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Abstract. Makhambet Utemisov's poems are indeed an essential part of the Golden Fund of
Kazakh literature. Renowned for their deep philosophical content, his works highlight the spirit of
nationalism and patriotism. His poetry reflects the themes of the Kazakh people's struggle for
freedom, heroism, and the pursuit of justice and honesty. Makhambet's ability to blend personal
experiences with national struggles makes his works timeless, deeply resonating with readers both
in Kazakhstan and beyond. Through his powerful language and imagery, he articulates the values of
resilience, courage, and moral integrity that continue to inspire generations. His poems serve not
only as literary masterpieces but also as a reminder of the historical and cultural context in which
they were written.

The artistic genre features of Makhambet Utemisov's poems lie in the deep content and
artistic mastery of his work. In his poetry, he skillfully depicts the needs, dreams, and desires of the
people, as well as themes of bravery, heroism, justice, and honesty. Makhambet's poems elevate the
national spirit and awaken patriotic feelings.

The artistic techniques and genre characteristics used in Makhambet's poetry reveal the
profound meaning embedded in his works. He employs a range of artistic devices, including
metaphor, epithet, hyperbole, and more. These techniques enhance the artistic value of his poems
and leave a lasting impact on the reader.

Keywords: Kazakh literature, antithesis, epithet, analogy, metaphor, synonym,
homonymous words, litota, substitution.

Introduction. The history of Makhambet studies, which today has become a key area of
research, is the history of scientific validation and the exploration of the identity of Makhambet’s
poetry. To understand the artistic world of Makhambet is to gain insight into the nature of Kazakh
poetry to a certain extent, while also appreciating Makhambet’s role as an Akyn (traditional Kazakh
poet-singer). This includes a review of 19th-century traditional poetry examples.

In this context, Kazakh literary studies enriched and substantiated the theory of Kazakh
poetry by analyzing Makhambet’s works in terms of genre, expressive methods, verbal expression,
verse structure, and poetic form. Khalel Dosmukhamedov was the first to evaluate Makhambet’s
poetry on artistic grounds. In the preface to the collection "Isatai — Makhambet," published in
Tashkent in 1925, which describes the history of the Isatai uprising, Makhambet’s ancestral
biography, and aspects of his character, H. Dosmukhameduly states: "Never before had a word been
spoken to a Khan among the Kazakhs like the words Makhambet said to Bayeke. Makhambet is a
comrade, a follower of Isatai

Materials and research methods

Mukhtar Auezov's research, which expanded the field of Makhambet studies from a
theoretical perspective, was the first to fully substantiate Makhambet's place in the history of
Kazakh literature and the significance of his poetry. This research was initially published in the
'History of Literature' (1927)."
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This was discussed in the chapters 'Historical Zhyrs' and 'Zar Zaman Akyny.' M. Auezov
highlighted Makhambet's place in the history of literature, describing him as '"Makhambet, the leader
of the last poets of the hard times after Bukhar' and stating that 'the second, active phase of the Zar
Zaman (Hard Times) era' occurred during Makhambet's time. These observations were made by M.
Auezov in the 1933 textbook «Kazakh Literature». For the first time, the artistic nature of
Makhambet's poetry was extensively analyzed on a theoretical basis, providing detailed insights
into the biography and creative legacy of Makhambet Utemisov. «Makhambet should be considered
one of the most powerful poets among both past and contemporary Kazakh poets. His words are not
only impactful but also rich in meaningy. [2, 57].

«Ereuil atqa er salmay like all of Makhambet's poems, is a poem that is performed orally,
intentionally delivered to the listener. Similarly, one stanza of the poem, which was swept away by
a single wind, is counted as a long sentence in terms of meaning. The conclusion of many
competing thoughts is encapsulated in the final question: "Can the deeds of heroes ever end?" Since
the poem is performed with improvised rhyme, its thyme sometimes fits perfectly, and at other
times, it may not.

M. Auezov, in his analysis of Makhambet’s poem, examines the characteristic features of
Kazakh oral songs. These theoretical insights by Auezov contributed to the development of the
theoretical history of Kazakh literature, and his work became a foundation for later researchers
studying the structure of Kazakh verse. Auezov skillfully conveys the poet’s emotional state in
Makhambet’s works, such as "Argymak Tugan Kazanat" and "Aitken to Baimagambet". He
recognizes and highlights Makhambet’s invincible spirit in these poems. "There is no beating of the
head that I lost, not going to shrink," Makhambet says, emphasizing his resilience despite external
appearances.

In these poems, Auezov perceives the essence of Makhambet’s poetic spirit, the hidden
depth of his poetic tribute, and the skillful methods he employs in crafting his works. He formulates
this as a whole idea: "By linking sequential images such as offspring, a fry, a needle, and similar
ones—either by contrast or by coordination—it ends with a straightforward and consistent tone of
rebellious attack." [3, 78]

It is impossible to consider Makhambet's Kazakh poetic sword only within the framework of
19th-century literature as a traditional, linear phenomenon, as such an approach would silence and
limit the richness of our literary heritage.

Research results

Based on the research findings, the lyrical poems of the poet Makhambet were taken as the
main focus. His poems stand out in Kazakh literature for their unique artistic and genre-specific
characteristics. Studies about Makhambet are distinguished by their intrinsic value. In the
monograph "The Poetics of Makhambet's Poems" by researcher O. Turzhan, the artistic features and
poetic structure of the poet's works are analyzed in depth.

In the poems of Makhambet Otemisuly, various stylistic elements are widely used, which
give his poetry a unique emotional impact and depth.

Having formulated a discussion on the textology of the poet's works, academician Zeynolla
Kabdolov stated: "Every word of Makhambet is cast armor, digested lead. It should not be aged so
that it can be processed and repaired. Makhambet and Abai will not be edited" [4, 23]. One of our
precious figures, standing shoulder to shoulder with Abai, is Makhambet. His poetry has been
thoroughly studied and analyzed from every perspective to this day.

Makhambet's poems are authentic. There is poetry, there is genius, and there is clarity. If the
poet does not pay attention to the sound of words, if the poet does not carefully consider the fate of
the images, the poem will not turn out as beautiful as a braided masterpiece. The reason that the
poet’s poems are captivating and deeply moving lies in the artistic stylistics of his poetic language.

Ereuil atqa er salmay,
Egeuli naiza qolga almay,
Efqu-efiqu jer shalmay
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Tebingi terge shirimey,
Terligi maiday erimey
At iistinde kiin kérmey,
Asharshylyk shol kdrmey,
Arip-ashyp jol kdrmey
Tiin qatyp jiirip, tiiskashpay,
Tebingi teris taginbay,
Temirqaziq jastanbay ...
(Ereuil atqa er salmay)
Qulanday ashs1 daustim!
Quljaday aybar miiyizdim!
Qirmyziday ajarlim ...
(«Tarlanymy)
Arystanymnyii balasi
Adasganda el tappay,
Adasqanda jon tappay,
Armanda qaldi jas bolip.
(«Jaqgiya»)

It would be not wrong to say that embellishment is characteristic of Makhambet’s poetry.
Another variety of highlighting the tone of a word with a literary language is definition (epithet).
"Definition, that is, an epithet, is a pictorial word that determines the distinctive character and
quality of an object, phenomenon. Even without epithets, it is difficult to determine what you have
to say, to clarify what you are describing" [4, p. 222].

In makhambet's reflections, too, the definition (epithet) is often exposed:

Qogaly koélder, qum, sular

Kimdere qonys bolmagan?

Sazdauga bitken quba tal

Kimdere saygaq bolmagan?!

(Jalgan diinie)

Similar to this, phrases like "the red Izen of the Steppe," "Will it melt from the icy cold of
Kokse?" "To the noble man," "The sun-struck man," *"In the old bow," "The golden throne," "The
white palace where the Khan enters," "The green meadow along the Ural River," and "The tall
grey palace" are also beautifully used for emphasis.

Please take a look at the highlighted words: Qogaly kolder (lakes) and quba tal (red willow)
— do they not define the special nature, quality, or characteristics of a matter or phenomenon?
Another way to brighten up poems, reflections, and terms, and to strengthen their influence, is
through «similey.

As Akhmet Baitursynov noted regarding this artistic approach, "we compare the unknown
with the known, the unfamiliar with the familiar" [5, p. 354]. Similarly, academician Z. Kabdolov
explained: "Here, the artist depicts an object or phenomenon without highlighting its special
features, comparing it to another object or phenomenon. This comparison helps the reader grasp the
concept more clearly, and enhances the aesthetic impact of the artwork" [4, p. 224].Makhambet also
often used both simple parables and complex parables, which gave the song a special bright,
meaningful content, a special effect:

Keriski-day shandozim!

Qulanday ashy dagwistim!

Qirmiziday ajarlim,

Xiwaday bazarlim,

Tetuzday teren aqildim,

Tebirenbes awir mimizdim!

(«Tarlanimy)
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A whole bunch of nodules are created to place on the Dark Pictures. Regarding the main
idea, the network borrowed relevant words from the world of animals and birds, as well as names
related to household and professions" [6]. "He drew his horse like snow," "he crucified his horse
like a bull," "a red flower that bloomed too much is a fake of this world" — these are just parables.

How did Makhambet use synonymous words? Academician Z. Kabdolov discussed this in
his textbook for higher education institutions, The Art of the Word, stating that synonymy refers to
words that, although differing in pronunciation and sound, have the same meaning or are similar in
meaning. For example: fast, immediate, urgent; time, period, moment; battle, fight, struggle,
conflict, clash, etc.

Men kesketti erdifi sotyimin,

Keskilepsey bir basilman.

Algina kelip turmin dep,

Ar, namisim gasirman...

Backe, sultan, agsiiyek,

Qilarifi bolsa, qilip qal.

Kiinderdin kiini bolganda

Bas kesermin, jasirman!

(Mahambet)

All the synonymous words in this poem are perfectly placed; everything was found and used
by the poet with great taste. Therefore, none of them can be replaced by any other meaningful
word" [p. 4,205].

Furthermore, Z. Kabdolov emphasizes that it would be absurd to interpret the concept of
"Keskilespey basilman" as a non-combative person, explaining that the precision and truthfulness of
the concept of a "cut man" cannot be replaced by terms like a "fierce man" or a "cunning man." If
you replace them, you would not be able to express the essence of anger, vengeance, and fury
accurately, which can only be conveyed through these specific synonymous phrases. He also notes
that it is impossible to replace the concept of "soy" with "species," or "basilman" with "koyman" or
"tokhtaman," and similarly, "bas kesermin" cannot be substituted with "I will kill" or "I will not
even say that [ am a worm."

Speaking about homonyms (words that sound the same but have different meanings), Z.
Kabdolov states: "One variety of words with the same name plays an important role in poetry.
Sometimes poets repeat individual homonyms in different ways, changing the rhythm and rhyme,
which strengthens the effect of the poem" [4,213]. As an example, he refers to Makhambet's poem:

Tagiday taudan su isken,

Tarpafiday, tisezin biigip ot jegen

Tagi sind1 jan edik,

Tag keldik tar jerge,

Tandansai tag1 bolarmi?

(Mahambet)

Even when we talk about synonyms and homonyms, the author's appeal to Makhambet is a
testament to the rich artistic schedule of his poems. Kazhim Zhumaliyev said that in Makhambet's
Poems, the figure used in the meaning of epithets, simulations, exaggerations, litotas, substitutions
are often interconnected, proving and analyzing his words with consistent examples. One very
complete form of poetic language, says the great scholar, is metonymy (substitution), a type of
verse in which the poet needs (if he can use it in his place) to describe the phenomenon of life,
which is essentially a substitution.

In Makhambet’s lines: Sheep’s neck, the blue star leading the blue star, the metonymy is
both critical and skillful, Such metonymies are frequent in Makhambet’s works for example:

Au, q1zg1s qus, qizgis qus!

K6l gorigan sen edin —

Sende ayryldin kolifinen.

34



Ne2 (51), 2025 «Yessenov Science Journal»

El gorigan men edim —

Men de ayryldim elimmen -

degen paralelizm, nemese:

Boray da, boray qar jausa,

Qalinga boran borar ma?

Qaptap soqgan boranda

Qaptama kigen tofiar ma?

Tuyrlig1 joq tul iiyge

Tu baylasaii tu rar ma?!

Tu tiibinen tulpar jigilsa,

Sappaqan namaért ofiar ma?

Qarindastiii gamu {sin,

Qatin menen bala {isin,

Qayrilmay ketken jigittifi

Ozin komir alganin

Talam dep aytsaq, bolar ma? - rhetorical requests belong to the figure. The use of figures is
also associated with his main desire. All the answers to these rhetorical questions are combined with
its main goal-for the sister, for the cruel child, in other words, for the country, for the motherland,
for the enemy. All types of artistic languages in the poems of makhambet are also found separately"
[7,p. 357].

Makhambet frequently used the technique of addressing (figures) in his poetry, including
rhetorical questions. For example: 'Oh, dear Ak Zhayyk, where is the day when we pass without a
horse? The tall gray palace, where is the day when one enters without bending down?' (‘"Where is
the day?'). Similar rhetorical address examples include: 'The flag that flutters in the wind,' '"Mirror,'
'What is the use of a son born?' These are rhetorical addresses where the poet asks a question, but it
is clear that he does not expect an answer. This is a method used by the poet to skillfully express
his deep emotions, arising from the dreams and desires he has aimed for in life, in the form of a
conversation with others, as if confiding in himself. In the rhetorical addresses 'Coastal lakes, sand,
waters' and 'Even when the snowstorm blows,' the poet asks rhetorical questions while giving
proverbs and advice. In the 'Berkinip sadaq asynbay' (Without straining, without preparing the
bow), the poet speaks directly to the people, saying: 'Without becoming a fool for the people, can a
man lying at home earn a free title from above?!' Here, the poet is not only speaking to one person
but addressing the people, as if he is confiding his thoughts and feelings.

"Oh, Makhambet, my comrade!"- for the individual. To this-a poem dedicated to the
question as a conversation: "is there a soul that stands next to you?", "Is there a fashion from empty
crying?"What did 1 see in that feat?""the lines are testimonial. The poet's words "Makhambet to
Baimagambet Sultan:

Alayma, sultan, alayma,

Astima mingen argimaq

Ayafiday tiisin maray ma?..

Jabidayin jaltanlap,

Tiiser jerin qaray ma?! the first part, which comes from "I left Naryn" ("What Have 1 done
to you, Shuren, as John was captured by the Khan?") poems are also asking devotions for the
individual. "Argymak was shot" is a very frequent dedication in the works of poets, zhyrau and oral
literature. "Lamentation occurs in the form of a devotional monologue. The hero, when he speaks to
the crowd, or to someone or something else, tells in a very sad and sad way about his difficult state
of mind" [8,59].

In Makhambet's 'Munary Kiin' poem, several types of repetition can be found.

In this poem, there is alliteration, assonance, similes, epithets, reduplication, rhetorical
embellishments, and imagery. In short, almost all artistic tools converge in these verses,
highlighting the poet's greatness, his powerful poetic nature, his heroism, and his boundless love for
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his brother Isatai. Moreover, this poem elevates the heroic figure of Isatai, turning him into a
symbol of sanctity in art and a synonym for suffering in life.

Defending the honor of the people, the stormy poet, whose chest is filled with anger, found
it difficult to fit his thoughts into the traditional Kazakh verse form. Therefore, Makhambet, like a
stormy sea that sometimes fails to reach the shore, sometimes does reach it, and at other times
overflows its banks, created a powerful and unrestrained poetic form that is like the stormy sea on
tumultuous days — irregular in syllable count, yet forceful and energetic, in accordance with its
nature. In these poems, the secret and immense power of the poet’s spirit lies.

Most of Makhambet's poems and reflections are devoted to the glorification of citizenship,
heroism, war. Therefore, in his works, the poet, using the established traditions of songs from folk
epics, passes them through his knowledge and scales, puts them into changes.

Thus, it increased and revived the artistic power of figurative words, including parables,
which have long been used in folk poetry. For example, in the poem "Tarlanym", where the poet
created the sublime and miraculous image of his devoted brother, kandyk- companion Isatai,
characteristic of a real hero, he skillfully used traditional equals, which were formed along with
author's equals, which were never used in folk poetry:

Adyrnasin ala égizdey moiiretkem,

Atgan ogi1 Edil, Zhayiq teri otkender,

Atqanin qarday boraqtqan,

Kok sibigin gandi auizdan jallatqgan

Aristan edi-au Isatay! [9, 50]

Academician Z. Akhmetov emphasized that Makhambet’s figurative words, formed in the
concept of the people, can be used rationally and skillfully: "Makhambet is able to use figurative
words with a deep meaning, fully combining them with the purpose of describing the life around
him, his feelings, while maintaining the structure and form formed in folk poetry.

We can see this even more clearly in his skill to mix and continue the picture of concrete
descriptions and hints"[10, 54]. The proof of this opinion was expressed by the statement of
Makhambet on behalf of Isatai "Oh, makhambet zholdasym!"we find the name in the breaks below,
taken from a long contemplation:

Anristanday aqirgan Kesegi han tistine barganda,

Aybatina sidamay, Aqstiyektini balasi

Han balasi jasadi-ay, Baqaday sulap turganda

«Jammdi qu» dep suradi-ay [9, 38].

Erlikpenen aldanip,

Ozimge-6zim qas qildim. [9, 43].

In the reflections of the above-mentioned poet, it was not actions compiled from
imagination, but events that took place in reality, the realities of life at that time. It is a historical
fact that the rebels led by isatai and Makhambet surrounded the Khan's horde. Historical events are
not just told in the narration, but conveyed through the figurative and artistic language of the poet.
One of the evidence of this can be seen in the use of constant simulations that we show in
contemplation, such as howling like a lion, howling like a frog. These traditional parables, which
have long been present in the vocabulary of the people, were not just used for rhyme. According to
the poet's knowledge and vision, these analogies found a special feature and acquired a different
semantic character. After all, the poet especially describes Isatai as an incomparable hero whose
enemy cannot stand his roar like a lion, and the grandfather makes his enemy Khan and judges’
noise like frogs, making them look negative and poor.

Makhambet's poems are full of high pathos and sublime romanticism. However, in some of
his poems there are such moods as longing for the past, mourning for the good, lamenting mistakes
and betrayals, regret about the unfulfilled interests and goals. Especially in his poems after the
defeat of the uprising, such mood phenomena can be observed. The outstanding makhambetologist,
academician K. Zhumaliyev reveals this as follows: "most of Makhambet's poems after 1838 are
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lyric elegiac poems. If we say that Elegy is a ray of the poet's own difficulties on his life path, a
shadow of his inner state of mind, then it is natural that after the great disaster of 1838, most of the
poet's poems became elegies. After all, the people's movement was severely defeated, the country
was like a warlord, and his close friend Isatai died at the hands of the enemy. The head of the
country fell into exile, cattle were harassed. These circumstances could not but affect the poet's
sense of thought. The poet's policy of the first years of the uprising, which calls for courage and
determination, is now replaced by an elegy" [8, 101].

In general, Makhambet, a poet of both spirit and strength, when inspiration struck, would
pour out a stream of marvelous, figurative words, like a raging storm or a torrential rain, with both
his inner and outer worlds in harmony. A clear and vivid example of this can be seen in his poem
*"Tarlanym"*, dedicated to Isatai:

Kermigimdif, kerbezim!

Qirmiz1iday ajarlim!

Keriskedey shandozim!

Hiwaday bazarlim!

Qulanday as1 daustim!

Tengizday teren aqildim!

Quljaday aibar miinizdim!

Tebirensbez awir mimizdim! [10, 43].

In this fragment of this poem, we see that analogies, epithets, metaphors are connected, and
complex metaphors are created. This is a pattern in the fact that artistic tools are connected to each
other, come in series in one phrase and create a complex figurative chain. After all, there is
similarity, closeness in the creation of analogies, epithets, metaphors. Especially, "the metaphor and
the simile are very close to each other in terms of their creation; they are created from the same
basis. In a metaphor, an object, a phenomenon itself, is taken as an analogous equivalent, in an
analogy, the action of this object and a phenomenon is taken as a analogous equivalent, that is, two
objects (objects, phenomena) are taken in equality, and the actions of two objects in equality are
taken in equality. For this reason, in Makhambet, the words taken as equals and the words taken as
equivalents are as close as possible to each other and are related:

Aristanday aqirgan,

Aybatyma sidamay;

Isatay men Mahambet,

Eki aristan er qaldi-au [11, 68].

Artistic and figurative means are not only similar in design, but also close in meaning, field
of application, and stylistic function, they are connected and connected. We see evidence of this in
the linguistic nature of the analogy we are referring to. As can be seen from the above excerpt from
Makhambet's poem "Tarlanym", there are such metaphors as kheriskede, kulandai, kulzhadai,
kyrymizai, Khiva, and the sea, which are involved in the creation of complex metaphors.

In other words, these simulations came as part of complex metaphors, were used in
additional simulations and contributed to the creation of artistic images. On the contrary, other
artistic techniques can serve to create complex simulations, as a result of which the simulations
acquire a figurative character and the artistic color fades.

Conclusion. No matter which of the poet's poems you read, you will always feel the
rebellious spirit and the immense power that is unique to Makhambet. Each line of his work feels
like an unsheathed sword, more valuable than even life itself. The poet, using the poetic tradition
that came before him, especially the rich language of the bards, skillfully applied the techniques of
metaphor, embellishment, and vivid expression that are discussed in modern literary theory, even in
his own time. These techniques enhanced the power, beauty, and meaning of his poems.

One of the distinctive features of the language of Makhambet's poetry is its harmony with
the tradition of bardic eloquence, the skillful use of ancient words, and the aforementioned
techniques of embellishment and vivid expression. The poet’s use of metaphors and similes raised
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the language of Kazakh poetry to a higher level, showing the immense potential of the Kazakh
language to create new and vivid images. Moreover, the harmony between these images and the
ideas they convey contributes to the fusion of form and content in Kazakh poetry.
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MAXAMBET OJIEHAEPIHIH KOPKEM/IK KAHPJIBIK EPEKIIEJIIKTEPI
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Anaarna. Maxamber OTeMICYIBIHBIH OJICHJEP] Ka3akK oeOMETIHIH alThlH KOPhIHA €HIeH
mbIFapMaiap Oonbill TaObuTagbl. OHBIH €JE€HIepl TepeH (QHIOCOPHIIBIK Ma3MYHMEH, YITTHIK
PYXIIEH JKOHE MATPUOTTHIK CE3IMMEH epeKIiieneHe . MaxaMOeTTiH eJIeHAepIH/Ie Ka3aK XaTKbIHbIH
a3aTTBIK YIIIH KYpEci, epiiK MeH OaThIPIbBIK, SIUIMIK MeH aJalAblK CHIKTHI TaKbIPBIITAP KEHIHEH
KOpiHiC Ta0abl.

Maxam0eTTiH eJeHIepiHIH KOPKEMIIK KAHPIIBIK €PeKIIeNiKTepl OHBIH MO33UACHIHBIH TEPEH
Ma3MyHbl MEH KOpKeMIIK Imedepirinae katelp. Oa 3 eJeHepiHAe XaJbIKThIH MYH-MYKTa)KbIH,
apMaH-TIJIEKTEpiH, €pJiK MeH OaTBIPIBIKTBL, OMUIAIK MEH aJaJJbIKThl MIEOepIiKIeH CypeTTeii.
MaxamOeTTiH e1eH iepl YITTHIK PYXThl KOTepill, MaTPUOTTHIK CE3IMI1 OATaIbI.

MaxamOeTTiH eneHaAepiHAe KOIAAHBUTFaH KOPKEM/IIK TICUIAEP MEH XKaHPIBIK ePEKIIETIKTED
OHBIH WIBIFapMalapbIHBIH TEPEH Ma3MYHBIH amibin kepceteni. OHBIH eJeHepinae Mmetadopa,
SMUTET, TUNepOoNa CUSAKTHI KOPKEMIIK Kypaijap KeHIHEH KoJJaHblIaael. byn Tocinaep OHBIH
eJIeHIePIHIH KOPKEM/IIK KYH/IBUIBIFBIH apTTHIPHII, OKbIPMAaHFa TEPEH 9Cep €Te/Il.

Tyiiin ce3mep: Ka3ak onebueri, aHTUTE3a, SIMUTET, TEHEY, MeTa(opa, CHHOHUM, OMOHUM
ce3Jiep, JINTOTA, aybICTHIPY.
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XYAOXECTBEHHBIE ) KAHPOBBIE OCOBEHHOCTH CTUXOB MAXAMBETA

“B.A.Kapumcakosa, K.T.Ko6.1anos, A. U Canaposa
VYuusepcuret Ecenona, r. Akray, Kazaxcran
e-mail: baktigul . karimsakova@yu.edu.kz, zholaman.koblanov@yu.edu.kz,
aigul.saparova@yu.edu.kz

Annoramus. Crtuxm MaxamOera YTeMHCOBa SBIAIOTCS Ba)KHOM YacThIO Ka3axcCKoOM
muTepatypbl. Ero mpousBeneHUs OTIMYAIOTCS [IIYOOKHM  (UIOCOPCKUM  COACPKAHHEM,
HallMOHAJIBHBIM JyXOM M NMaTPHOTHYECKUMH YyBCTBaMU. B ctuxax MaxamOeTa MMpPOKO OTPaKEHBI
TEMBI OOPHOBI Ka3aXCKOTO Hapoaa 3a CBOOOTY, TEPOU3M U MYKECTBO, CIPABEUTMBOCTh U YeCTHOCTb.

Xy0KEeCTBEHHBIE KaHPOBBIE OCOOCHHOCTH CTUXOB Maxambera 3aKiIoualoTcs B MIyOOKOM
COJIEP’KaHUU ¥ XYJI0’)KECTBEHHOM MacTepCTBE ero mod3uu. OH yMello H300pa)kacT B CBOMX CTHXaX
HY/Ibl, MEUTBI U CTPEMJICHUS HAPOJA, TEPOU3M U MYKECTBO, CIPABEAJIUBOCTDh U YECTHOCTh. CTUXHU
MaxamOeTa MoJHUMAOT HAIIMOHAIBHBIN JIyX U IPOOYXIAI0T MaTPHOTUICCKIE YyBCTBA.

B crtuxax Maxam0OeTa HCIIONB3YIOTCS pa3udHbIe XYI0KECTBEHHBIC IMPUEMBI U JKaHPOBBIE
O0COOCHHOCTH, KOTOPBIC PACKPBHIBAIOT TIIyOOKOE COJEp)KaHWE ero Mpou3BeneHuid. B ero cruxax
IIUPOKO  MPUMEHSAIOTCS  MeTadopbl, SIUTETHI, TUNEPOOIbl. ODTH TPUEMBbl  YCHUIMBAIOT
XYJI0’)KECTBEHHYIO IICHHOCTh €0 CTUXOB M OKA3bIBAIOT IITyOOKOE BO3/ICHCTBUE HA YUTATEIIS.

KiloueBble ciioBa: Ka3axckas IUTepaTypa, aHTUTe3a, SIHUTET, cpaBHEHHE, MmeTadopa,
CHMHOHHUM, OMOHHM, JINTOTA, 3aMEICHHE.
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