazakhstan, 2017.
http://lwww.akorda.kz/en/events/akorda_news/press_conferences/course-towards-the-future-modernization-of-
kazakhstans-identity.
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“leave behind the elements of the past that hinder its development.”** Similarly, the image of
rebirth appears in the poems of Nurgazy and Duisenbinov on national identity. The poets

explore the new period in the history of the nation and the challenges the rebirth brings.

As his poem “Kerei”*® demonstrates, for Duisenbinov, the nation can be characterized
by its cyclical rebirth, and the latest rebirth entails an inclination to reconnect with the
nation’s past. The poem is named after Kerei Khan, who together with Zhanibek Khan united
several tribes of the steppe and founded the Kazakh Khanate in the 15" century, which later
served as the foundation of the Kazakh nationhood.'® Addressing Kerei, Duisenbinov’s

lyrical hero says:

CresioB TBOMX JIaBHO HE BHJIHO HU B Tiecke, HU B Your footprints have not been seen in sand or

uie silt for a long time
KoBbUIb TaBHO pacpaBUIICs, CTOPEI The feather grass has long been straightened,
U BBIpOC CHOBA, U MIPUMSIICS Cpa3y COTHAMH and burned down
KOHEH Ha 4eThIpeX Kojecax Then it grew up again, and was immediately
A morom cropen. (...)Y mashed by hundreds of horses on four wheels

Then it burned down. (...)

The poet demonstrates the periodic regeneration of the nation by the cycles in the life of the
feather grass. The cyclicality that starts with the grass growing, being mashed, and burning
down can be observed twice in these lines, with some slight differences. When the nation led
by Kerei Khan “lived,” it mashed the feather grass. But when the cycle of the nation’s life

approached its end, the grass grew and straightened up. So, the two cycles represent two

14 1hid., 3. Preserving national identity.

15 See Appendix 1 for the full text of the poem in Russian.

16 Kerei and Zhanibek Khans play a central role in Kazakhstan’s nation-building projects. In 2015 the
country celebrated the 550" anniversary of the Kazakh Khanate. In the speech given at the beginning of the
event dedicated to the celebration, President Nazarbayev said: “At the time the number of people who followed
Kerei and Zhanibek was about 200 thousand. Today the number of Kazakhs in the world exceeds 15 million™.
Thus, the nationhood of Kazakhstan is highly associated with the figure of Kerei Khan. “Memleket basshysy
N.Nazarbaevtyng Qazaq khandygynyng 550 zhyldygyna arnalgan saltanatty zhiynynda soilegen sozi,” Legal
Information System of Regulatory Legal Acts of the Republic of Kazakhstan, 2015.
http://www.akorda.kz/kz/speeches/internal_political_affairs/in_speeches_and addresses/memleket-basshysy-
nnazarbaevtyn-kazak-handygynyn-550-zhyldygyna-arnalgan-saltanatty-zhiynda-soilegen-sozi .

17 Anuar Duisenbinov, “Kerei,” 2020, lines 1-4. Retrieved from
https://vk.com/balkhashdreaming?w=wall-27257869 888.
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historical periods: one is the pastoral past, and the other is the industrial modernity
represented by “horses on four wheels.” The last line of the excerpt describes the grass
having burned down, and thus marks the beginning of the third cycle in the life of the nation.
This is when the lyrical hero is remembering and addressing the founder of the Kazakh
nationhood, Kerei Khan. By doing so, he attempts to connect the point of rebirth in the latest
cycle of the nation with a point in the first cycle and establish a link between the two

historical periods.

The lyrical hero describes his own life in terms of cycles as well and shows the
resemblance between his life and the life of the nation. But despite such a resemblance, there
is still a disagreement between the two. Having described the two life cycles in the life of the

nation by life cycles of the feather grass, the lyrical hero says:

A moToM cropein. A s ycrien pacrpaBUThCs U Then it burned down. And | had time to

CTaTh TAYOOKHUM BIOXOM straighten up and turn into a deep breath

U cropets. U denmkcom cToima BoccTaTh® And burn out. And rise up as a phoenix of
shame

The lyrical hero straightens up, burns out and rises back in the form of a phoenix just like the
feather grass and the nation do. He finds himself in the timeline of the nation’s history and
becomes a continuation of this cyclicality. However, at the time of the third rebirth which is
described in the first line of this excerpt, where the feather grass “burned down,” the lyrical
hero “had time to straighten up and turn into a deep breath” [emphasis added]. So, the time
his life cycle starts does not coincide temporally with the nation’s rebirth, it occurs earlier.

The cycles are not “in rhythm,” there is a disharmony between the nation and the lyrical hero.

18 Duisenbinov, “Kerei,” lines 4-5.



Kazhyakpar 10

Ardak Nurgazy also looks at the history of the nation through the lens of cyclicality.
In his narrative poem “Korkyt,”*® he explores the nation’s rebirth through several images that
allow time in the poem acquire cyclical nature. Things transform and gain new forms or
states: clouds turn into rain, seasons replace one another, and one life ends, giving way to a
new one. Unlike in Duisenbinov’s poem, however, the life of the nation is not only described
by natural processes but is also juxtaposed to the life of the humanity as a whole. The preface
to the poem describes several cycles represented by different forms of relationships a human

being had throughout its history. Nurgazy writes:

TanbiM TypFbIChIHAH JKapaTyiibl MEH ajiam, In terms of cognition, we have experienced the
TabuFar IeH ajaM, KOFaM MeH ajgaM, agaM MeH  connection between God and human being,
aziaM OailJIaHbICBIH 0acTaH OTKEP/IK. nature and human being, society and human
JKapaTyuibIHbI )KOKKA HIBIFAP/IbIK, TAOUFATTHI being, as well as between human being and
«O3repTTiK», KOFaM/Ibl KaH Teryre Oeiiim karire3 human being. We have denied the existence of
TOHKEpiCKe YHPEeTTIK, alaMFa afiaM «KacKbIp» God, “changed” the nature, taught the society to
nenik. Teprinmii aiHansiMHAH cOH 01311 eHai He  make bloody and violent revolutions, and

KyTin Typ??° became “wolves” to each other. What is waiting

for us after the fourth cycle?

According to this excerpt, a human being established four types of relationships during the
four cycles humanity experienced, and later destroyed them. The narrator is puzzled because
he does not know what the fifth cycle entails. It might return the human being back to the
beginning, and therefore signify the reestablishment of human’s connection with God, or it

may equally signify the beginning of something new.

The figure that Nurgazy juxtaposes to the image of God is a semi-mythical songwriter
and composer Korkyt, whose name is the title of this poem. Korkyt supposedly lived in the
8M-9™" century in the modern-day Kazakhstan, Azerbaijan, Uzbekistan, or Tajikistan area.

Myths, like that of Korkyt, play an important role in the formation of national identity. In his

19 See Appendix 3 for the full text of the poem in Kazakh. R
20 Ardak Nurgazy, “Korkyt,” in Literaturnyi al’'manakh Kazakhstan-Rossiza, 2017, preface.
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book National Identity, Smith claims that there is often no clear border between history and
mythology when it comes to national (or ethnic) identity of a certain group.?* The same
phenomenon can be observed in the matter of historicity of Korkyt: it is still debated whether
he is a product of imagination or he truly existed. But, as Smith points out, it is the effect of
stories about such mythical or historical figures that is significant in fostering nationhood.??
Myths construct a certain portion of what is perceived as shared historical memories of the
community. Historical events — like the foundation of the Kazakh Khanate, for example —
matter as well, but the value of those events is dictated by the legends that surround them.?
Thus, history together with myths and legends, becomes one of the building blocks of
national identity. In his article about Korkyt, Nurgazy explains the importance of myths about

this semi-mythical figure for the nation. He states:

The phenomenon of Korkyt is the central source of spiritual energy for the Central
Asian nations. [...He] is a mythical representation of the notion about the Creator,

which although has faded, has not been completely erased.?

So, in the same way as one may return to the Creator in the times of crisis, the lyrical hero

affiliating himself to the Kazakh nation returns to Korkyt and the myths that surround him.

In the poem, the lyrical hero tries to reconnect with Korkyt at the time of the nation’s

latest rebirth by enacting another “rebirth” in his mind. Nurgazy writes:

MWUBIMHBIH >KBIKITBUIBIHIA AKKAH The star that fell at the edge of my
KYJIJIBI3 COHI, consciousness was extinguished,

OpHbIHIa G0CTHIK, MOJTIPEH/I ecTe A void is left, glimpses of memory and
KaJly MEH YMBITY. oblivion.

2L Anthony D. Smith, National Identity (Reno, NV: University of Nevada Press, 2013), 22.

22 Smith, National Identity, 22.

23 |bid.

24 Nurgazy, Ardak. “Korkyt olgen kun,” 2020, para. 1-2. Retrieved from
http://www.thebilge.kz/e/action/ShowInfo.php?classid=6&id=3539.
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MeH TyFaHIa aclaH KYHipeHiII, )KypT They say, when | was born, the sky turned
KOPKBITI, COHbIHAH KyaHFaH Jeceiz® dark, people were frightened, but then
rejoiced

This excerpt is written from the first-person perspective, but the narration almost
unnoticeably shifts from one “I” to the other. The first two lines are told from the lyrical
hero’s perspective, and they describe the ending of one life by the image of a star that is
extinguished. The last line, “They say, when | was born, the sky turned dark, people were
frightened”, however, refers to the legend about the birth of Korkyt. So, the lyrical hero
experiences a reverse “reincarnation”: he envisions a “death” followed by a “rebirth” of one
of the most powerful figures in the nation’s culture. Nurgazy’s lyrical hero is not just trying
to connect the points in history like Duisenbinov’s lyrical hero does, he aims at awakening
his connection with the nation’s history and mythology and becoming one with Korkyt in his

imagination.

The lyrical hero enacts the imaginary reincarnation in order to understand his own
place as a human being and as a member of the nation. In this new and uncertain era in which

he finds himself, he addresses God:

Here ToHipiM OCBI 9pi COJI 5KepJie CEHiH eMec, My Lord, why here and there | halt on calling
OHBIH aTHIH aTayJAaH THIHBUIAMBIH, his (its) name, and not yours,
Cen ywin meH Kimmin?? Who am | for you?

The pronoun onyng means both “his” and “its,” so the first line can be read as “My Lord, why
here and there I halt on calling his name” [emphasis added]. In this case, the one who is
addressing God is the lyrical hero himself, and the figure referred to by the pronoun “his” is
Korkyt. By juxtaposing Korkyt to God and comparing the two, the lyrical hero admits that

Korkyt has more power and authority over him than God. But because the lyrical hero has

%5 Nurgazy, “Korkyt,” I, lines 7-9.
% Nurgazy, “Korkyt,” I, lines 37-39.
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been “reincarnated” as Korkyt, these lines can also be read as Korkyt himself talking to God.
According to one of the legends, God promises immortality to Korkyt, if he does not think
about death or mention it in his speech. That is why in the poem, Korkyt is asking the reason
why he needs to “halt on calling its name” [emphasis added], the name of death, and not
God’s. By allowing these lines to acquire two different meanings, Nurgazy shows the
complexity of the situation the lyrical hero finds himself in. He is witnessing a new phase in
the life of the nation for which Korkyt is the major figure; and he is living in the new era in
human history at the same time, for which the most powerful figure is God. The uncertainty
about what the new cycle brings makes him wonder about the purpose of his own existence,
so he, both as himself and as a “reborn” Korkyt, asks God: “Who am I for you?”. The

question, however, is left unanswered, and the lyrical hero is disoriented.

The Gap

Orphans

The lyrical heroes of Nurgazy and Duisenbinov find touchpoints with the nation’s
history in ancestor figures like Kerei or Korkyt and enact their own individual “rebirths,” but
still fail to find their place in the world or as part of the nation. The reason lies in the absence
of clear kinship relations with these mythical and historical figures. Each poet conveys this
idea through an image of a lonely boy who cannot build a relationship with his roots, and thus

turns into an “orphan.”

In Nurgazy “Korkyt” which was analyzed above, the past and the present of the
nation are connected, the lyrical hero envisions his “reincarnation” as Korkyt, but their link
seems to be weak. So, a few lines later, we see a boy wandering around and finding himself

at the place which was home to his ancestors:
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WeH KarFad )KYPTTa UT TIeH 0aja XKyp, KoK On an abandoned camping ground, a boy and a
acraH Te0eIcH TOHTeH dog are roaming, the blue sky is hanging
Kanpikrar »xypreH Kapakycka UT TYMCBIFBIH over their heads.
KOTEpIiI YHIPiIi YINIB, OIIKIH TAPTKAH The dog howls, turning its nose up to the sky to
xepinic?’ a soaring imperial eagle, a fading scene.

The image of a camping ground represents the lifestyle of the Kazakhs until the beginning of
the 20" century. As part of the Soviet First Five-Year-Plan of 1929, however, the Kazakh
steppe needed to undergo a dramatic transformation: the nomadic nation was to be forcefully
sedentarized.?® The “return” to a camping ground in the poem, after the nation’s lifestyle has
long been changed, signifies what Smith calls the “return to ‘nature” and its ‘poetic spaces’.”
According to him, this “nature and these spaces (...) constitute the historic home of the
people, the sacred repository of their memories.”?® By wandering in the place his ancestors
used to inhabit, the boy re-members the nation’s history and therefore re-creates it. But
because of the transformation that the nation went through, the lyrical hero finds nobody in
his historic home. The “return” is not necessarily voluntary: the only verb that describes the
lyrical hero is “roaming.” The verb does not point at him having an aim or eagerness, so it is
unclear whether the lyrical hero goes to the place purposefully or just finds himself there and
starts roaming. Young and lonely he becomes an heir of this place, having no option other

than accepting the situation.

A similar image of a lonely “orphan” appears in Duisenbinov’s poem “V Astane”3°
[In Astana] as well, however unlike Nurgazy’s lyrical hero, this boy is clearly not concerned

with his origins. Duisenbinov writes:

...OCXKHUT TOJUIe HUX 30JI0TOH pydeit ...a golden stream runs beside them

27 Nurgazy, “Korkyt,” lines 15-16.

28 Sarah Cameron, “Nomads under Siege: Kazakhstan and the Launch of Forced Collectivization,” in
The Hungry Steppe: Famine, Violence, and the Making of Soviet Kazakhstan, Cornell Scholarship Online, 2019.
doi:10.7591/cornell/9781501730436.001.0001.

29 Smith, National Identity, 65.

30 See Appendix 1 for the full text of the poem in Russian.
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U xymaeTcst B HeM peOeHOK, TIeCKAETCs, A child bathes in it, splatters gold, you would
OpBI3KET 30JI0TOM, CIPOCHIITH “Ueki?”’ ask “whose [child] are you?”

A OH TOJIBKO MOJYUT ¥ KUBAET B CTOPOHY But he remains silent, he nods towards the
TOPHM30HTA horizon

Jla Betep menHeT “Huyeit.”! And the wind whispers “nobody’s.”

This child has no-one beside him, and does not know to whom he belongs, except having a
vague awareness of the place somewhere on the horizon. Compared to the boy in Nurgazy’s
poem, Duisenbinov’s orphan is in the state of happy ignorance, the emotions of the boy are
not described, and yet the verbs that refer to his actions, “bathes,” “splatters,” are those
depicting a cheerful careless individual, who is not mindful enough to find out his origins.
The wind, in contrast, acquires an omniscient and omnipotent quality in the poem. It is
constantly present, and it carries away “dust and memory, and road repair,” and can even
“expos[e] time.”®? This wind serves as an objective perspective, and claims that the boy does
not belong to anyone: he is “nobody’s.”®® In order to be considered belonging to a nation, he
would need to have some kin relationships with other people. Describing the characteristics
and constituents that are necessary to be considered a nation, Smith makes a distinction
between Asian and Western nations, and claims that the characteristic that distinguishes the
Asian model is the importance of having common descent.®* The lyrical hero of this poem
has no connection to, or common descent with anyone, which makes him an “orphan,” like

Nurgazy’s lyrical hero.

Unlike Nurgazy, however, Duisenbinov chooses to physically distance his lyrical hero
from his ancestors. If in Nurgazy’s poem, the boy is roaming on the same camping ground

where his ancestors once lived, Duisenbinov’s “orphan” is bathing in a different place. The

31 Anuar Duisenbinov, “V Astane,” 2019, lines 14-17. Retrieved from
https://vk.com/@balkhashdreaming-v-astane.

82 Duisenbinov, “V Astane,” lines 3-5.

% Ibid., 17.

34 Smith, National Identity, 22.
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hypothetical interlocutor of the latter, who is referred to as “you,” is outraged seeing him

happy and careless, so he tries to correct the situation:

U TBI cnipaimBaeib, Kakoro Takoro MmoHTa? And you would ask, why the hell?

TsI uero motepst 3aeck? Vam oTeimm aena Have you lost something here? Go find your
cBoero Kopksita grandpa Korkyt

OH Bce TaM ke OponuT, Ha OynbBape, y He still wanders in the same place, on the
pa3zbebaHHOro KophITa® boulevard, by a fucking broken trough

In the poem, the figure of Korkyt represents the nation’s ancestry with whom the boy is
supposed to reconnect. The interlocutor asks the boy whether he has “lost something here”
and tells him to “go find” his grandpa Korkyt, which shows that there is some physical
distance between the two [emphases added]. Together with the “orphan’s” disinterest, this
makes the process of building a relationship with the past more challenging. And yet it is
important to note that the interlocutor tries to shorten this distance by referring to the boy’s
ancestor as “your grandpa Korkyt.” The possessive pronoun “your,” as opposed to “our,”
makes the relationship between the boy and Korkyt appear more direct and less abstract. The
informal word “grandpa” also marks the relationship as being closer and more intimate in a
way that the word “grandfather” could not. But despite his attempts to make the connection
between the boy and his ancestor appear as strong, the boy does not attempt to reestablish

that relationship.

The problem is further aggravated because the modern interpretation of Korkyt, and
the history and culture he is supposed to stand for, does not have anything to offer to the little
“orphan.” Korkyt is described as wandering “on the boulevard, by a fucking broken trough.”
This is a modified version of the Russian idiom u razbitogo koryta [by a broken trough], so

the poem suggests that Korkyt is left with nothing. The boulevard the poem refers to is the

3 Duisenbinov, “V Astane,” lines 18-20.
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Nurzhol Boulevard, “the central axis of the [capital] city,”® which is also a manifestation of
the absence rather than the presence of rich culture and heritage. In his article on the role of
myths and fantasies in building Astana (now Nur-Sultan), Akulov shows that the main
constructions on the boulevard, Bayterek and Khan Shatyr, represent Nazarbayev’s attempts
to build a post-Soviet Utopia. This, however, is envisioned and presented as an act of
reconnection with the nation’s past. Describing Khan Shatyr, the gigantic neo-futurist tent
which was supposed to epitomize the nomadic lifestyle of the steppe inhabitants, Akulov

writes:

(...) it is no less obvious that the ‘tent’ remains a fixed structure, that is to say, no tent
at all. With the building thus functioning as a monumental theatrical prop, the
superficial resemblance gives substance to the contrary assertion, to wit, that of

Kazakh sedentariness (...).%’

Thus, the Nurzhol Boulevard, which unites several constructions like Khan Shatyr, becomes
an embodiment of modern interpretation of the Kazakh culture and heritage. Just like the
broken trough, the latter retains the form but serves no use in the spiritual journey of the

“orphans” of the independent Kazakhstan.

Failed Meetings

Despite their orphan-like state, however, the lyrical heroes of Nurgazy and
Duisenbinov’s other poems display a strong eagerness to meet with historical figures. The
chance to talk with them either appears or is envisioned as possible by the lyrical heroes

themselves, and yet both meetings fail to take place. The poems reveal the gap which

3% Mikhail Akulov, “Eternal Futurostan: Myths, Fantasies and the Making of Astana in Post-Soviet
Kazakhstan,” in Theorizing Central Asian Politics: The State, Ideology and Power, edited by Rico Isaacs and
Alessandro Frigerio (Oxford: Palgrave Macmillan, 2019), 201.

37 Ibid. 202.
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separates the lyrical heroes from their ancestor figures and serves as an obstacle in their

attempts to reconnect.

In his poem “Yasaui kesenesi” [The Mausoleum of Yasawi],® Nurgazy’s lyrical hero
visits one of the most important constructions on the territory of the country in terms of its
cultural, historical and religious meaning for the nation. It is the mausoleum where the
famous Turkic poet and Sufi mystic of the 12" century Khoja Ahmed Yasawi is entombed.*
When the lyrical hero comes to this sacred place, he sees several people in front of the
building. One of them is an old man, who is drawing scribbles on earth. This alludes to the
poetic activity of Khoja Ahmed Yasawi, and thus shows that the old man is the
personification of this historical figure. Nurgazy’s lyrical hero wants to meet the poet, but by

the time he decides to approach him, the man has already left:

Aynara Kipin, KaiiTa IIbIKKaHbIMIa When | entered the yard and left again
Ke3ikTipe anmaapiM KapTThI I couldn’t meet the old man

Tasirbl coJ1 OasiFbl OPHBIHIA TYD His stick is still in its place

AunpicTa Oip OeiiHe ecKeH KeJei y3an In the distance a figure resembling a blowing
capa b wind is moving away

The lyrical hero’s entrance to the mausoleum divides the poem into “the present” and “the
past.” The two periods strikingly differ from each other. Before the lyrical hero enters the
yard, the area is full of people, each of whom is involved in some sort of activity: “a boy
running from his mother, [laughing],” “someone dragging a cart,” “the old man drawing.”*!

But when he leaves, he finds the place deserted, the people are gone, only the cart and the old

38 See Appendix 3 for the full text of the poem in Kazakh.

3% The mausoleum was commissioned by Timur (also known as Amir Timur or Tamerlane), who ruled
the area of the Timurid Empire in the 13" century. The building is included in the list of World Heritage Sites
protected by UNESCO. The organization describes it as representing “an exceptional testimony to the culture of
the Central Asian region” and being “closely associated with the diffusion of Islam in this region with the help of
Sufi orders, and with the political ideology of Timur”. “Mausoleum of Khoja Ahmed Yasawi,” The United Nations
Educational, Scientific and Cultural Organization, World Heritage Convention, para. 5, 7.
https://whc.unesco.org/en/list/1103/.

40 Ardak Nurgazy, “Yasaui kesenesi,” 2018, lines 13-16. Retrieved from
https://web.facebook.com/photo.php?fhid=2220803478163407&set=a.1396497670593996 &type=3&theater.

41 Nurgazy, “Yasaui kesenesi,” lines 9-11.
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man’s stick are left behind.*? The single moving object is the old man himself far in the
distance, who “resembl[es] a blowing wind” and thus has an almost magical and mythical
feel to him. The lyrical hero feels like he happened to be a witness of “the past”: “It looks like
a scene from thousand years ago / Everything has changed.”*® The only things that unite the
two periods are the things that people from “the past” have left behind and the mausoleum
itself. The lyrical hero’s wish to meet the old man does not come true, so “the past” and “the

present” fail to cross.

In the same manner, Duisenbinov’s “Kerei” shows the desire of the lyrical hero to

chase Kerei Khan and ask him questions. Duisenbinov writes:

Kyna unéms Thl, 9YTO ThI HILEIIb Where are you headed, what are you looking for
(..) (...)

51 norowto Te0s1, ¥ 5 33]]aM BOIIPOCHI I will catch up with you, and ask you questions
(..) (...)

51 mocMOTpIO B TBOM ycTallble Tia3a I’ll look in your tired eyes

U cam cebe orBeuy™ And answer my own questions

The poem is a monologue of the lyrical hero. He envisions himself following the khan, and
just like in Nurgazy’s poem, the reason for meeting or the matter the lyrical hero wants to
discuss with the historical figure is not mentioned. In the end, the meeting does not take place
either. The lyrical hero understands that even if he could catch up with the khan, it would not
change anything. Everything the lyrical hero needs to know is known to him; it is in him
because he still belongs to the same tradition. Duisenbinov writes: “MHe KOHb He HYyKeH,
6ymy Bcaguuk Betpa” [I don’t need a horse, I’1l be a rider of the wind].*® The identity of a
rider is still present, so he is the continuation of the nomadic traditions of his ancestors. And

yet the times have changed drastically, and the rider of today is different. The lyrical hero

42 1pbid., lines 15-18.

43 1bid., lines 19-20.

4 Duisenbinov, “Kerei,” lines 8, 17, 30-31.
4 Duisenbinov, “Kerei,” line 18.
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does not ride a horse anymore, he prefers the wind instead. He feels like he still is the heir of
the nomadic past and heritage, but his transformation does not allow him to establish a direct
contact with his ancestor. Thus, the failure to meet with historical figures in both poems
points at the gap that exists between the pre-Soviet Kazakhs and their modern-day

descendants.

Hybridity

The inability of the lyrical heroes to reconnect with the nation’s past is conditioned by
the transformation that the nation went through partially as a consequence of globalization
and modernity, but mainly as a result of the Soviet project which produced hybrid
individuals. The Soviet identity for Kazakhs consisted of Russianness as well as Kazakhness
during the USSR period, which is why the Russian language and culture are still significant
for modern-day Kazakhs. As Goble puts it, “no past identity ever completely disappears.”*
Nurgazy, not being fluent in Russian, and having not experienced personally the effects of the
Soviet hybridizing project, does not discuss the Kazakh-Russian hybridity in his poetry. As a
Chinese emigrant, the poet has a different kind of hybridity, but he rarely raises this topic in
his poetry. In Duisenbinov’s poetry, on the other hand, hybridity is one of the main concerns.
Both the Kazakh and Russian languages are native and both cultures are valuable to the poet,
and that is reflected through his lyrical heroes. In the interview he gives to Timofeev,
Duisenbinov explains: “(...) mixing of languages comes from the roots. That is why the fruits
are the same [mixed]. | am here just to pick them, taste them and try to describe the taste.”*’
The mixed language becomes a poetic tool in many of Duisenbinov’s poems, which aurally

and visually represents the hybridity he talks about in his poems.

46 Paul Goble, “Identity Recovered vs Identity Redefined: Three Post-Soviet Cases.” In Identity and
Politics in Central Asia and the Caucasus, edited by Mohammed Ayoob and Murad Ismayilov (Routledge:
London and New York, 2015), 80.

47 Timofeev, “Mir posle vsego,” para. 11.
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Duisenbinov’s poem “Metamorf” [A Metamorph],* for example, depicts the
linguistic and cultural hybridity of the lyrical hero. Describing the feeling that the lyrical hero

experiences having two native languages, the poet writes:

OueHb CTPaHHO MEPEXUBATh 3a Kazaxckuii mo-  How odd it is to worry about Qazaq in Russian®
49
pyccku

The lyrical hero expresses his care about the Kazakh language. Him feeling “odd” about this
situation shows his assumption that the sign of truly caring about a language must be
manifested in not just speaking but also thinking, and, in this situation, caring in that
language, thus having an almost natural connection with it. The lyrical hero’s bilingualism,
however, allows him to divide the phenomenon of love towards a language into components
and perform them separately. He loves the Kazakh language and worries about its future, but
does it in Russian, which equally is his native language. It is important to note that the poem
itself is also written in the Russian language, so its form reinforces the meaning of its content:

the worries of the poet and his lyrical heroes are manifested in Russian, not in Kazakh.

Sometimes Duisenbinov chooses to depict the hybridity of his lyrical heroes only
through form, but that form plays with the content, adding more layers to its meaning. In the
lines from his poem “V Astane,” which were analyzed earlier, Duisenbinov juxtaposes the

two parts of the lyrical hero’s cultural identity. He writes:

(...) Unm oteim nena coero Kopkeita (...) Go find your grandpa Korkyt
OH Bce TaM ke OpouT, Ha OyJbBape, y He still wanders in the same place, on the
pa3zbe6aHHOrO KOphITa®! boulevard, by a fucking broken trough

48 See Appendix 1 for the full text of the poem in Russian and Appendix 2 for its English translation.

49 Anuar Duisenbinov, “Metamorf,” Polutona 1.01, (2015), line 1,
http://polutona.ru/?show=0311123825.

%0 Anuar Duisenbinov, “A Metamorph,” Unpublished manuscript, translated by Victoria Thorstensson
(2019), line 1.

51 Duisenbinov, “V Astane,” lines 19-20.
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The poet rhymes two words “Korkyta” and “koryta” [trough] which refer to the mythologies
and fairytales of two different cultures. If Korkyt is a semi-mythical ancestor figure of the
Kazakh nation, “by the broken trough” is a phrase taken from Pushkin’s “The Tale of the
Fisherman and the Fish” which turned into an idiom. So, while inviting the lyrical hero to
return to his roots and reestablish his relationship with his “grandpa Korkyt,” the hypothetical
interlocutor describes Korkyt with a Russian idiom. The lines show that cultural hybridity
allows to compensate the lack of knowledge of one culture with its analogues in the other.
This demonstrates how the interlocutor scolding the child himself is incapable of separating

the two parts of his identity.

Duisenbinov’s poem “Kerei” also vividly depicts how the two parts of his lyrical

hero’s linguistic hybridity coexist. He writes:

A 51 HauBHBIN NETKUN MaJIbUMK- And I am a naive featherweight butterfly-
Kebenek>? boy

The combination of two words that the lyrical hero uses to describe himself, “butterfly-boy,”
is a linguistic representation of the components of his cultural and linguistic hybridity: the
word malchik [boy] is a Russian word, whereas kobelek [butterfly] is a Kazakh word. Besides
its original meaning, the second component word, kobelek, also resembles the Russian word
kobelyok, which is a masculine diminutive form of the word “dog.” Because the Russian
letter “¢” [yo] is being used less often in print, the Kazakh word kobelek can easily be read as
the Russian word. So, the two components of the lyrical hero’s identity do not simply co-
exist like in a compound word. The doubling in the second word shows that the Russian
component of the lyrical hero’s identity shines through the Kazakh identity. The two

components cannot be easily separated: they are blended into each other.

52 Duisenbinov, “Kerei,” line 14.
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Duisenbinov’s poem “Tilech®® demonstrates how this fluid identity can be
manifested in everyday life. It shows the process of inheritance of hybridity by a five-year old
child, whose parents demand him speaking Kazakh, themselves using Russian to
communicate. The title of the poem, “Tilech,” is a non-existing word that describes the new
“language” that the Kazakhs speak today. Because of their bilingualism, Kazakhs frequently
codeswitch between two languages. So, the word tilech is a combination of the Kazakh word
til [language], and the Russian word rech’ [speech] which demonstrates how the two

languages “harmoniously” weave into each other.

In the poem, Duisenbinov shows how this new “language,” which appears when
mixing Kazakh and Russian, sounds. As a result of the difference between the parents’

demands and behavior, the child ends up learning to speak in tilech. So, Duisenbinov writes:

(...) Oyayun yke B3pOCITBIM (...) when he becomes an adult

caMm oH Oyzer 3ajaBaTh Borpockl Ha Manep  He will also ask questions a la

MaMaMHBIH OpaThIHBIH KbI3bI MaraH 0eJie is the daughter of my mama’s [mom’s] brat [brother]
me> called maternal cousin

In the last line, the lyrical hero inserts the Russian words mama [mother] and brat [brother],
into a Kazakh sentence, and connects them to the rest of the words by Kazakh noun endings.
But despite the grammatical agreement, and the visual harmony conditioned by both
languages using Cyrillic script, Duisenbinov describes the “language” as sounding

unpleasant:

s TOJIBKO CITBIITY Kak Tijieub B cooTBeTcTBUu co | only hear that tilech in accordance with its
CBOUM CTPaHHBIM 3ByYaHHUEM weird sound
IUTENAET XPIOKAET MIMBITAET OTOBCIOMTY Slops squishes sniffs from all over

53 See Appendix 1 for the full text of the poem in Russian.

54 Anuar Duisenbinov, “Tilech,” 2014, lines 17-19. Retrieved from
https://vk.com/balkhashdreaming?w=wall-27257869_422.

% Duisenbinov, “Tilech,” lines 44-45.
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Later the narrator questions his own assumptions and suggests another interpretation of
tilech. He presumes that this “language” might be the “pearl of the future’s real tolerance”
(‘“xeMuyxuHa Oyaylel aelicTBUTeNbHOM TonepanTHocTn”),> because it is an outcome of a
mixture of many cultures and worldviews. At the end, however, he concludes: “well, never
mind” (“Brpouem 3a6ynpTe”).%” So, despite the possible effect that tilech can have on the

society in the future, today it serves as the representation of the nation’s transformation.

The Estranged

Besides the inability of the nation to come back to roots as a result of the drastic
changes it went through, Duisenbinov and Nurgazy raise the concerns of marginal groups.
They demonstrate the struggles of ethnic Kazakh individuals from such groups to feel

belonging to the nation.

In his narrative poem “Qala aspanyndagy qaragshy’®® [The Brigand of the City Sky],
which alternates between several different voices and opinions, Nurgazy among other issues,

raises the question of oralmans® [returnees]. He writes:

[Menonepsep MeH opaliMaHaap/bl YKiMeT Yii - Turns out, the government has excluded

Oepy Ti3iMiHEH MIBIFAPBII TACTAIThI pensioners and oralmans from the lists for
XKakcer 6osrraH, KaiiTkaH KycTsl kepMereni kaii — distribution of apartments
3aMaH Haven’t seen migratory birds in a while
KaiiTkan Kyc Jeren He o3i, yaksIT 1ma, okura Ma,  What is it —a migratory bird — a time, an event,
TeHey me? or a comparison?
Basrbl sxoKTaH 6ap xacay® The same old practice of creating something out
of nothing
% bid., line 51.
57 1bid., line 61.

%8 See Appendix 3 for the full text of the poem in Kazakh and Appendix 4 for its interlinear translation
in Russian.

59 See the Introduction: Insiders and Outsiders.

80 Ardak Nurgazy, “Qala aspanyndagy qaraqshy,” 2018, lines 76-79.
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The lyrical hero is not pleased that the oralmans have been excluded from the list of people
who receives the government’s support.5! The reason is that the primary incentive of ethnic
Kazakh people living outside Kazakhstan to return to their historical homes was the
government’s promise to support them. Inviting ethnic Kazakhs from abroad would foster the
nation-building processes by helping overcome the minority status of Kazakhs. Because those
groups of Kazakhs were not hybridized by the Soviet project, the government also believed
that oralmans would reduce the role that the Russian language and culture play in the society.
However, these same characteristics, “a lack of familiarity with Soviet cultural codes, and
poor knowledge of the Russian language,” caused “xenophobia toward oralmans among the
Kazakh/Kazakhstani population” and thus became the obstacle for their integration into the

society.%? That is why the role oralmans play in the society becomes ambiguous.

Nurgazy’s narrator wonders: “What is it —a migratory bird — a time, an event, or a
comparison?” He asks: do migratory birds, or oralmans, represent the time for movement
which is driven by availability of food and other benefits? Is the process of oralmans’ fleeing
and returning a historical event? Or is “migratory bird” simply a comparison that is unable to
capture the complexity of the problem of oralmans? The question he asks reflects the search
of repatriated Kazakhs for their national identity. They returned to their historical homeland
in hopes to reunite with their roots, people, and land, but were equally seen as a source of

authentic Kazakhness by the government which they could not deliver. In the end, oralmans

81 Bonnenfant explains: “Kazakh diaspora members can immigrate to Kazakhstan in two ways: either
as part of a quota system for supported immigrants or outside that system with limited benefits (...) Those who
are not included in the quota have been ineligible to receive any governmental aid for temporary or permanent
housing. For those included in the quota, housing assistance is provided by the government, but this amount is
not sufficient to acquire housing in rural areas, let alone in cities.” Isik Kuscu Bonnenfant,, “Constructing the
Homeland: Kazakhstans Discourse and Policies Surrounding Its Ethnic Return-Migration Policy,” Central Asian
Survey 31, no. 1 (2012), 37, 41, https://doi.org/10.1080/02634937.2012.650004.

62 Marlene Laruelle, “The Three Discursive Paradigms of State Identity in Kazakhstan,” in Nationalism
and ldentity Construction in Central Asia: Dimensions, Dynamics, and Directions edited by Mariya
Y. Omelicheva (Lanham: Lexington Books, 2015), 6.
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find themselves marginalized, and both them and the local population fail to complete their

search for Kazakh identity.

As a member of the LGBTQ+ community, the lyrical hero of Duisenbinov’s “Kerei,”
also finds himself in disharmony with the rest of the society. He envisions himself as a
“phoenix of shame”: he is reborn, but he is seen as different and as bringing dishonor to the
nation. The idea of shame in relation to the Kazakh nation is discussed in more detail in the

poem “Mangilik zhel”®® [The Eternal Wind]. Duisenbinov writes:

nmapy MecsIIeB Ha3a MEHs Ha3BaIH TO30POM a couple of months ago | was called the
BEJINKOTO Ka3axCKOro Hapoja Disgrace of the Great Qazaq Nation

MPOCTO TaK Ha YJIUIE 3aBHICB MOH BOJIOCHI (K just because | was seen out on the street with my
CIIOBY CKa3aTh IIMKAPHBIE) hair /fabulous, by the way/

H elre s BO3MOXKHO JoMaJicst MaHepHu4a u Obut — also perhaps | was pretentious, obnoxious and
CYACTIINB happy

pas3roBapuBai ¢ KeM-TO 10 TejaeoHy on the phone with someone

IPOU3HOCUI aHIpeli g Toxe Tebs Moo saying andrey | love you too®

The lyrical hero is a man with long hair, and a member of the LGBTQ+ community. In the
original version, the behavior of the lyrical hero is depicted with such verbs as lomalsya,
manernichal, that are usually used to describe women. This image goes against the traditional
image of a man in the patriarchal Kazakh society. In addition to that, the man that the lyrical
hero talks to has a Russian name, Andrey. This intensifies the conflict of the poem, making it
not only a question of love between two men deemed unacceptable by the society, but also
between formerly oppressed and oppressor nations. That is why, the lyrical hero of “Kerei”
and “Mangilik zhel” is called “the Disgrace of the Great Kazakh Nation” and is reborn as a

“phoenix of shame.”

83 See Appendix 1 for the full text of the poem in Russian and Appendix 2 for its English translation.

6 Anuar Duisenbinov, “Mangilik zhel,” lines 1-5.

8 Anuar Duisenbinov, “Mangilik zhel,” unpublished manuscript, translated by Mariya Deykute, lines
1-5, 2019.
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The lyrical hero expresses a wish to truly be the “Disgrace” but of a free nation, where

marginalizing people would not be acceptable. He says:

Kak XoTel OBl s OLIyIIaTh HUYTOXHOCTH cBoto M 0h how | would want to be the Disgrace of the

CTHII Great Qazag Nation
(...) (..)
YTOOBI XKHJI ST TO30PHOM YACTHUKOH BEITUKOTO so | could live as a deplorable particle of this
cBOOOIHOTO 00IIIeCTBA Great Free Nation
rJie He TO 4TO0 MPOHU3HECTH ATy (hpasy in which it would be impossible not just to say
nogymath Obl He cMOrIH®® this phrase

but to think itf”

So, the very fact that he is called the “Disgrace” of the nation points at the prejudices and
constraints that the society holds on to. The lyrical hero later refers to the nation as
“tormented,” “confused,” and “crippled”’® as opposed to the free society it could have
become, “in which it would be impossible” to discriminate anyone. The regeneration of the
nation in the time of its independence should have entailed renewal and healing of the injured
parts. But the poet shows that even if the rebirth of the nation did take place, the renewal

seems to have not.

Conclusion

The poetry of Ardak Nurgazy and Anuar Duisenbinov demonstrates the struggles of
the lyrical heroes to find their identity and feel belonging to the nation in the 21% century.
They reveal that whether lyrical heroes are eager to reestablish their relationship with the
nation’s past or not, they still find themselves unable to maintain strong connection with their
ancestors. The nation turned into a bilingual and culturally hybrid society, which is why the
difference between them and the nomadic nation seems unsurmountable. The issue is further

exacerbated when one considers marginal groups. Ethnic Kazakhs belonging to such groups

% Duisenbinov, “Mangilik zhel,” lines 15, 17-19.
57 Duisenbinov, “Mangilik zhel,” translated by Mariya Deykute, lines 15, 17-19.
8 Duisenbinov, “Mangilik zhel,” lines 61-62.
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struggle to find their place in the society with an ambiguous identity. The poets show that the
nation has transformed enough to have weakened its connection with its history, but still has
not adopted to the modern reality. This leaves all members of the nation feeling disoriented.
Poetry, therefore, becomes one of the few safe places, where the past and the present of the
Kazakh nation can coexist in the harmony of words and rhythms, and where the lost

“orphans” of the steppe can unite.
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Appendices

Appendix 1

Poems by Anuar Duisenbinov analyzed in this Capstone Project:

1. B Acrane

[ToMuuTCs B ACTaHe JbIIAIOCh, TOMHUTCS TUJIOCH Ja MEJIOCh

Berep acTaHMHCKUI 3TO ITOYTH YTO BETEP CATAHUHCKUMI

YHocun atoko00H/I U 4yBCTBA, MbUIb U aMATh, U JIOPOKHBIA PEMOHT
VYHocun, noapaxasi BpeMEHHU, TOMY Ha30HIMBOMY O(UIIMAHTY

YHocun, oOHaxkas Bpemsi, 0OpeMeHsisl HaC HEeTPOILLIEHOM HAaroTou
[IpexpacHoii, TMKO#, MyCTOM, 0ECCMBICIICHHOM, aCTAHUHCKOW HAaroTou

B Acrane npoucxoauio BaxHOE, OHOE, POMaHTHYECKOE, OTBAXKHOE

B Acrane kpacHenu ¥ JieJICHEH, B ACTaHe OTTauBaIIH, OJICTHEIN

B Acrane paccuntbiBanu, 6oratenu, B AcTaHe IPOCYUTHIBAINUCH, OeTHEIH

B Acrane, 5T0 Bce mpoucxoauio B AcTane Kak OyATo ObI LeNnyro KU3Hb Ha3a/l
Byaro Bce, uTo npoucxoauino Tam 6e3 MeHs 3TO XPEHOB KaKOH-TO aji

Bynro crens pazoM 3a3esieHelNa U alallkyi BhIPAIIMBAIOT BUHOTPAL]

[ToBONB XaHCKUX MIATPOB CTOSIT BUHOJIEIIBHU MO/ COJTHEYHBIMHU JIyYaMU

W non caMbIM COTHEYHBIM M3 JIy4ei O€KUT MOJIJIe HUX 30JI0TON pydeid

U xynaetcst B HeM peOeHOK, MIECKAeTCsl, OpbI3KET 30JI0TOM, CIIPOCUIIb “Uei?”
A OH TOJBKO MOJYUT U KUBAET B CTOPOHY FOPU30HTA

Jla BeTep mienHer “Huuen’”

W TBI cipaimmBaeib, KaKoro Takoro nNoHra?

Tsl uero norepsin 3aecs? Moy oreimu aena ceoero Kopkbita

OH Bce TaM ke OpoauT, Ha OyJbBape, y pa3be0aHHOTO KOphITa

Han xpoMbiM TUMYpOM paKeT, 4TO NaMsTh O HEM 3a0bITa

Huxkakoro »ene3a He MOMHST, a TOJIbKO CMyTHOE YTO-TO IIPO HOTU

3neck HET MecTa Oosblle i epu U TeHTpH, He TPUXOAT CTeMHbIE 00TH
HcnuBate n3 0071a4HBIX Yalll CBOMX CBET U NECHU

HCBBI ACP3KUC U KPACUBELIC C KaM40l He T'OHSAIOTCS 3a IPKUTUTOM
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31ech Bce AUDKUT TeNepb, U OUT, U aliTH, U yAT, 1 OUTYyM

Tonbko 6GUTYM B BA3KMX HAlIUX CEPALIAX OTUEr0-TO BCE AEPKUT PUTM
WM 3a MHOM HE IPUAET HUKOT 1A CMEPTh MOSI HACTOSILAS

Tak u Oyay cuneTs B 3ToM e0aHOM Oappelie 10 KOHLA ero JHEH

[Toka KOHB KOHIIA THEH €ro He MPOCKAaYeT Ha TOM Oepery peKu

I'ie uTo npaBo, 4TO JIEBO yKE HEBAXKHO, & BAXKHOE — BOIPEKU

Ero Bosne, 100 310 U1k 4 ee Haebas, a TeGe MO JIyYUCThIM ManbuuK
SIrHeHoK Mo 30510TOH, 6eraTbh CKOpo B OapXxaHax BaTHBIX

B HedTh HacTynaTh KONBITIEM, KATUTPagUTh YEPHBIM YEePTOTH HEOECHbIE
Wnu Tam mpocTo GecHble, YK HE 3HAI0

S TyT nocuKy erie HEMHOTo B 3TOM Oappelie Jja pacTaro

B HexHOIi pakoBHHE YIIHON KaKOro-HUOYb CHOBU/IIIA

2. Kepeii

CnenoB TBOMX JaBHO HE BUIHO HU B IIECKE, HU B HJIE

KoBbuib JaBHO pacrpaBHiICs, CrOpen

WM BBIpOC CHOBA, M IPUMSIICS Cpa3y COTHSAMU KOHEW HA YETBhIpEX KoJlecax
A noTtoM cropei. A s ycnesn paclpaBUTbCs U CTaTh ITyOOKHUM BIOXOM
U cropets. U peHnkcom cThiia BOCCTAaTh

N ropno BoccHATh OTHEM 3aKaTa MyJIpPOCTH, CKaXH

B kakyto cTOpoHy U3 T€X, YTO BBIOpa CBET

Kyna unéms Tb1, 4TO THI HIIENIH

Kakux nMeH kakuM Belam, Kakou 3apu

Kyna unéms 161, ciytHuK Chlpaapeu

Apai rpsAgyIIEro M He 1aET IOKOs

Bo3sBpaTHslii 11 Ipesien nepet TBOSK MBICIbIO

Korna-To Hammm OBl JIMIIb KOKJHCUEK, TETIEPD K€ — KOILIEIeK

A s HauBHBIN JNETKUN MaTBYHK-KOOENeK

Emé mory nerets 3aueM-To

N nouemy-To nertsb

51 noroHto Te0s, U 5 3a71aM BOTIPOCHI

MHe KOHb HE HYK€H, Oyy BCaJHUK BETpa



CmoTpH, KaK Xa0C KOMOIIMUTCS MO0 MHOM
Bo mHe, BOKpyT MEHsI 1 HaJl0 MHO#

Opna ocnermia

Kyna, xyna Tbl A€p>KUIIb MY Th, sl IOTOHIO

S TMBHEBBIM J0XKJEM BCKOPMIIIO TBOIO IIETUHY
Bnuratoch B TpaBy Ui TBOEI CKOTHUHBI
Crany Jy4lIMM CHOM TBOEMY KOHIO

51 noronto Tebs, MyCTh MyTh TEPHUCT U JOJIOT
[Tox TBOW 51 CHETOM JIATY CEPBI BOMIIOK

S noronto Tebs, 1 TOKaxXy TeOe CBOO OPOHIO
Koropas meHs yOeperiia 1uist 3Toi BCTpedn

S1 mocMOTpIO B TBOM YCTallbIe I1a3a

U cam ceGe oTBEuy

3. Meramop¢
OdeHb CTpaHHO MEPEKUBATH 33 Ka3aXCKUH MO-PYCCKH,
HOCTaJIbTUPOBATH 110 KyMBICY I1OCTIE JTaMOPYCKO,

o AbIBaTh HAa TOIIUX B Y3KOM

Kpyry npeanouyteHui. "Jlyken" ctaBuTh cieBa ot

Ha3BaHMsI, BMecTo "aykeHi" u cnpaBa. OT

IIpomeres 3aayi10, HE 1aB JOCTUTHYTh KaCIIUKHCKUX BOJ,

PaCCBCTHBIM, PO30BbIM pa3MaxoOM KPbLI (I)J'IaMI/IHl"O.
HpOCTI/ITe MHEC COMHUTCIIBHOC 6I/IHI/IHrBa,

HO €e3 OOl BBIPIBAETCS U3-3a TUMOA,
U TYT € MpAYETCS Ha3a/l 38 HEJOCTAaTKOM
oOpa3oBanus. Ha HEOe cuauT ocaaKoMm.

Hp06y}1 KOHYHMKOM A3bIKa, O CJIaAKOM

BCIIOMHHACIIB JIETCTBE: TYCTYIO U MSTKYIO IIEPCTh
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Tpermienib, ciaymaenb o [Ipopoke, 1 B 3TOM ecTh

KJII04eBOE 00 XK€, K KOTOpOﬁ CTOHIJIO ITOACECTD,

KaK OHA HaJIeBaja OYKH, JIE)KABIIUE HA CTEIUIAXKE.
HocraBana Kopan Kapum B uznanuu, KoTopoe yxe

TOT/1a HEe OBUIO MPEIHA3HAYCHO IS POAAKH.

Taxas IIpUIIKCKa 1uia: CACIIaHO paau AJ'IJ'IaX&,
HCJIB3d IPOJaBaThb. Pl INIOMHIO, YTO OT HOYHOI'O CTpaxa

paboTaeT "OMCMIWILIAXH paxMaHu paxuM." 3amax

TOU MEPpCTHU UHOI'Ia MHC CHUTCS, TaK 10 CHUX IIOP

MaxXHyT oAcsAyIa, U MOKET MTO3TOMY AAPAT CHBI.

MO>KET Ha 3TOT 3amax 5, HAMOTaB Ha ce0s1 KUJIOMETPbI
Y TOJIbI, BEPHYJICS IOMOM, YTOOBI MTO-HACTOSAIIEMY
oIUIakath U 0a0yIIKy, ¥ cBOe Oe3y4acTHOE IETCTBO.
9TOOBI JIBA 3TUX MPHU3PAKa TaK HABA3UHUBO
He OpoAMIIN 3a MHOM, TOAOUPAast MO0 HEYKITIOKYIO TEHb.
MOJKET IIO3TOMY Yelllyel criajjaer ceiuac u pudma,
¥ 3arJaBHbBIE OYKBBI,  MyHKTYaIHs
NTHYBUM CJIEIOM Ha CBEXKEM CHETY
MCYe3aeT HE Cpa3zy HO KaK BUANUTE HcUe3aeT

He cpa3y HO KaK BUJHUTE
TaK Pa3/IBUraloTCs HOTH y BpEMEHU
TaK pOXkAAETCsI HOBBIN I'OJL

STHBAPEM KO MHE HECBEXKEH Pa3METKOM TPACCHI

HCOMIPATHBIMUA NPEACTABUTCIIAMU HE3APETCCTPUPOBAHHOTI'O M3BO3a

TaK OH HJIET MIBBIPSS Merel 00paTHO B CaJlOH
JKaHBIM-al IBIOBIH JKaHbIM-ail
BBUIETUT T'OBOPUT B OKOILIKO 32 [JIEYU B MPOLLIOE

JKaHBIM-al IILIOBIH KAHBIM-ail
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€CJIM Thl YHTOMOJIOT JIOBH M HE 3a0y/1b OyJIaBKH
KaHBIM-ail IIBIOBIH KaHBIM-al

MO SIHTapb 3aMOPOKEHHBIN MEN

YKAHBIM-ai IBIOBIH KaHbIM-aii

3y €TiIl ©Tel 3y €Till 3bIMbIPaiiIbl

3y0 apXxapJIMHCKOTo repeBasa

Jiedat B 3TOM T'OAY B3pbIBHBIMU paboTamu

1 HKCKaBaTOPAMHU

Ka3aXCKHE [1ECHU Ka3aXCKUM JIayHXKEM

MEHs JiedaT raJko aHaJIOTUYHO IIepeBaLy

HE 3By4aThb MHE JIETKUM I'9KKY-TOKKY
TOKKY-TOKKY 3BEHUT IIPO3payvHas CTEIb
TOKKY-TOKKY MOJICTyNaeT Kallellb
TFOKKY-TOKKY-TOKKY-Torarol-ToOKKY-ToU-rou
Pa3BOPaYMBAETCA MHOIOTOJIOCHE BOCIIOMUHAHHUN
pacnapbIBarOTCs IIBbI CBETJIBIX BOCIOMUHAHUN
CBETJIBIX OCTPBIX OCKOJIOYHBIX BOCIIOMUHAHUM
3aKOHCEPBUPOBAHHBIX B IEJIIX BHYTPEHHEH 0€30MaCHOCTH HO
B3pBIBHbIE PA0OTHI U HKCKABATOPHI HO

IYKEH cJieBa BMECTO AYKEHI cripaBa HO

CO3 BBDKMBAIOIIEE NIEPETUIBIBAIOIIECE CTUKC HO
YKaHBIM-all IBIOBIH KaHbIM-ail BBUIETAET 333YYyYy HO

s 003aBesics Oy1aBKamMH

4. MoHrijaik xeJa

napy MecsIeB Ha3aJ] MEHs Ha3BaJIM MO30POM BEITMKOTO Ka3aXCKOTO Hapoaa
MIPOCTO TaK Ha yJUIE 3aBUJIEB MOU BOJIOCHI (K CJIOBY CKa3aTh IIMKApPHBIE)
U eIle st BO3MOKHO JIOMAJICSl MaHEPHHYAI M OB CHACTIIHB

pasroBapuBai ¢ KEM-TO 110 TeJaeQoHy

MIPOU3HOCUIT aHApEH g Toxke TeOs 1000

HEBO3MOXHO BCETO 3alIOMHUTh

KHU3Hb MOJIapHiia MHE MHOT'O JIFOOUMBIX JTHOAeH
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WA TIPOCTO TEePeTo0miia MEHs TIepe103upoBaia
BOT U XOXKY HU O YeM He JyMasi

HE OTJISI/IBIBASICh

OTOPBAHHBIN OT 3eMJIH 3K3THTHPOBAHHO TAPIO

JICBUTUPYIO YIOTHBIM KYCKOM MHUPOBOTI'O THOJICHSA

s He TO YTOOBI OCKOPOMIICS, CKOpee Ha000poT, BAPYT MOAyMal

0 KaK XOTeJ ObI 5 OBITh TIO30POM BEIHKOI0 Ka3aXCKOro Hapojaa

KaK XOTeN OBl s omyumaTrb HUYTOXHOCTb CBOIO U CTBIJ

0 Kak XOTeJ Obl 4YTOOBI BEIMYUE 3TO ObUIO pACCESIHHBIM CBETOM BEUEPHUM
9YTOOBI JKUII 51 TIO30PHOM YaCTHYKOM BETMKOT0 CBOOOIHOTO 00IIecTBa

rJIe He TO YTOO MPOU3HECTH 3Ty Ppazy

1oJyMath Obl HE CMOTJIH

(bu3MUeCKH HE yMeIH

CTIIOCOOHBI HE OBLTH

9T00 COOMIIO B CHCTEME OT HAMEKa MaJICHIIIero Ha TaKyr0 MbICITb

HO 5 HE )KMBY HUKAKOW YaCTHUYKOM a MPOCTO Uy 10 FOPOaY

10 CBETJIOW U BETPEHOM CTOJIMLIE MOEN

Y JlyMaro 4TO TOJIBKO 3TOT BETep MpeOyAeT BEUHO

1 TIOCJIE HAC U ITOCJIE BHYKOB HAIlIMX JETEH

Y TIOCJIE TOPOIOB 37JPaBOTO CMBICTIA JIIOOBU U JAXKE MOCIE MOI3UH
CTaB €JUHCTBEHHO BO3MOXKHOM MO33UEH

BEYHOU ITOd3UeH

A Ay MUMO IMOYTH BEPTUKAJIBHBIX IMTAHAYCOB

110/1 0ECKOHEYHO KpacUBbIM HEOOM

KOTOPBIM MOYKHO JTF000BAThCS YacaMu

HO OOJIBIIMHCTBO XOJUT HA JIEBBIA Oeper 1 CMOTPUT Ha CTEKJIIO
s HA/IEBAIO COJIHIIE3ALIUTHBIE OUKU U Uy

s He yOuparo UX C JIMIa 1aXe B TaCMYPHYIO IIOro1y

da UHOrja u HO4YbHO



HE B IIPUCTYIIC YUCTOTO TI03EPCTBA

a MOTOMY YTO HE X04y HUKOT'O CMYINATh B3TJISI0M

BEJb KOTJIa 51 CMOTPIO SI BIKY

HO HHUKTO HE JIIOOUT IETUTHCS CEKpeTaMu

TeM OoJiee cTpaxamu

M YK TOYHO B UX IIAHBI HE BXOMJIO ITOKA3bIBATh CBOM YBEUbS
MOJKET II03TOMY B OTBET OHH MPEANIOYUTAIOT arpPeCcCHIO

WJIM ITOOET HO Yallle arpecCHio

MMOTOMY YTO HE MOTYT OTITYCTUTh MEHS C TaKOi mH(pOopManmeit
a s HE 3HAIO 3aYeM HMJIM BaKHEE 3a YTO

MEHS HaJSIMIN TaKOIO CHUJION

B UYE€M €€ Ha3Ha4YEeHUE U €CTh JIK OHO

s Wy TI0 TOPOJly Y OHA IIaraeT B TaKT

3arJIsIbIBacT B JYIIH

IIOTOM CILIETHHYAET

TOBOPUT CO MHOU

MOJKET OHH €€ TOXKE UyIOT

MOJKET OBITH Jaxke 00sITCS ee

3aTeM CTBIJSTCS CBOETO CTpaxa M 3JATCs

3aTEM IIOHUMAIOT 4YTO BUHOBEH A

0 TIPOIIY IMYCTH I Oy Iy TIO30POM BEIIMKOTO Ka3aXCKOTo Hapoja
sl BCE OTJaM 4YTO €CTh Y MEHS a 4ero HeT Hailry

TOJIBKO CIIENaNTe MEHS IMO30POM BCJIMKOT'O Ka3axXxCKOI'o Hapoaa

K TeOe oOpararoch OeHbIN MO
M3MYYCHHBIN 3aITyTaBIIUICS Ka3ax

K Te0e MCKaJleYeHHbIN MO

KayaroIlui CBOM KOMILJIEKCHI U3 3eMJIU
0 IIPUBET TOBOPIO s TeOe

s Te0e TOBOPIO MPHUBET

HIanbIpamThl MOX
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YKaJaublp KaHJIbl

MOH HallMaH

MOM ap¥bIH KbIIIIAK

MOU Kepel KOHbIPAT yaK

XKeTipy OalyIibl HOFaid

st Te0sI PUBETCTBYIO | JIFOOJTIO

0 JIaBaiiTe MBI BCE ITOCTapAEMCsI
00BEAMHUM yCHUIIUSL YCTPEMIICHUS U MEUTHI
sl yBEpEH YTO BMECTE Y HAC MOJyUUTCS

moexainm?

three

ABa

oip

s HC 3HAKO UJICU Hy‘lHIGfI JJIS BOIIJIOIIICHU ST
4eM Huaes cAejaaTb MCHA IIO30pOM
BCJIIMKOI'O

Ka3axCKoro

Hapoja

5. Tineun
pasBe ObLT OH

TOT NATUJIICTHUMN MaJIbUUK

CKaXXeM ApMaH HJIM KaK CTaJI0 MOIHO KaKOfI'HI/I6y,Z[B Hcnam
HepeMaJ'IBIBaIOH_[I/Iﬁ CBOMMHU JCTCKUMH 3Y6aMI/I CJIOBa
MaMa MaraH M¥FaJ'I1M CaJluK HUKOJIOJCOH U MOPOKECHHOC

rOTOB K TOMY UTO B3pOCJbl€ OTYET0-TO TPEOOBABILINE

Ka3akIia ceiie OyIyT TOBOPUTH IPYT APYTY
s TaK ycTajna ¢ paboTsl

s OBLTT HAa BCTpeUe

HY U YTO YTO TIO3/THO

Tak OBUIO HAIO
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naBai He OyieM pyraTbcest

ThI BOBCE MEHS HE LICHUIIIb

3aBTpa HAJIO CXOJUTH 32 MOKYIKAMHU

910 OyJIeM JIeNaTh B BEIXOTHBIC
’KymaOeKoBbI 30BYT B TOCTH

WM 4TO OYyIy4H YK€ B3POCIIBIM

cam OoH OyZeT 3a/1aBaTh BOIIPOCHI HA MaHep
MaMaMHBIH OpaThIHBIH KbI3bl MaraH 0eiie Me
WK B pabodeM yrape BOCKIIUIIATh

AD® GiTneiTin GpurHsa

WJTH JKaJI0BaThCS KOJUIETe MOJT

CEH HE TOJILKO BOJUTENb MATh B OJHOM OO0JIaChIH FOIi
3apIUIATThI KallaH Oepesii eKeH

OACTBIKTBIH CBA3bAAPHI KOII

JKOHE Tarbl 0acka

Pa3BC MOT' OH IMPECAIOJOXUTE YTO €ro €CTCCTBCHHAA Ka3aJl0Ch OBI
CIIOCOOHOCTD pa3roBapuBaThb Ha CaMOM JICJIC HEC TaKasd YK U €CTCCTBCHHAA
4TO A3BIKOBas Cpc€lia B KOTOpOI>'I OH BbIPOC

KaK UCTCPUUKA BblJJaBajla €MY HOBBIC ITpaBHJIa ITOBCACHHUA K&)KI[BIfI JCHb

YTO CETO/HSI OH MCIIBITHIBAET 3aTPYAHEHMS C BHATHBIM BBIPA)KEHUEM MBICIH KaK pas3
MI03TOMY

YTO IpoMNaraHja BA0JIOUIa ero POIUTENSIM U0 Ka3aXCKOTo S3bIKa
3a0bIB MPU ATOM BJIOJIOUTH CaM Ka3aXCKHUH S3BIK

YTO €CJIU Y MOKOJIEHUS CETOTHAIIHUX TPUIATUIICTHUX €1l1e OBbLITU IIaHCHI
00IIaThCS ¢ UICTUHHBIMU HOCUTEIISIMHU

C JeAaMu MPOLIEAIIMMY UIIA HE NMPOLIEIIITUMUA BOUHY

C OKEKaMU rpaMOTHBIMHU WUJIA HE OYEHD

TO Y HCT'O UX HUKOT'1a HC ObLIO

TiJeYyb €ro He TeYEeT HO JACpracrtcA mpsa4a HCKOPKH MBICJICH 3a MEXIOMETUAMU

BIIOJTHE BEPOATHO YTO €TI0 3TO HUKOUM 06p330M HE CMyIIAcCT



Kazhyakpar 38

" TOJIBKO A 31€Ch ObIO B HGSpI/IMHﬁ KOJIOKOJI

npenynpexaas O TyOUTEIbHOM paccpeloTOueHUuH peOeHKa Ha paHHUX JTanax
pa3BUTHS

IpaB/a s HAYEro He 3HAl0 O TOM KaK JIeTH YCBaMBAIOT S3bIKU
s TOJIBKO CJIBIITY KaK TiJIedb B COOTBETCTBUU CO CBOMM CTPAaHHBIM 3By4YaHHEM
IIJIETIAeT XPIOKAET IIMBITaeT OTOBCIOLY

a MOKET 3TO MPOCTO OKTAOPH U YEPTOBA CISIKOTH B OpOHXax

MOXET 3TO BCETO JIUIIb JOMBICIIBI CTOPOHHETO HAOJII0aTelIst

JIMIIEHHBIE KAKOU-TM00 000CHOBAHHOCTH

C Ipyroil CTOpPOHBI HE KaKETCs JIX BaM 4TO B T1JIEUU

o0epHyTas B CIIOUCTYIO PAKOBUHKY JIBYX SI3bIKOB U MHOXKECTBA KYJIbTYD
MOJKET JIEKATh )KEMUY>KHHA OyAyLIel 1eHCTBUTEIbHON TOJIEPaHTHOCTH
a HE IIPOCTO MOJIUTUYECKOTO CII0raHa

MOJKET TiJIeYb MPU3BaHA CTaTh KATAIU3aTOPOM JIEHCTBUTEILHON
B3aMMOBBITOJHON PEAKLMH KYJIbTYP U MUPOBO33PEHUN

CIOCOOHOM NPUBJIEYb ITyOUHHBIE YETOBEYECKUE PECYPCHI
CTpaJarollel MOCTKOJIOHUAIBHBIM KOMIIJIEKCOM CTPaHbl

11l CTPOUTENIBCTBA CBOOOIHOTO

B [IEPBYIO 04Yepeab OT MyCOpa B FOJI0BAX

U COBPEMEHHOTO MUPY & MOXKET U ONEPEKAIOIIETO MUD

o01ecTBa

BIIpOYEM 3a0yIbTE
9TO MO-O0CCHHEMY IMPOKAIIAINCh MO MaKCUMAJIN3M

Aa U3BCCTHAA CTCIICHD 3K3aJIbTUPOBAHHOCTHU
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Appendix 2

Translations of poems by Anuar Duisenbinov used in this Capstone Project:

1. A Metamorph

Translated by Victoria Thorstensson

How odd it is to worry about Qazaq in Russian,

to be nostalgic for qymyz after Lambrusco,

to keep an eye at the skinny in the tight

circle of preferences. To write “duken,” the “store,” on the right of
the name, instead of the Genitive, “dukeni,” and on the left. From
the land of Prometheus, not letting one reach the Caspian waters,
flamingoes’ wing-beats blow as the pink dawn wind.

Forgive me my questionable bilingualism,

it’s just that soz, the word, breaks through the limbo,

and then it hides back because of the lack

of education. S6z sticks to the palate as sediment.

Touching it with the tip of the tongue, | feel sweet

childhood memories return: thick and soft fur

which I worry as | listen to stories about the Prophet, and there

is the key thing about 4je, my grandmother, and should one sit next to her,
she’d put on her glasses which lay on the shelf.

Then she would take down Quran Karim in the edition, which already
at that time was not meant for resale.

It had that line: made for the sake of Allah,

not for sale. I remember that “bismillah-i rahman-i rahim”

works well for night terrors. The smell

of that fur sometimes returns in my dreams still it has stayed

in my blankets, and that’s what gifts me my dreams.

maybe to that smell, having wrapped myself in kilometers

and years, | returned home to truly

mourn my grandmother and my desolate childhood.



Kazhyakpar 40

to stop those two phantoms from prowling after me

to obsession, from catching up with my clumsy shadow.
perhaps this is why now like scales i shed rhymes,

capital letters, but the punctuation

as bird’s tracks on the fresh snow

does not disappear immediately but as you see it disappears

not immediately but as you see

this spreads the legs of time

this is how a new year is born

and it approaches me as january as washed out highway markings
as a slovenly provider of unofficial transportation services
throwing ashes inside the car

janym-ai shybyn janym-ai

oh my dear my winged soul-fly

he says it will fly out of the window over the shoulder into the past
janym-ai shybyn janym-ai

and if you are an entomologist then catch it and don’t forget your pins
janym-ai shybyn janym-ai

my amber the frozen honey

janym-ai shybyn janym-ai

buzzzz it sweeps buzzes off with a buzzzz

as the tooth of the famous arharly pass

this year is treated using drills, blasts

and excavators

as gazaq songs are with gazaq lounge

they treat me nasty with the same stuff

I will never make sounds as sweet as a gakky-gakky

gakku-gakku cries the translucent steppe

gakku-gakku approaches the cough

gakku-gakku-gakku-hey hey hey-gakku-hey-hey

multivoicedness of my memories unravels

the seams of lucid memories rip out
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of lucid piercing splintered memories

bottled to ensure inner security but

drills, blasts and excavators but

duken on the left instead of dikeni on the right but

the surviving s6z swimming across the styx but

my winged soul-fly janym-ai shybyn buzzes off with a buzzzz but

i have now acquired the pins

2. mangilik jel -- the eternal wind

Translated by Mariya Deykute

a couple of months ago | was called the Disgrace of the Great Kazakh Nation
just because | was seen out on the street with my hair /fabulous, by the way/
also perhaps | was pretentious, obnoxious and happy

on the phone with someone

saying andrey | love you too

it’s impossible to remember it all

life has gifted me so many loved ones

gifted -- or simply overloved, overdosed me

that’s why I walk on air without thinking

without looking back

torn from the ground I float in exaltation

a cozy levitating piece of the universal seacalf

I don’t want to say | was offended, on the contrary, | thought suddenly
oh how | would want to be the Disgrace of the Great Kazakh Nation
how I would love to feel my unworthiness, my shame

oh how I would want this Greatness to be the diffused evenlight

so | could live as a deplorable particle of this Great Free Nation

in which it would be impossible not just to say this phrase

but to think it

physically think it
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with one’s brain to think it

so that the whole system would crash at the tiniest hint of such a thought

but I don’t live as a particle I just walk through the city
through my luminous and windy capital

and 1 think only this wind will remain eternally

after us and after the grandchildren of our children

and after common sense love cities and even after poetry
having become the only possible poetry

eternal poetry

| walk past the steep useless ramps

under the infinitely beautiful sky

you could admire it for hours

but most go to the Left Bank and admire skyscrapers

| put on sunglasses and walk

I don’t remove them from my face even when it’s cloudy out
even, sometimes, at night

not because of pure peacockery

but because I don’t want to embarrass anyone with my gaze
because when I look | see

but nobody likes to share secrets

especially if they are fears

and surely their plans didn’t include showing off their handicaps
maybe that’s why they prefer to answer with fight

or flight; but more often with aggression

just because they can’t let me go on with this information

I don’t know why and, more importantly, for what

| was given this power

what is its purpose, and does it even have one

| walk through the city and this power syncs with my steps

peeks into souls



then gossips

chats with me

may be they feel it too

may be they even fear it

then they feel ashamed of their fear and fume

then they realize that it’s I who is to blame

oh please let me be the Disgrace of the Great Kazakh Nation
I’ll give everything I have and what I don’t have I’ll get

just make me the Disgrace of the Great Kazakh Nation

to you | appeal, my poor,
careworn, mixed up kazakh

to you, my cripple

as you pump your traumas from the ground
oh hey, | say

| tell you hey

my every-tribesman

my most powerful one

my great kazakh clans

my shapyrashty

jalaiyr-kanly

my naiman

my argyn kypshak

my kerei konnyrat yak

jetiry baiuly noggai

| greet you and I love you

oh let us all make an effort

join forces intentions dreams

I’'m sure together we will succeed

let’s roll?
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tri

two

bir

I don’t know of a better idea to enact

than the idea of making me the Disgrace of

The Great
Kazakh

Nation

Kazhyakpar 44



Kazhyakpar 45

Appendix 3

Poems by Ardak Nurgazy analyzed in this Capstone Project:

1. KopksIT

Owmipxan bankpiOexke apHaiiMBIH

TanbiM TyprhIChIHAH JKapaTyisl MEH aJiaM, TAOUFAT IICH aJjaM, KOFaM MEH ajiaM, ajJiaM
MeH anam OaliaHbICbIH OacTaH eTKepAiK. JKapaTyIIbIHBI KOKKa IIBIFapAbIK, TaOWFATTHI
«O3TePTTIK», KOFaM/Ibl KaH Teryre 0eiiM Katire3 TOHKEpiCKe YUPETTIK, aJlaMFa aJlaM «KaCKbIp»
nenik. TepTiHini aifHaTBIMHAH COH 013711 €H/Ii HE KYTil Typ?

Op peT YHIeH MIbIKKaHa, OypbuiMacaMm Ja,

ApThIMa KalbIPBUTBIT KaparbIM KeJIil Typaabl

Oiienime, 6alama, 9KeM OTBIPFaH Tepre,

JXKaronbl facrapxaHjarbl MEMIEMHIH aJaKaHbl TUT'€H LIbIHBIFA,

Kamanja apTbIMHaH KyJIIMCIpeI IIbIFaphIIl CaJlaThlH dIIEKEME,

Kynimpaen xypeTiH KapbIHIACBIMHBIH JKY3iHE TaFbl Oip peT KaparbiM Keye/i.
MWUBIMHBIH JKBIKIBUTBIH/IA aKKAH JKYJIIBI3 COHII,

OpHbIHIa OOCTHIK, MOJIIPEN/Il €CTE Kally MEH YMBITY.

MeH TyFaHza acliaH KYHIPEHIIl, )KypT KOPKBII, COHbIHAH KyaHFaH JIecel,
Owmipre Oip HopecTe KeJjce, eKiHI Oip JkepJie TONbIPaK OYJIK eTesi 1eyii efl.
AnaraypiH OaybIpbIH/Ia MaMbIpiaFraH OYiIT kKaHOBIpFa aifHaJIbII,

ActaHa anaHpIHJA CIpKipeI Typ,

THIHBIMCBI3 OTIIT )KATKAH KOJIIK JOHFaJaKTaphIHAH ©3TeIle aybIC IIBIFaIb,
On1ebip YMBITBUIFaH KYW/IIH Y31T1 CUSKTHI.

Wen KanFaH >)KypTTa UT MeH Oaja *Kyp, KoK aclaH Te0e/leH TOHIeH,

KanbIkran sxypreH Kapakycka UT TYMCBIFBIH KOTepill YHIpUTIIN YIM/IbI, OLIKIH TapTKaH
KepiHic,

Tac OIIaKTa KaJlraH Imnmaja — ¥MTBIJ'IFaH OI\/'II)IHI)IH YIbI CHUSIKTBI XKEJIAC YIIKBIH aTra
KO3Ialasl,

XKaybiH, KOKTEMHIH JKayblHbl TOOEMHEH KYHBUIBII TYP,

Copranarad HYp CUSKTBI COPFaIai/Ibl YaKbIT.
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[erparnaH, anaynaraH MIbIPaK, MEHOED. .. TOIKBIHAAP MIEHOEP IIH MEriHe YMTHLUTA b,
TaraHpIHIA FACBIPJIAp KOMUITEH YaKbITTBIH TEHI31 O1p COT THIHIIBIMAMIBI.
Aya, 0T, cy, TOIIBIpaK. .. KaliTadaHOANUTBIH camap,

AchanbT jx0iFa TYCKEH XKapbIK OOJaIarblH KybI Oapabl.

JKan-xarpIHa )KaNTaKTal TYPFaH KOJICHKE MANIIBIK CyFa KYJIa/Ibl.

TonkpIHIAP YHCI3 KOTEPLIIIL,

XKapreiaii xa3bpUIFaH COMIEMHIH COHBIHIIAFI CO3 iIIiHEH HYpJIaHFaH COTIHIE.
KucanceI3 kanbipak oyeje anayiarn xaHa oactaipl,

CanambI31arbl MEHIPIMIUTIK OIIII, JapaKbl KYJIKI Kail1aH IIBIKTHI?
JKyiine3aap arslin, xKapbIFbl TAlITAIFAH TayIapAblH YCTIHE COHTCH MIaKTa,
AnacypraH ke, JaJlaHbIH TO3aHbI IIEMEHT JKOJIIap MEH Kelesep e YHipiin,
Jlynel naybUIIbIH ©3€TiH/Ie, KapaHFbl )KaHap/1a IIOKTI.

XKen, sxen, YJIKbIHFAH JKell, TASKTBIH THIKBIPBI, KOIIIEAE COKBIPAbI MBUIKAY JKETEKTEI
Oapapl.

CorpIC KaCipeTTiH KEIKAWBIFbI CHSKTBI, aiiIbIHFA IIBIKKaH,

Keynemue opHaran MUMBIPT THIHBIIITHIKTHIH TYMaHbBIH/Ia KOPIHOEH aKKaH ©3€H TOpi3/i.
Op0bip O6ackaH KanaM, kepAiH OeTiHAe coillaKTalFaH i3, )Ka3zy —

ToHipaiH jkapTacKa CIHI'€H KaHFBIPBIFHI. . .

Here ToHipim OCBI 9pi cOJI KepJie CEHIH eMec, OHBIH aThIH aTayJaH ThIMbIJIAMBIH,

CeH yuIiH MeH KiMMiH?

Here op per osHFaHzma MeiipiHIi ce3im, Ke3iMJi allkaHaa KacipeTTiH KaH JaFblH
KepeMiH?

Con KonbIHAH alBIPBUIFaH, TETEe-TEHITH KOFAJITHIN IIBIP KOOENeK alfHaJIFaH MeH/Ie
TOpI3aiMiH,

MeH oz1aH emec, 0J1 MEHEH Kalllblll )KYPreH CUAKTHI.
ANTHIHHBIH Oybl MEH aKIIaHbIH CBIHFBIPBIHIA CaK-CaK KYJIKI,
Kapanrbiia MaifiiiaMHbBIH TUTIHIE CYpiaHa KbUITBUTAANIbL.

XKanblH MeH paylaH Tyl KayblIIKaH COTIHAE KOpPreH TYCTEH YIIbIN IIBIKKaH KYC
CHUSKTBI,

TyMana TYHIIBIKKaH apaijibl MyXUTTBIH aKyKajl TOJIKbIHBI ThIHOAMN sKyIManaiabl.
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Ky3ri kyHHIH Ka0arbl TYHEPIHKI, acllaH CYPFBUIT,
JKampipakrapapl 6acnaniak KbUIbIT, ©JIMHEH COH KaiTa Tipiiy.

Mawmbipiarad KOOBI3 CapblHBI MOHTLIIKKE AallbUIFaH TYJIIH KayamlarblHIa KYIap

IIAIIBIT, KYJATECIH TOre/i,

OpTeHnren aram oH canajpl, KynaitnapasH Tac MyCiHi OpHBIH/IA JKOK.

boc xanraH TyFbIp aif Hypbl aCThIH/A YHCI3 MYJITHII,

Tycinne kepyeHie oH cayiFaH Kapa KaHaT IepilTelepai Kopei.

KomnacTeIH Tii mIbIp aifHabIN, KEMEHIH 39Kipi TeHI3A1H TYOIH COKaaal TUTiN Kenesi,
TonKpIH maiibIH OKENTeH CallIbl JKaFraja KYTil ajJFaH

Nrakanpikrap TaOBIT aramThl TeOenepiHe KOTepil aTChl3 Ma3apiiblKKa Kapail Oerren

Oapapl.

Kanma-xkaH TepeHre YMTBUIFaH TaAMBIP CUSKTHI TaFabIp,

Tombipak 1meH TacTaH TEHACH HOP aJIbII XKajlaMaja Oip Tynm Kaparai Typ.

Kemnre nakTeIpbII xKiOepreH KyHaepiM OYTiH KaThI OpajIbl,

TonKbIH MEHI TaFbl Oip PET JKaFrara NIBIFAPBII TaCTA/IbI.

AHBI3JIBIH ©3€T1H/IC )KaHFaH IIbIpaK CO3iH IIIiHC )KapK €Te KaJlaJbl,

TearpxaHaHbIH KapaHFbIa KOPIHOCHTIH 00C OPBIHBI CHUSKTHI.

I'ynmep comatbiH ME3TUIAC OTiM JKep OSTiHE OHII IIBIFAIbI,

Caxnana opkectp Oip MUHYTTBIK Y31IiC JKapusijaraH CUSIKTHI.

MeH op peT caFaH YMTBIIFaH/1a aHACHIHBIH KYIIAFbIHA KOWBIN KETKEH COOU CHSIKTHIMBIH.

KekTemMHEH COH Ky3 Kenelli, 0api anmacy1a, OpHbIH/IA KaJblIl KOWFaH Kara >KbIpThICap

JKaHKaJI JKOHE OJIIM,

TebeMHeH TeriireH myarblH KO3IMHEH ac OOJIBIN COpFasIaiibl.

CeniH anakaHbIH eMec, KYHpereH CyprbUIT ajlaH, COHJIA INAHIIYJIbI TYPFaH KapakKIlbl

CHUAKTBIMBIH.

Oap.

Bopin 611 Typein, 69piHe Oaphii KaTbIpMbI3!
CaraH yKcayFra ThIPBICBII JKaTKaHaiMBI3.
MeH y1IiH Kep aAeKallaH Ka3bUlbll OOJIFaH CUAKTHI,

JlyHueHIH KapaHFbUIBIFBIHA YHPEHIIM, alaiiia, )KYpPEriMHIH TacTail KaTKaHbIHA TaHBIM

OJjie ceHiMiMe cellkey TYCKeH1 me?
Tebemae Monaipeiii KOTiUIaip MYXHT, TaMIbI Oip TaMIIIbL,

bakmana paymian Kayaiak »aphbl, KbIPbIK Olp KYMaJTaKThIH IIEXKIpEeciHIe camnapaaH

Tarbl O1p PeT KAUTHIN OPATABIM.
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KonbiMaa TYHIIIBIKKAH MIBIPAKTHI aKBIPBI KAPAHFBUTBIKTHIH T1711 TAMBI3IBI,

TOJ'IKBIHI[BI TOJIKBIH JXyaabl, MCH JKYPMEI'CH XKOJIAAp XaHFbIpabl.

2. Slcaym keceHeci

bapi esrepren

O3repMereH Keeri KyH

©3eriM TaJblll, OChI apara >KeTKeHIM/IE

Ke3iM mangsl

Kakma anjpsiaaa oTbIpFaH KapTThl

KalsIprara cyiien KoiiFaH TasFbl KyJiait Oepeni
Kyiaran caitbiH

Op peT KailTa cyien Kosbl

KeceneniH iprecinie OTbIpFaH KapT >Kep LIUMaiisiar oThIp
KouplHa MIBIOBIK ajIFaH MICIICCIHEeH KalllkaH Oaa
Aram apOa cyiiperex Oipey/i aifHaIbII XYp
AHJa-caH/a apThIHA KAWPBUIBII, CaK-CaK KYJIIT Md3 00JIa bl
Ayiiara Kipir, KaiiTa IIBIKKaHbIMIA

KesikTipe amMaasiM KapTThl

TastFel con GasFbl OpHBIHIA TYP

Anpicta Oip OeliHe ecKeH kemnaen y3an 6apaabl
bana nga, mrerieci g€ KoK

Kanrapsiaran apOa Oip merre Typ

MBIH KBUIABIH aJIIBIHIAFbl KOPIHIC CHUSKTHI

bapi e3repren

O3repMmereH TITIMHIH YIIBIHAAFbI Oip 00pa3:

KyMmb! enkene KpI3aphlll ail TYBITT KeJel

3. Kana acnaHbIHAaFbI KapaKUIbI

Kana typaisl oitnacam 60517161, ©31M Typaibl OillaHamMm
Kanana sxypreH coH, oy Typaiisl oiftanOail Typa anrmMaiiMbIH
Ou1 MeHiH imime, aH capailbiMa, opOip 6ackaH KaJamMbIM

JXyripreHiMm MeH TOKTaraHbIM, COHbIMa OYpbUIBIN KaparaHbIM



Kazhyakpar 49

Bipeynen o3sim, Oipeyre o OepreHiM, Kaasa, inimiae

Opnan OipAcHEHI albIl TacTall, HeMece OJACHEHI KOKBIC JIAaKThIPFaHIal JIaKTBIPBII
TacTau aJIMauMBbIH

TaHBICBIM 1A, TAaHBIMAMTHIHBIM J1a, >KaKbIHBIM 4, JKEK)KATBIM Ja, KbI3METTECIM e
OCBIHIA

Omnappnan y3ar Kete amMaiMblH

Keme aBToOycTaH TyckeHme Oipey Oacka Oipeyre Kapam KyJice, OJ MaFaH Kaparl
KYJITeHi

OHBI MEH €Ki KYHHEH KeiiH Jie oiibIMa aybIM MYMKIH
Kerme mammapsr TYHT1 OH Oip/ieH KeliiH coHe OacTaca, MCH COHE alIMaiiMbIH
Con MUHYTTa KO31M/11 TaC >KYMBIII )KaTcaM Ja, 0apidip MEH CHUSKThI

KauanpiH Tarsl O1p sxepi KYHII3TiIeH dKapKbIpaIl TypaJibl

Yiinep, kabar-kabat OipiHiH ycTiHE Oipi TYp

Kabar-kabar oiinap CHSIKTBI

Kipep ecik Oipey OonraHbIMEH, 9p YiHAIH 63 Ta0alabIPbIFel Oap

MeHiH YHIMHIH Ta0aaabIpbIFbl OUIK

Yiiniy OypbIH OTBIPFaH HECi TYPMEZE KOIl OTBIPHIIN HMIBIKKAH OOIyBI KEpEK
Ecki TabanapIpblKKa aFall meresen ketepe 0epinri

Op arTaraH cailbIH COJ 6TKEH KYH/1, KOIiN KeTKEH Yi MeCiH, OHbIH TYpPMEre OThIpFaH
KYH/IEpiH eciMe aJaMbIH

YiiniH OypbIHFBI HeCl KaiiJla )Kyp €KEeH, COHFBI peT
YiizeH mbIKKaH/a ajna KeTKeH 111a0aaHbl 31H1e Me
Onje, Oipeyre Oepin xi0epAl Me eKeH, AT OUIaliMbIH

OHBIH KOJIBIHAAFRI 1a0aaH COJl KYH1 MEHIH Ke3iMe 11adajiad emMec, anjedip KyYObIKBIK
capaif CUSIKTBI KOPIHII el

Ay3bIH albln xidepce, HIBIKP eTIN alllbUIFaH KapaHFbl KarnacTaH
MpeIHaFaH )KapraHaT YIIBI OIBIFATHIH CHUSKTHI CE3UITeH

bipak, on >xaif mabagan 601aThIH

Bbopin Gackaia oisian TypraH e3iM

OO0/IeH KapaHFBbUIBIKKA YHPEHTeHMIiH, KApaHFBUIBIKKA YHPEHTEHIM COHIIAJBIK
KapwikTan 1a KapaHFBUIBIK 1311 TYPaMbIH
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Conan 5a Kasip «KapaHFb», <OKapbhIK» JEreH CO3MepaAl KEK KOpeMiH, olap MaraH
aneprus Oepei, oinap MEHIH iIM/Ie )KaTKaH Kapa CUSKTHI

Kaxer 6osca, onapsl Oanranan-0anranan e3ir, Tanrar

Kaua 6epai moHa nemike canpln 0ojaTTaid epTin TacTayFa a OapMbIH
bipak, kaiigaH, cojlapchi3 TaFbl ©MIp Cype aMaiiMbIH

Omnapapig eHai 0ip aThl OTIPIK

OrTipikTep FaHa eMip/i KeHUIIeTe i, IbIH 0a, Ci3e coaii oinaiicei3 6a
KebenexTiH 631 bIH O0IFaHBIMEH, KaHATHIH/IAFbI K631 OTIpiK

(Tankan TeHeyimMIi KapaMaichiH 0a)

OTIpiK JeTeH OTHIPBIN OTHIPHII OWFa KEJITeH Il aiiTa cally eMec

OTIpik JIereH a/1aM JKapaTKaH aKbLI-OMIbIH YIIIap Ouiri

(¥wap OuikTe TYpFaH ajaM e31H KEHUIT ce31Hel, )KHi TyMayFa IIaIbIHa/Ib])
buikte Typranaap nyHueHi Oackala Kepin TYpMBI3 1en ce3iHe i
A¥TanbeIk, OWiKTe TYpFaH Oumikreriiep 01311 anmansl

Tyk Ginmerencin )xypreHimiz0eH, ToMeHIe TYpbIT 013 7€ 0JIap bl aJIJaiiMbI3
O3 apa anymaceM XKypreH cedbedimiz

Kemreri kyH KaiThIIT KeJIMece €KeH JIeHMi3

Mine, 6ap G0JIFaHbI OCHI

BaceiMaare! KaamarsIM KaHIIa YIKeH 0oJica 1a
XKapatymisl OepreH akbuI-oi1aH achlll KeTe aaMai bl
By olibIM/TbI K6O1HIE ©3IMHEH 1€ KaChIpaMbIH

XKacwipaTsin cebebiM, OananbiK MIaFBIMHBIH OYJITCHI3 aCMaHBIHBIH KOTiHIE KaldFaH Oip
eJec

Here amampap coOwiik IIakTaH akbll TOKTAThI ajaM Oona OacTtaraH IIakTa
alIKapaKThIK MEeH apamM3alibIKKa Kajgam 6acaibi?

(«ApaM3aJibIK apFa TYCKEH JaKy, 1M oKeM KbI3bIN ajlFaHa KUl aUTyIIbI €/11)

Here ToxTamaiipl, 631H caObIpra MIaKbIpManib?

Men emec, 6acka Oipey ceiiyien TypFaH CHAKTBI CE3UITeH kKOK ma?!

Xon GolibiHIaFb! asyigamMana Kode 1IN TYPHIT OChUIapAbl OMIaFraHAa KYCKbIM KeJil
KeTT1



TO3aK

Kazhyakpar 51

O3imai punocod kepir KeTKeH TypiMm Oap

dunocodust agamMaap Y xa3bUFaH

Cokpar, ®npaToH 3aMaHbIHAH OyTiHTE JeHiH agam3at Oip i3/1eH KaHbUIMaca
Ou1 ©3 aKpUIBIHA KYMOHMEH Kapai amy

An, HOTICIH/II TSI alTMacaH, OH/Ia XailyaHHaH Kai jKkepiH apThIK?

XailyaHaTOarbl CUSKTBI OpTajia oMip Cypil XKYpill, e31H/1i xallyaH ce3iHOeyIiH 31 0ip

(baiikacam, OipTiHaen aiHre KeTin 0apaMbiH

On Oonmaiiael, eHal aidTa OepceM, achlpa JIHIIUAEP IIOKMAp ajia XKyripyl HeMmece

«OKaphII xibepeM!» aemn cypeil carysl MYMKiH

Keiine, agam oceliai axkaca dactaiabl

BachIMHBIH OBIIBIKKA TOJFAHBIH OCBIJIaH-aK CE3TCHCIH)

Bruinik emeilt HeMmeHe...

«Taypar», «IHXKBUD», TaFbl KalchICHI Oap exi, no, «Kypan»
Marepusimuctep, akmaaan 6acka Kynai xox!

Hewmece — XKuhan!

bi3ge ockl exi HyKTeHIH apachlHaH ©3re eMip Kallpl Ma 031 Kazip?!
Tamn-taza HutimeniH KT oJIeMiHEH KHbIT allFaH CypeT CUSIKTHI

Kemene apba cyiipen kene >kaTkaH COPJIbI, MEHIH KaWFBI-KacipeT MIEKKEH TYBICHIM,

JIEMEIIIE €11 O

Kepuii Genmerneri neHIMOHEP KEMIIp TYHIMEH aKbUIbIT-YK1I€T HIBIKThI
[lennmonepnep MeH opaaMaHAapAbl YKIMET Yil Oepy TI31MIHEH LIbIFapbII TACTAITHI
Xakcb! OonFaH, KaliTKaH KYCThI KepMerenl Kail 3amMaH

KaiiTkan Kyc iereH He 31, yakbIT 11a, OKUFa Ma, TeHey Me?

basirpl sxoKTaH OGap >kacay

Kuparan Kenec ykiMeTiHIH KUpaTHII alifaH JyYHHECI CUSKTHI

Kenec ykimeri xaxcsl eni, «Xaun ['utnep!» neren cusktsl «Ilaptus sxacacein!» gen

Kype OepeTinoi3

Kasip ne xaman emec, «He icTeceH COHBI icTe, akia xkacal» aemn xype Oepemis
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Kemre kemene 6ipey menriTke OapaibIK ae1i
Opnan apsl Cupusira, aineirbig 800 gosutap, neimi
OiranbacTan 6ac TapTThIM

Men YkpanHara Kapchl COFbICYFa OapMBbIH, OPBIC QJIEMIH KOpFayFa JaibIHMbIH, IETCHTe
TJC KaJIIbIM

«Peceii keH OONFaHBIMEH, IETIHEPTE KeP KOK, apThIMbI31a MocKya!»
Kanpnaii kepemer ce3
Kenec ykiMeTi KyJ1araH COH OHBI ATy COHJIAil assHBILITHI, SPUHE

OpsIcTap MEHIH XYPETIMHIH alIbIHBIH/A Y311 )KYPIeH OChl CEHHIH CBHIKBIPBIH CE31HE
aylap Ma ekeH? OH, ce3iHe amMai bl

OHeniM ce3iHel, «OKYperiH COJ KarblHIa eMeC, OH )KaFbIHJIA», TCHUTIH COJ
XKyperi koK anam 6ona Ma ekeH

«MeH Ka3akIbIH, MBIH OJIIIT MBIH TipUITreH...» JeN jKa3raH KiM eJ1i?
MyMKiH, COHBIH JKYPETi )KOK, HeMece OHBIH 0achl I1aTacKaH IIbIFap
Here coHmanbIK KeHIpJETiH Kepe MIBIHFBIPbI €KEH

Anam 0ip-aK peT jkapayiaJel FOU, Tarbl Oip-aK peT eei

XKaz! , nerex coH xaza GepreH Foil copJibl

Kaxxer Gouica, Ka3ip e kazaapl

«MeH... MeHiH.....», 1en

Here kapranbl Kapra Jemn 03 aTbIMEH aTaMaii/Ibl eKeH

AWTaNbIK ,KapFa *KaKChl KYC, MbIH Kacal/bl el Me

(Cranuuael 611MeliMiH, oiiTey JICHMHHEH y3aK >KacalThIHbI IIBIH/IBIK)

Bapnbik xaMaHABIKIICH apOai/ibl, KaH COPFBIII TIEH MBICTAaH KEMITIpJiH KAaChIHAH
TaOBLIAABI e Me, ObLIIIBLT!

Ws, on aypsic aiiTanbl, HETe OCHl apThIK alWTyFa YHipMI3, achIpbil ki0epMmel Typa
alMaiMbI3

BypkiT Typaiibl aiiTyabl oiacak, ay3bIMbI3/IaH CAaMYPBIK MIBIFabI

OHcbI3 211€01p JKepiMI3/IiH KbIIybl KaHOA1bI

Kapra na com, e31 Kapa 001FaH COH OFaH OAaTIUTHIN TYPHIN Kapa 00sy jkara 6epemis
AcnaHbBIMBI3/Ia Kapa JaK 0ap, KapFa KapFa eMec, COJl IaK Kapra

Coman 1a KapFaHBIH €M1 KiHOC1 )KOK
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AWTIaKIIbl, KOCeMIl MaKTacak, Kelle KyHre TeHEHTIHO13, OyriH TeHeyre ce3 Taba
anMaii xypwmis, nere?

Op HOPCEHI 63 aThIMEH aTaMaiiMbI3

Op HOPCEHI 63 aThIMEH aTail ajJMaraH COH
Kemrerini myppicTan TyciHaipe aaMaiMbI3, OYTiHII, TINTI, TYCIHE alIMaliMBbI3

bipak, AGaii atam aiiTKanaal «TyciHAIpAiK!» aen gandakramn mabda 6epemi3

Aynania 6ananap/IslH QJINEHIIE TEMKEeHIHE Kapal TYpFaH e1iM

Kener, TinTi KEHET emMec, KanajakTar Kap jkaya 0acTajbl (aHaJIap CHUSKTHI Ka3bIll KETe
YKazJlaraHbIMJIbl KapaMalChiH 0a)

Komimri kap! [llekci3 acmanHbIH Oip sxepiHge Oy cy OoJabl
Cy TaMIIBICH CYBIKTaH KapFa aifHaJIbII, MiHE CHJII TOOEMHEH KalalaKTar TOriIin Typ

Ochl corTe Oap FOil, aHamalmarbl KaparallThIH OachlHa Karl-Kapa OoJiblm Oip Tom
Kaprajiap KeJiI KOHIbI
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Appendix 4

Interlinear translation of Ardak Nurgazy’s poem “Qala aspanyndagy qaraqshy”.

Translated from Kazakh into Russian by Aibarsha Kazhyakpar.

Pa36oiinnk ropoackoro Heba

Kak Tonbko nogymao o ropojie, s HAUMHAIO Pa3MBILUITh O ce0e

51 (HaxoXychb) B TOpPOJIE, IOATOMY HE MOTY HE TyMaTh O HEM

OH BHYTpPH MEHsI, B ABOPIIE MOEH AYIIIH, KaXbIi MOU 11ar

Korna 6ery, ocranaBnuBarooch, 1 000padnBasiCh, CMOTPIO Ha3a/l

Korna o0rousto Koro-to, ycTynaio KOMY-TO IOPOTY B TOPOJ€, BHYTPU MEHS
YOpaTh 4TO-TO WM BEIKHHYTh YTO-HUOY/1b, KaK BBIKHIBIBAIOT MYCOD, sl HE MOTY

U moli 3HaKOMBIH, 1 HE3HAKOMBI MHE, ¥ OJTM3KUN MHE, U MOU JTAJIBHUI POJCTBCHHUK,
1 MOH COCITY>KHMBEL, OHU 3/1€Ch

Sl He MOTY OT HUX OTHAIUTHCS (YUTH)

Ecin BBIX0/s1 M3 TOpOJICKOTO aBTOOYCa, KTO-TO TOCMOTPHUT Ha JIPYTOr0 U YIBIOHETCS —
3TO yJbIOKa MHE (TOXKeE)

OO0 3TOM s MOT'Y BCTIOMHHTb M CITYCTSI JIBa JTHS

Ecimm YJIUYHBIC (i)OHapI/I HAQYWHAIOT TaCHYTH ITOCJIC O/ITMHHAaAAaTH BEUYCPa, TO I HEC MOTY
IOraCHYTb

[TycTh naxke B Ty MUHYTY 5 JIEXKY, KPEIIKO 3aKpBIB IJ1a3a, BCE PaBHO Kak 5 (4yepe3 MeHs)

Eie onHO MecTo B ropojie Oy1eT CUsITh KakK JHEM

Jloma, MHOTO3TaXHbIE CIIOSIMU CTOAT APYT Ha JApyre

Kak MHOrOCJI0MHBIE MBICIIN

Jaxe ecii BXOAHAas ABEPb OJIHA, Y KaXI0U KBAPTUPBI €CTh CBOU IOPOT
ITopor moel KBapTUPBI BEICOKUHI

JloIKHO OBITH €€ TPOIUTBIN KHUJICT] I0JIT0 OTCHJIET B TIOPhME

OH, noabuBast 1epeBOM CTapblil MOPOT, MPUIOTHUMAI €70

HpI/I KaXXJIO0M TII€pC€llaruBaHM BCIIOMHHAKO TO YHICAIICEC BpPEMs, IICPECXaBUICTO
JKUJibla, U TC JHU, YTO OH MPOCUACIT B THOPbMC

['ie mHTEpecHo ceifuac OBIBIINH >KUJIEI] KBAPTUPHI
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S nymaro, ¢ HUM JIM €r0 YeMojaH, KOTOPBIM OH B35 ¢ COOOM B TOT JCHB, KOTJa B
IIOCJIEIHAM pa3 BBIXOJMII U3 I0Ma

Wnu OBITH MOKET OH Iepejial ero KOMY-TO

YemoiaH, KOTOPBIH ObLT B €r0 pyKe B TOT JIEHb MPEACTABIICS MHE HE YeMOJIaHOM, a
HEKUM Yy OBHUILIHBIM JBOPLIOM

Kazanock, 4To CTOMT €My JIMIIb OTIIEIKHYTh [1ACTh

To BOPYT U3 OTKPBIBLICKHCS TEMHOW KJIETKH BBUIETST THICSYM JIETYUYHX MbILLIEH
Ho, 310 6B111 MpOCTO YEeMOaH

S cam cebe Bce HACOUMHST

S coBceM IIPUBBIK K TEMHOTEC, IPHUBBLIK K TEMHOTC HACTOJIBKO, YTO U B Caere Bce BpEMA
uiry TCMHOTY

[TosTOMy ceifuac ¥ HEHAaBHIKY CIIOBa «TEMHOTA», «CBET», OHU BBI3BIBAKOT Y MEHs
AJUIEPTHIO,

OHH KaK paHa, 3aJIeTmiasi y MeHsI BHYTPH
Ecnu motpedyercs, s ToTOB pacKOJIOTh UX TOMOPOM, pa3MsTh, BEITONTATh
Jlaxxe pacTONHTh B IOMEHHOM NEYH KaK CTallb,

Ho, rae yx, 06e3 HUX s TOXKE HE MOTY JKUTb

Eme o1HO MMS UM JI0Kb

Jlume 105Kk O0JIeryaeT KHU3Hb, HE TaK JIM, U BBl BE/Ib TaK JK€ TyMaeTe
Jaxxe ecnu cama 6abouka HacTOsIIas, TO IJ1a3 HA €€ KPbUIE JOXKHBIN
(Kak Tebe Takoe cpaBHEHUE)

JIoXb — 3TO HE KOTja TOBOPHUIIIb TO, YTO MEPBBIM MPUXOJUT HA YM
JIoXb — 3TO BBICOTA YMCTBEHHOTO 110JI€Ta, KOTOPYIO CO3/IaeT YEeIOBEK

(YemoBek, crosAmmii Ha BBICOTE IOJIETA, YyBCTBYET ceOs JIETKO, 4acTo 3aboieBaeT
T'PUIITIOM)

Bricoko cTosiue 4yBCTBYIOT OYATO BUAST MUP MO-APYTOMY

CkakeM, BBICOKO CTOSIIIUE BO BIACTH OOMaHBIBAIOT HAC

XOTb MBI U JIeJIa€M BHUJI, YTO HUYETO HE 3HAEM, CTOSI BHU3Y, MBI TO’KE UX OOMaHbIBaeM
Harme sxenmanue, 4To0bI BUSpANTHUN JIEHb HE BEPHYJICS

DTO MPUYHHA, 10 KOTOPOI MBI BCE 0OMaHbIBaeM JPYT JApyTa

Bort u Bcé

Kaxkoii Ob1 00JIB1110# HU OBLT KOJIIIAK HA MOEU TOJIOBE

OH He MOXKeT MPEeB30HTH yM, naHHbIi Co3narenem
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51 1 OT cebsi 3Ty MBICIIb YAaCTO CKPBIBAIO

[TpuunHO TOMY OJOUH MpU3paK, KOTOPBIM ocTancs Ha cuHeBe Oe300siayHOro Heba
MOETO JIETCTBA

[Touemy nroaM C MIIQJIGHYSCKOM TIOPBI JIO IOPBI, KOTJAa OHH OCTCICHSIOTCS M
CTaHOBSTCS B3POCIIBIMH, JIEJAIOT IIar B 00’)KOPCTBO U MOJIOCTH?

(«ITommocts — 3TO NATHO, yHaBIIee Ha YECTh», TOBOPUI YaCTO MOM OTEIl, 3aXMEJIeB

[Touemy OBl HE OCTAaHOBUTHCS, HE IIPOSBUTD CAEPHKAHHOCTH?

He kaxercs 1, 4TO 3TO HE 5, @ KTO-TO APYroil roBoput?!

Korna, monuBast koe, s1 CTOSIT Ha OCTAaHOBKE Y JOPOTH H {yMall 000 BCEM 3TOM, MHE
3ax0TeNoch 0eBaTh

Bunars, cebs pritocodom Havan BooOpakaTh

®dunocodust HanKcaHa s JTFOACH

Co Bpemen Coxkpara, [InmaTona 10 Hammx JHEH 4eI0BEYECTBO HE COMIIOCH CO crena
Tonpko U3-3a CHOCOOHOCTH CMOTPETH HA CBOM YM C COMHEHHEM

A ecmu TBI HE MOXEIIb CACPKHBATh CBOM CTpacTd (Hadc), TO YeM ThbI JIy4IIe
KUBOTHOTO?

JKuBst B Tako# cpejie Kak 300MapK, aCKW HEBBHIHOCUMO HE OIIYIIATh Ce0s YKUBOTHBIM

(3aMeqa10, YTO MOCTCIICHHO YXOXY B PCIIMTUIO

Tak He moiimer, eciu Oyny W BHOpeAb TaK TOBOPUTb, MCTOBO-BEPYIOLIHE MOTYT
no0exaTh B34B TyOHWHBI UM 3aKpHUYATh IOJIOYMHOE «B30PBY!»

HMHoraa 4enoBeKk HaUMHAET BOT TaK BBDKUBATh U3 ymMma

He 3acraBnsier nu 3T0 TeOs MOYYBCTBOBATh, Kakoil OECHOpSIOK TBOPUTCS B MOeEi
TOJIOBE)

Yro ke 3T0, ecu He OeCOPsIOK. ..

«Topay», «EBanrenuey, uro Tam emie 0bL10, 1a, «Kopan»
Marepuanuctsl — HeT bora kpome aener! —

Nmn Txuxan!

Ocranacek i1 BO3MOXKHOCTh CYIIECTBOBAaHUS y HAC ceidac, KpoMe KaK MEXIy JABYyMS
3TUMHU TOUYKAMHU?



Kazhyakpar 57

CoBceM Kak pUCYHOK, BBIPE3aHHBIN U3 MUpa wiuto3uil Hutie

He on mm TOBOpHJI, YTO HECYACTHOC, BOJOYAIICEC TCJIICTY Ha YJIULEC — TOXKE Mo
POACTBCHHHUK, HUCIIBITABIINMN Topc U HECHACTHC

CTapyuH(a-HeHCI/IOHepKa nu3 COCC,Z[HCfI KOMHAThI BCIO HOYb axaja M oXaJia

Okxka3zbIBaeTcs, NMPaBUTEIbCTBO YJAIWIO IEHCHOHEPOB M OpaJIMaHOB M3 CIIMCKOB Ha
pacnpeeseHne KBapTup —

Xopomu Jena, JaBHO HE BUAEIH IIEPEIECTHBIX MITUIL

[TepenerHas nruna, 4To 3T0 BOOOILE: BPEMS JI, COOBITHE JIU, CPAaBHEHHE JIN?
OnsATe y Hac BCE TO )K€ JeJIaHue Yero-TO U3 HUYETro

Kak mup, HeuassHHO pa3pylieHHbIN pyxHyBIIUM CoeTckum Coro3om

B Coserckom Cotro3ze 0b110 XOpoio, kak «Xainb ['utiep!» mbl Bcé roopunu «/la
3apasctByet [lapTus!»

U celiyac HEII0XO0, «Jenai, 4To X04Yelllb, Jejiai JeHbIU!» TaK U )KUBEM

Buepa Ha ynuiie KT0-TO cKa3ai HleM B MEUETh

3arem B Cuputo, roBopur, miatsat 800 1oyuiapoB B MecCsIl,

S [npyroii ronoc, noat? WMnu ka3zax?], He 3aAyMbIBasCh, OTKA3aJICs

Ho uyTh Ob110 HE cKazan ¢ YKpanuHoii s BOeBaTh TOTOB, 3alUIIATh PYCCKUIA MUD,
«Benuka Poccust, a oTcTynarh HeKyaa — mno3aaun Mocksa!»

Kaxkoe npekpacHoe BBIpaKeHHE

Koneuno, >xanp, 9To TOBOpUM 3TO 1ocie pacnanga Coserckoro Corosa

CMoOryT 1M pyccKue yCHbIIaTh CKPUIT 3TOM JIbAMHBI, IUIaBarOIIed Ha IJaJd MOEro
cepaua? borock, He cMOTYT

Most jxeHa CIBIIINT €ro, 3TO OHA TOBOPUT «y TeOs cepIie HE ClIeBa, a CIIPaBa»
briBaet u yenoBek 0e3 cepiia

Kto 310 Hanmucan «f kazax, yMHpasn U pOXKAAICS S ThICAUY Pas...»?

Bo03MOXHO, y HEro HET cepAla, WIK, HABEPHOE, Y HETO BCE NEPEMYTAIOCh B TOJIOBE
ITouemy ke OH Tak BHU3Kal, pacTAruBas riIOTKY

YenoBek Beb CO3AETCsI IUIIb OJWH pa3, ellle JIUIIb OJUH pa3 yMUpPaeT

[Inmu! roBopwim eMy, BOT M MCAJT HECYACTHBIN

Ecnu nmonamoOuTCst, CHOBA HAUILIET

«S1... MOH...»
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[Touemy ObI HE Ha3BaTh BOPOHY CBOUM HUMEHEM?
Hanpumep, BopoHa xopolasi NTHUIIA, )KUBET THICSUY JIET, TaK Bellb BPOJI€ TOBOPAT
(He 3naro nacuer CtannHa, HO TO, UTO OHA >KMBET JoJblie JIeHnHa 3To mpasaa)

I'oBopsT, 3aBOpaXUBaeT 3JI0M, BCErAa €€ BUIAT PSAAOM C KPOBOIMMIIEH U CTapyXOW-
BenbpMoii [~Komeem beccmeptHpiM u 6aboi Sroii], kakas dyiib!

[la, OH IpaBUIILHO TOBOPHUT, IIOYEMY K€ MbI CTPEMHUMCS IPUYKPAIIUBATH, HE MOXKEM HE
[IpeyBeNUYUBATh

Ecnu xoTnM cka3aThb Op€i1, TO BEIXOOAUT CaMPYK
bes sToro Y HaC HEKOC MECTO HE IEPECTACT YECATHCA

U ¢ BopoHO# TOKeE, U3-3a TOTO, UTO OHA YEepHasi, Mbl BCE MaXKEM Ha HEe YEPHYIO KPacKy,
He xanes

Ha namem HeGe ecTh 4epHOE MATHO [Mesl YePHOTHI|, YepHOTa HE B BOPOHE [UEPHBIHA —
Kapa, BOPOHA — Kapra], a B TOM MSTHE

IToaTOMY BOpOHA HH B 4€M HE BUHOBATa

Kcratu, xBajig BOXKIs, BYepa Mbl IIPUPABHUBAIU €r0 K COJIHILY, CETOJHS HE MOYKEM
HaWTH C YEM CPAaBHUTh, IOYEMY Tak?

He na3siBacm KaXAyHo B€IIb CBOMM NMCHEM

H3-3a TOI'0, YTO HE MOXKEM KaAXKYIO BCIIb HA3bIBATb CBOUM UMCHCM

He moxem IIPpaBUJIBHO OOBSICHUTD BUCpalIHCE, a CCTOAHAIIHECE, TEM 60.]'[66, HC MOXCM
IIOHATH

HO, KaK I'OBOpHII AC AoOait MBI, HCYKIIFOKE CYCTACH, CKAaUCM AyMasa «MbI 00BsCHUIIN ! »

S cTosn BO ABOpPC, Ha6mona${ 3a TCM, KaK JCTHU Ka4aroTCA Ha Ka4yCJIaX

BH€3aHHO, a MOXKCET U HCT, Ha4YaJ XJIOIIbAMU MMaJaThb CHET (HOFJ’IHI{H-K& KakK g 4yThb HC
Hayall IMCaTbh, KaK Te)

OO0b1unbIii cHer [cHer — Kap]! I'ne-To B 6eckpaiiHeM HeOe BoJa cTajia mapom

Kamis Boabl OT X010/1a TPEBPATUBIIMCH B CHET, TENEPh BOT PACCHINAETCS XJIOMbSIMU
10 MOEH MaKyIIKe

M BOT B 3TOT MOMEHT, Ha BEpXYIIKE Kaparada, CTOSIIEr0 HENOJaleKy, YEpHBbIM-
MIPEYEPHBIM [MISTHOM | IPU3EMITUIIACH CTasi BOPOH



Kazhyakpar 59

Works Cited

Abashin, Sergei. “Nation-construction in post-Soviet Central Asia.” In Soviet and Post-Soviet
Identities, edited by Mark Bassin and Catriona Kelly, 150-168. Cambridge:

Cambridge University Press, 2012.

Akulov, Mikhail. “Eternal Futurostan: Myths, Fantasies and the Making of Astana in Post-
Soviet Kazakhstan.” In Theorizing Central Asian Politics: The State, Ideology and
Power, edited by Rico Isaacs and Alessandro Frigerio. Oxford: Palgrave Macmillan,

2019.

Bonnenfant, Isik Kuscu. “Constructing the Homeland: Kazakhstans Discourse and Policies
Surrounding Its Ethnic Return-Migration Policy.” Central Asian Survey 31, no. 1

(2012), 31-44. https://doi.org/10.1080/02634937.2012.650004.

Cameron, Sarah. “Nomads under Siege: Kazakhstan and the Launch of Forced
Collectivization.” In The Hungry Steppe: Famine, Violence, and the Making of
Soviet Kazakhstan, Cornell Scholarship Online, 2019.

doi:10.7591/cornell/9781501730436.001.0001.

Dave, Bhavna. Kazakhstan: Ethnicity, Language and Power. New York: Routledge, 2007.

Duisenbinov, Anuar. “A Metamorph”. Unpublished manuscript, translated by Victoria

Thorstensson, 2019.

Duisenbinov, Anuar. “Kerei,” 2020. Retrieved from

https://vk.com/balkhashdreaming?w=wall-27257869 888.

Duisenbinov, Anuar. “Mangilik zhel”, 2014. Retrieved from

https://vk.com/balkhashdreaming?w=wall-27257869 404.



Kazhyakpar 60

Duisenbinov, Anuar. “Mangilik zhel”. Unpublished manuscript, translated by Mariya

Deykute, 20109.

Duisenbinov, Anuar. “Metamorf,” Polutona 1.01, 2015.

http://polutona.ru/?show=0311123825.

Duisenbinov, Anuar. “Tilech,” 2014. Retrieved from

https://vk.com/balkhashdreaming?w=wall-27257869_422.

Duisenbinov, Anuar. “V Astane,” 2019. Retrieved from https://vk.com/@balkhashdreaming-

v-astane.

Goble, Paul. “Identity Recovered vs Identity Redefined: Three Post-Soviet Cases.” In Identity
and Politics in Central Asia and the Caucasus, edited by Mohammed Ayoob and

Murad Ismayilov. Routledge: London and New York, 2015.

Laruelle, Marlene. “The Three Discursive Paradigms of State Identity in Kazakhstan.” In
Nationalism and Identity Construction in Central Asia: Dimensions, Dynamics, and

Directions, edited by Mariya Y. Omelicheva. Lanham: Lexington Books, 2015.

Nazarbayev, Nursultan. “Course Towards the Future: Modernization of Kazakhstan’s
Identity”, Legal Information System of Regulatory Legal Acts of the Republic of
Kazakhstan, 2017.
http://www.akorda.kz/en/events/akorda_news/press_conferences/course-towards-

the-future-modernization-of-kazakhstans-identity.

Nurgazy, Ardak. “Korkyt olgen kun,” 2020. Retrieved from

http://www.thebilge.kz/e/action/ShowInfo.php?classid=6&id=3539.
Nurgazy, Ardak. “Korkyt”. In Literaturnyi al ' manah Kazahstan-Rossiia, 2017.

Nurgazy, Ardak. “Qala aspanyndagy qaraqshy,” 2018.



Kazhyakpar 61

Nurgazy, Ardak. “Yasaui kesenesi,” 2018. Retrieved from
https://web.facebook.com/photo.php?fbid=2220803478163407 &set=a.13964976705

93996 &type=3&theater.

Oka, Natsuko. “A Note on Ethnic Return Migration Policy in Kazakhstan: Changing
Priorities and a Growing Dilemma.” Institute of Developing Economies, March

2013, 1-13.

“On Migration.” Legal Information System of Regulatory Legal Acts of the Republic of

Kazakhstan, 2011. http://adilet.zan.kz/eng/docs/Z1100000477.

Slezkine, Yuri. “The USSR as a Communal Apartment, or How a Socialist State Promoted
Ethnic Particularism,” In Stalinism: New Directions, edited by Sheila Fitzpatrick.

London: Routledge, 2000.

Smagulova, Juldyz. “Kazakhstan: Language, Identity and Conflict.” Innovation, 19:3-4.

doi:10.1080/13511610601029854.

Smith, Anthony D. National Identity. Reno, NV: University of Nevada Press, 2013.

Suny, Ronald Grigor. “The Contradictions of Identity: Being Soviet and National in the
USSR and After.” In Soviet and Post-Soviet Identities, edited by Mark Bassin and

Catriona Kelly, 17-36. Cambridge: Cambridge University Press, 2012.

Timofeev, Sergei. “Mir posle vsego. Anuar Duisenbinov”. Arterritory, 2015.

http://arterritory.com/ru/novosti/4985-mir_posle_vsego. anuar_dujsenbinov/.

Yu, Ouyang. “Ardak Nurgazy. Poeziya oidan buryn tuatyn oner.” Adebiportal, 2019, 2.

https://adebiportal.kz/kz/news/view/21300.



Kazhyakpar 62

This project represents my own original work in accordance with Nazarbayev University’s

Student Code of Conduct.

Signature: Kazhyakpar Aibarsha Zhanatkyzy



