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THE TRANSFORMATION OF MODERNIST POETICS IN KAZAKH
POETRY OF THE INDEPENDENCE PERIOD

Abstract. This article presents a comprehensive analysis of the renewal of Kazakh poetry during the
independence period through the lens of modernist aesthetics. The study aims to identify the transformation of
the poetic system and the formation of new artistic models oriented toward profound psychological and internal
self-expression. Furthermore, it traces the interaction between tradition and innovation in contemporary lyrics.
The authors examine the key features of modernist poetics, including enhanced rhythmic-syntactic freedom, the
diversification of poetic forms, and the increasing emotive-semantic role of punctuation and graphic techniques.
Particular attention is paid to the updated interpretation of symbolic, archetypal, and mythopoetic structures
in the works of contemporary poets. Using the works of G.Salykbay, E.Duisen, B.Bedelkhan, U.Zarykkan,
F.Toltay, and others as analytical case studies, the article demonstrates how modernist strategies are vividly
manifested in their creative inquiries. The intensification of the poet’s subjective voice, the emphasis on the
internal stream of consciousness, existential reflections, and the subjective perception of time and space are
identified as defining characteristics of modern Kazakh poetry. Additionally, the study traces a tendency
toward the symbolization of mundane details, the reimagining of national imagery, and the expansion of the
semantic possibilities of traditional poetic motifs. The article highlights the role of modernist aesthetic trends
in strengthening the expressive potential of Kazakh literary language and developing the national poetic
paradigm. The findings suggest that the poetry of the independence period represents a complex, multi-layered
artistic space that aligns with global modernist processes while simultaneously revitalizing the national literary
tradition.
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Anoamna. Maxanaga Kas3ipri Ka3ak MO33USACHIHIAFB MOJIEPHUCTIK AaWIIBIKTap FBUIBIMH TYpPFBIIAH
capajaHajbl. 3epTTeyiH MaKCaThl — TOYEJICI3MiK TYCHIHIAFbI Ka3aK MOA3UACHIHIAFBl MOJCPHHUCTIK MOSTHKAHBIH
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TpaHC(OPMAIMACHIH [IOCTYP MEH JKaHAIIBUIIABIK KaTeropvsuIapblHBIH IIeHOepiHae 3epaerey. ABTOp
MOJICPHHCTIK MO3UsFa TOH OCNTiNiepli eJICHHIH BIPFaK KYHeci MEH Ma3MYH/IBIK epeKIICTIKTepiHiH HeTi3iHae
tangan kepcereni. Ocputaiimma, Ka3ipri MOIEPHHCTIK IT033MsIFAa TOH €H 0acThl Oenrijepil KapacThIpajbl:
BIPFAKTHIK-CHHTAKCHUCTIK epPKIHIIKTIH KyIIeroi, eneH (opManapsl BapHaTHBTUITIHIH KeHEroi, Bepauop
MEH MpPO3abIK MOI3USHBIH KOJNAAHBUTYbI, MYHKTyalusi MEH rpaduKaiblK MICMIiMICPIiH IMOIMOHAIIbI-
CEMaHTHKAIBIK peNiHiH apTybl T.0. Kasipri akblHIap NIBIFapMaNIbUIBIFBIHAAFEI CHMBOIIBIK, apXCTHIITIK
KOHE MHU(OMOITHKAIBIK KYPBUIBIMIAAP/BIH KaHAIla WHTEpIpeTalMsUIaHyblHA epeKIle Ha3ap aylapbUiajibl.
Makarnasia mbIFapMaIibUIBIK 13CHICTEPIHIE MOICPHICTIK alIIbIKTap aiiKbiH KopiHic TamkaH [. Canpikoai, E.
HNyticen, b. benenxan, ¥. 3aprikkan, ®.Tenraii xoHe T.0. aKbIHIAP/IBIH 6JICHACPI Tal1ay HICAHBIHA aJTBIHATBI.
ABTOP/IBIH 1LIKi QIIEMiHIH TepeH KaTrnapiapbIHbIH KepiHic Ta0ybl, yaKbIT IEH KEHIiCTIKTIH CyObEeKTHUBTI CHIIATTa
KaOBUIIaHybI Ka3ipTi Ka3ak MOd3UsAChIHA TOH CUIIATTap PETiHIe 3eplelieHeni. Makaa Ka3ipri Ka3ak Mo33HusChIH
opi QNEeMIIIK MOJIEPHHUCTIK YPIICTEPMEH, dpi YWITTHIK JTOCTYPMEH YHICC KYpIeli KOpKeMIiK KEHICTIK peTiHae
KapacTeIpyFa MYMKIiHIIK Oepeni.
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TPAHC®OPMAILIUA MOJEPHUCTCKOM MO3TUKH
B KA3AXCKOM ITO23UHU NEPUOJA HE3ABUCUMOCTH

Annomayus. B cratbe KOMIUIGKCHO aHAJIM3UPYeTCsl OOHOBJIEHHE Ka3aXxCKOM MO33MH  IepHoaa
HE3aBUCHMOCTH B pyclie MOICPHHCTCKOH 3CTeTHKH. Llenb mccnmenoBaHWs — BBISIBUTH TpaHc(opMamuio
MO3THYECKOI cUCTeMBI, (POpMHUPOBaHHE HOBBIX XyHIOXKECTBEHHBIX MOJIENICH, OPHEHTHPOBAHHBIX Ha IIIyOOKOe
TICHXOJIOTHYECKOE ¥ BHYTPEHHEE CAMOBBIPAKCHUE JIMYHOCTH, a TAKXKe MPOCIICANTH B3aNMOJICHCTBUE TPATHUIIHN
W HOBaTOpPCTBA B COBPEMEHHOH IJMpHUKE. ABTOPBHI PAaCCMATPHBAIOT KIFOUEBBIC TPH3HAKA MOJACPHUCTCKON
MOATHKH: YCUICHHE PUTMHUKO-CHHTAKCHYECKOH CBOOOIbI, PACIIMPEHIE BApHATUBHOCTH CTUXOTBOPHBIX (hopM,
IIMPOKOE MCIIOIB30BAaHHE BEpIHOpa M MPO3andecKol MOI3MH, BO3PACTAaHHE IMOIMOHAIBFHO-CEMAaHTHUECKON
ponu MyHKTyanuu u rpadudeckux pemeHnid. Ocoboe BHUMaHHE yaenseTcs oOHOBIEHHON WHTEPIpETAIHH
CHUMBOJIMYECKHUX, apXCTHUIUYSCKUX U MH(OIMOITHYECKHX CTPYKTYp B TBOPUYECTBE COBPEMEHHBIX MOITOB. B
KauecTBe MPUMEPOB aHaNM3upyrorcs npousBenenus [.CanpikOas, E.[lroilicena, b.benenxana, Y.3apbikkana,
@.Toxras 1 APYTUX aBTOPOB, B TBOPUECKHUX IMMOMCKAX KOTOPBIX SPKO MPOSIBISIFOTCS MOJCPHUCTCKUE CTPATETHH.
VYeunenue CyOBEKTHBHOIO ToJIOCAa IO3TA, AKIEHT HAa BHYTPEHHEM IIOTOKE CO3HAHUS, HK3UCTCHLIMAIbHBIC
TIepEeIKUBAHNS, CYObEKTHBHOE BOCIPUSTHE BPEMEHHU U IPOCTPAHCTBA PACCMATPUBAIOTCS KaK XapaKTepHBIE
YepThl COBPEMEHHOM Ka3aXCKOW MOR3MH. Tarke MPOCIEKUBACTCS TEHICHIHUS K CHMBOIHM3AIUU OBITOBOM
JeTajy, MEPEOCMBICICHUIO HAIMOHAIBHOW OOpPa3sHOCTH M PACIIMPCHHUIO CEMaHTHYECKHX BO3MOXHOCTEH
TPAJMIIHOHHBIX MOATUYECKHX MOTHBOB. B cTarbe MOAUEPKMBAETCS OB MOJIEPHHUCTCKUX ACTETHUECKHX
TEHIICHIIMH B YCHJICHHH BBIPA3UTEIBHOTO TOTEHIMAIa Ka3aXCKOTO XyJIOXKCCTBEHHOTO CIIOBA W Pa3BUTHU
HAIMOHAJBHON MOATHYECKON mapaaurMel. [IpeacraBieHHbIE pe3ysbTaThl MO3BOJISIOT PACCMAaTPUBAThH MOI3UIO
TIepHo/ia HE3aBUCHMOCTH KaK CII0XKHOE ¥ MHOTOCIIOWHOE XyI0XKECTBEHHOE IPOCTPAHCTBO, CO3BYYHOE MUPOBBIM
MOJICPHUCTCKHIM IPOLIECCaM U OTHOBPEMEHHO OOHOBIISIONICE HATMOHAIBHYIO TUTEPATYPHYIO TPAJULHIO.

bnazooapnocmu: Viccnenosanue BHIIONHEHO IPH prHAHCOBOH noanepsxkke Komurera Haykn MuHucTepcTBa
HayKd M BbIciIero obpaszoBanmsi PecnyOmmku Kasaxcran B pamkax mpoekra «Lludpoas tpancdopmarms
9KOCHUCTEMBI JINTEPATYPOBEACHUS, (DOTBKIOPHCTUKH U HCKyCcCTBOBeeHH Ka3zaxcTaHa: MEKIUCIUILTHHAPHBIC
uccinenopanus» (BR27101897).
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1. Introduction

Research concerning the theory and history of modernism in literature has only begun to
emerge within domestic literary studies over the past quarter-century. Specifically, scholars
such as B. Maitanov (Maitanov, 2011), T. Yesembekov (Yesembekov, 2013), B. Kanarbayeva
(Kanarbayeva, 2010), Zh. Zharylgapov (Zharylgapov, 2015), and A. Ismakova (Ismakova,
1998) have evaluated this issue from various perspectives and formulated significant
scientific conclusions. However, with the exception of B. Maitanov, these scholars focused
their research primarily on 20th-century Kazakh literature, analyzing modernist motifs
within the works of major writers. For instance, Zh. Zharylgapov notes that the crisis of
socialist realism principles during the 1970s and 1980s generated a demand for the re-
evaluation of spiritual values, which in turn fostered a distinct aesthetic environment that
he conventionally terms the “aesthetics of post-socialist realism” (Zharylgapov, 2009: 363).
He states: ”Previously, tendencies such as the depiction of social ideals, socio-political
backgrounds, and behaviors deemed characteristic of the Soviet individual were dominant.
Now, however, new concepts have been developed that view the individual as a spiritual
phenomenon and explore their relationship with existence. Modernism, which introduced a
distinct system of representation and a new artistic perception, established itself as a result
of these efforts to understand the human personality in a new light” (Zharylgapov, 2009:
363).

These endeavors have intensified even further over the last thirty years. Since
Kazakhstan gained its independence, unique paradigms have emerged in Kazakh literature
that diverge from previous artistic trends. Kazakh literature of the 21st century, in particular,
is distinguished by its pluralistic nature and multifaceted character.

In this context, the insights and conclusions of the scholar B. Maitanov, who conducted
specialized research focusing on modernist features in 21st-century Kazakh literature, are
of significant importance. In his well-known study titled “Modernist and Postmodernist
Development Trends in 21st-Century Poetry,” Maitanov identifies modernist elements
in the works of such poets as A. Kairan, Z. Yelgondina, Ye. Raushanov, G. Salykbay,
A. Smaiylov, T. Yeshenuly, M. Raiymbekuly, and others, providing a scholarly analysis of
their content and formal nature (Maitanov, 2011). This work by B. Maitanov paves the way
for a deeper understanding of the direction and trends of Kazakh literature during the period
of independence. This is because the author analyzes the characteristics of modernist and
postmodernist movements based on the prevailing motifs in contemporary Kazakh poetry
(Maitanov, 2011).

Kazakh poetry of the independence period is a multifaceted, multi-layered phenomenon
that is highly receptive to diverse creative explorations. During this era, socio-aesthetic
paradigms shifted, and the content of literature underwent a renewal, leading to a
corresponding transformation in form. Although contemporary literature is developing
within a pluralistic framework, one fact remains clear: the predominance of modernist
literature, which focuses on the inner world of the individual, over realistic literature,
which historically emphasized the external environment. Verse critics confirm that “modern
poetry exhibits a deeper immersion into the human soul, prioritizing subtle details over
grand ones, and bestowing profound significance upon mundane aspects of daily life that
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ordinary people often overlook” (Modification in Contemporary Poetry: Style, Rhythm,
Form, 2024: 60). This suggests that traditional poetry, intended for a general audience and
based on oral-aural reception, is being superseded by poems written for a singular reader
and designed for visual-textual consumption.

Indeed, modernist poetry demands significant preparation from the reader. Modernist
poets typically expose the lyrical hero’s inner world, utilizing unconventional linguistic
structures, symbols, and archetypes to convey their ambiguous reality, loneliness, and
existential outcry; they frequently abandon strict chronological order, transforming the
human psyche into the primary spatial dimension. These shifts are evident not only
in the thematic and ideological nature of contemporary verse but also in its rhythmic-
intonational system. Essentially, the artistic explorations in modern Kazakh literature are
led by poets striving to master the possibilities of modernist poetics. For instance, poets
such as Ye. Raushanov, U. Yesdaulet, S. Rakhmetuly, T. Abdikakimuly, S. Aksunkaruly,
B. Koshym-Nogay, N. Maukenuly, S. Nurzhan, G. Salykbay, M. Raiymbekuly,
A. Balkybek, B. Bedelkhan, T. Yeshen, D. Berikqazyuly, T. Tolkynkyzy, A. Nurgazy,
A. Temirbay, Y. Dabey, A. Elgezek, Ye. Zhunis, B. Karagyzyuly, T. Tanzharyk, and others
have enriched Kazakh poetry in terms of both content and form, introducing a fresh
breath and unique structures through their modernist motifs. These authors have engaged
in various compositional, linguistic, and stylistic experiments, thereby seeking to reveal
the nature of socio-political contradictions and historical turning points, focusing on their
impact on human existence.

Furthermore, features characteristic of modernist poetics are also found in the works
of younger poets such as U. Zarykkan, F. Toltay, Ye. Duysen, B. Maitay, B. Sarsenhan, M.
Asan, A. Kuanyshuly, Kh. Esaman, Sh. Talap, Zh. Baibulanova, R. Aspankyzy, and others.
Since the works of the older generation among these poets have already been discussed
and evaluated at various levels, we have focused more on the verses of the younger poets,
whose work has yet to receive proper critical appraisal.

2. Materials and Methods

2.1 Research methods

In accordance with the study’s goals and objectives, a comprehensive set of research
methods was employed. Specifically, the work utilizes poetic analysis, conceptual
analysis, and systemic-structural analysis. Poetic analysis was directed toward identifying
the transformation of verse forms, the intonational structure of texts written in non-
traditional rhythmic systems, and the semantic weight of punctuation marks. Conceptual
analysis enabled the examination of the subjective nature of time and space categories
in independence-era poetry, as well as the modern interpretation of symbolic, archetypal,
and mythopoetic structures. Finally, systemic-structural analysis served as the basis for
considering modernist motifs as a cohesive artistic system based on the interrelation of
poetic elements.

2.2 Research materials

In this article, modernist features in contemporary Kazakh poetry are the primary
object of analysis, and their specific characteristics are scientifically examined. The study
identifies the thematic, formal, and stylistic nature of modernist poetry, which is developing
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through the transformation of traditional verse meters and on the basis of non-traditional
rhythmic measures. Specifically, the poems of such authors as G. Salykbay, B. Bedelkhan,
Ye. Zhunis, B. Karagyzyuly, T. Tanzharyk, U. Zarykkan, F. Toltay, and Ye. Duysen served
as the basis for the analysis of poetic texts. Based on the creative works of these poets, the
trajectory of contemporary Kazakh modernist poetry is assessed.

It is well known that the poetics of modernism have been studied to some extent by
domestic literary scholars. The works of researchers such as T.Yesembekov, B.Maitanov,
A.Ismakova, B.Kanarbayeva, Zh. Zharylgapov, A. Ishanova, and G. Saulembek provide
the necessary scientific and theoretical foundation for conducting research in this direction.
Although the works of these scholars may not be directly focused on the scientific
differentiation of modernist features in contemporary Kazakh poetry, they constitute the
theoretical and methodological base of our research article, providing a framework for
recognizing and analyzing the nature of modernist motifs in today’s poetry.

3. Discussion

Modernist features in contemporary Kazakh poetry are developing along two distinct
trajectories. The first involves the transformation of traditional poetic meters and patterns,
while the second is associated with the development of non-traditional rhythmic structures.
Both trajectories minimize the role of the external dimensions of the poem, relying more
heavily on internal patterns such as rhythm, intonation, emphasis, pauses, repetition,
melody, and wordplay.

We observe that, structurally, Kazakh modernist poetry has not entirely abandoned
traditional meters but has instead evolved by diversifying them. When discussing the first
trajectory, we focus on the creative work of poets who have generated a fresh style and
innovative technique by exhaustively utilizing and extensively transforming traditional
metrical patterns. Poets in this direction have created novel measures ranging from single-
syllable structures to 26-syllable verse meters; by subdividing 7-8 syllable, 11-syllable,
and other traditional meters into multiple lines, they have placed logical and emotional
emphasis on each word, thereby creating a new intonational voice, melodic tone, and
rhythmic system. By interconnecting various poetic meters, they have introduced a unique
aesthetic pattern to the verse. Thus, the distinctive patterns initiated by poets such as Saken
and Magzhan, and further refined by Kasym, Syrbay, and Zhumeken, have become the
artistic mold of Kazakh modernist poetry.

Of course, it would be reductive to seek modernist hallmarks solely within the poem’s
structure. However, one must keep in mind that experiments in poetic form are an
inseparable part of modernist poetry and, most importantly, they play an exceptionally
vital role in revealing the inner world of the lyrical hero. For instance, let us examine the
following stanza:

Kesh.

Duniye — bos...

Zhyp-zhyly zhuregimdi muzga tastadyn

Zhane gashpadyn.

Osh.

Qosh! (Salykbay, 2012: 58).
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(Translation: Evening. The world is empty... You threw my warm heart onto the ice and
did not flee. Extinguish. Farewell!)

The rhyme scheme and rhythmic-intonational system of this stanza by G.Salykbay
do not conform to traditional poetic meters: the a-b-b-a pattern is not characteristic of
authentic Kazakh rhyme types. Furthermore, the phenomenon of presenting a single line
as an independent rhythmic structure is rarely encountered in our traditional poetry. The
author does not limit herself to the technique of constructing a line with a single word; she
also effectively utilizes punctuation marks to enhance the emotional and expressive weight
of the lines. The pause following each line differs fundamentally from the pauses found in
traditional meters, representing a significantly longer duration.

This is achieved, firstly, through the poet’s technique of fragmenting the lines, and
secondly, by extending the silence through the use of dashes, periods, ellipses, and
exclamation marks. These punctuation tools precisely convey the emotional state of the
lyrical hero, her outlook on life, her hopes and regrets-essentially, the helpless condition
of the individual. This, in itself, serves as an indicator that contemporary poetry, unlike
traditional literature, focuses not on collective issues, but on the concerns of the individual.

With the advancement of modernist poetry, the role of punctuation in Kazakh verse has
significantly intensified. Poets have introduced the phenomenon of “silence” into the art of
poetry. By presenting the flow of thoughts in a fragmented manner, they have expanded the
logical, emotional, and expressive field of the poem. With the advent of modernist poetry,
the functional burden of punctuation marks-such as commas, periods, ellipses, semicolons,
en-dashes, parentheses, hyphens, and em-dashes-has become far weightier than before.

While in traditional poetry these marks primarily served to organize the logical structure
of poetic lines, in modernist poetry, the artistic function of punctuation is no less significant
than that of ornate or figurative language. In fact, the role of punctuation often proves to
be much more potent than that of morphological and syntactic structures. This is because
a single punctuation mark can perform the function of conveying a person’s emotional
state, aspirations, longings, wanderings, anxieties, and grief-the countless intricacies of the
human soul-that several sentences might fail to express. This signifies that contemporary
poetry relies not on objective reality, but on subjective reality, aiming to reveal the subtle
nuances of the human spirit. The technique of enhancing the impact of thoughts and feelings
through punctuation has been frequently employed in independence-era Kazakh poetry by
such poets as Ye.Raushanov, T.Abdikakimuly, S.Aksunkaruly, G.Salykbay, and others.

In such a state, a positive outlook is unlikely. It is true that in the poetry of the
independence era, melancholy has come to the fore, leading to occasional questions as
to why poets have become so immersed in sadness during times of peace. When the
seemingly eternal Soviet system vanished,ideals collapsed, and nothing remained stable-
leaving chaos as the only dominant force-it became a natural phenomenon for the motif of
“twilight” (beiuak) to emerge. The multiplication of characters who have lost their “North
Star”, who lack self-confidence, and who feel alienated from both themselves and society
is an inevitable consequence. Such poetic models are also frequently found in the work
of B. Bedelkhanuly. For instance, in his poem titled “Tusimde” (In My Dream), the poet
skillfully employs modernist hallmarks:
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Tusimde,

Kulli kursinisterdin ishinde,

Qusnikhat zhazyp qulazyp otyr ekenmin.
Qusaga kupti pishinde.

Tusimde,

Meyli, sen tusin, tusinbe,
Tas-qudaylarga tabynyp myna pendeler
Aynalyp zhatyr musinge.

Tusimde,

Tas-qalalardyn ishinde,

Bir uyys topyraq taba almay zhurmin sandalyp,
Aua da su da u da zhoq urttap ishuge.

Tusimde,

Sanamnyn amiri zhurmeytin alem ishinde,

Zar-munymdy aytyp, zau kokke samgap ketippin

Tanirim, zherge tusirme! (Bedelkhan, 2012: 150).

(Translation: In my dream, Amidst all the sighs, I was sitting desolately, writing a fine
manuscript, In a form swollen with grief. In my dream, Whether you understand or not,
These mortals, worshiping stone-gods, Are turning into statues. In my dream, Inside the
stone-cities, [ am wandering, unable to find even a handful of earth; There is no air, no water,
not even poison to sip. In my dream, In a world where the command of my consciousness
does not rule, I have soared into the high heavens, voicing my sorrow; My Lord, do not let
me fall back to earth!)

The poem, written in a 13-syllable meter with a 3-10-13-8 rhythmic system, contains
numerous features characteristic of modernist poetics. For instance, the phrase “in my
dream” (tusimde) is repeated at the beginning of each stanza. In this context, the phrase
does not merely perform a nominative function; it serves as the ideological pillar of
the poem, carrying profound semantic, emotional, and expressive weight. Through the
technique of anaphora, the poet strengthens the role of the artistic space and creates multi-
layered semantic emphasis, investing this word with a rhythm-generating quality. By
starting the first line of each stanza with “in my dream,” the poet deliberately directs the
reader’s attention to phenomena residing within the subconscious realm. The lyrical hero,
who exists “amidst all the sighs in a form swollen with grief,” wanders through a stone
city unable to find air or water — the fundamental requirements for survival. This image is
a quintessential hallmark of modernist literature.

Typically, in modernist poetry, thoughts and ideas are concealed beneath linguistic
structures laden with symbolic meaning. In such contexts, language serves as the key to
the treasures of the subconscious realm. Several symbolic words and phrases appear in the
aforementioned poem: stone-gods, stone-city, statue, a handful of earth, the sky, and others.
For instance, ”stone-gods” is a symbol reflecting the spiritual crisis permeating society.
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Society has forgotten its true God and followed false idols. Just as Friedrich Nietzsche’s
famous proclamation “God is dead!” in the West signified the erosion of moral foundations
and the total collapse of traditional value systems, Bedelkhan’s “stone-gods” is a corollary
concept, illustrating the wavering moral foundations of Kazakh society. The poem suggests
that people have idolized things alien to national spirituality, thereby losing their own
human essence.

The symbol of the ”stone-city” reveals the poet’s internal outcry and dissatisfaction with
the current lifestyle of a nation beginning to drift away from its native culture. Humanity
has distanced itself from nature and embarked on a technocratic path. Stone is traditionally
a symbol of cruelty, hardness, ruthlessness, and coldness. The city where the poet resides
is a habitat of heartlessness, a space of doubt and suspicion. This symbol manifests motifs
of alienation, despair, and the search for the meaning of life. Furthermore, the symbols of
stone-gods and stone-cities can be perceived as reflections of an era where science and
technology have advanced rapidly, yet the individual has become a stranger to the very
society they created, living in a state of unhappiness.

“A handful of earth” is a symbol carrying immense philosophical weight. In literature,
it usually serves as a detail representing the value of one’s homeland. The tradition of
wearing a handful of earth from one’s native land as an amulet is common to Turkic
peoples. It is an undeniable truth that man is created from dust and shall eventually return to
it. Thus, a handful of earth is a sacred code connecting a person’s past and future, revealing
their profound mysteries. An individual severed from the earth is severed from their roots,
rendering their future bleak. The poem portrays a wretched soul who, despite being in his
homeland, cannot find even a handful of earth and lives in misery. Despite this, the poet
pleads with the Almighty not to let him fall back to Earth. For him, the Earth is an embrace
of unhappiness—an environment of stone-gods and stone-statues. Even in this state of
ambivalence, the poet does not hesitate to establish a dialogue with the Divine.

Men keshe,

Noserdin astynda qaludyn en uzdik ulgisin korsettim koktemge!

Men keshe,

Zhymiya qaradym otkenge, ketkenge.

Men keshe,

Noserdin astynda qaludyn en uzdik ulgisin korsettim zharyma!

Men keshe,

Suyem dep ayttym goy tagy da.

Noserdin astynda qaludyn en uzdik ulgisin korsettim barine,

Men keshe,

Bir zhasar ulymdy zhumsadym darige (Zhunis, 2022: 353).

(Translation: Yesterday, I showed the spring the best example of staying under a
downpour! Yesterday, I looked smilingly at the past, at what had gone. Yesterday, I showed
my beloved the best example of staying under a downpour! Yesterday, I said “I love you”
once again. | showed everyone the best example of staying under a downpour, Yesterday, 1
sent my one-year-old son for medicine.)

This is E. Zhunis’s poem titled “Men keshe” (“Yesterday”). By fragmenting a
single semantic unit into two rhythmic structures and three lines, this verse serves as
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an outstanding example of diversifying the classical-traditional poetic system to create
modernist hallmarks. This poem can be regarded as a unique contemporary evolution of the
free verse (vers libre) often employed by such poets as Zh. Nazhimedenov, T. Aibergenov,
F. Ongarsynova, and M. Shakhanov. The rhyme scheme, following a 3-21-3-12-3-21-3-9-
21-3-12 pattern, also diverges from traditional Kazakh rhyming systems.

In this poem, the repetition of phrases is not limited to carrying an ideological and
thematic burden; it simultaneously functions as a rhythm-generating poetic element. The
repetitions of “Men keshe” and “I showed the best example of staying under a downpour”
internally prepare the reader for the poem’s final conclusion. There is no lofty tone or
heroic pathos in the poem. Instead, the poet transforms mundane household details into
moments of great joy and notable achievement: looking back at the past with a smile,
expressing feelings to his beloved, and describing the milestone of his young son being
old enough to be sent on an errand with emotional depth. From this, one can observe how
modernist poetry has replaced the ornate figurative phrases and “beautiful imagery” of
traditional poetry with domestic, everyday details.

The technique of enhancing emotional coloring by fragmenting poetic meters into two
or more lines, and creating a rhythmic-intonational style by interconnecting long and short
measures, has become a firmly established tradition in contemporary Kazakh poetry. Such
poems, characterized by their broad resonance and complex rhythms, have also imposed
a significant responsibility on the reader. This is because each structural unit of the poem
carries logical, emotional, and expressive significance, concealing historical-cultural codes
within. These verses, aimed at deep perception and diverse interpretation, demonstrate the
potential of modernist poetics.

Furthermore, there is a growing number of poets within the modernist movement who
are moving away from the traditional poetic paradigm that relies on rhyme and rhythmic
systems, consciously rejecting rhyme and metrical patterns in favor of the supremacy of
thought and feeling. Today, free verse — which abandons traditional meters and remains
unrhymed, unmeasured, and as close as possible to the manner of colloquial speech — has
already evolved into a distinct branch of Kazakh poetry. Verses written in non-traditional
rhythmic systems, such as blank verse (aq olen), free verse (verlibir), and prose poetry,
stand at the forefront of experimental poetry.

Academician Z.Akhmetov, commenting on the free verse that brought a fresh breath
to Kazakh poetry starting in the 1960s and 70s, noted its immense potential and predicted
its wide expansion in the future of Kazakh literature (Akhmetov, 1973: 193). The
academician’s prediction has proven true; particularly in the last quarter-century, diverse
models of free verse have emerged from the pens of contemporary poets. Armed with the
advanced traditions of both the East and the West, young poets have entered literature with
anew vitality and engaged in bold experiments. In such poems, both rhyme and meter lose
their dominant roles, and the freedom of thought and emotion prevails. Noting the nature of
the heavy melancholy and profound mystery in the creative work of modern young poets,
G. Orda stated: “While most poets typically focus on love lyrics in their youth, the poets of
the Independence era stand out for their depth of thought and vigilance” (Orda, 2024: 123).
In our view, the characteristics mentioned by the scholar indicate that the artistic paradigm
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of contemporary Kazakh poetry has shifted, and modernist hallmarks have multiplied. For
instance, let us cite an excerpt from a poem by U.Zarygkan:

Manayym menireu,

Quz zhartas,

Tuksigen, tunergen qabagy,

Zhutyp bir alarday tungiyuq zhanary.

Kutedi meni eski surleuler...

Sungiymin tumanga,

Sungiymin zholdarga zharaly.

Bir biyik ademi alemdi ansaymyn,

Zhanymnyn shynyna dauysy zhetetin.

Olimdi konildi qarsy alyp,

Omirden oksimey otetin.

Zhylatyp songen kun shapagyn,

Balkim, bul oralmas saparym... (Zaryqqan, 2013: 108).

(Translation: My surroundings are mute, A steep cliff, its brows knitted and gloomy, Its
abyssal gaze as if to swallow me whole. Old trails await me... I dive into the fog, I dive into
the wounded roads. I long for a high, beautiful world, whose voice reaches the peak of my
soul. To welcome death cheerfully, To pass through life without sobbing. Making the rays
of the setting sun weep, Perhaps, this is my journey of no return...)

The structure of the poem is complex: it can be described as a form of blank verse
(aq olen) arising from the interconnection of 6, 9, 10, and 12-syllable meters, where
consistency in the thyme system is not maintained, yet an internal rhythmic-intonational
system exists. The lyrical hero is ensnared in solitude; symbolic images such as steep cliffs,
mute surroundings, old trails, and fog serve to represent human isolation. The poet employs
a technique of revealing a person’s inner essence and psychological state through images
of external existence. That is, natural phenomena function as a mirror of the individual’s
internal condition. From this, one can perceive the disconnect between the lyrical hero and
the surrounding reality.

Characters who contemplate life and death are typically found in existential poetry. In
this poem, the lyrical hero also reflects on life and death. This reflection is not limited to
thought; for the poet, the only way to pass through life without sobbing and to welcome
death cheerfully is to strive toward an unknown height — to reach for an absolute ideal.
Nevertheless, the final line of the stanza suggests that all of this remains in a realm of
uncertainty. Thus, the author delves into the depths of life’s issues, striving to reveal
the profound nature of the human personality. F.Toltay asserts that the development of
existential motifs in Kazakh literature stems from the post-colonial society’s quest for self-
identification, the endeavor to heal from historical traumas, and the profound exploration
of both freedom and helplessness (Toltay, 2025: 212).

Perhaps due to this focus on content, the poem’s external form does not resemble the
balanced, traditional verses. Modernist poets often argue that the possibilities of traditional
structural meters are limited and resort to free verse to delve into the depths of thought and
feeling. They oppose confining a poem to a specific mold, considering it a phenomenon
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contrary to the very nature of poetry. In this poem by U. Zarygkan, the rhyme system and
metrical patterns are pushed to the background, while the depth of thought and feeling
comes to the fore. Through this, the author seeks answers to life’s profound philosophical
questions, revealing the alienated nature of man, the lonely individual, and the multi-
layered psychological nuances in parallel with nature.

Academician Z. Kabdolov stated that “the issue of syllables is the primary concern in
evaluating the structure of Kazakh verse” (Kabdolov, 2013: 263). However, the scholar
was referring to the fact that Kazakh poetry belongs to the syllabic verse system rather
than the tonic one. We believe that in evaluating the structure of contemporary free verse,
the primary concern is not the syllable, but the internal rhythmic system. That is, although
the syllable has traditionally been the backbone of Kazakh verse, in modernist poetry,
syllabic meters have been superseded by the poem’s internal rhythmic-intonational system.
This becomes even more relevant when discussing vers libre, which fundamentally rejects
metrical patterns and remains as close as possible to the manner of colloquial speech.

This is because “it is difficult to precisely identify the rhythm of free verse. The rhythm-
generating elements here are the fragmentation of sentences into poetic lines and the inter-
linear pauses that separate them. In essence, at its core lies a unified syntactic unit where
each poetic line is articulated as a free-verse phrase. Therefore, it is only through intonation
that we can discern the poem’s unique rhythm and feel it with our very souls” (Ozhaiuly,
2024). For example, Ye.Duisen’s poem titled “Uyqysyrau” (Sleep-talking) is considered a
model of the vers libre genre in contemporary Kazakh poetry:

Ali esimde...

Zhel uyirgen qoqys ishinen ushgan targyl shuberek

Auyl ustin aynalyp zhurip keteui ketken eski baganaga ilindi.

Sodan bastap targyl tus — uranga aynaldy,

Targyl shuberek — zhalauga aynaldy.

Eskilik — beriktik manine auysty,

Bagana qasietti agashqa aynaldy.

Men de bari sekildi bugan qulay sendim.

Biyiktikti — batpyrauygym zhetken zhermen,

Terendikti qudyq tubine laqtyrylgan taspen olshedim.

Qudiret turaly ashyq aytudan qoryqtym,

Keyin, ashyq aytpaudyn qudiret ekenin tusindim.

Zhylap aqgan qannyn ozinen

Ogan tan urendi izdedim.

Keyin, Qudaydy qargagan sheshem dauysynan selk etip oyandym...

Zhoq, bul menin tusim eken deymin.

Tereze tubinde azan dauysy uyip tur,
Iya, albette!
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Estimek ushin tereze ashuga umtylamyn,
Saytan algyr!
Ylgyi da Qudaysyz kitaptarga surinip ketemin!

Zhoq, bul menin tusim emes deymin... (Duisen, 2021: 31).

(Translation: I still remember... A striped rag flying from the trash swirled by the wind,
hovered over the village and got caught on a worn-out old pole. From then on, the striped
color became a slogan, the striped rag became a flag. Antiquity shifted into the meaning of
strength, the pole turned into a sacred tree. I, like everyone else, believed in this completely.
I measured height by where my kite reached, and depth by a stone thrown to the bottom
of a well. I was afraid to speak openly about the Divine; later, I realized that not speaking
openly is a power in itself. I looked for His hue even in the blood that flowed like tears.
Then, I woke up with a start from my mother’s voice cursing God... No, I say, this is my
dream. Near the window, the sound of the Adhan hangs heavy, Yes, of course! I strive to
open the window to hear it, Damn it! I always trip over godless books! No, I say, this is not
my dream...)

The structure of the poem is highly complex. Typically, structural complexity in verse
stems from the complexity of its content. From modernist poems, we clearly perceive that
there is no phenomenon more profound or complex than the human soul. In this particular
poem, external structural units such as stanzas, lines, and rhymes appear to be employed
almost conventionally. That is, their function is not as dominant as in traditional poetry. The
rhythm-generating quality of the lines is nearly non-existent; instead, they serve merely to
direct the flow of thought and intonation within the poem. Nevertheless, significant weight
is placed on the isolated, independent lines. Lines such as “I believed in this completely,”
“No, I say, this is my dream,” and “No, I say, this is not my dream...” provide the semantic
finale to the preceding stanzas and encapsulate the internal intonational system.

The rhythmic-intonational system of the poem is very close to the manner of colloquial
speech. If we were to write the syntactic patterns of the first stanza as prose, the poem
would lose its essential poetic quality: “A striped rag flying from the trash swirled by
the wind, hovered over the village and got caught on a worn-out old pole.” However, the
lineation and the pauses here add a specific poetic significance. The author begins the
initial lines with a calm intonation and gradually intensifies the poem’s intonational palette.
Thus, compared to the first stanza, the second is more emphatic, and the third is even more
exclamatory, stressed, and powerful.

Following the aforementioned syntactic structures, the poem’s intonation shifts abruptly.
Antiquity shifts into the meaning of strength, the striped color becomes a slogan, the striped
rag becomes a flag, and the pole turns into a sacred tree. The word “turned” (aynaldy)
is repeated several times, enhancing the rhythmic-intonational richness of the poem and
strengthening its semantic nuances. The intonational system of the final stanza is particularly
distinct. Exclamatory sentences such as “Yes, of course!” and “Damn it!” accelerate the
rhythm, bringing the poem to an emotional and expressive climax. We consider this to be
the author’s poetic tactic. In this way, the author aims to increase the weight of the poem’s
core idea and draw the reader’s focused attention to it.
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In the poem, there is an impression that the past and the present have intertwined.
In the category of space, it is equally difficult to maintain a sense of concrete reality.
The poet aims to convey the work’s core idea within the realm of phenomena existing
between wakefulness and dreams. In this regard, the opinion of verse scholar A. Usenova
concerning vers libre is apt: “You cannot confine these poems within a specific space or
time: their movement is a thousandfold labyrinth, their content lacks a defined field, and
in some places, they even resemble an incomprehensible scribble. Although the poems are
written in Kazakh, language proficiency alone is insufficient to understand themb — it is
crucial to find the system behind the interconnected, unexpected thoughts and grasp the
significance of the imagery” (Usenova, 2021). In the aforementioned poem, the system
of time and space is woven together with the lyrical hero’s internal monologue. Through
this, the poet conveys his perspectives and stances toward the past within the framework of
internal rhythm and the stream of consciousness.

Writer D. Amantai, speaking of Ye.Duisen’s creative work, states: “His texts are not
open; they are closed. What he has to say lies in the subtext. He conveys it through allusion,”
and notes that the poem titled “Uyqysyrau” refers to Soviet ideology (Amantai, 2021: 6).
If we provide a politico-ideological interpretation of the poem, we can draw conclusions
not only about an individual but also about significant periods in the history of an entire
nation. One can understand how the Soviet system led the people away from their spiritual
direction (qibla), making them believe fervently in its false values; thus, even if today’s
generation wishes to return to its roots, it suffers, unable to escape the entanglements of a
slave mentality. Of course, while every work of art is understood by the reader-recipient at
their own level, one must keep in mind that modernist works have thick semantic layers,
and each reader unravels these knots in their own way. Typically, the final point of such
works is placed within the reader’s own mind.

The poem contains symbols such as the adhan, the book, the pole, the rag, the wind,
and blood, each carrying a heavy semantic burden. A legitimate question arises: why does
a striped color turn into a slogan, a striped rag from the trash into a flag, and a worn-out old
pole into a sacred tree? In our view, the poet is not only depicting the injustices of the Soviet
system here but also providing a picture of the current era. The author uses such symbols to
depict a period where the value system has collapsed, where the base has become the noble,
and the discarded has become the coveted. False beliefs have been imposed on the people,
and the public is still not fully aware of their falsehood. As the lyrical hero perceives the
truth and strives toward his genuine heights, he repeatedly trips over “godless books.”
This implies that the surrounding reality is full of false and cheap values, all of which are
hostile to the Divine. The meaning of the final stanza is profound. At this point, not only
the rhythmic-intonational system but also the semantic-logical system reaches its zenith,
and the conflict of values becomes clearly visible. The poem’s idea unfolds within the
framework of the clash between false values (the rag, the pole) and true values (the adhan,
the Divine). This resonates with the propositions of Peter Nicholls, who argues that in
modernist poetics, thythm and form are no longer external ‘containers’ for thought; instead,
they become the primary agents of meaning-making that reflect the fragmented and non-
linear nature of modern consciousness (Nicholls, 1995)
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4. Results

Poems in the genre of vers libre are found in the creative works of contemporary Kazakh
poets such as T.Abdiakimuly, A.Nurgazy, T.Tanzharyq, B.Qaragyzyuly, U.Zaryqkan,
F.Toltay, Ye.Duisen, and others. Nevertheless, the Kazakh reader still views poems in this
genre with a degree of hesitation. In our opinion, this may be due to the fact that the vers
libre genre does not align with traditional conceptions of poetry, owing to its philosophical
depth and its proposal of a new paradigm for poetry in general. This, in itself, demonstrates
that contemporary Kazakh poetry is developing primarily through the transformation of
traditional rhythmic-intonational systems.

Modernist features in Kazakh poetry have manifested through several key traits:
whereas traditional literature aimed to depict objective reality, modernist poems prioritize
the representation of an individual’s subjective reality. The internal world of the individual,
psychological nuances, spiritual crises, and existential anxieties have become the primary
objects of artistic focus. Symbols, archetypes, cultural codes, and intertextual motifs have
replaced traditional plots and narrative systems. Time within these works departs from
chronological and logical structures; categories of tense are intertwined and presented
non-linearly. Instead of a person’s external environment, their consciousness and inner
world are typically utilized as the artistic space. Structurally, modernist elements in Kazakh
poetry developed in two directions: through the transformation of traditional metrics and
through non-traditional rhythmic systems. The role of internal rhythm and intonation has
strengthened in verse construction. The semantic, emotional, and expressive functions
of internal rhythm, pauses, intonation, and punctuation have replaced traditional syllabic
meters and rhyme systems. Thus, complexity in form is nourished by complexity in
content, creating a mutual interconnectedness. Such artistic techniques have deepened the
semantic layers of literary texts, placing greater responsibility on the reader and bestowing
a philosophical-intellectual depth upon poetry.

5. Conclusion

In conclusion, modernist poetics have expanded significantly in contemporary
Kazakh poetry, paving the way for the emergence of poems with new characteristics
and distinctive patterns. During the period of Independence, Kazakh society underwent
complex cultural, social, politico-economic changes, leading to a fundamental renewal of
national consciousness and aesthetic perception. This, in turn, catalyzed a shift in artistic
paradigms within literature. While contemporary Kazakh poetry is multifaceted, diverse,
and predominantly pluralistic in nature, there is a strong basis to assert that modernist
poetics lie at the forefront of various literary explorations. Modernism has enriched Kazakh
verse both in content and form, continuously opening new artistic horizons.

Artistic innovation, originating from the creative mastery of poets like Saken,
Magzhan, Qasym, Syrbai, and Zhumeken, found its continuation in the Independence-era
poetry of E. Raushanov, U. Yesdaulet, S. Rakhmetuly, T. Abdiakimuly, S. Aqsungqaruly,
B. Qoshym-Nogai, N. Maukenuly, S. Nurzhan, G. Salygbai, M. Rayymbekuly, A. Balqybek,
B. Bedelkhan, T. Yeshen, D. Berikqazhyuly, T. Tolqynqyzy, A. Nurgazy, A. Temirbai,
Y. Dabei, A. Yelgezek, Ye. Zhunis, B. Qaragyzyuly, T. Tanzharyq, and others. Furthermore,
modernist features are frequently encountered in the poems of young poets such as

166  M.O. 9ye3zos amuiHdarbl Ddebuem dxcaHe eHep UHCMumymaol "Kepyen" | Ne1, 90-mom, 2026



"Keruen" scientific journal Ne1, 90 vol, 2026 ISSN: 2078-8134 | elSSN: 2790-7066

U. Zaryqgkan, F. Toltay, Ye. Duisen, B. Sarsenkhan, M. Asan, A. Quanishuly, Kh. Yesaman,
Sh.Talap, Zh.Baibulanova, R.Aspankyzy, and others. These mentioned poets have brought
a unique pattern to Kazakh verse, revitalizing and transforming it in terms of both content
and form.

Modernist features in Kazakh poetry possess their own unique contextual and worldview
characteristics. While Western modernist literature typically depicts the loneliness and
alienation of characters severed from their religious-metaphysical foundations, characters
in Kazakh modernist works have generally not fully broken away from traditional religious-
spiritual values. On the contrary, modernist elements in Kazakh poetry have become a tool
for re-evaluating national spirituality and historical memory, and for revitalizing indigenous
metaphysical understandings and cultural codes. Thus, modernism in Kazakh poetry has
become a synthesis of national and global artistic traditions.

We do not claim to have covered all modernist features in contemporary Kazakh poetry
in our brief analysis. We have conducted a concise discussion and analysis focusing on the
most fundamental modernist characteristics.
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