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Jurnal 2024-yildan boshlab filologiya fanlari bo‘yicha O‘zbekiston Respublikasi Vazirlar
Mahkamasi huzuridagi Oliy attestatsiya komissiyasining Ne072250 raqamli guvohnomasi asosida
dissertatsiya ishlari natijalari yuzasidan ilmiy magqgolalar chop etilishi lozim bo‘lgan zaruruiy
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Ustod Ayniy tarixnavislikda iste’dodli adib-u, yozuvchilikda tarixning ulug’
bilimdoni edi. U xalgimiz o‘tmishini xuddi o‘zi yashayotgan zamonday mukammal bilar,
bilganlarini esa badiiyat libosiga shu gadar ustakorona o‘rab tasvirlardiki, undan zamon
ruhi va chaqirig’i butun borlig’icha ufurib va jaranglab turardi. Uning galami tarixdagi har
bir nugtadan jonli obraz yaratishga mohir edi.

Oxunjon Safarov,
filologiya fanlari doktori, professor

Hech ikkilanmay aytish joizki, Ayniy ijodiyoti XX asr dunyo adabiyotining eng
nodir, eng e’tiborli va eng mazmundor sahifalaridan hisoblanadi. Ayniy badiiy ijodining
poydevori ilm, ma’rifat, tarix, hayot va hagigatdir. Ayniy asarlarini bilish ke‘hna Sharq
tarixi, madaniyati, mumtoz adabiyoti va milliy qadriyatlarini anglashga yo‘l ochadi.

Ibrohim Haqgquil,
filologiya fanlari doktori, professor
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IIAMCH/IUH IIOXUH IOUPE A3 MAKTABU MAIPABOHM BEJIUI

AnHoTtamus. Maxkona 0a Taxkuky Oappacuu makomu [llamcummuu IlloxyH XamM4yH MIOUpH
MakTabu mMmakpaBoHN bemun Oaxmmma mrymaact. Myamnud 3uMHH OappacHu MachalaxOu MEXBapHH
MaKoJ1a KyliujaaacT, Ku meaxou uctukoonu [loxuapo a3 mamumpaxoun cabKy XMHIA Ba BEKArUX0H CaOKH
cyxaaBapuu Mup3o bennn 6a pumran Taxkuk kaman. lap yapaéam naxyxumm anqoMEéQra HaBUCaHAaN
MakoJia 0ap MH HaTU4a pacuaaact, ku xapyaua [lloxun Oemrap a3 cabku cyXxaHU IIyapou I'y3allTae 4yH
Xothmy Capait HICTHKOOJ MEKyHaI, 00 Ha3apIOIITH PUBOYM MaKTaOW MaipaBoHW bemwn map wH acp a3
MyTOJIeau CypyAaxosill paBillaH XyBal0CT, KA §¥ HU3 a3 TAbCUPHU MaKTaOM CyXaHBapUU UH IMOUPH Oy3ypr
Ba coxuOMakTab OepyH HaMOH/IaacT.

Boxaronn kamuai: amcunaua [loxun, Maktabu naiipaBonn benwn, anabuétu Toqukuu acpu
XIX, panupxou HOUP, CAOKKM XUH/IA.

Annotamus. CtaThs nocBseHa uccienopannio pou Lllamcuamuna [HloxuHa Kak 1Mo3Ta MIKOIIBI
nocienosaresnied  Mup3o beawnsa. PaccMarpuBas  KiIIO4EBBIE  BONPOCHI  CTaTbU, aBTOP CTAaTbU
MPEePUHAMAET TTOTBITKY BBISIBHTH W MPOaHAIM3UPOBATh MPUEMBI U CITocoOb! nepeHuManus LlloxuHom
3JIEMEHTOB M SIBJICHUH, IPUCYLIUX MHIUNCKOMY CTHIIIO U TBOpUYECKOM MaHepe Mup3o beawisa. Ha ocHoBe
MIPOBEJICHHOTO UCCIIEIOBAHM, aBTOP CTAaThH MPUXOANT K BHIBOY, YTO XOTs [1IOXMH B OCHOBHOM ClleyeT
TBOPYECKOH MaHepe TakuxX MOod3TOB, Kak Xadu3 m Caaau, NpuHEMas BO BHHMAHHE PACLBET MIKOJBI
nocnenosareneid bequnst B XIX Beke, 3HAKOMCTBO C €ro INPOU3BEACHUSAMH IIOKA3bIBAECT, YTO OH TAKXKE
OKa3aJiCiA I1oJ BIUAHUEM yHOMHHyTOﬁ IIKOJIBI.

Kirouesbie cnoa: Ilamcunnun Illoxun, mkona nocnenosateneid benwns, mureparypa XIX
BEKa, YHUKaJIbHBIC Peau(bl, NHINHCKUHA CTHIIb.

Abstract. The article under consideration dwells on the role of Shamsiddin Shohin as a poet of
the tenet of Bedil's successors. Adducing the analysis dealing with actual issues, the author of the article
makes an endeavor to canvass the features and styles of Mirzo Bedil's speech under the angle of
phenomenon of Indian style. In the course of the conducted research, the author of the article comes to the
conclusion that Shohin proceeded from Sadi and Hofiz's literary style in most cases.

Keywords: Shamsiddin Shohin, gazal, tenet of Bedil's successors, literature of the XIX-th
century, rare lines, Indian style.

Mykagquma. AnaOuéru TOUMKHM acpy Hy3Jax Jap 3aMuHau TaiiBaHm 00 yapaéHxou (Qpukpuu
MaopugapBapi Ba 6abaaH Yaauai (MoEHU acp Hy3JaX Ba HOTHION acpu OWCT) py Oa TaxaBBYM JIOIITA,
TaqacCyMH aKOpU WH Hax3aTXoW QUKpHA Oemrap aap JoUpaud Ma3MyHY MYyXTaBO Ba JapyHMOSH OCOpHU
MaHCYp My4accaM rapaugaact. Bane nap HaBOatu aBan 6a HTTH(OKH OpO Ba Uy Ha3apH MIOMPOHU UH
axJ, WHYYHHH Hakay Oappacuu MyaulMpOHM Ta3KUpaxou Aap XaMUH aiéMm pyu Kop oMajaa Ba
MAXYXUIIOTH aH4oM &dra poyeb 0a amaOueTm pY3ropu MaBpUIM OMY3WII Jap KajlaMpaBH IMIEHPU
TOYMKUH acpu Hy3Aax acocaH MakTabu maiipaBoHu beann Hydy3 momT, KM capyamiMa Ba OMUJIHM aciUuH
VWHTHIIOPY OH TaBaqdyXW YoMeadn OH aiéMu maxpxou Oy3ypru Papopymon — Camapkanay byxopoBy
Xyuanny PaproHa Ba amconu MH 0a mebpy angeman AOynmaboHuH bennn Ba puBoun Maxodui Ba
MaqoJINCH OCTMIIXOHN 0a TasOMpu ycTon AWHI “map 4oHXOHaBY capu 0030pX0”-M WH MaXpX0 Maxcyo
Me€0an. XapuaHy rypyxe a3 mryapo 00 Taks mosy 0ap nosu gactu TaBGuK Ha€dTaH 1ap pOXU UCTHKOOI
a3 meBau cyxanBapuu beawn 6a »qoam yapaéHe 3epu YHBOHM MakTabm Oo3ramTH anadiil pydys Hamyza,
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caOKu Iryapor KaauMpo aBIaBUAT OaxXIIUAaHI, KM WH MakTad OemTap a3 XaB3axoH agabuu DpoH poud
Oya Ba Tebaoae a3 moupoHu dapopyn HU3 6a WH 1IeBa OO3ralTaHI, Bajie Aap YMyM Mypyp 0a KyJuIusu
CypyJlaXxou IIOMPOHH PaBUINK OO3TaIITH a1adil HU3 MH aMppo MycaljlaM Mec03al, K OHXO acOCaH TaxTH
TabCUpU LIehp Ba aHjeman Mwup3o bemun Ookii MoHzmana. XaTrTo TaacCypu IEHNITOMOHU 4Yapa&Hu
6osramtu anadir, uyn Caboxum benrymit, Tabubu Wchaxonit Ba qurap cyxaHBapoH a3 Tap3u CyXaHHU
Benwn Ba vcTukOOMM IIeBau WMHIIOW Y Oa TaBpu Oapyacra 3XCOC MeIaBaji, KA Jap WH MaBpuja Oaxce
qyI0rOHa Jlap MakoJsae a3 myauind vapaéu rupudraact. (Hur: Hypos H. Caboxuu bearyni Ba benunu
Hexnapii. /CyxanmmHoc, 2014, — Ne2. Cam. 92-101.)

Kucmu acocii. Hydysu 6emrapu makTabu maiipaBonu bemnn nap agadbuétn toquknu Papopynu
acpu Hy3Zax OMuiI Oap puBOYM caOKU CyXaHBapuu MIOMPOHU WH pYy3rop rapauni. ba Tasbupu nurap, map
afiéMe, K map KajaMpaBu DpOH caOKW JaBpal 003ramTH agadi pyu KOp OMal, Jap IMaxHOW ama0ueTh
Toyukun Papopya acocaH MIeBad MakTaOH MaipaBoHU OeAMIIA PUBOY AOMIT. AMMO Ha XaMa IIOMPOHHU UH
MakTab MyBaddak myaaHa, Ku gap caOku Oeauiii To 4oe JacT €0aH Ba JAap HaTU4a Jap OF03 XaM4yH
LIOMPOHU MaipaBku bennn 6a mebpryi oro3 Hamyza, NacoH a3 UH poX Oapramrany Ba 60a HCTUIIOX caOKu
Kynamopo nem rupudTtann. Xapdaua 6a cabku gaBpam Oo3ramTy amadim map mebpu Gopcun Papopyau
WH axJ WIIopaT HaMmellaBal, aMMO py4yb 0a caOKu KaauMma Ba rype3 a3 IeBau Oequiiil capexaH Jap
CypyZAaxou HIOUPOHU HH axJ TajaccyMu Jaopaja. Macanan, moupe 60 Homu Dopur, ku KablaH maiipaBu
Bemun Oyna 6apnaH a3 wH cabk JIacT KaluaaacT, Aap rFasane a3 Xya papmymaacr:

Yany co3aM III0HA YyH MallIlloTa TeCyu CyxaH,

A3 Yynaiiny llaBkaty benun mapo HaHr acty op.

To 6a Ha3mu Xycpasu pappyxHHIIOH OacTaM pakam,
TamT Ma3MyHpPO 34 94031 KajomaM ommkop [5, 147].

Arapuit nap cabku naBpau 0o3ramtu anadbun JpoH OemTap MIOMPOH IIeBau py4yyh Oa paBuIIN
KyaaMopo 0a caOKy XypOCOH! TabKHJ MEKYHaHI, IIOMPOHH (apopyduH acpu Hy3[aX OemTap IeBau
Xoouzy Cabnir, Amup XycpaBy Kamonu Xydanaupo 0a MCTHIOXHM Ca0KU KyAaMo & MyTaKaJJ[MMHH
uxTuép Kapjaa, 6a ryHae 60 MH pox a3 cadKW CyXaHW MEMIMHUEH HWCTHUKOON HamynmaaHa. Mabpydrapun
HaMOSIHIArOHM TaipaBu cabku Kyaamo aap Papopymon Mupzo Coguku Mynmi, Hlyxun Xy4anni,
[Napun Xucopit, Popuru Xucopii, Konen Hacadii, Capup, Cupar, Uco, Mupzo Atou byxopoi, LllaBkii,
Xaiipar, Xymynuu YpryTi Ba AurapoH OynaHn, KM akcapaH a3 XoQu3 HCTHKOONI MeKapIaH[ Ba IIeBau
Vpo XaM4yH paBHUIIN OO3TaIIT a3 ycIryou Oeawtid YHBOH Kapaana. Xarro Mup3o Coauku MyHIT#R, KU 1ap
aBBaJIM 3YOJMETAII Ta3KUPAaHABUCOH “AOYIMAOHMHM COHH~ YHBOH KapAa Oyaani, Jap HMOEHH ympail O0a
cabku Xodwu3s Gapramr Ba XaTTo a3 14 MyxaMMacu MaB4yJ Jap TapKuOW Mepocu anabuu ¥ 12 tosm 6ap
razanxou Jluconynraiid cypyna mynaasm.

Ycron AvHA HU3 Aap KuUTOOM xyn “Mup3o AOmynkoaupu bemun” 060 Taks 6a MyJIOXH30TH
Axmamu [Jlonuimn map MaBpuam MH Oaxc HaBumuTaana: “Yeiayou bemun 6o cababu aymBopdaxmuara
KOOWJIMSATH YMyM@A IIyJaH HaaowmT... buHOOap uH 0Oab3e IIOMpPOHE XaM, Ku ycinyou bBbemunpo
O0oMyBadpakusaT TaKIWI Kap/la HAMyHaXxoW AYpYCT Iojaa OymaHna, Aap OXUp a3 MH poX OapramTa Oa
oMMadaxM KapJaHu acapXoM XyJ Kymuin Hamynasa. Jlap poburta 6a uH 0axc a3 xamcyx0aruu xeni 0a
Axmann Jlonnm €noBap mymaaHn, ku rydra Oya: ‘bemxmn maitrambGap act, MybunM3apo nap HXTHUEPH
naitram0Oap rys3oiraH gapkop act. [llymo Baii nryja kapoMOT HUIIOH JUXEN XaM MemaBaj. ba annenian
yCcTO AWHM MO TAbCUPH XAMHH I'yHa cyx0aTxo Oormran, ku Capup, Cupar Ba Mco 6abx a3 oH KU yMpH
Y4aBOHMANIOHPO 0Oa Takmuau beawn capd kapmana, nap nupi mebpu Xyapo coaa kapaana” [1,116].

AMMO map uH MHUEH CyXaHBapoOHe XaM a3 Xy Japak JOAaHI, KU XapyaH[ a3 oro3 00 IeBan XOCH
mouponn nemud, mucin Capai Ba Xodus ucTukOon Hamyna, OeXxTapuH CYHHAaTXOW HWH Oy3yproHu
amabuéTpo mpoma OaxImMAaH[, Baje Jap TaXaKKyKH II€BaW CyXaHBapHH beawn HU3 Jap KaloMH Xell
taBpUK EPra, 6a KaBiae 60 TATOMKU BEKAruxoum MyXHUMTapUHH Xap Oy MakTad TO3aKOpHXOe Jap IIEbpH
WH gaBpa 0a 3yXyp pacoHHIaHA, KM OEryMOH sKe€ a3 YyHWH MIOWMPOHH MyBaddak map WH apca
Mamcuanun loxun meboman. Myronean maumyaxou amrbopu LlloxuH WH aMppo MyKappap Meco3a,
KM ¥ XyJl MycTakuMaH 00 Ta3MHuHHK Oapxe a3 razanmuéru Xo¢pu3 6a uctukbonu cabku CyxaHd WH IIOUPU
MYKTaIupH afaduéTH TOYHMK TabKHJ MeBap3aj. MacanaH, ra3aine 00 Mariiaby 3epuH 0a paBIIaH@ 003TYit
oH act, ku llloxun a3 HaxycTtrazamm JleBornn Xo4da Xopu3po HCTUKOOT HAMYTAacCT:

Ano € aifroxa c-colluK, Aabu HaCcy Ba KOTHIIXO
___________________________________________________________________________________________________________________|
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Ku vH ammopa Mexoxaj 6a 4auauH cabit 6oTmwixo [9, 27].

AwmMmo a3 uH Oaiiti [lloxuH MH HyKTa paBIIaH MeIIaBal, KM Xap4yaHia HIOUp a3 Ba3sHy Kodus Ba
meBan X0¢hu3 UCTUKOOII MEKyHaJ[, aMMO HKJOM JIap TapXy MariaOu Yaaua HamyJa, K WH GapKusT a3
MuUcpau aBBajl 0a cypaTu Oapyacta TadyaccyM Jopai. Arap TapyyMau MabHOMHM MHCPad aBBaIM OalTh
Xodu3 mypoguar 6a COKUCT, KM XOCTOPH TapAOHUAaHU Mail 0a maBpu MalkarioH act, Baje [lloxun Oa
COJIMK PY4yh MEKYHaJl Ba a3 ¥ nabBaT 0a amall MeoBapaj, K1 1ap KyIITaH!d HadCH aMMOpa UI0OM HaMOSII.

E un xu rasamm murape as xyapo 60 Mucpan Xo(us 0r03 HaMy/aacT:
“Kynbau 5X30H maBaj py3e ryIMCcTOH FaM Maxyp”,
bummkygam ryixou Baci a3 Xopu XU4poH Fam Maxyp [6,66].

Wn 4o vu3 HloxuH xapuaHa MaTiabu CyxaHpo 00 Mucpau JInconynraild oFo3 MEeKyHal, aMMo a3
MHCpan TyByMH OalT paBIIaH MeIIaBaj, KM ¥ HWKIOM Jap M3XOpPH MaTOJMOW XelI Aap KOJIUO Ba IIeBan
cyxaHBapuu Xodu3 MekyHaa. Arap ymMenu pacuaaH 6a Bucoipo Xo(hu3 TaBacCyTH HIIopar 06a TOCTOHH
IOcyd usxop mopan, Illoxun oHpo 60 yCynu TabOMPCO3UK XOCH CAa0KM XMHIA Iap CypaTH IIyKy(QTaHd
T'YJIXOU Bacll a3 XOpU XUYPOH TadCcHp MEKyHaJ, KM MOTHKOPH CyXaHBap Aap 4yCTy4yH Tap3u udomau
IuTapy MaTiiab 6a Mymoxuaa Mepaca.

Mamcnanun loxun nap noctoHe a3 xyn, ku 60 Homu “Tyxdau gycron” maspyd act, OextapuH
CYHHAaTXOM MacHaBUCAPOWHH KIIACCHMKHPO HJO0Ma jaoiaa, MyBaddak Oap OoH rapaumaact, KM siKe a3
OexTapuH Ba OXupuH yaBoOmspo 0a “bycron”-m Capain 0a kamam oBapaa. Xyau ¥ map cababu
HaBHINTAaHU JOCTOH OOpH0 0a MH MaTiIad uimopar MeKyHasn Ba Mmakomu lllaix Cabaupo 9yH yCTOAH XEIl
apy Mery30pa:

Typo xupkae 4o0Oyk osi11 6a ay,

Ku nymma Capauu nymyHamymi.

A3 ¥ moua rap “bycron” éarop,

Ty 6ap nycron “Tyxdae” Borysop.

UyH ¢dukpar O6anang acty TabbaT KaBi,

Pakam 3an uy “bBycToH” ke MacHaBil...

... SIke Hycxa uyH “bycron” coxTam,

Cumac “Tyxaun gycToH” coxTam.

Xap oH ayp, ku Cabai 6a “bycron” ducydr,

Hap un “Tyxda” Hloxun 6ex a3 ¥ narydr [8, 268-269].

Hap sixe a3 abétu razane a3 xyn Oomaxn lloxun Xyapo morupam “ycToau yaxoHrapx’, sibHeE
[a#ix Cabait MmenrymMopas, Ku mapadu XycpaBuyd MyJIKH CyxaH a3 ¥ 6aposiur a3 ¢aii3n Taxcui Jap XaMuH
MakTal pacuiaacr:

[apadu xycpaBuu mysiku cyxan [llounpo,
daii3u MOTUPUH YCTOAN YaXOHrap i MaH acT... [6, 30]

Bane 60 un xama mytonean ambopu lllamcunnun [lloxua Mopo Gap uH HaTH4Ya MeoBapal, Ku
nap OGapobapm WH Xama TabaxXyp Jap HCTUKOONM ca0K{ CyXaHH KyJamMo Ba wmaoman MyBaddhakoHau
CYHHAaTXOM aJa0uH IIOMPOHU Ma3Kyp Aap MakTaOu maiipaBonu benmn xam TaBduk €pu ycr Ba Xarro
TaBpe TydTa oMaj, TOX0 YYHOH aHOCHUPH MH Iy caOKpo 0a xam MMTH30Y MeOaxXIiaa, Ki HH PaBUIIN KOPH
¥ oMM TO3aKopHxoe nap TypTop Ba Tap3u OaéHu cyxaHBap rapaupaann. [lap nasOaru aBBan Lloxux
HucOar 6a benmnm HU3 IXTUPOMH XOcCa XOcae 30XHp MEKyHall Ba XaTTO Jap IENIopyd a3zamarth Adapeu
cyxanu AOyiIMaboHA Xyapo 0a Maco0au K KaTpa Kapop 10jaa, 00 ap3u 3XTUPOMH OJIi TabKH]l MECO3a/l,
KH:

Uu Hucoar act 6a benun kamuna [loxunpo,
Ku xaTpapo HaTaBOH XaMHUHOHH Ky/I3yM Kapx [8, 66].

Myxokuma Ba HaTH4axo. baxcy Oappacuun yoiiroxu makomu IlloxuHpo nap mnaxHOM MakTabu
naiipaBoru bennn qap amabuéTn TOYMKNN acpy Hy3Jax a3 4aH7 paB3aHa METaBOH 0a MHUEH T'y30IIT.

Haxycr, Taxkuk gap fazanxou 4aBoOn Ba uctukbommsixou Lloxun a3 bemwn Ba nbtukopotu
IIOUP Jap Tadaaayau GUKPHUBY XyHapi JAap MakTaOu maiipaBonu AOyiamaboni. dap Jesonu [loxun nap
KaHOPH BYYY/W Fazanuéru UCTHKOONA a3 cypynaxou CabanBy Xodmsy Kamon Ba qurapoH cyxaHBapoH
naiipaBit a3 bemun Hu3 6a mymoxmma mepacan. Hcerukbommsxou llloxwa a3 bemwn Hu3 uyH aurap

IIOWUPOH a3 Ta3MHWHHU HaXyCTra3alln HCBOHI/I A6yJ'IMa’I>OHI71 OF03 MCIIaBaHI. bo uTMHHOH MeTaBOH u3xop
______________________________________________________________________________________________________|
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JIOIIT, KU aKcapy IMOWPOHH MaipaBu beaun Ba XaTTo MIOMPOHU JaBpau 0O3ramTH anadii 0a WH Fa3ajiu
HAXyCTHHH JCBOHU ¥, KU MaTjaballl 0a ryHau 3aii1 acT:

ba aBun kuOpHE K-a3 mavayu a4y3 acT pox OH Yo,

Capu Mye rap uH 40 xaMm IIaB#, OUIIIKaH KyJIO0X OH Y0
4aBoO rydTaaHm;

IMamcunnun [loxun HU3 Oa MakTaOu mapaBoHM Beaun taBaccyTu Fazanu 4yaBoOuM xeir 0a UH
Fa3aj BOPH/] MEIaBaJl, KM MaTlial OH YYHHH CaJi0 J0/a:

Bba aByu kubpué, k-a3 cabiiv 030JIUCT POX OH YO,
BukyH Tapku KyJI0X MH 40, IIHKaH Tapdu Kyaox oH 4o [9, 26].

Yommbu TaBaydyX OH acT, KM XapyaH] a3 Hazapu (aporupuu Jyrasit ab€tu Mazkyp Oa xam xene
KapoOar JopaHz, aMMO KopOacTH “mbopau cabitm 0304#” OMIJI 0a TaFMpW KyJUTUH MabHO#W map OadTh
[oxuu rapaumaact. Ml cyxaHBapyu MyMTO3 Ba4Xy pacHIaH 0a aBYu KHUOpUEPO TaBacCyTH CabHU 030,
STbHE paxof a3 MauMyHW TAaalIyKOTH AYHSBA Mysccap MenoHaa, AOyIMaboH# OoImIam, OHpO JAap KaMOJH
a43, K1 TapkuOu OH a3 (hypyTaHUBY XOKCOPHUBY IIUKACTH Hadc nOOpaT act, mapxy TaB3ex meamxai. [lap
MHCpaH TyByM Oolaj, Xap4yaHa aciu matiiab 6a cyxanam bemun kapoOar gopaz, ammo lllomua 6a Tap3u
u(osan Xyapo AUrapryHue Gaxuina, Hapbe HOTHKOPU XyHapil 30XMp HAMyJaacT. Y XaMOHO TabOHpH
“Tapkd KyJiaX Ka4 HuxojaH”-po a3 Xodwus 00 murap miepa 0a opusaT rupudTa, a3 OH TabOMPHU “TapKu
KyJiaX KapJIaH’-po XOCHJ MEKyHaJ, KA XaMOHO MabHUHU a3 TakabOypy Fypypy y40 BOpacTaH OoIaj.
Bobacra 6a un, ubopau qurapu 00 meBan XyJ1 TaBacCyTH Taks 0ap aciu oH coxtau Llloxun, sipHE “Tapdu
KyJiaX IIHKACTaH’ XaMOHO XaMOH Mariabu MaH3ypu bemmn, sbHe 6a Makomu onii € aByu KuOpuUé
pacunanpo tadcup MexkyHan. MH 4o paBiian memasai, ki [LIoXuH UKIOM Jap UMTU3049U Xap Ay IIeBau
CyXaHBapi MEKyHaJ, TO a3 TakjHJ Ba MalpaBUU XyImK Ba HoMyBad(dakoHa mapxe3 HaMyja, 3UMHaH
TaBacCyTH TapXH TabOMpPOTH AWTapryHa Ba XaTTo JAap OMcCEp MaBpHI TO3al HIOMPOHA HWKIOM Jap
HABYYHMBY HABOBAPHUXO HaMOsJ. A3 WH p¥y, 00 UITMUHOHH KOMMWJI METaBOH ry(dr, ku naiipasuxou [lloxun
a3 beaun nap Oapobapu MyBaddakoHa aHYOM IIyJaH XaMOH aHZCIIAW axXJu TaXKUKpO, KU Jap acl
MakTabu maipasii a3 beaun nap amabuéru acpu Hy3Jax HaBbe MEBhEPH XyHApU HIOMPHA IIMHOXTA Ba
abpTHpo(d rapauna Oy, 6a cyOyT MepacoHa.

Axanemuk A0Onyqab0op PaxMOHOB HM3 3WMHHM TaXJIMJIM KUECHHM WH ay OalT 06a TO3aKopuXou
[oxuH umopaTr Hamya, a3 yymia HaBumTaacT, ki “llloxuH maknu mebpuu bennnpo koMuaaH HUTOX
JIOpaj XaM, Bajie Ma3MyH Ba MyHIapu4an OHpO Tarinp meanxan [99].

Illoxuu OemTap Kymmmaact, a3 OH ra3anxod bemun MCTUKOON KyHal, KU Jap BYChaTH OHXO
TO3aKOPUXOU XyHapi Myd4accamanj. MycajiaM acT, KU sKe a3 UKJAOMOTH HOJWpU XyHapuu beaun nap
razas KopOypau paaudxou HOIUP Ba IIeBau XOcH pagudcosi Mmaxcyd Me€ban. ba mymoxuma mepaca,
ku Ilamcumgnun [loxuH arna® MaBpHI a3 XaMHH HaBb Fa3auuéru AOyaMaboH#H 00 YCyJIH XOCH XYII
ucTukO0a Hamyzaa. Mup3o beann gap “/leBon”-m xem gy faszan 6o pagupu “Oarc” mopan: Marbanu
Fa3ajy aBBaJI YyHHUH CaJI0 JI0JIa:

Bemar3uBy mop6 0a MaHM CyxXTa4qoH Oaxc,
Dit mynba MakyH Xap3a 6a otanrHadacon 6axc [448].

Marnabu Fa3anu TyByM 0Oa ryHau 3ail acr:

Xopwuct 6a Xap KayMaHHII a3 POCTPaBOH 0axc,
Bap xok ¢urazn tup uyH rupan 6a kamoH 6axc [448].

Illoxun HU3 00 XaMuH Ba3Hy Kogus Ba paaudu razanxou Mmaskypu benun razane O0a Kanam
OBap/a, KU YYHHUH IIypYh MEIIaBa;

A3 yammu Ty Kapnem 0a abpyu Ty oH Oaxc,
K-a3 6omamapacTon 0a Xmiiom paMa3oH 6axc.

TaHxo MyKoMCaW MaTJIiabW Fa3aduéTd Ma3Kyp MH HYKTapo MycalaM MecO03aJ, KH XapyaH]
lloxuH map Ba3Hy Kodus Ba paaud a3 bemun ncTuKO0T MEKyHAI, aMMO ¥ Jap KOJMOW Fa3zaimu caOKu
XUHJA 00 meBau caOKM MPOKUPO CyXaH MEKyHaJl Ba a3 MH POX HaBbe TO3ari 0a KaJoOMH Xell aTto
MeHamosts. H 4o 603 XaM KYIIMII CyXaHBap Jap MMTU30YM aHOCHPH Ay cabku anabit 6a mMymioxuaa
Mepacaji, K Kopampo 0a caMTH TO3aryuBy TO3aHa3apil MekalmoHaa. PaBiian merapaaji, ku bemun map
XapIy Fa3alld Xell CyXaHpo a3 Mapxy TaB3exw Maboxucu (anmcaduBy WITUMOW OFO3 MEKyHAZ Ba 00

XaMOH II€Ban XxXocaalll Ta(I)CI/IpI/I YYHUH MAaCOWJIpO UaoMa Me6axma;[, SBHC IIHKOAT a3 a(bpo;u/l 6CMaF3y
1
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KayMaHHUII Tapxy Oappacuu MaTonuOpo Aap cypylad IIOMp caHrd acoc meryszopan. Ammo Lloxun
XaMOHO JIap UH Ba3Hy KOJIMO SIK Fa3ain 4a33001 OIIMKOHA CYPY/AaacT Ba CyXaHH ¥ HU3 00 IIUKOSAT HOTHIO
Meé0az, aMMO UH IIMKBaBy adroHy (apéau moup Ha a3 4aBpH pY3ropy KayMaHUILIOHY OeMar30H, Oallku
a3 Oaxcu vamMH Mablnyk 00 aOpysm meborran. Yomubu taBauyyx oH act, ku llloxuH XaMOHO nap
MHCpau IyByM 003 XaM TapuKu KOpHU HMIOMPOHH maipaBonu benunpo map xkopOypau upconu mMacain nera
MeKyHaJ Ba Oapow mapxy Tapcupu Mariabu acivu xem 0a X0y XaBou 0oJarnapacToH Macall Me3aHal,
ku 60 xwionu Pama3oH, sskHEe MOXH HaB, KM OMaJIaHH PaMa3oOHPO Oamopar Meauxan, 0axc Meoposi.

XaMuH ryHa MaTHH KoMuiH Fa3zanu Lloxun Tadcupu 6axcy MyoMHIIaxoH OIIMKOHA acT, KA OHPO
0a cypatu sSK Fazajld 9a3300HM OIMKOHA JapoBapaacT, aMMoO aap Fazanmuétu bemwmn Oemrrap tadcupu
Macowsu nqTuMouBy (ancadi Hydy3 mopana. A3 nuxo3u coxtop Hu3 LLloxuH acocaH meBaun Fa3aixou
mambaiTHpO HUroX JOLITAACT, KM XOCH CyXaHBapOHHU Ty3amiTan Mo Oya, aMMo aO&tu xap Ay Fazaiu
Benun xam a3 uH Xaaaum MabMyJIid 0070 Kapop HopaHn, sibHe aBBajiil a3 11 Ba myBym 12 Oaiit Tapku0
€braana Ba MaUMyaH paBUIHA CaA0KH XUHAMPO Jap COXTOPUTUHOCH Ba XauMH a0ETH OH Jap Xya MydaccaM
MeIOopaHI.

Fazamu murape map “JleBor”-u benun 6a wammM Mexypan, ku 00 pamudu “cypx” 3qonm mryna Ba
MaTjiabu OH CypaTH 3aiJipo TOpOCT:

Bo3 a3 moH ramr nawiu Ty Xatu IWII0p CypX,
Fynuaam oman OypyH, a3 mapjau 3aHrop cypx [3, 459].

Mamcunamun [loxua HU3 00 XaMUH panud Fazaje cypynaacT, KM Marjiabd OH 0a TyHau 3ailn
WHILO Tapaujaa;

O# MakoJIaT LIMPHUHY B-3H J1abiu raxpapoop cypx,
Tytuu ry€, 6a XyHam kapaain MUHKOp cypx [8, 49].

A3 ab€Ttu aBBamMM Xap Ay Fa3ayl paBlIaH MENIaBaj, K MUEHH OHXO KapoOaTe MabHOW Ba caOKi
By4yn mopax Ba xarto Uloxun 603 Xam map mMucpam OyByM 0a HaBbe 0O IEBaM HIOMPOHH MaKTaOH
naiipaBu benun a3 ramcun 6a kop rupudtaBy 6a Macan 3amaH 0a TYTHH I'y€ MabLUIYKpo 6a OH MymioOex
Meco3al, Ku 0a XyHH OLIMK MHHKOpP cypXx KapnaacT. KopOypau tasOupu “a3 MoH Cypx TalliTaHH JIabJId
raxsapOopu MabIIyK’ nap rasanu bemun Ba “cypxuu nabiu raxsapOopu Mabinyk’ nap Oaiitu Lloxwux
MUEHH XaM KapoOaTxou MabHO# IopaH[, Baje beaun cypxuu nabu MabLIIyKpo a3 TMEXU IOH MEIOHAL.
Tubku TaB3exu QapxaHrko TH€Xu Ma3Kyp acocaH JIap XHUHJI Mepysd, K 0apou MCTEXCOIH MambCyJIOTH
OpOWIIIH, KN YUXaTH CYpX HaMymanu jabu O0HyBOH mctudosa masan, kopdbact merapaan. Jlap rysamra
anbarTa 0a XOTHpH XyWOyH raploHuAaHy 1aly JaxoH a3 oH ucThudo1a Memys, Ki oMUl 0a cypxuu J1ad
HK3 MeramT. [lac, arap cypxum 1a0u MabIIyK Jdap KaToMu beaut acapy XaMOH THEXH TIOH OOIIa, Jabin
raxsapOopu Mapuryku Lloxun xyn TabuaraH cypx act, YyH XyA Jabi Oomaa. AMMO KHECH MyHIapHyau
xap Ay fazan taaccypu mouponau [lloxunpo a3 beaun 00 meBaxon XOcH Aurap My4accaM MerapaoHaj.
Macanan, naiiBanae MUEHH MUCpan AyByMHu Oaiitu Ma3kypu Llloxun Ba GaliTh aurape a3 XamHuH Fazaiu
benun 6a yunBa meos:

WHuyHuH rap Hola, XyHOIyAa X0Xa KapA Iy,
Annane6u Mo 4y TYTiA MEKyHaa MHHKOp cypx [3, 360].

Arap nap cypynau bennn anganed MUCIH TyTH MUHKOP CypX MeKyHan, nap Oaiitu Lloxun xyau
TYTUCT, KU 0a XyHH OIIMK MHHKOD CypX HamypaacT. PaBmian Merapian, Ku xapyasj maboxaTxoe Aap
meBan ucTudoman 00pa3xon MesPH, TABOUPXON MIOUPOHA, MaB3yh Ba Ma3MyHCO3# 0a JaIM MepacaHs,
ammo [Mlamcunnun [loxun kymmaaact, KU a3 aifHA TaKpOPU MATOJUO a3 TaKJIWA WYTUHOO Bap3uia, Aap
LIeBau TapxXyu MabHHO(apit MKAOMOTE a3 Xy HHUILOH JUXal, TO OMMJI 0ap M3XOpH IULy Ha3apH Xocau
Xell Jap 3aMHHal MYXOKOTH Ma3Kyp rapia.

Ommmu gurapu  Bopun Hamynanu lloxun 6a mrymynu moupoHu Makrabu madpaBu beaun
KOpOypAM IIeBaxOoW LIOMPOHAW TapKHOCO3UBY TabOupodapunii, MasMyHO(papuUHHBY MabHHUCO3@ Oa
urymMop Mepasaz. Jlap KaHopu aurap aHocupu mebpit aap kanomu Hloxus uctudona a3 ycynxou 4onubu
TapKuOCO3il, HOOPAOPOH, TapXpe3uu BOXKATOHM Mypakkad 0a MyIIOXuaa Mepacal, Kd capyaliMa aap
Tap3u cyxaHBapuu beaun Ba moupoHW caOKU XMHIW JopaHi. MacaiaH, py4yb Oap ay OalT a3 raszajiu
Ma3Kyp 0603TO00M UH BeXarnxou XyHapupo 0a Tap3u 6apdacta MyJyaccaMm MerapIOHa:

Sk xaam a3 Qaii3u mespam panrybop adromaacr,

Bapna Ta0bam pamku caj ryiaman6axop agromaacr.
___________________________________________________________________________________________________________________|
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To 6a MIKTOH TU(IH alllkaM HalcaBOPH KapaaacT,
T'upstam comoHnu ca tryxit 6axop apromaact [8, 19].

WH qo Tapkubxou “sk kamam”, “haizu mebp”, “1k Kamam panryoop adroman a3 daiizu menp”,
“Ta0bpu pamk”’, “pamiku caj rynmanOaxop”’, “pamku can rymmanHbaxop adroman”, “Tudum amk”,
“HaiicaBopit Kapaan”, “0a MIKTOH HalicaBOp# KapJaHu TU(MIH amK”, “COMOHH caj IIyXit~ Ba aMCOJIM HH
Jiap urymopu uOopoTe Kapop JA0paH/, KU capyaliMa a3 KajoM Ba Tap3u Taboupco3uu benwn rupudraan.
Bapobapu uH, sike a3 BEXAruxou HOAMPH TapkuOCo3d map cabku bemunm Tapxu TapOMPXO TaBacCyTH
apKoOM a3 LIyMOparoH MepaBaj, Ku oHpo ycron Kaakanii TapOupcosit TaBaccyTH ‘“BoOacTaxow ajami’”
YHBOH KapmaacT. lH 4o ubopoTe 4yH “gk Kajgam™, “‘ca Tyimandaxop”, “COMOHM caj Iyxi 6axop” Ba
aMCOJIM MH TapKuOXoe a3 MH IIyMopaH, Ku 6apon udonanm MaTtoiaud TaBacCyTH KOpOypIu BoOacTaxou
anmaai »YoJ IIymaaHn. Xa3zaMoH, BOXKAroHW ‘TymmaHOaxop”, ‘“HaiicaBopi” OoImam TadacCyMH HaBBH
TapkuOCo3it Aap KaoMu benun-coXTMOHHM BOXKaroHM MypakkaOW IIOMPOHApO MydaccaM MerapAOHaH,
KH XaMmars a3 MyxuMTapuH aBoMiy mymynu [loxun nap cuiku moupoHu myBaddaku maktadbu bemun
Maxcy0o me€OaH.

Jlap mrymopu ImeBaxoW XOCH TapKHOCO03@ Ba TapOupodapwHii Aap KaloMu beamn pyqys 0Oa
nbopaxoe, ki gap QGapxaHra MapAyM capyaliMa JOpaHi, YOHroxu xocae kacO KapaaBy KOpOypIu OH
0apou TakBUATH YaHOAXOW XyHapuu mebp Myaccup omagaact. IlloxwH HH3 a3 uH meBa MyBaddakoHa
HUCTUKOOJ HaMylIaBy TaBacCyTH KOpPOYypAM WH HaBb HOOPOT KalOMH XEIIpo My3alsH Ba Ya3300
rapjaoHuaa. A3 qymuia, nap OaiTu 3ep uOopau “sIK capy rapjan’-po, K aap (gapxaHrd Mapaymi 6apou
nbogan MebEpu GapkuaT MUEHH UHCOHXO 0a KOp OypJa MemaBaj, Jap MaBpHIU XyJ MIOMPOHA 6a KOp
OypZa, XaTTo TaBaCCyTH OH SIK TAYHUCH 3¢00 XaM o¢apuaaacr:

Sk capy rapJaH HUTOpPH MaH 4y a3 TyJjIliaH Ty3allir,
OO6po 00u xuyoyar To capy rapaas rysamr [8, 32].

Jap mucpau aBBan ubopau “sgK capy raplaH rysaiitaH aciaH 6a MabHUU 0070 pad)TaHH MaKOM
KopOacT mnryznaact, s’bHEe MaH3ajlaTh 3¢00MBY HA30KaTH HUTOPW MaH YyH SIK capy rapAaH a3 TyJIlaH
T'Y3aIlIT, OH TOX 00M XHYOJIaT, ’bHE MapMy HH(pHOIM 00U TyJIaH To capy rapianam padTt. ba TarOupu
qurap, oOu ryfimas capono aap xuqonar adron. Yomub on act, ku LloxuH 3uMHaH Aap TapXu MabHH
nbopan Mabpydu “00 a3 cap ryzamrTan’-po XaMm YOW I0JaacT, ki 6a MAbHUU KOp a3 KOp Ty3allTaH Jap
(hapxaHru MapyMil pouy acrt.

Anbarrta, Oapou Tadcupum WH IeBan MapcyMm gap kajgomm IlloxwH, KU capuammMa map caOKu
cyxanun bemmn nmopan, MeTaBoH Xa30pOH HaMyHa TYJIBOXKaxoBY TapkuOxo a3 JleBonu ¥ Oapuun, Ku
xamarit 6a XyHapH OIOWPHH Bail Jjap TapXyd Ma3MyHYy MabHHUXOU IIOWPOHA AOpaHi. Xya TahCHpH HaHI
HaMYHa T'YBOX# OH acT, K JIap UH PaBUIIN KOPH MOUPOHU MakTabu maiipaBonu bemaun uuz lamcunnna
[Hoxun myBaddak act, uyH 0apobapu Xxu3u CYHHATXOH XOCH CaOKu OeAuiIi 1ap MabHUCO3W Ba TapXu
TabOMPXO TO3aKOPHXOE HU3 a3 XyA 0a HaMouIl Mery3opaa. Max3, xaMmun Makomu mouctan Hlamcuanun
oxun map kanampaBu MakTabu maiipaBoHu bemun caba® rapani, K4 akcapu HIOUPOHU HUMaW JTYBYMH
acpu Hy3Jax Ba MOTHIOU acpu OHCTYyM yCIyOW OCTUIUpO a3 TapUKW UCTHKOOM a3 KaJoMH ¥ maipaBit
HaMoOsiHI. XaTTo HaMosiHAaW OapdacTan MakTaOu mnaiipaBonn benmn HaknOxom Tyrpamu Axpopit
[loxuHpo ycToau Xem 3bTHPOd HAMYMAacT, KU SIKE a3 MyXUMTapWH aBOMHUI 0apou HCTHKOOJIH
MyBadpakoHau IIOUP a3 MaauaxoHu caOku cyxanu AOyIMaboHi 0a IryMop MepaBaj.

Hap maymys, TaBpe TydTa oMan, gap 6apodapu wH ku llloxuH capexan 6a HCTHKOOJ Ba HPOJATH
xem a3 cabku moupoHe yyH CabnuBy Xodu3y Kamon Ba murapoH uimopar MeKyHal, Bajie MyTOJIeau
JIEBOHH ¥ COOHMT Meco3al, Ku 0apxak ske a3 monpoHu myBaddakn MakTabu maiipaBoHn bennn HU3 xact
Ba OEryMOH Jap xap Ay paBUII KOMIOpUXOH Bail Oapmano Oa vammM mepacani. H cyxaHBapu MyMTO3
Jlap 3aMUHAW OME3MINN YHCYPXOHM XyHapuu xap Ny caOKu cyxaHBapél TaBOUK 0a 340U TaTuliaXxou
XyHapHue TapIuaaacT, Kd OMHJIM MyacCHp Jap 3yXypu Oapxe HaBroOHMXOHM OaJerBy MaB3yW ILIyIaaHI.
Bapobapu uH, Xxap4aH] T0X0 MaBpW MIAKIY HABBH MeEbpUU bemmipo xud3 HamyaaacT, aMMO TaXJIHIHA
KUECHM Fa3aJX0 Yil a3 Ha3apu COXTOPH Ba MyXTaBOH, UM a3 JUITOXM TapXu Machajary3opi, Kopoypau
HIMTap/IXOW XyHapil Ba MabHO# Jap mebp 003ry a3 oH act, ku LlloxuH map cyporu Tapcupy Imapxy
aHjemaBy adKOpH Xy Jap KOJIMOW MH CYHHATXOW Jap caOku AOyIMaboHA TapXpesulya Ba 3yXypH
KOPHOMaxou XyHapHH Xell HU3 OyaaacT, KM MayMyaH HOTHKOPOTAIIPO Jap TAIIaKKyJId IIEbPU acpH

Hy3/1aX, Ba Ta4aJIyAX0¢e Jap MakTabu naiipaBoHu benni TabKuax MEHaMOS]T.
I
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YCTOJI CAJIPUJIIMH AMHUHNT A DXTHPOM ...

AnHoTanusa. MyCTakWUTMKKa SPUINTAaHUMU3AaH CYHT amaOuET Xoaucaigapura 06axo OepHIITHUHT
SHTH JnaBpu Oomutanad. XX acppa simald WKOA 3TraH €3yBUMWIIADHUHT XaéTH Ba WXKOIWMHHM Xap XHI
“m3M’mapgaH XodW Tap3da, cod amabuii Me3oHJap HYKTaW Ha3apWaaH YpraHWITa KHUPUITIIH. by
KuxardaaH Kaparanga C.AWHWIA WKOIWHU SHTWYa HYKATH Ha3apJaH YpraHWlill, YHHHT acapiiapura
UCTUKJION MadKypacu TOMOHMAAH Oaxo Oepuin yrraH acpHuHr 90-immapuman OGonuianran 3. by
cwicuinaga H.Kapumos, W.Xakkyno, b.Bamuxyxkaes, A.Xaiturmero, P. Op3ubGeko, A.CoOupos,
0O.Cadapos, P.BoxumoB kabu onvMIAPHUHT HIUIAPH Ba MaKOJATApWHU KYpCAaTHIT MyMKUH. ByHman
tamkapu byxopo naenar yHuBepcurernga 2004 Hun yTkasunaraH xaikapo, 2008 iimnga pecmyOimka
WIMHANA amKyMaHJiapu xaMm AWHUN JKOAWHW SHTWYA HYKTau Ha3apJaH YPraHUIIHUHT camapaiapuaaH
OWpU SKaHIUTH KyBOHWIM XOIUCanup. AWHWN WKOAWHU YPraHWII COXACHIATH WILIAP YHUHT BaTaHU
Byxopou miapudaa xam gaBoM 3TMOKAA. Maskyp MakoJiaga OyXOpOJIMK OJMMJIAPHUHT YCTOI AMHMiATa
XypMar Ba Myxa00aT OuJIaH 3XTUPOM KypcaTraHiuKIapy Xakuaa GuKp IOpUTHIIAIH.

Kanur cy3aap: ycron, aaub, AWHMIA, onuMm, Oaauuii acap, XOTHpa, 3XTHUPOM, CaMHMHMST,
MyHOca0aT

Annortauus. [lTocne oOpereHHs HE3aBUCHUMOCTH Havajach HOBas 3pa OLEHKH JIMTEPaTyPHBIX
siBneHuid. JKU3Hb M TBOPUYECTBO MUCATENEH, >KUBIIMX M TBOpUBIIMX B XX BEKe, HU3Y4YalIUCh BHE
“UIe0NIOTUN” TONBKO C TOUKM 3pEHHS YHCTO JIUTepaTypHBIX KpurepueB. C 3Toil Touku 3penus B 90-e
TOJII Haualoch m3ydeHue TBopdecTBa C. AWHM C HOBOW TOYKM 3pEHHs, OIEHKA €ro MPOM3BEACHUN B
ACIICKTEC NACOJIOTHHN HE3aBUCUMOCTH. B sToM mytane moxasaTenbHBI pa6OTI>I " CTaTbU TaKUX YUCHBIX, KaK
Haum Kapumos, U. Xakkymos, b. Bammxomxaes, A. Xaiiutmeros, P. Opsubexos, A. Cobupos, O.
Cagapos, P. BaxumoB. Kpome Ttoro, orpagHo TO, YTO MEXIyHapOAHBIE HaydHbIe KOH(EPEHLHH,
poBeIeHHbBIE B byxapckom rocynapctBeHHOM yHuUBepcuTeTe B 2004 Toay, U peciyOIMKaHCKHE HaydIHbIE
koH(pepenuun B 2008 romy SIBISIOTCS PE3yIbTaTOM H3yYeHHsS TBOpUECTBa AMHM C HOBOM acIEKTe.
Pabora B oOmacTu u3ydeHHst TBOpUeCTBa AWHU MPOJIOIDKAETCSA Ha €ro poauHe B cBsmeHHod byxape. B
JTAHHOH CTaThe TOBOPUTCS 00 YBAXKEHUU M JTFOOBU OyXapCKHUX YUYCHBIX K YCTO3Y AWHU.

KarwueBble cjoBa: Mactep, mmcareib, AiHW, y4EHBIH, TPOW3BENCHHE HCKYCCTBA, IMaMsITh,
YBa)K€HHE, HICKPEHHOCTh, OTHOIIIEHNE

Abstract. After we gained independence, a new era in the appreciation of literary phenomena
began. The life and work of writers who lived and worked in the twentieth century were studied without
any “isms” from the point of view of purely literary criteria. From this point of view, in the 90s, the study
of the work of S. Aini began from a new point of view, the assessment of his works by the ideology of
independence. In this series, Naim Karimov, I. Khakkulov, B. Valikhodjaev, A. Khaitmetov, R. The
works and articles of such scientists as Orzibekov, A. Sobirov, O. Safarov, R. Vakhidov can be shown. In
addition, it is a joyful event that the international scientific conferences held at the Bukhara State
University in 2004 and the republican scientific conferences in 2008 are one of the results of studying
Aini's work from a new side. Work in the field of studying Aini's work continues in his homeland,
Bukhara Sharif. This article talks about the respect and love of Bukharan scholars for Master Aini.

Keywords: master, writer, Aini, scholar, work of art, memory, respect, sincerity, attitude.

Kupum. V3 mappununr iiupuk anu6u C.ANHHMI acapIapuHH YKUp JKAHCH3, Ky3 OIIMHTH3/A
amabuéT TApUXWHHUHT 3yKKO OWIMMJIOHM, TApUXUHMCH, MOXHP MYHAaKKHIU cudaThIa TaBIajlaHaIu.
C.AtamitHn  Byxopo amabuii MyXWTH BakKwWUIapy IDKOIM XaM JOWMO Y3Ura TOPTHO KeJiu.
K.HMxpomuitHuHT XoTHpramuda: “YHUHT 6ekapop foparu byxopo yuyH aunHapau. Y OyTyH OOpIMFHHA

ana my Axwman Jonum, Xadpar Ba Oomka ymyrnap byxopocuHu Tabpud-TaBcuduamra, yaapHH
___________________________________________________________________________________________________________________|
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)

KYKIlapra KyTapuiira Oaruiuiarad 31y, yJiapra HucOaTaH YWH KYHTWIIAaH MyXa00aT u3Xop KHiraH 31u’
[1, 40]. Xakukaran xam C.AiiHuii ¥30€K Ba TOKHUK afaOMETHHHMHT Y30K TAPUXUM HETM3IapUHH, OYIOK
CHUMMOJNIapH IDKOJWHU aMaOMETIIYHOCHUWK QaHuga OWpuHYWIApAaH OYnu0d TaaKWUK »dTraH yiKaH
aomagup. Ly Oomc OyXopoinuK oJuMIap XaM aWHUHIIYHOCTUK caxudaiapuHd TYITUpyBUH
TaIKUKOTIIAp, MaKoJIainap, XOTHpaap spaTauiap.

Byxoponuk ucrepnomm onmum Oumn ToraesHuHT “AlHui byxopona” xotupacuna 1949 imnaa
AvianitHuar Byxopora xemumm myHocabatu OwinaH OOFIMK TaaccypoTiap Tuira onuHaau. OIUMHHHT
OupuHun Mapta AWHuMH Ownan yupamyBu AOy Amm ubH CuHO HOMHIOAru KyTyOXOHamaH
OOIITAHTAHJIMTH, TaJla0aTapHUHT YCTOA OWJIaH yYpaIlyBH, YHAA HHCTUTYT PEKTOpH, ¥30ek amaOueTu
kadeapacuauHr goueHTd M.IOHycoB Ba Toxuk agubnapu Cotum Ynyr3ona, Kamon MkpomuitnapHuHr
AWHAI Xakuda Cy3llaraHIMKIapH, YCTOAHHHT acap €3WIN MamlakKaTiIapu TYFpUCHIArd (QUKpapuaaH
MUCOJUIAP KENTUPHWIAAA. AWHUMHUHT OHA MIaXpH XaKWAa TYJIKWHIAHHUO Cy3llaraH HyTKHIIaH Hapdaiap
OepuIHIy XaM yCTo A KuE€(haCHHU OYHINTa XU3MAT KHJITaH.

“AWHNIA 3aMOHIOLIUIAPH XOTUpacHaa” KUToOMOa Typiu KacO sramapu: dainacydiap, omumiap,
JKypHAITHCTIIap Ba OOIMKAa KacO SrajapuHUAHT XOTHpajapw XaMm OepwiraH. Ymapnma AitHuii xaétum Ba
WKOAWHUHT MYyXUM KHuppaidapu o4yub Oepwiran. MacanaH, akagemuk, Qainacy¢ HW.MymuHOB
AWHUHHMHT  TapakkKMHmapBapyivk  Fosulapu  OwnaH  Axman  JIOHWII  OpKanW — TaHUWINTaHWU,
MabpudarnapBapiauk (GaonusTH XakuAa cy3 OpUTagd. YHH “axoind Mytadakkup, agaOMETHUHT
acOCYMCH, HOJHUP acapiap sipaTran’ €3yBuu J1e0 XUCOOIanIu.

Acocuii KucMm. byxopo aliHWHImIyHOCIMTH TapakKuéTuaa Quimonorus ¢aHIapu HOM3OIH,
npodeccop CanmKoH ANHEBHUHT XM3MAaTJIAPUHH alOXUAA Kaia STHII JI03UM. YCTO3HHHT “Byxopoxaa
Ooutmnran Oaiitiap” kurobuman C.AiHWKA Xakumarm yd9 Makoma Ba C.AnMeBHMHT amu0 OwimaH
yuapanryBiapy TaacCypotiapu YpuH onraH. “byxopoaa ToHr oTryHua” Makoiacuna ém CaapuIHHHUHT
OMpUHYM MapTa MEhp Ba MIOWP CY3JIapUHM JIIUTraHuAaH Oomwurad, byxopoma OuTwiran nacTiabku
MaIlKJIapH, TaxaJuryclapy, pyoouil Ba Oup Fa3aJMHUHT E3WITUILN XaKUIa MYJI0Xa3a FOPUTHIIa M.

WkxkuHYM Makojala [MOWPHWHT WHKWJIOOWH pyXJard IMebpiaapd Xakuaa (UKp IOPHUTHIAIN.
YauHun Makonana AWHUWHUHT PyC apTUCTIapu Xakugard GUKpiIapyd TaxJuid OSTHIKO, YHHHT
“mmpOagaH caliviii JOCTOHW "HHUHUHT €3WUTUINN XaKUIard MyJioxasajap yprara TalnuiaHa/Iu.

C.AnmueBnunr C.AliHuil OMiaH yuypanryBJaprHU KUTOOXOH YKUD 5KaH, Ky3 onauga AWHUAHUHT
ONIUMIIMK Ba WHCOHHWIIHWK Qa3unariapu sHajga €pKWH raBianaHaad. bupuaum yupamryBma C.Annes
AViHWI TOpTpeTHHU WIyHAaW um3anu: ‘“Hypowuuii xuégha, Oyedoupane, oxkapeaw Kaima COKON, KeHe
newona. Yxuw 6a é3umoan uapuaean Kysnap, ammo Kysiap camumuii ea cunogyan Kapaiiou. Hymxnapu
aoabuti, amMmo Kumobuil smac, aHuk 8a oup 03 Oyxopoua uiesaoa, coooa, camumuii” [2,78 ].

Aiinnii Oyxoposuk €11 MyaUIMMHU CAMUMHE KyTHO OJiajid, MEXMOH KHWJIaJld Ba HMKKH COaT cyx0ar
kwmmmagy. Ulyanan kelind ycron TaBautyAuHUHT 70 Humnmuru myHocabatu Ounan C.AnueB anubra
TaOpUK TejerpaMMmacy Ba raseraja YMKKaH Yy KHIIU XaKHIard MakKoJacHHU ro0opamu. Amub xkaBoO
MakTyOu Hynnainm.

“AnuOnapHUHT MakTyOJlapy yJapHHUHT IIaXCHSTH Ba WXKOIM, yiap sliaraH 3aMOH, MyXHT, yJap
OmnaH MyJIOKOTAa OYirad ojgamiap Xakuia MabIyMOT OepyBYH MyXHM MaHOamup. AWHU 4OFaa, E3yBUH
MakTyOapu Oaauuii anaOuerra sIKUH TYPYBYH, aia0uil TapakKKUET TaKO30CH OWJIaH Y3MHHHI IIAKIHMHU
yarapTupa OopyBuM Oamuuii WKOMNHUHT Yy3ura xoc Typu xamaup” [11, 64]. Makry6map C.Ainmnii
WKOAWAA XaM aH4da yupailad. AWHMHHHHT 3bTHOOPJIM DKaHWHHM KYpCaTyBYM MaKTyOHH TOXXKHMKYaJTaH
y30ekyara Tap)KuMa KO KHTOOAa KeITHpTaHyap:

“Yprox CanmkoH Asies!

Tenerpamma Ba TaOpuk XaTWHTH3 BakTuaa erraH »au. Cmsra Ba Cu3 opkanmu byxopoHHWHTr &mr
€3yBumiapu Ba afabuéT AycTiapura TaulakKyp U3Xop 3TamaH. MakojaHrus xam sxmm. MeH 22 maiigan
Ocpu kacanm Oynu0O €TtmOMaH, Xaawm XaM TaMOMaH Ty3ajiraHWMM4a HYK, IMIYHHHT y9yH MaKTyOWHTH3
*aBoOM Keunkau. byxopo €éumapu Ounan yuypamryB calnoMmatriuk Ba (ypcarra Kapalb Oynanu. Xammara
CaJioM.

XalpuxoXJIMK cajoMu Ovnan: AWHMIA .

Xakukaran xam 0y Maktyd C.AWHMHHWHT OYyIOK KayiOra sra yJKaH WHCOH 3KaHJIUTHHHU KypCaTyBUH

oup namuiaup. LLyHUHT yuyH €3yBUr MakTyOJapHHU YPraHUIIHUHT axaMUATH xKyzaa karra” [3, 37]. ly
___________________________________________________________________________________________________________________|
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JKuxaraaH Kaparadnga, C.AWHHA MakTyONapuHH YpraHull, TaaKWK JTHIN, OWUpUHYUAAH, AWHUIAHHHT
MyKaMMall KuéhacuHU sipaTulla KaTTa poJjib YVIHAWIW, WKKUHYWAAH, yIapHU TYIUIANI, HAlIp STHII,
TacCHU( KWW alHUHITYHOCIHK caxudanapruHu O0HUTAIH.

C.AnueB ycroa AnHuitHUHT 1949 MunHuHT MoHUa byxopora keiarannapu Xxakujaa XaM MabiIyMOT
O6epamu. [apuanny Oy yupamryBaa ¥3W KaTHamMaral Oyiica-Ia, YHWHT KHA3FUH KyTHO OJMHHIIIM,
yuparnrysiap, Cokrapera OopuIuiapu Xakuaa ranpam.

Cyurru yupamys Jlymanbena 1950 timnma 6ynran. Kucka cyxbarnan kelimH AiHuiit MockBara
KeTHIIM MyHocabaTu OwiaH ynapHu XaM (ToxHK Imowpacu ['ymdyexpa CynaiiMmoHOBa OuiaH) Hiaxapra
Kentupub Kyiub, camumuii xahprmamaamiap. CYHITH yupamryBaan AiHui myHanait xomatma C.AnmeB
XoTtupacuaa KoyiraH 3kaH: ‘‘Cyuecu yupauwiysoa sewunapuoa eymaguiapane xapbuiina Gacounoa
MUKUI2AH KUmeib, YHUHS Yan KyKkpazuoa opoen 1eHmanapu 6a oenymamauk Huuionu. bownapuoa Qycm
oynnucuy, KYaiapuoa xKaexkaszuda, 0acmacu Kopammup-capeuwi paneoazu xacca 6op 30u”. By moprtper
MU Ku€dara sra XakMKUA y30e€K Ba TOXHK aAMOMHUHT KHUEé(DAacHHU EpUTHUINra XM3MaT KUJIUIIH
OWIaH MabIyM KUMMaTra Taiyp.

“byxopoma Outwiran OaiTinap” kuroOmma “AWHuN 3amoHmonuiapu — MyH3uM Ba Xamawid~
xakugara Makonana xam C.AiHu#N OnnaH OOFIUK XOTUpanap KenTupuwiaan. YyHKH OJMM yJap Xakuaa
AWHUIHUHT ¥3 acapiapuaa €3u0 Koaauprad GuKpiapura acociaHu0 MyJioxas3a IpUTaIu.

Myxokama Ba HaTHAxaJgap. byxoponuk onumnap, ycroznapumus P.Boxunos Ba T.Kopaesnap
xamkopiukaa 70-immnapaa “CaapuannH AWHUAHUHT agaOui-TaHKUAWK Kaparuiapu” 1e0 HOMJIaHraH
MakoJlaHu 3bJ0H Kwirad sguwiap. [Ipodeccop P.BoxumoBHuHr “Myxakkuku Oy3ypru ny amabuér”
(1978) Ba “HaBomii wmwxoam — wunxoM MauOGau” (1981) puconamapuga xam C.AWHUHAHUHT
anabuETIIyHOCTUK (GaoNusITH MablIyM Aapaxana ypraHwirad. “ToXuk Tuiaumaru pucoiaga, — Ae0
€3amunap “HaBowmiira Ttanmuuran topak” KuUTOOMHMHT Myamuuguapu ycro3 O.CadapoB Ba
X.CadapoBanap, — ycron AWHMHHUHT TOXHK Ba ¥y30ek anaOMETIapuHU YpraHWIIra Ouf
TaAKUKOTIIApUTa YMYMUH Ha3ap €TaKuWIMK KWiaau. YHaa AbHuitHuar “HamyHan anaOuértu TOXHK™
aHTOJIOTHSICHIAa 3YJUIMCOHAWH  IDKOJAKOpiapra MyHocabar acHocuia — Y30eK-TOXKHK — amaluit
ANOKAIADUHHUHT  XoJaTu”, XymmagaH, Axkman Xyxkannud, Homupa, Mampald cunrapu ¥30ek
moupiapura oua Mapiymoriapu, 1943 imnpa é3wnmran “MyKuMuil Ba yHHHT JaBpH MaKOJIaCHHIHT
WIMHI KUMMaTHOaH Oaxc toputwirad, Anumep Hasouit TaBammymuauar 500 iwmmmurn TyEHacura
Taiéprapiark acHocuaa “Xamca ’HHHT KHCKapTHpHiIran ommasuii Hatpuau” [10, 34] amanra ommpranu
0aén kwmuHagu. “Anumep HaBouii” MOHOTpaQUACHHUHI HABOMHINYHOCIMK  TapUXHIard YpPHU
6enrninab 6epuiraH.

V36ex Tummmarm puconaza sca, AacTiad ycTon ANHMIHHHT ana0METIIYHOCHHK (aoIuaTH
yMyMIIAIITHpWITaH. byHla yHUHT ¥30eK MyMTO3 aJaOMETHHU YpraHUIIAAard XU3MaTIapUHUHT WIMHUMA
axamuatura Oaxo Oepwinagun. AmMmMo Oy pucoiaga XaM OJUMIIAp TabKHUIIaraHuAEK, ANWHHIHUHT
HABOMUIIYHOCIHUK (aOJUITH MapKa3ui YpUHIIA TYPaIu.

YMmymaH onrama, Oyxoponwk onmmiap wduna P.BoXHIOBHHHT alfHMHMITYHOCITWKKA KYIITaH
XUCCACH KaTTa JKAHJIUTHHH aloxXuja Tabkumjiam kepak. Omuvuaumnar 70-80 Hwimmapna AWHUNA WKOIU
XaKuga sparrad TypJU-TyMaH MakoJalapH, pUcojajapd alHUHIIYHOCIUK caxudalapuHu TYIAUpraH
Oyica, MyCTaKWUIMKHUHT |4-fimnmuaa Hamp sTwiarad “Ycrox AiHui caboknapu” KUTOOM — Y30ek
afHUHTITYHOCTMTHHUHT  STHTHYA Kapamniap OwiaH OoHuTwiIraH ssHTH Oup caxudacuan O6onurad Oepau
Jecak MyOoJara KWiMaiMu3. YHIa OUpHHYN MapTa AWHUAHUHT TOXKHK TWIMAATH IIEebpIapy Y3ura Xoc
HYKTaOHJIUK OWJIaH TaXJWI KHJIMHAIU. “‘Dcnanvkiap’ra sSHru49a HyKaTH HazapAaH €Hpamunann. by
KUTOOHWHT HAIIp 3TUIMIIU sTHa OMp TOMOHIAH MyxuM. Heraku ¥30ek 3aMHHUAA TYyFUIHO, 1Ty IOPTAA
KO KWIITaH, ¥30ek agabuértn caxudanapuan Ooitutran ycron Caapunana AWHUN WHKOTUHAHT MaKkTad
Ba OJMI TabiIMM JacTypjapuJaH 4YMKapuO TalUlaHraH SAuKH, Oy OyXoponukiap yuyH, Hadakar,
Oyxopoymkiap, AWHWIHE ceBraH Oapya Y30CKHUCTOHIHWKIAP YIyH calnOuWi Xomuca cudaruma Kadymn
KWIMHTaH 31u. “Ycron AliHuil cabokiapu” TaaKUKOTH OyHIAll Kapauiapra YpuH YK SKaHIUTHHH
WIMHUI WYT OUilaH KypcaTyBYH acapiup.

V36exucron Pecriy6nukacuuuar bupunun [Tpesunentn Gomna6 Gepran (2001 imina Caapuaius
AnanitHEHET “Byrok Xm3matiapu y4yH’ opieHd OwnaH MykodoTiaHumu) OyHIai KypbaTid Kajgam

MaMJIaKaTUMU3a alHUHITYHOCIMKHUHT sIHaja paBHaKuaa Oypuinum Hykracu Oyimu. Ly napcanu xam
___________________________________________________________________________________________________________________|
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TabKUANA0 alTHUII JO3UMKH, MabllyM MyanaT y30ek anaduérmrynocnuruna C. ARHUA HKOTUHH Y PTaHHII
HIUIapU TYXTa0 KOJITaHJEK, CYCTJIAIIraHAeK TaaCCypOT KOJIIUpaan. ARHUKCA, TYKCOHUHYU HUIITApHUHT
Oomma Ba ypramapuaa OyHU SKKOJI KYpUII MyMKHH. XaTTO MaKTa0 MapcauKIapuaaH afud mKOIWHUHT
o0 TalUIaHWIIM, KEHMHPOK 3ca, KapAoll Xalkjap anabuéTu pyKHUAa OepuiMiId XaM (UKPUMHU3HH
TacAMKJIaian. by Xakma yCTO3JIapHMU3HHMHT KYFOHHO alTraH Cy3JapuHH KeNTHpUO YTHII XKou3 1ed
ounaman: .. Eneunamuszoa okcax MavHaeull Xasuna canobam myKub mypean sKkau-y, 6us yuune o10uoan
Xey Huma Kypmazanoai ymub xkemub, begapx mypean sxanmu3. Kumnapuuneoup eapasu ouran Ycmoo
Atinuii adabuii mepocu Y3bexucmon ypma ymymmawvium Maxmabiapu VKye xamoa 0apciukiapuoar
yukapub Kyuunca xam (YKuuwi-yxumuwi yzoex muauda Oyrean maxkmadnapoa) ‘‘xa, wyHOOK Oyauuiu
Kepaxoup-oa”, 0eb Kapab mypa depudbmus. O23uea Kyuu emuwmatioueat, wWaxcui Manhaamuoan yzea
unuMdICU YK, oup Hobaxop Ycmoo Aunuil wavHuea XyHyK aniap aumca-od, YHea MYHOCuO dcasob
bepmabmus. Acruoa-ky Yemoo Avnutioari 6yiokiapHu yiapHuue y3 HoMU 6a wapagu Xumos Kuiaou, yiap
opmuK4a Maoadea myxmoxciux cesmaiou...”’[6, 314]. Xakukaran xam OJUIoxra myKypkH, 0y HyKCOHIIap
Ty3atiu6, Caapuanus AMHWI WKOIM TYFPH Ba Y3MHUHT XyKyKHil YPHUHM o Gouutaan. VY inaiMusky,
¥30€K Ba TOXKHUK aNaOMETIapHHN PHBOXJIAHTHUPHINTA OMpai Xucca KymraH, byxopona Tyrwimm0, mry
epia ycraH, Y3uHU 11y opT dap3aHau ned OwiraH anaub WXOIU KSHHUHTH JaBpiapia XaMm Y3WHUHT
MyHOCHO OaxocuHu ona Ownaau. Mumoosmox! Bu3z xam ycrosmapumus adTranigapuaai, “Ycron
AvianitHuHT Oaxpu kabupra Ku€cnamr MyMKHH OYIraH MabHaBHE MEpPOCHIaH TOMYHJIAp OJia OJIIHK,
xoJoc”.

MycTakKHJUTUK AaBpH Ba AifHHMIA m:Koau. MyCTaKMIUTMKKA SPUINTaHUMHU3IAH CYHT amaOueT
xoJucanapura 6axo OCpUITHUHT SHTU AaBpu Oonwtanau. XX acpna sad wKoa dTraH €3yBUMIapHUHT
xaTH Ba IDKOJAWHHU Xap XWI “U3M NapllaH XOJM Tap3naa, cod amabmii Me30HJIap HyKTau Ha3zapuaaH
Yyprauumra kupumwiau. by skuxartnan kaparanga C.AWHMA WKOOUHM SHTHMYa HYKTaW HazapjaaH
VpraHuill, yHUHT acapliapura UCTHKJION MadKypacu TOMOHUAaH 0axo Oepum 90-innapaan OonuiaHraH
3.

V36ek é3yBumnapuuunr 6apuacu C.ARHUIHK Y3ura ycTo3 1e6 GUIaamiap, yHHHT IKOINra KaTTa
XypMaT OunaH Kapaiinunap. bBynnai xypmar, ptudop C.AiiHUI TUPUK OYIITaH YofnapiaH OOILIaHTaH,
fiuap JaBoMMIA KaMod TONMMO, OYIyHIM KyHAa XaM  ¥3 HAMYHACHHHM KypCaTMOKZa. Y30eK
€3yBUmIIapy, MIOUpJIapH, aTadUETITIYHOC OMUMIIAPY MyHaKKuap XxaMoH C.AWHUN WxKOaUTa KarTta Oup
AXTUPOM KYPTa3ullIHU JaBOM STTUPMOKIAIAP, YHUHT WKOJWHH YPraHWII Ba TAIKUK STHUII Oopacuaaru
WILIap JaBOM 3THO KeNMOKJa. byryHru aiHUHIIYHOCIMKHUHT OJJIMHTHCHIAH (DapKiId Ba MyIITapak
KUXATIapy Ky3ra TanuiaHMokaa. Mytrapakiauru myHmgakd, oaud xam (Lypo maBpuma), xo3up xam
C.AliHuI mwxoaUra cCaMUMUAT OWIIaH Kapalll, YHUHT acapllapiHA CEeBUO MyToJlaa KWJIWII, TaxJIMI Ba
TAIKUHJIApra WKOKOpra ajoxuia XypMmar Kypcaruml (asminaTé MyCTaKWIUIMK JaBpH OJMMIIapHura
y3nmapuHUHT canaduapyuaal YyTranu Taduuil 3au. AHHUAIIYHOCIMKAATH (apK HMIyHOaku, OyHH I0KOpUAa
XaM TabKuaIal alTraH 37uK, OYyryHrd alHUAITYHOCIHKIATH TATKHHIAPD Ty0 MOXHUSATH OWIIaH Y3rap.iu.
AnMOHUHT Xa€éT YM3UKIApUHY YPTaHUIIl, acapJIapruHH TaJKUK dTUIIAA cod axaduii Me3oHIap JToupacuaa
WII KYpHIL, aAu0 acapiapuHU MaxopaT HyKTau Ha3apuaaH TAJIKUH 3THUII PyXU Ky4alau. DHT MyXUMH,
Xap KaHnail KOJWIUIapJaH XOJH PaBHIIA aaud WXKOJWra TepaH Ha3ap Talulall UMKOHUSTH TYFHIIIM.
Ucruknon mapodaru 6mian XX acp y30ek anaOuETn BaKWUIAPU MIXKOJWHU SIHTUYA HUTOXJIa YPraHHIIl
TaMOUWIIM alHUHTITYHOCIHKIa XaM Oy kypcara 6onuiaau. by pyxau , aBBajio, KEKca aBJIoJ BaKWIIapH
Oynaran ycro3 amabu€rimyHocnap Oomniab, nmaBom strupawiap. T.Mwupsaes, M.KyunkoHos,
b.Bamuxyxaes, H.Kapumos, A.XaiturmeroB, P.Op3ubexos, U.Xakkyn, O.Cadapos, P.Boxumos xabu
Wwirapu xam AWHHMI Xakpaa TaAKHKOTIAp sSpaTraH OJMMMIIAPHUHT KeHWHTH WOUIapUaa YCTOJ MXKOJHUTra
caMuUMHUi OMp XypMar acocuzaa EHIOIIWIN, YHUHT WKOAWTa dXTHPOM OwmiaH Kapam (a3miata 0ypTud
KypuHaguky, Oy ¢asmnar éuulapra xaMm HamyHa Oyna omaan. YUyHku “€B Kouca, OoTup Kynasau”
JeraHnapunail, OyryHru KyHaa MycTaOuy Ty3yM AaBpuia fmad, WKOJ dTraH MKOAKOPIApHA KOpatall,
YIAQPHUHT acapjapyuHU HOTYFPHU TAKHH JTHUII XOJIATJIAPH XaM y4pad TypuOIuku, AWHMI KOOI XaM
Oynman xonu 3Mac. LIlyHMHT yuyH yCTO3 aaOMETIIYHOC OJMMJIAPHUHT TaJKMKOTIAPUHM KakTa-KaiTta
VKHII Ba YKUIII Oy KaMYHIUKIApAaH KyTHIUIIIMU3Ta €paaM Oepaiu.

by #iynmnarun vHTHIMIIIApHU yCcTO3/Map Oomurad OepraHiapu XaM Ou3 yayH Kaapiuaup. Y CTOM

Aiianit lapk MymTo3 anaOu€tuHuHr 6ekuéc Onnumaonu Oyiarad. YHUHT WiMaa — agub Ba MyTadakkup,
___________________________________________________________________________________________________________________|
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Oamuuii wKoIda OJNMM Ba MyappHUXJIMTH JOMMO Haszapra TalnlaHuO Typamu. by kaméO, xammara xam
HacuO OYymaBepmMaiiaurad ¢asunaraup. AWHUAHUHT TyHEKApaiid, ana0uil IIaXCHUATH, FOSBUN-ICTETUK
TymyHua Ba Xaétuil mneamiapu OeBocuta Illapk or3aku Ba €3ma amabuéru, lllapk mMabHaBUATH Ba
MaJIaHUSATU acOCUa MIAK/U1aHuO, kamoi Tonrad. IIyHuHT yuyyH AWHUMI Xakuja ranupraiaa y3-y3ujaaH
Pynakwuii €xu 16" Cuno, Cabpnnii €éku HaBowmit, bennn éxyn Axman JloHWII CHHTapH YIyFJIapHH dCIAll,
YJIApHUHT axJIoKuh-gancadpuil HyKTaW Hasapiiapu OWJiaH MyIITapaKk OUp Tap3/ia MyJioxa3a HOPHUTHII
IXTUEKH TAio OYmaam.

Anabuérmynoc onmum MOpoxum Xakkyn aHa mryHmaid mysoxasamapra tasau0, C.AWHUN vxoau
xakuga GUKp fopuTagd. YHUHT TepaH Ba WIMHH, Oamuuii Tadakkypra TYHWHTaH MyJoxasajaph
KHUTOOXOH JUKKATHMHU TOPTHUII, AWHHUN WXOIWUTA KU3UKTUPHII XYCYCHSTHra STAJIWTU OWIaH ajoxuaa
axpamuo Typamu: “AWHWN MEbpUATH — JapangaH, FaMaaH, apMOHIaH KaWHOKJIaHTaH MIEChPHUAT. AWHMI
OONIIaHOK NIehPHU HAa3UPaOO3JHK, CYHBUH SUITUPOKIIUK, IMIAXCUATCH3IIMK TTaHXACHaH Xalloc aialira
WHTWITaH Ba OyHra myBaQaxusT wia 3puInnd xaMm OuiraH. YHHHT HyKTau Hazapura kypa, “Xakukuii
mebp YKYBUM Ba SIIUTYBUWTA UYKYp XasOKOH OarWIUTaMOFM IapT. ByHra spuIIMOK Y4yH 3ca MIOHP
CaMUMUSATTa aCOCTIAHUIIH Ba ¥3 MAXCHATHHHU YIIa “alTraHu’aa 3yxXypJIaHTHpa OWIHITN Kepak.

Keiivaru madTnapna AWHUE WKOAUETUTa KH3UKUIIHUHT Macaliuimd — Oy OW3HUHI YHHAKaM
amabuérnan y30KjIamaéTraHuMH3, Tapuxui XoTwpara OedapKiIuruMu3, WIM-MabpudaT 3aBKUHHHT
cycaiuImra KYHUKa&éTraHI TUMI3/IaH ONp HUIIOHAIHP.

Axanemuk borypxon BammxyskaeBHuHT “Ycron AifHmMiA Mepocu” ae0 HOMIIAHTaH TaAKUKOTH
OupuHUM HaBOaTna angu0d Ba YHHWHT WXKOAWIa XaXOHHHW HYKTaW Ha3apjaH, XaXOH alBOHUAAaH 0axo
Oepullli TOMOHHUJAH KUIIM JIUKKATUHHU y3ura TOpTamu. Y XaM alHUHIIYHOC/IMKIA aMajra OIIUpUITaH
WILIApHA UHKOP dTMaraH XOJifa, MyCTaKWUIMK JaBpuaa Oy amioMa-aIuOHWHT KYI KUppald, WIMHI-
ajabuii MepOCHMHM MWJIJIMH MCTHKJION FOSICM ME30HJIapH acocuia KaiTagaH Kamig STHII JTO3UMIMTHHU
Tabkuanab yramu: “3epo, Vsbexucmon Pannap axademuscunune gaxpuii avzocu, Toxcuxucmon Pannap
AKAOEeMUSCUHUHE XaKuKUuli avzocu ea oupunyu I[lpesudenmu, xusmam xypcamearn ¢pan apoobu, /laeiam
mykogomu cospunoopu, ¢unonoeus garniapu ookmopu, npogeccop Caopudoun Cauuomypooxysrca
Atinutinune y36ex 6a modicux muinapuod apamean 60t urmutl-adaduii Mepocu wy muinapoa Cy3nauLyeyu
XAIKAAPHUHE MYWmapax ootiueu cugpamuda sHeU Me30HAAp dAcocuda Kauwigh) smuwea mamomuid
xaxauoup, ap3upaudup”’. YCTO3HHHT Oy XaKKOHHWH (HUKpIapH alHUHIIYHOCIMKHUHI SIHTH OOCKWUYJIapH
Oomnutanran Ovp IaBp/aa KaTTa axaMHATra STalUrd OuiiaH axpaind Typanu.

b.BanuxyxaeB AWHMHHMHT Ky KHpPpaId IDKOIM, WIMHK-agadbuii  (aonusaTH  Xakuia
YMYMJIAIITHPYBYX XapakTepAa QHUKp-Mynoxaza omnaupud yragwm. Ycrox AitHuAHUHT Mepocu XX1 acp
KUIIWTAPHHH, — “KeNaKard TOPIOK  Y30EKHCTOHHHHT — 0apKaMon GIUUTAPUHM  BAaTAHIAPBAPIIHK,
XaJIKCeBapIIMK Ba (GUIOWMIMK, XAIOJUIUK, MOK YBTUKOUIMIMK PyXula TapOWsiallia, HIMHH, XyCYyCaH,
aa0METITYHOCIMK Ba MaHOAIIYHOCIWKHHM SIHTMYa acociapia PUBOXKJIAHTUPHINAA Y3 XUCCACHHU
KYIIQJUraH yMpOOKU MabHABUH-UIMHN OOMITUTUMU3IUD JIeTaH XaKiau GUKpiapu alHHWITYHOCTUKHIHT
KeWHMHTH TapakKuETUAa XaM, MyMTO3 aJla0METHUHT OOIIKa BaKWIAPH FDKOIMHU YPraHUIIAA XaM Magk
pOJMHU yTail oJaau.

Xynoca. lllynra kapamaii, aau0 ¥KOAMHUHT XaMMa JKUXATJIapu Xap TOMOHJIaMa YpraHWiITaH Aes
onMaiiMu3. YHUHT aga0UETIIYHOCIUK Ba TAHKHIYWINK (paonustu 6opacuaa Oy GUKpHU aliTUII MyMKHH.
Uynkn C.Avani agabuérmynoc cudarunma nadaxat Hasowit wkomuuu, 6amku, A0y Amm nb6H CwuHO,
Capamii leposwmii, bemun, ®upnascuii, Pynakwmit, Mykumuii kabu moupiap WKOJUHUA YPraHuoO
CANMMOKIIA TaaKMKOTIAp SPATAN. Y36eK amabuériyHocnuruaa ARHMAHUHT 6y TamKMKOTIApH XaKuaa
HUpUK, MoOHOrpaduK WyCHMHAArH TAaOKUKOTIAp SIpaTUIlI AHHWHIIYHOCIHHK OJAWAArd 1oi3apo
Bazudanapaananp. bymapnan Tamkapun AWHHWHAHT WIMHAK-TAaHKAIAH MEpOCHIa MaKoJiaigap, MakTyoap,
Takpu3jgap XaM VYpPHH OJITAaHKH, YJIAPHW XaM YpraHuil OJAMMH3JIa TypraH MyXuM Basudanapjaas.
C.AWHUY WKOIM TOXHUK anabuérw, amaOueTmryHocnourd OwmraH Oup Karopaa y30ek amaObuérw,
aIa0UETITYHOCIUTH Ba TAHKUIYMJIUTMHU PUBOXIIAHTHPUIIIA aloXuaa axamust kacO staau. lyHuHr
YUyH YHUHT WKOIWHU, WIMHN-TAHKUIUHA MEPOCHHN MYCTaKWUTMK MaKypacu HyKTau Ha3apUIaH TaIKUK
STHII, YpraHuinga Ou3 OyXOpoJIUKIap alHUKCA, MAaChYIIMTUMU3HN YHYTMAaCIUTUMU3 Kepak. byrok ycron
AWiHU# pyxu onaua OyHra OypaInMus.
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CAJIPWTUH AHUIA WKOIU MTAPUK MYHAKKUI TAJTKUHUIA

Annotanus. Axamemuk M.KymokonoB A.Kommpwii, Oitbex, A.Kaxxop kabwm mxomgkopiap
XaKuga Kymiad TaAKUKOTIAp siparad. by wkonmkopiap opacuaa Y30eK-TOXKMK — agaOuéry,
YMyMMabHaBUATH ydyH Oekuéc xmcca kymran CanpumanH AWHMA xaMm Oop, amxbarra. AKaJIeMHK
Maréky0 KyupkoHoB Oy WKOAKOPHHHT Y30€K-TOKMK amaOuérh ydyH KYIITraH YIYyIIMHH Y3WHUHT
“AlHui OaIUUATHHUHT SBOJIONUACKH” HOMIIM KuToOuaa ¢daxp Ouman Tuiara ojand. Kaim sty :Kou3KkH,
kuTobna AiHui “y30ek agaOuérunu Oonutad OepraH caHbarkop”, “Karra NMpo3aMu3HU Oomutad GepraH
ycTo3 &3yBummapaan’ cudaruma 3pTupod KmmmHamu xamaa A6mymna Kommpuii, Xamza Xakumzona
Huésuiinap Ownan Oup aBion Bakwiau cudatuna yiayrraHaaw. Maskyp Makoniaga WUPUK MYHaKKW,
akageMuk Marékyo KyupkonoHunr CampuaivH AWHHNA WXKOJUra XOC Ky3aTHILIApH, TaxXJWI Ba
TAIKUHIAPH XaKuAa Cy3 IOpPUTWIATU.AWHUN OaJUUSTUHUHT SBONIONMACH XaKUJard WIMHN
Ky3aTHILJIAPUHUHT Y3UTa XOC KUXATJIApU EPUTUIITaH.

Kanur cy3aap: Aiinnii, 6aaunii Ko, TAHKUAYH, HIKOJIKOP, TAPUX, TAIKWH Ba TaXJIAJL.

AnHoramus. AkaneMuk M.KoInDkaHOB c03/1aT MHOXKECTBO HCCIIEIOBAHUN O TaKUX TBOPUYECKHUX
monsax, kak A.Kommpu, Oitbex, A.Kaxxop. Cpemu HuHX, KoHe4HO xe, CanpumanH AWHHU, BHECUIH
OTPOMHBIM BKJaJ B Y30€KCKO-TaJDKHKCKYIO JHTEpaTypy, OOILIyI0 IOyXOBHOCTb. AKkameMHK Marskyo
KomnmkaHoB ¢ ropAocThi0 OTMEYaeT BKIQJ 3TOT0 XYyJOKHHUKA B y30E€KCKO-TaKUKCKYIO IUTEpaTypy.
CtouT OTMETHTH, YTO B KHHMr¢ AWHMH NpU3HAH ‘XYJOKHHKOM, IOJIOKHMBIIMM Hayallo y30EKCKOM
muTeparype”’, “HaCTaBHHKOM, MOJIOKUBIIMM Hadallo HAIled BENWKOW Mpo3e”, a TakkKe MpPEeACTaBUTEIEeM
omHoro mokosieHus ¢ AoOmymnor Kamupu u Xamzoih Xakumzoga Hwusizu. B nmanHOW craThe
paccka3biBaeTCsl O HaOIOJCHHUAX, aHAIM3E H HHTEPIIPETAIUAX BEIIMKOTO KPUTHKA, akaleMuKka MaTpsaKkyOa
Kommxkanosa Haj TBopuectBoM Canpumauaa AitHn. OCBeIeHBI CIIeU(pUIESCKHE acTIeKThl ero Hay9IHbIX
HaboAeHnid 00 IBOJIOINH UCKYCCTBa AWHHU.

KarwueBble ciaoBa: AifHM, XyJOKECTBEHHOE TBOPYECTBO, KpPUTHUK, TBOpEL, HCTOPUS,
HHTEPIIPETALNA U aHAIU3.

Abstract. Academician M. Koshzhanov has created many studies about such creative people as
A. Kodiri, Oybek, A. Kahhar. Among them, of course, is Sadriddin Aini, the second great contribution to
Uzbek-Tajik literature and general spirituality. Academician Matyakub Koshchanov is proud to note the
contribution of this figure to uzbek-tajik literature. It is worth noting that in the book Ayniy is named “the
artist who completed the beginning of Uzbek literature”, “the boss who completed the beginning of our
great prose”, as well as a representative of the same worship with Abdullah Kadiri and Hamza
Hakimzoda Niyazi. This article talks about the observations, analysis and interpretations of the great
critic, academician Matyakub Koshdzhanov on the work of Sadriddin Aini. Specific aspects of his
scientific observations about the evolution of Ayni art are highlighted.

Keywords: Ayni, artistic creativity, critic, creator, history, interpretation and analysis.

Kupnm. Kyarun... Yau yHuH4m caii€épa nerum kenaad. Y KOMHOT Kaaap 4YeKCH3, OCMOH KaJap
6erI0EH, YMMOH Kajiap CHpIIH. Y3 I0parHHH TYXTaTnO, GMp 3yM KYHIWI KEeHIJIMKIAPH/A SIIAITa KyphaT
TOMA ONraH MHCOH “‘amabuér yil madrapw’ra MyxpiaHaad. AHa HIyHOad YHUHUYM caiiépaHu BYXynuaa
K¥yTapa oJlraH WKOJ KHITWIapuaaH, “oup Hadacaa xam 0axOpHH..., XaM Xa30HHU Kyp TaH KaxpaMOHIap
apaTtud, MasziayM ydyH Maixam, 30JIdM y4yH Oup napa OynraH, Y30€K-TOKMK XaJKIapH IyCTIUTHHU
amabuér kynpurn Ownan OofiaraH wxoakopyapian oupu Caapuanua AlHuiinup. By ynkan mwxoakop
XaKuma TaaKuKoT sparraH Matékyd Kymmkonor (1918-2005) ¥3 3aMOHACMHHMHT €TYK MYHaKKHIU
cudpatnga ¥3 TawiaraH OOBEKTH — WKOIKOpra TypiHW XWI MyHocabar Owigupanu. SpHH alipum

WKOJAKOpHapra ¥y3 Hazapuii-¢ancaduii KapauutapuHd ucOoTiIam y4yH (GHUKp, MKTHOOC onuin OuinaH
___________________________________________________________________________________________________________________|
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9BTHOOP KapaTca, apuMIIApUHH Maxcyc Makoja €Kku KuToO €3um OwinaH 3pTHpOd dTamu. XycycaH,
Aonymna Koaupuii, Oitbex, A6aymia Kaxxop, Xam3a kabu mKoIKOpJiapra Maxcyc Kuto0, pucoia €3uo,
aTa0METITYHOCIMK TAKOMWJIMTA Y3 WIMHA-OKOAMA KOHIICTICHSICH OWJIaH XHcca KYITaH YJKaH
Hazapuérun, anabuérmyHoc cudarupa TaHwian. FOkopuaa HOMIApu 3UKP KWIMHTAH HXKOIKOPJAp
opacuna Y30€K-TOXKWK amaOue€TH, yMyMMaJaHWATH, YMYMMabHaBUATH ydyH OeKHEC XHcca KyIITaH
Canpumun Aitauii Xam 0op, andarra. AxkagemMuk Marékyo KynnkoHOB Oy M)KOAKOPHHUHT Y30€K-TOXKHUK
aabuETn yuyH KyIIrad yIyIIHHA Y3UHUHAT ““AWHWN O UUSITHHUHT SBOIOIHSICH HOMIIH KUTOOH 12 axp
Ownan Twiara omamu. Kaiin stumn sxowsku, kutoOna AbHui “y30ek amabuérmHu Oonuiad OepraH
caHpaTKop”, “KaTTa Mpo3aMU3HM Oomurabd OepraH ycro3 €3yBumiapian’ cudaruga dpTHPOd KHITHHAIH
xamna AOaymna Komupwmii, Xam3za Xakum3ona Hwuésmitnap Ownan Oup aBiiog Bakuiau cudaruna
YITyFIaHaH.

Acocuii KucM. Anabuér Tapuxu MOXUATHAAH CHOAIIMITAHAA TapuX sparraH OUp HaBPHUHT
yiI0y ydJaia IIaxcu XaM, aBBajo, y3 WKOIUHH cajadiiapu KaTopy aHbaHaBUi yciay0aa oouuiaau. “By yu
CHIMO WXKOJH, acocaH, y30eK KIIACCHK ana0uéTura Xoc aHbaHAaBUW HYHaIWIIAA — 3CKH WKTHMOMMA
Ty3yMHH Kopajam, MabpudaTnapBapiiiK FOSUIAPDHHMA  TAIIBUKOT  KIWJIWII  WYyCHHHOAA  OYiau.
Anabuérummsna aHbaHaBUil yciy0, XycycaH, maki coxacuaa y3ok cakmanau” [10, 7]. XIX acp oxupu
XX acp Oonuiapuaa TyFuinoO, agabuér tapuxuma “XX acp y30ek agabuéru” ned HOMIIaHTaH ana0Ouér
OOCKMYMHHN IaKJUTAHTUPHIIA MYHOCHO YIIyII KyIIraHmap opacuna, andarra, CaapuanuH AWHUNA XaMm
“fiykiamMa KWIMHUINTA® JIOWMK. AHBbaHAaHW HOBATOPJMK OwiaH OOWWTraH ymoly [aBp KHUIIWIAPH
TOMOHHUAH spaTwiran XX acp y30ek amabuétu Kym acpiuk MmUIMKA afaOuETHHHT MaHTHKUHA TaBOMH,
ailHM BakTHIa OMp KaTop y3ura xoc Oeirmiapra sra OyiaraH amoxuzaa OOcKuUuW Xamaup. Mana mry y3ura
XOCIMIKHH 3Ca IOKOpWAArd KaOW IIKOAKOPJNAPHHUHT FDKOIWHN SIHTHIIMKIIApH, yciy0, MaB3y, OXaHT,
XKaHpraru Yy3rapunuiap Oenrmnab Oepumm Tabuwmit. Matékyd KyupkoHoBHHMHT AilfHuiira “y30ek
amabuérnan Oonura® OepraH caHbBAaTKOp”, “Karra Mpo3aMu3HH Oomurad OepraH ycTo3 €3yBumiapaan’
cuaTiia Kapally YHHHT WKOAMIATH aHa Iy Y3HUra XOCIUKAaH KeJTMO YMKKaH XYJI0Caaup.

Mynakkun Canpunand AWHAN xakuaa Gpukp Owiaupap dKaH, YHUHT MeIaror, )KypHAIHUCT, [IIOUp
Ba Hocup cudaruaari GaoausITHHA O0OCKUUMa-O0OCKHWY TacBHpJIAIIra xapakar Kwiaau. SIbHU aquOHUHT
Mearor Ba KypHaNuCT cudaruma xaéTwii XaKWKAaTHU aHTJIAIU HIOUp Ba HOocup cudarumarn OGamuwit
XaKUKaT TOMOH HYn o4ynO OepraHiurdHu KYpUIIMMHU3 MYMKHH. MacamanuHr Oy ToMoHHM MarékyO
KyuokoHOBHUHT — wkoakop MyBadGhakuaTHHH OenTWiaiiuran oMwuiapuian Owmpu  cudartuna
KapajaguraH XapakTep SpaTHIIl MaxopaThra ainoxuyaa ypry Oepummra yxma® xeragu. Macanas,
Oii6exuunr “KyTinyr KOH” poMaHH 00l KaXpaMoHH Mymum o6pasuaarn TaapikuilTHKHN, THHAMUKAHA
KypcaTu6 Oepranuaek, AWHUNA WKoAUIard ycuil cypbaTuau TagTui Kunaad. LIyHuHT yuyH XaM KUT0O
“AHui OaIMUATHHIHT dBOIONMSACK ™ e HOMIIaHTaH, HazapuMa. Kymanmmk mxonkopiap kabu AHwMiA
XaM WKOIMHM IIebp €3ui Omnan Oonutaran Oynca, Hocup cudaruaa GaoIMATHHA AaBOM KHIIUPIA Ba
KHTOOXOH Hazapuja Kymnpok 1y Hom Ownad kosaw. Ly sxuxatnapura >»THOOp KapaTraH OJUM YHWUHT
IIebPUI acapiapiHu Xam3a WKOIN OWIIaH CONMUIITHPUO KYpaau Ba OXaHT, IAKJ, MaB3y Ba Ma3MyH/Iard
VXIIANUIMKJIApHA TABKUIIA0 YTanu.

Myxokama Ba HaTH:Kajgap. “20-iimap y30ek amaOMETUHUHT acOCHH IOTYFH €TYK PEaHCTHK
XMKOs1, KHCCa, pOMaH, ApamMa HaMyHaJjlapH Ba sIHT'MYa HIehPUH MAaKIUIAPHUHT Taia0 OYIuimy Ounan xam
Oenrwinanany... 20-AWUTapHUHT HHCOATaH KaMMaxCyJ jKaHpu Kuccaumiauk Oyiamu. IllyHra kapamaii,
Canpunun AlinuiiHuHr “byxopo xamiopiapu” Ba “Kyn6o60” acapiapu ymyman Oy aaBp y30ek HacpH,
XyCycaH KHCCAYWINTH MNIAK/UIAHUIIHIA MyXuM axamustra sra Oymmu” [10, 38]. AmabuérmyHoc
AvHMAHUHT HOCUp cuaTtuaa spatran OupuH4YM HUpUK acapu “Byxopo xammomnapu”vu KoaupuitHuHT
“VTKaH KyHnap” poManu 6mian 6up HOHIA TAXIMT KWIAAM Ba KyHugarnda Kapopra Kemamm: “AGmyiia
Komupuit “YTkaH KyHmap”1a MHCOH pPyXMil ONaMHHHHT “eTTM KaBaT OCMOHMIra” 4YHKapuO, yma
OalaHUIMKIAH TypuO CH3HM Xa€T CHUpJIapu OWIaH TaHUIITHPMOKYH OYIamu Ba IIy Wynm OwraH ¥3
Mynnaocura spumanu. Cagpuaana AWHUIA dca OM3HU XaMMa FpaJural o1 CYKMOKIapAaH, XaéTHUHT
pean VHKUp-YYHKUp WYIIapuaaH eTakiaiau, XaéTHUHT y30KAaH KYpHII MYIIKYJ OYiaraH HyKTaidapu
OWnaH TaHUINTUPAIU Ba [Ty Wyn Ownad ¥3 Myamaocura sputmaan’ [10, 20].

Kypunaanku, xamMmma Hapca KUEC KMIMHTAHIA OWIMHIIANIAAN, eTaH Kouma Oy epia xaM MeE30H

Baznu(aCHHU YTaMOKAA.
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Ymyman onrasga, M.KynokonoB CampumanH AWHWA wKonud  (GaoNUATHHA KOMILIEKC
yprauuiira xapakaT Kwiamd. Vkomkop OwnaH OOFaMK xa€Thil Ba IOKOAUW JIaBXaJApHU YHHHT
¢dap3anmiapn  Xommpma Abanii xampma Kamon AidfHumiinap, konaBepca, AWHWH ¢aonusaTH OWiaH
UIYFyJUIAaHTaH TOXUK, Y30€K, pyc OJUMIApUHHHT MabJiyMOTIapura TasHraH Xoiga uzoxjaigm. Iy
Ounan Ompra, ¥3 ycryOW, TaaKWK KWIHII MaxXOpaTHHH HaMOEH KWinO, Macamara Maréky6o KymmkoHoB
cudaruna EHAamamud. AcocaH TMPO3auK acapiapHH TaIKUK KHIraH MYHaKKWA[ KuToOaa AWHHI
WOKOJUHUHT UOTHUAOCH — IIEBPUATIa KUCKA TyXTalaaw, amMmmMo YHUHT “‘byxopo xamiomrapu’(1920),
“Byxopo MHKWIOOM Tapuxu yuyH Matepuamwiap” (1920-21), “Omuna”(1924-25), “Hoxynma”(1930),
“Kymmap” (1928) kabu Hacpuii acapjaapuHA MOXUATAH KCHTPOK 04O OepHIra XapakaT KWiIaan. YJIapHU
¥3apo xamja Oolrka anabuii-0anuuii acapiap OwiaH KU€ciaraH Xojijaa yprasaau. “YHUHT KHUPK HIJUTHK
yMpu byxopo aMupiIMrMHMHI JaxmaTid  3yJAMaTH Ba JKaxojJaTh MyXMTHAa YTAM. Y  aMmup-
aMaJIIOpJIapHUHT, AWH-LIIapHAaT NEIIBOJAPUHUHT HUPTKUWIApUa jka0p-CUTaMHUHU, 3YJIM-3ypaBOHINTHHH,
MEXHATKalll XajJK OMMACHHHUHI KyJUlapda MYyIXWII XaéTh Ba ajaM-M3THPOOJApWHH, KaXOJATHHHT
MabpHdaTra Kapim BaxmuéHa Xamaacy Ba WiM-(paH, caHbaT-afa0NET axJUIApUHUHT (HOKUACUHU KypIu”
[10, 5]. YHuHT Oy KypraH-KeuWpraHjapy acra-CeKWH KOro3 caxuanmapuma Myxpiiana Oomniamd. Ba
TApPUXHUHT Oy HYKTACHHHU TOX JNETaJIAIlTHPUO, TOX YMYMHIIMK TaMOHHIUra aMmal Kuiud Oaguuii acap
cudarusa KUTOOXOHIAp OMMACHWIa TakKJUM OTAW. YMyMaH OJNraHna, YHHHT Xap OHp acapuiaH
Tapuxuiiiik yypuo typamu. LllyHn xam TabKUIUTAII JO3UMKH, “aIMOHMHT WXKOJ 3BOJIOLMSICHra Ha3ap
TalIacak, xap Oup acapja Tapuxuil Bokeanap KyJamu KeHras OOpTaHIUruHY Ky3aTHil MyMKHH. “Byxopo
JKaIJIOJUTapu’’la TApUXHHUHT acocaH OutTa smm3onan — KosecoB Xapakatu HaTwkacuaa byxopoma pyi
OepraH KOH-KUPFUHIU (Qokua akc 3taau. “OaunHa’na Bokea byxopo KuIuiokimapuaan oupuaa 6onuianuo,
AnmmkoH Ba TomkeHT XaéTu, y epiapaa pyil OepaéTtraH WHKWIOOWA YHFOHHINTA TETHWIIUTH BOKeasap
KygamMuHu Kampab® omagu. “JloxyHma’ma XaM BOKea aMupiuK JaBpujga  KYXHCTOH —KHIIUIOFU
OaMJIApUHMHT KYHAAJIMK XaéTuaaH OomuaHagu, keidnH byxopoaa pyilt Oepran mHKWIOOHH snusomiap,
coBeT AaBpuaa TOXUKUCTOHAA SHIM XaéT KypHUIl Macajlalapura TeTHIUIM BOKeajap akc 3TTUpuianu”
[10, 59]. 20-iiwmap y30ek amabOuii TaHKUTIYMIMTUTa MyHOCHO yiyml Kymrad Bamxyn Maxmya Xakuga
¢ukp ropurranna npodeccop baxomup Kapumor kyiimparwiapau €3aau: ““YHUHT acapliiapujiaH
TapuXxra 4YeKCH3 XypMaT-3XTUpOM Hadacu Kenaau. Y Oup Makosiacuaa JaBpUHUHI MabHABUN KEMTHKIIApU
Xycycuna Tyxtanu0, xamurada TypKUCTOHHHHT TapUXHMHH YpraHuiira >KUAAWN KUPUILIWIMaraHuHU
aiitanu, adcyc dekanu. Axkammn byxopo tapuxunau €putran bapromsa €xu Bambepu éxyn Canmpunann
Aiiaunit acapu 6yica xam, 60CHO YMKApUII JIO3UMIIUTHHH TakIug 3Taau, ynap TypKUCTOHHUHT MyKaMMal
Tapuxu Oyna onmaca-ia, MaTepuan cudarnaa axaMusITH OOpIUTHHA TabkuaIaan” [8, 88].

Maréky0 Kynnkonos anuOnunr “Kymiap” pomManu Xakuaa Mynoxasa IopUTap 3KaH, Ha3apueTuu
oM cudaThaa YHUHT CIOKETH, KOMITO3HMIIMSACHTa ajloxuaa AWKKAT Kaparamu: “Kymmap” pomanm
FOSICHHHHT KOMIIO3HIMOH KUXATHAH MAK/ITAHUIIN Ypra Ocué anabuii xapadHUIa TAMOMAH SHIMUIMK
sau. Uly Xxunm opurvHan KOMIO3WIHMAAA acap SPATHIIHUHT Y3 jkacopar 3au. 'am myHgaku, OyHrada
¥30eK, TOXHK, KO30K anabuériaapuia spaTwirad acapyap, OJAaTAa, OHP-MKKM KaXpaMOHHUHT
caprys3ainmiapu, Xxaér iymiapuaad uobopat 0yauo kKosap, Ooiika oOpasnap 3ca YupoK aTpoduia aiiaHTaH
MapBOHAJIAp CHHTApH Y1a OUp-uKKU 00pa3 Omnan kudosanuo, ypanammo KonuHap >au. “Kymiap”na Oy
XWIJard Mapkasuii oOpa3Hu KypMaiiMu3. YHHUHI MapKa3uja MKKU-yd aBjiojira MaHcyO Kyiuiap oOpasw,
YIApPHUHT Mypakkad TakAupU Ba Xa€TH TapUXH Typagu. by Xungarn KOMIO3UIMOH TY3WIMIIHUHT Y3Ura
xoc kubhmHuwiura Oop” [10, 63]. Acmmuma, M.KYUDKOHOB Ma3Kyp acapHUHT OOIKa acapiapjaH
KOMIIO3UIMOH KypWINIINAArY TaQOBYTHHH KYpCcaTHO, YHUHT XKaHPUN Y3Ura XOCIUTMHHA TabKUJIAMOKYH.

HOkopuaaru ¢ukpHu JaBoM Kuinaupuiinan onauH “Kymimap” poMaHWHHHT SpaTHIIMII JaBpUra
IUKKAT Kuwicak: 20-WuutapHUHT UKKMHYH sApMu — 30-iwuiapHuHr Oommna spartwiras, 1930-insap
Gouuiapuaa Y36eKHcToH PecryGIMKACHHMHT AXIIM acapiap y4yH OEITHIaHraH MyKo(OTHra JOWHK
kypwirad. [lemak, Oy maBpaa y30ek agabuérrnaa ynHaAKaM poOMaH JKaHpH Tajabiapura skaBoO OepaauraH
“Vrkan Kkynmap”, “MexpoGnan uaén” kabu poMaHiap 6op M. BHPOK YIapHUHT KOMIIO3MIMOH
kypwmmu “Kynnap”aukunan ¢apk Kuinapad. MabliyMKH, poMaH S>KaHPUHHHT MaB3y Ba TY3WIJIHII
JKUXATOaH y3ura Xoc Typiapu MaBxyaA. IOxopumarm pomaH KOMIIO3MIMACHTA XOC (HKpiIaplaH
anrnaiivmsky, C.Aiamitauar “Kynmap” pomanm pomaH-dmonesi >kaHpura MaHcyO Oymmb, y y30ex

anabuértu Tapuxuaa Oy *KaHPHUHT AAacTIa0KU HaMyHacH XucoOnaHaau. Jlemak, myHaai Xynoca KWIUIITa
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XaKJIMU3: Xap KaHOai smomnes Oy — poMaH, Xap KaHaald poMaH dca dmores sMac. SIbHH, BOKeanap
MapKazuJa OUp-UKKH acoCHil KaxpaMOH 5Mac, Oainku OyTyH OONLIM XalK EKH YHHHT OHpOp OVFUHH
Typajurad, XaXM 3Mac, YHAa KyTapwiraH KaHYaJlIWK KYIl Ba KaTrTa BOKea-XOIHMCAaJapHUHT KaMpad
OJIMHHUIIN MyXUM OYJraH poMaH pOMaH-3M0Iest XUCOOIaHaIu.

AWHMIA, aBBaJlo, WKKalla MWIJIATHUHT XaM JKOHKysp (apsanam. Y Xap WKKH Twiga Oupiaex
MaxopaT OWNaH IDKOJ KWIAW. AWpuM acapiapuHu y30ekda é3ran Oynca (“Byxopo sxamtomnapu”,
“Kymmap”), afipum acaprnapuan Toxkukda (“OnuHa”, “IloxyHma”) &mu. Jlekun Oy acapmap Xap HKKH
MuUIaT 0aanuii-ocTeTHK TadakKypuaa IOKCak MabHaBHH XazuHa cudaruaa 3bpTupo¢ KwimHagu. Hera
myHnai? bowckn, AWHMAHWHT Oy WKKU XalK OJIWAa KWITaH XWU3MaTjlapuaaH sHa OWpH YHUHT
TApKUMAUIITHK (haoTusATHIUp. Y30eKua E3raH acapHHH TOKHKYAra, TOKMKYA E3TaH acapuHH y36eKuara
aifHaH yHHHT ¥3u yrupaw. Hartmkaga y WKOIKOPHHHT WHKOIWUH KOHIEHITUSCHHU TYITyHHO-TYITyHMAM
KWITaH MYTapXUM 5Mmac, OaJKkyd agul-MyTapKUM, WKOAKOP-MYTapKUM MO3ULMACHIA TYypAH. SIbHH
WOKOJIKOP Ba TapKUMOH OHMPIIUTH t0o3ara Keliju. Xed WUKKWIaHMal alTHITNMA3 MyMKHHKH, CaapuaiuH
AWHMAHUHT Ma3Kyp acapiapd Xap HKKH KapAOll XaJIKJIApHUHT MabHaBUAT OYCTOHHMIA Y3 MWLM
PYXUATHHHM cakyIaral XoJa TaTuMiIn ndopuan Tapatu6 Typuoam. Fxu “CyaxypHUHT ¥IuMI HE TaXJIHI
kwiap skaH, M.KynokoHoB y3ura xoc ¢ukp ropuTraHuHd agabuérmryHoc ommma LI .AxmemoBa xam
ImyHaai Tabkugiaau: “AnadbuérimyHoc oauMm  M.Kyupkono xam 80-timmiapaa Kopu UinkamOanu
l'oGcex Owman wormmTupanu. Y Ku€cHU netammtapaan Ooumiaiau [5,50]: “Umkamba” cy3u, Cagpunanx
AVHUUHVHT ¥3 W30XWTa KaparaHjga, ‘‘XalBOHJIApHUHT KOPHHM~ MabHOCHMHU Owmimupaan. bomkada
aiftranna, Oy cy3, “IOTHIN, €WWII, WYHIN, Xa3M KWIHII~ MabHONApWHU aHrnataad. “I'obcex” cy3m sca
Banp3ak uzoxura kypa “KHBOTJIOT SBHU “‘THPUKIAN IOTaauran” JeraH MabHOHU Ouimupanu. Xajk
JKOHJIM THJIMJIAa FOTHIMHH “TOTaHFW’, “FOTOKKaH 1e0 XaM HIUIaTHUIIATu. Xap WKKH acapja XaMm Oaauuit
FostHU Hdomanaianran oopasnap MOXUIATHHU 04MO OepHIlTra Xu3MaT KWiaauran Homuap Tannanran’ [10,
83]. Kypammsku, M.KyunkoHOB Oaauuii MaTH CHpIapuHH O4ap dKaH, Xap OWp CY3HHHT MabHOJApWrda
JTUKKATHU KapaTau.

Xyaoca. “Nxonkopiuk — acii MAbHOHH YK OJNMII Ba OOIIKajapra eTrkasa OWIHII KOOWITUSTH
JeTaHuAnp. ACll MabHO — 933TYJHMK IIOXCYNMACHHWUHI CYHITH MOFOHACHIUp. By X1 KOOWIMSAT MHCOH
By)KyAnura pyXx OwmmaH Oupra Kupajau Ba XaMmuIla SXJUTIUKKA, OYTYHJIHMKKa, Yy3arura, aciura kapao
VHTHIAAW, OJaMJaH XaM INyHH Tana0d Kuiaau. AWHaH NIYHUHT Y9yH XaM HKOJKOPJIMK — WIIOXUETTA
naxunopiaukaup” [9, 8] Mana my wioxuit HepMmat Onnad cwitnanrad C. AWHWN aHTIIarad acll MabHO XaJIH
Y30K HHIUIap JaBOMHIA MabHABHH NyHEMH3HH 6e3a0 Typamu. Y30eK-TOXMK XaIKIapMHUHT anabuii
ATOKANapIHHA MyCTaxKaMJIallra Xu3Mar Kijiaau. 3epo, IKOIKOPINKAAH XaM acll My1a0 IIyaup.

M.KynnokonoBHuHr C.AlHMITa OaFUIUIAHTaH aCapuHM YKUP 3KaHMH3, YHUHT YJIKaH agul MKOIu
Ba IIaxcura OyjaraH CaMHUMHIA XypMaTH, CUMIATHsICH EpKUH HaMo€H OYyiuO Typamu. By sca ury
HyHanuImgard TaHKUAWH acapJIapHUHT SHT OOII Ba acoCHii Tanalnapuaan OUpUIUD.
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HYPBOM )KABBOPOB — OI'AXUI1 ACAPJIAPU TAJIKUKOTYUCH

Annorauusa. Myxamman Puzo Oraxuii ¥30ek MyMmMTO3 agaOMETHHUHT Ky3ra KypUHTaH BaKWIIH.
YHuHT cepkuppa (aonmsaTH Xamuina agabuETITyHOCTHMKHUHT AWKKAT MapkKaswma TypuoTH. AiHUKCA,
monp HWXoaAura KHU3HUKUII Ba YHU KCHI' KaMpPOBJAA TaAKUK OTUII XapaKaTU MCTUKJIIOJI ﬁnnﬂappma
Kanaainay. By skuxaraan HykTagaoH anaduérirynoc, matHinryHoc Hyp6oii dKab0opoBHUHT Xu3Matiapu
Oexuéc. MaTtHiyHoC 0M ToMoHMAaH OraxuiHUHT “3y0nary-T-TaBOpUX™ TapUXUil acapH TYIUK X0Jaa
WIMHH-W30XJH Hampu Taiépnanran. Makomana OraxWifHHHT Ma3Kyp acapd fo3acuaaH om0 OopwiraH
TAAKUKOTJIapU MATHIIYHOCJIUK HYKTal Ha3apuJaH, YHAAru JHUPHUK XKaHpJap 3Ca a}_Ia6I/IéTIJ_IyHOCIII/IK
acreKTuia EpUTUITaH.

Kanur cy3map: agaOuérmryHoc, MaTHITYHOC, JOKTOp, mpodeccop, »KypHAIHUCT, MOHOTpadus,
anabuii TaHKHA, 00pa3, HA3M, HACP, POMaH, Kucca, agabmii-Gamumii Tapakkyp, Yzbekucron damnap
akanemwuscu, Kynésmanap nHCTUTYTH, GOIBKIIOP. MaJaHUN MEPOC.

AnHoTtamusa. Myxamman Pu3a Oraxu — BBLIAIONIMICS PEICTABUTEb Y30CKCKOM KIIaCCHYECKOM
JIMTEPATypPhI. Ero MHOrorpanHas OesATCJIbHOCTb BCETaa ObLIa B LHEHTPE BHUMAHUA JIUTEPATYPOBCIACHUA.
WnTepec k TBOpUecTBY MoO3Ta W JBHWKEHHE 3a €ro OoJjiee MIMPOKOE H3Y4YEHHE YCWIMINCH B TOJIBI
HE3aBUCHUMOCTH. B 3TOM OTHOIIIEHUH HCOLCHUMBI 3aCIIyTH BbIAAOMICTOCA JIMTEPATYPOBCAA U TCKCTOJIOra
Hyp6os JI>xab0apoBa. Y4eHBIH-TEKCTOJIOT MOArOTOBHJ IOJHOE, HAYYHOE U TOSCHUTEIHLHOE U3JaHHe
ucropuueckoro Ttpyaa Oraxu «3y0Omary-T-TaBopux». B craThe paccMaTpuBalOTCS MCCIEIOBAHUS,
MMPOBCACHHLIC HAA 3THUM IMPOU3BCACHUCM Oraxn C TOYKH 3pCHUA TCKCTOJIOTHMH, a TAKXKE JIMPUYCCKHUC
JKaHpPBI B HEM C TOYKH 3PEHHUS TUTEPATYPOBEACHUS.

KiroueBble ciioBa: auTepaTypoBell, TEKCTOJIOT, JOKTOP, Mpodeccop, KypHAIUCT, MOHOTpadus,
JTUTEpaTypHas KpWUTHKa, 00pa3, TMO033us, Mpo3a, pPOMaH, IIOBECThb, JUTEPATYpHO-XyI0KECTBEHHOE
MbinuieHue, Akanemust Hayk Pecniyonuku Y30ekucran, UHCTHTYT pykomnuceit, honbKIop.

Abstract. Muhammad Riza Ogahi is a prominent representative of Uzbek classical literature. His
multifaceted activity has always been in the center of attention of literary studies. Especially, during the
independence years interest in the poet's work was risen in a wide range. In this regard, the services of the
outstanding literary critic and textual scholar Nurboy Jabborov are invaluable. The textual scholar
prepared a complete scientific and explanatory edition of Ogahi's historical work "Zubdatu-t-tavorikh".
The article discusses Ogahi's research on this work from the point of view of textual studies, and the
lyrical genres in it from the aspect of literary studies.

Keywords: literator, textologue, doctor, professor, journalist, monography, literaty criticism,
symbol, poetry, fiction, novel, literary and fiction idea, Academy of sciences, institute of manuscripts,
folklore.

Kupum. Mwomid amabu€ruMu3 V3WHUHT INOHIHM Tapuxura, 0o0if Mepocura, MyHOCHO
aHpaHanapura sra. byryaru ¢apax6axm xyHnapna y30ex anaObuéru Y3WHUHT KaJpWHHU TOIAHM Ba TOIHO
OopMoKIma. XaéTUMU3HH CY3 CaHBATH Jes DH303JTaHaIUTaH amaOuETCH3 TacaBBYp dTa OJIMaMU3.
VTMuma MymMro3 ajabuETHMU3HEHT OK HOMJIApHTa KOpa OYEKIap yamiaHrad aToOKIH HaMOSHIAIapH
acapjapy XaJKuMu3 Kynwura eTkasu0 Oepmign. ByHoa xankumu3 ydyH Xu3MaT KWiIraH IIOWp Ba
€3yBumnapHudr ypHu Oekuécnup. lllyHn Xam aHMK aWTHO YTHIN Kepakku, IIOMp Ba €3yBuura 0axo
Oepajaurad, yJIApHUHT acapiiapuHi TaxJWI KWIQJAWTaH cOoXa BaKWUIapu XaM Oopku, Ou3 yiapHH
agaOuETIIyHOC OJNIMMIIAP, TAaHKUIYWIMK WIMUHHHT OWJIMMAOHIAPHU Jes XypMaTialiMu3, 3b303TaiMU3.
3aMOHAMH3HUHT CEPKUPPA WKOIKOPJIAPH, COXAMI3HUHT MAIIXyp OJIMMIIApH agabuETITyHOCTUK WIMHHA

W3YWI YPTaHUIIMOK/A, KaTOp TAAKUKOT WILIAPUHHE OO OOPUIIMOKAA. ATOKIH afa0HETIIYHOC OJIUM,
I
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MyMTO3 Ba 3aMOHaBMH anaOuér, MAaTHIIYHOCHMK Ba anabuii MaHOalIyHOCHHK, agaOuil TaHKUI
COXQJIAPMHUHT OMJIUMJIOHH, (haoj1 KYPHAIUCT Ba MyOJaUIMCT, Gunonorus ¢hanmapu A0KTOpH, npodeccop
Hyp6oii ’KabO0opoBHUHT WIMUH-IKOMUI (AOMUATH IIy >KUXATAAaH ajoXuaa 3bTupodra ca3oBop.

Ketiunrn tiwmnapaa IIpesunentumus 1llaBkar Mup3uéeBHUHT maxcuii TamadOycu Ba ajxoxuia
9BTHOOPH Ty(aiiili MyMTO3 Ba 3aMOHABUH aqaONETUMI3HHU XallKapo MHUKECAA YPTaHUII Ba TAPFUO STHII
Oopacua CaIMOKIIM FOTYKJIap Kyiara KUpuTwiMokaa. Hartwkana agadbuii sxapaéuna, anaduETIyHOCIUKIA
ce3wIapiiv y3rapunmap pyi oepan. AnaOu€TIryHOCIUTIMU3HUHT YpraHuiMail Koo kenaérrad Kymiad
coxanapy Oyinya WiIMHN M3NaHUIIIAp aMajra OmUpwiInd, YHiIad MoHorpadusiap Hamp >TWigu. busra
TyIa €THO KelMaraH acapijlap MaTHH, YJIapHHU HaIpra Tauépiam WInlapu Wynara KyHwinn Ba OyHTra ¥3
COXACHHHMHT OWMJIMMIOHM OYNraH MaTHHIYHOC OJIMMIIAp JKaln0 KWIMHAM. BYHWHr HaTWXacu YIapok
Kymiab yHyT OyiraH acapiiap, YJIapHUHT Myautddiaapu XakKugard HOAWP MAabiyMOTIap amaduér
MyXJIMCIIapura eTud KeaMokaa. by 33ry unuiap Xxo3up Xam 1aBOM STTUPUIMOK/IA.

“3ybmary-T-taBopux” — Hoamp MaHOa. by MaHOaHWUHr Hamp OTHWIHMIIH - Y30eK
MAaTHIIYHOCJIIUTHHUHT MyXHM IOTYFH cudartuia OaxonaHuira Joiuk. Heraku, acap Hampu Kkarta MEXHAT
Ba 3axXMar Maxcymuaup. by Oup Heua kuxarjiapaa Ky3ra TanuiaHagd. AWHUKca, MaTH apad MMITOCHIaH
KUpWwl €3yBura OexaTo TaOAWi KWIMHTAHIWTH YHUHT WIMHH KHUMMaTWHU olmupagd. MyMTo3
amabnéTuMN3 HaMyHaJApUHUHT KyIuiad Hampiapura sramu3. AJQCyckd, YJIapHUHT aKcapHUsATHIA
XaToNapHu caHa0 ajoFura eTuin KuiuH. “bexaro Tabmun KWiIMHTaH” JKymillacu Oop-Myfu yd4 Cy3maH
TapKuO TOMTaH Ba YHW OCOHTWMHA Tanmaddy3 3Tl MyMKuH. JIekuH Oy cy3map 3amupuaa 1ok OeHHXOs
OFHp.

Acocuii kuem. Myxamman Puszo Oraxuit anabuii mepocu OVitnmua kymiad TaakKUKOTIAp
spatmnran. Cepkuppa omum HypOoit XKabbopoB “3ydmary-T-TaBopuX” acapuHHUHT TYIIMK WIMHANH-H30XJIN
HAIIPUHU aMalira OIMpAHM. MasKyp acapra Oujl CAIMOKJIM TaAKUKOT spaTuimra spumad. byHnaH
tamkapy, Oraxuil JuUpUKacl Ba TapXHMa acapiapd 03acHIaH XaM [UKKaTra ca30BOp WIMHH
n3JaHuIUIap oaud 6opau. AnabuéruryHocHuHT Oraxuii TuprKacyu OYHudYa BJIOH KWIraH Makojalapuia
LIOUp INEHPUATUHHUHI YpraHWIMaraH KUppajapy TaAKUK KUIMHAW. VDKOIKOpHUHI Xaml, MyHOXXOT Ba
HabTiapu OupuHuu Mapta HypOoi YKabOopoB ToMoHMmaH Taxjwi 3Twiau. Fasan, macHaBui, Kacuna,
TabpHUX >KaHpJapugard Ha3MUH acapjapd XaKuJaru OJIMMHUHI MakoJiajJapd XaM KYITYMIMKKa MaH3Yp
oynran. “llapk roamy3u” >KypHaJd OpKaJlk YKyBUMJIAp XyKMHTra XaBoja 3Twiral “UnMm aHIoF ramxu
Hopupayp...”, “Tadakkyp” KypHanuma 3bJIOH KWIMHraH “OraxuiHUHT OTOXJIMK CHPH’, UIYHUHTZEK,
“Dacoxarga Hoaup amioma’ (“Xank cy3u”), “Mynky Mmuiatra SMHH Yyica arap oroxjap...”
(“Dumoxop’) kabu MaKoaIap MIyIAP KyMIIACHIAHIND.

“3y0nmaty-T-TaBopux’ acapu Hamipura cy3oomm cudaruga €3uiaraH Makojiaga, TabKUAJall
MYMKHHKH, OyTyH OONLIM JUCCEPTAIMSHUHT WIMHI [OKH Oop. Makomnana acapHUHT ¥30€K Ba XOPHK
ONIMMJIapH TOMOHMJIAH YpraHWIUILM, TyHE GOHINIapuaa cakjaHaéTraH Kynésmanapy, aCapHUHT E3MITHIL
TapUXH, CEOKETH, YHUHT Hadakat Tapuxuii, Oanku agabuil >kuxaTnaH XaM HOJHMp MaHOanapaaH KaHIHT |
Macajajgapy YyKyp TaxJIWI STUJITaH.

OnuMHuHT €3ummua: “Acapda Kyniab HA3M HAMYHAIapu xam kewmupuinead. ‘‘3yooamy-m-
magopux’0acu wevpull JHCAHPAAPHU KytUuda2uia macHug) smuul MYyMKuH: Kacuoanap (6 ma),
macuasuiaap (70 ma), eazarnap (4 ma), pyoouiirap (7 ma), xumvaiap (10 ma), mavpuxnap (4 ma),
¢aponrap (6 ma). bBynoan mawxapu, “nazm” caprasxacuda 16 ma wevp Gepuncan. Paponap sca
“baum” capaaexacu ouran kumobam smunean. “‘3y6oamy-m-masopux’oacu wevprap ocamu 1176
batm (2352 mucpa)nu mawxun smaou” [1, 16].

lapuun Tapuxuii MaB3yna OuTwiran Oyica-ia, acap OaguUi-TapUXUA HACP HAMYHACH DKAHIIUTH,
IDKOAKOP (DMKPHUHI TabCHP KY4YMHU OIIMPHII MaKcaauAa HasMIaH MaxopaTr OwinaH (oiinanaHranu,
MyaJNTMQHUHT KacuIa Ba TabpHX sipaTULIIard maxopatu matHiynoc HypOoit XKab6opoB TomoHunaH
MIIMHii-Ha3apHil JKIXATIAH TyXTa Ba TepaH TaJKUK KWIMHTAH. YKyBYH GYHH SKKOIPOK XHC ITHIIH yayH
OJIMMHUHT KacHJaJlap TaXJIMaura ouj (GUKpIapuHU TYIUK KeNTupamus: “Acapda xacuoa scanpuea ouo 6
ma wevp Oepunean Oyauob, ynapuune xaxcmu 227 oavum (454 mucpa)nu mawkun smaou. “Kacuoanune
akainu tueupma emmu OYayp € aHOUH YKCYKPAK 6d aKcapu MyausH spmac, — 0ed éaou mawxyp Lllatix
Axmao Taposuii. — Xap neua Koghusi oacm bepca atimypaap 6a xap we maxcyo oyica baénea xenmypypaap”
[2,32].

___________________________________________________________________________________________________________________|

24



AYNIY VORISLARI Ne 5-6 (7) (2024)

XALQARO ELEKTRON JURNAL

[aitx Tapo3wuii Kacuaa )kaHpUra X0C TYPT XYCYCHATHH aJloXy/a Tabkuiab KypcaTanu. bupnaurcn
— XYCHH MaTJIab, sS’IbHU KaCUJIAHWHT OOILTaHUINM MAabHO KUXATHAAaH MYTIaKO KycypcH3 Jatud cyziapiaaH
TaIIKWII TOTTaH OYiumy Kepak. MKkuHIrcH — MaMAyX, (MakTaJaTyBUW)HUAHT aiTy HHCO(MHU Tabpu(IaHUIIN
3apyp. YUMHYM — MaMAyXHHUHT IOWKOATH, TYPTHHYM — CAaxOBaTH MaKTalulu Jo3uM. “Ba Oy Typr
XHMCJIATIHH OPTYK Xap HeYakuM cudar Kuiyp, uxTuép moupraayp” [3, 252].

Myxokama Ba HaTH:KajJap. “3y0nary-T-TaBopHux Aard Oapua KacHaanap ymoy >KaHpHHHT TYPKHA
MIEBPUAT Ha3apUETYUCH 3UKP JTTaH Tajadiapura TYIWK jkaBoO Oepamn. MacanaH, acapjaru OMpWHYN
KacuIaHuHr uOTHAOCH “DyHYHYy-NI-0ajora’na aWTWITaHWAEK, XyCHH Matjiab CaHbaTHHUHT OeTakpop
HaMYHAacH CaHaJaJu:

Llaxexum, ocmoru una monmutid agx1Cu UCMewio —
Ku, 2ap 0yn scmonub myghpoxuza 6up xoeyw aono [3, 183].

“XycHu Matriab HU “XycHH HOTHHO” nme0 araran Atoyiuiox XycalHWMHHHr &wummya: “Ya
AHOOEOYPKUM, KATOM OOUWUHOA HOZUKTUSY PABOHIUKMA 64 ANAPHUHE 3U00U OYIMUUL KAMMUKIUZY MAMOHAMMA
bup-oupuea axuu Oynean xyuty aamugh 1a@d3iapour nOKU3a, EKUMIUE, MyCMaxkam ubopa my3apiapkum,
MABHO A00CUHOA MYMAAKAH KYCyp OYIMagail 6a my3yK 3exH aHOuH Makcyoea bom yma oneail, 1agp3y MavHo
OpacuHOa MyHOCAbam puosi KWiaiap, sxuuu MAvbHOHU eHeul ango3 ouia € akcunua ado KUmmMazauiap, 0asu
baumHuHe UKKU MUcpau € HACPHUHZe UKKU OYIaeu OpacuHOa MyHOCadam puost KUIEAWIGPKUM, Jamopamy
banosamma oup-oupuea AKUH Oyn2ail, Oupu AvIOK UKKUHUUCYU AOHO  0YIMA2All, MALHOHUHE CO&TOM
Oynmazuea cavii KUIRAWIGPKUM, KeTUUUMARAH, KapaMa-Kapuil, spamac, Ypgka xuwiogh 6a XoKazo HUMAIAPOUH COLaM
Gymean...” [3, 250].

[Taiix Axman Taposuii TabKUATaraH MKKHHYM XYCYCHST — MaMIyXHHUHT aJUly HHCOQH Bac( 3THIraH
mucpaiap xam Oraxuii Kacuaacuna MaBxy. XKymianas, moup OyHaii €3amu:

Hnoo axnuea xaxp, agpmooanapea nymeh kypeysca,
Danax Oyneail 3amuneupy 3amut Oyneaii garaxgapco.
Tymy6 06o3au adnuxu emmu a@ioK aliGOHUH,
Manax macnumezyro xam oyo2yuodyp xaspamu Hco (387%)

YuuHUKCH — Ma3Kyp Kacuaaaa MaMIyXHHHT IIIDKOATH XaM TepaH MabHO Ba OeTakpop Oaauust

OwtaH TappuGIaHTaH:
AHume 30mu XyMOIOHUHI KUIKU KOMUOU Kyopam
E3ub coxubrupormuz dagpmapu yneonuoa mygpo.
3uxu coxubKUpOHEKUM, KUPOH XACM axua Couo,
Cunoxu Kaxpu emrypou 3anonam myikuea savo (387°)

TypTHYM — KacWJaja XOHHUHI caxoBaTh xaMm (hacoxaT Ba Oanorar OwnaH Bacd 3THIIaIu.

KacupanuHr Kylduaarn MUcpaiapu xam 0y QUKPHU TaCIUKIaIu;
Xanotiuk, HaKou 3XCoHUOUH 010U KOMUH AHOOKKUM
Taoou benaso axiu 2anoea KUMOU UCIUEHO.
Amogy baxumuuHUH2 XOHUOUH MAx3y3 J1y0 O0UM,
Jlyou oaenamuza ouou mun xam nupy xam 6apro 387°).

Kacuga marnabpn Hazapuii Koupanmapra MyBOGUK Keiagu. XOHHHHT Ma3Kyp TYpT (hazuinaTuHH
taBcuam 0apodapuna, Oraxuii MaMIyXHHHT WMy (da3uiat 600uaa kaMojra SpUIraiiusy, “yap gan
uypa 0aspoH apo Mymmosy mycmacuo’ Kyhumaarnda Tabpudiaimm:

Kamonu 6opua umy ¢hazn apo yn epea emmunioyp —
Ku, xap ¢han uupadyp oaspon apo mymmosy mycmacho. [3, 178].

PaxyMKyTUXOHHUHT XHWBa TaxTUTa KENHWIIM TacoAuduii SMaciurd, YHHHT aXAOIJIapH
“XOpasMIIOXJIMK HUTWMHWUH aHTYIITH WKTUAOpiapuaa TyTyO KeiaraH W XaM Kachaaia aloxXuaa 3HKp
stwiras: “Ha tanxo naxp daekuia xacad Oupia Hacabia xam, Capocap XOHY XOKOHITYp aHTa ax10]1 uiia 000”.

Acapna MyaTuHUHT CaXXb CaHbaTHIAAH (OMTATaHAII MaxopaTUra JOUp WIMUHN TaxXJIHuIap Xam
OJIMMHUHT MYMTO3 WIChP Ha3apUACHHM ITyXTa OWIWIIN Ba TAJIKUKOT XapafHWIa MOXUPOHA KYIUian
oymimaad aanonar oepamu. Kyiinna ouMHUHT Oy XakIard KapalulapuHyd KenTupamus: “OraxudHUHT
Hacpza caxb KYJUIall MaxopaTH KyWnaarn OMpriHa MUCOJ TaXJIMIMAA XaM SKKOJ KypuHamu: “3uépam
JABO3UMUHUHE UHMUXOCU 84 AKTY WYpO MApOCUMUHUHE UHKUZOCUOUH CYHE Xa3pamu XOHU maepyp ea

xaspamu 3ULIYIIOXULL CAGIAMU MAMOM 64 YMAPOUu CoxubIXmupom Ouna omuanud, omuonap
1
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mamowiocuea YUKOuIap 6a Kup ycmuoa O0eBHANCO00 6d CAPCAPHUX00 OMAAPHU Epuuimypyo,
pycmamkyesam 6a guaxanubam naxiaeoHAGpHU Kypauwi mymoypyo, omu ymeaun cauuciapHu 6a Xapugpun
UUKUMEOH NAXIABOHIAPHU OAUPOK 84 JHCANOY VUYH XA3UHAU IXCOHOUH HYKYOU (Dapo8oH UHBLOM Kuiuob,
Oynéoun mycmaznuii smounap” [4, 125]. Yy uktndocaa eTTH CaXbIaHyBYH KHCM MaBXKy/I.

Oraxuii Hacpuaa CaXBHUHT FOKOpHAa 0a€H 3Tmwirad Oapya makimid cudaTiiapuHu KypuIln OuiiaH
Oupra, caXbIaHYBUWJIAPHUHI Y3HWIa XOC JKOWIAIIYB YPHHHM XaM Ky3aTull MyMKuH. FOkopumaru
KyMmiana aaeosumu (pocuiacwmaH OJJIMHTH KapwHa OuWp cy3gaH mOopar Oyica, YHTa CaXbIaHYBYH
Mmapocumu HOCUIIACUIIAH OJIUH TYPT c¥3 KyaIaHrad. bab3u caxxpaouuiap opacujia 3ca KapuHa MaBxKy/[
amac” [3, 252].

Xyaoca. FOkopraa Taxauiara TOpTHIAraH TaJKUKOTIap anadueT wiMuaa ¥3 cy3u Ba ypHu OynraH
¢unonorus dhanmap gokropu, mpodeccop, “ycTauk” opaenu coxubu HypOoit ’KabOopoBHUHT HCTHKIIOIN
naBpu anabuil Xa€Tw pUBOXKMIA KaTrTa XMcca KylraHauruHu Ownaumpanu. Komasepca, amabuérmryHoc
baomusATHHUHT ymOy KUPPAacH OTaxXMHIIYHOCIUKHMHT KEMTHK HYKTaJapHHU TYJIJUPHINra XHU3Mar
Kuiiagu. Jlapxakukar, cepKuppa Ba CepMaxcyJl OJMMHUHT WIMHNA 1a0opaTopusich OyTyHIM KyH/a €TUIINO
kenmaéTraH € oNnMMIIap y4yH y3ura Xxoc uopar, Mmaktad BazudacuHu yTanau.

AJTABUETJIAP:

1. Aroymiox Xycaiinuid. Bagoiuby-c-caHoiins. (TapxumoH: akageMuk Anuodek Pycramumit). — T.:
Anabuér Ba canpat Hampuéry, 1981. — 291 6.

2. Iatix Axman ubH Xynounaon Taposuii. ynyny-n-6anora. — T.: Xa3una,1996. — 126 6.

3. Myxamman Puzo Opuuésbex yrmm Oraxuil. 3yOmaty-T-TaBopux (Hampra rtaiiépnoBum Ba
cy360mm myamndu H.)Ka660pos). — T.: V36ekncron, 2009. — 178 6.

4. Oraxuii — TapuxHaBUC. /ATOKJIM LIOUP, TAPUXHABUC, Tap>KUMOH (Makonanap tymiamu). — T.:
Xank mepocu, 1999. — 224 6.

5. Muhammad Rizo Ogahiy. Mulku millatga emin o‘lsa agar ogohlar (Hampra TaiiépioBun
H.XKa66opos) .— T., 2022. — 141 6.

6. YaG6opor H. V36ex Gaammii-rapuxuii HACDMHMHI capa HamyHacH. Myxammax Puso
Dpuuésbex yrmu Oraxuit. 3y6aary-T-taBopux. — T.: V36ekucton, 2009. — 125 6.

7. ’Kab6opos H. Maonwuii axuauaT coxubkuponu. — T., 2021. — 257 6.

8. Kapumos O. A0aymna Opunos mebpusituga Metadopuk odpasnap. — T.: @an, 2014, — 138 6.

26


https://uz.wikipedia.org/wiki/Muhammad_Rizo_Ogahiy

AYNIY VORISLARI Ne 5-6 (7) (2024)

XALQARO ELEKTRON JURNAL

Karamova Shoxida Luftillayevna,
Qarshi davlat universiteti dotsenti,
filologiya fanlari nomzodi
(O“zbekiston)

E-mail: shoxidakaramova@gmail.com

O‘ZBEK MODERN SHE’RIYATIDA ISTIORANING VAZIFALARI

Annotatsiya. Modernizm asarlari murakkab, metaforik va ularni tushunish hamisha oson emas.
Bu asarlar o‘quvchidan tasavvurini zo‘rigtirishni talab giladi, murakkabligi va sergatlamligi bois ham
juda xilma-xil talginlarga imkon beradi. Ularni yagona qoidalar maxrajiga birlashtirish giyin.
Modernchilarda shartlilikning kuchli, originallik ularda ko‘prog shaklda, metaforiklikda, ifodada
namoyon bo‘ladi. Ushbu magolada mana shu jahatlarni tahlilga tortishga harakat gilingan. Tahlillar uchun
R.Parfi, Aziz Said, Faxriyor, A.Qutbiddin, Go‘zal Begim she’rlari tanlangan.

Kalit so‘zlar: modern, metafora, originallik, hayotiy tafsil, istiora, hissiy “tafakkur” , mushohada,
irratsional ong, abstrakt, noreal ifoda.

Annortauus. [IpousBeneHnss MoJIepHU3Ma CIIOKHBI, METapOPUYHBI U HE BCET/la MOHATHBL. OTH
MIPOM3BEACHUS TPEOYIOT OT YUTATENS PACHIUPEHHS CBOETO BOOOPAKEHHS W HM3-32 CBOCU CJIOKHOCTH H
oorarcrBa A0IYyCKAarOT CaMbIC pa3HbIC MHTCPIIpETAllUU. Hx cnoxHo 06”LCILI/IHI/ITI> B CL[HHLIP'I 3HaAaMCHATCJIb
mpaBwI. MoJepHUCTaM CBOWCTBEHHA CHIIbHAS YCIIOBHOCTH, OPUTHHAILHOCTH MPOSIBIIAETCS B UX (opMe,
MeTa(bope 1 BBIPA3UTCIIbHOCTU. B Z[aHHofI CTAaTbC ACJIACTCs MOMNBbITKA NPOAHAIMN3UPOBATL 3THU ACICKTHI.
Jis ananuza Obuty BeIOpansl ctuxu P. [Tapdu, Asuza Canna, @axpuépa, A. Kyronnnuna, ['y3an berum

KiroueBbie cioBa: coBpeMeHHBIH, MeTadopa, OpPUTMHAIBHOCTB, JETajlb KH3HH, MeTadopa,
AOMOITMOHATFHOE ““MBINIIICHNE”, HAOIOIEHUE, HWppaIiOHATHHOE CO3HAHWE, a0CTPAKTHOE, HEpeaTbHOE
BBIPpAXKCHUC

Abstract. The works of modernism are complex, metaphorical and not always easy to
understand. These works require the reader to stretch his imagination, and due to their complexity and
richness, they allow for very different interpretations. It is difficult to combine them into a single
denominator of rules. Modernists have strong conventionality, originality is manifested in their form,
metaphor, and expression. This article tries to analyze these aspects. Poems of R. Parfi, Aziz Said,
Fakhriyor, A. Qutbiddin, Gozal Begim were selected for analysis

Keywords: modern, metaphor, originality, life detail, metaphor, emotional "thinking",
observation, irrational consciousness, abstract, unrealistic expression

Kirish. Modern she’rda hayotiy tafsillarni gqo‘llash aruz va barmoqdagidan ko‘ra birmuncha
osonroq bo‘lib tuyuladi. Chunki modernchi muallif she’rning har talabida o‘zini erkin sezgani (xususan,
mantigning shart emasligi, vazn, qofiya, banddagi erkinlik), o‘quvchi bilan dialogda turmagani (ya’ni,
yozganlarining o‘quvchiga ham tushunarli bo‘lishi, she’rni anglashda o‘quvchiga hamkor bo‘lish
majburiyatidan o‘zini ozod qilgani), “ong oqimi’ning har bir epizodini hech bir istiholasiz so‘zga
ko‘chirish mumkinligi unga shunday imkon beradi.

Asosiy gism. Kuzatishlarimiz shuni ko‘rsatdiki, modern she’rda metafora o‘quvchiga ancha
tushunarli, kuchli mantigiylikka asoslangan va o‘zaro bog‘lanishli matn ichidagi alohida so‘z yoki jumla
emas. Modern she’r butun holda, yaxlitligicha istioraviydir. Professor U.Hamdam ta’biri bilan aytganda,
“modernistik san’atni tushunish assotsiasiya tilini tushunish bilan ancha mukammallashadi” [1, 134]
Modernchi shoir olamning o‘zini metaforik idrok etadi, olamning metaforik manzarasini yaratadi.

Rauf Parfining “Sunbula” sonetlar turkumidan:

To‘kilish oldida gulim. Ehtimol

Senga bogib ko‘nglim uyi buzildi.

Xomush tortib, junjikib go‘ydi shamol,

Bir uzim uzumning yuzlari so‘ldi.

Sovuqg osmon yuzida izg‘ir ko‘zim,
|
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Xotiramning tasbehlari tizildi.
Qayg‘udaman, gonga gorishgan so‘zim,
Tasbehimning chayir ipi uzildi.
Qandaydir bu nido, hazin va karaxt?!
Nechun ketmas gora garg‘alar nari?
Qarang, ingillagan itlarga garang.

Sirli entikadi yalang‘och daraxt,

Bari unutilish istandi, bari...

Sunbulaning simlari keskir, tarang [3, 22].

Bu matnda ko‘nglim uyi, xotiramning tasbehlari, tasbehimning chayir ipi, sunbulaning simlari
singari ochiq istioralar; gulim, gargalar, uzum, shamol, gon, itlar, yalang‘och daraxt singari tafsillarning;
to“kilish, junjikib, yuzlari so‘ldi, tizildi, entikadi kabi fe’llarning har biri va sarlavhadagi sunbulaning o‘zi
ham o0z ma’nosidan tashqgari istioraviy ma’noga ega. Ammo bu o‘quvchiga masalan,

Sunbuli zulfi agar oshuftadur, ayb etmakim,

Gul yuzida yotqon ikki nozanin bemori bor, — [6 ]
satrlaridagi “gul yuz ustida yotgan ikki nozanin bemor” (ikki ko‘z) singari shoyon tushunarli emas. Rauf
Parfi chizgan manzarasi tufayli xilma-xil hislar, xotiralar, tasavvurlar to‘fonday yoprilib keladi. Sunbula
manzarasi fonida lirik gahramon xotiralar bosimi ostida golgan. Bu xotiralar yoqgimsiz, ko‘ngilni
buzadigan xotiralar. To‘kilish, ko‘ngil uyining buzilishi, xomush tortgan-junjikkan shamol, uzumning
yuzlari so‘lishi, sovug osmon, izg‘imoq, gayg‘uli ekanlik, so‘zlarning qonga gorishgani, tasbehning
chayir ipining uzilishi, nido, hazin va karaxt, nari ketmaydigan gora garg-alar, ingillagan itlar, yalang‘och
daraxt, unutilish istagi, keskir va tarang simlar — bularning har biri noxush hissiyot-xotiralardan ishora
beradi. 2-sonetdagi “sevgilim”, “bilmasman, naqadar sevaman seni” kabi ifodalardan noxush
xotiralarning sevgi-muhabbat bilan bog‘ligligini sezish mumkin. “Shamollar marsiyasi” ochiq istiorasi
esa gap ado bo‘lgan sevgi hagida borayotganidan darak beradi. Shoir fagat ishoralar, istioralar tili bilan
so‘zlaydi; tasvirlanayotgan vogeliklar mavhumiyatga yo‘g‘rilgan — bu esa o‘quvchi idrokiga ham kenglik
beradi, o‘quvchi xayoliy dunyoning cheksiz kengligida depsinmay sayr etishi mumkin bo‘ladi.

O<zbek modern she’riyatida metaforaviylik hamisha hayotiy tafsillar bilan gorishig, uyg‘un holda
keladi. Yuqoridagi she’rda ham gulning so‘lishi, shamolning junjikishi (aslida, sunbulaning sovuq
shamoli tufayli odam junjikyapti), sovug osmonga parishon tikilish, qora garg‘alarning shundoq
yonginangda qag‘illab yurishi, ingillayotgan itlar, yalang‘och daraxtning sirli entikishi (shamolda
chayqalishi, ovoz chiqgarishi) — bu hayotiy tafsillarning bari ko‘chma ma’noga ega, poetik kechinma ayni
shu ko‘chma ma’no orgali ifoda etilyapti.

Ayrim modern she’rlarni tafsillar she’ri ham deyish mumkin. Masalan, Aziz Saidning “Bu xato
yo‘lni...”, “Gilamdo‘z shabboda mezonni savab”, “Ogshom cho‘kar...”, “Oyning zarrin nurlaridan...”
kabi; Faxriyorning “Elegiyalar” turkumidagi 1-she’rni, “O‘zbekning kuzi”, “Sunbula” kabi;
.Ro‘zimuhammadning “Qarg‘algan”, “Insonning sarguzashtlari”, “Afsungar” kabi she’rlarini shu jumlaga
kiritish mumkin. Bu she’rlarda hayot tafsillari xuddi hikoyadagi kabi keng o‘rin egallaydi. Ammo bu
tafsillar ko‘pincha to‘g‘ri bo‘lmay, “o‘zgartirilgan”, xayoliy xarakterga ham ega bo‘ladi.

Oyning zarrin nurlaridan

Suv to‘girkan baligqga libos
Daraxtlarning barmoglaridan
To‘kilarkan bir hovuch gilos
Uxlab yotar bahodir girda
Chumchuglarning tomoglaridan
Toshlar sasi uchsa go‘shigday
Tunning ko‘zi — yongan gulxanni
Tebratarkan shamol beshikday
Tush ko‘radi bahodir gizni

Tebranishib sarxush maysalar

Kuylasharkan shabnam go‘shig‘in
-
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Gullar nafis yaproglariga

Chizar ekan kuygan oshig‘in
Quchib olar bahodir gizni
Qaldirg‘ochlar ganotin silkib

Un separkan gorinlariga

Yelinlari iyigan bulut

Sut berarkan qulunlariga

Qaytib kelar bahodir girdan [4,10].

Bu she’r boshdan oyoq tafsillardan tuzilgan. Shoir bahodirning muhabbatini xayoliy bir
manzarada chizib ko‘rsatadi.

Modern she’rlarda, umuman, har ganday she’riyatining eng faol (bu xususan, o‘zbek mumtoz
she’riyatida yuksak pardaga chiqgan) ko‘chimlaridan biri bo‘lgan ochiq istioralar nihoyatda quyug.
Olamning kalidi, fano vodiysi, ko‘nglim uyi, xotiramning tasbehlari, shamollar marsiyasi, kechaning qop-
gora tani, osmonning qalbi, falakning ko‘zlari, ruhimning asrlik muzlari (Rauf Parfi), gahring shomlari,
yurak oftobasi, g‘am arig‘lari, hayrat gimizi, taxayyul tuni, baxt qushi (A.Qutbiddin), ko‘zimning toshi,
umid kosasi, oy tarog‘i, ruh ganoti (Aziz Said) kabi ochiq istioralarning har biri, bir tarafdan ijodkorning
olamni individual-ijodiy idrok etishidan dalolat beradi. Ikkinchi tarafdan esa olamni individual idrok
etishning ochiq istioraning mumtoz adabiyotdagi yoki, umuman, she’riyatdagi “o‘z ma’no+ko‘chma
ma’no” (yoki shuning teskarisi “ko‘chma ma’no+o‘z ma’no”) modelida ro‘yobga chiqishi an’ana ta’siri
kuchliligini ko‘rsatadi. Bu ta’sir hatto modernchilar ichida she’riyatning azaliy goliplarini ko‘prog
sindirgan Faxriyorda ham yetarli darajada: hasrat oyati, ko‘ngil dashtlari, umid malhami, gismat gaychisi,
yurak gadami.

Ochiq istioralar an’anasi, xususan, Go‘zal Begim ijodida yangi bosgichga ko‘tarildi. Ochiq
istioralarni shoira uslubining “tashrif qog‘ozi” deyish mumkin hatto. Ovoz xiyoboni, qushlar qiroati,
nigoh kengligi, shafag ummoni, oltin jimlik, tuyg‘ular ga’ri, samo saroyi, ko‘zyosh javhari, tun ko‘rfazi,
irodamning kipriklari, umidimning to‘fonlari, galamimning yuragi, gulning irodasi, yuragimning ogargan
sochi kabi birikmalar Go‘zal Begimning moddiy va nomoddiy dunyoni hamisha uyg‘un tasavvur
etishidan dalolat beradi. Go‘zal Begim o‘zbek she’riyatida ochiq istioralarning yangi faslini boshlab
berdi, deyish mumkin. Shoira paradoksal tushunchalardan ham ochiq istioralar yasayveradi.

O‘zbek modern she’riyatida metforalarning yana bir turi — fe’l-metaforalar juda faol. Bunda
jonlantirish yoki boshga xil ko‘chim yo‘li bilan muayyan harakat shu harakatga xoslanmagan narsa-
predmetga ko‘chiriladi. Oxshatish shoirning tasavvurida sodir bo‘ladi-yu, fagat harakat ko‘chiriladi.
“Moziyga urilib sinar ovozim”, — deydi Rauf Parfi. Shoir avval tasavvurida o‘z ovozini billurmi,
shishagami o‘xshash mo‘rt, nozik bir narsaga o‘xshatadi-da, o‘xshatishni matn ortida qoldirib, “ovozim
sindi”, — deydi. “Vahshiy dunyo, qonxo‘r dunyo quturdi” deganda esa dunyoni avval itmi yo boshqa bir
vahshiy hayvonga mengzaydi. “Sochlaring iloni tanimni yoqar” deganda esa sochlar avvaliga qop-gora
tutun sachratib yonayotgan gulxanday tasavvur etilgan.

Faxriyordan:

Vaqt yemirar hayratlarimni (Vaqt zangga yoxud kimyoviy moddaga o‘xshatilgan).
Ko‘nglim mening yirtilgan edi (ko‘ngil gog‘oz yoki matoday tasavvur etilgan).

Davomiylik muallagligi // kesib o‘tar hayajoningni, // garab o‘tirmaydi aqlingga, // aglsizligingga
garamas, // jonni kesar, kesar goningni (davomiylik muallagligi kesuvchi-kir buyum kabi) va hokazo.

Fe’l-metaforalarning boshga modernchi shoirlar ijodida ham faol ekani ko‘riladi.

Muhokama va natijalar. Modern she’rning eng muhim xususiyati — unda reallikning
mavhumiyat shaklida, tartibning xaos shaklida vogelanishini adabiyotshunos olim Ibrohim G-¢afurov
A.Qutbiddin she’riyati misolida obrazli qilib shunday ifodalagan edi: “... taqdir yo‘li, karvon yo‘lidagi
koyish, ozorlar, quvonch-nadomatlar hagidagi she’rini “Hofiz emasman ishqda Abduvaliman go‘yo”, —
deb yakunlaydi. Necha asrlar oradan o‘tsa hamki, hamon Hofiz karvonlari o‘tgan yo‘llardan
borayotganligini, o‘sha tarixiy karvonlarga ergashayotganligini shunday ifodalaydi. She’r oxiriga birdan
go‘yo degan so‘zni go‘yadi: Hayot bor, karvon bor, ishg bor. Ammo bari misli go‘yo. Abduvalining o‘zi
ham Hofiz yoki uning sehrsoz bayti kabi hali tarixiy reallikka aylanmagan, U tamomila go‘yo holatida.

Abduvalining mana shu “Bor” deb atalgan she’riy kitobi ham boshdan oxirigacha shu sirli GO“YO ustiga
I ———
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gurilganday taassurot qoldiradi. Hamma narsalar shu GO‘YO magomida. Go‘yo — bu mubhamlik, mav-
humlik timsoli. Zero, shoirning falsafasida borlig— bu go‘yolikdir. Go‘yolik falsafasini Abduvali ancha
chuqur ishlagan, bu uning original falsafasi: sermashmasha, savdoyi olamning qurilish bisotiga bir
garash. Kitobning sarlavhasidagi so‘zlarni biz: “Abduvali Qutbiddin bor” deb o‘qiymiz. Bu tugallangan
poetik jumla. Shaxs o‘zining dunyoda borligini tasdiglayapti” [6].

O‘zbek modern she’riyatining yana bir muhim xususiyatini alohida ta’kidlash lozim. Jahon
modernizmi oz nigohini insonning botiniga garatgan bo‘lsa, o‘zbek modern she’riyatida (jumladan,
nasrida ham) o‘zgacharoq holat kuzatiladi: bizdagi modernistlar asarlarida botin tasviridan ko‘ra ijtimoiy,
binobarin, ijtimoiy-tanqgidiy ruh kuchli. Jahon modernizmi XIX asr oxiri — XX asr boshlarida
ijodkorlarning ijtimoiy-siyosiy qarashlariga ko‘ra turli ogimlarga birlashishi, san’at va adabiyot
vakillarining quturgan imperializmga qarshi, irgchilik, sinfiylik, oligarxiyaga garshi, jahon urushiga
garshi kuchli noroziligi o‘laroq maydonga chiqdi. Ular ijtimoiy-siyosiy muhitdagi g‘ayriinsoniy
vogeliklarning mohiyatini uning inson ruhiyatiga ta’sirini yoritish orgali ochmogqga bel bog‘ladilar. Buni
tadgigotchi S.Quronov ham alohida ta’kidlagan edi: “Modernistlar olamni mantiqqa tayanmagan, hissiy
“tafakkur” asosidagina to‘lagonli tushunish mumkin, deb hisoblaydilar. Ular bunda mantigiy-tahliliy
mushohadaga garshi turib, irratsional ongni yetakchi sanaydilar. Shuning uchun modernistlar an’anaviy
metodlarni inkor etib, abstrakt, noreal ifoda shakllarida ijod eta boshlaydi. Bu yo‘nalish vakillari
ijtimoiylikdan chekinib, o‘z shuuri tomon yuzlanadi. “Ya’ni bu o‘rinda vogelikni aks ettirish emas,
ijodkorning o‘z-o‘zini ifodalashi ustuvor ahamiyat kasb etadi” [5, 201].

O‘zbek modern she’riyati asos e’tibori bilan ijodkorlarning siyosiy-ijtimoiy muhitga
munosabatining in’ikosi emas, u ko‘prog jahon modernizmi ta’sirida tug‘ilib keldi. Ammo o°z salaflari
ta’sirida ijtimoiy mazmunga urg‘u berdi. Akademik Naim Karimov ta’biri bilan aytganda, “O‘zbek
modern she’riyati Yevropa xalglarining modern she’riyatidan quyidagi xususiyatlari bilan farglanadi:
Agar Yevropa xalglari she’riyatidagi modernizm o‘gtin-o‘qtin absurd adabiyot unsurlari bilan
uyg‘unlashib tursa, o‘zbek modern she’riyati birinchidan, xalq hayotidan bu gadar olislashishni o°ziga ep
ko‘rmaydi. lkkinchidan, o‘zbek modern she’riyati zamirida muayyan kayfiyatni, ma’noni, poetik
magsadni ifodalash istagi yotadi. Uchinchidan, ayrim modern shoirlar hatto o‘z she’rlarida realistik
adabiyot unsurlaridan ham ma’lum darajada foydalanmoqdalar. Faxriyor, Tursun Ali, Farida Afro‘z,
Xosiyat Rustamovaning shu yo‘nalishdagi she’rlari ozbek modern she’riyatining eng yaxshi namunalari
hisoblanadi” [2].

Xulosa. Modern she’riyatda ijtimoiy mazmun ham, albatta, istioralar, ko‘chimlar, ishoralar,
hayotiy tafsillar orgali ifoda etildi. Modern she’rda metafora o‘quvchiga ancha tushunarli, kuchli
mantigiylikka asoslangan va o‘zaro bog‘lanishli matn ichidagi alohida so‘z yoki jumla emas. Modern
she’r butun holda, yaxlitligicha istioraviydir. Modernchi shoir olamning o‘zini metaforik idrok etadi,
olamning metaforik manzarasini yaratadi. O‘zbek modern she’riyatida metaforaviylik hamisha hayotiy
tafsillar bilan qorishig, uyg un holda keladi.

Milliy adabiyotimizda modernizm, postmodernizm belgilari mavjud. Milliy adabiyotimiz ham o‘z
ruhini yangilanmoq istadi va modernizmga yuz burdi. Modernizm belgilari, aslida, XX asr boshlaridayoq
ko‘ringan. Modernizmning bosh belgilaridan biri bo‘lgan insonning ichki dunyosiga chuqur Kkirish,
awvalo, o‘tgan asrning 60-70-yillari she’riyatida ham uchraydi. Ammo u izlanishlar to‘lig‘icha jahon
modernizmi ruhini bermaydi. Chunki ‘“ong oqimi”, vaqtni “o‘ynatish”, nihoyatda erkin shakl,
kanonlardan voz kechish kabi hodisalar bu she’rlarga to‘la xos emas. O‘zbek she’riyatida modernizmni
XX asr o‘rtalarida chin ma’nosi bilan Rauf Parfi boshlab bergan bo‘lsa, keyinchalik Abduvali Qutbiddin,
Aziz Said, Bahrom Ro‘zimuhammad, Faxriyor, Go‘zal Begim, Shermurod Subhon kabi shoirlar ijodida
yuksak cho‘qqgiga ko‘tarildi.
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BADIIY ADABIYOTLARDA AMIR TEMUR VA TEMURIYLAR OBRAZI TALQINI

Annotatsiya. Movarounnahrda bundan olti asr oldin jahonga tanilib, tarix sahifasidan abadul-
abadga joy olgan Sohibgiron Amir Temurning olamshumul g‘alabalari, qudratli davlati va ular yaratgan
obidalar, bu shaxsning insoniy fazilatlari haqida qator epik asarlar dunyo yuzini ko‘rdi. Binobarin, Amir
Temur haqida o‘tgan yillar davomida xorijiy tillarda 500 dan ziyod, Sharq tillarida 900 ga yaqin kitoblar
yozilgan, ko‘pdan-ko‘p suvratlari ishlangan. Amir Temur nomi mustaqillik tufayli yana o‘z munosib
o‘rniga ega bo‘ldi. Maqolada shu nuqtayi nazardan akademik Bo‘riboy Ahmedovning “Amir Temur”
tarixiy romani, O°zbekiston xalq shoiri Abdulla Oripovning “Sohibqiron” she’riy dramasi va O°zbekiston
xalq yozuvchisi Pirimqul Qodirovning “Ona lochin vidosi” nomli tarixiy romanlari tahlil qa talqin etilgan.

Kalit so‘zlar: Yaqgin Sharqg, qudratli davlat, sohibgiron, sarkarda, olamshumul, xorijiy tillar,
tarixiy roman, obodonchilik, xalgparvar, adolatli, bunyodkorlik, vatanparvarlik, ilm-ma’rifat.

AnHoTanus. Illectb BexkoB Hazax B MaBepoaHHaxpe  MOSBHIIMCH CEPUH  SIHYCCKHUX
npousBeneHuit 0 Caxubkupane Amupe Tumype, BCeMHPHO M3BECTHOM TIOBEIMTEIIC HABCETAa BOIICIIIIMM
B HCTOPHIO CBOMMHU BEJIHMKHMH I0OEIaMH,0CHOBaBIIEM Morydee rocynapcrso. O xxu3nu Amupa Tumypa
HanucaHo Oosiee 500 KHUT Ha MHOCTPAaHHBIX si3bIkax M 900 KHUT Ha BOCTOYHBIX S3bIKaX, HAPHCOBAHO
MHOXECTBO MOPTpeToB. brnaronaps He3aBUCHMOCTH MCTOPHs Aana NOWCTOWHYIO OLEHKY HCTOPHYECKOI
JUYHOCTU U JearenbHOoCcTH Amwupa Tumypa. C 3TOH TOYKM 3pEHUS B CTaThe AHAIM3HPYETCS W
WHTEPIpETUpyeTCs ucToprdeckuii poman «Amup Tumyp» akagemuka bypnbas AxmenoBa, HOTHIECKas
npama «CaxuOKUpaH» HapoJHOro modTa Y30ekuctana AOxymnsl OpunoBa W UCTOPUYECKHH POMaH
«IIpomanne Cokonuiey HApOIHOTO mHcaTens Y30ekucrana [Iupumkyna Kagpiposa.

KnwueBbie ciaoBa: bmmwkauii BocTtok, MorymectBeHHOe rocyaapctBo, CaxuOKupaH,
MOJIKOBOJICIl, = MHPOBBIC, HWHOCTPAaHHBIE  S3BIKH, HCTOPHYECKHI  poMaH, OJIaroycTpoicTBO,
HapOJI0JIOOMBBIN, CIIPAaBEATUBEIH, CO3UIATENBHOCTD, TATPHOTU3M, HayKa U IIPOCBEIICHHUE.

Abstract. Six centuries ago, a series of epic works about Sahibkiran Amir Temur appeared in
Movarounnahr, who became famous to the world and forever went down in history with his universal
victories, the powerful state and the monuments created by him, as well as the human merits of the
famous personality. Consequently, more than 500 books in foreign languages and 900 books in oriental
languages have been written about Amir Temur, as well as many portraits have been created. Thanks to
independence, the name of Amir Temur again received its rightful place. From this point of view, this
article analyzes and interprets the historical novel “Amir Temur” by academician Buriboy Akhmedov, the
poetic drama “Sohibkiron” by the people’s poet of Uzbekistan Abdulla Oripov and the historical novel
“Ona lochin vidosi” (“Farewell of hawk™) by the people’s writer of Uzbekistan Pirimkul Kadyrov.

Keywords: Middle East, mighty state, peasant, warlord, universal, foreign languages, historical
novel, prosperity, folk, just, creativity, patriotism, science.

Kirish. Respublikamizning mustaqillikka erishishi azaliy gadriyatlarning tiklanishi, ko‘plab
hagiqgatlarning butun bo‘y-basti bilan namoyon bo‘lishiga olib keldi. Bunday ijobiy o‘zgarishlarning eng
salmoglisi, bizning milliy iftixorimiz, sohibgiron Amir Temur hazratlarining vatanga, xalgiga gaytarilishi
bo‘ldi, desak mubolag‘a bo‘lmas. Sohibgiron Amir Temurning olamshumul g‘alabalari, qudratli davlati
va yaratgan obidalari bundan olti asr burun jahonga tanilgan edi. Uning “Kuch adolatdadir” degan buyuk
e’tiqodi o‘g‘li Shohruh va nevarasi Mirzo Ulug‘bek davrida hayotga yaxshi tatbiq etildi. Agar Amir
Temurning davlatni boshgarish va mamlakatni obod gilishdagi an’analari shu tarzda davom ettirilganda
xalgimizning keyingi asrlardagi taqdiri boshgacha bo‘lishi mumkin edi. Biz bu maqolamizga ‘“Badiiy
asarlarda Amir Temur va temuriylar obrazi talqini” deb nomlangan mavzuni tanlashimiz ham bejiz emas,

-
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albatta. Tarixni yaxshi bilmasdan turib, yuksak ma’naviyatga erishib bo‘Imaydi. Xalgimiz tarixini o‘zida
aks ettirgan, gahramon ota-bobolarimizga nisbatan yosh avlodda mehr-muhabbat uyg‘otadigan, ulardek
0°z vatanini sevadigan vatanparvarlarni tarbiyalashda ma’naviy oziq bo‘ladigan ajoyib badiiy asarlarimiz
bor. Bu jihatdan akademik olim Bo‘riboy Ahmedovning “Amir Temur” tarixiy romani, O‘zbekiston xalq
shoiri Abdulla Oripovning “Sohibqgiron” she’riy dramasi va O‘zbekiston xalq yozuvchisi Pirimqul
Qodirovning “Ona lochin vidosi” nomli tarixiy romanlari alohida ahamiyatga ega.

Asosiy gism. Amir Temur haqgida O‘zbekiston Respublikasining birinchi Prezidenti I.Karimov
shunday yozadi: “U, birinchi navbatda ulug® bunyodkor shaxs edi. Samarganddagi obidalarni,
Shahrisabzdagi yodgorliklarni kim tikladi? Amir Temur va uning avlodlari zamonida Afg‘oniston, Eron,
Hindiston hududlarida amalga oshirgan obodonchilik, me’morchilik ishlarini aytmaysizmi? Kim “Kuch —
adolatdadir’ degan olamshumul, teran hikmatni o‘z faoliyatiga asosiy tamoyil gilib oldi? Albatta
sohibgiron Amir Temurdir” [1, 22]. Istiglolimizning dastlabki yillarida Toshkentning markazidagi
xiyobonda sohibgironga o‘rnatilgan mustahkam haykal mustaqillik poydevoriga go‘yilgan oltin g‘isht
bo‘ldi. 1996-yil Sohibgiron tavalludining 660 yilligi munosabati bilan dunyo migyosida ulkan
tadbirlarning o‘tkazilishi, aynigsa, muhim ahamiyat kasb etdi.

Oc‘zbekiston Respublikasi Vazirlar Mahkamasining garoriga ko‘ra “Amir Temur” Xxayriya
jamg‘armasi tashkil etildi. Dunyoning tanigli siyosat arboblari, olimlari, yozuvchilari, tarixchilari
ishtirokida ilmiy-amaliy anjumanlar o‘tkazildi. Prezident farmoni bilan yuksak mukofot — “Amir Temur”
ordeni ta’sis etildi. Temuriylar tarixi davlat muzeyining barpo etilishi xalgimiz hayotida muhim vogea
bo‘ldi. Yubiley munosabati bilan ko‘plab tarixiy-ilmiy asarlar, risolalar, albomlar va boshgalar nashr
etildi. Shu o‘rinda Amir Temur hagida alohida to‘xtalishimiz tabiiydir. Chunki tengsiz azmu shijoat,
mardlik va donishmandlik ramzi bo‘lgan bu mumtoz siymo buyuk saltanat barpo etib, davlatchilik
borasida o°‘zidan ham amaliy, ham nazzariy meros qoldirdi, ilmu fan, madaniyat, bunyodkorlik, din va
ma’naviyat rivojiga keng yo‘l ochdi, — deya ta’kidlagan O‘zbekiston Respublikasining birinchi
Prezidenti IKarimov [2, 44]. “Amir Temur” yoxud “Temur Hukmdor” kabi tarix g‘ildiragini
o‘zgartirgan insonlar juda kam: uning To‘xtamishxon va Oltin O‘rdaga bergan qudratli zarbalari
o‘ruslarni mo‘g‘ul  mustamlakasidan xalos qildi va Moskoviyaga islohotlarni amalga oshirish
imkoniyatini yaratdi; uning Yaqin Sharg, Eron va Shimoliy-G‘arbiy Hindistonga gilgan yurishlari ushbu
mintagalarning siyosiy muvozanatini tubdan o‘zgartirib yubordi,” — deydi Parij universitetining Turkiy
tadgiqotlar instituti direktori Lyusen Keren [5, 5]. Tarixga, tarixiy shaxslarga baho berishning dunyo
xalglari ma’naviyatida garor topgan mezonlari bor. Uning bosh talabi — ilmiy yoki badiiy hagigatning
tarixiy hagigatga mos kelishidir.

Muhokama va natijalar. Akademik Bo‘riboy Axmedov “Amir Temur” tarixiy romani
mugaddimasida shunday yozadi: “Tarixda o‘tgan buyuk shaxslar hagida biron so‘z aytish, kattami-
kichikmi ilmiy yoki adabiy asar yozish o‘ta mushkul, aynigsa, Iskandar Zulgarnayn, Yuliy Sezar,
Chingizxon va Amir Temurga o‘xshash harbiy va siyosiy arboblar hagida. Negaki, ularning hayoti, bosib
o‘tgan yo‘li, faoliyati murakkab va o‘ta ziddiyatlidir. Shuning uchun ham tarixda o‘tgan yirik
shaxslarning hayoti va faoliyatiga baho berganda ularning har bir ishini agl tarozusiga solib garamoq,
o‘sha davr va zamon sharoitidan kelib chigib baholamoq va albatta, o‘zlaridan avval o‘tgan hukmdorlarga
nisbatan gilgan ulug® ishlariga garab hukm chigarmoq joiz. Ming afsuski, biz buyuk siymolarni o‘zimiz
yashagan yangi davrning gonunlariga ko‘ra nazardan o‘tkazamiz. Yaqin-yaginlargacha shunday holat
hukm surdi” [3, 4]. Muallif bu asarni yaratishda tarixiy haqiqatga tayanganligini, o‘sha davrda va undan
keyin yaratilgan Nizomiddin Shomiy va Sharafiddin Ali Yazdiy, Hofizi Abru va Abdurazzoq
Samargandiy, Mirzo Ulug‘bek va Muhammad Haydar, Davlatshoh Samargandiy va Nasih Ahmad
Xavofiy singari XV-XVI asrda yashab o‘tgan ulkan olimlarning asarlaridan foydalanganligini aytadi.
Muallif oz asarining boshidayogq Amir Temurni el-yurt dardiga darmon deya o‘z kitobxonlariga tanita
boshlaydi. Ha, Temurbek aynan o‘sha el-yurt boshiga mushkullik tushgan kunlarda tarix sahnasida
namoyon bo‘ldi. Bo‘lganda ham tadbirkor va xalgparvar shaxs sifatida paydo bo‘ldi. U o‘sha tug‘luq
Temurxon mamlakatga bostirib kirgan hijriy 761-yili (1360-y.) endi 24 yoshga kirgan norg‘il yigit edi.
Temurbek o‘sha paytda 100 nafar sara yigiti bilan Kesh atrofida Xo‘ja ilg‘or gishlog‘ida lashkar bilan
o‘tirgan edi. 1360-yillarda Chigatoy ulusi, aniqrog‘i, uning g‘arbiy qismi feodal tarqoqglik va
parokandalikka yuz tutdi. Ulus o‘ta yaqgin mustaqil beklikka bo‘linib ketdi. Kesh (Shahrisabz) viloyatida

- - - - - - - - |
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Hoji barlos, Xo‘jandda Boyazid jaloyir, Saripul va Toshkandda Xizr YAsovuriy, Balx va Hirotda amir
Husayn, Shibirg‘onda Muhammadxo‘ja Ansrdi Nayman, Ko‘histonda amir Sotilmish, Xuttalonda
Kayxisrav, Arxat saroyda O‘ltoy Ansrdi o‘zlarini Hokimi mutlag deb e’lon gildilar. Bekliklar o‘rtasida
o‘zaro kurash va urush-talashlar boshlandi. Buning ogibatida el-ulus huzur-halovatidan ayrildi. Bu ham
yetmagandek, Mo‘g‘uliston xonlari Tug‘luq Temurxon va Ilyosxo‘jaxon katta qo‘shin bilan
Movarounnahrga bostirib kirdilar. Movarounnahr yana gaytadan mo‘g‘ullar istibdodiga tushib golish
xavfi ostida qoldi. Yuqorida nomlari zikr etilgan beklarning ba’zilari mo‘g‘ullar tomoniga o‘tdilar,
ba’zilari esa oz yurtlarini dushmanga tashlab, gochib ketdilar. Bu kurashga jonini tikib Temurbek bosh
bo‘ldi. U o‘z xalgini mo‘g‘ullar zulmidan ozod qildi, el-yurtni o‘z bayrog‘i ostiga birlashtirib,
Movarounnahr xalgiga omonlik bag‘ishladi. Bu bilan u bu o‘lkada ziroatchilik, hunarmandchilik va
savdo-sotigning rivojiga zamin yaratdi. Temurbek markazlashgan qudratli feodal davlatiga asos soldi. Bu
Amir Temurning Movarounnahr va Turkiston xalglari oldida gilgan eng birinchi tarixiy xizmatidir. Lekin
bu xizmatlarni ado etish ham ul zotdan mustahkam iroda, kuch va matonatni talab etdi.

Asarda tasvirlanishicha, shunday katta davlatni bunyod etish yo‘lida Sohibgiron ganchadan-
gancha o‘zining eng yaqin kishilarini: do‘stlarini, umr yo‘ldoshini, farzandlarini yo‘qotdi. Sohibgiron bu
yo‘gotishlarga o‘zining mustahkam irodasi, kuchli ishonchi bilan chidab, yengib o‘tdi. Temurbekning
umr yo‘ldoshi O‘ljoy Turkon og‘aning vafoti badiiy adabiyotlarda o‘ta ta’sirchan qilib tasvirlangan. Bu
asarlarning birida uning akasi Amir Husayn o‘z singlisini uyiga mehmonga chagqirib, uni Temurbekka
garshi go‘ymoqchi bo‘ladi. Lekin malikada Amr Temurga sadogati tufayli akasiga garshi chigadi. Bu
sirni ochilishidan go‘rggan Amir Xusayn singlisini uyiga jo‘natayotganda unga tulpor tortiq etgan bo‘lib,
uni hurkak tulporga mindiradi. Uning xizmatkori yo‘lda sezdirmay otning egaridagi tasmani kesib
qo‘yadi. Yo‘lda qattiq hurkkan ot malikani olib qochib, yerga yiqitib ketadi. U o‘limi oldidan o‘g‘li
Jahongirga “tog‘angdan ehtiyot bo‘linglar”, degan so‘zni aytib ulguradi.

Ikkinchi bir asar Abdulla Oripovning “Sohibqgiron” dramasida esa Amir Xusaynni qo‘lga tushirib
Amir Temur oldiga olib keladilar. Uning yonidan esa: “Bu — Temur uchun” deb yozilgan zaharlangan
nayza chigadi. Bu nayzani malika Sohibgirondan so‘rab oladi. U o‘z xonasiga borib, shu nayza bilan
o‘zini o‘zi o‘ldiradi. Sohibgiron o‘z malikasining o‘limiga juda qattiq gayg‘uradi. Ikkala asardagi
tasvirlarda ham Amir Temurning buyuk qalb egasi ekanligi yorgin tasvirlanadi. Amir Temurning o‘z
rafigalariga, kelinlariga, gizlariga, umuman ayol zotiga nisbatan ehtiromi, hurmati cheksiz bo‘lgan.
Aynigsa, Amir Temur va Saroymulkxonim orasidagi munosabatlar Amir Temur hagidagi barcha
kitoblarda juda chiroyli o‘xshatishlar va talginlar bilan tasvirlangan.

Bo‘riboy Ahmedovning “Amir Temur” romanining “Jahongirlik gismati”” deb nomlangan qismida
shunday manbalar bor: “1392-yil 20 dekabrida og‘alar va shahzodalar karvoni Haylot otliq bir joyga kelib
go‘ndilar. Hazrat sohibgiron mehribonlik yuzasidan ularni shu erga kelib kutib oldilar va ularning
boshidan nisor sochdilar... Shu yerda Saroymulk xonim eriga Qarshida, Karvonsaroy bilan bozor
oralig‘ida bir joyni yoqtirib golganligini va o‘sha erga oliy masjid bino gildirishga garor berganini
aytganda hazrat Sohibgironning chehrasida quvonch va g urur alomatlari yondi, xotiniga minnatdorchilik
bildirib, beixtiyor go‘lini uning elkasiga tashladi.

— Ko‘p ulug® ish bo‘libdur, begim. Insondin imorat, yo bog* yoki farzand qoladur. Shundaylar
ham borki, xalgdin oladur. Olg‘onda ham mo‘may qilib oladur, lokin o‘zlaridin hech narsa goldirmaydur,
alar. Bundaylar samarasiz daraxt yong‘likdur. Siz bilan biz ersak, begim, qobil farzandlar ham, bog‘-
rog‘lar ham, baland imoratlar ham o‘zimizdan yodgor goldirib turibmiz. Mana, biz shu Eroni zaminda
ham, Shasman degan yerda bir oliy gasr qurish ishini boshlatib yubordik. Inshoolloh, yaqin orada bitib
golg‘ay.mSaroymulk xonim gilgan ishidan eri mamnun bo‘lganligini ko‘rib ich-ichidan suyundi...” [3,
362].

Abdulla Oripovning “Sohibqiron” dramasida esa Temurbekning Saroymulk xonimga bo‘lgan
muhabbati hagida mana bunday tashbehlar keltirilgan:

... Saltanatni oltin uzuk desam men agar
Uning oliy bezagi - Siz,

Yoqut ko‘zi - Siz.

Eslaysizmi, ne deb yozmish eronlik Hofiz:

— Agar ko‘nglimni shod etsa o‘sha Sherozi Jononi
-
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Qaro xoliga baxsh etgum Samargandu Buxoroni.
Shoir bilmas, allagachon bu ikki shahar
Hadya bo‘lgan Bibixonning garo xoliga, [8, 414] ...

Bibixonimning donoligi, sadogat butun temuriylar orasida e’tirof etilgan edi. U o‘zidan keyingi
barcha malikalarga, farzandlariga, nabiralariga namuna sifatida tarixda tilga olinadi. P.Qodirovning “Ona
lochin vidosi” tarixiy romanida Gavharshod begim obrazi badiiy gavdalantirilgan. Unda Shohruh Mirzo
Gavharshod begimga aytgan shunday gaplari bor: “Qur’onning “Shuaro” surasida ikkita oyati karima bor.
Shu oyatlarda Ibrohim alayhissalom Ollohga iltijo qiladilar: “Ey parvardigorim, menga ilm-u hikmat
bergin. Kelgusi avlodlarga hagigatni so‘zlab berishga meni loyiq gilgin!” Biz ana shu oyatga amal qilsak
bo‘lmaydimi? Xo‘sh, davlat ishi-yu, urush-yurishlar meni juda band qilib go‘ymogda. Ammo siz ko‘p
kitob o‘qiysiz. Ulug‘bekni tarbiyalagan ma’rifatli onasiz. Nevaralarni mana shu Bog‘i Safedga olib kelib,
ularning diliga hagigatni singdirsangiz bo‘lmaydimi? Yazdiy “Zafarnoma”si, Shomiy kitobi, Sohibqiron
otamizning Xotiralari, kutubxonamizdagi boshga nodir bitiklar barchasi sizning ixtiyoringizda bo‘Isin.
Sizu biz ko‘rgan bilgan juda ko‘p vogealar ham nevaralarimiz uchun katta bir maktab bo‘lsin” [9, 22].

Sohibgiron Amir Temur fagat ayollarini emas, balki farzandlari va nabiralarini ham jon-dilidan
sevguvchi ota bo‘lgan. U zotning bu fazilati ham yuqorida zikr etilgan badiiy adabiyotlarda oz aksini
topgan. Jang-u jadallarda farzandlari: avval Jahongir Mirzoni keyin Umarshayx Mirzolarni yo‘qotgan
Sohibgiron o°zini-o‘zi ayblab shunday deydi: “Bu qanaqa odam bo‘ldim, o‘zi? Nega odamlarga o‘xshab
bolalarimni himoya gilolmadim?! Jahongirim ham shu urush tufayli o‘lib ketdi. Mana endi Umarshayx!
Eh, Umarshayx, Umarshayx! Mironshoh gayerda ekan? Shohruh-chi? Ular omonmu erkanlar?”. Endi u
shu tirik golgan ikki farzandini o‘ylab goldi. Yana bir oz yig‘lab oldi. “Bo‘lar ish bo‘ldi. Jahongir bilan
Umarshayx ming bor o‘zimni urib dod-faryod solganim birlan gaytib kelarmidi? Amir Temur o‘ziga-o‘zi
tasalli berdi, o‘zini go‘lga olishga harakat qildi [3, 400]. Asardagi bu kabi tasvirlar kitobxonni hayajonga
solmay iloji yo‘g. Kitobxon o‘z gahramoni bilan bunday onlarda birga bo‘ladi. Uning galb ko‘zgusini
yanada yagindan ko‘ra oladi. Demak, Amir Temur ahli ayoliga, farzandlariga shu darajada mehribon,
g‘amxo‘r, jonkuyar inson bo‘lgan ekan. Kitobxon bu xislatlardan o‘ziga andoza oladi. Shu gahramonidek
bo‘lishga harakat giladi. Amir Temur va temuriylarniyu bunyodkorlik ishlari hagida tarix kitoblarida
bitilgani ma’lum. Amir Temur mamlakat obodonchiligiga, ilm-fan va madaniyat taragkqiyotiga ulkan
hissa go‘shdi. Bu davrlarda Samargandda juda ko‘p binolar, masjid va madrasalar qurdirdi. lIm-fan va
madaniyat taraqgiy etdi. Amir Temur davrida xalg amaliy san’ati; badiiy o‘ymakorlik, zargarlik,
zardo‘ziylik, sahhoflik, uy-ro‘zg‘or buyumlarini yasash san’at darajasiga ko‘tarildi. Bularning barchasi
zaminida yurt tinchligi, xalq farovonligi yotganligi aniqdir. Demak, biz tarix silsilasida asrlar bo‘yi
yotgan bu vogea-hodisalarni mushohada gilar ekanmiz, Amir Temurning mehr-ogibati, bilim va
tafakkuri, davlatni boshqgarishdagi salohiyatini alohida e’tirof etish kerak bo‘ladi.

O‘zbekiston Respublikasining birinchi Prezidenti I.Karimov “Tarixiy Xotirasiz kelajak yo‘q”
asarida shunday fikrlarni bildiradilar: ““Yagin-yagingacha davlat boshgaruvi san’ati hagida so‘z ketsa,
ko‘pchilik gapni yo markschi-leninchilarning davlat hagidagi soxta nazariyasi, yo bo‘lmasa XVI asrda
yashagan Makiavelli garashlaridan boshlardi. Qo‘yib bersangiz, bu eski odatni bugun ham davom
ettirishadi. Davlat, saltanat, jamiyat boshqgaruviga oid mumtoz asar — “Temur tuzuklari’ni yozgan kim?
Umuman, kishilik tarixida ana shunday yo‘nalishda asar bitib goldirgan boshga hukmdor bormi o°zi?” [1,
22]. Ko‘rinadiki, Amir Temurning bunyodkorlik ishlari, davlat boshgaruvidagi tadbirkorligi, oiladagi
farzandlar tarbiyasiga nisbatan mas’uliyatliligi — bularning barchasi hozirgi kunimizda yosh avlodni
tarbiyalash yo‘lida dastur bo‘lib xizmat gilishi mumkindir. Tarix sahnasida salkam besh asr davomida
dunyoning e’tiboriga sazovor bo‘lib yashagan Temuriylar sulolasi barcha avlodlar uchun gimmatli
bo‘lgan hayotiy saboglarga va o‘Imas an’analarga juda boydir.

Amir Temur kichik o‘g‘li Shohruh mirzoning tarbiyasini eng ogila katta xotini Bibixonimga
topshirdi. Saroy Mulk xonim Shohruh Mirzo va Ulugbeklarni vatanparvarlik ruhida tarbiyaladi.
Vatanparvarlik esa Amir Temur mo‘g‘ul istilochilariga garshi o‘n yillar davomida Turkiston mustagilligi
uchun olib borgan gahramona kurashlarining ichki mohiyatini tashkil etadi. Vatan mustaqilligi va
farovonligini Amir Temur vafotidan keyingi qirg to‘rt yil davomida eng yaxshi ta’min etgan siymolar
Shohruh Mirzo va Mirzo Ulug‘bek bo‘ldilar. Bu keyingi sulola hagida, uning tarix oldidagi xizmatlari
hagida Pirimqul Qodirov “Ona lochin vidosi”” nomli tarixiy asarida realistik uslubda yoritib bergan. Unda
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Shohruh Mirzo va Gavharshodbegim o‘z o‘gillarini bunyodkorlik ruhida tarbiyalagan, ularning har
biriga yaxshi ko‘rgan ilmiy-ijodiy ishini qilish uchun imkon yaratgan ma’rifatni ota-ona qilib
tasvirlangan. Ulug‘bek Mirzo Samargandda madrasa va rasadxona qurib, olimligini gildi. Uning inisi
Ibrohim Mirzo Sherozda buyuk shoir Sharfiddin Ali Yazdiyga homiylik qilib, Cohibgiron bobosi hagida
“Zafarnoma” kitobining yaratilishiga sababchi bo‘ldi. Uchinchi o‘g‘il Boysunqur Mirzo Hirotda bosh
vazir. U otasi nhomidan barcha rassomlarga bosh bo‘lib, Bog‘i Safedda qurilgan ulkan gasrning ichiga
ajoyib suratlar chizdirdi. Hirotda Shohruh Mirzo nomiga bir madrasa, Gavharshod begim nomiga yana bir
madrasa qurildi. Asarda yana Shohruh Mirzo va Gavharshod begimlarning bir yogadan bosh chigarib,
hokimiyat jilovlarini mahkam tutganliklari, o‘g‘illarini insof va adolat ruhida tarbiyalaganliklari uchun
to‘rt o‘gildan birortasi garshi bosh ko‘tarmaganliklari tasvirlanadi [9, 20].

Asardagi eng ta’sirchan obraz Gavharshod begimdir. Yozuvchi Gavharshod begimni ona lochinga
o‘xshatadi. Hagigatdan ham Gavharshod begim umrining oxirigacha o‘z farzandlari va nabiralari
taqdiriga kuyib-yonib yashadi, saltanatda ro‘y bergan nizolarni bartaraf etishda jonbozlik ko‘rsatdi. Zolim
amiru beklar tazigiga tushib golgan nabirasi Abdulatifni bir necha marotaba to‘gri yo‘lga gaytardi. Ammo
bu ulkan saltanat hech kimga vafo gilmaganidek, Gavharshod begimga ham vafo gilmadi. 80 yoshga etib
golgan momoni Abusaid gatl ettirdi. Butun Xuroson motam tutdi. Yozuvchi oz asarida shu vogealarni
o‘ta ta’sirchan gilib tasvirlagan. Har bir inson bunday gismatdan larzaga keladi. Beixtiyor ko‘zlariga yosh
oladi. Otasi Shohruh Mirzo an’analarini davom ettirib, temuriy podshohlardan Mirzo Ulug‘bek
Samargandda 40 yil hukmronlik qgildi. Bu davrda Samargand gullab-yashnadi. Ilmu ma’rifat ravnaq topdi.
Ulug‘bek bobosi Amir Temur orzu gilganidek ma’rifatparvar hukmdor bo‘ldi. Temuriylar davri ulkan
bunyodkorlik ishlari bilan tarixda o‘chmas iz qoldirdi.

Xulosa. Yangi o‘zbek nasrida Amir Temur obrazi yaratilgan asarlar alohida badiiy tizimni
tashkil etadi. Yugorida tahlil etganimiz — Bo‘riboy Ahmedovning “Amir Temur” tarixiy xronikasi,
O‘zbekiston xalq shoiri Abdulla Oripovning “Sohibqiron” she’riy dramasi, xalq yozuvchisi Pirimqul
Qodirovning “Ona lochin vidosi” nomli tarixiy romanlarida Amir Temurning kuchli davlatchilik siyosati,
boshqaruv tizimi, insoniy fazilatlari tarixiy manbalarga tayanib, badiiy gavdalantirilgan.
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MAXKYXHUIIE JIAP HIMHOXTHU LEDBP BA AHJIEIIAXOU KAMOJIA XYYAHIA

AnHoTauus. /lap Makonam MasKyp ap3vIid KUTOOM sIKE€ a3 MYXaKKUKOHM MabpypHu TOYUK,
IokTopu miaMxom ¢utonora, npodeccop HypoB Hypamin HopoBwa mumion moma mrymaact. UH kuToO
“Jlabnmu MeBaryn” YHBOH JOIUTa, MYXakKUK Aap OapobOapu Taxkuku ambopu Kamonu XyuaHni,
WHYYHUH 00 6axory3opit 6a ocopr KaMOJIIMHOCOH SIK JaBpal MyXUMTAapHHH KaMOJIIHHOCHU TOYHKPO
gambbact kapmaact. Hypanin Hypson nmap xurobu apsummmangu xemr, ku “Jlapnu MeBaryn” HOM
Huxoxaact, 6a Kamonn Xydannit 6a yHBOHHM SK CyXaHBapH MYyMTO3 Ba OpuU(HU XaKIIMHOC, MIOWUpE, KU
cyxaHam JAopoH JyTdy Hazokar meOoman, XaHy3 Aap AaBpaxoW HAXYCTHMHH TaXKHKOTHAIl HUPTHOOT
T'Y3U/1aacT Ba HMpPYy3 UyH 0a WH paBaHIu (aboJMATH § pydyh KapJla Memasa], 0eMyxo00 AuJaH MyMKHH
acT, KM KOPH MaXyXHUIITUH MyaJLTU( Iap MapOUTH MYOCHp J1ap POXHU IIMHOXTH MOXUSTH anrkopu Kamomu
Xyuanai 0a sk Mapxajiav 4a il BOPHUII TapIu1aacT.

Bo:kaxoun kamuan: Kamomm Xy4annit, KaMOJIIMHOCHU TOYHK, HaKAy Oappach, mapxy Tadcup,
UCTEBIOIU MOUPH, PapXaHTIIHHOCH, TapKUOY H(oaaxon XaIKn

AnHoTamus. B 1aHHON cTaThe MOKa3aHO 3HaY€HHWE KHWUTH OJHOTO W3 M3BECTHBIX TaKHKCKUX
uccle[oBaTeNe, TOKTopa GuioIornyeckux Hayk, npogeccopa Hyposa Hypamu HopoBuua. Ota kHuTa
HazbiBaeTca “‘Jlanu MeBaryn”, rae wuccleqoBaTellb, Hapsiay C HUcciegoBaHueM cTuxoB Kamoma
XymKaHIu, OLICHUBAs MPOW3BEICHUs Mep(EKIMOHUCTOB, TAK)KE TMOJIBE] MTOTU BaXKHEWINEro Nepuojia
TaPKUKCKOTO TeppeKIMoHn3Ma. B 3aKkimroueHun CBOeH IeHHOM KHuTe moj Ha3BaHueM “‘Jlamm MeBarym”
Hypamu Hyp3on B or3biBancs o Kamane XymkaHaum Kak O BBIAIOMIEMCS OpaTope W 3HATOKE HCTHUHEL,
M03Te, pedb KOTOPOTO 00JIa/TaeT U3SIIECTBOM U JaKe B TIEPBBIE MEPHOABI €r0 HCCIeIOBAHMA, H CETOIHS
paccMaTpuBas MPOLECC €ro JSSTENbHOCTH, OTYETIMBO BHIHO, YTO HCCIEIOBaTENbCKasl AEATENLHOCTD
aBTOpa Ha IYTHU K IMO3HAHUIO CYITHOCTH IIO33UHN Kamona XYJI)KaH)II/I B COBPEMCHHBIX YCJIOBUX BBIIIJIA Ha
HOBBII YPOBEHB.

KuaroueBble ciaoBa: Kamon Xymkanau, TaOKUKCKAN Tep(eKINOHN3M, aHaIH3, KOMMEHTapui,
HUHTEPIIpETalHs, TOATUIECKUH TaNaHT, KyJbTYPOJIOTHS, KOMIIO3UIIMS 1 HAPOIHBIE BHIPAXKECHHUS.

Abstract. This article shows the significance of the book of one of the famous Tajik researchers,
Doctor of Philology, Professor Nurov Nurali Norovich. This book is called “La’li Mevagul”, and the
researcher, along with the study of the poems of Kamal Khujandi, also summed up the most important
period of Tajik perfectionism, evaluating the works of perfectionists. Conclusion, Nurali Nurzod in his
valuable book entitled “La’li Mevagul” spoke of Kamal Khujandi as an outstanding orator and
connoisseur of truth, a poet whose speech has grace and even in the early periods of his research, and
today considering the process of his activity, it is clearly seen that the author's research activity on the
way to understanding the essence of Kamal Khujandi's poetry in modern conditions has entered a new
stage.

Keywords: Kamal Khujandi, Tajik perfectionism, analysis, commentary, interpretation, poetic
talent, cultural studies, composition and folk expressions.

Mykaxauma. Taliu yaHm con act, KM SK caMTH (DabOIUSATH MypcaMapy WIMHU JIOHUIIMAaHIN
Maspyhu TOYHMK, MOKTOpH HIMXOHW Quironord, mnpodeccop Hypamin Hypzompo maxyxumm anmrpopu
Kamonu Xyuanai Ba Hakqy Gappacuyl 0COpH KaMOJIIMHOCOH TalIKWII MeAnxad. To nH Mapxajia KOpXOoH
anqomaonan npocdeccop Hypamia Hypsom moup 0a ambopu bemuwnu [lexyasii ypo 0a cudaru sk
MYXaKKHUKU COXUOHOMH OeMMIMaXyXa Map AOXIITY XOPUYY MamiiakaT Myappudi HaMynaaHa Ba KHTOOY
puconaxon ap3ummMaHan y “Maspudatn mebpu begmn”, “@ypyru durparn mawnii®, “IlodTnkan

amrpopu Mupso AOxynkoaupu bemun”, “A3 Pynmakin To beann” 60 gycropxou To3a Ba ¢aporup 0Oa
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YOWTroXy MakoMH ¥ Jlap WH apca uiopaTt MekyHaHa. bappacun macownmu mebpu Kamonu Xyd4aHni, Ku oH
xaM 00 ap3é0uM XUAMATXOU ap3aHlad KaMOJIIMHOCOH 0a BayxXW axcaHT cypar mnasupydraact,
TUITOXXOU MYXaKKHKPO BychaT Oaxmuma, 60 XaMUH poX 4aHOaxou (paboNusATH § ITypJOMaHABY KOMMUJI
rapaunaact. Kuroou “Jlabnmu Mesaryn” (Hypanin Hypson “Jlabnmu Mesaryn” (Taxkuk map miebpu
Kamonu Xy4anai Ba Hakay Oappacvd OCOpPH KaMOJIIUHOCOH). — XyuaHm: Xypocos, 2023. —316 c.)
MaxCyJau 3axMaTxo naxkyxumuu npodeccop Hypamin Hypzon 0a mymop MepaBaa, K YyCTy4yXoH
YaHJIMHCOJAW MYXaKKUKpo noup Oa Taxkuku mebpu Kamomm Xydanmin map Oap merupazn. Hypania
Hyp3on, xu gap oro3 60 XUA0ST Ba pOXHAMOUXOHM YCTOAM LoApaBoH AOaynManHoHu Hacpuanauu 6a
MaloHN aTa0UETITMHOCHN TOYWMK  BOPWA Trapaua, 00 aHYOMH UYyHWH TaXKAKOTXOHM ap3HIIMaH[l
nOTUKOpOT Ba OapHOMaxoW cyaMaHgu ycrox AOayiMaHHOHM Hacpuamunpo MaumyaH aap yojau
aIabMETIMHOCH Ba XycycaH TaxXKuKH mebpn Kamomm Xy4yannain amanit Hamyaa ucrogaact. Jlap kurobu
“Jlabmu  MeBaryn” wmyamnmud ©Oa Macbanaxoe 4YyH BaTaH Ba BaTaHAOPH, Ma3sMyHCO3@l Ba
MabHUO(DapHHUXOH UIOMpOHAa 00 WCTU(OJA a3 HOMXOU TyNy THEX, MATHIOIMHOCH Ba MachallaxOH
Mabpudaru agabuér, nctukOoau 6ab3e MIOMPOHM OabAl a3 LIebPY aHAeIaW LIOUp, Oappacuu alrbOPH
Kamonun XydqaHnai a3 yang Ta3kupan agadit, ”HIYHWH TaXKHUK Jap OCOPH KaMOJMKYXOH TaBaAIIyX, 30XHpP
HaMyZJaacT Ba YyH Jap COJIXOM T'YHOTYH HaBHIITaXOHM y pyH KOp OMagaaHl, 4apa€HU aloKaMaHAWU
myaund 0a ambopu Kamonn Xydanai maap Mykaiaaumad kutoO uyHuH Tadeup €draact: “XamuyH
myxappupu “HeBon”-u Kamomn Xy4annain map taxusa Ba tacxexu A0Oay4adbopu Cypym Ba “@apxaHru
amrpopu Kamonm Xyvauai”-u § 6aposiM UIMKOHHAT apoxam oMaJl, Ki 0a mebpy aHeman il CyxXaHBape,
Ku JyThu WIOX#A ypo €p act, Oemrapy memrap yHCY OmHOA napébam. XamuH HITH(OTXO, KH a3
0apakoTH pyXyd MyHaBBapu LIOUPH Max0yOaMOH HacuOaM rapluj, TaXpUKe Nap HABUINTAHH CHICHIIAU
MakoJIaxoe IIyaani, K| JaBoMu Oemrap a3 Ouct conm oxup O6a xamam omamaann (16). TaBpe amakait
MabIyM Tapaui, Myauing a3z Mapxuwian 0o anrsopu awinucanan Kamonn Xydanait poOHTan MyXKam
nmaiiio KapaaHamr cyxaH 6a MUEH MeoBapajl, KH MH XaM TaiBaH]l MeXypaJ 0a XaMKOpUXO0H y 00 mounp Ba
¢dapxanrauropu Mabpyd A0Oay4qadb6opu Cypyur. MaymyaH, 6a Hazap mepacan, ku Hypanii Hyp3on Oa
Kamomn Xyvannit 6a yHBOHU SIK CyXaHBapd MyMTO3 Ba opu(H XaKIIMHOC, MIOUPE, KU CyXaHalll JOPOU
nyTdy Ha3oKaT MeOolIaa, XaHy3 Jap AaBpaxOu HaXyCTHHH TaXKMKOTHAII UPTUOOT Ty3UAaacT Ba UMpPY3
yyH Oa wH paBaHAM (HabONMATH y pydyb Kapjaa MemiaBaja, 0eMyxo00 IumaH MyMKHH acT, KM KOPH
NKYXUIIUA MyaJulng Aap MapoUTH MyOCHp Aap POXH IIMHOXTH MOXHATH aurbopu Kamomn Xywanai 6a
SIK Mapxaliau 9aJii] BOPH rap Ii/1aacT.

Kucmu acocii. [Iuaroxxom Myxakkuk BoOacta ©0Oa MaB3yb Ba MOXHMATH MAaKoJIaxou
TapTupHaMymaam 0Oa ce Oaxm Ba 3epOaxIIxo TakcWM Tapauaa, 6o sk memrydropu Mydaccan Ba
MypIOMaHa, KM ap3HIIN SK TaXKUKOTH MyKaMMajpo Aopai, pyu kop omamnaact. llemrydropu kurobu
Ma3Kyp jJoup 0a HakIIK maxpu Xy4aHa Jap KaMOJIOTH IIAXCUATXO0M OeHAa3UpH axJid UMY a/1a0, XycycaH
Kamonu Xy4anni, HCTUKOONN IOWPOH Ba CyXaHBapoOH a3 MIEbpPY aHIeIIau y, ap3¢0UM paBaHAU HALIPy
Tacxex Ba TaXKWKH anrbopu Kamonm Xy4annai nap JaBpaxou TyHOTYH, 00 MaKcaay TaBceaBy OMY3HII Ba
TaxKUKA MEpOCH monp Tabcuc EpraHu Myaccucan fgapmatuu “Mapkasu niamun Kamonm Xydasmin” Ba
nap uH pocto OyHER rapaunaHu xoHa Ba 0oru Kamonm Xyvyanni, ku xama a3aMaT Ba IIYKyXU CyXaH Ba
cumon Kamonm XydaHAMpO HUIIOH MEAMXAHMA, MabIyMoT (apoxam oBapiaacT. baxmm aBBamm KuTOO
“Cyxanxou HaB OurnrHaBeq a3 Kamoyr” yHBOH JoliTa, a3 Iiani Makojia Ba € 3epOaxin ubopar mMeOoIa.
Makomnan HaxycTHHH Oaxmm Ma3kyp ‘“Hopm Xydann, masiam MeBaryn Ba raBxapu CaiixyH’ HOMTY30pi
IIyza, 1ap UH KUCMAaT MyaJuTud acocaH aap Joupau UCTU(OJaU MH TapKUOXO PYyYybXOU CyXaHBappo Oa
YO0 MaKOHXOW [WITYACITy AWINazupu Xy4aHau OOCTOHH, KH Aap MayMmyb HdomaKkyHaHIan apKoOpH
BaTaHIYCTHA Ba MEXaHMapacTUH LIOWp HU3 6a XucoO oMajaact, HUIIOH jaojaaact. ba Tasbupu aurap 60
HazamomTH OH K Madhxymu Bartan 0a HaWWCTOH, oylaMM KyICH Ba aurap daHOaxou adhkopu updoHi
uptuoOOT nopan, 6a MabHOM 300X, KUIIBAp, AEX, LIaXp, MaMJIakaT Ba 1ap MauyMyb YOU TaBau1y[] O6a Kop
padTaact, Ku Aap Kyl aloOKaMaHIil Ba HPTHOOTH MabHABUBY OOTHHHUH CyXaHBappO Ta4acCyM MEHaMOSII.
Hap GatHu uyHUH aHnemaxou Ho3yku Kamomu Xyuannin 6epyH oBapaaHU YHCYPXOH (apXaHrd XOCH MH
JaBpa, KM CyXaHBap Jap MOBapou MH MabHaBUETH Oy3ypr Kamos 6a kamou pacuua, OabiaaH aap adhkopu
¥ a3Mu maiiBactaH 0a mouwpaxou mypHy(dy3u agabi maijo IIymaacT, 9yCTOPXOM aMHK aHYOM J0JaacT.
Kopb6acTtu Boxaxou kamuauu amrpopu Kamonm XydaHn#i, Ku Mexpy Myxa00aTu 30roX, €1u XOTHPaxou

JepUH, MAaKOHXOHM TWINHCAaH[ Ba Aap MayMyb TUIOACTaruBy aloKaMaHAMK CyXaHBappo HucOaT 0a Epy
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IuEpanl HUIIOH MeIuXaH, Myaumdpo 6a YyHWH HaTH4a pacoHHAaact: “Xova Kamon xamerna nap xap
Ky40 Oyna, 6a énu Xy4aHay aHOpH IIMPUHH OH, 00U pyau CaiixyHy jabiu MeBarys adpToaa, KH MayMyu
WH €nkapaxo Ba ucTudoman ab30pX0r XOCH MyXUTH YyFpouBY TaOnaT, aHOCHPH (dapxaHru Xy4daH gap
nebpy moup 6apodapu 603100 maiiBangy Myxa00aTu Bail 0a 30[roxail, OMHM XOCH BaTaHIyCTHH Ypo
Taqaccym MerapaoHan” (43). Mabpudaru fosxoum BaraHmycroHau ambopu Kamomm Xydwanmin Oa
MYXaKKUK UMKOH (papoxam oBapjaaacT, KM XaTTO Jap 3aMHHaW TabCUPIA3UPHU allbOPH CyXaHBapOHHU
MEMIMH Ta4acCyMHu a(KOpW BaTaHIyCTOHAW IMIOWp, a3 Yymila €W 301roX, shbHE MaKOHU aBBAIMHU 0a
XacTé KaJlaM Ty30lITaHu OHpO Oa Kaij oBapai. A3 yymia, maiBanau mMuéHu Yamomumauau banxit Ba
Kamomnu Xygauai nap acocu 6aiitu 3epuH 9yHHUH Tadcup EpTaact:

“Pymit 0a 3amuHu Pym 3a1 HakO,

A3 xoku Xy4aHp cap 6apoBap.

A3 Hazapu aBBaj, Kamon arap xyapo MasnoHoe memrymopan, ku n1ap Pym HakOe 3azn Ba a3 Xy4ana
OepyH omaln, a3 cym aurap, WH 40 HaBbe 0a 30/r0XM Xell XaM HIIOpaT MEKyHal, KU a3 By4yJIu
xaMemaruy €ny éamMonu BaraHu asuzam nap 4oHy yaxoHHU Bail maém mepaconan” (35). XaMmuH Tapuk,
qyHOHKH Mymnoxuaa myna, Hypamin Hyp3on 60 amreopu Kamonm Xydanmin a3 xap 30BHS, a3 qyMiIa Mapxy
tadcupu Madhxymu BartaH, KM TOOMIIXOM TYHOTYHU MabHOW Jlap TAMOMH JaBPaxOW Tabpuxu Oamap Oa
XyJ kKacO KapjaacTt, rapoHIl Jopaj Ba 0a Ha3ap Mepacall, KM MaKojau aBBaji OaxIy HAXyCTHHH KUTOO
nmap O0apoOapy WH KH SK TaXKHUKOTH MyKaMMall MyXaKKHKOHa MeOoIlaja, MHIYHHH caporno 0a miapxy
tadcupu 1esp Ba TapkuOy udomaxon Kamonu Xydgaumi, ku gap OaTHM MH r'yHa OCOp nakikapau 3e00ou
Baran, ayct nomranu MexaH, BapaKrapoH KapJaHu XOTHPAaxOH PaHTHH Ba Aap FapuOit 6a éau mmpuHHA
OH 3MHJAT# KapJaH Kapop rupudraact, napaoxraact. Makonaun ayromu uH Oaxi “babse a3 magunaxou
cabKu cyxaH, MAaTHIIMHOCH Ba Machanaxon Mabpudatu mebpu Kamomn Xydanain” yHBOH rupudra, nap
OH Tap3y JarodaTu cyxaH, 4ohroxu 3a00Hu MapAyMmi nap mebpu Kamou, TapkuOco3uxo, 3aMUHAry30pi
0a caOKu XMHIA Ba MyXUMTap a3 XaMa MaTHIIMHOCH Ba Mabpudartyu mesp 003ry rapaunaact. n makona
SIKE a3 KaJIOHTapWH KUCMATXOW Oaximiy aBBay Oa urymop mepasai. [lap HaBOatu aBBan Myawiud 0axcy
Oappacuu cabku mebppu Kamomm Xydanaupo 00 oBapaaHy mapx AOJaHU TapKUOy UOIaXou MapIyMUU

bR 1Y

“Hgurax gomTaHd Hadac”, KM ryHaum MapAyMuH OH “‘JaM HazazaH’ Meboman, “gomTrax”, “cap O6a mapy
JIeBOp 3anman’, “mapau cap”’, “capOamaHAVBY XyANUCAHIN , “THPOHU KOpauaa € mupHu Kop”, “a3 mupu
Monap xamon”’, “Oa uwop Tapad maBumaH’, “KMpO KywTacT’, ‘“gamiM 00 JoJaH” MaTpax HaMmy[aaacT.
MyXaKkKuK Jap TaxJImIny TaQCupw MacoWian MasKyp 0a WyHHH XyJlocae pacumaact, ku: “Jlap neBoHH
razaméTn Kamonm Xy4aH/# a3 wH IIyMOp TapKuO Ba BOXKAroHe, KU capuaiiMa iap ¢apxanra MapayMi
nopann, 6enrymopann. H meBanm MyHOCHO 0a kKamnMaBy TapkuOXow Oapumma a3 XOHH T'y(hTOpH Xak,
Jlap HaBOaTH aBBaJ Oa XyHapH HMIOUPHUU CyXaHBap TAbKU Bap3all, a3 CyH JUrap TOYUKHUATH 3a00HH IIEHD
Ba ca0KM MHIIOU ypo 00 OexTapuH Baux miopex act” (52). bo xaMuH pox Myaiud ske a3 XyCyCHITXOH
Jurapu Kopb6acTH BOKArOHM MapayMil nap Tapkubcosuxon Kamonu Xyuwannaid 6a Kaiin osapmaact.y
XOJIaTH Jap SIK MUcpab Ny Ba € ce KaimMmaBy uOopapo 0a Mymoxuaa rupudraact, ku 00 sk (eba
uctudoma mynaann. Macanas, TapOupu “moMan a3 €p HauugaH~ Ba “JOMaHU 'yld MaKCyJ HaungaH nap
Oaiitu “YMp uyH AaBpu ryi a3 6oau xaBo pagty Kamosn, Jloman a3 épy 6a qoMaH ryiu Makcy Hauum' .
Hurap 0axcu myammud gap BychaTh MakoJaW Ma3Kyp Jap 3aMuHau sk aHpeman ycron Caumpn Haducit
noup 0a 3aMuHary3op OyJaHu HaMOSIHIAroOHU Oapyactau caOku Upoki, a3 yymiia Kamonu Xyqanni 0a sik
caOKy Jaaun, K OabaaH 0a YHBOHU caOKW XHHIA MabpybuAT maino kapaaact, Meboman. Jap arpodu
MYJIOXM3aXOU ap3UIIMaHId WH MYXaKKUKUA DpOHA Myautnd sKdaHa XyCyCHSITXOHM Oapyacrau caOKu
xuHIUpo nmap ocopu Kamomm Xydanzai, a3 yymia Kacpatd HCTHU(OIAM CaHBATH HPCOIH Macad,
TACBHPXOH MapaJoKcii Ba € MyTaHOKM3HAMO 0a Kai oBapaacT, XxeJe 4oinud MedoIma.

Macspanan MatHIIMHOCH Ba Mabpudarn mebpun Kamomm XydaHai sSK OaxXImmy AWTapH TyCTOPXOHU
MyXaKKUKOHaW MyaJUTH(pO TaIIKWiI MEeIuXall, KH Jap Makojiam Ma3Kyp Marpax rapaunaact. Myammmd
ap 3aMUHAW HAIIPXOW Talll YaHJ COJMM OXUp OaBydynomama 6a IbTHOOp THpHUBTAHH NIAKIXOW 0a
MabHHBY MaHTUK CO3TOPU allbOPH CYXaHBApPO XaHTOMHU Taxusu MaTHU JeBoHu Kamonu XydaHni a3
OMHJIXOHU 3apypi 0a mymop oBappaact. Jlap OaiiHu HampXoW TaxUsIIyJad WIMA-WHTHKOJUU alllbOpU
Kamonu Xywannin my nHamp, a3 yymna Hampu Paxpunaun Hacpupnunos, baxpomu Paxmaron Ba
Oxmi6o#t OKWIOB MaBpHIIN MHCAHIN MYyXakKKWK Kapop rupudrtaact. Uyn map 6ab3aH HAmIPXO XaMUH

Me’bépI/I CO3ropru MIAKJIXOU alll'bOPU CyXaHBaAp 0a MAabHHBY MAHTUK, SABHC I/IpTI/I6OTI/I 6aI>iHHX3.M,Z[HFapPIH
1
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KalmMaBy MOOpaxou Moxwiuu 0anTxo 0a mHOOAT rHpu(Ta HAIIyAaacT, TyHau Oaiitxo Tarup €dra, Oa
Ma3MyHH OaliTXo Tabcup pacoHumaana. MacanaH, nap Muconu OalWTH 3epuH HaBuiuTaact: “TabOupu
“map mo adkanmanu cap” xene Mabpyd Ba oH nap sk 6aiitu Kamomm Xy4anai vcrtndoma nrypaacr:

Iap 3yn¢ G6apadiioni, nap no GukyHi capxo,

Uyn mab 6a xaauc opit, 6apboa quxit YOHXO.

Hap Hampxou andomzaonau AOmyda0cbopu Cypym, npodeccop Paxpummua HacpumauHos,
Baxpomu Paxmaron Ba Oxmnboit OxwioB 0a xaMuH makin 0a MaTiad Ha3AWK Ma3upyQTa IIymaaacT.
AmMo nmap O6apxe a3 Hycax Ba HAalIPXOH JCBOHHM IoWp, a3 yymia aap Hycxau Octonu Kyncu Pazasin Ba
Hammpu aeBonu Kamomm Xydanmi, ku ycron baapummma Makcynzona 00 Taks 6ap oH TacXeX HaMmyIaaH,
spHe MOOpan MaBpUIM Ha3ap TyHau “map mo (ukaHi Ouiaxo”’-po rupudraact. ba angeman Mo maxin
aBBaJI, a3 Ha3apy MAHTHK Ba TapXH COXTMOHHU MOOpa Ha3awk 0a matmad act” (71). SwHe, a3 Mynoxu3an
Ma3Kyp Oap Meosn, ku Aap 3amoHu Mctukonon Gapon Taxusu Hampu neBoHu Kamonu Xywanai arap
0ab3aH OMWIXOW Faiipuycynupo 0a MHOOAT HATUpeM, YOIXOe€ XacTaHi, Ku 00 uctudomam ycyixou
paBUIIMAaHAM WIMHA Pyd KOp oOMajgaaHA. XaMuUH TapuK, MakoJlah MasKyp a3 4YyHHH ad3aauarxou
MXYXUAMNN Myantug Oapxypmop Oyma, a3 gowpad MypBYChaTH TMaXyXaHTArdM y mapak Meaumxa.
Makonau cetomu Oaxmu aBBal, ku “Kamonu Xydanni Ba MyCHKA” HOMTY30p#l LIyzaact, 0a TaxJIWIH
XYHapUH SIK MaB3yu nurapu imebpu Kamonu Xydyannil HuUrapoHHja mygaact. Myamwmd aap oro3u
Oappacuu MacowiIM Ma3Kyp TabKWJ JOIITAACT, KU: “MIMHOXTHU Miebpu Kamoun a3 Hazapu poOuTtam MycHKA
Ba IEHP, TABCHUPU MYCHUKHA 0a TaxaBBYJIM MabHOMBY COXTOpPH LIEHP Ba, Oapakc, TaacCypH MYCHKH a3
aHOCHD Ba apKOHU WICHPH, HAKIIN MYCUKHA Jlap Mabpudard MabHOU IIEHP, BA3bH MYCHUKHA Jap 3aMOHHU
IIOUP HU3 XEJIe HyKOTepo Oapou Mo omkop MerapaoHan” (82). Pagudxou ya3z300, Takpopu Kaiumaxo Ba

13 2

Ko(HAx0 Ba MHYYHWH Hy(y3 JOIMITAaHU HCTHIOXOTH MYCHKH, a3 KaOwmm “yn’, “ganr”, “poct”’, “co3”,
“HaB0”, “Hail”, “HaBOXaH”, “MyFaHH@’, “HarMacapoéH”, “myTpusd”, “py000”, “caHbarTanabon”, “OoHr”,
“HarMa’” Ba Falipa a3 PYKHXOM aCOCHU MAXKYXUIIOTH MYXaKKUK JOHHCTA IIyNaacT, KU 06a OXaHTy HaBo,
ab30pxon MYCHK# TaBauuyyx aomTaHnn Kamonmu XydaHnin uimopar meHamosin. Bopua mynanu matHu
Fa3aIxoW cyxaHBap 0a MYCHKHMH CyHHaTWu xanku Toyuk “‘lllammaxoM” Ba TO WMH maBpa a3 4OHHOM
XYHaMaHJIOHH HOTakpop, 0a moHaHmu bBoiimaxman Hwuésos, Yypabek Mypomos, Yypadbek Halues,
Oyprar Canmzona, Xypmen Mopoxumos, Xyceitnooi FOcynoB cypyna mryaan, 6a YHBOHH K Taguaan
MyXUMU MYCHUKOWH IIEHhpU IIOWp mNasupydra urymaaact. “Bapake a3 madrapu rynBoxaxow [EBOHU
Kamomn Xywanmain” yHBOHM MakojaW 4axOpyMH OaxIy aBBajld KUTOO MmeOomiaza, KM Myamwtud map oH
YOWTrOXM Tylly THEX Ba JWrap YHCYpXOH oyJiaMu HaboTupo nap cyBapu xaénm Kamonm XydaHA#i HHUIIOH
momaact. Boxkam “rym” Ba TapkuOy udomaxonm 00 OH coxTamryaa, “joja”, “OyHadma” Ba aurap
Bacuiaxoepo, ku Kamonu Xyyauni a3 tabuar 6apou 6aéHu MaToauOu OLIMKOHABY Ma3MyHXOH opHdoHa
0a xop rupudTaact, sKke a3 MachbalaxOod MyXUMH TaXKUKOTHH Myaumud aap 4omaud 003ry KapJaHu
XYHapH CyXaHBap Jap MabHUCO3W Ba TAaCBUPXOM HOTAKPOpH alrpopu y MeOoman. ba Hazap mepacan,ku
Myautid a3 Xxap 4uxar, XaM a3 JIMX03M MYCHKOM, ca0KM CyXaH, alokamaHai 00 Tabuaru rupay atpod Ba
xaMm MabHUO(ap#, KopbacTn caHbarxow Oajed qoiroxu cyxauBapun Kamomm XydaHmupo Mykappap
HaMy/ia, 1ap UH apca YyCTOPXOH My poMaHa Ba TaxJIly 0appacuxou XxaMaqyoHHOapo aHYyoM J0aacT.

Kucmu myxoxamasii: bosin xaiin xapn, xu Hypamin Hyp3on map Taxusu maumyam “Candapru
raszan’-u Kamoynm XydaHJ#ii 3XTUMOM JIOIITAacT Ba MakKoJiau MaHYyMu Oaxmu Maskyp “CyxaHXou HaB
oumHaaBen a3 Kamon” 6a yHBOHM memrydTopw WH MadMmya map KATOOW MaBpuUAM Ha3ap 4o moaa
myzaaact. Uxnocy uponatu Kamonu Xywanan HucOar O6a memuHuéH, a3 yymia AOynkocum Dupnasci,
Atropu Humonypii, Yanonunnuuau banxi, Capnun Illepos3it nap KucMaTth aBBajd MakoJia Tadaccym
€bra, nap oH OablaH ce FaszanM IIOWp IapXy Tadcup maiao kapaaadia. SIpHe, arap nap HaBUINTaXOHU
aurap Myawtad 3WMHU TaxKHWK Oa Imapxu WH ¢ OH OalTH alrbOpW CyXaHBap MapAoxTa Oomai, Jap WH
KrcMaT 0a TaBpu KOMIUT 02 MAbHUTY30PHHU FAa3aJIX0 MAIIIFYJI [ITy/1aacT.

Jlap Makoman mrantym Ba oxupu Oaxmm aBBall, ki “boj rynbdes mrymy 6ap capu Tyl jKojia dakum’
HOMTI'Y30pHl HIyJIaacT, sK Fazaiu Oa KaBnu Xyau myawnd “O6axopraBua’-u Ulaiix Kamonn Xywanni
mapXy MabHUTY30pH Tap[uIaacT, KM YHBOHM Makojapo § a3 MHCpau aBBalll Fa3aid Maxkyp Oap
rupudTaact. Ak xycycusaru mapxu razanxon Kamomm Xy4anan a3 yoHnOM Myaiuind OH acT, KU § Xele
Mydaccan 060 wuctudoma a3z TyHaXOM TUTApU alTbOPH IIOWP, WHIYHHUH TAaXKUKOTXOW aHYOMIOAAU

MYXaKKHUKOH, TYHAaHOKHH OalTXOW IIapXIIaBaHAa Jap IEBOHXOW TaxXUSIIyAaW YOI, MIApXU TapKHOY
1
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no1ax0, HAIIOH JOJIaHU XyHApU CyXaHBapUU IIOHP, TAbCUPIIA3UPHA a3 CyXaHBAPOHH JUTapH XaMacparll
Ba MOHaHJM MHXO aurbopu Kamonm XydaHaupo mapx MeHamosii. A3 MH YMXarT, MapXH Fa3add MasKyp
xene mydaccal Ba TyJIoH# myna, To 14 caxudapo map 6ap rupudraact.

Baxum gyromm xuto6 “Kamon Ba axyim cyxan” yHBOHTY30pH IIyJa, MH KUCMAaT XaM a3 MIaml
Makoura € 3epOaxmr Tapku6 édraact. lap makoman aBpas 60 Ha3zapJOMTH OO3TYHUH 3aMHHAXOH UCTUKOOIN
Kamonu Xywannmin a3 Yanonuanuau banxit yaBoau Makoiapo “Kamonn Xydanmai Ba Masnonou bamxit”
WHTHX00 Hamy[a, nap Iy Makoiau murap, ku “Mcmarun byxopo#t Ba Kamomm Xywannin” Ba “HakuOxon
Tyrpan Ba Kamonu Xy4yauain” HOMIy30p#i IIyJaacT, UpOAaTy UXJIOCH HH HIOMPOHU Mabpy(dpo Oa armrsopu
Kamomn Xyuanmain wmymaxxycaH OaéH kapmaacT. MyxXakKWK 3WMHH TaB3€X{H OMIIIXOHM TTalBaHIH
angemaBy agkop Ba ambopu Kamomn Xywannin 6o Masnonom banxii 0a Xynocae pacupaaacT, KH:
“ApoaTH KOMWJIM WH IMaxcuatu coxuOHoM (Mam3yp Kamonm Xywanmin — A.P.) O6a mraxcust Ba
tadakkypu opudoHan MasnaBii MydnOM Ha TaHXO 3yXypH NalKopxou amaOuu To3ae Aap KajlaMpaBH
mebpu popeit nap cyBapu cexpu MyomHu Kamon, Oanku Takmuian uH adkopu OanaH/nos rapauia, as
tapuku nesoHu Llaiix Kamon 6a maBomu poxu anaduéru ¢popcun KaaamMpaBXxou MyXTalIupu 4yFpoduéu
TapBu4yu oH mHTHIIOP &bTaact” (175). XaMmMuH Tapwk, Jap paBaHIN TaXKUKH MACOWIH YMIAu IIEHPH
Kamonu Xyuanni oun 6a uptudot Ba aunbactaruu o 60 Masnonou banxit myamug a3 xap 30Busl, YU
ucrudonan 3a00H Ba (GapxaHrm MapAyMd Ba 4YM NaWBaHIXOW PYXUBY DPAaBOHHA, MabHUCO3UXOBY
OappomrTxo a3 Oaxpu OekapoHan TadakKypH HOMaWgoKaHOpH MaBioHO OapaomTXOM YONHO Ba
MYXaKKUKOHA aHYOM JI0/IaacT. XaMHH XYCYCHSTH YysSHAArd Ba 3aXMaTKapHUHUU Myantud aap Mykoucau
amrbopu Mematu Byxopoit Ba Kamonm Xy4annit Hu3 nuaa MemmaBajl. XapyaH] MyXaKKUKA YaBOHU IIEbPU
Kamomu Xyuauain baxpomu Paxmarzon gap maspunu mebpu Mcmatu Byxopon Ba anokamanauu y 0a
amreopu Kamomm Xygaunin Mynoxuzaxon nazupypranit 6a€H gomraact, MyXakKiK Jlap MaKoJial Xeml a3
ta3muaxou Micmatu Byxopoii Ba MOHaHIWXOW Ba3HWBY MabHOMHU Fa3alix0, TaQOBYTXOU OalTX0M OaiiHu
Fa3axo, Ko(hUsACco3MX0 Ba MOHAH/IM MHXO CyXaH 0a MUEH oBapjaact, ku rapoumnxou Mcmatu bByxopoupo
0a amrpopu Kamonu Xy4vanzi 6a TaBpu pyiiaH HUIOH J0JaaH]I.

Xamuynur pap muconn ‘‘Kacumam Oysypron”’-u Haxmbxon Tyrpan myamnmud aumy Hazapu
Haxubxon Tyrpanpo oun 6a Kamomm Xyuannin mapxy Tadcup MeHamos[, aMMO gap 0axory3opuu
cyxaHBap nap Kacumau €amryna Oemrap 4aHOaW 3aBKA AOMITaHW OHPO TabKHJ MeAopax. 3epo Iap WH
Kacuna myjioxuzan Hakubxon Tyrpan nap 6opan Kamonm Xydannin Ba Mmykoucan oH 60 Cabail aHIak
WHTUKOJIA cypaT THpU(TaacT Ba aMMO Jap MauMyb XaHroMH MyTosean jaeBoHH HakubxoH Tyrpain
upojaTH xoc gowmrtanu Tyrpanpo HucOatu mebpy angeman Kamonu Xydanni tabkun megopan. [Janemu
YYHHH HJIA0XOM XEHIPO MYXaKKHK 0a MaBuy] OyJaHu sik Myxammac Jap neBoHu HakuOxon Tyrpan Ba
CypyZAa LIyAaHU Fa3ajxoW aloxXuaa Jap McTukOonu razanxou Kamonn Xy4annit upTuOOT Mennxai, KH
nypyct mebomran. [lap mMauMybs MyXakkuk Jap acocu 4 fazan Ba | Myxammac madipaBun HakuOxoH
Tyrpanpo 0a Kamonu Xyuanaii cobur coxrta, 6a HaTu4ae pacupaact, ku Hakubxon Tyrpan 0o Bydynu
naipaBu MakTabu xyHapuu Mupso bemun OynmaHam wHYyHMH Oa Iebp, aHaenia Ba caOKH CyXaHH
Kamomm Xy4annit TaBaqqyxu Xoca 30XUp KapaaacT.

Ce maxonau aurapu Oaximu ayloMu KuUToO Oa ap3ébmm Taskupaxou ‘“‘Maumab-yH-Hadouc’-u
Cupounnmua Anmuxonn Op3y, “Maxzan-yn-rapou0’-u Illaiix Axman Amin Xommvuu CuHzAenaBil Ba
“Mupbot-yia-xaén’-u lepanuxon Jlynili map mMHOXTH LIebp Ba 3aMoHy 3uHaaruu Kamonu Xydaunai
HUTApOHUAA IIyxaana. Makomae, k1 ““Maumab-yH-Hadouc”-u Cupounnaua Anmxonn Op3y capdammMan
TaXKUKH Py3rop, HaKay Oappacil Ba Macowsid MaTHIIMHOCUM amrbopu Kamomu Xydanai” HOMTy3opit
IIyZaacT, MaKoJau 4axopyMH Oaxmm AytoMud kKuTtoO wmeOomaxa. Jlap wH mMakona myamnnd 0a HHUIIOH
JIOJITaHW ap3WIId MabIyMOTH Tazkupa nap 6opau Kamonn Xydanaii Ba py3ropu OH Ba HHUYHHH (apKUsSTH
Oaiirxom Kamomm XydaHmail map MaTHH Ta3KHpa Ba MaTHU JOIWH JeBOHM Kamomm XydaHmain XaHTOMH
MYKOHCa, XOJIaTH TacXeX LIyAaHW 0aiTxo, Oap FanaT oMaJaHd MaTHH alrbOpPH HIOUp Ba MOHAHAW HMHXO
mapaoxTaact. Jlap Hatmda, myamwmd 0Oa xymocae pacumaact, ku Cupoquanua Anmxonu Opsy 60
Hycxaxou MybTabapu aeBonn Kamonmm Xywanaid gactpacéi AomraacT, 3epo MyTOOMKaTuu OalWTXou
oBappanryia 00 TYHaXOu MaB4y]l ap Hycxaxo 0a Mymioxuaa mepacaa. XaM4yHHH TabKHU]L IyJaacT, K1
XaHTOMH TacXeX¥ JIEBOHH IIOWP Ta3KUpaW Ma3Kyp METaBOHAJl XaMUyH sIK capyaliMal MyXHM MaBpUIU
nctudoaa Kapop rupan. Wmosa Gap wH, Myaymmud map acocu neBoHM xyau Kamon 6a Tacxexu anrpop
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napaoxtanu Anuxonu Op3ypo Hu3 0a Kaiij oBapaaacT. UyHWH HUTOXM TaHKHIA Oa MaTH nap O6apobapu
axaMHATH MaTHIIUHOCH JOIITaH, XaMYyH MabXa3u HAKAy CyXaHCaHY# Ta3KHpapo Myappudit MEHaMOsII.

Maxkonan manqymu Oaxmu aytoMm “Ambopu Kamomn Xywannn nap “Max3zaH-yn-rapou0”’ YHBOH
noita, HucOar 0a Tazkupan Cupouyunnua Anmxonun Op3y anrbopu 3UKpHaMyaad OH O0amapoTu®d 3uén
mebomman. Arap gap tazkupan Opay 20 Oaiir a3 Kamonm Xydanai oBapa mryna Oormiaj, Aap Ta3Kupau
Ma3kyp oH 71 Oaiitpo map Oap rupudraact. Myamwmudp a3 “baxopucron”u Abmypaxmonu Yomii,
“Taszkupar-ymi-myapo”-u JlaBinarmoxu CamapkaHain 6axpaxou ¢apoBoH Oappomrand ‘“MaxzaH-yi-
Fapon0’-po HHUIIOH gomaacT. A3 Abaypaxmonu Yowmit 6axcu mapOyr O6a TavOupm “my3anm xacan” Ba
rmocyxu Kamomm Xydanmit, cyxoarn Kamonm Ba Xodwu3s Ba raiipa map Tazkhpaum Ma3Kyp 3UKp Tapawia,
Myamud nap uH O6axm acocan 6a OH aKuja acT, KM COXUOW Ta3KUpau Ma3Kyp MabIyMOTH aloKaMaHI Oa
Kamomn Xyqaamupo a3 “Tazkupart-ym-uryapo”-u Jlasmarmoxu Camapkannin 6ap rupudTaact Ba OHpo 00
aHJaK TaFupoT HaKJ KapaaacT. Jlap HaTn4a MyXakKUK 0a 4yHUH XyJoca pacHaacT, KU Xap4aHa UTTHIION
oBapjau “Max3zaH-yi-Fapou0” jap acocu TazKupaxo cypar rupudraact, Myappudpuu mebpy MaxCUITH
Kamonu Xyuannit gap MyxuTy JoUpad HaB, s’bHE IMHOXHM KOpan XHUHI aXaMHATy ap3uIId OHpO Oapou
003T00NM Yexpaun XyHapuu cyxaHBap 00710 Oypaacrt.

Makonan mamymu O6axmm ayiom “Hakny Oappacuu 3uHnarmHoMa Ba amrpopu Kamonm XydaHni
nap taskupau “Muppor-yn-xaén”-u lllepanuxon Jlyain” HOMTy30pi mIyda, Aap acoCH XaMWH MPHHCHUI
uropaxou 4oiaub 0a ap3uiry ad3amusaTi OH cypaT rupudraact.

XaMHH TapuK, YyHOHKH JHJa IIyJ, MyXakKuK 00 Gappacuu capyamiMaxo Ba WHYYHUH HPTHOOTH
Kamomn Xydqanain 60 MaBlioHO Ba TabCHUPTy30pHH OH 0a MIOMPOHH Oabail YaHOAXOW MIMHOXTH HICHPH
CyXaHBappo a3 HUTOXY Ta3KMpPaHAaBUCOH Ba IMIOMPOH 0aéH JOoIITaacT.

baxmm cetomn kuto6 “Hakmy Oappacuy ocopu KaMOJIIIMHOCOH HOMTY30p# TIyjaa, a3 TaHq
Makonia ubopar meOomran. Makonaw aBBaiau WH Oaxm “JIOHMIIMAHIN OJUTyXap Ba KaMOJIIMHOCH
coxuOHazap” Oa mrymMop MepaBaj Ba oH 0a Oappacuu (habOTUSITH KaMOJIITUHOCHH SIKE a3 MyXaKKUKOHU
MYyPKOPH TOYMK ABIOXOH Ad3ax304 HUrapoHuaa mrynaact. /lap MH Makojia a3 KaJaMXxoW HaXyCTHHH
KaMOJMaXyXuH ycToa ABinoxoH Ad3ax3on, ku a3 conmxou 70-ymu acpw rysamra cypaT rHpudTaacT, TO
ABBAJIMH HABUIITAXOW 3IIOH, KA YHBOHH ‘‘pucosiaya’-po 0a Xyn THpuUdTaacT, HaXyCTHH MakKojaxo 0o
yaBonu “Kamon Ba Xoduz” (1970), “Kamomn Xyqannin” (1982), dhacnm anoxunan kurodu “Yowmit-mmonpu
urazancapo”, ku “Yomit Ba Kamon” Hom nopan Ba O6abaan 6a MyHocnOaTH qaHu 675-cojaaruy moup 6a
gon pacumanu kuroou “Kamonn Xydanmin — yCToau Fazain” Ba CHIAc 00 TAaKMUIIY TacXeX Jap MIaKIH K
acapu MoHorpadi Hallp LIyAaHH OH cyxaH 0a MHEH oBapaaacT. Jlap Makojau AyBYMH HMH Oaxmi, Ku
HoMmar “Ycrox AGmynmanHoHM HacpunH Ba TaMOIOJIXOHW TO3a Jap MaKTabW KaMOJIITUHOCHH TOYHK’
Mebo1aa, XuAMaTXOH MyXaKKUKy aurapu amrsopu Kamonu Xydannin ycron A6aynmannonn Hacpunann
HUIIIOH Joja nrynaact. Paponusatu KamoimuHocun AOmynManHOHM Hacpummwe map wH Makoia a3 ce
Iuarox, sskym, Kamonn Xyvannit nap xankau JOHUIIMAHIOH Ba CyXaHCAapO€HU Xy4aHI, AYIOM, TaXKUKY
Oappacun mMepocu anadbuu Kamomu XydaHai Ba paBHINIXOM MyMTO3W Mabpudar Ba IMApXH OCOPH § Ba
CEeIOM, MachallaxOM MaTHITUHOCUH eBoHH Kamomu Xyd4aH/# Ba MapXuilad HaBU TacxXeX Ba HAIIPH OCOPH
moup Oappacit Hamynmaact. ba uOopau nurap, TaBpe a3 Tabau(OTH MYXaKKUK Oap Meosi, Joupau
TaxXKUKOTH ycToa AOmynmmaHHOHW HacpummuH maxaya 06a Hakny Taxmwid amrsopu Kamomm Xydaxpi
HaOyna, 6anku 60 Tabaudu kuTodxou “/loHUIIMaHIOH Ba cyxaHcapoénu Xydanyn ', “Ta3kupan mOUpoHH
Xy4ann’ MaH3apad YMyMHH HUTOXH XEIIPO BychaT OaxmmmmaacT. babiaaH, TaXyXUIIA MEpPOCH amaduu
Kamonn Xywannit gap 0aTHH XaMWUH TyHa YyCcTOPXO XaMuyH SIK paBaHIU MypYHION (QabOJIHATH
mpoeccop AOmymvanHoHM Hacpunowme wHkumod &dra, Oomcu Hampu kurtodbu “Cexpu mMyOun”
rapanaaact. A3 xama Oemrap 4o3ubaxou MMHOXTH amrbopu Kamonn Xy4danaupo ycroa AOmyIMaHHOHU
Hacpumnua 60 dhapoxam oBapmaHu HycxXaxou KaauMma Ba 00 HH pOX PYH KOp OBapJaHU SK HAIIPH M-
WHTUKOJAWH allbOPH CyXaHBap KalamMIoJ MeHaMyA. A3 UH 4YuXaT, YaHIWH MAaKOJIaxOoH ap3uIIMaHIN
yCTOZ paBaHIM MaTHIIMHOCHHU ocopu Kamonpo map mH 3amuHa mypOop HaMyna Ba UMPY3XO OPMOHXOHU
yCTOJ YoMau amajl MyIuAaHa. XaMHuH TapuK Aap vH Oaxm xam Myautddu KuTod 00 YyHHH JUITOXXO0 a3
XUIMATX0 Ba (a3miaTXou MaXyXaHAarud YYHHH MYXaKKUKOHH COXHOMOTHKOp €10Bap IIynaacT, KU
qonmu0 meboman. Makonan ceroMu 0aximy ceroM, Ki yHBOHaI ‘“‘KamoImmHoOce gap KaMOJIOTH TaxXKUK~
ry30IlTa IMyJaacT, jaap Oopau (GaboNUsITH KaMOJIIMHOCH Mabpydu TovHK, mpodeccop Banpummun

MaKcy;[:soz[a MabJIyMOT OBapJa InyaaacTt. I[ap HWH MaKoOJia 3axMaTrxou HJIMHU YCTOL Bal[pI/I,Z[I[I/IH
______________________________________________________________________________________________________|
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Maxkcynzona nap 4op Oaxii, SKyM,TaXKHKH 3UHIarHHOMAa Ba Mepocu anadbuun Kamomm XydaHai, DyroM,
TacxeX Ba Hampu neBoHn Kamonmm XyuaHni, cetoM, mapxy tadcupu amrbopu Kamonu Xydanand Ba
4OpYM HaKay Oappacuu 0COpH KaMOJIIIMHOCOH Ba JIEBOHXOM TacXeXIIyAa 003ry rapauaaana. MyXakKuK
Jap Makoiau Maskyp 0a ¢avomustu 30-coman WIMR-TaXKHKOTHH ycton bagpumnun Makcynzona sik
HUTOXHM aMWK Ba IypJIOMaHa aH4YOM J07a, 0a YyHHWH XyJoca pacHaaact: “‘a3 Oappachy 4axop CamTh
kopHomaxou mpodeccop bampunaun Makcya3ona MeTaBoH 0a WH HaTHUYa MycaulaM Imyja, KU HH
amabuETIIMHOCH MYyMTO3 Ba COXMOHazap 0a TaxXKHKM JOWpad Bacebd MAachallaXOM MYXUM Jap
KaMOJIIIMHOCH MyBaddak mryaaact. Ma3yote MapOyT Oa acpu 3MHAArOHHH KamoJ Ba TabCHPH aB30U
cnécuBy WYTHUMOW Ba (papxaHTWm py3rop Ba XaéTu ¥, maiiBaHAM cyxaHBap 0a axJM XyHap Ba IIEHD,
TaXKUKH 3UHAaruHOMaun Mydaccanu moup 60 Taks Oap Oemrap a3 100 maHOOen TabpUXUBY amaldi,
Oappacun Mydaccaau ocop 00 dhaporupun Macharaxou (papoBoHE UyH HYCXAIIMHOCH, Ba HAIIPH JIEBOH,
ap3WIll Ba aXaMUSATH MYTYHU WHTHIIOPE(DTA, TANONIy KYIIWII Jap TacXeXy HaIIpd Mepocu 003MOHIau
cyxaHBap ... uptuootu Kamon 60 moupoHu aurap, ... 6a TaBpu BOKEA YyH KaMOJIIUHOCH POCTHUH Ba
COIUK Jap MaciaKy MakTaOu KaMoJIIMHOCH Myappudi MexyHan” (285). Jurap uexpae, ku qap Makojaan
ajoxuaan MyXakkuk “Yomm gaxonHamou mebpu Illaiix Kamor” ToOum maiino kapaaact, Aoayqadboopu
[oxaxman (A. Cypym) meborran. MH HaBuiTan MyXakkuk Takpu3 Oa “@Dapxanru amrpopu Kamonm
Xywannin” act. SIpHe, map 0apobapu XWAMAaTXOW ap3aHjad MYXaKKUKOHHM KaMOJIIUHOC IIEBaXOH
(hapXaHrHOMaHaBUCHH JTOHUIIIMAHOHH TOYUKpO Oa amrbopu Kamonm XydyaHaid HUIIOH 1ona, 00 XaMuH
pPOX SIK MakTaOu TakoMynépTam KaMoJIIMHOCUpO Myappudi Hamynmaact. ba TapOupu y uH dapxaHr
mapxy Tadcupu 12 xazop BoxkaBy TabOupoTu mebpu Kamomn Xydannupo dapoxam oBapaaact, 3epo J1ap
KaMoOJIIIMHOCH ©Oa uyHWH ¢apxaHr HUE3M Oemrape 3xcoc Memryn. PaBumxou uctudomaHamygaun
myamumpu “@apxanru amvopu Kamomm Xywanmin”, a3 kaOwnn tadcupw BOXKaxo, IapXy TaB3eXH
TapONpy udogaxon MpQPOHH, mapXu aOET, HUIIOH AOAAHW MabHHUXOM aciil Ba Mado3uM KaluMmaxo,
Oapkapop HaMylaHW CHUXAaTUW MAaTH, FAIaTXOHWXO Ba OapTapad KapJaHM WINTHOOXOTH Nap BaKTH
OaprapioH OaByd4yZoMaja Ba Faiipa ap3uinu (apXaHrpo JydaHj] KapJaacT, Ku 0a TaBpu axcaHT Aap
Makoia TaqaccyMm €draanHa. XaMuH TapuK, MyXakKUK Oa QapxaHru maskyp nap O6apobapu WH KH SIK
HOTUKOPOTH TO3aM KaMOJIIMHOCHPO aap 30 AaBOMH CONM OXUpP HHUIIOH AOAAACT, XaMUyHUH Aap KaHOPH
VH aHbaHa Ba CyYHHATXOW JeprHaN (HapXaHTHUTOPHPO ap MUCOJH WH (apxaHr 003ry HaMyJaacT.

Makonan TaHYyM Ba OXUPHMHHM OaxIid CEIOM, KM MakojJau OXHMPHHM KUTOO HHU3 MeOorra,
“ITaxkyXHIIH ap3UIIMaH] 1ap MIWHOXTH IIEebp, aHJela Ba MakTabu cyxanBapuu Kamonu Xydannin” HOM
nmopan. [lap vH makona ¢haboausITH KaMOIIIUHOCH 4aBoH baxpomu PaxMar3on map mam 30Bus, a3 qymiia
MIMHOXTH HOMauW py3ropu Kamomm Xyd4anni Oap MaOHOM capyamiMaxo, NKyXHIIXOe Jap aHJellaBy
apkop Ba caOku CyxaHBapuu y, Tabcupnazupun Kamonm XydyaHa@d a3 IIOUPOHH Ty3allTa, MakTaOH
cyxanBapuu Kamon Ba mieBaxou UCTHUKOOJHM IIOWPOHM KYpPYHH BYCTO a3 allbOPH CyXaHBap, 0axcH
MapOyT 0a mypyxu KyXaH, Machajlal MaTHIIUHOCA Ba MHTHCOOM anrbopu Kamonmum Xyd4anmin mMaBpumu
Oappacii kapop rupudTaact. baxpomn Paxmar3ozn mac a3 qycropxou mypaoMaHa aap Oopau Inebp Ba
anemaxon Kamomu Xy4annain kutobn “buct makona”-po 0a Hamp pacoHHaacT, Ku OUCEP Machamaxopo
nap WH acap moup Oa mmHOXTH Iebpu Kamonum Xywanni 0603100 Oaxmumaact. MIH kutoO Gopu murap
HUIIIOH 11oJ, ki Hadape, ku 0a capuamMaxou agabuBy Hp(GOHIA Ba TabpUXil aOKAMaHIWU 3WUY JTOpaj,
MeTaBOHaJ 0a MachajaxOH XaIHOIIIY1a Ba HOOITHOM MEPOCH SIK CyXaHBap pyIIaHil aH/103a]] Ba 0ab3aH 0a
xappxon MaxaKKUKOHHM KaOni sSK Xaphu To3a Ba SK aHACIIAad HaBpO WJIOBAa KyHaa Ba OHpPO 00 WH pox
TakmMua Oaxmran. Sk xycycustu Oapyacram baxpomu Paxmart3on map poOurta 6a ambopu Kamonu
XydaHA# nap OH 30XUp MEMIaBall, KM y SKe a3 Taxus Ba TACXEXKyHAaHIArOHW MAaTHU WIMMA-HHTUKOIUU
neBoHu ambopu Kamomm Xy4annin meOomian, Ku gap pagudu KaMOJIIIWHOCOHH OapKaMosl KOPXOH
MyxXuMmTapepo 0a COMOH pacoOHWAA MCTOAAAcT Ba Jap OSHIA HU3 YyYHWH HOTHKOPOTH y IOMaHa Ianizo
XOXaHA Kap.

Xyaoca. [lap maumys, Hypamia Hyp3on map taxkwk, 6appacii, 6axory3opii Ba mapxy Tadcupu
amrbopu Kamonu Xyuannin Ba ap3é0uu (QaboMATXOM KAMOJIIMHOCOHM TOYMK XHUIMATH ap3aHjacpo
aHYOM JI0JIaacT. Xap SK MakoJlah HMH KHTOO SK MaXyXUIIM aMHK Ba SK JIHATOXH MYyKaMMald
MyXaKKHKOHa meOoman. Myxakkuk nap 6apobapu nH ku 06a Taxkuku mebpu Kamonn XydqaHzi MamFya
rapJnuaaact, XaMuyHuH 00 mapx JO0JaHu YaHi Fazaau Kamon HaMyHaxoW OEXTapvHH MIapXH allbopH

CyXaHBappo pyu Kop oBapaacT.
___________________________________________________________________________________________________________________|
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ALISHER NAVOIY IJODIDA HAZRATI ALIDAN KINOYA TIMSOLLAR

Annotatsiya. Islom olamining ulug® siymolaridan biri xalifa Ali musulmon Sharqi adabiyotiga
jiddiy ta’sir o‘tkazgan. Uning hikmatlariga o‘nlab fors va turk ijodkorlari ruboiy shaklida tarjima-sharhlar
yozishgan va bu adabiy an’anaga aylangan. Bundan tashqari, hazrati Ali shaxsi hamda u bilan alogador
vogealar rivoyat, afsona, hikoyatlarga mavzu bo‘lgan. Shu tarzda badiiy adabiyotda Ali timsoli
shakllangan. Magolada Navoiy asarlarida bu ulug® siymo ta’sirini yorituvchi asosiy jihatlar tasniflanib,
to‘rt yo‘nalishda tadqgiq qilindi. Bu masala mutafakkirning lirik, epik va liro-epik asarlari asosida
o‘rganildi. Natijada Navoiy ijodida yigirmadan ortiq obrazlar istiora yo‘li bilan hazrat Ali karramallohu
vajhahuga (Alloh uning yuzini ulug® etsin) ishorat gilishi, zulfigor, duldul, uzuk kabi timsollar esa
yuqoridagi obrazlar bilan assotsiativ munosabatga kirishishi mumkinligi yoritilgan. Shuningdek, Navoiy
asarlari nashrlari bilan bog‘liq ba’zi muammolarga aniglik kiritilgan.

Kalit so‘zlar: badiiy obraz, hikmat, ruboiy, Ali r.a., tasavvuf, valoyat, qutbiyati kubro, talgin.

AnHotamusa. OIWH W3 BBHINAIONIMXCS JEATENed HCIaMCKOro Mupa, Xamud Amnm, oKazanl
3HAYUTENBHOE BIUAHUE HA JIUTEPATYPY MyCylbMaHCKOTO BocToka. Ero mMyzipele nu3peueHust BAIOXHOBUIN
JECSTKH TIEPCUICKUX W TIOPKCKHAX aBTOPOB Ha CO3J]aHHE TEPEBOJIOB U KOMMEHTapueB B (opme pyOawu,
YTO MPEBPATUIIOCH B JINTEPATYPHYIO Tpaguiuto. Kpome Toro, mmaHocTs Xa3zpara AJM U CBSI3aHHBIE C HUM
COOBITHSI CTAIM TEeMaMH JereHa, MU(OB W PaccKa3oB, CIIOCOOCTBYS (GOPMHUpPOBAHHIO €ro oOpaza B
XYA0KEeCTBEHHOW JmTepaType. B craThe KinaccMQUUMPOBAHBI M HCCIEAOBAaHbl OCHOBHBIE ACTIEKTHI
BJIUSIHUSL DTOM BBIJIAIONIECICS JMYHOCTU B MpOU3BeAeHUsAx Anumiepa HaBou, npoaHaau3upoBaHHBIE B
lICTI:.IpéX HaIpaBJICHUAX. 9TOT BOIIPOC HU3Y4YCH HAa OCHOBC JIMPHUYCCKHUX, SMUYCCKUX U JIMPO-3MUYCCKUX
MIPOM3BENICHA MBICIUTENA. B pesymbraTe aHamm3a BBISBICHO, 49TO Ooyiee ABaAlaTH oOOpa3oB B
TBOpuecTBe HaBom meradopuueckn ykaspiBaroT Ha Xaspara Amu (a BozBennmuuT Amjiax ero juk!), a
Takue CHUMBOJBI, Kak J3yiappukap (mMed Amm), [ympaynp (ero KOHb) W KOJBI[O, BCTYNMAlOT B
ACCOIMATUBHYIO CBA3b C YIIOMSAHYTBIMH O6paBaMI/I. KpOMe TOro, OBLIH YTOYHCHBI HCKOTOPBIC BOIIPOCHI,
CBSI3aHHbIE C U3/IaHUEM TTpou3BeaeHui HaBou.

KiioueBbie ci10Ba: XymoKeCTBEHHBIN 00pa3, MyapocTh, pyOau, Anu ([la Oyner nosoneH um
Aunnax!), cypusm, csarocts, Kyroustu KyOpo, uarepnperanusi.

Abstract. One of the prominent figures of the Islamic world, Caliph Ali, had a profound
influence on the literature of the Muslim East. His wisdom inspired dozens of Persian and Turkic authors
to compose translations and interpretations in the form of quatrains, which developed into a lasting
literary tradition. Furthermore, the personality of Hazrat Ali and the events associated with him became
the subject of legends, myths, and stories, shaping his representation in artistic literature. This article
classifies and examines the key aspects of the influence of this eminent figure in Navoi’s works, analyzed
in four main directions. The study is based on the thinker’s lyrical, epic, and lyric-epic compositions. As a
result, it was identified that over twenty metaphors in Navoi’s creative works symbolically refer to Hazrat
Ali (may Allah honor his face), while symbols such as Zulfiqar (Ali’s sword), Duldul (his steed), and the
ring are found to have associative connections with these metaphors. Additionally, certain issues related
to the publication of Navoi’s works were clarified.

Keywords: artistic image, wisdom, quatrain, Ali (may Allah be pleased with him), Sufism,
sainthood, Qutbiyyat-i Kubra, interpretation.

Kirish. “Xulafo ar-roshidin” (to‘gri yo‘ldan boruvchi xalifalar)dan biri — hazrati Ali badiiy
adabiyotda ajoyib sarkarda va jasur shaxs sifatida ta’rif gilinadi. Uning musulmon Sharqi adabiyotiga
sezilarli ta’siri bor. Jumladan, Alisher Navoiy ijodida hazrat Ali islomiy falsafa, tasavvuf, adabiyot va
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axlogiy gadriyatlar ramzi sifatida alohida o‘rin egallaydi. Mutafakkir asarlarida bu ulug‘ siymo ta’sirini
yorituvchi asosiy jihatlarni shunday tasniflash mumkin:

1. Tasavvuf va valoyatga munosabat;

2. Hazrat Alining ilmiy va diniy mavgeyi;

3. Hikmat va axloqgiy qoidalar ta’siri;

4. Ali siymosi orqali ideal gahramon yaratish.

Bizningcha, ana shu jihatlar sinchkovlik bilan tadqiq gilinsa, Navoiy ijodida Ali (k.v.)ga ishora
giluvchi badiiy obrazlar va alogador ramzlar o‘rtaga chigadi.

Asosiy gism. Quyida ana shu masalalarga birma-bir to‘xtalamiz.

Ik jihat. Hazrati Alining valoyati hamda avliyolik sifatlari xususida Navoiyning lirik, epik va
liro-epik asarlarida ma’lumotlar mavjud. Jumladan, “Nazmu-I-javohir” muqaddimasidagi ruboiyning har
bir misrasida xalifalardan biriga ishorat gilinar ekan, Ali (k.v.)ning valoyatiga urg‘u beriladi:

Awvalg‘ini fazl durrig‘a ummon bil,
Soniysini adl gavharig‘a kon bil,

Solisni hayo gulbunig‘a bo‘ston bil,
Robi’ni valoyat badanig‘a jon bil [4, 31].

Navoiy ruboiyda hazrati Alini valoyat badanining joni, ya’ni markazi sifatida ta’rif gilgach, o‘z
fikrini shunday rivojlantiradi: “rub’i maskun chahor devori aning panjayi valoyati bila barqaror durur” [4,
32]. Bizningcha, bu ta’riflar Ali (k.v.)ning qutbiyati kubro martabasida ekaniga ishoradir. Qutbiyati kubro
tasavvufda hazrat Muhammad (s.a.v.) payg‘ambarligining botini bo‘lgan qutbu-l-agtob martabasini
anglatadi. “Bu maqom faqat Rasulullohning komil vorislariga berilur. Xotami valoyat fagat xotami
nubuvvatning botini uzra bo‘lur” [9, 170]. Sa’d ibn Abu Vaqqos roziyallohu anhudan rivoyat gilingan
quyidagi hadis hazrat Ali (r.a.) Rasulullohning (s.a.v.) shubhasiz komil vorislari ekaniga dalolat giladi:

“Rasululloh (s.a.v.) Tabuk urushida Ali ibn Abu Tolibni 0‘z o‘rinlariga goldirdilar. Bas, u:

“Ey Allohning Rasuli, meni ayollar va bolalar ichida qoldirasizmi?!” dedi.

“Horun Musoning o‘rnida bo‘lganidek sen mening o‘rnimda bo‘lishga rozi bo‘Imaysanmi?! Faqgat
mendan keyin nabiy yo‘q, xolos”, — dedilar”.

“Nazmu-I-javohir” muqaddimasidagi boshqa bir ruboiyda ham bu zot valoyat ahlining shohi, yo‘l
ko‘rsatuvchi rohbar, karam daryosi, asadulloh — Allohning sheri sifatida vasf gilinadilar:

Daryoyi karam kimgaki ogohdurur,
Bildikki, valoyat ahlig‘a shohdurur,
Gumrohlarg‘a barandayi rohdurur,

Bu beshada ya’ni Asadullohdurur [4, 40].

“Lisonu-t-tayr”’ning 12-bobida g‘azot janglarining biri hikoyat gilinadi. Unda shoh, ya’ni hazrati
Ali dushmandan o°‘q yeganliklari va o‘gning uchi suyakka botib sahobalar uni chigarishning imkonini
topa olishmay payg‘ambarga (a.s.) arz gilganliklari hikoya gilinadi. Hidoyat maxzanining ko‘rsatmalari
bilan o‘gni u zot namozga kirganlarida sug‘urib olishadi. Namozda hazrati Ali istig‘roq holatida bo‘lib,
bu ishdan bexabar qoladilar:

Oncha istig‘rogdindur bahravar,
Kim ul ishtin bo‘lg‘usidur bexabar [3, 25].

Namozdan chiggach, ushbu ishdan xabar topgan Haydari karror (gayta-gayta hamla giluvchi
sher) shukr aylab, bu holni nabiy alayhissalomning ehsoni sifatida baholaydilar. Shu o‘rinda Ali
(k.v.)ning valiylikdan ham yugorirog martabaga ko‘tarilganliklarini anglash mumkin. Chunki istig‘roq
so‘fiylikda Allohdan boshga hamma narsa bilan alogani uzib vajd va holga taslim bo‘lishdir va u “valoyat
martabasidan keyingi hol” sifatida baholanadi [9, 89]. Umuman, ushbu dostonda hazrat Ali hagigat
magomidagi timsol sifatida gavdalantiriladi.

Ali (r.a.) tasavvufga doir ba’zi masalalar yuzasidan ham fikrlar bildirganlar. Xususan, “Mahbubu-
I-qulub”ning “Rizo zikrida” deb nomlangan 9-bobidagi hikoyat “Valoyat daryosining gavhari va hidoyat
sipehrining axtari asadullohu-I-g*olib, amiru-lI-mo‘minin Ali ibni Abu Tolib (r.a. va Kk.v.) rizo magomi
ta’rifida va solikning roziligga muttasif bo‘lg‘oni tavsifida varaq yuziga maorifnigor xoma urubtur va bu
nav’ daqiq nukta surubdurkim...” — deb boshlanadi [3, 496].

1
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Ikkinchi jihat. Navoiy asarlarida hazrat Ali islom tarixidagi ilmiy va diniy yetakchi sifatida
e’tirof etiladi. Muallif uni buyuk bilim sohibi, islom falsafasi va shar’iy hukmlarning bilimdoni sifatida
ko‘rsatadi. Bu Navoiyning tasavvufiy she’riyati va axlogiy mavzudagi asarlarida yaqqol seziladi.
Xususan, ‘“Nazmu-l-javohir’dagi mana bu ruboiyda Ali (r.a.) ilmlar daryosi, karam-saxovat burjining
guyoshi sifatida zikr gilinadi:

Daryoyi ulum-u mehri burji karam ul,

Olam tanining joni-yu jononi ham ul,

Sultoni rusul birla gadam bargadam ul,
Farzand-u rafig-u kuyov-u ibn-amm ul [4, 32].

“Lisonu-t-tayr’dagi mana bu misralar hazrat Alining janob payg‘ambar alayhissalomga nagadar

yaqin ekanliklarini ko‘rsatadi:
Ittihodida nubuvvat sham’ining
So‘zi bu kim sen meningsen, men sening.
“Lahmaka lahmi” ham oning shonida,
“Damaka dami” ham istehsonida [3, 24].

Ushbu dostondagi yana bir ta’rif e’tiborli. Ushbu baytda eshik timsoli hazrat Alidan kinoyadir.
Bu ta’rif keltirilgan bayt nashrlarda shu vaqtga gadar yanglish yozib kelinayotgani uchun dostonning
ilmiy-tanqidiy matnidagi [7, 16] to‘g‘ri shaklini keltiramiz:

Lol 4Ll (5 gl ple
el Gl il by ia

Ya’ni:

IIm shahri anbiyog*a intiho,
Vasfida aytib Aliyun bobuho.

Bayt To‘pgopi saroy kutubxonasidagi mashhur go‘lyozmalardan biri — “Kulliyoti Navoiy”da ham
ayni shaklda yozilgan [13, 21°].

Mazkur bayt 20 tomlik Mukammal asarlar to‘plamida ham [5, 24] (Ilm shahri anbiyog‘a intiho, /
Vasfida aytib Aliyun bobaho), 10 jildli To‘la asarlar to‘plamida ham [3, 24] (llm sharhi anbiyog‘a intiho,
/ Vasfida aytib Aliyun bobuho), boshga nashrlarda ham [8, 25] (Ilm sharhi anbiyog‘a intiho, / Vasfida
aytib Aliyun bobaho) yanglish yozilgan. Natijada nasriy bayonni tayyorlashda ham, ma’noni anglashda
ham chalkashlik yuzaga kelgan. Jumladan, nashrlarda mana bu tarzda yanglish nasriy bayon beriladi:
“Ilm sharhi va nabilikda yetukligi uchun uning vasfida Alii bobaho deyishgan” [8, 292].

To‘g‘ri nasriy bayonni shunday berish mumkin: “Ilm shahri bo‘lmish so‘nggi nabiy uning vasfida
“Aliyun bobuho” deb aytganlar”. Bayt iqtibos san’atiga qurilgan bo‘lib, “Men ilm shahridirman, Ali esa
uning eshigidir” ma’nosidagi hadisga ishora giladi:

Ll e 5 aladl dpaa Ul
Anaa madiynatu-I-ilmi va Aliyyun babuha.

Navoiy ushbu hadisni “Nazmu-I-javohir’ning mugaddimasida ham zikr qilib o‘tadi.

“Tarixi anbiyo va hukamo”da ham hazrati Ali karomatgo‘y avliyo timsolida zikr gilinadilar:
“Yuvsha’ (a.s.) duosi bila Tengri taolo kunni mag‘rib soridin goytorib, falakda oncha tavaqquf berdikim,
gavm dushman ishidin forig® bo‘lub, o‘z ibodatlarig‘a mashg‘ul bo‘ldilar. Va gunashni Yuvsha’ (a.s.)din
boshga Tengri taolo Sulaymon (a.s.) bila amiru-I-mo‘minin Ali (k.v.) mo‘jiza va karomatidin mag‘ribdin
mashriq sori harakat berdi” [2, 571].

“Risolayi tiyr andoxtan” asarida kelgan quyidagi lavhada esa Ali (k.v.) bir vaqtning o‘zida ham
Alloh, ham Jabroyil (a.s.), ham Rasululloh (a.s.), ham tirikligidayoq Jannat bashorati berilgan
sahobalardan biri Sa’di Vagqosga xizmat gilish baxtiga muyassar bo‘lganini tushunish mumkin:

“Amiru-l-mo‘minin Ali (k.v.) goho o‘q keltirur erdi, bosh va oyog‘larni yolang gilib, durud aytur
erdi. Bir kun Sa’di Vaqgos o‘q otar erdikim, Jabroyil (a.s.) keldi va hazrati Payg‘ambar (a.s.) Sa’di
Vaqqos birla turub erdilar, Payg‘ambar (a.s.) aydilar: — Ey Sa’di Vaqgos, mening uchun bir o‘q otqil. Va
Jabroil (a.s.) aydi: — Yo Rasululloh, Sa’di Vaggosg‘a aytg‘il mening uchun ham bir o‘q otsun. Chun
Vaqqgos bu ikki o‘gni otmoqdin so‘ng Payg‘ambar (a.s.) aydi: Bir o‘q Xudoyi taoloning nomi uchun otqil.
Sa’di Vaqqos yana bir o‘q otti. Andin so‘ng sahobalar borib, nishonagohdin o‘glarni kelturdilar. Ammo

ul o‘gkim, Xudoyi subhonahu taolo oti uchun otib erdilar, topmadilar. Jabroyil (a.s.) kelib aydi: — yo
|
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Muhammad, Xudoyi taclo aydikim, ul o‘gni topmasunlar, aning uchunkim, ul behishtda Sa’di Vagqqosqa
yer olib anda turdi” [6, 295].
“Hayratu-l-abror’ning 10-bobida Alining (r.a.) dindagi xizmatlaridan yana biri tilga olinadi:
Na’lini gar toji sharaf gildi Arsh,
Qildi Ali na’lig‘a egnini farsh [1, 35].

Bu baytning mohiyati “Lisonu-t-tayr”ning 11-bobida yanada ochiglanib, Alining (r.a.) egni
Makka togidan Hubal buti tushirilayotganda hazrat Payg‘ambarning (s.a.v.) oyog‘iga zina bo‘lgani
ta’kidlanadi:

Makka togidin tushurmakta Hubal,
Egni hazratning oyog‘ig‘a muhal [3, 24].

“Majolisu-n-nafois”’da Mavlono Muin Voiz bilan bog‘liq qiziq vogea keltiriladi: “Bir qatla hazrat
amiru-lI-mo‘minin Alining iymoni taglidiy ekandur deganga, ul hazratning ruhidin g‘arib siyosat va
shikanjalar ko‘rdi. Hamonoki tavba qildikim, qutuldi” [3, 378].

Uchinchi jihat. Navoiy “Mezonu-l-avzon”da Ali (k.v.)ning she’rlari ko‘p, balki devoni bor
ekanini zikr qiladi [4, 534]. Husayn Boygaro “Risola”siga javoban 1485-yilda yozilgan hamda
mugaddima, 268 ruboiy va bir xotima ruboiydan iborat “Nazmu-l-javohir” asari esa hazrati Alining
“Nasru-l-laoliy” (Nasriy gavharlar) tarkibidagi hikmatlari she’riy tarjimasidan iborat. Asar
mugaddimasida hazrati Ali hikmatlari hagida “Har nasriy marvaridkim, fikrat g‘avvosi soflik gandilini
boshiga, tartib rishtasini go‘liga tutub, hamd-u sano ummonidan hosil qilgay”, — deyiladi.

Navoiy “Nasru-I-laoliy”’dagi hikmatlarni hazrati Alining valoyat daryosidan chigqan giymatbaho
la’llar va karomati ummonidan hosil bo‘lgan gimmatbaho injular sifatida ta’riflaydi. Asar
mugaddimasining boshga bir o‘rnida g‘avvos timsoli hazrat Aliga ishora giladi: “Ul valoyat daryosining
g‘avvosi har laolikim, durfishon xomasidin nasr gilibdurur va ul hidoyat lujjasining shinosi har durrekim
gavharrez iligidin sochibdurur...” [4, 40].

“Nazmu-I-javohir” mugaddimasida Navoiy so‘zni ta’rif qgilib, uni uch martabada tasnif giladi.
Ikkinchi martabaga valiylarning so‘zini qo‘yar ekan shunday deydi: “Mundin so‘ngra hidoyat
gulistonining bulbuli hushilhoni va valoyat shakaristonining to‘tiyi shirinzaboni, karomat sarpanjasi bila
balog‘at Xaybari eshikin ochgon va karam zo‘rdasti bila karomat bahri laolisin zamona ahli boshig‘a
sochgon... mashoyix va avliyo so‘zi bo‘la olur” [4, 33]. Bu ta’rifda bulbul, to‘ti kabi timsollar hazrat
Aliga ishorat giladi.

“Mahbubu-I-qulub”ning “Nazm gulistonining xushnag‘ma qushlari zikrida” deb nomlangan 16-
faslida muallif hazrat Alini shoirlar gavmining peshvosi sifatida zikr giladi: “bu aziz gavmning peshvo va
mugqtadosi va bu sharif xaylning sardaftar va sarxayli valoyat bahrining gavhari va karomat avjining
munir axtari amiru-I-mo*‘minin Ali (r.a. va k.v.)durkim, nazm devonlari mavjuddur va anda asror va nukta
noma’dud” [3, 464].

“Badoye’u-l-vasat”ning beshinchi hamda qirq yettinchi qit’alarida ham amiru-lI-mo‘mininning
hikmatlari she’riy yo‘l bilan tarjima-sharh gilinadi.

To‘rtinchi jihat. Navoiyning liro-epik asarlarida hazrat Ali timsoli ideal gahramon sifatida
shakllantiriladi. Bu siymo jasorat, hikmat, rahm-shafgat va ma’naviy kuchni o‘zida mujassam giladi.
Xususan, “Lisonu-t-tayr’ning XI-XII boblari hazrati Aliga bag‘ishlanadi. XI bobda bu zot amiru-I-
mo‘minin, ilm daryosi, valoyat gavhari, olam ahlida ajoyib ko‘rinishli, nabiylar sardoriga farzand,
odamlar ichra tengsiz, din xizmatkori, payg‘ambar (a.s.) uchun jon fido gilishga tayyor, zoti olam vasflari
bilan ziynatlangan, taqvo ahliga imomu-I-muttagin, ilm shahrining eshigi, tagdir o‘rmonining sherlarni
titrogga soluvchi haybatli sheri, kofirlarga munosib javob beruvchi, pahlavonlik na’rasini uruvchi, nabiy
farzandiga payvand kabi sifatlar bilan vasf gilinadi. Bu epitetlar talmeh, iqtibos, tashbeh badiiy san’atlari
bilan uyg‘unlikda kelib, hazrati Ali timsolini kitobxon ko‘z o‘ngida yagqqol gavdalantiradi.

“Farhod va Shirin”’ning 10-bobida Husayn Boyqgaro g‘azot maydonidagi gahramonliklari uchun
Haydari karrorga tashbeh gilinadi:

G‘azo maydoni ichra Haydar oyin,
Rivoji shar’ aro payg‘ambar oyin [1, 346].

Haydar sher ma’nosini anglatib, Payg‘ambar alayhissalomning kuyovi Alining (r.a.) lagabidir.
Badiiy adabiyotda sher timsolining hazrat Aliga ishora qilishi quyidagi rivoyat bilan bog‘liq: “Naql

- - - - |
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gilinishicha, payg‘ambar Me’rojga ko‘tarilib, Olloh dargohiga yaginlashganlarida bir bahaybat sher
yo‘llarini to‘sadi. Sarvari koinot shunda qo‘llaridagi uzukni olib sherning og‘ziga irg‘itganlari hamon u
yo‘ldan chetlashadi. Me’rojdan qaytib Hazrati Ali bilan ko‘rishgach, garasalarki, o‘sha uzuk uning
barmog‘ida turibdi. Bundan hayratlangan rasululloh: “Ey Ali, Ollohning sheri sensan...”, deydilar. Shu-
shu Ali Ollohning sheri ekaniga ko‘pchilik hech shubhalanmaydi. Chunki u hayotda ham sheryurakligini
gayta-qayta namoyish etadi” [12, 4].

Muhokama va natijalar. Hazrat Aliga alogador ramzlar ham Navoiy asarlarida ko‘p uchraydi va
bu timsollar Ali siymosidagi ideal gahramonga ishora giladi. Quyida shulardan ba’zilarini ko‘rib o‘tamiz:

Alining (k.v.) uzugi. “Nasoyimu-l-muhabbat”da Imom Shofe’iy (r.a.) hagidagi mana bu lavhada
hazrati Alining uzugi valiylarning ilmi ramzi sifatida qo‘llaniladi: “Shofe’iy debdurki, Rasul (s.a.v.)
vogea (ya’ni, tush)da muborak og‘zi suyini mening og‘zimg‘a soldi, andogki, og‘zimg‘a va ernimg‘a va
tilimg‘a yetishti. Va dedi: borki Tengri sanga barakot bersun va ham ul soat amiru-l-mo*‘minin Ali (k.v.)
uzugin chiqorib, mening barmog‘img‘a soldi, to nabiy-u valiylarning ilmi manga siroyat qildi” [4, 106].

Zulfigor. Zulfigor — hazrat Alining ikki damli, g‘oyat keskir afsonaviy gilichi. Rivoyatlarga ko‘ra,
hazrat Muhammad (a.s.) jangda o‘lja olgan bu afsonaviy gilich keyinchalik xalifalarga o‘tgan. Zulfigor
sehrli kuchga ega bo‘lgan qurol sifatida tasvirlanadi.

“Nasoyimu-I-muhabbat”da keltirilgan Orif Ayyorning (r.t.) ushbu so‘zlaridan zulfigorning kuch-
gudrat timsoli ekanini anglash mumkin: “Derlarki Ali Murtazo (r.a.) Xaybar eshikin qo‘ng‘aribdur. Agar
Tengrining yorlig‘i va Mustafo (s.a.v.)ning mushohadasi va Zulfigor menda bo‘lsa, Qof togin
go‘ng‘armasam, manga tovon bo‘lg‘ay. Shayxu-l-islom debdurki, bu — Ali (r.a.)g‘a nugs emasdurki,
tanuglugdur, ul mazkur bo‘lg‘ay uch nimaga [4, 253].

“Farhod va Shirin” dostonining 22-bobida Farhod ajdaho g‘ori ichida topgan xazinasidagi bir
gilichni zulfigorga o‘xshatadi:

Bular ustida tig‘i obdori,
Kelib burronlig® ichra zulfigori [1, 436].

Farhod zulfigorni beliga bog‘lab keyingi bobda Ahraman devini shu gilich yordamida halok
giladi. Dev tasavvuf adabiyotida nafsi ammora, sarkashlik va takabburlik, zulm va sitam, xudobexabarlik
ma’nolarida keladi [9, 49]. Demak, bu o‘rinda zulfigor nafs devi va shaytoni lainni mag‘lub giluvchi
kuch-qudrat, shijoat, shiddat ramzidir.

“Gearoyibu-s-sig‘ar’ning 276-g‘azalida kelgan mana bu baytda valiylarning nafsni halok giluvchi
nutgi Ali (k.v.)ning kufrga garshi ko‘tarilgan keskir zulfiqoriga tashbeh gilinadi:

Haloki nafs valiy nutqi bilki, rishtayi kufr
Kesar ishiga Ali zulfigoridur migroz.

Zulfigor ba’zan qalamga ishora qiladi. Jumladan, “Nazmu-l-javohir” muqaddimasida Ali
(k.v.)ning galami ikki tilda hikmat sozlagani uchun ikki tig‘li zulfigorga, tezkorlikda esa uchqur duldulga
qiyoslanadi: “... ikki zabonaliq kilki zulfiqoridin nishona va ul kilki zabonalari sur’atda duldulidek
ravona...” [4, 33].

Duldul. Hazrat Alining oti bo‘lib, kuch va jasorat, so‘z va fikr quvvatining uchqurligi ramzi
sifatida keladi. “Lisonu-t-tayr”ning 11-bobida duldulning yurish tezligi chagmoqga tashbeh gilinadi:

Duldulining po‘yasi andogki barqg,
Zulfigoridin aduv qon ichra g‘arq [3, 24].

Xulosa. Demak, hazrat Ali siymosi ta’sirini yorituvchi asosiy jihatlar tadgiq gilinganda Navoiy
asarlarida daryo, g‘avvos, gavhar, yulduz, quyosh, eshik, qal’a devori, sher, shoh, amir, do‘st, shoir,
hakim, jon, jonon, bulbul, to‘ti, sogiy, Haq yo‘Ichisi, pir, valiy, qutb kabi yigirmadan ortiq obrazlar istiora
yo‘li bilan hazrati Ali (k.v.)ga ishorat gilishi mumkin. Zulfigor, duldul, uzuk kabi timsollar esa
yugoridagi obrazlar bilan assotsiativ munosabatga kirishadi va badiiy asarda hazrat Ali portretini ulug‘vor
giyofada aks ettirishga xizmat giladi.
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BUXORO ADABIY MUHITIDA QORI RAHMATULLOH VOZEH IJODINING O‘RNI

Annotatsiya. Qori Rahmatulloh Vozehning hayoti va ijodi hagida XIX asr oxiri XX asr
boshlaridagi manbalarda turlicha ma’lumotlar mavjud. Xususan, o‘zining zamondoshlari:  Hoji
Abdulazim Shariy, Mirsiddigxon Hashmat, Hoji Ne’matullohi Muhtaram, Sadri Ziyolar o°z tazkiralarida
Vozeh hayoti va ijodiga nazar tashlaydilar. Tojik olimi Tursunboy Ne’matzoda tadgigotlarida
aytilishicha, yugorida zikr etilgan tazkirachilar ichidan Hoji Abdulazim Shariyning “Tazkirai Shariy”
tazkirasida Qori Rahmatulloh Vozeh hagida batafsilrog ma’lumot berilgan.

Ushbu maqolada XIX asrning ikkinchi yarmi XX asrning boshlarida Buxoro madaniy hayotida o‘zining
sermahsul ijodi bilan iz goldirgan tarixchi, shoir va ma’rifatparvar olim Qori Rahmatulloh Vozeh hayoti
va ijodi, shuningdek, tazkiranavislik mahorati haqida so‘z boradi.

Kalit so‘zlar: Buxoro, madaniy muhit, tabobat, tarjimon, ma’rifatparvar olim, tazkira,
tazkiranavislik, “Tuhfat-ul ahbob fi tazkirat-ul as’hob”, qo‘lyozmalar fondi, ilmiy tadqiqotlar.

AnHotamusi. B ucrounmkax xonma XIX magama XX BEKOB MMEIOTCS Pa3IMYHBIC CBEACHHS O
KHU3HU U OCATCIBbHOCTHU KOpI/I PaXMaTyJ'IJ'IBI Boze. B YaCTHOCTHU, HA XU3Hb U TBOPUYCCTBO Bose B cBoux
PEICH3USAX CMOTPST €ro coBpeMeHHUKH: Xamku Aoaynazum [lapu, Mupcunauk Xan Xammar, Xaixu
Hebmatymnaxu Myxrtapam, Cagpu 3usanap. [lo ucciemoBanusiM Tamkukckoro yuéHoro TypcyHOos
Hemaripl, cpenu BBIIIEYNOMSIHYTHIX Ta3kup Tazkupail Xamku Aoaynazuma Illapu “Taskupan Hlapwit”
coZiepKuT Oonee moapoOHyro nHpopmarmio o Kopu Paxmarymre Bose.

B naHHOW cTaTue pacckas3blBa€TCA O MKU3HU U JESITENBHOCTHM HCTOPUKA, MO3TAa U YUYEHOIrO-
npocseruresss Kopu Paxmarymnsl Bose, octaBuBLIero ciell B KyJbTYpHOU XU3HU Byxapsl Bo BTOpoOH
nostioBuHe XIX - Hagane XX Beka.

KarwueBbie caoBa: byxapa, KyiapTypHas cpeaa. MeAMIMHA, TEPEBOJAYMK, IPOCBETUTEND,
Ta3kupa, TazkupaHaBUCIHUK “Tyxdar-ya ax000 ¢u Tazkupar-ynb acxo0”, pyKOMUCHBIH (HOHI, Hay4YHBIE
HUCCIICAOBAHMUA.

Abstract. The sources of the late 19th and early 20th centuries contain various information about
the life and work of Qori Rahmatulla Vose. In particular, his contemporaries, Haji Abdulazim Shari,
Mirsiddik Khan Hashmat, Haji Nematullahi Mukhtaram, Sadri Ziyalar, look at the life and work of Vose
in their reviews. According to the research of the Tajik scientist Tursunboy Nematsi, among the above-
mentioned tazkir tazkiray of Haji Abdulazim Shari, “Tazkiray Shariy” contains more detailed information
about Qori Rahmatulla Vose.

This article talks about the life and work of the historian, poet and enlightened scientist Qori
Rahmatullah Vozeh, who left a mark on the cultural life of Bukhara in the second half of the 19th century
and the beginning of the 20th century.

Keywords: Bukhara, cultural environment. medicine, translator, enlightened scientist, tazkira.
tazkiranavislik “Tuhfat-ul ahbob fi tazkirat-ul as hob”, manuscript fund, scientific research.

Kirish. XIX asrning ikkinchi yarmi XX asrning boshlarida Buxoro madaniy hayotida oz
sermahsul ijodi bilan iz goldirgan Qori Rahmatulloh VVozeh 1817-1895-yillarda Buxoroda yashab ijod
gilgan tarixchi, shoir, olim va ma’rifatparvarlardan biri edi. Qori Rahmatulloh Vozehning hayoti va
jjodini o‘rganish yangi asrning 60-yillarida boshlangan bo‘lishiga qaramay, tan olish kerakki, ushbu
ijjodkorning tarjimayi holi haligacha to‘liq o‘rganilmagan. Uning “Tuhfat-ul ahbob fi tazkirat-ul as’hob”
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(“Sevguvchilar tuhfasi bo‘lmish do‘stlar tazkirasi”) nomli tazkirasi hagida hamda umuman Qori
Rahmatulloh Vozehning hayoti va ijodi to‘g‘risida o‘zbek va tojik olimlaridan A.Mutallibov,
P.Qayyumov, T.Ne’matzoda, R.Hodizoda turk olimi Murat Akyuzlar samarali ilmiy tadgiqotlar
yaratganlar.

Asosiy gism. Qori Rahmatulloh Vozehning hayoti va ijodi hagida XIX asr oxiri XX asr
boshlaridagi manbalarda turlicha ma’lumotlar mavjud. Xususan, o‘zining zamondoshlari:  Hoji
Abdulazim Shariy, Mirsiddigxon Hashmat, Hoji Ne’matullohi Muhtaram, Sadri Ziyolar o°z tazkiralarida
Vozeh hayoti va ijodiga nazar tashlaydilar. Tojik olimi Tursunboy Ne’matzoda tadgigotlarida
aytilishicha, yuqorida zikr etilgan tazkirachilar ichidan Hoji Abdulazim Shariyning “Tazkirai Shariy”
tazkirasida Qori Rahmatulloh Vozeh hagida batafsilroq ma’lumot berilgan. “Tazkirai Shariy” Hoji
Abdulazim Shariyning birgina tugallanmagan nusxasi bizgacha yetib kelgan bo‘lib hozirda O‘zR FA SHI
go‘lyozmalar fondida 3396 inventar ragami ostida saqlanadi. Hoji Abdulazim Shariy Qori Rahmatulloh
Vozeh ahvoli va ijodini tadgiq gilar ekan, uning ilmiy salohiyati va yuksak saviyasiga e’tibor garatib
tabiblik mahoratiga alohida urg‘u berib o‘tadi:

“Qori Rahmatulloh Vozeh tabobat sohasida nazariy bilimlargagina ega bo‘lib qolmasdan, tashxislari
bilan ko‘pchilikka amaliy yordam berdi, ko‘pgina muolajalari sababli bir gancha kishilar undan shifo
topdi, shuningdek, mohir notiq sifatida ham nom qozongan bo‘lib, fors va arab tillarida ijod qildi va
ko‘proq shu tillarda obro‘ ko‘rsatdi”.

Muhokama va natijalar. Hoji Abdulazim Shariyning ma’lumotlariga ko‘ra, Vozeh 1817-(hijriy
1233) yilda o‘sha paytdagi Buxoro amirligining poytaxti Buxoro shahrida tug‘ilgan. Otasining ismi
Muhammad Ashur bo‘lgan. Vozehning bolalik va yoshlik yillari shu shaharda o‘tgan. Boshlang‘ich
ta’limni dastlab otasi Muhammad Ashur qo‘l ostida, garindoshlari va do‘stlari bilan birga tamomlagan.
So‘ngra madrasaga o‘qishga kiradi va madrasa ta’limini 1844-(hijriy 1261) yilda 26 yoshida uni
tamomlaydi. U tarix, tibbiyot, matematika, astronomiya, mantiq, diniy ilmlar va tasviriy san’at bo‘yicha
yaxshi ma’lumotga ega edi. Arab, fors va turk tillari va adabiyotini a’lo darajada o‘rgangan, ta’limni
tugatgandan so‘ng har uchala tilda ham she’rlar yozib, shuhrat gozongan. Bundan tashgari usmonli turk
tilini va chig‘atoy turkchasini ham o‘rgangan. U yoshligida Qur’onni yod olgan va shu bois Qori lagabi
bilan ko‘pchilikka mashhur bo‘lgan. Shunday qilib, u ko‘p manbalarda odatda Qori Rahmatulloh Vozeh
yoki Qori Rahmatulloh Buxoriy nomlari bilan tilga olinadi. 1854-yilda u Buxoro xonligi saroyiga kirib,
turli rasmiy lavozimlarda ishlagan. Ammo Buxoro xoni atrofidagi odamlarning unga nisbatan hasadlari
tufayli u saroyni tark etib, umrining golgan qismini madrasalarda dars berishga bag‘ishlaydi. Qori
Rahmatulloh Vozeh 1895-(hijriy1311 ) yili 78 yoshida Buxoroda vafot etadi. Turli ma’lumotlarga
ko‘ra, Qori Rahmatulloh Vozeh uch mingdan ortiq hadisni yod olgan. Umrining so‘nggi yillarida ziyorat
uchun Hijozga (hozirgi Saudiya Arabistoni) borib, 1887-yilda (1305-yilda) Buxoroga gaytib keladi. Bu
safardan qaytgach, u o‘z faoliyatini davom ettiradi. Adabiy faoliyat bilan shug‘ullangan va ziyorat
safari haqida “Savonih-ul-masolik va Feraseh-ul mamolik” (“Yo‘llarning qulayliklari va mamlakatning
masofalari”’) nomli asar yozadi. Qori Rahmatulloh Vozeh 1895-(hijriy 1311) yili Buxoroda 78 yoshida
vafot etdi.

Vozeh fors-tojik, turk va arab tillarida ijod gilib golmasdan, tarjimonlik bilan ham shugullangan.
U Hotamiy Shayx Bahoiyning “Dar ahvoli ustzflob” asarini turk tilidan fors-tojik tiliga va Muhammad
ibn Zakariyo Roziyning “Bar’us-so’a” degan tibbiyotga oid risolasini arabchadan fors-tojik tiliga tarjima
ham k;ilgan. Vozehning fors tilida yozilgan “Agoid-un niso” (“Ayollar uchun qoidalar”) asarida
jamiyatda ayollarning o‘rni va ularning e’tiqodlari xususida ma’lumotlar keltirilgan. Asar muqaddima va
16 ta bobdan iborat bo‘lib, unda diniy ibodat amallari, oila qurish va nikohlanish tartib goidalari,
chimildiq bilan bog‘liq urf-odatlar, ayollarning ona bo‘lishi va bola parvarishi, ayollar gigiyenasi,
madaniy hordik chigarishi va musiga asboblari, er-xotin munosabatlari, pazandachilik mahorati, mehmon
kutib olish marosimi kabi masalalar o‘z aksini topgan. Ayollarning diniy, axloqiy, tibbiy va ma’naviy
tarbiyasi bilan bog‘liq bu masalalar o‘z davri uchun muhim ahamiyatga ega edi. Asarda Buxoroda ayollar
amal giladigan rasm-rusumlarga ta’rif berilganda turli xil urf-odatlar, ular bilan bog‘lig diniy va boshga
rasm-rusumlar mohiyati ochib berilgan hamda bid’at va xurofotlar jiddiy tanqid ostiga olingan. 1880-
yilda yozilgan.
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“Agoid-un niso” asarida Qori Rahmatulloh Vozeh Yoshi ulug® insonlar har bir Kishi umri
davomida uch narsaga shoshilishi va uch narsaga shoshilmasligi kerak ekanligini aytib o‘tganligini
ta’kidlaydi:

Shoshilish kerak bo‘lgan amallar:

1. Ibodatga shoshilish kerak;

2. IIm olishga shoshilish kerak;

3. Qiz bolani turmushga berishga shoshilish kerak.
Shoshilmaslik kerak bo‘lgan amallar:

1. So‘z aytishga shoshilmaslik kerak;

2. Taomlanishga shoshilmaslik kerak;

3. O<gil bolani uylantirishga shoshilmaslik kerak;

Asarda jamiyatdagi ba’zi bir illatlar insonlarning kundalik yumushiga aylanib ketganligini ta’kidlab
o‘tadi. Shuningdek, Vozeh oiladagi yoshi ulug® ayollarni hurmat qilish kerakligiga e’tibor qaratgan.Shu
mazmundagi uning quyidagi fikri digqatga sazovordir: “Bilginki, har qaysi ayolning yoshi katta bo‘lib,
unga keksalik yetishgan bo‘lsa, uning gapiyu ishi mo‘tabar sanaladi. Qaysi ayol agar ularning aytganiga
xilof qilsa, hayotda topadiganlardan yo‘qotadiganlari ko‘p bo‘ladi. Chunki hayot davomida ortirilgan
tajriba albatta 0‘z so‘zini aytib, ularning nasihatlari saboqdir. Agar bu nasihatlarga amal gilinmasa
ko‘plab xatolarga yo‘l qo‘yish va bu xatolar gunohlarga olib kelishi mumkin. Ma’rifatparvarning bu
g‘oyalari yosh avlodda kattalarga hurmatda bo‘lish va gaynona-kelin o‘rtasidagi munosabatlarnitartib
solishda yordam beradi.
“Koni lazzat va xoni ne’mat” (Lazzat manbai va ne’mat dasturxoni) nomli asarida Buxoro amirligi
hududida keng tarqalgan 227 ta taom turlari, xususan, O‘rta Osiyo, Eron, hind va arab taomlari ta’rifi,
ular ba’zilarining tayyorlanish usullari, taomlarning foydali xususiyatlari oz aksini topgan. Ular orasida
milliy taomlardan palov (osh), holva, murabbo va non turlariga alohid urg‘u berilgan. Taomlar alifbo
tartibida tizimlashtirilgan.

Qori Rahmatulloh VVozehning bizgacha jami o‘n uchta asari yetib kelgan bo‘lib, bular quyidagilar:

1. “Tuhfat-ul ahbob fi tazkirat-ul as’hob” (“Sevguvchilar tuhfasi bo‘lmish do‘stlar
tazkirasi”)

2. “Agoid-un niso” (“Ayollar uchun goidalar”)

3. “Koni lazzat va xoni ne’mat” (“Lazzat manbai va ne’mat dasturxoni”)

4. “Savonih ul-masolik va farosix ul-mamolik™ ( “Yo‘llarning qulayliklari va mamlakatning
masofalari”)

5. “G‘aroyib-ul xabar fi ajoyibis safar” ( “Ajoyib safardagi g‘aroyib xabarlar”)

6. “Shaqgoig-ud daqoiq”

7. “Devoni forsiy, arabiy va turkiy”

8. “Majmuai Firha”

9. “Masnaviy dar hagiyat”

10. “Tarjimayi forsiy Risolai “Bar-us-so‘a” i Muhammad ibn Zakariyo dar tib”

11. “Tarjimayi turkiy, Risolai hotami Shayx Bahoyi dar ahvoli usturlob”

12. “Tuhfai amoniya” tibbiyotga oid

13. “Arois-ul-abkor va navodir-1-afkor” forsiy va arabiy she’rlar

Qori Rahmatulloh Vozehning “Tuhfat-ul ahbob fi tazkirat-ul as’hob” (“Sevguvchilar tuhfasi
bo‘lmish do‘stlar tazkirasi”) nomli tazkirasi o‘sha davrdagi eng nufuzli asar bo‘lgan biografik asar bo‘lib,
XIX asr O‘rta Osiyo adabiy, madaniy, ijtimoiy va siyosiy hayotini yoritib beradi. Qori Rahmatulloh
Vozeh XIX asrda o‘n uchta kitob yozgan va eng muhim asari “Tuhfat-ul ahbob fi tazkirat-ul as'hob” edi.
XIX asr o‘rtalaridan XX asr boshlarigacha bo‘lgan davrda “Tuhfat-ul ahbob fi tazkirat-ul as’hob” Buxoro
xonligida yozilgan yetti she’riy antologiyalar ichida eng muhim asarlardan biri bo‘lgan. Biografik shaklda
yozilgan asar keyingi barcha antologik asarlar va undan keyin yozilgan adabiyot tarixi kitoblari uchun
muhim manba bo‘lib kelgan. Xususan, Sadri Ziyo “Shuaroi mutaaxxirin” (Hozirgi davr shoirlari) nomli
tazkirasini Vozehning “Tuhfat-ul ahbob fi tazkirat-ul as'hob” tazkirasi asosida yaratilgan bo‘lib Sadri
Ziyo tazkirasini shunchaki ko‘chirmay, undagi ma’lumotlarni to‘ldirib aniqlashtiradi va ilovalar kiritadi.
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llovalarda Ahmad Donish va XI1X asrning ikkinchi yarmida Vozehdan keyin yashagan shoirlar hagida
ma’lumotlar beriladi.

“Tuhfat-ul ahbob fi tazkirat-ul as'hob” asarini 1945-yilda Toshkentda A.Mutallibov fors-tojik
tillidan rus tiliga tarjima gilganlar. 1956-yili bu tazkirani O‘zbekistonda xizmat ko‘rsatgan o‘gituvchi,
adabiyotshunos olim Po‘latjon domla Qayyumov Qo‘qon shahrida fors-tojik tilidan o‘zbek tiliga tarjima
gilganlar, ammo bu tarjimada biroz gisgartirishlar gilingan.

“Tuhfat-ul ahbob fi tazkirat-ul as’hob” tazkirasida ijodkorlar hagida berilgan ma’lumotlarni
mazmun jihatidan quydagi tarkibiy gismlarga bo‘lishimiz mumkin;

1 Shoirlarning tug‘ilgan joylari va yashash joylari hagida;

2. Ayrim shoirlarning yashagan joylarining geografik o‘rni hagida;

3. Shoirlarlarning ijtimoiy faoliyatlari , kasb-korlari hagida;

4. Shoirlarning shaxsiy hayotiga oid vogealar haqida;

5. Muallif tomonida ijodkorlar ijodiga shaxsiy munosabatlar;

6. Shoirlarning o‘zaro adabiy aloqgalari hagida;

7. Shoirlarning insoniy fazilatlari haqida;

8. Shoirlarning asarlari hagida, shuningdek, davr ijtimoiy-siyosiy va madaniy hayoti hagidagi
ma’lumotlar.

“Tuhfat-ul ahbob fi tazkirat-ul as’hob”ning aniglangan 15 ta nusxasi, dunyodagi turli qo‘lyozma
fondlarida saqlanmoqda. Bulardan 10 tasi O‘zbekistonda, 2 tasi Sant-Peterburgda, 3 tasi Tojikistondagi
go‘lyozmalar fondida saqlanmoqda.

Xulosa. Xulosa qilib aytadigan bo‘lsak, Qori Rahmatulloh Vozehning hayoti va ijodi to‘liq
o‘rganilmagan. Tojiklar ushbu ijodkorni o‘zlarining shoirlari deb sanashadi, biroq Vozeh Buxoro farzandi
bo‘lib, O‘zbekistonlik ijodkordir. Bugungi kun yoshlariga Vozeh ijodini tanishtirish esa, biz kabi
tadgiqotchilarning bosh magsadidir.
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GO‘ZAL BEGIM 1JODIGA BIR NAZAR

Annotatsiya. Hozirgi adabiy jarayon gizg‘in, boy ijodiy muhitni boshdan kechiriyapti. Ham
nasriy, ham nazmiy izlanishlar bugungi kitobxonning diggat markazida. Badiiy tafakkurdagi o‘zgarishlar
istiglol davri she’riyatida ham o‘z ta’sirini o‘tkazyotganligi seziladi, albatta. Ushbu magolada o‘zining
betakror she’rlari bilan o‘zbek she’riyatida munosib hissa go‘shib kelayotgan, iste’dodli shoira, tarjimon
Go‘zal Begim ijodiga nazar tashlaymiz. She’rlarining o‘ziga xos jihatlari, badiiy tasvir vositalaridan
foydalanish mahorati, sarlavha tanlashi, so‘z qo‘llash kabi masalalar tadgiq etilgan.

Kalit so‘zlar: Hozirgi adabiy jarayon, she’riyat, modern adabiyoti, sarlavha, badiiy
tasvir,mahorat,uslub.

AnHoTauusi. CoBpeMEHHbBIN JTUTEPAaTYpPHBIA MPOLIECC NEPEKUBACT HAPSHDKCHHBIN, HACHIIICHHBIN
TBOp‘ICCKI/Iﬁ mpounecc. 141 IMPO3anvYeCKUEC, U MOITUUCCKUC UCCIICAOBAHUA HAXOOATCA B LICHTPEC BHUMAHUA
CCrOAHAIIIHETO YHUTaTCIIA. U3menenus B XYAO0XKCCTBCHHOM MBIIUJICHUN OKa3aJ BJIWAHHUC Ha IIO033UIO
[IEPUOJIa HE3aBUCUMOCTU. B 3TOH cTarbe Mbl JaéM OLEHKY TBOPYECTBY TAJIAHTIMBOM IO3TECCHI H
nepeBoauuupl I'yzan berum, BHecuield CBOMMH MO3THYECKHMH MNPOU3BEICHUSMH JOCTOMHBIA BKJIaa B
y30C€KCKyI0 1033ui0. M3ydeHbl cBoeoOpasue ero CTHUXOB, MAaCTEPCTBO MCIIOJIb30BAHUS CPEJICTB
XYJOKECTBEHHOTO M300paKeHHs, BEIOOpa Ha3BaHHM, CIIOBOYIOTPEOICHNSI.

KaioueBble cioBa: COBpeMeHHLIfI J'II/ITepaTypHHﬁ mponecc, 1mno33usd, COBpEMCHHAA JIUTCpaTypa,
Ha3BaHWe, XyI0’)KECTBEHHBII 00pa3, MacTepCTBO, CTUIIb.

Abstract. The current literary process is experiencing an intense, rich creative process. Both
prose and poetic research are in the focus of today's reader. Changes in artistic thinking have had an
impact on the poetry of the independence period. In this article, we pay tribute to the work of the talented
poetess and translator Gozal Begim, who has been making a worthy contribution to Uzbek poetry with
her poetic works. The specific aspects of his poems, the skill of using artistic image tools, the choice of
titles, and the use of words have been studied.

Keywords: Current literary process, poetry, modern literature, title, artistic image, skill, style.

Kirish. Istiglol davri she’riyati inson ruhiyatining eng nozik gatlamlarini badiiy tasvirlashga
intilib, buning uddasidan chigib kelmoqgda. Aynigsa, bu borada faol ijod gilgan va gilayotgan ayol
shoiralarning hissasi katta bo‘ldi. Zulfiya Isroilova, Halima Xudoyberdiyeva, Oydin Hojiyeva, Gulchehra
Jo‘rayeva, Qutlibeka Rahimboyeva, Enaxon Siddiqova, Farida Afruz, Ibodat Rajabova, Zulfiya
Mo‘minova, Halima Ahmedova, Zebo Mirzo, Nodira Afogova, Dilorom Ergasheva, Laylo Sharipova,
Hosiyat Rustamova, Guljamol Asgarova, Go‘zal Begim kabi katta va o‘rta avlod vakillari izidan, Nargiza
Odinayeva, Go‘zal Ro‘ziyeva, Nurxon Elmirzayeva, Mehrinoz Abbosova, Kumush O‘sarova, Gulurux
Xudoyorova, Madina Norchayeva, Tillaniso, Baxtiniso Mahmudova, Malika Tavfig, Iroda Umarova kabi
yangi iste’dodlarning yetishib chigayotganligi quvonarli hol, albatta. Mustaqillik yillarida aynigsa,
adabiyot maydonida ularning faolligi yanada oshdi. Nafagat intim lirikaning, balki ijtimoiy lirikaning
ham o‘ziga xos unsurlari, ayollarga xos nafosat bilan she’riyatimiz sahifalarida jarang sochdi. Bugun
ularning ijodi tadqiqot obyektiga aylanayapti. Nigora Xaytaliyevaning “Hozirgi o‘zbek lirikasining poetik
xususiyatlari (90-yillar ayollar she’riyati misolida)”, G.Umurovaning “Zulfiya badiiy olami va poetik

maktabi”, Nigoraxon Saloxiddinovaning “Hozirgi o‘zbek ayol ijodkorlar she’riyatida poetik obraz va
I —
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uslub masalasi (Zulfiya Mo‘minova, Zebo Mirzo, Halima Ahmedova, Farida Afro‘z she’rlari misolida)”,
Maftuna Xalovaning “Hozirgi o‘zbek ayollar she’riyatida qgalb tasviri va talgini (H.Xudoyberdiyeva,
H.Ahmedova, Z.Mirzo ijodi misolida)” kabi bir qator tadqiqotlar fikrimizni dalillaydi.

Asosiy qgism. “Bugungi o‘zbek she’riyati kechagi she’riyat emas, balki o‘zining ko‘pgina,
xususan, shakliy-mazmuniy mundarijasiga ko‘ra yangilangan poeziyadir”, — deb yozadi adabiyotshunos
Ulug‘bek Hamdam. Aynigsa, modernizm ogimi bu boradagi yangilanishlarda o‘ziga xos yangi hodisa
bo‘lganligini ta’kidlaydi. “Hozirgi o‘zbek she’riyati ifoda usuliga ko‘ra taxminan quyidagicha ko rinishga
ega: an’anaviy; xalgona (folklor an’analari doxil); modern; aruz; sinkretik. Ammo ta’kidlash joizki,
dunyoni estetik-badiiy talgini bobida, asosan ikkita kuchning musobagasini kuzatish mumkin: bu —
an’anaviy va modern ogimlari o‘rtasidagi bellashuv. (Bunday musobaga hamisha bo‘lgan, aslida, va u
yaqin tariximizda, masalan, “an’ana va novatorlik” deb atalgan). Nima bo‘lganda ham, keyingi 20-25 yil
mobaynida jamiyatda yuz bergan o‘zgarishlar zamonaviy o‘zbek she’riyati giyofasiga jiddiy ta’sir
ko‘rsatgani bor gap. Tashgaridan “keltirilgan” ogimlarning ta’siri esa allagachon umrini yashab bo‘ldi.
Zotan, hayot — barcha yangilanishlar manbai, sarchashmasi [8, 4]!

Chindan ham, hozirgi adabiy jarayon shakliy, janriy, uslubiy, g‘oyaviy jihatidan yangilanib
borayapti. Hayotimizda kechayotgan azim o‘zgarishlar tufayli nafagat she’riyat, balki butun boshli
adabiyotimiz mafkuraga xizmat gilishdan qutilib, o‘zining azaliy o‘zaniga tushib bormoqgda. Boshgacha
aytganda, shoir ko‘ngilni she’rga solishga kirishdi. Mustagillik davri she’riyati hagida fikr yuritganda o‘z
davrini o‘tab bo‘lgan g‘oyalardan, mavzulardan ko‘ra, inson ko‘ngil kechinmalari, hissiyotlari, orzulari va
dardini kuylash boshlandi. Halima Xudoyberdiyevaning

Onaginam!

Dorilamon kunlar keldi, shafaglari ol,

Qayon bogsang, shaylanishlar va sozlashlar tor.
Olcha gulin ko‘zlaringga surtasan behol:

“Bu kunlarga yetganlar bor, yetmaganlar bor”, —

Satrlarini o‘qib, mustaqillik shukronasi, xalgning orzu niyatlari bilan bog‘langanligini ko‘rish
mumkin. Shoiraning lirik gahramoni ko‘nglidagi ilohiy, intizomiy tuyg‘u bilan atrofda kechayotgan
vogelikka munosabati mahorat bilan tasvirlanadi.

“Bularning hammasi yaxshi. Fagat kutilmaganda masalaning boshga bir girrasi yuz ko‘rsatdi.
Shoir haddan tashgari o‘z olami bilan band bo‘lib, atrofni, jamiyatni bir qadar “unutdi”. Shoir uchun o0°z
subyektiv olamigina birlamchi hagigatga aylandi. Bu esa she’riyat maydonining torayishiga olib kelgan
jiddiy sabablardan biri. Boshga yogdan esa shaklga qattiq mehr bog‘lagan shoir adabiyotni o‘yinga
aylantirish payiga tushdi. “Haqiqiy adabiyot, chinakam she’r bu yuksak san’atdir”, degan shior ostida ijod
giluvchilar soni bir muncha ortdi. Bunday tutim ham ma’lum ma’noda she’riyatning ziyoli-ijodkorlar,
bo‘lajak filolog-talabalar, mutaxassislar va muayyan giziquvchilar doirasida ko‘proq o‘qgilishiga olib
kelmoqgda. Tursun Ali, Abduvali Qutbiddin, Bahrom Ro‘zimuhammad, Faxriyor, Aziz Said, Go‘zal
Begim kabi o‘zbek shoirlari (dunyogarashlari, iste’dodlari va uslublaridagi jiddiy farglarga garamay)
gaysidir ma’noda shu umumiy yo‘nalishning ko‘zga ko‘ringan vakillaridir” [ 8, 5].

To‘g‘ri, yuqoridagi fikrlardan shunday xulosaga kelish mumkinki, gaysidir shoirlar ijodida
an’anaviy yo‘nalish saglanib qolgan bo‘lsa, qaysidir birida shakliy o‘zgarishlar yoki sinkretik yo‘nalish
tanladi. Go‘zal Begim ijodini kuzata turib G‘arb va Sharq an’analarini muvofaqgiyatli sintez gilgan
modern yo‘nalish tanlanganligini guvohi bo‘lamiz.

Qalb va tafakkurini charxlaydigan, inson ruhiyatining eng nozik ko‘z ilg‘amas jihatlarini
tasvirlaydigan, she’rlarida hech kim ilgari surmagan g‘oyalarni, hagigatlarni, o‘zining maslagiga
aylantirgan, to‘siglardan chekinmay yurishga undaydigan, shu bilan birga sodda, samimiy tuyg‘ularni
galamga oladigan bugungi adabiy jarayonning eng ko‘zga ko‘ringan, adabiyotshunoslarimiz ta’biri bilan
aytganda, modernistik yo‘nalishda ijod gilayotgan shoiralarimizdan biri Go‘zal Begimdir. Shoiraning
“Sukunat jarangi”, “Uchayotgan yaproq soyasi”, “Shabada qirg‘og‘i” , “Yoki” nomli she’riy kitoblari
chop etilgan. Hamda “O‘zbek modern she’riyati”, “Yoshlar kitobi”, “Anor” (Moskva, 2008) kabi
to‘plamlarida she’rlari e’lon gilingan. Go‘zal Begimning ijod namunalari rus, ingliz va qozoq tillariga
tarjima gilingan.
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Shoiraning sarlavhasidanoq o‘quvchilarni o‘ziga tortadigan “Aylanishga taklif giladi shamol”,
“Yuragingga uzoq yo‘l bosib keldim”, “Bunchalar uzundir qoshim orasi” , “Uchib kelayotir janubdan
so‘zlar”, “Tomirga atirgul chizadi qonim”, “Men bahorni kutdim”, “Singan fikr chizgilari” “Ko‘z yosh-la
uchadi osmonda qushlar”... kabi bir qancha she’rlari galbimizga eng hayajonli onlarni olib kiradi.

Go‘zal Begimning dastlabki “Sukunat jarangi” kitobi haqgida shoir Bahrom Ro‘zmuhammad
shunday yozadi: “An’anaviy she’riyatga ko‘nikkan nazm muxlisi uchun milliy adabiyotimiz ichida rang
talashayotgan modern she’riyati gayritabiiy tuyilishi anig. Birog hozirgi zamon G‘arb she’riyatidan
boxabar she’rxon bu borada hech taajjublanmaydi. Sababi shundaki, biz yangi sanayotgan to‘lginlar
allagachon G-‘arbda eskirib, boshga ogimlar orasida bilinmaydigan darajaga yetgan. Xo‘sh, modern
she’riyatining yangiligi nimada o‘zi? Bu yangilik modern she’riyatining faqgatgina inson shuuriga
tayanishi bilan izohlanadi. Modern she’r o‘quvchi ongiga muayyan ma’no tashimaydi, uning kayfiyatiga
turli taraflardan ta’sir o‘tkazadi, xolos. Demak, modern she’riyati gonun-qoidalari “Shoir nima
demogqchi”, “G‘alati-ku bu?” qabilidagi savollarga o‘rin goldirmaydi, zotan, modernizmning mohiyatida
o‘sha “g‘alatilik” bor. Yosh shoira Go‘zal Begim she’rlari ana shu jihatdan o‘zini oglaydi. Shoira ruh
kengliklariga o°zicha sayr giladi, nimalarnidir izlaydi, topmoqchi bo‘ladi” [3, 4].

Yuraginggacha

juda uzoq yo°l bosib keldim.
pastlab uchgan uchoq ganoti
orzularga tegib o°tgani kabi

Go‘zal Begim “Dordagi ayol yuragi” maqolasida Halima Xudoyberdiyevaning muhabbat
mavzusidagi she’rlari boshgalarnikidan farq gilishni yozadi. Ya’ni lirik gahramoni ichki giyofasi jim
iztirob chekishning, jim yuksalishning sadolarini yuragimizda akslantiradi, deydi. Holbuki, bunday
o‘xshash jihatlar Go‘zal Begim ijodida ham ko‘zga tashlanadi.

men esa tegmay o‘tib ketdim
chap qobirg‘ang ostidagi asotirlarga[ 12]

“Muhabbat — inson mavjudlik muammosining yechimidir”, — deydi nemis faylasufi Erix From.
Azaliy mavzu yangi ma’no va mohiyat bilan boyitilgan. Inson galbiga kirish, muhabbatni qozonish juda
uzoq va mashaqqatli yo°l. Orzularga tegib o‘tgan uchoq ganotida, bor-yo‘g‘idan, orzulardan, umidlardan
nainki kechib, ayol kishi odamning chap qovurg‘asidan yaralgan degan asotirlarga e’tibor garatmay
yuragingacha uzoq yo‘l bosib keldim, deydi. Shu misralar orqali “Qisasi Rabg‘uziy” asarining “Odam
alayhissalom” gissasidagi Momo Havoning yaratilish voqeasiga ishora gilinadi [13, 6].

“... Men bayramlar kutdim, taqvim ko‘rmagan”,
Bir bogishdek top-toza g‘urur” [2, 12].

ljodkorning diniy, tasavvufiy garashlari ham o‘zgacha. She’rning nomlanishidan shu mavzuda
bo‘lsa kerak degan she’rxon, mazmundagi, tag matndagi fikrdan uyg‘oq tortadi. Botiniy ma’no
reallashadi. “Men bahorni kutdim” she’rda tagvimda uchramaydigan bayramning o‘zi yo‘qligi kabi
mulohazalar bildirib, chin e’tigod, maslak, iymon, vijdon bayrami taqvimda yo“qligi hagida so‘z yuritadi.
Bu bayram haqiqiy musulmon odamlar nishonlaydigan Hayit bayrami ekanligi qalamga olinadi. “Toza
g‘urur” istiorasi esa misraning ta’sirchanligini oshirgan.

Men hayitlar kutdim, ilhag, intizor,
Bosh go‘yib Qadrning ilklariga.

Bir kun gaytajakman yorug* olamga
Osilib bahorning kipriklariga.

Men hayitlar kutdim.

Shoira asosiy urg‘uni she’rning yakuniy satri xulosasida ifodalaydi.

Go‘zal Begim ijodida xalg og‘zaki ijodining ham kuchli ta’siri borligi seziladi. Uning “Tilsim”
she’rida:

Menga sirli ko‘zgungni ber, enajon,
Tarog‘ing-la sochimni o‘r, enajon,
Ko‘ngil esa mo‘jiza der, enajon,
Bag‘ringni in’om et, Tilsim [3, 5].
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“O‘zbek tilining izohli lug‘ati”da tilsim arabcha “tumor, sirli, maxfiy yozuv, sir” ma’nolarini
beradi [11, 245]. Xalg ohangiga xos gofiyalanish, syujet, motiv va obrazlardan foydalanib, mo‘jizalarning
borligiga ishonadigan giz tilidan yozilgan. Butun olam (asosan, ko‘ngil nazarda tutilmogda N.N)
sirlaridan voqif bo‘lmog uchun nahangning yutishiga ham tayyor. Keyingi satrlarda,

Dev og‘a, yelkangga ola gol meni,
Parilarga hamroh gila qol meni,
Kaftingda sirli gul gila gol meni,
Bag‘ringni in’om et, Tilsim.

She’rda shoiraning dev, pari kabi mifologik obrazlarga ham murojaat etganligi kuzatiladi.

Shoir Shavkat Rahmon she’riyatida keng kuzatilgan va boshga shoirlar ijodida uchramaydigan
o°ziga xo0s bir xususiyati bor. Aksar she’rlarida har bir bandning birinchi misradagi satrlardan tashgari
kichik harflar orgali ifodalash yoki so‘zlarni ketma-ket satr sifatida kichik harf orgali ishlatish. Bandlarni
alohida-alohida emas, yaxlit umumiy tarzda shakllantirish. Go‘zal Begim ijodida ham bunday ko‘rinish
ko‘p bor kuzatiladi.

Men

ming so‘zli boyman

garab turar menga

ming go‘yli boylar

xarid gilmog uchun Dard xazinamni
daraxt o‘stiraman so‘zlardan

yulduzlarni yasantiraman

guldor mixlar sug‘uraman osmon togidan
oy oynasi gamashtirar dilimni
derazamning pardasi uchib ketyapti

kun ortiga o‘tib boryapti gullar

ming yamoq ko‘nglimdan

uchib-uchib chigar

ming ganot so‘zlar...[ t.me/guzalbegim_blog]

Ming go‘yi bor odam boy emas, balki ming sozi bor odam boy ekan. Bu boylik dardni aritadi,
ming tilim bo‘lgan ko‘ngliga darmon bo‘ladi, galb oynalaridan g‘uborlarni yo‘qotadi, daraxtlarga quvvat
beradi, xullas ma’naviy boylik insonni har ishga godirligini ifodalaydi.O*zligini topishga yordam beradi.

Modern adabiyotda odamning ichki olami birinchi o‘ringa qo‘yiladi. Asardagi barcha narsa:
ramzlar, vogealar tasviri, so‘zlar, musiqiylik fagat odam ruhiyatini ochishga garatilishi kerak degan
garash bu yo‘nalish vakillari tayanadigan bosh tamoyildir. ljodkorning shaxsiy kechinmalarga tayanib,
uni o‘ta shaxsiy yo‘sinda ifoda etgani uchun ham modern she’riyat ommaviy bo‘la olmaydi, buni u hech
gachon da’vo ham gilmaydi. Modern adabiyotning gahramonlari vogea jarayonida emas, mushohada,
kechinma asnosida ko‘rsatiladi. Xuddi shu jihatdan ham modern she’riyat namunalarining
ommalashishiga yo‘l qo‘ymaydi”, — yozadi tadgiqotchi M. Yo‘ldosheva [14, 1].

Darhagiqat, badiiy tasvir teranlashuvi va inson ruhiyati gatlamlarini nozikroq idrok etish malakasi
oddiylikni hazm gilolmaydi. Zotan, tajriba va an’ana sintezi mohiyat chuqurlashuviga keng yo‘l ochadi.

O‘ylarimga oq tushdi

Tunlar g‘ichirlab tinmas

Xayolim — pechakgul

Chirmashar oyog‘ingga
Shudringlarning labida
Lablarimning og‘ringan izi [1,38].

XX asrning oxiri hamda mustaqillik davri o‘zbek she’riyati yangicha tamoyillar asosida boyib
bordi. Jahon va mumtoz adabiyot an’analari ta’sirida yangi poetik shakllar kirib kela boshladi. Ushbu
badiiy shakllar ijodkorlarning shakliy-uslubiy izlanishlari natijasida yuzaga keldi. Binobarin,
adabiyotshunos N.Rahimjonov ta’kidlaganiday: “An’anaviy janrlardan tashgari, ya’ni mavzu
problemalariga ko‘ra tasniflanuvchi ijtimoiy-siyosiy, peyzaj, ishg-muhabbat lirikasi yo‘nalishida sonet,

ikkilik, fard, uchlik xokku, tanka, oktava, beshlik, oltilik, sakkizlik singari poetik janr va shakllarda ham
[ e
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e’tiborli izlanishlar jarayoni kechmoqda” [6, 66]. O‘zbek she’riyatida ham ana shu she’riy shakllar (birlik,
ikkilik, uchlik... kabi)ga murojaat ko‘payganligini ko‘rishimiz mumkin. Adabiyotshunos N.Jabborov esa
shu davr she’riyatiga xos xususiyatlar hagida to‘xtalib, ularni quyidagicha tasnif giladi: 1) zamonaviy
mavzularni ko‘hna aruzda ifodalashga intilish; 2) she’riyatda xalqona ohanglarga ehtiyojning ortishi; 3)
poetik shakldagi yangilanish; 4) poetik obrazdagi yangilanish [4, 304]. Hagigatdan ham, shoir an’anaviy
shaklda yozadimi, badiiy shaklni ozgartirib birlik, ikkilik, uchlik singari she’riy shakllar asosida fikrni
ommaga yetkazmoqchimi, yuzaga chigayotgan mazmunga alohida e¢’tibor garatmog‘i lozim. Shakl va
mazmun birlashsagina mukammallik ortadi. ljodkor ganday she’riy shakllardan foydalanmasin, mavzu,
g‘oyaning originalligi ahamiyatli hisoblanadi. Iste’dodli ijodkor Go‘zal Begim ijodidagi ikkiliklar shu
jihatdan e’tiborga loyiqg.

Go‘zal Begim ijodida keng uchraydigan she’riy shakllardagi o‘zgarishlar misralarida aks etadi.
Go‘zal Begim o‘zaro gofiyalanmaydigan ikki misra she’rlarni sachratqgilar deb nomladi. Bu she’riy shakl
ixcham “oq she’r” dir, ya’ni barmoq vazniga xos bo‘g‘inlar tengligi, turoglar bor, lekin gofiyadosh so‘zlar
go‘llanmaydi. “Modern she’riyat ko‘rinishlariga o‘xshab tinish belgi ishlatilmaydi, chunki tinish belgi
xayolning sarhadsiz maydoniga to‘siq bo‘ladi deb hisoblashadi. Sachratgida ruhiyatning oniy holati
galamga olinadi. Qofiyalanishi a-b tarzida. E’tibor beradigan bo‘lsak, qolgan “ikkilik”lardan farqgli
ravishda Go‘zal Begimning “sachratqi”larida qofiya yo‘q. Chunki bu she’rlarda ruhiyatning oniy
holati tasvirlangan” [5, 15].

Oc‘tayotib daraxt tagidan (4+5)
Osmon haqda o‘yladim birpas (4+5)
Bu she’rning asosida “Nega daraxt osmonga talpinib o°‘sadi?” degan falsafiy savol yotibdi.
Bir pas oy hagida xayolga toldim
Xayol qutisini sindirib shunda

Xayolning sarhadsiz maydoniga to‘siq bo‘lmasligi uchun bu she’rida tinish belgilarini ham
ishlatmaydi. Bunda lirik gahramon oy hagida o‘ylash uchun xayol qutisini sindiradi. Chunki fagat oyni
o‘ylash uchun qgolgan xayollarni — xayol qutisini sindirish lozim, xuddi nafsni sindirgan kabi. E’tibor
beradigan bo‘lsak, qolgan “ikkilik”lardan fargli ravishda Go‘zal Begimning “sachratqi”larida qofiya
yo‘q. Chunki bu she’rlarda ruhiyatning oniy holati tasvirlangan [5, 17].

Birlik, ikkilik, uchlik ... kabi she’riy shakllar bir nechta o‘zbek shoirlari ijodida uchraydi, ammo
ushub she’rlar alohida kitob holida nashr gilinmagan. Bunday ijod namunalari she’riyatimizning shaklan
va mazmunan yanada taraqqgiy etishini ta’minlaydi, albatta.

Xulosa. She’riyatda yangicha tamoyillar, badiiy-estetik ifodalarning kirib kelishi inson tafakkur
tarzining rivoji uchun xizmat giladi. Aynigsa, ayollar she’riyatiga xos bo‘lgan yana bir jihat — eng nozik
tuyg‘ularni ham kuchli pafos, ehtiros, topqirlik bilan ifodalashda ko‘rinadi. Go‘zal Begim she’riyatidagi
badiiy mahorat esa, tagmatnda falsafiylik, mushohada gilishga chorlovchi fikrning yashirin tarzda
berilishi, folklorizmlardan foydalanish, asosan, modernistik yo‘nalishning ustuvorligi kabi xususiyatlarda
ko‘zga tashlanadi.
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YOZUVCHI MAHORATI: XARAKTER VA KONTRAST

Annotatsiya. Zamonaviy o‘zbek gissachiligi dunyo adabiyoti nasri bilan hamnafas tarzda istiglol
yozuvchilari galamida individual holda taraqqiy etib bormogda. Aynigsa, yozuvchining xarakter yaratish
jarayonida kontrast usulidan foydalanishi o‘ziga xos individual — ijodkor uslubiga aylanib bormogda. Bu
xususiyat istiglol davri o‘zbek nasrining atogli vakili Abdugayum Yo‘ldosh nasrida ko‘zga tashlanadi.
Yoshlarning aviatsiya tizimiga, uchuvchilik kasbi qizigishlariga doir “Osmon og‘ushi” qissasi, shu
mavzudagi jahon adabiyotining namunalariga komparativistik yaqinligini gayd etish o‘rinli. Magolada
ushbu asarda xarakter yaratishdagi ijodiy yondashuvlarga oid tahlillar keltirilgan. Bu masalada kontrast,
konflikt, diniy-ma’rifiy motiv, realistik romantizmga xos o‘rinlarga mulohazalar bildirishga harakat
gilingan.

Kalit so‘zlar: kontrast, xarakter, motiv, galyutsinatsiya, okkultizm, uslub, janr, xarakter
psixologiyasi, tipologiya, ekzistensializm, realistik romantizm.

AHHOTaIlHH. COBpeMeHHHe y36CKCKI/IG pacckasbl Pa3BUBAOTCA MHAUBUAYAJIbHO B COOTBETCTBUU
C MpO30d MHUPOBOM JUTEPATYphl, HANMCAHHOM NUCATENsIMH IE€pHUOJa HE3aBUCMMOCTU. B uacTHOCTH,
HCIIOJIb30BAHUE IMHMCATCIEM METOJa KOHTpacTa B IMPOLECCE CO3JdaHuA HGpCOHa)Keﬁ CTaHOBUTCA
CBOCOOpa3HbIM WHIWBUAYaIbHBIM TBOPUYECKMM CTHJEM. OJTa OCOOCHHOCTh TPOSIBISICTCS B IPO3e
Abnykatoma KOngama, H3BECTHOTO TIPeICTaBUTENS y30EKCKOW MPO3bI eproia HezaBucuMocTH. Crenyer
OTMETUTh, CPAaBHUTENBHYIO OJIU30CTh pacckaza “OcMOH Orymn” K MHTEpECY MOJIOJICKH K aBUAILIMOHHOM
cdepe u mpodeccruu MUI0Ta COOTBETCTBYIOUIUMHE IPUMEPaMUA MHPOBOU JIUTEPATYPHI TIO JTaHHOU Teme. B
CTaTb€ aHAJIM3UPYIOTCA TBOPUYCCKUC NOAXOJAblI K CO3JaHUIO HepCOHa)Keﬁ B 3TOM IIPOU3BCACHUMH. B stom
IUIaHe TIPEANPHHATA IOMBITKA MPOKOMMEHTHPOBATH KOHTPACTHOCTh, KOH(IMKTHOCTH, PEIUTHO3HO-
HpOCBeTI/ITCJ'IBCKI/Iﬁ MOTHUB, MECTA, XapPaKTCPHLIC I PCATTUCTUICCKOI0 pOMaHTHU3MaA.

KarwueBble cjioBa: KOHTpACT, XapakTep, MOTHUB, TaJUIIOIMHAIIMS, OKKYJbTU3M, CTHJIb, *aHD,
MCUXOJIOT U XapaKTepa, TUIIOJIOT U, SK3UCTCHIHUAJIU3M, peaJII/ICTI/I‘ICCKI/Iﬁ POMAHTU3M.

Abstract. Modern Uzbek short stories are developing individually in line with the prose of world
literature, written by independent writers. In particular, the writer's use of the contrast method in the
process of character creation is becoming a unique individual creative style. This feature is evident in the
prose of Abdugayum Yoldosh, a famous representative of Uzbek prose of the independence period. It is
appropriate to note the comparative closeness of the story “Osman Oghushi” about young people’s
interest in the aviation system and the profession of pilot, to examples of world literature on this topic.
The article analyzes the creative approaches to character creation in this work. In this issue, an attempt
was made to comment on contrast, conflict, religious-educational motive, places typical of realistic
romanticism.

Keywords: contrast, character, motive, hallucination, occultism, style, genre, psychology of
character, typology, existentialism, realistic romanticism.

Kirish. Zamonaviy o‘zbek gissachiligi dunyo adabiyoti nasri bilan hamnafas tarzda istiglol
yozuvchilari galamida turli yo‘sin va ifoda shakllari bilan bir-birini takror-lamagan, individual holda
taraqqiy etib bormogda. Aynigsa, yozuvchining xarakter yaratish jarayonida kontrast usulidan
foydalanishi o°ziga xos individual — ijodkor uslubiga aylanib bormogda. Xususan, bu borada Abdugayum
Yo‘ldoshevning “Osmon og‘ushi” gissasi alohida o‘rin tutadi. Qissaning asosiy gahramonlari xarakteri
bir-biriga garama-garshi — kontrast usulida yaratilganki, real insonlar in’ikosi o‘larogq dunyoga kelgan bu
personajlar ruhiyati, tabiati, psixologiyasi, kechinmalari hayot hagigati mezonlari bilan uyg‘unlashib
ketgan. Qissa voqealar rivoji Mavlono Rumiyning “Axir “ashyo” qiymati ziddi bilan ayon bo‘ladi. Ziddi
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bo ‘lmagan narsani ta’rif etmoqlik imkonsizdir” [13], degan mashhur hikmatiga mos keladi. Mulohazalar
avvalida xarakter, kontrast tushunchalarini oydinlashtirib olish joiz. ‘“Xarakter — (yun. character-iz, belgi,
farglovchi xususiyat) — badiiy xarakter; muayyan davr va muhit kishilariga xos eng muhim umumiy
xususiyatlar bilan alohida shaxsga xos individual xususiyatlarni o‘zida uyg‘un mujassam etgan inson
obrazi. Badiiy xarakter o‘zida obyektiv va subyektiv jihatlarni birlashtiradi. Inson hayotining ijtimoiy-
psixologik realligi (bu o‘rinda Xarakterning real asosi, ya’ni uning hayotiy kuzatishlar yoki muayyan
prototip asosida yaratilgani nazarda tutiladi) badiiy xarakterning obyektiv tomoni bo‘lsa, uning ijodkor
tomonidan hissiy idrok etilishi va g‘oyaviy-hissiy baholanishi subyektiv tomonidir” [5, 352].

Kontrast esa “(fr. kontraste — keskin garama-garshi qo‘yish) — badiiy adabiyot va san’atning
boshga turlarida tasvirlanayotgan narsa-hodisalarni bir-biriga keskin garshi go‘yishga asoslangan badiiy
usul. Kontrast tasvirlanayotgan narsani bo‘rttirib, qgabartirib ko‘rsatish imkonini beradi, badiiy usul
sifatida gadimdan qo‘llanib keladi. Kontrast badiiy asarning barcha sathlarida (til, syujet, xarakter va
sharoit, kompozitsiya) namoyon bo‘lishi, unda zidlash oshkora yoki pinhona amalga oshirilishi mumkin”
[5;279].

Asosiy gism. Mazkur gissa milliy xalq hayotida kamdan-kam uchraydigan yoshlarning aviatsiya
tizimiga, uchuvchilik kasbiga gizigishlari masalasiga oid badiiy talgini bilan bog‘liq asar. Bu mavzuda
jahon adabiyotida fransuz Antuan Sent de-Ekzyuperining “Tungi parvoz”, “Harbiy uchuvchi”, “Kichkina
shahzoda”, Amerika adiblari Ayzek Azimovning “Koinot oqimlari”’, “Fazodagi mojaro”, Rey
Bredberining “Marsga hujum”, rus ijodkori Anatoliy Kaprovning “Cheksiz kemalar” singari mashhur
asarlari yaratilgan. “Osmon og‘ushi” gissasi milliy nasrimizda yuqorida qayd etilgan asarlarga hamohang
tarzda yozilgan. Muallif bir suhbatida asarning bosh gahramoni real hayotdan olingan bo‘lib, zamonamiz
gahramoni deyishlikka arzishini ta’kidlaydi [11].

Adabiyotshunos olim Abdug‘afur Rasulov: “Badiiy adabiyot jonli odamlar xarakterini yaratishi
bilan muhim, zarurdir. Har bir zamon, millat adabiyoti insonni ganday nugtayi nazardan tasvirlashi bilan
bir-biridan farq giladi. Eng gisga she’rlarda ham xarakterning nozik bir nugtasi aks etganidek, epik
asarlarda inson ruhiyati, magsadlari butunligicha tasvirlanadi” [2, 27], degan mulohazalaridan ayonki,
nasriy asarda tiynat — xarakter bo‘rtib aks etadi.

Yozuvchi gissaning bosh gahramoni — yetakchi obrazi Erali nomining mazmuniga ham ramziy
ma’no bag‘ishlagan. Erali — nomning tagmatnida: “Er” — er yigit, mard yigit, demak, hamma yumush,
barcha mashaqgatda unga teng kela oladigan navqiron g‘ayratli yigit ma’nosiga ega; “Ali” — musulmon
olamining ilohiy qudratli siymolaridan biri, to‘rtinchi sahoba Hazrat Ali ibn Abu Tolib nomiga taassub
gilib tanlangan nom gismi; demak, yozuvchi ilohiy mujdaga tayanib va umid qgilib, Hazrat Ali kabi pirga
tayangan o‘zbek o‘g‘lonining ham har ganday murakkab-mashaqgatli magsadga ham erisha olishi
mumkinligi kabi falsafiy-g‘oyaviy magsadni ko‘zlaganligini anglab olish mumkin. “Ali” nomini tanlagan
oilalar ma’naviyatida beixtiyor Hazrat Ali qudratini niyat gilish ruhi mavjud. Bu jihatning yana bir
ahamiyati unda diniy-ma’rifiy motivning mavjudligidir.

Muhokama va natijalar. Uchuvchilik kasbining egasi bo‘lish harakatlari gishlog bolalari
muhitida beixtiyor kichik harakat-o‘yinlar jarayonidan boshlanganligi gissa syujet tizimida muhim o‘rin
egallagan. Yozuvchi shunday harakat-faoliyat jarayonida bosh gahramon va obraz-personajlar hayot
yo‘llarini tasvirlagan. Erali nomida ramziy-majoziylik mohiyati o‘z mujassamini topgan. Balandlikdan
traktor balonlariga joylashib olib pastlikka dumalash bilan boshlangan vogelik gizg©in tus oladi.

“Sobir bir qo‘lini yuqoriga ko‘tarib, jo‘shib-shodon buyruqg beradi: Diggat! Ko‘zni yumish yo‘q.
Bir, ikki, uch, yetti... Ketdi!”. Balonlar kuch bilan quyiga yumalatib yuborilgach, bolalar bagir-chaqir
bilan ularning ortidan chopishadi. Olloh ko‘ngliga va niyatiga o°zi havas-maqgsad bag‘ishlagani kabi,
gishlog bolalari chinigish mashgining turli ko‘rinishlarini go‘llashdan charchamaydilar. Atrofidagi
tengdoshlari yetakchi xarakter (Erali)ning timsolini mukammallashtirish vazifasini ado etayotganliklari
e’tiborni tortadi.

“Yo‘lidagi do‘ngchalarga, toshlarga urilib, sakrayotgan balonlarning tezligi tobora oshib borardi.
Ularning ichida g‘ujanak bo‘lib ketayotgan, ko‘z oldilarida yer-u osmon shiddat bilan aylanayotgan
Usmon bilan Eraliga havas qilib bo‘lmasdi” Nihoyat ballonlar yalanglikka tushib kelgach, tezligi
pasayadi, chayqgalib maysalar ustiga qulaydi. Ularning ichidan Usmon bilan Erali gandiraklab chigib
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kelishadi. Birog hali sinov tugamagan edi. Sobir arqonni yana yerga tashlaydi:“- Yetti gadam. To‘g‘ri
o‘tgan yutadi. Boshladik!”’[6, 124].

Bunday bolalarcha xatti-harakatlar insoniy xarakter shakllanishining pillapoyalari kabi ahamiyat
kasb etgan. Yozuvchi asarga uchuvchilik kasbiga intilish mazmunini  tashiydigan adabiy detallarni:
Ajinako‘prik, samolyot, osmon, ot, ba’zi xalq o‘yinlarini olib kirgan. Shulardan biri xarakterning
shakllanish tizimini boyitadigan gishlog chekkasidagi jarlik — soy ustiga allazamon qurilgan va ancha
eskirib golgan Ajinako‘prik deb atalgan ko‘prik detali sanaladi. Darvoge, Ajinako‘prik tarixini yozuvchi
shu magsadda syujet tizimiga olib kirgan. Bundan yarim asr avval jarlik ustiga qurilgan yog‘och-
taxtalardan iborat omonat ko‘prik uzun vaqt xalg xizmatini gilganligi, bugun besh-olti chagirim pastga
zamonaviy temir-beton ko‘prik qurilgach ehtiyoj yo‘qolgani bayon etiladi. Shundan so‘ng u xarobaga
aylangan. “Tubsiz jar ustida lopillab qolgan, taxta-yog‘ochlarini o‘t-o‘simlik bosgan, shamol esgan
mahallari ojizona g‘iyqgillab go‘yadigan ko‘prik kattalarga bolalarni go‘rgitish vositasi bo‘lib qoldi: “U
tomonga borma, ajinalar bor... Ajina yig‘lab chagiradi-da, keyin seni aldab olib ketib qoladi...” va hokazo.
Alal-ogibat unut bo‘lgan ko‘prik shu vahimali gap-so‘zlarga mutanosib tarzda “Ajinako‘prik” deb atala
boshlanadi’[6, 124].

Qissa personajlari orasida yetakchi obraz Eralini ko‘ra olmaydigan, befarqg, beparvo xarakterli
personaj-obrazlar faoliyati hayotiy vogelik fonida tasvirlangan. Usmon, Sobir kabi tabiiy ichigora,
gizg‘anchiq tengdoshlari unga pand berish, uni bir baloga yo‘ligtirish payida bo‘ladi. Endi uni
Ajinako‘prik ustidan o‘tish musoba-gasiga chorlash ham ularning gora niyatining ro‘yobi uchun amalga
oshiriladi.

Yozuvchi hali bolaligidayoq garama-garshiliklarga duch kelgan Erali timsolining xarakter sifatida
shakllanish jarayonlarini hayotiy vogelik ko‘lamida, chuqur psixologik tadgiqot, kontrast poetikasi
yordamida talgin gilish yo‘lidan borgan. Hayot ziddiyatlardan iborat, shu jihatdan, asarda Erali, Tursunali
obrazlari ezgulik, yaxshilik, Usmon, Sobir yovuzlik, yomonlik timsoli ham bo‘lib keladi. Bu xususiyatlar
ularning o‘zaro muloqotlaridan ham seziladi.

“Usmon birinchi gadamini qo‘ygan palladayoq ko‘prik vahimali lopillab ketadi. U ehtiyotkorlik
bilan yurishda davom etarkan, ortiga o‘girilib Eraliga masxaraomuz qaraydi: — Marhamat, o‘rtoq!” yoki
musobaga davomida Sobirning Usmonning g‘alabasini (yana g irromlik bilan!) tantanali ¢’lon gilishi va
ko‘prikda o‘tirib qolgan Eraliga: “ — Yo yordamlashvoraylikmi, jo‘ra?” [6, 127-128] deyishida o‘tkir
kinoya, zaharli tabassum mavjud. Uning maktab o‘quvchilarining nutgida yuz berishi esa yanada
ta’sirchanlikni oshiradi.

Oyoqlari galtirab golgan Erali beixtiyor o‘tirib goladi. Eralini vahm bosib, qo‘rgib golganligini
paygagan Usmon ayni vagtda unga yanada qattiqg zarba berish kabi qora niyatini amalga oshirgani
chog‘lanadi. Gap shundaki, Erali yaxshi ko‘rib yurgan suluv giz Nafisaga boyvachcha oila vakili bo‘lgan
Usmon ham xaridor edi. U ganday qilib bo‘lsa-da, Nafisani Eralidan sovitib, o‘ziga garashga majbur
gilishiga ishonardi. Usmon shu topda, ko‘prikning narigi chetiga borib gaytayotib, o‘rtada o‘tirib golgan
Erali to‘g‘risida to‘xtab, o‘zining asl qora niyatini — alamzada iddaosini bayon giladi:

“ — Agar yana bir marta Nafisaning oldida ko‘rsam, o‘liging shu yerda qgoladi! — Shu tahdiddan
keyin u jilmayib, go‘lini uzatdi, baland ovozda so‘radi: — Yordamlashvoraymi, o‘rtoq? Erali go‘lini
cho‘zgan mahal Usmonning keskin harakati bois ko‘prik yana lopilladi. Usmon darhol go‘lini tortib olib,
atrofga alangladi va e’lon gildi: — Yog‘ochlar chirib ketibdi. Ikki kishini ko‘tarolmaydi-yov” [6; 127-
128], deya o‘zini ko‘prikdan chetga oladi. Erali esa qoladi.

Yozuvchi Usmon personaj-xarakteridagi obraz esa-da, uning o‘ta munofiq, yovuz giyofasini, ikki
yuzli mal’un bola ekanligini kuchli psixologik fonda tasvirlay olgan. Shu ma’noda, Usmon gissa
arxitektonikasida, syujet tizimida mal’unlik xarakteriga ega obraz-timsoliga ega qahramon sanaladi.

Asarda muhabbat mavzusi ham qalamga olinadi, bu jihatdan u muallifning “Sunbulaning ilk
shanbasi”, “Shoirning muhabbati”, “Ishq savdolari va gadolari” gissalariga yagin mazmunni ifoda etadi.
Bu uch gissaning tasvir-talgini, hikoya giluvchi-rivoyatchi usullari, bir garaganda, gadimgi sharqona
sevgi yoki jangnoma qissalari, hatto A.Navoiyning Shayx Sanon (“Lison ut-tayr”) yoki Farhod-Shirin,
Layli-Majnun, Bahrom-Dilorom ishg-muhabbati tasvirlariga o‘xshab ketgandek tuyuladi. Qissalarning
obraz-xarakterlar talgini, badiiy san’atlardan, arxitektonikasi, psixologik tahlillardan unumli foydalanish

borasida esa dunyo nasrining yangicha tamoyillariga mos ravishda ekanligi bilan e’tiborli. Ularda Odam
- - - -
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Ato, Momo Havodan boshlangan insoniyatning azaliy va abadiy muammosi, hayot o‘zagi va javhari
bo‘Imish ishg-muhabbat mavzusida yaratilgan. Ushbu lirik ohangdagi romantik-patetik usullarda yozilgan
gissalar muallifi jahon adabiyotining mazkur mavzudagi mumtoz namunalari bilan yagindan tanishligi
ahamiyatlidir.

“Osmon og‘ushi” qissasi g‘oyaviy-badiiy Kko‘lamida, uning kompozitsiyasida go‘llangan
ramziylik poetikasi tizimida Ajinako‘prik bilan bog‘liq ramziy talgin alohida o‘rin egallaydi.
Ajinako‘prik syujeti, uning tarixiy mazmuni yovuzlik, odamkushlikning ramziy-patetik vositasi kabi
mohiyatga ega.

Asar syujeti arxitektonikasidan o‘rin olgan Ajinako‘prik detali Erali va uning oila mubhiti blan
bog‘lig gissa g‘oyaviy tizimida alohida rol o‘ynaydi. Erali Ajinako‘prik o‘rtasida Usmondek zo‘ravon
o‘rtog‘i qutqusi bilan o‘tirib golar ekan, u go‘dak vagti otasi bilan otda shu ko‘prikdan o‘tishdagi fojiali
tarixni eslab ketadi. Yozuvchi retrospektiv usul orgali bolakay Erali hayotida sodir bo‘lgan sirli-g-alati
hodisani tasvirlaydi. Tog® ko‘chkisidan gochib kelayotgan ot Ajinako‘prikdan o‘tishga majburlanadi.
“Otasi G‘ani aka Qashqani bosh-ko‘zi aralash ayovsiz qamchilayveradi: “ — Chu! Chu deyman!”, — deya
gichgiradi. Bu zarbalarga chiday olmagan ot o‘zini Ajinako‘prikka otadi-yu, lopillayotgan osmon
ko‘prikdan toyib-surinib o‘tayotib, narigi girg‘oqqaa dtay degan mahal munkib ketadi. Haliyam G‘ani aka
Qashgadan uchib ketguday bo‘lgan Eralini jon-jahdi bilan ushlab goladi. Ot gavdasining bir gismi pastga,
tubsiz jarga garab osiladi. — Ota!” — deya zorlanadi bolakay. — Hozir, bolam, hozir! Qo‘rgma! Fagat sen
go‘rgmal...” — tinchlantiradi ota.

— G‘ani aka Qashqganing gavdasi tobora jar tomon siljib borayotganligini ko‘rib-sezib turardi. Shu
bois ota jon alpozda Eralining bilagidan changallab, ulogni ragibidan tortib olganday o‘rnidan yulgib
oladi-da, unni girg‘oqqa qarab otadi” [6; 129-130]. Erali omon qgoladi, ammo ota bevaqt vafot etadi.

Ajinako‘prik hodisasi talginida mo‘jizaviy realizm uslubiga tayanilgan. Naridan-beri qilib, zo‘r-
bazo‘r yashaydigan mehnatkash va odmi oilada bunday ko‘rgulikning sodir bo‘lishi — yaratgan sinovi
ekanligini his gilish mumkin. Uchuvchilik kabi murakkab kasbni egallashga muttasil uringan Erali
xarakterining toblanishi bilan bog‘liq bunday mikrosyujetlar gissa poetikasining muhim xususiyati kabi
e’tiborni tortadi. Asar poetikasi tarkibida gahramon ruhiy olamini tabiat hodisalarining fonida yoki
parallel usulda ochish mahorati ham qo‘llanganligi e’tiborlidir. Masalan: “Nogoh chagmoq chagadi va
Erali dahshat ichida ko‘zlari olayib quyiga shiddat bilan uchib borayotgan, ammo hamon zo‘r berib
o‘g‘lini xavfdan qutqgarishga urinib bagirayotgan otasini xayolan anig-tiniq ko‘radi. Uning “Ota-a-a!...”
deb bolalarcha gichgirgani xayoliga keladi. Hamon osmon ko‘prik o‘rtasida galt-galt titragancha
cho‘kkalab o‘tirgan, baayni gandaydir afsun izmida tubsiz jardan ko‘z uzolmayotgan Eralining quloglari
tagida “Ota-a-a!..” degan sado yangraydi. Hatto, mana shu sadoda ham o‘smir jarlikning tubsiz ga’riga,
padari huzuriga chorlovchi makkorona ohanglar bordek edi. Bu istak, bu xohish asta-sekinlik bilan uning
butun galbini, ongini o‘rgimchak to‘ridek egallab kela boshlagan sayin o°zini quyiga otmog, hammasidan
bira yo‘la qutulmog, hammasiga bira yo‘la qo‘l siltab ketmog, hammasidan bira yo‘la mosuvo bo‘Imoq
va ayni paytda barisiga birdaniga erishmoglikdek g‘ayritabiiy, ehtimolki, galbining gay bir olis
puchmog‘ida ong ostida g‘imirlab golgan, go‘rquv-vahimaga asoslangan ahd serhosil zaminga tushgan
urug‘dek nish urib, barg chigaradi, oniy soniyalarda o‘zida hosil ham bera boshlaydi” [6; 130-131]. Asar
vogeligi, syujet tizimida bu kabi bir gadar mo‘jizaviy realizm usulida talgin etilgan manzaralar ancha-
muncha o‘rin egallaydi. Bulardan bosh muddao —xarakterining hayotiy mashaqgatlar, dushman va
hasadgo‘y kuchlar qutqusidan turfa to‘siglar ichra toblanish bosgichlarini badiiy tadqiq qilish bilan
bog‘lig.

Professor Uzoq Jo‘raqulov o‘zining nazariy masalalarning teran tahlilidan iborat “Hududsiz jilva”
risolasida yozgani kabi, “ekzistensializm ta’limotiga ko‘ra, “o‘z holiga tashlab go‘yilgan”, “yaratilgan-u
unutilgan”, ya’ni mutlag “ozod” inson o‘zining mavjudligini individum funksiyasi (borligi —
ekstensiyasi) orqgali belgilashi lozim. Har ganday tashqi ta’sir (e’tigodiy, ma’naviy-axlogiy, ijtimoiy
normalar) inson-ekzistensiya tomonidan so‘zsiz inkor etiladi” [5, 5]. “Osmon og‘ushi” qissasi” yetakchi
obrazi Erali tiynati shu nazariy gonuniyat asosida yaratilganligini his etamiz. Eralining o‘zini jarlikka
otib, yaxshisi bu yovuz dunyodan xalos bo‘lishi hagidagi xayoli (ishlarining o‘ngidan kelmasligi, sevgan
gizining o‘z xasmiga turmushga chigishi, o‘gishdagi mashagqatlar sabab) uni anchagacha tark etmaydi.
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Bu manfur istak bo‘lib ko‘rinar, ammo uning makriga, jilosiga dosh bermoglikning o‘zi
bo‘ladimi? Bunday kezlarda xavotirga to‘la tanish ovoz eshitilganday bo‘ladi: “Qo‘rgmal! Fagat sen
go‘rgma!..” Ha, bu G‘ani chavandozning ovozi edi. Ovoz tobora kuchayardi. “Faqat sen qo‘rqma!” Bu
tiriklikka chorlov edi” [6, 131]. Otaning donishmand xotirasi o‘g‘ilga nomatlub niyatdan kechish
imkonini beradi. Bu ham diniy-ma’rifiylik, ya’ni ota so‘zining mugaddasligidir. Yaxshi ko‘rgan qizi
Nafisa bilan orzusidagi samolyotga minish, samolyot uchuvchisi bo‘lish hagidagi orzulari bilan
o‘rtoglashish Eraliga har nechuk tasalli berardi. Ularning bu maroqgli his-tuygular, orzular borasida
bahslashib, suhbatlar qurish asarning lirik-romantik mohiyatini belgilagan. Buning uchun yozuvchi
ularning gishlog muhitini tanlaydi. Qissada maktab o‘quvchilarining pokiza (xayrli yakunlanmagan)
muhabbati go‘zal tasvirlangan. Bu o‘rinda ham kontrastning yorgin ifodalari yuz beradi.

Bir safar Usmon Ajinako‘prikka borib, uchuvchilik mashgini bajarayotganida uni jarga itarib
yubormogqchi bo‘lib ham qora niyatiga yetolmaydi. Erali o‘sha tobda osmonda uchib o‘tayotgan yakka
samolyotni ko‘rib, uning quvonchidan kuch olib vaziyatdan chigib ketadi. Tushkunlikka tushgan
paytlarda chavandoz otasi bilan halok bo‘lgan otini ham eslaydi. O‘shanda ot jarlikka qulamaslik uchun
ko‘p harakat gilgan edi. Samolyot, ot detallari bolaga ruh, hayotga muhabbat bag‘ishlaydi. Professor
Y.Solijonov: “Detal syujetni harakatga keltiruvchi motor hisoblanadi. Xarakterning o‘ziga xosligi ham,
gahramonning ichki olami ham, tashqgi giyofasi ham, vogealar rivoji ham, fikrning tinigligi ham,
syujetning taranglik kasb etishi ham — barchasi ana shu detallar orgali amalga oshadi hamda ta’sirchan va
ishonarli chigadi. Buni yaxshi tushunadigan har ganday san’atkor asarida vogealarni detallashtirib bayon
gilishga alohida e’tibor beradi” [4, 207] mulohazalari detal mazmunini ochiglaydi. Darhagigat, mana shu
jinat Abdugayum Yo‘ldoshning hikoya va gissalarida badiiy ifodasini topgan. Muallif har bir detalga
alohida mantiq va shakl boyitilishi tarzida yondashadi.

Asarda otaning “Qo‘rgma! Fagat sen go‘rgmal...”, “Fagat sen qo‘rgmal...” jumlasi shu tarzda
yetti marotaba qo‘llanadi. Bu nutgiy detaldir. Hammasi Erali uchun ziddiyatli paytlarda ishlatilgan. Xalg
orasida “otamning piri qo‘llasin”, “otamning duosi qo‘llasin” degan muqaddas tushunchalarga mos yetti
gaytariq otaning o‘g‘ilga daldasi, duosi, oq yo‘lining ramziy tajassumidir.

“Osmon og‘ushi”’da qahramonlararo konflikt ham qabariq aks etgan. Eralining xarakter tadrijida
bu jihatda guvoh bo‘lamiz. Dastlab, maktab vyillari Sobir, Usmon kabi ko‘rolmas “do‘stlar” bilan
o‘rtadagi ziddiyat, ikkinchidan, aviatsiya bilim yurtida bir necha kursdoshlari bilan o‘zaro ragobatlar,
imtihonlardan yigilish, gonigarli baholar bilan zo‘rg‘a o‘tish, domlalardan gap eshitishdagi mashaqgatlar,
nihoyat, endi hammasi yaxshi bo‘ladi, deya harbiy uchuvchilik bo‘limiga ishga o‘tgan yigitning
ishxonada doim Eraliga xezlanib gapiradigan Tohir, uni umuman ko‘rolmaydigan Nodir kabi obrazlar
bilan ragobat gilishga majbur bo‘ladi. Ular bilan bir necha bor mushtlashadi. Yoki oila tirikchiligining bor
bisoti — sigirining go‘shtga topshirilishi sabab Farmon fermer bilan bo‘lgan janjallar, bug‘doy o‘rog‘i,
paxta terimi davridagi mashaqqatlar, yolg‘iz ona — Oygul xola va opasi — Gulzodaning Eralini o‘gitish
uchun chekkan zahmatlari asarda yuksak psixologik tasvir bilan ifodalangan. Bu jihat badiiylikning
muhim xususiyatlaridan biridir. Adabiyotshunos H.Umurov ta’kidlaganidek, ‘“Xarakter va uning
psixologiyasi tahlili adabiyotning kamoloti, yozuvchining mahorati darajasini belgilovchi bosh omildir”
[10, 49].

Qissada oilaning osh-gatig‘iga yarab turgan sigirdan ayrilishi va bunga Eralining aybdor sanalishi
ta’sirli bayon etilgan. Xabarni eshitib, onaning go‘lidan pagir tushib, o‘tirib golishi, Gulzodaning telbavor
ahvolda “Molga garamagansan! O‘ynab yurgansan! Cho‘milgansan!” deya urishib ketishi shunday
tasvirlanadi. “Oygul xola izillab yig‘lab kelib gizning go‘liga yopishdi, uni mahkam quchoglab oldi: —
Qo‘y! O°ldirib go‘yasan ukangni! Gulzoda jununvash giyofada faryod chekdi: O‘ldiraman! U avval
boshlab bizni o‘Idirdi (ya’ni tirikchilik manbaidan ayirdi, ta’kid — F.N.). Endi uni o‘ldiraman! Gulzoda
shu holida onasining quchog‘idan chigdi va bo‘sh pagirni daranglatib ukasining duch kelgan joyiga ura
ketdi. Erali chidab turolmadi — ho‘ngrab yig‘lagancha tiz cho‘kib, bosh egdi: — Uring! O‘ldiring meni,
opa! Men aybdorman! Men... men... fagat men... uring meni, opa... uring... o‘ldiring... ”. Tuyqus
Gulzoda pagirni otib yuborgancha, bo‘zlab yig‘layotgan ukasini mahkam quchib oldi. Opaning
ko‘zlaridan ham shashqator yosh oqardi. Bolalarining boshida karaxt ahvolda turib golgan Oygul xola,
ojizona ma’rayotgan buzogcha bu manzaraga yanada alam, umidsizlik va chorasizlik bag‘ishlayotgandek

edi” [6, 140-141]. Parcha yuqorida keltirilgan ilmiy mulohazaga mos keladi. Qolaversa, shu vogelik ustoz
- -
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adib A.Qahhorning “O‘g‘ri” hikoyasida ho‘kizi yo‘qolgan Qobil boboning oilasini, uni ovvora gilgan
mingboshi esa Farmon fermer timsoliga, “Bemor”dagi faqir oila tasviriga uyg‘unlikni sezishimiz
mumkin. Opaning jon kuydirishi esa bu ro‘zg‘orning turmushida uning ham ona kabi muhim roli
borligidan dalolat bersa, Erali igrori yosh bo‘lsa-da xatosini tan oladigan mard yigit obrazini yuzaga
chigaradi.

Qissada gishlog muhiti, hamma joyda bir xilda to‘kin hayotning mavjud emasligi, tirikchilik
mashaqgqatlari ham matnosti mazmunidan anglanadi. Bir necha o‘rinda keltirilgan “Hayot davom etardi.
Yashash kerak edi” jumlasi bunga asosdir.

Bu gissaga hamohang ruh L.Bo‘rixonning matbuotda ko‘p bahs etilgan “Olish qo‘rg‘on fugarosi”
gissasida mavjud [1, 3-67]. Asar favqulodda vogealarga boyligi, badiiy xronotopning mukammalligi,
ramziylik va adabiy detallarning sezmazmunligi, xalq ogzaki ijodi tasviriga moyilligi va muallif ifoda
uslubi jihatidan o‘ziga xos asar. Unda o‘z gishlog‘iga ko‘ngil go‘ygan No‘mon ismli bolaning ko‘ngil
go‘rg‘onidagi kontrastlar, o‘smir yigit psixologiyasi, o‘rtoglaridan kulgiga golsa ham, ertangi kunga
ishonchini yo‘qotmagan mard, to‘g‘riso‘z bola obrazi gavdalanadi. Oz galbining, tug‘ilgan go‘shasining,
o‘gigan kitob-u dostonlarining ta’sirida yuradigan, ulardek gahramonliklar bajarishga intilgan bola
xarakteri aks etgan. Uning otasi — Qulmurod bobo siymosida shoshqgaloqg, behafsala, giziggon, ayni
paytda gat’iyatli, hayotga rost bogadigan odam timsoli gavdalanadi. Muallif gissada ota-bola obrazini
savqi tabiiylik bilan, jo‘n usulda puxta tasvirlaydi. Vogelik folklorning ertak va dostonlariga o‘xshab
ketadi. Bosh gahramon bir necha marotaba uchuvchi bo‘lish hagida xayollar suradi. Bu gissa mazmunini
boyitgan.

Shu tarzda “Osmon ogushi”da olis qishlogdagi bir o‘zbek xonadonining hayot tarzi asarda
mahorat bilan aks etgan. Qissada Eralining, hali maktab o‘quvchisining sohir xayollarida samolyotlar,
uchuvchilik tasavvurlari gayta-gayta jonlanishi, yigitchaning bu olamga jiddiy mulohazalar bilan
yondashishi chuqur psixologik tasvirlar fonida ko‘rsatilgan. Mana, masalan, go‘dak xayoliy-fikri
meditatsiyasining mazmunan ifodasi: “Baribir bu “temir ganot”larning boshqacha mehrigiyosi bor-da.
Ularni kuzatmaslik, ulardan hayratlanmaslik mumkin emas. Hayotda bitta ignani suvga tashlasang,
cho‘kadi-ketadi. Bu yerda esa tonna-tonna temir hech zo‘rigmasdan, ukpar misoli havoga ko‘tariladi,
bulutlar bag‘rida sayr etadi. Mo‘jiza emasmi bu? Inson agl-zakovati cho‘pchakni hagigatga
aylantirishining isboti emasmi bu?.. Shularni boshgarayotgan odamlarning ham armoni bormikan?..” [6,
138].

Parchada kattalar-da, ba’zan shu soha egalari ham anglab olmaydigan jihatlar, ya’ni fazoda
ma’lum kuchlar borligi — okkultizmning tipik holati, shuningdek, psixologik pafos yuzaga chigadi. Bu
bola xarakteri shakllanganligining tasdig‘idir.

Tadqiqotchi R.Zaripova maqolalaridan birida: “Abdugayum Yo‘ldoshev asarlaridagi gahramonlar
timsolida o°zligida bo‘lgan xatoliklarni yengishga harakat qilayotgan shaxslarni ko‘rishimiz mumkin”
[12], degan mulohazasi No‘mon uchun mos keladi. Qissada shuncha giyinchilik va mashagqatlarga
garamay, muntazam harakati, egallagan chuqur bilimi, kasbga sadogati hamda harbiy operatsiya paytida
ko‘rsatgan ulkan jasorati sabab leytenant Erali G*aniyev hukumat farmoniga ko‘ra “Jasorat” medali bilan
tagdirlanadi. Bu vogelik kitobxonda havas va ibrat paydo giladi.

Xulosa. Mohiyatan ulkan fransuz adibi Antuan Sent de-Ekzyuperining samolyot jinnisi sifatidagi
fojiali, ammo gahramonona taqdirini eslatuvchi Erali obrazi asos bo‘lgan “Osmon 0g‘ushi” gissasi istiglol
davri o‘zbek nasrining yaxshi yutuglaridan biri sanaladi. Asarda bir insonning ibratli hayot yo‘li, xalq
turmushining rost ko‘zgusi, halol mehnati sabab yurtda e’zoz topgan kishilar hayoti yorgin aks etgan.
Zamon muammolari ichidagi zamonamiz gahramonining xarakteri badiiy talgin etilgan. Qissa
mazmunida jahon adabiyotidagi mashhur asarlarga hamohanglik seziladi.
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ANTIK VA UYG‘ONISH DAVRI ADABIYOTIDA ODA JANRINING SHAKLLANISHI

Annotatsiya. Jahon adabiyotida oda janri adabiy ijodning muhim va an’anaviy shakllaridan biri
bo‘lib, uning paydo bo‘lishi va rivojlanishi antik va Uyg‘onish davrlariga borib tagaladi. Mazkur janr
jahon adabiyotida o°zining aniq shakli va mazmuni bilan ajralib turadi. Oda janrida, asosan, insonning
his-tuyg‘ulari va hayotiy tajribalari badiiy talgin gilinadi. Mazkur maqolada antik va uyg‘onish davri
G‘arb adabiyotida shakllangan oda janrining tarixi, shakllanish jarayoni hamda taraqqgiyot bosgichlari
xususida fikr yuritilgan. Shu davrlarda yaratilgan odalarning o°ziga xos xususiyatlari Pindar, Goratsiy,
Petrarx, Shiley, Vistan Hyug Oden kabi ijodkorlarning ijodi misolida tahlilga tortiladi.

Kalit so‘zlar: oda, janr, madh, xor qo‘shig, musiga, madh, sevgi-muhabbat, do*stlik.

AnHoTamusa. B wMupoBoii snureparype xkaHp ‘oAb’ SBISETCA OAHMM U3 BAXKHEHIINX U
TPpaAUIHUOHHBIX BUIOB JIMUTECPATYPHOIO TBOPUYECTBA, €I'0 BOSHUKHOBCHUEC W PA3BUTUC OTHOCUTCH K 3IIOXE
aHTUYHOCTH W BozpoxzaeHusa. DTOT kaHp BBIAENSETCS B MHUPOBOHM JHMTEpaType cBoeil crenngpuueckon
dopmoit u coxepkanueM. JKaHp “o71a” B OCHOBHOM 3aHMMACTCS XYJIOXKECTBEHHOW HHTEpIpeTaluei
YCIOBCYCCKUX 3M0].IPIﬁ A JKA3HEHHOTO OIlbITa. B craTtbe paccMaTpuBarOTCsA HUCTOPUA, CTAHOBJIICHUC U
3Tambl Pa3BUTUS (QOJIBKIOPHOTO JKaHpa B 3alagHON JUTEepaType aHTHYHOTO IMepuojia W DIOXHU
Peneccanca. Crienm¢uka ofa, CO3IaHHBIX B 3TH MEPHOMABI, aHAM3UPYETCS Ha MpHUMepe MPOW3BEICHUN
TakuxX aBTOpPOB, Kak [lunnap, ['opauuii, [Terpapka, lune, Bucren Xsto Onen.

KuaroueBble c10Ba: 0/1a, ®aHp, BOCXBaJIEHHE, XBalla, XOP, My3bIKa, JII000Bb, APYkKOa.

Abstract. In world literature, the ode genre is one of the important and traditional forms of
literary creativity, and its emergence and development dates back to the antiquity and Renaissance
periods. This genre is distinguished in world literature by its specific form and content. In the ode genre,
human feelings and life experiences are mainly artistically interpreted. This article discusses the history,
process of formation and stages of development of the ode genre formed in Western literature of the
antiquity and Renaissance. The specific features of the odes created during these periods are analyzed
using the examples of the works of such authors as Pindar, Horace, Petrarch, Schiele, Wystan Hugh
Auden.

Keywords: ode, genre, praise, extol, chorus, music, tribute, love, friendship.

Kirish. Oda — inson sha’ni, zamon, makon yoki vogealikni ulug‘lash, madh gilish magsadida
yuzga kelgan adabiy janrdir. Oda adabiyot tarixida lirik she’riyatning muhim turi sifatida asrlar
mobaynida takomillashib kelgan. Mazkur janr antik davr adabiyotida shakllangan. Oda dastlab yunon va
lotin shoirlari tomonidan yaratilgan. Jumladan, Pindar va Goratsiy kabi ijodkor oda janrida ijod gilgan
va mazkur janrning taraqgiyotiga munosib hissa qo‘shganlar [1, 23; 8, 45].

Odaning vujudga kelish tarixi gadimgi Yunonistonga borib taqaladi. Oda yunoncha “6d&”,
“aedein” — “qo‘shiq aytish”, “xor bo‘lib kuylash” so‘zidan kelib chiggan. Oda, odatda, rags bilan birga
kuylanadigan xor qo‘shigni anglatgan [2, 365]. Turli siyosiy tadbirlarda ham odalardan jamoa bilan ijro
etiladigan rasmiy va tantanavor kuy sifatida foydalanilgan. Masalan, gadimgi jangchilar va ularning
gahramonliklarini nishonlash uchun tadbirlarda jamoaviy kuylangan.

Ta’kidlash kerakki, antik davr odalarining ilk ko‘rinishlari diniy marosimlarda jo‘rlikda
kuylangan qgo‘shiq sifatida yuzaga kelgan. Shu bois odalar diniy va epik mavzularda bo‘lib, xudolar va
gahramonlar hagida madhiyalardan iborat bo‘lgan.

Asosiy gism. Odaning shakllanishi ham o‘ziga xos tarixiy o‘tmishiga ega. Chunki mazkur janrga
munosabat va murojaat turli ijtimoisy — siyosiy mubhitda turlicha bo‘lgan. Demak, oda janrining
shakllanish va taraqgiyot bosgichlari quyidagicha:

Antik davr. Oda janri aynan shu davrda yunon adabiyotida vujudga keladi. Pindar — 518-438-

yillar orasida yashagan yunon shoiri. U odaning xor bilan ijoro gilinadigan shaklini joriy gilgan. Ammo
- - - - - |
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unga gadar Alkeus va Sapfo kabi monodiyalar (yakkaxon ijroli odalar) yozgan ikki yunon shoiralari ham
shu janrda shuhrat gozonishgan. Ular ham Pindar zamonida yashab ijod gilishgan va omma tomonidan
ularning ham odalari kuylangan. Biroq adabiyot tarixida Pindar odalari o‘zining orginalligi bilan ajaralib
turgan. Chunki uning odalari strukturaviy tuzilishi hamda mavzusi jihatdan ancha mukammal bo‘lgan.
Bu esa Pindar odalarining mashhurligini ta’minlagan. Uning odalarini mavzuiga ko‘ra 4 turga bo‘lish
mumkin:

A) Olimpiya odalari. Olimpiya o‘yinlarida g‘alaba qozongan sportchilar madhi;

B) Pifiya odalari. Delfidagi Pifiya oyinlari g‘oliblariga bag‘ishlangan odalar;

V) Nemeya odalari. Nemeya o‘yinlarida g‘alaba qozongan sportchilarga bag‘ishlangan odalar;

G) Istmiya odalari. Korinf yaginidagi Istmiya o‘yinlari g‘oliblariga atalgan odalar.

Pindarning jami 45 ta odasi saglanib golgan. Bu odalar keyingi davrda yaratilgan odalar uchun
asos bo‘lib xizmat gilgan. Pindar odalari xor tomonidan kuylangan va musiqiy asboblar hamohangligida
ommaga taqdim etilgan. Pindar odalarining aksar gismi o‘yinlarda g‘olib bo‘lgan sportchilarni madh
etish uchun yozilgan bo‘lib, ular o‘zining tantanaviy va epik uslubi bilan ajralib turgan [2, 110].

Muhokama va natijalar. Pindarning Birinchi Olimpia Odasi Gireon va Sirakus ismli ikki
poygachining miloddan avvalgi 476-yildagi Olimpiya o‘yinlarida erishgan yutuglariga tabrik sifatida
yozilgan:

Aptotov pev Dowp: apyvpéag & KedVOV v
VOKTL Aaumpov aibov aiiov kdAMoTtov
TOpOg aibduevov TAODTOG €pdtarl YpuooD
AVEPOG. G O TOTVIL

Moioa peifova okdmel paog deiiov, T0G £v
Olvumig  vikag otepdvov 18, O0ev
aBpoyitov aivog kai T0 KAt dkpov Gyvov

Suvdir a’lo: oltin esa tunda porlab boyligidan
g‘ururlanadi. Ey qalbim, Atletik o‘yinlar hagida
kuylashni istasang uzogga bogma, gara, otashli
quyosh kunduz porlayotgan yulduzga tomon
charaglayapti, va bu yulduz  osmonda
guyoshnikidanda otashli nur turatyapti. Olimpiya
o‘yinlari — ulardanda buyukroq oyin yo‘q! U eng

£00¢ lepdv edKoudtov énovémv £EETAETO odilu donolarni chorlab, Cronusning o‘g‘li
TV PEME®V: KODPOG EVTLYEGTOTOG, (Siracus) va ulug‘vor mugaddas Geironni
sharaflamoqda.

Oradan asrlar o‘tib, buyuk Rim shoiri Goratsiy odalarning shaklini sezilarli darajada o‘zgartirdi.
U Pindarning odalaridan ilhomlangan bo‘lsa-da, oda shaklini gisgarog va mazmun jihatidan ham
tushunarliroq yozishga urindi. Uning odalari Pindarning murakkab strukturali odalariga garaganda
soddaroq edi. Goratsiyning odalari katta jamoat bayramlarida deyarli ijro etilmas edi. Chunki u oz
odalarida shaxsiy kechinmalarga ko‘proq e’tibor qaratdi. Goratsiyning odalarida sevgi-muhabbat,
do‘stlik kabi mavzular ham kuylangan. Xususan, hayotdan zavglanib yashash, berilgan ne’matlarni
ulug‘lash va gadrlash, inson o‘zligini anglash singari mavzular uning odalarida etakchilik gilgan. Uning
uslubida nafosat yaqqol ko‘zga tashlanib turgan. Bunday uslub Pindarning rasmiy va shon-sharafni
tasvirlovchi odalaridan farq giladi. Goratsiyning o°zlikni anglashga qaratilgan falsafiy g‘oyalari, inson
ichki kechinmalari va muhabbat tasviri oda janrining mavzu ko‘lamini kengaytirdi (4, 307).

Bundan tashqari, Goratsiy odalari rasmiylik va marosimiylik xususiyatlaridan ma’lum darajada
uzoglashdi. Chunki uning odalari qo‘shiq gilib kuylash uchun emas, balki she’r sifatida o‘qgish uchun
yozilgan edi. Goratsiyning odalari Rim shoirlari Katullus, Juvenal, Ovid va boshga o‘z davrining
mashhur shoirlarini ilhomlantirgan va ular ham o‘z odalarini shu uslubda yaratganlar. Birog ularning
odalari mavzu jihatidan yanada kengaygan, yor vasfi, erkinlik, davr tasviri kabi ko‘plab mavzularni
o‘zida gamrab olingan.

Ta’kidlash kerakki, Goratsning odalari o‘z davrining mahsuli. Shuning uchun ularda davrning
muammolarini, jumladan, siyosat, urush, tinchlik, fugarolik burchi va insoniy munosabatlardagi
me’yorlarga amal qilishi kabi mavzular ham etakchilik qilgan. Goratsiy an’anaviy mavzulardan
foydalangan holda siyosiy muammolar tasviriga ham urg‘u berganligiga guvohi bo‘lamiz. Jumladan,
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“Oda 1.37”ni oladigan bo‘lsak, unda Markus Vipsanius va Kleopatra VIl o‘rtasidagi Aktium jangida
(mil. av. 31-yil 2-sentabr) Kleopatra ustidan qozonilgan g‘alaba madhiga bag‘ishlangan:

Vix una sospes navis ab ignibus, Alangalardan fagat bitta kema omon goldi,

Mentemque lymphatam Marriott sharobdan aglini yo‘qotgan Sezar (Oktavian)
Mareotioredegit in veros timores go‘rquvdan chekindi, Italiyadan qochib ketgan (Kleopatra)
Caesar ab Italia volantem Sezar tomonidan ta’qib gilindi.

Qayiglarni yurgizib, xuddi girg‘iy kuchsiz kaptarni yoki
remis adurgens, accipiter velut mergan ovchi qorli Fessaliya tekisliklari orasidan quyonni
mollis columbas aut leporem citus tutgandek, zanjirband etdi...
venator in campis nivalis
Haemoniae, daret ut catenis [11]

Bu oda an’anaviy g‘alabani sharaflash odalariga juda o‘xshaydi. Ammo unda asosiy urg‘u
jangda sodir bo‘lgan xatarli jang tasviriga va Kleopatraning Rim uchun ganday xavflar Keltirishi
mumkinligi bilan bog‘lig siyosiy masalalarga ham e’tibor garatilgan. Kleopatra o‘zini o‘ldirishi Rim
mavqgeini nechog‘lik oshirgani, dushman tarafining qo‘rquvi bejizga emasligini, uning xalgi va harbiy
kuchlari nimalarga qodirligini birgina odasi orgali mohirona tasvirlab bera olgan.

Shuningdek, “Ode 3.2” odasida Goratsiy “Dulce et decorum est pro patria mori” ya’ni “Vatan
uchun o‘lish shirin va sharaflidir” degan mashhur iborani keltiradi. Ushbu odada ham siyosiy mazmunga
ega bo‘lib, unda fugarolik burchi, vatanparvarlik va askarlarning gahramonligi ulug‘lanadi. Shu yo‘sinda
u o‘z odalaridan vatanparvarlik va milliy gadriyatlarni mustahkamlash uchun foydalangan.

Uyg‘onish davri: Uyg‘onish davriga kelib gadimgi Yunon va Rim madaniyati Yevropa
adabiyotiga katta ta’sir ko‘rsata boshladi. Bu esa odalarning yangicha uslubda shakllanishiga olib keldi.
Bu davrning mashhur shoiri hisoblangan Petrarx (1304-1374) asarlari antik davr madaniyatini targ‘ib
gilishda muhim o‘ringa ega. Petrarx antik odalarning uslubi va mavzularini kengaytirdi. Garchand u
Goratsiy kabi odalar yozishda usta bo‘lmasa-da, birog u odalarning shakllariga o‘zgartirishlar Kiritdi. U
yunon va lotin tilidagi qo‘lyozmalarni gayta tiklashga harakat gildi, buning natijasida esa antik adabiyot
hagidagi bilimlar yanada boyidi [3, 22]. Shu bilan birga bu harakatlar orgali Petrarx italyan adabiy tilining
rivojiga Kkatta hissa go‘shdi va “Gumanizm otasi” degan e’tirofni oldi [2, 45], [9, 68]. Petrarxning
mashhur asari “Canzoniere” (Kuylar kitobi) 366 she’rdan tashkil topgan bo‘lib, unda, asosan, sonetlar
joy olgan, lekin she’rlarining tuzilishi va strukturasi odalarni takrorlaydi. Ularda ham odalar singari
hayot, muhabbat, go‘zallik singari mavzular yetakchilik gilgan. Uning asarlari Uyg‘onish davrining
ko‘plab odanavislarini ilhomlantirdi. Petrarx she’rlarida ishlatilgan klassik uslub Pier de Ronsard va
Garsilaso de la Vega singari Pindar va Goratsiy yo‘nalishida ijod gilgan shoirlarga ijodiy maktab bo‘lib
xizmat gilgan [6, 140].

Yangi davr: XIX asrda va undan keyingi davrda odalar yanada yangicha shakllarda rivojlandi.
Odalar to‘rtliklar ko‘rinishida, muayyan goidalarga rioya gilinmagan holda yozila boshlandi. Bu davrga
kelib yozuvchilar gadimgi Yunon va Rim she’riyatidan olingan an’anaviy odanavislikni davom ettirishlari
bilan birga odalarda ijtimoiy mavzularni badiiy talgin eta boshladilar. Odalarda mustaqillik, yurt
farovonligi va erkinlik kabi o‘lmas mavzular etakchilk gila boshladi. XIX asr adabiyotida oda janrining
taraqqiyoti Kits, Shileylarning nomi bilan bog‘lig. Ular o‘z odalarida falsafiy va estetik mavzularni ifoda
etib, odanavislikda shuhrat topdilar.

XX asr odalarida an’anaviy metrik strukturani erkin vaznlar bilan almashtirish holati kuzatiladi.
Zamonaviy shoirlardan britaniyalik Vistan Hyug Oden (1907-1903) turli mavzularda odalar yozadi.
Uning “Ode to the Medieval Poets” (O‘rta asr shoirlariga oda) odasida shoir o‘rta asr shoirlariga
bo‘lgan hurmatini ifodalaydi va ularning giyin sharoitlarda ham yuksak asarlar yozib goldirganliklarini
maqgtaydi va ulug‘laydi. Odenning mazkur odasida marhum shoirlarni ulug‘lash ohangi ustivor
bo‘lganlini sababli bu she’r marsiyaga ham o‘xshab ketadi. Ammo undagi madh, ko‘tarinki ruh oda
xususiyatlari mavjudligini ko‘rsatadi. Vistan Hyug Odenning “Ode to Terminus” “Terminusga oda”
sida Terminus, ya’ni Rim Xudolaridan biriga murojaat gilingan. Shoir bunga ramziy ma’no yuklaydi.
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Olamni idrok etishda Xudoni inkor etishi mumkin emasligini, hammasi buyuk yaratguvchi tomonidan
boshgarilishini odada badiiy ifodalab beradi:

In this world our colossal immodesty Bizning kamtarligimiz yo‘qolgan, zaharlangan bu olamda
has plundered and poisoned it is possible  ehtimol hali ham sen bizni asrab golishingning imkoni
You still might save us, who by now have  bordir.

learned this: that scientists, to be lucky,

must remind us to take all they say as a
tall story, that abhorred in the Heavens are self-
proclaimed poets who, to wow an audience, utter

Biz, kerakli xulosani chigardik: olimlar, omadli
bo‘lishlari uchun

ular fikrini uydurma sifatida gabul gilishimizni aytishlari
lozim, zero falakda yolg‘on bilan o‘ziga xalgni
garatguvchilarga nafrat yog‘ilishini ular anglashdi.

some resonant lie. [10]

Ode to the Dictionary
(Oda al diccionario)
Dictionary, let one

Odenning 6 ta alohida odalari mavjud. “Ode V” (“Beshinchi Oda”) ko‘plab adabiyotshunoslar
tomonidan e’tirof etilgan. 1932-yilda nashr etilgan ushbu oda “The Orators” (“Notiglar’’) deb nomlangan
murakkab she’rlar kitobining bir gismi bo‘lib, u ko‘plab tangidchilar tomonidan yugori baholangan. Kop
yillar davomida tangidchilar ushbu asarning ahamiyatini inkor etmasalar-da, uning mohiyatini anglash
giyinligini ta’kidlaganlar. Albatta, bunga Odenning g‘ayritabiiy uslubi sabab bo‘lgan.

“The Orators” uchta kitobni o‘z ichiga oladi: “The Initiates” (“Tashabbuskorlar”), “Journal of
an Airman” (“Havochilar kundaligi) va oltita odalar. Ushbu odalar ruhiy iztiroblardan aziyat chekkan
maktab o‘gituvchisi tomonidan hikoya gilinadi. U o‘z shogirdlaridan najot kutadi. U o‘z davri
insonlariga berilgan imkoniyat o‘tib ketganligi sababli, fagat kelgusi avlodlarga umid bog‘laydi.
Beshinchi oda “Which Side Am I Supposed to Be On?” (“Qaysi tomonda bo‘lishim kerak?”) deb
nomlanadi. Ushbu oda urush hagida bo‘lib, juda gayg‘uli. Bundan ko‘rinib turadiki, Oden oz odalariga
butunlay yangicha bir mavzuni olib kiradi. Tanqidchi John R. Boly Odenning bu odalarini “yoshlarni
ehtiyotkorlik va mo‘tadillikka chaqiruvchi” she’r sifatida baho beradi [10].

Zamonaviy adabiyotda oda janrining taraqgiyotida shoir va siyosatchi, nobel mukofoti sovrindori
Pablo Nerudaning (1904—1973) alohida o‘rin bor. U oda janrining ustasi bo‘lib, o‘z she’rlarida atrofini
o‘rab turgan olam, hatto mevalardan tortib osmonda suzib yurgan bulutlargacha, do‘stlari va Chilidagi
sevimli joylarigacha bo‘lgan hamma narsalarni badiiy talgin etdi. U girg yoshidan keyin har haftada bitta
oda yozishga garor giladi va jami 225 ta oda yaratadi. Uning odalari tanigli tarjimon va Lotin Amerikalik
adabiyotshunos llan Stavans tomonidan tahrirlangan va “All the Odes” (“Pablo Nerudaning barcha
odalari”) deb nomlangan kitobida jamlagan. Filip Levin, Pol Muldun, Mark Strand va Margaret Sayers
Peden kabi tanigli tarjimonlar tomonidan ingliz tiliga tarjima gilingan bu odalarda hayotning ma’nosini
izlayotgan odamning shaxsiy kundaligi sifatida o‘qiladi.

Ma’lumki, Pindar odalari uch bo‘limdan, Goratsiy odalari esa to‘rt bo‘limdan iborat bo‘lgan.
Ingliz odalari Keats, Driden, Coleridj va Shelley kabi ko‘plab zamonaviy shoir va shoiralar tomonidan
sayqgallangan va tuzilishi ancha soddalashtirilgan. Neruda esa bu soddalikni yanada rivojlantirdi. Uning
mavzulari — kundalik narsalarning madhi, masalan stul, piyoz, bir juft poyabzal, temiryo 1 stantsiyasi,
lug ‘at, gishloqg teatri, sevgilisining go ‘llari... Boshqacha aytganda, u ahamiyatsizlikning ahamiyatini
targ‘ib giladi:

Lug‘atga Oda
(Oda al diccionario)
Lug‘at, ming go‘lingdan birini,

of your thousand hands, one ming zumradingdan birini,
of your thousand emeralds, pokiza buloglaringdan
asingle yagona

drop tomchingni,

of your virginal springs, bir dona

one grain sening

of olijanob omborlaringdan

your magnanimous granaries

birgina zarrani

70



AYNIY VORISLARI Ne 5-6 (7) (2024)

XALQARO ELEKTRON JURNAL

fall ayni lahzada

at the right moment tomiz

on my lips, lablarimga,

the thread of my pen, galamimning uchiga,

into my inkwell. murvatimga tomiz.

From the dense and sonorous Sen o‘rmoningning quyuq va jarangdor

depths of your jungle, tubidan,

give me, menga ber,

when | need it, kerak bo‘lganida,

a single birdsong, the luxury bitta qushning go‘shig‘ini, asalari

of a bee, dabdabasini,

the fallen fragment abadiyatning yasmini hidi

of your ancient wood perfumed ufurib turgan gadimiy yog‘ochingning

by an eternity of jasmine, bo‘lagini,

one bir

syllable, bo‘g‘in,

one tremor, one sound, bir titroq, bir ovoz,

one seed: bir dona urug‘:

I am made of earth and with words | sing [5, 33]. Men tuprogdan yaralganman va so‘zlar bilan go*‘shiq
aytaman.

Yugqoridagi satrlardan Pablo Nerudaning shoir va shaxs sifatida naqadar xokisor bo‘lganligini
bilish mumkin. Ushbu she’rida u oddiygina kundalik hayotimizda foydalanadigan lugat kitobida ham
ganchalar ulkan mazmun borligini va har ganday oddiy buyum uchun ham shukrona gilishimiz
lozimligini uqgtiradi. “Men ijodimda, — deb yozgan edi u 1974-yilda nashr etilgan “Confieso que he
vivido” (“Xotiralar”) asarida, — she’rni butun jamiyatga kerak bo ‘ladigan har ganday mavzuda yozish
mumkinligini isbotlashga harakat qildim” [7, 58].

Xulosa. Ko‘rinib turibdiki, oda janri insonning his-tuyg‘ularini, ichki dunyosi va emotsional
holatlarini ifodalash uchun mo‘ljallangan. Oda, ko‘pincha, tabiat, muhabbat, hayot va o‘lim kabi
mavzularni gamrab oladi. G*arb adabiyotida oda ko‘rinishlari turli davrlarda turli shakllarda rivojlangan
va mazkur janr o‘ziga xos taraqgiyot yo‘lini bosib o‘tgan. Davr o‘tishi bilan uning mavzu doirasi ham
kengayib borgan. Oda janr sifatida zamonaviy adabiy jarayonda o‘z dolzarbligini saglab golgan,
mualliflarga o°z his-tuyg‘ulari va fikrlarini tantanali va yuksak shaklda yetkazish imkonini beradi.
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TAPTUBU JOUPAXOU APY3 BA MYXCYCHUSITXOU OH JAP “IIAYAPAT-YJI-APY3”-U
MY3A®DAPAJIUU ACUPH

AnHoTauus. /lap Makomanm Ma3Kyp OWIM PHCOJAXOHW apy3i CyxaH MepaBaJ Ba MacbhajaxOH
JIOMpau apy3u xap SK PUCOJa 3epu TaxXJWj Kalmnaa memaBal. MOXHATH JOUpau apy3 Ba OMY3HUIIHOH
0apou Tax MM Ba3HM IIEhbp HUIIOH MoAa MemaBaj. baprapi Ba ymymmsata Hazapu Mysaddapani a3
OUrap apy3mgoHOH Jap acocu HMH Makoia HaMo€H wmerapnan. [lap acocm uH Tankukor Caiing
My3addapani xaM4yyH IOHAHIaW YJIyMH apy3 HaMO€H Merapjaa. MOXHUSATH JOUpad apy3 TaxJWIy
Oappacu merapaan.

KamunBoxka: “Illagapar-yn-apy3”, mowpan apysi, OJUMOHH apy3IIMHOC, XUYOXOHM N1apo3 Ba
KYTOX, TYPYXH IOUPaAxo.

AHHOTanus. B naHHON craThe pedb HIET O TpakTaTax “‘apy3w’”’ W aHAIU3UPYIOTCS MPOOIEMBI
cdepbl MpuUMeHeHusT “apy3u’”’ B KaxJoM Tpakrare. [loka3aHa CymIHOCTh “‘apy3a” W HCCIeNOBaHHS I
aHajM3a Beca CTHXOTBOpeHus. [IpeBOCXOJICTBO M OOIIHOCTH B3MIIOB My3addapanmu cpenu Ipyrux
WCCIIeZIoBaTeNe MOXHO YBHIIETh HAa MpUMepe 3Tod ctatbu. Ha ocHOBe naHHOTO mccienoBanus Cainn
My3addapanu npeAcTaeT 3HATOKOM ‘‘apy3”, TakKe MpOaHAIM3UpPOBAaHA M pPAacCMaTPEHa CYIHOCTh
CEeTOMIHAIIHEN cepbl MPUMEHEHHUS “apy3”.

KiaioueBsle cioBa: “lllamkapar-yns-Apy3”, Kpyr “apysa”’, yuéHble “apy3a’, TOJTUe U KpaTKue
CIJIOTH, TPYIIa KPYTOB.

Abstract. This article deals with the Aruzi tracts and analyzes the problems of the Aruzi scope of
each tract. The essence of the aruz and the research for analyzing the weight of the poem is shown. The
superiority and commonality of Muzaffarali's views among other commentators can be seen on the basis
of this article. Based on this research, Sayyid Muzaffarali appears as an expert in modern science. The
essence of today's scope of application is analyzed and considered.

Keywords: Shajarat-ul-Aruz, circle of Aruz, scholars of Aruz, long and short syllables, group of
circles.

Myxkamauma. Jlap Ha3Mu 4aHAWH acpau TOYMKY (opc BasHM apy3i map aman Oyxa. bapowm
IIOUPOH KOHMJABY KOHYH Ba MEBEPXOU Ba3HH apy3il AymBopue 6a MUEH MeoBap, Ku 0apou a3 WH ryHa
Machajaxon Oaxcramab paxor €E0aHA, OJMMOHHM apy3IIMHOC 0ab3e MachajlaxOW IIHMHOXTH OHPO
MEMHUXO0J, KapaaHj. Xamau OaxpxXoH apy3u IebpH apaldy adaM Jap acocw PYKHXOW acliid apys:
MadoinyH, daynyH, GownyH, GOWIOTYH, MycTadbUIyH, MadbyIoTy, MadownaryH, MyTaQowiyH Oa
By4yJ MeosHA. TaMOMU pyKHXO€, KU Jap 0omno rydra ry3amreM € UH KU Jap acocu 3uX0(U OH PYKHXO
Oaxpxou apy3 0a By4ya MeosHA. Macamnas, a3 Takpopu pyKHH MadoilyH Oaxpu xa3aq 0a amai Meos.
Ap¥y3mmHOCOHM apaby adam Oapow napéd Ba Oa XOTHpP MOHIAHM HOMY Tap3d HOMrupuu 0axpxo,
ATOKAMaHIIMIO SKXENarid, 6apobapuy aganau YHCYpXOHW TapKHOWM 0ab3ed OHXO JOMPaxou apy3po OyHEN
HamyJaaHg. Acocry3opu apy3u apa® Xamun uOHM AxMaj HU3 Oapou QypyCT JapK HamyJaH Ba Oapou
MyalissH HaMynaHu Xaphxouw Tapkubu pykKHXO (Xapdxowm MyTaxappuk Ba COKHH) map acocu 15 Oaxp
JOUpaxou apy3po TapTub momaact. MlH moupaxo ngap acocu 4op goupa ¢aponuar gomrtann. Jap wH
JIOMPAx0 JaHJ TO 0axpxopo map Oap THpaHa, pyKHXO Ba 3MXO0(XOH Xap SKH OHXO IMapX Jojaa Iryaa OyI.
Jap arpodu noupa oBap/a Iiya MHCpPabpo arap a3 KajluMau aBBajl OF03 HaMy/a XOHaHI, 0axpH sSKyM, a3
KaJHMau JYIOM OF03 HaMmyJla XOHaHJ, 0axpu JAyBBYM , arap 4anjaro 0axp 4amb Kapja mnryjaa OomlIaHi,
Ba3HM XaMaalloH omajga Mebaposii. XaMuH TaBp, OaxpxoW Jap TapkuOu jgoupa oBapja Iyna, a3
xamaurap 00 TapoByTH XMYOXOH Aap03y KYTOX (hapK MEKyHaHI.

ba Mo MabayM act, Ku JOHp 6a WIMH apy3IIMHOCH SK KAaTOp PUCONIaX0H HIMA odapuia Iryaaans.
Xap sKi OHXO a3 HYKTaW Hazapu XyHn Joup 0a WH WIM aKOMIW Xempo 0aéH HamymaaHa. Arap Mo

TabJIMMOTU OHXOPO AOHP 0a AOHUpaxou ap}'/3 TaxXJIWI KapJaH XO0XCM, XaMHH XCJI MacCbhallaXo 0a memr
______________________________________________________________________________________________________|
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Meosil, KA 0a Toupaxo TaKCHM KapJaHu 0axpXxou apy3 ryHOryH act. [lap agabuértu toquky dopc goup Oa
WiMH ceroHa puconan “An-Mypyam”-u lamc Katicu Po3n apTupod mynaact. u anabarra, a3 pyu
napbap rupudTaHM MabIyMOTXOW TapKHOW pHcoia Ba yciyou coanaBy paBoHi MeOomian. Kaiicu Posi
HU3 JIOUPaxou apy3po TakcumOaHAn Hamynaact. MH Hazapuéruum ¢akuj JoUpaxou apy3u ayampo Oa
4op KUCM 4yA0 MeHamosn: Myrpranuda, Myxramuda, Mynrtazna, Myrraduka. basa a3z capu Posin noup
0a unmu apy3 Ba goupaxou oH Xo4a Hocup akunmaxou mydaccan 6a€H HaMmymaacT, Ky jgap moéHTap Joup
0a mH Mackana Mmydaccan Ba AOMaHaJoOp MCToAa Mery3apeM. [lurap a3z pucoimaxom MyKamMmal Ba
Ha3appac OWJM MH WIM Jap pucoiau “Apy3” -u AOmypaxmonu Yomii Oa Hazap mepacaa. UH aaubu
3abapagacTd TOYMK HHU3 JoWp Oa IOMpaxoW apy3 HMCTOJa Ty3amra, 0a 4op TypyX 9yA0 MEHAMOSI:
Mywrammga, MyxTtanuda, MyHrasua, Myrradpuka; nac a3 capu Yomit naBpabaHanu JOUPAXOU apy3po
Mo map puconan “Ap¥y3”-u Caitbpuu byxopit auma MeTaBoHEM, KM WH aaubOW 3aKkid ITyMOpau JTOHUPaxoHu
apy3po 0a maHy agax MepacoHal, KM a3 3epuHxo TapkuO édraact: Myyranuba, Mymrabaxa, MyTrraduka,
MyxTtanuda, Mysranuda. bo3 gap agabuéru Toquky Gopc sAK prucojiau rapoHOaxo HU3 BY4yd A0pal, KU
uH “Yambu myxtacap”-u Baxunu Tabpesuct. MH apy3mIMHOC IIlyMOpan JOUPaxou apy3u TOYuKy (Gopcpo
0a 1mar agan MepacoHa.

Kucmu acocii. Arap Mo 6a vH Typyx0aHanu JOUpaxou apy3 Hazap adkaHeMm, nap pucoiaxou 0a
3a00HM TouuKki odapua myna, Hacupynaun Tycit Ba Caitiduu Byxoph mrymopan oH goupaxopo 0a naHy
paconumann. Mo 003 arap 0a TabpHUXHM PHUCOJIAXOHW apy3é YamM aHmo3eM, Jap anabuéru y30ek HH3 sK
KaTop pucosiaxo odapuaa uryjaany], K a3 HITOXH OHXO 0a TypyxXo TaKCHM KapJaHu JIOUPaxoH apy3 aap
cypatu gurap act. Mo 0apoum MHCON aKHIAXOW SIK YaHJ HaMOSIHIArOHH apy3IIMHOCOHH ala0ueTH
§30eKkpo MeopeM, KH JAOMpaxoH apy3po Oa TaBpH 3aiin oBappaann. Macanan, Huzomunaua Anuiiepu
HaBowt map “Men3oH-yn-aB3oH” (Meb30HH Ba3H) HOM acapu Xy IIyMOpaw JOHpaxou apy3po 0a xadt
paconzaacT: Mysranuda, Mmyxranupa, MyHTa3ua, MyTTaQHuKa, MymTabuxa, MyqTaMua, MyXTanura; £ un
ku 3axupugauH Myxamman boOyp map pucomam “MyxTacap”-u Xeml amamud Ioupaxopo 6a 7 To
MepacoHajl, K a3 3epuHX0 Tapkub €praansn: Joupau myrraduka. ba un goupa 6axpxou MyTakopuO Ba
MYTaJOPUKPO TOXWJI Hamypnaaum, Mydramnba: 6a wH goupa Oaxpxow xazady, paMal Ba paszay JOXHUI
kapaaana.Myuranubau my3oda: 6a uH jJoupa Oaxpxou paManu MaxOyH, xazayu Makdyd, pazaqyu MaTei
IOXWIJT MemaBaHa, Mydranuban myxtapua: 0a WH Aoupa Oaxpxowm Xazaqyu Mak0y3, pamann Makdpydpo
JOXUN HamynaaHna; Myxtanura: 6a uH goupa 0axpxou BopHp Ba KOMWIpO MaHcyO MemoHan. lowpau
MymTabuxa: 0a wH gompa OacwT, TaBWI, Maiua, aMuK, apu3 0axpxopo MaHcyd MemoHaHxa. Jlowpam
myxTtamuda: ba nH noupa Gaxpxoum Mydyracc, MyHcapex, My30peb, MyKTa3adpo MaHCYO JOHHCTaaHI.
Joupan myqramua: 6a uH qoupa 0axpXou My30peb, MyKTazabd, Myqracc, MyIIOKHI, capeh, 9aIu, Kapuo,
MyHcapeX, xapudpo moxun kapgaana. Jowpan myHrazua: O0a uH noupa O0axpxou xaudud, MyIIOKuUI,
capeb, Yaaua, KapuOpo MaHcyO JOHHMCTaaHJ. Xap SKe a3 pyu ¢axmumy OWHWII € WH KU a3 pyin
rpaMMaTHKau 3a00HH Xy aKOUIHN Xelmpo 6aéH HaMyJaaH.

Uu Xxene KM TabKHJ Kapja rysamTeM, 0apou ocoH Ba (axmMo napédt kapaaHu Ba3HXOH apy3
apy3MIMHOCOH JIOWPAaxoM apy3po coxra ODapomanaann. Jap Oomo numa omaneMm, Kd akcap apy3IIMHOCOH
0a mompaxo 4yAo KapAaHu OaxpxoW apy3po Aap IIAaKIXOM T'YHOT'YH oBapaaana. Ouam WH Machaia
apy3mmHocH Kapau XIII- u tounk Xovya Hacupynmmuam Tycit map acapu raponbOaxou xyn “Mebép-yi-
anrpop”’ UCTOMA Try3amTaact. fAap (acixou MaHYyM Ba MAlIymMu O0OW aBBajau pucoja 0ab3e YMXATXOU
JIOMPaxou apy3po (a3 dymiia, XOHIaHU PYKHXO JIap acoCH JOMpa) paBIlaH COXTaacT. IH MabHHUPO XyIou
anub yyHHMH mapx meauxan: “Ba apy3uénpo omaT Oolman, KM UCTHXPOYU WH apKOH a3 skaurap 0a dakk
(2ymo HaMymaH) Ba TapkuOuM O0aéH KyHaH[ Ba Jap AaBoup (qoupaxo) Bab3 KyHaHn~ [2, 28]. A3 uH akuaan
anud MablyM Merapial, Ku Xap SK apy3IIHWHOC 0apou MyailsHM AypycTH BasHH apysit, ambarrta, Oa
JIOMpaxou apy3 Mypoduar MeHamosiHI. MH macpama Oapom (apk KapaaHH apKOHXOH apy3 MaBKeu
AKymzaapada gopana. bapon xamuH Xam Xxap SIK TaaKUKrapu apy3 uH ycylpo 0a kop meOapaHn. XaMuH
TaBp, MH Machanapo Xoda Hocup map acocw MHCON paBIIaH HUIIOH MEIUXal, KU a3 Xap YuxaT qoJmo
act: “Slk moupa Ourysapan aap Ba3Hu GabiayayH Ba (POBHIYH Ba Oap ¥ HABUCAH]] aJIOMAaTH MyTaXappuK Ba
cOkHH Ba 0a u3ou (py 0a py) oH Xypydy uH Kamima, ki “OMXAKYH”, TO arap oro3 a3 “00” KyHH, “Ouxi
KyH” O6ap xaBonuu (arpodu) moupa O6uryszapan Oap BazHU ¢abyiyH. Ba arap oro3 a3 “xkod” kyH#, “KyH
ouxi” 6oman 6ap BazHU Qobunyn” [2, 28]. M qo xerne comaa a3 sk 0axp 6a 6axpu aurap ry3aiTaHd

Ba3HU IIEBPPO € PYKHXOU OHPO € Jap acocH MHCOJNXO: “OMXil KyH”, OM-Xi-KyH: ¢pab-y-nyH (V — —): “KyH
___________________________________________________________________________________________________________________|
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ouxn”, KyH-Ou-xii: Gob-u-yH (— V —); Machanan aCOCHH WH T'yHa X0AHCapo (a3 K pyKH 0a PyKHH JUrap
rysamran) Xo4a Hocup nmap acocu xuqoxou Aapo3y KyTOX MHCOJ oBapnaacT. bo3 agub akumam xyapo
UIOMa JI0Jla, UH XOJIATPO Jap MUCOIHM JMTapryHIIYAaHH PYKHXOM MyTapOBHIyH Ba MadobUIaTyH
HUIIIOH JoJia Mery3apaa. Mu 4o Ttapkubu “Banii HakyHam”-po MHCOJI MEOBapaj Ba Jlap acoCu Joupa

(huKpu XyIpo AanerHOK HaMmynaacT. “‘ba-mit- Ha-ky-Ham: Ma-hob-u-na-tyH; V —V 'V —”. Arap wuHpo map
aKiIM “HakyHam Oann” oBapeM, 0a pykHH MyTadobHayH Tadauia me€dan. Mucon, “Ha-Ky-HaM-Oa-ii:
My-Ta-Qob-u-nyH; V'V — V — . bo3 nap wH X0nar HA3 MO JIap MHUCOJIH YaIllia XOHJaHu Tapkuou “bami

HaKyHa” PyKHU HaB oMmaja 0apoMajaHaIIpo A UCTOAEM, KM SIKE a3 XYCYCHSTOHM acOCHU TOMPaxou
apy3 0a Xpcob MepaBa.

Xoua Hocup mompaxom apy3po mapx Aojaa UCTona, Oab3e BIDKaruxou OoHpo Oa TaBpu 3ep oBapaa
Mery3apan: “baxpxo a3 Takpopu apkoH (PyKHXO) Xe3al Ba apKOHpO YyH 4aHa Oop Takpop KyH#, Oa
mapTe Ku MybTaaui OyBal, Ha Japo3n MyMWDI (MajojioBap) Ba Ha KYTOXH MYyXWUI (XalalpacoH)
Oor1a/, Ba3HM MECPOBE XOCHJI OS] Ba a3 Iy MUCPOB OaiiTe 051 Ba a3 aO€T KuTha € Kacua € raiipu on” [2,
28]. A3 akoumu 0oJyiofi MabBIyM Merapiaaa, ki HacupyaianH HU3 MUCIH apy3IIMHOCOHHM Tel a3 xyJ 6a
BYUyI OMaJaHH OaxpXOW Ba3HHU apy3upo a3 Takpopu adowmixo (PyKHXO) MemaoHan. MH Tap3u Takpop
IIyJaHd PYKHXOPO 0a TaBpu MybTallWI, ShHE MUEHA ap3u Byqy KapJIaHAIlIpo POXU AYPYCT MEITyMOpPa/.
Arap a3 xaz 3uén napo3 € a3 xan 3uéa KyTox OoIraj, Ba3H XalaJpacoH Ba MAJOJIOBap IIyJaHAIl paBIIaH
Kapja myzaaacT. bo3 sik Machangan acocHMM WIMH apy3IIMHOCHUPO Xelle paBinaH rydra Merysapaa. bapou
MyaiissH HaMyJaHu Ba3HH ebp Xo4ya Hocup HU3 map acocu sk GaliT capy KOp HamMyIdaHpO 3BTHPOd
Kapnaa merysapan. MH 6aiiTXo Imosi a3 Kacuaa, KUTha Ba € JAUrap HAaBBU IICHP XaM IIyJaHAI JIO3HM.
XaMmuH TaBp, UH aguldu HyKTacaHd JOUp 0a IIyMOpau pyKHXOHU TapKHOHM 0axp MCTO/a Ty3allTa, aKuIaxoH
BTUMOI0AXIIIPO OBapAa Mery3apaia: “Ba kamrapuH ajgane Takpoppo Iy Oormraj Ba Oemrap 4axop Ba
3uénar a3 uH 0a cababu napos3nn myrabman Habomaa. [lac Galite a3 yaxop pykH OyBaj € a3 1miam pykH € a3
XallT, Marap Jap MaBo3ebe, Ku €1 Kap/a maBaJ Ba XWITH (OME3UIIN) apKOHH MyTariodex madex OyBasn
0a takpop” [2, 28]. Xap sik 6axp a3 YMXaTH KaMHATH PYKHXO, S’bHE Xap 0axp MeTaBoHa[ a3 oy PYKH KaMm
Haboma) Ba a3 YUxXaTh 3uEaTi METaBOHA]| TO Yaxop PyKH Oomaa. A3 UH MyJIOXU3axo MO OeBOCHTA Tai
OypllaH MeTaBOHEM, KM Oaxp METaBOHA[[ a3 40p PYKH TapkuO €0ay € a3 1mam pykH € a3 xaiT pykH. MH 4o
Mo OeBocuTa Ha (akaT pyKHXOM TapKHOHW SK MHCpab Iesppo Oa Hazap mopem, Oamku Oapou omana
OapomajaHu Ba3HU MICHP K O0aliT aman MEKyHall, KM IIyMOpau PYKHXO HH3 Jlap acOCH aHa XaMWH a3
YUXATH a1/l MyIIOXH/a MEIIaBajl. arap sk MUCpab MIehP a3 ce pyKH HOOpaT 0o1aa, MIUCpPan JYBBYM HH3
a3 ce pykH Tapku0O me€Oana. Jap Hatmda Mo pyKHM OTapkuOM OaxpXopo INaml PYKHHA 3BTUPOQ
MeHamoeM. bo3 anub ¢ukpu xynpo maoma ona, pyKHXOM MHCpaW aBBal Ba MUCpPau JyBBYMH TapKHOU
Oaxppo 00 xamaurap Takpop Ba MymoOex OyaaHampo 3bTHpPO() HaMmyna Merysapaa. XaMUHpO anoxuaa
KalJ MEHaMos[, KM Jap JOXWIM Jy PYKHH MYTaIIo0eX YUXaTXOW MHKAOpH Ba cupaTHd XHUYOXO
MYyIIoXua Kapaa memasana. Xoda Hocup akuman xyapo upoma J1o4a, OUIu NaHy 0aXpu MaxCycHu apy3u
apab amoxuaa ucroma Merysapaa. Masken 0a Xy xocu “Men€p-yi-amrsop” HA3 JapOH 30XUp MeTapial,
KK 0apou OMY3HWIII Ba TaXJWIM apy3u apady Ayam Xele aXaMHSITHOK acT. MH 40 amud pyKHXOU acoCHH
0axpu TaBUWIPO a3 TaKPOpH PyKHH PabyayH MadboWIyH, GabyiiyH Mab(OMIyH MEIOHA Ba UH 0axppo a3
Japo3TapuH 0axp nap apy3u To3d MemuHocan. JIyloMHH 0axpe, KM XOCH apy3u apab acT, WH Maju[
Meboman. Aaub nap acocu Ioupad apysi 0a Bydya oMajaHH WH 0axppo a3 a3 4y3bH IyIOMH PYKHH
Mabs(hoMIyH, sspHE JyH Mabhoit ayH daby, JyH Manhonr myH daby MEIOHAN, KM a3 MH Ba3H PyKHHU
¢dbobpunoTyH ¢GobuinyH, GobmwioTyH (OBUIYH Xe3an. Jlurape mH act, ku Oaxpu 0acHTpPO a3 TaKpoOpU
pykHXOM MycTabhuinyH (GobmiyH, MycrabduiyH (HOBHIYH MeAoHaHA. ba mompaxo TakcuM KapaHH
0axpxo a3 HykTau Hazapu HacupymiuH XycycusATH Maxcyc fopaa. ¥ 0a moupau myxtanuda acocaH
O0axpxou TaBWiI, Maaud Ba OacuTpo mMancyd memoHan. Jlap dom murapu “Mebép-yi-airpop” CaHbaTXOH
MyxXMail Ba Makiayopo 0a rypyxu qoupad MyxTaauda JOXUII MeaMosi, K XyCYCHITH MyInTapak Ba ¢ 0a
XaM Ha3JMK JIOIITaHW WIMH apy3 Ba 0aJebpo MyIIOXHIa KapJaH MyMKHH acT. HH apy3IIUHOCH 3aKi aap
acapu MasKypH XyJ Ioup 0a 0axpu TaBWJ SIK MHCPab LIEHPPO MHUCOJ OBapna, Jap acocu oH 0a By4yx
oMmaJlaHu 0axpu Malu, CaHbaTh MakKiyO Ba Oaxpu OGacHTpo 00 MHCOJIXO JaJIeIHOK MeHaMos1, bap BazHu
TaBUIL:

bap man Gapry3sap, 5i Max, 6a MaH map HATAp rax-Trax.
bap Ba3nu manun:
|
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baprysap, it max, 6a MaH mapHUTap rax-rax 6a MaH.
Bap Ba3Hu makiyO:
I'yzap, it Mmax, O0a MaH Jap HUTap rax-rax 06a mMaH Oap.
Bap Ba3uu Oacwur:
Dii max, 6a MaH napHUTap, rax-rax 0a MaH O6aprysap.
Hacupynnun 6a goupan naBByM (moupau Mybraiuda) Oaxpxow Bopup Ba KOMHIPO MaHCYO
MmenoHa. ViH nompa Ba XyCyCHATXOU OHPO HH3 JIap aCOCH MHCOJIXO aCOCHOK MEHAMOSII:
bury, aunmu man ky4o Tanabam 3u 6axpu Xyno.
Wu Mucpab gap Ba3HH KOMUJI Jap IIAKIIH 3€p aKch XyApo Me€0aH.:
Jwumu maH xy4qo Tanabam 3u 0axpu XyJ0, Oury.

bo3 a3 wH mompa GapomamaHw Ba3zHH MyXMaIpo amud TydTa Meryzapai,JiKeK Iap HCTEhMOI

HaOy/aH! OHPO Kaii/l MEHaMOsI]] Ba Iap Ba3HU MyXMall MHECpau 6osion 0a TaBpH 3ep MEOsII:
MaH Ky4o Tanadam 3u 6axpu Xya0 OUry, Iuiu.

Hdap un noupa Hu3 (mowpam MybTanuda) Ba TapkuOM OaxpXxoW OH Max3 IIyapou apad webp
capomaHa a3 Tapaqu Xo4da Hocup Tankum Kapaa MelaBaa. XaMHH TaBp, aaubd 6a goupam Mydqraanoa
ce 0axpu CEepUCTEbMOJ Ba MaLIXypH apy3po, sS’bHE Xa3ad, pa3ad Ba pamalpo JAOXWI MeHamosa Ba 00
MUCOJIXO IapX MEAUXaJl. UHPO Jlap MHUCOJHM 0axpy Xazayu MycaJiac IuiaH METaBOHEM:

Ma-po-aun-6e-1u-10-po-mMe-Ha-&-po-mMaj. (MadhobiayH, MaQOobITyH, MAaQOBIIYH).

Bap Ba3Hu padasu mycajac 1ap HIakiu 3ep MEosi:
Jun-0e-nu-10-po-me-Ha-&-po-mMaa-mMa-po.(MycTaQ buayH,MycTad bUITYH, MycTadBUITYH).
Bap Ba3Hu pamanu mycaagac aap Iakiiv 3ep MEOsi:
Be-nu-no-po-me-Ha-€-po-man-ma-po-aui. (PonnoTyH, GOUIOTYH, GOMIOTYH).

Ap¥3mMHOCH HOMHUHM TOYMK HacupyamuH Tabkuj Kapia Mery3apaja, Ku arap 0asa 6a mH 6axpxo
(xa3a4, pamai, paqaz) 003 oy pyKH XaMpoX KyHeM 0axpXxo MycammaH MemaBana. ba kasmu Hacupynnun
ryeM, “dymia MycamMMaH IIaBaJ Ba WH JOUpapo a3 jgowpanm Myuyrannba XOHaHJ Ba MyCaMMaHpPO
Myyranmuban 3ouna’[2, 34]. Jap uH xomaT xa3aq gyaxop Mapornda map makivm Madobiny, MadObamy,
Madobitty, Madobitly Meosia. baxpu pavaz Oomax, uyaxop mapoTuba Jap MIakId My(QTabHIyH,
MyQTapmiIyH, MypTasiryH, MyprasiuryH Meosin. baxpu paman Oomam daxop MapoTuba nap MIakin
¢dabunoryH, ¢abpuioTyH, (GabWIOTYH, (abHIOTYH oMaza MeTaBoHaa. MHpo map mMuconu OalT Gosn
paBILIaH COXT, KW Xa3aq YYHHH MEOSI]I;

Ma-po-kac-Ha-Iu-Xaa-101,

Ma-po-kac-Ha-Ky-Haa-moa. (madositny, Mmadobit, Madoitry, Madobii).
Jlap makim payas 4yHUH MEOSII:

Kac-na-nu-xan-mo-a-ma-po,

Kac-na-ky-Hag-mo-a-ma-po. (MydTabunyH, MyQTabHIyH).

Jap nrakiu pamait 0a TaBpH 321 MEOSI:

Ha-nn-xan-no-n-ma-po-xac,

Ha-ky-Han-mo-n-ma-po-kac. (@abunotyH, GpabsuinoryH).

A3 MH aKHMIax0 Ba MHCOJIXOHM OOJION MabiiyM Merapnas, ku Hacupyanus trappukae a3 rysamraroHant
JIoMpan My4qTanudau 30MIapo Kamig HaMyJaacT, KM HMH XonaT 0a Ba3HU apy3 xoc acT. 6a WH aoupa
Oaxpxoun xazayu Makdyd, pazaqu MaTBA Ba paMay MaxOyHpPO MOXHII HaMyaa, OHXOPO Jap aCOCH MHCOIT
paBILIaH KapaacT.

Xoua Hacupynmua Tycit map mompam mymradaxa xaT 0axpu apy3po JAOXHI MEHaMoOsl, KH a3
3epuHx0 Tapku6 Epraact: Capeb, Kapubd, MyHcapeX, xapud, My3opesb, MykTa3ad, Mykracc. MH 0axpxopo
Jlap acoCH SIK MUPAb IIEhp JAap MIAKIN JIOUpa YU TaBp UCTEBMOJI MeTapAaH I, HUMIOH O/ Ty3aIlTaacT:

Jap makiu capes:

bona 6a man nex, Ty 0yTo, Xam sk 60p.
Hap makiu Kapuo:
ba man nex Ty, OyTo, XaM sik 6op 6ona.
Jlap maxmm MyHcapex:
ex 1y, OyTo, Xam sik 60p 6012 Oa MaH.
Hap maxmu xapud:
L _________________________________________________|
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Ty, OyTto, xam sik 60p 6ona O6a MaH 1ex.
Hap makmnu Mmy3open:

Byto, xam sixk 6op Ooma 0a MaH nex Ty.
Jap nrakimu Mmykrasao:

Xam stk 60p Oona 6a MaH nex Ty, OyTo.
Hap maknu my4yracc:

Sk 60op Ooma 6a MaH gex Ty, OyTo, Xam.

Hap mouwpam mymrabaxa a3 PyKHXOHM HOCOJIMMHU Oaxpxou Ooyioii 003 sk HaBbU JOUpa Oap
Mexe3al, K oHpo MymmTabaxan Mmy3oxada menomann. ba ua noupa Hacupymama 6axpXxou capew MaTBii,
MyHCapexy MaTBi#, MyKTa3aOu MaTBii, KapuOy My3open Makdyd Ba xapudy Mmyyraccu MaxOyHpO AOXHIT
HaMy/Ja acT. WH Ba3HXO Jap acocH KJIOW PYKH oMajaa OapoMagaHaimpo 00 MHCOJIXO HHIIOH J0ja
Mery3apaja: 0axpu caped MaTBil a3 TaKpOPH PYKHXOU My(PTabWIyH, MyPTabuiIyH, GOBHIOTY 0a By4yX
OMaJia, MECOJIM PaBIIaHU OH Jlap MHCpH 3ep Oa naidypuau Hacupynnua oBap/a nrynaacr:

Bona 6a man gex Ty, Oyto, xam ce 6op.

Jap makmu kapubu Makdyd a3 Takpopu pykHXoH MadoiryH, MadobsiryH, GobuioTy 6a ByqIyn
MEOsI

ba man nex Ty, 0yTo Xam ce 0op 6o1a.

Jap makim MyHcapexyd MAaTBi a3 TaKpOPH PYKHXOU My(PTabHiayH, GOBUIOTY, MyPTabUIYH OMaJa,
0a TaBpH 3aiin OaiiT Oa Toupa Meosi:

Jex Ty, 6yTo, XaM ce 6op 6oma Oa MaH.

Xapudu maxOyH a3 Takpopu pyKHXoH (abUIOTYyH, MadOBUIYH, GabWIOTYH Oa ByYyd oMmana, aap
Joupau MymTabaxan My3oxada gap makiu 3ep oMaia MeTaBOHA:

Ty, 6yTo, Xam ce 6op 6ona 6a MaH 1ieX.

My3zopen Makdyd a3 Takpopu pyKHXoH Madoity,pomwnory, Mapoiny Oa Byqyn oMaja, MHCpaH
Ma3Kyp Jap Joupau MymTabaxau my3oxada nap MIaKiud 3ep MEOsiI:

Byto, xam cebop 601a 6a MaH Aex Ty.

Mykra3zabu MaTBA a3 Takpopu PYKHXOM (obuiory, mydTabuiyH, MyQTabwiayH cap 3aia, Aap
noupan MymTabaxan My3oxada Iap OIaKiId 3ep MEOosi:

Xam ce 6op 6oxa Oa MaH ziex, Ty, OyTO.

MyTtaccn MaxOyH a3 Takpopu pyKHXoU MadObBIIyH, (PabuiIoTyH, PabWIOTYH 0a Bydy oMana, aap
Joupau MymTabaxan My3oxada YyHuH akc Me€0an:

Ce 6op Ooma 6a maH nex Ty, OyTO, Xam.

XamuH TaBp, Hacupynnun 6a moupan myrraduka ny 0axpu apy3po IOXHI MEHAMOSI, K HHXO
MyTaKopu0 Ba Fapud 0a XHcoO MepaBaH/I.

Hap oxup ¢acnmu Xoya Hocup taptuOu noupaxou apy3po rydra rysamra, IyMOpad OHXOpPO JAap
Ha3au apal a3 maHy ajaj MEIOHA, KM a3 3epuHX0 TapkuO édraact: myxTtamuda, Mybraauda, Myyrace,
MymTabaxa, MyTTaduka.

TapTubu powpaxou apy3um adamMpo HM3 0a MMaH4Y TaKCHM HaMyJaacT: My4YTalinOau coymma,
MyyTaauban my3oxada, Myitabaxan MycamMmaHa, Myliradaxau mycaiaca, mytradpuka. Jlap uH maHyq
noupa Oucty ny Oaxp Bydya JAOIITAHAIIPO aaub Kaij kapjaa Meryzapaja. Xamau MH 0axpxo Jiap acocu
Ba3HU Xa3ad, pazad, pamal, capeb, Kapud, MyHcapex, Xxapud, My30peb, MyqTacc Ba MyTaKopuo 0a Byqyn
omanaany. IlloH3nax Oaxpe, Ku jap maH4 Joupau apy3u apad Bydya IOpaHj a3 IIOH3Aax 0axp Tapkuo
€braana, K1 oH 0axpx0 a3 3epPUHXO TapKuO EdTaacT: TaBWI, MaauI, 0acuT, BohHup, KOMUI, Xa3ad, paJas,
pamail, capeb, MyHcapex, xapud, My3opeb, MyKTa3ad, My4yTacc, MyTakopuo Ba Fapuo0.

Wu Oyn caiipu Tabpuxuu ahpKOpH agabUETIITMHOCOHN TOYUKY §30€K OMAM TOMpa Ba MacChallaxOH OH.
Mo acocan ounu goupau apy3 akuaan Myammudu “llagapar-yn-apy3” Cang My3zaddapanuu Acupupo
3epH TaxXJ M MekareMm. Anubu 3abapmactu To9uKy Gopc My3zaddapanii Mackanan Toupapo Aap acocH
pucosnaxon apy3uu To 3amMoHM Xyx (acpu XIX) odapuma myna, Taxamn meHamosin Ba (UKpXOU
IBTUMOA0AXIIHN XYAPO Meopal. ABBan y 60a Machaiau 0axp Jaxoyar MeHaMos I, Ku cababu oH 0a (pukpu
MO a3 TAKpOPH PYKHXO JIap JOUpau apy3 0axpxou 0a xaMm Ha3auk 0a Byqya MeosHa. Mo 6a XycycusT Ba
HaBBXOHW Oaxp Jap daciu anoxuaa capy KOp MEHaMOEM. X0JI0 X03Up XYCYCHATH JIOMPaxopo a3 Hazapu
myamudu “Lavapar-yn-apy3” rydra meryzapem. Aamb coxta GapoManaHH Joupau apy3po aBBai Oa

-
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apabxo maHcy0 MemoHan, ku aypyct acT. Cabad MH KM OHXO aBBaJIMH LIyJa apy3po kKamd kappasa. ba
YH MabHil Meopal: “Ba apy3uén Oapou Tacxuiau OyxXypH Hy3JaxroHa IaBOUp OapoBapjaaH] Ba Xap
moupapo ucme Huxozna’[l, 27]. Ui xene ku gap 060110 oBap/a rys3aiireM, apy3I0HOHH TOYUKY (Gopc HU3
OMJIM JIOUPAXOU apy3 aKuIaxou T'YHOT'YHPO oBapjaanj. Slke a3 oxo My3addapanin 6a xucod mMepasa.
Bbaxpxon myrakopu0 Ba MyTaJopHKpo 0a K xoupa MaHCcy0 MeNOHAJA Ba a3 TAKPOPU PYKHU SKAHUTap
0axpxo Oa By4ya MeosiHa. Macanan, @abynyn — po yaxop Oop Oap XaTrTu JOMpa HABUCH, Iac arap as
“@aby” mypys kyH#l, PabynyH, DabynyH, DawvynyH, dabynyH - gaxop Oop Oomrang Ba oH Oaxpu
Myrtakopu6 act Ba arap a3 Jlan oro3 kynir Ba “Jlan @avynyH, ®abynyH, @avynyn ®Pany” ryi, Oap
BazHN “@owunyH, PobunyH, ®ovmryH, @owsmnyH,” waxop Oop Oomam Ba oH Oaxpum MyTagopuk
act. Un ny 6axp map saxqosari 6axpu MyTrapukapo TalIKuI MEIUXal.

MyxokuMa Ba HaTH4axo. baxpxou xaszay, pamai Ba padqa3po 0a sIK JoMpa JOXWJI MEHaMOsI Ba
TAKpOpH XUYOXOMH OHPO Jlap ILIAKIM 3€p Meopaa: PyKHH MabpoiinyHpo udaxop Oop Oa xaru moupa
HaBHCTA, a3 XUI0H “Mab(o” OF03 HAaMOeM, PYKHXOH Mab(pominyH, MabhoinyH, MabpomryH, MabomTyH
Oapmeosin Ba WH Oaxpu Xaszay MemaBaa. Arap a3 ‘““puiliyH” ofo3 Hamol Ba ryi “ buiinys,
Madowuitnys, mMabobuitiyH, Mapobnuinyn, Magos ” ©Oap BazHm ‘“MycradeuiayH, MycradbuiayH,
MycradbpunyHn, Mycrapbunyn” uaxop Oop Ooman, oH ©Oaxpu pava3 wmemaBan. Arap a3 “JlyH”
ouxoni, “JIyn madobuii, Jlyn wmadobuii, JIlyn madowuit, Jlyn madobuit” 6ap BazHu “DobUIOTYH
®opunoryn @ovunoryn @osmiioTyn” dwaxop Oop Oomam Ba oH 0axpu paman XOXaja IIyA Ba WH
noupapo Myuranuba MeHoMmana. baxpxou koMmin Ba BOQHp a3 sk goupaana. Takpopu XHYOU PYKHXOU
OHXOPO HM3 JIap LIAKIM 3ep KaJlamJoJ MeHaMmosd: daxop 0op Mytadobunyn-po ©Oap XaTTu Aoupa
HaBucé, arap a3 “Myrago” wubTHaO KyHH, “Mytadobunyn Myrtadormiyn MytadobunyH
Myradobmayn” dwaxop Oop Oomrag Ba oH Oaxpu kommn acT. Ba arap a3 “bunyn” OuxoH®,
“bunyn, Myrapowunyn, Mytadobunyn, Myrtado” OGap Bazau “Mydowunaryd, MydobunaryH,
Mydosunaryn, Mydosunaryn” daxop Oop Ooman Ba oH Oaxpu Bodup act. Ba HOMH WH mowmpa
“Mybranuda” HHXOmaaHI O0a YMXaTH UTTUQPOK Ba WbTHWIOPH apkoH, ku xap ay CyOobuii acr.
Baxpxou TaBui, Mauj Ba 6acut 6a sk noupa MyTtaammkas. Macanan, ®ABYJIYH, MAGODBYIIVH —po
oy O6op Oap xarTu noupa HaBuciH, arap a3 ®apynyH mypys kyHd, “Dabynyn Madowitnyn Pabynyn
Madoritnys” rapaan Ba OH Oaxpu TaBUII acT.

Ba arap a3 “Jlyn ®avynyn” oro3 kyH#, “Jlyn Madowsinyn ®abynyn” oro3 kyH#, “JlyH
Madowimyn @avynmyn Madobwiyn Daby” Xocun rapaan, ku Oap BazaH; “DobmnoTyH DobHIIyH
®opunotyH PovuityH” HCTUXPOY KyHH, KU Oap BazHU Oaxpu Magun act. Ba arap a3 “buii” uétugo xyHi,
Ba arap owuryii: “‘buitnyn ®avynyn Madositnyn Pasynyn Mado” 6ap Bazau: “Mycradpunyn QobuiyH,
Mycradpunyn @obunyn” Ooman Ba oH O6axpu Oacut act. Ba un noupapo MYXTAJIMDA HOMaHz Oa
YUXaTH UXTHIO(QU apKOoH, KU 6ab3e Xymoci Ba 6ab3e CyOOBUSH]I.

My3opeb, MyKTazub, Mydracc Ba MyHcapex 4daxop Oaxp a3 sk ngouwpa acT. MacanaH,
Madobinys DobunoTyH — po, kKu My3oxadann gy Oop anoxuana — anoxujaa OWHBHCH Ba arap a3
Mum mypys kyH#, “Madobiny Dopmnoryn Madoswitiyn @owunoryH” Oomrag Ba OH a3 Oaxpu
My3zopebn Makcyp act “Madowinyn ¢ob-noryn Madositnyn Pob - n0oTyH “  act. Ba ®op-notyH
nap Mysopesn MyHbacun act Ba arap a3 “bU” oro3 KyHit Ba ryii: “buiin ®ob-noryn Madobiiny
dorvunory Mado” 6ap Bazuu “@ovunoryn MydrabunyH, @osunoryn Mydrabunyn” Ooman. Ba OH
Oaxpu Mykrasnbu MyTaBBO acT Ba pPyKHH COMUMH OH Madswynory Mycrabsunynr MadbyroTy
Mycrapbunyn Oomian. Arap A3 “nom oro3 kyH#, “Jla @osunory Madobwitn” 6ap BazHu “MadobunyH
®avynoryH, Madobsunyn ®PabynoTyH ” Ooman Ba oH Oaxpum Mydraccu MagqHyH acT Ba pPyKHH
comumu oH: “Myc Tadasu Jlyn @owvunoryn Myc Tad bunyn dowsunoryn” acr. Ba Mycradbsunyn
nmap Oaxpm Mydraccu MyHnpacun act Ba arap a3z “Jlo”, ku gap POBHIOT acT, MIypyh KyHA Ba Ty,
“Jlor Madowsuny @Povunory Madobuiiny ®ob” Oap BasHu “Mydrasminyn Dobunot, MydrabunyH
®dormor” Oomay Ba OH apkoHM Oaxpum MyHcapexum MyTaBBo acT. Ba apkoHM colwMHU OH
“Mycrappunyn Madwynor Mycradbsunyn Madbynor” 6a Byuyn meosa. ba wH  nmoupa Caup
My3zaddapanii Hu3 MymTabex HOM J07aacT.

Xynoca. Myammmdu “Illagapar-yn-apy3” moup 6a 6axpxou capeb, xadud, damum, Kapud Ba
MYIIOKII HOPO3H aKkua HaMyaa, 9yHUH Meopan: “Ba Oyxypu Caper Ba Xadud Ba Yamun Ba Kapubd

Ba Mamokwn, ki MH Xxap maHy (5) a3 Oaxpu Mycamgnac-yn-acn act, a3 sk goupa OapmeosHn” [1,
___________________________________________________________________________________________________________________|
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30]. u ukrtuboc xene paBuian 60aéH kap/a nryaaact. [lay 6axpu map 600 3UKp Kap/a Iryna a3 sk Ioupa
OapMexe3aHa Ba Jap acl Jap Kojga0u MycaJjac OMaJaHH OHPO TabKHJ Kapia Merysapan. Takpopu
XMYOX0HU 0axpxou 60JI0MpO Aap MUCOJIM Joupa Aufa Medapoem: “MydTasmiyn MydTasunyn ®obunor”
—po Gap xarTu mouwpa HaBucét Ba a3 My¢ oro3 kyHn#, Capesn MytaBBo Oomiajn. Ba apkonu commmu
oH “Mycrappunyn Mycrapeunyn Madrymor” act. Ba arap a3 “To” mypys KyHR Ba Tyl
“Tabnyn Mydrabunyn Pobunor Myd” 6ap Bazuu avynoryn PabynoryHn Madobunyn Oomian Ba
baxpu wamunum MaynyH act Ba apkoHu comumu OH PobmwiotyH @obmioryH MycradbuinyH act Ba
arap a3 baiin mOtumo Hamo#t Ba ryii: bynyn Mydrasunyn @osunory Myd, 6ap Bazau Madobitny
Madoritny @osmor 6o0mmran Ba oH 0axpw KapuOM MakCyp acT Ba apKOHH colnMu oH MadobitnyH
Madobityn @osunoryn act. Arap a3 TO —u Mydrabunyan conit mbTuno Hamo#t Ba Tyid: TabiayH

®dobuor Mydrasmnydn My — G6ap Bazuu Dabynotyn Madobunyn dabynoryH Oorran, oH Oaxpu
xahpudu MadyHyH acT Ba apkoHH cosuMu OH DowpmiaoTyH Mycrapbunyn @DobwIOTYH acT. Arap
MYC — TA®BU - JIYH gpap Gaxpm Xadudm wmyHbacun act. Ba uH 4o dapk map MuéHu
Mycradgbpunyn Ba DobpmwioTyH — MyTracwil Ba MyHpacwn napépr memasan. ba wH moupam apys
MVYHIIUA3W'BA HOM ry3omTaanz.

XaMUHPO anoxuaa Kaij KapaH MyMKHH acT, Ku Oapou MyaiisH HamyaaHH OaxpXou apy3
andarTa, J0Upaxor OH MaBKEH aBBATMHIApaya JOpaH/.
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O‘ZBEK SHE’RIYATIDA RANG RAMZLARI TALQINI

Annotatsiya. Ramziylik — she’riyatning muhim xususiyati. Flora va fauna olami bilan birga
tabiatdagi ranglar ham timsol bo‘lib keladi. Zamonaviy o‘zbek she’riyatida ranglar turli ramziy
ma’nolarni ifodalab keladi. Jumladan, oq, qora, qizil, sariq, ko‘k va hokazo ranglar lirik gahramonning
ruhiyati, kayfiyati, ichki kechinmalarini ifodalash barobarida ramz ham bo‘lib keladi. Maqolada shu
jihatidan yuqorida zikr etilgan ranglar tahlil etilgan va rang simvolikasiga xos jihatlar an’ana va vorisiylik
aspektida yoritilgan.

Kalit so‘zlar: ramz, ramziy tahlil, rang ramzlari, poetik obraz, arxitep, lirik gahramon, lirik
kechinma.

Annortauus. CUMBONIM3M — BakHasi 4yepTa mod3uu. Hapsay ¢ mupom ¢uopsl U QayHsl 1BeTa B
MPUPOJE TAKXKE BBHIMOJHSIIOT (YHKIUIO CHMBOJIOB. B cOBpeMeHHOH Y30€KCKOW IOJ3MH I[BETA WMEIOT
pa3iIn4HbIC CHUMBOJIMYCCKUC 3HAYCHUS. B HYaCTHOCTH, TaKHC IIBCTA, KakK 66]‘[]:1171, qepHHﬁ, KpaCHLIﬁ,
)KCHTBIﬁ, CUHHUH U JApyru€ nBe€Ta HE TOJBKO BbIpaXAarOT IICUXHWKY, HACTPOCHUC W BHYTPCHHUC
NEPCIKUBAHUSA JTUPUYCCKOI'O Ireposa, HO U CIIyKaT CHUMBOJIAMH. B cratbe AHAJIM3UPYKOTCA YIOMSIHYTBIC
BBIIIIC IIBETA B OTOM OTHOILICHHUHN U OCBCHIAIOTCA CH€III/I(1)I/I‘I€CKI/IC ACIICKThI HBCTOBOﬁ CHMBOJIMKH C TOYKH
3p€HUA TpaAUIIUU U HACJIEJOBaHUA.

KuioueBble ¢ji0Ba: CUMBOJ, CHMBOJIMYECKUI aHANU3, I[BETOBAs CUMBOJIMKA, TIOITUYECKUN 00pas,
ApXETHUIL, TUPUUECKUHN TepOil, TUPUUECKOE IEPEKUBAHUE.

Abstract. Symbolism is an important feature of poetry. Along with the world of flora and fauna,
colors in nature also serve as symbols. In modern Uzbek poetry, colors express various symbolic
meanings. In particular, colors such as white, black, red, yellow, blue and others are also symbols,
expressing the psyche, mood, and inner experiences of the lyrical hero. The article analyzes the colors
mentioned above in this regard and highlights the aspects inherent in color symbolism from the
perspective of tradition and inheritance.

Keywords: symbol, symbolic analysis, color symbols, poetic image, archetype, lyrical hero,
lyrical experience.

Kirish. Ranglarni ramziylashtirish an’anasi xalq lirikasi va o‘zbek mumtoz she’riyatida
shakllanib, badiiy takomilga erishgan. Bu poetik jarayon yangi o‘zbek she’riyatida ham o‘ziga xos tarzda
davom ettirildi. Jumladan, A. Oripov, E. Vohidov, X. Xudoyberdiyeva, O. Hojiyeva kabi zamonaviy
o‘zbek she’riyati vakillari ijodida ranglar turli ramziy ma’nolarni ifodalagan. Darhagigat, o‘zbek
she’riyatida rang bilan bog‘lig bo‘lgan ramziy obrazlar inson ruhiy iglimida sodir bo‘layotgan turli holat
va o‘zgarishlarni nisbatan to‘lig va ta’sirchan ifodalashga xizmat giladi.

Asosiy gism. Rang ramzlari gatnashgan she’rlarni quyidagicha guruhlash mumkin:

1. Og rang.

Ogarganda sochlar eslaymiz,
Sarxush bahor, kuz o‘tganini.
Kimlarnidir rad etganmiz biz,
Kimlar bizni rad etganini [11, 22].

Halima Xudoyberdiyevaning yuqoridagi she’rida “oq soch” — yoshning o‘tishi, bahor va kuz
fasllari bu ma’noni kengaytirib, hayotning o‘tkinchiligini ifoda etgan. Bilamizki, sochlar asli gora rangda
bo‘lib, uning ogarib ketishi inson hayotining keksalikka gadam go‘yganini bildiradi. Oqg rangning xuddi
shunday ma’nosini Oydin Hojiyeva asarida ham uchratish mumkin:

Onam qora sochlari
Bo‘ldi bora-bora oqg.

Ko‘p askarlar singari
-
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Akam gaytmasdi biroq [9, 48].

Shoir misol tarigasida yozilgan bu she’rida ukasi urushdan gaytmagani uchun onasining qora
sochlari oqarib ketganini aytadi. Ya’ni, ogq sochlar gayg‘u ramzi bo‘lib kelgan. Bunday mazmunni Erkin
Vohidov she’rlarida ham ko‘rish mumkin:

Bugungidek yana sahar turasan,

Ajratasan keraklarning keragin.
Sochlaringda bir tola og ko‘rasan,

Birinchi bor sanchganida yuraging [9, 20].

Unda shoir o‘zbek ayolining har tong o‘z vagtida turishi, farzandlari uchun tinimsiz mehnat
gilishi, sog‘ligidan ayrilib, birinchi marta yurak xurujiga uchragandagina ko‘zguga garasa, gora sochlari
ogarib ketganini ko‘rsatadi. . Ya’ni, og sochlar hayotdan o‘tishning ramzi bo‘lgan.

Oydin Hojiyevaning yana bir she’rida oq rang o‘ziga xos tarzda timsollanganini kuzatish
mumkin. Unda shoir o‘zbek ayolining har tong o‘z vaqtida turishi, farzandlari uchun tinimsiz mehnat
gilishi ko‘rsatilgan:

Oq ro‘molin bir uchini yelkaga tashlab sipo,

Darvozada turar onam, go‘li ishga bormayin:

Tashvish bilan, mehnat bilan toligtirganday dunyo,
Ko‘zlari ham xira tortib bormoqdadir kun sayin [10, 22].

Bu she’rda onaning butun umr mehnati va natijada charchab, ko‘zlari xiralashgani, onaning
ro‘moliga oppoqg rang sifatdosh sifatida kelgan. Shoira Navoiy viloyatining Qiziltepa tumanida
tug‘ilganini inobatga olsak, bu maskan aholisi a’zo bo‘lgandagina oq ro‘mol o‘rashadi. Demak, she’rda
og ro‘mol motam ramzidir. Binobarin, ukasi urushga ketib, gaytib kelmadi.

Jabr bo‘ldi yurakka yolg‘iz

Mangu bitmas undagi chandig.

llon chigdi, tanlab ikkimiz

Baxt bor deya ochgan oq sandiq [10, 26].

llonning oqg ko‘krakdan chigishi o‘zbek xalq ertagi “Zumrad va Qimmat”da. Oppoq sandigdan
ilon chigadi, uni ertak gahramoni Qimmat ochadi, bu yerda turli zeb-ziynat, taginchoglar borligini aytadi.
Shoir ham shu vogelikka ishora qilib, oq ko‘krakni baxtsizlik timsoli sifatida ishlatadi.

Na nozik kashfiyot bilan yaralmish,
Kulguga chayilgan oppoq yuzlaring.

Va yana ko‘zingdan yog‘du taralmish,
Va yana labingda sirli so‘zlaring.
Ruhimda sevgining pinhon sururi,
Bebaxtlik — oydindir, saodat — garo.

Oc‘lib ketish mumkin yoningda turib,
Qarshimda borliging tilsimi aro [13, 126].

Usmon Azimning ma’shugaga bag‘ishlagan ushbu she’ri “oq yuz” va “qora baxt” uyg unligidan
badiiy oksimoron san’atini yaratgan. Baxt quvonch demakdir, lekin biz odatda baxtni oq rangda,
baxtsizlikni gora rangda ifodalaymiz. Shoir baxtning qora, oydek baxtsizlik oksimoronini qildi.
Qolaversa, “Kulgidan yuz yuviladi” degan metafora ham bor.

O‘raladi bo‘ynimga

Oyning oppoq bilagi.

Ushaldi bor tilagim...
Baxtning qo‘lidan o‘pib,
Kelayapti yig‘lagim [13, 147].

Bu she’riy parchada oy so‘zida metafora bor, oy deganda go‘zal joy nazarda tutilgan. Chunki
osmondagi oy bilagini bo‘yniga o‘rab oladi, degan gap to‘g‘ri emas. Bilakni oq deb ta’riflash malaka
san’atini ko‘rsatadi.

2. Qora rang. Hozirgi she’riyatda gora rang bir gancha ramziy ma’nolarni ifodalaganligi
kuzatiladi. Xususan, bu rang Abdulla Oripov asarlarida kalta soch sifati sifatida tilga olinadi va nafosat
timsolini ifodalaydi:

|
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Seni ko‘ray dedim — tonglarim otdi,

Orazing yorishib, tunni berkitdi.

Lekin qgora soching yuzingga tushgach,

Yana tun boshlandi, quyosh ham botdi [12, 61].

Yugoridagi satrlarda yorning oppoq va oydek yuzlari tong shafagiga va undan taralayotgan nurga,
gora tuklar yoyilganda esa kunduzni (quyoshni) qoplagan tunga giyoslanadi. Shoir bir jumlada gora
rangni sochni ham, tunni ham tasvirlab, go‘zal ifoda yaratishga muvaffaq bo‘lgan.

Xurshid Davron kuz manzarasini tasvirlashda gora va ko‘k ranglardan uyg‘un foydalanadi:

Qora tunda so‘ldi yaproq —
So‘nggi yaproq.

Vujudlarda so‘ndi titroqg,
Tindi tuproq.

Qushlar uchdi tong oldidan —
ko‘k surmarang.

Ufglarga urildi-da,
sindi jarang [14, 28].

Yugoridagi parchada kuzda tushgan barglar holati tasvirlangan. Qorong‘u tunda so‘nggi bargning
so‘nishi ham shundan dalolatdir. Qora tun malakasidan foydalanish uzoq vagtdan beri mavjud.
Darhagiqat, tun gorong‘u va gora. Ammo bu yerda yaproglarning so‘lib ketgan ayanchli holati tunning
gorasini bo‘rttirib, unga shafqatsizlik ruhini yuklaydi. Shuningdek, daraxtdagi kuz bargining titrashi inson
galbining go‘rquv yoki hayratdan titrashiga giyoslanadi. Keyingi xatboshida, kuzdagi yana bir holat,
sovug tushishi bilan qushlarning issig mamlakatlarga uchishi hagida. Bu yerda ertalab ko‘k va surma
ishlatilgan. Agar tong hali quyosh chigmagan, yorug® va ma’yus bo‘lgan vaqt deyilganini inobatga olsak,
shoirning tongni ko‘k va qorong‘i, qoraroqdek ta’riflagani to‘gri bo‘ladi. VVa qushlar ufgga urilganda, bir
narsa buziladi va quyosh chigadi va kun yorishadi.

3. Ko‘k va yashil ranglar.

Usmon Azim kuzgi bog‘larni tasvirlashda ko‘k va yashil ranglardann foydalanadi:
Bog‘larga kuz keldi bunchalar erta!
Ammo yam-yashildir hanuz bu daraxt —
Xazonrez turadi qoshida karaxt:
Demak, u Ollohning oldida erka,
Demak, uni sevar yoz atalmish baxt [15, 16].

Bog‘larga kuz kirib, daraxtlarning barglari sarg‘aya boshlaganiga garamay, bargi hali yashil
bo‘lgan daraxt shoirning e’tiborini tortadi. Agar barglarning tushishi unga ta’sir gilmagan bo‘lsa, bu
Allohning qudrati va marhamatidir. Kuzgi manzaradagi yashil rang insonga umid baxsh etadi. Bunday
tasvir boshqa she’rda uchraydi:

Garchi barglar ko‘m-ko‘k,
lldizlar hushyor.

Otash kunlaring yo‘q

O, parvardigor [15, 19].

Avytishlaricha, sentabr oyining boshlarida ham barglar hali ko‘k bo‘lsa-da, yashil bo‘lsa, yozning
olovli kunlarini topa olmaysiz. Bunday holda, yashil rang o‘rniga ko‘k rang ishlatilgan va porlash
ma’nosini ifodalagan. Usmon Azimning yana bir she’rida yuqgoridagi holatlarga garama-garshilikni
ko‘rishimiz mumkin:

Yam-yashil bog* ichra
Yaproq sarg‘aydi.
Ko‘nglimda bir nozik
Titroq sarg aydi [15, 21].

Agar yuqorida biz kuzgi sariq bog‘larda yashil daraxtni ko‘rgan bo‘lsak, endi yashil bog‘da barg
sarg‘ayganligi tasvirlangan. Bunda, albatta, sariq va yashil bog‘lar hagida emas, balki u inson hayotining
ramzi bo‘lib kelgan. Bunday holat har bir insonning hayotida sodir bo‘lishi mumkin: juda tushkun va

gayg‘uli holatimizda gandaydir baxt uchqunlari bizga taskin berishi yoki yaxshi kunlarga umid berishi
- -
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mumkin. Aksincha, barcha orzularimiz ro‘yobga chigib, baxt gasrini qursak, galbimizning gaysidir
burchagidagi g‘am insonni ranjitadi.

Usmon Azim she’riyatida yashil rangga ishoralar ko‘p uchraydi:

Yashillikni bog*
Junjikib yechdi.
Yozni sevardim
U mendan kechdi [15, 23].

Shoir “Kuz keldi” jumlasini jonlantirish san’atidan foydalanib badiiy ifodalagan: Bog® salgin
havodan ogarib ketgan yam-yashil ko‘ylagini yechdi, Yozni sevdim, o‘tib ketdi mendan, ya’ni yoz ketdi,
kuz keldi.

Yashil rangning ramziy ma’nosi juda keng. Yashil - bahor rangi. Yashil rang - yangilanish,
uyg‘onish ramzi. Shu bilan birga, u hayotning rangi, muvozanat va uyg‘unlikni ifodalaydi.

Yashillandi keyin birma-bir

Dala, chorbog*, omonat ko‘prik.
Dovuchchadek mo‘ltirab boqdi,
Qo‘shni bogga tushgan bolalik [14, 28].

Xurshid Davron hayotning har bir bosgichini turli ranglarda tasvirlaydi. Uning bolaligida dunyo,
ko‘chalar, hatto qorong‘u tun ham oppoq bo‘lib ko‘rinadi. Inson kamolga yetgan sari uning hayot daraxti
yam-yashil bo‘lib, nur sochadi. Keyin o‘rta asrlarda dunyoni, odamlarning asl mohiyatini anglab, turli
sinovlardan o‘tib, inson hayoti sokin, ko‘k rangga aylandi. Bu davrda inson o‘zini tushunishga harakat
gila boshlaydi. Hayotning ma’nosi va gadrini anglaganingizda oq, yashil va ko‘k ranglar aralashib,
yorug‘lik xiralashadi. Ayni paytda yuqoridagi ranglarni topib bo‘lmaydi, ularni fagat tushida ko‘rish
mumkin. Bunday paytda g‘amgin ko‘zlardan og tomchilar oq sochlarda goladi. Shoir insonning tug‘ilishi,
o‘sishi va o‘limini oq, yashil va ko‘k ranglar uyg‘unligi bilan juda go‘zal topilmalar bilan ifodalagan.

4. Sarig rang. She’riyatda sariq zafar, zar, tillarang kabi sinonimlar bilan keladi. Birog, bu
sinonimlar nozik semantik farglarga ega. Buni Oydin Hojiyeva she’rlarida ham kuzatish mumkin:

Men bahorning ko‘nglini topdim,
Uchirdi gul arg‘imchoglarda.

Kuzning za’far libosin o‘pdim,

Zar yaproglar terdim bog‘larda [10, 36].

Shoira kuz faslining tabiat manzarasini tasvirlashda zafarli libosi, tilla yaproglari kabi iboralardan
foydalanadi. Za’far va zar so‘zlari sariqg ma’noni bildiradi. Boshga bir she’rda sarg‘aygan barglar tilla deb
ta’riflanadi:

Daraxtlarning tepa shoxida

Ko‘zni olar tillarang yaprog.
Butun mehrin gul dudog‘ida
Tutgazadi insonga tuproq [10, 40].

Kuz tabiati shu gadar o‘ziga xoski, unda galati bir sir bor. Buni uning ko‘zni gamashtiruvchi
barglarida goh sarg‘ish, goh gizg‘ish, goh tilla, goh olovli ko‘rish mumkin. Shoir bu manzarani zarhal
barglari bilan ham ko‘radi. Kuzda tuprog insonga butun mehrini gul labida, masalan, kurtakda beradi.

5. Qizil rang. Mustaqillik davri she’riyatida, o‘tmish vogealari badiiy tadgiq gilinayotgan davrda
tariximizda bosginchilar zulmi davrini timsol gilishda an’anaviy qora rang emas, balki gizil rang timsolni
ifodalashga xizmat gilgan. ljodkorlarning g‘oyasi va badiiy niyati:

Qip-qizil turnani kutdim o‘ttiz yil,

Yechay deb bo‘ynidan billur halgani,

Otamga shifolar so‘rdim o‘ttiz yil,

Rahm gani?

Shafqat gani? [8, 20]

Abduvali Qutbiddin she’ridan olingan yuqgoridagi misralarda lirik qahramon kutayotgani “qizil

turna” — o‘sha davr tuzumi va’da gilgan jannat ramzidir. Qizil ramz jannatga erisha olmagan va sarob
ortidan adashib golgan odamning muammosini samarali va o‘ziga xos tarzda ifodalash imkonini berdi.

N.Jumatova shoir she’rlaridagi rangga oid ramziy obrazlarni, jumladan, gizil rangga oid she’rlarni tahlil
- - - |
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gilar ekan, bu obrazlar ijtimoiy hayotdan tanlab olinganligi, ulardagi ramziy obrazlar esa hayotimizda
sodir bo‘layotgan vogelik bilan bevosita bog*ligligini ta’kidladi [11].
Halima Xudoyberdiyeva ijodida gizil rang ham alohida o‘rin tutadi:

Onaginam,

Dorilamon kunlar keldi, shafaglari ol,

Qayon bogsang shaylanishlar va sozlashlar tor.

Olcha gulin ko‘zlaringga surtasan behol:

“Bu kunlarga yetganlar bor, yetmaganlar bor” [13, 25].

Mustagillik, ozodlik kunlariga yetganiga shukronalik ifodalangan bu she’rda gizil rangga
murojaat bor. Aytish mumkinki, qgizil rang va mustaqillik o‘rtasida ganday bog‘liglik bor. Parchada tong
otdi, ya’ni gizil kunlar keldi, deyiladi. Savol tug‘iladi: tong shu kungacha gizarmaganmi? Bunda ramziy
ma’no bor: ufqda quyosh botganda, ertasi kun yanada issiqroq bo‘ladi, degan xalq e’tigodi mavjud.
Qishning gahraton va gahraton kunlarida xalgning turmush sharoiti og‘irlashib, katta giyinchiliklarga
duch kelgani uchun bahor va ilig kunlarga yetib olsak, deb orzu gilardi. Shoir mustabid tuzum ostidagi
jabr-zulmga uchragan xalgni gish g‘azabiga uchragan xalqga giyoslab, endi gip-qizil tong otadigan kunlar
keldi, hayotimizga istiglol, ozodlik shamollari kirib keldi, deganda. Vodiylarga yetgan onalarimiz
aytganidek, “Bu ozodlik kunlariga yetgan ham bor, yetmagan ham bor”. Qizil rangning ijobiy ko‘rinishini
shoiraning quyidagi she’rida ham ko ‘rishimiz mumkin:

Goh gip-qizil gullarga ko‘mib,

Bir olam baxt yo‘llaydir olam.
Sipgorarmiz ko‘zimiz yumib,

Zardob to‘la gadahlarni ham [13, 35].

Bu she’r hayotning past-balandlari, yaxshi-yomon kunlari, quvonchli va gayg‘uli kunlari hagida.
Inson hayoti goh gip-gizil gullarga to‘lib, baxtga to‘ladi, gohida baxtning shirin sharoblari orasida zardob
ichish kerak. Shu ma’noda gizil rang to‘lig baxtning ramzi bo‘lgan.

Xulosa. Umuman olganda, oq, qora, ko‘k, yashil, gizil ranglarning hozirgi o‘zbek she’riyatida
turli ramziy ma’noga ega ekanligi kuzatiladi. Bu jihatdan og rang hayot timsoli (Halima
Xudoyberdiyeva), garilik (E. Vohidov), gayg‘u, motam (O. Hojiyeva); qora rang (A. Oripov), tun (X.
Davron); ko‘k va yashil ranglar hayot, yangilanish, yashash (X. Davron, U. Azim); sarig kuz (Oydin
Hojiyeva); gizil rang sobiq tuzum (A. Qutbiddin), mustaqillik (Oydin Hojiyeva) timsoli bo‘lib kelgan.
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“TUSHDA KECHGAN UMRLAR” ROMANIDA URUSH TASVIRI

Annotatsiya. Maqolada “Tushda kechgan umrlar” asarida ko‘plar e’tigod go‘ygan, ishongan
tuzumning barbod bo‘lishi, butun umrini, hayotini shu tuzumga xizmat gilishga sarflagan insonlarning
ishongani sarob bo‘lib chigishi, asardagi obrazlarning ichki kechinmalari, urushning yoshlar ongi va
ruhiyatiga ta’siri shuningdek yozuvchining obraz yaratish borasidagi badiiy mahorati tadgiq etilgan.

Kalit so‘zlar: urush, mustamlakachilik, gatag‘on, ofat, umr zavoli, “Savr inqilobi”, Afg‘oniston,
fugoralar urushi, mustabid tuzum, insonparvar mezonlar.

AHHOTaHl/lﬂ. B cratbe HCCIICAOBAHO pPa3spymi€HUE CUCTEMBI, B KOTOPYHO MHOI'MC BCPHIIH,
IIOCBAIIIAIN el BCIO CBOIO JKU3Hb, CIIYKWJIHM, U KOTOpas B UTOI'C OKasajlaCb I/IJ'IJ'IIOSI/ISI\/'I, paccMaTpuBaArOTCA
BHYTPCHHUEC NICPCIKUBAHUA HCpCOHa)Keﬁ, BIIMSIHUE BOMHBI HAa CO3HAHUE U AYXOBHOCTH MOJIOZACKHU, a TAKIKE
XYJOKECTBEHHOE MAaCTEpPCTBO THCATENS B CO3JAHUHM OOpa3oB B mpom3BeneHUH ‘JKW3HH, MPOKUTHIE BO
cHe”.

KiroueBble cjioBa: BoitHa, KOJIOHHAIN3M, pEIIpeccH, KaTacTpoda, THOeNs KU3HH, “ANpeabCcKas
peBOJ'IIOLII/ISI”, A(i)FaHI/ICTaH, TpaXxJaaHCKas BOfIHa, ,[[eCHOTI/I‘{eCKI/Iﬁ PEKUM, TYMAHUCTUYCCKUC KPUTCPUU.

Abstract. The article explores the collapse of a regime in which many had placed their faith and
trust, as depicted in the work Tushda kechgan umrlar (Lives Spent in Dreams). It examines how the lives
of those who dedicated their entire existence to serving this regime turned out to be based on an illusion.
The study delves into the inner experiences of the characters in the work, the impact of war on the
consciousness and psyche of the youth, as well as the writer's artistic mastery in character creation.

Keywords: war, colonialism, repression, catastrophe, ruin of life, Savr Revolution, Afghanistan,
civil war, tyrannical regime, humanitarian values.

Kirish. Urush mavzusi adabiyotdagi abadiy mavzulardan biridir. Urush — mislsiz ofat, inson jismi
va galb jarohatidir. U ganchadan-gancha insonlar umrining zavoli, orzu-umidlaridan ayirgan falokatdir.
Urush mavzisi — xalq og‘zaki ijodi, o‘zbek va jahon adabiyotining yetakchi mavzularidan biri bo‘lib,
butun bir xalg, butun bir millatning unga garshi kurashi xoh u badiiy asarda bo‘lsin, xoh u zamon va
makonda bo‘lsin hali hanuzgacha yakuniga yetgani yo‘q. Urush natijasida inson galbi, ongida ro‘y
berayotgan evrilish va o‘zgarishlarning sir-sinoatlarini, sabab-ogibatlarini, jamiyat ravnagi va
zamondosh kamolotidagi o‘rnini ijod ahli badiiy adabiyot olamiga o‘z mahorat kuchi bilan ortigcha
bo‘yoqglarsiz bor-boricha olib Kkirdi. Binobarin, bu falokatni yoritishda yozuvchi mahoratini
umumbashariy mezonlar va milliy qadriyatlar asosida badiiy ijodiyotning ichki qonuniyatlariga
asoslanib o‘rganish, tadqiq etish lozimligi bugungi adabiyotshunoslik oldiga yangi-yangi vazifalarni
go‘yadi.

Asosiy gism. 1979-yilda go‘shni Afg‘onistonda “Savr inqilobi” deb nomlangan davlat to‘ntarishi
amalga oshirildi. Buning natijasida fugarolar urushi avj oldi. Sobiq SSSR hukumati Afg‘onistonda bo‘lib
o‘tayotgan ushbu fugarolar urushiga aralashib, internatsionalizm nigobi ostida bu davlatga hujum
uyushtiradi. Bu harbiy harakatlarga ko‘plab o‘zbek yigitlari ham safarbar gilindi. Afg‘on urushi ko‘plab
insonlarning hayotini izdan chigardi. Bu jarayonlar badiiy adabiyotimizda o‘z aksini topdi. Bu borada
O‘tkir Hoshimov galamiga mansub asarlar alohida ajralib turadi. Yozuvchining ‘“Nega, nega-a-?!”
hikoyasi va “Tushda kechgan umrlar” romanida behuda qurbon bo‘lgan insonlarning fojiali taqdiri bayon
etiladi. Undan tashqari, Abdurashid Normurodovning “Qonli yo‘rgaklar” romani, “Ko‘kdagi umr” asari,
G‘afur Po‘latovning “Xerirud faryodi” harbiy — dala gissasida ham afg‘on urushi fojialari tasvirlanadi.
Ushbu asarlarga xos umumiy xususiyat fojiaviy ruhning ustunligidadir. Ikkinchi jahon urushi
mavzusidagi asarlarning ko‘pchiligida, vatanparvarlik, gahramonlik g‘oyalari ustun tursa, afg‘on urushi
mavzusida yozilgan barcha asarlarda tragik pafos yetakchi o‘rinda turadi. Chunki bu urush mohiyati
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jihatdan ikkinchi jahon urushidan farg giladi. Ikkinchi jahon urushi ham katta fojia va kulfatlarga sabab
bo‘lgan, lekin unda gatnashgan o‘zbek sovet jangchilari Vatan himoyasi yo‘lida jang gilganlar. Shu
tufayli ham ikkinchi jahon urushi hagidagi asarlarda gahramonlik ruhi yetakchilik giladi. Afg‘on urushi
esa yurt ozodligi uchun emas, Sovet hukumatining siyosiy rejalari uchun xizmat qgildi. Afg‘on urushi
mavzusidagi asarlarda foiaviylik ruhi yetakchi xususiyat kasb etgan.

“Tushda kechgan umrlar” asari bosh gahramon — Rustamning oxirgi kundaligidan boshlanadi va
Qurbonoy xolaning har kungi tashvishlariga ulanib ketadi. Aynan, Rustamning murdasini Qurbonoy xola
va Komissar ko‘rib golishadi. Roman kulminatsiya bilan boshlanadi. So‘ng yozuvchi chekinish usulini
go‘llab bosh gahramon Rustamning o‘limi va u bilan bog‘liq tafsilotlarni yoritishga kirishadi. Vogealar
kuz tasviri bilan boshlanadi: “Kuz o‘lim tushagida yotgan bemorga o‘xshaydi. Oyoq ostida kasalmand
xazonlar ingraydi... Shuncha urinishlar zoye ketganini tushunib olamga ma’yus bogadi. Yer-u ko‘kni
kafandek oppog tuman chulga‘ydi. Og zulmat orasida garg‘alarming xosiyatsiz figoni eshitiladi [1, 7]
Kuzning ol‘im to‘shagida yotgan bemorga o‘xshatilishi, xazonlarning ingrashi, yer-u ko‘kni kafandek
oppog tuman goplashi, garg‘alarming bexosiyat fig‘oni asarda gandaydir noxush vaziyatlar bo‘lishiga
ishora qiladi... Ushbu parchada peyzaj tasviridan foydalanilgan. Bunda peyzaj go‘zal manzarani emas,
aksincha g‘amgin holatni ifodalydi. Natijada asarning fojiali ruhda yozilganligi ilk tasvirlardanoq sezila
boshlaydi. “Kuz”, “xazon”, “kafan”, zulmat”, “qarg‘alar” kabi so‘zlar noxush manzarani tasvirlab,
gahramonning ruhiy holatini ifodalaydi. Ushbu tasvirlar davom etib, endi tabiat vositasida bosh
qahramonning fojiali taqdiriga ishora qiladi: “... Erta-indin osmonga motam libosini kiygan bulutlar
chigadi. Yer ustida uzoq charx uradi-da, achchiq ko‘z yosh to‘kadi. Sim-sim yomg‘ir yogadi: to‘rt kunlik
umrida dunyoga sig‘magan, oxir-ogibat jon taslim etgan tabiatga aza ochib, unsiz yig‘laydi...”. Bu yerda
“to‘rt kunlik umrida dunyoga sig‘magan, oxir-ogibat jon taslim etgan tabiat aslida ramziy xususiyat kash
etib, Rustam va boshga gahramonlarning fojiali tagdirini ifodalaydi.

Asar bosh gahramonlaridan biri Rustam o‘gishni to‘xtatib armiyaga ketadi. Armiyadan esa urush
bo‘layotgan Afg‘onistonga jo‘natiladi. U Vatani va xalgi uchun emas, sovet hukumatining
bosginchilikdan iborat siyosiy manfaati uchun jang qildi. Temur, Xayriddin, Sasha, Viktor kabi o°ziga
o‘xshash yosh vyigitlarning Afg‘oniston hududida bekordan-bekorga o‘lib ketishlariga, af‘gonlarning
urushdan katta azob ko‘rayotganlariga guvoh bo‘ladi. Rustam garchi urushdan tirik gaytgan bo‘lsa-da,
uning salbiy asoratlaridan qutula olmadi. Urush uning dunyogarashiga ham, ruhiyatiga ham,
salomatligiga ham o°zining salbiy ta‘sirini o‘tkazdi. O°zi sevgan kursdosh gizi Shahnozaga uylangan
bo‘lsa ham, ikkisining or‘tasida muhabbat bo‘lsa-da, urushda orttirgan jarohati sabab baxtli bo‘la
olishmaydi. Rustamning o‘ta jizzaki, asabiy bo‘lib qolishi, adolatsizlikka duch kelganda o°zini
bosolmasligi, jahli chigganda vahshiylashib ketishi kabi psixologik holat tasvirlari ham urushning salbiy
ta‘sirini anglatadi. Sobiq jangchining urushdan uyga gaytgandan keyin ham ketma-ket adolatsizliklar,
nohagliklarga guvoh bo‘lishi, turmush o‘rtog‘i Shaxnozaning baxtsizligiga o°zini aybdor his etish singari
omillar oxir-ogibat Rustamning fojiali o‘limiga sabab bo‘ladi.

“Tushda kechgan umrlar” romanida nafagat urush, balki mustamlakachilik va gatag‘on siyosati
realistik tarzda tasvirlangan. Ambartsuman boshlig bir guruh sovet organi xodimlari “o‘zbek ishi”
masalasidagi katta jinoiy ishni qo‘zg‘ab, arzimagan ayblar va tuhmatlar bilan ko‘plab odamlarni gamab
yoki ottirib yuborishadi. Ular gatorida Rustamning otasi-deputat Shomatov ham bor edi. Butun umrini
mamlakat va xalq manfaati uchun sarflagan, shu yo‘lda bir umr astoydil xizmat gilgan Shomatov o‘n vil
muddatga shimoliy Qozog‘istondagi lagerlardan biriga surgun gilinadi. Shomatovni aybdor gilish uchun
go‘llangan usul har ganday zulm va adolasizliklarning eng yuqori cho‘qqisi sifatida talgin etiladi.
Shomatov obrazidagi “yo‘qotilgan avlod” qahramonlariga xos behuda umrni anglab yetish” xususiyati
uning Ristamga yozgan ikkinchi maktubi orgali yorgin aks etgan. Maktubda quyidagi jumlalar keltirlgan:
“Yoshim oltmishdan o‘tib ko‘p narsalarni endi-endi tushunyapman, xom sut emgan banda!.. O‘ylab
garasam, o‘tgan umrim — umr emas, tush ekan. Go‘yo men esimni tanib-tanimay birov uyqu dori
ichirgan-u, tush ko‘rib yuraverganman: goh shirin, goh xatarli tush ko‘rib. O‘sha birov gayoqga sudrasa,
ketidan ergashib ketaverganman, nima buyursa, quloq qogmay bajaraverganman... Uyg‘onishga esa
go‘rgganman... Mana endi uyg‘onib, yonverimga garasam, menga o‘xshashlar ko‘p ekan...” [1, 252].
Ushbu jumlalar orgali o‘z umrini gayta sarhisob gilgan insonning xulosasi ifodalangan. Yozuvchi

gahramon tilidan butun bir avlodning fojiasini igror ko‘rinishida aks ettiradi. Bu yerda “uyqu dori” —
-
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kommunistik g‘oyalarning, “tush” — shu g‘oyalar ichida o‘tgan umrning ramzi bo‘lib kelgan. “Tushda
kechgan umrlar” asarida Rustam obrazi orqgali afg‘on urushi ishtirokchilarining, Shomansur Shomatov
obrazi orgali gatag‘on qurbonlarining taqdiri aks ettirilgan bo‘lsa, komissar Soat G‘aniyev obrazi va
uning o‘tmish tafsilotlari orgali muallif Sobiq Ittifoq hukumatining bir necha bosgichda olib borgan
gatag‘on siyosatini tasvirlaydi. Komissar soat G‘aniyev har bir kitobxon galbida nafrat uyg‘otadi. U
otasining izidan borib, sovet komissari bo‘lib yetishadi. Qishlogdoshi Husanni nohaq otib tashlagan,
sinfdosh do‘sti To‘laganni vatan xoiniga chigarib jazolanishiga sabab bo‘lgan, Fotimani nomusiga tekkan
va nomusga chiday olmay o‘zini osib yuborishga sababchi bo‘lgan bu odam keksayganda ham
pushaymon bo‘lmaydi... U o‘tgan umridan afsuslanmydi, dunyogarashini o‘zgartirmaydi. Keksayib
golgan bo‘lsa-da, yomonlikni istaydi. U o‘sha davr zulm saltanatining timsoli, o‘ta xavfli manqurt.

Adabiyotshunos olim Abdug‘ofur Rasulov romanda Soat G‘aniyev obrazining go‘llanishi hagida
quyidagicha fikr bildiradi: “O‘tkir Hoshimov bir vagtlar ko‘klarga ko‘tarilgan komissar-hukumat va
partiyaning suyangan tog‘ini salbiy tip sifatida talgin etdi. Komissar xarakterida sho‘ro tuzumi
tarbiyalagan barcha xususiyatlar aks etgan...” [2, 133]. Komissarning ruhiy holatini ifodalovchi ichki
nutq tasvirlarida bu obrazning xarakter xususiyati aniq ko‘rinadi. Soat G‘aniyevning barcha narsadan
gumonsirash, hammaga dushman sifatida qarash kabi munosabatlarida “chekistcha tarbiya”ning salbiy
ogibatlari bayon etiladi. Shu xususiyatlariga ko‘ra komissar Ganiyev umumlashma obraz hisoblanadi.
Rustam va uning otasi deputat Shomatovlar o‘zlariga nisbatan gilingan adolatsizlikdan so‘ng ko‘zlari
ochilib, umrlari yolg‘on agidalarga aldanish bilan o°tganini, boy berilgan yolg‘on taqdir asosiga qurilgan
hayotlarini kech bo‘lsa ham anglab yetadilar. Shu sababli ularning umrini “tushda kechgan umr” deb
baholash o°rinli. Bu obrazlar atrofdagi jarayonlar haqida fikr yuritadilar, ularning ongidagi jarayonlar asl
hagigatni anglab yetish yo‘lida tadrijiy rivojlanib boradi. Soat G* aniyev obrazida esa bunday holat
uchramaydi. Birog Komissar Soat Geaniyev o‘tgan umridan afsuslanmaydi, 0‘z dunyogarashini
o‘zgartirmaydi. Birog uning taqdiriga e‘tibor qaratilsa, komissarning ham umri “yolg‘on taqdir” asosida
o‘tganligi aniglanadi. U minglab odamlarning qgarg‘ish va nafratiga mubtalo bo‘ldi. O‘z farzandlari,
Mauzer va Mels, undan yuz o‘girishdi. Shu sababli Soat G‘aniyevning ham umrini “tushda kechgan
umrlar” qatoriga kiritish mumkin. Soat Ganiyevdan jabr ko‘rgan Fotimaning gizi Qurbonoy xola ham
0°z hayotini nima uchun sarflayotganini bilmaydi. O‘t pufagiga tosh to‘planib golgan, buning natijasida
sog‘ligi yomonlashib ishga yaramay qolgan bo‘lishiga garamay, har kungi kundalik yumushlarini
go‘ymaydigan, doktorlar man etishsa ham o°z bilganidan golmay kundalik tashvishlari bilan band
bo‘ladigan bu ayolning umri ham xuddi tushdagidek mazmunsiz va behalovat kechdi. Shu tariga,
Qurbonoy xola obrazida ham boshqa gahramonlar singari “behuda umr” xususiyati mavjud. “Tushda
kechgan umrlar” romanida muhabbat tasviri mavjud. Ammo Rustam va Shahnoza o‘rtasidagi bu
muhabbat fojia bilan yakunlanadi.

Muhokama va natijalar. Romanda XX asrning 20-yillaridan to 80-yillarigacha bo‘lgan qgariyib
oltmish yillik davrning ma’lum bosgichlari tasvirlanadi. Bu jarayonda komissar Soat G‘aniyev obrazi
asosiy o‘rin tutadi. Komissarning bolaligi, undagi ilk shafgatsizlik va yovuzlik belgilarining paydo
bo‘lishi SSSR qurilgan dastlabki davrlarga to‘gri keladi. Ikkinchi jahon urushi yillarida “SMERSH”’chilar
safida, urushdan keyin esa NKVD organida gilgan ishlari XX asrning 40-50-yillari vogealarini gamrab
oladi. Asarning Rustam bilan bog‘liq jarayonlari: afg‘on urushi, “o‘zbek ishi” voqealari esa 80-yillarni
aks ettiradi. “Tushda kechgan umrlar” romanida nafaqat urush va uning oqibatlari, balki butun
mustamlakachilik zulmi va gatag‘on siyosatining insonlar hayotiga salbiy ta’siri badiiy ifodasini topgan...
Asarda yozuvchi simvolizm, psixologik tasvir, ichki nutq kabi elementlardan ham unumli foydalangan...
Tushda kechgan umrlar” romanida urushning insoniylikdan yiroq bo‘lgan giyofasi askar obrazining holati
vositasida ruhiy ochib berilgan o‘rinlar yetarlicha topiladi: “...Avtomat qo‘limga yopishib golganga
o‘xshar, hech nimani o‘ylamay, nuqul otgim kelardi. Emaklab borarkanman, yon tarafimda kimdir
gapirgandek tuyuldi. Beixtiyor burilib garadim. — Mama! Mama! Dimog‘imga kalla kuydirganda
chigadigan isga o‘xshagan hid urildi. Qarasam, Sashaning sochlari yonib, jizg‘anak bo‘lib ketibdi.
Kombinezoni kuyib, badaniga yopishib golgan, yuzlari qorayib ketgan... — Mama... — dedi alahsirab...
Tinimsiz 0‘q uzgancha, chakalakzorga yugurdim...” [1, 133]. Sashaning fojiali o‘limi tasvirlangan
yugoridagi parchani o°‘gigan kitobxon uning ahvoliga achinish bilan birga urushning dahshatli

manzarasini ko‘z o‘ngiga keltiradi. Yoki o‘sha vogeaning davomi bo‘lgan navbatdagi parchaga e’tibor
- - - -
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qarataylik: “...Guvillagan ovozdan o‘zimga keldim. BMPda ketayotganimni g‘ira-shira angladim. Yo‘q,
avval dimog‘imga achchiq hid urildi. Ko‘zimni ochsam, shundog Sashaning boshiga yuzimni go‘yib
yotibman. Chamamda, Sasha o‘lgan, boshi muzdek, undan hamon noxush kuyindi hidi kelardi. Qon
aralash kuyindi hidi... Kimdir qornimga qo‘lini tashlab olgan... Belim qattiq ogrir edi, suv ichgim
kelardi. Jahl bilan siltab tashlagan edim, o‘sha — kimningdir qo‘li shilg etib uzildida, xuddi o‘tin kabi do‘p
etib yonimga tushdi... Yana hushimdan ketib qoldim [1, 119]. “Ushbu parcha yanada ayanchliroq holatni
tasvirlab, bu jarayonni ko‘z oldiga keltirgan kitobxon o°zini Rustamning o‘rnida tasavvur gilib ko‘radi.
Natijada urushning ganchalik kulfat manbayi ekanligini anglab yeta boshlaydi. Ammo, bu faqgatgina bir
insonning boshdan o‘tkazganlari, xolos. Urush davomida shunga o‘xshash holatga minglab askarlar
tushganligi inobatga olinsa, tasvirning fojiaviylik ko‘lami yanada oshadi. Bu o‘rinda Sasha obrazi
urushda bevaqt halok bo‘lgan yoshlarning umumlashma obrazi bo‘lsa, Rustam jang maydonida turli azob-
uqubatlarni ko‘rib, psixologik jihatdan izdan chigayotgan askarlarning tipik vakilidir. Yugoridagi
parchalarda tasvirlangan holatlar frontdagi askarlarning ruhiyatiga ham salbiy ta‘sir o‘tkazadi. Ularning
shafgatsiz va vahshiyona giyofaga kirishlariga sabab bo‘ladi. Bu esa insoniy fazilatlarning yo‘golib
borishi va ma’naviy gashshoglikka olib boradi.

Front vogeligi askar galbida turli buzg‘unchi va vahshiy hissiyotlarni keltirib chigarishini yozuvchi
ta‘kidlaydi. Quyidagi parchada bu jarayon anig ko‘rinadi: “...Pastak devor ortida sallali bosh ko‘zga
tashlandi. Yelkasidagi granatamyotini devorga tirab to‘g‘riladi. Vujudimda ajal sharpasi bir lahza
aylangandek bo‘ldi. Qizig‘i shundaki, men negadir umuman qgo‘rgmadim. Nimagaligini tushuntirib
berolmayman. Ajal garshingda tursa-yu, go‘rgmasang! Shunisi esimdaki, xotirjam buyurdim. Uchta
snaryaddan o‘t och! Odamning talgon kabi mayda-mayda bo‘lib ketganini o°z ko‘zim bilan ko‘rdim.
Tutun targalgach, garasam, devor ham, boyagi salla kiygan jangari ham yo‘q...” [1, 123]. Ushbu
parchada dushmandan o‘ch olish o‘tida yonayotgan, bu yo‘lda ko‘ziga hech narsa ko‘rinmayotgan
jangchining psixologik holati mahorat bilan bayon etilgan. Shu parchaning davomi bo‘lgan quyidagi
epizodlarda esa bu jarayon yanada anigroq ko‘zga tashlanadi: “...Ro‘parada turgan qubbasimon kulba
ichidan avtomatning tarillagani eshitildi. O<glar tank zirxiga urilib chiyillagancha sakrab ketayotganini
his etib turar, ammo lyukni yopishni xayolimga keltirmasdim. — O‘t och! Qubbasimon kulba xotinlarning
upadonidek oppoqg kukunga aylandi. Men esa aqldan ozib golganga o‘xshardim. — Viktor! Bos! Bos! —
derdim nuqul hayqgirib. Tank quturgancha o‘kirib, shiddat bilan olg‘a bosar, pulemyotidan tinimsiz o‘t
ochgancha duch kelgan narsani yakson gilib borar, qubbasimon tomli kulbalar, turli xil daraxtlar, uzum
toklari, uyogdan buyogga bezovta yugurayotgan sigir, ganotlarini patirlatib, jonsarak gagag‘layotgan
tovuglar ko‘zga chalinib qolardi. — Bos! Bos! — derdim avtomatdan tinimsiz o‘q uzib” [1,123].
Ko‘rinadiki, O‘tkir Hoshimov gahramon tilidan aniqg vogelik vositasida inson dilida uyg‘ongan vayronkor
hissiyotni tasvirlaydi.

“Tushda kechgan umrlar” romanida Xayriddin obrazi alohida o‘ringa ega bo‘lib, u bevaqgt qurbon
bo‘lgan yosh askarlarning turli toifalariga xos xususiyatlarini o‘zida birlashtiradi. Xususan, asarda
Xayriddin tilidan urushga quyidagicha ta‘rif beriladi: “...Urush teskari haqgiqat degani ekan. Odam
bo‘lging kelsa, shafgatsiz bo‘l. O°‘lging kelmasa, o‘ldir...” [1,108] Urushning adolat va hagiqat
tamoyillariga mutlago to‘g‘ri kelmasligi ushbu jumlalarda gahramonning xulosasi ifodalangan. Bu orgali
muallifning ham urush haqidagi oz garashlari badiiy ifodasini topgan. Shuningdek, Xayriddinning o‘limi
tasviri ham o°ziga xos holatda tasvirlangan. Muallif ushbu gahramonni jang paytida odatiy tarzda o‘q
tegishi yoki snaryad portlashidan halok bo‘lishini tasvirlamaydi. Aksincha, Xayriddinning o‘limi
jarayoniga ramziy ma‘no yashiradi. Ya‘ni Xayriddin o‘z tug‘ilgan kunida dushman tomonda jang
gilayotgan o‘zbek jangarisi tomonidan o‘ldiriladi. Tug‘ilgan kunidagi o‘lim gahramon taqgdirining
fojiaviylik ko‘lamini yanada kuchaytiradi. Undan tashqari, hayotdan hech narsa topishga ulgurmay yosh
gurbon bo‘lganligini ta‘kidlamogchi bo‘ladi. Xayriddinning o‘z millatdoshi tomonidan o‘ldirilishi esa
nafagat urushning g‘ayriinsoniy mohiyatini, bir millat vakillarini ikki dushman qutbga bo‘lib yuborgan
mustabid tuzumning halokatli ta‘sirini anglatadi.

Xulosa. Yozuvchi urush mavzusini individual tarzda turli badiiy tasviriy usuldan va vositalardan
foydalangan holda namoyish etadi. Tarixiy kechmishni kichik va ixcham jumlalar bilan keng va chuqur
badiiy ko‘rsata olish urush mavzusidagi romanlarga xos xususiyat bo‘lib, ulardagi epiklikni ta‘minlaydi.

”Tushda kechgan umrlar” asarida gahramonlarning taqdiri fojiali kechadi. Asardagi obrazlarning ichki
- - - - |
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kechinmalari, psixologik holati vositasida urushning yoshlar ongi va ruhiyatiga ta’siri aks ettirilgan.
Romanda yozuvchi afg‘on urushi va gatag‘on siyosatining ogibatlarini tipik obrazlar vositasida aks
ettiradi, davrning turli xil muammo va illatlariga xolis baho beradi.
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USLUBNI TADQIQ QILISHNING NAZARIY ASOSLARI

Annotatsiya. Mazkur maqolada adabiyotshunoslikda keng qo‘llaniluvchi ijodkor uslubi
atamasining mazmun-mobhiyati va uning nazariy asoslari ochib berilgan. G‘arb adabiyotshunoslari bilan
birga Sharq mumtoz poetikasiga katta hissa qo‘shgan olimlarning ijodkor uslubi va individualligi haqida
bildirgan gimmatli fikrlari magoladan o‘rin olgan. Badiiy nutgning o‘ziga xosligi va uning tayanch
tamoyillarini antik davrlardan beri adabiyotshunos olimlar o‘rganib, asarlari orqgali tatbiq etib
kelmoqdalar. Bunda asosiy manba sifatida biz “Poetika” asarini ko ‘rishimiz mumkin. Unda ijodkor uslubi
va badiiy tiliga alohida urg‘u berilgan.

Kalit so‘zlar: Tjodkor uslubi, “Poetika”, “She’r san’ati”, “Majolis un-nafois”, ijodiy metod,
ijodkor individualligi.

AHHOTamms. B naHHON cTaThe pacKphIBACTCS 3HAUYCHHUE TEPMUHA TBOPUYECKHUM CTWIIb, KOTOPBINA
IIHUPOKO HUCIOJB3YCTCA B JIMTCPATYPOBCACHUU, U €I0 TCOPCTUYCCKUC OCHOBBI. B crarhe BKIIFOUEHEI
IECHHBIC MHCHUA O TBOPYCCKOM CTWUJICE M HWHIAUBUAYAJIIBHOCTU YYCHBIX, BHCCHINX 6OJILHIOI71 BKJIad B
BOCTOYHYIO KIIACCUYCCKYIO MMOOTUKY HApAAy € 3allaJHbIMHA JIUTCPATYPOBCAaMU. yquHe-J’II/ITepaTypOBe,I[LI
C JIPEBHEUINMX BPEMEH HM3Yy4aroT CBOCOOpa3He XyM0KECTBEHHOW peYM W €€ OCHOBHbBIC MPUHIIMIIBI U
MPUMCHAOT UX B CBOUX MNPOU3SBECACHUAX. OCHOBHBIM HCTOYHHKOM L OTOT0 MBI MOXKEM BUJETH TPYI
“[Toatuka”. OCcoOBIl aKIICHT CIICIaH Ha CTUJIC XYI0KHUKA U XYJI0)KECTBCHHOM SI3BIKE.

KuaroueBbie cioBa: TBopueckuii crtuib, “Tlostmka”, “Iloasms wmckycctBo”, “Maxkonuc yH-
Hagouc”.

Abstract. This article reveals the meaning of the term creative style, which is widely used in
literary studies, and its theoretical foundations. Valuable opinions about creative style and individuality of
scientists who made a great contribution to Eastern classical poetics along with Western literary critics are
included in the article. Literary scholars have been studying the uniqueness of artistic speech and its basic
principles since ancient times and applying them through their works. We can see the work “Poetics” as
the main source for this. Special emphasis is placed on the artist's style and artistic language.

Keywords: Creative style, “Poetics”, “Poetry art”, “Majolis un nafois”, creative method, creative
individuality.

Kirish. Ma’lumki, har bir ijodkor voqelikni so‘zlar yordamida obrazli aks ettiradi. Badiiy
adabiyotning ham asosiy quroli so‘z hisoblanadi. Adabiyotning fan sifatida rivojlanishida badiiy nutq
asosiy o‘rinni egallaydi. [jodkorlarning uslubi badiiy so‘z yordamida shakllanadi. Bunda so‘zlashuv tili
badiiy asarlar uchun asosiy omil bo‘lsa-da, so‘zning obrazli namoyon bo‘lishida ijodkorning badiiy
fantaziyasi va mehnatining o‘rni katta. Uslub masalasi esa antik davrlardan beri dolzarb masala sifatida
har bir adabiyotshunosning diggat-markazida bo‘lib kelgan.

Asosiy gism. ljodiy uslub ijodkorning dunyoqarashiga bog‘liq bo‘lgan tushuncha. “Uslub” arabcha
so‘z bo‘lib, “shakl”, “tartib” kabi ma’nolarni anglatadi. Hayotiy hodisalarni ijodkor dunyogarashi orgali
badiiy aks ettirish uslub hisoblanadi. Ushbu atama ilk bor Aristotelning “Poetika” asarida “nutq” sifatida
go‘llangan. Qomusiy olim asarning “So‘z tanlash” bobida shoirlarning individual uslubini Kleofant,
Sfenel, Yevklid, Esxil kabilar ijodi bilan ochib beradi. “Tuban bo‘lmagan, tushunarli nutq qimmatli
nutqdir. Eng tushunarlisi hamma ishlatadigan so‘zlardan tuzilgan nutqdir. Ammo bunday nutq tuban
bo‘ladi. Masalan, Kleofont va Sfenel poeziyasi shunday. Munosib va ko‘p ishlatilmagan ifoda
kutilmagan, g‘alati so‘zlardan foydalanish orqali kelib chiqadi. Men ko‘p qo‘llanadigan hamma
so‘zlardan boshqasini; noyob so‘zlar, metafora, cho‘zilgan va boshqa so‘zlarni galati deb atayman” [1,
44].

Olim ikki ijodkorning nutq uslubini tahlil gilar ekan, ularning ijodiy uslublarini xalq tiliga yagin
ekanligini ta’kidlab o‘tadi. Aristotel bunday nutqni “tushunarli nutq” iborasi sifatida nomlab ketadi.

. _______________________________________________________________________________|
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Aslida, kitobda keltirilgan “nutq” so‘zini “ijodkor uslubi” yoki “ijodkorning individual uslubi” kabi
iboralar bilan ham almashtirsak bo‘ladi. Adabiyotshunos fikrlarini davom ettirarkan, Yevklid ijodida
sodir bo‘lgan tovush o‘yinlari orqali oz individulligini namoyon etadigan misralarni keltirib o‘tadi:
“E-epixarni men Ma-arafon yo‘lida ko‘rdim...
U-uning popuk guli me-enga yogmaydi...” [1, 45]

Yevklid maxsus bog‘inlar orqali o‘z yo‘nalishini topgan. “Har holda bunday ifoda usulidan
beme’yor foydalanish kulguli, zero hamma vaqt ifodaning turlarida me’yor bo‘lishi lozim” [1, 46].
Adabiyot paydo bo‘libdiki, shoir, yozuvchi va dramaturglarning uslublari adabiyotshunos olim uchun
ham, oddiy xalq uchun ham birdek ahamiyatli edi. Ular ijodkorlarning uslubiga garab tanib olishgan.
Shuning uchun ham bekorga uslubni “ijodkorning dastxati” deyishmaydi.

Yana bir o‘rinda olim ijodkorlarni ganday vositalar yordamida o‘z individualligini shakllantirishini
yozib ketgan. “Ba’zi kishilar mahorat, ba’zilar malaka sababli, yana ba’zilar tug‘ma iste’dodlari tufayli
bo‘yoqlar va shakllar yordamida ko‘p narsalarning tasvirini — o‘xshashini yaratadilar. Hozirgina eslab
o‘tilgan san’atlarning hammasida ham alohida yo ritm, yo so‘z va yoxud garmoniya yordamida ko‘p
narsalarning tasvirini — o‘xshashini yaratadilar” [1, 8].

Badiiy nutq o‘xshatish asosida vujudga keladi. Ma’lum shoir yoki bo‘lmasa ijodkorning uslubi esa
aynan qanday usullar yordamida voqeani o‘girmanga yetqazishida katta ahamiyatga ega. Yuqorida
Arastuning ritm, so‘z yoki garmoniya orqali obrazli tasvirlash mumkin degan fikrini keltirdik. Bundan
tashqari, biz ma’lum so‘zlar yordamida, takrorlar yordamida, urg‘uning o‘rni orqali ham ijodkorlar oz
uslublarini shakllantirganlarini ko‘rganmiz. Tog‘ay Murodning takror so‘zlardan ko‘p foydalanishi,
Qahhor hikoyalaridagi qisqalik, lo‘ndalik orqali biz ikki ijodkorning qanday o‘z dastxatlarini
yaratganlarini ko ‘rishimiz mumkin.

Sharqda “Muallimi soniy” nomi bilan mashhur bo‘lgan al-Forobiy ham Arastuning fikrlarini
qo‘llab, unga doir risola yozgan. Bu risolani “Shoirlar san’ati qonunlari haqida” deb nomlagan. Yoki
bo‘lmasa “She’r san’ati”. Ushbu risolada ham Forobiy Aristotelning fikrlarini davom ettirarkan,
o‘xshashlik hagida ma’lumotlar berib boradi.: “Mana shu aks-o“xshashliklarning ba’zilari eng mukammal
bo‘ladi, boshqgalari nugsonli bo‘ladi. Ularning mukammalligini yo nugsonli ekanini aniglash shoirlar va
turli-tuman til va she’riyatni o‘rganayotgan ma’rifat ahlining fikr doirasiga kiradi” [2, 80].

Olim obrazli tasvirlashni aks ettirish deb nomlaydi. Ya’ni qaysidir ijodkor tasvirda
mukammallikka erishadi, gaysidir esa nuqgson bilan tasvirlaydi. Har bir shoir o‘z asarida o°zining
dastxatini, uslubini ko‘rsatib aks ettiradi. Olim aynan ana shu obrazli tasvirlashni nazarda tutmoqda.

Muhokama va natijalar. Demak, uslub tushunchasini fanga ilk bor Arastu olib kirgan. Forobiy
unga sharhlar yozib, ijodkorning uslubi hagidagi fikrlarini yanada boyitgan. Sharg mumtoz adabiyotida
ham ijodkor uslubi masalasi muhim o‘rin tutgan. Buni biz Alisher Navoiyning ‘“Majolis un-nafois” asari
orgali bilib olamiz. Unda buyuk adabiyotshunos olim shoirlarning tarjimai holini keltirarkan, ijodkorning
jjodiy merosi, uning o‘ziga xos, boshqalardan ajralib turadigan xarakterlarini yozib ketadi. Bu asar
Temuriylar davrida yaratilgan asarlar ichida eng ahamiyatlisi hisoblanadi. Quyidagi misollar orgali biz
Navoiyning uslubshunos olim sifatida ijodkorlar faoliyatiga haqqoniy baho berganini ko‘rishimiz
mumkin. Masalan: “Va Sultoni sohibgironkim, ul hazratning nukot va maorifining daqoyiqi alfozini va
haqoyigi maoniysini hech donishvarlardin yaxshiroq bilmadi va hech ahli tab’ alarning ushri ashirini
fahm gilmadikim, majlisda nazm tariygida hamroz erdilar va nasr uslubida puktapardoz. Ul hazrat
ruhoniyatidin alarg‘a fayzi beg‘oyat va imdodi benihoyat yetsun va bu faqir hamkim, bu hazratning
bandai dargohi va ul hazratnnng xoki rohimen mahrum bo‘lmusun” [5, 56].

Ushbu qimmatli fikrlar Pahlavon Kotib haqida bo‘lib, bu fikrlardan biz uning nasrda nuktapardoz
ekanligini ko‘rishimiz mumkin. Bu o‘rinda Navoiy Pahlavon Kotibning uslubida ramz va ishoralardan
ko‘p foydalanishini ta’kidlab o‘tmoqda. Yoki bo‘lmasa yana bir o‘rinda: “Mashxadning sodoti, balki
nugabosidindur. Ahl va muloyim kishidur. Mazox va mutoyiba mizojig‘a g‘olibdur. Sho‘xluqdin
faylasufvash va ulvi nasabdin tazvir va buzurg manishlikda beixtiyor tushubtur. Chun Sayyidning
humoyun basharalarida sufrat g‘olibdur, Sayyid shirg‘a ham derlar. Ba’zi maymung‘a ham tashbih
qilurlar. Faqir xud bu nav’ gustoxliglar qila olmasmen, ammo Mirning markabin ul itga
o‘xshatibmenkim, anga bir maymunni mindururlar. Agarchi Mirg‘a noxush kelur, ammo hazl bila

o‘tkarur. Bu matla’ aningdurkim:
I —
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Dame az dasti duni vo narastam,
Biyo, sogiyki, yakdam mayparastam” [5, 45].

Sayyid G‘iyosiddin haqida aytilgan fikrlar yozuvchi ijodiy labaratoriyasi bilan ham bog‘liq.
Chunki uslub va ijodkor labaratoriyasi bular chambarchas tushunchalar. Ularni bir-biridan ayro tasavvur
eta olmaymiz. Agar gaysidir ijodkor sho‘x tabiatli inson bo‘lsa, komik asarlar dunyoga keladi. Sayyid
G‘iyosiddinning ijodiyoti ham hazilomuz falsafadan tashkil topgan. Bu o‘rinda ham olim Sayyid
G‘iyosiddinning xarakterini berib, so‘ngra uning ijodiy misolini o‘quvchiga tagdim etmoqda.

Umuman, ijodiy uslub va individuallik haqida so‘z borganda biz, eng avvalo, ijodkorning ijodiy
labaratoriyasiga murojaat qilishimiz kerak. Nega deganda, yozuvchini boshga yozuvchilardan ajratib
turadigan narsasi uning dunyoqarashi hisoblanadi. Vogelik shoir, yozuvchining dunyogarashidan
o‘tgandan so‘ng, badiiy uslub yoki bo‘lmasa ijodkorning ijodiy uslubi yoki uning adabiyotdagi shaxsiy
dastxati dunyoga keladi. Biz asarni qo‘lga olarkanmiz, uning muallifini ko‘rmasdan turib taxmin
gilishimiz mumkin. Masalan, Cho‘lpon she’riyati, Qodiriy uslubi, Hamza she’rlari, Tog‘ay Murod
romanlari...

Yugorida nomlari keltirilgan ijodkorlar kitoblarining muallifi yozilmagan bo‘lmasa-da, biz o‘qib
ularning uslubi ekanligini aniglab olamiz. Mumtoz adabiyotimizda uslubni tahlil gilgan olimlar
yetarlicha. Fikrlarimizni Fitratning “Adabiyot qoidalari” asari bilan davom ettiramiz.

“Fitrat uslubni haqgiqiy ijodkor darajasini belgilab beruvchi asosiy unsurlardan bir sifatida gabul
giladi” [4,17].

Hamidulla Boltaboyev bu nazariy asarni tahlil qilarkan, Fitratning asar uslubiga bo‘lgan
e’tiborini nechog‘lik kuchli ekanini ta’kidlab o‘tadi. Fitrat yozuvchilar dastlab oddiy uslubda yozadi,
keyinchalik ularning uslubi saygal topadi, deydi. Aynan asarni o‘qishga majbur qiladigan, undaydigan
narsa uning uslubidir. U shu o‘rinda “Layli va Majnun” asarini yod etadi. Bu dostondagi voqealar tizimi
o‘xshash, lekin undagi uslub qirralari turli-tuman. Va ushbu risolaning bir o‘rnida u Navoiy uslubidan
Fuzuliy uslubini ustun go‘yganini ta’kidlaydi: “Fuzuliyni ko‘rgach, Navoiyning “Layli-Majnun”ini
tokchaga qo‘yub, Fuzuliyni o‘qishga majbur kabi bo‘ladir. Mana bu uslubning ishidir” [4,19].

Uslub hagida fikrlarini davom ettirarkan, Fitrat mumtoz shoirlar bilan yangi shoirlar uslubini
tagqoslaydi. U Cho‘lpon va Navoiy ijodida ishq mavzulari turli xil rang sochishini aytib o‘tadi. U bundan
tashqari yuqorida tahlil ostiga olingan “Majolis un-nafois” asarida keltirilgan “ turkona uslub”da ijod
qiladigan shoirlarning uslubini o‘rgangan. Fitrat Navoiyshunos olim sifatida uning uslubga doir fikrlarini
o‘rgangan.

“Olimning “Eng eski turk adabiyoti namunalari”, “O‘zbek adabiyoti namunalari” asarlarida ham
bu mavzuda yetarlicha fikr yuritilgan. Asarda har bir davr o‘ziga xos usul bilan bayon gilinadi. Xususan,
olim chig‘atoy adabiyotining uslubi “kayf-safo, ishq, go‘zallik, may, gul, bulbul” kabi tasvir vositalarning
aks etishida namoyon bo‘ladi, deb yozadi. Demakki, bu davming adabiyoti “kishini allalaydigan shaklda”
go‘zal ifodalar bilan bezatilgani uchun ham o‘ziga xos uslubga ega. Olim har davr adabiyotining asosiy
xususiyatini uslub bilan bog‘liq holda quyidagicha belgilaydi:

a) gabilachilik adabiyotining asosiy uslubi gabilaviy hayotni tasvir qilganlikda ko‘rinadi;

b) feodallik adabiyoti esa bir hokim, feodal shaxsning madhiga, ta’rifiga, ular atrofidagi
voqealarga bag‘ishlangan adabiyot ekanligini e’tirof etadi;

v) savdo sarmoyasi davri adabiyoti xususida to‘xtalganda, uning
0°ziga xos xususiyatini “haqiqiy san’at” ekanligida deb belgilaydi” [4, 31].

Olim uslubni davr bilan chambarchas bog‘laydi. Fitrat ularni turlarga bo‘lib, adabiyot uchun,
adabiy jarayonlar uchun muhit va davrni asosiy omil deb belgilaydi.

Adabiyotshunos olim Yassaviy va Mashrab she’riyatini “xalgchil uslub” deb ta’riflaydi. Bu
jjodkorlar sodda, ravon til bilan xalq ko‘nglidan joy olgan ijodkorlar sanaladi. Olimning bu fikrlariga
o‘xshash fikrlari Arastuning “Poetika” asarida ham mavjud. Ya’ni ijodkor ganchalik xalqga yaqin bo‘lsa,
shuncha xalqning ko‘nglidan joy egallaydi.

Xulosa. Fikrlarimizni xulosalaydigan bo‘lsak, uslub bu ijodkorning ijodiy faoliyati davomida
vogelikni aks ettiruvchi usullari majmuasini ifodalaydi. Ijodkorlar o‘z uslublarini shakllantirishda turli
vositalardan foydalanadilar. Bu tushuncha kecha yoki bugun paydo bo‘lmay, asrlar davomida sayqallandi,

1
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tajribalarda tadrijiylik kasb etdi. Adabiyotshunos olimlar uslub masalasiga chugur yondashib, o‘z fikr va
mulohazalarini bildirib kelmogdalar.
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ABDULLA SHER IJODIDA BUXORO OBRAZI

Annotatsiya. Abdulla Sher ijodi turli obrazlar silsilasiga ega. Uning tabiat bilan bog‘liq she’rlari
yoki muhabbat mavzusidagi ijodi fikrimizni dalillaydi. Aynigsa, Buxoro obrazi shoir she’riyatida muhim
ahamiyat kasb etadi. Uning Buxoro bilan bog‘liq she’rlari tarixiy fakt va dalillarga asoslangan. Biror
ishora, gap yoki detal shunchaki keltirilmaydi, balki Buxoro haqidagi fikrlarimizni yangilashda yordam
beradi. Shoir tomonidan Buxoro tarixi puxta o‘rganilgan va shu asosida she’rlar yaratilgan. Abdulla
Sherning Buxoro hagidagi aksar she’rlari tarixiy mavzudadir. Shoir o‘z she’rlarida bir necha bor ushbu
tabarruk joyga murojaat giladi. Ushbu maqgolada bu muborak zamin hagidagi ta’sirchan va takrorlanmas
she’rlar xususida so‘z boradi.

Kalit so‘zlar: lirika, obraz, Buxoro, talmeh, takrir, tarix, doston, turkum.

AnHoTtamus. TBopuectBo A6mymutel [llepa npencrasisier co06oi psaa pa3nudHbIX 00pa3oB. Hare
MHEHHE IOJTBEPKIAIOT €ro CTHXHM O NPHUPOJAE WIM NpOoM3BeIeHUs Ha TeMmy JoOBH. OOpa3 byxapsr
0COOEHHO BakK€H B M033mM mod3Ta. Ero cruxwm, cBs3aHHBbIe ¢ Byxapoiil, OCHOBaHBI Ha HCTOPUYECKHX
(l)aKTaX U CBHUIACTCJIBCTBAX. HaMéK, YTBCPIKACHHUC WK ACTAJIb HC MPOCTO HUTHUPYIOTCA, a MOMOTrar0T
aKTyaJIM3UPOBATh HAIK MbIciu 0 byxape. I103T BHUMaTenbHO U3ydall HCTOPUIO byxapsl u nucal Ha 3Ty
Temy ctuxu. bonpmuHCTBO ctxoB AOmymnsl Lllepa o Byxape mocBsmeHBI UCTOPHUYECKONW TEMAaTHKeE.
[To3T HECKOIBKO pa3 yHOMHUHAET 3TO OJarOCIOBEHHBIN U CBSAIICHHBIN TOPOJ B CBOMX CTHXaX. B manHOU
CTaThe I/I,I[éT PCUb O BCUATIIAIOMINX U YHUKAJIbHBIX CTUXAaX 00 2TOM 01aroCIIOBEHHO 3EMIIE.

KuroueBble ciioBa: nupuka, o0pas, byxapa, TanMex, Takpup, HCTOPHS, 3110C, CEPHSL.

Abstract. Abdulla Sher's work has a series of different images. His poems about nature or his
works on the theme of love prove our opinion. The image of Bukhara is especially important in the poet's
poetry. His poems related to Bukhara are based on historical facts and evidence. A hint, a statement or a
detail is not just cited, but helps to update our thoughts about Bukhara. The poet carefully studied the
history of Bukhara and wrote poems based on it. Most of Abdullah Sher's poems about Bukhara are on
historical topics. The poet refers to this blessed place several times in his poems. In this article, we will
talk about impressive and unique poems about this blessed land.

Keywords: lyrics, image, Bukhara, talmeh, takrir, history, epic, series.

Kirish. Abdulla Sher ijodining obrazlar olami juda keng. Uning bir she’rida uchragan obraz yoki
ramz boshga she’rlarida turlicha poetik ma’noda namoyon bo‘ladi. U ma’noni misralarga shunday
singdiradiki, insonni tafakkur gilishga, o‘ylashga va she’rdan zavq olishga undaydi. Shoirning she’rlarini
kuzatar ekanmiz, atrofimizda yashayotgan insonlarni, sodir bo‘layotgan vogealarni ko‘rgandek bo‘lamiz.
Abdulla Sher she’rlarida obrazlar orgali hayot lavhalari chiziladi. She’rlarni o‘qish jarayonida “tabiat,
muhabbat, ijtimoiy hayot, olam va odam” tushunchalari bilan bog‘liq obrazlar yaratilganiga guvoh
bo‘lamiz. Aynigsa, shoir ijodiy merosida Buxoro obrazi alohida ahamiyatga molik. Uning Buxoro
hagidagi she’rlarini mutolaa gilgan she’rxon shoirni bu tabarruk zaminga bog‘lab turgan gandaydir rishta
borligini sezishi giyin emas. Albatta, bu Vatanga bo‘lgan muhabbatning bir ko‘rinishidir. Shoir Buxoroni
“iftixorim, faxrim” deb ataydi. Bunda Buxoroni ba’zi manbalarda Foxira nomi bilan ham atalishiga ishora
bor.

Asosiy gism. Tasavvufshunos olim Najmiddin Komilov “Buxoro kuychisi” nomli maqolasida
shunday yozadi: “Sadriddin Salim o‘nga yaqin she’riy to‘plam nashr ettirgan bo‘sa, deyarli har bir
kitobida Buxoro hagida she’r-u qasida bor’[3,6]. Bugungi kunga qadar Buxoro vasfi bir gancha ijodkorlar
tomonidan kuylangan. Muhammad Yusufning “Ko‘hna quduq”, Sadriddin Salim Buxoriy, Samandar
Vohidov, Toshpo‘lat Ahmad, Baxshulla Rajab va Buxoroning boshga ko‘plab zabardast ijodkorlari
ijodida Buxoro obrazi keng yoritilgan. Ammo Abdulla Sherning ushbu mavzudagi she’rlarini kuzatar

ekanmiz, shoir tomonidan Buxoro tarixi puxta o‘rganilgani, keltirilgan har bir detal yoki ishora ortida
- - |
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tarixiy fakt turganiga guvoh bo‘lamiz. Uning aksar she’rlarida Buxoro tarixi aks ettiriladi va tarixiy fakt
asosida isbotlanadi. Turli gochirimlar, so‘z o‘yinlari, bir so‘zni ikki ma’noda go‘llash shoir mahoratidan
darak beradi. Shoir “Qadimgi kuy” kitobiga Buxoro tarixi bilan bog‘liq she’rlarini jamlab, “Buxoro
manzumasi” nomi ostida nashr ettiradi. Ammo ancha yillardan so‘ng tartib bergan “Tanlangan asarlar”’ida
ushbu she’rlarni sayqallab, ularga go‘shimcha qo‘shib “Karvon qo‘ng‘irog‘i” dostoni nomi ostida
birlashtiradi. Buxoro gadim-gadimdan shoir-u shuaro, fozil-u fuzaroni ulg‘aytirgan, unga komillikning
baxt va baxtsizlik o‘rtasidagi igbolini bergan zamin. Abdulla Sher she’rlari orgali kitobxonni Buxoro
bo‘ylab kezdiradi, tarixning sirli ko‘chalariga olib kiradi.

Muhokama va natijalar. Lirik asarlarning mazmunini kitobxonga yetkazish uchun shoirdan kam
so‘z qo‘llab, ularning jonli obrazini yaratish vazifasi talab etiladi.

Bulutlarni yenggan quyoshdek,
Nimtalangan xayollar aro

Goho beshik, goh yashim toshdek
Qalgib chiqgdi yaxlit Buxoro [1, 67].

Anglashiladiki, shoir Buxoroni quyoshga mengzaydi. Tabarruk zaminning quyoshga giyos etilishi
ham bejiz emas. Chunki Buxoro jahon tamadduniga hissa go°‘shgan daholarni ulg‘aytirgan muborak joy,
go‘yoki beshik. “Hayqirib yashardi qo‘l yetmas quyosh”, “Seni quyosh atab sig‘inardim men”, “Nogoh
ona dedim sezmay o‘zim ham”, “Shaxmat taxtasiga o‘xshar Buxoro”, “Yaratmasa edi seni bu dunyo
Tafakkur yig‘lardi beshiksizman deb” kabi o“xshatmalar ushbu she’rlar gimmatini yana bir karra oshiradi.

Ma’lumki, so‘z mulkining sultoni hazrat Alisher Navoiyning asarlarini anglash uchun
Qur’oni Karimdan xabardor bo‘lishimiz kerak. Abdulla Sherning ham Buxoro hagidagi
she’rlaridagi tub mohiyatga yetib borish uchun tarixni, xususan, Buxoro tarixini bilish magsadga
muvofiqdir. Chunki shoir she’rlari shunchaki Buxoro sha’niga maqtov emas, uning boshidan
kechgan turli suronli va sinovli kunlar hagida hikoya giladi.

Shoirning “Shaxmat taxtasiga o‘xshar Buxoro” nomli she’rini kuzatar ekanmiz, shoirning
zakosiga qoyil golamiz. Chunki tarixiy vogealar tarixiy ketma-ketlikda berib boriladi, ya’ni gadimdan
bugungi kunga gadar kelinadi. She’rning dastlabki bandi Iskandarning Buxoro bilan bog‘liq vogealariga
bagishlangan bo‘lsa, ikkinchi bandda undagi arablar bosqiniga ishora bor. Shuningdek, “Ilk masjid
go‘ynida xo0s joynamozga, Qutayba bosh qo‘yib bir qo‘rquv aro” [1, 69] misralarida Movarounnahrdagi
birinchi masjid aynan Buxoroda qurilgani, Qutayba ibn Muslim tomonidan aholi islomga da’vat etilib,
namoz o°qishga kelgan fugarolarga ikki tilla tanga targatilgani nazarda tutiladi.

Hagigatdan ham, ushbu turkum she’rlar zamon ketma-ketligida beriladi. Buxoroga mo‘g‘ullar
bosgini va uning shafqgatsizligini ko‘rsatish uchun shoir quyidagicha o‘xshatishlarga murojaat giladi: “Va
lekin fugaro mag‘rur Torobda G-ealvirning o‘rniga savat to‘qidi”, “Torobiy qonini shimgan g‘ishtlarni
Ko‘zimga surtdim-u so‘zga aylandim”[1, 70]. Ushbu satrlar orgali u Mahmud Torobiy gqo‘zg‘oloniga
ishora giladi. Chingizxon boshchiligidagi mo‘gullar go‘shini O‘rta Osiyoni bosib olgach, mahalliy
xalgga zulm o‘tkaza boshlaydi. Davom etayotgan mustamlaka siyosat, turli soliq va o‘lponlar, mo‘g‘ullar
zulmi oddiy xalg yuragida ularga nisbatan norozilik holatini Kkeltirib chigaradi va 1238-yilda hozirgi
Jondor hududiga to‘g‘ri keluvchi Torob gishlog‘ida g alvir to‘quvchi Mahmud Tarobiy boshchiligida
xalq harakati yuzaga keladi. Ushbu qo‘zg‘olon kuch bilan shafqatsizlarcha bostirilgan bo‘lsa-da,
mo‘gullar endi ushbu hudud aholisi bilan ehtiyotkorona munosabatda bo‘lib, ayrim soliglarni
gisqartirishadi.

Abdulla Sher ijodida bu kabi ta’sirchan she’rlar talaygina. Uning “Qum... Sahro...” deb
boshlanuvchi she’ri ham juda zalvorli. She’rda Buxoro qutgaruvchi, yo‘l ko‘rsatuvchi, buyuklikning eng
yuksak gatorida ta’riflanadi. Dastlab mudragan sahroda horigan karvon tasviri beriladi. Bu peyzaj orgali
shoir manzarani o‘quvchi ko‘z o‘ngida yaqqol gavdalantiradi. Tuyalar shunday horg‘inki, hatto
go‘ng‘iroq tovushidan cho‘chib ketishadi. Abdulla Sher asarlarini ham Abdulla Qahhor asarlariga
o‘xshatish mumkin. Chunki Abdulla Qahhor hikoyalaridan biror so‘z olib tashlansa, uning o‘rni sezilib
golgandek, Abdulla Sher she’rlaridan ham shoir qo‘llagan so‘zlarni o‘zgartirish mushkul. Chunki u biror
detalni shunchaki keltirmaydi, balki o‘sha muhitni chizish uchun yorgin galam sifatida go‘llaydi.

Chashmayi Ayyubga yetadi karvon,

Ne baxtki, omonlik bu charxi kajda.
[ e
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Taqgdirdan minnatdor tashna olomon
Chashmaga lab bosib giladi sajda.
Sajdaki, na tangri, na xon, na ruhga, —
Buxoro atalgan buyuk tarixga [1, 66].

Ushbu bandda shoir Chashmayi Ayyub nomini keltirish orgali talmeh san’atiga murojaat giladi.
Ushbu san’at Ahmad Taroziyning “Funun ul-balog‘a” asarida keltirilgan bo‘lib, ma’naviy san’at deya
ta’riflanadi. Ushbu san’atdan mumtoz adabiyotda ham, bugungi zamonaviy she’riyatda ham keng
foydalanishadi. Bundan tashqari, na...na inkor yuklamasini she’rga olib kirish orgali takrir san’ati vujudga
kelgan. Takrir takrorga asoslangan san’at hisoblanib, lafziy san’at sifatida “Funun ul-balog‘a”da
keltirilgan.

Buxorodagi ushbu chashma hagida xalq orasida turli afsonalar mavjud. Ba’zi manbalarda Ayyub
payg‘ambar Buxoroning shu suvsiz joyidan o‘tib ketayotganda hassasini yerga suggani va shu joydan
zilol suv chiggani hagida xabar beradi. Keyinrog Sohibgiron Amir Temur hukmronligi vaqtida ushbu
chashma ustiga magbara quriladi. Yuqoridagi parchada aynan shu chashma nazarda tutiladi. Band juda
yugori xulosaga ega. Ya’ni insonlarning chashmaga engashib suv ichish jarayoni sajdaga egilishga
o‘xshatiladi. E’tiborlisi, bu sajda na tangriga, na biror xonga yo ruhga emas, balki Buxorodek buyuk
tarixgadir.

Shoir Buxoroning jin ko‘chalarini aylanadi. Shu orgali Buxoro bilan yolg‘iz so‘zlashishni
xohlaydi. Jim turgan gadimiy binolar sassizligidan suronlarni sezgandek bo‘ladi:

Har yangi avlodga oyning o‘rog‘i
Ajdod savolidek zor ko‘chalarda,
To gilich baldog‘i, kamon sadog‘i
Qolguncha jang borgan tor ko‘chalarda [1, 70].

Ushbu she’rda tashbehning go‘zal namunasini ko‘rishimiz mumkin. Shoir metafora orgali ma’no
ko‘chishini mahorat ila bera olgan. Yangi chiggan oy — hilol avlodlarga ajdodlar savolidek tikiladi.
Barcha hodisaga guvoh bo‘lgan hilol avlodlardan madad so‘ragandek tikiladi. Buxoro uchun bo‘lgan
gonli janglarni kuzatgan tor ko‘chalar, fagat gilichlarning baldog‘i, kamonlarning sadog‘i gqolgunicha
janglar sodir bo‘lganini ko‘rgan obidalar orgali ushbu muborak zaminning nechog‘li gadimiy va
janglardan omon chigganini ko‘rishimiz mumkin.

“Adabiy obrazlarda narsa yoki hodisalarning nusxasi emas, balki ularni badiiy ravishda tadqiq
etishning natijalari mujassamlashgan bo‘ladi” [4, 42]. Abdulla Sher Buxoro tarixi va uning go‘zalligini
ko‘rsatishni bosh magsad gildi. Uning nafaqgat bu she’rlari, balki balladalarida ham Buxoro bilan bog‘liq
o‘rinlar borligi quvonarli hol. “Buxoroning oyjamol qizi...” [2, 55] deb boshlanuvchi balladasi
fikrimizning yaqgqol dalilidir. Abdulla Sher she’rlarini boriday emas, balki lirik gahramonga ko‘ringanday
aks ettiradi. Buxoro obrazini gavdalantirish orgali ham u o°zini asl fidoiy farzand ekanligini isbotlaydi.
O°z she’rlarida tarixga bot-bot murojaat giladi. Vatanga muhabbat shunchaki tilda emas, galbning tub-
tubida bo‘lishi kerakligini ugtiradi.

Abdulla Sher tarixning achchiq hagigatlarini ham ochib tashlaydi. Taxt uchun bo‘lgan janglar,
mansab uchun hagigatni bosib o‘tgan qozi-yu raislar tufayli Buxoro oddiy xalg bo‘lib azob chekkanini
eslatadi. Abdulla Sher ijodining o‘ziga xosligi shundaki, u biror vogeaga o‘zining shaxsiy fikrini
keltirmaydi. Yoki bu yaxshi bu yomon deya oq va qoraga ajratmaydi. Fagatgina fikrlarini dalillab, bu
muhokamani kitobxonga goldiradi.

Buxoro hagidagi she’rlariga shoir shunday yakun yasaydi:

Amudek aygirgan shavkat-u shoning
Goho chap, gohida o‘ng girg‘og‘isan.
Tarix deb atalgan buyuk karvonning
Abadiy jarangdor qo‘ng‘irog‘isan [2,133].

Bu satrlar orgali shoir Buxoroni bir karra yuksaltiradi, ya’ni Buxoro butun tarixni oz izidan
ergashtiruvchidir. Hagigatdan ham, bu sharif shahar necha ming vyillik tarixga ega. U hamisha tarix
karvonining go‘ng‘irog‘i bo‘lib goladi.

Xulosa. Umuman olganda, Abdulla Sherning she’rlarida Buxoro obrazi juda betakror ko‘rsatiladi.

Obrazlilik she’riyatning eng muhim shartidir. Obrazsiz she’r ruhsiz tanaga o‘xshab qoladi. Shoir
- - - |
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aytmoqchi bo‘lgan fikr obraz orgali namoyon bo‘lmas ekan, uning oddiy xabardan hech ganday farqi
golmaydi. Abdulla Sher ham Buxoro obrazini ijodidagi eng yorgin obrazlar gatoriga qo‘shadi. Uning
Buxoro hagidagi she’rlarini tahlil gilish barobarida quyidagilarga guvoh bo‘ldik:

— Abdulla Sher tomonidan Buxoro tarixi puxta o‘rganilgan;

— ushbu hudud bilan bog‘liq vogealar eng gadimgi davrlardan boshlab yoritilgan;

— Buxoro bilan bog‘lig she’rlarining aksar gismi tarixiy mavzuda yozilgan;

— Buxoroda hukmronlik gilgan shaxslarning ezgu yoki adolatsiz siyosati birdek ko‘rsatilgan;

— ushbu zamin bilan bog‘liq eng mayda detallar ham she’rga mohirona joylashtirilgan.

Shoirning Buxoro hagidagi she’rlarini tahlil gilish chog‘ida xalgimiz orasida keng targalgan:
“Samarqand sayqali ro‘yi zamin ast, Buxoro quvvati Islomi din xast”, — satrlarining nagadar hagiqgat
ekanligiga guvoh bo‘ldik.

Biz ushbu magolada shoirning Buxoro bilan bog‘liq bir-ikkita she’ri ustida fikr yuritdik. Bunday
she’rlar shoir ijodida talaygina. Ona zaminimiz sha’niga bunday latif satrlarni atagan Abdulla Sher
she’rlari she’riyatimizda muhim ahamiyat kasb etadi. O‘quvchining Vatanimizning ushbu sharif hududiga
nisbatan mehrini bir karra oshiradi.
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“QISASI RABG*‘UZ1Y” DA DEHQONCHILIKKA MUNOSABAT

Annotatsiya. Ushbu magolada Nosiruddin Burhonuddin Rabg‘uziyning “Qisasi Rabg‘uziy”
asarida dehgon obrazi va unga munosabat chuqur tahlilga tortilgan. Dehqon kishilik jamiyatidagi noyob
ijtimoiy toifa sifatida hamisha e’zozlangan. “Qisasi Rabg‘uziy” muallifi dehqon va dehqonchilik Xudodot
kasb, Xudodot soha ekanligini “Qissayi Nuh Nabiy alayhissalom” da chuqur badiiy asoslagan. Maqolada
mana shunday misollar orgali mavzu mohiyati teran yoritilgan.

Kalit so‘zlar: Qisasi Rabg‘uziy, dehgon, Nuh alayhissalom gissasi, Hazrati Doniyol alayhissalom
gissasi, Lut alayhissalom gissasi, baraka, saxiylik

AHHOTanMs. B maHHO# cTaThe MOAPOOHO aHATM3UPYETCS 00pa3 3eMIIeieNblla U €r0 OTHOIICHUE
K HeMy B mpousBeneHnu Hacupynnuna bypxanynnuna Pabrysu “Kucacu Pabrysu”. Kpectbsanun Bceraa
MOYNTAJICS KaK YHUKaIbHAs COLMaNbHAas KaTeropus B yesnoBedeckoMm obmiectBe. B “Kucam Hyx Habwu
anaiixu canam” aBtop “Kucacu Pabry3u” riryboko XymoskecTBEeHHO 00OCHOBAI TOT (haKT, UTO 3eMIIS/IEIHe
u 3emueniene — 3to npodeccust bora u Boxbe mone. B crathe cyTh TeMbl TIIyOOKO NpeCcTaBiIcHA Ha
MOTIOOHBIX TIPUMEPAX.

Kumrouesrblie cioBa: “Kucacu Padrysu”, semnenener, ucropus Hos, ucropus Xaspara Jlanuuna,
uctopwust Jlyra, 61arocioBeHne, meapoCTs.

Abstract. In this article, the image of a farmer and his attitude towards him in the work of
Nasiruddin Burhanuddin Rabguzi “Qisasi Rabguzi” are analyzed in depth. The peasant has always been
honored as a unique social category in the human society. The author of “Kisasi Rabguzi” deeply
artistically substantiated the fact that farming and farming are God's profession and God’s field in “Kissai
Nuh Nabi alayhissalam”. In the article, the essence of the topic is deeply explained through such
examples.

Keywords: The story of Rabguzi, the farmer, the story of Noah, the story of Hazrat Daniel, the
story of Lut, blessing, generosity

Kirish. “Qisasi Rabg‘uziy” muallifi dehqgon va dehgonchilik Xudodot kasb, Xudodot soha
ekanligini “Qissayi Nuh Nabiy alayhissalom”da chuqur badiiy asoslagan.

“Nuh Nabiy alayhissalom” gissasidan o‘qiymiz: “Bir kesak yerdin uch yuz yuk bug‘doy chigar
erdi, yuz botmon bug‘doy bir yillik 0ziq bo‘lur edi” [10, 40].

“Qisasi Rabg‘uziy” muallifining shahodatiga ko‘ra, bug‘doydan bunday darajadagi yuqori
hosildorlik hech vagtda, hech bir Payg‘ambar zamonida bo‘lmagan. Nuh alayhissalom Mashrigdan
Mag‘ribga gadar Payg‘ambar bo‘lgan. Uning davrida xalq shu darajada ko‘payib ketganki, shargdan
g‘arbgacha cho‘zilgan masofada bir garich yer ham xaloyigdan xoli bo‘lmagan. Hosildor, unumdor
zaminda bir garich yer ham bo‘sh qoldirilmay ekin ekilgan. Xalq shu darajada ko‘payganki, hatto ekin
ekishga bo‘sh joy golmay, dehqon tog‘-toshlarga tuproq tashib chigarib, uning ustiga urug‘ sepgan: “Yer
yuzinda oshlig, tarig‘u yer golmadi. Yilgi qorag‘a tufrog yuklab adiz tog‘lar boshing‘a sochib, oshligq
teruyur erdilar” [10, 40].

Asosiy gism. Nosiruddin Burhonuddin Rabg‘uziyning bunday talginlarida badiiy adabiyot
spetsifikasiga xos ramziy-tamsiliy tasvir yetakchilik giladi. Tamsiliy tasvir negizida xalg, ganchalik
ko‘payib yer yuzini goplamasin, Hagq subhanahu va taolo dehgonning hosiliga baraka berib, toshning
ustida ekin undirib bo‘lsa-da, har bir bandasining rizqini beradi, degan teran ma’no bor. “Qissasi
Rabg‘uziy” muallifi haq. Dehqonchilik — xudodot kasb. Alloh undirmasa, dehgon hosiliga baraka
bermasa, minglab, millionlab, milliardlab xalgga non berishi narida tursin, dehgonning o‘zi ham mehnat
gila-gila quruggo‘l bilan qoladi”. Darhaqiqat: “Sizlar ekayotgan ziroatlaringizni ko‘rdingizmi? (O‘ylab
ko‘rdingizmi?) Uni sizlar undirurmisiz yoki biz undururmizmi? Agar biz xohlasak uni (ofat yuborib),

qurug cho‘p qilib go‘ygan bo‘lur edik, sizlar esa ajablanib qolaverar edingiz” (“Voqea” surasi, 63-65-
I ———
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oyatlar. Qarang: Abdulaziz Mansur, 2021. — b. 536) kabi Qur’oni karim oyatlari “Qissasi Rabg‘uziy”
muallifining talginlarini ichdan nurlantirib turadi.

Muhokama va natijalar. Nuh nabiy alayhissalom qissasida zikr gilinishicha, xalg kufr va
jaholatga ruju’ qo‘yadi. Nuh alayhissalom ganchalik iymon va poklikka da’vat gilmasinlar, u kishining
amri-ma’ruflari behuda ketadi. Sanab adog‘iga yetish mumkin bo‘lmagan osmondan tayoq tashlasa,
insonning boshidan boshga joyga tushishi mumkin bo‘lmagan ma’mur, ekin-tekini behad serhosil bo‘lgan
zaminda fisg-fujur, faxsh ishlar bilan shug‘ullanish avjiga chigadi. Ogibatda avvalgi farovonlikdan,
obodlikdan, to‘qchilikdan asar ham golmaydi. Odamlarning yemaklari zagqum ichmaklari zaharga
aylanadi. “Qisasi Rabg‘uziy” mohiyatidan kelib chigadigan qat’iy xulosa shuki, chorvadorning ham,
dehgonning ham hosiliga barakani Alloh beradi. Mazkur g‘oya “Sulaymon ibn Dovud alayhissalom
gissasining” “Sulaymon qarinchqa bilan so‘zlashgani” sarlavhasi ostidagi faslida ixcham yoritilgan:
“Algissa, mo‘rcha o‘zi pishirib, lashkarlarga ulashdi, go‘shtga to‘ymagan lashkar qolmadi. Yana
buyurdiki, bir donadan arpa olib chigdilar, xirmon-xirmon arpa bo‘ldi” [10, 64-65].

“Lut alayhissalom qissasi”da talqin qilinishicha, chiroyli xulg, oqibat, andisha, shijoat,
xushxo‘ylik va poklik bargaror bo‘lgan yurtda Yaratguvchi dehgonning hosiliga baraka beradi. Odamlar
agar halollikni tark etib, zalolat botqog‘iga botsalar, nobakorlikni odat gilsalar, fahsh ishlardan hazar
gilmay go‘ysalar, “Vogqea” surasining 65-0yati karimasida ta’kidlangani kabi Parvardigor ofat yuborib,
farovonlikka, mo‘l-ko‘l hosilga barham beradi: “Qissai Lut an-nabiy alayhissalom” dan o‘giymiz:
“Qamug‘ olamda oncha ne’mat bor ersa yolg‘uz Mu’tafigotda oncha ne’mat erdi. Yil sayu ne’matlar
yetilsa Sahradin, Chinu Mochindin, Batxo, Qalxar, Darland, Xirzon viloyatindin gamug‘ xaloyiq o‘z
bog‘laring‘a borurtek anda kelur erdilar. Turluk ne’matlar yig‘ib gish bo‘lsa evlaringa yonar erdilar. Bir
yil mavlo taolo sovug izdi, ne’mat bo‘lmadi” [10, 87].

“Qissasi Rabg‘uziy” muallifi talginicha, Lut Payg‘ambar davrida Mu’tafiqot zaminiga haq
subhanahu va taolo oz nuruni shunday saxovat bilan to‘kkanki, agar butun olamda gancha meva-cheva
bo‘lsa, bir Mu’tafiqot daraxtlarida shuncha ko‘p shirin-sharbat hosil yetilgan. Nafaqgat yerli xalg, xorijiy
davlatlardan ham odamlar kelib, o‘z bog‘laridan tergandek terib, hatto gishda yeyishlari uchun quritib
ham olib ketganlar. Alloh taolo gattiq sovuqg yuboradi. Daraxtlarning gulini sovuq olib, meva bo‘Imaydi.
Nosiruddin Burhonuddin Rabg‘uziy xuddi shu g‘oyani “Qissasi Rabg‘uziy” tarkibiga kirgan boshqa
gissalarda ham oziga xos uslubda badiiy talgin gilgan. Payg‘ambarlar sarguzashtining badiiy ifodasiga
bag‘ishlangan katta-yu kichik gissalarda turlicha saygal va hayotiy lavhalarda o‘quvchi e’tiboriga havola
etgan. lbratli lavhalar vositasida dehqonchilik xudodot kasb ekanligini, iymon-u poklik bor joyda
Parvardigor dehgonning hosiliga baraka, xalgning dasturxoniga to‘kin-sochinlik bag‘ishlashini gissa
vogealari va hikoyalar mag‘ziga singdirgan.

Xuddi shunday talginlar Alisher Navoiy ijodida ham ko‘p kuzatiladi. Ulug® mutafakkir
talginicha, yo‘glik dunyosida pinhon bo‘lgan bog‘ning mavjudlik libosini Kiyishi, yuz minglab sarv
daraxtlari, sunbul, nargis,suman, binafsha kabi gullarning bog® sahnida ko‘karib,tun-u kun xushbo‘y hid
taratib, go‘zal manzaralarni yuzaga keltirishi Alloh qudratidandir:

Zohir etdi adam shabistoni,

Yuz ming ozodsarvi bo‘stoni...

Sabza atrofida nasim-u bahor,

Suman-u sunbul ochdi laylu nahor [8, 12].

Masalaga shu jihatdan garaganda shartli tasvir cho‘g‘i biroz baland bo‘lsa-da, “Hazrati Doniyol
alayhissalom qissasi” alohida qiziqish uyg‘otadi. Muso alayhissalom vafotidan keyin Bani Isroil
Payg ambarsiz, ma’naviy rahnamosiz qolib, giynaladi.Yomg‘ir yo‘q, ogar suv tangis. Keyinchalik bir
quduq gazib, suv chigaradilar. Suv serob bo‘ladi. Daraxtlar ekishadi. Odamlar suvni gaysi tomonga
boshlasa, suv o‘sha tomonga garab oggan. Alloning xohish-irodasi bilan o‘rim mavsumida shamol kelib,
bug‘doyning donini ajratib, har kimning rizgini uyiga eltib go‘ygan. Hosil mo‘l, dehgonchilik
bemashaqggat bo‘lgan Bani Isroilda yuz yil xuddi shunday hayot davom etadi. Keyinchalik odamlar
hagning emas, shaytonning ko‘rsatmasi bilan yura boshlaydilar. Fisq-u fasod bilan shug‘ullanib,
mayxo‘rlikka ruju go‘yadilar. Butga sajda giladilar. Ularga nasihat giladigan bir ogil-u dono Kkishi
topilmaydi. Doniyol alayhissalom kelib, iymonga targ‘ib giladilar, gabul gilmaydilar. Alloh taolo bir katta

ilon yuborib, noshukur gavmning hammasini halok giladi.
-
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“Qissasi Rabg‘uziy”da o‘nlab Payg‘ambarlar sarguzashti gaysi tomonga yuz burmasin, dehqon va
dehgonchilikka munosabat hamisha muallifning diggat nazarida turgan. Ayni ta’kid 72 gissaning syujet
oqimida harakat qiluvchi boshqa ijobiy va salbiy qahramonlarga ham daxldordir. Fir’avn — “Muso
alayhissalom qissasi”’ning markaziy salbiy gahramoni. Qissada zikr gilinishicha, uning otasi oz ishining
ko‘zini yaxshi biladigan donishmand savdogar bo‘lgan. O‘n besh yoshga yetganida otasi vafot etib, undan
katta boylik goladi. O‘g‘il gisga fursatda o‘sha boylikning hammasini sovurib, bir burda nonga zor, gado
holatiga tushib goladi. Gadolik gilishdan esa or giladi. Qovun urug‘ini sotib olib, Misrga borib govun
ekadi. “Qissasi Rabg‘uziy” muallifining yozishicha, Fir’avnga qadar Misrda qovun ekilmagan.
Fir’avnning o‘zga bir yurtdan kelib, Misrda yo‘q bo‘lgan dehgonchilik mahsulotini ekishi, dehgon
bozoriga qovun mahsulotini olib kirishi, Misr podshosining e’tiborini tortadi. Shoh uni chagqirib, “Har
necha qilsa, qarshilik gilinmasin”, — mazmunida yorliq yozib beradi. Qovun savdosidan kelgan pul
Fir’avnning mansab kursilariga pog‘onama-pog‘ona ko‘tarilishi uchun zamin vazifasini bajargan. Misrda
ilk faoliyatni dehqonchilikdan boshlagan fir’avn shu mamlakatning bosh hukmdoriga aylanadi.

Nosiruddin Burhonuddin Rabg‘uziy asarining badiiyatini ta’minlashda Payg‘ambarlar gissasi
tarkibida keltirilgan hikoyat, rivoyat va latifalar muhim o‘rin tutadi. Ayrimlarning nomi gayd gilingan
kichik nasriy janrlar gissa gahramonlarining ma’rifiy-ruhiy olamini ochishiga shaxsiy-axlogiy giyofasi
manzaralarini yoritishga xizmat giladi. Maroq bilan o‘giladi va o‘quvchini toligishidan, zerikishidan
saglaydi. O‘shanday hikoyatlardan birida rivoyat gilinishicha, shikor paytida adashib golgan och va
tashna shoh Qubod tasodifan bir ziynatli, pokiza kampirning kapasiga borib goladi. Kampir shohni
mehmon giladi. Kech kirib golgani uchun podshoh shu yerda goladi. Kampirning gizi kun goraymasdan
oldin mollarini sogadi. Sutning ko‘pligini ko‘rib, hayratda golgan shoh ko‘nglidan kechiradi: “Bularga
solig solaman, va xazinani sutning puli bilan to‘ldiraman”. Qiz sahar turib, sog‘ganida sutning migdori
kamayib ketganligi ma’lum bo‘ladi. Kampir aytadi: “Podshohimiz zulm niyatini gilgani uchun sut oz
bo‘ldi”.

Qubod so‘raydi: Qanday bildingiz? Kampir javob beradi: “Qachonki, podshoh zulm niyat qilsa,
Alloh taolo barakani ko‘taradi. Qubod shu niyatni ko‘nglidan chiqarib, gizga buyurdi. Qiz sog‘di, har
kungidek sut chiqdi” [12; 118] Nosiruddin Burhonuddin Rabg‘uziyning kampir tilidan aytgan so‘zlari
dehgonchilik mahsulotiga ham tegishli ekanligi hikoyat matnidan anglashilib turadi. Badiiy matnda gissa
ichida hikoyatlarni ketma-ket keltirish “Qissasi Rabg‘uziy” uslubiga xos xususiyat. Nosiruddin
Burhonuddin Rabg‘uziy Payg‘ambarlar sarguzashtini badiiy talgin gilar ekan, ayrim o‘rinlardan bitta,
ba’zida esa bir o‘rinda ikkitadan uchta-to‘rttagacha hikoyatlarni ketma-ket keltiradi. Ketma-ket keltirilgan
ixcham, hayotiy lavhalar kitobxon e’toborini tez o‘ziga tortadi, ijodkorning g‘oyaviy magsadini oson
tushunishga olib keladi. Masalaga shu nuqtayi nazardan qaraganda yuqorida “Sutning siri” talqiniga
bag‘ishlangan hikoyatdan keyin keltirilgan mo*jaz hikoyat alohida gizigish uyg‘otadi.

Sahroda sayr gilib yurgan Balx shahzodasi shijoat va shavq bilan nihol o‘tgazayotgan cholga
ko‘zi tushib goladi. Qariya bilan shaxzoda orasida quyidagi mazmunda suhbat bo‘lib o‘tadi:

— Ey otaxon,bu ko‘chatlar mevaga kirguncha, siz bormisiz yo yo‘gmi?

— Oczgalar ekib ketishdi, biz yedik. Biz ekamiz, o‘zga yeydi, nasib gilsa, biz ham yermiz.

Agar sizga yeyish nasib gilsa, xotinim taloq bo‘lIsin [12, 118].

Oradan vyillar o‘tib, shaxzodaning yo‘li yana shu tomonga tushib goladi. Qariya shaxzodani
mevalar bilan mehmon giladi, ammo uni tanimaydi. Mehmon mezbonni ham meva yeyishiga taklif giladi.
Shunda bog‘bon chol bir necha yil oldin “bir shahzoda” bilan o‘rtalarida bo‘lib o‘tgan mulogotni aytib
berib shaxzodaning xotiniga taloq tushishini istamagani uchun meva yemasligini ma’lum qiladi.
Shaxzoda cholning qat’iyati, diyonati, ishonchi qarshisida bosh egib, uni o°ziga vazir qilib oladi,
maslahatidan chigmaslikka garor beradi. Hajman ixcham hikoyat shaxs oddiy inson, shoh va jamiyat
axlogiga daxldor bir necha muhim garashlarni o‘zida mujassamlantirgan. Masalaning biz o‘rganayotgan
mavzuga daxldor girrasi dehgon chol va shahzoda dialogining ajratib ko‘rsatilgan gismida oz aksini
topgan. Haqigiy dehgon yerga urug® gadar yoki nihol o‘tgazar ekan, u hech gachon o‘zini va o‘z
manfaatini ko‘zlamaydi. Birni yuz qilish tashvish-u taraddudlari, mushkilotlari, botin parishonliklarini
ko‘nglidan kechirmaydi. Bordi-yu shunday gilmasa, dehgonchilikda baraka bo‘lmaydi. Urug® bir tekis,
maromida unmaydi, ekilgan niholning uchtadan ikkitasi ko‘karmaydi. Nosiruddin Burhonuddin

Rabg‘uziy dehqon va dehgonchilikning bunday nozik, pinhoniy sirlarini teran his gilgan.
- - - |
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Dehqonchilik — ruhiyatni, ko‘ngilni bardam giladigan insonga pokiza ruh bag‘ishlaydigan kasb.
“Qisasi Rabg‘uziy” da Payg‘ambarlar ruhiy-axlogiy poklik, agliy yetuklik va tabiyat ato etgan jismoniy
gudratning barkamollikning tajassumi sifatida talgin gilingan. Zulayho mayliga ko‘nmaganligidan keyin
Yusuf alayhissalomni yer chopishga yuboradi. Yusuf payg‘ambarga dehgonlar, ketmonni ushlamay, biz
o‘zimiz ishlaymiz, siz dam olib o‘tiring, deydilar. Ko‘nmaydilar, bir o‘zlari o‘n kishilik yerni ag‘darib
chigadilar [12, 118].

Nosiruddin Burhonuddin Rabg‘uziy gahramonlar ruhiy olamini ochishda yirik ijtimoiy-siyosiy
axlogiy-ta’limiy, ma’rifiy-ma’naviy masalalar talginida, umuman, g‘oyaviy-badily magsadi bilan
alogador turli yo‘nalishlarda dehqonchilikka oid tamsil va timsollardan mohirona foydalangan. ‘“Hazrati
Lugmon” gissasida o‘qiymiz: “Hikoyatda kelmish bir kun xojasi Lugmonni bug‘doy ekkani izdi. Lugmon
borib arpa ekti. Xojasi aydi: “Bug‘doy ek tedim, ne uchun arpa ekting?” Lugmon aydi: “Andag‘ bo‘lsa
sen ham yomonliq ekib yaxshilig® umid etmagil” [11, 74]. Dehgon hayotiga oid gizigarli va dolzarb lavha
hayotga teran nazar solish, ixchamgina ifoda bilan katta hagigatni aytish hech kimning xayoliga kelmagan
ohorli xulosaga kelish uchun asos vazifasini bajargan.

“Qisasi Rabg‘uziy”da talqin qilingan dehqonchilik timsollarining har birida qalbi uyg‘oq
kishilarni to‘lginlantiradigan, yuksak axloqgiy ibrat darajasiga ko‘tarilgan fazilatlar yetakchilik giladi va
shu fazilatlari bilan ular o‘quvchi galbidan mustahkam joy olib, xotirasida muhrlanadi. Hazrati Odam
bug‘doy daraxti mevasini yeganlaridan keyin yalong‘och bo‘lib qoladilar. Hamma narsa, hatto daraxtlar
ham u kishidan gochadi. Uyatdan boshlarini ko‘tara olmaydilar, hijolat tortib gon yig‘laydilar. Jannatdagi
har bir daraxt oldiga borib, yalinib-yolvorib, avratlarini yopish uchun barg so‘raydilar. Hech bir daraxt
tang, nochor holatda qolgan Odamga barg bermaydi. Fagat anjir daraxtigina Hazrati Odamni noumid
goldirmaydi. Xijolatning og‘ir yukidan xalos giladi. Avratlarini berkitishlari uchun barg beradi.

“Qissasi Rabg‘uziy” mundarijasiga hadislarning kuchli ta’siri bor. Rasululloh (SAV)
hadislaridagi g‘oyalar o‘zining mantiqiy va hayotiyligi bilan Nosiruddin Burhonuddin Rabg‘uziy
e’tiborini tortadi, ilhom beradi. Badiiy gayta ishlanib, adibning obrazli fikrlash usuli vositasida
umuminsoniy fikrlar tajassumini yuzaga keltiradi. Ezgu g‘oya, fikr, vogea, yoki lavhaning davomi yoki
tasdig‘i sifati keltirilgan hadisdan ijtimoiy hayotga vogeiy munosabat aniq Ko‘rinib turadi. “Hazrati odam
va anjir daraxti” lavhasining badiiy talqiniga bag‘ishlangan matnning davomidan o‘qiymiz: “Xabarda
andog* kelur, anjir yig‘ochi Odam va Havvoga besh yaburchoq berdi, ...Tong otmishdan kezin ul besh
yaburchoq(barg)dan birini kiyik yedi, yipor (mushk) bo‘ldi, birin sigir yedi, anbar bo‘ldi, birin aru yedi,
asal bo“di, birin qurt yedi, ipak bo‘ldi, birin odam yerga tikdi, yung bo‘ldi. Qiyomatg‘a tegi o‘g‘lonlarina
kafan bo‘ldi” [11, 26]. Hadis matnidan ayon bo‘ladiki, Alloh Rasulining (SAV) o‘y-xayolini orzu-
intilishlari negizini hamisha ezgulik, beg‘ubor poklik etgan. Inson va tabiat orasidagi uyg‘unlikni ko‘z,
aqgl, galb, ilohiy sezgi bilan chuqur his gilgan Rasuli Akram (SAV) Haq subhanahu va taolo birgina anjir
yaproglari tufayli bandalariga in’om etgan ulkan mo‘jizani butun hayotiyligi, siru sehr-u sadosi bilan aks
ettirgan. Hazrati Odam Allohga bergan va’dasini unutib, yaratganning jazosiga mustahiq bo‘lgan bo‘lsa-
da, har lahzada, har bir harakatida Parvardigorning nazarida turgan. Odam uchun avratpo‘sh vazifasini
bajargan anjir yaproglariga shunchalik mo‘jizaviy qudrat bergan o‘n sakkiz ming olam Shohi “Odamga
yaburchoq bermishi uchun” anjir mevasini dehqon yetishtiradigan boshqa ekinlarining hosilidan afzal
gilganligi haqgida “Qisasi Rabg‘uziy” muallifi yozadi: “Qamug‘ yemish uch turluq turur, kimining tishi
yinur, olma, amurt(nok) mengizlik, kimining ichi yinur, tishi yinmas yong‘og, bodom mengizlik kimining
toshima yinmas, ichima yenmas, gag‘un(govun), xarbuz(tarvuz) mengizlik, Ammo anjirning toshi ham
yinur, ichi ham yinur” [10, 26]. Hazrati Odamga gilgan yaxshiligi uchun Haqg subhanahu taolo anjir
daraxtiga, yaprog‘iga, mevasiga shuncha qurb, manzilat berishi bilan insonni o‘zi yaratgan barcha
mavjudotdan aziz-u mukarramligini, o‘zining yerdagi xalifasi, ikki olamning gultoji ekanligini yana bir
bor ishbot etadi. Demak, Odam alayhissalom, zurriyotlari bu hayoti dunyoda yaratganning nazaridan
chetda golmasligiga to‘la ishongan holda yashamog‘i, har bir gadamini ayni hagigat mohiyatidan kelib
chiggan holda bosmog‘i zarur.

“Qisasi Rabg‘uziy” ning hijriy 1323-yilda (1904) Samargandda chop etilgan tabdil nusxasi
Baxtiyor Abdishukurov tomonidan hozirgi o‘zbek tilimizga moslab, 2018-yilda nashr etildi. “Qisasi
Rabg‘uziy” ning mazkur chopida Allohning “Ey anjir, nima uchun Odamga barg berding, degan xitobi,

va unga anjir daraxtining javobi keltirilgan. Yana asarning eslatilgan tabdil nusxasidan o‘qiymiz”: “Bu
- - -
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gilgan ishing uchun necha dardga da’vo gildim. Hamma mevadan xo‘p bo‘lg‘il, lekin o‘zingcha ish
gilganing uchun seni shapatilab, keyin yesinlar.O‘zga daraxtlarning mevasi gulli bo‘lsin, sening mevang
gulsiz bo‘lsin” [12, 25]

Filologiya fanlari doktori E. Fozilovning yozishicha, “Qisasi Rabg‘uziy” ning eng qadimiy
go‘lyozma nusxasi XV asrda ko‘chirilgan bo‘lib, Britaniya muzeyida saglanadi. Mazkur nusxaning
faksimilesi K. Gronbek tomonidan 1948-yilda Kopengagenda chop etilgan.(Snoska. Q.R.1-J-B.7-8)
matnshunos A. Yunusov va H.Dadaboyev asarning 1990-1991-yilgi chopi uchun shu nashrni asos gilib
olganlar. Tadgiqgotchilar uchun 30-35 yildan beri manba vazifasini bajarib kelayotgan ushbu asliyat
nusxada yuqorida gayd gilingan tabdildagi ma’lumotlar uchramaydi. “Qisasi Rabg‘uziy” matni tarixini
har taraflama chuqur o‘rganish, asarning go‘lyozma manbalari bilan tabdil nusxani giyosiy tahlil etish,
shundan keyingina “Qisasi Rabg‘uziy” ning 2018-yilgi nashrida berilgan ma’lumotlarni poetik tahlil etish
magsadga muvofiq bo‘ladi, deb o‘ylaymiz. Insonning hamisha, har lahzada, har bir harakatida har ganday
holatida ham hagning nazaridan chetda qolmasligi “Qisasi Rabg‘uziy” dagi 72 qgissaning mag‘zidan bosh
gon tomiriday o‘tadi. Tadgigotimiz mohiyatida turgan mavzu bilan mustahkam alogador bo‘lganligi
uchun “Qissai Yunus yalovoch alayhissalom” dan bir lavhani nazardan o‘tkazamiz:”Mavlo taolo
Yunusg‘a qobog- yig‘ochini undurdi... Qoboq yig‘oching‘a singak oz qo‘nar. Yunus taqgi za’if bo‘lmish
erdi. Singak zahmat bermasun teb goboq yig‘ochin ko‘kartti [11, 64] Yunus alayhissalom 40 kun
baligning qornida yotib, vujudlari zaiflashib golgan edi. Quyoshning issig‘iga bardosh bera olmas edilar.
Shuning uchun ham Hag subhanahu va taolo u kishi uchun govoq daraxtini undiradi. Boshga ekinlarga
nisbatan qovoq barglariga chivin va pashsha kamrog yaginlashgan. Alloh taolo shundog ham balig
gornida 40 kun yotib kuchsizlanib, kamquvvat bo‘lib golgan Payg‘ambariga qon so‘ruvchi mayda
hasharotlar ozor yetkazmasin deb, govoq daraxtini(ekinini)o‘stirib, uning boshi ustiga soyabon qilib
go‘ygan. Bu izohni snoskada beramiz.

Yuqorida “Qissai Yunus yalovoch alayhissalom”dan keltirilgan iqtibos kitobning 2018-yilda
chop etilgan tabdil variantida “Baliq ichida terilari zaiflashib, qizarib ketgan edi. Oftobning haroratiga
chiday olmadilar. Alloh amri bilan bir govoq o‘sdi.Uning soyasida o‘tirdilar. Allohning inoyati bilan bu
kishiga chivin ham go‘nmas edi”, tarzida hozirgi o‘zbek tiliga moslashtirib ifodalangan. Hamda quyidagi
hadis keltirilgan: “Rivoyat qilishlaricha, bir kuni Rasululloh sollalohu alayhi vasallam qovoqning soyasini
ko‘p ta’rif qilib o‘tirgan edilar, sahobalar so‘radilar: “Yo Rasululloh, qovogning soyasini nega buncha
yaxshi ko‘rasiz?” “Chunki u aqlni ziyoda qilib, ko‘zni ravshan etadi”, deb javob berdilar Rasuli akram
(SAV)” [12, 199]. Tabdilda asliyat ruhi yorgin aks etmaganidek, hadis-u sharif ifodasida ham uslubiy
mavhumlik bor.

Xulosa. “Qissasi Rabg‘uziy” muallifi dehqon ekib, parvarish giladigan har bir ekinning ilohiy va
tarixiy manbalarda zikr gilingan yaratilish tarixi, xususiyatlarining inson hayotida tutgan o‘rni va
ahamiyatiga oid ma’lumotlarni imkon gadar e’tibordan soqit qoldirmagan. “Qissasi Rabg‘uziy”’dagi
Payg ambarlar hayoti, sarguzashtlari bilan bog‘lab talgin gilingan dehgon va dehgonchilikka oid
lavhalarni epizoduk tafsilotlar sifatida garash va gabul gilish to‘g‘ri emas. Chunki har bir lavha zamirida
dehgon va dehgonchilik tabiati, dehqon zahmati, fe’l-u atvori, sabr-u irodasi bilan bog‘liq talginlar yotadi.
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CHO‘LPON SHE’RIYATIDA QUYOSHNING RAMZIYLASHTIRILISHI

Annotatsiya. O‘zbek adabiyotida go‘llangan ramziy obrazlardan biri quyoshdir. Quyosh
ramziy obrazi mifologiya, folklor va yozma adabiyotda o‘ziga xos badiiy talgin gilingan. Jadid
she’riyatida mazkur obrazga yuklangan ma’no yanada kengayganligini ko‘rishimiz mumkin. Cho‘lpon
o‘zbek she’riyatida simvolist shoir sifatida alohida mavgega ega ijodkor. Uning she’rlarida ijtimoiy-
siyosiy tushunchalarning ramziylashtirilishi yaqgol kozga tashlanadi. Mana shunday ramziy obrazlardan
biri quyosh. Mazkur magolada Cho‘lpon she’riyatida “quyosh” ramzi orqali badiiy talqin qilingan
ijtimoiy-siyosiy muammolarning ifodasi hamda shoir mahoratiga baho berilgan.

Kalit so‘zlar: ramz, quyosh, oy, mifologiya, istiglol, mustamlaka, Oktyabr, tong.

AHHOTaIIHH. O,[[HI/IM 13 CUMBOJIMYCCKUX NPEIAMETOB, UCIIOJIB3YCMbBIX B y36CKCKOI71 JaTeparype,
spisieTcss — cosHie. CuMmBoJMYeckuii 00pa3 “CoIHIA” TOJYYHII CHEIU(PUUSCKOE XYI0KECTBEHHOE
TOJIKOBAHHUE B MI/I(l)OJ'IOFI/II/I, (1)0J'II>KJ'IOp€ H MUCBMEHHOH JiaTeparype. B nmos3un JOKaIUuJ0B Mbl BUIUM, YTO
3HA4YCHHE, [IPUIHChIBACMOE dTOMY 00BEKTY, ObLIO ele OoJice paciiupeHo. B y30ekckoii mos3uu Uysnmnan
3aHUMAaeT 0c0o00€ IIOJIOKEHHWE KakK IIO3T-CUMBOJHMCT. Ero mo’sus CUMBOJIM3UPYCT COLUAJIBHO-
MOJIUTHYECKUE KOHIEMIINH, T/ OJUHUM M3 TAKHX CUMBOJIMYECKHX OOBEKTOB MPEJCTABICHO “‘COJHIC”.
B HaHHOﬁ CTaTbC HACTCA OLECHKA BBIPAXKECHHUA COLUAIIBHO-TTOJIUTHICCKUX npo6neM B I1023UHU I'IyJ'ILl'IaHa
Yepe3 CUMBOJI “COJIHIE” ¥ paCCMOTPEHO XYI0’KECTBEHHOE MacCTEPCTBO MO3TA.

KuaioueBble cJIoBa: CUMBOJI, COJIHIIE, JIyHa, MI/I(i)OJ'IOFI/IH, HC3aBUCHUMOCTb, KOJIOHHAJIHN3M,
OKTSIOpB, YTPO.

Abstract. One of the symbolic objects used in Uzbek literature is the sun. The symbolic image
of the sun has received a specific artistic interpretation in mythology, folklore, and written literature. In
the poetry of the Jadids’, we can understand that the meaning attributed to this object has been further
expanded. Chulpan holds a special position as a symbolist poet in Uzbek poetry. His poetry symbolizes
socio-political concepts. One of the most symbolic objects is the sun. This article evaluates the
expression of socio-political issues in Chulpan’s poetry through the symbol of “sun” and the poet's
mastery.

Keywords: Symbol, sun, moon, mythology, independence, colonialism, october, morning.

Kirish. Osmon va samoviy jismlar dunyo adabiyotida eng ko‘p ramziylashtirilgan obrazlar
sanaladi. Turkiy xalglarning koinot hagidagi tasavvurida osmon va osmon unsurlari muhim o‘rin tutadi.
Eng gadimgi mifologik garashlardan tortib bugungi zamonaviy adabiyotgacha bo‘lgan davrlarni ko‘zdan
kechirsak, osmon va osmon jismlariga murojaat gilinmagan adabiyot ham, ijodkor ham topilmaydi.

Eng gadimiy qarashlarga ko‘ra, osmon — Xudolar maskani. Osmon va samoviy jismlarga
mugaddaslik baxsh etgan Xudolar samoviy jismlarda yashashiga ishonilgan. Samoviy jismlarning
aylanishi, harakatlanuvchi bulutlar, bo‘ronlar, chagmoglar, kamalaklar — bularning barchasi Xudoga
atalgan jismlar deb garalgan. Hatto osmon va unga tegishli unsurlarga kult darajasida garalgan.

Osmon katta chodir bo‘lib, uning ostida quyosh, oy va yulduzlardan iborat unsurlar mavjud.
Turkiy xalglar osmonni mugaddas deb bilishi va uni timsol gilish natijasida osmon bilan birga quyosh,
oy, yulduz kabilar ham mugaddas sanalgan. Shuning uchun Xudoning makoni deb hisoblangan osmon
bilan birga quyosh, oy va yulduzlar hagida ko‘plab mifologik garashlar va e’tigodlar paydo bo‘lganligini
ko‘rishimiz mumkin. Ta’kidlash kerakki, turkiylarning turli tarmoglarida bu unsurlarning mugaddaslik
darajasi har xil bo‘Isa-da, odatda ular Xudoga yordam beruvchi mavjudotlar sifatida garalgan.

Asosiy gism. Ma’lumki, insoniyatning ilk tasavvurlarida olam yaxshilik va yomonlik dunyosi
sifatida tasavvur gilingan. Ular o‘rtasidagi kurashda quyosh va oy zulmat bilan bog‘liq bo‘lgan
yovuzlikka garshi kurashda muhim himoyachi — homiy sifatida talgin gilingan. Bundan tashqari, turkiy

xalglarda har bir narsaning ruhi borligi hagidagi garashlar ham bevosita samoviy unsurlar bilan bog-lig.
- - - - |
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Masalan, joni chiggan insonning ruhi osmonga yulduz bo‘lib porlashi hagidagi qarash ham koinot
unsurlariga bo‘lgan e’tigod bilan bog‘lig. Shuning uchun osmonning mugaddasligi bilan birga osmon
bilan bog‘liq deyarli barcha narsa, hodisa va vaziyatlar ham mugaddas hisoblanadi. Jumladan, quyosh
tutilishi, oy tutilishi, chagmoq chagishi bilan bog‘liq ilk tasavvurlarda ularning ilohiylashtirilganligini
ko‘rishimiz mumkin. Shu munosabat bilan ayrim olimlar turklarning qadimgi dinini “Ko‘k turk” deb
atashadi [8].

Turkiy xalglar osmon va uning unsurlaridan kundalik hayotlarida osmonning mugaddasligi
doirasida foydalaganlar. E’tibor bersak, har kuni quyosh chigishi va botishi, fasllarning ma’lum vaqt
oralig‘ida muntazam almashinishi orgali odamlar o‘zlarining kundalik hayotini belgilab olganlar. Hatto
kelajaklarini ko‘rish uchun ham osmonga murojaat gilganlar.

Turkiy xalgalarda osmon — ko‘k ulug‘lilik ramzi sanalgan. Shuning uchun Xudoning osmonda
ekanligini inobatga olinib, unga nisbatan “Ko‘k Tangri” ifodasi qo‘llangan. Kok Tangri — Ulug® Tangri,
demakdir. Osmonga nisbatan bu sifatlashning ishlatilishi uni ulug‘lash magsadida bo‘lganligidan darak
beradi. “Ko‘k Tangri” iborasidan kelib chiqib aytish mumkinki, osmonga yaratuvchi sifatida garalgan,
degan xulosaga kelish mumkin.

Bundan tashgari, Xudoning garorgohi hisoblangan osmon rangi ramziylashtirilgan. Osmon rangi
turkiy xalglarning moddiy va ma’naviy olamida eng go‘zal va eng gadrli rang hisoblangan. Turklar uchun
olov muqaddasdir, olov manbai esa osmon (Kokturk)dir. Osmon nima bersa, uni yer qabul qilib,
insonlarga rizq qilib berdi, deb garalgan.

Turkiylarda koinot va osmon jismlari bilan bog‘liq ramziy tushunchalar islomdan keyingi
davrda ham saglanib qolgan. Aynigsa, tasavuf ta’limotiga ko‘ra, Quyosh — Alloh timsoli sifatida talgin
gilingan. Bundan tashgari, islom dini asoschisi Muhammad (s.a.v)ning nurlari ham quyosh va osmondan
tushadi, deb garalgan. Umuman olganda, turkiylar osmon va uning unsurlaridan kundalik hayotlarida
osmonning mugaddasligi doirasida foydalanadilar.

Osmon va osmon jismlari badiiy adabiyotda turli g‘oyaviy niyat uchun xizmat gilgan.
Navoiyshunos olim H. Eshonqulovning “Samovat — ishqg mahzari” nomli tadgiqotida ulug* shoir Alisher
Navoiyning “Badoe’ ul-bidoya” va ‘“Navodir un-nihoya” devonlarida qo‘llangan osmon jismlarining
ramziy ma’nolari o‘rganilgan. Olim “Islomiy — ma rifiy adabiyot namoyandalari — mumtoz adiblarimiz
asarlarida keltirilgan samoviy jismlar nomlarining timsol va ramzlik xususiyatlarini chuqur anglash
ijodkorning badiiy mahorati hamda she’rda ilgari surgan g ‘oyasini teran tadgiq etish uchun nihoyatda
muhimdir. Samoviy jismlar Alisher Navoiy she’riyatida ko ‘pincha yor va oshiq tushunchalari, sifatlari
tarzida go ‘llanadi. Bo ‘lar shoir nazmidagi faol badiiy obrazlar sanaladi”, — deb ta’kidlaydi [5,11].

O‘zbek mumtoz adabiyotida osmon jismlari o‘z ma’nosidan tashgari, ramziy ma’nolarda “ko‘p
va xo‘p” qo‘llangan. Jumladan, quyosh — Alloh, ma’shuga; oy — ma’shuga, yulduz — go‘zallik ramzi
sifatida go‘llangan. Birog osmon jismlari orgali ifodalangan ramziy ma’nolar o‘zgarmas va turg‘un emas.
Aytmogchimizki, ramzlar orqgali ifodalangan ma’no vaqt o‘tishi bilan o‘zgarishga uchrashi, tabiiy hol.
Buning asosiy sababi inson tafakkurining o‘sishi hamda ijtimoiy-siyosiy hayotdagi muammolar bilan
bog‘lig. Shu bois ham osmon jismlari va ularga yuklangan ramziy ma’nolar o‘zgarib borgan. Jumladan,
jadid she’riyatida ham quyosh, oy, yulduz kabi ramziy obrazlar faol go‘llanilgan va har biriga o‘ziga
X0s ma’no yuklangan.

Muhokama va natijalar. Turkiy xalglar madaniyatida samoviy elementlar hagida gap ketganda,
guyosh eng keng targalgan ramziy obrazdir. Quyosh — turkiy xalglar adabiyotida yorug‘lik va ezgulik
ramzi sifatida go‘llangan. Yorug‘likning gorong‘ulik ustidan g‘alabasi quyosh ramzi bilan ifodalangan.
Quyosh Xudoning nurini yerga, ya’ni odamlarga olib kelgani uchun odamlar uchun uni mugaddas,
himoyachi va qutgaruvchi sanaganlar. “Quyosh — barcha xalglarga ma’lum bo ‘lgan eng gadimgi kosmik
ramz; hayot manbai, yorug ‘likni bildiradi. Quyosh ramzlari bilan ustuvorlik, hayot yaratish, faollik,
gahramonlik negizi, hamma narsani bilish kabi xususiyatlar bog‘lanadi” [1, 32]. Quyosh jadid
she’riyatida ham ramziy-timsoliy obraz sifatida o‘ziga xos ma’no tashigan. Mazkur obraz jadid
shoirlaridan Cho‘lpon she’riyatida ko‘p uchraydi.

Ta’kidlash kerakki, shoir va yozuvchilar o°zlari yashagan davrni o‘z asarlarida gayta yaratadilar.
Buning uchun o‘zlari yashagan jamiyatni, ijtimoiy-siyosiy muhit, diniy hayot, tarixiy vogealar, davr

______________________________________________________________________________________________________|
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odamlari, makon va joylarini o‘z kuzatishlari va badiiy tafakkurlari orgali ramzlar olamida badiiy talgin
etadilar.

Cho‘lpon ijodida quyosh ramziy obraz sifatida davrning og‘rigli nugqtalarini, shoir galbini
o‘rtagan millat, xalq taqdiri bilan bog‘liq siyosiy muammolar talgini uchun bo‘ysundirilgan. Cho‘lpon
mumtoz adabiyotning o‘lmas an’analaridan, ohang va obrazlaridan mohirona foydalandi. Mumtoz
she’riyatdagi yetakchi bo‘lgan ishq mavzusining Cho‘lpon lirikasida ma’no girralari kengaydi. Buni
shoirning mashhur “Qalandar ishqi” she’rida ham ko‘rishimiz mumkin. G‘azal ma’tasida quyosh ramzi
ijtimoiy muammolarning badiiy ifodasi uchun xizmat gilgan.

Muhabbat osmonida go‘zal Cho‘lpon edim, do‘stlar,
Quyoshning nuriga togat gilolmay yerga botdim-ku [2,17].

Mumtoz she’riyat ohanglari yaqqol sezilib turgan mazkur baytda bir garashda intim tug‘ular
yetakchilik gilganday tuyuladi. Cho‘lponing bu g‘azaliga, aynigsa, g‘azal magqtasiga yirik
adabiyotshunoslar munosabat bildirganlar va uni turli xil talgin gilganlar. Jumladan, adabiyotshunos olim
Ozod Sharafiddinov yozadi: “Bu baytda oshiqg sevgan yorini quyoshga, o ‘zini esa yuzduzga giyos gilyapti,
ammo oshiq yor vasliga erisha olmaydi, chunki quyosh chigqganda yulduz bekinmog ‘i kerak.” Olimning
bu talginida quyosh va yulduz ramziy obrazlari bilan bog‘lig an’anaviy garashlarga tayanilgan. Xuddi shu
baytga munosabat adabiyotshunos olim D.Quronov tadgiqotlarida ham kuzatiladi. Olimning e’tiroficha
“.. maqta’dagi shoir taxallusining asl ma’nosi ramziy ma’noga ishora giladi, muhabbat osmonidagi
yulduz quyosh chigishi bilan so ‘hishga majbur bo ‘1diki, bu bilan Oktyabr ingilobining mustaqillik uchun
kurash payini girgganiga ishora gilinayotir” [3, 36]. Ko‘rinib turibdiki, bir bayt doirasida bildirigan
fikrlar zohiriy va botiniy ma’nolarga ega.

Cho‘lpon baytda quyosh va yulduz kabi osmon jismlarni ramziylashtirgan. Cho‘lpon — tong
yulduzi. Cho‘lpon (Venera) — yorginligi bo‘yicha osmondagi uchinchi jism. Shoir baytda Cho‘lpon so‘zni
ham  yulduz nomi (kosmonim), ham taxallus ma’nosida qo‘llagagan. Quyoshning “bosh ko‘tarishi”
osmondagi yulduzning ko‘rinmasligiga sabab bo‘ladi. Baytda shoir mazkur tabiiy holatni tasvirga olib,
o‘zining ijtimoiy g‘oyalarini badiiy talgin gilgan.

Turkiy xalglar adabiyotida Quyosh hamisha ijobiy ma’nolarda go‘llangan ramziy obraz sanaladi.
Birog shoir magta’da quyoshni erk va ozodlik ramzi bo‘lgan Cho‘lpon yulduzini “erga botishi”ga
sababchi bo‘lganligini ta’kidlaydi. Demak, baytda quyosh ramziga salbiylik bo‘yog‘ida berilgan. Quyosh
— o‘zbek xalgiga erkinlik berishni va’da gilgan Oktyabr inqilobining ramzi edi. Bu “quyosh” millatning
boshiga “zulm”larini sochdi, xalgni erkidan, huquqidan mahrum qildi. Mustabidlik zanjirini millatning
bo‘yniga osdi.

Jadid adabiyotning vyirik tadgigotchisi Begali Qosimovning baytga doir mulohazalarida ham
mazkur ramzlar ijtimoiylik nuqgtayi nazaridan baholanganligini ko rishimiz mumkin. “Shubha yo ‘gki,
“Cho‘lpon” va “Quyosh”ning ma’nolari bu yerda juda keng. U osmon yoritgichlari va ishg-
muhabbatdagi martabadan hokim va mahkum, hukmron va tobe singari ijtimoiy-siyosiy rutbalargacha
daxddor” [6, 446]. Cho‘lpon birgina baytda osmon, quyosh, yulduz kabi tabiat unsurlarni
ramziylashtirishga erishgan. Ko‘rinib turibdiki, “Cho‘lpon” va “Quyosh” ramzlari — osmon yoritgichlari
— ishg-muhabbat — ijtimoiy-siyosiy muammolarni talgini uchun xizmat gilgan.

Adabiyotda quyosh obrazi ramziylashtirilar ekan, uning harakati, holatlari, ya'ni “chiqishi”,
“botishi”, “qizarishi” “tutilishi” kabilarga ham alohida e’tibor berilgan. Buni shoirning “Tortishuv
tongi” she’rida ham ko‘rishimiz mumkin.

Yenggan qo‘shin boshlig‘idek gerdayib

Botgan quyosh bulutlarning ostidan

Bosh ko‘tarib chigmoq uchun tirisha.

Shuning uchun beri yoqda irjayib

Kulishurlar.

Unga garshi, garshidan

Yig‘lov, sigtov, tovush, g‘avg‘o, xarxasha [2,17].

Shoir she’rning dastlabki bandida osmondagi quyoshning botishi va uning bulutlar ostidagi
“kurashi”’ni ramzlashtirgan. Botgan quyoshning bulutlar ostidan “gerdayib” bosh ko‘tarib chigishiga

intilishini kurash va umid ramzi sifatida anglash mumkin. Shoir quyosh ramzi orgali erk va ozodlikka
-
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intilgan millat qgiyofasini badiiy talgin gilgan. “Botgan quyosh bulutlarning ostidan, Bosh ko tarib
chigmoqg uchun tirishi”shi Turkiston xalqlarning ozodlik yo‘lidagi harakatlariga ishora giladi. Bu
harakatlarga esa "irjayib” kulayotganlar ham bor. Irjaymoq — kulishning bir ko‘rinishi. Shoir o‘zi
ramzlashtirmoqchi bo‘lgan g‘oyaning badiiy ifodasi uchun tanlagan har bir so‘z g‘oya uchun
bo‘ysundirilgan. “Irjaymoq” salbiy konnotativ ma’noga ega so‘z. Shoir birgani shu so‘z orgali millat
taqdirining tragik holatini ko‘rsatib berishga erishgan. “Irjayib kulish”da tahrirlash, xo‘rlash, istehzo bor.
Bandning oxirgi ikki misrasida “irjayib kulish”ga “Yiglov, sigtov, tovush, g‘avg‘o, xarxasha”
qarshilantirilgan. Bu “oddiy yig‘i” emas, balki butun millatga tegishli “yig‘i”dir.

She’rning keyingi bandida shoir tasvirni “ko‘pdan beri zindonda quyosh ko‘rmay zaxlab
golgan ko‘ngillar”ga ko‘chiradi. “Chiqar kunlar yetdi sizga” deya istiqlol tongiga bashorat giladi.

Qayg‘uringiz:

Kishanlarni yasovchi

ustalar.

Boshqgalarni tubanlar deb atovchi
xo‘jalar,

Sizning uchun yoz boshining goridek
Eruv kunlar keladir,

Sizning uchun alvastining zoridek
yig‘lar kunlar keladir...

Diggat qilsak, shoir ramzlarni gatorlashtirib keltiradi. “Kishanlarni yasovchi “ustalar”,
Boshqalarni “tubanlar” deb atovchi xo ‘jalar” — mustamlakachilar, “yangi tuzum”ning “yalovbardorlari”.
Shoir ular uchun “yoz boshining qoridek eruv kunlar kelishi”, “olbostining zoridek yig‘lar kunlar
yetishi”’dan xabar beradi. Bu esa shoir qalbidagi, millatning orzusidagi istiglolgan bo‘lgan umidga
ishoradir.

Chigadirgan quyoshni siz behuda

Etak bilan to‘smog uchun tirishmang,
Axmoq bo‘lib Azroilning oldida

Jon talashing, to o‘lguncha berishmang.

She’rning yakunida shoir yana quyosh ramziga murojaat giladi.
“Chiqadirgan quyosh” — istiglol quyoshi, mustagillik quyoshi. Shoir o‘zining obrazli fikrini tasdiglash
uchun “Oyni etak bilan yopib bo lmaydi” degan xalq maqolini o‘zgartirib keltiradi. Maqol tarkibidagi
“oy” ni “quyosh” bilan o‘zgartirishida ham ma’lum ma’noda bo‘yoqdorlik bor. Aslida, oy quyoshdan nur
oladi. Bundan tashqari, gadimdan quyoshga yorug‘lik va ezgulik ramzi sifatida garalgan.Shoir shuning
uchun bo‘lsa kerak, shoir magol go‘llangan so‘zni o‘zgartirgan.

Cho‘lpon quyoshni ramziylashtirar ekan, u bilan bog‘lig mifologiq garashlardan ham o‘rinli
foydalanadi. Quyosh va oyning tutilishi tabiiy hodisa. Biroq turkiy xalglarda bu tabiiy hodisaga doir turli
mifologik garashlar paydo bo‘lgan.

Mifologik qarashlarda bu tabiiy hodisaga salbiy bo‘yoq berilgan. Quyosh yoki oyning tutilishi
omadsizlik, o‘lim, ofatdan darak beradi, — deb garalgan. Aytishlaricha, gadimgilar yozuv kuchlar quyosh
va oyni o‘g‘irlab Kketishgan, deb ishonganlar Yozuv kuchlar zulmatni yaxshi ko‘rgan. Oy va quyosh
nurli. Yovuz kuchlar esa zulmatni yaxshi ko‘rganliklari bois, yorug‘lik va tovushdan gochishgan.
Shuning uchun ham ko‘p joylarda, Oy va Quyosh tutilishida odamlar shovqin ko‘tarib, yovuz kuchlarni
go‘rgitishga harakat gilishgan.

Shamanistlarning e’tigodiga ko‘ra, quyosh va oy tutilganda, shamanlar ularni yovuz ruhlardan
gutgarish uchun bagirgan va nog‘ora chalishgan. Ular bu shovginlar yovuz ruhlarni go‘rgitishiga
ishonishgan. Ko‘rinib turibdiki, odamlar oy va quyosh tutilishini omadsizlik deb hisoblaydilar va bunday
tabiiy hodisalarning sodir bo‘lishidan qo‘rgishadi. Jadid she’riyati “quyoshning tutilishi” hodisasi ham
ramziylashtirilgan. Cho‘lponing “Oktyabr” (7 noyabr) nomli she’ri fikrimizni tasdiglaydi.

Ey, bukun, ey bu kun
Dunyolar sarsildi!
Fikrlar, xayollar,

Ro‘yolar sarsildi!
|
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Ey, bukun, olovlar
Dunyoni yondirdi,
Insonlar och yerni
Qonlarga gondirdi!

Ey, bukun, ko‘klarda
Quyoshlar tutildi.

Ey, bukun, shamollar,
Bo‘ronlar qutirdi!... [2, 108]

XIX asrning ikkinchi yarmida Rossiya imperiyasining Turkistonni zabt etishi, mintagadagi
xalglarning ijtimoiy, igtisodiy va madaniy hayotidagi o‘zgarishlarga salbiy ta’sir ko‘rsatdi. Bu jarayon,
fagatgina ma’muriy nazorat bilan cheklanib golmadi, balki mahalliy aholining huquglari va erkinliklarini
cheklash, ularni mustabidlik zanjiriga solishga sabab bo‘ldi. Mustabidlikka garshi kurash, Turkiston
xalglari orasida milliy harakatlarning paydo bo‘lishiga sabab bo‘ldi. Xalglar adolat va huquglarini talab
gilish uchun kurashga chiqdi. Bu kurashda esa shoir-u yozuvchilar ham peshgadam bo‘ldilar. Ular orasida
Cho‘lpon ham bor edi. Shoirning yuqorida parcha keltirilgan “Oktyabr” she’rining har bir bandida “shonli
oktyabr’ning oqibatlari tadrijiy, tragik kayfiyatda ramziylashtirilgan. She’rning “Ey, bugun, ey bukun”
tarzidagi murojaat bilan boshlanishida “o‘sha kunga” nafrat hissi yaqqol sezilib turadi. Chunki bu
shunday kunki, dunyolar, fikrlar, ro‘yolar sarsilgan. Sasilgan — sarson bo‘lgan. Sarson bo‘lgan xalgning
ahvoli hammaga ayon. Bu xalq, shoir aytganidek, “olovlar ichida”.

Cho‘lpon “Qalandar ishqi” g‘azalida Oktyabr inqgilobini “muhabbat osmoni” — yurt ozodligi
uchun kurash yo‘lini yoritib turgan yulduzni yerga botirgan “quyosh” ramzi bilan bergan bo‘lsa [4],
mazkur she’rda “olov”” Oktyabr ingilobining ramzi sifatida berilgan. Bu ingilob va’da gilingan ozodlikni
emas, balki mustamlaka tamg‘asini xalqga tuhfa qildi. Shu bois, Cho‘lpon “Oktyabr inqilobi”
tushunchasini salbiy bo‘yoglarda, ramzlar orqgali badiiy talgin giladi.

Cho‘lpon mumtoz adabiyot va uning namoyandalari ijodidan samarali oziglanganni holda,
mifologik qarashlar, xalq ijodidan ham unumli foydalandi. Tahlilga tortganimiz she’rning uchinchi
bandida shoir “tutilgan quyoshlar” birikmasini keltiradi. “Tutilgan quyosh” — istiglol ramzi. Shoir
“tutilgan quyosh”ga paralel ravishda “qutirgan shamollar, bo‘ronlar” tasvirini keltiriladi. Shamol va
bo‘ronlar = mustamlakachilar va ularning zulmiga  ishora. “Tutilgan quyosh” ramzi yuqorida
ta’kilanganidek, xalgda shakllangan oy va quyoshning tutilishi bilan bog‘lig xalqona garashlar asosida
shallantirilgan.

Cho‘lponning “Oktyabr” she’ri uch gismdan iborat. Albatta, shoir bu bilan o‘ziga xos magsadni
ko‘zlagani ayon. She’rning birinchi gismi olti bandan iborat bo‘lib, quyidagi misralar bilan yakunlanadi.
Ey, bukun, do‘l kelib
Olamni yiggan kun!
Ey, bukun, kurramiz,
Mehvardan chiggan kun!..

Shoir Oktyabr ingilobi ro‘y bergan kunni “do‘l kelib olamni yiqqan” kun tarzida tasvirlaydi.
Bu “do‘l” Yer kurrasini mehvaridan chigargan. Mehvaridan chiggan sayorada esa hayot bo‘Imaydi.
“Do‘l” — Oktyabr ingilobning kelishi va uning jamiyatga olib kelgan salbiy o°zgarishlariga ishora. Uning
qarshisida millat ojiz. Shoir bu “ojiz”likni “yiqish" so‘zi orqali ifodalaydi. “Yiqish” zo‘ravonlik,
qurbonlik, zulm va hagsizlik demakdir.

She’rning ikkinchi gismida, lirik gahramoning kayfiyatida sokinlik, umidvorlik hislari seziladi.
U do‘stiga murojaat qilib,

Hech narsa bo‘Imadi!
Na to‘fon, na vulqgon.
Yolg‘iz, haq yo‘llarda
Oqdi gon, ogdi gon...
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deya, xalgning bukilmas irodasiga, erk, ozodlik yo‘lidagi harakatlariga ishora giladi. Oktyabr ingilobini
“qish” bilan qgiyoslash orqali uning “qorong‘u” kelajagidan darak beradi. “Oktyabr onida Kuz ketgan.
Qish yovuq” ...
Shoir she’rning ikkinchi qismining yakunida yana “do‘l” bilan bog‘liq tasvirlarni keltiradi.
Shugina:
Dol kelib
Olamni yigmadi,
Va yerning kurrasi
Mehvardan chigmadi.

Shoir bu tasvirlar bilan xalgning erk va ozodlik hagidagi orzu-umidlarining so‘nmaganligini
ta’kidlaydi. Buni she’rning ikki banddan iborat uchinchi qismidagi “Do ‘llarning olamni yigishi —
Hechdir! Kurraning mehvardan chigishi — Hechdir! kabi iqrorida yanada yorginroq ko‘rishimiz mumkin.

Xulosa. Umuman, Cho‘lpon she’riyatida “quyosh” — istiglol, erk va ozodlik timsoli sifatida
badiiy talqin qilingan. Shoir “quyosh” ramziylashtirar ekan, u bilan bog‘lig xalqda shakllangan mifologik
garashlarga, folklor, mumtoz adabiyot an’analaridan unumli foydalanadi. She’rning emotsional ta’siri
juda kuchli. Cho‘lponning ijodida realizm va simvolizmning mukammal birlashuvi shoir she’rlarining asl
mohiyatini tashkil etadi. U realistik tasvirlar orgali hayotning murakkabliklarini ko‘rsatsa, simvolik
obrazlar bilan jamiyatdagi ijtimoiy-siyosiy muammolarga munosabat bildiradi. Cho‘lpon she’riyatidagi
har bir poetik ramz shoirning lirik kechinmalari va orzu-armonlari bilan birga, aniq ijtimoiy-tarixiy
vogelikni ham tasvirlaydi. Cho‘lpon she’riyatida istiglol, erk, hurlik kabi ijtimoiy-siyosiy tushunchalarni
aks ettiruvchi ko‘plab ramzlar ishlatilgan. Bu ramzlar shoirning o‘z davridagi ijtimoiy va siyosiy
muammolarni, xalgining azob-uqubatlarini va ozodlikka bo‘lgan intilishlarini ifodalashda muhim rol
o‘ynaydi.
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SIROJIDDIN SAYYID SHE’RIYATIDA TARIXGA MUNOSABAT VA TARIXIY
SHAXSLAR TALQINI

Annotatsiya. Zamonaviy o‘zbek she’riyatida tarixga munosabat va tarixiy shaxslar talgini o‘ziga
xos yo‘nalishni tashkil etadi. Bunday she’rlar yosh avlodni uzoq va yaqgin tariximizni bilishga, undan
saboq chiqarishga va ibrat olishga o‘rgatadi. O°zbekiston xalq shoiri Sirojiddin Sayyid ijodida tarixiy
mavzudagi she’rlar muhim o‘rin tutadi. Ular orasida tarixiy shaxslar namuna gilib ko‘rsatilgan va xotira
mazmunidagi she’rlar, afg‘on urushi fojialari aks etgan “Nom” liro-publitsistik asari alohida ajralib
turadi. Magolada shoirning shu mazmundagi she’rlari tahlil etilgan.

Kalit so‘zlar: tarixiy shaxs obrazi, tarixga munosabat, g‘azal, gasida, ruboiy, marsiya, she’r, liro-
publitsistik uslub, xotira mazmuni.

Annorauus. B coBpeMeHHOH Y30€KCKOH IO33UMHM OTHOIICHHWE K HMCTOPHUM W HMHTEpPHpETalus
HUCTOPHUYECCKUX JIMYHOCTEW COCTaBIISIOT YHUKAJIbHOEC HaIIpaBJICHUE. Takne cTuxu ydat MOJ0O0€
TMOKOJICHUE 3HATh Hallly JPCBHIOIO U HOBYIO UCTOPUIO, U3BJICKATh M3 HCC YPOKHU U UCPIIaTh BXOAHOBCHUEC.
Ctuxu Ha HUCTOPHUYCCKHUEC TCMbI 3aHUMAIOT BaXXHOC MECTO B TBOPUCCTBEC HAPOAHOI'O IIO3Ta V30ekucrana
CHpO)KI/mI[I/IHa Caiiiinna. Cpem/l HUX BBIACISACTCA JII/IpI/IKO-Hy6JII/IIII/ICTI/IeCKOC npo3seaeHue «Mms»,
BKJIIOYaIIaKIIEeC CTUXOTBOPCHHUA C 3aIIOMHUHAKOMMMCA COACPKAHUEM M PasMBINUICHUAMH O Tparcausax
araHCKOW BOWHBI, B KOTOPHIX B KA4eCTBE MPUMEPOB HCIOJB3YIOTCS HCTOPHUUYECKHIE TMYHOCTH. B manHON
CTAaThC MPOAaHAJIU3UPOBAHBI CTUXOTBOPECHUA I109Ta HA OTY TEMY.

KaroueBrble ciioBa: 00pa3 UCTOPUYSCKOM JIMYHOCTH, UCTOPUYECKUH KOHTEKCT, ra3elb, 0/1a, pyoan,
03Ma, JINPUKO-TTYOIUIIACTHICCKUAN CTHIIb, COIEPKAHIE TTAMSTH.

Abstract. In modern Uzbek poetry, the attitude to history and the interpretation of historical figures
form a unique direction. Such poems teach the younger generation to know our distant and recent history,
to learn from it and to take inspiration. Historical poems play an important role in the work on the
people’s poet of Uzbekistan Sirojiddin Sayyid. Among them, the lyrical-publicistic work ‘“Name”, which
presents historical figures as examples and reflects the tragedy of the afghan war, stands aut. The article
analyzes the poet’s poems of this content.

Keywords: the image of a historical person, a story of history, ghazal, ode, rubai, dirge, poem,
literary-publicistic style, memory content.

Kirish. Sirojiddin Sayyid ijodi zamonaviy o‘zbek she’riyatining yorgin sahifasini tashkil etadi.
Uning mavzu va janr jihatdan rang-barang, mazmunga boy, pishig she’rlari bunga dalil bo‘lad oladi.
Aynigsa, S.Sayyidning tarixiy shaxslarga bag‘ishlangan va tarixga munosabat aks etgan asarlar alohida
badiiy tizimni tashkil etadi. Jumladan, “Ulug® bobong Navoiy”, “To Navoiy bor”, “Shoh Bobur”,
“Mir Alisher ”, “Navoiy”, “Yassaviy devoni”, “Oybek™ kabi she’rlar, afg‘on urushi fojialari tasvirlangan
“Nom” liro-publitsistik asari fikrimizni tasdiglaydi. ~ Shoirning tarixiy shaxslar obrazlari badiiy
gavdalantirgan, o‘ziga xos chizgilar berilgan she’rlari uzoq va yagqin tariximizda munosib nom goldirgan
mashhur siymolar hagida bahs yuritadi. Bunday she’rlar Vatanimizning shonli o‘tmishiga muhabbat va
faxr tuyg‘ulari bilan sug‘orilgan.

Ma’lumki, o‘tgan asrning 80-yillarida maqgsadsiz afg‘on urushi juda ko‘plab o‘zbek yigitlarining
hayotiga zomin bo‘ldi. Bu mavzu o‘zbek adabiyotining deyarli barcha janrlarida o‘z ifodasini topdi.
O‘.Hoshimovning “Tushda kechgan umrlar” romanidagi Rustam hayoti ana shu vogeliklardan so‘zlaydi.

O.Hojiyevaning ‘“Najot” dostonining bir qismi shu fojialar tasviriga bag‘ishlangan. A.Oripov, M.Y usuf,
I ———
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H.Xudoyberdiyeva, O.Hojiyeva she’rlarida “afg‘on girlarida lolalarga aylangan” zabardast o‘zbek
yigitlarining lirik timsoli yaratilgan. S.Sayyidning liro-publitsistik ruh bilan sug‘orilgan “Nom” asari ham
shu mavzu talginiga bag‘ishlanganligi bilan e’tiborni tortadi. Asar nasr va nazm uyg‘unligida yaratilgan.
Unda afg‘on jangi qurboni, rassom Sirojiddin To‘raxo‘jayev xotirlanadi.

Shular asosida shoirning tarixiy mavzudagi asarlarini mazmunan ikki guruhga bo‘lish mumkin:

1. Tarixiy shaxslar ibrat gilib ko‘rsatilgan she’rlar.

2. Xotira mazmunida bitilgan asarlar.

Asosiy gism. “Mir Alisher” she’ri g‘azal kabi a-a, b-a, d-a, g-a shaklida gofiyalangan. Shoir ulug’

Navoiyga bo‘lgan muhabbatini o‘tli satrlarda ifoda etadi:
Tiriklikning bongi Navoiy,
Buyuklikning rangi Navoiy.
Bir yorishdi zim-ziyo olam,
Turkiylarning tongi Navoiy,
Besh asrlik ro‘yodir dunyo,
Besh asrlik o‘ngi Navoiy [1, 121].

E’tibor berilsa, she’rning har bir misrasida Navoiyning buyukligi ochib berilgan. Navoiyga
nisbatan ishlatilgan sifatlashlar nihoyatda ohorli. Binobarin, Navoiy tiriklikning, hayotning ovozidir.
Navoiyning dunyoga kelganligi zim-ziyo olamning yorishganligidir. Agar tabiat, hayot tunu kunduzdan,
tongu shomlardan iborat bo‘lsa, Navoiy o°‘zbekning tongidir. Zero, tong yorug‘lik ramzi, yangi hayotning
boshlanishini ifoda etadi. Agar dunyo besh asrlik ro‘yodan — yolg‘ondan iborat bo‘lsa, uni rostga, o‘ngga
aylantirgan kishi ham Navoiydir.

Shoirning Navoiyga gasidasi bu bilan intiho topmaydi. S.Sayyid uni ummonga, bepoyon Vatanga
giyos etadi.

“Shoh Bobur” she’ri g‘azal ohanglarida bitilgan. Unda Boburning iztirobli lahzalari aks etgan:

Buncha ham oh tortdingiz, oh Bobur,
Muttahamlar dunyosida shoh Bobur...

Kecha uzun, manzil olis, yo‘l uzog.

Sizga faqgat yolg‘iz oy hamroh, Bobur
Nonko‘r beklar, beogibat mirzolar,

Kimlar sizga gazmadilar, choh Bobur [1, 15]

Ma’lumki, Bobur hayoti murakkab davrda, jang-u jadallarda kechgan.

Dastlabki baytning birinchi misrasida “oh” so‘zi ikki marta go‘llanilgan. Birinchisida — “oh
tortdingiz” qo‘shma fe’l tarkibida Boburning ruhiy holatini ifodalashga xizmat gilgan bo‘lsa, ikkinchisida
“oh” undov so‘z sifatida kelgan va o‘sha ruhiy holatning kuchliroq aks ettirilishini ta’min etgan. Keyingi
sadogat va xiyonat oralig‘ida umr kechirgan. S.Sayyid uchinchi baytda ana vogelikka ishora qilib,
nonko‘r beklar, beogibat mirzolarning Boburga bir umr choh gazganligini tasvirlaydi. She’rni o‘gish
davomida S.Sayyidning shoh va shoir Bobur ruhiyatidagi o‘zgarishlarni teran ifoda etganligiga guvoh
bo‘lish mumkin. Shu tarzda “shoirligi shohligidan ulug‘, shohligi ham she’riday ogoh” Zahiriddin
Boburning lirik siymosini badiiy gavdalantiradi.

“Oybek” she’ri ham aynan shu uslubda yaratilgan. “Shoh Bobur” she’ridagi kabi [“Bobur” so‘zi
radif bo‘lib kelgan] Oybek o‘zi ham misralar osha radif vazifasini bajargan. Binobarin, radifning badiiy
vazifasidan kelib chiqilsa, ushbu so‘zga shoirning ganday mazmun yuklaganligi oydinlashadi.

O<zicha tushmagan osmondan Oybek,
Yaralmish mehr ila armondan Oybek [1, 17]
G-‘azal vazni va shaklida bitilgan bu satrlar matla’dir. Ushbu she’r aruzning hazaj bahrida yozilgan.
Agarchi davr uni tildan ayurdi,
Vale ayrilmadi iymondan Oybek [1, 17].

Ma’lumki, Oybek o‘tgan asrning 50-yillarida gator garama-qgarshiliklarga duch kelgan. Natijada u

xastalangan. Shoir aytganiday, davr uni tildan ayirgan. Lekin Oybek o°z e’tigodida mustahkam turgan.
Hasad g‘avgosiyu minnat jafosi

Ne ko‘rdi ul buzug® davrondin Oybek [1, 17].
-
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Oybek yashagan davr deyarli sobiq tuzumga to‘g‘ri keladi. Barcha davrlarda ham yorgin
iste’dodlarga hasad ko‘zi bilan garalgan. Ko‘klarga ko‘tarilgan davrda Oybekka o‘xshagan yuksak igtidor
sohiblarining hayoti bir teki, illiq kechmagan. Shu bois shoir “buzug® davron” Oybek boshiga ko‘p
ko‘rguliklar solganligini galamga oladi. She’r mahzun ruh bilan sugorilgan. Shu bois u o‘z o‘quvchisi
ko‘z o‘ngida iymoni, e’tigodi butun, haqgigiy adib Oybekning shoir dunyosi chizgilari yanglig’
taassurotlar uyg‘otadi.

Yugorida fikr yuritganimiz she’rlardan ma’lum bo‘ladiki, shoir Navoiy, Bobur, Oybek singari
yorgin siymolarning lirik obrazlarini yaratar ekan, kitobxonga ularni har jihatdan hayotiy ibrat namunasi
gilib ko‘rsatadi.

Shoirning “Pahlavon Mahmud” she’ri adabiyotimiz sahifalarini bezab turgan Pahlavon Mahmud
hagidadir.

Sening hasratlaring uzun,
She’rlaring gisqa.
Ne-ne gado ko‘rding,
He sulton ko‘rding.
Nuh ming yil yashadi —
Ko‘rdi bir to‘fon.
Sen
Nuh bo‘Imasang ham,
ming to‘fon ko‘rding.
Birovdan taxt goldi,
Birovdan — daraxt.
Sendan meros golmish baytlar —
tug‘yoning.
...Gar ko‘ylak tiksalar armonlaringdan.
Egni but bo‘lardi yupun dunyoning [2, 55].

Ma’lumki, Pahlavon Mahmud adabiyotda ruboiy janrini rivojlantirgan. Shoir shunga ishora qilib,
“sening hasratlaring uzun, she’rlaring qisqa” deydi. Ya’ni qisqa she’r — ruboiydir. U ana shu gisga
satrlarda hayot hagidagi garashlarini falsafiy yo‘sinda ifoda etgan. Shoir bunda Nuh to‘foniga ishora
etadi. Binobarin, Pahlavon Mahmud tabiiy to‘fonga duch kelmagan esa-da, hayotning to‘fonlariga
uchradi. Demak, Nuh to‘fonining she’rda talmeh qilib keltirilishi shoir gismatiga ishoradir. Qolaversa,
uning nomini tarix, adabiyot sahifalariga muhrlagan narsa — tug‘yonlarga to‘la baytlaridir.

Rustam Musurmon o‘rinli ta’kidlaganiday: “Shoirning “She’riyat”, “Uzilgan torlar”, “Botir
Zokirovning Ra’nosi”, “Marsiya” kabi she’rlarda Asgad Muxtor, Shavkat Rahmon, Muhammad Yusuf
singari marhum shoirlarimiz, Botir Zokirov, Oxunjon Madaliyev, Muhriddin Xoligov singari
an’atkorlarimizning yorqgin xotiralari eslanadi. Inson umrining omonatligi, odamni tirikligida gadrlash
zarurligi ugqtiriladi” [4]. Mazkur she’rlar chuqur dard, hazinlik, mung bilan sug‘orilgan. Jumladan,
“Marsiya” she’ri Muhammad Yusuf vafotiga bag‘ishlangan. Unda ulkan mung yashirin. Chunki sevimli
shoirning bevaqt o‘limi ko‘p qgalblarni larzaga soldi. O‘sha ayriliq dagigalarida armonli satrlar qog‘ozga
tizildi. Sirojiddin Sayyid bitiklari ham ana shunday g‘amangiz lahzalar mahsuli sifatida dunyoga keldi:

Bunchalar galin

Dunyoning po‘sti.

Bug‘doyday xoksor

Bir shoir o°sdi.

Nogoh bir xabar

Tongimni to*sdi.

Titradi olam.

Yig‘ladi onam:

Bolamning do‘sti...

Bolamning do‘sti...

Muhammad Yusufda olloh yugtirgan she’riy iste’dod bor edi. Ayni zamonda o‘ta kamtar,

samimiy inson sifatida ham xalgining, elining yuksak hurmatiga sazovor bo‘lgan. Shu bois Sirojiddin
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Sayyid uning kamtarinligini “bug‘doyday xoksor” birikmasi orqali ifoda etadi. Shoirning o‘limi hagidagi
xabardan olam titradi, onam “bolamning do‘sti” deya yig‘ladi, deydi. Demak, M.Yusuf shoir sifatida
katta-yu Kichikka barobar, dildosh edi.

Kuylari goldi

Tog‘u toshida

Ocylari goldi

Oy, quyoshida,

Buloq boshida,

Xirmon boshida,

O<zbekning gora

Ko‘zu goshida.

Bir shoir ketdi,

Bir shoir o‘tdi.

Bobur yoshida...

Bobur yoshida [1,107]

Ma’lumki, uning dilga yaqgin ko‘plab she’rlari qo‘shigga solingan, mashhur hofizlar tiliga tushgan
edi. Shoir shunga ishora gilib, M.Yusufdan kuylar golganligini aytadi. Zahiriddin Bobur 47 yoshida
olamdan o‘tgan. M.Yusuf xuddi shu yoshda dunyoni tark etdi. Demak, shoir M.Yusufning Bobur kabi
ayni ijodining gullagan chog‘ida yorug‘ olamdan ketganligini ifoda etadi.

Ey bulbullarga
Kuy-g‘azal, Vatan.
Sen — abad Vatan,
Sen — azal Vatan.
Kim sendan yuldi,
Kim — o‘sal, Vatan.
Gul, asal Vatan.
Sen yuksal Vatan,
Sen yuksal Vatan.
O‘yladi bolang,
Kuyladi bolang,
Ey, go‘zal Vatan!
Ey, go‘zal Vatan! [1, 108]

Bunda bulbullar ikki ma’noda qo‘llanmoqda: 1. Haqgiqiy bulbul 2. Shoirlar. M.Yusuf yonib kuylab
o‘tgan mavzulardan biri bu Vatandir. U umr bo‘yi Vatan istigbolini, ertangi kunini o‘ylab yashadi va uni
ulug‘lovchi o‘tli satrlar bitdi. Shoir “o‘yladi bolang, kuyladi bolang” deganda aynan shu jihatlarni nazarda
tutgan. Umuman olganda, she’rda M.Yusufning betakror inson va yetuk shoir sifatidagi fazilatlari
eslanadi.

O‘tgan asrning 80-yillarida yuz bergan magsadsiz afg‘on urushi vogealari ko‘p yillar Sirojiddin
Sayyidga tinchlik bermagan. Bu haqda shoir asar boshida yozadi: “Afg‘oniston qumlarida yigilganida
askarlar, Men ham yozuv stolimda so‘zsiz yaralanganman. “Saksoninchi yillar” dostonidan o‘rin olgan
ushbu satrlar o‘shanda senzura tomonidan olib tashlandi. Jurnal terilayotganda to“xtatib go‘yildi. Satrlar
o‘rnini to‘ldirish uchun shoshilinch ravishda rassomga surat buyurishdi. Mavzuga mos kelmasa-da doston
goq o‘rtasida didsizlarcha solingan gul rasmi bilan bosilib chigdi. Men bu so‘zlarni nima uchun
yozmogdaman? Vaqt o‘tib olib tashlangan satrlarni tiklash mumkindir, lekin betayin gatag‘onda halok
bo‘lgan o‘g‘lonlarni hayotga gaytarmoq, ularga jon ato etmogning iloji yo‘qg. Ularning o‘rnini hech
ganday gul, hech ganday orden bilan to‘ldirib bo‘lmaydi... Salkam o‘n besh ming qurbon, mayib
majruhlar soni o‘ttiz yetti mingga yaqin! Bu avlodga nom ham topilgan “Urush ko‘rmagan otalarning
urush ko‘rgan bolalari”[3, 153]. E’tibor berilsa, shoir dastlab “Saksoninchi yillar” dostonida mazkur
mavzuni yoritib bergan. Biroq yillar o‘tib, o‘sha dostonda aytilmay golgan, ko‘pdan galbida tugun bo‘lib
yotgan afg‘on urushi vogealaridan tug‘ilgan ko‘ngil iztiroblari “Nom” deb atalmish yangi bir asarda
o‘zini namoyon etdi. Asar liro-publitsistik ohangda bitilgan. Shoir nasrda ocherk uslubini go‘llagan. Unda
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0z qahramoni Sirojiddin To‘rayev [tengdoshi] hagidagi ma’lumotlarni aniq keltiradi. Shu faktlar, achchig
xotiralardan tug‘ilgan tuyg‘u-kechinmalarini satrlar gatiga jo etgan.

Shoir Sirojiddin To‘rayev yaginlari: ota-onasi, buvisi iztiroblarini qog‘ozga tushirgan. Bor-yo‘g‘i
yigirma bahorni garshilagan, rassom bo‘lmoq niyatida suratlar chizgan, bo‘yoqglari qurimay golgan
suratlarda aks-sado berib turgan, orzulari osmon qadar Sirojiddin “1984-yilning 14-yanvarga o‘tar
kechasi xizmat burchini o‘tash vaqtida halok bo‘lgan.... 1963-1984. Bu sanalar oralig‘ida kechgan
muddatni umr deb atashga til bormaydi, bu muddat tug‘ilish bilan o‘limni ajratib turgan chizigdan ham
gisga, go‘yoki umid gulbarglariga bir gatra shabnam indi-yu quyosh nurlariga yetishmayin yilt etdi ketdi”
[3,153]. Shoirning umr hagidagi qarashlari falsafiylik bilan yo‘g‘rilgan. Sirojiddin To‘raxo‘jayevning
xazonga aylangan umri shoir fikricha, “umid gulbarglariga ingan bir qatra shabnam, unga esa quyosh nuri
yetishmadi”.

Uni o‘ldirganlar “dushmanlar” emas,

Uni o‘ldirganlar bizning jaholat.

Uni o‘Ildirganlar elni zavolga

Hamda mamlakatni chohga eltganlar [3, 154].

Shoirning hikoya gilishicha, u Sirojiddin To‘rayev xonadoniga keksa jurnalist Abdulla Po‘latov
bilan birga bordi. Sadriddin aka (Sirojiddinning otasi), buvisi bilan ro‘para kelishdi. Necha yillardan
so‘ng ham ularning yuzida “tuganmas anduh chirqirab yotardi”. Buvining nolayu faryodini shoir shunday
tasvir etadi. “Bolam shu yerginada yotardi. Har sahar o‘zim uyg‘otardim chinnikosani to‘ldirib shu
gaymoglardan ichardi olinglar silaga nasib gilgan ekan man Xudodan emas bandasidan ko‘raman bolam,
bolam ... tirik ketgan bolamni bo‘yi ikki metrlik bolamni tobutga solib gaytarishditobut ham kichkina
xontaxtacha keladi tobuini ochirgan go‘yishmadi bu maning bolam emas deb yogalariga yopishdim...
keyin o‘rden berishdi gizil yulduz degan besh yil bo‘ldi eshik tiq etsa bolam deyman bolam...” [3, 154].
Buvining alamga, g‘amga, ayriligga to‘la iztiroblari gatida o‘sha davr minglab onalari va buvilarining
anduhlari aks etgan. Ular qalbida “bolam tirik, qaytib keladi” degan umid yashaydi:

Do‘stlari kelsa-yu kelmasa bolam,
Do‘stlari kulsa-yu kulmasa bolam.

Bir vagtlar sochini to‘zg‘itgan shamol
Hovlida yelsa-yu yelmasa bolam.

Yaxshi ko‘rgan gizi kelib yig‘lasa
So‘ngra to‘y bo‘lsa-yu bilmasa bolam
Suratdan chigolmay, mo‘ltirab zor-zor
“To‘ylar muborak”ni tinglasa bolam...
Sahar kosalarga gaymog to‘Isa-yu
Keksaygan bu ko‘nglim to‘lmasa, bolam.
Kecha topshirishdi “Qizil yulduz”ing
Ordenni “bolam” deb bo‘Imasa bolam [3, 155].

Buvi iztiroblariga otaning alamlari go‘shiladi. Ota o‘g‘li hagida yonib-kuyib so‘zlab beradi.
Aynigsa, bolasining kelajakdagi orzulari, rassom bo‘lish istagi hagida gapirganda, yanayam dili o‘rtanadi.
Uning umid bilan yozgan xatlaridan so‘zlaydi.

Ota, men hagimda gapirib bering

Meni so‘rab kelganlarga, yo‘glaganlarga.
Yillar yenggaydirlar Sizni ham oxir,
Dilda sog‘inchingiz bog‘laydi yiring.
Meni izlab kelgan yoz-u gishlarga

Ota, men hagimda gapirib bering...
O<zim chizib ketgan o‘z suratimga

Ota, men hagida gapirib bering.
Kechiring, to‘ylarga buyurmadim men.
Farzandlar singari — Siz hagingizda
Gapirib berishga ulgurmadim men [3, 156].
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Ota galbini o‘rtaguvchi armonlar, ko‘ngilni vayron gilguvchi dardlar yuqoridagi satrlarda oz
ifodasini topgan.

Asardagi yana bir ta’sirchan epizod Sirojiddinning mo‘jazgina, buvisi tomonida changlari
artiladigan xonasi bilan bog‘lig. Bu joyda xotiralar jonlanadi, suratlar tilga kiradi go‘yo: “Endi hech
gachon ko‘klamda surat chizgani Baxmalning baxmal girlariga borolmaydi. Ro‘zi Choriyev hech gachon
Boysunga olib bormaydi uni. Sherali Jo‘rayevning yangi go‘shiglarini eshitolmaydi. Hech gachon! Shu
sababli uning “Kuz” suratidagi ko‘klam chingirig‘i kishini adoyi tamom giladi. 1981-yilda chizilgan
“Avtoportret”dagi ko‘zlar esa yana biroz tikilsangiz ymhig‘lab yuboradigan darajada zorlanib bogadilar:

Tunlar derazamda mo‘yqgalamlaring
Dumli yulduzlarday yuzaveradi.
Oynaning muzlagan varaglariga

Sening suratingni chizaveradi.

Oyna dosh bermaydi.

Ingraydi oyna,

Raxna-raxna bo‘lib yig‘layveradi

Terak mo‘ygalamin yurgizib shamol
Ko‘kka suratingni chizaveradi” [3, 160].

Endi ular Sirojiddin dafn etilgan gabristonga yo‘l oladilar. Bu sukut maskani alamlarini yana ham
olovlantiradi.

Ma’lumki, tanigli yozuvchi O‘tkir Hoshimov “Dunyoning ishlari” qissasida bahor gabristondan
boshlanishini yozadi. Xuddi shunga yaqin tasvir asarda ham mavjud: “Qabristonga ko‘klam erta keladi.
Tashqarida, shaharda qor uyumlari hali erib ulgurmagan esa-da, bu go‘shada tuproq ko‘pchib, ilk
maysalar nish urgan, tepachalar nafas olayotganday, ular ko‘tarilib tushayotgan ko‘kraklar bo‘lib
tuyuladi. Ko‘klamlari bevaqgt xazon bo‘lganlar yotgani uchun shundaydir balki?” Qabristonda tilovat
gilishadi, cheksiz dard va hasrat bilan ortga gaytadilar. Birog ularga marmar lavhalardan hayotga
to‘ymagan mas’um ko‘zlar tikilib turganday bo‘ladi: “Ular suratlarda shu qadar mas’um, shu qadar
beozor! Ular — tabassum bo‘lib ulgurmagan lablar, sevinchga chog‘lanib, shu taxlit mangu surat bo‘lib
golgan yuzlar, devorlardagi kemtik nonlar — ular, olinmagan suyunchilar, nasib etmagan to‘ylaru
buyurmagan kuyovlik sarpolari — ular, onalarining dilida xanjarday zanglagan sog‘inch — ular, ular shu
gadar mas’um, shu qadar yosh!” [3, 165]. Ular — magsadsiz, ma’nisiz urushning begunoh, o‘n gulidan bir
guli ham ochilmagan qurbonlari. Shundan galblar o‘rtanadi. Shoir tuyg‘ulari junbushga keladi.

Asardagi eng so‘nggi epizod yanada ta’sirchan: “General yig‘ladi. 1989-yilning 15-fevralida,
“Termiz — Hayraton” ko‘prigi ustida kuppa-kunduzi, butun insoniyat ko‘z oldida general yig‘ladi! Salkam
15 ming askarning o‘limini ko‘rib yig‘isini ichiga yutgan, 37 mingga yaqin mayib o‘g‘lonning ko‘ziga
bogib ko‘zyoshini ko‘rsatmagan general yig‘ladi. “Termiz — Hayraton” ko‘prigi ustida kuppa-kunduzi,
insoniyat ko‘zi oldida bronemashinadan tushdi-yu peshvoz olgani chiggan o‘n to‘rt yashar o‘g‘lini quchib
yigladi...” [3, 166]. General yig‘isida insoniyatning dardi yashiringan. Magsadsiz urushdagi intilishlari,
harakatlari zoye ketgani uchun, yosh o‘g‘lonlarning umri bevaqt xazon bo‘lgani uchun, galbi ozorlangani,
vijdoni uyg‘ogligi uchun yig‘ladi.

Xulosa. Shunday qilib, S.Sayyidning tarixiy shaxslar obrazlari yaratilgan she’rlari va yaqin
tarixga munosabat yo‘sinidagi “Nom” liro-publitsistik asari ham shakl, ham mazmun jihatdan o‘ziga xos
mukammallik kasb etadi. Ularda tarix chizgilari namoyon, xalq diliga, galbiga yaqgin insonlarni eslash
ruhi hukmron. “Nom” asari esa maqsadsiz afg‘on urushining xalg boshiga solgan adogsiz kulfatlaridan
so‘zlaydi. Shoir mash’um afg‘on urushi fojialarini o‘zi bilgan, o°‘ziga tengdosh Sirojiddin
To‘raxo‘jayevning hayoti misolida xotiralar orgali kitobxonga jonlantirib beradi. Zero, Sirojiddin
To‘raxo‘jayev o‘sha maqgsadsiz urush yillarida umri xazon bo‘lgan yigitlar obrazini o‘zida ifoda etadi. Bu
asar O‘tkir Hoshimovning “Tushda kechgan umrlar” romani mazmuniga uyg‘un asar sifatida shu
mavzudagi badiiyat namunalari gatorini to‘ldiradi. Umuman olganda, Sirojiddin Sayyid o‘zbek xalgiing
uzog va yagqin tarixini teran anglaydi, shu yurtda yetishgan va tarixda munosib nom goldirgan mashhur
siymolarga yuksak ehtirom bilan garaydi.

ADABIYOTLAR:
. ____________________________________________________________________|
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“SHAYTANAT” ASARIDA OTA VA QIZ MUNOSABATLARI TASVIRI

Annotatsiya. Mazkur maqgolada Tohir Malikning Shaytanat asaridagi ota obrazi, xususan,
Asadbek va uning qizi o‘rtasidagi murakkab munosabatlar tahlil gilinadi. Asadbek obrazining
gattiggo‘lligi, jinoyat dunyosidagi ta’siri va oilaviy hayotidagi o‘ziga xosligi orgali ota-bola
munosabatlari, insoniy gadriyatlar va hissiy masofalikning asar rivojiga ta’siri yoritilgan. Magola ota va
giz o‘rtasidagi tushunmovchiliklar, nazoratga intilish va mustagillik istagining ziddiyatlari orgali ota
obrazini chugurroq o‘rganadi. Ota va iz o‘rtasidagi bu ziddiyatli alogalar, aynigsa, gizning o‘zligini
topishga bo‘lgan intilishi va uning mustaqil fikrlashiga garshi kurashni ko‘rsatadi. Asadbekning oz
o‘rnini saglashga bo‘lgan harakatlari esa, oiladagi muvozanatni saglash bilan birga, tashqi dunyo bilan
bo‘lgan bog‘ligligini ham aks ettiradi. Bu munosabatlar orqgali asarda insonning ichki kurashi va o‘z-
o‘zini anglash jarayoni keng yoritilgan.

Kalit so‘zlar: ruhiy iztiroblar, axlogiy masalalar, o‘zbek adabiyoti, gasos, baxt izlash, ota-ona
sevgisi, insoniy gadriyatlar, yetimlik, ruhiy azoblar, xarakter tahlili, oila va jamiyat, otalik vazifasi, ichki
konflikt, vijdon azobi.

AunHoTtamusa. B 31Ol craTthe aHanmm3upyercs o0Opa3 oTma B pomaHe Toxupa Manuka
“llatimanam”, B 9aCTHOCTH, CJIOXHBIE OTHOIIEHU MEXAY AcCaJ0eKoM U ero nouepbro. Uepes cTporoctsb
Acanbeka, ero BIMSHUE B MPECTYITHOM MHUPE MU OCOOCHHOCTH €ro CeMEHHON JKU3HU PacCMaTpPUBAIOTCS
OTHOHICHHA OTHAa W OOYEPH, YCIIOBCUYCCKHE HECHHOCTU M OMOIMOHAJIbHAsA AWCTAHIIMA, BJIWAIOMIASA Ha
pasBuTHe ciokera. B crarbe Oojee riryOOKO HcclieoBaH oOpa3 OTLa, aHAIW3UPYS Helopa3zyMeHHs,
CTpEeMJICHHE K KOHTPOJIO W TPOTHBOPEUHS MEXAY KelaHHeM HEe3aBUCHMOCTH M OOpb0Oil 3a BIACTh.
KOH(l)J'II/IKTI:I MCXKAY OTHOM U OOYCPLIO, 0COOEHHO JKeJaHHE ao4uepu HalTH CBOIO HUACHTUYHOCTh H
COTIPOTHBJIEHWE KOHTPONIO CO CTOPOHBI OTIA, 3aHWMAIOT LEHTpairbHOe MecTo. [lombiTkm Acanbexa
COXpPAaHHUTH CBOE TIOJIOXKEHHUE OTpaXXaroT HC TOJIBKO CTPCMJICHHUC COXPAHUTH OajaHC B CEMBC, HO U €TI0
CBSI3p C BHEIIHUM MHUpPOM. YUepe3 5TH OTHOIIEHHS B POMaHE PAaCKPBIBAETCS BHYTPEHHUH KOHQIUKT U
mponecc CaMOIIO3HAHU .

KiaiwueBble ¢J0Ba: TICHXOJOTHYECKHE CTpajgaHWs, MOPAIbHBIE BOIPOCH], y30eKCKas
JiuTeparypa, MECTb, IMOUCK CYHACTbsA, POAUTCIbBCKAasA J'IIO60BI>, YCJIOBCUCCKUC LCHHOCTH, CHUPOTCTBO,
JyIIEBHBIE MYKH, aHalM3 XapakTepa, CeMbs M OOIIECTBO, OOSI3aHHOCTH OTIA, BHYTPEHHHH KOH(IWKT,
YTPBI3€HUA COBECTH.

Abstract. In this article, the father figure in Tohir Malik's novel Shaytanat is analyzed,
particularly the complex relationship between Asadbek and his daughter. Through Asadbek's strictness,
his influence in the criminal world, and the peculiarities of his family life, the article explores the father-
daughter relationship, human values, and the emotional distance that impacts the development of the
story. The article delves deeper into the father figure by examining misunderstandings, the desire for
control, and the contradictions between the wish for independence and the struggle for authority. The
conflicts between father and daughter, especially the daughter's desire to find her own identity and her
struggle against her father's control, are highlighted. Asadbek’s attempts to maintain his position reflect
not only the efforts to preserve family balance but also his connection with the outside world. Through
these relationships, the novel reveals the inner struggle and the process of self-discovery.

Keywords: psychological struggles, moral issues, Uzbek literature, revenge, pursuit of
happiness, parental love, human values, orphanhood, mental anguish, character analysis, family and
society, fatherhood duties, internal conflict, pangs of conscience.
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Kirish. Tohir Malikning “Shaytanat” romani o‘zbek adabiyotining eng mashhur va keng
o‘giladigan asarlaridan biridir. Bu asar jinoyatchilik olami, insoniy ziddiyatlar va jamiyatdagi axlogiy
masalalarni chuqur yoritgan epik roman hisoblanadi. Asar jamiyatning ichki muammolari va jinoyatchilik
dunyosidagi hayot tasviriga bag‘ishlangan. Uning markazida Asadbek obrazi turadi. U jinoyat olamining
yirik vakili bo‘lib, oz kuchi va aqgli bilan shu darajaga yetgan. Asarda uning o‘tgan hayoti,
muvaffagiyatlari va gilmishlarining ogibatlari yoritiladi. Shu bilan birga, romanda insoniy munosabatlar,
ota-bola, do‘stlik va dushmanlik, sevgi va nafrat kabi mavzular ham yuksak darajada aks ettirilgan.

Asosiy gism. “Shaytanat” asarida ota obrazi, aynigsa, Asadbekning shaxsiyati orgali chuqur va
ko‘p girralikda tasvirlanadi. Bu obraz orqgali yozuvchi ota-ona va farzandlar o‘rtasidagi murakkab
munosabatlarni, insoniy gadriyatlar va axlogiy ziddiyatlarni o‘rganishga harakat giladi.

Asadbek romandagi asosiy obrazlardan biri bo‘lib, u ota sifatida o‘ziga xos xususiyatlarga ega.
U qizini juda yaxshi ko‘radi va uning baxtli hayot kechirishini istaydi, lekin bu sevgisini ifoda etishda
muvaffaqiyatsizlikka uchraydi. Asadbekning xarakteridagi sovuqqonlik va qgat’iyatlilik uning o‘z oilasiga
ham ta’sir giladi.

Ota sifatidagi asosiy xususiyatlari:

1. Himoya va nazoratga intilish: Asadbekning gizi Zaynab uchun gilgan harakatlarida uni
tashgi dunyoning zararidan himoya qilish istagi yagqol ko‘rinadi. U gizining hayotini o‘zi belgilab
bermoqchi bo‘ladi va bu, ko‘pincha, gizining shaxsiy mustagilligini cheklaydi.

2. Hissiy masofalik: Asadbek o‘z his-tuyg‘ularini ochiq ifoda etmaydi. U shafgatsizlik va
qat’iyatlilikni ko‘proq namoyon qiladi, natijada, gizi bilan hissiy yaginlikni yo‘gotadi. Ammo uning ichki
kechinmalari va sevgisi asar davomida sezilib turadi.

3. Jinoyat olamining ta’siri: Asadbekning jinoyat olamida yashashi va bu dunyoning
goidalariga rioya gilishi uning otalik vazifasiga ham ta’sir giladi. U gizi uchun yaxshi hayot yaratmoqchi
bo‘lsa-da, ozi tanlagan yo‘l bu magsadga ziddiyatli tus beradi.

4. Qattiggo‘llik: Asadbekning tarbiya usuli gattigqo‘llik va o‘z qoidalariga ko‘r-ko‘rona
bo‘ysundirishga asoslangan. Bu uning ota sifatidagi zaif tomonlaridan biri bo‘lib, gizi bilan o‘rtasidagi
tushunmovchiliklarga olib keladi.

Asadbekning yuragida ham boshga insonlarga xos fazilatlar mavjud. U o‘z o‘rnida jonkuyar
farzand, mehribon ota, g‘amxo‘r do‘st, samimiy aka hamdir. Uning mana shu burchlarini bajarish holatida
esa ruhan ezilib, iztiroblar iskanjasida golganligini ko‘rishimiz mumkin. Adabiyotshunos H. Umurov
shunday yozadi: “Xarakterni uni psixikasisiz tasavvur qilish mumkin emas, chunki gahramon
ruhiyatining tahlili — xarakterning yaxlitligi va to‘lagonliligini ta’minlaydi, uni reallashtiradi,
ta’sirchanligini oshiradi. Shu sabab, agar analogik fikrlaydigan bo‘lsak, xarakter va uning psixikasi
o‘rtasidagi munosabatni mazmun va forma o‘rtasidagi murakkab dialektik alogaga o‘xshatmoq to‘g‘ridir”
[1, 23]. Hagigatan ham roman sujetidan o‘rin olingan rang-barang his-tuyg‘ular, kechinmalar olami tahlili
natijasida asar gahramonlarining o‘ziga xos xarakterlari oydinlashadi. Bu xususiyatlar asarning deyarli har
bir nugtasida namoyon bo‘ladi. Zero, Asadbek har gancha ashaddiy jinoyatchi bo‘Imasin, avvalo, u ham
inson, ojiz banda. Adabiyotshunos Abdug‘ofur Rasulov qayd gilganidek: “Inson o‘sadi, o‘zgaradi,
shakllanadi, ruhan-ma’nan boyib boradi. Lekin inson tamoman o‘zgarib, ikkinchi “men” kasb etmaydi,
o‘zligini yo‘gotmaydi, ya’ni ijtimoiy munosabatlar majmui inson mohiyati, fitrati mehvarida ro‘y
beradi.Anigroq aytsak, fitrat mavjudki, inson o‘zgaradi, moslashadi, tuslanadi, turlanadi” [2, 9].

Muhokama va natijalar. Darhagiqat, asarda talgin etilganidek Asadbek birovning taqdirini hal
gilish onlarida, umriga nuqgta go‘yishga farmon berayotgan chog‘ida, bir tuki ham qilt etmaydi, zarracha
shafgatni bilmaydi. Asadbekning ruhiy iztiroblari, ruhiy azoblanishi, otalik, farzandlik burchlarini
bo‘yniga olgan holatidagina juda asosli talgin etilganini ko‘rishimiz mumkin. U topshiriq berish borasida
diydasi gattiq, bu birovni bolasi deb ayab o‘tirmas, lekin Asadbek g‘animlari uchun toshbag‘ir,
farzandlari uchun g‘oyat mehribon inson sifatida uning xarakteri shakllanib boradi. Qizining o‘g‘irlanishi
esa unga juda og‘ir zarba bo‘ladi. Asadbek gimorboz, o‘g‘ri, jinoyatchi bo‘lsa-da, oila, farzand nima
ekanligini teran his etardi. U shu jihati bilan ham o‘z oilasini pulga alishtiruvchi, gimorga tikuvchi
“hamkasblari”dan farqlanardi. Asadbek qizining bu ahvolga tushishida o°zini sababchi deb bilar, gilgan
jinoyatlarim, gunoh ishlarimning kasriga gizim shunday ahvolga tushdi deb hisoblardi. Ana shunda uning
galbida ham o‘ziga nisbatan, ham nomusini poymol etganlarga nisbatan konflikt yuzaga keladi. Buni
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zohiran tan olmasa-da, botinan igror bo‘lar, bir paytlar Kesakpolvonning gapi bilan katta restoran
egasining uyini bosib, yosh gizlarini shotirlari uning buyrug*i bilan nomusini poymol gilishganda, uy egasi
ularni garg‘aganini eslab, yuragi titrar, qizining bu ahvoliga shubhasiz o‘zi aybdor ekanligini tan olar edi.
Balki bu gaplar erish tuyulishi mumkin, lekin gizi hagida oylar ekan, Asadbekni tuni bilan vijdon azobi
giynar, pushaymonlik olovida jizg‘anak bo‘lar, ilonday to‘lg‘anib chigishiga sabab bo‘lar edi.

“—Qizimni o‘g‘irlashdi, — dedi. Shu gapni aytdi-yu uyatdan yonib ketay deb ko‘zini olib gqochdi.
Aybiga igror bo‘lgan gunohkorday boshini egdi.

Qachon? Topilmadimi?

Kecha o°zlari tashlab ketishibdi.

Kimligini bildingmi?

Anig bilmayman. Gumonim bor.

Jalil o‘yga toldi. Bir necha nafasdan so‘ng xo‘rsindi:
Xudodan qaytibdi...” [3, 120].

Qiz bola nafagat xonadonining, balki ota-onasi, aka-ukalarining ham or-nomusi hisoblanadi.
Asadbekni eng ko‘proq azobga soladigan narsa ham shu gunohkorlik hissi edi. O‘rtog‘i Jalilning
“Xudodan qaytibdi” degan ta’nasini eshitgandayoq ruhan eziladi. Jalilni gap kelganda ayab o‘tirmasligini
bilsa-da, dili og‘riydi. Bir paytlar gilgan gilmishlari, gunohlari uchun nahotki, farzandlari javob bersa?!
Bunday mudhish o‘ylar unga sira tinchlik bermaydi. Shuurini turli o‘ylar girdobi egallab olgan, ikki qutb
kabi ikki xil fikr, ikkilanishlar sirtmog‘i ruhini soniya sayin bug‘ib borar, nafasini gisar edi. “Qizining
o‘g‘irlanishi — uning nomusiga tegmagan taqdirda ham — ota-ona nomusining toptalishi bilan barobar.
Shunday ekan, Asadbek bunga ganday chidasin?! Bolaligidan o‘zini o‘rab turgan muhitga nisbatan nafrat
hissini tuyib o‘sgan odamning tagdirning yana bunday achchiq zarbasiga uchrashi galbidagi nafratni
yanada alangalashiga sabab bo‘lmaydimi?! Chap yelkada o‘tirgan uni shayton gasosga undaydi:
“Qo‘lingni uzatsang yettinchi osmonga ham yetadigan insonsan. Birov sening kosangga tuflabdi, oshi
halolingni bulg‘abdi-yu, sen ezilib yuribsanmi, kimdan gumoning bo‘lsa — yanchib tashla! Bugun gasos
olmasang, ertaga el oldida basharangga tupurishadi. Otangni olib ketishganda nochor eding. Ana shu
nochorlik seni bir umrlik armon o‘tida kuydiryapti. Endi ham nochormisan? Qon to‘kmasang, erkak
emassan! O<zingni ko‘rsat! Nomus uchun qon lozimligini erkaklarga eslatib go‘y!!” Ammo gilich
yalang‘ochlangan damda o‘ng yelkada o‘tirgan Rahmon bilagidan ushlab toxtatadi. Qon to‘kishga yo°l
bermaydi. “Gumoning to°‘riga o‘ralganlarni tig‘dan o‘tkazishing — ojizliging alomati. Gunohkor osongina
jon berib qutulib ketadi. Sen esa nomus azobida to‘lg‘onib qolaverasan. Sen hozir uning gunohlaridan o‘t.
Ammo shunday qilginki, umri azobda o‘tsin. Vaqti kelib oyog‘ingga bosh ursin, tavbalar gilsin. Ana
shunda o‘ldirsang humordan chigasan. O‘lsang, ko‘zing ochiq ketmaydi... ” [3, 122]. Bunday ayanchli
holatga, iztiroblarga bardosh bera olmagan, gizining baxtini poymol gilgan badbaxt ota sifatida Asadbek
umrida tiliga olishni xohlamagan, “Xudo bilan shartnomamiz bor” deb ahd qilganiga qaramasdan,
Xudoga yolvoradi, undan farzandlarining baxtini so‘raydi. Shunday paytda Xudo borligi esiga tushib,
Yaratgandan madad so‘raydi. “Umr bo‘yi azob chekkanim yetmasmidi?”” deydi. “Nimaiki azobing bo‘lsa,
barchasini tatib ko‘rdim-ku, endi tinchligimni olgan bo‘lsang, boyliklaringni gaytarib ol, meni gado qil,
ammo bolalarimning baxtini ber, men ham odam bo‘lib rohat ko‘ray, bir kecha tinchgina uxlay, bir kun
bir piyolagina choyni bolalarim davrasida tinchgina ichay...” deydi. Asadbek ham boshqalar kabi oddiy
va xotirjam hayot kechirishni istaydi. Lekin uning martabasidagi odam o°‘zi uchun shu baxtni ham yarata
olmasdi. Zero, Tohir Malik o°zi ta’kidlaganidek “Dunyo shaytonning do‘koni, undan bir narsa oldingmi,
shayton hagini undirib olmagunicha tinchimaydi. Asadbek shaytonning do‘konidan ko‘p narsa olgan edi,
yillar o‘tib, gizining nomusi va bir o‘g‘lining joni bilan haq to‘ladi. Dunyoda hech ganday zulm jazosiz
golmaydi ™ [4, 65]. Muallif Asadbek galbidagi bu o‘ylarini tilga chigarmasa-da, gahramon ichki nutgida
bayon etib o‘tadi.

Yovuzlikni o‘ziga a’mol deb bilgan bunday insonning nolalari har ganday odamning
yuragini larzaga soladi. “Osmonni balo bulut qoplagan, tepasidan qayg‘u yomg‘iri tomchilab, hovlisida
tashvish alaflari ko‘kara boshlagan odam dardini kimga aytsin? Asadbek keyingi haftalar ichida ana shu
holga tushdi. U ba’zan o‘zini gqorong‘u jarlik ichida his etar, bu jarlikda abadul-abad qolib ketadiganday
vahima bosardi” [4, 61]. O‘zi uchun baxt yarataman deb to‘plagan shuncha mol-dunyosi Asadbekka

eng og‘ir damda bir lahzalik baxt bera olmaydi. O‘ylab golasan kishi: demak, insonning baxtli bo*lishi
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118



AYNIY VORISLARI Ne 5-6 (7) (2024)
XALQARO ELEKTRON JURNAL

uchun unchalik ko‘p narsa kerak emas ekan-da, nahotki baxt deganlari shunchalar oddiy, shunchalar
bizga yaqgin bo‘lsa?! Biz esa uni olislardan gidirib, yonimizdagi baxtni yo‘qotib go‘yamiz. Jalilning
uyiga borgan Asadbek bu baxtni his etganday bo‘ladi va bundan qattiq o‘kinadi. ““... Asadbek o°zini
benihoya ojiz banda ekanini his etdi. “Hatto shu g‘alcha xotinning baxti ham yo‘g‘a menda, — deb
o‘yladi. — Nevara ko‘rsam, ismini Samandar go‘yaman, deb yuruvdim. Jalil ilib ketibdi. Kitob ko‘rib
go‘yganmish... Jalil o‘zini haggo‘y deydi. Men uni noshud deyman. Baxt noshudlarga kulib
bogarkan-da? Shu noshud gizini kuyovga uzatib, nevara ko‘rib, xursandchilik gilib o‘tirsa... Men
shunday ham bo‘lolmasam... Na akam, na ukam bor. Faqgat... pulim bor ” [5, 116]. Darhagiqgat, Asadbek
shuncha obro®, boylik orttirgan bo‘lsa-da, haqigiy baxtga yetisha olmagan edi. Avvallari baxtni boylikda
deb bilgan bo‘lsa, endi shu boyligi ham ko‘ziga yomon ko‘rinar, osoyishta hayoti uchun ulardan-da,
kechishga tayyor edi.

Asadbekni giynaydigan fagatgina bular emas edi. U ham boshqalar gatori ota-ona mehrini his
etib ulg‘ayish armoni bilan yashar, hayotining, taqdirining bu holda kechishida, og‘ir kunlar boshiga
tushganda mana shu yetimlikni ayblardi. Agar boshgalar gatori ota-ona bag‘rida o‘sganimda bu yo‘Ini
tanlamasmidim deb, o‘ylab qgolardi. Ularning-ku yo‘qgligiga ko‘nikish mumkin edi, lekin otasining gabrini-
da yo‘qligi uni yuragini bosib turgan og‘ir g‘am toshi edi. “Otasi o‘lmagan kim bor... deganlardek,
hamma ham gachondir yetim goladi. Ammo ota diydoriga to‘ymay yetim golishning armoni bo‘lakcha.
Ota gabrining bo‘lmasligi yana yomon...” [5, 277]. Aynigsa, otasidan yodgor bo‘ib golgan eski uyi uning
xotiralarini esga solib, ruhan azob beradi. Bunday vagtda Asadbek har doimgi savlatli, “O‘q ilon”
lagabiga munosib Asadbek emas, balki, g‘am o‘z iskanjasiga olgan nochor odamga o‘xshab qolardi. Asar
syujetida Asadbek ruhiy iztiroblari, xarakteri mahorat bilan yoritilgan. Zero, bir o‘rinda o‘ta yovuz
jinoyatchi, boshga bir o‘rinda esa har bir o‘zbek farzandi kabi mehribon va jonkuyar ota gahramoni
xarakterini bir shaxsda jo etish giyin vazifa. Asadbekni murakkab xarakter egasi sifatida talgin etar
ekanmiz, unda insoniy fazilatlar ham mavjudligini unutmasligimiz kerak. Axir, endigina odam va olamni
anglay boshlagan bir paytda, ya’ni bolalik beg‘uborligini “o‘g‘irlagan” o‘sha muhitni unuta olmasligida
ham asoslar mavjud. Eng og‘ir ijtimoiy muhitda uning xarakteri shakllandi, bu esa uni “Shaytanat”
olamiga olib kirgan bo‘Isa-da, o‘zligini yo‘gotmagan mag‘rur shaxs sifatida anglaymiz. Uning mag‘rurligi
va shijoatini Zaynab o‘g‘irlangandan keyingi voqealar silsilasida, asosan, ruhiy giynoglar iskanjasida
golganida anglaymiz. Bu tasvirlarda esa Asadbek ham oddiy insonligini, fojealar girdobiga tushganda,
“baxt” so‘zining nagadar ulug‘ligini anglaydi.

Ota va giz o‘rtasidagi munosabatlar murakkabdir. Asadbek gizining baxtini istaydi, ammo uning
tanlagan hayoti va garorlariga aralashib, bu baxtga zarar yetkazishi mumkin. U gizini himoya gilish va
uni jinoyat dunyosidan uzoglashtirishga intiladi, ammo o‘zining jinoyat olamidagi faoliyati giziga
nisbatan ishonchli ota sifatida namoyon bo‘lishiga to‘sginlik giladi. Asar davomida Asadbekning giziga
nisbatan munosabati ko‘proq himoya qilish va nazorat gilish instinkti bilan belgilanadi. U qizini o‘z
irodasiga bo‘ysundirishga intiladi va uning hayotidagi har bir jihatni nazorat gilishni xohlaydi. Bu
munosabatlar ba’zan sovuqg va hissiy jihatdan uzog bo‘lib ko‘rinsa-da, aslida Asadbekning oz gizini
himoya qilish istagidan kelib chigadi. Ammo, shu bilan birga, gizining mustaqil garorlar gabul gilishiga
nisbatan munosabati murakkab: bir tomondan, u otalik sevgisi tufayli uning baxtini xohlaydi, boshga
tomondan esa, u o‘zining “erkaklik g‘ururi” va jamiyatdagi mavqei sabab qizini 0‘z Yyo‘lidan
chetlatmoqchi bo‘lmaydi. Bu esa ota va giz o‘rtasida tushunmovchilik va ichki mojarolarni keltirib
chigaradi.

Ota obrazi orgali yoritilgan g‘oyalar:

1. Jinoyatchilik va oilaviy munosabatlar: Asadbekning jinoyat dunyosidagi faoliyati uning ota
sifatidagi mas’uliyatlariga qarama-garshi qo‘yilgan. Bu orgali yozuvchi jinoyatning nafagat shaxsga,
balki uning oila a’zolariga ham zarar yetkazishini ko‘rsatadi.

2. Himoya va erkinlik o‘rtasidagi ziddiyat: Asadbekning gizini himoya gilish istagi va gizining
erkinlikka bo‘lgan ehtiyoji ota va bola munosabatlaridagi universial muammoni tasvirlaydi.

3. Ota sevgisi va amaliyot o‘rtasidagi garama-garshilik: Asadbekning gattiggo‘l va sovuq
xarakteri uning gizi bilan samimiy munosabatlar o‘rnatishiga to‘sginlik giladi. Bu orqali ota sevgisini
amaliyotda ganday namoyon etish masalasi ko‘tariladi.
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Xulosa. “Shaytanat” asaridagi ota obrazi, aynigsa, Asadbek orgali, ota-bola munosabatlarining
murakkabligini va jamiyatning turli ziddiyatlarining inson hayotiga ganday ta’sir ko‘rsatishini ko‘rsatadi.
Asadbek ota sifatida sevimli va mas’uliyatli, lekin uning metodlari va hayot tarzi bu mas’uliyatni to‘liq
amalga oshirishga to‘sqinlik giladi. Bu obraz orgali yozuvchi ota sevgisi va uning ifodalanishidagi
ziddiyatlarni mahorat bilan yoritadi.

Asadbek ota va gizining munosabatlari “Shaytanat” asarida insoniy munosabatlarning
murakkabligi va ziddiyatlarini ochib beradigan muhim jihatlardan biridir. Bu munosabatlar orgali
yozuvchi ota-bola o‘rtasidagi o‘zaro sevgi, mas’uliyat va tushunmovchiliklarni o‘ta realistik tarzda
ko‘rsatadi. Asadbekning o°ziga xos xarakteri va giziga nisbatan munosabatlari asarga chugur ma’no va
hissiyot bag‘ishlaydi.
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FEMINISTIK JARAYONNING ZAMONAVIY AYOL IJODKORLAR IJODIGA TA’SIRI

Annotatsiya. XX asr o‘rtalarida jahon feminizatsiyasi badiiy so‘z san’atiga ham o°z ta’sirini
o‘tkazmay qolmadi va “ayollar adabiyoti” tushunchasini yuzaga keltirdi. “Ayollar adabiyoti’ni o‘rganish,
0‘z navbatida, “ayollar adabiyotshunosligi” terminologik konsepsiyasi paydo bo‘lishiga olib keldi.
Amerikalik adabiyotshunoslar “ayollar adabiyotshunosligi”da salmoqli tadqiqotlarni amalga oshirishdi va
aynan Amerika feministik adabiy tanqidi va adabiyotshunosligi dunyoda yetakchi mavqeyiga ega bo‘ldi.
XX asr o‘zbek adabiyotida ham “ayollar she’riyati”, “ayol nasri” degan terminlar go‘llanila boshladi.
Magolada feminizm va ayollar adabiyoti hagida fikr yuritilgan.

Kalit so‘zlar: feminizm, feminizatsiya, ayollar adabiyoti, ayollar adabiyotshunosligi, feministik
she’riyat, avtopsixologik lirika, ayol ruhiyati

AnHoTauus. B cepenune XX Beka mupoBas (eMHHH3AIMA HE MPEMUHYJIa CKa3aThCs Ha
WCKYCCTBE XYJ0KECTBEHHOT'O BBIP@XEHHS M CO3Jajla MOHATHE ‘“KEHCKas mnureparypa’. 3ydenue
“KEHCKOW IJUTEeparypsl”’, B CBOIO OYepeAb, NPHUBEIO K IOSBJICHHIO TEPMHUHOJIOTHYECKOTO IMOHATHSA
“KEHCKOoe JHUTepaTypoBefieHHe”. AMEpHKaHCKHE JHMTepaTypHble KPUTUKH TPOBEIN 3HAUUTENIbHBIC
HCCIIeIOBaHUSI B 00JacTH ‘“KEHCKOT'O JHMTEpaTypOBENEHHS , © UMEHHO aMEpHUKaHCKas (hPeMHHHCTCKas
JMTepaTypHas KpUTHKAa W JUTEPATYpOBEICHHE 3aBOCBAIM BEAYIIEE IMOJOXEHUE B MuUpE. TepMUHBI
“XKEHCKasd 1Mo33us” | ““KeHCKas Mpo3a” CTaIM UCIOJIB30BAaThCA B y30€KCKoW nureparype XX Beka. B
CTaThe paccMaTpuBaeTcsl PEeMUHHU3M U JKEHCKas JIUTepaTypa.

Kiawuesble ciaoBa:  demuHM3M, (QEeMHUHM3aLMs, OKEHCKas  JUTEparypa,  >KEHCKOE
JUTEpaTypoBeAeHEe, PEMUHUCTCKAs T033Hsl, Ay TONICUXOJIOrHYecKas JIMPUKa, )KEHCKask ICUXHKA.

Abstract. In the middle of the 20th century, world feminization did not fail to have its influence
on the art of artistic expression and created the concept of “women’s literature”. The study of “women’s
literature”, in turn, led to the emergence of the terminological concept of “women’s literary studies”.
American literary critics have carried out significant research in “women’s literary studies”, and it is
American feminist literary criticism and literary studies that have gained a leading position in the world.
The terms “women’s poetry” and “women’s prose” began to be used in Uzbek literature of the 20th
century. The article discusses feminism and women’s literature.

Keywords: feminism, feminization, women’s literature, women’s literary studies, feminist
poetry, autopsychological lyrics, female psyche

Kirish. Feminizm — fransuzcha feminsti, lotincha femina — ayol degan ma’noni bildiradi.
Ayollarni kamsitishlardan xalos etishni targ‘ib etuvchi, ular mavqeyini jamiyatdagi ijtimoiy vogealar
hosilasi sifatida o‘rganuvchi ogim. Feminizm Fransiya burjua revolyutsiyasi davrida vujudga kelib,
xotin-gizlarning iqtisodiy, ijtimoiy-siyosiy va madaniy sohalarda erkaklar bilan teng huqugga ega
bo‘lishi uchun kurashi, shuningdek, ijtimoiy-siyosiy kurashda ishtirok etishini targ‘ib etadi.

XX asrning o‘rtalarida jahon feminizatsiyasi adabiyotga ham kirib keldi va ayollar
adabiyotshunosligi fani faollashib, izchillik bilan intellektuallashib bordi.

Feministik adabiyot — bu ayollar uchun teng fugarolik, siyosiy, igtisodiy va ijtimoiy huquglarni
belgilash, o‘rnatish va himoya qilish kabi feministik magsadlarni go‘llab-quvvatlaydigan fantastika,
badiiy adabiyot, drama yoki she’riyatdir. U ko‘pincha ayollarning jamiyatdagi rollariga, xususan, magom,
imtiyoz va hokimiyatga taallugli bo‘lib, ayollar, erkaklar, oilalar, jamoalar va jamiyatlar uchun
istalmagan ogibatlarni tasvirlaydi. Ammo, ayol yozuvchilar va feminist yozuvchilar tushunchalari ayni bir
ma’noni anglatmasligini ham unutmaslix lozim. Feministik harakat feministik fantastika, feministik
noaniq adabiyot va feministik she’riyatni yaratdi, bu esa ayollar ijodiga yangi gizigish uyg‘otdi.
Shuningdek, u ayollarning hayoti va hissalari ilmiy qiziqish sohasi sifatida yetarlicha ko‘rsatilmagan
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degan fikrga javoban ayollarning tarixiy va ilmiy hissalarini umumiy qayta baholashga turtki bo‘ldi.
Shuningdek, feministik adabiyot va faollik o‘rtasida yagin bog‘liglik mavjud bo‘lib, feministik ijod
odatda ma’lum bir davrda feminizmning asosiy tashvishlari yoki g‘oyalarini ifodalaydi [11, 200].

Asosiy gism. Eng gadimgi davrlarda ham badiiy ijod xususan she’riyat bilan shug‘ullanuvchi
ayol shoiralar bo‘lishgan. Antik davrda shoira Sapfoning dong‘i butun olamga mashhur bo‘lgan. Erkak
ijodkorlar bilan baravar ijod gilib, iste’dodini ochig namoyon gila olgan. Bu ijodkor an’anasi Uyg‘onish
davrida ham davom etadi. Bu an’ananing davomchilari sifatida Margaret va Luiza Labe (Fransiya),
Vittoria Kolonna va Gaspara Stampa (Italiya) asarlarini aytib o‘tish o°rinlidir.

Bugungi ayol ijodkorlar ijodiga nazar solar ekanmiz, asosan, ularning mavzu gamrovi ayollar
hayoti bilan, ularning ijtimoiy hayotdagi mavgeyi bilan chambarchas bog‘ligligi ko‘zga tashlanadi. XIX
asr Angliya adabiyotida buyuk davrlardan biri bo‘lib bisoblanadi. Bu davrda ko‘plab ayol adibalar
o‘zlarining diggatga sazovor asarlarini yaratdilar va ijod cho‘qqisiga chigdilar. Oldingi asrlarda Angliya
adabiyotida o‘z o°rniga ega yozuvchilar Jeyn Ostin, Charlotta Bront kabi ayol yozuvchilar feministik
ruhdagi asarlari bilan ajralib turadi. Feminist yozuvchi sifatida Ostin barcha ayollar rasmiy ta’lim olishlari
kerakligini ta’kidlaydi. Misol uchun, Elizabet Bennet orgali Ostin ayol aqgli va o‘zini o‘zi anglash uchun
kurashi kerakligini ko‘rsatadi. Ostinning “G‘urur va andisha” asarini olib qaraydigan bo‘lsak, asarning
bosh personaji ayollarning nafagat xonimlar, shu bilan birga erkaklar bilan teng darajada aql-idrok egasi
ekanligini asardan olingan quyidagi parchada ta’kidlab o‘tganini ko‘rishimiz mumkin: Asli: “Oh!
certainly,” cried his faithful assistant, no one can be really esteemed accomplished who does not greatly
surpass what is usually met with. A woman must have a thorough knowledge of music, singing, drawing,
dancing, and the modern languages, to deserve the word; and besides all this, she must possess a certain
something in her air and manner of walking, the tone of her voice, her address and expressions, or the
word will be but half-deserved. All this she must possess, added Darcy, and to all this she must yet add
something more substantial, in the improvement of her mind by extensive reading” [4, 47-48].
Zamonaviy Angliya adabiyotshunosligiga e’tibor garatadigan bo‘lsak, bugungi kunda ham turmush
qurish, bolalar tarbiyasi kabi mavzular hali ham dolzarb bo‘lib golayotganligiga amin bo‘lamiz. Xususan,
Angliya zamonaviy adabiyotining namoyandalaridan biri Alis Osvald ijodidagi aksariyat she’rlarida
aynan shu mavzu talgini kuzatiladi. Uning mashhur asarlaridan biri “Memorial” mavzu jihatdan
feministik ruhda yozilgan. Adibaning “Daryo” deb nomlangan asarida esa qishloq ayollarining hayoti
aks etgan. Bundan tashqari, unda “ona tabiat” atamasining ishlatilganligi ham feministik mavzuda
ekanligini ko‘rsatib turadi. Yozuvchi uch yil davomida daryo bo‘yida yashaydigan va ishlaydigan
odamlar bilan suhbatlashadi. Uning so‘zlariga ko‘ra, daryoda: “qo‘rgituvchi ayol timsoli bor ... Men
gaplashgan odamlarning suhbatlariga garaganda, daryo ayolga o‘xshardi” [1, 30-34].

Muhokama va natijalar. Amerika adabiyotida XIX asr yozuvchilariga o‘z huquglarini
ta’minlashga imkon beradigan shart-sharoitlar yaratilgan edi: ko“pchilik nasroniylar va Viktoriya diniga
mansub  bo‘lib, erkaklar va ayollarga tug‘ilmaslaridanoq boshga-boshga “Axloq kodeksi”
belgilanganligiga va hayotda ham har jinsga o‘ziga loyiq mashg‘ulotlar tayinlanganiga ishonishgan. Bu
ilohiyot g‘oyasi ularning asarlari sahifalariga ham shu tartibda ko‘chirilgan va ayol gahramonlar ko‘p
hollarda kundalik yumushlar bilan band bo‘lgan holda, o‘zlarining ajdodlari tamoyillarini munosib
ravishda olib borganlar. Amerika Qo‘shma Shtatlarida “ayollar adabiyoti va adabiyotshunosligi’ning
shakllanishiga ta’sir ko‘rsatgan yana bir omil — ayollar mavzusini kuylaydigan kitoblarni, asarlarini fagat
ayol-kitobxonga murojaat gilgan ayol-yozuvchilar vyaratishi kerak degan tushuncha doimo olg‘a
surilganligi edi.

Amerika she’riyatida o‘chmas iz qoldirgan, Nobel mukofoti sovrindori Luiza Glyuk ijodi ham
feministik ruhdagi she’rlar yozdi. Uning bir necha asarlari aynan ayol ruhiyati, farzandlar tarbiyasi bilan
chambarchas bogliq [2, 67]. Glyuk o‘zining she’rlarida badiiy so‘zni o‘rinli go‘llaydi. Shoir Kreyg
Morgan Teyxer uni “so‘zlari nagadar noyob, giyinchilik bilan go‘lga Kkiritilgan va behuda
sarflanmaydigan” ijodkor sifatida ta’riflagan. Olima Laura Quinney so‘zlarni ehtiyotkorlik bilan ishlatishi
Glyukni Emili Dikkinsondan Yelizaveta Bishopgacha bo‘lgan “o‘ziga xo0s tasvirni gadrlaydigan
amerikalik shoirlar qatoriga” kiritganini ta’kidlaydi. Glyuk she’rlari butun faoliyati davomida o‘z shaklini
o‘zgartirib bordi, u gisga satrlardan tashkil topgan gisga matnlardan boshlanib, kitoblar uzunligidagi

to‘plamlarga jamlangan asarlar yaratish bilan davom etmoqda. U hamisha ham she’r texnikasiga e’tibor
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beravermaydi. Shoir Robert Xan uning ijodiga baho berar ekan: “birdan ko‘zga tashlanmaydigan” yoki
“uslubning deyarli yo‘qligi”, suhbat uslubi bilan “portativ intonatsiyalar” ni birlashtirgan ovozga tayanish
orqali yaratilgan asarlar, deya ta’riflaydi [6, 235].

L.Gluk she’riyatida ayol ruhiyati, galb og‘riglari tasvir etilganligi uchun ham ularni
avtopsixologik lirikaga mansub deyish mumkin. Chunki u butun hayoti davomida o‘lim, yo*‘qotish, azob-
uqubatlar, muvaffagiyatsizliklarga ro‘baro‘ bo‘lgan. Daniel Morrisning ta’kidlashicha, hatto Glyuk
she’rlari “muallifning olim, aybsizlik yo‘golishlar to‘g‘risida xabardorligidan dalolat beradi”. Olim
Joanne Feit Diehl bu his-kechinmalar “Glyuk she’rlarini retrospektiv kuch bilan to‘ldiradi” deydi. U
bolaligida ruhiy xastalikka chalingan, yolg‘iz golgan vagtlar ko‘p bo‘lgan. Shu jihatlar ham she’rlariga
mahzunlik, tushkunlik ruhini olib kirgan va uni konfessional shoira deyishga asos bo‘lgan. Glyukning
ko‘plab she’rlarida ayollarning mustaqil va o‘z-o‘zini anglagan shaxsga aylanish jarayoni o‘rganiladi.
Quyidagi parchada shunga amin bo‘lish mumkin:

What is a woman’s age? A woman becomes a kind of furniture
at a certain point; a sign that has been repeated.
It’s all you are, and all you will ever be [10, 93]...

Bunda Glyuk jamiyatning ayollarni ko‘pincha ularning rollari yoki tashqi ko‘rinishlari bilan
cheklashini tangid giladi.

XX asr o‘zbek ayollar she’riyatida Zulfiya ijodi, adabiy-estetik garashlari, shaxsiyati alohida
sahifani tashkil etadi. Ushbu ijodkor Nodiraning vafo, sadogat tushunchalarini o‘z she’riyatiga
singdiribrura qolmasdan, uni XX asr ayollari uchun etalonga aylantira oldi. Zulfiya bir umr tabiatga
oshig hassos shoira bo‘lib goldi. Uning ijodida tabiatning jonli nafasi tegmagan, tabiatning alvon
bo‘yoglari aks tashlamagan, tabiatning ona ko‘ksidan oziglanmagan she’r kamdan-kam uchraydi. Uning
she’riyatida ayol galbining, giz, rafiga, ona galbining, nozik kechinmalari, orzu-umidlari ochib beriladi.
O<zbek ayoli taqdirining yorgin badiiy tarixini chizadi. Quyoshimiz tahqir dog‘in kuydirgan,

Qullikmas, Zakovat esh bo‘lib azal,

San’ati o‘Imasga haykal qo‘ydirgan!

Sizni Zebuniso dardidan voqif,

Nodirabegimga etay oshno!

Siz nomi she’r, She’ri galbidan ogib

Chiggan pok dillardan o‘ging chin vafo! [11, 200]

Ayollar she’riyatining o‘ziga xos xususiyatlaridan yana biri shundaki, har bir shoira o‘z asarlarida
o‘ziga tengdosh yo o‘zidan oldin yashab o‘tgan shoiralar shaxsiyatiga (Zebunniso, Nodira), ijodiga
murojaat gilgan, munosabat bildirgan. Ba’zan o‘z asarlarini ular ijodi bilan giyoslagan. Zulfiyaning
“Shargning 0°zi ona bo‘lgan hamisha” dostonidan keltirilgan yuqoridagi parcha ham fikrimizni isbotlaydi
[9, 947].

Ayol obrazi Halima Xudoyberdiyeva ijodini rang-barang va mukammal qgilishi bilan bir gatorda,
bu tasvirlar she’rdan she’rga, har safar yangi girralar bilan namoyon bo‘ladi. Shoiraning lirik qgahramoni
ona, opa, do‘st kabi turli xil personajlar bo‘lib, ularning ruhiy holatlardagi ko‘rinishi va kayfiyatlari
ta’sirchan ifoda etilganligi kuzatiladi. Shuning uchun ham misralarda har doim badiiy so‘z mahorat
darajasida beriladi. H.Xudoyberdiyeva she’riyatida, eng avvalo, e’tibor garatiladigan jihatlardan biri —
uning ayol dardi, o‘zbek ayoli dardini ochig-oydin, baralla kuylaganligida ko‘zga tashlanadi. Shoira bu
ulkan DARDNning ijtimoiy-psixologik omillarini turkum she’rlari bilan batafsil ko‘rsatishga erishdi:

Onaginam!

Dorulomon kunlar keldi, shafaglari ol,

Qayon bogsang, shaylanishar va sozlashar tor.
Olcha gulin ko‘zlaringga surtasan behol:

Bu kunlarga yetganlar bor, yetmaganlar bor.

“Bu kunlarga yetganlar bor, yetmaganlar bor”, deb shukronalik bilan pichirlayotgan bu ona obrazi
go‘yoki sabr-u bardoshlardan yaralgandek taassurot qoldiradi. Shoiraning “Mugaddas ayol” deb
nomlangan ijod na’munasi ham ayollarni madh etadi, ularning jamiyatdagi o‘rni, fikrlarini anig kuylaydi.
Shoira ayollarning nagadar nozik xilgat egasi bo‘lishi bilan bir gatorda, ularning kuchli xarakterga ega
ekanligini ham ta’kidlaydi.

-
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Xulosa. Zamonaviy ayol yozuvchilar ijodi mavzu xilma-xilligi bilan ajralib turadi. Amerikalik
shoira, Nobel mukofoti sovrindori Luiza Gluk she’rlarida ingliz ayollariga xos bo‘lgan jihatlarni aks
ettirdi. Alis Osvald ijodida ayol qalbi, uning ichki tuyg‘ulari, jamiyatdagi haq-huquqglari, feminiyatik
g‘oyalar ifoda etilgan. Zulfiya, Halima Xudoyberdiyeva kabi o‘zbek shoiralari ijodida ayol siymosi,
uning galb olami, his-kechinmalari ta’sirchan aks ettirilgan.
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“ME’ROJNOMAYI TURKIY” ASARIDA ME’ROJ TALQINI

Annotatsiya. Me’roj islom dinidagi muhim vogelardan biri bo‘lib, Payg‘ambarimiz Muhammad
sallollohu alayhi vasallamning Makkadan Quddusga va u yerdan samoga ko‘tarilish vogeasidir. Mazkur
maqolada Me’roj kechasi bilan bog‘liqg ilmiy va badiiy mushohadalar beriladi. Shuningdek, Buxoro
adabiyot va san’at muzeyi fondida saglanayotgan “Me’rojnomayi turkiy” asaridagi ayrim qismlarning
joriy yozuvdagi tabdili va tahlili keltiriladi. Qolaversa, mumtoz adabiyotda yaratilgan ayrim
me’rojnomalar, hadislar hamda Me’roj hodisasi keltirilgan ba’zi asarlar hagidagi ma’lumotlarga ham
o‘rin ajratiladi.

Kalit so‘zlar: Qur’oni Karim, hadislar, Me’roj kechasi, Me’rojnomalar, “Me’rojnomayi turkiy”,
jannat va do‘zax, farishtalar

AHHOTa].lI/ISI. Bosnecenue OJHO U3 BaXHEHUIINX COOBITHHA B HnciaaM¢€, BO3HCCCHHUC HAIICTO
[Tpopoka Myxammana (Mup emy u OnarocinoBeHue Aiiaxa) u3 Mekku B Mepycanum, a oTTyaa Ha Hebeca.
B cratbe MNpeACTABJICHBI HAYUYHBIC U XYOOXKCCTBCHHLIC Ha6J'IIOIL€HI/IH, cBa3aHuble ¢ Housro BosHnecenust.
Taxxxe B HacTosmledl paboTe MPEACTaBICH IMEPEBOJ M aHAJIU3 HEKOTOPBHIX 4YacTed MPOU3BEACHUS
“MebpoKHOMaN TIOpKH, XpaHsmmerocs B ¢GoHnax byxapckoro myses aureparypsl u uckycctBa. Kpome
TOro, HECKOTOPBIC UCTOPUHN O anazm(e, XaJIUChl U HEKOTOPHIC MPOU3BCACHNA, B KOTOPLIX YIIOMUHACTCA
coObITHE MI/Ipa,I[)K, TAKXKXC OTPAXCHBI B KJIACCUYECKOU JaTeparype. B 10 X)e BpEMs B HCM TaKikKe
00cyXIatoTcs 00CTOSTENbCTBA, MPH KOTOPhIX Haml [Ipopok ObuLT pasimydeH co CBOMMH POAWTEISIMUA B
FOHOCTH.

KarwueBbie caoBa: Kopan, xamgucel, Hour Bosnecenus, Mupamknama, “Typenkas
MupamkHaama”, paid 1 a1, aHTeIIbI

Abstract. Miraj is one of the most important events in Islam, the event of the ascension of our
Prophet Muhammad (peace and blessings of Allah be upon him) from Mecca to Jerusalem and from there
to heaven. This article provides scientific and artistic observations related to the night of Miraj. It also
presents the translation and analysis of some parts of the work “Me’rajnomayi Turki” stored in the
collection of the Bukhara Museum of Literature and Art in the current writing. In addition, it also reflects
some expressions about some mi'rajnomayi, hadiths and some works in classical literature that mention
the event of Miraj. At the same time, it also discusses the circumstances of our Prophet's separation from
his parents in his youth.

Keywords: Holy Quran, hadiths, Night of Ascension, Mirajnamas, “Turkish Mirajnama”, heaven
and hell, angels

Kirish. Me’roj hodisasi islom tarixidagi eng buyuk hodisalardan hisoblanadi. Bu atama lug‘atda
narvonga o‘xshatilgan. U “ko‘tarilish asbobi” ma’nosini anglatadi. Me’roj hukmi bu — g‘aybiy hukmdir.
Qur’onda Me’roj so‘zi zikr gilinmagan bo‘lsa-da, uning ko‘plik shakli bo‘lmish “maorij” “balandlik
darajalari” ma’nosida Alloh taologa nisbat berilgan. Hadis manbalarida Isro va Me’roj hagida ko‘plab
rivoyatlar mavjud. Imom Buxoriy va Abu Muslimdagi rivoyatlarning mushtarak tomonlariga ko‘ra vogea
quyidagicha sodir bo‘lgan: Rasululloh sallallohu alayhi vasallam Ka’bada bo‘lganlarida bir kechada Hijr
yoki Xotim degan joyda ba’zi rivoyatlarda uxlab yotganlarida yoki uyqu va hushyorlik orasidagi holatda
Jabroil keldi. Ko‘ksini ochib, zamzam bilan yuvib, iymon va hikmatga to‘ldirib yopdi. Uni Buroq degan
otga mindirib, Baytul Magdisga olib bordi. Rasululloh sollallohu alayhi vasallam Masjidul-Agsoda ikki
rakat namoz o‘qgib, tashgariga chigganlarida, Jabroil alayhissalom biriga sut, ikkinchisiga sharob
to‘ldirilgan ikkita idish keltirdilar. Rasululloh sollallohu alayhi vasallam sut to‘la idishni tanlaganlarida,
Jabroil alayhissalom unga: “Sen tabiatni tanlading”, dedi. Keyin uni olib, dunyo osmoniga ko‘tardi.

Osmonlarning har birida u Odam Ato, Iso, Yusuf, Idris, Horun va Muso payg‘ambarlar bilan uchrashdi.
[ e
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Nihoyat Baytul Ma’mur joylashgan yettinchi osmonda Hazrati lbrohim sallollohu alayhi vasallam bilan
uchrashdi. Sidrat ul-Muntaha degan joyga yetib kelganlarida, kotib farishtalarning galam tirnashini
eshitib, Allohning huzuriga kirdi. Bu yerda Alloh taolo ellik vaqt namozni farz qildi. Qaytganlarida
Hazrati Muso alayhissalom ummatiga ellik vaqt namoz ortigcha bo‘lishini aytib, Alloh taolodan uni
yengil gilishini so‘rashni maslahat berdilar. Namoz besh vagt namozga kamaytirilgunga gadar Hazrati
Payg‘ambar alayhi vasallamning ilohiy huzurga da’vati va Muso alayhissalom bilan suhbati davom etdi
[4, 58]. Bir rivoyatga ko‘ra, Payg‘ambarimiz sallollohu alayhi vasallamga “Baqara” surasining so‘nggi
oyatlari ko‘tarilganlarida nozil bo‘lgan va Allohga shirk keltirmaganlarning mag‘firat gilinishi hagida
xushxabar berilgan [5, 79]. Birog ba’zi oyatlarning alohida nozil bo‘lishi Qur’on Jabroil tomonidan nozil
gilinganiga zid bo‘lishi va bunday rivoyatlarni oyatlarning fazilati bilan bog‘lash kerakligi ta’kidlangan.

Asosiy gism. “Turkiy me’rojnoma”da Me’roj hodisasi asarning 4-sahifasidan boshlanadi. Shu
sahifadan so‘ng aynan Me’roj bilan bog‘lig voqealar tafsiloti beriladi:

Ba’ni Isroil o‘g‘li erdi Dovud
Muhammad erdilar mahbubi ma’bud
Ani o‘g‘li jahon olgan Sulaymon
Muhammad erdilarkim xos rahmon
Masihulloh otondi ibni Maryam
Muhammad barchadin erdi mukarram
Muhammadga inoyat qildi Me’roj
O‘shal tunda boshig‘a go‘yuldi toj
Tushi ersin vahiy ogah edilar

Alarga to‘rt malak hamroh edilar
Biri Jabroil va Mikoil erdi

Biri Azroil va Isrofil erdi

Buroq kelturdilar tun uyqusinda
Muhammad erdi ummat gayg‘usinda
Kirib Jabroil ul dam qildi bedor
Dedi Haq ko‘rsatur bul kecha diydor

Asarda Muhammad sallollohu alayhi vasallamning Me’rojga ko‘tarilish hodisalari shu tarzda
boshlanadi. Me’rojga ko‘tarilishlarida to‘rt malak hamrohlik gilganligi aytiladi. Ular: Jabroil, Mikoil,
Azroil, Isrofil alayhissalom ul muborak zotni uyqudan uyg‘otib Buroq otga mindirib, Masjid-ul Agsoga
olib boradi.

Alisher Navoiyning “Lison ut-tayr” asarida ham Rasulolloh sallollohu alayhi vasallamning
Me’rojga ko‘tarilish hodisalari bayoni keltirilgan. 4-bob me’roj tuni ta’rifiga bag’ishlangan. Unda
payg’ambarimizning huzurlariga “Ruhu-l-amin” (Jabroil farishta) kelib, Yaratganning xabarini
yetkazgani va Rasuli akramning Buroq otini minib, Alloh huzuriga ko’tarilganliklari, oradagi yetmish
qavat parda ko’tarilib, bor-yo’q to’siglar bartaraf bo’lganligi, payg’ambarimiz Allohdan ummatlarining
gunohini so’raganliklari va Alloh o’z habibining barcha istaklarini qabul qilgani haqida fikr yuritiladi [6,
4]. Ko‘rinadiki, har ikkala asarda ham Buroq tasviri va ul muborak zotning osmonga ko‘tarilish tasvirlari
aynan bir xil keltirilgan.

Payg‘ambar alayhi vasallam u yerda barcha payg‘ambarlar bilan uchrashib, ular bilan birga
so‘rashib, namoz o‘qgiydilar. Falakda turli farishtalar kezib yurar edi. Muhammad alayhi vasallam ular
bilan so‘rashib, suhbatlashadilar. Hatto ular bilan birgalikda namoz o‘qgiydilar. So‘ngra boshqa
payg‘ambarlar bilan vidolashib, falak osmoni uzra sayrni boshlaydilar. U yerda ul muborak zot turli
farishtalar bilan birgalikda Jannat va Do‘zax (Behisht va Sagar)ni ham ko‘radilar. Payg‘ambar sallollohu
allayhi vasallam jannat ahlining ahvolidan xursand bo‘lsalar, jahannamda azob chekuvchilarning
holatidan qgayg‘uradilar. Ul zotning ko‘kda ilk gadam qo‘yishlari shunday tasvir bilan boshlanadi
(Magomi arshga maqgdamini go‘ydi). U yerda mugaddas joylarga gadam go‘yadilar. Shu bilan birgalikda,
“makondan makonsizlikka (lomakon)ga, ya’ni dunyoviy hayotdan chekinib, Rafrafga minib Allohning
huzuriga borganliklari aytiladi:

Hamma mursal nabiyning anda yurdi

Alar birla suroshib hol surdi
1
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Alar birla namozining o‘qidi
Vido aytdi ganot osimonig‘a qo‘ydi
O<shal damda chiqib ko‘rdi falakni
Samo uzra to‘la turluk malakni
Behishtu va ham Sagarni anda ko‘rdi
Farah qildi alar munglug‘ni ko‘rdi
Magomi arshga magdamin qo‘ydi
Ki ko‘rdi anda joyi muhtaramni
Makonidin lomakonga sayr qildi
Yana Rafraf minib Hazratga bordi
“Turkiy Me’rojnoma”da Me’roj tasviri dastlabki sahih hadislarga monand keladi. Ya’ni unda
payg‘ambar sallollohu alayhi vasallam dastlab Masjid-ul Agsoga borib namoz o‘giydilar. Rasuli Akram
va Alloh taolo orasidagi masofa juda yaqin bo‘ladi. Asarda Allohga nisbatan “Shohi Lavlo” atamasi
go‘llanilgan.
Salom aydi anga vojib taolo
Alik oldi o‘shal dam Shohi Lavlo.
Alloh bilan so‘zlashish jarayonida Rasuli Akram inson yaxshi ko‘rgan kishisiga tuhfa bilan borishini
aytib, ul zot ham o°z hollariga loyig tuhfa bilan keldim deb aytadilar.
Rasul aytdi ayo Xallogi boriy
Keltur tuhfa bilan yorig‘a yo Rabbiy
Keturdim man ham oz holima loyiq
Keyingi sahifada esa shu tuhfa rasuli Akramning Ollohga gilgan kichik arzlari ekani ko‘rilishi
mumekin.
Qodir angla so‘zim tahaffum senga keltumisham,
Anglasinki hech yo‘q bisotimda nima keltumisham,
Xohlagay-xohlamagay deb ozg‘ina keltumisham
Xohishing bo‘Isa borib yonib yana keltumisham
Boshima tushgan mashaqggatdin kulluhui keltumisham.
Muhokama va natijalar. Muhammad (s.a.v.) Rabi’ul avval oyining o‘n ikkinchi sanasida,
milodiy 571-yil aprel oyida dushanba kuni dunyoga keldilar. Otalari Quraysh aslzodalaridan, xulgi go‘zal,
ko‘rkam va omonatdor bo‘lgan Abdulloh ibn Abdulmuttalibdur. Onalari Omina binti Vahbdur.

Payg‘ambarimiz Rasululloh (s.a.v)ning ismlari Muhammad Ibn Abdulloh

Payg‘ambarimiz Rasululloh (s.a.v)ning Abdulloh Ibn Abdulmutalib

otalarining ismlari

Payg‘ambarimiz Rasululloh (s.a.v)ning Omina binti Vahb

onalarining ismlari

Payg‘ambarimiz Rasululloh (s.a.v)ning Fil vogeasidan oldin onalari qornida homila

Otalarining vafotlari ekanliklarida Otalari 25 yoshda vafot etganlar

Payg‘ambarimiz Rasululloh (s.a.v)ning Onalari Payg‘ambarimiz (s.a.v) 6 yoshda Otalarini

Onalarining vafotlari gabri va qarindoshlari ziyorati uchun Madinaga
borganlarida betob bo‘lib Abvo gishlog‘ida vafot
etganlar [www.sammuslim.uz].

Ko‘rinadiki, Rasuli Akram ham otalaridan, ham onalaridan erta yetim goladilar. Bu yetimlik dardi
og‘irligini, yetimlar har damda ota-onalarini xotirlashlarini, ular erta-yu kech kunlarini g‘am-g‘ussa bilan
o‘tkazishlarini, ba’zi nobakorlar yetim molini yeb yuborishdan ham tonmasliklarini aytib o‘tdi. Me’roj
tuni Rasuli Akram ana shunday Haqga nido gildi. Hag taolo esa bandasining dardlarini eshitdi.

Ey Xudoyo, hech o‘g‘lon otasi o‘Imasin
Ustiga mendek bo‘lub yana onasi o‘Imasin
|
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Qayga borurni bilmay ko‘chalarda yurmasin

Hech odamni bolasini bu ko‘yga solmasin
Xizmatingga bu erur tahaffum mana kelturmisham
Man giyos oldim o°zimdin kim yetimlar holini
Oc‘tkarur g‘am-g‘ussa birlan muncha mohi solini
Kimga tushsa yeb yuborurlar yetimlar molini
Hech kimarsa o‘ylamas yetimlarning ubolini

Shu tariga Rasuli Akram Hag qoshida yetimlar ahvolidan arz qildilar. Rasuli akram bu holni
bayon gilganlaridan so‘ng Hag Taolo yana ul muborak zotdan savol so‘radi.
Boz Tangri taolo Rasuli Akram sollallohu alayhi vasallamdin savol so‘ragani turur

Yana so‘rdi payg‘ambardin Xudoyim
Dedi, ey sayyidi har dur saroyim,

Bu tuhfa bir erur ayg‘in uchini

Bu yerda sarf gilgun ko‘ngil ko“chini
Bayon ayla alarni ham biloyin

Anga loyiq tadoriklar giloyin

G*ubori golmasin ko‘ngulda zarra
Borini arz ayla sharra-sharra

Dedi: “Yo Rab, adab saqlab turibman
Vagar na ayg‘ali sayrab turibman”.
Dedi Haq: ““ So‘zlagil anglab turibman,
Agarchi noravodir man beroyin.

Ki mezbon uyida mehmon azizdur
Amal gilsin kishi sohib tamizdur

Bu kun nima so‘z aytsang ko ‘tarurman
Seni har ne deganing o‘tkarurman.

Alloh taoloning Rasuli bilan bo‘lgan suhbat hagida juda ko‘p o‘rinlarda yozilgan. “Turkiy
Me’rojnoma”da ham ushbu o‘rinlar ma’lum nasriy sarlavhalar bilan ajratilib berilgan. Alloh taolo ul
muborak zotga ko‘ngillarida ne bo‘lsa so‘rashliklarini, ularni barini muhayyo gilishini aytib o°tadi. Rasuli
Akram esa odob saglab turganliklari hagida to‘xtaladilar. Shu o‘rinda Alloh taoloning gapi o‘quvchi
e’tiborini tortadi:

“Ki mezbon uyida mehmon azizdir”. Bundan ko‘rinadiki, Tangri taolo Rasuli Akram bu kechada
nima so‘rasalar ham muhayyo giladi.

Me’rojga oid ko‘pgina manbalarda Muhammad sallollohu alayhi vasallam Alloh huzuriga
borganlarida besh vaqt namozning farz gilingani hagida ma’lumotlar keltirilgan. Alloh taolo shu Me’roj
tunida, Payg‘ambarimizga va ham aning ummatlariga ellik vaqt namoz farz gildi. Qaytishlarida Muso
alayhissalom yo‘ligib, “Ey Muhammad, buni ummatlaring ko‘tarolmaydilar. Qayt, Rabbingdin so‘ragil,
buni yengillatsin”, deb u joydin yondirdilar (qaytardilar). Payg‘ambarimiz dargohga kelib, yengillik talab
gilgan edilar, yigirma besh namoz tushirildi. Muso alayhissalom yana so‘rog‘il, tushirsin, ummating
bunga ham togat gilolmaydi, dedilar. Shundoqg bo‘lib, necha gaytadin borib keldilar. Eng oxirida besh
namozga garor topdi. Tangri taolo aytdi: — Ey Muhammad, bir kecha-kunduzda ummatlaringga besh vaqt
namoz gildim. Har namozga o‘n namoz savobini berdim, u besh vagt namozni — ellik vagt namoz o‘rnida
gabul gildim. Ey Muhammad! Ummatlaringdan har kishi bir yaxshi ish gilmoqgga gasd qilsa, agar uni gila
olmasa ham, shu yaxshilik savobini berdim. Agar gasd gilmish yaxshilikni gilib, bitursa, har biriga o‘n
barobar savob yozdirdim. Yomonlik ishni gilishga niyat gilsalar, ammo uni gilib, yuzaga chigarmasalar,
yomon niyatlari uchun hech gunoh yozdirmadim. Agar u gilgan yomon niyatlarini amalga oshirsalar,
birga-bir gunoh yozdirdim, — dedi. So‘ngra Payg‘ambarimiz bu ishlarga rozilik bildirib gaytdilar. Yo‘lda
yana Muso alayhissalom yo‘ligib: “Ey Muhammad, bu besh vaqt namoz ham ummatlaringga og*irdur.
Bundan ham yengilroq qilish chorasini ko‘rgil”, dedilar. Payg‘ambarimiz yana borishga hayo
qilganliklaridan bu ishga jur’at gilmadilar. Qiyomatgacha shu besh vaqt namoz ummatlariga farz bo‘lib
goldi. Endi bu ulug* safarda Alloh taoloning qudrat-kamoliga hujjat bo‘lgudek ne ishlarni ko‘rdilarkim,

barchalaridin eng ulug‘rog‘i — shu kechada Jabbori A’zamning jamoli pokiga musharraf bo‘lishlaridur.
- - - - -
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Bu ersa boshga hech bir payg‘ambarga berilmagan eng ulug® karomat edi. Shuning uchun Rasulullohga
berilgan hisobsiz mo‘jizalarning eng ulug‘rog‘i Me’roj mo‘jizasidur [7, 51].

“Turkiy Me’rojnoma”ning Me’roj gismi boshga manbalardan farglanadi. Unda, asosan, Rasuli

akramning Alloh taolo bilan suhbati bayon etilib, unda ul muborak zot Tangri taologa munojot giladilar.
Qodir angla so‘zim tahaffum senga keltumisham,
Anglasinki hech yo‘q bisotimda nima keltumisham,
Xohlagay-xohlamagay deb ozg‘ina keltumisham
Xohishing bo‘lsa borib yonib yana keltumisham
Boshima tushgan mashaggatdin kulluhu keltumisham.
Ey Karimo, aytayin tug‘qonda ul otam gani,
Siynasiga jo gilib emchak berur onam gani,
Qo‘llariga ko‘torib olib desa bolam gani?
Koshki biri ketib golsa, biri ul ham gani?
Bu yatimlikdin yana ko‘ksim yara keltumisham.
Bu yatimlikda yana kuykon kimarsa bormikan?
Ham yatimligg‘a tagobil hech nimarsa bormikan?
Ikki dunyoni g‘ami bundog‘ nimarsa bormikan?

Yetimlik ahvolidan shikoyat bilan boshlangan suhbat shu tarzda davom etadi. Ko‘rinadiki, ul
muborak zot ham bu darddan aziyat chekadilar, yuraklari giynaladi. Otasiz va onasiz yashash ul zotga
og‘ir tuyuladi.

Muhammad sollalohu alayhi vasallam ota-onalaridan yolg‘iz tug‘ilgan, to‘ng‘ich farzanddir.
Chunki Rasuli Akramning otalari Abdulloh Shomga safarga ketayotgan paytlarida, Madinada vafot
etganlar. Unda u kishining yoshlari o‘ttizga ham yetmagan edi. Otalaridan shu tariga ajrab qoladilar.
Payg‘ambarimiz zamonlarida shaharlik arablar yangi tug‘ilgan chagaloglarni sahrolik badaviy arab
ayollarga emizishga berar edilar. Payg‘ambarimizni Halima ismli ayol emizishga oladi. Halima bolaga
mehri tushib golib, undan keladigan barokatlarni sezib, bolani Ominadan o‘n-o‘n besh yoshgacha
tarbiyalashni so‘raydi. Omina ayolga rahmi kelib bolani Halimaga beradi.

Onalari Omina bir kun farzandlariga otasining gabrini ziyorat gildirish magsadida Madina
safariga chigadilar. Bu safarda Ummu Ayman degan Abdullohdin meros golgan cho‘rilari hamroh edi.
Bir necha kun yo‘l yurishib, salomat Madinaga yetishdilar. Makka shahri bilan Madina oraligi tuya
yurishida o‘n-o‘n ikki kunlik yo‘ldur. Tog‘a gabilasi ichida bir necha kun mehmonlikda bo‘lishdi.
Magsad o‘talgandin so‘ngra yana Makkaga gaytdilar. Makka va Madina shaharlari orasidagi Abvo degan
joyga kelganida onalari Ominada betoblik paydo bo‘ldi va shu joyda ajal yetib, endigina besh yoshga
kirgan farzandlarini dodaklari (cho‘rilari) Ummu Aymanga topshirib, yosh juvonlik holda vafot etdi [7, 8-
9]. Ko‘rinadiki, yosh Rasul onalaridan ham ajrab, amakilari Abu Tolib qo‘liga qoladilar. Amakilari ul
zotni xuddi o°z farzandlariday katta giladi. Biroq ota va ona dardi Rasuli akramni bir lahza ham chetlab
o‘tmaydi, yetimlik azobini tortadilar.

Men yetimin har ne taqdiriga tanbeh keltumisham
Dunyoda ko‘rsang, yetimlar barchadin munglug* erur
Xor o‘lur yetim agarchi sajralik tug‘lug® erur
Hazratimg‘a hasratimni ozg‘ina keltumisham

Ul yetim bulgan kimarsa angla Payg‘ambar erdi
Ul dam yetimlik dardini me’roj tuni Haqga dedi
Bu yetimlik sharbatini ichdi odam sayyidi

Sen bilan menga bu ishni ibrat olsun deb aytdi
Men gazosig‘a rizo bermakka tan keltumisham
Mundayin arzin dedi Me’roj tuni Hagga Rasul
Algissa

Rasul me’roj tuni bu arzin aytdi

Xudo lomakon ham tahsin aytdi

Dedi Olloh seni oz nurimdin yaratdim

Vale naslingni Odamdin yaratdim
-
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Shafi u Muznibin go‘ydum otingni
Senga o‘tdim gunohi ummatingni.

“Nuri Muhammadiya”ga ko‘ra, Alloh taolo barcha olamlarni yaratishdan avval bir nur yaratgan.
U Muhammad nuri bo‘lib, shu nur tufayli olamni yaratadi. “Turkiy Me’rojnoma”da aynan shu jihatga
to‘xtalib o‘tadi. Alisher Navoiyning “Lison ut-tayr” asarida ham bu haqida ma’lumot bor. Asarning 3-
bobida: Payg‘ambar Rasuli akram madhi — na’tni o‘z ichiga oladi. Bobda Navoiy “Nuri Muhammadiya”
haqida fikr yuritar ekan, bu nur olam yaratilishidan ham ilgari mavjud bo‘lganligini, Odam Atodan Shis
payg‘ambarga va shu orqali ko‘plab nasllarga o‘tib, Rasuli Akramning otalari Abdullohga yetib
kelganligi va nihoyat uning farzandi chehrasida payg‘ambarlik nuri sifatida zohir bo‘lganligini yozadi [6,
5].

Xudoyim gildi ul dam mehmonlig*
Senga aylay ziyofat mehmonlig’
Qilay ro‘zi jazo sayri dori mahshar
Senga yana ham bor mahshar
Suvora sen bo‘lursan, el piyoda
Jami anbiyolar o‘ngu so‘lda

Oni kunda jami avliyolar

Islom ta’limotida mahshar kuni, ya’ni giyomatda dunyo tugagach insonlar hammasi bir joyda
to‘planadi. Alloh taolo bularni so‘roq giladi. Asarda bu vogealarga ham ishora berib ketiladi. Unda Rasuli
Akram barchaga suvora (otlig, ot-ulovga mingan holda) bo‘lishlari, qolgan payg‘ambarlar esa u zotning
o‘ng va so‘l tomonlarida borishlari aytib o‘tiladi.

Alar keyinida jumlayi ulamolar
Xate ozodni sanchib boshiga
Yig‘ilur jumlayi osiylar qoshiga
Ocshal yerda tilagin, men beroyin
Avrosat ichida xushnud giloyin
Xudoyingdin bilursan rozi anda
Keling ko‘pdur dili bu yerda manda
Qilurman suyi jannati ishorat
Kirursan boshlayubon osiy ummat
Yururlar ko‘tarib anda lavongni?
Ko‘rorsan ul zamon lutfi Xudongni
Qilursan anda jannat ichra javion

Payg‘ambarning ortidan esa barcha olim-u ulamolar yuradilar, barcha gunohkorlar uning oldiga
yig‘iladilar. Alloh taolo o‘sha yerda nima tilasa berishini va giyomatda Alloh taolodan rozi bo‘lishini
aytadi. Yana Allohning marhamati shunda ediki, U zot bandalarning gunohlaridan o‘tib, jannatga ishora
gilib o‘tadi, osiy bandalar gunohlaridan poklanib jannatga yo‘l oladilar. U yerda martabasi ko‘tarilib,
Allohning lutfini ko‘rishini oz rasuliga aytib o‘tadi.

Muallif esa fikrlarni davom ettirib, Alloh va uning rasuli o‘rtasida yana gancha Kishi bilmas
so‘zlar borligini va bir gancha va’dalar berilganini aytib o‘tadi hamda Allohning keng marhamatidan
umid qilib, Undan umidsiz qilmasligini, O‘zidan umidvorligini aytib “Turkiy me’rojnoma”ning
“Me’rojnoma” qismiga yakun yasaydi.

Yana ul yerda necha so‘zlar erdi

Kishi bilmas na turluk va’da qildi.

Bu kamtarni, yo karimo, gilma noumid
Sening keng rahmatingdin aylar umid
Tammat bil xayr, bil xayr.

Xulosa. Ushbu asar orgali Me’roj hodisasi, samoda payg‘ambarimizning Alloh bilan
uchrashganliklari, payg‘ambarlar, farishtalar hagida ma’lumot berish bilan bir gatorda Rasuli Akramning
yoshlik vyillaridagi kechmishlari hagida ham ma’lumot olishimiz mumkin. Asarning “Me’roj noma”
gismida Me’roj kechasi bilan bog‘liq ana shunday fikrlar bayon etilgan. Ushbu bo‘lim orgali muallif
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o‘quvchiga me’roj kechasi bilan birgalikda, Allohdan hech vagt umidsiz bo‘Imaslik hagida ham aytib
o‘tadi.
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NEMIS TILIDAGI ILOVA KONSTRUKSIYA ELEMENTLARINING STRUKTURAVIY -
FUNKSIONAL XUSUSIYATLARI

Annotatsiya. Ushbu magola nemis tilidagi ilova konstruksiya elementlarining strukturaviy va
funksional xususiyatlariga bag‘ishlangan. Muallif mazkur maqolada ilova konstruksiya elementlarining
aniqlik, kengaytirish va go‘shimcha ma’lumot berishda tutgan o‘rnini batafsil ko‘rib chigadi. Tadgiqgot
davomida ilova konstruksiya elementlarining grammatik, semantik va pragmatik jihatlari tahlil gilinib,
ularning matnga go‘shimcha ma’no kiritish va uni yanada tushunarli gilishdagi ahamiyati yoritiladi. llova
konstruksiyalari vazifasi, tuzilishi, tinish belgilari va semantik xususiyatlariga garab tasniflanadi.
Shuningdek, badiiy va ilmiy matnlar hamda kundalik mulogotdagi roli, til o‘rgatish, tarjima va lingvistik
tadgiqgotlardagi ahamiyati keng muhokama qilinadi.

Kalit so‘zlar: llova, ilova konstruksiyalari, asosiy so‘z, qo‘shimcha ma’lumot, nemis tili,
sintaksis, semantika.

Annoraumusi. CraThs TOCBSIIEHA CTPYKTYPHBIM H  (QYHKIHOHAJIBHBIM  OCOOCHHOCTSIM
MPUCOCAUHUTEIIBHBIX 3JICMEHTOB KOHCTPYKIIMHM B HEMELIKOM SA3BIKE. ABTOp MOOAYCPKUBACT HUX POJIb B
YTOUYHEHUH, PACUIUPEHUH W JO0O0aBICHWU JOMOJHUTENBLHOH WHPOpPMAalMd B TPEAJIOKECHUsIX. B
HUCCJICAOBAHNU BBIACIAKOTCA HX TI'PAMMATUYCCKOC, CCMAHTHYCCKOC U IIparMatuidceCKoe 3Ha4YCHMHH,
JIEeMOHCTPUPYETCS, KaK MPUCOCINHUTEIbHBIE CTPYKTYPHBIC 3JIE€MEHTHI 000TalaloT TEKCT U JICNAIOT €ro
Oonee mMOHATHBIM. KOHCTpyKIHMM KIACCHPUIMPYIOTCA TO (YHKIUSAM, CTPYKType, NYyHKTyallud |
CEMAaHTHYCCKHM IIPpHU3HAKaM. Taxxe 06cy>Kz[aeTc;1 HX 3HAUCHUC B XYHOKCCTBCHHBIX, HAYYHBIX TCKCTAaX U
IIOBCCIHCBHOM 06H_ICHI/II/I, a TaKXXE UX BaAXHOCTH B IIPE€NIOAaBAHUHU A3bIKA, IIEPEBOAC U JIMHIBUCTHYCCKUX
HCCIICAO0OBAaHHUAX.

KiaroueBble cJI0Ba: TIPUIIOKCHUE, KOHCTPYKIIUH HpPIHO)KCHPIﬁ, OCHOBHOC CJIOBO,
JOINOJIHUTCJIbHAasA I/IH(i)OpMaI_[I/ISI, HCMCL[KI/Iﬁ A3BIK, CHHTAKCHUC, CCMAaHTHKaA.

Abstract. The article explores the structural and functional features of appositional construction
elements in the German language. It emphasizes their role in clarifying, expanding, and adding
supplemental information within sentences. The study highlights their grammatical, semantic, and
pragmatic significance, showcasing how conjunctive structural elements enhance textual richness and
clarity in communication. It categorizes conjunctive structural elements based on their function, structure,
punctuation, and semantic attributes. The article also discusses their relevance in artistic, scientific, and
everyday communication contexts and examines their importance in language teaching, translation, and
linguistic research.

Keywords: Apposition, appositional construction, main word, additional information, German
language, syntax, semantics.

Kirish. Nemis tilining sintaktik tizimida ilova konstruksiyalari alohida o‘rinni egallaydi. Bu
konstruksiyalar, odatda, jumladagi asosiy komponentlarni aniglashtirish, kengaytirish yoki ularga
go‘shimcha ma’lumot berish uchun ishlatiladi. llova konstruksiyalari tildagi turli darajadagi
ma’lumotlarni izohlash va tuzilish jihatidan aniq ifodalash uchun muhim vositadir. Ushbu elementlar
nafagat grammatik jihatdan, balki semantik va pragmatik nugtayi nazardan ham tahlilga loyiq.

llova konstruksiyalarining strukturaviy va funksional xususiyatlari nemis tilining boshga til
tizimlaridan ajralib turadigan o‘ziga xos jihatlaridan biridir. Ular matnni uslubiy jihatdan boyitib,
mulogotda anig va ravshan axborot almashishga imkon beradi. llovalarning tuzilishi, funksiyasi va
go‘llanilish holatlari, aynigsa, badiiy va ilmiy matnlarda, hamda kundalik mulogotda o‘ziga xos ifodalash

imkoniyatlarini taqdim etadi.
|
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Asosiy gism. llova — bu jumlada biror so‘zni aniglash yoki kengaytirish uchun ishlatiladigan
go‘shimcha ibora yoki so‘z birikmasidir. llova, odatda, aniglanayotgan so‘z (asosiy so°z) bilan bevosita
bog‘lanadi va undan sintaktik jihatdan mustaqil bo‘lgan holda ham ma’noli yaxlitlikni tashkil etadi.
Masalan: Mein Bruder, ein talentierter Musiker, spielt Klavier. Bu jumlada ein talentierter Musiker
ilovasi Mein Bruder so‘zini aniglab, uning ma’nosini kengaytiradi.

llovalar nemis tilida quyidagi jihatlar bilan ajralib turadi:

1. Ular asosiy so‘z bilan grammatik jihatdan moslashadi (kelishik, rod, son).

2. Ko‘pincha vergul, chizigcha yoki gavslar orgali ajratiladi.

3. Jumlaning semantik va pragmatik yukini kuchaytirishga xizmat giladi.

Nemis tilida ilovalar turli xususiyatlariga ko‘ra quyidagi turlarga bo‘linadi:

I. Funksiyasi bo‘yicha:

1. Aniglovchi ilovalar (restriktiv Appositionen): Ushbu ilovalar asosiy so‘zning ma’nosini
aniglaydi yoki chegaralaydi. Masalan: Der Schriftsteller Thomas Mann hat den Nobelpreis gewonnen. Bu
yerda Thomas Mann so‘zi der Schriftsteller so‘zini aniglab, chegaralaydi.

2. Qot‘shimcha ilovalar (nicht-restriktiv Appositionen): Ushbu ilovalar asosiy so‘zga
go‘shimcha ma’lumot beradi, lekin uni chegaralamaydi. Masalan: Mein Vater, ein bekannter Arzt, wohnt
in Berlin. Bu yerda ein bekannter Arzt asosiy so‘z hagida go‘shimcha ma’lumot beradi.

I1. Grammatik tuzilishi bo‘yicha:

1. Oddiy ilovalar (einfache Appositionen):

Bu bir so‘z yoki gisga iboralardan iborat bo‘lib, asosiy so‘zni aniglaydi. Masalan: Der Kénig
Ludwig starb im Jahr 1886. Bu yerda Ludwig oddiy ilova hisoblanadi.

2. Murakkab ilovalar (komplexe Appositionen):

Bu bir nechta so‘zdan iborat bo‘lib, asosiy so‘zning ma’nosini kengaytiradi. Masalan: Der Maler
Vincent van Gogh, ein Meister des Impressionismus, wurde beriihmt. Bu yerda ein Meister des
Impressionismus murakkab ilova hisoblanadi.

I11. Tinish belgilariga ko‘ra:

1. Ajratilgan ilovalar: Vergul, chizigcha yoki qavslar orgali ajratiladi. Masalan: Der
Wissenschaftler, ein beriihmter Physiker, sprach auf der Konferenz.

2. Ajratilmagan ilovalar: Xech ganday tinish belgisi ishlatilmaydi. Masalan: Die Stadt Berlin ist
die Hauptstadt Deutschlands.

IV. Semantik xususiyatlari be‘yicha:

1. Identifikatsion ilovalar: Asosiy so‘zni aniglab, shaxs yoki obyektni aniq belgilaydi. Masalan:
Das Buch ,,Der Zauberberg “ ist ein Klassiker.

2. Deskriptiv ilovalar: Qo‘shimcha izoh yoki ta’rif beradi. Masalan: Die Alpen, eine bekannte
Bergkette, ziehen viele Touristen an.

Nemis tilida ilova konstruksiyalari lingvistik tizimning ko‘p funksiyali elementi bo‘lib, ular
jumlaning aniqlik darajasini oshiradi va ma’nosini boyitadi. llovalarning grammatik, semantik va uslubiy
jihatlarini chuqur o‘rganish nafagat nazariy tilshunoslik, balki amaliy nemis tilini o‘gitishda ham muhim
ahamiyatga ega.

Nemis tilidagi ilova konstruksiyalari nafagat grammatik jihatdan, balki funksional va semantik
jihatdan ham muhim ahamiyatga ega. Ular jumlada turli vazifalarni bajarib, ma’no anigligini oshiradi va
mulogotda qo°shimcha ma’lumot yetkazadi. Quyida ilova konstruksiyalarining asosiy funksional
xususiyatlari keltirilgan:

1. Ma’lumotni aniglashtirish va kengaytirish. llovalar asosiy so‘zning ma’nosini aniglashtiradi
yoki unga go‘shimcha ma’lumot beradi. Bu funksiyalar orgali jumla mazmuni anig va tushunarli bo‘ladi.
Masalan: Mein Bruder, ein erfahrener Ingenieur, arbeitet bei Siemens. Bu yerda ein erfahrener Ingenieur
ilovasi Mein Bruder so‘zini aniglaydi va kengaytiradi.

2. Ma’lumotni cheklash va chegaralash. Ba’zi ilovalar asosiy so‘zning ma’nosini chegaralash
yoki aniq belgilash vazifasini bajaradi. Masalan: Der Dichter Goethe schrieb ,, Faust*. Bu yerda Goethe
so‘zi Der Dichter so‘zini aniglab, kim hagida gap ketayotganini belgilaydi.

3. Kontekstual mulogotda soddalik yaratish. llova konstruksiyalari yordamida matndagi

murakkab ma’lumotlar soddalashtiriladi va izohlanadi. Bu, aynigsa, ilmiy yoki texnik matnlarda
- |
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muhimdir. Masalan: Die Photosynthese, ein Prozess, bei dem Pflanzen Sonnenenergie nutzen, ist
lebenswichtig. Bu jumlada ilova murakkab tushunchani izohlaydi.

4. Tilning uslubiy boyligini oshirish. Badiiy va publitsistik matnlarda ilovalar uslubiy ma’no
go‘shadi va matnni ifodali giladi. Masalan: Die Berge, majestditische Hiiter der Natur, ragen in den
Himmel. Bu yerda majestdtische Hiiter der Natur ilovasi poetik uslub yaratadi.

5. Tinglovchining e’tiborini jalb qilish. Pragmatik jihatdan ilovalar muhim ma’lumotlarga
e’tibor garatish vositasi sifatida ishlatiladi. Jumlada ilova yordamida asosiy yoki go‘shimcha ma’lumot
ajratib ko‘rsatiladi. Masalan: Albert Einstein, der Begriinder der Relativititstheorie, revolutionierte die
Physik. Bu jumlada ilova der Begriinder der Relativitdtstheorie asosiy fikrni kuchaytiradi.

6. Qo‘shimcha kontekst berish. llova yordamida asosiy so‘zga alogador ma’lumotlar Kiritiladi,
bu esa matnni boyitadi va kontekstni kengaytiradi. Masalan: Das Buch ,, Der kleine Prinz*, ein Klassiker
der Weltliteratur, wird oft zitiert. Bu yerda ein Klassiker der Weltliteratur ilovasi asosiy so‘z hagida
go‘shimcha kontekst beradi.

7. Semantik rolni kuchaytirish. llovalar semantik jihatdan ma’lum bir obyekt yoki shaxsning
xususiyatlarini ta’kidlaydi. Masalan: Die Stadt Berlin, die Hauptstadt Deutschlands, ist sehr
multikulturell. Bu yerda ilova die Hauptstadt Deutschlands Berlin Germaniyaning poytaxti sifatida
aniglaydi.

8. Dinamiklik ge‘shish. llovalarning mavjudligi matnni dinamika bilan to‘ldirib, jumlaning
monotonligini bartaraf etadi. Bu tilning jonli va o‘ziga xos bo‘lishiga hissa qo‘shadi.

Nemis tilidagi ilova konstruksiyalari mulogotda aniglik ma’noning boyligini va mazmunga ega
bo‘lishda muhim rol o‘ynaydi. Ular turli kontekstlarda, xususan, ilmiy, badiiy, rasmiy va kundalik
muloqotda samarali foydalaniladi. llovalarni tahlil gilish ularning sintaktik va semantik jihatlari bilan
birga pragmatik ahamiyatini ham yoritishga imkon beradi.

llova konstruksiyalari tilshunoslikda o‘zining ko‘p funksiyali tabiati bilan ajralib turadi. Ularning
go‘lanilishi turli sohalarda, jumladan, badiiy matnlar, ilmiy va rasmiy uslub, hamda og‘zaki va yozma
nutqda farq giladi. Quyida har bir sohada ilova konstruksiyalarining o‘ziga xos funksiyalari va
go‘llanilish xususiyatlari keltirilgan.

Badiiy matnlarda ilova konstruksiyalari uslubiy bo‘yoqdorlik va matnning ifodaviy kuchini
oshirish uchun keng qo‘llaniladi. Badiiy nutqning magsadi — tinglovchining yoki o‘quvchining his-
tuyg‘ularini uyg‘otish, tasavvurlarini kengaytirish va ta’sir o‘tkazish. llovalar bu jarayonda asarlarni
yanada ma’noli, gizigarli va badiiy gilishda yordam beradi.

e Ma’lumotni ta’riflash: llovalar orgali gahramonlar, joylar, obyektlar yoki vogealar hagida
go‘shimcha ma’lumot beriladi. Bu tasvirlarni boyitib, o‘quvchi yoki tinglovchining tasavvurlarini
kengaytiradi. Masalan: Der Wald, ein dunkler und geheimnisvoller Ort, verbirgt viele Geheimnisse. Bu
yerda ein dunkler und geheimnisvoller Ort ilovasi o‘quvchining tasavvurida o‘rmonni boyitadi.

o Badiiy tasvir: llovalar matndagi to‘gimalarni yanada chuqurlashtirib, uslubni bezatadi. Ular
badiiy asarlarda ko‘pincha go‘shimcha obrazlar yoki garama-garshiliklarni yaratish uchun ishlatiladi.
Masalan: Die Sonne, ein riesiger Feuerball am Himmel, verbrannte die Erde. llova ein riesiger Feuerball
am Himmel tasvirni dramatik ravishda kuchaytiradi.

IImiy va rasmiy uslubda ilovalar ma’lumotning aniqg va to‘liq yetkazilishiga yordam beradi. Ular
murakkab tushunchalarni izohlash, atamalarni aniglash va umumlashtirishda keng qo‘llaniladi. llovalar
ilmiy matnlarda terminlarning o‘zgarmas va to‘g‘ri ishlatilishini ta’minlaydi.

e Aniglik va tushunarlilik: llovalar ilmiy ishlarda, xususan, murakkab kontsepsiyalarni
izohlashda foydalidir. Ular yordamida turli ilmiy atamalar yoki fenomenlarning ma’nosi yanada
aniglashtiriladi. Masalan: Die Photosynthese, ein biochemischer Prozess, bei dem Pflanzen Lichtenergie
in chemische Energie umwandeln, ist lebenswichtig fiir das Okosystem. Bu jumlada ein biochemischer
Prozess ilovasi die Photosynthese atamasining ma’nosini aniglashtiradi.

e Texnik izohlar: llovalar texnik va ilmiy maqolalarda, masalan, mexanik yoki biologik
jarayonlarni ta’riflashda go‘llaniladi. Bu o‘quvchiga murakkab texnik ma’lumotlarni soddalashtirishga
yordam beradi. Masalan: Der Motor, ein Gerdt zur Umwandlung von Energie, wird in vielen modernen
Maschinen verwendet. Bu yerda ilova ein Gerdt zur Umwandlung von Energie texnik ma’lumotni aniq
izohlaydi.

|
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Muhokama va natijalar. Kundalik mulogotda va yozma nutgda ilovalar o‘ta muhim ahamiyatga
ega, chunki ular ma’lumotning to‘g‘ri yetkazilishiga va fikrning anigligiga yordam beradi. llovalar
og‘zaki va yozma nutqda go‘shimcha izohlar, anigliklar yoki tahlillar kiritish uchun ishlatiladi.

o Kundalik mulogotda: Og‘zaki nutqda ilovalar, asosan, go‘shimcha tushuntirishlar yoki
izohlar berishda ishlatiladi. llovalar yordamida suhbatda ma’lum bir mavzu hagida aniqroq fikr bildirish
mumkin. Masalan: Mein Freund, ein leidenschaftlicher Sportler, geht jeden Tag ins Fitnessstudio. Bu
jumlada ein leidenschaftlicher Sportler ilovasi do‘stining xarakterini aniglab beradi.

e Yozma nutqda: llovalar yozma nutgda, xususan, magolalar, hisobotlar yoki insholarda,
ma’lumotni to‘g‘ri va ravshan yetkazishda go‘llaniladi. Ular yordamida yozuvchi o‘z fikrlarini tushunarli
va aniq qilishga harakat giladi. Masalan: Das Buch ,, 1984, ein dystopischer Roman von George Orwell,
wurde 1949 veriffentlicht. Bu jumlada ein dystopischer Roman von George Orwell ilovasi kitobning
janrini va muallifini aniglaydi.

llova konstruksiyalari turli sohalarda o°zining funksional va semantik jihatlari bilan muhim rol
o‘ynaydi. Badiiy matnlarda ular uslubiy boylik yaratishda ishlatiladi, ilmiy va rasmiy uslublarda esa
ma’lumotning aniq va tushunarli bo‘lishiga yordam beradi. Kundalik mulogotda va yozma nutqda ilovalar
fikrlarni to‘g‘ri va aniq ifodalash uchun ishlatiladi. Har bir sohada ilovalar o‘z vazifasini bajarib, tilni
yanada boyitadi va mulogotni samarali giladi.

llova konstruksiyalarining nazariy va amaliy tavsifi nemis tilining sintaksisiga doir chuqurroq
tushuncha hosil gilish imkonini beradi. llovalar tilning eng asosiy sintaktik elementlaridan biri bo‘lib, ular
asosiy so‘zga bog‘lanib, ma’no anigligi, ma’lumotning kengayishi va izohlanishiga xizmat giladi. Nemis
tilidagi ilova konstruksiyalarini tahlil qilish va o‘zbek tilidagi ilovalar bilan giyoslash nafagat
grammatika, balki ularning semantik va pragmatik funksiyalarini ham yaxshirog tushunishga yordam
beradi.

llova konstruksiyalarining tahlili tilning sintaktik tuzilishini yanada chuqurrog o‘rganishga imkon
beradi. Asosiy so‘z va ilova o‘rtasidagi sintaktik bog‘lanishlarni o‘rganish nemis tilining murakkab
sintaktik tuzilmalarini yaxshiroq tushunishga xizmat qiladi. Bu, aynigsa, grammatik tuzilmalarni
o‘rgatishda o‘quvchilar uchun foydalidir, chunki ilova konstruksiyalari asosiy so‘z bilan bevosita
bog‘lanadi va ular to‘g‘ri qo‘llanilishi orgali tilning asosiy tuzilishi o‘rganiladi.

e Nazariy ahamiyat: llova konstruksiyalari, asosan, sintaksisda ma’lumotni aniglash, izohlash
va kengaytirishda ishlatiladi. Bularni nazariy jihatdan tahlil gilish, tilshunoslarga tilning sintaktik
tizimining yanada chuqurroq va anigroq tasvirini tagdim etadi.

o Amaliy ahamiyat: O‘quvchilar va til o‘rganuvchilar ilova konstruksiyalarini to‘g‘ri tushunish
orgali jumlalarni aniq va ravshan tuzishda qobiliyatlarini oshiradilar. Bu, aynigsa, tarjima va til o‘qgitish
amaliyotida muhim ahamiyatga ega.

llova konstruksiyalarining to‘g‘ri go‘llanilishi til o°qitish va tarjima jarayonida katta ahamiyatga
ega. O°quvchilar va tarjimonlar ilova konstruksiyalarining grammatik va semantik xususiyatlarini
tushunib, ularni to‘g‘ri qo‘llash orgali aniq va samarali nutq qurishlari mumkin.

o Til o‘gitishda: llovalarni o‘rganish til o‘rgatishda go‘llaniladigan ko‘plab metodikalarni
boyitadi. O‘quvchilarga ilova konstruksiyalarini o‘rgatish orgali, ular to‘g‘ri va ravshan jumlalar qurishni
o‘rganadilar, bu esa grammatikani chuqurrog tushunishga yordam beradi.

e Tarjima amaliyotida: Tarjimonlar uchun ilova konstruksiyalarini to‘g‘ri tarjima gilish
muhim ahamiyatga ega. Nemis tilidagi ilovalarni o‘zbek tiliga to‘g‘ri tarjima qilishda, jumladagi
semantik ma’no va grammatik tuzilishni saglab golish zarur. Shuningdek, tarjimonlar uchun ilova
konstruksiyalarining ko‘plab turli tillarda ganday qo‘llanilishi va tarjimasi hagida go‘llanma yaratish
foydalidir.

Xulosa. llova konstruksiyalarining tahlili nemis tilshunosligi bo‘yicha keyingi tadgigotlar uchun
poydevor yaratadi. Bu konstruksiyalarni o‘rganish tilshunoslarga nemis tilining sintaktik, semantik va
pragmatik jihatlarini o‘rganishda yangi yondashuvlar yaratadi. Shu bilan birga, nemis tilidagi ilovalar
boshga tillar bilan qgiyoslash, tilshunoslikda lingvistik analitik usullarning samarali go‘llanishini
ta’minlaydi.
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llova konstruksiyalarining sinxron va diaxron tahlili, dialektal farglarni o‘rganish, hamda
ilovalarni boshga til va madaniyatlar bilan giyoslash sohalari nemis tilshunosligi bo‘yicha yangi
tadgigotlar uchun asos yaratadi.

llova konstruksiyalarining boshga tillar bilan giyoslanishi, xususan, german tillari oilasidagi
boshqa tillar bilan, tilshunoslarga translingvistik (xalgaro) yondashuvlarni rivojlantirish imkonini beradi.

llova konstruksiyalarining nazariy va amaliy tavsifi nemis tilining sintaksisini chuqurroq
o‘rganish imkonini yaratadi. Bu, o‘z navbatida, til o‘gitish va tarjima jarayonida samarali go‘llanilishiga
yordam beradi. Ilova konstruksiyalarini o‘rganish orqali, til o‘rganuvchilar va tarjimonlar tilni anig va
ravshan qo‘llashni o‘rganadilar. Shuningdek, bu tadgigotlar nemis tilshunosligi bo‘yicha yangi tadgigotlar
uchun mustahkam poydevor yaratadi.
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BUXORO TARIXIY ERGONIMLARI

Annotatsiya. Buxorodagi tarixiy ergonimlar mahsulotlar, ko‘rsatiladigan xizmatlar, boshqa bir
obekt yoki subyekt, tarixiy-tadrijiy omillar asosida nomlanganligi ayonlashadi. Bu bilan tariximizning
ajralmas qismi sanalgan ergonimlar orqali o‘tmish zamon hamda makondagi ijtimoiy-siyosiy, igtisodiy,
madaniy hayotning manzarasi ko‘z o‘ngimizda gavdalanishiga imkon yaraladi. Ushbu maqgolada Buxoro
ergonimlari shakllanishining tarixiy asoslari keltirilgan. Buxoro tarixiy ergonimlari tasniflangan.
Tarixdagi ergonimlarning bugungi muassasa va tadbirkorlik subyektlariga nisbatan qo‘llanilishi orgali
ularning leksik, leksik-semantik xususiyatlari ochib berilgan, ma’noviy ishoralar yoritilgan.

Kalit so‘zlar: ergonimlar, tarixiy ergonimlar, ergonimlarning shakllanishi, til hodisalarini
diaxron va sinxron o‘rganish, ergonimlarning boshga onomastik birliklar bilan alogalari.

AnHoTtanusa. OKa3pIBaeTCa, UCTOPHUYECKUE DPTOHUMBI B byxape ObumM Ha3BaHBI B 3aBUCHMOCTH
OT MNPOAYKIHH, OKa3bIBACMBIX YCIYT, APYroro o0BEKTa WIH Cy6”beKTa, a TaK¥XC HCTOPHUYCCKUX U
3BOJIFOITMOHHBIX (baKTOpOB. DTO TMO3BOJSIET HaM BU3YyaJIM3UPOBATH COLUAJIBHO-IIOJIUTUYICCKYIO,
OKOHOMHUYECKYIO M KYJIBTYPHYIO JXH3Hb MPOMNIJIOTO ITOCPEACTBOM SpFOHOMHﬁ, KOTOPBIC ABJIAKOTCSA
HEOTHEMJIEMON 4YacThl0 Hallel MCcTOpuH. B craTbe U3M0KEHBI UCTOPUYECKHE OCHOBBI (POPMHUPOBAHUS
Oyxapckux 3proHumoB. KmaccudunmpoBaHnbl ucropudeckre 3proHUMbl byxapsl. Uepes mnpuMeHeHHe
HUCTOPUYECKUX SPTOHUMOB K COBPEMEHHBIM YUPEKICHUSIM U XO3IHCTBYIOIINM CYOBEKTaM PacKpbIBAIOTCS
HX JEKCHYECKHE U JIEKCUKO-CEMaHTHYECKIE CBOMCTBA. BRIABIISAIOTCS COJCPKATCIBHBIC OTCHIJIKH.

KiaoueBble cji0Ba: DJpProHUMBI, HCTOPHYECKHE OJPrOHMMBI, 00pa3oBaHHE HSPrOHUMOB,
JANaXPOHUYECKOE W CHHXPOHHUYCCKOE H3YUYCHUE SA3BIKOBBIX HBHCHHﬁ, CBsA3HU DJProHUMOB C IpYTruMu
OHOMAaCTHYCCKHUMH €AUMHHUIIaMHU.

Abstract. It is revealed that historical ergonyms in Bukhara are named based on products,
services provided, another object or subject, historical and developmental factors. This allows us to
visualize the picture of socio-political, economic, and cultural life in the past and space through
ergonyms, which are an integral part of our history. This article presents the historical foundations of the
formation of Bukhara ergonyms. Bukhara historical ergonyms are classified. Through the application of
historical ergonyms to today's institutions and business entities, their lexical, lexical-semantic properties
are revealed. Spiritual references are revealed.

Keywords: ergonyms, historical ergonyms, the formation of ergonyms, diachronic and
synchronous study of language phenomena, the relationship of ergonyms with other onomastic units.

Kirish. Ergonim va ergonimiya tushunchalari o‘tgan asrning saksoninchi yillarida go‘llanila
boshlandi, o‘zbek tilshunosligida esa uning nazariy asoslari 2022-yilda ishlab chigildi. Tadgiqgotlar
asosida respublikamizdagi ergonimlarni o‘rganish, ularning diaxron va sinxron tadqiqini amalga oshirish
zarurati o‘rtaga chiqdi.

Asosiy gism. Qadim Shargning markaziy shahri sifatida Buxoroda savdo-sotig, sanoat, ishlab
chigarish, hunarmandchilik, xizmat ko‘rsatish rivojlangan. Tabiiyki, shaharda ushbu yo‘nalishga
mo‘ljallangan korxona va tashkilotlar faoliyat yuritgan. Xususan, Narshaxiyning “Buxoro tarixi” asarida
to‘quvchilik sohasiga ixtisoslashgan “Bayt ut tiroz”” nomli korxona mavjudligi eslatib o‘tiladi [7, 13].
Buxoro tarixiy ergonimlarini shartli ravishda quyidagi guruhlarga bo‘lish mumkin:

1) o‘tmishda qo‘llangan tarixiy ergonimlar: bunday ergonimlarni o‘z navbatida ikkiga ajratish
mumkin:

a) muassasa, tashkilot o‘tmishda mavjud bo‘lgan hozirgi kunda mavjud emas, u bilan birga nom

ham ishlatilmaydi.
|
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b) muassasa yoki tashkilot hozirgi kunda ham mavjud, shuning uchun uni atovchi nom ham
saglanib qolgan; masalan, Ko‘kaldosh, Abdullazizxon, Ulug‘bek, Minorayi kalon, Masjidi kalon va
boshgalar. Bunday tashkilot, muassasalarni ma’lum birlari hozirgi kunda ham faoliyat yuritmogda, bino
hamda nomi go‘llanilsa ham faoliyat yuritmayotganlari ham mavjud.

d) tarixiy ergonimlar ma’lum bir yangi tashkilot yoxud muassasaga nisbatan ishlatiladi.

2. Ma’lum bir yangi tashkilot yoxud muassasaga nisbatan ishlatiladigan tarixiy ergonimlar. Masalan, X
asrda Buxoroda “Farjak” madrasasi tashkil etilgan, shu nom asosida hozirda Buxoroda “Farjak” o‘quv
markazi faoliyat yuritmoqda.

Buxoroga turli joylardan tolibi ilmlar kelib tahsil olishgan. Buxoroda tashkil etilgan “Farjak”
madrasasi haqida Muhammad Narshaxiyning “Buxoro tarixi” asarida ma’lumot keltirilgan. U mazkur
madrasaning shaharning “Samarqand darvoza” gismida joylashgan ekanligini, yonib vayron bo‘lganligi
hagida ma’lumot keltiradi. Keyinchalik ushbu madrasa ta’mirlangan, XIII asrda unda mashhur mudarris
Ma’sud Imomzoda dars berganligi hagidagi ma’lumotlar saglanib qolgan. Hozirgi kunda “Farjak”
madrasasi saglanib gqolmagan.

XX asr boshlarida Buxoroda 400 ga yagin madrasalar faoliyat ko‘rsatganligi hagida Muhammad
Ali Baljuvoniy ma’umot yozib goldirgan. Madrasalar odatda, hukmdorlar, hukumatning obro‘li kishilari,
xalq orasida obro‘ gozongan ziyolilar tomonidan tashkil etilgan, ularning nomalnishi ham aksariyat
hollarda ularning ismi bilan bog‘lig bo‘lgan. Ulug‘bek, Abdulazizxon, Nodir devonbegi, Ko‘kaldosh,
Mirarab, Mehtar Anbar va hokazolar. Ma’lum bir madrasalarning nomlanish u joylashgan joyga nisbatan
go‘yilgan.

Muhokama va natijalar. Buxoro va Buxoro ergonimlari hagidagi gimmatli ma’lumotlarni
O.A.Suxareva “Buxoro.XIX asar va XX asr boshlarida” nomli 1966-yil nashr etilgan kitobida [9, 214]
jamlagan. U mazkur ma’lumotlarni bir gator boshga xorijlik va mahalliy olimlar, sayyohlarning,
diplomatik missiya vakillarining ma’lumotlari orgali jamlagan. U bunday ma’lumotlarni keltirishda
dastlab N.Xanikov manbalariga tayangan Buxorodagi rus tarjimoni P.Yakovlev keltirgan dalillarga
asoslanadi. P.Yakovlev Buxoroning xaritasini tuzib chiggan, unda davlat xizmatchilaridan tortib, to
xususiy sektorgacha bo‘lgan joylarning xaritasini keltirib o‘tadi.

Shayboniylar sulolasi davrida Buxoroda juda ko‘p obodonlashtirish ishlari amalga oshirildi.
Savdo jonlandi. lIm-fan masalasida ancha muvaffagiyatli faoliyat ko‘rsatgan, maishiy xizmat ko‘rsatish
tarmoglari rivojlangan. Toqi Sarrofon, Togi Telpakfurushon, Togi Zargaron, Timi Abdullaxon kabi savdo
va xizmat ko‘rsatgan. Toqi Sarrofonda pul almashtirish vazifasi bajarilgan, Togi Telpakfurushda telpak,
Toqi Zargaronda zargarlik ishlanmalari bilan savdo gilingan. Timi Abdullaxonda turli ashyo, mahsulotlar
sotilgan.

Mazkur obidalarni diaxron tahlil gilish jarayonida bu obyektlarni ergonim sifatida garash
mumkin, madrasalarning deyarli barchasi hozirgi kunda ergonim sifatida belgilanmaydi, bu bino va
inshootlar obodonlashtirish yoki Madaniy meros obyektlarini himoya gilish boshgarmasi tasarrufiga
o‘tkazilgan. Mirarab, Xotin-gizlar madrasasi kabi inshootlar hozirgi kunda ham faoliyat yurgizmoqda.
Toglar va timlarda hozirda ham savdo munosabatlari amalga oshirilayotgan bo‘lsa-da, maxsus ergonim
sifatida garalmaydi.

Rus tadgigotchisi O.A.Suxareva ma’lumotlariga tayangan holda, hozirda nekronim sifatida
garaladigan gabriston, mozor, ziyoratgoh, magbara kabilarning tahliliga o‘zgacha yondashish lozimligini
taqozo qgiladi. Hozirda biz ziyoratgoh sifatida garaydigan makonlar o‘z davrida ma’lum bir tashkilot
vazifasini o‘tagan. Bu nugtayi nazardan garalganda ularni oz davri jihatidan ergonim deb garash to‘g‘ri
bo‘ladi. Olimaning kitobida Buxoro suv ta’minotini tartibga solish uchun hovuzlar qurilganligi hagida
ma’lumot Kkeltiriladi. Shohrud arig‘idan shahar tarkibidagi turli joylarida gazilgan hovuzlarga suvlar
to‘plangan, yomg‘ir. qorli paytlarda shulardan hovuzlarga suv yig‘ilgan. 1925-1926-yillarda hovuzlarga
220 joydan suv yig‘ilganligi hagida yozib qoldirilgan. Suv ariglarga Zarafshon daryosidan quyilgan.
Sovet Ittifoqi tashkil topishining dastlabki yillarida Buxoro shahrida Havzi nav-Yangi hovuz nomi bilan
yana bir hovuz qurilgan. Ma’lumotlarga garalganda, har bir hovuzga 82580 kub, ya’ni 6606376 chelak
suv yig‘ilgan. Olim L.M.lIsayevning maqolasida keltirilgan ma’lumotlarga ko‘ra, Buxoro shahrida bunday
hovuzlar 100ga yagin ekanligini ko‘rsatadi [6, 83]. Feninning ro‘yxatida esa 80 ta hovuz mavjud

bo‘lganligini gayd etgan. Rangrez, qozi Nuriddin, Xalfa Husayn, Pochoxo‘ja, Bulg‘or, Rashid, Shayx-
- - -
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shoh, Qutlug, G-aribiya, Mirakon, Shohmalik, Toyibxo‘ja, Havzi nav, Shahrinav, Qozi, Jilovxona,
Mirdo‘stim, Qofilon, Tursunxo‘ja, Xo‘ja Tuyg‘un, Mirzo Botur, Shoh arab, Mirjon keldi, Bogi xon nav,
Axtachi, Farmongulbek, Molkush, Kosagaron, Garmak, So‘fiyon, Saraxsiyon, G‘oziyon, Gavkushon,
Muhammadyor otalig, Abob, Xo‘ja Aspgardon, Mirakon, Jilavxona, Murdasho‘yon, Tabibon,
Shishaxona, Bodom, Nodir qurchi, Sarbono, Qulmahmad hoji, Zindafil Ahmadi Jomi, Ahmad darg‘a,
Ogmachit, Hazrat Ayyub, Qozi Fayzi, Shermuhammad juvozkash, Nazarcha, Bo‘yrabof, Olimxo‘ja,
Shukurbiy, Mirzo G-‘afur, Qozikalon, Xo‘ja Zayniddin, Lesak, Devonbegi, Cho‘pboz, Chorbagqoli,
Qoshugi, Xo‘ja Nurobod, Halol, Murdor, Oybinok, Kalobod, Xo‘ja Hasan, Xo‘ja Tabband, Ko‘chabog®,
Dilkushoyi darun, Jafarxo‘ja, Mullo Ashur, Sharifboy, Qorakamol, Jo‘yi chappa, Mir Taxuri devon,
Chordara kabi hovuzlar nomini keltiradi. Ushbu hovuz nomlarini gidronim deb ataymiz, ammo bularda
amalga oshirilgan faoliyat turi nugtayi nazaridan ergonimik ahamiyat kasb etadi.

Buxoroda joylashgan bozorlar umumiy savdo maydonlari, maxsus yopiq binolar, tim va toglar,
aniq, belgilangan mahsulotlar sotilishiga mo‘ljallangan maydonchalar hamda karvonsaroylardan iborat
bo‘lgan. Chakana savdolar, ba’zi tovarlarni sotishga ixtisoslashgan joylarda amalga oshirilgan, ammo
ko‘tara savdo ishlari karvonsaroylarda va u erda joylashgan hujralarda olib borilgan. Buxoroda faol
xizmat ko‘rtuvchi, faol savdo olib boruvchi joylar yo‘llarning kesishgan joylarida joylashgan, bunday
joylar ba’zi erlarda Chorsu deyilgan, Buxoro shhrida bunday maskan Toq deb atalgan. Odatda, Chorsu
deb nomlanuvchi savdo majmualari chorrahalarda joylashgan. Toqi Tirgaronda turli dehgonchilik
uskunalari, pichog, o‘g-yoy va boshga shunga o‘xshash mahsulotlar sotilgan. Toqgi Allofida un
mahsulotlari bilan savdo gilingan.

Buxoro shahrining ichki savdosi uchun muhim bozorlardan biri Registonda bo‘lgan. Unga turli
mahsulotlar sotilgan. U erdagi savdo maskanlari ham ayni mahsulotning nomi bilan yuritilgan, hozirgi
kunda ham xuddi shunday atalib kelinadi. Bozori alaf, Bozori go‘sfand, Bozori kord, Bozori non va
boshqalar. Sadriddin Ayniy yozib goldirganidek, go‘y, go‘zi (Bozori go‘sfand), ot bozori (Bozori asp)
shahar darvozasidan tashgariga kochirilgan. Katta masjid (Masjidi Kalon) va Mir Arab o‘rtasida paxta
bozori(bozori g‘o‘za) hamda pilla bozori(bozori pilla) ham faoliyat ko‘rsatgan.

Xanikov Buxoroga sayohati davomida o‘ttiz sakkizta karvonsaroy mavjud bo‘lgani, ulardan
yigirma to‘rttasi tosh va g‘ishtdan, o‘n to‘rttasi yog‘ochdan qad rostlaganini aytadi. Kapitan Fenin bunday
karvoysaroylarni XX asr boshlarida oltmishta ekanligini yozib qoldirgan bo‘lsa, M.S. Yusupov
yetmishdan oshganligini qayd etadi va ularning nomlarini ham keltirib o‘tadi: Saroyi Jannat makoni,
Saroyi domullo Sher, Saroyi Hakim oyim, Saroyi Xonayi kalon, Saroyi podshohi (Saroyi qushbegi,
Saroyi qozi kalon), Saroyi shonataroshi, Saroyi Mirzoqul, Saroyi Qarshi, Saroyi sandug, Saroyi Matatillo,
Saroyi Badriddin, Saroyi chiti chatti, Saroyi G‘ulomjon, Saroyi latta, Saroyi Sayfiddin, Saroyi Barri
ko‘hna, Saroyi Rashid, Saroyi Jo‘rabek, Saroyi Xo‘jayi xurd, Saroyi Hindi, Saroyi Barri nay, Saroyi
qushbegi, Saroyi Sindil, Saroyi no‘g‘ay, Saroyi karvonboshi, Saroyi Kapkoz (oldin Saroyi Hindi deb
atalgan), Saroyi Abdullojon, Saroyi Urganch, Saroyi sangin, Saroyi sanduq, Saroyi Avazbadal, Saroyi
chinni, Saroyi Ulug‘bek, Saroyi Ahmadi kalla, Saroyi Ayoz, Saroyi Fathullojon, Saroyi Badalbek, Saroyi
pushaymon, Saroyi shakar, Saroyi gozi kalon yoki saroyi choy, Saroyi mullo Oston, Saroyi urganji,
Saroyi Zohidjon, Saroyi Mirzo Fozil, Saroyi So‘xta yoki Saroyi ushturxona, Saroyi Rajabbek, Saroyi
buzg‘unch, Saroyi Poyi ostona, Saroyi meshi, Saroyi kafsh-u mahsi, Saroyi po‘sti cho‘bin, Saroyi xo‘rjin,
Saroyi abreshim, Saroyi tamaki, Saroyi golin, Saroyi Rajabbek, Saroyi po‘st; M.S.Yusupov yana o‘nta
karvonsaroy nomini keltiradi: Saroyi mayiz, Saroyi choy, Saroyi zig‘ir, Saroyi anor, Saroyi g‘o‘za(turli
matolar sotilgan), Saroyi sabzi, Saroyi g‘o‘lung, Saroyi angisht, Saroyi taroshi, Saroyi kapponi birinj
kabi.

Karvonsaroylar yana turli yurtlardan kelgan mehmonlar, savdogarlar uchun boshpana,
mehmonxona vazifasini ham o‘tagan. Karvonsaroylarga, odatda, ma’lum bir yerdan kelgan savdogar yoki
musofirlarga xizmat ko‘rsatgan, masalan, urganchlik savdogar yoki mehmonlarning aniq bir qo‘nim
makoni bo‘lgan, ular uchun doimiy xizmat ko ‘rsatuvchi maskan vazifasini o‘tagan, ya’ni ayni bir joyning
odamlari uchun muntazam go‘alg‘a vazifasini o‘tagan. Shundan kelib chigib, karvonsaroylar nomlangan.
Xorazmlik savdogar va musofirlarga xizmat giluvchi karvonsaroy Saroyi Urganjiho deb yuritilgan.
Toshkentlik savdogarlar tomonidan asosan Toshkentning soyaki mayizlari keltirilgan va bu joy Saroyi

mayizi Toshkandiho nomini olgan. Bu borada jiddiy tadgiqotlar olib borgan M.S.Yusupov Buxoro
- - |
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karvonsaroylarining qurilishi, undagi hujralar soni, ganday xizmatlar ko‘rsatilganligi hagida ham
ma’lumotlarni yozib qoldirgan. Olimning mazkur ishidan anglash mumkinki, hujralar ham ma’lum bir
vazifalarga ixtisoslashgan, shundan kelib chiqib, ma’lum nomlar bilan ham atalgan. Mashhur Ko‘kaldosh
madrasasiniga yaqin bo‘lgan hududda Saroyi Jannati makon nomli ikki gavatli karvonsaroy bo‘lgan, unda
o‘ttiz ikkita hujra mavjud bo‘lib, o‘n sakkiztasi birinchi gavatda, o‘n to‘rtta hujra esa ikkinchi gavatda
joylashgan. Birinchi gavatda choy va turli xil ziravorlar sotuvchi savdogarlar go‘nim topgan, bu
savdogarlar chofurushi attor, ular savdo faoliyatini olib boruvchi joy esa do‘koni attoron deb nomlangan.
Yuqgorida keltirilgan muassasa nomlarining qo‘yilishi shaxs nomlari, sotiladigan mahsulot nomlari,
gayerliklar bilan alogalar mavjudligi asosida nomlangan. Bu nomlarning aksariyati forsiy va arabiy
kalimalardan tashkil topgan. E’tibor qilinsa, saroy so‘zining asl, bosh ma’nosi ham aynan shu o‘rinlarda
go‘llanilganligini kuzatish mumkin. O‘zbek tilining etimologik lug‘atida bu so‘z “karvonlar to‘xtab
o‘tadigan joy, dam oladigan keng hovli” ma’nolarini anglatgan, keyinchalik “qasr” ma’nosini ham
ifodalagan [9, 208].

XVIII — XIX asrlarda Buxoro shahrida yigirmaga yagin hammom bo‘lgan. Toqi sarrofon bozori
yonida sarrofon yoki Modarixon hammomi faoliyat yuritgan. Sarrofon (Modarixon), Taxti
Chorbog‘(mashhadi Qosim), Gavkushon, Abdulloxon, To‘qumdo‘zi, Amiri bozori kafi, Misgaron kabilar
erkaklar hammomi sanalgan, Xo‘ja Porso, Domullo Sher, G‘oziyon, Hazrati Ayyub, Kunjak, Poyi ostona,
Xo‘ja Habibullo (Xiyobon) kabilar fagat ayollarga xizmat ko‘rsatgan. Shishaxona hammomi esa ham
erkak, ham ayollarga xizmat giluvchi hammom bo‘lgan. Hammom so‘zi forsiy kalmina bo‘lib, Buxoroda
hambom, ya’ni bir tom osti degan ma’noni anglatadi. Hammomlarning nomlanishi u joylashgan mahalla,
bozor yoki uni ta’sis gilgan shaxslar nomi bilan yuritilgan.

Fenin ma’lumotlariga ko‘ra, quyidagi madrasa nomlari keltiriladi: Mirzabek Oxun, To‘raqul,
Sharifjon, Muhammad Yunusbiy, Mullo Muhammad Sharif, Chuchuk oyim, Volidayi Aziz yoki
Modarixon, Muzaffarxo‘ja, Miyon Ishog, Yormuhammad yasovul, Mirzo Hamdam, Mir Badri Sohibi
kor, Mirzo Turdi ellikboshi, Avazboy arab, Hoji Qosim yoki Hoji Hasan, G*oziyoni kalon, G*oziyoni
xurd, Gahband, Olimjon, Abdurahmon a’lam, Pushaymon, Pashid, Ismoilxo‘ja, Husaynboy, Hoji Zohid,
Oc‘tkur qushbegi, Xo‘ja Nihol, Madali hoji, Ahmadjoni po‘stindo‘z, Dor ush-shifo, Bozori go‘sfand,
Sadirboy, Mullo Ro‘zi Arab, Mirkamoli sarrof, Xidirboy, Badalbeki ko‘hna, Ayozbiy, Xoji Davlat,
Eshoni afg‘on, Muhammadnazar parvonachi, Rahmonqul, Tursunjon, Mir arab, Quchog, Abdulazizxon,
Abdushukurboy, Rahmatqul gorovulbegi, Elnazar, Ko‘kaldosh, Nodir devonbegi, Domullo Sher,
Abdunazar mufti, Saroyi tash, Qori Mullo Sulton, Xurjin, Domullo Hasan, Xo‘ja Muhammad nabi,
Ibrohim oxund, Mirzo Fuzayl, Muhammad Amin to‘pchiboshi, Esh Uzogbek, Saidkamolboy, Fathullo
qushbegi, Xo‘ja Hasan, Gavkushon, Hoji Abrorxo‘ja, Badalbeki nav kabi gator madrasalar faoliyat
ko‘rsatgan. Bularning nomlanishida uch holat ko‘zga tashlanadi:

— madrasalar shaxslar nomi asosida qo‘yilgan;
— ma’lum bir bozor nomi asosida nomlangan;
— mahalla nomi bilan berilgan;

— ma’lum masjid nomi bilan bog‘langan.

Buxoro chor mustamlakachilari tomonidan istilo gilinganidan so‘ng yangi-yangi muassasa,
tashkilot, korxonalar tashkil etila boshlandi. Shaharning gavjum savdo faoliyati yuritiladigan gismlarida
banklar qurilgan. Bundan tashqari ambulatoriyalar, tug‘rugxona va dorixonalar tashkil etildi. Yurtimiz
tarixiy-madaniy taraqqiyotidan ma’lumki, bizda shifo maskanlari qurilgan, u yerlarda bemorlar
davolangan, turli dorivor o‘simliklardan xalq tabobati va kimyoviy usullarda dori-darmonlar
tayyorlangan, bu soha muassasalarining va soha kishilarining atalishi uchun ma’lum nominativ birliklar
ham mavjud bo‘lgan. Tibbiyot tarixiga bag‘ishlangan kitoblarda “Avesto”dan tortib to hozirgacha bo‘lgan
tibbiyoti tarixi haqida ma’lumotlar keltirilgan, mazkur kitoblarda shifoxonalarning mavjud bo‘lgani,
ularda yuzdan ortiq kasallik turlarining davolanilganligi, bir necha dori vositalaridan foydalanilganligi
hagida ma’lumotlar berilgan [1, 96]. Kasalxonalar va dorixonalarning nomi umumiy nomlar bilan atalgan,
hozirgi kunda ham davlatga tegishli shifo maskanlarining maxsus nomi mavjud emas,ular ragamlar,
kasallik turi yoki hududiy bo‘linishlar asosida nomlanadi. Masalan, Buxoro shahar markaziy shifoxonasi,
Koz kasalliklari klinikasi va boshqalar. Xususiy meditsina xizmatlarini tashkil etgan shaxslar esa ma’lum

______________________________________________________________________________________________________|
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bir nomlar asosida ish ko‘rishadi. Dorixonalarga nisbatan ham shunday fikrni aytish mumkin, muassasa
peshtoqiga “Dorixona” yoki “Apteka” yozuvlari mavjud bo‘ladi, xolos.

Xulosa. Demak, Buxorodagi tarixiy ergonimlar mahsulotlar, ko‘rsatiladigan xizmatlar, boshqa bir
obyekt yoki subyekt, tarixiy-tadrijiy omillar asosida nomlanganligi ayonlashadi. Bu bilan tariximizning
ajralmas gismi sanalgan ergonimlar orgali o‘tmish zamon hamda makondagi ijtimoiy-siyosiy, igtisodiy,
madaniy hayotning manzarasi ko‘z o‘ngimizda gavdalanishiga imkon yaraladi.
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PERIFRAZALARNING TERMINOLOGIK APPARATI VA TASNIFI

Annotatsiya. Maqolada perifrazalarning termin sifatida paydo bo‘lishi, u xususida olimlarning
garashlari, nazariyalari keltirilgan bo‘lib, jahon va o‘zbek tilshunosligidagi giyosi, psixolingvistik
xususiyatlari hagida so‘z boradi. Perifrazalar tushunchalarni aniq, yorqin va obrazlilikka xos tarzda
namoyon etish xususiyatiga ega bo‘lib, perifrazalar aks ettirgan ma’no ko‘p ma’noli hisoblanib, undagi
gaysi ma’noni tanlab olish bevosita kontekstga bog‘liq holda yuzaga kelishi, turli nutq uslublarida,
asosan, So‘zlashuv, publitsistik va badiiy uslublarda, gisman ilmiy uslubda ham qo‘llanishi, nutqiy
muloqot jarayonida perifrazalardan unumli foydalanish til boyligini oshirish bilan birgalikda undagi turli
xil tushunchalarni ham ifodalash imkonini berishi, perifrazalarning tarkibiy gismi va semantik jihatdan
guruhlanishiga oid masalalar mohiyati yoritilgan.

Kalit so‘zlar: til, uslub, tilshunoslik, perifraza, tasviriy ifoda, nutgiy mulogot, hodisa, sotsial,
semantik.

AHHOTaIIHH. B cratbe MNPEACTAaBJICHBI B3TJIA[bI, TCOPUU YYCHBIX Ha BO3HHKHOBCHHUC nepnq)pas
Kak TCpMHHA, €T0 COIOCTABJICHHEC B MHPOBOM H y36eKCKOM SA3BIKO3HAHHUH, IICUXOJIMHI'BUCTHYCCKUEC
ocobernnoctu. [lepudpazbr 001ama10T CBONCTBOM BBIpaXKaTh MOHATHS YETKO, SPKO M 00pa3Ho, 3HAUCHUE,
oTpakaeMoe TepudpazaMu, CUYUTACTCS MHOTO3HAYHBIM, BBIOOpD B HEM 3HAYCHUS MPOUCXOIUT B
3aBUCHUMOCTHU OT HCNOCPCACTBECHHOI'O KOHTCKCTA, MOXCET NPUMCHATHBCSA B PA3JIMYHBIX CTHUIIAX PCEYH,
TJIaBHBIM 00pa3oM B Pa3srOBOPHOM, MYOJHIIMCTHYECKOM U XYI0KECTBEHHOM CTHJISIX, & TAKXKE YAaCTUYHO B
Hay4HOM cTmie, 3 ()EeKTHBHO HCIOIB30BaTh Meprudpasbl B mpoliecce pedeBoro OOIIeHNsT B COYETAaHUH C
YBCIMYCHUEM SA3BIKOBOI'O 6OFaTCTBa, OHU TaKXXC IIO3BOJIAIOT BbIpaXaTb B HEM pPA3JIMYHBLIC TIOHATHA,
OCBEIIaeTCs CYNTHOCTH BOMPOCOB, KACAIOIINXCSA CTPYKTYPHON M CEMaHTHYECKOW TPYIITUPOBKY mepudpas.

KiaroueBnle cioBa: S3BIK, CTHJIb, JIMHI'BUCTHKA, nepmbpas, 06paSHO€ BBIPAXXCHUC, PCUCBOC
o0111eH1E, IBJICHUE, COLMANIbHBIN, CEMAaHTHUECKUIA.

Abstract. The article presents the emergence of peripherals as a term, the views, theories of
scientists, and talks about their comparison, psycholinguistic features in world and Uzbek linguistics.
Peripherals have the property of manifesting concepts in a clear, bright and figurative way, the meaning
reflected by peripherals is considered ambiguous, and the choice of which meaning in it occurs directly
depending on the context, can be used in various styles of speech, mainly in colloquial, journalistic and
artistic styles, in part in a scientific one, and the productive use of peripherals in, the essence of the issues
related to the content and semantically grouping of peripherals is covered.

Keywords: language, style, linguistics, periphrasis, figurative expression, speech communication,
phenomenon, social, semantic.

Kirish. Barchamizga ma’lumki, til tizimidagi barcha uslubiy vositalar uning yanada taraqqiy
etishiga, tilda ifoda etilajak ma’nolarga qo‘shimcha mazmun yuklashga xizmat qiladi. Ana shunday til
vositalaridan biri bu perifrazalar hisoblanib, ular nutqiy muloqotimiz jarayonida muhim ahamiyat kasb
etadi [23].

Hozirgi tilshunoslikda perifraza hodisasi juda gadimiy, u gadim zamonlarga borib tagaladi va uzoq
tarixga ega hodisadir. Ushbu lisoniy hodisaning tabiati va mohiyati hali to‘liq ochib berilmagan.
Perifrazaga oid mavjud ta’riflar esa tilshunoslikdagi bu stilistik hodisalarning aniq farglanishini,
mohiyatini ta’'minlay olmaydi. “Perifraza” hamda “parafraza” tushunchalarini anglashdagi mavjud farg,
perifraza fenomenini o‘rganishga yondashuvlarning xilma-xilligi uning turli xil ta’riflari uchun sabab
bo‘ldi. Perifrazalarni bir so‘z bilan “so‘z yoki so‘z birikmasi o‘rnida qo‘llanadigan tavsiflovchi ibora” deb
ta’rif berish mumkin.
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Antik davr tilshunosligi nazariyasida perifraza hodisasi tavsiflovchilik bilan uzatiladi, tagiglangan
so‘z va iboralarni almashtirish qobiliyati bilan tavsiflanadi. Bularning barchasi perifrazaning shunchaki
ko‘rinadigan tashqi shakllari bo‘lib, antik davr nazariyachilari perifraz hodisasining chugurligiga kira
olmaganlar. Ayrim tilshunoslarning fikricha, boshqga ifoda yoki alohida so‘z semantikasining umumiy
yoki tavsiflovchi ifodasi vazifasini bajaradigan mustaqil iboradir [11]. Shuningdek, hodisalar va
narsalarni bilvosita belgilashdan iborat bo‘lgan maxsus stilistik shakl [18]. Ta’rif quyidagicha bo‘lsa,
ya’ni “biror narsa-hodisa yoki shaxsni obrazli tavsiflovchi ibora yoki jumla” aynan perifrazani so‘zdan
ajratib turadi.

Asosiy gism. “Perifraza” termini Yevropa tillaridan o‘zlashtirish natijasidir. Buni ushbu atamaning
ikkita varianti tasdiglaydi. Perifrazaning birinchi varianti olingan atamaning grammatik jinsini saglab
golish gobiliyatini ifodalasa, ikkinchi variant esa ma’lum bir so‘zning tovush ko‘rinishini gayta yaratadi.
Bundan tashqari, ilmiy adabiyotlarda perifraz atamasining sinonimlari ham mavjud. Jumladan:

1) metafraza (yunoncha metafraz “aylana nutqi”);

2) kenning (shotl., kenning “tan olish™);

3) aylanma (lotincha “aylana nutqi”’) [11].

Shu bilan birga, uning rus tilidagi o‘xshash variantlari ham mavjud: tavsif, ishora, band,
allegoriya va boshqalar.

Fikrimizcha, yuqoridagi terminologik tasodiflar noaniq bo‘lib, o‘zlari nomlab kelayotgan hodisani
to‘laligicha aniq tavsiflab bera olishmaydi. Fransuzcha atamaga tayanadigan zamonaviy tilshunoslarning
fikrlarini o°rinli deb hisoblash mumkin. Ularning fikrlaricha, perifraza — odatda, ma’lum bir narsada
namoyon bo‘ladigan hodisalar shakllaridan birini ochib beruvchi hodisa [16].

Turli ilmiy adabiyotlarda mavjud bo‘lgan perifraza ta’riflarini batafsil tahlil gilish perifrazani
tushunish va ta’riflashning keng doirasini ochib berishga yordam beradi. Mavjud ta’riflarda perifraz
tushunchasining ko‘lami va mazmuni sezilarli darajada farglanadi. Ushbu manbalarning ayrimlariga
diggat garatsak, ularda perifrazaga quyidagicha ta’rif berilganligini ko‘rishimiz mumkin:

a) tasviriy ko‘chirish bo‘lgan tasviriy yasash; boshga konstruksiya yoki alohida so‘zning
semantikasi boshqga ifoda yoki alohida so‘z semantikasining umumiy yoki tavsiflovchi ifodasi
vazifasini bajaradigan mustaqil ibora [5, 243]. Shuningdek, hodisalar va narsalarni bilvosita
belgilashdan iborat bo‘lgan maxsus stilistik shakl [4, 852].

b) ma’lum bir so‘z yoki iborani to‘yingan nutq figurasi bilan almashtirishdan iborat bo‘lgan maxsus
stilistik vosita [5, 341]. Bu tushunchalar guruhiga iborani nutgdagi figura sifatida tavsiflovchi
ta’riflar kiradi. Shu bilan birga “perifraziya” atamasi ta’rifining doirasi ekspressivlikdan
foydalanish uchun go‘llaniladi [7, 542].

c) nutgni ifodalash uchun go‘llaniladigan ko‘chma ma’no bo‘lgan badiiy ifoda. Bu holda perifraza
atamasining hajmi perifrazani stilistik vosita sifatida talgin gilishdan ko‘ra torroqdor. Bunday
vaziyatda ekspressivlikni yaratish uchun barcha tavsiflovchi iboralar ham perifraza sifatida tan
olinmaydi. Bular ichiga fagat majoziy ma’noga ega bo‘lganlarigina kiradi.

d) semantik jihatdan bo‘linmaydigan so‘z birikmasi [6, 226]. Tavsiflovchi birikmaning asosiy
vazifasi obyekt yoki hodisaning xarakterli xususiyatlarini ta’kidlashdan iboratdir [3, 246].
Kombinatsiya va iboraning lingvistik tushunchalari muqobil “ifoda” atamasi emas, balki
“perifraza” atamasini mohiyatan biroz cheklashi mumkin.

e) tavsiflovchi nominatsiya, asosan, metonimik xarakterli [8, 556]. Ushbu ta’rif perifrazani tilning
nominativ birliklari gatoriga kiritadi. “Nominatsiya” tushunchasi tavsif belgisi bilan bir qatorda
ikkilamchi xususiyat belgisi tufayli o‘ziga xoslikni yaratadi. Boshqgacha gilib aytganda, perifraza
ikkinchi darajali nominativ birlik vazifasini bajaradi. Masalan, Birinchi xonim — davlat
rahbarining rafigasi, gizil sayyora — Mars, Kremlning egasi — Rossiya rahbari va h.k.

Biroq, perifrazaning ta’riflari orasida kontsepsiya mavzusi anig belgilanmagan yoki noaniq
bo‘lgan boshgalar ham mavjud. shuningdek, perifrazaning ta’rifi mavjud bo‘lib, u til vositalarining
kodiga tushiriladi. U mohiyatan mos keladigan hodisa yoki obyekt nomini almashtiradi [9].

Lingvistik lug‘atda perifrastik shaklning quyidagicha ta’rifi mavjud: ikki yoki undan ortiq
elementlardan tashkil topgan tavsif ifodasi; birikma tavsiflovchi kompleks; oddiy so‘zni obrazli

tavsiflovchi ibora va hokazo [12,207].
-
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Shuni ta’kidlash kerakki, perifrazalar o‘zlarining grammatik tuzilishi jihatdan farq giladi. Hozirgi
turkiy tillarda turkiy fe’l shakllarining boyligi va xilma-xilligi asosida tuzilgan maxsus murakkab fe’l
birikmalari, aynigsa, keng targalgan [17].

Umuman olganda, perifrazaga mavzuga alogador murojaat nuqgtayi nazardan tavsiflovchi ifoda,
ibora, stilistik vosita kabi ta’riflar bir-biriga nisbatan turkum-turlar bo‘yicha tasniflanadi [12, 207]. Shu
munosabat bilan “perifraza” atamasining konseptual asosining murakkabligini tushunish mumkin.
Tilshunoslik manbalarida, yuqorida aytib o‘tganimizdek, perifrazaning konseptual mohiyatini belgilashda
farglar mavjud. Ammo, shuni ham ta’kidlab o‘tish joizki, yugorida sanab o‘tilgan ta’riflarning har biri
perifraza mohiyatini teranlashtirishga, aniglashtirishga yordam beradi. Tilning tabiati nugtayi nazardan,
perifraza obyektning nomini o‘zgartirishni anglatadi va shuning uchun ularning ma’no nomlarini bevosita
almashtiradigan umumiy so‘z turkumlari bilan birgalikda ko‘rib chigishi mumkin.

Muhokama va natijalar. Perifrazalarning tilshunoslik nuqtayi nazaridan o‘rganilishi turli tillarda
xilma-xil kechgan. Xususan, perifrazalar rus tilshunosligida qator olimlar tomonidan tadqiq etilgan bo‘lib,
ularning har biri bu hodisaga o‘ziga xos nuqtayi nazardan yondashgan. Jumladan, A.A.Potebnya o‘zining
tilshunoslikka oid asarlaridan biri “Pycckas rpammarmka” (1864-1865) asarida u tasviriy ifodalarning
tilning ma’no boyligi va uning evolyutsiyasida muhim rol o‘ynashini alohida ta’kidlab o‘tgan [15, 287].
Rus tilining leksik-semantik jihatdan shakllanishida o°‘zining munosib hissasini qo‘shgan
V.V.Vinogradov “Pycckuit s3p1k” (1938) asarida perifrazalarni leksik-semantik variantlar, sintaktik
konstruktsiyalar va semantik kategoriyalar nuqtayi nazaridan tahlil qilib, ularning ma’no xususiyatlarini
ochib bergan [10, 64]. L.V.Shcherba tomonidan esa perifrazalar nutqning fonetik jihatlari, so‘zlarni
talaffuz etishi va fonetik o‘zgarishlar hosil bo‘lishida tasviriy ifodalarning o‘rni haqida o‘zining fikr-
mulohazalarini bildirib o‘tgan [21, 74].

“IlpoucxokaeHue M pa3zBuTHe pycckoro si3bika” (1972) asari muallifi sanalmish D.N.Shmelev
perifrazalarning tilning tarixiy taraqqiyotida qanday taraqqiy etganligi borasida o‘z fikrlarini berib o‘tgan
[20, 280]. Bugungi kunga kelib, tasviriy ifodalarga yondashuvlar ham ortib, zamonaviy rus tilshunoslari
tomonidan perifrazalarning psixolingvistik xususiyatlari, ularning nutqda qo‘llanilishi va ma’lumot
uzatishda o‘ynaydigan roli lingvistik nuqtayi nazardan tadqiq etilmoqda. Ingliz tilshunosligida ham bu
borada qator amaliy ishlar olib borilgan bo‘lib, jumladan, Geoffrey Leech “Principles of Pragmatics”
asarida perifrazalaming nutqdagi pragmatik funksiyalarni tadqiq qilishda muhim ahamiyatga ega
ekanligini qayd etib o‘tgan [2, 78]. Geoffrey Leech nutqning pragmatik jihatlari, jumladan,
perifrazalarning ijtimoiy va madaniy kontekstda qanday ishlatilishi hagida keng ko‘lamli tadqiqotlar olib
borgan. Ronald Langacker tomonidan “Cognitive Grammar” nazariyasi orqali perifrazalarning inson
miyasidagi bilimlarni qayta ishlash jarayonida qanday rol o‘ynashi haqida tushunchalar rivojlantirildi
[22]. R.Langackerning tadqiqotlari perifrazalarning psixolingvistik xususiyatlarini o‘rganishda muhim
ahamiyat kasb etadi. George Lakoff “Metaphors we live by” asarida perifrazalarning metafora bilan
ganday bog‘ligligini va ular odamlarning dunyo haqidagi tasavvurlarini ganday shakllantirishini izohlab
ko‘rsatdi [22]. Lakoffning tadqiqotlari ham perifrazalarning kognitiv va madaniy jihatlarini o‘rganishga
katta hissa qo‘shganligi bilan muhim ahamiyat kasb etadi. John Lyonsning “Semantics” asarida
perifrazalarning ma’no tizimida qanday o‘rin egallaganligi va ularning turli ma’noli so‘zlarni
ifodalashdagi roli ko‘rsatib berildi [22]. J.Lyonsning tadqiqotlari perifrazalarning semantik xususiyatlarini
tushunishda, aynigsa, ahamiyatlidir. Perifrazalarni o‘rganish bugungi kunda ham davom etmoqda va
hozirgi kunda ko‘plab tilshunoslar bu sohaga qiziqish bildirmoqdalar. Ularning tadqiqotlari turli xil til va
madaniyatlarda perifrazalarning rolini yanada yaxshiroq tushunishga yordam beradi.

Oc<zbek tilshunosligida ham ushbu soha bo‘yicha gator ilmiy tadgiqot ishlari amalga oshirilgan.
Xususan, Sh.Allayorovaning “Perifrazaning tilshunoslikdagi vazifalari va xususiyatlari” nomli
maqolasida perifrazalarning ilmiy tadgigot ishlarida tutgan roli xususida so‘z yuritiladi. Muallifning
fikriga ko‘ra, “Matndagi izohli perifrazaning asosiy ma’nosi shundan iboratki, ular shaxsga, narsaga va
hodisaga keyingi xususiyatlarni beradi (axborotli), muhim belgilarga urg‘u beradi (tavsiflovchi), o‘zlarida
muallifning subyektiv belgilarini (obyektivlik) saglaydi va takrorlashdan gochish uchun xizmat giladi.
Professional yozuvchilar esa gisqalikka moyil va ularning asosiy magsadi tinglovchiga ma’lumotlarni
yetkazib berish. Biroq muallif perifraza misolidan ataylab foydalanishni tanlashi mumkin bo‘lgan ko‘plab

sabablar mavjud. Muallif uni dialogda ma’lum bir gahramonning aylanma nutq uslubiga ega ekanligini
- - - -~
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ko‘rsatish uchun foydalanishi mumkin (odatda haddan tashqgari xushmuomalalik, beadablik, ikkilanish va
shunga o‘xshash belgilar). Shoirlar, shuningdek, o‘quvchilarni yangicha fikr yuritish uchun allagachon
ma’lum bo‘lgan narsani tasvirlashning yangi usulini topish magsadida perifraza stilistik qurilmasidan
foydalanisga moyil. Bunday vaqtda perifraza stilistik qurilmasi metafora yoki o‘xshatish orgali amalga
oshirilishi mumkin [1, 15]”. Demak, keltirilgan parchadan ko‘rinib turibdi, nutq jarayonida
perifrazalarning kim tomonidan go‘llanishi ularning magsadiga muvofiq holda shakllantiriladi hamda bu
nutgiy kontekstdan anglashiladi.

O.Tkrombekovning “Arab va o‘zbek perifrazalarining semantik-sintaktik strukturasi” [23] nomli
maqolasi o‘zbek tilshunosligida giyosiy yo‘nalishda olib borilgan ilmiy tahlil namunalaridan biri bo‘ldi,
desak aslo mubolag‘a bo‘lmaydi. Unda ta’kidlanishicha, perifrazalar nutgimizning go‘zal, ko‘rkam
bo‘lishiga hissa go‘shuvchi asosiy vositalardan biri sanaladi. Mulogot jarayonini obrazli aks ettirish
magsadida perifrazalardan unumli foydalanish ularning o‘ziga xosligini ta’minlab beruvchi muhim omil
hisoblanadi.

M.Mirtojiyev o‘zbek tilshunosligida perifrazalar xususida oz fikrlarini dadil ayta olgan
olimlardan biridir. Muallifning ta’kidlashicha, ‘Perifrazalar ma’lum bo‘lagi yoki bo‘laklari ko‘chma
ma’noda bo‘lib, ular ma’nosi sintezidan tashkil topgan, bir tushunchani bildiruvchi lugaviy birlikdir. ...
Perifraza holida magom olgan birikmada, garchi semantik gayta bo‘linish kechgan bo‘lsa ham, unda
sintaktik gayta bo‘linish kuzatilmaydi [13, 42]”. Demak, perifrazalarning boshqa sintaktik butunliklardan
fargi aynan gayta bo‘linish hodisasining kuzatilmasligida namoyon bo‘ladi.

Perifrazalar xususidagi nomzodlik dissertatsiyasi I. Umirov tomonidan “O°zbek tili perifrazalari”
nomi ostida e’lon gilingan. Ushbu nomzodlik ishida perifrazalar gator guruhlarga tasniflanadi [19, 23]:

1. “Hosil bo‘lish usuliga ko‘ra: leksik perifraza, frazeologik perifraza, sintaktik perifraza, logik
perifraza, sof va kontekstual perifraza.

2. Semantikasiga ko‘ra: mualliflik ma’nosini ataydigan perifraza, kasb-kordagi mahoratni
anglatadigan perifraza, shaxsning jamiyatda tutgan o‘rnini anglatadigan perifraza, ijodkor asaridagi biror
g‘oya va mavzuni bildiradigan perifraza, san’at namoyandalari yaratgan o‘lmas obrazlarni bildiradigan
perifraza, muassasa va muayyan joylarni anglatadigan perifraza, suyuglik va texnika predmetlarini
anglatadigan perifraza, tabiat hodisalari va o‘simliklarni anglatadigan perifraza, jonivor nomlarini
anglatadigan perifraza, shaharlarni ifodalaydigan perifraza”.

Bir so‘zni boshqga birliklar yordamida ifodalash perifrazalar (tasviriy ifodalar) termini bilan
yuritiladi. Perifrazalar tarkibiy qismlarga bo‘linib, uni quyidagicha tasniflash mumkin [23] (1.1-chizmaga

garang):

—  Dominant

— Eksplikant

Perifraza

—  Element

—  Model

1.1-chizma. Perifrazalar tarkibiy qismlari

Perifrazada dominant — perifrazaning manosini ifodalaydigan asosiy so‘z hisoblanib, perifraza
qaysi so‘z uchun izoh vazifasini bajarmoqda, shuni aniqlashtirishga xizmat qiladi. Perifrazada eksplikant
- perifrazaning ma’nosini aniqlashtiruvchi so‘zlar yoki so‘z birikmalari sanalib, bir so‘z bilan aytganda,
izohlovchi vazifasini bajaruvchi so‘zlar jamlanmasi hisoblanadi. Perifraza elementlari bu umumiy
tushunchadir, u perifrazani tashkil etuvchi dominant va eksplikantlarni umumlashtirishga xizmat qiladi.
Bundan tashqari, perifraza tushunchasi ham mavjud bo‘lib, perifrazlarning tuzilishini ifodalaydigan
chizma o‘laroq shakllantiriladi [14, 81]. Bunga misol sifatida quyidagi perifrazani tahlil qilsak:

1
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Alisher Navoiy — So ‘7z mulkining sultoni.

Alisher Navoiy — dominant.

So‘z mulkining sultoni — eksplikant.

Alisher Navoiy — so‘z mulkining sultoni — element.

Model — dominant > eksplikant.

Bundan tashqari, perifrazalar ma’no jihatidan ham qator guruhlarga tasniflanadi (1.1-jadvalga
garang):

1.1-jadval
Semantik jihatdan perifrazalar guruhlanishi
TIr Perifrazalar turi Ma’no jihatidan guruhlanishi Misol
1 Meteorologik Tabiat hodisalariga nisbatan qo‘llanadi. Oq par - bulut
perifrazalar
2 Anatomik Inson tana a’zolarining qismlariga nisbatan Ikki gavhar — ko‘z
perifrazalar ishlatiladi.
3 | Zoologik perifrazalar Hayvonlarga nisbatan qo‘llanadigan O‘rmon shohi — sher
perifrazalar
4 Botanik perifrazalar | O‘simliklarga nisbatan ishlatiladigan tasviriy Dala malikasi —
ifodalar makkajo‘xori
5 | Obyektiv perifrazalar Narsalarga nisbatan ishlatiladigan Qora oltin — neft
perifrazalar
6 Shaxslarga nisbatan Kishilarni tasvirlash uchun qo‘llanadigan Alisher Navoiy — she’riyat
go‘llanadigan perifrazalar mulkining sultoni
perifrazalar

Tasviriy ifodalarni tuzilish jihatidan ham oddiy va murakkab kabi turlarga bo‘lishi mumkin.
Oddiy perifrazalar bir dominant va bir eksplikantdan iborat bo‘ladi, masalan, “oq oltin” - paxta). Ammo
murakkab perifrazalar bir dominant va ikki yoki undan ortiq eksplikantdan iborat bo‘ladi, masalan,
“kitoblar dengizi”, “kitoblar makoni” — kutubxona.

Perifrazalar ifodalanayotgan fikrga qo‘shimcha ma’no yuklash vazifasini bajaradi. Bu ma’lum bir
so‘z yoki iborani almashtirish uchun go‘llanadigan ifodalar hisoblanadi, ya’ni aytilmogchi bo‘lgan fikrni
boshgacha so‘zlar bilan ifodalash perifrazalarning asosiy vazifasi hisoblanadi. Perifrazalarga turli
lingvistik funksiyalar xos bo‘lib, ularni quyidagicha belgilash mumkin:

v’ estetik vazifa — tasviriy ifodalar nutgni bezash bilan birgalikda uning yanada jozibador va ta’sirli
bo‘lishini ta’minlaydi;

v" ma’no farglarini yetkazish — bir so‘zning turli ma’nolari hamda ular orasidagi farglarni ochib
berishda perifrazalar muhim ahamiyat kasb etadi;

v' tushuncha berish — o‘quvchilarga noaniq bo‘lgan hukmni yetkazishda tasviriy ifodalarni go‘llash
magsadga muvofiq;

v' fikrni yashirish — aytilmoqgchi yoki nazarda tutilgan fikrni o‘quvchidan sir tutish yoki
muloyimlashtirish magsadida tasviriy ifodalardan foydalanish mumkin.

Perifrazalarning lingvistik xususiyatlari uning terminologik apparatini tasniflashda muhim ahamiyat
kasb etadi. Ular majoziylikni aks ettirib, to‘g‘ridan to‘g‘ri nomlanmagan tushunchalarni yoritishda
go‘llanadi. Bundan tashqari, perifrazalar tushunchalarni anig, yorgin va obrazlilikka xos tarzda namoyon
etadi. Perifrazalar aks ettirgan ma’no ko‘p ma’noli hisoblanib, undagi gaysi ma’noni tanlab olish bevosita
kontekstga bog‘lig holda yuzaga keladi. Tasviriy ifodalar turli nutg usullarida, asosan, so‘zlashuv,
publisistik va badiiy uslublarda, gisman ilmiy uslubda ham qo‘llanadi. Nutgiy mulogot jarayonida
perifrazalardan unumli foydalanish til boyligini oshirish bilan birgalikda undagi turli xil tushunchalarni
ham ifodalash imkonini beradi.

Perifrazalar lingvistik jihatdan grammatik moslashuvchanlikka ega. Ya’ni u gapda go‘llanganda
turli grammatik vazifalarni bajarishi mumkin, xususan, gapning gaysi ma’noviy sifatini ifodalashiga
ko‘ra, asosan, ot, sifat yoki fe’l vazifalarini bajarish perifrazalarga xos grammatik funksiya sanaladi.
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Perifrazalar bajargan funksiya tanlangan so‘zning mohiyatiga ko‘ra tushuntirish, ifodaviylikni aks ettirish
yoki majoziylikni yuzaga keltirish magsadida namoyon bo‘ladi. Perifrazalarda tarixiy o ‘zgaruvchanlik
ham mavjud bo‘lib, tilning rivojlana borishi bilan o‘zgaruvchanlik xususiyati yaqgol namoyon bo‘ladi,
ya’ni eski perifrazalar yo‘qolib, o‘rnini yangisi egallaydi. Umuman olganda, perifrazalarni tilda go‘llash
tilning ifodaviylik xususiyatini namoyon etadi.

Perifrazalar orqali tilga xos bo‘lgan nafaqgat leksik-semantik, balki lingvokulturologik xususiyatlar
ham namoyon bo‘ladi. Ular, ko‘pincha, ma’lum madaniyatdagi muayyan tushunchalarga asoslanib,
gadriyatlar hamda an’analarga muvofiq tarzda shakllanadi. Jumladan, o‘zbek tilidagi mavjud “hayot
manbayi” perifrazasi suv leksikasiga nisbatan go‘llanib, suvning o‘zbek xalgi orasida e’zozlanishidan
darak beradi. Tasviriy ifodalar til egalarining milliy dunyogarashi, fikrlash yo‘sini hamda xalgqga xos
milliy madaniy fonni ifodalaydi. Bundan tashqari, perifrazalardagi ifodaviylik orgali millat vakillariga
xos milliy xarakterni ham bevosita anglash mumkin. Perifrazalarning yana bir o‘ziga xos xususiyatlaridan
biri bu ulardagi tarixiy vogealarning namoyon bo‘lishidir. Masalan, Sohibgiron Amir Temurga nisbatan
go‘llangan “Temurlang” ifodasi unga nisbatan ayrim manbalarda keltirilgan tasviriy ifoda hisoblanib,
uning oyog‘idagi jarohati uning ushbu perifraza bilan atalishiga sabab bo‘lgan. Tasviriy ifodalar bevosita
diniy e'tigod bilan ham bog‘lanadi va unda diniy mazmun ham namoyon bo‘ladi. Masalan, Alloh
taboraka va taologa nisbatan qo‘llanuvchi “Olamlar egasi”, payg‘ambarimiz Muhammad sallollohu alayhi
vasallamga nisbatan ishlatiladigan “koinot sarvari” perifrazalari shular jumlasidandir. Perifrazalarning
lingvokulturologik xususiyatlarini o‘rganish til va madaniy hayotning o‘zaro bog‘ligligini anglashga
yordam beradi. Ular orgali millat madaniyatiga xos dunyoqarash, milliy mentalitet, xarakter kabi sifatlar
yorgin namoyon bo‘ladi.

Bundan tashgari, perifrazalar psixolingvistik xususiyatga ham ega bo‘lib, ular quyidagilar orqgali
yaqqol ko‘zga tashlanadi. Nutqiy mulogot jarayonida tasviriy ifodalardan o‘rinli foydalanish inson
tafakkurida so‘zlarni gayta ishlash, uzatilayotgan ma’noni tushunish hamda ma’lumotlarni uzatish
jarayoniga o‘z ta’sirini o‘tkazadi. Nutqgiy jarayonda perifrazalardan foydalanishda ma’lumotlarni gayta
ishlash inson tafakkuri bilan o‘zaro bog‘liq bo‘lib, bu kontekstga bog‘liq ravishda amalga oshiriladi.
Perifrazalar, asosan, kontekstga bog‘ligdir, ya’ni ularning mazmuni aytilgan kontekstga garab o‘zgaradi.
Bundan tashgari, ma’lumotlarni uzatish va gabul gilishda perifrazalarning psixolingvistik xususiyatlarini
tadqiq etish ularning asosiy jarayonidir. Bu bir necha bosgichdan iborat bo‘lib, ular quyidagilardir:

1. Ma’lumotlarni qabul qilish.

2. Perifrazalarning miyadagi tahlil jarayoni.

3. Qayta ishlash bosqichi.

4. Ma’lumotlarni anglash, ularning o zaro bog ‘lanishi hamda umumiy ma nosini aniglash.

Perifrazalarning inson nutqida qo‘llanishi so‘zlarning yangi ma’no qirralarini ochishga yordam
beradi. Bundan tashqari, aytilgan so‘z birliklari inson xotirasida yaxshi saqlanib qolishi uchun ham
perifrazalarning ahamiyati beqiyos. Xususan, maktab ta’limida boshlang‘ich sinflarni o°qitish jarayonida
perifrazalardan unumli foydalanish orqali o‘quvchilarning uzatilayotgan ma’lumotlarni ko‘proq yodda
saqlab qolishlarida qo‘l keladi. Sababi, oddiy so‘zga nisbatan perifrazalar nisbatan ko‘p ma’lumot tashib,
insonlarning eslash qolish darajasini oshirishga xizmat qiladi. Qo‘shimcha sifatida aytish mumkinki,
perifrazalarning dominant va eksplikant qismlarini birgalikda takrorlash orqali ham uning ma’nosi yana
ham yaxshi xotirada saglanishi mumkin.

Xulosa. Muloqot jarayonida perifrazalardan foydalanish nutqning aniqligini ta’minlaydi. Sababi,
uzatilayotgan mazmun qo‘shimcha ma’no orqali boyitiladi. Tasviriy ifodalar orqali so‘zlar jamlanmasi
yaratilib, yangi mazmun hosil qilinadi. Ularning psixolingvistik xususiyatlari odamlarning miyasida
so‘zlarni gayta ishlash, ma’noni tushunish va ifoda etish jarayonlariga bevosita ta’sir giladi. Bundan
tashqari, perifrazalar o‘ziga xos pragmatik xususiyatlarga egaki, bunda ularning ma’nosi va ta’siri
foydalanuvchi hamda tinglovchilar o‘rtasidagi o‘zaro mulogot kontekstida yaggol hamoyon bo‘ladi. Ular
asosan, oddiy birliklarga garaganda nutgiy mulogot jarayoniga hissiy bo‘yoq bag‘ishlaydi. Masalan, “qo‘l
mehnati” tasviriy ifodasi orgali fagatgina ishlab chigarish jarayoni ko‘rsatibgina golmay, balki
mahsulotga mehr bilan yondashuv mavjudligi emotsiyasi ham aks ettiriladi. Bozor mahsulotlari orasida
ham ushbu mehnat turining gadrlanishi bejizga emas. Perifrazalardan mulogot jarayonida foydalanish

yordamida tinglovchiga ma’lumotni to‘liq va batafsil yetkazish mumkin. Jumladan, birgina “aql
___________________________________________________________________________________________________________________|
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gimnastikasi” tasviriy ifodasi orqali matematika va shaxmat aks ettirilsa-da, ular bilan shug‘ullanish
jarayonida tafakkurdan foydalanish, aglni ishlatish kabilar ushbu ifodaning asosiy xususiyati o‘laroq
namoyon bo‘ladi. Perifrazalardan nutq jarayonida foydalanishda shaxsiylashtirish ham ko‘zga tashlanadi.
Bunda ulardagi mulogot uslubi hamda so‘zlovchining shaxsiy fikrlari perifrazalar orqali uzatiladi.
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BADIIY MATNLARNING LINGVOMADANIY TAVSIFI VA TAHLILI

Annotatsiya. Badiiy matn madaniy jihatlarni tushunishda alohida o‘rin tutadi, chunki u turli xil
lingvistik elementlar amalga oshiriladigan murakkab lingvistik asardir. Har bir muallif o‘zining fikrlari va
vogelikni idrok etishini aks ettiruvchi o‘ziga xos dunyosini yaratadi, bu unga hayot va inson hagidagi
g‘oyalarini boshga odamlarga yetkazish imkonini beradi. Ushbu tadgigotda badiiy matnning madaniy kod
sifatida ahamiyati, uning milliy tafakkur va tarixiy kontekstni aks ettirishdagi roli o‘rganiladi. Abdulla
Qodiriyning “O‘tkan kunlar” romani o‘z xalgining madaniyati, gadriyatlari va tarixiy vogealarini badiiy
tasvir orgali namoyon etadi, bu esa o‘quvchiga millatning oziga xosligini, urf-odatlarini va mentalitetini
tushunishga yordam beradi.

Kalit so‘zlar: badiiy matn, badiiy asar, madaniy kod

AHHOTa].lI/ISI. Xy).IO)KﬁCTBeHHBIf/i TEKCT 3aHMMaeT 0CO000€ MECTO B ITOHMMAaHUH KYJIbTYPHBIX
ACIICKTOB, TIIOCKOJIBKY OH ABJIACTCA CJIOKHBIM JIMHIBUCTHYCCKHMM IIPOMU3BCACHUCM, B KOTOpPOM
PCATN3YIOTCA PA3JIMYHBIC JHUHIBUCTUYCCKUC 3JJICMCHTHI. Ka)K,I[BIfI aBTOp CO34acT YHI/IKaJ'ILHHﬁ MHp,
OTpa)KaIOHII/Iﬁ €ro B3IJIAbl U BOCIIPUATUC PCATIBHOCTHU, UTO IMMO3BOJIACT EMY NEPCAAThL CBOHU UACHU O JKU3HU
M YCJIOBEKE IAPYTrUM JIFOOSIM. B JaHHOM HCCJICOAOBaHHUU paCcCMAaTpPUBACTCA 3HAYECHHUE XYIOXKECTBEHHOTO
TEKCTa KaK KYJbBTYPHOI'O KOJa, €ro poJib B OTPAXXCHUW HAIMWOHAJIBbHOI'O0 MBIIUICHUSA U UCTOPUUYCCKOIO
koHTekcta. Poman A6aymibl Kameipu “YTrkan kynmap” (“MunyBiive THH) depe3 XyI0KECTBEHHOE
M300paKCHUE PACKPHIBACT KYJIbTYPY, IICHHOCTH U HCTOPUYECKHE COOBITHS CBOSTO HApOJa, YTO IIOMOTAEeT
YUTATCIIO MOHATh YHUKAJIBHOCTh HAallUH, eé Tpaguuu U MEHTAJIUTET.

KuroueBble c10Ba: Xy/10KECTBEHHBIN TEKCT, XyA0XKECTBEHHOE ITPOU3BEICHHUE, KYJIbTYPHBIH KO/,

Abstract. The artistic text serves a crucial function in the comprehension of cultural dimensions,
as it represents a complex linguistic construct wherein various linguistic elements are manifested. Each
author constructs a distinct world that mirrors their thoughts and perceptions of reality, thereby enabling
them to communicate their ideas concerning life and humanity to others. This study examines the
significance of the artistic text as a cultural code and its role in reflecting national consciousness and
historical context. Abdulla Qodiri’s novel “O‘tkan kunlar” exemplifies the culture, values, and historical
events of his people through artistic representation, facilitating the reader's understanding of the nation’s
uniqueness, traditions, and mentality.

Keywords: litrary text, litrary work, cultural code.

Kirish. Til milliy tafakkur xususiyatlarini aks ettiruvchi madaniyatning muhim gismi va uni
rivojlantirishning asosiy vositasidir. Yuriy Lotmanning fikriga ko‘ra, til nafagat madaniy xususiyatlarni
ifodalaydi, balki o‘zi ham madaniyat tashuvchisidir, chunki u matnlarda shakllanadi (Lotman, 1990).
Edvard Sapirning ta’kidlashicha, madaniyat jamiyat nima gilayotgani va o‘ylayotganini ifodalaydi, til esa
bu fikrlarni ifodalash vositasi bo‘lib xizmat giladi; bundan tashqari, tilning mazmunini madaniyatdan
ajratib bo‘lmaydi (Sapir, 1949).

Yevgeniy Vereshchaginning ta’kidlashicha, adabiy matnlar voqelikning oddiy aksi emas, balki
vogelikning ongli ravishda gurilgan modellaridir (Vereshchagin & Kostomarov, 1970). Nina Valginaning
go‘shimcha gilishicha, adabiy matnlar assotsiativ va obrazli tafakkur asosida, badiiy bo‘lmagan matnlar
esa mantiqiy fikrlash asosida yaratilgan. Shu bilan birga, badiiy matnlar uchun subyektiv va emotsional
jihatlar, nobadiy matnlar uchun esa obyektiv va mantiqiy jihatlar muhim ahamiyatga ega (Valgina, 2003).

Vladimir Belyaninning ta’kidlashicha, adabiy matnda muallif o‘zi tanish bo‘lgan vogelik
parchalarini tasvirlaydi va u uchun shaxsiy ma’noga ega bo‘lgan lingvistik elementlardan foydalanadi. U
badiiy matnning ham vogelik hodisasi, ham uni til elementlari orgali aks ettirish usuli ekanligini

ta’kidlaydi (Belyanin, 1988). San’at asari vogelikni anglash va hayotiy materialni badiiy gayta ko‘rib
-
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magsadi va mazmuni bor.

Asosiy gism. Badiiy matn megamatn deb nomlanuvchi kengrog madaniy kontekstga mos
keladigan muhim elementdir. Muayyan tarixiy davrda yaratilgan har bir adabiy matn o‘sha davrning
madaniy xususiyatlari bilan bir gatorda o‘zi mansub bo‘lgan xalgning o‘ziga xos xususiyatlarini ham aks
ettiradi. Bu dunyoni idrok etish va ma’lum bir jamiyatdagi odamlarning o‘zaro munosabatini
shakllantiradigan asoslar, an’analar va mentalitetni o‘z ichiga oladi. Bundan tashqari, adabiy matn nafagat
madaniy va tarixiy xususiyatlarni gayd etadi, balki muallifning shaxsiyati, shaxsiy tajribalari va hayotga
bo‘lgan garashlarini ham o°z ichiga oladi.

O‘quvchi badiiy matnga sho‘ng‘iganda uning mazmunini idrok etibgina golmay, balki avvalgi
avlodlar tomonidan to‘plangan madaniy tajribani ham o‘zlashtiradi. Asarni o‘gish orgali inson matnga
kiritilgan madaniyat me’yorlari va gadriyatlarini tushunish va o‘zlashtirishni boshlaydi. Shunday qilib,
o‘quvchi shunchaki tashqgi kuzatuvchiga aylanmaydi; u madaniy kodni yetkazish va o‘zlashtirish
jarayonida faol ishtirok etadi. Ushbu kod har bir xalg uchun o‘ziga xos bo‘lgan va vaqt o‘tishi bilan
o‘zligini saglab golishga yordam beradigan ramzlar, ma’nolar va an’analar to‘plamidir.

Badiiy matnlar ijtimoiy-tarixiy va badiiy-estetik tajribani “uzatuvchi kanal” bo‘lib xizmat giladi.
Ular insoniyat madaniyatining bargaror rivojlanishini ta’minlaydi va uning xilma-xilligida sivilizatsiyani
saglashga yordam beradi. Adabiyot asarlarida turli xalglarning tili, madaniyati va tafakkur tarzidagi
farglar qayd etilgan. Bu farglar, aynigsa, har bir til madaniyatining milliy o‘ziga xosligini yaqqol
ifodalovchi badiiy adabiyot prizmasi orgali sezilarli bo‘ladi. Badiiy matnlardagi milliy-madaniy
ma’lumotlarni madaniy kod sifatida tavsiflash mumkin. Bu kod har ganday xalgning mavjudligi va
rivojlanishining asosidir. Xalg davom etishi va rivojlanishi uchun o‘zining madaniy kodini saglab qolishi
kerak — bu uning o‘ziga xosligi uchun o‘ziga xos asosdir. Ushbu kodning badiiy asarlarda
mustahkamlanishi uni nafagat bir millat doirasidagi kelajak avlodlarga, balki boshga xalglarga ham
yetkazish imkonini beradi, bu esa o‘zaro tushunish va madaniy gadriyatlar almashinuviga yordam beradi.

Muhokama va natijalar. Madaniy kod ko‘pincha milliy mentalitet deb ham ataladi. U nafaqat
an’ana va urf-odatlarni, balki fikrlash, dunyoni idrok etish va turli hodisalarga hissiy munosabatni ham
0‘z ichiga oladi. Har bir xalgning o‘ziga xos mentaliteti shakllanadi, bu uning tilida, san’atida, kundalik
hayotida namoyon bo‘ladi. Badiiy asarlar ana shu mentalitetni aks ettiruvchi o‘ziga xos oynaga aylanadi
va shu orgali o‘quvchiga nafagat matnning o‘zi, balki u paydo bo‘lgan madaniyatni ham chuqurroq
anglash imkonini beradi.

Badiiy matnni lingvomadaniy ma’lumotlar manbayi sifatida o‘rganishni o‘zbek romanchiligi
asoschisi Abdulla Qodiriyning o°zbek adabiyoti roman janridagi ilk asar sifatida tanilgan "O‘tkan kunlar"
romani misolida ko‘rsatish mumkin. Asarda o‘z xalgining o‘tmishi, milliy madaniyati va gadriyatlariga
bo‘lgan sobit munosabat, millatning kelajagini uning erkida, ozodligida, ma’rifatida ko‘rish, o‘zbekona
tafakkur, o‘zbekona urf-odat, o‘zbekona xarakter va obraz, o‘zbekona mentalitetni betakror badiiy tasvir
vositalari orgali tasvirlab berish Abdulla Qodiriyning bosh magsadi bo‘lgan. Shuning uchun ham asarni
o°zbek xalqi qadriyatlarining badiiy “qomusi” deyishimiz mumkin.

Romandagi uchlik — oshiq, ma’shuga va ag‘yor, bir qarashda, an’anaviy ishq dostonlarini ham
eslatadi. Unda Otabek bilan Kumushning toza muhabbati, ishgiy kechinmalari, baxti va baxtsizligi juda
zo‘r mahorat bilan ko‘rsatiladi. Asardagi juda kam insonlar qalbidan chuqur joy oladigan bir “durri
bebaho” — ishg-muhabbat tuyg‘usiga doir inja tafsilotlar kitobxonni hayajonga soladi. Otabek bilan
Kumushning saodatli onlaridan mahrum etgan fojiaviy sahnalar kishini chuqur o‘yga toldiradi. Muallif
oshiglarning ishqiy sarguzashtlari bahonasida muayyan tarixiy davrni — Turkistonning rus bosqini
arafasidagi ahvoli, qora kunlarini ko‘z oldimizda gavdalantiradi. Ayni damda o‘lkaning tutqunlikka
tushishining bosh sababi jaholat, qoloqlik va o‘zaro ichki nizolardir, degan fikrni g‘oyat ustalik bilan
asarning mazmun-mobhiyatiga singdiradi.

Abdulla Qodiriy so‘zida o‘quvchini o‘ziga bog‘lab turadigan, insonni o‘ziga ohanrabodek
tortadigan quvvat bor. Buni o‘quvchi sezmasligi mumkin emas. Aynan so‘zning ta’siri bois Kumush
o‘lgan sahnada ho‘ng-ho‘ng yig‘laydi kitobxon. Aytmoqchi, bu epizodning o0‘zi yig‘lab yozilgan. Demak,
adibning titragan, ichikkan, o‘ksigan yuragi shu sahifalarga ko‘chgan. Badiiy ijoddagi bir qonuniyat
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shuki, mujmal tasavvurlar mujmal ifodalanadi, yig‘lab yozilgan sahifalar yig‘lab o‘qiladi. Chinakam
adibning estetik dunyosi, ijodkor galbi ana shunday sahifalarga muhrlanadi.

Abdulla Qodiriy romanlarini o‘zbek adabiy tilining zamonaviy ko‘rinishda shakllanayotgan bir
davrda yozdi. Adabiy tilning rutbasi, magomi yuksalishida adibning xizmati katta bo‘ldi. Til millatni
birlashtiruvchilik qudratiga ega qadriyatdir. Qodiriyshunos olimlar fikriga e’tibor berilsa, Abdulla
Qodiriy toshkentlik bo‘la turib 0‘z romanlarida mahalliy sheva unsurlarini umuman qo‘llamaydi. Hatto
gahramonlarining nutgini individuallashtirishda ham boshga badiiy vositalardan foydalanadi. Demak,
adib shu zaylda bor mahorati bilan o‘zbek adabiy tilining boyligini, o‘zbek tilining keng imkoniyatlarini
namoyish ham giladi.

“Tana buzogning turqi tuqg ‘anig‘a tamg‘a” yoki “...oldidagi ovni ko ‘rmay, uzogdagi yovni
ko ‘radi”, “Xonning qo ‘yini boqish uchun, qovoqlarni belga taqish uchun...”, “Endi ko ‘rsam, miltigning
o ‘qidek, pushti gulning to ‘qidek kelinim bor ekan” Kkabi yuzlab xalqona iboralardagi saj, ritm va latiflik
adib asarlari tiliga, gahramonlari nutgiga joziba baxsh etadi.

Abdulla Qodirly bejiz: “O°zbek tili kambag‘al emas, balki o‘zbek tilini kambag‘al
deguvchilarning o‘zi kambag‘al. Ular o‘z nodonliklarini o‘zbek tiliga to‘nkamasinlar’, degan fikrni
aytgan emas. Aynan o‘zbek tilining naqadar boy imkoniyatlarga egaligini asarlari bilan isbotladi.
Qolaversa, ma’rifatli bir ziyoli sifatida o‘zbekning so‘zi uchun, adabiy tilning istigboli uchun qayg‘urdi.
Abdulla Qodiriy ijodidagi bunday chin hagigatni har kim har doim yodda tutmog‘i lozim.

“O‘tkan kunlar” xayoliy va hayotiy omillar uyg‘unligida maydonga kelgan ulkan bir ma’naviyat
gasriki, uning ichkarisiga kirgan odam insoniyat abadiyatiga daxldor tushunchalarning badiiy talginiga,
eng nafis his-tuyg‘ularning betakror tasviriga, o‘zaro chambarchas bog‘langan ijtimoiy va individual
holatlar zanjiriga duch keladi, aqli hayron goladi.

Xulosa. Shunday qilib, badiiy matn shunchaki adabiy asar emas; milliy va madaniy
ma’lumotlarning muhim manbaidir. Bunday matnlarni o‘gish orgali odamlar nafagat badiiy obrazlar,
syujetlardan bahramand boc‘lishlari, balki bu asarni yaratgan xalg madaniyati va tarixi haqidagi
tushunchalarini ham boyitadilar. Shu nugtai nazardan, badiiy adabiyot madaniy merosni asrab-avaylash
va yetkazishning muhim vositasi bo‘lib xizmat giladi.

Badiiy matnlar madaniy xususiyatlar va tarixiy vogealarni gamrab olish qobiliyatiga ega bo‘lib,
o‘quvchilarga ularni o°z tajribalari bilan bog‘lash imkonini beradi. Bu tagqoslash o‘z madaniyatingizni
ham, boshga xalglar madaniyatini ham chuqurrog tushunishga olib kelishi mumkin. Adabiyot odamlarga
inson tajribasining murakkabligini va dunyoni idrok etish usullarining xilma-xilligini tushunishga yordam
beradi. Badiiy matnlar, aynigsa, “O°tkan kunlar” kabi asarlar, o‘quvchilarga fagatgina estetik zavq
bermasdan, balki madaniyatning o‘ziga xos belgilarini, gadriyatlarini va tarixiy tajribalarini uzatish
imkonini beradi. Shunday qilib, adabiyot, madaniy merosni saglash va rivojlantirish jarayonida muhim
rol o‘ynaydi va turli xalglar o‘rtasida o‘zaro tushunishni kuchaytiradi. Qodiriy asari nafagat o‘zbek
millatining badiiy “gomusi”, balki global madaniyat kontekstida ham o°ziga xos o‘rin tutadi.
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DIE SEMANTISCHE DISTINKTION ZWISCHEN PERFEKT UND PRATERITUM IM
DEUTSCHEN

Annotatsiya. Maqola nemis tilida o‘tgan zamoni ifodalaydigan kki shakl — perfekt va
preteritumga bag‘ishlangan. O‘tgan zamonni ifodalashda har ikkala shakl sermahsul go‘llanadi, shunga
garamasdan gator semantik va uslubiy farq mavjud. Jumaladan perfekt og‘zaki nutq va gisqa xabarlarda,
preteritum esa yozma nutq hamda hikoya janridagi matnlarda ko‘p qo‘llanadagi. So‘zlovchi yo
muallifning magsadiga garab ikkala shakl turli nutqiy amal va vaziyatda almashinib go‘llanish hollari
ham uchraydi. Mazkur magolada aynan shu holatlar tadgigotchi tomonidan alohida tahlilga tortilgan.

Kalit so‘zlar: perfekt, imperfekt, zamon, semantika, konstruksiya, ma’no, pluskvamperfekt, vaqt,
fe’l.

AHHOTaIII/IH. Cratbs MOCBALIICHA OBYM (1)0pMaM npomeamero BpeMEHU B HCMCUKOM S3bIKC —
nepdexty u nperepurym. O6e (GOpMBI MPOJYKTUBHO HCIONB3YIOTCS Uil BBIPRKEHHS IPOLICIIIETO
BpCMCHHU, OIAHAKO HMCECTCA psAd CMBICIOBBIX W CTHIIMCTUYCCKUX pasnnqnﬁ. Hep(beKT qacTo
yIoTpebIsieTcsl B YCTHOM Peud M KOPOTKUX COOOIICHHSX, a (hopMa MpeTepuTyMa — B MUCbMEHHOHN pedn U
MOBECTBOBATENLHBIX TEKCTaX. B 3aBHCHUMOCTH OT [CJIn TOBOpPALIECTO MM aBTOpa 0o0e (bOpMLI
B3aUMO3aMCHACMbBI HUCIIOJIB3YIOTCA B PA3HBIX PEUYCBLIX )J;GIZCTBPISIX U CUTyalusiIx. B I[aHHOfI CTaThe DTHU
CJIydau OTACIBbHO MPOAHAJIU3UPOBAHBI UCCICAOBATCIICM.

KawueBbie ciaoBa: mepdekT, uUMIEpPeKT, BpeMs, CEMaHTHKA, KOHCTPYKLUS, 3Ha4YeHHE,
IDTFOCKBaMTIEp(EKT, BpeMsl, TIaro.

Abstract. The article is devoted to two forms of the past tense in the German language - Perfekt
and Priteritum. Both forms are productively used to express the past tense, but there are a number of
semantic and stylistic differences. The Perfekt is often used in speech and short messages, and the
Préteritum form is often used in writing and narrative texts. Depending on the purpose of the speaker or
author, both forms are used interchangeably in different speech acts and situations. In this article, these
cases are analyzed separately by the researcher.

Keywords: perfect, imperfect, time, semantics, construction, meaning, plusquamperfect, tense,
verb.

Einleitung. Ein zentrales Problem der deutschen Tempussemantik betrifft die Abgrenzung von
Priteritum und Perfekt. R.Thieroff [1992: 165] diskutiert die Vielfalt der Theorien zur Abgrenzungsfrage
und verweist darauf, dass in dlteren Grammatiken das Perfekt von seiner Entstehung im
Althochdeutschen her oft als présentische Resultativkonstruktion gesehen wurde. Er verweist auf
Moskalskaja [1975: 103], die kritisch feststellt:

“Die aktionsartméBige resultative Bedeutung der althochdeutschen Wortfiigungen: haben, eigen,
sin + Partizipium Perfekt transitiver und terminativer intransitiver Verben, aus denen das heutige Perfekt
und Plusquamperfekt entstanden waren, wurde ohne Riicksicht auf spateren Wandel in der Bedeutung
dieser Verbalformen auf das Perfekt und das Plusquamperfekt des Neuhochdeutschen iibertragen”.

Hauptteil. Ausgehend von der historisch motivierten Fragestellung ergab sich eine neue
Diskussion: Ist das Perfekt ein Tempus oder ein Aspekt oder beides? Diese Frage wird in neueren
Arbeiten oft gestellt und bei Ehrich / Vater (1989) in den Mittelpunkt der Analyse des Perfekts geriickt.

Gemal der Aspekthypothese ist das Perfekt primér aspektuell und erst davon abgeleitet temporal
zu deuten. So sagt Glinz [1970:149] — dass man das Perfekt “keineswegs einfach als eine "Vergangenheit'
sehen darf, ... das Wesentliche ist das Moment 'durchgefiihrt, vollzogen, abgeschlossen”.
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Ob etwas in der Vergangenheit vollzogen wurde oder fiir die Zukunft erwartet wird, hange vom
Kontext ab. Glinz will damit die Tatsache erkldren, dass ein Satz wie Paul hat das Buch gelesen sich auf
ein vergangenes oder zukiinftiges Ereignis beziehen kann.

Die Tempushypothese sieht hingegen die Bedeutung des Perfekts als “Vergangenheit , d.h. mit
der Bedeutung des Priteritums dquivalent (so z. B. Admoni 1966). Unterschiede in der Verwendung der
beiden Tempora werden bei synchroner Betrachtung pragmatisch erklért, in diachroner dialektologisch
durch den oberdeutschen Prateritumschwund, der im oberdeutschen Bereich zur Ersetzung des
Prateritums durch das Perfekt fiihrte.

Nach der Ambiguitatshypothese hat das Perfekt in einigen Féllen eine temporale Bedeutung
“Vergangenheit” und in anderen eine aspektuelle, die D. Wunderlich als “Vollzug” oder “Abschluf3”
charakterisiert.

Ehrich / Vater [1989: 106ff] wvertreten die (auf Reichenbach 1947 basierende)
Komplexititshypothese, nach der das Perfekt gleichzeitig temporale und aspektuelle Eigenschaften hat,
wobei das Verhiltnis zwischen Tempus und Aktionsarten eine Rolle spielt. Als Ausgangspunkt dienen
Sitze wie die folgenden, in denen Perfekt und Préteritum kontrastieren:

1a. Goethe ist gestorben.

1b. Goethe ist 1832 gestorben.

2a. Goethe starb.

2b. Goethe starb 1832.

Die iiberraschende oder komische Wirkung, die (1a) - anders als (2a) - heute geduBert (z.B. als
Uberschrift einer satirischen Zeitschrift) hervorruft, ist darin begriindet, dass das Perfekt nach Comrie
(1976) “Gegenwartsrelevanz” hat.

In (1b) ist der kuriose Effekt von (la) nicht spiirbar, weil das Temporaladverbial die
“Gegenwartsrelevanz” des Perfekts aufhebt, also nicht als “brandneue” Nachricht verstanden wird,
sondern als Mitteilung iiber echt Vergangenes und dann mit dem Préteritum austauschbar ist (2b). Jetzt
sieht es aus, als hatten die Vertreter der Ambiguitdtshypothese recht: In (1a) wéire demnach das Perfekt
rein aspektuell, in (1b) rein temporal zu interpretieren. Die Ambiguitétshypothese kann jedoch nicht
erkldaren, warum (3), obwohl nicht durch ein Adverbial modifiziert, nicht als gegenwartsbezogen
interpretiert wird.

3. Goethe hat in Weimar gelebt.

Dieser Satz lasst sich auch nicht als Vollzug erkldren. Wir gelangten zur Auffassung, “dal dem
Perfekt im Rahmen der Komplexititshypothese eine einheitliche grammatische Bedeutung als
Grundbedeutung zugewiesen werden kann. Obwohl die Grundbedeutung des Perfekts stets dieselbe ist,
wird man das Perfekt von Verben unterschiedlicher Aktionsart unterschiedlich deuten: bei resultativen
Verben ... als Prasensperfekt, bei durativ-nicht-resultativen Verben ... als unbestimmte VVergangenheit und
bei nicht-durativ-nichtresultativen Verben ... als Perfekt der unmittelbaren Vergangenheit” [Ehrich/Vater
1989:109f].

Der Gebrauch von Perfekt und Priteritum in der geschriebenen und gesprochenen Sprache
zeichnet sich durch andere Merkmale aus. Stellt man die Standardsprache in den Mittelpunkt, setzt man
sich unter Umstdnden dem Vorwurf aus, die wirklichen Verhéltnisse nur verzerrt wiederzugeben.

Der im Sprachsystem angelegte und in bestimmten Textsorten bzw. von eini-gen Sprechern auch
heute noch bewusst genutzte Unterschied zwischen Perfekt und Préteritum ist im Sprachgefiihl des
Nichtlinguisten offenbar kaum noch vorhanden.

Hennig legte (2002:30) den Befragten den Werther-Schluss vor (4a), und eine zweite Version
(4b), in der zuerst das Perfekt und dann das Préteritum steht.

4a. Handwerker trugen ihn. Kein Geistlicher hat ihn begleitet.

4b. Handwerker haben ihn getragen. Kein Geistlicher begleitete ihn.

Dazu sollte angegeben werden, ob die beiden Mini-Texte unterschiedlich zu interpretieren sind
und worin der Unterschied zwischen ihnen besteht. Die Mehrheit der Befragten sah keinen Unterschied.
Diejenigen, die einen Unterschied feststellten, konnte das in der Regel nicht begriinden.

Die Frage lenkt die Aufmerksamkeit auf die Begriindung der Abfolge und damit in eine

Sackgasse. Besser wire es gewesen, eine lingere Passage vorzugeben und gezielter danach zu fragen,
- - - - - -
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warum an einer Stelle das Perfekt im Unterschied zum Préteritum gewéhlt wurde. Es ist auerdem zu
unterscheiden zwischen der Sprachkompetenz einerseits und der Féhigkeit, eine vorliegende sprachliche
Distinktion zu beschreiben, andererseits. Wir meinen aullerdem, dass im Werther-Schluss der Kontrast
zwischen Perfekt und Préteritum nur schwach und vermittelt vorhanden ist.

In der Umgangssprache gibt es die Tendenz, verstirkt oder auch aus- schlieBlich das Perfekt zu
verwenden (und verstirkt oder ausschlieBlich das Présens als Zukunftsausdruck). Wollte man sich
konsequent nur auf die (gesprochene stiddeutsche) Umgangssprache und die Sprachkompetenz beziiglich
dieser Umgangssprache beziehen, gébe es eventuell nur die Tempora Prisens, Perfekt und Doppelperfekt.

Hennig (2000:179) bezieht Daten zur gesprochenen Sprache vor allem aus Talkshows. Sie hat
Nachmittags-Talkshows ausgewihlt, die sie auch als “Trivial-Talk” bezeichnet, und sie betont, dass hier
“trotz der medialen Offentlichkeit Umgangssprache gesprochen wird". Die Korpusanalyse ergibt ein
Verhiltnis von 56,14 % Perfektformen zu 43,86 % Priteritumformen. Dabei entfallen nach Hennig 86,8%
der Prateritumformen auf nur 14 Verben, vgl. (ebd.: 181). Das sind folgende Verben: denken, diirfen,
geben, haben, kénnen, kommen, miissen, sagen, sein, stehen, werden, wissen, wollen.

Es handelt sich um Hilfsverben und einige hiufig gebrauchte Vollverben, zwei perfektive (geben,
kommen) und fiinf imperfektive Verben (haben als Vollverb und denken, sagen, stehen, wissen). Daraus
folgt ziemlich zwangslaufig, dass in diesen Texten von einem semantischen Unterschied zwischen Perfekt
und Préateritum kaum die Rede sein kann.

Was jedoch fehlt, ist die Gegenprobe zu anderen Beispielen gesprochener Sprache, zu weniger
trivialen Fernsehangeboten (niveauvolleren Talkshows, Interviews) und auch zu umgangssprachlichen
Erzdhlungen. Das andere Korpus gesprochener Sprache bilden Fufiball-live-Reportagen. Diese sind
wegen der sehr speziellen Kommunikationssituation keine geeignete Gegenprobe fiir miindliche
Standardsprache.

Hennig bemerkt, dass eine “pauschale Gegeniiberstellung gesprochener und geschriebener
Sprache nicht ausreicht und dass es flieBende Ubergiinge gibt. Dennoch leistet sie einer Pauschalisierung
Vorschub, wie bereits das Eingangszitat zeigt, weil meist doch nur von gesprochener Sprache die Rede ist
und nicht unterschieden wird zwischen gesprochener Standardsprache und gesprochener
Umgangssprache. Was Hennig an der Textsorte des Trivial-Talks nachweist, ist der Verlust der
semantischen Opposition von Perfekt und Priteritum in den untersuchten Texten, also nicht in der
gesprochenen Sprache an und fiir sich, sondern in einem Korpus der gesprochenen Umgangssprache.

Hennig meint, dass die meisten Darstellungen des deutschen Tempussystems von den
Gegebenheiten der geschriebenen Sprache ausgehen. Zutreffend ist, dass die meisten Darstellungen nicht
von Korpusanalysen ausgehen und oft nicht von belegten Sédtzen, sondern von selbst gebildeten
Beispielen. Wenn man sich fragt, ob man diese selbst gebildeten Beispiele der gesprochenen oder der
geschriebenen Standardsprache zuordnen wiirde, dann muss man neben der geschriebenen Sprache auch
fiir die gesprochene Sprache, und zwar des Alltags, votieren. Denn die selbst gebildeten Beispiel-Satze
der Linguisten sind oft nicht besonders geistreich und beziehen sich auf recht banale Alltagssituationen
nach dem Muster von Heilenbiittels Linguistenherbst: Karichen fihrt Roller. Zuzugeben ist, dass das
Verhiltnis von Perfekt und Préteritum insofern ganz wesentlich ein Problem des Verhéltnisses von
gesprochener und geschriebener Sprache ist, als das Perfekt in der gesprochenen Sprache verstérkt
anzutreffen ist und das Préteritum verstirkt in der geschriebenen Sprache. Dennoch meinen wir, dass die
semantische Opposition von Perfekt und Préteritum auch in der gesprochenen Standardsprache zumindest
in den nordlichen und mittleren Sprachgebieten bestehen bleibt. Dafiir, dass es in der gesprochenen
Standardsprache eine grofere Affinitdt zum Perfekt gibt als in der geschriebenen Standardsprache, ist
namlich auch die gednderte Kommunikationssituation verantwortlich und nicht nur die Tendenz der
Einebnung der Opposition in der gesprochenen Sprache abhéngig von der jeweiligen Néhe zur
Umgangssprache.

Des Weiteren ist anzunehmen, dass die Differenzierung von Perfekt und Priteritum und von
Prasens und Futur sich unter dem Einfluss der Schriftlichkeit ausgeprigt hat. Den Einfluss der
Schriftlichkeit auf die Entwicklung des Deutschen, also Schriftlichkeit als einen diachron zu
beriicksichtigenden Faktor, betont Agel [1999; 2003]. Die Differenzierung ist aber an der gesprochenen

Standardsprache nicht sozusagen spurlos voriiber gegangen. Zu bedenken ist auch die passive Fahigkeit.
-~ |
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Wenn auch wenige schreiben, so lesen doch viele, auch z. B. Trivialromane, also viele Texte im
Préteritum. Insofern sehen wir die in der Tempusforschung erzielten Ergebnisse fiir die Standardsprache
als représentativ an, auch wenn zwischen geschriebener und gesprochener Sprache in der Regel nicht
unterschieden wird.

Anders liegen die Verhéltnisse in Dialekt und Umgangssprache. Naheliegend scheint hier
folgende Hypothese: In einzelnen Dialekten und Umgangssprachen des Deutschen ist dei Abldsung des
Priteritums durch das Perfekt bereits weitgehend erfolgt, und das Perfekt ist hier ein einfaches
Vergangenheitstempus ohne spezifische Perfekt-Effekte. Ferner ist es in einzelnen Dialekten und
Umgangssprachen nicht zu einer spezifischen Ausbildung des Futurs als Zukunftsausdruck gekommen.
Diese Aussagen gelten mit der Einschrankung, dass es in der Zeit der Massenmedien eine hermetische
Abgrenzung zwischen Standardsprache einerseits und Dialekt und insbesondere Umgangssprache nicht
gibt. Umgangssprachen und Dialekte sind selbstverstindlich auch keine Weiterentwicklungen der
Standardsprache. Das miissten sogar Degenerierungen sein, was eine Sicht wire, wie sie vor Beginn der
wissenschaftlichen Beschéftigung mit dem Thema anzutreffen war. Vielmehr entwickeln sich
Standardsprache und Dialekte und Umgangssprachen selbstindig und nach Entstehen der
Standardsprache parallel, wenn auch nicht unabhingig voneinander.

Das aber Dialekte und Umgangssprachen beim Verhiltnis von Perfekt und Préteritum eine
Entwicklung vorausnehmen, der auch die Standardsprache unterliegen wird, ndmlich den Verlust des
Priteritums und der Differenzierungen zwischen Perfekt und Préteritum, halten wir fiir sehr fraglich. Man
sollte eher annehmen, dass es innerhalb der Dialekte erst gar nicht zu der standardsprachlichen
Opposition von Perfekt und Prateritum gekommen ist.

Blickt man andererseits auf die universelle Tendenz der Entwicklung des Perfekts zu einem
einfachen Priteritum, konnte man annehmen, dass das gleiche Schicksal auch das Perfekt der deutschen
Standardsprache ereilen wird. Man muss aber unterscheiden zwischen Sprachen mit einer Tradition der
Schriftlichkeit und nur oralen Sprachen. Hier liegen unterschiedliche Entwicklungsbedingungen vor. Der
Abschleifungsprozess der komplizierten semantischen Perfekt- und Imperfekt-Effekte scheint in der
Sprachverwendung auch innerhalb der Standardsprache einerseits wahrscheinlich. Dagegen spricht
andererseits, dass das in einer modernen verschriftlichten Sprache eine Einbulle an differenzierenden
semantischen Moglichkeiten wére. Zu bedenken ist also das heutige Gefiige der Existenzformen mit einer
Standardsprache im Zentrum, die allerdings wiederum in sich variiert. Die Ablosung des analytischen
Futurs durch das Prasens und die Aufgabe dieser standardsprachlichen Errungenschaft scheinen noch
unwahrscheinlicher.

Wir haben im Perfekt-Kapitel die Implikaturen rekonstruiert, die zu den heutigen Bedeutungen
gefiihrt haben. Mit den sich ergebenden Perfekt-Effekten ist das Perfekt sozusagen prédestiniert fiir die
Miindlichkeit. Denn solche Merkmale wie GEGENWARTSRELEVANZ, AUSSENPERSPEKTIVE,
GANZHEIT-LICHKEIT, SUBJEKTIVE ABGESCHLOSSENHEIT sollten fiir kurze Mitteilungen in
Dialogen charakteristisch sein. Insofern kam die sich entwickelnde Perfektform kommunikativen
Bediirfnissen der gesprochenen Sprache entgegen. In Dialekten und bestimmten Umgangssprachen ist das
Perfekt dann aber zu der vorrangigen Vergangenheitsform geworden mit dem Ergebnis, dass die zunéchst
mogliche Distinktion gegeniiber dem Préteritum gar nicht erst entwickelt wurde.

Auch standardsprachlich bleibt eine wesentliche Affinitdt zwischen Perfekt und Miindlichkeit
einerseits und Priteritum und Schriftlichkeit andererseits. Aus unserer Sicht ist das dem semantischen
Umstand geschuldet, dass es in miindlicher Kommunikation héufiger auf die semantischen Effekte des
Perfekts ankommt als auf die des Préteritums. Fortlaufendes Erzéhlen und damit das Préteritum sind
typischer fiir geschriebene Texte als fiir gesprochene Texte, da letztere unvergleichlich stirker dialogisch
sind. Wir fiihren also die Affinitdt von Miindlichkeit und Perfekt und von Schriftlichkeit und Priteritum
in der Standardsprache auf die semantische Opposition von Perfekt und Préteritum zuriick.

Dass sich in die standardsprachliche miindliche Kommunikation auflerdem leichter
Umgangssprachliches einmengt als in Schriftsprachliches, sollte nicht {iberraschen. In der
Umgangssprache gibt es den Zusammenhang mit Miindlichkeit einfach dadurch, dass Umgangssprache
meist nur miindlich verwendet wird. Andererseits ist miindliche Kommunikation oft privat. Bei

schriftlichen privaten AuBerungen ist das Vorbild der Standardsprache stirker prisent, weil das
___________________________________________________________________________________________________________________|
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Zusammenfallen von Schriftlichkeit und Standardsprache und Miindlichkeit und Umgangssprache trotz
Rundfunk und Fernsehen noch immer als sehr typisch empfunden wird. Der Prototyp von
Standardsprache ist die Schriftsprache. Das Wort Text wird prototypisch als schriftlicher Text verstanden.
E-Mail, Chat und SMS bringen neue Momente hinein. SMS werden von Jugendlichen oft im heimischen
Dialekt bzw. in der Umgangssprache verfasst. Aber auch die Moglichkeit und der Anlass, gegebenenfalls
ausgiebiger fortlaufend zu erzihlen (also der semantische Faktor) sind in schriftlichen AuBerungen m. E.
grofer.

Hennig [2000: 69f.] hat auch private Briefe untersucht und mit offiziellen Briefen verglichen. Es
stellt sich heraus, dass in privaten Briefen das Préteritum wesentlich stirker vertreten ist als in der
gesprochenen Sprache des Trivial-Talks. Das spricht fiir den Einfluss der Schriftlichkeit. Interessant wére
es, die Textsorten des Trivial-Talks und des privaten Briefes ndher zu untersuchen. Zu vermuten ist im
Brief zusammenhéngende und entspannter Erzdhlen. Dass im offiziellen Brief das Perfekt tiberwiegt,
sollte natiirlich darauf zuriickgehen, das hier seltener oder kaum erzahlt wird.

Wir gehen also trotz der unterschiedlichen Affinitdt der Vergangenheits-tempora zur
gesprochenen bzw. geschriebenen Sprache von einer semantischen Distinktion zwischen Perfekt und
Priteritum aus. Diese Distinktion betrifft im Grundsatz die Standardsprache unabhingig von
Schriftlichkeit oder Miindlichkeit, aber nicht Dialekt und Umgangssprache. Wir werden im Folgenden
auch die Labilitét dieser Opposition beriicksichtigen.

Wir rdumen ein, dass eine weitere Differenzierung der gesprochenen Standardsprache selbst zu
beachten ist, zwischen der nordlichen und der siidlichen Standardsprache -einschlieBlich des
osterreichischen Standards. Hier scheint auch standardsprachlich im miindlichen Sprachgebrauch
typischerweise nur das Perfekt Verwendung zu finden.

Das Priteritum verschwindet nur partiell aus einer mehr nordlich gelegenen Umgangssprache, die
wir hier im Auge haben. Es steht oft aus den gleichen Griinden wie in der Standardsprache im Perfekt-
Kontext. Es steht dann zwar fakultativ, aber relativ haufig bei Zustandsverben und auch Verlaufsverben
und in komplexen Pridikaten, z. B. beim Passiv. Das Priteritum kommt hier aber auch als ein
spezifisches Erzéhltempus vor.

Als Belege fithren wir zwei Textpassagen an. Bei (27) handelt es sich um Teile einer
Radioreportage liber eine Spinnstube im Brandenburgischen (Info Radio Berlin).

5a. Ich kenne das ja richtig von frither. Das haben wir zu Hause selber gelernt. Im Krieg gab's ja
keine richtige Wolle, und da haben dann die Alteren die Omas und Muttis angefangen wieder zu spinnen,
Spinnrider besorgt, und denn habe ich das so mitgekriegt und mir auch angenommen. Und nun ist es ein
bisschen populir wieder. Dann haben wir sogar Rocke gestrickt und damit tanzen gegangen, richtig
Wolle ja, Zopfmuster und sind tanzen gegangen.

5b. Wir hatten zu Hause auch ein Spinnrad, ja. Wir hatten Schafe und so. Das hatten wir alles,
und da haben wir es eben gemacht, und mein Mann hat ja Spinnrdder alleine gebaut. Das hat er zu Hause
gemacht, und eins haben wir noch. Das steht aber in Guben bei der Tochter. Da habe ich es hingegeben.

5¢. Ich kenn’s von Thiiringen noch. Da wurde richtig Spinnstube gemacht. Bin aus der Schule
gekommen und hatte noch keine Lehrstelle und war ein Jahr beim Bauern, und dann haben die Leute dort
mit eingeladen. Das waren aber alles junge Leute. Und da wurde so ne Stunde, zwei Stunden gearbeitet,
gesponnen, gestrickt, gesungen, viel Witze erzéhlt, und dann kamen die Herren und haben die ganze
Sache unsicher gemacht. Das war dann das Schonste. Darauf wartete man denn schon.

5d. Beim Federnschleusen. Da sind denn die Jungs gekommen. Wir sind ja von Haus zu Haus,
wer eben Génse hatte, Federn schleusen, und da sind denn die Jungs gekommen und haben denn
Sperlingerin gelassen auf en Tisch und da flogen die Federn. Ja das hat Spal gemacht. Wir haben ja
schon gewartet, dass sie kommen sollen.

5e. Mein Bruder hat zu Hause dreif3ig bis vierzig Schafe gemacht, und die Wolle war einfach mal
da, und weil} nicht, wohin damit, und da haben wir angefangen zu spinnen.

5f. Ich hab mal schon gesponnen in den 50er Jahren mit meiner GroBmutter. Wir haben
gesponnen. Wir haben Flachs gemacht und gewebt, Sidcke gewebt, Schiirzen gewebt aus Flachs, Leinen.
Aber nun ist nie mehr Zeit gewesen. Ich habe jetzt schon gesponnen zwei Knéule zu Hause.
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Sarah Kirsch hat vor 30 Jahren einige Lebensberichte auf dem Tonband aufgenommen (Sarah
Krisch: Die Pantherfrau. Fiinf unfrisierte Erzahlungen aus dem Kasseten-Recorder, Berlin 1974: Aufbau).
Wir geben den Beginn und einen Ausschnitt der Erzédhlung “Bewegte Jahre” [ebd.: 31f. und 37[ wieder.

6a. Ich bin 1911 geboren, in einer Arbeiterfamilie. Mein Vater war Dreher, meine Mutter
Zigarettenarbeiterin. Das war in Jiirgicht bei Dresden. Wir sind nach Dresden gezogen, meine Kindheit
und Jugend waren eigentlich — wie es in einer Arbeiterfamilie {iblich war, bin ich grol geworden. Mein
Vater ist meiner Erinnerung nach viel arbeitslos gewesen. Es war eine sehr komplizierte Situation bei uns
zu Hause, es hat am Notwendigsten gefehlt, und die Mutter hat schwer gearbeitet. Mein Vater war
Gewerkschafter, hat auch an dem groflen Metallarbeiterstreik teilggnommen, aber eine bewusste
politische Erziehung hat es in meinem Elternhaus nicht gegeben. Sie begann, als ich meinen Mann
kennenlernte, da war ich siebzehn Jahre alt. Er war damals in der Sozialistischen Studentenschaft
organisiert. Durch ihn bin ich ni einen Kreis von jungen Arbeitern und Genossen gelangt, die meist aus
der KPD und der SPD stammten. Wir wohnten in einem kleinen Gartenhaus in der Ammonstralle, und
mein Vater war dort Hausmeister. In der Mitte des Hauses gab es Ateliers, dort wohnten Bildhauer und
Maler. Bei einem Bildhauer, er war in der KPD, haben wir uns mit vielen jungen Leuten getroffen. Dort
haben unsere Gespriche stattgefunden.

6b. Aber das war Steenbeck, Max mit seiner Frau, die hier auch ihren Urlaub verbrachten, und
wir haben uns angefreundet. Eines Tages hatte ich eine Magenkolik, und Helmut kochte. Da schrie
Steenbecks Frau um Hilfe. Ich ging hinaus, um Gottes willen, was ist denn los, der Max Steenbeck war
hinausgeschwommen, und zwar ist er Brillentrdger, und damals war sein Herz nicht ganz intakt, er hat die
Brille verloren, ist nervos geworden und abgesackt. Helmut und ich haben die Luftmatratze genommen,
meine Magenschmerzen waren erst mal weg, und sind da rausgeschwommen. Wir haben den ziemlich
starken Mann auf die Luftmatratze gezerrt und ans Ufer gebracht.

Der stindige Hinweis des Perfekts auf den selbstverstindlichen Umstand, dass vom Standpunkt
der Gegenwart aus geurteilt wird, wére in erzéhlen den Texten, in denen es auf den Fluss der Ereignisse
und ihren zeitlichen Bezug aufeinander ankommt, in héchstem Maf3e storend, unpassend und penetrant,
so wie ein stindig erhobener Zeigefinger. Wird das Perfekt verstiarkt verwendet, dann stellt sich schnell
der overkill-Effekt ein, wie bei stdndigen Ermahnungen und iiberhaupt Wiederholungen im téglichen
Leben. Bei fortlaufender Wiederholung des Perfekts beginnt seine perfektivierende Wirkung zu
verblassen. Der Horer {ibergeht den Umstand, dass es einen expliziten Hinweis auf die Sprechzeit gibt.
Das Perfekt wird mit dem Préteritum absolut synonym. Wenn es nur Perfekt-Formen gibt, gibt es auch
keine spezifischen Perfekt- und Imperfekt-Effekte.

Die Textausschnitte (5) und (6) deuten darauf hin, dass von einer generellen Ablosung des
Priteritums durch das Perfekt und von einer voélligen Einebnung ihrer Differenz auch in einer
gesprochenen (nicht-siiddeutschen) Umgangssprache wohl nicht die Rede sein kann. Wir vermuten, dass
beim erzdhlenden Ausbreiten singuldrer Ereignisse das Priteritum neben dem Prédsens auch in der
Umgangssprache noch eine stirkere Rolle spielen kann, wie es im ersten Teil von (6b) der Fall ist. Denn
die Textpassagen in (5) und (6) beziehen sich mit Ausnahme des ersten Teils von (6b) nicht auf singuldre
Ereignisse, die in ihrem zeitlichen Verlauf erzéhlt werden, sondern sie generalisieren in unterschiedlicher
Weise.

Zusammenfassung: Das Tempus ist fiir die Untersuchungen von Differenzen zwischen
gesprochener und geschriebener Sprache ungeeignet. Nicht geschriebene - gesprochene Sprache ist hier
die entscheidende Differenz, sondern Standardsprache — Umgangssprache/Dialekt. Ein entfaltetes
Tempussystem gibt es im Deutschen erst in der Standardsprache, und das heift natiirlich unter dem
Einfluss der Schriftlichkeit. Folglich ist die Standardsprache zu Recht das primére Untersuchungsziel.
Standardsprachliche Differenzierungen gelten grundsétzlich sowohl fiir die geschriebene als auch fiir die
gesprochene Standardsprache. Die Differenzierungen betreffen aber insofern auch Schriftlichkeit und
Miindlichkeit, als geschriebene und gesprochene Standardsprache typischerweise mit unterschiedlichen
kommunikativen Situationen korrelieren. AuBlerdem ist ein Einfluss der vornehmlich gesprochenen
Umgangssprache auf die gesprochene Standardsprache zu erwarten. Andererseits gibt es im Deutschen
unter den Bedingungen der Massenmedien die Riickwirkung der Standardsprache auf die gesprochene

Umgangssprache. Es scheint, dass das Priteritum im zusammenhingenden Erzéhlen als Erzadhltempus
___________________________________________________________________________________________________________________|
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auch umgangssprachlich (im Norden und in der Mitte des Sprachgebiets) vorkommt. Wir wenden uns
selbstverstandlich nicht gegen das Anliegen, den Tempusgebrauch in einer (miindlichen)
Umgangssprache zu untersuchen. Aber wir wenden uns gegen eine Tendenz, einen
Untersuchungsgegenstand an die Stelle des anderen zu setzen. Wir betrachten eine Auffassung, nach der
es eine Opposition von Perfekt und Prateritum im Sprachbewusstsein heutiger Sprecher des Deutschen
nicht (mehr) gibt, als nicht haltbar.
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EPISTOLYAR TEXNIKANING ILLOKUTIV XUSUSIYATLARI:
PRAGMATIK MAQSAD VA IMPLIKATSIYA

Annotatsiya. Ushbu maqolada epistolyar texnikaning illokutiv xususiyatlari, pragmatik
magsadlar va implikatsiyalar tahlil gilinadi. Epistolyar matnlarda yozuvchining niyatlari va uning
magsadlari, shuningdek, kontekstga bog‘lig bo‘lgan yashirin ma’nolar (implikatsiyalar) hagida so‘z
boradi. Magolada, J.L.Austin va Jon Searle ning illokutiv harakatlar nazariyasi, shuningdek, Herbert Paul
Gricenning ko‘rsatmalar nazariyasi va Mikhail Bakhtinning dialogizm nazariyasi yordamida yozma
mulogotdagi illokutiv harakatlar va yashirin ma’nolarning o‘zaro alogasi o‘rganiladi. Illokutiv harakatlar
(so‘zlar va niyatlar o‘rtasidagi bog‘liglik), pragmatik magsadlar (yozuvchining niyati) va implikatsiyalar
(kontekst orgali anglanadigan yashirin ma’nolar) epistolyar matnlarda ganday amalga oshirilishi va talgin
gilinishi hagida nazariy jihatdan chuqur tahlil berilgan.

Kalit so‘zlar: Epistolyar texnika, illokutiv xususiyatlar, pragmatika, implikatsiya, J.L.Austin, Jon
Searle, Grice shartlari, Mikhail Bakhtin, yozma muloqot, illokutiv harakatlar, dialogizm.

AHHOTaIII/Iﬂ. B HaHHOﬁ CTaTbC aHAJIU3UPYIOTCA HUIIJIOKYTUBHBIC OCOGGHHOCTI/I, IparMaTu4eCKue
e U UMINUIMKaluu I-)HI/ICTOJ]SIpHOﬁ TCXHUKH. PaCCManI/IBaIOTCSI HaME€pCHUA MUCaTClid, €ro Hcjiu, a
TAKXXC CKPBITBHIC 3HAYCHUA (I/IMHJ’II/IKaL[I/II/I), 3aBUCHUMBIC OT KOHTCKCTA B 3MUCTOJISAPHBIX TCKCTAaX. B cratne
HCCICAYCTCA B3aUMOCBA3bL MCKAY HWIINIOKYTUBHBIMHU aKTaMW W CKPBITBIMU 3HAYCHHUAMU B NHUCbMCHHOU
KOMMYHHKAIIMd C TIOMOIIBIO TeopuH WIUIOKYTHUBHBIX akToB Jx.JI. Octmra m [Ix. Cepma, teopun
nmmuinkauuu I.I1. I'paiica u teopun auanorusma M.M. baxtuna. Teopernuecku aHanu3upyercs, Kak
WUIOKYTUBHBIE aKTHl (CBA3h CJOB M HAMEpPEHWi), MparMaTHYecKue [eiu (HaMepeHWe NHCaTeNsd) H
HNMININKaIllun (CKpI:ITLIe 3HAa4YCHUA, nepeaaBacMbIC quepes KOHT eKCT) OCYHICCTBJIAIIOTCSA nu
HHTEPIPETUPYIOTCS B SIMMCTOIAPHBIX TEKCTaX.

KiaroueBble cjoBa: SMUCTOJIApHAd TCEXHUKA, WIIOKYTHBHBIC OCO6€HHOCTI/I, InparmMaTuka,
mmvromukanus, Jkx. JI. Octun, JIx. Cepnb, ycnoBus ['paiica, M.M. baxTuH, muchMeHHAass KOMMYHHUKAITHS,
WJJIOKYTUBHBIC aKThbI, JUAJIOTU3M.

Abstract. This article analyzes the illocutionary features, pragmatic purposes, and implications of
epistolary techniques. It discusses the writer’s intentions, goals, and the hidden meanings (implications)
dependent on context in epistolary texts. The article examines the interaction between illocutionary acts
and hidden meanings in written communication with the help of J.L. Austin and John Searle’s theory of
illocutionary acts, Herbert Paul Grice’s theory of implicature, and Mikhail Bakhtin’s theory of dialogism.
The relationship between illocutionary acts (the connection between words and intentions), pragmatic
purposes (the writer’s intention), and implications (the hidden meanings conveyed through context) is
analyzed theoretically in terms of how they are performed and interpreted in epistolary texts.

Keywords: Epistolary technigue, illocutionary features, pragmatics, implication, J.L.Austin, John
Searle, Grice’s conditions, Mikhail Bakhtin, written communication, illocutionary acts, dialogism.

Kirish. Epistolyar matnlarning illokutiv xususiyatlari, ya’ni yozma mulogotda muayyan
magsadlar va kontekstga bog‘liq bo‘lgan implikatsiyalar, lingvistika va pragmatika sohalarida muhim
nazariyalar bilan bog‘lig. J.L.Austin va Jon Searle tomonidan rivojlantirilgan illokutiv harakatlar
nazariyasi, mulogotdagi so‘zlar va ularning magsadlari o‘rtasidagi bog‘liglikni o‘rganadi. Austinning
fikricha, har bir mulogot nafagat axborot berish, balki harakatni amalga oshirish (masalan, so‘rash,
buyurish, taklif gilish) sifatida ham gqaralishi mumkin. Epistolyar matnlarda bu illokutiv harakatlar
o°zining shakl va mazmuni bilan ifodalanadi.

Pragmatika mulogotda kontekst, magsad va yozuvchining niyatini o‘rganadi. Epistolyar matnlar

ko‘pincha yozuvchining o‘zini ganday ifodalashini va kitobxonga ganday ta’sir o‘tkazmoqchi ekanligini
- -~
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ko‘rsatadi. Yozuvchining pragmatik magsadi, masalan, muammo hal gilish, his-tuyg‘ularni ifodalash yoki
axborot berish bo‘lishi mumkin.

Implikatsiya, ya’ni yozuvchining so‘zlaridan oshkor bo‘lmagan ma’nolar, epistolyar matnlarda
keng targalgan. Yozuvchi ba’zi narsalarni to‘g‘ridan-to‘g‘ri aytmasligi mumkin, lekin kitobxon ularni
kontekst va muhokama qilish uslubi orqali tushunishi kerak. Misol uchun, agar xatda “Bu hafta oxirida
ko‘rishamiz” deb yozilsa, bu fagat kelishuv emas, balki o‘zaro munosabatlarning muhimligini ham
ifodalashi mumkin.

Gricening ko‘rsatmalari, shuningdek, mulogotda oshkor bo‘Imagan ma’nolar va implikatsiyalarni
tushunishga yordam beradi. Grice shartlari (garor, aniglik, ahamiyat va to‘lig) yozuvchining magsadlariga
ganchalik erishganini ko‘rsatadi. Epistolyar matnlarda implikatsiya ko‘pincha to‘g‘ridan-to‘g‘ri
aytilmagan, lekin kontekst orgali tushuniladigan ma’nolarni o‘z ichiga oladi. Epistolyar mulogotda vaqt
va makon muhim o‘rin egallaydi. Yozuvchi va kitobxon o‘rtasidagi masofani, vaqtni va kontekstni
hisobga olish, yozuvchining illokutiv magsadini va implikatsiyasini yanada chugurroq anglashga yordam
beradi. Masalan, bir xat o‘z vaqgtida yozilgan bo‘lsa, o‘zaro munosabatlar va hissiyotlar boshgacha talgin
gilinishi mumkin.

Pragmatik maqgsad. Epistolyar matnlarda yozuvchining magsadi ko‘pincha muhim rol o‘ynaydi.
Yozuvchi ma’lum bir niyat bilan xat yozadi: o‘z fikrini ifodalash, axborot berish, hissiyotlarni yetkazish
yoki o‘zaro munosabatlarni mustahkamlash va hokazo. Bu magsad yozuvchining so‘z tanlovini, uslubini
va mulogotning umumiy kontekstini belgilaydi. Masalan, rasmiy xatda yozuvchi ko‘proq rasmiy
uslubdan foydalanadi, shaxsiy xatda esa samimiyroq va ochigrog mulogot uslubi ko‘rinadi. Adabiy
matnlarning illokutiv xususiyatlari, ya’ni muallifning magsadlari va kitobxonlarga berilgan
implikatsiyalar, ko‘plab olimlar tomonidan tadgiq etilgan. Quyida ba’zi muhim nazariy fikrlarni misol
qilib keltirishimiz mumkin.

J.L.Austin adabiy mulogotdagi illokutiv harakatlarni o‘rganishda asosiy figur hisoblanadi. U
yozma matnlarni nafagat axborot berish, balki muayyan niyatlar (masalan, shaxsiy his-tuyg‘ularni
ifodalash, urf-odatlarni o‘rganish) uchun ham ishlatilishini ta’kidlaydi. Adabiy asarlarda muallif o‘z his-
tuyg‘ularini, fikrlarini va ijtimoiy holatlarini illokutiv harakatlar orqgali etkazadi. J.L. Austin illokutiv
harakatlarni o‘rganishda bir gancha muhim fikrlarni ilgari surdi. U pragmatika sohasida muhim rol
o‘ynagan olimlardan biridir. Uning asarlari mulogotdagi so‘zlarning ma’nosi va ulardan ganday
foydalanilishini tushunishga yordam beradi. Eng mashhur asarlaridan biri “How to Do Things with
Words” (So‘zlar bilan Nimalar Qilish) bo‘lib, unda u illokutiv harakatlar nazariyasini ishlab chiggan.

How to Do Things with Words (1962) bu asar Austinning eng mashhur asarlaridan biridir. Unda u
til va mulogotda so‘zlarning nafagat ma’lumot berish, balki harakatlarni amalga oshirish imkoniyatini
ko‘rsatadi. Austin so‘zlarni, shuningdek, illokutiv harakatlar sifatida gabul giladi, bu esa mulogotdagi
niyat va kontekstni muhim gilib go‘yadi.

Austinning fikriga ko‘ra, har bir so‘z yoki ibora o‘z ichiga ma’lum bir niyatni oladi. U so‘zlarni
uchta turga ajratadi: locutionary (so‘zning o‘zi), illocutionary (niyat) va perlocutionary (ta’sir). Bu
nazariyalar mulogotning aktiv va interaktiv tabiati hagida chuqurroq tushuncha beradi. Austin
muloqotdagi kontekstni ahamiyatini ta’kidlaydi. U yozuvchi yoki gapiruvchi va kitobxon o‘rtasidagi
kontekst, shuningdek, mulogotdagi harakatlar o‘rtasidagi munosabatlarni o‘rganadi. Bu mulogotning
muvaffagiyati uchun muhimdir. Austin so‘zlar orgali nafagat ma’lumot berilishini, balki harakatlar
amalga oshirilishini ham ta’kidlaydi. U har bir so‘z yoki ibora ma’lum bir niyat va magsadni amalga
oshirishi mumkinligini ko‘rsatadi. Masalan, “Men sizni chaqiraman” degan jumla nafaqat axborot berish,
balki chagirish harakatini amalga oshirishdir. Austin uchta asosiy harakat turini ajratadi:

e Locutionary act (so‘z harakati): so‘zlarning ma’nosi va ularning strukturasi.

o lllocutionary act (illokutiv harakat): yozuvchining niyati, masalan, buyurish, so‘rash, taklif
qilish.

e Perlocutionary act (perlokutiv harakat): kitobxonda yoki tinglovchida yuzaga keladigan ta’sir,
masalan, xursandchilik yoki garshilik.

Austinning fikricha, illokutiv harakatlar kontekstga va situatsiyaga bog‘lig. Yozuvchi yoki
gapiruvchi o‘z niyatini kitobxon yoki tinglovchi ganday gabul gilishi muhimdir. Shuning uchun,

kontekstni to“g‘ri tushunish, illokutiv harakatlarning muvaffagiyati uchun zarurdir.
- -
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Austin yozma matnlarda illokutiv harakatlarning ahamiyatini ham ta’kidlaydi. Yozma mulogotda muallif
o‘z fikrlarini, his-tuyg‘ularini va magsadlarini etkazishda turli illokutiv harakatlardan foydalanadi, bu esa
kitobxonning matnni ganday qabul gilishi va talgin qilishi uchun muhimdir. J.L.Austin illokutiv
harakatlarni o‘rganish orgali muloqgotdagi so‘zlar va ularning magsadlari o‘rtasidagi murakkab alogani
tushunishga yordam berdi. U yozuvchining niyatini, kontekstni va kitobxonning gabul gilish jarayonini
yoritishga katta hissa go‘shdi. Bu, mulogotning faol va interaktiv tabiati hagida chuqurroq tushuncha
berishi bilan birga, adabiyot va tilshunoslikda yangi yo‘nalishlarni ochdi.

Jon Searle Austinning ishlarini rivojlantirib, illokutiv harakatlar nazariyasini kengaytirdi. U
yozma matnlarda turli illokutiv harakatlar (buyurish, so‘rash, tagdim etish va boshqalar) turlari bilan
bog‘lig magsadlar va ularning o‘zaro alogalarini ko‘rsatadi. Adabiy asarlarda, masalan, muallif
kitobxonni jalb gilish uchun turli usullardan foydalanishi mumkin.

Jon Searle, J.L.Austinning ishlarini davom ettirib, illokutiv harakatlarni o‘rganishda bir gator muhim
g‘oyalarni ilgari surdi. Uning asarlarida illokutiv harakatlar nazariyasi va ularning pragmatik ma’nosi
to‘g‘risida bir nechta fikrlar keltirilgan. Searle illokutiv harakatlarni turli kategoriyalarga ajratadi. U
to‘rtta asosiy turini ta’kidlaydi:
e Boshqgaruv harakatlari (assertives): faktlarni bayon etish, misol uchun “Bu kitob qizigarli.”
e Buyrug harakatlari (directives): boshqgalarga biror narsani gilishni so‘rash, masalan, “Meni
tinglang.”
e Taqgdimot harakatlari (commissives): o‘z majburiyatlarini bildirish, masalan, “Men kelishga
va’da beraman.”
e ljtimoiy harakatlar (expressives): his-tuyg ularni ifodalash, masalan, “Men juda baxtliman.”

Searle mulogotdagi ma’no va kontekst o‘rtasidagi bog‘liglikni muhim deb hisoblaydi. U illokutiv
harakatlarni tushunishda kontekstning ahamiyatini ta’kidlaydi, chunki har bir harakatning ma’nosi va
o‘zaro alogasi kontekstga bog‘ligdir. Yozuvchi yoki gapiruvchining niyati, kitobxon yoki tinglovchining
gabul qgilishi uchun muhim ahamiyatga ega. Searle illokutiv harakatlarning qoidalari va shartlari hagida
ham fikr yuritadi. U yozuvchi yoki gapiruvchining harakatini amalga oshirish uchun zarur bo‘lgan
shartlarni belgilaydi. Misol uchun, agar kimdir “Men sizni kelishga taklif gilaman” desa, bu taklifning
amalga oshishi uchun muayyan shartlar bajarilishi kerak. Searle, shuningdek, yozma mulogotdagi
illokutiv harakatlar va ularning o‘zaro alogasini ham o‘rganadi. U yozuvchining niyati va kitobxonning
gabul gilish jarayoni o‘rtasidagi murakkab alogalarni ko‘rsatadi.

Speech Acts: An Essay in the Philosophy of Language (1969) asari Searlening illokutiv
harakatlar nazariyasini yanada rivojlantirgan eng muhim asar hisoblanadi. Unda u illokutiv harakatlarning
turlari, magsadlari va mulogotdagi roli hagida batafsil tahlil beradi. Searle, Austin kabi, so‘zlar nafagat
axborot berish, balki harakatlarni amalga oshirish imkoniyatiga ega ekanligini ta’kidlaydi.

Expression and Meaning: Studies in the Theory of Speech Acts (1979) asarida Searle illokutiv
harakatlar va ma’no tushunchasini yanada kengaytiradi. U mulogotda his-tuyg‘ularni ifodalash va
ijtimoiy alogalar o‘rtasidagi bog‘liglikni o‘rganadi. Searle shuningdek, illokutiv harakatlarning ijtimoiy
va madaniy kontekstda ganday amalga oshirilishini ham tahlil giladi.

The Rediscovery of the Mind (1992) asarida Searle mulogot va ong o‘rtasidagi munosabatni
o‘rganadi. U til va fikrlash jarayonlari ganday o‘zaro ta’sir giladi, shuningdek, ong va mulogotning tabiati
hagida fikrlar bildiradi.

Rationality in Action (2001) asari Searlening aktsiyalar, rasyonallik va mulogot o‘rtasidagi
bog‘liglikni tushunishga garatilgan. U illokutiv harakatlarning rasyonalligi va mulogotda ganday amalga
oshirilishini tahlil giladi.

The Construction of Social Reality (1995) asarida Searle ijtimoiy hagigatning ganday qurilishi
va tilning bu jarayondagi roli hagida fikr yuritadi. U ijtimoiy kelishuvlar va illokutiv harakatlar orgali
ijtimoiy realiyatni ganday shakllantirish mumkinligini ko‘rsatadi.

Jon Searlening asarlari pragmatika va til falsafasi sohalarida muhim ahamiyatga ega. U illokutiv
harakatlar nazariyasini rivojlantirib, mulogotdagi ma’no, kontekst va ijtimoiy alogalar o‘rtasidagi
murakkab bog‘ligliklarni tahlil giladi. Searlening ishlari, shuningdek, til va ong o‘rtasidagi o‘zaro ta’sirni
tushunishda ham muhim hissa go‘shadi.

______________________________________________________________________________________________________|
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Herbert Paul Grice ko‘rsatmalar nazariyasi yordamida yozma mulogotda implikatsiyani tahlil
giladi. Uning shartlari (aniglik, ahamiyat, to‘liglik, va boshqgalar) adabiy matnlarda ganday ma’nolarni
yashirishi mumkinligini ko‘rsatadi. Adabiy asarda, muallif ko‘pincha kitobxonni ma’lum bir kontekstdagi
ma’nolarni anglashga undaydi, bu esa implikatsiyani kuchaytiradi. Herbert Paul Grice pragmatika
sohasida muhim rol o‘ynagan olimlardan biri bo‘lib, uning ishlari mulogotdagi ma’no va uning
kontekstga bog‘ligligi hagida chuqur tahlilni tagdim etadi. Grice ko‘plab asarlarida illokutiv harakatlar va
pragmatika masalalariga e’tibor garatgan.

“Logic and Conversation” (1975) nomli magolasida Grice mulogotdagi ma’no va tushunishni
ko‘rib chigadi. U kommunikativ magsadlar va ularni ganday amalga oshirishni o‘rganadi. Ushbu asarda u
“Grice shartlari’ni kiritadi, bu esa muloqotda ma’no va qabul qilish jarayonini anglash uchun zarur
bo‘lgan goidalarni ifodalaydi.

“Studies in the Way of Words” (1989) kitobida Grice o‘zining oldingi ishlarini davom ettirib,
mulogotdagi ma’no va kontekst o‘rtasidagi bog‘liglikni yanada chuqurlashtiradi. U illokutiv harakatlar va
ularning ijtimoiy kontekstdagi roli hagida fikr yuritadi. Grice illokutiv harakatlarni o‘rganishda
mulogotning ganday gilib ma’noni anglashga yordam berishini ta’kidlaydi. U quyidagi asosiy g‘oyalarni
ilgari suradi:

Grice muloqotdagi to‘grilik, aniglik, ahamiyat va to‘liglik kabi shartlarni belgilaydi. Ushbu
shartlar mulogotda yozuvchi yoki gapiruvchining niyatlarini kitobxon yoki tinglovchi ganday qabul
gilishi bilan bog‘lig. U “implicature” (Implikatsiya) tushunchasini kiritadi, bu esa mulogotda to‘g‘ridan-
to‘g‘ri aytilmagan, lekin kontekst orgali anglash mumkin bo‘lgan ma’nolarni ifodalaydi. U mulogotda
bunday yashirin ma’nolarni tushunishda kontekst va qoidalarning ahamiyatini ta’kidlaydi. Grice
muloqotda o‘zaro foyda va har ikki tomonning magsadlariga erishish uchun ganday qilib bir-birlarini
tushunishi kerakligini o‘rganadi. Bu esa illokutiv harakatlarning muvaffagiyatli amalga oshirilishi uchun
muhimdir. Herbert Paul Gricenning pragmatika hagidagi ishlari mulogotdagi ma’no va kontekstni
tushunishga yordam beradi. U illokutiv harakatlar va ularning amalga oshirilishida qoidalar va
shartlarning rolini o‘rganadi. Gricenning “Grice shartlari” va “implicature” tushunchalari mulogot
nazariyasida muhim asos bo‘lib xizmat giladi va tilshunoslik sohasida keng go‘llaniladi.

Mikhail Bakhtinning dialogizm nazariyasi adabiy asarlardagi ovozlar o‘rtasidagi mulogotni
o‘rganadi. U yozuvchi va kitobxon o‘rtasidagi interaktsiyani, shuningdek, matn ichidagi turli ovozlar va
ma’nolar o‘rtasidagi munosabatlarni tahlil giladi. Bu nuqtai nazardan, adabiy matnlardagi illokutiv
xususiyatlar muallifning niyatlari va kitobxon gabul giladigan ma’nolar o‘rtasidagi murakkab alogalarni
anglatadi. Mikhail Bakhtin pragmatika sohasida o‘ziga xos fikrlar bilan tanilgan. Uning asarlari mulogot,
ijtimoiy kontekst va dialogizm tushunchalari bilan bog‘liq bo‘lib, illokutiv harakatlarni o‘rganishda
muhim ahamiyatga ega. Bakhtinning eng muhim asarlaridaan biri “Problems of Dostoevsky’s Poetics”
(1929) asari bo‘lib, unda Bakhtin Dostoevskyning asarlarini tahlil giladi va uning dialogik uslubini
o‘rganadi. Bakhtin muloqotdagi ovozlar va nuqtai nazarlar o‘rtasidagi interaktsiyani, shuningdek, o‘zaro
tushunishni ta’kidlaydi.

“The Dialogic Imagination” (1981) asarida Bakhtin dialogizm nazariyasini rivojlantiradi. U
adabiy matnlardagi turli ovozlar va fikrlar o‘rtasidagi mulogotni o‘rganadi, bu esa mulogotda illokutiv
harakatlarning ahamiyatini ko‘rsatadi. Bakhtin, shuningdek, dialogik mulogot orgali ma’nolar va
tushunchalarning ganday shakllanishini tahlil giladi.

“Speech Genres and Other Late Essays” (1986) asari mulogotning turli janrlari va ular
o‘rtasidagi alogalarni o‘rganishga qaratilgan. Bakhtin, mulogotdagi illokutiv harakatlarni va ularning
ijtimoiy kontekstda ganday o‘zgarishini ko‘rsatadi.

Bakhtinning dialogizm tushunchasi, muloqgotdagi har bir ovoz yoki fikr boshga ovozlar va fikrlar
bilan o‘zaro ta’sirda bo‘lishini ta’kidlaydi. Bu nuqgtai nazardan, illokutiv harakatlar har bir mulogotda
dialogik alogalar orgali shakllanadi. Bakhtin muloqotdagi illokutiv harakatlarni ijtimoiy va madaniy
kontekstda tushunishga e’tibor garatadi. U yozuvchi va kitobxon o‘rtasidagi interaktsiyani, shuningdek,
har bir mulogotda ijtimoiy alogalar va kontekstlarning ahamiyatini ko‘rsatadi. U, adabiy asarlarda turli
ovozlar o‘rtasida ragobat va munosabatlarni o‘rganadi. Bu ragobat illokutiv harakatlar orgali ganday
amalga oshirilishi va kitobxonga ganday ta’sir qgilishini ko‘rsatadi. Mikhail Bakhtinning pragmatika

hagidagi asarlari muloqot, ijtimoiy kontekst va dialogizm tushunchalari orgali illokutiv harakatlarni
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o‘rganishda muhim ahamiyatga ega. U mulogotdagi ovozlar o‘rtasidagi alogalarni, shuningdek, ijtimoiy
va madaniy kontekstning ahamiyatini ta’kidlaydi. Bakhtin, shuningdek, dialogik mulogot orgali ma’nolar
va tushunchalarning ganday shakllanishini ochib beradi, bu esa til va adabiyot tadgigotida yangi
yo‘nalishlarni yaratadi.

Erving Goffman interaktsiya tahliliga e’tibor garatadi va shaxslar o‘rtasidagi rol va munosabatlarni
ko‘rib chigadi. Adabiy matnlarda o‘zaro mulogotning ijtimoiy konteksti, muallif va kitobxon o‘rtasidagi
harakatlar va rolar ahamiyatini ta’kidlaydi.

Erving Goffman ijtimoiy mulogot va pragmatika sohalarida o‘ziga xos hissa go‘shgan olimlardan
biridir. Uning asarlari mulogotning ijtimoiy konteksti, shaxslararo alogalar va illokutiv harakatlar bilan
bog‘lig muhim fikrlarni o‘z ichiga oladi. Goffmanning eng muhim asarlaridan biri “The Presentation of
Self in Everyday Life” (1959) bo‘lib, bu asarda Goffman mulogotda shaxsning o‘zini ganday tagdim
etishi va ijtimoiy rollarning ahamiyatini o‘rganadi. Goffman muloqot jarayonida shaxsning ijtimoiy
rolini, uning illokutiv harakatlar orgali ganday ko‘rsatishini tahlil giladi.

“Interaction Ritual: Essays on Face-to-Face Behavior” (1967) kitobida Goffman interaktsiya
ritualarini  va mulogotda yuz beradigan harakatlarni o‘rganadi. U ijtimoiy alogalarning va
kommunikatsiyaning qganday qilib shartlanganligini ko‘rsatadi, bu esa illokutiv harakatlarning
ahamiyatini oshiradi.

“Frame Analysis: An Essay on the Organization of Experience” (1974) asarida Goffman
ijtimoiy vaziyatlarni tushunish uchun “frame” (ramka) tushunchasini kiritadi. U har bir vaziyatda ganday
kontekstlar va magsadlar belgilanganini tahlil giladi. Bu, o‘z navbatida, illokutiv harakatlarni amalga
oshirishda ganday ko‘rsatmalar berishini ko‘rsatadi. Goffman mulogotda shaxslarning o‘zaro ta’sirini
o‘rganib, illokutiv harakatlarning ijtimoiy alogalar va kontekst orgali ganday amalga oshirilishini
ko‘rsatadi. Har bir shaxsning niyati va o‘zini ganday taqdim etishi illokutiv harakatlar natijasini
belgilaydi.

Goffman “yuz” (face) tushunchasini muhim deb hisoblaydi. U shaxslarning o‘zaro hurmat va gabul
qilish jarayonida “yuz’ni saqlab qolish uchun ganday harakatlar gilishlarini ta’kidlaydi. Bu esa illokutiv
harakatlar jarayonida shaxslararo munosabatlarning ganday o‘zgarishini ko‘rsatadi. Goffman interaktsiya
ritualarini muloqotdagi illokutiv harakatlar bilan bog‘laydi. U har bir shaxsning niyatlarini va
muloqotdagi ishtirokchilarning ganday o‘zaro harakat gilishini ko‘rsatadi.

Xulosa. Adabiy matnlarning illokutiv xususiyatlari muallifning magsadlari va kitobxonlarga
berilgan implikatsiyalarni ochib beradi. Ushbu nazariyalar yordamida adabiy asarlarda muallifning
niyatini, kitobxonlarning gabul gilish jarayonini va mulogotdagi murakkablikni chuqurrog tushunish
mumkin. Bu, o‘z navbatida, adabiyotning ko‘p girrali va dinamik tabiatini ta’kidlaydi. Epistolyar
matnlarning illokutiv xususiyatlari, pragmatik magsad va implikatsiya orgali yozuvchining niyatini va
kitobxonning tushunishini ta’minlaydi. Bu nazariyalar yozma mulogotning murakkabligi va ko‘p girrali
tomonlarini ochib beradi, shu bilan birga yozuvchining va kitobxonning o‘zaro alogalarini
chugurlashtiradi.

Jon Searlening illokutiv harakatlarni o‘rganishdagi fikrlari mulogotning murakkabligini
tushunishga yordam beradi. U illokutiv harakatlar turlarini, ma’no va kontekst o‘rtasidagi bogliglikni,
shuningdek, goidalar va shartlarning ahamiyatini ta’kidlaydi. Bu g‘oyalar mulogot nazariyasida keng
gamrovli tushunchalarni rivojlantirishga xizmat giladi va tilshunoslik sohasida muhim ahamiyatga ega.
Jon Searle pragmatika sohasida o‘ziga xos hissa gqo‘shgan olimlardan hisoblanib, uning asarlari illokutiv
harakatlar nazariyasi va mulogotdagi ma’no tushunchalari bilan bog‘lig.

J.L.Austin pragmatika sohasida til va mulogotning murakkabligini tushunishda muhim hissa
go‘shgan. Uning illokutiv harakatlar nazariyasi, kontekstning ahamiyati va so‘zlarning magsadlari
hagidagi g‘oyalari, tilshunoslik va mulogot nazariyasida muhim asos bo‘lib xizmat giladi. Austinning
asarlari, shuningdek, keyingi olimlar, jumladan, Jon Searle va Herbert Paul Grice kabi shaxslarga ham
ta’sir ko‘rsatdi.

Erving Goffmanning asarlari pragmatika va ijtimoiy mulogotni tushunishda muhim ahamiyatga
ega. U illokutiv harakatlar va ijtimoiy rollar o‘rtasidagi bog‘liglikni ko‘rsatadi, shuningdek, mulogot
jarayonida shaxslarning o‘zaro ta’sirini va kontekstning ahamiyatini ta’kidlaydi. Goffmanning ishlariga
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asoslanib, mulogotdagi murakkablik va shaxslararo alogalar hagida chuqurroqg tushuncha hosil gilish
mumekin.
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THE METHODS AND STRATEGIES OF TEACHING SPEECH VERBS IN UZBEK AND
ENGLISH LANGUAGES

Annotatsiya. Ushbu maqola o‘zbek va ingliz tillarida nutq fe’llarini o‘rgatish usullari va
strategiyalarini o‘rganadi, tilni o‘zlashtirishda samarali muloqotning ahamiyatini ta’kidlaydi. Nutq
fe’llari, masalan, “aytmoq”, “so‘ramoq”, “xabar bermoq” va ularning o‘zbek ekvivalentlari kabi, ikkala
tilda ham ma’no va niyatni yetkazishda muhim rol o‘ynaydi. Tadqiqot turli pedagogik yondashuvlarni,
jumladan, taqqoslash tahlili, kontekstual o‘qitish va interaktiv mashg‘ulotlarni o‘rganib, o‘quvchilarning
nutq fe’llarini tushunishi va qo‘llashini yaxshilashga qaratilgan.

Kalit so‘zlar: nutq fe’llari, tillarni o‘qitish, o‘zbek tili, ingliz tili, pedagogik strategiyalar,
muloqot gobiliyatlari, giyosiy tahlil, kontekstual ta’lim, interfaol mashqlar, lingvistik farglar.

AHHOTaIIl’ISI. B ,E[aHHOfl CTAaTbC PACCMATPHUBAIOTCA MCTOAbI U CTPATCTrUHN O6y‘I€HI/Iﬂ PEYCBbBIM
TJIarojiaM B y30€KCKOM U aHTJIMHCKOM SI3bIKaX, ITOTYEPKUBACTCSI BAXKHOCTH 3P (PEKTHBHOW KOMMYHHKAITH
B OBJIAICHUHN A3BIKOM. PeueBrie rjaroJibl, 0603Haqa}onme HeﬁCTBHﬁ, CBS3aHHBIC C I'OBOPCHUCM, TAKUC
“KaK ckasaTh’, ‘“pacckazarh”’, “CIpOCHUTH” M UX Y30EKCKHE DKBUBAJICHTBI, HIPAIOT PELIAIOILYI0 POJIb B
nepeaauyc CMbICiia U HaMEpPEHUSA B obonx s3bIKax. B HUCCIICAOBAHUN paCCMaTPUBAIOTCA pPa3JIMYHBIC
neJaroru4deCKue IMmoaxoabl, BKJIIFOYas CpaBHI/ITeJII)HHﬁ aHaJIn3, KOHTCKCTYaJIbHOC O6y‘-I€HI/I€ u
HWHTCPAKTUBHBIC YIIPAKHCHHA, HAIIPABJIICHHBIC HA YJIYUHICHUC IMOHUMAHUA YUAIMMUCS TJIAarojiIoOB peuu U
HUX HUCIIOJIB30BaHUA.

KiroueBble coBa: pedeBble TIaroiibl, MPEMOJaBaHUE SI3bIKA, Y30EKCKWH S3BIK, aHTIHMHCKHN
SA3BIK, negarortdyceCKmue CTpareruu, KOMMYHUKATHUBHLIC HaBBIKH, CpaBHI/ITCJII)HI)II‘/'I aHaJIn3,
KOHTEKCTYaJIbHOC o6yquI/Ie, HWHTCPAKTUBHBIC YIIPAKHCHUS, A3BIKOBBIC PA3JINIH.

Abstract. This paper explores the methods and strategies for teaching speech verbs in Uzbek and
English languages, emphasizing the importance of effective communication in language acquisition.
Speech verbs, which denote actions related to speaking, such as “say”, “tell”, “ask” and their Uzbek
equivalents, play a crucial role in conveying meaning and intent in both languages. The study examines
various pedagogical approaches, including comparative analysis, contextual learning, and interactive
exercises, to enhance learners' understanding and usage of speech verbs.

Keywords: Speech Verbs, Language Teaching, Uzbek Language, English Language, Pedagogical
Strategies, Communication Skills, Comparative Analysis, Contextual Learning, Interactive Exercises,
Linguistic Differences.

Introduction. The intricate nature of speech verbs in both Uzbek and English languages
highlights the necessity for a comprehensive examination of pedagogical approaches that support their
effective instruction. The differentiation in linguistic structures, cultural implications, and contextual
usage of these verbs poses unique challenges for learners and educators alike. Consequently, the pursuit
of effective teaching methods requires an understanding of not only the linguistic distinctions but also the
cognitive processes involved in language acquisition, emphasizing the importance of tailored instructional
strategies. Moreover, the interplay between sociolinguistic factors and educational practices is pivotal in
shaping students’ grasp of speech verbs. Teaching methodologies that encompass interactive and context-
based learning can significantly enhance comprehension and retention. Techniques that foster
engagement, such as cooperative learning activities or technology-enhanced instruction, demonstrate
promising results in bridging the gap between theoretical knowledge and practical application.
Ultimately, this exploration necessitates a critical evaluation of existing curricula and the implementation
of innovative practices that integrate cultural relevancy and linguistic authenticity. By scrutinizing the

variances and commonalities in the treatment of speech verbs across these two languages, educators can
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refine their approaches, thereby equipping learners with the necessary skills to navigate complex
linguistic landscapes effectively.

Speech verbs, or verbs that describe dialogues and communication, play a pivotal role in both
linguistic and pedagogical contexts. They not only convey the Act of communication but also imbue
sentences with emotion, intent, and nuances of meaning. Understanding this importance is crucial for
language learners, as it equips them with the tools to express themselves effectively and persuasively in
conversations. In teaching contexts, speech verbs serve as key indicators of interpersonal relations and
emotional tone, transforming mere statements into vivid interactions. For instance, verbs such as explain,
argue, and whisper can alter the interpretation of a dialogue significantly. The methodical instruction of
these verbs, particularly in languages such as Uzbek and English, reinforces scholar’s comprehension and
enhances their expressive capabilities. In this regard, the presence and correct usage of speech verbs are
essential, as they foster clarity and depth in communication, aligning with students’ abilities to engage in
meaningful exchanges.

Language teaching methodologies encompass a variety of approaches that have evolved over time
to meet the needs of diverse learners. Historically, methods such as the Grammar-Translation Method
focused on reading and writing skills, emphasizing grammatical rules and vocabulary memorization. This
approach, however, often neglects spoken language proficiency, which is vital for effective
communication. In contrast, contemporary methods like Communicative Language Teaching (CLT)
prioritize interaction and functional language use, aligning closely with the practical demands of learners
in a global context. For instance, as noted in studies regarding error analysis among Uzbek learners of
English, common pitfalls often arise from differences in linguistic structure, such as article usage and
sentence construction. This disparity underscores the necessity for methodologies that emphasize both
comprehension and expressive capabilities, notably in teaching nuanced language elements, such as
speech verbs, across languages like Uzbek and English. This comprehensive understanding informs best
practices in teacher training and curriculum development, thereby enhancing language acquisition.

The exploration of teaching methodologies for speech verbs in both Uzbek and English
encompasses a comprehensive analysis of linguistic structures, practical pedagogical strategies, and
cultural contexts. This research aims to identify effective instructional practices that enhance learners’
comprehension and utilization of speech verbs, reflecting a dual focus on theoretical frameworks and
classroom applications. By examining these verbs, which are pivotal in both languages due to their role in
communication and expression, the study seeks to address teaching challenges specific to less widely
used languages, akin to the insights offered in.

Main part. 1l. Comparative Analysis of Speech Verbs in Uzbek and English Understanding the
intricacies of speech verbs in both Uzbek and English reveals significant linguistic divergences that can
impact teaching methodologies. Speech verbs, which convey actions of verbal communication, serve not
only as functional components of sentences but also as reflections of cultural nuances embedded within
each language. In Uzbek, speech verbs can manifest in a variety of forms that indicate aspects such as
learning and communication, aligning with pedagogical frameworks that emphasize sociolinguistic
awareness. Conversely, English exhibits a more straightforward verb structure that often relies on
auxiliary verbs to modify meaning. This structural difference necessitates distinct teaching strategies to
facilitate comprehension and application among learners. For instance, employing comparative linguistic
analysis, as practiced in institutions like University College London to teach less widely used languages
such as Hungarian and Finnish, could similarly enhance the teaching of speech verbs in Uzbek and
English. Furthermore, initiatives like the Conference on Central Asian Languages and Linguistics
highlight the importance of fostering a professional community to enhance pedagogical techniques and
research in Central Asian language education. This comparative analysis not only elucidates the
complexities of each language system but also establishes a foundation for developing effective
instructional methods tailored to the unique challenges presented by speech verbs in both Uzbek and
English.

A. Structural Differences in Speech Verb Usage

Understanding the structural differences in speech verb usage between Uzbek and English is vital

for developing effective pedagogical strategies. Central to this analysis is how each language employs
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morphological principles in speech verbs, which profoundly influences learner acquisition and
instructional methods. The complexity of speech verbs in Uzbek often requires a more nuanced approach
due to its agglutinative nature, where multiple suffixes can create new meanings or grammatical
relationships. In contrast, English tends to utilize a more straightforward structure, often relying on
auxiliary verbs and fixed expressions that can complicate the teaching process for Uzbek speakers.
Consequently, it is essential to interrogate these differences critically; exploring how the principles
established in (Madrahimov Ilhomjon Sobirovich, 2023) can inform the teaching methods developed in
language education initiatives, such as those promoted by the Conference on Central Asian Languages
and Linguistics (Kent et al., 2015), underscores the need for adaptive strategies that cater to these distinct
linguistic frameworks.

B. Semantic Variations and Cultural Contexts

Understanding semantic variations and their cultural contexts is crucial for teaching speech verbs
effectively since language is inherently tied to the cultural nuances of its speakers. For instance, the
concept of politeness can diverge significantly between Uzbek and English, as speech verbs often
encapsulate cultural values, including hierarchy and respect. This divergence necessitates a curriculum
that not only addresses the grammatical structures of speech verbs but also incorporates cultural insights,
allowing learners to navigate these complexities. Incorporating materials that reflect the rich tapestry of
both languages, such as those highlighted in the works presented at conferences focusing on translation
innovations enhances learner engagement through relatable content. Furthermore, as outlined in the
curriculum for Chinese-speaking learners (Clayton et al., 2020), integrating literature that showcases
cultural contexts can fortify students’ understanding of semantic variations in practical and imaginative
contexts. Ultimately, this culturally responsive approach aids in cultivating a more nuanced grasp of
speech verbs across both languages.

C. Frequency and Functionality in Everyday Communication

Understanding how frequency and functionality intersect in everyday communication is critical
for language instruction, particularly in the context of speech verbs in both Uzbek and English. The
prevalence of certain speech verbs, such as say in English and aytmoq in Uzbek, highlights their utility in
various conversational contexts, reflecting the cultural norms of communication. For instance, educators
can enhance learners’ grasp of these verbs by emphasizing their usage in authentic dialogues and
interactions. By analyzing the patterns of usage found in linguistic studies, such as those presented in the
Conference on Central Asian Languages and Linguistics, instructional methods can be tailored to reflect
real-world applications. This strategy not only aids in vocabulary retention but also encourages a deeper
understanding of cultural nuances that govern communication behaviors, as illustrated by the varied
approaches to teaching language usage discussed in the conference proceedings (Kent et al., 2015).
Ultimately, a focus on frequency and functionality can significantly enhance language acquisition and
communicative competence in learners.

I11. Teaching Methods for Speech Verbs in Uzbek Language

The effective teaching of speech verbs in the Uzbek language necessitates an innovative
pedagogical approach, drawing on comparative linguistic strategies to enhance comprehension and
retention. Instructors can implement context-rich scenarios that allow students to practice speech verbs in
various communicative situations, thereby fostering pragmatic awareness that aligns with their cultural
usage. This method not only aids in vocabulary acquisition but also encourages students to engage with
the nuanced meanings conveyed through different verbs in specific contexts. Given that Finnish and
Hungarian utilize similar techniques to expose learners to linguistic subtleties, as articulated in related
research environments, it is evident that such a linguistically oriented approach can significantly benefit
less commonly taught languages like Uzbek. By integrating comparative analysis and sociolinguistic
elements into the curriculum, educators can help students draw connections between Uzbek and their
native languages, ultimately facilitating a deeper understanding of speech verbs.

A. Traditional Approaches: Grammar-Translation Method

The Grammar-Translation Method, a prevalent traditional approach in language instruction,
emphasizes rote memorization of grammatical rules and extensive translation exercises. This method,

often criticized for its lack of focus on communicative competence, has been foundational in teaching less
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widely used languages, such as Uzbek. Through its systematic approach to grammar, learners develop a
nuanced understanding of sentence structure, a crucial aspect when mastering speech verbs in both Uzbek
and English. For instance, this method allows students to draw comparisons between their native and
target languages, illustrating syntactic and semantic differences that inform the use of verbs in speech
contexts. In addition, as noted in (Tarsoly et al., 2011), a linguistically oriented framework can enhance
this learning experience by fostering critical thinking and sociolinguistic awareness among students,
effectively bridging the gap between formal grammar instruction and practical language application.
Thus, while the Grammar-Translation Method has limitations, its structured approach can still provide a
solid foundation for language learners.

B. Communicative Language Teaching Strategies

Effective language teaching, particularly in the context of speech verbs, greatly benefits from
Communicative Language Teaching (CLT) strategies. By prioritizing interaction and real-life
communication, CLT facilitates scientist’s ability to express and comprehend nuanced meanings, an
essential aspect when addressing speech verbs in both Uzbek and English. For instance, a comparative
analysis of Finnish and Hungarian teaching methodologies highlights the critical role of linguistic
awareness in enhancing learner engagement and fluency. This approach allows students to analyze and
apply their understanding of language structures in pragmatic contexts, promoting deeper cognitive
connections. Moreover, the establishment of platforms like the Conference on Central Asian Languages
and Linguistics, as indicated in (Kent et al., 2015), underscores the importance of networking strategies in
fostering collaboration among language educators. These frameworks not only cultivate pedagogical
innovations but also reinforce the significance of culturally sensitive instruction in mastering the
complexities of speech verbs across languages.

C. Use of Technology and Multimedia Resources

Incorporating technology and multimedia resources into the pedagogical framework significantly
enhances the engagement and comprehension of students learning speech verbs in both Uzbek and
English. By leveraging interactive platforms and digital tools, educators can illustrate the nuances of
speech verbs through contextualized, dynamic examples that traditional methods may fail to convey. For
instance, video demonstrations and interactive software can simulate real-life conversations, allowing
learners to observe the application of speech verbs in various contexts. This aligns with the objectives of
the Conference on Central Asian Languages and Linguistics, which aims to improve language instruction
through research-driven teaching methods (Kent et al., 2015). Furthermore, the integration of multimedia
resources facilitates differentiated instruction, catering to diverse learning styles and enhancing
accessibility, as highlighted in the proceedings of student conferences which emphasize contemporary
pedagogical practices and the use of technological innovations in translation studies. This multifaceted
approach ultimately fosters a deeper understanding of language mechanics, essential for mastering speech
verbs.

IV. Teaching Methods for Speech Verbs in English Language

Effective teaching methods for speech verbs in English necessitate a comprehensive
understanding of both linguistic theory and practical application in instructional settings. An approach
that emphasizes a linguistically oriented framework enables learners to critically engage with the
complexities of verb usage in various communicative contexts. This method aligns with the findings of
ConCALL, which suggests that fostering a community among educators allows for the exchange of
techniques that can enhance language acquisition (cite23).

By integrating comparative analysis and historical perspectives, instructors can illuminate the
nuanced differences between speech verbs and their implications in language use. For instance, the
effective teaching of speech acts not only enhances students grammatical proficiency but also their
sociolinguistic awareness, as highlighted in research focusing on less widely taught languages (cite24).
Consequently, employing a multifaceted approach ensures that learners not only master speech verbs but
also appreciate their contextual significance in English communication.

A. Task-Based Language Teaching Techniques

Effective language instruction requires innovative pedagogical methods, and Task-Based

Language Teaching (TBLT) presents a practical framework for enhancing learners’ engagement with
___________________________________________________________________________________________________________________|
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speech verbs in both Uzbek and English. TBLT emphasizes the use of meaningful tasks that mirror real-
life language use, allowing students to negotiate meaning while utilizing relevant linguistic structures.
This approach cultivates linguistic competence and communicative strategies, enabling learners to
reflexively apply their knowledge in authentic contexts. Furthermore, as illustrated by the challenges
faced in teaching less widely used languages like Finnish and Hungarian, a linguistically oriented
methodology can significantly impact student outcomes. Such techniques can be particularly beneficial in
the context of Central Asian languages, where current pedagogical approaches often lack comprehensive
instructional resources (as highlighted in the goals of CeLCARs initiatives (Kent et al., 2015)). By
integrating TBLT into the curriculum, educators can foster a more dynamic learning environment that not
only enhances language acquisition but also prepares students for real-world communication.

B. The Role of Contextual Learning in Vocabulary Acquisition

Contextual learning significantly enhances vocabulary acquisition by situating language within
meaningful interactions and scenarios, thus promoting deeper understanding and retention. This
pedagogical approach aligns with the findings presented in contemporary research, which underscores the
importance of authentic contexts for language learners. For instance, when examining the process of
teaching speech verbs across Uzbek and English, integrating contextual examples can elucidate the
nuances of usage, thereby aiding students’ comprehension and ability to apply vocabulary in appropriate
situations. As articulated in the analysis of written errors by Uzbek EFL learners, specific vocabulary
challenges often stem from a lack of contextual familiarity (Kutlimuratova et al., 2021). Moreover, as
noted in the Conference on Central Asian Languages and Linguistics, fostering a community of practice
among language educators can further support contextual learning by facilitating the exchange of
effective strategies and resources (Kent et al.,, 2015). Ultimately, the incorporation of context in
vocabulary teaching fosters a richer, more interactive learning experience.

C. Incorporating Authentic Materials in Instruction

Authentic materials play a pivotal role in language instruction, shaping learners’ understanding of
speech verbs in both Uzbek and English. Incorporating real-world texts, such as newspapers, interviews,
and literature, allows students to interact with language as it is used in natural contexts, thereby enhancing
their comprehension and retention of speech verbs. For instance, exposure to authentic discourse can
illuminate the nuances of speech acts that may not be evident in traditional textbook examples. This
aligns with the approaches of the Conference on Central Asian Languages and Linguistics (ConCALL),
which emphasizes the importance of research-driven teaching methodologies that highlight language
acquisition in real contexts (Kent et al., 2015).

Furthermore, the integration of such materials fosters critical thinking, as students engage with
various linguistic sub-disciplines that inform their understanding of both Finnish and Hungarian, akin to
the complexity present in Uzbek and English speech verbs (Tarsoly et al., 2011). Thus, the authentic
materials not only enrich learners’ linguistic competence but also prepare them for practical language use
in diverse settings.

Conclusion. In summation, the exploration of teaching methods and strategies for speech verbs in
both Uzbek and English underscores the complexities inherent in language acquisition, particularly in
contexts where structural and cultural differences abound. This study reveals that error analysis plays a
crucial role in identifying learners challenges, as evidenced by the findings from Uzbek EFL learners,
which highlight prevalent issues such as spelling and word choice errors (Kutlimuratova et al., 2021). By
integrating these insights into pedagogical practices, educators can tailor their approaches to address
specific linguistic obstacles. Moreover, as articulated in the framework established by CeLCAR, fostering
collaboration among linguists and language educators is vital for refining instructional strategies and
enhancing curriculum development (Kent et al., 2015). Ultimately, the synthesis of these methodologies
points toward a more effective and culturally responsive pedagogy that not only facilitates language
mastery but also empowers learners to navigate the intricacies of bilingualism.

A. Summary of Key Findings

The investigation into the methods and strategies of teaching speech verbs in Uzbek and English
has revealed significant pedagogical implications. Notably, a linguistically oriented approach appears to

facilitate a deeper understanding of these complex linguistic components, allowing learners to draw
- - -
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comparisons across both languages. This strategy is supported by findings indicating that comparative
analyses enhance students sociolinguistic awareness and promote a more nuanced grasp of language use
in varied contexts, as underscored in studies on less widely used languages ((Tarsoly et al., 2011)).
Moreover, the research indicates that fostering a community of language educators and linguists is
essential for effective teaching, as highlighted by the Conference on Central Asian Languages and
Linguistics ((Kent et al., 2015)). Collectively, these findings suggest that integrative teaching methods,
combining formal linguistic structures with practical application, may significantly improve the
acquisition and teaching efficacy of speech verbs in both Uzbek and English.

B. Implications for Language Teaching Practices

Effective language teaching practices must consider the unique linguistic features and cultural
contexts of the languages being taught. In the case of Uzbek and English, a comparative analysis of
language errors can significantly inform instructional strategies. For instance, studies have shown that
Uzbek EFL learners frequently struggle with specific aspects such as spelling, articles, and word choice,
which suggests a need for targeted intervention in these areas ((Kutlimuratova et al., 2021)). By
understanding these error patterns, educators can adapt their curricula to incorporate focused practice on
common difficulties, thereby enhancing learner’s proficiency in speech verbs specific to each language.
Furthermore, as evidenced by initiatives like the Conference on Central Asian Languages and Linguistics,
fostering a community of language educators can facilitate the sharing of effective methodologies and
resources (Kent et al., 2015). Consequently, integrating collaborative teacher training and research-
oriented approaches can lead to more effective strategies that cater to the nuanced challenges faced by
learners in both languages.

C. Recommendations for Future Research

Future research in the realm of teaching speech verbs in both Uzbek and English should prioritize
a comparative analysis that incorporates various pedagogical approaches, thus enhancing our
understanding of effective instructional methods. Emphasis should be placed on longitudinal studies that
track student progress over time, allowing researchers to assess the long-term benefits of specific teaching
strategies. Additionally, exploring the impact of technological integration — such as interactive software
and online platformsn — on the acquisition of speech verbs could yield valuable insights, particularly in
the context of remote or hybrid learning environments. Moreover, it would be advantageous to investigate
the sociocultural influences that shape learners perceptions and usages of speech verbs in both languages,
thereby enriching the framework for teaching interventions. Ultimately, such research endeavors could
lead to the formulation of a more nuanced and effective curriculum that caters to the needs of diverse
language learners in both linguistic settings.
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“MASNAWI-Y1 MA’NAWI“ VON MAVLONA DSCHALAL AD-DIN RUMI(BALCHI) ALS EIN
MEISTERWERK DER WELTLITERATUR

Annotatsiya. Joriy yilning 17-dekabr sanasida buyuk mutasavvuf olim, fors adabiyotining yorgin
vakili Mavlono Jaloliddin Rumiy (Balxiy)ning vafotiga 751 vyil to‘ldi. Magolada Jaloliddin Rumiy
(Balxiy)ning hayoti, ijodi va uning shoh asari — Masnaviyi-ma’naviy hagida so‘z boradi. Ma’naviyat
nafagat Rumiyning tafakkuri uchun, balki Islom falsafasi, tasavvufi uchun asosiy atamadir. Bu “ma’ni,
ma’no” so‘zidan olingan sifat. Bunda, hamma narsaning chuqur ma’nosi, asl ma’nosi, ularning ruhiy
hagiqati va yakuniy hagigati nazarda tutiladi. Ushbu magoladan magsad Rumiyning insoniyat va dunyo
hagidagi garashlarini o‘rganish, shuningdek uning asosiy tamoyillarini tagdim etishdir.

Kalit so‘zlar: Mavlono, so‘fiy, hikoya, shoir, madrasa, mavlaviy, masnaviy, koinot, tasavvuf

AnHoTamus. 17 nekadpst 3Toro roga ucnoiHsercs 751-1 TOAOBIIMHA CO IHSA cMepTH MaBlOHO
Joxananannuaa Pymu (Banxw), Benmwkoro ydéHoro-cyucra W sSIpKOTO TPEACTaBUTENS IMEPCHUICKON
muteparypel. B cratbe pacckasbiBaeTcs 0 ku3HH, TBopdecTBe Jlkamanammuuaa Pymu (bamxu) wu ero
menespe — “MacHaBU-MabHaBU . MabHaBH — KIIIOYEBON TEPMMH HE TOJBKO I MBIIUIEHUS Pymu, HO U
JUTST UCIIAaMCKOTO MHCTHIM3Ma, Cypu3ma B MeloM. DTO TpuiaraTelbHOe OT “MabHU’ — ‘‘3HaueHHe’ .
Nmeetcs B Buy OoJiee TiTyOOKHUIT CMBICI, UCTHHHBIN CMBICIT BCEX BEIICH, X JYXOBHAS UCTHUHA U BhICIIAS
PCAIbHOCTD. L[em; 9TOU CTATBHU — HU3y4YUThb B3IJIAABI PyMI/I Ha YCJIOBCUCCTBO U MHDP U IPEACTABUTH €ro
OCHOBHBIC TPUHIUIIBI.

KuaroueBble cjioBa: MaBIOHO, cy(duii, paccka3, Mo3T, MeApece, MabHABH, MAaCHABH, BCEJICHHAs,
cyhuszm.

Abstract. December 17 this year marks the 751st death anniversary of Maulana Jalaluddin Rumi
(Balkhi), the great Sufi scholar and a prominent figure in Persian literature. The article tells about the life,
work of Jalaluddin Rumi (Balkhi) and his masterpiece — “Masnavi-Ma’navi”. Ma’navi — is a key term not
only for Rumi’s thinking, but for Islamic mysticism, Sufism, in general. It is the adjective of ma’ani,
“meaning”. It means the deeper meaning, the true meaning of all things, their spiritual truth and ultimate
reality. The purpose of this article is to explore Rumi's views on humanity and the world, as well as to
present his main principles.

Keywords: Mawlana, sufi, story, poet, madrasah, mavlawi, masnavi, universe, sufism

Einfiihrung. Muslime, Juden und Christen trauerten gemeinsam, als der grole und sensible
Humanist und Lehrer Maulana Dschalaluddin ar Rumi, der am 17. Dezember 1273 starb, nach einem
geschiftigen Leben in Konya beigesetzt wurde, der Stadt, die ihm von seiner Jugend bis ins hohe Alter seine
zweite Heimat wurde. Maulana (Arabisch) oder Mevlana (Tirkisch), also unser Meister, war sein
Ehrenname. Und tatsidchlich war er ein Meister. Jemand, der aus seinen vielféltigen, oft schmerzhaften
Erfahrungen wusste, dass es die Bestimmung des Menschen ist, in dieses irdische Leben zu gehen und den
Einen zu suchen, Gott, von dem wir, wie der Koran so schon sagt, “ausgehen und zu dem wir wieder
zuriickkehren”.

Die Bedeutung von Maulana Rumi ist noch heute spilirbar — nicht nur in seiner Heimat Tiirkei,
sondern auch weit {iber deren Grenzen hinaus. Nicht umsonst nahm die UNESCO das Geburtsjahr Rumis
im Jahr 1207 zum Anlass, das Andenken dieses groBen Mannes zu ehren. Fiir das friedliche
Zusammenleben von Menschen unterschiedlicher religioser Orientierung konnte das Gleichnis von “den
verborgenen Leitern, die Schritt fiir Schritt zum Himmel fiihren” herangezogen werden, wonach “der
Himmel ein weites Land ist — so weit, dass er weder Anfang noch Ende hat” eine hoffnungsvolle,
authentische islamische Sichtweise anzubieten.
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Hauptteil. Der Zweck dieses Artikels besteht darin, Rumis Sicht auf die Menschheit und die Welt
zu erforschen oder ihre Grundprinzipien darzustellen. Zusétzlich zu seinen islamischen Wurzeln, die auf
dem Koran und der Sunna basieren, wurde die modeme griechische Philosophie entscheidend fiir das
Denken und Handeln unserer Maulana. Vor dem Hintergrund der modernen Geschichte werden die
Menschen und die Weltanschauung dieses groBen muslimischen Weisen am Beispiel einiger wichtiger
Ereignisse aus dem Leben Rumis unter Bezugnahme auf sein groBes Werk und die von ihm verfasste
Literatur skizziert.

Leben und Werke von Maulana. In den Aufzeichnungen verschiedener Biographen lautet sein
Name einhellig Muhammad und sein Beiname Dschalal. Alle Historiker kennen ihn unter diesem Namen
und Beinamen. Sein Geburtsdatum ist jedoch umstritten. Aflagi (gest. 1360), Autor des Buches Managib al-
Arifin, gibt als Geburtsdatum den 30. September 1207 an. [5, 441] In Rumis Werk “Fihi Mo Fihiy” (Von
Allem und vom Einen) findet sich folgende Passage: “Wir waren in Samarkand. Khorezmshah umzingelte
die Stadt, stellte seine Soldaten um sie herum auf und griff an. Nebenan lebte ein atemberaubend schones
Maidchen. Sie war so schon, dass sich kein anderes Madchen in der Stadt mit ihr vergleichen konnte. Ich
horte sie beten: “Oh Gott, lass mich nicht in die Hénde dieser Tyrannen fallen!” [1, 9]. Diese Sitze lassen
vermuten, dass Aflagis Datierung falsch ist. Samarkand wurde 1207 von Khorezmshah belagert, dem Jahr,
das Aflaqi als das Geburtsjahr von Rumi angibt. Rumi musste zu diesem Zeitpunkt mindestens finf oder
sechs Jahre alt sein, um sich an den Grundriss der Stadt und die Schonheit des Madchens zu erinnern. Aus
diesem Grund gibt der Historiker Will Durant 1201 als Geburtsjahr Rumis an, wihrend Maurice Barres
1203 angibt [1, 13]. Der Titel “Sultan-ul-Ulema” (Sultan der Weisen), der Maulanas Vater, Bahauddin
Walad, verliehen wurde, stammt von seiner Mutter, die eine Prinzessin war. Dariiber hinaus ist unklar, ob
dieser Name bereits vor der Verbreitung des Mawlawismus existierte oder ob er nur einmal und einzeln
verwendet wurde. Seine Zugehdrigkeit zur Familie Hatipogullary (S6hne von Hatip) aus Balkh, die fiir ihre
Bildung, ihren miitterlichen Reichtum und ihre an Genie grenzende Intelligenz bekannt war, ermoglichte
ihm eine sehr gute Ausbildung. Muhammad Bahauddin wurde im Jahre 543 der Hijri (1148 n. Chr.) als
Sohn von Dschalal ud-Din Hussein Hatibi, ebenfalls einem Gelehrten, und dieser Prinzessin geboren [5,
443].

Laut mawlawitischen Quellen verlieB Baha’uddin Walad Balkh im Jahr 607 der Hijri (1210 n.
Chr.). Zu diesem Zeitpunkt war der Ulema Sultan 53 Jahre alt, sein dltester Sohn Alauddin war sieben Jahre
alt und sein jiingster Sohn Dschalal ud-Din, also Maulana, war drei Jahre alt. Maulana wurde am 6. des
Monats Rabi ul-Awwal 604 nach dem islamischen Kalender (30. September 1207) geboren. Die erste
Etappe ihrer Reise fiihrte sie nach Nischapur, wo sie den groen mystischen Dichter Fariduddin Attar trafen.
Fariduddin Attar empfand grofle Zuneigung fiir den kleinen Dschalal ud-Din und widmete ihm sein Buch
mit dem Titel “Asrarname” oder “Ilahiname”. Maulana vergal3 dieses Treffen nie und respektierte immer
die Erinnerung an diesen sympathischen, edlen, weisen alten Mann und erklérte oft, dass seine Gedichte von
ihm inspiriert seien.

Von Nischapur aus reisten sie zundchst nach Bagdad, wo sie von Shihabuddin Suhrawardi, dem
Autor des wertvollen Werkes Avarif-ul-Maarif, empfangen wurden. Von dort gingen sie iiber Kufa nach
Mekka. Von hier aus ging es nach einem kurzen Aufenthalt in Medina weiter nach Damaskus und
schlieBllich iiber die Aleppo-Malatya-Route nach Erzincan. Es vergingen also genau sieben Reisejahre.
Wihrend dieser Zeit trafen sie die Sufis Ewhaduddin Kirmani und Sa’duddin Hamevi, den Nachfolger des
grofen Sufi Najmeddin Kubra. So unternahm Maulana vom dritten bis zum zwanzigsten Lebensjahr unter
der Anleitung seines Vaters und in dessen FuB3stapfen tretend eine echte und spirituelle Reise und erlangte
seine Identitit in den wohlhabendsten Kulturzentren der islamischen Zivilisation dieser Zeit.

In der Erzdhlung von Walad Dschelebi, einem seiner Enkel, heif3t es sogar, dass sie Muhyiddin ibn
Arabiya wihrend ihres Aufenthalts in Damaskus trafen. Als Bahauddin Walad und sein Sohn sich von “ash-
Sheikh-al Akbar” (dem grofiten Meister) verabschiedeten, sagte er mit Blick auf Maulana: “Ich schwore bei
Allah dem Allmdchtigen! Da marschiert ein Meer einem See hinterdrein. “Maulana war 18 Jahre alt, als sie
von Malatya nach Laranda (heute Karaman) kamen. Hier heiratete Maulana seine erste Frau Gawhar
Khatun, die Tochter eines Gelehrten namens Sharafeddin Samarkandi. Gleichzeitig legte sein Vater grofite
Sorgfalt und Miihe auf die Erziehung und Ausbildung der Maulana. Sie verbrachten sieben Jahre in

Laranda. Maulanas Mutter, Prinzessin Mumine, und sein Bruder Alauddin starben hier. Bahauddin Walad
[
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zog auf Dréngen des seldschukischen Sultans Alauddin Kayqubad nach Konya und lebte dort fiir den Rest
seines Lebens. Maulanas Vater bekam dort eine Anstellung als Lehrer. Doch schon nach kurzer Zeit starb er
am 18. Rabi-ul-Akhir 628 (23. Februar 1231). [5, 442] Zu diesem Zeitpunkt war Maulana genau 24 Jahre
alt.

Die Tatsache, dass Maulana in den ersten Jahren seines Lebens nach Konya kam, die Stadt bis auf
wenige Ausnahmen nie verlief, sich dort 6ffnete und berithmt wurde, fiihrte dazu, dass er weltweit unter
dem Beinamen “Rumi” (der “Grieche”) bekannt wurde. Nachdem sie in Konya angekommen waren,
schickte sein Vater, der jede Hoffnung auf seinen Sohn hatte, ihn und seinen Schwiegervater Lolo
Sharafuddin nach Aleppo, um unter der Anleitung des Lehrers Kamaluddin lbn-i Adim an der Haleviye
Madrasa (Universitét) islamisches Recht (Figh) und Hadith- Wissenschaften zu studieren. Dieser Gelehrte
wurde fiir Maulana eine grofSe Bereicherung. Danach sollte die Ankunft von Seyyid Burhanuddin
Muhaqgig-i Termizi, einem Schiiler seines Vaters, in Konya ein groBer Segen fiir ihn sein. Von ihm erhielt
er etwa neun Jahre lang spirituelle Unterstiitzung. Ein Jahr nach Seyyids Ankunft musste Maulana nach
Aleppo, wo er erneut in seiner alten Medresse Haleviyya ilibernachtete. Im folgenden Jahr wechselte er an
die Makdemieh-Madrasa in Damaskus und kehrte vier Jahre spéiter zuriick. Und als neun Jahre nach seiner
Riickkehr nach Konya sein Lehrer Burhanuddin starb, war er selbst bereits zu einem Wissenschaftler
herangereift, der keine Lehrer und Mentoren mehr brauchte. Mit Sayyid Burhanuddin erlebte er, wie auch
mit seinem Vater, Begegnungen der Frommigkeit. Sayyid Burhanuddin lehrte ihn Sufismus, inspiriert von
Ghazali und basierend auf den Uberzeugungen der Ahli-Sunnah (Rechtschaffener Pfad). SchlieBlich
iibernahm er die vakante Lehrstelle seines Vaters. Dschalaluddin unterrichtete bis zu seinem 35. Lebensjahr
in vier berithmten Konya-Madrasen. Angetrieben von seiner kreativen Ader schrieb er mit Begeisterung
viele Gedichte. Aber er war immer noch nicht Maulana. Er war nur fiir seine wissenschaftliche Arbeit
bekannt und lehrte elf Jahre lang.

Religioses Leben. Der Islam hat den Geist, selbstlose Liebe, Tanz und Musik als Anbetung zu
feiern. Als Quellen fiir diese Tradition haben Wissenschaftler neben dem Islam auch christliche,
buddhistische, neuplatonische, schamanische, pantheistische und zoroastrische Einfliisse gefunden. [3, 369]
In seinen Werken sient Maulana die Liebe als die Hauptkraft des Universums. Er sieht das Universum als
ein harmonisches Ganzes, das in alles andere verliebt ist. Laut Maulana zielen diese liebevollen
Beziehungen ausschlieBlich auf Gott ab und bestehen nur aufgrund der Liebe Gottes.

Wenn ein Mensch, der Teil dieses harmonischen Ganzen ist, lernt, Gott zu lieben, wird er in der Lage sein,
Harmonie mit sich selbst und dem Universum zu erreichen. Durch die Liebe zu Gott wird er in der Lage
sein, nicht nur seine Néchsten, sondern die gesamte Schopfung Gottes zu lieben.
Fiir Maulana lag die wahre Zufriedenheit im Leben darin, Gott durch Liebe niher zu kommen. Was Rumi
auszeichnete, war seine Fihigkeit, seine Uberzeugungen in unkenntlich schone Poesie umzusetzen.

“Komm! Komm! Wer du auch bist!

Wenn du auch Gétzendiener oder Feueranbeter bist.

Komm wieder! Dies ist die Tzir der Hoffnung nicht der Hoffnungslosigkeit.

Auch wenn du tausendmal dein Versprechen gebrochen hast.

Komm! Komm wieder!”

Wie viele andere mystische Dichter nennt Rumi Gott den geliebten Menschen, der Gott als den
Geliebten sucht. Er spricht sowohl iiber die Traurigkeit, von Gott getrennt sein zu miissen, als auch iiber die
Freude, Ihm néher kommen zu kdnnen. Rumi verspottet und bemitleidet diejenigen, die die Werte schétzen,
die mit Hilfe dieses verabscheuungswiirdigen Glases erworben werden konnen. “Verkaufe mir keinen
bauchigen Tonkrug, ich, der ich einen fliefSenden Strom besitze, was soll ich mit dem Tonkrug? ” [Rumi:
Divan, 2/35].

Seine Werke (Maulana in seinen Werken). Maulana verbrachte sein ganzes Leben damit, Gott
kennenzulernen und seine Egos (Nafs) zu perfektionieren, suche Tugend; um diejenigen zu ehren, die auf
diesem Weg gereift und berauscht sind, oder um diejenigen, die noch unvollkommen sind, auf den wahren
Weg zu leiten; Ermahnen Sie diejenigen, die diesem Weg folgen und die Wahrheit verbreiten mochten. Sein
Leben war von Anfang bis Ende voller Eifer fiir die Schaffung spiritueller Werke. Unter diesem
Gesichtspunkt ist es schwierig, die Werke Maulanas aufzuzéhlen und den Einfluss seiner Taten und Worte

auf die Gelehrten seiner Zeit und auf die Sufis nach ihm einzuschitzen. Selbst nach vielen Jahren der
]
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Bemiihungen wird es wahrscheinlich nicht moglich sein, dies zu verstehen. Da nicht alle seine Worte und
miindlichen Lehren aufgezeichnet wurden, ist es wahrscheinlich, dass die meisten davon verloren gegangen
sind. Daher kdnnen wir uns natiirlich nur mit seinen vorhandenen Werken befassen.

Wir wissen, dass Maulana viele Werke auf Persisch geschrieben hat. Dariiber hinaus enthalten seine
Gedichte einige tiirkische Verse und einige tiirkische Sitze. Wenn wir das Original Majalis-i Saba zur Hand
hétten, das urspriinglich auf Tiirkisch geschrieben und aufgenommen und dann ins Persische iibersetzt
wurde, hitte es sicherlich einen hohen Stellenwert in der tiirkischsprachigen Literatur. Wir wissen, dass der
damalige Intellektuelle Maulana wihrend seines Studiums in Damaskus Hebréisch gelernt hatte und im
Alter von 24 Jahren, nach seiner Ankunft in Konya, auch Griechisch gelernt hatte. In seinem Diwan
befinden sich auch Fragmente von Gedichten in diesen beiden Sprachen. Dariiber hinaus gibt es auch Werke
und Gedichte Maulanas auf Arabisch.

Laut Oztiirk [2, 27] ist Rumi einer der grofSten Dichter der persischen Sprache. In seiner Heimat
Tiirkei reifte er literarisch heran und schuf dort seine Werke. Rumis oft diskutierte und falsch interpretierte
Position ist, dass er eine negative Sicht auf die Tiirken hat. Was auch immer die Griinde fiir solche
Diskussionen sein mogen, laut Oztiirk [2, 27] beklagte sich Rumi iiber die Tiirken und seine Haltung
spiegelt sich in seinen Werken wider. Diese Haltung wiederum kann eine poetische Ubertreibung oder eine
emotionale Reaktion auf Dinge sein, die fir ihn unvereinbar sind. Zeitweise beschrieb er die Tiirken als
streitsiichtig, kompromisslos, quélend, hart und manchmal sogar grausam. Rumi reprisentiert die
Verbindung zwischen iranischem islamischem Denken und tiirkischer Seele in der Poesie.

Obwohl er ein Freund des Volkes war, blieben seine Sprache und sein Stil persisch. Menschen, die
in Kunst und Stil von einer bestimmten Kultur beeinflusst sind, kénnen nicht als antinational angesehen
werden. Der direkte oder indirekte Ursprung vieler groBer Meister der Diwanliteratur geht auf den
Mawlawi-Orden zuriick. Der Orden spielte auch eine wichtige Rolle bei der Griindung und Entwicklung der
osmanischen Diwanliteratur. Im Osmanischen Reich gab es zwei Hauptinstitutionen, die von seinen
Anfangen bis zu seinem Untergang kulturellen Einfluss ausiibten: den Mawlawi- und den Bektaschi-Orden.
Nach der Seldschuken-Ara hatten Rumi und der Mawlawi-Orden groBen Einfluss auf die intellektuellen
Schichten, inshbesondere in den Bereichen Musik, Literatur, Unterhaltung und Weltanschauung. Durch
Stiftungen hatten einige Mawlawi-Orden in der Anfangszeit grolen Einfluss auf weite Teile der
Gesellschaft, als der Orden den Charakter der Solidaritdt mit dem Volk noch nicht verloren hatte. Die
stadtische Mittelschicht und insbesondere die Landbevolkerung wurden vom Bektaschi-Orden beeinflusst.
Und Mawlawi, der Dichter Nef’i (gest. 1635), befreite die Baku-Schule von ihrer Kiinstlichkeit und machte
sie noch bedeutsamer [2, 28-29].

Masnawi. Literaturwissenschaftler definieren Masnawi als eine Gedichtgattung, die zwei Verszeilen
(Misra) im Reim vereint, im gleichen VersmaBl angegeben, aber in der Reimform unterschiedlich. Seit der
Popularitit der persischen Poesie haben Dichter Masnawi geschrieben. Doch heute wird der Begriff
Masnawi nur noch als Masnawi von Dschalaleddin verstanden. Tschelebi Husamuddin erkannte, dass
didaktische Werke wie Ilahiname “Ode an Allah” oder Mantig-u’t-Tayr “Gesprach der Vogel” sehr gefragt
waren, und bat seinen Scheich, ein Masnawi zu entwickeln, das es den Derwischen ermoglichen wiirde,
durch die Inspiration der Normen mehr zu tun und Wahrheiten des Sufismus, da die vor dieser Zeit
geschriebenen “Gazellen” bei den Massen beliebter waren und man sich etwas mehr der Masnawi -Richtung
zuwenden sollte; Dann holt Maulana ein Papier mit 18 Doppelversen aus seinem Vorwort hervor und sagt
ihm, dass er dasselbe gedacht habe. So beginnt die Masnawi-Poesie. Maulana sagt, Tschelebi Husamuddin
schreibe die Ideen seines Lehrers auf. Die erste Aufnahme war kaum fertiggestellt, als Husameddins Frau
starb, woraufhin die Arbeiten fiir zwei Jahre eingestellt wurden. AnschlieBend wurde auf Wunsch von
Tschelebi die Poesie weitergefiihrt und so in sieben bis acht Jahren ein gigantisches Denkmal bestehend aus
sechs Bénden geschaffen.

Wie bereits erwiahnt, verdanken wir Tschelebi Husamuddin die Geburt dieser melodischen Melodie
himmlischen Ausmales, dieser géttlichen Stimme. Mit einer geschdtzten Anzahl von {iber 26.000
Doppelversen ist das Masnawi, das wir quantitativ auch als Werk gigantischen Ausmalles bezeichnen
konnen, das berithmteste Werk nicht nur Maulanas, sondern vielleicht der gesamten mystischen Literatur.
Es war in allen Regionen der islamischen Welt, insbesondere in Indien und im Iran, schon immer sehr

wichtig, hatte aber von seinem ersten Auftreten an groflen Einfluss auf die Tiirken Anatoliens. Fuad
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Kopriilii sagt: “Allerdings findet man nirgendwo in Masnawi so schillernde Funken, weite und tiefe
Gedanken, die iiber die eigenen Grenzen hinausgehen, wie in Divan-i Shams-ul Hakail”. Dieses Werk
wurde ausschlielich zu dem Zweck geschrieben, den Gerechten den richtigen Weg zu zeigen. Es handelt
sich dabei um ein Produkt ethisch-mystischer Didaktik, und es wurde natiirlich fir die
Durchschnittsbevolkerung geschrieben.

Masnawi ist das berithmteste Werk Maulanas. Wihrend Katib Tschelebi 26.660 Doppelverse von
Maulana enthélt, hat der beriihmte Dichter Mawlawi Nesib Dede 26.810 Doppelverse. Scheich Galip, der
angibt, das Masnawi 14 Mal gelesen zu haben, kommt zu dem gleichen Schluss. Ein Artikel in der
Enzyklopédie des Islam des tiirkischen Bildungsministeriums verzeichnet 25.700 Doppelverse [4, 325]. Der
vollstandige Titel des Werks lautet Masnawi-yi-Ma 'nawi. Ma 'nawi ist ein Schliisselbegriff nicht nur fiir
Riimis Denken, sondern flir die islamische Mystik, den Sufismus, iiberhaupt. Es ist das Adjektiv von
ma’ani, “Bedeutung”. Gemeint ist die tiefere Bedeutung, der wahre Sinn aller Dinge, ihre spirituelle
Wahrheit und letztendliche Wirklichkeit. Im zweiten Teil des Titels steckt also nichts weniger als ein
Programm: Es geht darum, das, was ist, auf das hin zu hinterfragen, was dahintersteckt, also das scheinbar
Wirkliche als das Unwirkliche und das scheinbar Unwirkliche als das Wirkliche aufzuzeigen, das wiederum
sinnlich und logisch nicht fassbar, somit das Géttliche schlechthin ist.

Maulana begann die Masnawi im Jahr 1260. Der erste Band wurde ein Jahr spéter fertiggestellt.
Nach einer zweijdhrigen Pause begann er 1263 mit dem Schreiben des zweiten Bandes, den er Saykal-i Erva
(Spiegel der Seelen) nannte. SchlieBlich vollendete er 1267 sein Werk mit dem sechsten Band, den er
Husamname nannte. Obwohl Masnawi urspriinglich auf Persisch verfasst wurde, enthilt es arabische Verse
sowie tiirkische Worter wie “gicek, kas, goz, izim”, d. h. Blume, Augenbraue, Auge, Traube usw. Masnawi
ist ein systematisches und philosophisches Werk von Maulana. Dabei ist Maulana nicht nur ein Dichter,
sondern vielmehr ein Denker, der ein mystisches Konzept in poetischer Sprache zum Ausdruck bringt.
Deshalb wird in Masnawi ein Gedicht als Mittel zum Zweck und ein Gedanke als zu erreichendes Ziel
ausgedrickt und Kunst aus didaktischer und ethischer Notwendigkeit entsprechend den eigenen
Vorstellungen eingesetzt. Zweifellos wurde dieses Werk, das eine &uflerst komplexe Philosophie wie die
von Attar lehrt, mit der Absicht geschrieben, in erster Linie das Volk anzusprechen. Das gesamte Werk
wurde in parabolischer Sprache verfasst. Mystische, philosophische und ethische Normen werden in
gleichniséhnlichen Geschichten dargestellt. Diese Geschichten bestehen aus verschiedenen Ebenen. Einige
von ihnen haben eine subtile und tiefe Bedeutung und richten sich an Denker, andere sind in einfacher und
verstindlicher Sprache verfasst und richten sich an normale Menschen und Kinder.

Auch in den Masnawi -Geschichten ist Maulanas personliche Arbeitsweise wie folgt aufgebaut: Er
beginnt mit einer Geschichte und erzihlt, bevor er sie beendet, die zweite und dritte Geschichte. Dann kehrt
er zur ersten Geschichte zuriick und vervollstindigt sie. Manchmal wird angekiindigt, dass eine
unvollendete Geschichte aus einem Band im néchsten fertiggestellt wird. Dschalaluddin Rumis Masnhawi ist
sowohl fiir gebildete als auch fiir weniger gebildete Menschen zugénglich. Der Masnawi flihrt neue
Anwirter auf den Sufipfad, zeigt aber auch den Weg fiir fortgeschrittene Praktizierende und sogar fiir
diejenigen, die bereits in die hochsten Ridnge des Pfades aufgestiegen sind. Rumi packt uns mit seinem
Masnawi und fiihrt uns in die Gegenwart Gottes. Rumi selbst sagt: ,,Nach uns (wenn wir sterben) wird
Masnawi den Charakter eines Scheichs annehmen. “Es wird denen, die nach der Wahrheit suchen, ein
Leitfaden sein und ihnen den Weg zu hoheren Stufen und zum letzten und héchsten aller Ziele zeigen”.

Rumis Masnawi besteht aus Geschichten aus dem Koran, traditionellen Geschichten, Begebenheiten
aus dem Alltagsleben in Konya, Legenden und Fabeln. Das Masnawi geht weit iiber den Sufismus hinaus
und ist ein ewiges Nachschlagewerk der Weisheit. Die ersten achtzehn Doppelverse des Masnawi nehmen
einen Sonderstatus ein. “Die Klage der Rohrflote” erzihlt die Geschichte der Sehnsucht der Rohrfléte nach
den Rohren und wurde von Rumi selbst handgeschrieben.

Dadurch besteht das Masnawi aus oft nicht sofort erkennbaren Geschichten, die ineinander
iibergehen und sich in immer kleinere Zweige fortsetzen. Beispielsweise wird die Geschichte eines Konigs,
der durch eine ungliickliche Geliebte seinen wahren Herrn findet, mit der Geschichte eines entlarvten
Papageis sowie einer Abhandlung iiber gutes Benechmen durchsetzt. In einer anderen Geschichte iiber einen
Hasen und einen tyrannischen Lowen unternimmt Rumi Ausfliige zu Konig Salamon und spricht auch {iber

die Vorteile von Anstrengung und Glauben an Gott. Zwischen diesen Geschichten zitiert Rumi den Koran
- -
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und liefert Hadithe, die er erklért. Diese recht leicht verstindlichen Erkldrungen ermoglichen es westlichen
Lesern, ihre religiosen Urspriinge zu verstehen und helfen der Menschheit, die Gemeinsamkeit aller heiligen
Biicher zu verstehen.

Die meisten dieser Geschichten stammen zweifellos von seinem Vater, Sayyid Burkhannaddin oder
Shams-i Tabrizi, andere vielleicht aus Biichern, die er gelesen hat. Aber das wurde bereits gesagt: Die
Masnawi — Geschichten dienten nicht der Unterhaltung, sondern dienten Rumi als Mittel zum Zweck; das
heif3t, bestimmte spirituelle Wahrheiten und Botschaften zu vermitteln. In seinen Geschichten vergisst Rumi
nie die Moral. Einige von ihnen betonen bestimmte Wahrheiten, andere Rumi bemiihen sich, ihre Botschaft
klarer auszudriicken.

Manche Geschichten in Masnawi sind lustig, andere einfach obszon. Einige davon stammen aus der
indischen Mythologie, andere aus der griechischen oder rdmischen Literatur. Eine Sammlung von Fabeln
von Kalila und Dimna (aus der persischen Klassik) findet sich im Masnawi sowie in den Geschichten des
romischen Dichters Apollo. Rumi bezog all diese Geschichten in sein Werk ein, weil er die an anderer Stelle
zitierten Worte des Propheten Muhammad beherzigte: “Weisheit ist das verlorene Gut des Gldubigen”. Er
nimmt sie mit, wohin er sie findet. Deshalb griff Rumi auf alle moglichen Geschichten zuriick, die ihm
geeignet erschienen, um die Gldubigen zu unterrichten. Es ging ihm also nicht darum, die Leute zum
Lachen zu bringen; vielmehr wollte er ihnen Wissen und Rat geben [1, 32-34].

Zusammenfassung. Auch Maulana Dschalaluddin Rumi betrachtet den Menschen als von Gott
getrennte Wesen. Die 18 Eroffnungsverse aus Maulanas Masnawi beschreiben diese ungliickliche Situation
eloquent. Das Leben eines Menschen in dieser Welt wird als das Leben eines Gefangenen dargestellt. Der
Mensch sehnt sich danach, zum Einen zuriickzukehren, der Gefangenschaft zu entkommen. Er begibt sich
auf eine Reise zuriick zu seinem geliebten Gott, um sich wieder mit ihm zu vereinen. Aber wo findet man
Gott? — In unseren eigenen Herzen — “Er ist uns ndher als unsere Halsschlagader. “Wie konnen wir ihn
finden? — Ungeboren werden; sterben — bevor wir sterben. Dies ist der Weg der Liebe: Durch Loslosung
von der Materie und Bindung an die Vielfalt der geschaffenen Welt die Einheit mit dem geliebten Schopfer
der Welt, mit Allah, wiedererlangen: Wahdat-i-Wukud. Das Leben und Werk von Maulana Dschalaluddin
Rumi dhneln einer polyphonen Symphonie, deren sich wiederholende Hauptmelodie eine Botschaft in
vielen Variationen ankiindigt: Das Gliick des Menschen liegt in seiner Riickkehr zur Einheit, in der
Vereinigung mit Allah, dem barmherzigen Schopfer, dem Herrn aller Welten, dem Geliebten, nachdem er in
allen neuen Versuchen strebt.

Denn: “Von Gott gehen wir aus und zu Ihm kehren wir zuriick”.
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BEHA3UP YCTO3UMMU3JIAH TYXDA
(JaBomu. bouu 2024-iiui, 2-conaa)

MAHVYYEXP. Manyuexp Oup xadra karra 606ocu dDapumyn moramuma Oynau. CyHrpa Taxtra
YUKUO, MOXJIMK KyJTOXWHH Oolnra KyinoO, capkapianap, ab€Hiap Ba PyXOHUIIAPHH WUFUO Y3MHUHT
LIOXJIMK Ba3u()acHHU KaHail aHTIaéTraHuHN 0aéH KU,

banony 6a olinHy MapoHari,

ba Heku TpeBy nokuio pap3oHari,

Manam rydt 6ap TaxTH TapAoH CIeXp,
XamaM XalIMITy XKaHI'XacTy XaMm JOAY MeXp

ManyuexpHH TaHJIaranjaap yHra opapusiap aeauiap.

ComuuHr ¢ap3anam HYK 314, ry3an XoTMHH Oop »au. Y XynonaH ¢dap3aHi TWiIagu. XOTHHH
XOMMIIAIOp OYIIau, OMPOK KOPHUIATH OOJIAHWHT OFMPJINTHIAH YHH OHACH 3YypFa KyTapuO ropap 31u. boma
TYFUIAM. BUPOK YHUHT COYM KeKca KUIIWIapHUKKUAAN OK 311u. bup xadTa xeu kumra aiitManuiap, KeHuH
oracWra autmuiap. Y Xyjgora sumMHUO: Hera OyHiai OosiaHu OepauHT, Y OUpOH JeBlIaH OyiraHwu,
oJamJiiap cypaca HuMa xaBoO Oepail, neau. boxanu 30, Cemypr unura kyinman. Cemypr y3 Oonacura
Kapall y4yH Kenranuia Wurnad €rrad onam Oosacuam Kypau. Ilactra Tymm6 TonmuiapHu onmd YMKANA Ba
Oomara ypuH sicagu, yau O0okuO ycrupau. bona torma maxnmaBoH 0ymu6 ycau. bup xynu Com tymmna
00JIacuHU KYpIIu.

Com GoslacuHu KOnaMpuO KeTraH Tokka O0opau. CeMypr yHH IOKcakiapra KyTapuO, TapOusi KWIran
sau. Otann kypran Cemypr OoslaHM KeNTHpUO YHW oyura Kyinu Ba xepak Oynm0O Koicam, MaHa Oy
MApUMHU yTTa COJICAHT, oJAuHITa OopamaH, Aeau. Cousap ycraH, KUHMK COYMIai ONIOK F03M KYCCalu
Ba Xal0aTiiu max;1aBoH OYJiraH:

3u napBo3all oBap/ Ha3au najap,
Pacupa 6a 3e0u Gapain myiiu cap.
Tanam muBopy Oa pyx 4yH 6axop,
[Magap ayH Ou mumant OWHOIUIT 30D.
®ypyx Oypt capremn CemMmypr 3yT,
Huésmr xamme 60 — apun 6ap pysya.

CowMm yrmm 3omHU moX MaHydexp ofiaura oiud Kenaud Ba yHra Oomanu CeMypr TapOusIaraHuHA
XMKOsl KuimO Oepam: y ceHra Xu3MaT KWICHH, Aequ. Manyuexp ronmysra kapa® ¢on ovagura
MYH¥OKMMJIApPHUA YakupuO, 30HUHT (QonuHu KypuO OepuHIiap, aead. Yiap royiaysiapra kapad ¢oi
oyawiap Ba Oy YCHMPHMHHUHI KaTTa MaxJIaBOH OYnnO, TaxT-TOXX XUMOSYHCH OYynakarnHu Oamopatr
kuianiap. Manydexp Comra Ko6yii, 300y, Xuua, Yun napécunan Cunn gapécurava Oyarad BUIOSTIIAP
XYKMPOHJIUTUHH XaT KUIHO Oepau, 301HU XapOuid KypoJuiap Ba capyno OWIaH TAbMHUH KUJIIH.

Com ¥3 yrim 3oaHu 3ap OwiaH CHIKMCTOH BWIOSTHHUHT Mapka3su Hum3zapra onmb kenmu. Ota Ba
VFUIHMU KaTTa TaHTaHa OMJIaH KyTHO onauiap.

Com VFaura: ceH SHAM WIMIAPHHU YpraH, Y3uHrHH Oa3mra xo3up:ia, MeH lllox Ounan Mo3zangapon
JKaHTHra O0opamMaH Je/Iu:

Buémy3u OuiHaB 3u Xap JAOHHUIIIE,
Kwu €0u 31 Xxap TOHUIIIE POMHIIIE.
3u xyp Ay 3u Oaxmuin Maécoit Xex,
XamMa JOoHHMIIE A0 JOJaH OUCEXK.

Keiinn Com iynra 4ukay, yHI UKKA MaH3WiIrada 3071 Ba abEHIap Ky3aTHO KalTHILIH.

KobOynma Mexpo06 meran moamiox, 6op 3au. 3om oup kyHu 300ynman KoOynra erton, Mexpob yHH
MeXMOH Kuiay. KuimmnapHuHr adtumura kypa, MexpoOHUHT Ty3a11 Ku3u 00p 311:

ITacu nagau y sike gyxrap acr,
Ku p¥sim 3u Xypiues paBiias Tapact.
... PyxoHam 9y rynHOpy 5120 HOPOH,

3u cumuH Oapanr pactaay HOPBOH.
___________________________________________________________________________________________________________________|
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Hy wammar 6a coHu#t 1y Hapruc 6a0of,
Mipka Tuparii 6ypJa a3 mappu 30f.

Bynu smmrran 3on roparura YT Tymad. Mexpo0O 3omra: OM3HMHT XOHaMM3ra MEXMOH Oy, neau.
Vara xaBobaH 3051 Oenu: CEHWHI YWUHITa MEH OoponMaiiMaH, uyHku cuznap Oyrmapact. Lllynra
Kapamait 3omHMHT KYHIIIM Mexpo0 mmrkuaa Ku3u 0e30BTa 31u. Mexpo0 yiuma 6up riy3am Ku3 0op 3.y,
yHUHT ucMu Pyno0Oa, yHuHr onacu Cunmyxt. Ortamapu 3051 ojfuaH KalTraHujaa y Ku3jiapaaH Oupu
oracura Kapa0: Hera Te3 KaTauHru3, y 30J1 JeraHu KuM 3KaH, 1e6 cypamu. Otacu 30JHUHT HaxJIaBOH,
TEHICH3 TYy3al HWTHT, KUIIMJIApHUHT Ccy3lapura KaparaHja KWWK 30THIAH OYJITraHJINTH YYyH COYH
YJOJUIAPHUKHUIEK OK, OUpOK Oy cOu yHra >kyJza sipamaiu, JeIu:

Junu mepu Hap fopany 3ypHy Nui,
Iy macramr 6axkupaopu gapén Hum.

Pyno6a Oy rammapsu smmTrad, 1opard 301 MeXpH OWIaH TYIJIIH:
Uy 6umann Pyno6a o rydry-ryi,
Bapad pyxry rynHoparyH kapa pyu .
Jlunam ramr myp oTai a3Mexpu 301,
A3 ¥ nyp uryn Xypay opomy Xoil.

PynoGanunr Oerir Hadap Typk TapOusumiapu 0op sau. Yiapra Kapa0: cu3jiap MEHUHT CHPZOIUIAPUM
o6ynacuznap, MmeH COMHUHT Y1 30IHU CEBUO KONIUM, SHIAM WIOKUHU KWIMHIIAP... YIap XalpoH KoIuo
uyn wm3nait oonutaaunap. TapOusium aémmap PymoOa Ounan Oor caiipura uukawiap. bamang capoiina
TypuO y30KIaH ymapHd 3011 Kypau, YK-€imHu onu0 nuéna osra 4ukiau. Apuk Oyiinra Gopub cysna
cy3zaérran Oup KymHM OB Kuiad. Kym kyTapunm0, Kuznapra sSIKUH jKOHMra Tymigu. 3051 XU3MaTYHCHHU
1000pn0, KyITHH OJTHO KEMUIITHU OYIOpAA. XU3MaT9H KYITHH OJIMOKYH OYiraHuIa KU3Jap YHAaH: CEHUHT
XYKaWUHUHT KUM, 1e0 cypamau. Xu3Maryu XyXaliuHUHU Tabpuduail oouutarannaa Pynoda Com yrim
301 5KaHIUTHHY, YHUHT aTOKJIU MaxJIaBOHIUTUHY alTau. Kuznap 3051 xu3MaTdrcura y naxJjaBoHIa TeHD
110X KW3W OOPJIMTHHM Tamupuiap. XU3MaTyd y XaM TYpK KyIIHH oju0 KenraHuaa 30J1 yHIaH: CEHra y
KH3JIap HAMa JeHHIIn, Hera KyJIIuHT, — 1e0 cypaan. Xu3MaT4u Ku3iIap aiiTuO OepraH ramiapHu cy3mad
Oepau. 301 kUM 10060pubd Xa3MHAAAH raBxapiap OJIUpu0, KaHW3aKIapra 00pau, KaHU3aKIap KypraH
Ba osmmrrannapuan  laxpuépra PynoGammar oracm Mexpobra aiitud Oepummun. Mexpob
TapOUsTuMIapJaH: SHAM HUMa KWIKII Kepak, 1ed cypanu. Yiap 6us oup aman kunuO, 301 Ba Pygobanu
Oup-Ompura Kypcatamus, nevnman. bem aém TapOustan Pyno6a onmpura xennd 30JHUHT XYCHU JKaMOJIH,
KaJly-KOMaTH Ba MaxJJaBOHJIUTMHM TO3a MakTamau. Aémiap Oup xoHaHu xyna Oe3amnau. PynoGa Tomra
YUKIW. Y30KIaH YHU Kypran 307 OMHO onnura Kenau. Pymo6a ToMra YuKUI YIyH MEHUHT UKKH COYMMTa
oCHIHO YUK, IEIH.

burup uH cusx recy a3 sk cysmM,
3u 6axpu Ty 001 XaMMa T'yCysIM.

307 KYImKKa sIKAHIamay. ToMaa Ky€nman ryy3an Ku3 )KaMOJIMHA KYpIu. YHHUHT COWIAPHHH YIILTa0
TOMTa YUKAU, aHUKPOFHU, alBOHTa YUKIU. Xap UKKaJaCH Maxcyc TalépiiaHraH HIIpaTxoHara OOpUILIH:

Cyu XxoHau 3apMUTOP OMaJIaH,
Bapon Maxnicu moxBop oMaiaHmI.
Bexumtu 6y opacra myp 3uHyp,
[Tapactanma 6ap mo-1o OGap ment xXyp.

Wkkanacu xam Oup-OMpUHU KATTUK CEBJIM, TOHT OTTUpawiap. 30a Pynobara: MeHUHr Oy WIIMMIaH
xabapmop Oynca, maxaHmox Manydexp Ba otaM 307 MeHAaH xada Oynuimanu, 9yHKH MeH S3moHra
CUFMHAMaH, CeH d5ca OyTmapacrcaH, OeMOoK4YM Oynau. MeHn SI3moHra suiMHamaH, YHIaH CeH OWiaH
OMPJAIITHPHUIITHY CYpaliMaH, IaXaHIIOX Ba OTaMra XaM sUTMHAMaH, aMMO CEHJaH kKeuMmaimaH. PymoOa
XaM OIyHra yxXImam cy3JapHH aWTAu, TOHrAa 301 apKOH OpKald KYIIKOaH TymuO kerau. bomkanap
KUpHUO KOJIMacHH 1e0 KaHu3akIap OOMUIMFH aCOCHI SIMMKHUHT KaJIMTUHU OJINO KEeTraH 3. 30JI OTachra
xar €3au:

Mas a3 ryxTapy Mexpo0 TUpEH HIyaaM,
Uy 6ap oramm Te3 OUpEH rymaM.
3011 oTacuaan Oy WIIHKUHT WIOXKH KaHai Oymaam, ned cypanu:

Uu papmosi akHYH KaxOHIaXJIaBOH?
___________________________________________________________________________________________________________________|
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Kymoem a3un panxy caxTu paBoH?

.... Ku Man nyxtu Mmexpo0po Ky TH Xellr.

Kynam poctu po 6aoiinHy kerr.

CoM VFIMHHMHT XaTHHH YKUO HUMA ICUUIITHY OuiiaMai KOJIu:

A3uH MypFriapBapia, B —a30H JI€B30I.

Uu 1y ynryHa 6aposit HaxoT?
Jerad >KyMOOK YHMHI yWKycHMHU Kouupau. by Oaiitmarn mappamu mbopanapna MexpoOHMHT 3axXok
30TH/aH, AeMaK JAeBiap aXIOAUJaH KeIHO YMKKaHIUTH, 301HU 3ca CeMypF TapOHsIaHTaHIUTUra UIopa
kuinHaau. CoM ronaysnapra Kapad KUIIWiIap TOJCHHHYU aTaauraH MyHaXOKHUMIIApHHU YaKUpuO, aXBOIHU
aifTuO, ToJNe OYMIUIAPHHU CYpaid. Y3yH KyH Ba Ke4acH yiap ojays3napra Kapad, Xuco0-kKutob Kuimuo,
HUXOsIT, 3011 Ba Pyno6a Hukoxu Xaipiau Oymamu, aeran Xysiocara keiaunb, Oyan CoMra Omiaupauap:

A3uH Iy XyHapMaH/ e KaéH,

Buésn Oydangana 6a Mapu MUEH.

JKaxon 3epu noii annap opaj 6a Ter.

Huxanx taxTu mox a3 6ap Iyt Mer.

Com Oy xabapHu 5mMTHO KyBOHIM Ba XaT KEATHpraH xabapuuHu yakupub, yHra 0opub 3omnra aur,
Oy WIIMHTHUHT oxupu Oaxaip Oynaau, OMpoK OMp MyH4Ya BakT calbp KwimbO TypcuH. Xabapuu Keinuo,
ComHuHr aiftraniapuau ounaupau. 301 PYnoO6anuHr kaHu3aru opKanu xymxadapau Pynobara eTkasum
VUyH OJJIMTa YaKUp/H, YHTa )KaBOXUpiap OmiaH 0e3aTUITaH TOXK XamJa y3yK Oep/iu, XylrxadapHu 0Tacu
CoMHUHTr yWIaHUILIapUra po3d OynrawnmuruHu OungupuimHu YTUHUO cypanu. Kanmzak Pynoba
XyXpacura SuupuH KupuO uwmkap sau. Bynu PymoGanmur onacu CuHAyXyT ce3u0, KaHM3arMHU ¥3
oJura 4akupuO: Hera mycu0 ropacaH, KaHaaid cupHu Ounacas, nenu. Kanuszak ninoxcus kom0 Pyno6a
Ba 3071 opayapuaaru Myxaooaruu cy3nad oepau. CHHAYXYT KU3HU YaKUPUO KOWUIH, OMPOK YHUHT 30J1HU
KAaTTHK CEBraHJIUIY, yHOaH OOIIKara TypMyIIra YUKMOKYH SMACIWIMHU OWiIrad, KU3UHHUHT (HUKpUra
Kymmnan. Mexpo6 ¥3 xoTuHH onaura kenranaa CUHIYXYT Ku3u Ba 3011 ypranapuaard MyHocadaTiapHHu
aittu6 6epan. Mexpo06 razabnmaHau, YIIKUPANA, KH3UHA YITUPMOKYHN OVIIM, ONPOK KU3HUHT OHACcH ETHFU
OwiaH yHMHT anaHracuHu nacaitupau: 3o, CoMm Ba maxaHmox MaHyuexp KYIIMH TOpTHO Kemcamap,
KoOyn ep Omnan sikcoH 0ymanu, OyHHHT ycTUTa KH3UMHU3 Y3UHU OMPOP KOP-XOJ KM, SXIIUCH KYHHII
kepak, nenu. Orta oxup kyHau. CoMm maxanmox Manydexp onzura Oopau. Karra suédar Oymam.
Mamnydexp ypyuuiapaa Kypcarrad KaxpaMOHIUKIAPHU XUKOsI KUIHO, OapuaHu ¥3 oF3ura KapaTub Kyuu.
Opracu kynn Manydexp Comuu KaOyn kumm0, KoOynHu ep OumnaH SIKCOH KWIMII Kepak, DapuayH
3axxokHU Yamprad 34w, KoOynmarn yHUHT aBiIOMuAaH sHA 1eB30Ja (UTHAYWIAp YUKHO, DPOH TaxTy-
TOXHUTa XaB( CONOUPHULUIAPH MYMKUH, Aequ. CoMm LIy TONIUMPUKHU onmb KadTau. By ramman xaOap
torran 3on KoOymnnan oracu ompgura kenub: KoOynHu ep OWiaH SIKCOH KHIMINIAH OJIMH MEHHU appa
OwinaH WKKura Oymacu3, KelnH y uimHU Kuwiacus, aead. Otacu CoM yHra: KM3WIIMa, aKjl OWjIaH WII
KHWJIMII Kepak, MEH CeHra Xar &3m0 Oepaii, ceH y3unr 6opud Manydexpra kypus, aequ. CoM y3yHIaH-
y3yH XaT €310, DpOoH TaXTH y4yH OJau0 OOpraH >KaHIJIapH, aKAapXo OMJIaH sIKKama-sKKa KypalraHu Ba
YHHM €HTaHWHU 3CJaTau. XaT OXMPHUAa: MEH dHIU KEKCalauM, YPHUMHH YFIuM 3oira OepauM, y X03Hp
KoOynau mmopa KuiMokna, yHu Oy MakTyO OwiaH cusra 0opauMm. Y KOOYJUTMK XOKMMHUHT KU3WHU
ceBHO KOIMOTH... Oy TOMOHHMHU CHU3JaH KyTaMaH, Ae0 é3aupan. 301 MakTyOHH oMb MaHydexp onaura
KYHaIH.

Mexpo6 xotuau CHHIYXT OWIaH siHa KM3U YCTH/IA KaHKaanm, Oy xabdapiaap 6opud Manyuexpra
erca, y kenmubd KoOymuu O0y3anu, 6ekop KoHnap Tykmnaan, nean. Huxosar, CHHIYXT Y31 TOPTHKIAp OJIHO
Kobynra 3omuuar otacu Com onaura sxyHaau. Com capoiin ongura KeiamO, KopoByira: OopHuO
naxtaBonyap capaopu Comra KoOymman kumm kennu, Cu3fgad KaObyil KWIHMIITHA CYpalIn, TeTHH, TCIH.
CoM MeXMOHHU KaOyJl KHJIIHM, MEXMOH aéll dKaHnuruaan xaiipon xomau. Cumayxt, 301 Ba Pynoba
MyXab0aTn, K3 OTACHHHMHT OC30BTAIMIH XAKWIA TamipuO Oepau. Y3WHMHT 3aXXOK aBIOAMAAH
SKAHJIUTUHH XaM OWITUPAH.

Ku man xemm 3axxokaM, 54 IaxJIaBoH,
3anu rypa MexpoOu paBiad paBoH.
Arap 6u3 ryHOXKOp O¥Jcak, MaHa MEeH OJIJUHTAA TypuOMaH, YIamp...

Arap MO ryHOXKOpPY OaaraBxapem,
___________________________________________________________________________________________________________________|
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ba-nuH nonmoxu, Ha aHAAP XypeM.

Mas uHak 0a nemy TyaM MycTaMaH/I,
bu kym rap kymrit Ba-p 6yoanau OyOaH.
Jumu 6erynoxonu KoOyn macys,

Kyxo tupapys anmap osg 6a pys.

Cowm anua yina6 sxaBo6 Oepau: Cusnap Oomika raBxap/aH OyJicalapuHr XaMm, OOILIapUHTU3IATH TOK
V1a Oomia KOJHUIIH KEpak.

Cyurpa Com Cunayxrtman: 3oi Ba Pymoba Oup-OupuHHM KaHnali KuiauO KYpAu Ba CEBHILH, 1O
cypamu. Pynoba aittnd Gepmm. CoMm XxypcaHn OYIMO alTIWKHW, MEHWHT YFIMM XaM MCHIAH XaT OJH0
Manyexp onaura 6opaun. Men KoOymra Gopu0, yimHrma MexMoH OYnnO, KU3WHTHH KYpHO Keicam
oymagmvu? CuaayXT: OVmanu, geraH xxaBoOHH OepIu.

3on maxaHmox MaHyuexp capoiura kenu0, otacu €3ud Oepran xarHu tommumpad. Llox yma kyHn
3onHU 3uédar KUmaH. DpTacH KyHH MYHKKHMIIADHH YaKUpHO: IoJy3iapra Kapad Oy HUTHTHHHT
(dbonrHN KYpHUHTIAp, Aead. MyHaxoOKHMIIap y30K MIUIaraHgaH CYHT IIyHIal Xynocara KeJIHIIIu:

AzuH Ty Mexpo0by a3 mypu Com,
I'eBu mypMaHHIIT 3051y HEKHOM,
Bysan 3unparonem oucép map,
Xamar 3yp Oomax xam oHuHY dap.

lynman kevinH Manydexp MyOa/uiapHu 4akupuO® 30JIHM CHHA0 KYpHIIHW Oyropaau. DHT JIOHO
MmyOar 3onra myHnail xymOOKIM pam3uil caBon Oepau: 12 caps mapaxtu 60p, xap Oupununr 30 Tagan
moxu 6op, by Huma? 3o :xaB0o0 Oepau 12 mapaxt vnmHuHT 12 oitn, Xap napaxtaard 30 mox xap oinaru
30 xeua Ba KyHIy3. bomka myGatmap Oepran caposutap Ba 3071 OepraH >kaBoOap XaM Iy 3aifiia d/u.

Manyuexp mox mnaxJiaBoHJIapHH YaKupHO, 30ira yiaap OuinaH KypamuiHu OyIopan: YK OTHIIL, OTAa
YOIUILI, MOJIBOHJIMK Ba OoIIKa xapOui Mmamukigapaa 30JHM CHHA0 KYpUILAM, y XamMMmanaH 3yp Oymub
guau. [lox ceBunuO, 3u€dar Oepau, yHra capyno KudgupuO, OT Ba XapOuil acnmaxamap Oepau. 30
otacu CoMm onaWra XypcaHMJIMK OWIaH KalTau. 3oira: xamMma Op3yllapura eTHIIMHT MyMKHH [11e0,
Manyuexp xypcann 6yiam.

Com KobOynra Mexpobra xymxabap robopau. Mexpo6 xotnan CHHIyXTHU Xabapmop KWIOH, Y
ku3ura etkaznu. Kuz Pyno6a xacyp onacuaan xypcana 6ynau. Com yrmau 3omHu 0110 300yIuCTOHIaH
KobGynucronra kenau. bynaxkak KaliHOTa ONTHH Ba TaBXapyiap TOPTUK KWIHO KeawHH Pymobanm xypam.
Kuz Ba onacuam KoOynman 3o0ynra onu® Oopmumap. Y4 kyH Ty Oepud, 301 Ba PymoGanu
KoBymTupauiap. 301 otacu CoM YpHHUTA XyKMPOHIIMK TaXTUTa YTHPIH.

Bupoz dypcat yTrau, Pynobda orup O6ynau, panru capraiind, xysnapu xuptaiign. Onacu CUHAYXT
axBoJIMHH KYpuO, puronn umkau 3on kennd kypau. Huma kunmiman OwimMaii, oxupu Cemypr Oepran
KWYMK T1ap dcura Tymad. Xyxpara 0opu0, napau Kyiaupan. Xaso Oynytiau 0ymud, Cemypr yuno Kenau.
301 yHra XOTHHUHT axBoJimHH alTau. Cemypr 3oura: xada OYIHIn Kepak dMac, XOTHHUHT OUp TaxJ1aBOH
VU TyFagu. YHra Maii nuupui kepak. bup xamxap Ton Ba TOSIHU KeJITHP, 00JJaHH OHA KOPHUAAH KecHo,
oncuniap. Kecuiran sxoifHM THKHII Kepak. YHIaH KeHWH MEH aiiTaliral THEXHU CYT Ba MYIIKKa KYIIHO,
MaJixaM sical, XaHKap KecraH jkoira cypracusiap, CyHrpa MeH mapuMmaaH OepaMaH, yHHM yIia Xacta
JKOWTra CypTCaHr, Te3 Ty3ajiaiu, 1e0 napuaan Oepu Ba yund KeTau.

Cemypr Maciaxarura aman Kuuinu. bonanu onaumnap:
Sxu Gauva Oyx 4yH rau mepdar,
ba 6omo 6amanmy 6a nuaop Kamr

Maii nuu6 mact Oynran Ba yxiad konran Pyno0o ky3uHu ourania yHUHT EHUra OOJIaHW KENTHUPAWIAp:
buxanner a3on 60ayda capBu CaxH,
Bunun anpapy dappu moxaHIIOXH.
bupacram 6urydTi ram oman 6acap,
Huxonan Pycramam Homu nucap.
Bonanu orra ytkazu6 606ocu Com onaura onmub 6opamnap. Y karra 3uédar Ba 6a3M yOIMTHPIN:

SIke KalH KapAaHa Aap TYJIUCTOH,
3u 3oBymucToH TO 62 KoOymucron.

Xama gamr nyp Oonaro HOM Oyz,
___________________________________________________________________________________________________________________|
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ba xap kyHx cag Maxiuc opoit Oy.
Pycramun otna onu0 kenraniapuga yHu Kypran 6o6ocu Com Oy MeHra yxmmaiiau, ne6 Oommman
OJITHHJIAP COYMM.
Pycramra 10 nost cyt 6epap >xau.
ba Pycram xamenon nax mos mmp,
Ku nepyu mapaacty capmos mep.
Cytnan adipwirad, HOH Ba rymr Ownan Ooxawnap. Cakku3 €ra erraHuza, capB AapaxTHra yxiuap
3.
Anua ¢ypcar ytau. bobocura (Comra) HeBapacu Pycram anua ycnb ky3ra KYpHUHAETTaHINTH XaKHIIa
xa0ap KeIau:
Uy oroxu omaz 6a comu nanep,
Ku myn mypu nacTon xaMOHaHAH 1Lep.
Kac angap xaxoH Ky1aku HOpacuaa,
ba-nuH mepmapau-1o rypan Haguad.

Cowm HeBapacwHH Kypuil yuyH 300ynucronnan KoOynra kenan. Mexpo0O Ba 3011 yHE KyTHO OJNHIIIH.
Ot ycruna Pycramuan onub kemaunap. YHu 6000cu Kypubd KyBoHIU. PycraMm calomuaH CYHT MEH cu3ra
VXIraiiMaH, XH3MaTHHTH3Ta KamapOacTamaH, JIe/TH.

Com Pycramum kyunau, ynau, Oommpan raBxapiap cougu. Com Ba 3on Pycram Kynorura noum
XYZAOHHU 3CJIaH YMKAPMACJIUK, aJ10J1aT Ba TYFPUIMK OMJIaH XM3MaT KWINIIHY KyHauap.

Maxanmox Manydexp 120 #iun ymp kypau. Hapurn mynéra keTin BakTU SIKMHJIAIITAaHUHH CE3HO,
MYHQXOKUMIIAPHE YaKUpUO, KETUINTa KaH4ya BakT KOJTaHMHU IOJIy3Napra Kapad alTuin wioxu Oyiica,
¢don oumHrnap, aenu. Yiap longysigapra Kapa® aHMK BakT adronMmagwiap €KM aWTHIIHHM JIO3UM
KypMaqwiap. Manyuexp Hap3ap jneran yFiauHu 4akupJu, YHra XaupJlalivil BaKTH SKUHIAMAETTaHInp,
nyHEra KymaM Mexp Kyima, Oy MyHE YTKMHYM, TaxXT-TOX OOIIKamapiaH KOJAW, MEH Ba CEHJaH XaMm
Konaau, ne0 Y3u KWiraH WOUIApHUHT alpuMIIapuHH JCIaTAH, KymiagaH karta 0o6ocu DapuayHHHUHT
HAacHxXar Ba BacUsTIapura Kapad, aH4ya UIIap KWITaHIUTUHYA alTIu.

OH/IM TaXTHU CEHra TOMIIMpaMaH, akj Ba a10J1aT OMIaH XyKMPOHIIUK KW JIE/IH:

A3oH mac ku Oypram Oace napry pamxk,

CymnypaaM Typo TaXTH IOXH-I0 TaHX.

Uynonuyn @apuayH mapo aoaa Oy,

Typo nonam UH TOXH HIOXO3MYZ,.

...Hurap to HaroOu 3u auan Xymaou,

Ku nunu Xynoi oBapaa mokpoi.

... BUKyi, o1 nucap, 4yH pacaj JoBapi,

3u Comy 3u 3011 OHraxe €papii.

Ba 3uH HaBmapaxT ku a3 nmymTu 301,

Bapoman xyryH GapkamT moxy 0oJ1.
lynnan cyur Manydexp QyHENaH KY3 IOMIIM Ba YHUHT TaxTura Y¥iau Hapzap uukau.

Sahifa filologiya fanlari doktori, professor Shoira Axmedova tomonidan tayyorlandi.
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QUTLOV

PROFESSORLIK UNVONI MUBORAK!

Nazarova Saida Axmedjanovna 1966-yil 7-oktabrda Buxoro shahrida tug‘ilgan. 1988-yilda
Toshkent davlat universiteti(hozirgi O‘zMU)ning o‘zbek filologiyasi fakultetini imtiyozli diplom bilan
tamomlagan. Mehnat faoliyatini 1988-yilda Buxoro davlat pedagogika instituti(hozirgi BuxDU)ning
o°zbek tilshunosligi kafedrasida o‘gituvchi lavozimida boshlagan.

1997-yilda professor H.G*.Ne’matov ilmiy rahbarligida “Birikmalarda so‘zlarning erkin
bog‘lanish omillari” mavzusidagi nomzodlik dissertatsiyasini muvaffagiyatli himoya gilgan. 1999-2005-
yillarda Buxoro davlat universiteti o‘zbek tilshunosligi kafedrasi katta o‘gituvchisi, 2005-yildan boshlab
2023-yilning 1-oktabriga gadar kafedra dotsenti, 2006-2007-yillarda Buxoro davlat universiteti [Imiy
kengashi kotibi, 2007-2008-yillarda filologiya fakultetining o‘quv ishlari bo‘yicha dekan muovini, 2011-
2014-yillarda mazkur fakultetning ilmiy ishlar bo‘yicha dekan muovini lavozimlarida faoliyat yuritgan.

S.A.Nazarova 10.00.01 — O‘zbek tili ixtisosligi bo‘yicha filologiya fanlari doktori (DSc) ilmiy
darajasini olish uchun “O‘zbek tilida so‘z birikmalarining lisoniy qurilishi va nutqiy vogelanishi”
mavzusidagi tadgiqoti ustida ish olib bormoqgda. limiy izlanishlari 4 ta monografiya, 2 ta ilmiy risola, 3 ta
darslik (bittasi yakka mualliflikda), 2 ta o‘quv go‘llanma, 6 ta o‘quv-usuliy go‘llanma hamda yuzdan
ortiq ilmiy magola va tezislarda o‘z aksni topgan.

Olima O‘zbekiston Respublikasi Oliy attestatsiya komissiyasining 2024-yil 30-noyabrdagi 364/1-
son garoriga muvofig professor unvoniga sazovor bo‘ldi.

Muhtaram ustozni navbatdagi ilmiy yutug bilan qutlab, mustahkam sog‘lik va ilmiy-ijodiy
parvozlar tilaymiz!

FILOLOGIYA ILMIDAGI YANGI QADAMLAR
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Qobilova Aziza Ahrorovna filologiya fanlari doktori (DSc), professor Bashorat Jamilova ilmiy
rahbarligida 10.00.02 — O‘zbek adabiyoti ixtisosligi bo‘yicha “Hozirgi zamon o‘zbek bolalar she’riyatida
yumorning badiiy-estetik vazifalari” (Anvar Obidjon va Tursunboy Adashboyev ijodi misolida)
mavzusidagi falsafa doktori (PhD) dissertatsiyasini Buxoro davlat universiteti huzuridagi ilmiy
darajalar beruvchi DSc.03/04.06.2021.Fil.72.09 raqamli Ilmiy kengashda (2024-yil, 12-sentyabr)
muvaffagiyatli himoya gildi va O‘zbekiston Respublikasi Oliy attestatsiya komissiyasining 2024-yil 30-
noyabrdagi 364/1-son garoriga muvofiq filologiya fanlari bo‘yicha falsafa doktori (PhD) ilmiy darajasiga
sazovor bo‘ldi. Olima va ilmiy rahbarni bu yutuq bilan qutlaymiz. Ularning keyingi ishlarida yuksak
parvozlar tilaymiz!

Azimov Ulug‘bek Samadovich filologiya fanlari doktori, dotsent Laylo Sharipova ilmiy
rahbarligida  10.00.06 —  Qiyosiy  adabiyotshunoslik,  chog‘ishtirma  tilshunoslik  va
tarjimashunoslik ixtisosligi bo‘yicha “Jaloliddin Rumiyning “Masnaviyi ma’naviy” asari o‘zbekcha va
inglizcha tarjimalarida oddiy folklorizmning berilishi (Jamol Kamol va R.A.Nikolson tarjimalari
asosida)” mavzusidagi falsafa doktori (PhD) dissertatsiyasini Buxoro davlat universiteti huzuridagi
ilmiy darajalar beruvchi DSc.03/04.06.2021.Fil.72.03 raqamli Ilmiy kengashda (2024-yil, 16-noyabr)
muvaffagiyatli himoya qildi va O‘zbekiston Respublikasi Oliy attestatsiya komissiyasining 2024-yil 25-
dekabrdagi 365/1-son garoriga muvofiq filologiya fanlari bo‘yicha falsafa doktori (PhD) ilmiy darajasiga
sazovor bo‘ldi. Iqtidorli yosh olim va ilmiy rahbarni bu yutuq bilan qutlaymiz. Ularning keyingi ishlarida
yuksak parvozlar tilaymiz!
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Karamatova Zarina Fatilloyevna filologiya fanlari doktori, professor Dilrabo Quvvatova
ilmiy rahbarligida 10.00.06 - Qiyosiy adabiyotshunoslik, chog‘ishtirma tilshunoslik va
tarjimashunoslik ixtisosligi bo‘yicha “Elegiya va marsiya janrining tipologik xususiyatlari (ingliz va
o‘zbek she’riyati misolida)” mavzusidagi falsafa doktori (PhD) dissertatsiyasini Buxoro davlat
universiteti huzuridagi ilmiy darajalar beruvchi DSc.03/04.06.2021.Fil.72.03 ragamli limiy
kengashda (2024-yil, 23-noyabr) muvaffagiyatli himoya qildi va O‘zbekiston Respublikasi Oliy
attestatsiya komissiyasining 2024-yil 25-dekabrdagi 365/1-son garoriga muvofiq filologiya fanlari
bo‘yicha falsafa doktori (PhD) ilmiy darajasiga sazovor bo‘ldi. Igtidorli yosh olima va ilmiy rahbarni bu
yutuq bilan qutlaymiz. Ularning keyingi ishlarida yuksak parvozlar tilaymiz!

187



AYNIY VORISLARI Ne 5-6 (7) (2024)

XALQARO ELEKTRON JURNAL

MUNDARIJA
No Familiya 1.Sh. | Mavzu | Bet
SADRIDDIN AYNIY HAYOTI VA IJODIGA DOIR TADQIQOTLAR
1 | Hypos Hypanai HopoBuu Mamcnanun  Iloxur moupe a3 MaxkTaOu 6
naiipaBonu beaun
2 Axmenona Illloupa HemaToBHA Yeron Caapunana AWHANWTA YXTHPOM ... 13
3 BernmoB YKTam XaiiToaeBHu Canpuanudn AWHMA WKOOUM HUPUK MYHAKKH]T 19
TAJIKUHU1A
FOLKLORSHUNOSLIK VA ADABIYOTSHUNOSLIK MASALALARI
4 | Kapumon Oourxon SAkyo:xxanoeuu | Hyp6oii Kab6opos — Oraxwmii acapiapu 23
TAAKUKOTYUCH
5 Karamova Shoxida Luftillayevna O‘zbek modern she’riyatida metaforaviylik 27
6 Karaxodjaeva Maxpuza Badiiy adabiyotlarda Amir Temur va temuriylar 31
Xamidullaevna obrazi talgini
7 Aoaysunoe Pomu3s XoamybmunoBuY | [Taxxyxuine nap OIMHOXTH IIEbp Ba aHAemaxon | 37
Kamonu Xyyanait
8 | Avaznazarov Odiljon Alisher Navoiy ijodida hazrati Alidan kinoya
Rahmatulloyevich timsollar 44
9 | To‘rayeva Umriniso Raxmatovna, Buxoro madaniy muhitida Qori Rahmatulloh
O‘ktamova Kumushoy Oltinovna Vozeh ijodining o‘rni 50
10 | Norova Nasiba  Baxtiyorovna, | Go‘zal Begim ijodiga bir nazar 53
Xudoyberdiyeva Mabhliyo
Ilhomjonovna
11 | Nizomov Farxod Muso o‘g‘li Yozuvchi mahorati: xarakter va kontrast 59
12 | Alimova Dilrabo Bahodirovna Antik va uyg‘onish davri adabiyotida oda | 66
janrining shakllanishi
13 | HopkyukopoB Hlepanii | TaptuOu nompaxou apy3 Ba MyXCYCHSATXOHU OH | 71
IlaBkaT30qa map  “llawapar-ym-apy3”-u  mysaddapanuu
acupn
14 | Norova Mexri Baxtiyorovna O‘zbek she’riyatida rang ramzlari talgini 78
15 | Aslanov Asatillo Ekramovich “Tushda kechgan umrlar”da urush tasviri 83
16 | Normuratova Nigora Rustam qizi Uslubni tadqiq qilishning nazariy asoslari 88
17 | Xamroyeva Dilnoza Jumanazarovna | Abdulla Sher ijodida Buxoro obrazi 92
18 | Shoyimova Gulshod Shoyim gizi “Qisasi Rabg‘uziy”da dehgonchilikka
]
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