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OMIIPAKAIII BAJIbMUKH XUKOSJIAPUIA
IHACT TABAKA BAKWINHUHI )KAMUATIAI' YPHU

YII®DATXOH MYXUBOBA
Towkenm dasnram wapKULyHOCIUK YHUBEPCUMemu
gunonoeus channrapu ooxmopu, npogeccop

HHUIIYDAP XO/’KAEBA
Towxenm daenam wapKULyHOCIUK YHUBEPCUMEMU
PhD, JKanybouit Ocué munnapu éa aoabumu
Onuit maxmabu paaxoapuio
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Annomayus. Maxona XX acp uxkunyu apmuoa XUHO Hcamuamuoa 0013apo mMyammonapoan oupuea
ainanean Oanum HoMuY OUNAH IOPUMULAOUSAH RACT MAOAKA BAKUIIAPUHUHS HCAMUSMOA2U YPHU MACATACU2A
bazuwianaou. Yuoby maszy y3 Yukoanapuoa 0aium Macaidcutu 4Kyp akc Smmupean, 0y Macaianu Kammux
MAHKUO Ocmuea 012aH 6d YHUHZ Keaub uukuuwl cababrapunu xam xypcamearn Omnpakaw Banmuxunune
“Canom” xuxoanap myniamuodzu XUKOAIap Mucoauoa ouud bepuiaou.

Kanum cyznap. oanum, usxcapa, maxkmad, myu, 4ou, Opaxmar, KUWIOK OKCOKOIU, UHICEHeD, 3UéTU.

Annotation. The article is devoted to the issue of the role of representatives of the lower caste known as
Dalits in society, which became one of the pressing issues in Indian society in the second half of the 20th
century. This topic is revealed through the example of stories from the collection of stories "Salom™ by
Omprakash Valmiki, who deeply reflects the Dalit issue in his stories, severely criticizes this issue, and also
shows the reasons for its origin.

Key words. dalit, rent, school, wedding, tea, brahmin, village elder, engineer, intellectual.

Kupum. Xap 6up ®aMUATHUHT ¥3 HKTUMOUNA MyaMMouiapy Oynaauku, Oy MyaMMmosap HUIMaJaH
nbopat 3KaHJIUTUHY (akaT U1y MUJUIAT aJabuETu OpKaJld aHIJ1ad oMl MyMKHH. YOy Makoiazia
Kypuiagural mact Ta0aka BakKWJIM Macalacu aiHW XUHIUCTOH YYyH, IIy XaJIKHHUHI MMJUTAH
MEHTQJIUTETH, XaMMIT BaKWUIAPUHHUHI KacTiapra OYIuMHUIIKM Kabu a3aiuidi MyamMmo OwiiaH
O6ormukaup. VIHCOHIAapHM I0KOpH, MacT Tabaka cudaTtuga axpaTHII XUH >KaMUSATHIA KaAUMUN
MaHOanap/a xaMm €3MiraH Ba aMHIT/Aa XaHy3rada y3 a0i3apOiIuruHu HyKoTMaral macajiapiaH
O6upu xucobmaHaau. Yo Makosiaaa aifHy 11y Macalla XUKOS jKaHpH TaxXJIWIN acOCH/Ia YpraHuirad
Ba MabJIyM Oup Xyjocaiap OepuiraH.

Metonogorus. [lact Tabaa MacanacMHM YpraHuill y4yyH XUKOsUIAp TaxXJIMJIHIA T€PMEHEBTHK
XamJla COKMOJIOTUK TaXJIWJI MeToAIapuaH (o janaHuiraH.

Harmxkanap. Makona acocusia KauMH XUH] )KaMUSTH [IAKJIaHTaH JKaMUSTHU Tabakaiapra
aXpaTuill MacagacMHpUHr XX acpja xam y3 J07a3apOJuruHu WyKOTMaraHu Uiy JaBp €3yduiiapu
XMKOSIJIApU MUCOJIMIa 04u0 Oepuirad Ba OyHUHT acocu]ia MabpudaTiapBapIMKHUHT €THIIMACTUTH
acocuil cabab skaHJIUTUTa UIopa €3yBUr XMKOSICH/1a SIIMPUHTAHIUTUHN Ky3aTUII MyMKHH.

Myxokama. Omnpakam Banemuku XX acp XUHAM HAaCpUHHUHI €TyK HaMOSIHAACH. YHMHT
acapJyiapy 3 1aBpH KaMUATUHHUHT 9HT J10J13ap0 MyaMMOJIapMHHU acapiapu caxudacuia MOXUpOHa
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oun® Oeprannaurur OwnaH axpanud Typamu. AliHukca XX acp UKKMHYM SpMHUJA Ky4alTraH MacT
TabaKa BaWJUIAPUHUHT XUH] )KaMUSATUTY YPHU MacajlaCMHU y KYNIIMHA XMKosIapuaa ound Gepra,
KAaTTUK TaHKUJ octura oiarad. KymiaznaH, €3yBUnHUHT “CajoM” XUKOSICH )KaMUATA Ky/1a KYTI I110B
mryBiapra cabab 6ynran. bynnan tamapu “Caruim 3u1u Kaepra 6opcus’ €k “Op3y” XuKosiapuaa
XaM JaTuT HOMH OWJIaH IOPUTHIIAIMIaH MacT Tabaka BaKWJUIAPUHUHT KaMUSATAATH YPHU, yiapra
Oo11IKa, FOKOPUPOK TabaKa BaKWIJTAPUHUHI MyHOCAa0aTH MacajlaCHHHU XKyJa X1y ound Oeprad. by
XMKOSTIAPHUHT Xap Oupu €3yBUMHUHT “CanoM” XUKOsUIap TYJaMHIaH YPUH OJITaH.

Owmmpakam BaneMukuauHT “Canom’ XUKosIap TYIUIaMKIa, aCOCaH, UKKH TypJard o0pasiapHu
Ky3aTHIII MyMKHH, Oy CaBOJIM MHCOH Ba CaBOJICU3 MHCOH.

OOpa3znapauHr Oy Tap3fa OYIMIIMHM MYaMMOHHUHI ¥3M Tanad Kujaau, yyHku Owmmpaxarii
Banbmukn XX acp MKKMHYM SApMHJA XUH] KaMUATHAA YTKUP TYC OJTaH JAJIAT MYaMMOCHHH
KYyTapub YMKaaM Ba y KUMJIAp Opacuaa MyaMMOra aijaHaéTraHJIMIMHA Ba OyHUHT €4MMHU HUMAaJa
SKAHJIUTUHM XaM aHHUK Kypcatu6 6epanu. E3yBunnunr caBoacusnuk Tydaitam scku yph-ogatnapra
canbuii MabHOJa €NUIIUO OJNTraHJIAPHUHT OHI'MHU YCTHUPHILITa Ba OYHUHT y4yH Mabpudar HynuHu
Ky4alTUpUII JO3UMIIMIUra KapaTWiraH 4YaKUpUFH, acoCaH, KUIUIOK axjura €Ku IIaxapHUHT
CaBOJICU3 KaTJlaMUIa KapaTHJIraH.

XX acp xuna €3yBuricn Omnpakam Banemukuauar “Canom”, “Cartumr 314 Kaepra oopaau”
Ba “Op3y” HOMJIM XMKOSJapu >KaMHUSATAAru nact Tabaka BaKuJUIapura arpodrarujapHUHT
MyHOcabaTu Macanacura OaruIlIaHTaH.

“CanmomM” XUKOSICHHUHT OOIIl KaXpaMOHHM MKKH 3MENTNM WUTHUT: OMPH MaauT KacTacuaaH Xapuil,
UKKUHYMCH OpaxmaH kactacujaH Kaman. Xapum Ba Kaman nedpnu 15 iinnnan 6epu aycr, JeKuH
yJIApHUHT Opacuja Iy MmaiTraya xeu KaHjail KeaTuImMoBUMIMK OYimaras, XxaTTo KamanHusr onacu
XapunrHu nact Tadakaaan ned yiuaan xaaad conranuga xam Kamain yHiad Bo3 Keumaras, YyHKU
yJiap caBO/JIM MHCOHJIAp, SCKWIMK CapKUTIapH yiaapra Oerona. Kaman ayctuian Bo3 keumaraHuial
KeWMH oHacu XapuIIHU TaH oluIIra Maxoyp 6ynaau, nekud Kamanra 6ungupmarad xonaa Xapuii
YUYyH aJlOXUa MU aXpaTtud Kysau. UyHku, y aBioanap yppuHM Oy3uIlIHHU, Y3UHHU NacT Tabaka
BaKWJIN OWJIaH TEHI KWJIUILIHU UCTaMalIu.

XUKOSIHUHT OOII MyaMMOCH OYJiraH JaquTiap Macalacu MKKH KacTara - JaJIWUT Ba OpaxmaH
KacTajlapura MaHcy0 Oyiran, Oup KoJIJIexkaa TaxCuil oiaaurad Xapui Ba Kaman ucmim ukku ayct
opkanu oun6 6eprmiiaan. CrokeT *KUXaTIaH XUKOs BOKeasapra 00l Ba Mypakkad smac, yH/1a UKKH
OycTnaH OUPUHUHT, SBHM JAIWT KacTacH Bakwiu OYyiraH XapUIIHUHT HUKOX TYWWra IOKOpH,
OpaxMmaH KactacujgaH Oynran ayctu KamamHuHr tampudu Ba mry Tyl kapa€Huma 6ynub yrran
BOKeasiap 6aéHuaan nbopar.

By macananap xukosijia y4 BoKkea OpKajiu aHUK oun0 Oepuinaau. buprauncn XapuIHUHT HUKOX,
TYHUMHY YTKa3uIl yYyH >KOW TONWJIMAaraHu Ba TYHHU MaxOypaH MakTaOHMHI 3CKHU Ba MCCUKIAH
KM3M0 KeTraH OYMK alBOHMIA YTKA3WIMIIM BOKeacH. Acnuaa, Xapuil KHIUIOK MakTadu
JTUPEKTOpHIaH MakTal 3aauaa TYHHU YTKa3ull y4yH pyXcaT oJlaiv, IEKUH BOKea KyTraHuAeK 0yaro
YUKMAaIH.

T S o ToTT THeA T TLHGT gl (9 TTAT AT| T&TH ST 7 Thel @I & 0l gTHT T 9 &
off, oTTeheT, Tl ROdaTT § =l T | FHThT AT 31 & A1 AT AT Al (7oAl ofF | e arra &
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TS B Bl ST T=T AT1 ... T % TTHT BT A TS AT At AS AT ... LT HT AT 9% )
Rk t2rer BT UTI .. ael 3 T O SEd g hal — T 3k AT # TR aaT o, T et & 21,

Tyu maxmab atisonuoa ymrasunou. Kanob onuiinapu makmaé 3a1unu Oepuitu 6av0a KuieaH
90U, JIeKUH Yula KyHU KAucuoup KapuHoouuHukuea kemud xoaubou. Lllynua wo2yp-o2yp Kuiuxca
Xam Kaaum monuimaou, axupu myi MaKkmaOHuHe ouux atlOHUOA YMKA3ULOU. ... AKaiiu cye monud
OYIMACOU ... EPYIUK YPHUHU KOPORYIUK d2ANNA2aAH I0U. ... Kuuinok xakuoa yKuean 30um, iekut 0y2ym
oupunuu 60p Y3 Ky3um ounan Kypub mypuwium, oeou xampamoa xonean Kaman xam.

WNucon xaéruaa 6up maproba Oynagurad HUKOX TYHHHM YTKAa3UIIra MakTal 3aJIMHU OCpHILHU
Bab/la KWJITaH JUPEKTOp, JanuTra OepuiraH Bab/a OakapuiIMIny MIapT SMac KaOWiuaa uil TyTuo,
KapHHJIOIIMHUKHUra KeTUO KoJraHu, Oy Xak[a XaTTOKM Xe4 KMMra aiTuO XaM KeTMaraHu €3yBud
TOMOHH/IaH OYHK ONJIWH TaHKHU] KWINHA/IH.

WKKk1HYM BOKea aBBAUITMCHIAH XaM OFUPPOK OYu0, Oy BoKea OpKaJlu JaIUTIap Macajaacu XUHA
KAMUATH CaBOJCH3 KUCMUHHUHT OHTHUTa XyJa YyKyp CHHTHO KeTraHMHH Ba Oy MacajJaHWHT €4UMHU
KAMUAT axXJIMHUHT )Ky/1a KaTTa KACMMHUHT OHTMHU Y3rapTUPULI OMi1aH OOFIIUK 3KaHIUIUra €3yBun
OYMK OWAMH uiopa Kuinaau. by Bokea Tyit Tyraranngan cyur KamanHuHT 4oit n3nab kyuara ynkuo
KeTranuza 103 6epaau. Kaman yoit kuaupud xyuaHuHr Oolura Yukaau Ba Oup IaH, cUrapera Ba
OomKa Maiia-uyiia Hapcajiap COTHJIAJAWTaH KHYMK OMp IYKOHYara Ayd KeJaau Ba JYKOHYHIAH
cypanau:

=17 fHerft?

-foerft... et erew TR

-0 faw v 2, FRl H A 22

-3ETTEA Al

RIS F A1 e Tk T oft o 2

-1, § ST I0a § AT E

-dg AT AT @ o =7 3T7% g

-1 AT G - FHA o HaATA (AT

AT UHEH F9 gl TAT... 1T a9 & T8 [d@Ts qai 92 g A
-UF Y AT a7 U - THE & FHA 7 =T

- AT AT T A |

Qi FAT? sreft 1Y 3% et Y erow e o7 = fHen?

-Yotiuneusz oopmu?

-Xa bop, bupo3 Kymuwiea myspu Keiaou.
-Aneuea yxuiaticawn, Kaepaukcan?
-/lexpadyunux.

-Keua Jlexpadynoan bup myui keneanou.

! Vima kuro6, - B.9.
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-Xa, men ywa mytiea KeneaHmMaH.

-V myii anasu oanumnuxuea xkeneanou-ky?

-Huma 6ynmu? — 0oeou Kaman

-Yotixonauu dbupoan scum 6yaub Koiou, Yo manuépratiouean CUéxu Xam KypuHmai Koaiou.
-bBumma uoti matiépnab depune, 0eb sna Kaima cypaou Kaman.

-Cenea 6y epoa 4ot bepuamaiiou.

-Huma yuyn? Xosup y3uneus yoii bop decan 30uneusky!

-Xa atimeanoum, 1eKuH SHOU UK OeSANMAH...

Kaman men OpaxmMaHMaH Jieca xaM yHra MIIOHMAac/aH, y OWiIaH >kamkamnamuo, Oy skaHxkanra
aTpodaaruiap xam Kynimo, axup oknoar KamanHu WuFrIraHIapHUHT XaMMacH JTAIAT OYJraHu
y4yH UTapuO-uTapud 4oiixoHaaaH xaiinad rodopuimaau. KaMaTHUHT KaTTHK KaX) 1M YUKAIH, JCKUH
Oy oJamyIapHUHT €BBOMM TyAanaH Gapku OyiIMaran caBOJICH3 OJaMiiap SKaHJIUTHHU aHTIIa0 eTaju
Ba XapUIIHUHT Oomura sHa Oomka Kyndarmap TymMacuH ne0 y eplaaH KeTuO Kys Koialu.
Tylixonara kailTub Oup gapaxt taryaa yruprad Kaman oHacuHuHr 15 Hun wnrapu mact tabaka
BaKWJIJIApU XaKUAard YTUTIApUHU dCclaiiin, Tazeranapaaru xadapiapHu KaHYaJIuK XaKuKaTra sKuH
SKaHJIMIUIa WIIOHA OOUUIAlIM, JEKUH IIyHAal X0laTja XaM AYCTHIaH BO3 KeuMaiu Ba Xapull
XaKuJard mwxoouii ¢ukpiapu y3rapmaiinu, OyHra cabad Kuiaumb sca €3yBUd YJIapHUHT CaBOMJIH,
WIMIIM,ACKUYA Kapaluiap/iaH y30K OYIraH HHCOHJIAp 3KaHJIMTMHY KypcaTaéTraH/ieK TyIoJIaiu.

Y4rHYM BOKea XUKOSITa KUPUTUIITaHKAMUSATHUHT 3cK14a ypd ofatiapaan Oupu “xeiun carom”
ypbu opkanu ound OepunranH. by ypdra xypa sSHrM TymraH KejauH KHUIILIOK OKCOKOJUIApH Ba
XYpPMaTJIM KUIIKUIapra spranad 6opul caaoM KWIMIIM Ba OyHUHT 3Ba3ura yjaapAaH TypJild COBFajap
OJIMIIY JIO3UM 3. XapHuIll 3ca WIMIM HUTUT Oynranu 6ouc OyHnai ypdnapHu, camakara yxiad
Oepunaaurad OyHaail coBrajapHH ETHpMac 31u, 1y OOHC, KeJIWH calomra oiau0 YMKuIIgaH 0ol
topragu. by Macamama xam KynmuwiMk Xapuira akia ypraTu® yHU KOWMHIU, JIEKUH Xe4 KUM
Xapumira Tabcup yTKaza oiaMaiau. XapUIIHUHT Oy Kapopu Te3na OyTyH KUILIOKKa €Ml ram
cy3mnapra cabab O6ynmaau. Kumnuiok okCoKoJImapuaan poca ram SIuTaauiap, yiap, Ku3 6o1anu Heea
VKUMACU31ap, MaHa 3H0U muiy Yukub eanuneea KUpUmMasnou, YHUH4U cungeaya YyKUCuH oeticuziap,
MaHa YKUWHUHE OKUOAmMuU, KUULIOKOA Mapmud uHmu3om KoImMasanou, ned Konuuaumap.

Owmnpaxkam BanbMukuHUHT stHa Oup “Camuw snou Kaepea 6opcun” XMKOACH XaM nacT Tabaka
BaKWJIMHUHT TakIUpU Xakuga. XHUKos KaxpamoHu Caruin mxapajga Oup 3uénuiap owiacuia
AIIalM, OWIa ab30JIapy YHH XKyJla XypMaT KWJIauiap, y Aespiy 11y OWIAHUHT ab30CHJIeK 0Ya1r0
Kosran. Ounanaru srona Kuzua xam CaTuIIHK Y3 aKaCuIeK SXIIU KYpaju, XaTTo pakuia 6anoxarn' na
YHUHT Kynura Oorud xam Oornmaran. CaTuin KoJuiexkna YKUHIW Ba YKUIIIAH OYII BakTIapuaa
JaMIoYyKa 3aBOAMJA MIUIaiau. 3aBOjA AMPEKTOPU XaM YHHU Kyda XypMmaT Kujiaau. Y HIIra Xam
YKUIIra xam JOWM Y3 BakTHAa Oopaau, yijarwiap yHUHT KEIHUII-KeTUII TapTUOMHH EnnaH
ounaguiap. bupos keu Kosca 1appoB XxaBOTHpra Tyllaauiap, JeKWH OyHai xoauca KaMJaH KaMm
103 O6epap >au. bup kyHu [[aHT XOHUMHUHT SIIUTUHU KUMIUP TaKuwiataau. Kenranmnap Kkapurusa,
O3FMHJIaH KeJraH, I0NMUH KUIMUHTaH 3p-XOTHH 0Ynuo, yinap CaTHIIHU CYypUIITUPHO KeIraHiIapuHU
aiitanunap. CaTUIIHUHT OTa OHACH SKAHJIUTU MabliyM Oynaau. byHmaii xaiipaTia KoiraH Ba Fazadu
Ky3urad [laHT XOHUM KeNlraH 3p-XOTUHHHU Te3poK Oy epnaH ketunuiapuuu, Catuimn kenca anbdarra

! aénnnmapHuHr Y3 aka EKM yKaCHHUHT KYJIMTa XMMOSl OOFMYHMHU OOFJIALI OIaTH, Xap WHJIM aBryCT OMMa HUIIOHIAHAIH,
pHUBOSATIIApra Kypa Oomacu ¢K¥ CHHIJIMCH TaKKaH OOFWY dpKaK KUIIWHH Xap X OamojapaaH acpap dKaH.
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yJIApHUHT OJIINTa FOOOPUIIIMHY aiiTaau Ba Oy macT Tabaka BaKWUTapu OWJIaH raruialiraHuHu OUpOH
KYITHUCH KYPUO KOJIMAcHH J1e0, Te3/1a yiinura Kupuo KeTau.

Mucuc [Tant CaTuiiHy JanuT SKaHJIUTHHY OWJIraHUaH KeMUH YHra nxapara Oepwirad yiujaaH
xaiigab robopamu. Kyyama xonran CaTuin 3aBoj] JUPEKTOPUHHMHT yHUTa OOpHO ETOKXOHAIaH
BaKTHHYAIHK XOW Oepud TYpUIIMHU CyparaHuaa, JUPEKTOp XaM yHra JaJIUT OYITaHdu y4yH paj
YKaBOOMHU Oepajy.

“f% T O 7 g e [ € a1 g ST |-aTy #7 97 @i e gr, v F T H
T THRAT §, T H AT GeATAT SMEHT gl T AT T T dael T &l FT g1 THeh ATl TFa I
T AT FIS 4 Y A5l gl Tg Trard a9edT 8, qF Haer/

“Aeap mucuc Ilanm cenu xatioab wbopean 6yica éxu cen oma —OHAHSHUHZ YUUHU mauiiad
Kemean Oyicane MeH HUMAa Xam Kuia oaiapoum. Menu bunacan uw Oepysuuman, cen OUIAH MEeHUHe
ypmamoa pakam uw macaracu 6op, Oynoan OowKa anoka Oyauwu Mymkun smac. by cenune
macanawne, y3uHe Xaa KUTUUuHe Kepaxk .

Xukosiga Oy MHCOHJIAp YKWraH Oyiica XaM yKmaraH, Xap Oup HMHCOHHM ymia siroHa XyzIo
sapatranu, Slpatran onmuaa sca Oapya TEHT SKAHIWTH Xajdud Oy WHCOHJIAPDHUHI OHIura etuod
KeIMaraH. YJap 3bTUKOJIa XaM, WM XaM Xald TYJIUK [IaKUIaHMaraH WHCOHJIAp cudarmia
HamMo€H Oymanunap. Xukosna Kamamuuur onacu XapuiiHM XalgaraHujaH CYHT YHWHU Kaiita
to3anab, ['anra cysnapu Ownan mokmab® onrammmru €kum Oyiamaca Mwucuc Ilant CarumHuHT
JTANWTIUTAHU OWjrad YHUHT KUWUMIIApUHU €FOYHUHT yuuja ymad XOBIMHHHI OUp 4YeKKacura
0oTHO FOOOPHIIIH Ba Oy HONOKAIUKOAH YHOU Kadall Kymynamar, e Fam-Fyccara OOTHIIIHN IOKOpPHUIaru
GbUKpIapUMU3HU TacAWKIaiau. Xukosuiapaard KamamHUHT oHacu, MakTa® IUPEKTOPH, 3aBOJ
nupektopw, [laHTiap onnacu my TypJard YKUTaH, JeKUH YKMarad HHCOHJIap 00pa3uamp.

“Op3y” xuKosicuaa 3ca AMHUN ypd-onaTiapra MyKKacuJaH KeTraH, JIEKMH JUHHMHI acll
MOXHUSATHHU TYIIYHUO €TMaraH, Y3uHU JUH KOUJaJlapura TYJIUK PHOs KWIAIUTaH OJHIKaHOO HHCOH
cudaTuaa KypcaTHINra XaakaT KWIAOuTaH aclufa 2ca HMKKHIO371aMayd, OJaM a)KpaTaJuras,
MaHca0ImapacT MIAXCIIAPHUHT acHusATHHU ¢om Kwirad. Harxpaxkan bamaxu mbogaTXOHACHHU
KYpAUPHIITa SPUILTAH]IHI, YHAU Y3UHU Oy HOOAATXOHAHUHT XY KaliHu 1e0 X1UcoOmaian, KaJuMMIu
ypd-onatnapau HarxpakaH4aauk Xed KUM OWIMaiu Ba yJIapHU MapoMKia OomKapa oiaMaiam.

banaxkxu uOOMAaTXOHACHHUHT OYHIMIN MapocuMH. HaTxpaxan XxamMMmMa UIIHH Y3 YpHUAA
OaxkapMoKJa, atpodura y3ura yxmaran tanépra ai€piapau iuru0 onraH. JlekuH, nbogaTxoHa
Kypuiuimaa Hr (aon OyiraH, 11y epHUHT CaBOUIM, OWJIMMIM XapakaTyaH €IUIapu opacuiaru
JAJIAT WATUTHUHT HOOTaTXOHAHUHT FOKOPH KUCMUIA YTUPHIIN YHUHT FalllUTa Terasiin. AWHaH 1Iy
Hapca WOOJATXOHA/a S>KaHXKal 4YHMKUIIMra cabad Oymaau. Mapocum OONUTAHUINUAAH aBBAJ
Harxpaxan épaamunicu Pumnra mysHgan nemau:

"IE AR T g... T, AT | Ivg N Al SSTAT ST Tl g2 T 1d g, AT i qT=aT 5
... TSIT 9T T 9T g AT (94T HiG T of ST 97, e TehT, T8 AT 2....8H TSI1-918 30+ &3
H FHO( THH Fls IR T FAog, 1 Ja97 Hue g1772

1 g’ma KUTOO, - B.55.
2 Va xkuto6, - .29 -30.
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“«

y Tomam oanum... ubooam mapocumiapuoa YHU 0Kopuea ymrasuul MyMKuH smac. by
AHBAHA, WACMPIAP WYHU MAlabd Kuiaou. ... ubooam KUIMOK4U 0yica y3uea aioxuoa uboamxonda
Kypub oacuu, 6y OusHuHe ub00AmMXOHA, V3 XOXUWUZOEK MAPOCUM VMKAZUWHU XOXAAUMU3, YHOA
wyopa éxu OanumaapHu UmupoKu Man Smuiearn’”.

JanutHu kamcutrannapu tydaiinn Hatxpakan Ba yHUHT XaMTOBOK1apu ['otam Ba Pummnapaan
AQUUUK-a9YUK TaIIapHU SIIUTHO OJIauiiap:

" AT ATIISH T T AR A= 9T g2 o WA qford 81 59 ag i T SrEr ga e
TET T2 T A1 A9 T I 3 72 2ford 21 . § a1 €, 59 o i 1 deer & @y iy a2
& o1 978 %, gl ATILS g HiaT 39T o 8.7

“...oicano6 Hamxpaoican, I'omam oanum sxaunueunu 6yeyn ounouneuzmu. Tyny Kyn mep mykuo
ub00amxona Kypumuwuod — UwIaémeanuoa YHU Oaium 3KAHAUSUHU Ourmacmuouneus. Men
Opaxmanman, WyHUHe YUyH YHed opKaea ymub ymup Oetuwium Kepaxmu... uyx Hamxpaoican, 6y
ub00amxona yHea xam meauuiiu’’.

Iy Tap3na XMKOSHUHT aCOCUN KUCMU MKKH TOMOHHHMHT - ['0OTaMHUHT EHMHM OJIAETraH CaBOAJIU
Ba WIMJIM €UTIap Ba Ky30ysMaun AWHIOpIAp Ba YIApHUHT cadIoNUIapUHUHT Oy Eniapra Kapiim
KapaTWiraH HMKKM XWJ AyHEKapall BaKWUIAPUHUHT FOSIBUM Kypalld Ba Oy KypalIHUHI axupH
YKaH)KaJl OWJIaH SIKyHJIAHUIIM TaCBUPJIAHTaH.

XUKosinapJa *aMUSATHUHT TypJId MyaMMOJIApDHHM y3uAa My’KaccaMJIAITHpPraH KMYUK KUYUK
oOpa3IapHUHT XaM MaB)XyUIUTH €3YBUMHUHT Y3 )KaMUSTH Ba YHUHT BaKWJUIAPUHMU, YIapJaru Kycyp
Ba KaMYMWJIMKJIApHU Kail Japakaja sXIIM OWIUIIMHU aHriataad. Xycycad, “Op3y” XukKosicunua
banaxxu nboxarxoHacuHu Kypuiura 6our 6yiaran aii€p, MKKUIO31aMayy, ¥3 MaH(paaTH HynugarnHa
3axMar uyekyBuM Harxpakan Oom oOpa3ga, JI€eKMH YHMHT aTpoduaa Huruiaran taiépra aiép,
aHbaHABMM KOMIaJapHU el KUINO Y31 TYUIyHIaH TyIIyHMaraH MyaMMoJIapra Y3uHH akJiid Ko
KypcaTHO apanamub ropaaurad, aciuia KYpKoK, kacOu ¢akaT Tail€pra aiié€p Oynumian udbopar
MHCOHJIApHU OUp KNYUK 00pa3 opkaiau oun6d Tamaiian. XKymnanan, HatxpakaHHUHT SKMHIIApUIaH
O6ynran Harpakxan Ba Ymaaxiaiinmap mynpait obpasnapaan. Harpaxan ['otam Ba Harxpaxan
ypTacuaaru KeJIUIMOBYMINKKA apanamub ['oramra Kapab mryHgai aeiam:

"IATT, ST IS 6 o0 &g T2 8, T I5d FAT Agi| ST, ST Gieg ST, GHeAh FIH FIal il ar
froTeT Bl USdl & | I 3% T Frere & 7 %9, 97 BT 7eeT TeaT £ ... & T ST FHE o o F

wIE

“Axup cenea mypeun OezcaHOaH KeuuH mypeuu-oa, Oop, opkaea Oopub ymup. Kamoam
odamaapu éa Kouoanapuea mynuk puos Kuiuw Kkepax. Aeap ynapea puos Kuimacax ubooam xam
yana 6yaub Konaou, MeH WyHu mywyHeun 0ed canupaanman’”

I'otam razab 6mnan Harxpaxanra kapad nemu:

! Vima kuto6, - B.29.
2 Vma kuro0, - 5.28.
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“sfT ATALTSI, THIS F T F| 3T I FIF & gH Ioarel| ... off ATIre § Fgi a507 ... 4l
£ TEaTAT F o o == #fr|T w99 <o) L

“Kano6 Haepasican yunad eanupune, Cuz xum 0yaudcuz OU3HU mypeazaoudt... HcaHod
Hamxpaoscan men wy epoa ymupaman, 0€K KUUUMIAAPHU KYPUKIAUW YYYH MAHA OV HCAHOOHU
tobopune”

“CanoM” XUKOSICUAArd 4OWXOHa4yM, XapUIIHMHT Tyiura Tampud OyropraHiap opacuaaru
Kaman xakuna cypa® cypuIITHpUIIIaH 4apyaMmaraH HOMabJIyM HKKH IIaXC KaOW HepcoHaKIap
OpKaJIM JKaMHUSITHUHT OHTH KOJIOK, KYT Macananapaa (puKpu MIakJUTaHMaraH KUIIHiap oOpa3suHH
y3una akc attupann. by o6pasznap xukosga €3yBud TOMOHU/IAH Xe4 KaH1al MyxuM Oup daonusria
TacBUPIaHMANIM, JICKUH JaJTUT HOMIIM JKaMHUSTJard acT TadaKa BaKWIM MacaTaCHHUHT HKTHMOHIA
Tyc onu0, XaTTo cuécuil Macajara ailaHUIINWTa IIyHJIAl CaBOJCH3 MHCOHJIAPHUHT AyHEKapalu
cabab OynmaérraHnHu KypcaTMOK4M OYiamu. MacallaHWHT e4rMH CU(aTHIa )KaMUATIA TabJINMHH,
Mabpu(aTHU KydaTUpHUII JO3UMIIMTHMHM YKTUpaau &3yBuu. by xaknma anmabuérna pamut
MacajacuHu ypranrat agaduérurynoc onum Jesenap YayOei xam mryHaait ned €3anu:

"I H SATAET Bl UF AT a7 Bl o SATE1 & Fiord qHTsl i {Aferd e F7 w1 &
g7 1857 % T fATeer AT F TH ST a@™T... A q, AT & (51 TS H7 (G G99 Tol A1
STT |qRdT2,

“Xunmucronna Kiuomuba Ilxyne e6a  Casumpu  bau  Ilxynenap  b6owuunucuoa
OANUMNAPAHCAMUAMUHY CABOOIU KUMUWL uwaapu doutnad rwobopunean 30u. 1857 tiunoa HUnenux
XyKymamu Oy UWHU SAHA XaM HCAOALIaumupud 1000pean 30U... 0eMaK, UIMCU3 HCAMUAMOA
PUBOAHCIAHULL OVIUUU MYMKUH dMac”.

Hemak, XIX acpma xaM JamuT MyaMMOCH KaTbuil TypmaraH Oyinca-ia, XajiK O30JJUTU
kypamrgmiapu JKitoru6a [1xyne Ba Casurpu bau [Ixyne xabunap ganutiapra 3Tubop Kapartuo,
yIApHUHT Xa€TUHU Y3rapTUPHUIL YIYH Kypaliraniap Ba Oy KypaliHu yiap JaTUTIapHUHT CAaBOJUHU
VeTupuIia Kyprauiaap, XarTo MHTIU3 XYKyMaTd XaMm Oy WITHHU sHaJa Kaaauiamuprad. YyHKH,
KAMUSATHUHT WIIFOP Ky4Wwlapuaa AaduTiapaa caBoj UYKimuru Tydaitnu ynap y3alipuHu XUMOs KHiia
oJIMaiunap, Aeran GUKpiap aHda WIrapy Mak/uIaHTad 4. XX acp oxupura Keiand sca Xapuin
Ba CaTunuiapra yXiaran Wimiii, YKATaH, OHTH TapaKKUK 3TraH JaluTiap dca ¥3 capAonuIapuHIHT
KAMUATIATH XaK XYKYKJIapu YYyH KypamHd Oonuiad, OyTyH XWHJI KaMHUSITHHH Y3iapura Kapara
oJITaHiap.

XyJoca. Xynoca YpHUA ITYHH aUTHII JIO3UMKH, Y3 TaBPU MyaMMOJIapUHU Oaauuil acapiapaa
aKC JITTUPHUIN €3YBUM IKOJAMHHMHT DHI acoCHi Baszudacu HKaHIUTHHU MHOOATTra OJTraH XOJaa
Owmpaxkam Banemuku XX acp sKyHHUTa €THO KOJIraH Oup JaBpia XaM MEJOo//IaH aBBAJITH MUHTHHYA
Hunapia XuHA JKaMUATHIAa MyaMMO OYNITaH MHCOHJIApDHU TACT Ba IOKOpW Tabakara askpaTHIll
MacajJlacM KUPK acp yTca XaM XaHy3 ¥y3 €YMMHUHM TOINMAaraHura HIiIopa KWIraH XoJjiaa Y3

' Vna kuro6, - B.28.
2 %9z AT sryfae Arfger § afera fomen faeeft. 2009. - B 135.
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XUKOSUTApHU/Ia TacT Tabaka BaKWJIMTHra KaMUSAT ab30JapUHUHT MyHOCA0AaTH MacallaCuHU KyTapuO
qUKaJIu Ba 6y MacaJlaHU €YU MHU KaMUuiaTaa Ma’BpI/I(i)aTHapBapHI/IKHI/IHF CTUIIIMACIINTInaa, SKaHJIUTUTU
I/H_HOpa KUJ1aau.
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NAZIR AKBAROBODIY SHE’RIYATIDA HIND MILLIY QADRIYATLARI IFODASI

MUHAYYO HAKIMOVNA ABDURAHMONOVA
Janubiy Osiyo tillari va adabiyoti oliy maktabi professori, TDSHU

=

e —

Annotatsiya. Maqgolada Nazir Akbarobodiy (1735-1830) ning urdu she riyatidagi o ‘rni va uning klassik
gazal an’anasidan chekinib, oddiy xalq hayoti, marosimlar va ijtimoiy muammolarni she’riyatda bayon
gilgani yoritilgan. Uning asarlarida Holi, Shabe-barat, yomg‘ir fasli, qushlar jangi, bozor va to‘y
marosimlari xalgona tilda tasvirlanadi. Nazir oddiy insonlarni — hunarmand, dehqon, boy va
kambag ‘allarni — she’riy qahramonga aylantirib, barcha insonlarning Xudo va o ‘lim oldidagi tengligini
uqtirgan. Zamondoshlari uni “bozor shoiri” deb kamsitgan bo ‘Isalar-da, keyinchalik olimlar uning yangicha
yondashuvi va falsafiy teranligini e’tirof etishdi. Adminama, Banjaranama singari she rlarida u hayotiy
hagigatlarni, baxt va nochorlikni, quvonch va iztirobni tasvirlab, insonning ichki dunyosini yoritadi.
Magolada Nazir she’riyati Hindistonning Ganga—Jamna madaniyatini to‘la aks ettirgani, hindu va
musulmon gadriyatlarini uyg ‘unlashtirgani qayd etiladi. U urdu adabiyotida “xalq shoiri” sifatida birinchi
bo ‘lib yangi ufglarni ochgan betakror shaxs sifatida taqdim etiladi.

Kalit so‘zlar: klassik gazal an’anasi, Holi, Shabe-barat, yomg‘ir fasli, qushlar jangi, bozor va to‘y-
marosimlar, she’riy qahramon, bozor shoiri, xalg shoiri.

Abstract.The article explores the poetic legacy of Nazir Akbarabadi (1735-1830), an Urdu poet who
broke away from classical traditions by embedding daily life, festivals, and social realities into verse. Unlike
his contemporaries, who favored ghazals and elevated themes, Nazir drew inspiration from markets,
celebrations, poverty, and communal rituals, portraying Hindus and Muslims alike. His works vividly
describe events such as Holi, Shab-e-Barat, kite flying, and monsoon rains, blending humor, satire, and moral
reflection. Nazir presented ordinary people—artisans, laborers, children—as worthy poetic subjects,
emphasizing human equality before God and death. Critics initially dismissed him as a “bazaar poet,” but
later scholars recognized his innovation and philosophical depth. Through poems like Adami Nama and
Banjara Nama, he combined sharp imagery with spiritual insight, capturing both joy and hardship of Indian
society. The article concludes that Nazir ’s art embodies the Ganga—Jamuna cultural tradition, where Hindu
and Muslim ways of life converge. His originality expanded Urdu poetry’s scope, making him the first true
“poet of the people” in Indian literature.

Keywords: Classical ghazal tradition, Holi, Shab-e-Barat, monsoon season, bird fights, bazar and
wedding ceremonies, poetic hero, bazaar poet, people’s poet.

Annomauyus. Cmamovs nocéaujena meopueckomy nacieouro Hazupa Axbapaodaou (1735—1830) noama,
KOMOPblil pazpyuwiun mpaouyuoHHble KAHOHbL, 66e05l 8 HOI3UI0 KAPMUHBL NOBCEOHEBHOU HCUHU, HAPOOHBIX
NPA30OHUKOS U COYUATLHBIX peanutl. B omnuyue om cogpemennuxos, oopawjaguiuxcs Kk 6036blueHHbIM MeMam
U easzenu, ox 4epnai 600XHOGEHUE 8 PbIHKAX, Uspax, oopsaoax, 6eoHocmu u paoocmsx npocmoix aooet. Eeo
CMuXxu U300padicarom UHOYUCmcKUue u MycyromManckue npazonuxu — Xoau, Lllab6-u-bapam, ce3on dodicoetl,
HapooHvle pa3eneyeHuss — ¢ IOMOPOM, CAMUPOU U HPABCMBEHHBIMU pasmbiiunenuamu. Hazup coenan eeposimu
CBOUX CMUX08 PeMECIeHHUKO8, KpecmbsH, Oemell, No04epKusas pageHcmeo ecex jtoodell neped bozom u




B S S §HARY MASH AL D S

cmepmoiro. CoBpeMEHHUKU CUUMATU €20 «HOdMOM 0a3apa», HO 6NOCIeOCMEUU YueHble VEUOenu 8 Hem
Hosamopa u gunocogpa. B makux npouzsedenusx, kak Aamu-nama u banmkapa-Hama, on coeduHsem sprue
06paszvl ¢ OYXOBHbLIMU UOEAMU, ompaxcas padocmu U 6edvl UHOUlicKoeo obwecmea. B cmamve
NOOYepKUBAeMCs, Ymo e20 nodszus goniowaem I aned-J/oicamua Kynibmyphyio mpaouyuio, 00beOUuHsIOwYI0
UHOYUCICKUE U MYCYTbMAHCKUe 9aeMenmuyl, a cam Hasup cman nepevim nooIuHHbIM «NOIMOM HAPOOay 8
aumepamype HUnouu.

Kniroueevie cnosa: xnaccuueckas mpaouyus eazenu, Xonu, [llab-e-bapam, ce3on 0odxcoetl, bou nmuy,
c8adebHble YepeMOHUU, NOIMUYECKULL 2epotl, HAPOOHBILL NOIM.

Kirish. Nazir Akbarobodiyning asl ismi Sayyad Vali Muhammad bo‘lib, u 1735 yilda Dehlida
tug‘ilgan. Hind tangidchilari aytganidek, “fagat o‘zigagina taggoslash mumkin bo‘lgan benazir
Nazir Akbarobodiy Nodirshohning bosginidan bir yil o°tib, Dehlida tug‘ilgan. Hali yosh bolalik
paytidayoq onasi bilan birga Agra (Akbarobod)ga kelib, shu yerda u 1830-yilda vafot etgan.

Navob Asaf-uddavla Nazirni Lakhnovdagi saroyga taklif giladi. Lekin u taklifni rad etib,
hayotini muallim sifatida kamtarona o‘tkazishni afzal biladi. An’anaviy davralarga qo‘shilmaganligi
va balandparvoz tasvirlar bilan she’r bitmagani sabab Nazir hayoti davomida gadr topmagan. Uni
oddiy “xalq shoiri” yoki “bozor shoiri” deb bilishgan®.

Nazir Mir, Savdo, Jur’at, Insho va Mushafiy singari shoirlarning zamondoshi bo‘lgan. Ularning
barchasi urdu klassik she’riyatining ilg‘or vakillari bo‘lib, g‘azal eng ko‘p murojaat gilinadigan
she’riy janr sifatida rivojlanayotgan edi. Nazir esa urdu she’riyatiga butunlay yangi yo‘nalish olib
kirdi, chunki u o‘zi aytmoqchi bo‘lgan g‘oyalarini hayotning o‘zidan, atrofida yuz berayotgan
vogelikdan oldi. Hayotning deyarli biror sohasi yo‘qgki, u Nazir e’tiboridan chetda qolgan bo‘lsa. U
diniy bayramlar, xalq marosimlari, sayillar, sport o‘yinlari - oddiy hayot manzaralariga bag‘ishlab
she’rlar yozgan — buni undan oldin hech kim gilmagan edi. Atrofidagi xalgning kundalik
turmushidan, odamlarning yashash tarzidan, mahalliy va milliy urf-odatlardan ilhomlanib, ularni
she’riy shaklga solib, urdu adabiyotida kamdan-kam uchraydigan uslubni yaratdi. Xalgona tilda u
xalq hayotining muammolarini, odamlarning his-tuyg‘ularini, ularning dardi va quvonchini,
gashshoglik va nochorlikni, iztirob va kurashini ifoda etdi. Nazir hayotning barcha jabhalarini
tasvirlagan — igtisodiy va ijtimoiy, madaniy va axlogiy gadriyatlarni, diniy masalalarni va siyosiy
vaziyatni, insoniy tuyg‘ularni, boy va kambag‘allar, shohlar va gadolar, zohidlar va
xushomadgo‘ylar, hindular va musulmonlar turmush-tarzini ifoda etgan.

Magqgsad: Nazir Akbarabodiyning urdu she’riyatidagi o‘rnini chuqur tahlil gilish, uning jamiyat
qatlamlarini tasvirlashdagi o‘ziga xos badiiy usulini ochib berish, shoirning mavzu tanlashdagi keng
gamrovliligini va ijtimoiy hayotni real aks ettirishdagi tarixiy-ma’naviy ahamiyatini ilmiy asosda
yoritish.

Vazifalari:

1. Nazirning she’riy maktabdagi o‘rnini aniqlash:

U she’riyatga kiritgan yangi obrazlar, jamiyatning quyi qatlamlarini tasvirlashdagi yangiliklarini
ko‘rsatish.

2. Mavzu doirasining kengligini tahlil gilish:

Hindu va musulmon bayramlari, yomg‘ir mavsumi, ko‘cha hayoti, kambag*allik, xalqona o‘yinlar
kabi mavzularning shoir ijodida qanday aks etganini o‘rganish.

1y449 N”ﬁj’:!9‘1/\4}116;:ul,Ju/léﬁ/'é_l/.ijd}rdf}gug/’?o,gm/!gﬂ'@/b‘
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3. Nazirning badiiy uslubini o‘rganish:

Uning obraz yaratish mahorati, jonli tasvirlar, kinoyali hazil, satirik ruh va xalqona til elementlari
orgali yaratilgan badiiy tasvirlarni tahlil gilish.

4. ljodining ijtimoiy mazmunini ochish:

Shoirning tenglik haqidagi qarashlari, adolatsizlik, ochlik va kambag‘allik haqidagi fikrlarini
ijtimoiy-falsafiy kontekstda yoritish.

5. She’rlaridagi tabiat tasvirini tadqiq qilish:

Yomg‘ir mavzusidagi muxammaslar misolida tabiat obrazlarining detallashtirilgan, keng qamrovli
tasvirini tahlil gilish.

6. Shoir haqgidagi tanqidiy fikrlarni tagqoslash:

Nazir ijodini baholagan tangidchilar va adabiyotshunoslarning garashlarini solishtirib, asosli
xulosaga kelish.

7. Nazir badiiy merosining ahamiyatini belgilash:

Uning ijodi urdu adabiyotida “jamiyat shoiri” sifatidagi tarixiy rolini, shuningdek, zamonaviy
adabiyotda insonparvarlik an’analari bilan bog‘ligligini aniqlash.

Tadgiqgot usullari

Tarixiy-adabiy tahlil: Nazir ijodini XVI11-XIX asr Hindistoni ijtimoiy-madaniy sharoitlari
bilan bog‘liq holda o‘rganish, uning she’rlari paydo bo‘lgan tarixiy mubhitni aniqlash va mavzu
tanlashda davrning ta’sirini tahlil qilish.

Tekstologik.  tahlil: Shoirning bir qator she’rlari — aynigqsa yomg‘ir mavzusidagi
muxammaslari, satirik she’rlari va “t($>" singari falsafiy asarlari matnini bevosita o‘qish, tuzilishi,
ritmi, leksik boyligi va badiiy usullarini o‘rganish.

Badiiy-tasvir vositalarini tahlil gilish usuli: Nazirning tasvir uslubi — jonli obrazlar, xalqona
iboralar, hazil va kinoya, tabiiy manzara detallarini yaratish texnikasini aniqlash va ularning she’r
mazmuni bilan qanday uyg‘unlashganini o‘rganish.

Natijalar va mulohazalar. Nazir urdu she’riyatiga yangi gahramon — har bir gatlam vakilini
olib kirdi. Shu orqali she’riyatdagi mavzular miqyosini kengaytirdi. U jamiyatning har bir gatlamini
yaxshi bilardi; hindular orasida uzoq vaqt yashaganligidan ularning urf-odatlarini yaxshi o‘rgangan
va shu sababli she’rlarida hindu va musulmon bayramlarini o‘xshash tarzda tasvirlab bera olgan.
Sha’bon oyining 15-sanasidagi Shabe barat bayrami, hindularning Holi bayrami — bularning
barchasi uning asarlarida o‘z aksini topgan. Hind shoirlari uchun sevimli mavzu — yomg‘irlar
mavsumi ham shunday. Varrak uchirish yoki bulbullar jangi uning she’riyatida ko‘cha manzaralari

yoki moliyaviy giyinchiliklar kabi yorgin tasvirlangan. “Don savdogari hikoyasi”( -~ts.+) va

“Tuzlangan kanamymm” (U /) asarlari nomi ham o°zi hagida aytib turibdi.

Nazir yuzlab, minglab hamyurtlari och qolayotganidan xabardor bo‘lgan va she’rlaridan birini
nonga bag‘ishlagan; u baxtsizlik odamning umidsizlikka undashini yaxshi bilgan va odamlarning
bhang(mast giluvchi ichimlik)ga berilishini tasvirlagan. Nazir barcha odamlar xudo va o°‘lim oldida
tengligiga ishonchi komil bo‘lgan va « ..t$,>7" she’rida inson go‘lidan hamma narsa —yaxshilik ham,
yomonlik ham kelishi mumkinligini yozadi:

Ooamuzom y3u yyyH - y3u Kypear MAciHcuooup,

Ooamuzom y3u 8ab3X0H, Y3u UYIO0UYU IPYD,

Ooamnap ounutl Kumoo yKub ubooam xuiap,
O¢Ek KutlumHu yeupiab Kemysuuuiap xam ooam,
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Yaapuu ywnosuunap xam ooamnap...

Ooamnap manbyp 6a Oymobupa 4aiaou.

Kywux kyiinosuunap xam ooamaap,

XyKuznapHu mopmyeuu xam 00amiap,

Buxop 6unan ropysuu xam, XypcaHOuuIux KUiyeuu xam o0amiap.
bynapnune 6apuacunu xysamyeuu xam ooam
Mapxymnap yuyn ooamnap kagan muxap,
Ooamnap ynapru Kabpucmouea oaubd bopumaou.
Mykaooac wevpnap yxuwap 6a uusiauiap
Vaeannapnune uuiuny 0asom smmupuiau.
Vaaouean xam odamnap...

Hxwunap xam ooam, st Haszup,

Vaapuune sue émonu xam ooamoup L.

Nazirning she’rlarida bazan hazil bor, lekin ular achchiq va kinoyali. Chunki uning mavzulari
to‘g‘ridan-to‘g‘ri hayotdan olingan, hayot esa uning atrofidagi ko‘pchilik uchun ochlik, kambag‘al-
lik va gattig mehnatdan iborat bo‘lgan. Uning ba’zi she’rlari u ustozlik gilgan bolalar uchun
yozilgan: ular xudoni magtovchi olmaxon, qarg‘a va qushlarning har xil turlari hagida hikoya giladi.

Uni urdu ishqiy she’riyatining yetuk ustalari safiga qo‘shish mumkin, chunki u Dehlidagi urflar
va Lakhnov maktabi an’analariga qarama-qarshi tarzda she’rlariga jo‘shqinlik berish uchun
muomaladagi hind so‘zlaridan erkin foydalangan. Ram va Sita, Hir va Ranjha klassik fors
gahramonlari bilan bir gatorda paydo bo‘ladi.Uning she’rlarida so‘z o‘yinlari ko‘p qo‘llangan;
alliteratsiya va takror iboralar bilan bir gatorda, u hindu xalq she’riyatidan foydalanib, fors so‘zlariga
boy urduga garshi chiggan. U besh yuzga yaqin g‘azallar yozgan bo‘lsa-da, ammo oddiy she’riy
shaklda yozishni afzal bilgan.

Nazirni R.B. Saksenaga o‘xshab Shekspirga qiyoslash mantiqqa to‘g‘ri kelmaydi. Sodiq kabi uni
“ko‘chada yurgan istalgan odam yozishi mumkin bo‘lgan” darajada she’rlar yozgan deyish ham
o‘rinli emas?. Uni haqiqiy “jamiyat” shoiri deb atash esa butunlay boshqa masala. U shubhasiz,
aholining quyi gatlamlariga e’tibor garatgan va ijtimoiy hayotni tasvirlagan dastlabki urdu shoiri
hisoblangan. Uning ijtimoiy adolatsizlikdan yaxshi boxabar ekanligini uning bir gancha satiralarida
ko‘rish mumkin, lekin ular ko‘proq tanqidiy emas, tasviriydir. Ular barcha insonlar tengligini aks
ettiruvchi va shu sababga ko‘ra zamonaviy yozuvchilar tomonidan “insoniy” deb ataladigan
an’analarga mos keladi. Lekin Nazirning she’rlarida na qiyin vaziyat nazariy tanqid qilinadi, na unga
qarshi bosh ko‘tarishga undash mavjud.

Movlaviy Abdul Haq aytganidek: “Nazirga she’riyat qon bilan kirgan. Uning tasavvuri
Hindiston tabiati kabi keng va serqirra”®.Shuning uchun u har qanday ko‘rgan yoki boshidan
kechirgan vogealarni tasvirlashni xohlagan. Uning aniq va jonli tasvirlash qobiliyati, meros bo‘lib
o‘tgan so‘fiyona donishmandlik va dunyoning o‘tkinchiligi haqida amaliy tajribasini mutanosiblikda
qo‘llashi she’rlariga ulug‘vorlik baxsh etgan. Uning eng mashhur dostonidan olingan parchani
ko‘rsak:

1 ?’qgf:'“/\:g}ucir’ 49 ’\c)l,J}u!f,}/'gﬂ/.ijd}:ufi;ul;/g’?agdul?ﬂ'@/t'
2V AP Pl

3¥va Annemarie Schimmel. Classical Urdu Literature. Otto Harrassowitz. Wiesbaden. 1975,.P. 182
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Xasis bo ‘Ima, turli joylarni kezgin,

O ‘g 'ri o ‘lim ikki qo ‘li ila tun va kunni o ‘g ‘irlamoqda.

Ho ‘kizlar-u , butun tuyaga ortilgan yuklar foyda bermaydi:
Don, guruch, no xot, loviya va tutun

Chunki lo ‘li chodirini ko ‘chirgan vagtda

Faxr , sharaf va golgan narsalar

Va hatto eng yaxshi narsalar foyda bermaydi.

Agar sen kuchli va boy savdogar bo ‘Isang,

Mendan boyrog savdogar yo ‘g, deb o ‘ylama

Bu shakar, tuz va shirinliklardan foyda ne?

Ingliz olimasi aytganidek: “Nazirga she’riyat gon bilan kirgan. Uning tasavvuri Hindiston tabiati
kabi keng va sergirra”®. Shuning uchun u har ganday ko‘rgan yoki boshidan kechirgan vogealarni
tasvirlashni xohlagan. Uning aniq va jonli tasvirlash qobiliyati, meros bo‘lib o‘tgan so‘fiyona
donishmandlik va dunyoning o‘tkinchiligi hagida amaliy tajribasini mutanosiblikda qo‘llashi
she’rlariga ulug‘vorlik baxsh etgan.

Bu borada doktor Abdulmo‘minning Nazir va uning she’riyati haqidagi fikriga qo‘shilmaslik
mumkin emas:“ Keng ma’noda u erkin ruh sohibi, betakror ixtirochi, dono faylasuf va haqiqiy
donishmand edi. Bu uning iste’dodining rang-barangligi u tilga olgan mavzular xilma-xilligidan
ayon bo‘ladi. Oddiy narsalardan — boshqga hind shoirlari yozishni oz sha’niga ep ko‘rmagan yoki
bunga qodir bo‘lmagan narsalardan u she’riy lavhalar yaratdi. Hind tangidchilari bilimsizligi tufayli
“U mayda-chuyda, arzimas narsalar hagida yozdi — un, mosh, chivin va chumolilar haqida’ deya
uni umuman shoir emas, deb hisoblashdi. Lekin uning tasavvur boyligi va fikr xilma-xilligi shunda
namoyon bo‘lardiki, u bir narsani butunlay boshga rakursdan tasvirlay olardi. Uning devoni hagigiy
suratlar galereyasidir, unda Hindiston xalqining o‘yinlari, ko‘ngilxushliklari, quvonchlari va
g‘amlari, qalblarning tirik obrazlari ko‘rinadi”2.

Nazir qaysi mavzuda she’r yozgan bo‘lsa, u mavzuni shunday keng gamrovli va batafsil tarzda
ochib berganki, boshga biror shoirda bunday jihat topilmaydi. Masalan, uning birgina yomg‘ir

mavzusidagi she’rlarini olaylik: «EZ6=t-r» (23 band), « JAzS=l-2» (74 band), «E el (16

band), « " 1§=l,» (11 band) — barchasi diqqatga sazovordir. Aynigsa, ¢’tiborga molik jihati
shundaki, bu she’rlarning hammasi muxammas shaklida yozilgan. Ularni o‘qiganda yomg‘ir fasliga
oid deyarli birorta ham jihat chetda golmaganini anglaymiz. Masalan, «AzJ=\-,» nazmida Nazir

0‘z tasavvur kuchini ishga solib, yomg‘ir vaqtida yuz beradigan har bir manzarani, har lahzani
shunday tasvirlaganki, butun manzara ko‘z oldingizda jonlanadi. Unda dalalarda ko‘karib chiqqan
maysalar va yam-yashillik, gullar va yaproglar, tikanlar, bulutlar, yomg‘ir tomchilari, galdirg‘och,
bedana, kabutar, qumri, oqqush, hudhud, qurbagalarning qurillashi, tovuslarning ragsi, tebrangan
arg‘imchoglar va kuylangan qo‘shiglar — barchasi mahorat bilan tasvirlangan. U Hindistonning
daryo va tog‘lari hamda tabiat manzaralaridan shunchaki xayolda emas, balki o‘z ko‘zlari bilan
bahramand bo‘lib, ularni she’rga aylantirgan:

! Annemarie Schimmel. Classical Urdu Literature. Otto Harrassowitz.Wiesbaden. 1975,.P. 182
2 LY Y ELIGE QU G A ST E S
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LAl W Ui Ut Af s L
UMb WU - e U P U SUL A
At B el S e tf Feadynz
M2 0L e g U.?C"-/l{;“—/’f’u.?éwf/’%
StttV St stV

Bu havoda ganchalar go‘zal yomg*ir manzarasi,
Maysalarning hilpirashi - bog‘larning bahorlari.
Tomchilarning jarangi - suvning har bir zarrasi,
Har go‘shada bahor bor, har ko‘ngilga bahor yor.
Dilda shavq jo‘sh uradi bu yomg‘irning faslida!
Ko‘kda bulut kezadi mastona, oshigona,

Shitob bilan yomg*‘ir ham quyar boshlarimizga.
Obi hayot yog‘ilib, yer aylanar ummonga,
Gulzorlar suvga to‘lib, maysalar yuvinmoqda.
Dilda shavq jo‘sh uradi bu yomg‘irning faslida!

Nazir Akbarobodiyning bu kabi she’rlari sof sharqona ruhdagi asarlardir va uning chinakam hind
shoiri ekaniga dalil bo‘lib xizmat giladi. Bu kabi she’rlarda tabiat manzaralarining jozibadorligi,
odamlar hayoti, ob-havoning o‘zgarishi sabab kundalik hayotda yuz beradigan hodisalar va
o‘zgarishlarning jonli tasviri aks etadi. Nazir o‘z she’riyatida tilga olgan hagigatlar uning shaxsiy
tajribalarining in’ikosidir; ular mavhum yoki xayoliy emas, balki to‘g‘ridan-to‘g‘ri Nazir
yashayotgan zaminga alogador. O‘qgigan chog‘imizda ularning barchasi ko‘z o‘ngimizda jonlanadi.
Aynan mana shu Nazir she’riyatining o‘ziga xosligidir va uning asosiy jihati ham shunda: u
she’riyatni faqat tasavvurdagi yoki mavhum narsa deb bilmagan, balki unga ko‘ra she’riyatning
ildizi hayotiy hagigatlarda yotadi. Masalan, u «!_lau» nomli she’rida shunday deydi:

W E S f 7 Ey birodar, ochko‘zlik va nafsdan kech,
Behalovat yurtma-yurt kezma hech.

M.Lﬂ&,yui):/

e IS5 Ajal nomli garoqchi kunu tun

o ortingdan kezar gara, peshma-pesh,

u@/{{-:«l/u;

s kST E e Jrd i do sl Yuk ortilgan aravang, sen haydagan bugang
O T ham,

BSOS v e undls bug‘doy, guruch, no‘xotingu — bor bisoting,

LSE & sy b ool b2 Hammasi golar bunda - tugasa gar hayoting.

Bu borada olim Maxmur Akbarobodiy “Ruh-e-Nazir” asarining mugaddimasida Nazir va uning
she’riyati haqida shunday deydi: “Nazir hindular hayotining ham xuddi musulmonlar hayotidagi
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kabi yirik bilimdonidir. Hech mubolag‘asiz aytish mumkinki, hindu shoirlari orasida hind jamiyati
hagida Nazir bilan bellashadiganlar juda kam topiladi. U fagat hindular va musulmonlar hayotini
emas, balki Hindistonning barcha millatlarining turmush tarzini yaxshi bilgan va kuzatgan.
Amaldorlarning turmush tarzi, ularning kundalik mashg‘ulotlari, gizigishlari va o‘yin-kulgilari,
o‘rta tabaganing yashash uslubi, kambag‘allarning zabun holi, oddiy shaharliklarning hordiq
chiqarishi, shahardagi turli hunarmandlarning odatlari, musulmon va hindularning bayram va
marosimlari, oilaviy hayot manzaralari, so‘fiy va darveshlarning holi va yana ko‘plab boshga
narsalar — jamiyat hayotining barcha tafsilotlaridan Nazir o‘z she’rlarida batafsil kuylagan™®.

Shoir bayramlarni ham nihoyatda ta’sirchan tarzda tilga oladi. Hindu bayramlaridan Holi,
Diwali, Basant va Raksha bandhanni batafsil tasvirlaydi. Holi haqida Nazir shunchalik ko‘p she’rlar
yozganki, ehtimol, bu qadar ko‘p she’rni biron hindu shoiri ham bitmagan bo‘lsa kerak. Chunki bu
butun Hindistonda turli hududiy urf-odatlarga ko‘ra nishonlanadigan bayramdir. Bu asarlar ichida
“ s S s(Holi bahorlari”) alohida ajralib turadi, chunki Holi bayrami shunday chiroyli
tasvirlanganki, uni o‘qiganda Nazirning shaxsiyati va badiiy mahoratiga goyil golmaslik mumkin
emas.

Xulosa. Nazirning she’rlarini o‘gib, qgat’iy ishonch bilan aytish mumkinki, uning she’riyatida
Hindistonning Ganga-Jamna madaniyati o‘zining butun jilosi bilan mavjuddir. Nazir hind
madaniyatini diggat bilan kuzatgan va uni she’riyatida shunday tarzda ifodalagan-ki, o‘quvchi ko‘z
o‘ngida hind madaniyati va turmush tarzi, uning barcha jihatlari o‘z-o‘zidan yaqqol namoyon
bo‘ladi. Madaniy-ma’rifiy nuqtayi nazardan qaralganda, haqiqiy Hindiston aynan Nazir she’riyatida
yashaydi. U she’riyati orqali Hindistonning Ganga—Jamna madaniyatini shunday bir ko‘zguga solib
qo‘ydiki, unga garagan o‘quvchi hamisha o‘sha davrning haqiqatidan xabardor bo‘lib turadi. Bunga
dalil sifatida Majnun Gorakhpuriyning quyidagi fikrlarini keltiraman: «Nazir sof hindu shoir edi. U
urdu adabiyotida birinchi shoir bo‘lib, uning asarlarini o‘qish orqali hind xalgining hayoti va bu
yerning urf-odatlari hagida ma’lumot olish mumkin»?2.

Nazirning mavzu tanlashi, ijtimoiy gatlamlarga murojaat gilishi boshqga urdu shoirlari, xususan,
klassik she’riyat vakillari bilan solishtirilganda shuningdek, hindu va musulmon bayramlarini
tasvirlashdagi xususiyatlari o‘rganilsa, shoirning inson tengligi, adolatsizlik, kambag‘allik, ochlik
va xalq hayoti haqgidagi fikrlari, uning satiralaridagi ijtimoiy mazmun nagadar xalqchil ekanligi
ochiladi. Nazir hagidagi turli olimlar — R.B. Saksena, Sodig va boshga zamonaviy
tadgiqotchilarning fikrlarini tahliliy ravishda solishtirib bunga yanada ko‘proq ishinch hosil qilish
mumkin.

She’rlarda aks etgan tabiat manzaralari, xalqona o‘yinlar, madaniy marosimlar va kundalik hayot
detallarini keng kontekstda o‘rgangach, ular Hindiston geografiyasi, ijtimoiy muhit va milliy
an’analari bilan ganday bog‘langanini his qilish mumkin. She’rlardan olingan misollar orqali
Nazirning mavzu tanlashdagi mahorati, tasvir kengligi va badiiy individualizmini ta’kislash kerak.

Nazir she’riyatining doimo alohida bob sifatida tahlil gilinishining asl sababi — albatta u
o‘zigacha bo‘lgan she’riy an’anaga hurmat ko‘rsatgan holda na Dehli va na Lakhnov maktabiga xos
bo‘lmagan o‘z uslubini yaratdi. U bu uslub asosida garashlar tizimini emas, hayot tajribasini ko‘rdi.
Ayni shu narsa o‘zigacha yashab ijod etgan biron shoirda yo‘q uslubga zamin yaratdi. Aytish
lozimki, o‘sha davrda uning bu yangi yo‘nalishi aks-sado bermadi, u o‘z izdoshlarini topmadi.

1 ]7v’0f2003ro:aj;“/’})u/%ﬁru’}muﬂﬁ}/?;hd)l,Tﬂ/ﬁ/”rﬁwc}/
211198 Tuape s Eotste e 21 £’ 210 p o peste



B S S §HARY MASH AL D S

Ammo keyinchalik tog‘ning viqori uzoqdan aniqroq ko‘ringanidek, yillar o‘tib borgan sayin
Nazirning she’riyatda hech naziri yo‘q ekanligi ochildi. Uning asarlarida hayot va she’riyat oz
tajassumini topgani bois urdu she’riyati tor o‘zanidan chiqib, bepoyon kengliklarga bo‘y cho‘zib
bordi.

o NN A
L g I~

APAB MU®OJIOTUSAICUHUHT I03ATA KEJIUIIU BA YHUHI MAPKA3UI OCHE
XAJIKJIAPH ®OJBKJIIOPUTA TABCUPHU

HIAPYCTAM LIAMYCAPOB
Qunonoeus paunapu doxkmopu, npogheccop THLIY

=

e —

Annomayus

Ma3skyp maxona apab-uciom mughonozsuscunute eenesucu 6a ynune Mapxasuii Ocué xanxnapu goaxnopu
mavcupuea Oazuwnanean. Ynoa Mapkasuii Ocué OaspurHuHe Yuma acocuii HCUXamu axncpamuo
Kypcamunaou: OUpuHuUoaH, UCiom OUHUHUHZS EUUTUWU KIACCUK MUDIAPHUHE MapUuXuii-QoaKiopucmux
OOCKUYUHU AKYHIAO, YpmMa acp MUu@rapu cioxcem MUUMUHUHS WAKIIAHUWU VUVH UNCIUMOULL 3AMUH
APAmMOU; UKKUHYUOAH, UCTIOM MAXALIUL AHbAHALAPHU “‘Oecona’” anuKx Mooeniap — crodcemaap, oopasiap,
Momuenap éa baduutl maghcunomaap ounan 6ouumub, yzoex ea apad Mu@oarocux UyHAIUUIApU ypmacuoa
Ce3Unapau MywmapakaukHy 103a2a Keimupou; YHuHYuOaH, y3apo aloKALapHU MAaxaul KUIU Jcapaénuoa
UKKU MOMOHAAMA HCapaéHaapru — “snux mavcup”’ éa “‘axc mavcup "Hu xucobea onuwt 3apyp. Taokuxom
wynu xKypcamaouxu, Mapxazuii Ocuéoa waxkinanean aupum Mugrap Kyuuoazu Xycycusmiapu Ouiau
axcpanub mypaou’. @) apxaux acociapoan CeManmuK Y3iaumanap; 6) MOHOMeucmux napaouzma 0oupacuod
Katima mankun smuut; C) pueosmiap (acmemux ko0) wakiuoa 6apkapop swaw éa mapkaiuut. Mciom
Mugonocusicunune mysuamaeull beneucu cugamudacu curkpemusm xamoa yuune Mapkasuti Ocuéoaeu
HAMOEH OYIumIapuea anoxuoa 3mubop Kapamuiean: aupum o0pasiaprune y30ex 6a moxicux oaxiopuea
Ymuwiy xamoa apad MOmMueiapuHuHe MOCIAUWMUPUIULY MUCOT MAPUKACUOA MAXIUTL KUTUHAOU.

Kanum cysnap. apab mugonozuscu, Maprxazuii Ocué, @oaxnop, sanux mavcup, apxaux Mugonozus,
CUHKDEmMU3M, MU@ponocux 0bpasiap, MaoaHull aiMauuHys.

Annotation

This article is devoted to the genesis of Arab-Islamic mythology and its influence on the folklore of the
peoples of Central Asia. It highlights three key aspects of the “Central Asian period”: the spread of Islam
completed the historical and folkloric stage of classical myths and prepared the social ground for the
formation of the plot system of medieval myths; Islam enriched local traditions with “foreign” epic models
— plots, images, motifs, and artistic details, which resulted in a noticeable commonality between Uzbek and
Arab mythological lines; the analysis of interconnections requires taking into account the bidirectionality of
the processes — “epic influence” and “reverse influence.” It is shown that in Central Asia specific myths
were formed, distinguished by: (a) semantic borrowing from archaic foundations; (b) reinterpretation within
the monotheistic paradigm; (c) stable existence in the form of legends (aesthetic code). Special attention is
paid to syncretism as a structural feature of Islamic mythology and its manifestations in Central Asia: the
transfer of images into Uzbek and Tajik folklore and the adaptation of Arab motifs.

Keywords: Arab mythology, Central Asia, folklore, epic influence, archaic mythology, syncretism,
mythological images, cultural exchange.
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Annomauusn

Hannasa cmamova noceswena cemesucy apado-uciamckoli mughonocuu u eé GuUAHUI0 HA DONbKIOP
Hapo0og Llenmpanvrou Asuu. B Hell 8b10e1510mca mpu Kao4egblx acnekma « CpeOHeasuamcKo2o nepuooay:
pacnpocmpanenue uciama 3a8epuiuno UCMOPUKO-QONbKIOPHBILL IMAN KIACCUYECKUX MUPDOB U NOO20MOBULO
COYUANLHYIO NOYBY OISl hOPMUPOBAHUS CIONCEMHOU CUCTEMbl CPEOHEBEKO8bIX MUpos;, uciam obocamul
Mecmuble MPAOUYUU  «UYHCUMUY INUYECKUMU MOOeIAMU — CIodcemamu, o0pazamu, MOMueamu u
XY00HCeCMBEHHBIMU OeMANAMU, YMO 00YCNOBUN0 3AMEMHYI0 OOWHOCHb MexcOy V30eKcKou u apadcKoil
MugonocuveckuMy TUHUAMU, AHATU3 B3AUMOCEA3ell mpebyem y4éma O08YHANPASIeHHOCMU NPOYeccos —
«INUUECKO20 GUAHUAY U «obpamHoeo enusanuay. Ilokaszano, umo 6 Llenmpanvroii Asuu cpopmuposanuce
0cobvle Mugwl, omaudaOwuecs: a) CeManmuyecKum 3auMCMEOBAHUEM U3 APXAUYECKUX OCHOBAHUlL 0)
nepeunmepnpemayuel 6 MOHOMEUCMU4ecKol napaouzme; 8) YCmouuusbiM Obimosanuem 6 popme npedaruil
(acmemuueckuil kood). Ocoboe sHuUManue yOeieno CUHKPemusMy KaK CIMpYKmypHOMY NPUSHAKY UCIAMCKOU
mugonoeuu u eco nposeienuam 6 Llenmpanvrou Asuu: mpancghepy 06pazoe 8 y30eKcKul u maoHNCuKCKull
gonvk0p U ApabCKux MOmMu8os.

Kniouesvie cnoea: apabckas mugponocusn, Llenmpanvuaa Asus, ¢honvkiop, snuueckoe enusmuUe,
apxauyeckas Mugono2us, CUHKpemusm, Mugonozuieckue o6pasvl, KyibmypHsiil OOMeH.

Kagumru apabnapHuHT apxank MUGOJIOTHICH A IAK/UIaHTaH 00pa3mapHUHT MUK auddysusicu
HaTwxkacujga y30ek anabuéru Ba Goibkiopu oOpasiap TU3MMUHMHI aHbaHaBHM YyHCypiapura
airanrad. llyauHr yayH xam, OyryHru y30ex amabuétu Ba (HOJBKIOpH capyalniMaapuHH
Oenrunaranja, MCIoM MUGOJIOTHACUHUHT MUK TpaHC(HOpMAIMSCUHU XUCOOTa OJIMII 3apyp.

Mapxkazuit Ocué xankaapu MUGOIOTHK TahakKypH TapaKKUETHIA AIOXH1a OOCKHYHH TAIIKUIT
3TH0, ¥pTa acp MUGIAPUHUHT SPATUIIHUILNTA MUK 3aMUH OYaraH apald-ucioM MUQOIOTHSICUHUHT
y3ura xoc Oenruiapy HUManapaad uoopar 3au?

Apab-uciaom mudonorusicu TapakKMETUHUHT Mapka3uii Ocué naBpu KyHuaaru >kuxatiapu
OWJIaH XapaKTepiaHau:

bupununpan, Mapkasuii Ocué€ Xankmapu opacuaa HCJIOM JIMHU EUWIMIIKA  KJIACCHK
MUDIAPHUHT SPATWIMILN Ba MUK PUBOKUIAH MOOpAT TapuXUii-PoIbKIOpHH xKapaéHHU SKYHIa0,
YpTa acp Mudnapu Cro’keT TH3MMUHHUHT [AK/UIAHUIIN YIyH W)KTUMOUH 3aMUH X03UpPIaiu.

Nxxkunumnaan, uciom auau Mapkasuii Ocuéna simarad Maxauiii axoinu (QOoJbKIOPUHH Y3ra
SIIHK apeaTa XoC CIOXKeT, 00pa3, anbaHaBHil MOTHB Ba Oauuil neTamiap 6unan 6ointan. Y30ek Ba
apa®d Mwui agabuérnapu xamaa QOoJbKIOpUAArd KaauMuK MU(OJIOTHUK CIOKETIapHH Y3apo
Kuécnaranjaa, MyIITapakIuK Ky3ra TalUIaHUIIMHUHT OOMCHM XaM aHa mryHaa. Apal Ba Hoapal
(acocan ¢opcuii- Ba Typkuii3aboH) agaOuil OKUMIIADHUHT TYKHAIIyBH, ¥3apo CUHTHO OOpHILN Ba
Y3apo TabCcUpH KapaéHuia MyCYJIMOH aga0ueTaapapo MyIITapakIuK Bykyara kenaau'". 1

Yuunuuaan, apad-uciom mudonorusicu Ba Mapkazuit Ocué xankiaapu GoJIbKIOPHHUHT y3apo
JOKAJapUHU TAJKHUK 3TraHja, "SIUK aHbaHAJIApHUHT Oup-Oupura tabcupu" Ba "akc Tabcupu”
TyLIyHYaJapUHU KYJJIall MACAIIACHHU sTHaAa

oWMHNAIITUpaau. BU3HMHI HasapumH3aa, apab-uciaoM MHUQOIOTUACH aHbaHAIAPUHUHT
Mapxkaszuit Ocuénaru ¢aTx dTHIraH XajJKjaap OF3aKd WXKOJWra CUHTUO KETUIIH Kapa€HUHU "IIHUK
Tabcup', Mapka3uil oCHENUKIAp KIACCUK MHU(OJIOTUSACH CIOKETIapH Ba OOpa3NapUHUHT HCIOM
aCOTHUpJIapH MOATUK TU3UMHUIAH YPUH OJHII )kapaéHUHU 3ca "akc Tabcup', 1e0 aTaran MabKyJl. 3epo
O.A. CyxapeBa xakiu paBuIla Tabkuaranuaek "Mcmom mudomnoruscn Mapkasuii Ocué snuk
3aMHMHH/JIA SHTUYa Ma3MyH KacO 3Ta 6onuiarad. by sHru Ma3MyH MOXMST 3bTHOOPHTA KYpa KaIuMUR
BTUKOIMI Kapaluiap Ba KyJIbT-MHOHWIApAaH ubopar O0ynub, uciaoM MHUQOIOTHACH OyJapHHHT
OapuHM y3ura CHHIIUpuo roopan’.2
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By 6ocknuna siparmiran Mapkasuit Ocué mudnapu KyWuaara yd XyCycuaTu OMJIaH apXaukK Ba
KJIaccuk Mudapaas dhapkiaHaIu:

a) CEMaHTUK aCOCHU apXauK €Ku KIaCCUK MHU(IapAaH OJIHILIH;

0) oJIMHraH CEMaHTHK aCOCHM MOHOTEHCTHK JIMH HyKTau-Ha3zapHIaH W30XJall Ba yiua JUHTa
XU3MaT KWIJUPHUIL;

B) XaMMaBaKT a)coHa IAKIUAA, SHHU CTETUK KOJ OPKAJIH SIIAIIA Ba TAPKAIHIIH. 3

Apab ¢onpkiopura JIouMp MaHOAJIAPHW YPraHuW acocuja WCIOM MHU(OIOTHSICHHUHT
HIAKJUIAHUIIHA Ba TapUXUK 3BONIONMACH KyHuaaru OOCKUWIApHHU ¥3 MUUra Ojiajiv, JAeraH XyjJocara
KEJJIUK:

1) Apxauk mudosaorusi éku apad MugoJOrusiCHHUHI HCJIOMIAH ABBAJIIH KaalUMH
KATJIaMH.

ApaOuCTOH SpUM OpONMJA sIIaraH KaAuMru apad xabwuianapu OF3aKkH WKOAM HaMyHallapH,
UIYHUHIJIEK, 3THUK KenuO 4YMKUIIM apabiapra ajokajgop OyiMaraH Ba TypiM-TyMaH MaJaHUN
aHbaHanapra sra OyIraH KaBMIIADHUHT >KOXUJIUAT JaBpHUIard MU(OIOTHK TacaBBypilaph HCIOM
MuUdoIoTHsicH Tapkuoura cHHru6 kerrad. Kaaumru apad mudonoruscu MUIoaIaH OypyHrd | MUHT
Wk — munoauit YII acpHuHr Oomuiapurada Oynran gaBpaa ApaOHCTOH SPUM OPOJTHMHHHT
MapKa3uii Ba IMMMOJMK BHJIOATIApPHIA MCTUKOMAT KWJITaH apad KaOWiIamapuHUHT MH(OIOTHK
KapalulapyuHy ¥3 UIKra oiaju.

A. T. JlyanuaHuHr &€3umMYa, apXauk MHUQOJOTHSAHM YpraHuiia KyHuaarm MaHoOamapra
acoClaHWIaIu:

1) MyuIpukiap CUFMHIaH y €kM Oy XyZl0 XaKuJaru TacaBBypJiap, LIyHUHIJIEK, MyKa1ac >Kouap
TYFpUCHAArd MabIyMOTIApHM ¥3una wudona 3TaH Kaaumru apad &ma obupanapu (Cypus
caxponapuna smarad cad, Mapka3uii ApaOucToHIa HMCTHKOMAT KWJITaH camyl KaOumanapu
outukiapu, JIMxbsH AaBIaTuAa ApaTHIraH oduaaap);

2) apab Ba opomMuil THIIHMIA CY3JallyBYl KaBMjap apaitamu0 simmaiiauran Taamyp Ba HaGoTtus
€3Ma EAropIIMKIIapH;

3) HOHon Ba Pum wmyappuximapu acapmapu (Oy maHOaiapaa KaauMmrua apaOiapHUHT JTUHUN-
MHU(OJIOTHK TacaBBYpJIapH, KYJIbT Ba MapOCUMIIApU XaKKa MabJIyMOTIap yupain);

4) ApabuUCTOH SIpUM OPOJIM XyAyAuJa oluO OOpWIraH apXeoJIOTMK Ka3yB HIUIApU YOFHAa
TOMHIITaH améBuil namuap (03 MUKIOpAa Oyncana);

5) uciaom Mmudosoruscugary KaauMHui croketnap, OupuHuu HaBOatna, "Kypbonu kapum"
acoTupiapy;

6) YIII acp oxumpu - IX acp OGomwtapuaa simra® wkon KwiraH apad Myappuxu XHWIIOM HOH
Myxamman an-Kanouitnuar "Kutab an-acaom" acapu. 4

Hazapumuszna, apxauk apabd mudonoruscura Aoup MaTepHaJJIapHU y3uJa MyKaccaM 3TaH
acocuit ManOamap TYFpu Kypcarwiran. AmMMmo my wMaHOanap TacHUHAA KaauMIH apad
Muosiorusicura agoKaaop CIOKET YHCYpJapWHU KOHJIM OF3aKH aHbaHa OpKalIM (3MUK KaHpiap
CIOKETH, aHbaHaBHM oOpa3 €KW MOTHB Tap3ujaa) OM3HUHI KyHJapraya cakiad keiraH apad
(GONBKIIOPHUHN XaM KailJ KWIHII JIO3UM 371U. AHa IIyHAa KaAUMIu apad MUQOIOTUACH XaKuiaru
MabJIyMOTIIap KaMJIaHTaH MaHOasap TapkuOu MyKaMMaslIaliau.

Manb6anapia KypcaTWIuIIMya, KaJuMIH apaOliapHUHT MHQOJIOTHK TacaBBypJlapH SXJIUT
acoTupiap TH3UMH cudartuna maxitanMarad. Al JIyHIUHHMHT KaiiJ KWIMIInya,"apabaapHUHT
MU(DOJIOTUK Kapaluiapy MyalssH TU3UM cudaruga Tapkud tomraH sMac 3au. JluxesaH, Kenap Ba
Oo1IKa JaBnaT OupanMaIapuaarid BOAUMIapaa sIIOBYM JEeXKOHIAp MU(OJIOTHICH aHYa TapaKKUN
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3TaH Oyica, dyJuiapa KyuMaHdu €KY sIpUM KYUIMaH9IH X0JIH/Ia SIIOBYN KaOWIaIlapHIHT ME(OIOTHK
Kapanuiapu HucoaraHn conaapok 3au'. 5

VI-XII acpnap apa® MymT03 agabUETUHUHT 00pa3iap CHICHIACHHE Maxcyc Taakuk 3TaH b.S.
[Mundap xam kKaaumru apad agadbuéTu oOpasiap TU3MMHHUHT Oaauuii-MH(OJOTHK acociapu
XaKuaa Cy3 opuTap 3kaH, "apabmapaa SxiauT MUDOIOTHK TU3HMM f03ara KelraH Oyimacana, yHHHT
WIK KypTaKkjiapu MaBxy[ 5AH... AHA Iy YHCypiap Y3UHUHT TaCBUPHM KYpuHUIIAArd udomaBuit
IIAKJIATa 3Ta dMac 3Iu. by 3ca KaauMuii TaCBUPHUI CaHbAaTIMHA dMac, OANKH Cy3 caHbaThUIa XaM
KYyxHa MUGOJIOTHK 00pa3IapHUHT MaBXyM AWK Ku€danmapyu oMMaammmmira cabad oymau. Xarro
KaguMru apad Mu(OJIOTHICUHUHT aHbaHAaBUN OOpasiapuaaH OMpH - TaKIUp XaM MyailsH IaKiTy
maMoiuiIra ara 6yiaran oopas cudaruaa TacaBByp KUIMHMaWIu ".6

Kagumru apa® MUQOJIOTHSACHHUHT y3Ura XOC XyCYCHSTIapUAaH sHa OMpW OMpIaM4d SIHK
3aMUHHHMHT CUHKPETHK XapakTepra sraJuruaup. MabiayMku, KaauMru apad kadbunanapu Cypus Ba
@dayacTUHAA UCTUKOMAT KWUJIYBUM axosd OWiIaH SIKMH MaJaHUil ajokajga OyiraH, xarrto apum
KaBMJIap OpOMHUI €3yBIapHU XaM OUTHK XaT cudaruaa kadyn kuinrannap. Kagumru apab apxauk
Mudomnorusicu rapouiicomuii MudIapy CHICWIACHHUHT alpUM Y3BIAPUHH Y3UTA CHUHITUPHUIINA
HaTHKacua MaJaHuil aHbaHaIap CHHTE3U Ba KOHTAaMHUHALIUSICH pYii Oeprad. 7

Kagumu apa® MudonorusiCHHUHT TAHTEOHH 1A TaKIUPH a3ai, Aiuiox, AyutoT, MaHOT, ¥y, )KUH
oOpasnapu, oH, Ky€i, oaay3nap, EMFUp, MOMaKaJAUPOK XaKHIard KOCMOTOHUK Kapaluiap, *oH,
VIUM KyIIM, XOCHJIZOPIUK KYJIbTJapu OMiiaH OOFJIMK TacaBBypiap ajlloXyjaa YpuH TyTraH. by
00pa3TapHUHT aKCapUATH KeMHHYAIUK UCIIOM MU(OIIOTUACUTA XaM CUHTUO KeTTaH.

I'eHeTuk >kuxarnaH KaauMmMru apad mudosoruscura ajnokagop Oynran oOpasmapaaH Oupu
rynaup. M. IInaTpoBcKMIHUHT €3UILIMYa, "Fyi1 - MyCYIMOH MUDOJIOTUsICH1aTy aéll )KHHCUTa MaHCyO
KUHJIapaaH 0ynu0, onam3orra HUcOaTaH

yra €By3 MyHocabatu OwnaH axpanu0 Typaau. Oparna fyna y3 ku€dacuHu Y3raptupuo,
WyJTOBUMIIApHU WVIIaH O3AMpap, KeWWH yiaapHH Yiuaupuo, eiau, aeimawiap. Fyn xakumaru
TacaBBypJap Kaaumru apad mudonoruscura 6opubd rakanaau". 8

Japxakukar, Fya Kaaumra apald QoJbKJIOpUAard IMIAWTOHWUW Kyunap Toudacura maHcyO
Mudosoruk obpaznapaan oupu. Y1 acpna simad wxon stran TaaG6ara HlappanuHr goctoHuzaa
FYJIHUHT MHUQOJOTUK Ku€pacu SKKOJ Tac-BUpJaHTaH: YHHHI OOLIM MYIIYK Kajulacura yXuiarl,
TWIMHUHT y4Yd aiipu, 0aMHCOIM WJIOH THJIWAAN, TaHAaCHM MTra MOHaHJ Oynub, o€kmapu Yiuk
TyFUITaH Ty O€FuHU scnatapmunl. Kysmapu vakuaiiu® Typran Oy MakyJOTHUHI OyTyH a3oiu
0alaHu )KyH OMJIaH KOTUIAHTaH YMHUIIL

Nwmpynxkaiic acapnapugad oupuma aca 0y mudonoruk oopas AAman moamoxu 3y-Pumrox kacpuan
BalipOH 3TraH €By3 Kyu cudatuia TacBUpiIaHaIu.

Fyn xxunnap roudacunan 6ynubd, yHuHT 3pkaru 60mKa HoMm Ousas, ssbHH "KypTy0", 10 aTanras.

Kanumru apab mugonorusicusia ro3ara keirad Oy o0pa3 UCIIOM acOTHpIIapUra XaM KUPUTUIITaH
Ba Mapkazuii Ocué€ xankJapUHMHT MYCYJAMOH AMHMHM KaOyn KWJIMIIM HaTvkacuja y30ek Ba
TOXUKIIAp (oJbkiopura xam cuHru6 kerran. Fym obOpasu ¥30ex Kkiaccuk anabuéruaa KeHr
Kymutanwirad. "HaBouit acapnapu myratu'"na "ryn" cy3u "nes", "ryau" 6m€oonuii" sca "mamr-caxpo
JeBU" MabHOCWHH aHINIATHINU Kaij KunuHrad." 9 "Fymu 6u€Oonuit" HOMIM 1eMOHOJIOTHK 00pa3
ToxXUK (ompkiopuna xam mamxkya. 10 "Caxpo nesu" €xku "0u€60H Fynmu" 0Opa3IapUHHUHT acOCH
KaJJMMTY apaOJapHUHT FYJ XaKuJAard TacaBBypiIapHiard aCOCH MOTUBIIApAaH OUPH - FYJTHUHT Yy JI-
caxpoja HaMOo€H Oynuiy Omnad OOFIIaHaIH.

O.MyponoB 3apadmon mapécu Oyinmapuaa SIIOBYM TOXKUKIAP AeMOHoJoruscumarud "ryma'

~nn

oOpaswura "ToscThiil" "HeYKITIOKUI" TeMOH, TOA00HBIN OpeBHY", AbHU "TYHKaAal OccyHaKal, ceMU3
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€By3 pyx", ne6 m30x Oepamu Ba Oy aTaMaHUHT STUMOJIOTHUSCU TOXWKYA JIMCOHWM OHMPIHMKKA
anokaznop, ned xucobmaian." 11 XonOyku, Fyn TOXKUK (OJBKIOPUAArd aHbaHABUN MUDOIOTHK
obpasnapaan 6upu 0ynud, 12 reHeTuk Kuxaraan apad-uciaoM MUQpOIOTHICUTA TAAILTYKJIUIHP.

Fyn xakuna apconanmapmaan oupunu 1931 itmnna Toxxukucronaarn XuHroy aapécu Oyiumaru
Szrann neran sxoina smmopun 40 smap Amon HasapoBman H.A. KuceneB €3ub onran »mu. by
adcona "AXMOK Fy;1" HOMH OMJIaH XaM HAIIp STWITaH. YH/Ia al TUIUIINYA, OMp OBYU TOF DUKHUCHUHU
otu0, yiura xaiTaérranga KOpoHry TymuOau. OBUM SYKUHH CYHMO, TYIITUHU mUmmpuO eonu,
EFUHU KU3IupuO O€KJIapuHUHT Epuiirad sxovura cyptudnu. Iy maitt ryn xkenu6 xonudbau. ¥ xam
OBYMJAM OEFUHU EFTaMOKYM OYINM0, TOBOHMHM KyHAUPHOAN. YHUHT YNHKUPUFUIAH KYPKKaH OBUU
MUJITHFUHU 010, Kounb ketubau. 13 AdconaBuii Fyn 0Opa3suHUHT MUGOIOTUK TANKUHHU TyHE
XanKiaapu (OIBKIOpHIA, afHUKCA OBYMIIMK SIOCHAA KEHI TapKalraH >KOHMBOpJIAp XOMHICH -
YpMoH nupu obpasura yxiad KeTaau.

"HaBouii acapmapu snyratu'ga "ryn"HuHr "neB" ne® W30XJAHMIIM, MCIOM MHOIOTHsACHTA
TpaHchopmanusutamran 0y obpaz Mapkasuit Ocué amaOuii-onuk MyXUTH JOoUpacuja MyausH
CEMaHTUK ¥3rapHiira ydparanaurufgad namonar Oepaau. Kamumru apad mudomormsicuma aén
KUHCHUTa MaHCY0 XMH J1e0 TacBUpIIaHTaH FyJl 0Opa3WHUHT alipuM TaIKUHIAPH (4¥I, YPMOH, JAIIT,
TOF KaOM KMMCAcH3 JKOW/Ia SIAIIH, ofaMiiapra JyIIMaHINK KAJIHIIN, OTaMXyPIIUrH, aéll )KUHCUTA
MaHCYONmUru Ba X.K.) ¥30€K XalK 3pTakiapuiard sUIMOFM3 OOpa3sHMHHMHI SMHUK TacBHpUAa V3
ndonacuau tomraH. SnMorm3 oOpasu y3 Oamuuii acoCMHU OWUp TOMOHIAH TYPKUW KaBMIiap
bonpKIOpUIaTU AXKIaX0, AEB, I0X0 XaKuJgaru MU(OIOTHK TacaBBypiapAaH, MKKUHYM TOMOH/JIaH,
apab mugosnorusicuaaru aén >KMHCUJATH KUH - FyJl 00pa3u aMUK 0a€HUaH oraH OYINIIN Kepak.

Cypus yymiapuaa UCTUKOMAT KWJITaH KaJuMId apald KaOWiIaJapUHUHT MCIOMJAH aBBAaJITH
MU]OJIOTUK Kapalnuiapura Kypa, AJJIOX HOMJIM HiIOXa Oapya WIIOXJIApHUHT OHACH, N1e0 TaJKUH
KUIWHTaH. Mapkasuii Apabuctonaa sca Amnnar, Manar Ba Y33a AJNJIOXHUHT KH3JIapH, Ae0 TamKuH
KWIMHTaH. 15

Annar xakugaru MUGUK TacaBBypJjap HCIOM acoTHUpJIapuaa XaMm CakJIaHuO KojiraH. Y
MYILIpUKJIap CUFUHTaH WioX cudaTuaa tacBupianrad. Apad ¢omapkiopura xoc Oy aHbaHa y30ek
snocuaa xaMm ¥3 udonacuHu TonraH. Xaik Jg0c-

TOHJIapua Kopupiap curuHaaurad wiox Homu Jlor €xku Manot, ne6 Oepunaau. Macanah,
"Manukau ai€p" HOCTOHMIA aWTWUIMIINYA, ABa3XOHTa AyM KelraH MaKOTWJIHMHT Y4 OOTMOH
KajTard 6op 51y, myHH KyTapu6: "Xabapmop 61, Apas! E Jlot!"- 1e6 ABasHUHT Gommra ypi,
KanTard Tapukaai 0ynuHuo, THpKupad KeTau.

Kypunanuku, kagumru Mudosoruk oopasiapHUHT KyuaHwMimyaa apad Ba Mapkasuit Ocué
xankyaapu (GONBKIOPU SIUK aHbaHACUAA TAPUXHI-BOPHCHIA aOKAIOPJIMK XaMJa MYIITapaKIHK
MaBXYy/I.

2) Kuaaccuk apad mudosaorusicu €ku apad-ucjaoM MHEPOIOTHSICHHUHI MAKJIIAHUA
00CKMYM; HMCIIOMJIaH aBBAJITM KaIUMIU apad MHQOJIOTHSACHHHUHI 103ara KEJHUIIM Ba TapaKKUETH
MUJIOJIaH OypyHTM OMPUHYM MUHT HWILTUK Oontapuaan munoauid VII acpHuHr aBBasinrava 0ynraxn
naBpHu Kampad omaau. Uynku YII acp Apabucton spum oponujga MUCTUKOMAT KUIyBYM apal
KaBMJIapH MaJIaHui XaéTu1a, aHbaHABUH MOKTUMOHH TapaKKyp TAPUXUHUHT TAPAKKUETHIA ATTOXH/1a
Oypwnill HyKTacu XxucoOnanaau. by nmaBpaa AJUIOXHUHT HHOSTH OWJIaH MCJIIOM JIMHU F03ara KeJau
Ba aBBaj apad kaOwianapu, cyarpa lllapkHuHT OoIIKa MUILIATIapU acTa-CeKUH Oy JUHHU KaOyl
KHuta Oomuiaaumiap.

By naBp apaGmap mudonoruk Tadakkyp aHbaHAJAPUHUHT TapakKKUETHIA XaM alloXuaa
6ockuura acoc O0ymau: YII acp Gommma makijiaHTad UCJIOM JUHU KaAUMTH apad KaOuagapuHUHT
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apxauk MHUQOJOTHICUHU, TabuaT Ba >KaMUSAT XaKuJard WOTHIOWN TacaBBYpJApHU Y3HIa
My)XaccamJIalITUPraH AacoTUPJIApHW OyTyHWYa WHKOp OSTAu. SHru JuHUE Kapanuoiap apad
donbkopu Ganuuii aHbaHAJIApU acoCHJa MCIOMMUN acoTHpiap CHJICHIACHMHM 03ara KEITUPIH.
Hcnom kmaccuk MuGIIapuHUHT SHT EPKUH HaMyHaJlapy HCJIOMUH a1abuéTiapaa »aMmianral 0yimo,
YHJIa MOAJIMH Ba MabHABHI OJAMHUHI SPATWIMIINA; MaBXKyJ XOJIaTH Ba KeJakaru, HabOTOT Ba
XalBOHOT JAYyHECH, MHCOH Ba WIOXMI MaBXylIOTIap XyCyCHIArd MCIOMHUH TabJIUMOTIAP TAJIKUH
KUIMHTaH. VHCOHUMAT Tapuxujia fo3ara KelraH MOHOTECHTHK IUHJIAP WIFOP aHbaHAJApUHUHT
acocmii  KucMM  Ba  arxX  ATWwIraH  Xankjgap — (GONBKIOPH  CIOKETIApUHU  y3ujaa
My’KacCaMJIAIITHPWITAHIUTY YIyH XaM HCJIOM MHUQOJIOTHICH CHUHKPETHK XapakTep KacO 3Tajiu.
Hcnom MuGoIOTUACHHUHT CHHKPETUK Xoauca skanuruau [1.A. I'psi3sHeBuY Xam Kaii Kuiamu.

By CHHKpeTHKIIMK HCIOM MU(DOIIOTHSCH CIOKET TU3MMUHUHT TapUXHUA-TAAPYKANA PHUBOXKUTA
aloKagop SNHMK Xoaucaaup. Mciaom MuQOIOTHSCHHUHT VOKTHMOMK OHI IIAKIM cu(aTuaaru
CHHKPETHKJIMUTH YYyH CEMAaHTHUK TaOMaTH Ba (YHKUUSACHIA XaM KYpHUHAaTH. MabIyMKH, HCIOM
MHU(OJIOTHSCHHHUHT WIK KaTJIaMU MYyCYJIMOH JIMHU 03ara KeJra JaBp/ia ApaOHCTOH sIpUM OpOJIHAaA
smarad apad KaBMJIQPUHUHT BOKEJNWK XaKUIAard TacaBBYpIIApH, UIYHUHIIEK, (ancaduii-dCTeTHK,
axJIOKUH, TMHUHM, XyKyKHH Kapanuiap MaxkmyacugaH uoopar sau. Mudparu Oy CHHKPETHKIMK
YHHUHT CEMaHTHK (yHKIMSIIApUIAH KEIUO YUKAIH.
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MILLIY QADRIYATLARNING XITOY ADABIYOTIDAGI AKSI

JASUR ZIYAMUHAMEDOV
Filologiya fanlari doktori, professor, TDSHU

- -

R =

Annotatsiya: Sharq xalglari adabiyoti va xususan xitoy adabiyoti ba’zida soddaligi, ba’zida
murakkabligi, va eng asosiysi, nroan’anaviyligi, hamda janrlar xilma-xilligi bilan boshga xalglar
adabiyotidan keskin farglanib turadi. Unda mavzular ko ‘lami juda keng, kompozitsion qurumi o ‘zgacha.
Xitoy adabiyoti ko ‘hna tarixga ega va an’‘analarga boy. Biz mazkur magolamizda xitoy adabiyotidagi asosiy
bosh va yetakchi g‘oya bo‘lgan milliy gadriyatlar, milliy mafkura masalasining yoritilishi hagida
fikrlashamiz.

Kanum cyznap: ésma éoeopnux, “Lluxcune”, “Illoxauxnap ypdaapu”, “Yuwoxaux”, “/lapé yzannapu”,
“Fapbea caéxam” ea “Kuzun xywxoaeu myw”

Annotation. The literature of the Eastern peoples, and Chinese literature in particular, is sometimes
simple, sometimes complex, and most importantly, unconventional, as well as diverse in genres, sharply
differs from the literature of other peoples. It has a very wide range of topics, and a unique compositional
structure. Chinese literature has a long history and is rich in traditions. In this article, we will consider the
issue of national values and national ideology, which are the main and leading ideas in Chinese literature.

Key words. Written memorial, "Shijing", "Traditions of Kingdoms", "Three Kingdoms", "Riverbeds",
"Journey to the West" and "A Dream in the Red Room"

Kirish. Adabiyot bir xalgni dunyoga tanitadigan va kezi kelsa uni mashhur giladigan ulkan va
qudratli kuchga ega. Badiiy adabiyot insoniyat ma’naviyatining asl sarchashmasi, bashariyatning
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ruhiy asoslaridan biri, insonning galb Xarorati in’ikosi hisoblanadi. Badiiy adabiyotning ilmiy
o‘rganilishi inson yuragida, uning ko‘ngil ko‘zgusida aks etgan o‘ziga xos takrorlanmas, falsafiy,
irfoniy, axlogiy-ta’limiy va ma’naviy ruhining shakllanish jarayonlari, ifodalari, mohiyati va
yo‘nalishlarini belgilashga imkon beradi. Darhagiqgat, insoniyat ichki olamini boyitadigan, uning
dunyoqarashini shakllantirishga qaratilgan g‘oyalar talqini, ularning badiiy adabiyotdagi ifodasi va
buning natijasida milliy adabiyotning takomili masalalarini o‘rganish nafagat adabiyotshunoslik
ilmining, balki milliy o‘zanda rivoj topayotgan badiiy adabiyotning takomiliga, adabiy jarayonning
taraqqiyotiga o‘z ta’sirini o‘tkazishi mumkin.

Tadqgiqot metodologiyasi. Xitoy milliy gadriyatlarini taxlil gilishda umumiy germenavtik,
tarixiy qiyosiy va tarixiy madaniy metodlardan foydalanildi, zero, milliy gadriyatlarning
shakllanishi uzoqg gadimiy davrlardan boshlanib, millat taraqqgiyotining har bir bosgichida adabiy
asarlarda aks etib keladi.

Erishilgan natijalar. Xitoy adiblari ijodiy merosi saxifalarida aks etgan aynan xitoy xalgiga xos
bo‘lgan milliy qadriyatlar masalasi o‘rganildi. Turli davrlarada, Xitoyning turli xududlarida
istigomat qgilgan shoir va yozuchilari ijodida o°‘ziga milliy gadriyatlarning aks etgani adiblar asarlari
misolida masalaga oydinlik Kiritildi.

Muxokama. O‘zini, o°zligini, xalqi va vatanini sevgan har qanday ijodkor bu mavzuni chetlab
o‘tmaydi, degan e’tiroz bo‘lishi tabiiy. Biz bu e’tirozga to‘liq qo‘shilamiz. Lekin, xitoy
adabiyotidagi gariyb har bir asarda, asarning janri, yozilgan davridan qat’iy nazar, bu mavzu ustivor.
Xitoy adabiyotining ilk yozma yodgorliklaridan biri “ Shijing” asariga kirgan uch yuz beshta she’riy
asarlar bilan tanishar ekanmiz, xitoy millati, odatlari , so‘zlashish va fikrlash uslubi, mamlakat tabiiy
sharoiti hagida mae\’lumot beruvchi ta’riflarni uchratamiz. Hatto bu yozma yodgorlikning eng katta
birinchi gqismi ham “[E X\ ya’ni “Shohliklarning urflari” deb nomlanadi.

Xitoy adabiyotdagi hoh nazmiy, hoh nasriy asarlarni olmaylik, albatta ularda xitoy millatining
shukuhi va nafasi ufurib turadi.

Tang davrining mashhur shoirlari Du Fu, Li Bay, Van Vey va boshqgalarning® asarlari milliy
adabiyotning yorqin namoyondalari sifatida xitoy adabiyoti tarixidan munosib o‘rin egalladilar. Bu
davrda ikki buyuk shoir Li Bay (Z* 1) va Du Fu (#t Fi)dan tashgari boshga ko‘plab o‘z
zamonasining buyuk shoirlari ham yetishib chiqdi. Har bir shoirning o‘z uslubi va o°z yo‘li bor edi.
Umuman olganda bu davr shoirlarini ijod yo‘nalishi bo‘yicha ikki guruhga ajratish mumkin.
Birinchi guruh shoirlari tog*, daryo, qishloq manzaralarini yoritib halovatli hayotni kuylash borasida
o‘z ijodlarini olib borishgan bo‘lsa, ikkinchi guruh shoirlari esa asosan urushda gatnashayotgan oz
vatandoshlari, lashkarlar, vatan himoyasi va jangu jadallarni tasvirlaydigan she’rlar bitishgan. Tog"-
daryo va qishloq manzaralari she’riyati guruhining asosiy vakillari Min Xaojan (#%94) va Vang
Vey (F4E) lar bo‘lib ular Tang she’riyatida tog‘-daryo va gishloq manzaralari she’riyat ogimini
rivojlanishiga o‘zlarining nihoyatda yuksak hissasini qo‘shishdi.? Ushbu davr buyuk shoir va
yozuvchilarning qalamiga mansub bir qator asarlar xitoy adabiyoti cho‘qqisiga chigadi.Tang
davrigacha va undan keyin paydo bo‘lgan va rivojlangan kichik epik janrlardan bo‘lgan xuaben“if
A, byanven*F 3>, chuanchi“f% %} janrlarida ham xitoy millatiga xos urf odatlar, an’analar,
marosimlar va bayramlar haqida ko‘plab ma’lumotlarni uchratamiz.

! Tang davrida (618—907) xitoy adabiyotida she’riyatning gullab yashnashi va Li Bo, Du FU, Men Xao jan, Van Vey, Bo
Szyuy i, Li Shanin kabi buyuk shoirlar yashab ijod etgan davr deb e’tirof etiladi.

2 J.Ziyamuhamedov, O.Ochilov, S.Nasimova. Xitoy adabiyoti. (“Sharq xalqlari adabiyoti tarixi” turkumidan 7-kitob)
Toshkent: “Extremum-Press”, 2016. B.158.
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Mamlakat tarixi va xalgning shakllanishi, dunyoqarashi hagida so‘zlovchi buyuk asarlardan
“Uchshoxlik” { =[E# X ) , “Daryo o‘zanlari” {/KiFf£) , “G‘arbga sayohat” {FHjific) va
“Qizil ko‘shkdagi tush (ZLF£% ) kabi xitoy adabiyotini dunyoga mashhur gilgan romanlarini
yaqqol misol qilib ko‘rsatishimiz mumkin. Bizning fikrimizcha bu asarlar aynan Xitoy mentaliteti
bilan bog‘liq asarlardir. Avvalo, bu to‘rt roman badiiyatidagi o‘ziga xos o‘xshashliklar haqida
to‘xtalsak. Mazmunan mazkur asarlar bir-biridan farq qilsada, roman yozilishida gadimiy va o‘rta
asr xitoy madaniyati va mafkurasi, halq yashash tarzi, urf va an’analari hamda tarixi kabi
mavzulardan unumli va o‘rinli foydalaniladi. Qadimiy an’analar har bir romanda juda yaxshi
saqlangan. Mazkur romanlarning har biri xitoy adabiyotida o‘ziga xos o‘rin egallashi bilan birga,
xitoy tilshunosligi, tarixi, geografiyasi va etnografiyasini o‘rganish uchun asosiy ma’lumotlar
manbai bo‘lib ham xizmat giladi. Bu asarlar xitoy madaniyatiga shu darajada singib ketganki, uning
ajralmas bir qismi sifatida e’tirof etiladi. Shu bilan birga asarlarning xalq madaniyatiga ta’sirini
milliy xarakter va milliy madaniyatda, chunonchi, qo‘shiq, kartina, hikoya, teatr postanovkalari,
kino asarlarida aks etganligini ko‘rishimiz mumkin. Hozirgi kunda Xitoyda ushbu asarlardan
bexabar bo‘lgan bironta xitoylik yo‘q. Romanlar avloddan avlodga o‘tib, har bir xitoylik qalbidan
o‘ziga hos o‘rin egallagan. Har bir xitoylik o‘ziga ma’qul bo‘lgan va o‘ziga yaqin bo‘lgan qismini
yoddan o‘rganib, ba’zan hayotiy shioriga ham aylangan.

Xitoy yangi davr adabiyotiga xos asarlar revolyutsion kayfiyat bilan yo‘g‘rilgan bo‘lsada, ayrim
syujet elementlarida xitoy milliy kayfiyati sezilib turadi. Yangi davr xitoy adabiyotini
shakllantirishda va rivojida ishtirok etgan Lu Sin, Mao Dun, Lao She, Chjao Shuli va boshqalar
adabiyot tilini xalq tiliga yaqginlashtirdilar. Hattoki Xalgaro Nobel mukofoti sovrindori Mo Yan uzoq
yillar davomida chet elda yashab, yozgan asarlaridan ham “Yevropa nafasi” kelib tursada, asli
Xitoylik ekanini unutgani yo‘q. Millat fojeasi, millat tanazzuli masalalari uning asarlari bosh g‘oyasi
bo‘ldi. Yozuvchining fikricha, «oxirgi 30 yil davomida Xitoy sezilarli ravishda nafaqat moddiy,
balki fuqarolarning intellektual va ma’naviy o‘sishni boshdan kechirdi. Bu o‘sish yaqqol ko‘zga
tashlanadi, shu bilan birga biz kundalik hayotda qonigmaydigan boshqa ko‘p narsalar bor. Xitoy
kattalashib ketdi, shu bilan birga yangi muammolar vujudga keldi, masalan, ekologik muammolar,
shuningdek, yuqori ahloqgiy standartlar xam tushib ketdi... — deb ta’kidlaydi Mo Yan.

“Ildizlarni izlash” adabiy yo‘nalishi Xitoyda 70 yillar oxiri — 80 yillar boshlarida paydo bo‘lgan.
Bu davrda “madaniy inqilob” davri hodisalari qayta ko‘rib chiqilgan, “ochiq eshiklar islohoti”
amalga oshirilgan, bu davrda aynigsa g‘arb madaniyatining ta’siri kuchli kechgan, bu esa oz
navbatida adabiyotning rivojiga ham katta ta’sirini o‘tkazgan®.

O‘n yil uzoq va og‘ir kechgan “madaniy inqilob” davrida hitoy aholisi jaholat va bilimsizlik
girdobida qolib ketadi, ziyolilar orasida tushkunlik kayfiyati avj ola boshladi. Bu vaziyatni bartaraf
etish uchun xitoy yozuvchilari millatning hayotiy asosidan tashkil topgan an’anaviy madaniyatni
qaytarish uchun “madaniy ildizlarni izlash™ fikrini ilgari surishadi. Shu bilan birga “Madaniy
ildizlarni izlash™ yo‘nalishi yozuvchilarining adabiy uslublariga va “izlash usullari”’ga chet el
adabiyoti ham kuchli ta’sirini o‘tkazdi. XX asr 80 yillarida Kafka, Borxes, Garsia Markes, Joys,
Folkner, Kavabata Yasunari asarlarining tarjimasi chop etildi, bu esa o‘z navbatida ziyolilarning
jjodiy kayfiyatiga ijobiy ta’sir ko‘rsatmay qolmadi. “80 yillar boshlarida chet el adabiyoti bilan
yuzma yuz kelib, Uilyam Folknerning “Shovqin va g‘azab” asarini, Gabriel Garsiya Markesning
“Yolg‘izlikning yuz yili”, Frans Kafkaning “Evrilish”, Kavabata Yasunarining “Qor mamlakati”

ID. S. Swirenova. Vestn. Buryat. gos. un-ta. - Ulan-Ude, 2010. - Veip. 8: Vostokovedeniye.
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asarlarini o‘qib, men huddi uyqudan uyg‘ondim. Bundan oldin men bunday yozish mumkin
ekanligini tasavvur ham qilmagandim™?, deydi Mo Yan ko‘plab bergan intervyularining birida.

Endilikda “4-may harakati”, “madaniy inqilob” davrida tushunilgan realizm tushunchasidan
uzoqlashib, asarlarga afsonalar, mo*‘jizalar, ertaklar, xalq dinlari unsurlari kirib kela boshladi.

Axloqiy qadriyatlarning toptalishi, xitoy millatiga xos bo‘lmagan odatlardan biri- insonlarn
xo‘rlash va kamsitish, bolalar tarbiyasiga jiddiy e’tibor bermaslik kabi kabi salbiy odatlarning
jamiyatda yuzaga kela boshlashi, adbiyotda ham qattiq tanqidga sabab bo‘la boshladi. Chunki
bular milliy gadriyatlarni ham oyoqosti qilinishiga ta’sir ko‘rsata boshladi.

Bu kayfiyatni hatto bolalar adabiyotida ham kuzatamiz. Xitoy oilalarida bobo va buvilarning
roli, ularning bolalar tarbiyasidagi o‘rni va ahamiyati (#3%}, FZ/R (Sizni yaxshi ko‘raman,
buvijon) va F @595  (Buvijonim) hikoyalarida), ustoz va shogird munosabatlari, ustozlarga
hurmatning shakllanishi (4% € /)5E R (Yashil olma) va #6475 (Yol belgisi) hikoyalarida), yosh
avlodni o‘stirishda bir-birlariga o‘zaro yordam berish tamoyillari asosida tarbiyalash (I [ F
(Rasm chizmoq) hikoyasida), jamiyatda ta’lim va ahlogning, kattalarni hurmat qilish, kichiklarga
e’tiborli bo‘lish an’analarining ustivorligi( A [ 221§ ¥~ (Qariyaning qalpog‘i),4F Jjj 1% 25 #E
(Taqvimni kimga sovg‘a qilishdi), /N EF & (Jo‘ja aka) va ZL4% 3k B (Qizil g*isht hikoyasi)
hikoyalarida)?, milliy gadriyatlarga hurmat mezonining bargarorligi kabi- milliy gadriyatlarni aks
ettiruvchi masalalar, zamonaviy bolalar adabiyotida ham dolzarb mavzu bo‘lib qoldi.

Xulosa qilib aytadigan bo‘lsak, qadimdan xitoy adabiyotida milliy qadriyatlarni aks ettiruvchi
syujetlar xitoy adabiyotida eng asosiy mezon hisoblangan. Milliy xarakter va an’anaviy madaniyatni
targ‘ib qilish har gaysi davr adabiyotining asosiy bosh mavzusi va g‘oyasi sanalgan. Xitoylik
jjodkorlar o‘z vatanparvarlik tuyg‘ulariga sodiq qolgan holda hamisha milliy mafkura va milliy
g‘oya mavzularini asarlarida targ‘ib etishdan hech charchamaganlar. Yuqoridagilardan kelib
chiggan holda, biz xitoy adabiyotidagi milliy qadriyatlar bilan bog‘liq mavzularni tasniflab quyidagi
uch guruhga bo‘lishga garor qildik:

1. Vatanparvarlik tuyg‘usi aks etgan asarlar (bularda xitoylik ijodkorlar o‘z vatanlarini tarannum
etadilar, vatanga muxabbat g‘oyalarini targ‘ib qgiladilar, Xitoy hududi bilan bog‘liq geografik joy
nomlarini o‘ziga xos ravishda tanishtiradilar va ularni go‘zal badiiy tasvir vositalari bilan
tasvirlaydilar).

2. Xitoy millatiga xos mehr-vafo, muruvvat va muhabbat tuyg‘usi aks etgan asarlar (mazkur
mavzudagi asarlarda xitoyliklarning muhabbat borasidagi nozik his-tuyg‘ulari va yor vasfini
kuylashda o°ziga xos yondoshuvning guvohi bo‘lamiz).

3.0ilaviy munosabatlarni aks ettiruvchi asarlar (ljodkorlar bu asarlarda xitoy millatiga mansub
oilalardagi  odatlar, ulardagi gaynona-kelin munosabatlari, qariyalarni qadrlash va e’zozlash,
bolalar tarbiyasi bilan bog‘liq jihatlarni tasvirlaydilar.)

NI A
e s

U http://typicalwriter.ru/m/news.php ?id=sovremennyie_kitayskie_pisateli: mo_yan Sovremennvie kitayskiye
pisateli: Mo Yan muallif:Yekaterina Chernova

2 Misollarda ko‘rsatilgan barcha hikoyalar filologiya fanlari nomzodi, dotsent Jasur Ziyamuhamedov va Dilshod
Badalboyevlar tarjima gilgan va 2017-yil nashrdan chiggan )" & F,”YEJ& BOLALAR UCHUN HIKOYALAR” tarjima
kitobidan olingan.
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MISR ADIBI EDVAR AL-HARRAT HIKOYALARIDA
MODERNISTIK UNSURLAR

DILAFRUZ Z. MUXIDDINOVA
Toshkent davlat shargshunoslik universiteti
Filologiya fanlari bo ‘yicha fan doktori (DSc), dotsent

R = — =

Annotatsiya. Mazkur maqola zamonaviy arab adabiyotida modernism yo ‘nalishining moslashish va
rivojlanishi xususiyatlari, “Yangi mavj” yo ‘nalishining mazmun-mohiyati, misrlik modern yozuvchilardan
Edvar al-Xarrat hikoyalarining tahliliga bag ‘ishlangan. Muhokama jarayonida Edvar al-Xarratning
“Vokzal-3" hikoyasi tahlilga tortilib, hikoyadagi mavzu va g ‘oya, o ‘ziga xos syujet, kompozitsiyasi, obrazlar
tizimi, modernistik unsurlar ochib beriladi.

Kalit so‘zlar: modernizm, ekzistensializm, syurrealizm, “ong oqimi”, “yangi mavj”, “yangicha his
qilish”, ramziylik.

Aunomauuﬂ. ﬂaHH(lﬂ cmamosil  noceAueHa  aHalusy ocobennocmell adanmauuu u paseumus
Hanpaenerus MoOepHU3IMa 8 COBPEMEHHOL apabcKoll iumepamype, CywHocmu Hanpaeienus «Hoeas eonuay,
a maxoice pacckazos Dosapa anb-Xappama, 00HO20 U3 COBPEMEHHbIX e2unemckux nucamenei. B xode
ouckyccuu ananuzupyemcs pacckasz 30eapa anv-Xappama «Cmanyus-3», packpuléaromcs mema u uoes,
yHMKaJlebllZ Croorcent, KOmMno3uyus, 06pa3Haﬂ cucmema, ModepHucmCKue J/1eMERMbl 6 paccKase.

Knroueenie cnoea: MOdepHMBM, IK3UCMEHYUATIUSM, CIOppedsiu3sM, «NOMOK CO3ZHAHUA), «HO6d:A 60JIHAY,
«(HOB0€ 4y6ecme0y, CUMBOIUIM.

Annotation. This article is devoted to the analysis of the peculiarities of adaptation and development of
the direction of modernism in modern Arabic literature, the essence of the New Wave direction, as well as
the stories of Edwar al-Harrath, one of the modern Egyptian writers. During the discussion, Edwar al-
Harrath's story "Station-3" is analyzed, the theme and idea, a unique plot, composition, figurative system,
modernist elements in the story are revealed.

Key words: modernism, existentialism, surrealism, "stream of consciousness,
feeling," symbolism.

new wave," "new

Kirish. Adabiyotning bosh vazifasi hayot, borliq va undagi inson hilgatining murakkab tabiati,
ruhiy holatlari, o’y-qarashlari, iztirobu hursandchiliklarini tadqiq qilish va uni so’z orqali badiiy
ifodalashdir. Har bir davr adabiyotida 0’z zamonasining dolzarb muammolari, o’sha davr kishisining
munosabati va qarashlariga hamoxang tarzda ifodalanadi. insonning ongi, uning sub’ektiv olami,
ichki “men”i, uning ruhiy holati, o’y-kechinmalari va munosabatini ramzli, sirli, majoziy tarzda
ifoda etish XX asr adabiyotining o’ziga xos tomonidir. Yuqorida ta'kidlanganidek, jahon
adabiyotidagi adabiy jarayonlar almashinuvi, badiiy uslub va usuldagi yangilanish tamoyillari
barcha milliy adabiyotlarga o‘z ta'sirini ko‘rsatdi va milliy adabiyotlarda moslashtirish jarayoni
kechdi. Insonning ichki “men”ini tasvirlash, uning ruhiy holatidagi o‘zgarishlar, hayot va jamiyatga
bo‘lgan ichki yashirin munosabatini bor murakkabligi, ziddiyatlari, boyligi bilan keng ko‘lamda aks
ettirish tamoyili kuzatildi. XX asr adabiyotining mazkur bosh mavzusi har bir arab mamlakati
adabiyotida, har bir yozuvchi galamida turli-tuman, rang-barang usullarda jilolandi.

Metodologiya. Qiyosiy-tarixiy, giyosiy-tipologik, lingvopoetika tahlil usullaridan foydalanildi.

Natijalar. Tadgigot jarayonida zamonaviy arab adabiyotida modernism yo‘nalishining
moslashish va rivojlanishi xususiyatlari aks etadi. XX asrning ikkinchi yarmi Misr adabiyotida
modernism yo‘nalishi mahalliy adabiyotga moslashgan holda “Yangi mavj” nomini oldi. Misr
adabiyotining yorgin yozuvchilardan Edvard al-Xarrat modernistik uslubda ijod gilgan vakillalardan
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biri xisoblanadi. Muhokama jarayonida Edvard al-Xarratning “Vokzal-3" hikoyasi tahlilga tortilib,
hikoyadagi mavzu va g‘oya, o‘ziga xos syujet, kompozitsiyasi, obrazlar tizimi, modernistik unsurlar
aniglandi.

Muhokama. O‘tgan asrning ikkinchi yarmida ijod gilgan arab yozuvchilari XX asr jahon
adabiyotida yaratilgan barcha uslub va usullarni o‘zlashtirishga va unga milliylik ruhini singdirib,
yangi uslubdagi milliy arab hikoyasini yaratishga harakat gildilar. Zamonaviy arab yozuvchilari xoh
an'anaviy realizmda, xoh modernizmning ekzistensializm falsafasiga yondoshsin, xoh
neorealizmning psixologik, magik realizm hududlarida ijod qilsin, yangi modernistik badiiy
usullardan foydalanishmasin, oxir-ogibatda ularni milliy adabiyotdagi badiiy-estetik an‘analar bilan
uyg‘unlashtirib, o‘ziga xos asarlar yaratishdi. “Arab mamlakatlari ichida Misr adabiyotidagi
rivojlanish nisbatan tez va muntazamligi bilan e'tiborni tortadi. Undagi yangilanish tamoyillari
“Yangi mavj”- "sxaall 4s gl " yo“nalishida adabiyotshunos olimlar Sabriy Hofiz, Goliy Shukri,
Yusuf ash-Sharuniylarning ta'kidlashicha, bu ogim XX asr 60-yillarida ijod gilgan Muham—mad
Hafiz Rajab, Ibrohim Aslon, Diyo ash-Sharqoviy, Yusuf al-Quayyid, Jamol al-G‘itoniy, Sunalloh
Ibrohim kabi yosh avlod vakillari timsolida yaxshi namoyon bo‘lgan” [3, 66]. Modernistik ogimlar
ta'sirida Misr ijodkorlari nafagat o‘z mamlakatlari, balki butun dunyodagi ijtimoiy-Siyosiy hayoti
hodisalariga falsafiy asoslar berishga harakat gilishgan va bu yo‘lda o‘zlarining o‘ziga xos
tahayullarini ifodalash uchun yangi vositalar gidirishgan, yangi timsollar ixtiro etishgan.
Hikoyalarda mazmun bilan birga shakliy o‘zgarishlar ham kuzatiladi. Bu davr hikoyalarida
gahramonlar xarakterining aks ettirilishida ham farglanish mavjud. Misr adabiyotida 60-yillardan
avval qahramonlar odamlarga mehribon, ko‘ngli ochiq qilib tasvirlangan. 60-yillardan keyingi
hikoyanavislikda esa, odamlarning parokandaligi, bir-biridan begonalashishi, yolg‘izlanish holatlari
mavzusi asosiy o‘rin tuta boshlaydi. “Yangi mavj” oqimining birinchi bosqichida — 60-70-yillarda
adiblar begonalashuv -“—u 231"  (“at-tag‘rib”), yolg‘izlanish - “42 4"  (“al-fardiyyatu”), insonning
jamoadan, jamiyatdan uzilish hodisalarini aks ettirishga urg‘u bergan edilar. Misrning XX asr 60-
yillaridagi ijodiy yangilanish tamoyillari va yangi shakllangan an‘analar 80-90-yillarida ham davom
etib yanada takomillashdi. Bu davrlarda “Yangi mavj” oqimida yangicha kayfiyat hukm sura
boshladi va u "sxaall &suluall" (“yangicha his gilish™), deb ataldi. Bu vogelikni yangicha anglash va
tasvir etish tamoyillarini nazarda tutar edi. “Al-hassasiya al-jadida” yaxlit badiiy tafakkurni
ifodalabgina qolmasdan, ko‘p qirrali yangilanish jarayonlarini ham belgiladi. Aynan shu davrda
yosh avlod “yangi mavj” atamasi o‘rniga “al-hassasiya al-jadida” atamasini ishlatishni afzal
ko‘rishdi, chunki o‘zlarini yangi dunyoqarash sohiblari deb hisoblashar edi” [6, 48]. Arab adiblari
endilikda bir vaqtning o‘zida jahon adabiy jarayonidagi barcha badiiy tasvir va vosita yutuglari,
hamda o‘zlarining adabiy milliy meroslariga tayangan holda voqelikni yangicha nigoh bilan
tasvirlashga o‘tdilar. Misrning atoqli yozuvchisi, adib Edvar al-Xarrat “yangicha his qilish”
tamoyiliga shunday ta'rif beradi: “Bu adabiy jarayonning o‘z xususiyati, 0‘z siri mavjud, uning
omillarini tadgiq gilish mumkin, lekin ular oxirigacha tushunilmaydi. Bunda ijodiy yaxlitlik eng
katta rol o‘ynaydi” [8, 124-125]. “Ushbu bosgichda bir qancha o‘ziga xos tamoyillar, rango-rang
badiiy uslublar ko‘zga tashlanadi. Bu davr hikoyachiligi mavzular ko‘lamining kengligi,
uslublarning turfa xilligi bilan bir-biridan ajralib turadi. Zamonaviy arab ijodkorlari “yangicha his
qilish” bosqgichida bugungi kun yoki o‘tmish manzaralari, dolzarb muammolari va insonning o‘y-
qarashlari, murakkab, sirli tabiatini ochishga intilib, ertangi kun haqida qayg‘uradilar, fikr
yuritadilar” [3, 70]. Zamonaviy Misr adabiyotida modernistik yo‘nalishda taniqli mashhur yozuvchi
Edvar al-Xarrot samarali ijod qildi. Edvar al-Xarratning “Vokzal -1”, “Vokzal - 2”, “Vokzal -3”
hikoyalari gahramonlariga ham tegishlidir. Edvar al-Xarratning “Vokzal - 17, “Vokzal -2” va
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“Vokzal-3” kabi temir yo‘l vokzaliga bag‘ishlangan uchchala hikoyasi bevosita bir-birini davomi,
bosh gahramonning ham ruhiy ham jismoniy o‘sish darajasi hisoblanadi. “Vokzal -1, “Vokzal -2”
hikoyalarida yosh bolaning vokzalning baland devorlari orasida, tigilinch odamlar ichida adashib
golishi — insonning hayoti davomidagi har xil vaziyatlar, yaxshi-yomon kunlar girdobidan chiga
olmay azoblanish holati tasvirlangan. “Vokzal — 3" (“(3) 3xsl) 4Sull dass” - Mahattat-us-sukkat-il-
hadid”) hikoyasida mana shu mavzuni davom ettirgan holda, endi o‘spirin nigohidan hikoya qiladi.
Edvar al-Xarrot bu hikoyasida poyezd, vagonlar, platforma, umuman, vokzalning har bir obyektini
ramziylashtiradi.

Edvar al- Xarratning “Vokzal - 3” hikoyasi hajm jihatdan uzun, uslub jihatdan esa ko‘p
qatlamlidir. “Vokzal — 3” hikoyasining syujeti ikki yo‘nalishda rivojlanadi. Birida “ong oqimi”
orgali gahramonning hissiy ichki kechinmalari, hayot hagidagi falsafiy garashlar tizimi, vokzal,
poezd, atrof-muhit tasviri bayon etilsa, ikkinchisi kollaj, fragmentarlik kabi badiiy usullar orgali
gahramonning hayoti, shu bilan birga mamlakatdagi, arab dunyosidagi siyosiy-ijtimoiy vogealar
qalamga olinadi. Zero, “Modernizmning o°‘ziga xos xususiyatlaridan biri - uning ma'nolar “o‘yin”iga
moyil tabiatidir. Ma'nolar bilan erkin o‘yin, vogelik fragmentarlik bilan o‘yindek o‘rin almashishi
modernizmda tayanchga aylanadi” [1, 21]. Mazkur hikoyada modernizmga hos bo‘lgan fikriy
o‘yinga xos tabiati, ya'ni fikrlar, so‘zlar, mulohazalar, bir-biriga bog‘liq bo‘lmagan voqealarning
kutilmaganda almashinuvi kuzatiladi. “Modernchi yozuvchilar oldingi badiiy gadriyatlarni uloqtirib
tashlab, o‘quvchilarni ham chuqur o‘ylanishga, ham qaysidir darajada muallifga sherik bo‘lishga
majbur etadigan murakkab va yangi adabiy shakl hamda usullar qo‘llashga urindilar. Modernchi
adiblar badiiy asarlardagi vogealar rivoji tasvirining xronologik tartibdagi ifoda yo‘sinini ham buzib
yubordilar. Ko‘pchilik modernistik asarlarda tartib bilan kechadigan vogealar emas, balki odamning
boshi-keti yo‘q o‘y-xayollari va chigal kechinmalari oqimi aks ettirilardi. Tuyg‘ular va o‘y-xayollar
kechimi tasviri ham oldingi kabi ichki intizom bilan emas, balki betartib yo‘sinda yopirilib keladigan
ong ogimi tarzida beriladigan bo‘ldi” [6]. Edvar al-Xarratning “Vokzal — 3” hikoyasida ham har bir
badiiy usul ma'lum bir vazifani bajaradi. Bosh qahramon o‘smirning “ong oqimi” hikoyadagi ifoda
tarzining asosiy ustuni hisoblanib, o‘quvchini vokzal muhitiga olib kirishi bilan bir qatorda
gahramonning ichki olamini, dunyoqarashini, o‘y-fikrlarini ochib boradi.

Edvar al-Xarrat hikoya syujetining birinchi yo‘nalishida vokzalda yolg‘iz qolib ketgan qahramon
eshikni gidiradi, vokzaldan chiqgib ketishga harakat giladi, lekin eshikni topa olmaydi, natijada
poezdga chiqib ketishga majbur bo‘ladi. U sayohati davomida ham yolg‘izlik muhitida qoladi. Bu
hayotga insonni yolg‘iz kelib, yolg‘iz ketishi kabi ekzistensializm falsafasi g‘oyalarining o‘ziga xos
namoyon bo‘lish shaklidir. Mana shu g‘oya hikoyaning boshidan oxirigacha ustuvorlik giladi.

"6 b lgif Cipe [ (i i g 1) 5 £ L)) 138 il Sl il sl dala il Uf 5 45 jaadl S paid] aadi Sl
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“Tashqgaridan sokin a'zolarim qotib qolgan bo‘lsa ham men o‘zimni uzil- kesil savollarga ko‘mib
tashlayman. Bu poezd gaerda to‘xtaydi va agar to‘xtasa, men o‘z bekatimni qanday qilib bilaman...”

Hikoyadagi bu kabi poezd ichida ketayotgan qahramonning kechinmalari, savollari Jo‘rj
Salimning “Poezd” hikoyasi bosh qahramonini ham o‘ylantirgan. Edvar al-Xarrot hikoyada atrof-
muhitning har bir detalini aniq tasvirlaydi, shu bilan birga mahalliy koloritni ham beradi. O‘smir
nigohi orqali u tomosha qilib ketayotgan bog‘lar, daraxtlardagi mevalar bilan ularga zarar
etkazayotgan, o‘sayotgan o‘simliklarni zaharlayotgan kimyoviy moddalar chigarayotgan korxona
va zavodlarni yo‘l-yo‘lakay tanqidga oladi. Shuningdek, poezdda har xil toifadagi, turli kasbdagi
insonlarning tasvirini berib universallashtiradi, umumlashtirish darajasiga olib chigadi.
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Edvar al-Xarrat jamiyatdagi har xil gatlam egalari tasvirini berar ekan ularga xos sifatlarni
ko‘rsatib o‘tadi. Hikoya qahramonining ongida ketayotgan kurash, fikrlar bayoni orqali insonlar
hatti-harakatini muhokama qgiladi:

;@Lﬁi}_éuﬁ\q)ﬂg}ﬂu\.@iuqJﬂY cald yi) 8 YIS o i e el O gaady Al Aaall) g platsy Ja
RS 5 Tl 5k e e dleen s (Sl B slie A ghay D 5 U1 laal (o o (15 oasi (g0 Ay Ally (s
Aaaad Y 5 elinh a Y A

ALaia¥) i (e ore 05 0 ) eV A (s il il B [7, 73]

“Ular gunohlarga o‘xshash gilgan yomon ishlari uchun javob beradigan paytni kutayaptilarmi.
Buni nima ekanini bilmayman. Lekin, men uning o‘sha erda borligini bilaman. O‘zimning ustimdan
kulishim meni hayratga soldi: sen o‘zingni gunohkorlar sherigi deb o‘ylayapsanmi? Gunohkorlar
kompaniyasi, sening dushmaning ham, shuhrating ham emas. O‘zimga o‘zim deyman, men bilan
birga o‘tirgan bu kimsalar orasida e'tiborga loyiqglari yo*‘q”.

Edvar al-Xarrat hikoya bosh qahramonining “ong oqimi”, insonlar haqidagi fikr-mulohazalari,
ziddiyatli garashlari orgali jamiyatdagi insonlarga nisbatan tanqidiy fikr-mulohazalarini bergan.
Muallif gahramoning poezddagi sayohati timsolida jamiyatdagi barcha dolzarb ijtimoiy
muammolarni aks ettirib, asar syujetiga mohirona joylaydi. Edvar al-Xarrat hikoyaning birinchi
liniyasida bosh gahramonning ichki “meni”’ning qarashlari tasvirida J.Joysdek jamiyatidagi siyosiy-
axloqiy, ijtimoiy kamchiliklarni, insonlardagi qusur va xatolarni, shuningdek, o‘smirning
bolalikdagi o‘tmish xotiralarini aks ettiradi.

“Vokzal-3” hikoyasi qahramoni yo‘l-yo‘lakay turli manzaralarni ko‘zdan kechirar ekan, dam
olishga dalaga chiggan oila va uning yasangan-tusangan boy bekasining “Mersedes” mashinasidan
tushishi, boy xonimning qo‘lida go‘sht va yumshoq non tasviri bilan uning yaginida ochlikdan sillasi
qurigan, ozg‘inlikdan cho‘pdek bo‘lib qolgan dehqon ayolining tasviri birma-bir ko‘z oldidan o‘tadi
va bu manzaralarning bir-biriga garama-qarshi qo‘yilishi orqali jamiyatning ijtimoiy tengsizlik
holatini mahoratli ravishdatasvirlay oladi. Edvar al-Xarrat mazkur hikoyada kontrast usulidan ko‘p
foydalanadi va ziddiyatlar, tazodlar orqali vogelikni 0‘z nuqtai nazardan tavsiflaydi. “U nafaqat
igtidor egasi, shu bilan birga badiiy tilning boy tasviriy va ifoda imkoniyatlarini kengaytirishga
harakat qiluvchi ajoyib badiiy til ustasi, etuk hikoyanavisdir”, deya berilgan ta'rif nihoyatda
to‘g‘ridir.  “Vokzal-3” hikoyasining ikkinchi yo‘nalishi Misr jamiyatidagi, arab dunyosidagi
siyosiy-ijtimoiy masalalariga bag‘ishlangan. Voqealar rivoji bosh qahramonining “ong oqimi”ga
kollaj va fragmentarlik uslullari orgali biriktiriladi. Fragmentarlik badiiy adabiyotda kompozision
xususiyatga ega bo‘lib, dastlabki qarashda badiiy asar mavzusiga bog‘liq bo‘lmagan qismlarning
uzug-yuluq bog‘lanishidir. Ayniqgsa, fragmentarlik “ong oqimi” uslubidagi asarlarda yorqin
namoyon bo‘ladi. Edvar al-Xarrat mazkur hikoyasida gahramonning hayot, jamiyat, insonlar
hagidagi fikr—mulohazalari, o‘tmish xotiralari, kuzatuvlari tasviriga parallel ravishda siyosiy-
ijtimoiy, tarixiy voqealarni qisqa ravishda kiritib o‘tgan. Bunda birinchi fragment bu hikoya
qahramonining bolaligida otasi bilan vokzalga kelganida guvohi bo‘lgan siyosiy-tarixiy vogeani
xotirlashidir. Hikoyada Buyuk Britaniyaga qarshi ingilobdan oldin 1952 yilgacha mamlakatni
boshgargan Misr podshohining xususiy poezdida Qohiradan Iskandariyaga kelishi, Britaniya
armiyasi askarlarining Misrdagi faoliyati kabi tasvirlar berilib, Misrning yaqin o‘tmishiga nazar
tashlanadi. Ikkinchi fragment - ham gahramonning hozirgi kuniga xotira sifatida kiritiladi:

¥ ‘Z&LJAA‘;IG ‘L;_);Ay/.la_r SJ‘A/‘} ccdd g7 5 g ol ;/_)i«aj/ra{_)i// <l e u.ucr_u.u]/ &MJ/U/_UA@L;JA./UAJJ”
sl L T pansd Y g ia) S g Ul ) panad] 8 il ol ) 5 asad sal] 30630 IS 5. suiady g 5 i sl

A SN sl e 5 Liv[7, 73]



B S S §HARY MASH AL D S

“Biz stansiyaning keng maydoni bo‘ylab birin-ketin to‘xtab turgan sariq vagonlar orasidan o‘tib
borayapmiz, odamlar vagonlardan garab turar edilar. O‘quvchilar ham bizga qo‘shilgan edilar. Men
baqgirardim, lekin 0z ovozimni eshitmas edim: Yashasin, Falastin! To‘la Ozodlik! ”

Edvar al-Xarrat hikoya bosh gahramonining ong ogimi zamirida arab dunyosining dolzarb
muammosi — Falastin muammosi, vatanparvarlik g‘oyalarini ilgari surgan. Yozuvchi hikoya
syujetining bir gismiga dolzrab mavzu Falastin masalasini mohirona kirgizib e'tiborni jalb etdi.

“Vokzal-3” hikoyasining tasvir maydoni, ko‘tarilgan masalalar keng qamrovliligi bilan poezd
obraziga bag‘ishlangan Diyo ash-Sharqoviyning “Kundalik poezddagi sayohat” yoki Jo‘rj
Salimning “Poezd” hikoyalaridan tubdan farqlanadi. “Vokzal -3” hikoyasida poezd obrazini — hayot
timsoli, insonning esa bu hayotda yolg‘izligi haqidagi ta'kidlar bilan bir qatorda arab dunyosining,
arab jamiyatining dolzarb masalalarini, milliy koloritni saglagan holda yangi, murakkablashgan
matn yaratdi.

Xulosa qgilib aytganda, XX asrning ikkinchi yarmida ijod gilgan zamonaviy Misr yozuvchilari
jahon adabiyotidagi barcha yangi, zamonaviy badiiy tasvir ifoda vositalarni o°zlashtirishga bo‘lgan
intilishlari ijobiy natijaga olib keldi. Har bir arab yozuvchisi o‘z uslubi bilan novatorlik
hususiyalarini namoyon qgildi va hikoya janri imkoniyatilarini yanada kengaytirdi. Misr adabiyotida
arab hikoyasi ham mazmunan, ham shaklan o‘zgarishlarga ega bo‘ldi: mazmuniy o‘zgarishlar
vogelikning tasvirlashda yozuvchining dunyoqarashi asosida sub'ektivlikning yuzaga kelishi, inson
“men”idagi ziddiyatlarni irrasional usulda tasvirlashga, inson ruhiyati va uning tub mohiyati,
insonning ruhan parchalanishini tushunish va uning murakkab, sirli dunyosini ko‘rsatishda kuzatildi.
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JADID ADABIYOTIDA OILAVIY QADRIYATLAR TALQINI
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Annototsiya. Ushbu magolada Turkiston jadidlari asarlarida milliy gadriyatlar, shu jumladan oila
hagidagi garashlari atroflicha tahlil gilingan.Shu bilan birga jadid adabiyotining yorgin namoyandasi
Abdurauf Fitratning “Oila” asari tahlil ostiga olingan. 1914-yilda yozilgan ushbu asar misolida
yozuvchining ijodiy laboratoriyasi bilan bir gatorda zamonasining eng dolzarb ijtimoiy-siyosiy
masalalariga nisbatan shaxsiy munosabatini ko ‘rsatib berishga harakat gilingan. Fitrat ijodida
yetakchilik gilgan millatparvarlik, erkparvarlik, taraqqiyparvarlik, ilmparvarlik g ‘oyalari uning siyosiy-
huquqiy qarashlarining o ‘zagini tashkil etib, adibni jadid adabiyotining yirik namoyandalari qatoridan
o ‘rin olishiga zamin yaratgan. Maqolada publitsist Fitrat nikoh masalasiga, ayollarning jamiyatda tutgan
o ‘rni masalasiga yondashuvida o ‘zi yashagan davr ruhidan kelib chiqib, Qur’on oyatlari bilan
giyoslagani holda ilgari surilgani va uning bu kuzatishlari ijtimoiy ahamiyat kasb etgani alohida
ta’kidlanadi. Adib tomonidan ilgari surilgan oila komponentlari, oilani boshqarishda milliy an’analar va
udumlar, oila sifatini ta’'minlovchi tartib-intizom va ularning millat kelajagiga ta’siri kabi masalalar ham
tadgiqotda e’tibordan chetda qolmagan.

Kalit so zlar: milliy ozodlik harakati, jadid adabiyoti, jadidchilik, adabiyotda oila mavzusi.

Annomavusa. B cmamve npeocmasgnen KOMNIAEKCHbII AHAIU3 HAYUOHATIbHBIX YeHHOCMel, 8 MOM YUcie
8327151008 HA cemblo, 8 npoussedeHusx o0dcaoudos Typxecmana. B mom uucie aumanuzupyemcs
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npouzeederue « Cembsiy A60ypaygha @umpama, apxoeo npedcmasumens 0icadudckou wumepamypol. Ha
npumepe 3moco npouzgedeHus, Hanucawnozo 6 1914 200y, npeonpunsma nonvimka HNOKA3AMb
meop4ecKyro Jla60pam0puio nucamend, d maxKotce e2o JIUYHoe OmHouileHue K Hauboee ocmpuoim
O6LL;€CI’I’!6€HHO-I’IO]lumull€CKuM npo@zemaM c60€c0 6pEeMEHU. Hoeu HAyuoHaauma, nampuomusma,
npozcpeccusma U HAy4wHoCnmu, 2ocnodcmeosasuiue 6 meop4ecmee @umpama, Jez2iu 6 OCHOB8Y e2co
nOJIUMUKO-npaeo6sblx 632]2}1006, co30a8 OCHO8Y ons moceo, ymobwsl nucamenb 6ouesl 8 YUCio prnHeIZmux
npedcmasumeinei 0xcaduockol 1umepamypol. B cmamve noouépkusaemcs, umo nooxoo nyoruyucma
Qumpama k 8onpocy 6paka u poau HeeHWURbl 8 0oujecmeae Obll OCHOBAH HA OyXe INOXU, 8 KOMOPOU OH
AHCUTL, U 8bIOBU2AJICSL 8 CONOCMAGNEHUU C AAMAMU KopaHa, U umo smu HaOAOEHUs npuo6peﬂu
O6Lb;€CWl6€HHO€ snavenue. He ocmanuce 6e3 GHUMAHUA 6 UCCACO08AHUU U MAKUE 60NpocCyl, KAaK
KOMNOHEHNbl CEMbU, 6bl@6tun’Ible AOM6OM, HAYUOHAIbHblE mpaduuuu u 0bvluau 6 ynpaeienuu CeMbelZ,
éucuunﬂuﬁa, 06601161!1/{661701/1161}1 Kayecmeo cemvu, U ux 61uslHue Ha 6y()ymee Hayuu.

Kntouesvle cnosa: nayuoHanvbHo-oce0b00umenbHoe O8udiCeHUe, 0XHCAOUOCKAs aumepamypad,
02CAOUOU3M, MeMa ceMblU 8 TUmepamype .

Abstract. This article presents a comprehensive analysis of national values, including views on the
family, in the works of the Jadids of Turkestan. This article also examines "Family" by Abdurauf Fitrat, a
prominent figure in Jadid literature. Using this work, written in 1914, as an example, it attempts to
demonstrate the writer's creative process, as well as his personal approach to the most pressing socio-
political issues of his time. The ideas of nationalism, patriotism, progressivism, and scientific thought that
dominated Fitrat's work formed the foundation of his political and legal views, establishing him as one of
the leading figures of Jadid literature. The article emphasizes that Fitrat's approach to marriage and the
role of women in society was rooted in the spirit of the era in which he lived and was advanced in
conjunction with verses of the Quran, and that these observations acquired social significance. The study
also addressed issues such as the components of the family put forward by Adib, national traditions and
customs in family management, discipline that ensures the quality of the family, and their influence on the
future of the nation.

Keywords: national liberation movement, Jadid literature, Jadidism, family theme in literature.

Kirish. Ma’rifat deganda, odatda, ta’lim tizimi bilan bog‘liq bo‘lgan tushunchalar nazarda
tutiladi. Vaholanki, bu tushuncha bir qadar keng bo‘lib, u inson dunyoqarashi, kundalik yurish-
turishi, gap-so‘zi, atrofdagilarga munosabati, mehnati, ishlab chigarishdagi malaka va tajribasi,
vujud va ruh sog‘ligi, oila yuritish madaniyati va undagi sog‘lom mubhit bilan ham chambarchas
bog‘liqdir.

Musulmon xalglarining oilaga munosabati bilan bog‘liq masalalar Qur’onda o°‘zining
mukammal ifodasini topgan. Shuningdek, bu xalglarga xos oila tizimining huqugiy asoslari ham
ayni shu kitobda aniq belgilab berilgan. Shunga garamay, musulmon xalglari, shu jumladan,
o‘zbek xalqgidan yetishib chiqqan olimlar oila va uning huquqiy asoslari to‘g‘risida ko‘plab ilmiy-
ommabop asarlar yaratganlar. Jadid ma’rifatparvarlari ham jamiyat va xalq hayoti uchun g‘oyat
muhim bo‘lgan bu bu masalani chetlab o‘tmadilar.

Oila jamiyatning eng muhim bo‘g‘inlaridan biri bo‘lib, aynan unda halollik, rostgo‘ylik, or-
nomus, sharmu hayo, mehru ogibat, mehnatsevarlik kabi o‘zbekning o°zligini namoyon giladigan
insoniy fazilatlar shakllanishiga zamin yaratiladi. Oila hagida so‘z yuritar ekanmiz, avvalambor,
oila hayotning abadiyligini, avlodlarning davomiyligini ta’minlaydigan, mugaddas urf-
odatlarimizni saglaydigan, shu bilan birga, kelajak nasllar ganday inson bo‘lib yetishishiga
bevosita ta’sir ko‘rsatadigan tarbiya o‘chog‘i ekanini yodda tutishimiz kerak. Sharqda gadim-
gadimdan oila mugaddas Vatan sanalgan. Agar oila sog‘lom va mustahkam bo‘lsa, mahallada
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tinchlik va hamjihatlikka erishiladi. Binobarin, mahalla-yurt mustahkam bo‘lsagina, davlatda
osoyishtalik va bargarorlik hukm suradi.

Demak, yuqorida keltirilgan fikrlar asosida ushbu magolani yozishdan maqgsadni quyidagicha
talgin gilamiz:

Jadid adabiyotida, xususan Abdurauf Fitratning “Oila” asari misolida, oilaviy qadriyatlarning
talginini tahli qilish va ularning milliy taraqqiyotdagi o‘rnini aniqlash.

Magsad quyidagi vazifalarni belgilab berdi:

a) Jadid ma’rifatparvarlarining oilaga oid asosiy garashlarini aniglash.

b) Fitratning “Oila” asaridagi oila, nikoh va tarbiya masalalaridagi g‘oyalarini tahlil gilish.

c) “Oila” asarining jadid adabiyotidagi o‘rni va uning keyingi davr ma’rifatchilariga ta’sirini
o‘rganish.

d) Jadidlarning oilaviy qadriyatlari bilan zamonaviy davr o‘rtasidagi bog‘liglikni ko‘rsatish.

Tadgiqot jarayonida quyidagi tahlil metodlaridan foydalanildi:

Qiyosiy tahlil — Fitratning “Oila” asarini boshga jadidlar (Abdulla Qodiriy, Hamza, Said
Ahroriy) asarlari bilan solishtirishda foydalanilgan.

Matnshunoslik tahlili — “Oila” asarining tarkibiy tuzilishi, mazmuni va badiiy xususiyatlarini
chuqur o‘rganishga xizmat qilgan.

Tavsifiy tahlil - Jadid adabiyotida oila gadriyatlarining ifodalanish darajasi va xususiyatlarini
aniqlashda qo‘llanilgan.

Manbashunoslik tahlili — Fitrat asarlari va davr matbuoti materiallariga tayanilgan holda
ma’lumotlarning ishonchliligini aniglashda qo‘llanilgan.

Oila masalasi Abdulla Qodiriy e’tiboridan ham chetda golmaganini ko‘rish mumkin.
Jumladan, "O‘tkan kunlar" romani markazida nafagat Otabek va Kumush muhabbati, balki
ularning baxti va fojiasining boisi bo‘lmish oila masalasi ham turadi. Otabekning ota-onasi
Yusufbek hoji bilan O‘zbek oyimning oilaga munosabati ikki xil bo‘lishiga garamay, asar
gahramonlari tagdirida otaning emas, balki musulmon olamida gabul gilingan taomilga ko‘ra,
ikkilamchi ahamiyatga ega bo‘lgan onaning — O‘zbek oyimning tutgan pozitsiyasi muhim rol
o‘ynaydi. To‘g‘ri, Yusufbek hoji ham Otabek orgali o‘z avlodining davom etishini xohlaydi.
Lekin u o‘g‘lining esli-xushli yigit bo‘lib o‘sgani uchun unga o‘rinli-o‘rinsiz pandu nasihatlar
berishni o‘ziga ep ko‘rmaydi. U Otabekka ishonadi. Uning uchun Otabekning Kumushni sevib
uylangani va Kumushning o‘g‘liga munosib go‘zal va ogila xotin bo‘lgani muhim. Ammo
O‘zbek oyimning bu masalaga — o°g‘lining o‘zboshimchalik qilib, Marg‘ilonda uylanib kelganiga
munosabati mutlagqo o‘zgacha. U o‘zining onalik or-nomusini toptalgan, deb hisoblaydi va
Otabekka - Kumushning ustiga xotin olib berish vasvasasiga tushadi.

Undagi bu "isyon"ning paydo bo‘lishiga sabab uning tabiati va Toshkent xotinlari davrasidagi
mavgei ediki, yozuvchi bu holni asarda quyidagicha izohlaydi: "O‘zbek oyim elli besh yoshlar
chamaliq, chala-dumbul tabiatlik bir xotin bo‘lsa ham, ammo eriga o‘tkirligi bilan mashhur edi.
Uning o‘tkirligi yolg‘iz erigagina emas, Toshkand xotinlarig‘a ham om edi. O‘zga Xxotinlar uning
soyasig‘a salom berib, to‘ylarida, azalarida, gisqasi, tik etgan yig‘inlaridag‘i uylarining to‘rini
O‘zbek oyimg‘a atag‘an edilar. Bu birgina emas, siz chiqaraturg‘an, o‘g‘ul uylantiradirg‘an,
sunnat to‘yi giladirg‘an xotinlar oz to‘ylarini O°‘zbek oyim kengashidan tashgari jo‘nata olmas
edilar. O‘zbek oyim aralashgan to‘ylik xotinlarning ko‘ngillaridagi orzu xavaslari ham erlari
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tomonidan kamchiliksiz bajarilar, chunki, "O‘zbek oyim shundog* buyurdilar" degan so‘z erlar
uchun ham farz kabi eshitilib, O‘zbek oyimning aytganicha, xozirlik ko‘rila boshlanar edi".!

Ana shunday onaning Marg‘ilondan uylangan farzandining taqdiriga aralashmasligi mahol
edi. O‘zbek oyimning o‘z rejasini ro‘yobga chiqgarish uchun ne-ne ishlarni gilmaydi: Otabekning
Kumushdan ra’yini qaytarish magsadida turli-tuman jodugarlarga uchraydi; o‘g‘liga kuchli ta’sir
o‘tkazish uchun Yusuf hojidan ham foydalanadi; toshkentlik gizlar orasidan Zaynabni topib,
xatto Otabekni unga uylantirib ham qo‘yadi.

Agar oila hagidagi nazariy-huquqgiy garashlar asosida bu asarga yondashsak, O‘zbek
oyimning shu borada olib borgan xatti-harakati biror risolaga to‘g‘ri kelmaydi. Abdulla
Qodiriyning O‘zbek oyim "ssenariy"si asosida kechgan Otabek hayotini tasvirlashdan magsadi
ham hayotga, aynigsa, yosh avlod hayotiga chirik odatlar asosida aralashishning fojiali
ogibatlarini ko‘rsatib berishdir.

Agar diggat-e’tibor bilan garasak, bu masala 20-yillarga kelib Abdulla Qodiriy romanidagina
o‘z tasvirini topmadi. Jadid dramaturgiyasining bir gator namunalarida, xususan, Hamzaning
"Zaharli hayot" tragediyasida oilaning shaxs va jamiyat hayotidagi roli bilan bog‘liq muhim
masalalar o°rtaga tashlandi va tasvir etildi.

Jadid davriy matbuotida, shu jumladan, Behbudiyning “Oyna’sida oila masalalari hamisha
diggat markazida bo‘lgan. Fitratning 1914-yili yozilib, ~ 1915-yili nashr etilgan “Oila” kitobiga
jadid ma’rifatparvarlarining bu masalada e’lon gilgan asarlari va magolalarining ma’lum darajada
mantiqiy yakuni sifatida qgarash mumkin. Shunga ko‘ra, bu kitobda jadidchilik
namoyandalarining oilaga oid huquqiy garashlari o‘z aksini to‘la topgan, desak, yanglishmagan
bo‘lamiz. Bu haqgda fitratshunos olim H.Boltaboev shunday yozadi: «Har ganday jamiyatda ham
oila ijtimoiy taragqiyot manbai va axlogiy tarbiya o‘chog‘i bo‘lib kelgan. Shuning uchun ham
insoniyat ulug‘lari oilani nafagat jamiyat, balki davlatchilik asoslarining qurilishida ham ilk
maktab deb bilganlar. Milliy taraggiyotga yuz tutgan mustaqgil yurtimizda komil insonni
tarbiyalash va huquqiy davlatchilik asoslariga poydevor gurish davrida 1998 yil — “QOila yili” deb
belgilanganligi bejiz emas. Nafagat ijtimoiy va siyosiy, balki ma’naviy va ma’rifiy ahamiyatga
molik ushbu holni birgina islomiy oila timsolida anglash ham mumkin»?.

Darhagigat, Fitratning oilaga nisbatan garashlari zaminida Qur’oni karimdagi oilaviy
munosabatlarning asoslari va oila tartibotlari hagidagi g‘oyalar yotadi. Bu kitob o‘z vagtida
taraqgiyparvar yoshlar tomonidan samimiy garshi olingan va uzoq yillar davomida axlogiy
qo‘llanma bo‘lib xizmat gilgan. Asarning 2000-yilgi nashriga yozilgan mugaddimada shunday
so‘zlar aytilgan: “Jadidlarning fikri bo‘yicha, oila asosini to‘g‘ri qurmasdan va yosh avlodni
to‘lagonli to‘g‘ri yo‘lda tarbiyalamasdan turib, jamiyatni isloh qilish, uning rivojini taragqiyot
sari yo‘naltirish mumkin emas va oxir-ogibatda millat taqdiri uning oilasining holatiga bog‘liq.
Bu g‘oya Fitrat asarida o°z ifodasini topgan: “Har bir millatning saodati va izzati, albatta, shu
xalgning ichki intizomi va totuvligiga bog‘liq. Tinchlik va totuvlik esa, shu millat oilalarining
intizomiga tayanadi. Qaerda oila munosabati kuchli intizomga tayansa, mamlakat va millat ham
shuncha kuchli va muazzam bo‘ladi”,- deb yozadi u. Fitrat asarda chuqur va keng bilimlarga
asoslangani bois, o‘tkir mutaxassis sifatida fikr yuritadi>.

! Kooupuii A6oynna. Ymran xyunap. Mexpo6oan uaén. — Towxenm, 1992. — B. 105 — 106.

2 [Hllapx onoysu. — 1999. — 1-comn.

3 dumpam A6dypayd. Ouna éxu ouna 6owxapuw mapmubnapu. - T., Mavnasusm, 2000. — B. 4.
33



B S S §HARY MASH AL D S

Shubhasiz, Fitratni oila masalalari bo‘yicha mutaxassis, deb atash mahol. Chunki, u
huqugshunos ham, ma’naviyat masalalari bilan maxsus shug‘ullangan shaxs ham emas. Ammo
bu masala bo‘yicha o‘zigacha yaratilgan tadgiqotlarni gomusiy bilim sohibi sifatida puxta
o‘rganib chiggani uchun ham u benazir olim va publitsist edi.

Hayotning farzandlar shaklida davom etishi, Fitrat nazarida, fagat oila emas, balki millatning
ham kuch-qudrati va sha’n-shavkatini belgilovchi omildir. "Masalan, - deb yozadi u, -
bolsheviklar va inglizlarni olamiz. Har ikkala millat a’zolari ishchan va harakatchandir. Lekin
ko‘z oldimizga ularni keltirib muhokama qgilsak, ko‘ramizki, ingliz millati Belgiya xalgidan yuz
barobar ko‘proq kuch va shavkatu e’tiborga egadir. Qizig‘i shundaki, ingliz va belgiyalik
millatlar o‘rtasida ilmu amal va sa’y-harakatda farq yo‘q. Unda shavkatu shon va izzat bobida
shuncha farq gaerdan? Bu savolning javobini har ikkala millatning umumiy sonidan topsa
bo‘ladi, ya’ni ingliz millatining aholisi 44 min. va belgiyaliklar esa 7,5 mIn.ga yetadi. Shuning
uchun ham ingliz millatining umumiy sa’y-harakati va amali belgiyaliklarning sa’y va
harakatlaridan bir necha marotaba unumlidir. Ingliz millatining kuchi va izzat-e’tibori ham ana
shu sa’y va amallarning natijasidir. Shundan kelib chigib, Ovro‘po hukmdorlari o‘z millatlarining
sonini ko‘paytirishga harakat giladilar. Ovro‘po olimi oz xalgining nufuziga putur yetsa: "Ey!
Mamlakatimizning sharafi va e’tibori qolmayapti. Millatimiz nest-nobud bo‘ladi. Sharafimizni,
vatan va millatimizni himoya gilish uchun farzand yetishtiringlar,"- deya dod soladi"*.

Oila va farzand masalasi erkak yo ayolninggina huquqgiy masalasi emas. Farzand nafagat ota-
ona hayotining davomi, balki ayni paytda millatning ham iqtidori, obro‘ va e’tiborini
belgilaydigan zanjir xalgasidir. Millat esa vatan, mamlakatning yuragi, demak. Millat son
jihatidan ganchalik ko‘p bo‘lsa, u yashayotgan vatanning ham kuch-quvvati shu gadar ziyod
bo‘ladi. Binobarin, oila masalasi millat-mamlakat-kishilik jamiyati degan uchlikni ta’minlab
turuvchi muhim bir xalgadir.

Fitrat "Oila" asarini yozgan paytida bor-yo‘g‘i 28 yoshda bo‘lgan. 1914- yilda shu yoshda
bo‘lgan buxorolik bir yigitni ko‘z oldimizga keltirsak, uning nafaqat dunyodagi demografik
vaziyat, balki oilaning falsafiy, huquqiy va shar’iy tomonlarini ham shu qadar puxta bilganidan
hayratga tushamiz. Pol Demar degan fransuz sotsiologi, Fitratning shahodat berishiga ko‘ra,
fransuz aholisining oxirgi 100 yil mobaynidagi son-salmog‘ini tadqiq etib, uni Yevropadagi
boshga xalglar soni bilan mugoyasa gilgan. Agar ana shu mavzu atrofida mulohaza yuritadigan
bo‘lsak, masalan, inglizlarning 80-90 yil ichida 10 min.dan 52 min.ga oshishi Buyuk
Britaniyaning shu davrdagi mustamlakachilik siyosati bilan ham bevosita bog‘liq. Buyuk
Britaniya xuddi shu davrda ko‘plab mamlakatlarni o‘ziga tobe qilibgina qolmay, o‘z xalqining
son jihatdan o‘sishi ustida ham jon kuydirdi, uning har tomonlama o°‘sib, kamol topishi uchun
barcha shart-sharoitni yaratib berdi. Xuddi shu davrda Rossiya ham o°z chegaralarini kengaytirib,
Kavkaz va O‘rta Osiyo kabi zabt etgan hududlariga rus millatiga mansub kishilarni ko‘chirib,
ular sonining oshishiga imkon tug‘dirdi. Sovet davlati esa Chor hokimiyatining mustamlakachilik
siyosatini davom ettirib, bu hududlardagi ruslar sonini yanada oshirish bilan kifoyalanibgina
golmay, yerli xalgni ham muntazam ravishda ruslashtirib bordi. Natijada, o‘zining milliy tilini
unutgan ruszabon o‘zbeklar, qozoqglar va boshqalar paydo bo‘ldi hamda ko‘paydi. Ayni paytda
O‘rta Osiyodan minglab oilalar "quloq" qilinib, boshga o‘lkalarga yuborildi, o‘n minglab
"millatchi va aksilinqilobiy tashkilotlar"ning a’zosi deb taxmin qilingan kishilar abadiy muzliklar
maskaniga yuborilib, qirib tashlandi. Bu faktlar ham Sovet davlatining o‘zak millati bo‘lgan

! Kypcamunzan kumob. — B. 13.
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ruslarning, aniqrog‘i, kommunizm g‘oyasiga xayrixoh ruslarning jahon miqyosidagi salmog*ini
oshirishga garatilgan tadbirlar natijasidir.

Xullas, oila masalasi ana shunday jahonshumul ogqibatlar bilan bog‘liq masala sifatida
Fitratning diggat-e’tiborini o‘ziga qaratdi. Ammo son, miqdor - hali sifat emas. Xalgning soni
ko‘p bo‘lishi, ammo uni tashkil etuvchi kishilar ishyogmas, tepsa tebranmas kimsalar bo‘lishi
ham mumkin. Bu dunyo esa, Fitrat talginida, "bir umumiy sinov maydoni"dir.

Fitrat tasnifiga ko‘ra, oila — millatning kichik bir tarmog‘i, yacheykasi. Bir necha oila bir
qavmni tashkil etadi. Agar bir gavmning har bir oilasi saodatli bo‘lmasa,- deydi Fitrat,- o‘sha
qavmni baxtiyor, deb atash mumkin emas. Agar bir oilaning har bir a’zosi baxtli bo‘lmasa, bu
oilani baxtli hisoblash xatodir. Binobarin, millatning saodati, har bir gavmning saodati har bir
oilaning saodatiga, har bir oilaning saodati esa, uning har bir a’zosiga bog‘liq. Modomiki,
shunday ekan, oilaning har bir a’zosi to‘g‘risida qayg‘irish ham garz, ham farzdir.

Oila va nikoh to‘g‘risida so‘z borar ekan, shak-shubhasiz, oilaning buzilish sabablarini va uni
mustahkamlash yo‘llarini ham bilish zarur. O‘zbekchilik urf-odatlariga ko‘ra, aynigsa, kitob
yozilgan paytda, oila va nikoh taqdiri qisman sovchilarning qo‘lida bo‘lgan. Ular kelin
tomonning o‘zlariga bo‘lgan munosabatlari, ko‘rgan izzat-hurmatlari yo nazar-e’tiborga
olinmaganlaridan kelib chiqgib, kelin, uning ota-onasi va uy-joyini ta’rif va tavsif qilib kelganlar.
Uylanish uchun tanlangan yo‘l shundan iborat bo‘lgan. Ammo bu yo‘l hamisha ham yaxshi natija
beravermagan. Shuning uchun ham Fitrat uylanish uchun to‘rt narsaga e’tibor berishni talab etadi:
mol, nasab, husn va imonu e’tiqod. Buni quyidagicha tushunish lozim:

1. Uylanish orzusida bo‘lgan er bilan xotinning mol(boylik)lari va nasablari tahminan bir xil
bo‘lishi lozim. Aks holda ular hayoti azobda o‘tadi.

2. Husn garchand tashqi fazilat bo‘lsa ham, kishi qalbini o‘ziga moyil qilish xususiyatiga ega;
agar ana shu qalbiy moyillik paydo bo‘lmasa, er bilan xotin saodatli umr kechirmaydi.

3. Er va xotin dindor bo‘lishi lozim. Dindorlik — xudoni tanish, bilish va Haqdan qo‘rqishdir.
Husni ahlogning asosi va mezoni Xudodan qo‘rqish va Haqni bilishda, ya’ni dindorlikdadir.

Har bir oila poydevorining mustahkam bo‘lishi turli 1jtimoiy, ma’naviy, iqtisodiy va maishiy
omillarga bog‘liq. Shuning uchun ham risola muallifi baxtli va, ayniqsa, baxtsiz oilalar hayotiga
nazar tashlab, kitobxonga ibrat bo‘lishga arziydigan hayotiy misollarni keltiradi va ularning
oilani yemirishdagi faol ishtirokini chuqur tahlil etib beradi.

Oilaning mustahkam bo‘lishi, Fitrat nazarida, quyidagi omillarga bog‘liq:

1. Iffat va mo‘minlik. Qur’oni Karim erkak va ayollarga diyonatli va nomusli bo‘lishni
buyuradi: "Ey, Muhammad! Ahli islom erkaklariga aytgin: oshkor va yashirin ko‘zlarini
xaromdan yopsinlar va nafslarini xaromdan tiysinlar.. Ayollarga ham aytgin: ko‘zlarini va o‘z
nafslarini haromdan saglasinlar”.

2. G'ayrat. "Modomiki, iffat va nomusning himoyasi erkak va xotinlar bo‘ynida farz ekan,
bas, ulardan har gaysilari ikkinchi tomonni haromdan gaytarish huquglari bordir. Ularning ana
shu ishlarini "g‘ayrat" deydilar.

3. Visol. Er-xotinlikning birinchi magsadi farzand, bu maqgsadga erishishning vositasi va
sababi visoldir.

4. Murosai madora. Er-xotin uzoq yillar birga bo‘lib, shodlik va g‘amni birga baham
ko‘radilar. Ammo shunday ham bo‘ladiki, bir tomon xato harakati yo qo‘pol muomalasi bilan
oila imoratini shikastlantirib qo‘yadi. Shunda ikkinchi tomon undan o‘ch olmay, murosai madora
yo‘lini tanlasa, shikastlangan imorat qulab tushmaydi.
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"Oila" — ikki gismdan iborat risola. Agar yugorida gayd etilgan masalalar risolaning birinchi
gismini tashkil etsa, ikkinchi qismi tarbiya va huquq masalalariga bag‘ishlangan.

Fitratning nazarida, maktabgacha bo‘lgan yoshlar tarbiyasi to‘rt masalani o‘z ichiga oladi.
Bular: 1) farzand tarbiyasi; 2) badan tarbiyasi; 3) agliy tarbiya; 4) axloqgiy tarbiyadir.

Ana shu tarbiya turlari asosida parvarish topgan bola kelajakda o‘zidagi yaxshi fazilatlarga
0ziq berish imkonini topishi va ota-onaning obro‘siga obro‘ qo‘sha oluvchi kishilar bo‘lib o‘sishi
mumkin.

Ayni vaqgtda Fitrat ota-ona, yetim-yesirlar va xizmatkorlarning oiladagi mavgelaridan kelib
chiggan hag-huqugqlari ustida ham to‘xtalib o‘tadi. Risolada zikr etilgan tarbiya turlari singari, bu
hag-huquglarni tushuntirishda ham islom dini gonun-qoidalariga tayanadi.

"Oila", bir qarashda, Qur’onning shu masalaga doir oyat va suralari talqini bo‘lib ko‘rinsa-
da, muallif unda islomiy agidalarni bir nugtaga jalb etibgina qolmay, o‘ziga zamondosh bo‘lgan
jamiyat e’tiborini har qanday millat taraqqiyotini belgilovchi oila masalasiga garatgan, shu
oilaning jamiyat hayotidagi rolini oshirishga intilib, ko‘p xotinlikni zararli an’ana sifatida
qoralash, gizlarni o°qitish, maktabgacha bo‘lgan yoshlarning o‘z oilalarida to‘g‘ri tarbiya olishiga
ko‘maklashishni 0‘z oldiga magsad qilib qo‘ygan va bu maqsadga erishgan.

Fitratning e’tirof etishicha, o‘tgan olimlar-u hakimlar shu masalada g‘ayrat qilib qonunlar
ishlab chigishgan. Lekin davrlar o‘tishi bilan muayyan qonunlar eskirgani va o‘z kuchini
yo‘qotganidek oila va oila a’zolarining huquq va burchlari masalasiga ham yangicha yondashuv,
yangicha munosabat taqozo etiladi. Zero, oila oxir-ogibatda millat va davlatning mavqeini
belgilab beradi. Millat va davlat esa uzoq yillar va davrlar mobaynida shakllanadi va shu
davrlarda yangilanib boradi.

Aytib o‘tilganidek, "Oila" 1914-yili yozilgan. Bu vaqtda hozirgi O‘zbekiston Chor
Rossiyasining mustamlakasiga aylanib bo‘lgan, xalqning Fitrat singari mutafakkir yoshlari el-
yurtini ana shu botqoqlikdan olib chiqish, uni ma’rifatlashtirish va hurriyat ne’matlaridan
bahramand etish magsadida jadidchilik harakatini yuzaga keltirgan edilar. Xuddi shu davrda
ularning, binobarin, millatning ham asosiy vazifasi nafaqat islomiy g‘oyalar, balki,
millatparvarlik, erkparvarlik, taraqqiyparvarlik, ilmparvarlik g‘oyalari asosida ham shakllangan
avlodni tarbiyalash edi. Fitratning "Oila™ risolasi ana shu avlodni tarbiyalashga garatilgan,
o‘zigacha o‘tgan olimlar-u hakimlarning asarlari umumiy hay’ati - "manzil tadbiri", ya’ni
"ro‘zg‘or tebratish tadbiri"dan farq qilgan asardir. Shuning uchun ham unda huquqiy mezonlarga
qaraganda ma’naviy-falsafiy masalalar talgini ustuvorlik giladi.

Oila masalasi Oktabr to‘ntirilishiga qadar bo‘lgan davrda Islom ta’limoti asosida talgin qgilinib
keldi va shu davrda Fitrat risolasi dasturulamal vazifasini o‘tadi. Oktabr to‘ntarilishi bilan islom
dini ham quvg‘in ostiga olindi va shu davrda oila masalasiga gaytish zarurati kuchaydi. Davrning
ana shu talabi bilan Said Ahroriy oila mavzuida bir necha risolalar yaratib, Fitratning oila
masalasidagi garashlarini konkretlashtirish va rivojlantirishga erishdi.

Said Ahroriyning oila mavzuiga bag‘ishlangan turkum maqolalari 30-yillar arafasida "Xotin-
gizlarimizga tortig" degan nom ostida nashr etildi. Ammo bu nom ostida chop etilgan risola
S.Ahroriy rejalashtirgan oila kitobining birinchi gismidir. "Sovg‘a" deb atalgan ikkinchi gism,
afsuski, hozircha topilmagan.

S.Ahroriyning bu risolasi bilan bog‘liq o‘zbek xotin-gizlarining XX asr boshlaridagi taqdiri
hagida tasavvur beruvchi quyidagi lavhaga e’tibor bersak: "Mundan bir necha yil mugaddam o‘z
aqrabolarim orasida shunday yuz ochuv rasmi bo‘lub o‘tmish edi. O‘shal rasm bo‘laturgan kuni
man bir uyning derazasidan garab turgan edimki, ko‘zlari yoshla bir necha xotinlar ko‘rpaga



B S S §HARY MASH AL D S

o‘ralgan bir narsani go‘shanga (chodir) tortilgan uydan ko‘plashub olib chiqgdilar. Ko‘z oldimni
xotinlar to‘suvi sababli eshikni yopub, yorug‘idan ohistagina diqgatlab garab turdim. O‘choqqa
zo‘r o‘t yoqub, gozon osdilar. Qozonga bir gadoq chamasi zig‘ir moy soldilar. Bir tarafdan o‘choq
boshiga bir sufra yozub, ichiga biror tabog un soldilar. Darrov besh-o‘n dona cho‘bchirog*
hozirlab, ikki-uch dona shag‘amlar ila cho‘bchirog‘larni yondurub, sufradagi unga suqub
qo‘ydilar. Shul ishlar giling‘andan so‘ng otunoyim Kitobini qo‘ltug‘lab sufra boshiga o‘turub,
boyagi ko‘rpaga o‘ralgan narsani yerga kelturdi va o‘z qo‘li ila ko‘rpani ochdi. Ba’zi xotunlar
ohista-ohista ho‘ngrab yig‘lab yubordilar va ko‘rpa ichidagi harakatsiz gavdaning boshini
ko‘tarub qo‘ydilar. Shu holda bildimki, bechora kelinning navnihol guncha hayoti xazoni
margg‘a mubaddal bo‘lub, o‘lum yo‘ldoshi bo‘lgan ekan. Badanim seskanub ketub, ko‘zimni
zulmat qopladi. Hagigatni bilmak uchun yana garab turdim. Alhosil, ul jasadning qo‘llari ila
undan changallatub gozonga soldirdilar va o‘choqg‘a ta’zim gildirdilar. Otin oyim jasadga garab:
"Endi eringizning hag-xizmati bo‘yningizdan soqit bo‘ldi. Sizdan gaynota, gaynonalaringiz ham
rozi bo‘ldi,” — dedi. Bundan so‘ng ul bechoraning ruhsiz jasadini yana ko‘rpaga o‘rab,
go‘shangalik uyga olub kirdilar..."*

Bu dahshatli hikoya Hamzaning "Bid’atmi? Majusiyatmi?" degan publitsistik magolasidan
olindi. Biz garchand bu lavhaga nisbatan hikoya so‘zini ishlatgan bo‘lsak-da, Hamza uni
xalgimiz orasida o‘zi ko‘rgan bid’at va majusiyat ko‘rinishlaridan biri, deb atagan va shunday
talgin gilgan. Agar bu magolaning 1914-yili "Sadoi Turkiston" gazetasida chop etilganini nazarda
tutsak, demak, xotin-gizlarga nisbatan shunday haqoratli munosabat o‘sha davrda mavjud
bo‘lgan.

Jadidlar o‘zlarining xotin-gizlarga, oilaga bo‘lgan munosabatlarida Qur’oni karimdagi
huqugiy garashlardan kelib chiqgan holda vogelikdagi majusiylik davridan qolgan shunday
illatlarga qgarshi keskin kurash olib bordilar. Ular xotin-gizlarning Qur’onda ko‘zda tutilgan
huquglarini gattig himoya qildilar. Lekin davrlar o‘tishi bilan oila masalalariga bag‘ishlangan
yangi risola va kitoblar yaratilishiga ehtiyoj tug‘ildi. S.Ahroriy ana shu ehtiyoj taqozosi bilan
o‘zining ikki gismdan iborat oila kitobini yaratdi. "Xotin-gizlarimizga tortiq™ deb nomlangan
birinchi risolada biz jadidchilik harakati namoyandalarining xotin-gizlarga bo‘lgan munosabati
zamonaviylashgani, madaniylashgani va latiflashganini ko‘ramizki, bu muallifning "sevimli
rafiga"siga bag‘ishlangan va shu risoladan joy olgan quyidagi satrlaridanoq sezilib turadi:

Yo‘gsilliklar, ayriliglar mani butun ezganda...

Yolg‘izlikning nashtarlari yuragimni teshganda,

Hayotimning bahorini sen keltirding birlikda,

Sen kelgan kun ruhim teran sevgilar-la bezandi?

Risola so‘zboshidan tashqgari, "Nima qilish kerak?", "Bir kunning ishlari", "Xafta va oy
ichida", "Og*‘ir ishlar" va "Tasarrufga rioyat" degan magqolalardan iborat bo‘lib, ularda yangi
turmush qurayotgan xotin-gizlarga ularning oiladagi burch va vazifalari hagida tushunchalar
beriladi. Risolaning "Tasarrufga rioyat" deb nomlangan faslida S.Ahroriy har bir oilada
gandaydir kam-ko‘st, ehtiyoj bo‘lishi mumkinligini aytib, xotin-gizlarning shunday sharoitda
vijdonlarining buyruglariga togat ko‘rsata olmay, nafslariga tobe’ bo‘lishlari mumkinligini aytib,
yozadi: "Misol: ba’zi odamlar bordirki, tagdirlari, kiyimlari, uylari, joylari, deganlari, ishlari
bordir. Lekin ehtiyojdan qutila olmaslar. Ehtimolki, bunday odamlarning ham boshqa ehtiyojlari

! Xamza Xaxumsooa Huésuii. Tyna acaprap mynnamu. Bew scunonux. 4-ocuno. — T.: Dan, - 1989. - 5. 233-234.
2 Cauo Axpopuii. Tannanzan acapnap. — T.: Mavrnaeusm, 2001. — B. 72.
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bordir. Negakim, bunlarning o‘qimogqlari, bolalarni o‘qitmoqlari, sayohatga chigmoglari
bordirki, bunday ishlarning manfaati o‘zlaridan boshga xalq uchun ham zarurdir. Xalgning
ehtiyoji esa ulug‘dir, mugaddasdir. Mamlakatimizning abadiyligi, xalgimizning taragqiysi uchun
bizda ehtiyojdan ko‘p nima bordir? Demak, anglashiladiki, siz xonimlar, ehtiyoj ichida ezilib
golsangiz, uyingiz vayron va yurtimiz parishon bo‘ladir. Binobarin, ehtiyojni bo‘ldirmoq uchun
bor aslingizni, bor kuchingizni sarf etingiz"*.

Ko‘ramizki, jadidlarning xotin-gizlarga, ularning oila va jamiyatda tutgan o‘rniga bo‘lgan
garashlari davrlar o‘tishi bilan mukammallashib bordi. Hamza magolasida tasvirlangan xotin-
gizlarga nodonlarcha munosabatning o‘zgarishi, xotin-gizlarning erkaklar bilan gariyb teng
huquqli bo‘lishida jadidlarning xizmati ulkandir.

Oilaning ijtimoiy, huqugiy va ma’naviy asoslari islom dini tomonidan ganchalik aniq va to‘la
belgilangan bo‘lsa-da, bugungi kunda o‘zbek xalgining ijtimoiy va ma’rifiy yuksalishi uchun
dunyoviy bilimlarni egallash tarixiy zaruratga aylandi. Modomiki, jadidlar o‘z oldilariga
Turkiston aholisining tarixiy tagdirini ozgartirish vazifasini qo‘ygan ekanlar, buning uchun fagat
oila poydevorini mustahkamlash, oilaning jamiyat hayotidagi rolini oshirishning o‘zi kamlik
gilardi. Negaki, mahalliy aholi nafagat XIX asrning 60-yillarida boshlangan mustamlakachilik,
balki so‘nggi uch asrda ro‘y bergan ijtimoiy tanazzul, qudratli davlatning parchalanishi, o‘zaro
taxt uchun kurashlar, xon va amirlarning maishatparastligi va hokazolar orgasida xalgning
igtisodiy ahvoli ayanchli bir holga tushgan edi. Afsuski, xalq o‘zining ganday mudhish hayot
iskanjasida yashayotganini ko‘rish qobiliyatini yo‘qotgan yoki bunga ko‘nikkan edi. Shuning
uchun ham, jadid shoir va yozuvchilari xalq hayotining sharmandali lahzalarini oz asarlarida
tasvirlashga va shu orgali uning ko‘zini ochishga intildilar. Bu davrda birorta jadid yozuvchisi va
jurnalisti bo‘lmadiki, u hayotning achchig hagigatini tasvirlovchi asar yozmagan bo‘lsin.
Cho‘lpon "O‘zbeklar va Turkiston™ singari she’rlar yozibgina golmay, "Qurboni jaholat” va
"Do‘xtir Muhammadyor™ hikoyalarida jaholat lavhalarini yorgin tasvirlab berdi. Shu davrdagi
maqolanavislikning asosiy tig‘i ham mazkur masalaga garatildi.

Fitrat «Oila va oilani boshgarish tartiblari» asarida musulmon oilasi asoslanadigan ma’naviy
omillar, oila a’zolarining oila oldidagi burchlari, farzandning ota-ona va ota-onaning farzand
oldidagi huququ burchlarini ko‘rsatib bera oldi. Ana shuning uchun ham ushbu kitob nashridan
so‘ng oila va uni boshqarish tartiblari hagida o‘nlab magola va risolalar paydo bo‘ldi. Said
Ahroriyning risolasi bir gancha magolalardan tashkil topgan bo‘lib, muallif har bir magolada
oiladagi ilk tarbiyaning ahamiyatini bosgichma-bosqgich anglatib berdi. Oila tarbiyasi jamiyat
tarbiyasi, balki millat va xalq tarbiyasi ekanligi butun jadid adabiyotida alohida mavzu sifatida
ishlandi. Oilaning ijtimoiy, huqugiy va ma’naviy asoslari jadidchilar tomonidan ganchalik izchil
belgilangan bo‘lsa-da, keyingi asrlarda o‘zbek xalgining ijtimoiy va ma’rifiy yuksalishi uchun
dunyoviy bilimlarni egallash bilan birga oila ma’naviyatini shakllantirish ijtimoiy zaruratga
aylandi

Xullas, jadidlarning davrning eng muhim ijtimoiy-siyosiy vogealariga munosabati, albatta,
matbuot orgali, ularning turli xil nashrlarda bildirilgan fikr-mulohazalari asosida kechgan.
Shunday ekan, davr matbuoti nafagat jadid adabiyotining oynasi yoki adabiy manbai, balki
mamlakatda kechgan Kkatta-kichik vogealarga munosabat bildirish minbariga ham aylandi.
Jadidlar millatning ma’naviy yuksalishida oilaning muhim taraqgiyot maskani, deb bildilar va

! Kypcamunean xumob. — B. 84.
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farzand tarbiyasiga dastlabki mas’ul shaxs ota-ona bo‘lib, ularning vazifasi sifatida nafagat o‘z
oilalari oldidagi, balki jamiyat oldidagi mas’ul vazifa ekanini anglatmoqchi bo‘ldilar.
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Annotation. The article is devoted to the study of the oral roots of the tribal narratives of the Arabs, their
role in the written fixation and determination of the genre nature of the “Ayyam al-Arab” created on their
basis, as well as the role of the first compiler of the collection of ancient Arab legends, Abu Ubaydabh, in this
process.

Key words: "Ayyam al-Arab", tribal narratives, oral versions of tales, formality, folklore, epic genre,
written fixation, creative individuality, literary adaptation.

Annotatsiya. Maqgola arablar qgabilaviy rivoyatlarining og‘zaki ildiziarini, ularning yozma shaklga
aylantirilishidagi o ‘rnini va shu asosida yaratilgan "Ayyam al-arab"ning janr xususiyatini aniglashga,
shuningdek, bu jarayonda qadimgi arab hikoyalari to ‘plamini birinchi tuzuvchisi Abu Ubaydaning rolini
aniglashga bag ‘ishlangan.

Kalit so‘zlar: "Ayyfm al-Arab", gabila rivoyatlari, hikoyalarning og ‘zaki variantlari, qoliplilik, folklor,
epic janr, yozib olish, ijodiy individuallik, adabiy gayta ishlash.

Annomauus. Cmamwsi HOCEsUEHA U3YHUEHUIO YCIMHBIX KOPHEell NIEMEeHHbIX npedanull apabos, ux poiu 6
NUCbMEHHOU PUKCAYUU U ONPeOeNeHUU HCAHPOBOU NPUPOObL CO30AHHbIX HA UX OCHO8e «Atiiam an-apaby, a
maxoice poiu nepeo2o cocmasumeisi COOpHuKa opesHeapadckux npedanuil Aoy Yo6aiiovl 6 numepamypHotul
obpabomxe.

Knwuesvie cnosa: «/[nu apaboe», nosecmeosamus, ycmuvle 8APUAHMbL CKA3AHUU, (DOPMYIbHOCD,
GonvbKaOp, dNUUECKULl AHCAHP, NUCLMEHHAS. BUKCAYUS, MBOPUECKAs UHOUBUOYATbHOCD, JUMEPAmypHas
adanmayusi.

Introduction. Oral narratives and historical tales of the ancient Arabs, known as “Ayyam al-
Arab” (“Days of the Arabs”), continue to attract attention as one of the first monuments of Arabic
literature and historiography. [2; 11; 12; 4; 8; 5].

As is well known, "Ayyam al-Arab" contains stories about the life of Bedouins in pre-Islamic
Arabia, about memorable battles between Bedouin tribes, about numerous raids during which
women were kidnapped and cattle were driven away, about the custom of blood feud and long-term
wars. These oral narratives were intended to preserve for posterity the memory of the tribe's heroic
past, and were passed down in oral prose tradition from generation to generation until, at the end of
the 8th and beginning of the 9th centuries, Arab philologists began to collect them into special
collections.

Literature analysis and methodology. The study is based on an analysis of existing written
texts of folklore narratives. Methods of textual and structural-narrative analysis, motif-thematic
classification, and comparative comparison of variants are employed. This approach allows us to
identify consistent formulas, motifs, and compositional features of epics in the written tradition.
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The material for the study is the narrative texts from the collection “Ayyam al-arab fi-I-
jahiliyya” (2004, Beirut) compiled by Muhammad Ibrahim and Ali Bajawi and representing tribal
traditions and oral tales of the Arabs of pre-Islamic times.

Analysis and results of the research. According to research, two of these collections were
compiled by Abu Ubaydah Ma'mar ibn al-Musanna (728-825). The first contained 75 “days”, the
second 1200 “days”. There is another fact that Abu-I-Faraj al-Isfahani (897-967) compiled a
collection in which he collected 1700 days [1, p. 6]. Unfortunately, none of these collections have
survived, and they have reached us through the transmission of later authors. An important source
for the study of “Ayyam al-Arab” is the work of Abu Ubaydah himself, “Naqa’id Jarir wa-I-
Farazdaq”, which has survived to this day, where he comments on the poems of poets that contain
the names of this or that “Day”. Some fragmentary reports also include other Arabic sources. Having
carried out a great deal of meticulous work, modern Egyptian scholars Muhammad Abu-I-Fadl
Ibrahim and Ali Muhammad al-Bajawi selected information about the life of the Arabs from
numerous works of medieval authors and compiled a collection entitled dsalall & ¢ = 2Ll “Ayyam
al-Arab fi-l-Jahiliyya” [1].

It is known that the legends of “Ayyam al-Arab” were preserved for a long time in the oral epic
tradition, which was preserved by the 5!V rawi (rhapsodes), each tribe was interested in preserving
these legends, especially those related to its victory. And since each Rawi who told about the battles
was a representative of one tribe or another, it is natural that this left its mark on the course of his
narrative, giving it a subjective and emotional character. The victory of one's own or an allied tribe
was extolled and celebrated, while the actions of the enemy tribe were belittled and ridiculed in
every possible way. When recounting the defeat of one's tribe, a multitude of reasons and
justifications for this failure were always given. Clearly, by the time of written recording, several
versions of each “day” were current in the Arabian Peninsula. However, they have come down to us
through the transmission of later authors, who used the version of the aforementioned Arab
philologist Abu Ubaydah.

Thus, we are dealing with a work in whose creation a fairly large number of people participated.
Does the work we are studying allow us to classify it as a folklore work?

B.N.Putilov, approaching the idea of the historically inevitable rapprochement between literature
and folklore, quite naturally poses the question: to what extent, and to what degree, does folklore
remain folklore? Are we not justified in speaking of the gradual emergence, under certain historical
conditions, of a new quality of aesthetics on the boundaries of folklore and literature? Doesn't this
mean that the historical-folkloric process itself, with its inherent laws and characteristic aesthetics,
has its own historical boundaries and its own typological age? [9, p. 242].

In “Days”, written work interacts with oral traditions and poetry, creating a clash of two genre
systems, and thus the genre nature of “Ayyam al-Arab” becomes, as it were, indefinite. Therefore,
“Days” should be viewed as a monument to the Arab epic tradition, preserved through literary
adaptation. What then should be our attitude toward the creative individuality of the compiler of the
collection, Abu Ubaydah, and is the question of his authorial identity legitimate here? Of course, it
is hardly conceivable that Abu Ubaydah merely literally recorded what had been created before him.
What changes does oral narrative undergo when it is recorded in writing? This question has long
been the focus of attention among scholars of epic poetry [2].

Leading scholars of the Icelandic sagas, K. Listem and A. Hausler, answered this question by
adhering to the “free prose” theory, according to which the writers of the sagas merely recorded in
writing what had been previously transmitted orally. This theory denies conscious authorial activity
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in recording the sagas, meaning that the oral and written forms of the sagas are virtually
indistinguishable [13].

M.I. Steblin-Kamensky notes a number of weaknesses in the “free prose” theory. Firstly, “a
verbatim transcription of prose works existing in the oral tradition can only be made by a qualified
folklorist, which no one who wrote down the sagas in the 13th century could have been”. Secondly,
prose works of such length as some of the Icelandic sagas and of such complex composition as many
of them, and containing clear traces of the use of written sources, are not attested anywhere in the
world in the oral tradition.” Author also notes that the closeness of the language of the sagas to oral
speech is possibly “the result of the development of the written tradition.” [10, p. 121].

These same conclusions are also fully justified regarding the ancient Arabic traditions of the
“Ayyam al-Arab”. An alternative to the “free prose” theory is the popular “book prose” theory of
modern Western Scandinavians, according to which, writing down is in fact the creation of a new
work that merely draws on oral narrative. [3, p. 111]. Thus, they examine only what they consider
known — the extent of the author's contribution — and ignore the “unknown,” essentially ignoring the
oral tradition, i.e., the origin of the written saga in general. In the artistic monument we are analyzing,
it is clear that neither in the construction of the plot, nor in the choice of characters (all of them were
people who actually existed in pre-Islamic Arabia) and events (most of them also took place, and
the memory of them was preserved in other historical sources), nor in the way of conveying
information about these people and events, could Abu Ubaydah feel like a creator or maker, freely
disposing of the material of facts. Abu Ubaydah did not isolate himself from tradition; there were
numerous narratives about events and battles in pre-Islamic Arabia, and he only recorded a few of
them. Most likely, he extracted from the general tradition what he considered necessary — and this,
in our view, is evidence of an underdeveloped authorial self-awareness. Each tradition is only one
part of a vast narrative about the “Days of the Arabs”. Hence the exceptional consistency of episodes
and characters across the various “Days”, which creates the illusion of a direct reflection of real life
[5].

Consequently, Abu Ubaydah is not the “exclusive owner” of the work, but merely one link in an
endless chain of tradition. Therefore, he could not have sharply distinguished himself as a creator
from his predecessors, and no matter how enormous his personal contribution to the reconstruction
of “Days”, it is unlikely that he possessed authorial self-awareness in our modern sense. And
although he did not think of his work as the creation of a new text, he nevertheless had to use all
verbal artistic means so that the ancient traditions would be preserved in the most perfect form.

In his search for form, he was again limited by tradition, which imposed certain established forms
on him. From this perspective, it would be a mistake to view tradition as something “frozen”. It is
fluid and open. Given a defined set of themes, characters, and events, one can reframe them,
rearrange the material, and expand upon it. But despite the innovations introduced, the story must
remain familiar to the audience.

No oral versions of the tales have survived to this day, and it is impossible to trace the changes
the text underwent during its written translation. However, this does not mean that the text we know
is indistinguishable from the original. It undoubtedly contains numerous insertions, abbreviations,
and corrections that could be considered distortions. But in this “distorted” form, it has existed for
12 centuries; it was known and accepted by the medieval Arabs in this form. And trying to restore
it to its original form is not only impossible but also illogical from a historical and cultural
perspective.
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A study of the narrative style in “Ayyam al-Arab” revealed a minimal amount or complete
absence of formulaic phrases, that is, identical phrases repeated in situations similar in content.

M. Parry, and then his student and follower A. Lord, having studied all types of lexical
repetitions in the Homeric and Serbo-Croatian epics, called them “formulas” and argued that they
are the basic units of the epic language [4]. However, as M.I. Steblin-Kamensky points out, the
positions “where there is orality, there is formulaicity” and “where there is formulaicity, there is
orality” are weak statements in the Parry-Lord theory [10, p. 145].

As a result of studying ancient literatures, a formulaic quality similar to that which Parry-Lord
discovered in oral narrative poetry can also be found in written literature. Furthermore, using various
methods of calculation, it is now possible to detect formulaic quality in every genre.

The style of the “Days” is characterized by a lack of any stylistic embellishments or constant
epithets, as well as minimal deviations from the way language is used in everyday speech. All this
suggests that, on the one hand, the “Ayyam al-Arab” represent more than just a verbatim
transcription of oral tradition. And the approach to oral narrative style is in fact a result of the
development of written literature. This does not contradict the fact that they were based on oral
traditions. On the other hand, the “absolute” prose of “Days” is one manifestation of the striving for
truthfulness, a unique historical memory of the people, characteristic of works of this kind. All
ancient Arabic legends are united by the fact that they always recounted the past, were considered
or presented as truth, and were not intended for oral performance for entertainment purposes, like
the Arabic folk novels that grew out of them or the tales from “One Thousand and One Nights”.
Legends were treated as the people’s historical memory, where there was no room for free fiction.
Consequently, the author's attention was focused not on the content or the facts themselves, but on
the form — that is, on how these facts were told, on their dramatization in scenes and dialogue.

Thus, the prose of the “Days” is a consequence of their being the product of unconscious
authorship. But the uniqueness of the authorship of “Ayyam al-Arab” lies not in the fact that its
creator acted “unconsciously” or “unconsciously”, but in the fact that he could not perceive his own,
thoroughly deliberate, creative work as a fully personal creation. He merely saw himself as a
transmitter of information that was already known without him. But in this act of transmission, he,
like a poet performing gasidas with traditional content, had to mobilize all his abilities and
knowledge to best convey the plots of the “Days”, which were public property.

Conclusion. Thus, we will summarize the following results on the issue under study:

1. The Ayyam al-Arab represent a typical transition from oral history to written historical
works, and therefore the existence of the so-called second part of the Days, which is essentially the
author's own, is no coincidence. Naturally, the recording of the Days was preceded by a long oral
tradition. The question of the relationship between folklore and literature, which arises in this regard,
deserves special attention. In the Middle Ages, the boundaries between them were more
interpenetrating than in modern times: the forms of historical writings grew primarily from oral
family and tribal traditions.

2. The medieval author never set out to create something new; he simply endeavored to
convey an existing plot in a new way. The medieval approach to the author's creative individuality
and to the use of previous tradition, from which he could draw more freely than a modern writer,
was different.

3. The study of the “Days” from the perspective of folklore-historical typology must proceed
from the following premise: they should be viewed as a phenomenon of verbal art that has come
down to us after literary adaptation. From this perspective, Abu Ubaydah acts as a commentator who
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purposefully selects, refines, and annotates texts as needed in light of religious, philosophical,
journalistic, and educational purposes.

4. The unity of form and language in the “Days” suggests, if not authorship, then extensive
editorial work by Abu Ubaydah, who understood them as part of a broader Arab history. Abu
Ubaydah did not simply record the oral text and the “Days” as they have come down to us, not
simply a handwritten version of oral traditions, but, to a certain extent, a new work. It is also possible
that during the copying and reworking, transitions from one genre to another were possible.

5.
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Annomayus. Ma3kyp makonana gopc agabuéruaa y3ura xoc MaB3y cudaTa akc dTraH dCKHUMOcIap
xaétu Ba ypo-omamiapu EpuUTHIaAA. DPOH 3aMOHAaBHM anaOuéTu Bakwim AMy30/a XaJIUJIMHHUHT
“Kaparaiizopiapfad Hapuaa” XUKOSCH TaxJIMI KWJIMHUO, YHIA 3CKHUMOCIAPHWHT TYPMYII Tap3W, JUHHANA
9BTUKOUIAPH, TaOMAT OWJIaH yWFYHJIUTH, IIYHUHTACK, ypd-oAaTiap Ba HHCOHUN KaApHTIap YpTacuiaru
3UIAMATIAP Oaluuii TaCBUPIIAHTAHIUTH KypcaTuinaan. Myaud 3CKUMOCIApHUHT XaETH OpKaId UHCOH Ba
Ta0WaT, aHbaHAa Ba 3aMOH, KEKCaJIWK Ba E€NUIMK Ypracumaru OOFIMKIUKHM (ancaduii xamma Oamwwid
xuxarnad oun6 6epanu. Ly tapuka makona agcoHa Ba €3Ma afaOueT y3apo alnoKaCHMHU 3CKUMOCTap XaéTu
MUCOJIH/IA TaX A KUJIaIH.

Kanum cysnap: dopc amabuéru, Amysona Xanuiuid, 3ckumociap, adcoHa, ypd-omar, tadbuat
TacBUpH, (OIKIOP, Oonanap anadbuéru.

Annomauyusa. B naHHOW cTaThbe paccMaTpUBAETCs KHM3Hb W OObIUAM ICKUMOCOB, OTpaKEHHBIE B
MEPCUICKO NTUTepaType Kak CBoeoOpa3Has TeMa. AHaIM3UpyeTcs paccKa3 COBPEMEHHOI'O HPaHCKOTO
nucarens Amy3onsl Xanunu «Ilo Ty cTOpoH cOCHOBBIX OOpPOB», B KOTOPOM XYA0KECTBEHHO M300paKeHBI
OBIT 5CKHMOCOB, UX PEIIMTHO3HbIC BEPOBAaHUS, FAPMOHUS C MPHUPOJOH, a TakkKe IOKa3aHbl IPOTHBOPEUHS
MEXIy TPAOUITNSIMH W YEJIOBEYSCKUMHU IIEHHOCTSIMHU. ABTOp 4epe3 KU3Hb JCKHIMOCOB q)HJIOCOQ)CKI/I u
XYIOOXKECTBEHHO PACKPBIBACT B3aUMOCBA3b MEKAY YCJIOBEKOM U HpHpO}IOfI, TpEl)IHIIPIGfI U COBPEMCHHOCTEIO,
CTapoCThIO M IOHOCTBIO. TakuMm 00pa3oM, cTaThs paccMaTpWBacT B3aMMOCBS3b MH(a M NHCBMEHHON
JUTEPaTyphl Ha IpUMeEpe H300paKEHHS KU3HN ICKHMOCOB.

Knioueevie cnosa: nepcunckas nuteparypa, Amyszona Xaiuwid, 3CKHMOCH, Mu(, oObYan, MEH3ax,
(b onbKIIOp, IETCKas IUTepaTypa.

Abstract. This article examines the life and customs of the Eskimos as reflected in Persian literature as a
distinctive theme. It analyzes the story “Beyond the Pine Forests” by the contemporary Iranian writer
Amuzoda Khalili, which artistically portrays the everyday life of the Eskimos, their religious beliefs, harmony
with nature, as well as the contradictions between traditions and human values. Through the depiction of
Eskimo life, the author philosophically and artistically reveals the interrelation between human and nature,
tradition and modernity, old age and youth. Thus, the article explores the interconnection between myth and
written literature through the example of the representation of Eskimo life.

Keywords: Persian literature, Amuzoda Khalili, Eskimos, myth, customs, landscape, folklore, children’s
literature.
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Kupuw. 3amonaBuit DpoH XUKOSHABHCIUTHAA Y3UHUHT (ancaduii Mynioxaaaiapu, MaB3yiap
KynaMu Ba sHTH Oaguuii udoaa ycyiapu OWaH KEHI KUTOOXOHJap Ba anaOuil TaHKUIYMIIAP
apTUpOdHra cazoBop O6ynran 3yBumnapaan oyimum OapuayH AMy3oaa Xamuauira KaTTa myxpar
KEATHPraH . SasS4ada 4w’ (“Bynokyanunr cadapu”) [1] Tymmamunan Oonaigap Ba ycMupsap
XaKuJIara xamza ooJiajap Ba yCMUpIapra MyJbDKajUTaHTaH XUKOsUIap »KO# osrad. TyTuiamaan ypuH
onrad “bynoxkyanuHr cadapu” XUKOICH XaM YCMUpP KUTOOXOHJIapra MyJbKajulaHTan Oynub, yHaa
93ryJUKKa KapaTWiraH fosl Ba Kapauuiap Typiu 6aauuii oOpasziap, paMm3iap opKaiu nudoaanaHuIm
Oowmnan axxpanu6 Typaau. bonamnap agmabuérura xoc 3pTaKCUMOH K03U0amH ycynaa €3yBun aTtpod-
MYyXHUT, TaOHMaTHHU CakJjall, SKOJOTUS TO3aJHId, SXIIMIMK Ba EMOHIMK TYyIIyHYalapu OwiaH
TaHULITUPAIU.

Aoabuémnap maxaunu. Dckumociap xa€TH Kylda Kyn AmMepuka agubiapyd TOMOHHUAAH
Kanamra onuHran. Xycycas, JKek Jlongonnunr “White Fang”, “The Call of the Wild” acapnapu,
Poxsenn Kentnunr “Salamina”, J[xxeitmc O. KepBynuunr “Kazan’acapnapu sckumociap XaéTuaan
XMKOS KHJIyBUM Oanuuii anabuér HamyHamapu xucoOnaHaaw. DTHoOrpapuk-wiIMuil KuTodIap
cupacurajca JaHusuiuK 3THorpag Ba aquéaap Kuyr Pacmyccennunrllurep ®peiixennunr “The
Book of the Eskimos”, Xunpuk Punkaunr “Eskimo Folk Tales” acapmapuHu KHPpUTHII MyMKHH.
Hlapk MamiakaTiapu afabiapu opacuaa 3ca SCKUMOCIap XaéTu Xakua acap acap €3raH aquoIapHu
JESPIIA yIpaTMaliMM3.

Memoonap. Maxonaja X03Upry 3aMOH a1a0METIIYHOCTUTU/IA KEHT KYJUIaHWIaIuTal Oup KaTop
Meromiapaan dorpananmwiau. KymiaagaH, CKUMOCTAPHUHT MHUDOIOTHK KapalulapuHU TaxJIHI
Kunuo, ynapHu Oaauuii oOpasznap Ounan Oofnaiinuran 3THOrpaduk MetoinaH (oiganaHuIIu.
Mynunraex, Amy3ona Xaawinid XMKOSACHHU Oomika anaduér mManOanapu OWiIaH COJUIITHPUO
TaxJIUJ KWIaJUTaH KUECUI METOJT XaM/ia TICUXOJIOTUK METoAIapaaH (hoiiaamaHuiu.

A XanunuiHUHT Ma3Kyp XUKOsjap TYIUIAaMHJA SPOHJIMKIApAaH OOlIKa MHHTaKa axJ,
dopcrapaan Oollka MHCOHTApP TaKAMPU Macajacura OarullIaHTaH XUKOsIIapu XaMm Oop. YHUHT
aifHaH Iy Macajara Oarumiab  E3WIraH  XMKOSUIapHAaH OupH ¢ W usia e O
(“Kaparaiizopnapman Hapuna”) [1;229] ne6 Hommanamu. baguwuiinuk Owiman Oup Karopnaa
MabpUPUITUK Ba TapOMSBUIIMK FOSUIApH €TaKud YpPUH TYTraH Ma3Kyp XUKOS CHOKETH YUyH
3CKUMOCIap Xa€Tu acoc Kuaub onuHrad. Huma yuyH aau6 aliHaH sckumociap Xaétu Xakuaa €3au?
busnunrua, Amysona Xanuianii 06-XaBoCH COBYK, OFMp MKJIUMJA SILIOBYM, UPOJIACH MYCTaxKam,
OFMp TabMaTiIM ofamyap Xakujaa acapiap &€3raH amepuka &3yBuucH Jlkxek JIOHAOH MXoauIaH
TabCUPIAHUO Oy XUKOSIHU SpaTraH.

busra wmabnymku, sckumocnap Ausicka, [Humomunii Kanama, I'pennanaus Ba Poccus
Oenepanusicu (MaragaH BUJIOSATH)AA SIIOBYM, aCOCUN MAIIFYJOTIApU OBYMIJIMK Ba OalMK OBJIAII
Oynaran xankmap rypyxu. JuHAOpIapM aHMMHU3M Ba IIOMOHHUWJIMKHU cakiad KojraHmap.
DckuMociap TabuaT OFyly/a SI0oBYHM SXIIU PyXJIap Ba AaXIIaTIu MaxJIyKaap KYpUHULINAA a0
Oynanurad €By3 pyxJap MaBXyAJIUTHra UIIOHUIIATU. Xap OUp 3CKUMOCIAp KUIUIOFUA SIIOBYH
KOXMH (IIIaMaH) 3ca pyxJjiap AyHECHUHH ofamiiap OuiaH 0ofiald Typaaurad BOCUTayd XucoOJaHaIu.
VYnap acocan 0anuk rymrTH, yTiaap Ba cyB yTiiapu OuiiaH 03UKJIaHaIuIIap.

Hamubosicanap. Xykosi 3CKUMOCIAp OJaTUra Kypa XKyaa KapuO KOJTaH OJaMHU KUIJIOKIaH
OJIMClIa KOWIamrad yauM Kyndacura onub 6opub Kyium xakunaru cyxoar OuiaH OouuiaHaIu.
DCcKUMOCIap TylIIyHYacura Kypa KyJa Kapub KoJraH KeKca KUIITWIAPHUHT OajaHua ManToOH UH
Kypu0 onanu Ba y KynOanap atpoduaa nu3ruii 6onutaiau. by Hapca sca KUIIIIOK 3CKUMOCTapUHUHT
Oomutapura 6aio Ba Kyidar rmia oomammura cabad oymanu.
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XUKOsi1a TaCBUpJIAaHTaH BOKEaJa MEXp MOTHMBHU €TaKkyM MaBKe srajutaiian. bobGocura Oynran
YyeKkcu3 MexpH cabal ypd-onaTiapra Kapiiy 4dka ojra €Il aBjioJ — 3CKUMoc Kuzua Tom oOpasu
XHMKOSI CIO)KETUHH SHA XaM TabCHUPYaH YMKUIIN/IA, KAXPAMOHHUHT PyXUi KeUMHMAaJapuHU OYUIIIA
acocwii BocuTa OYynuO xu3Mmar Kujaad. BoOOCHMHHMHI OpTHAAaH YIUM KyJOacMHU TOmuO OopraH
TomuuHr xaénunan dakar oup Hapca yTaau:

“Tom 0600ocu aliTMO OepraH pUBOATIAP WYUJA YIUM KyJdOAacHMHHM OJaT TyCHra KHPIrU3raH
OMPHHYN KOXHMHHU UCMUHU 3ciamra ypunau. Jlekun musicuna ¢axar xacyp opun Ona Kynanaunr
HCMHU Yapx ypap, yiia JabHaTH 0JJaTHU YUKAPTaH OMPUHYM KOXMHHU UCMU X€4aM dCUra Keiamacan”
[2;189]

WNuconnuHr Tabumii Myxutra 6yiaran MmyHoca0aTu, TaOMaTHUHT UHCOH XaéTua VitHaran Oekuéc
poyin Kabu OoKui MyaMMoIap Kyruiad €3yBumiiap TOMOHHIAH TYPJIM acleKTiaapaa 0aquuid Tax I
9Tu0 KenuHraH. [leiizaxHUHT €3yBuM €Xya MEPCOHAX TOMOHMJIAH acap TYKUMacura Typiu
[IaKJUTap/ia CUHTIUPWIHMINH Taconuuil 6ynMacaan, FOSHUHT 00pa3iu UPOJaCHHU TabMUHIIAIITa
HyHaNTUpUITaH €3yBUM MaxOpaTHHH, Oa Uil UMKOHUSTIAPUHA HAMOWUII 3Taau. HaTmkana yHUHT
KaxpaMOH XOJaTd (Ba3WATH, KEUMHMAJIAPH, XUCCUETH)HU KyYaWTUPYBYM , NAIMILIOBUM POJIH
opraau. [3;85] Ileii3axHUHT acap FOSCHHH, €3yBYM HUATIAPUHM FO3ara YNKaApHUIIIard aXaMHUsTH
Karra OYynuO, yHra FOKJIaHaraH akcapusaT Basudanu Oomka Wymiap OwnaH udoaanamHy,
TacBUpJIALITHU TacaBBYp Kwiuil KuitnH. ‘“KaparaiizopnapaaH Hapuaa” XHMKOCHIArd JaBxaiapiaa
anu0d KaxpaMoHJIap KaW(UATUHU KYypcaTHIIHM nei3axra rowiangu. ['y€ ynmap kanGnapuna
keuaéTran Mypakkab keunHManap udogacura oaaui cy3iap 0XKU3IUK KHITaHIeK OVl KypuHaIu.
Myannug Tabuat MaH3apajiapy TaCBUPUHH acap FOSICUTA, WKOIMH HUATUTA XHU3MAT STTHPUIITHUHT
SIHTU-STHTY WYIJIapyuHU axTapaad. by TacBup KUM TOMOHHAaH — Myauiid €KU KaXxpaMOH HOMUJIaH,
BOK€a aBBajiy/ia € sIKyHH1a OepuiiauMu,—XaMMacu Myaing HUSTIapu, Makcaylapu, MUJUTHH pyx
Ba OoIlIKa KYyNruHa Hapcaiap ounan Oorinann6 ketaau. HabupaHuHr Xxonatu TabuaT X0J1aTH TaCBUPU
opkanu anukiaHanu. Ly tap3aa nei3ax TacBUpU BOKeajap TaCBUpUIa TaOMUN paBUIIIa CUHTHO
ketaau. Myammud 4oa Ba HaOMpaHUHT pyXaH SKWH SKaHIWKIAPUHA TaOWaT MaH3apajiapu TacBUPHU
opkamu py€6ra umkapaau. XMKOs KaxpaMOHJIAPHHMHI WYKH JIyHECH, PyXMH XOJIATHHH 04HO
Oepuinga &3yBuM meiizaxkmadn yHymmu Qoiimananmagu. Esysum Gom kaxpamoH OwiaH OOFIMK
BOKeajapJia TabuMaT MaH3apaCMHUHI OaTaCuil TaCBUPHUHU, YHUHI KaXpaMOH PyXUATH OuiiaH
O0ornab, ry3an Oaaumii umsruiapiaa Oepaiu, TabCUPUHHU TacBupnangu. A. Xanunuid XuKos
BOKeaJlapu OYnuO yTamuraH MaKOH TacBUpHAA XaM KUII (DACIMHHUHT Y3UTa XOC Ty3aJUTUTHra
9bTHOOP Kaparap 5KaH, Kopra OypkaHraH TaOuaT MaH3apajapyl OpKalId  KaxpamoH Yii-
KeUMHMaJIapuHU, Kailbuatuan udomanarad. MHcoHuit Tyitrynaap Ba TaOuaT MaH3apajapu y3apo
YUFYHJIMK KacO 3Taau:

“Keuacu Ommad Kop €Fru0 4UKAM. AMMO TOHT OTHINU OWJIAH XYM MYBXKH3a 103 OYITaHHICK
Kop €rumgaH TyxTald, KyTO KyE€mu siHa Y3MHMHT OY SIIWJI TyCIAaru HYpUHHU COYraHuya Oorr
KyTap/u-/a, onmnok Ba madgod KeHr Jamrra Y3MHUHT CeXpIIu SN Ba (epy3aBuil panr oepau.

Fanatu Oup 0BO3 KM3HHM yHKylnaH yHroTuO 1000pau-aa, KyJaOaHUHI TalIKapuCUra eTakiaju.
OHJU KyEIHUHT YIla ceXpiid HypJlapHaH acap XaM KoJMaraH, SHJAW JalTHU (pakaTrhuHa KyTo
TOHTMHUHT KU3FUILI-CapuK paHru EputHO Typapau. Kynbana xeu kum iy sau. Capocumara Tynmo
KynOagan Tamkapura otuiau’” [2;171]

IOxopunarn naBxazan KyTOna TOHTHMHT Hakajap 4MPOWIM OTHINM, aMMO OOOOCHHUHT
KETUIIUAAH YMHUICU3IMKKA TYIITraH KU3 yuyH Oy ry3an TOHTHUHT Xe4 KaHJal KUWMaTu HYKJIUTH
aHTJIAIINATIA/IH.
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WHCOHHUHT pyxXuil oJaMuHU, (QUKP-YIIapuHU KypcaTHINTra KapaTWJIraH acapiiapia Nei3ax
TacBUpHUra >KHIIWKA MabHO Ba Ma3MyH IOKJIAHUINK TaOuuhaup. A. Xamwiuil  ned3akHH
KaxpaMOoHJIap KaJIOH OIlia YTKa3uIira karta y6Tuoop 0epaau. [leiizax Ounan KaxpaMoH ypracuaaru
MyHOcabaTiap sHaja y3BHil TyC ONaad. Y3Maa MabiyM TyIIYHYaJapHH H(OIATOBYM TabHaT
XOJaTiapy, IpeaMeTIapy TacBUpHAaH ¢oiamaHuil €3yBUMHUHT MUJUIAT PYXWUHHU, KaxpaMOH
TahaKKypUHUHT Y3Ura XOCIMTMHU Tabkuanamwura kymaknamanu. Uy ypunaa aqub HUMa ydyH
XMKOSHUHT HoMiaHummuu “‘Kaparaii3oprmapaan Hapuga” ne® HOMIJIaaW, JIeraH Xakiad CaBoll
tyrunaau. Kaparail pam3u Typiau Muuiatiapa Typidya TalKUH KWinHaau. MacanaH, smnoHiiap Ba
XUTOMJIMKIIAp/la Kaparail XaTTO COBYK KHII KYHJIApHJA XaM Y3 HHUHA SANPOKJIAPUHU NYKOTMAaraHu
yuyH abaIuiiInK, y30K yMp, XaéTuil kyd pam3u 0yica, [apkuit Ocuéna kaparaiiHu Xap KaH4a y30K
AU ymp Kypca XaM ¥3 KYpKy TapOBaTHHH HYKOTMai, sM-sSmmi Oynmub Typranu cababmm “xaér
napaxtu’ aenuiap. Anub aifHaH MaHa Iy pam3JapHU MyIITapak TOMOHUHU OUpramtupuo, ol
KaxpamoH boOoHmMHT Takmupura wmopa cudaruma xukosHu “Kaparaiizopmapman wapuma” ned
Homuarad. A. Xamuuid ympu tyrad 6opaérran bo6o o0pa3u opkanu kKekcaiuO, KydJaH KOJraH
OynuIMra Kapamai, akuaajiapura COAUK KOJraH, Y3 HIMUHUHT YCTaCH, MOXUP OBYH, aCll 3CKUMOC
TUMCOJIMHU SIpaTTaH.

XuKosiga aaud YOJHMHT YIUM KyJibacura KeTUII OJIMJaH Ke4uraH pyxuil KeunHmanapu, yi-
(buKprapu OpKalIM YHUHT CAMHUMHU KYHTTIUHHU aKC STTUPraH. Y Oup KyH Kenub xamma yiia Yiaum
Kysbacura OOpUIIMHA OWJIAAW, YIIUM XAKJIUTHHHA TaH OJIaJH, JCKUH YHUHT Ka4OH OYJIMIIUHU Xe4
KauoH aHUK Ouna onMaiinu. MaHa 11y KyH KelITaHMHU 3Ca Xajdl Xed HapcaHu TyIIyHMailauraH
HaGMPACHIAH SMIUTaIH. XHKOS JaBOMHIA GOII KAXpaMOH Xa&Nra, XOTUpara Ky Gepuiaam. Y3 Xuc-
TyUFyTapuHH, TepaH KeYMHMAJIapHHU MOHOJIOT makiauaa 0aéH »taau. KUTOOXOH KaxpaMOHHHHT
HYTKUHU THUHIJIApKaH, y XaMm oOpasra KymuiauO, Xxa€n ofFymMra uyymaad Ba KajuOujaa dosra
XaMJIapAJduK Xuccu maiiao 6ynaau. bo6o Habupacura ynum kynbacu xakuaa TylryH4a OepapkaH
XoTHUpajapra Oepusiaiu:

“— bynaaH pornmna poca 3JUTMK-OATMHUII Huiiiap onnud 3au. Lllynmaii kedanapaan Oupuaa Kkekca
OTAMHUHT KyJOacuaard OJIOBHM YUYUpAMM Ba Oupra uynra Ttynawk... Spum KyHua Wymn
IOpraHMMM3/IaH KeHUH OoTaM Iopa oilMai Koiniu. YHH enkamra onuyu® onaum. Kyt0 ronmaysu
00TryH4a OOpHIIMMHU3 Kepak OyIraH yiia sxoiira etu6 6opauk.” [2;170]

Habupacu Towmra ¥3 oTacuHu KadoHJIapaup Yiaum KynOacura onub O0opubd KyiraHu xakuaaru
BOKeaHM cy3mab Oepran kexkca boOOHHMHT Oy rarmjgapu XuKos Uuua XUKos yciayouaa €3uiraH.

baén ycnybu Ooit Ba ¥3ura xoc Oynran ‘“KaparaiizopnapiaH Hapujga” XUKOsCHIA
VXIIaTUIiapiad XxaM KeHT ¢oinananuirad. Xukosaa “Kyuoys yenunuue scueappane auuk kaou
OowunY Kytiu conub oneanuya mez-me3 Kaoam mawiiab kemaémeanu, 6060HUNHZ APANAH2AH KeKCd
0ygy Kabu OKCOKIaHeAHYAd KUUWLIOKOAH Y3OKIAWUWU, OHACUHUHE XYOOU KUWKU YVUKYed Kemeau
JHconusopaapoex komub yxaiawunu, ToMHUHE KymoO myaKuiapu Kkabu epru uckawiu, oup um xaou
bobocuea speauiud uykapuea KUupuwy, Kopa 0yiymiap HCUnciauud xamma Kopa anuux wakiuea
Kupuwu”’ Kabu yXmatunuiapAad keHr Goigananuirad. by mucosapaa xaiiBonnap Ouinan OOFIHK
VXIIATUIIIAPHUHAT 3UEIIUTH ACKUMOCTAp SIIaiIurad MyXHT/IaH KequO YuKKaH 1e0 xucobiaca
Oymamu. XakuWKaTaH Xam, OSCKUMOCIap TabuaT Oonamapw, yHAAaH acio y3wiMaiaunap. by
VXIIaTUIIap 3CKUMOCIAPHUHT (UKpJIANl Tap3WHU TacaBBYP KWJIHUINTA KYMakjamIaad. XHUKOsIa
KaxXpaMoH pyXHid XoJaTH Tabuat OniIaH KHECTamTupubd Oepunran ypuHiIap XaM MaBxKy/I:

“baxop Ky€mu 4yuKHIIA OWIaH 3pud KeTaaurad napé My3JIapUHHHT OBO3WJAl CHHUK,” — 1ed
Yitmanu Tom. bupok 606ocu: “Kekca TroneH 6enura 3cCKUMOC OBYUCHHUHT TYP3UCH YpHUJITaHAAaH
KEeWHH YHUHT CysAKJIapy CHHUIIAIAH YMKKAH 0BO3 Kabu cuHuK.” [2;188]
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XUKOs1a 3CKUMOCIAapTariHa XOC XapakTep, MarpypiuK, ypd-oaar, Mapocumiiap, yJIapHUHT
aKuJanapy KyJia XakKOHUH TacBUpJaHraH. YOMHUHT KYJUIapUHU OCMOHTa KyTapuO KYJUTapHUHT
KaTuHE KyTO 10J11y3Ura Kaparuo, ymoy €pyF HyTuu 10J11y3ra 9XTHpoM 020 KeNTHPHUIIN, OBJIaH
OJIZIMH OBYMJIAPHUHT JYOCHHH YKHIIM, OBHU XaMHILIa MyKaJJlac Ba XypMaTra ca3oBOp XHCOOIaIIH
yJIAQPHUHT YbTHUKOJMHNA HAMOEH 3Tca, OyFYHUHT KypHUTraH Te3aruHy TaHyara Tanuiad EKumm, My3aaH
scajral Kyjbanap, SCKMMOCIAp XA€TUHUHT HKUP-YUKHUPJIApU, TaOMHOMAacHu (My3jiaraH Oalluk,
OanuK 1IypBa), EKaguran MOMYHMPOKIApH, KAXPAMOHIAPHUHT KOMIKYpIriara KupuO yxianuiapu, Oyry
TepHUCHJIaH TUKWITaH cadapxairaiap, TIJIEH TEpUCUIAaH TUKWITaH OOIIMOKJIAp KUIKO opuiiapu
OUp TOMOH/IaH YKYBUMHH IIMMOJHHUHT OFUp Ba MAIIaKKaTIN TaOuaTH OWUIaH TAaHUIITUPCA, UKKUHYH
TOMOH/JIaH SCKUMOCJAp SAIIall Tap3u OWiaH TaHUIITUPaAU. Ma3Kyp XuKosira 6omr KaxpamoH 0000
Ba HabMpajaH TallKapu TOMHHHI OTa-OHACH, yKacH, yJapHUHT KymHucu KyHays yFiau cuHrapu
obpasnap XaM KMPHTUIraH. F3yBuM BakTHM Typiu XuI #ymmap Ounan Genrunab Gopamu. Bakr
Tabuar XoJiaTu OwJiaH OOFJIMK XOJIaTla aHWKJIAHATU : “Kyéw nacmea xapab wyHauead, Kedacu,
apmanao, Kyéw yukkanoan cyue’’ KaOu.

Nuconnunr pyxuii nyHécu y3apo cyxOariapia, TOPTUINYBIapja AHAIOT Ba MOHOJIOIJIAP
BOCHTacHJa oumiagu. Xap Oup AaBpHUHT €3yBUM Ba IIOUPJApU Y3 acapijapuHU YKUMUIILIH Ba
KYIIKUH KWIHII y4yH KaxXpaMOHJIApUHUHI PyXUSATUHU MyHO3apaiapia , Oaxciapaa, y3apo
TOPTULIYBIU cyxOaTiapaa ouub kypcatanu. by Basudamapuu Oaxapuiina €3yBun ¢akar THI
MaxopaTura cysHaau. YyHku agaduETHUHT Ba3u(acu MHCOH KaJIOMHHUHT, TMIMHUHT CUPIIH, SITUPUH
HyKTaJapuHH EpUTHUIILIAH nbopar Oynca, 6aguuil T — €3yBUd MaxOpaTHHUHT Y3BUHM OYraruaup.
Tun opkanu €3yBun acap KaXpaMOHJIAPUHUHT MYypaKKal, Y3Ura xoc XxapakTepiH XyCyCUsSTIapUHI
XaMm/Ia IMapOUT Ba MYXUTHHHT HHCOH PYXUATHIa TAbCUPUHH TaXIWITH Kuaau. [4;4]

“Kaparaitzopiapaad Hapuaa~ XUKOSCHIa XaM NEPCOHaXIap HYTKH, allHUKCA, MOHOJIOTJIap Ba
JUATIOTIap XUKOS FOSICMHA 0YMO OEPUIITHUHT aCOCUH YHCYpU XMCOOIaHAIH.

OB, yHHMHTI 3CKHUMOcHap Xa€Tujaa TyTraH YpHU XakuJa YOJHUHI HaOupacu OwiaH KWiraH
JMAorura JUKKaT KUJIUHT:

“ — bumacanmu, Tom, 0B, HUMa OYITaHIa XaM, XaKHKANA 3CKUMOC YUyH XaMHIlIa MyKajaac Ba
XypMmarra ca3oBop Oup Hapca xucoOmaHagu. JloMMO YHHUHT XypMaTHHH CaKJIaMOK JIO3UM.
DCKUMOCIIApHUHT XaiiBoHJIapyu OU3 0JlaMJIapHUHT Olla-CUHTUJUIapH Ba aka-ykajnapuaupiap. Xyaau
nry cababim xaMm yarawnapuiaH KeWuH Y3 pyxJapu OwiaH OM3HMHI  KyJOalapUMU3HU
KYpuKJIaauiaap. Xed KauoH Xed Oup OBJIaHAIUTaH XaiiBoHTa a300 OepmaruH, Tom. bynu équnrna
cakJiad KoI...

— bo0o, kanuiiau, OyryH ceHxaM MeH OmIaH Oupra oBra 6oposicaiiuHr!

— Xa, Ku3uM, KaHWiiau, MeH Xam Ooposcaiinum! Kanuiinm, xed OynmaraHma, OKCOKJIaHa-
OKCOKJIaHa Oycaia, CCHUHT U3-U3UHTIaH 3pramub oposcaiium.

— Xeu KucH UyK, 6000. Fam uekmaru. V3uM ceH ucTaran XaitBOHHH 0BIab 01M6 KelTaMaH.

— Xa, Tom, Goprus. Arap OyryH KypyK KyJ OWiIaH KalTcaHr xam, TYHIKYHJIMKKa TyIIMari,
Tom. Ortam goumo aiitapau: “Xeu Oup XaiBOH Y3MHM KOPHU OY OYJIMaraH OBUMHHUHI TY30fHUTa
WIMHTHPKO Kyiimaian”. By ram — Tyrpu ram... Tymyaaguarmu Tom!” [2;193]

Jluanor YpHUHU acTa-CEKMH MOHOJIOr srajmnaiinn. Yon y3u Ounan ¥3u ranmupaéTraniex
Tylonany. Maskyp Auanorja KaxpaMoH AWIMIAard M3TUPoO, Aap/ THINra Kydaau. E3yBunm MHCOH
XaTTU-XapaKaTIapuHu, pyXUITUIaru (puKp-KeunHManapHu 9yKyp ounb Oepamu. MyHo3apanapaa
MyaJUTU( HYTKH €TaKud posib YiHaWau. A0 KaxpaMOHJIApHUHT y €ku Oy XOJaTJapuHH 103
MUMHKAJIAPUHU Cy3ra Mociiad, BOKeaJapHH MapouTra 00fiad Typaiu.
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XUKOSl KaxpaMOHJIAPUHHMHI  PYXHH XOJIATJIADUHU MOPTPETIapu OWiaH YHFyHJIAIITHPHUO
Oepumiga xam A. XaIWJIMWHUHT XUKOSHABUCIMK MaXOpaTHHH KYpHUII MyMKHH: Xatipamea myna
HU2OXAAp, YRKacu myauob, 1aoiapu Kykapub kemeaw, OYHEHUHe bapya Kauyiapu kamma oup mysea
aunaHud yHuHe momoauea muxkuieanoex. Myannud MoHOJIOTTIapa PyXHUsITra MOC cy3IapHu u3iao,
TaHnad wunutataau. KaxpaMOHHUHT pyXui XonaTH Kald Japaxaga HSKaHJIWTHra Kapad WYKH
MOHOJIOTJIap THUILIAPU XaM Xap Xl Oyiauimu MyMkuH. bynap:

1. MoHoor — xoTHupa.

2. Monomnor — Myxokama.

3. Mownouor — myJjoxa3za. [4;16]

“Kaparaitzopiapaad Hapuaa” XUKOSCH KaxXpaMOHJapu THIMAA MOHOJOTHUHI  XOTHpa Ba
MyJioxa3a THILIApU YCTYHIUK Kuiaau. bo6o ¥3 MoHomornapuma xotupanapra (V3uHuHne oOupuryu
bop o0e2a Oopeamunu, Oyeynap nooacu OpmMuoaH Ky82aHUHU, OeHeU3 Y3pa Cy3ub 10pean My3
napuanapu ycmuoau cakpao-cakpad wopeanu, y3yH UYIHU WUMOL WAMOIUOAH XamM me3poK 60cub
ymeanu Kabu XoTHpaiap) KYynpok 6epuiica, Ku3anok ToMra MOHOJIOr-MyJioXasajia Xoc:

“Xeu Oynmaca, Ky€m OOTHINM OWJIaH MHUJIAH YUKCa Kepak, —1e0 yimanau.— Arap miyHaa xam
upKMaca, GAJKUM KOPOHFY TYIITaHHIA YMKap. Yia maiftraya xona osnamad. COBYK Xald XaM
0aTaHMMHU KapaxT KWIraHU WYK. Xald sSHa WKKH KeYaro MKKU KyHAy3 MaHa M1y jxoija Oy KyE€H
WHHUHU Ky3aTHO yTHpa ojamMaH. MeH Yniail onamaH, CeHU OHMIMaTuMoB, KyEén!” [2;195]

Ma3zkyp MYKM MOHOJIOTAArd TWJI KyJla THHHUK, Xa€T XaKUKaTMHM aHUK KWINO KypcaTaau.
XakuKaTaH XaM, MUKW HYyTK KaXpaMOH PYXUSATHHHUHT oifHacuaup. KutoOXoH aHa 11y oliHa opKaiu
KU3YaHUHT “Kajb JuajaeKTUKa CUHU KYpaau.

KOxopunaru mucomnapna yon OwiaH HaOWpa MOHOJOTIIAPHHM Y3IapH SIIHPUH, Xed KHUMIa
ce3agupMail MYgaH ranupumasnTd. Myammd HyTKM 3ca  ynapra KYMWIUO —KETAITH,
KaXpaMOHJIAPHUHT PYXUSTUHU OVPTTUPSIMITH.

XyJaoca. Xymnac A.Xanunuii 6ojajap Ba ycMupiiapra JpoHAaH TallKapuaa, OJUC ITUMOJIIA
SIARANTral XaJlKHUHT XaéTu, TYpMYII Tap3H, OJaTiapH, TUHUN YbTUKONIAPHHH FOKCAaK MaxopaT
Owtan TacBupiad Oepa onraH.

“Kaparaiizoprnapian Hapuja’ XUKOSCHHUHT €YMMH 4YOJ Ba HaOMPAHMHT Y3 KUIIIOKIapura
KalTuim OuiaH siKyHJaHaau. Acpiap MoOaiiHMIa cakjiaHuO Kena€TraH aHbaHaiapra, ojariapra
HucOaTaH €11 aBJIOJHUHT KAPIIMIUTH caMapacus ketMaiiu. ToMHuHT oTtacu, ibHU BOOOHUHT YFiu
YOJHU yiura kailtapub onub kemaau. YMymaH, A . XalUIUHHUHT KYNOI XUKOsulapuja Kalrynu
BOKeajap yMHUI0aXIll, ONTUMHUCTHK SIKYH TOTIQ/IH.

lynu aiiTuin MyMKUHKH ¢opc agabuéruaa scKuMocnap Xa€THAaH XUKOs KWIraH OMpUHYH
€3yBun Amy3ona Xanwiuid 6¥i1m0, yHrada nxoJ 3Tral €3yBumiap Wwkoauaa 0y MaB3y yupamanu.
Mag3ycu xkuxaTHIaH Kya KM3UK OyiraH, Ooyanap Ba ycMupiap ydyH €3WIraH Ma3Kyp XUKoOsIa
€3yBur DpoH OoNanapuaaH y30K YiIKadapAard BOKEIWKHH WHCOHIIAPBAPIWK HYKTaW Ha3apuaaH
TacBHpJAraH. E3yBUMHUHT Oy XUKOSACH MKOIMHUHT CEPKMpPPATUIUIaH JanonaT 6epaiu.

N
A -
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ABDULLOH ABDUR RAHMAN JAFRINING "KO'ZGU" HIKOYASIDA OILAVIY-
MAYISHIY MUAMMOLAR

NARGIZA SAIDOVA
Dotsent, PHD, TDSHU

Annotatsiya: Ushbu maqolada saudiya-arabistonlik yozuvchi Abdulloh Abdurrahmon Jafriyning
"Ko ‘zgu" hikoyasining tahlili berilgan bo'lib, unda bugungi Saudiya adabiyotida, erkaklar va ayollar
asarlarida oilaviy muammolar va ayollarning jamiyatdagi o ‘rni kabi mavzular tez-tez yoritilishi
ta’kidlangan. Jafriyning hikoyasi - bu mavzularga bag ‘ishlangan asarning yorqin namunasi bo ‘lib, u
an’anaviy musulmon jamiyatida ayol taqdiriga alohida e’tibor qaratadi.

Jafriy oz hikoyasida qahramonning ichki kechinmalarini va atrof-muhitidagi muhitni tasvirlash uchun
boy obrazlar va metaforalardan foydalanadi. "Ko zgu" hikoyasi nafagat gahramonning shaxsiy azoblari
hagqidagi hikoya, balki ijtimoiy rollar, an’analar va ularning inson taqdiriga ta’siri haqidagi chuqur
mulohazalardir. Magola muallifi shunday xulosaga keladiki, hikoya turmush, oilaviy gadriyatlar va
chinakam baxtni izlash haqidagi muhim savollarni ko ‘tarib, hatto moddiy farovonlik va an’analarga
bo ‘ysunish sharoitida ham ayol chuqur baxtsiz bo ‘lishi mumkinligini ko ‘rsatadi.

"Ko ‘zgu" hikoyasi - bu falsafiy asar bo‘lib, u o‘quvchini insoniy munosabatlarning murakkabligi,
zamonaviy dunyodagi yolg ‘izlik va ko ‘r-ko ‘rona birovning qarorlariga ergashish o ‘rniga ongli tanlov qilish
zaruriyati haqida o ‘ylashga undaydi. Unda moddiy va ma naviy qadriyatlar o ‘rtasidagi o ‘zaro bog ‘liglik
ko ‘rsatilgan bo ‘lib, chinakam baxt va uyg ‘unlik faqat o ‘zaro tushunish va hurmat orqali erishish mumkinligi
ta’kidlanadi.

Kalit so'zlar: Novellistik janr, "modernizatsiya" bosgichi, eksperimental yozuv, arab-isroil urushi,
begonalashganlar, konservativ yo'nalish, yangi to'lgin, badiiy metodlar.

Aunomauua: @ cmamve AHATUIUPYEMCS PACCKA3 «3epKANoy U3BECMHO20 CAYO0BCKO20 RUCamens
Ab6oynnvt A60yp-Paxmana [icagpu, xarouesoli ¢hueypsvl 6 cayoosckoii aumepamype. Aemop cmamovu
ommeuaem, Ymo 6 COBPEMEHHOU Cay008CKOl AUMepamype, KaKk 8 MYMHCCKOU, MAK U 8 HCEeHCKOU, 4acmo
NOOHUMAIOMCST MeMbl CeMEUHbIX NpodaeM U NONONCEeHUs diceHwunvl 8 obuecmage. Paccraz [ocagpu
ABSLEMCSL APKUM NPUMEPOM TAKO20 NPOU3EEOEHUsL, 20€e OCHOBHOE BHUMAHUE YOeNsIencst CYObOe HCeHUJUHbL 8
MPAOUYUOHHOM MYCYTIbMAHCKOM 0buecmae.

B paccraze [icaghpu ucnonvzyem Oozamvie 06pasvi u memagopsi, umodvl nepedamsv GHYmMpeHHUE
nepedicusanus 2epounu u ammocgepy ee oxpyscenus. Pacckas «3epxanoy - amo ne moavko ucmopusi o
JIUYHBIX CIMPAOAHUSX 2ePOUHU, HO U 2TIYOOKOE PASMBIULIEHIUE O COYUATLHBIX POJISX, MPAOUYUSIX U UX GIUSHUU
Ha cyovby uenosexka. A6mop cmamvi nPUXOOUm K bl800y, YUMo PAccKa3 NOOHUMAEMm 8AJICHble BONPOCHL O
Opake, ceMeUHbIX YEHHOCMSIX U NOUCKEe HACMOsWe20 CHACbs, NOKA3bI6As, YMO 0ddice 6 YCI08USX
MAMEPUATLHO20 OOCAMKA U NOOYUHEHUS. MPAOUYUAM HCEHUWUHA MOdHCem Oblmb 2IYOOKO HeCuacmud.

Pacckas «3epxanoy sensiemcs guiocogpckum npousgedenuem, Komopoe nobyscoaem yumamenst
3a0yMamvpCs 0 CLOACHOCTHU — Hel08eYeCKUX OmMHOUuleHull, OOUHOYeCmEe 6 COBPEMEHHOM Mupe U
HeoOX00UMOCU OCO3HAHHO20 8blOOPA, A HE CIeNn020 CAe008AHUs UYICUM peutenusm. B ném nokazana
HEYMOUMAS CB53b MeNCOY MAMEPUATbHBIMU YEHHOCMAMU U OYXOGHbIMU, NOOUEPKUBAS, YMO UCHMUHHOEe
cuacmove u 2apMoHUst 00CIMULAIOMCS TUUb Yepe3 3aUMONOHUMAHUE U Y8AdICEHUE.

Knwouesvie cnoea: noseiucmudeckuil Jcamp, dman «MOoOepHU3ayuU, IKCHePUMEHMaibHoe NUCbMO,
apabo-u3paunbCKas BOUHA, OMUYHCOEHHbIE, KOHCEPBAMUBHOE HANPAsLeHue, HOBASL BOJIHA, XYO0NHCECMBEHHbLE
MemoOobl

Abstract: The article analyzes the short story “The Mirror” by the well-known Saudi writer Abdullah
Abdul-Rahman Jafri, a key figure in Saudi literature. The author notes that contemporary Saudi literature,
both male and female, frequently addresses themes of family problems and the status of women in society.
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Jafri’s story is a vivid example of such a work, with its primary focus on the fate of women in a traditional
Muslim society.

In the story, Jafri uses rich imagery and metaphors to convey the heroine's inner experiences and the
atmosphere of her surroundings. “The Mirror” is not only a story about the heroine’s personal suffering but
also a profound reflection on social roles, traditions, and their impact on a person’s destiny. The author of
the article concludes that the story raises important questions about marriage, family values, and the search
for true happiness, demonstrating that even with material wealth and adherence to tradition, a woman can
be deeply unhappy.

“The Mirror” is a philosophical work that encourages the reader to contemplate the complexity of human
relationships, loneliness in the modern world, and the need for conscious choice rather than blindly following
others’ decisions. It reveals the undeniable connection between material and spiritual values, emphasizing
that true happiness and harmony are achieved only through mutual understanding and respect.

Keywords: novella genre, "modernization™ stage, Experimental writing, arab-israel war, alienated,
conservative movement, new wave, artistic methods

Kirish. Bugungi kunda Saudiya adabiyotidagi hikoyalarning aksariyati, ham ayollar, ham
erkaklar tomonidan yozilgan asarlarda oilaviy muammolar va ayolning jamiyatdagi o‘rni mavzusi
yoritiladi. Bu asarlardagi ayol qahramonlarning gismati har xil bo‘lsa-da, ko“pincha bir xil achchiq
taqdirni ifodalaydi. Ular ota-onasi va erlariga to‘liq garam bo‘lgan, "keraksiz" deb tashlab ketilgan,
qurbon bo‘lgan yoki "tovar" sifatida gilingan ayollardir. Masalan ushbu mavzuga bag‘ishlangan
mashhur asarlar gatoriga quyidagilar kiradi: Xayriya as-Saqgafning "Yo'llarimiz ayirildi"; Abdulla
Jafrining "Ko'zgu"; Abdulaziz as-Salabiyning "Sening tushing mening emas, sen ham men
emassan"; Badriya al-Basharning "Farrosh ayol".

Abdulla Abdu Rahmon Jafri (1939-yilda Makka shahrida tug‘ilgan) Saudiyaning "yangilanish"
(1954-1970) davri adabiyotining eng muhim vakillaridan biri hisoblanadi. Saudiyalik
adabiyotshunoslarning fikricha, u ushbu davrning eng yirik yozuvchilari gatoriga kiradi.

Jafri hikoyalari 1jodkor shaxsning og‘riglari bilan to‘la. Ular jamiyatdagi adolatsizlikni anglagan,
biroq uni o‘zgartirishga 0jiz qolgan inson kechinmalarini aks ettiradi. Uning asarlari chuqur tanqidiy
tahlildan ko‘ra, ko‘proq azob-uqubat va ruhiy tushkunlik his-tuyg‘ularini ifodalaydi.

Jafri o‘rta maktabni Makka shahrida tugatgan. U Jamoat xavfsizligi, Pasport va fugarolik ishlari
bo‘limlarida, shuningdek, Axborot vazirligida ishlagan. Keyinchalik "Al-Balada" va "Al-Madina al-
Munavvara" kabi kundalik gazetalar kotibi, so‘ngra "Okaz" gazetasi muharriri lavozimlarida
faoliyat yuritgan. U ko‘plab hikoyalar va romanlar to‘plamlari muallifidir.

Asosiy gism. Abdulla Jafrining "Ko'zgu" (3<Y) hikoyasi ilk bor 1963-yilda Jidda shahrida nashr
etilgan "Och hayot" nomli to‘plamda chop etilgan. Bu hikoya Jafri ijodining o‘ziga xos
xususiyatlarini o‘zida mujassam etgan bo‘lib, u orqali yozuvchi oilaviy hayotning murakkabliklari
va shaxsiy azob-uqubatlarni mohirona tasvirlab bergan.

Abdulla Jafrining ushbu hikoyasida ayolning musulmon jamiyatidagi holati muhim o‘rin tutadi.
Asarning bosh gahramoni Surayyaning muammosi moddiy qiyinchiliklar bilan bog‘liq emas.
Aksincha, u otasi vafotidan so‘ng unga g‘amxo‘rlik qilgan amakisining mehrini qozongan.
Surayyaga bu mehr beriladi, ammo uning asosiy muammosi o‘z taqdirini o‘zi hal gila olmasligidir.
Islom olamidagi har bir ayol singari, u ham oila boshlig‘ining unga er tanlash borasidagi qaroriga
bo‘ysunishga majbur.

Asar gahramonlari bu Surayya - u itoatkor va sabrli ayol obrazida tasvirlangan. Uning hayoti
boshgalarning qarorlari asosida qurilgan, Mehribon amaki - u Surayyaga otalik mehrini bergan,
uning moddiy ta’minoti haqida qayg‘urgan, ammo taqdirini hal qilish huquqini unga bermagan.
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Shokir - Surayyaning aqlsiz va erkatoy ukasi. U hikoyada ikkinchi darajali qahramon bo‘lib,
vogealarga ta’sir o‘tkazmaydi. Ona - hikoyada uning roli juda ahamiyatsiz. U vogealarga deyarli
aralashmaydi. Husayn Sabri - Surayyaning ikkinchi eri. Boy, ikkita farzandi bor va sirlarga to‘la
shaxs.

Jafri o‘z hikoyasida o‘quvchi tasavvurida voqealar rivojini yaqqol aks ettirish uchun boy
tasvirlardan foydalanadi. Bu orgali u gahramonlarning ichki kechinmalarini, ularning atrofidagi
muhitni chuqur his gilish imkonini beradi. Yozuvchi inson ruhiyati va jamiyatdagi ijtimoiy rollar
o‘rtasidagi ziddiyatni hikoya qiladi.

Leady 5 Lok b g Leadlal Led duny (531 (S35 30 J5Y (il Lagiin g e Jani g sl @S i gl elld 3 ;
Julaiall Y
Ugae 4l 5 508 b pa 5 Al Lgiall 5 e oS 55 s laaly e gall (ane | S

O‘sha kuni uning qip-qizil yuzlaridan ko‘z yoshlar ogqardi... U hayotida ilk bor barcha
orzularining ro ‘yobga chiqishiga sabab bo ‘Igan, hayot yo ‘lini yoritgan, uzoq umid bergan insoni
uchun yig‘lardi...

O ‘lim otasini olib ketdi, u uni onasi bilan qoldirdi... taqdir ixtiyoriga... va o ‘zining ukasi - uning
amakisi zimmasiga qoldirdi!

Surayya hayotidagi birinchi oilaviy fojiani eslaydi. U 14 yoshida otasidan ayriladi. Bu hayotning
birinchi zarbasi va u bu og'rigni ganchalik giyin bo'lmasin, yengib o'tdi. Amakisi gizlik mehridan
mahrum bo‘lgani sababli, uyini 0‘z mehr-muhabbati bilan to‘ldirgan jiyani borligidan xursand edi.
Alloh amakisiga yagona o‘g‘il ato etgan, u uni haddan tashqari erkalab, mehr-muhabbatga ko‘mib
tashlagandi. Amaki o‘g‘liga istagan narsasini qilishga ruxsat berar, uning barcha injigliklarini bajo
keltirardi.

Surayya amakisining uyidagi hayotidan rozi edi... U xotirjamlik va shodlik hissini tuyardi, ammo
bu hislarni bitta obraz xiralashtirardi. U bu obrazni abadiy xotirasida muhrlanib golmasligi uchun
uni paygamaslikka harakat gilardi.

2oaoall A Gladll e la i Y 5 LS Leaal La (1 (3Ladll (g Aadad A Ll (55 W LeS i)

Unga e'tibor berma... u uchun hech ganday mato sotib olma... unda bor narsaning o'zi kifoya...
va uni to'yga borishiga ruxsat berma.

U amakisining ko‘z qorachig‘i bo‘lgan o‘g‘li Shokirni yomon ko‘rardi. Uning har kungi qiliglari
Surayyaga yogmasdi. Bolalarcha xatti-harakatlari unga g‘alati tuyulardi, axir u Shokirdan yoshroq
edi!

Bu yerda biz Surayyaning akasi gapirganini ko‘rishimiz mumkin. Bu so‘zlar otaga nisbatan
rashk va singlisiga bo‘lgan mehrsizlikni ko‘rsatadi. U singlisiga to‘y uchun libos olmaslikni
so‘raydi. Surayyaga o‘zini boshqa oilada yashayotgandek tuyuladi. Garchi amakisi o‘g‘lini undan
ko‘proq sevsa-da, Surayya barcha oilaviy azoblarga chidashga majbur.

Leaie o jbal 8 LV 233 5 05 o ool )l Ly 4]y 4ie A3 o 8 5 $lae Lagaadd W 13l 4 iaay 33
3ol anls s
U o°z-o‘ziga mulohaza qila boshladi: “Nega ularni birga qo‘shmayman?”
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U o‘g‘lining oldiga borib, nima reja qilganini aytdi. O‘g‘lining qo‘llab-quvvatlashidan gariya
yanada xursand bo‘ldi.
Grial) Legn 5 iland Jind A3y ha WLl ol €] g all JAL s jony 8 50 jdea Ly i Gumial
Ledal s Ledla darlicny)
Amaki Surayyani bag‘riga bosib, o‘zining qarorini aytdi. U uning porlab turgan yuzining
xiralashganini paygadi.
Surayya sukut saqladi, tomog‘iga bir narsa tigilgandek bo‘ldi, u hech narsa demadi.
Bu yerda yozuvchi musulmon oilalarida garorni ayollar emas, erkaklar va katta yoshlilar gabul
qilishini ko‘rsatmoqchi bo‘lgan. Amaki shunday qaror qildi va Surayya bunga qarshilik ko‘rsata
olmadi. U jiyani uchun o‘z o‘g‘li bilan kelajakni tanladi.

JE 5 ol Jadd elia luna e 8 i) o 2l LS ora 5 Gloedall () il S el ayl e SLE Jao
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Shokir otasining oldiga kirib, qat’iy ravishda unga dedi:

- Men Surayya bilan Tehron ketaman... U yerda yangi savdo do ‘konini ochmogchiman.

Otasi unga e tiroz bildirdi:

- Sabr qil, turmush qurganingizga hali bir oy ham bo ‘Igani yo ‘q.

Lekin Shokir qat’iy edi va otasi uni fikridan qaytara olmadi.

Bu yerda yozuvchi Shokirning qanchalik erkatoy ekanligini ko‘rsatadi. Oilaning boshlig‘i
bo‘lgan amaki uning bu qaroriga rozi bo‘lmasligi mumkin edi, lekin u buni uddalay olmadi, chunki
Shokir juda qat’iy turib oldi. Oilada oxirgi so‘z amakiniki edi, ammo u o‘g‘lini hammadan ko‘proq
sevgani uchun, o‘g‘li otasining fikriga ta’sir o‘tkaza olardi. Surayya va uning onasi bu vaziyatga
hech ganday ta’sir ko‘rsata olmadi. Mana shu dagiqadan boshlab Surayyaning oilaviy muammolari
va azoblari boshlandi.

JS e g iy zraal e ) QDAY 5 aladd) i 5 Al 5 je il 5 aliaddly Legilia & 3 adliaY) Jhl
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Kelin-kuyov o ‘rtasida kelishmovchiliklar boshlandi, ular tez orada janjallarga, g ‘azabga, bir
kuni esa do ‘pposlashlarga aylanib ketdi. Shokir xotinini oz kayfiyatiga va istaklariga to‘g'ri
kelmagan har bir so ‘zi uchun urardi.

U yoshlarning uylarida deyarli hech qanday mebel yo‘q edi... Shokir oz fikricha, ortiqcha deb
bilgan narsalar bilan xotinining yashash sharoitini yaxshilashni xohlamasdi. Ikki xonali oddiy
kvartiraning ichki ko‘rinishi shunchaki polga to‘shalgan bir nechta gilamlar va yotoqdan iborat edi.

Shokir butunlay ishga sho‘ng‘ib ketgan, savdo ishlari uni oilasidan ko‘ra ko‘proq band qilardi.
Surayya esa sabr-togat bilan qurollanib, unga e’tiroz bildirmadi. U bu orqali eriga o°zi yashayotgan
achinarli hagigatni tushunishga imkon berishga harakat qildi, ammo Shokir hech narsani
paygamasdi. Hammasi turmushlarining birinchi kunidagidek qgolaverdi.

U nima gila olardi? Axir u onasidan, bir paytlar unga: "Sen hali juda yoshsan, hayotning giyin
damlari nima ekanligini hali tushunmaysan... mening irodamni bajargin va so‘zlarimni e’tiborsiz
qoldirma, amakining o‘g‘liga turmushga chiq... u sening kelajaging haqida qayg‘uradi, his-
tuyg‘ularingni asraydi", degan amakisidan uzoqda edi.
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Surayyaning yig ‘isi Shokirning g ‘azabini kuchaytirdi, uning butun vujudi titrogdan larzaga keldi
va u uning yuziga garab baqirdi: "Yo ‘qol... sen talogsan..."”

Ko‘rib turganimizdek, uning amakisi noto‘g‘ri edi. Surayya Shokir bilan baxtli bo‘la olmadi,
chunki ular bir-birini sevmasdi. Shokir oilani gadrlamasdi, uning uchun fagat ish muhim edi va
hamma narsa faqat o‘zi xohlagandek bo‘lishi kerak edi. Hatto u o‘zining singlisi va rafiqasi
ekanligini, oilani qadrlashi kerakligini ham eslamadi, uning uchun bu tuyg‘ular juda begona edi.

s 3 sl 5301 0310 b o 3 ] 54 L 05 g Gl 8 25 1A i
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Surayya Husayn Sabriga turmushga berildi... Uning ko ‘zlari erining yuziga tikilmadi va u hatto
uning yuz terisining rangini ham ajratishga urinmadi.

Va mana, amaki yana jiyanini turmushga uzatdi. U Surayya 14 yoshidan buyon his gilmagan
oilaviy quvonchni, baxtni his gilishini istadi. Bu safar ham amaki Surayyani kimga turmushga
berishni 0‘zi hal qildi. Surayya kitob o‘qishni yaxshi ko‘rardi, hamma narsani o‘qirdi. Eri yo‘qligida,
u bu bo‘sh vaqtlarida o‘qirdi! Bu soatlar asta-sekin oylarga aylandi, Husayn Sabri bularni
"sayohatlar vaqti" deb atardi... :

Jalsy 5 JLal cbal adl

U shol bo ‘lib qoldi!!

... va... juda qiyinchilik bilan...

Ushbu so'zlar Surayyaning ruhiy va jismoniy holatini aks ettiradi. Uning hayotida ketma-ket yuz
bergan fojialar (otaning o'limi, majburiy nikoh, erining e’tiborsizligi va hiyonati) natijasida u qattiq
ruhiy zarba oldi. Bu zarba uni gattiq ruhan va jismonan holdan toydirdi, bu esa oxir-ogibat shol
(mapanmu) bo‘lishiga sabab bo‘ldi. Bu so‘zlar Surayyaning ojizligini va o‘z hayotini boshqara
olmaslikdagi iztiroblarini chuqur tasvirlab beradi. U barchasiga sabr gildi, lekin uning tanasi bu
og'rig va chidashga bardosh bera olmadi.
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Ko ‘zlari ochildi, zaif nigohi bilan xonadagi mebellarga beparvo boqdi... go ‘yo o tib ketgan
o ‘tmishni qaytargandek, o ‘smirlik yillarini esladi... izsiz yo ‘qolgan kechagi kun vogealarini esladi.
Ortda esa o ‘z hayotini ko zgudagi aksida ko ‘rgan, tugash arafasidagi ayol parchalarini qoldirdi!
Bu hikoyada muallif bir qizning oilaviy hayotini ko‘rsatishni istagan. U kattalarga bo‘lgan
hurmati va an’analarga ko‘ra, mustaqil garor gabul gila olmagan. U ko‘zguga garab, hayotida
boshidan kechirgan qiyinchiliklarni eslaydi. Yozuvchi ayollarning ganchalik sabrli bo‘lishini
ko‘rsatmoqchi. Ular hayotning barcha qiyinchiliklariga dosh beradilar, ammo shunday bir lahza
keladiki, ularda kuch qolmaydi, barcha qiyinchiliklar ularni yiqitadi. Surayya otasining o‘limini
boshdan kechirdi, Shokirga turmushga chiqdi, uning qgiliglariga chidadi, keyin ajrashdi, onasining
o‘lganini eshitdi va bu azobga ham chidadi, yana ikki farzandi bor erkakka turmushga chiqdi. U
o‘zini baxtli deb o‘yladi, ammo eri boshqa yoshroq ayolga uylanganini eshitganida, ichidagi hamma
narsa parchalanib ketdi. Bu uning bardosh bera olmagan hayotidagi so‘nggi zarba bo‘ldi.
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Yo‘q, biz uning qayg‘usida amakisini ayblay olmaymiz, chunki u Surayyani juda yaxshi
ko‘rardi, uning baxtli bo‘lishini istardi. Yozuvchi bu bilan har bir insonning o‘z baxtini o°zi
qidirishga va 0‘z xohishiga ko‘ra turmushga chiqishga haqqi borligini isbotlamoqchi bo‘lgan. Lekin
0°‘z xohishi bilan turmushga chiqish ham baxtli bo‘lishni anglatmaydi, chunki inson bir uyda birga
yashamaguncha, boshga odamning ichida ganday shaxsiyat yashiringanini bilmaydi.

Ushbu hikoyani o‘qigandan so‘ng, turli savollar tug‘iladi: ayol baxtli bo‘lishi va nikoh
buzilmasligi uchun nima kerak? Bu savol haligacha ochiq va javobsiz qolmoqda.

Ushbu hikoya asosan gahramonlarning oilaviy-maishiy his-tuyg‘ulari doirasida cheklangan.
Muallif oilaviy munosabatlar, er-xotin o‘rtasidagi munosabatlar va yaqinlarning his-tuyg‘ulari kabi
turli muammolarga murojaat qilib, inson ruhini tushunadi va his giladi, shu bilan nikoh har doim
ham ayolga baxt, uyg‘unlik va erkinlik olib kelmasligini isbotlaydi. Sevilmagan kishiga turmushga
chiqish u uchun chinakam qayg‘uga aylanishi mumkin.

Shuningdek, hikoyada oilaviy qadriyatlar, sevgi, xafagarchilik, g‘azab, urf-odatlar, sabr-togat va
hurmat kabi tushunchalar ko‘rsatilgan.

Oiladagi va nikohdagi muammolar har kimda har xil bo‘ladi. Eng muhimi, bu muammolarni
yengib o‘tish va hal qilishni bilishdir.

Xulosa. Saudiyalik yozuvchi Abdullah Abdul Rahman Jafri "Ko'zgu" hikoyasida zamonaviy
Saudiya jamiyatidagi oilaviy hayotga xos bo'lgan chuqur maishiy muammolarni tasvirlaydi. Asar
gahramonlari Hasan va uning rafigasi bo'lib, ularning munosabatlari orgali yozuvchi shaxsiy baxt,
tushunmovchilik, yolg'izlik va ijtimoiy rollar bilan bog'liq masalalarni ko'taradi.

Mazkur hikoyada oilaviy muammolarning bir gancha jihatlari yagqgol ko'rsatilgan:

1. Mulogotning yo'gligi va tushunmovchiliklar: Hasan va uning rafigasi bir-birlari bilan ochiq
gaplasha olmaydilar. Ularning har biri 0'z ichki dunyosida yashaydi, bu esa munosabatlarda sovuqglik
va begonalikni keltirib chigaradi. Hasan o'zining yoshlikdagi orzulari va hozirgi hayotdagi farqdan
giynaladi, rafigasi esa turmush o'rtog'ining e'tiborsizligidan azob chekadi.

2. Yolgizlik va begonalik: Qahramonlar bir uyda yashasalar ham, ular ruhiy jihatdan
yolg'izdirlar. "Ko'zgu" aynan shu yolg'izlikni aks ettiradi. Hasan o'zini aynada ko'radi, ammo
o'zining kimligini tushunolmaydi, u oilaviy hayotining cheksizligida yo'qolib golgandek.

3. Ijtimoiy rollarning bosimi: Saudiya jamiyatida erkak va ayolning rollari gat'iy belgilangan.
Hasan oilani bogishga majbur, shu bilan birga 0'z xohish va istaklaridan voz kechishga majbur. Bu
uning ichki dunyosida keskinlikka sabab bo'ladi.

4. Ma'naviy va moddiy gadriyatlarning garama-garshiligi: hikoyada moddiy farovonlik
ma'naviy yaginlikning o'rnini bosa olmasligi ko'rsatiladi. Hasan moddiy jihatdan oilasini ta'minlay
oladi, ammo bu unga ruhiy gonigish va baxt keltirmaydi.

5. Ayolning mavgei: Garchi hikoyada ayolning ichki monologi to'liq berilmagan bo'lsa-da,
uning turmush o'rtog'i e'tiboriga muhtojligi va baxtsizligi sezilib turadi. Uning cheklanganligi va 0'z
his-tuyg'ularini eriga yetkaza olmasligi jamiyatdagi ayolning holatiga ishora giladi.

Jafri bu hikoyasida fagatgina individual muammolarni emas, balki butun bir jamiyatning
an'analar va zamonaviylik o'rtasidagi to'gnashuvini ham aks ettiradi. "Ko'zgu" hikoyasi orgali
yozuvchi odamlarni o'zlariga nazar tashlashga, oila a'zolarini tushunishga va hagiqiy baxtni izlashga
undaydi. Bu asar insonning ichki kechinmalari, oilaviy munosabatlarning murakkabligi va
zamonaviy dunyodagi yolg'izlik hagida chuqur falsafiy fikrlarni o'z ichiga olgan.
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“THE FORMATION OF LITERARY COMMUNITIES IN INDIA DURING THE
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Annotation

This article is devoted to the study of the problem of the formation of "literary communities” in India
(South Asia) in the Middle Ages.

When studying the history of literature of the Foreign East, a certain pattern is revealed in the formation
of literary unities and communities. The Middle Ages can be hypothetically considered as the time of the
immediate formation of literary complexes, which represent a huge amount of material from the prehistories
of literary trends.

One of the factors that contributed to the creation of a kind of "literary associations" was the language,
the primary element of literature. The concept of “special literary communities,” which emerged as a
corrective to Western European centrist ideas about the history of literature, is, in our opinion, very valuable
for orientalists, especially for Indologists. As we will try to show in this article, this concept, when applied to
Indian material, can take on a broader, generalized meaning than what was originally put into it. More
specifically, a "special literary community™ should not necessarily be a community of "national literatures."
In other words, "a special literary community™ is a more universal concept than the concept of "national
literature™.

India (South Asia) is a huge diversity of human communities, both historically and in modern terms.
Accordingly, a wide variety of literary communities is revealed to the literary critic.

In India, ar the end of the 1st — beginning of the 2nd millennium, in parallel with Sanskrit literature,
represented mainly by imitative works that copied classical samples, a literary tradition arose in living
languages.

In this article, we examined how promising the concept of "special literary community" is for Indologists
and Oriental studies in general. At the same time, it follows from these examples with sufficient evidence that
the "special communities” of national literatures are only a special case of a broader phenomenon, i.e.
“Special communities” can also exist between literatures of a different type with a different social basis.

Key words: literary communities, national literature, literary tradition, concept, “classical”’ languages,
“living” language, Hindi language.

ANNOTATSIYA

Ushbu maqola Hindiston (Janubiy Osiyo)da o ‘rta asrlar davrida “adabiy jamoalar "ning shakllanishi
muammosini o ‘rganishga bag ‘ishlangan. Chet ellar Shargi adabiyoti tarixini tadqgiq etishda adabiy birliklar
va jamoalarning shakllanishida ma’lum qonuniyatlar kuzatiladi. O ‘rta asrlarni adabiy yo ‘nalishlarning
shakllanishi jarayoni bilan bog‘liq bo ‘lgan murakkab adabiy tizimlarning bevosita paydo bo ‘lish davri
sifatida talgin etish mumkin.

Adabiy uyushmalar shakllanishiga ta’sir etgan omillardan biri — bu til bo ‘lib, u adabiyotning asosiy
tarkibiy qismi sanaladi. “Maxsus adabiy jamoalar” tushunchasi G ‘arbiy Yevropa markazlashgan adabiyot
tarixi haqidagi qarashlarga qarshi muqobil yondashuv sifatida paydo bo ‘lgan bo ‘lib, u sharqshunoslar,
aynigsa indologlar uchun katta ilmiy ahamiyat kasb etadi. Ushbu magolada biz bu tushunchaning Hindiston
adabiy materiallariga tatbiq etilganda dastlabki mazmunidan ko ‘ra kengroq va umumlashtirilgan ma’noga
ega bo ‘lishini ko ‘rsatishga harakat qildik. Boshqacha aytganda, “maxsus adabiy jamoa’ tushunchasi “milliy
adabiyot” tushunchasiga nisbatan yanada umumiy va universallik xususiyatiga ega.
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Hindiston (Janubiy Osiyo) tarixiy va zamonaviy jihatdan insoniy jamoalarning nihoyatda xilma-xilligiga
ega bo ‘lib, shu bois adabiy tanqid nuqtayi nazaridan ham turli xil adabiy jamoalar tizimi namoyon bo ‘ladi.
Hindistonda milodiy I ming yillik oxiri va Il ming yillik boshlarida, asosan klassik namunalarni takrorlovchi
sanskrit adabiyotiga parallel ravishda, ‘‘jonli tillar”’da yangi adabiy an’analar shakllana boshlagan.

Mazkur magqolada “maxsus adabiy jamoa” tushunchasining indologiya va shargshunoslik uchun
istigbolli ilmiy yondashuv sifatidagi ahamiyati tahlil gilinadi. Tagdim etilgan misollar shundan dalolat
beradiki, “milliy adabiyotlar "ning maxsus jamoalari aslida kengroq adabiy hodisaning bir ko ‘rinishi xolos.
Ya’ni, “maxsus jamoalar” turli ijtimoiy asos va madaniy muhitga ega bo ‘Igan adabiyotlar o ‘rtasida ham
mavjud bo ‘lishi mumkin.

Kalit so“zlar: adabiy jamoalar, milliy adabiyot, adabiy an’ana, tushuncha, klassik tillar, jonli til, hind
tili.

Annomauusn

Hannaa cmamvs noceswena ucciedos8anuio npoonemvl GopMuposaHiuss «IUmepamypHsix cooouwecms» 6
Unouu (FOsxcnou Asuu) 6 nepuoo Cpeduesexosvs. Ilpu uzyuenuu ucmopuu aumepamypvl Bocmoka
BbIABGNAIOMCS ONpeOeNéHHble 3aKOHOMEPHOCMU 8 npoyecce CMAHOBIeHUs TUMepamypHuIX 00beOuHeHull U
coobwecms. Cpeonesekogbe Modicem Obimb UCMOIKOBAHO KAK IMAN HENOCPEeOCMEEHHO20 POPMUPOBAHUSA
CILOJICHBIX TUMEPAMYPHBIX CUCTEM, CEA3AHHBIX C PA36UMUEM TUMEPAMYPHBIX HANPAGIEHULL.

OO0num u3 paxmopos, noGIUABUWUX HA YOPMUPOSAHUE TUMEPAMYPHBIX 00bEOUHEHUN, AGNANCA AZLIK —
OCHOBHOU CMPYKMYpHbLL 91emenm aumepamypul. llonamue «0coOblX auUmMepamyphuix coobujecmey,
B03HUKWEE KAK AIbIMEPHAMUBA 3aNAOHOEBPONEICKOMY YEHMPUCHICKOMY NOOX00Y K UCTOPUU TUMepamypbl,
npeocmasisiem 3HAYUMENbHYIO HAYYHYIO YEHHOCb OJi 80CMOK08e008, 0COOEHHO 0/ UHO0A0208. B
HacmosAwjew cmamve NOKA3aHO, YMO NPU NPUMEHEHUU 3020 NOHAMUA K UHOUNCKOMY JUMepamypHOMy
mamepuany OHO npuobpemaem 6onee WUPOKUNL U O0OO0OWEHHBIL CMbICT, Hedceu NePEOHAUATbHO
npeononaeanocs. Huvimu croeamu, noumsmue «ocoboe aumepamypHoe coobujecmeoy seisiemcs 6oiee
VHUBEPCANbHBIM, YeM NOHAMUE «HAYUOHANbHAS TUMepamypay.

HUnoua (FOxcnas A3us) omnuvaemcs upe3sbluaiHbM pasHooopasuem 4enoeyeckux coobujecms Kax 6
UCMOPUYECKOM, MAK U 8 COBPEMEHHOM dcneKkme, 8CledCmesue ye2o 0. IUmepamyposeod omKpbléaemcs
WUPOKULL cnekmp aumepamypHulx oownocmeu. B Hnouu 6 konye [ — nauane Il meicauenemus, napanneibho
C  CAHCKpUMCKOU  JUMepamypoll,  NpeoCMAaNeHHOU  NPeumMywecmeeHHo  NoopadicamenbHbiMU
NPOU368E0CHUAMU KAACCUHECKO20 MUNA, HAYUHAEn OPMUPOBAMbCS TUMePAMYpPHAs MPaoUuyls Ha «HCUBBIXY
A3BIKAX.

B cmamyve ananusupyemcs Hayunas 3HAWUMOCMb KOHYENYUU «0C06020 TUmMepamypHo2o cooouecmeay
015l UHOONO2UU U B0CMOKOBeOeHUs 8 yenom. llpusedénuvie npumepvl C8UOEMENbCMEYIONM O MOM, YMO
«ocobvle coobuecmsay HAYUOHANLHBIX JUMEPAmyp npeoCcmasisaiom coool Iub Yacmuslll cayuai Oonee
wupokozo AeneHua. Huvimu croseamu, «ocodvie coobwecmea» MOSYm CYWecmeosams U MedxHcoy
aumepamypamu. pasiuiHo20 mund, OCHOBAHHbIMU HA UHBIX COYUATbHBIX U KYIbIMYPHIX NPUHYUNAX.

Knwuesvie cnosa: numepamypHvle coodwecmsea, HAYUOHANbHAS JAUMepamypa, JIumepamypHas
Mpaouyust, KOHYenyus, «KIACCUIecKuey sA3blKU, KHCUBOU) A3bIK, XUHOU.

INTRODUCTION

The study of literary communities provides valuable insights into the dynamics of cultural and
intellectual exchange within a civilization. In the case of India, the Middle Ages — spanning
approximately from the 8th to the 18th century — represent a period of profound transformation in
the field of literature, marked by the coexistence of classical and vernacular traditions, the rise of
new linguistic identities, and the interweaving of religious and philosophical ideas. During this time,
literary activity became a powerful medium for expressing collective consciousness, reflecting not
only artistic aspirations but also the social, political, and spiritual dimensions of Indian society.

The emergence of multiple literary communities across regions and languages — including
Sanskrit, Persian, Tamil, Bengali, and Hindi — exemplified the cultural plurality of medieval India.
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These communities did not function in isolation; rather, they interacted and influenced one another
through translation, adaptation, and shared patronage systems. Religious movements, such as the
Bhakti and Sufi traditions, played an especially crucial role in shaping literary expressions,
democratizing literature, and making it accessible to broader audiences.

By examining the formation of literary communities in India during the Middle Ages, this paper
aims to elucidate the processes that fostered linguistic diversity, encouraged cross-cultural dialogue,
and ultimately contributed to the creation of a unified yet pluralistic literary landscape. The concept
of “special literary communities,” as an analytical framework, allows for a broader understanding
of the interconnectedness of Indian literatures and their position within the wider context of Oriental
and global literary development.

MAIN PART

Middle Ages in India, spanning approximately from the 8th to the 18th century, marked a
significant period of cultural and literary development. During this era, various literary communities
emerged, contributing to the rich tapestry of Indian literature. These communities were characterized
not only by their linguistic diversity but also by their philosophical and artistic expressions. This
essay explores the formation, characteristics, and contributions of literary communities in medieval
India, illuminating their critical role in shaping the literary landscape.

One of the most remarkable aspects of the literary scene in medieval India was its plurality. The
region witnessed the flourishing of diverse languages and dialects that gave rise to vibrant literary
traditions. Notably, languages such as Sanskrit, Persian, Tamil, Bengali, and Hindi played pivotal
roles in shaping the intellectual and artistic milieu of the time. Each linguistic community fostered
its unique literary expressions, often influenced by local culture, social dynamics, and historical
contexts. For instance, the Tamil literary community in the southern part of India produced
numerous works that reflected the intricacies of spirituality, love, and nature, prominently featured
in the classical Sangam literature.

The emergence of religious and philosophical movements also significantly impacted literary
communities. The Bhakti movement, which began in the 15th century, witnessed the rise of saints
and poets such as Kabir, Mira Bai, and Tulsidas. These figures created devotional poetry that
transcended rigid social structures and castes, fostering a sense of inclusivity. The literary works
produced during this period often conveyed profound spiritual messages, making literature
accessible to the masses and promoting a sense of community among the followers of various faiths.
These poets established literary networks that not only spread their ideas but also facilitated dialogue
among different sects, enriching the cultural fabric of the nation.

Patronage played a crucial role in the development of literary communities during the Middle
Ages. Courts and royal dynasties, such as the Mughals in North India and the Vijayanagara Empire
in the South, provided both financial support and social encouragement for literary pursuits. Poets,
scholars, and playwrights found refuge in royal courts, where they often composed works that
celebrated the glory of their patrons while advancing literary styles and genres. The synthesis of
Persian and Indian literary traditions during the Mughal era, for example, resulted in remarkable
contributions to poetry, history, and philosophy, with notable figures such as Amir Khusrau and
Zahiruddin Muhammad Babur emerging as key literary figures.

Moreover, the emergence of vernacular literature marked a significant shift in the inclusivity of
literary communities. The period saw a movement away from scholarly works written primarily in
Sanskrit or Persian. Regional languages became vehicles for storytelling, folklore, and historical
narratives. The promotion of regional literature facilitated a deeper connection with local customs,
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traditions, and everyday experiences, allowing ordinary people to engage with literary forms in ways
that were previously inaccessible. This democratization of literature fostered a sense of shared
identity within communities and encouraged the propagation of cultural and linguistic pride.

As literary communities continued to evolve, they reflected not just the socio-political dynamics
of medieval India but also regional identities and cultural distinctiveness. The exchange of ideas and
literary forms among different communities fostered a vibrant intellectual discourse. Translations
and adaptations of texts across languages enriched the literature of India, leading to innovative
genres and styles.

In studying the history of literature in the foreign East, a certain regularity in the formation of
literary unities and communities can be observed. The Middle Ages can be hypothetically viewed
as a time of direct formation of literary complexes, which represent an immense material for the
prehistory of literary directions. One of the main tasks is to consider how promising the concept of
"special literary community" is for Indologists and Oriental studies as a whole.

Indian literature is rich with monuments that have gained worldwide recognition. The concept
of "special literary communities,” which emerged as a corrective to Eurocentric views of literary
history, is, in our opinion, very valuable for Orientalists, especially for Indologists. As we will
attempt to demonstrate in this article, this concept, when applied to Indian material, can acquire a
broader, generalized meaning than what was initially intended. Specifically, a "special literary
community" does not necessarily have to be a community of "national literatures™.

South Asia is a historical and cultural concept roughly comparable in scope to Europe, and the
literatures of this region form a complex that can be compared to the complex of European
literatures, and perhaps even surpasses it in terms of complexity and the number of constituent parts.
For example, linguists count at least 200 different languages in South Asia. However, there are far
fewer major languages—those that unite large groups of people and have a more or less developed
literary tradition—amounting to about 20 to 30 languages.

Firstly, written use was established (earlier than the new Indo-Aryan languages) for
representatives of at least two intermediate stages of language evolution within that family, the so-
called "Prakrits," and later the languages known as "Anabharntha."

We can speak of several more or less distinct literary traditions (literatures) in these languages.
They have not yet been studied sufficiently, but as far as we can tell, the distinction of these
literatures was related not so much to the formation of any ethnic communities as to other social
processes (for example, religious movements: thus, one of the Prakrits became the sacred language
of the Jain Canon).

The interaction between various literary traditions facilitated a cross-pollination of ideas, as
scholars and poets sought inspiration from each other’s works, enriching the broader narrative of
Indian literature.

In conclusion, the literary communities in India during the Middle Ages played a crucial role in
shaping the nation’s cultural and intellectual landscape. Their multilingual expressions, influenced
by religious movements, royal patronage, and the emergence of vernacular literature, contributed to
a dynamic literary heritage. As starting points for future literary movements, these communities laid
the groundwork for a more inclusive and representative literary culture. The richness and diversity
of medieval Indian literature continue to resonate today, illustrating the enduring legacy of these
literary communities.

Only the powerful transformations over the past two centuries, linked to the intense interaction
between Indian and European cultures, have brought new Indo-Aryan and Dravidian languages to
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the forefront. It is during the 19th and 20th centuries that literature in living Indian languages began
to form in the modern sense of the word, i.e., artistic literature in the form of printed books intended
for a more or less wide readership. These languages and literatures, like those of modern Europe,
began to be regarded as the heritage of large human communities—national or (more often) quasi-
national.

It should be noted that the overwhelming majority of South Asia's population still engages with
literature primarily in oral form, often without formal education. Classical Sanskrit literature, of
course, demands a more sophisticated understanding. However, in modern India, there are many
individuals for whom the poems of Kalidasa are just as dear and esteemed as contemporary novels.
Thus, it is likely that we can speak of a "commonality"” between Sanskrit literature on one side and
new Indian literatures on the other.

This "special commonality" is, of course, of a very specific type and differs from the "special
commonalities™ of two or more living literatures. Nevertheless, in a sense, Sanskrit literature is still
a living literature; not only are its ancient texts read and revered, but new works are also being
created.

The Literary Academy of the Republic of India recognizes Sanskrit as one of the modern literary
languages and awards prizes for the best works in Sanskrit, although, of course, in terms of
significance within contemporary culture, these works can hardly be compared with those in newer
languages. In the past of Indian culture, a historian could undoubtedly find many instances of
"special literary communities,” quite similar to those that exist in the modern world. For example,
one could examine the coexistence of Sanskrit literature and Prakrit literature during their period of
intense development, and in later times, the coexistence of literature in Sanskrit, Prakrit,
Apabhramsa, and even new languages.

In southern India, there were "special communities"” of Sanskrit and Dravidian literatures among
themselves. In the 2nd millennium BCE, Persian literature began to engage with various literary
communities in India. We will limit our discussion to a few cases of "special literary communities"
in South Asia in the 19th and 20th centuries.

The "Muslim™ conquest inevitably influenced the development of Indian literatures. Its
consequence was, in particular, the so-called Indo-Muslim cultural synthesis, which refers to the
incorporation of the cultural traditions of Middle Eastern peoples by the peoples of India and the
formation of a new literary community in India—Persian literature. Its most prominent
representatives from the 18th century onward included Amir Khusrow Dehlavi, Hasan Dehlavi,
Nahtabi, a group of 16th-century authors, and later, Bedil (17th-18th centuries).

In India, at the end of the 1st millennium and the beginning of the 2nd millennium, alongside
literature in Sanskrit, which was mainly represented by imitative works that copied classical models,
a literary tradition began to emerge in the living languages. The partial synchrony of this process is
disrupted by only two literatures: Tamil, which has its origins in antiquity, and Urdu, which appeared
later than the others and developed under the strong influence of Persian literature.

The close kinship of various peoples in India resulted in some authors "belonging” to two or
even three literatures (such as Namdev, Vidyapati, Mirabai, and others). A characteristic feature of
literary life in India was the assignment of a specific language to certain themes and plots determined
by religion or heretical teachings. In this context, the roles of Braj and Avadhi are particularly
interesting. The collection of works in these languages, which became literary languages or dialects,
can be viewed as a relatively independent literary complex. Braj, localized in a specific geographical
area (the upper part of the region between the Ganges and Jamuna rivers), became the language of
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many poets in Maharashtra in the West and reached Bihar in the East during the 15th to 18th
centuries.

At the same time, it was quite common during the medieval period for authors to be bilingual.
The same person would write in both living languages and Sanskrit (such as Vidyapati Thakur in
the 15th century). There are also known works created in several languages, such as the "Ramayana”
by Gulsi Das in the 16th century, among others.

In continuity with ancient traditions, literature that unites the creativity of various peoples based
on religious criteria (Judaism, Hinduism, Buddhism, Zoroastrianism, Christianity, Islam) continued
to thrive or was newly formed. In this context, one can find commonalities among the literary
monuments of any particular religion, even those created in different languages and at different times
(shared plots, characters, and a "set™" of genres).

Many of these literatures played a significant role in the cultural life not only of their own people
but also of neighboring ones. For instance, the Iranians were partially immersed in the foreign
environment of Buddhism, which contributed to Iranian literature through its artistic expression.

Commonalities of a different nature often arose from heretical teachings that could later evolve
into religions (the Manichaean heresy in Zoroastrianism, the Ismaili heresy in Islam). The
Manichaean heresy, and later its religious form, gave rise to its own literature, known as Manichaean
literature.

In conclusion, the literary communities of India during the Middle Ages played a pivotal role in
shaping the cultural and intellectual landscape of the subcontinent. These communities were
characterized by their diverse linguistic, regional, and religious compositions, fostering a rich
tapestry of literary expression that transcended boundaries. The interactions among poets,
playwrights, and scholars in various courts and religious establishments facilitated the exchange of
ideas and the flourishing of genres such as poetry, prose, and drama.

The patronage from royal courts and religious institutions was instrumental in the development
and dissemination of literature, enabling writers to explore themes reflective of their societal
contexts, from devotion to philosophical inquiry. The emergence of vernacular languages, alongside
classical forms, democratized literature, making it accessible to a wider audience and encouraging
a sense of identity among various communities.

Moreover, the impact of these literary communities extended beyond their immediate temporal
and spatial confines, laying the foundational stones for future literary movements and enriching the
cultural heritage of India. The legacies of renowned figures from this era continue to influence
contemporary literary practices, demonstrating the enduring significance of these medieval
communities.

In essence, the literary communities of medieval India were not merely groups of writers and
thinkers but were vibrant collectives that nurtured creativity, encouraged dialogue, and fostered a
profound appreciation for the power of words. Their contributions remain an integral part of India’s
historical narrative, highlighting the essential role of literature in the formation of cultural and
intellectual identities.

The examples discussed demonstrate the promising nature of the concept of "special literary
community” for Indologists and Oriental studies in general. At the same time, it is evident from
these examples that "special communities™ of national literatures are merely a particular case of a
broader phenomenon; as mentioned earlier, "special communities” can also exist among literatures
of different types with different social foundations.
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Further and more in-depth development of the concept of "special literary community" and the
entire range of related concepts will undoubtedly require engaging with disciplines beyond literary
studies, such as history, ethnography, sociology, and linguistics. There is nothing strange about this;
on the contrary, modernity is characterized by the mutual penetration and even integration of
different sciences. It is well-known that valuable results are often obtained at the “intersections"” of
sciences. Moreover, the boundaries between different sciences are as arbitrary as the boundaries
between different literatures.

CONCLUSION

The literary communities of medieval India constituted a vibrant and multifaceted phenomenon
that significantly shaped the cultural and intellectual foundations of the subcontinent. Emerging
from diverse linguistic, religious, and regional contexts, these communities created a dynamic
environment where literature served as a means of both spiritual reflection and social interaction.
Through the coexistence of classical and vernacular languages, the synthesis of indigenous and
foreign traditions, and the active patronage of courts and temples, Indian literature of this era
developed into a richly layered cultural system.

The study demonstrates that the concept of “special literary communities” provides a valuable
theoretical lens for understanding the complexity of Indian literary evolution. Far from being
confined to national or ethnic boundaries, these communities transcended linguistic and cultural
divisions, giving rise to new forms of artistic expression and intellectual exchange. The interaction
between Sanskrit, Persian, and regional languages — as well as between religious and secular
traditions — reflects the deep interconnectedness of India’s literary history.

In conclusion, the formation of literary communities in medieval India was not merely a
literary phenomenon but also a reflection of the broader historical processes that defined Indian
civilization. Their enduring legacy continues to influence modern literary movements, affirming
the role of literature as a unifying force that bridges time, language, and culture.
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G‘ULOM G*‘AVS XAYBARIYNING TARIXIY
ROMANLARIDA SYUJET MASALASI

SARDOR QORABOYEV
Filologiya fanlari bo ‘yicha falsafa doktori (PhD), TDSHU

—— —

Annotatsiya: Maqolada G ‘ulom G ‘avs Xaybariyning tarixiy romanlaridagi syujet masalasi ko rib
chigilgan. Unda yozuvchining tarixiy mavzudagi “Araxosiyalik qiz va makedoniyalik Iskandar”, “Olov
alangasi”, “Qandahor hayriqigi”, “Abdaliy qilichi” kabi romanlarida syujet liniyasi, xronikali,
konsentrik, retrospektiv syujet tiplari hamda syujetning prolog, ekspozitsiya, tugun, vogealar rivoji,
kulmunatsiya, badiiy yechim va epilog (xotima) kabi tarkibiy gismlarining bosgichma-bosgich ochib
borish masalalari tahlil gilingan.

Kalit so‘zlar: tarixiy romanlarda syujet masalasi, syujet liniyasi, xronikali, konsentrik va
retrospektiv syujet tiplari, syujetning asosiy tarkibiy gismlari.
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Annomauua: B cmamve paccmampusaemcs 6onpoc crodxcema 6 ucmopuyeckux pomanax 1 yiama
l'asca Xaiibapu. Ananuzupylomes crodcemuas JTUHUsL UCTNOPULECKUX POMAHO8 NUCAMENs, MAKUX KaK
“Hesyuxa uz Apaxocuu u Anexcanop Maxedonckuii”, “Ilnamsa oensn”, “Kpux Kanoaeapa”, “Meuw
Aboaneil”, XpOHUKATbHBIL, KOHYEHMPUHECKUU U DPempOoCneKMUGHbIL Munbl Clodicemd, d Mmaxdice
noCmenenHoe packpolimue maKux KOMNOHEHMO8 CIOHCema KaK npoaoe, SKCNO3UYUS, 3a653Kd, pa36umue
cobbImutl, KyTbMUHAYUS XYOO0IHCECMBEHHAS PA3BA3KA U INUNO02.

Knioueswie cnosa: sonpoc crodxicema 6 UCmopuieckux poManax, CIOHCemuas TUHUsL, XPOHUKATbHbIL,
KOHYEeHMPU4ecKull U pempoCneKmuHblLL munwl CIOJcemd, 0CHOBHblE KOMNOHEHMbL CIOJCemd.

Abstract. The article examines the issue of plot in Ghulam Ghaus Khaybari’s historical novels. It
also deals with the analysis the plot line of the writer’ historical novels, such as “The Girl from
Arakhosia and Alexander the Great”, “The Flame of Fire”, * of Kandahar”, “Abdaley sword”, the
chronicle, concentric and retrospective plot types, and the gradual disclosure of such components of the
plot as prologue, exposition, inciting incident development of events, climax, artistic denouement and
epilogue.

Key words: the issue of plot in historical novels, the plot line, chronicle, concentric and retrospective
plot types, basic components of the plot.

Har ganday tarixiy asar markazida millat tarixida ro‘y bergan muhim voqgea-hodisani zamonaviy
davr muammolari nuqtai-nazaridan gayta ishlash magsadi yotadi. Tarixiy asarda vogea ko‘p tarmoqli
bo‘lishi va uzoq vaqt davom etishi mumkin. O‘zbek olimi, akademik Izzat Sulton ta’kidlaganidek
“asarda hikoya qilinayotgan vogea “syujet” deb ataladi. Syujet badiiy asarda tasvirlangan odamlarning
o‘zaro aloqalari ular o‘rtasidagi qarama-garshiliklar, u yoki bu xarakterning, tipning tarixi, o‘sishi,
tashkil topib borishidir”.!

Adabiyotshunoslik lug‘atlarida syujetga quyidagicha ta’rif beriladi: “Syujet (fr.sujet — predmet,
asosga qo‘yilgan narsa) — badiiy shaklning eng muhim elementlaridan biri, asardagi bir-biriga uzviy
bog‘liq holda kechadigan, qahramonlarning xatti-harakatlaridan tarkib topuvchi voqealar tizimi”.?

Pashtu tarixiy romanchiligi asoschilaridan biri G‘ulom G*‘avs Xaybariy asarlarida syujet tarixiy davr
asosiga qurilgan bo‘lsa ham, asosiy magsad zamonaviy davr muammolari, ya’ni milliy o‘zlikni anglash,
afg‘onlarning boy tarixini tasvirlash orqgali millat g*ururi, sha’nini ko‘tarish, vatanga bo‘lgan muhabbatni
kuchaytirishdan iborat edi.

XX asrning ikkinchi yarmida G*.G*.Xaybariyning tarixiy mavzudagi xS Jsada ol alay 5580
[Arokuzi peg‘la av Maqduni Iskandar] - “Araxosiyalik qiz va makedoniyalik Iskandar”, 4l sl 2
“D’ o‘r lamba” — “Olov alangasi”, b JwaiS 2 “D’ Kandahor nore” — “Qandahor hayriqig‘i”, S 2
o3 “D’ marg sandara” — “O‘lim qo‘shig‘i”, eus8 Al 2 “Abdaley to‘ra” — “Abdaliy qilichi” kabi
romanlari chop etildi.

Ular orasida 1956-yilda chop etilgan “Olov alangasi” nomli tarixiy roman Syujet liniyasining
yagonaligi bilan digqatni jalb etsa, “Abdaliy qilichi” romani syujet liniyasining ko‘p tarmoqli ekanligi
bilan ajralib turadi.

“Olov alangasi” romanida syujet liniyasining bitta ekanligini asar hajman yirik bo‘lganligi holda
tasvirlanayotgan davrni qisgaligi bilan izohlash mumkin. Asarda birinchi ingliz-afg‘on urushining
(1838-1842 yy.) yakuniy bosqichi, ya’ni, 1841-yilning 11-dekabridan 1842-yilning 24-fevraligacha
bo‘lgan qgisqa davr tasvirlangan. Asardagi syujet asosan harbiy-siyosiy vaziyat, personajlarning siyosiy

! Tzzat Sulton. Adabiyot nazariyasi. Toshkent-2005, 108 b.
2 Quronov D., Mamajonov Z., Sheraliyeva M., Adabiyotshunoslik lug‘ati. Toshkent-2010, 287 b.
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faoliyati va harbiy harakatlaridan tarkib topgan. Roman syujetning “tashqi harakat” dinamikasiga
asoslanganligi ularning bir maqsad yo‘lidagi xatti-harakatlari, kurashi, to‘qnashuvlari, ularning
taqdiridagi o‘zgarishlarda ko‘rinadi. Asar syujetiga ko‘ra, 1841-yilning 11-dekabrida afg‘onlar va
inglizlar o‘rtasida kelishuv shartnomasi imzolanadi. Kelishuv bo‘yicha, Kobulda gamalda qolgan ingliz
harbiylari barcha asirlarni afg‘on tomoniga topshirib, Afg‘oniston hududidan chiqib ketishlari kerak edi.
Lekin inglizlar tomonidan kelishuv shartlarini bajarishning kechiktirilishi pashtunlarning keskin choralar
ko‘rishiga majbur qiladi. 1841-yilning 23-dekabrida ingliz harbiylarining Kobuldagi qo‘mondoni
general Maknoten otib o‘ldiriladi va Kobuldan Hindistonga garab chekinayotgan besh ming kishilik
ingliz harbiylari va Afg‘oniston hududida joylashgan ingliz harbiy gismlarining barchasi yo‘q qgilinadi.
Inglizlaring tarafdori bo‘lgan amir Shujo ul-Mulk ham barakzay qgabilasi sardori tomonidan otib
o‘ldiriladi. G‘.Xaybariy asarda voqealarning aniq sanalari bilan berishi hamda general Seyl
va doktor Bridon kabi tarixiy shaxslarning ishtiroki uning ishonchli chiqishini ta’minlagan. Asarda
alohida syujet liniyasini tashkil etmasa ham, badiiylikni ta’minlash magsadida bir nechta to‘qima obraz
kiritilgan. Shunday to‘qima obraz asar gahramonlaridan biri ingliz ofitseri Jonson hisoblanadi. U
afg‘onlar yurtidagi ushbu magsadsiz urush muvaffaqiyatsizlik bilan tugashini anglab yetadi va islom
dinini gabul qilib, pashtun giziga uylanadi va umrining oxirigacha Afg‘onistonda baxtli hayot kechiradi.
U asosiy qahramonlardan bo‘lmaganligi uchun uning hayot yo‘li asarda syujet liniyasi darajasiga
chigmagan.

“Olov alangasi” pashtu tilidagi dastlabki tarixiy roman bo‘lib, unda birgina syujet liniyasi orqali
birinchi ingliz-afg‘on urushidagi ijtimoiy-siyosiy muhit mahorat bilan tasvirlangan. Muallif aniq tarixiy
shaxslar va vogealarni berish orqali o‘quvchini o‘sha davrdagi siyosiy mojarolar girdobiga, harbiy
harakatlar va qurolli to‘qnashuvlarni batafsil yoritish orgali jangovar harakatlar ogimiga olib kira olgan.

G*.G* Xaybariyning tarixiy romanlari orasida ko‘p tarmoqli syujet liniyaga ega asar afg‘on
davlatchiligi asoschisi Ahmadshoh Abdaliyning Hindistonga qilgan yurishini aks ettirgan “Abdaliy
qilichi” romani hisoblanadi. Roman 1973-yilda Qandahorda chop etilgan.

Asardagi asosiy syujet liniyasi Ahmadshoh Abdaliyning 70 ming qo‘shini bilan Hindistonga kelishi,
Dehliga yetib kelgan Ahmadshoh Abdaliy ittifogchisi hisoblangan boburiy podshoh Olamgir
Ikkinchining gotillari va marathlarga garshi urush boshlashi, Hofiz Rahmatxon? boshchiligidagi ruhila
(Hindiston hududida yashovchi pashtun gabilalari) sardorlari, Dehlidagi hokimiyat uchun bo‘lgan ichki
kurashda o0°z manfaatini ko‘zlayotgan, asli kelib chiqishi afg‘on bo‘lgan boburiylarning sarkardasi Najib
ud-Davla? hamda Avadh?® hukmdori Shujo ud-Davla* o‘z qo‘shini bilan Ahmadshoh Abdaliyga
qo‘shilishi, hind qo‘shinlarini ta’qib qilib, ularni Panipat jang maydonida yengishi va katta o‘lja bilan
Afg‘onistonga qaytishi hisoblanadi.

! Hofiz Rahmatxon — 1748-1774 yillarda Hindiston hududidagi pashtun gabilalari yashovchi Ruhilobod viloyati
hukmdori.

2 Najib ud-Davla 1707 — 1770 yillarda yashagan, asli kelib chigishi pashtunlarning Yusufzay qabilasidan bo‘lgan
davlat arbobi. Boburiylar sarkardasi bo‘lgan Najib Xon Yusufzay

1740-yillarda Najibobod shahriga asos soldi. U 3-Panipatning jangida Ahmadshoh Adbaliyning g‘alaba qozonishda
muhim rol o‘ynaganligi uchun yirik sarkarda sifatida tanildi va umrining oxirigacha Boburiylar qo‘mondoni va Dehli
hokimi sifatida faoliyat yuritdi.

3 Avadh — boburiylar kuchsizlanganidan foydalanib, o‘zini mustaqil deb €’lon gilgan hudud. Dehlidan sharqda
joylashgan bu hudud hindistonlik shia musulmonlar tomonidan boshqarilgan.

4 Shujo ud-Davla — 1754-1775 yillarda Avadh hukmdori.
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Muallif obyektivlikni saglash uchun romanga yana bir xuddi shunday syujet liniyasini Kiritadi. Bu
Ahmadshoh Abdaliyga garshi tomon — Hindistondagi Maratha konfederatsiyasi * lashkarboshisi
Sadhashiv Bhaou Rao qo‘shinlari liniyasidir. Maratha lashkarboshisi Sadhashiv Bhaou Rao va
go‘mondonlar Shamshir Bahodir, Vishvos Rao, Jhangu Rao, Malhar Rao, Govind Pant, Damaji
Gaikvad, Ibrohim Gardiy va Suraj Mal Jat boburiylar sulolasini bo‘ysundirib, shimoliy Hindistonni
marathlar davlati tarkibiga qo‘shib olish rejasini tuzadilar. Bu yo‘lda ular boburiy Olamgir Ikkinchining
vaziri Imod ul-Mulk bilan yashirincha til biriktirib, uni o‘ldiradilar va o‘rniga Shoh Jahon Uchinchini
taxtga o‘tqazadilar. Shu sababli Hindistonga yetib kelgan Ahmadshoh Abdaliy ittifoqchisi hisoblangan
boburiy podshoh Olamgir Ikkinchining qotillari va marathlarga garshi urush boshlab yuboradi. Shoh
Jahon Uchinchi Dehlini tashlab gochadi, Imod ul-Mulk esa marathlar lashkariga borib qo‘shiladi. Lekin
taqdir tagozosi bilan ikki yirik qo‘shin Jamna daryosining ikki qirg‘og‘ida qolib ketadi. Yomg‘ir
mavsumi bo‘lganligi sababli Jamna daryosining suvi toshib, katta lashkar bilan daryodan o‘tishning iloji
bo‘lmay qoladi. Bu ikki syujet liniyasidagi voqealar rivoji ikki yirik qo‘shinning Panipat qal’asi?
yaqinidagi jang maydonida to‘qnashuvi bilan birlashadi.

Shuningdek, yozuvchi o‘quvchini tarixiy voqealar va jangovar harakatlardan zeriktirmaslik uchun
asarga badiiy to‘qima — afg‘on jangchisi Akbarxon va hind gizi Krishnapiari obrazlarini, ya’ni uchinchi
syujet liniyasini — sevgi gissasini olib kirgan. Bunda muallif Akbarxon obrazi orgali pashtunlarning
idealini yaratishga harakat gilgan. Krishnapiari sevgi, samimiylik va sadogat ramzi sifatida talgin etilgan.
Akbarxon va Krishnapiari sevgi gissasi ularning bir-biriga dushman bo‘lgan ikki tomonda bo‘lishlariga
garamay, oxir-ogibat bir-biriga yetishishi bilan tugaydi. Akbarxon jangda yaralanib, ko‘r bo‘lib qoladi
va sevishganlar Afg‘onistonga gaytib kelib, G*azni shahrida baxtli hayot kechiradilar.

Muallif tomonidan kiritilgan bu uchinchi syujet liniyasi syujetning birlamchi funksiyasini to‘liq
bajarilishiga imkon yaratdi. Chunki “syujetning birlamchi funksiyasi asarda yoritilayotgan muammoni
badiiy tadqiq qilishga imkon beradigan hayot materiallarini uyushtirib berishdan iborat”.® Romanga
ijtimoiy hayot materiallarining olib kirilishi yozuvchiga tarixiy voqealar haqida ma’lumotlar berish bilan
cheklanmasdan, ularni badiiy jonlantirish orqali o‘quvchilarni o‘rta asrdagi afg‘onlar va hindlarning urf-
odatlari, gadriyatlari va 0‘zaro munosabatlari bilan tanishtirish imkonini berdi.

Akbarxon obrazi ikki xalq orasidagi o‘zaro munosabatlarning ijobiy tomonlarini tasvirlashga xizmat
gildi. U yordam berish uchun o‘ziga biriktirilgan Gungram oilasiga eng og‘ir kunlarda yelkadosh bo‘ldi.
Urush tufayli mamlakat poytaxti Dehli shahrida ozig-ovqgat taqchilligi boshlanganda asar gahramonlari
insoniylik sinovidan o‘tkaziladi. Chin insoniy munosabatlar — mehr-ogibat, sevgi, rashk, nafrat, gasos
aynan shu syujet liniyasida yaqqol namoyon bo‘ladi.

G*.Xaybariyning tarixiy romanlari syujet tiplari nugtai nazaridan tahlil gilinsa, aksariyat asarlar
vogealar orasidagi vaqt munosabatlari ustunlik giladigan xronikali syujet tarzida tartibga solingan.
Aynigsa, “Olov alangasi” romanida afg‘onlar va ingliz orasida Buyuk Britaniya girolligi qo‘shinlarining
Afg‘oniston hududidan chiqib ketishlari bo‘yicha kelishuv imzolanishi (1841-yil 11-dekabr), inglizlar

! Maratha konfederatsiyasi 1674-1820 vyillarda janubiy va janubiy-sharqiy Hindistondagi rojalar sulolalari, ya’ni
Gvaliorda joylashgan “Shindiy” sulolasi, Indaurdagi “Hulkar”, Baroddagi “Gaykvad”, Nagpurdagi “Govind Pant
Bhonsle”, Dhar va Devasda joylashgan “Pavar” sulolalari ittifoqidan tashkil topgan, markazi Raygad (keyinchalik Puna)
shahri bo‘lgan davlat.

2 Panipat gal’asi — mustahkam devorlarga ega bo‘lgan qadimiy mudofaa qal’asi. Keyinchalik qal’a atrofida shaharcha
paydo bo‘lgan. Shaharcha hozirgi kunda Hindistonning Haryana shtati tarkibiga kiradi. Dehlidan taxminan 99 kilometr
(60 mil) shimoliy-sharqda joylashgan.

3 Quronov D., Mamajonov Z., Sheraliyeva M., Adabiyotshunoslik lug‘ati. Toshkent-2010, 288 b.
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tomonidan kelishuv shartlarini bajarishning kechiktirilishi natijasida afg‘onlar tomonidan ingliz
harbiylarining Kobuldagi qo‘mondoni general Maknoten otib o‘ldirilishi (1841-yil 23-dekabr),
Kobuldan Hindistonga garab chekinayotgan ingliz harbiylari va Afg‘oniston hududida joylashgan ingliz
harbiy gismlarining yo‘q qilinishi (1842-yilning yanvar-fevral oylari) kabi vogealar aniq tarixiy ketma-
ketlikda berilgan.

G*‘.Xaybariyning tarixiy romanlari orasida “Qandahor hayriqig‘i” va ‘“Araxosiyalik qiz va
makedoniyalik Iskandar” asarlari o‘zining konsentrik syujet tipi bilan ajralib turadi. “Qandahor
hayriqig‘i” romanida syujet liniyasi faqat Qandahorda bo‘lib o‘tgan voqea-hodisalarga bag‘ishlangan
bo‘lsa, “Araxosiyalik qiz va makedoniyalik Iskandar” romani syujeti asosan makedoniyalik Iskandar va
pashtun qizi o‘rtasidagi sevgi mojarosi atrofida aylanadi. Xattoki Iskandarning Markaziy Osiyo
xalglarini bo‘ysundirish uchun olib borgan butun boshli urushi va bu yerda yashayotgan xalglarning
bosginchilarga garshi yaxlit kuch sifatidagi ozodlik uchun olib borgan kurashi ham sevgi mojarosi fonida
ikkinchi darajaga chigib golgan. Bosginchilik urushi va ozodlik kurashi kabi tarixiy vogealar sevgi
mojarosini atroflicha yoritish magsadida asosiy syujet liniyasi atrofida markazlashtirilganligi sababli
asarda konsentrik syujet turi yetakchilik giladi.

G*.Xaybariyning tarixiy romanlari orasida “Abdaliy qilichi” romanidagi birinchi — Ahmadshoh
Abdaliy qo‘shinlari liniyasi va ikkinchi — Maratha lashkarboshisi Sadhashiv Bhaou Rao qo‘shinlari
liniyasi xronikali syujet tarzida berilgan bo‘lsa, uchinchi syujet liniyasini — Akbarxon va Krishnapiari
sevgi gissasi liniyasi sabab-natija munosabatlari yetakchilik giladigan konsentrik syujet tarzida bayon
etiladi. Ya’ni yoshlar bir-birini sevib golganligi sababli turli muammolarga duch keladilar. Aynigsa
Krishnapiari juda murakkab hayot yo‘lini bosib o‘tadi. Bu mashaqqatlarni yengishda unga sof
muhabbati yordam beradi. Natijada u 0°z sevgilisiga yetishadi.

“Abdaliy qilichi” romanidagi birinchi va uchunchi syujet liniyalari birlashgan joyda muallif
retrospektiv syujet elementlarini ham ishga soladi. Unda jangdan keyin Ganjpur shahriga borgan
Ahmadshohga shahar hokimi suhbat davomida Krishnapiari ismli bir hind gizi u bilan uchrashtirishni
talab gilayotganini aytadi. Krishnapiarining ismini eshitgan Ahmadshoh Oromgarhdagi vogealar, er-
xotin Permonand va Dehandevining gaplarini eslaydi, gizni darhol huzuriga olib kelishni buyuradi.
Muallifning retrospeksiya — zamondan ortga gaytish usulidan foydalanishi asarning badiiyligini oshirib,
uning mazmunan qiziqarli chiqishini ta’minlagan.

Tarixiy romanlardagi syujetlar aksariyat hollarda prolog (kirish), ekspozitsiya, tugun, vogealar rivoji,
kulminatsiya, yechim (xulosa) va epilog (xotima) kabi tarkibiy gismlardan iborat bo‘ladi.

G*.Xaybariyning tarixiy romanlarida syujetni tahlil gilish jarayonida uning tarkibiy qismlarini
ajratish birmuncha murakkab. Chunki muallif o‘z tarixiy romanlarida voqealarni tasvirlashda tarixiy
davrdagi zamon va makonni shakllantiradi, vogealarda gatnashuvchi personajlar portreti, xarakteri va
hatto ichki dunyosining mayda tafsilotlarigacha o‘quvchi ko‘z o‘ngida gavdalantirishga harakat qiladi.

G*.Xaybariy “Abdaliy qilichi” romani syujeti xuddi o‘zbek yozuvchisi Abdulla Qodiriyning “O‘tgan
Kunlar” romani kabi so‘zboshi! bilan boshlansada, asarda prolog mavjud emas. Asar ekspozitsiya bilan
boshlanadi. Unda muallif Hindistondagi harbiy-siyosiy vaziyatni batafsil ochib beradi. Hindistonning
janubida o‘z hokimiyatini mustahkamlagan marathlar boburiylar sulolasini bo‘ysundirishni, shimoliy
Hindistonni ham Maratha davlati tarkibiga qo‘shib olishni rejalashtira boshlaydilar. Bundan xabar
topgan boburiy podishoh Olamgir Ikkinchi ularga garshi Afg‘oniston podishohi Ahmadshoh
Abdaliydan yordam so‘raydi. Muallif shu tarzda o‘quvchini tugunga tayyorlab boradi.

' Abdulla Qodiriyning “O‘tgan Kunlar” romani “Yozuvchidan” sarlavhali so‘zboshi bilan boshlansa,
G*.G*.Xaybariyning “Abdaliy qilichi” romanida “Yozuvchining so‘zlari” nomli so‘zboshi mavjud.
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Romandagi tugun — Ahmadshoh Abdaliyning o°‘z qo‘shini bilan Hindistonga kirib kelishi natijasida
Hindistonda afg‘onlar va marathlar manfaatining to‘qnashishidir. Shu yerdan asar konflikti boshlanishi
kuzatiladi. Konfliktdagi muammolarni yechish uchun yozuvchi vogealar rivojini tezlashtiradi. Bo‘lajak
urush oldidan hind rojalari ikki tomonga bo‘lina boshlaydilar. Hindistondagi aksariyat musulmonlar
Ahmadshoh tomonga o‘tadilar. Asarda muallif Ahmadshoh qo‘shinining shimoliy Hindistondagi aholi
tomonidan xayrxohlik bilan kutib olinganini, aynigsa, musulmon aholi orasida qo‘llab quvvatlanganini
va bu Maratha qo‘mondonlariga kuchli ruhiy zarba bo‘lganligini ta’kidlaydi. Ikki yirik qo‘shin Jamna
daryosining ikki girg‘og‘ida qolib ketganiga qaramay yirik shaharlarni egallash uchun janglar
boshlanadi. Vogqealar rivoji “Qon daryosi” va “Ajal sharpasi”’deb nomlangan ikkinchi va uchinchi
fasllarda ham davom etadi. Ularda Dehli, Shohjahonobod, Oromgarh va Sobitgarh va Ganjpur
shaharlaridagi gonli janglar tasvirlanadi.

“Shamshir jilosi” nomli 4-faslda Ahmadshoh qo‘shinining Jamna daryosini kechib o‘tishi va ikki
yirik qo‘shinning tarixiy ahamiyatga ega Panipat jang maydonida yuzma-yuz bo‘lishi asarning
kulmunatsiyasi hisoblanadi. 3-Panipat janggi nomi bilan tarixda golgan bu urushda ikki armiyadan biri
to‘lig mag‘lub bo‘lishi kerak edi. Chunki ular bir-birlarining yo‘lini to‘sib qo‘ygan edilar. Maratha
qo‘shini jang maydonining shimolida Afg‘oniston (hozirgi Pokiston) tomonda, afg‘onlar esa janubda
Hindiston tomonda joylashgan, jang maydonining har ikki tomoni toshqin daryo bilan to‘silgan edi.

G*.Xaybariy tarixiy haqiqatga putur yetkazmagan holda muammoni harbiy yo‘l bilan hal giladi.
Romanda syujetning badiiy yechimi konflikt yechimiga mos keladi. Jang asar konfliktining yechimi
sifatida vogealar rivojiga yakun yasaydi. Maratha qo‘shinlarining hujumi bilan boshlangan jang
afg‘onlarning g‘alabasi bilan tugaydi.

Yozuvchi asarning epilog (xotima) gismida Sadhashiv Bhaou Rao, Jhangu Rao va Vishvos Rao kabi
marath qo‘mondonlarining ayanchli tagdiri hamda Ahmadshoh Abdaliyning ezgu siymosini tasvirlashga
harakat gilgan. Jangdan keyin Ahmadshoh dastlab Ganjpurga boradi. U yerga borishdan magsad urush
natijasida vayron bo‘lgan shaharni obod qilish edi. Shu yerda muallif badiiy to‘qima tarzida yordamchi
syujet liniyasi sifatida olib kirgan Akbarxon va Krishnapiarining sevgi gissasiga ham ustalik bilan
xotima yasaydi. Ular Afg‘onistonga borib, G*azni shahrida baxtli hayot kechiradilar.

Umuman olganda, yozuvchi oz tarixiy romanlarida syujet elementlarini mohirlik bilan qo‘llaganligi,
syujet liniyalarining ko’p tarmogqli ekanligi asarning mazmunini to‘liq ochilishiga va syujetning puxta
shakllanishiga xizmat gilgan. O‘z romanlarida muallif voqealar tizimini yoritishda xronologik,
konsentrik va retrospektiv syujet tiplaridan foydalanadi. Shu sababli G*.Xaybariyning tarixiy
romanlarida syujet konflikt va xarakterlar ziddiyatini ochishda muhim ahamiyat kasb etadi.
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ABU BAKR XORAZMIY ASARLARIDA UMUMINSONIY QADRIYATLAR IN’IKOSI

HULKAR SULAYMONOVA
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Annotatsiya. Ushbu magolada Abu Bakr Xorazmiy(935-993)ning “Rasailu-1-Xorazmiy” asarida aks
etgan umuminsoniy gadriyatlar — to ‘g ‘riso zlik, adolatparvarlik, insof, saxiylik, birodarlik, ma’naviy poklik
va jamiyat manfaatiga daxldor boshga axlogiy meyorlar tahlil etilgan. Xorazmiy maktublarining mazmun—
mohiyatidan kelib chigib umuminsoniy gadriyatlar uch guruhga: ijtimoiy — siyosiy qadriyatiar, ma 'naviy —
axlogiy gadriyatlar hamda adabiy — ijodiy qadriyatlarga bo‘lib o ‘rganilgan. Shunday qilib, Abu Bakr
Xorazmiy maktublari X asr Sharq mutafakkirlarining axloqiy-estetik garashlarini o ‘rganishda muhim manba
ekani ko ‘rsatib berilgan.

Kalit so‘z va iboralar: Abu Bakr Xorazmiy, “Rasailu-1-Xorazmiy”(Xorazmiy maktublari),
rasail(maktub), umuminsoniy gadriyatlar, ijtimoiy — siyosiy qadriyatlar, ma’naviy — axlogiy gadriyatlar,
adabiy — ijodiy gadriyatlar.

AnHomayua. B oannoti cmamve aHanusupyromcs ompaxcéunvle 8 npousseoenuu Aoy baxpa Xopezmu
(935-993) «Pacaun an-Xopesmuy» yHugepcaivhvie uei08eHecKue YEHHOCMU —  NpABOUBOCHb,
CNPABeodIU80CmMb, YeCMHOCb, WedPOCmb, OPAMCmMeE0, OYX08HASL HUCMOMA U Opyeue HpaeCmeeHHble HOPMbL,
umerwue onHouleHue K 06W€CM6€HHOM)/ 6./1612)/. Hcexoosa uz cmvicioso2o Canp()fCClHuﬂ nucem XopesMu,
YHUBEPCAIbHblEe UYEHHOCMU uccxze()yromc,q 6 mpé'x cpynnax. COYUANbHO-NOJUMU4YecKue yYyerHHocmu,
HpaecmeeHHO-ayxoeuble UEHHoOCMU U aumepamypHo-meopiecKue yeHHocmu. Tem camvim NnoKasaHo, 4mo
nucema A6y Eakpa X0p€3.MM SAGAAIOMCSL BANCHBIM UCHIOYHUKOM OJIA U3YYEeHRUl HpABCMBEHHO-2CMeMU4YeCKux
8327151006 Molcaumerneti Bocmoka X sexa.

Knwuesvie cnosa u evipancenusn: A6y baxp Xopesmu, «Pacaun an-Xopesmuy (Ilucoma Xopesmu),
pacdwz (l’lOCJlaHue), YHUeBepCAajibHble YejloseduecKkue UyerHHocmu, CcoyualbHo-noaumudecKkue uyeHnocmu,
HpagcmeeHHo—()yxoeuble YeHHocmu, aumepantypHo-meopdecKkue yeHHocnu.

Abstract. This article examines the universal human values reflected in Abu Bakr Khwarazmi’s (935—
993) work Rasa’il al-Khwarazmi — truthfulness, justice, integrity, generosity, brotherhood, spiritual purity,
and other ethical principles related to the welfare of society. Based on the semantic content of Khwarazmi’s
letters, these universal values are classified into three groups: socio-political values, moral-spiritual values,
and literary-creative values. The study demonstrates that Abu Bakr Khwarazmi's letters serve as a significant
source for understanding the moral and aesthetic thought of Eastern scholars of the 10th century.

Keywords and phrases: Abu Bakr Khwarazmi, Rasa’il al-Khwarazmi (Khwarazmi’s Letters), rasa’il
(epistle), universal human values, socio-political values, moral-spiritual values, literary-creative values.

Kirish. Insoniyat sivilizatsiyasida ilk adabiy namunalardan boshlab to hozirgacha yaratilgan
asarlarda halollik, to‘g‘rilik, sahiylik, birodarlik, adolat, or-nomus kabi umuminsoniy gadriyatlar
adabiyotning birlamchi mavzularidan hisoblangan. Aslida ham adabiyotning didaktik vazifasi
yaxshilik va yovuzlik o‘rtasidagi ma’naviy chegarani ko‘rsatish, shaxsni ma’rifat va hikmatga
da’vat etish, jamiyatda axloqiy standartlarni shakllantirishdan iboratdir. Nasriy janrlarda bu hagigat
yanada yaqqolroq yuzaga chigadi. Aynigsa, asar real shaxslar va vogea- hodisalarga asoslangan
bo‘lsa, biz u orqali o‘sha davrning ma’naviy muhiti, zamon ahlining qadriyatlarga munosabati
hagida aniq va asosli xulosalarga ega bo‘lamiz. Maqsad va vazifalar. Abu Bakr Xorazmiy
maktublarida ilgari surilgan umumbashariy gadriyatlarni belgilash va ularning inson kamolotidagi
ahamiyatini ochib berish ushbu magolaning bosh magsadi hisoblanadi. Uni quyidagi vazifalar orgali
amalga oshirish belgilandi:
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- Asarda aks etgan umuminsoniy gadriyatlarni aniglash va tasniflash, ularning mazmun-
mobhiyatini izohlash.

- Ushbu gadriyatlarni uch yo‘nalish — ijtimoiy—siyosiy, ma’naviy—axlogiy va adabiy—ijodiy
gadriyatlar bo‘yicha tizimlashtirish, ularning o‘zaro bog‘ligligini ochib berish.

- Maktublar mazmunidagi “jamiyat — shaxs — ijodkor” tamoyilini ilmiy asosda yoritish,
Xorazmiyning ijtimoiy va ma’naviy ideallarini baholash.

Usullar. Magolada tavsiflash, qiyoslash, solishtirish, tarixiy biografik kabi usullardan
foydalanildi.

Natija va mulohazalar. “Vahidu-d-dahr”’(Zamonasining tanhosi), ‘“Faxr-u-l-Xvarazm”
(Xorazm faxri) kabi unvonlar egasi Abu Bakr Xorazmiy(935-993)ning arab mumtoz adabiyotida
muhim o‘rin tutuvchi asari “Rasailu-I- Xorazmiy” da bir qator umuminsoniy qadriyatlar aks etgan.
Xorazmiy qariyib 60-yillik umrining deyarli yarmini vatani Xorazmdan yiroqda o‘tkazgan bo‘lib,
bu vaqt davomida u turli munosabat bilan turli mansab va lavozimdagi zamondoshlariga maktublar
yozdi. U o°z maktublarida shaxsiy muammolari, kechinmalari fonida ba’zan ijtimoiy-siyosiy, ba’zan
adabiy, ko‘p hollarda ma’naviy-axlogiy fikr-mulohazalarini bayon etdi. Asardagi 156 ta maktubning
barchasi aniq tarixiy shaxslarga, ma’lum bir munosabat (biror g‘alabaga erishgani uchun tabrik,
olqish yoki maqtov, aksincha mag‘lubiyat yoki biror musibat tufayli tasalli va hamdardlik, yordam
so‘rash va boshqga ko‘plab aniq sabablar) bilan yozilgan. Har bir maktub qofiyalangan nasr ya’ni
saj’da yozilgan, tashbeh, talmeh, tazod, itob, mubolag‘a, igtibas kabi badiiy so‘z san’atlariga boy,
xatlar aksariyat hollarda juda kuchli psixologik his-tuyg‘ular oqimidan iborat. Xorazmiy
maktublarining kirish gismida stereotip jumlalar umuman yo‘q va sana ham ko‘rsatilmagan. Maktub
birdan asosiy maqsadga o‘tish bilan boshlangan. Aniq, qisqa va ko‘p hollarda hikmatga o‘xshash
jumlalar Abu Bakrning individual uslubiga xosdir. Maktublarning adabiy-badiiy jihatlari o‘ziga xos
va alohida tadqiqot mavzusi, lekin ulardagi ma’naviy qadriyatlar bir qator gumanitar fanlarga
alogadorligi tufayli maxsus o‘rganishni taqazo qilmoqda. Chunki, umuminsoniy qadriyatlar
interdissiplinar tushuncha. Adabiyotshunoslikda ular badiiy ifoda orqgali tadqgiq etilsa, falsafada
nazariy, pedagogikada tarbiyaviy, psixologiyada hissiy va ruhiy jihatlari o‘rganiladi. Bu
gadriyatlarning har bir fanga daxldorligi Xorazmiy maktublarini tadqig etishda ham kuchli ilmiy
asos yaratadi.

Shunday qilib Xorazmiy maktublaridagi umumbashariy qadriyatlarni mazmun mohiyatiga ko‘ra
uch guruhga bo‘lish o‘rinlidir:

1. Ijtimoiy-siyosiy gadriyatlar; Bu guruh jamiyatning barqarorligi, insonlararo hamjihatlik va
adolat tamoyillarini belgilovchi fazilatlarni o‘z ichiga oladi. Ular jamiyat madaniy taraqqiyotining
asosi bo‘lib xizmat qiladi. Abu Bakr Xorazmiy mazkur gadriyatlar jumlasiga adolat, xalgparvarlik,
birodarlik, bag‘rikenglik, saxovatpeshalik kabilarni kiritadi. Bunday mazmundagi maktublar asosan,
davlat amaldorlari va hukumat rahbarlariga yozilgan xatlarda yagqol namoyon bo‘lgan. Shuni
ta’kidlash o‘rinliki, Abu Bakr Xorazmiy ijtimoiy-siyosiy vaziyatlarga tanqidiy ko‘z bilan garashni
ma’qul ko‘rgan, hukmdorlar va boshga amaldorlarga savol bilan yuzlanishdan, ba’zan ta’na-
dashnom qilishdan, o‘rni bilan samimiy tavsiya va maslahatlar berishdan cho‘chimagan. Bunday
mazmundagi maktublarda eng ko‘p uchraydigan usullardan biri tanbeh(itob)dir. U bu usuldan juda
mohirona foydalangan bo‘lib, o‘z magqsadlariga erishish, shuningdek, o‘sha davrdagi ijtimoiy
qadriyatlar va odatlarni fosh qilish uchun ishlatgan. U tanbehni ikki yo‘lga olib boruvchi vosita deb
bilgan: chiroyli muloqot orqali do‘stlikni mustahkamlash yoki aksincha, alogalarni butkul uzish.
Jumladan, u Damg‘on rahbariga yozgan maktubida shunday deydi: Mening sizga bo ‘lgan sadoqatim
hasad va riyo nishonlaridan pokdir. Men sizga tanbehlarimni ochig-oydin bildiraman, javoblarimda
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keskinlik bor, chunki bizning munosabatlarimiz samimiyat ustiga qurilgan va ikkiyuzlamalikdan
xoli. Aynan shunday holatda tanbeh yo mulogotni mustahkamlashga, yoki alogalarni butkul uzishga
olib keladi...[1:185]

“Xorazmshohga maktub” sarlavhasi bilan berilgan maktubda esa, o‘sha paytdagi Xorazmdagi
vaziyatni ayovsiz tanqid giladi. Otasidan golgan mol-mulkining o‘zi yo‘qligida tortib olinishini
adolatsizlik va zulm deb ataydi: Menga u yer(Xorazm)dagi do ‘stlarimdan biri xat yozib, mol-
mulkimning targalib ketgani va sheriklarimning itoatsizlik gilayotgani hagida xabar berdi. Men esa
hech gachon o ‘ylamagan edimki, amirning muhri o ‘tadigan yoki hukmi ijro etiladigan yurtda
nohaqlik bayrog ‘i baland ko ‘tariladi yoki zulm adolat ustidan hukmronlik giladi.[1: 186-187]

Yugqorida aytib o‘tganimizdek, Ab-u Bakr Xorazmiy ochiq tanqid jamiyatdagi o‘zgarish va
rivojlanishga sabab bo‘ladi, deb hisoblagan. Jumladan u bir hokim hagida shunday yozgan: U
nafagat shaharlarni yemirdi, balki odamlarni ham. (Uning davrida) dunyo ahli oxiratni sog ‘indi,
boylar faqgirlikni sevib goldi. U “chigirtka” deb nomlandi, “Abul-Fasod” (ya ni fasod otasi)
degan kunya oldi.

Uning zamonida dinor (va 'ni pul)uning so ‘zidagi rostlikdan ham kamrog bo ‘Idi. [1:9] Xorazmiy
tangid va tanbeh bilan bir gatorda xalq manfaati va farovonligi uchun harakat giluvchi
amaldorlarni go‘llab-quvvatlashni ham unutmaydi. Ya’ni yaxshilikni ham munosib tarzda e’tirof
etadi. Bunday fikrlarni uning devon boshlig‘iga yozgan minnatdorlik maktubida ko‘rishimiz
mumkin: Kimki insonni gashshoglikdan qutgarsa va uni zamonning changalidan tortib chigarsa
va giyinchilik kishanidan ozod etsa, u bandani eng katta qullikdan ozod etgan bo ‘ladi va uni
mugqarrar o ‘limdan saqlagan bo ‘ladi. Chunki qullik ikki xil: birinchisi (mulk) moliyaviy qullik,
ikkinchisi xorlik va zillat qulligi. Asirlik ham ikki xil:

biri dushmanning asirligi, ikkinchisi zamonning asirligidir. [1:8]

Abu Bakr Xorazmiy fikricha, insonga yordam berish fagat moddiy yordam emas, balki uni ruhiy,
ma’naviy va ijtimoily muammolardan ozod qilishdir. Eng og‘ir qullik insonning o‘z qadrini
yo‘qotishi va zamon zulmidan ojiz qolishidir. Jamiyatda adolat, insof, birodarlik va himoya bo‘lsa
inson ham jisman, ham ruhan ozod bo‘ladi. Bunday adolatli, hamfikr jamiyatni esa odil hukmdorlar,
xalgparvar amaldorlar va ulardan minnatdor xalq qura oladi.

Abu Bakr Xorazmiy ijtimoiy-siyosiy gadriyatlarni jamiyat barqgarorligi va inson ozodligining
asosiy mezoni sifatida talgin giladi. Uning maktublarida adolat, xalgparvarlik, samimiyat va
mas’uliyat kabi fazilatlar davlat amaldorlari uchun asosiy talab sifatida qo‘yiladi. Muallif tanbeh va
ochiq tanqidni jamiyat islohi hamda ijtimoiy ongni uyg‘otishning eng samarali vositasi deb biladi.
Shu bilan birga, u yaxshi amal va ezgu ishlarni ham munosib e’tirof etib, adolatli, xalgparvar rahbar
jamiyat taraqqgiyotining asosi ekanini ta’kidlaydi. Xorazmiyning ushbu qarashlari uning ijtimoiy-
siyosiy fikrlarida mardlik, mas’uliyat va haqiqatparvarlik ustun turganini ko‘rsatadi.

2. Shaxsiy-ma’naviy qadriyatlar. Bu turdagi qadriyatlar insonning ichki olami, o‘zini anglash
va axlogiy kamolotiga daxldor bo‘ladi. Ular shaxsning o‘ziga va boshqalarga munosabatini
belgilaydi. Xorazmiy inson o‘z nafsi va hirsi ustidan hokim bo‘lishini ma’naviy qadriyatlarning eng
asosiysi deb biladi: Kimning shahvati aqlini yengsa, u o ‘zini hayvon sifatida guvohlikka qo ‘ygan
bo ‘ladi va insoniylikdan voz kechgan bo ‘ladi. Aglli inson yemoq uchun yashamaydi, balki yashamoq
uchun yeydi. Inson uchun eng katta nomussizlik — bu o zi yegan(ya’ni nafsi xohlagan) narsadan
halok bo ‘lishidir, barmoglari(ya 'ni qo ‘li bilan bajargan noma’qul ishlarining) qurboni bo ‘lishidir.
U oz jismining bir gismi bilan butun tanasiga zarar yetkazadi, shoxi ildiziga qarshi ish ko ‘radi.
[1:13] Xorazmiy inson o‘z xohishlarining qurboni bo‘lib yashashini eng katta ziyon deb biladi.
Nafsga berilib ketish insonning o‘z qo‘li bilan o‘zini zararga yo‘llashi katta ma’naviy halokatdir.
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Chunki yomon amallar, manfaatparastlik yoki hirs insonning butun ma’naviy olamini yemirib, uning
sharafini pasaytiradi. Xorazmiy bu orgali shunday xulosaga keladi: haqigiy kamolot bu nafsni
yengish, aql ustuvorligini ta’minlash va insonlik gadrini asrashdan iborat.

Abu Bakr bir maktubida safardan gaytishini hajv bilan tasvirlaydi. Biroq bu yengil hajvning
tag zamirida juda dolzarb axlogiy masalalar nazarda tutiladi: (Safardan gaytishda) eng avval
menga yetishgan balolardan biri eshakning ustida kirib kelish azobi bo ‘ldi. Shuningdek, may
ichuvchi odamlar bilan bir joyda bo ‘lish azobi ham.

Holbuki, may ichuvchi ham eshakning bir turi, fagat qulog ‘i gisqaroq. Men go ‘yo ikki eshak
orasida edim, fagat ikkisi turli jinsdan edi! [1:18]. Xorazmiy may ichuvchini “eshakning bir turi”
deb atash orqali zararli odatlarga berilish o‘zlikni yo‘qotib, hayvonsifat bo‘lib qolishga olib
kelishini aytadi. Demak, u nafsni tiya olish, o‘zini boshqarish va xulq pokligi kabi gadriyatlarni
yuksak qo‘yadi. Uzoq muddatli safarda mayxo‘rlar orasida qolishni azobga tenglashtirgan adib, bu
orgali jamiyatda kishi yaxshi muhitni tanlashi, buzuq guruhlardan yiroq yurishi, ma’naviy
tazyiqdan o‘zini asrashi kerakligini ta’kidlaydi.

3. Adabiy-ijodiy gadriyatlar. Bu guruh ijodkorning dunyoqarashi, estetik tafakkuri va badiiy
mas’uliyati bilan chambarchas bog‘liq bo‘lgan qadriyatlardir. Abu Bakr Xorazmiy ijodida adabiy
qadriyatlarga yuksak o‘rin berilgan. Uning qarashlariga ko‘ra, ijodkor uchun eng oliy qadriyat
rostlik, halollik va hayot hagiqatini badiiy aks ettirishdir. Uning adabiy prinsipini birgina jumlada
ko‘rish mumkin: Yozuvchi yoki shoir shunday bo ‘Isinki, u yaxshilikdan ilhom olsa — yaxshilikni
kuylasin, yomonlikdan aziyat cheksa — uni ham rostlik bilan bayon etsin. [1:19] Abu Bakr
Xorazmiy mohir adib va shoir bo‘lish bilan birga o‘sha davrning yirik ilm-fan markazlaridan biri
bo‘lgan Nishopurda lug‘atshunoslik, arablar tarixi, adab va boshqa bir qator fanlardan tolibi
ilmlarga saboq berib, bir necha mashhur shogirdlarni tarbiyalagan edi. Uning muallimlikdagi
gadriyati shunday edi: llmni noloyiq odamlardan avaylash uning haqgini ado etish va fazilatini
tan olishdir. [1:13] . Shuningdek, u shogirdlariga juda mehribon bo‘lib, ularni o‘quvchisi emas,
balki yaqin do‘sti sifatida ko‘rganini bemor yotgan shogirdiga yozgan mana bu xatida ko‘rish
mumkin: Men o ‘ylaymanki, agar men seni kasal holingda ko ‘rganimda edim,
men sendan ayrilib ketgan bo ‘lar edim,
va o ‘sha paytda mening ahvolim senikidan ham yomon bo ‘lar edi.

Chunki Allohga hamdlar bo ‘Isinki, men o ‘z tanam og ‘riglariga chidamliman,

ammo do ‘stlarim og ‘riglariga chidolmayman.

Zamonning nayzasi menga otilsa, u mendan gaytib ketadi,

lekin u do ‘stlarimga otilsa, yuragimni teshib o ‘tadi.

Shu bois, uning menga eng yaqgin bo ‘Igan nayzasi,

aslida mendan eng uzoq bo ‘ladi;

va mendan eng uzoq bo ‘lgani esa,

aslida yuragimga eng yagqin bo ‘ladi. [1:19] O°‘ziga kelgan har qanday sinovga bardosh bera olish,
biroq yaxshi ko‘rgan, mehr qo‘yganlarining dardi uchun chin dildan kuyadigan, iztirob chekadigan
odam bu haqiqiy do‘st va ma’naviy yetuk kishidir.

Xulosa. Abu Bakr Xorazmiy galamga olgan jamiyat va inson hayotidagi muammolar aslida bir
magsadga ya’ni shu muammolarga davo bo‘ladigan ma’naviy-axlogiy qadriyatlarni ko‘rsatishga
garatilgan. Uning maktublarini mutolaa gilar ekanmiz, Xorazmiy muammoni fosh etish bilan
cheklanib golmasdan, uning yechimini ham ko‘rsatadi: go‘yo “mana bunday kasallik bor, uning
davosi esa mana bu”, degan uslubni ko‘ramiz. U insoniylikni yemiruvchi illatlar — adolatsizlik,
mayxo ‘rlik, nafsning golibligi, mas’uliyatsizlik yoki boshga muammolarni tilga olganida, hamisha
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ularni bartaraf qiluvchi asriy qadriyatlarni ham ta’kidlaydi: aql, insof, iroda, adolat, sadoqat va
hamjihatlik. Xorazmiyning fikricha, har bir muammoning ildizi insonning 0°z-o0‘zini yo‘qotishida,
har bir yechimning boshlang‘ich nuqtasi esa shaxsning ichki tarbiyasida. Shu bois u avvalo
shaxsning ma’naviy komilligi, so‘ng jamiyatning sog‘lom mubhiti, va nihoyat ijodkorning jamiyat
oldidagi mas’uliyati kabi birlamchi qadriyatlarga e’tibor qaratadi. Shu ma’noda, Xorazmiy asarlari
inson va jamiyatni tinchlik, poklik va kamolotga yetaklaydigan gadriyatlarni taklif etuvchi ma’naviy
dasturdir.

DIPTI NAZIR AHMAD ROMANLARIDA AYOLLARNING MA’NAVIY-MA’RIFTY
KAMOLOTI MASALALARI XUSUSIDA

UMIDA ZAKIROVA
Janubiy Osiyo tillari va adabiyoti oliy maktabi katta o ‘qituvchisi, TDSHU

-— =

Annotatsiya

Ushbu magolada XIX asr hind ma rifatparvar adibi Dipti Nazir Ahmadning ijodiy merosi hamda uning
romanlarida ayollar masalasi qanday yoritilgani chuqur ilmiy tahlil qilinadi. Adibning “Mirat-ul-arus”,
“Banat-un-na’sh” va “Taubat-un-Nasuh” asarlarida ayollarning ta’lim olishi, ma’naviy kamol topishi,
oiladagi vazifalari, jamiyatdagi nufuzi va ularning ijtimoiy islohotlardagi o ‘rni markaziy mavzu sifatida
namoyon bo‘ladi. Tadqgiqot Nazir Ahmadning ma’rifatga asoslangan qarashlari o ‘sha davr musulmon
Jamiyatidagi patriarxal tuzum, ayollar savodsizligi va ijtimoiy cheklovilar sharoitida qanday yangilik va
uyg ‘otuvchan kuch sifatida shakllanganini ko ‘rsatadi. Muallif romanlarida ayollar ma naviyatining milliy
taraqqiyotga tasiri, oilaning mustahkamligi va farzand tarbiyasidagi hal giluvchi o ‘rni ibratli obrazlar
orgali asoslanadi.

Tadgiqotda shuningdek, adibning ayol ta’limiga oid qarashlari Sharg uyg ‘onishining ma rifiy an’analari
hamda Hindiston mustamlakachilik davrida yuzaga kelgan ijtimoiy-siyosiy o zgarishlar fonida baholanadi.
Nazir Ahmadning ayol obrazlari zamonaviy gender nazariyalari, ayollarning ijtimoiy huquqlari va ma’naviy
o ‘zlik masalalari bilan uyg ‘unlikda o ‘rganilib, ularning dolzarbligi bugungi kunda ham saqlanib qolayotgani
ta’kidlanadi. Magqgolada adibning ma’naviy-ma’rifiy qarashlari o‘zbek adabiyotidagi Abdulla Qodiriy,
Abdulla Qahhor, Said Ahmad kabi yozuvchilarning ayol tarbiyasi va oilaviy-ma ’naviy muammolar haqidagi
tasavvurlari bilan giyosiy tahlil gilinadi. Nazir Ahmad romanlarida ilgari surilgan ma rifat, ta’lim, axlogiy
poklik, tarbiya va ayollarning jamiyat hayotidagi faol ishtiroki g‘oyalari bugungi zamonaviy gender
islohotlari uchun ham nazariy va metodologik ahamiyatga ega ekani ilmiy jihatdan asoslanadi.

Kalit so‘zlar: ma 'naviy kamolot, ma’rifat, ayollar savodxonligi, milliy taraqqiyot, gender islohot.

Annomauusn

B oannoii cmamve scecmoponne ananuzupyemcs meopueckoe Hacieoue unoutickozo npoceemumens XIX
eexa Junmu Haszup Axmada u mo, Kaxum oOpasom 8 €20 poMaHax Ompasicena npobrema noioNCeHus:
JHCEHUWUH 8 MYCYIbMAHCKOM obujecmee Mnouu. B npouszsedenusx « Mupam-yno-apyc», «banam-yn-na’w» u
«Taybam-yn-Hacyx» yenmpanbhoe Mecmo 3aHUMAIOM GONPOCHL  JHCEHCKO20 00pa306anus, OYXO8HO-
HPABCMBEHHO20 COBEPUIEHCMBOBAHUSL, CEMEUHBIX 00S3AHHOCTEN, COYUATLHO20 CIMAMYCA JHCEHWUH U UX POTU
6 00WeCcmEeHHbIX NPeobpasosanusx. B uccreoosanuu noxaszvieaemces, ymo 632715106l NUCAMENS HA HCEHCKOEe
npoceewenue CcoOpMUpoOBaAIUCy KAk HOBAMOPCKOe SiGNeHue HA (QOoHe NAMpUuapxaibHbX mpaouyul,
02PAHUYEHHOCIU BOZMOJICHOCMEN 0151 OOYYEHUSL HCEHUWUN U COYUATLHO-KYILINYPHBIX GbI30606 KOTOHUATLHOU
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snoxu. Hazup Axmad uepe3 obpasvi ceoux eepounv yOeOUmenrbHO NOOHUEPKUBAEm GIUSHUE IHCEHCKOU
2PAMOMHOCHIU U HPABCNBEHHOU 3PENIOCMU HA PA368UmMUe ceMbll U 00U eHAYUOHATIbHBIL Npocpecc.

B cmamve maxoice 0ana oyenxa udeii nucamensi 8 KOHMEKCME GOCMOUHBIX NPOCEEMUMETbCKUX MPAOUYULL
U COYUATBLHBIX NPOYECCO8, NPOUCXOOUBUUX 8 FIHOUU 8 nepuod bpumanckozo éradvivecmsa. Kenckue oopasol
U gocnumamenvHvle KOHYEnyuu agmopa CONOCMABISIOMCS C COBPEMEHHBIMU 2eHOEPHbIMU MeOPUIMU U
UCCTE00BAHUAMU NPAB JHCEHWUH, YMO NO360JISIeM GblAGUNMb UX AKMYATbHOCHb U 8 COBPEMEHHbIX VCI0BUSX.
Kpome moeo, nposedén cpasnumenvuulii ananuz mexcoy e3enadamu Haszup Axmaoa u npedocmagnenusmu
y3bexckux nucamenei — A60yawt Kaowipu, A6oynet Kaxxapa u Cauda Axmaoa 06 obpazosanuu JceHujun
U cemelno-HpagCmeeHHbiX npobiemax. B cmamve noouépxugaemcs, umo uoeu nucamens o0 poiu
npoceewenusi, OYXO6HOU YUCMOMbL, HPAGUIBHO20 GOCRUMAHUS U AKIMUGBHO20 YUACMUS JICHWUH 6
00U eCcmBeHHO JHCUSHU UMETIOM BAINCHOE MEMOA0N02UYECKOe 3HAUeHUe 0TI COBPEMEHHBIX 2eHOEPHBIX pehopm
U Uccredo8anull.

Knwuesvle cnosa: npagcmeennoe — COBEPUIEHCBO,  NpOCEeujeHue,  PAMOMHOCING  JICEHUYUH,
HPABCMEEHHOCHb, HAYUOHATIbHOE PA3eumue, 2eHOepHas peopma.

Annotation

This article presents a comprehensive scholarly analysis of the literary legacy of the 19th-century Indian
reformist writer Deputy Nazir Ahmad, focusing on how his novels depict the condition and evolving role of
women in Indian Muslim society. In works such as Mirat-ul-arus, Banat-un-na sh, and Taubat-un-Nasuh, the
author places particular emphasis on womens education, their moral and spiritual formation, their
understanding of domestic responsibilities, and their broader significance in social transformation. The study
demonstrates that Nazir Ahmad’s advocacy for women's education emerged as a progressive and reform-
oriented response to the patriarchal norms and restricted learning opportunities characteristic of his time.
Through compelling female characters, he illustrates how women's literacy, ethical maturity, and active
engagement within the household form an essential basis for both family stability and national development.

The article further situates Nazir Ahmad’s ideas within the broader intellectual framework of Eastern
enlightenment traditions and the socio-political changes unfolding during the colonial period in India. His
portrayals of women, along with his didactic and pedagogical principles, are examined in dialogue with
contemporary gender theories and modern discourses on women's rights, demonstrating the continued
relevance of his thought. Additionally, the study draws parallels between Nazir Ahmad s conceptual approach
to women's education and similar themes in Uzbek literature, particularly in the works of Abdulla Qodiriy,
Abdulla Qahhor, and Said Ahmad. The analysis concludes that Nazir Ahmad's emphasis on enlightenment,
morality, education, and women s active participation in social life remains significant for current discussions
on gender reform and for understanding the historical foundations of women's roles in Muslim societies.

Keywords: moral perfection, education, women's literacy, morality, national development, gender
reform.

Kirish

XIX asrning ikkinchi yarmi Hindiston tarixida keskin burilishlar, ijtimoiy-siyosiy o‘zgarishlar
va madaniy-ma’rifiy uyg‘onish jarayonlari bilan ajralib turadi. Aynigsa, 1857-yilgi sipohiylar
qo‘zg‘olonidan so‘ng ingliz mustamlakachilik siyosatining kuchayishi butun Hindiston jamiyatining
jjtimoly tuzilmasini, qadriyatlar tizimini, ta’lim an’analarini va ma’naviy hayotini tubdan
o‘zgartirdi. Ingliz hukmronligi nafaqat siyosiy va iqtisodiy sohalarda, balki maorif, adabiyot, oila
institutlari va ayollar maqomiga ham sezilarli darajada ta’sir ko‘rsatdi. Ana shu jarayonlar ichida
ma’rifatparvarlik harakati shakllana boshladi va milliy tiklanish g‘oyalari badiiy adabiyot sahnasida
yanada kuchli ifodasini topdi.

Ingliz mustamlakachiligi va ta’lim tizimining o ‘zgarishi

Mustamlakachilik siyosati Hindistonning avlodlar davomida shakllanib kelgan diniy ta’lim
tizimini inqiroz yoqasiga olib keldi. Yillar davomida musulmon jamiyatining ma’rifat markazi bo‘lib
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kelgan maktab (maktab) va madrasa tizimi iqtisodiy yordamdan mahrum qilindi, natijada an’anaviy
ilm-fan rivojiga putur yetdi. Ingliz hukumati o°‘z siyosatiga mos ravishda ta’limni
dunyoviylashtirishni, ingliz tilini asosiy o‘quv tili sifatida joriy etishni va o‘z mafkurasi uchun zarur
bo‘lgan “mahalliy xizmatchi elitani” tayyorlashni magsad qildi.

1835-yilda Lord Makolayning mashhur “Minute on Indian Education” nutqi Hindiston ta’lim
tizimining tarixida keskin burilish yasadi. Bu garorlar sharq mumtoz merosini, arabiy-forsiy ilmiy
an’analarni ikkinchi darajaga tushirib qo‘ydi. Shu bilan birga, jamiyatda ikki qutbli qarash yuzaga
keldi:

1. Ingliz ta’limini zamonaviylik ramzi deb bilgan ma’rifatparvarlar;

2. Eski an’anaviy ta’limni saqlab qolishni istagan diniy ulamolar.

Mazkur ziddiyat musulmon jamiyatining o‘zida ham ichki bo‘linishlarni keltirib chiqardi.

Hind musulmon jamiyatida ayollar taqdiri

XIX asr Hindistonining musulmon muhitida ayollar ta’limi masalasi juda keskin ahvolga ega
edi. Qizlarning savodxonligi nihoyatda past bo‘lib, ko‘pincha diniy odoblar, ro‘zg‘or ishlari, pardani
saqlash, oila boshqaruvi kabi an’anaviy bilimlar bilan cheklanardi. Kundalik hayotda ayolning
asosly vazifasi uy ichida bo‘lib, uning jamiyat hayotidagi ishtiroki sust edi.

Bu davrda ayollarning ta’lim olishiga ijtimoiy qarshilik juda kuchli bo‘lgani bois, ayolning ilmga
intilishi jamiyatda hatto xavf sifatida talqin qilinar edi. Ammo ingliz mustamlakachiligi natijasida
yuzaga kelgan modernizatsiya jarayonlari, yangi g‘oyalar, dunyoviy bilimlarning kirib kelishi eski
qarashlarning yemirilishini tezlashtirdi.

Ma rifatparvarlar harakati: modernizatsiya va diniy qadriyatlar uyg ‘unligi

XIX asrning oxirlariga kelib Hindiston musulmon ziyolilari jamiyatdagi orqada qolish,
savodsizlik, iqtisodiy tanglik va ayollar masalalarini tubdan qayta ko‘rib chiqish zarurligini anglab
yetdilar. Sir Sayyid Ahmad Xon boshchiligidagi Aligarh harakati musulmonlar uchun yangi bilim
olish, zamonaviy fanlarni egallash, tibbiyot, huquq, geografiya kabi dunyoviy fanlarni o‘rganish
zarurligini targ‘ib qildi. Bu faoliyat, tabiiyki, ayollar ta’limiga bo‘lgan munosabatni ham o‘zgartirdi.

Shu jarayonda adabiyot jamiyatni uyg‘otuvchi kuchga aylandi. Aynigsa, urdu adabiyoti 1jtimoiy
masalalarni ko‘tarishda, ayollar savodxonligi uchun kurashishda eng samarali platformaga aylandi.
Buning zamirida adabiyotning ommaviyligi, tushunarli tilda yozilishi, turmushga yaqin mavzularni
yoritishi turardi.

Dipti Nazir Ahmad: ma rifatning adabiy targ ‘ibotchisi

Dipti Nazir Ahmad aynan mana shunday tarixiy-madaniy muhitda yetishib chiqqan adib sifatida
o‘zining barcha asarlarini jamiyat islohoti, ayniqsa ayollar tarbiyasi masalasiga bag‘ishladi. Uning
romanlarida asosiy urg‘u:

e ayollar ta’limi,

e ma’naviy kamolot,

e oila odobi,

e iqtisodiy mas’uliyat,

e jamiyatning ma’naviy uyg‘onishi kabi tushunchalarga qaratilgan edi.

“Mirat-ul-arus” romani orqali adib savodsizlikning oilaviy hayotga qanday zarar yetkazishini,
qizlar tarbiyasidagi e’tiborsizlik butun avlod taqdiriga ta’sir qilishini ko‘rsatdi. “Banat-un-na’sh” esa
ayolning ma’rifati jamiyatdagi iqtisodiy-axloqiy taraqqiyotga olib kelishini isbotlovchi asar bo‘lib,
unda Asg‘ariy maktabi orqali qizlar ta’limining ijobiy natijalari yoritilgan. “Taubat-un-Nasuh” esa
ota-onaning tarbiyadagi mas’uliyati, axloqiy poklik va farzand ruhiyati masalalariga bag‘ishlangan.

Kolonial ma’rifat siyosati va ayol obrazining o ‘zgarishi
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Ingliz maorif siyosati ayollar savodiga to‘g‘ridan-to‘g‘ri qaratilgan bo‘lmasa-da, uning
oqibatida:

o darsliklar kengaydi,

e uy maktablari paydo bo‘la boshladi,

e musulmon oilalarda “uyda o‘qitish” an’anasi shakllandi,

o ayollarga mo‘ljallangan ro‘znomalar va risolalar chiqarila boshlandi,

o urdu adabiyotida ayol qahramonlar yangi mazmunga ega bo‘ldi.

Ana shu jarayon adabiy obrazlarning o‘zgarishiga sabab bo‘ldi. Endi ayol faqat uy ishlari bilan
band xarakter emas, balki fikr qiluvchi, jamiyatni tushunuvchi, ma’naviy yetuk shaxs sifatida
tasvirlana boshladi.

Nazir Ahmadning badiiy qarashlari aynan mana shu ma’rifiy o‘zgarishlarning eng ravshan
ifodasi bo‘ldi.

Magolaning ilmiy magsadi va dolzarbligi

Mazkur maqolada Dipti Nazir Ahmadning ijodida ayollar ma’naviy-ma’rifiy kamoloti masalasi
Hindistonning mustamlakachilik davri ijtimoiy-siyosiy sharoiti bilan bog‘liq holda tahlil gilinadi.
Inglizlar olib borgan ta’lim siyosatining ayollar hayoti va musulmon jamiyati taraqqiyotiga
ko‘rsatgan ta’siri, zamonaviy ma’rifatparvarlik harakati hamda urdu romanchiligida ayol obrazining
yangicha talqini ilmiy asosda o‘rganiladi.

Shuningdek, Nazir Ahmadning g‘oyalari o‘zbek adabiyoti, xususan Abdulla Qodiriy, Abdulla
Qahhor va Said Ahmad ijodidagi oilaviy-ma’naviy masalalar bilan qiyoslanadi. Ayol ta’limi va
ma’naviy kamolot masalalarining umumsharqiy adabiy an’analar bilan uyg‘unligi ham tadqiq
etiladi.

Tadqiqotning ob’yekti

Mazkur tadqiqotning ob’yekti — XIX asr hind musulmon jamiyatining ma’naviy-ma’rifiy
hayoti, xususan Dipti Nazir Ahmadning “Mirat-ul-arus”, “Banat-un-na’sh” va “Taubat-un-Nasuh”
romanlarida aks etgan ayollar tarbiyasi, savodxonligi, oilaviy munosabatlari va jamiyatdagi o‘rniga
doir badiily tasvirlar majmuasidir. Tadqiqot ob’yekti sifatida adib yaratgan ayol obrazlari, ularning
ma’naviy kamolot jarayoni, oilaviy-maishiy muhit, tarbiya tamoyillari va XIX asr ingliz
mustamlakachiligi sharoitidagi ma’rifiy islohotlarni ifodalovchi badiiy konsepsiyalar o‘rganiladi.
Shuningdek, ob’yekt sifatida o‘sha davrning ijtimoiy-siyosiy mubhiti, ta’lim tizimidagi o‘zgarishlar,
ayollar savodxonligining milliy-ma’naviy taraqqiyot bilan bog‘ligligi va bu jarayonning urdu
nasrida namoyon bo‘lish xususiyatlari ham qamrab olinadi.

Tadqiqot metodologiyasi

Magqolada metodologiya bevosita bo‘lim sifatida ajratilmagan bo‘lsa-da, matnda qo‘llangan
ilmiy yondashuvlar quyidagi asosiy metodlarga tayanadi:

1. Tarixiy-tavsifiy metod

e Magola XIX asr Hindiston ijtimoiy-siyosiy manzarasi,

e kolonial ta’lim tizimi,

e musulmon jamiyatidagi patriarxal tizim bilan bog‘liq holda tahlil qiladi. Bu metod Dipti
Nazir Ahmad qarashlarini tarixiy kontekstda tushunish imkonini beradi.

2. Adabiyotshunoslikdagi adabiy (qiyosiy) metod

Magqolada Dipti Nazir Ahmad romanlari va Abdulla Qodiriy, Abdulla Qahhor, Said Ahmad
asarlari o‘rtasida qiyosiy tahlil o‘tkaziladi. Bu yondashuv ayol tarbiyasi, ma’naviy-ma’rifiy g‘oyalar
o‘rtasidagi umumiy va farqli jihatlarni aniqlashga xizmat qiladi.

3. Gender tahlili elementi
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Magqola zamonaviy gender nazariyalari bilan bog‘lanadi:

e ayol savodxonligi — ijtimoiy kapital,

e ayolning ma’naviy o‘zligi — jamiyat rivojining omili.

Bu metod maqgolaning zamonaviy ilmiy yondashuvlarga integratsiyalashganini ko‘rsatadi.

Asosiy qism

Dipti Nazir Ahmad 1836 yili Uttar Pradeshning Bijnor tumanida tug‘ilgan. U dastlabki ta’limni
otasidan olgan, keyin Dehli kollejida zamonaviy fanlar va g‘arbiy madaniyat bilan tanishgan. Bu
uning dunyoqarashida diniy va dunyoviy bilimlarni uyg‘unlashuviga turtki bo‘ldi. 1857-yildagi
Sipohiylar qo‘zg‘oloni uning hayotida chuqur iz qoldirdi va jamiyatni isloh qilish zarurligiga
ishontirdi. U Britaniya hukumati qoshida turli lavozimlarda ishlagan, shu bilan birga qonun
matnlarini urdu tiliga tarjima qilishda ham faol ishtirok etgan. Biroq uning asosiy merosi adabiyot
sohasidagi ishidir. U o‘z asarlari orqali ayollar ma’rifati va ijtimoiy islohot g‘oyalarini ilgari surdi.
Uning “Mirat-ul-arus”, “Banat-un-na’sh”, “Taubat-un-Nasuh” kabi asarlari urdu adabiyotida roman
janrining poydevori hisoblanadi.

Dipti Nazir Ahmad ijodini o‘rgangan tadqiqotchilar uni “urdu romanchiligining asoschisi” deb
atashadi. Uning asarlari o‘z davridagi turmush tarzi, axloq, oila va ma’rifat masalalarini keng
yoritgan. Aynigsa, ayollar haqidagi fikrlari o‘sha davr uchun juda ilg‘or bo‘lgan. Uning romanlarida
ayol gahramonlar orqali jamiyatdagi ijtimoiy muammolar, oiladagi munosabatlar va ma’naviy
qadriyatlar batafsil tasvirlangan. Shu jihatdan uning asarlari nafaqat o‘sha davrda, balki bugungi
kunda ham o°z dolzarbligini saqlab qoldi.

Dipti Nazir Ahmad oz asarlari orqali zamonaviy ta’limning ahamiyati, ayollar savodxonligi va
oila tarbiyasi masalalarini yoritib, jamiyat islohotini ma’rifat orqali amalga oshirish g‘oyasini ilgari
surdi va adabiyot orqali ayollarni ma’rifatga chorlovchi, bilim olish va ma’naviy yetuklikka
erishishni targ‘ib qiluvchi asarlar yaratdi.

Yuqorida zikr etilgandek, Dipti Nazir Ahmad XIX asr urdu nasrida birinchi ma’rifiy-realistik
roman muallifi sifatida tanilgan. Uning romanlari faqat badily asar emas, balki jamiyatni
tarbiyalovchi ma’naviy dastur sifatida ham qaraladi.

Shunday asarlaridan biri “Mirat-ul-arus” (“Kelinning ko‘zgusi”’) romani 1869 yilda yozilgan
bo‘lib, bu kitobni u avvalo 0‘z qiziga urdu tilini o‘rgatish uchun yozgan edi. Keyinchalik asar keng
ommalashib, Britaniya hukumati tomonidan mukofotlanadi. Asarda ikki opa-singil — Asg‘ariy va
Akbariy obrazi orqali ikki xil ayol taqdiri ko‘rsatiladi. Opa-singil — Akbariy va Asg‘ariyning
ziddiyatli taqdiri va fe’l-atvori orqali ma’rifatli va aksincha, qoloq ayollarning oila va jamiyat
hayotidagi o‘rni giyoslanadi. Odamlar bu asarni “Akbariy va Asg‘ariy qissasi”’ deb atay boshladilar,
shu bois Dipti Nazir Ahmad xalq orasida “Akbariy-Asg‘ariy hikoyasi muallifi” sifatida mashhur
bo‘lib ketdi.

Akbariy — Asg‘ariyga opa bo‘lib, badfe’l, badjahl, hatto qo‘pol va qaysar qiz sifatida tasvirlanadi.
Uning ta’lim olishga qiziqishi yo‘q. U Oqilga turmushga chigadi va uning yomon xulg-atvori,
mas’uliyatsizligi tufayli butun oila baxtsizlikka duchor bo‘ladi. Akbariy obrazi orqali Nazir Ahmad
nafaqat savodsizlik, balki ma’naviy zaiflik, o‘zini tuta olmaslik va oilaviy qadriyatlarni hurmat
qilmaslik kabi salbiy xususiyatlarni ham ko‘rsatadi.

Aksincha, Asg‘ariy — singil, bilimli, odobli, xushmuomala, mas’uliyatli va tadbirkor ayol sifatida
gavdalanadi. U Oqilning ukasi Komilga turmushga chiqadi va uning aqlli, mehrli va barchaga
g‘amxo‘r munosabati tufayli oila farovonlik va tinchlikka to‘la hayot kechiradi.

Muallif bu ikki obraz orqali oddiygina bir qizning ham butun oilaning farovonligi yoki barbod
bo‘lishida hal qiluvchi rol o‘ynashi mumkinligini, shu bilan birga ayollarning ta’limi nafaqat
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shaxsiy, balki ijtimoiy ahamiyatga ega ekanligini isbotlaydi. Dipti Nazir Ahmadning fikricha, ayol
— oila ma’naviy muhitining yaratuvchisi, farzandlarning birinchi muallimi va oilaviy iqtisodiyotni
samarali boshqaruvchisidir. Shu sababli ayol bilimli va ma’naviy jihatdan barkamol bo‘lishi va
faqatgina uy ishlari bilan emas, balki ma‘naviy barkamolligi bilan ham jamiyat taraqqiyotiga hissa
qo‘shishi kerak. Bunfay qarashlar Hindistonda ayollar ta‘limi uchun keng yo‘l ochib berdi.

Dipti Nazir Ahmadning barcha romanlarida ma’rifat ruhi yaqqol namoyon bo‘ladi. Uning har
bir asari ma’lum bir magsad asosida yozilgan va ko‘pincha ushbu magsad kitobning muqovasidayoq
ochig-oydin bayon etilgan. Shunday asarlaridan yana biri “Banat-un-na’sh” (1872) romanidir.

“Banat-un-na’sh” asari “Mirat-ul-arus” nashr etilganidan uch yil o‘tib chop etilgan. Bu asarning
mavzusi ham oila boshqaruvi, tarbiya va axloqiy ta’lim berishdan iborat. Asarning bosh qahramoni
Husnora bo‘lib, u Asg‘ariy tashkil etgan maktabda ta’lim olib, hayotda muvaffaqiyatga erishadi.
Kitob umumiy bilimlar haqida ham ma’lumot beradi. Uni “Mirat-ul-arus”ning ikkinchi qismi deb
ham qabul qilish mumkin. Dipti Nazir Ahmadning ushbu romani ham mashhur ijtimoiy-ma’rifiy
romanlaridan biri bo‘lib, unda ayollarning ta’limi, oilaviy tarbiya, ilm olish, xonadonni oqilona
boshqarishning naqadar muhimligi o‘qimishli, ma’rifatli ayol Husnora timsolida keng yoritiladi.
Yozuvchi bu roman orqali hind jamiyatida ayollarning o‘rni va ahamiyatini ko‘rsatib, o‘quvchilarni
jamiyatda foydali inson bo‘lishga chorlaydi va qator g‘oyalarni ilgari suradi:

1. Ayollar ta’limi — qiz bola savodli bo‘lmasa, u oilada farzandni tarbiya qila olmaydi, oilaning
igtisodiy hayotini ham yurita olmaydi.

2. Ayollar ma’naviyati — ma’rifatsizlik va axlogsizlik oiladagi nizolarga olib keladi.

3. Oila va jamiyat uyg‘unligi — ayolning ma’rifatli bo‘lishi oila mustahkamligi va jamiyat
taraqqiyotining asosidir.

Dipti Nazir Ahmadning yana bir muhim uchinchi romani “Taubat-un-Nasuh”

bo‘lib, u yozuvchining ijodiy merosida shoh asar sifatida e’tirof etiladi. Mazkur roman 1877-
yilda nashr etilgan va u asosan farzand tarbiyasi masalalariga bag‘ishlangan. Asarda farzandga
nafaqat ta’lim berish, balki uni ezgulik, diyonat va diniy-ma’naviy qadriyatlarga sadoqat tuyg‘ulari
ruhida tarbiyalash ham zarurligi ta’kidlanadi. Asarning bosh qahramoni Nasuh shahar bo‘ylab xolera
kasalligi tarqalib, og‘ir dardga mubtalo bo‘lganda, tush ko‘radi: qiyomat maydonida insonlarning
amallari hisob qilinmoqda. Nasuh esa savoblardan forig*, daftari bo‘sh holda tasvirlanadi. Bu tush
vogeasi Nasuhni chuqur iztirobga solib, uni oilaviy va ma’naviy islohotlarga jiddiy kirishishga
undaydi. Biroq u o‘g‘li Kalimning axloqiy jihatdan to‘g‘rilanishiga erisha olmaydi.

“Taubat-un-Nasuh” romanida Dipti Nazir Ahmad farzand tarbiyasida ta’lim bilan bir qatorda
axloqiy-ruhiy tarbiyaning ham zarurligini asoslaydi. Asarda ota-onaning oilaviy mas’uliyati, din va
ma’rifat uyg‘unligi, insonni xatolardan saboq chiqarishga undovchi g‘oyalar ilgari surilgan. Shu
jihatdan mazkur roman nafagat adabiy, balki tarbiyaviy va ijtimoiy-ma’rifiy ahamiyatga ega asar
sifatida ham alohida qadrlanadi.

Yuqorida ta’kidlanganidek, Dipti Nazir Ahmad urdu adabiyotining birinchi romannavisi
hisoblanadi. Ayrimlar uning asarlarini roman emas, balki ibratli hikoya deb bilishadi. Uning
asarlarini mutolaa qilgan kishi, avvalo, ulardan taralib turgan ma’rifat nafasini his qiladi. Har bir
roman go‘yo o‘quvchiga: “Mening yozilishdan magsadim bor, mening orqamda bir g‘oya turibdi”,
deb murojaat qiladi.

Shu tariqa Dipti Nazir Ahmad romanlari faqat badiiy asar emas, balki jamiyatning ko‘zgusi,
oilalarning darsligi, qizlarning tarbiya kitobi ham bo‘lib qolgan. U urdu adabiyotida roman janrida
jod qilgan ilk yozuvchidir.
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Biroq Dipti Nazir Ahmadning personajlari ko‘pincha yoki aybu-nuqsonlarning yig‘indisi yoki
mutlaq fazilatlarning mujassami sifatida gavdalanadi. Shu bois professor Ali Ahmad Sururning
aytishicha: “Uning qahramonlari yo farishtadek sof, yo shaytondek yovuzdur. Ular orasida haqiqiy
inson kam uchraydi”*

Biroq bu uning asarlarining badily qiymatini kamaytirmaydi. Dipti Nazir Ahmad insonlar,
aynigsa, ayollar psixologiyasini yaxshi bilgan, ularning hayotiy tajribalarini, oilaviy nizolarini va
orzularini haqqoniy ifodalay olgan. Uning dialoglari jonli, tabiiy va qahramonlarning xarakteriga
mos keladi, asarlaridagi voqealar va mubhit tasvirlari esa o‘quvchini XIX asr Hindistonining
musulmon oilalarining ichki dunyosiga olib kiradi.

Suhbatlarni ifoda etishda Dipti Nazir Ahmad kamdan-kam romannavislarga nasib etgan
mahorat egasi edi. Buning sababi shundaki, u turli toifadagi odamlar bilan muloqotda bo‘lgan va har
bir qahramonning tilidan qanday gaplar chiqishi mumkinligini juda yaxshi bilgan. U inson
psixologiyasini chuqur anglab, uning noyob qirralarini jonli dialoglar orqali ifodalashga muvaffaq
bo‘lgan.

Dipti Nazir Ahmadning asarlari faqatgina badiiy obrazlar yaratish bilan cheklanmaydi. Ular
orqali yozuvchi musulmon oilalarida ma‘naviyatni mustahkamlash, axloqiy gadriyatlarni tiklash,
yoshlarni ilm-ma‘rifatga yo‘naltirish vazifasini amalga oshirdi. Uning romanlari Hindistonda “oila
romani” janrini shakllantirdi va urdu adabiyotining keyingi taraqqiyotiga katta ta‘sir ko‘rsatdi.

Dipti Nazir Ahmadning ma’naviy-ma’rifiy qarashlari nafaqat o‘z davrida, balki bugungi kunda
ham dolzarbligini yo‘qotmagan. Zero, ayolning tarbiyasi — butun jamiyatning kelajagini belgilovchi
omil ekanini yozuvchi adabiyot orqali chuqur va ta’sirchan ifoda etib bergan. Bu jihat o‘zbek
romannavislari, aynigsa Abdulla Qodiriy, Abdulla Qahhor va Said Ahmad ijodidagi asosiy mavzular
bilan uyg‘unlik kasb etadi.

Qodiriyning “O‘tkan kunlar” romanida oilaviy hayot, qizlar tarbiyasi, ma’naviy qadriyatlarning
buzilishi va buning jamiyat taqdiriga ta’siri yoritiladi. Nazir Ahmadning “Mirat-ul-arus” asarida
Asg‘ariy va Akbariy obrazlari orqali ko‘rsatilgan ikki xil tarbiya va uning oqibatlari ham Qodiriy
romanidagi Kumush va Otabek timsollari bilan badiiy jihatdan hamohangdir. Har ikki adib uchun
ayol tarbiyasi — millat kelajagi degan g‘oya markaziy o‘rinda turadi.

“Banat-un-na’sh” romanida ayollar hayotidagi ma’naviy bo‘shliq va tarbiyasizlikning og‘ir
ogibatlari tasvirlanadi. Bu jihatdan u Qodiriyning “Mehrobdan chayon” romani hamda Said
Ahmadning “Ufq” romanlari turkumidagi oilaviy-ma’naviy muammolar bilan uyg‘unlashadi.
O‘zbek romannavislari ham, Dipti Nazir Ahmad singari, jamiyatdagi illatlarni fosh etib, ularni
bartaraf etishning yagona yo‘li sifatida ma’rifat va axloqiy uyg‘onishni ko‘rsatadilar.

“Taubat-un-Nasuh” romanida asosiy urg‘u insonning o‘zini anglashiga, xatolarini tuzatib,
anglagan holda jamiyat uchun foydali shaxsga aylanishiga qaratiladi. Bu jihatdan Abdulla
Qahhorning qator asarlaridagi axloqiy o‘zgarish, insoniy uyg‘onish masalalari bilan yaqinlik
seziladi.

Umumiy qilib aytganda, Dipti Nazir Ahmadning uch romani ham ayol tarbiyasi, oilaviy
munosabatlar va ma’naviy-ma’rifiy uyg‘onish g‘oyalarini ilgari surishi bilan o‘zbek romannavislari
jodi bilan uyg‘unlashadi. Ularning barchasida jamiyatni isloh etish oiladan boshlanishi kerak degan
qarash yetakchi o‘rin egallaydi.

Natijalar

"' Cypyp, A. A. Nazar aur Nazariya / A. A. Cypyp. — New Delhi : Sahitya Akademi, 1973. —312 c.
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Tadqgiqot davomida Dipti Nazir Ahmadning “Mirat-ul-arus”, “Banat-un-na’sh” va “Taubat-un-
Nasuh” romanlarida ayollarning ma’naviy-ma’rifiy kamoloti masalalari qanday talgin etilgani
tizimli ravishda o‘rganildi. Tahlil natijalari shuni ko‘rsatdiki, adibning barcha romanlari o‘zaro
g‘oyaviy bog‘liq bo‘lib, ayol tarbiyasi, axloqiy yetuklik va oila mustahkamligi masalasi badiiy
markazda turadi. Dipti Nazir Ahmad yaratgan pozitiv ayol obrazlari — Asg‘ariy, Husnora,
Nasuhning qizlari kabi qahramonlar o‘z davri uchun ilg‘or ma’rifiy fazilatlarni mujassam etadi. Ular
orqali ayollarning savodli bo‘lishi oila farovonligi, iqtisodiy barqarorlik va ijtimoiy uyg‘onishning
muhim omili ekani aniq ko‘rsatib berilgan.

Shuningdek, tahlil davomida adibning romanlarida ayolning oila boshqaruvidagi roli an’anaviy
darajadan yuqori mavqega ko‘tarilganini ko‘rish mumkin. Savodsiz, beparvo yoki ma’naviy
jihatdan zaif ayollar obrazi orqali adib o‘sha davr jamiyatida uchragan ma’naviy tanazzulni badiiy
tarzda aks ettiradi. Bu salbiy obrazlar ijtimoiy ogohlantirish funksiyasini bajaradi. Tadqiqot
natijasida shuningdek, Dipti Nazir Ahmadning ma’rifatparvarlik g‘oyalari ingliz mustamlakachiligi
davridagi ta’lim siyosati bilan bevosita bog‘ligligi ham aniqlandi. Yozuvchi zamonaviy dunyoviy
bilimlar bilan Sharq axloqiy qadriyatlarini uyg‘unlashtirishga intilgan.

Tahlillar shuni ko‘rsatdiki, Dipti Nazir Ahmad romanlari Hindiston musulmon jamiyatida ayollar
ta’limi masalasining keng muhokama qilinishi, qizlar uchun maktablar ochilishi va ma’rifatparvarlik
harakatining rivojlanishiga sezilarli ta’sir ko‘rsatgan. Natijalar shuni tasdiqladiki, adib romanlarida
ilgari surilgan g‘oyalar nafaqat badiiy-estetik hodisa, balki tarixiy-ma’naviy yangilanishning muhim
tarkibiy qismidir.

Muhokama

Olingan natijalar tahlili shuni ko‘rsatadiki, Dipti Nazir Ahmadning romanlari XIX asr
Hindistonida yuz bergan ijtimoiy-ma’naviy o‘zgarishlarning badiiy ifodasidir. Ayollarning ta’lim
olishi masalasini ko‘tarish o‘sha davr uchun juda dadil va ijtimoiy jihatdan muhim qadam bo‘lgan.
Adib ayolning savodsizligi faqat individual muammo emas, balki butun jamiyat taraqqiyotini
to‘xtatuvchi omil ekanini ko‘rsatadi. Bu yondashuv zamonaviy gender tadqiqotlari tamoyillari bilan
hamohang bo‘lib, ayolning ma’rifiy imkoniyatlari jamiyat kapitalining bir qismi ekanini tasdiqlaydi.

Natijalarni sharhlash jarayonida shuni ta’kidlash joizki, adibning ma’rifiy-realistik romanlari
Sharq modernizatsiyasining dastlabki badiiy bosqichlaridan biridir. Dipti Nazir Ahmad ayolning oila
va jamiyatdagi o‘rnini fagat axloqiy nuqtai nazardan emas, balki ijtimoiy-madaniy struktura
doirasida baholaydi. Bu jihati bilan uning qarashlari o‘sha davrning diniy konservativ fikrlaridan
sezilarli darajada farq qiladi. Muallifning didaktik uslubi hozirgi davr adabiyotshunoslari tomonidan
tanqid qilinsa-da, XIX asr sharoitida bunday uslub ma’rifiy g‘oyalarni ommaga tez yetkazishning
samarali vositasi bo‘lganini unutmaslik kerak.

Olingan natijalar boshga ilmiy adabiyotlar bilan solishtirilganda, Dipti Nazir Ahmadning
qarashlari Sir Sayyid Ahmad Xon, Shibli Nomoniy kabi islohotchi ziyolilar g‘oyalari bilan
uyg‘unligi ko‘rinadi. Bundan tashqari, o‘zbek adabiyotidagi qadriyatlar — Abdulla Qodiriy
asarlaridagi ayol tarbiyasi, Abdulla Qahhor ijodidagi ma’naviy poklik, Said Ahmad asarlaridagi oila
va jamiyat masalalari bilan ham ma’lum o‘xshashlik mavjud.

Muhokama davomida aniqlanganki, Dipti Nazir Ahmad romanlarida ilgari surilgan g‘oyalar
faqat tarixiy jarayon uchun emas, balki bugungi kunning ijtimoiy-ma’naviy hayoti uchun ham
dolzarb ahamiyatga ega. Ayollarning savodxon bo‘lishi, iqtisodiy va ma’naviy jihatdan mustaqil
fikrlashi jamiyat taraqqiyoti uchun zarur omil bo‘lib qolmoqda. Tadqiqot natijalari amaliyotda ham

qo‘llanishi mumkin — xususan, ta’lim siyosati, gender tengligi, oilaviy tarbiya va ma’naviy-
ma’rifiy dasturlarni ishlab chigishda adibning g‘oyalari metodik asos bo‘la oladi.
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Xulosa

XIX asr Hindistonining murakkab ijtimoiy-siyosiy va madaniy sharoiti, ingliz
mustamlakachiligi bosimida shakllangan yangi ma’rifiy jarayonlar hamda musulmon jamiyatining
o‘zligini asrab qolishga garatilgan ichki kurashlari Dipti Nazir Ahmad ijodining g‘oyaviy asoslarini
belgilab berdi. Adib o‘z asarlari orqali jamiyatdagi eng dolzarb masalalardan biri — ayollar ta’limi
va ma’naviy kamolotiga bo‘lgan ehtiyojni, bu ehtiyojni e’tiborsiz qoldirishning salbiy oqibatlarini
hamda ma’rifatning oilaviy va ijtimoiy barqarorlikdagi hal giluvchi rolini ta’sirchan tarzda yoritdi.
Uning romanlarida ko‘tarilgan masalalar zamonidan gat’i nazar bugungi kun uchun ham o‘z
ahamiyatini yo‘qotmagan ijtimoiy hodisa sifatida namoyon bo‘ladi.

Dipti Nazir Ahmadning “Mirat-ul-arus”, “Banat-un-na’sh” va “Taubat-un-Nasuh” romanlari
orqali ayolning oila hayotidagi o‘rni, ma’naviy darajasi, axloqiy fazilatlari va ta’lim ko‘rganlik
darajasi jamiyat taraqgiyotining mezoni sifatida talgin etilgan. Uning ayol obrazlari oddiy maishiy
tafsilotlar emas, balki butun jamiyatning axlogiy muhitini belgilab beruvchi kuch sifatida
gavdalanadi. Adibning fikricha, ayolning ma’rifati — faqat o‘ziga emas, balki butun avlodga,
oilaning iqtisodiy barqarorligiga, farzand tarbiyasiga va millatning ma’naviy ravnaqiga xizmat
giladi. Shu bois Dipti Nazir Ahmad ma’rifatni jamiyatdagi eng asosiy islohot vositasi sifatida
ko‘radi; uning romanlari didaktik ruhda bo‘lishiga qaramay, badiiy ta’sirchanligi bilan ham
ahamiyatlidir.

Adib asarlarida savodsiz ayolning hayoti va uning oila taqdiriga olib keladigan noxush ogibatlar
sodda, xalqchil, realistik tarzda tasvirlanadi. Aksincha, bilimli, ma’naviy yetuk, tartibli ayolning oila
hayotidagi barqarorlik, totuvlik va taraqqiyotga sabab bo‘lishi badiiy dalillar yordamida asoslanadi.
Bu yondashuv zamonaviy gender tadgiqotlari nugtai nazaridan garalganda, ayolning shaxs sifatida
rivojlanishi va uning jamiyatdagi ijtimoiy kapitalini oshirishga qaratilgan ilg‘or qarash sifatida
baholanadi.

Dipti Nazir Ahmadning qarashlari ingliz mustamlakachiligi davrida yuzaga kelgan
modernizatsiya jarayonlariga hamohang ravishda shakllanib, Sharq an’analarini inkor etmagan,
balki ularni zamon talablari bilan uyg‘unlashtirgan holda talqin giladi. Uning romanlarida ma’naviy
qadriyatlar va zamonaviy bilim uyg‘unlashgan holda tasvirlanadi. Bu esa adibning ijtimoiy islohotga
oid qarashlari nafaqgat diniy-pedagogik, balki madaniy-modernist xarakterga ega ekanini ko‘rsatadi.

Magolada ta’kidlanganidek, Dipti Nazir Ahmad ijodining o‘zbek adabiyoti bilan bog‘lanishi
ham ilmiy jihatdan muhim ahamiyatga ega. Abdulla Qodiriy, Abdulla Qahhor, Said Ahmad kabi
o‘zbek adiblarining asarlarida ham ayollar tarbiyasi, oila mustahkamligi, jamiyat ma’naviy
muvozanati, savodsizlikning salbiy oqibatlari va ma’rifatning hayotiy zaruriyati markaziy mavzu
sifatida ko‘tarilgan. Bu jihatdan Dipti Nazir Ahmadning asarlari Shargning umumiy adabiy-ma’rifiy
an’analariga mansubligini va ma’rifatparvarlikning mintaqaviy emas, balki umumjahon xarakterga
ega hodisa ekanligini ko‘rsatadi.

Dipti Nazir Ahmad romanlari Hind jamiyatidagi ayollar tagdiri va oila-inson-ma’naviyat
munosabatini tarixiy kontekstda yoritishi bilan ham gimmatlidir. Mustamlakachilik davrining
ijtimoiy-siyosiy vaziyatlarini hisobga olgan holda, ayollar ta’limini ilgari surish — nafagat ijtimoiy,
balki milliy o°zlikni saqlab qolish vositasi sifatida talqin etiladi. Bu fikr bugungi kunda ham dolzarb
bo‘lib, ayollarning ma’rifiy darajasi har qanday jamiyatning taraqqiyoti va barqarorligining mezoni
sifatida e’tirof etiladi.

Shunday qilib, Dipti Nazir Ahmadning asarlari ayollar ma’naviy-ma’rifiy kamoloti, oila
institutining mustahkamlanishi, jamiyatning axloqiy uyg‘onishi va millat ravnaqidagi ayolning hal
qiluvchi rolini 0°ziga xos badiiy aniqlik bilan yoritadi. Uning ijodi Hindistonning ijtimoiy-ma’naviy
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tarixini o‘rganish, Sharq ayollari savodxonligi masalasining tarixiy ildizlarini anglash va zamonaviy
gender islohotlariga nazariy asos yaratish uchun gqimmatli manba bo‘lib xizmat qiladi. Adibning
fikricha, jamiyatni isloh gilishning boshlanishi oiladan, oilaning ma’rifiy yuksalishi esa ayolning
savodli, ongli va ma’naviy yetuk bo‘lishidan boshlanadi. Bu g‘oya bugungi kunda ham o‘z
dolzarbligini yo‘qotmagan fundamental haqiqatdir.
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bxapamu “llaxap” pomanu mucoauda kypub wuxunaou. Maxoaa 6owuoa 6aouuti NCUXoai02u3m myuyH4acu,
VHUHZ aoabuémea Kupud Keauwiy 8a WAKIIAHUWY, WYHUHeOeK, MAMUL adabuémudazu uiK Kawuogapu
xycycuoa cy3z b6opaou. Maxonranune acocuii kucmuoa Hunnanna bxapamunune “lllaxap” pomanuda axc
amear 6aduuil RCUXOI02U3M 0OPAZLAP XAMOA POMAHOAH KEIMUPUL2AH MUCOJAP OPKAIU MAXAUTL KUTUHAOU.

Kanum cyznap: uncon pyxusmu, @peiio mavaumomu, 6a0uuil NCUXOI02U3M, NOPMPEN, XUCCUEM

Annomauyus. B oannoti cmamve paccmampueaemcs npoonema Xyo00oXHCeCmEeHH020 NCUXON0SUIMA 6
MAMUTLCKOU umepamype Ha npumepe pomarna Yumnannvt bxapamu «Caxapy. B nauane cmamovu
2080pUMCSL O HOHAMUU XYOOIICECMBEHHO20 NCUXONO02UZMA, €20 NPOHUKHOGEHUU & Jumepamypy u
Gopmuposanuu, a makdice 0 REPEbIX UCCLEO08AMENSX INMO20 HANPAGIEHUSL 8 MAMUTLCKOU aumepamype. B
OCHOBHOU YaCmMu CMamvl AHATUSUPYEMCSL XYOONCECMBEHHbIN NCUXON02UIM, OMPANCEHHLIL 8 poMaHe
Yunnannwt bxapamu « Caxapy, uepe3 00pa3zvl u npugedénuvie u3 poMana npumepul.

Knrwuesvie cnosa: uenoseueckas ncuxuxa, meopusi @peiioa, XyooicecmeeH bill NCUXOI02U3M, NOpmMpen,
uyeCmeo.

Abstract. This article examines the issue of artistic psychologism in Tamil literature through the example
of Chinnappa Bharati’s novel Sugar. The introductory part discusses the concept of artistic psychologism,
its emergence and development in literature, as well as the early researchers of this trend in Tamil literary
studies. The main part of the article analyzes the artistic psychologism reflected in Chinnappa Bharati’s
Sugar through its characters and examples taken from the novel.

Keywords: human psyche, Freud’s theory, artistic psychologism, portrait, emotion.

Kupum. baguuii acapaaru ncuxosioru3M acap KaXpaMOHMHU PYXUSITUHH HILIOHAPIW Tap3jaa
peal, XakkoHUH xamna Oamauuii O6e3aknap OwiaH o4nO, KUTOOXOH KYHIJIMra €TKa3uod OepHIaup.
AliHu 11y »kapaéH 3aMOHaBHUI aJabUETITYHOCINK A OaIuuil ICUXO0JIOTU3M Ae0 I0pUTUIno, anadbuér
Ba CaHbaT/Aa Y UHCOHHUHT WYKU TYyHECU, PYXUIl KEUMHMANIApH, XUC-TYUFyJIapy, WYKU Kypalliapu,
Taakkyp kapaéHUHM YyKyp Ba Oartadcun udomanamra HYHAITUPUITAH yCyJUIap MaxXMyacHIup.
WNuconnn ¢akat Tamku XapakaTiap OpKajid dMac, 0ajdkyd YHUHT Kalud ollaMu, WYKU 3UAIUATIAPH,
op3y-xaémiapu, Mypakkad XoJuiapaa TYFpH Kapop KaOyJ1 KHITUII )KapaéHUIard NIKU KypaliapuHA
TacBHpia0d OepuIl NCHXOJOTHM3MHHMHT Basudacuaup. Ymoly yciay0 amaOuétHu pean Xaérra
SIKWHJIAIITHPAIN, KAITHOXOHHH Y3ura >kayi0 KWIMO YHUHT KaJIOuJa ydMmac TaaccypoT KOJIIUPAIH.
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V36ek anabuérnnunr 3a6apnact é3ysuncu A6aymna Kaxxop ncuxonornsmra Kyiujaaru TabpudHu
oepanu: “Ilcuxonoru3M—...E3yBUYMIMK MaXOPATHHUHT YHT MyXUM )KI/IX,aTI/II[I/Ip”.l

banuunii ncuxonoruzmuan y36ex onumiiapuaad A.Anumyxamenos, M. Kynnkonos, Y.Hopmaros,
H.Illogues Ba 6omkanap, pyc onmumiapunan B.IlIknosckuii, b.23ixen6aym, M.baxtus, }0.Jlormas,
JL.T'un30ypr, B.Xamm3eB Ba Oomkanap, Tamui agabuérmynocnapunan K.Pamamypry,
C.Cybpamanus Aiiep, M.CuBapamakpuinnas, [1./[.Pamxaronanannap Taakuk KAjarasiap.

XUHIUCTOH XalKjIapu anabuéru KOHTEKCTHAa Tammwin anabuéruma xam FapOd Ba pyc
a1a0uETUHUHT TabCUPUJA JKOHJIAHUII to3acura kenau. Tamun Madkypacura sHrH KUpuO Kelran
FapOuunr mncuxonorusi ¢aHu Mapkasuidl YpuUHHHM Srajulajd, YyHKH >KaxoH anabuérupaa, mury
KyMJIaIaH, TaMIII afabuéruaa xaM >KOHJIaHTHPUII BazupacuHu yTaau. AnaOuET Ba MCUXOJIOTHUS
danmapu azanmaH y3apo yamOapyac OOFJIMK paBWINIA PUBOXKIAAHWO kenran. UyHku, Oamuuit
acapiapJa WHCOHHMHT pPYyXHUl OJaMUHHM YpraHuil, TacBUpJall aJa0UETHUHT OHT MYXUM
Baszu(anapuman Oupugup.

Tamun anaOuETHHUHT MyMTO3 JaBpHIaH TOPTHO OyTyHTH KyH 3aMOHABUMN alabuéTuraya CeBru-
Myxa00ar, MabHABUAT, TapOUs MaB3yJIapH OPKalld aKC STHITAH OYnuO ynapia MHCOH PYXHSTH
anabuéT Ba TCHXOJIOTUSIHUHT y3apo OOFIMK paBHILA PUBOXKIAHHO KENTaHJIUTUHU KYpcaTaju.
3aMoHaBHH TaMWJI anabuETH XaM OOIIKAa XWHA XaIKJIapH aaa0ueéTn kabu Oaauuil MCUXOJIOTU3M
6opacuna 3urmyn1 Opel THUHT WIMHI-HA3apuil Kapaluiapura TastHraH.’

Opelan3M pUBOKIAHUIIUHUHT HacTiadku Oockumwiapuaa Fap6 amabuérnryHoc onmmiapuia
Oy Ha3apUSHUHT TACBUPHIA CaHBAT Ba YHUHT TAJKUHU COXACHUra KYIIMIIN MyMKHH OYIITaH XUCCAcH
XaKMJla KaTTa KA3UKUIuiap 6op 3au. Bakt yTuim OuiaH NCUX0aHATUTUK Ha3apHsUIApHUHT OaIunid
a7labMETHUHT acll KOHIIETITYaJl acoCHapuHU spaTHILa caMapaind OYAraHiuru OOMC NMCHUXOAHAIN3
Hadakat agadbuérra Tobopa Kynpok ¢oiiianu Tabcup KypcaTta 6omnuiaam, 0aaku MyXuM, Y3ura Xoc
TaHKuIMK €HpamyB cudaruna xam kabyn kunuaau. KonaBepca, aitHan amabuér Dpeiin
TabJIMMOTUHUHT KaJIp-KUMMATH Ba XaKUKUHIUTUHU OUpUHYM OYI1O TaH OraH XamJia ICUXO0JIOTUs
Ba aJaOMETHUHT y3apo OOFIMKIUTMHU WIMHMH acocnad OepraH. ®Ppeian3M TabIMMOTH TaMHI
anabuéTmyHocaurura anya keuukuo6 kuprad. Tamumn madkypacu Fapd tabnumoruaan 6oxabdap
OynuIIM Ba YHMHI yCyJulapuJaH (oipajaHMIl MMKOHUSTHra sra Oynumura kapamai, XX acp
Oomurapuna xam Oamuuid TicuxoaHanusaad Oexabap »au. Kymnmab tamun agabuérmryHociapu Ba
TaHKUIYUIIApH TICUX0aHAIM3 KaOu Mypakkad coxa OWiIaH TAaHUIIUII Y9yH WHTIIN3 THJIMHU €Tapiu
napaxanaa OuiIMaciauru OyHUHT cababu OYIUIIY MyMKHH.

Tamun pomanuymurura Gpeiu3M, MCUXO0AaHAUTUTUK KaOK Hazapusiap KEHT TabCUpP KypcaTraH.
By ¢aHHMHr TaMui poMaHura TabCUPH YHMHT TaMWI MIEbPUSATHAArH TabCUpUIaH TyOnaH ¢apk
KUJIAAW: Y TaMWI HIEbPUSTUTAa aCOCAH WHIIIN3 LIChPUATH OPKATH KUPHO KenraH Oynca, TaMui
POMaHYMIIApH ICUX0aHAJIN3 TaMONHMIITapy Ousad 6eBocuTa TaHuITraH(0y skapa€H MHTIIN3 aqabuétu
OpKanu OyIMaraHmu, TyIIyHMaIUM IIIyHU, OEBOCHTA TaHUINTAH JeTaHa HUMa Ha3apaa TyTUIIaIN).
YOy pomanumiap CHHGUHUHT Ky3Ta KypuHTaH Bakiwin JKaskaHTxaHn 6yiu0, 3aMOHaBUA TaBPHUHT
Hupuk wxoakopuaup. [apum y mcuxoaHanWTHK Hazapusuiap OWiaH TYFpUIAH-TYFpU ajokKaja
OYIMUIITHU TaH OJIMINJAH OOII TOPTCa XaMm, YHUHT acapiiapu, akcapusaT XoJuiapaa, aHuk dpein
TabJIMMOTHUIA UIIOPA KUJIA]IH.

Tamun Hacpuzarn Oaauuil TMCHXOJIOTU3M KaXpaMOHJIAPHUHT WYKU JAYHECHHH, YJIAPHUHT
bukprapu, XHC-TyWFylapy, KEUHMHMAalapu Ba XHCCHHM TYKHAIIYBIApUHH OaauUil TacBUpIAII

! lloaues H. “Pyxuar paccomu’. Tomxenr, “@an”, 1977 iun, 3-6er
2 Encyclopaedia of Tamil literature. Volume 1. Institute of Asian Studies Thiruvanmiyur, Madras, 1990, p. 539
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YCYJUIApUHM YpraHaguran wyHammmaup. Tamwn amabuéru, aiinukca XX-XXI acpimapHUHT
3aMOHABUI HACPU KOHTEKCTHUIA IICUXOJIOTH3M MyXHM 3CTETUK Ba MadKypaBHil BocuTara aijaaHaIu.

Tamun Hacpuparu Oaguuii NCUXOJNOTH3M HadakaT XapaKTEpHU TacBUpJAIl yCyNH, Oallku
y3rapyByaH qyHEna maxcHu (ancaduil Tax M KWIHII BocuTacuaup. by Myamnudra HHCOHHUHT
WYKH XAaKUKaTHMHU akc HJTTtupumra Epaam Oepamu, Oab3uja TallKM BOKeajapra Kaparanja
MYXUMPOKAHpP. baguuii ncuxosoru3m xapakTepaapHUHT pyXHil OJJaMUHU, XUCCUM XapaKaTaapuHH,
OHI'CU3 HMCTAKJIIAPUHU Ba PyXHUM 3UAIUATIAPUHM TabKuananau. Tamun €3yBumiapu XX-aCpHHUHT
Vpranapuaa y3 acapiapuaa MUK MOHOJOT, OHI OKUMU Ba Dpeiia TabauMoTuaH (poiiaanaHuIIHu
oonutamtap. K.H.Cybpamannamauar “Opy Han” (Bup xyn) (1950) pomanu, Xeskantxan, T.
Kanakupaman, Unaupa [laprxacaparxii Ba Cynnapa Pamacamuii xukostnapuaa XKoiic, Bupxxunus
Byn¢ Ba @peitn ncMXOMOTHSCHHUHT aHUK TabCUPH KypcaTwiraH. JKessKaHTXaHHUHT POMaHIIApH,
xymnanan, “Cuna Hepanramun, Cuna Manutxapran” (“bawsan, 6awv3u odamnap”), “Opy
Harxukan”, “Hatakam [lapkupan™, “Opy Buny” («/[apé mucon», « Tomowa», « Yii») acocan ®@peiin
Hazapusicu OujaH OOFIMK >KMHCUM MCTaK, XMCCUU 3UIMIT Kabu MaB3yJapHU Kampal OJraH.
TarkuauuIap YHUHT XUKOs yeryounaru naamumuraau [, X. JIopeHCHUHT WKOoaui yciryon Mepocu
ounan Oornaitnunap. lly ypunaa tapkuanam xousku, Unnnanmna bxapatu /. JKasxantaHHUHT
3aMoHJI0IH 0Y110, Oup naBpaa, OMp XMl MyXUT/Ia KajlaM TeOpaTraH M>KOIKOPIUD.

Makcana Ba BazudaJgap

Ymly MakonaHuHr acocuii Mmakcaan — Yunnanmna bxaparununr “lllakap” pomanu mucomnanaa
TaMuJ Hacpuja Oaauui IMCUXOJOTU3MHUHI HAMOEH OYIuIN XyCYCHUATIApUHU WIMHUI-Ha3apuii
KUXATIAH TaXJIWI KNI, KaXpaMOH PYXUSITHHUHT 0ainuii ndogananum ycymapuHu o4ud Oepuii
Xama yJIapHUHT 3CTETUK Ba MadKypaBUil axaMUSTUHH acocialiiad noopar.

Makcannan kenub YuKKaH XoJifa Kyluaaru Basudanap Oenruian/iu:

e Oaauuil ICUXOJOTU3M TYITYHYACUHUHT Ha3apUil MOXUSTUHU EPUTHIIL,

e TamMmJI aAa0uETHAA TICUXOJOTHM3MHUHT MIAKJIAHUII Ba PHUBOKJIAHMII XYCYCHUATIAPUHU
TaXJIAJT KWIHIII;

e UYunnanna bxaparununr “Ilakap” poMaHuaa KaxpaMOH pyXHSITH TACBUPUHHUHT y3UTra XOC
KUXATIAPUHU aHUKJIAIT;

e acapJa MOPTPET, UYKU MOHOJIOT, XHUCCUET, paM3UIIMK Ba MeTadopa OpKaiu MCHUXOJIOTHUK
XOJIATHUHT U(OAAIAHUIIINHA KYPCATHUIII;

e 0anuuii ICUXOJOTU3MHHUHT 00pa3 SPaTUIIAATH POJI Ba QYHKIUSIIAPUHU WIMUK Oaxoan.

Yceyaaap

Ma3kyp Makonaza TepMEHEBTHUK, IICUXOAHAIMTUK Ba CTPYKTypald TaxJui ycyJulapJaH
holnamaHmIIn.

Harum:xanap Ba myaoxasza. baaunii ncuxonoru3MHHM peaju3M Ba POMAHTHU3MCHU3 TacaBBYP
kuin6 Oynmaiiau. Ynnnanna bxaparununr Oapua pomaHiapyaa peajanu3M yHCypiapy OuiiaH HHCOH
pyxustu €Hma-éH Typanu. Yumnnanma bxaparununr “lllakap” pomaHWaa NEeXKOHAAH ETUIIHO
YUKKAH WITYA-KypalTdYuHUHT XaéTUW Kypanuiapu TacBupiad Oepuiaan. Maskyp acapnia
cuHdIapapo Kypaii, 3pKUHINKKA SPUIIUII, a1a0JIaTCU3IIUKKA KapIIk Kypall Macaialapu aHUK-
THHUK ounb Gepwnran. Mkkn kucmman® nbopar “Illakap” pOMaHMHHHT CIOKETH KH3HKApIH Ba
myxTa Ty3wirad. [llakap 3aBoau sramapu OuiIaH 3aBOJ UITYUIIAPU Ba IMAKAPKAMUII €THILITUPYBYH
JNEXKOHJIAp YpTacHAaru Kypam—arpap MamyiakaT XucoOsianraH XUHANCTOHHUHT XaKUKUA XaéTura

1 PomaHHUHT OupuHuM Kucmuaa 18 ta, nkkuH4M Kucmuna 42 ta 0aHI MaBKyI.
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Moc Kenaan. Poman Typmymn gapaskac mact, mapT-IIapouTH YMyMaH OFHp, KyJi0anap/a sSioB4d
axXOJIMHUHT TYPMYI Tap3u TaBcudu OunaH OolIaHa u.

“Illakap” pomMaHHJa M>KTUMOWHM TaOaKaJaHUII Ba WHCOH KAJPWUHH MACTra ypyBUM MIKTHUMOHM
3yJIM, TaOUHMI MyXUT, KAXpAMOHJIAPHUHT PyXUH X0JIaTH, XTUEXKIIApH, 3N X0JIaTH Ba UHCOHUI
IIAbHUHU TOMNTANl KaOW WUIaTiap Kywid OaJauuii MCUXOJOTH3MIra WYyFpWiIraH Xonarga EpTud
Oepwiarad. PomanHHMHr Oom KaxpaMOHMHUHI otacu KapyBasHHuHr kuédacu Oaauunit
MICUXOJIOTU3MHUHT (oA yCcyJIapuaaH NOPTPET YCYAuAa UIIOHAPIN Tap3Ja 0und OepuiraH:

. PEATI l 3G AT Tehlleh W 33T 3HHT AR YA g & S| .38 g
g& e 1 TS o @ of B Rewot ey w!

Tapoicumacu: ... Kapysaaunune mavioc uexpacu Oupoan épuwub xemou. Yuume 6Oapua
yapuokaapu eotuud oyaou. ... Muuea bomub kemear Ky3iapurune myouoar Ky8oHy Hypiapu nopiail
boutnaou.

Amu6 Oy muconma KapyBasn Tamku kKuédacu opkanu yHUHT PyXud XOJaTUHH HoanaraH.
KyTtunmaran KyBOHYJIaH YHHHT YEXpPACHHHUHT €PUIINO KETUIIN PyXaH THKIAHMIIUTA, KY3 MHCOH
KAJTOMHHUHT KY3TyCH JKAHJIMTHTa WUIIOpa KWJIMHMOKMA. Taxjwmi HaTmkacuaa KyWugard KOJIUITHU
MIAPTIIM  PaBUIIAA  KEJATHPUII MYMKHH: MOPTPeT+XUCCHET+HCMMBOJIMKA/KOMIO3UIIHOH-
ncuxoJioruk Bocurasap/. llly ypunna mryHr TabKUJIAI )KOU3KH, HYKH PYXHUAT OOpa3HUHT TAllIK{
kuédacura ¥3 TabCUPUHU KYpcaTraH.

Uwunnanma bxapatu ¥3 pomannapuia aémiap oOpaswHU KaTTa Maxopar OWIaH sparajad, SHT
MyXHUMHU ynap uimoHwin ynkaau. Kyiungaru catpiap 6yHra Mucosn 0yna onaau:

TMAR FI FAeaAd § FA W 30T sTonst 6 fAwer & oy 3| afr ¢ e
g gt die| I HUsl &, HoArdd Il UaT|?

Vanykcus mawaxgamau mexnam mygatinu o3ub xemean mana. Kysnap amanea owmazam
op3yiaprune ymuocuziukka mynean. Kammux xopa ea kanun rkupnuxiap. by Kapyeasnnume
paguxacu Kenou.

Maskyp catpiapaa Oom KaxpaMoH BupaH oHaCHHUHT pyXuH X01aTu aélIHUHT a300/a KOJIraH
TaHacujaru xa€t 3apOanapu KOJIUpPraH acopamiap acHocunaa €putuO Oepwiran. by aémma
KeJakakKa yMUAJaH Kypa, TYHIKYHIINK, TAaKAUpra TaH Oepuil, azobaapra aoi 0epub sicai Tyirycu
ycTyHpoK. byHia xam anu6 nmoprper+xuccuér ycinyouaan Qoiinananrad. byHra ssua Oup MuCoIHH
KEJIITUPULI MyMKHUH:

.. TAI 3 Sl Al # ot P Pl g e IR fAorer e anl®

Taporcumacu....Kapysasan oskamuu uxku Kyauoa yuiiad, umoex siad, omub 1o6opapou. ..

By epna KaxpaMOHHUHT OY KOJIMO, OBKATHHU IIOMIA MHINA €HUIIUHU OY KOJITaH UT oOpasura
yxmatMokaa. byHnma HadakaT ounuk Tydrycw, Oanky Xa€T y4yH Kypaml TYHFyCH XaMm akc
STTUpHATAaH. AauM0 Xuccuil ycynra mMetadopaHu xam KyIIraH, SbHU “UTIEK s1ad” OMpuUKMacuia
XaM XMCCHETHM, YXIIATHIIHA Ba PAM3UIIMKHU KYPUIII MyMKHH.

' Reoo HRAT. . @8 fedl!, 2001, T.9

2 g’ma acap,9-0er
% Ya acap, 11-6er
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Taxunap HaTwkacuaa my Hapea aéH Oynauku, UnaHanma bxapatn MHCOH IMCUXOJIOTHUSCHHT
XaM 4yKyp YpraHras wxojakop cudatuaa ¥3 poMaHIapUHU spaTrad. Y 0aauuii MCUXOJIOTU3MHUHT
MOPTPET, XUCCUET Kabu ycysuiapu OuiaH OMpra WYKH MOHOJIOTaH XaM (hoiiananraH.

Nuku monomor xycycuaaru H.IllogueBuunr pukpura kypa, “Muku MOHOJIOT — KaXpaMOHHHUHT
¥3-Y3u OunaH vyjaaH ranupuiid, Gukpiamu, GUKp Ba TyWFyJapuHUHT W4k udomacuaup. Muku
MOHOJIOT/Ia KaXpaMOH Y3UHUHT CUPJIH, SIIIUPUH GUKpIapurada aitaau, iy OoucaH HIKd MOHOJIOT
OpKaJIi KaxpaMOH KUTOOXOH osjuaa y3-y3uHu ovaau. LIyHUHT yuyyH XaM yHUHT HIaXCUATUIA X€4
Hapca cupyii €Kd TylIyHapcu3 O0ynu0 koiamanau. Muku MOHOJOr cy3iantyB HyTKU-IaH Y3UHUHT
OYHMK Ba ONIKOPAIMTH OUIaH axpanud Typamu”. *

Slna Oup MyXuM KHXATH, OJaTAa WYKA MOHOJIOIVIApAaH KaXpaMOH XAETHMHHMHT JHT KECKHH,
IpaMaThK MOMeEHTIapuaa Qohmananmnaad. YyHKH, MaHa Iy MOaulafard Xuciap, Qupiap
KaXpaMOHHUHT acll pyxuil KuéhacuHu TYIMK Ba EPKUH aKC STTUPAIH, AeraH PUKPHU KEJITUPaId
H.Ioaues 2

Yy ¢uxpuunr ucbotunu “lllakap” pomanunaru aén, ona oOpasu KeHauHUHT KyWugaru
Cy3nap/Ja Kypuil MyMKHUH:

# O g@ Soo-dl Ugd & g, AV &A1 fersAaren §1°

Tapocumacu: «Men annakauon Kypub Konean nosea YXuanuman, MeHea HCUuH ypapmuou... »

Ymly carpiap opkaiau aaub aClIHUHT pyXaH aao OYITraHIuTHra, ¥3 KaJpu KHAMaTH HYKIUTHTa
yuad smamra MaxOypiauruau kypcarMoxkaa. by Ounan €3yBuM xap KaHJai XosaTaa xam aéniap
MexXp-Myxab0aTra, OFMp MEXHAT/AaH XOJIH XaéTra XaKUKHid 1abBOTap SKAaHIUTHHU U(HOIATaAMOKYH.
AEMHUHT MYKM pyXxuil a300u yxmarummap (“sypub gonean nos’”) xXamlia pUTOPUK caBodl (‘“orcun
ypapmuou?”’) opkanu udonanarad. by ypuHIa MYKH MOHOJOT+XMCCHET KOJIUIUHU KEITHPHII
MYMKHH.

bannunii NCUXOIOTU3MHMHT XUCCUHM yCyJIura sitHa KyMUaaru MACOJIHYU KEJITUPUIL MyMKHH:

Yehrae & HROT JoN-geii-Al TGN Bl TR U Heardel diell| Fee UAAT F HUsy
38b deY & HAT B W TE US| ¢

Tapoicumacu: Yapuoxoan Ky3napu cynaémear 0yica-oa, yiapHu Kamma-Kamma ouudb 2anupou
Kapysasan. Hum épyanuxoa Kenou ynune o3uoacu xuc-myuyiapHu Kypa oamaou.

Y16y MUCOJIHU OPTPeT+HXUCCHET KOIUIUAA TaxJInI KWIMO Kyiuaarnya TaBcudiail MyMKUH,
SHHU MyJUTH(} ¥3 KaXpaMOHWHHU KAaTTHK YapyoK/JIa XaM Y3WHH TETHK TYTHIITA XapakaT KWINIIHHA
MpoJa Ky4MHHMHT IOKOPH Japakaja JKaHINTHIa KypcaTaid. YKyBUH ydyH OyHmail SIIMpHH
Xuccuériap acapra OynraH KU3UMKUIIHM sSHaAa Kydaltupanud. By ypunpma anub ¥y3u sgpartran
OOpa3HUHT PYXMSATUHU YHUHT XaTTH-XapaKaTiapyu OpKaJId OUraH.

Kyiinnaru mucosnia xam ymoy TaxIHMJITHA KYpPUTIT MyMKHH:

et 3 3asd §@ 3N dga & A marer T B A °

Tapoicumacu: FOpazudazu 0apo 8a anamoar 0803u Mumpad 4uKap 30u.

! H.Illomues. “Pyxusr paccomn”. Tomkenr, “®an”, 1977 iinn, 6-6et
2 Vma man6a, 7-6eT

3 ety AR R, % feeell, 2001, 9.10
4 Va man6a, 13-6er

5 ey WAL, a8 f&eell, 2001, 7.14
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Ymly xymiiaaa poMaH KaXpaMOHUHUHT Aapiy-ajdaM TabCUPUAATd WYKA PyXHUUA XOJATHHUHT
udoaacuHu Kypuil MyMKHH. By Mucoi XxaM XuccuéT+noprper Koinunuaa oepuirat.

Acappa xapakTep TapakKuETH poMaHaaru 6om o0pa3 OpKaiH akC STTHPUITaH, OOl KaXpaMOHH
Bupan “Illakap” kopxoHacuma unuiad opud ogauii OMp KUIUIOK HUTHTHIIAH €TYK KypalryBYHTra
aitmananau. bupok Oy Wynna y KynruHa agolaTCU3IHKIApHU KYpaan, XaéT TOMKO30HUIa KYT MapTa
KaitHaiiau. Kylinmarn Mucos kyHruHa KYpUHCAAa, YHUHT Ma3MyHHIa OOl KaXpaMOHHHUHT KYWIH
U3TUPOOH, pyXUll KEUMHMATIAPH MYy KaccaMIup.
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Tapoicumacu: Bupan uuuoaeu 2azaboan xuzapub kemou. Y ynapea kamuuii #asob Kaumapuunu
ucmapou. Jlexun dbapubup y3unu mymud mypou.

Mucongan kypuHu® Typubauku, Bupan oOpasuHuHT pyxuil ayHEcu, Oapiomu Ba V3WHU
Oomkapa ona OWJIMINM MPOJAHWHT KydyalraHWJIaH nanonaTaup. by mmconra moprper+XuccHéT
KOJHUIHWHU KYJJIall MyMKUH, S5HU KM3apu0 KETUII—PYyXUid X0aT Oelrucy, )KaBod KaWTUPHIL HUSTH
OOpIUTU—HUCTaK, Y3UHU TyTHO TYpHUII HPOJA Ba HA30paTHU MUQOa ITaIH.

Yunnanma bxapaTu Y3UHUHT WXOAUN ycrnyOuaa YXIaTHIl, paM3uiIuKKa ¥3 YpHUAa Mypokaat
Kuja ouiras, Oy 3ca ¥3 YpHUIa aCapHUHT €TYK OalMusSTH Ba MIIOHAPIIN YHKUIINTA 3aMHUH SPATAIH.
Ky#ingaru mucon OyHra gamun:
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Taporcumacu: Kauoaii xunub ou 06yKa nuyanea OAWIAPACUHU YP2aHUYA 2aHCUO-2axCUO eca,
KU3ap Xam Xyoou wiyHOau maomMHu o2uziapuea mukub, yainab omuwapou. Kyxopu xenasuoaH
matiépranean ywa ‘“‘6apa’Hu eb, uxkaiacu xam Oexuéc 3a8x 6a KOHUKuuL xuc smap sounap. Iyé
WUPUH MAOMAAP 0ACMYPXOHU2a Oy Keneanoek. LLynune yuyn xam yaap cyrox oul momonaa Kué xam
boxmaounap.

BupaHHUHT UKKM CHUHIVIMCUHMHT OHAcH MUIIMPUO OepraH TAOMHUHT I0TakUO eMuIMHM anubd
Kywin Oaauuil MCHUXOoJoTM3Mra MyFpuirad xonjga udopaanaiiiy, sbHU Xap KyHUH TYHHO Ba y3u
EKTHUpraH TAaOMHM €MaciMK, KYHIJIMra €KkaH TaoM OYyiraHja MIOMIA-TUIIA TAaHABBYJ KHIIHII
KM3YAIApHUHT PYXHH XO0JaTh cudarua TaBUpJaHarad. YOy MUCOJIA KyWIH XHCCUETHUHT aKC
STTUPWITAHU MCUXO0JOTM3M+XHCCHET KOJIUIMHU dCIaTay.

Kyliugarn Mucon XYHruHa KYpuHCaJa, YHMHI Ma3MyHUAa OOl KAaxXpaMOHHUHT KyWId
U3TUPOOHU, pyXuil KEeUMHMAJIApU MYy>KaccaMIup.
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Taporcumacu: Ok mauau, Kewe KYKpAKIU, UHSUYKA MYUNO6IU 64 UYAKHOK Ky31u Bupan
MaoypaiiBupan asnooudan Oyiean uamapiapHuHe XaKkopamiu 2aniapuoan iHcaxiu yuxou. Axup
10Kopu mabaxaoawn 6ynean ooamnap xam MaoypauBupanuu Xypmam KUImuaou, yHea CURUHUUAOU,
HUAM Kunuo, 0yo xam cypauaou. Ana wiynoau unoxnu 6y pazun “gyiu mabaxa” ooamiapu KaHoau
Kuaub nacmea mywupa onaou? by eannap Bupannune scuzuea meaou, y uduoan eazab0an Kuzapuo
Kemou. Ynapea mynocub sxcasob bepuwinu op3y KUIapou, ammo Y3uru 3ypea 6ocud mypou.

Bepunran ymly Mucomnna aqud 6aauuii ICUXOJIOTU3MHH XUCCHETHIOPTPET OpKau, SHHH OO
KaxpaMoH BupaHHHMHT Wuku TyHECU TyWFylap Ba OMpo3 mopTpeT OuiaH udoaa 3TraH. Y HUHT WUKU
raya¢Hu Tamky Kuédacura XxaM TabCUp ITraH, YHAA KH3apu0 KETHII—PYXHU X01aT OenrucH, 5xaBoo
KAUTUPHIL HUSATU OOPIUTU—UCTAK, Y3UHHU TyTHO TYpHII HPOJa Ba Ha30paT OEpUIITaH.

goaT & VH FeqUl deR d 9k AT dis 97| 31 aoar 39 §AH Wl-wier
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Taporcumacu: bannanune Oynoai mexpea myna myomanacu Bupannu oup 03 xaupoH Kuiou.
Oodamoa, omacu yHu 00UM MAHKUO KUIAD, KAMMUK 2aniap aumapou, xed KauoH uluk cy3 Ouiam
Mypodcaam dsmmacou. DHou dca y OyHOau Y3eapuwiHu Kypub xatpamea mywou — 0y KaHoau
V3eapuwi 610U sKan?

Ma3skyp MHCOJIa WYKA MOHOJOTHH KYpUIl MyMKHH. BHpaHHUHT OTacHIaru KyTHJIMTaH
y3rapum Bupanuu non konmaupran 3au. by TaaxyOHM amum® Oamuuil MCUXOTOTU3MHUHT WYKU
MOHOJIOT BOCHTACH OpKaIu OepraH.

38b dEY W 3 U Tal @ TUE AT o 38% # & 07 3R T Bl 38 galiee-
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Tapocumacu: Yuune 1o3uoazu ughooanrapoan anux OUTUHUO mypapou — YHUHZ OUIUOA KYPK)YE
8a yauw xuccu 6op 30u. Y oup 03 xoeomup 6a 6€308MaiukHu Xuc 3maémeanou.

Kyua nmadinucu Oynaran BupanHuHr oracu V¥iau yiira KalWTraHaa yHH CYpPOKK TyTaau. by
cyx0atma xaM anud 6aanuil IICHXOJIOTU3MHUHT WYKH MOHOJIOT BOCUTAcHIaH (poiinananran:
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CyHe y 032uHa My1ouUMIUK 84 6e2bMUOOPIUK OULAH CYPAOU.
— «Maoypaii Butipanceamu xaxuoaeu chunommu? »
— «Xay», — dedu Buiipan 6a sicum 6y1ub Koaou.
Y ytina6 xytiou: aeap y y3uodazu eannu ouux-otuouH KUIub omacuea aumca 6a yHu myulyHmupca,
Y X010a omacu yHu bexopuunuxoa avioramarou. Ly yi ounran y ean bournaou.
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["apum Gepuiiran Mucosa AMAJIOT KaM Oyica-na, KywId pyXuid X0oiaT SIIMPHUHTaH SKaHIUTHHHA
KypUIl MyMKHH. baguuil mcuxonorusMja >XKUMIMK—MYKH PYXUM XOJATHUHT €KUM 3UIOUSATHUHT
Genrucu Xucobnanaau. E3yBunHUHT siHAa GUp IOTYFM NIYHIAKH, HYKH MOHOJOT OpPKaId 0Ta-60ma
Ypracunaru 3uiIUSATIN Ba3UATHY, Bupan nupaaru KypKyBHH, 3XTHETKOPIUKHI MOXUPOHA €TKa310
Oepran. by xonaT 601 KaXpaMOH MCUXOJIOTUSCUHUHT MypPaKKaOIUrura uiopa Kujiau.

Uunnanna bxaparuaunr “Illakap” pomanuaa 6aauuii ICUXOJIOTU3MIa OUJ] KYTIIIa0 MUCOJUTApHU
KEJITHPHII MyMKHH. Bup Makosa Xa)XMu JJoMpacuaa IOKOPHIa 3UKp STWITaH MUCOJUIAp OMIIaHTHHA
YEKJIaH UK.

XyJoca. Taxjwira TOpTUIraH MUCOJUIAp OPKAIM KyWHaaru XyJocaHu Oepuil MyMKuH. XX acp
TamMul anabuéru HamosiHnacu Yuuuanmna bxaparu “llakap” pomanuaa 6aguuil NCUXOJIOTUSHUHT
MOPTPET, XUCCUET, CUMBOJIMKA, NIKH MOHOJIOT KaOH yCyJlapy KEHT Ba YHYMJIM aKC ATTHPHJITAH.
AMOHMHT IOTYFU IOyHJaKk, Oy >kapaéHimapiaa y Metadopanan ypuniu Qoiinananrad. Bupok,
Yunnanma bxapatuaunar “lllakap” poMaHumaH oOJMHTaH MHCOJUIAp opacuga Oaguwid
NICUXOJIOTU3MHUHT TAJUTIOLUHALINSA, TYI KaOu Oauuii ICUXO0JIOTU3M BOCUTANIapU yUpaMa/iu.

yHuHraex, €3yBUMHUHI MKOAMM ycimyOura Oaxo Oepaauran Oyincak, yHunr “lllaxap’
poMaHua Gaauuil MCUXOJOIM3M YHCYpJIapy MWIUIMH pyX OuiiaH, peaju3M, pOMaHTH3M OuiaH
YVUFyHIAIITaHIUTHHE KYpUII MyMKHH. PoMaH Bokeanap puBokuaa 60m KaxpamoH Bupan conna,
MachyJIUATCU3, Kyua Aaiaucu cudaTuia TaCBUpJIaHTaH, POMaHHUHT OXMpJIapyuja eTyK KamoaTuH,
¢daon kypaman OYnuO eTHmraHaUruHU Kypum MyMmkuH. Ly ypunHga myHHM Xam TabKHIIaml
xousky, UnHHanna bxapatu Hadakar peanuct €3yBun, Oanku XaéTuil Taxkpubanapujga eTHITraH
MICUXOAHAIUTUK XaM JKAaHJIMTMHU YHUHT pOMaHJIapuaaru KaxpaMoHjap pyXUsSTUHUHT ndoaacuia
Ky3aTHII MyMKHH.
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BAHODIRSHOH IT ZAFAR G‘AZALLARIDA AKS ETGAN
SHARQONA UNSURLARNING TASNIFI

SHOHJAHON SA’DULLAYEV
Tayanch doktorant, TDSHU

—— —

=

Annotatsiya. Ushbu maqgolada Bahodirshoh I Zafar g ‘azallari tahlil gilinib, ulardagi shargona unsurlar
tasnifi amalga oshirilgan. Shoir poetikasida umumshargona, musulmon tasavvufiga oid va hind falsafiy
an’analariga mansub ramzlar, obrazlar va tushunchalar aniglandi hamda ularning badiiy-estetik vazifasi
yoritildi. Tadgiqot natijalari Zafar g‘azallari Sharq adabiyotining serqirra merosi ekanini, unda turli
madaniy qatlamlarning uyg ‘unlashganini ko ‘rsatadi. Mazkur maqola Sharq livikasining tipologik va qiyosiy
jihatlarini o ‘rganishga, shuningdek, adabiyotshunoslikda yangi nazariy yondashuvlarni shakllantivishga
xizmat giladi.

Kalit so‘zlar. Bahodirshoh Il Zafar, g‘azal, sharqona unsurlar, umumsharq qadriyatlari, musulmon
tasavvufi, hind falsafasi, timsollar, ramzlar, majoz, badiiy-estetik garashlar.

Annomauyus. B oannoti cmamve ananusupyiomes eazenu baxadyp-waxa Il 3aghapa u nposooumcsa
KAACCUDUKAYUSL BOCMOYHBIX INEMEHMO8, NPUCYIMCMEYIOWUX 6 HUX. B noamuxe nosma 6viasienbl CUMEOIb,
00pasvl U NOHAMUSL, OMHOCAWUECS K 00Ue-80CMOYHOU MPAOUYUL, MYCYIbMAHCKOMY CYUIMY U UHOULICKOU
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Qunocopuu, a maxdce packpLima Ux Xyo0NCECMEEeHHO-ICmemuyeckas @yHxkyus. Pezynbmamol
uccne0osanus nokazvieaiom, umo eazenu 3agapa npeocmasniiom coOou MHO202pAHHOE HAcieoue
B80CMOYHOU Jumepamypsel, 6 KOmMOpOM 2capMOHUYHO COYemaromcs pdasjludlble KYJAbmypHble Nniacmaosl.
Hacmo;lu;aﬂ cmamaus cnoco6cm6yem U3YHYEeHUIO MUNOJI02UYEeCKUX U CPABHUNENIbHBIX ACNEKIMO06 B80CMOYHOU
JUPUKU, @ MAKACE POPMUPOBAHUIO HOBBIX MEOPEMULECKUX NOOX0008 8 IUMEPaAmypo8eOeHUU.

Knroueewie cnosa: baxaoyp-wax Il 3agap, 2azens, gocmounbie 21emeHmol, 00Ue-860CMoUHble YEHHOCMU,
MycyrbManckull  cygusm, unoutickas ¢unocogus, cumgonsl, o0bpasvl, Memagopa, Xyo0orCecmeeHHO-
scmemuyecKkue 63271A0bl.

Abstract. This article examines the ghazals of Bahadur Shah 11 Zafar and provides a classification of the
Oriental elements reflected in his poetry. The analysis identifies three major layers: pan-Oriental motifs,
Islamic Sufi concepts, and Hindu philosophical traditions. Particular attention is given to the symbolic and
allegorical images — such as the nightingale, rose, wine, mosque, temple, and elements of Hindu cosmology
— and their aesthetic function within the ghazal. The study demonstrates that Zafar’s poetic legacy embodies
a synthesis of diverse cultural strata, highlighting the richness and complexity of Eastern literary heritage.
The findings contribute to the typological and comparative study of Oriental lyric poetry and offer new
perspectives for literary criticism.

Keywords: Bahadur Shah Il Zafar, ghazal, Oriental elements, pan-Oriental values, Islamic Sufism, Hindu
philosophy, symbols, imagery, allegory, aesthetic concepts.

Kirish

Sharq adabiyoti, xususan, g‘azal janri o‘zining mazmuniy boyligi, ramziy ifodalari va ruhiy
teranligi bilan ajralib turadi. Har bir davrda ijod qilgan shoirlar bu janr orqali nafaqat o‘z
tuyg‘ularini, balki xalqona qadriyatlarni, diniy-falsafiy garashlarni va milliy ruhiyatni ham yuksak
badiiy shaklda ifoda etganlar. Shu nugtayi nazardan garalganda, Bahodirshoh Il Zafar ijodi Sharq
she’riy an’analarining muhim bo‘g‘ini sifatida diqqatga loyiqdir.

Zafar g‘azallarida Sharqqa xos obraz va ramzlar — bulbul, gul, sham, parvona, may, sogiy kabi
umumshargona unsurlar keng uchrashi bilan birga, musulmon tasavvufiga oid tushunchalar —
masjid, butxona, nafs, hijob, mahshar maydoni kabi diniy-falsafiy ramzlar ham o°z aksini topadi.
Shu bilan birga, shoir ijodida Hindiston muhitiga xos mabhalliy falsafiy unsurlar, xususan
brahmanizm va hinduizm qarashlari, tabiat va ruhiy tajribalar haqidagi tasavvurlar ham ko‘zga
tashlanadi. Bu jihatlar Zafar ijodini o‘ziga xos ko‘p qatlamli hodisaga aylantirgan.

Mazkur mavzuning dolzarbligi shundaki, bugungi globallashuv davrida Sharg adabiyotining
madaniy merosini qayta o‘rganish, uning turli mintagalarda shakllangan ruhiy-falsafiy asoslarini
tasniflash katta ahamiyat kasb etmoqda. Aynigsa, Bahodirshoh Il Zafar g‘azallarida umumsharqona,
musulmon va hind unsurlarining uyg‘unlashuvi Sharq ma’naviyatining serqirraligini ko‘rsatib,
g‘azal janrining xalqaro badiiy hodisa darajasiga ko‘tarilganini namoyish etadi.

Shu bois ushbu maqolada Bahodirshoh II Zafar g‘azallarida sharqona unsurlar tahlil qilinib,
ularning umumiy tasnifi amalga oshiriladi. Bu jarayon shoir ijodini yangicha yo‘nalishda o‘rganish
bilan birga Sharg adabiy merosining falsafiy-estetik boyligini yanada kengroq ochishga xizmat
giladi.

Magsad va vazifalar.

Ushbu magolaning asosiy magsadi — Bahodirshoh II Zafar g‘azallarida sharqona unsurlar
(umumsharqona, musulmon va hind an’analariga xos timsollar)ning badiiy va falsafiy talginini tahlil
qgilish, ularning Sharqg adabiy tafakkuri bilan mushtaraklik jihatlarini aniglash hamda Zafar ijodining
ko‘p qatlamli madaniy-falsafiy mohiyatini ochib berishdan iborat.

Magolada belgilangan magsadga erishish uchun quyidagi vazifalar amalga oshiriladi:

88
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1. Sharq adabiyoti va g‘azal janrining o‘ziga xos xususiyatlarini nazariy jihatdan yoritish.

2. Bahodirshoh II Zafar ijodining Sharq she’riy an’analaridagi o‘rnini aniqlash.

3. Zafar g‘azallarida umumsharqona ramz va obrazlarni (bulbul, gul, sham, parvona, may,
soqiy va boshqalar) tahlil gilish.

4. Shoir ijodida islomiy-tasavvufiy tushunchalar (masjid, butxona, hijob, nafs, mahshar, kafan
kabi)ning badiiy ifodasini o‘rganish.

5. Zafar she’riyatida hind falsafasi va brahmanizm unsurlarining aks etishini aniglash va
ularning g‘azal poetikasiga ta’sirini ko‘rsatish.

6. Zafar g‘azallaridagi ramziy-majoziy tizim orqali Sharq falsafasining “vahdat ul-vujud”,
“ruhning abadiyligi”, “tabiat va inson birligi” kabi g‘oyalarini ochib berish.

7. Bahodirshoh 1l Zafar ijodining Sharq adabiy merosining falsafiy-estetik boyligini
yoritishdagi ahamiyatini asoslash.

Usullar.

Ushbu maqolada Bahodirshoh II Zafar g‘azallaridagi sharqona unsurlarni tahlil etishda qiyosiy-
tahliliy, struktur-semantik, tarixiy-tipologik va madaniyatshunoslik yondashuvlaridan foydalanildi.

Awvalo, giyosiy-tahliliy metod yordamida Zafar g*azallaridagi obrazlar, ramzlar va tushunchalar
forsiy va turkiy g‘azal an’analari bilan qiyoslab o‘rganildi, ularning umumsharqona mazmun
tizimidagi o‘xshash va farqgli jihatlari tahlil gilindi.

Struktur-semantik tahlil orqali g‘azallardagi badiiy birliklar — ramz, obraz, majoz, tashbeh va
istioralarning ichki ma’nosi ochib berildi. Bu yondashuv shoir ijodining mazmuniy qatlamlarini,
ya’ni tasavvufiy, falsafiy va ruhiy anglamalarini aniglash imkonini berdi.

Tarixiy-tipologik metod yordamida Bahodirshoh II Zafar ijodi o‘z davri madaniy mubhitida,
xususan, Hindiston va musulmon Sharqi adabiy an’analari kontekstida ko‘rib chiqildi. Bu orqali
g‘azallardagi hind falsafasiga, brahmanizm va hinduizm ta’limotlariga oid motivlar bilan islomiy-
tasavvufiy qarashlarning uyg‘unligi ilmiy asosda yoritildi.

Shuningdek, madaniyatshunoslik yondashuvi Zafar she’riy merosini Sharq xalqlari
dunyoqarashi, gadriyatlar tizimi va estetik idealining bir qismi sifatida talgin etishga xizmat qildi.
Bu yondashuv g‘azal janrining madaniy va ma’naviy integratsion mohiyatini ochishda muhim
bo‘ldi.

Tahlil jarayonida shuningdek, badiiy matn tahlili, intertekstual yondashuv (Zafar she’rlari va
boshqa sharq shoirlari — Bedil, Hofiz, Navoiy, G‘alib ijodi o‘rtasidagi alogalarni aniqlash) ham
qo‘llanildi.

Natijada Bahodirshoh II Zafar ijodi ko‘p qatlamli, turli diniy-falsafiy va madaniy gatlamlarni
o‘zida mujassam etgan hodisa sifatida talqin qilindi.

Asosiy gism

Bahodirshoh Il Zafar g‘azallari sharqona uslub, ruhiyat bilan boyitilgan. Shoir g‘azallarining har
bir baytida sharqqa xos biror unsur ko‘zga tashlanadi. Xususan, ushbu unsurlarni umumiy ravishda
umumshargona, musulmon va hind unsurlariga ajratish mumkin.

Zafar g‘azallarida umumsharq qadriyatlari va unsurlarining aks etishi salmoqli o‘rin egallaydi.
Garchi bu unsurlar bir garashda musulmon tasavvufiga bog‘langan bo‘lsa-da, ifoda maqsadiga ko‘ra
alohida e’tiborga molikdir. Chunki musulmon bo‘lmagan har qanday sharq kishisi ham bir o‘qishda
g‘azal mazmunini tushuna oladi.

Masalan, quyidagi baytda shoir “yovvoyi kiyik” va “ovchi” (sayyod) obrazi orqali ishqiy
kechinmalarni shargona tasvir vositasida ifodalaydi:
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Koi ye vahshiy-e ram-dida tere haath aaya tha
Par ae sayyaad-vash dil ki giraftaari se haath aaya

(“Ey sayyod (ovchi), sening qo ‘lingga yovvoyi, qochishga moyil bir jonivor tushgandek go ‘yo,
ammo aslida sening qgo ‘lingdagi narsa yovvoyi hayvon emas, balki galbning asirligidir ).

Quyidagi baytda esa ko‘hna sharqning ajralmas gadriyatlaridan biri — rashk tushunchasi o‘rtaga
chiggan:

PiyooN na rashk se khuun kyoNke dam ba-dam apna
Ke saath ghair ke woh aaj hum-sharaab hua.

(“Men rashkdan qon ichib o ‘tirma, chunki har lahza ichim yonmoqda:
Bugun u begona bilan birga may ichuvchi bo ‘lib o ‘tiribdi”).

Shuningdek, Zafar g‘azallarida bulbul, gul, zulf, husn, sham, parvona kabi obrazlardan ham
mohirona foydalangan.

Zafar gazallaridagi asosiy unsurlar musulmon tasavvufiga ta’luqgli bo‘lib, ular forsiy va turkiy
g‘azallardagi motivlar bilan chambarchas bog‘liq.

Xususan, Zafar g‘azallarida an’anaviy oshigqning iztirobi, ma’shuqning beparvoligi (“... kuchh
nahiN karte” radifli g‘azal), hijob-u hayo (“... raha” radifli g‘azal), nafs (xudi) (“... raha” radifli
g‘azal), masjid-u butxona (““Na darvishoN ka hirga ... ” matlali g‘azal) kabi tushunchalarga ko‘proq
urg‘u berilgan.

Tasavvufiy g‘azallarda majoziy unsurlar muhim ahamiyatga ega. Zafar g‘azalnavisligi ham
ushbu holatdan yiroq emas. Uning g*azallarida ham tasavvufiy va rindona majoziy obrazlar, unsurlar
mavjud.

Masalan, Zafar ijodida eng ko‘p uchraydigan majoziy obraz — “boda”, ya’ni maydir. Quyidagi
baytda shoir bir misraning o‘zida sog‘ir, boda va soqiyga murojaat qiladi:

HameN saaghar-e baadah ke dene meiN ab kare der jo saaqi to haaye g‘azab
Ke ye ahd-e nishaat, ye daur-e tarab na rahega jahan meN, sadaa na raha

(“Agar soqiy bizga may gadahini kech uzatsa — voh, bu ne kulfat! Chunki bu shodlik davri, bu
zavq-u tarab onlari dunyoda qolmas, abadiy emas”’)

Shuningdek, Zafar g‘azallarida “do ‘kon” majozi ham ko‘p uchraydi. Masalan:

Tabib-e ishg ki dukaan mein dhoondte phirte
Yeh dardmand mohabbat teri dawa ke liye

(“Ishq tabibining do ‘konida kezib-kezib doru izlar sening bu dardmand muhabbating yo ‘lida”)
Bu o‘rinda “do‘kon” so‘zi aynan real hayotdagi do‘kon emas, balki lirik gahramon muammosiga
yechim topiladigan joy sifatida nazarda tutilayotir.

Bahodirshoh Zafar gazallarida islomiy tushunchalar ham o‘z aksini topgan. Masalan, “...kisi
ki radifli g*azalida shoir dunyoning o‘tkinchiligidan yozg‘iradi:

Nazan na ho mun‘im ke jahan tera mahal hai
Hovey gi yahan pehle bhi ta‘meer kisi ki

(“Ey boy kishi, qasring bu yerda turgani bilan faxrlanma,

Chunki bu joyda sendan oldin ham kimlarnidir imorati qurilgan edi”).

Quyidagi baytda esa yorning ruxsoriga erishish yo‘lida yuz minglab qo‘llar bilan yirtilgan
yoqgalarning holati mahshar tongida mahshar maydoniga yig‘ilib, nur shaklida dalolat keltirishi ilgari
surilgan:

Girebaan chaak laakhon haath se us mehr-e tal‘at ke
Ba-rang-e subh-e mahshar ‘arsah-e mahshar mein aayenge
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(“Oftob-yuzli o ‘shal mahbub jamolining sehridan,

Minglab qo ‘llar bilan yirtilgan yogalar giyomat tongi kabi yorishib,
mahshar maydonida yuzaga chiqadi”)

Boshga bir g‘azalda esa islomiy “kafan” istilohi nazarga tashlanadi:

YaaN khaak ka bistar hai, gile meN kafani hai
VaaN haath meN aayina hai, gul-pirahani hai

(“Bu yerda tuproq to ‘shak, bo ‘ynimda kafan,

o ‘lim quchog ‘ida yotibman benavo. U yerda esa — qo ‘lida oynasi bor,
gul libos kiygan jonon”).

Yana bir e’tiborli jihat shuki, Zafar g‘azallarida Sharqning Jamshid, Farhod, Qays (Majnun),
Vomiqg, Uzro, Yusuf va Zulayho kabi afsonaviy shaxslari bilan bir gatorda Bedil kabi real shaxslar
ham mavjud.

Bahodirshoh II Zafar Hindiston hukmdori edi. U shu o‘lkada tug‘ilgan, shu o‘lkaning tabiatidan
va ruhiyatidan zavqlanib kamol topgan ijodkor edi. Shu bois uning she’riyatida mahalliy hind an’ana
va qadriyatlarining ham ta’siri bo‘lmasligi mumkin emas edi. Zafar g‘azallarida mahalliy hind
unsurlari turli o‘rinlarda aks etadi. Avvalo, lirik gahramonning kechinmalari, iztiroblari Hindistonga
xos teatrona shaklda izhor etilishi ham buning yorgin misolidir.

Zafar o‘zining “...hai maojod” radifli g‘azalida har bir narsa, hatto sahrodagi tikan ham
tabarrukligini ko‘rsatar ekan, bir tomondan islomiy “vahdat ul-vujud” g‘oyasiga ishora qgilsa, boshqa
tomondan barcha narsada ruhning mavjudligi xususidagi brahmanik ta’limotga ham mos tushadi:

Har taar ka daaman ke mere kar ke tabarruk
Sarbasta har ek khaar biyaabaan hai maujood

(“Libosimning (yirtilgan) har bir ipi tabarruk ekan,
u ilashib qoladigan har bir cho ‘I tikani ham tabarruk™)

Boshga bir g‘azalda esa shoir Qur’ondagi “yomg‘ir orqali o‘lik yerning o‘simlik sifatida
gayta tirilishi” bayonini hinduizmdagi “qayta tug‘ilish” tamoyiliga ustalik bilan bog*lay olgan:

MileN na khaak meN jab tak tumhaare kashta-e naaz
Damida khaak se ho naaz-boo to kyon kar ho

(“Sening noz-u karashmalaringdan o ‘ldirilgan (oshig‘ing) hali yerga kirmaguncha,
tuprogdan nozning bo‘yi (nafosati, hidi) chiqurmu?”). Hinduizmda insonning qayta tug‘ilishi u
bajargan amallarga bog‘liq bo‘lib, yaxshi amal gilgan inson keyingi hayotida nafis mavjudot o‘laroq
gayta tug‘iladi.

Boshga bir g‘azal baytida esa shoir hind falsafasidagi “jilovsiz tabiat kuchlari” manzarasini aks
ettirishga tirishadi. Bu o‘rinda u hind falsafasidagi tabiat-stixiya, ya’ni tartibsiz tabiat tamoyilini
lirika orqali ko‘rsatib bergan:

Is gadar rona nahiN behtar, bas ab ashkoN ko rok
Varna toofan dekh ae chashm-e pur-aab aa jaaega.

(“Endi bu gadar yig ‘lash yaxshi emas, ko ‘z yoshlaringni to ‘xtat,
ey suvga to ‘la ko ‘z, ko ‘r, aks holda to ‘fon kelib qoladi”).

Xulosa

Bahodirshoh Il Zafar g*azallarini tahlil qilish shuni ko‘rsatadiki, uning ijodida Sharq adabiyotiga
xos obrazlar, ramzlar va falsafiy tushunchalar o‘ziga xos uyg‘unlik kasb etgan. Shoir poetikasida
umumshargona gadriyatlar — bulbul, gul, sham’, parvona, ovchi va yovvoyi kiyik kabi timsollar;
musulmon tasavvufiga xos tushunchalar — nafs, hijob, masjid, butxona, mahshar, kafan, may va
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soqiy obrazlari; shuningdek, hind falsafasi va mahalliy an’analarga oid unsurlar — qayta tug‘ilish,
tabiat stixiyasi, brahmanik ruhiyat kabi elementlar izchil ifoda etilgan.

Zafar g‘azallaridagi ushbu ko‘p qatlamli unsurlar shoir ijodining sermazmun va rang-
barangligini ta’minlabgina qolmay, Sharq adabiy tafakkurining keng imkoniyatlarini ham ochib
beradi. Aynigsa, umumshargona timsollarning har ganday madaniy muhit vakiliga tushunarli
bo‘lishi, musulmon tasavvufiy ramzlarning badiiy-estetik darajada qo‘llanishi hamda hindcha
falsafiy tushunchalarning o°ziga xos talqin qilinishi Zafar ijodini noyob hodisaga aylantiradi.

Shunday qilib, Bahodirshoh Il Zafar g‘azallarida sharqona unsurlarni umumshargona, musulmon
va hind gatlamlariga ajratib o‘rganish shoir poetikasining mohiyatini anglashda, uning badiiy-estetik
garashlarini ilmiy asosda talgin etishda muhim nazariy ahamiyatga ega. Mazkur tadgiqot natijalari
Sharq g‘azalchiligi merosini yangi qiyosiy-nazariy yondashuvlar asosida o‘rganishga, shuningdek,
milliy va mintaqaviy adabiy qadriyatlarning o‘zaro ta’sirini yoritishga xizmat qiladi.

‘/*@Z/\,}OZ’\/ -

MADANIY VA IJTIMOIY O‘ZGARISHLAR: NIRMAL VARMA HIKOYALARIDA
MUSTAQILLIKDAN KEYINGI INSON OBRAZI

SHAMSIQAMAR TILOVMURODOVA
Tayanch-doktorant, TDSHU
ORCID: 0009-0005-4388-3354

—— —

=

Annotatsiya: Mazkur maqgolada mustagillikdan keyingi hindiy adabiyotida inson obrazining yangilanishi

Nirmal Varmaning “gR<” (“Qushlar”) va Wﬁ?é’rﬂ@?’ (“Yonayotgan buta”) hikoyalar to ‘plami asosida
tahlil gilinadi. Mustamlakadan so ‘nggi ijtimoiy-siyosiy o zgarishlar, mamlakat bo ‘linishi, shaharlashuv va
modernizatsiya jarayonlari natijasida Premchand va Tagor an’analaridagi ijtimoiy tenglik, dehgon va
mehnatkashlar taqdivini ifodalovchi “tipik qahramonlar” o ‘rnini ruhiy iztirobga botgan, yolg iz,
begonalashgan va ma’no izlovchi shahar insoni egallagani ko ‘rsatiladi. Tadgigotda kontekstual metod orgali
Varma hikoyalaridagi gahramonlarning ichki kechinmalari Hindistonning mustagillikdan keyingi ijtimoiy-
madaniy manzarasi bilan bog‘liqg holda talgin etiladi, diskursiv tahlil yordamida esa ramz, metafora va
peyzaj kabi badiiy vositalar orqali insonning ichki dunyosi ochib beriladi. “Kundalik o ‘yini”, “Mayaning
hagiqgati”, “Qushlar”, “Itning o‘limi”, “Tog’” kabi hikoyalar tahlili shuni ko ‘rsatadiki, Varma
qahramonlarining yolg ‘izligi nafaqat fojiaviy holat, balki jamiyat qoliplaridan chigish, o zlikni anglash va
ichki ozodlikka erishish yo ‘lida zarur bosqich sifatida namoyon bo ‘ladi. Maqola Nirmal Varma prozasidagi
inson obrazini uch asosiy sifat — yolg ‘iz, begonalashgan va ma’no izlovchi timsol sifatida taklif etib,
ekzistensializm va postkolonial adabiyot tadgiqotlari bilan hamohang nazariy yondashuvni ilgari suradi.

Kalit se‘zlar: Nirmal Varma, hind adabiyoti, inson obrazi, yolg ‘izlik, begonalashuv, ekzistensializm,
madaniy o ‘zgarishlar.

Annomauyua: B oannoii cmamve uccredyemcea oOHogneHue obpaza uenosexa 6 XUHOU-1umepamype

NOCMKOJIOHUAIbHO20 nepuoda Ha wmamepuajie paccKkasoes Hupfwaﬂa Baprl us C60pHMK06 « u;::é»

(«muywry, 1959) u « o7crc] 577,3%) («lopsuyuii kyemy, 1965). [lokasano, umo 6 yciosusx pacnada cmpatul,
nocieocmeuii pazoena HuOuu, ypoaumuzayuu u MOOePHUAYUU MPAOUYUOHHBIE (MUNRUYECKUE 2epouy
npoepeccugnoco peamuzma 6 oyxe Ilpemuanoa u Tacopa kpecmwvsine, 6eOHsaKU, OOPYbL C KOIOHUATLHBIM
yeHemenuem — YCHYNaiom Mecmo HOBOMY MUNY NePCOHANCA: OOUHOKOMY, OMYYICOSHHOMY U Uyuemy
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CMBICT 20pOdHCAHUKY. B Memoodonoeuueckom omnowenuu paboma onupaemcs Ha KOHMEKCMY albHblll AHATU3,
CEA3BIBAIOWULL  GHYMPEHHUE NEPEe*CUBaHUsl nepconadced Bapmvl ¢ coyuanvHo-norumuyeckumu U
KVAbMYPHbIMU — NPOYeccamu nocienesasucumou Huouu, a maxdice HA  OUCKYPCUGHDLLL — AHAIU3
XY 0024#CECMBEHHBIX CPEOCE (CUMBOI08, Memagop, neuzaxca, oemanell No8ecmeo8anUs), uepe3 Komopule

PACKpblearomcs IK3UCMEeHYUAIbHAA mpesoca U dyxoenbzﬁ Kpusuc. Ananuz maxux pacckasos, Kaxk ((WW

@55), «HIGT PT 77?%3 « », «g‘ﬁ) B m), « Y615y, noxaswisaem, umo oounouecmso y Bapmvl
svlcmynaent He MmOJbKO KAk mpacuvecKkoe crneocmeue 601/7Hbl, 6OJZ€3HM, 6eapa60muubl UAU CeMEUHbIX
O6ﬂ3aHHOCm€L7, HO U KakK npocmpancmeo 6Hymp€HHeﬁ c60000bl U CAMONO3HAHUSL. ﬂeﬂaemc;l 6bl600, ymo
O6p(l3 yeloeeKka 6 nocie He3ABUCUMbIX paccKaszax nucameis mooncem Oblmb  OCMbBICIIEH uepesz mpu
OOMUHAHMBL — OOUHOKUL, OMYYHCOCHHBIU U UWYWULL CMBICT, YMO PACUUPSIen NOHAMUE NePCOHANCA 8
CMOPORY IK3UCMEHYUATIbHO20 cy6be1<ma u omkpwvleaem nepcnexkmuesl 018 OanbHeuuux CpaABHUMENIbHbLX
uccie0o8anuil.

Kntouesvie cnosa: Hupman Bapma, uwnouiickas aumepamypa, o00pas uenogexkd, 00UHOUECHEO,
OI’I’lllyOfcaéHHOcmb, IKZUCMEHRYUANIU3M, KYIbmYpHblE USMEHEHUA.

Abstract: This article examines the transformation of the human figure in post-independence Hindi
literature through the short stories of Nirmal Varma, focusing on the collections “ R (“Birds”, 1959)
and “G7erd] 3773? (“The Burning Bush”, 1965). Against the backdrop of India’s Partition, social
disintegration, urbanization and modernization, the study shows how the socially “typical” heroes of
Premchand and Tagore inspired progressive realism, peasants, the oppressed poor, colonial subjects fighting
for freedom, give way to a new type of protagonist: a lonely, alienated and meaning-seeking urban individual.
Methodologically, the research combines contextual analysis, which links the psychological states of
Varma’s characters to the postcolonial socio-political and cultural landscape of India, with discursive
analysis of symbols, metaphors, landscapes and narrative details that express inner fragmentation and
existential anxiety. Close readings of stories such as “ SRR &7 E’.@W WWW “ Uﬁ?’ ﬁaﬁ
B and Ge7s” reveal that loneliness in Varma’s prose is not only a tragic condition imposed by war,
illness, unemployment or family obligations, but also a potential space of inner freedom and self-discovery.
The article argues that the image of the human being in Varma’s post-independence stories can be
conceptualized through three dominant traits lonely, alienated and seeking meaning, thus expanding the
category of “character” towards an existential, inwardly focused figure and providing a productive
framework for further comparative studies with other national literatures.

Keywords: Nirmal Varma, Indian literature, human image, loneliness, alienation, existentialism, cultural
transformations.

Kirish (Introduction). 50-yillardan so‘ng hindiy adabiyotida mustaqgillikdan keyin inson
obrazini tasvirlash ijodkorlarning masalasiga aylandi. Hindiston xalglari adabiyotining ko‘plab
guruhlarga hamda tarmoqlarga bo‘linib ketishi buning asosiy sabablaridan biri hisoblanadi.
Hindistonning ijtimoiy-siyosiy manzarasi odamlar orzu gilgan manzaradan ancha farg gilardi.
Chunki mustagillik uchun kurash xalgga mustaqil bo‘lishdan boshga ajralish, urush, tushkunlik kabi
ayanchli ogibatlar hamda kayfiyatlarni olib keldi. Mamlakatning bo‘linishining asoratlarini hali
unutmagan insonlar modernizatsiya, shaharlashuv hamda globallashuv jarayonlari bilan yuz keldi;
bunday madaniy siljishlar adabiyotda ham aks etib, mustamlakadan so‘ng (postkolonial)
adabiyotdagi o‘zgarishlar asosida izohlanadi. Bevosita adabiyotda ushbu o‘zgarishlarni estetik
hamda badiiy shaklda gayd etish magsadida yakdil bir g‘oyani ko‘tara oladigan hamda olg‘a bora
oladigan inson obrazi yaratish mushkil edi. Chunki ijtimoiy o‘zgarishlar hamda odamlar hayotidagi
tushkunlik holatini rad etish giyin edi. Adiblar bu holatni rad etib olg‘a borish ruhidagi asarlarni

! Said E. Culture and Imperialism. — London: Vintage, 1993. — P. 31-36.
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ham yarata olishmadi, chunki ularning o‘zlari ham ushbu jarayon ichida edilar. Premchand hamda
Tagor an’analarini davom ettiruvchi adiblar hali hanuz ijtimoiy masalar oldida ojiz hamda
muallifning aniq nugtai nazarini ifodalovchi obrazlarni * galam ostiga olishardi (asosan, bu nugtai
nazar ijtimoiy tenglikka garatilgan edi), bu esa ularning davr muammolarini aks etmasliklarida
ayblanishlariga sababchi bo‘ldi. 40-yillardan keyin adabiyotdagi ta’siri susayib borayotgan
taragqiyparvar adabiyot vakillarining asarlari modernistik adabiyotning dastlabki vakillari Agey
hamda Illachandra Joshilar? tomonidan galam ostiga olingan eksperimental asarlar ta’sir kuchi
ostida esa dolzarbligini yoqota boshlashdi. Ushbu adabiy hodisa o‘z-o°zidan sodir bo‘lgani yo‘q.
Chunki ildizlari hinduizm diniga borib targaladigan, katta oila bo‘lib yashashga o‘rgangan hind
jamiyati, sanoatlashuvning ta’siri sababli bu tizimni maydalanishiga hamda gishloq odamlarining
turli magsadlar ostida shaharga ko‘chishlari® adabiyotdagi inson obrazining ham o‘zgarishiga ta’sir
gildi. Madaniy hamda ijtimoiy o‘zgarish jarayonida inson obrazi Nirmal VVarmaning mustagillikdan
keyingi hikoyalarida shahar odamining hayot tarzi, oilaviy munosabatlari, gadriyatlarning o‘zgarishi
kabi yangi hind jamiyatidagi inson obrazi yolg*‘iz, begonalashgan hamda hayot mohiyatini izlovchi
obraz sifatida gavdalanadi.

Tadgigot metodologiyasi va manbalar (Research Methodology and Materials).

Mazkur tadgigotda asarlarni tahlil gilishda asosan ikki metoddan foydalanildi. Kontekstual
metod orgali Nirmal Varma tomonidan yozilgan mustagillikdan keyingi hikoyalaridagi
gahramonlarning yolg‘izlik, begonalashuv va izlanish kabi ruhiy kechinmalari Hindistonning
ijtimoiy-siyosiy va madaniy jarayonlari bilan bog‘liq holda o‘rganildi. Ushbu metod yordamida
yozuvchi yaratgan inson obrazi davr ruhiyati va jamiyatdagi ijtimoiy-madaniy o‘zgarishlarning
badiiy aksi sifatida tahlil gilindi. Diskursiv metod asosida hikoyalarda galamga olingan ramz,
metafora kabi badiiy tasvir vositalari tahlili bilan birgalikda ushbu badiiy vositalar orgali inson
obrazining ichki dunyosi, davr ruhiyati hamda madaniy gadriyatlarga munosabati ganday
ifodalanganligi tadgiq qilindi. Tadgigotning asosiy manbalari sifatida Magolada Nirmal Varmaning
1959-yilda chop etilgan “qR=e” (““Qushlar”) nomli hikoyalar to‘plamiga kiruvchi “BRRT BT WA
(“Kundalik o‘yini”), “HIT Pl i (“Mayaning haqiqati”), “TIRRT T7d18” (“Uchinchi guvoh”),
“3fR F (“Zulmatda”), “fUR TREHTS” (“Rasmli otkritka™), “RITHR & TH AW (“Setabrning
bir ogshomi”), “qRee” (“Qushlar”)*; 1965-yilda nashr etilgan STt §|'|33f” (“Yonayotgan buta”)
nomli hikoyalar to‘plamiga kiruvchi AT (“Oshiqlar”™), “TrgTgyur” (“Xayollar ko‘zgusi”), “Uch
R[oHId” (“Ibtido™), ﬁ o1 A (“Itning o‘limi”), “UglS” (“Tog*”), “TRTY Qe H” (“Begona
shaharda”), STt STIT‘;:T” (“Yonayotgan buta”), “ggdrl” (“Dahliz”), “cl<d Pl Th A (
“Londondagi bir tun”), “3{~dX (“Tafovut”)° hikoyalari tanlab olindi hamda adib ijodiga oid tangidiy-
nazariy adabiyotlardan foydalanildi.

! TIgerkosa C.O. Ouepku uctopuu nurepatyp Muauu: X-XX 8. — CI16.: Cankr-TletepOyprekuii TocyaapcTBeHHbII
VYuusepcurer, 2014. — C. 115.
2 Xodjayeva T.A., Muxibova U.U. Hindiston adabiyoti. — T.: Innovatsion rivojlanish nashriyot-mathaa uyi, 2020. — B.
356.
3 Weinberger C. The outsider in new Hindi stories // Indian Literature. Vol.11, No.2. — India, Sahitya Akademi, 1968. —
P. 65.
sfdd 9. uRe. - €. ASHHd UBTRM, 2024, — 182 1.
s ffd 9. St STel. — & AShHT YBIRM, 2024, — 160 T,
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Tadgigot tahlili, muhokamalar va natijalar (Analysis, Discussion and Results).

XX asrning 30-40-yillar hind adabiy jarayoni murakkab davrni boshdan kechira boshladi.
Yozuvchilar, adabiyotshunoslar hamda kitobxonlar o‘rtasida sezilarli darajada uzoglashuv hamda
yozuvchilarni tarqoqlik kayfiyati egallab bo‘lgan edi. Adabiy jarayonda kuchli ta’sirga ega bo‘lgan
ushbu davrdagi ikki shaxsning (Rabindrath Tagor hamda Munshi Premchand?) asosiy e’tibori milliy
ozodlikga qaratilgan bo‘lib, davr masalari ular taklif etgan falsafalar yordamida adabiyotning
asosiga aylandi. Bu falsafa esa ijtimoiy tenglik asosiga qurilgan edi. Ushbu falsafa ixlosmandlari
esa adabiyot muxlislarining deyarli barchasini tashkil etar edi. Chunki ushbu yozuvchilar hamda
ularga ergashuvchi boshga galamkashlar davr masalasini to‘ligligicha yoritib bera olishgan edi.
Oddiy odamlarni o‘z asarlarining makaziga olib chiqgan qalamkashlar ijtimoiy masalalarni
yechishni hamda tenglikni targib gilayotgan edilar. Qishlog odami obrazi hamda gishlog hayoti
manzarasi hikoyalarning asosini tashkil gilar edi. Munshi Premchand vafotidan so‘ng 1940-
yillargacha uning shogirdlari hamda izdoshlari oddiy hind jamiyati erishishi xohlagan mavzular
yuzasidan galab tebratishda davom etishdi. ljodkorlarning asarlarida dehqonlar, ayollar erkinligi,
siyosiy-ijtimoiy adolatsizlik, gashshoglik hamda kasta zulmi kabi ijtimoiy muammolar markaziy
mavzu sifatida qolaverdi.? Ushbu asarlardagi gahramonlar esa fagat bir shaxs yoki bir odamning
obrazi yoki ramzi sifatida gavdalanmasdan, butun jamiyat yoki xalq ramzi sifatida ifodalangandi.
Shubxasiz, bunday gahramonlarni bunday badiiy tasvirlash marginal guruhlar hamda muammo
sifatida garalmaydigan masalalarni omma oldiga olib chigishiga yordam berdi. Shu sababli ham
Premchand hamda uning izdoshlari tomonidan yozilgan asarlar nasriy janrlarning batafsil
shakllanish davrigacha davom etdi.® Xolbuki, millat mustaqillikka erishgan sayin, adabiyotda ushbu
mavzularning dolzarbligi yogola boshladi. Ba’zi manbalarda 1930-yillarda, ba’zi manbalarda undan
ham oldinog, ammo 1940-yillarda aniq ta’sir kuchiga ega norealistik oqimlar Hindiston xalqlari
adabiyotini egallay boshladi. O°z ijodlarini taragqiyparvar adabiyot vakillari sifatida boshlagan
bo‘lishsa-da, keyinchalik esa avangard ogimida ijod gilgan G.M. Muktibodh, N. Jayn, B. Agrval, P.
Machhve, G. Mathur, R. Sharma hamda Ageylarning, asosan, she’riy asarlarida norealistik shakl
hamda mazmun o‘zgarishlari kuzatila boshlandi. Ushbu shoir hamda yozuvchilarning barchasi ham
eksperimentalizmda ijod gilishmagan bo‘lishsa-da, ammo asarlarida “yangi” degan tushunchalar
ifoda gilingan edi. She’riyat asosida ommalashib borayotgan bu oqimlar nasrga kelib esa o0‘z
ko‘lamini yoya oldi. Bu esa mustagqillik yillariga to‘g‘ri keldi. Agar xalg mustaqgillikka erishadigan
bo‘lsa, qaysi g‘oyalar asosiga yangi jamiyat qurish hamda yakdil adabiy jarayon birga rivojlanishiga
yordam beradigan qanday g‘oyalar ortidan borish nafaqat siyosat arboblari va adabiyotshunoslar
hamda tanqidchilar o‘rtasida munozalarni keltirib chigardi. Bu munozoralar asosiz emas edi, 40-
yillar hind xalqi uchun oson bo‘lmadi, davlat parchalanishi hamda yo‘qotishlar jamiyatni lahzaga
solgan bo‘lsa, adabiyotda keskin burilishlar yasadi. Hindiston xalqlari adabiyotida yangi davr
masalasi rasmiy ravishda e’lon qilmagan bo‘lsada, adabiy jarayonda tarqoqlik boshlandi.
Mustagillikdan so‘ng mustaqillik natijalaridan gonigmagan ziyolilar gatlamlari orasida pessimistik
kayfiyatlar o‘sishi uchun qulay muhit vujudga keldi.* Endi odamlar hayotida mustagillikdan oldingi
ijtimoiy masalalarning yechimi topmasdan yangi muammolar paydo bo‘ldi. Mustagillikdan keyin

! Shuni ta’kidlab o‘tish joizki, Munshi Premchand ijodini rus hamda o‘zbek olimlari tangidiy realism bilan bog‘lashadi.
21IsetkoBa C.0O. Ouepku ucropuu nureparyp Uumun: X-XX BB. — CI16.: Cankr-IletepOyprekuii ocyiapcTBeHHBINH
VYuusepcuret, 2014. — C. 119-128.

3 O*sha manba. - C. 119.

4 Xodjayeva T.A., Muxibova U.U. Hindiston adabiyoti. — T.: Innovatsion rivojlanish nashriyot-matbaa uyi, 2020. — B.
372.
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vujudga kelgan yangi ijtimoiy muammolar, mamlakat bo‘linishi va urush ogibatlarini tasvirlash
adiblarning diggat markaziga chiqdi. O‘zbek olimasi T. Xodjayeva Hindistonning “ochiq eshiklar
siyosati” adabiyotning rivojlanishiga hissa qo‘shganini ta’kidlab, bu hissa esa adabiyotda inson
ruhiyatining tamoman yangi tasvirini shakllantirganini hamda ma’naviy qarashlar ham tubdan
o‘zgarganligini qayd etadi.! Umuman olganda, adabiyotni endi ijodkorlar “yangi adabiyot” nomi
bilan atay boshlashdi hamda yuqoridagi shoirlarga safiga yozuvchilar ham go‘shildi. R.Yadav,
Kamleshvar, M.Rakesh, J. Kumar, N.Varma, I. Joshi, N.Mexta, M.Bhandari hamda boshqa adiblar
“yangi” deb nomlangan nasrni ommalashtirishdi. Ushbu “yangi” tushunchaning tub mohiyatida,
albattaki, inson obrazining yangilanishi turar edi. Bu yangilanish aslida, mustagillikdan oldin inson
obrazining o‘zgarish asosiga qurilganligini ta’kidlab o‘tish kerak. Shunchaki, yangi inson obrazi
paydo bo‘lgani yo‘q, mavjud ijtimoiy hamda siyosiy vaziyat o‘zgarishi asosida inson obrazi ham
o‘zgardi. Mustagillikdan oldin ijtimoiy realizm, tangidiy realizm, chhayavad, sotsialistik realizmda,
umuman olganda, o‘zini taraqqiyparvar deb hisoblagan adiblarning asarlarida quyidagi obrazlar
markaziy hisoblangan edi.

1. Mustamlaka zulmidan aziyat chekkan;

2. Kasta, kambag‘allik, ijtimoiy adolatsizlik qurboni;

3. Dehqon, kambag‘allar yoki oddiy odamlar;

4. O‘zligini anglayotgan, mustamlakachilikka garshi kurashayotgan hamda mustagillikka
intiluvchi gahramon;

5. Hagiqgat, millat, vatan uchun kurashuvchi;

6. O°z hayotini millatga bag‘ishlashga tayyor;

7. Adolatli, halol, ma’naviyatli;

8. Yolg‘izlik, ruhiy iztirob, ichki kechinmalar girdobidagi odam;

9. ljtimoiy islohotchi, ongli, yangilikka intilgan inson;

10. Jamiyat qurboniga aylangan ayol obrazi.

Bu kabi obrazlarning yana 10 lab turini sanash mumkin. Chunki hind jamiyatida shunchalik
yechim kutgan masalalar ko‘p ediki, adiblar nigohida, bu yechimlarni esa insonlargina amalga
oshirishga godir edilar. Munshi Premchand galamiga mansub 1936-yilda dunyo yuzini ko‘rgan
‘‘Tnﬂ'I:T’’(“Qurbonlik”)2 romanida gishloqdagi ijtimoiy zulm fonida Xori ismli dehqon va oilasining
kambag‘allik, garz va jamiyatdagi adolatsizliklar bilan kurashi tasvirlanadi. Bankim Chandra
Chattopadhyay galamiga mansub “®N™ T&*3 (“Shodlik ibodatxonasi”)* romanida Hindistonning
mustamlaka davridagi rohiblar go‘zg‘olonini tasvirlaydigan tarixiy-siyosiy roman bo‘lib, unda
Britaniya zulmiga garshi ozodlik g‘oyasi ilgari suriladi. Asarda “dq HIARH(“Ona Vatanim madhi”)
she’ri ona Vatanni madh etuvchi madhiya sifatida namoyon bo‘lib, milliy uyg‘onishning timsoliga
aylangan. Tagor galamiga mansub “CBIC¥{ e “graR Jrer” “Ko‘zdagi qum zarrasi”)®
romanida yosh beva ayol Binodini va Ashutosh o‘rtasidagi murakkab tuyg‘ular hamda ijtimoiy

1 O‘sha manba. — C. 371.
2 e, M. — &.: fgfaIRT, 2020. - 2321,

3 Bu roman Bengal tilida yozilgan bo‘lib, keyinchalik hindiy “3{TiGHS” nomi ostida hamda boshga tillarga tarjima
gilingan.

¢ §fdbAeig 9. 3MHEHS. - P.: C-DAK, 1938. - 668 T.
® Bu roman Bengal tilida yozilgan bo‘lib, keyinchalik hindiy “TRAR dTA” nomi ostida hamda boshqa tillarga tarjima
gilingan.

6 IGTTY 3. TR STaH. — &.: YSH 8139 ST, 2012, — 404 T.
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cheklovlar tasviri orgali ayolning jamiyatdagi o‘rni, his-tuyg‘ulari va erkinligi o‘zida emasligi
hamda uning inson sifatida huquglaridan mahrum ekanligi ifoda etiladi. Shu asnoda, taragqiyparvar
hind adabiyoti vakillarining asarlarida bu kabi obrazlar tipik obrazlar darajasiga aylangan. Xalq
mustaqillikka erishgandan so‘ng adabiyot markaziga yangi inson giyofasi Kirib kela boshladi.
Yugorida aytib o‘tilganidek, bu inson batamom yangi inson emas. Adiblar tominidan endi adabiyot
“yangi” deb nomlanayotgan bo‘lsa-da, ammo inson obrazi butunlagicha, albattaki, yangilangani
yo‘g. Chunki, hali hanuzgacha ijtimoiy masalalarning markazida turgan inson obrazi Qalam ostiga
olinavergan edi. Hattoki, 1970-yillarda ham Yashpalning “Turli mulohazalar” deb nomlangan
romani nashr etiladi. Bu romanda esa ijtimoiy-siyosiy va tarixiy masalalar yoritilgan edi.?
Mustagqillikka erishgan xalg zimmasiga ijtimoiy muammolar bilan birga tushkunlik kayfiyati ham
tushgan edi. Bu tushkunlik kayfiyati Hindistonning bo‘linishi hamda muammolarning xalq
kutganidek hal gilinmaganligi va boshga sabablar natijasi edi.

Mustaqillikdan keying inson obrazi bilvosita “yangi hikoya” ijodkorlarining asarlariga
bog‘lanadi. Mashhur hind tangidshunosi Namvar Singh ta’kidlaydi, avvalgi realizmlarda
bo‘lganidek “doimiy tiplar” — masalan, dehqon, bechora kishi, zolim zamindor, fidoyi er-xotin,
farzandlar, kambag‘al mehnatkash kabi qat’iy belgilangan obrazlar hamda gahramonlar yangi
hikoyada uchramaydi. Yangi hikoya birmuncha murakkab, ichki dunyosi nozik, psixologik
ziddiyatlarga ega obrazlarni markazga qo‘yadi.? Ushbu yangi obrazlar quyidagilari o‘z ichiga
oladi:

1. Shaharlik yoshlar;

2. O‘gimishli, lekin ruhiy tanazzuldagi insonlar;

3. O°z “men”i bilan kurashayotgan intellektual gahramon;

4. Jamiyat bilan emas, o‘zining ichki dunyosi bilan kurashayotgan odam.

An’anaviy hikoyalarda zulmga qarshi, jamiyatga qarshi, qashshoqlikka qarshi kurash
tasvirlangan bo‘lsa, yangi hikoyada esa ruhiy bo‘linish, begonalashuv, ma’naviy bo‘shliq, ma’no
izlash, munosabatlarning murakkabligi asosiy konfliktga aylanadi. Bu obrazlarni mustagillikdan
oldingi hikoyalar bilan solishtirish mushkil ish hisoblanadi. Chunki, endi shahar gatlami vujudga
kelgan vaqtda, oilaviy tuzum ham o‘zgarishiga sabab bo‘lgan, bundan esa yangi axloqiy me’yorlar
vujudga kelgan, zamonaviy hayotning bosimi esa odamlarning ruhiy holatiga ta’sir qilgan. Shu
asnoda, shaxsning dunyosi, o‘zlikni izlashi markazga chiggan o‘z joyini topolmaydigan, o‘zini
tushunishga harakat giladigan, tashqgi emas, ichki konfliktga ega, ko‘pincha yolg‘iz, ruhiy iztirob va
izlanish holatidagi zamonaviy inson obrazini tasvirlash asarlarda ommalashdi. Bunday obrazlarni
mobhirlik bilan yarata olgan yozuvchilardan biri Nirmal Varma hisoblanadi. Nirmal Varmaning
“Qushlar” hamda “Yonayotgan buta” nomli hikoyalar to‘plamidagi hikoyalarida gahramonlarning
hayotiy kechinmalari turli vogealar hamda ijtimoiy sharoitlar orgali namoyon bo‘ladi. Masalan,
“Qushlar” hikoyasida Latika sevgilisini urushda yo‘qotadi va boshga turmush qurmaydi. Uning
yolg‘izligi shunchaki hayotiy holat emas, balki jamiyatda begonalashuvning ramziga aylanadi. Shu
bilan birga, Latika turmush qurmasdan yashash orgali jamiyatning an’anaviy qgoliplarini buzib, ichki
ozodlikni ham topgandek bo‘ladi.

! Xodjayeva T.A., Muxibova U.U. Hindiston adabiyoti. — T.: Innovatsion rivojlanish nashriyot-matbaa uyi, 2020. — B.
365.

2 MR G, BB T8 BT, — €. AP HRAT UhT, 1982, — T. 56-59.
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Uning bu kichik tepalikdagi bekatda yashayotganiga ham uzoq vaqtlar o ‘tib ketgan, lekin vaqt
kuz-yoz davrasidan o ‘tib, gishki tatillar bag ‘riga gamalib qolganini, u har yildagidek vaqtning
o ‘tib ketganligini yodiga ham olmagandi.

“Kundalik o‘yini” hikoyasida Bitto kasalligi sababli bir necha bora oilasi harakat gilsa-da,
turmush qura olmaydi. Unga nasib etmagan orzular uning hayotini “yarimta taqdir” sifatida
gavdalantiradi. Bu hikoya insonning yolg‘izligi ko‘pincha shaxsiy tanlov emas, balki tashqi sharoit
va taqdir zarurati bilan bog‘liq ekanini ko‘rsatadi: ]

“IR G GE g o 4B o] qNeT, §ag,” I Yicl & 513 Pes ot P19, 1Y o8 G
VG Y/ 51 §H Uge G of1 W6 & 01d 84T U &1 7 forgr 8. fagl 7l §l ¥eT &1 3 Tl
EU T V67 611 o5, T &I ... 3 a7 GFeTN] S7ad & -7 571 wicl B1g 87 4 §%

T T &1L e forg] picl g6 @] a7l off T8 diia® @1 T¥ior YiE &7 - icl #1 faE]

gzﬁa@?a?ﬁdi‘ Al a8 d el o] g ol ST 512

“O‘limdan oldin chin yurakdan yashash kerak, Babbu!” uning sarg ‘aygan, quruq lablari biroz
gimirlagandek, titragandek boldi-yu, so‘ngra to‘xtab qoldi. “Xuddi birinchi marta
yashayotgandek, go ‘yo bizdan oldin hech kim yashamagandek...” — Bitto go ‘vo uxlab yotganday,
yoki uyquda gapirayotgandek edi.

“Babbu, bir savol bersam?... O ‘sha kuni albomingdan suratimni olib yirtib tashlagandim, xafa
bo ‘Iganmiding? Nega? Axir senga yoqqan suratdagi Bitto sil kasaliga chalinmagan edi-ku.
Suratdagi Bitto senga yogardi, ammo u men emasdim, Babbu. Men esa bugungi, hagigiy Bittoman. ”

“Rasmli otkritka” hikoyasidagi bosh gahramon vyigit Paresh ish va magsaddan mahrum, shu
sabab muhabbatini izhor gila olmaydi. U jamiyatda o‘z o‘rnini topa olmagan, o‘zini ham,
boshgalarni ham begona his giladigan obraz sifatida tasvirlanadi. Shuningdek, “Uchinchi
guvoh”dagi yigit obrazi begonalashgan inson sifatida talgin gilinishi mumkin. Chunki u hayotiy
ogimga qo‘shilib ketgandek bo‘lsa-da, ichida bo‘shlig, tushunarsiz yo‘qotish va javobsiz savollar
yashaydi:

“ I HTT] §IT H77 & [0 FIR 7615 abicT Gied o] TH §1 77T b1 ] Sfq TRl &
39 HIGH] &1 SISHY T e, o 6 Tagd T fa @ qed &1 81, IR T8 T7] J7 T

gl dl iT gt 8

“Men sizning fikringizga qo ‘shilishga tayyor emasman”, advokat janoblari biroz g ‘azablanib
dedi, - “gaysi ayol chin yurakdan sevgan odamni o ‘z xohishi bilan tashlab ketadi? Mumkinki, agar
u telba yoki agldan ozgan bo ‘Isa, unda bu boshga masala.

“Zulmatda” hikoyasida esa ayol erini sevmaydi, ammo haqiqiy sevgisi bilan ham birga
bo‘lolmaydi. U ijtimoiy me’yorlar, majburiyat va jamiyat garashlari qurboni sifatida gavdalanadi.
Ayolning hayoti “zulmat” ramzi orqali ifodalanib, ichki dunyo va tashqi muhit o‘rtasidagi keskin
tafovut ko‘rsatiladi.

1 a9, g, — . TSI A UPTRM, 2024. — T, 139.
2 O‘sha manba. — U. 29.
3 {9, uRe. — . JoIpHd UBTRM, 2024. — T, 48.
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Kitob juda eski edi — hanuz uning sarg ‘ish, eskirgan sahifalari yodimda. Flaubertning Jorj
Sandga yozgan maktublari. O ‘sha kezlarda na Flaubertni bilardim, na Jorj Sandni. Oradan yillar
o ‘tgach o ‘sha kitobni o ‘giganimda, onam allagachon hayotdan ko Z yumgan edi hamda Biren amaki
esa uzoq yillardan beri Italiyaga ketib o ‘sha yerlarda go ‘nim topgan edi.

“Mayaning haqiqati” hikoyasida ishsiz yigit tasodifiy uchrashuvda bir Lata ismli gizchadan
ruhiy iliglik topadi va hayot mazmunini topgandek bo‘ladi. Lekin bu izlanish yakuniy emas,
mavhum va noaniq ko‘rinishda qoladi.

S g3} I &, ol [ ol 6

fO5¥ Sfe77e5 43l Tl TIYT 37 81 SR 1] qoir &7 &% G18 137/ F1d 7761 @& Foict Gl7e
577 5 galctl- GRIeh] 67 ol W67 &/ {7 G, 3R G T @il &7/
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Va menga shunday tuyuladiki, hayot nagadar yengil.

So ‘ng birdan Lata Mathurning kulgisi va garsak chalgan ovozi qulog‘imga eshitildi. Qayiq
arigning oq, ko ‘piklangan suvlarida qalgib-galgib ogib borardi.

Men tikildim... va uzoq vagqt tikilib goldim.

Bu vogeadan beri ancha vaqt o ‘tdi. Men hanuz ishsizman, birog endi “Ish bilan ta’'minlash
idorasi “ga gatnash odatim asta-sekin yo ‘qoldi. Men ko ‘pincha xonamga berkinib olaman. Lekin
gachonki yomg‘ir yog‘ib, xonamda mayin tumanli gorong ulik cho ‘ksa... bugungidek sigaret
chekish bahonasida tashqgariga chigib ketaman.

“Sentabrning bir ogqshomi” hikoyasida o‘smir yigit otasi bilan kelishmovchilikdan keyin uyini
tark etadi, ulg‘aysa ham hayotdan magsad topa olmay shaharma-shahar kezib yuradi. Uning izlanishi
oxirida singlisining oldiga borish orqali ramziy bir “ma’no izlash” sifatida ko‘rsatiladi.

Varmaning “UglS” (“Tog”) nomli hikoyasi adib tug‘ilib-o‘sgan Shimla shahrida kechadi.
Hikoyada turmush qurganiga yillar bo‘lgan juftlik farzandi bilan Shimladagi Rij maydonchasiga
tashrif buyuradi. Hikoyada tashqi vogea-hodisa deyarli sodir bo‘lmaydi, ammo peyzaj va xotiralar
orgali juftlik munosabatlaridagi sovuglik, ular orasidagi masofa, shuningdek, bolaning ularning
hayotidagi o‘rniga bo‘lgan munosabatlar aks ettiriladi. Ayol bolaning hozirgi safarga kelmasligi
kerakligini aytishi va er-xotin o‘rtasidagi mulogot hamda munosabatlarda bola ular uchun to‘siqdek
ko‘rinadi. Varma yangi sanoatlashayotgan hind jamiyatidagi oilaviy gqadriyatlarni zimdan
mushohadaga olib, jamiyatda oila tushunchasining o‘zgarishi, bola baxtli oilaning timsoli emasligi
hamda juftlik munosabatlarining markazida turmasligi g‘oyasini galam ostiga oladi. O‘zgargan ota-
ona hamda oila obrazi tasvirlanadi:

TRT SN & RS &7 FHAT BT SR QoI 7. A1) & %779 U7 U [aves] [av 0
37t .. 3iv g @ AT ¥, 5 T 22 B BT R El o Rt YA 4T iR e g7

1 O‘sha manba. — U. 105.
2 O‘sha manba. — U. 45,
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Atrofda Rijning tekis maydoni va eski cherkov... oynalarning rangli shishalariga giya tushgan
quyosh nuri... uzogdan garaganda, go yo bu shishada paydo bo ‘lgan yorig, ammo u fagat bir
illyuziya edi, xolos.

— Sovgotyapsanmi? — dedi eri.

— Yo ‘q, men yaxshiman. — Ayol bir lahzaga titrab ketdi, er esa buni paygadi.

Ular Rijning bir chetida turishardi. Qarshida shamol esayotgan tomonga gator o ‘rindiglar,
undan narida yog ‘och panjara. Tagida giyalik, u yerda bir-ikkita chivinoyoq kabi mayda yaltiragan
chivinoyoq (jag -jag )lar chagnab turardi. Qarshida bir o ‘rindigq bor edi. U bo ‘m-bo ‘sh va ustida
asta-sekin chang va chang aralash yaproglar to ‘planib borardi. Oddiygina o ‘rindiq edi, hech kim
hech gachon unda o ‘tirgandek tuyulmasdi. Go ‘yo u uzog zamonlardan beri shu holicha bo ‘m-bo ‘sh
yotgandek.

Bir muddat ular shu bo ‘sh skameykaga tikilib turishdi — go ‘yo juda eski, unutilgan narsani esga
tushirgandek... va nimagadir, shu lahzada bir-biriga tegishga jur’at topa olishmadi.

ﬁaﬁ A (“Itning o‘limi”’) nomli hikoyasi ichki ziddiyatlarga to‘la, ich-ichidan buzilgan
ammo birga yashaydigan bir hind oilasinining Lusi ismli kuchukchani bogib olishi hagida. Hikoyada
kuchukchaning betob bo‘lib golishi zamirida oiladagi darz ketishlar gahramonlarning xotiralari
yordamida aks ettiriladi. Kuchukchaning o‘limi esa ramziy ma’noga ega bo‘lib, oilaning ichki
fojiasini ochib beradi. Personajlar bir-biridan charchagan, ular orasida o‘zaro bir-biriga
aytilmaydigan nafrat va befarglik hukm suradi. Ushbu ruhiy taranglikka bardosh berolmagan
farzand uydan bosh olib ketishga urinadi, boshqasi esa hatto o‘z joniga gasd gilishga urinadi. Adib
sanoatlashayotgan fagat hind jamiyati balki dunyo jamiyatlaridagi oilaviy munosabatlarning
yemirilishi, begonalashuv, o‘lim va go‘rquv, ruhiy iztirob va ichki bo‘shligdagi insonlar obrazlari
tasvirlaydi:

S TF 31 T 2% Tl 8. 16 GrE... g o @ 787 U 7% Sy Trsfae &1
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Va shu lahzada uning ko ‘zlari bir nugtaga tikilib goldi... 16-iyul.

L 9. STad! ST, - g ASTHHT UbTRM, 2024, — U.72.
2 i . STl STt — ©.: ST Hd UBTRH, 2024. — T.60.
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Lusi, ikki oy avval kenja uni velosipedining savatiga solib olib kelgan, uydagi quvonchga
aylangan kuchukcha, kechadan beri og ‘ir betob. Tinimsiz qusayapti. Azob chidab bo ‘Imas darajada.
Go ‘yo tong otguncha omon golmaydigandek...

Shu xolos. So ‘ng u dorilarni suv bilan yutdi. Ammo ganday bilsin — uyqu va uyg ‘oglik orasidagi
nozik chegarada bir g-alati fikr, bezovta pashshadek, tinmay g ‘ing‘illab aylanaveradi. Qanday
bilsin, azob nechog ‘lik chidab bo‘lmas ekanini? Go‘yo kimdir qulog ‘iga pichirlab, “U omon
qolmaydi” degandek eshitiladi.

Inson omon qolish deganda nimani nazarda tutadi o zi?...

Varmaning hikoyalarida galamga olingan gahramonlar jamiyat va an’anaviy gadriyatlar bilan
doimiy ziddiyatda tasvirlanadi. Ularning yolg‘izligi ko‘pincha tashqgi omillar — urush, kasallik,
ishsizlik yoki oilaviy majburiyatlar ogibatida yuzaga keladi. Birog bu yolg‘izlikning sababi nafagat
tashqi vaziyatlarda emas, balki gahramonlarning ichki dunyosida ham yotadi. Begonalashuv ularda
ikki gatlamda gavdalanadi: jamiyatdan ajralish va o‘z-o‘zidan uzoglashish. Muhabbatlarini
yashirish yoki voz kechish, orzularni tark etish yoki ijtimoiy majburiyatlarga bo‘ysunish kabi
vaziyatlar buni yanada kuchaytiradi. Shunga garamay, adib gahramonlari butunlay iztirob girdobida
golmaydi — ularning har birida hayot mazmunini izlashga bo‘lgan intilish mavjud. Bu izlanish
ko‘pincha orzu, xotira yoki tasodifiy uchrashuvlar orgali ifodalanadi. Bu jarayon adib ijodida
ekzistensializm ta’siri bilan chambarchas bog‘liq bo‘lib, gahramonlarning o‘zini anglash,
begonalashish va hayot mohiyatini izlash yo‘lidagi ruhiy kechinmalari badiiy usulda talgin etiladi
hamda “begona inson” kontseptsiyasiga yaginlashadi.! [5, 34-36-b.]

Tahlil natijalari shuni ko‘rsatadiki, adibning mustagillikdan keyingi yozilgan ushbu
hikoyalaridagi inson obrazi uch asosiy sifatda gavdalanadi: yolg‘iz, begonalashgan va ma’no
izlovchi. Tahlil gilingan hikoyalarda quyidagi obrazlar aniglandi.

Nirmal Varma hikoyalari Mustagillikdan so‘ng inson obrazi

SO BT WA (“Kundalik o‘yini”) Bittoning kasalligi, orzularning puchligi,
yarimta taqdir hissi — yolg‘iz; Jamiyatdan
chetlashgan — begonalashgan;
Hayotini “chin yashash” ma’nosi orqali
anglashga urinadi — ma’no izlovchi
“HrAT b1 Ilﬁ” (“Mayaning haqiqaﬁ”) Ishsiz ylgltnlng ichki bO‘Shlig‘i — yOlg‘iZ;
jamiyatga moslasha olmaslik — begonalashgan;
Lata bilan uchrashuv orqali ma’no izlashi —
ma’no izlovchi
I ERT T1a18” (“Uchinchi guvoh”) Yigitning ichki bo‘shliq va yo‘qgotishlar aro
yashashi — yolg‘iz; sevgi va hayot mohiyatini
tushuna olmaslik — begonalashgan; javob
izlash — ma’no izlovchi
«3fR T (“Zulmatda™) Oilali bo‘Isa-da, ammo muhabbatsizligi —
yolg‘iz; jamiyat me’yorlari qurboni —
begonalashgan; haqiqgiy sevgiga intilishi —
ma’no izlovchi

! Sartre J.-P. Existentialism is a Humanism. — New Haven: Yale University Press, 2007 (first published 1946). — P. 34-
36.



B S S §HARY MASH AL D S

fUgR UREHIS” (“Rasmli otkritka”)

Pareshning magsadsiz, sovuq hayoti — yolg‘iz;
0°z o‘rnini topolmaslik — begonalashgan;
sevgini ayta olmasligi orqali ma’no izlash —
ma’no izlovchi

TR @ TH IH” (“Setabrning bir

ogshomi”)

Uyidan ketgan yigitning boshdan-oyoq yolg*iz
hayoti — yolg‘iz; otadan begonalashish —
begonalashgan; singlisiga qaytish orqali ma’no
izlash — ma’no izlovchi

“TR=G” (“Qushlar”)

Latikaning sevgi yo‘qotishidan keyingi hayoti
—yolg‘iz; jamiyat qoliplariga sig‘masligi —
begonalashgan; ichki ozodlik izlash — ma’no
izlovchi

“@IY” (“Oshiglar”)

Juftlikning hissiy uzogligi — yolg‘iz (ikkalasi
ham ichki yolg‘izlikda); o‘zaro tushunmaslik —
begonalashgan; munosabat mohiyatini izlashi
—ma’no izlovchi

“TTGTEUUr” (“Xayollar ko‘zgusi”)

Qahramonning o‘z xotiralari va kechinmalari
orasida yashashi — yolg‘iz; shaxsiy o‘tmigsdan
begonalash — begonalashgan; o‘zlikni anglash
izlanishi — ma’no izlovchi

“Ueh Y3~ (“Ibtido”) Yangi boshlanish yogasida turgan
gahramonning ichki ikkilanishi — yolg‘iz; eski
dunyodan uzilish — begonalashgan; ozini
yangilashga intilishi — ma’no izlovchi

ﬁ oI Al (“Itning o‘limi”) Oilaning ichki parokandaligi va yolg‘izlik —

yolg‘iz; oila a’zolarining bir-biriga
begonalashuvi — begonalashgan; hayot
mazmunini yo‘qotish va gayta izlash — ma’no
izlovchi

GG'qglg” (“Tog‘7’)

Er-xotinning ichki sovugligi — yolg‘iz (juftlik
bo‘lsa ham); oila gadriyatlaridan
begonalashish — begonalashgan; munosabatni
gayta anglashga intilish — ma’no izlovchi

“TRTY TER H” (“Begona shaharda”)

Bosh gahramonning musofirlikdagi holati —
yolg‘iz; shahar va odamlar bilan
bog‘lanolmaslik — begonalashgan; o°zligini
topishga urinishi — ma’no izlovchi

‘el TSI (“Yonayotgan buta”)

Ichki iztirob, ruhiy bo‘linish — yolg*‘iz; ijtimoiy
an’analardan uzilish — begonalashgan;
o‘zlikning ichki “yonish”i orqali ma’no izlash
—ma’no izlovchi

‘GW” (GCDahliZQ,)

Ikki ma’naviyat ichida golgan shaxs — qaror
va noaniglik ichida — yolg‘iz; o‘tgan hayotdan
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begonalash — begonalashgan; yangi ostonaning
ma’nosini qidirish — ma’no izlovchi

“daq Pl Uch Id”( “Londondagi bir tun™) Musofirlikdagi kechasi, ichki bo‘shliq —
yolg‘iz; G‘arb muhitida o‘zini begona his
gilish — begonalashgan; hayotining ma’nosini
topishga intilish — ma’no izlovchi

“3{~¥ (“Tafovut”) Ma’sulyatsizlik orasidagi masofa — yolg‘iz;
o‘zaro tushunmaslik — begonalashgan; mazkur
“tafovut”ni anglash jarayoni — ma’no izlovchi

Yolg‘iz — Varma gahramonlari uchun ko‘pincha urush, kasallik yoki ijtimoiy bosim ogibatida
yuzaga keladi. Birog ularni fagat fojiaviy kechinma sifatida emas, balki ozodlikning bir aksi sifatida
ham talgin gilish mumkin. Yolg‘izlik orgali gahramon jamiyatning majburiy qgoliplaridan chigib,
ichki dunyosi bilan yuzlashadi va o‘zligini anglash imkoniga ega bo‘ladi; begonalashgan —
gadriyatlar almashinuvi, muhabbat va ijtimoiy majburiyat o‘rtasidagi ziddiyatdan kelib chigadigan
ichki bo‘linish sifatida; ma’no izlanovchi —orzu, xotira va ruhiy kechinmalar orgali hayot mohiyatini
anglashga garatilgan intilish sifatida namoyon bo‘ladi. Shu asnoda, adib hikoyalari mustagillikdan
keyingi Hind jamiyatining ruhiy manzarasini aks ettirib, adabiyotning davr ruhiyatini badiiy talgin
gilishdagi o‘rni va ahamiyatini ko‘rsatib beradi.

Xulosa va takliflar (Conclusion/Recommendations). Tadgiqot shuni ko‘rsatadiki, Nirmal
Varmaning mustagillikdan keyin galamga olingan hikoyalarida inson obrazi yolg‘izlik,
begonalashuv va hayot mazmunini izlash kabi ruhiy holatlar orgali gavdalanadi. Bu holatlar
ko‘pincha urush, kasallik, ishsizlik yoki oilaviy majburiyatlar ta’sirida yuzaga kelgan bo‘lsa-da, ular
fagat fojiaviy kechinma sifatida emas, balki ozodlik, ichki mustaqillik va o‘zlikni anglashning bir
shakli sifatida ham talgin qgilinadi. Shu jihatdan adib hikoyalari mustagillikdan keyingi Hind
jamiyatidagi ijtimoiy-madaniy o‘zgarishlarni badiiy ko‘zguda ifodalab, davr ruhiyatini chuqur aks
ettiradi. Tadgiqot obraz tushunchasini kengaytirib, uni ekzistensial ruhiy kechinmalar bilan bog‘liqg
timsol sifatida talgin etishga imkon beradi hamda shu orqali ekzistensializm, narratologiya (bayon
ilmi) hamda madaniyat nazariyalari bilan hamohang nazariy asos yaratadi. Bu yondashuv adib
ijodini nafagat hind yozuvchilari, balki o‘zbek adabiyotidagi mualliflar —Xurshid Do‘stmuhammad,
Shukur Xolmirzaev yoki Nazar Eshonqul asarlari, jahon adabiyoti vakillari F.Kafka, A. Kamyu ,
J.P. Sartr, shuningdek, atoqli hind yozuvchilari Premchand, Mohan Rakesh, Rajendra Yadav bilan
giyosiy tahlil gilish uchun ham muhim manba bo‘lib xizmat giladi. Kelgusida VVarma asarlarini
o‘zbek tiliga kengroq tarjima qilish, ularni o‘quv dasturlariga kiritish va giyosiy tadgiqotlarda keng
go‘llash adabiyotshunoslik ilmini boyitishga salmoqgli hissa qo‘shadi. Mazkur tadgiqot hind va
o‘zbek adabiyotida inson obrazi masalasini yangi nazariy asoslar bilan boyitadi.
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FORS VA O‘ZBEK ADABIYOTIDA MADANIY QADRIYATLARNING
IFODALANISHI HISOB SO‘ZLAR MISOLIDA

VAZIRA XAMIDOVA
Tayanch doktorant, TDSHU

Rt =

Annotatsiya. Magolada fors va o ‘zbek adabiyotida hisob so ‘zlarning qo ‘llanishi lingvomadaniy va
estetik nuqtayi nazardan tahlil gilingan. Hisob so zlar badiiy matnda faqat sanash, miqdor yoki o ‘Ichovni
bildiruvchi grammatik birlik emas, balki xalq tafakkuri, tarixiy xotirasi, urf-odatlari va marosimiy
gadriyatlarini aks ettiruvchi ramziy vosita sifatida tadqiq etilgan. Maqolada hisob so ‘zlarning xalg og ‘zaki
ijodidan tortib mumtoz adabiyot va zamonaviy badiiy matnlargacha bo ‘Igan jarayonda tutgan o ‘rni giyosiy
o ‘rganilgan. “Yetti”, “qirq”, “ming” kabi ramziy sonlar, shuningdek, “bir kosa osh”, “ikki og ‘izsoz”, “<
pla ) S Lo a2 kabi xalqona va tasavvufiy birliklarning badiiy-estetik vazifasi lingvomadaniy tahlil
asosida yoritilgan. Tadgiqot natijalarida hisob so ‘zlarning milliy tafakkur va madaniy qadriyatlarni
ifodalovchi poetik obraz sifatida shakllanishi ilmiy asoslab berilgan.

Kalit so‘zlar: hisob so ‘zlar, ramziy sonlar, lingvomadaniyat, badiiy matn, fors adabiyoti, o ‘zbek
adabiyoti.

Annomauusa. B oannoti cmamve yucaiumenvhvle C108a paccCMampugarOmes Kax IUH20KYIbIMypHble U
XY002ICeCmMBEHHO-ICMemu4ecKue dJIeMeHmbl Y30eKCKOl U Nepcudckou aumepamypul. B ucciedosanuu
000CHOBAHO, UYMO YUCTUMETbHbIE DYHKYUOHUPYIOM He MOIbKO KAK 2paMMamuieckue eOUuHuybl,
svipadicaiouue KOIUYECmeo U Mepy, HO U KAK CUMBOTbL, OmMpaxdcaioujue HAYUOHATLHYIO NAMSIMY,
Mughonozuueckoe co3Hanue, perucsuo3HO-pUmyaibHble Mmpaouyuu u KyJabmyphvle YeHHOCMU Hapooos. AHanu3
npo6OOUMCs Ha Mamepuaie YCMHO20 HAPOOHO20 MBOPYECEA, KIACCULECKOU U COBPEMEHHOU TUMepanmypol.
Ocoboe enumanue yoensiemcsi cumeoauveckum uuciam (“cemv”, “copox”, ‘“‘mulcsiua’”), a makoce
VCMOUYUBHIM HAYUOHATILHO-KYIbIMYPHBIM 8bipadicenusm muna “‘bir kosa osh”, “ikki og‘iz soz”, “<S2 s
G, S L a2 gBINONHAIOWUM 8AJICHBIE XYOOdICecmEeHHble QyuKkyuu. Pesynomamul uccneoosanus
NOOMBEPHCOAION  TUHSBOKYIAbIMYPHYIO 3HAYUMOCG HUCTUMETbHbIX KAK @blpazumenell HAYUOHATbHOZO
MBIUIEHUSL U NOIMUYECKO20 00pasa.

Knwuesvie cnosa: uuciumenvhvie Cl06d, JUHSEOKYIbMYPA, XYOONCECMBEHHIU MEKCM, NEPCUOCKAdsl
aumepamypa, y306exckas aumepamypa.

Abstract. This article examines numeral classifiers in Uzbek and Persian literature from a linguocultural
and aesthetic perspective. The study demonstrates that numeral classifiers do not simply indicate quantity or
measurement, but serve as cultural and symbolic devices that represent collective memory, mythological
thinking, ritual traditions, and social values. The research analyzes a wide range of examples from folklore,
classical literature, and modern literary texts. Special attention is given to symbolic numerals such as
“seven,” “forty,” and “thousand,” as well as culturally loaded expressions like “bir kosa osh,” “ikki og ‘iz
50z, “Sopla S and <G Lid a2, which convey deep artistic and philosophical meanings. The findings
reveal that numeral classifiers function as poetic and cultural markers that reflect the national worldview
and play an important role in shaping literary imagery.

Keywords: numeral classifiers, symbolic numbers, linguoculture, cultural values, Persian literature,
Uzbek literature.

Kirish. Bugungi kunda adabiy matnlarning lingvomadaniy talqini filologiya fanlari doirasida
dolzarb tadqiq yo‘nalishlaridan biri sifatida qaralmoqda. Xalgning milliy tafakkuri, ma’naviy
gadriyatlari, urf-odatlari va estetik qarashlari til birliklari orqali namoyon bo‘lib, ular orasida hisob
so‘zlar alohida o‘rin tutadi. Hisob so‘zlar nafaqat miqdoriy ma’lumot beruvchi grammatik
kategoriya, balki badiiy matnda madaniy xotira, ramziy ma’no va xalq dunyoqarashini aks ettiruvchi
lingvomadaniy vositadir. Har bir xalgning tarixiy-madaniy tajribasi, diniy garashlari va turmush
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tarziga xos sonlar va hisob so‘zlar badiiy matnda o‘ziga xos estetik yuklanishga ega bo‘lib, ular
o‘quvchini ma’lum qadriyatlar olamiga yetaklaydi.

Fors va o‘zbek adabiyotida hisob so‘zlarning keng qo‘llanishi tasodifiy hodisa emas. Mumtoz
adabiyotdan tortib zamonaviy nasr va she’riyatgacha bo‘lgan jarayonda hisob so‘zlar xalq tafakkuri
va badiiy obrazlilikni ifodalashning muhim vositasi sifatida xizmat qilgan. Xususan, “yetti”, “qirq”,
“ming” kabi ramziy sonlar mifologik tasavvurlar, diniy gadriyatlar, marosimiy udumlar hamda
estetik tushunchalar bilan bog‘liq ko‘p qatlamli ma’noga ega bo‘lgan. Shuningdek, “bir kosa osh”,
“ikki og‘iz so‘z”, “bir lahza”, “bir piyola sharob” kabi birliklar xalqning hayot falsafasi va kundalik
turmushini aks ettiruvchi lingvomadaniy birlik sifatida badiiy matnda o‘z funksiyasini bajaradi.

Mazkur tadqiqotning dolzarbligi shundaki, fors va o‘zbek adabiyotida hisob so‘zlarning
lingvomadaniy talqiniga bag‘ishlangan ishlar yetarli darajada tizimli o‘rganilmagan. Bu
birliklarning semantik-funksional xususiyatlarini giyosiy tahlil gilish esa ikki xalgning estetik
tafakkuri, badiiy idroki va madaniy xotirasi o‘rtasidagi umumiylik va farqlarni aniglashda muhim
ilmiy ahamiyat kasb etadi.

Tadgiqgotda fors va o‘zbek adabiyotidagi hisob so‘zlarning lingvomadaniy xususiyatlarini
aniglash magsadida giyosiy-deskriptiv tahlil, kontekstual-semantik tahlil, komponent tahlili, hamda
etnolingvistik yondashuv metodlaridan foydalanildi.

Tadgiqot natijalari fors va o‘zbek adabiyotidagi hisob so‘zlarning lingvomadaniy mohiyatini
yoritib berdi. Har ikki adabiyotda hisob so‘zlar grammatik birlik sifatida emas, balki ramziy ma’no
yuklovchi badiiy vosita sifatida qo‘llanishi aniqlandi. “Yetti”, “qirq”, “ming” kabi sonlar xalq
dunyoqarashi, mifologik tasavvurlari va diniy marosimlari bilan bog‘liq bo‘lib, to‘liglik, pishib
yetilish va behisoblik kabi semantik-ma’naviy tushunchalarni ifodalashi kuzatildi.

O‘zbek adabiyotida “bir kosa osh”, “ikki og‘iz so‘z”, “bir dunyo dard” kabi birliklar kundalik
hayotga xos soddalik, mehmondo‘stlik, hamjihatlik va hayot falsafasini aks ettirishi aniqlangan
bo‘lsa, fors adabiyotidagi “Ss s ki ", “Sq aadl 2 “ )38 3,37 singari iboralar xalgning ruhiy-
ma’naviy tajribasi, sabr, shukrona va ilohiy ne’matga bo‘lgan munosabatini ifodalashi qayd etildi.

Tahlillar shuni ko‘rsatadiki, hisob so‘zlar badiiy matnda obrazlilikni kuchaytiradi, estetik
tasvirning semantik diapazonini kengaytiradi, shuningdek, sintaktik ritm va metaforik ifodaning
shakllanishiga xizmat qiladi. Fors adabiyotida hisob so‘zlarning tasavvufiy-falsafiy talgini
yetakchilik qilsa, o‘zbek adabiyotida ular xalqona amaliy hayot va marosimiy qadriyatlar bilan
chambarchas uyg‘unlashadi. Natijada, hisob so‘zlar har ikki adabiyotda milliy tafakkur, madaniy
xotira va estetik idrokni ifodalovchi lingvomadaniy hodisa sifatida namoyon bo‘lishi ilmiy asosda
tasdiglandi.

Insoniyat ma’naviyati va madaniy merosini asrab-avaylash, uni kelajak avlodlarga yetkazishda
adabiyot muhim o‘rin tutadi [2,15]. Har bir xalgning tili, xususan, adabiyoti milliy va madaniy
qadriyatlarning ifodachisi hamda targ‘ibotchisi sifatida maydonga chiqadi [6,112]. Shu nuqtai
nazardan, adabiy matnlarda xalqona tasavvurlarni, urf-odatlarni, turmush tarzi va ijtimoiy-madaniy
tajribani ifodalashda turli til birliklarining o‘rni beqiyosdir. Shulardan biri hisob so‘zlar bo‘lib, ular
nafagat miqdoriy ifoda vositasi, balki milliy-madaniy tafakkurning yorgin ko‘rinishi sifatida ham
gadrlanadi [1,45-46].

Fors va o‘zbek adabiy merosida uchraydigan hisob so‘zlar xalgning dunyoqarashi, ijtimoiy
munosabatlari, an’anaviy marosimlari va qadriyatlarini ifodalashda alohida vazifa bajaradi.
Masalan, xalq og‘zaki ijodida, epik asarlarda yoki lirika namunalarda uchraydigan hisob birliklari
ko‘pincha nafaqat sonni bildiradi, balki ramziy ma’noda ishlatilib, badiiy-estetik ta’sirchanlikni
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oshiradi [5,87]. Shu orqali ular o‘quvchini milliy qadriyatlarga yaqinlashtiradi, xalq ruhiyatini ochib
beradi.

Mazkur magolaning magsadi — fors va o‘zbek adabiyotida hisob so‘zlarning qo‘llanish
xususiyatlarini tahlil qilish, ular orqali madaniy gadriyatlarning ganday ifodalanganini ko‘rsatish
hamda ikki xalqg adabiy merosidagi umumiylik va farglarni giyosiy yoritishdan iboratdir. Ushbu
tadgiqot nafaqgat lingvistik, balki lingvomadaniy hamda adabiyotshunoslik nugtayi nazaridan ham
dolzarb ahamiyat kasb etadi.

Hisob so‘zlar xalgning hayotiy tajribasi, madaniy dunyoqarashi va til estetikasi bilan
chambarchas bog‘liq bo‘lib, adabiy matnlarda ulardan keng foydalaniladi [2, 133]. O‘zbek
adabiyotida hisob so‘zlar, avvalo, xalq og‘zaki ijodida, doston va ertaklarda, shuningdek, mumtoz
va zamonaviy yozma adabiyotda uchraydi [6, 112]. Masalan, xalq ertaklarida “bir kosa osh”, “ikki
og‘iz so‘z”, “uch kun-u uch kecha”, “qirq qiz” kabi iboralar ko‘p qo‘llanilib, ularning barchasi
shunchaki miqdorni emas, balki ramziy ma’no va badiiy obrazlilikni ifodalaydi [6, 115]. Jumladan,
“uch kun-u uch kecha” iborasi xalq tasavvurida uzoq vaqtni bildiruvchi stereotip birlik sifatida
shakllangan bo‘lsa, “qirq qiz” iborasi to‘liq jamoani, kuch-qudratni ifodalash uchun xizmat giladi
[6, 178].

Hisob so‘zlarga bo‘lgan qiziqish zamonaviy tilshunoslikda ham ortib bormoqda. Chunki ular
nafaqat grammatik kategoriya sifatida, balki lingvomadaniy fenomen sifatida ham e’tirof etiladi.
O‘zbek tilida “nafar”, “bosh”, “dona”, “tup”, “juft”, “qarich” kabi birliklar xalgning qadimiy
dunyogarashini, o‘lchov-me’yor tizimini, hatto madaniy hayotidagi ramziy ifodalarni aks ettiradi.
Bu esa hisob so‘zlarni oddiy sanash vositasi emas, balki xalq tafakkurining ko‘zgusi sifatida ham
o‘rganishga zarurat tug‘diradi.

Hisob so‘zlarning tabiatini o‘rganish fagatgina grammatik tahlil bilan cheklanib golmaydi.
Ularning shakllanish jarayoni xalgning ijtimoiy-madaniy hayoti, gadimiy dunyogarashi va turmush
tarzi bilan bevosita bog‘liqdir. Masalan, qadimiy dehqonchilik, chorvachilik va hunarmandchilik
faoliyatlarida ishlatilgan birliklar (bosh, qo‘l, qarich, bog‘, juft) bevosita xalq xo‘jalik faoliyatidan
kelib chiggan bo‘lib, keyinchalik til tizimida mustahkam o‘rin olgan. Shu bois hisob so‘zlar til va
madaniyat o‘zaro aloqasini tadqiq etishda muhim manba vazifasini bajaradi.

Qiyosiy tilshunoslikda hisob so‘zlar ko‘proq klassifikator atamasi bilan mashhur bo‘lib, xitoy,
yapon, koreys, tay tillarida ularning juda keng tizimi mavjud. Bu tillarda har bir predmet turiga garab
maxsus birliklar qo‘llanadi. O‘zbek tilidagi hisob so‘zlar tizimi esa xitoy, yapon, koreys, tay kabi
tillaridagidek keng emas, biroq ular ham xalq tafakkurining ko‘zgusi sifatida muhim lingvistik
gatlamni tashkil etadi.

Fors adabiyotida ham hisob so‘zlar madaniy-estetik funksiyani bajaradi. Masalan, Hofiz, Sa’diy,
Firdavsiy, Nizomiy kabi mumtoz shoirlar asarlarida “< ala @l &7 (bir piyola sharob), “asa 3,3 (yuz
dard), “,lJa A" (ming s0‘z), “<Se 4hal” (bir lahza) kabi birliklar uchrab, ular nafaqat sonni
bildiradi, balki badiiy matnga chuqur obrazli ma’no yuklaydi [3, 214]. Aynigsa, “J) " — “ming”
soni fors adabiyotida ko‘p hollarda mubolag‘a, behisoblik va cheksizlik ramzi sifatida qo‘llanadi [5,
88]. Shu bilan birga, “<Sa 4laal” — “bir lahza” iborasi qisqa fursatni anglatib, ko‘pincha hayotning
o‘tkinchiligi yoki lahzaning qadrini ta’kidlash uchun ishlatiladi [5, 90].

O‘zbek va fors yozma adabiyotida hisob so‘zlar badiiy tasvirning muhim unsurlaridan biri
hisoblanadi. Cho‘lpon, Oybek, Abdulla Qodiriy asarlarida, shuningdek, fors adabiyotining
zamonaviy vakillari asarlarida hisob birliklari orgali vogelikni anigroq tasvirlash, obrazlarni
jonlantirish, madaniy qadriyatlarni ifodalash kuzatiladi [4, 205]. Masalan, Oybekning Navoiy
romanida “bir olam dard” iborasi qo‘llanib, inson galbidagi cheksiz iztirobni ifodalaydi [4, 207].
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Fors shoirlari asarlarida esa “<< Wi »2” (bir dunyo g‘am) iborasi xuddi shunday ramziy ma’no kasb
etadi [5, 91].

Badiiy adabiyot tilidagi har bir leksik birlik, jumladan, hisob so‘zlar, faqat tilshunoslik nuqtai
nazaridan emas, balki estetik va stilistik jihatdan ham o‘rganilishi zarur [2, 140]. Hisob so‘zlar
badiiy matnning semantik yuklamasini boyitish, tasvirning aniq va jonli bo‘lishiga xizmat qilish
bilan birga, uning ritmik va sintaktik tuzilmasini shakllantirishda ham muhim rol o‘ynaydi [1, 46].

Tadqiqotlar shuni ko‘rsatadiki, o‘zbek tilshunosligida hisob so‘zlarning badiiy matndagi o‘rni
alohida o‘rganilgan. Xususan, D. Xudayberganova “Boburnoma’ asari asosida hisob so‘zlarning
qo‘llanilish xususiyatlarini tahlil gilib, yig*‘och, dahi-dardah, kuroh, pora, misqol, tikka, tuvla, gatla,
garn, kun, du dong, pos, gari, yil, gabza, marta, oy, pahr, shiq, dagiga, pal, sana, ser, shohruxiy,
chahor dong, shar’iy kabi ko‘plab birliklarni izohlagan [1, 47-50]. Bu kabi misollar o‘zbek
adabiyotidagi hisob so‘zlarning boy qatlamini ko‘rsatibgina qolmay, balki ularning xalqning tarixiy-
madaniy hayotidagi ahamiyatini ham ochib beradi [6, 120].

Shu bois, fors va o‘zbek adabiyotida hisob so‘zlar faqat miqdoriy birlik emas, balki milliy
tafakkur, tarixiy-madaniy meros va obrazlilikni ifodalovchi muhim vosita sifatida alohida tadgiq
etilishi zarur.

Hisob so‘zlar tilning oddiy grammatik elementi emas, balki xalgning ma’naviy-ruhiy
dunyoqarashini, urf-odatlarini, gadriyatlarini aks ettiruvchi boy madaniy hodisadir [2, 133]. Adabiy
matnda hisob so‘zlar ko‘pincha konkret miqdorni bildirishdan tashqari ramziy, obrazli va estetik
funksiyani bajaradi. Aynigsa, ular orgali jamiyatning turmush tarzi, ijtimoiy munosabatlari, diniy va
axloqiy garashlari ifodalanadi [5, 87].

O‘zbek xalq og‘zaki ijjodida hisob so‘zlarning madaniy qadriyatlarni ifodalashdagi o‘rni alohida
¢’tiborga loyiq. Masalan, ertaklarda uchraydigan “uch aka-uka”, “qirq yigit”, “yetti kun-u yetti
kecha” kabi iboralar xalqning mifologik garashlari, ramziy tasavvurlari va dunyo hagidagi gadimiy
bilimlarini yoritib beradi [6, 115]. “Yetti” soni ko‘pincha muqaddaslik, to‘liglik va marosimiy
ahamiyat kasb etsa, “qirq” soni xalqona tafakkurda pishib yetilish, mustahkamlik, quvvat ramzi
sifatida qo‘llanadi. Shu bois o‘zbek an’anaviy marosimlarida “qirq kunlik” udumlari keng uchraydi
[6, 178].

Fors adabiyotida ham hisob so‘zlar madaniy va diniy qadriyatlarning ifodalanishida muhim o‘rin
tutadi. Masalan, Qur’on va hadis ta’sirida shakllangan “Je> ze=” (qirq tong), “cuéa leul (yetti
osmon), “s L2 (ikki daryo), “<%e <xl” (bir ummat) kabi birikmalar diniy-ma’rifiy mazmun kasb
etib, xalgning diniy dunyoqarashini aks ettiradi [3, 214]. Mumtoz adabiyotda “x= )L (yuz marta),
“,loa JL” (ming marta) kabi ifodalar esa mubolag‘a san’ati orqali insonning ichki kechinmalarini
kuchaytirishga xizmat giladi [5, 90].

Hisob so‘zlar nafaqat diniy va mifologik qarashlarni, balki xalgning kundalik hayoti va turmush
tarzini ham ifodalaydi. O‘zbek adabiyotida “bir kosa osh”, “ikki og‘iz so‘z”, “bir bo‘lak non” kabi
ifodalar xalgning mehmondo‘stligi, soddaligi va hayotiy qadriyatlarini ifodalaydi [6,114]. Fors
adabiyotida esa “Sa s ki QI (bir tomchi suv), “<Se 4adl G (bir lugma non) kabi birliklar xalgning
mehnatsevarligi, oddiy ne’matlarni qadrlashi bilan bog‘liq tasavvurlarni yoritadi [3,214].

Shuningdek, hisob so‘zlar oila va jamiyat hayotiga oid qadriyatlarning ham ifodachisidir. O‘zbek
xalq qo‘shiglarida “bir ona, bir bola”, “ikki yarim jon”, “bir umr” kabi ifodalar orgali oila, sadogat,
muhabbat singari qadriyatlar kuylanadi [6,178]. Fors she’riyatida ham “<u J¥” (bir qalb), “s> <
(ikki lab), “s» ada” (ikki ko‘z) kabi birliklar sevgi, mehr va insoniylikni ramziy ifodalash uchun
ishlatiladi [5,89].
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Shuni ta’kidlash joizki, hisob so‘zlar milliy tafakkurning ajralmas qismi sifatida har ikki
adabiyotda jamiyatning ijtimoiy-madaniy tasavvurlarini yoritishda katta estetik va ma’naviy
yuklamaga ega. Ularning qo‘llanishi orqali xalqning qadriyatlari, axloqiy qarashlari, urf-odatlari
hamda an’anaviy marosimlari badiiy matnda o‘z aksini topadi [2,133].

Fors va o°‘zbek adabiyotlari qadimiy tarixiy-madaniy aloqalarga ega bo‘lib, ikki xalgning badiiy
tafakkuri ko‘p jihatdan mushtarakdir [4,201]. Bu mushtaraklik til va adabiyotda qo‘llaniladigan
hisob so‘zlarda ham yaqqol namoyon bo‘ladi. Har ikkala adabiyotda hisob so‘zlar fagat sonni
ifodalash bilan cheklanmay, balki ramziy ma’no kasb etib, xalgqning dunyoqarashi, qadriyatlari va
urf-odatlarini ifodalovchi muhim vosita sifatida qo‘llanadi [5,90].

1. Ramziy sonlar qo‘llanishi. O‘zbek va fors adabiyotida “bir”, “yetti”, “qirq”, “ming” kabi
sonlar ramziy ma’no kasb etadi [1.47]. Masalan, o‘zbek xalq ertaklarida “yetti aka-uka”, “qirq yigit”,
“ming bir kecha” kabi iboralar uchrasa [6,119], fors adabiyotida “<éa (el (yetti osmon), “Jex
zu=” (qirq tong), “U1J» A" (ming so‘z) kabi birikmalar keng qo‘llanadi [5,87]. “Yetti” soni har
ikki adabiyotda to‘liglik va muqaddaslik ramzi bo‘lib xizmat qiladi, “qirq” esa marosimiy pishib
yetilish, “ming” esa behisoblik va mubolag‘aning ifodasi sifatida namoyon bo‘ladi.

2. Kundalik turmushni ifodalashdagi o‘xshashliklar. O‘zbek adabiyotida “bir kosa osh”, “ikki
og‘iz so‘z”, “bir bo‘lak non” kabi ifodalar xalgning soddaligini, mehmondo‘stligini ko‘rsatsa, fors
adabiyotida “q 4«dl U (bir lugma non), “<; ské P (bir tomchi suv) kabi birikmalar xalgning
oddiy ne’matlarga bo‘lgan hurmatini aks ettiradi [6,119]. Demak, har ikki adabiyotda hisob so‘zlar
orgali kundalik hayot gadriyatlari — mehnatsevarlik, soddalik, saxiylik va barakot tushunchalari
ifodalanadi.

3. Estetik va badiiy vazifalari. Cho‘lponning “bir olam dard” ifodasi bilan Hofizning “Sq L a2
iborasi o‘xshash badiiy effekt beradi — ikkalasida ham inson galbining cheksiz iztiroblari ramziy
ifodalanadi [4,205]. Shuningdek, o‘zbek adabiyotida “ikki yarim jon” (sevgililar birligi) iborasi fors
she’riyatidagi “<2 J¥” (bir galb) ifodasi bilan uyg‘unlik hosil giladi [5.91]. Bunday o‘xshashliklar
ikki xalgning madaniy-ma’naviy tafakkurida insoniy tuyg‘ularning umumiyligini ko‘rsatadi.

4. Milliy xususiyatlar. O‘xshashliklar bilan bir qatorda ayrim farqlar ham mavjud. O‘zbek
adabiyotida “qirq” soni ko‘pincha marosimlar (bola tug‘ilgandan keyingi “qirq kunlik”, ayolning
“qirq chiqishi”) bilan bog‘liq bo‘lsa, fors adabiyotida “Jde>” (qirq) ko‘proq diniy-tasavvufiy ramziy
ma’noda uchraydi [5,88]. Shuningdek, o‘zbek matnlarida “bir kosa osh” yoki “bir bo‘lak non” kabi
iboralar xalgning mehmondo‘stligini yoritadi, fors adabiyotida esa “< ala <l & ramzi ko‘proq
ruhiy-ma’rifiy va tasavvufiy mazmun kasb etadi [3,219].

Tadqigotimiz natijasi shuni ko‘rsatadiki, fors va o‘zbek adabiyotida hisob so‘zlar milliy tafakkur
va madaniy qadriyatlarni ifodalashda muhim badiiy vosita sifatida qo‘llanadi. Ularning ramziy,
estetik va madaniy yuklamalari o‘xshash bo‘lsa-da, milliy xususiyatlar tufayli ayrim semantik
farglarga ega. Shu jihatdan giyosiy tadqiqot ikki xalgning umumiy qadriyatlari va o‘ziga xos
madaniy tafakkurini yoritishda katta ilmiy ahamiyat kasb etadi.

Fors va o‘zbek adabiyotida hisob so‘zlarning qo‘llanilishi nafaqat tilshunoslik, balki
madaniyatshunoslik nugtayi nazaridan ham alohida e’tiborga loyiqdir. Hisob so‘zlar oddiy sonni
ifodalashdan tashgari, xalgning turmush tarzi, urf-odatlari, diniy garashlari va estetik didini
yoritishda muhim vosita sifatida xizmat giladi.

O‘zbek adabiyotida “bir kosa osh”, “ikki og‘iz so‘z”, “yetti kun-u kecha”, “qirq yigit” kabi
iboralar xalgning mehmondo‘stligi, soddaligi va ramziy qarashlarini aks ettirsa, fors adabiyotida
“Sg aadl ) “cuia lanl”, “dea maa”, “) 8 L kabi birliklar diniy-tasavvufiy ramzlar, mubolag‘a
san’ati va madaniy qadriyatlarni ifodalashda muhim ahamiyat kasb etadi.
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Qiyosiy tahlil shuni ko‘rsatadiki, ikki xalq adabiyotida hisob so‘zlarning qo‘llanishida
umumiylik va yaqinlik ko‘p: ularning ramziy ma’nolari, badiiy-estetik funksiyalari va madaniy
yuklamalari bir-biriga uyg‘un holda rivojlangan. Shu bilan birga, milliy tafakkur va madaniy
muhitga xos ayrim farqlar ham mavjud bo‘lib, ular har bir adabiyotning o°ziga xosligini ta’minlaydi.

Fors va o‘zbek adabiyotida hisob so‘zlarning lingvomadaniy asoslarini tahlil qilish adabiy
matnni chuqur anglashga xizmat giladigan muhim ilmiy-amaliy yo‘nalishlardan biridir. hisob
so‘zlar badily matnda faqat grammatik birlik sifatida emas, balki xalqning madaniy xotirasi, estetik
gadriyatlari va ramziy dunyoqarashini ifodalovchi vosita sifatida namoyon bo‘lgani sababli, ushbu
tadqiqot natijalari filologiya fanining bir nechta amaliy sohalari uchun muhim metodik asos bo‘lib
xizmat qiladi. Avvalo, hisob so‘zlarning madaniy va ramziy talqini, poetik semantika va badiiy
tafakkur bilan bog‘liq holda o‘rganilishi adabiy matnni tahlil gilish metodikasini boyitadi, stilistik
birliklarni talgin etishda lingvokulturologik yondashuvni kuchaytiradi.

Tadgiqot natijalari badiiy tarjima jarayonida amaliy qo‘llanish imkoniyatini yaratadi. Xususan,
fors tilidan o‘zbek tiliga yoki aksincha tarjima qilish chog‘ida hisob so‘zlarning fagat son yoki
miqdor sifatida emas, balki madaniy ekvivalentga ega obraz sifatida talqin qilinishi zarur bo‘lib, bu
tarjimada semantik bo‘shliq, stilistik yo‘qotish yoki madaniy noto‘g‘riliklar yuzaga kelishini oldini
oladi. Shu sabab, hisob so‘zlar tarjimada mantiqgan mos ekvivalent bilan berilishi, zarur hollarda
madaniy izoh bilan ta’minlanishi tarjima sifatini oshiradi.

Tadgiqot natijalari, shuningdek, til va adabiyotni o‘qitish metodikasi uchun amaliy ahamiyatga
ega. Oliy ta’lim muassasalarida adabiyotshunoslik, tilshunoslik, tarjimashunoslik va
lingvomadaniyat yo‘nalishlari bo‘yicha mavjud darsliklarga hisob so‘zlar bo‘yicha alohida
bo‘limlar kiritish, ularni matn tahlilida qo‘llash orqali talabalar poetik fikrlash va madaniy kodni
anglash ko‘nikmalarini mustahkamlaydi. hisob so‘zlarning ramziy talginini o‘rgatish orqali
talabalarda milliy gadriyatlarni idrok etish, madaniy tafakkurni anglash, matnni lingvokulturologik
talgin gilish kompetensiyasi shakllanadi.

Bundan tashqari, hisob so‘zlarning lingvomadaniy tahlili xalq og‘zaki ijodi namunalari, mumtoz
adabiyot matnlari, diniy va tasavvufiy matnlarni sharhlashda ham muhim ahamiyat kasb etadi.
Ramziy sonlar asosida xalgqning marosimiy gadriyatlari, mifologik tasavvurlari, diniy tushunchalari,
etik va ijtimoiy garashlari aks etgani sababli, tadgiqot natijalari etnolingvistika, madaniyatshunoslik
va folklorshunoslik yo‘nalishlarida qo‘llanishi mumkin. Shu bois hisob so‘zlar xalqning ijtimoiy-
madaniy tafakkurini anglashda madaniy kod sifatida xizmat giladi va matnning yashirin semantik
qatlamlarini ochishda metodik asos bo‘lib keladi.

Xulosa qilib aytganda, ushbu tadgiqot hisob so‘zlarni xalq madaniy xotirasini o‘zida mujassam
etgan badiiy birlik sifatida o‘rganish, ularning semantik va stilistik tabiatini talqin qilish,
shuningdek, tarjima jarayonida ularning madaniy ekvivalentini aniglash kabi ilmiy-amaliy
muammolarni hal etishda katta ahamiyat kasb etadi. Tadqiqot natijalari kelgusida fors va o‘zbek
adabiyotidagi hisob so‘zlarning tasnifi, tarjimasi, madaniy semantikasi va poetik funksiyalarini
o‘rganishga doir keng ko‘lamli izlanishlar uchun ilmiy asos bo‘lib xizmat giladi.

Shunday qilib, o‘zbek va fors adabiyotidagi hisob so‘zlar xalgning madaniy xotirasi, milliy
qadriyatlari va estetik tafakkurini aks ettiruvchi badiiy vosita sifatida muhim o‘rin tutadi. Tadqiqot
shuni ko‘rsatadiki, hisob so‘zlar har ikki adabiyotda grammatik birlikdan ko‘ra kengroq semantik
va lingvomadaniy yuklamaga ega bo‘lib, ramziy ma’no, obrazlilik va badiiy-estetik efekt yaratishga
xizmat qiladi. Xususan, “yetti”, “qirq”, “ming” kabi sonlarning ramziy qo‘llanishi xalqning
mifologik tasavvurlari, diniy garashlari, urf-odatlari bilan chambarchas bog‘liq.
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Fors adabiyotida hisob so‘zlar ko‘proq tasavvufiy-ruhiy ma’no Kkasb etib, “<S ala <l j3 <)) a
237, “48y abaal” kabi birliklar inson ruhiyati, ma’naviy poklanish va lahzaning qadrini badiiy talqin
etishga xizmat qiladi. O‘zbek adabiyotida esa “bir kosa osh”, “ikki og‘iz so‘z”, “bir dunyo dard”,
“qirq kunlik marosim” kabi birliklar xalgning kundalik hayoti, soddaligi, saxiyligi, marosimiy
qadriyatlari va hayotiy falsafasini ifodalaydi. Demak, hisob so‘zlarning qo‘llanishi ikki adabiyotda
umumiy madaniy asosga ega bo‘lsa-da, mazmuniy-ramziy talginda milliy xususiyatlar bilan
farglanadi.

Ushbu tahlillar fors va o‘zbek adabiyotida hisob so‘zlar nafagat son, miqdor yoki grammatik
birlikni bildirishi, balki milliy tafakkur, estetik garash va xalqg madaniyatining lingvistik ifodasi
sifatida alohida tadqiq etilishi lozim bo‘lgan ilmiy muammo ekanini ko‘rsatadi. Bu esa hisob
so‘zlarni lingvomadaniy, etnolingvistik va adabiyotshunoslik nuqtayi nazaridan yanada chuqur
o‘rganish ehtiyojini yuzaga keltiradi.

SHARQ XALQLARI FOLKLORI HAMDA SIYOVUSH KASROIY SHE’RIYATIDA
“TOG*” OBRAZINING QIYOSIY-TIPOLOGIK TADQIQI

DINORA YUSUPOVA
Katta o ‘gituvchi, TDSHU

- -

R =

Annotasiya: Ma lumki, dunyo xalqlarining madaniy va ma’naviy boyliklari bilan tanishish orqgali oz
milliy merosimizni munosib baholash imkoniga ega bo ‘lamiz. Bu borada dunyo folklori asarlarini giyosiy-
tipologik metod asosida o ‘rganish muhim ahamiyat kasb etadi. Dunyo folklorini o ‘rganar ekanmiz, o ‘z-
o ‘zidan ramzlar bilan to ‘qnash kelamiz. Bu esa o ‘rganilishi muhim bo ‘lgan dolzarb masalalardan biri
sanaladi. Sharq adabiyotida, xususan Eron nasri va nazmida “tog‘” obrazi kuch-qudrat ramzi sifatida
tarannum etib kelingan. Masalan, Eronda mamlakatning shimoliga joylashgan Elbursning eng cho ‘qqisida
hozirda o ‘chgan vulgonning nomi Demovand bo ‘lib, bu tog* Erondagi eng baland tog‘, nuqta hisoblanadi.
Shuning uchun ham qadim zamondan boshlab, eronliklar bu tog ‘ni kuch-qudrat ramzi sifatida e'zozlab
keladilar, ko ‘pgina shoir va yozuvchilar o ‘z asarlarida bu Demovand tog i obrazini ko ‘klarga ko ‘tarib, yoki
unga ba'zi vogea va hodisalarni o xshatib, yoxud undan ilhom olib kuylab kelganlar. Eron yozuvchilarining
ko ‘pgina asarlarida ba'zi epizodlar mana shu tog*‘ yoki uning atrofida yuz bergan. Eron shoirlari oz
she'rlarida ba'zan kuch va qudratni mana shu tog‘ga taqqoslashgan. Masalan, Firdavsiy oz
“Shohnoma "sida bu tog  hagida so ‘z yuritgan, Eronning mashhur Malik ush-shuarosi ham o ‘zining Mirzoda
Ishqiy o ‘limi munosabati bilan yozilgan marsiyasini “Demovandiya” deb atagan.

Ushbu maqgolada sharq xalqlari folklorida hamda Eron yangi she’r namoyandalaridan biri Siyovush
Kasroiy she’riyatida “tog‘” obrazining qo ‘llanilishi, uning mifologik obrazlar tizimida tutgan o ‘rni hagida
s0‘z boradi. “Tog‘” obrazining qadimgi dunyo mifologiyasidan boshlab bugungi kunga gadar epik
dostonlarda aks etishi mazkur obrazning qanchalik muhim va o ziga hos qizigarli mavzu ekanini ko ‘rsatib
beradi. Mazkur maqolada Gomerning “lliada” va “Odessiya” dostonlari hamda milliy adabiyotimizdan
munosib o'‘rin olgan “Alpomish”, “Go‘ro‘g‘li” dostonlaridagi tog‘ obrazining mushtarakligi va farqli
tomonlari ilmiy asoslab beriladi.

Kalit so“zlar: Mifologik obrazlar, “lliada’ va “Odessiya”, “Alpomish”, ”Go ro‘g‘li”, Siyovush Kasroiy,
Damovand togi.
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AHHomauu;l: U36€CmMHoO, 4mo, 3HAKOMACb C KYJ1bmMYypPHbIMU U 6yxoenbmu bocamcmeamu HCZPOaO@ mupa,
Mbl nojiydaem 603MOIHCHOCNb mpe360 OYEHUmMb Hauie HAYUOHAIIbHOE Hacneoue. B ceésa3u ¢ smum 6axiCHO
usyuyernue npou3ee()enud MUpoe6oco qbozzbmopa Ha OCHOB€E CpaBHUMENIbHO-MUNO102UYEeCKO20 memooa. Kozoa
Mbl Usydaem Mupoeoﬁ d)OﬂbKﬂOp, Mbl ABMOMAMUYECKU CIMAAKUBACMCSL C CUMBONAMU. DMO OOUH U3 BANCHBIX
80NPOCO8, NOONEAHCAWUX USYUEHUIO. B 60cmounol tumepamype, 0COOEHHO 8 UPAHCKOU NPo3e U No33uu, 00pa3s
«20pbl» 60CX6AJIAICA KAK CUMB0JI 6]1aCNU. HanpuMep, 6 Hpane Ha3eaHue nontyxuieco 6)yJ1KaHa Ha eepulune
Onbbpyca, KOMopwlil pacnonNodicer Ha cegepe CMpPaHbl, - JleMo8ano, u ama 20pa A61Aemcs CAMOU 8blCOKOLL
eopoul Upana. HUmenno nosmomy upanysvl uzopesie nOYUMAnU 3my 20py KaK CUMBON GlACMU MeX, KMo
I’lpI/IXOaLUZ eocneeanis, MO()@JZupy}Z cobbimus u cobvlmus uiu uepnas u3 HUX 800xHO6eHue. Bo muoz2ux
NpoU38e0eHUsIX UPAHCKUX nUcameneli HeKOmopble SNU300bl CEA3AHbI C IMOU 20pOoll Ul 80Kpye Hee. Upanckue
NO2Mbl 8 CBOUX CIMUXAX UHO020A CPABHUBANU CUTY U MO2Yulecmeo ¢ smot copou. Hanpumep, 06 smoii cope
pacckazan Qupooycu 6 ceoeti «lllaxnamer, a uzsecmuwviii upanckuil nodsm Manux Hazean ceow NAHUXUOY,
Hanucaunyto no cayuaro cmepmu Mupzaovl Mwiku, «/[emosanousy.

B oannou cmamve 2060pumcs 06 ucnonvsosanuu obpasa «2opay» 6 goavkiope Hapooos Bocmoxa u 6
noazuu Cuseywa Kecpau, o0no2o uz npedcmagumeneii HOB0U UPAHCKOU NOI3UU, O €20 Mecme 6 CUcmeme
mugonozuueckux oopazos. Tom gpaxm, umo obpa3z «I opvly nOAGAAEMCI 8 INULECKUX INOCAX OM MUghoo2UU
()p€6H€20 mupa 00 COBpEeMEHHOCMU, noKa3vleaem, HACKONbKO 6AJ4CEH U UHmMepeCceH 3mom o6pa3. B oannoii
cmamve HayyHo 000CHOBAHbL OOWHOCTNDL U PAzIUYUS 00pasza 2opwl 6 snocax I omepa «Unuada» u « Oducces»
u snocax «Annomuwiy u «Fopoeyﬂu», 3aAHUMAarowux 00CMOIHOE Mecmo 6 Haulell HaZ/;MOHaJZbHOlZ Jaumepamype.

Kntouesvie cnosa: Mugonocuueckue obpasvl, «Mmuada» u «Oducceny, «Amomuusy, «Iépoenvy,
Cusieywt Kecpau, eopa Jlamosano.

Abstract: It is known that by getting acquainted with the cultural and spiritual riches of the peoples of
the world, we get the opportunity to soberly assess our national heritage. In this regard, it is important to
study works of world folklore based on the comparative typological method. When we study world folklore,
we automatically encounter symbols. This is one of the important issues to be studied. In Eastern literature,
especially Iranian prose and poetry, the image of the "mountain” was praised as a symbol of power. For
example, in Iran, the name of the extinct volcano on top of Elbrus, which is located in the north of the country,
is Demovand, and this mountain is the highest mountain in Iran. This is why the Iranians have since ancient
times revered this mountain as a symbol of the power of those who came to chant, modeling events and
developments or drawing inspiration from them. In many works of lranian writers, some episodes are
connected with this mountain or around it. Iranian poets in their poems sometimes compared strength and
power to this mountain. For example, Ferdowsi spoke about this mountain in his Shahnama, and the famous
Iranian poet Malik called his memorial service, written on the occasion of the death of Mirzada Ishqi,
“Demovandiya”.

This article talks about the use of the image of “mountain’ in the folklore of the peoples of the East and
in the poetry of Siyavush Kasrai, one of the representatives of new Iranian poetry, about its place in the
system of mythological images. The fact that the image of the “Mountain” appears in epics from the
mythology of the ancient world to the modern world shows how important and interesting this image is. This
article scientifically substantiates the similarities and differences in the image of the mountain in Homer’s
epics “lliad” and “Odyssey” and the epics “Alpomish” and “Goroguli”, which occupy a worthy place in
our national literature.

Key words: Mythological images, “Iliada” and “Odessia”, “Alpomish”, “Gorogly”, Siyavush Kasrai,
Mount Damovand.

Kirish. O‘zbek folkloridagi mifologik obrazlar tizimi va uning folklor asarlariga ta’siri masalasi
haqida so‘z yuritar ekanmiz, mazkur masalada ilmiy tadqiqot izlanishlari olib borgan bir qator
olimlarimiz, jumladan, M.Jo‘racvning “Alpomish” dostonida mifologik obrazlar” asari, M.Jo raev,
Sh.Shomusarovlarning “O‘zbek mifologiyasi va arab folklori” nomli monografiyasi, J.Eshonqulning
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“O‘zbek folklorida dev obrazi”, “Folklor: braz va talqin”, “Epik tafakkur tadriji” nomli asarlari,
B.Jumaniyozovning “O‘zbek folklorida yalmogiz obrazi”, O.Qayumovning “O°zbek folklorida pari
obrazining genezisi va badiiy talgini., D.Fayzievaning “O‘zbek folklorida ilon-ajdar obrazining epik
talqini” kabi tadqgiqotlari diggatga sazovordir. Yuqoridagi tadqiqotlarga qo‘shimcha gilgan holda,
aytish mimkinki, mifologik obrazlar tizimida tog® obrazi alohida o‘ringa ega. Tog® obrazining
doston janri kompozisiyasidagi poetik vazifalarini qiyosiy- tipologik o‘rganish mazkur
magqolamizda qo‘yilgan magsadlardan sanaladi.

Asosiy qism: “Tarixiy-geografik metod” muallifi Kaarle Kron: “... syujet muayyan motivlar
tizimidan tashkil topadi”, -deya o‘zining nazariy qarashlarini ilgari surgan edi. S.Tompson ham xalq
nasriy asarlari syujet kurilishini an'anaviy motivlar silsilasi tashkil etadi, deya motivlarni
guruhlashtiradi. Biz o‘rganmoqchi bo‘lgan tog‘ obrazi S.Tompson guruhlashtirgan totemizm,
magiya, inonch-e’tiqodlar, xalq qarashlari, g‘ayrioddiy kuchlar haqidagi tasavvurlar hamda
jonivorlarning ramziy obrazlari bilan alogador motivlar sirasiga kiradi.Tog‘ motivi dunyo xalglari
folklorida aynan emas, turli xalglarning e’tiqodiy qarashlaridan kelib chiqib, turli variantlarda talqin
etiladi.

“Aksariyat holatlarda tog‘ kosmik tartibning barcha elementlari va qurilmasini o‘zida mujassam
ettiruvchi dunyo modeli sifatida qabul qilinadi. Tog® dunyo o‘qi o‘tuvchi markaz sifatida qaraladi.
Bu o‘q tepada Qutb yulduziga bog‘lansa, pastda quyi olam, er ostiga tutashgan deb talqin etiladi.
O‘q o‘tuvchi joy “yerning kindigi” sanaladi. Dunyo tog‘i uch qismga bo‘linadi. Uning tepa tarafida
ilohlar, quyi gismida yovuz ruhlar, o‘rtalik erda — odamzod nasli yashaydi” [Mudsr Hapo10B Mupa.
1 Tom., 1991; 311].

Mifologik obrazlardan sanalgan tog® Yunon mifologiyasida er yuzining hukmronlari gabilida
butunlay odam qiyofasida bo‘lgan falak hukmronlari — Olimp ma'budlari yashaydigan epik makon
sifatida talqin etiladi. (Olamning o‘n ikki hukmroni va ular qatori yana bir gancha ma'bud va
ma'budalar abadiy barhayotlik bag‘ishlovchi nektar ichib, oltin tovoqglarda tortilgan amvroziya
taomini eb, go‘zal parilarning raqs va navolariga mast bo‘lib, Olimp tog‘i cho‘qqisidagi muhtasham
gasr-gal'alarda umrbod nash'u namo suradilar). Ayni shu talginning folklordan yozma adabiyotga
ko‘chgan variantini Gomerning “Iliada” va “Odessiya” dostonlarida ham uchratamiz. Bunga albatta,
tog‘ hagidagi mifologik tasavvurlarning dostonlar syujetiga transformasiyasi sabab bo‘lgan. “Iliada”
va “Odessiya” dostonlarida tog* epik makon sifatida ilohlar, ma'bud va ma'budalar makoni bo‘lib,
asar kompozisiyasida asar qahramonlarining ulug‘vorligini, ularning g‘ayrioddiy kuch-qudratini
ta'kidlashga xizmat qilgan. Tog* obrazi mazkur dostonlarda qahramoni muallif va kitobxondan
yuqori turuvchi moduslarning shakllanishiga asos bo‘lgan.

Yunon mifologiyasidagi tog® ilohlar va ma'budlar makoni sifatida talqin qilinsa, o‘zbek xalq
dostonlarida, xususan, “Alpomish” va “Go‘ro‘g‘lining tug‘ilishi” dostonlarida g‘ayb eranlar, Hizr
va chiltonlar makoni sifatida talgin etiladi.

Dunyo xalqlari folklorida mushtarak obrazlardan bo‘lgan tog‘ obrazi islom mifologiyasida ham
uchraydi. Qur’onning “Baqara” surasining 63, 94, 153- oyatlarida hamda ”A’rof” surasining 171-
oyatida Tur tog‘ini ko‘tarish Allohning qudratini, uning ulug‘ligini ta’kidlagan. “A’rof” surasining
143,144,148-oyatlarida esa Muso alayxissalomning Tur tog‘ida Alloh bilan so‘zlashgani bayon
etiladi va mazkur oyatlarda Alloh bilan so‘zlashuvchi, unga ibodat giluvchi makon hamda Allohning
Muso alayxissalomni payg‘ambar sifatida tarbiyat etuvchi makon ma’nosida anglashiladi.

Tog‘ obrazi qadimgi turkiy qabilalarning mifologiyasidagi ibtido bilan aloqador e’tiqodiy
garashlar va an'anaviy mavzularning tadrijiy rivoji natijasida yuzaga kelgan.O‘zbek xalq
dostonlarida keluvchi Balotog, Asqartog‘, Polopontog‘, Sulduz tog‘lari “Go‘ro‘g‘li” turkum
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dostonlarida ishtirok etsa, Bobotog*, Qoracha tog‘i, Murod tepa “Alpomish” dostoniga xos epik nom
hisoblanadi.

“Go‘ro‘g lining tug‘ilishi” dostonining Po‘lkan shoir variantida Go‘ro‘g‘li Iram bog‘idan o‘tib
Afsar tog‘da eranlar manziliga boradi. Shundan so‘ng Go‘ro‘g‘li chiltonlar bilan g‘orda uchrashadi.
G‘orda Hizr va chiltonlar uni alp sifatida tarbiyat etishadi. Chambil yaqinidagi Asqartog‘da ham
shunday joy mavjud, xususan Asqartog‘ning Sulduz tog‘idagi g‘or, buloq va archaning chilton g‘ori
deb atalishi shundan. “Go‘ro‘g‘lining Asqar tovda qirq chilton piri bo‘lib, qirq chiltonning maslahati
bilan tulpor G‘irotga, Chambilday yurtga egalik qgilgan”.[ G‘oyibnoma yoki Go‘ro‘g‘lining so‘nggi
kunlari. 2010.; 17]

Doston talginiga ko‘ra tog‘ g‘ayb eranlar — Hizr va chiltonlar yashaydigan epik makon bo‘lib, oddiy
insonlar u erga bora olmaydi. “Go‘ro‘g‘lining tug‘ilishi”” dostonida tog* obrazining epik makon sifatidagi
talgini arab-islom mifologiyasidagi Allohning Tur tog‘ida Muso alayxissalomni payg‘ambar sifatida
tarbiyat etishi bilan bog‘liq mifologik tasavvurlar bilan uyg‘un.

Xalq tasavvuriga ko‘ra g‘ayb eranlar o‘zlari istagan vaqtida kishilarning yonida paydo bo‘lishadi,
ayni paytda ulardan uzoqda, “yerning kindigi” yoki dunyoning markazida yashashadi. Shu sababli ham
hayotda dunyo markazi modeliga uyg‘un, turli tog‘larning yolg‘iz cho‘qgqilari tubidagi buloq va yakka
daraxt o°sib turgan joylar mugaddas sanalib ziyoratgohlarga aylantirilgan. Bu esa tog* obrazining arab-
islom mifologiyasi asosida shakllangan talginlari transformasiyasining hosilasidir.

O‘zbek xalq dostonlarida keluvchi tog* obrazi doston janri kompozisiyasida (rus olimi V.Tyupa
talginidagi) badiiylik moduslaridan bo‘lgan qahramonlikni yuzaga chiqaruvchi motiv vazifasini
bajaradi. “Alpomish” dostonida Alpomishning alp atanishi uchun xomiy eranlar makoni Asqartog‘ning
cho‘qqisini uchirishi bilan bog‘lik syujetga antropogenik miflar mazmuni (g‘ayrioddiy xislatga ega
bo‘lgan afsonaviy pahlavonlar haqidagi miflar) hamda tog® topinchi bilan bog‘liq mifologik
tasavvurlarning transformasiyasi asos bo‘lgan.

Ma’lumki, dostonda Xakimbek etti yoshlik vaqti Alpinbiy bobosidan qolgan o‘n to‘rt botmon
birinch yoyni otgan edi: “Yoyning o‘qi yashinday bo‘lib ketdi. Asqar tog‘ining katta cho‘qqilarini yulib
o‘tdi, ovozasi olamga ketdi” . Xakimbek bu xizmati uchun alp atandi, Alpomish bo‘ldi. Bu o‘rinda ham
Asgartog® homiy eranlar yashovchi mifologik makon mazmunida kelmoqgda. Chunki alp atanishi kerak
bo‘lgan qahramonning yoyi fagat homiylarga daxldor tog‘ cho‘qqisini uchirishi mumkin. “Alpomish”
dostonida bu motiv va tog* bilan bog‘liq mifologik syujet (asardagi boshga mifologik syujet, motiv va
obrazlar tizimi bilan bir butunlik-da) mazkur dostonning gahramonlik tipidagi doston sifatida
shakllanishiga asos bo‘lgan.

O‘zbek folklorida tog‘ obrazi bilan bog‘liq syujetlar doston kompozisiyasida dunyo mifologiyasidagi
tog® bilan bog‘liq topinchlarga uyg‘un va mushtaraklikka ega. “Alpomish”, ”Go‘ro‘g‘li” kabi
dostonlarda tog® motivi Alpomish va Go‘ro‘g‘li obrazlarining qahramon - alp sifatida tan olinishi,
tarbiyat etilishiga, shu bilan birga, mazkur dostonlarning (kanadalik olim N.Fray badiiylik moduslari
sifatida talgin etgan) yuksak—mimetik modusdagi asarlar sifatida shakllanishiga asos bo‘lgan. Bunday
asarlar kitobxon tomonidan katta qiziqgish bilan o‘qilgan.

Tog* haqidagi topinchlarning yozma adabiyotga ko‘chgan variantini Alisher Navoiyning “Farhod va
Shirin” dostonida kuzatamiz. Mazkur dostonda tog* motivining ma'nosi o‘zgargan. Dostonda Farhod
kamolot bosqichlarini bosib o°tib, ishqi 1lohiyga va majzubi solik maqomiga etishish uchun uzoq safarga
chigadi. Tog‘da Suqrot, Jomosobdan ma'naviy kamolot sirlarini o‘rganadi, ya'ni pirlar Farhodni tarbiyat
etishadi. Dostondagi tog* pirlar yashaydigan epik makon sifatida talqin etiladi va ayni shu mazmun xalq
dostonlaridagi tog‘ motivi bilan uyg‘un.
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Sharq adabiyotida, xususan Eron nasri va nazmida “tog*”” obrazi kuch-qudrat ramzi sifatida tarannum
etib kelingan. Masalan, Eronda mamlakatning shimoliga joylashgan Elbursning eng cho‘qqisida hozirda
o‘chgan vulqonning nomi Demovand bo‘lib, bu tog* Erondagi eng baland tog‘, nuqta hisoblanadi.
Shuning uchun ham gadim zamondan boshlab, eronliklar bu tog‘ni kuch-qudrat ramzi sifatida e'’zozlab
keladilar, ko‘pgina shoir va yozuvchilar 0z asarlarida bu Demovand tog‘i obrazini ko‘klarga ko‘tarib,
yoki unga ba'zi vogea va hodisalarni o‘xshatib, yoxud undan ilhom olib kuylab kelganlar. Eron
yozuvchilarining ko‘pgina asarlarida ba'zi epizodlar mana shu tog‘ yoki uning atrofida yuz bergan. Eron
shoirlari 0‘z she'rlarida ba'zan kuch va qudratni mana shu tog*ga taqqoslashgan. Masalan, Firdavsiy oz
“Shohnoma’’sida bu tog® haqida so‘z yuritgan, Eronning mashhur Malik ush-shuarosi ham o°‘zining
Mirzoda Ishqiy o‘limi munosabati bilan yozilgan marsiyasini “Demovandiya” deb atagan.

Siyovush Kasroiy o‘zining “Jisela gy W (“Sukutdagi Damovand bilan”) she’rida “tog®”
obraziga yangi talqin berib, uni vatan ramzi sifatida namoyon etgan. Shoir 0z she’rida Damovand
tog‘ni logaydlik va qo‘rquvni enga oladigan xalq kuchi va yagqinlashib kelayotgan yangilanish
bo‘roni sifatida ulug‘laydi:
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Mazmuni:

Yuragim g ‘amgin, huddi yomg ‘iri to ‘la bulutlar kabi...
Burgut uyasi gayda? — Ayt
Qachondan beri o ‘tiribman?
Yulduzlarsiz goldi yolg ‘iz osmon,
Nigoh tashla, qo ‘lingni go‘y...

Ayt, ayt:qaytar vaqting keldi.

So ‘zlaringdan uchqun chagnatib ayt.
Tunlar og‘ir bo‘lib bormogda.
Hammasi sovuqg va muzdek

Baland ovoz bilan gapir.

Ushbu parchadan ko‘rib turibmizki, Siyovush Kasroiy o‘z dardlarini, ichki kechinmalarini tog’
bilan sirlashmoqda, undan najot kutib yordam so‘ramoqda. Qiyinchiliklarni engish, muammolardan
chiqish uchun, mamlakatda ijtimoiy tenglik, farovonlik, barqarorlik bo‘lishi uchun uning so‘zlarini
kutmoqda. Chunki bu tog* juda qudratli, u juda ko‘p voqealarni ko‘rgan, uning so‘zlari o‘tkir va
aqilli.

Pl ag) Lspadal oo sS )
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Mazmuni:

Tog ‘dan ko ‘tarildik va dengiz bilan bo ‘ldik,
Jonni gancha bog ‘ladik, barvaqt keksaydik.
Biz go ‘yo gaynab turgan pok buloq edik,
Afsuski, uzog yo‘l yurib, loygalandik.
(“Xun-e Siyovush” she'riy to ‘plamida)

Bu misralarda inson hayot yo‘li, past-u balandi, hayotda istirob, faqirlik va o‘limning
mugarrarligi, hayot shodliklari va alamlari orgali inson va tabiat o‘rtasidagi azaliy yaxlitlik
tarannum etiladi.

Xulosa. Kuch-qudrat ramzi bo‘lgan “tog*” obrazi Siyovush Kasroiy ijodida ham kuzatildi. Shoir
mazkur obrazdan samarali foydalandi. U Damovand tog‘i misolida mazkur obrazni yaratadi. U oz
she'rida Damovand tog‘ini logaydlik va qo‘rquvni enga oladigan xalq kuchi va yaqinlashib
kelayotgan yangilanish bo‘roni sifatida ulug‘laydi. U go‘yoki o‘z dardlarini, ichki kechinmalarini
tog* bilan sirlashadi, undan najot kutib yordam so‘raydi. Hayot sinovlrini engib o‘tishda, vatanida
farovonlik, tenglik va barqarorlik bo‘lishida unga yuzlanadi.

Damovand tog‘i Eron shoir va yozuvchilari tomonidan ko‘klarga ko‘tariladi. Chunki eronliklar
gadim zamonlardan bu tog‘ni kuch-qudrat ramzi sifatida e’zozlab keladilar

Yugoridagi fikrlardan xalq dostonlarida keluvchi tog® obrazining semantikasi va poetik talqinlari
dunyo xalglarining ko‘hna tog‘ topinchlariga uyg‘un va umumtasavvurlarga bog‘langan degan
xulosaga kelishimiz mumkin. O‘zbek folklorining deyarli barcha janrlarida uchrovchi an‘anaviy
obrazlardan sanalgan tog‘ obrazini zamonaviy folklorshunoslikning qiyosiy—tipologik, tarixiy-
tipologik metodi asosida keng aspektda o‘rganish kelgusida amalga oshirilishi dolzarb bo‘lgan
vazifalarimizdandir.
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VTKHAP XOIIMMOBHUHT “TYHEHUHT UIIJIAPA” MEMYAP KUCCACHUJIATH
IEBPUN ITAPYAJIAP TAPJKUMACHHHUHI TAXJINJIN: MAJTAHUHM BA TTIOTHUK
IKBUBAJIEHT/IUK MACAJIAJIAPHA

(“Anna”, “Xyxa”, “Ypuc 601aHUHT oliMcH” HOBEJLIAIAPH MHCOIH/IA)

HIAX30/]A PAY®OBA
Qunono2cus 6a MULIAPHU YKUMUUWL MABIUM UYHATUUU
4-60cKuy xuno-unenus eypyxu manabacu, TLIY

R

— -

AHHOTAITHA: Yuby maxonaoa Ymrup Xowumoenune “Jl[ynénune uwinapu’ HOMAU Memyap
Kuccacuoazu wevpuill napuanap mapicumacu MAacaianapy xap moMOHAAMA MAaxaul KuiuHean. Acapoa
yupaiouean “Anna”, “Xyoca” ea “Ypuc bonanune otiucu” Hosenranapuoacu wevpuil upooarap Xunoutl
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muiuea maprcuma KuiuuL ofcapaéﬂuda r03az2a Kenaou2am JAUHSCBUCMUK, MAOAHULL 8a DCMemuK xuﬁuﬂuuﬂumap
Kypub uuxunaou. Maxonada acocuti bmubOp NOIMUK MAPAHCUMAOA CEMAHMUK 64  MAOAHUU
IKBUBANIEHMIIUKHU MONnui, MUTLTUL pyx ea MAOAHUU KolopumHu caxkjiai, qbonemuk—cmuﬂucmuk
Xycycusimnap opKaiu WoUpoOHa OXaHeHU emKa3uu macanarapuea kapamuiead. [Llynuneoex, obpasnu ugooa
socumanapu, memagopa 6a MadaAHUll pealusiapHule mapicumMaoa KaHoau uyKkomuus éxu yseapuunaped
yupauy maxaun KuaHaou. TaoKukom Hamudicaiapu mapiCuMauyHOCIuKOoa webpulli MamHiap Ouiaw
UUAWHUNE HA3APULL 84 AMATUL AXAMUAMUHU KYpcamub deputuu Ouian Myxumoup.

Kanum cyznap: [llevpuii mapoicuma, cemManmux 6a MAOAHUU 9KGUBALECHMIUK, MULIUNL KOJOPUM,
Gonemux cmunucmuxa, oopaziu ughooda, MmapiICUMAULYHOCIUK.

AHHOTAIIHA:

B cmamve e6cecmopoune awnanuzupylomcss npobnemvl nepesooa NOIMUHECKUX (PpasMeHmos u3
Mmemyapnou nosecmu Ymrxupa Xawumosa «/lena semuviey. Ha mamepuane wnosenn «Koavibenvrasy,
«Xooorcar» u «Mamo PYCCKO2O MalbyuKka» paccmampuearomcsl OCHO6Hble mpdeocmu, 6O3HUKarwue npu
nepe()aqe HA XUHOU A3bIK He MOJIbKO pumMO-MeﬂOOMLlQCKOIZ cmpyKkmypol u nosmuyeckou UHmMoHayuu, HO U
HAYUOHWIbHOCO KoJlopuma, KyﬂbmypHOﬁ cneuud)uku u 3MOL;140Ha/le012 HANoOJIHeHHoOCmMu opucunala. Ocoboe
6HUMAHUEe y()e/memCﬂ 60Npocadm noucKka CemaHmudecKkoco u KyJabmypHOo2O JSKeuedjlenmad, COXPAaHeHUNo
gonemuueckol cmuaucmuky U 0OpPA3HOU BbIPA3UMENTbHOCIU. B cmambe makce aHaiusupyemcs poib
Memaghop u peanuii 8 NOCMPOCHUU XYO0HCECMBEHHO20 MUPA RUCAMENS U UX MPAHCHOPMAYUsL npU nepesooe.
,Z]almoe uccieoosanue umeem He moabKo meopemu4ecKyro YeHHOCmb ons nepeeodoeedeﬂuﬂ, HO U
npakmu4eckoe 3Ha4eHue ons COBEPULEHCMBOBAHUA MEmoouKu xydoofcecmeeHHoeo nepeeoda.

Knrwueevte cnoea: Ilosmuueckuii nepe@od, cemarnmudeckas U KYyAovmypHas IK6UBAJTEHNHOCNIb,
HQUMOHCZJZbelﬁ Kojqopum, @OHemMIWCKa}Z cmuaucmuka, 06pa3H0e eblpadsiceHue, nepeeodo@eéeﬁue.

ANNOTATION:

This article provides a comprehensive analysis of the translation issues of poetic fragments in Utkir
Hoshimov’s memoir novella Such is Life. Drawing on the short stories “Lullaby”, “Khoja”, and “The
Russian Boy’s Mother”, the study explores the major challenges of rendering into Hindi not only the
rhythmic-melodic qualities and poetic intonation of the original but also its cultural imagery, national spirit,
and emotional depth. Special emphasis is placed on the search for semantic and cultural equivalence, the
preservation of phonetic stylistics, and the transfer of figurative expressions that shape the artistic worldview
of the writer. The research also examines the role of metaphors and cultural realia in constructing the
aesthetic universe of the text and their transformation in translation. The findings are of both theoretical
significance for translation studies and practical importance for the methodology of literary translation.

Keywords: Poetic translation, semantic and cultural equivalence, national color, phonetic stylistics,
figurative expression, translation studies.

Kupum. YTkup Xommmos §36ek a1abuETHHIHT HHpUK HAMOSH/AIapUIaH OUpy 6y, YHUHT
VOKOAMIA MIJITHH KaJpusTiap, XalKoHa pyX Ba MHCOHUH (pasuiaTiapHu yIyFjiaml ajJoxujaa YpuH
TyTaad. AnuOHUHT “JlyHEHMHr MILIapu” HOMJIM MeMyap Kuccacu OaauHil-dCTETHK KUXATAaH
qyKyp acap Oynu0, yH/1a HHCOH Xa€TUHUHT MypaKKaOJIMKIapu, OHAa MEXpH, OOJIaJIMK XOTHUpalapH,
XanKoHa ypd-omarnap €pKuH TacBUpiaHTaH. MaHa my Mwumid OVEKIapHHM Y3uaa jkamiiaraH
aCapHHMHI TYpJIM TWIIapra, XycycaH, XMHIMM THUJIMra TapXUMacu Yyiia THJI drajapu Oyiran
VKyBUWJIapHU Y30€K XalKd, MaJaHUSITH OWJIaH TaHUIIMIIUTA, YHUHT WXOIUN IOTYKJIApUHU
aHIJIAIIN, acapaH 6axpamaH Oynummra acoc 6ynaau.

by epma aifitum xousku, “lyHEHMHT wunulapu” acapu Hadakat amgabuil xonuca, Oanku
comroManannii eHoMeH cudaTtuaa XaMm axamusTra sra. YHAa MWUIMH OHT, TaApUXUH XOTHpA,
XaJIKHUHT YTMUII Ba OyryH OuiiaH OOFJIaHUIIM, TYpPJIM aBIOAJIap Opacuaru MyJoKOT Ba MabHaBUI
Mepoc sKKosl HaMo€H Oynanu. Iy sxuxaraaH, acapHUHT TapKuMacu HagakaT THILIapapo KYNpHK,
0aJKu MaJaHUATIApapO MYJIOKOT BOCUTACH cU(aTHIAa XaM XU3MaT KHJIa/Iu.
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Xo3upaa “JlyHEHMHT HHUTapu” acapu TapkuMa xapaéHujga O0ynuO, YHTAa XUKOSICH XUHIUH
TWIMra Yrupuwiad. TapkKuMa KWJIMHTaH XUKOsUIapllaH ydyTacuza, >Kymiiagan “Asma”, “Xyxa”,
“Ypuc GomanuHT oitncu” acapuja mebpuii catpnap ypuH onrad. Tapxuma 6y Mypakka® xapaén
0ynu0, Oy ¢akarruHa cy3mapHUHT OOIIKA THIITa YTUPWIMIIKAAH uoopat 3mac. by ¥3 uuura der
THJINTA Tap)KUMa KWIMHAETTaH aCapHUHT Ma3MyH-MOXUATH, OXaHTH, MUJUIMI KOJIOPUTH Ba siHA OUp
KaH4a XyCyCUSATJIapUHU OOIIKA THJIAA XaM CaKJ1a0 KOJIMHUIINHY Tanad staau. OpuruHai TUIUIAru
OypAoHa acap OOIKa TUJAA XaM XYM ITyHIail acapra aillaHuIIiIa Tap>KUMOHHUHT YPHU KaTTa.
UyHku, Tapkuma 0y 6up acapHu OOIIKA THIIJA KaiTa spaTUIL IeMaKaup.

AliHuKCa, mebpuid TapkuMana Oy Tanmabnap siHaga KywIMpoK HaMoEH Oynaau. UyHKH miesp
(akaT MabHO OWJIAaH YEKIaHMAU: y MyCUKUIIIMK, Ba3H, KO(uUs, OXaHT Ba XUCCUN TabCUPHU XaM
V3 maura onaau. Ly Gorc Ha3Muii Tap)KUMa Xap TOMM HacpllaH Mypakkad xucoOimanaau. MacaaH,
“Amma”naru xap oup carp HadakaT Oonara OaruMIIaHTaH OHA MEXPHUHH, OAJIKM MEXpHUHT Hdo1a
yeIryOou opKanm y30eK Xallkura Xoc Oyiaran MadKypaHu XaM akc dTTHpaau. Arap Oy Tapkumaja
HYKoanO KeTca, acapHUHT PyXH XaM KaMaiub Koasu.

dopman aHUKIHK, (OHETHK CTHIIMCTHKA Ba OOIIKA YCYJUITAPHA Ma3MyH-MOXHST, KapaHT IOPJIAK
XaM/Jia Ba3HHM cakjal KOJIraH X0J1Ja aMaira OUIMpHII HIebpUi TapXKUMaHU MypakKaOIalITHPyBUU
omuinup. Hlebpuii Tapkumaga acapHUHT 0apya YHCYPJIAPHHHU TYIIHK Cakiad KOJIUII MMKOHUSTH
YK, OMpOK alpuM Tap)KUMAIyHOC OJMMJIAPHUHI (QUKpuUra Kypa mebpiara oOpas, Iebpuit
XaMOXaHTJIMK cakitanumm jgo3uM. Lllebpuit 00pa3 Ba XaMOXaHIIMKHUHT KAaHYAIMK CAKJIAHUIIN
Tap)KUMOH Maxopartu Ounan Genrmianam.!

HlyHuHT yuyyH XaM HIebpuil Tap>kuMa HadakaT THJ OWiIMII Maxopartu, Oanku OGanuuil nun,
MYCHKUH XUCCHET Ba MUJUIMH PyXHU Te€paH aHIjam OusaH xam yamOapuac Oofnuk. TapxKumoH
Y3uHM MyauIn(HUHT XamMMyamudu cudaTtuia TyTaau, YHUHT XUCCUETIApUHU, PyXUil XOJaTUHU
BAa MabHAaBMM MAKCaJUHU y3U OpKAIM YKyBUMIa ETKA3WIIra XapakarT Kuiaau. by xapa€Hna
Tap>KUMOH KYTHMHYa acCapHUHT MabHaBUI KME€(acuHu XaM Kaiita sipaTajiu.

Metoaosnorus. YmlOy TagkKMKOTHM aMajira OLIMpPHILZA acap MaTHUHM TEpaH aHrjam Ba
TapKuMajgaru Oaauuii-MagaHuil Y3rapuiulapHd YpraHuilra KapaTuiradH Oup KaTop WIMHN
EHJaNnIyBIap KYJUITaHWIIU. ABBallo, TEPMEHEBTUK TaxJIMJ ycyhnuaaH doigananuingu. by ycyn
opkanu “JI[yHEHMHr wMIUIapu’Jard WEebpUd NapyaJapHUHT MabHaBUM Ma3MyHH, oOpasnap
CHUCTEMacH, MIJIJTUW pyXH Ba acapnaa udojallaHraH XUCCUU-Mabpuduil Katiamaap HU30XJIaHIH.
I'epMeHeBTUK EHJAIIYB MAaTHHUHI O3aKM MabHOCHMHM 5Mac, Oalku YHMHI KajnOuja &TraH
TapOUsBHI, XYcCU Ba MaJlaHUI KOJIApHU aHTJIalll KMKOHUHU Oep/iu.

TanKMKOTHUHT MKKUHYH MYyXUM YciayOuil acocu cudaruma Ku€cwid TaxJwin KYJUTaHUIIH.
V36ekua acIuaT Ba XMH/MI TapXKUMAIap y3apo KHECTaHUG, ebPHii MUCPATAPIard Ma3MyH, OXAHT,
Ko(us, CeMaHTHK HIOAHCIIAp Ba oOpasnap TMHAMHUKACHHUHI KaHJail cakjaHTaHu €KW y3rapraHu
Vpranuwnau. Xycycas, “Ky3uM”, “KY4dKopum”, “OIyHKOpUM ™ KaOu MUJUTMI 00pa3iapHUHT XUHAUM 1A
KaHJai Malanuii MyKoOWIIap opKaiu OepriiraHd KUECHH TaXJIMII OpKaJld aHUKJIaH M.

1y 6unan 6upra, TaIKMKOTIa MaJaHUH-TUIIOIOTHK €HJIATYB XaM acocuil YpuH TyTau. by ycyn
TapKUMaJaru MaJIaHui ajlanTaiys skapaéHiIapuHy YpraHuil, MyKoOUII ¢y3 TaHJIalll OPKaJIH MUJUTUN
PyX KaH/Iai CaKJTaHHIN €KH Y3rapuInnra JUKKaT Kaparad. Macanas, ¥30eKk MalaHusITHTa X0C “cod
OunaH ky4a cymypumr’, “Oemukaaru Kydykopum”, “Oaprak” kabu MagaHuid MapKepyap XHHIUHA
VKyBUMCHra KaHJai eTKa3wiIraiu 1y ycyJ OpKajiu TaxJIuil KUJIUH]IH.

'1.Gofurov, O. Mo‘minov, N.Qambarov. Tarjima nazariyasi: Oliy o‘quv yurtlari uchun o‘quv qo‘llanma - B: 197.
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Metoqmap yiFyH KyulaHraHu ca0abiiv, TaAKUKOT Tap)KUMaJard JWHTBUCTUK, Oaauwii Ba
MaJlaHuil MyBO3aHATHU TYJIMK KaMpaO oiau. YOy EHJamyBiap TapKUMOH KaOysl KHJTraH
KapOopJIapHUHT 0aMuii-35CTETUK Ba MaJJaHHU aCOCIAPUHM YyKYypPPOK aHTJIAll, IIyHUHTIEK TapKIMa
Kapa€HUJaru MOATUK XaMOXAHIJIMKHU 0axoJiall UMKOHUHU SIPATAH.

Harwmxkanap. “/lyHéHUHT llutapy’” acapyaH OJIMHIaH IEbpUH NapyaJapHUHT XUHIUN TUIUTa
TapKUMacu TaxXJIMIM KyHuJaru MyXUM XyJocajllapHu Kypcarau. bupuHuUmpaH, TapKUMOH
TOMOHHJIAH CEMAHTUK SKBUBAICHTJIMKKA SPUIIMIIIA Xap Oup OOpasHUHI MWUIUH Ma3MyHHUHU
aHIVIall Ba YHM MAKCaJUIM TWJIJIa Ma3MyHaH SKMH IIaKiJa KaiTa spaTtuil MyBagGakusaTiIn amaira
omupwirad. Macanan, “Ky3uMm”, “Ky4kopuMm”’, “OIyHKOpUM™ KaOW MaJaHHi-CUMBOJIHK CY3iap
Ma3MyHHUHU HYKOTMac/aH, XMHIUH MalaHUATH]IAa XaM 3MOLIMOHAJI TabCUpra 3ra OyiIraH TUMcoJLIap
OpKaJIi OEpHIITaHN Tap)KUMaHUHT aCOCHH IOTYFUINDP.

WkkuHYMaH, TapXKUMaja MOATUK MYCUKHMIIMK Ba OXaHTHHU cakjaml Oyinya Katop yciayoui
eurMiIap KyJaHwirad. XycycaH, Kopusi Ba auIMTepalUsJIapHUHT XUHIUN TUI MebEpaapura Moc
CTHJIbJIA KalTa THKJIAHWIIK aCJUATAAaId IEbPU PyXHH TapKUMala XaM cakjiab Konuuira Epaam

99 ¢

. o~
oepau. “Xabap — 3axap”, el o - \’rﬂﬁe'ﬁ T kabu maxn yUFyHIUKIAp OyHra MUCOJIAUP.

YuuHuugan, TapKuMaga MafaHuil TpaHchopManus kapa€HM JUKKaT OwWiaH amanira
OIIMPHIITAH. ACIHUATAArH XalIKOHA (pa3eooru3Miiap, Maxxo3uil udoranap Ba MHUJUTHA PyX HUIOKH
O0opuua XUHJA YKyBYMCH YUYYH TYIIyHapiu Ba KaOyll KWIMHUIIN MYMKHH OVJIraH 3KBHUBaJICHTJIAp
Omnan Oepwigu. by 3ca TapKMMaHUHT MaJaHHATIAPAPO MYJIOKOT BOCHTACH CH(ATHIATH
KUIMaTUHU SHAAA OMIUPAH.

TypTuHUngaH, TapKUMaga SMOIMOHAT TahCUPHU cakiIad KOJUII YCTyBOp Baszuda cudaruga
OJIMHTAHU HaTWXKacuaa 3e0u KyiHuaaru ajam, OHa MeXpH Ba OoJiara Oyiran COFMHY KaOu yHUBEpCas
TyHFyJIap XMUHINK YKyBUMCHTA XaM TabCHpYaH Tap3a €TKa3WwIn. by Tap)KMMOHHHMHT IICHXOJIOTHK
oOpa3apHu KaiTa sipaTUIIIard MaxOpaTHHU KypcaTau.

Jlemak, amanra OIIMPWITAH Tap)KUMalap HATHXKACH IIIYHM aHTJIaTaJuKH, MIebpUi
napyajapHUHT XUHIUN TWIMJAa Ma3MyHaH, [IaKjdaH Ba XUCCHHM IKUXaTAaH MYBO3aHATIN
TapKUMacura puiuirad. by skapaén ¥3 HaBOaTHAa Tap)KMMa Ha3apHsICUIa TEPMEHEBTUK TAJIKUH,
KUECUN TaxXJIMJI Ba MaJaHHU WHTEpIIpEeTalus yCYJUIApUHUHT caMapalid KYJUTAaHUIUIINTA aMajiui
MHUCOJ cudaTuaa Xu3mMaT KAJaau.

Acocuii KucM. “JIlyHEHMHT unutapu” Kuccacuaard “Amnma” xukosicuna 0ojla yuyyH OHAacu
aTaguraH KYIMHWK — aUIAHWHT HMHCOH KYHIJIUTa TAacKWMH O€pyBYM COKHHIIUTH, OOJaJIHK
XOTUpAJlapHHUA 3CTa CONYBYAHIUTH, Kalicu Tuiaga OynMacuH, Oapuara OUpJEK TabCHPYAHIIUTH,
opoMOaxuuru ce3unaan. Kyinma xukosiara ajagad Oup napya KeITHPUIaIn:

Anna-é, anna, sconum b6onram-a, aina,
Vxna, Ky3um, anna-é, wupun Kusum, aua’.

IOkopunaru Mucpanap XMHauira Kyiuaarnya Tap>xumMa KUiuHIu:

Tl or 739 757 @] 729 Hist a= @t

Kypub TypraHumm3ieK, MKKAHYM caTpAard “Ky3uMm cy3ura MykoOwsn cudaTtuaa T 5
SBHU “MUTTUM OJIMHIM. “TRT AT stpHu “ky3uM” cudaruia TYFpuIaH-TYFpU Tap>KUMa ‘““MEHUHT

! O‘tkir Hoshimov. Dunyoning ishlari: Qissa va hikoyalar -B:248
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KKKUM MabHOCH YpHHTa Y3 MabHOCHIa KaOyJI KWIHMHHIIUTA OTHO KEJUITN MyMKUH. AJUTagaru
“ky3uM” Kabu y30€K TWIMHHUHT MaJIaHUM MYXHTHUTA XOC OYJaraH MEXpHOOHJIMK Ba 3pKaJIalllHU
udomanoBun Mypokaar Oosara >xucMoHmid Kuéda opkamu smac, OajlKd YHUHT OHAcCH YYyH
KaHYaJIMK a3u3 9KaHMHU KYpcaTyBYM THUMCOJ cudaruja TaJIKUH STUIaad. XUHAUM TapKuMaja
KYJIJTAaHWJITaH “3%3[” Cy3u BocuTacuaa dpkaiam udogacu Ba OOJAHUHT MHUTTH JKaHJIUTHHU
OwIIMpyBYM MabHO eTKa3uO Oepuiau. Iy Tapuka, MabHO Ba PyXHHU cakj1a0d KoMl OujaH Oupra,
mebpuit udoaa XUHIUN TUTUHIHT MaJIaHUNA KYTaMHUTa MOCTAIITHPHIIIH.
XUKosIary auaia AaBoM 3THO, Myayuiid oHacH VFaura aiTral ajaiaja napya KeJaTupaju:
Anna, boram yxaaii Kon-a, ana,
Kyuoeumoa opom on, anna...
Toenapoazu wiynKopum-3u, aua,
bewuxoazu kyuxopum-sii, anna.
Hueumnapnu capoopu 631, sconum-a,
FOpacumnu maoopu 6yn, anna...
Ok yii ona bapeaxnapoa sHconum-a,
Enu6 mypean uupozumcan, anna...*

%7 Mg 7 3T Bl @il
gETS! 7 5 a5 & 7]
gic77 & 8 7% dN, aRil
STq7] BT TG &, HeT o7,
TFFNGR Tpa &8 & I o

XUHAUNUJATH TapKUMACH:

by epna “bemmknarn Ky4kopum” TabpU(PUHUHT cy3Mma Cy3 i | BRI ‘QST” cudaruga
Tap)KUMa KWJIMHUILN Fajau3 TYIOJUIM cabal, yiia MabHOHU OepyBuUn “TR '_'l% dR” apun “xuunx
KaxpamMOHuUM™ Oupukmacura anMmamtupuwiau. CeMaHTUK MOCIMKHM TabMUHJAIl YYYH Ky4
pam3uaara “Ky4kop”’ cy3u “gR” (kaxpamoH, 60otup) cy3u opkanu Oepwiau. [llewspaaru “6aprak”
CYy3W HaKIl aMalWii caHbaTtujga Oapr yciayOugarum HakmuHKOp Oe3zak OYynmb, “Ok yi ona
Oaprakiapaa” carpyapu 6apriu 0e3akaaru xamamaop yira sra 6y MabHOCUHY aHTTIaTa i, L1y
6omuc, “Oaprak’” cy3zura Mykoous cudaruaa “TRIGR” (maxmuHKOp) cy3u onuHau. Ly Ounan 6up
KaTropAa ‘“TOFiapAaru IIyHKOpUM~ OUpUKMacuaaru “myHKop” cy3u OypryTCHMOHJIAp Typura
MaHCy0 WUPTKWY KyIIHU Owigupaan. XUHAUHIA ymOy KymHH Ounaupuin yayH “dIeT” cy3u xam
60p. bupok Oy MyaHHAcC HHCIH CYy3/1ap TypKymMHura kupaau. Amiaaa udojanaHaéTral Imaxce ica
spkak. [y cababnu xam ‘e cy3ura CHHOHUM OYIraH My3aKkkap skuHcaard “dIvl” cy3u onuHan.

Kuccana “X3yrxa” HOMJIM XMKOS[a KeJraH IIEbPU Mapya MKKU caTp Oyica xam, Y3UHHHT
cepMabHO Ba (Qancaduiinuru OunaH axpanud Typaau. Maxo3uil udomanap OuiaH MabHO
JTYHJaruHa oun6 OepuiraH:

! O‘tkir Hoshimov. Dunyoning ishlari: Qissa va hikoyalar -B:249
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Hluwanu 3apeapea bepoum mymué oyneaiimu oeo,
Yun kyneunnu épea 6epoum owrno oyneativu 0e6...t

X9 134T G &1, 135 B9 a8 GiT &1
13 1397 34 TR &1 135 BI=T ST §71

Tapxxumana:

By ukku mucpana xam aykyp xaéruii dancada 6op. llluma — ocoH cuHUO KeTaauran Oiaui
OyroM, JIEKUH 3aprap Kyauaa y KuMMaTOaxo MOJja alflaHUIIM MyMKHHIUTH udonananrad. Hly
KaOu MHCOHHUHT “‘YWH KYHIJIM~ XaM XaKuKui €p Kynuaa Kaap TOMUIIN MyMKWH. XUHIUN THIATA
XaM ymoy YXIIATHITHUHT HO3WK W(OJACHHM MapOMHTa €TKa3u0 Tap)KuMma KHIIMIIra Xapakar
KUJIUHIN.

V36ek THIMIAH XUHMI THIIMTA, AHUKCA, IIEhPIAPHU TAPKAMA KIIHIIA OaHHil CY3IapHUHT
MYIITAPAKIUTH TapKUMaHU OCOHJIAITUPAW, Ba3H, PUTM, OXAHT Ba KOPUsIHM cakiamiia Epaam
6epamu®. XKymnanan, mmma, &p, omHo cysnapu. “TYTué” 6y Muc cyndar, THHUK KYK PaHIarH
KpUCTaI KUMEBUI Moia OYu0, KUIUIOK XY KaIuruiaa YCUMIMKIAPHUHT TYPJIA KacalIMKIapura,
IIYHUHTACK KY3HU paBIIaH KWIyBYH BocuTa cudaruaa Xam (oinananmiran. Jleku, ymoy mebpuii
napuaga “tyTué” cy3m oanuil OyroMIaH Kaapiu Oyromra aitnanum mabHocuja kenrad. Ly Gowuc
ymoy cy3 ypHuga “oatun’ - T kymwtanwa. [ysaa T pa “IATRMET “5” ToByH, “GIR”
Ba “UR” “p” ToBymM paBuii OYIMO KearaH Xoijga XaMOXAHTJIMKHH cakjiad Koiaau. OpuruHai
TUJAaTU ebpaa “Oepaum”, “OynraitmMu ne6” paauduapu XUHIUNTA “ﬁtﬂ”, “fh DR, “afr”
cudatuaa TapKUMa KUIUHHO, paaudiura cakiaHId. YMyMHH Tap)KumMa MabHO, MYCHUKHIIUK,
XaMOXAHIJIMKHU XUHIUI/IA XaM cakJiad KoJia OJIIH.

“Ypuc GONaHMHT OHHCH” HOMIM XMKOANA XMKOS KAaXpaMOHH 3e6M TypMyIl YpTOFM Ba
(dhap3annuaH alpuIMK XMCCUIA TyTOP CaA0Japy OCTHIA KYIIHMK Kyinanau. KYymnmkHuHT nactiadku
WUKKU CaTpu YHUHT TypMyIl YpTorura OynraH myxab0aTu Ba caqokaT TyWFycu OWIaH TYira,
KeWHHTH TYpT carpuaa Oyica, ¢pap3ann noru udonacu y3 akcuHu Tomnaau. KYMMKHUHT mebpuit
MaTHU Kylujaarnya:

Ep opean kpuanapuu cynypaii covum bunan,
Yaneu yuxca cyg cenail, Ky30az2u éwum OULAH. ..
Kon 6onam, sxconum bonam, Kairapoacau, bepeun xaoap,
Famoa 6owum, Ky30a éwum, uueanum 6y10u 3axap.
3avgaponoex capeaiiypman, xacpamuneoa KoH 10muo,
Kysnapumuune nypu kemou, wyniapuneea Ky3 mymub.”

XUHAUKIard TapKUMaaa:
47 337 7 1553 ol  onrgen @,
77 g2, H 5if, a6 gH, il &l Gae )
TS G Sg 7 o ot 99, §3T Tev

! O‘tkir Hoshimov. Dunyoning ishlari: Qissa va hikoyalar -B:184
2 Mycaes Kyppar. Tapskuma nazapuscu acocnapu: Jlapcnuk. B: 273
3 O‘tkir Hoshimov. Dunyoning ishlari: Qissa va hikoyalar -B:185
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TR o dicil 55, @Y1 Jie H G vl
31 A7 g7 T8, dda-add a8 ..

Tapkumaza MabHOHH CaKjIad KOJMIIra 3bTHOOP KapaTwiau. XaMOXaHTJIMK YIyH XUHIHHA Ba
V¥30eK THIUTApHIATW MYIITapak CY3JIapHUHT Y3umaH (oimamanmimu: “WGER”, “OlgR”. Acausr
TUJUIATd OXUPTH MUCpa napyacu — “KyznapumHune Hypu kemou” XUHIANA THUIUTA “«3f1G A EEY

> — “KyzmapuM cyHau” cudaTugard 3KBUBAICHTH OPKadu Tapkuma KuauHiu. lllebpHUHT
MabHOCH Cakj1ad KOJNWUHAM, JIEKMH Yy30eKuagaH TYFpUIaH-TYFpU TapKuUMa XHHIUKIA Oupo3
Y3YHJIALIUIIY Ba IIEbPHUHT MYCUKUWIUTUHU HYKOTUILIY MyMKUH 314. “KoH tomu6” cy3 Oupukmacu
xuHauira g ” Tap3ujaa, SbHU “KOH MU0’ Tap3uaa TapKuMa KUJIUHIAN. Y HIaru “tﬁ?r” cy3ura
“ “Uyn” cy3u KOPUSHHU TAIIKWII STUII YU9yH CY3HUHT ramjard YpHU y3rapTupuwigu. Yoy
mebpuil Mmapuyajgard Maxo3ud wuOopamap ¥3 Xoidya KOJAUPWIIH, XymiaaaH, “3awvghaponiex
capeatiypman” — “SITHRI ot dieht 5_5‘:”.

Tapxuma sxapa€HuIa SHI MyXHM JKHXaTlapJaH OuUpu — XalKOoHAa Ba XHCCHUU 0OpasznmapHu
nykoTMacnukaup. 3eOMHUHT Kyin Haakat maxcuii anam, 6aaKu MIJUTHE pyXHHU XaM uQoa 3Taau.
MacanaHn, “cou OunaH ky4anapHu cymnypuinr’ kabu nbopa y30ek mMananuatuiaa aénHuHr uddar Ba
camokar pamsu cudaruma Kadyn KuiuHanu. ByHu TapkuMana GeBocHTa €TKa3WIl MyMKHH 3Mac,
UIYHUHT YUyH Tap)KUMa/ia MabHOHH CaKjaraH XoJja YHHU siHa/la KYTIPOK XUCCUET OpKaJIi €TKa3UIIra
Xapakatr KUJIaau.

lebpHuHT (POHETUK KUHMATH XaM KaTTa axaMmusTra ara. “CounM Omnas — émum ounan”, “3axap
— xabap” kabu nuku Kousnap MyCUKUWINKHU TabMUHIANAU. XUHAUM Tap)KUMaaa ca EI'IFﬁ -

Gﬂﬁah ) ﬁ”, ‘WX — VIgY” Kopuss TU3MMHU Mai0 KWIMHHO, MYCHKHAIMKHHA TabMHUHIIALI
MakcaJauaa aciIusITIaru MebpUid Tapyaa KeNraH rafnjard YpHuaa KyJITaHuIIH.

Maxo3uii udonanap tapxkumaga YpTHOOp OwiaH unuiaHau: “3abdapoHAeK capraitypman”
nbopacu acnuaa a&IHUHT XacpaTJaH paHTd capraiin® KeTraH XOJMHU aHTiaTaad. XUHAWNIA
“SITth T @@ dient Eé” ne6 Oepunuiy MabHOJA SKUH, YyHKH XUH] MaJaHUsITHIA XaM 3ab(hapoH
paHru ram Ba 3au(uk OuiiaH OOFIaHaIN.

TapxumaHuHT siHa OUp KUXaTH — 3e0M KYIIUFUIaru yuusepcai Mmotusiap. OunaBuii anaMm, oHa
MeXpH Ba TYpMYIIJaH allpUITUK Kalcu Tuiia Oy IMacuH, Xap KaHaai MaJlaHusATAa XaM XUC STUJIa/IH.
[y 6ouc Tap>kumaaa SMOIUOHAT TAbCHUP Y3 KydHaa KOJTaH.

Jlemax, “Vpuc GonaHuHT OffMcKH” XMKOACHAATH IIEhPHH MapyaHd XUHIMHATA TApKUMA KHITHII
xkapa¢Hu (dakaT JEKCHK €KW TpaMMaTUK 5Mac, Oamky MaJdaHWuil Ba XUCCHUU OSKBUBAJIEHTIHK
MyaMMOCHHHU XaM Kampalb onaau. by sca Tap)KMMaITyHOCIHMK y4yH KaTTa Ha3apuil axaMusiTra ara
Taxxpuba xucobaaHaIu.

XyJaoca. FOxopuaaru mewspuil mapuanap Tap>KUMAaCHHUHT TaXJIMIU IIYHU KYPCaTANKH, MIEHP
Tap)KUMacuja cy3Ma-cy3 Tap)Kumara TasHUII KYIWHYa CEMaHTHK MOCJIMKHU TabMUHIAca-Ia,
MOJTUK OXaHT Ba XWUCCUU TabCHUPHU CAKJAIIl YUYyH SPKUH TapKUMa YCIyOM Xam KYJUIaHWJIIH.
TapxumoHnap acausaT MaTHUAArH MaxXo3uil udoganapHu, odpaziapHu Ba XaMOXaHIJIMKHU WII0XKH
Oopuya XMHIWH THIUArd YKBUBAJICHT BOCUTANIAP OPKAIH KaiTa paTHINTa WHTUIHILIAIH.

lebpuii TapkuMa >xapa€Hula UKKU acoCUi Ba3uda — Ma3MyHHH €TKa3MIIl Ba MIAKIHU Cakjall
— XaMmu1a y3apo pakobarna Oynamu. Arap Tap>KUMOH MabHOHH TYIHK CaKjiad KOJUIITa Xapakar
KWICa, Y X0JAa MEhPHUHT MyCUKUIJIUTH Ba OXAHTU WYKOJMIIA MYMKHH. ATap TapKUMOH KOus
Ba pUTMra KyIpoK 3bTHOOp Oepca, allpiM CeMaHTHK HO3UKIIMKIIAp UdoganaHMai KOTUII 3XTUMOIIU
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6op. lynu xucobra onran xouaa, “JlyHEHUHT Uapu” KACCACHUIaH OJMHTaH IMIEhbpU Tapyanap
XUHAMA TUJUra TapKUMa KWIMHTAHAA 11y JKUXATJIapHUHT YpTacuJa MyBO3aHAaTHU CakJallra
xapakaT KwinHad. CeMaHTHK Ba JWHAMHUK SKBUBAJICHTIUK XaMJa CTWIMCTHUK (HOpMaIIHK
Oupranukaa yuryHIaTHPUIIH.

“Anna” XUKOsICHIard MebpUil mapyanapaa oHa MexpH, 6omnara Oynran 6enoéH MyxaO0aTHHHT
camMmuMuid udosacu akc 3TraH OYauO, yjaap TapKuMaaa XaM XyJIId IIyHJIal pyx OwiIaH Oepuiiiu.
Macaian, “bemukaaru Ky4kopuM” MUCpAacH TYFPUAAH-TYFPU TapyKUMa KWIMHCA, FaJIU3 TYIOJIUIIN
MyMKHH 314. IIlyHUHT ydyH Tap:kumana “TY ” mbopacu TaHIaHUO, YHAArH Ky4-KyBBaT Ba
YMHJT paM3H1 CaK1a0 KOJIHIITA SPUIIHIIIH.

“Xyka” XUKosicMJIar MKKH caTpiu (ancaduit Mucpanmap sca TapKuMa jKapaHuIa JIEKCHK
SKUHITK Ba KOPUS YHFYHIUTH XUCOOHTa 3 TAbCUPUHH HYKOTMaIi. AMHUKCA, “munmia — 3aprap” Ba
“mun — €p” TapKUMaaa XxaM MabHOIH KyDTIMK cudaTiaa KOJIAU, yIapHUHT Opacuiaru MabHaBUN
OOFJIAHUTIT XUHAMIAIA XaM SKKOJ KYPUHTH.

“Ypuc GonaHMHr OMMCH” XMKOSCHJATM KaifFyld Ba JIMPHK MHUCpalap TapKUMacuaa >3ca
AOMOIMOHAT TAahCUPHU Cakjaad KOJHWII yCTyBOp Basudara ainmanaud. 3eOu oOpa3u OpKaau OHa
Ioparujiar ajaM, aupuivK M3TUPOOHM Ba Ky3 EnUIapu XMHIUN TUIMIA XaM TabcupyaH udoaa
STWIIU, XUH] YKYBUUCH Tap>KUMaHU YKUTaH/A acIUATAATU JapJHU XHUC 3Ta OJIUIIN YUyH XapakaT
KUJIUHIN.

Iy xaTopna mebpuil TapkuManga 0ab3u Cy3nap TYFPUAAH-TYFPU SKBHBAJICHTH OWIIaH 5Mac,
Oanku MaJaHuil Ba MabHaBUI MabHOTA dra OYnraH cy3nap opkainu Oepunau. MacanaH, “Oaprak”

cy3ura MykoOws1 cudaruaa “TIRIGR” (HaKIIMHKOp) CY3M KYJUITAaHWIMIIM OYHUHT SIKKOJI
Mucoiauup. by opkanu HadakaT ThI, 6aTKy MaJaHUM MaH3apa XaM YKyBUMTra sSIKUHJIAIITHPUIIH.

YMmyman onranga, “JlyHEHMHr Hnulapu” KUCcalapura KUPUTWITaH WIEbPUN TapyajapHU
XUHUN TUIIUTa TapKUMa KWIUII )KapaéHu TapyKUMa Ha3apusCcH HyKTau Ha3apuJaH KyIl KHppalu Ba
mxoaui skapaéH 0ynuo, yuaa HadakaT JUHTBUCTHK, OaJIKM MaJJaHUH Ba MICUXOJIOTHK OMUJIJIAp XaMm
xucobra onuHAM. Xap OUp Tap)kuMaaa MOITHK MYCHKUIUIMK, XUCCHET Ba MWLIMHA oOpasiapHU
cakya0 KOJMII TapKUMaHUHT MyBad(dakusITH yayH MyXUM oMU cudaruia HaMoEH OYIiau.

Hlynnait kO, ymoly TaXIuil IIyHH KYpcaTaauKu:

1. lllebpuii TapkxuMa Tap>)KUMOHAAH QakaT THJI OMIMMIIAPUHU 3Mac, OalKku WKoIui TadakKyp
Ba MaJIlaHUH JyHEKapalIHU XaM Tanad Taau.

2. Tyrpuaan-TyFpu TapKUMa Xap JIOMM XaM MabHO Ba TabCUPHU €TKa3a OJMalau, aipum
XOJUIap/a SPKUH TapKMMa OpKaJld MabHABUI-DMOLIMOHAJ TAbCUP KYYMHH CaKJIAIl MyMKHH.

3. Tap>kUMOHHMHT Ba3u(acu — aCIMIT Ba Tap)KUMa YPTacH1a CEMaHTUK, SMOITMOHAN Ba ICTETHK
MyBO3aHaTHH TabMUHJIALIIND.

HNemak, “JlyHEHUHT wuNUIApU” AacapuHUHT MIEbPUIM TapKuMacu HadakaT UKKH MUJUIAT
anabMETUHN SKUHIAIITUPAAM, OalKH Tap)KuMa HasapusacHaa XaM MyXuUM TaxpuOa cudaruiga
VpraHuwiuing MyMKHH OYJraH HaMmyHa cudatuia axaMusiTra arajgup.
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XIl- XV ASRLARDA MARKAZIY OSIYO TURKIYZABON ADABIY
ASARLARIDA TASAVVUF TERMINLARI

AVAZBEK VAXIDOV
Dotsent, filologiya fanlari nomzodi, TDSHU
ORCID 0009-0002-6885-7310

Annotatsiya: Maqolada XII-XV asrlarda Markaziy Osiyo turkiyzabon adabiy asarlariga tasavvuf
terminlarining ko ‘chishi tarixi adabiy va lingvistik nugtai nazarlardan tahlil gilingan. Tadgigotning asosiy
magsadi shu davr turkiyzabon adabiyotida tasavvufiy tushunchalar va terminlarning shakllanishi, ularning
mazmun-mobhiyati va adabiy funksiyalarini tadqiq gilish hisoblanadi. Magolada tasavvufiy terminlarning
arab va fors tillaridan turkiy tillarga kirib kelishi, ularning tarjima, ma 'rifiy, badiiy va mistik vazifalari keng
yoritilgan. Shuningdek, tasavvufiy terminlar adabiy tilni boyitgani, ko ‘pgirrali ma’nolarni va estetik
ochilishlarni ta 'minlaganligi qayd etilgan. Arab va fors tillaridan kiritilgan, keyinchalik turkiy zilning o ‘zida
ham shakllangan tasavvuf terminlarning fa’siri, ularning funksional va stilistik xususiyatlari, badiiy
manbalardagi o rniga hamda umuman tasavvuf adabiyotining Markaziy Osiyo madaniy muhitidagi
ahamiyatiga alohida e 'tibor berilgan. Tadgiqot natijalariga ko ‘ra, tasavvuf terminologiyasi Markaziy Osiyo
turkiyzabon adabiyotida mukammal tizimga aylangan va bu terminlar adabiy meros va madaniy
integratsiyani shakllantirishda muhim ahamiyat kasb etgan.

Kalit so‘zlar: tasavvuf, tasavvuf terminlari, turkiyzabon adabiyot, arab va fors tili za’siri, lingvistika,
adabiy funksiyalar, madaniy integratsiya, badiiy obrazlar, metafora, mistik adabiyot.

AHHomauml: B cmamuve paccmampuearomcs ucmopuveckue, Jjaumepamyprvie U JuHeUCmu4ecKue
ACneKmbl NEPeHoCca CyPUICKOL MepMUHOL02UU 8 MIOPKOA3bIUHYI0 aumepamypy Llenmpanvrou Azuu XII-XV
86. Ocrnosnas yemio UCCEO0B8AHUS COCMOUNM 6 GbISGNEHUU U AHANU3E qbopMupoeaHuﬂ cy¢ui¢cm¢x NOHAMUU U
mepmMuro6 6 miOPKCKOM iumepamypHomM sA3blKe OAHHO20 nepuoda, a makoice 6 onpeaeﬂeHuu Ux CmulCi1068020
cooepoicanus U aumepamyprvix Qynkyui. B pabome nodpobno oceewyaemcs npoyecc 3aumMcmeo8aHus
OAHHbIX mepmuHos u3 apa6c:<020 u nepcuackozo A3bIKOB, A makKaice ux nepeeodqecmzﬂ, 06pa3060m€ﬂbHa}l,
xydooicecmeeHHaﬂ u mucmuveckasd poiib. chaﬂoeﬂeﬂo, umo cy¢uﬁc;<aﬂ MEPMUHROIOCUA 06026"111/!]161
Jzumepamypﬁblﬁ A3bIK, 05€C}’l€llu]la MHO2C0SPARHOCNTb CMbLCII0B020 8bIPANCERUSA U ICMEMUUECKUE OMKDBINIUAL.
HpOCZHGﬂMSLIpOGCZHbl AUH2BUCIIUYECKUEe U CMUIUCMUYEcKUue 0coOeHHOCmU mepmurnos, ux ¢ym<z4uu 6
AUMEPAMYPHLIX NPOU3BEOCHUSX, A MAKICE 3HAYUMOCHb CYQUICKOU Tumepamypsbl 8 KyibmMYpPHOU cpede
Llenmpanvroii Asuu. Pe3ynomamvl uccne008anus OeMOHCMPUPYIOmM, YMoO CYyQUICKAs MepMUHON0US
cghopmuposana 8 mOPKCKoU Tumepamype YeioCmHyI0 CUCHEMY, CbleDABUYIO KIIOYE8YI0 POJib 68 PA38UMuU
AUMEPAMYPHO20 HACIEOUS U KYIbMYPHOU UHMeSpayul pecuond.

Onopuvle cnoea: cygusm, cyuiickas mMepMUHONO2Us, MIOPKOAZLIYHASL TUMepamypa, GIusHue
apabeKko2o U NepcuoCKo20 A3bIKOS, NUHSGUCTMUKA, JUMepamypHble QVHKYUY, KyIbMypHAs uHmezpayus,
Xy002icecmeentble 00pazvl, Mema@opa, MUCMU4ecKas Jumepamypa.

Abstract:The article analyzes the historical, literary and linguistic aspects of the transfer of Sufi
terminology into Turkic-language literary works of Central Asia during the 12th-15th centuries. The main
goal of the research is to study the formation of Sufi concepts and terms in the Turkic literature of this period,
as well as to investigate their content, essence, and literary functions. The article extensively covers the
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penetration of Sufi terms from Arabic and Persian languages into Turkic, highlighting their translational,
educational, artistic, and mystical roles. It also notes that Sufi terms enriched the literary language, providing
multifaceted meanings and aesthetic revelations. Special attention is given to the influence of terms
introduced from Arabic and Persian and later developed in Turkic, their functional and stylistic features,
their role in literary sources, and the significance of Sufi literature in the cultural environment of Central
Asia. The results show that Sufi terminology evolved into a comprehensive system in the Turkic literature of
Central Asia and played an important role in shaping literary heritage and cultural integration.

Keywords: Sufism, Sufi terminology, Turkic-language literature, Arabic and Persian linguistic influence,
linguistics, literary functions, cultural integration, artistic images, metaphor, mystical literature.

XI1- XV asrlarda Markaziy Osiyo turkiyzabon adabiy
asarlarida tasavvuf terminlari

Kirish: XII-XV asrlarda Markaziy Osiyo turkiyzabon adabiy asarlarida tasavvuf terminlarining
shakllanishi va ularning madaniy-ma’rifiy o‘rnini aniglash muhim ilmiy masala hisoblanadi. Ushbu
tadgigotning magsadi mazkur jarayonlarni aniglash va tahlil gilish, tasavvufiy tushunchalarning
turkiy adabiy tilga Kirib borish jarayonini, ularning mazmun-mohiyatlarini va adabiy funksiyalarini
o‘rganishdan iborat. IImiy muammo sifatida tasavvufiy terminlar sistemacining turkiy leksikadagi
iste’mol darajasi, ularning semantik xususiyatlari hamda adabiy asarlardagi badiiy-estetik vazifalari
ko‘rilmoqda. Tadgiqot jarayonida tarixiy va adabiy manbalar tahlil gilingan, mazkur
terminologiyaning arab va fors tillaridan o‘tish hamda bevosita turkiy tillarda shakllanish jarayonlari
o‘rganildi.

Magsad va vazifa: Tadgiqotning asosiy magsadi - XII-XV asr Markaziy Osiyo turkiyzabon
adabiyotida tasavvuf terminlarining shakllanish omillari va bosqichlarini aniglash, ularning
lingvistik va madaniy funksiyalarini tahlil gilishdir. Buning uchun quyidagi vazifalar belgilandi:

e Mazkur davr turkiy adabiy manbalaridan tasavvufiy terminlarni yig‘ish va tahlil gilish;

o Tasavvufiy terminlarning til, ma’no va stilistik xususiyatlarini o‘rganish;

o Tasavvufiy terminologiyaning arab va fors tilidan kirib kelish usullarini tahlil gilish;

o Tasavvufiy terminologiyaning turkiy tilda shakllanish usullarini tahlil gilish;

e Adabiy asarlarda bu terminlar vazifasini va ular orqgali rivojlangan badiiy obrazlarni tahlil
qilish.

Usullar:Tadgiqgotda manbaga yondashuv, tarixiy-tarjima, lingvistik va adabiy tahlil usullari
birgalikda qo‘llanildi. Kontekstual tahlil va mazmun-ma’no jihatidan semantik tahlil asosida
tasavvuf terminlarining leksik, stilistik va badiiy xususiyatlari o‘rganildi. Turkiy, arab va fors
tillaridan kirib kelgan terminlarning o‘zaro ta’siri va shakllanishi bir biriga solishtirilgan usulda
tahlil etildi.

Natijalar va mulohaza: Tadgiqot natijalari tasavvufiy terminologiyaning XII-XV asrlarda
turkiy adabiy tilning muhim integrativ gismiga aylanganini ko‘rsatdi. Bu terminlar nafagat ma’naviy
va falsafiy g‘oyalarni ifodaladi, balki adabiy tilning badiiy qirralarini boyitdi. Tasavvufiy
tushunchalar arab va fors tillaridan kiritilgan bo‘lib, turkiy tildagi leksik va stilistik xususiyatlar
bilan jipslashgan. Shuningdek, maqolada tasavvufiy terminlar madaniy moslashuv, mazmunning
ko‘pqirrali ifodasi va estetik ochilishida muhim ahamiyatga ega ekani ta’kidlandi. Bu jarayon
Markaziy Osiyo madaniy muhitidagi til va adabiyot rivojining o‘ziga x0s ko‘rinishini vujudga
keltirdi.

XI1-XV asrlar Markaziy Osiyoda turkiyzabon adabiyotning gullab-yashnashi davri bo‘lib, u
mintaganing chuqur islomlashuvi, tasavvufning asosiy intellektual va ma’naviy kuchlaridan biri
sifatida garor topishi davriga to‘g‘ri keldi. Islom dini turkiy xalglar orasida asta-sekin o‘rnasha
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boshladi va tasavvuf bu jarayon uchun o‘zining ichki tajribaga e’tibori, boy obrazliligi va
moslashuvchanligi bilan munosib vositaga aylandit. Tasavvufning magsadi o‘z ruhiyatining salbiy
sifatlaridan ustun kelishga muvaffag bo‘lib, dunyoviy hoyu-havaslardan o0zod bo‘lgan “komil
inson”(al-inson al-komil)ni tarbiyalashdir. Tasavvuf Islomdagi ma’naviy ta’limot sifatida o‘z
tarafdorlarini ilhomlantirib, ular ruhiyatining eng chuqur gatlamlarida joylashgan sifatlarni ochib
borgan. Shu sababli ham tasavvuf musulmon olamida etika, estetika, nazm, adabiyot, arxitektura,
tasviriy san’at, musiganing rivojida muhim rol o‘ynagan?.

Mumtoz adabiyot masalalarini o‘rganishda uni tasavvuf adabiyotidan ajratib bo‘lmagani kabi
adabiy manbalarni ham tasavvuf terminologiyasini o‘zlashtirmay turib anglab bo‘lmaydi. O‘zining
ilk manbalarini islomiy adabiyotdan olgan bu terminologiya Markaziy Osiyoda keng taraqqiyot
yo‘liga kirdi. Tasavvuf adabiyoti nafagat arab tilida, balki fors va ayniqgsa, turkiy tillarda yaratilgan
manbalar orqgali ham taraqqiy topdi. Markaziy Osiyoda yetishib chiggan Yusuf Hamadoniy, Xoja
Ahmad Yassaviy, Shayx Najmiddin Kubro, Abdulxolig G‘ijduvoniy, Bahouddin Nagshband, Xoja
Ahror Valiy singari buyuk mutasavviflar fors va turk tillarida asarlar bitib, o‘zlarining falsafiy
garashlarini dunyoga ma’lum qildilar. Alisher Navoiy, Bobur, Mashrab singari mumtoz
adabiyotimiz ulug‘lari tasavvuf adabiyotining taraggiyotida ham benazir xizmat gildilar®. Tasavvuf
adabiyoti o‘zining nazariy asoslarini risola, mangaba, magomot, tazkira singari janrlar vositasida
amalga oshirishi bilan bunday nazariy manbalarning terminologik xususiyatlarini o‘rganish uchun
ham ehtiyoj tug‘ildi. Zero tasavvuf terminologiyasini jiddiy o‘rganmay turib tasavvuf adabiyotini
ham, bu adabiyot vositasida ustivor bo‘lgan mumtoz til xususiyatlarini ham to‘la o‘rganib
bo‘lmaydi. Istiglol tufayli ma’naviy va ilmiy hayotimizda sodir bo‘lgan yangiliklardan biri ham
tasavvuf adabiyotining tiklanishidir. Bu adabiyotning Markaziy Osiyoda yaratilgan namunalarini
o‘rganishda tasavvufiy terminologizatsiya jarayoni o‘ziga Xo0s tarixiy-lisoniy xususiyatlarga ega
bo‘lganini nazarda tutish lozim. Tadgigotimizda turkiyzabon adabiyot taragqiyotiga tamal toshi
qo‘ygan adabiy manbalardagi tasavvuf terminlari xususiyatlari ko‘rib chigiladi. Ushbu davr
turkiyzabon adabiyoti sodda va ravon ifodalarga asoslanganligi hamda didaktik va diniy-mistik
xususiyatlarga egaligi bilan ajralib turadi. Tasavvuf terminologiyasini o‘rganish uchun asosiy manba
sifatida e’tirof etiladigan asarlar gatoriga birinchi navbatda quyidagilar Kiritilishi magsadga
muvofiq:

1. Mahmud Koshg‘ariyning «Devonu lug‘atit-turk» asari®. Garchi bu asar XI asrda yaratilgan
bo‘lsa ham va dastlabki turkiy leksikaning begiyos manbai sifatida tan olinsa-da, u oz ichiga
islomgacha bo‘lgan davrlarda tegishli ruhiy holatlarni ifodalash uchun qo‘llanilgan va so‘fiylar esa
keyinchalik gayta izohlagan terminlarni o‘z ichiga olishi bilan ham ahamiyatlidir .

2. Ahmad Yugnakiyning «Hibbatu-l-hagoig» («Haqigatlar tuhfasi», XII asr) — turkiy tilda
islom odobini bayon etishdagi birinchi urinishlardan hisoblanadi®.

! By xakna kapanr: bonra6oes X. Mymro3 cy3 kanpu. — T.: Anonat, 2006, 5.38-46

2 by xakzaa kapaur:Komumos H. TacasByd. — T.:Masapoyrnaxp-Y36ekncron, 2020, 448C.

3 Ucnom TacaBBydu mauGanapu / Tacayd) Hasapuscy Ba Tapuxu. Hampra Taiiépnosun H. Bonra6oes. — T.:VkuryBun,
2005, b 38-43

4 Maxmyn Kourrapuii, “JleBony syrotur Typk» Tapxumon Conux Mytamm6os. 1-2-3 xumuiap. T:®@an, 1960,
1963,1963.

SAxman IOrnakuit. Xubary-n-xakoiuk, Tysysun K.Conukos. —Tomkent: Axkagemuamp, 2019. 168 6.
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3. Yusuf Xos Hojibning «Qutadg‘u bilig» («Saodatga yo*‘llovchi bilimy, XI asr). Bu asarning
o‘rganilayotgan masalaga ta’siri keyingi asrlarda o‘ta salmoqli bo‘lgan).

4. Xoja Ahmad Yasaviy (XII asr) va uning shogirdlari tomonidan tuzilgan «Devoni hikmaty
(«Hikmatlar kitobi») asari?. Bu asar Xoja Ahmad Yassaviyga taallugli iboralari to‘plami sifatida
ilmiy muomilaga kiritilgan

5. Xorazmiyning «Muhabbatnomay» (XII1 asr) dostoni turli tuman tasavvuf ramzlariga boy
she’riy asardir®.

6. Alisher Navoiyning ijodi (XV asr) — avvalgi barcha an’analarni jamlagan chig‘atoy tilining
yuksak cho‘qqisi. Uning asarlari («Nasoyimul muhabbat», g‘azallar) so‘fiy g‘oyalarga to‘la®.

Bu adabiy manbalardagi tasavvuf terminlari bir nechta vazifani bajaradi:

« Tarjima vazifasi: Arabiy-forsiy falsafiy-diniy tushunchalarini turkiy tilga moslashtirish.

o Didaktik vazifasi: Arab va fors tillarini bilmaydigan keng ommani ma’rifatlashtirish.

« Badiiy vazifasi: Kuchli she’riy obrazlar va metaforalar yaratish.

o Mistik vazifasi: llohiy zot jamoliga yetishishning so‘z bilan ifodalanmas tajribasini
tasvirlash.

Mazkur manbalardagi tasavvuf terminlarini shartli ravishda quyidagi guruhlarga bo‘lish
mumkin:

1. llohiy zot va uning sifatlarini tasvirlovchi terminlar.
2. Tariqgatlarni tasvirlovchi terminlar.
3. Axlogiy tushunchalar va asosiy metaforalarni tasvirlovchi terminlar.

1. llohiy zot va uning sifatlarini tasvirlovchi terminlar

e Xo‘do / Xudo / Alloh — llohiy zotni ifodalovchi terminlar. «Xo‘doy» — fors tilidan olingan
bo‘lib, arabcha «Allohy bilan birga turkiy tilli she’riyatda asosiy atamaga aylangan.

« Ishg/ Muhabbat (Sevgi). Ishqg (arab. ishq) — oddiy sevgi emas, balki so‘fiy yo‘lida asosiy
harakatlantiruvchi kuch bo‘lgan ilohiy, ekstatik, hammadan ustun bo‘lgan kuchdir. Yassaviy va
Navoiyda bu markaziy termindir.

e Haqg/Haqiqiy (Hagigat/Hagigiy). Hag — Xudoning ismlaridan biri bo‘lib, Mutlag Hagigat
va Voge’likni anglatadi. Hagiqgat (arab. hagiga) so‘fiy yo‘lining nihoiy magsadi — llohiy Hagigatni
anglash bosgichiga yetishishni anglatadi.

e Soqiy — tasavvufing sharob metaforasida: sharob (llohiy muhabbat, bilim) quyadigan kishi.
Ko‘pincha Soqiy obrazi — ustoz (pir, murshid) yoki Xudoning o‘zidir.

So‘fiy yo‘li (Tariqgat) terminlari

e Topil / Tarigat — ma’naviy takomil yo‘lining o‘zi.

o Sayil / Saluk —ushbu yo‘lda sayohat, safar. Ko‘pincha ikki yo‘nalishli ma’noga ega: haqiqiy
ziyorat (haj) va jonning Xudo huzuriga ichki his tuyg‘ular bilan safari.

e G‘arib / G‘uriba (Sayyoh/lar, begona/lar). So‘fiy/lar bu dunyodagi mangu sayyoh/lar
bo‘lib, u/larning hagiqiy vatani Xudo huzuridir.

! TOcyp Xoc Xoxu6.Kyramury O6unur. Caopmatra onrryeun OunumM. Hampra Taiiépiosun B, Tyxuues.
Towmkent:Yynnon, 2007, 200 C.

2 Xoxa Axman Slccasuii. “JleBonn xukmar”.-TomkenT: MosapoyHHaxp Hampuétu. 2004, 112 C.

3 Xopazmuii. Myxa66atnoma. My6opak makty6iap. Hampra taiiépnosunnap M. A6yBoxunosa Ba 6. Toumkent: Fadyp
Fynowm, 1987, b. 9-41

4 Ammep Hapowmii. Hacoiium yi-myxa66at / Mykamman acapnap tymiamu/. 17-tom. - T.: ®an, 2001. - 520 c.
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o Faqir/Darvish —kambag‘al, gado. Bu moddiy jihatdan kambag‘allikni ifodalochi terminlar
emas, balki dunyoviy narsalarga beparvolik va Xudoga mutlag bog‘liglikni anglatadigan ma’naviy
kambag‘allikni ifodalovchi terminlardir.

e Pir/ Murshid / Ota (Ustoz) — ma’naviy ustoz. Yassaviy va uning shogirdlarida ko‘pincha
yaqinlik va hurmatni ta’kidlovchi turkiy «Ota» so‘zi ishlatilgan.

e Murid (Shogird) — o°z irodasini ustozga topshirgan Kishi.

. Axlogiy-ruhiy tushunchalarni ifodalovchi terminlar:

e Nafs (Qalbning yomon tomoni, havoyi nafs, xudbinlik). Nafs bilan kurashish — so‘fiyning
asosiy kurashi (jihodu-l-akbar — ulug* jang).

e Dunyo (Dunyoviy, foniy dunyo) — ko‘pincha Oxirat (Mangu hayot, oxirat)ga garama garshi
qo‘yiladi. Dunyodan uzoglashish ma’naviy taragqqiyotning zarur shartidir.

o Sabr (Sabr-togat) — yo‘ldagi giyinchiliklarda sabr-togatli bo‘lish.

e Shukr (Shukr) — har ganday sharoitda Xudoga shukr gilish.

Asosiy metaforalar va ramzlar

Tasavvuf she’riyati tizimli metaforalar (ishoratlar) asosida qurilgan bo‘lib, ular fagat xoslarga
tushunarli.

e May / Boda (Sharob) — llohiy muhabbat (ishq), ekstatik bilim, hidoyat ramzi. Undan mast
bo‘lish — mistik hol (hol)dir.

e Mehr / Quyosh (Quyosh) — Xudo, hagigat nuri va ma’naviy nur manbai ramzi.

e Bulbul / Gul (Bulbul va Atrgul) — klassik metafora. Bulbul — Xudoni (Atrgulni) ishq va
sadogat bilan sevadigan jon.

e Zulf/ Xol / Halga (Mahbubning zulflari, xoli, halgasi) — dunyoda llohiy zohir bo‘lishning
murakkab va anglab bo‘lmas yo‘llari bo‘lib, ular bir vagtning o‘zida ham Hagiqatni yashiradi, ham
ochib beradi.

Terminlarning lingvistik xususiyatlari va kirib kelish yo*llari:

1. Arab vaforstillaridan bevosita o‘zlashtirish: Terminlarning ko‘pchiligi to‘g‘ridan-to‘g‘ri
arab va fors tillaridan kirib kelgan bo‘lib, ko‘pincha asl talaffuzni saglagan (nafs, sabr, Haq,
tarigat).

2. Kalkalash (semantik o‘zlashtirish): Turkiy so‘zlar yangi, so‘fiy ma’no bilan to‘lirilgan:
Yol (yo‘l) — «tarigat» ma’nosida, Ota (ota) — «pir, murshid» ma’nosida,O‘g‘ri (o‘g‘ri) —
yurakni «o‘g‘irlaydigan» yoki llohga «yashirincha» yaginlashayotgan so‘fiy.

3. Yangi so‘z birikmalarining paydo bo‘lishi: Turkiy so‘zlarning o‘zlashma so‘zlar bilan
birikishi orgali: ishqg kuyi (ishq o‘ti), Haqg yo‘li (haqgiqat yo‘li).

Tasavvuf terminlarining XI1-XV asrlardagi Markaziy Osiyo turkiyzabon adabiyotiga ko*chishi
quyidagi jarayonlar rivojini ta’minladi:

1. Terminologik tizimning shakllanishini davom ettirdi: XII-XV asrlarda turkiy leksikada
arabiy-forsiy leksemalardan faol foydalanish asosida tasavvuf tafakkurining butun chuqurligini
ifodalay oladigan kuchli va boy tasavvuf terminlari tizimi yaratildi.

2. Madaniyatlar birlashuvini yengillashtirdi: Turkiyzabon tasavvuf adabiyoti ko‘chmanchi
turkiy madaniyatining fors va arab diniy an’analari bilan birlashuvining jonli namunasiga aylandi.
Bu birlashuv shunchaki mexanik emas, balki organik ravishda amalga oshgan, unda turkiy obrazlar
va so‘zlar yangi ma’nolar bilan to‘Idirildi.

3. Omma va xoslar darajalarining farglanishiga asos soldi: Yassaviyning ijodi («Devoni
hikmaty) turkiy leksika va sodda obrazlarga urg“u bergan holda, ko‘proq xalqiy, tushunarli gatlamni
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ifodalaydi. Navoiy she’riyati — bu xalq an’analarining fors she’riy madaniyati bilan sintezi bo‘lib, u
yerda so‘fiy terminologiya yuksak murakkablik va nazokat darajasiga erishgan.

4. Metaforalar badiiy asarlarda asosiy o‘rin egallay boshladi: Tasavvuf terminlari nafagat
tushunchalarga ishoralar sifatida, balki may, ishq, sayohat va atrgul kabi murakkab g‘oyalarni
kishilarga tushunarli bo‘lgan va hissiy jihatdan oson gabul gilinadigan ko‘p qirrali ramzlarga
aylangan murakkab she’riy tizim elementlari sifatida xizmat qildi.

5. Madaniy meros sifatida shakllandi: Ushbu davrda shakllangan terminologik apparat va
obrazli tizim Markaziy Osiyo turkiyzabon adabiyotining keyingi davrlardagi rivoji uchun asos soldi
va mintaga xalglarining dunyoqarashlari va tillarining shakllanishiga katta ta’sir ko‘rsatdi.

Shu tariga, tadqiqot avvalida qo‘yilgan savollarga quyidagicha javob beriladi: XII-XV asrlarda
tasavvufiy terminlar turkiy adabiyot til tarkibida mukammal shakllangan, arab va fors tilidan kirib
kelgan terminologiya bilan boyitilgan va adabiy tilda o‘ziga xos uslubiy vazifalar bilan
ta’minlangan. Ular tarjima, ma’rifiy, badiiy va mistik vazifalarni bajarib, madaniy integratsiya va
turkiyzabon adabiyotning rivojida muhim o‘rin tutadi. Markaziy Osiyoda tasavvuf terminlari
tizimining shakllanishi va tarixiy taraqgiyotini yanada keng qirrali tahlilga tortish va boshqga
tillardagi ta’sirini o‘rganishni istigbolli ilmiy yo‘nalishlar sifatida belgilash mumkin.

N Y /a
= e8P o

HINDIYDAN O‘ZBEK TILIGA BADITY TARJIMADA
GENDERONIMLARNING BERILISHI

NILUFAR XODJAYEVA
PhD, Toshkent davlat shargshunoslik universiteti,

R

— -

Annotatsiya. Ushbu maqolada hindiy tilidan o ‘zbek tiliga badiiy tarjimalarda genderonimlarning
ifodalanishi va ularning adekvat berilishi masalasi tahlil gilinadi. Maqgolada hindiy va o ‘zbek tillaridagi
gender tizimining grammatik va leksik xususiyatlari, murojaat shakllari hamda madaniy omillari giyosiy
Jihatdan o ‘rganilgan. Turli badiiy matnlardan olingan misollar asosida genderonimlarning tarjimadagi
semantik va uslubiy muvofiqligi izohlangan. Shuningdek, tarjimonlar uchun genderonimlarni to ‘g ‘ri qo ‘llash
bo ‘yicha metodik tavsiyalar berilgan. Tadqiqot natijalari hindiy—o ‘zbek tarjima amaliyotida gender
ifodalarini yanada mukammal va aniq aks ettirish imkonini yaratadi. Badiiy tarjimada genderonimlarning
to ‘g ‘ri berilishi nafaqat lingvistik, balki madaniy moslikni ta’minlashda ham muhim ahamiyatga ega. Hindiy
tilida genderni ifodalashda qo ‘llaniladigan affikslar va murojaat shakllari ko ‘pincha ijtimoiy ierarxiya,
hurmat va masofa bilan chambarchas bog liq bo‘lib, ularni o‘zbek tiliga adekvat ko ‘chirish alohida
yondashuvni talab giladi. Tadqgiqot davomida genderga oid birliklarning konnotativ ma’nolari ham tahlil
qilinib, ularning o ‘zbek tilidagi mugobillari bilan semantik uyg ‘unligi o ‘rganildi. Shuningdek, tarjima
Jjarayonida gender neytral yoki gender sezgir konstruktsiyalarning qanday strategiyalar orqali berilishi
alohida yoritildi. Ba’zi hollarda hindiy tilidagi genderonimlar o ‘zbek tilida bevosita ekvivalenti bo ‘Imagani
sababli, tarjimon kontekstual interpretatsiyadan foydalanishga majbur bo ‘lishi aniglangan. Magolada
genderonimlarning tarjimada noto ‘g ‘ri berilishi matnning uslubiga, obrazlar xarakteriga va kommunikativ
niyatiga salbiy ta Sir ko ‘rsatishi mumkinligi ilmiy dalillar asosida ko ‘rsatib o ‘tilgan. Xulosa sifatida, gender
tizimining chuqur o ‘rganilishi hindiy—o ‘zbek tarjima jarayonida aniqlik, badiiylik va madaniy moslikni
ta’'minlashda muhim omil ekani ta’kidlanadi.
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Kalit so‘zlar: genderonim, hindiy tili, o ‘zbek tili, badiiy tarjima, grammatik jins, murojaat shakllari,
tarjima nazariyasi.

Abstract. This article analyzes the representation of genderonyms in literary translations from Hindi into
Uzbek and the issue of their adequate rendering. The study examines the grammatical and lexical features of
the gender system in Hindi and Uzbek, forms of address, and cultural factors in a comparative aspect. Based
on examples from literary texts, the semantic and stylistic correspondence of genderonyms in translation is
explained. In addition, methodological recommendations are provided for translators to use genderonyms
correctly. The results of the research create opportunities for more precise and complete reflection of gender
expressions in Hindi-Uzbek translation practice. The accurate rendering of genderonyms in literary
translation is crucial not only for linguistic equivalence but also for ensuring cultural appropriateness. In
Hindi, the use of gender-related affixes and forms of address is closely tied to social hierarchy, respect, and
interpersonal distance, which requires a special approach when transferring them into Uzbek. The study also
examines the connotative meanings of gender units and evaluates their semantic compatibility with their
Uzbek counterparts. Furthermore, the article highlights the strategies used to translate gender-neutral or
gender-sensitive constructions. In some cases, due to the absence of direct equivalents for Hindi genderonyms
in Uzbek, the translator has to rely on contextual interpretation. The article demonstrates, supported by
linguistic evidence, that incorrect rendering of genderonyms can negatively affect the style, character
portrayal, and communicative intention of the text. In conclusion, the study emphasizes that a deep
understanding of the gender system is an essential factor in ensuring accuracy, artistic quality, and cultural
adequacy in Hindi-Uzbek literary translation.

Keywords: genderonym, Hindi language, Uzbek language, literary translation, grammatical gender,
forms of address, translation theory.

Annomavua. /lannas cmamesi aHanusupyem penpe3eHmayuio 2eHOEPOHUMO8 6 XYOOHCeCMBEHHbIX
nepesodax ¢ XuHOU Ha Y30eKCKull A3bIK U npodremy ux aodekeamuou nepeoadu. B uccrnedosanuu 6
CPABHUMENTLHOM ACHeKme PACCMAMPUBAIOMCS SPAMMAMUYECKUE U TeKCUdecKue 0COOEeHHOCTNU 2eHOEPHOU
cucmemvl XUHOU U Y30EKCK020 s13bIK08, (hopMbl oOpawenus u KyaivmypHuvle gaxmopsl. Ha ocnose npumepos
U3  Xy0O0XCeCMBEHHbIX MEKCMO8 O0BACHACMC CeMAHmuyeckoe U CMUIUCMU4ecKkoe CoOmeemcmesue
2eHOepoHUMO8 8 nepesode. Kpome moeo, npusooames memoouueckue pekomeHoayuu 0jisk NePeBoOUUK08 no
KOpPEKMHOMY UCHONb3068AHUIO 2eHOePOHUMOS. Pe3ynbmamul ucciedosanus co30aiom 603MONCHOCMU 05
Oonee MOYHO2O U NOHO20 OMPANCEHUS 2EHOEPHOUL IKCNPECCUU 8 NPAKMUKE XUHOU-Y30EKCKO20 Nepesood.

Tounas nepedaua 2eHOEPOHUMOB 8 XYOOHICECMBEHHOM NEPeBode BAMNCHA He MOIbKO 0/ obecneyeHus
JIUHEGUCTNUYECKOU DKBUBATEHMHOCIU, HO U Ol COOT00eHUs KVIbIMYPHOU adexgamuocmu. B a3vike xunou
UCNONb308aHUE 2eHOEPHbIX ApPUKCO8 U popm obpaweHus MecHO CEA3aHO C COYUATLHOU uepapxuetl,
VBAJICEHUEM U MENCTUYHOCMHOU Oucmanyuel, 4mo mpebyem 0cob020 no0xo0a npu nepeoave ux Ha
y30exckutl s3blK. B uccnedosanuu makoice paccmampuearomcs KOHHOMAMUBHbIE 3HAYEHUS. 2eHOEPHbIX
eOUHUY U OYEHUBACMCS UX CEMAHMUYECKAs COBMECHUMOCb ¢ y30ekckumu ananoeamu. boree mozo, 6
cmamve 0C8ewarmes cmpamecuu nepeeood 2eHOEePHO-HEeUMPAIbHbIX UIU 2eHOEPHO-4YECMEUMETbHbIX
KOHCIpPYKYUll. B Hexomopwix ciyuasx, u3-3a OmMcymcmeust npsmbiX IKGUGATIEHMOE8 2eHOEPOHUMO8 XUHOU 6
V30EKCKOM S13bIKe, NEePeBO0UUKY NPUXOOUMCS ONUPAMbC HA KOHMEKCTYanibHylo unmepnpemayuio. Ha
OCHOBE 53bIKOBbIX OAHHBIX NOKA3AHO, YMO HEKOPPEeKMHAsl nepedaid 2eHOEPOHUMO8 MONCENm OMPUYAMETbHO
NOGIUAMb HA CMUTL NPOU3BEOEHUsl, XAPAKMEPUCTNUKY NEPCOHANCell U KOMMYHUKAMUBHOE HAMepeHue
mekcma. B 3axmouenue noouéprkueaemcs, umo 2mnyboxkoe NOHUMAHUE 2eHOEPHOU CUCTeMbl SGIAEmCs
BACHBIM (DaKMOpom Onist 0becnedeHuss MOYHOCMU, XYO0XHCeCMBEHHOCMU U KVIbMYPHOU A0eK8AMHOCMU 6
XUHOU—Y30EKCKOM XYOO0IHCECMBEHHOM Nepegooe.

Knioueevie cnosa: cendeponum, s3blK XUHOU, Y30EKCKUU S3bIK, X)YOOIHCECMBEHHbIU Nepesoo,
epammamuyeckutl poo, gopmvl 0bpawerus, meopusi nepeood.

KIRISH. Tilning jamiyatdagi eng muhim vazifalaridan biri — ijtimoiy munosabatlarni tartibga
solishdir. Gender tizimi esa ushbu munosabatlarning muhim tarkibiy qismi bo‘lib, u har bir xalqning
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tarixiy tajribasi, ijtimoiy tuzilmasi, dunyoqarashi va madaniy qadriyatlari bilan uzviy bog‘liqdir.
Hindiy va o‘zbek tillari grammatik tizimida gender kategoriyasining turlicha namoyon bo‘lishi
tarjima jarayonida ko‘plab lingvistik va madaniy muammolarni keltirib chiqaradi. Ayniqgsa, badiiy
tarjimada genderonimlarning to‘g‘ri va adekvat berilishi matnning obrazlar tizimi, uslubiy yaxlitlik,
muallif niyati va qahramonlarning xarakterini saqlab qolishda nihoyatda muhimdir.

Hindiy tilida gender kategoriyasi morfologik, leksik va pragmatik jihatdan keng ifodalanadi.
Unda jinsga oid affikslar, hurmat va masofa bildiruvchi murojaat shakllari, ijtimoiy pog‘onani aks
ettiruvchi gender markerlari faol qo‘llanadi. O‘zbek tilida esa grammatik jins mavjud bo‘lmaganligi
sabab, jinsga oid ma’no ko‘proq leksik birliklar, gap konteksti va pragmatik vositalar orqali
ifodalanadi. Shu tufayli hindiy tilidagi genderonimlarni o‘zbek tiliga to‘g‘ri ko‘chirish jarayonida
semantik torayish, ma’no yo‘qolishi, uslubiy o‘zgarish va madaniy mos kelmaslik holatlari ko‘p
uchraydi.

Mazkur maqola ushbu masalalarni ilmiy jihatdan chuqur yoritishni maqsad qiladi.

NATIJALAR. Tilning jamiyatdagi eng muhim vazifalaridan biri — ijtimoiy munosabatlarni
tartibga solish va ularni ma’lum madaniy doirada boshqarishdir. Gender tizimi esa ushbu
munosabatlarning ajralmas qismi bo‘lib, u har bir xalgning tarixiy tajribasi, dunyoqarashi, ijtimoiy
tuzilmasi va qadriyatlari bilan bevosita bog‘liq. Hindiydan o‘zbek tiliga badiiy tarjimalarda
genderonimlarning to‘g‘ri va aniq berilishi tarjimaning mazmuniy aniqligi, uslubiy uyg‘unligi
hamda madaniy mosligini ta’minlashda muhim o‘rin tutadi. Chunki hind va o‘zbek tillarining gender
tizimi o‘rtasida sezilarli farqlar mavjud bo‘lib, ular tarjima jarayonini murakkablashtiradi.

Hindiy tilida gender kategoriyasi grammatik, leksik va pragmatik jihatdan aniq ifodalanadi.
Unda jismoniy jins bilan birga, ijtimoiy masofa, hurmat darajasi, ierarxiya, oilaviy maqom kabi
ko‘rsatkichlar ham gender bilan chambarchas bog‘ligq. O‘zbek tilida esa grammatik jins mavjud
emas, jinsga oid ma’no asosan leksik birliklar va kontekst orqali beriladi. Shuning uchun hindiy
gender tizimini o‘zbek tilida adekvat aks ettirish lingvistik va madaniy tafakkurning to‘qnashuviga
olib keladi.

Mazkur maqolada hindiy va o°‘zbek tillarining gender tizimi nazariy tahlil qilinib,
genderonimlarning badiiy tarjimada semantik, stilistik va madaniy mosligi masalalari atroflicha
yoritiladi. Matn ilmiy-nazariy yondashuv doirasida, misollarsiz, fagat ilmiy asosda taqdim etiladi.

Gender kategoriyasi — bu jismoniy jinsdan tashqari, nutq egasining jamiyatdagi o‘rnini, ijtimoiy
maqomini, oila va jamiyatdagi rolini belgilovchi murakkab lingvomadaniy birlikdir. Zamonaviy
tilshunoslikda gender nafagat grammatik belgi, balki ijtimoiy-psixologik tushunchalar majmui
sifatida ham o‘rganiladi. Har bir til jinsiy differensiallarni o‘ziga xos tarzda aks ettiradi. Shuning
uchun gender kategoriyasi tarjima jarayonida o‘zining milliy-madaniy xususiyatlari bilan birga
ko‘chishi talab etiladi.

Tilshunoslar gen-der kategoriyasining shakllanishida antropologik mafkura, ijtimoiy
stereotiplar, madaniy kodlar va mentalitetning asosiy rol o‘ynashini ta’kidlaydilar. Bu omillar
tarjimada ko‘pincha sezilmas tarzda yo‘qolib ketadi, natijada matnning semantik to‘liqligi pasayadi.

Hindiy tili grammatik jins tizimining rivojlanganligi bilan ajralib turadi. Unda jins kategoriyasi
ko‘plab grammatik birliklarga taalluglidir. Gender tizimi hind jamiyatidagi ijtimoiy masofa, hurmat,
yosh, maqom, mansublik kabi ko‘p darajali ijtimoiy struktura bilan uzviy bog‘langan.

Hind nutq madaniyatida gender kategoriyasi faqat grammatik emas, balki faol pragmatik
mexanizmdir. Jins shaklidagi birliklar nutqiy muloqotda ijtimoiy mavqega mos tarzda qo‘llanishi
shart bo‘lgan madaniy norma sifatida qaraladi. Shuning uchun ularni tarjimada to‘g‘ri ko‘chirish
ijtimoly maqsadga moslik masalasiga aylanadi.
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O‘zbek tili grammatik jinsga ega emas. Bu til tizimida gender lisoniy ko‘rinishlar leksik,
semantik va kontekstual vositalar orqali beriladi. O‘zbek tilidagi gender ifodasining asoslari
quyidagicha:

e jinsga oid ma’no ijtimoiy vaziyat orqali shakllanadi;

e hurmat, ehtirom, masofa kabi madaniy xususiyatlar genderning o‘rnini bosadji;

e 0°‘zbek madaniyatida jinsiy rollar ko‘proq ijtimoiy-madaniy kontekst bilan belgilanadi.

Shu sababli hindiydan tarjimada genderonimlarning ko‘plab semantik qirralari o‘zbek tilida
qayta talqin qilinishga majbur bo‘ladi.

Genderonimlar badiiy matnda quyidagi vazifalarni bajaradi:

personajlar o‘rtasidagi ijtimoiy masofani aniqlash;

mavqe, yosh, maqom va oila munosabatlarini yoritish;

nutqiy etikani takrorlash;

badiiy obrazlar psixologiyasini shakllantirish;

dialog va nutq oqimidagi subyektiv-emotsional bo‘yoqni belgilash.

Gender markeri mavjud bo‘lgan badiiy matn tarjimada o‘zining to‘liq mazmuni bilan o‘tishi
uchun tarjimon milliy mentalitet, ijtimoiy munosabatlar tizimi va nutq etikasi haqidagi bilimlarga
ega bo‘lishi zarur.

Hind adabiyotida gender ifodasi nafaqat jismoniy jinsni, balki ijtimoiy rolni, oila ichidagi
tuzilmani, madaniy qadriyatlarni va tarixiy stereotiplarni oz ichiga oladi. Hindiy badiiy til bu orqali
Jjamiyatdagi ijtimoiy struktura, qadriyatlar tizimi, shaxslar o‘rtasidagi munosabatlarni marom bilan
aks ettiradi. Shuning uchun hindiy matndagi gender birliklarini o‘zbek tiliga o‘tkazishda ularning
1jtimoly va madaniy mazmuni albatta qayta talqin qilinadi.

Hindiydan o‘zbek tiliga tarjimada genderonimlar bilan bog‘liq quyidagi asosiy muammolar
kuzatiladi:

» Grammatik jinsning mos kelmasligi — o‘zbek tilida jins grammatik jihatdan ifodalanmaydi.

» Ijtimoiy masofa va hurmat darajasining nosimmetriyasi — hindiy nutqda kuchli, o‘zbekchada
esa yumshoq.

» Keng ma’noli gender birliklarining qisqarishi — tarjimada semantik hajm yo‘qoladi.

» Kontekstning yuqori ahamiyati — ayrim gender belgilarini faqat keng matn asosida tushunish
mumkin.

» Madaniy stereotiplarning mos kelmasligi — hind jamiyati oila tizimi o‘zbek madaniyatidan
farq qiladi.

Hindiy va o‘zbek tillari gender tizimining o‘ziga xosliklari ularning badiiy tarjimada qanday
namoyon bo‘lishini chuqur tahlil qilishni talab etadi. Genderonimlarning to‘g‘ri berilishi badiiy
matnning mazmuniy yaxlitligi va personajlararo munosabatlarning tabiiy tasvirini saqlashda hal
qiluvchi o‘rin tutadi. Gender tizimining lingvokulturologik xususiyatlarini chuqur o‘rganish
tarjimaning nafaqat til darajasida, balki madaniy kontekstda ham to‘g‘ri talqin qilinishini
ta’minlaydi. Hindiy tilida genderning grammatik belgilari izchil namoyon bo‘lgani uchun tarjimon
ushbu belgilarni o‘zbek tilida semantik moslashtirish orqali aks ettirishi zarur bo‘ladi. Tarjima
jarayonida genderonimlarning ma’no ko‘lami torayib yoki kengayib ketishi ehtimoli mavjud bo‘lib,
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bunday holat matndagi pragmatik effektning o‘zgarishiga olib keladi. O‘zbek tilida genderning
kontekstga bog‘ligligi tarjimonni har bir birlikning vaziyatga mos funksiyasini puxta tahlil gilishga
undaydi. Genderonimlarning badiiy matndagi ijtimoiy, psixologik va emotsional yuklamalari ularni
to‘g‘ri tarjima qilish orqali to‘liq saglanishi muhim sanaladi. Tarjimon gender birliklarining emik va
etik mazmunlarini farqlab, ular orasidagi madaniy moslikni aniqlashi lozim. Ba’zi genderga oid
lisoniy vositalar o‘zbek tilida to‘g‘ridan-to‘g‘ri ekvivalentga ega bo‘lmagani sababli, ularni o‘rinli
tarzda talqin etish tarjimonning eng muhim vazifasiga aylanadi. Hind jamiyatiga xos ijtimoiy-
madaniy tartib va ierarxiya genderonimlarda chuqur aks etgani uchun ularni tarjimada yo‘qotish
matnni milliy koloritidan mahrum qilishi mumkin. Tarjimon gender tizimiga oid lingvistik va
ekstralingvistik omillarni birgalikda tahlil qilgandagina badiiy matnning to‘laqonli tarjimasiga
erishilishi mumkin. Genderonimlarning adekvat berilishi tarjimaning gabul giluvchiga ta’sirchan
bo‘lishini, matnning mazmun, uslub va badiily ohangini tabiiy ravishda saqlab qolinishini
ta’minlaydi.

XULOSA. Hindiydan o‘zbek tiliga badiiy tarjimada genderonimlarning adekvat berilishi
nafaqat lingvistik moslik, balki badiiy matnning uslubiy, semantik va madaniy yaxlitligini
ta’minlashda muhim omil hisoblanadi. Har ikki tilning gender tizimi tubdan farq qilgani uchun
tarjimada jins, ijtimoiy maqom, hurmat, masofa kabi mazmunlar qayta talqin qilinadi.

Tadqiqot shuni ko‘rsatadiki, hindiy tilidagi gender tizimi murakkab, ko‘p qatlamli va ijtimoiy
jihatdan sezgir. O‘zbek tilida esa gender asosan semantik va nutqiy kontekst orqali berilgan.
Shuning uchun genderonimlarni tarjimada to‘g‘ri qo‘llash tarjimonning lingvistik mahorati,
madaniyatlararo kompetensiyasi va badily sezgirligidan dalolat beradi. Hindiy va o‘zbek tillari
gender tizimining o‘ziga xosliklari ularning badiiy tarjimada qanday namoyon bo‘lishini chuqur
tahlil qilishni talab etadi. Genderonimlarning to‘g‘ri berilishi badily matnning mazmuniy yaxlitligi
va personajlararo munosabatlarning tabiiy tasvirini saqlashda hal giluvchi o‘rin tutadi. Tadqiqot
shuni ko‘rsatadiki, tarjimon lingvistik muvofiqlikni ta’minlash bilan birga, madaniy kodlarni mos
ravishda talqin qilishga ham mas’uldir. Hindiy gender tizimining ko‘p qatlamli xarakteri tarjimada
kontekstni chuqur anglash va nozik semantik farqlarni hisobga olishni zarur qiladi. O°zbek tilining
gender neytralligi tarjimonda mos strategiyalarni tanlash, uslubiy kompensatsiya yoki madaniy
moslashtirishdan foydalanishni talab qiladi. Tahlil gilingan nazariy jihatlar tarjima jarayonida
genderga oid birliklarni aniqlik bilan aks ettirish uchun keng ilmiy asos yaratadi. Shu bilan birga,
genderonimlarni tadqiq etish hindiy—o‘zbek badily tarjimasining kelajakdagi rivojlanish
yo‘nalishlarini belgilashda muhim ilmiy va amaliy ahamiyatga ega ekanini tasdiglaydi.
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Abstract:

Abdurrauf Fitrat was a renowned Jadid scholar, writer and visionary of the early decades of the 20™
Century Turkestan who became a leading member of the Soviet power elites of Central Asia after the
Bolshevik Revolution. However, as the common tragic fate of every Jadid Bolshevik leaders of the Soviet
Uzbekistan, Fitrat had also experienced political purges and death penalty for ideological clashes with the
socialist experiment of the Soviet power. His name was suppressed and works were completely removed from
common access throughout the seventy years of the rule of the USSR. The post-soviet Uzbek state had
restored and resurrected Fitrat along with the rest of the Jadid scholars. Here, the significance of two
specific works of Fitrat, in the context of Indo-Uzbek intellectual and cultural exchanges will be addressed.

Aim:

This paper will discuss the significance of Abdurrauf Fitrat’s two texts on India ( Hindustan) , namely,
‘Bayanat-i-Sahay-i- Hind’ and ‘Hind Ixtilolchilari. 'His view on colonial India in two distinct phases deserve
to be accessible in the form of translation and develop a new direction towards the Indo-Uzbek literary
connectivity and historiographical relevance.

Methods & Style:

The paper will follow an empirical study on major references on the texts and try to situate the two text
on their own distinctive historical contexts.

It will also situate Fitrat in the complex context of the Jadid intellectual movement and its relation with
the Bolshevik movement. The ideological frame of the two parallel social movements will be analysed on
their mutual points of convergence and divergence.

Important publications on Fitrat , relevant for the topic will be consulted and referred in support of the
tentative hypothesis. However, the research gap will be addressed with major arguments based on original
thoughts and interpretations.

Result:

In the final analysis, the need for the translations of Fitrat’s works will be situated in the wider context
of translating drive under the USSR and afterwards.

Conclusion:

This paper will highlight the need for reviving translation works for the benefit of Indo-Uzbek relations.
This work has attempted to develop further proximity in literary, cultural and historical understanding
between the two lands and further enhance the emotional ties between the people of the two neighbouring
states with a time-tested mutual ties and cordiality.

Key words: Fitrat, Jadid, Uzbek, Soviet Union. Bukhara, Hind, Bolshevik.

Introduction
Abdurrauf Fitrat remained a towering figure in the formative phase of Uzbek nation as part of
the Soviet Union (the USSR). Fitrat as a leading Jadid scholar from the city of Bukhara was involved
in a multidimensional progressive movement that aspired to create a new social atmosphere through
the introduction of the new method schools. Jadidism as a collective value system tried to eradicate
every aspects of exploitation, extortion, inequality and injustice in the traditional state of Bukhara
that was governed by the local Emirs, supported locally by the religious heads and teachers and
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protected by the Russian Empire. With the illuminating power of knowledge the Jadids aspired to
address the social stagnation of the traditional Islamic world across Turkey and Eurasia (that
included large part of Central Asian oasis zone and the Tatar region of Russian territory). As a Jadid
aspirant Fitrat had availed his education from the renowned Madrasas of Bukhara and Istanbul which
allowed him the exposure to the rich cosmopolitan ambience of those centres of traditional
Islamicate cultures. Jadidism had grown its perspectives within the traditional framework of Islamic
learning centres and then broke away from within the given structures of madrasa education.
Bukhara being one of the most well recognised centre for Islamic education had also worked well
as a conglomeration of the transformation of this traditional knowledge-system from within — the
group of young scholars or visionaries from diverse cosmopolitan background aspiring for progress
and change, came to be known as the Young Bukhara Movement where Abdurrauf Fitrat had a
pioneering role. Interestingly enough, the dynamics of Jadid movement, especially that of Young
Bukhara had coincided with the call for a socialist revolution under the banner of the Bolshevik
Party in the 1920s. Fitrat was among those progressive Jadids who were impressed by the lofty ideals
of the Bolshevik Revolution and the dream of a socialist world. The turning point for Fitrat was the
moment of the downfall of the Bukharan Emirate with the advent of the Red Army of the Bolshevik
Party and the foundation of a Soviet Turkestan in collaboration with the progressive Jadid
leadership.!

Abdurrauf Fitrat was a renowned Jadid scholar, writer and visionary of the early decades of the
20" Century Turkestan who became a leading member of the Soviet power elites of Central Asia
after the Bolshevik Revolution. The enlightenment of the Jadid visionaries were coopted within the
Bolshevik perspective of a socialist goal with the dream of ending the orthodoxy, backwardness and
exploitation of the traditional emirates and religious dogmatism protected by the Russian tsarist
governance in the Central Asian territories. Fitrat, along with his Jadid compatriots had announced
an all-out protest against the existing local authorities of the Bukharan Emirates even before the
advent of the Bolsheviks in this land. The cry of the Jadids for better educational infrastructure, anti-
corruption drive and call for independence against oppressive rule had gone well in tune with the
Bolshevik call for ‘all power to the Soviets’ and the collaboration between the two movements at
the initial phase was spontaneous and well in tune. However, this harmony between the two major
initiatives did not last long as their ideological premises had come under headlong clash soon after
the question of national self-determination had surfaced. Along with other Jadid-turned-Bolshevik
leaders, Fitrat too faced marginalization, political isolation and finally purge and death sentence.
This tragic hero of Uzbekistan remained unacknowledged throughout the Soviet era as an enemy of
the revolution — unsung and unrecognized.? Bulk of his literary works also remained unknown to
the common people of the land till the end of the USSR. After the independence, the hidden chapter
of the Jadid scholars and their substantive contribution to the land and its people had been
resurrected. Fitrat, one of the most potentially effective scholar and intellectual visionary of that lost
epoch had been reevaluated in the new light of a renewed nationhood. However, in the process,
came up plenty of his literary works with enormous potentials to enrich the Uzbek language and
help the nation and its people flourish in varied dimensions. The literary genius of Fitrat was also

'Borjian,Habib, “Fetrat-Abdur—Al Rauf Bokhari”, Encyclopaedia Iranica, http://www.iranicaonline.org/articles/fetrat-
abd-al-rauf-bokari, Accessed on 20" August, 2025. ii Bennigsen , Alexander, Wimbush, S. Enders, Muslim National
Communism in the Soviet Union: A Revolutionary Strategy for the Colonies , University of Chicago Press, p-33

2 Borjian, H., Encyclopaedia Iranica
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associated with the key positions held by this promising leader in the initial days of the Soviet rule.
His insightful works, already sharp and mature under the academic training of the Jadidist curricula
had been further inspired by the ideologies of nationalism and socialism following the Bolshevik
promise and practice of the early decades. Even when the relation with the revolutionary government
went sour, his writings, in its subtle yet cutting edge style, continued to express his uncompromised
ideological stand as a nation aspiring for self-determination. His unwavering conscience continued
to pour through his writings in overt and covert manner where, in spite of being a part of the ruling
elites, he, like most of his Jadid compatriots, had made his preferred stand in favour of Uzbek
national identity, instead of toeing the Bolshevik hardline of shaping to become a ‘novie sovetskii
chelovek ™, surrendering to the demand of the supra-national grand experiment called Union of
Soviet Socialist Republic.

Bukharan Jadids and the Bolshevik Movement

It was when the Bolshevik power approached the Central Asian region and began to have a
dialogue with the indigenous population of the region mainly inhabited by various ethnic groups
from Turkophone and Persianate language background, there developed a common ground for the
Jadids and the Bolsheviks to challenge the exploitative despotic Emirate and the bastion of religious
orthodoxy. It was during this early decades of the 20" Century that Central Asia had experienced
the advent of Bolshevism led by the Russian revolutionaries inspired by the socialist ideological
principles of Marxism and its implementation through the Leninist discourses and experimentation.
For the aspiring reformers and Jadidist visionaries, the call of the Bolshevik vanguard party for ‘All
power to the soviets’ initially seemed truly appealing and the scope and perspectives of the two
movements seemed to converge well on most of their goals. Fitrat, at that time, was taken within the
inner core of the local leadership of the Central Asian Bolshevik network and became a leading
functionary of the Soviet Turkestan at the very onset of the journey of the Soviet power since 1920s
in the Soviet orient. During this formative phase of Soviet Central Asia, the most significant drive
was initiated on the issue of ethno-political reorientation that led to the most volatile and complex
questions over the Uzbek-Tajik identities. The two age-old neighbours were somewhat artificially
divided on the basis of linguistic orientation and/or choice. The Turkophone (Uzbek) people of the
Bukharan emirate were marked as the Uzbek ethno-linguistic categories distinct from the Tajiks
who belonged to Persian language group. At this decisive moment, Fitrat was found to embrace
Uzbek as his vernacular and dedicated rest of his life in writing and developing this particular branch
of Turkic language , rooted in Chagatai Turkic form.? Fitrat, thus made a conscious choice of his
ethno-linguistic identity at a strange historic juncture where the educated elites of Central Asian
civilizational nucleus, Bukhara and Samarkand, mostly used to a multicultural, cosmopolitan way
of life where bilingual proficiency was common among the educated circle, even in the traditional
structure and opening up towards linguistic agility even further for at least four or more languages
, the new regime’s dictate for one language option to decide the ethno-cultural identity was rather
confusing. It was in this strange moment Fitrat made his choice for Uzbek and remained committed

! Soboleva, Maja, “The Concept of the New Soviet Man” and its Short History, Canadian-American Slavic Studies
51(2017), pp-64-85.brill.com/ccs, accessed on 25" September, 2025.

2 Khalid, Adeeb, Making Uzbekistan: Nation, Empire, and Revolution in the Early USSR, Cornell University Press,
Ithaca and London, 2015, p.129.
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to the language and nationality till he survived. Although many of his early compositions were in
Persian, a language related to Tajik identity as per Soviet ethnographical understanding.!

Image of Hind in Fitrat’s Writings

However, this particular essay will address two of Fitrat’s literary compositions concerning
the ‘Hind’ (Hindustan/India) of his own contemporary times. Although the contexts, issues and
even the language of their composition were distinctly different. Actually, the two texts were
composed in two different phases of Fitrat’s life. One was composed during or just after his
Istanbul days, prior to the advent of the Soviet power, where the youthful Fitrat was addressing
the backwardness of Bukhara and its outdated education causing degenerative tendencies in the
society. This text ‘Bayanat-i-Sahay-i-Hind” was entirely composed in Persian and written from
the perspective of a traveller from Hind. According to Edward Allworth, Fitrat encountered this
“foreigner” when he was a student in Istanbul around 1909-1910 and the book in his pen name
Abd-ur-rauf’ came to be published in 1911-1912.2

Adeeb Khalid, however, held a different position regarding the traveller from Hind. In his
view, the character of this traveller is completely imagined by the author and used as an
allegorical icon to ignite the hidden conscience of the young and dynamic leaders of the land,
largely the Jadids.

“In 1911, Fitrat used a fictional Indian Muslim traveler as a sympathetic but stern
outside critic to list the desiderata of Bukharan reformers. As the Indian travels through
Bukhara, he notes the chaos and disorder in the streets, the lack of any measures regarding
hygiene and public health, the complete lack of economic planning or public education,
and the corruption of morals and improper religious practices. Government officials
(umara) have no consideration for the good of the state; the ulama “drink the blood of the
people” and ordinary people are victims of ignorance.”?

Anyway, whether real or imagined, this unnamed traveller had found the Bukharan life
markedly conservative and rigid against any experimental novelty. Neither could he trace any
welcome note in the traditional knowledge system in this abode of traditional learning, so
renowned throughout the heydays of the Islamicate empires. It was rather found to be averse to
open up for accepting fresh ideas and experiments.

On the other, ‘Hind’ was found to be advancing fast with the Western enlightenment and social
reform projects under the British colonial masters. The text written from the perspective of this
unnamed traveller from India had applauded the process of modernisation experienced in ‘Hind’,
along with the advent of the Western education and reforms which helped to revive the traditional
society from its imminent decadence. Bukhara, in this alien eyes seem to lag behind- such a

! Bazarbayev K. K. Tursun, H. and Sadykova , R., Jadidism as an Educational and a Political Movement in Turkestan
( Central Asia), International Education Studies, Vol. 6, No. 1; 2013, p-877
ii) Begbudieva P.Sh., Ideas Of Mahmudhoja Behbudi Reflected In Publicism, JournalNX Volume 7, Issue 10, Oct. -
2021.
2 Allworth, Edward, Evading Reality: The Device of ‘Abdalrauf Fitrat, Modern Central Asian Reformist (Leiden, The
Netherlands: E. J. Brill, 2002,) p. 35
3 i) Khalid, Making Uzbekistan, p.241.

ii) Yunusovich,Muminov Begali, The Question of the fate of the Nation in the Work of Fitrat, Innovate:International
Multi-disciplinary Journal of Applied Technology, Vol.2, Issue 2, 2024, p.8.
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depressing yet realistic image of this city was strikingly different from its archetypal image of a
lively hub of commerce, culture and learning .

Taking cue from this work, one can locate the objective of Fitrat to put Central Asian context
in comparison to its age-old neighbour, Hind. In his view, from the historic context of early 20™"
Century, Fitrat located the secret of India’s progress in the colonial intervention. However
debatable his arguments may appear in the hindsight, during the composition of this text, the
author belonging to a progressive genre, fighting hard in order to remove the worthless indigenous
power alliance between the corrupt and stagnating ruling agency along with the Muslim
theologians, this ‘Bayanat’ acted as an inspiring narrative. The book, had reflected a unique
insight upon the common perception about this city of great exchanges and learning. Bukhara
continued to be a burgeoning centre for trade and commerce along with exchanges of knowledge
and culture in various forms even much before the land came under the Islamic influences and
control. The richness and grandeur of the space was undergoing visible decline under the Emirate
which formally operated under the tutelage of the Russian tsarist regime. When the Romanov
dynasty was overthrown by the Russian Revolution, it was virtually impossible for the Bukharan
Emirate to sustain itself against the revolutionary fervour of the Bolsheviks. However, in
chronological order ‘Bayanat’ was composed before the coming of the Soviet era. Thus, the
narrative in this text actually addressed a society surrendering towards an all-round decadence
glaring in its material and spiritual atmosphere.

According to the scholars in the field of Persian literature, ‘Bayanat’ is still considered a
masterpiece of Fitrat and well acknowledged for its content and style. However, this work
deserves to be translated in any of the contemporary Indian languages for its insightful content
and the representation of India from an Indian perspective, narrated by a Central Asian scholar.
The nuances in this work would be as much a challenge as well as a reward for the translators of
various connected languages of contemporary India, such as Hindi, Urdu and Bengali and so on.

The other significant book of Fitrat was written in a mature phase of his life, when he had
embraced Uzbek as his vernacular and dedicated much of his intellect and energy in the progress
of his land and people. For the Jadid-turned Bolshevik intellectuals had believed in an absolute
freedom after the end of the old Emirate. However, the reorientation of the titular republics under
the supra-national structure of the newly founded Soviet experimentation seemed to be an
unexpected barrier for their nationalist aspirations and this led to the rupture between the Uzbek
intellectuals with the Soviet leadership, mostly dominated by the Russian and other Slavic
members of Stalinist regime. It was during his tension with the Soviet high command that Fitrat
had composed his second text on Hind titled, “Hind ixtilolchilari (1920)”, which is translated
either as “Indian Revolutionaries” or “Indian Insurrectionists . This text is significant from
multiples angles. First, to deal with the time, although composed hardly a decade later than the
composition Bayanat-i-Sahay-i-Hind, this work remains a testimony of a changing time, where the
intellectual minds adapt and evolve according to the demands of the fast changing socio-political
scenario surrounding them. Fitrat wrote this text in Uzbek language, unlike his earlier text on Hind
and had glorified the role of the Indian revolutionary youth to challenge the colonial authority.
Taking a stand in support of the Indian freedom fighters against the colonial domination, he had
openly expressed his solidarity of the East against the domination of the Western powers. The anti-

! Akiner, S. (1990). Uzbekistan: Republic of Many Tongues. In: Kirkwood, M. (eds) Language Planning in the Soviet
Union. Palgrave Macmillan, London. https://doi.org/10.1007/978-1-349-20301-7_6, pp- 100-122.
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British stand of Fitrat is visible in stark contrast with his appraisal of the British governance in
India to bring enlightenment and progressive outlook in his earlier work. Although not explicit, the
authors changing mind-set is evident with the shifting position for and against the British rule in
India. Composed as a drama this work had been staged quite a few times before being banned and
there could have been translations of the drama which had been staged in India according to the
oral account of Fitrat’s own sister.! Yet, the need to resurrect the two texts, bringing the two
distinct flairs to depict Hind of his contemporary times and make a retrospective journey along a
course of fresh translation project seem viable and meaningful even today.

Stalinist Purges & Tragic Fate of Fitrat’s Works :

Fitrat’s rise to power hierarchy under the early Soviet regime was rather short-lived. His downfall
from administrative position of Minister of Education to his removal to Moscow only in the capacity
of an intellectual and a promising author was an obvious gesture on part of the Bolshevik high
command which was based on mistrust and lack of understanding. However, during this phase, Fitrat
was more academically productive and had authored quite a few remarkable works that addressed
the religious orthodoxy and meaningless beliefs and superstitions. Among his countless prose
pieces, dramas and fictional narratives some were strikingly critical of religious orthodoxy and
common perceptions in Islamic faith and practices. One such work was titled © Qiamat’ which had
openly questioned the common Islamic belief of afterlife and portrayed the heaven as a human
experience in this narrative. Interestingly, this work, written in a satirical form was well
acknowledged by the Soviet authorities and was translated into many languages and remained well
acclaimed as an exemplary creation under the genre of atheistic fictional literature. In fact, according
to Habib Borjian, “Nearly all his literary works, with the exception of Qiamat, were labeled
ideologically reactionary and remained banned until the advent of glasnost.” The second decade of
the 20" Century was that of experimentation, negotiation and attempted accommodation by Fitrat
within the new political frame, However, 1930s saw the secret drive towards a mass scale
extermination of these leaders as potential threat to the new political structure. Fitrat and his entire
generation fell victim of this intolerance and mistrust which formed the bottom-line of Stalinist
nationalities policy culminating in political purges and execution. Within this short frame of his
active life span, Fitrat had contributed markedly through his experiences, introspection and
imagination. The two literary creations on Hind, written in two different medium of languages,
reflecting through two distinct lenses actually portrayed two distinctly significant phases of his life,
experienced in a short interval, almost back to back, where he made significant assessment of a land
he had not seen by himself, but imagined through his acquired knowledge. While, the first one had
situated him as a powerful author in the making, the second one showed every traces of changes in
perspective of the author, evolving through experiences and gaining maturity at the cost of his
experiences.

For Fitrat, this was a time of seeing the home and the world through the prism of protest and
revolution — through the binary of east-west paradigm. Trained in Bolshevik ideology based upon
the Marxist-Leninist theory on communism and its application in the real world, it was not
unlikely for Fitrat to take a stand against the British rule a decade later, as his ideological

! Mirzaeva Zulkhumor Inomovna, From Atheism to Anti-Colonialism: Fitrat’s Writings from the 1910s to 1930ies,
International Journal of Recent Technology and Engineering( IJRTE) , Vol. 9, Issue 3, September, 2019, p.3519.

2 Borjian, Habib, Encyclopedia Iranica.
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orientation had shifted or had evolved from a Jadid to a Bolshevik communist.! However, what
made this text even more significant, was the way it was brought to publication in a clandestine
manner, with the help of some students from Uzbekistan studying in Germany at that time, who
were recommended by Fitrat when he held a high position in the newly founded Soviet system.
For within those few years Soviet Central Asia had undergone huge transformation and tectonic
shifts took place in the Jadid-Bolshevik collaboration. Fitrat’s fall from power had resulted from
his unbending position to attain national independence — demand for an unconditional and absolute
freedom. Such was the fate of most of the Jadid visionaries belonging to this genre who had
trusted the Bolshevik power for their own purpose of achieving freedom and then had gone
through a phase of misunderstanding leading to repression, exile and death. There the Soviet
power, in spite of its lofty promises and socialist dreams propagated in the Soviet orient, emerged
as just another form of Western domination.?

Interestingly, both these texts had evolved around the colonial India’s socio-political context
and addressed the two distinct phases of the Indian people’s understanding of the colonial regime.
The first phase reflected in the first work elaborated the acceptance and negotiation with the alien
phenomenon and the second phase, addressed in the second text highlighted the rejection and
resistance towards the colonial exploitation, forceful subjection. The Jadids of the Uzbek-Tajik
origins initially accepted the Western power in common, as a positive force to eradicate every
backward features of the society in the orient. However, extension of the same faith in the superior
Western knowledge and material progress had guided Fitrat in his initial stand in support of the
Soviet leadership. As the first generation converts into Bolshevik ideology, Fitrat had voluntarily
joined their league. Anyway, it took not even a full decade to face the disillusionment. And the two
works situated in the Indian context had reflected his rapid changed gaze on the East-West
paradigm.

Conclusion

Interestingly, Soviet literary propaganda took a drive towards spreading significant literary
works in Russian and other Soviet languages into different languages of the world as part of its soft
diplomacy and ideological propaganda. Uzbek literature belonging to the genre of the folk tales as
well as new literary creations of the Soviet era were translated into quite a few Indian languages as
part of diplomatic and cultural policies of the Soviet state. The Jadid literature from Uzbek SSR
could hardly make its journey through translation into Indian subcontinent for the ideological
proscription and embargo upon the whole genre. It has therefore remained as the task of the
contemporary literary and intellectual platforms to spread the Jadid literature through a multifaceted
drive for translations into as many languages to develop a global outreach. There developed a
conscious initiative under the Soviet policy to translate selected literature of Russian and other
nationalities into popular Indian languages. One may still locate the presence of Uzbek folk tales in
the collective volumes for children’s literature. However, the Jadid scholarship with their high
intellectual components were left out form this legacy of translated literary forms.

! Khalid, Adeeb, The Fascination of Revolution: Central Asian Intellectuals, 1917- 1927, in Uyama Tomohiko, ed..
Empire, Islam and Politics in Central Eurasia, Slavic Research Center, Hokkaido University, 2007.
2 Mirzaeva, From Atheism to Anti-Colonialism, pp. 3519-3520.
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However, Indo-Uzbek literary exchanges were not a novelty initiated only under the diplomatic
drive towards Indo-Soviet cultural friendship in the post-Stalinist era. It was rather a centuries old
experience of spontaneous exchanges between the two regions, often through the use of common
language or language groups (Sanskrit, Pali , Bactrian written in Kharosthi or Aramaic style in the
antiquity and Persian, Arabic, Turkic written in similar Perso-Arabic scripts till the advent of the
Soviet power. The significance of India as a viable recipient of Uzbek literature is actually embedded
in the common historical and cultural experiences undergone by the two lands and its people for
centuries predating the advent of the Soviet era. A common literary hoard had been part of the
general knowledge of both the ethno-cultural spheres spread along the traditional academic
strongholds of the pre-colonial Hindustan and Mavrunnahar ( also marked as Transoxiana - the oasis
zone between the two great river systems, Amudariya and Sirdariya in Central Asia) , which form
the nucleus zone of today’s Uzbekistan. Knowing each other’s culture and history through the
literary window is a time tested phenomenon of the two distinct geo-cultural space, always in touch
in the civilizational dialogues across ages.

The trend had been given a new orientation during the Soviet experimental regime and there was
a selective exchanges allowed and encouraged under the regime’s strong vigil on ideological
perspectives. Still, the process of state sponsored translation projects helped the exchanges continue,
even within the structured ideological frame, meant for target audiences of the East. In the post-
Soviet era, when the Uzbek land and people are genuinely experiencing national sovereignty and
the freedom of choice as had been envisaged by Fitrat and his Jadid compatriots, the time has come
to acknowledge the contribution of this entire generation of visionaries, who could not attaint their
goals but had marked contributing to the foundation of the intellectual and pedagogical base for the
Uzbek nationhood. Reassessment of Fitrat, as an integral part of this movement thwarted at the very
base is a historic task in front of the upcoming generation of the Uzbek nation. In order to uphold
his worth to the world, translation of his works would be the most effective method.

While addressing Indo-Uzbek literary connectivity through the practice of translation works, one
needs to focus specifically into the two works under review as they reflected the perception about
Hind/ India, at the turn of the 20" Century. It was the historic moment for both the Uzbek land and
India to experience the interface with a western knowledge system and undergo the domination and
control by the two major political and ideological forces from Europe — India under the British
colonial rule and Central Asia under the Soviet system which though not as aggressive as the colonial
repression was overwhelmingly represented by the Russian and Slavic big brotherhood.

The uneasy equation between the Jadid nationalists and Bolshevik internationalists had
culminated in an abrupt tragic end where the Soviet state under the rigorous leadership of Stalinist
era could not transcend the trust issue and failed to accommodate the nationalist aspirations of the
non-Russian republics within the supra-national framework of the grand socialist experiment. The
Uzbek nationalist leaders, mostly Jadids on the other hand could hardly accept the domineering
trends growing within the socialist frame that initiated the collaboration of the local Jadid leadership
with the promise of political empowerment and independence from all kinds of exploitation and
domination. It was not only in terms of class alienation, that the Soviet orient could be understood
and brought within the course of the revolutionary movement. Never the less, as the new regime
progressed along the praxis balancing ideology and pragmatic goals, there was visible compromise
in the

question of ideology and methods in order to maintain plausible sustainability of the
revolutionary regime. There developed yawning gap between the promise and practices of the



B S S §HARY MASH AL D S

system unfolding itself along the uneven course of political dynamism within the state and the
changing global scenario of the interwar period. These two literary initiatives of Fitrat may also act
as an eye opener to understand his mind in the then contemporary broader global context.

Interestingly, among the host of literary creations of Fitrat these two major works had addressed
‘Hindustan’ (as India was referred by the whole Islamicate world during the pre-modern era) which
deserve special attention. The need for translation of these two texts seem imminent from the
historiographical stand point, while adding to the ever-growing scope and perspectives in the studies
of colonial India. Fitrat’s enormous volume of literature remained banned all along the Soviet
regime. Consequently, Fitrat’s striking intellectual sensibility remained largely unknown and
untouched by scholars and critics within and beyond Uzbek nation till the Soviet state survived.
The independence after the collapse of the USSR brought a phase of restoration and
acknowledgement towards the Jadid legacy and Fitrat was resurrected with full recognition of his
huge literary contribution. Since these two works are exclusively focussed on Indian context and
tried to develop two distinct discourses upon colonial power and its impact upon the people of India,
they seem immensely significant to be accessible to the Indian literary world. This will further help
develop Indo-Uzbek cultural diplomacy in the course of translation programme if envisaged under
the aegis of the two states.

SWITCHLINGUA: EXPLORING CULTURAL EXPRESSIONS
IN SOUTH AND CENTRAL ASIA
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Abstract. This study scrutinises the phenomenon of code-switching (CS) in South and Central Asia’s
linguistically diverse communities. Drawing on sociolinguistic theory and empirical data, it shows how
speakers strategically switch codes to construct identity, negotiate social relations, and participate in
increasingly globalized communication. Building on Poplack's (1980) well-established typological model,
the study compares three main CS patterns, intra-sentential, inter-sentential, and tag-switching, using
empirical samples drawn from South and Central Asian language combinations.

The analysis shows that CS functions as more than simple language mixing: it is a deliberate
communicative strategy that reflects postcolonial histories, generational change, and cultural hybridization
dynamics. Through systematic analysis of discourse from everyday conversation, popular media, and
advertising, the article demonstrates how CS practice socially encodes meaning and facilitates participation
in local and global communicative contexts. The results of this study reveal that English and Russian serve
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as prestige varieties that provide access to international discourse, whereas the local languages serve
functions in expressing cultural authenticity and emotional intimacy. The study contributes to sociolinguistic
theory by illustrating how CS operates within postcolonial multilingual societies, and providing practical
advice on planning and education policy design for linguistically complex societies. The study places CS in
the final analysis as a dynamic linguistic resource enabling speakers to navigate intricate positions of identity
while operating efficiently with 21%'century multilingual networks of communication.

Keywords: Code-switching, multilingualism, sociolinguistics, South Asia, Central Asia, identity
construction, Hinglish, hybrid discourse.

Izoh. Mazkur magola turli tillarga boy mintaga Janubiy va Markaziy Osiyo jamiyatida so’zlar
almashinuvi (code-switching) tushunchasini tahlil giladi. Mulogotdagi kishining suhbati davomida, o’z
shaxsini namoyon etishi, jamiyatning qaysi gatlamga tegishli ekani va ijtimoiy munosabatlari, aynan til
orgali kechadigan jarayondir. Poplakning (1980) tipologik modeliga asoslanib, Janubiy va Markaziy Osiyo
mintagasidagi tillar misolida quyidagi: 1. Ichki jumla (intra-sentential), 2. Jumlalararo (inter-sentential) va
3. Birikma kabi almashinuv jarayoni misollarda ko 'rib chigiladi.

Izlanishlardan shu ma’lum bo’ladiki, so’zlar almashinuvi tilga moslashuvdan ko ‘ra murakkabrog
jarayon. Buning zaminida asosan tarixdagi mustamlaka ta’siri, avlodlar almashinuvi va madaniy
uyg 'unlashuy taraqqgiyotini aks ettiruvchi vaziyatlar yotadi. Magolada kundalik suhbatlar, ommaviy axborot
vositalari va reklama manbaalariga tayanilgan holda namunalarni tizimli tahlil gilgan. Tadgigot natijalari
ingliz va rus tillarining xalgaro alogalarda nufuzli tillar sifatida xizmat gilishini, mahalliy tillar esa madaniy
xususiyatlarni va hissiy yaginlikni ifodalashda muhimligini ko ‘rsatadi. Mazkur maqola tildagi so’zlar
almashinuvi jarayoni mintagada til/ siyosati va ta’lim yo ‘nalishlarini rejalashtirishda hamda ijtimoiy
tilshunoslik nazariyaga oid amaliy tavsiyalani o z ichiga oladi. 21-asr turli xil tillarning o ’zaro ta’siri ostida.
Zamonaviy yondashuvlar nuqtai nazaridan, faollashib kelyatgan tildagi so’zlar almashinuviga oydinlik
kiritish va murakkab vaziyatlarda samarali mulogot qgilish imkonini berishiga tayyor bo’lishlikni tagozo
etadi.

Kalit so'zlar: Til almashinuvi, ko'p tillilik, ijtimoiy tilshunoslik, Janubiy Osiyo, Markaziy Osiyo, Hinglish,
chatishma nutq.

Armomamm. ﬂaHHa}Z cmanivA ucczzeayem qbeHOMeH cmeulerHue KO@OG/I’Z@p@KJZ}O'leHu}Z SA3bIKOBLIX KOOOE 8
JAUHZBUCIMUYECKU MHOZOO6pa3Hblx 6006144661116(1)6 FOocnoti u l[eHmpa/szOZZ A3uu, AHAJIU3UPYA, KAK HOcumeiu
A3bIKO6 cmpamecudecKu nepexiodaromcs Meofcay Kooamu Os KOHCmMpyupoeanusi u()eHmuqucmu,
HAJIas)sCueanusl COyualbHblx cessell u yuacmus 6 2100a1U308AHHOM ()MCKpr@. Ocnoesvisasicv Ha wupoKko
uzsecmuou munonozuyeckou mooeau Ionnaxa (1980), uccredosanue paccmampusaem u cpasHueaem mpu
NPOMUBONOIONCHBIX MUNA CMeuleHue KOO08: 6Hympentee nepexmouerue k0006 (1), snewnee nepexnouenue
k0008 (2) u npucoeounenue (3), Ha OaHHBIX, COOPAHHBIX U3 COUEMAHUL Pe2UOHATbHBIX A3biK06 FOxcHoU U
Lenmpanvrou Azuu.

P€3yflbmambl nokaswvlearont, 4mo nepexKitoderusl A3blKo6blx K0008 8bINOJIHAECM @yHKL;u}O, 20pa3()0 Oonee
CHIOJCHYIO, YemM npocmasl A3blKOBAs a()anmal/;uﬂ. 9]110 MOHRKAast KOMMYHUKAmMUGHAA cmpamecus,
ompascarias CJA0MCHble NOCMKOJIOHUANbHbLIE Npoyeccvl, CMEeEHY noxoneHul u ()uHaMMKy KyﬂbmypHOﬁ
eubpuousayuu. Yepes cucmemamuyeckuii aHaiu3 peaibHblx NPUMEPOS U3 NOBCEOHEBHOU peUll, NONYISAPHBIX
Meoua u pekaiamvl OeMOHCIMpPUpyem, KaKk npaKmuKka nepexnoienus s36IK08blX K0O08 COYUANbHO KOOUpyem
SHAYeHUA U 06ﬂ€21laem ywacmue 6 JOKAJIbHbIX U 2]206CL/leblx KOMMYHUKAMUBHbIX KOHMEKCmax.
Hccneoosanue evliensem, 4umo AHAUTICKUT upycczcuﬁ S3bIKU 6blChynaront 6 pojii npeCcnmuiICHblx 6apuUaArnoes,
obecneuusaioumux 0OCMyn K MeNCOVHAPOOHOMY OUCKYPCY, M020d KaK Mecmubvle A3bIKU CAyicam Os
BHIPAICEHUS.  KYTILIYDHOU AYMEHMUYHOCIU U IMOYUOHATbHOU Oauzocmu. Paboma enocum 6xnad 6
COYUOJIUHCBUCIMUYECKYIO mMeOopUlo, HNOoKasvleas, KAK NepeKJIioYeHUsl A3blKOBblX K0008 Oeﬁcmeyem 6
NOCMKOJIOHUAIbBHBIX MHO2OA3bIYHbIX 0614/[66171661)6, a makoice oaem npakmudecxKue peKOMeH()aL;uu no
N1AHUpoOBarHuro A3bIKOBOU NOJIUMUKU U 06paSO€am€ﬂbelx cmpameem] ()Jl}l CJIIOJICHBIX JIUHZCBUCMUYECKUX
000614/;60”16. B umoee, nepexknoderusl AA3b6l1K06blx K0006 npe()cmaem KAK OUHAMUYHBIL JTUHSEUCMUYECKUT
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pecypc, no3601AI0WULL 2080PAUUM IPDEKMUBHO OPUEHIMUPOBANBCSL 8 CLONCHBIX CUMYAYUSIX UOCHMUYHOCTHU
U YCNewiHo QYHKYUOHUPOBAMb 8 MHO2O0A3BIUHBIX KOMMYHUKayuonuvlx cemsax XXI| gexa.

Knroueeswle cnoea: llepexniouenus sA361K08bIX KOO08, MHO20A3bIUUE, coyuonuHesucmuka, FOxcnaa Azus,
Lenmpanvnas A3us, KOHCMPYUpoOBaHue UOEHMUYHOCNU, XUHSTUWL, SUOPUOHBILL OUCKYDC.

1. INTRODUCTION

You may have heard a dialogues or songs in Bollywood movies where using Hindi mixed with
English or an Instagram influencer who speaks both Uzbek, Russian languages mixed with English.
This is code-switching (hence-forth CS), also known as code-mixing and style-shifting. It is a
practice of two or more languages or dialects within one interaction, occurring in both conversation
and in writing.

In the heart of South and Central Asia's vibrant linguistic environment, CS has emerged as one
of the most fascinating and complex features of modern multilingual communication. From the
crowded Delhi streets where Hindi seamlessly blends with English, to the academic corridors of
Almaty where Kazak speakers effortlessly transition between their native tongue and Russian, CS
represents far more than mere linguistic flexibility. This pattern reflects cultural identity, social
relationships, and the dynamic nature of communication in an interconnected world.

Language practices in South and Central Asia both assimilate and transmit culture: regional
tongues such as Hindi, Urdu, Bengali, and Punjabi coexist with Central Asian languages (Uzbek,
Kazakh, Kyrgyz, Tajik, Turkmen) and wider lingua francas like Russian and English.

English and Russian are widely used in government, education, business, law, and media across
different countries in these regions, a pattern rooted in colonial and Soviet-era histories and sustained
by contemporary globalization.

This article examines the historical and sociolinguistic contexts of CS, differentiates its typology
and features, analyses motivations that lead speakers to switch within conversations, and provides
examples spanning casual speech to media usage. In the sections that follow, the study outlines
methods, presents representative data, and discusses implications for language education, policy,
and further research.

2. METHODS

This study uses a mixed-methods design that combines qualitative discourse analysis with
quantitative patterning to characterize how speakers in multilingual communities employ code-
switching as a communicative practice. Data were drawn from three complementary sources to
capture language use across everyday and mediated contexts:

1. Spontaneous speech samples: Audio-recorded natural dialogues among multilingual
interlocutors in urban and peri-urban settings across selected South and Central Asian sites. These
recordings capture intra-sentential, inter-sentential, and tag-switching in face-to-face interaction.

2. Media and broadcast transcripts: Transcripts and subtitle corpora from widely viewed
television programs, films, and social media channels, chosen to reflect contemporary language use
in advertising, drama, and online interaction.

3. Questionnaires and interviews: Structured questionnaires and semi-structured interviews
administered to bilingual and multilingual speakers to elicit attitudes, motivations, and self-reported
frequency of language switching.

Transcripts of spontaneous speech and media texts were coded for instances of code-switching
and categorized according to Poplack’s (1980) typology (intra-sentential, inter-sentential, tag-
switching).
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Quantitative data encompass the frequency and distribution of various types of code-switching,
whereas qualitative insights investigate sociocultural roles, identity negotiation, and contextual
fluctuations in code-switching behaviour.

3. CODE-SWITCHING: SOCIOLINGUISTIC PERSPECTIVES

Although the term of ‘code-switching’ introduced in the mid 20" century by linguist Einar
Haugen (1950), Uriel Weinreich (1953), John Gumperz (1964), and later Roman Jakobson (1998),
as a linguistic phenomenon it has existed since ancient times. Such as trade, migration, conquest,
and cultural contact necessitated fluid switching between languages (Auer & Eastman, 2010). The
rise of the dominant languages/lingua franca such as Latin, Arabic, Persian and Chinese often mixed
with local languages to create hybrid forms of communication. Further colonialism expanded
multilingualism context, as indigenous populations adopted European languages such as English,
French, Spanish, or Russian, often leading to complex CS practices expressing identity and
resistance (Keller, 2020). As a consequence, in the 21 century, the majority of people speak more
than one language.

CS has been applied to explain and study phenomena across a number of disciplines, including
linguistics, sociology, and anthropology. The concept has expanded to encompass work from
postcolonial theory, sociolinguistics, and cultural studies. Code-switching in bilinguals has been
studied from two various perspectives (Arnfast & Jorgensen, 2003): Firstly, CS is addressed in terms
of linguistic material in two-language or two-variety utterances (e.g. Pfaff 1979; Poplack, Sankoff,
& Miller, 1988; Myers-Scotton 1993). Secondly, code-switches by bilinguals as viewed as
conversational phenomena involved in speakers' and listeners' construction of meaning (P. Auer
1998; M. Sebba 1993; Jargensen 2001).

CS is traditionally defined as the use of more than one language in a single communicative
episode (Heller, 1988) or within one speech act (Poplack, 1980; 1988). Leading linguist Uriel
Weinreich (1953) simply defined CS as the practice of shifting between two languages. Nilep (2006)
defines CS in socio-cultural linguistics as the act of selecting or altering linguistic units to position
talk in interaction. According to Bhattacharya & Schijndel (2023) CS occurs when a speaker
alternates between the primary language (L1) and the secondary language (L2). This phenomenon
is prevalent in multilingual societies, such as in Africa, India, Europe, United states as bi- or
multilingualism is common (Gardner-Chloros, 1987). However, as per Gumperz and Hernandez
(1969) note, it could be found whenever minority language groups come into contact with majority
language groups under conditions of rapid social change.

As a result, CS studies expanded to other multiculturality bilingual societies, like African
American Vernacular English in the USA, Spanish-English in Latin America, and Hindi-English in
India (Auer & Eastman, 2010; Keller, 2020). Hence, the term CS used to describe the practice of
interweaving two different languages withing a single conversation, for example, Spanglish (a blend
of Spanish and English), Hinglish (a mixture of Hindi and English), Chinglish (a blend of Chinese
and English) or Franglais (a mixture of French and English) etc. As a matter of fact, that CS is the a
skill and bilinguals or multilinguals mostly switch between languages systematically.

Today, worldwide, CS serves several social purposes, identity negotiation, group membership
signalling, social distance management, and providing emotional, pragmatic, or cultural flavour to
the talk (Myers-Scotton, 1993). In an era of globalization and internet communication, CS is more
evident than ever, crossing boundaries on social media platforms, adverts, music, and internet chats.
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4. TYPOLOGY AND FEATURES OF CODE-SWITCHING

Based on Poplack (1980) typology, CS in South and Central Asian nations shows diverse patterns
dominated by three main patterns: Intra-sentential switching (i), Inter-sentential switching (ii) and
Tag switching (iii).

4.1. Intra-sentential Code-Switching

Intra-sentential CS involves language alternation in a single sentence and is common in bilingual
speakers who switch effortlessly from lexical or grammatical elements of the two languages (Al-
Hourani & Afizah, 2013; Sahni, 2025). Precisely, the speaker switches language in mid-sentence,
incorporating phrases or clause, within the same utterance. This pattern is particularly observed in
casual peer-to-peer conversation. For example:

e “Main kal mall jaungi. (Translation: | will go to the mall tomorrow). In this sentence
switching occurs mid-sentence, blending Hindi and English (Hinglish).

Media, especially movies, television dramas, advertising, and online channels, both reflect and
shape the ways speakers use code-switching in multilingual communities. A representative media
case is the Pakistani television drama Zindagi Gulzar Hai, which integrates Urdu and English lines
to index class distinctions and characters’ educational backgrounds. The drama not only portrays
class and gender dynamics but also uses CS for character development and socio-political
commentary (Kanwal et al., 2020; Iftekhar et al., 2024; George et al., 2025). For example:

e “Tum always emotional ho jaati ho, even when main sochta hoon ke situation manageable
hai”. (Translation: You always become emotional, even when I think the situation is manageable).
Such switching emphasizes specific emotional nuances and serves sociolinguistic functions like
asserting intellectual authority or coping with emotional complexity. According to Bhabha’s (1994)
this hybrid language use mirrors fragmented identity combining Western rationalism with local
emotional expressions.

In advertising and contemporary Bollywood films, brief English tags are commonly used to
signal cosmopolitan appeal. Regional languages supply emotive or cultural authenticity. Across
platforms, these patterns show that speakers and producers strategically switch languages to manage
social meanings. The following Hinglish example is taken from the 2009 film 3 Idiots, one of the
Bollywood’s successful production:

e “Aur jis din tumhare jesa koi extraordinary student mile, to ye pen usse pass on kar dena”.
(Translation: And on the day you find an extraordinary student, then pass on this pen to him). As
Richardson (2014) notes, Hindi forms verbal phrases by combining an uninfected English verb or
noun with conjugated form of the infinitive ‘karna’ The mixture allows South Asian language
speakers flexibility to freely create English based verbs in various ways, often resulting
comparatively simple construction. It is a matter of fact, that language switching has already become
widespread phenomenon in most urban educational institutes.

Similarly, switching between languages is common for multicultural societies like Central Asia,
where over 130 ethnic nationalities, including Armenian, Azeri, Chechen, German, Jew,
Karakalpak, Kazakh, Korean, Kyrgyz, Russians, Tajik, Tatar, Turkmen, Uygur Uzbeks and others,
coexist. CS, in this context reflects the dynamics of hybrid identities and linguistic adaptability
shaped by historical, cultural and social factors. The following Kazakh-Russian mixed discourse
example (Q-Jery, 2019; Kamalova 2025) demonstrates emotional expression embedded in complex
bilingual switches:

e “To1 naBaii He ackikna. OHja oTBeT Kakoi? Jlemorpadust xorapy kepek. Jla mpaBuibsHO. Con
*akchl. banabakiia 3To akia, Tl oHUMaenb kaszakma?” (Translation: Now you don't rush. So
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what's your answer? The demography needs to develop. Yes, that's correct. Ok, then. Kindergarten
is money, do you understand Kazakh?). This type of switching allows speakers to bridge languages
based on context, audience and purpose. The practice also carries commentary on power relations,
socio-economic status, and generational change, as young people adopt pervasive multilingualism
that challenges traditional notions of linguistic purity.

It should be noted, that in recent years, Central Asia’s younger generation has been actively
mixing English and Russian with regional languages as well. For example in Uzbek:

e “Bu application uchun shablon”. (Translation: This is the template for the application) In
this sentence ‘bu’ means ‘this’ and ‘uchun’ means ‘for’ in Uzbek, ‘application’ is derived from
English, ‘shablon’ is from Russian meaning ‘template’. This linguistic blending primary reflects
adaptability to urban and digital communication environments. Secondly, highlights Russian
colonial influence alongside the growing dominance of English language in the region. Thirdly, it
demonstrates adaptability and creative language use to express identity and keep pace with modern
life.

4.2. Inter-sentential Code-Switching

Inter-sentential CS occurs between sentences and usually marks shifts in topic, place, or speaker
intention (Al-Hourani & Afizah, 2013; Sahni, 2025). Such as the speaker finishes sentence in one
language and then continues in another for the next sentence. In this context, English is widely code-
mixed in daily conversation across South Asian languages by diverse social class. For instance:

e Main kal jashn mei gaya tha. It was a lot of fun. (Translation: | went to the party yesterday.
It was a lot of fun.) First sentence in Urdu, second in English.

Another notable example from 3 Idiots, which shows the use of English expression incorporated
into Hindi:

o  “Lekin tu vohi banana jo tera dil bole. Zyada darayega, na, apne dil pe rakhna, aur bola,
all iswell ”. (Translation: But you should do exactly what your heart says. When you are very afraid,
cover your heart and say, “all is well”’). Bollywood writers' choice of languages is significant,
reflecting broader Indian society, given the enormous cultural impact these movies have on South
Asian culture. Consequently, CS in Indian cinema reflects broader societal attitudes towards English
and its associations with coolness, sophistication and global connectivity. According to Wardhaugh
(2006), speakers code-switch for several reasons: solidarity, partner accommodations, the subject
matter, and variation between speakers.

Comparing to Central Asian language CS, the following example is demonstrates switching
between Uzbek and Russian, where speaker utters a complete sentence in Uzbek, followed by
Russian expression, switching languages at the sentence boundary:

e “Siz manga ko’p yorsdam berdingiz. Spasibo bolshoe!” (Translation: You helped me a lot.
Thank you very much!). This type of bilingualism occurs widely in urban environments, where
Russian often serves in formal, technical, or expressive domains, while Uzbek provides a base for
everyday communication.

4.3. Tag-Switching

Tag-switching involves adding of tags or discourse markers from one language into an utterance
in another language. For example;

e “Manga bosga gong’irog gqilma, ponyal?” (Translation: Don 't call me again, got it?), The
use of the Russian tag ‘ponyal’, meaning ‘understand?’ is inserted at the end of the sentence, which
is a common feature in everyday speech in Central Asian nations. Tags like in Russian ‘da’ (yes),
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‘nu’ (well), ‘koroche’ (in short), ‘poslushay’ (listen), or English ‘ok’ ‘right’, ‘please’, ‘let’s go’ or
in Hindi/Urdu ‘achcha’, ji’, ‘hai na?’are frequent and function as pragmatic markers to manage
turn-taking or reassert group identity. For example:

e “Main aaj bahut thak gaya hun, you know”. (Translation: | am so tired today, you know).
This type of switching typically serves conversational alignment, appealing for agreement or
confirmation from the interlocutor or to engage listener.

As mentioned, media representations demonstrate these authentic linguistic practices For
instance, Domino’s Pizza’s bilingual tagline:

e  “Hungry kya?” (Are you hungry?) This English and Hindi fusion effectively resonating with
a young and urban audience in India by reflecting everyday conversational speech. Moreover,
Hinglish has also permeated rural areas influencing local culture through movies, TV serial songs
and advertisements, thereby broadening its reach beyond metropolitan centres.

Although language pairs vary widely across the region, in South India, Hindi-English CS
(Hinglish) is most dominant in urban and youth communication, where Hindi syntax is combined
with English lexical items (Dey & Fung, 2014; Sahni, 2025). Similarly, CS is very common in most
of the South Asian languages, primarily due to English based education system. Other South Asian
vernaculars also engage with English and surrounding languages, as can be seen in CS within diverse
linguistic communities of the region (Barnali, 2017).

In Central Asian languages, Russian language CS is common, reflecting both colonial influences
and contemporary multilingual dynamics (Shodieva, 2023; Nakamura, 2024). It should be noted
that, since English is the lingua franca of the 21% century, most Generation Z members in Central
Asia are comfortable CS between their own regional languages and English.

5. CONCLUSION

CS among South and Central Asia is a sophisticated linguistic process that transcends language
mixing. Through intra-sentential, inter-sentential, and tag-switching mechanisms, speakers
demonstrate linguistic creativity to navigate different social environments and project multiple
identities.

The spread of CS in these regions reflects broad socio-historical currents, from colonial
inheritance to contemporary globalization, where English and Russian often act as practical bridges
between global and local realities while regional languages sustain cultural authenticity and
emotional depth. Media portrayal, particularly through Bollywood film and contemporary
advertising, both reflects and shapes these evolving linguistic practices, contributing to life realities
where speakers routinely switch languages to index social position, solidarity, or modernity.
Understanding the role code-switching plays in these social dynamics has practical implications for
education, policy, and applied research.

As younger generations more and more traverse virtual communication environments, CS
patterns will continue to form, incorporating newer technologies and lexicons and maintaining their
primary role of acting as surrogates for hybrid identities. Additionally, CS is a central component of
how multilingual societies navigate modern life. By documenting its social implications and
cognitive correlates, scholars can better understand how people switch languages, often switch
strategically to achieve communicative goals, and thereby negotiate identities in complex social
dynamics. We invite replication studies and cross-disciplinary collaboration to deepen insights into
language switching, bilingualism education, and the broader social implications of multilingual
communication.
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O’ZBEK URDUSHUNOS OLIMLARINING ADABIY
ALOQALAR RIVOJIDAGI O’RNI

MOKHIRA UMAROVA
Toshkent davlat shargshunoslik universiteti,
ANNOTATSIYA

Ushbu magolada o zbek urdushunos olimlarining O ‘zbekiston va Pokiston o ‘rtasidagi adabiy aloqalarni
rivojlantirishdagi ilmiy xizmatlari tahlil qilinadi.

Tadgiqotda XX-XXI asr o ‘zbek urdushunosligining shakllanish bosqichlari hamda uning asosiy
metodologik yo ‘nalishlari yoritilgan. Maqgolada o ‘zbek olimlarining Urdu tili va adabiyotini o ‘rganish
Jarayonidagi tarjimashunoslik, giyosiy adabiyotshunoslik va madaniyatlararo muloqotga qo ‘shgan hissasi
ko ‘rsatiladi.

Urdushunos olimlarning ilmiy izlanishlari ikki xalgning ma’naviy merosini o ‘zaro boyitishga xizmat
qilganligi ilmiy faktlar orqali asoslanadi. Shuningdek, ular yaratgan lug ‘atlar, qo ‘llanmalar va tarjimalar
o ‘zbek adabiy muhitida Urdu madaniyati qabul qilinishiga keng imkoniyatlar yaratgani ta’kidlanadi.
Tadgiqotda o zbek va urdu adabiy maktablari o ‘rtasidagi poetik mushtaraklik, timsoliylik va badiiy tafakkur
yaqinligi alohida tahlil etiladi.

O zbek urdushunos olimlarining Pokiston adabiy jamoatchiligida e tirof topgan ilmiy risolalari ikki xalgq
o ‘rtasida adabiy diplomatiyaning mustahkamlanishiga xizmat gqilgani ko ‘rsatib o ‘tiladi. Maqolada,
shuningdek, o ‘zbek tarjimonlarining Mirzo G'olib, Faiz Ahmad Faiz, Ahmad Faraz kabi urdu klassik va
zamonaviy shoirlarini o ‘zbek o ‘quvchisiga tanishtirishdagi o‘rni yoritilgan. Tadgigotda urdushunoslik
yo ‘nalishining bugungi bosqichi, uning dolzarb masalalari hamda istigbollari haqida ilmiy xulosalar
beriladi. O‘zbek olimlarining ilmiy merosi ikki davlatning gumanitar sohalardagi hamkorligini
mustahkamlashga sezilarli ta sir ko ‘rsatganligi qayd etiladi. Maqolada tarixiy manbalar, tarjimalar va ilmiy
magqolalar asosida urdushunoslikning o ‘zbek adabiy muhitidagi tutgan o ‘rni ilmiy asosda o ‘rganiladi.

Adabiy alogalarni mustahkamlashda akademik ekspeditsiyalar, ilmiy anjumanlar va qo‘shma
loyihalarning ahamiyati ham keng yoritiladi. Ushbu maqgola ikki xalq o ‘rtasidagi ilmiy-madaniy mulogotni
chuqurlashtirishda o ‘zbek urdushunos olimlarining hissasi alohida tadqiq etilishini magsad qiladi.

Natijalar shuni ko ‘rsatadiki, o ‘zbek urdushunoslari tomonidan yaratilgan ilmiy izlanishlar o ‘zaro adabiy
ta sir va do ‘stona hamkorlikning rivojiga xizmat gilgan.

Magola yakunida urdushunoslikning kelajakdagi yo ‘nalishlari va ikki xalgning adabiy munosabatlarini
yanada mustahkamlash bo ‘yvicha tavsiyalar beriladi.

Kalit so‘zlar: urdushunoslik, o ‘zbek urdushunos olimlari, adabiy alogalar, O ‘zbekiston—Pokiston
munosabatlari, tarjimashunoslik, qiyosiy adabiyotshunoslik, madaniyatlararo mulogot, Urdu tili va
adabiyoti, ilmiy meros, adabiy diplomatiya.

.

AHHOTALIUA
B Oannoii cmamve ananuzupyemcs HayuHAs O0eamelbHOCMb V30EKCKUX JUH2BUCTNO8 A3bIKA YPOY 8
DPA3BUMULU TUMepamypubix cesasell mexcody Yzbexucmanom u Ilakucmanom. B ucciredosanuu packpulimol
smanvl opmuposanus y3oexckozo ypoonoauu XX—XXI eexos, a maxaice e20 0CHOBHblE MEMOOON02UHECKUE
Hanpagnenus. B cmamve nokasam 6Kk1a0 y30eKCKUX VUEHbIX 8 U3yueHue A3bIKa U aumepamypsl ypoy 8
KOHmeKcme nepegoo08edeHUs], CPABHUMENIbHO20 JUMePamypo8e0eHUs U MeNCKYIbIMYPHOU KOMMYHUKAYUU.
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Hayunvie uccnedosanus sazvika ypoy cnocobcmeosanu 63auUMHOMY 0002aujeHur0 OyX08H020 HACAeOUs
08YX HAPOO08, Umo noomeepicoaemcst Hayuuvimu gaxmamu. Ommeuaemcs, Ymo co30aHHble UMU CLOBAPU,
yuebHble nocobus U nepesodvl CYWeCmEeHHO PACUUPUTIU 803MOICHOCIU BOCHPUSIUSL KVIbIYPbl YPOY 8
V30eKCKol aumepamypHou cpede. B uccredoganuu omoenvHo aHAIU3UPYIOMCes NOIMu4eckas 0ouHocmo,
CUMBONUKA U OIUZOCIL XYOOHCECTNBEHHO20 MbIULIEHUS Y3OEKCKOU U YPOY TUMEPamypHuiX WKOJL.

THoouéprusaemcs, umo HayyHvle mpyobl Y30EKCKUX CHeYuaIucmos, NpPUsHAHHLIE JUMEPAMYPHOU
obwecmeennocmvio ITlaxucmana, eneciu 3amMemHblil 6KAAO 6 YKPENIeHUe IUMepamypHou OUnioMamuu
Mexncdy 08yMa Hapooamu. B cmamve maxaice oceewyaemesi pons y30eKCKUx nepesooyuros 8 NONyiapusayull
cpedu y30excKux uumamenell KAACCUYecKux U COBPEMEeHHbIX N0ImMog ypoy, maxux kax Mupsa I'anu6d, @aus
Axmao @aus, Axmao @apas. B uccnedosanuu npedcmasienvl Hayutvle 8bl800blL O COBPEMEHHOM COCMOSHUU
VpOyGeoeHuUs, e20 aKmyaubHvlx npoonemax u nepcnekmusax. Ommeuaemcs, 4mo HAyuyHoe Hacaeoue
V30EKCKUX YPOON0208 OKA3AN0 3HAYUMETbHOE GIUSHUE HA YKPenieHue COmpPyOHUYecmsea 08yx 20Cy0apcma 6
2yManumapHoi cghepe.

Ha ocnose ucmopuueckux ucmouHuxos, nepesooog u Hayuuvblx cmametl 8 pabome HAYYHO 0OOCHOBAHO
Mecmo uzydenue a3uika ypoy 8 y30eKcKom aumepamyprom npocmpancmee. Takoice noopodono packpuvlgaemcs
BHAYeHUe aAKAOeMUYeCKUx dKCNeOuyuil, HAyYHblX KOHQEPeHYull u COBMECHHbIX NPOEKMO8 8 VKPenjieHuu
JUMEPAmypHuIX cészell. Jlannas cmamvsi HANPAeieHa HA 6CeCMOpOHHee U3YYeHUe GKIA0d Y3DeKCKUX
ucciredosameneil A3vika ypoy 6 yenyoienue HayYHo-KYIbmypHO20 OUAL02a MeNCOY 08YMS HAPOOAMU.

THonyuennvie pe3yromamvl C8UOEMENLCNEYIOM O MOM, YMO HAYUHblEe UCCLE008AHUSL V30EeKCKUX
JIUHEBUCTO8 CROCOOCMBOBANU  PA3GUMUIO  G3AUMHO20 JIUMEPAMYPHO2O GIUSAHUSL U  OPYAHCECMEEHHO2O0
compyonuiecmeda. B 3axmouumenvHol yacmu cmamvi NpediodNCceHbl PEeKOMEHOAyUUu no OalbHeluemy
pazeumuio ypoono2uu u yKpenieHuio TUmepamypHulixX OMHOUEHUL MeNCOy 08YMsL HAPOOAMU.

Knwuesvle cnosa: ypoonocus, ysbexckue yuéHbvle-ypoonozu, IUmMepamypHvle CGs3U, OMHOULEHUS
Vazbexucmana u Ilaxucmana, nepesodogedenue, CpaAsGHUMENbHOE TUMEPAMYPOGEOEHUE, MENCKYIbIYPHAS
KOMMYHUKAYUS, SI3bIK U TUMEpamypa ypoy, Hayunoe Hacieoue, TUumepamypHas OUnIOMamusl.

ANNOTATION

This article analyses the scholarly contributions of Uzbek Urdu studies specialists in the development of
literary relations between Uzbekistan and Pakistan. The research outlines the stages of formation of Uzbek
Urdu studies in the 20th-21st centuries and describes its main methodological directions. The article
highlights the contribution of Uzbek scholars to the study of the Urdu language and literature within the
frameworks of translation studies, comparative literary studies, and intercultural communication.

The scientific work of Urdu scholars has contributed to the mutual enrichment of the spiritual heritage
of the two nations, which is substantiated through academic evidence. It is emphasized that the dictionaries,
manuals, and translations produced by these scholars have significantly expanded the reception of Urdu
culture within the Uzbek literary environment. The study also examines the poetic commonality, symbolism,
and the closeness of artistic thinking between the Uzbek and Urdu literary traditions.

1t is noted that the scholarly works of Uzbek Urdu specialists, which have received recognition among
the literary community of Pakistan, have played an important role in strengthening literary diplomacy
between the two peoples. The article also highlights the role of Uzbek translators in introducing classical and
modern Urdu poets such as Mirza Ghalib, Faiz Ahmad Faiz, and Ahmad Faraz to the Uzbek readership. The
research presents scientific conclusions regarding the current state of Urdu studies, its pressing issues, and
future prospects. It is further noted that the scholarly legacy of Uzbek Urdu specialists has significantly
contributed to strengthening cooperation between the two countries in the humanitarian sphere.

Based on historical sources, translations, and academic articles, the study examines the place of Urdu
studies within the Uzbek literary context from a scholarly perspective. The importance of academic
expeditions, scientific conferences, and joint projects in consolidating literary ties is also discussed in detail.
This article aims to investigate the role of Uzbek Urdu scholars in deepening the scientific and cultural
dialogue between the two nations.
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The findings demonstrate that the research carried out by Uzbek Urdu scholars has facilitated the
development of mutual literary influence and friendly cooperation. The article concludes with
recommendations for the future development of Urdu studies and for further strengthening literary relations
between the two nations.

Keywords: Urdu studies, Uzbek Urdu scholars, literary relations, Uzbekistan—Pakistan relations,
translation studies, comparative literature, intercultural communication, Urdu language and literature,
scholarly heritage, literary diplomacy.

Kirish. O‘zbekiston va Pokiston o‘rtasidagi ilmiy-madaniy aloqalarning rivojlanishida
urdushunoslik yo‘nalishi alohida o‘rin tutadi. XX—XXI asrlarda shakllangan o‘zbek urdushunoslik
maktabi ikki xalgning adabiy merosini o‘zaro boyitishga xizmat qilgan ilmiy an’analarni yaratdi.
Ushbu yo‘nalishning taraqqiyoti o‘zbek olimlarining Urdu tili va adabiyoti bo‘yicha izchil
tadqiqotlari, tarjima faoliyati va madaniy hamkorlik tashabbuslari bilan chambarchas bog‘liqdir.
Urdushunos olimlar tomonidan yaratilgan lug‘atlar, ilmiy qo‘llanmalar va tarjimalar o‘zbek adabiy
muhiti uchun Urdu madaniyatini kengroq anglash imkonini yaratdi. O‘zbekiston va Pokiston
o‘rtasidagi adabiy aloqalar tarixiy ildizlarga ega bo‘lib, bugungi kunda ham izchil davom etayotgan
ilmiy muloqotlar bilan mustahkamlanmoqda. O‘zbek tadqiqotchilarining ilmiy ishlari ikki xalqning
ma’naviy merosi, timsoliy tafakkuri va poetik dunyoqarashidagi umumiy jihatlarni aniglashga
qaratilgan. Shu bilan birga, ularning izlanishlari madaniyatlararo kommunikatsiya rivojiga amaliy
hissa qo‘shmoqda. O‘zbek urdushunosligi tarixida tarjimashunoslik va qiyosiy adabiyotshunoslik
alohida metodologik yo‘nalish sifatida shakllandi. Mazkur metodlar orqali o‘zbek olimlari Mirzo
G‘olib, Fayz Ahmad Fayz, Ahmad Faraz kabi urdu adabiyotining yirik namoyandalarini o‘zbek
o‘quvchisiga tanishtirishga muvaffaq bo‘ldilar. Urdushunoslarning ilmiy risolalari Pokiston adabiy
jamoatchiligi tomonidan yuqori baholanib, ikki davlat o‘rtasidagi adabiy diplomatiyaning
mustahkamlanishiga xizmat qildi. Tadqiqotlarning ko‘rsatishicha, o‘zbek olimlari yaratgan ilmiy
meros ikki xalgning tarixiy, madaniy va ma’naviy yaqinligini yoritishda muhim manba hisoblanadi.
Bugungi globallashuv sharoitida urdushunoslik yo‘nalishining ahamiyati yanada ortib, uni
rivojlantirish istigbollari keng imkoniyatlar ochmoqda. Akademik ekspeditsiyalar, ilmiy anjumanlar
va qo‘shma loyihalar ushbu jarayonni yanada jonlantirayotgan omillar sirasiga kiradi. Shu sababdan,
urdushunoslikning ilmiy-metodologik asoslarini chuqur o‘rganish ikki xalq o‘rtasidagi madaniy
aloqalarni mustahkamlashning muhim sharti bo‘lib qolmoqda. Ushbu maqola o‘zbek urdushunos
olimlarining ilmiy xizmatlarini baholash va ularning ikki mamlakat o‘rtasidagi adabiy hamkorlikka
qo‘shgan hissasini ilmiy asosda tahlil qilishni magsad qiladi.

Natijalar. O‘zbek urdushunosligining shakllanish jarayonida tilshunoslik, adabiyotshunoslik va
tarjimashunoslik yo‘nalishlari o‘zaro uyg‘unlashib, mazkur sohaning metodologik poydevorini
yaratdi. Bu jarayonning rivojlanishida o‘zbek olimlarining Urdu tili va adabiyotiga bo‘lgan ilmiy
qiziqishi hamda Pokiston bilan madaniy aloqalarni mustahkamlashga qaratilgan intilishlari muhim
omil bo‘lib xizmat qildi. Urdushunoslikning dastlabki bosqichlarida til va adabiyot manbalarini
izlash, ularni tizimlashtirish va o‘zbek o‘quvchisi uchun ilmiy asosda sharhlash markaziy
vazifalardan biri bo‘lgan. Bu jarayonda yaratilgan tarjimalar ikki xalgning badiiy tafakkuri o‘rtasida
mustahkam ko‘prik vazifasini o‘tab, o‘zaro ma’naviy yaqinlikni oshirdi.

O‘zbek urdushunosligi faqat tarjima faoliyati bilan cheklanmay, balki Urdu adabiyotining poetik
tizimi va timsoliy tafakkurini chuqur ilmiy tahlil qilishga alohida e’tibor qaratdi. Shu tariqa o‘zbek
olimlari Urdu she’riyati va nasrining janr xususiyatlari, uslubiy tamoyillari va poetik tasavvurlarini
qiyosiy adabiyotshunoslik nuqtayi nazaridan o‘rganib, ikki adabiy maktab orasidagi mushtaraklikni
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ilmiy asosda yoritishga erishdilar. Tadqgiqotlar davomida Mirzo G*olib, Igbol Lahoriy, Faiz Ahmad
Faiz kabi yirik ijodkorlarning ma’naviy merosi tahlil qilinib, ularning g‘oyalari o‘zbek adabiy
muhitiga chuqur kirib bordi. Bunday izlanishlar o‘zbek o‘quvchisida Pokiston adabiyotiga nisbatan
keng qiziqish uyg‘otdi va mazkur adabiy maktabning o‘ziga xosligi yanada chuqurroq anglanishiga
sabab bo‘ldi.

Akademik ekspeditsiyalar, adabiy uchrashuvlar va ilmiy hamkorlik loyihalari ikki yurt
jjodkorlari o‘rtasida do‘stona muloqot shakllanishiga xizmat qildi. Urdushunos olimlar qiyosiy
tilshunoslik doirasida fonetik, morfologik va leksik tizimlarni tahlil qilib, ikki tilning tarixiy ildizlari
va strukturaviy umumiyliklarini aniqlashdi. Ular tomonidan yaratilgan lug‘atlar ilmiy jamoatchilik
uchun muhim manbaga aylandi va o‘zbek tilida Urdu tillarining semantik boyligini anglash
imkonini kengaytirdi. Tarjima jarayonida qo‘llangan sharhlar va izohlar urdu matnlarining
murakkab qatlamlarini o‘zbek kitobxoni uchun ochib berdi. Urdushunoslarning ilmiy qarashlari
o‘zbek adabiyotida yangi badily mavzular, g‘oyalar va poetik tasavvurlar shakllanishiga imkon
yaratdi. Ularning qo‘llagan komparativ metodlari ikki xalq adabiy tafakkuri o‘rtasidagi o‘xshashlik
va farqlarni aniq ko‘rsatib, yangi qiyosiy tahlillar uchun yo‘l ochdi.

Pokistonning zamonaviy adabiy jarayonlarini o‘rganish jarayonida o‘zbek olimlari ushbu
adabiyotda mavjud mavzu rang-barangligi, badiiy yangiliklar va ijtimoiy-siyosiy motivlarning
mazmunini ilmiy asosda sharhlashdi. Ularning tadqiqotlari Pokiston adabiyotining o‘zbek
o‘quvchisi tomonidan to‘liq va chuqur qabul qilinishini ta’minladi. Bu esa o‘zaro ilmiy
hamkorlikning rivojlanishiga keng yo‘l ochdi va ikki millatning madaniy diplomatiyasini
mustahkamladi. Urdushunos olimlar tomonidan olib borilgan izlanishlar natijasida, ikki xalq
o‘rtasida o‘zaro adabiy ta’sir mexanizmlari aniqlandi va ular doimiy hamkorlikka zamin yaratdi.
Tadqiqot natijalari o‘zbek urdushunosligi bugungi kunda ham o°z dolzarbligini saqlab qolganini
ko‘rsatadi. Zamon talablariga mos ravishda rivojlanib borayotgan ushbu soha kelajakda ham yanada
keng ko‘lamli ilmiy loyihalar, qo‘shma tadqiqotlar va akademik dasturlar uchun mustahkam
poydevor bo‘lib xizmat qiladi.

O‘zbek urdushunoslik maktabining shakllanish jarayoni ikki xalqg — o‘zbek va pokiston
xalqlarining adabiy hamkorligida muhim tarixiy bosqichlardan birini tashkil giladi. Ushbu jarayonda
o‘zbek urdushunos olimlari nafagat ilmiy tadqiqotlar olib bordilar, balki ikki davlat o‘rtasidagi
adabiy muloqotning yanada chuqurlashishi uchun mustahkam poydevor yaratdilar. Ularning ilmiy
izlanishlari madaniyatlararo integratsiya, poetik tafakkur almashuvi va badily an’analar
uyg‘unlashuviga katta hissa qo‘shdi.

O‘zbek urdushunos olimlarining ilk izlanishlarida Hindiston va Pokiston hududida shakllangan
urdu adabiyotining tarixiy ildizlari, poetik rivoj bosqichlari, uslubiy xususiyatlari hamda asosiy
g‘oyalari chuqur o‘rganilgan. Bu izlanishlar orqali o‘zbek o‘quvchisi Sharqning eng boy adabiy
maktablaridan biri bo‘lgan urdu adabiyoti bilan yaqindan tanishish imkoniga ega bo‘ldi. O‘zbek
olimlari Mirzo G*olib, Igbol Lahoriy, Saodat Hasan Manto, Faiz Ahmad Faiz singari ijodkorlarning
ma’naviy merosini ilmiy tahlildan o°‘tkazgan holda, ularning ijodiy qarashlarini o‘zbek
adabiyotshunosligi kontekstiga olib kirishga muvaffaq bo‘ldilar.

Shuningdek, urdushunos olimlar tomonidan yaratilgan tarjimalar ikki adabiy maktab o‘rtasida
vositachi ko‘prik sifatida xizmat qildi. Ularning asl matnning ruhiy kayfiyati, poetik ohangi, timsoliy
qatlamlari va badiiy dunyoqarashini o‘zbek tilida tabiiy va mantiqan mos shaklda aks ettirishga
intilishi adabiy aloqgalarning sifatini yanada oshirdi. Tarjima jarayonida qo‘llanilgan sharhlar, izohlar
va ilmiy yondashuvlar o‘zbek kitobxonining urdu adabiyotini chuqurroq anglashiga yordam berdi.
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O‘zbek wurdushunoslari tomonidan tayyorlangan lug‘atlar, o‘quv qo‘llanmalar va ilmiy
monografiyalar ham ikki xalgning adabiy integratsiyasiga xizmat qilgan muhim omillardandir.
Ushbu manbalar nafaqat tilshunoslik va adabiyotshunoslik yo‘nalishida, balki madaniyatshunoslik,
tarix, tarjimashunoslik kabi fanlarda ham keng qo‘llanildi. Bu ilmiy ishlar urdu tilining o‘ziga xos
strukturasi, fonetik tizimi, semantik qatlamlari va stilistik imkoniyatlarini o‘zbek ilmiy muhitiga olib
kirgan holda, yangi tadqiqotlar uchun asos bo‘lib xizmat qildi.

O‘zbek olimlarining ilmiy izlanishlarida urdu adabiyotiga xos poetik timsollar, ramzlar, falsafiy
qarashlar va ijtimoiy motivlar qiyosiy tahlil qilinib, ularning o‘zbek adabiy merosi bilan
mushtaraklik darajasi aniqlangan. Shu bois ular nafaqat tarjimon, balki yirik adabiy tahlilchi,
madaniyatlararo muloqot ilmiy vositachisi sifatida ham maydonga chiqdilar. Ularning izlanishlari
o‘zbek adabiyotshunosligi doirasida yangi ilmiy yo‘nalish — urdushunoslikning shakllanishiga
turtki berdi.

Ikki xalq o‘rtasidagi adabiy alogalarning yanada mustahkamlanishida akademik ekspeditsiyalar,
ilmiy anjumanlar, qo‘shma konferensiyalar va ilmiy hamkorlik loyihalarining ahamiyati katta bo‘ldi.
O‘zbek urdushunos olimlarining Pokiston ilmiy jamoatchiligi bilan bevosita aloqalari adabiy
diplomatiya rivojiga xizmat qildi. Bu uchrashuvlar o‘zbek ilmiy maktabining Pokiston
adabiyotshunosligidagi o‘rnini mustahkamlash, o‘zaro ilmiy tan olinishi va hamkorlik loyihalarini
kuchaytirishga yordam berdi.

Zamonaviy davrda o‘zbek urdushunosligining tadqiqot yo‘nalishlari kengayib, madaniy
integratsiya, tarjima nazariyasi, poetik tahlil va adabiy qiyoslash kabi yangi ilmiy metodologiyalar
bilan boyimogda. Bugungi kunda urdushunoslik nafagat adabiy manba tadqiqoti sifatida, balki ikki
xalq o‘rtasidagi gumanitar hamkorlikning strategik yo‘nalishlaridan biri sifatida qaralmoqda.
O‘zbek olimlarining ilmiy merosi ikki davlat o‘rtasidagi do‘stona munosabatlarning madaniy
asosini mustahkamlaydi, yangi ilmiy foliantlar va qo‘shma tadqiqotlar uchun zamin yaratadi.

Urdushunos olimlarning ilmiy faoliyati natijasida o‘zbek va pokiston xalqlari o‘rtasidagi
ma’naviy yaqinlik yanada kuchayib, badiily dunyoqarashlar o‘zaro boyidi. Bu esa kelajakda ham
ikki xalq adabiy aloqgalarining uzluksiz rivojlanishini ta’minlaydi. Ularning ilmiy ishlari O‘zbekiston
va Pokistonning adabiy maktablari o‘rtasida barqaror va samarali ko‘prik bo‘lib xizmat qilishni
davom ettirmoqda.

O‘zbek urdushunos olimlarining ilmiy merosidan misollar

1. Abdug‘aftor Rasulovning “Urdu tili grammatikasi” nomli qo‘llanmasi

Ushbu qo‘llanma o°‘zbek ilmiy muhitida urdu tilining grammatik tuzilishini tizimli ravishda
o‘rganishga asos bo‘ldi. Unda ot, fe’l, sifatlar tizimi, gap qurilishi va fonetika masalalari chuqur
yoritilgan. Asar o‘zbek urdushunosligining dastlabki metodik poydevorlaridan biri hisoblanadi.

2. Muhammadjon Xolbekovning Mirzo G‘olib ijodiga bag‘ishlangan tadqiqotlari, Xolbekov o‘z
izlanishlarida Mirzo G‘olibning g‘azalchilik uslubini, tasavvufiy qarashlarini va hind—fors poetik
an’analarining ta’sirini chuqur tahlil gilgan. Uning “G°olib poetikasi” haqidagi maqolalari o‘zbek
adabiyotida urdu modernizmi haqidagi tasavvurlarni kengaytirdi.

3. Saidahmad G‘ofurovning “Fayz Ahmad Faiz lirikasining poetik tizimi” nomli ishi. Ushbu
tadqiqotda Faiz Ahmad Faizning she’riy uslubi, poetik ritm, metaforik tasvirlar, ijtimoiy-falsafiy
mazmunlari ilmiy asosda tahlil qilinadi. Asar o‘zbek o‘quvchisiga Faiz ijodining mohiyatini
anglashda muhim nazariy manba bo‘lib xizmat qildi.

4. Ibrohim Mo‘minov tomonidan tuzilgan “Urdu—o‘zbek lug‘ati”
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Mazkur lug‘at ikki xalgning lingvistik muloqotini mustahkamlashda katta rol o‘ynadi.
Lug‘atdagi so‘zlarning semantik izohi, uslubiy belgisi va kontekstual qo‘llanilishining berilishi
tarjimonlar uchun juda katta qulaylik yaratdi.

5. Habibulla Qodirovning qiyosiy adabiyotshunoslik bo‘yicha ishlari.

Qodirov urdu va o‘zbek adabiyotidagi poetik timsollar, umumiy ramzlar, obrazlar va arxetiplar
o‘rtasidagi bog‘liglikni aniglagan. Uning “Urdu va o°‘zbek she’riyati: qiyosiy tahlil” nomli
tadqiqoti ikki xalqning poetik tafakkuri yaqinligini ilmiy jihatdan asoslab berdi.

Hozirgi kunda o‘zbek urdsuhunosligining eng zabardast vakillaridan yana biri Abdurahmonova
Muhayyo Hakimovna sanaladi. Ular hozirgi kunda urdu lingvistikasi hamda urdu adabiyoti bo‘yicha
O‘zbekistondagi eng ko‘zga ko‘ringan vakillardan. Ular tomonidan bir necha o‘quv qo‘llanmalar,
darsliklar tayyorlangan hamda talabalarga yetkazilgan. Hozirgi davrda aynan ular tomonidan
yaratilgan kitoblkar asosida dars o‘tib kelinmoqda. Bundan tashqari, M.Abdurahmonova o‘zbek
mashhur yozuvchi va shoirlarining g‘azal va hikoyalarini ham urdu tiliga tarjima qilganlar. Shu bilan
birga, Zahiriddin Muhammad Bobur va Alisher Navoiy g‘azallarini ham bevosita
M.Abdurahmonova urdu tiliga o‘girgan va bu tarjimalardan hozirhi kunda barcha keng foydalanib
kelmoqda.

Xulosa. O‘zbek urdushunos olimlarining ilmiy faoliyati nafaqat ikki xalq: o‘zbek va pokiston
xalglarining adabiy aloqalarini mustahkamlashda, balki ularning madaniy, ma’naviy va ilmiy
integratsiyasini chuqurlashtirishda ham beqiyos ahamiyat kasb etadi. Urdushunoslik sohasining
shakllanish va rivojlanish jarayonida o‘zbek tadqiqotchilarining tutgan o‘rni o‘ziga xos ilmiy
maktabni yuzaga keltirgan bo‘lib, bu maktab bugungi kunda ham o°z dolzarbligini yo‘qotmagan.
Mazkur maktab vakillarining ilmiy merosi ikki xalqning adabiy merosini o‘zaro boyitish, umumiy
poetik mushtaraklikni aniglash va tarjima amaliyotini rivojlantirishga xizmat qilmoqda.

Birinchidan, o‘zbek urdushunos olimlari tomonidan olib borilgan tadqgiqotlar urdu adabiyotining
tarixiy 1ildizlari, mavzu ko‘lamining kengligi, poetik o°‘ziga xosligi hamda madaniy rang-
barangligini o‘zbek ilmiy jamoatchiligi uchun ochib berdi. Ular Mirzo G*olib, Faiz Ahmad Faiz,
Igbol Lahoriy, Ahmad Faraz kabi buyuk shoir va adiblarning ijodini chuqur o‘rgangan holda, o‘zbek
kitobxoniga Sharq mumtoz va zamonaviy badiiy tafakkurining noyob namunalarini yetkazdi.
Ularning tahlillari urdu adabiyotidagi tasavvufiy g‘oyalar, falsafiy tamoyillar, ijtimoiy-siyosiy
qarashlar va poetik mahoratning ko‘plab qirralarini o‘zbek ilmiy muhitiga olib kirgan bo‘ldi.

Ikkinchidan, tarjimashunoslik sohasida erishilgan yutuqlar alohida e’tiborga loyiqdir. Chunki
urdu tilidan o‘zbek tiliga amalga oshirilgan tarjimalar ikki adabiy maktabning o‘zaro muloqotga
kirishishida asosiy vosita bo‘lib xizmat qiladi. Tarjima jarayonida o‘zbek olimlari nafagat matnning
mazmunini, balki uning ruhiy ohangi, badiiy tasvir tizimi, obrazlar psixologiyasi va timsoliy
qatlamlarini ham imkon qadar to‘liq aks ettirishga intilganlar. Tarjimalarning bunday yuqori
darajada bajarilishi o‘zbek kitobxoni uchun urdu adabiyotini tabiiy qabul qilish imkonini yaratdi.
Natijada urdu klassik g‘azaliyoti, zamonaviy she’riyati va nasrining o‘zbek adabiy muhitida
tinglovchi va o‘quvchi topishi kengayib bordi.

Uchinchidan, o‘zbek urdushunos olimlari tomonidan yaratilgan lug‘atlar, qo‘llanmalar, ilmiy
risolalar va monografiyalar ikki xalqning lingvistik muloqotida muhim nazariy poydevor vazifasini
bajardi. Bu manbalar tarjimonlar uchun puxta lingvistik asos yaratib, urdu tilining murakkab
grammatik qurilishi, semantik ko‘lami wva stilistik imkoniyatlarini o°‘zbek o‘quvchisiga
yaqinlashtirdi. Lug‘atlar va qo‘llanmalar o‘zbek va urdu tillaridagi o‘xshashlik va farqlarni ilmiy
tarzda yoritib, komparativ tadqiqotlar uchun keng imkoniyatlar ochdi.
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To‘rtinchidan, o°‘zbek urdushunos olimlarining xalgaro ilmiy hamkorlikdagi ishtiroki
O‘zbekiston va Pokiston o‘rtasidagi madaniy diplomatiyani mustahkamladi. Akademik
ekspeditsiyalar, xalqaro konferensiyalar, qo‘shma ilmiy loyihalar va professor-o‘qituvchilar
almashinuvi orqali ikki mamlakat ilmiy jamoatchiligi o‘rtasida mustahkam, sermahsul alogalar
shakllandi. Bu jarayon nafaqat adabiy hamkorlikni rivojlantirdi, balki ilmiy diplomatiyaning
zamonaviy modelini yaratdi. O‘zbek urdushunoslarining Pokistonda chop etilgan ilmiy maqolalari,
ma’ruzalari va o‘zaro tan olinishi ikki xalq ilmiy aloqalarining izchil rivojlanayotganini tasdiglaydi.

Beshinchidan, o‘zbek urdushunosligi ikki xalgning ma’naviy merosida mavjud bo‘lgan
mushtarakliklarni ochib berishda katta ahamiyatga ega bo‘ldi. Tadqgiqotlar orqali urdu va o‘zbek
adabiyotidagi poetik timsollar, ramziy obrazlar, falsafiy mazmunlar va umumiy badiiy qarashlar
o‘rtasidagi yaqinlik ilmiy asosda tasdiglandi. Bu mushtaraklik ikki adabiyotning bir-biriga ta’sir
o‘tkazishi uchun qulay sharoit yaratadi va o‘zaro anglashuvga xizmat qiladi.

Oltinchidan, bugungi kunda urdushunoslik yo‘nalishining zamonaviy bosqichi yangi ilmiy
metodologiyalar, texnologik imkoniyatlar, elektron resurslar va xalgaro ilmiy tarmoqlar orqali
yanada kengaymoqda. Urdushunoslikning istigbollari nafagat adabiy tadqiqotlar bilan cheklanmay,
balki tarjima nazariyasi, lingvokulturologiya, kognitiv tilshunoslik, matnshunoslik va raqamli
adabiyotshunoslik kabi yo‘nalishlarni ham gamrab olmoqda. Bu esa mazkur sohaning ilmiy
salohiyati kelajakda yanada ortishini ko‘rsatadi.

Umuman olganda, o‘zbek urdushunos olimlarining ilmiy merosi ikki xalq o‘rtasidagi adabiy va
madaniy yaqinlikning asosiy omillaridan biri sifatida qadrlanadi. Ularning faoliyati ikki millatning
madaniy merosini o‘zaro boyitdi, adabiy tafakkurini kengaytirdi va do‘stona alogalar poydevorini
mustahkamladi. Shuningdek, urdushunoslarning izlanishlari O°zbekistonning xalqaro ilmiy
maydondagi obro‘sini oshirishga xizmat qildi. Ushbu tadqiqotlar nafaqat adabiyotshunoslik va
tilshunoslik sohalari uchun, balki o‘zaro hamkorlikning gumanitar sohalarida ham dolzarb ilmiy
asos yaratadi. Shu sababli o‘zbek urdushunos olimlarining ilmiy xizmatlarini chuqur tahlil qilish va
ularning izlanishlarini davom ettirish kelajak avlod uchun muhim ilmiy vazifa bo‘lib qoladi.

NN A
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FEATURES OF INTERCULTURAL CULTURAL EXPRESSION
(Based on Dr. Sachchidanand Joshi’s Story ‘Dakshina’)

KAMOLA RAKHMATJONOVA
PhD, Lecturer, TSUOS

- -
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Annotatsiya. Maqolada hind yozuvchisi Dr. Sachchidanand Jo‘shi'ning “Dakshina” hikoyasi
misolida tarjima jarayonida milliy realiyalar va madaniy o‘ziga xosliklarni o‘zbek tilida ifodalash

! Dr. Sachchidanand Joshi — hindistonlik tanigli yozuvchi, teatr san’ati vakili va akademik, hozirda Indira Gandhi
Milliy San’at Markazi (IGNCA)ning bosh kotibi lavozimida faoliyat yuritmoqda. U 1963-yil 9-noyabrda tug‘ilgan va
tarixshunoslik hamda ommaviy kommunikatsiya sohalarida ilmiy faoliyat yuritgan. Makhanlal Chaturvedi Milliy
Ommaviy Axborot va Kommunikatsiya Universitetida dekan va ro‘yxatga olish bo‘yicha dekan sifatida ishlagan.
Shuningdek, u Kushabhau Thakre Jurnalistika Universitetining birinchi vitse-chansleri bo‘lgan va 10 yil davomida bu
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muammolari tahlil qilinadi. Unda hind jamiyatiga xos diniy tushunchalar, oilaviy muloqot, ‘mithai’
(shirinlik) va ‘dakshina’ (in’om) kabi realiyalarning tarjimada qayta yaratishdagi murakkabliklar
ko‘rsatib berilgan. Shuningdek, hindiy va o‘zbek tillarining til xususiyatlaridagi farqlar tarjima
jarayoniga ta’siri o‘rganiladi. Tarjimonning vazifasi fagat so‘zlarni ko‘chirish emas, balki ikki xalq
madaniyatini bog‘lovchi vositachi sifatida realiyalarning izohli talqinini berish ekanligi ta’kidlanadi.
Tarjimon nafagat matnni boshqa tilga o‘tkazadi, balki matnda ifodalangan urf-odat va madaniy
jihatlarni ham hisobga oladi. U realiyalarning izohli talqinini berib, o‘quvchiga chet tilidagi
madaniyatni tushunarli qilishi kerak. Shu orqali tarjimon ikki xalq o‘rtasida madaniy ko‘prik
vazifasini bajaradi. Natijada, tarjima nafaqat so‘zlarni o‘zgartirish, balki muloqot vositasi sifatida
samara beradi.

Kalit so‘z va iboralar: milliy va madaniy identifikatsiya, qadriyatlar translyasiyasi, ustoz-shogird
paradigmasi, dakshina, realiya, hind jamiyati.

AHHOTauusl. B craree aHanmu3upyroTcs mpoOlieMbl IMepeqadd HAalWOHAJIBHBIX peanuid u
KyanypHOﬁ CHCI_II/I(i)I/IKI/I B y36eKCKOM MepeBOAC Ha IIPHUMEPEC paCCKa3a PIHI[I/If/iCKOFO nmucareia a-pa
Cauuppnananga JDxomm «/lakmmuay. IloguepkuBaroTcs TPYIAHOCTH BOCCO3JAHUS KYJIbTYpHO
O6YCJ'IOBJ'IGHHBIX HOH)ITI/IfI, TaKHUX KaK PCIUTHO3HBIC ITPCACTABICHUSA, XapaAKTCPHBIC IJIA I/IHI[I/If/iCKOFO
o01IecTBa, MOJIENTM CEMEHHOTO OOIEHHs, a TakKe peanuy Tuna ‘mithai’ (cmagoctn) u ‘dakshina’
(map, npunonienue). Kpome Toro, paccMaTpuBaeTcs BIMSHUE PA3IAYNI MEXKTY XUHAU U y30EKCKUM
A3bIKaMH Ha IIpOoHECC MepeBoOAa. B HUCCIICAOBAHUN OTMCUYACTCA, 4YTO 3ajJiada IMEPCeBOAYMKA HC
OrpaHU4YUBACTCs IIEPEHOCOM CJIOB: OH BBICTYNACT MMOCPCAHUKOM, CBA3BIBAIOIIUM KYJIBTYPBI ABYX
Hapo/ioB, obOecrieyuBasi MOSICHUTEIBHOE TOJIKOBAHUE KYJIBTYPHO-CHEIU(PUUECKUX DIEMEHTOB.
HepeBO,Z[‘lI/IK HE TOJIBKO HepenaéT TCKCT Ha ,I[perfI SA3BIK, HO U YYUTBIBACT o0bIuan u KYJIBTYPHBIC
ACIEKTBhI, 3aKJIFOYEHHBIE B HEM. JlaBas MHTEPIPETALIMOHHBIE KOMMEHTAPUH K PEAIUAM, IIEPEBOIUHK
ACJIACT MHOCTPAHHYIO KYIIBTYpPY HOHATHOM 4MTaTenro. TakuM 06pa30M, MEpeBOA BBICTYIIACT HE
MIPOCTO Kak MpeoOpa3zoBaHUE CIIOB, a KaK JEHCTBEHHOE CPEJCTBO MEXKKYIBTYPHON KOMMYHHUKALIUH.

KiroueBpie cioBa: HallMOHAJIbHAA W KYJIBbTYpHAasa I/I,HCHTI/I(I)I/IKS.LII/ISI, TPAHCIAO A HeHHOCTeﬁ,
napajgurmMa yauTeiab—y4eHUK, JaKIIMHa, peanns, HHAUNCKOe 0011eCcTBO.

Annotation. This article examines the challenges of conveying national realities and cultural
specificities in Uzbek translation, with particular reference to the short story “Dakshina” by Indian
writer Dr. Sachchidanand Joshi. The study highlights the complexities of rendering culturally
embedded concepts such as religious notions inherent in Indian society, traditional patterns of family
communication, and culture-specific items like ‘mithai’ (sweets) and ‘dakshina’ (offering). It further
explores the influence of linguistic differences between Hindi and Uzbek in the translation process.

The analysis underscores that the role of the translator extends beyond the mere transfer of
words; it involves functioning as a cultural mediator who bridges the traditions and values of two
nations. By providing explanatory interpretations of culture-specific elements, the translator ensures
the accessibility of the foreign culture to the target readership. Thus, translation emerges not only as
a linguistic act but also as a significant medium of intercultural communication, facilitating the
transmission of values, customs, and socio-cultural dimensions across linguistic boundaries.

lavozimni egallagan .Uning asarlari orasida “Sachchidanand Joshi ki Lokpriya Kahaniyan” (2017), “Kuchh Alpa
Viraam” (2018), “Pal Bhar ki Pahchan” (2019) kabi she’riy to‘plamlar mavjud. Shuningdek, u “Mera Desh Mera
Dharm” nomli ikki jilddan iborat nutqlar to‘plamini tahrir qilgan. https://www.telegraphindia.com/my-
kolkata/people/all-of-us-are-acting-in-life-sachchidanand-joshi
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Keywords: national and cultural identification, transmission of values, teacher—disciple
paradigm, dakshina, realia, Indian society.

Research Methodology

The methodology of this research article is based on the textual analysis of Indian author Dr.
Sachchidanand Joshi’s short story “Dakshina” and on the comparative approaches of Translation
Studies. The study employs the following scientific perspectives and methods:

1. Textual Analysis. A detailed examination of the original Hindi text of the story “Dakshina”
was carried out. This included the analysis of:

« the structure of the plot,

« dialogues between the characters,

« cultural and religious realities,

« symbols and traditional values.

Through this analysis, those elements were identified that create complexities when culturally
re-presenting them in the Uzbek translation.

2. Comparative Translation Study. A comparison was made between the grammatical structures,
vocabulary, and stylistic expressions of Hindi and Uzbek. This stage focused on:

« the translation of realia,

o culturally embedded terms,

« religious-social concepts,

« potential translation options in Uzbek for symbols such as guru—shishya tradition, dakshina,
and sweets.

3. Cultural-Linguistic Analysis. Based on Vlahov and Florin’s concept of the “untranslatable
element in translation” and other intercultural translation theories, the study determined which
elements are best conveyed through:

« direct translation,

« interpretive (explanatory) translation,

e commentary-based translation.

4. Classification Method of Realia. All cultural realia present in the story were categorized into
three groups:

1. Religious-symbolic realia — dakshina, guru-poojan, charan-sparsh;

2. Social-familial realia — family roles, communication style, social relations;

3. Food and everyday-life realia — sweets, food arrangements, hospitality.

For each category, the most appropriate translation strategy for Uzbek was determined.

5. Practical Translation Strategies. The following strategies were applied in the research:

« transliteration,

« interpretive translation (e.g., ““a ritual offering of gratitude”),

« addition of cultural commentary,

« splitting complex compound sentences into two or more sentences to maintain naturalness in
Uzbek.

These strategies helped identify which translation choices appear most natural and meaningful
to Uzbek readers.

6. Linguistic—Structural Analysis. A comparative analysis of Hindi and Uzbek was conducted
with regard to:

e verb forms,

e sentence structure,
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« honorific expressions,

« contextual shifts in meaning.

This analysis helped determine where linguistic adaptation is necessary during translation.

7. Conclusion-Based Method. The conclusions derived from translating the cultural elements of
the story were presented in an interpretive manner. This stage examined:

« which translation options preserve the original meaning,

« which options may cause the loss of cultural nuance,

« Where it is necessary to add explanatory notes.

The ultimate aim of this methodology is to:

« present culture-specific realia in the Uzbek language with accurate meaning, appropriate
context, and proper emotional tone; and

« scientifically clarify the translator’s role as a cultural mediator.

Literature is among the most powerful means of expressing a nation’s cultural and national
identity. In particular, the short story genre plays a unique role in revealing the values, traditions,

and social life of different societies. “@alal — Side & TR 3 Pl U i 3R AAR™D

HAEAT Bl < I & ToIT Fad 3ugeh AT &1” Thus, short stories not only provide artistic

and aesthetic pleasure; they also transmit national sentiment, traditions, and cultural values from one
generation to the next.

The short story is a concise form of epic prose; works written in this style differ from novels and
novellas due to the relative simplicity of plot and composition, and because the narrative is typically
delivered from a single perspective. It is a genre that is easy to understand, simple, and accessible
for a broad readership.

Dr. Sachchidanand Joshi is a distinguished writer, playwright, and scholar-creative figure in
modern Indian literature and cultural life. He plays an active role in preserving India’s cultural
heritage and transmitting it to younger generations. His story “Dakshina” holds particular
significance for its artistic rendering of religious-social values, guru-shishya relations, national
traditions, and cultural realia.

The story highlights ancient Indian traditions such as the practice of dakshina, patterns of family
communication, sweets as symbols of hospitality, and issues of social harmony. Religious, social,
and cultural realia of Indian society appear extensively in this work. For the translator, transferring
them into Uzbek presents considerable difficulty and requires detailed notes and clarifications.

For example, the title of the story itself contains a cultural realia:

“ZTRTOT § SITeI0T &l &1 Sl dTell pd<idl & URUR® He g1

Here, dakshina is not merely a gift; it is a religious and symbolic expression of gratitude. There
is no ready-made equivalent in Uzbek. Therefore, the translator must retain the original term and
provide explanation.

Guru-shishya relations in the story are expressed through religious rituals:

“3H I o TION A GIETon T 3R alell foh I AN poreian Hr faRmer T
This reflects the profound respect accorded to the guru in Indian society. In Uzbek culture,
respect for teachers also exists, but placing an object at a teacher’s feet is not a symbolic practice.

Thus, the translator must convey it with appropriate explanation.
The story also depicts ordinary family life. For example, in one scene, a mother says to her child:
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« A R et T gu.

(Agar asl matnda shakl biroz o‘zgacha bo‘lsa, menga yuboring — to‘g‘rilab beraman.)

This expresses the Indian sense of maternal duty. Although Uzbek culture contains similar
concepts—such as “onaning burchi”—the original carries both religious and social connotations.

Furthermore, the story reflects interactions among neighbors and community members,
illustrating the collective spirit and social cohesion characteristic of Indian society.

Indian hospitality traditions are portrayed through food:

Here, two realia appear: mithai and dining table.

Mithai is not merely a sweet dish but a symbol of celebration, joy, and affection.

A dining table is not simply a table for eating; it is a central space for hosting guests and social
interaction. Therefore, translating it merely as “mez” is insufficient; clarification is required.

During the translation process, differences in vocabulary, form, and sentence structure between
Hindi and Uzbek become evident.

In Hindi, verbal aspects are expressed through combinations of verbs:

“ag HfET S T &1

In Uzbek, this is conveyed with a suffix: “U ibodatxonaga ketmoqda.”

Structural differences in sentence formation can also be observed. Hindi frequently uses complex
compound sentences:

“SH 9% & WO A ST W AR Fer T Ig A powtar H A9 1

In Uzbek, the natural rendering is by dividing the sentence:

“U ustozning poyiga dakshina qo‘ydi.”

Then: “Bu mening minnatdorchiligimning belgisi,” dedi.

Thus, syntactic adaptation is necessary to maintain naturalness in the Uzbek translation.

Therefore, Dr. Sachchidanand Joshi’s “Dakshina” is an important work that artistically presents
national and cultural realia and highlights the significance of transferring them into another language
through translation.

The main challenge in the translation process lies in the fact that the realia present in the story—
dakshina, mithai, dining table, and guru—shishya rituals—do not have ready equivalents in Uzbek
culture. If the translator relies on literal translation, the original meaning, cultural tone, and symbolic
depth may be lost. Therefore, the translator’s primary task is not merely to translate words but to
interpret them, provide contextual explanation, and add commentary when necessary.

This story illustrates that translation is not simply linguistic communication; it is a bridge
between two cultures. In the Uzbek translation, rendering dakshina merely as “gift” is insufficient,
because it is not a material offering alone—it is a symbol of gratitude. Similarly, translating mithai
simply as “sweet” is inadequate, as it conveys joy and affection. Therefore, explaining cultural realia
helps reveal the emotional and cultural uniqueness of the story.

Thus, the translation of “Dakshina” stands as an excellent example of preserving national and
cultural values and conveying them to other cultures. It demonstrates that the translator is not only
a language specialist but also a cultural mediator and a creator of intercultural dialogue.

In conclusion, the analysis of intercultural cultural expression in Dr. Sachchidanand Joshi’s short
story “Dakshina” demonstrates that interculturality is not merely a social condition but a dynamic,
multilayered process shaped by historical memory, social interaction, linguistic negotiation, and
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value transmission. The narrative of “Dakshina” effectively captures the subtle psychological and
cultural negotiations that occur when individuals belonging to different social, regional, or caste
backgrounds come into contact with one another. Through its portrayal of characters who must
navigate inherited traditions, personal identities, and shared social spaces, the story reveals how
intercultural encounters function as both challenges and opportunities for mutual understanding.

The text illustrates that intercultural culture is expressed through several interrelated dimensions:
communication patterns, symbolic practices, ritual obligations, collective memory, and social
expectations. The act of giving “dakshina,” traditionally rooted in respect, reciprocity, and moral
obligation, becomes a symbol through which intersecting cultural identities are negotiated. It reflects
not only individual intention but also broader cultural frameworks that influence behavior. Thus,
ritual acts in the story serve as cultural texts that encode norms, values, hierarchies, and emotional
relationships. Their reinterpretation by characters demonstrates how cultural practices evolve when
confronted with modern sensibilities and pluralistic social settings.

Moreover, the story provides insights into the complexities of intercaste and intercultural
relationships in contemporary Indian society. By situating personal interactions within a broader
sociocultural landscape, the narrative shows how caste identity—while historically rigid—
undergoes reinterpretation in the context of education, urbanization, mobility, and ethical reflection.
The characters’ responses to each other illustrate how social boundaries are questioned, bridged, or
reaffirmed through everyday interactions. These processes highlight that intercultural
communication requires sensitivity, empathy, and a willingness to transcend preconceived notions,
while still acknowledging the deep-rooted cultural scripts that shape individual behavior.

From a literary perspective, “Dakshina” contributes to intercultural discourse by presenting
culture not as a static set of traditions but as a living, adaptive phenomenon. The story’s narrative
structure, symbolism, and character development collectively underscore the idea that intercultural
culture is expressed through both conflict and harmony. It emerges when individuals interpret each
other’s actions through culturally-informed frameworks, challenge stereotypes, and reconstruct
meanings in shared spaces. Literature, therefore, becomes an effective medium for revealing how
cultural identities are constructed, contested, and redefined.

Finally, this study affirms that exploring the characteristics of intercultural cultural expression
through literary texts allows for a deeper understanding of how societies negotiate diversity. Dr.
Joshi’s “Dakshina” serves as an important example of how narrative art can illuminate the subtle
emotional and ethical dimensions of intercultural relations. The story encourages readers to reflect
on cultural plurality as a source of enrichment rather than division, and it highlights the
transformative potential inherent in respectful, empathetic human interaction. As such, the findings
of this analysis contribute meaningfully to broader academic discussions on intercultural
communication, translation studies, sociolinguistics, and South Asian cultural studies, offering a
nuanced understanding of how interculturality is expressed, interpreted, and realized in lived
experience. 2

o I N NI A g
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HINDIY TILIDAGI OMONIMLARNING
BADIIY-LISONIY TAHLILI

ZUBAYDA NURMATOVA
Tayanch-doktorant, TDSHU

Rt =

Annotatsiya: Ushbu maqolada hindiy tilidagi omonim so ‘zlarning badiiy matnlardagi lisoniy-funksional
xususiyatlari tahlil gilinadi. Tadqigot uchun Brajbhushanning “Aalok” va “Mukti Keed” nomli asarlaridan
shartli tanlab olingan matnlar asos qilib olindi. Tahlil jarayonida omonim birliklar asosida yuzaga kelgan
so ‘z birikmalari lingvistik jihatdan tasniflanib, ularning sintaktik va semantik xususiyatlari aniglab berildi.
Aynigsa, atributiv birikmalarga xos so ‘z turkumlari aniglanib, ularning strukturaviy modellari tasniflandi.
Ushbu yondashuv hindiy tilidagi omonimlarning sintaktik va semantik xususiyatlarini aniglash, ularning
kommunikativ yukini baholash hamda pedagogik modellashtirish uchun nazariy asos yaratadi.

Kalit so‘zlar: hindiy tilida omonim so‘zlar, badiiy matn tahlili, sintaktik struktura, semantik
ko ‘pma’nolilik, atributiv birikma, predikativ birikma, obyektiv birikma, lisoniy funksiyalar, kontekstual tahlil.

Armomauuﬂ: B oaumou cmamve paccmampuearonmcs  J1€KCUKO-cemanmudecKue ocobennocmu
OMOHUMUYHBIX C]106 6 xy()oofcecmeeHHblx mexKkcmax Ha qudu, Ux CuHmaxkcuvyeckKkue CmpyKmypbol U npos6i1eHusl
CeMaHmMuU4eckol MHO203HayHocmu. B kauecmee mamepuana Uccne008anus YCI106HO Ovlau 6bl6paHbl
@paecmenmol u3 npouszeederuii bpaoscoxywana «Aaloky u «Mukti Keedy. B npoyecce ananusza 6wviiu
maccudmuupoeanbl cllosocouyemaHusl, CqupMupOGdHHble Hd OCHOBE OMOHUMUYHBIX e()unub;, C 6bli6/1eHuem
UxX CuHmaxkcuvyecKux u cemarmuvdeckux xapaxkmepucmux. Ocoboe sHumanue ydeﬂeHo ampuéymuenbm
C0BOCOUEMAHUSIM, 8 COCIABe KOMOPBIX ONpedeieHbl Hacmu peyu U cmpyKkmyprvie mooeau. Ilpednosicenmwiil
noo0xX00 No360Jsem 2ﬂy69f€€ PAaAcKpsvlmob CUHMAKCUYECKUe U cemanmudeckue C60UCMBA OMOHUMOB 8 SA3bIKe
quau, OYEHUMDb UX KOMMYHUKAMUBH)YIO HAZPY3KY U coz0amop meopemu4ecKyio OCHog)y 0151 Ne0azocu4ecKo20
MOOenUpoBaHusl.

Knroueewvie cnosa: qudu-OMOHu.Mbl, AaHAaaIu3 xy()oofcecmeeHHoeo meKkcma, CURmaxkcudeckas cmpykmypa,
cemarnmudyecKkass MHO2O3HAYHOCM®b, ampu6ymuez—toe cloeocouemarue, npe@ukamueuoe closocouemarue,
obvexmusHoe cloeocodemanue, A3blKoebvle ¢ym<uuu, KOHmeKcmyanbelﬁ AHAIU3.

Abstract: This article examines the lexico-semantic features of homonymous words in Hindi literary texts,
with a focus on their syntactic structures and manifestations of semantic polysemy. As research material,
selected excerpts from Brajbhushan’s works Aalok and Mukti Keed were conditionally chosen. During the
analysis, word combinations formed based on homonymous units were classified, with their syntactic and
semantic characteristics identified. Special attention is given to attributive constructions, within which parts
of speech and structural models were determined. The proposed approach enables a deeper understanding
of the syntactic and semantic properties of homonyms in the Hindi language, assesses their communicative
load, and provides a theoretical foundation for pedagogical modeling.

Keywords: Hindi homonyms, literary text analysis, syntactic structure, semantic polysemy, attributive
construction, predicative construction, objective construction, linguistic functions, contextual analysis.

Kirish.

Omonimlar — bir xil fonetik yoki grafik shaklga ega bo‘lgan, ammo turli semantik mazmunni
ifodalovchi leksik birliklardir. Ular til tizimining eng murakkab, shu bilan birga eng faol
qatlamlaridan biri sifatida lug‘aviy tizimda ko‘pma’nolilik (polisemiya) bilan bevosita alogador
bo‘lib, ma’no rivojlanishining tabiiy bosqichlaridan birini tashkil etadi. Hindiy tili leksik tizimida
omonimlar semantik o‘zgarish, metaforik va metonimik ko‘chish, fonetik yaqinlashuv, so‘z yasalish
va morfologik jarayonlar natijasida shakllanadi. Ular badiiy matnda obraz yaratish, ma’no o‘yini,
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stilistik kontrast va kontekstual ko‘pqatlamlilik hosil gilishda muhim estetik vosita sifatida namoyon
bo‘ladi.

Omonimiya hodisasini o‘rganish bugungi tilshunoslikning nazariy, struktur va funksional
yo‘nalishlarida alohida dolzarblik kasb etmoqda. Chunki omonimlar tilning semantik tizimidagi
ichki ziddiyat, ma’no o‘zgaruvchanligi va nutqiy moslashuv jarayonlarini yaqqol ko‘rsatadi. Ular
inson tafakkurining dinamik xarakterini, ma’no yaratish va talgin gilish mexanizmlarini yorituvchi
tabily model sifatida ahamiyatlidir. Shuning uchun ham zamonaviy tilshunoslikda omonimlar
semantik tahlil, kognitiv yondashuv, pragmalingvistika va diskurs-tahlil doirasida keng
o‘rganilmoqda.

Mazkur magolada hindiy tilidagi omonimlarning badiiy va lisoniy funksiyalari tahlil gilinadi.
Hindiy tili, xususan, adabiy nutqda omonimlar fagat ma’no tafovutini emas, balki obrazlilik, ironik
va ramziy ifoda, uslubiy kontrast yaratish imkoniyatini ham ta’minlaydi. Badiiy matnda mualliflar
omonim birliklar orqali o‘quvchining digqatini jalb etish, yashirin ma’no qatlamlarini shakllantirish
va estetik effekt yaratish imkoniga ega bo‘ladilar.

Badiiy tahlil — omonimlarning adabiy matndagi uslubiy yukini, ularning obraz yaratishdagi,
semantik o‘yin va ramziy ifodadagi rolini ochib berishdir. Lisoniy tahlil esa bu birliklarning shakl-
ma’no tuzilmasini, grammatik funksiyasini va kontekstda qanday sintaktik bog‘lanish hosil gilishini
aniqlaydi. Semantik ko‘p ma’nolilik tadqiqida esa yozuvchi tomonidan omonim birliklar asosiy va
yashirin ma’nolar uyg‘unligida ishlatiladi, bu esa matnga konseptual chuqurlik kiritadi.

Omonimlarning badiiy-lisoniy tahlili deganda, ularning til va adabiyotdagi o‘zaro alogasi,
funksional-semantik tabiatini hamda estetik ahamiyatini kompleks, lingvistik-estetik yondashuv
asosida o‘rganish tushuniladi. Tadqiqotning obyekti sifatida hindiy tilidagi omonim birliklar,
ularning badiily matnda namoyon bo‘lish xususiyatlari tanlangan.

Magolada tahlil uchun hind yozuvchisi Brajbhushanning “Aalok™ va “Mukti Keed” asarlaridan
tanlab olingan parchalardan foydalanildi. Ushbu asarlarda uchraydigan omonim so‘zlar struktur-
semantik jihatdan tizimlashtirilib, ular ishtirokidagi so‘z birikmalari atributiv, predikativ va
obyektiv turlarga ajratildi. Aynigsa, atributiv birikmalar tahlilning markaziy obyekti bo‘lib, ularning
tarkibidagi so‘z turkumlari, jins-son kategoriyasi va sintaktik tuzilma modellari aniglab berildi.

Metodologiya. Tadgigot jarayonida omonim birliklarning sintaktik strukturalardagi roli,
semantik ko‘p qatlamliligi va kommunikativ yukini aniqlashga alohida e’tibor qaratildi. Olingan
natijalar hindiy tilidagi omonimlarning nafagat leksik-semantik tizimdagi, balki badiiy nutqdagi
estetik va kommunikativ funksiyasini yoritishga imkon beradi.

Demak, mazkur ish hindiy tilidagi omonimlarning badiiy-lisoniy talginini, ularning kontekstual,
semantik va sintaktik o‘zaro munosabatini tahlil qilish, shuningdek, tilning ko‘pma’nolilik
tizimidagi o‘rni va vazifasini aniglashga garatilgan ilmiy-amaliy tadgiqgotdir®.

Bundan tashqari "Mukti keed" nomli asardan ham foydalanildi?.

Mazkur tadgiqotda hindiy tilidagi badiiy matnlarda uchraydigan omonim birliklarning sintaktik
va semantik imkoniyatlari ularning ishtirokidagi so‘z birikmalari asosida tahlil gilindi.
Omonimlarning lisoniy funksiyasi ularning gaysi turdagi sintaktik tuzilmalarda (atributiv, predikativ
yoki obyektiv) faol namoyon bo‘lishiga qarab guruhlashtirildi.

L sromaqon sl ¢ feee forem werer wfz. - 1989. 150. p.
2 ufis . 9w, e, s, - 1981 P. 100,
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Natijalar. Tahlil jarayonida aniglanishicha, matnlarda gayd etilgan omonim so‘zlar o‘zaro turli
sintaktik bog‘lanish shakllari orqali semantik mustaqillikka ega bo‘lgan so‘z birikmalarini hosil
giladi. Ushbu birikmalar tarkibida omonimlar nafagat leksik, balki grammatik-sintaktik vazifa
jihatidan ham muhim komponent sifatida gatnashadi.

Olingan materiallar asosida omonim birliklar uchta asosiy guruh — atributiv, predikativ va
obyektiv (kompletiv) birikmalar doirasida tahlil gilindi. Har bir tur o‘zining struktur-semantik
alogasi, bosh-ergash so‘z munosabati va kontekstual funksiyasiga ko‘ra izohlandi.

1. Atributiv birikmalar

Atributiv birikma aniqlovchi va aniqlanmishdan tashkil topgan sintaktik birlik bo‘lib, u
predmetning belgi, migdor yoki mansublik jihatidan tavsifini bildiradi. Bunday konstruksiyada bosh
so‘zning talabiga ko‘ra ergash so‘z ma’lum grammatik vosita bilan bog‘lanadi. Hind tilidagi
atributiv bog‘lanishlar odatda ikki xil shaklda yuzaga chiqadi:

a) Kelishikli boshgaruv — ergash so‘z bosh so‘z bilan tushum, jo‘nalish, o‘rin-payt yoki chigish
kelishigi qo‘shimchalari yordamida birikadi. Masalan: ghar jana (uyga ketish), shahar mé rahna
(shaharda yashash).

b) Ko*‘makchili boshqaruv — bog‘lanish ko‘makchilar (postpozitsiyalar) yordamida ifodalanadi:
svatantrata ke liye sanghars (ozodlik uchun kurashish), vat ke bare mem carcha (suhbat hagida).

Atributiv birikmalar tahlilida aniglovchi omonim birliklarning jins-son, so‘z turkumi va
kontekstual o‘rni aniglanib, ularning semantik tobelik modeli ishlab chiqildi.

2. Predikativ birikmalar

Predikativ birikma — ikki tarkibli gapning markaziy grammatik yadrosi bo‘lib, u ega va kesim
o‘rtasidagi sintaktik bog‘lanish orqali shakllanadi. Bosh so‘z (ega) bilan ergash so‘z (kesim)
o‘rtasidagi moslik shaxs, son va zamon kategoriyalarida namoyon bo‘ladi.

Bu turdagi birikmalar omonimlarning fe’l shakllari bilan birgalikda kelib, mazmunning
predikativ asosini tashkil etadi. Hind tilida bunday strukturalar ko‘pincha holat fe’li, potensial fe’l
yoki istak mayli shakllari orqali hosil bo‘ladi. Shu sababli predikativ konstruktsiyalar tahlilida
omonimlar semantik yukni belgilovchi va kontekstni aniglashtiruvchi element sifatida o‘rganildi.

3. Obyektiv (kompletiv) birikmalar

Obyektiv yoki kompletiv birikmalar to‘ldiruvchi bilan kesim o‘rtasidagi semantik-grammatik
bog‘lanishni ifodalaydi. Bunday tuzilmada ergash so‘z (to‘ldiruvchi) bosh so‘z (kesim) bilan
ko‘pincha grammatik vositasiz, faqat so‘z tartibi yoki ma’no aloqasi orqali bog‘lanadi.

Ushbu turdagi birikmalar tahlilida omonimlarning kontekstual semantik funktsiyasi aniglanib,
ularning fe’l bilan bevosita yoki bilvosita alogasi tahlil gilindi. Natijalar omonimlarning gap
tuzilmasida semantik markaz sifatida qatnashishini ko‘rsatadi.

Muhokama. I-model. Omonim ot (muzakkar jins) + ot (muzakkar jins)

Ushbu model tarkibida muzakkar jinsdagi ot turkumiga mansub omonim so‘z bosh
komponent sifatida kelib, unga muzakkar jinsdagi ot aniglovchi yoki aniglanmish vazifasida
qo‘shiladi. Umuman olganda, bu modelga 12 ta misol mansub bo‘lib, ular semantik jihatdan
«predmet + belgi» yoki «predmet + predmet» munosabatini bildiradi.

Misollar:

1. SisTel @ aY&T — jhanjhat (1) “havotir, tashvish”, (2) “bahs” — muzakkar jinsdagi omonim
+ ka (muzakkar jinsni ko‘rsatuvchi postpozitsion ko‘makchi) + bojh “yuk”, muzakkar jinsdagi ot =
“havotir yuki”.
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2. AT & T — Ramna (atogli ot) + ke (muzakkar ko*‘makchi) + svar 1) “ovoz, shovqin”,

2) “jannat” — muzakkar jinsdagi omonim = “Ramnaning ovozi”.

Model formulasi: O.S. (muzakkar jins, ot turkumi) + O.S.T. (muzakkar jins, ot turkumi) —
A.B. (atributiv birikma).

Bu turdagi birikmalar semantik jihatdan mavhum va konkret nomlarning o‘zaro munosabatini
ifodalaydi hamda kontekstdagi predmetning emotsional-ekspressiv holatini ochib beradi.
Omonimlarning ikki ma’noliligi natijasida badiiy matnda semantik ziddiyat va ko‘pqatlamlilik
yuzaga keladi.

I1-model. Omonim ot (muannas jins) + ot (muzakkar jins)

Mazkur model tarkibida muannas jinsdagi ot turkumiga mansub omonim birlik bosh komponent
sifatida unga esa muzakkar jinsdagi ot aniqlanmish sifatida qo‘shilib keladi. Bu modelga mansub
to‘rtta misol tahlil qilindi. Ushbu konstruksiyalar semantik jihatdan “predmet + mavhum belgini
bildiruvchi predmet” turiga kiradi hamda omonim so‘zning jins kategoriyasi orqali semantik
kontrast va stilistik noziklik yaratadi.

Misollar

1. Tell BT FI2— kalr 1) “qora rang”, 2) “Durga ma’budasining nomi”, 3) “Jamna daryosi
bo‘yida yashovchi ilon” — muannas jinsdagi omonim; + k@ — muzakkar jinsni bildiruvchi
postpozitsion ko‘makchi; + rip “shakl, qiyofa” — muzakkar jinsdagi ot. — Kalining giyofasi,
ma’budaning ko ‘rinishi.
Bu birikmada “rang” va “ilohiylik” ma’nolari bir paytda mavjud bo‘lib, omonimning semantik ko‘p
gatlamliligi obrazning badiiy kuchini oshiradi.

2. HS &1 §&T — mai 1) “ona”, 2) “xola” — muannas jinsdagi omonim; + kG — muzakkar
jins ko‘makchisi; + banda “qul, xizmatkor” — muzakkar jinsdagi ot. — Onaning xizmatkori.
Mazkur birikmada muannas va muzakkar jins shakllarining o‘zaro zid qo‘llanishi insoniy
munosabatlardagi irodaviy ustunlik, ijtimoiy lavozim va hissiy ta’sir nisbatlarini badiiy tarzda aks
ettiradi. Semantik nugtayi nazardan, bu tuzilma “ona” va “xizmatkor” obrazlari o‘rtasidagi insoniy
bog‘liglikni, ya’ni ta’sir o‘tkazish va itoat etish o‘rtasidagi psixologik hamda ijtimoiy muvozanatni
ifodalovchi ramziy gatlamni yuzaga keltiradi.

Model formulasi

O.S. (muannas, ot) + O.S.T. (muzakkar, ot) = A.B.O.S., (muannas, ot) + O.S.T., (muzakkar ot);

A.B.O.S.(muannas, ot)+O.S.T.(muzakkar, ot)=A.B. ya’ni: muannas jinsdagi ot turkumiga
mansub omonim so‘z + muzakkar jinsdagi ot turkumiga mansub aniglanmish — atributiv birikma.

Ushbu modelda kuzatiladigan eng muhim jihat — jins kategoriyasi o‘rtasidagi kontrast orqali
semantik intensivlikning kuchayishidir. Muannas jinsdagi omonim birliklarning ma’no tafovuti va
ramziy ko‘p qatlamliligi (masalan, diniy—biologik, ijtimoiy—emotsional oppozitsiyalar) atributiv
bog‘lanma tarkibida ma’naviy-ramziy semani shakllantiradi. Badiiy matnda bunday konstruksiyalar
insoniy, ilohiy va ijtimoiy holatlar orasidagi o‘tishlilikni, shuningdek, ruhiy ustunlik va ijtimoiy
subordinatsiya munosabatlarini ifodalovchi badiiy-semantik vosita sifatida namoyon bo‘ladi.

! Srstayeon stTeteR ¢ faefi ferem webrer wifew. - 1989. P. 5.

2 fth . oI W, foeeft, sifirsea. - 1981, P. 14,
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I11-model. Omonim sifat + ot (muzakkar jins)

Mazkur model tarkibidagi so‘z birikmalarida sifat turkumiga mansub omonim birlik bosh
komponent (aniglovchi) sifatida, ot turkumiga mansub so‘z esa aniglanmish vazifasida keladi.
Ushbu tipdagi atributiv konstruksiyalar tahlilida jami besh misol aniglanib, ularning har biri
semantik jihatdan belgi va predmet o‘rtasidagi munosabatni ifodalaydi. Bunda omonim sifatning
ko‘p ma’noliligi predmetning holati, xarakteri yoki estetik bahosini aniglovchi vosita sifatida xizmat
giladi.

1. 3UST 81T @' — upeksa 1) “xo‘rlangan, kamsitilgan”, 2) “beparvo, sovuq munosabatli”)
— sifat turkumidagi omonim (O.S. (s.s.)); + bhav “his-tuyg‘u, kechinma, ruhiy holat” —
muzakkar jinsdagi ot (O.S.T. (m.z.));

— “beparvo munosabatda” yoki “sovuq his bilan”.
Bu birikmada sifatning semantik ikki qatlamliligi (“xo‘rlanish” va “beparvolik™) predmetga
nisbatan emotsional-psixologik bahoni ifodalaydi.

2. :ﬁ?-r-g»—z]?r PUs? — mel-kuchele (1) “kir, iflos”, (2) “zanglagan”, (3) “kasal, xastalik
keltiruvchi”) — sifat turkumidagi omonim (O.S. (s.s.)); + kapre “kiyim, mato” — muzakkar
jinsdagi ot (O.S.T. (m.z.));

— “kir kiyimlar” yoki “zang bosgan matolar”.

Ushbu birikmada sifatning omonimik tabiatidan kelib chigadigan metaforik kengayish hodisasi
kuzatiladi: “kirlik” nafaqat jismoniy, balki ma’naviy yoki ramziy “ifloslik’’ni ham anglashi
mumkin.

Model formulasi

O.S. (sifat)+0O.S.T. (ot, muzakkar jins) = A.B.O.S.,(sifat) + O.S.T.(ot, muzakkar jins);
A.B.O.S.(sifat) + O.S.T.(ot, muzakkar jins)=A.B.

Ya’ni sifat turkumidagi omonim + muzakkar jinsdagi ot — atributiv birikma.

Ushbu modelning asosiy xususiyati shundan iboratki, sifat turkumidagi omonim birliklar
predmetga nisbatan emotsional, estetik va giymatli baho beradi. Ular semantik jihatdan betaraf
(denotativ) ma’nodan konnotativ (ramziy) ma’noga o‘tadi, bu esa badily matnda majoziy
chuqurlikni yuzaga keltiradi.

Sifatlarning omonim tabiati ko‘pincha tuyg‘u-kechinmalarni bevosita nomlamasdan ifodalash
imkonini beradi, shu orgali yozuvchi psixologik holatni obrazli shaklda ko‘rsatadi. Shunday qilib,
bu model predmetning vizual yoki hissiy tavsifini berish bilan bir qatorda, matnning stilistik ko‘p
qatlamliligini ta’minlovchi muhim vosita sifatida namoyon bo‘ladi.

IVV-model. Omonim ravish + ot (muzakkar jins)

Mazkur model tarkibidagi so‘z birikmalarida ravish turkumiga mansub omonim birlik aniqlovchi
sifatida, unga esa muzakkar jinsdagi ot aniqlanmish sifatida qo‘shilib keladi. Ushbu turdagi atributiv
konstruksiyalar tahlilida jami uchta misol aniglanib, ularning semantik mohiyati miqgdor,
umumlashtirish va davomlilik ma’nolari bilan bog‘liq ekani ma’lum bo‘ldi.

Ravishlar odatda fe’l bilan bog‘lanadigan birliklardir, biroq hindiy tilida ular ayrim hollarda ot
bilan sintaktik yaginlashuv hosil qilib, atributiv vazifada ham ishtirok etadi. Shu sababli bu model
badiiy matnda kontekstual kengayish va so‘z turkumlararo funksional siljish hodisasini ko‘rsatadi.

! srstapeon TR 7€ feefn forem s T, - 1989. P. 5.
2 O‘sha asar. P. 6.
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1. @IS G — koi 1) “kimdir, nimadir, hech biri”, 2) “nilufar guli” — ravish turkumidagi
omonim (O.S. (r.)); + sabd “so‘z” — muzakkar jinsdagi ot (O.S.T. (m.z.)); — “hech bir so‘z”.
Ushbu birikmada “kor’ning omonim tabiati orqali mavhumlik va noaniqlik ifodalanadi, bu esa
badiiy nutqda psixologik pauza yoki inkor ohangini yuzaga keltiradi.

2. 9RT GAG ' — sara 1) “butun, barcha”, 2) “urf-odat”, 3) “o‘q, 0‘zak” — ravish turkumidagi
omonim (O.S. (r.)); + samay “vaqt, muddat, payt” — muzakkar jinsdagi ot (O.S.T. (m.z.)); — “butun
vaqt davomida”, “doimo”.
Bu birikmada sara birlikning miqdoriy va temporal ma’nosi birlashib, uzluksizlik semasini hosil
qiladi. Shuningdek, “urf-odat” ma’nosi konnotativ jihatdan “hayot tarzi” obraziga ulanadi.

3. ORI f&eT — sara (xuddi yuqoridagi ma’nolarda); + din “kun” — muzakkar jinsdagi ot
(0.S.T. (m.z.)); — “kun bo‘yi”, “butun kun davomida”.

Bu birikma xronologik to‘liglikni ifodalab, vaqtni uzluksiz jarayon sifatida tasvirlaydi.

Model formulasi

O.S. (ravish)+0O.S.T. (ot, muzakkar jins) = A.B.O.S.,(ravish)+ O.S.T.,(ot, muzakkar jins);
A.B.O.S.(ravish)+0.S.T.(ot, muzakkar jins)=A.B., ya’ni ravish turkumidagi omonim + muzakkar
jinsdagi ot — atributiv birikma.

Ushbu modelda ravishlarning atributivlashuvi til tizimidagi funksional konversiya jarayonini
yaqqol ko‘rsatadi. Omonim ravishlar ot bilan birikkanida sifatga xos vazifani bajaradi, bu esa
ularning leksik-sintaktik moslashuvchanligini ifodalaydi.

Semantik jihatdan bu turdagi birliklar umumlashtiruvchi (barcha, butun), davomiy (doimo,
uzluksiz) va mavhum (hech bir, noma’lum) ma’nolarni ifodalashga xizmat giladi. Badiiy matnda
ular tasviriylik va temporal uzluksizlik hissini kuchaytiradi, shu orgali matnning ritmik-semantik
tuzilmasiga estetik uyg‘unlik baxsh etadi.

V-model. Omonim son + ot (muzakkar jins)

Mazkur model tarkibidagi so‘z birikmalarida son turkumiga mansub omonim birlik bosh
komponent sifatida kelib, unga muzakkar jinsdagi ot aniglanmish sifatida qo‘shiladi. Ushbu turdagi
konstruktsiyalar miqdor va sanash ma’nosini ifodalovchi birliklar bilan bir qatorda marosimiy yoki
ramziy konnotatsiyani ham o‘zida mujassam etadi. Tahlilda bunday tipdagi omonim birlikka oid
bitta misol qayd etildi.

IR 3ATAT — char 1) “to‘rt”, 2) “marosim”, 3) “josus” — son turkumidagi omonim (O.S. (son));
+ ana “anna” — muzakkar jinsdagi ot, gadimiy Hindiston pul birligi (O.S.T. (m.z.)); — “to‘rt anna”
yoki “bir tangadan yarim”.

Bu birikmada char omonimining son ma’nosi bilan bir qatorda “marosim” yoki “josuslik” kabi
ko‘chma, ijtimoiy-ramziy semalar ham mavjud. Bu holat omonimlarning metaforik kengayish
Xususiyatini tasdiglaydi.

Model formulasi:  O.S. (son)+O.S.T. (ot, muzakkar jins) = A.B.O.S.,(son) + O.S.T.,(ot,
muzakkar jins) ; A.B.0.S.(son)+0.S.T.(ot, muzakkar jins)=A.B.

Ushbu model omonimlarning numerativ (miqdoriy) ma’nosidan simvolik ma’noga o‘tish
jarayonini ko‘rsatadi. Son kategoriyasining ko‘pma’noliligi natijasida badity matnda mavhumlik,
gadriyat va ijtimoiy tafakkur ramzlari ifodalanadi. “To‘rt anna” birikmasi shu tarzda iqtisodiy ma’no
bilan bir gatorda majoziy-madaniy giymat kasb etadi.
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VI-model. Omonim sifat + ot (muannas jins)

Mazkur modelda sifat turkumiga mansub omonim so‘z bosh komponent, unga muannas jinsdagi
ot aniglanmish sifatida birikadi. Ushbu modelga oid uchta misol tahlil gilindi. Bu birikmalarda
omonim sifatlar predmetga fizik, emotsional yoki baholovchi belgi yuklaydi hamda semantik
nuqtayi nazardan intensivlik yoki kuchaytirish ma’nosini beradi.

1. #I AT — bhari 1) “yuk”, 2) “og‘ir” — sifat turkumidagi omonim (O.S. (s..)); + bojh
“yuk, tashvish” — muannas jinsdagi ot (O.S.T. (m.s.)); — “og‘ir yuk” yoki “ruhiy bosim”. Bu
birikmada sifatning omonimligi orqali “og‘irlik” semasi fizik hamda emotsional gatlamlarda
anglashiladi.

2. @8 I — kari bat 1) “qattig, kuchli, o‘tkir”, 2) “to‘sin, nurlanma” — sifat turkumidagi
omonim (O.S. (s.8.)); + bat “so‘z, gap” — muannas jinsdagi ot (O.S.T. (m.s.)); — “qattiq gap”,
“achchiq so‘z”.

Bu misolda “kar1” sifatining ikki ma’noliligi orqali psixologik intensivlik yaratiladi; gapdagi
qat’iylik yoki tanqidiylikni ifodalovchi emotsional kuch hosil bo‘ladi.

3. Y WEW' bhari sarnghars — “og'ir kurash”, bunda bhari fizik yuklamadan tashgari hayotiy

sinov yoki ruhiy mashaqgqgatni ham ifodalaydi.

Model formulasi: O.S. (sifat)+O.S.T. (ot, muannas jins) = A.B.O.S (sifat) + O.S.T.,(ot,
muannas jins) ; A.B.O.S.(sifat)+0.S.T.(ot, muannas jins)=A.B.

Bu modelda omonim sifatlarning metaforik kengayish xususiyati asosiy o‘rinda turadi. Ular
predmetning belgisini nafagat tasvirlaydi, balki hissiy-ta’sirchan gatlamni ham yuzaga keltiradi.
Shunday qilib, bu turdagi atributiv bog‘lanmalar semantik kuchaytirish, emotsional baholash va
estetik kontrast yaratish vositasi sifatida badiiy nutgda faol ishlatiladi.

2-guruh. Predikativ birikmalar tizimi

Hindiy tilidagi badiiy matn tahlilida aniglanishicha, predikativ tipdagi omonim birikmalar
ko‘proq gapning markaziy sintaktik yadrosi — ega va kesim o‘rtasidagi bog‘lanma doirasida
namoyon bo‘ladi. Ular harakat, holat yoki xulg-atvorni ifodalovchi sintaktik konstruktsiyalarni hosil
qilib, ko‘pincha intensiv, hissiy yoki baholovchi ma’nolarni kuchaytiradi. Ushbu guruhga oid jami
8 ta misol tahlil qilindi. Ular to‘rtta struktur model asosida guruhlashtirildi. Quyida 1-model tahlili
keltiriladi.

I-model. Omonim ot + intensiv fe’l

Mazkur modelda ot turkumiga mansub omonim birlik predikativ konstruksiyaning boshlang‘ich
elementi bo‘lib, unga intensiv fe’l ergashadi. Ushbu model harakatning emotsional kuchaytirilgan
shaklini ifodalash uchun xizmat giladi. Tahlilda bunday tuzilma uchta misolda gayd etildi.

1. ame A Fe@? — nak 1) “burun”, 2) “mashhur inson”, 3) “jannat” — ot turkumidagi
omonim (O.S. (O.S.T. (m.z.))) + bhaum charha kar — intensiv fe’lning sodda notugal shakli (I.F.
s.n.sh.); — “qovog‘ini solib”, “burnini baland tutib”.

Bu birikma orqali irodaviy ustunlik, g‘urur yoki mamnunlik kayfiyati badiiy tarzda ifodalanadi.
Omonim “nak”ning ikki ma’noliligi (“burun” va “obro‘-e’tibor”) tashqi-ichki holat uyg‘unligini
beradi.

! gfts %a. BT . feeedt. sifweisa. - 1981, P. 14,
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2. Uil el gl ST — pol 1) “shahar darvozasi”, 2) “da’vo, shikoyat” — ot turkumidagi

omonim (O.S. (O.S.T. (m.s.))) + nahin khul jayegi — intensiv fe’lning kelasi zamon sodda shakli;
— “shahar darvozasi ochilmaydi” yoki ramziy ma’noda “fosh bo‘lmaydi”.

Bu misolda “pol”’ning joy nomi va ramziy ochilish (fosh bo‘lish) ma’nolari o‘zaro uyg‘unlashib,
semantik ko‘pqgatlamlilik hosil qgiladi.

3. AT daR &d & — mal 1) “boylik, mol-mulk”, 2) “gulchambar”, 3) “chempion”) — ot
turkumidagi omonim (O.S. (O.S.T. (m.z.))) + batar lete ho — intensiv fe’Ining sodda notugal shakli;
— “mol-mulkni o‘rtada bo‘lish”, “boylikni tagsimlash”. Bu konstruktsiyada mal so‘zining “moddiy
boylik” va “ramziy qadriyat” ma’nolari birlashib, ijtimoiy baholash va axlogiy munosabat
ifodalanadi.

Model formulasi:  O.S. (ot)+LF. (intensiv fe’l, sodda notugal shakl) = P.B.O.S.,(ot) +
L.F.,(intensiv fe’l, sodda notugal shakl); P.B.O.S.(ot)+I.F.(intensiv fe’l, sodda notugal shakl)=P.B.,
ya’ni ot turkumidagi omonim + intensiv fe’lning sodda shakli — predikativ birikma.

Mazkur model predikativlikning emotsional-semantik kuchaytirish funksiyasini namoyon etadi.
Omonim otlar bu yerda subyektiv kechinmalarni yoki ijtimoiy-psixologik holatlarni ifodalovchi
markaziy semantik komponent sifatida ishtirok etadi. Intensiv fe’llar esa bu ma’noga dinamika,
harakat va hissiy kuch beradi. Natijada, tahlil gilingan misollarda metaforik harakat bilan leksik
omonimiyaning ko‘pgatlamliligi uyg‘unlashadi va matnning badiiy ekspressivligini oshiradi.

I1-model. Omonim ot + holat fe’li (inkor shakli)

Mazkur model tarkibida ot turkumiga mansub omonim so‘z bosh komponent bo‘lib, unga holat
fe’lning inkor shakli ergashadi. Ushbu konstruksiyalar orqali mavjudlik yoki yo‘qlik ma’nosi
ifodalanadi. Bunday turdagi birikmalarda omonim otlar denotativ holatni, holat fe’llari esa
eksistensial (mavjudlikka oid) semantikani ifodalaydi.

1. €T P el ' — kam 1) “ish, mehnat”, 2) “istak, xohish” — ot turkumidagi omonim (O.S.
(0.S.T.)); + nahin — holat fe’li, inkor shakli (H.F.); — “ish yo‘q” yoki “xohish yo‘q”. Ushbu
birikkmada omonim “kam”ning ikki ma’nosi orqali fizik faoliyat bilan ichki istak o‘rtasidagi
semantik ziddiyat yuzaga chigadi.

2. 3G & § — ankhen 1) “ko‘z, qarash”, 2) “nish, kurtak” — ot turkumidagi omonim
(0.S. (0.S.T.)); + nahin hain — holat fe’lining inkor shakli;

— “ko‘zlar yo‘q”.
Bu yerda “ankhen”ning “ko‘z” va “nish” ma’nolari orqali idrok va mavjudlik tushunchalari bir
kontekstdagi badiiy kontrastni hosil giladi.

Model formulasi: O.S. (ot)+H.F. (inkor shakli) = P.B.0.S.,(ot) + H.F.,(inkor shakli);
P.B.0O.S.(ot)+H.F.(inkor shakli)=P.B.

Bu modelda mavjudlikning inkori semantik markaz sifatida ishlatiladi. Omonim otlar narsa, sifat
yoki holatning mavjud emasligini ifodalashga xizmat giladi. Shunday qilib, model negativ
eksistensial strukturani hosil qilib, badiiy matnda bo‘shliq, yo‘qotish yoki ma’nosizlik semasini
yaratadi.

I11-model. Omonim ot + oddiy notugal zamon fe’li (inkor shakli)

29
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Mazkur modelda ot turkumiga mansub omonim birlik fe’Ining oddiy notugal zamon shakli bilan
birikadi. Konstruktsiya inkor ifodalaganligi sababli, unda harakatning ko‘rinmasligi yoki amalga
oshmasligi ma’nosi yuzaga keladi. Ushbu modelga oid bitta misol aniqlandi.

aer fg@ré A%F a1t — bol 1) “so‘zlash gobiliyati, nutq”, 2) “milk” — ot turkumidagi omonim
(O.S. (0.S.T.)); + nahin dikhar deta — oddiy notugal zamon fe’lining inkor shakli (Od.N.Z.F.); —
“fikr ko‘zga tashlanmaydi”, “so‘z ko‘rinmaydi”. Bu birikmada omonim “bol”ning “nutq” va “milk”
ma’nolari moddiy va ruhiy reallik o‘rtasidagi ma’noviy o‘tishlikni hosil giladi.

Model formulasi: O.S. (ot)+Od.N.Z.F. (inkor shakli) = P.B.O.S.,(ot) + Od.N.Z.F.,(inkor
shakli); P.B.O.S.(ot)+Od.N.Z.F.(inkor shakli)=P.B.

Bu model inson tafakkuri va nutqning ifodaviy chegaralarini ko‘rsatadi. Harakatning
ko‘rinmasligi orqali mavhum tafakkur ifodalanadi. Omonim birliklar bu yerda tashqi ko‘rinish va
ichki mazmun o‘rtasidagi uzilish sifatida semantik yukni oshiradi.

IV-model. Omonim ot + fe’Ining istak mayli shakli

Mazkur modelda ot turkumiga mansub omonim birlik fe’lning istak maylida kelgan shakli bilan
birikadi. Bu turdagi konstruktsiyalar niyat, istak yoki muloyim taklif ma’nolarini ifodalaydi.
Tahlilda ikki misol aniglandi.

1. 3 f@er i— aam 1) “mango”, 2) “oddiy”, 3) “hazm qilinmagan” — ot turkumidagi
omonim (O.S. (O.S.T.)); + khila din — fe’Ining istak mayli shakli (F.L.M.); — “mango yedirib
qo‘yayin”.

Bu yerda aamning ikki ma’nosi (“meva” va “oddiylik”) orqali mavhumlik va oddiylikning ironik
kontrasti yaratiladi.

2. 3T Me-87elr & — ap 1) “siz”, 2) “suv””) — ot turkumidagi omonim (O.S. (0.S.T.)); +
bholi-bhali ho — fe’Ining istak mayli shakli;

— “Siz sofdil bo‘lsangiz”. Bu birikmada gpning omonimligi (“shaxs olmoshi” va “suv”) orqali
tozalikka, sof niyatga ishora giluvchi semantik parallelizm yuzaga keladi.

Model formulasi: O.S. (ot)+F.L.M. (fe’lning istak mayli) = P.B.O.S.,(ot) + F.L.M.,(fe’Ining
istak mayli); P.B.O.S.(ot)+F.L.M.(fe’Ining istak mayli)=P.B.

Mazkur modelda insoniy istak, niyat va hissiy intilishlar fe’Ining istak mayli orqali ifodalanadi.
Omonim otlar esa bu jarayonga ramziy yuklama beradi — ular moddiy va ma’naviy gatlamni
birlashtiruvchi semantik vosita sifatida chigadi. Shu sababli, bunday konstruksiyalar badiiy tilda
niyatning emotsional tasvirini ifodalovchi ifoda vositasi sifatida ahamiyat kasb etadi.

I model. Bu model tarkibida omonim so'zga xos o'rin-payt holi va fe'lning infinitiv shakli
ishtirok etgan bo'lib, uning soni 1 ta misoldan iborat:

el A TP Tl 2 - Haal 1) zal, xol; 2) hol, ahvol; 3) silkinish; 4) omoch; (ot so'z turkumi)
+ ki taraf ga tomon (murakkab poslelog); chalna yurmoq, bormoq; (fe’Ininf infinitiv shakli)) = "zal
tomonga yurmoq, bormoq".

Model formulasi: O.S. (O.P.) + F.1.Sh. = O.B.

Il model. Ushbu model tarkibida ot so'z turkumidagi omonim so'z va potensial fe'lning sodda
notugal inkor shakli ishtirok etgan. Uning soni 3ta misolni gamrab oldi:

L Sromqon sl ¢ feee forem weer wf. - 1989. P. 8.
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a6 9T I® A% FhdT = chah 1) xohish, istak; 2) suv havzasi; (OS (0.S.T.)) + rah nahin

saktaa "yashay olmadi" (potensial fe'lning sodda notugal inkor shakli) = "xohish-istaksiz yashay
olmadi™ .

G &g A& Heval = ankh 1) ko'z, nazar, 2) nish, kurtak; 0.S(0.S.T.)) + dekh nahin saktii
"ko'ra olmadi" (potensial fe'lning sodda notugal inkor shakli) = "ko'z ko'ra olmadi”.

PS T& a4 FhdT = kot 1) kimdir, nimadir; 2) (Koi) nilufar guli; (O.S. olmosh so'z turkumi
(0.S.)) + rah nahin sakta" yashay olmadi” (potensial fe’Ining sodda notugal inkor shakli) = "hech
kim yashay olmadi".

Modelning formulasi: O.S. (O.S.T.) + P.F. (S.N.in) = O.B.

(0.S. (0.S.T.)) + rah nahin sakta "yashay olmadi" (potensial fe'lning sodda notugal inkor shakli)
= "Xxohish-istaksiz yashay olmadi"

So'z birikmalari tarkibida omonim so'zlarning postpozitsiya holatida kelganlari 2 ta misolni
tashkil qildi:

e PO & - ke bina 1) ...siz, ...dan tashqari; 2) poydevor, negiz, asos; (O.S. murakkab
poslelog) + kuchh kiye biron narsa gilib (H.H.holat holi) = "biron narsa gilmasdan".

IRUTS & UIH = Charpaii shiypon, chorpoya, karavot; (ot so'z turkumi) + ke paas 1) yaginida,
yonida; 2) (Paash)tuzoq; 3) chipta, transportda tekinga yurish; (O.S. murakkab poslelog) =
"shiyponning yonida"

So'z birikmalari tarkibida omonim so'zlarning kirish so'z holatida kelganlari ham uchradi
ularning soni 2 tani tashkil etdi:

W, fREd & gH & €0 = kheer 1) hagigatan, darhagigat; 2) Asacia katechu o'simligi nomi;
3) farovonlik, tinchlik; (O.S. modal so'z (M.S.)) = "Hagigatan, sen tilanchi emassan"

ar, q1e @S & - so 1) aynigsa, shuning uchun, demak; 2) se poslelogi; = “aynigsa, boshlig
turardi.”

Shu bilan bir gatorda so'z birikmalari orasida omonim so'zlarning undov so‘z holatida kelganlari
ham aniglandi va uning soni 1 tani tashkil etdi:

HEUT AT & drell - Pran’ = kash 1) koshki, ehtimol; 2) kaash-(kans) uzun o't; = "Achinib
gapirdi - koshki edi!"

Formula: (O.S. undov so0'z(U.S.))

Yugoridagi tahlil natijalaridan shu narsa ma'lum bo'ladiki, hindiy tili matnlaridagi omonim
so'zlarning aksariyati atributiv birikmani tashkil giladi. Bularning migdorida ham yaqqol aks
etmoqda.

Shuningdek, omonim so'zlarning postpozitsiya holatida go'llanilish ko'lami kengligi ham ma'lum
bo'ldi.

Ammo predikativ va obyektiv birikmalarda omonim so'zlarning kam migdorda aks etishi
ularning magsuldorlik darajasini pasayib ketishiga olib keldi.

XULOSA
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1. Tadgiqot jarayonida hindiy badiiy matnlari asosida omonim birliklar aniglanib, ular
ishtirokidagi so‘z birikmalari atributiv, predikativ va obyektiv sintaktik konstruktsiyalar kesimida
tizimli tahlil qilindi. Har bir turdagi birikma uchun struktur-modellashtirish tamoyillariga
asoslanilgan holda alohida modellash sxemalari ishlab chigildi. Empirik materialni formal-semantik
yondashuv asosida tahlil gilish natijasida 45 ta omonim birlik aniglanib, ular tarkibida 28 tasi
atributiv, 8 tasi predikativ va 9 tasi obyektiv tipdagi birikmalarni tashkil etishi ma’lum bo‘ldi.

2. Natijalar shuni ko‘rsatdiki, atributiv konstruktsiyalar hindiy tilida omonimlar ishtirokidagi
eng mahsuldor sintaktik qolip bo‘lib, ular matnda nominal birliklarning tasviriy-badiiy vosita
sifatidagi yukini kuchaytiradi. Bu guruhda asosan muzakkar jinsdagi otlarning faol qo‘llanishi
kuzatildi, bu esa hindiy tilda jins kategoriyasining semantik differensiatsiya va stilistik kontrast
yaratishdagi ahamiyatini tasdiglaydi.

3. Predikativ va obyektiv birikmalar esa nisbatan kam uchraydi. Ushbu konstruksiyalar, asosan,
ot turkumiga mansub omonim asos bilan fe’lning holat fe’li, potensial fe’l yoki istak mayli
shakllarining kombinatsiyasi orgali yuzaga keladi va matnda harakatning semantik aniglashtirilishi,
nutqiy dinamika va hissiy modalitetni ta’minlaydi.

4. Tahlil davomida shuningdek, omonim birliklarning postpozitsiya bilan birikish xususiyati
ham qayd etildi. Bu holat hindiy tilining analitik xususiyati va postpozitsion bog‘lanishning
grammatik-semantik markaz sifatidagi rolini yana bir bor tasdiglaydi. Mazkur kuzatuvlar
omonimlarning sintaktik realizatsiyasida postpozitsion konstruksiyalarning semantik yukni
aniglashtiruvchi omil ekanidan dalolat beradi.

5. Umuman olganda, olingan natijalar hindiy tilidagi omonimlarning badiiy-diskursiv
maydondagi stilistik imkoniyatlari, ularning sintaktik variativligi va ma’no yaratishdagi pragmatik
resurslarini ko‘rsatdi. Ushbu yondashuv omonimlarni nafaqat leksik birlik sifatida, balki
kontekstual-semantik va struktur-funksional hodisa sifatida yoritish imkonini berdi. Tadgiqot
natijalari kelgusida hindiy tili omonimiyasining semantik tarmoglanishi, korpus lingvistika asosida
avtomatik disambiguatsiya hamda tarjima jarayonida omonimlar funksional ekvivalentligi bo‘yicha
izlanishlar uchun metodik asos bo‘lib xizmat qiladi.

N =
LI~

HINDIY TILIDAGI “SIFAT + OT” VA “OT + OT” MODELIDAGI ATRIBUTIV
SO‘Z BIRIKMALARINING BADIIY-LISONIY XUSUSIYATLARI

NODIRA SAIDNAZAROVA
Janubiy Osiyo tillari va adabiyoti oliy maktabi
Toshkent davlat shargshunoslik universiteti,
ORCID : 0009-0006-9778-5255

e -

Annotatsiya
Mazkur maqolada “sifat + ot” va “ot + ot” modelidagi atributiv so z birikmalarining badiiy-lisoniy
xususiyatlari va badiiy vazifalari tadqiq etiladi. Tadgigotda hikoya va she rlardan olingan real misollarga
tayanilgan va atributiv birikmalar tilning morfosintaktik imkoniyatlarini namoyon etib, badiiy matnning
obrazlilik hamda semantik chuqurlashuviga xizmat qilishi tahlil gilingan. Badiiy matnlarda aynigsa keng
qo ‘llanadigan “sifat + ot” va “ot + ot” modelidagi atributiv so ‘z birikmalari lingvistik va badiiy nuqtai
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nazardan batafsil tahlil gilinadi. Mazkur birikmalar tilning eng asosiy sintaktik birliklaridan biri sifatida
nafagat predmetni aniglash, balki matnning mazmuniy gatlamini boyitish, obrazlarni jonlantirish va
muayyan ijtimoiy hamda estetik magsadlarni ifodalashga ham xizmat giladi.

Lisoniy jihatdan hindiy tilida sifatlarning ikki asosiy turi — o ‘zgaruvchan va o ‘zgarmas shakllari
ajratiladi. Magolada ushbu sifatlarning jins va sonda moslashuvi, tub va yasama sifatlardan hosil bo ‘Igan
“sifat + ot” va “ot + ot” modelidagi atributiv birikmalar hamda ularning deskriptiv (predmetni bevosita
ta’riflash), tasviriy, ramziy, emotsional-ekspressiv, ijtimoiy-tangidiy, psixologik va ideologik vazifalarni
bajarishi ko ‘rsatib beriladi. Bu kabi birikmalar badiiy matnlarda grammatik qurilma sifatida emas, balki
obrazlilikni kuchaytiruvchi, matnga estetik va ideologik mazmun yuklovchi markaziy stilistik vosita sifatida
namoyon bo ‘ladi.

Magqolada misollar lingvistik, semantik va stilistik tahlil asosida o ‘rganilib, “sifat + ot” va “ot + ot”
modelining estetik hamda ma’naviy yuklamasi ilmiy asoslangan holda yoritilgan. Natijada bunday
birikmalar nafagat grammatik birlik, balki adabiy-badiiy matnning ma’no tashuvchi asosiy unsurlaridan biri
ekani aniglanadi. “Ot + ot” modelidagi atributiv birikmalarda esa mansublik, material, makon, vaqt va
metaforik munosabatlar markazga olinib, bu birlikiarning diniy, falsafiy va ma’naviy ma’no yuklashi tahlil
gilinadi.

Tayanch so “zlar: atributiv birikma, so z birikma, badiiy-lisoniy, sintaktik birlik, badiiy matn.

AnHomauyus

B Oannoii cmamve ananuzupylomcs XyoocecmeeHHO-TUHSGUCMUYeCKUe 0COOEHHOCMU U (DYHKYUU
ampu6ymu6Hblx Ccl080COYemaHull Mooeu «npujilacameilbHoe + cyulecmeumeilbHoey u «cywecmeumeilbHoe
+ cyujecmeumeslbHoe). HUccneoosanue ocrosano na PEeAlbHbIX npumepax, 634Anblx U3 paccKkaszoe u
cmuxom@opeﬂuﬁ, u nokasweleaem, KAakxK ampu6ymu6HbZe couemdanust pacKkpelearom M0p¢OCMHmaKcul£€CKue
BO03MOHCHOCMU A3bIKA, CI’lOCO5CI’}’l6’yﬂ 06pa3Hocmu U cemManmu4eckoll Zfly6uH€ xyc)oofcecmeeHHozo mexkcma.
B cmamwve xomnnexcro paccmampuearomcs ampu6ymu6Hble couemanust mooenu «npuiacameibHoe +
cywecmeumelbHoe) U «cyujecmeumelbHoe + cywecmeumenvbHoe) C JUHSEUCTMUYECKOTL U xyaoofcecmeeHHozi
mo4eK 3pPeHrusl, nodqepkueaemm ux pojb He MmOJIbKO 6 YNmOYHEeHUU npedMema, HO U 6 0602au4€Huu
codepo;caﬂuﬂ mexKkcma, oascueierHuu 06pa306 u evlpasicenuu OI’lpe()e]léHHblx COYUATIbHBbIX U ICmemu4ecKux
yeneltl.

C nuneeucmuyeckol mouku 3peHUs 6 XUHOU BbLOCAAIOMC 08d OCHOBHBIX MUNA npujiacameilbHblx —
uzMensemvle u Heusmensemvle. B cmamove ucmedyromcg ux coenacoearue no poay u ducny, ampu6ymu6Hble
couyemaHus, 06pa306’aHHbl€ om npocmolx u npOuS’GOOHblx npuiaeamelbHvlx, ad maxkace ux ()eCKpunmueHble,
u306p613um€ﬂbel€, cumeoauvecKkue, IMOYUOHATbHO-IKCNnpeccuesrvle, coyualibHo-Kpumudeckue,
NCUXON02UYECKUEe U UOCOJIOSUHECKUE d)yHKL;uu. Tooobuwvie couemanus paccmampuearomcst He KakK 4ucmo
cpammamudeckas KOHCmpPYKyus, a KakKk yenmpailbHoe cmuiucmudeckoe cpe()cmeo, ycuiuearowee
0OpazHocmv u npuOarOUee MeKCmy ICMEMU4ecKyio U U0eoN02ULECKYIO Ha2py3KY.

B pesymomame ycmanoeneno, umo ampubymueHble COHEMAHUsT MOOeIU «npuideamenvrHoe ~+
cyujecmeumelbHoe» u «cywyecmeumeslbHoe + cyulecmeumeilbHoe ) sblicmynarom He mMoJIbKO
epamMmamuieckoll eounuyell, Ho U OOHUM U3 OCHOBHBIX HOCUMENEU CMbICIA XYO0IHCeCMBEeHH020 MeKCma,
06/la()ar0u;ww acmemudecKkum u 0yx06HblM nomeHyuaiIom. B crnosocouemanusx muna «cywecmeumelbHoe
+ cywyecmeumenbHoey aHalusupyromcs OmHOULeHUs npuﬂadﬂeofcﬂocmu, mamepuaia, npocmpanHcmeda,
8peMeHU U Memapopuueckoi COOMHECEHHOCMU, Yepe3 KOmopbvle aKmyaiusupylomcs peiucuosHule,
unocoghckue u Oyxo8HO-HPABCMBEHHBIE CMBICIbL.

KJllOlleGble cuoea: ampu6ymu6H06 cjloeocodemanrue, cjloeocovemaHue, )Cy()ODfCECWl(?eHHO-
Jzuﬂzeucmuqemuﬁ, CUHmMaKkcuveckas e()uHuua, xydoafcecmeeHHblﬁ meKcm.

Abstract

This article examines the stylistic and linguistic characteristics, as well as the artistic functions, of
attributive word combinations of the “adjective + noun” and “noun + noun” models. The study is based on
real examples from short stories and poems, demonstrating how such attributive combinations reveal the
morphosyntactic potential of the language and contribute to the imagery and semantic depth of literary texts.
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The article provides a comprehensive analysis of “adjective + noun” and “noun + noun” combinations from
both linguistic and literary perspectives, highlighting their role not only in specifying the referent but also in
enriching the content of the text, animating images, and expressing social and aesthetic intentions.

From a linguistic point of view, Hindi distinguishes two main types of adjectives — inflected and
indeclinable. The article explores their agreement in gender and number, the attributive combinations formed
from basic and derived adjectives, and their descriptive, figurative, symbolic, emotional-expressive, socio-
critical, psychological, and ideological functions. These combinations are considered not merely as
grammatical constructions but as central stylistic devices that enhance imagery and endow the text with
aesthetic and ideological value.

The study concludes that “adjective + noun” and “noun + noun” attributive combinations function not
only as grammatical units but also as key meaning-bearing elements of literary texts, carrying significant
aesthetic and spiritual weight. For “noun + noun” combinations, relations of possession, material, space,
time and metaphorical association are explored, showing how they encode religious, philosophical and
spiritual meanings and how they participate in conceptualizing social and inner experience.

Keywords: attributive combination, word combination, stylistic-linguistic, syntactic unit, literary text.

Kirish. Hindiy tilining hozirgi zamon grammatikasi so‘z birikmalarini struktural va semantik
jihatdan keng o‘rganadi. Ayniqgsa, atributiv birikmalar har qanday tilning sintaktik tizimida muhim
ahamiyat kasb etadi. Tilshunoslikda atributiv birikmalar — predmet yoki hodisani turli jihatdan
aniqlash, ularning belgi, sifat, miqdor yoki munosabatini ko‘rsatish orqali nutgning aniqligi va
ifodaviyligini ta’minlovchi eng muhim sintaktik birliklardan biridir. Hind tilshunosligida ham,
o‘zbek tilshunosligida ham atributivlik masalasi so‘z birikmalari sintaksisida yetakchi o‘rinni
egallaydi.

Magsad va vazifa. Ushbu tadgigqotning asosiy magsadi — hindiy tilidagi “sifat + ot” va “ot +
ot” modelidagi atributiv birikmalarning badiiy-lisoniy, semantik va stilistik xususiyatlarini tizimli
ravishda aniglash hamda ularning badiiy matndagi poetik funksiyasini ochib berishdir. Tadqiqot
hindiy adabiyotidagi tasviriylik, obraz yaratish, ramziy mazmun shakllanishi jarayonida atributiv
birikmalarning o‘rnini aniq ko‘rsatishga qaratilgan. Ushbu maqgsadga erishish uchun quyidagi
vazifalar belgilab olingan:

* hindiy tilidagi “sifat + ot” va “ot + ot” modellarining struktur-grammatik tuzilishi, o‘zaro
bog‘lanish usullari va morfosintaktik imkoniyatlarini aniqlash;

* hindiy tilidagi sifatlarning o‘zgaruvchan va o‘zgarmas turlari, ularning jins—son bilan
moslashuvi hamda yasama sifatlarning atributiv birliklar yaratishdagi rolini tahlil gilish;

» atributiv birikmalarning tasviriy, ramziy, emotsional-ekspressiv, psixologik, ijtimoiy-tanqidiy
va ideologik vazifalarini badiiy matn misollarida aniglash;

* “sifat + ot” modelining psixologik tasvir yaratishdagi rolini, “ot + ot” birikmalarining metaforik
semantikani shakllantirishdagi o‘rnini ochib berish;

* atributiv birikmalarning badily matnning mazmuniy qatlamini kengaytirish, obrazlarni
jonlantirish, diniy-falsafiy va estetik mazmunni ochishda ganday markaziy stilistik vosita bo‘lib
xizmat qilishini ko‘rsatib berish.

Usullar. Tadgigot mazmunidan kelib chigib, quyidagi ilmiy-uslubiy yondashuv va metodlar
qo‘llanildi: lingvopoetik tahlil (atributiv birikmalarning badiiy matndagi semantik yuklamasi, obraz
yaratishdagi vazifalari, ramziy ma’nolarning paydo bo‘lish jarayoni o‘rganildi), morfosintaktik
tahlil (“sifat + ot” va “ot + ot” modellarining grammatik tuzilishi, moslashuv shakllari, ko‘makchili
bog‘lanish, yasama shakllar va semantik birliklar morfosintaktik jihatdan tahlil gilindi.), semantik
va kontekstual tahlil (badiiy matnlardagi atributiv birikmalar kontekst doirasida, ya’ni gap va butun
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matndagi ma’no aloqalari asosida o‘rganildi va metaforik, ramziy va emotsional gatlamlar
kontekstdagi funksiyasiga ko‘ra tahlil qilindi).

Natijalar va mulohaza. Atributiv birikmalar tilning sintaktik tizimida predmet yoki hodisaning
belegisini, miqdorini, holatini, munosabatini ifodalovchi asosiy vosita bo‘lsa, badiiy matnda ular
yanada kengroq — semantik gatlamlarni boyituvchi, obrazni jonlantiruvchi, muallif estetik niyatini
aniqg ochib beruvchi vositaga aylanadi. Atributiv (aniglovchi) munosabat turli modellar orgali
namoyon bo‘ladi. Shu modellar ichida “sifat + ot” hamda “ot + ot” strukturasi eng faol, eng keng
iste’'molda bo‘lib, badily matnlarda obrazlilik, ma’no rang-barangligi va ekspressivlikni
kuchaytiruvchi vosita sifatida alohida o‘rin tutadi.

Hindiy tilda sifatlar nafagat predmetning belgisi, balki hissiy-estetik ta’sirni kuchaytiruvchi
vosita sifatida ishlaydi; ot + ot birikmalari esa predmetni ijtimoiy, madaniy, fazoviy yoki funksional
munosabatda aniglab beradi. Hindiy tilda haam aynigsa, “sifat + ot” va “ot + ot” modelidagi
birikmalar badiiy matnlarning obrazlilik, semantik kenglik, stilistik boylikini ta’minlaydi. Badiiy
adabiyotda muallifning tasviriy maqgsadi, obraz yaratish uslubi va estetik idroki aynan ana shu
modellar orgali gavdalanadi. Xususan, mazkur maqolada “sifat + ot” va “ot + ot” modelidagi
atributiv birikmalarning semantik turlari, badiiy vazifalari, obraz yaratishdagi roli, o‘xshatish va
ramziylik bilan aloqasi batafsil tahlil gilinadi.

“Sifat + ot” modelidagi atributiv birikmalar grammatik jihatdan oddiy ko‘rinishiga garamasdan,
semantik va badiiy-funksional jihatdan nihoyatda boydir. “Ot + ot” modeli esa ikki otning semantik
munosabatidan tashkil topadi va ulardan biri boshqasining belgisini ifodalash vazifasini bajaradi.
Semantik nuqtai nazardan ular ko‘pincha mavhum tushuncha, psixologik holat ifodasiga xizmat
qiladi. Bu model “sifat + ot”ga qaraganda mavhum tushunchalarni ko‘proq ifodalaydi. Chunki belgi
bevosita sifat bilan emas, balki boshga ot orgali beriladi — bu esa ma’noning ramziylashuviga,
metaforik chuqurlashuviga olib keladi.

“Sifat + ot” modeli yordamida nutgda rang-barang tasviriy vositalar yaratiladi, xususan,
predmetning rangi, shakli, hajmi, holati, bahosi va emotsional bo‘yoqdorligi aniqlanadi. Badiiy
matnlarda esa bunday birikmalar gahramonlarning ruhiy olamini ochishda, ularning ijtimoiy
mavqeini ko‘rsatishda, shuningdek, muallifning estetik garashini ifodalashda muhim stilistik vosita
sifatida xizmat giladi.

Badiiy matnlarda “sifat + ot” modelidagi atributiv birikmalar keng qo‘llanilib, har bir davrning
estetik va ideologik talablari asosida yangi semantik imkoniyatlar kasb etgan. Quyida ushbu
modelning grammatik xususiyatlari, badiiy-funksional vazifalarini aniq tahlillar asosida
kuzatishimiz mumkin.

“Sifat-ot” modelidagi atributiv birikmalarning struktur-grammatik xususiyatlari ular tarkibidagi
so‘zlarning o‘ziga xos alohida jihatlari bilan bog‘liqdir. Jumladan, hindiy tilida sifatlar ikki asosiy
guruhga bo‘linadi: 1) o‘zgaruvchan (declinable) sifatlar (-a bilan tugovchi bunday sifatlar jins va

sonda ot bilan moslashuvchi sifatlar): ST oI&hT / T3T eTSehT / I8 5 (katta o ‘g il / katta qiz / katta

o ‘g illar); 2) 0°zgarmas (indeclinable) sifatlar (shaklini o‘zgartirmaydi): {ic\{ oTSehT / {ic\{ oTsfoRar
(go ‘zal qiz / go ‘zal gizlar). Ushbu modeldagi atributiv birikmalarda sifat darajalari ham ishtirok
etishi mumkin va bunda ma’no yanada kuchayadi. Bunda darajalash ko‘p hollarda quyidagi vositalar

orgali amalga oshirilishi kuzatiladi: 9gd / 37c3=d (juda/nihoyatda) - g 2T & (nihoyatda sovug

shamol); & - TH T 3BT ASHT (Ramdan yaxshi bola); TaH - TIX I« R (eng kambag ‘al
dehqon).
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Shuningdek, “sifat + ot” modelidagi atributiv birikmalar tarkibida yasama sifatlar ham ishtirok
etib, ma’noni boyitadi: - #I — faEHAT T (hijronli tun), 3TeA=cAT St (saodatli hayot); - b
— framgeh a (fikrga boy dalil); - 9T/ - 318 — 3G HY 311 (ko 2 yoshga to ‘la ko zlar).

“Sifat + ot” modelidagi atributiv birikmalar grammatik jihatdan oddiy ko‘rinsa-da, badiiy
matnda aynan mana shu soddalik uning ifoda imkoniyatlarini kengaytiradi: ‘YT (tun)” so‘zi neytral,

lekin “379T I (qorong‘i tun)” badiiylikni kuchaytiradi. Bu tilshunoslikda “semantik zichlashuv”
deb ham ataladi.

“Sifat + ot” modelidagi atributiv birikmalar matn yoki gapga qanday ma’nolar yuklashiga ko‘ra
quyidagi turlarga ajratilishi mumkin:

1) diniy mazmundagi atributiv birikmalar: afda 319 (pok/mugaddas Ganga) — tozalik va
poklanish ramzi; 3ssdel 4@ (yorgin/nurli yuz) — ilohiylik ramzi; &= €1 (chin/hagiqiy dervish)

— hagigat, sadoqat va fidoiylik timsoli; 37T 87 (ko ko ‘rona (so ‘gir) ixlosmand/sig ‘inuvchi) —
ko‘r-ko‘rona e’tiqodni ifodalash uchun ishlatiladi. Adabiyotda ba’zan sifat + ot modelidagi
birikmalar ilohiy obrazlarni yaratishga ham xizmat giladi. Bunda sifat ko‘pincha semantik markazga
aylanadi: gfd= 99T (mugaddas Ganga (daryo)) — “mugqaddas” sifati daryoni oddiy geografik

obyekt emas, balki mugaddas joy, ma’naviy tozalanish manbasi sifatida ko‘rsatadi. Bunda
o‘quvchiga diniy-obrazli ma’no darhol yetib boradi, qo‘shimcha kontekst talab gilmaydi. Bu esa
adabiyotning intertekstual kuchini oshiradi.

2) psixologik va ramziylikni ifodalovchi atributiv birikmalar: 3Ty T/ (bo ronlildovulli tun) —
kuchli metafora bo‘lib, asosan, badiiy matnlarda “notinch/xavotirli tun” ma’nosida qo‘llaniladi;
3otar g9 (tashlandig/vayrona bog ‘) — ramziy ma’noda bo‘lib, baxtsiz hayot ya’ni hayotdagi

quvonchlari so‘ngan, baxtsiz odamning holatini ifodalash uchun foydalaniladi; SRl #eT (vayrona
galb) — ko‘chma ma’noda ishlatilib, qalbdagi ichki bo‘shliq va yolg‘izlikni, ruhiy iztirob, ma’yuslik
kabi ma’nolarni ifodalaydji; 3-T’§§[U‘f I (ko z yoshga to ‘la nigoh) — qayg‘u va ichki iztirob ifodasi;
7T 3TeRIRT (musaffo osmon) — poklik ramzi sifatida qo‘llaniladi; TOT THTA (oltin tong) — yangi
boshlanish va umid ramzi; @Tell TT (qora bulut) — xavotir va qo‘rquv, tashvishni ifodalash uchun

badiiy matnlarda ayniqsa keng qo‘llaniladi; T 9T (o ‘tkir nigoh), T WIST (chuqur iztirob) —

ramziylikni ifodalovchi birikmalarga misol bo‘la oladi. Lingvistik nuqtai nazardan, bunday
birikmalar baholovchi-emotsional ma’noga ega bo‘lib, unda sifatning ma’nosi so‘zma-so‘z emas,
balki ko‘chma ma’noda ishlatiladi.

She’riyatda ba’zan atrof-muhit tasviri inson ruhining ko‘zgusi sifatida beriladi va bunda ham

sifatlar aynan shu ichki holatni tashqi manzaraga ko‘chirishga xizmat qiladi: 4T ol (baland
to‘Iqinlar), dRTeT HT (vayrona galb), I d=eTs (chuqur tanholik), et TE (bo‘m-bo‘sh yo‘l),
HYaT @Y (shirin so z) — axlogiy me’yorning lirik ifodasi; 11?.‘\? dTelh (go zal bola) — bolalikning
musaffo va ma’sumligi; FYT AT 4T (marvariddek tabassum) — go*zallik tasviri; @l &afer (nozik

ovoz/tovush), & 4T (achchiq tabassum), HRT FTdT (ogtir sukunat) va boshgalar.
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3) ijtimoiy-tangidiy tasvirni ifodalovchi atributiv birikmalar: IRYe TRATA (kambag ‘al dehqon),

@ 3R (och ayol), @ F3T (qurug qudug), HSdT HZaTS (achchiq hagigat), UhT FTEI
(charchagan ishchi), 3188 BISLT (qorong‘i kulba), 9T &R T (yalangoyoq bolalar).

Yugqoridagi tahlillardan ko‘rinadiki, badiiy matnlarda “sifat + ot” modelidagi atributiv birikmalar
nafagat grammatik birlik sifatida, balki badiiy-estetik vosita sifatida ham muhim ahamiyatga ega.
Uslubiy jihatdan ular ramziylik va ta’sirchanlikni, matnning estetik gimmatini oshiradi. Shu sababli
“sifat + ot” modelidagi atributiv birikmalar hindiy tilidagi badiiy matnlarda asosiy semantik va
stilistik yuk tashuvchi birliklardan biri sifatida xizmat giladi.

Hindiy tilda “sifat + ot” va “ot + ot” modelidagi atributiv so‘z birikmalari badiiy matn ichida
fagat tasvir yoki belgi beruvchi birlik emas, balki gahramon kechinmalarining o‘sishi yoki
susayishini, muallifning estetik nutg holatini belgilab beruvchi faol semantik markaz sifatida
namoyon bo‘ladi. Badiiy matnning asosiy mazmuni ko‘pincha ana shunday birikmalar orqali yanada
aniglashadi.

Masalan, &gdl g — “achchiq nido” (38T el IhR H & T 6T &7 AW AT | - Uning
achchiq nidolarida yillar davomida bosilgan g‘azab bor edi.) birikmasida “chgdl” tashqi ohang emas,

balki ichki alamli ovozning belgisini ifodalab, ko‘chma ma’noda qo‘llanilgan. Bu sifat
qahramonning ichki o‘zgarishini bildiradi.

“Ot + ot” modelidagi atributiv birikmalar hindiy adabiyotining eng katta metaforik
imkoniyatlaridan biridir. Ikki otning bevosita bog‘lanishi natijasida belgi sifatdan ko‘ra ancha

chuqurroq ifodalanadi. Bunda belgi tasvir emas, mazmunning o‘ziga aylanadi: 3-1'\I'T3’3-ﬁ Pr AT -
“ko‘z yoshlari daryosi” (WG Pl Herfardr A 3-1'UI§3-TT &Y G 37FaR E DI AT DT HT Ui aT
ST & | - Premchand hikoyalarida ko‘z yoshlar daryosi ko*pincha ayolning jim (so‘zsiz) iztirobi
ramziga aylanadi.); F<T &T &1eT - “galb yuki” (FT T AT ST 96 14T AT fob ag 39T & 3T

Tedre el ar 3&F AT | - Qalb yuki shunchalik og‘irlashgandiki, u 0‘z ovozini tanimay qoldi) - bu

birikma inson ruhiy holatining metaforik shaklidir.
“Ot + ot” modelidagi atributiv birikmalarda ko‘p hollarda badiiy matnlarda metafora kuzatiladi:

f&er T 39T (ko‘ngil o‘ti, qalb olovi), FT &T &1 (galb yuki), 3-1'7&3—11 P SRAT (ko‘z yoshlar
daryosi), &6 @T TWR (dard dengizi), &I T AT (xotiralar yomg'iri), TUAT T AFT (tushlar
shahri), @ &I AR (zamon zarbasi), STael TY (hayot yo‘li), IR P AR (qashshoglikning
zarbasi), 3@ T 39T (ochlik olovi), 31=IT &I UGTS (adolatsizlik tog‘i).

Bu kabi atributiv birikmalarda ikkinchi ot ko‘pincha metaforik markaz vazifasini bajaradi.
Masalan: ¢ @T HWR (dars dengizi) birikmasida “®R” (dengiz) — iztirobning cheksizligi,
chegarasizligi, toliqtirish darajasini ifodalaydi: “37€RY T 3 &¢ T TR A UST I” (Qorong'i tun

ichida dard dengizi toshib ketdi.)
Yugoridagilardan ko‘rish mumkinki, “ot + ot” modelidagi atributiv birikmalar mavhumlikdan

aniglikka, aniq tasvirdan esa muayyan psixologik holatga yo‘l ochadi: H#eT T TPl (qalb bo‘roni),
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37 & I (ichki gichgiriq), TTAIRM T UETE (sukunat tog‘i). Ushbu model psixologik holatni
aniq predmetga bog‘lab beradi. Masalan: @ — ovoz, lekin 3731 T TG bo‘lganida bu ovoz
eshitilmaydigan, lekin seziladigan, ruhiy faryodga aylanadi. STaTel — tabiiy manzara, lekin JTGT &r
ST9Tel — o°tmish xotiralarining tartibsiz, chalkash, qo‘rginchli makoniga aylanadi.

Shuningdek, “ot + ot” modelidagi atributiv birikmalar badiiy matnlarda ijtimoiy-psixologik
munosabatlarni ham ifodalab kelishi ham kuzatildi. Masalan: I} &T Tk (gashshoqlik gfildiragi),

37=AT T 34T (jaholat zulmati), G eI BTT (g am soyasi), HHT T UTAT (vaqt g'ildiragi), HH

&I el (amal mevasi).

“Sifat + ot” birikmalari hindiy tilining eng samarali tasviriy vositalaridan biri bo‘lib, bu model
belgi va predmet munosabatini aniq ifodalab, nutgning mazmuniyat darajasini chuqurlashtiradi.
Quyidagi tahlillarni semantik guruhlarda ko‘rib chigish mumkin:

1) rang bildiruvchi sifatlarning badiiy funksiyasi:

Ranglar hind adabiyotida ramziy ma’noga egadir: offel %ol — qizil gul (SITel Gel Tl hr
MAT g&T & Al - Qizil gullar bog‘ning go‘zalligini oshirib turardi). Mazku birikmadagi “efTel”
sifati hind madaniyatida muhabbat, hayotiylik va baxt kabi ramziy ma’nolarni ifodalaydi. Shuning
uchun “efTel %el” nafaqat rangni, balki hayotiy kuch uyg‘otuvchi poetik obrazni ham yaratadi.

ATl AT — ko‘k osmon (ATel ITHATA & Ald Ul AT A &1 - Kok osmon

ostida go‘yo yer tinchlangandek bo‘lardi). Ushbu birikmada “&Tell” ko‘k rang hind poetikasida
osoyishtalik, kenglik, ozodlik timsoli hisoblanadi.
2) sifatlarning hissiy holatni ifodalab kelishi: @ 3T@ — nam ko‘zlar (& 3@l & f&dr

deaAr e @ Tudl A€ Al - Nam ko‘zlaridagi dard hech kimdan yashirinmasdi). Ushbu

birikmada sifatning ortida yashirin hissiyot ifodlanmoqda. “AdH” sifati ko‘zdagi yoshni bildiradi,
birog, aslida esa bu - ichki iztirobning tashqi ifodasidir.

3) bir nechta sifatlardan foydalanish orgali ekspressivlikning oshishini kuzatishimiz mumkin:
oidl, 38T "sd — uzun, sovuq ko‘cha, TS, PIdl ATl — shirin, nozik ovoz.

Yugqoridagilardan ko‘rishimiz mumkinki, hindiy tilida ranglar, holat va hissiyotlarning ko‘plab
holatlari sifatlar orgali ochib beriladi.

Hindiy tilida “ot + ot” modelidagi atributiv birikmalar ko‘p ma’noli va ko‘p funksiyali

hisoblanadi. Shaklan sodda, mazmunan chuqur bo‘lgan ushbu modeldagi birikmalar bir nechta
semantik munosabatni bildiradi:

1) mansublik munosabati: 3T & IEAT — gishloq yo'li (I P IFAT YT & FIT AT| -
Qishloq yo‘li changga belangan edi). Hindiy tilida odatda “@r / &7 / & ort ko‘makchilari

yordamida mansublik munosabati ifodalanadi. “afd @I ITFAT" birikmasi fagatgina gishlogga
tegishli yo‘Ini emas, balki gishlogning ma’naviy tasvirini ham ifodalaydi. Yo‘l - hind adabiyotida
hayot, taqdir ma’nolarini ham ifodalab kelishi mumkin.
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2) materialni ifodalab kelish: @ &7 X — oltin marjon, efdal @l 8 — yog‘och uy kabi
birikmalarda materialni ko‘rsatuvchi ot + ot modelidagi birikmalar hind madaniyatida predmetning
gadri, ijtimoiy mavagei, estetik holatini ko‘rsatishda keng qo‘llaniladi. Masalan, “8lel @T &% (oldin
marjon) birikmasida nafagat marjonning materiali, balki boylik va ijtimoiy mavgei ham ko‘rsatiladi.

3) joy-makon munosabati: &8 T AT — tog* cho‘qqisi, AGT &T ThHART — daryo bo‘yi

(FSr @ fharT eMifad &1 Ul AT| - Daryo boyi osoyishtalik ramzi edi). Bu turdagi atributiv

birikmalar hindiy tili tasviriy poetikasining muhim jihati hisoblanadi. Ular makon tasvirini
jonlantirib, badiiy matnga vizual kuch beradi.

4) vaqt munosabatini bildiruvchi otlar: IRETA T HFA — yomg'ir fasli, AGAT I g —

gish tongi. Hind adabiyotida fasllar, aynigsa yomg‘ir fasli, kuchli ramziy ma’noga ega bo‘lib, ushbu
turdagi birikmalar orgali matnda kayfiyat, muhit, hissiy tasvir shakllanadi.

5) ramziy-metaforik ot + ot modelidagi atributiv birikmalar fizik predmetni emas, balki mavhum
tushunchalarni aniq va obrazli gilib ifodalaydi. Hind adabiyotning falsafiy gatlamida ushbu model

nihoyatda faol ekanini kuzatishimiz mumkin: f3igafY &1 HHT — hayot yo'li, FHI HI gfgdr —

vaqt g‘ildiragi, e &1 ec — yurak og‘rig‘i

Xulosa. Tadqiqot natijalari shuni ko‘rsatdiki, hindiy tilidagi “sifat + ot” va “ot + ot”
modellaridagi atributiv birikmalar badiiy nutgda grammatik birlikdan tashgariga chigib, matnning
obrazlilik markaziga aylanadi. Ushbu izlanishlar natijasida quyidagi xulosalarga kelindi:

1) “sifat + ot” modeli badiiy matnda rang, holat, emotsiya, ruhiy kechinma, ijtimoiy baho va
estetik tasvir yaratishda asosiy lisoniy vosita sifatida faol qo‘llanadi;

2) o‘zgaruvchan va o‘zgarmas sifatlar, shuningdek, yasama sifat shakllarining qo‘llanishi
atributiv birikmalarning semantik diapazonini kengaytiradi;

3) “ot + ot” modelidagi birikmalar ramziy va metaforik ma’nolarni ifodalashda eng chuqur
semantik gatlamni yaratadi;

4) “ot + ot” modeli mavhum tushunchalarni aniq predmet orqali ifodalashga imkon berib,
psixologik holatlarni jonli tasvirlashga xizmat giladi;

5) badily matnda atributiv birikmalar muallifning estetik niyati, g‘oya va ruhiy holatini
yetkazuvchi markaziy stilistik vosita sifatida ishlaydi;

6) “sifat + ot” modelidagi atributiv birikmalar tasvir va aniqlikni kuchaytirsa, “ot + ot” —
ramziylik va falsafiy chuqurlikni oshiradi. Ularning birgalikdagi qo‘llanilishi hindiy tilida badiiy
matnning lingvopoetik strukturasini shakllantiradi.

Tadqiqot shuni ko‘rsatadiki, atributiv birikmalar hindiy tili badiiy matnlarining semantik
tuzilishi, poetik kompozitsiyasi va stilistik yaxlitligi uchun alohida ahamiyatga ega. Atributiv
birikmalar tilning oddiy sintaktik birligi emas, balki badiiy mazmunni yanada ochib berishga xizmat
giluvchi vosita, obrazlar tizimining asosiy quroli, muallif uslubining eng bargaror belgilaridan
biridir.

e 2 s
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“TEMYP TY3YKJIAPH” TYPOH JABJJATUHHUHI BOILIKAPYB KOHYHJIAPHU
CUDPATHIA

KY/[PATYJI'TA OMOHOB,
QDunonozusa ¢pannapu ookmopu, npogheccop

- —

-

Annomauus. Maxonaoa Typxuil Oasram O6OWKApYeu MUBUMUHUHE MeHecu3 é020paucu Oyamuul
“Temyp mysyxnapu” acapunune spamuiumiuea cabab o6ynean oMuiiap, acapHune mypxuti 6ouKapye
aHvbaHAIapea cysaHeaH X0104a, 0aeiamuu u0opa KUiuwL yCyau, cuécam, KOHyH-Kouoanap, pacmy ooamuap,
axjiokK Mebé'pﬂapu myancaccamiauleal  HU30MHOMA cud)amudaeu axamuamu  maxjiaul xwzuHa()u.
LIynuneoex, Coxubxupon Amup Temyprune mysykiapu oasiam OOWKAPYSU AKC d9MeaH KYypyK Ha3apuil
Kapauiiap amac, oanku opmea 32aiuK KujieaH, Mabmypuﬁ MU3UMHUH2 6apqa OKUHU elKacuea opmeaH,
V3UHUHZ OOWKAPY8 madxcpubacuoa CUHOBOAH YMKA32aH XYKMOOP-AMATUEMYUHUHE KYpCammaniapu
IKAHI2U MACANACYU XAM EPUMUTSAH.

Taany mywynuanap. Amup Temyp, oasramuuiux mapuxu, KOHyHuuIux, mysyx, Temyp mysyxknapu,
AHca, Uou Apabuwiox, Asxcoub an-maxoyp ¢u mapuxu Tatimyp, Lllapaghyooun Anu Azouii, Mup Aby Torub
an-Xycatinui am-Typoamuil, Kuccau Temyp, Huzom.

AHHomauuﬂ. B cmamve AHAIUUPYIOMCA npu@edmue K CO30aHUIo YVHUKAJIbHO2O NAMAMHUKA
MmMIOPKCKO20 eocy()apcmeeHuoeo ynpaejieHus — «Ynoowcenusn Tefvzypa», U e2co 3HavderHue Kak Koncmumyyuu,
eonﬂomaromeﬁ Memoobl ZOCy()apCWIBEHHOZO ynpaejieHus, OCHOBAHHble HA mpaduuuﬂx, nojaumuke,
3AKOHAxX, npasuiax, obvlyaax u MOpAbHbIX HOPMAX MIOPKCKO2O NpAae6leHUsl. Taxoice ucc;zedyemc;z mom
gaxm, umo «Ynoocenuss Caxubxupana Amupa Temypa» — smo He cyxas meopemuueckas UCMOYHUK
zocydapcmeeHHozo ynpasejieHus, a Hacmaeiaernus npasumesiii-npaKkmuKkda, npasusuieco cmpauoﬁ, 83i6uUleco
Ha ceou njiedu 6Ccro msiaxcecmbs aOMuHucmpamueHoﬁ cucmemsvl U npoeepusuieco e€ Ha cobcmeeHHom
onvlme ynpaejieHus.

Kntouegwvie cnosa. Amup Tumyp, ucmopus 2ocyoapcmeennocmu, mysyk, myzyku Tumypa, HAca, Uon
Apabwax, Aoxcoi6 anv-maxdyp u mapuxu Taiimyp, Hlapagyooun Anu Hezou, Mup A6y Tanu6 anv-
Xycaiinu am-Typoamu, Kuccau Tumyp, 3axono0amenbcmeo.

Abstract. This article analyzes the needs that led to the creation of a uniqgue monument of Turkic public
administration—the "Code of Timur"—and its significance as a constitution embodying methods of public
administration based on the traditions, policies, laws, rules, customs, and moral norms of Turkic
governance. It also explores the fact that the "Code of Sahibkiran Amir Timur" is not a dry theoretical
foundation for public administration, but the teachings of a practical ruler who governed the country,
shouldered the entire burden of the administrative system, and tested it through his own governance
experience.

Keywords. Amir Timur, the history of statehood, tuzuk, Timur's tuzuks, Yasa, 1bn Arabshah, Ajoib al-
maqdur fi tarixi Taymur, Sharafuddin Ali Yazdi, Mir Abu Talib al-Husaini at-Turbati, Qissai Timur,
Nizam.

Kupum. Typkuii samapHUHT WKTUMOUN-CUECHI XaéTuaa tokcanunuiap pyi 6epub, Oyrok
caJiTaHaT KypraH, MaJlaHui Xa€Tuaa yJakaH 10Tykinapra spumrad - Coxubkupon Amup Temyp
XYKMpPOHJIUK KWJITaH JaBpU TEMYypHUHIap peHecCaHCHUHU Oomuiad OepraH rOKcamuil OOCKUYU
cudarua y30eK TaBIaTIMIINTY TapuXK1a aipuda YpuHTa ora.
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JlaBnaT4MiIMK Tapuxuia TEMypUiIap JaBpuja sSpaTuirad acapiap, alHUKCa, TYPKUN JaBaaT
OOIIKAPYBU THU3UMHUHUHT TeHrcu3 &éaropiuru Oynamum “Temyp Ty3yknapu” ¢aHra Mabiym
Oynranugan Oy€H AyHE MIAPKITyHOCIAPUHUHT YbTUOOPUHH Y3Ura TOPTUO KeIMOKaa. Yoy
HOJIUpP AaCapHMHI E3WIMII TapuxH, JAaBjaaT OOIIKapyBHJIAru YpHHU, MATHIIYHOCIHK,
MaHOAIIyHOCIMK XYCYyCHUSITJIAapH, Haulpjapy, TWIM Ba JKaHPU Macajajapu TYFpUCHIa
aliTunaérran MyJoxasanap ry€ ycra raBBOC TyOCHM3 yMMOHra IIYHFUO, YHUHI OUp 4YeTHJaH
KYJIUra WIMHTaH WHXXKYHH KYTapuO YMKKaHjaai ran. Tabkuuiam YpUHIMKYA, OUINM KULIHIApU
yuyH “Temyp Ty3ykiapu” r03acuiaH 0aXapHJIMOFHM Kepak UILIap XaJld XaM OJIMHIA TypHOIH.

X1V 103UWIIMKHAHT UKKUHYH SIPMUAAH JaBiaTHU Oomkapuin Amup Temyp Kynura yTuim
OunaH MabiiyM Oup naBpiapAa cYyHMO KOJIraH MKTHCOAMHM, cUECHM, MaJaHuUi Ba MOXKTUMOUMN
xaéTna OKOHJIAHUI, PUBOXJIAHUII OoUUIaHAM. XOKUMHUSAT Ba MabMypUil THU3UMHU
MycTaxKamJjall, Kyjira KHpUTHITaH ITYKJIapUHH Cak1ad KoM, KelaXkak TapakKUET yuyH iyi-
HypuKIap KypcaTuil, AaBiaT CUECUN-MKTUMOUN Ty3yMUHHUHI YCyJJIapuHU Oenruiail, Typiau
WKTUMOMN TabakajdapHUHI Ba3upacUHM TalMHIAl, JaBiaT OOIIKAPYBUHUHI HHU30M-
KOUJIaJIapUHH KypcaTtud Oepulll KyH TapTHOMU1aru Macaiara aujaaHiam.

Aitnu macananu xan 3tuil yuyH CoxuOkupoH TemypOek Typkuii O0IIKapyB aHbaHaJapura
CysHraH XO0JIJ1a, JIaBJaTHU MJ0pa KWIUII YCYJIUHH, CUECATUHH, KOHYH-KOHMJAJapHU, pPacMy
OJlaTJIapUHU, aXJIOK MEbEPIAPUHU Y3uaa MyXKaccaMIalITUpraH Hu3oMHoMa cudaruga «Temyp
Ty3yKJIapu» acapuHH sIpaTAH.

Metonoorus. Acap osgura KyiuiaraH tana® kKyda MyXuM 314. YHJa to3ara Kejirat
SIHTHUTUKJIAp, YJIapHU MyCcTaXxKaMJlalll, Haopa KWIKII yeyutap, 1 kutn (Gykapo - CoXuOKupoH
Temyp6ex TabOupu)aan TopTub onuitmancad Geriap Ba amupiaap Gpebia-aTBOpH KaHiall Oyauimm
JIO3UMJIMTH, J1aBJaT KypWUJIMILIH, UKTUCOJ Ba XYXKaJIUK, MabpudaT Ba 000 IOHUMIIHNK, AABJIATHU
0apKapop PUBOXJIAHTUPULI, YMyMaH CHECUH, HKTUCOIMM, WXTUMOHUH, MOIAMNA-MalaHUM,
axJIOKM-TapOMsIBUM Macajajapra Yima JaBp Tala0u HyKTau Ha3apuaaH WyI-Mypukiap
KYpcaTHIL, kaBoO OepHuIll Kepak 3111

Harmxanap. Cynron TemypOek sHru naBp, SHIM OOCKUYHMHI KOHYHIIYHOCH Ba
MadKypaunucu cudarua MaHa Iy Macajanapra >kaBod 6epau. by naBp KOHYHUMIIUMK Ba JjaBiaT
OomIKapyBU TU3UMUA SHI'M O0CKUY caHanaau. by ke3ga xokumustaa, Madkypasa, MalaHusATAA,
MabHaBUATAA, AyHEKapallia SHIU y3aH OYMAd. AHA IIyJapHUHT OapH Ty3yKiapjaa akc 3TIU
Xam/la KOHyHUYWIMK TapakKUETHa YTMUII TYpKHUMl JaBiatiap KOHYHUMJIMTHUIAH YTy OJraH,
Ty3yKJlapra acoclIlaHTaH OOIIKApyB THU3UMMHHUHI SHTH, ¥3ura Xoc HaBpu Oouutanau. Slcara
acocJaHraH 3CKU KOHYHUYWIUK V3 YpHUHU Ty3yKjapra Oymatubd oepau.

Myxokama. AcapHUHT E3WIMIIM OuiaH OOFNMK alpuM HIIOpanapHu Tapuxuu HOH
ApabmoxHuHT “Akon0 an-maxdyp dbu mapuxu Taimyp” acapuia KypuIl MyMKuH. Y €3a1M;
“1370 #tun maptuna Amup Temyp Camapkanara Kaituo, yHU §3 JaBIaTUHUHT TOWTaXTH KUIIHO,
KEHMH KOHYHJIADHU Ba ¥3 XOKMMUSTH JaBJIaT Ty3yMUHH TapTtuOra coman” [1]. TapxummapHiUHT
ryBOXJIMK Oepuminya, TemypOek Xap Oup XapakaTu Ba aMaira OIIMpraH WMIUIAPUHH, JIaBJIaT
OoImKapyBu OWIIaH OOFJIMK TaKpuOaTapuHU HUXOSTAA JAKUKJIUK OWJaH Kaiig STTUpuO Oopras.
by xakuna Hlapadpymmun Amum SA3gwmit mynnailt neitnu: “Caititunnap, onumiuap, dakuxjap Ba
OWJIMM drayiapu, IIyHUHTIEK, yUFyp Oaxmunapuio ¢opc aaubdaapu CoxubkupoHra cadapaa xam,
yiJia XaM y3JIyKcHU3 MyJIO3UMIIMKIa Oynran skannap. @apmonra MyBopUK yiaapaaH Oup TypyXu
MyHTa3aM paBHIlJIa yJI Xa3paTHUHT IOPUILI-TYPHILH Ba ran-cy3iapujia, MyJK, MIJIJIaT Ba apKOHU
JaBlaT axBOJMJAa HUMaWKU ram Oyica, Tyna-tykuc €3u0 Oopapnwnap. by wmmpga myOonara
KIWIMHMAacHH, 1e0 amoxuna Tabkupiad Oyropuirad sau. Iy iycuama Typkuii maH3yma Ba
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dopcwmii Kucca, xap Oupu ya Xa3paTHUHT IOPHII-TYPULIHIATHA SHT WHPHUK BOKEATApHH KaMpad
OJITaH Ha3M Ba Hacp Kajamura oynuHrad >au” [2]. Ymly xapakaTiapHUHr 3aMupuza OyHOK
JaBIATYMIMK TAXKPUOACMHM KEHMHTH aBJojiapra KOJAUPHIL, YFUII-KU3JapHUHT YJlIapAaH Yiry
OJIMILY, TYPKUI 1aBIaTYMIIMK aHbaHAIAPUHUHT MaHT'y KOJIMIIM 33Ty UCTaru €TraH.

Acapuu 3cku ¥30ek Twnmgan ¢opc tunura yrupran Mup AOy Tonm6 an-XycaitHuil at-
Typ6atuii “Kuccan Temyp” Homiu kyné3ma Oommma “Temyp Ty3yknapu” Xakuja LTyHIAM
neraH: “...nkku mapud xapam coxudbu Ba Sman xokumu XKXabdap bocToHniTHUHT KUTOOXOHACH A
Ooup KuTOOTa KY3uM TyIIau, yHH [YKuO] xypcam OornmaH-oék xammacu COXHOKHPOH AMHpP
Temyp Kyparouuusr ¥3 cy3napuaan [mbopar] skaH, eTTH EMuaH eTMUIL TYPT EMmMrada Oonian
KEeYMpraH BoKeajJapHu €3u01, ’bHU KaH1all KUIuO Y3UHU CyNITOHINK MapTabacura eTkasraH Ba
HE XOCHSAT OWpia €TTH UKJIUM Mamiiakatiapura (apmMoHpaBo OyiraH. YHH OomgaH-o€K YKUO
YUKCaM HOJIIOXJIMK KOHYHM Ba JaBiaT Ty3yMH, MYJIK OJIMII KOHWJaJdapH, ackap Ba pausiT
WHTH30MH, MYJIK Ba MaMJIaKaTHH OOIIKAPHIN yCYJIH, YPYII Ba cad Ty3UI KOMJATAPHHH Y3 HUUTA
OJITaH 3KaH. YHU (opc TUIMra Tapkuma KWinO, KUTOO XO0JIura KelITUpIUM, TOKU MOAIoX1apra
Kyiutanma oynap” [3].

Acap ukku Oynumaan ubopaT OYnuO, yHMHT OMPUHYM KHUCMHJA CAITaHATHU OOIIKApHII
Ounan OOFIMK KEHTall Ba Taa0Mpiap YpUH oiraH Oyica, MKKHHYH Kucmuga Amup TemypHHUHT
BOpUCJIapUra alTraH yTuTIapujiapu >KOM oiraH. YHJa [JaBjlaTHU OOLIKapuIilga KUMiapra
TasHULI, TOXKY TaxT ATaJapUHUHI TYTHUMHM, capKapjanap Ba Ba3UpJIApHU TallMHJIAII CUHTapu
Macajajiap Xycycuia xam cy3 0opaau.

CoxuOKMpOH AaBiaT axaMusiTUAard Oapua TaaOMpJapHU KeHramuoO amanra omuprad. by
Macajauap Ty3ykaa Oupop Taa0upHu Oa’kapuliia aMmasra Ol PUIITaH KeHIalluM Jiest OepHiIaiu.
Acnuna, keHram yakupui TemMypOeKHUHT MyXuM (azunaTiapuaad Oupu OynraH. Y aoumo
Oupop OMp MacanaHu XaJl 3TUII €KW MyaiistH Oup TaA0MPHU aMaira OIMPUIIIAH OJIJIUH L1y COXa
srajapy, OJIMMY yJlaMoJiap OWJiaH KeHramiap, CYHrpa aHMK Ba KaTbUW Kapop KaOysa Kujap.u.
Hlapadynaua Anu S3nuitHuHr €3umuya, kynuH4a COXUOKMPOH MaTeMaTHKa, aCTPOHOMMS,
THOOMET, Tapux, ¢ancada, anabuér Ba T OUITUMHU, WIOXUET Ba JUH COXACHJArd €TaKdd
MyTaxaccuciap o6unan cyxOatiap yrkazapau. Iy sxuxaraan Tyzykinapaa kenran CoXuOKUpoH
TeMypHHUHT ¥H UKKU WXTUMOUN Touda OMIaH XaMulla KeHramuo Ui Kypraiu 0exus smac. Y
xap Oup ToudaHuHT AaBIaT OOLIKapyBHIa TYTTaH YpHU Ba aXaMHUATHHU alipyya KajpJiaras.

«Temyp Ty3ykiapu»acapyd YMHTH3XOHJIAp XyKMPOHJIMIUM €MUPHIHNO, YpHUTA €piu axojiu
OpaculaH 4YUKKaH IOPT STrajJapuHUHT XOKMMHAT TENacura KeJIWIM, Y3 XyKMPOHJIMITHUHU
MyCTaxKamJjaml y4yyH THHMail kypam onu0 Oopaérran O6up naBpaa &3unrangup. Iy Oowuc,
JABIATYWIATUMU3 TAPUXU1A KOHYHJIap MaXXKMyacu MabHOCH/IAa NIIUIATUIITaH CUECUN aTama torti=
tord, yasa Owian Oup KaTopja, TeMypHuiiap OOImIKapyB TH3WUMHA NABJIATHUHT OOII KOMYCH
aHTIaMuaa tiziik atamacu Xxam kuputuiaan. by 1¥rpuna CoXuOKUpOHHUHT Y3U KyHHIaruiapHu
€3amu: «...CanraHaT KypuIl Ba JaBiiaT TyTUII 000HMAa Y3UM KyiUlaraH HIJIapHU OuUp Heda
TY3yKKa OOFJIaIiM Ba CaJTaHATHU OOIIKAPHUIII XaKua KyJutaHMma €310 Komaupaum...» [4]. Temyp
caJITAaHaTHUHT OOoIIKapyB Xakuga Oaxc oumO, HM30M — Koujaiap TU3UMHHM sipatau. Ly
xuxatnal «Temyp Tty3ykinapu» acapunu XIV-XV acp TypoH naBinaTHHHHT OOIIKapyB
KOHYHJIApH JEHUII YPUHIIH.

JlaBnaT OoIIKapyB aMalu€THA JAaBIATHUHT OOII KOMYCH aHTJaMMJa tiiziik aTaMacUHUHT
KYJuTaHwmimu XaMm TemypOek Homu OumnaH 00FnuK. byHUHT ncOoTHHU OyIOK capkapia Ba OpT
STACHHUHI Ty3yKJapuJard MabIyMOTJIap/aH, yIla 3aMOH TapuxXuuiapuHuUHr Temyp Ba
TeMypHiliap ¢aoausTUra GaruIIaHraH acapiaapuaaH TONaMU3.
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«Temyp Ty3ykinapw» acapuia fiiziik araMaCUHUHT MOXHSTHHU OCNTHJIOBYM LIYHJAH Cy3iap
60p: «CanTaHaTHU OOLIKapUIIMM/a yuparad Xap KaHJail BoKkea Ba MILIHU TYpa Ba Ty3yK acocuja
ano >taum» [5]. Cynton TemypOek KypraH AaBIaTHUHT OOIIKAPYB TU3MMHUHH YpraHuiga 0o
MaHOa YpHMJA TypyBYM acapAa KeITUPWIraH ymoly Kaiuap rOpT 3raCMHUHI ¥3 TUIMJIAH
aTuIMoOKIa. AcapHM YKMIIIA JaBOM dTaMu3: «JluHy miapuar unuiapu Ty3yKHHH TapTuoOra
KEJITUPraHUMJIaH KEWWH, CANTaHATUM KOPXOHACHHUHI TY3yKHHH TY3HINra KUpUILAUM» [6].
Acapnan onuHTaH ymoy y3yHIM Ma3MyHHUJIaH XaMm TemypOek canraHaT OomKapyBuaa tord Ba
tiiziik Ka acocllaHraHY OMIWHJIAIIMOK/IA.

Xyaoca. CoxubkupoH Amup TeMypHUHT Ty3yKJIapu JaBiiaT OOIIKAPYBH aKC ITraH KypyK
Hazapuil Kapauuiap sMac, OajKy I0pTra 3rajliK KWIraH, MabMypud TU3UMHUHI Oapuya IOKUHU
eIKacura OpTraH, Y3WHUHT OOWIKapyB TaxpuOacuiga CHHOBIAH YTKasraH XyKMJIOp-
aMaTMETYMHMHT KYpcaTMallapyuIup.
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OUTSTANDING SCIENTISTS, THINKERS AND STATESMEN OF CENTRAL ASIA
MARKAZIY OSIYONING ATOQLI OLIMLARI, MUTAFAKKIRLARI VA DAVLAT
ARBOBLARI
BBIIAIOIIIUECSI YYEHBIE, MBICJIUTEJIU U TOCYJAPCTBEHHBIE JIESITEJIN
IIEHTPAJIBHOM A3ZHH
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Abstract - In the article, the authors attempt to demonstrate the contribution of scholars, thinkers, and
statesmen of Mawarannakhr to the development of Islamic culture. The main works and their brief description
are given. The contribution of the talents of the region to the cultural sphere, place, and role is described.
The narration is carried out in chronological order, brief information is given about the figure, his works,
and the contribution that he made to the development of world science and Islamic culture and sciences. The
article attempts to analyze the activities of medieval cultural figures concerning today. At the end of the
article, general conclusions on the article are given. Within the framework of a brief article, information is
given only about the most prominent talents and geniuses who over the centuries have contributed to the
development of the world and Islamic culture.

Keywords - Islam, Mawarannakhr, Khorezm, eminent scientists, famous cultural figures, thinkers,
governmental actors, Amir Temur, Islamic science, Islamic culture.
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Annotatsiya - Maqgolada mualliflar Movarounnahr aholisining tasviriy san’at, she’riyat,
hunarmandchilik, tikuvchilik va musiqaning islom madaniyati rivojiga qo‘shgan hissasini ko rsatishga
harakat gilganlar. Asosiy ishlar va ularning gisqacha tavsifi berilgan. Viloyat iste ’dodlarining madaniyat
sohasiga qo ‘shgan hissasi, o ‘rni va o ‘rni tasvirlangan. Rivoyat xronologik tartibda olib boriladi, shaxs,
uning ijodi, jahon ilm-fani, islom madaniyati va fanlari rivojiga qo ‘shgan hissasi haqgida gisqacha ma’lumot
beriladi. Magolada o ‘rta asr madaniyat arboblarining bugungi kundagi faoliyatini tahlil gilishga harakat
gilinadi. Maqolaning oxirida maqola bo ‘yicha umumiy xulosalar berilgan. Qisqacha maqola doirasida faqat
asrlar davomida jahon va islom madaniyati rivojiga hissa qo ‘shgan eng ko ‘zga ko ‘ringan iste 'dod va daholar
hagida ma’lumot beriladi.

Tayanch so‘zlar — 1slom, Movarounnahr, Xorazm, tanigli olimlar, mashhur madaniyat arboblari,
mutafakkirlar, davlat arboblari, Amir Temur, islom ilmi, islom madaniyati.

Aunomauus — B cmamve agmopvl NLIMAOMC NOKA3AMb  GKIAO  YUEHbIX, Mblcaiumenel u
eocyoapcmeennblx Oesmeneil Masepannaxpa 6 paszeumue uciamckou Kyavmypol. Onucvleaemcs 6kaao,
Mecmo U poib MAlaHmo8 pecuoHa 6 KyibmypHou cghepe. Ilosecmeosanue 6edemcsi 6 XpOHOLO2UUECKOM
nopsioke, 0aiOMcs Kpamkue C8e0eHuUss 0 TUYHOCIU, UX MEOPUecmee U 6K1a0e, KOMOPbIll OHU GHECIU 6
pazeumue Mupo8oll HAYKU U UCIAMCKOU KyIbmypbl. B cmambe npednpunsma nonsimxa npoanaiuzuposams
O0esimenbHOCIb CPeOHeBeK0BbIX desimelell KyIbmypbl, UMEIOUYI0 OMHOWeEHUe K ce200HsuHeMy Onio. B konye
cmamvu npuBoOMcst 0ouue 8b1600bL N0 cmamve. B pamxax kxpamkoi cmamvu 0aemcst UHGopMayus moavKo
0 Haubonee BblOAIOWUXCSL MATAHMAX U 2EHUSIX, KOMOPbLE HA NPOMSINCEHULU 8eK08 BHOCUTIU 8KILAO 8 PA3GUMe
MUPOBOUL U UCTAMCKOU KYIbMYPb.

Knwouesvie cnoea — Hcnam, Masepannaxp, Xopesm, evioaroujuecss yueHvie, U3BeCTHvle Oesmenu
KYAbMYpPbl, MbICIUMENU, 20Cyoapcmeenivie Oesmenu, Amup Temyp, uciamckas HayKa, UCIAMCKAsl KyIbmypa.

INTRODUCTION

At the end of the 9th century, Central Asia was liberated from Arab rule and several independent
states were formed on its territories. During this wave of changes in the 9th-12th centuries, trade,
crafts, arts, and sciences were rapidly developing. Thus, among the sciences, the most developing
ones were the exact and natural sciences (mathematics, astronomy, geodesy, mineralogy, medicine,
pharmacology, and others). The works of Plato, Aristotle, Hippocrates, Galen, Archimedes,
Ptolemy, Euclid, and other great thinkers works have been translated into Arabic.

During this period, the Khorezm state, created in the 10th century by Shah Mamun ibn
Muhammad with its capital in the city of Urgench, again entered the political arena (Mustafaeva
N.A., 2020). Many scientists, poets, musicians, calligraphers, architects, and artists of that time from
Khorezm, Fergana, Sogdiana, Shash, Farab, and Khorasan have resided in Urgench. At this time,
the first scientific institutions and societies similar to modern academies were launched to function.
The Khorezm Academy, which was the first one in Mawarannahr called “Dar ul-Hikma” (“House
of Wisdom”) can be attributed to them. Subsequently, it was renamed the Mamun Academy in honor
of its creator Caliph al-Mamun, whereas the Academy was led by the great Uzbek scientist Abu
Raikhan al-Biruni. The Academy consisted of scientists, specialists in all branches of science known
at that time, including well-known doctors.

EMINENT SCIENTISTS AND THINKERS OF MAWARANNAHR
At different times, great thinkers of the East such as medic Ibn Sina (Avicenna) and
representative of exact sciences Abu Raikhan al-Biruni, historian Ibn Miskawaykhi, mathematician
Abu Nasr ibn Iraq, philosopher Abu Sahl Masihi, doctors Ibn Hammar, Sharahdin Ibn Abdullah
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lloki, Abu Mansur Kamari and others; each of them left their marks (synonym) on the development
of the world medicine.

Abu Nasr Muhammad Al-Farabi (872-950) with the full name Abu-Nasyr Muhammad Ibn-
Muhammad Ibn-Tarkhan ibn-Uzlag al-Farabi at-Turki was a philosopher, mathematician, and
musicologist. He was born in the town of Farab (Stars of Spirituality, 2001) (now Kazakhstan) and
received his basic knowledge in Shash, Samarkand, and Bukhara, then he worked in Baghdad for
many years.

He has written over 160 works, many of which have been translated into Latin, Hebrew, Persian,
and later into other foreign languages in the XII-XIII centuries. He was known as a master of Ibn
Sina (Avicenna), a recognized commentator on Aristotle’s works and Plato’s “Laws”, as well as the
author of many compositions on philosophy and politics. In the field of philosophy, he was
considered the second after Aristotle. As a sign of recognition of his merits, he was called Muallim
al-Sani (“the second teacher”) (R.Isokjonov, 2018).

Abu Ali Ibn Sina (880-1037), also known as Avicenna throughout the world, was the founder of
modern medicine and also made a significant contribution to science and philosophy. Ibn Sina owns
poetry collections and theological treatises. For 57 years of his life, he wrote more than 450 works
in 29 fields of science and 242 of them have been preserved to this day. Among his most important
works one can indicate “The Book of Knowledge”, “The Book of Healing”, “Medicines”, and “The
Canon of Medicine” (in 5 volumes), the latter is considered one of the most famous books in the
history of medicine and the crown of his work (B.Abduxalimov).

Ibn Sina was born in the village of Afshana (Afshina) near Bukhara. He began to demonstrate
his genius at a young age. When he was 10 years old, he already knew the Quran by heart, and at
the age of 20, he began to heal people. His unusual for that time method of treatment made it possible
to raise patients with serious illnesses on their feet, for what they began to call him “the prince of
doctors”. Ibn Sina was truly an encyclopedic natural scientist, philosopher, physician, astronomer,
mathematician, musicologist, writer, and poet. The phrase characterizing the activities of Ibn Sina —
“Madadi Sino” - in an adapted form has been transferred into European languages as a whole
direction in the science of “Medicine” (Stars of Spirituality, 2001).

The Institute of Oriental Studies named after Abu Raikhan Biruni of the Academy of Sciences
of Uzbekistan contains 50 works of Ibn Sina and several comments to them. From among these
works, the five-volume “Al-Qanun fi-t-Tibb” (“The Canon of Medicine”) was translated into Latin
and distributed in the form of manuscripts in the 12th century and it was reprinted 16 times within
just one century. In all reputable educational institutions in Asia and Europe, medical science has
been taught based on his works for 500 years. This invaluable canon of medicine has not lost its
scientific significance to this day (Great Russian Encyclopedia, 2004-2017).

Abu Raikhan Muhammad Ahmad al-Biruni (973-1048) was a great scientist-encyclopaedist
from Khorezm and an author of numerous major works on history, geography, physics, botany,
philology, astronomy, mathematics, geodesy, mineralogy, pharmacology, geology, ethnography,
chronology, and others. In addition to the ancient Khorezm language, he perfectly knew Arabic,
Persian, Sogdian, Hebrew, Greek, and Sanskrit languages. Also, he knew the Quran very well
(Scholars of the Great Land, 2018).

For the first time in the Middle East, al-Biruni expressed an opinion about the possibility of the
Earth’s movement around the Sun and determined the circumference of the Earth. Biruni can be
rightfully called as the triumphant of science in the medieval East (Rozenfeld B.A., Rozhanskaya
M.M., Sokolovskaya Z.K.).
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Among his main works, we can indicate “The Canon of Masud on Astronomy and Stars”,
“Pharmacognosy in Medicine”, “India or a Book, containing an explanation of reasonably
acceptable or rejected Indian studies”, “Science of the Stars”, etc. He theoretically substantiated and
calculated the presence of a new continent on Earth and solved several other problems that have
received worldwide recognition (Spiritual Stars, 2001). According to some reports, the total number
of works written by Biruni exceeds 200 (among them: 70 works in astronomy, 20 in mathematics,
12 in geography, 3 in mineralogy, 4 in cartography and other sciences) (Scholars of the Great Land,
2018).

Ahmad al-Fargoni (798-861) with the full name Abul Abbas Ahmad ibn Muhammad al-Fargoni
was one of the prominent medieval scientists, astronomer, mathematicians, and geographer of
MAWARANNAHR in the 9th century. In Western Europe, he was known under the Latinized name
of Alfraganus, and as a native of the Fergana Valley he was called Hasib which means
“mathematical”.

While working at the al-Mamun Academy in Baghdad, he made contributions to astronomy,
mathematics, and geography. Among the major works, there are “The Book of Astronomical
Movements and A Brief Summary of the Science of Stars”, “Thirty Elements”, “Theoretical
Calculations on a Sphere”, “A Treatise on the Time when the Moon is Under and Above the Earth”,
etc. Furthermore, Ahmad al-Fargoni also wrote comments to Ptolemy’s “Almagest”
(A.Akhmedov).

Al-Fargoni was one of the first scientists of the Middle Ages to prove the sphericity of the Earth
who discovered the presence of spots on the Sun and identified June 22 as the longest day of the
year, and December 23 as the shortest (Spiritual Stars, 2001). In Europe, for several centuries, al-
Fargoni’s work has been used as a teaching syllabus and is still appreciated in the scientific sector
to this day. For a long time, he has worked at the Damascus Observatory. His main book titled “Kitab
al-harakat as-samoviyya wa javomi ilm an-nuzhum” (The Book of Celestial Movements and
Collection of the Science of the Stars) written in the 12th-13th centuries published in almost all
European languages and served as a textbook on astronomy. His 8 books on astronomy are quite
well-known. Moreover, his invention of the nilometer - a device that was used to measure the water
level in the Nile - is still in use today (Rosenfeld B.A., Dobrovolsky I.G., Sergeeva N.D.).

Abu Bakr Muhammad ibn Jafar al-Narshahi (899-959) is the author of the very first ancient
historiographic work on Central Asia “Tarikh-i Bukhoro” (“History of Bukhara™), written in Arabic
in 933-934.

The value of this work lies in the fact that the author described extensive information not only
of a historical nature for which the book became famous but also a detailed description of
geographical objects, rivers, canals, and even songs of the Bukhara oasis and the Zaravshan river of
the 7th-12th centuries. Narshakhi’s work has been edited and updated several times. In 1128, Abu
Nasr Ahmad ibn Muhammad al-Kubawi makes an abridged translation of “Tarih-i Bukhara” from
Arabic into Persian. In the XIII century, the events described in the work were brought to the
attention of an anonymous author in 1220. Abu Nasr Ahmad supplemented the work with new
evidence and historical events in 1220 and this edition reached the current period (Muhammad
Narshahi, 1963).

Abu Abdullah Muhammad ibn Musa al-Khwarizmi (783-846), who was born in Khiva, was the
founder of classical algebra. In some sources, he was called “al-majusi”, i.e. magician, which means
that he is a descendant from a family of Zoroastrian priests who later converted to Islam. In all
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historical sources, al-Khwarizmi was called as a father of algebra who presented it as an independent
science of general methods for solving numerical linear and quadratic equations (A.Akhmedov).

Al-Khwarizmi was the first one who solved several algebraic equations and introduced a new
sign of “zero” into the numerical series, which expanded the theory of numbers and made it possible
to pass to negative digits. Therefore, for these achievements, a new branch of mathematics —
“algebra” was named in honor of al-Khwarizmi. In al-khwarizmi’s famous work “Kitab al-Jabr wa-
I-Mukabala” (“The Book of Reconstruction and Contradistinction”), algebra was depicted for the
first time as an independent branch of mathematics. The fundamental concept of modern
cybernetics, as well as one of its indispensable foundations — “algorithm” is etymologically
associated with the name al-Khwarizmi, since the word “algorithm” originates from his name, i.e.
algorithm — is a distorted name for al-Khwarizmi (P.G. Bulgakov, B.A. Rosenfbld).

The greatest scientists of those years worked in the Baghdad Academy of Bayt al-Hikma (“House
of Wisdom”), where al-Khwarizmi was invited too. Then al-Khwarizmi headed the first scientific
academy in the Muslim East (N.A. Mustafaeva, 2020). In addition to the book “Kitab al-Jabr wa-I-
Mukabala”, he authored essays on the designing of an astrolabe, scientific works, one of the first
“Astronomical tables” in the world, as well as some other scientific treatises titled “Treatise on
Indian Counting”, “Treatise on Sundial”, “Treatise on Music” and others. In general, the scientific
heritage of al-Khwarizmi amounted to almost twenty books, of which no more than ten have been
preserved (Fayzullaev A.F., 1983).

Giyasiddin Jamshid Kashi (1380-1429) was a distinguished mathematician and astronomer. He
devoted a number of his outstanding works to astronomy. Al-Kashi together with Kazizade Rumi,
supervised the construction and operation of the observatory of Ulugbek. He published the first
systematic exposition of the theory of decimal fractions. In the treatise “The Key of Arithmetic”, al-
Kashi described the sexagesimal numeral system (Al-Kashi Dzhemshid Giyas ad-Din, 1953).

Muhammad Taragay Ulugbek (1394-1449) was a great astronomer, scientist, educator, and poet
of his time, who was also interested in history and poetry. He was Amir Temur’s grandson and
founder of one of the most important observatories of the Middle Ages.

He left behind him a huge scientific and cultural heritage, “Zij-i jadidi Guragoniy” (“New
Guragan astronomical tables”) - the worldwide famous work of the great scientist “Zij Ulugbek™.
Ulugbek built an observatory and a madrasah in Samarkand and organized his own Academy
(Matvievskaya G. P., Rosenfeld B.A.). In 1428, one of the outstanding astronomers Mirzo Ulugbek
worked in the observatory built by him, and made a huge contribution to the development of this
science. The preserved underground part of Ulugbek’s observatory is one of the most popular
touristic sites. In this observatory, the great Ulugbek compiled his catalog of the starry sky - Zizhzh-
i Kuragoniy, in which he described 1018 stars and determined the length of the sidereal year as being:
365 days, 6 hours, 10 minutes, 8 seconds. Together with his students, he studied and compiled a list
of more than a thousand stars — “a map of the starry sky”. At the Ulugbek Academy, scientists
conducted research not only in astronomy but also in mathematics, philosophy, history, and other
sciences. Mirzo Ulugbek, al-Kashi, and Ali Kushchi made a significant contribution to the
development of the theory of numbers and raised the existing knowledge of observational astronomy
to a higher level. The accomplishments of Ulugbek’s astronomical school had a great influence on
the development of science in the West and the East. His scientific works have been translated into
many languages around the world, widely disseminated in Europe and the USA. The name of Mirzo
Ulugbek lies in the history of world science on par with the names of Tycho Brahe, Johannes Kepler,
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Nicolaus Copernicus, and Galileo Galilei (Soviet encyclopedia, 1977, Kazakh Soviet Encyclopedia,
1989).

Ali Kushchi (1403-1474), who was also known as Maulana Alauddin Ali bin Mohammed
Kushchi, worked at the Ulugbek Academy and left behind worldwide famous scientific works in
mathematics and astronomy (Spiritual Stars, 2001). In his opinion, the change in the seasons depends
on the approach or distance of the Earth from the Sun and the effect of sunlight on the Earth’s
surface. He correctly identified the process of the eclipse of the Sun. The works of Ali Kushchi
significantly influenced the development of astronomical and mathematical science in the Middle
and Near East in the 16th-17th centuries. As a faithful disciple of Ulugbek, Ali Kushchi preserved
his valuable work “Zizhzh-1 Guragan” or “Zizhzh-1 Ulugbek”, multiplied it into numerous copies,
translated it into the Turkic language, and wrote commentaries on it. Subsequently, this work
became the scientific property in Europe and Asia.

Ali Kushchi also wrote “Treatise on the Science of Arithmetic” and “Treatise on the Science of
Astronomy”, which played a significant role in the teaching of mathematics in the countries of the
Middle and Near East in the 16th-17th centuries. He also wrote commentaries on al-Kashi’s “Stairs
of Heaven”. In total, Ali Kushchi left behind about 30 treatises on mathematics, astronomy, and
linguistics. Among them, there is “Risala fi al-Hisab” (Treatise on arithmetic) compiled in
Samarkand in 1425. Kushchi also authored several other works on linguistics and the “Book of
China”, where he traveled as Ulugbek’s ambassador (Spiritual Stars, 2001).

The above treatises were widely known in scientific circles not only in MAWARANNAHR, but
also in Europe, the Near and Middle East, and served as the basis for the further development of the
research directions put forward by Ali Kushchi.

EMINENT GOVERNMENTAL ACTORS OF MAVAUNNAHR AND TURKESTAN

One can assert without a doubt that, the personality in the history of mankind plays a great,
sometimes even a decisive role. There have been many such personalities in the history of
Uzbekistan, and in this work, we will focus only on those who lived and created in the Muslim
period of the development of this region. These personalities, first of all, include Amir Temur,
known throughout the world as Tamerlane or the Iron Lame.

Amir Temur (1336-1405), with the full name of Temur ibn Taragay Barlas, was born in Kesh
(Karshi). He was a great military leader, conqueror, and statesman who played a significant role in
the history of Central, South, and Western Asia, as well as the Caucasus, the Volga region, and
Russia (Roux, Jean-Paul, 2005). Amir Temur not only created a powerful centralized state but also
clearly defined its structure and law system. Favorite sayings of Temur were: “Truth is health, truth
is order, truth is justice”; “The belt is on the loins and praise is on the tongue” (that is, action and
speech in a single order); “Philanthropy and courage are glorified by both the Almighty and the
people”; “If the commander is heartless and reckless, then troops cannot escape the defeat™. State-
legal views of Temur outlined in the Temur’s Code (other names: “Temur’s Dictums”, “Temur’s
Memories”) was a unique document resembling the medieval constitution of that era. This historical
work sets out the biography of Temur, as well as his views on the structure and management of the
state and the army.

Many books and legends have been written about Amir Temur (Justin Marozzi, 2008). More
specifically, we can read about them in many other books, that’s why we will not repeat them in this
article, but some of his features as a statesman should still be dwelt on. Temur was a very brave,
courageous, and restrained person, a visionary ruler and a talented organizer. Possessing a sobriety
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of judgments, he was able to make the most correct decision in difficult situations. According to
sources, Temur was fond of playing chess and may have been the champion of his time (lbn
Arabshah, 2007).

As a founder of the Timurid empire with its capital in Samarkand, he created one of the greatest
empires in world history by the beginning of the 15th century. Samarkand, the capital of the empire,
became the largest and richest city in the East (Clavijo, Rui Gonzalez de, 1990). To defend his lands
- from the Volga River and the Caucasus Mountain ranges in the West to India in the Southwest -
he created a perfect army. During his rule, large-scale construction projects were carried out in
Samarkand and other cities, monumental buildings were erected, and codes of laws and art were
developed. Temur left behind dozens of monumental architectural structures and some of them were
included in the treasury of world culture. Temur’s buildings, which were created with his active
participation, reveal his outstanding artistic taste (Ibn Arabshah, 2007).

Amir Temur introduced in Central Asia the institution of the highest cleric in the Muslim
community - Sheikh ul-Islam, making him an adviser to the ruler. The period of his rule again
became a flourishing era for Sufism.

The next most important statesman of Central Asia after Temur was Mirzo Ulugbek. Ulugbek
(1394-1449) with full name Mohammed Taragay ibn Shahrukh ibn Temur Ulugbek Guragan was a
ruler of the Timurid state, son of Shahrukh, and grandson of Temur. He was known as an outstanding
scientist and wise statesman. Historians unanimously assert that, during the reign of Mirzo Ulugbek,
Samarkand became one of the centers of medieval science in the world. This is not surprising,
because this ruler himself remained in the chronicles as a great scientist, mathematician, and
astronomer. Science played an important role in his life and during the years of his reign in
MAWARANNAHR, he raised it to incredible heights. Mirzo Ulugbek at the age of 15 was appointed
the ruler of Samarkand in 1409, and from 1447 he headed the Timurid dynasty after the death of his
father Shahrukh (the eldest son of Amir Temur).

In 1417-1420, a madrasah built in Samarkand by order of Ulugbek became the first building in
the future architectural ensemble of Registan. Under Ulugbek, construction activities were carried
out in two directions: on the one hand, building of cultural institutions, and on the other, completion
of those started before him. By the order of Ulugbek, madrasahs, as well as charitable institutions
and baths were being built in Bukhara and Samarkand. He completed the construction of the “Bibi-
Khanum” mosque, the “Gur-Emir” mausoleum, and also the “Shahi-Zinda” ensemble. Ulugbek
owned beautiful suburban gardens (Pugachenkova G.A., Rempel L.I., 1965).

Zakhiriddin Muhammad Babur (1483-1530) was one of the brightest representatives of the
Timurid dynasty, a commander, poet, and statesman, as well as padishah of India and Afghanistan
and founder of the dynasty and Empire of the Baburids (Bhattacharya S. A., 1967). In Europe, he
was known as the founder of the Moghul Empire. This name has been used by European travelers
since the 17th century (Zakhiriddin Muhammad Bobur encyclopedia, 2014).

Babur left a deep mark on the political and literary life of MAWARANNAHR in the 15th-16th
centuries. He was born in Andijan in the family of the emir of Fergana Umar-Shaikh-Mirza I, the
great-grandson of Sultan Miran-shah, the third son of Amir Temur (Stephen Frederic Dale,1990).
At the age of 11, he was declared as a ruler of Fergana; however, just 10 years later in 1504, under
pressure from the Shaybanids, he was forced to leave his lands and move to Kabul, where he
established a new state. In 1526, he conquered India and founded there the Baburids’ Empire, which
lasted for 300 years (Annette S. Beveridge, 1906). Along with enormous accomplishments in state
affairs, Babur left behind a very valuable literary heritage. His main work was his autobiography

187 _
= =



B S S §HARY MASH AL D S

“Babur name”, which describes the life, traditions, and customs of the people of that era (Marshall
G.S. Hodgson, 2009).

It was the Baburids, who brought Sufism to India, which turned out to be close to Indian religious
beliefs. Researchers note this closeness as being inherited from the Turkic period, and in many
respects, an identity composed of the cultural and civilizational elements of Central Asia and the
northern regions of India (The Baburnama, 2002).

With the arrival of Babur, India learned the delights of landscape architecture and gardening.
Because of his talent for arranging gardens in the most difficult natural conditions and terrain, the
people of Hindustan awarded him the nickname of “Tsar-Gardener”. Not only the shady gardens of
Agra but also palaces built of red sandstone and white marble, majestic mosques, and tombs
remained in the memories to this day.

Out of forty-eight years of his life, Babur ruled the state until his thirty-six. The era of the Baburid
empire does not have historical value only, it has enriched India with grandiose architectural
monuments, unique literary and research works. The royal palace complex at Fatehpur Sikri, the
palaces and gardens of the forts of Agra, Delhi, and Lahore are the main monumental architectural
objects of India, which the country owes to the dynasty of the Great Baburids. Vivid examples of
the country gardens created by the Baburids are the “Shalimar” gardens of the same names in
Kashmir (1620) and Lahore (1642), “Achabal” garden near Anantag, “Chashma Shahi Garden”
(1632), “Nishat Garden” in Kashmir (1633); numerous other gardens inside the forts of Lahore,
Delhi, Agra; memorial gardens flanking the mausoleums of the emperors: “Baghi-Babur garden™ in
Kabul, the garden at the Humayun mausoleum in Delhi, “Akbar” in Sikandra, “Jahangir” in Lahore,
“Taj Mahal” - Shah Jahan's mausoleum and Mumtaz Mahal in Agra (Grand Illustrated
Encyclopedia, 2010).

CONCLUSION

Widespread Islamization in the MAWARANNAHR made the population of the region not only
adherents of Islam but flag-bearers in many areas of Islamic science and culture, but flag-bearers in
many areas of Islamic science and culture, recognized throughout the Muslim world.

It should be emphasized that along with a huge contribution to Islamic culture, the talents of
MAWARANNAHR made a huge contribution to the development of Islamic civilization and
culture. Here for the first time, such organizations of scientific activity in the form of
an academy began to operate - the Academy of Ma’mun in Khorezm, the Academy of Ulugbek, etc.

The first libraries began to appear on the bases of madrasas, which became an integral part of
academic science. Thus, for the first time, a balanced teaching of secular and religious knowledge
was laid in educational institutions, which gave impetus to the flourishing of Islamic sciences and
arts in the Timurid era.

Thus, it can be argued that the fertile land of MAWARANNAHR gave the world-famous cultural
figures and thinkers. Architects, poets, and musicians not only promoted art in the region itself but
also glorified MAWARANNAHR throughout the Muslim world. Philosophers and encyclopedic
scientists, statesmen, with their natural science, logical, religious-philosophical research, their state-
building activities in the region, made a great contribution to the development of the world and
Muslim civilization. Almost all the cities of this region became famous thanks to their glorious sons,
immigrants from Khorezm, Samarkand, Bukhara, Nasaf, Tashkent, Fergana, Margilan, Termez,
Shakhrisabz, and other places. They distinguished themselves in public administration, science,
poetry and music, culture, theology, medicine, military affairs, architecture, and fine and applied
arts.
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Studying the legacy of their ancestors, modern scientists of Uzbekistan admire their
perseverance, purposefulness, versatility, and genius of minds. At present, purposeful work is
underway in Uzbekistan to further reveal glorious names and knowledge of their role in the
development of science and Muslim culture. It is possible only briefly to talk about their deeds as
this would require a large separate scientific study.

Thus, the land of MAWARANNAHR (present-day Uzbekistan) became, without exaggeration,
one of the main centers for the development of Islamic sciences and Islamic culture and made a
significant contribution to the development of universal human and Muslim civilizations.
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Abstract:

This essay delves into the emotional and cultural dichotomy of Zahiruddin Muhammad Babur, the
founder of the Mughal Empire, as expressed in his autobiography, Baburnama. His emotional attachment to
his homeland and his efforts to replicate its essence in India laid the foundation for the Mughal Empire's rich
cultural heritage. Babur's life and writings offer a poignant narrative of exile, adaptation, and the enduring
influence of Timurid traditions in South Asia. At the same time, it has been stressed here how the Baburnama
has evolved into an exponential literary work, the first of its kind of autobiographical nature.

Aim:

This paper would try to focus on this perspective of longing and lamenting of a man, who was a successful
conqueror of Hindustan, a neighbouring land while a tragic failure in the intricate power politics and
diplomacy in his own soil and how he tried to replicate the natural ambience of his homeland, Samargand
and Ferghana, situated in the oasis zone of Central Asia in the newly conquered parts of Northern India,
popularly known Hindustan at that time.

Methods & Style:

Following an empirical methodology this research would attempt a rereading of the text and its
reflections on the rootedness of an emigrant emperor as against the uprooted soul.

Result:

His emotional self could never look away from his home abode, neither could graft his identity to the land
he acquired with his own credibility and military genius. Babur consistently recalled his homeland with great
passion and devotion.

Conclusion:

Babur, for his obsession with the lost homeland, could not enjoy the richness and beauty of his conquered
empire, which in reality was a coveted land for every ambitious conqueror of his milieu. Never the less, his
sincere initiatives to replicate an urban ambience of Central Asian gardens and orchards had further added
to the beauty and splendour of the royal capitals of the Timurid dynasty, popularly known as the Mughals.

Key words: Timurid, Babur, Mughal Empire, Hindustan, Char- Bagh Garden, Homesickness,
Autobiographical literature.
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Introduction

The Tuzuk-i-Baburi, originally written in Chagatai Turkic, the native language of Babur, is often
considered as one of the first and finest literary exposition of the world. During the reign of his
grandson, Akbar the Great (1542-1605), the Baburnama was first translated into Persian. After the
British conquest of South Asia, it was later translated into english from Persian. Since then,
Baburnama has widely been recognised as a valuable historical source. Thereafter, it has been
widely translated into many other languages, including Russian, French, Uzbek and Japanese. The
autobiography's content has been a foundation for countless biographies in various languages and
served as inspiration for the Uzbek historical novel, Babur: Starry Nights, written by the celebratory
Soviet-Uzbek author, Pirimkul Kadyrov (1928-2010). Babur's memoir is a groundbreaking and
distinctive autobiography, deviating from the conventional historical and narrative accounts
prevalent in the pre-colonial worlds.

The article here will focus on the anguish of a ‘displaced conqueror’ who longed for his
homeland to which he could never go back to. Based upon Baburnama, the autobiography penned
by the first Mughal emperor Zahiruddin Muhammad Babur (1483-1530), this essay argues how a
conqueror known for his valour and a skilled strategist of the battle field was also a vulnerable person
who was not afraid to put all his emotional sensitivity in words.

This candid first-person narrative transcends the stylistic norms of his era. It masterfully
integrates self-criticism, self-dramatization, and the articulation of universal human emotions,
thereby crafting a self-portrait that anticipates the psychological depth and personal introspection
characteristic of modern autobiographical works. In the words of Stephen F. Dale,

A work that seems preternaturally modern in its revelations of motive and open displays of
emotion, the autobiography, along with a collection of engagingly personal verse, humanize both
its author and also an entire civilization.

In his writings, Babur provides a unique and profound collection of observations that are
unparalleled by any other ruler in history. The most interesting perspective of this autobiography
was the author’s overwhelming passion and belongingness to his roots in Central Asian soil. Forced
by political circumstances to settle in a foreign land, Babur viewed India through the lens of a
displaced person. His observations in the Baburnama are a poignant expression of this anguish,
where he repeatedly notes the absence of what was familiar and cherished in his Central Asian
homeland. However, Babur's commentary was less a critique of India itself and more a powerful
account of a man grappling with a new, unfamiliar world that never quite measure up to the one he
had lost.

Aims and Tasks

This paper would try to focus on this perspective of longing and lamenting of a man, who was a
successful conqueror of Hindustan, a neighbouring land while a tragic failure in the intricate power
politics and diplomacy in his own soil. Babur’s autobiography expressed the inner dichotomy of a
person whose destiny brought him away from his place of origin and in his limited tenure in India

! Dale Stephen F., The Garden of the Eight Paradises: Babur and the Culture of Empire in Central Asia, Afghanistan
and India (1483-1530), Leiden and Boston: Brill, 2004, p.1.
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how he tried to replicate the natural ambience of his homeland, Samargand and Ferghana, situated
in the oasis zone of Central Asia. Babur’s obsessive attachment to the orchards and gardens of his
homeland was not only a verbal iteration but he tried to replicate some of them in the soil of
Hindustan, as a reminder of his lost land and some source of sustenance. This paper, would thus
focus mainly on Babur’s emotional commitment intertwined with his administrative genius
reflecting in the reconstruction of the urban space and its adornments by the induction of various
botanical innovations.

Methods and Style: Empirical investigation into manuscript of Babur and its
various translated forms as major source material in support of the hypothesis.
Corroborating secondary sources for substantiation of the view on the main text
and its interpretations in various later works.

Sources to consult: To encounter the common impressionistic image of the founder of the
Mughal Empire from the perspective of his emotional sensibility and address the personality from
his attachment and belongingness to the land of his birth.

To meet the research gap: The image of the founder of the Mughal Empire, famous for his
military strategies and the creator of the most durable Islamicate dynasty in Indian subcontinent
would be questioned from the personal memoir of the ruler, his laments and longings to get back to
the roots in Central Asia — the region that now mostly belong to the republic of Uzbekistan.

Plausible outcome: The paper harps on the need for popularising the translation of Baburnama
and its relevance to understand the ruling power beyond the military and administrative skill — more
as an emotional being, a tragic hero who was forced to leave his homeland and could never stop
dreaming to return back. The image of Babur the congueror and Babur the unfortunate prince,
uprooted from the native land would come to an interface in this work, which is not brought within
the scope of a comprehensive academic discourse as yet.

The Unfamiliar Locale of Hindustan

The towns and country of Hindustan are greatly wanting in charm. Its towns and lands are all of
one sort; there are no walls to the orchards (baghat), and most places are on the dead level plain.
Under the monsoon- rains the banks of some of its rivers and torrents are worn into deep channels,
difficult and troublesome to pass through anywhere... Except for the rivers and here and there
standing-waters, there is little “running-water”. So much so is this that towns and countries subsist
on the water of wells or on such as collects in tanks during the rains.!

It is intriguing to find Babur’s assessment about Hindustan as an unimpressive natural terrain,
that went contrary to the image of this country, otherwise coveted and conquered for its rich natural
resources and vast alluvial terrain. On the contrary, the image of Central Asia in Indian perception
was that of arid, infertile and inhospitable stretches of treacherous mountains and barren deserts.
Babur’s reflections on the oasis zone, was therefore, adding to the image of Central Asian region

! Babur, Zahiruddin, The Baburnama. Translated by Annette Susannah Beveridge. London: Luzac & Co., Volume 2,
1922, p. 487.
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beyond the stereo typical narratives. The Baburnama poignantly illustrates the deep-seated anguish
of an individual displaced and compelled to establish a new life in an unfamiliar land. Babur's
relocation to India was a direct consequence of the turbulent political landscape in his Central Asian
homeland, specifically the Ferghana Valley (an area now encompassing parts of Kyrgyzstan,
Tajikistan, and Uzbekistan). As a Timurid prince, he was weary of the incessant conflicts stemming
from succession disputes within the Central Asian oasis region. Driven by this exhaustion, Babur
deliberately chose to migrate to the Indian subcontinent. There, he successfully conquered the core
territories of the North Indian Turkish empire, including Delhi, Punjab, and Sindh. This action
solidified his position as a prominent political figure, much like his contemporaries. However,
Babur, the founder of what would become one of the most significant Islamicate empires in history,
was unaware of the immense historical legacy that would result from his decision to leave the
Ferghana Valley and establish his rule in India. In retrospect, while Babur is recognized for founding
the Great Mughal Empire, his personal experience was initially one of anguish and melancholy. His
own writings reveal that he struggled to adapt to the climate and cuisine of Hindustan. The climate
of Agra, in particular, was a source of great dissatisfaction for him.

We were oppressed by three things in Hindustan: first by its Heat, then by its strong wind and
also by its dust.!

His emotional self could never look away from his home abode, neither could graft his identity
to the land he acquired with his own credibility and military genius. Babur consistently recalled his
homeland with great passion and devotion, focusing on the city's physical landscape, including its
structures, edifices, gardens, suburbs, and surrounding districts. “Few town in the whole habitable
world are so pleasant as Samarkand”.? From Babur's perspective, Samarkand represented an ideal
standard for an urban environment, characterized by its natural beauty and highly cultivated
surroundings. He considered this a benchmark against which India failed to compare favourably.
When describing the monotonous plains of northern India, Babur consistently contrasted them with
the topographical variations of his homeland, expressing his lament over the difference.

The towns and country of Hindustan are greatly wanting in charm. Its towns and lands are all of
one sort; there are no walls to the orchards (baghat), and most places are on the dead level plain.
Under the monsoon- rains the banks of some of its rivers and torrents are worn into deep channels,
difficult and troublesome to pass through anywhere... Except for the rivers and here and there
standing-waters, there is little “running-water”. So much so is this that towns and countries subsist
on the water of wells or on such as collects in tanks during the rains.?

Babur who grew up in Timurid cultural tradition, India failed to impress him; Indian cities in his
opinion lacked the criteria of being a comprehensive city. His critique of India should be analyzed
within the context of the sophisticated urban and communal life of Perso-Islamic cities and the
distinct geography of Transoxiana. Having been accustomed to the Central Asian environment,
Babur was disappointed by the absence of similar features in the South Asian setting. Babur, while

! Stephen F. Dale, The Garden of the Eight Paradises: Babur and the Culture of Empire in Central Asia, Afghanistan
and India (1483-1530), Leiden and Boston: Brill, 2004, p. 366.

2 Babur, Baburnama, vol. 1, p. 74.

3 Babur, Baburnama, vol. 2, p. 487.
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describing Indian towns and cities, he lamented that they were disorganised and devoid of any
architectural planning or practical awareness.

In Hindustan hamlets and villages, towns indeed; are depopulated and set up in a moment! ... if
they [the people] fix their eyes on a place in which to settle, they need not dig water-courses or
construct dams because their crops are all rain-grown, and as the population of Hindustan is
unlimited it swarms in. They make a tank or dig a well; they need not build houses or set up walls-
khas-grass (Andropogon muricatum) abounds, wood is unlimited, huts are made, and straightway
there is a village or a town!!

His "Timurid gaze" cultivated an appreciation for nature that conformed to the geometric
principles of landscape architecture. Babur's admiration for a uniform, natural landscape was rooted
in the knowledge and enthusiasm inherited from his ancestors, particularly Amir Timur (1336-1405)
and the astronomer Ulugh Baig (1394-1449). Ulugh Baig's achievements are notably exemplified
by his observatory. The architectural and ornamental feats of Timur and Ulugh Baig in Samarkand,
including its gardens, monuments, and madrasahs, established the city as a major global wonder.
Babur, having been raised amidst these architectural wonders, attempted to replicate them in his
newly conquered territories.

The Four-Quartered Gardens or the Char-Bagh

The introduction of the four-quartered gardens, known as Chaharbagh 2 in the South Asian
context was definitely attributed to Babur. Rather than being a generic Islamic Garden, this style
was essentially a Timurid creation that was incorporated into the Mughal gardens of the East under
his patronage. The Char-Bagh was fundamentally a Timurid garden plan, partitioned into four
distinct quarters by a system of waterways and elevated walkways, known as Khayaban. Each of
these quarters was then further subdivided into four smaller sections by narrow water channels. The
entire garden was enclosed by a fortified wall, featuring four entrances, one on each side. According
to James Dickie, the Mughal Gardens in India was a “mutation” as it was an attempt to introduce
the “lush gardens of Central Asia into the dusty plains of Hindustan”.® This seemingly hybrid garden
form, which came to be known as the Indo-Islamic Garden, evolved significantly under the later
Mughal emperors. Babur recollected,

Then, in that charmless and disorderly Hindustan, plots of garden were laid out with order and
symmetry, with suitable borders and parterres in every corner and in every border rose and narcissus
in perfect arrangement.*

' Babur, Baburnama, vol. 2, pp. 487- 488.

2 Rezavi S. Ali Nadeem, Medieval Indian Architecture: Its History and Evolution, Indian History Congress, 73 Session,
Symposia paper 29, Mumbai, 2012, p.17.

3 Dickie James, “The Mughal Garden: Gateway to Paradise,” Mugarnas, 1985, Vol- 3, p. 129.

“4Jellioce Susan, The Development of the Mughal Garden, in The Islamic Garden: Dumbarton Oaks Colloquium on the
History of Landscape Architecture IV. eds. E. B. MacDougall and Richard Ettinghausen, Washington D.C.: Dumbarton
Oaks, 1976, p. 111.
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Babur also constructed a garden called Hasht-Behisht, a variation of the Char-Bagh, in the plains
of Agra. His memoir suggests that this site served as his primary residence and court, as it contained
baths, a large tank, an audience hall, and private dwellings. Therefore, despite his criticism of the
surrounding countryside's "ugliness™ and "unsuitability,” he constructed a hammam, a pool, and a
garden, thereby introducing "regular, [well] designed gardens” into the perceived "unpleasant,
irregular India." *

Only two of Babur’s Indian gardens could be identified today. The Ram Bagh, at Agra and the
second one is at Dholpur in Rajasthan which in his memoir was mentioned as Bagh-i-Nilufar or
Lotus Garden. Babur's very act of taming the South Asian topography and constructing symmetrical,
coherent gardens signified his desire and capability to rule and govern this foreign land. Although
he never fully reconciled with India or its climate, he attempted to create a more tolerable
environment by building gardens and baths to his liking. His critique of India was akin to the lament
of an exiled person, a reflection of extreme homesickness that would likely have moderated over
time, as it did with his descendants, many of whom were born in India to Hindu mothers. By the
reign of Babur's grandson, Akbar, it was evident that Mughal rule had a significant impact on the
cultural, economic, and political development of the land Babur initially brought under his control.
Babur's architectural legacy was also substantial, as the Mughals are often celebrated as master
builders, with the Taj Mahal as their crowning achievement. There is little doubt that Babur was the
harbinger of this cultural renaissance.

For Babur, political gains could never fully compensate for the emotional suffering he endured
from the loss of his homeland. He found that neither the mango nor the Indian monsoon could satisfy
his intense longing for the Central Asian climate or the delectable fruits of his native land. Babur
remained emotionally committed to his original environment, grieving particularly for the
grapevines and various melons from the oasis zones.

Bukhara...is a fine town; its fruits are many and good, its melons excellent; none in Mawaraun-
nahr matching them for quality and quantity...The Bukhara plum is famous; no other equals it. They
skin it, dry it and carry it from land to land with rarities (tabarruklar bila); it is an excellent laxative
medicine. 2

From Babur's perspective, this change in environment was not an easy compromise. His
autobiography, the Baburnama, is filled with laments and anguish over the loss of his homeland,
reflecting the sorrow of an unfortunate and solitary prince. In his descriptions of his homeland's
towns, Babur consistently highlighted their abundant produce. Babur, for example while describing
Andijan, his birthplace cited the following,

Andijan...has a central position and is the capital of the Farghana country. It produces much
grain, fruits in abundance, excellent grapes and melons... Better than the Andijan nashpati, there is
none...Andijan has good hunting and fowling; its pheasants grow so surprisingly fat that rumour
has it four people could not finish one they were eating with its stew. 3

! Dale, The Garden of Eight Paradises, p. 372.
2 Babur, Baburnama vol. 1, p. 82.
3 Babur, Baburnama, vol. 1, pp. 3-4.
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Babur intensely longed for his homeland, especially its fruits and cuisine. Despite several failed
attempts to permanently regain control of Samarkand, he endeavoured to recreate a part of his
homeland in India. To this end, he imported seeds and gardeners and built gardens wherever
possible, so that he could at least enjoy the taste of Central Asian fruits during his time in India.

A Balkhi melon-grower had been set to raise melons; he now brought a few first- rate small ones;
one or two bush-vines (buta-tak) | had planted in the Garden-of-eight- paradises very good grapes
had grown; Shaikh Guran sent me a basket of grapes which too were not bad. To have grapes and
melons grown in this way in Hindustan filled my measure of content. !

The Bengali translation (1989) of the Russian novel by the notable Soviet-Uzbek author
Pirimkul Kadyrov (1928-2010) also recounts an incident in which Babur was overcome with
emotion upon first seeing and tasting the white seedless grapes of Samarkand from the Hasht-
Behisht garden he had built in Agra. 2

Conclusion

Throughout the Mughal era, starting with Babur's reign, grilled food and earthenware pots of
spiced rice and meat, cooked in hot underground pits, were staples during military campaigns and
sieges. The ingredients that Babur imported and transplanted in South Asia, such as melons, peaches,
apricots, pistachios, walnuts, and almonds, were crucial in the development of a unique Mughal
gastronomic culture. Many of these ingredients are still widely used in Indian cuisine today. Babur
can thus be considered a harbinger of modern-day Mughlai cuisine, which his descendants refined
into an enduring culinary tradition that redefined the cooking culture of the subcontinent. This
aromatic and rich cuisine was frequently garnished with the nuts and dried fruits that Babur so
admired. These dishes, including Biryani, Kabab, Kofta, Qalia, Korma, and Shorba, left a lasting
mark on Indian gastronomy. Korma is a prime example, blending Central Asian nuts and dairy with
Persian and Indian spices. Rogan Josh, a slow-cooked, Persian-style meat dish, and Tandoori
grilling and marination techniques were all Perso-Timurid influences introduced into the Mughal
kitchens of South Asia.

Babur should be seen more as a statesman than a mere usurper. His lineage and strong ties to the
Timurid heritage provided him and his descendants with a unique cultural legacy. Babur, for his
obsession with the lost homeland, could not enjoy the richness and beauty of his conquered empire,
which in reality was a coveted land for every ambitious conqueror of his milieu. Never the less, his
sincere initiatives to replicate an urban ambience of Central Asian gardens and orchards had further
added to the beauty and splendour of the royal capitals of the Timurid dynasty, popularly known as
the Mughals. Babur's successors also emulated his efforts to replicate the Central Asian environment
by constructing gardens and buildings and by attracting Timurid artists, literati, and religious
scholars who began emigrating to the subcontinent during his reign. The embryonic empire that
Babur created which was based on his Central Asian Timurid roots later on adapted and inculcated
various indigenous non- Islamic influences and fashioned itself into one of the most enduring
empires of the sub-continent. Thus, a reluctant conqueror who was forced to settle in India ultimately
gave the world one of its most durable empires.
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! Babur, Baburnama vol. 2, p. 686.
2 Pirimkul Kadyrov, Babur, trans. Purnima Mitra (in Bengali), Tashkent: Raduga Prakashan,1989, vol. 2, p. 222.
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