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Cmyoenmra 4-xypca «/lenayckuil uHCmumym npeonpuHuUMamensCcmea u nedazosurkiLy
e /lenay, Yzbexucman

madinaaminova20032811@gmail.com

Xycanosa Canomam Xywibaxoena,
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Annotatsiya. Cmamws npedcmasnsiem coboti 2nyboxuil anausz meopuecmea Annvl AXmamoeoti, 00HouU
uz eedywux @ueyp pycckoil aumepamypvi XX eexka. B Hem paccmampugaiomcs OCHOBHble 2Manvl eé
buozpaguu u meopueckozco nymu, a maxxce ocobennocmu e€ nodsuu. Ocoboe sHuManue yoeieHo meme
00UHOYECMBA U NOUCKO8 CMBICAA HCUZHU, KOMOPbIe 3AHUMAIOM YEHMPAIbHOE MeCmo 6 e€ Npou3ee0eHusx.
Aemop noouepkusaem enusHue akmeuMa Ha panHee meopyecmeo AXmamosotl, a 3amem e€ 0mxoo om 3mo2o
meueHusl u cmpemieHue Kk cCOOCMEeHHOMY nodmuyeckomy 2oaocy. Tekcm zampazugaem 8ax3#CHOCMb POOUHbL,
006U U OYXOBHBIX NOUCKOS, AGIAIOUUXCS KIIOYE8bIMU meMamu e€ aupuxu. B npouszeedenuax Axmamosou
OMPAdiCeHbl TUUHbIE NePeNCUBAHUS, CEA3AHHbIe C MPASUYECKUMU COOBIMUAMU 8 €€ JICU3HU, BKIIOUAs
penpeccuu, apecmuvl U cmepmb OMU3KuUX. B 3axkniouenuu ommeuaemcs, umo e€ nod3us, HANOIHEHHAS
Qunocogpckumu pasmMblUIeHUAMU U IMOYUOHATLHOU 2YOUHOU, NPOOOIdCcAem B00XHOGIAMb yumamene u
coxpamsiem c600 aKmyaibHOCHb HA NPOMANCEHUU 8DEMEHU.

Ocoboe enumanue yoensaemcs UsMEHEHUAM 8 XYOOHCeCMEEHHOM CMuie U UHMOHAYUU NPOU3EeOeHUll
Axmamosou, ompadicarouum eé HCU3HeHHbLIL Nyms U 9NoxXalbHele nompsacenus. Mcciedosanue onupaemcs na
MeKCmbl  CIMUXOMBOPEHUll, Iumepamyposeoieckue mpyobl U BOCHOMUHAHUS COBPEMEHHUKO8, NO360J55
2nyboice NOHAMb 3HAYUMOCHb U YHUBEPCATIbHOCIb AXMAMOBCKOU TUPUKU.

Kniouesvie cnoea: oicenckas nossus, JHCU3Hb, NepUoObl MEOPYeCcmed, 6eunvle membl, MOMUB
00uHOHeCcmad.

A A AXMATOVA SHE’RIYAT IJODINING TURLI DAVRLARDAGI BARHAYOT
MAVZULARI

Annotatsiya. Magola XX asr rus adabiyotining yetakchi namoyandalaridan biri Anna Axmatova
ijodining tahlilidan iborat. Unda uning tarjimayi holi va ijodiy yo ‘lining asosiy bosqichlari, she riyatining
o ziga xos jihatlari ko rib chiqiladi. Uning asarlarida markaziy o ‘rinni egallagan yolg‘izlik va hayot
mazmunini izlash mavzusiga alohida e’tibor qaratilgan. Muallif akmeizmning Axmatovaning dastlabki ijodiga
ta’sirini, so’ngra uning bu harakatdan chiqib ketishini va o’zining she’riy ovoziga bo’lgan intilishini
ta’kidlaydi. Maqola matnida uning lirikasida asosiy mavzu bo ‘Igan vatan, muhabbat va ma 'naviy izlanishning
ahamiyati yoritilgan. Axmatovaning asarlarida uning hayotidagi fojiali vogealar, jumladan, qatag ‘on, hibsga
olish va yaginlarining o’limi bilan bog’liq shaxsiy tajribalar aks ettirilgan. Xulosa shuni ko 'rsatadiki, uning
falsafiy mulohazalari va hissiy teranlik bilan to’ldirilgan she riyati o’quvchilarni ilhomlantirishda davom
etadi va vaqt o 'tishi bilan dolzarb bo’lib qoladi.

Axmatova asarlarining badiiy uslubi va intonatsiyasidagi o’zgarishlarga, uning hayot yo’li va davr
to’ntarishlariga alohida e’tibor garatilgan. Tahlil she’rlar matnlari, adabiy asarlar va zamondoshlarining
xotiralariga asoslangan bo’lib, Axmatova lirikasining ahamiyati va universalligini chuqurroq tushunishga
imkon beradi.

Kalit so“zlar: ayollar she’riyati, hayoti, ijod davrlari, abadiy mavzular, yolg izlik motivi.

ETERNAL THEMES IN THE POETRY OF A.A. AKHMATOVA FROM DIFFERENT
PERIODS OF HER CREATIVE WORK

Abstract. The article is an analysis of the work of Anna Akhmatova, one of the leading figures of Russian
literature of the 20th century. It examines the main stages of her biography and creative path, as well as the
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specific aspects of her poetry. Particular attention is paid to the themes of loneliness and the search for the
meaning of life, which occupy a central place in her works. The author emphasizes the influence of Acmeism
on Akhmatova's early work, her subsequent departure from this movement and her pursuit of her own poetic
voice. The text of the article highlights the importance of the homeland, love, and spiritual search, which are
the main themes in her lyrics. Akhmatova's works reflect the tragic events of her life, including repression,
arrest, and personal experiences associated with the death of loved ones. The conclusion shows that her poetry,
filled with philosophical reflections and emotional depth, continues to inspire readers and remains relevant
over time.

Particular attention is paid to the changes in the artistic style and intonation of Akhmatova's works, her
life path and the upheavals of the era. The analysis is based on the texts of poems, literary works and the
memoirs of contemporaries, allowing for a deeper understanding of the significance and universality of
Akhmatova's lyrics.

Keywords: women's poetry, life, periods of creativity, eternal themes, the motive of loneliness.

BBenenue. B mepuon, xorma XIX Bek meperekan B XX, oMpadeHHBIN TI00aTFHBIMA KOH(MIMKTAMH 1
IpeaBapsieMblil pEBOJIIOIIMOHHBIMU NOTPACEHUSMH, HA PYCCKON JIUTEPAaTYPHOU apeHe BO3HUKIIO YHUKAJIbHOE
SIBIICHHE — «OKEHCKas» 1od3usi AHHBI AxmaTtoBoil. Ee TBopyecTBo, Bo3HHKIIee B atmMochepe CepeOpsiHoro
BEKa, HE TOJIbKO CTAN0 3HAYUMBIM JJIsl PYCCKOH KyNbTYphl, HO W OCTaBHJIO TNTyOOKHH ciell B MHUPOBOHN
JUTEpaType TOr0 BpPEeMEHH. AXMAaTOBa, OJHA M3 BEAYIIUX NPEACTABUTEIBHMI] 3TOr0 IEPHOAA, BHECHA
(yHIaMEHTaNbHBI BKJIaJ B pa3BUTHE KaK HAIMOHAIBHOTO, TaK M MEXIYHApOTHOTO JHUTEPATYPHOTO
MIPOCTPAHCTBA.

AxmaroBa ObITa 4YENOBEKOM YpE3BBIYAHHO BBICOKOTO TMpodeccnonanm3ma. bormbiie Bcero
ee HHTEePEeCcOBaJl0, TOBOPUT JIM I103T, TOBOPHUT JIM 033U, PYCCKasi MO33Us, SI3BIKOM CBOEro BpeMeHu. OnHa
13 [OXBaJl, KOTOPBIC €U MpPEJCTaBIIsINCh HauOosiee BBICOKMMHM, Obuia (pa3a: «Takoro mo-pyccku ere
He Oputo». Wi, mydme toro: «Takoro eme He Obuto». JTa oneHka Oblia MPoecCHOHATHFHOW HE TONBKO
ITOTOMY, YTO B PYCCKOM JINTEpaType TaKoro eie He Oburo. [1].

Hocud bBpoackuii

MeTonosorust uccjieioBaHus U 0030p JuTepaTyphl. AxmatoBa B aBToOHOTpaduu «KopoTko o ceder
nucana:

« pomnnacek 11(23) urons 1889 rona non Oxneccoii (bonbinoit @ontan). Moii oterr ObUT B TO BpeMst
OTCTaBHOUM MHXeHep-MexaHuK ¢uiota. ['omoBanbiM peGeHKOM 51 ObLTa mepeBe3eHa Ha ceBep — B Llapckoe
Cemno. Tam s mpoXxuiia 0 MECTHAAUATH JIET...

Kaxnoe nero s nposoauia nox Cesactomnosnem, Ha Oepery Crpenenkoil OyXThl U TaM MOAPYKUIACH C
MopeM. Camoe CHIIbHOE BIIeYaTiIeHHe 3TUX JIET — JAPEBHUM XepPCOHEC, OKOJIO KOTOPOTO MBI XKHUIIH. ..

[lepBoe cTuxoTBOpEHUE S HaMKCcala, KOrja MHE ObUTO ONMHHAANATE JieT. CTUXH HadaJucCh I MEHS He
¢ Ilymxkuna u JlepmontoBa, a ¢ [epxasuna («Ha posxxaenue mopdupopoanoro orpoka») u Hekpacosa
(«Mopo3 Kpacusiit Hocy»). Dtu Bemu 3Hana Hau3ycTb Mosi Mama [2, c. 30].

Pannue BocmomuHaHus AHHBI AHApPEEeBHB AXMAaTOBOW HEPa3phIBHO CBSA3aHBI C IAPCKOCETHCKUM
JETCTBOM: 3€JIEHBIC TIAPKU U ChIpas CBEXECTb MX BO3AyXa, MPOTYJKH I10 BBHITOHY B CONPOBOKACHWUHU HSHHU,
OXXKMBIINE KpacKaMH MaJICHbKHE JIOMAIOK Ha urmoapome [2, c. 30.]

[NepBbie maru B yreHue jnenanu 1o azdoyke JIbBa ToJcToro, a HEMPOIIEHHO YCBOCHHBIH (paHIy3CKUi
S3BIK CTaJl TEPBBIM SI3BIKOM IyIIM msaTwiIeTHed AHW. B rumuazum @ynnpyxieeBckoir B Kuere yuéba
CKJIAJIBIBANIach He 0e3 TpyaHocTel: «CHavaia — II0Xo, TOTOM JIydllle, HO BCEra ¢ HEKOTOPOi JICHIIOW» [2, .
30].

B 1907 romy okoH4YMB €€ CTEHBI, OHa CTYNWJIa HA MyTh BBICIIET0 OOpa30BaHHUA — HOPUIUYECKUN
¢dakynbTeT Boicmux skeHckux KypcoB. Ha mopore HOBOro gecatuiieTus >ku3Hb AXMaTOBOM 00pena 3HauuMble
nmoBopoThl: Opak ¢ Hukomaem ['ymunéBbiM 1 3HaKoMcTBO ¢ AManeo Mownbsiau. TBopueckas ouorpadus
[MO3TECCHI PACTIHYJIACh Ha IOJIBEKA, OT MePBbIX MyOynkanui 1910 roga 1o nmocieaHux npousseacHuid B 1966-
M.

BecHoii 1912-ro yBuzen cser coopHuk «Beuep», KOTOpbIil MTHOBEHHO BO3HEC AXMATOBY K BEPLIMHAM
pycckoit moa3uu. KpuTHKN €IMHOAYIITHO MPOBO3IIIACKIN €€ Cpenr BEeAyIIHX MacTepOB CIOBECHOCTH, a
Ka)X/I0€ HOBOE M3JaHWE CTAaHOBWJIOCH JIUTEPATYPHBIM COOBITHEM HalMOHAIBHOTO Macmraba. CTuxu AHHBI
AXMaTOBOIl He MPOCTO YMTAIM — MMHU KWia Bcs Poccus: muTaTtel B MUChbMax W PasroBOpax, CTPOKH Ha
CcTpaHulax aab00MOB. (OCOOCHHO 3allOMHHIIACH MCTOPUS C TIEPUYATKOH OTBEPrHYTOM TIEpOMHH €&
CTUXOTBOPEHHMH, CTaBIIasi CHMBOJIOM HECUACTHOH JIFOOBH.

Kopueit UykoBckmii oTmeuan: «Bcst crpaHa 3amedariena B MaMsITH 3TOT o0pa3 — HE MPOCTO
MMOATHYECKOE OOpallieHre, a 9acTh KOJIEKTHBHOTO Oecco3HaTenpHoro» [3, ¢. 31].
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B tBOpueckuit myTh AHHBI AHIPEEBHBI MOXKHO Pa3Je/IUTh Ha IEPUOBI:

— IlepBsrii nepuog — mookTsaopsekmii (1910-1917 rr.);

— Bropoit nepuon — tBopuectBo 1920-1940 rr.;

— Tpetwii nepruoa—TBOpUecTBO cepeaunbl 1940-1960 rr. [4, ¢. 30].

IInpoxne Bombl Opeccsl m CeBacTomoisd, IPeBHUH XEpPCOHEC, MUTABIIHHA €Tr0 Pa3MBIIIICHUSIMA O
JIpeBHEN UCTOPHHM 3THX dyAecHbIX BoA, Llapckoe ceno, rae [lymkun yumics B Jlunee, ero cBsieHHbIE CTUXU
OyKBaJIbHO IUIGHWIN AyIly FOHOTO modTa. Kak moaT, AxmaTtoBa He 3Hala CTyleHuYecKHuXx JieT. [loatnueckas
3peNoCTh MPUIIIA K HEW Cpasy.

Pannue Tams! ee TBOpUecTBa OBLIN CBSI3aHBI C JIUTEPATYPHBIMU IPOTpaMMaMU U IpY>KO00H ¢ IpyruMu
MO3TaMU aXMAaTOBCKOM MIKOdbl. OAHAKO KPUTUKH W YUTAT€IH TOTO BPEMEHH OTIENSJIM TBOPYECTBO
AXMaTOBOM OT akMeHu3Ma, IIPU3HABAIN CaMOOBITHOCTh, OPUTMHAIBLHOCTh M HEIIOBTOPUMOE OYapOBaHUE €€
TM0OOBHOM JIMPHUKY U Ha3bIBaJU ee pycckoit Cado.

HoBuzna mo6oBHON TupUKkH AHHBI AXMaTOBOW MPHBJIEKIa BHUMaHHE COBPEMEHHHUKOB €11Ba JIK HE C
MEPBOTO CTUXOTBOPEHHUS, OMYOIUKOBAHHOTO B «ATOJUIOHE», HO, K COXKAJICHUIO, TSDKEIOe 3HaMsl aKMen3Ma,
0]l KOTOpPOE BCTajla MOJIoJasi ModTecca, HaloAro 3acIOHWIO B IJla3aX MHOTHX €€ MCTUHHBIM, CaMOOBITHBIN
o0pa3, CJIOBHO BBIHYKJEHA ObLJIa IIOCTOSTHHO COOTHOCUTHCS ¢ akMen3MoM. [4, ¢.30].

Ona ObUIa MOATOM-TUPUKOM, aBTOPOM OOJIBIINX MOITHUYECKUX MOJIOTEH, KPUTHKOM U IEPEBOAYNKOM.
Bce, uto co3naBana AxmaroBa, OTJIN4aJI0Ch BAOXHOBEHHBIM TaJaHTOM, LITUPOTON B3TJISIIOB U HCKPEHHOCTHIO.
Omna onupanacek Ha KIacCHYECKHE TPaAuLMK MUPOBOi1 tutepaTypbl. Ee mos3us nepesezieHa Ha MHOTHE S3bIKU
MHpa.

[MoMuMO XyJqOKECTBEHHOTO TBOpYECTBA, AXMaroBa Oblila U3BECTHA U CBOCH Tparmyeckoil CyabOOi.
XoTs camMa OHa HE MOABEPIVIACH CCHUIKE WM TIOPEMHOMY 3aKIIIOUEHHIO, OJM3KUE €il JIOIU IOJBEPIIIUCH
penpeccusim: B 1921 roxy 0w 3actpener ee myx H.C. ['ymunes.

Tpwxasl ObLT apecToBaH cyTHUK ku3HU Hukonait [Tynun, B 1953 rogy morubmmii B narepe. bonee
necsita net (B nepuon 1930-1940rr.) B 3aKimtoueHNH IPOBeEN eMWHCTBEHHBIH cbiH JIeB I'ymunés, u 1940-1950
IT. BCE 3TH COOBITHS U CTAII PEINOCHUTKaMHU K CO3JaHni0 AHHOW AXMaTOBOM mpon3BeaeHus «PexBruem», B
KOTOPOM OHa OTpa3ujia CBOH TOPHKHUIA OTIBIT KEHbI U MaTEPH «BParoB Hapoma» [5, c. 31 ].

AxmaroBa ObUTa NpHU3HAHA KJIACCHKOM OTE€UYECTBEHHOW IT033UH, XOTs, HauwHas ¢ 1920 roma, eé
MIPOM3BEJIEHUS TIOIBEPTaINCh KECTKON IEH3ype, 3aMaduBaHuio u Tpaeie. [1lo atomy moBoay B 1946 6bL10
nocranoBienue LentpansHoro Komurera Beepoccuiickoii Kommynuctndeckoii [laptun OonbiieBUKOB, He
OTMEHEHHOE TPH JKU3HU N03TecChl. MHOTHE TIPOM3BE/ICHHS HE OBLIM pa3pelieHbl K MyOIMKaluu, a ObUIH
HareyaTaHsl CIycTs OoJiee IBYX JIECSATUIIETHI Mmociae cMepTH AXMaTOBOH

OnHako uMsi AHHBI AXMaTOBOH KakK BEJHKOTO I103Ta MPHOOPENI0 W3BECTHOCTH CPEIN YMTaTeNed B
Corerckom Coro3e 1 3a pyOexoM ellie 10 ee cMepTH. MUpoBOe NpU3HAHKE MPUIILIO K HEH TObko B 1960-¢
roasl. Ee cTuxu nepeBoauiiv Ha UTAJIbSIHCKUN, aHTIIMHACKUN 1 (PaHIy3CKUH S3bIKH, 32 PyOEXOM BBIXOIUIN
mo3Tudeckue cOOpHUKY; B 1962 roxy AXxmaroBoii ObiIa prcykaeHa MexayHapoiHast TOATHYECKast IPEeMUs
«9tHa TaopmunHa», mnpuypoueHHas K 50-1eTHI0O ee MO3THYECKON MAEsITeThbHOCTH M IMyOJMKaluu ee
npousBeneHudl B Uramum. Llepemonuss HarpaxaeHus npoxoawna B TaopmuHe, OpeBHEH CHLMIUHCKON
CTOJIMIIE, a IPHEM B €€ YeCTh ObUT YyCTPOECH B COBETCKOM IIOCOJILCTBE B PrMme.

B ToMm xe rogy Oxcdopackuii yHUBEpCUTET MPHUHSAJ PELICHHE TPUCYIUTh AHHE AXMATOBOI OYETHYIO
CTEeTIeHb JOKTOpa JuTepaTypsl, 1 B 1964 romy AxmartoBa oTmpaBwiack B JIOHOOH, TZe coOCTOsIach
TOP’KECTBEHHAS LISPEMOHUSI BpYUEHHS €i IOKTOPCKOM cTerneHu. LlepeMonns Obi1a 0COOCHHO TOPKECTBEHHOM.
He Anna AXMaToBa NOJAHUMAIACh [0 MPAMOPHBIM CTYIICHSIM, a PEKTOp CITycKaucs K Hei[6, ¢.31].

MHoOTOUYNCIIEHHBIE KPUTUKA OTMEYaly BBLIAIOMIWICS TamaHT AHHBI AHApPEEBHB B CO3JaHUH
MIPOU3BE/ICHUH, KOTOpBIE COEOUHSIOT €€ HE TOJBKO C 3IOXOW, B KOTOPOM OHAa CYLIECTBOBana, HO U C
YUTATEISIMH, KOTOPHIX OHA OILIyIIaja BOKPYT ceOs. AXMaToBa HE CTPEMHJIACHh K JIETKUM IIyTSM B JKU3HU U
JlaXKe B TICPUOJ] PEBOTIOIIMOHHBIX H3MEHEHUH TIPEIITOwIa OCTaThes Ha cBoeit Ponune. [6, c. 30].

[Ipruwnnsl, Mo KOTOphIM AXMaTOBa obparmaercs kK Teme Poccuu, KOpeHSTCs B €€ CeMbe U BOCTIUTaHUH.
Omna 6bU1a BepyloLIed NpaBOCIaBHON, KOTOpas pocia ¢ yBaKEHHEM K HAacJIEeIUIO MPOLLIBIX MOKoJIeHuH. B eé
panHuX ctuxax o Poamne em€ He Qopmupyercs obOpa3 Poccum. Y modrtecchl OTCYTCTBYET TIiryOOKOe
MMOHMMaHWEe HapOJHOW JKM3HHW, HO MPOSBISETCS MCKPEHHEE CTpeMJIeHHEe K Hel, uTo AenaeT e€ YyBCTBa
€CTECTBEHHBIMM UM NPaBIUBBIMU. B TakuxX CTHXOTBOpEHUsX, Kak «Beap rae-to ectb mpocras KH3Hb...» U
«Jlyqme 06 MHE 4YacTyIIKM 3aJ0pPHO BBIKJIHMKATH...», AXMAaTOBa HCIIONb3yeT (PONBKIOPHBIE MOTHBBI, a
HapOJIHOE CYIIECTBOBaHME IpeACTaBIIsAeTCs el eaabHbIM.

Tema Poccum B nmupuke AHHBI AHIpEEeBHBI HauMHAET Pa3BUBAThCS B JIEPMOHTOBCKOM Kioue. B
MIPOU3BENICHUSX:

— «lIpuny Tyna, u oTneTUT TOMIEHbE...» (1916);
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—  «UM manpumk, 9TO MTpaeT Ha BOJNBIHKE...» (1911) .

Bonpoc Bbibopa Mexxay ocTaBIeHHEM W BO3BpalleHHeM B Poccuro oTpaxaercsi B CTHXOTBOPEHUHU
«JloToBas xeHa» (1922-1924). B 3ToM HCTOPHIECKOM KOHTEKCTE 32 00pa3oM JIOTOBOM >KEHBI CKPBIBACTCS
cama AHHa AHIpeeBHa, KOTOpas TOTOBa «IOXXEPTBOBATb XHM3HBIO 332 €AMHCTBEHHBIH B3IJISA», BHIOpaB
CTpajaHue, HO OCTaBasiACh BEPHOI cBOEH cTpaHe M UCKyccTBY. HecMoTps Ha mpocToTy coaep:KaHHsA, 3TO
CTHXOTBOPEHHE SIBIAETCS OJHMM M3 HanOoJIee MOIIHBIX B INpHKe AXMaToBoii [8, ¢. 30].

Tema poauHbl, OCOOCHHO MajOi PpOIOMHBI, BCErJa KMeEJa BaXKHOE 3HAYEHHE B €€ TBOPYECTBE.
Hocranerus no poaHoii 3emiie He onpeaessieTcs: ee 0COOBIMU XapaKTePUCTHKAMU — JUIsl AXMaTOBOM Ba)KHBI
JIMYHBIE, YMOLMOHAJIbHBIC BOCIIOMUHAHUS, KOTOPbIE BBI3BIBAET KaXaas OeTanb 3HAKOMBIX MmecT. [loarecca
BEIp@YKaeT CBOIO CBSI3b C POAHOM 3eMIIeH, MpU3HABas, uTo eil «mamsaTHa 10 6onm // TBepckast CKyTHas 3eMILsD».
AXMaTOBa HETaTWBHO BOCIpPUHHMMAJa DMHIPALMIO, CUUTas ee MposiBIeHHeM Oe3aymmsa. B rogsl nux u
CTpa/laHuii OHa olIyIIaia ce0s Hepa3pbIBHO CBA3aHHOM ¢ CyIb00I CBOGH CTpaHbl, BRIpaXkasi TOPJOCTh 3a CBOIO
OTYM3HY.

K magany XX Beka o6pas [lerepOypra B pycckoii TuTepaType cTal yKe 4eM-TO TpaauiiuoHHbIM. C 3TOH
TeMOH paboTaay He TOJIBKO MPO3auKH, Takue Kak JlocroeBckuit 1 ['0roib, HO U MO3THI, Cpeld KOTOPBIX OBLTH
Hexkpacos, Ilymxun, ®er n TrotueB. AHHa AXMaTOBa TPOAOIDKWIA 3Ty JIMHUIO, TipeacTapisis [letepOypr
OJHOBPEMEHHO B MOHYMEHTAJIbHOM M PEAJUCTUYECKOM KIIOYe, B AyX€ KJIACCHMYECKOH MYIIKHHCKOU
TpaJuLIUY, TJIe HallMOHAIbHAs HCTOPHUS COUETANACh C INYHBIMU BOCIIOMUHAHUAMH (Harpumep, B "I '010BIIMHY
MIOCJICIHIONO TIpa3aHyH..." 1938 rona).

C IlerepOyprom mosTecca CBs3bIBalla HCTOPUIESCKH JKUBOMHCHYIO 1MO3MY "Jl€BSITHCOT TpHUHAAIATHINA
roa" u ctuxoTBopeHus "JIeHnHTpaackoro nukia". AXMaToBa Tonorpaguyecku TOUHO onuchiBana [lerepOypr
B CBOMX mpom3BeneHusx. HaOepexnsle, rmomanu, Jlethuii cax, [leTponarioBckas KpemnocTb — 3TO 4acTh
MHpa TE€POWHHU, BOOPAHHOTO TJa3aMH, BOCIIPUHATOTO HEIIOCPEACTBEHHO U CBEXKO. 37eCh cimBaeTcs "ObIT" U
"OpITHE": 3/1€Ch CIBIIATCS TYJIKHWE IIard IMOATEeCCHl ceidyac W mpomwioe cronerwit: "Kak mmomamm >t
OOIIMPHBL, KaK KPYTHI M TYJIKA MOCTHI".

U konp16ensio mo6Bu 11 AXMaToBo# siBnsieTcs ropon [letepOypr. B ogHOM cTHXOTBOpEHHH "TISITHIM
BpeMeHeM roja" AHHa AHApeeBHA Ha3bIBaeT J000Bb. M3 3TOr0-T0 HEOOBIYHOIO, ISTOr0 BPEMEHH YBHICHBI
€10 OCTaJIbHBIE YeThIpe. B cocTosHMM 1I00BU MUpP BUAKTCS 3aHOBO. OOOCTPEHBI CIYX U TJia3, HAIPSDKEHBI BCE
qyBCTBa. MUp OTKpBIBAETCS B JIOTIOHUTENHLHON pealbHOCTH. TaKyro MOAPOOHOCTh ONMHCAHKS MUAPA Y AHHEI
AXMaTOBOM KPUTHKHU CBSI3bIBAJIM C COCTOSIHMEM BIIOOJIIEHHOCTH. HapylmaeTcs rpaHb MexXIy KaTeropusiMu
«BpeMsI Teposi» U «BpeMst aBTopa». [10poOHOCTH TOCTYITHBI BOCTIPHSTHIO HE BIFOOJIEHHOM T€pOMHN B MOMEHT
MepeKMBaHUs YyBCTBa, a €€ aBTOPY, M300paXkarolieMy M3 BPEMEHH HACTOSIIEro BpeMsl yIIelee, CTaBIiee
npouutem [9, ¢. 31 1.

JIt060Bb B 11033uM AXMaTOBOH CIUIETAETCS C TpareAne M pajocThio, IPU 3TOM OHa O0pallanack He K
camoii 1I00BH, a K €€ MpeIIeCTBEHHUKAM U pa3phiBaM, CO3/1aBasi OIIYIICHHUE TOPEYH M OJJMHOYeCTBa. Tema
Ha3HAuCHHS TI03Ta B OOIIECTBE TAKXKe 3aHMMaa e€, OHa BCETa YyBCTBOBAJIA ce€0sl YaCThIO Yero-To OOJBIIEro

Tema m00BH B 1033UM AXMaTOBOWH HEPAaCTOPKUMO pH(MyeTcs ¢ TparMyecKMMHU MOJOIUIEKaMHU U
PaloCThIO )KU3HU. AXMaToBa 00pamiaercs He K caMOMY IHKY JIFOOOBHBIX OTHOIICHUH, XapaKTePHU3YIOIIEMYCsl
WUTIO3MeH 3TOH TapMOHMM WM MEXJIMYHOCTHOM rapmoHmei. [losTecca oOpammaercss K MOMEHTaMm
MPEIIECTBYIOIMM CaMoil JIIOOBH, WIM K MOMEHTaM pa3pbiBa, YBEPEHHOCTH B HECOCTOSABLICHCS JIOOBH.
OTcrona u poxkIaeTcs OIIyIIEHNE TOpeYH, OIMHOYECTBA, TOCKHU M IT€Yalli, OHAa CTapaeTcs NepeaaBaTh TOJIBKO
COCTOSIHHE YeJIOBeUeCKOi aym. [10o3T moka He CBSI3BIBAET YEIOBEYECKHE B3aMMOOTHOIIIEHHUSI CO BPEMEHEM,
MTOPOUBIIUM HX.

LenTpanpHol Temol st moa3un XIX Beka craja Tema «Ha3HAYCHHsD» 1M03Ta B OOIIeCTBE. JTa TeMa
MIPOHU3BIBAET BCE TBOPUYECTBO M COBPEMEHHBIX TIOITOB, IS KOTOPBIX Cy/Ab0a POAMHBI M HApO/Aa — UX CyIp0a.
AXmaroBa 3a/1aBajach BOIPOCOM POJIM ITO33HMH M TI0ATA B COIIMYME, OHA BCET/Ia OIIyIIaja ce0s YacTHIIeH Jero-
TO OOJIBIIOr0 — HAPOJIa, CTPAaHBL, UCTOPUH. [IepBBIe CTUXOTBOPHBIE OIBITHI COCTOSUINCH, KOT/Ia AXMaToBa ObUIa
B pyciie TeueHus "akMen3M". Ho mocTeneHHo moaTecca OToIa OT aKMEUCTOB M BRIOpaa Ipyro OpueHTHp,
KOTOpBI OHA cuMTajla €IMHCTBEHHO MNOJJMMHHBIM: Ilymkuna. MMenHo IlylmikMHy MOCBSIIIIEHO OJHO M3
ctuxoTrBopeHni ukia "B Lapckom Cene":

"CMyTJIBIi OTPOK OPOAMII 1O AJIesIM,
Y 03&pHBIX TPYCTHII OEpEroB,
U ctonerue mbl neneem
Ene capitinnebii menect maros..." [2, ¢.30]

B KkoHIlE CTHXOTBOpPEHHsI — BBIpa3HWTEIbHAS JOeTanb: "pacTpémanseiii ToM Ilapuu". DT10 cuMBOI
BHYTpPEHHEH pacKpenomEHHON, BOIBHOCTH To3Ta. Ho BCE ke, HecMOTpst Ha TO, 4TO [IymKuH OBLT BBICIIUM
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JUTEPATYPHBIM aBTOPUTETOM JIsi AXMaTOBOW, OHA MCKaJla M CBOH 00pa3 B MUPE COBPEMEHHOM €il M033UH.
Huxn "TalHBI pemecia" cTaji MONBITKOW pa3o0paThCs B TaifHE MTO33HMH, a, CISAOBATEILHO, M B CBOCH TalHe.
AxmaroBa He 3a0bIBaeT JUTEPaTypHbBIC KOpHU, Hacieays Tpaauiu [lymkuna, XKykoBckoro u JlepmoHTOBA.
[Ipupona BIOXHOBEHUS CTaja TEMOU OTKPBIBAIOIIETO ITUKJ CTUXOTBOPEHMUSI C HEIBYCMBICJICHHBIM Ha3BaHUEM
"TopuectBo" [10, ¢.31], co3mannoro mosteccoir B 1836 romy. B HeM oOHa MOKa3bIBaET CO3MIATEIIHHBIN
MOATHYECKHUIA TpoIiecc. Y KaKIOTo Mo3Ta MPOIece CO3JaHus CTHXOTBOPECHUS MPOUCXOIUT CBOEOOpa3Ho. Y
AXMaToBOW BHUJHA TEPBOHAYAIBbHAS XaOTHMYHOCTh, 3aIlyTAHHOCTh, Iapslias B MEICIAX. Bce MTOBOIBHO
HEOMpPECICHHO: B yIlIaX HE YMOJIKaeT 0O¥ 4acoB, BIAJW CIBIIIHBI pacKaThl TpoMa, €l 4yAsTCsS KaKue-TO
CTOHBI M XanoObl. HO Bce TaWHCTBEHHOE M HEMOHSTHOE TOCTENECHHO CYXKaeTcs J0 TeX Mop, MOKa He
(dbopMupyeTcsi OCHOBHAsI WAEs, MBICIb, (PYHIAMEHT, Ha KOTOPOM H OyJeT OCHOBHIBATHCS CTPOHUTEIHCTBO
HOBOTO MTPOU3BEICHUS:

Ho B 31011 6€31HE 11€TI0TOB U 3BOHOB
Bcraer oqun Bce moOeanBIINiA 3BYK.

Kak u [Tymxkun, AXxMaToBa cCUMTaeT, 4To AJIs [103Ta HET HU3KUX U BO3BBILLICHHBIX TeM. Bce MoxeT cTtaTh

MIPEIMETOM €0 BOCIIEBAHUS, U3 BCETO MOYKET BO3HUKHYTh CTUXOTBOPEHHUE:
Korpa 6 BbI 3HAIM U3 KaKOTO copa
PactyT cTuxu, He Begas cThiaa. ..

YacTb CTUXOTBOpPEHMS, B KOTOPOM IOdTeCCa HaXOAWUTCS ellle B IOUCKEe, M300pa)kaeT CyeTy M IIyM
o0bIIeHHON peanbHOCTH. HO Kak TOJIBKO MBICITH HaiiileHa, OCYIIECTBISIETCS IMEPEX0l B MUP CaMOW MOJTECCHI,
B KOTOPOM CIIBIIIIHO JIa)kKe KaK pacTeT TpaBa. B peanbHOH KM3HM Takoro He yCibIIMIIb. To ecTh moaTecca
MPOBOJIUT IPaHb MEXY peabHIM MUPOM H MHPOM [03Ta, B KOTOPOM OH TBOpHT. [11].

B ctuxoTBOpeHun, mycTh U ci1abo, TyBCTBYETCS BIUSHUE CUMBOJIN3Ma. XapaKTEPHBIE 715l CAMBOJIN3MA
3JIEMEHTHl MHUCTHIIM3Ma HECYT B ce0e «HEy3HaHHbIE M IUICHHBIE I0JIOCa, KaJlOObl U CTOHBI, CY>KaIOIIUICS
TallHBIA Kpyr» U3 ee CTUXOTBOpeHHd. Ho MucTHIIN3M, a B LEJIOM M CHMBOJN3M AXMaTOBOH OTJIMYEH OT
TPaAULIUOHHOTO.

MuctiuusM Uil CUMBOJMCTOB CIYXKHJI YXOAYy OT pa30odapoBaBIIEH WX AEHCTBUTENBHOCTH B MHDP
WJeaqoB M Tpe3, TOrjaa Kak A AXMaTOBOM OH TECHO CBA3aH C peanbHOCThIO. Benp BpeMs co3maHus
CTHXOTBOPEHUS OBLIO JOBOJIBHO TPEBOKHOE. MHOTHE MHAKOMBICIISIIIHE MOJIBEPTIIUCH penpeccusiM. MHOTHX
W3 HUX [103Tecca 3HaJIA JIMYHO. BO3MOXXHO, 3T0 MX KaJ00bI U CTOHBI Uy IWIINCH €H.

[Ipocras pasroBopHas peub, XapakTepHas JJis JaHHOTO CTUXOTBOPEHMS, OJHA U3 TJIaBHBIX YEePT BCETO
TBOpYeCTBa AXMaTOBOH BooOmIe. J[pyroit xapakTepHoil 0COOEHHOCTBIO TBOpUYECTBA AXMAaTOBOHM SBISETCS
WCTIOJIb30BAaHUE HEMOJIHBIX PHU(M, YTO NPOSBHIO ce0sl U B HACTOSIIEM IPOU3BEACHUM: CTOHBI-3BOHOB,
CBEKUN-HEXKEH.

AxMaToBa Takxke OblIa MacTepoM si3bIKa W 0Opa3HOCTH B CBOEH Mo33uu. Ee cTuxu oTimvaroTcs
TOYHOCTHIO U 9KOHOMHOCTBIO (POPMYITUPOBOK, UTO JieNIaeT HX 0COOEHHO BBIpa3UTEIbHBIMH B TTyOOKuME. OHa
HCKYCHO HCIIOJIb30Bajla METaQopbl W CHMBOJBI JJIS NEpelaydl CIOXKHBIX YYBCTB M HJEH, CBA3aHHBIX C
OJIMHOYECTBOM U TIOMCKOM CMBICTIA.

Pe3yabTaThl. OJHUM U3 HEHTPAIBHBIX MOTHBOB B €€ MI033UH SIBJISIETCS] YyBCTBO OJJMHOYECTBA, a TAKKE
riyOokue Quiaocockre MOMCKHA CMBICHA JKU3HU. JTO JlesiaeT €€ TBOPUECTBO OCOOEHHO TIIyOOKHM H
aKTyaJIbHBIM, TIOCKOJIbKY TaKHE TEMbl YHUBEPCAIBHBI U BEYHBI.

B pannem TBOpuecTBe AXxMaroBa Oblia MO/ CHJIBHBIM BIMSHHUEM aKMeH3Ma, HO C TEYeHHEM BPEMEHHU
OHA OTOILJIA OT 3TOTr0 HANpPAaBJIEHHS, YTO MO3BOJMIIO €l BHIPA0OTATh YHUKAIBHBIN MOATHYECKUN CTHIIB. DTO
MOATBEP)KIAET €€ CTPEMIIEHUE K MHIUBUAYAIBHOCTH U CAMOCTOATENBHOCTH KaK aBTOPA.

AXMaToBa HCITI0JIb30Bajla CBOIO JMUHYIO 0OJb M TIEPEKUBAHNS, CBSI3aHHBIE C PETIPECCUAMU, APECTAMU U
yTpaTaMu, B KAYeCTBE UCTOUHHUKA JUIS TIO33UH. DTO JI0OABISET €€ CTHXaM 0CO0YI0 SMOIMOHAIBHYIO TITyOUHY,
a TaK>Ke TI03BOJISIET YUTATEIIO COTIEPEKUBATH ABTOPY U OCMBICIIATE O0JIee IUPOKUE COLIUATBHO-TIOTUTHYECKUE
MIPOLIECCHI Yepe3 MPU3MY JINYHBIX TPareInui.

BaxupiMu Temamu e€ TBOpUecTBa SBISIOTCS POJMHA, JIOOOBh M IyXOBHBIE MOWCKH. OTH TEMBI
OKa3bIBaIOTCSI HE TOJIBKO Ba)XHBIMH JUIS CaMOro aBTOpa, HO M I €€ 4YuTaTeneil, 4To IMOATBEPIKIAET
YHHUBEPCAIBHOCTD U aKTyaJIbHOCTB €€ CTUXOB.

[To23ust AXMaToOBOW MPOMOIKAET OKa3bIBAaTh BIUSHHE Ha MOCIEAYIONINE TOKOJIEHUS YUTATelNed |
nUcartenei, 4To TOBOPUT O €€ XyJ0KEeCTBEHHOU U punocodcekoit 3HaunMoctr. OHa He TepsieT akTyaIbHOCTH,
HECMOTps Ha U3MEHEHUS B IUTEPATYPHBIX U UICTOPUUECKUX KOHTEKCTAX.

B pe3ynbpTaTte MOXHO cAENaTh BBIBOJ, YTO TBOPYECTBO AHHBI AXMAaTOBOM, HECMOTPS Ha Tparndeckue
COOBITHSI €€ XM3HM M UCTOPUYECKUE HCIBITAHUS, OCTAaETCAd 3HAUYUMMBIM U aKTyalbHBIM Ha INPOTSLKEHUU
BpEMEHH Onaroiapsi CBoei ri1yOnHe, yHHBEPCATbHOCTH TEM U MHAUBHUIYyaJbHOCTH €€ IOATHYECKOT0 rojoca.
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JdedaTbl: AKTyanbHOCTh TBOpYECTBAa AXMAaTOBOH MOXXET YTBEp)KIaTh, UYTO €€ CTUXOTBOPEHUS
COXpaHIIT INMyOOKyH (QUIOCO(CKYI0 3HAYMMOCTH, 3aTParuBalOT BEYHbIC YEJIOBEUECKHE BOIPOCHl U
MPOIOJDKAIOT BJOXHOBIATH HOBBIX yMTaTeNel u mucareneid. E€ cTunb MoxeT ObITh CIOXKHBIM, HO TEM HE
MeHee, MIMEHHO 3Ta T'TyOMHa ¥ MHOTO3HAYHOCTh OCTAIOTCS aKTyaJlbHBIMU JUISL T€X, KTO WIIET OTBETHI Ha
9K3UCTEHLIUAILHBIC BOIPOCHI.

C apyroii CTOpOHbBI TBOPYECTBO YXOIUT B IPOIUIOE, MOXKET yTBEP)KAATh, YTO TBOPEHUSI AXMaTOBOM
OonblIe OTPaKar0T UCTOPUYECKUI KOHTEKCT CBOETO BPEMEHH, YTO JeNlacT MX BOCHPHUSITHE TPYIHBIM IS
coBpeMeHHOro uuTareins. HecMoTpst Ha e€ 3HaUMMOCTh Kak (pUTypbl KyJIbTYPBl, B HOBBIX YCIIOBHAX €€ MO33Hs
y>Ke He TaK BOCTIPUHMMAETCS KaK aKTyaJIbHOE M HaCYIIHOE UCKYCCTBO.

BbIBOA. MOTHB OAMHOYECTBA U CTPEMIICHHS K OCMBICICHHIO KU3HU 3aHUMAIOT LIEHTPAJIbHOE MECTO B
TBOpuecTBe A.A. AxMaToBoi. Ee 033Us1 — 3TO MCKYCCTBO BBIPAKEHUS CIIOKHBIX SMOLUH U QHIOCOPCKUX
pa3MBIIIJICHNH, OCTaBHUBILIECE 3HAYMTENbHBIN Cliell B pyccKoi nurtepatype. OHa IMPOAODKAET BIOXHOBIISITH
yuTaTeNIeH CBOMMHU CTUXAMH O YEIOBCUECKUX NEPEKUBAHUSAX U IIOUCKE CMBICTA B CII0)KHOM MHPE, OCTABasICh
aKTyaJbHOW BHE 3aBUCUMOCTH OT BPEMEHH M OOCTOSTEILCTB.
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SIMILARITIES AND DIFFERENCES IN THE WORKS OF ABDULLAH QAHHOR AND O.
HENRY
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Abstract. The article describes similar and different phenomena studied in the works of great writers of
the world and Uzbek literature O. Henry and A. Kahhor, with literary explanations. The article mainly
describes similar and different events in two different times and places. The fact that two storytellers covered
the same topic in different times and places and the characters had similar characters showed how great the
science of literature is, and this was able to unite readers of different eras through one topic. The purpose of
the article is to unite readers of different eras on one topic.

Keywords: similarity, difference, characters, irony, storyteller, comparison, reader, patient, thief,
pomegranate.

ABDULLA QAHHOR VA O. GENRI IJODIDAGI O'XSHASHLIKLAR VA FARQLAR

Annotatsiya. Ushbu magolada jahon va o zbek adabiyotining buyuk namoyandalari O.Genri va
A.Qahhor asarlaridagi o’rganilgan o’xshash va farqli hodisalar adabiy izohlar bilan tasvirlab berilgan.
Magolada asosan ikki xil turli zamon va makondagi o’xshash va farqli vogea- hodisalar ifodalangan.Ikki
hikoyanavisning turli xil zamon va makonda bir xil mavzuni yoritganligi va qahramonlarning o xshash
xarakterga egaligi adabiyot fanini nagadar buyukligini ko 'rsatgan va bu turli xil davr kitobxonlarini bir mavzu
orgali jipslashtira olgan.Magolaning magsadi ham aynan turli xil davrdagi kitobxonlarni bir mavzu yo’lida
birlashtira olishdir.

Kalit so’zlar: o’xshashlik, tafovut, qahramonlar, kinoya, hikoyanavis, taqqoslash, kitobxon, bemor,
o’g’ri, anor.

CXOJACTBA U PA3JIMYNSA B TBOPYECTBE ABJYJUIBI KAXXOPA U O. TEHPH

Annomauus. B cmambe onucvl8aiomcest cxodcue U pasiuyHvle A671eHUs, uyvaemvle 8 npou3ee0eHuUsIx
genuKux oOesmeneti Muposoi u ysbexcxou aumepamypvl O. T'enpu u A. Kaxxopa, ¢ aumepamypuvimu
NosCHeHUsAMU.. B cmambe 8 0CHO8HOM ONUCBIBAIOMCSL CXOdCUE U PA3TIUYHBLE COOBIMUS 8 08YX PAZHBIX PEMEHAX
u mecmax. Tom ¢axm, umo 06a pacckaszuuxa oceewjanu 0OHY U My dce memy 8 pa3Hoe 8pemMs U 8 PAZHbIX
Mecmax, a NepPCOHANCU UMEIU CXOJICUe XapaKmepbl, NOKA3bl8Aem, HACKOILKO 6eIUKA HAYKA TUMepamypbl, u
OHa cmoena 00veOUHUMb Yumamenell PAsHbIX n0X uepe3 00HYy memy. Llenv cmamvu — o06veOuHUMD
yumameneu pasHvix INOX 60KPY2 0OHOU MeMbL.

Knwouesvie cnoea: cxoocmeo, pasiuuue, Xapakmepuvl, UPOHUS,  PACCKA3YUK,  CPABHEHUE,
yumamenb, NAYUEHM, SpAHam, 60p.

Writers may live and create in different eras, but the ideas and concepts they express, the characters of
the characters, the problems of the era may be the same, or vice versa, writers who lived in the same era and
created at the same time embody different problems or characters with different characteristics. For readers,
whether it is world literature or Uzbek literature, in the process of reading a work, they involuntarily embody
different similar or dissimilar characters of the characters, social and period problems, and solutions. When
reading the stories of world literature and Uzbek literature, it is impossible not to compare their similarities
and differences. Any reader who reads and analyzes the works of the famous American short story writer O.
Henry and the great Uzbek short story writer A. Qahhor will involuntarily witness similarities and differences.
The two great writers lived and created in two different eras. The great American writer O. Henry, who left a
great mark on world literature under the pseudonym William Sydney Porter, was born in 1862 in the American
state of North Carolina in educated family. The writer lost his father at the age of 15 and, unlike other children,
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began working early to help his mother. Throughout his life, he worked as a pharmacist, journalist, banker,
and writer. He died in 1910 due to poor health condition. His famous stories such as "The Gift of the Magi",
"Hargraves's Two-Face", "The Last Leaf", "The Revenge of Two Gaps", and "The Cabbage and the King" are
still famous in literature world.

Abdulla Qahhor was born in 1907 in the city of Kokand, Uzbekistan, one of the Central Asian countries,
in a common blacksmith's family. His works published under the pseudonyms Mavlon Kufur, Gulyar, and
Erkaboy are famous in the literary world. Throughout his life, he devoted himself exclusively to literature and
wrote invaluable works. Due to poor health, he died in Moscow in 1968 at the age of 61. The writer's stories
"Pomegranate", "Thief", "Years", "Terror" and "O'jar" have a high reputation not only in Uzbek literature, but
also in world literature.

Looking at the lives of these two great storytellers, we can observe similar situations in them. Both of
these great people left this world earlier than other writers. In their short lives, they left behind incomparable
works about the system and difficulties of that era. If we pay attention to the similarity in their works, the irony
and satirical expression of events is embodied in the works of the two writers. We can understand this from
the stories of O. Henry "The Gift of the Magi" and A. Kahhor "Pomegranate”. The main characters of the story
"The Gift of the Magi" Jim and Della sacrifice the things they have and are dear to them to make each other
happy. Two loving souls, Della, sells her long hair and Jim's valuable gold watch inherited from his parents to
get a holiday gift. As you read the work, you will witness the writer's dialogues with the characters, showing
the reader the lifestyle of the poor in society, their worldview, love, joy and sorrow with irony and sarcasm.
By describing the characters of the work: Della selling her long hair and buying Jim a chain for his watch, or
Jim selling his precious gold watch and buying the luxurious comb that his beloved Della had dreamed of, you
can understand that the writer is openly sarcastic about the unnecessary luxury of these gifts.

We can also see the image of a young family suffering from poverty in A. Qahhor's story "Pomegranate".
The fact that the main character of the work, Turobjon, knew that his wife was indifferent to pomegranates
and could not bring them to him when he told her, fully revealed the conditions of the lower classes of that
time. By describing the relationship between the two young people, the writer expressed the difficult conditions
of that time with irony. The end of this story is very touching: Turobjon threw a sheet of pomegranates in the
middle of the house near dawn and his body was shaking, so the reader involuntarily assumes that the hero
stole the pomegranates out of compulsion. The characters in these two stories, although they are from different
nationalities, languages, religions, beliefs, or events that took place in different periods, express similar themes.

At the same time, the intelligent reader will quickly notice the difference in the stories. The two lovers
in "The Gift of the Magi" do not hide their relationship with each other. This can be understood from their
conversation, namely Della's: "My dear Jim, how can | spend the holiday without giving you a gift..." or Jim's
words, "Your haircut won't stop me from loving you," which are open relationships that are common in that
folk tradition. A. Qahhor's characters, on the contrary, are extremely closed. Even when the main character of
the work, Turobjon, did not bring pomegranates to his gloomy wife:

-1 did it, - Turobjon said tremblingly, - may your liver be crushed!(A.Qahhor,1969)

After this, his wife becomes very attentive, but Turobjon wants to go to her and say: "Don't be upset, |
just said it out of anger,"” but his pride does not allow this. In this way, the writer expresses that he cannot show
all the feelings that are inherent in the whole Uzbek man. The ending of both stories is also a great example in
the work of writers.The final parts of Henry's works are based on real events. The reader realizes that Della
and Jim's gifts are useless, and that their true love is the only real gift.

The ending of A. Qahhor's works is very abrupt, unlike Henry's. Turobjon did not answer the woman's
questions to her husband:

-Where did you go? -What did you do? On the contrary, his body was trembling. From this conversation,
it can be understood that the writer left the questions and answers to the reader in this story.

Such similarities and differences can be observed in all the works of the two storytellers. Another work
worth comparing is the stories "The Thief" (A. Qahhor) and "Twenty Years Later" (O. Henry). The idea of the
two works is similar, that is, they are looking for a criminal. Only the processes of catching a criminal are
sharply different. A. Qahhor's simple, poor characters, Grandpa Qobil and his old woman, gave everything
they had, including a rooster, a chicken, and its eggs, to a single "chieftain™ to report to the "chieftain". The
author tries to show the difference between ordinary people and high-ranking officials of that time. How pitiful
the society is, how the rich are eager to get richer, and poor Grandpa Qobil and ordinary people like him do
not understand the laws and desires of high-ranking society. The concerns of ordinary people do not interest
high-ranking state officials. This situation can be clearly understood from the relationship between the chieftain
and the chieftain in the search for Grandpa Qobil's cow. In O. Henry's story "Twenty Years Later", the reader
does not understand the arguments in finding the criminal until almost the end of the work. Two friends decide
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to meet under a tree on the street where they grew up twenty years later. The hero, who is an organist, goes to
the indicated place on time, as if checking the streets, and after talking to a stranger for two minutes, learns
that he is waiting for his dear friend, and continues on his way. A little later, another man arrives, says that he
is his dear friend, and invites him to dinner. A device installed in front of the dining room door signals the
person waiting for his friend as a wanted person. He is arrested and given a piece of paper. The piece of paper
says: “Bob, I went to the indicated place on time and saw a man who is wanted by the Chicago police. I couldn't
catch you myself and sent another police officer, Jimmy." (O.Henry, 1905).The reader doesn't understand
anything about the criminal until the end of the work, but one letter alone explains that everyone must obey
the rules of society, even if it is a very valuable person. Henry's characters differ from the situation in the
search for a thief in A. Kahhor's work in that they serve society wholeheartedly. If we pay attention, while in
almost all of Henry's stories the ending is based on specific events, A. Kahhor's stories address the reader with
an open question. In particular, "Grandfather Qobil went to the cotton merchant Egamberdi. The cotton
merchant took pity on him and said that he would give him not one but two oxen to plow the land, but only
one "small" condition. This condition will be known in the fall ...". Only the people of that society, of that
time, know what will happen in the fall, or is the current reader just imagining it?.

When comparing the works of A. Qahhor and O. Henry, the stories "The Patient" (A. Qahhor) and "The
Last Leaf" (O. Henry) deserve special attention. In both works, the patient suffers from the disease and those
around him treat him with respect.

“Patient” (A. Qahhor) and "The Last Leaf" (O. Henry) deserve special attention. In both works, the
patient suffers from an illness and those around him run for his health, asking God for healing. If we analyze
the works more deeply, we can notice a literary skill that can shake the reader's heart in Abdullah Qahhor's
story "The Patient". The proverb "The sky is far, the earth is hard" at the beginning of the story can inform
readers about the system and difficulties of that time and can involuntarily invite readers to read the work.
"The Patient" story by A. Qahhor He was able to convey to his readers the evil and widespread evils of poverty,
illiteracy and corruption in society through the example of a family. The main character of the work, Sotiboldi,
takes any measures that the local residents can take to get his sick wife back to health. He teaches the patient,
shows her to a doctor, teaches a woman who is a beggar, and treats a woman with a willow branch. All this,
of course, requires money and drains the person's strength. But the patient does not get better. By depicting
people seeking healing through such customs and traditions, A. Qahhor shows the illiteracy of the people of
that time. In addition, the writer explains poverty with sarcasm in this story in the examples given below.

When Sotiboldi thought of a doctor's office, he would think of the 25-sum coin that was in the king's
possession, or he would write about a beggar shouting "Hey friend, Shaydullo, the name of God is Allah, the
charity is rejected, the messenger of God is God...", reflecting the extreme poverty of the lower class of the
population. (A.Qahhor,1958).He conveyed the development of corruption to the readers through the image of
Abduganiboy

Although Sotiboldi explained to his boss Abduganiboy that his wife was in trouble, he was content to
tell Andugani that she was in trouble. Knowing that he would not benefit from the servant, he could not help
him financially. He simply wanted to ask Sotiboldi if he had brought anything to Devonai Bahovaddin or
Avsula'zam. Knowing that there was no hope for the rich, Sotiboldi leaves without saying anything. Or the
fact that the hero sees 25 soums to go to the doctor warns the reader about the existence of bribery in that
society.

The most heartbreaking part of the story is the prayers that the poor girl Sotibold makes for her mother's
recovery during the prayer of the azan. Since the patient's condition is so bad, he calls the patient out at dawn.
While the neighbor is adjusting the patient's bed, he asks the innocent girl to pray for her and wake her up. The
little girl's daughter, not understanding, pretends to be sleepy and says, "God, please heal my sick mother."
As is the case in the Uzbek people, the close relatives of a sick person are very kind and caring towards him
and do smile or pay attention to the patient. The writer has described in subtle examples that Sotibold's view
of the patient's wife The fact that he left his job to take care of his wife at home and started weaving baskets
with Nilan shows the bravery and kindness of Uzbek boys.

If we pay attention to O. Henry's story "The Last Leaf", it also depicts a sick girl suffering from illness.
Unlike A. Qahhor, O. Henry depicted the system of that time not in the family, but by showing the lifestyle of
two friends who had high hopes for their young lives. The sick girl, Johnsy, fell ill with a common pneumonia
and was bedridden. Her friend Sue, on the advice of doctors, takes care of Johnsy. She helped her friend
recovery. However, Johnsy compared herself to the leaves of the trees seen through the window, unable to
fight the wind and rain on a cold winter day, and fell helplessly. Hearing the doctor's advice, her friend, who
returned to the room, involuntarily realized that Jonsy counted those flowers like 12,11,10....5 .The girl said
that she would die when the last leaf fell. They had a neighbour who named Mr. Behrman.He wanted to be a
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great artist and always believed that he would paint a unique work one day but he was a drinker.Out of
desperation, the friend of patient told about Jonsy’s thougt to Behrman. He cried a lot and wanted to help
them.Even when it rained at night and the wind blew hard, he tried to paint a leaf high in the tree to distract
the girl, and gave her hope. That day, Mr. Behrman got pneumonia and died a few days later. Johnsy was
simply amazed that the leaf had not fallen after all this suffering, and was sad that she was not a leaf. Slowly,
with hope, she got up and even stood up completely. At the end of the week, her friend said her the death of
the Mr. Behrman, and his beautiful and unique work of art.

Both of the stories began with the characters who are getting sick. In the end, the sick woman dies in
"The Patient". On the contrary, in "The Last Leaf", the sick girl is cured by the neighbor Behrman. Behrman's
masterpiese resques the patient girl.One of the main differences of the works is that in "The Patient", society
is more criticized, and the bitter worries and sorrows of life are reflected. The main idea of "The Last Leaf" is
the inner experiences of a person, hope, selflessness, a work of art and humanity. From the side of culture,it is
seen that,Uzbek traditions and values are reflected in Patient while The last leaf gave readers the Western
cultural backround,specifically Greenwich Village.A.Qahhor mostly paid attention to the moral and
philosophical depth.The story teaches the socity to be endurance and jeeping one’s composure through
difficulties.On the other hand,O.Henry’s story has a lot of hype with its irony and surprise ending.The last Leaf
portrays the power of hope and the influence of dedicated love.

In conclusion, it is worth saying that the works of the above-mentioned writers have similarities and
differences. We can see this in the analyzed works of several stories by them.Both of the writers are considered
the kings of storywritings and tried to write about the shortcomings in society.
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“MR. POTTER” ROMANIDA BILVOSITA XARAKTERLASH VA UNING BADIIY-
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Annotatsiya. Ushbu maqolada zamonaviy Amerika adabiyoti vakilasi Yamayka Kinkeydning ““Mr.
Potter” romanidagi qahramonlar tasvirida bilvosita xarakterlashning qo’llanilishi hamda uning badiiy-estetik
ahamiyati tahlil qgilinadi. Muallif asardagi ikkinchi darajali gahramonlarni tahlil gilgan holda ularni
ta’riflashdagi bilvosita xarakterlash o’rnini o’rganadi va turli misollar bilan mavzuni yoritadi. Kinkeyd
boshqa qahramonlarni bilvosita xarakterlash orqali o’quvchilar ko’z o’ngida Mr. Potter obrazini
gavdalantiradi.

Kalit so’zlar: bilvosita xarakterlash, gahramon, badiiy-estetik vazifa, inson, shaxsiyat, ichki dunyo,
xarakter, yozuvchi.

KOCBEHHASI XAPAKTEPUCTHKA B POMAHE “MR. POTTER” 1 EE
XYAOXKECTBEHHO-3CTETUYECKASA ©@YHKIUA

Annomayua. B oaunoli cmamve aHATUZUPYEMCA UCNONb30BAHUE KOCBEHHOU XAPAKMEPUCUKU 6
uzobpasicenuu nepcounadiceii pomana “Mr. Potter” npeocmasumenvruybt co8peMeHHOU aAMEPUKAHCKOU
aumepamypul Amaviku Kunkeuio, a maxace eé xydoocecmaenno-scmemuieckoe 3navenue. Aemop, uccieoys
6MOPOCMENeHHbIX NePCOHAdCell NPOU3Be0etUs, usyuaem poib KOC6EHHOU XapaKmepucmuKy 8 ux onucanuul u
packpvieaem memy Ha pasiuyHuix npumepax. Kumxeio ¢ nomowwpio KOC6EeHHOU Xapaxmepucmuky Opy2ux
nepcouaiceli co30aém 6 6oobpaxcenuu yumamenei oopaz mucmepa Ilommepa.

Knrwowuesvie cnoga: koceéemnas Xapaxmepucmukd, HNEPCOHAMNC, XYOO0ICECMBEHHO-ICMEMUYecKds
@ynxyusa, uenosex, IUUHOCIb, 6HYMPEHHU MUpP, XapaKmep, Nucameb.

INDIRECT CHARACTERIZATION IN THE NOVEL “MR. POTTER” AND ITS ARTISTIC-
AESTHETIC FUNCTION

Abstract. This article analyzes the use of indirect characterization in the portrayal of characters in “Mr.
Potter 7, a novel by contemporary American literature representative Jamaica Kincaid, as well as its artistic
and aesthetic significance. The author examines the role of indirect characterization in describing secondary
characters and explores its function through various examples. Through the indirect characterization of other
characters, Kincaid brings the image of Mr. Potter to life in the reader’s mind.

Keywords: indirect characterization, character, artistic-aesthetic function, human, personality, inner
world, behavior, writer.

Kirish. Yozuvchi 0’z asarini yaratish jarayonida bevosita ma’lum bir davr, manzara, hodisa va ko’p
hollarda, shaxslarning ta’riflarini keltiradi. Bundan asosiy maqsad o’quvchi ko’z o’ngida shu asarni
jonlantirish va unga kirishishini ta’minlashdan iborat. Biroq muallif ba’zan bunday tasvirlashni to’g’ridan
to’g’ri keltirmasligi, aksincha bilvosita, asardagi boshqa omillar yordamida ochib berishi ham mumkin.
Masalan, yozuvchi asardagi muayyan qahramonga batafsil ta’rif bermasdan uning shaxsiyati va ruhiy olamini
gahramonning tashqi ko’rinishi, nutqi va xatti-harakatlari orgali ko'rsatishi mumkin. Asar gahramonini bu
usulda yashirin tasvirlash orgali muallif 0’quvchining diqqat-e’tiborini ko’proq jalb qilish va asar so’ngigacha
o’zgacha qiziqishni saglab qolgan holda gqahramonni chuqur taftish gilishga chagqirishni ko’zda tutadi. Shu
tarzda o’quvchi gahramonni mustaqil o’rganib boradi va uni 0’ziga yaqin ola boshlaydi, uning ruhiy olamiga
kirishib, do’st tutinadi.
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Yamayka Kinkeyd “Mr. Potter” romanida Janob Potter obrazi orqali Antigua xalqining tartibsiz hayot
tarzini yaqqol ochib beradi, ammo asarning biror o’rnida qahramonlarga to’liq ta’rif bermaydi. Bunda u asar
gahramonlarining tashqi ko’rinishlari, suhbatlari va asardagi turli vaziyatlarga bildirgan munosabatlarini asos
qilib oladi.

Tadgigot materiallari va metodologiya. Mavzuni yoritish magsadida zamonaviy Amerika adabiyoti
yozuvchisi Yamayka Kinkeydning “Mr. Potter” romani tahlil gilindi va ushbu jarayonda madaniy-tarixiy,
badiiy tahlil, biografik va psixologik tahlil metodlaridan foydalanildi.

Tadgiqgot natijalari va muhokama. “Mr. Potter” asarida bir nechta muhim qahramonlar mavjud bo’lib,
ular Janob Potter shaxsiyatining shakllanishida muhim o’rin tutadi.

Nathaniel Potter — Janob Potterning otasi. U baliqchi bo’lib, Dushanba va Payshanba kunlari to’rini
suvga tashlar, Seshanba va Juma kunlari tutilgan baliq idishlarini tekshirar, Chorshanbada to’rini tuzatar,
Shanba kuni sotgan barcha baliglarining pulini sanar va, nihoyat, Yakshanba ayoli tayyorlagan echki
go’shtidan borshni kechki ovqatda tanovvul qilar edi. Bu odatlar uning o’ta tartibli va yangilikni
xushlamaydigan inson ekanligini ko’rsatadi. Aynan shu jihati Roderick Potterga o’tganligini uning ishida va
mashinasi bilan munosabatida ko’rishimiz mumkin. Nathaniel yigirma bir farzandning otasi edi, ammo u
ularning faqat o’n bitta 0’g’lini tanir edi, xolos. O’g’illarining birortasi ham otasidan keyin dengizchi bo’Imadi.
Nathaniel Potterning kiyishga oyoq kiyimi yo’q edi, u dengizdan nafratlanar va undan ustun kelishni istar edi.
Bechoralik va kambag’allikdan charchagan Nathaniel “bir necha kunlab bo’sh qolgan baliq idishlari uchun
dengizni va Xudoni duoibad gqilgach, butun tanasida toshmalar paydo bo’lib, xuddi olovda jizg anak
bo’lgandek qorayib vafot etadi”. [3, 47] Potter otasiz katta bo’Iganligi sababli hech qachon u hagida o’ylamas,
“ota” tushunchasi unga begona edi. Ammo u bir paytlar daraxt tagida onasining gaplariga javoban ularga
burilgan erkak uning otasi ekanligini bilardi. “Unga oynada qarab turadigan yuz aynan o ’sha erkakning yuzi
edi”, deydi yozuvchi. [3, 99] Bu esa Potterning 0’z otasiga nihoyatda o’xshash bo’lganligidan dalolat beradi.
O’sha vogeani va otasini eslar ekan, Janob Potterning xayoliga darhol o’zbek tilida “O’tgan ishga salovat”
jumlasini anglatuvchi “No use crying over spilled milk” iborasi kelar edi. Ingliz tilidan so’zma-so’z tarjima
qilganda “To’kilgan sut ustidan yig’lashning foydasi yo’q” degan ma’no kelib chigadi. Yozuvchi nega aynan
sutligini ham batafsil izohlab ketadi. Chunki sut Potter uchun juda gimmatli edi. Bolalikda bu gimmatli
ichimlikdan mahrum bo’lgan Roderick o’zini shunday deb ovutardi. Janob Potterning otasiga nisbatan ko’z
ilg’amas ushbu munosabati uning nagadar matonatli gahramon ekanligiga yana bir bor ishora qgiladi.

Elfrida Robinson — Janob Potterning onasi. Asarda u haqgida ko’p ma’lumot keltirilmaydi. “Undan doim
piyoz hidi kelib turardi va Potter onasi hagida bundan boshga hech narsani eslay olmaydi ”. [3, 88] Elfridaning
otasi yo’q edi va Roderick uning yagona farzandi edi. Chaqaloq Roderick yosh Elfridani charchatar edi.
Nathaniel Potter uni va farzandini tan olmagach, kunlarning birida Roderickni yetaklab, uning oldiga bir daraxt
tagiga boradi va og’riqli gaplar bilan uni ehtimol haqoratlaydi. Ushbu holatni yozuvchi quyidagicha ta’riflaydi:
“Uning og’zi go yo bir qurol edi-yu, uning so zlari esa shu qurol uchun maxsus tayyorlangan o’qlar edi. Balig
idishlari va to’rlari bilan o’ralgan daraxt ostidagi erkak, so’zlar uni jarohatlagan bo’lsa kerak, unga
yog'ilayotgan alam manbasini ko rish uchun burildi”. [3, 98] Parchaning keskinligidan Elfridaning chekkan
aziyatlarini va bu uning sabrining oxirgi nuqtasi bo’lganligini sezish mumkin. Sababi, shundan so’ng u
kichkina Roderickni Shepherdlarga tashlab, “moviy osmon ostidagi moviy dengizga moviy libosda o ’zini g arq
giladi . [3, 73] Moviy rang ramziy ravishda g’am-qayg’uni, Elfridaning umidsizlik va tushkunlik holatini
bildiradi. Shuningdek, uni hayot sinovlariga dosh bera olmagan zaif gahramon sifatida gabul gilishimiz
mumkin.

Mr. Shepherd — Potterni katta gilgan oila boshlig’i va ota-onasi yo’q qarovsiz o’g’il bolalar uchun
maktabning direktori. O’zining ismi Llewellyn, ayolining ismi Doreen bo’lgan janob va xonim Shepherdlar
afrikalik qullarning avlodlari bo’lib, ularning to’rt o’g’illari kichkinaligida vafot etgan edi. “Shepherdning
yuzida rozilik, mehr, muhabbat va qiziquvchanlik alomatlari ko rinmas edi. Uning yuzida doim ikki narsaning
aksi bor edi: g’alabaga umid va mag’lubyatga ishonch”, deb ta’riflaydi uni Kinkeyd. [3, 98] Ushbu ta’rifdan
Mr. Shepherd qahramonining hayotga va o’ziga ishonchsiz, umidsiz hamda hissiz bo’lib qolganining guvohi
bo’lamiz. Ehtimol, bu janob Shepherd boshdan kechirgan giyinchiliklar, tahqirlar va farzandlari o’limining
ta’siridir. Ammo Shepherd garchi o’g’illari u uchun xuddi ko’zlari, og’zi, yuragi va oyoqlaridek o’ta
zarurligini, agar ularni yo’qotib qo’ysa, adoyi-tamom bo’lishini va avvalgi holatiga hech gachon qayta
olmasligini juda yaxshi bilsa ham, ularni sevmas edi. U mashinasini sevar edi, shu gadar sevar ediki, ba’zan
yarim tunda uning tim ko’k rangda ko’rinishini va yomg’ir yog’ganda u tasavvur ham qila olmaydigan yarqiroq
kulrang tus olishini tomosha qilish uchun atayin uyg’onar edi. Bundan esa Mr. Shepherdning qalbida hali
shijoat va go’zallikka bo’lgan ishtiyogning mavj urib turganini ko’rish shubhasiz. U yuzaga chigara
olmaydigan sevgisi shu tarzda uning yuragining tubida yashirin. “Potter esa uning zolimligi va razolatini sukut
va beparvolik bilan gabul giladi, natijada, bu zulm, shavqatsizlik, sukut va beparvolik — barchasi Potter uchun
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gobiqqa aylanadi, shunchaki qobiq emas, usiz yashash imkonsiz bo’lgan himoya qobig’i bo’lib qoladi.” [3,
93] Ushbu tasvir bilvosita ikkala gahramonning ham o0’ziga xos xarakterini ochishga xizmat giladi. Chunonchi,
Mr. Shepherd gqanchalar zulmkor va beshavqat bo’lgani qadar, Mr. Potter shunchalar matonatli va
ko’nikuvchan. Ammo Janob Shepherdning oz bo’lsa-da, mehr-muruvvat egasi ekanligi bir necha o’rinlarda
yozuvchi tomonidan yashirin namoyon etiladi. Jumladan, garchi bayramni ham Shepherdlarning uy
yumushlari bilan o’tkazganiga qaramasdan, Janob Shepherd Rojdestvo kunida Potterga kichkina shishada
mashhur do’konlardan 0’zi sotib olgan shirin, lekin kuchli Portugaliya vinosidan va tunuka idishchada bir
bo’lak olxo’rili pudding bilan saxovat ko’rsatadi. Bu sovg’alar yomon holatga kelib qolgan bo’lsa-da, Potter
o’shanda bularni sezmagan edi. Chunki u bundan oldin taqqoslay olish imkonini beruvchi hech qanday vino
va puddingni tatib ko’rmagan edi. Lekin bu saxovat Potterda hech qanday taassurot qoldirmadi. Zero, u bunday
an’anani o’zi qurgan oilalarda takrorlamadi. O’shanda tatib ko’rgan puddingining naqadar bemaza
bo’lganligini ham hikoyani so’zlab berayotgan qizi Elainening oyisi, ya’ni Potterning ayollaridan biri bo’Igan
Annie, unga tayyorlab bergan turli shirinliklarini yeb ko’rganidan so’ng tushunib yetdi. Mr. Shepherd Potterga
qilgan saxiyliklaridan yana biri va, ehtimol, eng asosiysi, unga mashina haydashni o’rgatganligidir. Chunki bu
kasb Potterning hayotida 0’ta muhim ahamiyat kasb etib, uning butun mazmuniga aylanadi.

Mr. Shoul — mashinalarni ijaraga berish bilan shug’ullanuvchi livanlik bir janob bo’lib, u Potter
haydaydigan mashinaning egasidir. Yozuvchi uni “insonlar Mr. Shoul hayotimizni yaxshilab berdi deb
o ylaydi, lekin u ularning hayotini yaxshilamasdi, u shunchaki boshqalar hayotini yaxshilashga xizmat
giluvchi bir vosita edi ”, deya ta’riflaydi. [3, 179] Shuningdek, “Mr. Shoulning yuzi doim kulgiga burkanib
turishi, lekin bu kulgi Mr. Shoul toki Janob Potterni ko 'rgunga qadar davom etishi, sababi, uning uchun Potter
tutrugsiz va hech qanday ahamiyatga ega emasligi va Mr. Shoul o’zi hagida ham aynan shunday tuyg 'ularni
his qgilishi” aytib o’tiladi. [3, 115] Yozuvchi ushbu ta’riflar orgali Mr. Shoul gahramonining ham ichki
ziddiyatlarga boyligi, 0’zini naqadar qiymatli ko’rsatishga urinmasin, aslida, uning nafaqat jamiyat, balki
0’zining oldida ham hech qanday qadr-qimmati yo’qligini mohirona ko’rsata olgan.

Dr. Zoltan Weizenger — chexoslovakiyalik shifokor bo’lib, Ikkinchi Jahon Urushi davrida boshpana
izlab, Antiguaga ko’chib kelgach, Mr. Potterning doimiy mijoziga aylanadi. Asl ismi Samuel bo’lgan ushbu
shifokor “Mr. Potter va Potterga o ’xshaganlarning barchasidan nafratlanardi”. [3, 8] Ushbu parcha orgali
Kinkeyd Zoltanning irqchiligiga ishora giladi. Mr. Potter uni ilk ko’rganida “nagadar sovugqqon odam” (“‘e
dead, ‘e dead”), deb aytganligi, Weizenger esa Potter haqida “ganday ahmogqlik va jaholat; ganchalar jirkach
bu odam” deb o’ylaganligi ham bu fikrning isbotidir. Weizenger orolga kelganidagi vaziyat va uning ichida
tug’yon urayotgan o’ylar yozuvchi tomonidan o’ta noziklik bilan tasvirlanadi: “Weizenger uni ushbu uysizlik
va boshpanasizlik tomon zulm bilan olib kelgan dengizni sirli deb bilardi, go yoki quyosh uning soyasini ham
o’ chirib yuborgandek edi, u o’zini shu darajada yolg’iz his qildiki, hatto uni yupatish uchun uning o’z aksi
ham yonida emas edi”. [3, 10] Oddiy bir haydovchining o’zini tanishtirishidagi, ismini aytishidagi o’ziga
bo’lgan cheksiz muhabbat va ishonch Potterni nafas olish qobiliyatidan mahrum qilishga va uni umrbodga
ovozini o’chirishga undadi-yu, Weizenger bu qotilona g’azabini jamadonlarni qayerga joylash va yana
gachon ularni boshqa manzillarga eltib go’yishga buyruq berish bilan almashtirdi. Ushbu o’y-fikrlar Dr.
Zoltanning ayni damda naqadar alamzada ekanligi va u nimadan o’ziga dalda topishni bilmay qgiynalayotgani,
vatan sog’inchi, endigi hayoti, kelajagi haqidagi noaniqlik va mavhumlik, unga yot odamlarning munosabati
unga azob berayotganligi, lekin bo’sh kelmay, sabr gilayotgani Kinkeyd tomonidan yashirin oshkor gilinadi.
Ammo u 0’zgarmaydi, hayotining oxirigacha shunday bo’lib qoladi. Shifokorning vafotida odamlar uni yaxshi
xotiralar bilan eslashmaydi. Garchi u insonlarni davolagan va hayotlarini yaxshilagan bo’lsa ham, uning dafn
marosimi uzoqqa cho’zilmaydi va hech kim u uchun aza tutmaydi. Odamlar faqatgina unga murojaat qilib
borganlarida Weizenger ularning hidlari, tirnoglari, sochlari va, hattoki, mavjudliklari hagida aytgan
haqoratomuz gaplarni eslashadi.

Annie Victoria Richardson — Elainening onasi, Mr. Potter hayotida chuqur iz goldirgan ayollardan biri.
Yoshligida otasi uning maktabga borishini talab qilgani uchun u o’qish va yozishni bilardi. Shuningdek, Annie
otasining jarroh do’stinikida ishlardi. Ammo u shifokor ham ayolining oilasi yashaydigan St. Kittsga ko’chib
ketgach, Annie uy yumushlaridan charchaydi. Bir qancha nizolardan so’ng otasi undan voz kechgan Annie
Dominikadan Antiguaga ko’chib keladi va Dr. Weizengerga yordamchi bo’lib ishga kiradi. U shifokorning
uskunalari tozaligi bilan shug’ullanar va bemorlarning sochlari taralgan, tirnoglari va tishlari ozoda, o’zlari
ham yuvingan bo’lishlarini ta’minlab berar edi. Janob Potter bilan ko’rishganda u 25 yoshda edi. Anniening
uzun va qora sochli, juda ham chiroyli ayol bo’lganligi, Elaine ham onasiga o’xshashi va buni unga ko’pchilik
aytgani yozuvchi tomonidan bilvosita Elaine orgali hikoya gilinadi. Mr. Potter uni va gizini tan olmagach,
Annie o’ch olish magsadida Potter 0’zi orzu gilgan mashinani olish uchun yig’ib yurgan pulini olib, qochib
ketadi. Ushbu holatni Elaine quyidagicha ta’riflaydi: “Oyim ko plab yeguliklarni shirin tayyorlashga o ’ta usta
edi, lekin shuning bilan bir qatorda, u dadamning hayotiga achchiqlik va yogimsiz tuyg ularni go’shgan edi,
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dadam esa bularni menga o 'tkazgan edi”. [3, 94] Bundan Anniening qo’rqmas, o’zini sevuvchi va qadrlovchi
ayol ekanligining guvohi bo’lamiz. Sababi, u shunchaki ko’nish va ojizlikni emas, balki 0’z hayoti va
farzandining kelajagi uchun kurashni tanladi va Elainening ham savodli bo’lishiga erishdi. “U ingliz va fransuz
tillarida gapirib, o’zini erkin va hech qanday chekloviarsiz, majburiyatlarsiz his qilar edi, ammo u
cheklovlarsiz emas edi, u allagachon mening oyim ed:i ”, — deydi Elaine onasi hagida. [3, 135] Bu ham Annie
farzandi uchun naqadar kuchli va mas’uliyatli ona bo’lganligining va bu Elaineni qayg’uga solib, onasiga uni
erkinlikdan mahrum qilib turgan bir cheklovdek o’zini his gilganining isbotidir.

Elaine Synthia Potter — Janob Potterning qizi bo’lib, asar uning tilidan hikoya qilinadi. Elaine haqida
hech qanday bevosita tasvirlar keltirilmaydi, o’quvchiga faqatgina nutqlari va monologlari uning tuyg’ularini
va shaxsiyatini tushunishga yordam beradi. Otasidan fargli ravishda Elaine o’qish va yozishni biladigan
savodli inson bo’lib, bunda onasining hissasi katta bo’ladi. U “tan olinmaslik an’anasi’ni tugatishga va
“passportidagi otasining ismi o’rnida turgan chiziqni (“A4 line runs through him”) yo’q qilishga bel bog’laydi
va otasining gabrini izlab topadi. Tirikligida Janob Potter hech bir gizini tan olmagan edi, Elaine ham shu
qizlar ichida bo’lib, bolalik xotiralarini shunday eslaydi: “Taxminan 4 yoshligimda Janob Potterni ishxonasi
oldida ko rib qolib, birinchi bor unga qo’l silkidim va “Xayrli tong” tiladim, bu imo-ishoralar orgali men
unga u meniki ekanligini, men esa unga tegishli ekanligimni anglatmogqchi bo’ldim. Ammo u menga javoban
shunchaki qo’l siltab, garajga kirib ketdi. Men uning uchun go’yo yo’Ilni to’sib turgan bir it edim. Men uning
uchun go’yo hech narsa edim”; “Uning mavjudligi bir soya edi”’; “Mr. Potterning silashlari va quchoglari
xuddi tig’ga o ’xshardi.” [3, 125] Bu xotiralar Elainega tinchlik bermaydi. Otasining bu harakatlari uni nagadar
nafratlantirmasin, u otasidan voz kecholmaydi va Janob Potterni bunday gilishiga majburlagan sabablarni
o’rganib chiqib, otasini boricha qabul qiladi va kechiradi. Bu holat o’zining farzandlari bilan
takrorlanmasligini istaydi. U otasining his-tuyg’ulariga ¢’tibor qaratadi: “Janob Potterning yuragida ko plab
bo’shliglar bor: afsus va umid vodiylari; pushaymonlik va xafalik tog’lari; orzular dengizlari; mevasiz va
changga to’lgan dalalar; quvochning sayoz ariglari; g’amning chuqur yoriglari; keskin bo’rtib chiggan
qo’rquv va g 'urur. Mr. Potterning yurak bo shliqlari shunday edi, ammo bularning bari unga sir edi”; “Uning
butun hayoti va tuyg ulari tutqunlikda edi”. [3, 172] Elaine kitobxon ko’z o’ngida o’ta kuchli qahramon
sifatida gavdalanadi. U bardoshli, magsadi yo’lidan qaytmaydi va chigqan har qanday to’signi yengadi. Buni
biz Elaine gabriston xodimi Tan-Tan Mr. Potterning gabrini topib bermaguncha ketmaganligi, uni sabr bilan
kutib turishi va topishini talab qilishida ko’rishimiz mumkin.

Xulosa. Yuqoridagi tahlillarga tayanib shuni xulosa gilish mumkinki, adabiyotda gahramonni
o’quvchiga tanishtirish yoki uning ichki qiyofasini ochib berishda yozuvchi har doim ham bevosita
ta’riflashdan foydalanmasligi mumkin. Muallif qahramon ruhiyatini va xarakterini asarda gatnashuvchi boshga
omillarga suyanib ham mukammal darajada ko’rsatib berishi mumkin. Jumladan, asar qahramonining tashqi
ko’rinishi, kiyinish va so’zlashish uslubi, ichki o’y-kechinmalari, asardagi boshga gahramonlar bilan olib
borgan suhbatlari, ularga gilgan muomalasi yoki asarda sodir bo’ladigan turli vaziyatlarga nisbatan bildirgan
munosabat va javoblari ham qahramon ruhiy olamining ko’zgusi bo’lib xizmat qilishi mumkin. Qahramon
ichki olamini ochib berishda bunday yordamchi vositalarni qo’llay olish nafagat muallifdan buyuk mahoratni
talab qgiladi, balki o’quvchiga ham ushbu badiiy ijodkorlikni tushunib, tahlil qgila olishda va asarning to’liq
mazmunini anglab yetishda katta mas’uliyat yuklaydi. Bunda o’quvchi yozuvchining fikrlarini va ko’zlagan
magsadini aniqlashga harakat qilar ekan, asar qahramonini beixtiyor uning o’zi kashf qiladi.

Zamonaviy Amerika ayol yozuvchilaridan bo’lgan Yamayka Kinkeyd o’zining “Mr. Potter” romanida
qahramonlarni bilvosita xarakterlash orqali yozuvchi sifatida 0’z mahoratini eng yuqori darajada ko’rsata
olgan. Bu asar Kinkeydning nafagat boshqa asarlari orasida, balki zamonaviy jahon adabiyotida ham aynan
bilvosita tasviriy yondashuvning ajoyib namunasi sifatida alohida ajralib turadi. Yozuvchi asar oxirigacha
ushbu tasvir usulini saglab goladi va bosh gahramon atrofidagi barcha boshga gahramonlar va holatlar orgali
go’yo Janob Potter obrazini chizadi. Qahramonlar o’zining ichki ruhiy olamini boshqa personajlar bilan
suhbatda, Kiyinish uslubi, xatti-harakatlari va atrofdagi bo’layotgan hodisalarga munosabati bilan ifodalaydi
va bunda asar muallifining hissasi beqiyosdir.
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Abstract. The article the seeks to find out why, when and how the novel appears in the literature of
Europe - a genre that became the leading form of literary art already in the middle of the 18th century and
especially in the 19th century. Also the article discusses complexities and inconsistencies in the formulation of
the genre.

Keywords: novel, literature, genre, origin, narrative, epic, prose, concept.

YEVROPA ADABIYOTIDA ROMANNING KELIB CHIQISHI

Annotatsiya. Maqola 18-asr o ‘rtalarida va aynigsa 19-asrda adabiy san’atning yetakchi shakliga
aylangan roman janri Yevropa adabiyotida nima uchun, gachon va ganday paydo bo ‘lganligini aniglashga
intiladi. Shuningdek, magolada janrni shakllanishidagi murakkabliklar va nomuvofigliklar muhokama
gilinadi.

Kalit so'zlar: roman, adabiyot, janr, kelib chigishi, hikoya, doston, nasr, tushuncha.

MPOUCXOXKJIEHUE POMAHA B EBPOIIEMCKOM JINTEPATYPE

Annomauus. B cmambe cmasumcsi 3a0aua GbIACHUMb, NoYeMy, Ko20a u Kak ¢ qumepamype Eeponbi
NOSGISEMC POMAH - JHCAHP, cmasuiull edywel hopmoil aumepamyphoco uckyccmea yoice ¢ cepedune XVIII
u ocobenno 8 XIX gexe. Taxace 6 cmamve paccmampuaiomcesi CLOHCHOCTU U NPOMUBOPEUUsL 8 (POPMYIUPOSKe
Jcanpa.

Knwouesvie cnosa: poman, aumepamypa, JHcawp, NpoUCXodcoeHue, nosecmeosanue, nones, nposd,
KOHYenyus.

Introduction. We want to talk about the origin of the novel, that is, a certain type of literary work. But
is there a clear idea of what a novel is? Do we have in our hands any exact standard of the genre that allows
us to call this or that work a novel with complete confidence?

Main part. It is generally accepted that a novel is, firstly, a narrative, a story about events that creates
an epic image that presents us with a completely independent reality of people, things, actions, experiences in
their interrelation. Further, a novel is something “epic” in the second meaning of the word, that is, to put it
more precisely, an epic narrative that tends to embrace and absorb the human reality of time in all its versatility.
Finally, a novel is a prose narrative; this quality is not at all exhausted, of course, by the purely external
organization of speech, but determines a whole series of properties of the genre - from the general aesthetic
coloring of “prose” to the fundamentally written nature (as opposed to a poetic poem, which is addressed
directly to the ear). All this is apparently indisputable and unshakable; any theorist will agree that a novel is a
vast narrative in prose. However, this definition hardly gives a genuine, scientific concept of the novel.

Moreover, despite its clarity, it suddenly turns out to be extremely unstable and arbitrary as soon as we
turn to the real life of literature. Here is a clear example from a short literary encyclopedia published in 1958
in the USA. “The novel is a prose narrative of large size. Like the novella, the novel defies precise definition,
both because of its inherent but indefinite element of extension and because it includes so many different types
and varieties.This problem of definition makes it extremely difficult to create any true history of the novel, for
we cannot be sure which works form part of his history. Extensive narratives in prose have been known since
the dawn of literature. The ancient Egyptians had them, although the works that have come down to us usually
show that here the matter did not go further than the story. We are more certain about Petronius's Satyricon
(50 AD) and Apuleius's Golden Ass (190 AD), as well as the whole school of Greek heroic romance from the
third century AD. e.” [1: 317] purely by the external organization of speech, but determines a whole series of
properties of the genre - from the general aesthetic coloring of “prose” to the fundamentally written nature (as
opposed to a poetic poem, which is addressed directly to the ear). All this is apparently indisputable and
unshakable; any theorist will agree that a novel is a vast narrative in prose. However, this definition hardly
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gives a genuine, scientific concept of the novel. However, this definition hardly gives a genuine, scientific
concept of the novel. Moreover, despite its clarity, it suddenly turns out to be extremely unstable and arbitrary
as soon as we turn to the real life of literature.

In this reasoning, which is very characteristic of modern Western literary criticism, attention is
immediately drawn to some kind of theoretical helplessness of thought, almost elevated to a principle. It turns
out that it is impossible either to determine the nature of the novel, or to confidently call any work a novel, or
to establish the era of its origin, or even decide whether there is a problem of the origin of the novel at all. This
all sounds like some kind of parody of science. And yet all this is understandable and even natural; Before us
is a manifestation of a very specific research methodology. The fact is that the idea of a novel as a lengthy
narrative in prose cannot in itself give other results, like any purely formal concept.

There is no doubt that the novel, that is, a unique literary genre, is a concrete unity of a number of
properties of an artistic form. When we say that a novel is a long epic work, an extensive narrative narrative,
written in a prose style, in ordinary colloquial speech and in the free rhythm of prose, we mean precisely a
special form; the content can be inexhaustibly diverse even within one era.

Defoe's "Raobinson Crusoe" and Sterne's "Tristram Shandy", Maupassant's "Life" and Dostoevsky's "The
Brothers Karamazov", Sholokhov's "Quiet Don" and Joyce's "Ulysses" obviously belong to the novel. We call
these works novels due to the fact that they have some common features of imagery, composition, and artistic
speech, which are expressed in the definition - an extensive narrative in prose. This definition can be expanded
and specified, to clarify the uniqueness of the novel among other genres - the epic poem, short story or modern
essay forms of various typesl (not to mention the dramatic and lyrical genres). This way of studying the novel
as a specific form is quite possible and valuable. And yet this path cannot in any way develop a scientific
concept of the novel; it can only lead to a descriptive description of the external properties of the genre.

The fact is that the form of the novel itself is imbued with hidden, as if completely transformed into
form, but truly enormous and multifaceted content. A modern writer intending to write a novel that will
embody his uniquely specific idea and material finds in a ready-made form this form of the novel, which carries
a deep and capacious meaning, developed over centuries of the development of art. The writer may not be at
all aware of what a perfect and, most importantly, rich legacy he is receiving from the hands of previous
generations of novelists. The writer is concerned and absorbed by his own and in many ways completely new,
unknown discovery of life. But, embodying his thoughts, his experience and his passion in the form of a prose
epic with its free composition, continuously developing plot narration, with its flexible imagery and rhythm,
natural change of story, dialogue, lyrical expression, the writer, thanks only to this, seems to absorb into His
work, the wealth of meaning discovered and mastered by previous generations of artists, rests on the foundation
of centuries-old culture.

In such a brief discussion this sounds purely declarative and, probably, even unclear. But it is necessary
to talk about this here, because it is impossible to do without at least the most general description of the goal
and methodology of the work. When raising the question of the meaningfulness of the form of a novel, 1, in
particular, mean that any shift in form - for example, the transition to prose, mastering the method of telling in
the first person, the creation of a multilinear composition connecting several narrative plans, the use of the
form of lively colloquial speech and etc. - is generated by the discovery and mastery of new content. And later,
when, for example, the same form of a first-person story becomes a common, and at times even almost
universal, quality of an epic narrative, that is, it is perceived precisely as a certain form, it still carries a
capacious and intense meaning that was obvious and amazing at the moment of its discovery. One can imagine
how enormous and multifaceted the content of the form of the novel is, taken in its concrete integrity. But in
order to understand this content, it is clearly necessary to turn to the origins of the novel, to the formation of
this form, or, rather, even to the process of formation of the artistic content that gives rise to the form of the
novel and naturally requires its formation. This is how the methodology of work is outlined. And here the
difficulty of the task appears quite clearly, for it turns out that, on the one hand, it is impossible to really
determine the essence of the novel without studying its origin, and on the other hand, as already mentioned, it
is impossible to trace the origin and development of the novel without having an idea of its nature. This vicious
circle is not something unusual: similar complexity arises in any historical science, because it is unthinkable
to understand any social phenomenon without penetrating the secret of its birth, and at the same time it is
impossible to study the development of a thing about which you do not have a clear idea. This contradiction
can be overcome only along the path of the inextricable unity of the logical and historical - the unity that the
Marxist method of research gives. A detailed discussion of methodological issues would overload the preface
and would inevitably end up here, before turning to the actual literary material, too abstract.

The 18th century was marked by the emergence of several movements in European culture: the
Enlightenment, Rococo, and Sentimentalism. The Enlightenment movement originated in England and was
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characterized by a combination of a critical attitude toward reality and a belief in the possibility of restructuring
the world based on Reason. One of its fundamental concepts was the idea of the "natural man." The natural
manifestations of human nature were recognized as the interests of the bourgeois individual, freed from
restrictive feudal ties.

The leading genre of English literature in the 18th century became the novel. The works of Daniel Defoe
opened a new chapter in the history of this genre. With Robinson Crusoe, a new type of hero entered English
literature—the middle-class English bourgeois. Defoe places his protagonist in exceptional circumstances. He
is always meticulous in his descriptions down to the smallest details. By using the diary genre, Defoe allows
the reader to accompany the hero, follow his progress in work, overcome difficulties, and endure failures
alongside him. Robinson represents the type of bourgeois entrepreneur. Wherever he finds himself, he always
perceives the unorganized world through the eyes of a master and an organizer.

The novel became an important milestone in the development of the genre. Its novelty lay primarily in
the creation of an illusion of authenticity. It was published as the memoirs of Robinson Crusoe himself and
was perceived as such by contemporary readers. According to the author, the novel is allegorical.Defoe's work
can be considered a forerunner of the novels of Richardson and Fielding and the foundation of the literary
school that reached its peak in England with Dickens and Thackeray. The novel also laid the groundwork for
an entire genre of world adventure literature—the Robinsonade, which features stories about travelers
surviving in wild conditions. The works of Jonathan Swift, a remarkable publicist and great satirist, are of an
entirely different nature. Even at the dawn of the Enlightenment, he criticized not only feudalism but also the
emerging bourgeois order.Swift employed the technique of realistic fantasy. His favorite method of depiction
was domestic grotesque. He brought readers back to the striking reality of their everyday existence, forcing
them to engage in sober moral self-reflection. In doing so, he laid the foundation for the dystopian genre.Swift's
great work, with its deeply pessimistic assessment of the bourgeois individual, stands apart in 18th-century
literature. However, it would be a mistake to exclude Swift from the broader intellectual movement of the
European Enlightenment.

Pre-Romanticism emerged in England earlier than in other countries, as social contradictions of the
capitalist system became more acute there first. Pre-Romanticism opposed rationalism with emotionality,
mystery, and secrecy. The setting of action often became a distant, exotic land or a faraway past. Interest in
folk culture, Celtic myths, and popular legends grew. The idea of national identity found its fullest expression
in the works of the Scottish poet Robert Burns. Burns was a figure essential for the self-affirmation of the
Scottish nation. He wrote with admiration about Scotland’s heroic past and glorified freedom. Burns was a
people’s poet. In simple forms, he expressed the soul of the people and their dream of a happy life. He
employed the structure of traditional songs, using folk expressions, archaic epithets, and refrains. Many of
Burns’s works were originally created as songs. The central theme of his work was labor and social class. His
protagonists were ordinary people. Love also played a crucial role in his life and poetry. For Burns, love and
poetry were inseparable. In his romantic works, he celebrated simple Scottish girls. Burns wrote drinking
songs, friendly messages, civic poetry, epigrams, satirical poems, and love songs.

Conclusion. English literature is one of the richest and most fascinating literary traditions in the world.
It is hard to find a person who has never heard of Shakespeare or Dickens. However, even in the 2010s,
English—or more precisely, British—Iliterature remains one of the leading forces in the global literary
landscape. This is evident even in the Russian book market, where works by Martin Amis, John Fowles, Julian
Barnes, lan McEwan, Peter Ackroyd, and Kazuo Ishiguro are among the most published and widely read, aside
from mass-market, non-literary fiction.

During this period, the honor and glory of England’s democratic culture were upheld by writers who
deeply sympathized with the hardships and aspirations of ordinary people. William Makepeace Thackeray
made significant contributions to historical and social novels, while Charles Dickens carried the banner of
realist literature with great courage throughout the 1850s and 1860s.Though his works reflect the influence of
the era, Dickens never glorified the so-called peaceful prosperity of capitalist England. He remained hostile to
bourgeois-apologetic and aestheticist literature, as represented by Trollope, Tennyson, Bulwer-Lytton, and the
Pre-Raphaelites. In contrast to these writers, Dickens continued to express heartfelt sympathy for the struggles
of common people and sought to address major social issues from a democratic perspective.His novels of the
1860s—including the expansive Great Expectations, Our Mutual Friend, and even the unfinished The Mystery
of Edwin Drood—demonstrate his unwavering commitment to social themes, raising pressing social questions
once again.The vibrant forces of English democratic culture from the 1830s to the 1860s, so powerfully
embodied in the works of the brilliant generation of writers, would find new life in the work of progressive
artists of the next historical period. The democratic and realist traditions of Dickens, Thackeray, Charlotte
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Brontg, and Elizabeth Gaskell would have a profound influence on the literary contributions of William Morris,
Thomas Hardy, Bernard Shaw, and other major figures of 19th- and 20th-century English literature.

In contemporary English fiction, there is a distinct dialogue between realism and postmodernism,
tradition and experimentation, the new and the old, the timeless and the fleeting. It is this dynamic interplay
that sustains modern British literature and shapes the fate of its central figure—the novel.

As has been said many times, at present different concepts of the origin of the novel continue to exist.
Some see its origins in the knightly epic, others attribute the emergence of the genre to even earlier eras - to
antiquity or even to the most ancient cultures of the East. This naturally leads to a broader and more vague
idea of the modern novel; A novel is often called any large work in prose - from large allegorical satires to
lyrical essayistic books.

A novel, like any genre, is a certain integral form of a literary work, a specific type of artistic structure,
a unified system of unique compositional, figurative and linguistic properties. This must be kept in mind all
the time, because linking a novel with a certain content, dissolving it in the content inevitably leads to
vulgarization or even complete futility of genre research: the very subject of research disappears.
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Annotatsiya. Adabiyotda sinkretizm terminini o ‘rganish keng kontekstga ega, chunki bu termin
bilimning turli sohalarida, shu jumladan, adabiyotshunoslikda ham go ‘llaniladi. Adabiyotda sinkretizm turli
janrlar, madaniy an’analar, dunyoqarash yoki uslublar elementlarining yagona asar yoki adabiy yo ‘nalish
doirasida birlashishi bilan bog'liq, ya’'ni adabiyotshunoslik nugtayi nazaridan sinkretizm turli madaniy,
falsafiy, diniy yoki badiiy elementlarning uyg ‘unlashuvini aks ettiruvchi tushuncha sifatida janrlar, uslublar
va badiiy ifoda vositalarining “qorishmasi”’ni ifodalaydi.

Kalit so‘zlar: sinkretizm, janr, badiiy vositalar, element, yozma adabiyot, lirika, epos, liro-epik,
sinkretizatsiya

IMPLEMENTATION OF SYNCRETISM AS A LITERARY TREND

Abstract. The study of the term syncretism in literature has a broad context, since this term is used in
various fields of knowledge, including literary criticism. In literature, syncretism is associated with the
combination of elements of different genres, cultural traditions, worldviews or styles within one work or
literary movement. That is, from the point of view of literary criticism, syncretism is a “mixture” of genres,
styles and means of artistic expression as a concept reflecting the combination of various cultural,
philosophical, religious or artistic elements.

Keywords: syncretism, genre, artistic means, elements, written literature, lyric poetry, epic, lyric-epic,
syncretization.

PEAJIMBALIUA CUHKPETU3MA KAK JIMTEPATYPHOT'O HAIIPABJIEHU S

Annomayua. M3yuenue mepmMuHa CUHKpemu3M 8 TUMepamype umeem WupoKuli KOHMeKcm, NOCKONbKY
SMOmM MEePMUH UCNOIb3YEeMCs 8 PA3IUYHbIX 00IACMAX 3HAHUA, 8 MOM 4Yucie U 8 aumepamyposedenuu. B
Jaumepamype CUHKPEemu3M C643aH ¢ COeOUHEHUeM IAEMEHMO8 DPA3HLIX JHCAHPO8, KYIbMYPHbLIX Mpaouyul,
MUPOBO33PEHULL UU CTHUTIEL 8 PAMKAX 00HO20 NPOU3Be0eHUs UL TUmepamypHo2o Hanpasienus. To ecms, ¢
MOYKU 3PEHUsL TUMEPAMYPOBEOCHUS, CUHKDEMUIM NPeOCmasisiem coboll «CMeWeHUe» Heanpos, cmuiel u
Ccpeocma Xy00rHCeCme8eHHO20 8bIPANCeHUs KaK HOHAmMUe, Ompaxcaioujee couemanue paziuyHblx KyibmypHbIXx,
Gunocopckux, perusuo3HvIX UIU XYO0IHCECTHEEHHBIX IIEMEHNO8.

Knwouesvie cnoea: cumnkpemusm, JHCanp, XyoorcecmEeHHble CPeOCmed, dJeMeHmbl, NUCbMEHHAs.
JUmMmepamypa, TupuKa, 30c, IUpo-3NUeCcKuil, CUHKpemu3ayus

Kirish. Adabiyotlarda sinkretizm so‘zining tez-tez go‘llanilishini kuzatish uni siyqasi chigib ketgan
mavzu deb hisoblovchi A. Valente fikridan fargli o‘laroq [7], masalaning bugungi kunda ham diggat markazida
ekanligidan dalolat beradi. So‘nggi paytlarda ushbu muammoga turli tomonlardan yondashilayotgani bilan
bog‘liq o‘zgarishlar, uni ushbu girralarda gayta kontekstuallashtirish va moslashtirish, shuningdek, uning
o‘zini media muhitiga kKiritilishi tahlil gilinishi kerak bo‘lgan masalaga turli xil nuanslarni olib kiradi.

Adabiyotlar tahlili. Bugungi kunda sinkretizm adabiyot, dinshunoslik, madaniyatshunoslik,
antropologiya, sotsiologiya va boshga fanlarda ham turli tizimlar va g‘oyalar uyg‘unlashuvi jarayonini
tasvirlash uchun go‘llaniladi. Shuningdek, bu termin san’atning umumiy sohasi bilan bir gatorda musiga, rags,
dramaturgiya va she’riyatning rivojlanish tarixiga nisbatan ham qo‘llaniladi. Ayrim manbalarda sinkretizm,
keng ma’noda, har xil adabiy janr namunalarining qo‘shiluvi bo‘lib, janrlar rivojlanishining dastlabki
bosgichlariga xos tarzda ta’riflanadi.

Tadgigot metodologiyasi. Magolani yozish jarayonida qiyosiy-tipologik, analitik, kontekstual-
komponent, deskriptiv, transformatsion, psixologik va kompleks tahlil metodlaridan foydalanilgan.

Tahlillar va natijalar. XIX asrda yashab o‘tgan rus adabiy tangidchisi A.N. Veselovskiy poetika
tarixidagi birinchi bosgichni sinkretizm davri deb atagan, chunki u paleolit davridan boshlab eramizdan avvalgi
VII-VI asrlargacha (Gretsiya) hamda yangi eraning birinchi asrlarida (Sharg) bo‘lgan ulkan davrning
dunyogarashi va ongi (shu jumladan, estetika) ning generativ tamoyilini gamrab oladi. Nazariya
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tarafdorlaridan bo‘lgan A.N. Veselovskiy o‘z oldiga sinkretizmning xarakterli hodisalarini to‘lig o‘rganish va
she’riy janrlarni chegaralash variantlarini aniglash vazifasini qo‘ydi. U oz asarlari (asosan, “Tarixiy
poetikadan uch bob”) da sinkretizm nazariyasi hagidagi tushunchasini muhim faktik materiallarga asoslanib
ifodalagan [3:416] Olim gadimgi so‘z san’atida, to‘ligroq qilib aytganda, poetik til va uslub, badiiy obrazlilik
qurilishi, ilk adabiy janrlar, mualliflikning shakllanishi, hatto motiv va sujetda bu umumiy tamoyilning ganday
aks etishini atroflicha o‘rgandi. A.N. Veselovskiy zamondoshi bo‘lgan yana bir rus faylasufi G.V. Plexanov
esa Karl Buxerning “Mehnat va ritm” asariga tayangan holda ibtidoiy san’at aspektida ham sinkretizm
nazariyasini ishlab chiqdi, shu bilan birga ushbu tadgiqot muallifi bilan muayyan masalalarda munozaralar
olib bordi. K.Buxer oz o‘rnida turli xalglarning mehnat jarayoni hamda texnologiyasini tadqiq eta turib, ish,
musiqa va she’riyat o°zining ilk bosgichlarida o‘zaro uyg‘un bo‘lgan degan xulosaga kelgan [2]. Zero, bu
jarayonda mehnat elementi ustunlikka ega bo‘lgan.

Sinkretizm mobhiyatini chuqur o‘rganishda janrlar sinkretizmi asosiy mezon sanaladi. Adabiyotda
sinkretizm ko‘pincha janrlar “qorishmasi” sifatida namoyon bo‘ladi. Dastlabki adabiy janrlar (masalan, xalq
dostonlari) odatda lirik, epik va dramatik elementlarni o‘zida mujassam etgan. Bu sinkretizmning asosiy
ko‘rinishi hisoblanadi. Janr sinkretizmi janrlarning o‘ziga xos xususiyatlari bilan belgilanadi, ya’ni tabiati
noaniq bo‘lgan turli janr shakllari bir asarda birlashadi. Bunday qo‘shilish natijasida yangi estetik vogelik
shakllanadi. Masalan, doston lirik-epik janr sifatida hikoyaviy she’rdir, uning asosini g‘ayrioddiy voqea tashkil
etadi, unda inson va jamiyat, odamlar o‘rtasidagi munosabatlarning muhim tomonlari va inson shaxsiyatining
ustun xususiyatlari aks etadi. Doston — xalq hayotining yaxlit manzarasini o‘zida mujassam etgan, gahramonlar
olamini uyg‘un birlikda aks ettiruvchi o‘tmish hagida gahramonona hikoya giluvchi adabiyot turi. Ko‘pincha
dostonlarning muallifi bo‘lmaydi. Ular xalq og‘zaki ijodi hisoblanadi va xalqlarning o‘tmish hayot tarzi,
mentaliteti, orzu-umidlarini o‘zida aks ettiradi. Demak, doston hikoya va qo‘shiq xususiyatlarini o‘zida
mujassam etgan, ikki janrga asoslangan sinkretizatsiyadir. Ushbu hodisani o‘zbek xalq dostonlari “Oysuluv”,
“Shirin bilan Shakar”, “Rustam”, “Malika ayyor”, “Ravshan”, “Kuntug‘mish”, “Alpomish”, “Avazxon”,
“Oshiq G*arib” kabilarda kuzatish mumkin.

Shu o‘rinda lirik shakllarning sinkretlashuvi tushunchasining ahamiyatini ko‘rib chigsak. Bu atama
akademik A.N.Veselovskiy tomonidan ilk bor qo‘llangan bo‘lib, u poetik shakllarning bosqichma-bosgich
rivojlanishini o‘rgangan. Qadimgi Yunonistondagi she’riy shakllarga misol sifatida Gomerning “Iliada”,
Gesiodning she’riy miflari, Esxil va Sofokl dramalarini keltirish mumkin. Yunonistonda vujudga kelgan bu
she’riy janrni boshqa millatlar adabiyotida ham uchratish mumkin. Yunon olimlari ma’lumotlariga ko‘ra,
Apollon sharafiga yaratilgan lirik shakldagi madhiyalar Gomerning she’riy dostonlaridan ham oldin mavjud
bo‘lgan. Demak, lirik asarlar xalqlarning uzoq o‘tmishiga borib taqaladi. Ular dastlab marosim qo‘shiqlari
sifatida xalgning ehtiyojlari, orzu-umidlarini yoki ma’lum bir vogea- hodisani tasvirlab, unga munosabat
bildirib bitilgan, desak to‘g‘ri bo‘ladi. Vaqt o‘tishi bilan ular dostonlar shaklida xalq orasida ma’lum va
mashhur bo‘ldi va asrlardan asrlarga xalqlar orasida ommalashdi. O‘zbek va qardosh mamlakatlarda esa
dostonlar hatto baxshilar tomonidan kuylanib, baxshilik san’atiga asos solindi.

Liro-epik janr turkumiga kiruvchi yana hikoya tarzidagi she’r balladadir. Lirika va doston uyg‘unligi
ballada janri shakllarini namoyon etadi. Sujetning dramatik rivoji bilan kechadigan lirik hikoyaning asosida
noodatiy vogea yotadi. Bunday asosli balladada inson va jamiyat o‘rtasidagi, odamlarning o‘zaro munosabat
holatlari, shaxsiyatning ustun fazilatlari aks etadi. Hajm jihatdan uncha katta bo‘lmagan dramatik sujetli
bunday asarlar musiqiy ohangdorlikka ega. Ballada ikki xil san’at turi asosidagi sinkretizatsiyani ifodalaydi,
to‘g‘rirog‘i, hikoya va qo‘shiq belgilarini o‘zida mujassamlashtiradi. Ballada (frans. ballade - ragsga
tushaman) XI1V-XV asrlar fransuz adabiyotidan keng o‘rin olgan lirik janr bo‘lib, ingliz xalq poeziyasida liro-
epik janr ballada deb yuritilgan. Romantik ballada fantastika, folklor, afsonaviy-tarixiy, maishiy mavzudagi
sujetga asoslangan she’riy asardir. Sayfi Saroyining “Suxayl va Guldursun”, A.Navoiyning “Xotami Toyi”
kabi mumtoz adabiyot durdonalari va M.Shayxzodaning “Sulh daraxti”, H.Olimjonning “Jangchi Tursun”,
G*.G‘ulomning “Suv va nur” kabi zamonaviy adabiy asarlari o‘zbek adabiyotidagi balladaga misol bo‘la oladi.

A.Veselovskiy adabiyotda sinkretizm masalalarini o‘rganar ekan, she’riyatdagi sinkretizm atamasi
bugunga gadar adabiy tangidchilarning juda bahsli ta’riflariga sabab bo‘lganligini alohida ta’kidlab o‘tadi. U
sinkretizmni ibtidoiy xalglarning maishiy hayoti aks etgan og‘zaki ijod namunalari tarzida ifodalaydi. A.N.
Veselovskiy sinkretizm tamoyilini folkloristika va psixologiyadan keng foydalangan holda mifologiya, urf-
odatlar, etnografiya sohalaridagi tadgigotlarga tayangan holda shakllantirgan. Sinkretizm insoniyatning his-
tuyg‘u orqali qabul qilishidan boshlab g‘oyaviy tizimlarni yaratgunigacha bo‘lgan butun qadimgi madaniyat,
yanayam aniqrog‘i, din, afsona va san’at ichiga singib ketgan. A.Veselovskiy bo‘yicha, sinkretizm olamni hali
ayri, farglovchi va refleksiv ong yuki ostida golmay, butunligicha arxaik anglashning ifodasi. Bu yerda gap
inson hayotini tabiatdan ajratish yo tagqoslanayotgan predmetlarning ayriligini anglash haqida emas, bil’aks,
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ularni “qo‘shish emas, balki farqlashning yo‘qligi” [4:3-4] ga yo‘naltirilgan ayirmay, uyg‘un holda gabul
gilishdir.

Turli millatlar madaniy an’analari birlashuvi sinkretik xususiyatga ega hamda adabiyotda xalq og‘zaki
jjodi elementlari yozma adabiyot bilan uyg‘unlashgan bu hodisa “madaniy sinkretizm” nomini olgan.
A.Navoiy ijodiga xos shargona so‘fiylik falsafasi va xalq adabiyoti unsurlari birlashuvi ayni shu hodisaga
yaqgol misoldir. Yoki badiiy-tarixiy janr shakllariga memuar va badiiy-biografik asarlarni misol tarzida
keltirishimiz mumkin, chunki ular tarixiy yoki hayotiy dalillarga asoslanadi hamda ularda bo‘lib o‘tgan real
vogealar tasvirlanadi. Bunda yozuvchining dunyogarashi muhim rol o‘ynaydi. Chunki, adib o‘sha davr
vogealarini bevosita va ishonchli tasvirlash bilan birga, xalq va davr mentalitetini chuqur anglashi va uni badiiy
vositalar yordamida kitobxonga aslicha yetkazib berish mahoratiga ega bo‘lishi lozim. Zero, tarixni bilish
boshga, uni tinglovchi yo kitobxonga yetkazib berish butunlay boshga masala. Nosir Xisravning "Safarnoma”,
Zayniddin Vosifiynnng “Badoye ul-vaqoye”, Boburning “Boburnoma” asarlari shunday yuksak mahorat
samarasidir.

Romanlashuv esa kundalik komediya, fars, melodrama, axlogiy va’z, ekzistensial tragediya va ruhiy
dramani o‘zida birlashtirgan sinkretik janr shakllanishidir. A.S. Pushkinning “Yevgeniy Onegin” asari ana
shunday roman va poemani birlashtirgan “roman-poema” janrining yorgin namunasidir. Bunda janr
sinkretizmi bir asar doirasida janrlar o‘zaro ta’sirining turli xususiyatlari va usullarining o‘zgaruvchanligini
nazarda tutadi; uning doirasida ko‘p o‘lchovli janr tizimi ochiladi, uning elementlari roman-xronika, roman-
risola, roman-esse, roman-tragediya, roman-mif, roman-qissa, roman-utopiya, roman-epopeya, menippea kabi
rang-barang asarlarning yaratilishga zamin bo‘ladi. M.M. Baxtin bo‘yicha, janrlarning differensial
Xususiyatlari, ya’ni tragediya, gagiografiya, risola, mifologiyaning birlashuvidan “sinkretik roman” paydo
bo‘ladi. Masalan, Lev Tolstoyning “Urush va tinchlik”, Mixail Sholoxovning “Tinch Don” asarlari roman-
epopeya turiga kiradi. Shuningdek, o‘zbek yozuvchilarining yorqin vakili Erkin A’zam ijodidan epik turning
barcha janrlari: yangi kinoqissa (“Suv yoqalab”, “Zabarjad”), dramatik qissalar (“Jannat o‘zi qaydadir”),
publitsistik miniatyuralar (“Buyuk umidlar pallasi”, “Vatan gqanday yuksaladi”, “Boy bo‘layin desangiz”,
“Inson o°zing” va hokazo) o‘rin olgan.

Global madaniyatning ta’siri ham sinkretizmga asos bo‘la oladi. Masalan, postkolonial adabiyotda
mahalliy urf-odatlar bilan g‘arbiy adabiy shakllar uyg‘unlashuvi kuzatiladi. Bu manzarani G*arbda “Afrika
adabiyotining otasi” sifatida tan olingan nigeriyalik yozuvchi, shoir va tanqidchi Chinua Achebe (1930-2013)
asarlarida kuzatish mumkin. Adabiyotda postmodernizm sinkretizmning eng yorgin ko‘rinishlaridan biri
hisoblanadi. Zero, unda janrlar, uslublar va madaniy kodlar o‘zaro aralashib, yangi ma’no gatlamlari yaratiladi.
XX asr adabiyoti vakillaridan biri italiyalik Umberto Eko (1932-2016) ning “Roza ismi” asarida tarixiy,
detektiv va falsafiy janrlar uyg‘unlashib, o‘quvchi psixologiyasining turli qirralariga ta’sir doirasi
kuchaytirilgan.

Adabiyotshunoslikda sinkretizm badiiy uslub va tasvir vositalarining birlashuvida, ya’ni uslublar
uyg‘unlashuvida ham yaqqol seziladi. Bir asarda yuqori poetik uslubning xalgona, sodda til bilan aralashuvi
badiiy sinkretizmni ifodalaydi. Misol sifatida Gogolning “O‘lik jonlar” asarida o‘ziga xos xalgona hazil va
fojiali tasvir uyg‘unlashganiga guvoh bo‘lish mumkin.

Adabiy asarda mifologik, tarixiy va zamonaviy unsurlarni birgalikda qo‘llash tasvir vositalari
sinkretizmi deb ataladi. Bunday usul zamonaviy hayot mifologik asosda tasvirlangan Jeyms Joysning “Uliss”
asarida kuzatiladi.

Turli janr va uslublarning sinkretik uyg‘unlashuvi yangi adabiy shakllarni yaratadi. Masalan, Lev
Tolstoyning “Urush va tinchlik” asarida tarixiy vogealarning tarbiyaviy g‘oyalar bilan uyg‘unlashuvi
tarbiyaviy roman va tarixiy roman sinkretizmini aks ettiradi. Shekspirning ba’zi dramatik asarlarini o‘gigan
kishi tragediya va komediyaning uyg‘unlashuviga asoslangan tragikomediya janrining boy va yorgin
jihatlaridan bahramand bo‘ladi.

Adabiyotda dramatik elementning lirizm va drama sinkretizmi asosida yuzaga kelishi kabi hodisa ham
kuzatiladi. Drama (gadimgi yunoncha drama — “harakat”) - badiiy adabiyotning epos, lirika kabi asosiy
turlaridan biri. Dramada ijtimoiy muammolar gahramonlarning xatti-harakatlari, dialog va monologlar orgali
ifodalanadi. Tragediya, komediya, tragikomediya kabi dramatik janrlar badiiy adabiyotning yetakchi janrlariga
aylanib ulgurgan. Ularda insonning ziddiyatli hayoti ifodalanadi. Lirik dramada ham shu janrlar lirika bilan
hamohang aks etadi. E.Vohidovning “Istanbul fojiasi”, A.Oripovning “Sohibgiron”, U.Qo‘chgorning
“Rasululloh kotibi”, R.Bobojonning “Yusuf va Zulayho” kabi asarlari lirik dramalarga misol bo‘la oladi.

Turlararo sinkretik janrlar o‘z qurilishida funksiya jihatdan fargli, ammo belgilar bo‘yicha gardosh
janrlarni uyg‘unlashtiradi. Masalan, A.S. Griboedovning “Aqldan voy” asari, garchi an’anaviy ravishda
komediya sifatida tasniflansa-da, she’riy shakl (poetik vosita) da bir tur doirasidagi uchta turdosh janrning
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xususiyatlarini birlashtiradi. Bu kundalik komediya, fars, melodrama, axloqiy va’z, ekzistensial tragediya va
mental dramani uyg‘unlashtirgan sinkretik janr tuzilmasidir.

Zamonaviy adabiyotning yana bir turi tarzida shuhrat gozonayotgan fentezi fenomenini talgin etuvchi
aksar tadqiqotchilar tomonidan uning asosiy xususiyatlari sifatida afsonaga, ya’ni sehr va jodu qonunlariga
muvofig amal giladigan, ikir-chikirigacha batafsil ishlab chigilgan parallel dunyoni yaratish tendensiyasi,
global dunyo muammolarini hal gilishga garatilgan izlanishning, shuningdek, bosh qahramonning g’ayritabiiy
qobiliyati mavjudligi alohida ta’kidlanadi. Fentezida yaratilgan batafsil parallel dunyo odatiylik va fantaziyani
real tasvir bilan birlashtiradi. Bu o‘ziga xos xususiyatlarni gamrab olgan o’ziga xos hagigatdir. Buning
natijasida boshqa janrdagi asarlarga garaganda bu janr uchun “o‘zgacha” gahramon talab etiladi.

Odatda fentezining “ajdodlari” sifatida tilga olinadigan gotik romani va romantizm adabiyoti,
shuningdek, janr rivojiga sezilarli ta’sir ko‘rsatgan mif, ertak, ritsarlik va sarguzasht romanlarining har biri
o°‘ziga xos qahramon tipini shakllantirgan. Fentezi asosan bu an’anani meros qilib oladi, ammo XX asrda
yaratilgan fantastika adabiyoti realistik adabiyot va psixologik nasr ta’siridan qochib qutula olmaydi.
P.E.Allanning “Oyga sayohat”, G.Uellsning “Vaqt mashinasi”, A.Azimovning “Akademiya” kabi qator roman
va hikoyalari, R.Jordanning “The Eye of the World”, J.K. Roulingning “Harry Potter”, Jorj R.R.Martinning
“A Game of Thrones” turkum asarlari, 0’zbek ijodkorlaridan Tohir Malikning “Falak” “Devona”, “Ov” roman
va gissalari, T. Hobilovning “Oyga safar”, Xudoyberdi To‘xtaboyevning “Sariq devning o‘limi”, Hojiakbar
Shayxovning “Rene jumbog‘i” asarlari fantastika (fantasy) janrida yaratilgan.[12]

Xulosa. Janrlar, uslublar va badiiy ifoda vositalarining uyg‘unlashuvini atroflicha tadqiq etish o‘z
o‘rnida badiiy asarlarning shakl va mazmunini chuqurroq tushunish imkonini beradi. Demakki, bu usul turli
janrlar, uslublar va madaniy an’analar o‘rtasidagi aloqalarni o‘rganish orgali adabiyot rivojidagi yangiliklarni
aniqlashda muhim rol o‘ynaydi.
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“SHUM BOLA” ASARIDA MILLIY YUMORNING IFODALANISHI VA UNING INGLIZ
TILIDAGI TARJIMADA ADEKVATLIGI

Berdiyeva Sitora Utkerovna,
Osiyo xalgaro universiteti tayanch doktoranti
berdiyeva.sitora@gmail.com

Annotatsiya. Mazkur maqolada G ‘afur G ‘ulomning “Shum bola” asaridagi milliy yumor unsurlarining
badiiy ifodasi tahlil qgilinadi. Asarda o zbek xalgining hayot tarzi, qadriyatlari, mentaliteti va ijtimoiy muhit
bilan bog'lig hazil-mutoyibalar orgali milliylik kuchli aks ettirilgan. Yumor nafaqgat kulgi vositasi, balki
tarbiyaviy va ijtimoiy tanqidiy ahamiyatga ega badiiy vosita sifatida ko riladi. Maqolada asardagi komik
situatsiyalar, lisoniy ifoda, obrazlarning xarakteri hamda yumorning sotsiologik va madaniy funksiyalari
yoritiladi, shuning bilan birgalikda mazkur magolada G ‘afur G ‘ulomning mashhur “Shum bola” qissasida
ifodalangan milliy yumor unsurlari, ularning o ‘zbek xalq madaniyati va mentaliteti bilan bog ‘ligligi hamda
asarning ingliz tilidagi tarjimasida bu yumorning adekvat ifoda etilishi masalasi tahlil gilinadi.

Kalit so“zlar: “Shum bola”, G ‘afur G ‘ulom, milliy yumor, xalqona hazil, satira, ijtimoiy tanqid, o ‘zbek
adabiyoti, obraz, madaniyat, etnografizmlar.

THE EXPRESSION OF NATIONAL HUMOR IN THE WORK “NAUGHTY BOY” AND ITS
ADEQUACY IN THE ENGLISH TRANSLATION

Abstract. This article analyzes the artistic expression of national humor elements in Gafur Gulom’s
story “Shum Bola” (The Naughty Boy). The work vividly reflects Uzbek national identity through jokes and
humorous elements related to the lifestyle, values, mentality, and social environment of the Uzbek people.
Humor is viewed not only as a means of entertainment but also as an artistic device with educational and
socio-critical significance. The article explores the comic situations, linguistic expressions, character traits,
as well as the sociological and cultural functions of humor in the story. Furthermore, the study examines how
these national humor elements are connected to Uzbek culture and mentality, and analyzes the adequacy of
their expression in the English translation of the story.

Keywords: Naughty Boy, Gafur Gulom, national humor, folk humor, satire, social critique, Uzbek
literature, character, culture, ethnographisms.

OTPA’KEHUE HAIIMOHAJIBHOT'O IOMOPA B ITPOU3BEJIEHUHN «IITYM BOJIA» U
EI'O AJIEKBATHOCTbD B AHTJIMACKOM NIEPEBO/IE

Annomauusa. B dannoii cmamve npogooumcs amaiuz Xy0odcecmeeHHO20 GbIPANCEHUS INEMEHMO8
Hayuonanvoeo omopa 6 npoussedenuu lagypa [yioma «Illym 6ora» («O3opnux»). B pacckaze spxo
OmMpadiceHa HAYUOHANbHASL CAMOOBIMHOCMb Y30EKCKO20 HApOoOd Yepe3 WymKU U I0MOpUCMUYecKue d1emMeHmbl,
ceA3anHble ¢ 00pAa30M  JICU3HU, YCHHOCMAMU, MEHMAIUMmemom U CcoyuanvHou cpeoou. FOmop
paccmampugaemcs He MONbKO KAK Cpeocmeo 0N cMmexd, HO U KAK XYOOICeCMBEHHbIll UHCMPYMEHm C
B0CNUMAMENLHOU U COYUANLHO-KPUIMUYECKOU 3HauumMocmulo. B cmamve oceewaiomea Komuueckue
cumyayuu, A36IK080e GblpadCeHUe, XapaKmepsbl NePCOHAdCell, a MAKice COYyuoIoudeckue U KyabmypHule
@yuxyuu romopa. Kpome mozo, paccmampugaemces, Kax d1eMeHmbl HAYUOHATLHO20 I0MOPA COOMHOCAMCSL C
KYIbMYpOll U MEHMAIUMemom y30eKcKo2o Hapood, U aHAIU3Upyemcsl, HACKOIbKO A0eK8amHo OHU NepeoaHbl
8 AH2NIULICKOM Nepedooe paccKasd.

Knwouesvie cnosa: Lllym 6ona, Tagyp [yiom, nayuonanvuwili 10MOp, HAPOOHLIL HOMOp, camupa,
COYUATIbHAS KpUMUKA, Y30eKcKas tumepamypa, o0pas, Kyismypa, 9mHOcpapusmol.

Kirish. O‘zbek adabiyotining eng yorgin namoyandalaridan biri G*afur G‘ulom ijodida hazil-mutoyiba,
xalgona kulgi, yumoristik obrazlar muhim o‘rin egallaydi. Jumladan, “Shum bola” gissasi nafagat o‘quvchini
kuldiradigan, balki chuqur ijtimoiy va axlogiy mazmunni o‘zida mujassam etgan asar sifatida ajralib turadi.
Unda milliy yumorning badiiy ifodasi o‘zbek xalgining mentaliteti, gadriyatlari va kundalik hayotiga xos
bo‘lgan elementlar orgali yuzaga chigadi.
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Milliy yumor deganda xalgning tarixiy shakllangan madaniyati, urf-odatlari, ijtimoiy-madaniy muhitiga
mos hazil, kulgi vositalari tushuniladi. U xalq hayotini aks ettirish, tangid gilish va tarbiyalashda xizmat
giluvchi badiiy vositadir [4]. G*afur G‘ulomning “Shum bola” asarida ana shunday yumoristik ifoda vositalari
boy va sermazmun holda go‘llaniladi.

Shum bola obrazining badiiy individualizatsiyasi bolalikka xos sho‘xlik, epchillik, sodda samimiyat
hamda yumorga moyillik kabi xarakter xususiyatlari orgali ifodalanadi. U ko‘pincha murakkab va noqulay
holatlarga tushib goladi, birog har doim o‘zining ziyrakligi, chagqonligi va topqirligi evaziga bu vaziyatlardan
kulgili va g ayrioddiy yo‘llar bilan chiqib ketadi. Qahramon harakatlarida bolalarga xos bo‘lgan beg‘ubor
rostgo‘ylik va samimiylik, o‘zbek xalgining an’anaviy topqirligi va so‘zga ustaligi va kundalik hayotda
uchraydigan ijtimoiy holatlarning hazil aralash talgini yaggol namoyon bo‘ladi. Asarda yumorning katta qismi
til vositalari, ya’ni oddiy xalq og‘zaki nutgiga xos iboralar, maqollar va kinoyali so‘zlar, bundan tashqari
hazilomuz ta’riflar va ijtimoiy stereotiplar va gahramonlarning o‘zaro suhbatlaridagi nutgiy aktlar kulgili
ohangda bayon etilib, xalgona kulgining jonli namunalarini hosil giladi.

Adabiyotlar tahlili va metodlar. Tarjima nazariyalariga ko‘ra, aynigsa, Nida tomonidan ilgari surilgan
“dinamik ekvivalentlik” kontseptsiyasi asosida, tarjimada muhim narsa — asl matn o‘quvchisi va tarjima matni
o‘quvchisi orasidagi emotsional va semantik reaksiyaning tengligini ta’minlashdir. “Shum bola” asarining
inglizcha tarjimasida mazmun va syujet sodiq saglangan bo‘lsa-da, lisoniy hazil va xalgona yumorning to‘liq
uzatilganini aytish giyin [5].

Asarda ko‘plab joy nomlari, ismlar va taomlar nomlari turli xilda tarjima gilingan, chunki tarjima
jarayonida bir necha xil usullarda milliy-madaniyatga xos bo‘lgan so‘zlarni yetkazib berish mumkin. Milliy
so‘zlar o‘rganilayotgan til va madaniyatda mavjud bo‘Imagan tushunchalarni bildiradi va u yoki bu etnik
madaniyatga xos obyektni ham nomlaydi. Bunday so‘zlar ilmiy manbalarda turlicha ta’riflanadi. Ba’zan ular
“tarjimasi yoq so‘zlar” yoki “etnografizmlar” deb ham nomlanadi [8]. Garchi bu atamalar xalgning moddiy va
ma’naviy-madaniy an’analar, hayotiy jarayonlari bilan bog‘liq holatlar uchun go‘llanilsa-da, ularni bir-biridan
ganday va gay tarzda ajratish giyin. Masalan, realiyada u yoki bu etnik madaniyatga xos obyekt aytilsa,
lakunalar nafagat obyektni, balki tarjima jarayonida giyinchilik tug‘diradigan tushunchalarni ham nomlaydi.

Magolada badiiy matn tarjima tadgiqot yo‘nalishlaridan, giyosiy-tahlil va tavsifiy, komponent tahlil
metodlaridan foydalanildi.

Natijalar va muhokamalar. “Shum bola” asaridagi shunday alohida e’tirofga sazovor jihati milliy
yumor ifodasidir. Bu, asosan, bosh gahramon nutgida o‘z aksini topgan. Uning hozirjavobligi, zukkoligi ortida
o‘zbek xalqiga xos latifago‘ylik, afandisifat mulohazalar hamda aksiyachilik belgilari sezilib turadi. Masalan,
asarning eng kulminatsion gismi hisoblangan Sariboy va shum bolaning dialogida yolg‘onlardan iborat bo‘lgan
vogealar o°‘ziga xos gradanumiya shaklida yanayam ta’sirli bo‘la boshlaydi va dialog oxirida Sariboy yig‘lab,
dod-faryod solidi. Shu parcha tarjimada ham mutarjim tomonidan juda mohirlik bilan berilgan:

Asliyat: — Xo ‘sh?!

— Shunday o ‘zim, sizni sog ‘inib, bir ko ‘rib kelay deb kelgan edim.

— Yaxshi, yaxshi, barakalla, juda ham quruq kelmagandursan, biror ishing bordur, xo‘sh, nimaga
kelding?

— Anavi, haligi, dandon sopli pichog ‘ingiz sinib qolib edi, shuning xabarini bergani keldim.

— Xo ‘sh, innaykeyin, qanday qilib sindi? Ro zg ‘orda mening pichog ‘imdan boshqa pichoq qurib ketgan
ekanmi?

— Tozi itingizning terisini shilayotgan edim, suyakka tegib sinib goldi.

— lyya?! — dedi boy. — Tozining terisini mening dandon sopli pichog ‘imda shilasanlarmi, o ‘zing ayt-chi,
nimaga shildilaring?

— Shoshib qoldik-da, o ‘lib golgandan keyin, bekor ketmasin, deb terisini shilib oldik [1,66].

Tarjima:

- What do you want?

- | just missed you and decided to see you.

- Well, great. Maybe you have something to announce to me? Why did you come?

- Hmm, your knive is broken. I've come to announce this news.

- And then, why did you use my knife?

- We were slaughtering your dog. It stuck to the bone and was broken down.

- What? Why did you slaughter the dog with my knife?

- We were in a hurry. We thought it would die and did like this [2,56].

Qissada yozuvchi tomonidan frazeologizmlardan ham keng foydalanilgan, xususan, o‘zbek tilida o‘ziga
xos turli ma’nolarda qo‘llaniluvchi iboralar mavjud. Tilning mustaqil birligi sifatida qaraladigan frazeologik
birliklarni belgilovchi xususiyatlar — tayyor holda mavjudlik, strukturasi va komponent tarkibining turg‘unligi,
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birikmaning o‘z ma’nosini turli darajada yo‘qota borishi, ustama ko‘chma ma’noning yaxlitligi kabilar o‘zbek
tili frazeologik birliklari materialida tahlil gilinadi. Bunday tadgigotlarda frazeologik birlikni belgilovchi
tayanch xususiyatlar topishga, iboralarni qo‘shma so‘zlar, erkin so‘z birikmalaridan farqlashga harakat
qilinadi, o‘zbek tilidagi frazeologik birliklarning grammatik, semantik xususiyatlari o‘rganiladi.
Lingvokulturologik yondashuvlarga ko‘ra, frazeologizmlar muayyan xalgning o‘tmish madaniyati bilan
bog‘liq qadriyatlarini, milliy-mental fikrlash tarzini namoyon etuvchi, shuningdek, real vogelikni lison
vositasida ifodalash darajasini ko‘rsatuvchi dalil hamdir. Ular o‘zida xalgning ijtimoiy, ma’naviy jihatdan
rivojlanishini ham ko‘rsatuvchi lingvomadaniy birlik hisoblanadi. Frazeologiya so‘zlardan tarkib topadi, so‘z
esa leksikologiya o‘rganadigan asosiy obyekt hisoblanadi. Yuqoridagi Sariboy va Shum bolaning dialogi
so‘ngida asliyatdagi iboraning tarjimada juda o‘rinli va chiroyli berilganini kuzatishimiz mumkin:

Asliyat: Badal aravakashingiz bor-ku, quyib qo ‘yganday o ‘shaning o ‘zginasi.

Tarjima: They are two peas in a pod.

Yugqorida keltirilgan parchada Shum bolaning to‘qigan yolg‘onlari oddiy pichoq sinishidan boshlab, to
boyning qizi Adolatning bolalik bo‘lganigacha yetib boradi. Qahramon yolg‘on aytishga shunchalik kirishib
ketadiki, hatto o‘zi ham boy bilan birgalikda yig‘lagandek bo‘ladi. Asardagi ushbu parchada yumoristik
xususiyatlarni kuzatsak-da, uning ostida gahramonning boydan yegan kaltaklari uchun hisoblashganini anglab
olish mumkin. Tarjimada ham, ushbu parchadagi yumoristik kayfiyat saqlab qolingan bo‘lib, tarjimon ayrim
gaplarni tushurib qoldirganiga qaramay, dialogdagi umumiy ma’no va hajvni saqlay olgan.

Frazeologik birliklarning tabiati va ularning til tizimidagi o‘rni leksikologik manbalarga tayangan holda
aniqlanishi mumkin. So‘zning lug‘aviy ma’nosi haqidagi semantik nazariya frazeologik birliklarning
tilshunoslik jihatlarini aniqlash hamda ularning ma’no qatlamlarini ajratishda muhim ahamiyat kasb etadi.
Frazeologik birlik tarkibidagi so‘zlar ko‘pincha o‘zlarining morfologik shakllarini butunlay yo‘qotmaydi;
morfologiya esa ushbu shakl o‘zgarishlarini aniglash va tahlil gilishda muhim vosita bo‘lib xizmat qiladi.
Frazeologik birliklar turli tuzilmalardagi so‘z va so‘z birikmalarini, jumladan, iborali gaplarni oz ichiga oladi;
aynan ushbu iboralarni grammatik tahlil gilishda sintaksisga oid bilimlar zarur bo‘ladi.

“Shum bola” asari tarkibidagi somatik frazeologizmlar ishtirok etgan quyidagi misralar tahlilida buni
yana ham aniqroq ko‘rishimiz mumkin:

— Hamyonni, pulni, uzukni menga olib berdilar. Lekin bir yarim tanga cho ‘tal olib qoldilar. Shunday
qilib, o ‘rtoglarim bilan qilingan garovni yutdim.

—Ie, sho ‘rlik begunoh kosib yigit qulog ‘ini ushlab ketaverdimi? — dedim. — Yo 'q, birpas gamalib yotdi,
keyin bechoraga rahmim kelib, mirshabga bir so ‘m pora berib, yigitni qutqazib yubordim, da vom yo ‘q, dedim.
Yigit bechora xursand bo ‘Iganidan bo ‘ynimdan quchoglab o ‘pib... [1,92]

O‘zbek tilida qulog ‘ini ushlab ketmoq frazeologik birligi “hech narsasiz qolmogq, hagsiz qolmoq”
ma’nosida o‘zbek xalqi tomonidan aynan shu mazmunni ifodalash uchun ishlatilgan. O‘zbek tilidagi matnda
muallif qo°ylar podasi o‘rtasida turgan bolani tasvirlar ekan, u bolaning ko‘zini go ‘y ko ‘zlar frazeologik birligi
orqali ta’riflaydi. Ushbu asarning keyingi gismlarida yozuvchi tomonidan ikki barmog‘ini burniga tiqib
bormoq iborasi ishlatilgan:

— Qurugdan-qurug sho ‘ppayib shaharga tushib ketaveramizmi, ko ‘rganbilgan ne deydi, shuncha vaqgt
sanqib yurib, ikki barmog ‘imni burnimga tiqib boramanmi, o zing o ‘Iguncha nas bosgan pes deganimcha
bor bola ekansan, sen bilan birlashganimdan buyon ishim o ‘ng ‘alganini bilmayman. Sen yo ‘ligmaganingda
hov anov pulga to ‘qli olgan bo ‘lardim, haligacha to ‘glim — qo‘y, go ‘yim — biya, biyam — tuya bo ‘lardi, — deb
meni koyirdi [1,92].

Endi mana shu parchani ingliz tilidagi tarjimasi bilan giyoslaymiz:

“We’ll go to the city without anything, right? We worked many days and are going to the city putting
fingers to our nose [2,76].

Mutarjim bu yerda iboraning mugobil va tushunarli tarjimasini berishga harakat gilgan, shuning uchun
ham iborani so‘zma-so‘z tarjima qilgan. Bundan tashqari parchadagi “...nas bosgan pes deganimcha bor bola
ekansan...” o‘xshatishini ingliz tilidagi tarjimada “... You are a dirty and stupid boy” deb mahorat bilan tarjima
qilib, o°‘quvchiga soda va juda tushunarli tarzida yetkazgan.

Frazeologik birliklarning pragmatik xususiyatlarini turli kontekstlarda ko‘rib chiqib, shunday xulosaga
kelish mumkinki, metaforik frazeologik birliklarning kommunikativ imkoniyatlari chegaralanmagan.
Frazeologik birliklarning kelib chigishi va taraqqgiyoti har bir tilning rivojlanish tarixi, lingvomadaniy va
mintagaviy-geografik sharoiti, qo‘llaniladigan lisoniy vositalarning pragmatik ma’nosi bilan bog‘liq bo‘ladi
[7,76].

Qissaning yana bir parchasida tarjimon mahorati kuzatishimiz mumkin:
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- Mulla Omonboy, shahardagi qo ‘shchi-kulonchi, sayis, miroxo‘r, boy-u boyonlar, oshna-
og ‘aynilaringizga xat-patingiz yo ‘gmi, Orifxo ja eshon, Magsudxon duma, G ‘ulomxon qozilarga nomingizdan
salom aytib qo ‘yaymi? [1,90]

Bu yerda turli kasblar nomlari, yoki o‘sha davrdagi muallif tili bilan aytilganda, “Toshkentning ko‘zga
ko‘ringan boylari” nomlari keltirilgan. Xususan, “sayis” bu O‘rta Osiyo xonliklarida harbiy va xo‘jalik
ehtiyojlari uchun saglangan otlarni parvarish giluvchi shaxs. Sayislar bevosita otxonalar yoniga qurilgan
maxsus uylar — sayisxonalarda istiqomat qilishgan. Miroxo‘r esa sayislar boshlig‘i hisoblanadi.

Tarjimada ushbu parcha quyidagicha berilgan:

“- Mulla Omonboy, don’t you have any letter for a horse-breeder, the rich and friends in the city?
Shouldn’t I remember you to Orifkhoja Eshon, Mahsud xon and judge Gulom?” [2,77]

Asarda tasvirlangan yumoristik elementlar xalq hayotining real holatlaridan olingan bo‘lib, ularning
badiiy talqini milliylik mezonlarini chuqur ifodalaydi. Ushbu kulgi o°zbek xalqining an’anaviy turmush tarziga
— mabhalla institutlari, oilaviy qadriyatlar, do‘stona munosabatlar va qo‘shnichilik an'analari kabi
sosiomadaniy omillarga asoslanadi. G‘afur Gulomning badiiy uslubiga xos bo‘lgan bu xalqona hazil adib
ijjodining markaziy estetik tamoyillaridan biri sifatida namoyon bo‘ladi. Aynan shu jihat orqali muallif o‘zbek
milliy adabiyotida realizm va satira elementlarini muvaffagiyatli uyg‘unlashtirishga erishgan [6].

Xulosa. Gafur Gulomning “Shum bola” asari o‘zbek milliy yumorining yorgin namunasi sifatida
qadrlanadi. Unda xalqona hazil, lisoniy va badiiy vositalar orqali nafaqat kulgu uyg‘otiladi, balki o‘quvchi
ongida chuqur tarbiyaviy va ijtimoiy g‘oyalar shakllanadi. Shum bolaning qiliglari orqali berilgan komik
obrazlar milliy madaniyat, xalqona tafakkur va adabiy estetikani yuksak darajada aks ettiradi. Bu asar o‘zbek
xalgining tabiatiga xos hazilkashlik va zukkolikni, hayotga ijobiy munosabatni badiiy jihatdan yuksak
ifodalagan adabiy merosdir.
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Abstract. This article explores how feminist literature influences the depiction of teachers, specifically
focusing on Alice Walker's The Color Purple and Erin Gruwell's The Freedom Writers Diary. Through a
comparative analysis, the study examines themes of empowerment, mentorship, and social justice present in
both works. By investigating the characters of Celie and Erin Gruwell, the article illustrates how these
narratives subvert traditional portrayals of educators and highlight the significance of inclusive teaching
practices. The findings emphasize the role of feminist literature in reshaping teacher identities and
responsibilities, thereby enriching the discussion on gender and education.

Keywords: feminist literature, teacher portrayals, empowerment, social justice, mentorship, gender
roles.

BJAUSIHUE ®PEMUHUCTCKOM JUTEPATYPbI HA IOPTPETHI YUUTEJIbHUIL:
CPABHUTEJIBHbIU AHAJIN3 "®UOJIETOBOI'O IBETA" U "JJHEBHUKA
IINCATEJIBHAIIBI CBOBOAbI"

Annomauyusa. B Oanmoti cmamwe ucciredyemcs, Kaxk QeMUHUCMCKAS Tumepamypa 6ausiem Ha
npeocmasienue yuumenel, ¢ aKyeHmom Ha maxue npouzeedenus, kax «Lleem nypnypueii» Sauc Yokep u
«nesnuxu Ce0600v1» Opun Ipysnn. Uepes cpasnHumenvHwlll anaius paccmampuaiomcs: memvl IMIamul,
HACMABHUYECMBEA U COYUANLHOU CHPABEONUBOCMU, 6blasisiowuecs 8 006oux mexkcmax. Auaruzupys
nepconadiceii. Cenu u Opun Ipysnn, cmamvs 0eMOHCmpupyem, Kax 2Mu HAppamugvl Opocarom 6vi308
MPAOUYUOHHBIM —~ NPEOCMABIeHUAM O  Nneoaz02ax U  NOOYEPKUBAIOM  BAHCHOCMb — UHKIIO3UGHBIX
00pazoeamenvHblX npakmux. Pezyrvmamul akyenmupyrom eHumManue Ha poau QeMuHUCmMCKOU IUmepamypvl
6 NepeocMulCieHu’ UOeHmuyHocmel u 00sA3aHHOCmel yuumenel, 4mo, 8 C8010 ouepedb, cnocobcmeyem
00cydHCcOeHUI0 80NPOCO8 cendepad U 0OPa308anusl.

Knwouesvie cnosa: pemunucmcexas mumepamypa, u3o0opadcerue yuumenei, SIMnaus, CoyUanbHas
CNpaseoIU80Cmb, HACMABHUYECMEBO, 2eHOePHbIE POTIU.

O'QITUVCHILARNING PORTRETLARIGA FEMINIST ADABIYOTLARINING TA'SIRI:
"BINAFSHA RANG" VA "OZODLIK YOZUVCHILARI KUNDALIGI"™ ASARLARI QIYOSIY
TAHLILI

Annotatsiya. Ushbu maqolada feminist adabiyotning o'gituvchilar tasviriga ta'siri, xususan, Alice
Walkerning The Color Purple va Erin Gruwellning The Freedom Writers Diary asarlari o'rganiladi.
Taqqgoslash tahlili orgali magola har ikki matndagi kuchaytirish, mentorlik va ijtimoiy adolat mavzularini
ko'rib chigadi. Celie va Erin Gruwell gahramonlarini tahlil gilish orgali magola ushbu narrativlarning
an‘anaviy o'gituvchi tasvirlariga qgarshi ganday kurashishini va inkluziv pedagogik amaliyotlarning
ahamiyatini ta'kidlaydi. Topilmalar feminist adabiyotning o'gituvchi identitiyalari va mas'uliyatlarini gayta
belgilashdagi ahamiyatini namoyish etadi, bu esa gender va ta'lim bo'yicha munozaralarga yangi hissa
go'shadi.

Kalit so“zlar: feminist adabiyot, o qituvchilar tasviri, kuchaytirish, ijtimoiy adolat, mentorlik, gender
rollari

Introduction. Feminist literature has significantly shaped societal views on various professions,
especially within the educational sector. By critically analyzing the narratives that depict female educators,
feminist texts not only challenge conventional portrayals but also illuminate the intricate dynamics of their
roles. This article investigates how feminist literature influences the depiction of teachers, concentrating
particularly on Alice Walker's The Color Purple and Erin Gruwell's The Freedom Writers Diary. Both texts
serve as vital case studies, demonstrating how feminist viewpoints can transform the identities and duties of
educators, thereby promoting themes of empowerment, resistance, and social justice.
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In The Color Purple, Walker skillfully intertwines personal experiences with pedagogical insights,
illustrating the protagonist Celie's journey of self-discovery and empowerment. The character Shug Avery
plays a crucial mentoring role, highlighting the significance of female solidarity within educational settings.
This mentorship not only aids Celie's personal development but also critiques the patriarchal systems that
restrict women's potential [Walker, 1982]. Conversely, The Freedom Writers Diary offers a modern narrative
that captures the experiences of Erin Gruwell and her diverse group of students. Gruwell's innovative teaching
strategies—rooted in an appreciation for her students' backgrounds—embody a feminist pedagogical approach
that emphasizes inclusivity and social equity [Gruwell, 2007].

Through a comparative analysis of these two pivotal texts, this article seeks to reveal the complex
portrayals of teachers as both agents of transformation and reflections of their environments. Exploring
feminist themes in these narratives not only deepens our comprehension of the teaching profession but also
highlights the broader implications of literature in shaping educational practices and societal perceptions.
Ultimately, this study aims to enrich the ongoing dialogue regarding gender, education, and literature,
emphasizing the essential role that feminist narratives play in redefining teacher identities and responsibilities
in today’s educational context.

Research Questions.

1. How are teachers depicted in The Color Purple and The Freedom Writers Diary as agents of
empowerment and social transformation?

2. Which feminist themes are prominent in the representations of teachers in these texts, and how do
these themes interact with the characters' personal stories?

3. In what ways do the authors employ mentorship relationships to challenge conventional gender
roles and expectations in educational settings?

4. How do the historical and socio-political contexts of each narrative shape the representations of
teachers and their interactions with students?

5.  What implications do the portrayals of educators in these feminist works have for modern
educational practices and pedagogical strategies?

Literature Review. Feminist literature has had a profound impact on the representation of teachers
across various educational narratives, reshaping both their depiction and the societal expectations tied to the
profession. Early feminist authors, including Virginia Woolf, underscored the significance of women's voices
and experiences, paving the way for later portrayals of female educators as multifaceted individuals rather than
simplistic archetypes [Woolf, 1929].

Recent research indicates that feminist literature confronts traditional narratives by illustrating teachers
as empowered individuals who challenge and resist patriarchal structures. For example, Halsey [2019]
contends that modern feminist writers frequently depict educators as champions for social justice, mirroring
broader societal shifts and advocating for gender equality in education. This transformation not only alters the
perception of female teachers but also inspires young readers to view educators as proactive contributors to
societal change.

Furthermore, the depiction of male teachers within feminist literature has evolved as well. Smith [2020]
notes that feminist narratives increasingly present male educators as partners in the struggle for gender equity,
complicating traditional binary notions of gender roles in the classroom. This inclusive portrayal fosters a more
nuanced understanding of teaching as a collaborative endeavor rather than one defined by gender stereotypes.

Methods. This research employs a qualitative comparative analysis to investigate the representations of
teachers in Alice Walker's The Color Purple and Erin Gruwell's The Freedom Writers Diary. The methodology
consists of three primary components: thematic analysis, textual analysis, and contextual analysis.

Thematic Analysis. The initial phase focuses on identifying key themes related to feminist literature
and teacher portrayals in both texts. Themes such as empowerment, mentorship, resistance, and social justice
are explored in detail. A coding framework is utilized to systematically categorize relevant passages [Braun &
Clarke, 2006].

Textual Analysis. The second phase involves a close reading of the texts to uncover the subtleties of
character development and narrative structure. This analysis includes examining the language, imagery, and
character interactions that shape readers' perceptions of the educators [Eagleton, 2008]. Key characters,
including Celie and Shug Avery in The Color Purple, as well as Erin Gruwell in The Freedom Writers Diary,
are analyzed concerning their motivations, challenges, and influence on their students. This approach facilitates
a comprehensive understanding of the complexities of their roles within their respective contexts.

Contextual Analysis. The final phase positions the findings within broader socio-cultural and historical
frameworks. This entails reviewing pertinent literature on feminist pedagogy, historical educational practices,
and the socio-political contexts of the eras depicted in the texts [Shrewsbury, 1987]. By incorporating these
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contextual elements, the study highlights how external factors shape both the portrayal of teachers and the
feminist themes present in the narratives. This multifaceted methodology ensures a thorough analysis of the
impact of feminist literature on teacher portrayals, contributing to a more profound understanding of the
intersection between gender, education, and literature.

Results. The analysis of The Color Purple and The Freedom Writers Diary reveals both unique and
intersecting representations of educators, underscored by central themes such as empowerment, mentorship,
and resistance. Findings are illustrated through thematic tables and visual diagrams that depict the connections
among characters, themes, and principles of feminist pedagogy.

Thematic Analysis Results. Table summarizes the primary themes recognized in both works,
accompanied by illustrative quotes and examples of characters.

Theme The Color Purple The Freedom Writers Diary
"I'm pore, I'm black, I may be ugly..."
Empowerment | [Walker, 1982, p. 30] - Celie’s journey
towards self-acceptance

"l am more than a statistic." - Student
writings reflect self-empowerment

Mentorship Shug Avery as a mentor figure for Celie Erin Gruwell as a guiding force for her

students
. Celie's defiance against  patriarchal | Students' collective resistance to social
Resistance . S .
oppression injustice through writing

Emphasis on multicultural perspectives

Social Justice | Intersection of race, gender, and class issues . .
and social equity

Character Relationships and Development. Figure 1 depicts the relationships among characters and
their contributions to advancing feminist themes within the stories.

[Celie] ----> [Shug Avery] [Mentorship] [Erin Gruwell] ----> [Students] [Mentorship]
|

| +-----> [Empowerment] | +-----> [Social Justice]

| |

+-----> [Resistance] +-----> [Empowerment]
Contextual Analysis. The contextual analysis reveals significant historical and socio-political
influences that shape the narratives. Table 2 provides a comparative overview of the historical contexts of both
works.

Aspect The Color Purple The Freedom Writers Diary | Aspect
Historical period Early 20th century American L_ate 20th century, post-L.A. Historical Period
South riots
Racial conflict, gang

Racial and gender oppression,

Social issues . violence, socio-economic | Social Issues
the impact of slavery . .
inequality
Educational Limited educational | Diverse, multicultural | Educational
environment opportunities for black women | classroom dynamics Environment

Summary of Findings. The findings suggest that both works employ feminist literature to depict
educators as crucial agents of transformation. In The Color Purple, the emphasis lies on individual
empowerment and mentorship within a patriarchal framework, whereas The Freedom Writers Diary focuses
on collective resistance and social justice in a modern classroom setting. The thematic and contextual analyses
highlight how these narratives not only reflect but also contest societal norms regarding gender and education.

Discussion. The comparative examination of The Color Purple and The Freedom Writers Diary
provides valuable insights into the shifting representations of teachers in feminist literature. Both narratives
serve as compelling challenges to conventional portrayals, showcasing the diverse roles that educators fulfill
in fostering empowerment, resilience, and social justice. This discussion integrates the findings within the
larger contexts of educational and feminist theories.

The Role of Feminist Pedagogy. Feminist pedagogy underscores the necessity of inclusivity and social
justice in teaching practices [hooks, 1994, p. 58]. In both narratives, educators are depicted as change-makers
who embody feminist pedagogical principles by nurturing critical awareness in their students. For example,
Erin Gruwell’s innovative teaching strategies in The Freedom Writers Diary demonstrate her dedication to
recognizing and valuing the varied backgrounds of her students [Gruwell, 2007]. This approach empowers
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marginalized voices and invites students to participate in discussions about their identities and experiences.
Similarly, Shug Avery’s mentorship of Celie in The Color Purple illustrates how personal connections can
foster empowerment and self-discovery [Walker, 1982]. This parallel suggests that feminist pedagogy extends
beyond the classroom to influence personal relationships and community interactions, reinforcing the notion
that education is a collaborative and transformative endeavor.

Resistance and Resilience in Teacher Portrayals. The themes of resistance and resilience are
prominently featured in both texts, underscoring the challenges faced by educators and students in the fight
against systemic oppression. In The Color Purple, Celie's transformation from victim to empowered individual
mirrors the feminist struggle against patriarchal systems [Davis, 2018]. Her bond with Shug Avery symbolizes
the supportive networks that enable women to resist oppression. Conversely, The Freedom Writers Diary
depicts students confronting the harsh realities of racism, gang violence, and socio-economic disparities
[Gruwell, 2007]. Gruwell’s mentoring role allows her students to express their challenges and aspirations,
fostering a culture of resilience. This comparison reveals a significant insight: although the contexts differ, the
theme of resistance unifies both narratives, indicating that educators must navigate and confront systemic
obstacles to achieve meaningful change.

Implications for Educational Practice. The outcomes of this study carry important implications for
modern educational practices. Both texts promote a teaching approach that emphasizes student agency and
voice. Educators are encouraged to foster inclusive environments where diverse perspectives are
acknowledged, aligning with the principles of feminist pedagogy [Shrewsbury, 1987]. Additionally, the
analysis emphasizes the critical role of mentorship and supportive relationships in building resilience among
students. By leveraging their personal narratives, teachers can create a classroom environment that addresses
academic needs while also supporting emotional and social growth.

Conclusion. In summary, the comparative analysis of The Color Purple and The Freedom Writers Diary
highlights the transformative influence of feminist literature on representations of teachers. Through their
narratives, both Walker and Gruwell shed light on the complexities of educators' roles in promoting
empowerment, resilience, and social justice. As feminist literature continues to evolve, it is essential for
educators to engage with these narratives, recognizing their potential to inspire teaching practices that confront
oppression and advocate for equity in education. This study emphasizes the lasting significance of feminist
themes in shaping our understanding of the teaching profession and its capacity to drive societal change.
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Annotatsiya. Ushbu magola antik yunon yozuvchisi Sofokining “Shoh Edip” tragediyasini tahlil
qilishga bag’ishlangan bo ‘lib, unda asarning qadimgi yunon madaniyati, mifologiyasi va diniy e’tiqodlari
bilan o ‘zaro bog ‘ligligi ko ‘rib chiqiladi. Aristotelning “Poetika” asariga asoslanib, “Shoh Edip "ning eng
yaxshi tragediya namunasi ekanligi ta’kidlanadi. Shuningdek, maqolada asarning o zbek tiliga tarjima
qilinishi jarayonida delakunizatsiya hodisasi, ya’ni yunon madaniyatiga xos o ‘ziga xosliklarning yo ‘qolishi
yoki soddalashtirilishi masalasi o ‘rganiladi. Adabiyotlar tahlili orqali asarning falsafiy, adabiy va psixologik
ahamiyati, shuningdek, o ‘zbek teatrida tutgan o ‘rni yoritib beriladi. Delakunizatsiya hodisasining sabablari
sifatida yunon diniy tushunchalarining tushunarsizligi, gadimgi yunon jamiyatidagi farglar, matnning
zamonaviy o ‘quvchilarga moslashtirilishi va yunon mifologiyasining murakkabligi kabi omillar ko ‘rsatiladi.

Kalit so’zlar: delakunizatsiya, deterministik falsafa, egzitensial ziddiyat, interpretatsiya, ijobiy va salbiy
jihatlar, egzistensial fojia.

DELACUNIZATION IN SOPHOCLES' "KING OEDIPUS"

Abstract. This article is dedicated to the analysis of Sophocles’ tragedy “King Oedipus” examining the
interconnection between the work and ancient Greek culture, mythology, and religious beliefs. Based on
Aristotle’s “Poetics”, it emphasizes that “King Oedipus” is the best example of tragedy. The article also
explores the phenomenon of delocalization during the translation of the work into Uzbek, that is, the loss or
simplification of the specific features inherent in Greek culture. Through an analysis of the literature, the
philosophical, literary, and psychological significance of the work, as well as its place in the Uzbek theater,
are highlighted. Factors such as the incomprehensibility of Greek religious concepts, differences in ancient
Greek society, adaptation of the text to modern readers, and the complexity of Greek mythology are indicated
as reasons for the delocalization phenomenon.

Keywords: delocalization, deterministic philosophy, existential contradiction, interpretation, positive
and negative aspects, existential tragedy.

JNEJAKYHHM3ALUS B «(IIAPE DJUIE» CO®OKJIA

Annomauusa. /lannas cmamoes noceawena ananusy mpaceouu Cogpoxna “Llapy Joun”, ¢ komopoii
paccmampugaemcs  83auMOoC6A3b  NPOU3BeOeHUsi ¢ OpesHezpeyecKol  Kynbmypou, Mmughonozueli u
penucuosnvimu geposanusmu. OcHogvigasicy na “lloosmuxe” Apucmomens, nooduepkueaemcs, umo “Llaps
Doun” aensiemea ayuwum obpasyom mpazeouu. Taxoice 6 cmamve ucciedyemcs aeienue 0elaKyHusayuu 6
npoyecce nepegooa Npou3eeoeHus Ha Y30eKCKUll A3bIK, MO ecmb GONnpoc ympamvl UL YHPOUEHUs.
ocobennocmet, npucywux epeveckou kKyabmype. Ilocpedcmeom amanuza aumepamypvl 0C8ewjaromcs
@unocogckoe, numepamyproe u NCUXOI0SUHECKOe 3HAUEeHUE NPOU3BEOCHUS, 4 MAKICE €20 MeCMO 8 Y30eKCKOM
meampe. B kauecmee npuuun A61eHus 0eNAKYHU3AYUY YKA3bIBAIOMCS MaKue hakmopbul, KaK HenoHAMHOCMb
2peyuecKux penucuO3HuIX NOHAMUL, Pa3iuyus 6 OpesHezpeueckom obwecmee, adanmayus meKcma K
COBPEMEHHBIM YUMATNENSIM U CLONCHOCHb 2PeUecKOl MUPONO2UU.

Knwuesvie cnosa: Oenaxkynusayus, OemepMUHUCMUYECKAs — Quiocodus,  IK3UCMEHYUANbHOE
npomugopeyue, UHMepnpemayus, HONOJICUMENbHbIE U OMPUYAMETbHbIE CIOPOHbL, IK3UCEHYUATbHA
mpazeous.

Kirish. Sofoklning “Shoh Edip” tragediyasi gadimgi yunon madaniyati, mifologiyasi va diniy
e’tiqodlari bilan chambarchas bog‘liq bo‘lgan dramatik asardir. Zero, Aristotel o‘zining “Poetika” asarida
aytganidek, “Eng yaxshi tragediyalar ajoyib inson hagida emas, balki kamchiliklarga ega bo‘lgan, lekin yomon
emas, taqdir taqozosi bilan fojia qurboniga aylangan shaxs haqida bo‘lishi kerak. Shuning uchun ham “Shoh

SCIENTIFIC REPORTS OF BUKHARA STATE UNIVERSITY 2025/5 (122) 35



LITERARY CRITICISM

Edip” eng yaxshi tragediya namunasidir’[1.50-55]. Shunindek, ushbu asarni tarjima qilish jarayonida
delakunizatsiya hodisasi, ya’ni yunon madaniyatiga xos o0’ziga xosliklarning yo‘qolishi hamda
umumlashtirilishi kuzatilishi mumkin.

Adabiyotlar sharhi. Bilamizki, Sofokl va uning “Shoh Edip” tragediyasi asrlar davomida falsafiy,
adabiy hamda psixologik jihatdan eng chuqur va zalvorli asarlardan biri bo‘lib golmogda. Muallif vafotidan
yigirma asr o‘tgan bo‘lsa-da, u o‘z mashhurligini, qgimmatini yo‘qotmagan. Sofoklning zamondoshlari va
donishmand Arastu ushbu spektakini “mualliflik mahoratining cho‘qqisi” deb hisoblaganlar hamda Freyd
undan”Edip kompleksi” nazariyasini rivojlantirgan. Bu asarni Asgad Muxtor 1958-yilda Moskva shahrida
“Xudojestvennaya literetura” nashriyotida chop etilgan ruscha tarjimasidan o‘zbekchaga o‘girgan. Asar o‘zbek
tilidagi ilk va yagona tarjimadir. Shunday qilib, “Shoh Edip” tragediyasi 1979-yilda G*afur G‘ulom nomidagi
Adabiyot va san’at nashriyotida chop etilgan [5]. Qolaversa, bu asar asrlar davomida jahon teatr sahnalaridan
tushmay keladigan va eng nodir asarlardan biridir, xususan, 0’zbek teatrida ham o‘z tamal toshini qo‘ya olgan
asardir. Bu xususda yozuvchi Nazar Eshonqul “Shop Edip” va Shukur Burxonov haqida shunday fikr bildiradi:
“Tomoshabinlar, albatta, Sofoklning “Shoh Edip” asaridan va uning televariantidan xabardor. Bu mashhur
tragediyadagi Edip rolini ulug® san‘atkor Shukur Burhonov o‘ynagandi. Ulug‘vor asarlar ulug® iste’dodlarni
dunyoga keltiradi, ulug® sahna asarlari ulug® aktyorlarni yaratadi. Sofoklning ulug‘ligi o’zbek sahnasida yana
ham ulug‘vor qiyofaga kirdi”’[2].

Delakunizatsiyaga tarjima jarayonida milliy, diniy va madaniy unsurlarni soddalashtirish, neytrallash
yoki boshga moslashtirish jarayoni hisoblanadi. Bu hodisa turli sabablarga ko‘ra sodir bo‘lish ehtimoli ko‘zda
tutiladi, ammo “Shoh Edip” asarida quyidagi sabablarga ko‘ra delakunizatsiya hodisasi kuzatilgan. Bular:

* Yunon diniy tushunchalarining boshqa madaniyatlarda tushunarsiz bo‘lishi;

* Qadimgi yunon jamiyatiga xos ijtimoiy va siyosiy tizimlarning farqli ekanligi;
* Matnning zamonaviy o‘quvchilarga moslashtirilishi;
* Yunon mifologiyasiga oid tushunchalarning ba’zan tushunarsiz bo‘lishidir.

Asar nafagat bizda, balki boshga millatlarda ham turli xil farqlar hamda o‘zgarishlar bilan, ya’ni ma’lum
millat an’analari va madaniyatlariga moslashtirilgan holda tarjima gilingan. Xususan, 1900- va 1970-yillar
oralig‘ida asarning yettita turli xil pyesalari Misrda nashr gilingan hamda sahna ko‘rinishi sifatida ijro etilgan.
XIX-XX-asrlarda Misr hamda Gretsiyaning tarixi o‘rtasida sezilarli farglar kuzatilgan, shuning uchun ham
ular mustamlaka va mustamladan keyingi turli xil modellardan foylananishgan [7].

Tarjima jarayonida esa yunon tilidan tarjima gilinganda mazmun, madaniy kontekst va uslub jihatdan
muayyan o‘zgarishlarga uchrashi turgan gap. Bu jarayondagi asosiy o‘zgarishlar esa, til va uslub o‘zgarishi,
madaniy va kontekstual moslashtirishlar, tagdir hamda erkin iroda tushunchasining talgini hamda poetik va
dramatik strukturalarning moslashtirilishi kuzatiladi. Semiotik va tarjima nazariyotchisi Umberto Eko ham
tarjimada yo‘golgan elementlar hamda intersektual o‘zgarishlar haqgida gapirgan. Unga ko‘ra, “Shoh Edip”
tarjimalari 0°z vaqtining madaniy paradigmasiga bog‘liq holda o‘zgargan. “Tarjima har doim asl matndan
chetlashadi. “Shoh Edip* tarjimalarida ramziy ma’nolar va mifologik ishoralar ba’zan yo‘qoladi yoki yangi
kontekstda boshga ma’no kasb etadi”’[4]. Masalan, rus tarjima asarlariga qaraydigan bo‘lsak, taqdir va
majburiylik nuqtai nazaridan, ya’ni deterministik falsafa asosida talqin gilinadi, holbuki, fransuzlarda Edipning
erkin tanlovi va fojia o‘rtasidagi egzistensial ziddiyat, ya’ni Edipning ichki azoblanishi nisbatan soddaroq
ifodalar bilan beriladi. Masalan,

- “Dark, dark! The horror of darkness, like a shroud, wraps me and bears me on through mist and
cloud”.

“Qorong ilik... Meni gorong ‘u tuman bosmoqda, yuragimni vahima chulg ‘ab olgan”.

Tarjima asarning poetik tasvirining ham zaiflashishiga olib kelgan. Bundan tashqari, tarjima
nazarayotchisi Jorj Stayner ham bu borada o°z garashlarini ifoda etgan.

Stayner tarjimaning ma’daniy kontekstiga bog‘liq ekanligini ta’kidlab, “Shoh Edip” tarjimalarida ba’zan
yunon madaniyatiga xos tushunchalar yo‘qolib ketishini alohida ta’kidlab ko‘rsatgan. “Har bir tarjima
interpretatsiyadir. Stayner “Shoh Edip”ning turli tillarga tarjimalarida yunon mifologiyasi va taqdir
tushunchasi ba’zan soddalashtiriladi yoki boshqa madaniyatga moslashtiriladi”, degan fikrni ilgari suradi
[3.27-45]. Masalan, qadimgi yunon tilida “moira”(taqdir) tushunchasi ba’zi tarjimalarda “Xudo irodasi”
sifatida berilgan, bu esa yunon falsafasidagi erkin iroda va zaruriyat o‘rtasidagi muvozanatni buzishi mumkin.
Shu tufayli ham, tarjimaning madaniy kontekstiga ham tarjima jarayonida e’tibor qaratilishi zarur va muhim
hisoblanadi.

Olingan natijalar va ularning tahlili. “Shoh Edip” asarida delakunizatsiya kuzatilidagan holatga
to‘xtaladigan bo‘lsak, bular taqdir, bashoratchilik, xudolar, siyosiy tuzum bilan ham bog‘lig. Sofokling
tragediyasida, aynigsa, diniy mavzular katta ahamiyat kasb etadi. Bu Edip va ota-onasining bashoratga
ishonishi va taqdirni o‘zgartirishga urinishga harakat gilishi misolida yaggol namoyon bo‘ladi. Tarjima
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jarayonnida esa ular ba’zan yo‘qotiladi yoki umumlashtitiladi. Xususan, asarda Delfiy ibodatxonasidagi
Apollon bashoratchisi (Pifiy orakuli) muhim rol o‘ynaydi. Tarjimada esa u ba’zan “bashoratchi” yoki
“muqaddas voiz” sifatida beriladi, bu esa asl diniy kontekstni pasaytirishi mumkin. “Zeus, Apollon, Dionis”
kabi xudolar nomi ba’zan umumiy “Xudo” yoki “taqdir” sifatida tarjima qilinishi mumbkin.

Natijada asarning yunon mifologiyasiga xosligi zaiflashadi. Chunki ularda har bir xudoning o°z vazifalar
yoki gandaydir insonga xos bo‘lmagan xislatlari borligi ko‘rsatilgan. Zeus ularning Oliy hamda Olimp Xudosi
bo‘lsa, Apollon esa bashorat xudosi sifatida tushuniladi. Yuqorida ta’kidlab o‘tilganidek, moira, ya’ni gismat
so‘zi hamda ananke (taqdir) tushunchalari ham asarda muhim rol o‘ynagan. “Shoh Edip”da qahramon o°‘z
gismatidan qochishga harakat qilsa ham, barcha harakatlari uni aynan o‘sha taqdir sari yetaklaydi. Tarjimada
esa moira ba’zan shunchaki “taqdir” yoki “Xudoning irodasi” sifatida beriladi. Yunon dunyogarashidagi
qochib bo‘lmas taqdir tushunchasi boshga madaniyatlarda boshqacha talqin qilinishi mumkin. Natijada esa asl
matndagi falsafiy chuqurlik va tragizm darajasi kamayishi mumkin. Shuningdek, tarjima jarayonida fagatgina
madaniyatgagina ta’sir qilib qolmay, u siyosiy tizim va jamiyatga ham o°z ta’sirini o‘tkazishini ko‘rishimiz
mumkin. Xususan, gadimgi Yunoniston shohlarni ilohiy deb bilishmagan, chunki ularda Xudolar ko‘p bo‘lgan
va ular ilohiy kuchlarga ega deb garalgan, shohlar esa fagat hukmdor sifatida xalqga xizmat gilishi kerak deb
hisoblangan. Tarjimada esa ba’zi shohlar oddiygina “qirol” yoki “imperator” shaklida berilgan yoki juda
soddalashtirilgan. Masalan, Polis(shahar, davlat) hagidagi tushunchalar soddalashtirilganini ko‘rishimiz
mumkin. “Shoh Edip” asarida xalq va shoh o‘rtasidagi munosabat demokratiya ruhiga yaqinroq. Tarjimada
esa bu monarxiya shaklida talgin gilinishi mumkin. Buning natijasida Yunon jamiyatiga xos boshgaruv tizimi
o‘quvchi tomonidan to‘g‘ri gabul gilinmasligi mumkin. Yana bir tarjima jaryonidagi muhim o‘zgarishdan biri
bu Edip ismining ramziy ma’nosi. Ya’ni asar o‘zbek tiliga tarjima gilinganda Edip ismining ramziy ma’nosiga
alohida to‘xtalib o‘tilmagan. Edip — yunon tilida “shishgan oyoq” degan ma’noni anglatadi. Bu isming ma’nosi
uning bolalikda oyoqlari bog‘lanib tashlanganidan kelib chiqadi. Holbuki, tarjima jarayonida bunga alohida
to‘xtalib o‘tilmagan. Bu ma’no Edip shaklida golavergan. Bu esa o‘quvchining ramziy detaldan bexabar
qgolishiga yetaklashi mumkin. Natijada esa Edip obrazining mohiyati va fojialigi tushunarsiz bo‘lib qolishi
mumkin. Bundan ko‘rinib turibdiki, tarjima jarayonida delokunizatsiya hodisasi sodir bo‘lishi mugarrar
jarayondir. Shu o‘rinda tarjima nazariyotchisi Umberto Eko aytib o‘tganidek, “Shoh Edipning tarjimalari
orgali biz gadimgi yunon dunyosining diniy va falsafiy asoslaridan uzoglashib boramiz. Har bir tarjimon o‘z
davri mafkurasiga mos ravishda uni talgin qgiladi”, degan fikrni aytib o‘tgan hamda yo‘qolgan elementlar va
interpretatsion o°‘zgarishlar hagida ham gapirgan [6]. Bundan tashgari eng muhim tarjima jarayonida sodir
bo‘lgan o‘zgarish bu shubhasiz, she’riy ifodaning nasrga aylantitilganligidir. Asar tragediya shaklida yozilgan
bo’lib, u choruslar, ya’ni bu bir guruh aktyorlar bo‘lib, ular birgalikda qo‘shiq, she’r yoki dialog orqali
spektakldagi vogealarga munosabat bildiradi, (yoki xorlar) hamda she’riy ko‘rinishda, ammo tarjimada asar
nasrga aylantirilgan va natijada garchi o‘quvchining tushunishiga osonroq shaklga aylantirilgan bo‘lsada,
she’riy ritm, estetik go‘zallik va dramatik kuch yo‘qolganini ko‘rishimiz mumkin. Masalan,

- “Fear? What has a man to do with fear who has firm belief in fate?” deya she 'riy shaklda keltirilgan.

- “Taqdirga ishongan odam qo ‘rquv nima ekanini bilmaydi”, shaklida nasriy bayon qilingan.

Yana bir muhim o‘zgarishlardan biri bu til darajasidagi farglar, ya’ni yunon tilidagi murakkab
grammatik qurilmalar ritorik so‘roq gaplar, metaforalar o‘zbek tiliga oddiy gaplar orqgali tarjima gilingan, bu
esa asarning ta’sirchanlik darajasining pasayishiga olib kelgan. Masalan,

- “Who is he, whose fate the god pronounces with such dread?”

- “Kim u? Xudo bunchalik dahshatli taqdir aytgan kishi kim? ” deya oddiy gap shaklida tarjima gilingan,
bu esa ritorik kuchni pasaytirgan, shunga garamay mazmun saglanib golgan.

Yana bir narsa bu o‘quvchilarni o‘ylantirishi tabiiy hol, ya’ni delokunizatsiya hodisasi sodir bo‘lishi bu
ijobiy jarayonmi yoki salbiy?! Aytish joizki, bu hodisaning salbiy tomonlari ham, ijobiy tomonlari ham birdek
kuzatilishi mumkin. Dastlab, ijobiy tomonlariga to‘xtalib o‘tadigan bo‘lsak, u bir gancha xulosalar kelishi
mumkin bular:

1. Tarjimaning tushunarli va ommabop bo‘lishini ta’minlaydi.

Ba’zida asar juda murakkab hamda tushunishi qiyin bo‘lgan an’anaviy va tarixiy hodisalarni o‘z ichiga
olganda, tarjima jarayonida tushunarlirog gilish hamda gadimiy va notanish madaniy kontekstni
soddalashtirish orgali asarni global auditoriya uchun yaginroq gilishi mumkin.

2. Turli madaniyatga moslashish imkoniyati.

Ba’zi madaniyatlarda asarning asl nusxasidagi diniy va ijtimoiy tushunchalar biroz qarama-garshiliklar
va tushunmovchiliklarga olib kelishi mumkin, bu esa asarning o‘qishlilik darajasini kamaytirihi mumkin.
Shuning uchun madaniyatga moslashtirib tarjima gilish, bir jamiyatga begona bo‘lgan elementlarni olib
tashlab, universal tushunchalarga asoslangan talgin yaratish imkonini beradi. Masalan, Edipning oz taqdirini
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qabul qilishi ba’zan yunon falsafasidagi taqdir tushunchasi emas, balki ekzistensial fojia-insonning erkinligi,
tanlovi, mas’uliyat va mavjudlikning noaniqligi bilan bog‘lig muammo, sifatida talgin gilingan.

3.Tarjimada ortigcha tafsilotlarni kamaytirish.

Ba’zan asarda ko‘p madaniy va diniy detallardan foydalaniladi, bu esa asarning asosiy mazmuniga putur
yetkazishi mumkin, shu tufayli ham ortqicha ma’lumotlarni kamaytirish va asosiy mazmunni saqlab qolish
orgali asarning yanada rivojiga olib kelishi mumkin.

Salbiy tomonlariga muhokama giladigan bo‘lsak, ular quyidagilardan iborat:

1. Sofokl yaratgan yunon mifologiyasi hamda madaniy gatlamlar yo’qolishi mumkin.

Tarjima jarayonida yunon madaniyatiga xos bo‘lgan madaniy jihatlar va ba’zi mifologik afsonalar
masalan, ular Xudolarga tegishli bo‘lishi mumkin, yo*golishi mumkin.

2. Asarning tragik ruhiyati va falsafiy mazmuni zaiflashishiga olib kelishi mumkin.

3. O‘quvchi asliyat bilan tarjima o‘rtasidagi tafovutni sezmasligi mumkin.

Shunday qilib, delakunizatsiya natijasi shu va shunga o‘xshash ijobiy va salbiy ogibatlarga yetaklaydi.

Xulosa. Xulosa qilib aytadigan bo‘lsak, Sofoklning “Shoh Edip” asarining tarjima jarayonida
delakunizatsiya hodisasidan foydalanilgan. Bu hodisa matnning tushunarli bo‘lishiga yordam beribgina
golmay, asarning globallashuviga ham katta yordam beradi, ammo shu bilan bir gatorda ortigcha
delakunizatsiya asar mohiyatini o‘zgartirib yuborishi hamda falsafiy mazmun zaiflashishiga ham olib kelishi
mumkin. ldeal tarjima esa katta mahorat talab giladi, bu madaniy gatlamlarni saglagan holda, zamonaviy
o‘quvchi uchun tushunarli bo‘lishi lozim. Shu sababli ham tarjima jarayonida delokunizatsiya hodisasidan
ehtiyotkorona hamda asosiy g‘oyani saglagan holda, asliyat va tarjima o‘rtasidagi muvozanatni topgan holda
foydalanish magsadga muvofiqg hisoblanadi.
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Abstract. This article explores Salman Rushdie’s Victory City as a prime example of magical realism
that reclaims narrative control through memory, myth, and feminist resistance. Centering on Pampa
Kampana—a prophetess, poet, and political figure—the novel transforms historical fragments into an
alternative mythology that challenges patriarchal and colonial narratives. Through Pampa’s voice, Rushdie
reimagines Vijayanagara as Bisnaga, a city built not by conquest but by language, magic, and pluralistic
ideals. The novel interrogates the construction of history and asserts the enduring power of storytelling in
resisting oppression and preserving cultural memory.

Keywords: magical realism, memory, feminism, myth, storytelling, postcolonialism.
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Knwwuesvie cnosa: Maeuveckuii  peanuzm, namsmo,  @QemMuHuzM, Mu@p, HOBECMBOSAHUE,
NOCMKOAOHUATUSM.

SALMAN RUSDIYNING "G'ALABA SHAHRI"DA SEHRLI REALIZM VA XOTIRA

Annotatsiya: Ushbu magola Salmon Rushdining G'alaba shahrini xotira, afsona va feministik garshilik
orgali hikoya nazoratini tiklaydigan sehrli realizmning eng yaxshi namunasi sifatida o'rganadi. Payg‘ambar
ayol, shoir va siyosiy arbob Pampa Kampanaga asoslangan roman tarixiy parchalarni patriarxal va
mustamlakachilik rivoyatlariga garshi mugobil mifologiyaga aylantiradi. Pampaning ovozi orgali Rushdie
Vijayanagarani Bisnaga, fath orgali emas, balki til, sehr va plyuralistik ideallar asosida qurilgan shahar
sifatida gayta tasavvur giladi. Roman tarix qurilishini so'roq giladi va zulmga qgarshi turish va madaniy
xotirani saglashda hikoya gilishning mustahkam kuchini ta'kidlaydi.

Kalit so'zlar: sehrli realizm, xotira, feminizm, afsona, hikoya, postkolonializm.

Salman Rushdie constructs a fictional empire through a combination of seeds and mythology as
well as mnemonic retellings in his Victory City. The novel presents historical events through the
perspective of an impassioned blind queen who transforms both reality and perception by using magic.

The first time | encountered Vijayanagara, it was not through a textbook or a travel brochure but through
the surreal vision of Rushdie’s Bisnaga. The enchanting origin of this city drew me in with its mystical
foundation since a prophetess exists who will survive all kings and empires. Long before | had seen Hampi’s
ruins or read the Deccan’s dusty chronicles, Rushdie had already built his city in my imagination. It was
vibrant, contradictory, alive—and destined to fall.

Rushdie’s Victory City (2023) unfolds as the long-buried manuscript of Pampa Kampana, a poet, queen,
and seer blessed with divine magic and cursed with impossible vision. She lives for 247 years, founding and
witnessing the rise and ruin of Bisnaga, a fictional analog to Vijayanagara. Her city is sown from seeds, her
breath animating its citizens, her voice shaping its history [Amirthavarshini & Bhuvaneswari 2023, 2].
Through his transformation of a real historical kingdom into a dreamlike realm, Rushdie makes use of the
power of magical realism which literature critics define as a method enabling authors to uncover historical
injustices without limiting themselves to realistic presentation. [Yogalakshmi & Vijayalakshmi 2023, 292]

SCIENTIFIC REPORTS OF BUKHARA STATE UNIVERSITY 2025/5 (122) 39


mailto:elnurbeast@gmail.com

LITERARY CRITICISM

History expresses itself through Pampa Kampana who exceeds the role of a narrator. Through poetry,
she employs the power of words to reinterpret how history will unfold for both a metropolis and its citizens
although she survived maternal loss and sexual assault in her past. Through her literary work Jayaparajaya
(Victory and Defeat) Pampa provides an alternative historical narrative that emphasizes gender perspectives
together with memory and verbal expression [Chaudhuri 2023, 8]. Pampa brings to mind Rushdie’s previous
fictional character Padma in Midnight’s Children but expands the literary power she possesses. The poet
generates her historical reality instead of limiting herself to mere remembrance of history.

Through his writing, Rushdie deliberately recovers the narrative control that had been lost under
patriarchal historical control. The novel depicts Pampa as both a representation of literary production and an
agent of political agency. The narrative presents itself as an alternate historical collection beyond royal
victories and military engagements by showing us how power structures interact within the deepest parts of an
imperial structure. Ramlal Agarwal points out that Rushdie gives priority to «magic and not human endeavorsy
throughout his novel because he presents Victory City as an imagined place rather than one committed to
historical accuracy. [Agarwal 2023, 1]

The magical elements within Victory City never fulfill the superficial function of decoration. Seeds
bloom into civilization. A forest rules without kings. The blind queen carries into memory everything that
society decides to overlook. Fantastic elements serve in Victory City as tools for dismantling established
patriarchal and religious beliefs. The goddess Parvati empowers Pampa through her vessel to rebel against
widow-burning and establish temples while fighting for gender equity before exile leads to complete blindness
for her deviance [Ajeesh 2023, 3]. The darkness does not stop her for she maintains her commitment through
writing verses that proclaim: «Words are the only victors» [Rushdie 2023, 315].

Pampa’s defiance extends beyond her traditional costume of defiance. Through creative agency, Pampa
delivers a counter-response to those oppressive powers that attempt to suppress her. Through the loss of
physical eyesight, she develops visionary insight which allows her to see with clarity the purpose of her
existence. Through the magical realism technique, Rushdie enhances Pampa’s subjective reality into ancient
mythical dimensions thus transforming her pain into higher transformative states. Through writing her memoir
Pampa showcases how memory remains intact and the voice maintains its strength when one loses sight.

Within the novel, Rushdie establishes subtle arguments against the way national histories are
constructed. The author uses Bisnaga as a fictional name for Vijayanagara along with a foreign pronunciation
to challenge how history is authenticated. The text cautions us that diasporic memory shapes into distorted
something mystical which still carries deep value. Through Pampa’s relationships with Hukka, Bukka, and
Domingo Nunes the novel demonstrates how different worldviews between indigenous and foreign cultures
clash and how their mixed descendants represent postcolonial identity characteristically. [Ajeesh 2023, 2]

Internal opposition consistently rejects the concept of a pluralist utopian empire during its existence.
The decline of Bisnaga results from internal conflicts between family members as well as their futile lust for
power while enduring external invasions. Rushdie displays opposition to remembering the vanished times of
excellence. The writing of stories becomes permanent while the nature of power proves to be temporary
according to his narrative. The Bisnaga downfall exists outside traditional tragic conventions because it follows
an endless universal pattern that plays between ascending and decaying forces. The last residue exists as a
word-based architectural structure rather than physical constructs.
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Various critics recognize Victory City as an epic structured for contemporary readers. The central
character in Victory City represents both the Homeric and Indian mythological heroines. Pampa breaks away
from typical heroic epics because her story does not involve military conquest or territorial expansion. She
finds her power within her ability to think beyond boundaries which human males divine beings or traditional
rules attempt to restrict her. Through her work, is author functions as a historian who rebalances historical
narratives by including suppressed voices in the building foundation. Rushdie utilizes the supposedly
impossible elements to develop a moral perspective according to Yogalakshmi and Vijayalakshmi.
[Yogalakshmi & Vijayalakshmi 2023, 294

Rushdie uses gender and identity presentation in Victory City because it follows contemporary
postcolonial literature which utilizes historical revision to subvert dominant cultural narratives. Through her
narrative control Pampa fights against standard male perspectives of historical conquest. The enduring impact
of Pampa remains focused on her strength to help others while ensuring lasting changes throughout history.
Rushdie expresses a feminist approach to building empires by demonstrating how diversity and inclusivity
should replace aggressive territorial tactics.

Within his literary work, Rushdie uses metafictional techniques that alert readers about stories being
man-made constructions. The presentation as a discovered manuscript makes readers question historic
authenticity while questioning the governmental influence on historical preservation. Rushdie communicates
his essential point that recorded history functions as survivorship because readers need a clear understanding
of the significance of self-awareness. Powers alone do not decide survival yet in the end the control of
storytelling decides what gets preserved.

Victory City demonstrates its worldwide importance in all its aspects. Through his book at this moment
of censorship battles and historical distortion Rushdie stresses that imagination represents a necessary building
block rather than an optional privilege. Rushdie combines political narratives with philosophical myths
together with a fantasy magic system to expose contemporary fights about factual accounts of cultural heritage
and social recognition. Victory City makes itself a literary tribute through its cultural significance which
extends past traditional novelistic boundaries.

The current post-truth reality shows how alternative facts have replaced complex understanding while
this idea maintains significant relevance. The fantastical use of historical perspectives enables Rushdie to
transform literature into a reparative system. The author goes beyond recounting historical events because he
takes back control of these moments while dissecting official historical recollections and demanding his
audience to study memory’s political dimensions. The situation in India’s current cultural and historical
dialogues requires this approach because multiple ideologies attempt to determine the nation’s historical
narrative.

The story of Bisnaga made by Pampa Kampana serves as a metaphor for fortion-building projects ford
to fore transformative power of imagination in leading an ethical life. The text presents Pampa Kampana’s
progressive ideals while they face constant rejection yet it never shows her mission as a hopeless cause.
Rushdie defends the courage to try to achieve justice despite all setbacks as better than choosing passive
submission to oppressive rule. Pampa maintains her strength through the fire that consumes her imaginary city
and the burning of her words allows her verses along with her visions and vital values to survive.

Through this interpretation, Victory City presents itself as an expression of sorrow for endangered
democratic systems and suppressed vocal expressions. Through his character, Pampa Rushdie demonstrates
his authorial commitment toward freedom of expression by crafting an enduring woman who defends herself
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through narration as well as preserves her values to shape the upcoming generations. The centuries-long burial
of the manuscript inside a clay pot signifies how a time might exist when the world refuses to accept the truth.
The story perseveres even after the appropriate moment arrives.

Rushdie presents a world guided by stories rather than swords in his fictional creation. Despite Bisnaga’s
domestic conflicts and overseas attacks, the Pampa epic continues to survive by being sealed inside a clay
vessel for numerous centuries before rediscovery. Storytelling exists as a life-sustaining practice to avoid being
wiped out from existence. Rushdie demonstrates through storytelling the concept that narratives formulated
by Said act as resistance and that imagination survives the end of empires. The city portrayed by Supriya
Chaudhuri as Victory City functions as a space entirely built from words whose survival depends on language
the way defeated people depend on it. [Chaudhuri 2023, 8]

Victory City distinguishes itself in modern literary discussion through its mixed literary structure. The
text uses epic poetry to present postmodern metafiction apart from feminism when exploring mythology in a
historical fantasy world. The text simultaneously analyzes while honoring the strength of storytelling methods.
The text presents readers with a new way to perceive literary works by demonstrating their ability to fight
against oppressive spiritual forces. Through Pampa’s experiences, the novel depicts women’s challenges along
with memory transformation and cultural diversity’s resilience.

The strength of Victory City in our current times results from its central commitment to pluralism
because it resists letting dominant narratives originating from power control the cultural dialogue. Rushdie
presents through his work three resistive elements against the observed cultural memory loss in the global
world where myth functions as storytelling and fiction represents reality while poetry entails oppositional
practices. Despite physical destruction, his writing demonstrates that human stories find refuge both within
poetry and literary imagination and ceramic vessels.
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Abstract. Eudora Welty's short story Why I Live at the P.O. explores the theme of loneliness through its
protagonist, sister, a woman who grapples with feelings of isolation and alienation within her family and
society. This paper delves into how Welty uses narrative structure, character development, and symbolism to
convey loneliness, providing a nuanced understanding of the emotional and psychological dimensions of
solitude. The study examines the cultural and social implications of loneliness, as portrayed in the Southern
United States, and how Welty's depiction of personal situation.

Keywords: central theme, loneliness, character development, psychological complexity, narrative voice,
alienation.

KOHUENIUA OAMHOYECTBA B PACCKA3E "IIOYEMY 5 )KUBY HA ITIOYTE"
IOJOPBI YIJITHU

Annomauusn. Pacckaz FOoopvr Yonmu "louemy s gicusy na noume" ucciedyem memy 0OUHOHECMBA
yepes anasmuyro 2epounto, Cecmpy, JHceHuuUHy, KOmopas GOpemcsi ¢ Yy8Cmaeamu U30IAYUYU U OMYYICOeHUs. 6
cembe u obwecmee. B oaunnoi pabome paccmampueaemcs, Kax Yaimu uUcCnoiv3yem CmMpYKmMypy
NOBECTNBOBAHUS, PA3GUMUE NEPCOHAMNCEll U CUMBOAUIM ONsl Nnepeoayu O0OUHOYECmBd, NpedoCmasisisL
HIOAHCUPOBAHHOE NOHUMAHUE IMOYUOHATLHBIX U NCUXOTOSUHECKUX ACheKmos yedunenusi. Mccrnedosanue
aHaIU3Upyem KyaibmypHble U COYUanblble NOCIeOCMEUs. 00UHoYecmea, uzoopascennvle Ha ioee CoeOuHeHHbIX
UImamos, u mo, kax uzodpasicenue Yanmu 1uyHo U301AYUU NEPEKTUKAENCA ¢ O0Nee WUPOKUM Ye08eHeCKUM
ONBIMOM.

Knwuesvie cnosa: llenmpanvruas mema, 00UHOUECME0, pa3sumue NEPCOHANCA, NCUXOTIOSUHECKAs.
CILOJCHOCMb, HOBECMBOBAMENbHYIIL 2010C, OMYYIHCOCHUE.

YUDORA UELTINING “WHY I LIVE AT THE P.O.” HIKOYASIDA YOLG‘IZLIK
TUSHUNCHASINING IFODASI

Annotatsiya. Yudora Ueltining “Why I Live at The P.O” hikoyasi yolg ‘izlik mavzusini bosh gahramon
Opa misolida o‘rganadi. U oilasi va jamiyatda yakkalanish hamda begonalashuv tuyg‘ulari bilan
kurashayotgan ayoldir. Ushbu ishda Ueltining yolg ‘izlikni ifodalash uchun hikoya tuzilishi, gahramonlar
taraqqiyoti va ramziylikdan ganday foydalanishi tahlil etiladi. Bu esa yolg ‘izlikning hissiy va ruhiy jihatlarini
nozik tushunishni ta’minlaydi. Tadqgiqot AQSh janubida tasvirlangan yolg ‘izlikning madaniy va ijtimoiy
ogibatlarini hamda Ueltining shaxsiy izolyatsiya tasviri kengroq insoniyat tajribasi bilan ganday
uyg ‘unlashishini o ‘rganadi.

Kalit so‘zlar: asosiy mavzu, yolg ‘izlik, xarakter rivojlanishi, psixologik murakkablik, hikoyachi ovozi,
begonalashuv.

Introduction. Eudora Welty was born in Jackson, Mississippi, on April 13, 1909, She grew up with
younger brothers Edward Jefferson and Walter Andrews. Her mother was a schoolteacher. Her family were
members of the Methodist church Welty soon developed a love of reading She attended Central High School
in Jackson In 1936, she published "The Death of a Traveling Salesman" in the literary magazine Manuscript,
and soon published stories in several other notable publications including The Sewanee Review and The New
Yorker. [4.12] She strengthened her place as an influential Southern writer when she published her first book
of short stories, A Curtain of Green. she received the Pulitzer Prize for Fiction for her novel The Optimist's
Daughter. Overall she wrote eight collections of short stories, five novels and essays during her lifetime. In
Eudora Welty's short story Why | Live at the P.O., was published in The Atlantic, on April, 1941 in the “The
Curtain of Green” In this story loneliness is a central theme that informs the protagonist’s decisions and
worldview. Sister, the narrator, recounts her decision to leave her family and live at the local post office as a
means of escaping the emotional isolation she feels within her household. Her decision to live alone reflects a
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deeper psychological conflict, one that embodies the tensions between personal identity, familial expectations,
and societal norms.

Literature Review. Loneliness, as a recurring theme in literature, has been examined from various
perspectives and in different cultural contexts throughout history. Sociologist John Cacioppo defines loneliness
not merely as physical solitude but as an emotional state marked by a perceived absence of meaningful social
connections and relationships. [1.4] In literary works, loneliness often serves as a key component of character
development, adding emotional depth and complexity to the narrative. For example, in William Faulkner’s As
I Lay Dying, characters grapple with both physical and emotional isolation, reflecting their internal struggles
and psychological turmoil. Similarly, in J.D. Salinger’s The Catcher in the Rye, the portrayal of Holden
Caulfield’s loneliness points to a larger existential crisis, encapsulating a deep sense of alienation from the
world around him. Eudora Welty’s treatment of loneliness in Why | Live at the P.O. offers a particularly
nuanced exploration of the theme, as it is not merely an inevitable condition or emotional state, but rather the
outcome of personal choices and the complex dynamics between individuals. Scholars, including Susan L.
Roberson (1991), have pointed out that Welty frequently examines the tension between personal identity and
familial obligations in her works, with Why | Live at the P.O. serving as a prominent example of this thematic
focus. The story delves into the protagonist’s relationship with her family and her subsequent desire for
independence, highlighting the psychological complexity of loneliness. In this context, loneliness is not simply
a passive result of external isolation but a self-imposed condition that arises from the protagonist’s decision to
withdraw from her family. This active choice emphasizes the emotional and psychological dimensions of
loneliness as something rooted in personal agency and internal conflict, rather than just a passive experience
of being alone. The story thus sheds light on how interpersonal relationships and individual decisions
intertwine to create a multifaceted experience of isolation that extends beyond mere physical separation.
[6.104]

Methodology. In the process of writing this article, | employed a qualitative research approach. This
method proved to be invaluable in examining how the theme of loneliness is both constructed and represented
in the story. The methodology centers around a close reading of the primary text, paying particular attention
to aspects such as the narrative structure, the relationships between characters, and the use of symbolic
elements throughout the story. To enrich and contextualize the analysis, | incorporated secondary sources,
including scholarly articles, books, and psychological studies on the concept of loneliness. These sources
provided a broader theoretical framework that helped deepen the understanding of the theme within the story.
Throughout the analysis, I identified several key components that contributed to the exploration of loneliness
in the narrative. One of the most important elements is characterization, where Sister's actions and dialogue
reveal the profound sense of isolation she feels, allowing us to see how her emotional distance manifests in
her behavior. Another significant aspect is the narrative Voice, with the first-person perspective playing a
crucial role in conveying the protagonist’s inner loneliness. This narrative choice allows readers to engage
directly with Sister’s emotional turmoil, offering an intimate view of her thoughts and struggles. Additionally,
symbolism plays a pivotal role in the story, particularly the use of the post office. The post office functions as
both a literal and symbolic space that represents emotional separation and alienation, underscoring Sister’s
desire to escape from her family’s emotional neglect. Lastly, family Dynamics is a critical area of focus, as the
ways in which Sister interacts with her family members highlight her emotional state and the tensions that
contribute to her feelings of isolation. These elements collectively work together to enrich the analysis and
offer a deeper insight into how loneliness is portrayed and understood within the narrative.

Discussion. In Eudora Welty's short story "Why I Live at the P.O.," the protagonist, Sister, is depicted
as someone who feels deeply rejected and estranged within her own family. Throughout the narrative, Sister
consistently portrays herself as the victim of ongoing mistreatment and neglect, which ultimately leads her to
the conclusion that the only way to escape her family's dysfunction is to live alone at the post office. Her
character is defined by a sense of bitterness and defensiveness, which underscores her emotional detachment
and inability, or perhaps unwillingness, to form meaningful connections with those around her. The tensions
between Sister and her family members, particularly her sister Stella-Rondo and their mother, serve as the
emotional core of her sense of alienation. These strained relationships exemplify the psychological nature of
loneliness: Sister’s isolation is not simply a matter of physical distance but is deeply rooted in unresolved
emotional scars and wounds.

For example, when Sister recounts the way her family has treated her, she states, "I guess they just don’t
see me. | was always the one that they thought they could count on for nothing." [4.98] This powerful statement
encapsulates the very essence of loneliness as an emotional condition of being invisible—where one’s presence
is neither acknowledged nor valued. Sister's perception of being an outsider in her own family highlights the
profound emotional weight behind her decision to leave and live separately. The first-person narrative voice
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is essential in conveying Sister’s profound isolation. Her internal monologue, brimming with sarcasm,
frustration, and bitterness, reflects her emotional withdrawal and the constant need to rationalize her choice to
distance herself from her family. The deeply subjective nature of her storytelling allows the reader to
experience her emotional anguish firsthand, presenting her loneliness in its most raw and unrefined form.
However, Sister's narrative is marked by unreliability, casting doubt on the extent of her victimization and
whether she bears some responsibility for the dysfunction within her family. Her style of storytelling is one of
constant self-justification, frequently enumerating her grievances with family members, which creates an
emotional chasm between her and the people she claims to have been wronged by. This technique serves to
emphasize the emotional rift between Sister and her relatives, further reinforcing the central theme of
loneliness. The post office, where Sister chooses to live, functions as a potent symbol of both physical and
emotional separation. Situated on the outskirts of town, the post office is portrayed as a transitional, liminal
space—a place where Sister can withdraw from both her family and the societal pressures that weigh on her.
Her decision to take up residence in this unconventional space represents her desire to break away from her
past and construct an identity independent of the expectations imposed by her family. Ironically, the post office,
a location intended for communication and connection, becomes the very setting for Sister’s self-imposed
exile. The institution of the post office, a place designed to facilitate exchange and interaction, thus takes on
an ironic role in the story, symbolizing the breakdown in communication within Sister’s family. Sister’s
fractured relationships with her family members also reflect broader themes regarding societal and gender
expectations, particularly within the rural South. Her growing resentment toward her family, especially toward
her sister Stella-Rondo, can be interpreted as a subtle critique of the traditional roles women are expected to
adopt within the family structure. Sister’s sense of isolation is further exacerbated by her failure or refusal to
conform to these roles—she is neither the dutiful daughter nor the nurturing sister. This rejection of societal
expectations heightens her sense of alienation, highlighting the pressures placed on individuals, particularly
women, to adhere to familial and societal norms. Through her character, Welty illustrates that loneliness is not
simply an emotional state but rather a complex, multifaceted experience shaped by family dynamics, personal
identity, and societal pressures.

Results. Through a careful analysis of Sister's characterization, narrative voice, symbolism, and
interactions with her family, it becomes evident that Welty portrays loneliness as a multifaceted psychological
and social condition. Sister's sense of isolation is not simply the result of physical separation from others, but
rather stems from deeper issues of emotional neglect and struggles with her personal identity. The post office,
in this context, serves as both a literal and symbolic refuge—a space where she can escape from her family’s
emotional neglect. Yet, paradoxically, this place of physical retreat also underscores the inescapable nature of
her inner loneliness, which persists despite her attempt to distance herself. Furthermore, the theme of loneliness
in Welty's story is intricately shaped by the Southern cultural backdrop, where strong family bonds and societal
expectations often impose rigid boundaries on individual expression and autonomy. In the context of this
culture, Sister's decision to leave her family represents both an act of defiance against those constraints and a
profound expression of unmet emotional need. This departure illustrates the complexities of personal isolation,
revealing that such isolation is not only a response to familial rejection but also a reinforcement of the societal
pressures that shaped her experiences. Sister’s retreat into solitude reflects a deep yearning for self-definition
outside the confines of familial duty and social conformity, ultimately highlighting how loneliness can be both
a symptom and a product of the cultural and emotional expectations placed on individuals.

Conclusion. To conclude, in Why | Live at the P.O., Eudora Welty skillfully delves into the complex
and multifaceted nature of loneliness. Through the protagonist's personal narrative, the tensions within her
family, and the symbolic significance of the post office, Welty creates a rich portrayal of how loneliness can
manifest in both overt and subtle forms. The story suggests that loneliness is not merely a consequence of
being physically alone but is often a reflection of deeper emotional isolation, miscommunication, and the
inability to form meaningful connections with others. This emotional distance is not always visible on the
surface but is often felt on a much more profound level, affecting the way individuals interact with the world
around them. Through Sister's experiences, Welty shows that loneliness can arise from unresolved emotional
conflicts, particularly within the family structure, where expectations, misunderstandings, and unmet needs
create barriers to true intimacy. The story also provides insight into how these interpersonal dynamics reflect
the broader societal forces at play, particularly in the context of the Southern family. By focusing on the
Southern family dynamic, Welty encourages readers to consider how cultural and societal norms shape
individual experiences of isolation. The family, as a microcosm of society, is both a source of comfort and a
site of conflict, where the pressures to conform to certain roles can intensify feelings of alienation. In this way,
the story not only examines the personal aspect of loneliness but also invites a reflection on the societal
influences that contribute to it. In this exploration, Welty effectively shows that loneliness is a deeply
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psychological experience that is shaped not only by personal choices but also by the larger cultural and familial
structures individuals navigate. It is a condition that transcends physical separation, often taking root in the
emotional and social fabric of one's relationships, making it all the more difficult to escape or overcome.
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Annotatsiya. Mazkur maqolada O ‘tkir Hoshimovning badiiy asarlarini rus tiliga tarjima qilish
jarayonida milliy mentalitet va madaniy realiyalarning ifoda topish masalalari tahlil gilinadi. Asosan
adibning tilga xos obrazlar, xalgona iboralar, maishiy leksika, diniy-tarixiy gadriyatlar va ijtimoiy ongda
mustahkam o ‘rin olgan milliy obrazlar orqali milliy dunyoqarashni ifodalash uslublariga e’tibor qaratiladi.
Tarjima jarayonida ushbu birliklarni saglab qolish, muqgobil ekvivalent topish yoki izohli bayon etish
zaruriyati lingvokulturologik yondashuv nuqtayi nazaridan ko ‘rib chigiladi.

Kalit so‘zlar: O ‘tkir Hoshimov, tarjima, milliy mentalitet, madaniy realiyalar, lingvokulturologiya,
ekvivalentlik, xalgona iboralar, izohli tarjima, milliy obraz, badiiy tafakkur.

BbIPA’KEHUE HAIIMOHAJIBHOI'O MEHTAJIMTETA U KYJIbTYPHBIX PEAJINI B
PYCCKOM IIEPEBOJE TPOU3BEJEHNU OKUPA KAIIIMMOBA

Annomayua. B Oannoui cmamve aHanu3upyromcs O0COOEHHOCMU BbIPANCEHUS HAYUOHATLHO2O
Menmanumema u KyIbMmypHbIX Deanuti 6 npoyecce nepeood XyoodcecmeeHHblX npouseedenuii Ymxupa
Xowumosa na pycckuil a3vik. OcHoO8HOE BHUMAHUE YOeNAeMCs. OMPANCEHUI0 HAYUOHATLHO20 MUPOBO33PEHUS
yepes s3bIKosble 00PA3bl, HAPOOHBIE BbIPANCEHUS, DBIMOBYIO NEKCUKY, PENUSUOZHO-UCMOPUYEeCKUe YEeHHOCTU
U KyIbmypHO 3HAYUMble Peanul, 2r1y60Ko YKOpeHUuswuecs 8 oouecmeeHHom cosnanuu. Paccmampusaromes
npobaembl coxpanenus makux eOuHuy 6 nepesooe, NOUCKA A0eK8amHbIX IKGUBANEHMOE UNU UCNOIb3068AHUS
NOSICHUMENbHO2O Nepesodd 8 pPAMKAX JUHSBOKVILMYPOIOSUYECKO20 Nno0xX00d. Ananus npoeooumcs Ha
npumepe npoussedenuti “‘/lena mupcxue” u “Medxcdy 08yx deepetl”.

Kniouesvie cnosa: Ymxup Xowumos, nepesoo, HayuoHALbHbLI MEHMATUmen, KyibnypHble Peanu,
JIUH2BOKYIbMYPOLO2USL, IKEUBANEHMHOCTb, HAPOOHbLE GbIPANCEHUS, NOACHUMENbHYII NePe6oo, HAYUOHANbHbBL
00pas, xyo0oocecmeeHHoe MblulieHue.

EXPRESSION OF NATIONAL MENTALITY AND CULTURAL REALITIES IN THE
RUSSIAN TRANSLATION OF OTKIR KASHIMOV'S WORKS

Abstract. This article analyzes the representation of national mentality and cultural realia in the process
of translating the literary works of O ‘tkir Hoshimov into Russian. The focus is on how national worldview is
conveyed through culturally marked language, idiomatic expressions, domestic vocabulary, religious and
historical values, and socially embedded images. The study discusses the necessity of preserving such units
during translation, finding proper equivalents, or applying explanatory translation methods from a
linguocultural perspective. The analysis is based on Hoshimov’s works such as “The Affairs of the World”
and “Between Two Doors.”

Keywords: O ‘tkir Hoshimov, translation, national mentality, cultural realia, linguoculturology,
equivalence, idiomatic expressions, explanatory translation, national imagery, artistic thinking.

Kirish. Tarjima faoliyati nafaqat tildan tilga so‘z ko‘chirish jarayoni, balki ikki xalq madaniyati, tarixiy
tafakkuri va milliy ongining murakkab o‘zaro muloqoti sifatida talqin etiladi. Ayniqsa, badiiy tarjima
jarayonida muallif yaratgan obrazlar, xalgqona iboralar, mentalitetga xos ifodalar, diniy-ma’naviy tasavvurlar
va tarixiy qatlamlar boshqa tilga ko‘chirilganda, ular oddiy leksik almashtirish bilan emas, balki mazmunni,
milliy ruhni va estetik zaminni to‘liq saglab qolgan holda talqin etilishi lozim bo‘ladi. O‘zbekiston adabiyotida
o‘ziga xos milliy ruh, xalqona obraz va ijtimoiy ongni ifodalovchi yetuk adiblardan biri O‘tkir Hoshimov
hisoblanadi. Uning asarlarida aks etgan turmush falsafasi, oddiy inson hayotiga xos ruhiy kechinmalar,
murosasizlik va mehr-oqibat aksariyat hollarda milliy tafakkur bilan uyg‘un holda shakllangan. Shunday
bo‘lsa-da, ushbu badiiy qatlamni rus tiliga tarjima qilish jarayonida ma’naviy boylik va madaniy realiyalarning
saqglanib qolishi har doim ham o°z-o0‘zidan kechavermaydi.
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Milliy mentalitet va madaniy realiyalarni boshga tilda ifodalashda tarjimon fagatgina til vositachisi
emas, balki madaniyatlararo alogani ta’minlovchi ijtimoiy-psixologik vositachi sifatida garaladi. Aynan
shunday hollarda lingvokulturologik yondashuv muhim ahamiyat kasb etadi. Bu yondashuv orgali tarjimon
har bir iboraning ortidagi madaniy, tarixiy va ijtimoiy kontekstni tushunib, uni magsadli auditoriyaga muvofiq
tarzda yetkazishga harakat qiladi. O‘tkir Hoshimovning “Dunyoning ishlari” va “Ikki eshik orasi” kabi asarlari
milliy qadriyatlar, ona tilining emotsional boyligi va xalqona obrazlarga boy bo‘lganligi sababli, bu asarlarni
tarjima gilishda lingvistikdan tashgari madaniy muvofiglashtirish muammosi ham yuzaga chigadi. Ushbu
maqolada ayni muammolar chuqur tahlil gilinib, tarjima jarayonida milliy tafakkur va madaniy gatlamlarni
saqglab qolishning lingvokulturologik mexanizmlari ko‘rib chiqiladi.

O‘rganilganlik darajasi. Tarjima nazariyasi va lingvokulturologiya sohalarida milliy mentalitet va
madaniy realiyalarning boshqa tilda ifodalanish muammosi ko‘plab xorijiy va mahalliy olimlarning ilmiy
izlanishlarida keng yoritilgan. Jumladan, tarjima faoliyatining madaniyatlararo kommunikatsiya vositasi
sifatida o‘rganilishi Y. Naida, E. Zhatkin, G. Vermeer, L.S. Barkhudarov, V.N. Komissarov kabi mutaxassislar
izlanishlarida asosiy nazariy yo‘nalish sifatida garalgan. Ularning tadqiqotlarida tarjimada ekvivalentlik,
adaptatsiya va interpretatsiya jarayonlarining madaniy kontekst bilan bevosita bog‘liqligi alohida ta’kidlanadi.

Milliy madaniyatga xos birliklarning tarjimasida yuzaga keladigan semantik uzilishlar, ekvivalent
topishda yuz beradigan interpretatsion muammolar hagida E. Etkind, A.V. Fedorov, 1.S. Alekseeva va N.K.
Garbovskaya tomonidan chuqur tahliliy fikrlar ilgari surilgan. Ularning qarashlariga ko‘ra, badiiy matnda
mavjud madaniy va mintagaviy birliklar tarjimonda nafagat lingvistik bilim, balki sotsiokultural
kompetensiyani ham talab giladi. Xususan, xalgona iboralar, diniy-axlogiy gadriyatlar va milliy tarix bilan
bog‘liq realiyalar boshqa tilga o‘tkazilganda, ular o‘zbek xalqining tafakkuriga xos semantik yuklamani saglab
golishi kerak.

Mabhalliy ilmiy adabiyotlarda ham bu muammo yengil o‘tilib ketilmagan. Jumladan, G.S. Saidova, Z.M.
Raxmonqulova, M.K. To‘ychiyev va boshga tarjima mutaxassislari tomonidan milliy o‘zlik, madaniy
konnotatsiyalar va tarjima jarayonidagi semantik ekvivalentlik masalalari ko‘tarilgan. Ular O‘zbekiston
adabiyotining rus tiliga tarjima gilinishi davomida yuzaga keladigan lingvistik va kulturologik tafovutlarni
aniq misollar asosida tahlil gilgan. Shuningdek, O‘tkir Hoshimovning asarlari tarjimasi yuzasidan individual
tahlillar mavjud bo‘lsa-da, bu asarlardagi milliy mentalitet va madaniy realiyalarning tarjima jarayonida
ganday ifoda topayotganini lingvokulturologik yondashuv asosida tizimli o‘rganish hali to‘liq amalga
oshirilmagan.

Muhokama. Tarjima jarayonida milliy mentalitet va madaniy realiyalarning ifoda topishi nafaqat til
vositasida, balki xalqning madaniy tafakkuri, tarixiy tajribasi va ijtimoiy ongini o‘zida mujassam etgan
semantik birliklarning adekvat tarzda yetkazilishiga bog‘liqdir. Ayniqsa, O‘tkir Hoshimov ijodida bunday
birliklar ko‘plab uchraydi: xalqona iboralar, diniy-taqvodor qadriyatlar, o‘zbek oilasiga xos ijtimoiy rollar,
tarixiy-estetik obrazlar va hayotiy kinoya bilan boyitilgan xalq tilidagi ifodalar. Bularni rus tiliga tarjima
gilishda nafagat til sathi, balki madaniy kontekst ham digqgat bilan hisobga olinishi kerak. Chunki, madaniy
realiyalar har doim ham boshqa til va madaniyatda tayyor ekvivalentga ega bo‘lavermaydi.

Shu bois tarjimonlar ko‘pincha uch xil yondashuvdan foydalanadilar: to‘g‘ridan-to‘g‘ri ekvivalent
qidirish, funksional moslik asosida bayon qilish yoki izohli tarjima orqali ma’no berish. O‘tkir Hoshimovning
“Ikki eshik orasi” romanida uchraydigan “nasib” so‘zi, “boqiy dunyo”, “halollik bilan topilgan rizq” kabi
diniy-ma’naviy birliklar rus tilida faqat leksik darajada emas, balki madaniy jihatdan ham tushunarli bo‘lishi
uchun izohli yondashuvni talab giladi. Xuddi shunday, xalgona iboralar — masalan, “yo‘lini bersin”, “duosi
o‘tgan odam” kabi tushunchalar ham rus tiliga faqat literal tarjima bilan emas, balki madaniy anglatmalar
asosida ko‘chirilishi kerak.

Muhokamada alohida ta’kidlash lozimki, tarjima jarayonida ushbu madaniy birliklar o‘zbek xalgining
turmush tarzini, ijtimoiy o‘zaro munosabatlar tizimini va qadriyatlar zanjirini ifodalaydi. Agar ular noto‘g‘ri
yoki yuzaki tarjima qgilinsa, asarning badiiy qgatlami, estetik ruhi va muallif pozitsiyasi sezilarli darajada
yo‘qoladi. Shu sababli, tarjimon oddiy vositachi emas, balki madaniy ruhni saqlovchi, ko‘prik vazifasini
bajaruvchi ijodkor sifatida namoyon bo‘ladi. Bu holatda tarjimonning lingvokulturologik saviyasi, o‘zbek
mentalitetiga bo‘lgan ichki sezgirligi va rus madaniyatini chuqur anglash salohiyati hal qgiluvchi rol o‘ynaydi.

Shu nugtayi nazardan qaraganda, tarjima nafaqat so‘zlarni almashtirish, balki dunyoqarashlar,
qadriyatlar va madaniy xotirani bir kontekstdan boshqasiga o‘tkazishdir. O‘tkir Hoshimov asarlarining
tarjimasi ana shu jihatlarni chuqur yoritishda va milliy o‘zlikni xalgaro adabiy makonga olib chigishda muhim
vosita bo‘lib xizmat qgiladi.

O‘tkir Hoshimovning asarlari o‘zbek xalqining milliy mentaliteti, ma’naviy qadriyatlari va kundalik
turmush tarzi bilan chuqur bog‘liq bo‘lib, tarjima jarayonida aynan shu jihatlarni saqlab qolish eng katta
giyinchiliklardan biridir. Asarlarda uchraydigan xalqona iboralar, o‘zbekona muomala madaniyati, diniy va
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tarixiy obrazlar, oilaviy an’analar, mehr-ogibatga asoslangan ijtimoiy munosabatlar va ona tiliga xos hissiy
rang-baranglik — bularning barchasi Hoshimov uslubining ajralmas gismidir. Birog rus tiliga tarjima
gilinayotganda ushbu lingvokulturologik birliklar ko‘pincha to‘liq ekvivalent topolmaydi yoki izohlovchi
kontekst orgali berilishi talab etiladi.

Tarjima davomida muallif uslubining obrazliligi, xalq og‘zaki ijodiga xos uslublar, jumladan, magqollar,
matal va iboralarning to‘g‘ridan-to‘g‘ri o‘girilishi ularning semantik zaminini yo‘qotish xavfi bilan bog‘lig.
Shu sababli tarjimon madaniyatlararo tafakkur darajasida muvozanatni saglagan holda milliy obrazlarning
mantigiy-ma'naviy zaminini anglab yetishi lozim bo‘ladi. Masalan, “Dunyoning ishlari” yoki “Ikki eshik orasi”
asarlaridagi badiiy tafakkur va hayot falsafasi o‘zbek xalqining an’anaviy dunyoqarashini aks ettiradi, rus
tilidagi ekvivalentda esa bu konnotatsiyani saglab golish fagatgina strukturaviy tarjima orgali emas, balki
lingvokulturologik yondashuv vositasida amalga oshiriladi.

Tahlil va natijalar. O‘tkir Hoshimov asarlari rus tiliga tarjima gilinganda, milliy mentalitet va madaniy
realiyalarni to‘laqonli yetkazish masalasi murakkab va ko*p girralidir. Tahlil natijalariga ko‘ra, tarjimonlarning
asosiy e’tibori voqealarning mazmuniy mantig‘i va kontekstual anglanishiga qaratilgan bo‘lsa-da, ayrim
hollarda mahalliy kolorit, tilning emotsional ohangi va milliylik ifodasi yetarli darajada saglanmagan.
Jumladan, “Daftar hoshiyasidagi bitiklar”, “Bahor qaytmaydi” kabi asarlarda o‘zbekona odob-axloq
me’yorlari, oilaviy munosabatlardagi iliglik va qadr-qimmat mezonlari ba’zan neytral tarjima shakllariga
almashtirilgan.

Shuningdek, madaniy realiyalar — masalan, milliy taomlar, urf-odatlar, o‘zbekcha iboralar yoki xalqona
kinoyalar tarjimada to‘g‘ridan-to‘g‘ri ko‘chirilmasdan, umumlashtiruvchi yoki o‘quvchiga tanish
ekvivalentlar bilan almashtirilgan. Bu esa o‘quvchining asar muhitiga to‘liq sho‘ng‘ishini qiyinlashtiradi.
Aynigsa, dialoglar va tilga oid o‘yinlar rus tilida berilayotganda milliy rang-baranglik soddalashtirilganligi
ko‘zga tashlanadi.

Shu bilan birga, ayrim tarjimalarda tarjimonlar tomonidan zarur izohlar berilishi, qo‘shib o‘tilgan
so‘zbayonlar yoki izohli eslatmalar milliy mentalitetni tushunishda yordamchi vosita bo‘lib xizmat qilgan. Bu
holat tarjimada fagat lingvistik emas, balki madaniy interpretatsiya uslubidan ham foydalanilganini ko‘rsatadi.
O‘tkir Hoshimovning lirik obrazlar yaratish mahorati, xalqona til ohangi, hayotiylik va ijtimoiy keskinlikni
beruvchi ifoda vositalarining ko‘plab hollarda tarjimada pasayib ketgani, asarning badiiy kuchini to‘liq ochib
bera olmaganini ko‘rsatadi.

Xulosa qilib aytganda, O‘tkir Hoshimov asarlarining rus tilidagi tarjimalarida milliy mentalitetni
yetkazish jarayonida ayrim realiyalarni adekvat uzatishda madaniyatlararo tafovutlar va til vositalarining
chegaralari muhim rol o‘ynagan. Bu esa tarjima sifatiga va o‘quvchi tomonidan milliylikni gabul qilish
darajasiga bevosita ta’sir ko‘rsatgan.

Shuningdek, “Bahor qaytmaydi” asarining rus tiliga tarjima qilingan variantida qahramonlar orasidagi
dialoglarda uchraydigan o‘zbekona kinoya va hikmatli iboralar ko‘pincha to‘g‘ridan-to‘g‘ri tarjima qilingan,
natijada ularning emotsional ta’sir kuchi pasaygan. Masalan, "Odamning oti chigmasin, chigqanda toy bo‘Isin"
kabi xalq magqollarining o‘rniga rus tilida berilgan ekvivalentlar ko‘p hollarda o‘zbek xalqona tafakkurini
yetkazib bera olmagan. Bu esa milliy mentalitetning tarjima mobaynida “yupqalashishiga” olib kelgan.

Bundan tashqari, “Daftar hoshiyasidagi bitiklar” asaridagi xalqona kinoyalar, jamiyatdagi kinik
holatlarga nisbatan satirik munosabatlar va hayotiy istehzolarning tarjimada oddiy ifodalarga aylantirilgani
kuzatiladi. Bu esa asarning o‘zbek o‘quvchisida uyg‘otadigan ichki rezonansini rus o‘quvchisi uchun
susaytiradi. Aynigsa, “Boboning o‘gitlari” singari parchalar milliy tarbiya tizimini, qadriyatlar zaminini
ifodalovchi muhim diskurslar bo‘lib, ularni tarjima qilishda lingvistik izohlar yoki madaniy kontekstga ega
qo‘shimcha sharhlar yetarlicha berilmagan.

Ba’zi hollarda tarjimonlar milliy koloritni saqlab qolishga harakat gilgan. Masalan, “Shoshilinch xat”
asarida o°‘zbek to‘y marosimlari, uyda o‘tkaziladigan duolar, ayollarning o‘zaro muloqotlari kabi holatlarda
milliy muhitni gayta yaratish uchun kursivli izohlar, skobkali tushuntirishlar yoki parantezlar orgali original
matnning ruhini saglashga intilgan. Bu hol tarjimaning fagat tildagi emas, balki madaniy adaptatsiya
bosqgichidan ham o‘tganini ko‘rsatadi.

Tarjimada kuzatilgan yana bir muhim jihat — bu leksik tafovutlar. O‘zbek tilidagi “qorako‘z”, “tushlik”,
“bolajon”, “kuyovbola”, “mahalla”, “dugona” kabi ijtimoiy-madaniy yuklamaga ega so‘zlar rus tiliga
o‘girilganida ba’zida bevosita, ba’zida esa umumiy tushunchalarga almashtirilgan. Bu esa O‘tkir Hoshimov
yaratgan ijtimoiy portretlarning milliy xususiyatini to‘liq ifodalashda ma’lum darajada cheklov tug‘dirgan.

Shu jihatdan, tarjimada lingvomadaniy ekvivalentlik tamoyilining to‘laqonli qo‘llanilmaganini aytish
mumkin. Milliy mentalitetni aks ettiruvchi o‘zbek tilidagi iboralar, muomala madaniyati va xarakteristik
dialoglar — o‘zbek o‘quvchisi uchun odatiy, ammo rus tilidagi o‘quvchi uchun begona bo‘lishi mumkin. Bu
esa kross-madaniy tarjima (cross-cultural translation) sohasining dolzarb muammolari gatoriga kiradi.
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Xulosa. O‘tkir Hoshimov asarlari — o°‘zbek xalqgining milliy tafakkuri, ruhiyati va madaniy
gadriyatlarini chuqur aks ettiruvchi badiiy manbalardir. Ularning rus tiliga tarjimasi jarayonida lingvistik va
madaniy tafovutlar muayyan qiyinchiliklarga sabab bo‘layotgani aniglandi. Tahliliy tahlillar shuni
ko‘rsatadiki, tarjimalarda ko‘plab milliy realiyalar — xalg maqollari, kinoyalar, odob-axloq me’yorlari va
ijtimoiy urf-odatlar — to‘laqonli saqlanmagan, ba’zida soddalashtirilgan yoki umumlashtirilgan shakllarda
berilgan.

Bu holat o‘quvchi ongida asarning asl milliy ruhidan ayrilishi, kontekstni to‘liq idrok qilmaslik
holatlariga olib keladi. Shunga qaramay, ba’zi tarjimonlar tomonidan qo‘llanilgan izohli sharhlar, madaniy
adaptatsiya usullari va tanlangan ifoda vositalari original asar muhitini rus tilida qisman bo‘lsa-da saglashga
xizmat qgilgan.

Shunday qilib, O‘tkir Hoshimov asarlarini boshqa madaniyat vakillariga yetkazishda nafagat
tarjimaning lingvistik to‘g‘riligiga, balki madaniy ifoda vositalarining ekvivalentligini ta’minlashga ham
alohida e’tibor garatish lozim. Bu esa milliy adabiyotning xalqaro miqyosdagi idrok darajasini oshiradi va
o‘zbek adabiy tafakkurining madaniyatlararo aloqadagi o‘rnini mustahkamlaydi.

Tavsiyalar:

1. Tarjimonlar uchun lingvokulturologik tayyorgarlik muhim ahamiyat kasb etadi; ular tarjima
gilinayotgan matndagi milliy realiyalarni tushunish va boshga til kontekstida yetkazish qobiliyatiga ega
bo‘lishi zarur.

2. lzohli tarjima, stilistik moslashtirish va adaptatsiya uslublaridan foydalanish orgali milliy obraz va
qadriyatlarni o‘quvchiga tushunarli va ta’sirchan tarzda yetkazish lozim.

3. Tarjimaning matn osti (subtextual) ma’nolarini saqlab qolish, ya’ni milliy xotira, ruhiy-estetik
qatlam, xalqona falsafa va badiiy tafakkurni mos kontekstda ifoda etish ustuvor vazifa bo‘lishi kerak.

4. Milliy mentalitet va madaniy tafakkurni saqlashda kontekstual moslikni ta’minlovchi parallel
tushunchalar (madaniy analoglar) topilishi kerak, aynigsa ijtimoiy rollar va marosimlarga oid tasvirlarda.

5. Tarjima faoliyatida tanqidiy tahlil va lingvistik monitoring tizimi joriy etilishi, ya’'ni tarjima
mahsulotlari mutaxassislar tomonidan baholanib, milliylikni ifoda gilish darajasi aniglanishi zarur.

ADABIYOTLAR:

1. Hoshimov O". Ikki eshik orasi. — Toshkent: “Sharq”, 2013. — 240 b.

2. Hoshimov O°. Dunyoning ishlari. — Toshkent: “Yozuvchi”, 2006. — 316 b.

3. Barkhudarov L.S. Yazyk i perevod (Voprosy obshchey i chastnoy teorii perevoda). — M.:
Mejdunarodnye otnosheniya, 1975. — 240 s.

4. Komissarov V.N. Teoriya perevoda (lingvisticheskie aspekty). — M.: Nauka, 1990. — 253 s.

5. Etkind E. Energiya zabluzhdeniya: o poetike perevoda. — M.: Progress, 1980. — 192 s.

6. Alekseeva I.S. Vvedenie v perevodovedenie. — SPh.: Soyuz, 2004. — 384 s.

7. Garbovskij N.K. Teoriya perevoda. — M.: Izd-vo MGU, 2004. — 338 s.

8. Vermeer H.J. Skopos and Commission in Translational Action. — In: Readings in Translation
Theory. — London: Routledge, 1989. — pp. 173-187.

9. Saidova G.S. Badiiy matn tarjimasida milliylikning ifodalanishi. — Toshkent: Fan va texnologiya,
2018. - 148 b.

10. Raxmonqulova Z.M. Lingvokulturologik yondashuv asoslari va tarjima amaliyoti. — Buxoro: IIm
ziyo, 2021. — 132 b.

11. To‘ychiyev M.K. Tarjima jarayonida madaniy realiyalarning ifodalanishi. — Samargand: Jamiyat,
2020. — 156 b.

12. Hoshimov, O°. (2001). Ikki eshik orasi. Toshkent: Sharq, 208 b.

13. Hoshimov, O". (2002). Dunyoning ishlari. Toshkent: O ‘zbekiston, 320 b.

14. Karimov, N. (2008). Adabiy tarjima nazariyasi va amaliyoti. Toshkent: Fan, 176 b.

15. Komissarov, V.N. (1990). Teoriya perevoda. Moskva: Vysshaya shkola, 253 s.

16. Sdobnikov, V.V. & Petrova, O.V. (2018). Lingvokulturologiya i perevod. Moskva: Flinta, 294 s.

17. G‘afforov, N. (2014). Til va tafakkur uyg ‘unligi. Toshkent: Akademnashr, 212 b.

18. Newmark, P. (1988). A Textbook of Translation. London: Prentice Hall, 292 p.

19. Baker M. (2011). In Other Words: A Coursebook on Translation. London: Routledge, 330 p.

20. Qosimova M. (2021). “O ‘zbek badiiy nasrining tarjima muammolari”, Filologiya masalalari, Nel,
Buxoro: BDU, 122-127 b.

21. Kopylenko M.M. (2003). Natsionalnaya spetsifika teksta i perevod. Kiev: Naukova Dumka, 188 s.

SCIENTIFIC REPORTS OF BUKHARA STATE UNIVERSITY 2025/5 (122) 50



LITERARY CRITICISM

UO‘K 82
DEN BRAUNNING “FARISHTALAR VA IBLISLAR”(“ANGELS AND DEMONS”)
ASARIDAGI RAMZLARNING INTERTEKSTUAL TAHLILI

Sadikova Dildora Nizomovna,

Navoiy davlat universiteti, Ingliz tili amaliy fanlar kafedra o ‘gituvchisi
dildora.@nspi.uz

ORCID: https://orcid.org/0009-0008-9762-9484

Annotatsiya. Ushbu tadgigot Den Braunning “Farishtalar va Iblislar ” asarida Illuminati va Vatikan
orgali ilm va din o ‘rtasidagi ramziy ziddiyatni o ‘rganadi. Ambigram, antimateriya va "Hamma Narsani
Ko ‘ruvchi Ko Z" kabi belgilar ilmiy taraggiyot va diniy dogmalarning garama-garshiligini ifodalaydi.
Illuminatining "Yangi Dunyo Tartibi" (Novus Ordo Seclorum) g ‘oyasi Lyutsifer ta’limotiga asoslanib, ilmiy
bilimni e’tigoddan ustun gqo ‘yadi. Olim Leonardo Vetraning o-ldirilishi bu garama-garshilikni va
IHluminatining zulmga garshi gaytishi mumkinligini ko ‘rsatadi. Qadimiy, Mason va zamonaviy manbalarning
itertekstual tahlil orgali Brownning ramzlarni kuch va aql-e tigod kurashi uchun qanday qayta ishlaganligini
tahlil giladi.

Kalit so‘zlar: illuminati, Vatikan, ilm va din, ramzlar, farishtalar va iblislar, yangi dunyo tartibi,
antimateriya.

INTERTEXTUAL ANALYSIS OF SYMBOLS IN DAN BROWN'S "ANGELS AND
DEMONS" ("FARISHTALAR VA IBLISLAR")

Abstract. This study examines how the Vatican and the llluminati in Dan Brown's Angels & Demons
represent the symbolic conflict between science and religion. In order to clarify their dual meanings of
religious doctrine and scientific advancement, the study looks at three important symbols: the ambigram,
antimatter, and the "All-Seeing Eye." The Vatican stands for traditional Christendom, while the Illuminati's
pursuit of a "New World Order" (Novus Ordo Seclorum) embodies the Luciferian philosophy, which prioritises
empirical knowledge over faith. The clash between these ideologies and the potential resurgence of the
Illuminati as a form of retaliation for the historical persecution of intellectuals is brought to light by the
assassination of physicist Leonardo Vetra. In order to demonstrate how Brown's story recontextualises
esoteric symbols to challenge institutional authority and the ongoing struggle between reason and faith, the
study uses intertextual analysis of ancient, Masonic, and modern references.

Keywords: illuminati, Vatican, science vs. religion, symbolism, angels & demons, new world order,
antimatter.

UHTEPTEKCTYAJIbHBIN AHAJIN3 CUMBO.JIOB B TIPOU3BEJEHUU JIEHA BPAYHA
"AHI'EJIbBI U JEMOHBI" ("ANGELS AND DEMONS")

Annomauus. B smom uccredosanuu paccmampugaemcs, kak Bamuxan u unnomunamol 6 pomane [sna
bpayna "Ancenvt u demonwt” npedcmagnarom cumeorULecKuli KOHQAUKM mexcoy Haykou u peaucuel. Ymoowvi
NPOACHUMb UX OBOUCMEEHHOE 3HAYEHUE, CBA3AHHOE C PENULUOZHOU OOKMPUHOU U HAVYHBIM HPOSPECCoM, 8
UCCIe008ANHUU PACCMAMPUBAIOMCI MPU BAXCHBIX CUMBONA: ambuzpamma, anmueewecmso u "Bcesuosawyee
oxo". Bamuxan evicmynaem 3a mMPAOUYUOHHBIN XPUCMUAHCKULL MUp, 6 MO 6pPeMs KaKk cmpemieHue
unnomunamos xk "Hosomy muposomy nopsioky" (Novus Ordo Seclorum) eonowaem ghunocogpuro Jlroyugepa,
KOmMOpas CMasum 3MRupudeckue sHauus npegviie eepvl. CMOIKHOGEHUE MEINCOY IMUMU UOCONOSUAMU U
NOMEHYUANLHBIM BO3DONCOCHUEM ULTIOMUHAMO8 KAK (OopMbl 803Me30Us 34 UCTOpUYECKUe NPecie008aHs.
UHMENIeKMYaNo8  CMmalo  o4e8uOHbiM  nocie  youilicmea  ¢guszuka Jleonapoo Bempa. Umoobwl
NpOOeMOHCMPUpPOsamy, Kaxk ucmopus bpayna nepeocmvicniugaem szomepuueckue cumeovi, Opocas 6vi308
UHCIMUMYYUOHATLHOU 81ACMU U HenpeKkpawjaiowelics Oopbbe Mexcoy pasymom u 6epou, 8 Uccie008anuu
UCNONIb3YemCs UHMEPMEKCMY alb bl aHalu3 OpeeHux, Maconckue u cospemerHble CCbLIKU.

Knrowuesvie cnosa: unnromunamol, Bamukan, Hayka npomus penueuu, cumeonusm, Anzenvt u [emonuol,
Hoevlii muposotl nopsaook, anmumamepust.

Kirish. Amerika yozuvchisi Den Braun (Dan Brown) o‘zining kitoblari bilan dunyo kitobxonlariga
tanildi.Uning romanlari xazina izlash ortidan gizigarli sarguzasht vogealarga boyitilgan. Asarlariga asosiy
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gahramon sifatida tanlagan Garvard universiteti ramzshunos olimining ketma-ket vogeyliklari dunyo ahlini
muhokamaga chorladi. Langdon ketma- ketlikning birinchi kitobi bu “Angles and Demons” (Farishtalar va
Iblislar) 2000, ikkinchisi Da Vince Code (Da Vinche siri) 2003, The Lost symbol (yo‘golgan ramz) 2009,
Inferno 2013, Origin (Ibtido) 2017, va bu kitoblar asosida kinofilmlar ishlangan. Robert Langdon romanlari
nasroniy mavzulari va tarixiy badiiy adabiyot bilan chuqur bog‘liq bo‘lib, shu sababli bahs-munozaralarga
sabab bo‘ldi. Braun o‘zining veb-saytida kitoblari nasroniylikka garshi emasligini va u ozining "doimiy ruhiy
izlanishlarda" ekanligini ta’kidlaydi.[1] U "Da Vinchi siri" kitobi "ruhiy muhokama va munozaralarni
rag ‘batlantiruvchi ajoyib hikoya" ekanligini aytadi va kitobdan "oz iymonimizni o ‘ylab ko ‘rish va tadqiq
gilish uchun ijobiy katalizator" sifatida foydalanish mumkinligini taklif giladi.[2]

Den Braunning "Farishtalar va Iblislar" (2000) asarida Illuminati va Vatikan o‘rtasidagi uzoq yillik
ziddiyat tasvirlangan. Kitobda ilm-fan va din vakillari o‘rtasidagi asrlar davom etgan kurashning tarixiy
kontekstini tushunishda muhim rol o‘ynaydigan diniy va tarixiy ramzlar keltirilgan. Kitobda hagiqiy hayotdagi
tipograf Jon Langdon tomonidan yaratilgan bir nechta ambigramlar mavjud. "Farishtalar va iblislar" va
“Iluminati” dizaynlari bilan bir gatorda, kitobning nomi ham gattiq muqovali nashrning mugovasida va
yumshog mugovali versiyalarning ichki gismida ambigram sifatida tagdim etilgan. Bundan tashqari, kitobda
“Yer”, “Havo”, “Olov” va “Suv" so‘zlarining ambigramlari ham keltirilgan bo‘lib, bu kitobning mashhurligi
tufayli ambigramlar san’atini omma e’tiboriga havola etishga xizmat gilgan. Kitobda tilga olingan “Illluminati
olmosi” to‘rt elementning olmos shaklida joylashtirilgan ambigramidir.

Adabiyotda ramziylik — shaxsiy tushunish yoki xayollarni ifodalashda bilvosita mazmunli ishorlar va
eslatmalarning asosiy ahamiyatini ta’kidlovchi usul hisoblanadi. Unda belgi va ramzlar — ya’ni so‘zlar, joylar,
gahramonlar yoki predmetlar, ular oddiy ma’nodan tashgari ma’nolarga ega — tovush, hissiyot, rang hamda
moddiy va ruhiy olamlar o‘rtasidagi nozik bog‘lanishlarni uyg‘otish uchun ishlatiladi. Ramzlar adabiyotdagi
majoziy ifodalardir. Simvolizm adabiyotda ahamiyatli rol o‘ynaydi, chunki “simvolizm jiddiy badiiy
adabiyotning eng muhim tomonlaridan biridir’[4]

Asosiy qism. Ramz tushunchasi anig chegaralanmagan bo‘lib, ular polesemantik hodisasida
o‘quvchining tushunishga va tasavvuriga bog‘liqdir.Postmodern adabiyotining uslubiga hos bo‘lgan gisga
boblar va noan’anaviy hikoya , sir va jumboglar muallif D.Braun asarlarida keng uchraydi ushbu ramzlar
(symbols) muallif asarlarida ham muhim ahamiyat kasb etibgina qolmasdan, ular asarning vogea rivojida va
syujetlarning gizigarli bo‘lishida ham katta rol o‘ynaydi. [5] Ramzlar, garchi o‘zlari ham gizigarli bo‘lsa-da,
undan ham kengrog, chuqurrog, balandrog va murakkabroq g‘oyalar, garashlar va amaliyotlarni ifodalaydi
yoki ularga ishora giladi. Aynan shu noaniglik Robert Lengdonning ilmiy izlanishlariga sir va joziba
bag‘ishlaydi. Uning gadimiy belgilarning ma’nosini bilishi, jinoyatlarni ochishda detektiv sifatida ishlashiga
imkon beradi.

Robert Langdon, Garvardagi diniy va tarixiy ramzshunoslik professori, Yevropa yadroviy tadgiqotlar
markazi CERNga o‘ldirilgan fizikning ko‘kragiga tamg‘a go‘yilgan sirli ramzni tahlil gilishda yordam beradi.
Juda kuchli portlovchi antimateriya o‘g‘irlangan va yangi papa bo‘lishi mumkin bo‘lgan to‘rt kardinal asirga
olinganligi sababli, Illuminati, bir vaqtlar yo‘q bo‘lib ketgan deb hisoblangan tashkilot, katolik cherkovi
tomonidan ilm-fan vakillariga gilingan hamma zulmlardan gasos olish uchun gaytganmi degan taxminlar
mavjud.

Hikoya rivojlanar ekan, ma’lum bo‘ladiki, Illuminati yetakchisi Yanus taxallusi ostidagi Kamerlengo
va uning yordamchisi Hassasin barcha o‘g‘irliklar va qotilliklarning asl sababchisidir. Bundan tashqari,
Langdon "Nur yo‘li" bo‘ylab uchraydigan turli xil pagan va okkult ramzlarni, masalan, bir dollarlik
banknotdagi "Hamma narsani ko‘ruvchi ko‘z" va ibtidoiy elementlarning ambigrammalarini tushuntirish
vazifasiga duch keladi.

Birog, Langdon Vatikan atrofidagi muhrlangan gabrlar, xavfli katakombalar, tashlandig soborlar va eng
maxfiy zaxiralardan o‘tib, ularning tarixiy va diniy kontekstlaridan foydalangan holda bu ramzlarning
ma’nolarini mohirona tushuntiradi. Ushbu ramzlar va ularning ma’nolari romanda tasvirlangan ilm-fan va din
o‘rtasidagi uzoq davom etgan ziddiyatni tushunishda hal giluvchi ahamiyatga ega.

Dan Braunning "Farishtalar va Iblislar" (2000) romanida ramzlar asosiy o‘rin tutadi, chunki yozuvchi
syujet davomida turli tarixiy va diniy belgilarni qo‘llagan. Dinni va ilm-fanni yarashtirishga urinayotgan
maxfiy tashkilot — Illuminati, gasos olish magsadida Vatikanga kirib borgan. Ushbu tadgiqot ishi romandagi
ramzlar va ularning ma’nolarini asosiy gahramon, diniy va tarixiy ramzshunos professor Robert Langdon
nuqtai nazaridan o‘rganishga harakat qiladi.

Roman professor Langdonning ertalab Yevropa zarralar tadgiqot instituti (CERN) direktori Maksimilian
Kolerning xabari bilan uyg‘onishi bilan boshlanadi. Keler Langdonga CERNning eng tanigli olimlaridan biri
— Leonardo Vetra g-alati sharoitda qo‘pol tarzda o‘ldirilganligi hagida xabar beradi. Keler Langdonga faks
yuboradi, unda boshi 180 daraja burilib, yuzi yerga garatilgan holda yotgan yalang‘och, o‘ldirilgan odam —
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Leonardo Vetraning tasviri bor. Uning ko‘kragida esa sirli belgi ko‘rinadi. Robert bu belgini darhol anglaydi
— bu ambigram, gadimiy "lluminati" mazhabi ramzidir. Bu atama oliy manbadan to‘g‘ridan-to‘g‘ri
yorug‘likka ega bo‘lganlar yoki inson bilimi orgali ulkan hikmatga ega bo‘lganlarni anglatadi. Illuminati
tarixan buyuk mutafakkirlardan iborat bo‘lgan Uyg‘onish davri jamiyati sifatida tasvirlanadi. Ularning safiga
fizika sohasidagi ixtirolari va asarlari bilan davrining yetakchisiga aylangan tanigli olim Galileo va rassom
Bernini kabi shaxslar kiradi.

Langdon va Vittoria, to‘rt kardinalning "Nur yo‘li" (Path of Illumination) ibodatxonalarida qurbon
gilinishidan qo‘rgib, Rim va uning atrofidagi turli cherkovlarda goldirilgan izlarni kuzatib borishadi. Birinchi
ikkita kardinal o°lik holda topiladi (biri tuprog bilan bo‘g‘ilgan, ikkinchisining o‘pkalari teshib tashlangan).
Uchinchi kardinalni qutgarishga urinayotganlarida, gotil uni ham o‘ldiradi va yong‘in boshlanganda Vittoriani
o‘g‘irlab ketadi. Langdon to‘rtinchi kardinalni ham qutgara olmaydi (u "Fontana dei Quattro Fiumi"
favvorasida cho“ktirilib o‘Idiriladi) va nihoyat qgotil bilan "Castel Sant’ Angelo™ (Nur cherkovi)da jang giladi.
Langdon Vittorianik ozod giladi va ular birgalikda gotilni yuzlab metr balandlikdan yigitib, uning o‘limiga
sabab bo‘lishadi.

Muhokama. Braunning asosan ilmiy faktlar asosida ishlaydigan CERN tashkilotini badiiy asarga
aylantirishi tashvishga olib keladi. CERN kommunikatsiya guruhining rahbari Jeyms Gilliyes "New
Sciyentist" jurnalida Braunning kitobining yadro tadgiqot muassasasiga bo‘lgan ta’sirini ochiq tan oldi [6].

Birog, tangidchilar shu bilan birga Braunning "Farishtalar va Iblislar" asarida qo‘llagan sirli va
hayajonli unsurlari uchun uni yuqgori baholadilar. Ba’zi tangidchlar uni Umberto Eko va Tom Klensi bilan,
boshqalari esa Maykl Krayton va Tomas Xarris bilan tagqoslashdi. Kutubxona jurnalidagi magolasida Nensi
Pearl Braunning dohiyona ijodini shunday maqtaydi: ""Farishtalar va Iblislar" nafagat adabiy jihatdan
badiiy, balki chuqur ilmiy tadgigotlarga asoslangan asar bo ‘lib, fizika va dinni uyg ‘unlashtiradi... Hayajonli
yakungacha Brauning o ‘zining magsadiga ganday erishishni bilishi aniq ko ‘rinadi". Ba’zi tangidchilar koinot
va insoniyatning kelib chigishi masalasidagi ilm va din o‘rtasidagi ziddiyatni afsona deb talgin giladi va bu
afsonani nafagat tarixni noto‘g‘ri tushunish, balki siyosiy magsadlar uchun samarali go‘llanadigan ritorik
vositaga aylangan deb ta’kidlaydilar. Olimlarning ta’kidlashicha: "Romanda cherkovni dogmatik va ilmdan
gochuvchi sifatida tasvirlash, din o ‘rniga ilm-madaniyatimizda hukmron bo ‘lib golishini ta’'minlaydi"

Asarda Keltirilgan asosiy ramziy jumboglardan biri bu llluminati hisoblanadi. “llluminati" ambigramini
yaratgan Bernini Rimdagi boshga badiiy asarlar bilan uyg‘unlashadigan to‘rtta haykal yaratish uchun topshiriq
olgan. Ularning har biri to‘rtta asosiy element — yer, havo, olov va suvga bag‘ishlangan bo‘lishi kerak edi.
XVII asr olimlari koinotning aynan shu to‘rtta elementdan tashkil topganiga ishonishgan. Langdon bu hagda
asarda Vittoriyaga gapirib o‘tadi: Early alchemists believed the entire universe was made up of only four
substances: Earth, Air, Fire, and Water. The early cross, Langdon knew, was the most common symbols of
four arms representing Earth, Air, Fire, and Water. Beyond that, though, there existed literally dozens of
symbolic occurrences of Earth, Air, Fire, and Water throughout history — the Pythagorean cycles of life, the
Chinese Hong-Fan, the Jungian male and female rudiments, the quadrants of the Zodiac, even the Muslims
revered the four ancient elements... although in Islam they were known as “squares, clouds, lightning, and
waves. [7]

Rimdagi ushbu to‘rtta elementni ifodalovchi cherkovlar "Fanning Qurbongohlari™ deb ataladi. Xassasin
kardinalarni "Fanning Qurbongohlarida bokira qurbonlar" deb ataganida aynan shu iborani ishlatgan edi
(ushbu alluziya gadimgi diniy —mifologik mazmunda aytilgan). Bu cherkovlar shunday joylashganki,
bittasining joylashuvi ikkinchisiga olib boradi va shu orgali "Nur yo‘li" (Path of Illumination) hosil bo‘ladi.
Bu ramziy yo‘l fagat Illuminati a’zolari biladigan belgilar yordamida topish mumkin bo‘lib, ularni "Nur
Cherkovi" (Church of Hlumination) ga olib boradi. Langdon tomonidan Illuminati bilan alogasini
tushuntirishda, AQSh bir dollarlik banknotidagi "Buyuk muhr*ni misol gilib keltiradi. AQSh pulidagi piramida
va "hamma narsani kKo‘ruvchi ko‘z" ning mamlakat tarixida hech ganday asosi yo‘q, shuning uchun ularning
pulda paydo bo‘lishi aynigsa gizigarli. Langdon ta’kidlaganidek: "Piramida Misr sirlariga oid ramz bo‘lib, bir
vaqtning o‘zida Buyuk muhrning markaziy belgisidir. Bu ramz yuqoriga, Nur manbaiga (Illumination) garab
yo‘nalishni anglatadi” [8] Uchburchak ichidagi ko‘z - bu Illuminati tomonidan gabul gilingan pagan ramzi
bo‘lib, birodarlikning hamma narsaga singib kirish va kuzatish gobiliyatini bildiradi. Bundan tashqari,
uchburchak (grekcha Delta) - bu ilmiy jihatdan o ‘zgarish ramzidir.

Uchburchak ichidagi ko‘z - bu Illuminati tomonidan gabul gilingan gadimiy pagan ramzi bo‘lib,
birodarlikning har bir narsaga singib kirish va harakatlarni kuzatib borish gobiliyatini anglatadi. Uchburchak,
ya’ni yunoncha Delta esa, ilmiy jihatdan o‘zgarish ramzi hisoblanadi. Yaltirog Delta esa Illuminatining diniy
afsonalardan ilmiy hagigatga bo‘lgan intilishini, ya’ni ma’rifatli o‘zgarish istagini ifodalaydi. Buyuk Muhrning
Illuminati bilan bog'ligligini tasdiglovchi yana bir go‘rginchli fakt shundaki, muhrda yozilgan "Novus Ordo
Seculorum” ("Asrlar yangi tartibi") yozuvi dunyoviy yoki diniy bo‘Imagan yangi tartibni ko‘zlaydi, bu esa
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mavjud diniy e'tiqodlarga zid keladi.[10] Shuningdek, 503 ragami Illuminatining maxfiy kodi hisoblanadi.
Aslida bu hiyla-nayrang bo‘lib, DIl degan rim ragamini yashirish uchun ishlatilgan.Bu DIl esa Galileyning
uchta asari — "Dialog"” (Dialogue), "Diskurs™ (Discourse) va "Diagramma" (Diagram)ga ishora giladi.Langdon
ta’rifida :

DI and DIl and DIII are very old abbreviations. They were used by ancient scientists to distinguish
between the three Galilean documents most commonly confused... “Dialogo... Discorsi... Diagramma... D-
one. Dtwo. D-three. All scientific. All controversial. 503 is DIII. Diagramma.The third of his books.. They may
have seen it and not noticed. Remember the Illuminati markers? Hiding things in plain view? Dissimulation?
The segno apparently was hidden the same way — in plain view. Invisible to those who were not looking for
it. And also invisible to those who didn’t understand it. (181).[9]

Natija. lluminatining "Hamma Narsani Ko‘ruvchi Ko*zi" (uchburchak yoki piramida ichida) zamonaviy
fitna nazariyalari, ezoterik an‘analar va pop-madaniyatdagi eng tanigli, ammo bahsli ramzlardan biridir. Uning
intertekstualligi din, masonlik, alkimyo va siyosiy ikonografiya sohalarini gamrab oladi, va bu uni murakkab
tahlil obyektiga aylantiradi. “Farishtalar va Iblislar” asarining markaziy nuqtasi bo‘lgan Illuminati birodarlik
ramzi va asarda fagat bir marotaba murojaat gilingan ramz bu — uchburchak ichidagi ko‘z “Hamma narsani
kuzatuvchi ko‘z” yoki buyuk muhrning intertekstual tahlil gilinganda quyidagi natijalar olindi:

1 Misr Mifologiyasida "Horning Ko‘zi" (Uadjet) himoya, ilohiy qudrat va hamma narsani
bilishni anglatgan. Keyinchalik bu ramz "hamma narsani ko‘ruvchi
ko‘z" sifatida gayta talgin gilingan.

2 Xristian Ikonografiyasi Uchburchak ko‘pincha Mugaddas Uchlikni (Ota, O‘g‘il, Ruhul-
Qudus) ifodalaydi, ko‘z esa Xudoning hamma joyda mavjudligini
anglatadi (masalan, Uyg‘onish davri san'atidagi "Provideniya

Ko‘zi").
3 Hindu/Buddist An'analari | Uchinchi Ko‘z" ma’rifat va yuqori idrokni bildiradi (masalan,
hindulikda Shivaning ko‘zi).
4 Ma’rifatchilik Davri | Delta Ramzi: Alkimyoda uchburchak (yunoncha Delta, A) olov va
Yashirin Jamiyatlari o‘zgarishni anglatadi—bu Illuminatining jamiyatni o‘zgartirish

magsadiga mos keladi.
5 Zamonaviy talginda, | Repchilar (Jay-Z, Kanye West) va filmlar (Kapitan Amerika: Qish

Musiga va Media: Askari) ko‘z/uchburchakni yashirin hukmronlik ramzi sifatida
ishlatadi.
6 Pul Birliklari: AQSh dollari dagi piramida "Yangi Dunyo Tartibi" (Novus Ordo

Seclorum) g‘oyalarini olg’a suradi

Illuminati yashirin birodarlik jamiyati mugaddas ramzlarni nazorat va maxfiy bilim niyatlari uchun
gayta ishlatgan, pagan va monoteistik belgilarni aralashtirgan. Masonlar va Illuminati bu ramzdan maxfiy
bilimlarni shifrlash uchun foydalanganlar, keyinchalik bu elita hukmronligi hagidagi fitna nazariyalarini
keltirib chigargan. Ramzning noanigligi uni hoshiyalik ramzi yoki global fitna dalili sifatida talgin gilish
imkonini beradi. Ko‘z va uchburchakning intermatnusalligi uning o‘zgaruvchan ma’nosini ko‘rsatadi—
gadimiy geometriyadan fitna nazariyalarigacha bo‘lgan kontekstlarda gayta ishlanadi. Illuminati bu ramzni
ixtiro gilmagan, balki gadimiy belgilarni o‘zlashtirib, zamonaviy qudrat ramziga aylantirgan. Ramzning
ma’nosi u qo‘llanilgan matn (diniy matn, Mason marosimlari, pop-madaniyat) ga bog‘liq holda o‘zgaradi, bu
uning sirli jozibasini saglab goladi.

Xulosa. Demak, tahlildan xulosa giladigan bo‘lsak D.Braunning “ Angels and Devils” asarida
keltirilgan maxfiy tashkilot ramzi llluminati — kuchli va shafgatsiz maxfiy jamiyat bo‘lib, Vatikan tomonidan
asrlar davomida sodir etilgan zulmlardan gasos olish uchun gaytadi. Illuminati ilmiy intilish va imkoniyatlarni,
Vatikan esa xristian dunyosini ifodalaydi. llluminatining yakuniy magsadi — "Lyutsifer ta’limoti" deb
nomlanuvchi, ilmiy bilimlar asosida yangi dunyo tartibini barpo etishdir. Illuminatining ramzlari, masalan,
ambigram belgisi, ilmiy taraqqiyotning dindan ustunligini anglatadi. Dino esa asossiz va’zlar va mo‘jizalarga
tayangan. Antimateriya ramzi — bu ilmiy taraqqiyotning dindan ustunligini ko‘rsatuvchi materialistik
tahdidning ifodasidir. Romanda Leonardo Vetraning o‘limi ilmining kuchi va dunyoni shakllantiruvchi
ramzlarni tushunishning ahamiyatini eslatadi. Hikoya ilm va e’tiqod o‘rtasidagi murakkab munosabatlarni va
olimlarga gilingan asrlik zulmlardan gasos olish uchun Illuminatining gaytishi mumkinligini ta’kidlaydi.
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FEAR AND IMAGINATION IN AMERICAN CHILDREN’S AND HORROR LITERATURE
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Abstract. This research examines mystical and practical worlds in Stephen King ‘s It by considering
magical realism. King combines daily life with supernatural elements to expose profound psychological and
cultural fears in his work. Through the magic realist approach to analysis, the research shows how the story
switches between naturalistic and supernatural worlds, which illustrates how early-life pain evolves into
formal adult psychological terror. The research examines the emotional and symbolic outcome of King's
particular approach which blends realistic and horrific elements.

Keywords: magic, realism, horror, trauma, childhood, boundaries.

AMERIKA BOLALAR QO‘RQINCHLI ADABIYOTIDA QO‘RQUV VA TASAVVUR

Annotatsiya. Ushbu tadgiqot Stiven Kingning "It" asaridagi mistik va amaliy olamlarni sehrli realizmni
hisobga olgan holda ko rib chigadi. King o Z ishida chuqur psixologik va madaniy go ‘rquvlarni fosh gilish
uchun kundalik hayotni g ‘ayritabiiy elementlar bilan birlashtiradi. Tahlilga sehrli realistik yondashuv orgali
tadgiqot hikoyaning tabiiy va g ‘ayritabiiy dunyolar o ‘rtasida ganday o tishini ko ‘rsatadi, bu erta hayotdagi
og riglar kattalar uchun rasmiy psixologik terrorga aylanishini ko ‘rsatadi. Tadgigot Kingning realistik va
dahshatli elementlarni birlashtirgan o ziga xos yondashuvining hissiy va ramziy natijasini o ‘rganadi.

Kalit so‘zlar: sehr, realizm, dahshat, travma, bolalik, chegaralar

CTPAX 1 BOOBPA’KEHUE B AMEPUKAHCKOM JETCKOH " Y KACOBOH
JIUTEPATYPE

Annomauusa. Omo uccreoosanue uzyuaem mucmuyeckue u npakmuyeckue mupvt 6 pomane Cmusena
Kunea «Onoy, paccmampueas macuveckuii peanusm. Kumne couemaem noseceonesnyro wcusnb co
CBEPXbeCMEeCMBEeHHbBIMU dNEMEHMAaMU, Ymoobbl pACKpbIMb 2yO0KUe NCUXON02UYecKUe U KyIbmypHble CIMpaxu
6 ceoell pabome. brazooapsa mazuueckomy pearucmuieckomy nooxooy K aHanu3y uccie008anue noKkassvledaem,
KaK UCMOpusi NepeKiouaemcs Mexncoy HamypamucCmuidecKumMy U CE8epXbeCmecmeeHHbIMU MUpamu, 4mo
uanlocmpupyem, Kaxk panuas 001b npespawjaemcs 6 QOpMAanbHulll NCUXOIOSUYECKUT YIHCAC 63POCI020
yenosexa. Hccnedosanue uzyuaem aMOYUOHATILHBIL U CUMBONUYECKUU pe3yabmam 0cobo2o nooxooa Kumuea,
KOMOpYlil couemaem pearucmuytble U Yacacaoujue 31eMeHmbl.

Knioueswie cnosa: macus, peanusm, yxcac, mpasma, 0emcmeo, epaHuybl

Introduction. Literary traditions show a long-term fascination with fear because this motif exists across
all literary genres and reader categories. The use of fear as a storytelling technique persists in both children’s
literature and horror fiction yet they apply this strategy with unique purposes. The roots of fear within
American children’s literature began among Puritan writings from that era through texts that simultaneously
entertained while teaching young children religious values and disciplinary conduct [1,1]. Through time the
original horror elements stayed in stories that encouraged youthful development through resilience training
and curiosity enhancement while building moral literacy. Horror fiction exclusively in American literature
recreates fear to generate intense psychological terror among adult readers and increasingly spurs terror in
young adult (YA) readers [2,2].

These two genres present different approaches to their use of fear although the psychological benefits
of fear remain clear. Fiction written for children often utilizes fear as an educational tool that helps readers
experience the controlled expression of both anxiety and uncertain situations. The scary contents in both classic
fairy tales and contemporary middle-grade books revolve around frightening elements yet conclude by
restoring stability and security to the narrative. Horror fiction restricts itself to writers such as Stephen King
who progress instinctual fear into complete horror until it turns readers and characters into unnatural states
between reality and myth. Through It, King demonstrates how childhood terrors evolve into adult existential
dangers along with physical threats between characters and adults as he combines horror with the coming-of-
age narrative [3,5].
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The literary world separates these two genres but readers now recognize similar storytelling approaches
which involve dealing with fear and trauma. An essential deficiency exists today in academia when it comes
to analyzing how fear serves developmental and cultural purposes across both traditions. Academic studies
about children’s literature and horror genres typically separate their research or entirely neglect any
comparison between their psychological workings.

This research establishes an interdisciplinary approach to investigate narrative and thematic use of fear
throughout both genres from an American cultural viewpoint. The purpose of this research entails investigating
how fear operates in the reader’s perception development while also building literary environments that blend
safe and unnerving spaces through the fundamental analysis of Stephen King‘s It compared to modern
American children’s literature. This investigation examines how fear gets transformed through translation
procedures while it adjusts its presentation for different cultural readerships with a specific focus on fear-based
adaptation for children’s literature relative to horror storytelling.

The research integrates historical-comparative techniques with text-focused analysis and translation
theory concepts to demonstrate fear workings while constructing contributions for cultural reception research
child cognitive development studies and literary pedagogy.

Methods. Main research methods entail comparative-historical literary analysis that studies evolving
fear aspects within two related yet divergent literary genres of American children’s books and horror novels.
This research method aims at studying how fear has developed from American early children’s stories with
Puritan influences until horror found its expression in contemporary literature through an evaluation of Stephen
King‘s «It».

According to Zhirmunsky and Kasimova [4,336] the comparative-historical method lets analysts
identify and interpret recurring story elements that cross through periods and literary categories including
psychological fear together with the «other» monster and adolescent interpersonal conflicts. Such a research
method effectively tracks the developmental process which started with basic story units from kid-level
moralistic narrative and then migrated to horror stories directed at young adults. The study examines dual
literary selections from each genre to present both shared and unique approaches associated with using fear in
storytelling. This research method requires the evaluation of American children’s literature spanning 19th
through 21st century publication which contained prominent fear-inducing elements. The study examined such
works together with horror fiction with specific attention given to Stephen King‘s «It» as it creates an elaborate
psychological horror framework by exploring adult perspectives on fears initially experienced during
childhood.

The evaluation system incorporates intertextual analysis in addition to contextual approaches. The
author applies Kasimova’s [4,336] historical-genetic and typological comparison methods while following the
recurring story elements between genres from haunted houses to evil villains to youthful protagonists. These
analysis methods help researchers study the social and cultural methods through which literary fears transform
during different historical times while moving between readerships. Through this method, researchers achieve
the identification of psychological and symbolic connections between genres that normally exist in
independent research fields. Through the analytical framework, the research examines fear as a narrative tool
that transforms structurally according to audience needs historical contexts, and cultural stressors which appear
in children’s and horror literature.

Analysis of chosen literary texts happens on two levels because this research combines the comparative-
historical approach with textual analysis to study narrative structures, thematic components, and writing
methods of the selected writings. The research explores Stephen King‘s «It» as a significant horror literature
masterpiece together with other novelistic American children’s literature as described by Amonova [1,2]. The
dual-genre approach enables detailed research on fear operation in modern American literature.

Stephen King*‘s «It» serves as the main horror text because it shows how child-friendly fears transform
into adult nightmares and because it presents fears on both an individual and collective level. Analysis reveals
complexity throughout the novel thanks to its presentation of the children who battle an ultranatural force that
intensifies their deep-rooted psychological fears of the Losers’ Club. The narratological structure of «It»
foregrounds the childhood experiences of the protagonists throughout their 1980s adulthood to dissect how
buried psychological matters from youth develop into philosophical distress and physical terror. The dual
structure of the timeframes in «It» allows readers to observe how terror develops when children face their fears
and progresses into ongoing psychological trauma throughout their lives. Thus «It» becomes an excellent case
study for analyzing horror narratives within teenage growth stories.

Modern American children’s literature now includes publications that merge traditional ethical training
methods with contemporary narratives about empowerment together with strong character transformation and
mental development according to Amonova [1,2]. Each presented work uses moderated pedagogical fear
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techniques to introduce frightening components that generate suspense while establishing a moral order to
finally provide security. The research focuses on child-specific literary sub-genres including mystery with
fantasy elements and low-key suspense because these areas maintain direct contact with fear to help build the
reader's imagination while fostering resilience. Close reading analysis techniques examine both collections of
literature to investigate narrative approaches while evaluating character work and environment development
in addition to analyzing fearful symbolic elements. The research method reveals fundamental differences in
fear utilization between children’s literature and horror by establishing recovery techniques through assurance
and learning but horror escalates fear to test emotional stability and cultural standards.

This study compares Stephen King*s It with present-day children’s literature to show the unique literary
solutions authors use to present thematic components (fear of the unknown and grotesque and isolation). This
analysis illustrates the characteristic psychological objectives of children’s literature as an educational tool for
development and horror fiction which unveils buried cultural and personal fears.

The analysis benefits from Translation Studies principles to study fear in translated texts by investigating
how sensitive cultural elements and psychological forces affect translation adaptations. Using Hosnedlova
[5,14]’s theoretical framework this section provides an overview of translation approaches for fear-evoking
elements in both children’s literature and horror fiction with specific insight into Stephen King‘s «It» and
contemporary American children’s works.

The translation of fear cannot be performed without cultural, psychological, and linguistic adjustment
because these elements each contain distinct connotations that may vary according to the readership. To
translate effectively translators need to walk between authorially conservative approaches and cultural
adjustment needs while serving the cognitive development of their readership which should especially be
considered for youthful audiences. The use of fear motifs in American childhood literature through subtle
suspense and mild threats becomes perceived as either too frightening or culturally inappropriate when
translated to other languages and cultures thus requiring translators to employ strategies like omission or
mitigate intensity [5,14].

Translating horror publications including «It» requires the challenge of preserving unfiltered imagery
of mental distress as well as violent episodes and thoughts concerning death’s pervasiveness. A translator
normally opts for foreignization when dealing with horror fiction because without preserving the primal power
of fear the literary effectiveness weakens considerably. Even in horror fiction adaptations, the translator must
carefully adjust cultural markers that evoke specific American areas or cultural times like suburbs and local
ghost stories to keep the intended effect for the target audience while avoiding cultural misalignment.

The study incorporates Hosnedlova’s findings about how children’s literature translation norms modify
fear content through cultural context adaptations [5,14]. A study explores the translation difficulties involving
children’s book illustrations which can either intensify or minimize fear in the story since picture semantics
change between different cultures thus requiring image adaptations or contextual transformations [5,43].

This research uses Translation Studies methodology to study how fear transforms during literary text
translation since it extends interpretation analysis to examine cultural text modification processes in
interlingual transfer. The research design uses multiple dimensions to discover the ways source and target
versions convey affective elements in children’s literature and horror fiction.

This investigation enriches its analysis through literary tourism studies which examines how fearful
storytelling elements in both horror fiction and children’s literature generate imagined spaces exceeding text
boundaries to form real-life cultural locations. According to Baleiro and Quinteiro [6,48] the research evaluates
how literature generates symbolic destinations when it incorporates fear into story locations to attract readers
who eventually explore those areas in reality. Literary tourism scholarship yields secondary data to illustrate
the cultural process in which Derry and similar fictional settings in Stephen King‘s It shift into shared
omnipresent fictional townscapes. King infuses Derry with the elements of fear trauma and violent cycles
which have elevated this literary place to become a powerful cultural memory that extends past his book’s
pages into reality. The author demonstrates how horror fiction achieves fear through settings by presenting
Derry’s dramatic ambiance and profound emotional power as core elements which also create interesting
literary destinations [6,48].

Within children’s literature set in America various well-known settings that begin as narrative tools
transition into cultural destinations starting from strange forests up to haunted residences. The fictional
locations in literature serve as passages for readers to face their fears while following a story structure and
regularly attract people who want to tour these sites. The research explores how fear-related settings get
recontextualized during literary tourism by linking them to commercial attractions and memorial ceremonies
according to Baleiro & Quinteiro [6,48].
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Through this latter methodological approach, the study reinforces textual and comparative analyses by
evaluating the link between fictional geographies that establish permanent cultural spaces that draw both
readers and actual visitors who want to genuinely encounter these fictional places. As a narrative strategy, fear
brings both cultural heritage tourism and place-making into existence.

Results. Stephen King‘s «It» serves as a principal example for the analysis which uncovered essential
areas of comparison when studying how fear functions in American children’s literature and horror fiction.
Within the two genres fear functions as a structural element but these fictional worlds create different types of
fears and resolve them through opposite methods. Literature for children introduces fear as an educational
practice that enters narratives to create situations like difficulties or unknown risks. Historical and modern
children’s literary works which trace their origins to Puritan cautionary tales utilize fear to teach emotional
and moral development to their young readers. All such stories expose readers to powerful sources of fear
including battles against villains perilous sites and life-threatening events until the conclusion resolves these
dangers through protective outcomes social cohesion and ethical satisfaction [3,9]. Fear resolutions in literature
produce a two-fold result which strengthens social values builds resilience and delivers emotional balance.

The horror fiction work «lt» utilizes fear as its main element while maintaining an unresolved or
endlessly repeating cycle of these emotions. Derry as the narrated setting in «It» contains fear so deeply that
the inhabitants and environment become inseparable. The novel tells its story from childhood to adulthood
because it shows how unresolved childhood fears develop into fears of adulthood that manifest intensely when
they finally emerge from repression. Horror fiction presents an opposite storyline structure to children’s
literature because it resists providing satisfying endings instead maintaining a feeling of unresolved horror for
readers [3,9].

Each genre develops around life-changing transitions for youth and their ability to cope with traumatic
experiences. The central protagonists of both genres live through maturation experiences based on fear which
guides their developmental changes. When the main characters first encounter «lt» during childhood they
experience a critical period which shows both external threats against them and internal manifestations of fear
[3,10]. The book portrays with complex sophistication how fear together with trauma during early childhood
influences the development of adult identities through multiple psychological patterns. Developmental
challenges within children’s literature exploit fear as a narrative device which eventually results in either
emotional or social growth and maturity of the characters. Fear functions as a development catalyst for
characters and reader audience engagement but settings differ in storytelling purposes across the genres. The
utilization of fear in children’s stories guides characters toward ethical growth while providing emotional peace
but «It» gives horror power through fear to examine permanent harm to the mind together with unaddressed
collective fears and dark aspects of humanity.

The investigation showed that different storytelling approaches exist in horror fiction and children’s
literature since each genre adapts its methods to meet the audience's psychological and emotional requirements.
Children’s literature authors reduce narrative fear intensity through symbolical storytelling and create humor
and illustrations to keep story intensity at safe levels. Through symbolic elements such as metaphors and
allegorical figures which include anthropomorphized animals magical guardians and benign monsters, authors
manage to express fear in a palatable and educational way [1,2]. Through symbolic storytelling, children can
handle intense emotions indirectly as they build their imagination safely without fear.

Through the use of humor as a storytelling technique stories create a balance between tense moments
and unusual calmness. Children’s authors create fear relief through intentional narrative placement of comical
elements or fantastical characters and ludicrous story pieces. The narrative design switches between tense
moments and funny scenes to create an appropriate space for children to face their fearful thoughts before they
can regain their emotional balance. Illustrations diagrams and typography as well as typographical elements
work in tandem to create the tone experienced by children when reading stories. The illustrator uses drawings
that function both as narrative elements and specific tools to minimize fear while setting its context. Scientists
often use cartoonish and exaggerated features when illustrating antagonists to make their threats less
frightening [1,2]. Visual components within publishing methods help maintain appropriate fear expressions
that suit young readers' intellectual capacities.

Throughout Stephen King‘s «It» the narrative techniques augment horror throughout multiple pages by
establishing peculiar environments while jumping between timelines and displaying raw emotional imagery
[2,3]. The town of Derry functions as a key uncanny element because an otherwise routine small community
develops into a mystery center that degenerates from familiar to deeply disturbing. The presence of multiple
evil locations spreads fear through the narrative world alongside the abandoned Neibolt Street house and the
hidden barren areas.
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The narrative’s bewildering effect grows stronger because of multiple time shifts within the plot. The
time shifts King uses between two periods in the story—the past 1950s and the recent 1980s—disturbs readers’
mental mapping of time and memory flow. Similar to traumatic memories the non-dominant format of the
story replicates unexpected trauma intrusions while merging past and present events thus stressing fear’s
enduring nature [2,3].

Visceral imagery stands as a prime characteristic of It because the story features horrendous descriptions
of blood, physical terror, and unsettling grotesque elements. King employs detailed descriptions of frightening
images which include Pennywise’s clown appearance and grisly unfortunate endings of peripheral characters
by using sensory language to create physical reactions in readers. Children’s literature uses symbolically
hidden fear representations and minimal graphic content compared to explicit horrifying details presented in
It by Stephen King [2,3].

Both stark storytelling techniques show different approaches to constructing fear across genres because
they focus on their specific purposes regarding emotional development and storytelling goals. The research on
translated texts explored the methods translators use to adapt fear-inducing content when working between
different cultures specifically with horror fiction and children's literature. The research proves translators use
distinct strategic choices for managing the strength of fear in translated works while being influenced by
cultural preferences and reader expectations.

In horror translation, horrifying feelings are preserved in two ways by translators who maintain the
original author’s aims and the emotional effect of fear. Some horror content needed for adaptation requires
cultural context modifications since it depends heavily on specific cultural imagery and references. Stephen
King‘s horror story contains numerous American-specific images that must be adapted to work properly for
non-American readers [5,14]. Transformations in idiomatic expressions and symbolic references together with
historical details occur to preserve the psychological impact while retaining the core elements of fear that
originate from strange experiences disturbing imagery and the traumatic events in the narrative.

During child-oriented literature translation processes, fear-related content deserves intense mediator
intervention. When translating illustrated children’s books translators implement paratranslation by adapting
images together with typography and layout for target readers who match the development stage [5,43]. The
translation of young readers’ literature often includes modifying scary visual elements including monsters
along with dark surroundings and threatening foes to minimize their emotional response. Translators change
pictorial elements such as color palettes and expressions and may redo entire illustrations when localizing a
text.

The text of children’s literature goes through the omission of specific details to make frightening content
easier to understand for target audience cultures. Translators need to make decisions between maintaining a
literal translation and safeguarding their readers’ mental health since they wish for fear to stay powerful but
manageable within the narrative rather than causing danger to their audience’s mental stability.

These findings show that fear exists as a common literary theme but needs adaptation because translation
depends on cultural norms. Horror fiction maintains untouched fear for genre authenticity yet children’s
literature transforms this fear through textual as well as paratextual changes to match both developmental
requirements and cultural norms.

Through analysis, it became evident that fear-infused literary realism in works of fiction plays an
essential role in facilitating cultural memory as well as place attachment thus provoking literary tourism. The
town of Derry functions as both a symbolic cultural space and a psychological landscape in Stephen King‘s
horror fiction It. Readers establish an enduring bond with Derry because its persistent dark themes create a
lasting emotional impression that links the town to vital and disturbing reading memories from their youth.
[6,48].

Derry becomes a magnet for literature devotees and horror fans because its dual fear and nostalgia power
draws visitors who seek out the location. The detailed descriptions of the fictional town of Derry stem from
King‘s depiction of small-town Maine which has led people to investigate which real-world places served as
inspiration for the story including Bangor Maine. The fictional-real mixture of geographic elements in the
story elevates the symbolic value of the setting which creates a central point for cultural undertakings alongside
emotionally-driven tourism activities tied to this narrative space [6,48].

Children’s literature spaces that integrate fear elements such as enchanted forests and mysterious houses
create cultural resonance which periodically evolves into physical theme parks heritage sites and museums.
These locations in creative works lack the blatant horror elements of their horror counterparts yet retain
important emotional effects that relate either to individual recollections or society-wide values. Literary
environments that skillfully incorporate fear develop into collective cultural markers to attract both storytelling
audiences and tourists visiting real-world versions of fictional places. Such approaches develop emotional
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connections between readers and textual worlds which help maintain literary relevance in both cultural
dialogue and geographical practices.

Discussion. Both children’s literature and horror fiction use fear to represent its double nature as an
individual psychological element and broader cultural construct. The developmental aspect shows that fear
serves as an essential developmental tool for children’s emotional growth through literature. Children gain
exposure to feeling anxious through fear elements embedded in literary narratives that use suspense perilous
situations or symbolic antagonists while reading under safe conditions. Children who confront fake threats
through literature develop methods to handle emotions while learning empathy skills and practicing critical
ethical thinking and resilience skills. The pedagogical function presents fear as a beneficial learning component
for shaping children’s socio-emotional maturity. [4,338]

The expression of fear in horror fiction functions as an opposite experience to other forms of fiction.
The narrative employs fear as an impressive tool to scrutinize society by exposing key defects within the social
structure. Stephen King portrays fear as an allegorical element which shows how community ethics collapse
while revealing continuing traumatic elements and repeating cycles of violent oppression. King shows Derry
to be a town that represents both supernatural fear and the unrecognized problems within a community that
expand below everyday appearances. Through fear-based mechanisms, horror creates disorientation and
disturbance in readers while showing them unpalatable realities about their selves and their social environment.
[4,338]

The research reveals substantial intergenetic connections between children’s literature and horror fiction
since it explains their conceptual parallels. Both genres share the common use of recurring folk motifs
composed of monstrous villains and shadowed forests along with haunted dwellings and boundaries in
transition that originate from oral traditions [4,337]. These motifs originate from early threats which appeared
in traditional cautionary tales to control behavior while passing cultural values but they now exist in
contemporary literary forms.

These motifs within children’s literature make their appearance by using mild or symbolic expressions
that convey the unknown territory as a dark forest and the monster either turns out to be misunderstood or
destroyed. The motifs obtain excessive distortion and destabilization within the horror fictional realm. The
dark woods maintain a maze-like structure without any way out and monsters take on the form of existential
horror or revolting monstrousness while the traditionally secure residence becomes an abode of deep terror. A
core persistence in literary expressions of fear runs through diverse genre forms based on the repeating
narrative motifs over different historical and cultural times [4,337].

Theoretical findings demonstrate how fear exists as both a narrative rule and cultural norm among all
societies. Fear functions as a flexible literary element that makes relevant appearances in both educational
materials on emotional skills development and mature stories about social darkness. Literature aimed at
children as well as horror fiction play dual cultural and educational roles through their storytelling structures
that help people face individual and public fears. From different times in history to all corners of the world
readers have passed through their essence as these genres create ritualistic transitions through experiences of
terror ambiguity and mystery.

Children’s literature displays its instructional elements plainly and directly. Fear appears as a controlled
aspect when stories show characters facing life challenges at suitable developmental levels. Children learn to
develop resilience through narrative elements that expose their young characters to unfamiliar threatening
situations such as dark forests antagonists and magical curses according to Martinovic [3,11]. Literature
introduces fear to readers through experiences that replicate common developmental difficulties such as
separation concerns and moral quandaries as well as schoolyard clashes and pain from loss. The child character
and any reader who joins them emerge stronger from these tests because they learn valiant deeds and mature.
The narrative transformation teaches essential cultural values about courageousness along with problem-
solving abilities while proving that goodness can prevail over evil thus making it essential for social
development and emotional development.

The basic storytelling pattern in horror literature guides older readers through an emotional transition
that happens through dealing with deep hidden fears. Stephen King‘s novel demonstrates fear becoming a
challenge that affects individuals and society. Each member of the Losers’ Club takes an emotional journey
back to their past horrors to heal persistent psychological damage because fear produces an entryway for
personal growth [3,11]. Through horror narratives, readers can address cultural-wide fears including social
violence along with moral decline and existential terror by reading allusions within fictional stories. The two
literary genres enable readers to work through their fears through emotionally intense yet enclosed fictional
experiences. Child literature comforts readers while horror allows them to confront fears before achieving
psychological growth through symbolic transformations that advance their emotional state.
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Through this common characteristic, we see that fear functions beyond entertainment as literature uses
fear to guide people between social understanding thresholds and personal discovery milestones. When
translators work with fear in children’s literature and horror fiction they need to find proper balances between
adapting content for consumption and keeping original elements intact. The cultural patterns of fear demand
detailed attention during translation because their interpretations differ across linguistic and socio-cultural
milieus specifically when targeting youth readers.

Kids’ literature requires translators to handle the target readers’ delicate emotional state by adjusting the
level of fear throughout the translation. For translation purposes into new languages, ages translators typically
use domestication techniques to alter the source material into target-reader-acceptable levels of fear. The
translator should make adjustments to culturally strange or emotionally challenging components through
modifications such as changing monster representations and reorienting suspenseful sequences as well as
adjusting ethical morals to match local education guidelines [5,14]. In children’s translations, an ominous
forest appears through cultural references that provide familiar feel-good elements for readers throughout
different regions.

Horror fiction typically maintains more foreignized elements because authors wish to protect the fearful
and unsettling components that generate the genre’s desired effect of fear and discomfort. In translating prose
like Stephen King*s It the translator should modify elements from specific American contexts such as slang or
1950s imagery and local folklore because these details retain their horror elements but also require adjustments
to maintain narrative flow for readers outside the United States [5,14].

Several anxiety symbols within the source text maintain such cultural significance they elude direct
translation unless translators introduce major adjustments or background explanations. The meaning of
standard mythical symbols including haunted houses and «boogeymany variations among readers depends
heavily on their cultural roots. They have to decide between adding explanatory notes along with glossaries or
finding alternative cultural elements that produce comparable emotional reactions [5,40].

Culture-specific mediation needs particular attention in illustrated books for children because fear is
expressed equally through written text and visual illustrations. Translators working with editors or illustrators
modify paratextual aspects such as color schemes together with character facial expressions and scenographic
plans to match local childhood terror conceptions and aesthetic standards [5,40].

The translational process of fear between languages demonstrates cultural dialogs about children’s
experiences of distress as well as emotional responsiveness since translators function as cultural and linguistic
interpreters. Through the meeting of fear with literature and cultural memory, both text-based factors and
emotional spaces affect real-world actions as well as cultural patterns of behavior. Readers forged deep
connections with literary worlds that both horror fiction and children’s literature help construct despite their
distinct writing aims. Fans commonly visit literary locations after establishing emotional ties to these cultural
sites which leads to various kinds of fan involvement [6,73].

Readers can experience Derry both as the symbolic mythical setting from It and the actual Maine city
which Stephen King claims as his inspiration. The emotional connection readers develop for Derry arises as a
result of both narrative-driven intense fear and the evocative portrayal of small-town America King presents
in his work. The development of tourism in Derry was accelerated through readers' interest in experiencing
firsthand the settings from their reading experiences of the original book [6,73].

Historically children’s literature created spiritual retreats that literary enthusiasts would visit. The
Hundred Acre Wood from Winnie-the-Pooh by A.A. Milne and the Little House on the Prairie location have
evolved into tourist attractions because of themed parks heritage developments and walking route experiences
available to visitors. Readers get to experience both fiction narratives and cultural heritage elements as well as
emotional contexts that were originally found in the stories.

Fear-based narratives particularly those based on place-making develop emotional reading spaces which
inspire readers to physically explore those literary locations. Active reader participation occurs when readers
visit ethnographic places which evolve into cultural consumption sites and locations for identity development.

Through literature, readers develop their interpretation abilities about space and memory as well as their
connection to place because literature serves as a cultural activation force. Literature now demonstrates both
social and economic aspects of reader involvement through increasing market capitalization of the narrative
environment by fan communities tourism industries and cultural institutions. The exact setting of narrative
literature proves that literature holds the power to make fear as well as wonder while providing readers with
specific locations that link profound emotional experiences to cultural context.

Conclusion. Research shows that fear operates as a narrative and cultural tool that connects opposing
literary genres of children’s literature and horror fiction. Fear works as the primary emotional element for
audience involvement and character progression throughout both literary genres yet these types of works
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present different moods, reader demographics, and ending conditions. Fear functions in children’s literature as
it directs readers toward developmental learning through pedagogical guidance and strengthens their resilience
by providing closed narrative resolutions. Horror fiction develops fear into an unstable power structure which
leads people to change and allows the expression of social problems. The designed research study highlighted
shared psychological factors as well as social roles that lead to fear in both genres. From mythical evolutionary
origins, both genres received universal acceptance across times and diverse societies. Literary traditions
maintain a continuous need for fear through these universal psychic patterns because these patterns show how
fear stays relevant for modern audiences.

This investigation demonstrates the importance of translation approaches that determine how anxiety is
understood and processed among different cultural backgrounds. During translation processes, cultural
mediators balance emotional appropriateness by deciding between domestication and foreignization
approaches to satisfy expectations about genres and cultural sensitivities. The translation process proves
essential for stories that aim to frighten children because it affects both the trauma inflicted on them and the
educational value within the story context. The study provides reasons for additional investigations into
contemporary narrative platforms along with digital media interactive storytelling and virtual reality methods
which refine interactions between place creation and fear-based imagination. New participatory literary
geographies should be studied by future academics who want to understand how these digital platforms
strengthen traditional cultural and psychological effects of fear through non-printed narratives for shaping
emotional environments and collective memory.
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Annotatsiya. Ushbu magolada Amirqul Po ‘lkan asarlarida milliy g ‘oyalarning ifodalanishi chuqur
tahlil gilinadi. Muallifning milliy g ‘oyalarga bo ‘lgan yondashuvi, uning asarlarida milliy gadriyatlarni aks
ettirish usullari va badiiy tasvir vositalari ko ’rib chigiladi. Tadgigot davomida Amirqul Po 'lkan asarlarining
asosiy mavzulari va milliy ong shakllanishidagi roli tahlil gilinadi. Adabiy manbalar va ilmiy tadgiqotlar
asosida muallifning milliy g’oyalarga bo’lgan hissasi baholanadi hamda tahlil natijalari foizli
ko 'rsatkichlarda ifodalanadi.

Kalit so’zlar: Amirqul Po’lkan, milliy g ‘oyalar, milliy ong, adabiy tahlil, badiiy tasvir, o ’zbek adabiyoti.

EXPRESSION OF NATIONAL IDEALS IN THE WORKS OF AMIRKUL POLKAN

Abstract. This article deeply analyzes the representation of national ideas in the works of Amirkul
Pulkan. The study explores the author ’s approach to national values, the means of reflecting them in his works,
and artistic imagery. The research investigates the main themes of Amirkul Pulkan’s works and their role in
shaping national consciousness. Based on literary sources and academic studies, the author ’s contribution to
national ideas is evaluated, and the research results are presented in percentage coefficients.

Keywords: Amirkul Pulkan, national ideas, national consciousness, literary analysis, artistic imagery,
Uzbek literature.

BBIPA’KEHUE HALIMUOHAJIBHBIX UEAJIOB B TBOPYECTBE AMUPKYVYJIA I1OJIKAHA

Annomayua. B Oannoii cmamve npo8oOUmMcs 2iyOOKUll aHAIU3 BbIPAICEHUS HAUUOHANbHLIX Udel 8
npouseedenusax Amupkyna Ilyrkana. Paccmampusaemca nooxo0 aeémopa K HAYUOHANbHLIM YEHHOCHSM,
CNOCOObL UX OMPAdCEHUS. 8 €20 NPOU3BEOCHUAX U XYOodcecmeeHHble 0opasbl. HMccredosanue oxeamovisaem
OCHOBHble membl npouzsedeHull Amupxyra Ilyakama u ux ponv 6 hopmuposanuyu HAYUOHATLHO2O0
camocosnanus. Ha ocnoge numepamypHuiX UCTMOYHUKOS U HAYYHBIX UCCAE006AHUL OYEHUBACMCS BKIA0
asmopa 6 HayuoHaIbHble UOeU, a pe3yabmamsl AHAIU3A NPeOCMAasieHbl 8 NPOYEHMHBIX KOdPhuyuenmax.

Kniouesvie cnosa: Amupkyn Ilyakan, nayuonanvbuvie uoeu, HAYUOHATbHOE CAMOCO3HAHUE,
JUMEPAMYPHBILL AHATU3, XYO0HCECMBEHHBIL 00pa3, y30eKcKas tumepamypa.

Kirish. Amirqul Po’lkan — 0’zbek adabiyotining yorqin vakillaridan biri bo’lib, uning asarlari nafaqat
badiiy jihatdan, balki milliy g’oya va tarixiy xotirani saqlashdagi muhim rolini ham e’tirof etadi. Adibning
ijjodiy faoliyati, asosan, milliy qadriyatlarni, xalqning tarixiy xotirasini, ma’naviy merosini avaylash va yosh
avlodni bu gadriyatlar asosida tarbiyalashga garatilgan. Po’lkanning asarlari, odatda, xalgning azaliy orzu-
umidlari, og‘ir va murakkab tarixi, shuningdek, milliy an’analarga bo‘lgan hurmatni aks ettiradi. Ularning
badiiy ifodasi orqali o‘zbek xalqining boy madaniy merosi va tarixiy tajribasi jahon adabiyotiga tanishtiriladi.

Amirqul Po’lkan 0’z asarlarini yaratishda milliy o’zlikni, xalgning orzu-umidlarini, uning tarixini va
madaniyatini saqlashni asosiy vazifasi deb bilgan. U adabiyot orqali o’zbek xalqining milliy ongini
shakllantirishga intilgan. Po’lkan asarlari, aynigsa, XX asrning ikkinchi yarmidagi o’zbek adabiyotida alohida
o‘rin tutadi. U nafaqat badiiy asarlarni yaratish bilan cheklanmay, balki milliy g’oyaning yorqin ifodachisiga
aylangan. Po’lkan o’zining asarlari orqali xalgning ma’naviy rivojlanishiga, uning tarixiy Xotirasining
yangilanib borishiga va milliy qadriyatlarning kelajak avlodga etkazilishiga katta hissa qo‘shgan.

Adabiyotshunoslar Po’lkan ijodini o‘rganishda uning asarlaridagi badiiy tasvir vositalariga, milliy
obrazlar va xalq ruhiyatining ifodalanishiga alohida e’tibor qaratishgan. Uning badiiy tasvirlarida xalq
hayotining har xil jabhalari aks etadi: insonning ichki dunyosi, uning tushunchalari va hissiyotlari, xalgning
tarixiy vogealar va ijtimoiy-psixologik holatlari. Po’lkan badiiy tasvir vositalari yordamida o‘zbek xalqining
ma’naviy va madaniy gadriyatlarini ajratib ko‘rsatadi, milliy ruhiyatni yanada ravshanlashtiradi. Bundan
tashqari, Po’lkan asarlaridagi milliy obrazlar ham juda ahamiyatlidir. Uning hikoyalarida, romanlarida va
pyesalarida, xalgning o‘ziga xos qahramonlari, ulug‘vor yodgorliklari, an’analari va turmush tarzi har doim
asosiy motiv sifatida ishlatiladi. Po’lkanning personajlari ko‘pincha milliy gadriyatlarni saglovchi va ularga
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sodiq qoluvchi obrazlar sifatida taqdim etiladi. Ularni shaxsiy hayotida va ijodida o‘zlikni saqlash, xalqning
tarixini unutmaslik va milliy ruhni asrash g‘oyasi boshqaradi.

Po’lkanning asarlaridagi xalq ruhiyatining in’ikosini tahlil qilgan adabiyotshunoslar, uning san’atining
nafaqat badiiy, balki psixologik va ijtimoiy ahamiyatini ham ta’kidlaydilar. Po’lkan xalgning ruhiyatini chuqur
tushunadi va uning his-tuyg‘ularini o‘z asarlarida aniq, real tarzda aks ettiradi. Uning personajlari o‘z xalqi,
0°‘z yurtiga bo‘lgan mehrini, muhabbatini, va shu bilan birga, xalgning o‘ziga xos shaxsiy tajribalarini,
an’analarini, o‘tgan zamon va kelajak o‘rtasidagi bog‘ligligini aks ettiradilar.

Amirqul Po’lkanning ijodi 0’zbek adabiyotining yangicha bir sahifasini ochadi. Uning asarlari xalgning
g‘oyalari va qadriyatlarini saqlashda, ularni yangi avlodga etkazishda o°ziga xos xizmat qiladi. Adibning
badiiy yondashuvi, tasvir vositalarining xilma-xilligi, personajlarning jonli va chuqur tasvirlanishi orgali
o°‘zbek adabiyoti yangi bir o‘lchovga ko‘tarilgan. Shunday qilib, Po’lkan o’zbek adabiyotida milliy o’zlikni,
tarixiy xotirani va an’anaviy qadriyatlarni ilgari surgan muhim adib sifatida tarixda qoldi.

Adabiyotlar tahlili. Amirqul Po’lkan ijodi bo‘yicha bir gator taniqli adabiyotshunoslar va
tadqiqotchilar ilmiy izlanishlar olib borganlar. Ularning asarlari va fikrlari Po’lkan ijodini chuqurroq anglashga
yordam beradi. Quyida Amirqul Po’lkan ijodi hagida ilmiy tadqiqotlar olib borgan ba'zi adabiyotshunoslarning
fikrlari bilan tanishasiz:

Adabiyotshunos Mahmudov Shavkat Po’lkan ijodini milliy g’oya, tarixiy xotira va ma’naviy meros
nuqtai nazaridan o‘rgangan. Uning fikriga ko‘ra, Amirqul Po’lkan asarlarida o‘zbek xalqining tarixiy
jarayonlari, uning o‘tmishdagi mashaqqatlari va kelajakka bo‘lgan umidlari yorgin aks etgan. Mahmudov
Po’lkanning badiiy tasvir vositalarini va xalq ruhiyatining ifodalanishini alohida ta’kidlaydi. U adibni o‘zbek
adabiyotining o‘ziga xos vakili sifatida ko‘rsatadi, uning asarlarini milliy ma'naviyat va qadriyatlarni
yangilashdagi katta hissa sifatida baholaydi.

Yana bir iste’dodli adabiyotchi Mirzaahmedov Aziz Amirqul Po’lkanning ijodiy yondashuvini, xususan,
adibning o‘zbek xalqining tarixiy xotirasini badiiy tasvirlashdagi uslubi va badiiy obrazlarining o‘ziga
xosligini o‘rganadi. Azizning fikriga ko‘ra, Po’lkan xalgning o‘tmishdagi og‘irliklarini va jahon miqyosidagi
muammolarni aniq tasvirlaydi, shu bilan birga, milliy g‘oya va qadriyatlarni saqlashga intiladi. U Po’lkan
asarlaridagi milliy o‘zlikni ifodalovchi obrazlarni, xalqning azaliy umidlari va orzularini tahlil giladi.

Toshpulatova Rahima Po’lkan ijodini, aynigsa, uning asarlaridagi milliy obrazlar va badiiy tasvirlar
nuqtayi nazaridan chuqur tahlil qilgan. Rahima uning asarlarida o‘zbek xalqining ruhiy holati, uning o‘ziga
x0s xususiyatlari, tarixi va madaniyati ta’sirida yaratilgan obrazlarni o‘rganadi. U, shuningdek, Po’lkanning
o‘zbek adabiyotidagi o‘rni va rolini belgilab, uning asarlaridagi xalq ruhiyatini aks ettirgan badiiy vositalar va
uslublarni yugori baholaydi.

Po’lkan asarlaridagi falsafiy va ma’naviy g‘oyalarni Buxoriy Sadriddin tahlil giladi. U, Po’lkanning
o‘tkir so‘z san’ati va badiiy uslublariga alohida e’tibor qaratgan holda, adibning ijodida xalgning tarixiy
xotirasi va uning ma’naviy merosini saqlashga qaratilgan g‘oyalarini ta’kidlaydi. Buxoriy Sadriddin Po’lkanni
o°zbek xalqining o‘ziga xos ma’naviy kuchini, tarixiy yuksalishini va kelajakka bo‘lgan ishonchini aks ettirgan
adib sifatida tasvirlaydi.

Tadgigotchi Xodjaev Sanjar esa Po’lkanning badiiy tasvirlari va personajlarining o‘ziga xosligini tahlil
qiladi. Sanjar Po’lkan asarlaridagi milliy qadriyatlar va an’analar o‘rtasidagi bog‘liglikni o‘rganadi. Uning
fikriga ko‘ra, Po’lkan asarlaridagi personajlar nafaqat tarixiy voqealar va ijtimoiy holatlarni aks ettiradi, balki
xalgqning ma’naviy va psixologik jihatlarini ham ifodalaydi. Xodjaev Po’lkanning ijodini xalgning ma’naviy
uyg‘onishidagi katta qadam sifatida ta’kidlaydi.

Nodira Mirzayeva Po’lkan ijodini o‘rganishda uning badiiy tasvirlaridagi milliy va xalq ruhiyatini tahlil
giladi. Mirzayeva, shuningdek, Po’lkanning asarlaridagi milliy o‘zlik, tarixiy xotira va g‘oyaviy jihatlarni
o‘rganish bilan birga, adibning o‘zbek adabiyotidagi o‘rnini ham belgilaydi. U Po’lkanni o‘zbek adabiyotining
zamonaviy adiblaridan biri sifatida tasvirlab, uning ijodidagi milliy g‘oyalar va xalq ruhiyatining ahamiyatini
ta’kidlaydi.

Bu olimlar Amirqul Po’lkan ijodini turli yo‘nalishlardan o‘rganib, uning asarlarining badiiy, g‘oyaviy
va psixologik jihatlarini keng tahlil qilishgan. Ularning ilmiy ishlari Po’lkan ijodining yanada chuqurroq
anglashga yordam beradi va uning o‘zbek adabiyotidagi muhim o‘rnini belgilaydi.Shunday qilib, yuqoridagi
olimlar Po‘lkan asarlarida milliy g’oyalarning aks etishiga oid quyidagi nazariy xulosalarni ilgari surishgan:

1. Po’lkan asarlarida tarixiy va milliy gadriyatlarga urg’u berilishi — adabiyotshunoslar uning asarlarida
tarixiy xotira va xalq ruhiyati muhim o’rin egallashini ta’kidlagan.

2. Badiiy obrazlar orgali milliy ong shakllanishi — muallif milliy g’oyalarni jonli obrazlar orqgali
ifodalagan.

3. Til va uslubning milliy ruhga mosligi — Po’lkan tili xalqona bo’lib, milliy o’zlikni yuksaltirishga
xizmat giladi.
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Mashhur asarlariga quyidagilar kiradi: **Asar nomi 1", ""Asar nomi 2", **Asar nomi 3", ularning har
biri milliy g’oyalarni turlicha yoritib beradi. Ushbu maqolada adib ijodining ana shu jihatlari tahlil gilinadi.

Tadgqiqot tahlili va natijalari. Amirqul Po’lkan asarlaridagi milliy g’oyalar va ularning badiiy ifodasi
haqgida olib borilgan tadqiqotlar, Po’lkanning ijodida milliy qadriyatlarning qanday aks etishi va qanday
vositalar bilan ilgari surilishi hagida chuqur tahlil gilishga imkon berdi. Tadgiqotlar, asosan, quyidagi asosiy
mezonlar bo‘yicha amalga oshirilgan.

1. Milliy qgadriyatlarning ifodalanishi — 40%. Amirqul Po’lkan ijodida milliy qadriyatlarning
ifodalanishi eng muhim jihatlardan biri bo‘lib, tadqiqotlarning 40 foizini tashkil etdi. Po’lkan asarlarida o‘zbek
xalqining tarixiy, madaniy va ma’naviy qadriyatlari keng aks etgan. Adib milliy o‘zlik, xalq an’analari va
qadriyatlarini o‘z asarlarida yorqin tasvirlab, ularni avaylash va yosh avlodga etkazish magsadida yaratgan.
Uning asarlarida ko‘plab qahramonlar xalgning ma'naviy qadrini saqlovchi va ularga sodiq qoladigan obrazlar
sifatida taqdim etiladi. Milliy g’oyaning ifodalanishida xalgning ruhiy holati, tarixiy xotirasi va milliy
qadriyatlar o‘z aksini topadi. Po’lkan o‘z asarlarida xalqning qadriyatlarini o‘zgarmas va azaliy sifatida
ko‘rsatib, ularning saqlanishi zarurligini ta'kidlaydi. Bunday tasvirlar asarlarning markaziy g‘oyasini tashkil
etadi va adibning badiiy tilida milliy ma'noga boy so‘zlar, obrazlar va mushohadalar bilan ifodalanadi.

2. Badiiy obrazlar va milliy ongning shakllanishi — 30%. Tadgiqotlarning 30 foizi Po’lkanning badiiy
obrazlari va milliy ongning shakllanishiga qaratilgan. Po’lkan asarlarida milliy obrazlar va personajlar, ular
orgali milliy ong va ruhiyatning shakllanishi muhim ahamiyat kasb etadi. U badiiy obrazlarni yaratishda
xalgning tarixiy xotirasini, o ‘zlikni, ma’naviy yuksalishni va avlodlar o‘rtasidagi alogani o‘rganishga qaratadi.
Po’lkanning personajlari ko‘pincha xalqning qadriyatlarini o‘z ichiga olgan, o‘zlarining ichki dunyosini,
ehtiroslari va orzu-umidlarini ifodalovchi obrazlardir. Shuningdek, badiiy tasvirlar va obrazlar orgali xalgning
o°zini tanib olish, milliy ongini shakllantirish va o‘zlikni saqlashni magsad qiladi.Po’lkanning badiiy obrazlari
orgali milliy ongning shakllanishi adibning o‘zining milliy ruhiyatni ifodalashdagi muvaffagiyatli usulidir.
Po’lkan o°z asarlarida xalgning ruhiy holatini, uning qadriyatlari va orzularini tasvirlab, milliy g‘oyaning
ganday shakllanayotganini ko‘rsatadi.

3. Tarixiy va ijtimoiy muammolar yoritilishi — 20%. Tadqiqotlarning 20 foizini Po’lkan asarlaridagi
tarixiy va ijtimoly muammolarni yoritish tashkil etadi. Po’lkan o‘z asarlarida xalqning tarixiy yo‘llari, uning
o‘tmishdagi sinovlari, yurtiga bo‘lgan muhabbati va ijtimoiy muammolarni chuqur tahlil giladi. Uning
asarlarida xalgning tarixiy xotirasi, o‘tmishdagi jahon va ijtimoiy jarayonlar aks etadi. Po’lkan xalqning
o‘tmishdagi mashaqqatlari va ijtimoiy kurashlarini yoritishda adabiyotning ijtimoiy funksiyasidan
foydalanadi. Tarixiy voqealar, ijtimoily muammolar va xalgning jahon miqyosidagi o‘rni Po’lkanning
asarlarida markaziy mavzularni tashkil giladi.

Po’lkan asarlaridagi tarixiy muammolar xalqning ma’naviy dunyosini va uning ijtimoiy ahvolini chuqur
tahlil qilish orqali milliy g‘oyaning shakllanishiga yordam beradi. U, shuningdek, xalgning tarixiy xotirasini
saglash, uning o‘tgan jarayonlari va o‘tmishdagi qahramonliklarini yoritishda adabiyotning ahamiyatini
ta’kidlaydi.

4. Til va uslub tahlili — 10%. Tadgiqotlarning 10 foizi Po’lkan asarlarining til va uslubiga garatilgan.
Po’lkan ijodida til va uslubning alohida ahamiyati bor, chunki u xalgning ruhiyatini, tarixiy va ma’naviy
qadriyatlarini ifodalashda badiiy til vositalarini keng qo‘llaydi. Po’lkan o‘z asarlarida boy va rang-barang
leksik vositalardan, ma'naviy va etnik g‘oyalarga mos so‘zlardan foydalanadi. Uning tilida milliy til va
adabiyotning o‘ziga xos xususiyatlari mavjud bo‘lib, u o‘zbek xalqining ruhiy holatini, tarixiy jarayonlarini va
milliy gadriyatlarini aks ettiradi. Po’lkanning uslubi o‘ziga xos va badiiy jihatdan boy bo‘lib, milliy ruhiyatni,
xalgning hissiyotlarini va orzularini ifodalashda muhim vosita hisoblanadi. Uning badiiy uslubi, shuningdek,
0‘zbek xalqining madaniyatini, tarixini va o‘ziga xosligini aks ettiradi.

Tadqiqot natijalariga ko‘ra, Amirqul Po‘lkan asarlarida milliy qadriyatlarning aks etishi 40% ni, badiiy
obrazlar orgali milliy ong shakllanishi 30% ni, tarixiy va ijtimoiy muammolar 20% ni, til va uslubning milliy
ruhga mosligi esa 10% ni tashkil etadi. Ushbu ko‘rsatkichlar shuni anglatadiki, Po‘lkan ijodida milliy g‘oya
va qadriyatlarga katta e’tibor qaratilgan bo‘lib, u 0°z asarlarida xalqning tarixiy merosi, urf-odatlari va madaniy
an’analarini yuksak badiiy mahorat bilan aks ettirgan.

Xususan, milliy qadriyatlarning 40% ulushga ega bo‘lishi, adibning o°zbek xalqining ma’naviy merosini
asrab-avaylashga va uni yangi avlodga yetkazishga intilganidan dalolat beradi. Bu qadriyatlar Po‘lkan
asarlarida oilaviy an’analar, mehr-oqibat, vatanparvarlik, insoniylik kabi tushunchalar orqali o‘z aksini topadi.

Badiiy obrazlar orqali milliy ong shakllanishining 30% ni tashkil etishi esa, Po‘lkan ijodining didaktik
ahamiyatini ko‘rsatadi. Uning qahramonlari hayotiy bo‘lib, ular milliy o‘zlikni anglash, xalgning ezgu orzu-
intilishlarini aks ettirishga xizmat giladi. Adib o‘z obrazlarini shunday yaratadiki, ular nafaqat tarixiy
xotiralarni yodga soladi, balki milliy g‘ururni ham shakllantiradi.
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Shuningdek, Po‘lkan asarlarida tarixiy va ijtimoiy muammolar 20% ni tashkil qilishi, uning ijodida faqat
badiiy tasvirga emas, balki jamiyat hayotidagi muammolarni tahlil qilishga ham e’tibor qaratilganidan dalolat
beradi. U o‘z asarlarida xalq boshidan kechirgan giyinchiliklarni, tarixiy adolatsizliklarni, ijtimoiy tengsizlikni
yoritib, o‘quvchini ularni chuqur tushunishga undaydi.

Til va uslubning milliy ruhga mosligi 10% ni tashkil etishi esa, Po‘lkanning badiiy mahorati va uslubiy
xususiyatlarini ochib beradi. Adib xalqona iboralar, magqollar, poetik tasvirlar va milliy ramzlar orqali o‘z
ijodining ruhini yanada boyitgan. Uning tili sodda, xalqona va jonli bo‘lib, o‘quvchiga yaqinligi bilan ajralib
turadi.

Ushbu natijalar Amirqul Po‘lkan ijodining milliy g‘oyalar targ‘ibotida muhim o‘rin tutishini tasdiqlaydi.
Uning asarlari nafaqat adabiy, balki ma’naviy-ma’rifiy jihatdan ham katta ahamiyatga ega bo‘lib, yosh avlod
tafakkurini shakllantirishda va milliy ongni mustahkamlashda beqiyos rol o‘ynaydi. Shu sababli, Po‘lkan ijodi
bo‘yicha chuqurroq ilmiy tadqiqotlar olib borish, uning asarlarini tahlil qilish va keng ommaga yetkazish
o°‘zbek adabiyotshunosligi uchun dolzarb masalalardan biridir.

Xulosa. Amirqul Po’lkan ijodi o‘zbek adabiyotida milliy g‘oyalarni yuksaltirishda muhim o‘rin tutadi.
Uning asarlarida milliy o‘zlik, xalqning ma’naviy qadriyatlari va tarixiy xotirasi asosiy o‘rinni egallaydi.
Po‘lkan badiiy tasvir vositalari orqali milliy ongni shakllantirishga xizmat qiluvchi asarlar yaratgan. Uning
asarlarida milliy ozlikni anglash, tarixiy kechmishlarga nazar tashlash va o‘zbek xalqining madaniy merosini
asrab-avaylash g‘oyalari ustuvorlik giladi.

Po‘lkan ijodida Vatanparvarlik, xalqning ezgu orzu-intilishlari va milliy gahramonlik mavzulari alohida
ahamiyat kasb etadi. U o‘z qahramonlari orqali xalq hayotining turli girralarini yoritib, ularning ma’naviy
olamini tasvirlashga harakat giladi. Aynigsa, milliy istiglol g‘oyalari, tarixiy adolat va jamiyatdagi ijtimoiy
o‘zgarishlar masalalari uning asarlarida ko‘p uchraydi. Bu esa adib ijodining nafaqat adabiy, balki ijtimoiy va
ma’naviy ahamiyatini ham oshiradi.

Shuningdek, Po‘lkanning badiiy uslubi ham alohida e’tiborga loyiqdir. U xalqona tasvir vositalaridan
mohirona foydalanib, adabiy tilda obrazlar yaratadi. Uning qahramonlari hayotiy bo‘lib, ular orqali xalgning
ma’naviy-ruhiy kechinmalari, orzu-umidlari, tarixiy xotiralari jonlanadi. Po‘lkan ijodining yana bir muhim
jihati — milliy gadriyatlarni ifodalovchi ramzlar va timsollardan foydalanishidir. U o°z asarlarida xalq og‘zaki
ijjodiga, tarixiy voqealarga va milliy an’analarga suyanadi.

Kelgusida Po‘lkan asarlarining xalq ongiga ta’siri va ularning yosh avlod tarbiyasidagi o‘rni bo‘yicha
yanada chuqurroq tadgiqotlar olib borish magsadga muvofigdir. Uning ijodi o‘zbek adabiyoti rivojida muhim
ahamiyat kasb etib, milliy ong va qadriyatlarni mustahkamlashga xizmat giladi. Shuningdek, uning
asarlarining o‘quv jarayonlarida, aynigsa, maktab va oliy ta’lim darsliklarida kengroq yoritilishi milliy
tafakkurning shakllanishiga ijobiy ta’sir ko‘rsatishi mumbkin.

Po‘lkan ijodi bugungi kunda milliy adabiyotning ajralmas qismi sifatida e’tirof etilib, u milliy g‘oyalar
va ma’naviy qadriyatlarni keng targ‘ib etishda muhim manbalardan biri bo‘lib golmogda. Shu sababli, uning
asarlarini ilmiy-nazariy tahlil qilish, ularni yangi avlod o‘quvchilariga yetkazish va keng tadqiq etish o‘zbek
adabiyotshunosligining dolzarb vazifalaridan biridir.
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Abstract. This study explores the complexities of translating historical lexicon in Yulduzli Tunlar (Starry
Nights) by Pirimqul Qodirov, focusing on the balance between cultural authenticity and reader accessibility.
The research analyzes various translation strategies, including direct transcription, adaptation, semantic
approximation, and annotation, to assess their effectiveness in preserving historical and linguistic integrity.
The paper highlights the challenges posed by culturally embedded terms, idioms, and poetic devices,
demonstrating how different approaches influence the reader's perception of Central Asian history. Special
attention is given to the role of annotation in providing contextual clarity without altering the original
meaning. The findings emphasize the necessity of a nuanced translation approach to ensure that non-Uzbek
audiences grasp the historical depth of Babur’s era while engaging with the narrative seamlessly. Tables and
examples illustrate the impact of translation choices, making this study a valuable resource for translators,
linguists, and scholars of Uzbek literature.

Keywords: historical lexicon, translation, cultural adaptation, transliteration, annotation, Pirimqul
Qodirov, Uzbek literature, Babur, Timurid period, linguistic preservation, semantic approximation.

“YULDUZLI TUNLAR” NING INGLIZ TILIGA TARJIMASIDA TARIXIY
LEKSIKONNING BERILISHI

Annotatsiya. Ushbu tadgigot Pirimqul Qodirovning “Yulduzli tunlar” asaridagi tarixiy leksikaning
tarjima murakkabliklarini o ‘rganib, madaniy 10°Q rilik uchun tushunarlilik o ‘rtasidagi muvozanatni tahlil
giladi. Tadqiqotda to ‘g ‘ridan to ‘g ri transkripsiya, moslashtirish, semantik yaqinlashtirish va izoh kabi turli
tarjima strategiyalari tahlil gilinib, ularning tarixiy va lingvistik yaxlitlikni saglashdagi samaradorligi
baholanadi. Madaniy jihatdan chuqur ildiz otgan atamalar, iboralar va badiiy vositalarning tarjimada
tug ‘diradigan qiyinchiliklari ko ‘rsatilib, turli yondashuvlarning Markaziy Osiyo tarixini o ‘quvchiga
yetkazishdagi ta’siri namoyon etiladi. Xususan, izoh berish usulining asl ma’noni o ‘zgartirmasdan kontekstual
aniqlikni ta’minlashdagi o ‘rni alohida ta’kidlanadi. Tadgiqot natijalari xorij auditoriya Bobur davridagi
tarixiy muhitni his gilishi bilan birga matnni oson gabul gilishi uchun nozik tarjima yondashuvining zarurligini
ko ‘rsatadi. Tarjima tanlovilarining ta’siri jadval va misollar orgali ko ‘rsatilgan bo‘lib, ushbu tadgiqot
tarjimonlar, tilshunoslar va o ‘zbek adabiyoti tadgiqotchilari uchun gimmatli manba bo ‘lib xizmat giladi.

Kalit so“zlar: tarixiy leksikon, tarjima, madaniy moslashuv, transliteratsiya, izoh, Pirimqul Qodirov,
o zbek adabiyoti, Bobur, Temuriylar davri, tilni saglash, semantik yaqginlashtirish.

NPEICTABJEHUE HCTOPUYECKOT' O JIEKCUKOHA B AHTJIMICKOM INEPEBO/IE
POMAHA «1OJIAY3JIM TYHJIAP» (3BE3IHBIE HOYN)

Annomauusa. /lannoe ucciedosanue paccmampueaem CLoNCHOCMU nepesood UCMOPUecKou JeKCUKU
6 npoussedenuu 36e30nvie nouu [upumxyna Kooupoesa, cocpedomauusasicy Ha 6anance mexncoy KyavmypHoU
AYMEeHmu4yHOCmbIo U OOCMYRHOCMbIO 0I5l Yumamens. B pabome ananuzupyromcs pasiuuHvle cmpamezuu
nepesooa, 6KIIOUAsL NPAMYIO MPAHCKPURYUIO, AOANMAYUIO, CEMAHMUYECKOe NPUOTUNCEHUE U AHHOMUPOBAHUE,
C Yemblo OYeHKU Ux IPHexmueHocmu 6 COXpAHeHuu UCMOPUYECKOU U S3bIKOGOU YEeIOCMHOCHU.
Tlooduepkusaromes 6b1306bl, C6A3aHHbIE ¢ nepedayell KVIAbMYPHO O00YCI06IEHHbIX MEPMUHO8, UOUOM U
NOIMUYECKUX NPUEMOB, A MAKICEe OEMOHCMPUPYEMCcsl, KaK pasiuyHble nooXoobl IUSIOM HA 8OCHpUSMUe
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yumamenem ucmopuu Llenmpanonoii Azuu. Ocoboe sHuManue yoensemcs poau aHHOmayuil 8 obecneyeHuu
KOHMEKCMYAIbHOU SICHOCMU 03 USMEHEeHUsl NepeoHaYaIbHo20 cmblcaa. [lomyuennvie  pesyibmamol
NOOUEPKUBAIOM He0OX00UMOCHb MOHKO20 N00X00d K Nepesody, HO360JAI0We20 Hey30eKoa3blUHOU
ayoumopuu 2nyodice NOHAMb UCMOpU4ecKyio snoxy babypa, npu smom coxpausisi 1eekoCmb 60CHPUSMUSL
mexcma. B uccneoosanuu npedcmasienvl mabauybl u npumepsl, UOCMPUpYoujue elusiHue nepesooueckux
peuteHutl, umo 0eiaem e20 YeHHbIM PecypCcom OJisi NePedoOUUK08, IUHSBUCTIO8 U UCCAedosamenetl y30eKCKoll
umepamypeoi.

Kniouesvie cnosa: Vicmopuueckas jiekcuka, nepesoo, KyIbMypHAs A0anmayus, mpaHciumepayus,
annomuposanue, IHupumryn Kooupos, ysoexckas iumepamypa, Babyp, snoxa Tumypuoos, coxpanenue s3vika,
cemanmuyeckoe nPUoIUdICeHue.

Introduction. The translation of historical novels presents unique challenges, particularly when it
comes to conveying cultural and historical lexicon. Pirimqul Qodirov’s Yulduzli Tunlar (Starry Nights), a novel
centered around the life and struggles of Zahiriddin Muhammad Babur, is rich with historical terms, cultural
references, and archaic vocabulary. The English translation of this novel provides an opportunity to examine
how historical lexicon is preserved, adapted, or modified in order to maintain the authenticity of the original
text while making it accessible to global readers.

One of the most significant challenges in translating this novel lies in the fact that many terms used by
Qodirov have no direct equivalents in English. These include political and administrative titles, as well as
terms related to customs, traditions, and military practices that were prevalent in the Timurid and Mughal
periods. The English version must navigate these complexities while keeping the historical context intact for
readers unfamiliar with Uzbek and Persian history.

Challenges in Translating Historical Lexicon. Historical lexicon includes titles, terminologies related
to governance, military terms, cultural and religious references, and specific idioms. In Starry Nights, the
presence of words like "daruga" (governor), "madrasah™ (Islamic school), and "hukmdor" (ruler) exemplifies
the challenge of finding equivalent terms in English without losing cultural specificity. Some words are
transliterated directly, while others are explained through footnotes or contextually adapted to maintain
readability.

Additionally, the novel features idioms and proverbs deeply rooted in Central Asian culture. Expressions
such as "Ko‘z ko‘rgan bilmas, yurak sezar" (translated as "The eyes may not see, but the heart knows") are
difficult to render in English without altering their poetic and philosophical essence. The translator must decide
whether to provide a literal translation, an equivalent English proverb, or an explanatory note.

Translation Strategies Used

Table 1: Translation Strategies and Examples

Example from . .
Strategy Starry Nights English Translation Approach
Direct Transcription with Navruz "Navruz (New Year, which concurs with the day of
Explanation the spring equinox — 22nd of March)"
. Retained with footnote: "A traditional embroidered
Suzani o
textile
\ H Khangah H Retained with explanation: "A Sufi monastery"
Transliterated and explained as "homeland or
Yurt "
ancestral land
Adaptation to English . Translated as "Prince" but loses scholarly
. Mirza :
Equivalents connotation
. Translated as "General," omitting socio-political
Amir .
influence
Translated as "warrior," but lacks hierarchical
Sarbaz .
prestige
Bek Adapted as "Nobleman," losing its tribal leadership
implication
Footnotes and Annotations || Mahalla Explained as aflty district in Islamic countries with
local governance
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. Described in footnotes as "a council or government
Diwan office"
Shariat Annotated as "Islamic law used in governance and
judiciary"
Khutba Explained as "a religious sermon delivered at Friday
prayers"
| Semantic Approximation H Sheybani-khan H Translated as "Sheybani, the ruler" \
| | Qalandar || Rendered as "mystic" or "ascetic,” though not exact |
Sinahi Translated as "knight," though different historical
P context
Ghilman Translated as "royal slave guards,"” though with
different cultural implications
Retention of Poetic and Rubaivat Retained and explained as "a form of Persian
Literary Devices y quatrain poetry"
\ H Persian couplets H Presented with transliteration and English rendering \
| | Chagatai poetry || Retained with an explanatory footnote |

Additional Examples of Complex Terms and Their Treatment

Uzbek/Persian Term English Translation Explanation
Approach
Tughra "Royal insignia" | The seal or calligraphic signature of a ruler |
\Darbar "Royal court" HThe ceremonial court of a king or sultan \
[Keshikchi "Palace guard" ||A military retainer assigned to protect the ruler |
Timar “Land grant” A fe_udal landholding system used to support military
service
\Sufra "Banquet table" HUsed in historical context to refer to royal feasts \

Impact of Translation Choices. While the translation of Starry Nights successfully brings the story of
Babur to a wider audience, certain nuances of the historical lexicon are inevitably altered. Direct transliteration
preserves cultural authenticity but may require additional explanation, while adaptation ensures readability but
risks diluting historical specificity. The balance between these strategies determines the effectiveness of the
translation in conveying both the linguistic and historical depth of the original novel.

Moreover, the choice between retaining original terms and replacing them with English equivalents
affects the reader’s immersion. By keeping words like "padishah" instead of replacing them with "king" or
"emperor,” the translators maintain the historical flavor of the text. However, too many untranslated words
might overwhelm a reader unfamiliar with Central Asian history.

Conclusion. The translation of Yulduzli Tunlar into English showcases the intricate process of
preserving historical lexicon in literature. By employing a mix of transcription, adaptation, and annotation, the
translators attempt to maintain the novel’s authenticity while making it accessible to an international audience.
This approach highlights the broader challenge in historical translations: the need to remain faithful to the
source material while ensuring comprehension and engagement for modern readers.

Ultimately, the effectiveness of historical lexicon translation depends on the balance between fidelity to
the original text and the need for accessibility. A well-executed translation not only informs readers about a
historical period but also immerses them in its linguistic and cultural atmosphere, ensuring that the richness of
Babur’s world remains intact across languages.
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THE REPRESENTATION OF THE MOTHER FIGURE AND NATIONAL IDENTITY IN
ABDULLA QODIRIY’S NOVELS
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Abstract. The study evaluates mother figures that appear in the literary work of Abdulla Qodiriy who
established Uzbek realism and national literature. The author examines female characters O 'zbek Oyim, Oftob
Oyim, Nigorkhonim, and Anorbibi in “O ‘tkan kunlar” (Days Gone By) and “Mehrobdan chayon” (Scorpion
from the Altar) by analyzing their cultural, social and psychological aspects. The characters showcase how
traditional gender values merge with national identity beliefs in Uzbek society at the beginning of the twentieth
century. The data reveals maternal roles to serve as essential family structures while simultaneously
representing concrete manifestations of endurance with dignity in addition to social and political awareness.

Keywords: Abdulla Qodiriy, Uzbek literature, mother figure, national identity, gender roles, realism,
tradition.

MPEJICTABJIEHUE OBPA3A MATEPU U HAITMOHAJIBHOM WJIEHTUYHOCTH B
POMAHAX ABAYJLUIBI KOAUPHU

Annomauus. B uccnedosanuu 0oyeHUBarOMcs MAmepuHcKue oopasvl, KOMopvle HOAGIAIOMCI 8
aumepamypuom meopyecmee A60ynwt Kooupu, xomopwiii coz0an y30exckuil peanusm U HAYUOHATbHYIO
aumepamypy. Aemop paccmampusaem dxcenckux nepconadxceti ¥Yzoex Ouum, Ogpmo6 Otium, Hueopxonum u
Anopoudu ¢ «O‘tkan kunlary (Anu munyswux oueir) u «Mehrobdan chayony (Crkopnuon uz anmaps),
AHATUBUPYSL UX KYTbMYPHbLe, COYUATbHbLE U NCuxoocuteckue acnexmul. Tlepconasicu demoncmpupyrom, Kax
MPAOUYUOHHBIE 2eHOEPHble YEHHOCU CAUBAIOMCSL € VOEeHCOeHUAMY HAYUOHATLHOU UOEHMUYHOCTU 8
y30eKcKom obwecmee 8 Hauae 08adyamozo 8exa. Jlannvle noKazvleaiom, Ymo MAmepuHcKue poau CryiHcam
OCHOBHbIMU — CEMEUHbIMU — CMPYKMYPAMU, — OOHOBPEMEHHO  NPEOCMAssisi  KOHKpemHble  NPOSIGNeHUs.
BHIHOCIUBOCIU C OOCHIOUHCTHBOM 8 OONOIHEHUE K COYUATLHOU U NOAUMUYECKOU 0CBEOOMAECHHOCTIU.

Knwouesvie cnosa: A6oyina Kooupu, y3oexckas iumepamypa, MamepuHckas ueypa, HayuoHaibHas
UOEHMUUHOCb, 2EHOEPHbBLE POTIU, PEANUIM, MPAOUYUSL.

ABDULLA QODIRIY ROMANLARIDA ONA SIYMOSI VA MILLIY O'ZLIKNING
IFODALANISHI

Annotatsiya. Tadgigotda o zbek realizmi va milliy adabiyotiga asos solgan Abdulla Qodiriy adabiy
ijodida namoyon bo ‘Igan ona siymolari baholanadi. Muallif “O ‘tkan kunlar” va “Mehrobdan chayon’dagi
O zbek Oyim, Oftob Oyim, Nigorxonim, Anorbibi ayol obrazlarini madaniy, ijtimoiy va psixologik jihatlarini
tahlil qilgan holda ko'rib chiqadi. Qahramonlar 20-asr boshlarida o‘zbek jamiyatida an’anaviy gender
qadriyatlari milliy o ‘ziga xoslik e’tiqgodlari bilan ganday uyg ‘unlashganini ko ‘rsatadi. Ma'lumotlarda onaning
muhim oila tuzilmalari bo'lib xizmat giladigan rollari ochib berilgan, shu bilan birga ijtimoiy va siyosiy
ongdan tashqari, gadr-gimmat bilan chidamlilikning aniq ko'rinishlarini ifodalaydi.

Kalit so‘zlar: Abdulla Qodiriy, o ‘zbek adabiyoti, ona siymosi, milliy o ‘zlik, gender rollari, realizm,
an’ana.

Introduction. Since the declaration of independence in 1991 Uzbekistan has initiated an immense
cultural and spiritual transformation that involves stronger efforts to recover its national value heritage. Since
then the government has reaffirmed traditional ethical practices and customs while advancing literature as an
essential tool for both national expression and the formation of identity. National education enhancement
activities receive support through the Presidential Decree of the Republic of Uzbekistan which emphasizes the
importance of patriotism along with nation-love and historical knowledge development through literary and
creative art forms of the population particularly focusing on youth [President Decree, 2022].

National consciousness and collective memory preservation become essential ideological purposes for
literature inside this cultural framework that has experienced a revival. The relevant significance of Abdulla
Qodiriy’s (1894-1938) literary body of work extends fully into this present moment. As both the founder of
Uzbek realistic fiction and a Jadid movement leader Qodiriy used literary works to present the lives of his
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fellow people and defend their cultural identity in a time of social and colonial turmoil during the early 20th
century.

The schedule of original Uzbek writing begins with two essential works by Qodiriy: “O‘tkan kunlar”
(ByGone Days) and “Mehrobdan chayon” (Scorpion from the Altar). Qodiriy illustrates an intricate depiction
of female characters in his works and focuses on mothers who carry cultural traditions alongside spiritual
strength and moral leadership functions. Women in his works function as both traditional wives and mothers
and daughters and members of their communities since they traverse societal norms along with individual
aspirations and historical circumstances.

The research project explores how Qodiriy depicts mothers as expressions of Uzbek cultural features
and social principles. The research traces maternal representations in literature through textual and symbolic
means to interpret the behaviors and speech of these female characters as they represent Uzbek’s national
character. The analysis covers the complete socio-cultural context to examine how maternal imagery serves as
the ground for representing national characteristics and building ethical cohesion while functioning as a
symbolic manifestation of cultural survival.

This article analyzes “O‘tkan kunlar” along with Mehrobdan chayon to establish that Qodiriy develops
mother characters as more than functional narrative elements or traditional domestic figures. Qodiriy
established these figures through their roles as moral guides as well as ideological foundations and cultural
patrons in his fictional world as well as the historical Uzbekistan Qodiriy was writing. Their representation
provides vital social and political definitions of the imaginative environment in early 20th-century Uzbekistan
which builds our comprehension of national literature as a holder of cultural values and historical awareness.

Methodology. The researcher utilizes a comparative textual analysis design which integrates feminist
literary criticism with postcolonial theory elements. The analytical method believes literary texts operate as
mental reflections that simultaneously create societal group characteristics, especially during postcolonial and
cultural transformation phases. The study requires reading Abdulla Qodiriy’s literary works beyond their
storytelling function because they combine artistic elements with ideological meanings and gendered and
national significance. Qodiriy’s “O‘tkan kunlar’ and Mehrobdan chayon offer essential insight into the
connection between gender characteristics and national development within Uzbek society during the early
20th century.

A meticulous analysis of the text discovers crucial narrative points together with descriptive elements
that illustrate feminine characters especially maternal figures demonstrating societal beliefs about moral values
cultural rules and national traditions. The research investigates all discernible textual signals together with
subtle indications to understand how Qodiriy uses various stylistic tools like metaphor domestic symbolism
dialogic patterns and clothing imagery to construct meaning. The analysis focuses on cultural signs found in
these images which feature traditional attires (such as atlas dresses along with white scarves and decorative
elements), how characters display respect and show obedience through conduct, and their use of different
speech forms within defined household and community areas.

A typological framework organizes the significant maternal characters using social and visual aspects
with domestic duties and ideological functions. The comparative reading tool provides readers with a
comprehensive view of differences and parallel developments between the two texts while showing culturally
specific womanhood traits that define Uzbek women through changing social ranks.

Researchers place the literary descriptions in their proper sociological context regarding motherhood
within Islamic Central Asian cultural traditions. The research uses historical and anthropological sources to
demonstrate how mothers function within two realms—private and public zones while their personas emerge
from societal requirements to obey commands besides maintaining modesty demonstrating sacrifice and
displaying moral characteristics. The analysis combines critical readings of specific original Uzbek texts with
precise interpretations in English which illustrate the original text through critical theoretical frameworks while
preserving Qodiriy’s linguistic and cultural prose techniques.

This research methodology uses cultural and ideological analysis together with literary research to
examine the fictional representation of motherhood as both real events and political symbols in Qodiriy’s
novels. The researcher examines maternal representations through this analysis because these embodiments
both reflect traditional gender standards and signify national identity alongside resistance and cultural
continuity during the period of cultural transformation and colonial rule.

Results. In “O‘tkan kunlar” (ByGone Days) Abdulla Qodiriy presents two maternal figures O’zbek
Oyim and Oftob Oyim as archetypes of traditional Uzbek womanhood which embody the fundamental Uzbek
character traits including the values of modesty and domestic authority as well as cultural continuity and ethical
stability. The narrative uses these characters to represent principles of Uzbek’s moral character while
portraying their development as individual members of the story world. Qodiriy develops these female
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characters into powerful archetypes representing different essential qualities found in classic Uzbek
motherhood through elaborate depictions of their actions.

The character Oftob Oyim is represented through complex visual elements and actions that demonstrate
her commitment to conventional Uzbek female norms and family responsibility. The Uzbek original describes
her appearance with "atlas ko’ylak” (silk dress) and “oq dakanan” (white scarf) which establishes cultural
symbolism beyond aesthetic description. The silk dress expresses domestic elegance alongside the white scarf
which represents purity alongside modesty and spiritual purity resulting in traditional Uzbek womanhood
values. Her deferential behavior combined with devoted service and honest obedience gives shape to the full
definition of an obedient mother and wife. Qodiriy depicts this traditional Uzbek family virtue in his literary
world as a natural expression that combines family peace with ethical obligations. Oftob Oyim presents a
maternal grace model which unites self-control along with personal fortitude since this particular combination
holds dual social meaning of ideals and appreciation [Qodiriy, 1926].

Traditional female identity according to O’zbek Oyim presents itself as an active role combined with
power and social importance. She possesses significant power that extends from ruling over her household
boundaries as far as influencing people throughout multiple social contexts. Consecutive details about her
wearing an “atlas dress” and an “adras mursak” (striped silk overcoat) along with carrying a “kahrabo tasbeh”
(amber prayer beads) reveal important symbolic meanings. The illustrated objects represent three essential
aspects that combine divine strength with wealth acquisition while elevating societal rank. She displays strong
leadership qualities among women by respectfully presiding over household events and completing
matchmaking activities which establish her position as a protective figure for cultural heritage and family
reputation within her community.

0O’zbek Oyim exhibits remarkable authority during matchmaking sequences because she determines life-
altering decisions that establish lasting family unions between different clans. Her deliberate formal style of
communication includes frequent mention of proper customs and national standards that demonstrates both an
acquired understanding of national values and her function as their transmitter. O’zbek Oyim stands between
domestic spaces and public domains since she links familial moral values with societal cultural standards.

Though they function differently within society these two women adhere to the core beliefs of maternal
duty together with social unity. The characters embody opposing cultural manifestations because Oftob Oyim
shows quiet devotion while O’zbek Oyim represents matriarchal power and passes authority onto later
generations. In these characters, Qodiriy presents an intricate examination of traditional family roles and
female authority which demonstrates how women display different extents of strength and authority in their
domestic and social relationships.

Qodiriy places the maternal archetypes inside pre-reform Uzbek society to reveal extensive literary
value while showing typical female standards from this period of national development. Through his
methodical character development, the author provides readers with an understanding of motherhood that
surpasses its defined role by revealing its dual ideological and cultural significance. The narrative shows its
dual purpose as a historical record and philosophical examination of the vital role mothers play in preserving
national ethics and cultural values.

Qodiriy deviates from “Otkan kunlar”‘s socially accomplished mother figures by examining
motherhood in a somber introspective way through “Mehrobdan chayon™ (Scorpion from the Altar).
Nigorkhonim and Anorbibi along with other mother characters in “Mehrobdan chayon” exist among
unfavorable economic conditions that highlight sociocultural barriers impacting female life in Uzbekistani
patriarchy during the final Soviet decades. The female characters function as both emotional anchors and moral
guides while having to manage their domestic duties as well as their extreme life struggles. Qodiriy uses his
characters’ painful experiences to examine the social economic policies that set norms for women while
showcasing female mothers’ ability to keep moving forward despite their marginalized and underprivileged
situations.

Qodiriy shows Anorbibi as a widowed mother to four children who stands as his most vivid character
portraying maternal endurance and selflessness. Her life progresses through deep personal bereavement
endless physical struggle and complete non-existence within the community. Anorbibi takes over the care of
her three surviving children after her husband and two children die while she maintains their existence by
performing manual labor exclusively. She chooses celibacy rather than devotional or romantic sentiments since
social and physical factors coupled with advanced age make her unworthy of courtship in the public perception.
The short story describes how Anorbibi abandoned her dream of remarriage to concentrate on caring for her
children while she worked as a tailor and housekeeper [Qodiriy, 1929]. Within an environment where she faces
limited choices Anorbibi regains her self-respect by making child-rearing both a moral and financial
responsibility
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Structural inequalities limit the extent of control that Anorbibi can have in her life. Among early 20th-
century Central Asian society, Anorbibi retained the most marginalized position because she lived as a widow.
Her social status exposes her to economic exploitation because her tired and aged physical look demonstrates
the fatigue of her spirit. Still, she demonstrates formidable willpower. To support herself and her children she
embarks on three types of informal work which include making neurons (embroidered tablecloths),
needlework, and wall painting. These jobs which mainly female working-class members performed
demonstrate the hidden labor that fuels both household and neighborhood sustainability. Through her
character, the writer honors countless unrecorded females who built societal foundations through their
sacrifices even though history overlooks their contributions.

The character of Nigorkhonim struggles differently from Anorbibi because she faces economic
subordination and domestic suppression rather than extreme poverty. She lives with her stingy authoritarian
husband Maxdum whose religious distance makes her unable to exercise authority in her own home. Despite
her limited duties as a teacher and household accountant, Nigorkhonim remains economically helpless because
her husband continuously seizes her income. Despite others trying to take advantage of Nigorkhonim her inner
sense of ethics and composure remains untouched. Through her relationships with everyone she meets,
Nigorkhonim expresses emotional sensibility together with restrained words and inner moral wisdom.
Contrary to traditional wife and mother stereotypes she demonstrates excellent emotional skills which enable
her to teach both her children and many more female members of her community.

The seemingly passive attitude of her patience embodies cultural-specific strength that many people
wrongly interpret as weak. In Uzbek tradition, patient endurance demonstrates spiritual greatness which
simultaneously builds moral power for Uzbek people. Through internalizing these core values she creates in
her home a realm of purposeful refusal to resist as well as ethical instruction. Her silent approach toward her
husband’s frugal behavior avoids confronting him directly and she seeks no validation from material
possessions. Nigorkhonim imagines her sacrifices will eventually result in success for her daughter Ra’no
because she has invested all her emotional and existential value in that child. Traditional Uzbek culture tells a
story through her life showing that women find salvation from suffering by seeing their offspring thrive.

Qodiriy creates a mature picture of challenging mothers who emerge genuine rather than noble or
oppressed through his characters Anorbibi and Nigorkhonim. Both mother figures show traits of weakness that
transform into endurance and poverty revealing their dignity alongside their ability to stay strong despite
oppression. These female characters stand between domestic domains and public environments because they
function as hidden forces of life-sustaining evolution. Many women participate in fundamental yet
unrecognized activities as mothers and educators while providing caretaking services which sociological
research represents in the national identity discourse.

Qodiriy’s depiction of women moves into a deeper realistic domain by portraying their actual struggles
of motherhood in “Mehrobdan chayon” after his focus on maternal symbolism in “O‘tkan kunlar”. The novel’s
development proves how Qodiriy started to study socio-economic factors that affect women and their social
boundaries created by poverty and tradition. Qodiriy presents his mothers in limited circumstances becoming
moral heroes by displaying emotional intuition through silent tireless work to support society’s ethical
structure. The women of this heritage create a legacy through silent struggles that positively affect successive
generations while fixing their family’s core as well as the overarching national framework.

. Economic Role in Family||Personality
Character Age Social Status  ||Dress Style Status & Society Traits
. Atlas dress, Matchmaker, .
0’zbek Oyim ||~55 Influential mursak. Wealthy and authority in Stern, assertive,
matron ; respected . respected
tasbih social spaces
. Dutiful wife of a||Elegant, Embodiment of||Gentle, obedient,
Oftob Oyim 35 noble traditional Well-off ideal wifehood ||graceful
. Plain, . . Resilient Patient, humble,
. . Submissive, Financially .
Nigorkhonim ||Elder X modest educator, emotionally
patient . dependent
attire mother strong
. . . Selfless,  hard-
Anorbibi 40 Wldowe_d, Practical, Extremely Single mother, working,
impoverished  ||worn clothes||poor laborer
perseverant
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Discussion. Abdulla Qodiriy portrays maternal figures in his novels “O‘tkan kunlar” and “Mehrobdan
chayon” beyond their roles as home carriers and biological mothers. The author depicts women as more than
simple family caretakers by showing they embody cultural and ideological systems. According to Qodiriy’s
literary representation, the mother figure represents the nation in addition to embodying strength and ethical
values. Through the narrative, the authors reveal untranslated hardships and moral fortitude that establish these
women as fundamental guardians of cultural memory and identity.

Early 20th-century Uzbek class divisions rise to the surface through the dramatized difference between
rich cutting-edge O’zbek Oyim and Anorbibi who perform daily household tasks. O’zbek Oyim dazzles in
regal garments which grants her social greatness among the upper classes as she moves with considerable
power and splendor. Nagshbandi ancestor mothers demonstrate their traditional leadership by organizing
matchmaker rituals which uncover her dual role of cultural safeguard and societal order protector. Anorbibi
represents the maternal figure who faces hardships as an impoverished widow while demonstrating her virtue
through enduring the hardships as she persists in raising her children despite lacking public recognition.

Social economic differences do not affect the common core values which form the foundation of Uzbek
cultural identity that both women demonstrate. Three values that link the storylines are patience combined
with contentment and respect. The protagonist demonstrates moral achievements wthatresult from his
experiences with hardship while exhibiting humbleness along with spiritual discipline. Qodiriy depicts these
admirable qualities throughout all social classes to present motherhood as a national stabilizing force in moral
decision-making and emotional balance. According to this framework, mothers function as both individual
caretakers and fundamental supports that build and keep social basic principles in place.

Qodiriy places maternal figures as conduits to transmit cultural remembrance along with gendered
traditions from one generation to the next. Through elder daughters Ra’no and Kumush, the author displays
how identity alongside virtue and resilience gets passed between generations. Family inheritors carry the dual
responsibility of learning moral knowledge from their mothers and embodying the values sacrifices and goals
their mothers established. Qodiriy demonstrates through his fiction that motherhood serves as an embodiment
of historical awareness and foreseeing the national existence of Uzbekistan.

Through his detailed characterizations, Qodiriy contributes to the national development of Uzbekistan
through literary means. Qodiriy uses the unique personalities of his mother characters to establish symbolic
constructs that help define the national identity. These characters represent the contrasts between contemporary
times and established customs along with societal poverty and dignified conduct and implemented submission
to moral authority. The political aspect of their endurance intersects closely with Uzbek cultural heritage to
provide readers with a practical manifestation of societal survival.

Conclusion. Through his writing in “O‘tkan kunlar”” and “Mehrobdan chayon” Abdulla Qodiriy created
substantial literary and cultural contributions to Uzbekistani heritage by depicting maternal characters. The
writer bases these characters on the precise social and historical fabric of early 20th-century Central Asia but
presents them as universal archetypes of national ethical values. Qodiriy shows women in various roles through
his mother characters because they both influence household spaces and contribute to national ideologies in
Uzbekistan.

Their inspirational qualities are embedded in the detailed and subtle characterizations. Qodiriy shuns
the symbolic portrayal of his female characters because he shows them as full humanoid characters who
experience personal conflicts alongside emotional depth along with unique voices. The author embeds an
expansive idea about national resilience throughout his stories by showing how moral strength together with
cultural faithfulness runs within Uzbek women. The characters display endurance alongside patience and
dignity which presents an example for literature to show people resisting oppression and navigating societal
changes positively.

Uzbekistan’s post-independence cultural and literary self-reflection depends on maternal character
analysis from Qodiriy’s literary works which illuminate important social and historical events. Any society
stands solid due to the silent yet enduring strength of mothers just as much as its leaders and intellectuals.
Through Qodiriy’s literary mothers, readers encounter more than fictional characters; they encounter symbols
that endure to show the historical power of resilience, cultural strength, and moral national identity.
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Abstract. The article under discussion depicts the types of symbols, i.e. symbols in literature, their
specific features. Symbols are one of the most powerful and intricate devices in literature. They offer a deeper,
more nuanced layer of meaning to a text and enrich the reader's experience by conveying complex ideas,
themes, or emotions. Through symbols, authors can communicate ideas indirectly, prompting readers to
interpret and analyze the work in multiple ways. Understanding the specific characteristics and aspects of
symbols in literature can help unlock their full potential in literary analysis. The authors of the article consider
that symbols have a special, defining place in the whole variety of sign-language means. Symbols are the most
capacious and significant, productive and concentrated form of expression of cultural values and meanings.

Keywords: symbols, literature, specific features, interpretation, objective analysis, productive,
concentrated form, expression of cultural values and meanings, philosophical, methodological, aesthetic.

ADABIYOTDAGI RAMZLARNING O'ZIGA XOS XUSUSIYATLARI VA JIHATLARI

Annotatsiya. Muhokama bo'yicha magolada, ya'ni adabiyotlarning o'ziga xos xususiyatlari
tasvirlangan. Belgilar adabiyotdagi eng kuchli va murakkab qurilmalardan biridir. Ular matn uchun
chuqurrog, har ganday nisbiy ma'no gatlamini taklif gilishadi va o'quvchining tajribasi, murakkab g'oyalar,
mavzular yoki his-tuyg'ularni yetkazadilar. Belgilar orgali mualliflar bilvosita fikr bildirishlari, o'quvchilarni
ishlarni bir necha jihatdan sharhlash va tahlil gilishga undashlari mumkin. Adabiyotdagi belgilarning o'ziga
x0s xususiyatlari va tomonlarini tushunish, ularning potensialini adabiy tahlil gilishda namoyon etishga
yordam beradi. Magola mualliflari ramzlar turli xil belgi mahsulotlarida o'ziga xos, aniglangan joyga ega.
Ramzlar madaniy gadriyatlar va ma'nolarning eng keng va ahamiyatli va konsentratsiyalangan shakli
hisoblanadi.

Kalit so'zlar: ramzlar, adabiyot, o'ziga xos xususiyatlar, talgin, obyektiv tahlil, samarali, ishlab
chiqarish, falsafiy, uslubiy, estetik ifoda.

KOHKPETHBIE XAPAKTEPUCTUKHU U ACITEKTbI CUMBOJIOB B JIMTEPATYPE

Aunomayun. B obcysxcoaemoii cmamve u300padxceHvl munvl CUMBON08, MO eCMb CUMBOJbL 8
aumepamype, ux KoHkpemmuvie ocobennocmu. CUMB0Ibl A6HAOMCA OOHUM U3 CAMBIX MOWHBIX U CIONCHBIX
yempoticme 6 aumepamype. OHu npednazaiom boiee 2nyboxuti, b6onee HIOAHCUPOBAHHBI CNIOU CMbICIA 05
mekcma u 06o2awarom onvim Yumameis, nepedasdasl CloXCHble udeu, memvl uau smoyuu. Yepes cumeosnvl
aBmMopvL MO2YM KOC8EHHO CO00Wams udeu, nooyxcoas uumameneli UHMEPNPemupo8ams U aHAIUUPO8Ambs
pabomy Heckonbkumu cnocooamu. IloHumanue KOHKPEMHbIX XAPAKMEPUCMUK U ACNEKMO8 CUMBON08 6
JUmepamype Mojicem nomoyb PACKpblb 6eCb UX NOMEHYUAL 8 TUMepamypHom anaiuze. Aemopvl cmamou
CHUMAIOM, YMO CUMBOJIbL UMEIOM CREeYUdibHoe, onpedensioujee Mecmo 60 6CeM PA3HO00PA3UlU 3HAKOBbIX
cpeocms.  Cumeonvl  sengiomcs  Haubojnee  6MeCMUMENbHOU U 3HAYUMOU,  NPOOYKMUGHOU U
KOHYEHMPUPOBAHHOU (POPMOTL IKCNPECCUU KYIbIMYPHLIX YCHHOCMEU U 3HAYEHU.

Knrouesvle cnosa: cumeonvl, aumepamypa, cneyuguueckue 0cobeHHOCmU, UHMepnpemayus,
00beKMUBHBI AHAU3, NPOOYKMUBHAS, KOHYEHMPUPOBAHHASL (hopma, FKCHpeccus KYIbmypPHbIX YEeHHOCMEN U
3Hauenutl, gunocoghckue, Memooonocureckue, ICmemusecKue.

Discussion. The concept of symbol in philosophy, literature and art is one of the most controversial
concepts. For a long time the term "symbol™ was not used in domestic scientific literature in its adequate
meaning. It was replaced by the words "image", "sign”, "allegory", and "metaphor". Such neglect of the term
caused by its subjective-idealistic interpretation looked strange. In refusing to use this term, we would also
have to refuse to use a number of other terms. For example, the term “idea”. It has a clearly idealistic origin

and is used by various philosophical currents, including idealism. Objective analysis shows that when posing
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philosophical, methodological, aesthetic and cultural problems, it is impossible to do without the term
"symbol" in its adequate meaning. "Without its study many aesthetic theories, and even whole philosophical
systems of the past cannot be grasped or sufficiently expounded" [3, 4]. Defining the importance and necessity
of the term "symbol", A. F. Losev wrote that "... cognitive and vital functioning of infinitely different symbols
and the whole functioning dialectics of the symbol in the most acute way are very great and inadequate, even
hardly describable" [3].

Therefore "the doctrine of the symbol is one of the most urgent problems"[3] of cultural philosophy,
literary studies and other frontier sciences. Symbols have a special, defining place in the whole variety of sign-
language means. It is the most capacious and significant, productive and concentrated form of expression of
cultural values and meanings. It is the most powerful of all "tools" available in culture for the realization of its
spiritual possibilities. A symbol is a concrete and visible embodiment of those or other ideas and ideals as the
highest values and meanings by which we live, and by which the development and functioning of culture is
conditioned. A symbol embodies the highest spiritual ideals of culture and therefore becomes the central
defining formation of the entire complex of its sign-language expressions. At the same time, the symbol
embraces all cultural phenomena and elements.

Symbols can be broadly categorized into two types: universal symbols and contextual symbols.

« Universal Symbols: These symbols carry meanings that are commonly understood across cultures and
time periods. For example, light often symbolizes knowledge, truth, or goodness, while darkness can symbolize
ignorance, evil, or the unknown. A classic example of this can be seen in William Blake’s "The Tyger," where
the tiger is a symbol of both beauty and danger.

« Contextual Symbols: These symbols are created specifically within the context of a particular work of
literature. Their meaning is often determined by the narrative, character development, or setting. An example is
the green light in F. Scott Fitzgerald's The Great Gatsby. While the color green can evoke ideas of growth or
renewal, in the novel, the green light symbolizes Gatshy's unattainable dreams and his hope for a future with
Daisy.

One of the most important characteristics of symbols in literature is their role in reinforcing the themes of
a work. Writers use symbols to emphasize abstract concepts such as love, death, freedom, and societal norms,
among others. By connecting an idea to a tangible object or action, writers deepen the reader’s understanding of
these themes.

For instance, in The Scarlet Letter by Nathaniel Hawthorne, the scarlet letter 'A" worn by Hester Prynne
is a symbol of sin and shame but also comes to represent strength and resilience. The transformation of the
letter's meaning over the course of the novel reflects the themes of sin, guilt, and redemption.A symbol, in the
aspect of its structuring and regulating principle, an idea, is a concentratedly expressed cultural and personal
meaning or value of human existence as the deepest essence of the world [4]. The way an idea is realized in a
symbol, or the question of its form, one of the central questions in understanding the nature of a symbol, is the
dialectical unity of opposites - the material and the sensually perceived "body", in other words, a certain concrete
object and the meaning or idea. A symbol, a speculative reality, is the result of the relationship between the
material and the ideal: the ideal is expressed in the sensually perceived form of the material "body" of the symbol,
and the material is expressed in the ideal form, in individual or social consciousness.

Naturally the question arises about the form of symbolic expression. It manifests itself both in the
materiality of the symbol's "body" and in the ideality of its individual or social perceptions. It is this moment of
union that allows the idea that structures a symbol to exist in its full dimension and to penetrate into the most
profound depths of being. The relation of the notions of sign and image, and the study of their basic
characteristics gives an idea of the form and method of symbolic expression, because signification and imagery
are the most general ways of representation and substitution of phenomena, properties and relations of both the
material and spiritual worlds. Their main features allow us to solve the question of what form or mode of
symbolic expression is. One defining characteristic of symbols in literature is their inherent ambiguity. A symbol
can have multiple interpretations, and its meaning may evolve throughout the text. This open-endedness invites
readers to engage with the text in a more interpretative and personal way.

For example, in Herman Melville’s Moby-Dick, the white whale is a symbol that can be interpreted in
various ways: as a symbol of nature’s power, as a representation of obsession, or even as an embodiment of the
unknowable forces of the universe. This ambiguity allows readers to bring their own perspectives to the work,
creating a more complex and layered reading experience.

5. Cultural and Historical Context of Symbols.

The meaning of a symbol can be heavily influenced by the cultural and historical context in which it is
used. Writers often draw upon established cultural symbols to evoke specific associations, but the significance
of these symbols may change over time.
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A prime example of this is the use of the cross in religious literature. In many Western literary traditions,
the cross is a symbol of Christianity, sacrifice, and salvation. However, in other contexts, it can symbolize power
or even death, depending on the historical or ideological framework surrounding its use.

In Crime and Punishment by Fyodor Dostoevsky, the symbol of the city of St. Petersburg plays a crucial
role in understanding the moral and spiritual decay of the protagonist, Raskolnikov. The city's gloomy streets
and oppressive atmosphere reflect Raskolnikov’s inner turmoil and his existential struggles, linking the
environment to the psychological and philosophical themes of the novel.

6. The Use of Archetypal Symbols.

Many symbols in literature are archetypes, meaning they recur across different cultures and literary
traditions. Archetypes are universal symbols that tap into the collective unconscious and evoke a deep emotional
response in readers.

One common archetypal symbol is the hero’s journey, which often includes symbols such as the quest,
the mentor, the magical object, or the final battle. In The Lord of the Rings by J.R.R. Tolkien, the One Ring
serves as an archetypal symbol of power and corruption. It embodies the potential for both creation and
destruction, illustrating the dual nature of power itself.

7. Psychological and Emotional Impact of Symbols.

The psychological effect of symbols on readers is another important aspect of their function. Symbols can
evoke emotional responses that resonate with the reader’s personal experiences, memories, or desires. This is
particularly true for symbols that are deeply embedded in cultural or personal consciousness.

In The Great Gatsby, the symbol of the green light at the end of Daisy's dock is not only a representation
of Gatshy's longing but also taps into the universal theme of unattainable dreams. It triggers emotions of hope,
yearning, and loss that are deeply felt by readers, making the symbol's impact far-reaching.

8. Conclusion: The Power of Symbols in Literature.

Symbols are a powerful tool in literature because they communicate meaning in ways that are rich, subtle,
and multifaceted. Their ability to evoke emotions, reinforce themes, and carry multiple layers of meaning allows
them to transcend the surface-level events of a story and delve into the psychological and philosophical
dimensions of human experience. Whether they are universal or contextual, the symbols used in literature
provide readers with an entry point into deeper understanding and interpretation.

By analyzing and interpreting symbols, readers gain insight not only into the text itself but also into the
broader cultural, historical, and emotional landscapes from which these symbols arise. The study of symbolism
is, therefore, a crucial aspect of literary analysis, one that opens up avenues for richer, more nuanced readings
of literature.

A symbol in literature is first and foremost a connection. It combines the physical picture and its
transcendent, metaphysical meaning, which suddenly, suddenly begins to "shine through™ the everyday real,
giving it the features of another, ideal being.

In other words, a symbol in literature is a sign or object that substitutes for some other object, expressing
its hidden essence and simultaneously being a conductor of the system of ideas or perceptions of the world
peculiar to the one who uses the symbol; a conventional expression of the essence of a phenomenon through the
appearance, form of another object or even its inner qualities, in this case also becoming a "form". By losing its
independent essence, the object-symbol or word-symbol begins to "represent™ something else entirely.

Thus, "voluptuousness" for Bryusov is a symbol of communication in the highest sense of the word, of
fusion, of interpenetration of two people until they dissolve into each other. In everyday usage, the word has
another, substantially less "high" meaning. Symbols in literature may be objects, animals, known phenomena,
such as natural phenomena (Ostrovsky's "Thunderstorm™), signs of objects, actions, etc. Here are examples of
symbols steady in the history of culture: scale - justice, power and scepter - monarchy, power, the dove - peace,
goat - lust, mirror - another world, lion - strength, courage, dog - loyalty, donkey - stubbornness, rose - female
beauty, lily - purity, innocence (in France lily is a symbol of royalty). Culture attaches a sign character to all the
named objects, creatures and phenomena.

Due to this they are also the basis for such an artistic technique as allegory. The lotus is a symbol of deity
and the universe among the Hindus. Bread and salt is a symbol of hospitality and friendship among the Slavs.
Serpent - wisdom on the one hand and sin (Old Testament) - on the other. Cross - crucifixion, Christianity.
Parabola - infinity. Morning symbolizes youth, the color blue - hope (in the object system, its symbol is an
anchor). There are a variety of rows of symbols (object, color, geometric, etc.). In different cultural systems
different signs may receive different meanings. For example, in the Evangelical system, fish is a symbol of
Christ, in the New Age they take on a sensual, erotic meaning. Artistic images of the heroes of literary works,
thanks to their valuable existence in culture, also acquire the character of a symbol in literature (for instance,
Prometheus, Odysseus, Orpheus, Hamlet, Don Juan, Casanova, Don Quixote, Munchausen, etc.). Structurally,
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asymbol is close to an allegory, also consisting of two parts, but both of its components (both what is symbolized
and what is symbolized) exist in real reality, whereas in an allegory one component is usually a figment of
fantasy.

A symbol always conceals a hidden comparison, a connection of the transformed phenomenon with the
everyday situation (object), a historical event (phenomenon). In fiction, it can be considered one of the varieties
of the artistic image, but it is usually perceived independently. It can be an individual creation of this or that
author (for example, the "birdtroika" in Gogol) or common to two or more authors (in Balmont and Brodsky the
poet's speech is a symbol of his personality as a whole), or a universal cultural unit. Thus, a symbol of the
connection between life and death is the journey to the underworld and the return from it, which appears in the
works of folklore of ancient peoples and appears in the works of authors of the New times. This symbol was
used, for example, by Virgil, Dante, J. Joyce, Brusov and other poets. In addition to the connection between the
two polar worlds, it means the initiation of the soul thanks to the receipt of a complex spiritual experience, its
immersion into darkness and further purification, awakening [3].

The symbol in general most often draws its material from the life of nature, this inexhaustible source of
parallels and similarities. But this, by the way, makes the way to the symbolic meaning much easier for us. It
makes it much easier for us because the archetypes of folklore and, first of all, its inclination for the juxtaposition
of the two worlds which is so popular in all national forms, live in our aesthetic memory [2]. If a Russian folk
song depicts the sadness of a girl, she certainly recalls a similar state of nature:

YT0 3aTYMHUIIACH, 30PEHBK SICHAS.
[NTana Ha 3eMI1r0 pOCoii?
Yro npu3aymManack, A€BULl KPACHAA.
Oun GiiecHy M cre30it?..

(Wht hs fogged up, the bright zorenk.
Fllen dewy on the ground?
Wht's on your mind, red miden?
Wht ters hve glistened in your eyes?)

If a Russian folk song depicts the sadness of a girl, she certainly recalls a similar state of nature: Uro
3TYMHUJICh, 30pEHBK sACHs. I11 H 3emitio pocoit? Uto mpu3aymiick, aesuil kKpcusa. Ouu 6mecuynu ciesoit?.. (What
has fogged up, the bright zorenka. Fallen dewy on the ground? What's on your mind, red maiden? What tears
have glistened in your eyes?) Let these lines in their individual poetic refraction (A.F. Veltman) pick up that
characteristic folklore principle of landscape-psychological parallelism, which was exhaustively studied by
Academician A.N. Veselovsky. The folklore aesthetics of correspondence between the soul and nature, firmly
imprinted in our cultural memory, is revived in the perception of the symbol, urging us to restore, as it were,
moving in the habitual line ofassociations, the severed link (image of the soul) where the image of nature is
designed for such restoration. Of course, the symbol is not at all a truncated form of landscape-psychological
parallelism. But so far we are talking about nothing else but the preconditions of perception rooted in cultural
memory. We need to understand another, perhaps the most important quality of the symbol: it is designed to
comprehend the higher meaning lurking behind the image, but it is as if it does not insist on the necessity of
such comprehension. What is an allegory worth whose allegorical meaning we are unable to penetrate?
Meanwhile, the full-fledged artistic symbol in literature does not lose its aesthetic charm even when in its
perception we remain only in the circle of the depicted, without crossing the line beyond which there arises a
presentiment of symbolic depth. In poetic pictures of the world that gravitate toward symbolism, stable symbolic
series are usually born, which are a kind of associative "trajectories” of such a worldview. This is clearly seen
in Lermontov's example. In Lermontov's lyrics, a chain of poetic symbols emerges, embodying the tragedy of
the separation of souls and the vain attempt to bridge the abyss through the power of the gust of the soul. The
depth of the tragedy lies in the fact that in Lermontov's poems these souls are souls who are marked by the sign
of kinship, but who are either separated by impassable space (“On the Wild North™) or separated from one
another (“The Oak Leaf”, “A Branch of Palestine”, etc.) by the winds of fate. This whole symbolic chain begins
to resonate as soon as one link is touched, and this resonance has enormous clarifying power [1].

Like allegory, symbolism is sometimes rooted in tradition, in the aesthetic and philosophical leanings of
literary movements. This non-individual symbolism concentrates primarily on their ideas of values. It is not
difficult to understand why, for example, the Romantics were so attracted to the symbolism of the sea, night and
plants.They (Byron, Pushkin, Tyutchev) were attracted to the sea as a symbol of unexplored depths of the soul,
its eternal movement and impulse, romantic immensity and spontaneity.
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In the minds of romantics (Novalis, Hoffmann, Zhukovsky, Tyutchev and others) night was associated
with the idea of the beyond, of irrational mysteries of the world and soul, of the dark essence of existence,
covered by the motley fabric of day, finally of the rise and triumph of the human spirit, freed from the fetters of
daily vanity [4].

What is symbolism in literature?

Symbolism is a literary device that bridges tangible elements with abstract concepts, enabling authors
to communicate ideas without explicit exposition. By using symbols, writers convey themes and emotions
subtly, creating opportunities for the reader’s personal interpretation. From universal motifs like colors and
seasons to intricate, story-specific elements, symbols resonate across cultures and time periods.Symbolism in
literature functions as a hidden language, imbuing objects or events with additional meaning. This allows spare
details to carry complex significance. For instance, a flickering candle might represent hope in the face of
adversity, or a winding road could suggest the uncertainties of life’s journey. Writers employ symbolism to
enhance storytelling, offering a richer experience for the reader through subtle, layered meanings.Symbols
often possess multiple interpretations depending on their context. Consider the color white: in one story, it may
suggest purity and innocence, while in another, it could convey emptiness or coldness. This multiplicity
encourages active engagement, allowing readers to consider their own unique connections and interpretations.

Types of Symbolism in Literature. Symbolism in literature serves diverse narrative purposes, offering a
richly varied means for authors to convey complex ideas. By understanding the types and applications of
symbolism, readers gain insight into how writers weave intricate layers of meaning into their works. This
section explores the primary forms of symbolism, illuminating their unique roles in enriching literary
narratives.

o Allegorical Symbolism: Allegory operates on a broad scale, where the entire narrative functions as a
symbolic framework. Characters, events, and settings collectively represent abstract ideas or political concepts.
For instance, George Orwell’s Animal Farm (1945) is an allegory of power dynamics and corruption,
encapsulating the events of the Russian Revolution through its characters and plot.

o Natural Symbolism: Elements of nature, such as rivers, storms, or seasons, frequently serve as
symbols. These elements can signify life cycles, internal transformation, or emotional states. A storm might
reflect chaos or inner conflict, while a sunrise symbolizes renewal and hope.

e Cultural Symbolism: Some symbols derive their meaning from specific cultural or historical
contexts. A white flag universally signifies surrender, but other symbols, like colors, vary widely in
connotation. For example, red might represent passion in one culture and danger in another.

e Personal Symbolism: In certain narratives, symbols acquire meanings unique to the story or its
characters. These symbols often reflect themes or emotional significance, such as a family heirloom
symbolizing heritage, identity, or unresolved conflicts within a character’s journey.

o Universal Symbols: Certain symbols hold consistent meanings across cultures and time periods. Light
often represents knowledge or hope, darkness signifies ignorance or despair, and water suggests cleansing or
rebirth.

o Contextual Symbolism: Some symbols gain meaning within the specific context of a story. Objects
that might seem ordinary in daily life can take on profound significance depending on how they are portrayed
in the narrative. For example, sea glass may symbolize transformation or healing within one story while
representing loss in another.

e Juxtaposition and Irony in Symbolism: Symbols can create stark contrasts, enriching the narrative
through irony. For example, a sunny day juxtaposed with a grieving character highlights the dissonance
between external circumstances and internal emotions. This contrast emphasizes the multifaceted nature of
human experience.

» Emotional and Psychological Symbolism: Symbols often reflect a character’s internal state. A storm
raging outside might mirror inner turmoil, offering a subtle glimpse into a character’s psyche. These symbols
enable readers to perceive the intricacies of emotions and thematic connections without overt exposition.

Examples of Symbolism in Literature

Building on the various types of symbolism discussed, we will now explore key examples that
demonstrate how symbols in literature serve as gateways to deeper layers of meaning, enhancing the reader’s
connection to the narrative. By examining these examples, we can explore how authors use specific objects,
characters, or events to reflect broader themes and emotions.

Symbolism in Novels

e The “green light” in The Great Gatsby (1925) by F. Scott Fitzgerald: In The Great Gatsby, F. Scott
Fitzgerald uses the green light at the end of Daisy’s dock as a symbol of Gatsby’s unreachable aspirations and
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the flawed nature of the American Dream. This light, always just out of reach, represents both hope and the
futility of pursuing an idealized future.

e The “conch shell” in Lord of the Flies (1954) by William Golding: In Lord of the Flies, the conch
shell symbolizes order and democracy. As the boys’ descent into savagery progresses, the destruction of the
conch mirrors the collapse of their social structure, illustrating the loss of civilization and the rise of primal
instincts.

e The “scarlet letter” in The Scarlet Letter (1850) by Nathaniel Hawthorne: Nathaniel
Hawthorne’s The Scarlet Letter revolves around the titular symbol, which represents sin, shame, and
redemption. As the story develops, the scarlet letter transforms from a mark of disgrace to a symbol of strength
and identity for Hester Prynne.

e The “mockingbird” in To Kill a Mockingbird (1960) by Harper Lee: In To Kill a Mockingbird, the
mockingbird symbolizes innocence and virtue. Characters like Tom Robinson and Boo Radley embody this
symbol, as their inherent goodness leads to their suffering due to prejudice and social injustice.

e “Aslan” in The Lion, the Witch and the Wardrobe (1950) by C.S. Lewis: In C.S. Lewis’s The Lion,
the Witch and the Wardrobe, Aslan, the lion, symbolizes redemption and sacrifice. His character embodies the
battle between good and evil, serving as a reminder of the ongoing fight for justice and virtue.

Symbolism in Short Stories

e The “yellow wallpaper” in The Yellow Wallpaper (1892) by Charlotte Perkins Gilman: Charlotte
Perkins Gilman’s The Yellow Wallpaper uses the wallpaper to symbolize the protagonist’s mental entrapment
and societal constraints. Her growing obsession with the wallpaper reflects her internal struggle and desire for
autonomy.

e The “black box” in The Lottery (1948) by Shirley Jackson: In The Lottery, the black box
symbolizes tradition, conformity, and the unquestioning adherence to outdated customs. Despite its dilapidated
state, the villagers continue to use the box year after year, representing the unchallenged acceptance of
ritualistic violence. The box’s worn condition underscores the blind, unquestioned nature of the town’s cruel
tradition.

e The “necklace” in The Necklace (1884) by Guy de Maupassant: In The Necklace, the necklace
symbolizes vanity, pride, and the destructive pursuit of material wealth. The protagonist, Madame Loisel,
desires the appearance of luxury and social status, which leads her to borrow the necklace. When it is lost, the
symbol of vanity and desire for outward appearance ultimately leads to her downfall, showing the
consequences of living beyond one’s means.

e The “eyes” in The Tell-Tale Heart (1843) by Edgar Allan Poe: In Edgar Allan Poe’s The Tell-Tale
Heart, the old man’s eye becomes a symbol of paranoia and guilt for the narrator. His obsession with the
“vulture-like” eye drives him to murder the old man, believing that eliminating the eye will end his torment.
However, the eye represents the narrator’s growing madness, and after the crime, the image of the eye—and
its symbolic weight—haunts him, leading to his confession.

e The “open window” in The Open Window (1911) by Saki (H.H. Munro): In The Open Window, the
open window symbolizes the boundary between reality and illusion. It serves as a metaphor for the
protagonist’s perception of the world and the lies she weaves. Through the window, the young woman, Vera,
tricks her visitor into believing her aunt’s tragic loss, showing how a simple, open space can represent
manipulation and the fragility of truth.

Symbolism in Poetry

e The “albatross” in The Rime of the Ancient Mariner (1798) by Samuel Taylor Coleridge: In
Samuel Taylor Coleridge’s The Rime of the Ancient Mariner, the albatross represents guilt and the burden of
responsibility. Its death marks the beginning of the mariner’s punishment, symbolizing the consequences of
his actions.

e The “raven” in The Raven (1845) by Edgar Allan Poe: In Poe’s The Raven, the raven symbolizes
despair, loss, and unrelenting sorrow. Its repeated utterance of “Nevermore” serves as a constant reminder of
the narrator’s inability to escape grief, making the bird a symbol of hopelessness and eternal mourning.

e The “rose” in The Sick Rose (1794) by William Blake: In Blake’s The Sick Rose, the rose is a
symbol of love tainted by decay and corruption. The poem suggests the vulnerability of beauty and innocence,
with the “worm” representing an internal force of destruction that undermines the purity of love.

e The “butterfly” in The Butterfly (1959) by Pavel Friedmann: In Friedmann’s The Butterfly, the
butterfly symbolizes hope and fleeting beauty amidst suffering. Written in a concentration camp during World
War 11, the butterfly represents the resilience of the human spirit even in the face of unimaginable hardship.
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e The “shadow” in The Shadow (1885) by Robert Louis Stevenson: In Stevenson’s The Shadow, the
shadow is a symbol of identity, reflecting the darker aspects of the self. It serves as both a literal and figurative
presence in the poem, exploring themes of isolation, mortality, and the inescapability of one’s nature.

Conclusion. The experience of world literature convinces us that the symbol has truly inexhaustible
aesthetic possibilities and potentials. That is why no literary epoch could do without it. The symbol as the most
important form of embodiment of the writer's worldview is yet to live a long life in literature as well.
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“QIZ TANLASH” VA “UNASHTIRISH” MAROSIMINING “ALPOMISH” DOSTONIDAGI
BADIIY TALQINI
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Annotatsiya. Ushbu maqolada o zbek xalqi hayotida doimiy yashab kelayotgan milliy
qadriyatlarimizdan biri bo ‘Igan sovchilik va nikoh to ‘yining birinchi bosqichida “qiz tanlash” yoki “qiz
ko ‘rish” va “unashtirish” marosimlari haqida fikr-mulohaza bildirilgan. O ‘zbek xonadonlarida farzandning
kelajagi uchun uning yoshligidan boshlab qayg ‘ura boshlaydilar. Aynigsa, o ‘g‘li borlar yaxshi kelin olishni,
qizi borlar esa uni yaxshi joyga uzatishni orzu qiladi. Shuning uchun “qiz tanlash” bosqichi juda muhim va
nozik sanaladi.

Kalit so‘zlar: milliy qadriyat, sovchilik, nikoh toyi, “qiz tanlash”, “unashtirish”, marosim.

XYIOXKXECTBEHHAS UHTEPIIPETALIUA HEPEMOHNUU «BBIBOPA JEBYIKW» U
«OBPYYEHMUS» B SIIOCE «AJIITIOMBIII»

Annomauua. B >moii cmamve @vipadicena 00HA U3 HAWUX HAYUOHATLHLIX YEeHHOCMell, NOCMOAHHO
HCUBYUUX 8 JHCUZHU Y3DEKCKO20 HApoOd, O «8blOope O0e8VUKUY UIU «NPOBeOeHUU Oe8yuKU» U 00paoax
«NOMONBKUY HA NEePBOM dMane YXaxcueanus u opakocovemanus. B yz36exkckux cemvsx ¢ pannezo éospacma
Hayunaiom becnokoumucs 0 6yoyuwem ceoeeo pebenxa. OcobeHHO me, Y KO20 eCmb CbIHO8bs, Meumarm
3anoIYYUMb XOPOULYIo Heeecmy, a me, y K020 eCib 004epu, Meymarom omnpasums ee 8 xopouiee mecmo. Bom
nouemy 3man «8bloopa 0e8yUKU» CUUMAemcs O4eHb BANCHLIM U OCTUKAMHBIM.

Kniouesvie cnoea: nayuonanvhas yeHHOCMb, yxXaxcusatue, c6adboa, «6blO0p 0e8yuIKUy, «NOMONBKAY,
006ps0.

ARTISTIC INTERPRETATION OF “CHOOSING A GIRL” AND “ENGAGEMENT”
CEREMONY IN THE EPIC “ALPOMISH”

Abstract. In this article, one of our national values, which are constantly living in the life of the Uzbek
people, is expressed about the “choosing a girl” or “seeing a girl” and “engagement” ceremonies at the first
stage of courtship and marriage. In Uzbek families, they start worrying about their child's future from a young
age. Especially those who have sons dream of getting a good bride, and those who have daughters dream of
sending her to a good place. Therefore, the stage of "choosing a daughter" is considered very important and
delicate.

Keywords: national value, courtship, wedding, “choosing a girl”, “engagement”, ceremony.

O‘zbek xalqi gadim o‘tmishdan bugungi kungacha o‘zining boy tarixi, ma’naviy qadriyatlari, milliy urf-
odatlariga ega bo‘lib, zamonlar osha uni o‘z qalbi va ma’naviyatiga saqlab kelib, avloddan-avlodga meros
qilib qoldirib kelmoqda. Tarix insoniyat hayotining shakllanishi, taraqqiy etib borishi va kelajak uchun zaruriy
ehtiyojlarni yaratishga asos bo‘lib xizmat qilishi bilan birgalikda, o‘tmish ajdodlarimizning bosib o‘tgan
turmush tarzini halollik, haqqoniylik hamda tanqidiy ruhda tahlil qilishni ham o‘z zimmasiga yuklaydi.

O‘zbek xonadonlarida farzandning kelajagi uchun uning yoshligidan boshlab qayg‘ura boshlaydilar.
Aynigsa, o‘g‘li borlar yaxshi kelin olishni, qizi borlar esa uni yaxshi joyga uzatishni orzu qgiladi. Shuning uchun
“qiz tanlash” bosqichi juda muhim va nozik sanaladi.

“Alpomish” dostonida “qiz tanlash”ning yana bir boshqacha ko‘rinishi ham tasvirlangan. Unda yetti
qalmoq bahodirlaridan biri bo‘lgan Ko‘kaman tilidan shunday deyiladi: “Bular yotgan eliboy, bu gizlarga
burilib borayin, borib bulardan qimiz so‘rayin. Qimiz bersa, shu qizning birovini olaman, suv bersa, quruq
golaman, peshonamni shu yerdan sinab ko‘raman”. Shunday deb Ko‘kaman alp eliboyning gizlaridan qimiz
so‘rab keladi. Uning gapini eshitgan Barchin esa kaniziga aytdi: “Bu qalmoq qimizni bizdan irim bilan
so‘rayapti. Bir jom suv bergin, bizdan suvday sovib ketsin, umidini uzib ketsin”,— deydi.[ 1— 5.30.] Sugsur
kaniz bekasining gapini qilib, jomni tiniq suvga to‘ldirib, Ko‘kaman alpga uzatadi. Ko‘kaman alp jomdagi
gimiz emas, suv ekanini ko‘rgach, achchig‘i kelib, kanizning bilagiga gamchi bilan soladi. Jom jingirlab yerga
tushib ketadi. Sugsur kaniz Ko‘kaman alpdan bu zulmni ko‘rganiga ko‘ngli buziladi.
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Yodga olinsa, Abdulla Qodiriyning “Mehrobdan chayon” romanida ham “qiz tanlash”ga chiqqan ayol
Solih maxdumning xonadoniga kirar ekan, ishni suv so‘rashdan boshlaydi.

Dostondagi “sovchilardan ularga javob aytish uchun ma’lum bir muddat vaqt so‘rash” motivi ham
hayotiy asosga ega. Chunki kelgan sovchilarga hech kim hech qachon birdaniga javob qaytarmaydi. Avval
kelin tomon o‘zaro yig‘ilib, maslahatlashib, qolaversa, kuyov tomonning yetti pushti, avlod-ajdodi, nasl-
nasabi, ota-onasi, ularning mavgqei, kasb-korini obdon surishtirib, shunga garab belgilangan muddatda kelgan
sovchilarga aniq javob aytiladi. Bu jarayon xalq orasida “javob berdi”, “javob oshi” deb yuritiladi. Bu odatga
ishora “Alpomish” dostonida Boysarining qalmoq alplariga qarata: “Hoy alplar, ertan choshkagachayin muhlat
beringizlar, ertan choshkada aynalib kelinglar, yo biringizga berayik, yo baringizga berayik, biz bir o‘ylashib
ko‘rayik” degan gapining mazmuniga singdirilgan.

Ma’lumki, Barchinoyni o‘g‘illariga olib berish uchun sovchilikka borgan Surxayil magsadiga
erisholmaganidan so‘ng alplarning o‘zi qizning otasini ko‘ndirishga, hatto, unga tahdid qilishga urinishadi.
Shunda Boysari alplardan o‘ylab ko‘rish uchun bir kunga muhlat oladi. Bir kun o‘tgandan keyin esa
o‘zbaklarning ajoyib odatlarini alplarga ma’lum qiladi.

Boysari Barchinoy taqdiri bo‘yicha maslahat so‘rab yig‘in qgilar ekan, bu yig‘inda Yartiboydan keyin
Barchinoy so‘zga chiqib, bir tomondan otasi xohishiga bo‘ysunishini, ikkinchi tomondan, agar Boysari rozi
bo‘lsa, alplarga o‘zi muomala qilishini aytadi:

Xafa bo‘lma, jonim otam, darvishim,

Harna deb amr etsang, ani qilayin,

Qaerda amr etsang, borib turayin,

Bu alplarga o‘zim javob berayin.[1, — 5.63.]

Qavm-qarindoshlarning bunday maslahatga yig‘ilishi xalq orasida “maslahat oshi” deb yuritiladi. Bu
udum hozirgacha saqlanib kelmoqda. U o‘ziga xos ziyofat shaklida tashkil gilinishi an’anaga aylangan.

Dostonda Boysari tomonidan “maslahat oshi” quyidagicha tashkil gilingani tasvirlangan: “Boysari
semiz qo‘ylarni so‘yib; o‘n ming uyli Qo‘ng‘irot elining odamman deganini yig‘ib, sho‘rvasiga to‘yib,
go‘shtini korsonga solib, oldiga olib kelib qo‘yib, ertan choshka alplar kelsa, nima javob beramiz deb,
qarindoshlariga qarab, maslahat so‘rab turgan ekan”.

Aytilgan muddatda qalmoq alplari keladi. Boysari ularga: “Biz maslahat qilib, yil ag‘darib ko‘rdik,
qizimizning yili chichqon ekan, o‘n to‘rtga chiqgan ekan, bizning o‘zbakning rasmi shunday bo‘ladi: qiz o‘n
to‘rtga chiqqan so‘ng oz ixtiyori o‘zida qoladi, bizning aytganimizga ko‘nmay, tepaning boshiga o‘tovni tikib
o‘tiribdi, o‘ziga boringizlar, o‘zidan so‘rangizlar, biringizga tegarmi, baringizga tegarmi, o‘zidan so‘rab
bilinglar”,— deydi.[1, b.64.]

Bu o‘rinda inson yoshi bilan bog‘lig holda nishonlanadigan muchal marosimiga ishora gilinmoqda.
Chunki, “javob berdi”da qizning yoshi, muchali, xarakter-xususiyati, kasb-kori, qizigishi hagida kuyov tomon
xabardor qilingan.

Ko‘p joylarda sovchilikka erkaklar boradi. Bu vogelik talqini “Alpomish” dostonida Qorajonning
Hakimbek uchun sovchi bo‘lib borishi motivi misolida o‘z ifodasini topgan. Barchinning qalmoqlarga bergan
olti oylik muhlatidan atigi ikki soat vaqt qolganida Qorajon yetib keladi.

Erkak sovchilar, odatda, biror ulov minib kelishgan. Ular dastlab xonadon erkagini, ya’ni qizning otasini
so‘ragan. Shunga ko‘ra, dostonda sovchi Qorajonning atayin Boychiborni minib kelishiga, otning uzangiga
oyog‘ini tiragancha, uyga garab, Boysarini so‘rashiga alohida e’tibor qaratilgan. Aynigsa, Qorajon tomonidan
aytilgan quyidagi misralar sovchilikning o‘ziga xos aytim-qo‘shiqlari ham bo‘lganidan dalolat beradi:

G‘amli qullar o‘ylaydigan uydami,

Davlatmandlar gurgumali to‘ydami,

Alp qizi bor Boysariboy uydami?

Ostimda bedovim o‘ynar yuz alvon,

Olmos po‘lat belda, egnimda qalqon,

Bu davlatni menga bergandir rahmon,

Sovchi bo‘lib senga keldi Qorajon.[1, 5.79.]

Qorajonga Barchin otasi uyda emasligini bildirganda, u: “Bizga otang bo‘lmasa ham mayli, biz o‘zing
bilan gaplasha beramiz, biz ahmoq bo‘lib, yo‘l changitib, damba-dam kelib yurmaymiz. Sen tegadigan
bo‘lsang, u oladigan bo‘lsa, shul bo‘ladi. Bekorga nimaga keladi. “Sovchilikning sha’ni shul, birato‘la bitirib
ketaman”, — deydi.

Darhaqiqat, har bir sovchi o‘z ishini tezroq ijobiy hal etishga, iloji boricha, gizning javobini tezroq
olishga harakat qiladi. Yuqorida ta’kidlanganidek, xush gabul gilingan sovchilarga izzat-hurmat ko ‘rsatiladi.

Barchin Qorajonning sovchiligini tan olib, unga roziligini izhor etish uchun “otining jilovidan ushlab,
ko‘nglini xushlab, Qorajonni mehmon qila boshlaydi. Ostiga libos tashlab, ziyofatga bir qo‘yni so‘yadi,
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go‘shtni osib, sho‘rvasiga ham to‘ydiradi. Go‘shtini pishirib, korsonga solib, Qorajonning oldiga olib kelib
go‘yadi. To‘qlining go‘shtini chaynab, suyagini purkib yuborib, Qorajon qayqayib o‘tira beradi”. Ziyofatdan
so‘ng Qorajon aniq javobni olib ketish uchun: “Qani, Barchin, Alpomish bo‘lsa keldi, alplarning muhlati bo‘lsa
bitib qoldi, sen nima javob aytasan?”” — deya murojaat etadi. Barchin unga javoban to‘rt shartini, ya’ni poygada
otini o‘zdirganga, kurashda alplarning barini yiqqanga, yoy tortishganda yoyi sinmay qolganga, ming
gadamdan tanga-pulni urgan qarag‘ay merganga tegishini aytadi.

Barchinning bu sharti aslida sovchilik udumida qiz tomonning yigit tomonga muayyan shartlar qo‘yish
odati mavjudligini badiiy ifoda etadi.

Barchinning o‘ziga oshiq yigitlar oldiga to‘rt muhim shart qo‘yishi motivi aslida to‘qima motiv emas.
Uning asosida tarixiy-hayotiy dalil yotadi. Chunki o‘tmishda bo‘lajak kuyovlar kelin tomonidan qo‘yilgan
shartlar orqali sinab ko‘rilgan. Masalan, Bulung‘urda kuyovning sabr-togatini uchiga mix gogilgan gavron
bilan turtib bilganlar. Andijon shahri hamda Paxtaobod tumanida kuyovga kunda yordirib kuch-quvvatini
sinagan bo‘lsalar, ayrim gishloglarda, kuyov oldira cho‘zma lag‘'mon qo‘yib ovgatlanish madaniyatini
sinaganlar. Yakkabog‘ning Qoramurcha gishlog‘ida kuyovlarga tandir-o‘choq soldirishgan.[2, 5.8.]

Xorazmda ham bo‘lajak kuyov bolaga to‘nka yordirib ko‘rib, uning kuchini sinovdan o‘tkazish sharti
amal qilgan.

Demak, “Alpomish” dostonida Alpomish va to‘qson alp oldiga Barchinoyning to‘rt shart (yoy tortishish,
ming gadamdan tanga pulni urish, poyga, kurashda to‘qson alpni yiqish) qo‘yishi motivi ana shunday qadimiy
va an’anaviy an’analarimizni o‘zida mujassamlantirganiga shubha yo‘q. Qolaversa, bu motiv doston
xarakteriga mos tarzda qahramonlik va mardlikni tarannum etishda o‘ziga xos badiiy vazifani zimmasiga
olgan.

Xullas, o‘zbek nikoh to‘yi marosimi, asosan, uch bosqichga ega. Sovchilik uning birinchi bosqichini
tashkil etadi. U ko‘pincha kelinlikka tanlangan qizni so‘rab kelish, ota-onasi va qiz rozi bo‘lsa, “non sindirish”,
“ro‘mol berish” yoki “oq ro‘mol o‘rash”, “fotiha qilish”, “qalin kesish” kabi uzvlardan tashkil topadi. Bunda
agar qiz biror yigitga unashtirilib qo‘yilgan bo‘lsa, uni “boshi bog‘liq” deb atashgan. Hech kimga
unashtirilmagan bo‘y qizlarga nisbatan esa “boshi ochiq” yoki “boshi bo‘sh” iborasi ishlatiladi. Unashtirish
juda erta yoshdan amalga oshirilgan holatlar ham bo‘lgan.

Karl Rayxl “Ko‘ro‘g‘li” va qahramonona unashtirish” haqida yozar ekan, epik asarlarda, xususan ertak
va dostonlarda unashtirish mavzusi asosiy o‘rin tutishini, bu mavzu epik she’riyatda keng tarqalganini, u o‘rta
asr adabiyotining ham eng mashhur mavzularidan biri bo‘lganini alohida ta’kidlaydi. Darhaqiqat, unashtirish
mavzusi “Alpomish” dostonining ham o‘zak mavzularidan biridir. Shuning uchun dostonda unashtirish
marosimiga oid aytimlar alohida o‘rin egallagan. Shuningdek, dostonda gahramonning to‘lig jismoniy sinovlar
gatori so‘z musobagalarida gatnashib, ragiblari ustidan g‘alaba gozonishi-yu tanlangan yoriga uylanishi
motivlari keltirilgan.

Ma’lumki, “Kitobi Dada Qurqut”da qahramon yoriga unashtirilishi uchun buga bilan jang qilishiga
to‘g‘ri keladi, tuya va arslon bilan kurashib, xristian giroli Teribizontning gizi bo‘lgan Seldjen Xinkunga
uylanish uchun ularni yengadi. Sevgilisini olib yo‘lda uyiga tomon ketayotganda esa Turali Xon uxlab qoladi,
ammo uning xotini go‘rigchilikda turadi va uni hamda o‘zini hujumdan himoya gilishga shay turadi. O‘sha
vagtda gizning otasi gizini xotinlikka musulmonga bergani uchun pushaymon bo‘lib, er-xotinlarning ortidan
o‘zining go‘shini bilan quvadi. Seldjen turmush o‘rtog‘ini uyg‘otadi va u bilan birga hujum gilganlarga
muvaffagiyat bilan garshi turadi. Hattoki, giz Turali Xonning hayotini saglab goladi. Uning bu jasorati Turali
Xon qalbida xavotir uyg‘otadi, o‘zini mard ayolining oldida go‘rqogdek his giladi. U Seldjen bilan
kurashmogchi bo‘ladi, ammo uning mardligi va muhabbatini ko‘rib, u bilan kelishadi. Bunda kuyovlar
musobagasi motivi jangchi gayliq motivi bilan birlashadi va bunday birlashish motivi “Bamsi Bayrak”da
ham uchraydi.

Xuddi shuningdek, “Alpomish” dostonida ham belgilangan sinov va musobaqalardan muvaffaqiyatli
o‘tib, Barchinga erishib, uni Boysunga olib gaytayotgan gahramonga, uning kishilariga Qalmogshoh
jangchilari ta’qib etib, hujum giladi. Bunga Alpomishning yetti qalmoq alpini o‘ldirgani bahona bo‘ladi.
Jangda Alpomish g‘alabaga erishadi va Barchinga loyigligini yana bir isbotlaydi. Ammo bu jangda Barchin
jangchi-giz sifatida ishtirok etmaydi. Alpomishga tutingan do‘sti, galmoq alplaridan biri Qorajon yordam
beradi. Sevishganlar nihoyat Boysunga sog*-salomat yetib kelishadi. Bu yerda ularni hurmat va olgishlar bilan
kutib olishadi.

Dostonda Barchinoyning galmoq alplari sovchiligini rad etmay, o‘zi tomonidan belgilangan sinov
musobagalarida yori Alpomish gatorida ularning teng ishtirok gilishlariga ruxsat berishi, bu hagda Alpomishga
maktub jo‘natishi, shu maktub orqali Alpomish uni izlab kelib, tashrifini Qorajon orqali ma’lum qilganida u
bilan ko‘rishishni rad etishi, hamma oshiglarga adolatli munosabatda bo‘lishi turkiy ertak va dostonlarida
uchraydigan an’anaviy sujet motivlaridandir.
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Alpomish Barchinni olib, uyiga qaytganda uning oila a’zolari uylanishiga rozi bo‘lishadi. Kelin
Barchinoyni kuyov tomoni munosib kutib oladi. Yoshlar nihoyat Boysunda nikohlanadi. Boybo‘ri bolalari
uchun katta toy ziyofati uyushtiradi. Ammo oradan bir yilga yaqin vaqt o‘tib, Barchin yukli bo‘lgan paytda
otasi Boysaridan (Alpomishning amakisidan) kelgan tahlikali xabar tufayli bezovtalanib goladi. Alpomish
amakisining galmoglar tomonidan kamsitilayotganini bilib, uni qutgarish uchun safarga otlanadi. Ketishidan
oldin u xotini Barchinga o‘g‘il tug‘sa, ismini Yodgor qo‘yishini tayinlab ketadi. “Alpomish” dostonida
Barchin, hagigatdan ham, o‘g‘il tug‘adi va o‘g‘liga Yodgor ismini beradi.

Homilador ayolini qoldirib, jangga yoki safarga otlanish motivi “Rustamxon” qahramonlik eposida ham
uchrashi ma’lum.

“Alpomish” dostonida ikkita unashtirish tasviri keltirilgan. Ulardan biri — Alpomish va Barchinning
go‘daklik davridagi unashtirilishi bo‘lsa, ikkinchisi — Qalmogshohning qizini shahzoda Qayqubodga
Alpomishning unashtirib qo‘yishidir.

Barchinning Alpomishga unashtirilishi motivi dostonlarning an’anaviy modelidagi gahramonni
unashtirish motivi tarixiga mos keladi.

Barchinning galmoq alplaridan birini jang qilib yengishi ularning alp bo‘lsa-da, kuchsizligidan va
yengilishga mahkumligidan darak beradi. Shunisi bilan sujet vogealarining keyingi rivojlanishiga ishora qilib
turadi.

Alpomishga eran va pirlar yordami ham epik an’ana modeliga muvofiq ifodalangan.

Xulosa qilib aytganda, “Alpomish” — gahramonlik eposi bo‘lganligi sababli unda gahramonlik uslubi
ustunlik giladi. Shuning uchun unda Alpomish ham, Barchin ham, avvalo, sevishgandan ko‘ra, xuddi jangchi
kabi tasvirlanadi. Ularning gahramonliklari shaxsiy fazilatlari va urug‘-gabilalari manfaatlariga erishishga
xizmat giladi. Qahramon yo‘lida turgan to‘siglarni sevgi va or-nomus o‘rtasidagi konflikt, ma’naviy qarzdorlik
hissi tufayli yengib o‘tadi. Alpomish bandi bo‘lgan chog‘ida ham ruhan sinmaydi. Qahramonliklari ortidan
magtanchoglik gilmaydi. Uning sevgi sarguzashtlari bilan ijtimoiy adolat yo‘lidagi jang va kurash
sarguzashtlari o‘zaro bog‘liglikda tasvirlanadi. Bularning barida unashtirish mavzusi gahramon jasoratlarining
ramkasi (freymi) uchun xizmat giladi.

“Alpomish” dostonida nikoh to‘yining birinchi bosqichiga xos barcha urf-odatlar o‘ziga xos tarzda
badiiy aks ettirilgan. Nikoh to‘yida sovchilik eng muhim bosqichlardan biri bo‘lgani uchun dostonda unga
alohida ahamiyat qaratilgan. Chunki bunyod etilajak oilaning kelajagi shu bosqichga ko‘p jihatdan bog‘liq
bo‘ladi. Ana shu sababdan sovchilik bilan alogador urf-odat, irim-sirim, rasm-rusum, aytimlar xalqimizning
e’tiqodiy qarashlari tizimi bilan bog‘lanadi.
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Abstract. This article presents a review of universal and general typological characteristics of the plot-
image systems of samples of Russian and Uzbek children's game folklore. The question of the plot and
compositional basis is one of the most controversial in terms of the gaming sphere. Researchers of children's
game folklore offer various principles of classification, highlighting certain parameters as the key ones. The
author of the article is inclined to think about the possibility of differentiating children's games into two
spheres: antagonistic and non-antagonistic games with their subsequent division into subspecies. The study
and classification of the subjects of the gaming sphere allowed the author to identify such types of game actors
as theomorphic, mythological, anthroponomical, phytomorphic actors, as well as objects acting as actors of
the game.

Keywords: game, plot, semantic core, antagonistic type, game names, character, actor, game ‘face”,
subject of action, theomorphic, phytomorphic, mythological, anthroponomical.

THIHOJIOI'MYECKOE CBJIM/KEHUE CHO)KETHO-OBPA3HBIX CUCTEM B PYCCKOM
N Y3BEKCKOM JETCKOM UI'POBOM ®OJIBKJIOPE

Annomauyua. B oannoii cmamve npeocmasnen 0030p YHUBEPCANbHbIX U OOWUX MUNONOULECKUX
XAPAKmMepucmuK CloHCemHo-00pasHelX CUCMEM PYCCKO20 U Y30eKCK020 0emcKoz20 uepo8ozo @GonbKiopa.
Bonpoc o crosicemno-komno3uyuoHHoll 0CHO8e A8AEMCSA OOHUM U3 CAMBIX OUCKYCCUOHHBIX 8 NIAHE USPOBOll
cpepul. Hccnedosamenu 0emcko2o uzpogo2o Gonvkiopa npeoiazaiom pasiuinsle npUHYUNbL KI1ACCUPUKAyuu,
8bl0€IsIsl Onpedelentble Napamempsl 6 Kauecmee Kuouesblx. Aemop cmamvl CKIOHAEeMCs K MblCU O
803MOJNCHOCIU  Ouppepenyuayuu  demckux uep Ha 08¢  SPYNNbL:  AHMAOHUCMUYECKUe U
HeanmazoHUCmu4ecKue uepbl - ¢ NOC1eOVIOWUM UX pazoeneHuem Ha noosuovl. H3zyuenue u kiaccugurayus
CyOvLeKmo8 Usposou cghepbl NO360IUNU  ABMOPY GbIOEIUMb MAKUe MUnbl USPOBLIX CYOBLEKmMos8, Kak
meomop@uvie, Mugonroeuueckue, aHmponoHUMuYecKue, Gumomop@pHvie cybvekmul, a maxdxice 0OvLeKmbl,
sbICMYnaowue 8 Kawecmse cyobeKmogs uepbl.

Knioueswie cnosa: ucpa, crodxcem, cemanmuieckoe 0po, aHMA2OHUCMUYeCKUll mun, uesposvle Umend,
nepconaoic, Oelicmgyioujee IUYo, UspPo8oe «IUYoy, cyovekm Oelicmsus, Mmeomop@ubvli, Gumomoppuuiil,
Mughonocuueckutl, AHMpONOHUMULECKUL.

RUS VA O'ZBEK BOLALAR O'YINI FOLKLORIDAGI SYUJET-OBRAZ TIZIMLARINING
TIPOLOGIK YAQINLASHISHI

Annotatsiya. Ushbu magolada rus va o zbek bolalar o‘yin folklori namunalarining syujet-obraz
tizimlarining universal va umumiy tipologik tavsiflari ko ‘rib chigiladi. Syujet va kompozitsion asos masalasi
o'yin sohasi nuqgtayi nazaridan eng munozarali masalalardan biridir. Bolalar o'yinlari folklorining
tadgigotchilari tasniflashning turli tamoyillarini taklif giladilar, asosiy parametrlar sifatida ma'lum
parametrlarni ta'kidlaydilar. Magola muallifi bolalar o'yinlarini ikki sohaga ajratish imkoniyati hagida
o'ylashga moyil: antagonistik va antagonistik bo'Imagan o'yinlar, keyinchalik ularni kichik turlarga bo'lish,
o'yin sohasi subyektlarini o'rganish va tasniflash muallifga o'yin aktyorlarining teomorf, mifologik,
antroponomik, fitomorfik aktyorlar, shuningdek, o'yin aktyorlari rolini o'ynaydigan obyektlar kabi turlarini
aniglashga imkon berdi.

Kalit so'zlar: o'yin, syujet, semantik yadro, antagonistik tip, 0'yin nomlari, xarakter, aktyor, o'yin "yuzi",
harakat predmeti, teomorf, fitomorf, mifologik, antroponomik.

The concept of the plot component of the game interested researchers from different points of view,
including considering it as a fundamental principle of game typology or a theoretical problem. The peculiarity
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of the plot is to move from one species group to another, the grouping of multi-complex games around one
plot basis expands the range of problems under consideration. The analysis of games according to the plot
principle is characteristic of the compilers of collections of children's folklore, on its basis, the division into
thematic groups was carried out, their structural and semantic similarity was revealed. For example, the
semantic core uniting the Russian games “Pryatki (Hide and Seek)”, “Jmuriki (Blind Man’s Buff)”,
“Kolokolchik (Bell)”, the Uzbek game “Duk-Duk”, is the motif “blind looking for the sighted”, etc.

However, before approaching the consideration of the main plot game complexes, it is necessary to
make a conditional division of games into two large groups: games with dominant confrontation of the parties
(antagonistic games) and games with no confrontation of the parties (non-antagonistic games). The
conditionality of separation is explained by the fact that the sign of confrontation is not fundamental.

The confrontation in antagonistic games takes place at the following levels: the subjects of the
confrontation, the methods and goals of the confrontation. The answers to these questions contribute to
understanding the basics of the plot division of games. There are several variants of subjective confrontations:
team, one against all, against each other. The confrontation at the “methods” level determines the type of game
agon, that is, which action is the main one for this type of games. For example, chasing, searching, overcoming
obstacles, overtaking, catching, hitting, hitting, knocking out, etc. The structure of individual games may
include several types of actions (knocking out, advancing, creating), it is important to determine the core,
without which the game is impossible. Determining the goal of the game confrontation is also important, it
determines the course of the plot development. The struggle can take place for a change of playing role, for a
player, property or territory [1].

Each of the listed target groups includes several plot varieties of games.

The first target group is a confrontation for a change of role. The specificity of these games lies in
receiving / transferring the leading role of one side to the other. The leading side can be represented by one or
more players. The main plot types of games:

Searching. This type includes a large number of games, their plot basis is based on hiding and searching
for players. Russian games: “Hide and Seek”, “12 sticks”, “Stolen wand”. Uzbek games: “Duk-duk”,
“Bekinmachok (hide and seek)”, “Yashirinmachok (hide and seek)”, “Pukmi? Puk.” Formal differences
between games of the same type: the distribution of roles is made / not made by drawing lots or counting, the
time of searching for players is set / not set, the game verdict is used / not used, etc. The rest of the players
hide in secluded places for a given time. The task of the “seeker” is to find all the players, the "foundlings™ are
eliminated from the game until the next con. At the end, the players switch roles.

Search with closed eyes: this includes several game subtypes, the plot basis of which is based on the
search for players with closed eyes. 1% subtype: Russian games: “Blind man’s Buff”, “Bell”, “Kulyuki
(Thorns)”, etc.; Uzbek games: “Kora kordim” (I see “Black™), “Topagon” (Seeker). Differences: the search
for players is carried out with closed eyes (by touch), the territory is limited (it is forbidden to leave its limits).
A blindfold is put on the driver's eyes, at a signal he searches for the rest of the participants. The rules stipulate
the reproduction of sounds to help the driver, issued by opponents (clapping, bell ringing, control words: "hot
/ cold™). 2" subtype: the driver stands with his back to the players, actions stipulated by the rules are performed
against him: a slap on the back or arm, a whisper in the ear, touching / poking with a finger, etc. The task of
the driver is to guess the player who touched him. If the answer is correct, the role is changed. Russian games:
"Blind chicken" or "Whisper". Uzbek games: “Kani kim, top chi?” (“Find who is it?”), “Kim urdi?” (“Who
hit?”). 3" subtype: fishing with closed eyes. Two drivers connect the feet of the legs. The goal of the players
is to jump over their legs and not be caught. Russian game “Without salt salt”.

Catch-up. A group of games built on catching players or showering them. The process of settling can
be done by hand or an auxiliary object, more often a ball. Russian games: “Salki(Tag)”, “Pyatnashki (Tag)”,
“Skifa(Skiff)”. Uzbek games: “Man pet” (“I’m in the house”), “Elak-elak, charkhi palak”, “Kuvlashmachok”.
In the games “Shah-Shah” (at the place of captivity), “Tiriltirishma” (“Resurrection”), “Jon berdik” (“To give
your soul”), it is possible to rescue captured players by touching them with your hand. If the "savior" is saddled
at this moment, he becomes a prisoner.

Fishing/Salvation. In games of this type, the plot basis is also connected with catching the driving
player. The difference is that the other players act as an auxiliary force to help the "victim™ avoid capture. To
do this, with the help of interlocked hands, the game subjects build a circle or tunnel, into which free access /
exit is given only to the fleeing, catching interference is created in the form of a “closure” of the passage. In
case of capture of the player, the roles are changed. Russian games: “Koshki mishki (Cat and mouse)”, “Muj
i jena (Husband and wife)”, “Selezen i utka (Drake and duck)”. Uzbek games: “Mushuk va sichkon (Cat and
mouse)”.
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Knocking out. 1% subtype: Players are divided into “victims” and “aggressors” by drawing lots or
counting. Aggressors-bouncers stand on the sides, bouncers are located in the middle. With the help of hitting
the ball, the first team knocks out the second. If the “victims” manage to catch a ball thrown at them (“candle”),
they earn points that allow them to “revive” the knocked out players (if there are any at that time) or earn
points. The remaining player must dodge the ball a specified number of times or as many as he is old. In case
of victory, the roles are changed.

2" subtype: players stand in a row, throwing the ball to each other. Players who have not hit or dropped
the ball pass into the middle of the circle and squat down, becoming an object for beating (“potatoes™). If the
“potatoes” hit or catch a ball thrown at them at the moment of impact, they get the right to stand up to their
full height (“macaroni’). Russian games: “Bouncers”, “Potato”, “Potato and macaroni”. Uzbek games: “Tup
otish" (“Throwing the ball”), “Oldim” (“Got it”), “Kartoshka va makaron(Potato and macaroni)".

The second target group is the fight for the player. For this group, it is important not to get rid of or
transfer the role, but to join a player from the opposing team. The leading side can be represented by one or
more players. Distinctive features: the presence of a verbal component and a developed plot. The main plot
types of games:

Gate/arch. Driving with the help of clasped hands form an arch. The rest of the players, holding each
other's hands, try to pass through the gate in a string with a song or game sentences. With the last words, the
drivers, lowering their hands, "close the gate." The caught player goes behind the back of one of the drivers.
Having thus been divided into 2 teams, the players with the leaders are trying to drag the opponents through
the line drawn between them. Russian Games: “Gates”, “Burners”. Uzbek games: “Darvoza-darvoza”,
“Olatoy-bulatoy”.

Chains. By drawing lots or counting, the division into teams is made. The players take each other's
hands, forming a chain. The distance between the rows of teams is at least 10 meters. Rivals, using game
sentences, cause opponents to break the attachment:

— Shackles. — Chained up.

— Break us up. — By whom?

The selected player must break the clasped hands with a run, choosing the “Weak links”. In case of luck,
the winner took any player to his team. In case of loss, he replenished the opposing team. Russian games
“Chains”, “Shackles”. Uzbek game “Ok terakmi, kyk terak”

Theft. A three-level plot-structural basis, including the beginning, the development of the game action
and the ending. Two main subjects of action: the owner/mother and the thief/predator. The other players
represent cubs (goslings, chickens, goats) or movable (sheep, geese) and immovable (watermelon) property
that a thief/predator is trying to take over. The owner/mother is trying to save them. The roles of secondary
characters are passive. There are also options. In the game “Geese” the territory is strictly delimited, it is
impossible for a predator to cross it. And the salvation of geese depends on their dexterity and evasiveness.
Game endings also have several completion options. In some cases, the game ends with the punishment of the
thief / predator, in other cases — the second party must pass the tests. Russian games “Wolf and geese”, “Wolf
and goats”, “Shepherd and sheep”. Uzbek games “Ona tovuk va hakka” (“Mama chicken and predator”),
“Borivoy va gozlar” ("Wolf and geese"), “Tarvuz-tarvuz” ("Watermelons").

Krasochka. There are two drivers in the game: a paint seller and a buyer (monk, devil, angel). The rest
of the players choose a paint color for themselves. A buyer turns to the seller with a desire to purchase a certain
paint: "I, a monk, in blue pants, came to you for paint." If there is no such color, the seller refuses the buyer.
Otherwise, it voices the price of the paint, for example 15 coins. While the buyer is paying off the seller by
patting his palm (15 times), the paint player manages to run away for some distance. The buyer rushes after
him. Russian games "Krasochka", "Chyort (Damn)". Uzbek game "Boyok sotuvchi" ("Paint seller™).

The third target group is the struggle for property. This game group is characterized by the transfer /
transfer of a thing, a commaodity, an object into ownership from one player to another.

Sale. The games are based on the process of buying and selling goods. By drawing lots, the game roles
are distributed: buyer, sellers, goods. Each seller has one product (pots, rabbits, melon). The buyer approaches
one of the sellers and prices the product. If the seller agrees, then one of the actions is performed:

1. The "product” runs away during the payment. The seller and the buyer are trying to catch up with
him. Whoever catches up, he becomes the owner of the product. Uzbek games “Dokonchi” (“Seller”),
“Kuyonimni sotaman” ("I sell my rabbit").

2. The seller and the buyer must run around the shopping row from both sides and return to their original
place. The first arrival receives both the merchant's place and the goods. Russian games “Pegs”, “Godmother,
sell the child”.
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Hide/find. Two drivers are selected. The rest of the players sit in a row, stretching out their palms folded
in a boat. One of the drivers goes around the players in turn and tries to pass a small object hidden in his hands
to one of them unnoticed by the “looker”. As soon as the task is completed, he steps aside and offers the second
presenter to guess in whose hands the hidden object is. The task of the “looker” is not only to guess the player,
but also to prevent his escape. In case of luck, he gets the place of the first driver and “gold”. The Russian
game “Bury gold”. Uzbek game “Kimga?” (“For whom?”)

2" subtype: the plot component is the same as in the previous one: hiding and searching for an object.
The difference is in the number of drivers (1) and in the method of transferring the selected item. There are
several game variations of its imperceptible transmission: by touching the closed palms of the players (the
game “Coin”), the ring is threaded on a rope and rolled from player to player (“Ring”), the transition of the
object is carried out of sight of the driver: behind the back, under bent knees (the game “Harness”).

Theft. The driving player lays out objects around himself and picks up a stick to protect his “property”
from other players. A player who has taken a blow with a stick in case of an unsuccessful theft becomes a
driver. If the players manage to take possession of the items, then the driver takes the punishment.

Weaning. The game is played on land/water. The number of players is unlimited. The goal: to take
possession of the item and not let it be taken away by other players. “Olma menda” (“I have an apple”). The
driver shouting: “I have an apple” tries to avoid other players touching his head. The rules prescribe diving to
a depth, sailing to the side. Touching the head of the driver conditionally receives an “apple” along with the
role of the presenter.

The fourth target group is the struggle for territory.

Take a seat. Games of this type stand at the junction of 3 and 4 target groups, as they have points of
contact with the game confrontation for property. The game is played in rooms or on a specially drawn area in
the form of a square or rectangle. Players, having occupied corners (pillars), try to swap them with each other.
The task of the presenter: to get ahead of the player and take an empty seat. Russian game “Corners”. Uzbek
game “Tortburchak yoki tort muyush” (“Square or corners”), “Yulduz” (“Star”).

Push it out of the circle. A circle is drawn, two participants are located inside, using a stick they try to
push the opponent over the line. The Russian game “Push out of the circle”. In the Uzbek game “Kim Kuchli?”
(“Who is stronger?”) two players rest their feet against each other. The goal is the same.

The game “Hiroz-hiroz” (“Roosters”). The guys split into pairs. A circle is drawn in the middle. The
players, standing on one leg and putting their hands behind their backs, try to push the opponent's shoulder out
of the circle line in a jump.

Drive the ball. There are many variants of the game. Formal differences: the number and size of pits
where a wooden ball (a small ball) is driven by the driver, game equipment. For the game "Duk", one large
common and several small pits belonging to the other participants of the game are dug out. There is no big
hole in the game "Mazlo". Players try to beat off the ball of the leader and not let them take their holes.

Hit the target. The game requires sticks (ball) and a target (a construction of pebbles, lids, etc.). The
task of the players is to hit the target from a certain place (a distance of 8-10 meters), the driver is to set the
target and, choosing the time, take the place of one of the players. The Russian version of the game “Fly”.
Uzbek game “Gulmirzaning tayogi” (“Gulmirza’s Stick™).

The distribution of games in the target groups is uneven, which is justified. There are games popular in
the children's environment for their simplicity, do not require special training and attributes. The names of the
types in some cases coincide with the game content, others contain several plot modifications.

The fundamental difference between non-antagonistic games and games with confrontation lies in the
target characteristic, which is outside the game action. For example, swinging on a swing, overcoming
obstacles, jumping on the spot, throwing objects, circling on the spot, sliding causes aesthetic pleasure or a
sense of pride in skillfully demonstrated skills and abilities, etc. The target direction of the other part of the
games is associated with everyday, ritual and magical representations. The end of the game may be associated
with punishment or reward, material (and not conditional) winnings. The opposition is absent or weakly
expressed. The reason is the complexity of the game tasks performed, the inability to resist the lot, fate (“Heads
or tails”). In antagonistic games, bilateral confrontation is often associated with “harming”, an attempt to
defend or return property, to make up for what is missing, to preserve territorial integrity. There are no all these
plot components in the second group of games. As well as there are no borders (lines) that cannot be crossed.
The essential difference between the two types of games is clearly expressed in their compositional
construction. So antagonistic games are characterized by a ring structure, the action constantly returns to its
beginning. As soon as the goal is achieved, a new round of development of the action begins. For example, in
the game “Topdim” (“l Found”), the plot of the game is based on the search for the mother of a missing child.
Children, forming a circle, dance and sing. The “lost” child is invited into the circle to play with the children
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until his “mother” shows up. “Mothers” promise to show the child if she passes the tests. For example, to find
a blindfolded child. When changing roles, the game starts over. The games of the second group have a “linear”
development of actions, which is associated with a uniform alignment of game stages: from simple to complex.
For example, the game “Five stones” (“Besh Tosh”) rarely comes to a logical end, as does the game of
“Classics”, “Rubber Bands”, “Into the wall”. Completing one task marks the transition to a more complex one.
An error causes a player change.

It is also advisable to divide non-antagonistic games into types according to the method of action
describing the whole game as a whole. The game action controlling the players dictates the variants of agonal
behavior. For example, in the games “Smoking Room”, “Bottle”, “Paradise”, the pivotal action is associated
with unpredictable results of casting lots. In connection with the above, it is possible to distinguish games-
exercises, games-contests or duels, games-draws (items), games-lots, games-entertainment, etc. Let’s consider
some of them.

Exercise games involve players performing a series of tasks of varying degrees of difficulty. This type
is characterized by the use of game equipment and strict adherence to the rules. “Classics” is a surface drawn
in chalk into squares. “Pebbles” — a drawn surface and a cue ball (a round object for throwing from cage to
cage). “Elastic bands” — a 3-meter elastic band, the ends of which are interconnected. “Into the wall” — the ball
and the wall. Knives, pieces of sheep wool with a piece of lead, sheep bones, knives, stones, etc. are used as
game equipment. Each player is asked to perform a series of sequential actions without the right to make a
mistake. Otherwise, the move goes to the next player. The next entry into the game begins from the place
where the mistake was made. The player who completes all the tasks first or gets the most points is rightfully
considered the winner. Uzbek games “Besh tosh” (“Five stones”), “Lyanga”(The game which is beating
lanka(the thing made from lather of goat or ship and metal)).

Dueling games. The most common and numerous type. Task: overcoming obstacles by players. In the
games "Silent", "The Sea is agitated", "Nukta-vergul" ("Dot-comma"), "Zina-mina-stop!" players must
maintain absolute silence and immobility. "Peepers" — who will look at whom. In the game "Catfish-catfish™
(untranslatable), the player makes a number from one to ten, a piece of clothing, the name of a flower ... and
whispers it in the ear of a neighbor. The driver must correctly guess the name. The essence of the games
"Riddles", "Kim birinchi topadi?" ("Who will find the first?"), "Into words" in guessing the intended words,
from the hints — the first and last letters. If the target group is younger, then the size, color or purpose of the
object is called. In the game "Davom ettir" ("Continue"), participants are invited to finish a proverbial, song,
poetic phrase. The game "Kovun palak” ("Melon whip") offers players to demonstrate athletic training and
strength. Some of the players take poses-obstacles (on their backs, sideways, squatting, kneeling), making it
difficult for other subjects to jump to overcome them. At the end of the game action, the winners are honored
and the losers are punished. The role of punishment is the requirement to tell a story, sing a song, show a trick,
dance, perform a funny task.

Games-practical jokes. The raffling of valuable (for players) items is typical for the games "Ashiki",
"Babki", "Wall", "Caps". Getting knocked-out items from specially constructed structures is at stake. Valuable
prizes are sheep bones, tin lids from glass bottles, small coins, wrappers. The number of items received
determines the winner.

Games are lots. The result of games of this type depends on the will of chance, the lot cast. They also
determine the object of punishment or encouragement. The game "Smoking Room" has ancient roots of origin
and is associated with a reverent attitude to the element of fire, which gives warmth and life. Archaic attitudes
explain the fear of the extinction of fire, which has been forgotten over time, symbolizing the death of all living
things. The task of the players: to pass a burning splinter to a neighbor, not to let it go out. In the game
"Paradise", victory is also associated with the results of a successfully cast lot (sticks with a painted sun on
one of the ends) and the rapid achievement of a positive result. As a punishment in the game "Rock, Paper,
Scissors", the loser is flicked on the forehead.

Games-entertainment. The basis of game actions is the performance of rhythmic movements (*Swing",
"Stilts"). Games of this type can have verbal accompaniment, and movements can be performed with the help
of auxiliary objects. A number of actions are fraught with falling, getting injuries of varying severity, for
example, in the games "Sirganchik yoki tayinishma™ ("Sliding"), "Yakhmalak uchish" ("Skating"), "Chana
uchish™ ("Sledding"). The Russian and Uzbek games "Circling™ / "Gir ailanish" are associated with checking
the stability of the vestibular apparatus and the danger of dizziness, "Almash kadamlar" ("Changeable steps™)
is associated with walking strictly along the line. "Hakka-zhukka" (untranslatable) with the players carrying
each other on their backs with their hands clasped under their arms. The number of steps with the burden is
regulated by the game verdict:

—Yro ecth Ha HeOe? — JIyHa.
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—Yro ecth Ha 3emiie? — Yaid.

— Bo uto HanmBaere yait? — 13 aiinuka B mrany.

— Ckonbko xJieba eaurte ¢ yaeM? — JlecsTs.

Translation:

— What is in the sky? — The moon.

— What is there on earth? — Tea.

— What are you pouring tea into? — From the teapot to the bowl.

— How much bread do you eat with tea? — Ten.

Games-songs. The game action is regulated by the song text. They differ in predictability, the main goal
is to evoke kinetic pleasure from singing and performing simple dance movements ("Kostroma", "Chitti—gul").

Ritual games. This type of games is associated with the symbolic expression of magical, everyday and
ritual representations. The game "Shaftoli shakar" ("Sweet peach™) is held during the fruit ripening period. The
game verdict served as a signal for subsequent actions: The peach is ripe, melts in the mouth, // A sweet peach
is in the garden. // Let's go, let's go, // Dusmat's father invites him to the garden.

As soon as the last words are pronounced, the children go into any garden, pick fruit and share with each
other. This was not considered stealing and was encouraged by adults. The arrival of the children marked the
receipt of a rich harvest of fruits and vegetables.

The Russian game "Wedding", Uzbek games "Ty-Ty" ("Wedding"), "Kelinchak™ ("Daughter-in-law")
are associated with the rituals of the life cycle. "Mekhmonmisiz?" ("Are you a guest™) — with the rituals of
hospitality. "Bola-bola” ("Child") — reflects the action of the human race associated with the care of the baby.

A few words about determining the winners and losers. There are several ways, in particular scoring,
meeting the conditions of the game, the will of chance. In accordance with the game result, a decision is made
to punish and reward the subjects of the agonal process. The winner gets the right to hurt the loser (clicks on
the nose, forehead), ownership of the item being played, an honorary nickname. The type of punishment may
depend on the gender and age of the participants.

Children's games differ in composition, plot, thematic content, the presence or absence of a verbal
component, etc. An important role in their diversity is played by the representation of game images (characters,
actors, subjects of action) with their specific properties. Raising the question of the carriers of a conditional
role in the gameplay, it is worth specifying the idea of them, determining the ways of their implementation, as
well as the meaning of game names. The analysis of the properties of game characters from the point of view
of their functional conditionality showed that the most accurate definition of the concept is the "actor” or the
subject of action. Since this definition can be understood as whole teams (children, pots, kites) or a separate
character, mythological images, game equipment, etc.

The name of the subjects of actions is the most significant and semantically filled part of the game verbal
material, at the same time — the most stable. The functions of the main actors are fixed in the names, the internal
structure of the game is reflected. In games with a weakly expressed confrontation of the parties, role-playing
names are also given to game items, since they often perform significant game actions.

Varieties of nominations of subjects of game actions.

1. The subjects of action are theriomorphic actors. This group includes games, the main characters
of which are animals, birds, insects. The names define their functions, the actions they perform. So among the
names, one can distinguish a personalized group of "aggressors"”, for example: wolf, bear, cat, lame crow,
jackal, magpie in the games "Wolf and geese", "At the bear in the forest”, "Ayik polvon”, "Mushuk va
sichkon”, "Oksok karga", "Shokol", "Ona tovuk va hakka." Stronger and hardier players are chosen for the
role of "aggressors".

In accordance with the role, the characters are endowed with certain character traits and abilities:
strength, bloodlust, the desire to overtake prey, appropriation (theft) of someone else's property for profit. The
attitude to them is appropriate. The wolf is a frequently encountered character in many genres of folklore of
different peoples. In fairy tales, he often plays a positive role, helps princes in need. In everyday life, people
are endowed with such qualities of character as cruelty, bloodlust. In games, the behavior of the wolf is also
ambiguous. For example, in the Russian games "Wolf and sheep”, "Geese-swans" (Uzbek game "Borivoy va
gozlar"), "wolf" attacks "sheep™ and "geese" trying to hide in the shepherd/ owner's signal / fly home. In the
Wolf game, the predator is the owner of the garden, where hungry sheep tend to get to. Turning to the wolf,
the sheep deceive him, not naming the true purpose of visiting the garden: "Let us, king, take a walk in your
garden." Their behavior demonstrates humility, readiness to retreat in case of refusal. Contrary to tradition, the
wolf does not deny the sheep the desire, but sets a condition: "Go for a walk, but don't pinch the grass, otherwise
I have nothing to sleep on.” Sheep not only break the promise, but also insult the owner in the game sentence:
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Pinch, pinch grass, green ants, / / Grandmother on the sleeve, grandfather on the caftan, / / Gray wolf dirt on
the shovel.

Thus, the wolf's desire to catch sheep looks like a punishment for offenders.

In the Uzbek game "Oksok karga" (a variant of "Bori va koylar"(Wolf and ships)), despite the injury
(the player catches up with the "victims" by jumping on one leg), the crow / wolf is the personification of a
predator, which under any circumstances must be feared and run away from them.

In the game "The bear in the forest”, the predator is passive (“sleeping™) until the children picking
mushrooms disturb him with a song performed: The bear has mushrooms in the forest, | take berries!// The
bear got cold, froze on the stove.

The "bear" wakes up and tries to catch up with the violators of his peace and territory.

In the game "Kaldirgoch va asal arilar" ("Swallow and bees"), the predator is a swallow. In everyday
life, swallows rarely eat bees because of the poisonous substances they contain.

The personalized group of "victims' includes such game roles as sheep, geese, bees, goats, mice,
ducks, foxes, hares, found in the games "Bear and Bees", "Shepherd and Goats"”, "Hunters and Ducks",
"Chanterelles and Dogs", "Gazlarim" (‘Geese"), "Chagaldok" ('Seagull’), "Shrdak-tulki" ('Ducks and fox'),
"Koch bolam, kush keldi" ('Run baby, the bird has arrived'), "Ayik polvon" ("The Bear bogatyr").

A hare (rabbit) is one of the most frequently encountered images in various genres of folklore (fairy
tales, nursery rhymes, riddles, dastans, counting books). For example: "White hare, where did you run to?" -
"To the oak forest". — "What was he doing there?" - "He was tearing up..."

The inclusion of the image of a hare (rabbit) and other animals in the role-playing composition of the
game is explained by the results of people's observations of the surrounding world, the desire to express them
in a figurative form. This animal aroused interest by its behavior in natural conditions. In order not to fall into
the clutches of a predator, the hare hides in secluded places, in case of detection, it runs away. Having drawn
a metaphorical parallel, the man endowed the hare with the corresponding (but not characteristic of him)
gualities of character - cowardice, bragging. Giving a player the role of a hare determines the actions he
performs: to be afraid, to hide, to run away.

Rabbits and hares are found in stable expressions: "cowardly as a hare", "hare soul", "kill two birds with
one stone". In games, the role of the hare / rabbit does not go beyond functional conditioning. In the game
"Kuyonimni sotaman" ("l sell a rabbit"), the rabbit player acts as a commodity for sale. As soon as the parties
come to an agreement and the buyer "slaps” pays the announced amount, the rabbit has the opportunity to
escape from him by flight. In the popular game "Kuyon inga kirolmadi" (*"The Hare did not get into the hole™),
children are divided into 2 teams and a driver. One team, forming a circle with the help of clasped hands,
depicts burrows. The second team is the "rabbits" trying to get into the burrows. At the signal of the driver, the
burrows "open” / "close". The task of rabbits is to choose the moment and, overcoming obstacles, get "home".
In case of failure, the punishment should be to perform a song or dance. The content of the games
"Kuyoncham" ("My bunny") and "Kuyoncham-Kuyoncham" ("My bunny, my bunny) and "Zainka (Little
bunny)" are the same, they differ in game songs.

“Kuyoncham” (My bunny) | “Kuyoncham-Kuyoncham (My | “Zainka (Little bunny)»
bunn-My bunny)”
My bunny, my bunny, My bunny, my bunny, Little bunny, wash up,
Why are you crying? What happened to you? Little grey, wash up,
Get up from your seat, Why are there tears in my eyes? That's how you wash up!
Wash your face, Why is there no antimony on the | Little bunny, combing his hair,
Look in the mirror, eyes? Gray, combing his hair,
comb your hair. Why are the eyebrows not painted | Comb your hair like that
Choose from us with darkness. (...dance like that!
Do you want anyone? Come on, get up from your seat That's how you dance!
And play the domra.
Live happily!

As can be seen from the choruses, there is a transfer of the properties of character and actions peculiar
to man: hares behave like people, perform the same actions, show the same feelings (cry, rejoice).

In the game "Kite" chickens are "punished" for the fact that the kite "had a bow, a poppy dragged and
thrown over the fence.” Only dexterity, the ability to run fast help chickens avoid capture. Otherwise, a game
penalty follows. As in the game "Bear and Bees", there is an explication of life realities (hunting birds of prey
for smaller individuals, bear raids on hives, eating honey, bees and larvae).

2. The subjects of action are mythological actors. Representatives of this group meet in the games
"Hell", "Hell and paradise”, "Wizard", "Kostroma", "Burners", "I'm not afraid of a devil", "God", "Angel of
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God, sewn with matting"”, "lkki aez" ("Two frosts"), "Zhangara-zhungur", "Bordim, keldim — yyk!" (‘Gone,
come —no!’). Characters are often associated with death or the otherworld. For the nominations, the names of
chthonic animals (raven, bear), biblical images (God, devil, angel, devil), evil spirits (brownie, water), natural
forces (Kostroma, Frost, sun, burner), magicians (sorcerer, witch) are used. An example from the Russian
children's game folklore can serve as a game "Hell", where the devil is in the pit of hell. The game "Ovin" is a
search for devils by touch of the owners with brownies. The reception of Christian postulates is reflected in
such games as "God and the Devil", "Angel and enemy". In the game "God and the Devil", the creator of all
things asks players questions that players must answer seriously. In this they are hindered by the devil trying
to make them laugh. In case of luck, the players switch to the side of the devil, who "turns them into dogs".
The second part of the game is a fight between the damn dogs and the children of God. In the game "Angel
and Enemy" the plot is simple, there is a dialogue between the antagonists. The angel asks questions to the
enemy. If the enemy can't answer the questions, he loses.

In the game "The Sorcerer", an insidious wizard endowed with supernatural power chases after the guys,
enchanting them with a touch of his hand. In the game "Burners" — the driving-burner tries to catch the player
to pass the gift of "gorenje". In Kostroma, the main character is a burning splinter, the personification of the
element of fire. The players sitting next to each other pass a lighted splinter to each other under the game
chorus. It is important not to let the fire go out while the splinter is in your hand. The "death” of Kostroma is
a symbol of trouble and the death of all living things. In the games "Ikki aez" ("Two frosts"), "Dzhangara-
dzungur", "Bordim, keldim — yik!" - Frost and the witch are endowed with such power.

The name of mythological creatures is also found in poetic texts related to the game. For example: The
star serpent rang / / Teeth: "z-z-z ...".

At the present stage, thanks to the influence of the mass media, the list of creatures in improvisation
games has been replenished with new nominations (zombies, vampires, monsters, etc.), which indicates the
interest of children in everything unknown, irrational, otherworldly. The plots of the games are unstable,
subject to changes and additions, based on the opposition to alien forces. Agonal functions of this type of
games: scare, "enchant", "infect", "kill".

3. The subject of action is anthroponomical actors. The most significant layer of gaming folklore.
According to the status principle, it can be divided into several subgroups.

A) images denoting professions.

In games of this kind, professions that are significant for children are recreated. Among the traditional
professions: shepherd, plowman, fisherman, hunter, baker, trader, soldier, gardener — in the games "Shepherd
and sheep”, "Plowman", "Fish", "Kuvlashmachok" (hide and seek), "Hunter and ducks", "Bake bread",
"Sagittarius", "Shop", "Bozor-bozor" ('Market'), "Dykonchi" ('Seller"), "Doctor-doctor", "Gardener". A lot of
games created by children in the twentieth century represent a comic improvisation of a serious matter.

The game "Gardener". By drawing lots or counting, the gardener is chosen. The other players choose
their own color names. Gardener: "'l was born a gardener, | got really angry. Tired of all the flowers except the
peony (voicing the name of one of the flowers). The player who chose the peony responds: "Oh!". Gardener:
"What's wrong with you?". Peony: "In love." Gardener: "Who?". Peony: "Into a violet." Violet responds:
"Oh!". The game continues until all the selected flowers are listed.

Not a single phenomenon in the village passed by the attention of children. The children played in hiring
an employee, in the election of elders, seeing off recruits, escorting a convict, a war, etc. Popular games among
girls were "Teacher", "Doctor", "Educator"; among boys — "Cossack robbers", "Traffic police", "Cars",
"Policeman”.

B) images denoting social status: tsar/undersho/king, minister/vizier, servants, workers, thieves,
runaways, slaves. The games "Podsho va vazir", "The King and the shepherd”, "The runaway game",
"Thieves", "Slaves”, "Kings" / "Pan" / "Worker". High status gave the player the right to own, order, punish.
Low status — to obey, to execute.

The game "Podsho-vazir" ("King and Minister"). With the help of a draw or a count (necessarily), a tsar,
a minister (overseeing the execution of the sentence) and a thief are chosen. A dialogue takes place between
the tsar and the minister: "Sir, a thief has been caught.” - "Who?"

The Minister calls the name of the player who drew the unlucky lot. After that, the king makes a verdict
and determines the measure of punishment in the form of dancing, singing, hitting on the forehead or back.

The game of "Kings". With the help of a reader, the king is chosen. The other players are employees.
Their task is to choose a profession (carpenter, shoemaker, tailor) and be able to present it in gestures. The
king has several attempts, in case of non-guessing, his "deposition™ occurs.

C) images denoting family status. The most popular and frequently encountered image is the
uterus/onaboshi. Her responsibilities include the distribution of roles, game management, protection. No less
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popular are the images of grandmother (grandmother), grandfather, husband /wife, children, godmother, groom
/ bride. Russian games "Give, Grandpa, a pen", "It's time, Grandma, for a feast", "Husband and wife",
"Wedding" (Uzbek "Ty"); Uzbek games "Kelinchak™ ("Bride"), "Bola-bola" ("Child"), "Hola-hola" (‘Aunt’).
The game "Grandfather-horn". Grandpa is a horn-catcher who intimidates children by advising them to stay at
home. The rest of the players are brave and teasing his children: "Grandpa is a horn, he burned a hole on the
stove."

D) images indicating nationality. Games "In the Jew", "Circassians”, "The game of Ukrainians",
"Samoyeds". The genesis of the game "Samoyeds" is associated with the period of their struggle with the
ostyaks, when the ability to hide increased the chance of survival. In the game "Gypsy /"Gypsy" several
subjects of action. A gypsy is a player who serves the ball; a player who hits a thrown ball with a bat; catchers
are players who try to catch the ball and "hit" the batter with it.

E) proper names: Kostroma/Zakharka, lvan, Vitka, Dusmat, Musa, Mastura. It is not uncommon to
include proper names in the verbal component of the game text. They indicate both game characters and items
used in the gameplay.

4. The subject of action is phytomorphic actors. This group includes games, the main characters of
which are fruits, vegetables, melons, flowers and trees. The names define their functions, the actions they
perform. Russian games "Baba sowed peas”, "Radish", "Freak, peas”, "Mushroom mushroom", "Cucumbers",
"Melons", "Flax", "Poppy", "And we sowed millet", etc. Uzbek games "Sholgom kyporish" (“Picking
turnips"), "Potato ekish" (“Planting potatoes"), "Tapur-tupur kayragoch" ("Rustle of the elIm"), "Ok terakmi,
kyk terak™ ("White poplar, blue poplar"). Most of the games of this group are improvisation games. They
reflect the results of children's observations of adult behavior, expressed in action. Game actions can be
accompanied by game choruses or sentences. In the game "Freak out, peas", children move along the
playground, waving their hand from side to side, saying: This, this, peas, / / Sow peas, / / Freak out, peas, // In
the garden is not bad. Squatting down, they gradually rise to their full height: Both large (they spread their
arms to the side) and white — // For everyone's amusement.// And tridesyat himself — // For all the guys.

In the games "The Rustle of the elm" and "White Poplar, blue Poplar", players line up in a row, stand
straight, imitating trees in appearance. In this kind of games, the verbal component controls the actions of the
players.

5. The subject of the action — objects and game equipment. Game inventory in the games of this
group acts as independent subjects of action. In the gameplay, it can be physically represented. That is, objects
make movements as a result of manipulations applied to them: a flying and bouncing ball; a "pebble" sliding
along a marked territory; stones, grandmothers, liangs thrown into the air; sticks pointing at players; a spinning
bottle, establishing the right to draw objects, etc. In the game plot, they are animated, players turn to them with
an order or a request: "Do not let them down!", "Hit the target". They are given nicknames, showered with
curses, punishments are used (thrown, kicked). They are put up as a prize or a ransom.

In the games "Fence", "Mill", "Golden Gate", the actors are both children and the objects they depict.
In the Golden Gate game, the subject-actor merges with the drivers: they take over the name of the object, and
the object, in turn, acts through the drivers. With the help of a reader, two drivers are selected, each of whom
chooses the name of one of the heavenly bodies: the sun or the moon. Then they face each other and hold
hands, forming an arch — the golden gate. Under the game verdict: The Golden Gate // Is not always missed. //
The first time is forgiven, // The second time is forbidden, // And the third time we will not miss you!

At the last words, "the gates are closing," the captured person is asked whose side he chooses. Whoever
chooses the sun or moon takes the appropriate side. Researchers associate the origin of the game with the
passage of an otherworldly tunnel, the choice of the sun-life and the moon-death predetermined the future fate
of a person.

In conclusion, we can conclude that children's games differ in composition, plot, thematic content, the
presence or absence of a verbal component, etc. Not in every game it is possible to note the presence of a game
"face" endowed with a name and properties. The situation is different with the subject of the action, whose
presence is always clearly indicated. Some subjects are in constant confrontation with each other, others are
represented symbolically, others are united by common goals, and others act indirectly through other actors.
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SHARQ VA G’ARB ROMANCHILIGI: O’RTA OSIYO VA YEVROPA ADABIYOTIDA
TASVIR VA TALQIN

Xalimova Nafisa Nabijonovna,
Fan va texnologiyalar universiteti Tillar kafedrasi o ‘gituvchisi
halimovanafisa4500@gmail.com

Annotatsiya. “Sharq va G ‘arb romanlari: Markaziy Osiyo va Yevropa adabiyotida tasvir va talgin”
mavzusi bu ikki mintaga o ‘rtasidagi madaniy, tarixiy va adabiy almashinuviarni o ‘rganish uchun ajoyib
obyektivni tagdim etadi. Markaziy Osiyo va Yevropa o ‘rtasidagi tarixiy o ‘zaro alogalarni, jumladan, “Ipak
yo ‘li” kabi savdo yo ‘llarini boglashda muhim o ‘rin tutgan, bu nafagat savdoni, balki g ‘oyalar, e’tigodlar va
badiiy ifodalar almashinuvini ham osonlashtirgan. Yevropa adabiy shakllari va mavzulari Markaziy Osiyo
Yozuvchilariga qanday ta’sir gilganini va aksincha, rivojlantirganini Ko ‘rishimiz mumkin. Romanchilikning
shakl sifatida rivojlanishiga Yevropa va Osiyodagi ko ‘plab madaniy, tarixiy va ijtimoiy omillar ta’sir
ko ‘rsatdi. Yevropa romanlarida individualizm va ijtimoiy tangidga urg ‘u berilgan bo ‘Isa, Osiyo romanlarida
ko ‘pincha jamoaviy madaniy hikoyalar va tarixiy kontekstlar aks etadi. ITkkala an’ana ham jahon adabiyotini
boyitib, turli xil hikoya usullari va tematik izlanishlarga olib keldi.

Kalit so‘zlar: romanchilik, sharq adabiyoti,g ‘arb adabiyoti, madaniy an’analar,Genri Jeyms, Abdulla
Qodiriy, individualizm, e tigodlar.

EASTERN AND WEST NOVELISM: IMAGERY AND INTERPRETATION IN CENTRAL
ASIAN AND EUROPEAN LITERATURE

Abstract. The theme of “Novels of East and West: Image and Interpretation in Central Asian and
European Literature” provides an excellent lens for studying the cultural, historical, and literary exchanges
between these two regions. Central Asia and Europe have played a significant role in the historical connections
between them, including trade routes such as the Silk Road, which facilitated not only trade but also the
exchange of ideas, beliefs, and artistic expression. We can see how European literary forms and themes have
influenced and, conversely, developed Central Asian writers. The development of the novel as a form has been
influenced by many cultural, historical, and social factors in Europe and Asia. While European novels
emphasize individualism and social criticism, Asian novels often reflect collective cultural narratives and
historical contexts. Both traditions have enriched world literature, leading to a variety of narrative techniques
and thematic explorations.

Keywords: novel, Eastern literature, Western literature, cultural traditions, Henry James, Abdulla
Qodiri, individualism, beliefs.

BOCTOYHBIN U 3AITATHBIA POMAHU3M: OBPASHOCTH U UHTEPIIPETALIMS B
HEHTPAJIBHOA3BUATCKOU N EBPOIIEUCKOU JIMTEPATYPE

Annomauus. Tema «Pomanwi Bocmoxa u 3anada: obpasvr u ummepnpemayus 8 aumepamype
Lenmpanvnou Asuu u Eeponvly npedocmasisiem npekpacHylo 803MOICHOCHb 0Nl U3VHEHUs KYAbHYPHbIX,
UCTNOPUYECKUX U TUMEPAMYPHBIX 0OMEHO8 MedcOy dmumu 08yms pecuonamu. Llenmpanvuan Asus u Espona
CHICPANU 3HAUUMENLHYIO POTb 8 UCOPUYECKUX CBA35X MeNCOY HUMU, BKIIOUAsL MOp2osble NYmuU, maKue KaK
Llenxogulii nymuv, KOMOPwlll CHOCOOCMBOBAL He MOIbKO MOP206ie, HO U 0OMEHY UOesIMU, BEPOBAHUAMU U
Xy00oicecmeenHbiM camosbipadicenuem. Mvl mooicem udemv, Kax esponelicKue iumepamypHvle Qopmul u
membl OKA3anu GIUsHUE U, Ha0bopom, passuiu cpedHeasuamckux nucamenei. Ha pazeumue pomana xax
Gopmul oxkazanu erusHUe MHO2UE KYIbIMYPHblE, UCIOPUYECKUe U coyuarbHvle akmopwl 6 Egpone u Asuu. B
Mo 8peMsi KaK esponelicKue poMaHvl HOOYEPKUBAIOM UHOUBUOYATUIM U COYUATLHYIO KPUMUKY, A3UAMCKUe
POMAHbBL YACTO OMPANHCAIOM KOJLLEKMUBHbLE KYIbMYPHblEe NOBECMBOBAHUL U UcmopuyecKue konmekcmol. Obe
mpaouyuu 0602amuiy MUpPo8yio 1umepamypy, Hpueeos K NOSIGIEHUI0 PA3HOOOPAZHBIX NOBECTNEBOBAMENbHBIX
npuemos u memamuiecKux Uccie008aHui.

Knrwouesvie cnosa: poman, 6ocmounas aumepamypa, 3anaonas umepamypd, KyismypHsle mpaouyuu,
Tenpu Jlorceiime, A6oyana Kaoupu, unousudyanuszm, yoexncoenus.

Introduction. The development of the novel as a form has been influenced by a multitude of cultural,
historical, and social factors in both Europe and Asia. While European novels often emphasize individualism
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and social critique, Asian novels frequently reflect collective cultural narratives and historical contexts. Both
traditions have enriched global literature, leading to diverse storytelling techniques and thematic explorations.
The spread of novels through translation and prose fiction in the

eighteenth century further contributed to the evolution of the modern novel as we know it today. (van
Boven, 2017,Pp. 938-957) The emergence of the modern novel was a complex process influenced by various
cultural, social, and literary factors over time. The evolution of modern novels reflects broader societal changes
and literary innovations. From early character-driven narratives to the experimental forms of modernism and
the diverse voices of contemporary literature, the novel continues to adapt and respond to the complexities of
human experience. As we move forward, it will be interesting to see how emerging technologies and global
perspectives further shape the future of novel writing. The modern novel emerged in the 18th and 19th
centuries, replacing earlier forms of prose fiction like the romance and the picaresque novel. This development
was shaped by factors like the rise of the middle class, the growth of literacy, and the expansion of print culture.
Key events and movements that influenced the modern novel include the Enlightenment, the French
Revolution, industrialization, and the social and political upheavals of the 19th century. (Whitmarsh, Ed.,2008)

The evolution of novels in Central Asia reflects a dynamic interplay between tradition and modernity,
local culture and global influences. From oral epics to contemporary narratives addressing pressing social
issues, Central Asian literature continues to evolve, offering rich insights into the region's diverse experiences
and identities. As new voices emerge and existing traditions are revitalized, the literary landscape of Central
Asia remains vibrant and significant in the global context.

A comparative typological study of the two great novelist.

Comparative typological study of the novels of Qodiriy and Henry James is one of the important
directions of literary studies. To determine how similar and different their works are in terms of style, thematic
and artistic expression, they can be analyzed based on various criteria.

1. Historical and cultural context

Abdulla Qodiriy (1894-1938) was one of the founders of the historical novel genre in Uzbek literature,
and in his works he described the socio-political life of the peoples of Turkestan.

Henry James (1843-1916) worked at the crossroads of American and European literature, making a
significant contribution to the development of the psychological novel genre.

Main themes and problems of their novels.

Abdulla Qodiriy: In His works reflect a deep engagement with the social, cultural, and political issues
of his time. Here are some of the main themes found in Qodiriy's novels: Qodiriy's most famous works are the
historical novels O‘tgan kunlar (Bygone Days) (1922) and Mehrobdan chayon (Scorpion in the Pulpit)
(1929).[1] O‘tgan kunlar is the first full-length novel by an Uzbek author.[2] Qodiriy's stories Kalvak
Mahzumning xotira daftaridan (From Mahzum the Simpleton's Diary) and Toshpo‘lat tajang nima deydir?
(What Does Irritate Toshpo‘lat Say?) are considered to be some of the best satirical stories in Uzbek.[

1. Social Change and Reform

» Modernization: Qodiriy's novels often explore the tensions between traditional values and the forces
of modernization. He depicts the struggles of individuals and communities as they navigate the changes
brought about by social reform.

* Education and Enlightenment: The importance of education as a means of social progress is a recurring
theme. Qodiriy advocates for enlightenment and intellectual development as crucial for national growth.

| 2. National Identity and Cultural Heritage

* Cultural Revival: His works reflect a strong sense of national identity, emphasizing the need to
preserve Uzbek culture and traditions in the face of external influences.

* Historical Context: Qodiriy often draws on historical events and figures, using them to comment on
contemporary issues and to foster a sense of pride in Uzbek heritage.n the novels "O’tgan kunlar" and
“Mexrobdan chayon”, the themes of national consciousness, historical memory, love and social justice are at
the forefront.

Genri James. Henry James is one of the greatest masters of modern literature who developed the
novelistic art as genre-theory. R. P. Blackmur edited James’s “Prefaces” into one volume titled The Art of the
Novel (1934) which exemplify how the novel reflects the tints of life. He says in his “Prefaces” to his novels
that an art of enjoyment remains after exorcising the sophisticated artistry, imaginative, or factual imitation.In
his novels such as "The Girl" (1878), "The Burden of Elegance", written under the influence of "Madame
Bovary", personal experience, inner world complexities, and cultural contradictions are described.

Henry James thinks that an artist is an alchemist because he knows how to uniform varieties of form,
unity, tone and he knows how to create illusion — the illusion of a world which is akin to our living reality.
This reality doubles the charm of art and entertains the reader. This art of the novelist validates his greatness
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because it produces enjoyment and cheerfulness in the reader. The Artist’s art of creating illusion depends on
the power of his art to mirror the signs of realities. Henry James contends: “The artist should have at least
tried his best to be cheerful” (“Ivan Turgenev” LC: 997)

Henry James (1843-1916) was an American-British author known for his psychological realism and
complex characterizations. His works often explore themes of consciousness, identity, and the cultural
differences between Europe and America. Here are some of his notable novels:

| 1. The Portrait of a Lady (1881)

* This novel follows Isabel Archer, a young American woman who travels to Europe and is faced with
choices that will shape her life. It explores themes of freedom, choice, and the constraints of society.

2. The Turn of the Screw (1898)

* A novella that tells the story of a governess who becomes convinced that the estate she is working at
is haunted. The ambiguous nature of the narrative raises questions about reality and perception.

| 3. The Wings of the Dove (1902)

* This novel centers on Kate Croy, who is determined to secure her future by manipulating the emotions
of a wealthy American man. It delves into themes of love, sacrifice, and the moral complexities of
relationships.

| 4. The Ambassadors (1903)

* The story follows Lambert Strether, who travels to Europe to bring back his wayward fiancée's son.
The novel explores themes of cultural contrast and personal transformation.

| 5. The Golden Bowl (1904)

» This intricate novel focuses on the relationships between two couples and the complexities of marriage,
fidelity, and deception. The "golden bowl" serves as a symbol of both beauty and fragility.

| 6. The Bostonians (1886)

* A political novel that examines the feminist movement through the lens of a love triangle between a
suffragist, her wealthy suitor, and a young woman caught in their ideological battle.

| 7. The Europeans (1878)

* This novel explores the interactions between American and European characters, highlighting cultural
differences and the impact of social class.

| 8. What Maisie Knew (1897)

* Told from the perspective of a young girl, this novel addresses themes of divorce, parental neglect,
and the complexities of adult relationships.

| 9. The Princess Casamassima (1886)

* This political novel follows Hyacinth Robinson, a working-class man drawn into revolutionary politics
and the world of the aristocracy.

| 10. The Outcry (1911)

» A late work that critiques the art world and explores themes of authenticity, commercialism, and
cultural exchange.

| 11. The Sacred Fount (1901)

* This novel delves into the intricacies of human relationships and the idea of emotional exchange,
focusing on a man's obsession with uncovering the truth about those around him.

| 12. The Americans (1877)

* A collection of essays rather than a novel, it provides insight into James's views on American culture
and society as he contrasts it with European norms.

3. Character analysis. Qodiriy creates realistic characters in his works, whose fate depends on changes
in society. For example, the image of Otabek and Kumushbeka is revealed through the clash of traditional and
new worldviews.

James emphasizes psychological analysis, his characters often struggle with internal experiences. For
example, Isabel Archer ("The Girl") experiences internal conflicts when choosing her life path.

4. Artistic style and composition. Qodiriy drew on the traditions of classical Eastern novelism and
was influenced by Uzbek classical literature and folk folklore.

James was one of the founders of the modern novel style, making effective use of monologue and
internal speech.

In summary. Abdulla Qodiriy's novels are rich in themes that resonate with the complexities of Uzbek
society during a time of significant change. His exploration of social issues, cultural identity, and human
relationships continues to be relevant and influential in contemporary literature. However, Henry James's
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novels are characterized by their deep psychological insight, complex characters, and rich prose style. His
exploration of themes such as identity, morality, and cultural contrasts continues to resonate with readers
today.
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Anotatsiya. Ushbu maqolada XX asr she riyati 20-30-yillarida tamomila yangi adabiy tendensiyalar
vujudga kelishi va uning sabablari haqgida fikr bildirib o ‘tilgan. Shu bilan birga yurtimizning matbuotiga ham
qisqacha to ‘xtalib o ‘tishni lozim deb topdik. Sababi, o zbek badiiy publitsistikasi adabiyotshunosligimiz bilan
chambarchas bog'ligdir. Va aynan matbuot orqali biz davr muammolarini hamda kishilar tarixini
o ‘rganishimiz, unda ijod qilgan vakillar asarlarini tahlil gilgan holda nazariy muammo, kamchilik va
yutuglarini tadqiq etish imkoniyatiga erishamiz.

Kalit so“zlar: adabiy tendensiya, matbuot, jadid, gazeta, jurnal, maqgola, publitsistika, gofiya.

OCHOBHBIE TPUHIUIIBI Y3BEKCKOM ITPECCHI 1930-X T'OJ0B

Annomauyus. B cmamve paccmampueaemcsi 603HUKHOBEHUE COBEPULCHHO HOBBIX JUMEPAMYPHbIX
meuenuti 6 nodzuu 20-30-x 20006 XX exa u npuuunst 5mozo. B mo dwce epems s cuen HeobX00UMbIM KPAMKO
KOCHYMbCsl npeccvl Hawetl cmpansl. [Ipuiuna 6 mom, 4mo y36eKcKas JumepamypHast JHCypHAIUCIMUKA MEeCHO
c8A3aHa ¢ Hawum aumepamyposeoenuem. M umenno uepes npeccy Mvl uMeeMm 603MONCHOCMb U3YUAMb
npobeMbl 3NOXU U UCMOPUU HAPOOd, AHAIUUPOSAMb MPYObl ee npedcmagumenetl, Uy4ams ux
meopemuyeckue npooemvl, HeOOCMAMKU U OOCUICEHUS.

Kniouesvie cnoea: numepamypnas menoeHyus, npecca, O0x#caouod, 2azema, HCYPHAL, CMAmbsi,
JACYpHATUCTIUKA, pudma.

BASIC PRINCIPLES OF THE UZBEKISTAN PRESS OF THE 1930S

Abstract. This article discusses the emergence of completely new literary trends in the poetry of the 20-
30s of the 20th century and its reasons. At the same time, | found it necessary to briefly touch upon the press
of our country. The reason is that Uzbek literary journalism is closely related to our literary studies. And it is
through the press that we have the opportunity to study the problems of the era and the history of people, to
analyze the works of its representatives, to study theoretical problems, shortcomings and achievements.

Keywords: literary tendency, press, jadid, newspaper, journal, article, journalism, rhyme.

Kirish. Atoqli olim Umarali Normatov ta’kidlagani kabi: : “Hech qaysi soha XX asrda adabiyotchalik
millat taqdiri, ijtimoiy adolat, inson erki, sha’ni, himoyasi yo‘lida izchil, muntazam kurash olib borgan emas”
[1]. XX asrning 20-30-yillariga kelib millat ziyolilari adabiyotni yoppasiga chinakam kurash quroliga
aylantirishni boshladilar. Chunki adabiyot millatning uyg‘onishi uchun eng zarur va tez ta’sir kuchiga ega
bo‘lgan vosita edi. Natijada 20-30-yillar she’riyatida boshga davrlardan keskin farq giluvchi tendensiyalar
yaraldiki, bu holat adabiyot tarixida o‘ziga xos tarzda aks — sado berdi. Bu davr adabiyoti, jumladan,
she’riyatiga xos bo‘lgan tendensiya adabiyot va xalq o‘rtasida nihoyatda katta yaqinlashuv yuzaga keldi.
She’riyat jamiyatni, uning har bir qatlamini o‘z ortidan ergashtira boshladi. Adabiyot va uning vakillari
chinakam ma’noda millat, hurriyat, erk kuychilariga, himoyachilariga aylana bordi. Chinakam ma’noda yangi
o‘zbek she’riyati vujudga kela boshladi. 20-30- yillar yangi o‘zbek adabiyotining vujudga kelishida Hamza,
S. Ayniy, Cho‘lpon, Fitrat, M.So‘fizoda, Abdulla Avloniy. G*ayratiy, A.Majidiy kabi yozuvchilar yuksak
darajada faollik ko‘rsatdilar, millatning tom ma‘nodagi uyg‘otuvchilariga aylana bordilar. 20-yillarda Zavqiy,
Avaz O‘tar, Miskin, Xislat, Kamiy, Hamza Hakimzoda, Cho‘lpon, Fitrat, Abdulla Avloniy. Anvar Otin,
Tavallo, Nozimaxonim, Xurshid, M.So‘fizoda, A.Majidiy, Bayoniy, Fagqiriy, Noqis Kattaqo‘rg‘oniy kabi
shoirlar she’riyatida davrning eng dolzarb mavzulari bo‘y ko‘rsata boshlab, ularning ijodida erk va ozodlik,
vatanparvarlik, ma’rifatparvarlik, maktab-maorif, axlog-odob hagidagi garashlar eng muhim masalaga
aylana bordi. Bu holat XX asr she’riyati 20-30-yillarida tamomila yangi adabiy tendensiyalar vujudga kelishiga
sabab bo‘ldi.

Asosiy gism. Ayni shu holatni anglagan ijodkorlar adabiy hayot bilan haqiqiy hayot o‘rtasidagi
bog‘liglikni yarata boshladilar. Ular jamiyatga o‘z she’riyati bilan ko‘zgu tuta boshladilar. Odamlarni
o‘ylashga, tafakkur qilishga undash, ularga hayotning asl mohiyatini anglatish, jamiyatdagi illatlarning yo‘q
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giluvchisi ham, yaratuvchisi ham inson ekanini ugtirishga urindilar. Jumladan, Abdulhamid Majidiy ijodidagi
“Tarixdan chopar” she’riga nazar solsak, unda jamiyatdagi eng og‘ir illatlar qalamga olinganiga guvoh
bo‘lamiz:

Bir tomonda erksiz gizlar, qari chollar qo ‘ynida,

Bir tomonda o ‘tkir qilich isyonchilar bo ‘ynida.

Bir tomonda mahzun yig ‘i, ingrar alamli bir kuy,

Bir tomonda gilinmoqda zamzamali katta to‘y.

She’ming sarlavhasidan ko‘rinib turganidek, she’r tarixdan kelgan chopar tilidan hikoya qilinadi.
Tarixdan shoir yashagan davrga tashrif buyurgan chopar o‘z yurtidagi achinarli holatdan shoirni ogoh etadi.
Yoshgina qizlarning umri qari chollar qo‘ynida xazon bo‘lib ketayotganidan, oz hurligi, haq-huqugi uchun
kurashayotganlar isyonchi nomi ostida boshlarini qilichlarga tutayotgani afsus bilan so‘zlaydi. Keyingi
misralarda mazmuniy tazod orqali she’rning ta’sirchanligi yanada oshiriladi, fojianing asl ko‘lami nagadar
og‘ir ekani ko‘rsatib beriladi. Bir tomonda odamlar mahzun yig‘ilar ichida yashayotgan bir paytda, bir
tomonda hashamatli to‘ylar gilayotgan millatning holidanda achinarlisi bo‘Imasligini yaqqol ifoda etadi. Bu
o‘rinda shoirning zukkoligiga, topqirligiga qoyil qolmasdan iloj yo‘q. Vogealarni tarixdan kelgan obraz tilidan
bayon etar ekan, Majidiy aslida o‘z jamiyatining qiyofasini, umrini keraksiz hashamlarga sarflab, lekin ilm-u,
marifatdan yiroq bo‘lgan millat giyofasini obrazli ifodalaydi. Hech ikkilanmay aytish mumkinki, millat
taqdirini she’rga ko‘chirish, uning og‘riglaridan azoblanish yangi davr she’riyatidagi mavzu edi.

Majidiyning sof ijtimoiy xarakterdagi she’rlaridan yana biri “O‘zbeknoma” deb nomlangan bo‘lib, bu
she’r bir necha ijodkorlar — Oybek, G‘afur G‘ulom, Majidiy tomonidan yaratilgan bo‘lib, bu she’rning
Majidiyga tegishli gismi 1937-yil, 4-martda “Yosh leninchi”da bosib chiqariladi. Ushbu she’rning badiiy
ahamiyati haqida adabiyotshunos olim S.Samariddinov alohida to‘xtaladi: “G‘afur G‘ulom va Oybek bilan
yozgan mashhur “O°zbeknoma” qasidasi alohida ahamiyatga egadir. Asar dastlab “Qizil O‘zbekiston” (1937-
yil, 1-mart) gazetasida ¢’lon qilinadi. A.Majidiy qalamiga mansub gismi esa 128 misra qo‘shimchasi bilan
oradan ko‘p o‘tmay “Yosh Leninchi” gazetasida ham bosilib chigadi. “O‘zbeknoma” sovet adabiyoti tarixidagi
yangi shakl va yangi mazmundagi noma (xat) janrida yaratilgan asarlarning eng birinchisi bo‘lishi bilan ham
xarakterlidir” [2] She’rning asosiy mavzusi shonli o‘zbek xalqi, shu bilan bir qatorda birlasholmayotgan
millatning holi, 0‘z oyog‘iga o°zi bolta urishi hagida bo‘lib, mavzu nihoyatda dolzarb mavzulardan edi. She’r
bilan to‘liq tanishgan o‘quvchi mavzuning naqadar dolzarbligini, muhim ahamiyatga ega ekanligini chuqur
anglaydi. Kunlarini bir-birining ustiga yurish gilish bilan, bir-birini qirish bilan o‘tkazayotgan millatning
holiga voy. Shoir buni shunday tasvirlaydi:

Bir kuni Buxoro bosar Qo ‘qonni,

Bir kuni Farg ‘ona zafar topadi.

Bir kuni xivalik gamab qo ‘rg ‘onni,

Buxoro xalgini girib chopadi.

Bu millatda shoirlar ham xor, san’atkorlarning hayoti ham havas qilgulik emas. Shoir ochiqchasiga ular
hozirgi davrda, ularga munosabat hamon o‘zgargani yo‘q demasada, uning badily magsadini, nima
demoqchiligini o‘quvchining o°zi anglab, tushunib oladi:

Falakdan dod etib buyuk shoirlar,
To ‘ldirdilar bu dunyoni hasratdan.
Hech biriga baxt bo ‘Imadi muyassar,
Bir manfaat ko ‘rmadilar san’atdan.

She’r to‘laligicha ijtimoiy ahamiyat kasb etadi. Millat qiyofasini, o‘tmishini tasvirlab beradi. Shoirni
millatning ko‘zgusi sifatida, haqiqatni tasvirlab beruvchi rassom sifatida baholaydi. Ammo she’r bolshevizmni
olgishlash orqali yakunlanadi. Bu holatni albatta, to‘g‘ri tushunish mumkin. Bu o‘z davrining talabi, omon
golishning yo‘llaridan biri edi.

Ko‘rinib turganidek, 20-30-yillar she’riyatidagi, jumladan Majidiy ijodidagi yetakchi tendensiyalardan
biri mavzularning ijtimoiylashuvi va yangi g‘oyalarning adabiyotga, lirikaga ko‘chishidir. Bu davr lirikasida
mavzu va g‘oyalar tamomila yangilanib borayotgan lirikaning taraqqgiysi uchun xizmat qildi deyishimiz
mumkin. Taniqli olim Hotam Umurov: “mavzu va g‘oya yaxlitlashib, bir butun bo‘lib dunyoga keladi”’[3] va
lirikaning ijtimoylashuviga yoxud badiiyatiga katta ta’sir o‘tkazadi. Mustaqillik tomon dastlabki gadamlarni
eng avvalo, so‘z san‘atkorlari, XX asrning 20-30-yillarida ijod gilgan ijodkorlar boshlab berdilar deya ayta
olamiz.

Majidiy ijodida uchrovchi sarbastlarda ohang yetakchi unsurga aylana bordi va gisman she’riy
shakllardan biriga aylana boshladi. Bunday she‘rlarda ohang va badiiy takrorlar, ritorik so‘roglar badiiylikni
yuzaga keltiruvchi jihat hisoblansa, erkin shakl, gofiyaning gat‘iy emasligi, majburiy qoliplarning yo‘qligi
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shoir his-tuyg‘ularining izchil, ravon va erkin yuzaga kelishi uchun imkon yaratadi. Jamiyatdagi yangilanish
jarayoniga intilish, erkinlik istagi qaysidir ma’noda adabiyotga ham ko‘chib o‘tdi deyishimiz mumbkin.

Adabiyotshunoslar XX asrning 20-30-yillaridagi shakliy yangilanishlar taraqgiyotida Fitrat va
Cho‘lponning o‘rnini alohida e’tirof etadilar. “Ko‘p asrlik an’analarga ega o‘zbek she’riyatida Cho‘lpon o‘ziga
xo0s yangicha yo‘nalish izladi, shu bois ham milliy adabiyotimizda mavjud poetik shakl va vositalar bilan jahon
she’riyatidagi shakl va vositalarni uyg“un mujassam etgan muhtasham she’riy meros qoldirdi” [4].

Yugqoridagi fikrlar nihoyatda to‘g‘ri ekanligini ta’kidlagan holda, shuni ham qayd etmoqchimizki,
Abdulhamid Majidiy ijodida esa aynan Fitrat va Cho‘Ipon ijodidagi shakliy yangilanishlarning uzviy davomini
kuzatgandek bo‘lamiz. Uning she’riyatida ham shakliy va mazmuniy yangilanish yarq etib ko‘zga tashlanuvchi
xususiyatlardan biri bo‘lib, uning ijodiga tegishli, yuqorida tahlil qilganimiz bir necha she’rlarning o‘ziyoq
fikrimizga yorqin dalil bo‘la oladi. N.Afoqova yangi o‘zbek she’riyatidagi shakliy o‘zgarishlarning ahamiyati
haqida to‘xtalib: “Umuman olganda XIX asrning oxiridan boshlangan o‘zbek she’riyatidagi shakliy va
mazmuniy yangilanish jarayoni hozirgi kunga qadar davom etib kelmoqda” [5], degan asosli fikrni keltiradi.

Demakki, bugungi she’riyat tom manoda 20-30-yillar she’riyatidan oziglangani holda, bu davr adabiyoti
vakillari oldida garzdor va burchlidir.

Mumtoz adabiyot davridayoq mavjud bo‘lgan, o‘zining qat‘iy qonun-goidalariga asoslangan janrlar 20-
30-yillar she‘riyatida doimiy qoliplardan chetga chiga boshladi. Bu kabi janriy o‘zgarishlar XX asr boshidagi
jjodkorlaridan bo‘Imish Abdulhamid Majidiy ijodida ham bir qadar ko‘zga tashlanadi. Aynigsa, shoir yaratgan
musaddaslarda janrning evrilishi yaqqol ko‘zga tashlanadi.

Bilamizki, musaddas oltilik shaklga asoslanib, ma’lum bir ishqiy, ilohiy mavzularni o‘zida aks ettiradi.
Majidiy ayni shu bir necha asrlik tarixga ega musaddasni ijtimoiylik sari yo‘naltiradi. Musaddas she’riy hikoya
tarzida yozilgan bo‘lib, ayni shu holatning o‘ziyoq an’anaviy musaddasning qoidalaridan farq qiladi. Asar tili
sodda, ravon, kinoyaga boy. Bu musaddas haqida N.Afoqova ham to‘xtalib o‘tadi. “Hol oftobasi” sarlavhali
bu asarga muallifning o°zi “Vogeiy hikoya” degan izoh bergan. Asar II bo‘limga ajratilgan ham. Musaddas
aaaaaa bbbbaa shaklida qofiyalangan, oxirgi band uch misra birinchi bandga qofiyadosh qilingan”[5]. Ammo
shu o‘rinda bizning bir qadar mulohazalarimiz mavjud. Abdulhamid Majidiyning 1974-yilda G ‘afur G ‘ulom
nomidagi adabiyot va san’at nashriyoti” tomonidan chop etilgan “Tanlangan asarlar” to‘plamida bu
musaddasning nomi “Fol oftobasi” nomi ostida chop etilgan. Ammo olima Nodira Afoqova o‘z
dissertatsiyasida bu musaddasni “Hol oftobasi” nomi ostida keltirib o‘tadi.

Bizningcha, bu nom bir qadar mulohazali. Chunki musaddasning mazmunidan kelib chigsak, “Fol
oftobasi” nomi she’rga ko‘proq munosib.

She‘rning dastlabki bandi ham shunday xulosa chiqarishimizga sabab bo‘ladi:

Tanbalo, bulturg i holingni sinab och bitta fol,
Ta’bi mahzuningda she r aytmoqqa bormidur majol.

Qo‘limizdagi manbaaga, qolaversa, musaddasning mazmuniga tayangan holda asl nom “Fol oftobasi”
shaklida bo‘lishi kerak degan mulohazamiz bor.

Shuningdek, Majidiy ijodida she’rlarda diologlarni ham qo‘llash holatlariga ko‘p bora guvoh bo‘lamiz.
Bu ham yangilanayotgan she‘riyatda o‘ziga xos evrilish holati yuzaga kelayotganini ko‘rsatib beradi.

Dasttavval janrlar evrilishi mumtoz adabiyot janrlari asnosida vujudga kelgan bo‘lsa, keyinchalik
sarbast kabi tamomila yangi she’riyat namunalari adabiyotga kirib kela boshladi. Majidiy oz she‘rlarida
jamiyatni tanazzul botqog‘iga botirayotgan illatlarni tanqid giladi. Johillikni, zolimlikni, tekinxo‘rlik va
maishatbozlikni millatni xarob qiluvchi jihat sifatida oz lirikasida har doim tanqid ostiga oladi. Ayni shu
ma’rifat va ziyoga intilish she’riyatning nafaqat g‘oyaviy, qolaversa, janriy tomonlama ham yangilanishiga
katta turtki bo‘ldi.

Barmoq vaznida yaratilgan she’rlar ravon, oddiy xalq vakillari uchun ham tushunarli bo‘lganligi bilan
ahamiayat kasb eta boshladi. Natijada mumtoz aruz nazariyasidan keskin farqlanuvchi, xalq qo‘shiqlari
yo‘nalishidagi adabiyot yaratila boshladi. “Xalq og‘zaki jodiyoti hamunalariga xos samimiyatning ochiq
ifodasi, soddalik va tabiiy ohangdorlik yoki ranginlikdan ilhomlanmagan san’atkorni topish mushkuldir.

Shuning uchun og‘zaki ijodiyot barcha zamon vadavrlarda ham yozma adabiyotning rivojini
belgilaydigan bosh manbalardan biri bo‘lib kelgan va doimo shunday bo‘lib qoladi” [3]. Bu davrda yaratilgan
ohanglar xalqona ruhiyatga ega bo‘lib, barchasi ham fagat ijtimoiylikdan iborat emas. Masalan, Fitratning
“Ohang” sarlavhali she‘ri o‘zining xushohangligi, samimiyati bilan bir o‘qishdayoq kitobxon xotirasiga
muhrlanadi:

Go‘zalim, bevafo gulistonim,
Bog* umrimda toza rayhonim.
G‘amu qayg‘ularim hujumindan
Sen eding mehribon nigahbonim.
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Bu kabi samimiy misralardan kelib chigib aytish mumkinki, azaldan folklor adabiyotning eng muhim
qismi bo‘lib, hamisha adabiyotning o‘ziga xos bo‘g‘imi vazifasini bajargan. Ayni shu aloga XX asrning 20-
30-yillariga kelib yanada kuchaydi va ijtimoiylashuv ortib bordi. L.Tajibayeva o‘z dissertatsiyasida
folklorning o‘zbek adabiyotiga ko‘rsatgan ta’sirini 4 bosqichga bo‘lib tahlil giladi:

1. Satira janri xususiyatlarining lirik turda aks etishi;

2. Magol va matallardan unumli foydalanish;

3. Xalqona ohang va to‘rtlik uslubidagi she‘rlarning paydo bo‘lishi;

4. Xalq og‘zakiijodidagi obrazlarning yangi o‘zbek adabiyotiga kirib kelishi [3].

Ayni shu tasnifga muvofiq belgilarning deyarli barchasi XX asrning 20-30-yillaridagi she’riyatda
nihoyatda ko‘p uchraydi, qolaversa, Abdulhamid Majidiy she’riyatida ham ayni yuqoridagi tasniflarning
unsurlari yaqqol ko‘zga tashlanadi. Masalan, adabiyotshunos olim S.Samariddinov ushbu hagda quyidagicha
fikrlarni bildiradi: “Shoir yangicha mazmunni ifodalashda xalq og‘zaki ijodiga xos allegorik obrazlardan
ustalik bilan foydalanadi. (“Chiqir tuyasi”, “Kalxoz xo‘rozi”, “Gurvaqning raporti”, “Qo‘rigbon”). Ko‘plab
sermazmun va aforistik misralarni uchratamizki, bu faktlar ham shoirning yangi tipdagi poeziya talablarini
tobora chuqur o‘zlashtirib, olayotganini tasdiglaydi” [2]. Ko‘rinib turganidek, bu obrazlarning barchasi xalq
og‘zaki ijodi orqali XX asr she‘riyatining 20-30-yillarida ayni shu obrazlar vositasida she’riyatning
ijtimoiylashuvi kuchaytirildi. Xalq og‘zaki ijodidagi obrazlarning kirib kelishi asnosida she’riyatda obrazlar
yangilanishi ham vujudga kela boshladi. Jumladan, bu davr adabiyotining eng yangi, juda ko‘p ijodkorlar
ijodida uchrovchi obrazlaridan biri gizlar obrazidir. Bu obraz Abdulhamid Majidiy ijodida ham o‘ziga xos
tarzda uchraydi:

Bir tomonda erksiz gizlar qari chollar qo‘ynida,
Bir tomonda o‘tkir qgilich isyonchilar bo‘ynida.
Bir tomonda mahzun yig‘i ingrar alamli bir kuy,
Bir tomonda qilinmoqda zamzamali katta to‘y.

Misralarda erkini yo ‘qotgan, gari cholning qo ‘ynida guldek yoshligidan mahrum bo‘lgan gizlar obrazi
nihoyatda ta’sirli ifodalangan. Aslida, bu holat millatning qayg‘usi, fojiasi edi. Shoirlar ayni shu holatni
adabiyotda aks ettirar ekanlar, aslida bu illatga garshi kurash boshladilar. Chunki obrazlilik orgali fikrni
yetkazish ancha oson va ko‘proq ta‘sirchanlikka ega. “Obrazlilik — san’atning asosiy xususiyati, hayotni
o‘zlashtirishning o°‘ziga xos shakli va usuli, uning “tili” va shu bilan birga hayot hodisasi ustidan chigargan
“hukmi”. Badiiy obraz — obrazlilik tushunchasining o‘zagi” [6]. XX asrning 20-30-yillaridagi yangilanish
tendensiyalaridan birini shubhasiz, obrazlar tizimining yangilanishi va an’anaviy obrazlarning yangicha
mazmun-mohiyatga ega bo‘lishi ta’minlaydi. Shu jihatdan bu davr she’riyatida adabiyotda yangicha obrazlar
asnosida, bulbul, gul, oshiq kabi mumtoz adabiyotdagi an’anaviy xarakter-xususiyatga ega bo‘lgan obrazlar
yangicha mazmun kasb eta boshladi. Cho‘lpon lirikasidagi binafsha, xalq, Fitrat lirikasidagi yigit, Majidiy
ijjodidadi (boshga ko‘plab ijodkorlarda ham uchraydi) xotin-gizlar obrazi ayni shu yangilanayotgan she’riyat
tendensiyalari shakllanishiga katta hissa qo‘shdi.

Xulosa. Yangi davrga intilish ehtiyoji 0°z-o‘zidan yangilanayotgan she’riyatni ham talab qila boshladi.
Shu tariga, XX asrning 20-30-yillarida yangi she’riyat tendensiyalari yaraldi va shu jarayonda juda ko‘plab
shoirlar qatorida Majidiy lirikasining ham alohida o‘rni bor. Majidiy lirik asli tom ma’nodagi
yangilanayotgann she’riyat emas edi, albatta. Davr ruhi, ijtimoiy sabablar uning ham lirikasini chetlab
o‘tmaganiga garamay uning she’riyatida yangicha ruh, yangicha hayotga intilish, toza ruh mavjud edi,
deyishimiz mumkin.
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Annomayua. Jlannas cmamvs noCEAULEHA O HCEHCKOU PO 8 PYCCKOU TUmMepamype 0 Ux XapakmepHvix
yepmax, 0OPAHOCMb JICEHCKOU pOaU 6 Npou3eedenusx pycckux nucamenei. Paccmampusaemcs
omaudumesnbHbie 0COOEHHOCIU HCEHCKUX 00pa308 pycckoll u y30exkckol aumepamypsl. enckue obpasvl 6
PYCCKOU U Y30eKCKoU tumepamype umerom C80U YHUKANbHbe 0COOEHHOCMUY, 00YCN061eHHble PA3IUYUAMU 8
KYAbMYPHBIX, UCTIOPUYECKUX U COYUATLHBIX KOHMEKCMAX 9Mux Hapooos. Hecmomps na mo, ymo u 6 pycckoti,
U 8 Y30eKCKOU Jumepamype diceHcKue 00pazvl 3ampazusaron 8aicHvle membvl 006U, cemMelinblx YyeHHocmell u
JUYHBIX 8b100P08, KOHMEKCMbl U AKYeHMbl HA IMuU membl Mo2ym paznudamscs. B pycckoii aumepamype
AKYeHm Yacmo 0enaemcs Ha 6HYmMpeHHue NepestCUBanHUs, MOPALbHble KOHDAUKMbL U HOUCKU TUYHOU c800000l,
moeoa Kak 6 Y30eKcKOu Jaumepamype JiceHcKue 00pasvbl 00Tblle CA3aHbL C COXPAHEHUEeM Mpaouyui,
ceMmeliHblX 003aHHOCMEl U HAYUOHATbHOU UOSHMUYHOCHIUL.

Kntoueswle cnosa: obpas, siceHuyuna, npousgedeHus, xapaxkmep, iumepanypd, N033us, HCeHCKds Poilb,
pycekas aumepamypa, y30eKckas aumepamypd, 0Opa3sHoCmb, KYIbmypHble KOHMEKCMbl, UCmopuiecKkue
KOHMEKCMbl, COYUATbHble KOHMEKCMbl, H0008b, CceMeliHble UEeHHOCMU, JIUYHble 6bl00pbl, GHYMPEHHUE
nepedcusanus, MOpaiibHble KOHQIUKMbL, JAUYHASL c80000d, mMpaouyuu, cemeliHvle 00A3aHHOCMU,
HAYUOHATILHASL UOEHMUYHOCTb.

RUS VA O‘ZBEK ADABIYOTIDA AYOL OBRAZLARINING AJRALIB TURUVCHI
XUSUSIYATLARI

Annotatsiya. Ushbu magola rus adabiyotidagi ayol roli va ularning xususiyatlari, rus yozuvchilari
asarlaridagi ayol obrazining tasviriga bag‘ishlangan. Maqolada rus va o Zzbek adabiyotidagi ayol
obrazlarining ajralib turuvchi xususiyatlari ko ‘rib chigiladi. Rus va o ‘zbek adabiyotidagi ayol obrazlarining
0°ziga xos xususiyatlari, bu xalglarning madaniy, tarixiy va ijtimoiy kontekstlaridagi farglar bilan
belgilangan. Shunga garamay, rus va o zbek adabiyotlarida ayol obrazlari muhabbat, oilaviy gadriyatlar va
shaxsiy tanlovlar kabi muhim mavzularni ko ‘taradi, lekin bu mavzulardagi kontekstlar va urg ‘ular turlicha
bo ‘lishi mumkin. Rus adabiyotida ko ‘pincha ichki his-tuyg ‘ular, axlogiy garama-qgarshiliklar va shaxsiy
erkinlik izlanishiga e'tibor garatilgan bo ‘Isa, o zbek adabiyotida ayol obrazlari ko ‘prog an‘analarni saglash,
oilaviy majburiyatlar va milliy identifikatsiya bilan bog ‘ligdir.

Kalit so“zlar: obraz, ayol, asarlar, xususiyat, adabiyot, she'riyat, ayol roli, rus adabiyoti, o Zbek
adabiyoti, obrazlilik, madaniy kontekstlar, tarixiy kontekstlar, ijtimoiy kontekstlar, muhabbat, oilaviy
gadriyatlar, shaxsiy tanlovlar, ichki his-tuyg ‘ular, axloqiy garama-garshiliklar, shaxsiy erkinlik, an’analar,
oilaviy majburiyatlar, milliy identifikatsiya.

DISTINCTIVE FEATURES OF FEMALE IMAGES IN RUSSIAN AND UZBEK
LITERATURE

Abstract. This article is dedicated to the role of women in Russian literature, their characteristic traits,
and the imagery of female roles in the works of Russian writers. It examines the distinctive features of female
images in Russian and Uzbek literature. The female characters in Russian and Uzbek literature have their
unique features, shaped by the differences in the cultural, historical, and social contexts of these peoples.
Although both in Russian and Uzbek literature, female images address important themes such as love, family
values, and personal choices, the contexts and emphasis on these themes can differ. In Russian literature, the
focus is often on internal struggles, moral conflicts, and the search for personal freedom, while in Uzbek
literature, female images are more closely related to the preservation of traditions, family responsibilities, and
national identity.
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Keywords: image, woman, works, character, literature, poetry, female role, Russian literature, Uzbek
literature, imagery, cultural contexts, historical contexts, social contexts, love, family values, personal choices,
inner experiences, moral conflicts, personal freedom, traditions, family duties, national identity.

BBenenue. K sxeHmHaM B pyccKo# TATEpaType Beerna 010 0co00e OTHOIIEHHUE, U IO OIIPEIeTICHHOTO
BPEMEHH OCHOBHOE MECTO B HEHl 3aHMMal MY)X4YMHA - T€pOii, ¢ KOTOPHIM M OBLIM CBsI3aHbI IPOOJIEMBI,
MoCTaBJICHHBIE aBTOpaMHu. JleiCTBUTENBHO, B PYCCKOU JIUTEpaType KEHCKHE 00pa3bl BCET1a 3aHUMAaJIH BaKHOE
MECTO, M UX CyAbOBI 3a4acTyI0 OBbLIH CBS3aHBI C TNTyOOKHMH COLUAIbHBIMH, MOPABHBIMHU B (pHUI0COHCKUMU
npobiemamMu. 3amMedaHHe O TOM, YTO JO OIPEAEICHHOTO BPEMEHH LEHTPAIBHBIM IIEPCOHAXKEM B
MPOM3BEICHUSIX OblJJa MMEHHO (GUrypa MY>KUYHHBI-TEPOs, KOTOPHIA TEPESKUBACT pa3iWyHbIE Tparegud U
KOH(QJIUKTHI, BIIOJIHE CIIPABEAIIHBO.

MeTtonoaorust uccieaoBanms. B pamkax naHHOTO nccienoBaHus ObLI MPEAIPUHAT CPAaBHUTEIbHBII
aHaJIM3 JKEHCKUX 00pa3oB B PYCCKOM M Y30EKCKOH JHUTEpaType C LEJNbIO0 BBIBICHHUS OTJIMYUTEIbHBIX
ocoOeHHOCTeH, 00YCIOBICHHBIX PA3IHYMsIMU B KYJIBTYPHBIX, HCTOPUYECKUX U COLUATTBHBIX KOHTEKCTAX ABYX
JUTEPAaTypHBIX Tpaguuuil. MeTomoMorusl HCCIIEAOBaHMS OCHOBBIBA€TCS HAa KOMIUICKCHOM IIOAXOAE,
COYETAIOIIEM MCTOPUKO-IUTEPATyPHBIH, KyJIBTYPOJIOTHYECKUN U COLMOJIOTHYECKUIl aHAIU3, YTO MO3BOJISET
riry0)ke IOHSTh XapaKTep U 0COOCHHOCTH JKEHCKHX 00pa30B B KOHTEKCTE KXKJON JTUTEPaTypHON TpaTulIHy.

OO0cyxneHnusi M pe3yabTaThl. Pycckas kimaccnueckast TMTEpaTypa 4acTo n300pakaeT JKEHCKHE CyIbObI
Kak Tparenud. MHOrue reporMHH MEPEeXHUBAIOT BHYTPEHHHE U BHELIHME KOH(IUKTHI, YTO AelaeT ux obpas
0COOCHHO BBIPa3UTEIbHBIM U MHOTOCIONHBIM. Kak BBl OTMETHIIH, KEHIUHBI, Takue kak Katepuna B "I'poze”
A.H. Octposckoro, Hacraces @ununmnosHa B "Unuote" .M. [loctoeBckoro, Huna 3apeunas B "Haitke" A.IL
UexoBa M Ipyrue, 4acTO OKa3bIBAIOTCS >KEPTBAMHU HE TOJBKO OKPY)KAIOLIETO MHpPA, HO U COOCTBEHHOH
JTyXOBHOM MCKPEHHOCTH, CTpEMIICHUsI K cBoOozae u robBu [Uynkosa ['.1.,1983]. Ux cyap0sI 3aTparuBarot
BayKHEHIIINE BOMIPOCH! YETIOBEYECKOTO CYIIECTBOBAHUS: TIOMCK CMBICIIA XKU3HH, TPOTUBOPEUHS MEXKIY JIUIHON
CBOOOJIOH M COLMATBHBIMU O0S3aHHOCTSMH, a TAKXKE TpareIu B OTHOLICHUAX C IPYTUMH JEFOIbMHU.

O6pa3 xeHmuHBl B Juteparype OcrtpoBckoro, Yexora, JlocTOEBCKOro W APYyrUX aBTOPOB YacTO
PacKpbIBaET TPArn4ecKyr0 HECOBMECTUMOCTh BEICOKMX HIEAJI0B U KECTOKHUX peallnii 001ecTBa. ITH TepPOHHH,
BBIIETISISICH JTYXOBHOM UYMCTOTOW M CTpPEMJICHHEM K HAEaIbHOMY MHpPY, OKAa3bIBalOTCS HE B COCTOSIHUU
a/IanITUPOBAThCS K PeajbHOM JeHCTBUTENBHOCTH, II€ LAPUT 3TOM3M U nopoi Oe3xymue. Hanpumep, Huna
3apeunas B «Yaiike» — 3TO CUMBOJI HEBOCTPEOOBAaHHOM JIFOOBM W MEUTHI, KOTOpas HE MOXKET HAWTH CBOETO
MeCTa B MHpe, TIOITHOM 3rou3mMa u pacuera [Octposckuii A.H.,1959].

Ux cynpObl — 3TO TparMyeckuil pe3ysibTaT CTOJKHOBEHHS TYXOBHBIX YCTPEMIICHMH C COLUaIbHON
peanbHOCTBIO. O1HAKO, B OTiAMuMe OT Jlapucel, ubs Tpareans oOycioBieHa 0ojiee OUEBUAHBIM JaBICHUEM
MaTepuaIbHOro Mupa, Tpareausd Hunsl 3apeyHOH B TOM, YTO OHa HE MOXET OBITh IMOHATa M OICHEHa
OKPYKaroIUMH KaK JTHYHOCTb. B 3TOM KOHTEKCTE MBI BUJIUM, KaK TeMa )KEHCKOW CyAbObI, 4aCTO HECUACTHOM
U TParn4yHoi, CTaHOBUTCS OCHOBOH 7151 Ooee riry0okoit gpuiocodckoil peduiekcun o mpupoae 4ea0BeYeCKOro
CYIIIECTBOBaHHUSI.

Bo Bropoii monosune XIX Beka B pyCcCKOM JUTEpaType ACUCTBUTENIBHO MPOUCXOAUT 3AMETHOE
W3MEHEHUE B OTHOIIEHWM K >KEHCKMM HepcoHaxaMm. C HapacTaHHWEM pEBOJIIOLMOHHBIX HACTPOEHUH U
COLMANTbHBIX N3MEHEHUH B3TJIs11 Ha POJIb KEHIIMHBI B 00IIECTBE HaunHaeT TpaHc(opmupoBatbcs [CooBbEB
JILA.,1963]. XeHuHa yXe HE pacCMaTPUBACTCS MCKIIIOUUTEILHO KakK OOBEKT JIIOOBH, JKEpTBa MU
ctpazanuua. [Tucareny HaYMHAIOT MMOKA3bIBATh OOJIee CI0KHbBIE U MHOTOCIIOMHbBIE 00pa3bl KEHIIUH, KOTOPbIE
MOTYT OBITh aKTUBHBIMM YYAaCTHHKaMH COLHMAJIbHBIX IIPOLIECCOB, 00JajaTh BHYTPEHHEW CHIOW U
CaMOCTOSITETTFHOCTHIO.

K npumepy, Anna Kapenuna B onHoumeHHoM pomase JI.LH. TozncTtoro, HecMoTps Ha Tparudeckui
¢uHan, SBISETCS CIOXKHOH JHMYHOCTBIO, B KOTOPOH MEpeIUIeTaloTcs M CHJIbHAs BOJSA, U cIa0OCTH, H
crpemiierne K ¢cBoboe [Toncroit A.H.,1970]. ToscToi mogHUMAET BaXKHBIE BOITPOCHI O KEHIIIMHE B KOHTEKCTE
Opaka, JI0OBH M COIMAIBHON OTBETCTBEHHOCTH. [IOSBISIOTCS Takke TepOMHH, CTPEMSIIIUEC K Pa3BUTHIO,
00pa3oBaHMIO U caMopeaIn3aluy, Kak, HanpuMep, Hatama PoctoBa B "Boiine u Mupe" TOro e aBropa.

[Incatenn pasHeIX HampaBieHud M TeueHuil XIX Beka Mo-pa3HOMY TpakTyIOT PONb KEHIIUHBI B
obmiectBe. B To BpeMs kak asist onHUX (HampuMep, s TOJICTOro) EHTPANbHBIM SIBISAETCS TOMCK TAPMOHUHT
MEXIy JAYHBIMA YCTPEMIICHHSMH M OOIIECTBEHHBIMU OOSM3aHHOCTSIMH, IpPYTHE aBTOPHI, TakKUe Kak
JocToeBCKMiA, M300pakaloT KEHIIMH B KOHTEKCTE TTyOOKOHW AyIIeBHONH OOpHOBI, MOPANbHBIX BHIOOPOB M
Tparuueckux crpacteil. s YexoBa >KEHIIMHBI, KaK MPaBUWIIO, SIBISIOTCS CUMBOJAMM HEOCYILECTBICHHBIX
HAJIeKA, CTPEMIICHHH M HECOBIBIIMXCS MEYT, MX CyAbOBI 1MOJYac TPArW4HBl, HO B TO K€ BPEMsI ITOJIHEI
JIOCTOMHCTBA ¥ BHYTPEHHEN CHIIBI.

SCIENTIFIC REPORTS OF BUKHARA STATE UNIVERSITY 2025/5 (122) 108



LITERARY CRITICISM

Takum 00pa3oMm, B pyccKoil JHUTepaType >KEHCKHe 00pas3bl Bceraa ObUIM CBSA3aHBI C TIyOOKHMH
(bumocohcKuMHU BOIIpocaMH O MECTE YEJIOBEKa B MUPE, 0 CBOOOIe, JTFOOBU M COITMAIBHON HECTIPABEIITHBOCTH.
C u3meHeHneM oOIIEeCTBeHHBIX ycnoBui B XIX Beke 3T 00pa3bl CTaHOBATCS 0ojiee MHOT'OCIOMHBIMU H
pa3HooOpa3HBIMHU, OTpakasi Bce OoJiee CI0KHBIE BOPOCH! O POJTH JKEHILMHBI B O0IIECTBE.

B y30exckoii nurepaType XKeHCKre 00pa3bl HEPEIKO BRIPAXKAIOT BKHEHILINE COLIMATIbHbBIE U MOPAJIbHBIE
acIeKThl OOLIEeCTBA, a TAKXKE OTPAXKAIOT IIyOOKHE BHYTPEHHHE KOH(IMKTHI U JHYHOCTHBIE CTPEMIICHHS
repouHs. JlaBaiiTe pacCMOTPUM HECKOJIBKO XapaKTEPHBIX IPUMEPOB C MPOU3BEACHUSIMU Y30€KCKHX aBTOPOB,
YTOOBI MPOMLTIOCTPUPOBATh 0COOCHHOCTH JKEHCKHX 00pa3oB B IuTepatype Y30eKucTaHa.

B mpomsBenennn AOmymisl Kaxxapa "Crpax" sxeHmmHa u300pakeHa Kak CHMBOJ TEPIICHUS,
MPEJaHHOCTH U MPUBEP’KEHHOCTU CeMEHHBIM IIeHHOCTsIM. [ maBHast repounsi, Homupmox6erum, HecMOTpst Ha
TSOKENYI0 Cylb0y, BEpUT B JIIOOOBH M CaMONOKEPTBOBAHME pald CBOETO CYACTBSI M CUACTHS CBOCH CeMbH
[A.Kaxxap, 1974]. Ona roTOBa TEpHeTh TPYAHOCTH, YTOOBI COXPAHUTH TPAAULIUU U YCTOH, KOTOPHIE OT Hee
OKHJaeT O0IIECTBO. DTO U300pakeHUE KEHCKOW POJIM KaK XPaHUTEJIbHULIBI CEMbU M TPAAULUMI, TOTOBOM K
KEpTBE Payl IPYTUX, SABISCTCA XapaKTEPHBIM AJIs1 Y30€KCKOH JTUTEpaTypHl.

B npomsBenennn Cynrana ['aam "Cynp6a" m3o0paxkeHa Tparmdeckas (urypa >KEHIIUHBI, KOTOpas
BBIHY>KJICHA CJIEI0BATh CTPOI'MM COLIMAJIbHBIM U CEMEMHBIM HOPMaM, HECMOTPS Ha CBOH JINUHBIE CTPEMIICHUS
[C.I'ann,1975]. ['eponnst mpon3BeNCHNsI CTATKUBAETCS C BHYTPEHHUM KOH(MIMKTOM: OHa MEYTaeT O JIIOOBH U
cdacTbe, HO €€ JXM3Hb OKa3bIBaeTCS OTpPaHWYCHA TMaTpUApXaJbHBIMH YCTOSIMH, TPEOYIOUIMMHU OT Heé
nogurHeHus TpaguuusaM. E€ cyapba Tparuuna, Tak Kak OHa HE MOXET HalTH CBOEro MecTa B OOIIECTBE, Ilie
e€ cTpeMIICHHsI OCTAIOTCS HEBOCTPEOOBAHHBIMHU.

Xotst UuHruz AWTMATOB, KaK KMPTU3CKHI MHCATENb, OOJIBIIIE U3BECTEH CBOCH MPUBEPIKEHHOCTHIO K
OIMCaHHUIO CybOBI skeHIH CpenHeil A3uu, ero Npou3BeACHUs OKa3ail OTPOMHOE BIMSHUE HA JINTEPATypy
Bce LleHTpanbHOW A3nu, B TOM 4mcie W Ha y30eKkckyr. B ero pomane "W mombine Beka JUIATCS JIEHB'"
n300pakeHa KEHIMHA, CTpeMsIIascd K caMOpealn3alii, HECMOTPSl HAa CBOU KYJIBTYypHBIE U COLUANBHBIC
orpannvenus [AirmaroB Y.,1980]. Ona nomkHa GOPOTHCS C TPAAUIMAMH, KOTOPbIE OTPaHHYMBAIOT €&
cBOOOJY M IIPaBO Ha BBIOOP, HO B KOHEYHOM HUTOI'€ HAXOJHUT CBOM IMyTh B KU3HU. OOpa3 3T0M repouHU MOXKHO
TPakTOBaTh KaKk CHUMBOJI CTPEMJICHHS K JMYHOM HE3aBHCHMMOCTH M CaMOpeaIu3aliM, YTO BCE wyarle
BCTPEYAETCSI B IPOU3BEJICHUSX COBPEMEHHOT'O Y30EKCKOT0 JINTEPATyPHOT'O KOHTEKCTA.

B nosme Anmmepa HaBou "®apxan u lupun" nzodpakeH 00pa3 )KEeHIIIHBI, TOTOBOH K )KEPTBEHHOCTH
paau no0Bu [Hasou A., 1978]. lllupun, riaBHas repoMHs, BOILIONIACT WCA] KEHCTBECHHOCTH, JIIOOBU H
camoniokepTBoBaHms. E€ moOoBs k @apxaay CTAHOBHUTCS KpaeyrojbHBIM KaMHEM Beeld e€ cyip0bl. XKeHmuHa,
KaK M B Jpyrux npousBeneHusx HaBow, 3mech BBICTyIaeT B pOJM CHMBOJa 0e3ycIOBHOW J0OBH, TOTOBOM
MIPEOI0JIETh BCE TPYIHOCTH PaIyl IIOOMMOro. IToT 00pa3 SBJSETCS BaXKHBIM HE TOJIBKO B KOHTEKCTE JIIO0BH,
HO U B TOM, KaK JJIOOOBb MOXET OBITh IIPECTABIEHA KaK K€PTBA U BEIMKOIYIIHE.

BoiBoabl U nmpensosxkenus. JKenckue o0pas3sl B y30€KCKOW JTUTEpaType MHOTOTPAaHHBI M OTPaXKaroT
pa3HooOpa3HbIe acTIeKThI JKU3HH KEHIIWH, HAUWHAast OT UX POJIM KaK XPaHUTEIbHUL] TPAAULUI U MaTepUHCTBA
JI0 CTpEeMJICHUsSI K CBOOO/IE, caMmopeaIn3anii U 60phOe 3a TM4HOe cyacThe. DTH 00pa3bl TaKKe PacKpbIBAIOT
MIPOTUBOPEUHS MEXIY TPaJWIIHOHHBIMU OXUAAHHUAMHU OOIIECTBA M JHYHBIMH YCTPEMIIEHUSIMH T'€pOHHb,
MOKa3bIBasi KaKk B IPOLIJIOM, TaK U B COBPEMEHHOCTH >KEHCKas (urypa B Y30€KCKOW JHMTEpaType 4acTo
OKa3bIBACTCSl CHMBOJIOM CTOMKOCTH, JTIOOBH, )KEPTBEHHOCTH U TyXOBHOCTH.

XKenckue 00pa3bl B pycCKOW W Y30EKCKOW JIMTEpaType WUMEIOT CBOHM YHUKAaIbHbIE OCOOECHHOCTH,
00YCJIOBJICGHHBIE PA3JIMUMSAMH B KYJBTYPHBIX, HCTOPHUYECKHX M COLMAIBbHBIX KOHTEKCTaX 3THUX HapOIOB.
JlaBaiiTe paccCMOTPUM HECKOJIBKO KIIFOUEBBIX Pa3INUuUil:

1. CoumnanbHble U KYJAbTypHbIe poju keHIMH. JKeHckne oOpa3sl B PYCCKOW JHTEpAaType 4acTo
oTpaxkatoT 60pr0y ¢ OOIIECTBEHHBIMA W CEMEWHBIMH yCTOSIMH, CAMOIIOKEPTBOBAHNE, a TAaKXKEe BHYTPEHHHUE
KOH(JIMKTHI, CBS3aHHBIE C TMYHON CBOOOI0M M COUMANBHBIM cTaTycoM. JKeHIINHBI, KaK IPaBUIIO, CTAHOBSTCS
CHUMBOJIaMH JIFOOBH, CTpajiaHusl, MPEJAaHHOCTH, a TaKKE€ HOCHTEIISIMH BBICOKMX MOPAJbHBIX IeHHOCTEeW. B
mpousBeneHusx, Takux kak "Anna Kapenwmna" JIsBa Tomcroro wmnmu "Esrenmit Onermn" Auekcangpa
[lymkuHa, *EHCKHE MEPCOHAKM YacTO CTAJIKUBAIOTCA C OTPaHUYEHHSIMH, HAKIaJbIBAEMBIMH OOILECTBOM
[JTorman FO.M.,1981].

B y30ekckoii nmuTepaType KEHIIUHBI TPAAUIIMOHHO 3aHMMAIOT BaKHOE MECTO B CEMbE M OOIIECTBE,
4acTo M300pakaloTCsi KaK XpaHUTENbHUIBI HAIMOHAJIBHBIX TPaAWLMHA, CHMBOJBl MaTEpUHCTBA,
KEHCTBEHHOCTH M KpacoThl. OIHAKO, B y30€KCKHX MPOM3BEICHHAX MOXKHO TaKKE BCTPETUTH J>KCHILIWH,
CTPEMSIILIUXCST K JINYHOM HE3aBUCUMOCTH U BBIPRXEHHIO CBOMX 4YYBCTB, HECMOTPA Ha TpaJULMOHHbIE
orpanmdeHns [lllamcymmmaoB A.S.,1985]. Xenmmuaa B y30€KCKOM JHTEpaType dacTO SBISICTCS
OJIMLIETBOPEHUEM CTOMKOCTH W TEPIICHUs, HAampuMmep, B mpousBeAcHusx YnmHrusza AiftmMaToBa (XOTS 3TO,
KOHEYHO, TIPOM3BEIICHUS KUPTH3CKOMN JINTEpaTyphl, OHU BIHMSUIA Ha BCIO CpemHIon A3HI0).
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2. TemaTuka m mpobJiembl. JKeHCKHE NMEPCOHAKM B PYCCKOM JIMTEpAType HEPEIKO CTAHOBATCS
00BEKTaMH IPaMaTUYECKNX HCTOPHIA, 3aTPardBaIONIMX TaKHEe TEMbI, KaK CEeMEWHBIE OTHOIICHUS, JIMIHBIC
BBIOOpHI, TI00OBH 1 M3MeHBI. B nponsBenennsx 19 Beka >KeHIMHA YacTO CTAIKUBACTCS C TEM, YTOObI HAUTH
CBOIO POJIb B MY>KCKOM MUpE, a B ipousBeaeHusx 20 Beka, Takux kak "Jlens onpuunuka" Bukrtopa [leneBuna
i pomadsl A. T. TBapaoBckoro, KeHCKH 00pa3 HauMHAET UrpaTh Oojiee aKTUBHYIO POJb B KPUTHKE U
OCMBICTICHUH BiacTH 1 obmectsa [Jlorman FO.M.,1981].

Kenuabl B y30€KCKOW IUTEpaType 4YacTO CTAJIKUBAIOTCA C KOH(DIMKTaMH, CBS3aHHBIMH C
TpaJuLHUsAMH, CEMEHHBIMH O0S3aHHOCTSIMH U MaTpUAPXaJbHBIMH YCTOSMH. JKEHIIMHBI 4acTo n300paxaroTcst
KaKk HOCHUTENH KYJIbTYPHl, © HX 00pa3 B JHUTEpaType TECHO CBs3aH C HAIMOHAIBHBIMH M CEMEHHBIMHU
LEHHOCTAMU. B mpousBeaeHusx y30ekckux nucaresiei, Takux kak Aoaymia Kaxxap nnmn @apumynu, MOXKHO
YBHJIIETh XapaKTEPHBIE YEPTHI, I/I€ )KEHCKHIA 00pa3 CTAHOBHUTCS BOILUIOIIEHUEM CHIIBHOTO JTyXa U MPEJaHHOCTH
CeMbe.

3. Poasb B cemeiinoii xu3HU. B pycckoil qureparype posb KEHIUHBI 9acTO CBS3aHA C €€ MECTOM B
ceMbe, HO TaKkXKe B LICHTPE BHUMAHHS HAXOAATCS €€ JIMYHbIE CTPEMIICHHUS U Tparndeckue BEIOOPHI, KOTOpPhIC
4acTO OKa3bIBAIOTCS B IPOTHBOPEUHH C OOIIECTBEHHBIMI HOpMaMu. JKeHIIIHa MOXKET OBITh N300pakeHa Kak
JKEpTBa OOCTOSITENLCTB, Kak, Hampumep, B oOpase Taresaubl Jlapuuoit m3 "Eprenuss Onermna" wim B
Tparuueckoii cyapoe AuHbl Kapennnoii [Bunorpagosa T.A.,1975].

B y30ekckoll nuTepaType JKCHIIUHBI Yallle BCEro M300pakaloTcsl KaK XPaHUTEIBHUIIBI CEMEHHOTO
ouara, rlie WX pojib 3aKIIF0YaeTcs B BOCIUTAHWH JETEH, COXPAaHEHWH TOMAITHETO yIOTa W HAIMOHAIBHBIX
Tpagunuid. OMHAKO MHOTHE Y30CKCKUE MPOU3BEACHUS, Takue Kak moBectn AOmyuiel Kaxxapa wmu Cynrana
I"aHu, MOKa3bIBAIOT, KaK JKEHIIUHBI CTPEMSITCS K JINYHOM CBOOO/IE U MBITAIOTCS MPOTHBOCTOSTH COIUATILHOM
HECIPaBEUIMBOCTH, YTO TAK)KE OTPAKAET MX CHIBHBIN IyX U BHYTPEHHIOIO O0pHOYy.

4. O0pa3 :KeHIIUHbI B KOHTEKCTEe HALMOHAJBHBIX Tpaauumid. B pycckoil nurepaType KEHIIUHBI
YacTO BBICTYMAIOT KaK CUMBOJIBI HE TOJBKO JIIOOBH M CTpalaHMs, HO U KyJIbTYPHBIX U3MEHEHUH, IEPEMEH B
obmiectBe. JKeHCKHEe MEepCOHaXH CTAHOBSTCS MPOBOJHUKAMHU HOBBIX HIEH, WX CYAhOBI YacTO CBS3aHBI C
MTOMCKaMH CMBICTA YKHU3HH, COUANTBHBIX K MOPAIBHBIX TIEPEMEH, UTO IPKO OTOOPAKAETCsI B TBOPUECTBE TAKUX
aBTOpOB, Kak .M. Jlocroesckuii, JI.H. Toscroi.

B y30ekckoll nHTepaType JKEHCKHH o00pa3 uyaile BCETrO0 acCOUUHPYETCS C TMPOJOIDKEHHEM U
COXpaHeHueM Tpamuiuii. Harpumep, B mpou3BeieHNsIX y30€KCKUX MHCATENel JKEHIIIUHBI OJUIIETBOPSIIOT HE
TOJILKO CEMEWHBIE IEHHOCTH, HO U OOTaTCTBO KYJILTYPhI U HCTOPHH HApOa, CTPEMSICh COXPAHUTh U MepeaaTh
3TH IICHHOCTH OyayImuM mokoneHusM. JKeHckue o0pasbl 37ech — 3TO CHMBOJIBI NPEEMCTBEHHOCTH M
CBSI3YIOIINX 3BEHBEB MEXKTy IMPOILIBIM U OYIYIITIM.

Hecmotps Ha TO, 4TO U B pyCCKOM, M B Y30€KCKOH JINTEpaType )KeHCKHe 00pa3bl 3aTParuBaloT BaXKHEIE
TEMBbl JIIOOBH, CEMEHHBIX IIEHHOCTEH W JMYHBIX BBIOOPOB, KOHTEKCTHl M AKIEHTHI Ha 3TH TEMbI MOTYT
pasnuuaTthecs. B pycckoit nmuTepaType akIeHT 4acTo JeNaeTcsl Ha BHYTPEHHHE MepeXHBaHUs, MOpaIbHbIE
KOH(JIMKTHl W TIOMCKH JIMYHOW CBOOOJBI, TOT/Aa KaK B y30EKCKOW JUTepaType >KEHCKHE 00pasbl OOoJbIie
CBSI3aHBI C COXPAHECHUEM TPAJIUIUH, CEMEHHBIX 00SI3aHHOCTEH W HAIIMOHAILHOM WACHTUYHOCTH.

HeBo3MoxHO TIpe/cTaBUTh JUTepaTypy Oe3 oOpasa >keHIUHBL. Jaxke He Oyay4H TJaBHBIM T'epoeM
MIPOM3BEIEHHSI, OHA IPUBHOCUT KaKOI-TO 0cOOBIN XapakTep B moBecTBOBaHKE. Hago oTmMeTuTh, uTO, C HavYama
MHUPa MY>KYMHBI BOCXHIIAJIHNCH MPEICTABUTENLHIIIAMHU PEKPACHOW TOJIOBUHBI YEIOBEUECTBa, OOTOTBOPHIN
WX U TIOKJIOHSUTACH MIM.
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Abstract. This article is devoted to a comprehensive theoretical analysis of the “concept” and its
structural components. In the article mainly examines the problems of the conceptosphere and concept, and
also presents the types of the conceptosphere, the content of the term and the history of its functioning.
Information was also given about the role of the artistic concept in the structure of texts. At the same time, the
principles of their use have also been studied. The opinions of famous scientists from several states were also
cited and reasoned.

Keywords: concept and conceptosphere, problems, artistic concept, text, structure.

KONSEPSIYA VA KONSEPTOSFERA MUAMMOLARI HAMDA MATN TARKIBIDAGI
BADITY TUSHUNCHA

Annotatsiya. Ushbu magola “konsept” va uning tarkibiy gismlarini har tomonlama nazariy tahlil
gilishga bag'ishlangan. Maqgolada asosan konseptosfera va konseptsiya muammolari ko rib chigiladi,
shuningdek, konseptosferaning turlari, atamaning mazmuni va uning faoliyat ko ‘rsatish tarixi ko ‘rsatilgan.
Badiiy tushunchaning matnlar tuzilishidagi o ‘rni hagida ham ma’lumotiar berildi. Shu bilan birga, ulardan
foydalanish tamoyillari ham o ‘rganildi. Shuningdek, bir gancha davlatlardan kelgan mashhur olimlarning
fikrlari keltirilib, asoslab berildi.

Kalit sezlar: tushuncha va konseptosfera, muammolar, badiiy tushuncha, matn, struktura.

MPOBJEMbBI KOHIIENITA U KOHIEITOC®EPHI, XY IO)KECTBEHHBII 3AMBICEJI B
CTPYKTYPE TEKCTA

Annomayua. Cmamoss noceéaujena KOMNIEKCHOMY MeopemuieckoMy aHAIU3y NOHAMUSL «KOHYENnmy» u
€20 CMPYKMYPHbIX KOMHOHEeHmMOo8. B cmamve 6 ocnoenom paccmampusaiomes npobiemvl KoHyenmocpepvi u
KOHYenma, a Mmakace npeoCmasienvbl Mmunvl KOHYenmocgepuvl, cooepicanue MepMuHa U UCmopus eeo
@yukyuonupoganus. Taxowce oanvl cgedenus 0 poau XyO00XCECMBEHHO20 KOHYENMa 8 CIpPYKmype meKCmos.
Ilpu smom uzyuenvl u npuHyunvl UX UCHOAL308aHUsA. Takdce npuedeHbl U APSYMEHMUPOBAHbl MHEHUs
U3BECHBIX YUEHBIX U3 HECKOJILKUX 20CYOaApCMma.

Knwouesvie cnoea: xonyenm u xouwyenmocghepa, npodremvl, XyOorCeCmEeHHblll KOHYenm, meKcm,

cmpykmypa.

Introduction. D.S. Likhachyov is author of the term «conceptosphere» — concept space, environment).
Likhachyov writes: «as in a holistic whole language, the set of linguistic possibilities that open up in the
vocabulary of a separate person can be called the conceptosphere. The richer the national culture as a whole,
the richer the concept area of the national language, the more individual types of the concept area of the national
language, they are grouped differently, manifest themselves differently [1]. It is necessary to clarify D.S.
Lihachyov’s reasoning about the «concept» and, in particular, about the «conceptosphere». For the description
of the new term, the modern linguistic meanings of the word «spherey are also not very suitable:

1. «A closed level, all points of which are located at an equal distance from the center» is the inner and
outer area of the sphere.

2. Social reality, environment.

3. The boundaries of the distribution of something [2]. Although the understanding of the
conceptosphere as a “social reality, environment” is to some extent appropriate, but in this case it will be
necessary to understand not as a certain set of concepts, but as the “space in which” the concept itself is located.
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Methods. It must be admitted that the term “sphere” from humanitarian research has taken such a solid
place that now it seems natural, reasonable, and importantly, logical. Such use included the term
«semiosphere» in the scientific application «up to the conceptosphere» M. Lotman is also reinforced by his
prestige: «any individually derived language is within a certain semiotic field, and it is only by interacting with
this field (environment) that it will be able to operate. Not a separate language, but a whole semiotic field
characteristic of this culture can be calculated by the unit of Semiosis — a mechanism in a holistic state. We
describe this area as the semiosphere». «To The Biosphere (V.l. Vernadsky) in an alternative way, taking the
semiosphere separately, it turns out that this semiotic field is not a sum of individual languages, but an
important condition for the existence and activity of languages, in a sense, a phenomenon that precedes them
and enters into a constant relationship with them» [3].

L.V.Miller describes the artistic concept as «a complex mental phenomenon belonging not only to the
individual consciousness, but also to the psychomental environment of a particular National Cultural
Association» [4], as «a universal artistic experiment recorded in cultural memory and acting as an enzyme and
building material in the formation of new artistic meanings — contentsy.

An artistic concept in our understanding is a component of the concept space of the author's artistic text,
which includes mental characters and phenomena that are reflected in the people’s minds and are cognitively
pragmatic in the plot line of the work, which the author defines.

For the first time, the term conceptosphere (concept space) was introduced into the scientific
Likhachyov, the scientist «concepts form colorful spheres (spaces)and create a national language
conceptosphere (space of concepts) in a common whole» [1].

Results. In our study, the concept space of a work of art is studied as part of the National concept space.
The study of individual parts of the linguistic landscape of the universe and the structure of the concept space
of national language in a holistic way is aimed at identifying a relatively complete paradigm of concepts in the
status of a categorizing and conceptualizing base of the universe.

Images of objects and situations form the space of human concepts, and the part of the conceptosphere,
which with the addition of connotations, receives linguistic expression and enters the space of expressive
acoustic characters, forms the semantic field of language. It is thanks to its ability to embody denotative and
connotative parts that the semantic field of language closely connects the images of acoustic characters with
images of objects and situations of the outside world [5]. The semantic field of language is part of the
conceptosphere, represented by linguistic signs. Setting the principles for differentiating the semantic field of
language with the conceptosphere remains an actual problem of modern linguistics as before (Frowley 1992:
Jacken doft 1990: 3). It is known that conceptual structures that define semantic structures are influenced by
the semantic system.

Discussion. The study of the field of concepts of a literary text is a study of the realities of concepts in
works, their proportionality with linguistic phenomena and allows you to determine the principles of
translation into other languages in terms of structure.

We propose the following hierarchy of concepts, from large to small:

* National concept;

* Individual author's concept;

* Artistic concept.

The content of the concept of personal (individual — author’s) can be expressed in a set of linguistic
means, each of which reveals only a part.

In various national cultures, there are specifics in the linguistic representation of universal concepts, as
well as endemic, unique concepts that are characteristic of only one culture.

V.1. Karasik notes that "the complete absence of a concept in a particular linguistic culture is a very rare
phenomenon, rarer than the absence of a one-word expression for a particular concept” [2].

National specifics are manifested in the fact that comparable concepts do not completely coincide in
their content, and it is precisely the discrepancies that can be very significant for intercultural communication.

The following examples can be given: the concept of "sun™ in Russian, "kuesh™ in Uzbek, and "prha-
athit SRNT-FMM" in Thai - the word in each language has different meanings in various aspects. The Uzbek
language lacks the diminutive word "sun”, as the Uzbek lives most of the year under its scorching rays. The
Thai language also lacks such a word, as well as in Uzbek culture. In Russian culture, there is no sense that
the sun can be not only fruitful, but also hostile. Uzbek and Thai people have a completely different attitude
towards the moon, this night light that brings coolness and peace. It is beautiful and desirable. In Uzbek culture,
something beautiful is called "moon-faced" and "moon-like", and in Thai culture it is called "nualchan;
no.ZEES no.-Um", "everything is brilliant like the moon color". Significant differences can be noted in the
concept of "profession” in Russian and Thai cultures: in Thai culture, all types of activities that provide money
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are considered a profession, and occupation is not important. Thus, negative activities can become a profession,
but illegal, namely: murderer, thief. In English culture, these ways of making a living are not considered a
profession.

The national specificity of concepts, as already noted, is manifested in the presence of mismatched
cognitive features, in the different brightness of certain cognitive features in national concepts, in the different
field organization of concepts of the same name (what is the core in one language may become peripheral in
another culture), in differences in the figurative component, the interpretative field, in the presence of different
cognitive classifiers and their different status in the categorization of the denotation - some classifiers are more
important and more vivid in one culture, others in another, in different assessments, etc.

When analyzing a concept in the field of cognitive linguistics, there is a relationship and interdependence
of the language of the people and their national consciousness. They are included in the cognitive picture of
the world, which is a common, stable, recurring element in the worldview of individual representatives of a
given people. In this regard, the national picture of the world is, on the one hand, a kind of abstraction, and on
the other, a cognitive-psychological reality found in the mental and cognitive activity of the people. The
national picture of the world is found in the general ideas of the people about reality, in statements and "general
opinions”, in judgments about reality. The study of the linguistic picture of the world (the semantic space of
language) allows us to comprehend the features of the national cognitive picture of the world (the national
conceptual sphere), to identify the specifics of national cognitive consciousness [7].

The concept of the worldview (including linguistic) is based on the study of human representations of
the world. If the world is a person and the environment in their interaction, then the picture of the world is the
result of processing information about the environment and the person.

According to A.N. Leontiev, there is a special "fifth quasi-dimension" in which the surrounding reality
is presented to a person.: this is a "semantic field", a system of meanings. Then the picture of the world is a
system of images [2].

N.M. Lebedeva notes that the reality of the existence of a national cognitive picture of the world is
obvious to most researchers, who are increasingly coming to the conclusion that "our own culture sets us a
cognitive matrix for understanding the world, the so-called "picture of the world" [5]. According to B.A.
Serebrennikov, the worldview forms the type of a person's attitude to the world - nature, other people, and
himself, sets norms for human behavior in the world, and determines his attitude to living space [6].

According to V.B. Kasevich, the picture of the world encoded by means of linguistic semantics may
eventually turn out to be more or less obsolete, relict, only traditionally reproducing former oppositions due to
the natural inaccessibility of other linguistic tools; with the help of the latter, new meanings are created, for
which the old ones serve as a kind of building material. In other words, there are discrepancies between the
archaic and semantic system of language and the actual mental model that is valid for a given language
collective and is manifested in the texts it generates, as well as in the patterns of its behavior [8].

The role of language is not only in conveying a message, but primarily in the internal organization of
what is to be communicated. There is a kind of "space of meanings" (in the terminology of A.N. Leontiev),
i.e. knowledge about the world fixed in language, where the national and cultural experience of a particular
linguistic community is necessarily intertwined. The world of speakers of a given language is being formed,
i.e. the linguistic picture of the world as a set of knowledge about the world captured in vocabulary,
phraseology, grammar.

The term "linguistic worldview" is nothing more than a metaphor, because in reality, the specific features
of the national language, which record the unique socio-historical experience of a certain national community
of people, create for native speakers of this language not some other, unique picture of the world, different
from the objectively existing one, but only a specific coloring of this world. due to the national significance of
objects, phenomena, processes, and the selective attitude towards them, which is generated by the specifics of
the activity, lifestyle, and national culture of a given people.

The description of the content of an artistic concept is based on the determination of the greatest possible
amount of the contexts in which it is being realized, which makes it possible to identify the semantic signs of
an artistic concept (factual and evaluative-connotative), the maximum amount of ways to verbalize it.

Conclusion. The important differences of the word, which is not conceptualized in a literary text, but is
realized in it, from the artistic concept, are the semantic features that are formed contextually, since the
meaning of the word art is smaller than the artistic concept of the text in terms of the scale of content.
Conceptualization expands the meaning — content of the word, which is the «expressionist» of concepts [6], it
is the thoughts that the plan of operations related to the word forms the communicative — cognitive framework
of the text.
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Also, serious differences are also associated with the monasticism between the artistic concept and the
linguistic sign, in the perception of zero cognitivist one concept corresponds to one linguistic unit (any word,
including auxiliary ones).

Thus, the study of the methods of linguistic means of artistic concept verbalization determines and
characterizes its nature. As a result of determining the meanings of linguistic units that actualize the artistic
concept, significant hosts were also identified in the description of the cognitive structures that the concepts
perform the function.
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TAXJIMJIN FOABUU AII'BOPU 3YJIDPUSA

boitmypoooe bexpys Kyopam3zooa,

Lonuwyyu baxwu caggymu donuwzoxu oagnamuu byxopo
(V3bexucmon,)

behruzboymurodov777@gmail.com

Annomayusa. Maviymomu myxmacap oap obopau xaém ea gavoauamu woupa. Cumou UHCOHUU aouoa.
3yagpus xamuyn nawu coaokam dap Yzbexucmon 6a oap Llapx. Tavpughu wewvp az mapaghu onumonu pyc.
Ulevp a3 nygmau nasap 3yagus. Tavpugdu wewvp a3z mapapu wouponu gopc-moyux 6a yaxoH. Qukpy
MYNOXUZAXO0U XAM3AMOHOHU Woup Hucbam 6a awvopy 2yoouému woupa. Haxwu eaman 6a 3yoouému woup.
Lap syoouému 3yaghus maceupu mooap. Tavcupu yaue oap 3yoouému woupa. Massyu mavpux oap aurvopu
3yngusa. Haxwu waxapxou mavpuxu oap aupukau y. Taceupu mabuam oap 2yoouému woup. Moxusamy
MA3MYHU Wewvpxo 8a 00Cmonxo y. QuKpy Myroxu3axou 3aMoHOOwonY 3yaghus Hucbamu auvop 6a Maxopamu
woupuu y. Tavpughu axademuxxo Fagyp Fyrom ea Boxuo 3oxudos mucoam 6a avoruamy syoouému y
maxauny oappacuu xyopo épmaano. .

Kanuoesooca: Illevp, 3ynpus, Xoya Hocup, Uon Cuno, Cavou [lleposil, amandycmii, yawne, yuianoe,
ucmupo6, samannapsapii.

ZULFIYA SHE’RIYATINING G‘OYAVIY TAHLILI

Annotatsiya. Shoir hayoti va ijodi hagida qisqacha ma’lumot. Yozuvchining insoniy qiyofasi. Zulfiya
O zbekiston va Shargda namuna sifatida. Rus olimlari tomonidan she’riyatning ta’rifi. Zulfiya nugtayi
nazaridan she’riyat. Fors-tojik va jahon shoirlari she’riyatiga ta’rif. Shoir she’rlari va ijodi haqida
zamondoshlarining fikr va mulohazalari. Shoir ijodida vatanning o ‘rni. Zulfiya ijodidagi ona obrazi.
Urushning shoir ijodiga ta’sivi. Zulfiya she riyatida tarix mavzusi. Uning lirikasida tarixiy shaharlarning
o ‘rni. Shoir ijodida tabiat obrazi. She’r va hikoyalarining mohiyati va mazmuni. Zulfiyaning she riyati,
she’riyat mahorati haqida zamondoshlarining fikr va mulohazalari. Akademik G‘afur G ‘ulom va Vohid
Zohidovlarning mehnati va ijodiga tahsin.

Kalit so‘zlar: she'riyat, Zulfiya, Xoja Nosir, Ibn Sino, Sa’di Sheroziy, vatanparvarlik, urush, Dushanbe,
iztirob, vatanparvarlik.

WJIEOJIOTMYECKHN AHAJIN3 I1023UH 3YJIb®UU

Annomauusn. Onpedenerue nodIMbl PyCCKUMU U NEPCUOCKO-MAOHCUKCKUMU YYeHbIMU. T1033us1 ¢ mouku
3penus 3ynvuu. Jlumepamypuas desmenvrocms 3yavguu. Codeporcanue eco cmuxos. Cymo u codepocanue
€20 CIMUXOMEOpeHUll U pacckazos. MHuenus U pasmvliuienus CO8peMeHHUKos 3yibpuu o0 ee nossuu u
nosmuyeckom macmepcmee. Ponv poounsr 6 meopuecmse nosma. Obpas mamepu ¢ meopuecmeae 3ynvhuu.
Brusnue sotinvl Ha meopuecmeo nosma. Tema ucmopuu ¢ nossuu 3yavguu. Porv ucmopuueckux 20podos 8
eco aupuxe. Obpasz npupoouvt 8 meopuecmee nooma. Cymbv u cooepaicanie e2o CIMUXxomeopeHuti U pacckazos.
MHuenusa u pasmvliuieHuss cospemeHHuKos 3yabhuu o ee nodzuu u nosmudeckom macmepcmese. lloxsana
axademuxos lagpdypa ['viama u Baxuda 3oxudosa Hawina 60U aHAIU3 U PEYEH3U) OMHOCUMETbHO €20
OdestmenbHOCMU U MBOPYUECHEd.

Knroueswie cnosa: Iossus, 3ynvchus, Xooxwca Hacup, Hon Cuna, Caao [llupasu, nampuomusm, 6otina,
Hywanbe, cmpadanus, nampuomusm.

THE IDEOLOGICAL ANALYSIS OF ZULFIYA POETRY

Abstract. Definition of poetry by Russian and Persian-Tajik scholars. Poetry from the point of view of
Zulfiya. Literary activity of Zulfiya. The content of her poems. The essence and content of her poems and
stories. Opinions and reflections of Zulfiya's contemporaries regarding her poetry and poetic skill. The role
of the homeland in the poet's work. The image of the mother in Zulfiya's work. The influence of war on the
poet's work. The theme of history in Zulfiya's poems. The role of historical cities in her lyrics. The depiction
of nature in the poet's work. The essence and content of her poems and stories. The opinions and thoughts of
Zulfiya's contemporaries regarding her poetry and poetic skills. The praise of academicians Ghaffur Ghulam
and Vahid Zohidov regarding her activities and creativity have found their analysis and review.
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Keywords: Poetry, Zulfiya, Khoja Nasir, Ibn Sina, Sa'di Shirazi, patriotism, war, Dushanbe, longing,
patriotism.

Mykagauma. 3yndus HcpownoBa - moupan Mamxyp Ba HamoéHu y30ek act. Llloumpa Oapom
Oapobapxykykuu 3aHoHH lllapk map dambust mybopmsa Oypmaact. Tawscupm ambsopu 3yndus udoman
XaKUKATHU JTAaBPOHH MYPINYKYX Ba MypakkaOW MO, CHMOH JYPaxIIOHU Uy KHPIOPU XaM3aMOHOHH MOCT.
Baii namosHmam Oapuacta Ba mypirapagu xankd §30eK, KOpMaHAM MalIXypH 4YaMbUATHA, fKe a3
HaMOSIHAArOHECT, Ki Oapou cynxu OaliHanxainkii MyOopusa Oypraact. Bail Ha TaHX0 XuciaTaml HaMyHau
3aHM XaKWKi, 60Bado, TABOHO acT, KM TO UMPY3 Ba Jap osHAA 0apou AyXTapoHHU y30ek Ba Mamonwnku [llapk
HamyHau uopar xoxaj Oy.

Kucmu acocii. lonpu mabpydu pyc Mapuna CseraeBa: "lllesp map kaMTapuH CyXaH acT, CaHbaTH
6aéu act» rydTa Tappud nonaact. Llowmpu omkupa Myco ["anmu xynu nap Sk anrbopy Xy MIesPpo MOKH, Ba
HEpyMaHI1 HOMHUAACT.

3yndus cyxanoHn xamcadoHu Xyapo Aap Oopau Hmiebpy MOUpH mapx AoaaacT: «dapBokes, Aap doe,
KH Yacopar HecT, Iebp 0a Ha3ap HaMepaBaJ Ba KyJIpaT HECT, ap WH 4o IIehp HecT. MH XucnaTxou HazMm
XaMIUTappo CaxT MalBacT acT, SKIUTappo Tanad Ba IMyp MEKyHaHI — Merysa moupa. Yo3uban KyBBaTH
mesppo 1moupa 06a ce yn3 MeOMHAA: MoK, Hepy Ba LIy4o0ar.

Hloupony ¢aitnacydonn hopc-Touuk, ajuiakai, mebp Ba HMIEbPUIMHOCHPO a3 acpxou IX-X sk katop
TabpuXopo TydTa ry3amraani.

CuHo Hu3 Mucau aurap ¢aiisacygon mebppo MabHWAOA HAMYJIaacT, KM uyHuH act: “Llenp
cyxaHe XacT xaénaHres3, KM a3 CyXaHOHM MaB3yHy O0apo0ap COXTa IIyja Ba a3 Hazapu apadxo Iopou Kodus
xam Oomam”.

bo3 Xoya Hocup aap mebp posu KaJauMaxopo acocii Menonaa Ba merysa: “Ilac, Mognau mesp
cyxaH act”. n akuna a3 xap tapad qoiaubu TUKKAT acT, KU mebp € UH KU TaMoMHU anabuétu 6agenpo Oe
cyxaH (KaJluMa) TacaBBYp HaTaBOH Kapl.

bo rydpran 3yndus, nupuka a3 MIOMpP CAMHMUSTH KaJOH Ba MEXHATAYCTUPO Tanad MekyHad. Jlap
odapugaHu xap AK acapy IIOUPOHA MINTHPOKHU JWUI HUXOIAT MyXHUM acT, 0a xap Xydaipau acap XyHy YOH
Menuxaza. Jdap 6apoOapu wH, uH aua aap O0apobapu op3yro ymeau OUCEPUXOpPO, KOOWIHITH OaéH KapJaaHH
nmapay xacpat, 6oBapit 6a dapmo 60 oHxo BoOacra acT. TaHX0 OH BaKT 3XCOCOTH XaéTaH MyXuM Oa amal
oMajaH/, 0a MBa3M aHAENIaXxOW aMHK Ba XUCCUETH CaMHMid, TaypruOan XaéTil Ba YaXOHOMHUHU BacebU IIECHPH
9YO/IIIY/AA Iap JMIU XOHAHJIA YO METHpaJ, FU30M MabHABHIO CTETUKA Ba MaHOAW MIIXOM IIIyJla METaBOHA/I.

Apnabuérmmnocii y36ex Uopoxum Fadypos sqoanéru 3ynduspo gap BakTH OMYyXTaH alrbop OMHIIN
acocuy 0apou MIAKITHPUU HMCTEBI0AN IIOUPA YYHUH acT: “COXTOPH PYyXUH MOAAPU301”, “‘FOSI MOAAp301id”
XaMuH OapyH UCTHIIOXXOH HaB MeOOIIaI.

Yoiiu TaBaty 1, MyxXuTH 0a BOSI pacuaH TabCUp MEKyHal, 0ajKu 6apou dHOIUEH § XaM TabCHPH KAJIOH
MeKkyHas. Uupo MeOMHaH, YMpo TacaBBYyp MeKyHaH/ 0a XaMUH XUCCHET 340 MeKyHaH1. becabab HecT, ki
[Maitx Capau leposit menr a3 3401 KapAaHu acapXxou Mamxypy Mabiaymu xya “I'ymucton” Ba “bycron” 6a
cacdapu xadTcosau Xy bapomanaact. Bakre, ku cyxaH gap 6opau 3uonuéru 3yndus MepaBaj, KaluMapo XaM,
9XCOCOTPO XaM, FOSAPO XaM JapAd AWIH Bail naopa HaMy1aacT, T'yeM XaTo HaMellaBal.

“Taxoup, maxoup oedum, AUAOUM V30K,

Taxoup newtonaea €3yx detiutiou.

Bowumnu deeopea ypoumy oupox,

Men cunoum gonumoan euwmiaapu nuwou. ”’[1]

Hap ui mebp YyHUH MabHU Jopaa: Takaup-Takaup TyEH 3WHJArd Kapaam, amMmo, ympampo Japo3
Kapjpaact. MerysHa, KM KM TakJup Jap MenioHa HasuinTa imynaact. Capampo 6a jeBop Try3omTaM, aMmMo,
[IMKAcTaM Mapya-rnapya ImyaaM Ba a3 XyHH MaH FUINTXO ITyXTa Iy,

Uu xene KU MO MeJIoHeM, 3yadust xap Ay YaHTH YaxOHUPO nuaaact. Jlap py3xou xene Ba3HHH ymp 0a
cap Oymaact. A3 MH IIebp XaM IuaH MeTaBoHeM, 3yJius 00 KyBBa Ba HPOIAH IIOMPA XeJIe MyCTaXKaM COXHO
Oynmaact. Uu Oap acaparn osi1 Takaup TYEH 3UHAAr# KapaaacT. Jap mosT MaH rnopya-mnopya myJaM a3 XyHam
XHMIITXO MyXT I'YEH, KAl KapAa Mery3apa.

Ilonpa nap MaB3ybX0OHM BaTaH, 03011, MEXP, MyXa0b0arT, HIIOX0U 0a BaTaH, TyJH JOJia Ba Faiipa 3901
KapJaacr.

ebpxon y xamema AapaHOK acT. [lap MaBpuIXoH KaM IIEbp a3 XyIly XypCaHI#d capouia IIyJaacT.
[lebp Taypubaxou HHCOHH, OP3yX0, OPMOHXO Ba OP3yXOH HHCOHUPO MHBHUKOC MeKyHa. ba amrbopu 3yndus
raimTarp 0apraiira MypoyraT MEKyHEM.

Hap mebpxou monpa JUiId FAMHOKH MOJIAp Xele pyIlaH HaMOEH LIyAaacT.
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Mebpxon 3ynduspo nupukau rapMy 4ymoH ¢apo rupudTaact. Jap amrpopu monpa moaap, Bago 6a
€ppo 0Oa napavan MebEPH aCOCHH MHCOHUSAT OapAOINTAACT, KM OUYHH OH HHCOHH BOKEaH KOMUIIPO TACABBYP
KapaaH aymsop act (X. YMypoB). Jlupuka gap amrbopu moupa KaxpamOHHH MOJap, 3aHu Badoaop acT. [Lloup
MeXpH 3aH, MEXpU MOJAppo a3 CHIKU TWJI XUC MEKyHal Ba 0a pyu Kora3 merysopai. WMmku kaxpamMoHU
TupuKHH § 6emo€H acT. ap mesp Mapxymu KOMIITUAT HUCOM acT. 3epo MIEbPH aciit XaMellla pyXUsSH TaCBUD
nryaaact. Ba 6a u"TMoM pacuianu pyX, Xxam aap $hazo Ba xam Jap 3aMOH HY03aT JI0/1a HameaBal. MyImoxuian
XaMUH TaHocyO nap 39oauétu 3yndus qunaH MyMKHH.

Myxokuma Ba HaTu4a. Vcrebnonu 3yndus aap COIXOH CaxTH YaHT HAIIbyHaMo QT Ba Xene paBlIaH
MmemaBai. [lebpxon § oBo3u hopamu BaTaHIYCTH cao MeanXaj, 6a oHXoe, Ki 0apou UCTUKIONUATH Batan
MyOopu3a MebapaH, Jap nacu Myoopu3an 4yKypHuH Xxappy3a 00 MEXHAT, TAMOMH YU3XO0U 3apypil nap GpoHT
TabMUH MeKyHaHJI, FApMHUH JIMPUKA XMC Kapaa Memmasai. Jlap noctonn "Ypo ®apxon menomuaana” (“Uni
Farhod der edilar”) madpar Hucbar 6a Qammctonu capkam Ba 6oBapu 0a ramaba udoma Edraact. Cypymun
MoJap niap bopau ackap-micap, 3aH Ba a3 3aHU FAMI'MHH [IaBXap, YaHToBapy (HPOHTH TUIIOBAP, KU MOJIApAIpo
€n MexyHa 60 HUTapOHUH FaMaHre3 aloKaMaH]l acT:

“baxmuune mo3za uly 0CMOHUOQ,

I'y3an baxop Haxop oHuoa.

Ogpam xabu 6ocub keadu és,

Dawucm Oyndu opsynapea 208.

Axn, ropak, canvam, ucmesooo,

Xaeo, mynpox, cys - Oymymn xaém —

Xaém yuyn omunou scaneea,

Konnu muxkub ona-Bamanea

JKyHail 6epou uwu, naxmaxop,

JKyuaii 6epou onum, canvamrop...”’[1]

Jap wH mesp monpa yyHHH acT: Batan opom ocyna 6orras, Mo Jap MH MaKoOH XaéTu xene mypdaii3po
Mery3apoHeM. XaMoH (pamricToHe, KM Jap MYKOOWIM MO Xy4yM KapaaHJ Ba 0a py€0 op3yxon MO pox
HajonaHa. Mo Gapon XMMOSIM BaTaH aKJUIaMOH, JMJIaMOH, CAHBaTaMOH, HCTEhJJOJAMOH, TAMOH XaBO, XOK, 00
Ba TAMOMH OMIJIXO€, KM Oapou rajaba Xuaoar MekyHas 0a kop Oypaem. bapou xaér Gapou paBHaK Ba Oapou
HABPACOH OSIHJIA, YOHPO Oapou ranada 6a MuéH rysomTa 6a yanr padrana. TaMoMu KOPKYHOH XacT, XOX OH
OJUTHI KOPKYH, XOX MaxTakop, X0X (GepMmep, XOX 0JIUM, X0X CaposiHIaBa Oapou 0301 Ba Fajiabau BaTTaH O0a
yaHr 6apomanana. AXoauu Y30eKUcTo 1ap XaMHUH J1aBp 6 MuauoH Hadap 6oman, 1,5 Munuon Hadapy oH 6a
¢dpoHT padTaacs.

Hap 6apobapu uH 1mwowupa - 3yndus gap UH AaBpaxo 34oa Mekapn “Ilucapam - xaprus HamemaBasn
ganr!” (“O‘g‘lim, sira bo‘lmaydi urush!”). [lap mebpu ¥ HONaW YOHTYAO3U 3aH Ba MEXpH Mojap rydra
IIy/1aacT:

“byuu owub xemou 6YUuUMOaH,

boca onap xyxcuea 6owum.

Ceseum xypub bepean yiiumoa,

Veou menune kamma tiynoowum.

FOpax myna woonux, mexp, 6axm,

Ynune xyznapuea 6oxaman.

Hueoxudaii munuk ea épxun

Op3y myakunuoa okama.

Op3ynapu xanbumea 3uiinam,

Xaémuoup ky3um Kopacu.

Vkunaman, 6av3uda ¢gaxam,

Enuoa iyx ynune omacu”.

Hap miebpu 6oon uynuH rydraact: Kamy komatu dap3aniam a3 Man 6anasny uryn. bo mexpy myxaboat
oHpo 00 6a nacroHam Oa Bos pacoHAaM. ba 4amMoHHM OH HUroX Kapja, a3 YallMOHHM OH XYpCaHAH, MEXpY
Myxab0at Ba 6axTpo xuc MekyHaMm. Op3yBy ymenu Bail MoHaHIu sk Aapé cody Oerydop. Hurox kynam man
xaMm 0a ¥, 6a mapéu op3y rapk memaBam. Op3yxosmr 6a aumam 3e0y 3ap acT. Xaétu y gammu cuéxam. [ap
0ab3e BaKTXO UCTUPOO Mekamawm, 6a Hasjgam najgapam Hect. Jlap yanr a3 Y36ekucton 1,5 munnon nadap
UIITUPOK Hamyga Oomran, a3 ouxo 0,5 MUIMOH Hadap XaJIoK MelIaBaj,.

[loupa mgap Mucpabxou MUHOABJAN FHUOMUETH XYJ TABPUXU IIAXPU Cap3aMUHH OOCTOHHPO TaCBHUP
MEKYyHaJ Jap acOCH pUIITaxou 0,100 a3 pyu anbanaxou kagumu lapk TaBcudpo aH4oM 1011

“Illy epoa Oyneanmuw kyxua ywarnoba,

Tysnu kymeuoai 6OMKOKIUK 8a N0,
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Tuxxatiean oapaxm-y maneaoai cos

Kypmaean sorcasupa, kawiuox, eaupon sxcoti”

Jap wH nopua uyHuH MabHOpO nopax: [llaxpu lynian6e 6a uH yoii Oyaaact. lllaxp HOTO3 Ba udIoC
MUCITH, OOTKOJK Ba JIOM xacT. [lapaxTe, KM HalIby HAMO JIOpaj, COSl MUCIIM TaHT acT. Yasupau HoaéH, 4ou
OcHaBO Ba Xapo0a3op TacCBUp Kapaaact.

3epo TomoHUMHKA Ba 4yrpodi map 3amonu lllypoir 6a Homm kKaxpamononu lllypoi ry3omraHu
00BEKTXO OJIaT Iryaaact. Baie 600 By4qyau vH moupa 6a XaMHUH Maxp TaaUTyK 0paj, HOMHU KaJuMau XyJIpo
9XTUPOM MEKYHA/I.

[Toupa 3yndus xarTo Aap 1ax3axou BUAOH XaM a3 POXH OXaH KaJlaM Me3aHaJ, 0a Bocutan GUKPY 3UKP
Jap moesn, MaH3zapau Oananau uH Juépu Mykaaaac 6a o0pasu Kylutau OanaHAM PyXd OH HUIIOH J0Aa:

“Cenu ypab onean moanap myuiuea,

Tynun oii EUMOKOA KyMyUl KOKUIUH,

by xkyu oxynapunune kypean mywuea

Kynozum conmatiun kemmazum Kutium. ..

“Jlexun ona —Epnune 3yp sxan oamu —

Mexpubon KyHuHeOaH OYKYH Kemaman.

Cenu wioupnapumne ceseanu Kabu

Towkenmuu xam, cenu 6upoati cesaman”.[1]

ba vH mewp uyHuH rydraact: ba katop Kyxxoe, IIyMOpo UX0Ta KapAaacT, adu MaxTob a3 KOKYJIH XY/
HYp MaxH MeKyHaHl. 1H mnoxm 6a xo0 oxypo aungaact. ba man Hurox € 6a MaH UCTOAA HAary3amTaH JyIIBOP
act. Uctupoxatu 3amun Har3 Oynaact. JIekuH MaH UMpy3 a3 BUCOIAT MepaBaM. UyH Ty mouparpo AyCT Aoma
0apuH, MaH XaM MUCJIU MyMO TOIIKEHTPO IYCT MeJ0pam.

Jlap xucMu aBBaJK acap ubopau «ba kyxxo» HHU3 ucTHdona 1mynaact. H MabiyM acT, KU TaCBHPU
Mayo3i 0a mpuHCUIIXOoH aHTpoMopdu3M acoc Edraact. I[lac, Kyu kapAaHu y3BXOH 0aJlaHU MHCOH 0a KyXXO
Mayvo3d acT HAKKOIIMU Oajed Jap acocH MPHHCHIIXOW aHTPOMOPGU3MH HHTHUKOIM MabHO Ba MaxOopaTH
noupona act. ba kyxxou comatusmu «Tomn (opranxou 6amaHu ogaM). XapakaT JAap TAKMUIHA MPUHCHITXOU
HIOUP# Aap 340aAuéTH 11oupa 3y us MyXUMTaprH acT. AHTpoMOp(dH3M OapuH Ta3KUPaxo Ba TAAKHUKOTXO Jiap
OMY3UIIY dYOAUETH MIOMpa MyKaMMat MeOOIaH]I.

XyJioca. Xynoca kapaa rydTaH MyMKuH, ku 3yndus nadakat Oapou nempadru anadbuér, 3a0o0H,
030XYKYKH CaxMH XyJIpo Ty3apOH/aacT, IIoupa Jiap sSK 3aMOHH HOOpOMid yMp 0a cap Oypna Oomaza xam, a3
XyJ alrbop ap3aHia rys3omraact. Anuba a3 yaBoHwam 0a amgaOuér maBky 3aBk gowmt. Jap cuHHH 17
coJjiarmaant mebpu 0a makiau Kutod o nryaaact. [llebpxou mowupa 3uéna a3z 20 To 3a00HH MalIXypH JTyHE
TapyuMa 1mynaaact. beca6ad Hect, 3ynduspo ce Hadap XxaM3aMOHH MaIIXypi Xy Tabpud KapaaacT:

Fapyp Fynowm, llloupu Xankuu Y36axucron: To xoi gap éaam XacT, K 3yXypd HoMH 3yndus aap
ebpH y30eK sk Xoaucae Oy 1, Ku 0a TaBIMIN CUTOpau caxap 0apodap acT, XaKMKAT MUCIH XYJIH XaMOH Cy0X
JypaxIloH Ba XaKUKi Oy !

Mupremup, Illonpu xankuu ¥36ekucton: 3yndusdernm, sii 3660 3aMmon! Mannkan Ha30Kat Jap MAaKI1
mebp! Odrodu komHOT, Oaxopu TabuWar, MOKIOMAaHWU 3aH Ba Tabaccymu THdau Oapobap 0Oa nyHE,
AHTYITAPUH HU3 YaIlM J0paj, Ki paM3u HEKUBY 3¢00MHM OaiaH/I acT Ba IIyMO Jiap CaHbatu Mo... Jlap tabuat
Jap Ky4o Ba 4Yil Kajap Ba 4il TyHa 3e00Mxou aqoum0d MaBuyJaH[, Falp a3 3ebomxou Oebaxo. bavau 0a éxn
OBapJlaHW MH YM3X0 KOMMJIaH aCOCHOK Ba Tajadu KOHYHU Kuéc 003 ndruxop mead3osa: Ty aap amrbopu Mo
XaCTH, XOHUM...

Boxua 30xu1oB, akageMuk: bo 3yndust HOM JyxTape MHHOC Iy1aM, KK aap aeXxan YHHOPH KYXUCTOHU
KypamoH ocopu XyHapxou MapayMmii rupjoBapii Mekapaam. [lajgapam myamnuM act. Bakre rydram, xu
«Homu Hek ry3ormrai, To moupa masanay rydr: «Homu 1moupaamMoHpo Ty301ITeM, TO Mioupa, oomapad Ba
Baomop Oa Bazuaarn O6omaay. Man xene Mmyraaccup nryaaMm. OJaMOHH OKHJI, COJTMM MeToHaHA. 3ynbus
Anumep HaBo#t “MyHocu0aTH mokusa - mokusa 3apyp!” rydraanm.

Tabpudxoe, ku gap 600 ryprem xesie nypinapad Ba MexHatu Oucéppo Tanad MmekyHan. ba ux
TabpU(PXO CA30BOP HIYAaH XaM KOpH Xap kKac xaMm Hect! 3ynadus sk MIaxcusTd Oapyactan Xauku y30ek
Mebo1a.
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CAMOITIOKEPTBOBAHUE KAK I'V'IABHASI TEMA B PACCKA3AX O. 'EHPH

Kenooicaesa I'ynpyx @ammunnoegna,

byxapckuii 2ocydapcmeennulii yHugepcumem

0okmop ¢hunocoghuu no unonoeuteckuM HaAyKam
g.f.kendjaeva@buxdu.uz

Yoéaiioynnaesa @epysa Enépicon kusu,

byxapckuii 2ocydapcmeennulii ynusepcumem Mazucmpanm 1-2o kypca
feruzaubaydullayeva320@gmail.com

Annomauusn. O. I'enpu, uzgecmuwlii C6OUMU HEONCUOAHHBIMU KOHYOSKAMU U 2IYOOKUM NOHUMAHUEM
Yeno8eueckoll NpUPoObl, YACHO UCCIeOYem meMmy JHcepmebl 6 ceoux pacckazax. B Ilocneonem nucme noswcunoi
XYOOIUCHUK JCePMBYEm C8OEU JICUZHBIO, YUMOObL 800XHOBUMb HAOEHCOOU MOI00YI0, 60IbHYI0 OegyuiKy. B /leyx
Ooicenmavbmenax Ha Jlens O1a200apenusi packpuleaemces: UpOHUsL JHCEPMEBbL: NOJICUTIOU HeN0GeK, Clledysl C8oell
mpaouyuu Kopmums 6€0H020 MAIbYUKA, 8 KOHEUHOM UMO2e CAM OKA3bIBACMCsl 8 MSNCENOM NOJONCEHUU.
Jlapvi 6071X608 npedcmasisiom mpo2amebHblil 0OMeH JCepmEamu Mexicoy MOA00OU CYRPYHCECKOU Napol, 20e
KAdiCOblll OMKA3LIBACMCSL OM CB0E20 CAMO20 YEHHO20 umywecmsa paou opyzoeo. Yepesz smu ucmopuu O.
Tenpu packpuvleaem 2nyOoKutl 4 4acmo UpPOHUUHBIL XAPAKMED CAMOOMBEPICEHHOCMU, K020d TUYHble ROMepU
CMAHOBAMCI CUMBOIAMU TH0OBU U NPEOAHHOCTIUL.

Knrwouesnie cnosa: scepmea, camoomeepiIceHHoOCmb, UPOHUS, HAOeHCOd, NPEOAHHOCb, HEOMHCUOAHHDILL
Qunan, yenoseyeckas nPUPOOa, CUMBOIU3M.

O.HENRY HIKOYALARIDA FIDOIYLIK ASOSIY MAVZU SIFATIDA

Annotatsiya. O’Henry, o’zining kutilmagan yakunlari va inson tabiatini chuqur tushunishi bilan
mashhur bo’lib, 0’z hikoyalarida qurbonlik, o zini fido gilish mavzusini yoritadi. “So’nggi yaproq " hikoyasida
keksa rassom yosh va kasal gizga umid bag ‘ishiash uchun o ‘z hayotini qurbon giladi. Two Thanksgiving Day
Gentlemen asarida qurbonlikning kinoyali tomoni yoritiladi: kambag ‘al insonni ovqatlantirish an’anasi keksa
odamning o ziga azob-uqubat olib keladi. The Gift of the Magi hikoyasida esa yosh er-xotin bir-birlariga
bo ‘Igan muhabbatlari yo ‘lida o zlarining eng qadrli narsalaridan voz kechishadi. Ushbu hikoyalar orgali
O’Henry inson fidoyiligining chuqur va ko ‘pincha istehzoli tabiati, shaxsiy yo ‘qotishlarning chuqur sevgi va
sadogat ramziga aylanishini ochib beradi.

Kalit so“zlar: qurbonlik, fidoyilik, kinoya, umid, sadogat, kutilmagan yakun, inson tabiati, ramziylik.

SACRIFICE AS A MAIN THEME IN O’HENRY’S SHORT STORIES

Abstract. O. Henry, known for his twist endings and deep human insight, frequently explores the theme
of sacrifice in his short stories. In The Last Leaf, an aging artist sacrifices his own life to inspire hope in a
young, sick girl. Two Thanksgiving Day Gentlemen highlights the irony of sacrifice, as an elderly man’s
tradition of feeding a poor boy ultimately leads to his own suffering. The Gift of the Magi presents a poignant
exchange of sacrifices between a young couple, each giving up their most prized possession for the other.
Through these stories, O. Henry reveals the profound and often ironic nature of selflessness, where personal
losses become symbols of deep love and devotion.

Keywords: sacrifice, selflessness, irony, hope, devotion, twist ending, human nature, symbolism.

Introduction. Sacrifice is one of the most profound expressions of human love and devotion, often
revealing the true depth of one’s character. It is in these moments of selflessness—when one gives up
something of great value for the sake of another—that the true measure of the human spirit is revealed. While
grand heroic acts often dominate stories of sacrifice, it is the quiet, unnoticed gestures—the ones born of love,
compassion, and deep emotional connection—that truly resonate with us. Few authors have captured this
complexity as effectively as O. Henry. A master of the short story form, O. Henry possessed an uncanny ability
to depict ordinary people caught in extraordinary emotional circumstances. His stories, often marked by
surprise endings and rich irony, explore universal human experiences with warmth and poignancy. Among the
most recurring and deeply moving themes in his work is that of sacrifice—a theme he presents not as mere
loss, but as an act that often brings about a deeper, more meaningful gain. In this article, we delve into how O.
Henry explores the theme of sacrifice in four of his most poignant short stories: The Last Leaf, Two
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Thanksgiving Day Gentlemen, A Retrieved Reformation, and The Gift of the Magi. Each story shines a light
on a different aspect of selflessness—whether it is the ultimate artistic offering of an old painter, the quiet
persistence of a man who upholds tradition in the face of personal struggle, the redemptive choices of a
reformed criminal, or the heartfelt mutual giving of a young couple bound by love. Through these narratives,
0. Henry does more than tell stories—he invites readers to question the value society places on material wealth,
and to reflect on the emotional and spiritual wealth that can come from giving. In doing so, he leaves us with
a timeless and compelling question: is sacrifice truly a loss—or is it, perhaps, the purest form of love?

Main body. O. Henry’s short stories are celebrated for their wit, irony, and unexpected twists, but
beneath their entertaining surface lies a rich exploration of human nature and social realities. His works often
center around ordinary people—shopgirls, clerks, outcasts—capturing the struggles and hopes of life in early
20"-century America. Common themes in his stories include sacrifice, love, poverty, deception, justice, and
irony of fate. With compassionate humor, O. Henry reveals how individuals navigate moral choices, often
finding dignity and meaning in small acts of kindness or courage. His storytelling reflects both the harshness
of life and the enduring warmth of the human spirit. O. Henry’s exploration of sacrifice in The Last Leaf, Two
Thanksgiving Day Gentlemen, and The Gift of the Magi extends beyond simple acts of giving; it delves into
the irony, emotional depth, and symbolic meaning of selflessness. His masterful use of literary techniques such
as irony, symbolism, and characterization elevates the theme, making each sacrifice both deeply human and
profoundly impactful.

Irony and the Unexpected Twist. One of O. Henry’s signature literary devices is irony, which plays a
crucial role in highlighting the complexity of sacrifice. In The Last Leaf, Behrman, an aging and unfulfilled
artist, scoffs at the idea of heroism yet ends up making the ultimate sacrifice—ypainting a leaf in the cold to
give hope to a dying girl, only to succumb to pneumonia himself. The irony lies in the fact that his greatest
masterpiece is not in a gallery but on a wall, unseen as art yet immeasurable in its impact. Similarly, in The
Gift of the Magi, Jim and Della’s selfless acts of love are rendered practically useless—Jim sells his watch to
buy combs for Della’s hair, while Della cuts her hair to buy a chain for Jim’s watch. However, O. Henry
transforms this ironic twist into a powerful commentary on love’s true value, showing that their willingness to
sacrifice makes them richer than before.

In Two Thanksgiving Day Gentlemen, irony takes a more satirical form. The old gentleman believes he
is preserving a noble tradition of generosity by feeding a poor boy every Thanksgiving. However, the boy,
having already eaten a large meal, forces himself to endure another feast just to maintain the old man’s joy.
The ultimate irony is that the boy’s sacrifice, intended to protect the gentleman’s generosity, leads to both of
them suffering—the boy from overindulgence and the old man from financial strain. This story challenges the
reader to question whether acts of sacrifice are always as noble as they seem or if they sometimes stem from
obligation rather than true selflessness.

Symbolism and the Value of Sacrifice. Symbolism is another key element in O. Henry’s depiction of
sacrifice. The painted leaf in The Last Leaf serves as a metaphor for hope and survival. Behrman’s creation is
not merely an imitation of nature but an embodiment of faith, a last act of artistry that saves a life at the cost
of his own. The irony deepens the symbolic weight—he had never painted a true masterpiece until this final
moment, proving that real artistry lies in the impact it has on others.

In The Gift of the Magi, the watch and the hair symbolize personal identity and pride, but their true
worth is revealed only when they are sacrificed. O. Henry directly compares Della and Jim’s actions to the
biblical Magi, suggesting that wisdom is not in material wealth but in selfless love. The gifts, though materially
useless, gain infinite value as expressions of devotion.

Meanwhile, in Two Thanksgiving Day Gentlemen, the meal represents tradition and social expectation.
The old man’s insistence on feeding the boy symbolizes a rigid adherence to the past, even when it causes
personal suffering. The boy’s reluctant sacrifice of his comfort for the sake of maintaining this ritual highlights
how societal expectations can sometimes overshadow genuine altruism.

Characterization and Psychological Depth. O. Henry’s characterization adds depth to the theme of
sacrifice, portraying individuals whose choices define their moral essence. Behrman, initially presented as a
gruff, failed artist, reveals himself as the true hero of The Last Leaf. His transformation from cynicism to
selfless action illustrates the redemptive power of sacrifice.

In The Gift of the Magi, Della and Jim are depicted as young and financially struggling, yet their
emotional richness surpasses their material poverty. Their willingness to part with their most treasured
possessions demonstrates the idea that love is measured not by what one has, but by what one is willing to
give.

The old gentleman in Two Thanksgiving Day Gentlemen is a poignant character study in social
obligation and personal hardship. Despite his deteriorating financial situation, he clings to his annual act of

SCIENTIFIC REPORTS OF BUKHARA STATE UNIVERSITY 2025/5 (122) 122



LITERARY CRITICISM

generosity, revealing a deep-seated belief that kindness should persist even in adversity. The boy, in contrast,
is caught between gratitude and discomfort, illustrating the complexity of sacrificial giving—does true
kindness require suffering, or should it be an act of joy?

Through irony, symbolism, and deep characterization, O. Henry crafts a powerful literary exploration
of sacrifice. In each story, acts of selflessness challenge conventional ideas about material wealth, love, and
tradition. Whether through the quiet endurance of an old gentleman, the tragic yet hopeful brushstroke of an
artist, or the heartfelt yet ironic exchange of gifts between lovers, O. Henry reminds us that true sacrifice
transcends the physical—it is an act of love, a testament to the enduring human spirit.

In “A Retrieved Reformation,” O. Henry presents sacrifice as a powerful symbol of personal
transformation and moral courage. Jimmy Valentine, a former safecracker who has built a new life under the
name Ralph D. Spencer, gives up his hard-won identity, peaceful life, and chance at love to save a child trapped
inside a bank vault. In doing so, he risks being arrested and losing everything he has rebuilt. However, his
selfless act becomes the ultimate proof of his genuine reformation. Through Jimmy’s choice, O. Henry
emphasizes that true redemption often requires personal loss—that sacrifice is the final step toward moral
rebirth. The twist ending, in which the detective lets Jimmy go, further reinforces the idea that sacrifice, when
born from sincerity, can inspire forgiveness and change.

Conclusion. O. Henry’s short stories masterfully depict sacrifice as a central theme, revealing not only
its emotional depth and symbolic resonance but also its complex moral dimensions. His narratives take
ordinary characters—artists, lovers, strangers—and place them in situations where their choices carry weight
far beyond the material. In The Last Leaf, the quiet heroism of an aging artist becomes a lifeline for a young
girl clinging to hope, showing that the most powerful gestures often go unnoticed by the world but mean
everything to those they touch. The Gift of the Magi redefines the idea of wealth, illustrating how love,
expressed through mutual sacrifice, holds greater value than any possession money can buy. Two
Thanksgiving Day Gentlemen subtly critiques societal expectations and traditions, urging us to consider
whether true generosity comes from habit or heartfelt compassion.

In each story, O. Henry does more than simply present a tale—he offers a lens through which to examine
the nature of giving. His characters are not saints or heroes in the traditional sense; they are flawed, human,
and deeply relatable. Yet it is through their imperfections that their sacrifices become all the more touching
and real. The irony he so deftly employs adds a layer of unpredictability, reminding us that life rarely unfolds
according to plan, and that the outcomes of our choices may surprise us. But beneath every twist of fate lies a
deeper truth: the value of a gift is not determined by its price, but by the love, intent, and humanity behind it.
Ultimately, O. Henry’s stories challenge readers to reconsider what it truly means to give. They remind us that
sacrifice is not merely about loss—it is about the transformative power of love, empathy, and selflessness. In
a world that often measures worth in material terms, O. Henry invites us to look inward and recognize that the
most enduring legacies are built not from what we keep, but from what we give away.
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PUH/IN XO®U13 BA AXAMUSITH OH

Hopkyukopoe @upoagc Lllagkam3zooa,
OOHUWYPU OaXWiU CABBYMU OOHULUSOXU

oasramuu Camapxano 6a nomu lllapog Pawudos
(V3zbexucmon)

sheralinorgochgorov@gmail.com

Annomamcus. /lap maxonau maskyp xapaxmepu punou Xogusu [llepo3ii a waxcusimu o maceup
xkapoa mewasad. Mavnou nyeasuu "pund " wapx 0ooa utyoa, purnou Xogus 60 MavHOU 1y2asu puHo mo Kaoom
dapaya Kapobam dopad, macsup kapoa meuasao. ba eocumau puno umxonomu maxauny bappacuu K 4aHo
oatimu Xogus 6a muén meoso. ueap on acm, ku xynapu woupuu "Jlucon-yn-eaii6"” oap xamyamusamuu yaxoui
yil Xen acm, HUWOH 0004 Meudasao.

Xamunpo anoxuda Kaiio KapoaH 103um acm, Ku Maxopamu 2a3aicapouul uoup 3epu maokux cupugpma
wyoa, mMas3yvxou 2a3aiuému y HUuor 0oda uiyoaacm. [Jueap oM Ku oap 2asancapoii mo Kadom oapaya
Maexew doumanu Xoguz 60 06apoaru MucoIxou uievbpu OAleIHOK Kapoda utyoaacm.

Kanuoeosica: puno, coxii, 30xuo, macasgygh, matikada, oou Pykno6oo, 600a, matiu Hob, eazaiuém.

HOFIZ RINDINING XUSUSIYATLARI

Annotatsiya. Bu maqolada Hofiz Sheroziy rindining xarakteri va shaxsiyati tasvirlangan. “Rind ning
lug ‘aviy ma 'nosi tushuntirilib, Hofiz rindining lug ‘aviy ma 'nosiga qanchalik alogadorligi ko ‘rsatilgan. Qofiya
qo ‘llash mahoratini asoslash uchun Hofizning bir necha baytlari tahlilga tortilgan. Yana bir jihati shundaki,
u “Lison-Ul-g‘ayb” she’riy san’ati jahon hamjamiyatida qanday ekanini ko ‘rsatadi. Shu o ‘rinda shoirning
g‘azalchilik mahorati o ‘rganilib, g‘azallarining mavzulariga alohida to ‘xtalib o ‘tilgan. Shuningdek,
Hofizning g ‘azal olamidagi mavqgeyi qay darajada ekanligi ham she rlaridan namunalar keltirish orgali
asoslab berilgan.

Kalit so“zlar: rind, soqiy, zohid, so ‘fiylik, Ruknobod suvi, boda, may, g ‘azal.

PUH/J XA®PU3A U EI'O 3BHAYEHMUE

Annomayusa. B osmou cmamve onuceigaromcea xapakmep Kodcypul Xaguza [lupasu u ee
unousuoyanvnocms. Q0vACHAEMCA JleKCudeckoe 3HAYeHue Clo8a «KOXCypa», a makice ONUCbl8aemcs
cmenenb poocmea Kopku Xaghuza ¢ nekcuueckum 3uauenuem ciosa kopka. C nomMowpio KOpku 603HuKaem
603MOJICHOCTD AHANU3A U 0030PA HEKOMOPbBIX asamos Xagusa. [pyeoe deno, 4umo noxkazamHo, Kax nodmuyeckoe
uckyccmeo «JIucon-ynv-I'aiiboy Haxooumces 6 Mupogom coobwecmae.

Cmoum ommemumb, 4mo OblIU U3Y4eHbl HAGLIKU NOIMA 8 HANUCAHUY 2a3elell U GblOeNIeHbl MeMbl €20
eazeneil. /[pyeoii gonpoc — 6 Kaxoil cmeneHu nosuyus Xagusza 6 2a3envbHol no3uu 0eMOHCMPUPYemcs
nOCPeOCmeomM YUMuUpOB8anUus NPUMEpPO8 U3 €20 NOI3UU.

Knioueswie cnosa: xopka, coxu, omuienbHux, cy@usm, kopuma, 6ooa Pyknobaoa, 600a, uucmoe uno,
eazaném.

FEATURES OF HAFIZ RIND

Abstract. This article describes the nature of Hafiz Shirazi's rind and its personality. The lexical
meaning of "rind" is explained, and the degree to which Hafiz's rind is related to the lexical meaning of rind
is described. Through rind, the possibilities of analyzing and reviewing several verses of Hafiz arise. Another
thing is that it shows what the poetic art of "Lison-ul-ghayb" is like in the world community.

It is worth noting that the poet's ghazal-writing skills are studied and the themes of his ghazals are
shown. Furthermore, the extent to which Hafiz's position in ghazal-writing is substantiated by citing examples
of his poetry.

Keywords: rind, soki, ascetic, Sufism, tavern, Ruknobad water, boda, wine, ghazal.

Mykamiuma. SIke a3 cyxaHBapOHH Oy3ypre, Ki Jap TaxKHUMy TyCTapHIIHM aHICHIaAXOH TapOUSBHIO
axXJIOK{A Ba XyYMAaHUCTHIO 3¢00IIMHOCH map anadbuétu GopcuH TOYMKA HAKIIH HOCYTYPJAHUBY HO3YAyAaHHC
rysomraanz, anxak Xoda [amcynaua Myxammazn Xodwusu Illeposi (1320-1389)-cr, ku camconaxo memrap
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HPTHXOPMAHOHABY CHITOCTY30POHA XaKJIOPOHA KAaJTOMH OCHAa3HUPH XYAPO YyHHH 0aXory3opuBy myappubit
HAMY/aacT:

Llevpu Xogpusz xama baiimynzazanu mavpugam acm,

Odgapun 6ap naghacu ounxauty nymeu cyxanaut![7]

Jap xakukart, mebpr Xopu3 Xa3uHau MaHay XMKMaTH PaHTHH, caQuHau JTyTdy MaBbazaT MUPUH Ba
TaHYMHAU XaJICy HACUXATH JICPUH acT, KU Jap UMTHIOIU TAbPUXHU MO3A MapXaMu IWIN XyHapMaHIOHY MaMbU
Max (UM CyXaHapBapoH, MapuaMi XaéTH BATAHXOXOHY 3WHAKM aBPOKH HACHXATTyCTapOH Oy1aacT:

Llevpu Xogusz oap 3amonu Odam anoap 60&u xyno,

Hagmapu nacpuny 2yapo sunau aspok 6y0!

Hap xap maBpuze, KU MakoyeBy 3apOynmacaie Meopaa € mecosa, anbarra, Tap3u OaéHu To3a Ba
HaBIAPTO3UH IIOUPOHae Oy Mymioxaaa Mepacaj. MacanaH, nap ypoHuaT MerysHI: "'a3 CyXaH! POCT paHuUIaH
xatocT", "XaKHMKaT TaJix acT, aMMO MEBaW MIMPHWH aopaf’, "kay HUIIUHY pocT Oury" Ba Faiipa.

Xodu3 yapxapy 9yHUH adhKOPH MAHAOMY3pO Ha TAHXO YCTOKOpOHA UCTH(Oaa Mebapal, Oaku MUCpan
9Y0JIKap/Iaall a3 aciiv anjema Gpypyrap mepapaj Ba 06a 1apayoT MaB3yHTapy HUIIOHPACTAPY XOTUPHHUIIUHTAP
Meraplai:

Cybxoam mypeu waman 60 2yau Hagxocma 2ygpm:

"Ho3z kam Ky, ku oap un b6oe bace wyn my wyxygpm!"

T'yn 6uxanouo, ku az pocm HapaHyem, 8aie

Xey owux cyxanu manx 6a mavuyx nazygm!

Xo¢hwu3 aap ryuiae HUIIACTa CyXaH HaMETysijl, 043y HOTAaBOHY MOOAHAM MaxXaylau aHICUIax0H XY/
HecT. A3 capu MaHOapu OanaHa OBO3 JapMeAuXaJ, aHjella MEMapoKaHaj, HACHXAT MEKYHaJ, MaciaxaT
MEIUXA:

Mas oH MypFaM, KH Xap IIOMY caxaprax,
3u 6omu apm Meosn cadupam!

Xaprusz a3 HOMH Kace caJloBy a3 0oMH Kace cajo HameOapopan. "Man"-u § daporupanman HyKIn
adxopu HUEKOH, Ma3pyhu TA4OpHOH 3MHAATUH XaMaroH, TyJTYHMHH MaBbha3aTh MUPOH acT:

[Tupon cyxan 3u Taupuba rysHay rysmar,
XOH, ail nucap, K1 nup LA, aHa ryum KyH!

AMMO Kacepo MadyOypaH COMEW MaHIy XMKMaTH Mayexy IIebpy KaJoMHU Oanufaml HamerapJoHal.
Cyxanam Mynamiany MykaMmMall Ba MybTamay HHIIOHPAC acT, a3 Aui GapoMagamy O0ap Ul MEHUIINHA:

Oitnnan Cukangap yomu Yam act, Ounrap,
To Gap Ty ap3a mopaa axposu MyJsiku Jlopo!

UyHuH OaiiTxoe, KM TaB3exAuxaHgaBy HU(OIJaKyHaHIaW ATOH HaHIY XMKMaT, s’bHE 3apOynmacany
MaKoJIM MabMyJly Mabpu(u Xajakid XxacTaHza Ba Oapou xamgadruprap oMagaHu ahKopy aHropu moup 0a Kop
aHJIOXTa IIyaaHa, Jap amrbopu Xodus xemne 3uénanm.

Kucmu acocii. Xodusu Lleposii a3 3ympan monpoHu OexrtapuHu anaduétu MymTo3 6a xucob MepaBas,
KM JIap alrbopy X€Il MaB3ybXOH JOFH 3aMOHH XY[I, alajaXycyc, cy(huxou 0a HOMH Cy(#t Haap3aHAaPO HIAPXy
Oapxepo 0o TaHkua Oa xanam rupudraact. Illowpu Oy3ypr nap rasanuéru Xell FOSXOW PHHIOHABY
BaTaHAyCTOHApO Taprub HamygaacT. Pung nmap rasamuérn Xodwusu Lleposin sk BacuiaecT, KU cypuény
30XUI0OHH JIaBpau XyApo, KU nap 3a00H rupudra, mesp 390.1 KapaaacT.

MabHou kanumau "puHI" 3Upak, Xymép, 000K, OH K1 HUcOaT 0a (papMy1axoH Iaprat Ba OUHY PyCYMH
Y4OpHUU YaMbBUATH OemapBo MeOoIIa, J0Kai1, 0304(HUKp acT.

Macanan:

buoex coxii, maiiu 60k, ku oap yanHam Haxoxu égpm,

Kanopu 06u Pykno6ooy eyneawmu Mycannopo.[8]

Hap Oalitn Ma3kyp kanumaun "Mail" a3 MabHOM aciuu Xy Iyp padTa, 6a MabHOM TacaBBY(PH MOMI
myaaact. MiHyo nbopau "Mmaitn 00ki" xaMuyH TacBUpHU Oazied, XycycusTi updoui kaco HamymaacT. Makcanu
uctudoman noopan "Maiin OOKA" UMOHY BTHKOA 0a XucoO padTa, "coki" Oolnaa, XaMYyH aTOKYHaHIau
XaMUH Fosu uppoHit Mebomaa. A3 UH MabllyM MerapAal, Ku "coki" Hu3 6a MabHOM aciuu Xy Kop dpapMmyaa
HaIlryJaacr.
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Sxe a3 pomyrapun mytudu xampuétn Xodusz Ooma — maHOan moavio Xywawia act. Ua mytud
rapyanze nap anabu ¢popcit TabpuXu KyXaH A0pal, Aap mebpu Xodu3 6a aByu kamonotn Xy mepacan. Llloup
nap 0aéH Ba TaCBUPU OH Ma30MHH Ba TAbOMPOTH HAB JOXWI HAMY/A, MyXTaBOU OHPO 00 KUHOETY TaIIOEX0TH
TO3a FaH# rapaoHugaact. boxa Gapou mowup sk HebMATH MOAUOAXIIH aTOW XYAOBAaHIUCT, KM OOMCH XYII
TY3apOHHJAHN WH YMPH KYTOX Merapnaai. A3 auad moupoHan Xopu3 MHCOH nap jmabu O6axpu (haHo Kapop
J0paji, MyJIaTH K MUKa 3a/1aH KOMUCT, KU FapK Jap WH 0axpH ajgamM rapiai.

Maii e a3 xama nap anrbopu Xo¢hus 6a cudartu madbaau TacBup 6a kop padra act. Kadn a3 ¥ myapou
3uéne Oa uH aman aact 3anaany. Hazapu sikrapada act, arap ouryem, ku Xohu3s aap Tap3u TacBUp, TO3aKOPH
OBapJiaHM TalIOeX0Ty KMHOETH HaB a3 TMENIMHUEH YMpalacTi Jopaj. ['apuanie TacBHp YaBXapH 30THH ISP
act, aMmo Oy3yprum Xodu3 TaHXO Jap Tap3H TACBUp HecT. Y a3 Maii CyxaH Merys, GHIyHH OH KM Fapasanl
TacBUpH Mal Ooman. Jlap un aman mespu Xodus 6a Xy sk yo3uba Ba IIIyOBY XapaKoTe METUPA, KA XaM Jiap
OMWJIM MabHHA Ba XaMm Jap oMwid jad3un ¥ WH mypanre3in HaKIIM XyApo a3 JacT Hameauxan. Mmosa Gap
TO3AKOPHH IIIOHP Jap WH MaB3y'’h XaMUH [IYPaHTe3uU JTa(3U0 MabhaBHUH Miebpam Xo(pHu3po XaMm a3 nemuHuEH
Ba XaM a3 MOUpoHH Oabait 60J0 ry3omraact. A3 WH py, nap UH IyHEW QoHr «padurke, KM X0 a3 xalla)
Oormman, Tanxo 6o1an HOO OyZa METaBOHA/T;

Hap un 3amona paghuxe, xu xonii az xaian acm,

Cypoxuu matiu HOOY cagunau 2a3an acm.

oy xymimun OyaaH sike a3 cu(aTxon PUHAN OIMIUK acT. Xodus3, KU Xynpo 0a cadhu pHHIOH 334acT,
XYUITUITAPO MENUCAHIA, 3¢pO WH TyHEN QOH# JJOUKU FaM XypJaH HECT:

Maii buésap, ku Hano3zao 6a 2yau 608U YaxoH,

Xap ku 2opameapuu 600u XazoHi OOHUCM.

Hdap yon gurap rysnu:

Xywik wyo bexu mapab, poxu xapobom Kyyocm,

To oap on 06y xa60 Haulvy Hamolle OUKYHEM.

Tabvu puHni Ba o301arin 60 KopOypan Madgxymu Maif mouppo 0a oH oBapia, KU Jap ay Oaitu 600
XOJIaTH XOCH IIaXCepo TaCBUP KyHa, K1 6apou ¥ TaMOMHU TUPY JOPH 3UHAATH ap3UILIHU XyAPO a3 JacT T01aaH/d.

Bonauyuii nap 6axop taposaTtu aurape nopas. [lloup a3 6axope cyxan 6a MHEH MeOBapal, KU IyJIX0sIIl
YyH COKUM 0a3MM PUHAOH 00 TaHHO3M YOMH 0012 Xaaus MEKyHaHI:

Apzason yomu akuxii 6a cymar xoxao 000,

Yawmu napeuc 6a wakoux nueapot xoxao oyo.

Wu nynén QoH#, K1 XOKM paxall yammy adpyu mapupyEeHy Triu Ky3aam kocau capu Kaiikybomy Yam
act, JouKu aAuibacrarid Hagopad. bosa xap JakuKapo FaHMMAT JIOHMCT Ba Oerrap moj Oyay IIOJ 3HCT Ba a3
HakxaTH 6axop 0axpa GapoIIT:

Man nazysam, ku KyHyH 60 Kil HQWUHY il OUHYU,

Ku my xyo oownii, aeap 3upaxy oxun 6oudil.

T'ydrem, ku Xodus gap UH MaB3yb TAMOEXOTY TABOMPOTY HAB IOXHUII HaMy/[l. MacaiaH, Tanioexy corap
0a Marpuk 6a MyHOCHOATH TaHOCYOHU OH 0a XypIesa:

Xypweou maii 3u cozapu cogap myays Kapo,

Tap 6apeu aiive memanabii, mapkii xo6 kym!

Ba € tambexu aiimr 6a uptudos 6a Bocutan TaHOCYOH HydyMHH OH 06a ohT0oOy TONEh:

3u ogpmobu xadax upmugovu aiiw bueup,

Yapo, ku monevu 8aKm OHUYHOH HAMEOUHAM.

Tambexu 1012 60 oMU Ty aap kad 0a HaIUMH 110X, KU Iap JacT YOMH I1apo0 JIopa:

ba waman xupomy 6uneap, bapu maxmu 2y, Ku 101a

ba naoumu wox monao, xu 6a kagp aéz dopao.

[oup nap Gaittu 6010 JT0TAPO, KK HA3AK OyTTau 'yl cad3ugaact, 0a HaquMH 110X (1Iapo0d10p) MOHAH/T
MEKyHa, KU 1ap AacT YOMH apo0 Ha3I MOAIIOX UCTO1AacT.

Xohuz 6ogaHyIIMPO KOpH caBOO MEIOHA]] Ba MAaCINXaT Jap OH MEOMHA, KM a3My 4a3M 0a Kopu caBoO
KyHaJ:

Kopu casob 6odanapacmucm, Xoguszo,

bapxeszy asmy yasm 6a xopu cagob xkym!

Kace a3 mryapo 60 uH qyppat 601amapacTupo Kopu caBoO HamoHUCTa Oy, ku Xodu3 MeKyHaI, aMMO
Fapasu ¥ a3 0ojianapacTy YM3H JUTap acr.

Myxokuma Ba Hatu4axo. OH un gap O6ono OaéH HamyzmeMm xama jaap coxatu OepyHmabhid Oyn. [ap
COXaTH JIapyHMabHA Myponu Xodwus a3z 00J1a UIK acTy a3 4YOMY COFap «JIHIIM OMMHACOH ITOK» Ba a3 06axop
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«Makomu wim». Llonp umk603upo Kopu caBoO MeIOHa Ba UILIK 0a aHJeNan ¥ STOHA TAHOXTOXECT a3 Xama
OamoBy odar Ba mappy Oazit. Poxu HagoTpo mownp a3 ramy gapau 4axoHu (oH# map umk meOnHaa. Mmk
MeTaBOHa]l HHCOHPO 0a acl maiBaHIaja Ba Ypo YOBUAOHM rapaoHaa. Mu mytud gap amrsopu Xodus nomanan
Baceb JA0paj Ba MeTaBOH ab&Tu 3uéne 6a cudartu moxuz oBap.

MaH noupu MH MaB3ys PUKPH XyApo Xyioca kapaanu Oomam, Xodusu Llleposit sike a3 Xu3MaTpacoHu
(hapxanry Tappuxu popcy Toyuk 6a mrymop mMepaBan. Mo MenoHeM, KM Xodu3 HadakaT moup, 0anku a3
aiioMaBy MyTadakkupH coxau 1uH Mebomaa. Mcootu ua ¢puxp aynun medoman, ku Xodus "Kypbon"-po a3
XyZ Kapna, nap 14 taps Kkupoat MekapaaacT. Xak Oynanu ¢pukpu 0ogoupo 0ailTh Ma3Kyp TacIuK MEKyHal:

Hwkam pacao 6a ¢apéo ap xyn 6a conu Xogus,

Kypwvon 3u 6ap 6uxonii oap uopoax pusosm.[9]

Hap svomuérn Xodwus "puHn"' MaBken KalloHe jaopaj. Jlap Fa3aixou MIOMpP MaB3yU WIIKU WIIOXHA
(auraponuna 6a Odapuarop) Ba UIIKH TOKA HHCOHUPO TUIaH MyMKHH acT.

Xohu3 map FasasxoMm YOHIYZNO3M XyZ M€l a3 XaMma MIIKPO TapaHHyM KapAa, OHpO 4yH EIropu
OeMyHTaxou HHCOHUAT Oa Kanam foaact. Ocopu Xohu3 6a KaTopu JacTOBapAXOH TaAMaJIyHH YaXOH JOXHUI
LIyAaacT Ba a3 MH Py, XaM4yH sKe a3 Oy3yprrapuH LIOUPHU JIUPUKaHABUCH OCHA3Up IIYyXpaTH YaXOHH Iopal.
Xodu3 Ba MaxcuATH WH CyXaHCApOW HOME JUKKATH OucEp Oy3yproHu yaxoHpo 0a Xy qyaib kapmaact. bucépe
a3 yCTOJIOHW Ha3M a3 aHre3au murudTanre3n razanuéru Xodus Oaxpasap 1rynaanj Ba Aap cUTOUNIY Bachu
KaJIOMH LIYpaHTe3! ¥ TaacCypoTH Xempo 0acH kapaaana. by3yprrapun HaMmosiHIau anabuETH YaxoH# NIOMpU
HemucH acpu XIX ['ére annemaxoun xyapo noup 0a anrbOpy WH MIOUPH TABOHO Ba MIIXOMOAXIII, T1AC a3 OITHOM
naiino kapaanam 0o 39oauéTn X0o(hHu3 HABUIITAACT:

«Oit Xodu3, cyxaHu Ty XxamuyH abaausT Oy3ypr act, 3epo OHpO OF03 Ba aH4YOM HecT. Ty oH capyaniMan
(ait30axmy merpy HUIIOTH, KU a3 OH Xap jax3a MaBye a3 Iacu MaB4YM AUrap OepyH METapoBamy.

Ocopu Xodus 6a I'é€re Tapcupu Oy3ypr paconna. Bakre ku cyxan map 6opan makomu Xohus Ba ['€te
Jap TaMaJayHU YaxOH MepaBaj, €apac KaplaH 3apyp acT, KM Aap TaMOMH YaXOH KOH(QPOHCXO, MHU3XOU
My/IaBBap Ba CeMHUHApX0 Oaxmuna 6a WH Iy HOOWFa ry3apOHH/Ia MEIIaBaH/I.

Comu 2005 map Aduna koHppoHC Oaxmuma 6a Xodus Ba ['ére Oaprysop ramr. Moxu ampenu Conu
2010 60 xapopu FOHECKO aap Mapoxkari garniapopa 6axmuza 6a 200 conaruu 4o myaanu "JleBonu rapoii-
mapki"-u ['ére Gapryzop rapaun. [Ipesunentu coobukn Yymxypun Ucnomun Opon Myxamman XoTtamid Ba
pesunenty deneponii Moxauuec Pay map ur. Beiimap comu 2006 BOXypAaH/, TO Ki Jap GOpau Ty30MITaHH
My4accamau UH ay HoOura - Xodus Ba ['€re rydrymynua kynana. Jap reatpu onepau Beiimap 156 ra 3amMmuH
4yJ0, a3 CaHTH XOpo NIy Kypcél HacO Ba 03MyH Oapow OexTapHH MydaccaMa dBJIO0H Kapia mryn. Jlap 3epu
MydJaccama YyHWH HaBHINTadoT xacT: "M4o3at nuxen, nap pyxusiu Xodus Ba ['€re cyxdar kyHem".

Own 4M3 xene mypap3uil acT, ki 0a uH gy HoOurau Illapky Fap0 TaBauyyxm xoca 30XUp Kapaa IIyn.
Marap uH MyKoiIaMau Iy TaMaayH aap uotumoun acpu 21 vect? Llosin atpu TacXMpKyHaHAaW Fa3allXod
Xohu3s gap IuiIxou aapynouéH Kop Kapj, ku 0a uH ny HoOura - Xodus Ba ['ére apyry3opi KyHaH[I.

[Hounp Mymoxuaaxou Xyapo 00 cyxaHOHHU cy(dran Xanki, 00 TaupuOan aHAYXTau MapayM MyKosca
Hamyna, roxe O0a mudonorusu tabpuxuBy ad)CoHaBH pPy3 Meopan. XyOTapy Xyumirap a3 xama MyBaddak
Merap/aa, Ki MyCOXHO aHIemaxosmpo MyIaxxac 9Xcoc Hamyaa, dancadan MakTabu axJIOKUAIIPO 00 aKTy
(apocatu xem napéoda.

Xobhuz map xap Faszajan K ojlaM MabHHPO 00 MaKcaau XyJIKy XyHU XaMua OMy30HHIAHU YMyM, 0a
POXY HEKHWBY HAKYKOPH XUAOAT JOUITAHA MapAyM Ba Jap abMOKH XOTHPax0 HUIIOHHIAHHU Ty()TOPH HEKY
padTopu HEKy MUHAOPH HEK UpoaBy M(oaa HAMYTaacT.

Bemyx000, xap 0aiTy Fa3aau HiypaHresy AuiioBe3n Xoda Xodwu3 00 SroH maHmy aHiap3u MapayMi,
aHjeman xakumy (aiinacyde Homi Ba dapMmyaan cyaMaHau (ypKOHHIO HaOaBi XxamOacTaBy XaMCaHIy
XaMpaaudy XxaMmMapoMy XaMMabHOCT, KM YyHUH CU(OT ahKOpy aHTOPH paXHAMOH IIIOMPH MAJIaKyTUPO Oapon
daxMy mapkd Tygaxo Mycouay MyBoduKTap Ba ImdoOaxiiny gaBorapd aMpo3u Kaji0y pyXOIIOoH
rapJ0HHU/AacCT.

Bexyaa Xyau moup STUMOA0aXIIIOHA XYIIAOP HAMEINXa, K

Lugo 3u eyipmau warxkapguuwonu Xoghus yyii,

Ku yoyamam 6a unoyu 2yno6y xano ma6oo!

Bane, mespu Xo(hu3n MUPUHATO UMPY3 XaM OCXUH TapOHAW WY PYIIAHTAPHH YapOFH Maxo(Hin
MocT. Ba 6a XOTHpHM OCOHHM MYIIKHIH XABOAOPOHHM MyTaa[iHMIAM KaJlOMH HepyOaxIly XWIOsTrapar
MyHTaxabM X03MppO TENIKAIIAIIOH HaMyZa, JaBjiaTH XaMCcyX0aThd HOOWFaW TaMOMHM IaBpy 3aMOHXO Ba
MYJIKY MAKOHXOPO 0aposIIIOH Cabay MycMap MeXoxaJ Ba 6a KaBlu Xy/IH [IOUP OUTyeM:

SCIENTIFIC REPORTS OF BUKHARA STATE UNIVERSITY 2025/5 (122) 127



LITERARY CRITICISM

Hacuxam 2yw kyn, k-un oyp baco bex
A3 un easxap, ku oap canyuuiu oopit!
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IPUPOJIA 1 CUMBOJIN3M: KAK XAPIU UCITIOJIB3YET IPUPOTHBI MHP B TECC
N3 POJA I’3PBEPBUJIJIEN»

Temupoea /lunopom Kaiiumosna,

npenodasamenbHUYa Kageopuvl pyccKo2o A3vlKa U TUmMepamypbl

Gakyremema UHOCMPAHHBIX A3bIKO8 YHUGEpCUmMema SKOHOMUKU U NeOda202UKU.
f.talibovna92@gmail.com

Annomauusa. B oannou cmamve paccmampugaemes poib npupoosl U CUMeoausma 6 pomane Tecc uz
pooa 0’Opbepsunnei Tomaca Xapou. Asmop ananusupyem, Kax npupoouvie 00pazvl UCNOAb3VIOMCSA OJis
nepeoayu GHYMPEHHUX NePe’CUBAHULl 2epOUHU U NOOYepKUBAHUs meM damanusma, COYUanrbHouU
HeCcnpageoIusocmu U MOpaibHo2o 8vlbopa. B pabome nposooumcs cpagnumenvuviil aHAIU3 PA3IULHBIX
n00X0008 JUMEepamyposedos K UHMEePnpemayuu CUMBOIUKYU NPpUpoobl, a maxdxice npeocmasisemcs
aBmMopcKull 832710 HA Xy0oxcecmeeHHble cpedcmed, npumensemole Xapou. Ocoboe sHUMauue yoensemcs
83aUMOOEUCMBUI0 NPUPOObL C COYUATLHBIMU U DULOCOPCKUMU ACNeKMamu NPou3sedenus, 4mo no3eosem
2nyboice NOHAMb Polb neusaicell U NPUPOOHbIX AeleHull 8 cmpykmype pomana. Hccieoosanue ocHosano Ha
pabomax 8e0yujux Kpumuko8 u Iumepamyposeoos, a maxdice Ha 0emaibHoM pazdoope Kio4esbix dNU30008
npou38e0eHus.

Knioueswie cnoga: IIpupooa, cumseonusm, coyuanvhas necnpageoausocmn, pamanusm, Tomac Xapou,
memaghopa,  xyoodcecmeenHvie Ccpeocmeq, IMOYuu, Nneuzagxic, MOpanrbHulll  8blbop,  punocous,
JumepamypogeoeHue, UHMepnpemayus.

NATURE AND SYMBOLISM: HARDIEN'S SKILLS IN USING THE NATURAL WORLD IN
TESS OF THE D'URBERVILLES

Abstract. This article examines the role of nature and symbolism in Thomas Hardy’s novel Tess of the
d’Urbervilles. The author analyzes how natural imagery is used to convey the heroine’s inner struggles and
to emphasize themes of fatalism, social injustice, and moral choice. The study provides a comparative analysis
of various literary scholars’ approaches to interpreting nature’s symbolism, as well as an original perspective
on Hardy’s artistic techniques. Special attention is given to the interaction between nature and the novel’s
social and philosophical aspects, allowing for a deeper understanding of the role of landscapes and natural
phenomena in the structure of the novel. The research is based on the works of leading critics and literary
scholars, as well as a detailed analysis of key episodes of the novel.

Keywords: nature, symbolism, social injustice, fatalism, Thomas Hardy, metaphor, artistic techniques,
emotions, landscape, moral choice, philosophy, literary studies, interpretation.

TABIAT VA SIMBOLIZM: HARDINING D'URBERVILLIY TESSDA TABIlY DUNYODAN
FOYDALANISH MAHORATI

Annotatsiya. Ushbu maqolada Tomas Hardining Tess of the d’Urbervilles romanida tabiat va
ramziylikning o ‘rni o ‘rganiladi. Muallif tabiiy tasvirlarning gahramon ichki kurashlarini ifodalash va fojialik,
ijtimoiy adolatsizlik hamda axlogiy tanlov kabi mavzularni ta’kidlash uchun qanday ishlatilganini tahlil giladi.
Tadgigot turli adabiyotshunoslarning tabiat ramziyligini talgin qilishga bo ‘Igan yondashuvlarini tagqoslab
o ‘rganadi, shuningdek, Hardining badiiy uslublariga oid original qarashlarni taklif etadi. Tadgiqotda tabiat
va romaning ijtimoiy hamda falsafiy jihatlari o ‘rtasidagi o zaro aloqaga alohida e’tibor qaratilib, manzaralar
Va tabiiy hodisalarning roman tuzilishidagi o ‘rni chuqurroq tushunishga yordam beradi. Ushbu ish yetakchi
tangidchilar va adabiyotshunoslarning asarlariga hamda romaning asosiy epizodlari tahliliga asoslanadi.

Kalit so‘zlar: tabiat, ramziylik, ijtimoiy adolatsizlik, fojialik, Tomas Hardi, metafora, badiiy uslublar,
his-tuyg ‘ular, manzara, axlogiy tanlov, falsafa, adabiyotshunoslik, talgin.

BBenenne. Poman Tecc uz poda 0°Opbepsunneri Tomaca Xapaw SBISICTCS SIPKEM TPUMEPOM
AHTIMKACKOTO HATypalu3Ma U coluanbHoi kputhku. LlentpansHas repounsi, Tecc apOeiidunn, crankupaercs
C CYpOBBIMHM peaJHsIMU BUKTOPUAHCKOI'O OOILECTBA, € IPEApPacCylKH, KJIACCOBOE HEPAaBEHCTBO H
HECIpaBeUIMBOCTh (GOPMUPYIOT €€ Tparndeckyro cynp0y. BaxkHylo poiib B pacKpbhITUM 3THX TE€M HUIpaeT
MpUPOAa, KOTOpas HE MPOCTO CIYKUT (JOHOM, HO CTAaHOBUTCS AKTHBHBIM YYaCTHHKOM ITIOBECTBOBAHHUSI.
[Tpupoanbie 00pa3bl, CMEHA CE30HOB U OIMCaHKE JIaHAMAPTOB IIOMOTAIOT IIepeaTh BHyTpeHHUH Mup Tecc,
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e€ PMOIMM M >KM3HEHHBIC mnepurieTud. Llens naHHOW cTaTbu — HCCIEAOBaTh, KakuM oOpa3zoM Xapiu
UCIONB3YeT MNPUPOAY KaK CpPEACTBO XYHOXKECTBEHHOM BBIPA3UTENBHOCTH M CHMBOJIM3MA, a TaKXKe
MPOaHaIM3UPOBATh, KaK Pa3IUUHBIC JINTEPATYPOBEIbl HHTEPIIPETUPYIOT 3Ty OCOOEHHOCTh €ro TBOpUeCcTBa. B
pabote paccMaTpuBalOTCS TPYIObl BEOYIIMX HCCIEAOBaTeNiel W TMPOBOIUTCS COOCTBEHHBIH —aHAU3
XYZA0KECTBEHHBIX IPHEMOB, HCII0JIb30BAHHBIX aBTOPOM.

OnHOM U3 KIIIOUEBBIX TEM, ITOJHUMAEMBIX XapAWd B POMaHe, ABISAETCS KOH(PIMKT MEXAY MPUPOAOH U
uuBunu3anuei. [lpupona B Tecc uz pooa 0’ Opbepsuieli He TOIBKO CIYKHUT CUMBOJIOM H3HH U CMEPTH, HO
U BBIABIISIET IPOTHBOPEUHS MEXKYy €CTECTBEHHBIM COCTOSIHUEM UYEJIOBEKAa M MCKYCCTBEHHBIMU COLIMAILHBIMU
cTpykTrypamu. Takum oOpasom, ob6pa3 Tecc, kak CHMBON >XHBOW NPUPOABI, MPOTHBOIIOCTABIISIETCS
MEXaHU3UPOBAHHOMY MUPY WHAYCTPHAIM3ALUH, OJUIETBOPSIEMOMY TOPOJOM H OOIIECTBOM.

IlepBas BcTpeua Tecc ¢ mpuponmoil, omucaHHas B CIeHE €€ MYyTEIIeCTBUA B JEPEBHIO, SBISAETCA
3HAYMMBIM MOMEHTOM B KOHTEKCTe (uiocodun Xapau. B 3Tom snn3one, repouHs OKa3bIBaeTCs B OKPYKEHUH
TyMaHHOTO Jeca, rae e€ cynpba kak Obl HEOTBPAaTHMO IIE€pEIIeTaeTCs C NMPUPOAHBIMHM cuiaMu. Tymas,
CHUMBOJIU3UPYIOLIUIl HEONpPEeNeNeHHOCTh U CMYTHBIE TepeXHuBaHMs Tecc, SABISETCS IMPEeIBECTHUKOM €&
JalbHEHIINX CTpaJaHul.

Kpome TOro, mpupona ciyXHUT OTpakeHHEM MOpPaJbHBIX W 3MOLMOHAJIBHBIX M3MEHEHUI T€pOHMHU.
Hanpumep, spkue oceHHue Nei3aKu B MOMEHT e€ pacctaBanus ¢ DiiMoHOM [ DpOepBriuieM moa4epKuBatOT
YyBCTBO YTpaThl U pa3zodyapoBaHus. OCeHb, KaK BpeMsl YMHUpaHHs U U3MEHEHHH, MeTaQOPHUYECKH TMepeaacT
MIOCTETIEHHOE pa3pyllIeHne HanBHOM U yncToil aymm Tecc, e€ yTpaTy HEBHHHOCTH W OIIyIIeHHE (aTaabHON
HEN30€KHOCTH.

Hnst Xapay npupoia CIIy>KUT He TOJNBKO (HOHOM 7Sl COOBITHIA, HO ¥ aKTHBHBIM 3JIEMEHTOM, KOTOPBIH
B3aMMOJCHCTBYET C MEPCOHAXaMH, BIMAET HAa MX CyAbOBl M PACKPBIBACT UX BHYTPEHHHH MHp. BakHbIM
acIeKTOM SIBIISIETCS TO, YTO HPUPOAA B INPOU3BEACHUHM INPEACTABISCT COOOM HE MPOCTO «IeH3ax», a
MIOJIHOLIEHHOT'0 YYaCTHUKA, KOTOPBIA MPUHUMAET y4acTHE B ApaMe reposi, oIpeAesseT e€ X0 U MOCIEICTBUS.

HccnenoBarenu, ananu3upyst posib NPUPOIBI B POMaHe, IPUXOAAT K BBIBOAY, YTO XapAX UCHOJIb3YET
IPUPOAHBIE 00pa3bl HE TOJBKO ISl CO3JAHMS XUBONMCHBIX CIEH, HO M JUISI TOrO, 4TOOBI BBIPA3UThH
¢dunocodcekue uaen o ¢paraiu3me, COIUAIbHON HeCpaBeUIMBOCTH 1 Mopainu. [Ipuposa B poMaHe CITyKUT
KITIOYOM K TOHMMaHHI0 MHOTOTPaHHOCTH Y€JIOBEUECKOH CYIb0bI, KOTOPAast, HECMOTPSI HA BCE YCHIJIHS TEPOHHH,
OKa3bIBACTCs TIOABEPIKEHHOM 00CTOSATENECTBAM, HAXOAAIMMCS BHE €€ KOHTPOJIS.

B 3akimoueHre MOKHO yTBEPIKIaTh, YTO IIPUPOIa B poMane Tecc uz poda 0 Opbepsuinieli BBIOIHSICT
HeckoNbko (yHKIMHA. OHa HE TOJNBKO CIY)KUT (POHOM JJIsl pa3BUTHS COOBITHH, HO M SIBISIETCS Ba)KHBIM
CHUMBOJIOM, 4e€pe3 KOTOPBII PAaCKPBIBAIOTCS TEMBI COLIMAIBHOIO HEPABEHCTBA, (arajm3Ma W BHYTPEHHEH
00prOBI TepowHH. Yepe3 00pas3pl Mpupoabl Xapau JenaeT TIIyOOKHHd COIUANBHBIN W Qrutocodckuit
KOMMEHTapuii, MOJYEepPKHBas HEU30EKHOCTh CyIpObl M HEU3MEHHOCTh KJIACCOBBIX pa3luuuii B
BUKTOpPHAHCKOM 001ecTBe. TakuM 00pa3oM, MPOU3BEICHUE OCTAETCS aKTyaIbHBIM U 3HAUMMBIM, TIpeiaras
YUTATEIISIM [TOBOA JUISl Pa3MBILITICHUH O IPUPOJIE YEJIOBEUECKOH CyIbOBI M 00IIECTBa.

AHanu3 autepatypbl. Ponb npupoasl B pomanax Xap/u akTUBHO 00CYKAaeTcs IMTepaTypoBeJaMH.
OnHu ncciieioBaTeNy BUAAT B Hell oTpaxkeHne (atanusma, Apyrue — CAMBOJ YUCTOTHI, TPETHH — HHCTPYMEHT
JUIS CO3JJaHMsl KOHTPAcTa MEXIy YeJOBEKOM U OKPYXamolMM MUpoM. PaccMoTpum HamOosee 3HauMMble
TPYABI 110 JAHHOU TeMe:

Jxeiimc Xeiia (Heale, 2015) yTBepkaer, 4To MpUpojia B pOMaHe MOTYEPKUBACT (aTaluCTHISCKUH
B3I Xapu Ha ku3Hb. OH MOIPOOHO aHATM3UPYET CLEHBI, I/1€ IPUPOIHBIE SIBICHUS (JIUBHH, OypH, X0JI0.)
HE TOJIKO COMPOBOKAAIOT, HO M MPEABELIAIOT BaXKHBIE COOBITHA B cyabp0e Tecc, TeM caMbIM MOTYEpPKUBaAst €€
0eCroMOIITHOCTh Tepe]; O0CTOsATeNbCTBaMU. XeWn OTMedaeT, 4TO aTMoc(epHbIe YCIOBHUS CITyXKat
CUMBOJIMYECKHM (DOHOM €€ CTpaJaHMii, CO3/1aBasi OUIYIIIEHHE TOTO, YTO BHEUIHHE CHIIBI IEHCTBYIOT IIPOTHB
He€. Hammpumep, criena, B Kotopoit Tecc BbIHYXI€Ha UATH [IOJ1 TPOJIMBHBIM JOXKIEM MOCIIEe U3THAHUS U3 I0Ma,
CTAaHOBUTCSI HATJISTHBIM BBIp@KEHHEM €€ OTYasHHS W OUIYIIeHWS IOJHOM yTparbl Hamexnabl. [logoOHbie
SIM30/IbI, IO MHEHHUIO Xeiia, TeMOHCTPUPYIOT KIIFOYeBOM MOTHB POMaHa — HEM30EKHOCTh TParm4ecKon
CyIbOBI, OT KOTOPOH IreporHs He MOXKeT yOekaTh, KAKMM Obl CHJIbHBIM HU OBbUIO €€ jKelaHue IPOTHBOCTOSTD
00CTOSITENILCTBAM.

Posmapu Camuep (Sumner, 2010) cuuTaer, yTO TpHpoOJa B POMaHE CHMBOJU3HPYET UHCTOTY,
HEBHUHHOCTb M €CTECTBEHHYIO TAPMOHUIO, 0COOEHHO B CLIEHAX, IPOUCXOSIINX B celbckoil MecTHOCTH. [1o e€
MHeHHI0, Tecc Hanboyiee cUacTIvBa, KOT/Ia HAXOAUTCA B €AMHCTBE C MPUPOIOH, HAIPUMEDP, BO BpeMs e
XKHU3HU Ha MOJIOUHOH (epMe, ITie OKpYXKarolasi Cpefia KakeTcs paiickuM yOexXHIEeM OT KECTOKOIo MHpa
mozei. Oqnako CaMHep Takxe MOJ4EPKUBAET, YTO IaXKE B €CTECTBEHHOM CpeZie YETIOBEK HE 3aCTPaxoBaH OT
Tpareinu, OCKOJBbKY OOIIECTBEHHBIE HOPMBI U MOpPAJIbHBIE MPeayOe:KACHUS MPOIODKAIOT BO3JCHCTBOBATh
Ha cyap0y Tecc. ABTOp yaemser ocod0oe BHUMaHUE CHMBOJIMKE OTICIBHBIX PACTEHWH, TaKUX Kak Oeibie
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LBETHI, KOTOPBIE ACCOLIMMPYIOTCA C IEBCTBEHHOCTHIO TEPOUHH, U YBAAAIOIINE JIUCThSI, CHMBOJIN3HPYIOLIHUE €€
norepro HeBUHHOCTH. CaMHep JienaeT BBIBOJ, YTO MPUPOJa B poMaHe Xapau SABISETCS He IpocTo (GpoHOM, a
AKTHUBHBIM YYaCTHHKOM IIOBECTBOBAHHS, CIIOCOOCTBYIOLUIMM PACKPBITHIO BHYTPEHHETO MHpa TEPOMHU U
YCUJICHHUIO IpaMaTHyeckoro 3 gekra.

Iloa Tepuep (Turner, 2005) nccienyer TBOHNCTBEHHYIO POJIb MIPUPOILI B POMaHe, yTBEPIKIasi, 4TO OHA
OJHOBPEMEHHO 3alIMIIaeT U OCyXAaeT repouHio. OH OTMEYaeT, YTO COJHEYHbIE M LBETYyILIHE IEeH3aXH
COIPOBOXKIAIOT CLIEHBI PaJIOCTH M HA/IeKIbl, CO3/1aBasi HILUTIO3HIO OE30MaCHOCTH, B TO BpeMsl Kak OypH, TPO3bI
W MpaK YCWJIMBAIOT OLIyIIEHHE Tpareaud M MpeaonpeaeinéHHocTH cyanOel. TepHep paccmarpuBaeT
LIUKIMYHOCTD IPUPOIHBIX SIBICHUN U UX CBA3b € CyAb00H Tecc: BecHa CUMBOJIM3UPYET €€ FOHOCTh M HaASK b
Ha Oynymiee, 1eTo — e€ KOPOTKOE CcYacThe, OCEHb — IIOCTENEHHOE pa3pyllicHUe e€ KU3HM, a 3uMa —
OKOHYATENBbHYIO TpareJuio. JTOT CE30HHBIA LUK, [0 MHEHHUIO MCCIEeNOBaTeNs, MOTJYEPKUBACT (haTamu3m,
3aJI0KCHHBIN B IPOM3BEICHNH, U IIOKA3bIBAET, YTO XKU3HB Tecc MoqunHeHa HeNn30e)KHOMY X0y BPEMEHH, TaK
e KaK [IPUpoAa NOAYMHEHA CBOMM BEYHBIM 3aKOHAM.

Tomac Paiit (Wright, 2012) uccnenyer konuenimio "0e3pazanyHoi mpupoasl" B pomanax Xapan. Ox
YTBEp)KIAET, YTO NMPHUPOJA B MPOU3BEACHUU HE SBISIETCS MOPAJbHON CHJIONW M HE BMEIIHMBACTCA B CYIbOBI
TMOJel, TeHCTBYS HE3aBUCHMO OT YEJIOBEUECKUX MEepeKUBaHNN. ITO 0COOEHHO 3aMETHO B CIieHaX, rae Tecc
CTAJIKUBAETCA C YKECTOKUMH HCIIBITAHUSAMHU, HO OKPYXKAIOIIMK MUpP IIPOJOJDKAET CYLIECTBOBATH B CBOEM
€CTECTBEHHOM pUTMe, He 3ameuas e€ cTpaganuil. Hanpumep, Bo BpeMs e€ TsokEI0i paboThI Ha MOJISX, I/Ie OHA
HCTOIIEHA U IOBEJCHA JI0 OTYASIHUS, IPUPOJIA OCTACTCSl PABHOLYLIHOM: COJIHIE MPOJOJKAET CBETUTh, TPaBa
PacTéT, NTHULBI TIOKOT, CJIOBHO HUYETO TPArM4e€CKOro He IMPOUCXOAUT. PalT Moq4E€pKUBAET, YTO 3TOT MPUEM
yCUJIMBAET JpamMaTndeckuil d(QeKT, Tak Kak MOoKa3bIBaeT, yTo Tecc GOpeTcs He TOJIBKO C COLUAIbHBIMU
npeapaccyaKaMu, HO U C paBHOLYIIHON BCEIEHHOM, KOTOpask HE Mpejaract €l crnaceHus..

Xesien bapuc (Barnes, 2018) paccmaTpuBaeT BIUSHHE BUKTOPHAHCKOTO (aTaan3Ma Ha BOCTIPUSATHE
npupoasl B TBopuecTBe Xapau. OHa MPHUXOAWUT K BBIBOAY, YTO mpupoaa B Tecc uz pooa 0 ’Opbepsunneti
OJTHOBPEMEHHO SIBJISIETCS. ICTOUHUKOM YTEUIEHUS U pa3pylIUTEIbHOU cuiioil. bapHc ormeuaet, yto Xapau
UCTONB3YyeT NPUPOAHBIE 00pa3bl Ul CO3MAaHUSl HANpsHKEHHOTO KOHTpAacTa: ¢ OAHOM CTOPOHBI, MPHpoJa
npeacTaBisieT coboil mammumaeckoe yoexuie, rae Tecc yyBcTByeT ceOst cBOOOTHOW M CHYACTIMBOM, a C
IprrOfI — OHa CTaHOBUTCS HEMBIM CBUJACTCICEM eé Tparéanuu, HE CIIOCOOHBIM mpeaAoOTBpPaTUTh eé CTpagaHus.
HccnenoBarenbHuna Takxke paccMaTpuBaeT (MIOCOQCKUM IMOATEKCT pOMaHa, CBs3bIBas H300pa)KeHUE
MPUPOABI C BUKTOPHAHCKON KOHIIETIIHEH HEM30€KHOCTH CYIH0bI H YEIOBEUECKOTO OECCHITUS TIepe]l CUIIaMU
cyap0bl. B 3TOM KOHTEKCTE MpHpoja OKa3bIBAETCS HE TOJNBKO 3CTETHYECKUM DJIEMEHTOM, HO M Ba)KHBIM
CHUMBOJINYECKUM MEXaHU3MOM, C IOMOIIbIO KOTOPOTo Xapau MepeaaéT UeHTPaJIbHbIE HIEH TPOU3BEICHHS.

Takum 00pa3oM, MOKHO BBIIECIUTH HECKOJIBKO IMOJXOJOB K HMHTEPIpPETalUd MPUPOABI B POMAHE:
(haTanusm, YMCTOTA, IBONCTBEHHOCTD, O€3pa3iinune U MKIUYHOCTh. B TaHHOM CTaThe pacCMaTpPHUBAIOTCS BCE
3TH aCIIEKTHI C OTIOPOI Ha TEKCT pOMaHa U JINTepaTypPOBETIECKHIE NCCIIEOBAHNS.

MeToasbl M pe3yabTaThl HcciaeaoBaHus. VccnenoBanue, MpoBeIeHHOE ¢ MCIIOIb30BAaHUEM METO/I0B
TEKCTOBOTO aHAJIN3a, CPABHUTEIHFHOTO aHaJIN3a U CUMBOJIMYECKOT0 aHAJIN3a, HANPABJIEHO HA M3YYE€HUE POJIH
npupoibl B pomane Tomaca Xapau "Tacc u3 poxa n'Dpo6epsuiieii”. Ilpupoga B 3TOM NPOM3BEACHUN HE
SIBIISIETCS TPOCTO (DOHOM, @ UTPAET BaXKHYIO CUMBOJIMYECKYIO POJIb, OTpa)kasi BHyTPEHHEE COCTOSIHUE T€POMHH,
a TakKe CIyKUT MeTadopol Ui GaTani3Ma 1 COLUaIbHON HeclipaBeNTIUBOCTH. B Xone nccienoBanus Oblin
paccMOTpEeHBI KIIFOYEBBIE CLIEHBI POMaHa, B KOTOPBIX IIPUPOJa UIPAET LEHTPAIBHYIO POJIb, U IIPOBEIEH UX
JeTanbHBI pa30op. Pe3ynbraTel aHamu3a MO3BOJISIIOT BBIACIUTH HECKOJIBKO OCHOBHBIX 3aKOHOMEPHOCTEMH, B
KOTOPBIX MPUPOAA CITYKUT BaXKHBIM HHCTPYMEHTOM JJIsl BBIDAXKEHUS UJIEH, 3aJI0)KEHHBIX B IPOU3BEICHUH.

1. Smoyuonanvnoe cocmosanue Tecc uepes npupody (75%)

B 75% cirydaeB npupoaa B poMaHe HanmpsAMyIo OTpakaeT 3MOIoHanbHOe cocTtosiHue Tece. Hampumep,
B T€X MOMEHTAaxX, KOT/Ia TEPOMHS NMEPEKNBAET CUACThE, OMMCAHUS MPUPOJBI HAMIOJHEHBI TEMJIOM, CBETOM U
SPKAMH KpackamMH. JTO BHIHO B CII€HaX, KOTJA OHA HACIaXKIaeTCs CBOOOIOW WM TIEPEKHUBAET MOMEHTHI
pazocTH, Takue Kak e€ mepBeie BcTpedu ¢ AHrenom. B 1o ke Bpemst, koraa Tecc craakuBaeTcs ¢ TPYAHOCTIMHI
WM TIEPEKUBAET TPArM4eCKHME€ MOMEHTBI CBOEH >KHM3HH, OIMCAHMs MPHUPOJBI CTAaHOBATCSA XOJIOAHBIMH,
MpayHbIMH M YTHETAIOUIUMH. DTOT KOHTPACT MEKIY BHYTPEHHUM COCTOSTHEM I€pOMHU M BHEIIHUM MHPOM
MPUPOJIBI CIYKUT BaXKHBIM CPEJICTBOM YCHIICHHUSI SMOIIMH U CO3JIaHHS aTMOC(EpHI.

2. Ilpupooa xax hamanucmuuecxas cura (60%)

B 60% cuen npupoaa ASWCTBYET Kak (aTandcTHyecKas cuia, KoTopas HoAu€pKuBacT Hen30eKHOCTh
Tparndeckoil cyapObl reponHd. OHa 9acTO MPENCTABIACTCA KaK HEYTO HEYMOJHMMOE, YTO HE MOXKET OBITH
n3MeHeHo. OcoOeHHO 3TO NMPOABILETCS B CLieHaX, Iie Tecc cTalIkuBaeTCs ¢ COLUaIbHOM HeCTIPaBeUInBOCThI0
WIH TParudyecKUMU OOCTOSTENbCTBAMH, TaKUMH Kak €€ oTHomeHus ¢ AHrenoM KidpoM nnmu MOMEHTEI,
CBsI3aHHBIE ¢ €€ THKENBIM TOJIOKeHHeM B obmectBe. [Ipuponma B 3THX 3MU304aX BBITVISIUT KaK CHMBOJ
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BHEIIHMX CHJI, KOTOPHIE HE INOJABJIACTHBI YEJIIOBEKY M CTAHOBSTCA Ba)KHOM YaCThIO TPAarMyecKoro NajeHus
Tecc.

3. lIpupoousvie 0Opazvl Kax KOHMPACH MeNHCOY YUCMOMOU U COYUATLHOU Hecnpagedausocmuio (40%,)

B 40% cmyuaeB mpupoaHbie 00pa3bl HCHOJIB3YIOTCS UIS CO3IaHHsI KOHTpacTa MEXAy BHYTPEHHEH
yucToTol Tecc u conuanbHON HECTIpaBeJIMBOCThIO, C KOTOPOM OHA cTaikuBaeTca. Hanmpumep, B clieHax, e
IepOUHS OKa3bIBACTCSI B CUTYallUM YHIDKCHMSA WIM CTpaxa, NPUpoJa 4acTo M300pakaeTcs Kak 4ducTas U
HETpPEJIOKHAsl, B OTIMYHE OT KECTOKOrO M HEYEJIOBEYHOTO MHUPA, B KOTOPOM OHa KUBET. Takum oOpaszom,
MpUPOAa CTAaHOBHUTCS CBOETO pojaa MeTaopoil sl HEBUHOBHOCTH Tecc, MPOTHBOIMOCTAaBICHHON o€
CTpalaHusIM, IPUYNHEHHBIM COLILYMOM U €r0 MOPAJIbHBIMH YCTOSIMH.

BriBonibl 1 3HaueHue uccnenoBanud. Ha ocHOBaHMM MpPOBEAEHHOTO aHaIM3a MOXKHO CHIENaTh BBIBOJ,
YTO NpPUPOJAa B pOMaHE SBISAETCS BaKHBIM HMHCTPYMEHTOM, C IOMOILIBIO KOTOpPOro XapIu pPacKpbIBaeT
OCHOBHBIE HJeu npousBeacHus. OHa HE TOJIBKO YCHJIMBAET SMOLMOHAIBHYIO OKPACKY CIIEH, HO U CIIY>KUT
CUMBOJIOM (aTanu3Ma, a TaKXKe CpPEeICTBAMU KOHTPACTUPOBAHMS HPABCTBEHHOM YHCTOTBHI U YKECTOKOCTH
oOmiecTBa. BnusiHue mpupoabl Ha pa3BUTHE CloXeTa W 00pa3oB repoeB, ocobeHHo Tecc, moguepkuBaeT
¢unocodckyro TIyOHHY MPOU3BENEHUS U CIIOCOOCTBYET 0OJIe€ TMOTHOMY BOCTIPHATHIO TparelIud TePOHH.
HccnenoBanue Takke MOKa3bIBACT, KaK XapAy HCIOIb3YET NPUPOAY AJIS BEICTPAUBAHMS CIOXKHOM CHCTEMbI
CHMBOJIOB, KOTOPBIE TOMOTAIOT YIIyOHTh MOHMMAaHWE TParuvyecKoro KOHTEKCTa pOMaHa M KH3HEHHBIX
ucnsiTanuii Tecc.

3akawuenue. Takum oOpazom, mpupoma B Tecc u3z poda 0’Opbepsuinieli BBHIIONHAET HE TPOCTO
JICKOPATUBHYIO (DYHKIIMIO, 2 CTAHOBUTCS MOIIIHBIM MHCTPYMEHTOM Tepeaadyu uaei u smormid. Tomac Xapau
MAaCTEPCKH HCIIOJIb3YeT TPHUPOJHBIE 00pa3bl sl BhIPOKEHHS TIYOMHHBIX TEM, TaKUX Kak (araiusm,
conpanbHasi HECIPaBeUIMBOCTh U MOPAJBHBIN BBIOOP. B3ammoseiicTBre IIIaBHOI TepOMHH C OKPYKArOIIeH
Cpenoil moIYepKUBaeT e€ BHYTPEHHHE EPEKUBAHUS U CIYKHUT BaKHBIM 3JIEMEHTOM [TOBECTBOBAHHUSL.

PaznuuHble nUTEpaTypoOBEIUECKUE MOAXOABI MOATBEPKIAIOT, YTO NMPHPOJA B POMAHE MOXKET OBITh
HMHTEPIPETHPOBaHA MO-Pa3sHOMY: KaK OoTpaxeHue cyap0bl Tecc, CHMBOI €€ YHCTOTHI WK e JBONWCTBEHHBII
3JIEMEHT, KOTOPbII OAHOBPEMEHHO 3allMInaeT u ocyxzaaer e€. [leii3axku B poMaHe HE TOJIBKO CO3AAOT
aTMocdepy, HO H UTPaIOT POJib AKTUBHOT'O YYaCTHHKA COOBITHIA, TIpe/iBElIasl KIIFOUeBbIE MOMEHTBI 1 BIIHSS Ha
pa3BUTHE CIOXKETA.

Kpome TOro, wncnosnp3oBaHHe MPHUPOAHBIX OOpPa30B B MPOU3BEACHUH J€NaeT €ro O0coOEHHO
BBIPA3UTEIbHBIM M MHOTOTPaHHBIM. McciemoBaTenn 0TMeUaroT, uto npupoaa B Tecc uz pooa 0 " Dpbepsunneii
npeacTaBisier coboit HeuTo Oonbliee, YeM MpocTo (GOH JUIS MPOUCXOASIINX COOBITUH — OHAa CTaHOBHTCS
CHUMBOJIMYECKUM SI3BIKOM, Yepe3 KOTOPbIH Xapau nepenact cioxHble Guiocodckue uaeu.

JlaHHBI aHaNIWM3 TOKA3bIBAE€T, YTO POMaH OCTAETCsl AaKTyalbHbIM M Mpeajaraer OoraTblil ILUIacT
CHUMBOJIMKH, TNTyOOKO# NICHXOJIOTHYEeCKOi MpopaboTKK M COIMAIbHBIX pa3MbllIlIeHui. MccnenqoBanue 3Toro
MPOM3BENICHUS C TOYKH 3PEHHs MPUPOTHBIX 00pa30B MO3BOJSET IIIyOXKe MOHSITh aBTOPCKOE MAacCTepCTBO U
BKJIaJl XapAy B MUPOBYIO JJUTEPATypy. DTO ewé pa3 HOATBEPIKAAET, uTo Tecc uz pooa 0’Apbepsunneli — He
MPOCTO Tparuyeckas HCTOpUA OJIHOM TEepOMHH, a CIO0XHOE, MHOTOCIOWHOE IpOM3BEAEHHE, KOTOpOe
MIPOJI0JDKAET BAOXHOBIIATH M BBI3BIBATH MHTEPEC Y UMTATENEH U UCClieZioBaTeNel Ha MPOTSKEHHH BEKOB.
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NHBUKOCHU TABPUX JIAP AIOPU ACAJI T'YJI30JIAU BYXOPON

boitmypoooe bexpys Kyopam3zooa,

Lonuwyyu daxwu caggymu oonuwzoxu oagnamuu byxopo
(V3bexucmon,)

behruzboymurodov777@gmail.com

Anamamcun. Maviymom oap 6opau you masaniyou aoub. Myxmacap dap 6opau poxu 3uHOa20HUU
woup. Poxu wevp nasuwuu y. /lap 6opau wonu xumodbxou byxopou. Davorusmu xopuu y. Mazmyn ea
MyHOapuyau awvopu woup. Tavcupu mavpux oap 3yoouému on. Myxumu aoabu on. Bacgu 30020x, Taceupu
waxpu Kaoumau byxopo oap wewvpu on. Tacsupu dysozoax oaspozau bByxopo oap wevp aoub. Hakw ea
HYy3U XyHapmanou oap socoouému woup. Maskeu Manopau xanon dap wevpu aoub. Mawxypuu madpacau
Mupu Apab oap wewvpu Byxopoi. ba nasm kawudanu maxoapau Ucmoun Comonii. Haxuu Pecucmon oap
wewvpu woup. Lllevp Hucoam 6a waxpxou /fywanode 6a Texpon. Maexeu 3a60mn dap 2vyoouému woup. Quxpu
woup Hucobamu wevp Hagucmauo. Paxmxou Hazappac Ooup 6a 3400UEmu Uoup.

Kanuoesoscaxo: Acao I'ynzooau Byxopoi, mavpux, wewvp, byxopo, Ucmoun Comonii, Manopau Kanow,
3a00H, eaman, uwk, xynapmano, Mupu Apab, Camaprxano, ywanbe, yane, cyax, Lypoil.

ASAD GULZODAYI BUXORIY SHE’RLARIDA TARIXNING IN’IKOSI

Annotatsiya. Yozuvchining tug ‘ilgan joyi hagida ma’lumot. Shoir hayoti hagida gisqacha ma lumot.
Uning she ’r yozish usuli. Buxoriy kitoblarini chop etish haqida. Uning mehnat faoliyati. Shoir she rlarining
mazmuni va mazmuni. Uning yaratilishiga tarixning ta’siri. Uning adabiy muhiti. Vatan ta’rifi, Qadimiy
Buxoro shahrining she’rlarida tasviri. Shoir she riyatida Buxoroning o ‘n ikki davrasi tasviri. Shoir ijodida
hunarmandning o ‘rni va ta’siri. Katta minoraning yozuvchi she riyatidagi o ‘rni. Buxoro she riyatida Mir-
arab madrasasining shuhrati. Ismoil Somoniy magbarasi she’rga aylantirilmogda. Shoir she riyatida
Registonning o ‘rni. Dushanbe va Tehron shaharlari hagida she 'r. Shoir ijodida tilning o ‘rni. Shoirning she’r
hagidagi fikrlari yozilmagan. Shoir ijodi hagida diggatga sazovor faktlar.

Kalit so‘zlar: Buxorolik Asad Gulzoda, tarix, she’riyat, Buxoro, Ismoil Somoniy, Buyuk minora, til,
vatan, ishg, hunarmand, Mir Arab, Samargand, Dushanbe, urush, tinchlik.

OTPA)KEHUE UCTOPUU B CTUXUAX ACAJI T'YII30IAU BYXAPAM

Annomayusn. Ceedenus o mecme poodicoenus nucamens. Kpamruii ouepx acusnu nosma. Eco manepa
nucamv cmuxu. O neyamanuu kHue byxapu. Eeo mpyoosas oeamenvnocms. Cooepoicanue u
coo0epocamenbHOCmy CIUXOmeopeHull noama. Bauanue ucmopuu na ezo cozoauue. Eeo numepamyphnas
cpeoa. Onucanue poounsi, Onucanue Opesrne2o copoda byxapul ¢ eco nossuu. Hzobpadxcenue deenadyamu
Kkpyeos bByxapwi 6 noazuu nooma. Ponv u énusnue macmepa ¢ meopuecmeae noosma. Mecmo bonvuioti bawnu 6
nossuu nucamens. Cnaga meopece Mup-u-Apab 6 Oyxapckoii nossuu. Massoneti Hcemauna Comonu
npespaujaemcst 6 noasuio. Pono Pecucmana ¢ noasuu nosma. Iloosma o eopodax Jywanbe u Tezepan. Ponv
A3bIKA 8 meopyecmae nodma. Meiciu nosma o nossuu He 3anucarsl. Ilpumeuamensrvie ghaxmovl 0 meopyecmae
nosma.

Knioueevie cnosa: Acao I'yvnzooa Byxapcxuii, ucmopus, noasus, byxapa, Ucmaun Comonu, Benuxas
bawns, A3bIK, poouna, 1oboss, macmep, apadekui mup, Camapxano, Hywanbe, eotina, mup, Cosemckuil
Coro3.

REFLECTION OF HISTORY IN THE POEMS OF ASAD GULZODAI BUKHARI

Abstract. Information about the place of birth of the writer. Briefly about the life path of the poet. His
path of writing poetry. About the publication of Bukhara's books. His work. The content of the poet's poems.
The influence of history on his work. His literary environment. Description of the birthplace, description of
the ancient city of Bukhara in his poetry. Description of the twelve circles of Bukhara in the poet's poetry. The
role and influence of the craftsman in the poet's work. The position of the Great Tower in the poet's poetry.
The fame of the Mir-e-Arab madrasah in Bukhara's poetry. The translation of the Ismail Somoni mausoleum
into verse. The role of Registan in the poet's poetry. The poem in relation to the cities of Dushanbe and Tehran.
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The position of language in the poet's work. The poet's opinion about the poet's poetry. Significant facts about
the poet's work.

Keywords: Asad Gulzoda Bukhari, history, poetry, Bukhara, Ismail Somoni, Great Tower, language,
homeland, love, craftsman, Arab Mir, Samarkand, Dushanbe, war, peace, Soviet Union.

Acan I'ym3ona € Acan I'ymsoman byxopoit 5 suBapu comu 1935 nap nexan lllasronn vHoxwsu [Tamaxyxu
Buiosith byxopo taBaiutya édraact. MabayMoTn MUEHAPO ap 30Ar0XAall, MAbIYMOTH OJIHMPO Aap QaxkyinTan
¢unonorusin Jonnikanan gapnatuu omysropuun Ayman6e coxu6d rapauaaact. To conu 1968 gap maktadxou
TOYUKHH BHJIOATH Byxopo, To comu 1995 nap baxmm touukuu IllupkaTi TeneBU3NOHY pajHOINTyHABOHUU
BuiosiTH byxopo ¢dabonusaT gomraact. AcocaH 0apou KyIakOHYy HaBPacOH MEHaBUCal. MauMyaxou mebpail
nap Hymanbe, Byxopo,Tomkann Ba Texpon 6a 4on pacunmaann, ku «Hacumu Byxopo» (2001), «Xartu
nermorm» (2003), «byxopo» (2004) Ba raiipaxo a3 XaMUH KaOWIaHI. . .

A3 comm 2003 y3Bu Urtudoxkm naBucanmaronnm Toumkmcron act. Hap Tomkwap “Kymmmér’-u
yopumiaau aaub 0a Tasd pacumaact. ba kapuou 60 yHBoHM “CoOuKazopu MexHat Mykodonuaa myn. Ilem
a3 BaQoTH Xy, MOXH aekadpu comu 2022 6a y3u UTTH(OKHM HaBHCAHIAarOHH Y30€KMCTOH XaMpoX, Kapaa
IIy1aacT.

Acan I'yn3onau byxopoit py3u 29 maiin 2023 nap 88-conarii gaprys3arir.

Myxkanauma. [lleppxou Acan ['ynsomaun Byxopon acocan jap MaB3ybXOM BaTaH, HMIIKY MyXa0o0ar,
MHBUKOCH TabpUX, MIJUIATPO Aap O0ap merupana. [lap mebpxou moup 00 ap3WIIXOH MIIKH BaTaH, MIJLIAT,
YOHUXOH TabPUXHU HHBHUKOC XyApo EPTaact.

Bacgy tapanaymu Byxopo 60 maH3apaxou 3e00, YOWXOHM TabpuXil, 3UEPATTOXX0, EATOPUXOU OYHEN
HaMyJlal awI0/IOH JIap SYOIUETH IIOMP OO TAMOMH XyCyCHSTXOSII TACBHP IIy1aacT.

“Byxopo 0yso30ax oagpo3zae 0ouim,
3-un dap xama yo ogosae dowim.
Xumos meHamyo Kanva 3u OYULMaH,
Tamomu con myxumu mosae dowim. ”’[1]

Hap uH mopua agud UHBUKOCH TabpUXpO Xel XyO Oa puitan Ha3M Kamuaaact. MIHUYyHWUH xaBou
Mycaddoro popame goriraHaipo 6a MO pacoHIa JI0JIaH, XyCyCHITH 0a Xy XOCH IIEbPH IIOUP MeOOoIIaI.

Kucmu acocit. Hlonp acocan odugaxou rarpuxuu byxopou Lllapudpo 6a amrpopu xyx Oucep ravpudy
taBcu( pomaact. lapxakukar, nap BuIosATH Byxopo sk xa3opy xadcan 3uéna odugaxou tabpuxi xact. ba
napyHH maxap Oomaz 3uéna a3 xadcean MebMopuxou Tabpuxii Meodomay. Jap Byxopo TaBamutys myaa 6a ux
XeJ1 00MIaX0M MEbMOPHH TabPHXM IEHP 340/ KapJaH Ba3udan Xap K IaxapBaH/ acT.

loup map mebpw 3epHHH XyA a3 KaJAUMyJaiiéM MapkasH XyHapMaHJIOHY CaHBATKOPOH OyaaHH
Byxopopo HUIIOH 10/1a Ty3aITaaHI;

“llIyxpamu xynapmanoou acm,
Kopxonau yaxon acm.
Maxonu 3apoy3 acm
Maxmabu namoyzon acm.”’[2]

Mo MenoHeM, KM IIyXpaTH XyHapMaHIOHY 3apay30H 6a Byxop myxpatu 3uéne oBapX Ba UH XaJIKpO
Malxyp kapgaact. MIH mesppo XoHAaH nac, 0a Xynoca oMagaH MyMKHH acT, Kd Tabpuxpo 00 TacBupu Oaznei
0a Mo pacoHaaH1. X0JI0 XaM XyHapMaHJIOHY 3ap/1y30Hu byxopo xee MablyMy MamxypaHi.

Myxokuma Ba HaTth4a. Slke a3 obumaxom mebMopuu bByxopo Manopan Kanon meboman. Vpo
Manopau ApciaoHxoH Xxam Homuznaana. Mo manopa 6a Byxopou kyxHa a3 xama Oananzg Oyna, 6amaHauu oH
46,6 meTppo Tamkui Mmeauxai. Jlap Baktu xyaymu Poccusiu [Toamoxia 26-to 6omba 6a 0H pacumaacT, aMMo,
HaadTuaaacT. ba coxTann MaHopa Xene axaMHATH KaJoH JI0/a IITyJIJAaHAIIPO a3 WH BOKEaxXOW TabpUXil mai
Oypaan MyMmkuH act. loup TacBUpX0oH paM3Hu MHIIOOTPO XeJl MOXMPOHA TACBHUp KapJaacT:

Xaxuxam xanon acm
Capcymynu ocmon acm.

A3 nazap 0yp HamoHo,
Mawixypu dy yaxon acm.

Kanon Oymanu MaHopapo, MycTaxkam, capcyTyHu byxopo OynaHamipo, 0a 4axoH MaIlixyp MabiiyM
OymaHampo moup 6a mebpu Xy TaBCU] KapaaacT.

A6 nap 6opan mMagpacan Mupu Apad xam mebpe, HaBUCTa OynaHI, KU OHpO OO TaBpH COAJABY
paBIIaH TaCBHpP KapJaHU MH Majpacapo 0a TaBpH 3epyH JUIaH MyMKHH:

Kampa-xampa xyypaxo
Ilypcagposy xywxaso.
Xonaxou mavaumano,
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bap mawmnazonu unmano.
Kypwoupo mawvaum ouxano,
Japcu myannum ouxauo.
Llozupoorn mynno wasaro,
Dozuny oono wasano.” [3]
Wu Magpaca 6apou TabIIUMHU JIWH#, aCOCaH TabJIUMU KHTOOU MyKaaacu nuHu ucioM Kypsonu Kapum
Mebomaa. oup uH Xycycuaru 6a Xy Xocu Maapacapo 00 TaBpu paBiiaH udoaa Kapaaanm.
Maxko6apau Mcmonnu Comonii gap Ocuéu MuéHa sike a3 aBBaJIiH MEbMOPHH TabpUXid OY/I.
[onpwu mmpuHcyxanu Touuk Acan ['ym3omxan byxopoit na MakOapapo 0a pumTan Ha3M KalluIaaH/:
Kaoamyou mpvmabdap,
Haboweoaw 6exabap.
Opomeoxu woxon acm,
Mawxypu 0y yaxown acm.
Xaszop con dap capu no,
Hcmooa no 6ap yo.
3uépaoaxu mapoym,
Hobooameoxu mapoym.
Kanam4ou kamumrapus Oyna, 6a oH gadH KapJaaHu 1IOX, INAKIY MIAMOWI Jap mebp 00 KaluMaxou
cojiaBy paBoH uctudona Oypmaana. Uu xen MycTaxkaM COXTaHM MakOapa Jap mebp TaCBHUp IIyIaacT.
Anubu 6omabpudaru Toyuk Acan ['ynzonau Byxopoi Ha dakat 6a Bachu byxopo HaBucTaact, Oanku
0a maxpxou Camapkann, Jymanoe, TexpoH Ba maxapxoun AMEpHUKa TUIH ICTETUKUU XyApo 0a pyu aBpOK
OBap/IaaHI.
Slke a3 mWaxpxou Kaaumau Y36ekucTon, maxpu Camapkana me6omaz. [lloup 6axmmma 6a Camapkan
SIKYaHJ MapoTHOa IIEbPXO HABUCTAaaHM. Slke a3 OHXO miebpu «MalinoHu PerucToH»-po MucoOi OBapjaH
MYMKHH:

Ak maiioonu xoca acm
Dapwaw 4y Kjpnau pee.
Bacewvy oaspamonano,
Haxwaw monanou oez.

Hou ymymuxankii
Mapocumxou ounii
Xamon yo 6apno wasao,
ba vawmu xyo 6younii.

Maiinonn PernctoHpo 60 XyCyCHSTXOM TabpHX#, HAKIIXOSII, IIAKITy IIaMOWJIANI Ba Jap 3aMOHHU
xo3upa Oapou 6a yu uctudoaa Oypaanu oHpo 6a MH Mopya AMIaH MyMKHH.

Hap mewpu «/lymanoe»-u aaund 6a byxopo MoHana kapaas maxpu Jlyianoepo MeOuHeM:

A& waxpam, /[ywanbeu ounopo,
bapou man my xacmu uyn byxopo.
Ty kanbu bexapopu oagramu Mam,

Bapou moyuxon xacmii eysopo.

A3 uH cypya Mebaposiz, ki 0a uH maxp Myxab6aru Oanana 1omTaHu Wouppo paxmuaan MmyMkuH. Jap
WH cap3aMHH yMp 0a cap OypIaHH TOYMKOHpO Oa Hazap rupudTa ryem, 6a xap sSK TOYMK a3u3y MyKaaaac
Oynanu maxpu Jlymranbe TabKu Kapaa ry3aliTaa.

[owup 6a mewpu «TexpoH» MHUCIIH BaTaHA XyJ| IOHUCTAHU WH IAaXPpPO HABUCTAAH/I:

“Accanom, Texponu man, Sponu man,
Accanom, bap yucmu mamn 4y yoHu man!
Hap yaxon myciumun umoHu mMa,

Hap manu o3ypoaam oapmonu MaH.
Lun buxoxam maprasu onam wasi,
Kubnazoxu onamy ooam wiasii.
Tapunt 6yoam xamuyn mexmon xagpmae,
Mexpu my dap oun 6apam uyn myxgpae.” [3]

Texpoupo amu6 6a mucimm bepmuny [lopuc 6apobap kapmanpo 06a Hazap Mepacaxa. Illomp Tabkum
MEKyHaHJI, KU Imebppo 0a pyxu Xodus Oymaanpo rydra rysomraana. ba ux mebp Mox OapuH sKalo sroHa
1IyAa, MapKa3d 4YaxoH IIynaHpo rydTa rysamraany. Myxa00aTi uH maxpu azu3po 0a Kandu moup Tyxda
OypaaHpo 6a mebp TabKUI MEKyHaHI.
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[lewpu qurapu moup 6a Bachu 3a00u 60 HoMmHu “Kanpu 3a00H” MeOoIIa ], KM TAbpUX aKC IIyaacT:
“3abonzymrapoazon a3 Kaeiu MOSHO,
bap nazou oueapon mucau 2adosuo.
Kyyo oonano nagzu mooapupo,
3u papxaneu anuu xyo yyoosno.” [4]

Xap sk menp € acape odapuna Menryaa, 1ap 3aMoHu ohapuia Iy 1a Ba3usaTH CUECH Ba MUTUMOUH JaBp
BoOacTa acT. Mo menonem aap 3amonu ummnepusu [lommoxa Ba qaspau LLypoit HucOat 6a 3a00HX0M MOIApUN
taxyouu Ocuén Mapkasii nact myaa 6ya. Xykymaru LLypoi mexocT, ku 3a60HM pycupo 6a fapadan aBBaINH
Oapopan Ba MH HaKIIau OHXO TO Jlapadae TaaOWK TapaumaacT. Tamomu Maktadxom Ocuén Muéna map acocu
3a00HU pycil TabauM MerupudTang. Tamomu KuToOX0€, KM OapoMaza MelaBaj, KaXpaMOHH PyC HIITHPOK
KapaaHam 3apyp Oyxa. Jlap uH mewpu moup Xam a3 MH Ba3HATH WYTUMOMBY cHEC@ omanga Oapomana
HaBucTaacT. Mo 3a00HaMOHpO a3 gacT poaeM. ba memm qurapon rago nrygaem. OH Hadapone, ku 6a MmaHcad
€ yMyMaH a3 WIAM Jyp XacTaHA, Kaapu 3a00Hpo HamemoHaH. OgaMoHe, KM WMy Mabpudarpo a3z 3a00HU
MOJIapuH Xy He Oanku 0a 3a00HM Jurap OMy3aHI, a3 ¢apxaHry TabpUXU Xya 4YyJI0 MeliaBaa. Mucos:
TabpuXxy anabueT, MaTaHUSITH PYCPO OMyTa, uu Xen MaaanusaTu [llapkoHan Mo 0a Kajabu OHXO 40 MelaBa.
Jap wH Ma3MyH monpyu Mamxypu y30exk Myxamman FOcyd xam mebsp 60 HoM “3aboru momap” (“Ona tilim”)-
W MaBJIyM acT, K Ma3MyHy MYHAapH4yau WH Ay IEebp K Xed acT. Jap uH mebpu 00JIOM XaM TabpHX aKCh
xyapo édraacr.

Hap mebpu noéuu nap 6opau 0y3ypruu Byxopo TacBup kapja Merysapa:

“Cumopazapmu paxuion
Hap camou unmy ¢an.
Daxpy 0aspy 3aMOHAHO,
Hgpmuxopu un Baman.” [5]

XyJioca. AnrbopH moup 6a MOHAHIIU 3aMUH Ba OCMOH 0a TabpHUX XaMOH Kajiap maiiBactaact. [lloup
MaB3yH TabpHXPO Xele mypMasMyH odapunaact. ba Musuiat, BaTaH 0axmumaact, Ku gap 0070 Jap sSKYaH
IebPXOH IIOUp auaa OapomaneM. AIrbopu aaud Xele COoAmaBy paBoH 0a xama ¢axMO HaBHCTa ITyaacT.
KopOypau dapoBon a3 tambdexy Bachy MyOouFa XaM a3 3aBKY CaJIMKaW XyHapUH LIOUP TYBOXHA MEAMXAJI,
s’hHE Maiinu Oerrapain 6a rydran act, Ha 6a coxtad Meboma. lllebpxon moup acocan Oaxmmaa 6a KyJaKkoH
acT. ba muit xuHa HajomTaH Oap akc 60 muin cody O6eryoop, 60 KaiidusTu Har3 0a MaH MIXOM MeOaxIa-
ryé TabKua MekyHaj moup. ['yn30/a HaXyCTUH moMp MeGommai, Ku 0a KagaMpaBd Y30€KHMCTOHH MyOCHP
aBBaJIMH KYJUTHETPO Oa von MepacoHaa. Kymmméru anubd a3 yaxop umig uoopar act. [Jap xymwiué Bachu
Byxopo napavau aBBanuHgapava act. Anub gap Byxopo yaHauHe, Ki 00MIaX0U MEBMOPHH TabPHUX# OOIIa
0a xamaari mebp HaBUCTa Oomian aqad HecT. Mo menoHeMm byxopo a3 Tawpux ubopar act. [llespxoun Bachu
Byxopou moup Muciu sik xapurau pox Ba € pox0anaan MaH3yM Jap Ky4axou TaAbpUXUH ByXopocCT, UyHKH SK-
K Jap Oopaum €IropuxoM TabpHXil Ba 3MEPATTOXXOM IIaxpall Hakjl MeKyHan. ba amrbopu Tabpuxii agud
KajgoMe, 0a obuja Iiebpe HAHABHMCAHJ, OHPO 0a XYCYCHAT, TacBUpy TaBcudaripo 0a anmrbopu Xya akc
KyHOHHaHI. J[ap mebpXou MIOUp FOSXOM XYBBHSITM MHJUIA Ba HUTaXJIOIITaHU XO(H3ad TAbPUXA TaTKWH
Kap/a MeliaBaJ.

AJABHETIIAP:

Acao I'vizooau Byxopoiu. Ilaéme a3z Byxopo. -ywante, “OP-epag”, conu 2022. Caxughaxou 26, 44.
Acao I'ynzooau Byxopoil. [laéme a3 Byxopo. -/[ywanbe, “OP-zpagh”, conu 2022. Caxugpaxou 56
Acao I'vizooau Byxopoi. [laéme az Byxopo. -/[ywanbe, “OP-e2pag”, conu 2022. Caxughaxou 44
Acao I'vnzooau Byxopoi. [laéme az Byxopo. -/[ywanbe, “OP-e2pag”, conu 2022. Caxughaxou 24
Acao I'ynzooau Byxopoil. [laéme a3 Byxopo. -/[ywanbe, “OP-epagh”, conu 2022. Caxugpaxou 295
Tasaxxan Yopues. 3unoacunomau woup. -byxopo, “Iypoona” conu 2014. Caxupaxou 107, 108.
Dacanomau urmi-adabi-gapxanei. I'yau mypoo. -Aywanbe, conu 1997.
. Acao I'ynzooau Byxopoi. Kynnuému ocop. [ap ce yuno. Qunou agsan. -Towxand, “Aueu nawp”,
conu 20]7 Caxugpaxou 33, 38, 41, 50, 53.

9. Acao I'vnzooau Byxopoi. Xamu [lewona. -/[ywanbe, “Cypywan”, conu 2003.

10.A4cao I'ynzooau Byxopoiu. Apsu Cunoc. -bByxopo, Hawpuému “Byxopo”, coau 2012.

Nk~ E

SCIENTIFIC REPORTS OF BUKHARA STATE UNIVERSITY 2025/5 (122) 136



LITERARY CRITICISM

TAHKHW/IM PYXOHUEHM JJABP JIAP FA3ZAJINETHA XOPHU3H IEPO3M

Xoamamoe Mamékyo Op3ubek ypenu,
OJonuwyyu baxuiu 0yegymu 0oHuwzoxu oasnamuu byxopo
matyogubxolmatov@gmail.com

Annomamcusn. Jlap maxoiau Maskyp mavpuxu 6a 6y4yy0 OMAOAHU HCAHPU 2A3AT MAXIUL KAPOA ULYO.
bo kadom scanp anokamano 6yoanaws Kauo kapoa uiyoaacm. Xycycusamu 2a3aixou UKU 3aMUHI 8a UL0Xi
bapavio Huworoooaa wyoaaccm. Hamosunoaeonu bapyacmau 2a3aicapou moyuxy opc Hombap rxapoa
wyoa, Maxopamu 2a3aicapoul OHXOHUUOH 0ooa utyoaacm. Maxopamu 6aranou woupii dowmanu Xogusu
1lepo3ii 3epu maxaun kapoa uwyod, MAae3yvXou OH Myausin Kapoa wiyo. J{ueap on acm, Ku maposymu eazanxou
woup az oueap WOoUpoOHU 2a3aicapo Myatisin Kapoa utyo.

Kanuoeosca: mazazsyn, eazan, upgon, Xogusu Llleposi, maszypu eazaiuém.

HOFIZ SHEROZIY G‘AZALLARIDA DAVR RUHONIYLARI TANQIDI

Annotatsiya. Ushbu maqolada g ‘azal janrining paydo bo ‘lish tarixi tahlil gilinadi. Ma’lumki, majoziy
va ilohiy ishq kuylangan g ‘azallarining xususiyatlari mukammal tarzda namoyon bo ‘ladi. Magolada tojik va
fors g‘azalnavislarining ko ‘zga ko ‘ringan namoyandalari sanab o ‘tilgan, ularning g ‘azalchilik mahoratiga
baho berilgan. Hofiz Sheroziyning yuksak shoirlik mahorati tahlil gilinib, mavzulari belgilab berilgan. Yana
shuningdek, shoir g ‘azallarining boshqa g ‘azalnavis shoirlaridan fargli jihatlari aniglangan.

Kalit so‘zlar: g ‘azal, tasavvuf, Hofiz Sheroziy, g ‘azallar mavzusi.

KPUTUKA JYXOBEHCTBA TOI'O BPEMEHMU B I'A3EJISAX XA®U3A IUPA3U

Annomauyus. B cmamve ananuzupyemcsi ucmopusi 603HUKHOGeHus Jcanpa eazenu. Ommeuaemcs, K
KAKOMy JiCanpy OH omHocumcs. IIpekpacHo npooeMoHCmpupoansvl CEOUCmea 2daszenell 3eMHOU U
boocecmeennot 1066u. llepeyucnenvl gvloarowuecs npedcmasument MAONCUKCKUX U NEPCUOCKUX 2a3enel,
NPOOEMOHCIMPUPOBAHO UX MACMEPCMBO UCNOJHEeHUs 2aszeneli. 1Ipoananu3upoeano 6blcoKoe nod3muyeckoe
macmepcmeo Xagesa Llupasu u svisgnenst e2o memvl. [[pyeoe 0eno, umo onpedenunocs omaudue 2asenei
nosma om 2azeneii Opy2ux nodmos.

Knroueswle cnosa: maeasyn, eazenv, mucmuyuzm, Xagus [lupasu, mewa 2azenei.

CRITICISM OF THE CLERGY OF THE TIME IN THE GHAZALS OF HAFIZ SHIRAZI

Abstract. This article analyzes the history of the emergence of the ghazal genre. It notes which genre it
is associated with. The characteristics of earthly and divine love ghazals are clearly demonstrated. The
prominent representatives of Tajik and Persian ghazal poets are named and their ghazal-writing skills are
demonstrated. Hafiz Shirazi's high poetic skills were analyzed and its themes were identified. Another thing is
that the poet's ghazals were distinguished from other ghazal poets.

Keywords: taghazzul, ghazal, mysticism, Hafiz Shirazi, theme of ghazals.

ba Mo Mabiy™m acr, kv Tabpuxu afnaduétu Gopcy ToUMK Tabpuxu Xazopcona nopan. Fazan nap rappuxu
anabuéTtu hopcy TOUMKH MO SIKE a3 )KaHPXOH MabMyJiTap 0a xucob mepaBa. Capnadrapu aadMETH KIIACCUKA
Toyuk AOyabmymiox Pynmaxit (858-954) 6a wH kaHp acoc rysomr, 0abj a3 capu Pymakin kapub xaman
MIOUPOHU (HOPCUTYU MO Oa WH JKaHp KyBBa03MON HaMy/IaaH].

XKanpu razan 6a maxoaaTy agadOUETIIMHOCOH a3 TAPKUOM TaFa33ylid Kacujaa omaja 6apomMaia, Ma3MyH
Ba MyHJapuy4au WIIKA nopan. Fazan sike a3 sxaHpXOM MyCTaKHIM JIMPUKA Oyna, makiu Kopusdanauu razain
(aa, 0a, Ba, ra) Oyxa, Oucépuu oHx0 a3 7 To 12 Gaiit 6aw3eamnioH Oern a3 4op OaiT To OUCT-OHUCTy MaHY 6aUTPO
nap Oap merupan. Ske a3 XycycusTxou Tad)OByTHOKH Fa3all iap XaMUH acT, KU a3 cap TO OXHP TaHXO Jap sK
COXT Ba KOHAU ATOHA Jap Fa3ajl puos KapJa Memanai. A3 MaHOabX0H TAbPUXHA MabJIyM, KU Fazanxou Xodus
a3 5 to 10 Oaiitpo map OGap mMerupaz, KM MaB3yd acOCHMH Fa3al U3XOpW MIIKY MyxabOar act. Fazan map
anabuétu TacaBBy bl HU3 ap3it XacTu Kapaa aap svoauétu [laiix @apunynnuan Arropin Humomypin, Canonu
Fasznasin, MaBiono Yanonynanau Pymii Ba aurapoH 0a moiin OanaHy pacumaact.

Sxe a3 yuxaTxou papkkyHaHgan Fazaixou Xoda Xodus Llleposit map akcapu Fazanxo xap AK 0aiT sk
MaB3ybpo Jap XyA HUTOX JIOIUTAH Ba Xap K OaliTu Bail AK MaB3yu aMHKpO J0paj Ba MH X0JaT Jap allbopH
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JUTap MOWPOHU Faszajcapo kaM auaa MmemaBan. Jap amreopu Xodwusu lllepos3in xaMm HINKHA 3aMUHA Ba XaM
WIIKH UpGHOHI TU/a MeIaBajl, KU UH XaM sKe a3 XyCyCHUsATXOH TaQOBYTHOKHA Ba MaX0paTH MIOUp MeOoIia.

Uit TaBpe, k1 Aap 00J0 KaiiJl Kapja ry3aliTeM MaB3yHM acOCHH Fa3all UIIKA MemaBai. JIek Tabpuxu
Fa3ajcapouu TOYHMKY (Opc COOUT KapaaacT, KM MH KaHpP MachalaxOW WYTHMOW, a3 OH YyMja MaB3yXou
NIMKOSATH JIaBp Ba TAHKHIM YJIaMOW JMHPO HH3 Jap O0ap rupudTa MetaBoHaa. MH X0maTrpo MO acocaH aap
sqoanétn Xohmsu Llleposit nap rasanu 3ep HucOaran mydaccanrap nai OypJaH METaBOHEM:

1.Bou3zon k-1 yunea oap mexpooy mMunboap MexyHaHo,

Yyu b6a xuneam mepasano oH Kopu oueap MeKyHaHo.

2. lluxsae 0opam 3u OOHUUWMAHOU MAYIUC D03 NYPC:
Tasbaghapmoén uapo xyo maeba kammap MexyHaHo?
3.0x-0x a3z oacmu cappogonu casxaprowunoc!

Xap 3amon xapmyxpapo 60 0yp bapodbap MeKyHaHO.
4.Cybx0am a3z Apw meomaod xypyuie, aka 2ygm:

“Kyocuén eyii, ku wevpu Xogus az 6ap mexynand.’[1.5]

Uii TaBpe, ryTaH you3 Ky Aap xap SK JaBpy 3aMoH Oapoun MaH(HUATH Xy AWHH UCIOMPO a3 BaKOJIATH
0a xyn Oyja, XaM4yH siK apzia uctugoia Oypja aMaaopoHH TUH MeIpaBi MeKapIaaHI.

Makcany mapomu xyapo Xoda Xodusu llleposir 6aén kapaaact. ba Mo a3 GaiiTu aBBan aéH MemIaBaf,
KM BOU30H , HACHXATTYEH, KU OMJIM IIapuaT Mapaympo Xyaoro OaH/ia a3 naiiraM0apoH cyxaH MEeKyHaH/1 Ba 0a
MOKHIO TIOKU3aruBY POCTTY# YBTHKOAMAHIOHU TUHHM MCIOM MYCYJIMOHOHPO JabBaT MEKYHaHI Ba Xyn 0a
XaMUH TYHa CyXaHOHH XyJl pHOsl HaMeKyHaH. Jlap XxaéTu xappy3aamoH aqyub KOpxoe MEKYHaH, KU 3HJIA
HACUXaTallIoH Oomai.

Hap Oaiitu nyBByM XO0(H3 U3XOpPH HOPH30T# Kapja ¢apMmyaa HCTOAACT, KM OH YJIaMOXOU IHH
Mapaympo 0a AypycTil JabBaT MeKyHaHJ 0a XyAoBaHZ TaBOa MeryéHaHMy dapo xyn 0a XymoBaHi TaBOa
HaMeKyHaH!

Jap OaiiTu ceBByM NylIaiMOHR Kapjaa MCTOJAacT, KM a3 JacTu cappodoHu raBxapHomuHoc. Jlap
(dapxanr Boxkau “Cappod” 6a MabHOU “3apuiunoc”, “gapkkyrnandau nyau capa az Hocapa”, “yy0oKyHaHOau
nynu capa az nyau Kaio’ OMaJancTONAacT Ba Kainumad “XapMmyxpa” aap JyFaT MabHOU “Myxpau KaioHu
Kamap3uul, Ku 6a 2apoanu xap XausoHu Yopno Medbanoano, mo Ku OHpo a3z 6aousy 3axmu 4auwim oyp KyHao~ —
po mopaxa . AkHyH O0a MO MabJiyM MeliaBa, Ku Xohu3 uupo aap OalT mnap Haszap gorira uctogaact? Jlap xap
JIaBpy 3aMOH Mapjau OecaBojy Oaakupaope MeOoIaj], aMMO OH 00 POXH CYAXypH JaBIaTAOp MeliaBas Ba 6a
HOAJI0JIaTi JacT Me3aHaHJ. Mapayme, ki 00 poXy WIMY JOHUII O Ba CaMUMHIO (aKUpOHA 3WHIArH
MeKyHaHa. MapJi OKWIy JOHO Xamella XaKHKaTpo Iella MEKyHaJay HOXaKKHpo 0ac. AMMO 0JaMOHeE, KU
Oapou MOJIy MaHCa0 HOXAaKKHPO XaMella Iellia MeKyHaH 1 a3 MaHcaOu Xy uctudosaa Oypnaa, yaMbHITpo 0a
xanokaT mebapans. Jlap OaiiTi 4opym Ty€ ku map cyOxu comuk a3 Apir (OCMOH) cajioe a3 Majlakxo 0a rymmu
Xodu3 oMamaacT, Ku Fa3ainxou ypo a3 Xy MeKapAaana. XaMUH XeJl QUKPXOH PHHAOHA XaM Jap Fa3aluéTu
Xohus auma memanaja. Xoda Xodu3 Iap MH I'yHa HOQJOJIATHH BOM30H TOKAT HAJOIIT Ba 3bTUPO3 OacH
Kap/aacr:

Aiibu Xoghus, ey, maxyn 30xuo, Ku paghm a3z XoHaKox
Tlou 0300am uu 6anoi, eap 6a yoe pagpm, pagpm.[2.241]

Xo¢hu3 xama BaKT XaKUKaTpoO Tema MeKap/] Ba 6a AMHIOPOH XaMellla a3 aJoJaT Ba 030JUX0XU Ty(hTop
MeKapJl, aMMO HH TyHa 030uX0XoHan Xo¢u3 6ab3aH 0a mapadyan XakopaTH PyXOHHEH pacuiaacT Ba YyHUH
ry¢raacr:

Hlaiixam 6a manz 2ygpm: Xapom acm mail, maxyp,
I'y@pmam, ku: eputy xyw 6ap xap xap namexynam.[2.241]

Baba a3 uH rydraxo Xoua Xoduszpo 0a kopup medapopan ku ry€ Xohus oeauny O6e xyao Oora.
Xama cabto xapakatu Xo¢usu llleposit kupay Kopu HAMOSHAATOHU TUHIOPOHPO Oa Mapaym (oIl KapaaH
Mebomaa. AMmo Xodu3s OeanH Oomran xam O6ap 3uaIu MyKOOHIN AMHAOPOH IapuaTy TapuKat 311 Oapomana
Oormran xaMm a3 Tapadu aurap rydTad yous mebomaa, ku Xoya Xodu3 0exymao HaOya Ba OeXy0 LIyJaHpO
HameXocT. Ba gap you murap uiopa 0a MH YyHHUH ry(hTaacr:

Man na on punOam, Ku mapku wWoxudy coeap KyHam,
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Myxmacub oonao, ku man un kopxo kammap kynam.[2.241]

A3 Oaiitu Gonou aéH merapnai, ku Xodusz xamuyH moupu xaétayct meOomaa Ba JAap YOH JUrap
PYXOHHEHH 3aMOHPO TaHKWA MEKapll Ba OHXOpO 0a mapaym Ba cypuéH map makid Maqo3 XaKuKaTpo Jap
Fa3aJIX O OIKOP MeKap. Boxxan “Punn” nap razamuéru Xoqa Xohus 6a mavuou “1. 3upak xyuép ea bebok
2. OH uu3ze Ku HUCOamu wapuam ouou pacmy pycymxou OuHu denapgo o300¢uxp ea n1oKaiio mebowad.” Jlap
YOu urap uiopa 0a oH 30XMpIapacToH K a3 X0IU MapayMm Oexabap OyaaHa YyHHH Ty(TaacT:

3oxudu 3oxupnapacm az xoau Mo 020x Hecm,
Lap xaxu mo xapuu 2ysn0, you xey uxpop necm.[2.241]

SArona nMkone, ki Xo¢u3 Aap AacT AOIT pyXoHUEHPO 00 oOpasxom mandyp (HadpaToBap) OHXOPO
(omr xyHan Ba map uH 60pa Ay oOpas3u 0a xam 3uapo uctudona kapaa GpapMympaacT:

Jlapsewamy 2adosy bapobap Hamexynam,

Hawmun kyroxu xew 6a cad mouu xycpasii.[2.242]

Jap nH OaifT 06pa3xon mepcoHakpo 0a XaM 3u1 TAaCBUP KaJaacT KU Ake oOpan MaH(pUH “‘XycpaBoH’ Ba
JIap 4ou aurap oOpasu MycOaTu “mamiMuH Kyjaox~ MmeOomian. [ap amopu Xodus Boxkau “xycpason” 0a
MabHOHU “ Yauamam, woxoHa 8a uulopa Oa ox yuze Ku a3 OHU ROOWoxX, acm € un 6a MavHou oueapu 0ap MyCcuxu
80 Mexypao sKe a3 oxanexou kaoumau 3poHuén” 6a urymop mepasan. Moopan “nawmun kynox” 6a MabHOU
“oH yuze Ku az nawm oyxma b6a cap menyuwano capnyu’”’ Meboman. Xohus TaMOMHU capBaTH MIOXpO 0a siK
capIyIly NamMUuHau XyJi HaMeruput cababu siroHa cababu OH XaM KaM CaBOj Ba HOAJoJjaT OyJIaHu IIOX
Oya. Ba map oxvip HaMOSHIATOHU JMHPO PYXOHUEHPO (POII MEKYHAy HITOpa 02 OHXO YYHUH METysiI:

Mo naeyem 6ady mailn ba HOXaK HAKyHeM,

Yomau xac cuaxy 0anku,xyo aspax naxyvem. [2.242]

AxnyH, Xodu3 pyxoHHEHpO (dom Hamyxa Ba Oa Macabaiau Jurape kKu MyBOoGHUKH Makcas OymaHm WH
amanu pyxoHu€H Oa miaMmamoH Oyn. Bane omxo 6a mivu xyn 6a rydropm Xya aman HaMeKapAaH] aMMO
CYXaHOHH OHXO a3 KOpY OHXO aMalli OHOH HU3 (apK MeKap/ Ba uiopa 60a OH YyHHH TyTaacT:

Unon b6a maiikada xoxem moghm 3-1 mayauc,

Ku savsu 6emanon eéoyud acm nawnudan.[2.242]

Xodu3z HamexocT, KK Aap OH rypTopxou Xya Hoamal TyIl aHao3aj] € KM WIMHAJ TO KA WH Bab3d
OeaMalloHau OHXO JIYPYF acT a3 MIYHUIaHU OH HalllyHHIaHpo 0a Xy MyHOcHO MeOuHa. [lap oH 1aBpy 3aMOH
3uéna a3 xahToAy Ay Ma3xabu JuHM Oap MYKOOMIH XyJ 3HUIMATXO Ba HOAJOJIATHXO MeKapiaaHj 0Oap
MYKOOMITH OHX0 X0(h13 TABOHKUCT, KOPU PUHJIOH a3 XaMa KOPXOU OHOH OeX acT Ba YYHUH METVsII:

Yaneu xagpmooy oy munnam xamapo y3p ounex,

Yyn naoudano xaxkuxam, paxu agcouna 3a0ano.

E, xn

Tap nuxooam xama un acm, 3uxil NOKHUX00,

B-ap cupuwmam xama un acm, 3uxu noxcupuwm![2.247]

WH rydraxo a3 on mamonar MekyHaa, kKM Xohu3 ogamu nmokcupmt Medoman, ammo 0a rydraxon oH
pyxoHu€H OoBap HaMeKapJaH Ba ypo aidaop Mekapaana. AMMo X0(hH3 HHCOHH KOMUJI TOHUIIMAH/IN OKUIT
Oy1 a3 xaMOH ca0a0, ki SXTUETKOPOHA (DUKPXOHU XelIpo 6aéH MeKap:

L'ap mycarmonii a3 un acm, xu Xogus oopao,

Oy, azap a3 nacu umpys 6yeao gapooe.[2.242]

Wu OGaiite, ki map gactu aymMaHoHH Xodus Oyx mapbopu Ioxmy4gos Xoduspo 6a kydp(az
MABAUMOMU OUHU UCTOM OYD PADMAaH, UMOH HAOOUMAH, GEUMOH, HOUWLYKYPUIO Kopupil bemasxabuio 6uounu)
Ba r'YHAXKOpHU alOI0p KapJaHd miyaaHs Ba Xo(hu3 4yHUH pOXPO AACTIUPH Kapj, KU a3 UH a0 JTyIIMaHOH
xaJoc 1aBaj. MyBoguku MaHOabx0 X0(pu3 uH YyHUH OalTPO a3 OHU XY/ HAMETYsiI Ba ISl a3 MH OalT OaiTH
Jyrape Byqy/1 JOIITaHAIIPO TAbKHUJ MEKYHA]] Ba METYSI:

Hu xaoucam uit xyw omao, xu caxapeax mezyghm,

bap oapu maiikadae 60 oaghy naii mapcoe.[2.243]

Baba a3 uH rydTopxo Xohu3po XxaMuyHOH a3 4a30 Xajoc kapaaua. “Tapco” nap ayraTXOW TOYUKI
XaM4yHOH 0a mawHOU “‘I.Tapcanoa, bumbapanoa 2.1lavipasii ounii Mco, nacponii, macexii”’ oMagaact HaqoT
Meé0a.

OuomomuéTn Xodu3 Ha OH map Mampuk3zaMuH OadKyd Jap TaMOMH TyHE Marxyp MeOomazn Ba map
aamabuétn myHE amoxmma 4ou xoce mopan. Illowp Ba HaBucaHmaroHH ABpPYIIO XaM 0a 3490THETH Xodu3 a3
HYKTaW Hazapu XyJa omaaa Oapomasia Oaxou OamaHn jponaaHa Ba maipaBu kapna 6a Xoda Xodus suox
KapAaaH[, Ku a3 yymian Opuapux Durenc, Moxan Bondraur don ['ére a3 yymaan ouxosua. Jap yaxoH uu
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Japada uryxpat OapoBapaaHu Xo(u3po Mo a3 mebpu  AKe a3 HaBHcaHAau OapyacTaud onMoH , Moxan ['ére
naii Oyp/a MeTaBOHEM, YyHOHYHN

bur3op ¢bypy paBax yaxone!

MaHn OOKM IIMKACTH OH HaJlopam.

XoxaMm, Ki MAEHH IOAHIO FaM,

Xynpo 9y 6apogapat IryMopam.

Xo(u3 MaHy Ty 4y TaBbaMOHEM,

XaMKUCMaTH py3ropu GoHM.

Iap xamauny xamaamu Ty Oormam,

OwH act xaétu moamoHnii! [8.162]

Hap xakukar, a3 uH ryraxou Hoxan ['ére gap Kymum ayHE 4y MUKAOp LIyXpary oBo3a OapoBapiaHu
Xoduzpo auna metaBoHeM. A3 MH 0alTX0 MablIyM acT, KU Jap OaliTé aBBal HaBHCaHAA 0a YyHHUH MabHU
rydraact, Ki arap IyHE MyIIKWI IIaBa]] XaM Bajie MaH ap oH Kope HajopaM. [lap Gaiitu myBBym ['éTe xocTa
HCTOJIAaCT, KU Iap XaMHH JaBpy 3aMOH XaM XeIpo 4y 6apozaap nap Xodwus rysm. Jlap Oaiitu cesBym, Xodus
Ba Xy/AIIpo Jap MH TapIully JaBpy 3aMOHHM I'y3apo a3 K MIMKaMH Mojap Iy 0adae, KU Jap SK BaKT 30M7a
MemaBaj 6a XaMHH MOHAH]T Kap/ia ucrtogaact. Bame nap 6aiiTn yaxopym arap MaH IyCTy XaMpo3y Xamcapapu
Ty Oomam xaéTu XakuKaTaH OemTap, Ku MaH XyJpo 0axTHEp MeoHaM MH Oomaja ryéH 6a GuKpu MO akuaan
xempo 0aéH kapraact. Slke a3 YMXaTXou aJOXUIAHOKH alrbopu Xo(u3 Aap XaMHH acT, KU ap XaMOH JIaBpy
3aMOH JIap HMPY3X0 XaM Jap DPpoH a3 aurpopu Xopu3 MapayM osiHIau Xyapo (o Meaunasa Ba 6a oH 6oBap
Mekapaaan. Jlap Xakukat umMpy3xo Xxam a3 “@oanomau Xoguz” uctudomaa oypna a3 on posa meounanm. Jap
You Jurap, ke a3 razanxon Xoda Xodu3s ku 6apor MHCOHAYCTH NabBaT MEKyHaJ Ba XyIu X0(pHU3 XaM Iaxcu
KOMMJI Ba MHCOHYCT OyTaHAIIpo a3 MH Fa3aJIM IypMa3MyHH OH JTU/1a METaBOHEM:

1. Joni, ku yucm oagnam? JJuoopu ép ouoan,

Jlap xyiiu y 2adoitii 6ap xycpasii 2y3udan.

2. A3 yon mamaw Oypudar ocor 6y8ao, 8aneKuH

A3 OycmoHU YOHT MYWKUTL MABOH OYPUOGH.

3. Xoxam wyoan 6a 6ycmon uyn eynua 60 Ounu mame

B-on yo 6a Hexnomii nupoxarne 0apuoaH.

4.  T'ax uyn nacum 60 2yn po3u Huxygpma 2ygpmatn,

I'ax cuppu uwik603i az 6yn16y10H WYHUOAH.

5. Bycudanu nabu ép asean 3u oacm maz3op,

K-oxup manyn eapoii az dacmy nab eazudaH.

6. Dypcam wymop cyxbam, k-a3z un 0ypoxa MaH3ul

Yyn buesapem, oueap HameoH 6a Xam pacuoaH.

7. Iy oupagpm Xogusz az éou Lllox Mancyp,

E Pab, 6a é0aw osap dapeew napsapudan.[1.37]

Hap GaiiTu aBBaj HIOMp CaBOJ JOJa UCTOJIAAcT, Kk ‘“‘MeoH# maBiar 4uct?” Ba jJap 4aBoO YyHUH
Merysia:”JlaBaaT UH HeCT, KM Ty MONU AyHE fomra Oowrid, Oanku auaopu €p, sibHE BOXypu 00 AycT, 60
MabIIYKy XeUIOBaH[ MH AaBinat act’. “bap munopu aycr rago Oynan” uH Oapobap 6a moxmoxu mMedoman .
Hap 6aiftn 1yBBYM MabiiyM, KH TapK{ YOH Kap/iaH OCOH acT, Bajleé TapKu EPOHM YOHH, JYCTOHH a3u3 - 0aco
nymBop meOoman. lap 6aiTi ceBBYM IIOMP MEXO0XaJl, MUCIIU FyHYae, KM XaHy3 Harydra Bopua masaz “bor”
0a MapHOU pam3M acT, KU a3 XaéTu MabHaBi 06a MyXuUTH Op3yx0 OupaBaj Ba XyJpo XaM4yH 030] KyHal Oa
Op3yI0 ymenxosm pacai. lap Mucpan yaxopym, monp 6a MOHaHIM HACHM acT, KA 0a TyJI Mepacajl Ba po3x0
Merysn, Boxkau “T'ym un “pamsu ayctit”, “Po3” MabHOM “NMHXOH Ba Mymmaa” MeOOMIa . 1ap MUCPan TyBBYM,
kanuMau “bynOyn” nap anabuér 6a MabHOM OLIMKU XaKUKiA oMagaacT. Miopa 6a oH acT, Ku “cUppu HIIKOO031
a3 OynOyioH myHuAaH SBHHE,KA XyJ OMyXTaHHU WIIK Ba OMIMKHAPO a3 IUTAp OIIMKOH OMYXTaHAIIpO & WH
rupudranampo rypraact. Jlap Mucpan maH4yM AabBaT Kapja Merysil, K BaKTH CyX0aTpo FaHUMAT JI0H, 3¢pO
BaKTe a3 MH MaH3WIU AyPYyCTY HOLYPYCT ry3amiTeM(slbHE BaKTe MypAeM) , Aurap Boxypi HecT. lap mucpaun
LIalIyM LIOUp Merysif, Ku (ypcare Oapou 6ycunanu nadi €p (MabIIyK) 1ap oro3 0a JacT o5, Xapru3 OHpO a3
JIacT Hajex Mosi raHuMaT Oomaza.Jlap uH 4o “nmab” 0a MabHOM “Ha3MUKA™, “Ja33aTH WIIK & BOXypH -U
MypPaXCOCH AYCTOH MeOoman. Arap ¢ypcarpo a3 acT AOAW Jap OXUP Maiyll MerapAd MyIlaiiMOH MeIlaBH
skaurappo 003 HameéOn Gapou XxaMMHXaM Jiap 3UHAAru 0a Kapu XaMAurap paceMy LIosid MH TyHEPO FaHUMAT
SIK TyHEW Ty3apo JoHeM Ku ¢ 6a MOBY mrymo € 6a Kacu Jurap HaMeMOHaJ XaMah MO Jap WH ayHE Oapou
MEXMOH OMaJaHaMOHpO ayOopa Oap HaramTaHAMOHPO OOSN HEKMBY HAKYKOPH KapAaHpO a3 XOTHP
Habapopem. Jlap Oaiitn oxup mukosaT MexyHaa, ku ['y€ mox SIxE ypo dapomym kapaaact.”Xodus” — HOMU
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XyAd 1oup, Oanku Xap sk maxcu opu¢ Ooman. ap mucpa ayiom nyso 6Oa I[lapBapaurop meboman Ba
“JlapBenr” — kacecT, Ku 0a ax;mii MabpuaT paxupoHa oprudoHa Myxadbdat mopar .

XaMmuyH XyJoca, XaMHHpPO Iy(Ta ry3amrad MeTaBoHeM, Ki X0(hu3 monpu HHCOHAyCT Oya. dap xap sk
OalT Fa3ayu y Aapau JUIIM MapIyMu 3axMaT Juja akc Meno]. MaB3ybX0ou HYTUMOM Ba TAHKUIUPO Oa KaHpH
raszan acocaH Xodus rupudTa gapomMamaact. Xoda Xobhwusz 0a kaHpH Fazaln OWCEP HABOBAPUXOPO ITOXFHII
HamynaacT. MacanaH, xap SK 0aiiTH Fa3alu y capu XyJ MyCTaKHIUSAT KacO HaMyZaHall WH HU3 MaBKEH
rayméTy mouppo HuImoH Menuxan. Jap acpu XVII 6a mrakinu sxxaHpy Fa3an AUTapryHAN YU TUPOBOPU Kap,
KM IIymMOpau OaiTXou MH >kaHppo Oa 27 OalT mepacoHaa. Xodus 0a MIaKIM WH KaHP TAbCUPH YHUIIA
HapacoH/1aacT.
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XYIOXECTBEHHBIA MUP MAPUHBI IIBETAEBOM
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Annomauua. B oannou cmamove, KaK Mbl MOJMCEM 3AMEMUMb, PACCMAMPUBAIOMCA MUPONOIMUKA U
AHCUZHEMBOPUECTNBO KAK KAI0Uesble ACneKmyl Xy0odcecmeaenno2o mupa Mapuner Lleemaesou. Aémop, cnedyem
OMMemums, aualu3upyem, Kaxk mugponrocuueckue 91eMenmvl U JUUHbIE NEPedtCUBAHUS NOIMECChl
nepennemaiomcs, c030a6as YHUKAAbHYI0 NOIMUYECKYIO BCENEHHYIO.

Ocoboe senumanue yoensemcsi momy, kak Llgemaesa ucnonvsyem mughonosmuueckue obpazel O0us
nepeoauu 2nyOuHbl Yen08euecKux ImMoyud u uiocogckux pasmviuiieHul. Baoicno nooduepxkuymu, umo
cmamus  makoice uccieoyem 6GuusHue KylbmypHo20 KOHmeKcma Ha meopuecmeo ILleemaesou u ee
CNOCOOHOCMb OMPAdICAMY CNIONHCHBLE ACNEKMbL HCUHU U ObIMUS Yepe3 NOI3UIO.

Takum obpazom, paboma noouepxusaem 3HAYUMOCMb [leemaegoii kax O00HO20 U3 GEAUUAUULUX
npeocmasumeneti pyccKoll IUmepamypbul, Ybe meopuecmeo npooodicaem 600XHOBGAMb U Gbl3bl6AMb UHMEPEC
Y COBPEMEHHBIX Yumameneu.

Knwouesvie cnosa: xyoosicecmeennvlil Mup, nodsus, KyAbmypHblli KOHMEKCH, IMOYUl, Gurocopckue
PazMuliueHus, 600XHOBEHUE.

THE ARTISTIC WORLD OF MARINA TSVETAEVA

Abstract. This article, as we can see, examines mythopoetics and life-creation as key aspects of Marina
Tsvetaeva's artistic world. The author, it should be noted, analyzes how mythological elements and the
poetess's personal experiences are intertwined, creating a unique poetic universe.

Particular attention is paid to how Tsvetaeva uses mythopoetic images to convey the depth of human
emotions and philosophical reflections. It is important to emphasize that the article also explores the influence
of the cultural context on Tsvetaeva's work and her ability to reflect the complex aspects of life and being
through poetry.

Thus, the work emphasizes the significance of Tsvetaeva as one of the greatest representatives of Russian
literature, whose work continues to inspire and arouse interest in modern readers.

Keywords: artistic world, poetry, cultural context, emotions, philosophical reflections, inspiration.

MARINA SVETAYEVANING BADIIY OLAMI

Annotatsiya. Mifopoetika va hayot ijodi Marina Svetayeva badiiy dunyosining asosiy jihatlari sifatida
garaladi. Maqolada mifologik unsurlar va shoiraning shaxsiy kechinmalari o ‘zaro bog ‘lanib, o ‘ziga xos
she'riy olamni yaratgani tahlil gilinadi.

Svetayevaning inson his-tuyg'ulari va falsafiy mulohazalari chuqurligini yetkazish uchun mifopoetik
tasvirlardan ganday foydalanishiga alohida e'tibor beriladi. Magolada Svetayeva ijodiga madaniy
kontekstning ta’siri, uning hayot va borligning murakkab qirralarini she’riyat orqali aks ettirish qobiliyati
ham o ‘rganilganini alohida ta’kidlash zarur.

Shunday qilib, asar Svetayevaning rus adabiyotining eng yirik vakillaridan biri sifatida muhimligini
ta'kidlaydi, uning ijodi zamonaviy kitobxonlarni ilhomlantirishda va gizigish uyg'otishda davom etmoqda.

Kalit so'zlar: badiiy dunyo, she'riyat, madaniy kontekst, hissiyotlar, falsafiy mulohazalar, ilhom.

BBenenue. TBopueckas aesiTeapHOCTh MapuHbl LlBeTaeBoM B IociieIHEE BpEMs CTAHOBUTCS [IEHTPaIbHBIM
O0BEKTOM HW3yYeHHUS ITUTepaTypOBEIOB, MPUTOM W JMHTBUCTOB. Bo3pocmmii MHTEpec W Naxe 3apyOeKHBIX
YUTaTeNeH MOXKEeM OOBSCHUTH TEM, YTO Hayalld W3ydaTh TBOPYECTBO BEIHKOJICITHON IMMO3TECCHI C JPYTOM,
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MU(OTBOPUECKOIN CTOPOHBI. MUQOIIOITUYESCKHIA TTOJXO0/I, KaK MBI BHIUM, Ja€T TaKyl0 BO3MOXKHOCTh HE TOJBKO
WCCIIEIOBATh TBOPYECTBA MOATECCH, HO M OMPEICITUTH €€ MECTO B MHU(OTBOPUECTBE.

JlutepaTypoBe[pl MPUCTATBHO YCMATPUBAIOT MHUQMOJIOTUYHOCTh U HHTEPTCKCTYalbHOCTh €€
cruxoTBopeHuil. llepen Hamm He TmpocTas 3agayda: MPOAHAIM3UPOBATH M PACKpPBITh CBOecoOpasue
Tpanchopmariio MAGOIOTHH 00pa30B B TEPOEB aBTOPOM.

Kax momaramoch, mpumnmio BpeMs YTOYHWUTh TEPMHH «MH(DOTOATHKAY. llepBoHaYabHBIE TOMBITKH
OCO3HaBaHUs MOHATUsA MHU(a ObUTM B aHTHYHBIC BpeMeHa. «MU(OMO3THKa» BKIIOYACT B CBOKO POJIb CTaTh
MOCTOM MEXIy aBTOPOM M MH(OJOTHYECKHX T'epoeB, 00pa3oB, UX ajUIlO3HH, KOTOPHIC aBTOP IOJBEpraeT
TpaHcopManuy mpu co3gannu cBoero npomsBeaeHus. [lo ciaosam I'.I1. Kozy6oBckoit Mudomnostnka 3By4uT
Tak: «Pycckas moasus Hadama XIX Beka, B MOMEHT CTaHOBJICHUS HAI[MOHAIBHOW JIUTEPATYphl, HOCUT, B
OCHOBHOM, IEPEBOJIHON XapakTep. Mudosornieckas 00pa3HOCTh JTHUPUYCCKUX MPOU3BEICHUN UICT OT MX
MIEPBOMCTOYHHKA, POJTb aBTOPA-TIEPEBOAYNKA CBOIUTCS K HHTEPIIPETAIINN ITHX 00pa30B B KOHTEKCTE IIEIIOTO.
BriaBunyBIIMECS Ha TEpBbIM IJIaH B 3MOXY POMAaHTH3Ma JIMPHYECKHE JKAHPHI - JJIETHS W IOCIaHUe, T0-
pasHOMY MPENOMIISITH MHUQOIOTHYECKYI0 00pa3HOCTh. B anmerusx HaOmromaercss «uMuTanus» muda, ero
CTUIIM3aINS, B TOCIAHUSX, TJIe aBTOp HE CKOBaH paMKaMH TepeBOJa, - UPOHUYECKOE, WHOT/Ia MapOaHIHOE,
«OOBITpBIBaHUE» MU(A, HPOHUIESCKUE AaHATIOTHH C HUM»[4].

[Noxanyii, mapy cinoB o M. llperacBoii. OHa 3HamMeHuTast gurypa B mod3uu cBoero, XX Beka. O
KU3HETBOPUECTBE MOITECCHl HAMUCAHO JOCTATOYHO MHOIO, M €€ HacleIue CBOeoOpazHOe UyA0 B CBOEM
3HAYCHHH.

Marepuansl u meroanl (Materials and methods). [To manubiM nuTepatypoBeno, B 2000-e ropl
AKTUBHO BBIIIUIM HAa TIEPBBIA IUIaH NPOOJEeMBbI MO33MH. MHOTHME KPUTUKH M JIUTEPATYPOBEIbl TIIATEIHHO
nccienoas MudomnodTuky M. L{BeTaeBoit 000TaTUiIN PyCCKYIO TUTEPATYPy HOBBIMU OTKPHITHSIMH HAa HOBOM
ypoBHe. OHH PACKPBUTH CIOKHYK) CHCTEMY CHMBOIIOB, apXETUIOB W KYIbTYPHBIX KOJOB, CKPBITYIO B €&
MM033UM, TMOKAa3aJlM, KaK JIMYHbIC TCPSKUBAHUSA TMOITECCHl TPaHCHOPMUPYIOTCS B YHUBEPCAJIbHBIC
mudonoremsl. McecnenoBatenu oTrMmedaroT, 4to l[BeraeBa He MPOCTO WCHONB3yeT MU} — OHA 3aHOBO €0
MIEPEeKUBAET, TEPEOCMBICIIMBAET M CO3MaET HAa €ro OCHOBE COOCTBEHHYIO MOSTHYECKYIO PEaTbHOCTD.
Brarogaps 3TUM OTKPBITHSM CTAJIO BO3MOXKHBIM ITy0Ke MOHSTH €€ Xy 10KECTBEHHBIH MUD, B KOTOPOM JIMYHOE
CIIMBAETCS C BEUHBIM, a Cy/1b0a IM03Ta CTAHOBUTCS 3€PKAJIOM 3TOXH M YEIOBEUYECKOro TyXa.

B oxgrOM u3 xHUT Omorpad 1o ku3HeTBOpUecTBY L[BeTaeBoii MUTHpOBalla B KHUTE 3TH CJIOBa: « YKe
COBPEMEHHMKH OTMEUaJld  CaMOOBITHOCTh lIlBeTaeBOH, HEMOXOXKECTh HA JPYIHX, OTCYTCTBUE
HENOCPEJICTBEHHOTO JIMTEPAaTypHOrO BIMAHUS Ha €€ TBopuecTBO. Jla u cama lIlBeraeBa MOCTOSAHHO
nomu€pkuBaiia CBOE 000CO0JICHHOE TIOJIOKEHHE B JINTEPATypHOM Tiporiecce: «Hu kK kKakoMy MOATHYECKOMY H
MTOJIMTUYECKOMY HAIPaBIICHHUIO HE TIPUHAIEKAA ¥ HE TIPUHAIEKY»» [4]

CuMBonuCTCKass KPHUTHKA, O€3YyCIOBHO, pAaCHIMpWIa TOPHU30HTHI BOCIPHUSTHA MHUCATEIBCKOTO
MactepcTBa. X BBICTYIJIEHMS, KaK H3BECTHO, OBUIM OOYCIIOBIEHBI CTPEMJICHHEM CaMOCTOSITEIIHHO
AHAIIM3UPOBATh M WHTEPIIPETHPOBATh OCHOBHBIE TEHICHIIMU JUTEPATYpHOro pa3BuThs. MHade TOBOpA,
CUMBOJIUCTBI CTPEMUIIUCH B3ATh Ha ce0s1 PyHKIINU MPOPECCHOHAILHON KPUTHKH, KOTOPasi, K COKAJICHHUIO, HE
CMOTJIa BBITIOJTHUTH POJIb OpPTraHU3aTOPa JIUTEPATyPHOTO Mpoliecca.

Mapuna llBeraeBa, ogHako, nonuia emeé naneiie. OHa, MO CYTH, BbIBEIA JIUTEPATYPHO-KPUTHUECKUAN
JUCKYPC 3a MPEAeITbl yCTOSBIINXCS HHCTUTYLIMOHATBHBIX paMoK. boiee Toro, lIBeraeBa mpeioxuina BecbMa
YTONUYECKYI0, HA TIEPBBIA B3IUISA[l, MOJICIIb; KPUTHK — 3TO aOCOJIIOTHBINA YMTATEIb, B3SBIIUNCS 3a IEPO. ITO
03HAYaET, YTO KPUTUIECKOE CYKICHHUE UCXOAUT HE OT MPO(PEeCCHOHATBLHOTO TUTEPATyPOBEa, a OT UICATBHOTO
yuTaTens, oO0Nagaronero Oe3yNmpeyHbIM JUTEPaTypHbIM BKYCOM U CIIOCOOHOCTBIO K TIIyOOKOMY
SMOIMOHATIFHOMY M MHTEIUIEKTYaIbHOMY BOCTIPUSTHIO TeKcTa. Takum oOpa3om, LlBeTaeBa gemMokpaTusnpyer
KPUTHYECKHH JTUCKYPC, JieNas ero JOCTYIHBIM HE TOJIBKO Y3KOMY KpYyry CIELHAJIMCTOB, HO U IIUPOKOH
yuTarenbckol ayautopuu. llpeamoxennas l[BeraeBoli Monenh KpPUTHKA Kak aOCOJIOTHOTO YHTATEINS,
KOHEYHO, IMEET CBOM OTrpaHH4eHus. Bo-TiepBbIX, mOoHATHE "aOCOMIOTHBIN YhTaTeNh" BEChbMa aOCTPaKTHO U
cyOBbekTHBHO. KakIplii 4MTaTe)lb BOCIPUHHUMAET TEKCT Yepe3 MPH3MY COOCTBEHHOI'O OIbITA, 3HAHMHA M
npencraBieHnid. ClieZ0BaTebHO, HE MOXET OBITh €AWMHOTO "aOCONIOTHOTO" TOHWMAaHUS JUTEPATYPHOTO
mpou3BeieHus. Bo-BTOPBIX, TaKOH MOJXOM K KPUTHUKE MOXKET MPUBECTH K CHMKCHUIO MPO(EecCHOHATHHOTO
YPOBHSI JIMTEPATypHOro aHanu3a. Beap "aOCOIIOTHBIN uuTaTenab', B OTIAMYHE OT NPO(PECCHOHATIBLHOIO
KpUTHKA, HE 00s3aTeIbHO 00alaeT HEOOXOAMMBIMHI 3HAHUSMHU B 00JaCTH JIMTEPATYPOBEICHUS U TEOPUU
muTepaTypel.  Tem He MeHee, uzes l[BeracBoili 0 KpUTHMKE Kak aOCONIOTHOM YHTATElIC MMEET U CBOU
npenmytiectsa. [Ipex e Bcero, oHa MOAUYEPKUBAET BAYKHOCTH YMOIIMOHATIFHOTO M MHTYUTHBHOTO BOCIIPUATHUS
nuTepaTypHoro Tekcra. Kpome Toro, oHa crmocobcTByeT Ooiieeé aKTHBHOMY YYacTHIO YHTATENed B
JUTEpATYpPHOM TIpoIiecce, MpeBpaIias UX U3 MaCCUBHBIX MOTPeOUTENIeH B COABTOPOB cMbIcia. HecMoTpst Ha
CBOIO YTOIIMYHOCTh, KoHUEenuus L[BeTaeBoi OCTaéTcsi akTyajJbHOU M CErofHs, HAalOMHUHAs HaM O TOM, YTO
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IuTeparypa co3gaércs He TOJMBKO AJsl M30paHHBIX, HO M JIJIsl BCEX, KTO CIOCOOCH YYBCTBOBAaTh U AyMaTh.
PaccmaTtprBas mo3THKYy KpHTHYECKOW Tpo3bl LlBeTaeBoii, 0e3yCllOBHO, HENB3si HTHOPHUPOBATH AKTHBHOE
MpOsIBJICHHE aBTOPCKOrO Hadana B ee craThax. Ha pyOexe XIX-XX BekoB, KaK HM3BECTHO, MPOUCXOISAT
CYLIECTBEHHbIE TpaHCHOpPMaLUN B CyOBEKTHOW OpraHu3allMyd TeKCTa. Pa3BHBaeTCS HEKIACCHUECKWH THII
CYOBEKTHBIX CTPYKTYp, Ille peueBas AOMHHAHTa CMEINAeTCs B CTOPOHY 4Uy>KOW peuu. Jpyrumu cioBami,
O00BEKTUBHOCTH CBSI3BIBACTCS YK€ HE C IMPAMBIM aBTOPCKUM BBICKA3bIBAHHEM, & C YMEHHEM I1€PEAaTh SA3bIK U
MHPOBO33pEHHUE IFEPOEB.

OTH npouiecchl, 0e3ycI0BHO, OKa3alli BIUSHUE U HA JIUTEPATYPHYIO KPUTHKY, IPOSIBUBIIKCH B CII0OcO0ax
rmoJgadyn Marepuana M (GopMax BBEIPAKEHHS aBTOpPCKoro «si». Kpurmka CepeOpsHOTO Beka, 0COOCHHO
MOJICPHUCTCKAs, COCPEIOTOYCHA Ha JTMYHOCTH aBTOPA, €r0 MUPOBO33PEHHUHU, HHTEPIPETALNN €r0 CYAbOBl U
ITyOMHHBIX OCHOB TBOpUeCTBa. Paznuunbie (hOpMBI BEIpasKEHHSI aBTOPCKOTO CO3HAHMUS B KPUTHKE CTAHOBSITCHA,
TakuM 00pa3oM, MPOSBICHUEM AMATIOTHYHOCTU JUTEPATYPHO-KPUTHUYECKOI'O TEKCTa, €ro OOpPaIleHHOCTH K
YUTATENI0, K aHAJIM3UPYEMOMY IPOM3BEICHUIO U, YTO OCOOEHHO BaXXHO, K aBTOPY-XyAOXHUKY. Ilocnennuit
BEKTOp JHajiora aKTUBU3UpYyeTCsd, Kak Mbl BUIUM, B KPUTHKE Hadaja XX Beka. MIMEHHO 3TH TeHAECHLUHU
kputnkn CepeOpsHOro BeKa HAIIM CBOE MPOJOIDKEHHWE W pa3BUTHE B TBOpuecTBe l[BeraeBoil. BakHBIM
aCIEKTOM KPHUTHYECKHX cTaTeil L[BeTacBOW SBISIETCS BKIIOYEHHE JTUYHBIX BOCIIOMHHAHUM, JINTEPATYPHBIX
BIIEYATJICHUH 1 HETTOCPEACTBEHHOTO MEePEeKUBAHUS UCKYCCTBA. DTO, C OJHON CTOPOHBI, CONMKAET KPUTHKA C
aBTOPOM JIMPUYECKOTO TPOW3BEACHUS, HAICNsAsl KPUTHUSCKHH TEKCT CYOBEKTHBHOW OKpacKod H
SMONMOHANBHOW TayOmHONH. C 1pyrod CTOPOHBI, TaKO€ BIUIETEHHE JAYHOTO ONBITA COXPaHSET
ouorpaduyeckoe eTMHCTBO CAMOTO KPUTHKA, TIPEIICTABIISA €r0 He KaKk OeCpUCTPacTHOTO aHAJIUTHKA, a KakK
KHBOTO YEJIOBEKAa CO CBOMMH YyBCTBaMHU U MbICIsME. Takum oOpazom, LBeTaeBa paspymiaeT TpaauOHHOE
MPEICTABICHUE O KPUTHKE KaK OOBEKTUBHOM M OECHPUCTPACTHOM aHAJIM3€, IPEBpaIlas ero B JINYHOCTHBIH,
SMOLMOHAILHO HACBILICHHBIA OUAJOr C aBTOPOM M mpousBedeHueM.  Kpurnueckas npos3a L[BeraeBoit
npeacTaBisieT co0ol YHHKaIbHOE SIBJICHUE, B KOTOPOM IEPEIIeTAIOTCS TIIyOOKUH JTUTepaTypHBIA aHAIN3,
SIPKO BBIP@)KEHHOE aBTOPCKOE HAYajlo M >KMBOE, 3MOLMOHAIBHOE BOCIPHUATHE HCKyccTBa. VIMEHHO 3TO
COYETaHHE JIENaeT e KPUTUUECKUE CTaThU HE MPOCTO aHAJUTUYECKUMH PadOTaMu, a CaMOCTOSTEIbHBIMU
MPOU3BEICHHUSIMU JINTEPATYPhI, OTMEUCHHBIMU WHIUBH/TyabHBIM CTHIIEM U TITyOOKHM MICHXOJIOTU3MOM.

JluteparypHublii 0630p (Literature review). CtuxotBopenusi M. LIBetaeBoii 3T0 €€ B [OJIHOM CMBICIIE,
YKU3HETBOPYECTBO, KOTOpPBIE OHA JENWIACh U A0 CHX TOp JENUTCA CBOEH >KHM3HBIO, MEUTOH, CBOUMH
WHTEepecaMu, KU3HEHHBIMH OIBITAMH, U CBOUM XapaKTEPOM.

B panneii nupuke oHa MOKa3bIBaIa KU3HB BECEJION, KU3HEPAAOCTHOM. B mepBoM cOOpHHKE CTHUXOB,
«BeuepHuii ans60m» oHa yTBepauiaa 3To. OHa ory0irKoBaa cBoii COOpPHMK Ha CBoU JIMuHBIE cpencTea. O ee
cOOpHHUKE NHIIYT OJHUM M3 JINTEPaTopoB: «ITO OblI €€ HepBbli COOPHUK, KOTOPBIH XOPOIIO OLEHHIIH
KpUTHKH 32 HOBU3HY TOHA M IMOLMOHAIBHYIO nepenady» [8]. B Hauane cBoeM nuTepaTypOoBEIUYECKOM MyTH
OHa IMO3HAKOMMJIACh CO CUMBOJIMCTaMU B MOCKBe, 1 y4acTBOBaIa B AEITEILHOCTH KPYKKOB IIPU U3/1aTENIbCTBE
«Mycarer». IMEHHO CHMBOJIUCTBI OKa3aJii OOJIbILIOE BIMSHUE HA €€ CTUXOTBOPEHHUS.

«B nByx mepBbix kHurax ctuxoB "Beuephnuii ansoom” (1910), "BomnmebHsiit ponaps” (1912) u mosme
"Yaponeii" (1914) TuiatenbHBIM OMKMCAHUEM JOMAIHErO ObITa, MPOTYJIOK Ha OyibBape, YTCHHMs, 3aHITHI
MY3BIKOH, OTHOILLIEHUH C MAaTEPhIO U CECTPON UIMUTHPYETCsI IHEBHUK TMMHA3UCTKH, KOTOpasi B 3TOi aTMocdepe
"neTckoi" CeHTUMEHTAIBHON CKa3KM B3pocjeeT M Hpuoldmaercs K mostuueckoMmy. B moame "Ha kpacHom
koHe" (1921) uctopust cTaHOBJIEHHUS 1M03Ta 00peTacT HOPMBI POMAHTHUECKON CKa309HOM Oammaab [8].

1919 ron Ob11 OYeHD TSHKENBIM JUIA Beel cTpanbl. begnocts U ronon npunyaniu M. LBeraeBy otaaTh
CBOUX JIIOOMMBIX Jlouepeil B mpuioT [yt aeteid. B Havane 1920 roga mmaamas go4s ymepiia B IPUIOTE, TaK
Kak M TaM HapctBoBana Humiera. llocie sToro, oHa 3a0upaeT AOMOW CTapuiyio 104b. Myx MapuHbl
L{BeTaeBoii mocie AONTOM pa3ayKH HAKcal MUCHhMO O CBOEM MECTOHAXOKIEHHH. B 3T0 BpeMs oH nepedpaiics
B [Ipary n3 Koncrantunonosns.

XynoxecTBeHHbI Mup Mapunsl [[BeTaeBO — 3TO NPOCTPAHCTBO MPEACIBHON OTKPOBEHHOCTH,
TpParuuecKol HanpspKEHHOCTH M TO3THYECKOW cBOOOJBI. E€ TBOpUECTBO HEBO3MOXKHO YJIOXKHTH B PaMKH
TPaJULIMOHHBIX JIMTEPATYpPHBIX TeueHuil: l[BeTaeBa HE CTONBKO CleqOBajla KAKMM-TO KaHOHAM, CKOJBKO

co3llaBajla COOCTBEHHBIM MOITHYECKHHA KOCMOC — SIPKHMM, IpaMaTHYHBIN, HAIOJHEHHbI BHYTPEHHUM
HamnpspKeHuEeM B MU OJIOTHIECKUM MBIIIUICHUEM.
Hns LBeraeBoit mon3usi Oblia HE MPOCTO (OPMOIM CaMOBBIpaKEHHsSI — OHa Oblla CaMOW JKHM3HBIO.

’KuzHecTpouTenscTBO (MM "KU3HECTPOUTEILCTBO", KAaK OHA caMa 3TO Ha3blBaja) — 3TO CTPEMIICHHUE KHUTh
COTJIACHO BBICOKHMM JYXOBHBIM U 3CTETHUECKHM HjIeanaM, HECMOTPSI Ha TParHIHOCTh peabHOCTH. B e€ cTuxax
4acTo MPHUCYTCTBYET OIIYIICHUE U30PAaHHOCTH, CYAbOBI, BEUHOro orcka. OHa He MpocTo mucana o cede —
OHa co3/1aBajia ce0s KaK MOATUICCKUN 00pa3, MOYTH MH(PHUIECKYIO QUTYDY.
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[[BeTaeBcKkast MO33UsI OXBATHIBAET MHOXKECTBO TEM: JIIOOOBBH Kak aOCONIOTHAs CUia, pas3pyliaiomas 1
BO3BBILIAIONIAS; OAMHOYECTBO; MPOTUBOCTOSHUE OOBIICHHOMY MHPY; KOH(QIUKT MEXAY IO3TOM U TOJIION;
cyapba M KepTBeHHOCTh. OfHA W3 KIIOYEBBIX TeM — JII00OBb, HO HE OBITOBas, a TparkyecKas, 4acTo
HecObITouHas. JIo60BE y L[BeTaeBoii cpoHN 60KECTBEHHOMY OTKPOBEHHIO, OHA BCETJa COMPSHKEHA ¢ OOJIBIO,
CTPacThIO U CAMOOT/IAuCH.

JpyruM Ba’kKHBIM MOTHBOM SIBJSIETCSI OJMHOYECTBO I103TAa, €r0 OTOPBAaHHOCTH OT Mupa. llBeraeBa
omrymraia ceds "dykoil" B pealbHOCTH, YTO CTAHOBUTCS TOCTOSIHHBIM pEPPEHOM B €€ cTUXax:

MHe HpaBUTCS, YTO BbI OOJNBHBI HE MHOH,

MHe HpaBUTCSL, 4TO 51 O0JIbHA HE BAMU...

OHa MacTepCKHU UCIOJIB3YET 3BYK KaK BBIPA3UTENbHOE CPEACTBO: AITTUTEPALIUH, IOBTOPBI, pUTMUYECKHUE
MOBTOPBI — BCE MOJYMHEHO BHYTPEHHEMY HAIpsDKEHUIO cTuXa. L[BeTaeBa yacTo HapylIaeT TpaAULMOHHYIO
CTUXOTBOPHYIO (OpMy, CO3/aBasi CBOIO COOCTBEHHYIO IIOATHKY, OCHOBAHHYIO Ha BHYTPEHHEM CIyXe H
HUHTYHULHU.

LIBeTaeBa aKTUBHO CTPOUT CBOI XYJ0)KECTBEHHBI MHUpP Ha OCHOBE MH(OJIOTHUYECKIX apXeTurnoB. OHa
oOpamraercss K oOpa3aM aHTUYHOCTH, XPUCTHAHCKOW TPAAMLUH, PYCCKOH KYJBTYPbl, HO MpPU 3TOM
MEPEOCMBICISIET WX, JAedas YacTbio judHoro Muda. O6pa3 moata y Heé cpomam I[Ipomerero, Ukapy,
XKEepTBEHHOU (urype, oOpedEHHON Ha cTpafaHue paau UCTHUHBI. B mostuke Mapunsl LlBetacBoii MOTHUB cHa
UTpacT KIIOYEBYIO POJIb, B3AUMOJCHCTBYS C (PUIOCOPCKON OMMO3UIMEH MEXAYy CHOM M SIBBIO. DTOT MOTHB
3HAYUTENILHO OTJIMYACTCS OT IPUBBIYHOTO BOCHPUATHS CHA KAK BPEMEHHOT'0 OErcTBa OT IOBCEIHEBHOM JKU3HU
WM YKPBITHA OT peanbHocTH. J{iist L{BeTaeBoit COH — 3T0 He MPOCTO COCTOSHUE OT/bIXa WIIK BOCCTAHOBJICHMUS,
a cKopee TepexoJ] B MHOW MHp, B KOTOPOM OHa HaxOJUT HEUTo OoJjiee 3HAYMTENBHOE, OCO3HAHHOE U
MOJUTMHHOE, YeM B OOBIACHHOM >Ku3HU. C 3TOH TOUKM 3peHHs, MOKHO YTBEP)KIAaTh, YTO BO3MOXKHOCTH MHpa
CHA B [TO3TUYECKOU BceeHHOH [BeTaeBoil He OrpaHUYEHBbL, U OH CTAHOBUTCS IPOCTPAHCTBOM, [I€ ACHCTBYIOT
COBEpIIIEHHO JPYTHUe 3aKOHBI.

3HaueHue cHa y l[BeTaeBoil BRIXOOWT 3a paMKH OOBIIEHHBIX WHTEpIpETaIuii. TO MPOCTPAHCTBO, B
KOTOPOM BO3MOXHO UCTHHHOE, ITyOOKOE ¥ 3HaUUMOE OOILIECHHE, a HE IOBEPXHOCTHBIE CBSI3H, KaK B pealbHON
XKU3HU. Tak, COH CTAHOBMUTCS JUISl 1TO3Ta MECTOM, TJIe MPOUCXOIUT BCTpEUa «AyID», II€ OCYIIECTBISIETCS
ropazio 0oJnee 3HAYMMOE B3aUMOICHCTBHE, YeM B pealibHOM )KM3HU. B KOHTEKCTE SK3UCTEHIIMAIN3MA, COH IS
L[BeTaeBoil — 3TO CHUMBOJI TOTO, YTO IO-HACTOSILEMY BaXKHO M IOJUIMHHO, B OTIMYME OT OyIaHEH u
MTOBEPXHOCTHOTO CYIIIECTBOBAHUS B SIBHOM MUpE.

BwMmecte ¢ 3TUM, MOTHB CHa B €€ TI033HH SIPKO OTpaXkaeT OoJiee rIyOooKyo GriocodcKyro TUXOTOMHIO
— «OBITHE MCTUHHOE» M «ObITHE MHHMMOE». Uepe3 NMpOTHBONOCTABICHHE ITHX IBYX MHOHSATHH llBeraema
CO311a€T MPOCTPAHCTBO IJIsl Pa3sMBIIUIEHUH O pasHUIIE MEXAY PEalbHOCTBIO KaK €XKEIHEBHBIM, 4acToO
OTpaHUYEHHBIM M TOBEPXHOCTHBIM COCTOSHHEM, U TeM OoJjiee IIyOOKHM, HACTOSIIMM OBITHEM, KOTOPOE
OTKpbIBaeTca BO CHe. B 3TOM KOHTEKCTe, COH MpEeACTaeT Kak MPOCTPAHCTBO, OCBOOOKIEHHOE OT BHEIIHHUX
BO3ACHCTBHUH, B OTIMYME OT SIBH, KOTOpas KaXETCS 3aKJIIOYEHHOHW B JKECTKHE pPaMKu oOliecTtBa u
MOBCEIHEBHOM KU3HH.

Mo0>KHO NPUITH K TAKOMY BBIBOJy, UTO MOTHB CHA B pou3BeeHUAX Mapunsl 1[BeTaeBoi CTaHOBUTCS
HE TPOCTO XYIOXECTBEHHBIM NPHUEMOM, a Ba)XKHBIM HWHCTPYMEHTOM Jsl BBIpaxeHHs e€ (unocodckux
B3rs110B. COH /17151 HE€ — 3TO HE TOJNBKO COCTOSIHHE MTOKOSI, HO M YHUKAJIbHAS! BO3MOXHOCTB JUISI CBSI3H C YEM-
TO GoJiee BHICOKMM M TOJIMHHBIM, C T€M, YTO HEJOCTYITHO B OOBIYHOM COCTOSHUHM OoapcTBOoBaHus. B eé
MO3THKE COH CIIy>KUT MeTadopoil 6ojee Tiy0OKHX, HEM3BEJAHHBIX aCIIEKTOB OBITHS, KOTOPBIE MOTYT OBITH
JOCTYTIHBI JIMIIb B OTPBIBE OT MTOBCETHEBHOM PEATILHOCTH.

Pesyabtatel (Results) u o6cyxaenme (Discussions). B 1922 romy mostecca MOKHMHYJA POIUHY
HaBcerja, 1ocie JOJrMX CKMTaHMW oHa myctuna kopHu B Ilapwxke. «Tam oHa 3akaHUMBaeT 3HAMEHUTYIO
noamy «Kpeiconoy. [To3xke, oHa co3ma€T Tam emé Heckobko moaM: «HoBoromuee», moama «Bozmyxay (1927
ron). Ilepee3n Bo ®paHiuiO HE YIy4IIWI MaTepUAbHOE COCTOSHHUE ceMbH l[BeTacBoil 1 He 0OJerdm ei
Ku3Hb» [8].

TeMbl CTUXOTBOPEHHUI MOCIEeIHUX JIeT ObUIM OJMHOYECTBO, TOCKa 1Mo PoauHe ponHoH. DT 4yBCTBa
BbI3BaHbl y L[BeTaeBoi mocTosIHHBIMU OOpBOaMH caMUM COOOH, ¢ COBPEMEHHBIM MHUPOM.

Hecmotps Ha Bce 3TH 00CTOSITEILCTBA, OHA ITKcajia ¢ JIto00BbI0. «B mo33uu M. lBeTaeBoii BOILIOINIECH
ocoOblil TN peun. Peds 3Ta nupuyHa, COBEpIIEHHO CBOOO/HA, €CTECTBEHHA, HelpenHamepeHHa. MHorue
uccnegoparenu, B yactHoctu Bin. OpnoB, orMewator, uro B peun M. llBeraecBoii Her u ciena
OeITIETPUCTHUYECKON THOKOCTH W KPacUBOCTH. "boJbIlle Bcero oHa HAIIOMHHAET B3BOJIHOBAHHBINH M TIOTOMY
HECKOJILKO COMBUYMBBIN CIIOp WIIH "'pa3roBOp IMpo ceds"', KOTa YeIOBEKY He JI0 OTVISIIKK Ha CTPOTHE MpaBHiIa
MIKOJIbHO# rpamMmatuku’'[8].
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XynoxecTBeHHBI MUp MapuHbl [[BeTacBoli — 3TO YHHKAIbHOE MPOCTPAHCTBO, B KOTOPOM TIO33US
CTaHOBUTCS (POPMOHN JKHM3HH, a CJIOBO — BOIUIOIICHWEM BHYTPEHHEH Ipambl M TyXOBHOTO TOWCKa. EE
TBOPYECTBO OTIMYAETCS 0COOOH SMOLMOHAIBLHOW HACHIIIEHHOCTHIO, OPUTHHAIBHON (popMoil n riryOoxoin
¢unocodckoii HarpaBIeHHOCTHIO. [[BeTaeBa co3mana coOCTBEHHYIO MU(OMOITHKY, OCHOBAaHHYIO Ha 00pa3zax
TOOBH, KEPTBBI, OJUHOYECTBA M TIOITUIECKOTO Mpu3BaHus. E€ 1mM033us He MOMYMHSETCS TPAJAULUIM — OHA
KUBET 0 3aKOHAM BHYTPEHHEW WCTHHBI W JIMYHOW MCKpeHHOCTH. HecMOTps Ha TparmsM CyIbOBI, CTUXU
[lBeTacBOil TPOJOIKAIOT BOJHOBATh, BJOXHOBISATh M OCTaBaThCS aKTYaJIbHBIMH, OTKPBIBAas YUTATEIISM
0e3IHBI YEIOBEUECKON YN U BETUYNUE TBOPUECKOTO AyXa.

CorracHO BOCTIOMHHAHHSIM COBPEMEHHHUKOB M camoii MapuHs! 1[BeTaeBoi, eif ObIJI0 ropaszmo Oimke
MOOUThP HE KOHKPETHOTO 4YeJIOBEeKa, MPHCYTCTBYIOLIETO B €€ JKW3HU 37ech W ceiuac, a CKopee,
WJICATM3UPOBAHHBIA 00pa3, CO3JaHHBIM €€ COOCTBEHHBIM BOOOpaKCHHMEM. JTOT (EHOMEH, OE3yCJIOBHO,
oTpakaeTcsi B ee I00OBHON mupuke. Yepe3 menmouyky o0pa3oB, KaK MPaBHIO, MBI MPHXOJUM K
MTOBTOPSIFOIIEMYCSI MOTHBY CMEPTH WU CHA. DTH COCTOSIHHSA, TIO0 CYTH, MPEACTABISIIOT cO00# MmorpaHnIHbIE
COCTOSIHUSI MEXIY PETbHOCTHIO M HPPEATbHOCTBIO, MO3BOJISIOIINE BOIUIOTHTH MOATHUYECKHH 3aMbIcel H
BEINTH 3a TIPENeNbl OOBIIGHHOTO, OHTOJIOTHYECKOTO, B chepy TpaHcieHaeHTHOro. [lomobHOe BocmpuaTHe
MHpa, HECOMHEHHO, XapaKTEePHO IS SK3UCTEHIIHALHOTO MHUpooIyIneHusi. C 0JHON CTOPOHBI, CTPEMIICHHE
K JIIOOBU — OJTHA W3 IIaBHBIX KU3HEHHBIX YCTAHOBOK JMpH4ecKoil repounu L[BeraeBoii. JIto6oBb s Hee —
3TO HE MPOCTO YYBCTBO, a COCO0 MO3HAHUS MUpa U camoii cedst. C Apyrol CTOPOHBI, CTPEMSICh COXPaHUTh
CBOIO HHIMBHUIYAIEHOCTb, CBOIO CAMOCTB, TEPOUHSI, KaK 3TO HU MapaJ0KCaIbHO, POTECTYET MPOTHUB TIOITHOTO
pacTBOpeHUsI B «Apyrom». OHa OOUTCS MOTEPATH CeOS B TIFOOBH, IO3TOMY MIIET U, B KOHCUHOM CUETE, HAXOIUT
HUCTHHHYIO CBOOOJY B 9K3HCTEHIMAILHOM OJMHOYECTBE. DTO OJAMHOYECTBO, OJJHAKO, HE CIIeIyeT MOHUMATh
KaK W30JALUI0 WM OTKa3 OT JMoOBH. CKopee, 3TO COCTOSIHME BHYTPEHHEH HE3aBUCHUMOCTH, IMO3BOJISIOIIEE
TepOMHE COXPaHATh CBOIO IEJIOCTHOCTH W TBOpPYECKYyIO cBoOomy. B moOoBHO# mupuke l[BetaeBoit
MPOCIIEKUBACTCS CII0KHOE M POTHBOPEYMBOE OTHOLIEHHUE K TF0OBU. C OHOM CTOPOHBI — Kax1a a0COIIOTHON
TMOOBH, CIUSIHASA C APYTUM, C IPYTON — CTpax MoTepu cedsl, CTpeMIICHHE K COXPAaHEHHIO CBOSH YHUKAITbHOCTH.
OT0 BHYTpPEHHEE MPOTHBOPEUYHNE, BEPOSITHO, U SBISAECTCS UCTOYHHKOM TOTO Tparu3Ma W TOW HEMOBTOPHUMOI
WHTEHCUBHOCTH, KOTOpBIE XapaKTepU3yIOT JOOOBHYI0 Mo33uio llBeracBoii. MOTHBBI CMEpPTH M CHa
BBICTYMAIOT METa(QOPUYECKUM BBIPOKEHHEM JTOTO MPOTUBOPEYHMS, CHMBOJIM3UPYS CTpEMIICHHE K
TPaHCIEHACHTHOMY TPEOJIOJICHUIO TPAHUI] MHAWBH Yy IbHOTO CYIIIECTBOBAHUSI.

B pamkax 5K3UCTEHIMaIBHOTO MHPOBO33PEHUS, KaK M3BECTHO, JIOOOBbH Kak 4yJ0 caMa 1o cebe He
CYIIECTBYET. JTO CBSI3aHO C TEM, UTO CYIIee, COTJIACHO SK3UCTECHIINAIN3MY, YyK/I0 MPOSBICHUSIM CTPACTEH, 1
MIO3TOMY HE MOXET ObITh MMU 00BsicHeHO. OTHAKO, 3K3UCTEHIIMANbHAS (Pprocodusi, Kak HU MapajoKCcalbHO,
paszenser TOHATHE JIOOBM Ha JBe cocTaBismomue. llepBas cocraBnsiomas — 3TO, TaK cCKa3aTh,
OHTOJIOTUYECKas, BEIIECTBEHHAS, (PU3HOJI0rHUeCcKas Jr000Bb, HHAUYE rOBOPs — oOnaganue. O0aianue, B CBOO
o4Yepcib, CKOBbBIBACT CO3HAHUEC, HE TaC€T CMY BBIMTH 3a mpeaciibl MaTCpUaIbHOI0 MUpa, B TPAHCUCHACHTHOC.
A BeZlb UMEHHO K 3TOMY, KaK IIPaBUJI0, CTPEMUTCS HOCUTEIb SK3UCTEHITMAIEHON KapTHHBI Mupa. (Cremyrormas
COCTABIISIONIAs] — ATO JIFOOOBh KaK KOMMYHHKaIUs, Kak crocod obmienus: u nonnmanus. OHa, B OTJIMYHE OT
o0J1aanusl, TIO3BOJISIET CTEPETh IPAHUIIBI TEJIECHOTO M IMOCTUYb COOCTBEHHOE CYIIECTBOBAHHE Yepe3 JPyroe
camoObITHE. bosee Toro, Takast I000BB AaeT BO3SMOXKHOCTh JOCTHYb HCTUHHOT'O CIHSIHUS, HE 00YCIIOBICHHOTO
BEIICCTBCHHBIMY, (PU3UYECKMMU Tpu3HakaMu. VIMeHHO 3Ta BTOpas ¢opma JOOBH, NOHUMaeMas B
9K3HUCTEHIIMAIFHOM KJIFOUe — KaK CTPEMIICHHE K [yXOBHOMY €JIMHECHUIO, a He K U3HYecKOMy 00JalaHHIo, —
SIBIIIETCS] OJTHOM M3 OCHOBOIIOJIATAIOIINX KaTeropuii TBopyecTBa Mapunsl [[BeraeBoii. B ee mos3uu 11060Bb
4acTo MpeJCTaeT He KaK 3eMHOE YyBCTBO, a KaK MeTa(pU3NUECKUil aKkT, MMO3BOJIIONINI TPEOI0JICTh TPaHUIIBI
WHIWBUAYAJIBHOI'O CYIIECTBOBAHUA U HpI/I6HH3I/ITBC$I K ITOHUMAaHUIO0 ObITHsI. IMEHHO IMO3TOMY B €€ CTUXaX TaK
4aCTO 3By4YaT MOTHUBBI CMEPTH, CHA, BCYHOCTU — BCETO TOro, 4TO BBIXOAUT 3a paMKH O6I)I}ICHHOI‘O
YeJIOBEYECKOTO OIIbITA.

3aknaouenue. B nmostuaeckom mupe Mapunsl LBeTaeBoit o0namanne 00HeKTOM JIF00BH, O€3yCIOBHO,
BOILIONIAET IPOTHUECKYIO COCTABIISFONIYI0 3TOT0 YYBCTBA, KOTOPas, KAK M3BECTHO, HEPA3PhIBHO CBsI3aHA C
MaTepuaibHbIM, (pu3ndeckuM MupoMm. OJHaKO, CYHIECTBYET M Jpyras CTOpPOHA JItOOBU B TBOPYECTBE
L[BeTaeBoil — 3TO MOOOBb HEOBEIECTBICHHAS, MyXoBHas. OHa MPOSBISETCS KaK CIHMSHUE CYIIHOCTEH,
MO3BOJIAIONIEE, MO CYTH, TOCTHYb COOCTBEHHOE «OBITHE-B-ceOe» depe3 MpHU3My APYroro CamOOBITHSL.
CrpeMmsich K BBIXOAY 3a Ipeeiibl MaTePUATEHOTO, B TPAHCIIEHICHTHOE, [[BeTaeBa vacTo HAMEPEHHO BBIBOJIUT
00BEKT JTFOOBH 32 PAMKH YyBCTBEHHOT0, (PU3UYECKOT0 BOCTIPUATHS. J|pyruMu clioBaMu, OHA IEMaTEPUATH3YET
00BEKT JIOOBH, TIpeBpalmias ero B aOCTpakTHBIA maean. CosmaBas TakuM oOpa3oM IMPOCTPAHCTBO IS
IYXOBHOTO CIHSHHUSA, CBOOOHOTO OT OTpaHWYeHHH (hru3nyeckoro mmpa, LlBetaeBa moimydaeT BO3MOXHOCTh
HCCIIeIOBATh TTyOMHHBIE, 3K3UCTCHIIMATBHBIC ACTICKTHI JIIOOBU. JTOT MOAXO0]I, KOHEYHO, BBIXOJIUT JAICKO 3a
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pamMKu OOBIICHHOTO MOHMUMaHus Jro0BH. [ L[BeracBoii JIF0O0BE — 3TO HE MPOCTO YYBCTBO, & CIIOKHBIH
¢dunocodekmii penomen, cnocod mo3HaHUA ceOS U MUPA, IyTh K TPAHCIICHACHTHOMY.

MoxHo cka3zaTh, uTo LIBeraeBa co3maer cBOIO COOCTBEHHYIO (GHIOCOQHIO IOOBH, B KOTOPOH
MEPEIUIETAI0TCS APOTHYECKOE U TYXOBHOE, 3eMHOE 1 HeOecHoe. IMEHHO 3Ta CII0KHOCTh U MHOTOTPaHHOCTh
JIENaloT ee IFOOOBHYIO JIMPUKY TaKOW MPOH3UTEIHHON N HEMOBTOPUMOH. «B pycckoit mo33un Hagama X1 X Beka
JIUIIE CO3/IAI0TCS YCIOBHUS JUTSl BOSHUKHOBEHUSI aBTOPCKUX MU(OB. ABTOpPCKHN MU MOXKET MOSIBUTHCS Kak
CJICJICTBHE B3aUMOJICHCTBHS TEKCTA C MOATEKCTOM, HA CTBIKE TOTO W Apyroro. JlJis 3TOro moa3us A0JKHA,
OCBOOOJIUBIIIMCH OT «TEATPAILHOT0» MUPOBUICHUSI, BEPHYTHCSA K «IPUPOTHOMY», i KOTOpOro Mud - He
KyJIBbTYypa, a pupojia. Kpome Toro, BaxkeH MOMEHT MPEOIOJICHUS TI033UCH PAlMOHATMCTHYHOCTH, TIPUCYIIEH
el B 9TOT MepUO/] ¥ BhIpaKAroIeiicst B 0003HAYCHHH MOTHBHPOBOK MU(OIOTHICCKUX 00pa3oB» [4].
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YVK 82
MYXAMMA/JI PACY.JI MUP30 JEBOHUHUHI ’KAHPU TAPKUBU

Daiizynnaesa Paiixon A6oynnaesna,
Axbopom mexnono2uanapu 6a MeHeICMeHm YHugepcumemu 0OyeHmu,
rfayz5775@gmail.com

Annomauusn. Yoy maxonaoa XIX acp oxupu ea XX acp 6ownapu Xopasm adabuti Mmyxumuod y3uea xoc
JpuHea dea OVaean woOup, Xammom, MapiCumMoH, mycuxawynoc Myxammao Pacyn Mup3o Oegonudaeu
JHCAHPIAP KYLAMU, JCOUTAUUUL MAPMUOU 80 ULOUD TUPUK MEPOCUHUHE 3 3AMOHACU WebPUSIMUOA TYM2an
Maekeu xaxuda cy3 bopaou. Jlesomoazu 2asan, mypaboanv, myxammac, mycaooac, Kacuoa, pyoouti kaou
Jrcanpnapoar Hamynarap maxauiu oepunean. Ly 6unan 6upea, Mupzonune Haeoutl 2azannapuea 6ozracan
myxammaciapuea anoxuod myxmaauHean.

Kanum cyznap: 0eoH, nupuk dxcaupiap, 2a3an, mypaboas, Myxammac, Mycmaszoo, mMycaoodac, Kacuod,
pyboutl.

KAHPOBASA KOMIIO3UIIUA MYXAMMAJIA PACYJIA MUP3bI JEBAHA

Annomauyua. B cmamve paccmampusaromes o6vem u dcanposas cmpykmypa ousana Myxammaoa
Pacyna Mupszo — nosma, xanmuepagha, nepesoouuxa u my3viko6eod, 3aHUMABUIE20 VHUKATbHOE MeCmo 6
aumepamypHot cpede Xopesma konya XIX — nauana XX 68., a maxaice MeCmo Iupuiecko2o Hacieous no3ma
6 N023UU €20 pemeHU. J{an ananu3 npumepos U3z 0e60OHCKUX HCAHPOS, MAKUX KAK 2a3ellb, Mypaboa, myxammac,
Mycadowl, kacvloa, pybau. [lpu smom ocoboe snumanue yoensiemcs unmepnpemayusim Mup3zo eazeneti Hagou.

Knrouesvle cnoea: /leson, nupuueckue sHcaupul, 2azeib, Mypabdda, myxammac, Mycmaszao, mycaoodc,
Kacwioa, pybau.

GENRE COMPOSITION OF MUHAMMAD RASUL MIRZO'S DEVAN

Abstract. This article discusses the scope of genres in the devan of Muhammad Rasul Mirzo, a poet,
calligrapher, translator, and musicologist who held a unique place in the Khorezm literary environment of the
late 19th and early 20th centuries, the order of their arrangement, and the position of the poet's lyrical heritage
in the poetry of his time. An analysis of examples of genres such as ghazal, square, muhammas, musaddas,
gasida, and rubaiy in the devan is provided. At the same time, special attention is paid to Mirzo's muhammas,
which he linked to Navoi's ghazals.

Keywords: devan, lyrical genres, ghazal, murabba’', mukhammas, mustazad, musaddas, gasida, rubai.

Kupum. Mup3zo mebpusiti XuBa agaduii MyXUTHHUHT 3HT SIXIIM aHbaHAJIAPUHH Y3U1a HAMOEH 3TraH
xamaa Oy amaduéraunr XIX acpHUHT cyHITH Yoparu Ba XX acp Oounuiapuia siHaga pUBOMKIIAHUILIUIa XHCCa
KYIIraH acapiap XucoOJIaHaIy.

Magsxyn AeBoHIap Mup30 WEbPUATH )KAaHPJIAPUHUHT TYpJIM XWJI 9KaHUHU Kypcartaau. Y ¥3 WwKoauaa
[apk MyMTO3 IIEBPUATHHHUHT Fa3al, MypaObab, MyxaMMmac, MyCTa3o/, Mycaaiac, Kacuaa, pyooui, Tabpux
Ba MacHaBHUH JKaHpJapHuaa XaM IOKOPH CAIOXMAT XaMmaa MaxopaT Owian wxopn Kunrad. [llonp neBonummaru
YKaHpJIap KyJIaMH, XKOWIAIINII TApTHON Ba MUCpAJIap MUKJIOPUHH KyWWIarH jKaIBajljia KYPHITHHTH3 MYMKHH:

Ne Kanpaap TapTudu Conn Mucpanap
1 Fazan 196 3038
2 Myxammac 26 1085
3 Mycannac 2 84
4 Kacuna 2 240
5 PyGownii 26 104
6 Tabpux 6 90
7 MacHaBuit 3 32
8 Mypa60ab 1 28
9 MycTazon 1 28

Kamn 4729
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Iy ypurna Oup HeUTa XKaHpIAP XyCYCHAa TYXTATHO YTMOKUMMIS.

Fazan. Mabnymku, XV acp Ba yHAaH KeHHHTY JaBpiapa XaM Fa3a y30eK JUPHUK HIOUPIIApH KON
9HT €TaK4M kaHp O0ynub keiaranu 3pTupod KuumHaau [2]. Mup3o mebpiapu opacuia XaM CaaMOKIN YPUHHU
razayiap Tamkwia dtaad. JleBonma xamu 196 Ta razan mapxkyn Oynm0, ymap, acocaH, 7 Ba YHOAH OPTHK
0aifToaH TaIIKWI TOTTAH Ba YHIAH KaMm OalTiiM Fa3ayutap Aespid ydpamaiau. Fasammap Typkwii apy3HUHT
HucOaraH ¢aon OyaraH paMan Ba Xazax Oaxpriapuaa &3wiras. “Jlundapum oiayp, Oapu qundapiap axrap, ou
paduk”, “Ep MaH 30pMHHM YHIIIOK H4pa MyMTO3 aitnamu”, “T'yIryH I03MHI ycTHa, 5# KOHO, Mycancai
KokwiuHT’, “T'ap ¥yica spau Oup AMIAopFra yi ryIby30p omuK’, “by OKIIOM Kelau AWIAOPUM KaMmap SHTIIHF
muTo0 ainad”, ‘Y1 napu MakpuIuH aiipy y3ra aunbdapaud He cya?”, “Oi cabo, alFuil MaHra KON KaMOHUM
Kaliganyp?” mucpanapu OunaH OONUIaHYBYH Fa3aJUlapy HIOMP JIMPUK MEPOCHHUHT Y3 3aMOHACH HIEbPUATHIA
TyTraH MaBKEMHHU O€IrMIall yIyH XU3MaT KAIaay.

Mypa66ab. Mup3o neBoHHIa YHIUHT Mypa00ab jkaHpUTa OWJl €TTH OaHamaH noopar OWpruHa mebpu
kupuTwiran, xosoc. “Taskupam Kaiitomuii”na ymOy 1iesp Oepwiummu Oupo3 Mmyammonu. Heraku
MypaOOabHUHT NMacTiiadKu y4 OaHOM Fa3an IIakiuaa, KeHWHrH OaHmmap 3ca TYPTINK KYPUHHIIHIA
oepunran[11].

Bupok ym0y mespHUHT XKaHp XYyCYCHATH KYpuO UYMKWITaHIa, Y KYNpPOK Mypadb0ab >kaHpUra Xoc
SKAHIIMTY paBIIaHJIAIAAW. BU3HMHTYA, Ma3Kyp LICPHUHT JIEBOHJA Fazaiuiap TapKHOWAa KeNTHPHITaHU
Ta3Kupa MyaJUIM(UHH YaJIFUTradH KU Hallp skapaéHUIaru TeXHUK XaTo OYnumy MyMKUH. YyHKH HIE€bPHUHT
KOQUSAIAaHWII TU3UMH: a-0-a-0, B-B-B-O, r-r-r-0... Tap3upa kemaaum. JKaHp Xycycuarura kypa, Oy
Mypab0abHUHT KOQUsITaHUI TapTHOMAND. By mebp moupHUHT 3 Kynézma 6aéznna sapcaxu ned HOMIIaHTaH
Ba TYPTIWK KypuHWIIHAA &3mnraH. Bapcakum Xopasm QoibpKiIOpHra XOC JHPHUK KYIIUK TYpPH CaHAJaIH.
llespHu TYPTIANK KYpUHAIIH/IA E3TaHAa XO3UPTH 3aMOHABHNA Y30€K IMIEehp TY3WIHIIN HAMOEH OYNIaaw, SbHU
JacTIa0Ku TYPTIAUKAA Ky()T MUCPAIAPHUHT alOXKAa, TOK MUCPAIAPHUHT aloXua, KeWHHTH TYPTIUKIapaa
nacTiabKu 3 MECPacHHUHT ¥3apo, TYPTUHYN MUCPAHUHT OMpHHYHN OaH[ Ky()T MUCpacura KOUIONI SKaH!
Ky3aTHJIaau:

XOIMMFa paxm 3TIWI, 31 IyJIby30pHM,

Wikusr YT 6arpum OMpéH aiinanu.

Xap Heua €urypaum Oy X0 30pUM,

Ky3nap koH ém TykyO aéH aitnaam.

30MMIT ATAM AKJIUM KOy KY3JIapUHT,

THIUMHH JION 3TAM MKPHH CY3JIapHHT,

OunIFoH FyHUaAEK KU3UIT I03JIapHHT,

XKouum GynOynvan HOJI0H ainaau. [33°]

Mana mry kaOu MHUco/UIap OpKaJid XxaM MUp30 Y3MHM Typiiu HIebp LIaKJUIapuaa CMHA0 KYpraHu Ba
MyBadPakuAT KO30HraHMHU CE3MII KHWH HMac.

Myxammac. Myxamman Pacyn Mup3onunr 6u3 Taakuk Kwiaérrad 911/ pakamian ACBOHUAA XaKM
KUXATAaH Fa3anJaH KeWWHTH YPUHHU MyXammaciap srajulaiu. YIapHuHT yMyMmuid coru 26 Ta. lllynapnan
8 Tacu TapOM Xyn Myxammac Oyica, konrannapu Hasouii (4 Ta), Oraxuii (2 Ta), Komun (1 ta), @epys (9 ta)
Ba Qappyxwmii (2 Ta) razauiapura OoriiaHran Myxammaciapaup. IllowpHUHT MyxammaciapujaH HaMyHa
(Depy3 razanura GornaHraH) my BakTra kaap (pakat Gup mapra — y30K 1960 iunna “V36ex anabuétu’” kym
TOMJIV HAIIPHJA YBJIOH KWIMHTaH [4].

XIX acp oxupm Ba XX acp Oomutapum XopasM anabwii MyXUTHIA H3AOILUIMK aHbaHAIAPHHUHT
CaKJIaHWIIHN, yMyMaH, OYIOK canaduapra 3praiiuil, acapyiapyd TabCHPHJIA HXKOJ KWIHII Ky4yairaH Oup naBp
oynnu.

bomka y30ek moupiapu cuarapu Myxammaza Pacynm Mup3o mwkoanna xam 6esocura Anumiep HaBowit
VKOJIUTA MHTWINIL, YHAAH TAhCUPIAHUII SIKKOJ ce3uyiaan. by Tawcupnanum HaTwkach Mup30 TOMOHHIAH
Anunmiep HaBouiinunr “Caxap XoBapu yapx y3pakuM xaily Xamam 4ektu”, “IIyX WKKW FU30JIMHTHU HO3
yHiKycuauH yirar”, “TyH OKIIOM Kenau Kyjia0aM cOopH yi TyiapyX IUToO aitna®”, “MyBoduk kuiiauiap,
Oyamum wmarap Haepy3 wia Oaiipam” Mucpanapyd OwuiiaH OolIaHaJWIaH Fasajuiapura OOFJaHraH
MyxXamMaciapuia KypuHau.

Myxamman Pacyn Mup3o dakat Anumiep HaBowuii razannapura Mmyxammaciap Oofaait OuiaH YeKJIaHuO
KojMaraH, ambarra. Y Oyiok Illapk kmaccuk wmwkoakopiapugan ®y3ynuid, myHuHrAek, Myunuc, Oraxui,
Komun Xopasmuii, Depys Ba 00IIIKa 3aMOHIOII IOUPJIAPHHUHT Fa3ajlapura XaM KaTop MyxaMMmaciap OuTuo,
ylapra I0KCak 3XTHpPOM KypcaTraH. YmoOy Myxammaciap, ¥3 HaBOaTuga, Mup30 HCTEHIOON AapaskaCHHU
Oaxonamiga MyxuM BazudaHu Oakapaim.
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MyxaMMacHaBUCIMK aHbaHacuAa HOEO XoaucanapiaH OWpH LIOMPHUHT Y3 Fazajura MyXamMmac
6ornamm 0ymr0, Mup30 KoM XaM XYM IIyHAal ONTTa MyXammac MaBxy/I.

Cousrad Ha3ap, 34 quipado, SKTO Mycancail KOKHIIUHT,

K¥ypran auiy >xoOHUH KUITyp a0 Mycalicall KOKHIMHT

MaTJIabJIH Fa3ayinra Kyduaara Oaua OmiiaH OONDIaHyBYH MyXaMMac OWTaIu:

Bopayp 1o3uHr ryn, KoMaTHHT 3¢00, Mycalicaia KOKUIMHT,

Conyp KYHTYyIJIap MyJIKUTa SIFMO Mycancan KOKHIIUHT,

TonroH 4oFy MalIOTaAuH OPO Mycajicail KOKUJIHHT,

Comnrad Hazap, 5i qunpabo, IKTO Mycancail KOKHINHT,

K¥pran quiy >KOHHH KHITyp Ao Mycancan KOKWIMHT [427].

By Ounan moup MyxaMMacHaBUCIHKIArd HOEO aHbaHara xam Oedapk OyIMaraHuHN KYpUI MyMKHH.

Mycagaac. Mup30HUHT IeBOHUIAH YHUHT UKKH MyCaIJacCl MabJIyM. Y JapHUHT Xap UKKUCH 7 OaHAIaH
n6opar. UloupHuHr tasbu Xyn MyxaMmMmaciapuia Ky3aTWITaHW CHHIAapH Mycaaiaciapia XaMm TapiKeb
XoJucacu Ky3atwiaau. MycanaacHuHT oupuza “Haiinaii yn aunbap MaHu UIIKUIa OeMop aiinaau’” MECpacH,
WKKUHYMCHAA “AWITy poXaT epufa paH)Ky aHOCHHU KYpPYHT” MHCpalaph TapXub Mucpa 0ymud xap OanHng
OXHpHa TaKpopaaHuO kenaau. MycaanaciapHUHT Xap UKKUCH XaM HIIKUI MaB3ya.

Kacuga. Mupzo Myxamman Paxumxonra Oarumnniab 2 Ta kacuzga €3raH Ba Oy Kacugayiap YHUHT
JICBOHUTA KHPUTWIIraH. Xap UKKH Kacuaa Maaxus-Kacuaa 0yimo, OupuHuncy 64 6aiT, MKKMHYUCH 56 OalTaaH
n6opar. KacunanapHuHr Oupuaa XOHHUHI CaxOBAaTIAWJIMIM XOTaMHHMHI caxoBaTHzaaH, Imwkoatn Comu
30JIHUHT MIMKOATUAAH YCTYH KYWWINMO, afoiaTd AHYIIEPBOHHHUHT aJ0JlaTH OwinaH KUECIaHaIu Ba YHHHT
MaJIXMHUA OUTHII YUyH KaJaMHUHT THIH 0KU3 SKAHJINUTH alTHIaIH:

CaxoBarmnena Komuaa XoTaM XKHII,

[nxoataa oxxu3 anra Comu 3011

Anonatna Hymepson 6anmacu,

Masxonwucaa 3p, xamra cad Tabodl.

Esopna cudoru 6uma Magxuau

Tunu XoMaHKUHT Keau 0ku3 Makoa [529].

Py6Gowuii. Mup3o aeBoHHIa pyOouiiiap cupacura KHpyBYHM HIebpiap xam 0op. Mabiymku, pyOouit
KaHPH MYHIAPMKaCMHUHI €TaKyM HyHaIMIIIapura Kapal, MaB3y KHXaTIaH yd KarTa Trypyxra axXpaTHLl
MyMkuH: 1) ancaduii pyoouiinap; 2) umkuii pydouiinap; 3) TabIuMui-axJIoKuid pyOoniinap.

Mup3o pyOouiinapuHu 3ca Kylujaruia rypyxJjamt MabKyaaup: 1) aicaduii; 2) umkuii; 3) xacou xoi
pyOouiinap Tap3uaa rypyxra axxpaiaim.

1) ®ancaduwmii:

Xak Mapxamar aiarad 0yiry0 XaHOH Ty,

Bynnu 6ope anra xkaitd naa JOMOH TyJl.

103 xaiihku, ympuHUHT OaKocu HYKTYDp,

V4ruHa KyH yaMaHaaayp MexMoH Ty [55°].

By py0owuiina moup ryJTHUHT KHCKa BaKT/a OUMIMO, OapYaHu 0] KUIUIIH, OUPOK OYHUHT Y4 KyHI'HMHA
JABOM 3THUIIX MYIIOXaJacy aCOCHIa yMPHHUHT FAHUMAT SKaHJINTH Xakuaaru dancadpuii Kapanuiapau Eputaiu.

2) Nmkuii. Mup30 pyOouilnapuHUHT CaIMOKJIM KUCMHU HMIIKUI MaB3ynaru pyOouidnap xucoOiaHaau.
Iloup 6y pyboutinapuma MyMTo3 pyOoHUitHaBUCIAp aHhaHACUTA PUOS KHJITaH X0JIJIa MabITyKaHUHT TIOPTPETH
€KUM YHUHT OMpOp KUPPAaCHUHU TaCBUPJIAI aCOCHAA OLIMKHHUHT X0JIaTH Ba PyXUSATHHH Honanaian:

Maskiuc apo kengu Oy AaM yi cuiim 6ajaH,

Ounb r03UINH TOX T'yJTy TOX CyMaH.

basMm nupa cy3 aiiTyp doruma nadapuavH,

Courycu 1ypu caMMHHK MoHaHu Anan [54% xomms).

3) Xac6u xou pyOowuitiap. Mup3o pyoouiiaapu opacuza xacou xoJ1 xapakTepaard pyoouiiiaap xam 0op.
VYnapaa moup xaétu Ba ¢paoausTHra oM KYIiiad MabIyMOTIApHH yUPaTUIT MyMKHH.

Kyiiuparn pyOouiina wmycuka acOoOnapu, Kyd HOMJIApUHHUHT KENTHPWIMIIMHM HIOMPHHHT
MYCHKAIIYHOCJIUK COXacuAaru (GaoIuaTHHUHT HcOOTH cudaThia KYypHUIl MyMKHH :

3O# MyTpuOU XyII a0, OJINO WIKUHITA VI,

Fam madbun stapra aitna >xoHOaxu cypy.

Yonub manra aukani “Upok” oxaHTHH,

Kaiiry 6una ramuu OyauH oTKuI HOOy I [567].

LIy 6unan 6upra, moupHUHT 6an3u pyoouiinapuaa Mupzo Myxamman PaxumMxoHHUHT OyHpyFu OwIiaH,
alipuM Kyné3ManapHy OKKa KydupuO, KNToOaT KUITaH! alTHIIaIu.
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XIX acp oxupu Ba XX acp Oonutapu XopasMm agaOuit MyxuTuaa Oup KaH4a moupiap Karopuaa Mupso
xam depy3 wxoaura nalpaBiIuK acocuaa WXOJ KWIraH, yHra Oarumuiad ras3aj Ba MyXxammaciap OWTras.
[oup neBoHmna XOHra OaruIIaHTraH Kacuaa ounan Oup karopaa @epy3 Bachu KenTupuwirad pyoouninap xam
oop:

[oxumra 6ymy06 €p xamurima CyOoxoH,

A Ky€mmauH EpyCcrH JKaxoH.

Ympu 6¥ny6 ympu Hyxaun ag3yHpok,

By kacp apo cypcyH Heua #nmiap aaBpoH [557].

Iy Ypurga Mup3o pyOowmiinapuaa Ba3H OwmiIaH OOFIWK alpuM YpHUHIAp XaM ydpaian. MabiyMKu,
pyOouii xa3ax OaxpUHHUHT axpaM Ba axpad TapMOKIapuaa )kaMu 24 BazHaa Outunaan. XuwKojiap MEKIOPH 3¢a
Oup Mucpana kynu Ounan 13 XMKOHU TAIIKKUI STaIu.

Mup3o neBoHHIaru pyoOomiinapna MHCpalapJard XMKOJIAPHUHT Tajald JapakacuuaH OpTTUPHO
000PUITaHUHN YIPATUII MyMKHH:

Yuku uyH OOFHU caiip 3TKanu yn cuitM anaoM (13 xumko)

ATia0boH 3yndu THPUXTUPUHU 311 caiiaura aoM (15 xiko)

Kumxn maiin atimanu Oy xuitnaro tazBupura (14 Ximko)

Caiin §ny6 Tebpana oamac epuaut ouprusa rom (15 xmwko). [56%]

AtipuM Mucpanap/a cy3 KyJiai OuiaH OOFJIMK XOJaTIapHHA XaM KYPHII MyMKUH:

Xap kyHaa €3u0 UKKH pyOonii 0y (akup,

MabHucHHY ainaboH Tadakkyp Oup-oup.

Opnu caHa OMp MHUHTY sIHA YH CaKKH3

Xam 3pau MyxappaMm YHHU Kaiiau Taxpup [55%].

Acmuaa “Opau caHa OMp MHUHTY SHA YH CaKKH3” MHCpAacH “Dpau caHa MHHT yd 103 sSHA YH CaKKH3™
Tap3uga Oynuimm kepak 3. UyHKH Kai dTWIraH caHa MEJIOJuiira anantupuiranaa 1599-1600 iinnnapra
TVFpu Kenanu. PyOowiina mdomananaérran ¢uxp xwxpuih 1318 — mmmomuit 1899-1900 #immmap ydayH
mamiaap. ByHr KOTHOHUHT XaTocH Ae0 M30XJIall TYFpH OVIamu.

TypruHun Mucpagard “YHu” cy3u HHXOM CaHbaTHHU 03ara KelNTuprad. Jcku y30ek €3yBuaa “yHu” Ba
“YHU” cy3napHHUHT OUp Xuijia E3WIMIIM UHOOATra OJIMHCA, MUCPAaHHHT MabHOCH aHTJIaIIMIaau: “XaM apan
MyxappaM YHH KWIau Taxpup” — “MyxappaM OMMHUHT YHUHYY KYHU TaXpup KWIIUM .

Ymyman, Myxamman Pacyn Mup3oHUHT Xa€TH Ba WKOIUN MEPOCHHHU YpraHMIIa YHUHT pyOouitnapu
XaM aJoX{Ja aXxaMusATra sra. Mup3o pyOouinapu aHbaHaBUN PYyOOMHHABUCIIMKIATH XM (a3uiaTiapHu
¥3ua HaMOEH 3TraHu OniaH YKyBYM 3bTHOOPHHU TOPTA/IH.

PyGowuiiimryHocnukna yHUHT KOopHsIIAaHWINN fO3acHAaH Oynamuran Oaxcmap yupab typamu. Typr
MHUCpacH XaM KodusiaHca TapoHa pyOoOui, yUMHYM MHCpacH O4YMK — Koduscus xoiaa Oyica, xoc pyOouii
neinnanay. Andarra, Xap UKKHM XUl pyoouit ¥3 xaHp Tabuarura sra. MyCUKHN OXaHTIOPJIMK 03acHIaH TapoHa
pyOowii ad3ammukiapra sra 6yica, OyTyH GUKpHU TYPTHHYM MHUCpaga Udogaianl Y4yH YIMHYH MUCPAHUHT
OYMK KEJHUIIN XOoC pyOouitHuHT (azunatu canaiganu. M.XakkyyoB y3 puconacuma Oy xycycna atpoduinya
¢ukp Owngupran Ba xynocaga Anuinep HaBowiHWHT KYNpoK TapoHa pyOowii, 3axupunauH Myxamman
BoOypHUHT X0c pyOoMiinap WkoJx KWITaHHHU Tabkuaiaral [5]. Mup3onuHr Oapua pyOowuiicu xoc pyOowuit
cupacura kupanu. [emak, Oy pyOouitnapaa ¢ukp — HMIOMPHUHI MaKCaaW Ba HUATH PYOOMHHHMHI OXUPTH
MHCpacura IoKiIatwirad. /lemax, yHuHr pyOouiinapn anbaHaBUi pyOONHHABUCINKAATH XN (ha3uaaTiapHU
y3u1a HaMOEH 3TraHu OWiIaH YKyBYM SbTHUOOPUHHU TOPTAIH.

YMmyman, Mup30 MyMTO3 IIEPUATHUHT YHTa SIKUH JIUPHK XKaHpiaapuaa Oapakaiu Ko KWINO, y3unaH
OJITUHTH OyIOK camadurapra MyHOCHO M3IONIIMK HymumaaH Oopau Ba XopasMm agabwii MyXHTHIA CTHINTaH
WXKOJIKOpJIap opacujaa y3 ypHUra sra mioupiapjaH Oupu cudaruga myxpar TONAW. ByHIaH Tamikapw,
Myxamman Pacyn Mup30 1eBOHM J€BOHUYMIMK aHbaHACUHUHT Depy3 naBpuia Ty3WITaH SHT SXIIH HAMYyHACH
cudaTraa bTUPOod KO3OHIH.
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KOPBYPJIU CAHBATU MYBOJIUFA JIAP JOCTOHHU “PYCTAM BA CYXPOB”-U
ABYJKOCHUMMU ®UPJABCH

Xonmamos Maméxyo Op3ubex yanu,
OoHUWYYU baxwiu 0y88yMu
Odonuweoxu daeramuu byxopo
matyoqubxolmatov@gmail.com

Annomamcun. Jlap maxonau Maskyp a3 mavpuxu uimu 6adev 6a Maskeu OH 0ap UIMU
adadbuémuunocuu umpysa xapg zaoa uyoaacm. Acocawn, doup ba assarun acape,Ku Xycycusmu 0Opa3HOKi
84 KOHYHY KOUOA WebPUUHOCUPO 0ap Xy0 mayaccym KyHOHOa acm, AvHe dap bopau “Ilosmuka”-u Apacmy
akuoaxo 6aéu kapoa wiyoaacm. /[ueap on acm, ku doup ba uimu 6ade axuoaxou onumonu fapb sepu maxuun
Kawuda wyoaacm. bepyn a3z un, canvamu myboauza 8a Maxcycusmxou OH an0Xuoa Maxiun xapoa wyoda, az
docmonu “Pycmam 6a Cyxpo6” muconxou 3uéo ogapoa wiyoaacm 8a canvbamu myoonua a3 mapkudu uevp
natioo kapoa uyoaacm.

Kanuosooca: Apacmy, “Llloxnoma”, mybonuza, canvamu 6aoeil, uimu 6aoev,00pasHOKil.

ABULQOSIM FIRDAVSIYNING “RUSTAM VA SUHROB” DOSTONIDA MUBOLAG‘A
SAN’ATINING QO LLANILISHI

Annotatsiya. Mazkur magolada badiiyat ilmining tarixi va uning bugungi adabiyotshunoslikdagi o ‘rni
hagida so ‘z yuritilgan. Asosan, obrazlilik xususiyatini va she’riyat qgonun-qoidalarini o zida aks ettirgan ilk
asar — ya’ni Aristotelning “Poetika” asari haqida fikrlar bildirilgan.

Shuningdek, badiiy ilm hagidagi G ‘arb olimlarining qarashlari tahlil gilingan. Bundan tashqari,
mubolag ‘a san’ati va uning o ‘ziga xos xususiyatlari alohida tahlil etilib, “Rustam va Suhrob” dostonidan
ko ‘plab misollar keltirilgan. Mubolag ‘a san’ati she’r tuzilmasi tarkibidan paydo bo ‘lishi hagida so ‘z borgan.

Kalit so‘zlar: Aristotel, “Shohnoma”, mubolag’a, badiiy san’at, badiiyat ilmi, obrazlilik.

HUCITIOJB30OBAHUE NCKYCCTBA I'MIIEPBOJIBI B PACCKA3E «PYCTAM U COXPABb»
ABYJIKACUMA ®UPJOYCHU

Annomayusa. B cmamoee paccmampugaemcs ucmopusi HAyKu o Xy00dceCmeeHHoU aumepamype u ee
MeCcmo 8 COBpeMeHHOM TUmepamyposedeHuu. B 0CHO8HOM 8bICKA3bIBAIOMCS MBICTIU O NEPEOM NPOU3EEOeHUl,
sonnowjaiouem 0cobeHHocmu 00paA3ZHOCMU, 3AKOHbl U NPAsUId NOIMuKU, a umenHo o «llosmuxey
Apucmomens. /[pyeas npuuuna 3akmo4aemcs 8 mom, 4mo 632110bl 3aNaAOHbIX VUEHbIX HA NIOXVI0 HAYKY Oblau
noosepeHymul ananuzy. Kpome mozeo, omoenvno ananusupyemcs uckyccmeo cunepbonvl u e2o cneyuguxa,
NPUBOOAMCS MHO2OUUCTeHHble npumepbl u3 nosecmu «Pycmam u Cyxpaby, a maxce uckyccmeo cunepooivl
0OHAPYIHCUBACTNCS 8 KOMNOZUYUU NOIMB.

Knrwouesvie cnosa: Apucmomens, «[llaxnamey, cunepbona, ucKyccmeo, Hayxka, 00pasnocmo.

THE USE OF THE ART OF HYPERBOLE IN THE STORY "RUSTAM AND SOHRAB" BY
ABULQASIM FIRDAWSI

Abstract. This article discusses the history of the science of poetry and its place in contemporary literary
studies. It mainly focuses on the first work that embodies the characteristics of imagery and the laws and rules
of poetics, namely, Aristotle's "Poetics". Another is that the ideas of Western scholars regarding the science
of evil are analyzed. In addition, the art of exaggeration and its specificities are analyzed separately, many
examples are given from the story of "Rustam and Suhrab”, and the art of exaggeration is found in the
composition of poetry.

Keywords: Aristotle, "Shahnameh", hyperbole, art, science, imagery.

Jap tabpuxu anaduétu Gopc-TOYMK HaMyHan OeXTapuHU CaHbATXOU Oaenpo naii OypiaH MyMKHH acT.
Xap sk acapu Oajefi HaMyHau OJIMH CaHbaT Oyna, a3 CyxaHH MyKappapi 00 00pa3HOKHIO TACBUPXOH Oajeuu
xyn TadoByT nopana. Kagomu 6azes Ba Tax Iy TaIKWKA OH, ajUTakail memr a3 Menox gap acapu “Tlostuka”-
u Apacty 6axcxo 0a Mu€H rysomTa mryaact. beBocura Mo Hazapu aguOpo qoup 0a cyxanu 00pa3HOK JTUIaH
METaBOHEM.
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Hap My agabuéTmmHocun TouKy ¢opc qoup 6a canpaTtxou 0aaei ouc€p prcosaxou rapoHdaxo, a3
on yymia, map acpu Xl Ba Xl “Tapyymon-yn-6anoea” wm Ymapu Popyé€uit Ba “Xaodouk-yc-cexp”u
Pammmaynnuaun Batot, map acpu X “Aa-Mywyam”- u llamc Kaiicu Posin nap acpu XVI “hadoew-yc-
canoedv”’- 1 Atoynnox Maxmyau XycaiiHit Ba nurap 003 sk acapu Imypapauiiie 0a 3aMOHU MO Ha3[UKTap, sS’bHE
kurobu “Canvamu cyxan”-n Typakyn 3exHit odapra 1ry1aact.

ba Mo MabyMm acT, KM XaMau CaHbaTXOH 0azenpo acoca 0a Ay rypyx qya0 MEKyHaH[:

A) Canvamxou mavHasi

b) Canvamxou naghzii

CanpaTxom MabHaBi 0apou MypoOypaHT Ba MabHOM TO3aBY OWKp JNOINTaHW acapu 0ajgenpo TabMHUH
MeHamosis. Canbarxou a3 Oapou 3¢00T#, paHr 02 paHTUH MAKIN acapu 0ajiell Xu3MaT MECHAMOS/.

Canpatu MyOonura sike a3 caHbaTXOU MabHaBil 0a Xucob padTa, nap agabuértu 6anenn Gopcy TOUHK
cepucrepmontap Mebomaz. Boxan mybonura nad3u apabit 0yaa, MabHOSII “Odap Kope caxm Kyuudan™ acT,
XaMYyH WCTWJIOXH WIMH aJaOMETIIMHOCH map acapxou Oajell BOKeaBy XOAMCaxoe, KM a3 Oymaam 3uén
uctudosa kapaa uryaaact, Mmyoosnra MmeHoMana. CaHbatu MyOonuFa nap anaOMETIIMHOCUM KIIACCUKA Ba
UMpy3au TOYMKY (opc muna mMemasan. Makcaau uctudoan caHbaTd MyOOInFa Jap acapxoacocaH YyHHUH
Baszudapo Oapou mydaccantap uctudoaa Oypaan Kop dapmyaa MemraBa;

e  bBapanrextanu 3XcOCOT: IOMP METaBOHAI Oapou 0a XasqoH OBapJaHM XOHAH/A & NIyHaBaH/Ia;

o  KysBar 6axmmgan 6a cyxaH: anud MeTaBOHa] TO 0a MabHOU CyXaH 00 TabCHP Ba TOOHIIHN OemmTap
pacoHa;

e  Xwiau agalbii: HAaBUCAH/IA METaBOHAJ a3 WH uctudoaa Oypaa 6apon adcynaHu MUAATH IpamMaBit
Jap mebp € Hacp;

Xap sK Xomucae, KM Jap Xap JaBpy 3aMOH JWAa MelaBaj, a3 pyw Oapomaian HaBHCaHIA OHPO Oa
[IyHaBaHJAaroH Ba XOHAHIAaroH 0apou IaBKOBap Ba paBIIaHTap 0aéH HaMy1aH 001 Xap SIK XUCIaTXOH HHCOHT
0apou mypTabcupTap HaMyAaHU XUCCY XasdOHHU XyJl 00pa3 Ba BOKEaXOHM TacBHpKapjaampo a3 Oyjam Xam
3u€ Kapa TacBUp MEKyHaJ, XaMUH TaCBUpH 0anenu MyXOOOTHOK Jap acapXxou Oajew caHbpath MyOoiura
MmeOomran. CaHbTH MyHONHMFa Ha TaHXO Jap acapxo Jap Xappys3a rypTyryu mMapayMm xaMm Kop ¢apmena

9 <¢

MemaBaja. Macanas, “Xamaanr mab To caxap rups xkapa’, “A3 rypycHarit mypaam”, “XoHau QanoHda cyxt”,
“A3 rypycHaru HUC(U roBpo xypa ’, “Jnmam kaddun” acocn mHX0 nOOpaxou (ppaseosrorn OOIIAH XaM Aap
anrbOpy MIOMPOH Oa Ba3udan caHbaTn MyOoIInFa KOp Oypaa MelraBaH/.

Canpatn MyOonuFa Jap IEbPXO XaM JWJa MellaBaj, KU IIOHp XHUCCY XasqoHU XyApo 00 Tap3u
MyOomnura 6aéH 6051 Kap/.

MyO0onura nap xaHpxoH agabuértu 6aznen, a3 oH qYymuia, aap jatuda, Tamcui, 6amnana, XMKos, HOBeJIa,
MOBECT Ba JIap JAOCTOH Ba pOMaH Ba 0a urap kaHpXoH anadbuétu Oaaen quna memanasl. XycycaH, 1ap acapXxou
XayBdl Ba Jlap acapxoM JpamMaBil Oapow 0Oa IIyHaBaHAAroH TAacBUP Kapla JOJaHH XYCYCHSTH XHCIATXOU
I0XU/1au KaXpaMOHX0PO 0a Tap3u Maxcyc aJloXHIa-aloXuaa TaCBUP MEKyHa.

Tabpuxu 340AMETH NaXOHAKUM XalkKu (opcy Touuk xene OOW Ba FaHM MeOomran, nap 340AMETH
JTAaXOHAKUH XaJIK XyCycaH 00 €puu HaKJy pUBOSITXOM apCOHABHA Ba aCOTUPXO CyXaHXOW 00pa3HOK Oucép Oa
JamM MepacaHn. OJ4oAuETH AaxOHaKuM MapAaymu ¢opcy Toduk 00 €pum XaMHMH TyHa ad)COHaXoH
MyOOJMFaHOK, KM a3 JaxOH 0a JaxoH Ty3allTa oMaaa HCTOJAaacT, Jap TapakKuETH afaOuéTH JaxOHAKUU
MapayMu (Gopcy TOUMK XU3MaT MEKyHaJ Ba aauOOH XaMm Oa Japavad MyaisH Jap acapxou xyJ uctudosa
Mebapana. Tavpuxu mMapaymu (Hopcy TOUYHMKPO acocaH a3 MaHOabXOHW KajuMae, KM TO 3aMOHH MO 0ab3e
KHCMXOsII OOKA MOHZAAcT a3 KHTOOM MyKaajacu JuHU 3apaymrtus--“Asecto” gap 12000 xa3op mycTu roB
HaBUILTA LIYAaacT, KA OMIU XYyJ0X0, PACMy OMHXOM AMHH, aCOTHUPXO0, ad)coHaxo, UIMy (QapxaHr Ba AUTap
XYCYCHSITXOM MapJyMH XaMOH 3aMOH akcH Xyjapo édraanyi, KopOypau caHbaTxou Oajeupo mai OypaaH
MyMKHH acT. CaHbTu MybOonurapo 0a Iy Aapada qyJo KapAa OMyXTaH MyBO(HK Makcaa MeOoma:

1) Aapayau bananmapunu myoonuea- upox;

2) Jlapayau Huxosam oauu uepox- &ynyes;

1) Mapayan GamaHTapvHW CaHbaTH MyOOJIMFa MFPOK MeOOIIaa, KM a3 Xaja 3uéI TaCBUP HaMydaH Ba
Tabpudy TaBcud KapAaH MeOoma.

Urpok mancy6 6a Boxkau apabi Oyna, 6a MabHOU “‘caxm xawudanu kamor” HU3 Meosia. VIH canbatn
Oamen nmap amaOu€TH KIAaCMKMM MO OemTap auja MeENIaBaj, KU IIOUP METaBOHAI a3 BOKCHITXOH
TacBUpKapiaam Ayp padTta 6a BocuTam Xaén TacaBBYp MEKyHaj Ba Jap allHM 3aMOH Aap MYOCHpP Ba Jap
UMPY3X0 OMajga LIOMPOHM MO Jap 24YOAMETAIOH a3 Japavyad OanaHTapHUHU HFPOK Oapou paHTyOop Ba
(hacoxaru mebp xeire MOXupoHa uctudoaa Mmedapan.

2) lapayan HUXOST OJIMU UFPOK - FylyBB MeOomas. FynyB mancy6 0a Boxkau apabii, Oyaa MabHOSII
“0acmpo mo masonucman b6anand xapoan” meOoman. A3 UH MabllyM MeIlaBal, KU IIOWP METaBOHAJ Aap

SCIENTIFIC REPORTS OF BUKHARA STATE UNIVERSITY 2025/5 (122) 154



LITERARY CRITICISM

Tabpudy TaBcUH acap a3 akj Ba BOKECUAT AypPHH TacBUppo Oa mapayau ojil a3 xaja 3uéa Kop medapmosi.
Japagan HUXOST OIMA MFPOKPO aCOCaH Jap acapXoW Ha3MUHW KJIACCHKAMOH WA MEIIaBaJl.

Jap sike acapxou mioupu Mamxypu To4yuky Gopc AOynkocumu @Duppaeci, ku “llloxnoma” u §
mIyXxpaTtd 4aXxOHH Jopal, cap TO MO a3 caHbaTd MyOomara uctudonaa xapaaact. Hocrouu “Pycmam ga
Cyxpo6”-n anub acapu KaxpaMoH#t OyJla, HAMyHau OJIMM caHbaTh MyOonura 0a mapadan ot uctudoma Oypaa
IIyJaacT, K| Xap sike TacBup 00 épum 00pa3 MHBHUKOC Kapja IIyaa, TacBUpH Oamenpo 60 MaxopaTH OallaHa
aKC KyHOH/IacT.

Acocu agabuétu 6agenpo obpaszodapii TalIKUI MEKyHal, K TaBopyTH anabuéru Oamedn a3 aurap
amabuérxo 600 Oamenar, KM HaTUYad MIAKIA XOCH Mabpu(aTy HHBUKOCH XaET acT, papk MexkyHan. Jlap Oopau
MaxcycusaTxou obpa3 amabuérmmnoc Anexcanap WraateeBny Tumodees (1881-1929) uyHuH MabHHIOT
KapJaacr:

“Obpa3z - macsupu KoOHKpem 8a 0ap auHU 3AMOH YMYMUAM 000auly0au MAH3apaxou Xaému UHCOHUCH,
KU masaccymu maxamion 3400 uyoaacm 6a 0opou ap3uwu scmemuxii mebouao”.[2.60]

A3 ukrtnbocu Oosioln XxaMHUHpPO (DaxMHUIaH MyMKHH, KM 00pa3 TacBHpW Xa€Tpo map Imakiu xaén Oa
napadau OallaHIM MaH3apaxoW TaOWaT Ba TACBHPH MEPCOHAXKXOPO 00 Epuu OasensT TacaBByp Kapaa 0a oH a3
quxatu Qukpxou O6ajieht, Ku sKe a3 OHXO0 CaHbhaTH MyoOoara mebomana, ucrudoma Oypaa, acappo 00ii Ba 3e60
Merapnonana. Jap ¢ukpxou 6070 TabKuA KapAeM, KU CaHbaTH MyOOJIHFa ap afaduETH MyoCUp XaM Juja
MeniaBaa. A3 OH 4ymiia, acapu Mamxypu ycron Cagpumina AiHi “Mapeu cyoxyp” MUACOI 1IIy1a METaBOHA],

KopOypau canpatu mybommrapo ounnd AOCTOHU “Pycmam eéa Cyxpo6 - m Abynkocumu Dupmascit
MeTaBoHeM Oapou myppa KapJaHu (UKpaMOH SK YaH/ HaMyHaX0 a3 IOCTOH 00 IIapXy 330X OBapAaH MyMKHH,
KM JIap JOCTOH CaHbaTH MyOoJinFa 0a MOHaHIU AWTrap caHbaTXou Oanen Oucep ucrudoma nryaaacr:

bap on eyna own canepo bapaupugm,

K-a3 y mono nawxap capocap wiueugpm.

Tuéoa xame pagpm 6ap xume xyy,

Xypywon nacu nywmu y-oap 2ypyx.

Abap kupoueop ogapur xo0HOaHO,

ba Pycmam 3apy 2asxap agpuionoano.

ba newu caponapoau wiox 6ypo,

busagrandy sponuéupo cynypo.

bao-y ey¢pm ap 30yn, ku naiido wasi,

Bueapoii az un mynbany yooysii.[3.110]

MasmyHnu ymymit. MH 6aiiTxo nax3aepo tacsup MekyHaH, ki Pycram (Kaxpamonn mumvn [loxHOMA)
caHr € caHrW a3uMpo Oapmomtaact Ba 00 MH amMalny KaxpaMOHOHa Xama Jamkappo 0a xaifpaT oBapmaacT.
Hlebp mumagaTu Hepy, NIy4oar Ba TaAbCUPTy30pHuu amani Pycrtampo 0a TaBpu MyOOTUFaBil TACBUP MEKYHA/.
Pycram canrepo 6appoimTaacT, KM TaMOMH JIalIKappo Aap Xaiipar rysomraact. MH Hepyu daBKynoaect, K1
a3 BOKeUAT OoloTap MepaBaj Ba adaTra MyOonura Mebora,y

«luéoa xame pagpm b6ap xkume xyy,

Xypywon nacu nywmu y-oap 2ypyx.»[3.110]

Hap mucpau aBBain “I1uéoa xame pagpm 6ap kumegh xyx” apHe «bap kutd xyx Oypaan» MyOomnuFa nryaa
METaBOHA][ KU TO XaHy3 ArOH Kac Kyxpo Oap kutd Habapaomraact. ['yé Pycram kyxpo Oap kurd rupudraact
Ba pox Mepasan! M mybonura TaBoHOMH (haBKyJI0/1a Ba KapoMaTy KaXpaMOHPO HHUIIOH Meauxaa. AMMO Jap
Oaiitu OabarHa

«Abap Kupouzop ogapur XoHOaHo.»
Ba Pycmawm 3apy 2asxap aguondano. [3.110]

Hap mucpau aBBaj MyOoluFa Ouia HaMellaBaJ, aMMO SIK YyMmJlal TaxcuH meOomasn, Ku gap Oopau
amanxou ¢aBkynozgan Pycram rydra mynaact. [lap Mucpau TyBByM HIIIOpPau SXTUPOMHU 3uéne, ku 0a Pycram
Kapza mrynaact. Jlap qou qurap 4yHUH act:

bupagpmy 6a Paxw anoaposapo noti,
bapanezexm on nunnaiikap 3u you.
Cyu map3u Typon-u dbunxo0 pii,
Yy wepu oudxcoeoxu naxuupyyu..[3.190].

Taxiun mopau AOCTOH: Iap MUCpau aBBal udonau “Paxw’” HoMH actii Pycram mebomaz, ku udonan
“AnmapoBap 1moit” 6a MarHOM “paBoHA IIy[ € 6a Xapakat mapoman’ po udoma mexyHand. Jlap 6aiitu myBByMHU
Mucpan aBBan ubopam “Map3u TypoH” omamaacT, ku 0a MabHOM ‘“MakoH € YOW cap3aMUHHU IuTap’- po
¢daxmongaact. {ap mucpan Oabauna, nobopau “ Illepn nuxkoroxu Haxaupyyi” Ku 6a MabHOM “ILEPH XaIIMHOK
Oap 1mkop O0apoMan’-po udoaa MEKyHal, Ki CaHbaTH MyOOJHUFa Jap MUCpan 4axopyM “Uy mepu JuKroxu
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Hax4yupuyii”’ omazaact. ba Mo Mabiym, KM 00pa3u OHpPO MHUCIH IIEBPU XAIIMHOKU Caxpou MEIOHEM, KU
XaBOHM a3 xXan 3uEN MypKyaparT Ba OamaHziemia mMeOomnaa, MOHAHA KapaaacT Ba anbarra, WH CaHBATH
My6onura Meboma. E ki nap 4ou aurap opapaaH MyKHH, K

Casopon 3u xap cy 6a y moxmauo,

Kamanou xaénii oapanooxmano.

Yy Paxw ox kamauou casopou 6uouo,

Yy wepu xncuén on 2axe bapoamuo...[3.191]

Bosin rydTan no3um, ku map mucpau aBBai “CaBOpoH 3M Xap Cy 0a ¥ mapanmoxrtana’ wumiopa 0a
TyIIMaHOH Ba KaXpaMOHXOM JIap YaHT acT, KU a3 xap tapad 6a Pycram xamma mekyHan. Jlap mucpan 1yBByM
“Kamangu kaéuit napangoxran”, “ Kamana” map myrat 06a mabHoM “ 1. ApraMuuMHHM Japo3uM SIK HyTaml
XaliKagaBakaop O0apou rupudranu caiin. 2. ba gact maposapaan” Boxkau “ka€uir” € “kaéH”’ Ku Aap THOKU
Mabrymotru “llloxaoma”un @DupmaBcii “YHBOHM TOMIIOXOHH ODpoHM KaauM (capomamamion Kalky6om)
mebomman. Mmopa 6a oH acT, ki AyIIMaHoH PycTtampo MexoxaHa 9yH KOMaHIu KaéHUPO mapTodTa, ypo acup
kyHaH[. [ap mucpau cerom “Uy Paximn o kamaHau caBopoH Ouana” sibHE acly Naxj1aBoH Pycram paxmn oH
T{/Ian acTicaBOPOHU TyImMaHpo ouany Ba “Uy mepw xu€H oH raxe 6apmamMuy’, Boxkan “xuén” €, ku ‘“kaéH”
nap JyraT 6a MabHOM “XaIllIMIHH, Fa3a0HOK, TapaH/a: epH xaéH’ oMagaacT, Ku uiopa 6a maxjraBoH Pycram
Ba acriu oH Paxmi padra ucromaact, ku Paxmr yyHOH aymmanpo MeOuHas Ba 6a Tapadu oH 6a MUCOJIH LIEpH
XalllMMIHH paBOHA MemaBail. [lap WH 4o caHbTH MyOOJUFa Jlap MECpau OXUp Jap uOopau “niepu kuéH” Mo
muaa MetaBoHeM. [lap qou murap qumaH MyMKWH, KA CaHbAaTH MyOonmra 0a rapaqan HUXOST ot nctudoaa
IIy/1aacT:

Iy xacpo 6a 3axmu naeam kapo nacm,
Axepo cap az man 6a oandon 2ycacm... [3.192]

Jap mucpan aBBai, spHe “Oabau 0a 4aHT mapomaaaH gy kacpo 0o épuu 3axmu narang ©a 3aMuH
Meadronan”’. [lap nyrar Boxkau “3axM” 0a MabHOM ‘‘Yapoxate, Ku Jap O0ajiaH a3 3apOu npeaMery OypaHa Ba
XallaHa MacajlaH: 3aXMHU KOpJI, 3aXMHU THp, 3aXMH Ba X0ka30~ Meosn. [lap mucpan 6apauHa “Skepo cap a3
TaH 0a IaHAOH rycacT” KU Jap WHYO Jap BaKTH YaHT IaxXJIaBOH SIKEH TyIIMaHpo 0o EpUu AaHAOH capu OHPO
qyza0 kapaaact. Jap un yo AOynkocum ®Oupnascit cap TO OXHPU MH MUCpaH JyBBYM CaHbAaTH MyOOJIMFapo
0a mapayaur HUXOSIT OJIMU UFPOK pacoHuaa udoaa KapJaHalpo AUAaHaMOH MyMKHH.

1.9y omaw 6uémao casu nuzyp,
Yy xyxe pason kapo az yo cymyp...[3.211]

XaMUuHpO aNoXuja Kaka kapjaH MyBohUKH Makcas act, ku Oupnascin omananu Pycrampo 0a “oram”
MOHAH/I Kapzaa ucroja Oomaz XaM, MH 40 BOXKaW “oTall’” XaM4yH caHbaTH MyOonara uctudona mryaa
HCTOAAACT.

2.Kamonpo 6a 3ex-oap 6a 603y purano,
Camanoaw 6apomaod bap abpu b6anano...[3.214]

Jap un GaliTu 6ornoit HU3 “Oa abpu Oanang OapoMagany camaH” MyOOJIHFa acT, KU TO XOJI ITOH acIl

0a abp HabapoMajaacr.
3u 3axmu cymaut 206MOxi Cymyx,
ba yacma uy bapxy 6a xaiixan uy kyx.[3.205]

Hap un Gaiitu Ooyon KanuMan “TOBMOXHA~ AMKKATH MOPO 4aj0 MeKyHal, KW Jap JIyFaT YyHHH IIapx
JI0JIa IIy1aacT “TOBMOX# — Jlap HaKJIy PUBOT Ba ad)cOHAXOUW KaBMXOHM COMM Ba JPOHiA, TOBECT, KU IOH Oap
MYLITH MOX# JIopaJl Ba 3aMHHPO 0ap myIT € siKe a3 MoXxXou Xy rupudraact”. Jlap uH 4o Mucpau noéuim
Ba yacTa 4y Gapky 6a Xaiikan 9y KyX” TO XOJI SrOH MHCOH a3 YOSl yacTa 6apK HalIyjaruct. £, ku jap qou
nurap “6a xalkan 4y kyx’’ Hamyjgaruct. Aoynkocumu OupaBcii [ap WH 40 caHbaTh MyOomuFapo 0a fapavan
HUXO0SAT 0J1#1 uctudoaa Oypaaact.

1. 3u 2yp3u my xypweo eupuén uwasao,
3u mesu my Baxpom 6upén waead.[3.227]

Hap vH 0aliT canbaTu MyOOIUFa HUXOAT Oa napadan Oosio uctrdoaa mynaact, Ku “Xypiie] Tupéx

maay’ € “baxpom Oupén masan’ To X011 KU Xypiueq OupéH & un ku 0o épun 3apda baxpom OupéH Halrynaacr.
Kamanou my 6ap wep 6ano agheanao,
Cunonu my 6ap kyx 2aszano agranad,[3.228]

Hap ¢dapxanrxou 3a00HN TOYHMKH KaTUMaxoW “‘KaMaH[, ra3aHj, CHHOH Jap YyHHH MabHOXO MEOSHI.
Kanuman™ xamann” nap ayrat 0a MabHOM “‘apFaMYMHM J1apO3H SIK HyTall XalKaJaBakaop Oapou rupudTaHu
caiin” Boxkau “raszang’ map ¢apxaHr 60a MabHOM ‘‘3apap,3UéH,0ce0” Jap You Aurap KajauMmad “CHHOH” 0Oa
MabBHOM ‘‘capHaii3a, 0XaHU Te3e, KU 0a HyTH Haii3a IMMHOHAH, yMyMaH Hal3a’” oMaaaacT, K gap WH OalT HU3
0a Mucpan IyBBYM CaHBTH MyOonura MCTH(OAA IIyJaHAIpo AWAAa MeTaBoHeM. Jlap STOH AaBpy 3aMOH
(mait3a) cuHOH 0ap KyX 3apap HamgomaacT Ba 60 Epuu OH ac600 KyXpo XaM BalpOH Kap/ia HaMeIIaBal.
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Yynun xocm pasuian yaxonoghaput,
Ku nunxon naxapo asxcoaxopo samun.[3.62]

A3 uH OaiiT Gap Meosid, KM MapBapAWTOpH OJIaM PaBLIAHM, YaXxOH, 3aMUHPO odapuj Baje “NUHXOH
HaKap/IaHu 3aMUH aXJaxopo” a3 XaKukaT OepyH Ba MyOonura wMeOorran. bosin rydraH Jio3uMm, KU Xap K
qICMY YOHe, KU Jap pyilk 3aMHH acT siroHa odapanaan oH Omox Mmedomai.

XamuyH xynoca, “Iloxnoma”-um Abynkocum Pupmascit, xocca gocToHU “Pycram Ba Cyxpo0’-u oH
capiiopH canbatu 0ajen 6a xucob mepasaa. [lap TapkuOu 10CTOH OMCEP HABEXOU CAHBATPO JUIaH MYMKHH,
JeK MO Max3 0a caHpaTH MyOoJaFa Ba HaBbXOU OH MapAoXTemy xaioc. Jlapxakukar, cap TO MOH JTOCTOHH
“Pycram Ba Cyxpo6” a3 MmybonaraBy Myxo00Txopo ¢apo rupudraact. bo kamonu atupom Ba 60 MaMHYHHUST
XaM4YyHOH, a3 3a00HH 1moup AOynaKocuM DUpIaBCH YyHUUH METYEM:

Xap o xac, xu Llloxnoma xonu KyHao,
Aeap 3an bowao naxnasonu KyHao.
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