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Abstract

Agbilek is one of the first and most innovative novels in Kazakh literature. In this novel,
Aimauytov merges Kazakh oral literary genres with novel form. This research looks at the style
of Agbilek and its continuity with pre-existing Kazakh oral literary forms. Analyzing the
Aimauytov’s use of stylistic features of oral epic poems, such as grammatical parallelism, end-
rhyme, alliteration, the use of formulaic systems and similes, I argue that Aimauytov uses
Kazakh oral literary techniques to adapt the novel form. Aimauytov also integrates Kazakh oral
literary genres, such as korisii and jogtau into the plot of the novel, to emphasize the alienation
of Agbilek from the society and her final reintegration. Aimauytov uses stories of Aldekei,
which imitate Sesendik soz, to offer a social critique of the corruption and oppression that was
enabled by the rich and influential Kazakh men. Having been banned shortly after its
publication, Agbilek was subject to little scholarly investigation up until this day. This research,
with its focus on the stylistic aspects of the novel, contributes to both the knowledge on Agbilek

as well as Kazakh literary scholarship on early Kazakh novels.
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Introduction

It's been two and a half months since I’ve gone out. If you ask what I did,
| finished writing a novel while being in “Qyluat,” its size is twice as large as
that of Qartgoja that you saw. All my thoughts, enthusiasm and spirit went into
that novel, | was like a crazy person, | almost forgot about friends, companions,
about my dear precious brother. If you wonder how | spend the day, here, like
this: | get up at eight o'clock in the morning, drink tea and go to the service to
teach children. I teach children six hours a day. At three o'clock I come home,
eat. Then I sleep.

| wake up at six or seven. | drink tea. | sit down to write. From there, |
write, staying up until two or three at night. When I'm completely exhausted, |
go to sleep. That's what I've seen for about two and a half months.

But on this day, my novel is finished. I'm going to send it to print. If it
gets printed, you will see (AiimaysiTos 2003, 285).1

The epigraph above is an excerpt from Jusipbek Aimauytov’s reflection on his writing
process. In this letter from January of 1928, Jisipbek Aimauytov writes to his relative,
Mashiir Jusip Kopeiuly, about the new novel that he is writing, Agbilek and compares it to his
previous novel, Qartqoja.

Both Qartqoja and Agbilek are among the first novels written in Kazakh literature.
Although Mirjagyp Dulatov’s Baqgytsyz Jamal is usually considered to be the first novel in
Kazakh literature, Qartgoja was also suggested by Alihan Bokeihanov to be considered the
first novel. In his 1926 review of Qartgoja, Alihan Békeihanov, who was the ex-leader of the
Alash party at the time, suggested that Qartqoja should be considered the first novel in
Kazakh literature (beketixan 1995, 367). Bokeihanov wrote that the novels written before

Qartgoja were limited in the sense that they portrayed only one or two facets of life.

1 Exi xxapeM ait Gonpiel, YiAeH Tysre mblknaransiMa. He icremin mecenis, “KeuryaTra” sxathim 6ip

poMaH >ka3bIn OiTipiM, e3iHi3 kepreH “KapTkoxkaman” yIKeHAIri eki ece yakeH 0omansl. bap oifbiM, BIHTaM,
PYXBIM COJ pOMaHFa KETiIl, Tall )KBIH/IBI KiCi/Ied OOINBINITBIH, JOCTHI, JKOIIACTHI, KYPMETTi KbIMOAT aFaHbI
YMBITHIIT KETe XKa3darmblH. MeH KYHAI Kallail eTKi3emi JeceH 3, MiHe, OblIail: TaHEepTEeH caFaT Ceri3zie TYpaMbIH
Ja, IIai i, Kei3MeTke 0ana okpITyFa Keremid. KyHiHe anTel caraT 6ama okpITaMbIH. Carat yIITe yire
KeJIeMiH, TaMaK imemMiH. O/aH KeliH YHBIKTaiMBIH.

Carar anter-xerinepae ossHambiH. aif imemin. Cyiirem ne xxa3yra oTeipaMbIH. CoJl OTBIpFaHHAH TYHT1
carar eKi-YIIKe JeiiH OTBIPBIN KaJlaM. O0/IeH TaiFaHaa OapheIn YibIKTaiiMbrH. MiHe, eKi kapbIM aliail KepreH
OMIpiM OCHI

bipax 6y kynae pomansm OiTTi. bacnara xiGepreini oTeIpMbIH. backutbin mbIkca, kepepcis.



Qartqoja, in contrast, presented different aspects of life from multiple perspectives. In
particular, Bokeihanov praised Qartqoja for depicting the life of Kazakh society and the class
conflict that may be easy to overlook. He noted before this novel, there were no people who
could clearly show the class struggle in Kazakh society, either due to the lack of knowledge
or due to being heavily entrenched in nationalistic views. The depictions were often subject
to exaggeration or underestimation. Bokeihanov stated that Aimauytov did it with precision.
The lives of Kazakhs under imperial rule, through the revolution and during the Soviet Union
are all portrayed in this novel. Békeihanov admired the way the novel depicts the conflict
between rich and poor, slaves and masters, oppressors and oppressed, aristocracy and
commoners, bis and peasants. He stated that Qartqoja depicts a time of turmoil, a time when
a new history is being written.

Qartgoja and Agbilek are similar in that they depict of the events of 1916 and the
effect of the 1917 revolution in the Kazakh steppe. Similar to Qartqoja, Agbilek also depicts
conflict between rich and poor, oppressors and oppressed, people in power and regular
Kazakh people. In Qartqoja, the main character is a young male character, whose prototype
is Aimauytov himself, according to his autobiographical writing “Oz jaiymnan magliimat.”
The eponymous Qartgoja goes through a series of trials like Agbilek and grows through these
difficulties. In Agbilek, the main character is a young girl. The editor of Aimauytov’s
collection of works, Serik Qirabaev, suggests that the idea for writing Agbilek might have
come to the author while writing Qartqoja. In one of the scenes in Qartqoja, on the road
Qartqoja sees a Russian officer dressed in military clothing with two horses by his side. The
officer has a Kazakh girl bent over his shoulder. As the officer passes by, the girl looks
Qartqoja in the eyes. This scene is similar to the abduction scene in Agbilek, in which three
Russian officers capture Agbilek. Aimauytov takes this scene and expands it into a novel, this

time focusing on the perspective of the abducted girl.



The abduction of Agbilek marks the beginning of her tragic fate, in which she suffers
the abuse of a White Army officer and the later alienation of Agbilek from her community.
Agbilek is a 14-year-old girl who gets kidnapped by the former soldiers of the White Army.
These soldiers arrive in the Altai region in the aftermath of the 1917 revolution in the Russian
Empire and turn into a brigandage that makes a living through raids on Kazakh villages. As
the Russians flee after the raid on Agbilek’s village, Agbilek’s fiancé Bekbolat and his
friends see that the Russians have kidnapped Aqgbilek and chase them. However, Bekbolat
gets shot and the entire group stays behind, while the soldiers leave with Agbilek. In the
White Army camp, Agbilek becomes the concubine of one of the Russian officers. After
some time, the White Army leaves the camp, abandoning Agbilek alone in the mountains. At
night, she fights a pack of wolves and the next day, she sets out on her way back to her
village. She stops for an overnight stay in one of the nearby villages whose people send a
messenger to Agbilek’s village. When she wakes up, she sees her brother Amir, who brings
her to her village. Her compatriots act warm in the beginning, but quickly start to shame her
and gossip about her. Her father feels ashamed that his daughter, who was abused by the
Russians, came back alive. The problem of Agbilek’s isolation becomes further exacerbated
when her father marries Orik, a widow, who is separated from her two children and sold to
Mamyrbai. Orik shames Agbilek for being humiliated by the Russians and once it is revealed
that Agbilek got pregnant from the Russian officer, Orik spies on her to confirm her
pregnancy, gossips about her and turns her father against her. Agbilek gives birth but rejects
the child and asks for it to be taken away. Bekbolat, having heard the rumors, decides to cut
ties with Agbilek. In the next few years, Agbilek moves to the city, receives a Russian
education, meets a man named Baltas and gets married. In the final scene of the novel, she

comes back to her village, whose people welcome and accept her. There she meets her son,



who she thought was killed. The world of Agbilek is similar to that of its first readers and the
events described in the novel are based on the lives of Kazakh people.

In addition to praising Aimauytov for depicting the lives of Kazakh from multiple
perspectives, Bokeihanov also praises the innovations Aimauytov brought into Kazakh
literature. He compares the structure of Qartqoja to that of the works by Fyodor Dostoevsky.
In particular, he admires Aimauytov’s use of short and mysterious titles for chapter titles. He
writes that Qartgoja is written like books of European writers. Bokeihanov believes that
similar to Pushkin’s Yevgeniy Onegin, Qartgoja is a book that will have great value in
Kazakh literature. Speaking of Aimauytov’s style, that Aimauytov’s language is “meaningful,
beautiful words” that make a “creation like a thread of golden jewels” (bekeiixan 1995, 367).
The events in the book follow each other and flow into one other. Bokeihanov notes that the
events are described quite beautifully: “they lead the reader like a noble camel, making them
walk, without letting the rope get tangled” (beketixan 1995, 367).

Aimauytov takes his stylistic innovations to a new level in Agbilek, in which he
combines the novel form with Kazakh oral literary tradition. This fusion can be best
illustrated through the figure of the narrator, whose behavior and interactions with the
audience imitate the behavior of performers of Kazakh oral poetry. Such a mode of
interacting with the audience can be witnessed at the end of the first chapter, where the
narrator discusses the plot and the narration of the novel with an imaginary audience. At this
point in the novel, when the Russian officers kidnap Aqgbilek, shoot Bekbolat and flee, the
identity of the Russian officers and Bekbolat is not yet established. As the chapter is about to
end, the narrator, who has been mostly observing until this point, steps in and addresses his
imaginary audience (AiimaysitoB 2013, 171):

Who is that person on a pied horse? Who are the Russians who kidnapped the girl?

Who is the one chasing, who caught a bullet? Shall we say who they are? Shall we let

them speak? Let’s see, | am collecting votes. Those who say that we should tell
[reveal the identities of characters], raise your hands. One, two... Those who say “No,



let them speak,” raise your hands... Four, five... With myself, this is the majority. So

the word will be given to them. The guy who caught a bullet will speak first

(Aiimaysitos 2013, 181)2.
Here, Aimauytov’s narrator does not separate himself from his audience. To figure out the
identity of the people who kidnapped Agbilek and of those who chased after the officers, the
narrator proposes that “we” — him and the audience — let the characters speak for
themselves. The narrator talks about himself and the audience as “we,” implying that both the
narrator and the audience are following the events in this novel. In addition, the use of “we”
also bridges the gap between the narrator and the imaginary reader, putting the two on equal
footing when it comes to determining the further development of the novel. Instead of
asserting the mode of narration from his position as the teller of the story, Aimauytov’s
narrator suggests making a decision with a vote. He says that those who want the narrator to
talk about the characters should raise their hands, and those who want to hear the characters
themselves should also raise their hands (Aiimaysiros 2013, 150). Then, the narrator counts
the number of imaginary votes and includes himself in the second group. Finally, he
announces that the majority chose for the characters to speak. Talking with the audience,
instead of talking to them, suggests a proximity not only in status, but also in an imaginary
spatial arrangement. The author could be mimicking the typical interaction of the performer
of oral epic poems with the listeners. However, the fact that the novel is written and not
performed links Aimauytov’s narration to another social setting, in which several people
would gather to listen to written books. This practice was common when most Kazakh people

were illiterate. One of the few literate people would read different writings aloud, while a

group of people would be listening.

2 ManarsI ana aTTsl KiM? KbI3 anibin Kamkas opsIcTap KiM? Byimapapr Kyam ren okka yirkaH Kim? OnapabH KiM
eKeHiH 013 aliTalfbIK ma? ©3/1epin ceinereiiik me? KaHe, OCBIHBI TaybIcKa caiaMblH. bi3 aliTallbIK JIeTeHiH
KoJIapbIHb! KeTep. bipey, exey... )KOK, e3/71epi colecin aerenaepiy Koi ketep... Teprey, oecey... ©O3iMMeH
kermIisik. COHBIMEH ce3 e371epiHe OepineTiH 00l Oyenri co3 OKKa YIIKaH XKITITTIKi



In his attempt to keep the audience engaged and attentive to the events of the novel,
Aimauytov is similar to the performers of oral epic poems, whose task was not only to
perform in front of the audience, but also to manage the reactions and interruptions of their
audience. This is in stark contrast with the style of narration frequently used in novels, in
which the narrator tells the story to one reader who is often silent. The narration also takes
place in a unidirectional manner, with the narrator being the sole decision maker in how the
narration will unfold. Aimauytov’s narrator, on the other hand, assumes that the audience
participates in the telling of the story. The narrator makes suggestions to the imaginary
audience, which consists of several people instead of one solitary reader. The imaginary
audience, in turn, replies to the narrator when asked for their opinion, thus participating in the
creation of the narrative.

Addressing the audience in a familiar manner and imitating the familiar figure of a
traditional performer could be Aimauytov’s way of introducing his audience to the new
genre. Rapid shifts in points of view and different narrators are uncommon in oral epic poems
but are frequently used in novels. Bearing in mind the fact that Agbilek was one of the first
novels in Kazakh literature, one can assume that the general public was largely unaware of
the literary conventions of prose writing, especially long prose like a novel. Thus, by
arranging an imaginary voting process, the author finds a creative way of transitioning from
one chapter to another, from one point of view to another.

Aimauytov’s imitation of traditional performers can also be due to the fact that the
idea of an abstract narrator itself may have been alien to his immediate audience, who were
used to the narrator-performers of oral epic poems. The narrator in oral epic poems is the
performer, who can be seen, heard and talked to. The performer of oral epic poems is a
tangible, existing human. On the other hand, the third-person omniscient narrator of many

novels is usually abstract. He exists, but he cannot be touched, seen or heard. He tells the



story to the audience, but the audience cannot speak to him. Aimauytov’s narrator bridges the
gap between these two alternatives and lets the third-person omniscient narrator be more
accessible to the public. By doing so, he accommodates the novel form into Kazakh literature
through the elements of oral epic poetry.

The characteristics of the novel outlined above show that Agbilek is a mixture of oral
and written narrative genres, one that poses a challenge to the understanding of the
boundaries between the epic and the novel form. As a global genre, epic poems have been
defined in multiple ways, with Aristotle’s definition being one of the most influential
examples. In his Poetics, Aristotle defines the epic as “representational and narrative, in
meter, and of a certain length,” while its content speaks of a “heroic action” (Reichl 2018,
121). Discussing Aristotle’s definition in his 1992 book Turkic Oral Epic Poetry, Karl Reichl
argues that the Aristotelian definition of the epic used in the Western scholarship is not
suitable for the study of the epic in Turkic societies. The problem that Reichl identifies in this
view of the epic is that, when applied to Turkic oral epic poetry, this definition proves too
narrow and leads to the underrepresentation of an otherwise rich poetic tradition (Reichl
2018, 123). For example, Turkic oral epic poems exhibit a prosimetric composition—a poem
that has parts in verse and parts in prose. In addition, the extent to which a poem has to be
lengthy in order to be classified as an epic is not clear. Therefore, Reichl introduces a term
intrinsic to the cultures being discussed, dastan. According to Reichl, “a dastan is a narrative
in verse or in a mixture of verse and prose; it is of sufficient length to comprise more than
one episode and to allow for the elaboration of individual scenes (with monologues and
dialogues)” (2018, 124). What is important in Reichl’s approach is not the terminology that
he suggests, but the fact that it incorporates multiple dimensions of oral epics, with form and
content on the one hand and performance on the other. These two dimensions are not

mutually exclusive, as they give rise to one another.



From versed narration to the use of stock similes, from poetic performance of Agbilek
to Aldekei’s storytelling, this novel showcases a great extent of continuity with the pre-
existing Kazakh oral literature. The merger of two forms, the novel and the oral epic poems,
is the central focus of this thesis. In his review of Qartqoja, Bokeihanov compared
Aimauytov’s writing to the work of a good camel driver and highlighted his innovation in
plot and his innovation in stylistic technique. In this thesis, | analyze what exactly makes
Aimauytov’s work similar to the work of a skilled camel driver.

In Chapter 1, I introduce the author and his background and discuss the history of
publication of Agbilek. Chapter 2 analyzes the way Aqbilek uses stylistic techniques from oral
epic poems. This chapter shows that the novel’s versed narration exhibits the features of oral
epic poems, such as grammatical parallelism, which gives rise to end-rhyme, alliteration and
formulaic systems. While chapter 2 discusses the oral literary techniques used in Agbilek,
chapter 3 analyzes the way Kazakh oral literary genres appear within the plot of the novel. In
this chapter, | discuss how the author uses genres, like jogtau or sesendik s6z to depict social
isolation and acceptance on one hand and corruption and oppression on the other, with the

discussion of style leading back to the discussion of thematic content.



Chapter 1: Aimauytov’s life and Agbilek

Aimauytov’s allegorical short story “Eles” (“Apparition”) written in 1924 can be read as an
authorial statement on the nature and purpose of literature in general as well as the role of
literature in Soviet Union, as well as his view of the past and the future of Kazakh literature.
The story narrates a conversation between a “revolutionary writer” and a stranger, who
happens to be an apparition (Aimaysito 1924, 68). When the stranger asks the writer what
revolutionary writers write about, he says:
We write about the freedom and equality that the revolution gave us. We sing for the
heroes who died in the name of the revolution. We praise socialism and the Soviet
Union. ... We call the workers for class struggle; we write about women’s equality.
We inspire the youth, call people to education. We criticize the rich and the

influential. ... Some write words denouncing the moldas® and old traditions
(AiimaysiToB 1924, 69)*,

The stranger is dissatisfied to hear such an answer, saying that it has been seven years
since the revolution and yet none of these writers write about real life, the real revolution. He
demands that the writer write about issues, like the way the lives of Kazakh people changed
after the revolution, the imprint of the war between the White and the Red Army, which
spilled over into the Kazakh steppe, the famine that took place shortly after and the struggle
for power and the corruption within Kazakh society (A#imaysito 1924, 70). “Who is a
writer?,” he asks. “Who is a poet? Do you know? They are mirrors of their time. They are
those who put onto the mirror of literature the lives, the dreams, the wishes of their people”
(AimaysrroB 1924, 70). In this way, the stranger urges the writer to think about his identity
and responsibility as a writer. The writer in the story is reluctant to write on the topics that the
stranger brings forth (AiimaysitoB 1924, 72). It is only after the stranger points his gun at the

writer and threatens to shoot that the writer agrees to write.

% Kazakh pronunciation and spelling of mulla

* Bi3 ToHKepiCTiH GepreH GOCTaH/IBIFBIH, TEHJIH jka3aMbi3. TOHKEPIC JKOJBIHIa KypOaH GoJFan epiep/i oIeH
KbUTaMbI3. OpTakmbuinap xoibH, KeHec oKiMeTiH MakTaiMEI3. ... Tarsl ga eHOeKIIiiep i Tam Kypecine
IIaKbIpaMbI3; Sieriep TeHAITiHe apHal jka3aMbI3. JKactapabl oTaMbI3, KYPTTHI OKyFa YHIeHMI3. baiapl, xKyan
KYABIPBIKTHI TyHpenmis ... Ecki Monnanapra, fiHre, ecKi 9feT-FYphIIKa Kapchl CO3/IEP /A€ >Ka3blIabl.



The stranger’s call for open depiction of the implications of the revolution for the
Kazakh steppe corresponds to the time when Aqgbilek was published, in which the literary
censorship was still loose. Aqgbilek was serialized in a journal called “Aiel tefidigi” (“Equality
of Women”) from 1927 to 1928 (2Kymat6aesa and Kansim 2020, 234). Prior to 1928, the
literary conventions in the Soviet Union were loose. Katerina Clark, in her book The Soviet
Novel: History as Ritual, analyzes Socialist Realism in Soviet novels. In her overview of the
changes in the degree of censorship, she argues that the literary space was more open to
diverse views before the end of 1927: “[u]ntil approximately 1927, the Soviet literary scene
was reasonably fluid, and the outcome of various literary struggles was not assured. By the
end of 1927 the literary world had begun to change rapidly. ... From then until 1932 the
literary battles became progressively dirtier and more dire in their consequences for the
losers” (Clark 1981, 31). This puts the publication date of Agbilek at the end of a more open,
fluid period and at the beginning of the period in which literature started to be more tightly
controlled.

The period in which Agbilek was published was also favorable for the development of
national literatures. Kathryn Schild, in her 2010 dissertation “Between Moscow and Baku:
National Literatures at the 1934 Congress of Soviet Writers,” analyzes how national literature
and national identity were regulated by the Union of Soviet Writers in 1930s and how they
were understood by the “natives” — non-Russian members of the Soviet Union. She argues
that the development of national literatures was encouraged in the Soviet Union. Even though
Schild’s work focuses on the 1930s, the development of national cultures was already
addressed in 1929 by Stalin, who stated that “The prospects are that the national cultures of
even the very smallest nations of the USSR are going to develop, and we are going to help
them” (Schild 2010, 2-3). Developing national cultures was seen as the way to achieve a

uniform society: “Promoting national development was a way to end national differences”



(Schild 2010, 3). Since literature was considered a tool for bringing education to the masses,
national literatures were a means of raising the education of the representatives of each
nationality and thus increasing the educated proletariat. The development of national cultures
was encouraged so that these nationalities could reach the level of progress necessary for
communism.

In addition to fostering the development of national cultures, the period in which
Aqgbilek was published allowed the depiction of interethnic conflict. Prior to 1930, the
depiction of interethnic conflict was permissible in Soviet Union. Lowell Tillett, in his 1969
book called The Great Friendship: Soviet Historians on the Non-Russian Nationalities,
analyzed the creation and proliferation of “the friendship myth” in Soviet historiography —
the idea of a friendship between different nationalities of the Soviet Union (Tillett 1969) .
Looking at the origins of this idea, he argues that the existence of conflict and tension
between different nationalities was acknowledged before 1930s, but after this point, the
history of interethnic interactions was rewritten to create a narrative, in which no conflict
ever existed between the nationalities of the Soviet Union, both in terms of interactions
between non-Russian nationalities and the Russians as well as between two non-Russian
nationalities (Tillett 1969, 11). After World War 11 this claim was revised, this time stating
that this friendship between nationalities existed even before the 1917 revolution (Tillett
1969, 7). Tillett argues that “[the Bolshevik ideologists] have more recently asserted that not
only does no hostility now exist, but that it has never existed” (Tillett 1969, 6). It was said
that different nationalities united against the common enemy, the Imperial rule. However, this
claim, too, was changed and even the Russian imperialism was interpreted as an act of
“brotherly” care and protection.

The core arguments of “the friendship myth” contradicted the earlier opinions held by

key Soviet ideologues. “The friendship myth” stated that the non-Russian nationalities chose



to submit themselves to the Russian rule voluntarily, while resistance movements against the
Russian rule were classified as class struggle (Tillett 1969, 7-8). Stalin, in his 1922 speech at
the Party Congress, clearly stated that the existence of capitalism means that there is no
possibility for the equality between different nationalities and no possibility for the
cooperation between the working classes (Tillett 1969, 22). Stalin also recognized, in 1919,
that tsarist nationality policy led to the hatred of the Russians in the Eastern people (Tillett
1969, 23). In addition to Stalin, a key Soviet historian Mikhail Pokrovsky made statements
that negated the idea of people’s friendship before 1917. A part of “the friendship myth” was
a claim that the Russian conquest was necessary to protect the vulnerable and backward non-
Russian nationalities from other threats, such as British and Persian colonization (Tillett
1969, 7). Pokrovsky asserted that the threat of British conquest was no bigger than that of
Russian colonialism (Tillett 1969, 28). He also refuted the idea that the annexation of non-
Russian nationalities was made voluntarily, without violence, arguing that the colonized
people suffered tremendously from the hands of the conquering generals (Tillett 1969, 28).
The contradiction that are found in the works of Soviet ideologues show that the Soviet
ideology was not uniform and underwent changes as time passed. The discussion of
interethnic conflict, which was acceptable at the time of publication of Agbilek was no longer
allowed starting from the 1930s. Particularly, after 1930s, a story of a non-Russian girl
suffering at the hands of Russian soldiers would be considered ahistorical, even if the Russian
soldier was a part of the White Army.

In addition to demanding a more “realist” depiction of the 1917 revolution,
Aimauytov’s stranger condemns the abandonment of the old culture and old literature and
points at the lack of better, “new” alternatives. He argues that revisiting the pre-Soviet
literary traditions is an important part of creating new literature:

Some of you say we’re now for the modern and hence the old literature needs to be
set on fire; if the old literature and the old culture are to be set on fire, who was ever



born a genius [from a mother], who was ever born as a worker? Which son was ever
born with clothes on?

Let’s say the old literature, the old culture belongs to the rich and to the king. Now,
show me your new literature, your new achievement! (Aiimaysiros 1924, 70)°

Aqgbilek is an example of “new literature,” a part of the building the canon of Kazakh national
literature which, however, does not deny its predecessors, integrating them instead. Its use of
versed narration — a characteristic that links it to the earlier Kazakh literary tradition, which
was predominantly oral and poetic in nature. Indeed, in her book Kazahskaia
Hudojestvennaia Proza: Poétika, Janr, Stil’ (Kazakh Literary Prose: Poetics, Genre, Style)
dedicated to the history of the Kazakh novel, Aigiil Isimagova (1998, 389) states that pre-
existing genres of Kazakh literature dictated and facilitated the adoption of the novel as a
genre. This mixing of different genres was a part of the author’s attempt to portray the “real
world” and “real people”; the way they feel, think and speak. Isimagova (1998, 193) argues
that the novelty that Aimauytov brought into Kazakh literature through his Agbilek is the type
of narration that focuses on the inner worlds of characters and concerns itself with existential
problems. With his appreciation for the earlier Kazakh literary tradition, it is no wonder that,
in his search for an expression of the characters’ inner worlds, the author turns to Kazakh oral
poetry. More specifically, one can see a close connection between Agbilek and the oral epic
form, which was a main narrative genre of Kazakh literature before the emergence of the
novel.

The novel form was indigenized into Kazakh literature through the aesthetic devices
accumulated in oral literature. In the twentieth century, when the novel appeared in Kazakh
literature, which had previously been predominantly oral, with few short prose forms

emerging before the adoption of the novel. According to Isimagova, the novel came to

5 BipeyiH xaHAIIBUT OOIFAHHBIH JKOHI OCHI JIET eCKi 9JIcOMETTI OTKa OpTey KepeK e XKYPCIHIep, ecKi
ome0meTTi, eCKi MOJICHUETTI OTKa OPTEI, CHEICH JTaHBIIIIAaH, CHEICH CHOCKIIILT OOIBIN TyFaH KiM Oap emi?
KuimineH Tyran Kanmait yiu?
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Kazakh literature as a “ready genre,” imported from the outside world (1998, 150). The first
novels in Kazakh literary history, though influenced by Western-type novels, are more
similar to a mixture of an oral form narrative and a written prose, with Baqytsyz Jamal by
Mirjaqyp Dulatov opening with a two-page poem. These first novels as well as pieces of
short prose, published in various literary journals, adapted the genre to Kazakh literature and
Kazakh readership. Aimauytov’s choice of stylistic features from Kazakh oral literature was
affected by the different influences that he was exposed to through his family, education,
career and his literary background — all of which will be outlined in the following sections.
Aimauytov’s childhood and education
Like many other members of the Kazakh elite, Aimauytov first received a religious
education. His autobiographical record “Oz jaiymnan maglumat” (“Information about
myself”) is one of the few sources available about the author’s biography, which he provided
at the request of a fellow ex-member of Alash party Smagal Sdduagasov in 1928. Writing
about his early education in this record, he states:

Our father had no more than 6-7 cows before 1917. That’s why father prepared us ...

to earn money. On the one hand, he gave a cow each year to moldas for them to teach

me and my brother Agat ... on the other hand, he sent us to the cobblers and

carpenters in the villages so that we could learn craftsmanship. (A#imaysitoB 1928,
286)

From the age of 5 to 15, Aimauytov was taught to read and write in Arabic script by the
village goja and molda (AiimaysiToB 1928, 286). As a part of his education, he studied
religious texts and prayers. The process of studying from a molda is described in detail by
Adeeb Khalid, in his 1998 book The Politics of Muslim Cultural Reform: Jadidism in Central
Asia, in which he provides an overview of Central Asian education, its relationship with the
Jadidist movement as well as the impact of imperial interventions on literacy in the area.

In his book, Khalid provides an overview of the traditional religious education that was
popular before the Russian secular education. Children were usually taught by moldas hired

by the children’s parents, usually Tatar moldas (Khalid 1998, 27). Sometimes the local bali



could hire a molda for his children and the rest of the children in the village could join the
classes. The “classes” did not have a set place and could take place in houses of the molda or
the person who hired him, or in mosques (Khalid 1998, 26). Describing the typical
experience of a child sent to learn from a molda, Khalid writes that the education of children
began with teaching letters and vowels, with the teacher pronouncing the names of the letters
and children repeating (Khalid 1998, 23). After learning these, the children were taught
surahs and verses from the Quran. Khalid notes “the Qur’an was taught in the Arabic, with no
translation provided and no attempt made at explanation” (1998, 23). In the absence of
understanding of the text, the progress of the student was measured by his ability to recite
appropriate surahs in appropriate contexts (Khalid 1998, 20).

Traditional education involved the memorization of a selected range of religious and
literary texts. After memorizing Quranic verses, the students were expected to memorize
religious tracts on ritual, belief and proper modes of behavior. In addition, the children
memorized Persian and Turkic poetry from poets like Hafiz, Sufi Allah Yar, Fuzuli, Bedil,
Nawai, and Attar. According to Khalid, “[t]he works of these poets constituted the canon of
Central Asian literature, and acquaintance with them (and the ability to recite verses from
memory at appropriate times) was de rigueur for an educated person.” Since the traditional
education in Central Asia involved religious and literary works from different cultures, it
created a “cosmopolitan community of Muslims” (Khalid 1998, 113).

In addition to learning religious texts, Aimauytov learned to read and write — two
rare skills that were not popular among the students of moldas. Reading and writing were not
given as much importance as memorization because these skills were used rarely and in
narrow contexts (Khalid 1998). Both the teaching method as well as day-to-day interactions
of Central Asian were primarily oral. This applies both to social transactions as well as

cultural works. Oral poetry is a prominent example of a cultural text transmitted orally, but



even written works were transmitted orally through storytellers and reciters reading aloud at
evening gatherings. These would typically involve a literate person reading a written text and
other people listening. Due to the minute role of reading in the daily of the Kazakhs, people
did not actively attempt to learn to read.

The ability to write was even less common than the ability to read. Khalid explains
that “[i]n a society organized around direct, face-to-face interaction between social agents,
writing was of limited use and tended to become a specialized skill” (1998, 24). It was,
therefore, used as a means of assisting one’s memory, rather than a way of recording
information. The lack of popularity of writing can also be explained by the fact that many
teachers did not teach writing, and even when they did, they only taught calligraphy (Khalid
1998, 25). Therefore, there were more people who could read than the people who could
write. In his record, Aimauytov writes that he had good handwriting and that he often hand-
copied books. His ability to read, together with his writing skills, points at his rigor in
learning and the quality of education he received.

Recalling his learning of the Russian language, Aimauytov expresses his resentment
towards his uncle who did not let him study Russian alongside his sons. Aimauytov’s father,
Oimauyt, had a brother called Ospan from the second wife of their father. Aimauytov’s
family worked for the family of Ospan and the families managed their livelihood together
(ArimaysiToB 1928, 287). However, when it came to educating his two sons, Ospan did not
include Jusipbek:

Despite that, we did not please Ospan: when he paid for the education of his two sons,

he did not include me. Both my father and I talked to him; he said nothing. He must

have thought | would become better than the children of his second wife.
(AiimaysiToB 1928, 287-288)°.

6 Cyiirin sxypcek Te, OcnanFa KaKnablK: €Ki 6a1achlH OpbICIIA OKLITKAHIA, MEHI OKBITIAN KOMIBL.
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However, being close to his cousin, Jisipbek learned to read and write in Russian from him,
reaching a level in which he could practice translation between Russian and Kazakh
(AiimaysiToB 1928, 288). Aimauytov was further exposed to Russian language and education
because he attended a school in Baianauyl in 1907 and lives in the house of a Russian
translator Serebryannikov who worked for his uncle (AiimaysitoB 1928, 289). He studies
there for two semesters and enrolls in an agricultural school in Pavlodar in 1908 but drops out
due to a Kazakh youth revolt. He then went back to the Baianauyl school and studied for a
third semester.

After having completed the school in Baianauyl, Aimauytov enrolled in a Russo-
Kirgiz school where he studies for four years. These schools, established by the imperial
government, provided students with both a Russian education as well as a “native” education.
The Russian section taught children the Russian language, arithmetic, and in the fourth and
final year geography and history(Khalid 1998, 157). The “native” counterpart provided
children with traditional Kazakh education, although Khalid notes that the emphasis on the
“native” part must have come from the strategic goal of gaining the trust of the parents, by
assuring them that their children will get the education the parents want them to have (1998,
157-158). As a result of their education, the students were expected to be able to speak and
write in Russian and to be able to work with basic documents (Khalid 1998, 158). He
completed his Russian secular education with a formal pedagogical education in Semei
Teachers’ Seminary between 1914 and 1919, after which he spent his time working.

Aimauytov’s advanced educational background hints that he had a more financially
well-off family than that which he describes in his autobiographical record. Although
Aimauytov repeatedly stresses the burden of poverty that he and his family experienced
throughout his record, he may have changed the detail about the financial status of his family

in favor of a more Soviet-friendly biography. Aimauytov himself writes that his purpose in



education was to be able to provide money for his poor family; however, his level of
education as well as the education of his brothers and sisters suggests a wealthier
background. Kazakhs who had a modern Russian education comparable to that of Aimauytov
came from the aristocracy. According to Khalid, hiring a molda or attending Russian schools
was common among members of the Kazakh aristocracy — whose children studied in
Russian schools as early as the beginning of the nineteenth century. Moreover, Khalid writes
that few families could afford to hire a molda and even fewer could afford separating their
children from labor in favor of learning (1998, 27). In addition to being educated himself,
Aimauytov writes that his brother and his sisters could read, too. Assuming that boys in
general were expected to work after receiving education like Aimauytov, their education
would be considered a financial investment that would pay off in the future. However, the
education of girls was not a necessity. If Aimauytov’s family was indeed poor as he
describes, the education of his sisters would be out of their family’s reach. In fact, as shown
by Rozaliya Garipova in her article “Muslim Female Religious Authority in Russia: How
Mukhlisa Bubi Became the First Female Qadr in the Modern Muslim World”, education was
a symbol of status for women that came from wealthy families (Garipova 2017, 140).
Considering that Aimauytov’s sister was educated when the education of women was a rare
phenomenon in Kazakh society, it is fair to assume that his claim about being raised in
poverty was changed to fit the Soviet narrative of a Soviet citizen rising from poverty.

The career of Aimauytov

In addition to being a prominent writer, Aimauytov was a lifelong teacher. After having
studied from five or six moldas, at the age of 15, Aimauytov started to work as a molda and
taught children. Aimauytov recalls working for a person named Qarjas Suleimen and
receiving two young horses for his service (2013b, 288). Teaching became a lifelong

occupation of Aimauytov, who started to teach in schools and institutes after receiving a



Russian secular education. He taught at the city school in Qarqaraly, at the People’s
Educational Institute in Orenburg and Tashkent as well as in a military school in Orenburg.
He also worked as the manager of the department of education of Semei gubernia and served
as the head of Shymkent Pedagogical Technicum between 1926 and 1929 (AiimaysiToB
2013b, 7).

Aimauytov wrote manuals and instructions for teachers that provided the newest
knowledge on topics like teaching methods, child psychology and approaches to upbringing.
His works include “Tarbiege jeteksT” (“A Guide to Upbringing”), “Sabaqtyn komplekstik
juiesinifi adisteri” (“Methods of Complex Lesson Systems™), “Jan jiiesi jane 6ner tafidau”
(“The System of the Soul and the Choice of Art”) and “Psiqologiya” (“Psychology”)
(Aitmaysitos 2013, 61). In particular, his “Psiqologiya” gained a positive review from Alihan
Bdkeihanov. Pointing at the fact that works outlining new psychological insights are not
present even in Russian literature, Bokeihanov praises Aimauytov for including new
perspectives. He acknowledges that it takes a great level of mastery to write this kind of book
with simple and accessible language. Despite this, he emphasizes that reading such material
in Russian takes a lot of knowledge and reading it in Kazakh takes even more knowledge.
Therefore, he urges the reader, specifically teachers, to read this book slowly and
thoughtfully and believes that doing so will benefit educators greatly (bexeiixan 1995b, 367-
368). He guards Aimauytov from potential criticism by saying that if there are inconsistencies
or contradictions within the book, this is not due to writer’s fault, but due to the state of the
development of psychology as a discipline.

In addition to producing original work, Aimauytov made a number of translations
from Russian and Western writers. In his record, he says that he translated works of writers,
like Hugo, Maupassant, London, Tagor, Gogol and Konrat Berkovich (AiimaysiToB 1928,

289-290). These translations were indirect translations from Russian since Aimauytov did not



speak French or English. These translations are available in the third volume of his collected
works, with the exception of his translation of Les Miserables by Hugo, which has been lost
and is not available (Aimauytov 2013). The editor of Aimauytov’s collected works, Serik
Qirabaev, states that it is Aimauytov who first introduced the concept of “aq 6lei”’ into
Kazakh literature through his plays, with other writers like Auezov and Miisirepov taking it
up from him (Aimauytov 2013). Aimauytov’s versed narration in Agbilek could have been
inspired by his translation of Maksim Gorky’s “Pesnya o Sokole”. However, Karl Reichl’s
analysis of the prosimetrum in Turkic oral epics in his book Turkic Oral Epic Poetry, shows
that versed prose was long a part of the Turkic literature, particularly due to the influence of
1001 Nights (Reichl 2018). Regardless of the origins of “aq 6ledi”’, Aimauytov made
significant contribution to Kazakh literature, both through his own writings as well as through
his translations.

Apart from his literary legacy, Aimauytov is known for his political career.
Aimauytov’s political career started during his studies in Semei Teachers” Seminary in 1917,
when he participated in the Semei Regional Congress of Kazakh people which took place
between April 27 and May 7, 1917 (Kyanraiiyiasr 2013, 25-26). The members of the Kazakh
elite that participated in this congress alongside Aimauytov were Sikirim Qadaiberdiev,
Halel, Gabbasov and Alimhan Ermekov to name a few. As a result of this meeting, it was
decided that the members of the meeting fully supported the establishment of a Kazakh
autonomy and expected the actionable plan to be made in the upcoming All-Kazakh
Congress. Writing about the significance of the Semei Regional Congress, historian Kenes
Nurpeisov stated that what made this congress special is the fact that the congress made
major decisions about the establishment of the autonomy and governance (Kyanraitysibr

2013, 26). After the All-Kazakh Congress, in preparation for the Russian Constituent

" Free verse poem



Assembly, Aimauytov and a scholar Qanys Satpayev were sent to Pavlodar to meet the local
people and explain the voting process (KyanTaitysisr 2013, 35-36). Aimauytov met Qanys
Satpaev and Miihtar Auezov during his studies in Semei Teachers’ Seminary. In 1919, they
became the members of the electing panel in Semei provincial committee. In 1920, he joined
the Communist party, but left in 1922. Later, he was also elected as the member of the
Central Executive Department of Kazakh ASSR and worked as the head of People's
Commissariat for Education in Kazakh ASSR. However, he did not work in this position for
a long time and went back to teaching.

Aimauytov’s political involvement is closely tied to the Alash Party, particularly,
through his editorial work for key Alash news outlets, such as “Saryarqa” and “Abai.” Both
of these outlets are recognized as the main channels of communication through which the
Alash Party members reached the general masses (KyanTaitysier 2013). Aimauytov was an
editor for both the newspaper “Saryarqa” and the journal “Abai”. His writings that were
published in these journals echo the ideas of the apparition in the story “Eles,” who demands
that the writer writes about the “actual” way the revolution took place and the way it affected
the Kazakh steppe. Among the articles that he published in these outlets was an article
“Qazirgi saiasi hal” (“The current political situation’) published in “Abai”, in which he
provided updates on the success of resistance movements against Bolsheviks. He
congratulates the public, saying that most of the cities were taken back by the joint forces of
Kazakhs and White Army officers and that the Bolsheviks had to retreat (Kyanraiiysisr 2013).
He calls the Bolsheviks “the Bolsheviks who sold the name of Socialism” and argues that the
job of a Bolshevik is to make raids on villages, to earn by oppressing people and to kill
whoever dares to speak against them. He states that there are no people who did not suffer
because of the Bolsheviks, no property that was not stolen, no city that was not taken away

(Kyanraiiyner 2013). His nationalist, pro-Alash views and anti-Bolshevik stance is made



clear in his writings published in “Saryarqa” and the journal “Abai”, as well as other
newspapers that he worked for, such as Kedei tafy, Qazaq tili, Agjol, Eribeksi Qazag. He was
arrested on May 14, 1929, while working for Eribeksi Qazaq in Qyzylorda. On April 21,
1931, he was executed by firing squad for his alleged membership in the “counter-
revolutionary organization,” that is, Alash Orda (AiimaysiroB 2013b, 8). After the death of
Aimauytov, his books were banned, including Agbilek. Agbilek was rediscovered in 1989,
after the rehabilitation of the author.
The history of publication of Agbilek and the literary influences of Aimauytov
Agbilek was serialized in a journal called “Aiel tefidigi” between 1927 and 1928. This journal
was a female-led journal run by Esova, Sanalieva and Arygova which originated in 1926 in
Qyzylorda and consisted of several sections dedicated to literature, education, health, the
lives of worker women, the work of the journal as well as a general section (J)Kyma6aesa and
Kaneim 2020, 234). The journal published writers like Mirjagyp Dulatov, whose article
“Qazagq dieli” (“Kazakh woman”) outlined the ills of Kazakh society, and particularly the
issue of forced marriage, betrothal of children and &mefigerlik, or levirate marriage — a
practice in which a widow is taken as a wife by a brother of her deceased husband
(OKymabaepa and Kaneim 2020, 235). He also denounced the idea of “buying” a woman
against her will by bribing the leader of her village. Alongside Dulatov, the journal published
short stories and poems of Alihan Bokeihanov and Beiimbet Mailin on the topics of women
and gender equality. Similar to the statement that Aimauytov makes with Agbilek, “Aiel
tenidigi” and the literary works that the journal published stressed the importance of education
for the equality of women.

Women were at the origin of Aimauytov’s exposure to literature, which began early in

his life through the literary practices of his mother and sister. In his autobiographical record,



he recalls listening to the jyrs® composed by his mother for widows and by reading the poems
his sister wrote for her friends who were about to marry (Aiimaysitos 1928, 287). His brother
and sister learnt to play dombyra from his father, and both Jisipbek and his brother
frequently attended celebrations in which they would sing songs alongside other participants
(AiimaysiToB 1928, 287). Dombyra is a traditional Kazakh musical instrument with two
strings and no frets, which jyrsy and agyns would use in their performances(Reichl 2018,
107). Aimauytov also points out that he liked reading gissa® and that his mother used to have
a chest full of written gissa for him to read.

Aimauytov credited as his inspiration Abai Qananbaev, the 19" century Kazakh poet.
In his autobiographical record, Aimauytov writes that when he was young, he had written
down some of Abai’s poems from traveling poets and knew Abai’s poems very well. In the
year the first book of Abai was published, he obtained a copy of the book and copied it.
Aimauytov was exposed to poetry in his youth and started his literary endeavor by writing
poems. Looking back at his first poems, he says that he imitated Abai’s poems (AiiMaybITOB
1928, 289). He started writing at the age of 13 but did not get fully immersed in literary work
until he was 19 years old (AiimaysrroB 1928, 289). At this age, he began to write poetry, short
fiction, plays and critical articles, which were published in newspapers like “Qazaq”,
“Saryarga” and “Aiel tefidigi” (Aiimaysiros 1928, 289-290). It is only in the late part of his
career that he wrote long prose, with his two novels, Qartgoja and Agbilek.

In addition to contributing to the canon of Kazakh national literature through his
novels, Aimauytov worked towards the larger project of canonizing Abai’s poetry. Around
the time of publication of Agbilek, Aimauytov and Auezov worked together to publish essays

on Abai and his importance for Kazakh poetry. One of their essays “Abaidyf 6neri ham

8 In a strict sense, this means “oral epic poem”. However, here, the author uses this word in its broad sense,
meaning a poem.

® Qissa is a story in verse or prose, sometimes considered to be a type of oral epic poems. Qissa can include
religious stories that serve didactic purposes or lyrical epic poems that narrate a love story.



qyzmeti” (“The art and role of Abai”) is published in the second issue of Abai magazine in
1927, under the pen name “Ekeu”. In this essay, the authors review the value of Abai’s poetry
and his contribution to both Kazakh language and Kazakh literature. They argue that Abai’s
poetry is multifaceted, admirable for various aspects: didactic, philosophical, critical, artistic,
lyrical, satirical aspects as well as his translations (Aiimaysiros 2013, 130). They credit Abai
for “transforming, making useful, correcting” Kazakh language (Aiimaysitos 2013, 133).
Writing with simple, short words that nevertheless carry multiple meanings, Abai writes in a
language that is “beautiful, precise, melodic, clean and clear” (AfimaysitToB 2013, 133). The
authors emphasize that such a masterful use of language was not typical of poets that came
before Aimauytov.

Echoing the apparition from “Eles”, Aimauytov and Auezov present Abai as a model
for setting a new direction for Kazakh literature that was still rooted in the old tradition.
Comparing Abai to the poets of the past, Aimauytov and Auezov criticize the poets before
Abai for being too focused on praising or condemning, exaggerating, just like the
revolutionist writer in “Eles,” or for underestimating as well as for being too pessimistic and
lamenting (AiimaysiroB 2013, 133). They state that the words of these poets were not valued
because poetry was seen as a means of gaining sustenance, not as an art form. In addition, the
poets were not educated and came from lowly origins, which diverted the public from valuing
poetry or becoming poets (Aiimaysiro 2013, 133). Abai refused to follow the ways of the
previous poets and paved a new path. Aimauytov and Auezov praise Abai for being more
intelligent, more poetically gifted than the poets before him and for recognizing poetry as art
(AntmaybrToB 2013, 133). Recognizing Abai as the pioneer and a pillar of new Kazakh
literature, the authors believe that the literature of Kazakh people will quickly reach the level
of the literatures of developed cultures. The authors believe that there is poetic giftedness in

Kazakh people that is “in their bones” (AiimaysiToB 2013, 133). “The two” believe that



together with the example set by Abai, who comes from a “backward nation” and yet
competes with the poets of developed nations, this poetic giftedness will lead to great
development in Kazakh literature. This discussion of the merits of Abai’s works suggests that
one can anticipate similar qualities in the works of Aimauytov and Auezov themselves.
While “Abaidyfi 6neri hd&m qyzmeti” can be considered Aimauytov’s attempt to build

a canon of Abai from a theoretical perspective, Agbilek is his practical way of doing that by
incorporating Abai’s poetry into the novel. In Agbilek, the narrator describes the moment
Aqgbilek and Bekbolat are left alone at night. Speaking of their Kkiss, the narrator states that he
is not able to describe such a moment and invokes a part of Abai’s poem “Qyzaryp,
strlanyp”:

Breath getting hotter,

Fingers getting colder,

Getting shy for some reason,

Shape changing,

Shoulders touching,

Kissing in silence,
drunk (Aiimaysrros 2003, 203)*°

The author seeks to communicate the feeling and experience of the kissing scene in the most
impactful way and to do so, he invokes Abai’s poem. The poem is not performed within the
world of the novel and is not heard by the characters — it is directed at the reader. In reciting
these lines, the narrator assumes that the reader should be familiar with Abai. This
assumption points at the familiarity of an average Kazakh reader with Abai, while also

canonizing the poetry of Abai through this novel.
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Aimauytov’s work in creating a canon of national literature as well as his use of
Kazakh oral literary techniques in Agbilek echoes the statements of the apparition from
“Eles.” The apparition states that a writer is the mirror of his people whose responsibility is to
show the lives of his people in literature. In depicting the way the revolution was experienced
by Kazakh people and in telling the story of an abused girl, Aimauytov puts the stories of his
people into a new genre, the novel form. In doing so, he shows the literary tradition of
Kazakh people, both through demonstrating the use of oral literary techniques in the novel’s

text and making individual oral literary genres a part of the novel’s plot.



Chapter 2: Kazakh oral literary techniques in Agbilek

In her book Kazahskaia Hudojestvennaia Proza: Poétika, Janr, Stil” (Kazakh Literary Prose:
Poetics, Genre, Style), Aigul Ismakova analyzes the narrative within Agbilek from a
Bakhtinian perspective and demonstrates the way the author incorporates multiple genres into
the novel. One of the genres that make its way into the novel is Kazakh oral epic poetry. In
order to trace the impact and role of oral epic poetry in Agbilek, this chapter will analyze the
stylistic characteristics of the novel. The stylistic choices made by Aimauytov are particularly
important, because the author’s style indicates his keen awareness of the oral epic form, thus
connecting the novel to the pre-existing Kazakh oral literary tradition.

In order to analyze this connection, this chapter will provide an overview of the oral
epic poem as a genre, defining what an oral epic poem is and highlighting its main
characteristics. Next, the chapter will provide an analysis of Agbilek in terms of its continuity
with traditional oral Kazakh literature. Continuing with the stylistic features of oral epic
poems, Aimauytov uses grammatical parallelism, and the devices’ parallelism gives rise to:
end-rhyme, alliteration and formulaic systems. These features are best illustrated in the
scenes where the narrator turns to versed narration as a means of creating an emotionally
heightened experience for his audience. Similes, being an instance of formulaic systems, take
the emotional impact even further by creating vivid images that parallel the emotional states
of the characters. Aimauytov’s use of similes introduces novel uses to symbols that are
frequently used in Kazakh oral literature, such as a goose or an eagle and imbues them with
new meaning.

The composition of oral epic poems

A comprehensive view of the Turkic oral epic poems needs to incorporate both

intratextual and extratextual characteristics of the Turkic oral epic. Reichl argues that Turkic

oral epic poetry should not be treated as simply a text with content and form, but as a



communicative event, a performance (Reichl 2018, 124). This view is shared by another
scholar, Albert Lord, who studied the oral epic poems of the Yugoslavs jointly with Milman
Parry in 1935 (Lord 1971, 3). In his book The Singer of Tales, Lord provides an in-depth
analysis of the way the singers of oral epic poems compose and transmit their oral epics. Oral
epics are usually sung by trained singers at important social gatherings, like weddings, to
entertain the audience (Lord 1971, 15). Lord (1971, 16-17) states that unlike a writer or a
poet who composes their pieces in solitude and without interruptions, the singer of oral epics
has to manage different aspects of his performance, such as the interruptions from the
audience as well as the variability in the attention of the audience. Kazakh practices around
the performance of the oral epic closely resembled that of the Yugoslavs as described by
Lord. In Kazakh culture, a professional singer of oral epics was called an aqyn, jyrsy, or
jyrau, and performed oral epic poems at important social gatherings. They often played the
dombyra, a traditional Kazakh musical instrument, as a part of their performance (Reichl
2018, 124). The need to improvise meant that the performers needed stylistic choices that
would facilitate their composition.

In terms of their literary features, Turkic oral epics can exhibit fully metric
composition or a composition that is partly in verse and partly in prose. Reichl calls such a
combination of prose and verse “prosimetrum”— a characteristic composition of Turkic oral
epics. These two parts generally differ in terms of their content, with the verse parts being
more “‘static,” representing monologues and dialogues. As for the prose parts, they tend to be
more narrative and serve to advance the plot line (Reichl 2018, 128). Reichl (2018, 101)
notes that in performance different parts of the prosimetrum can be distinguished by the way
they are pronounced: the verse parts are sung, whereas the prose parts are recited in the
manner of speech. Reichl notes that the distinction between verse and prose parts is not clear

and is not simply about “active” and “static” episodes. Type scenes characteristic of the



Turkic oral epic, like the journey of characters or battle episodes, can be described in verse-
parts, while prose-parts can rely more on description. Reichl (2018, 128) states that in some
instances, the prose-parts can exhibit metrical pattern and involve rhyme. He links one of
such rhymed prose-parts found in the Uzbek dastan Raushan to the 1001 Nights, which also
employs rhymed prose to describe a “place, situation, and character” (Reichl 2018, 129).
Despite being similar, the author notes, to other forms found in world literature, Turkic
prosimetrum is unique in that verse and prose parts exist in close relationship to one another
and produce a form together.

If one were to consider an oral epic poem as text, they may expect that such an
uneven distribution of the syllables would lead to an irregular metric composition. However,
looking at an oral epic as a performance shows that such a variability is not found in the
recited version of the oral epic (Reichl 2018, 174). Since an oral epic poem is recited with a
particular melody, the structure of the music plays an important role in evening out
irregularities. When the lines are sung, they are sung as groups of several syllables, each of
which is given an equal duration in the melody, thus making the lines sound even, despite the
number of syllables (Reichl 2018, 174). A 7-syllable-line is used in long stanzas with varying
number of lines, whereas an 11-syllable-line is used in four-line stanzas (Reichl 2018, 173).
Sometimes stanzas composed in 7-syllable-lines have lines with 8 syllables, and the same can
be stated about the lines composed of 11 or 12 syllables. Each line is divided into two or
three parts that consists of four and three syllables.

7-syllable-lines typically form long stanzas with an indeterminate number of lines that
are bound together by end-rhyme and assonance, whereas 11-syllable-lines form stanzas of
four lines. These four lines rhyme in an a-a-b-a pattern called murabba in Arabic, also called
gara olef in Kazakh (Reichl 2018, 177). These patterns are not adhered to strictly, with

nonrhyming lines interrupting the stanzas. In fact, Reichl argues that rhyme (and assonance)



is an outgrowth of parallelism—another literary characteristic of the Turkic oral epics—
rather than an end on its own.
Parallelism
According to Lord, parallelism is a method that singers of oral epics had to use due to

the oral mode of composition and delivery of the poems. Lord stresses that elements like
parallelism were used not because the singer felt obliged to use them and/or to stay within the
fixed constraints of the poetic text, but because these methods served a purpose, namely,
easing the task of improvisation.

The singer’s problem is to construct one line after another very rapidly. The need for

the “next” line is upon him even before he utters the final syllable of a line. There is

urgency. To meet it the singer builds patterns of sequences of lines, which we know
of as the “parallelisms” of oral style (Lord 1971, 54).

Parallelism manifests itself in both syntactic and semantic aspects of the Turkic oral
epics. Due to the agglutinative nature of most Turkic languages, lines that have the same
syntactic structure typically have assonance (Reichl 2018, 177). Since Turkic languages
usually have vowel harmony, the vowel in the last syllable of a word will also harmonize
with the rest of the vowels in the word, while the last vowel in the line will harmonize with
the last vowel of the next line, thus creating assonance (Reichl 2018, 178). Although the
respective lines can have words that are composed of different sounds, by virtue of
employing the same suffixes and word endings that are needed to create a specific syntactic
structure, these lines will have the same consonants at the end. Similarly, when the same
suffixes or word endings are put at the end of the lines, this leads to an end-rhyme (Reichl
2018, 177). In addition to syntactic parallelism, Turkic oral epics make use of semantic
parallelism, through highlighting either the similarity or the dissimilarity between two words
or pairs of words. These words usually have the same place in syntactically parallel lines.
This combination of parallels on multiple levels — syntactic, phonological, semantic — is a

common feature found in Turkic oral epic poetry.



Parallelism gives rise to another major characteristic of oral epic poems, that is, their
use of formulaic systems. Lord borrows the idea of Parry, according to which a formula is “a
group of words which is regularly employed under the same metrical conditions to express a
given essential idea” (Lord 1971, 4). Such formulas combine into sets, given the condition
that “they all share at least one constant word and ... the relationship of their variable
elements can be semantically specified, i.e., if the variable elements are synonyms or belong
to the same semantic field” (Reichl 2018, 192). These sets then combine into a formulaic
system, in which elements from different sets can be mixed and matched without disruptions
in syntax or semantic meanings of the lines.

The use of formulaic systems brings a new perspective on the notions of creativity
and improvisation. Prior to the appearance of books of oral epic poems, performers had to
learn the oral epic poems by hearing another person perform them (Lord 1971, 22). Although
they would remember the main motifs of a given oral epic, they altered the nuances of the
poems, like the word choice or the sequence of lines. This way, the poems would not be
memorized word-for-word, leaving room for improvisation in performance. The performer’s
talent, therefore, was evaluated by both his ability to uphold the pre-established ways of
performing the poem as well as his creative use of poetic elements.

The fact that the performers’ competence is determined by both adherence to the pre-
established tradition as well as the performer’s own creativity shows that formulaic systems
were not a constraint in which the performers had to thrive, but a solution to the problem of
the need for rapid composition. Lord argues that “[iJn making his lines the singer is not
bound by the formula. The formulaic technique was developed to serve him as a craftsman,
not to enslave him” (Lord 1971, 54). This explains the simultaneous similarity and variability
between the oral epic poems of different performers as well as of different cultures.

Formulaic systems have been used in studying Turkic oral epic poems. Namely, Jonathan



Ready analyzed the use of similes in the Kyrgyz oral epic poem Manas, alongside other four
modern oral epic poems (Ready 2017). In addition, Kumiko Yamamoto’s analysis of the
Shahnameh was also based on Parry’s idea of formulaic systems (Yamamoto 2000). In
addition to the study of oral epic poems, formulaic systems can be useful in analyzing texts
like Agbilek, which incorporate elements of oral epic poems within themselves.
Stylistic Features of Oral Epic Poems in Agbilek
The analysis of Agbilek shows that Aimauytov makes frequent use of grammatical

parallelism and alliteration in his narration, in keeping with the poetic structure of oral epic
poems. These are used extensively in the emotionally heightened moments in the text and the
narrator’s Speech often reminds the reader of Kazakh oral literature. For example, in the
scene when Agbilek and her brothers approach the village, the narrator makes the following
lyrical speech:

You lost your mother, who melted her stone breast, widened her narrow womb, like a

camel! ... Your dignity is disrupted, your humanity is destroyed. Your young heart

burned before beating. [Your] newly growing melon vanished before ripening. Your

young soul, like a candle, was gone without burning. Precious childhood — like food in

the bowl spilt — and stopped. Cry, cry! Let your grief wash away with tears! Let the

sea gather from your tears! Let the storm move the sea! Let the waves rise! Let the

sorrows that made you suffer suffocate, be poisoned in your water! May their wives and
daughters be left alone, be loud like you! (Aitmaysitos 2003, 130)*L.

This speech possesses multiple characteristics of an oral epic. One of them is the poetic
structure of the speech. In fact, if the Kazakh original is arranged into 7-syllable lines, in the

manner of a poem, the resemblance becomes even more obvious:

11 Tac emmrerin xi6iTKeH, Tap KypCarblH KeHITKEH, apyaHa[ail aHaHHAH aiffpbUIIbIH! ... Ap-YSTHIH TOTUIIL,
aJlaMIIBUIBIFBIH JKOMBLIARL JKac HayeTek sKyperiH - COKIaM >kaThll opT 00i/el. JKaHa IIBIKKAH YKayKa3bIH -
MiCIIeH KaThII KOK 006l [llaM-IIbIpaKTaii skac JKaHbIH - )KaHOAl »KaThII 3KOK 00l Ecin epke OananbIk -
asKKa KyiFaH acTaibIH LIOJTAH €TTI - TOKTanabl. JKbu1a, skaceld, Oyiia! JKacklHMEH KalfbIH JKYbLICHIH!
JKaceiHHaH TeHi3 ubUIChH! TeHi3al 1aybll TOIKBIHTCHIH! Ky ThIpCHIH TOIKBIH, TyaackiH! 3apiaTkaH ceHi
MYHIapJiap TYHIIBIKCHIH - CYBIH J1a yTaHChIH! KaThIH-KBI3BI TYJ1 KAJIBIIL, CEHICH OOMBII IIyIachH!



Tas emsegin jibitken,
tar qursagyn kefiitken,

aruanadai anafinan airyldyi! ...

Ar-iiiatyf togildT,
adamgylygyf joiyldy.

Jas nauetek jyregiii -
sogpai jatyp ort boldy.
Jafa Syqqan jaugazyn -
pispei jatyp joq boldy.
Sam-§yragqtai jas janyfi -
janbai jatyp joq boldy.
Esil erke balalyq -

alagga qaigan astaiyn
Soltafi etti - toqtaldy.
Jyla, jasyn bila!
Jasyfimen qaigyi juylsyn!
Jasyfinan tefiiz jiylsyn!
Tefiizdi dauyl tolgyntsyn!
Qutyrsyn tolgyn, tulasyn!
Zarlatgan seni mufdarlar

tanSyqsyn - suyf da ulansyn!

Qatyn-qyzy tul qalyp,
sendei bolyp Sulasyn!

You lost your mother,

who melted her stone breast,

widened her narrow womb, like a camel!..
Your dignity is disrupted,

your humanity is destroyed.

Your young heart burned before beating.
[Your] newly growing melon

vanished before ripening.

Your young soul, like a candle,

was gone without burning.

Precious childhood —

like food in the bowl

spilt — and stopped.

Cry, cry!

Let your grief wash away with tears!

Let the sea gather from your tears!

Let the storm move the seal

Let the waves rise!

Let the sorrows that made you suffer
suffocate, be poisoned in your water!

May their wives and daughters be left
alone,

be loud like you! (Aiimaysrros 2003, 130)

From this arrangement, one can see that the beginning of the “poem” is arranged in an a-b-a-
b rhyme with lines of 7 syllables each. The rhyme in the even-numbered lines results from

the end-rhyme achieved through the use of the same word endings at the end of the line. The
odd-numbered lines showcase the repetition of the grammatically and lexically parallel lines,

in which only two words are changed at a time:

sogpai ort
pispei jatyp joq boldy
janbai Soq

Towards the end of the text, the rhyme pattern changes into a-a-a-a type with 8 syllables in

each line. The last words of the rhyming lines have the same word ending, which creates both



grammatical parallelism and assonance. Alliteration manifests within the lines, with the
repetition of the same sound in different words, as well as between the lines, with the
repetition of the same sound in the same location within different lines. For example, the line
“Sam-$yraqtai jas janyfi” (“’Your young soul, like a candle”) makes recurrent use of the
sounds “§” and “j,” whereas the lines

Jas nauetek jlregin. -
Jafa §yqqan jaugazyn —

make use of the same “j” sound in the same spot in these two lines. Similar to works of
Kazakh oral literature, the author does not always follow the rhyme scheme and the syllable
count, adjusting it to fit his purpose and leaving uneven lines in places. The pace that is
created by the rhyme, parallelism and assonance creates an emotionally tense experience, as
the narrator expresses his sympathy for Agbilek’s grief. The feeling of pity and sadness
created by this experience soon transforms into a feeling of horror, as the narrator turns to
curse the perpetrators of Agbilek’s tragic fate of being abducted by the Russian officers and
being rejected by her society later.

Another example of the versed narration is the description of the fight between
Aqgbilek and the wolves. The author uses a series of juxtapositions between the wolves and
Aqgbilek, producing a cinematic effect of shifting between two episodes, one of which focuses
solely on the wolf, the other— solely on the heroine:

The wolf advances. Agbilek beats, the wolf barks. Agbilek beats, the wolf barks.

Aqgbilek says “Oh God,” the wolf rages, Agbilek rolls down... The wolf howls...
Agbilek screeches, the wolf growls, Agbilek shrieks. .. (Aiimaysitos 2003, 108)?

The sentences are constructed according to the syntactical parallelism which follows a
subject+verb structure, with the words “qasqyr” and “Aqbilek” alternating as nouns. The

author’s use of verbs serves a double purpose. First, each pair of juxtaposition makes use of

12 Kackpip kamanaiinel. AkOinek cabamaiipl, KacKpIp abamaiapl. AKOiNIeK cabamaiiibl, KACKBIp a0aaiib.
AKxOinexk “amnmanaiiapr”’, KaCKbIp AonnaHaasl, AKOiiIek meHrenenmi. .. Kackplp Kypkingeni. .. AkOinex
TIBIPBUTIANIBI, KACKBIP KBIPKBIPAUbl, AKOTEK MIBIPKBIPAIEI. . .



similar-sounding verbs, creating an assonance and alliteration. For example, “Aqbilek
sabalaidy, gqasqyr abalaidy” (‘“Aqbilek blocks off [the wolves], the wolves growl]”) uses the
two verbs that differ only in one letter, the “s” at the beginning. Despite this similarity, the
words have different meanings, suitable to the nouns that they pertain to: Agbilek beats, the
wolf (or wolves) bark. Second, the collection of verbs used in this excerpt is semantically
related to the act of producing a sound of some type. The words “abalaidy,” “qyrqyraidy,”
“kiirkildeid” describe the various noises made by the wolves as they attack Agbilek and get
beaten back by her. The words “allalaidy,” “Syryldaidy,” “Syrqyraidy” describe the sounds
made by Agbilek in her desperate attempts to fight off the wolves. The word “allalaidy”
derives from the Kazakh word for Allah, indicating that, as she fought, Agbilek was praying
to God as her only hope. This word could also be an interjection that expresses the feeling of
fear and pain. The words “Syryldaidy” and “Syrqyraidy” are often used to describe a high-
pitched cry. It can be used in relation to a baby that cries in distress: “bala Syryldap ketti,”
“sébi Syrqyrap jylady.” In addition to a baby, the sounds of small birds like sparrows can also
be described by using the verb “Syrqyraidy.” Therefore, the verbs in this passage have sound
in them both phonetically and semantically.

In his description of Bekbolat’s friend Agbergen, the author similarly constructs a
formulaic system of comparisons that emphasize the positive aspects of Agbergen’s
character. In particular, he describes the kind of loving and loyal attitude Agbergen had
towards Bekbolat. The author writes “Many times in youth, he was the tongue in numbness,
found a way when being lost, followed as a wolf, crawled as a cat, scratched the wall as a

dog, held the horse as a stake™® (Aiimaysrros 2003, 171). While all six clauses rhyme follow

13 “YKacTHIKTBIH Tanaii Ke3eHIHEH aCKaH/1a YHCI3/Ie Till OOJIFaH, JKOJCHI3/Ia KO TAIKaH, KaCKbIP OO TOpBIFaH,
MBICBIK OOIT )KOpFasaraH, T OOM ipre ThIpHANAFaH, Ka3blK OO aT ycraran”



the pattern of an end-rhyme, the last four clauses are built around a syntactic formula of the

following structure:

gasqyr tory-

mysyq bop jorga- +gan
it (verb object) tyrna-

gazyq (verb object) tista-

The first word in each clause is a noun that is connected to a respective verb and in
combination these two picture Agbergen as if he was a wolf, a cat, a dog or a stake. It is
notable that, in this example, the author describes the character by comparing him to an
animal or an object. Typically, such a comparison involves the use of a suffix or an auxiliary
word that communicates the meaning of likeness. However, in this example, the author does
not write that Agbergen follows like a wolf. Instead, he writes that he follows as a wolf,
“gasqyr bop torygan.” This selection of words strengthens the likeness of Agbergen to a wolf
in his behavior and emphasizes his loyal and useful companionship to Bekbolat. The
comparison with a wolf is one instance of Aimauytov’s use of similes, which will be
analyzed in the following section.

Similes in Agbilek

Aside from the rhyme, alliteration and assonance, the use of formulaic systems gives rise to
another major poetic device used in oral epic poems, the simile. Jonathan Ready used the
concept of a formulaic system to analyze the similes used in five oral epic poems of Kyrgyz,
Indian, South Sumatran, Bosniac and Najdi literary traditions. In his book called The
Homeric Simile in Comparative Perspectives, Ready attempts to reconstruct the way oral epic
poems were composed in the time of Homer by analyzing modern epic poems (Ready 2017,
134). He focuses on the way similes work in individual oral epic poems as well as how these

similes circulate between various oral epic poems. Ready’s findings show that these similes



function as a formulaic system made up of “stock’ similes that can be shared by different oral
epic poems, while also undergoing changes according to pre-determined patterns (Ready
2017, 136). According to Ready (2017, 140), the competence of a performer was determined
by his movement throughout the “spectrum of distribution,” that is, by his ability to integrate
both shared similes as well as idiolectal similes — similes that are unique to the given
performer.

Aimauytov’s use of similes shows both continuity with as well as a break from the
traditional use of similes in Kazakh literature. This is evident in Aimauytov’s use of the
image of a goose. In Kazakh oral epic poems, a goose is an aesthetic element used to describe
someone’s beauty as well as a symbol of love. The most prominent examples can be found in
Qyz Jibek, in which Jibek is compared to a goose that walks slowly: “Slowly like a goose //
Jibek comes near”** (Kp13 XKi6ex 2003, 111). While this simile serves the aesthetic purpose of
describing the elegance and beauty of Jibek’s walk, in Agbilek the same simile is used
without the aesthetic connotation. When the White Army soldiers leave the mountain, the
order in which they moved is described as “trailing like gees”® (AitmaysiTos 2003, 105).
This emphasizes the number of the soldiers and their lengthy formation, highlighting their
arrangement in space instead of their grace. A similar use of this simile can be observed in
the works of Aimauytov’s younger contemporaries, Ilias Janstigirov (1894-1938) and Saken
Seifullin (1894-1938). Ilias Janstigirov uses this simile to emphasize the orderliness of the
group: “TekemMeTTep IiH YCTIHE CaJIBIHBII TACTAJIFaH IMAPChl KLIEM, TOPFBIH KOpIeIepIiH
ycringe Ka3nai tizinren konak.” Saken Seifullin uses the image of geese in describing the
village that moves from one place to another: “Oh those people moving places // Walking

line-by-line like geese!*® In addition, in Agbilek, when different state officials gather in the

14 “Maiimanmarn, Ka3nai Gastynar // Kaceiaa Xi6ek kemenmi”
15 “Kaznaii nryOsipsin”
16 “Kaznait KaTap MBIHFBIPEIT, Ti3imin kemkeH enaep-ai!”



house of Aqgbilek’s brother, one of them, Yqgafi is described as “adasgan gazdai ana Sette
galgan” (“left out there like a lost goose™), pointing at the fact that he was left out of the
group (AimaysrroB 2003, 155). These instances mark a deviation from the traditional use as
an aesthetic element into the description of the spatial alignment of people.

Aitmauytov further utilizes the comparison with birds to create an emotionally loaded
experience for the reader. Specifically, Aimauytov consistently uses comparison with birds to
make positive and negative evaluations of a person. An example of the positive comparison
can be seen in Aimauytov’s depiction of motherhood and the relationship between a mother
and a daughter. When Aqgbilek is about to get kidnapped, her mother comes to her rescue. In
describing this scene, the author uses a series of similes comparing the mother to a bird. He
writes that when the soldiers find Agbilek, her mother comes “flying like an owl” (“iikidei
asyp keldi”) (AiimaysrroB 2003, 76). In the next simile, Agbilek’s mother protects Agbilek
like a mother bird that is protective of her chick: “She attacked the two Russians who took
hold of her daughter like eagles, like a mother bird protecting her chick”?’ (AiimaysiToB
2003, 76). Since birds are often considered vulnerable animals, this simile emphasizes the
selflessness of the mother in trying to defend her daughter, even though she has no means to
protect herself.

Aimauytov’s negative evaluation of the Russian men through the comparison to
eagles is unusual given the symbolic importance of eagles for Kazakh people. In modern
Kazakhstan, the eagle symbolizes the freedom of Kazakh people, and this symbol is
represented on the national flag. In the book, it is also shown that eagles are a close
companion to Kazakh men, particularly those who engage in hunting. After Bekbolat comes
out of the hospital and meets his friend, the first thing he asks about is his eagle. The author

describes at great length the kind of effort Bekbolat’s friend Agbergen has expended in order

17 “Kp13pin OypkiTine Oypir, i )KaTKaH €Ki OPBICTHI ... GallanaHblH OACKaH aHa KYCTai, 6anachH 6ac cann’



to raise and train his eagle: “[ Agbergen] put the eagle into his coat like his child to protect it
from freezing*® (Aiimaysrros 2003, 171). Here, the author compares the relationship
between Agbergen and the eagle to that of a father and a child.

Unlike the typically positive use of an eagle as a symbol of freedom, in Agbilek, it is
also used to characterize a negative character or symbolize a negative event. Once after
Agbilek’s arrival back at her village, her sister-in-law, Urgiia, sees a dream in which a big
eagle takes hold of Agbilek and flies away with her. Urqiia narrates this story to Agbilek,
saying that “The further the black eagle gets, the more it looks like a sparrow with a white
chest”® (Aiimaysrros 2003, 194). This could be interpreted as an unfortunate event turning
into a good one, as indicated by the transition from a negative symbol (the eagle) to the
positive symbol (the sparrow). However, there is another juxtaposition taking place
simultaneously, the duality of colors. The black eagle turns into a sparrow with a white chest.
The word “agq” denotes the color white but also conveys the general meaning of goodness.
Hence, in addition to the transition from the eagle to the sparrow, there is a transition from
black to white, thus, from the bad to the good.

The sparrow itself is a recurring element in the novel, which likens the heroine to a
vulnerable, small being. It is first mentioned in the scene of Agbilek’s kidnapping. When the
soldiers capture Agbilek, she is described as “Like a baby goat that is put into a pen by a
child ... like a sparrow that injured its lungs, she got caught in a net”? (Aiimaysitos 2003,
76). The simile of a sparrow in a net also appears in Dulatov’s writing: “Unable to go to my
beloved, // 1 worried, like a sparrow caught in a net.”?! Here, the author uses the sparrow to
create a feeling of helplessness, of being entrapped and unable to reach one’s beloved. The

comparison between Agbilek and the sparrow is made more explicit, when Agbilek herself

“[ AxGepren| OYpKITTI y)KaypaTITaiMbIH JETI, 1ITKi TOHbIHA OanachiHIai Oeeren”
“AJpICTaFaH calibIH Kapa OYPKIT aK OaybIp Topraiiiai 6om kepiHemi”

“baya KaMaraH JIaKKa YKCaTl, ... OKIIECIH COKKaH TOpFaiaail Topra LmiHmi”
“Cyiirenime 6apa anmaii, // Topra TycKeH Topraiiiail aqakragbsm.”



notes this similarity. On her way back from the camp of the Russian soldiers, she sees a
sparrow that is attacked by a snake. The author draws the picture of a sparrow that is in the
air, but unable to fly away because it is hypnotized by the snake. When the sparrow falls to
the ground and is about to get eaten, Agbilek steps in and kills the snake. Then the narrator
says that Agbilek “She likened herself to the sparrow, and those who did evil to her —to the
snake”?? (Aimaysrtos 2003, 113). In these comparisons, the sparrow serves as a symbol of a
vulnerable victim that is unable to protect herself.

A sparrow, alongside a puppy, emphasizes the smallness of Agbilek and her siblings.
A sparrow is characteristically a small bird, compared to an eagle or an owl. The image of a
puppy serves the same purpose as the sparrow in representing a small creature unable to
defend itself, but in the case of a puppy, age is emphasized alongside the physical smallness.
When Agbilek lives in the White Army camp and finds herself unable to escape, the author
writes that Agbilek stoops like a puppy that is mobbed by a group of dogs: “kdp it antalagan
kiisiktei qunysyp” (AiimaysrroB 2003, 102). Later in the text, when the Russian army leaves
their camp and Aqgbilek is left alone, she is compared to a puppy that is left alone and without
the owner: “even though Agbilek was left alone, straying like a homeless dog, she did not
regret her loneliness.”?® She is further compared to a puppy in distress when she casts a last
glance at the Russian camp before leaving. Looking at the place where her feelings were
abused so much, she feels disgust and sadness. The author draws a parallel between
Aqbilek’s feelings and a puppy: “Just like a puppy that fouls the mat at the further end* of

the room, if you hold it at the back of its neck and put its nose into its own feces, it feels

22 “O3iH TOpFaiira, e3iHe KACTHIK KbITFAHIAP/bI JKbIIAHFA TCHEMI”

23 “OypanKpl KYIIIKTEH KaHFBIPBIT AKOLIEK JKaJIFbI3 Kajica Ja, JKaJIFbI3IbIFbIHA OKIHT€H JKOK.”

24 In Kazakh culture, the end of the room opposite to the entrance is considered to be the place for the most
respected people. Here, the puppy fouling this place means that the puppy fouled the most important place in the
room, which should be kept clean.



disgust, whimpers and retreats. When she looked back, Agbilek was like that puppy”?®
(AntmaysiToB 2003, 105). Agbilek feels ashamed and disgusted with herself, despite not being
responsible for any of the atrocities that had happened to her. Unlike the puppy, she did not
voluntarily approach the Russian man, but she still felt ashamed that she lost her virginity,
and thus, lost her dignity. Her shame grows as she approaches her village, with her finally
wishing that she had died instead of being humiliated the way she was humiliated. The
comparison with a puppy is also used in relation to Aqgbilek’s siblings, who are left without a
mother and a sister to take care of them: “He felt he needed Agbilek even more when he saw
that those two young kids were straying like homeless puppies, getting dirty, getting lice and
worms, losing weight”?® (Aitmaysitos 2003, 109).

While Agbilek compares herself to a sparrow, she compares the Russian soldiers to
the snake in the same scene: “She likened herself to the sparrow, and those who did evil to
her — to the snake” (AiimaysitToB 2003, 113). The eyes of the snake itself are compared to
death (“beine ajal”) (AiimaysrroB 2003, 113). While the comparison with the eagle is not
uniformly negative, Aimauytov’s use of the figure of the snake is purely negative. In addition
to the White Army soldiers, the author uses the image of the snake to describe Agbilek’s
stepmother, Orik. When she first arrives in Mamyrbai’s house, Agbilek gets scared, as if a
snake entered the house: “Agbilek got scared, as if a snake entered the house™?’ (AiimaybiToB
2003, 219). From this simile alone, one can expect that their relationship will not be good,
particularly because the comparison with the snake is reserved only for two characters, which

bring the most damage to Agbilek’s life, the White Army soldiers and the stepmother.

25 “Teperi Ta3a TOCEHIIUTI OBUTFAN KETKEH KYIIIKTI JKEIKECIHEH YCTAIl, 63 TE3ETiHE 031HiH TYMCBIFBIH THTI3CEH,
KaHJaif xKepir, KIHCHUIAM, KeHiH IIerinei. ApThiHA KaparaHaa AKOIJIeK Te CON KYIIiK Topi3ai Oomapr”

26 “Anay exi sxac Gana OypaiKbl KYLIKTeil CeHIeNin, Kipyier, OUTTem, KypTTan xKyaeyoacka aiHaibIm 6apa
’KaTKaHBIH Kepreuae AkOilek TinTi kepekcimi”

27 “Yifre skplnaH Kipin kenrenaei, AKOiIeKTiH xKyperi cy ere TycTi”



As this chapter shows, the style of Agbilek presents an innovative way of mixing
prose and elements of oral poetic technique. Building his versed narration on stylistic features
of oral epic poems, like parallelism and end-rhyme, alliteration and formulaic systems that
stem from parallelism, the author adapts prose form by using the pre-existing techniques of
Kazakh literature. His use of stock similes in a new way also emphasizes his own creativity.
These similes function both as an aesthetic tool for creating impactful imagery as well as a
tool for characterization. Drawing on the aesthetic experiences of Kazakh people and the
stylistic features of Kazakh oral poetry as well as bringing his own novel usage of the
existing literary devices lets the author accommodate the novel form into the body of Kazakh

literature.



Chapter 3: Kazakh oral literary genres in Agbilek

Because that time when Agbilek met her brother Amir unexpectedly, and then met her
father, women, her village, she could not say anything, could not connect two words
and became numb. Later, when she learnt jogtau (“mourning”) from her sisters-in-
law, that seemed somewhat childish, stupid, undignified and shameful to her. “But
people must understand my circumstances in those days: | did korisu unexpectedly
then, how could | have words to say? Have | ever mourned in the past?” With such
thoughts, she used to console herself (Aiimaysitos 2013, 181-182)%,

These are the thoughts of Agbilek, who recalls her korisii (“meeting”) with Amir, that
took place after her return from the Russian camp. Having stopped overnight in a neighboring
village, Agbilek wakes up to see her brother Amir, who was sent to bring Agbilek to her
village. When Aqgbilek sees Amir, she is not able to say anything except ‘Brother!’?°
(Aitmaysitos 2013, 127). Feeling numb, she only hugs Amir and cries.

Despite knowing that Agbilek was kidnapped by Russian officers, the women
watching this scene do not share the sadness of Agbilek. In fact, they feel dissatisfied with
her crying ‘like a child’, because Agbilek’s behavior does not match their expectations of
how korist should be. Korisi is a social occasion in Kazakh culture, in which people come to
meet each other, often following the death of a person, with visitors coming to express their
condolences to the close relatives of a person. As a part of this encounter, people recite
poems to express how missed the other person is or to express their sympathy for the grieving
person. The women watching Agbilek and Amir’s korisii feel dissatisfied because Agbilek
did not recite any poems and kept crying like a child:

However, most women were not satisfied with this korisi, because Agbilek could not

speak openly. She did not recite any of the poems that are recited in times of peace,

when the bride is given away to her husband, when someone dies; her heart hidden in
a trap could not spill its content to the red tongue; the great sorrow that filled her, like

28 OfiTkeHi AKOiNIEK OHEYKYHI OMip arachIH TOCHIH KOpreH e, OaH KeHiH oKeciHe, KaTHIHIAPFa, ayIIbIHA
KOpIiCKeH/IC TYK aiiTa ajMai, eKi co3/IiH 0aChIH YHKACTHIPHII KOca aaMal, ThIFBUIBII Kalasl Foil. Keriin
JKEHI'CIIEpIHEH JKOKTAy YHUPEHII aJlFaH COH, COHJAFBICHI ©31He Oip TYpJii OanallbIK, TOHACTHIK, JKEPCI3AIK, VAT
CUSKTBI KopiHi. "Bipak o1 KyHIeri MeHiH >KalbI-KYHiIMII KYPT yFap: MEH OH/a IIYFBUTIAH KOPICTIM FOi,
ay3bpIMa ce3 TycKeHiei 6omapl Ma? BypbiH MeH naybIc Kbl KepAiM 0e?"' iereH olnapMeH e31H-031 KyOaTyIs
enl.

29 “ArakaH-aiil”



a strong stream, poured in raving tears. Agbilek had not even memorized poems; she
was a 15-year-old child, unable to let go of her childhood, who thought that she still
had time before she would be given away as a bride. She was not able to mourn after
the death of her mother — she herself got into trouble. The women do not account for
this, they likened her speechless korisi to the crying of a child and felt dissatisfied.
(AiimaysrTos 2013, 127)%

The narrator notes that the women did not consider the fact that Agbilek was only a
15-year-old child, who lost her mother and got kidnapped shortly after. Unlike the women in
this scene, the narrator is sympathetic to Agbilek, who had not learnt any of the poems that
were recited upon a person’s death or poems that used to be recited by brides when they got
married and left their village. Agbilek used to think that she would not be given away to her
husband anytime soon, so she did not memorize any poems. Although Agbilek was
overwhelmed with her emotions, the reason why she could not find words to say was that she
had not memorized any of the traditional poems that used to be recited in korisii or in other
social settings.

Aqgbilek herself has also internalized the expectation for proper social behavior.
Looking back at her korisii with Amir, Agbilek feels ashamed of her failure to uphold social
standards for proper behavior. Thinking about her koristi with Amir and later with her father
and women from her village, she feels embarrassed for not being able to speak. However, she
consoles herself by pointing out that her koristi with Amir was unexpected and urgent and
that she had not mourned anyone before that moment. While thinking this to herself, she also

hopes that her people will understand her and the situational factors that led to her failure to

behave properly during her korisu.

30 Amaifna KaTIHIAPIBIH KOHITI OYIT Kepicke kapbIMabl, 6fTKeHI AKOITeK CYBIPBUIBII Coitiel anMapl.
JKalmblibpIKTa, KbI3 Y3aTKAH/Ia, KICl 6JITeH/IC alThUIATHIH JKbIpJIapablH Oipae-0ipiH aldTnaasl, TYTKUbLIAA
TBIFBUTBIT KAJIFaH KYPEK KbI3bUI TiINe KYIIBIPBIH TOTE ajMa/Ibl, iMTKe TOJIFaH KAJBIH IMIep KEPHEN KeJITeH
OysiakTail KaTThl BIIIKBIHFAH Yac OOJIBII, BIPIIBIT-BIPIIBIT KETTi. AKOJIEK KbIP sKaTTaIl Ta KOPTeH *KOK €, KbI3
OOJIBITT Y3aTBITYFa 9J1i TaNal 3aMaH Oap Fou Jerl, OalaibiFel apbuIMai xKypreH, 15 sxacap 0ana rou. [lemeci
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KbLIa Ma, ceiyieMell KopiCKeHiH Kac OallaHbIH KbIIaFaHBIHIAN Kepil, albI3Iapel KaHOA B



Both for Agbilek and women watching her, processing feelings like grief and sadness
is not an exclusively private matter. What may seem a personal tragedy for a modern person
was also a matter of public practice for Kazakhs. There were certain ways in which people
would meet each other when they would unite after a certain tragedy. The people involved in
these situations were expected to behave and speak in a certain way. The scene of Agbilek’s
korist with her brother emphasizes this communal aspect of Kazakh society, in which
experiencing intense emotions, like grief and sadness, is as much a public practice as it is a
personal experience.

By incorporating examples of genres from Kazakh oral literature, Aimauytov uses
Kazakh traditional literary practices to show the conflict between Agbilek and her society.
This conflict is expressed in the way Agbilek fails to uphold societal standards for behavior.
Her failure to engage in literary practices in situations, like meeting a close person after
separation or the death of a loved one, translates into her failure to fit into the society from
which she was separated. The author highlights this tension not only on the narrative level,
but also in the diegesis of the novel, by bringing in examples from Kazakh oral literature.

While the previous chapter analyzed the way Aimauytov used stylistic devices from
Kazakh oral literary forms, this chapter looks at the way oral literary genres themselves are
incorporated into the content of the novel. Starting from Agbilek reciting a joqtau poem and
the poem of the village girls about Agbilek, leading to Aldekei and his stories that mimic
Sesendik s0z stories, these instances of Kazakh oral literature are witnessed both by readers
and characters. The examples discussed in this chapter come from the second half of the
novel, in which Agbilek arrives to her village from the Russian camp and struggles to be
integrated back into her society. The instances of Kazakh oral literature are organized around
two main foci, Agbilek and Aldekei, and discuss the role of the oral literary forms in relation

to female and male characters. In relation to female characters, the oral literary forms center



around the idea of isolation and acceptance, while the use of oral literature in relation to male
characters expresses the authorial critique of widespread corruption and oppression brought
about by the male characters.

Female characters and oral poetry: isolation and acceptance

Aimauytov makes use of the Kazakh oral literary genre, jogtau, to show the conflict
between Agbilek’s internal state and the behavior that was expected from her. In addition to
long form, “high” types of poetry like oral epic poems, Kazakh literature also has a
substantial tradition of situational poetry. These are poems in genres, like jar-jar (wedding
poem), besik jyry (lullaby), jarapazan (a type of poem recited in Ramadan) and syfisu (the
poem recited by brides as they leave their village), that are recited in various life events of a
Kazakh individual or Kazakh society in general. One of such poetic forms is jogtau, which
has its name from the verb “jogtau”, “to mourn” in Kazakh. The verb itself stems from the
word “joq” — “not existent”. This type of poetry is recited upon someone’s death by the
person’s close relatives, often with loud crying or sobbing. Jogtau can be recited repeatedly
over a period of one or two weeks, as long as visitors from the same or other villages
continue to come to the family of the deceased. Typically, jogtau is performed by adult
women in the family, who calm down in between the visitors and start crying and reciting
poems each time a new visitor arrives.

When describing a scene in which Agbilek mourns the loss of her mother, the narrator
notes that Agbilek did not know any jogtau poems. Agbilek’s sisters-in-law teach her a poem
with two stanzas which she keeps repeating:

My spotted one among horses,

Your charm made of silk.

My dear loving mother,
My longing has not ended.

In front of the door is the cliff,
Geese land lining the cliff.
Having lost my dear mother,



| have great sorrow inside... (AiimaysiTos 2013, 181)%!

The narrator notes that the poem was dull, meaningless and unsuitable for the
expression of Agbilek’s feelings. The words like “My spotted one among horses” and “In
front of the door is the cliff” were not in line with how she was feeling, so they felt out of
place:

... [Agbilek] now started to recite the piecewise jogtau taught by her sisters-in-law

whenever someone comes. Since her sisters-in-law told her to do jogtau like this,

Aqgbilek assumed that this is the way it should be and kept reciting. Otherwise, words

like “Spotted one among horses”, “in front of the door is the cliff” were too

unsuitable, meaningless, alien to express the great sorrow inside her (AiimaybIToB
2013, 181).%

What makes the lines “My spotted one among horses” and “In front of the door is the
cliff” unsuitable is the fact that these lines are too general and impersonal to communicate the
grief of Agbilek or to communicate the grief of losing one’s mother. “My spotted one among
horses” and “In front of the door is the cliff” are the kind of lines that are frequently used in
Kazakh oral poetry as formulaic lines that let the performer maintain even syllable count or
let him improvise in-between the lines. Since these lines do not have a strong semantic value,
they could be used in any context. Due to being too general and vague, these lines fail to
express a person’s grief over a loved one, especially the loss of one’s mother. It is more
suitable to consider this poem as a template that people would use when they would find

themselves in a similar situation, not as an exemplary jogtau poem used for mourning a

81 JKBUIKBI iMIiHE HIYOaphIM,

JKiGekTeH TakKaH TYMapbIH.
OJIIEIITEreH YKaH aHaM,
Tapkamaii Kanapl-ay KyMapbIM.

Ecikrig anmapl Ka3FaH xap,

Kap xaranail ka3 KOHap.
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mother that died protecting her child. This shows why Aqgbilek feels that this poem does not
express her feelings and does not feel connected to what she is reciting.

Not only is Agbilek detached from the poem, she also cannot understand the way
other women can do joqtau shortly after the death of a loved one. Despite having witnessed
similar situations before, Agbilek considers the act of mourning a loved one so soon and on
display strange. At first, she cannot understand how women who had lost their husbands and
children could mourn their children through jogtau: “How come the women whose husbands
have died, whose children have died are able to mourn them right after their death? How
come their heart doesn’t get stuck in their throat?**** (Aitmayrsiros 2013, 181). Comparing
their behavior with how she was feeling, Agbilek is confused about how these women
manage their overwhelming emotions.

Agbilek’s inadequacy can also be explained by the fact that she was too young for
her tragedy. Jogtau was typically performed by adult women, while young girls like Agbilek
were not expected to do jogtau. She never felt the need to learn a jogtau poem because the
kind of tragedy she had to go through — being kidnapped and abused by Russian soldiers and
losing her mother at the same time - was not a typical way a young girl’s life was expected to
unfold. Agbilek’s mindless adherence to this poem is due in large to the fact that she does not
know how to behave in this situation, so she keeps reciting the poem as told by her sisters-in-
law.

As Agbilek keeps repeating the poem, she starts to connect to it and her personal loss
translates into a public act of mourning. The author uses the imagery of a bridge to show how

the poem and the heart of Agbilek start to connect: “Somehow it seemed that with each time

33 Meaning that the women manage to not get numb.
34 “AmnpIp-ay, OCbl OaliBI ©NTeH, OaTackl OJITeH KaTHIHAAP 6JIiCIMEH KaJlail CYHKBUIIATHII KOKTall ajajbl eKeH?
Herpim xyperi ay3bIHa THIFBUIBIT KaTMalabl eKeH?..”



she spoke, with each time she cried, the bridge between those meaningless, foreign words and
the grief in the heart was gradually built, connected”®® (AiimaysiTos 2013, 181). As Agbilek
now truly mourns the loss of her mother, her personal grief becomes united with the public
act of mourning. Therefore, her personal experience becomes a part of the larger literary
tradition through joqtau.

Agbilek’s jogtau marks the union of literary tradition and personal experience, of an
individual and society that only takes place at the end of the novel. In the concluding chapter
of the novel, the author uses a poem to indicate Agbilek’s inclusion within the society. In this
scene, before Agbilek’s return from the city, three young girls go out to bring water, and as
they walk, they say:

Into the reeds my earring fell, ringing,

My sister married into foreign people, having no mutual feelings.

My ribs bend for my sister,
Both of the rings on my hand become crooked (AiimaysiTos 2003, 273).¢

Female solidarity is the main theme in this poem, where the girls from the village express
their compassion towards Agbilek. The poem draws a parallel between the imagery of female
accessories and the life of Agbilek. Similar to an earring that gets lost in reeds, Agbilek was
kidnapped by strangers. As the speaker thinks about Agbilek’s suffering, both of the rings on
her finger bend out of sorrow. This poem is in contrast with the way Aqbilek is judged for
crying instead of reciting a poem after coming back from the White Army camp. These are
the same women who check the sleeping Agbilek’s clothes earlier in the novel, to see how
beautiful and fashionable she is, so much so that even Russians admire her. The poem also

contrasts with the way Aqgbilek’s stepmother Orik and other women treat Aqgbilek, shaming

35 “Kamaif ma coim MOHCI3, JKaT ce3ep MEH JKYPeKTeri KalFbIHBIH apachlHa COMIETCH CalbIH, KbUIaFaH CaiibIH
6ipTe-0ipTe Kemip CalbIHBII, XKaJTFacKaH, OaiIaHbICKaH Topi3neHml”
3% ChIIBIP-CHUTIBIP KAMBICKA CHIPFaM TYCTI.

CeIpracriaraH ar efire aram TYCTI.

Amnam yuriH KaObIpraM KaibIcapl,

Konbsimaarsl Koc ’Ky3iK MabICa Ibl



her, gossiping about her after her return from the Russian camp. Orik goes as far as to shame
her for being used by the Russians and turns Agbilek’s father against her. Female solidarity,
which is markedly absent throughout the novel, is finally created. Women of the village
recognize Agbilek as their sister and feel connected to her pain.

The point in the text in which the poem appears is important, because in this scene,
Aqgbilek comes back to her village having conquered all the trials that she has had to go
through. She had left the village that had excluded and shamed her, received education and
married a person who loves her. Looking back at her tragedy, she now feels as if it has all
faded away. The narrator likens Agbilek’s life to the action of climbing a mountain. On their
way to the village, Agbilek and her companions climb Mount Altai (Aiimaysrtos 2003, 272).
As she climbs, Agbilek remembers her past, which remains at the skirt of the mountain, far
away from her, while she is at the top.

The elevation and purification of Agbilek is compared to the elevation and
purification of the Prophet Muhammad. In describing Agbilek’s renewal, the narrator uses
imagery that reminds of the Prophet Muhammad’s purification from evil: “Aqbilek got rid of
turmoil, shame, sin, got clean like born anew from a mother, as if her heart was brought to
‘ars in the seventh sky and washed in a golden basin™?’ (Aiimaysitos 2003, 272). In Islam, it
is believed that when the Prophet Muhammad was a child, the angel Gabriel came to him,
opened his chest and washed his heart with snow from a golden vessel. In Kazakh folklore,
this story must have been transformed to include the ascending to the seventh heaven. This
can be due to the fact that the Prophet Muhammad’s heart was washed twice, once when he
was a child and once in his adulthood, when he ascended to the seventh sky (Al-Imam

Muslim 2007; al-Bukhari 1997). That ascendance is known as mi‘raj. In this quote, the word

37 “AkOinek GHHETTEH, KOPJIBIKTaH, KYHOJaH KYTBUIBIT, COHAY JKeTi KaT KOKTETT FAPBIIIKA alaphblll, )Kyperii
QJITBIH JIETEHTe CaJIbII )KyFaHJal, aHa/1aH >KaHa TyFaHAal Tazapasl’



“rappIlr’” can mean “space” as in modern usage, but it is likely to be a Kazakh pronunciation
of an Arabic word “‘ars” - the Throne of Allah. Here, both the physical and spiritual rise
takes place, as Agbilek physically climbs the mountain, and her heart reaches the highest
point of purity.

Together with the poem, the religious imagery serves to mythify and preserve
Aqgbilek’s tragedy as a part of a broader literary tradition. The real, lived experience of
Aqgbilek turns into a story, in which “the sister” is not named and the reason why she married
a stranger is not clarified. The rich and detailed experience of Agbilek that the reader has
been following throughout the novel is now summarized and presented in an indefinite form,
as history turned into a myth. The only thing that is made known is the sorrow that the
speaker of the poem feels for her sister. Both the readers and the people of the village
understand the story that led to the creation of this poem. However, one could envision this
poem being recited several generations later, as a poem about an unknown woman, who
supposedly existed. Therefore, the poem marks both the society’s acceptance of Agbilek and
her tragedy as well as the society’s attempt to preserve Agbilek’s story.

Male characters and Sesendik soz: corruption and oppression

While the previous section looked at the way Aimauytov uses Kazakh poetic tradition to
emphasize the social isolation of Agbilek and the building of female solidarity, this section
looks at the way Aimauytov portrays male characters in Agbilek through the use of Kazakh
oral literary genres. In his description of the entertainment of Aben and his guests — Aqbilek’s
father Mamyrbai, Aldekei, Musirali and Imambai — Aimauytov uses a genre called sesendik
soz together with Jyndy Qara’s performances to show that Aben and his guests are negative
characters. By contrasting the idle pastime of these characters to the turmoil that Qoiteke, a
young servant of Aben, has to go through, the author makes a social critique, condemning the

corruption and the oppression perpetrated by Aben and his guests.



Qoiteke is a 13-year-old boy, who goes out into the cold steppe in the late winter
evening to bring the camels back that were left unattended. Qoiteke is the son of Aben’s
servants — his father looked after Aben’s sheep for his entire life before dying and his mother
milks Aben’s cows (Aiimaysrtos 2003, 212). Qoiteke himself grows up raising Aben’s sheep,
beginning this work when he is no more than 9 years old. In this scene, Qoiteke is sent to
bring camels that are left out in the steppe by the two older men out of negligence. Instead of
going to bring the camels themselves, they send Qoiteke, who cannot refuse for fear of being
beaten (AiimaysrroB 2003, 213).

Qoiteke is given a stubborn horse called tory solaq (small chestnut-colored horse) to
ride on his way to bring the camels. The narrator begins the part about Qoiteke with a
detailed description of tory solaq, emphasizing the extent to which it is stubborn and
insensitive to the rider’s commands. Tory Solaq is so difficult to ride that it stands to graze
whenever it finds grass and does not move even when subjected to harsh beatings. Qoiteke
struggles to ride this horse on his way to the camels, but manages to bring the camels back,
while leaving the stubborn horse behind (AiimaysrTos 2003, 214). It is a late evening winter
and tory Solaq makes Qoiteke’s already uneasy task even more difficult and long.

Qoiteke almost freezes, but when he arrives, the shepherd that sent him after the
camels scolds him for leaving the horse, without showing any concern for the freezing boy.
After a week, Qoiteke dies. At this point, the narrator makes a critique of Aben’s and others ’
entertainment:

Qoiteke was on his way, weeping, almost freezing, saying “The livestock of the dog...
White bucket!” at the moment when our “good ones” were amused by Aldekei’s
mocking of Musirali, by the depiction of the pregnant mdtiiske by Jyndy Qara, when

they were full of fat in a warm house, praising the bai “He is the one who was given by
God”. (AitmaysiTos 2003, 214)38

38 Mana 6i31iH «OKaKChUTapy Onaekernig Mycipamini Mma3akTaraHbiHa, JKerHap! Kapaney Oya3z MoTyIIKe
OoITFaHbIHA MOpe-Cope OOIBIIL, JKBUTHI YHIEC MaliFa TOMBIN, «KyIai OepreH Kici Foiy Jien 0aiIbl MaJaKTachII
*kaTkaHma, Koitreke: «ATTiH MaJbl. .. aK menek!» AeT eTiie eHiperr, YCiIT eareni KeJe XKaTbIp ei.



The “good ones” mentioned in this quote are Agbilek’s father Mamyrbai, a bai named Aben,
Imambai, Aldekei and Musirali, who gather at Aben’s house. In this gathering, the men are
entertained by Aldekei, who makes fun of Musirali and by Jyndy Qara, who depicts a
Russian madtiiske urinating out in the field. The narrator contrasts these two subsequent
scenes, pointing out the degree of suffering that Qoiteke has to go through and comparing it
to the carefree, shameless and somewhat absurd entertainment of Aben and his company.
What taints the entertainment of Aben’s guests is the fact that his guests did not
gather merely to spend time together, but to get their familial issues resolved through Aben
and his power, thereby causing corruption and oppression in the society. Aben is a bai, who
also held the administrative bolys position under the Imperial administrative system. Aben
had significant influence over the lives of the people in his village and could circumvent
established laws in order to solve a problem. Musiréli wants to get his daughter-in-law whom
his potential gizda® is refusing to give away. Mamyrbai wants to be separated from his giida
to give Agbilek to another man, find a woman to marry and take revenge on Miigas. Imambai
wants to sell the widow Orik, who was under his protection, to Mamyrbai, while Aldekei acts
as an intermediary for all of them. After talking to the bai’s nokers* and bis, they settle for a
solution: Orik is separated from her two children and sold to Mamyrbai for six cows as
“galyfi mal” (“bride price”), one of which goes to Aben. Her children are given to her
relatives and her property is divided between her relatives and the men in the gathering. Aben
is expected to help Mamyrbai with his revenge as well as to break the agreement with his
giida to give away Agbilek. Aben finds a new place for Agbilek as well. He agrees to
persuade Musirali’s gida to give away his daughter and will get a horse from Musirali for

helping with this issue. One character, Aben, enables a series of “deals” that perpetrate

39 The father of the bride in relation to the father of the groom (and vice versa).
40 (Persian, _Ss) Close servants of khans, sultans and beks, or in this case, the bai.



corruption and oppression, taking advantage of vulnerable people and breaking major societal
rules.

In addition to the deals that Aben makes, his way of managing affairs show that it was
not only him who was corrupt and oppressive, but a large group of people who cooperate
with Aben and benefit from him. In resolving different issues, Aben is similar to the khan
from Aldekei’s story. He does not talk through his deals with Mamyrbai, Miisirali and
Imambai. Instead, his bis and ndkers negotiate on his behalf. Once an agreement has been
made, the nokers and bis tell the results to the bai, who either approves the decision or makes
adjustments. In the case of Mamyrbai, Musiréli and Imambai, each one of them talks to
Aben’s nokers separately, who establish the agreement. The narrator notes that Aben never
asks anyone for a favor, and he does not talk about “small things”. Considering the
magnitude of Aben’s deals and severity of their consequences for the people that are
oppressed, it is clear that issues that involve lives of individuals and entire families are not
“big enough” for Aben to talk about.

The comparison of entertainment of Aben and his guests to Qoiteke’s suffering
prepares the stage for the most extensive and open social critique that the narrator makes
throughout the novel. The narrator points out that the exact people who are in a position to
help and protect vulnerable people and who can uphold societal order are the ones that use
and abuse the vulnerable for their own benefit, while bending rules to serve their purpose.

In vain do Kazakhs say “giida is for a thousand years” when they are full of meat.
If it is “for a thousand years,” why does Mamyrbai separate from his giida?

The strong ones, when they benefit from it, say “For the tears of the widows and
orphans... Justice is needed... There is pity... There is God...” If that is the case, why
is Orik punished? Why do her two children suffer? Why does Qoiteke pour his tears to

the ground? Why do Agbilek and Bekbolat — the couple in love, in harmony —
separate?



Where is the truth? Where is justice? Where is humanity? Where is God? Where
is the Day of Judgement? (Aiimaysitos 2003, 217-218)*

The narrator’s critique shows that marital rites are being employed as a tool of
oppression. Qalyii mal, or bride price which is meant as a gift of the groom to the bride’s
family, is being used for trading the woman against her will. Widows like Orik, instead of
being protected, are sold. Orphans like Qoiteke, who are vulnerable, are being employed
under harsh conditions. The narrator disagrees with Aben’s guests praising him “He is the
one who was given by God!”*? and says, sarcastically, “Yes... He is the one who was given
by God!”*® (Aiimaysrros 2003, 211). From the interactions and deals that Aben has, it can be
seen that, if anything, his wealth does not come from God or other good source, but from
oppressing those in need and taking advantage of them.

It is worth noting that the author does not depict any of the characters or character
categories as intrinsically good or bad. Corruption and oppression come from all sources in
the novel. The soldiers of the White Army kidnap Aqgbilek, but the one who helped them find
Aqgbilek was a fellow Kazakh, Miigas. Orik shamed Aqgbilek and spread rumors about her, but
she herself was sold to Aqgbilek’s father. Qoiteke suffers oppression both from the rich Aben
and from his fellow shepherds. One can see grown men oppressing a young boy and adult
women oppressing a young girl. Either Russian or Kazakh, either man or woman, rich or
poor, old or young, corruption and oppression is ever-present in the interactions of these

characters.

4 ETke Toifrarna, “Kyaa MbBIH JKBUIIBIK JET Ka3zak 00cKa maTasl. “MBbIH KbUIIBIK ™ Ooiica, MamMekeH

Ky/AaChIHAH Here alpbuUIbI?
Kymrinep 3 TamarbiHa OipacHe Tycipepae: “YKeTiM-kecipiH Ke3 JKackl. .. OOk kepek... Ooan

Gap... Kymaii 6ap...” mem xenripcineni. Omaii 6osca, Opik Here ska3a Taptaasl? Exi Oanace! Here 3apiaaiiapr?
KoiiTeke Here »achlH sxepre mbipa ereai? CyTTelt yibIn OThIpFaH, MIBIH CYHICKEeH achIK kapiap — AKOIJIeK 1eH
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In depicting bringing forth the negative aspects of male characters, Aimauytov relies
on Aldekei, a character who both persuades Mamyrbai to get married and entertains guests at
Aben’s house. Aldekei is a storyteller with a versatile repertoire, who tells stories as a means
of having a place in the society and providing sustenance for himself. Aldekei is a poor old
man who travels often and always tries to get to the places where meat is served. The narrator
notes that Aldekei received education by old standards and knows many stories of the past.
Kazakh traditional education was cosmopolitan in the sense that it was built on literary works
of different cultures. Aldekei knows the typical repertoire of someone educated in a
traditional way: My bir tiin (1001 Nights), Qyryq uazir (Forty Viziers), Totynyfi togsan
tarauy (Ninety Chapters of a Parrot), Alty barmag (Six Fingers), Qysasyl anbie (Tales of the
Prophets). Qysasyl anbie or Qisas al-Anbiya is a collection of stories from the lives of
Prophets in Islam, mostly adapted from the Quran. Together with 1001 Nights, it marks the
Arabic influence on Kazakh literacy and literature. The Persian works mentioned include
Totynyfi togsan tarauy and Alty barmag. Totynyii togsan tarauy is an alternative name of
Tutiname, a collection of tales by Shaykh Ziyaoddin Nahshabi. Alty barmagq is a translation of
a Persian book called Miraj Nubua dedicated to the life of the Prophet Muhammad. Lastly,
Qyryq uazir is a dastan narrating over 80 stories in more than 11000 lines. It was collected by
Saiqyzada Ahmet Mysyry in the 15th century and was republished in Kazan in 1911. Its plot
is reminiscent of that of stories found in the 1001 Nights and Tutiname. It is important that
Aldekei knew these stories and poems by heart, some of which are extremely long: “This
Aldekei was a knowledgeable man, who was educated in an old manner, who knew many
sayings of the past, who recited Myf bir tiin, Qyryq uazir, Totynyfi togsan tarauy, Alty

barmag, Qysasyl anbie and others by heart.”** The narrator, who does not give a positive

44 “Byn Onyekeii eckiure Gipranaii cayatsl 6ap, ecki co3/i ke 6ineTin, “MpiH 6ip TyH”, “KbIpbIK ya3ip”,

non

“ToTeIHBIH TOKCaH Tapaybl”, "AnTel 6apmak”, "Keicacsin oHOMemep1i” )kaTKa COFaThIH IIeXKipe Kici efi.”



treatment to Aldekei in general, still praises Aldekei’s knowledge and the extent of his
repertoire.

In addition to stories from world literature, Aldekei also knows stories from the
Kazakh historical past. When he comes to the house of Agbilek’s father, Mamyrbai, to offer
condolences after the death of Mamyrbai’s wife, Aldekei recites surahs from the Quran and
recounts stories from “Harun al-Rashid” and narrates stories about Az Janibek, Jirense $esen
and Liigman &Kim: “As soon as he sat down, Aldekei started to tell stories. He recited from
“Aron Rasid”. “Az Janibek”, “Jirense $esen” and “Ligman 4Kim” were there too. The sayings
of such and such noble men, of such and such bis*® were recounted.”® “Aron Rasid” could be
referring stories about Harun al-Rashid, the caliph of Baghdad. The brother and student of
Abai, Kokbai Janataitily, wrote a dastan called “Aron Rasid gissasy” which was inspired by
the stories about Harun al-Rashid. Az Janibek is a Kazakh khan and a founder of Kazakh
khanate, who lived in the 15th century. JirenSe $esen is a historical Kazakh figure, who was
known for his talent in Sesendik s6z — his title sesen recognizes him as a master of sesendik
s0z. Stories about his life and sayings are abundant in Kazakh oral literature. Similarly,
Liagman &kim is also a figure known for his wisdom — the Arabic word “hakim” in his hame
means “wise”. He is a religious figure, who appears in the Quran as either a prophet or a
pious believer who was divinely granted wisdom.

Aldekei recounts the stories of Harun al-Rashid, Az Janibek, Jirense $esen and
to visit the family of the deceased to express their condolences. These could be close or

distant relatives of the family, the people from the same village or the family’s acquaintances

45 Bi is a social position in a traditional Kazakh society held by a person who acts as a judge in resolving
conflicts.

46 “OrpIpBICHIMEH-aK OJ/IEKel SHriIMEHi mepTe 6acTabl. “Apon Pammaren” ko3rapl. “O3 JKoHibex™ Te,
“Kupenme memen” ne, “JIlykman okim™ me Kipin ketti. Coi enjieri moyieH “9Kakchl”’, TYTeH OWIepIiH co3/epi e
€CKe aJIbIHIbI .



foAve

suffering of the family members and persuade them to let go of their grief. In Agbilek,
Aldekei recounts the story of a grieving khan, who was consoled by a bi (Aitmaysitos 2003,
190). The khan was overwhelmed with his grief and did not participate in his day-to-day

activities. Only after the bi’s konil aitu, the khan is able to regain his strength. Through this

o oAves
oAves v oAves

roAves

condolences. This is by no means unique to Aldekei — poetry and music were also part of
koiiil aitu. By telling these stories, Aldekei is able to not only offer condolences, but also to
let Mamyrbai leave the distressing reality and wander in the world of fantasies. Mamyrbai
feels as if he left the village, the grief about his wife and shame about Agbilek, entering a
new world.

Another reason Aldekei is able to make Mamyrbai’s mood brighter is due to the
analogy that he draws between the khan and Mamyrbai, between the bi and himself. Even
though the Kazakh khanate no longer existed and Aldekei’s social status was not nearly as
high as that of a bi, the hierarchical relationship between the two is still emphasized.
Mamyrbai is a bai of his village and is an influential person of high status. In relation to
Mamyrbai, Aldekei is at a lower social status. In fact, Aldekei does not have the respect of his
people or power comparable to the respect and power that bis used to have in the eyes of the
people. The narrator notes that Aldekei was a promising, talented, all-rounded person in his
youth, but in his old age, he is an unlikeable man, who has lost all his talent, who always gets
in scandals and only seeks to eat meat. When Aldekei comes to Mamyrbai’s house to console
him about the loss of his wife, the narrator questions the sincerity of Aldekei’s intentions.

The narrator says that Aldekei could have arrived only to be fed, using the offering of



condolences as an excuse. Mamyrbai himself is at first not happy to hear that Aldekei has
arrived, and he criticizes Aldekei for rambling too much. Considering the reputation of
Aldekei, as flattering as it may be for Mamyrbai to be compared to a khan, it is even more
flattering for Aldekei to be compared to a bi.

from Abai’s word, “If misery comes, stand against it, don’t keep falling!””"*’ (AiimaybiTOB
2003, 190) The fact that Aldekei recites a line from Abai to Mamyrbai in a casual manner,
without any introductory comments implies that the quote was easily recognizable to the
average Kazakh. This speaks of the popularity of Abai and his poems among the characters.
However, just like Aldekei assumes Mamyrbai to be familiar with Abai, the narrator, too,
assumes that the readers should know who Abai is and know his poetry. On these two levels,
on the narrative level and within the plot, the author assumes that both the readers and the
characters are familiar with Abai.

It is notable that Aldekei quotes only one line from Abai’s poem instead of reciting it
fully. This line is taken from his poem called “Senbe jurtga, tursa da gansa maqtap” (“Do
not trust people, even if they praise you™), in which the speaker urges the reader to not trust
the crowd, even if they praise them, to not trust everyone, to not be prideful and to not chase
fleeting pleasure. The speaker encourages the reader to only trust themselves, to rely on their
intelligence and hard work to have a better life, to look inside and stay true to their heart.
Aldekei omits these lines and only quotes one line. At first glance, such short quotation may
seem justified, given the relevance of the line for Mamyrbai’s situation. However, it is ironic
that Aldekei is exactly the type of person that the speaker in the poem urges the reader
against. Aldekei tells flattering stories to Mamyrbai, entertains him and seeks to benefit

through him. After offering condolence, Aldekei persuades Mamyrbai to get married once

47 «“Kaifrel Kenice, Kapehl Typ, KyJlail Oepme!” neren AGaii cosinen jie 6ip aybI3/bl aifThin Kibepi.”



again, even though it has only been several months since the passing of Mamyrbai’s wife.
According to Kazakh traditions, it is too soon to marry within a year after the death of one’s
spouse. For this same reason, Agbilek later resents her father marrying so soon. Aldekei does
not only persuade Mamyrbai to ignore this tradition and arranges a marriage for him. As the
readers learn from later chapters, the woman that was selected for Mamyrbai was a widow
with two kids who was forced to separate from her children, lose her money and be sold to
Mamyrbai. Following Aldekei’s advice, Mamyrbai violates core Kazakh moral standards and
follows exactly the trajectory that the speaker of Abai was warning against.

Aldekei’s references to Abai is not the only time when the reader sees the discrepancy
between his repertoire and his performance. Later in the novel, he tells stories similar to
SeSendik sOz stories to entertain the guests at Aben’s house. His choice of stories shows that
he knows the likes and dislikes of his audience. Despite knowing surahs from the Quran and
prominent works of world literature by heart, Aldekei chooses to tell belittling stories that are
focused on entertaining the audience and making fun of Misirali. Even the stories that mimic
Sesendik s6z imitate only a fraction of a variety of sesendik soz stories. Sesendik sOz is a genre
in Kazakh oral literature, which presents the sayings of famous people uttered in a witty
manner in particular social contexts. Therefore, sesendik soz is often accompanied by an
envelope story, which specifies where, why and who said the particular sesendik s6z. A
person whose wit and wisdom is acknowledged by people receives the title sesen and is
respected in society. Sesendik soz is often uttered in response to a certain challenge, a joke or
a question testing the person’s knowledge. These words, which are often presented in verse,
are memorized by the people in the room and told in other social gatherings. In addition to
being entertaining, sesendik sz can include words of wisdom that are meant to educate the
audience and increase their ethical reasoning. However, the stories narrated by Aldekei focus

only on the examples of sesendik s0z that are entertaining, but offensive and at times vulgar.



The fact that Aldekei chooses these stories show that he knows the tastes of his audience and
is willing to entertain them with accessible stories, even when he has better stories to offer.
At Aben’s house, Aldekei chooses stories to make fun of Miisirali and thereby
entertain other, more esteemed guests. In this meeting, the hierarchy of relations is
emphasized again: the guests take seats around the table in a traditional manner, with older
and more respected people sitting further away from the entrance. Mamyrbai sits near Aben,
then Imambai, Aldekei and Musirali take seats in order. Before discussing their deals, the
guests spend time eating and having fun. Here, Aldekei again starts to tell stories. However,
can be seen from his place in the room, Msirali is even less respected than Aldekei, although
they are both of the same age. Musiréli, who is unable to talk back and protect himself, makes
a perfect target for Aldekei to make jokes at someone’s expense. One of the stories that
Aldekei narrates about Musirali is the following one:
Back then, he was giida with Boket. Boket was a witty person. At that time, Musirali
kept talking separately with Kalmyk Isabai. People joked with Boket, saying “Your
giuida does not need you!” That’s when Boket, having smoked his chewing tobacco,
said: a batyr and a batyr meet in battle against an enemy, a sesen and a Sesen meet in a
witty debate, a molda and a molda meet on the prayer mat, a dog and a dog meet near

an open oven*®. That one is the dog of Kalmyk Isabai, this one is the dog of the one
with wolf hat*°. This must be the place the two dogs met. (Aiimaysiros 2003, 208)>°

Even though this story is from the life of Misirali, a regular Kazakh, the story has typical
features of a Sesendik s0z story. As in stories of sesendik s6z, someone is put on the spot
about a particular topic. In this case, Boket, who is Misirali’s gida, is put in the spot. In

Kazakh culture, if a person’s son or daughter marries the daughter or the son of another

48 Dogs would try to steal food being cooked in the oven.

4% The man mentioned here is Misirali
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person, these two people become giida. The relationship between the two giida is considered
very important and not just because their children are involved. In fact, there is a saying
“Qiida is for a thousand years, // Groom is for a hundred years*, which emphasizes the fact
that the relationship between the two giida is more lasting and important than the relationship
of the groom to his in-laws. In the story of Aldekei, Musirali spends more time with a man
named Isabai than with his giida, Boket. People around Boket point this out, saying that
Boket’s qiida does not need him and laugh, putting Boket in an uncomfortable position.

Similarly to sesendik soz stories, the person who is put on the spot, Boket, accepts the
challenge and gives a witty response. Upon hearing the jokes of people around him, Boket
answers by making a series of parallel statements: a hero and a hero meet in a fight; a sesen
and a sesen meet in an argument; a molda and a molda meet on the prayer rug; a dog and a
dog meet near an open oven (Aiimaysito 2003, 208). He then calls Isabai the dog of a
Kalmyk and Musirali the dog of a Kazakh. By this, Boket is defending himself from the
mockery and asserting that Musirali is no match for Boket to spend time with. Even though
the sesendik s6z are not classified as examples of poetry, they nevertheless share similar
attributes, like parallelism. The technique of drawing multiple parallels before reaching the
bottom line is frequently used in sesendik s6z. Part of its function is to draw attention to the
bottom line, by creating anticipation as one moves from one parallel to another. In addition, it
serves an aesthetic purpose of making one’s words beautiful, impactful and easy to
memorize.

Feeling embarrassed, Musirali struggles to reply back, when Aldekei proceeds with
another story. This time, it is a story about a good khan and a bad khan. These types of stories
comparing a good figure and a bad figure are common in Kazakh oral literature and they

often serve didactic purposes.

51 “Kyma — MBIH XbUIIBIK, // Kyitey — 5Ky3 KUK,



= This was when Tanti myrza had flames going out of his mouth. Seems to have
been trying to get our Sarseke’s attention. Stayed at Qozyke’s. Qozyke kept saying
“Spread [food] in front of Sarseke, spread in front of Sarseke”. At that moment,
Tanti myrza turned the table upside down. The people sat in shock. Omarali was a
religious person, so he started speaking:

- Along time ago, a good khan came to visit a bad khan. As the bad khan
immediately started, “Hey, khan, are the women of your nation pregnant? Does the
livestock shit thick?” His wife, who was sitting in the neighboring room, pulled the
rope. The bad khan went away, holding his inner thighs. The bad khan had a genius
vizier. The good khan asks the vizier, “Why did your khan leave? Why did he say
‘Are the women pregnant? Does the livestock shit thick?’” The vizier said, “Are the
women pregnant?” is his way of saying: “What is the name of your nation?”; “Does
the livestock shit thick?” is his way of saying “Is the household prospering?” He
says, “Because you did not understand these words, he left.” After the good khan
leaves, the bad khan asks his vizier “What did he say about me?” The vizier repeats
his previous response and says, “He praised you.” That’s when the bad khan said,
“Ah! If she did not pull the rope earlier! I had even tastier words.”

Just like that, the one that used to pull the rope for this person was his first
wife. There is no value in Qozyke’s words. Tanti myrza smirked, the people
laughed, celebrating, and proceeded to eat. When [Aldekei] said, “Our Miisirali is
just like the bad khan. His wife is a better person than him,” people laughed again.
(Aiimaysitos 2003, 210)%2

Despite the presence of the traditional dichotomy between a good khan and a bad khan, this
story lacks didactic value, which is one of the central attributes of sesendik s6z. Similar to the
previous story, this story involves a witty response that is meant to make fun of someone. In
this case, Qozeke, who fails to show proper acknowledgement for Tanti myrza, gets mocked
by Omaréli, who tells the story of the good khan and the bad khan. The wife in the story

saves the khan from humiliating himself, by interrupting him whenever he starts to ask his
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Ko3ssikere kemimn TycinTi. Kossike: «CapcekeH anapiHa sxaii, CopcekeH ajiblHa kak» aeit 0epce kepek. Conma
TonTi MBIp3a JacTapKaHABI cepIrin >ki0epinTi. JKypT aHTapbUIBII OTHIPHIT KanTel. OMapali AiiMap aJaM eKeH,
CO3 co Kicl 6acTamnThl:

- Eptene Oip xaH jkaMaH XaH/IIKiHE KOHaKKa KelreH exeH. JKaman xaH cairaH skepjeH: «E, xaH,
eNHI3IIH KaTBIHEI Oya3 6a? MaJisl )kyaH ThIIIa Ma?»- Jell Kelle )KaTKaH/Ia, aHa 00eJIMe/Ie OTBIPFaH KATHIHBI
MIBDKBIMJIBI TApTHI KanTel. JKaMan xaH 00opOaiibIH ycTai-MycTai Typa skeHeinTi. JKaMaH XaHHbBIH JaHbIIIIIAaH
ya3ipi 6ap exen. JXKakcel XxaH ya3ipaeH: « XaHBIH Here KeTin Kaaasl? Kateiaer Oyas 6a? Maiisl sKyaH THIIIA May
nereni Kail cos3i?» - nen cypaiiasl. Conma yasip oTeIpblin: «KatelHbl Oyas 0a?» IereHi - «emiui3aiH eciMi Kaman?»
JIETEHI eIli; «MaJIbl XKyaH ThIIa Ma?» JereHi - mapyacsl oepekerni me?» nereni emi. Ci3 con ce3iHe TycinOeren
COH, KETII KaJIael AenTi. JKakchl XaH aTTaHraH CoH: «MeHi He JIeI KETTi?» Jel, )kaMaH XaH ya3ipiHeH
CyparaHja, ya3ip MaHarbl )kayaObIH aiThI: «Ci3/ii MakTam KeTTi», - aenti. CoHa kaMaH XaH: « Yai, oTTereH-
ait! IIbpKBIMIBI €pTe TapTIAFaH/ia, OaH Ja M co3epim 0ap ey, - aered eked. (209)

Con Topi3ai Oy KiCiHIH MIBELKBIM TaPTHII OTEIPATHIH 0ai0imiect eai. Ko3bikeHiH co3iHe HapbIK JKOK, -
JIeTeH COH, TOHTI MBIP3a MBIPC €TIIITI, )KYPT Ta KYJIIl, KOIIIeMeT KbIII, TaMakK eyre KipickeH exeH. - i3y
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guests explicit and vulgar questions. Aldekei narrates this story to make a point that similar to
the bad khan’s wife, MUsiréli’s wife is a better person than Musirali himself. It is also implied
that Musirali’s wife controls and governs his actions, meaning that Musirali has no authority
in his marriage. The story lacks a takeaway and a moral standpoint — important characteristics
of sesendik soz.

Having mocked Musirali for his relationship with his giida and with his wife, Aldekei
mocks Miisirali once again for calling Aldekei stupid. Each time one of the stories is
narrated, the people in the room laugh and Musiréli gets more and more embarrassed. He
tries to defend himself and says, “You are stupid,” but Aldekei tells another story, in which
an imam called Taptazani loses a debate over the pronunciation of a word from the Quran and
is embarrassed at the end:

Slambek of Alsybai came to Akimbek myrza’s. Janabil goja and Aseke were also
there. Slambek seems to have talked negatively about Janabil being a goja. At that
moment Janabil said:

- Imam ... Taptazani and Qojan Bahaudden were sitting in one gathering, when
someone said “Yaziljalal'” Taptazani was a scholar, so when he says ‘“Not Zuljalal,
Zaljalal is the right way”, Qojan Bahaudden gets agitated and says, “Let’s see in
Laugylmaqpiiz®3.” When they look, it turns out to be “Zuljalal.” That’s when Taptazani
whines, “Oh, God! It used to be Zaljalal' Should I cross out this comma?”” and God
says, “Yours is correct too, it used to be “Zaljalal”, but this Bahaudden is an amazing
slave of mine, | did not want to embarrass him, so | corrected it to “Zuljalal”.”

Slambek embarasses Janabil, by saying, “Does God lie?”

Janabil stops Slambek: “When Qazybek of goose-like voice died, Begi Mysyq Aulie
beat the corpse three times with his stick. When he was about to beat for the fourth
time, someone stayed his hand, saying “Are you crazy?”” At that moment, Begi Mysyq
Aulie said, “Oh, in vain you took hold of my hand! Now wealth and prosperity will
only reach three generations of his lineage.” Slambek connects to Qazeke after three
generations, so he lost the argument®*.”

- This Musiréli, indeed, is a scholar like Taptazani. Apart from the words gathered
here and there, we don’t have knowledge like his, mocked Aldekei harshly in response
to [MUsirali’s] “you are stupid.” The people laughed again. (Aiimaysrros 2003, 210)%°

53 Kazakh pronunciation of “al-Lawh al-Mahfuz” (or “Lawh Mahfuz”). In Islam, this is an original scripture that
is stored in Heaven, from which all religious scriptures were extracted, including the Quran (“Lawh Mahfuz,”
n.d.). Here, it is used to refer to the Quran.

54 The implication is that Slambek is not in the first three generations of Qazybek bi’s descendants.

55 OKiMOeK MbIp3aHikiHe AnmpioaiaprH CitaMOeri ke oTeIp ekeH. JKaHaOilm Koxka, OChl ACEKSHIEp e
0ap exeH. bip ce3min ke3erineH CiramOex YKaHaOinmiH KOJKaIBIFBIHA THIM coece kepek. Conma XKanadin
OTBIPBLIIIL:



Unlike the previous two stories, this story merges the real and the imagined. While the story
about Boket was based on the real life of Musirali, the story of a good khan and a bad khan,
in which a claim to reality is not made, could be a hypothetical story that is meant to provide
a context for a joke. The story about Taptazani makes a claim to being historically accurate,
but it also incorporates God as a character, who responds to the questions of characters and
makes changes in the Quran in favor of the two people in debate. Slambek challenges Janabil,
who narrates this story, by asking him “Does God ever lie?” To this Janabil points at the
lineage of Slambek to say that he lost the debate. However, Janabil still does not openly
answer Slambek’s question. Ascribing an act of lying could be wrong from an Islamic
viewpoint, but both the audience of Janabil and audience of Aldekei are not concerned about
this fact, making the reader question their level of spiritual engagement. While religion can
be brought up in a sesendik s6z with a purpose of encouraging ethical reasoning, in this case,
a story about the religious debate of two people is yet another tool with which Aldekei makes
fun of Musiréli.

The absurdity and vulgarity of Aldekei’s stories is further taken up by Jyndy Qara in
his performances. The word “jyndy” in his name means “crazy” or “mad” and “qara” could
refer to the color of his skin or his origin as a commoner. He first starts his performance with

an aitys between a Kazakh and a Sart, accompanying his performance on a dombyra. The

- Imam... Tanrazanu med Koxxan bahaynnen 6ip moxinicre oTeipea, 6ipey: «SI3mpkanan!» genri.
TanrazaHu ranbIM Kicl eKeH: «3yJDKajall eMec, 3abKaiial AereH aypeicy nece, Koxan bahaynneH KbI3blmn
kereqi: «JlayKplIMaKIIy3I6IH 031HEeH Kapaiiblky aeiimi. Kapaca, «3yipkaman» eken. Conpa Tanrazanu
nasanansi: «Eii, Toripi! 3amkaman exi roit! MpIHay yTip/i CBI3BIN TaCTalbIH 0a?» JIereHe, Ky/iail Taraia:
«CeHiKi Jie TyphIC: «3albKajam» exi, 6ipak MbpiHa bahaynnen kepeMeTTi KyJIbIM e1li, OCBIHBI YSIITIIAHBIH JIe,
«3yImKanam KbIT TY3€Til KOWBIIT e1iM» JIeTeH €KEH, - JICTITi.

Kynaii etipik afita ma?- aemn, Crnam6ex JKaHaOiami ysaTThL

JKana6in Cnam6exTi TokTaTkanbl: «Ka3 gayeictel Kaseioek enrene beri MBICBIK oyine OTiKTi
acackIMEH YIII CaJIBITI, TOPTIHIII cana 6epreue: « KbIHIBIMBICBIH?» JIe, O0ipeYy KOIbIH ycTaii anran eken. Cona
Beri MeIchIK oynue: «OH, KOIpIMABI Oekep yeTanbiH-ay! EHfl Oak-[oyieT yir aTacklHa MIeiiH-aK Oapapy JereH
exeH neiai. Cnam0Oex Kasekeme yiir aTajjaH COH Kelleli €KCH: CO3/IE€H JKBIFLIBIITHL.

- byst Mycipami, pac, Tanra3zaHu cHSKTHI FalibiM ajiaM. OiaH-OyJ1aH KUHACTRIpFaH co3 Ooiamaca, 0i3ie
MYHBIKIHACH 1TiM KOK, - JeT1, ONIeKeH «HaJaHCHIH) JETCHTe TaFbl OHABIpMan KeKeTTi. JKYpT TaFrbl KapbIK
OOJIBICTHL.



exact text or details of the aitys are not provided in the text, but it is implied that the aitys was
funny and people listening to him laughed. As his next performance, Jyndy Qara imitates an
eagle:
The young man Jyndy Qara made the guests laugh by performing an aitys between a
Kazakh and a Sart. When they [Aben and his guests] got bored of poetry, by the hint of
the bai, Jyndy Qara narrowed his cheeks, pouted his lips, put his hands at his back,
lifted his robe as wings, crawled, jumped, and, imitating an eagle, threatened the ones
sitting closer to the entrance, snatched their chewing tobacco from between their legs.
(AitmaysiTos 2003, 211)°°
Here again, the image of an eagle is used in a negative sense, which is unexpected given the
symbolic meaning of an eagle in Kazakh culture. In the previous chapter, | analyzed the eagle
as a part of the discussion about similes. Here, the eagle is depicted by one of the characters
and is watched by the rest.

Similar to Aldekei’s stories, Jyndy Qara’s performances get more explicit, with him
depicting a pregnant Russian nurse, a maditiiske. What is peculiar about this performance is the
fact that it depicts the way the maditiiske urinates in a field.

When the fun of that calmed down, Jyndy Qara left, tied an apron, put a white scarf

on his head, becoming a pregnant matlske. The matishke mumbled, spoke in Russian,

squealed to each one of them, bowed with her back, poured the water that he had in-
between his legs on guests. That was his portrayal of a pregnant madtiiske urinating out
in the field. Musirali received most of mdtiiske’s “blessing” Mamyrbai, Imanbai,

Aldekei, who were sitting further from the entrance did not get the matiishke’s
“blessing”. (AiimaysiTos 2003, 211)°’

The word “buaz” used in the phrase “buaz matiiske” means “pregnant”, but this word, when

used for women, has a derogatory connotation. The word “buaz” is not the usual word that is

56 JKpraaer Kapa mereH siriTi Ka3ak MeH capTTHIH aHTHICKAHBIH aiTHII, KOHAKTAP/IB! Oy KYILIipIi. ONeHHeH
JKaJlIbIKKaH Ke3ze, 0akabiH O0ip biM KarybiMeH JKbIHabI Kapa YpThIH KYIINUTHII, €PHIH ITYPTUTII, €Ki KOJIBIH
apThIHA KiOepill, ManaHbH KOTePpil KaHAT KBUIBII, eHOEKTEN, CEKEKTeT, OYPKIT OOJBIT, TOMEHTI KaKTaFblIapra
TOHII, €Kl asFbIHBIH apachblHAH HAChIOAWBIH CAHFBI/IbI.

57 OHbIH KBI3BIFEI Oacsita Oeprerne, YKeraasl Kapa xeTim Kambim 6enaemire 6aitnar, 6ackiH aK opaManMeH
TapThIl, Oya3 MOTYIIKE O00abl. MaTyIlke ObUIIBIPIIAI, OPBICIIAJIAL, dPKAKCHIChIHA O1p IIapbLUIIal, apThIMEH
eHKerie Oepin, OYTHIHBIH apachIHIAFbl KybIKKA KYWFaH CYBIH KOHAKTap IbIH YCTiHe mamThl. OHBICHI Oya3
MOTYIIKEHIH TY3Te OTBIPFaHBIH cajFaHbl enli. KeOinece Oya3 MoTymIkeHiH KyThl Mycipamire Tycti. Tepaeri
Mawmsip06aii, ImanOaii, Onmekei akcakainap «MOTYIIKEHIH ChIMbIHAHY KaFBICTAY KaJIbl.



used for pregnant women — it is reserved specifically for livestock, while the words used for
humans are the terms “jiikti” or “ekigabat.” For example, in the part of the novel, where the
news of Urgiia being pregnant become known, it is phrased as “The news about Urqiia’s
pregnancy soon spread across the village.”*® When speaking of Agbilek’s pregnancy, the
narrator uses the same word. Even the words “jiikkti”” or “ekigabat” may come across as too
explicit and descriptive, so people can also use more polite euphemisms, such as “boiynda
bar” or “ayagy auyr.” As one can see, there are varying degrees of euphemisms used to
describe a pregnant woman, with “buaz” being the least polite and therefore used only for
livestock. For this same reason, in the story of a good khan and a bad khan, when the bad
considered to be a rude and tactless question. Describing a pregnant woman as “buaz” has a

derogatory connotation, which is in line with the negative depiction of the madtiiske.

Laughter in this case can be a way of asserting power over the Russian people. The
depiction of a Russian woman in an inferior position is in line with the generally negative
portrayal of the Russians in the novel. In this scene, Mamyrbai, the man, whose daughter was
kidnapped and abused by a Russian man, laughs at the Russian woman’s urination. It is
important that the object of laughter is not a Russian man, but a Russian woman, and
specifically a pregnant Russian woman. Out of the various scenes in her life, specifically her
urination is emphasized and portrayed by Jyndy Qara. Being a woman, being pregnant and
urinating make the Russian woman the most vulnerable and harmless Russian, who can be
easily made fun of. Her vulnerability makes it easy for the spectators to feel superior.

As has been shown in this chapter, Aimauytov’s use of Kazakh oral literary genres
achieves different results when used in relation to female characters and when used in

relation to male characters. In relation to Agbilek, the oral poetry emphasizes the discrepancy

58 “¥pkus exikabat” AereH xabap KemIiKIei-aK aybuT apachblHa YKaWbIIIbL .



between her inner self and the behavior or performance that was expected of her. The poem
of the young girls signals the resolution of the novel, in which Agbilek is finally accepted
back into the society from which she was isolated. By invoking Qoiteke’s suffering side-by-
side with Aldekei’s mocking of Musirali and Jyndy Qara’s depiction of muitiiske, the author
makes a social critique of the corruption and oppression that the poor and the vulnerable
suffer from. These instances serve to not only depict his vision, but also to persuade the
reader emotionally, by invoking the feeling of disdain through contrasting the blissful

entertainment of Aben’s guests and the palpable suffering of Qoiteke.



Conclusion

Aimauytov brought together Kazakh oral literature and the novel form, which at the time was
a new genre for Kazakh literature. Combining verse and prose, oral literature and written
literature, Aimauytov adapted the novel form into Kazakh literature. Similar to the
canonization of Abai in which the author participated, Aimauytov’s style makes a claim for
the prestige and aesthetic worth of Kazakh literature through Agbilek, by showcasing the
artistic achievements of Kazakh oral literature. He therefore fulfills the demands of the
apparition from “Eles,” by keeping the best of the old literature and making it a part of the
new form.

In bringing together polarities, Agbilek is similar to Aimauytov himself, who enjoyed
both Kazakh literature as well as the works of world literature, be it poets of the East or the
writers of the West. His education, which started with a religious Kazakh education
combined Russian secular education. Aimauytov himself being the bridge between Kazakh
and the global, the Kazakh and Russian, religious and secular, creates a bridge consistent
with his background with his Agbilek.

The continuity of Agbilek with Kazakh oral literature has been shown in chapter 2
through the analysis of the style of the novel. The performers of oral epic poems relied on
devices like parallelism and formulaic systems that facilitated their improvisation. These
elements that serve not only an aesthetic purpose but a functional one, are no longer needed
in the realm of written text. A writer is left to himself to write his novel, in solitude of the
night after he comes back from teaching. There is no need to figure out the substance and
composition of the next line before finishing the previous line — one can put down the pen.
The audience who would follow every turn of phrase is not there. Aimauytov still uses these
devices and by doing so, he invokes stylistic features that are familiar to the reader and are a

part of the Kazakh oral literature. In addition, by using versed narration exhibiting



parallelism, alliteration, end-rhyme in emotionally heightened moments as well as creating
vivid images through the use of both existing and new similes, the author uses the stylistic
elements of oral epic poems to create an intense experience for the reader.

Aimauytov treats Kazakh oral literature not only as a stylistic choice, but also a part
of the plot, a part of the daily life of the characters. As has been shown in chapter 3, the
author uses the performances of characters to reveal more information about them as well as
to communicate his own views on the behavior of the characters. He portrays the social
isolation of Agbilek through her shame about not knowing poems to recite in korist or her
struggle to express herself in a jogtau. Describing the male characters through their
entertainment and stories and contrasting it to the suffering of the young boy Qoiteke, he
makes a social critique, condemning the powerful and the rich for taking advantage of the
vulnerable. Aimauytov portrays class and interethnic conflict in the plot of the novel, but it is

his use of stylistic features that makes these depictions persuasive.
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