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KHUPULI (pancada noxkropu (PhD) nuccepraumnsicu aHHOTALUSICH)

JAuccepranmss MaB3yCHHUHI Jou3ap0iauru Ba 3apypatu. JKaxoH
anaOUETIIYHOCTUTHIA WHCOHHUHT TaOMUN MyXuTra MyHoca0aTd, TaOWaTHUHT
MHCOH XaéTtujara YpHU Kabu macananap JOMMO J0i3ap0 caHairaH. AWHUKCA,
KeWMHrM WwuiapAa anabuéTiIyHOCHMKaa Tabuar Ba MHCOH MYyaMMOCHHH
ypranumiga Karra TaxpuOanap OpTTUPWIIM, aHbaHajap Iakuianad. bamauwmii
acapJIapHUHT  TIO9THUK-OHTOJIOTMK  aCOCIapUHU  aHMKJAll, Oaguuii-dCTETHK
TahaKKypHUHT PHUBOKJIAHMII >KapaéHIapyUHU TaIKUK JSTHUINra bTHOOp ToOOpa
KydanMokaa. Maskyp kapa€Himap MWXKTUMOMN-CHECUN, TapUXUK-MaJaHUI
BOKETHMKJIAp acocuaa Kedaaud Ba, anbarra, Oaguuii acapra MyHOcabaT Xam
WOKTUMOUHN Kal(uATHUHT Y3rapub 6opuiiy OumaH ssHruiIaHuO 6opaiu.

JyHé€ anaOuETIIYHOCIUTUIA WXKOAKOPJIAPHUHT Tei3axaaH (ouaanaHuli
Maxopartu, yclyow, Tmei3ax oOpa3JapuHUHT  KOHILENTyal-MyHJIapuKaBUl
KOMIIOHEHT/Iapu OyilMua TaaKUKOTIap 0JMO OOpMIMOKJAa Ba SHIM TaMOWMWILIapu
Kamg 3tuiaMokaa. TabuaT yHCypJlapuHUHI MOSTHK BazU(acHHU aHrjiam OpKaju
WKOJIKOPHUHT  pasica@uil-IpKTUMOUN  KapallUTapUHUA  TYIIYHUII  OCOHJIAIIUIIN
anabuéTmyHocauKaa ¥3 noaacuHyu TONMOK/A.

V36ek amabuéTuIyHOCIMIIA Meli3a TacHu(dH, 6aMnii MATHIATH aXaMHUSTH,
Bazudanapu, WKOJAKOPHUHT FOSABUU-ICTETHK IyHEKapalluIard YpHU eTapiinya
TaAKUK ATWIraH smac. MymTo3 angaOuéraa miebpuil caHbaTiapra KYIOpoK Ypry
Oepuirad, aMMo yiapra acoc 0ynu0 Xu3maT KWIral Tabuat yHCypJlapu Ba TaOuaT
MaH3apacu TacBUPU Y3UHUHT WIMH-Ha3apuil 0axOCMHU TONMAaraH. 3aMOHaBUU
V¥30eKk miebpudaTH Oyilmya amajira OIIMPWITaH TaJKUKOTIapAa XaM Meh3axkra
eTapjinya axaMuaT OepuiiraH JeMuIl MyIIKYJI. Y CMOH A3UM IIEbPUATUAA ME3axK
WKOJIKOPHUHT OaJMUNA-3CTETUK KapallUIApUHU TYIIYHUO €THIl Ba IIOWUPHHUHT
MOATHK TaMOWWJIJIAPUHM Kall KWIMIIAA €TaKyd BOCHTAa OYIMO Xu3MaT KUJIAlu.
3epo, “...y30eKk MyMTO3 Ba 3aMOHaBU aAa0UETUHN XaJIKapOo MHUKECA YPraHUIl Ba
Taprud KWIUII, KYNKUppaiu Oy MaB3yHH OyT'YHTH KyHJIa TyHE aa0uii MakoHUA
103 OepaéTran HHT MyXuUM kapa€Hiap OujaH y3BHM OOFJIMK XOJJa TaxJIui 3THO,
3apyp WIMHN-aMaluii Xyjnocaaap YAKAPHILL.. KaTTa axaMmusarra sra’”’. YcMon Asum
mIebpuATH OYiiMya aMalnra OIIMPUITAH AMCCepTalusiiapaa WKOJIKOPHUHT TaOuaT
MaH3apacH TAacBHpU Ba TabMAaT YHCYpJIapu BOCHUTACHIArd OOpa3IMIMK THU3UMHU
TaJAKUK JIOMpacura TOPTHWIMaraHMHU WHOOATra oJcak, Mas3Kyp JAuccepTanus
HIOUPHUHT OaUUN OJaMUHU Kalld 3THUIIIA MyXHUM axaMmHsT KacO 3Taau. Y CMOH
A3uM mwxoauaa ne3ax TaAKUKA MUCONHMAA y OujaH OWp AaBpAa W¥KOJA KUITaH
HIOUPJIAPHUHT MXTUMOMM-pancapuil AyHEKapammra xam “TyHHYK’ OUYMIUIINHU
aluTuO YTUII JIO3UM.

Anabuil TeHAeHUMsIap KyHAaH KyH YcuO Oopaérran OyryHru anabuit
*Kapa€Hja Meh3aK TaAKUKWHU aMalira OUIUPHII V36ekucron PecniyOnukacu
IIpesunentununr 2017 #iun 20 anpengarm “Onuil TabauM TU3UMHHHU sHaJA
PUBOXIIAHTUPHUII 4Yopa-Tanoupiapu Tyrpucuaa’tu [1K-2909-con, 2017 imn 13

1 V36exncton PecnyGnukacu Ilpesupentn [llaBkar MupsuéeBHUHT “Y36€K MyMmMTO3 Ba 3aMOHAaBHM anaOUETHHM
XaJKapo MHKECAA YpraHWIl Ba Tapru0 KWIMIIHHHT NOJ13ap0 Macananapu” MaB3yCHAaru Xajikapo KOH(eEepeHLUs
WINTHPOKYMIIApHTa iymiaran Tadpury. // Xank cy3u. — Tomkent, 2018 iiun § aBrycr.



centssOpaaru I1K-3271-con, “Kuto6 mMaxcynoTinapuHu Hallp STUII Ba TapKaTHII
TU3UMHUHU PUBOKJIAHTUPHUIL, KUTOO MYTOJAacH Ba KUTOOXOHJIMK MaJdaHUSTUHU
OIIMPHUII Xamja TapFud KWIMII Oyiirda KOMIUIEKC 4Oopa-Taadupiiap IacTypu
Tyrpucuaa’ru Kapopiapu, 2019 i 10 oxta6pmaru YPK-576-con “Nnm-than Ba
WIMHH  GaonuAT TYFpUCHIaTH KoHyHH, 2019 iimn 21 oxrtabpaarm “Y3Gek
TUJIMHUHT AaBiaT TWiK cudatugard HyQy3u Ba MaBKEUHH TyOJaH OIIMPUII YOpa-
tanoupimapu TyFpucugarn’ I1®-5850-con dapmonu Ba Maszkyp (DaonusTra
Terunum OOIKa MEbEPUU-XYKYKHH XyXKaTiapja Oenruianrad BasudagapHH
OaxkapHuIla MyaiisiH 1apaxkajia Xu3mMat KUiau.

TagKUKOTHUHT pecny0/nka dan Ba TEXHOJIOTUSJIAPHU
PUBOXJIAHMIIMHUHT YCTYBOp HYHAJIMUUIApUra OOFJIMKIMIU. Jluccepranus
pecnyOnuka ¢aH Ba TEXHOJOTHsUIAp PUBOXJIAHUIIMHUHT [. “AxOopornamran
XKaMUAT Ba JIEMOKPATHK JABJIATHU WXKTUMOWM, XYKYKHM, UKTUCOIHWM, MaJdaHUM,
MabHaBUH-MabpUbUl PUBOKJIAHTUPUIL, MHHOBAIIMOH UKTUCOIUETHU
PUBOMIIAHTUPHUIT YCTYBOp WYHAIUIIUTAa MyBO(UK paBUIla Oa’KapuiraH.

MagB3yHMHI YPraHWJIranjiuk aapaxkacu. Vctuknonraya 6yiaran naBpaa Ba
yHIAAH KeWMH Tek3ax OViinua Oab3u TaI[KI/IKOTJIapHI/Iz aiiTMaranma, Y30ek
anaOUETIIYHOCTUTHIA TeM3aX Ha3apUsACHU SIXJUT XOJja YpraHuiMaraH. YCMOH
A3uM WKOIMIA TMEW3aXX THUIIOJOTHICH MacallaCh XaMm Iy JaBprada TaJKUK
stunmarad. Ilefi3axk Ba MOd3Ms TaMOWWJIApUra JIOMP Ha3apuili MaHOAlapHH
Vpranuin acHocujaa ymly KOHYHUATIAPHU V30€K anaOMETHIYHOCIUIU YYyH
KYJUTalll BAKTH KEJTaHUIa aMUH OY K.

YeMon AzuMm miebpusiTé Xakuga dunonorus OVitmda dancada JOKTOPIUTH
WIMHM JApa)KaCMHM OJIMII y4yH HWKKMTAa jguccepranus,’ OUTTa JOKTOPIMK
nauccepranusacu® XuMos KuamHad. Xycycad, JK.CyBOHOBAHMHI TaIKHKOTHIA
YeMmon  A3UMHUHT  Oaiuuil  M3JIAaHMIIIAPW Ba YCIOyOWra Xoc XyCyCHUSITIIap
Vpranwiran  Oynca, C.YMupoBa 1IOMp MEHPUATUHUHT  JIUHTBOMOATHUK

2 Cynronosa M. Ileiisax canbatu. —Tomkent: ®an, 1983; Dpkunos A. Hapouii — neiizax ycracu. —TOILIKEHT:
®an, 1988; Mynmomes H. Uymmon mespustuna neizax. durdanuHom.mce. —Tomkent, 1994; Cyspos M.
Ieii3ax meppusATaa KOMIo3umus // Y36ex Tvmm Ba anabuérn, 2008 1-con; Mymnaxyxkaesa K. Anmumep Hasowuit
razanuéruaa TacaBByuii TUMCOJ Ba Oanuuii canbaiiap yiurynimuru. —Tomkent:Akademnashr, 2019.

3 Mpanucenko B. Tloasus. XKusue. Yenosek.- Mocksa,1962; [uas6ypr JI.5. O nmupuxe. - Mocksa, 1964; Pyauesa O.
Konnenrtyammzanus mnei3axka B manoi mposze WM.A.bynuna. nucc.xas.¢unHayk.- Cypryr, 2007; Dmmreitn M.H.
IIpupona, mup, TailHuK BceneHHOH. MockBa: Bricmas mxoma, 1990; ®eiicenko 2.41. Teopust nureparypsl. -
Mocksa, 2008; 3otos U. Uenosek u npupona B “Pycckom nece”. — bonsmoit mup. —-Mocksa, 1972; Kyzemuues M.K.
Bgenenue B obmee ymreparypoBenenne XXI Beka. -Hwxknuit Hosropon, 2001; Otkunx E. PasroBop o cruxax. -
Mockga, 1970; Cuneman T.U. 3amerku o nupuke. -Jlennnrpan, 1978; Ipsokakosa E. B BonmeOHOM Mupe 1mo33umu. -
MockBa,1978; Bummnesckuit K./I. Mwup rmazamm mosra. -Mocksa, 1979; Anbdoncos B. Ilossus Bbopuca
[Macrepnaka. -Jlenunrpan, 1990; IloreOnst A.A. Teopermueckas mostuka. -Mocksa, 1990; Ilyrunos b.H.
BecenoBckuii m mpobiemsl ¢ospkiopHoro motuBa // Hacnenue Anexcanapa BecenmoBckoro. MccnemoBanus u
marepuansl.- CI10, 1992. —C.74-85; TomameBckuii b.B. Teopus nmuteparypsl. [loatuka.- M.: Acniekt npecc, 1996.
—C.182; Menmpum JI.H. Jlutepatypa u QonbpkiaopHas Tpamunus.- Caparos, 1980; Jlorman IO.M. Crpykrypa
xynoxxectBeHHoro tekcta // Jlorman FO.M. O6 uckycctBe. — CII6.: MckyccrBo — CIIb, 1998; Nancy Worman.
Landscape and the Spaces of Metaphor in Ancient Literary Theory and Ciritism. Cambridge university press, 2015;
Frye N. Anatomy of Criticism. Princeton, 1957.

4 Cysonoa M. Xosupru 3¥36ex mebpustuaa Oamuuii nsnanuiuiap (YCMOH A3MM  WXKOAM MHCONHIA).
®un.pan.Hom. uc. - Camapkang, 2000, CyBonoBa XK. YecMmon Azum mebpusituaa 6aauuii Tadakkyp. —TOINIKeHT,
2012; C.VYmuposa. Y30eKk IIebpUATHIA JMHIBUCTHK BOCHTAIAp Ba MOITMK HHAMBMAYAIMK (YCMOH A3HM
mebpusiTi Muconuaa). Oui.gan.pan.ok.auc. - Camapkana, 2019.

5 IlaBpososa M. V36ek mebpustina nuauBuayan yciay6 mosruxacu (Yemon Asum, MkGon Mupso, ®axpuép Ba
AbnyBamu Kytonnaun mwespusita muconuna). dun.dan.nok.auc. - Camapkana, 2021.
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XYCYCUSITIApUHU TaaKUK 3TraH. M./[aBpoHOBa auccepTAlUSCUHUHT OUp KUCMU
cubpatuna YcMOH  ABUMHHUHT ycny0  MOITUKAaCMHM  HWIUIarad. Yoy
TaJKUKOTIAPHU YCMOH A3HMM WXKOJM TAIKUKW OYilmda mactiabku Kagamuiap 1eo
6axonam MyMKHH. JleknH YcMOH A3uM WKOAHMAA SHT KaTTa YPUH TYTraH WUHCOH
Ba TabuaT MyamMMOCH, TaOWaT MaH3apach TAaCBUPH AacCHOCHUJA WXKOJAKOPHHUHT
Oamuuii-ycmyOuii TamoWmiiapu eTtapianyda o4uun0 Oepmimaran. XX acp y30ek
HIebPUSATHA MaH3apajapura OarulUIaHraH TaJKUKOTIAp Ba cyx0aTiapja XaM IIoup
VOKOAUHUHT MabIyM OUp KUppacu Xakuja cy3 ropuTwirad O0ynuod, YcMoH A3um
YDKOMIATH YMyMMI HEN3aK TUIOJOTUACH XaKua Aespiy cy3 aiTuiaMaras ©

TagKUKOTHUHI AUCCEePTANMS 0a)KapUJITaH OJIMI TabJIUM Myaccacacu
WIMMA-TaAKUKOT HILIAPH pekajapu OwiaH Oorjukauru. Jluccepranus
KYKOH naBnaT nemaroruka WHCTUTYTH WIMHKA-TAJKUKOT HIUIAPH PEKACHHUHT
“V36ek aqabMETIIYHOCTUTMHUHT 1013ap0 Macalanapu” MaB3yCH JOUPAcHIa
OaxkapuIIras.

TagKUKOTHHUHI MaKcaau YCMOH A3HMM IIEHPUATHAA NEW3aXK TACBUPUHUHT
Oaguuit udonana TyTraH WKTHUMOWH, axJIOKWM, MabHaBUM YpHU Xamja TaOuar
xoaucanapu Ounan OOFiMK ¢aciiap, oiiap, YCUMIMKIAp AyHECH, CYB, XaBO, OH,
Ky€ll, MKJIUM Yy3rapuiuiapy KaOW TylIyHYajgap Ba YHCYpPJIApPHUHI IIOWPHHUHT
ACTETUK Xamjaa afaluii-¢ancapuil nyHEKapalmM MAKUIAHUIIMIATH aXaMHUSITHHU
oun® Oepungan nobopar.

TaagkuKoTHUHT Basudasapu:

YcMOH A3uUM MICHPUATHHU TEH3aX THUMOJOTHSCH OYyiimya TaxXJIMWJI ATHUII,
nen3ak XakuJard Hazapuil XyjocajlapHU 3aMOHaBUU Y30€K MEebpHUSITHTa TaTOMK
KWJIUI YCYJUTApUHU OeNruiar;

Oanmaganapaa “maxap”’ nensaxu, OaxmméHa mebpiapaa “‘Tor” Ba “‘mamt’
neNH3aKUHUHT Toup udoaanarad 0aquui-FosIBUN Ma3MyHTra TAbCUPUHU YPraHUIII;

YeMOH A3MM WKOIMAA SHI KyN KyJUIAaHWIAAUTAaH “Ky3~ NEeW3aKUHHUHT
oOpasiap TU3UMHU Ba CUMBOJIMKACH, IOATUK TAIKUHUHU YpraHUIL;

TabuaT YHCYPJIAPUHUHT JIUPUK KaXpaMOH KEUMHMAJIAPUHU KYypcaTHIl Xamja
0anuuii MAaTHHUHT FOSIBUN-3CTETUK Ma3MyH-MOXUATUHU 04uO Oepullgard poju Ba
aXaMHUSTHHHU OETHJIALLL;

® Iapapummmuos O. Tamant — xank mynku. —Tomkent, 1979; Fadypos M. Oxaurpa6o kaepna?// V3bekucron
MazauuaTi. 1979 #un, 13 ¢espans; Ulykypo H. C¥y3 cexpu mebp mexpu. - Camapkana, 1992; Xakkynos H.
Fyccann ropak — énxuam opak// Y30ekncTon anaGuértu Ba cambati. 1996 iim,11 oxtsa6ps; Xypmma JIaBpo.
Bynmap snamer moupn// TypkucToH raseracw, 1996 iimm, 12 okrsabps; Camum Amyp. Ysrapaérran Gammuii
tadakkyp// Esysun, 1997 itmn, 30 mons; Xaitutos A. 90 - iummap Suutap MmebpHUsITHAA aHbAHABHIl BA IIAKITHA
m3naaunuiap. dun.dan Homzomu mauc. —Tomkent, 2003; I/IynﬂomeBa M. V36ek MOJepH IIebPHATHHUHT ACOCHIA
xycycustaapu. ®u.dan.Hom.auce. aBT. —Tomkent, 2004; Wynaomes K. Exuk cy3. —Tomxkent, 2006; Hopmatos V.
Wxon cexpu. - T, 2007; PaxumxonoB H. Myctakwimuk naBpu ¥30ek mebpusTa. —TomkeHT, 2007; Xammam V.
SAurunaanm >xtuéxu. —Tomkent, 2007; AoxymnaeB A. lllespumaa y30k Oup umkHUHT mapxu O6op // “Illapk
ronay3u” xypHann, 2010 #imn 1-con; Puzaes L. KuitHok, cenra 6yncun, mapad// [llapk ronmgy3u, 2010 #nn 6-cos;
Ymypos X. Oxruéx taptn. Camapkanzg, 2011; Ymypos X. Tupux mebpsap mostuxacu. - Camapkanz, 2016;
CabupaunoB A. MabHaBusAT Ba Mabpudar wammanapu. —TomkeHt: Akademnashr, 2016; Anaduér — Bartannait
mykangac. [lloup Yemon Asum Ownan cyx6at // V36ekucron anabuétu Ba canpaty, 2018, 9- HOs10pb; XonoBa M.
V36ex MozepH mebpusTH modtukacu. Dumpam.Gyiimua dancada goxropu (PhD) mucc.apr. - daprona, 2018;
JlaBponoBa M. YcMOH A3SHMHMHI MHTENEKTyal IIebpiaap Xycycuna// Y36ek Tuan Ba amabuéru, 2019, 2-com;
Commxonos M. Xosupru y36ex mapuxacy // Anabuét xuédonu. - daproua, 2020. -b. 11.



YceMon AzuM mieppusTHIAa TabWAT yHCYpJapH, MaH3apajJapHUHT o0pa3 Ba
paM3iapra aWjgaHWIl TaMOMWJUTApUHM aHUWKJAIm Ba Oy OYyimya XyrocalapHu

oepwiil.
TanKuKOTHUHI 00beKkTH cudarnga YcmoH AsumHuHT “‘Caitnanma’,
“Opak”, “Ky3”, “Kummuk” Ba “TannanHran acapnap” WIEbpUd KUTOOJIApH

TaHJIAHTaH, IIYHUHTAEK, ¥ CMOH A3UMHUHT “@onyc”, “Kosnmax” xamaa JIpaMaTHK
Ba HACPHUII acapiylapura MypoKaaT KUJIUHTaH.

TagKMKOTHUHI NMPEAMETHHHM MENU3aX THUIOJIOTHACH, MEN3KHUHT Ha3apHil
KOHYHUSTIapH, TaOuaT MaH3apacu TACBHUPUHUHT YCMOH A3uM Oanuuii-rosiBUN
KOHLECTILMSICUIATH TO3TUK aXaMHUsATH, MyMTO3 aJaOuETna ydpailJuraH neisax
YHCYpPJIADUHHM 3aMOHAaBUN WICHPUST OWJIAaH MYKOSCAcH, MEU3aXHUHT TaJPUKUN
TAaKOMUJIM Xam1a 0aauuil TaMOMWIIIapy TaJKUKU TAIIKWI 3TaIu.

TagkukoTHUHT ycysuaapu. TagkukoTaa Ouorpaduk, COLMOIOTHK, KUECUM-
TUTIOJIOTHK yCyJutapjaH GhoiaanaHuiIn.

TagKMKOTHUHT WIMHIl SHTWJINTY KydnuAarujaapaan uoopar:

nen3ax, SbHU TabuaT TYITYHUYACUHUHT JIMPUKAJAru TaCBUP KyJaMu, TaHOCYO,
Tambex, Tas3oll, pPYyXKyb, MyOojara KaOu MIebpUl caHbaTIApPHUHT uoIa
UMKOHUATIAPH, TMapajliedn3M, Ky4uM CHUHrapu Oaauuii  TaMOWWILIapH,
KUTOOXOHHUHT pyXHU-MabHABUI OJaMUTa O3CTETUK TabCUPH, IMICHPUNl MaTH
Ma3MyHUHH I03ara YWKapyBud JlapaxT, CyB, TOF, TYyH, TOHI KaOW Katop
0o0pa3apHUHT Ha3apui KUXaTIapyu acocuia 04O OCpUIIraH;

NEU3KHUHT VOKTUMOMM, axJIOKUi, ¢ancapuil TaMOMMIIApUHHM aHUKJIALI
YaKMOK, EMFUp, KOpP, OYJyT, U3FUPUH, CAPATOH UCCUFU KaOu TypJIM-TyMaH Tabuar
XOJUCATAPUHUHT OaUUMIIAIITUPUII KOHYHUSITIIADUHU TYIIYHUIT YUYYH MYXUM
CaHAJIMIIM, Xap OWUp WXKOAKOPHUHI MHAMBUAYaNl ‘“‘HUroX W: TaOMATHU Kypull,
KY3aTHIL, UIPOK KUIIMII Ba 00pa3inu TapakKypa *KOHJIAHTUPHIL XYCYCUSITH YHUHT
SHTWIAHUIIMHU TAbMUHJIAIN OMAUHIAIITUPUITaH;

YeMOoH A3uM mebpusATHIa NEH3KHUHT l03ara KeJMII MAakKOHH Ba COJUP
OYnuII 3aMOHUTA KYypa MaBCyMHUH NEH3aK TypH, MIJUTUIINK, yMyMOaIIapHilliuK,
3aMOHABHIUIMK KaOW MaB3yJiapura Kypa MUUIMIINKHE U(OJaToBUd NEH3aX TypU
Ky3ra KYNnpoK TalUIaHWIIN; IIOUp Wxoauaa “ky3”, “Oaxop”, “kumr’, “€3”, “Xyr”,
“kaB30”, “xaman’, “KaxparoH’ kabu vui Qaciapura 10up MaBCyMHUl men3axiiap
€TaKYMWJIMK KWIMIIM; [IOWp KyJUIaraH MWUIMKA TEU3KIaApHUHT  MapKasuaa
“bolicyH” TONOHHMMM TYpHUIIH, bDOWCYH TO¥JIapu, KHUp-aaupiapu, COWIapH,
KWIFanapu, ymnapu OunaH OOFnMK TabMaT MaH3apaiapu LIOUPHUHT FOSBUIA-
O0anuuii KOHUEMUMUSICUHU OOMUTHUINM JUPUK MAPOCHU KYTapHIlJla acoCHl OMUI
DKaHU JAIWJIJIAHTaH;

YceMon A3uM miebpiapuia oHa BaTaH, IOPT, oJamjap TaKAUPUHUHT TaOuat
xoJcanapu OunaH OOFIUKIMKAA TAIKUH 3TUIIUIIN, JIMPUK KAXPAMOHHUHT KYBHOK,
COKHWH, FAMTHH, XYIIKUH XapakTepuHu udoananiia Tabuat MaH3apagapu 3CTETUK
Kareropusi cudaTiaa HAMOEH OYITUIITN acOCTIaHTaH.

TaagKUKOTHUHI aMAJINi HATHKAJIAPH:

YcMon A3uM miebpusiTUAAa TabMaT MaH3apajlapy TAacBUPH Ba MEW3aKHUHT
YPHU XaKH1a SAXJIUT Ba TU3UMJIA WIMHKM-HA3apui Kapaluiap IaK/JIaHTUPUIITaH;



NeH3aXHUHT  Y30eK  agabuéTIIYHOCIUTHAA MKOAKOPHUHT — MIKTHUMOUIL-
dancadpuit  gyHEKAapallMHM  Aapakajamjgard (QYHKIUICH TaaKUK OOBEKTH
cudaTtua 6enruIaHTaH;

YeMmoH  AsuMHUHT  Oautajanapuia  “maxap”’ TeW3akUHUHT, OaxIméHa
mewpaapaa “rtor’ Ba “‘AamT’ NEW3AXUHUHT, WKOJIWUHUHT YMyMpyXujaa “Ky3”
NEH3aKUHUHT POJIM Ba AXAMUATU TaJKUK STUJITaH;

YcMoH  A3BUMHUHT  WKTUMouii-panicaduii, Oaguuii-3CTETUK KapaliapH,
WKOAUN TaMOWWUIapy IIAK/UIAHUIINAA WHCOH Ba TabuaT MyHOcCaOaTJIapUHUHT
TabCUPH YPraHWITAH.

TagKuKOT HATHKAJAPUHUHT MIIOHWIMJIMIKA. TaakuKoT ro3acujaH
YUKApWIITaH XyJiocajaap TaAKUKOTYM TOMOHM/IAH 3bJIOH KWIMHTAaH WIMHUI Uluiapaa
¥3 udogacuHu TONTAaHJIUTH XaMma Oy XyJiocaiap WIMHHI KaMOaTYMIMK TOMOHUIaH
WKOOMN OaxOoNaHTAHJIUTH, AaHUK KYWWIraH MyaMMO SMIUPUK-Ha3apuili Ba
TaxIWINN-KUECUI ycyiulap €paamMua €UYWITaHJIUTH TAAKUKOT HATHKaJIapUHUHT
UIIOHWIMJIUTUHU OeNT A Iu.

TaagKUKOT HATHKAJAPUHMHI WIMHMH Ba aMajimil axaMHMATH. TaIKAKOT
HATWKATAPUHUHT WIMHMA aXaMUATU ITyHJIaKH, TUCCepTAlUsAIa KEATUPUITaH GUKp-
MyJioXa3za Ba Takiudiap UCTUKION JaBpu Y30eK agaOuETIIyHOCTUTUIA
SPUIIUITAH WIMHUI-Ha3apuil (QuUKpiapHu TYIIUpaau; agaOUETIIYHOCTUKKA OUT
JyFaTiap Ba KyJlaHMalapHU Taiépaiiga Mman6a OYViub Xxu3Mar Kuiaiu.

TagkUKOT HaTHXKAJTAPUHUHT aMaliuil aXxaMHsITH JUCCepTalusl MaTepuaiapu
Ba XysocanapujaH “Anaduér Hazapusicu’, “XX acp y30ek amadbuéru”, “Kuécnii
anabuérmyHocnuk”, “Xo3upru amabuil xkapa¢n” kabu (QanmapgaH mabpy3a Ba
CEeMHMHAp MAIIFYJOTIAPUHM YTKA3WILJA, OAPCIHMKIAp Ba YKyB KyJJIaHMamiap
spatuia GoianaHnuiln MyMKAHIATH OWJIaH U30X1aHa M.

TagKuKOT HATHKAJAPUHUHI KOPHMM KHJIMHMIIH. YCMOH A3um
MCHPUATHIATH TICH3aK TUITOJOTHACHHUA TAIKUK ATHI OYHHWYa ONMHTAH WIMHI
HaTWXKajap acocujaa:

nen3ax, SbHU TaduaT TYITYHUYaCUHUHT JIUPUKAJATH TACBUP KYJIaMH, TAaHOCYO,
Tamobex, Ta3ol, pPYyXKyb, MyOojara KaOuW MIebpUl caHbaTIApPHUHT uoIa
UMKOHUATIAPH, Tapalien3M, Ky4uM CHUHrapu Oaauuii  TaMOWWIUIApH,
KUTOOXOHHUHT pyXHU-MabHABUI OJaMUTa O3CTETUK TabCUPH, IICHPUNl MaTH
Ma3MyHHHHM 03ara YHMKapyBUM JapaxT, CyB, TOF, TyH, TOHT KaOW KaTop
0o0pa3apHUHT Ha3apuil KOHYHMSTIApPU MYMTO3 aqa0METUMM3IAaH TO OYTyHTH
3aMOHABHUM IIebpUsTraya SpaTWiraH JIMPUK acapiiap MHUCOJIHMIa ouubd Oepuiiran
takuduiap Y36exucron E3yBumnap yrommacu Kommaard “OHaXKOHUM — IIEbPUIT”
WKOJIMUA Tyraparujgaru € WKOAKOpJapra nei3ax TYIIYHYaCUHUHT Oaauuil
TaMOMWIJIapU, KaMpOBM Ba KyJamH, Ha3apuil KOHYHUATIApH, BaszudaiapuHu
nab yukuma poitnananmnras (Y36exucron Esysunmmap yrommvacuauar 2022
vun 5  wronmmarn  01-03/874-com mabaymoTrHomacu). Hatwkamap &
WKOAKOPJIAPHUHT MWUIMH  IIEbPUATUMMU3/Ia KeUuraH T[O3TUK  SHTUJIAHHUII
xKapaCHJIapu XaKWJard TacaBBYpJIapu KEHTalraumwWra Ba KUTOOXOHJIHMK
MaJIaHUSITH FOKCAIIMIINTA XU3MAaT KUJITaH;

NEeH3KHUHT WKTUMOMH, axJoku#, (ancapuil TaMOMMIIIApUHU aHUKJIAII
YaKMOK, EMFHUpP, KOp, OyJIyT, U3FUPUH, CAPATOH UCCUFU Kabu TypJiu-TymMaH TaOHuar
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XOJIMCATIAPUHUHT OaIMMIIAINITUPHINT KOHYHUSTIAPUHA TYIIYHUIT YIYH MYXUM
CaHAJIMINU, Xap OUp WKOAKOPHUHI WHAMBUAYaNd ‘“‘HUroX W: TaOMATHU KYpuII,
Ky3aTHIll, UAPOK KUJIUII Ba 00pa3iu Tadakkypaa >KOHJAHTUPUIL XyCYCUATH YHUHT
SHIMIAHYBHHM TABMMHIAIIN ONAMHJIAIITHPWITAH Takmuduap Y30eK THIIH,
anabuétu Ba (QOJBKIOPU MHCTUTYTHIA Oaxkapunran (2017-2020 #ii.) OT-D1-77
pakamn “V30ex amabuéru pyproHamapuy 100 KUIIINTMHY HALIpra Taiépriamn
dbyHaaMeHTan jJoiuxacuaa QoigaaHmiran (S"sP ®danap akajaeMusacuHuHr 2022
un 4 aBryctmarm  3/1255-1884-con  mabmymoTrHOMacu). Harmkama — ¥30ex
HEebPUSATHA TMEH3aK Ba YHUHI TypJIapura OWJl Kapauulap WIMHUN KUXATJIaH
Ooiiuras;

YeMoH AzuM miebpusiTUlia NEH3KHUHT lo3ara KeJMIl MAakOHM Ba COJUP
OynuII 3aMOHUTa Kypa MaBCyMHUH NEH3aK TypH, MIUIUIINK, YMyMOaIapHillluK,
3aMOHABUIUIMK KaOW MaB3y KyJIaMHura Kypa MUWUIMHIMKHU U(POAATIOBYM NEH3aXK

€639

Typy KYy3ra KYNpoK TalUTaHWIIH, HIOWp WXKoAuIa “Ky3”, “Oaxop”, “kuur’, “€3”,
“XyT”, ‘““KaB30”, ‘“xaman’, “KaxparoH’ kaOu Wui daciiapura JOUp MaBCYMHM
ner3axiap €eTaKYWIMK KWIWIIKA, [OUp KyJJlaraH MWUIMK T[ei3aXIapHUHT
Mapkazujaa “boliCyH” TONMOHMMH TypuUlIM, bBOWCYH TOFIapu, KUp-aaupiapu,
coilyiapu, KuJFainapu, uyinapu OwiaH OOFIMK Tabuar MaH3apajapd HIOUPHUHT
FOSIBUN-0aIUMN KOHUEMIUACUHA OOMUTUINMU JIMPUK TAa(OCHU KYTapuIilga acocuit
OMWJI JKaHM JNAIWUIaHTaH; YCMOH A3MM IIebpilapuja BaTaH, OPT, OJamiiap
TaKJIUPUHUHT TaOuaT XoAucajlapu OuiaH OOFIMKIMKAA TAIKWH STHIWILIHN, JTUPHUK
KaXpaMOHHUHI TypJid: KYBHOK, COKWH, FaMTHMH, KYIIKAH XapaKTEpUHU
ndoaanamga TabuaT MaH3apajiapu 3CTETUK KaTeropus cudaTuaa HaMOEH OYIuIu
acocmanraH  Takauduap — Y30GKMCTOH  MWUIMHA  TelepaglOKOMIIAHUACH
“O‘zbekiston” TenepagnokananuHuHr “benopnuk”, “Mabpuduii cyxodatmap”
“Fazan OYCTOHM” HOMJIM WIMHA-Mabpuduil smuTTUpHIILIApUAa (poliganaHuIral
(“S}f36eKI/ICTOH” tenepaguokaHauHuHT 2022 vimn 17 urongarn  04-36-939-con
MabJIyMOTHOMAacH). HaTuxkana TUHIIOBUMIIAp/Ia XO3UPru aiabuil skapaéH Ba yHIa
YcMoH A3MMHUHT TyTraH YpHHM Xakuja SXJIUT TacaBByp maino OVyinra,
SIIUTTUPUII CIIEHAPHIIIapU WIMHI Ba Mabpuduii sxuxataaH OOHUTHIITaH.

TagKuKOT HATHKAJAPUHMHT anpodanusicu. TaakukoT uimu KYkoH naBiat
nejaroruka MHCTUTYTH, Vy30ek amgabuéru kadenpacupga Myxokama KHIMHHO,
TyrajulaHraH uii cudaTuga XuMosira TaBcust dTwiras (2022 iiun 22 uioHb).

Ma3kyp TaIKUKOT HaTWXKajgapu 3 Ta Xajakapo Ba 2 Ta pecnyOiiMKa WIMHMA-
aMasuil aH)KyMaHJapu1a MyxoKamaJaH YTKa3uiraH.

TagkMKOT HATHKAJTAPUHUHT JIbJOH KWIMHraHauru. Jluccepranus
MaB3ych Oyitmua 9Ta muMmii wmm uwonm StmiraH. JKymmana, Y36eKHCTOH
PecniyOnukacu Onuii aTTecTanuss KOMUCCUSICUHUHT JOKTOPJIMK JUCCEPTALMSIIAPU
acoCUl MIMHUN HAaTWKAJAPUHU YOIl STULI TABCHA ATWJITaH WIMHUI Hampiapaa 4 ta
MakoJia, yiapaaH 3 Tacu pecryoOsmka xamaa | Tacu XOpWXKHM KypHajaa Harip
KWIMHTaH.

JAucceprauMsiHUHT TY3WIHIIM Ba Xa)KMHM. J(uccepramus KUpuil, y4 aCoOCUn
000, xynoca Ba amabuérnap pyMxatuaaH TAlIKWAJI TONTaH OYIuO, yMyMUN XaKMH
150 caxudanan nubopar.
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JACCEPTAIIUSIHUHI ACOCUM MASMYHHA

Kupum xucMuga MaB3yHUHT J0J3apOJIMTH Ba 3apypaTH acoCJaHTraH,
TaJKUKOTHUHI MakcajJ Ba Ba3udanapu, OoObEKTHM Ba MpEAMETH TaBCH(IIAHTaH,
YHUHT pecnyOnuka (aH Ba TEXHOJOTUSJIAPU PUBOXIAHUIIMHUHT yCTYBOD
WYHAIUILIApUTa MOCJIUTY KYpCAaTUJITaH, WMWK SHTUJINTY Ba aMajluid HaTHKAJIapu
0a€H HTWIraH, OJIMHTAaH HATIKAJApHUHT WJIMHUNA Ba aMaluid axaMusATH OYuO
Oepuiirad, HaTIDKAJApHU aMaiuEéTra >KOpUM KWJIWII, HAllp ATWITaH HIUIap Ba
JUCCEPTALMS TY3WINIIM OYinYa MabIyMOTJIap KEATUPHUIITaH.

JluccepTauustHUHT “V3bexk amabuérn TAPUXUAA NEH3AKHUHI OaJaumii-
ICTEeTHK Herusjapu” ne0 HOMJIAaHTaH OWpWUHYHM O00WMIa TEH3aKHUHT analuit
TepMHUH cudaThaa Hazapuil KOHYHUSTIApU Ba TacHHU(]IApH, MEH3aXHUHT Y30eK
MyMTO3 aaOu€Tuaa ydpalaurad adpuM YHCYpJIapu, 3aMOHaBUH Y30ek
anabuérua nem3ax TaJpHuKi Ba TAKOMHJIM Macajacu YpraHuiiraH.

“MymMT03 a1a0UéT/Aa Neii3ax YHCYpJaapu” HOMJIM OMpUHYH (aciijia MyMTO3
agabuéruMmsaa Tel3aX YHCYpPJIapUHUHT UIChPUM CaHbATIAp SPATHUILIATH
axaMHUaTH, JOUPUK KaxpamoH (Ommk) Ba EpHM XaM 30XupHii, XaM OOTUHMUIi
TapadaH TOAITHK TacBHUpJaliga acocuid maHOa cudaruga HaMOEH OYIuIu
JATUJIaHTaH.

MymT03 anabuérna TaOuaT TacBUpWra KEHr YpuH axpatwirad. [apum
nen3axIap MOWp WXKOIUHUHT (ancaduil MOXUSTHHU O€NTrHialga eTaKYHINK
KWJIMaca-1a, Kyl YpuHiapaa MyaJUIMQHUHT Fosick OuiaH OeBocuTa OOFJIaHUO
kenagu. Mnk OGamuuii nocton xucobsanran FOcyd Xoc Xoxubnunr “Kyranry
Oowur” acpugaru 58 6aiTaad nobopaTt 6axop Maaxura OarulUIaHTaH YPUHIAPHUHT
V3U€K  KaguMrd TYpKUd  agabuérna mNel3aXHUHI Ty3aJl  HaMmyHajlapu
spatwiraninurura jgamun oyna onagu. “FOcyd Xoc Xoxubd “rabuarmaru Oy
Y3rapuill, YWFOHMII, >KOHJAHUIIHU TYpK 3JM TaKAUpUra Kyuupaau, OOFjIaiiau Ba
Oy YWFOHMII, Y3rapuil TYpK DJIWHUHT YHFOHUIIHW, YHUHT Ty/u1ad sTHAIIM JeraH
(ukpay wirapu cypamu’.’

XIV-XV acpuunr nemkagam moupiapu — Artouun, Cakkokuit, Jlytdwii,
Xobuz Xopazmuii mxoauaa Me3aX YHCYpJapUHU KYI YUYPATUIIUMU3 MYMKHH.
VYrnapau OupiamTupyBUH Ba yMyMIIAIITUPYBUYH KUXATH — NEH3aK YHCYpPIApUHUHT
KYUMMHM XOCWJl KWIWIJA UIITUPOKUIUp. by BocuTanmap acapiiapHUHT
OaUUNUINTUHN OIIUPUO, MIChPUN CaHbaTIAPHU a0 KWIMIIIA XaM OeBOCHTa
XU3MAaT KWIAJIH.

“JlyHEHUHT, HHCOH YMPUHHUHT, T'Y3ALTMKHUHT MOXUSITUHM aHTJIAIl MCTaruaa
tyrunrad HaBowil Fazamnapuia xam tabuaTt — cupiap, UCTary MMKOHJIap MaKOHHU.
KOMHOTHUHT 5HI ylKaH XucMjapu — Ky€ul, o, caiiépanap, OypkjiapaaH >HT
Maiifla 3apparaya, KaMaJaKHUHT >KHJIOCUIO SHIM YHHO 4YMKaéTraH maiica ycruaa
TUTpad TypraH WIyJIPUHITA Kagap — XaMMa-xaMMacu IIOUp KajlaMHJia STHTHMJIaH
xaét tomamm’®. HaBowitHUHT Ooupruna “FyHuaiiv xaHgoH OWJIa XyCHYHT TyJd

" Kapumog K. Uik 6amuuii gocton. —Tomkent: ®an, 1976. —B. 158,
8 Mymnaxyxaesa K.Amumep Hapomii rasanuérujga TtacaBBy(uil TUMcON Ba Oajuuil caHbaT/ap yUFyHIIUTH.
— Tomkent: Akademnashr, 2019. —b. 137.
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xyppam 6axop™® nme6 OomulaHyBYM Fazamuia IEW3aX yHCYpJIapH  JIMPUK
KaXpaMOHHHMHI WYKU TyWrynapu udogacura Ba axjoKuil Kapamwiapu udojaacura
XU3MaT KWIraH: EpHUHT ry3aj uexpacu 6axopra, Jiabjaapu yCTUAaru MailH TyKJap
Maiicara, OIIMKHUHT OXYy HoJlanapu Oaxopru en-éruHra, yexpacu Oaxop acimma
XaM capraiiran Oaprra tamoex kuimuHaiu. Fazan makrabcupa tabuaT ry3amidru
sSbHU 0axop ¢aciau Ba TaOWUM TY3aJUIMK — WHCOHHMHT ENUIMTHAArM KYpKH Ba
KAMOJIUJIAaH XaM TY3aJIpoK, Xa30H OuiMac OOIIKa YMH 0axop OOpiurd xakuja cys
oopagu. by — xynk Oaxopu. ['¥3am Xynk sracMHMHT CyXOaTd Ba IUHAIOpUIAH
KYHruuiap smHaiau. HaBouid kyTapyuHKM pyX OWIaH Fa3aldHM SKyHJIaugau: Arap
0axopma cypaTturo cuiipatd ry3an €p AUAopu Hacub dTca, OyHIAaH OPTUK O0axT
o6opmu?

Oit HaBowuii, ynH 6axop 3pKuH Oy EXy KYprysyp,

boru XynKuauH yinycka JoBapH ab3am 0axop.

XVII-XIX acpnap amabuéruaa nedzaxaan OupMyHua Kym QoiiiagaHuiIraH.
Kymnanan, Awmupuii, Oraxuii, DPypkar, Mykumuii wmwxkomuma cod mei3ax
JUpHUKacura MaHcyO, Kumn Ba Oaxop ¢aciu, TabuaTr Y3rapuilld TacBHpJIaHTaH
miebpiaap Kyn ydpaiau. XyCHU Tabiujl, TaMCHJI, TamiOeX, TallXxuc Kadu Oaauuit
CaHbaTIapHU MEN3aX yHCypJapucu3 TacaBByp atuil Mymkynd. Ly ypunga kaig
Kuiuin Jo3umkd, [lapk mostuk Tadakkypujaa TaOMATHUHT TYPT aCOCUU YHCYpH:
CyB, XaBO, Ky€Ill Ba TYNPOK €TAaK4YM YPUHHH dTajmaiau. BopiaukHu TYpT yHCYp
yuuiad Typaad, KyH-TYH aJMallWIld, TUPUKIUK, XalHBOHOTY HAOOTOTHUHT
MaB)KY[JIUTU XaM Iy TYPT YHCYPHHUHI OOpiIUTrH OuiaH cudaTiaHaIu.

“XX acp mebpusiTHAa NEH3aKHUHI OaguMii-3CTeTHMK acocaapu” 110
HOMJIAHTaH UKKMHYM (acnga XX acp 3aMOHaBUM Y30€K IIEbPUATUIA, OKTUMOUN
BOKEJIMKHA y3UTI'a XOC WYCHHJIA IWIChpUNA TAJKUH OTHUIN, IIy OPKAIH 3aMOH
XOJMCajJapu Ba MHCOH PYXUATHHHMHI OOIIKaJap Hazapuja KypUHMAailauras,
MyailsiH MabHOJIa TaKUKJAHTaH KaTJaMJIapUHU TeW3aX OpKaiH, XycycaH, TaOuaT
YHCYpJIapU BOCHUTACHJA XOCWJ KWJIMHTAH TYypJu Ma)Ko3ud THUMcoJuiap, oOpasnap
€pJlamMu/ia OYMII TAMOMIIIM Ky3ra TallJIaHUIIN aCOCIaHTaH.

XX acpra kenu0, y30eKk MICHPUATHAATH TEH3aXK WKTUMOUM-TICUXOJIOTHK
MOTHBHHU aHTJATHUINA KyMakJanlyBud BocuTara aimannu. Jlekun cod Ttabuat
JUPUKACH XaM VYHYTWITaHu WyK. YynnoH wxonuma Tyjnanuruya Ttabuar
MaH3apacura OaFulIaHTaH IIebpiap KYMUWJIMKHU TaIlIKuWil 3Taan AMNHUKCA,
Oiibex mewpusTH cod mei3ax Jupukacura gamwn OYia osaagd. Xamun
OnumkoHa XaM TabuaTt TacBUpJapy €TaKud YPUHHM drajliaiIu.

60-70 ¥wmwtap mebpusTHAA TeW3ax WKTUMOMMIMK KacO »TraH OVica-ja,
A6aynna OpunoB, Opkun Boxunos, Payd Ilapbu mewpustuma cod neizax
JUPUKACH aKC ATAU. Tabuar TacBUpJjapu KYNUHYA MIOUP Ba E3YBUMIIAPHUHT
BaTaHIAPBAPJIMK TYWFyJIapuHUHT udomacu OYynmubd xu3maT Kuiagu. AOmaynna
OpunoB “ToHr”, “6axop” mMeW3a)»JIapuHU YMUJ, SHTHJIAHUII, HAKOT MAabHOCHIA
KyJnaca, “agup”’, “Tynpok’, “mamT’ TeH3axiIapu OpKajlud BaTaH CypaTUHU
9u3MOKuM Oynmamu. “JlaBp Tako3ocura Kypa HIEhPUST XaM BaKTHU-BAKTH OwWJiaH

® Amvmep Haowii. Tyna acapnap tymnamu. — Tomkent: Fadyp Fynom nomugaru HMUY, 2011. — B. 176.
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panr-Gapanr Imakiapga Xxocwin Oepa Oomwraiiam™®. 80-90 iwmmap mpuk

KaxpaMOHM 3aMOHa Ba 3aMOHJIONUIapUra Tabuat MaH3apanapyu HUToXu OujiaH 60ka
Oolltaay, MEbpUATIIa MHCOH Ba Tabuar ypracuja y3ura Xoc ajloka — poOuTa
naigo OVnau. By anoka nupuk KaxpamoH KuéhacuHU MOATUK MyKaMMaslallTUP/IH.
JIMpUKaHUHT SHTM KaxpaMOHU — TabuaT MyaMMmoJjapu OwiaH y3BHM Tap3na
WHCOHMI MyaMMOJIapHU MaH3apa JMpUKACUJArd CUHTEe3Namrad kuédacu mnaiiao
oynau. By naBp moupnapu THiHaTHAArKd (HaBKYJIO[Aa KYIIKWHIUK, IUAAAT Ba
KECKUPIUK ¥y3 VpHHIA Tei3ax TUpUKacH KaxpamMoHra xam kyumu. Y Hadakar
MHTEJJICKTYyall lapakacu KEHT MHCOH cudaTuaa, Oajky >KaMUAT MyaMMOJIapura,
nry Ouian Oupra, HHCOHUHM Tyirynapra xam Oedapk OyiamaraH WHCOH cudaTHaa
JIIYHETA KEJIU.

[lelizaxx nupukacuHUT oOpasnap oJlaMHU KEHI Ba paHr-Oapanraup. Macanas,
aHabHABUU “‘mapaxT”’ Ba “TOF’ 00pa3lapuHU OAaTnaa, JapaxT — MAFPYPIHK, TOF —
cabp Tap3uaa Kyiuiam Mapxyd. KYmuuiauk mxojkopiapaa sca JapaxT, Macala,
oup Vypunaa sxabpauiina (IllaBkat PaxmoH) »>tu0® TacBupianca, Oup YypuHaa
3aMOHaJlaH opTAa kojraH ozam (YcmoH Asum) kabu udomananrad. Tor aca
HuUMXOH (Xypuug daBpon), €nrusnuk (Asum CyroH) kabu MabHOIapJa TaJIKUH
stunagu. by gaBp MIOMpIapUHUHT Ma)KO3UIl-aJUIETOPUK TUMCOJUIAP OPKaIu UHCOH
PYXHMSATUHUHI SHI YyKyp, SHI TE€paH KaTjlaMJapuHU TaxJwil STHUIIH, OJIUN
“Typraii’map, “Oemana’nmap, ‘‘akyna’iap, ‘‘cyBapak’iap Xakuma €3a Typuo
KaMUATIArd Ba MHCOHJIapAaru WulaTiiapHu (oI STUILHU SHIY afaduil Xxoauca 3/1u.
[IlaBkar ~ PaxMOHHMHr = MaH3apa  LebpJapu  TabuaT  JaBXAJAPUHHUHT
KuHOQuIbMIIapaaru udogacura xam yxiad Ketaau. YHUHT Hebpaapuaa, “‘bormap
carmuub ceckaHaau’, Y3yM XoOJIcU3laHadu, EMFUPHUHT Erumu  “OCMOHHUHT
TAKMHYOK ~ MapBapujiapy’”  y3swinO  KeTraHura  yXIIaTunagd. EMrupia
yalikana€tran Kusraingokiap «bup-Oupura terund xum xapanriaan». IllaBkar
Paxmon, Payd ITapdu, Yecmon A3zum kabu mIOMpIapHUHT MIEbpIapuaaru KOHCHU3
HapcaJlapHU JKOHJIAHTUPUO Oepriuiiy y3ura Xoc canbar Oyimmub, Oy xon y30ek
mebpustuaa [lapk Ba FapO moupiapuHuHr anbaHaldapy SHrU4a MYCHHIA JaBOM
STTUPWITAHUHU KypcaTalu.

boGuunr “Ileiizaxk Tumiapu Ba Oanguuii ¢yHkuusaaapu” daciuaa
ONITedH WUiarapyu CypraH MEeH3aXHUHT Ha3apuil TaMOWWJUIapura TasHuO, TYpiH
acocnapra Kypa TacHu(pIanl MyMKHHJIUTH pUTHTran, !

“Ilefizaxk — omaMHMHT Y3WHU Ypa® TypraH TaOMUN MyXWUTH Ba Xap KaHJail
OYMK MalJOHHHUHT TaCBI/IpI/I)II/Ip”.lz “baguuii acapaaru TabuaT TaCBUPU TEM3ax
(maHzapa) ne0 aramagu. TaOuaT TacBUPH CIOKETHUHT TapKUOWUW KuUCMIIapuiaH
oupu 6Y1ub, aCApHUHT FOSABMIA-DCTETUK KyBBaTHHU omupann”t® “Ileizax anabuii
acap/a spaTuiIyBud 0aJuuil BOKEITMKHUHT MyXUM KOMIIOHEHTH, BOKeanap KeUyBUn
OYMK Mai0H TacBUpK cu(aTUIA XaM TAIKUH dTHIAIn 4,

10 Commxonos M. Jlupuka natodaTu, HaCPHUHT Ha30KaTh. —TouIKeHT: A1aGuéT yukynnapu, 2018 . -5, 7-8.

1 Snmrreiin M.H. Tlpupoa, Mup, Taiinuk BeenenHol. Mocksa:Bricinas mxkona, 1990. —Cr.130.

12 Jluteparypnas SHUMKIONEMS TEPMUHOB U oHATHIA. Mocksa. HIIK “MuTensax”, 2001. —C1.732

3 Cynron M. Anabuér nasapuscu. —Toukent, Ykurysuu, 2005. —B. 116.

14 Kyponos JI, Mamasxonos 3, lllepanuesa M. Anabuérinynocnuk ayratd. —Tomxkent: Akademnashr, 2010. —B.
220.
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[Teizaxxnapaunr sHr ypd Oynran TacHuduam WycuHu Oy 3aMOH OMJIaH
MaKOHIa Kypa QapkimanyBud MaBCyMHH Ba JaHgmadt mneH3axiapu
knaccuduxanuscuaup. MaBcymuil neifzaxx TaOMaTHUHT 3aMOHUHU udoja 3Tuo,
dacmmap (xur, 6axop, €3, Ky3) €ku Oypxitapaan (cyHOyma, XxaMmal, XyT, akpad Ba
X0ka30) Tapkub Tonanu. Jlanamadrt nenszaxku 3ca OEBOCHTa MAKOH TYIIYHYaCHUHU
ounaupu0, ¥3 wuura JamrT, TOF, TeMa, BOAMM, caxpo kabu penbediapHu Kampad
onagu. byHna mnel3zaxk TaOMAaTHMHT MabiyM OHpP MaKOHUHU aKC JTTHPAJIU.
[lefizaxTapHUHT JapakacH Ba KyJaMura Kypa tacHugu xam MaBxyna 0ymu0, Oy
TacHu(Pra Kypa AacTaBBal MaxXaJUTMA TEH3aKIap THJITA OJIMHATU, MaXaJUIAd
nen3axiap WKOJAKOPHUHT V3M OWiraH, KypraH, TYFUITaH, YCUO-yIFaliraH KUIUK
Ba TOp reorpadvk MakOH TaOMATMHWHT TACBUPWHU Y3 WYHWra oyaad. Maxammuit
nen3axkiaapra napamien Typ cudaruia dSK30THK NeH3akiap, SbHU MablyM OuUp
XaJIK WEbPUATH YUYyH FalpHOIAMi MakoH cudatuaa KalOysl KWIMHAJAUTaH
nen3axiaap kupaau. Yoy TaCHU(DHUHT stHa OUp Typu MWUIHH niek3axiap 0yauo,
MWUIMA  mei3axiaap moup MaHcyO OynraH  MamilakaT  TaOMAaTHUHHHT
YMYMIIAIITUPWITAaH TacBUpU XucoOsanaau. LlyHuHraek, ned3akHUHT cail€paBuid
Ba KOCMHK Typiapu XxaM Mapxyja OVmuO, Oy Typjaru mneizaxiapjaa TaOuaTHH
KypuIl MacliTabu KeHrasau, moup y3 rosuiapuHu Hadakat Ep caii€pacu, Oankwu,
OyTyH KOMHOTTa TETUIUIN €0 OWIraHuHU aHriIataau. [led3axiapHUHT KaHpP Ba
yeiay0 sKMXaTHAAH XaM YIYFBOpP €KUM MYXka3, HMIOBKWUHIN EKH COKHUH, CHUPJIH €KHU
aHuWK Tap3uja TacHuPu xaMm maBxkya. DaHTacTUk mei3axiap XxaMm MaBxyz 0yiuo,
ynapjaa OM3HMHI OJlaMUMU3JaH OoIlKa oyiamjap, MaHryiauk, KouHor xaéruparu
XQJIOKATIIM KaTakJIu3Mallap, TAOMaTHUHT 3BPUIMIIM KaOW XOJUCOTIAp aKC 3TA/IH.
bynnait neizaxkmap kynuHYa wuaean (GapoBOH KaMHUAT, WHCOHUSAT Kela)aru
XaKUJaru yTonuk rosiiap Ousian 6eBocuta OOFIMK OYnaau.

[lerizaxx momudynkimonan 0ynub, amabuérmynoc CebuHara kypa menzax
XapakaT OWM Ba BAKTUHU Oeiruiiaiiiu, CIHKET MOTUBALMICH Ba3u(pacuHu
Oaxapaay, TICUXOJOTU3MHHU SIpaTHIl Ba MYyaJUIM(PHUHT CYOBEKTUB pPEKACHUHUHT
HaMOEH OYynumiumra xusmar kuwiamgu’. M.Cynronosa sca “Ileiizax caHbati”
KUTOOMJa acoCaH MEW3aKHUHI BOKENAap KeuaJuraH MaKOH Ba KaxpaMOH PYyXHil
OolaMMHM  Kypcatuml kabu wkku Basudacunu Oibexnunr  “HaBouii”,
O.Exy6oBaunr “YmyrOex xasunacu” Ba I1.Kommposnuar “IOngysnum Tynnap”
poMamrIapu Muconuaa épuranu’®,

YMymaH onrasja, neizax OaxapuauraH BazudanapHu Kyhujgaruda TacHuQ
ATUII MYMKHUH: TIEH3aK JUPUK KaxpamMOH OOpa3WHU SpaTHINra XHUCca KYIIaju;
anabuii MaKOHHMHI TY3aJUTUKIAPH, XOC MaH3apaJlapuHu TacBUpJIALl BOCUTACH
cudartuaa UNUIATHIAIU; KO Ba Xapakar OwiaH OeBocuTa OOFNWK Oyiran ¢oH
BazudacuHu Oaxkapajau; MCUXOJOTUK XYCYCHATIra 3ra: KaXxpaMOHJIAPHUHT XUCCHM
XOJIATUHU WYynra Kysad €Ku KeunHMmanapura Oaauuil ypry Oepanau; €3yBUMHHUHT
dancaduit Mynoxazamapu MaHOaum OYIMO XHW3MaT KWIAIW; XaETHUHT MKTUMOHUI

15 ®eiicenko.D.51. Teopus nuteparypsl. — Mocksa: Mup, 2008.— C.17.
16 Cynronosa M.Ilei3ax canbaru. — Tomkent: ®an, 1983.

14



3UAUATIAAPUHN TaBcudIam BocUTacH OYIuMO XW3MaT KWJIAaIW; paM3uil MabHOTa
ara OymmO, Ganmuuii aCapHUHT CHUMBOJIUK XYCYCHSTIAPUHU KyYaWTHPHUIITA XUCCa
KYIIa .

[Teit3axx amabuii acapHUHT Typura Kapao, dhapkiu BasudanapHu Oakapuiira
XU3MaT Kuiniy XaMm MymMkuH. lllebpuii acapiapaa TupuK KaXpaMOHHUHT HYKTau
Hazapu, KailldusaTu, pyxXuid MaH3apaCMHU TacBHUpJalljla Ba KoJaBepca, JUPUK
BOKEJIMK TETHIUIM OYIraH MakOHHW aHIVIATUIIZA MyXUM YpuH TyTanu. Hacpuit
acapiapja 3ca Men3ak acapHUHI 3aMOHM Ba MAaKOHUHHU Kypcatuin OmiaH Oupra,
BOKCJIMKHUHT KOHKPETJIMK XYCYCHUATHHM OIIUPaAd Ba KaXpaMOHJIAPHUHT
XapaKTEpUHU YKYyBUWIa SIKKOJIPOK KypcaTHIIJa AacTak Ba3u(pacHHU Oa)kapau.
“JlpamaTuk acapiapja (akar mapTiId paBUIIJArMHA TEW3a)X XakKuja Talnupulll
MyMKuH"Y,

JluccepTalvsiTHUHT HMKKHHYM 000uaa “YcMOH A3UM Ned3aJIapUHHHT
MOITHK-OHTOJIOTUK ACOCJapu” HU XajdK OF3aKd WXKOJH, MyMTO3 angabuéTr Ba
KaXOH anabuETH naypJoHajdapyd TalIKWI OTUIIM XaKuaa (QUKp IOpPUTHITaH.
“bajuagajgapaa maxap neiszaxu” ¢aciauna myammo “/lepasza xakuna O6amiana”
“byrommap xakuzma Oamnmama”, “ABTromMoOmy Xakunga Oammama”, “IlexaOp
dayutagacu’”, “EMH/Ip xakuna Oammana”’, “bynOynra ainanran ojaM Xakuja
Oaiaga” kabu acapiap MUCOJIUAA EPUTHIITAH.

V36ex mespuaTHaa 6aana )KaHPUIA SHI CEPMaXCyJT KO KUITaH Moup 6y
Yemon Asumanp. bammamanapaa rokcak ApamMaTv3M, IIOUPHUHT ACOB TYMFYJIapy
Ba 030[1 PYXHH KypaMu3.

[Moupuunr “/lamt xakunga Oamiama” miebpuaa KUILIIOKJIAH Iaxapra Oup
ojlaM op3yiap OWjaH KedaraH Xap Oup KHUILIOKIMK HWHCOHHHMHI TYHFyJapH
udoananras:

Tornap xknupaiau. [lacaiinu ocmMoH.

Amab 6ynmaiiu-Ky axup SHTramumo ...
Kynagum 6anaHmupoK OCMOHIJIAp TAMOH-
Oprumzaan bolicyHHUHT famity spramy.

Kamust O6ery0op ropakHu yTmaciamtupud rodopaau. Hatmwkana ¥3 KuHANK
KOHM TYKWITaH TYNpoKmaH Yy3okjammuin Oonuianaau. [Hlowp “Jlamr Xakuma
Oaynana” mebpuaa 3UEK 30TUHUHT aHa 11y (GoxuacuHu ound o6epasu.

Yemon AszuM  Oatajmanapuja Iaxap MNEH3aKUHU spaTUIga  “aeBop’,
“aBTONaAp”, “mepasza’, “xu€boH”, “CEpIIOBKUH WY, “€MFUpP”, “UUKapujaru oaam’,
“renedon” kabu aetayiapjaaH yHymiau doiganaHagu. Ymly aetamiap JUPHUK
KaXpaMOHHM IIaxap W4uAa FOPraHvuHU, MOUPHUHT KEHIVIMKJIAp TycaraH KYHTJIU
TOp IIaxapra curMmail OopaérraHuHu aHriaraau. JlekaObp Xam, aBTOMOOWI Xam,
nepaza xam MetamopdoszaHu OouiaH KeYUpuod, UKKUA KYJ, UKKH OEKJM, OHIJIH,
TYWFyJIM MaByaoTra — uHcoHra »Bpwianu. lllaxap manzapacu YcMoH A3sum
Oanmaganapuga €Takdyd yHCYp dMac, OaJKd OFHp 3WIAUATIAD JOMHJA KOJTaH
JUPHUK KAaXPaMOHHUHT KalpuaATH, PyXHSITH, OFPUK HN3TUPOOJTAPUHHUHT SXJIAT
MaH3apacHHU KYpCaTHIIra Xu3MaT KWIIyBUU JeTajiapIup.

17 Kyponos I, Mamaxonos 3, lllepanuesa M. Anabuérurynociuk nyrati. —Tomkent, 2010. —5.221.
18 Yemon Asum. Caiinanma. —Tomkenr.: llapk , 1995. -B. 54.

15



Nkxkunun dacnga “baxmména mebpjapaa TOF Ba JalIT neifzaxiaapu”
TaxJIMJI KWIMHTAH. YCMOH AS3UMHUHI OoJlaJMK[Ia KypraH-Keduprasjiapu,
Cypxongapénaru Oaxmmuiap OeianryBH, KYNKapH, Kypail cuHrapu ypd-oaatiap,
OOoNaNMMK XOTHpajapy YHHUHT WKOAKOP cudaTuia HIaXCUIATHUHH, YHTUKOIU Ba
OyHEKapalvHy WakutanTupraminrd tabuuii. llloupuunr Oaxmménanapu TypKkyMm
XaJIK JOCTOHJIAPUHUHT PUTMH, OXAHTH Ba CIOKETIApUHU EAra coyiaau. YIapHUHT
Mapkazuaa — Jnbek Oaxmu oOpa3u Typaau. YHJAH TallKapyd YHUHT LIOTUPAU
OnomoH, ceprumucu Oittyman, Oxbotup, Kopabotup, Menrnués Ba HopouOw,
Konkoomn Ba ['yiakenap oOpaznapu xam 0op. baxmmuéHamapHUHT TY3WIHIINA XaM
JOCTOHJIapra yXmanau: xap oup OaxmmEéHaHWHT MPOJIOTHIa HACPUHN yCyJIaa KHCKa
130X Kentupunaau. KenuH BOKeIrMKka Moc mebp kenaau. Jloctonmapaa “mryHna
....HUHT ...ra Kapa0 alTu® TypraH >KOWM dSKaH’, JIeTaH KOJUI yupaijau. YCMOH
Azum Oaxmménanapuaa 3HT KyI “TOF” Ba “mamTt’’ nesaxuaan GpongasaHaam.

Tyst O0KJIMM, TOBOHJIAPUM FIDK)KA TUKAH,
CeH KenMacaur ACKapTOF XaM 4yKaauras.’

Ymby mewpuil mapyana moup “AanoMunr’ JOCTOHUIArM MOTHUBIApJaH
doiinananran xonaaa y3 roscuau udoja sraau. Kanauprodoiinm Tys 60Ku0 TypuoO,
AmmomumiauHr KyHFupoTra KaiiTMaranuiad Kyuno, M4ukuo, 1y mebpHu alTaju.
[oup ANMOMUIIHUHT KaTMaciurd OyTyH IOPT Y4YyH OFUpP IOK OYIUIINHU
“Ackapror” (ToF meizaxu’”)Hu uykuimura yxmartaau. [llebspuu sca “xap Oup sira
Oup 3p UMIUT Kepak 3KaH’, 1ed XyJoCAIal]Iu.

[lebpnapu MaHTUKJIKM Ba oOpasiu udoaanapra 00 MOUPHUHT Y31 XaM aliHU
JamMJia JOHMIIMaHA, Xa€Tui TaxpuOanapra sra Oynran ¢aitmacyd cudaruna
HaMOE€H Oynanu. YHUHT Webpuil Mucpanapuaa Qancapuii xynocaisap KaiMOFu
Oynran Qukpiap Kyn yuypanau:

Tommaiimac, Toraai OYJIruH,
KosiHr1a Ky11 yiuroHCHH.
ONUHT CeHTra KOKUJIMACcHH,
DIIMHT ceHra CysiHCUH. %

baxmménanapna acocuii ¥osi — IOPTHU apJOKJalll, MapAJUKHHU YIIyFJIaIl, 3P
WUTUTHUHT TapOUsIiCH XaMJia YHEHUHT MAaKKOp YHMHIApUHU aHTJIaIlTa 1abBaTIup.

“MoxusaTra Kypa ros KynuH49a Tabmarma HamoéH Oymamu”.?! Illoup
TabuaTaaH KyTuiMaran manoamnap, maddod tyhrynap tomanu. [y Gouc neitzax
Ba IMICHPUAT KaJWMJAaH TO XO3Wpra Kajaap 3TU3aKk TyllyH4Ya cudaTuga TaJIKuH
ATUIIAJIN.

baxmménanapna “boiicyn” anabuii MakoHM TeH3aKJIapHUHT Oom MaHOacu
O0ymu6 xu3zMmar kwianu. [amt Oy — BaTaHHUHT Oup mapyacu, boliCyHHHHT Oup
TUMCOJIH, OONAIMKHUHT Ty3an €au. Yoy mebpiapaa yupaiauran “namrt”’, “Tof”,
“xkup”, “amup”, “KM3FaIAOK30p”, “00F”’, “mapaxt”, “rour’, “mamon’’ Kabu men3ax
yHCypaapu 6eBocuTa bolicyH TabmaTura anokaaop SKaHWHH CE3UIIl KUWUH dMac.
“Ilap€mait o301 okuII’, “oijall pKHUH OOKHWII’, “NIaMOJIJIail 030]1 Ke3uIn’, ‘“Xac
Kabu KanTupamaciuk’, “‘capaToHAa JapaxT KaOu cos Oymumr”’, “kapra Komuaa

9

1% Yemon Asum. Tannanran acapnap. 1 sxuna. —Tomkent.: Fagyp Fynom nomunaru HMUY, 2016. —B. 326.
0 Vima manba.— b. 327.
2 Teren I'.®. Dcreruxa. B.4T. — Mocksa, 1968. — C.127.
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Kapra 0ynu6 caiipamacnuk”, “OynOynaail »oH ypram”’, “TOFAaH KATTUK IMEHIoHa”
KaOu MOATUK OMpUKManap moup OaximuéHa mebpiapuaard 0301 Ba OYHcyHMaC
PYXHU TaOUaTAaH OJIraHUHU JaTUILIalIu.

[ITom voru 10aay31MK 6axTH OOp,

CoruHypa €1FU3IMK 0axTH O0p.

Xacparaa KyIuruMm TYJUIAIH,

Iy ryara uiagusauk 6axta 6op.%?

Ymly ukpop YcMOoH A3UMHUHT mIebpra Xoc Oapua Oaauuil XycycusTiap,
MIebpUIl CcaHbATIIApHU TaOWaTHaH OJUINNra, Y3W 3ca TAaOMATHUHT CHHYKOB
Ky3aTyBUYHMCH SKaHWUTa MHUCOJI OyIa oJaiu.

boOGuuHr yunmHun daciu “YcMOH A3MM IIebPUSITHAA Ky3 MOTHUBM’’Ta
OarvIUIaHraH. YCMOH A3uM mebpiapuaa ¢acmiap ajioxuja YpuH srajuiaiu.
[oup “Caitnanma”cu ga 6axop xakuga 47, €3 xakuma 25, Ky3 Xakuga 67, KUl
xakuga 30 ta mebp kuputwirad. Kypunaauku, dgaciiap uauja SHT acocuit oopa3
Oy “ky3” obpazuaup. lllonp MKOIUHUHT y3aK MOXUSITHUHH Ky3 (ayicadacu TarIkuil
staau. MHcoH ympunHHM Hun Qacmmapura Hucbar O6epu® TacBUpianl aHbaHACH
MYMTO3 aJlabuETUMHU3ra X0C XyCyCHsTAUp. by aHbaHAaHUHT SHT SXIIM HAMYyHACH
Anumep HapouitHuHr “Xa30iuH yia-MabOHUN JTEBOHHU XUCOOIaHA M. MabIyMKH,
HaBowuii ”HCOH yMPUHU WHWIHUHT TYPT daciura kypa Taptud ounan 6axop, €3, Ky3
Ba KMII Tap3ujaa Oenrmnarad. YcMoH AsuMm Oy cuicwiaHu OaxopAaH 3Mac,
kumgad  Oommadau.  [llowp kum MaHzapanapuiad KYOpoK — OOJAIMKHU
TacBUpiaranjaa QoinanaHaay. “bUpoK IIYHUCH aHUKKH, LIOMP YUYH Ky3 IIYHYAKH
TaOMaTHUHT ONTHH (aciu 3Mac, OalKu BUCOJ OHJAPUHM KyTHO capFaiiraH CEeBIH,
yMp nadTapuHUHT 3ab(apoH Bapakiapu, KWLl OJAHUJAH H3X0p KWIMHAETTaH
Tazappyb acnu 66 kypunaau”.?

Kanamanuk agabuérmrynoc Hoprpon ®paiira kypa TaOWAaTHUHT YHFOHUIIU
0axop OunaH, KeCKMHJINUTH €3 OumaH, poXracu Ky3 OWIaH, CYKyHATH KHII OuiIaH
yambapuac Oormuk.>* Bympaii Typaarm ysura Xoc MyHocabaTapHM aHMK Ba
nouMuii  1e6 Oaxonaml KAWWH, amMMO JCTETHK KaTETOpPUSJIAPHUHT MabliyM
dacmiapra yMmymMuit THOJIOTUK MYBO(QUKIUTH 1ITyOXaCHU3IUP.

TOHr TUTpaIM K€Y KYy3aKHUHT Ky4OFua,
HOnny3napau yunpmokia ryaryH madak.
KonuM, KanOuM MEebPUSTHUHT MTHUOFH]IA
3aMUH — TUJICUM, OCMOH — THJICHM... Iebp — Oemadrar!?

[oup ¥3 TacaBBypuaru Tabuat OUiaH pyXusiTU YUFYHIUTUHUA — “XaETUHUHT
KaHOTUA JIEHTU3JapHU KyTapraHya TOJMO yuranu’’, Xa€Tuaa IOJAy3JIapHU Ky
O0op kypranu, “AeHru3Aarv JIy3JapHd~ Ky4drucu KeiraHu OwiaH udomanaiau.
[ewpHunr ymymkaiusatuga ky3 maBxyn. lynmail skan, “kyk”, ‘“3aMun”,
“OynyT”, “camo0”, “ToHr”, “madax’”, “roaay3”, “AeHru3”’ Kabu newszax yHCypJapu
“ky3” meuzaxura xu3mat Kwiaau. [loup “Ky3”HM yMpUHUHT XuCOO Oepaaurad

22 ycemon Asum. Tawnnanran acapinap. 1-xuna. —Tomkent.: Fagyp Fynom Homunaru Hampuér-marbaa wkoauil yiiu,
2016. -b. 321

2 Commxonos . Tlokusa HusTHUAT HypiH ity iapu. https:/img.uforum.uz.

2 Frye N. Anatomy of Criticism. Princeton, 1967. — P. 161.

% Yemon Asum. Caitnanma. llewpnap. —Tomkent: [lapxk, 1995. -B. 5.
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oHH Jest ounaan. Yekcus xaiipaT, I0OKCak TacaBBYp MUM/A MIOUD “Xanu OyTyH pyiu
XKaXOH Hebp Oynaxak”, nes Xaikupaau. TabuaT Xakuaard TylIyHYaJIapHUHT SHT
XapaKkTepu XyCYCHITIApUHU KaMJlaraH Ba MAaBCYMHI NIEW3aKHUHT aHUK TUMCOJIN
cuatuaa YcMOH A3uM MIEbpUATHIIA “Ky3~ TMEH3aKUHMHT aXaMHSATH Ba MOITHUK
I0OKM KaTTa. “By mebpnapman xap ouM coruHY ydypanu. Bokeamap paccom
XOJICTUAATUJIEK TaB/aliaHa OolIaiau, IopaKkka Max3yHIuK Kupu6 kenaau. CoruHy
Ba Ky3HH YCMOH A3MMJIEK MapoMura eTka3u0 TacBUpJaraH MIOUpJap MIEbpUATIA
canokan’ 28 [1loup TacBupnaran (aciaapHu MXKOAMN YMPHHHHT OEKaTIapu Jecak,
Oy OekaTtaa KoIuIl YCMOH A3WMHUHT JTUPHUK KaXpaMOHHHH XYIIHYJ dTMaian. Y
€31a KaMpOK KOJMIIHM oOp3y Kuiaau. llleppmapHu XpOHOJOTMK TapTHOaa
yprancak, YCMOH A3UMHUHT JacT/Ia0KH mebpiapuaa €31a KYIpoK KOJHII, Ky3/1aH
KYpKYB Kaiipusatu ceswnagu. [lonpHUHT 35muK €miaH KeHUH €3raH mebpiaapua
Ky3 nupuk KaxpaMOHHHMHI OMpIaH-Oup CysHUWra aijaHrad. YCMOH A3uM 0ab3u
mebpiaapuaa Y3uHu “Ky3ak’ka yxmataaud. [lloupHuHr Gop KaWry-u3THpOOIApH,
yTMmully OyryHU, JOapay OFpUKIapu Ky3fga myxaccaM. Ky3HuHr “xa3zoHnur”,
“ky3ak”, “tudipamox” cudaTHAa UNUIATWIUIIM XaM KYIOpoK YcMoH A3uMm
ycinyoura xoc. Illoup Ky3HMHI MyMTO3 HOMJIApU OWJIaH LIEbPHUHT OalUUATUHU
arana ommpanau. “Tlos3us taBcudiap Ounan smac, Oalku KapTUHA Ba oOpasziap
OuyaH cy3iamy Kepak; Mmo33us OyloMHM TaBcu@ OSTMaiaM Ba YHAAH Hycxa
KyuupMaiigu, 6anku, yHu spataau’”.?’ Yinby spatuiaran o0pas 5ca HMIOUp Wrapu
CypaérraH MabiiyM OUp FOSTHU XaM[a IOMPHUHT AyHEKapammHu udoaa KNI
MYXHUM YPHUH TYTAJIH.

YcMoH A3uM MpuKacuia Ky3HUHT TaIpUKUHU y4 Oockuura 0ynu0 ypranuin
MYMKHH: Ky3HUHI KEJHILIHW, Ky3[Jard aBx XaeéT majiacu, Ky3 OujiaH Xalprialrys.
YeMOH A3MM Kyl MypoXaaT KuJagurad “Ky3~ THUMCOJU ‘“‘MHCOHHUHT Y3 yMp
CapXUCOOMHM KUJIaJAUran Oup namia’”, 1e0 TYUIyHHII MyMKHH.

YcMoH  A3MMHHMHT  JIMPUK  KaXpaMOHM HMHCOH OwiaH Tabuar pyxu
yUryH1amu0 ketran oup pyx coxubu. ‘“Tabuarna OM3HMHT pyXUMH3 WVK, JIEKHH
O6uzna tabuat pyxu 0op. Heraku GOpIMKHUHT KOHYHU IIyHJIal: OJUNA MaBXyJIOT
MaCcTPOFUHU Y3uja skamuiaran Oynuimu mapt. buzHuHr pyxumusna tabuart Ousan
yMyMuiiauk 6op Ba 6y ymymuitnuk xaéraup”.?® Iy xuxarnan YcMoH A3HMHHMHT
Ky3 00pa3u akc dTraH mebpiapuHu YKUO, XaéTHUHT MabHOCH, TUPUKIHK 3aBKH,
opTAa KOJTaH yMp CapXucoOW, MUPUHY a4uuK YTraH KyHJap €au YKyBUYMHUHT
HIyypUaa yUFOHAIU.

boOuuHr cynrru ¢acauga “Muimiiiiukad udoaanamga neu3aKHUHT
ypun” ypranwirad. lllynunraek, ronorpaduk Ba 3K30THK Me3axiap Xakuaa Xam
MyJioXa3ajiap WIraHu CypHJITaH.

[Teit3axx yHCypiapu Xap Oup >koijga Oup Xui, MacajiadH, AMepHKaaa Xam,
V36ekucronaa xam Oaxop Oup XWi, JEKUH Meh3akaaH (GoigalaHuIIa MUJUIANA
udoma Gop. “ApMOHCH3 OJaM XaKuaa XHUKOs® HOMJIM YOy IIebpaa OJIUN

% Yemon Asum. Tannanran acapnap. 1-xuna. — Tomkent, Fagyp Fynom HoMunary Hampuér-mar6aa wkoauil yiiu,
2016. - b. 16.

2" Benuncknii B.I'. Tannanran acapnap. — Toukenr, 1955. —B. 213,

28 Benuuckuii B.I'. Ana6uii opsynap. — Towkent: Fagyp Fynom nHomunaru anabuér Ba cambar Hampuétn, 1977.
—-b. 95.
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KHIIUIOK, OJJaMJIApUHUHT MyBhka3 Ba Oery0op op3ynapu OOpIUTHHU, JIEKUH YIapHU
Xa€T ¥3 Wypurura Opru3raHd — TUPUKYWIMK TAIIBUIIUIApU Y34 KYH OYiica xam
OakapHIll UMKOHHU OYJIraH KMYMK Op3yJapHU amalira OIIUIIWTra WyJ KyHMaciuru
aKC STTUPUJITaH.
baxop kenca nogaun bonra
Curupnap €6 keTMacuH €0, Wik 6oiueyak Oomuaa YyTupapkax,
CamapkaHiHH OUp KYPMOKHHU UCTaNIH.
(V30Kma cysopuiinap ydpkka ot Kysp).2°
baxopnan keitmn €3 kemaau, €3 Kenranjaa nojgadd boisra “ommd Xamon wMHU
Hurn0 KalTapkaH, “KUIUIOK Kydacujaa Hamo3moM 4voru CamapkanaHu Oup
Kypcam”, ne6 sHa xaén cypamu. Kyszak kenranmma momauu bonrta “xyBuiiad
KEHraWraH Jajna Kaplmucuaa” TYEKH “KaHOTCH3 Kyl KaOW KaWfyiu Typaiau Ba
xacpat Ounan “Camapkannnu Oup kypcam” ne0 nuuupiaiau. Kuimn kenranuia
nonaun bonTa “spra TyKKaH MIONIKAJIOK CUTUPUHHUHT Oy30FH HU OJIUO KUpapKaH
UCCUK y¥Hra, “rojaysjiap udapcuiuiaraH OCMOH Ta 0o0ku0, “CamapkaHiHu Oup
kypcam” ne0 xypcuHagu. AMMO Xa€T YHUHT Oy Op3yCHMHU amalira ONIMIINIra
TYCKUHJIMK KWJIA/IN.
“Ilogaum bonta! by €pyr AyHEnaH apMOHCHU3 VTN ....
(banku “xynm Termac” nebd
CaMapKaHIHUHT Y31 KeJIu0 KeTrauaup 1noAaun bonTanusr Kommura...)*
lebpHUHT XyJOCacH HUXOATAA TAbCUPIU Ba assHWIM YUKKaH. [loup KUIIIOK
OJIaMJIApUHUHT Xa€TUHU ymOy MyBka3 mebpaa 00p OFpUKY U3TUpOOIapu OuiaH
Tabuuii akc strupaau. lledizaxk mwoup TacBUpjaraH MWUIMKA Ba MWXKTHUMOUN
BOKEJIMKHUHI OMp KUCMH cudaTuia acap Ma3MmyHura cuHraupwirad. lllebspaaru
nem3axap y30€K KUIUIOKJIApUAard XaETHUHT yMyMKapTHHACHIa YXIIalau.
UyHku y30ek oTayapu, oHanapu ¢ap3aHauM 1e0, YHUUM-KoiuM 11e0 Y3IapuHUHT
op3yJIapuHH KypOoH Kuuniaad. by »xoHdumoauk 0omika 6up MakoH, OoIIKa Oup
MUJIIaTra X0C 0AaT IS MYIIKYJI.

YceMoH A3uM KynaiauraH MWUIUMN MEN3aKJIapHUHT acOCUW YHCYpJapUHU
ToF”, “mamr”, “00F”, “Kup”, “amup”’, “aumzop”’, “KMIUIOK’, “OyFmou3op” Kadu
xKoinap, “xyr”, “Oaxop”, “Ky3”, “’kaB30” kabu MaBCyM HOMJIApW TAUTKWUJ KUJIAJIH.
[Moup kymnaraH MWUIMIIMKHE HWQPONATOBYM  TEHW3aKIApHUHT  MapKasuja
“boricyn” Typanu. boliCyHHUHT TaOuaT MaH3apaiapu MIOUPHHUHT FOSBUN-Oamunii
KOHIICTIIUSCUHN OOWUTHII, BOKeaOaH]| IIChPJAPHUHT TEMATUK KOMITO3UIIUSICUHU
KYYaUTUPULL, LIOUP NYHEKAPALIMHUHI aCOCUM MOXMUATHUHU OYHII XaMAa LIEbP
JIpaMaTU3MUHU OMIMPUO, JIUPUK MaQOCHU KYTapUIIIa aCOCUN YPUH TYTaJlu.

JluccepTallUsTHUHT YYMHYM 000 “YCMOH A3UM meH3akjiapuaa MaKoH Ba
3aMOH MYHocabdaTu” Tajakukura Oarumnuianrad. bupunum dacn “Ileiizaxx Ba
WKTUMOUI MoTUBJap” ne6 HomiaHaau. “baauuii 3aMOH Ba MakKOH acapHUHT
Oapua yHCcypiapuHu Kampal onamu. JKymiagaH, KaxpaMOHJApHUHT Kalusr-
KeUMHMAJIapMHK OaJuKil 3aMOH Ba MAKOH TACBMPUCH3 KypcatnO O0yamaiian”™. 3! 1y
KUXATIaH TeH3aK Oaauuii acapiaru XapakTepJIapHUHT OYMIIMIIN YYyH YEKCH3

13

2 Yemon Asnm. Tannanran acapiap. 1 kuint. —TomKeHT: Fadpyp Fymnom nomunaru HMNY, 2016. — b. 80-81.
30 Va xotina.
31 VnyroB A. 3amon Ba Makon mMycaseupu. “Illapk ronay3n” xypranu, 2015 iiun, 2-con
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MaiaoH BasudacuHu Oaxapaau. VokTuMoud Xoaucanapra MIOMPHUHT WYKA
MyHoOcabaTu TabuaT yHCYpJIapMHUHT o0pasra aijaaHumm — Metramopdosacu Ouiian
aHrnammiaad. “‘Ampabuérnarm  xap KaHAal SHTWIMK, SHC  aBBajo, YHHUHT
KaxpaMOHM TaOMaTHAard y3rapuiiian oounuianaau. SIHru KaxpaMoH Oy — O6anuuii-
ACTETUK (UKP TapakKuETHaa HaBOaTAaru OOCKWY JeraHu. AHHKPOFH, SIHTH
KaxpaMoH Oanuuii >kapaéHmaru cudar Y3rapullMHUHT WIK KYpCcaTKWu4H, aga0ouit
XapakaTjard 0apua TO3apHII Ba CHUIDKMILIAPHUHT Oomnutarruuuaup’.3? Ycemon
A3uM 1iebpuATHIA JHUPUK KAaXpaMOHHHMHI KallusaTh Ba Xa€TUi HKpOpIIapu
miebpAaH Iebpra, Oab3aH OHp MIEbPHUHT Yy3uga OaHnman Oanxara YcwuoO,
puBOXJIaHHO, MykamammamuO Oopanu. VDKTUMOMIT MOTHUBIAp UIOUPHUHT
aTpodumaru KOHKpET BOKEIUKKa 00pas3ii MyHocabaTHIa ake dTaau. Y CMOH A3um
mebpUATHIATH  KYymuiad mneizaxiap Tabuar (oHuMga >KaMHAT Ba HMHCOH
MyHocabaTinapuHu Taxyiml dtanu. JKymnagan, “byrommap Xxakunga Oamiana”
miebpuaa JUPUK KaXpaMOH XOHa uypa OypwinO OyiMaciuruHu, TYpT TapadHH
OytoMm ypal osiraHuWHU alTap sKaH, “OnaMja Ke3aMaH Ky3jiapum xupa, Terpamaa
arinanap OyromaaH KyroH”’, 1e6 Oy X0oJjaH HOPO3UIUTUHU OMIITUPAIH.

— WNna— Huma yuyn?— IOryp!— Humara?

— TeneBuzop kepak!— Mammnna!— Byrom...

bup nniku, 6okMaauM VU0 nyHETa,

CeBruniM, yHyTaMM Maiicanap 6yiinn.

Jlupuk KaxpaMOH TapakKUET pHUBOXJIAHUO OOpraHu CcallH HMHCOHUST
TabuatjiaH y30KJamub, Y3MHU >KOHCH3 Oyromuap OuiaH ypal onaéTrraHujaH
XaBOTUPUHU OMIIUPUO, SITTAITHUHT MabHOCH, UII-TAlIBUIILIAP, KyH-TYH — XaMMa-
XaMMacu Oyromiap yuyH KypOoH Oymaétranuman &3rupanu. [lloup momaauit nyné
WHCOHHU TUPUKIIUKJIAH Y310 KYSETTaHUHU OFUP aUMHUII XUCCH OMIaH €3a/u.

“Uymonu Xakuja HYTK Je0 arajraH MIebpAa 3cCa IIOMPHUHT KaMUATra
HucOaTaH WCEHM Y3ura XoC YyciyOaa KuHOS Owinadn KypcaTtub Oepuuiaau.
“UyMoJu’HUHT XapakaTjiapu TaOuar KOHYH-KOMJAJIapuJiaH dYeTha SMac, T'YEKu
pPOCTIaH XaM YyMOJIUTa aTajJraH IIebpra MMOUPHUHT KAMUATIATH alpuM
toudanap, kupkaHd Ba Hadc OaHgamapura KapaTWIraH XyKMY XYyJIOCacH aKc
sraau. [lowp >xkamusarmarm Oy Toudanapra HucOaTtaH HadpaTUHU YYMOJIU
oOpazura smpaiu.

Viira... Yiira! Tuamaiican 6upmnac,
Orypacan... Cenunrua, 10xo,
Oru3 KaJIOHU alTUIl yuyHMAC,
OBKar y4yH spanras ryé.>*

YyMonu OaXOpHHMHT T'y3ai1 00-XaBOCHIO, TAOMATHUHT OEXKUPUM HYKCUTA XaM
k1€ 6okMaid, ¥3 Hadcu Mynuaa capcoH. Y Wynuaa ayd Keiarad XxamMma JJOHHU yhura
tamuira uatuiagu. [oup sca yymonura 3axapxaHja OXaHria, ‘‘ceHra oru3 Kajid
aHrjaTrad Cy3japHU alTHII ydyH 3Mac, (akaT OBKaT yuyyH Oepwiranmai”, aes
a4uUK KUHOS Kujagau. Aciuaa, MebpAard yHAaaMa KapaTWiraH Imaxc OOIIKa
OPKaHM KEWWHTH OaHmyiapia sHa OWAMHIAImA Oopaau. DHAU OJaM KYUHUPHITaH

32 Kocumos S1. lllewp Ba ayné. “Illapk ronny3u” skypHanu, 1-con, 1989, 168-Ger.
3 Vemon Asum. Tannanran acapiap. 1 sxunn. —Toukent: Fadyp Fynom nomumarn HMUY, 2016. -b. 14.
3 Yma manb6a. —b. 52.
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YyMoJId OOpa3sMHUHI XapakaTd Ky4aiin® keragu. [owp TtaOuaTHUHT Oup
Oypuaruja >aBJOH ypuO NOH TAalIMETTaH YyMOJIMHU IIOBKUHJIM IIaxapra ojuo
kenaau. YyMmonumnap katop O0ynu0, maopanap malimHacuja Ketud 0opmokna. by
XaM eTMmaraHjai, “gymonu” AeHUINTaHUTA OFpUHMINAAKU. borka Ooup “aymonn”
nemraxrara ¢HOonu1ad, “OomvacMHU KyBHOK KallMiaw’, OOIIKa OUpH 3ca Tyi
Kabu smHab, “dap3apaura auruioM Tamuidaun’. SlHa OUp YyMOJU 3ca JIMPUK
KaXpaMOHHHMHI HMIIXOHAcUa, “‘epra »amMu OEFuH THpaOd, MaHCAOMHMU TOPTTaHU-
toprran”. Slma Oup “aymomm” sca “TlaxTakop XaJKuM, TacaHHO’ ae0 MIEHP
Tynaupum 6wtan oBBopa. [llonpHuHT HadpaTn NIy HyKTama Kydasad, YHTa XaaKd
Kepakmac, 0amku, Oup opaeHMH, Myko(hoT OepuHT, 1e0 a4dnKTaHa IH.

Tyrasntu mespum. Keraman.

VY3p, sKoHUM OYF3UMra eT/Iu.

Yymonunu yiinad TypuHr. Mex

Hunauunu kypranu keraum.®

[lebpHUHT SKYHUJA JUPUK KaXpaMOH “dayMonu’yiap OyTyH maxapHu 060cu0

OJIMINITAaHUHU OafH KWJIaau, Y3W 5ca “HUHAYM HU KYpPraHU KETTaHUHU KHUHOS
KWIagd. YCMOH A3uM ‘“‘dyMoiu” oOpasMHUHT Tabuarinard (QyHKuuscuaaH yTa
MOXUPJIUK OWiIaH V3UHUHT Oaquuil FOACHMHM YKYyBUMIra €TKa3ull MakKcaaua
doiinananaau. by HUX0sATIa aXKOHKO MOATUK TOMMIIMA, Jiecak sHraummManmus. 1y
YpUHIa alTUIIl KOU3KH, IMOUPHUHT MIOUPIUK MaxopaTH spaTraH oOpa3japUHUHT
cajMoFu OwinaH sMac, cudaru Ounan ymuanaau. Ly sxuxataan, 00pa3 NO33UTHUHT
Xal KWIyBYM SHI MyXuUM YyHCypu. [loaTuk oOpa3HM Xap TOMOHJIamMa WJIMUHN
acocnarad S IlapannoBckuitHUHT €3ummya: “O0pa3 mo33UsSHUHT X€4 Hapca — Ha
BAaKT, Ha MO3TUK MoJa XaB(d coJioIMalauran OupaaH-OUp acoCiau dJIEMEHTUIUD.
Oxkumitap Ba MyHanmuuuiap, MaB3yJap Ba CIOXKETJIap, MOTHUBIAp Ba Kaudusariap
y3rapaau, cy3 TaHiail, mebp €3ulll OWiIaH OOFJMK IMIAPTIM yCyJulap y3rapajiu,
Oupok 00pa3 — xox Tambexjgapcus dopmaaa, Xox MeTtadopanapaa OVICHH, JOUM
caxnanu6 Kxomagu. O6pa3 — modsusHuHr Kouw.>® Oparma mwoup suru o6pas
apatMaiau. O6pa3 — xanK MyJKH. YCMOH A3uM ymOy oOpasiapHH V3 HKOIHMA
MaxopaTtu OujaH KailTa spaTtud, STHTM MabHOJIAD FOKIJIAMIH. “Enaérran omam”
mebppuaa moup “€HUO sIram ucTaru HU OoIIKajgapra XaM FOKTHPHIITHN UCTakIu.
VY “€naértran ogam” oOpasu opkainu Oy Mya1aoHN 0a€H KIaIu:

Xamnoiuk sKuH 00p, aHrpaiima 6emroH!

Cen xaM yHra kymun! Onos 6yarun! En

Yemon AszuM Yma €Ha€TraH ojamMra xamMmma KYmuinO €HUIIMHUA XOXJIaWIu.

“Enaérran omam” obpasu — 6y meTadopa. Y JoKaiiq omamnapra Kapama-Kapiiu
XapakaT KuiIa€TraH, YWFOK WHCOH TUMcOnuaup. “JIupuk mebpusT y3 Xaccoc
HUTOXU OWJIaH OJIMHPOK CE3UIII, KYPHUIII Ba aKC STTUPUILl UMKOHUATHTA dTra. by aca
O0anuuii MAPOKHUHT Y3Ura Xoc IMaKiau cudartvaa JUPUKAHUHT crenudUKacuHu,
yHMHT Gomka amabuii Typiapaad (apkiM SCTEeTHK TabMaTWHM Oenrwmiaiimm e,

137

3 Vemon Asum. Tannanran acapiap. 1 sxunn. —Touikent: Fadyp Fynom nomumarn HMUY, 2016. -B. 52.
% IMapangosckuii 5. Anmxumus ciaosa. U3a., Mocksa, 1990. —C.205.

37 Yemon Asum. Tannanran acapiap. 1 sxunn. —Toukent: Fagyp Fynom nomumarn HMUY, 2016. —-B. 217.
38 Kocumos §1. 1llenp Ba ayné. “Illapk romuysu” sxypHanu, 1-con, 1989, 168-Ger.
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Hlynnait skaH, YcMOH A3MM ILIOMp HUTOXU OWJIAH XaMHUSATHH Ky3aTaau Ba
OJIaMJIAPHUHT Kail TOMOHTa KeTaéTraHuHU TaakKyp npu3MacuiaH yTKa3zaau.
boOuuar wukkuHun daciu  “Iled3ax Ba XaakK oF3aku Mxoau” 71cb

Homiananu. “llloup mebpusTHIa XanK agaduil crokeTiapuaaH QoiamaHuml
Oaguui TaMOMHUJ Japakacura K}"/TapI/IJIraH”39.YCM0H A3UM MEebpUATHAA XK
OF3aKW WXKOJMHUHT O€BOCUTa TAabCUPUHHU TYPT XU KYpUHHUIIAA TacHUam
MyMKHH. bupuHum xycycusaT, OaxmméHa mebpiapaa “AnamoMuin’ JOCTOHUTA
AKUHIIMK CE3WJINO Typalau, JOCTOH KaXpaMOHJIapy, MOTHBHU, CIOXKETHIAH HIOUp V3
FOSIBUI-CTETHK Kapanuiapuau 6aéH Kumiaa ¢oinanananu. UKKuHIM XyCyCHST,
XaJlK alryjanapy, KyIMKJIapyu Ba JanapJapuHUHT yciuyounan ¢oiganaHran Xomaa,
JUPUK KaXxpaMOHIAr XYIIKUHIUK Kal(QUuATH KydalTupuiaaau. YUuHYH XyCYyCHUST,
XaJIK »JpTAaKIapd MOTUBH, oOOpasznapura MypoxaaT KWJIuO, 3pTakiiapra Xoc
YHCYpJIap ajoxuja o0pa3 gapaxkacura kyTapwiaau. TYPTUHUM XYCYCHUSIT, XaJlK
opacuia OFM3JaH-OFM3ra Ky4yuO ropraH Hakjulap, Marajulap HMIOMPHUHT Oaauuii-
dancaduit mMymoxanagapyuHU aHIJIATHUINra XWU3MaT KWwiaad. Mabiym OVYiialukw,
MIOMp acocaH OJAJMN Ba CHUHTe3Jalrad (osbkiopusmMiIapaan ¢oiiiagaHras.
bapua xypuHuMIma Xxam MWoOWp NeW3axiapra TasHaau. UyHKH NOer3a)xiapcus
HIEBPHUHT TABCUPUYAHIIUK XYCYCUATH KEMTUKIIAIIUIINA MyMKHH.

Yaman nuuja ycuo,

['yn 6ynrun oMmoHEPUM.

BynOynHuHT oBO3Mra,

Kyn 0yarun, oMoHEPUM.

Ymby mebpuil mapua Xajk opacuia KaauMmaaH MaBxyn Oynran “Omonép”
XanK Kymwuru oxanriapuaa €3uinrad. loup ymoOy kymmk iynunan ¢oiinananuo,
JUPUK KAaXpaMOHHUHI €pura OyiraH caMUMHUN H3XOpJIApUHU VHHOKM OXaHTrIa
0acn sramu. lllynunraek, “by nyné oup maiixona, Anép. Cornap yHaaH Oerosa,
Anép”, “bor wuunaa 6up papaxt, Enrusnurunan 6e6axt, Kyiiran ép”, “Uymnap
aponab ketma — Yamanépunrman, Capob kaponab kerma, Yamanépunrman™ Kabu
XaJIK KYIIUKJIapd OXaHTura sSKUH €3WiraH mebpiap VHHOKK ycynaa Oynu0
KYpUHCAa XaMm, OINMKHUHT ¢&pura Mypoxaatd (oHuga HUIIK-Myxadboar
TYIIYHYaJAPUHUHT MabHOCH, Xa€T 3UJIUATIApH, SIIalll MOXMATH XaKuJa
IIOUPHUHT XyJIOCAJapy aKC 3TraH.

YcMOH A3MMHHMHI XaJlK 3pTaKjiapd MOTHMBH acocuja E€3Wirad LIEbpJIApUHU
YKATaHUMU3/1a, TIOMPHUHT UCEHKOP PyXU dpTakiapjard KOJMIUIAIITaH anaduit
yinuamnapra CHUFMAclUTUHU KYpUIIUMHU3 MYMKUH. UIyHUHT ydyH 1Ioup
JUpUKacUJa JpTakiapra MypokaaT KWIMHTaH IIebpiapja JSpTakjiapHU
ACIIATaIuraH CHOKETNap, AeTaiap Ba 00pas3iapHU sHTU OHUp TMOATHK Kyjamra
KYYUPWITAHUHU KypaMHu3. YCMOH A3MM XalK »3pTaKJapuIaH »>SHI Kyl
WIIaTaguran obpasnap — 6y Tymrmu Gotnp, Ypramua Gotup, Kemxa Gorwp,
Maiuka Ba mapu oOpaznapuaup. LyHMHrAek, Xxalk »spTakjiapuia 3HT Ky
ydpaiIurad CIOKeT YM3UFH, KaXpaMOH OJIIMJIaH y4ura uyn: “bopca kenap”, “bopca
xatap”’, “bopca keaMac”’HMHI YUKUIIM YCMOH A3MM IXOIUJIA Ky

40

% Cysomosa XK. Xosupru ¥36ex mebpuatHaa Oamuuii m3napumap (YcMOH A3MM  KKOOM MHCONHIA).
®un.pan.Hom. quc. — Camapkann, 2000. — b.116.
40 Yemon Asum. Caitnanma. —Towkent: Hlapk, 1995. — B . 29.
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¢oiinananunaaurad MOTuBIapAaH Oupunup. “becexp sprak” mebpuaa JTUPUK
BOKEJIMK ypTaHya YFUI TWIMAAH XUKOS KWIMHAAW. YHIA Y4 OFa-UHHU KYII4uiap
Janana THHUMCU3 MEXHAT KWIMIIAaH OOIIKa KyH KypuIlIMaraHu aiTtuwianud. bup
KyH 3Ca JIMPUK KaXpaMOHHUHI aKacu Ba ykacu Oy Oup xui Xaérra Kapiii HUCEH
KuJaau: Oupu napéra, MKKMHYMCH 3ca IIamodira ainananu. JIMpUK KaxpamoH —
ypTaH4ya VFUJI OTACMHUHT TYHFUY VFUIHU “‘map€ Yraum™ 1e0, KeHXa YFUIHU
“mamon 6osiam” €0 amKalKuaaH KYHIIUM oFpuiian. UyHKU myAarop keuuod, TOBOHH
VimImo6, OTACHHUHT UIIMHU JABOM ITTUPHIN OmiaH KyHu yTamau. lllesp HuXosicuaa
JUPUK KAXpPAMOHHUHT XaWKUPUFH MaHTHKUN sKyH OYnauO, xaétma Xed Kumra
XaJIAKUT KUJIMai, Xed HapcaJaH HOPO3HW OYyiMaid, Hopo3u OyJica XxaM W4ura roTuo,
Oy IyHEHMHT pOMMIIUIa >KMUMIUHA KYHUO sAmaéTraH ofamJIapHHUHT OYF3HIaru
ajamJiIu UKpop OViauo xapanriaiu:

MuHr Hnnnapkuy, Kyl xanJanMas,

[lemonamaa aqy4uk Tep.

Menu xam O6up oJKaHr, ora!

MeHn ep 6yaaum, ota, ep...*!

bomka ©Oup mebpna Kewxa borup Ba Manukanuar Myxa00atu
tacsupianaau. lllespna Kenxa botup Ba ManukaHvHT OFMp Ba3uATIArd PyXuild
KeUYMHMaJIapu “TOFHUHT CyB OYNMMO OKWIIM’, “TONUIAPHUHT WYK OYnuim” kabu
no3Tuk udoaanap Ounan, AeBIapHUHT My3addapauru 3ca “OyiyTiapra Teraérrad
TOFJIeK Oonuiap” Tambexu OunaH udoaanaHaIy.

Caii€p croxeTnapHM KailTa unuiad, sSHIM MO3TUK pyX Ba Ma3MyH Oepuinu
YcMOH A3MMHMHT UHIMBHIyall yCIyOnapuaaH Oupu, 1e0 alTUIll MyMKUH.

Yuunun ¢acn “Ileii3ak-cMMBOUIADHUHT FOSIBUHA aXaMMSATH” TaJKUKUTa
OaruIIIaHTaH.

Tabuat maH3apanapu — YCMOH A3UM IIEbPUSITH YUyH UeKcu3 meTadopanap
manOau. Tabuatr mMaH3apanapu TacBUpJaHTaHJa MaH3apa MYUJArd Xap Oup metai
OamuuitnamTUpuanb, pamsiap XOoCWJ KWiIMHaaAW. by epaa caHbaT HyKTau
HazapujaH om0 Kapajiranaa, Tabuatr yHcypiapu “pam3 TalryBuu’ Basu(acuHH
Oaxxapamu. JlotmMan pam3 TYOIyHYaCMHM yMyMJIAIITHpUO IIyHAal aedau:
“Mabiiym  Oup MaJaHUSAT paM3JIAPUHUHT TY3WIWIIA WHCOHHUHT TEHETHK
XoTHpacuaa u3oMoppuK Ba M30(PyHKIMOHAN OYJIraH TU3MMHH XOCHI Kuiaamu”.*2
bynna wHCOH XoTupacuaa MaBxKyJ Oyiaran TacBupiapra OEpKWJIraH paM3HU
aHTJIall OCOH Kevau.

Epnu okaptmanu, ToHrma €Kkan Kop,
AMMO KyHIIIMM y3pa COFMHY TYIIAIu:
CykyTHu TUHTIIaguM, TOHrAa UHTU30D,
Cykynar neragup Cenra yxmamm.*®

YceMon A3um ymily mebpuaa “CoFuHY’”’ TaCBUPUHU YM3ap dKaH, Oy MakcaIHu
Tabuar OujlaH MapajuleJUIMK Bocutacuaa ouub® Oepamu. “Tonrma €xkkaH Kop”
HaWHKHU €p YCTHUa, JUPUK KAXPaMOHHUHT KYHTJIMAA XaM KOp TYIagau, aMMo Oy
KOp 3Mac, “cornHY’. TOHITH CyKyT 3ca €pHHMHI CyKyHATHHM 3ciaTaau. by epna

Y cmon Asum. Caiinanma. —Tomkent: [apk , 1995. — B. 135
42 Jlorman F0.M. Uz6pannsie cratbu. T. 1. - Taumnn, 1992, —C. 264,
43 Yemon Asum. Kys. —~Touikenr.: Fagyp Fynom nHomunaru HMUY, 2001. —B.145.
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[IOMP COFMHY MHCOH YMPHUHHUHT “KUII (acin’ 3KaHUTa UIIopa KUiagud. Y MpHUHT
Oy (hacnu coFMHY Ba XOTUpara TYJIUK OYJIUIINHY YKYBUNUTa aHTJIATMAKHU UCTalIH.
Yemon Asumuudr “T'paduka” mebpd UCTHOPABUN TATKMHHUHT SHT Ty3al

HaMyHaJIapuJaH OUpUIup.

K¥3uHr Kapo CeHUHT, KOIUIAPUHT Kapo,

KO3napuHr oK CEHUHT, KYJTUIUIAPUHT OK.

Kynunrnaru TabHa TONUIAPUHT Kapo,

MeHra ramMmrus 60Ku0 TypHLLIapUHT OK.*

JIupuk KaxpaMoOH EpHMHI “Ky3napu’, “Kouuiapu’ Kopa paHrJa SKaHUHU
aiTuO, yJIapHU OK paHrAa Oynran “ro3napu’’, “Kyaunuiapu’ OWiaH 3UIJIAHTUPAIH.
[llespaa “ox” Ba “Kopa” paHIJIapd 3UIJIMK XOCWJ KWJIaIu. S"xmamnmap
YXIIATUIITa acOC KUCMHUHT Iy paHrjapra Xoc XyCyCHSTJIapuJaH KeJlu0 YUKKaH
X0JiJa XOCHJI KuiuHagu. Max0Oy0a JTUpUK KaxXpaMOHHHM TY€ YHYTraHH, XWKPOH
azobura conub Kyiranu, Y4 OJUII Ba MEXp KypCcaTHUIl Opacujia HUKKUIAHUO
fopranu Tydaiau yHUHT 0y “Kycyp’Jiapu Kopa paHru Owiian cudatiaHaad. AMMO
COFMHY XMCCH Ba YHHHI OpPKacHJaH KeIaJAuraH JapJAHUHI TYIOJUIIN 3ca EKUMIIH,
11y cabab oK paHrra MyHOCHO KYpHIIaIn.

[omMmu, € caxapMu — BaKTUMIUP Kapo,
CeH ne6 Tyka€Tran €nuiapum OMIoK.
CeHMHT XaM, MEHUHT XaM O0aXTUMIHP Kapo,
VTTH3 TYPT SIIMHT/A COUNAPHHT OMIIOK, *°

Mucpanapgaru OK Ba Kopa KapIIWIAHTUPUIIUIAPU [IYHYAKW LIAKIUH
caHbaTIap dMac, OaJlKu YMYMHUHCOHUW MyHocaOariapaaru Oup-OupuHU
TYIIYHUINITAa MOHEJIUK KWIyBUM XUCCHUETIIAp YpTacuaaru KypallHUHT TO3THUK
akcunup. JIMpUK KaxpaMOHHUHI pPyXUsiITUTa MOC Tap3fa YTa€TraH BakT XaMm
Ce3WSIMalIurad Japaxkara eTraH, KOpaJMK InyHra umopa kKwiaad. CofuHYAaH
TYKUIAETran €nuiap 3ca PoCTIMK alloMaTH, IIYHUHT YYYH Yy OK Ae0 OaxoiaHras.
AMMO ynapHu OMpHalITUPaIUTraH MYIITApaK KuxatTiap 0op, Oy — 0aXTHUKApOJIUK,
Takaupra €3uiiraH OMaJICU3JIMK, alHU TaWTaa, ropakiapia FyOOpHUHT WYKJIUTH.
Vnap ukkucu OaxTu€p Oyiran kesjapja JUPUK KaXpaMOH MUWJUIMOH XMW
OYEKIapHU OMITMIIIMHYU JabhBO KUJIAPIH:

Men Munén 6VEKHN Oumapaum, axup,
Uxkxkumu3 6axtuép 6ynran gornapaa.*®

Moup xymmaran meradopanapiaa ¢aBKyloAna YXIIATANUIAPHUA Ky3aTamus3.
Bbynpa “yxmaTtwiran Hapca” smac, “yxmaruiaaaurad Hapca” SHIMIUK SKaHU OusiaH
y3ura xocaup.

Kykcumpaa Oup Ky 60p — y4aaum THHMAH.
FOxkcak-tokcaknapia yuap — Kypap TyIl...
Yyuanu sipagop OynraHuH OuIMaii,

Vuu6 keraérud ynagu 6y Kymr...*’

4 yemon Asum. Caiinanma. —Tomkent: Ilapk , 1995. —B. 86.
45 Va xoiina.

46 Va xoiina.

47 Vmia mauba. —B. 94.
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“HOpak”HuHT “Kylr’ra YXIIaTWIUIIA SHTWIMK SMac. JlekuH yHuHr “y4yn®
KeTa€TuO Yuim”, “roKcaKa yUUIIHM Ty KYpUIyn” 0y 0aTuuil TOMUIMAINP.

Meradopuk cumBoiiap YCMOH A3UM MIEHPUATHAA TYpIU KYpUHUIIIA
HAMOEH OVymanuku, Oy WXKOAKOPHUHI TadakKypu JOUpacu KEHT SKaHIIUTH,
TaOMaTHU WY-WUYUJAH XUC KWia OJIMIIM, WHCOH Ba TabuaTr ¥ypracuaaru
OOFIMKJIMKHU T€paH MyIIoXaJla K1ijia OJIMIIUIAH J1ajoyiaT Oepaiu.

YMYMMUN XYJIOCAJIAP

TankukoT >kapaéHuga Xocwi OyiaraH XyJOCaJIapHH MyXTacap KuinO
Kydugara tTapsaa ndoaa dTUII MyMKHH:

1. Ieitzax Oaguuii acapHUHT TapKUOMI KUCMH OYnuO, acapHUHT Ma3MyH
udoaacura xu3maT Kuiaav, Myauidd acapja wirapu cypraH FOSBHM MakKCagHU
uponanamga y OunaH yWFyHJallaayd, OIy S>KAXATAaH MEH3aXKHUHT acapaaru
axaMUATH FOSHM YKyBUMTa aHIrJIaTUIIAA Kakl Adapakaja WIITUPOK ATraHu OuiiaH
TaBcU(IaHAH.

2. [Tlei3axx KOMIUICKCIApUHM AaHMKJAIl TaOMATHUHT  OaJuUNATIAIIMII
KOHYHUSTIIADUHA TYIIYHUII Y4YyH MyxuM caHanaad. [leizaxx KomIuiekciapu
Oapkapop KoMOWHanusaap XucoOmaHub, xap OUp WXKOJIKOPHUHT WHAMBHUIYAI
“HUTOX’M: TaOWMATHU KYPUII XYCYCHSITH YHUHT SHTWJIAHYBUHU TabMHUHJIANIH.
Arap ned3axk KOMIUIEKCIapuia SHIHIUK Ky3aTuwiMaca, 0auuii MaTH KaWTapuk Ba
Ky4MpMa MaTepuaira aijlaHuO KoJaJid, YKyBUMIa XHUC-TYWFy eTkKazub Oepwiil
MyaMMOCH Taiio 0ynaau.

3. Ileii3a)xHUHT 3aMOH OWJIaH MakKOHra Kypa (apkjaHyBYM MaBCyMHUU Ba
nanamadT nen3axiap; 1apaxacu Ba KyJlaMmura Kypa Maxajuiui, SK30THK, MUJUIAM,
caiiépaBuii Ba KOCMHMK NEH3aXJap; *KaHp Ba yCIyO >XKUXaTUAAH YIYFBOp EKH
MYBXKa3, MOBKUHIIU €KUM COKUH, CUPJIM EKU aHUK Tei3ax Kabu Typiaapu MaBxy/Il.

4. Tleizax Basudanapu cudaruga Kydugarwiap TacHU(D STUIAM: TEH3ax
JUPUK KaxpamMOH OOpa3WHHM spaTuIlra Xucca Kymiaad; agabuii MaKOHHHHT
ry3aJUTMKIIapu, XOC MaH3apaJlapuHu TaCBUPJIAIl BOCUTACH cudaTu/a UILIaTHIIA]IH;
KOM Ba Xapakar OwiaH OeBocuTa OOFIHMK Oynran (oH BaszudacuHu Oakapaau;
IICUXOJIOTUK XYCYCHUSATIa 3ra: KaXpaMOHJIAPHUHI PYXUW XOJIATUHU Myira Kysau
€k KeunHMallapura Oamuuil ypry Oepanu; €3yBunHHUHT (ancaduii Mynoxasajapu
MaHOau OVnu0 Xxu3MaT Kujiaan;, XaéTHUHT WKTUMOWM 3UITUATIApUHA TaBcuiai
BOCUTACU OYNMMO XW3MaT KWIaau;, paM3uil MabHOTa dra 0ynuo, 6anuuii acapHUHT
CHUMBOJIUK XYCYCHUSTIIADUHU KyJaUTUPUIITa XUcca KYIIaIu.

5. YeMOH A3uM LIEhpUATHAA TEN3)KHUHT MAKOH Ba 3aMOH XYCYCHATHIA
Kypa MaBCyMHM IE€W3aX, Japakacu Ba KyJlamMura Kypa MWUIMH IEH3aX Typu
KYIPOK Ky3ra TalUIaHUIIM aHUKJIAHAW. YHUHT WwxoAauaa “ky3”, “0axop”, “Kuu”,
“€3”, “XyT1”, ‘““kaB30” KabW MaBCyMHH MeW3axjaap eTak4YwIvK Kuiaau. Jlapaxkacu
Ba KynaMu skuxatuaaH TacHu( KuiuHrawga ‘“boicyn”, “TomikeHT”, “TOF”,
“mamt”, “xkup”, “agup”’, “00F” KaOu MUJUIHI MeH3axiap MOUp PyXUATUHHUHT Y31
TYFUIUO YcraH MakoH OujaH OOFIMKJIWTUHU, JUPUK KaxXpamoH Kandusrumaru
TUPUKIUKKA — OHA Ta0uartra HucOaTtaH Myxa00aT, 0€BOCHTAa NMIOWPHUHT Y34 CYB
WYraH WIIW3J1apura ajoKaJopiauruHu Hamo€H staau. lllowp KynnaraH MUILIANA
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nen3axapHuHT Mapkaszuaa “boiicyn” typanu. bolicyHHUHT TaOuaT MaH3apanapu
HIOUPHUHT FOSIBUM-0aMMii KOHLETIMSICUHU OOMUTHI, BOKeaOaH]| IIEebPIApPHUHT
TEMaTUK KOMITO3ULUACUHM KYyYaTHpUII, WIOUP JyHEKAPAIIMHUHT aCOCUU
MOXMSITHHM OYHMII Xamja WIebp JIpaMaTU3MHHHU OIIUPUO, JHUPUK TadOoCHU
KyTapHulillia aCOCUN YPUH TYTaJH.

6.llloup nupukacumaru 4ykKyp ApamaTu3M, CEpIIMAAT MOITUK TAaCBUpP Ba
JUPUK KaXpaMOHHUHT HMYKUH U3TUPOOM Iaxap TaOuaTh MaH3apajapud OuiaH
PyXul Tapajienu3M BOocHUTacuaa ModTHK udoma kwmnanu. [llaxap man3zapacu
Yemon AzuMm Oaiiajanapuja €Takyd YHCYp SMac, Oajaku OFUp 3UAAUSTIAp
rupaoouaa KOJTaH JIMPUK  KaXpaMOHHUHT  KaW(WsITH, pPyXHSITH, OFPHUK
W3TUPOOJIAPUHUHT  SIXJIUT KApTUHACHUHU  KypcaTWINra Xu3Mar  KWIyBUYd
JeTajapaup.

7. YcMOH A3MMHHUHT OaxmM€Ha mebpiiapuaa “Tof” Ba “mamT’ neusaxiapu
CTAKYMIMK KWIaau. YOy UKKHA MeW3aX YHCYpU IIOUp IIChPUSTHIIArH XalKOHA
OXaHr Ba OaxmuéHa pyxXHHU, KoJaBepca, Oaxmména mebpiaapaara 601 MaB3yJapHu
oenrunab Oepaau. YHUHT MIebpliapyuaru MIUTHHINKKA UYFPUIITaH, KypyK TacBUD
Ba OallaHINapBO3JIUKIAH HHUPOK OYNraH OJJUNWIWK, CONJAIMK Ba CAMUMUSIT,
OF3aKd IXKOJIa €TAaKUMIUK KWIyBYM XyCYCHUATIAp aHa M1y OaxmméHa pyXHHUHT
acociapuaup.

8. YcMoH A3uM MKOJUAA SHT €TaKUMIIUK KWJIAJIUTraH ner3ax Oy Ky3 MOTHBU
Ba yHra ajokagop Man3zapa. Ky3 MIOUPHUHT YyMp CapxXucoOH, eTYKIUK
najuracuard Xa€tuii xynocanap Ba (¢ancaduil Ky3aTyBIApUHUHT MYIIOXAJaBUN
MOATUK TanKuHUaup. Pacinnap YCMOH A3UM WKOIWHUHT MYHAApPUKABUUIUTUHUA
ooitutyBuM xuxatr xucoomanaau. llly kuxatnan kenud 4YUKUO, YHUHT WKOJUHU
dacnnapra 6ynub Yypranuin Keiarycuja KWIMHAJAUTAH TAAKUKOTIAp YUYyH SIXIIH
00BEKT OyJ1a onaau AeraH PUKpIaMU3.

9. VYcMoH A3uMMHMHT ImIebpiapuja Tabuar mebpjard HadakaT 3ICTETHK
KaJpusT, OaKu oMl axJoKui kareropus cudaruaa xaMm HaMo€H Oynaau. [Iloup
miebpjapuia HMHCOH KajnOuJard OFpPUKIApHHU, a3zaliuidi aHIyXJapHU TaOuat
MaH3apajapura YOFUIITUPUO UYyKyp JapamMaTU3M OwiaH TacBupiavgu. Y V3
WOKOAMIa TabuaT MaH3apacHHM, TaOuariaa 103 OepaJuraH XOJMCOTIApHH WHCOH
PYXHUATH XaMJa KaJiOura Ky4upuIll OpKaJid MHCOH Ba TaOWaT YUFYHJIUTUHUA Oaauuit
ndoma kuna onaran Aed XxucooaanMu3.

10. Ycemon Azum  yciayOMHM OeiTwiaiiiraH e€Takud XYCYCHAT IIOHpP
VOKOJMHUHT XaJK OF3aKH WKOJIW MOTHBJIapu OuiaH Tyhuntupuiaranugup. [loup
acocaH oOJIUi Ba CcHHTe3JIamraH QOoJNBKIOpU3MIIApAAH Maxopar OujaH
doiinananras.

11. Tabuar yHCcypiapu Tmo33uAra KydraHja, MabiyM OHp paM3HU
udonanaiiqun. YcMOH A3suM MIEbpUATHIA KYJUIAHWITAH —TeH3aK-CUMBOJUIAp
KUTOOXOHHU IMOWP PYXUATHUTA SKUHJIAMITAPAIN, O€Takpop MOITHUK MaH3apaiap
XOCWJT KWJIaJId, MIebpiiapaa Oaauuii-3CTeTUK TahCUPUYAHIUKHY OIIUPUIITA, TYPJIU
MabHO HO3UKJIUKIAPUHU MdoaanaIira Xu3Mar KUiaiu.
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INTRODUCTION (Abstract of doctoral (PhD) dissertation)

Relevance and necessity of the research theme. Problems such as human's
attitude to the natural environment and the role of nature in human life have always
been considered relevant in world literature studies. Especially in recent years,
great experiences were gained and traditions were formed in the study of nature
and human problems in literary studies. Determining the poetic-ontological
foundations of works of art, researching the development processes of literary-
aesthetic thinking is becoming more and more important. These processes take
place on the basis of socio-political, historical and cultural realities, and, of course,
the attitude to the literray work is updated with the change of social mood.

In world literary studies, research is being conducted on the skill, style, and
conceptual-content components of scenery images of creators, and new principles
are being discovered. By understanding the poetic function of the elements of
nature, it is easier to understand the philosophical and social views of the creator,
which is expressed in literary studies.

In Uzbek literary studies, the classification of scenery, its importance and
tasks in the literray text, and its place in the ideological and aesthetic outlook of the
creator have not been sufficiently researched. In classical literature, more emphasis
was placed on poetic arts, but the natural elements and scenery images that served
as their basis did not find their scientific and theoretical evaluation. It is difficult to
say that scenery is given enough importance even in the studies of modern Uzbek
poetry. In Usman Azim's poetry, the scenery serves as a leading tool for
understanding the artist's literary and aesthetic views and discovering the poet's
poetic principles. After all, “...studying and promoting Uzbek classic and modern
literature at the international level, analyzing this multi-faceted topic in integral
connection with the most important processes taking place in the world's literary
space today, drawing the necessary scientific and practical conclusions... is of great
importance”.!

Correspondence of the research to the priorities of the development of
science and technology in the Republic. This research has been conducted in the
framework of the priority for the development of science and technology in the
republic entitled “I. Spiritual, moral and cultural development of a democratic and
legal society, the formation of an innovative economy”

The scope of research study of the problem. Except for some studies on
scenery? in the pre-independence period and after, scenery theory has not been
studied in Uzbek literary studies as a whole. The issue of landscape typology in
Usman Azim's work has not been studied until this period. During the study of

1 V36exncron PecriyGnukacu Ilpesunentu Illapkar MupsuéeBHunr “Y36exk MyMTO3 Ba 3aMOHABMI aJabHETHHH
XaJKapo MHKECAA YpraHWII Ba Tapru0 KWIMIIHUHT J03ap0 Macananapu” MaB3yCHAArn Xajlkapo KOH(eEepeHIUs
UINTHPOKYMIIApHTa Hyinaran Tadpury. // Xank cy3u. — Tomkent, 2018 #iun § aBrycr.

2 Cynronosa M. Ileiizax canbatu. —Tomkent: ®an, 1983; Dprkunos A. Hapomii — neiizax ycracu. —TOIIKEHT:
®an, 1988; Hymmomes H. Uynmon mespustuma neizax. dumdan.uom.auce. —Tomkent, 1994; Cyspos M.
Ieii3ax mebpusTaa KoMnosuuus / Y36ex Tumm Ba agabuéru, 2008 1-con; Mynmaxyxkaesa K. Amumep Hapouit
razanuéTuaa TacaBBy (Uil TUMCOJ Ba Oanuuii canpaiiap yirynimuru. —Tomkent:Akademnashr, 2019.
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theoretical sources® on the principles of scenery and poetry, we were convinced
that the time has come to apply these laws to Uzbek literary studies.

Two dissertations and one doctoral dissertation* were defended for the degree
of doctor of philosophy in philology about Usman Azim's poetry.® In particular, in
J.Suvonova's research, features specific to Usman Azim's literary research and
style were studied, while S.Umirova studied the linguopoetic features of the poet's
poetry. As a part of M.Davronova's dissertation, she worked on the style poetics of
Usman Azim. These studies can be considered as the first steps in the research of
Usman Azim's work. However, the artist's literary and stylistic principles have not
been sufficiently revealed in the picture of natural scenery, the problem of man and
nature, which has the greatest place in Usman Azim's work. In the studies and
interviews devoted to the landscapes of Uzbek poetry of the XX century, a certain
aspect of the poet's work was mentioned, and almost no mention was made of the
general scenery typology in the work of Usman Azim. 8

Theme Correspondence of the dissertation to the research field of the
Higher Educational Institution. The dissertation was completed within the
framework of a practical project on "Current issues of Uzbek literature”

3 Wsanucenxo B. ITos3us. XKusue. Uenosek.- Mocksa,1962; Tuas6ypr JI.S. O mupuke. - Mocksa, 1964; Pynunesa O.
Konuenryanuzanus neizaxa B mainoil nmpoze M.A.bynuna. nucc.xan.¢puinayk.- Cypryr, 2007; Dnmreitn M.H.
IIpupona, mup, TalHUK BceyneHHON. MockBa: Bricmas mxoma, 1990; ®eiicenko 2.4. Teopus mureparypsl. -
Mocksa, 2008; 3otos U. Uenorek u npupoaa B “Pycckom nece”. — bonbmoi mup. —Mocksa, 1972; Kyzemuues 1.K.
Bgenenne B obuiee nuteparypoBenenne XXI Beka. -Huxunit Hosropon, 2001; Otkung E. PasroBop o cruxax. -
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iImplemented in accordance with the plan of research work of Kokand State
Pedagogical Institute.

The aim of the research was the poetry of Usman Azim reveals the social,
moral, spiritual role of the landscape image in artistic expression, as well as the
meaning of concepts and elements associated with natural phenomena, such as
seasons, months, vegetation, water, air, moon, sun, climate change in the formation
of the aesthetic and literary-philosophical outlook of the poet.

The research has set the following tasks in itself:

analyzing Usman Azim’s poetry according to scenery typology, determining
methods of applying theoretical conclusions about scenery to modern Uzbek
poetry;

to study the influence of the "city" scenery in ballads, "mountain" and
"steppe" paydage in the poetic poems on the artistic and ideological content
expressed by the poet;

to study the system of images and symbolism, poetic interpretation of the
"autumn™ scenery, which is most often used in the works of Usman Azim;

to show the lyrical hero's experiences of natural elements and to show the role
and importance in revealing the ideological-aesthetic content of the literary text;

identifying the principles of transformation of natural elements, scenery into
images and symbols in Usman Azim's poetry and giving conclusions on this.

The object of research Usman Azim's poetry books "Selections”, "Heart",
"Fall", "Silence" and "Selected works" were chosen as the object of the research.
Usman Azim's "Fonus"”, "Collage™ and dramatic and prose works were selected.

The subject of the research is scenery typology, theoretical laws of scenery,
the poetic significance of the image of natural scenery in Usman Azim's literary
and ideological concept, the comparison of scenery elements found in classical
literature with modern poetry, the study of the gradual improvement of scenery and
literary principles.

Research methods. Biographical, sociological, comparative-typological
methods were used in the study.

The scientific novelty of the research can be defined as in following:

landscape, that is the volume of the image of nature in lyrics, the expressive
possibilities of poetic arts, such as proportion, allusion, contrast, lipstick,
exaggeration, artistic principles, such as parallelism, migration, aesthetic impact on
the spiritual and mental state of the reader. the world, tree, water, mountain, which
create the content of the poetic text, are revealed on the basis of the theoretical
aspects of a number of images, such as night and dawn;

definition of the social, moral, philosophical principles of the landscape, the
importance of understanding the patterns of artistic creation of various natural
phenomena, such as lightning, rain, snow, clouds, heat, cancerous heat, the
individual "look™ of each creator: to see, observe, perceive nature and it turns out
that the peculiarity of revival in figurative thinking ensures its renewal;

In the poetry of Usman Azim, the type of landscape representing the
nationality is more noticeable, on such topics as the seasonal type of landscape in
place and time of occurrence, nationality, universality, modernity; the leading in
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the poet's work are seasonal landscapes of such seasons as “autumn”, “spring”,
“winter”, “summer”, “hut”, “djavzo”, “khamal”, “saraton’; it is proved that the
toponym “Boysun” is in the center of the national landscapes used by the poet, the
natural landscapes associated with the mountains, hills, streams, valleys, roads of
Boysun enrich the ideological and artistic concept of the poet, which is the main
factor in raising lyrical pathos;

The poems of Usman Azim are based on understanding the fate of the
homeland, country and people in connection with natural phenomena, the
emergence of natural landscapes as an aesthetic category in expressing the happy,
quiet, sad, enthusiastic nature of a lyrical work. hero.

The practical results of the study are as follows:

in Usman Azim's poetry, holistic and systematic scientific-theoretical views
about the image of natural scenes and the role of scenery were formed;

in Uzbek literary studies, the function of the scenery in leveling the socio-
philosophical outlook of the creator is defined as an object of research;

the role and importance of the "city" scenery in Usman Azim's ballads, the
"mountain™ and "steppe" scenery in his poetic poems, and the "autumn™ scenery in
the general spirit of his work are explored,;

the impact of human and nature relations on the formation of Usman Azim's
socio-philosophical, literary-aesthetic views, and creative principles has been
studied.

The reliability of the survey results is determined by:

by the fact that the conclusions drawn from the research have been expressed
in the scientific works published by the researcher, and that these conclusions have
been positively evaluated by the scientific community, and that the specific
problem has been solved using empirical-theoretical and analytical-comparative
methods.

Scientific and practical significance of research results. The results of the
research serve as a scientific-theoretical basis for the correct analysis and
interpretation of the importance of the scenery in modern Uzbek poetry and the
literary-aesthetic value of the scenery in the work of Usman Azim.

Some scientific conclusions of the study allow the scientific community to get
to know the aspects of the scenery phenomenon in literary studies that have been
neglected until now.

The conclusions of the dissertation can be used in writing textbooks and
training manuals for the higher education system for academic subjects such as
"Basics of Literary Studies”, "Comparative Literary Studies", "History of Uzbek
Literary Criticism", "Current Literary Process".

Implementation of research results. Based on the scientific results of
researching landscape typology in Usman Azim's poetry:

landscape, that is the scope of the image of nature in lyrics, the expressive
possibilities of poetic arts such as proportion, allusion, contrast, lipstick,
exaggeration, artistic principles such as parallelism, migration, the aesthetic effect
on the reader's spiritual and spiritual world, the tree, water, mountain that creates
the content of the poetic text, The theoretical regularities of a series of images such
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as night and dawn are revealed on the example of lyrical works created from our
classic literature to modern poetry. (Reference number 01-03/874 of the Writers
Union of Uzbekistan dated July 5, 2022). The results served to broaden the
Imagination of young artists about the processes of poetic renewal in our national
poetry and to improve the culture of reading;

determining the social, moral, philosophical principles of the landscape, the
importance of understanding the laws of artistic creation of various natural
phenomena, such as lightning, rain, snow, clouds, heat, cancerous heat, the
individual “look” of each creator: seeing, observing, perceiving nature and the
feature of revitalization in figurative thinking is to ensure its renewal. Clarified
proposals were implemented at the Institute of Uzbek Language, Literature and
Folklore (2017-2020) and were used in the fundamental project "Preparation of
100 volumes of Masterpieces of Uzbek Literature” numbered OT-F1-77 (April 4,
2022 of the Academy of Sciences of the Republic of Uzbekistan reference number
3/1255-1884 of August). As a result, views on landscape and its types are
scientifically enriched in Uzbek poetry;

In the poetry of Usman Azim, the seasonal landscape type according to the
place and time of occurrence of the landscape, the type of landscape representing
the nationality according to the scope of the theme such as nationality, universality,
modernity are more noticeable, “autumn”, “spring”, “winter”, “summer” in the
poet's work. , leading seasonal landscapes such as “hut”, “djavzo”, “khamal”,
“kahraton”; it is proven that the toponym “Boysun” is in the center of the national
landscapes used by the poet, the natural landscapes related to the mountains, hills,
streams, valleys, and roads of Boysun enrich the poet's ideological and artistic
concept, which is the main factor in raising the lyrical pathos; Proposals based on
the interpretation of the fate of the homeland, the country, and people in
connection with natural phenomena in the poems of Usman Azim, the appearance
of natural landscapes as an aesthetic category in the expression of the different
characters of the lyrical hero: cheerful, calm, sad, enthusiastic. , “Educational
Conversations” were used in scientific and educational broadcasts called “Ghazal
Bostani” (“Uzbekistan™ television and radio channel reference No. 04-36-939
dated June 17, 2022). As a result, listeners have a holistic idea of the current
literary process and Usman Azim's place in it, and the broadcast scenarios are
enriched scientifically and educationally.

Approbation of research results. The results of this research were presented
and tested as lecture thesis at 5 scientific conferences, including 2 republics and 3
international conferences and approbated.

The publication of research results. According to the results of the study, a
total of 9 scientific papers were published, 4 scientific publications recommended
by the Higher Attestation Commission of the Republic of Uzbekistan for the
publication of the main results of doctoral dissertations (3 national and 1 foreign
journals) reflected the results of the dissertation.

The structure and scope of the dissertation. The dissertation consists of an
introduction, three chapters, a conclusion, a list of references. The total volume is
150 pages.

33



MAIN CONTENT OF THE DISSERTATION

The introductory part describes the relevance and necessity of the
dissertation, the goals and objectives of the research, the object and subject, its
relevance to the priorities of science and technology of the republic, the scientific
novelty and practical results of the research, the scientific and practical
significance of the results and includes the information on the implementation, the
amount of publications and the structure of the dissertation.

The first chapter of the dissertation entitled “Literary-aesthetic foundations
of scenery in the history of Uzbek literature” explores the theoretical laws and
classifications of scenery as a literary term, some elements of scenery found in
classical Uzbek literature, the development and improvement of scenery in modern
Uzbek literature.

In the first chapter entitled “Elements of scenery in classical literature” it is
proved that the importance of scenery elements in the creation of poetic arts in our
classical literature is the main source of poetic description of the lyrical hero
(Lover - Oshiq) and Yor (lover) from both the external and internal sides.

In classical literature, a large place is allocated to the image of nature.
Although scenery do not take the lead in determining the philosophical essence of
the poet's work, in many places they are directly connected with the author's idea.
"Kutadgu Bilig" by Yusuf Khas Hajib, which is considered the first literary epic, is
a proof of the creation of beautiful examples of landscape in ancient Turkic
literature. "Yusuf Khas Hajib "transfers and connects this change, awakening,
revitalization in nature to the destiny of the Turkic people, and puts forward the
idea that this awakening, change is the awakening of the Turkic people, its
flourishing".’

In the works of the leading poets of the XIV-XV centuries — Atai, Sakkakiy,
Lutfiy, Hafiz Khorezmi, we can find many elements of scenery. Their unifying and
generalizing aspect is the participation of scenery elements in creating migration.
These tools increase the artistry of the works and directly serve in the creation of
poetic arts.

“Nature is a place of secrets, desires and possibilities in Navoi's ghazals, born
from the desire to understand the essence of the world, human life, and beauty. The
biggest bodies of the universe — the sun, the moon, the planets, from the
constellations to the tiniest particle, to the glitter of the rainbow and the dew that
trembles on the newly sprouting grass — everything finds new life in the poet's
pen".® In Navoi's only ghazal, which begins with "G‘unchayi xandon bila husnung
guli xurram bahor"®, the elements of the scenery served to express the inner
feelings and moral views of the lyrical hero: the beautiful face of the yor belongs to
the spring, the soft feathers on the lips to the grass, the lover's moans to the spring
rain, his face is in the spring season, it is also referred to as a yellowing leaf. The

" Kapumog K. Uik 6aguuii gocron. —Toukent: ®an, 1976. —B. 158.

8 Mymnaxyxaesa K.Anmvmmep Hapouii rasanuérupa tacaBBy(uii TMMcoN Ba Gajuuil caHbaTiap yWUFyHJHIH. —
Tomkent: Akademnashr, 2019. -b. 137.

® Amumep Haowii. Tyna acapnap tymnamu. —Tomkent: Fadyp Fynom nomuparu HMUY, 2011. —B. 176.
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ghazal praises the beauty of nature, i.e., the spring season, and natural beauty,
which is more beautiful than the looks and beauty of a person's youth, and that
there is another true spring. This is the spring of behavior. The conversation and
interaction of the owner of a beautiful character will make you happy. Alisher
Navoi ends the ghazal with a high spirit: If in the spring one gets lucky with a
beautiful girl, what is more happiness?

Ey Navoiy, chin bahor erkin bu yoxud ko‘rguzur,

Bog‘i xulqidin ulusqa dovari a‘zam bahor.

In the literature of the XVIII-X1X centuries, scenery was used quite a lot. For
example, in the works of Amiriy, Agahiy, Furkat, and Mukimiy, there are many
poems that belong to pure scenery lyrics, describe the winter and spring seasons,
and the change of nature. It is difficult to imagine literary arts such as husni ta'lil,
tamsil, tashbeh, tashxis without scenery elements. At this point, it should be noted
that in Eastern poetic thinking, the four main elements of nature: water, air, sun
and soil occupy a leading place. Existence is held by four elements, the alternation
of day and night, life, the existence of animals and plants is characterized by the
presence of these four elements.

In the second chapter entitled “Literary-aesthetic foundations of scenery in
XX century poetry” in modern Uzbek poetry of the XX century, the poetic
interpretation of social reality in its own way, and thereby the events of the time
and the layers of the human psyche that are not visible to others, and in a certain
sense forbidden, through the scenery, in particular, nature and it is based on the
principle of opening with the help of various figurative symbols, images created by
means of elements.

By the XX century, the scenery in Uzbek poetry has become a means of
helping to express the socio-psychological motive. But the lyrics of pure nature
have not been forgotten. In Chulpan's work, there are many poems dedicated to the
natural scenery. Especially, Aybek's poetry can be a proof of pure scenery lyrics.
In Hamid Alimjon, images of nature occupy a leading place.

In the poetry of the 1960 years and 1970 years, the scenery became social, but
the poetry of Abdulla Aripov, Erkin Vahidov, and Rauf Parfi reflected pure
scenery lyrics. Images of nature often served as an expression of patriotic feelings
of poets and writers. Abdulla Aripov uses the landscapes of "morning", "spring" in
the sense of hope, renewal, salvation, and wants to draw a picture of the homeland
through the scenery of "hill", "soil", "steppe". "According to the demand of the
time, poetry also begins to produce in various forms from time to time".*® The
lyrical hero of the 1980 years and 1990 years began to look at his contemporaries
through the eyes of natural scenery, a special connection between man and nature
appeared in poetry. This connection poetically perfected the image of the lyrical
hero. A new hero of the lyric — a synthesized image of human problems in a
scenery lyric appeared organically with the problems of nature. The extraordinary
enthusiasm, intensity and sharpness of the poetry of the poets of this period was
also transferred to the hero of the scenery lyric. He was born not only as a man of

10 Commxonos M. Jlupuka natodary, HacpHUHT HazokaTh. —Toukent: AnaGuér yukysmapu, 2018 . —B. 7-8.
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broad intellectual level, but also as a man who was not indifferent to the problems
of the society and at the same time to human feelings.

The world of images of scenery lyrics is wide and colorful. For example,
traditional images of "tree” and "mountain” are usually used in the form of tree —
pride, mountain — patience. In the works of many artists, for example, in one place
the tree is depicted as a victim (Shavkat Rahman), and in another place it is
represented as a person who is behind the times (Usman Azim). The mountain is
interpreted in such meanings as peace (Khurshid Davran), loneliness (Azim
Suyun). The poets of this period analyze the deepest layers of the human psyche
through metaphorical and allegorical symbols, expose the vices in society and
people while writing about ordinary "snags", "quails", ""sharks" and "cockroachs".
was an event. Shaukat Rahman's scenery poems are similar to the expression of
nature scenes in movies. In his poems, "Gardens are scattered and trembling",
vines are weakened, the rain is compared to the "Jewel pearls of the sky" cut off.
Tulips swaying in the rain "Singing quietly against each other". The animating of
inanimate objects in the poems of poets such as Shavkat Rahman, Rauf Parfi,
Usman Azim is a unique art, which shows that the traditions of Eastern and
Western poets have been continued in a new way in Uzbek poetry.

In the “Scenery types and literary functions™ section of the chapter, relying
on the theoretical principles of the scenery put forward by Epstein, it is explained
that it is possible to classify it according to different bases.

"Scenery is the image of the natural environment that surrounds a person and
any open space".*> "The image of nature in a work of art is called a scenery
(landscape). The image of nature is one of the components of the plot and increases
the ideological-aesthetic power of the work".:® "Scenery is also interpreted as an
Important component of the literary reality created in a literary work, an image of
an open space where events take place".'*

The most traditional way of classifying scenery is the classification of
seasonal and landscape scenery, which differ according to time and space.
Seasonal scenery expresses the time of nature and consists of seasons (winter,
spring, summer, autumn) or constellations (sunbula, khamal, hut, agrab, etc.). The
landscape scenery directly expresses the concept of space and includes reliefs such
as steppes, mountains, hills, valleys, and deserts. In this case, the scenery reflects a
certain space of nature. There is also a classification of scenery according to the
level and scale, and according to this classification, local scenery are mentioned
first, local scenery contain the image of the nature of the small and narrow
geographical space that the creator himself knows, saw, was born, and grew up. As
a parallel type to local scenery, there are exotic scenery, that is, scenery that are
perceived as an unusual place for a certain folk poetry. Another type of this
classification is national scenery, and national scenery are a generalized image of

1 Snmrreiin M.H. Tlpupoa, Mup, TaiiHuK BeeneHHOM. —MockBsa: Beicias mkona, 1990. —~Cr.130.

12 JluteparypHas SHUMKIIONENUS TEPMUHOB U NOHATHIA. — Mocksa. HIIK “Unrensak”, 2001. —Cr.732

3 Cynron M. Anabuér nasapuscu. —Toukent, Ykurysuu, 2005. —B. 116.

14 Kyponos ][I, Mamaxonos 3, Illepanmuesa M. Anabuérmynociauk syratn. — Towmkent: Akademnashr,
2010. -b. 220.
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the nature of the country to which the poet belongs. There are also planetary and
cosmic types of scenery, and in this type of scenery, the scale of seeing nature
expands, which means that the poet considered his ideas to belong not only to the
planet Earth, but also to the whole universe. There is also a classification of
scenery in terms of genre and style: majestic or wonderful, noisy or quiet,
mysterious or clear. There are also fantastic scenery, which depict worlds other
than ours, eternity, catastrophic cataclysms in the life of the universe, and events
such as the evolution of nature. Such landscapes are often directly related to
utopian ideas about an ideal prosperous society and the future of humanity.

The landscape is multifunctional, according to Sebina, a literary critic, the
scenery determines the place and time of action, acts as a plot motivation, serves to
create psychologism and the manifestation of the author's subjective plan.®® In the
book "Scenery Art", M.Sultonova illuminated the two tasks of the scenery as a
place where events take place and showing the spiritual world of the hero, using
the examples of the novels "Navoi" by Aybek, "Treasure of Ulug'bek” by
A.Yakubov and "Starry Nights" by P. Kadirov.

In general, the tasks performed by the scenery can be classified as follows: the
scenery contributes to the creation of the image of the lyrical hero; it is used as a
means of describing the beauties and characteristic scenery of the literary space;
acts as a background directly related to place and action; has a psychological
nature: sets the emotional state of the characters or gives artistic emphasis to their
experiences; serves as a source of philosophical reflections of the writer; serves as
a means of describing the social conflicts of life; has a symbolic meaning and
contributes to strengthening the symbolic properties of the work of art.

Scenery can also serve different functions depending on the type of literary
work. In poetic works, it plays an important role in describing the point of view,
mood, and mental scenery of the lyrical hero, as well as in representing the space
to which lyrical reality belongs. In prose works, the scenery, along with showing
the time and place of the work, increases the concreteness of reality and acts as a
lever to show the character of the characters more clearly to the reader. "In
dramatic works, one can talk about the scenery only conditionally".'’

In the second chapter of the dissertation, the “Poetic-ontological basis of
Usman Azim's scenery” is formed by the masterpieces of folklore, classical
literature and world literature. In the chapter “Scenery of city in ballads”, the
problem is covered by examples of such works as "Ballad about the window",
"Ballad about things", "Ballad about the car", "Ballad of December", "Ballad about
the rain", "Ballad about the man who became a nightingale".

Usman Azim is the most prolific poet in Uzbek poetry in the ballad genre. In
the ballads, we see high drama, the poet's peaceful feelings and free spirit.

The poet's poem "Ballad of the Steppe" expresses the feelings of every
villager who came from the village to the city with a world of dreams:

Tog‘lar kichraydi. Pasaydi osmon.

15 ®eiicenko.D.51. Teopus nureparypsl. — Mocksa: Mup, 2008. —C.17.
16 Cynronosa M.Ilei3ax canbatu. — Tomkent: ®amn, 1983.
17 Kyponos [, Mamaxonos 3, lllepanuesa M. Anabuérurynociuk nyratd. —Tomxkent, 2010, —5.221.
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Yashab bo‘lmaydi-ku axir engashib ...
Jo‘nadim balandliroq osmonlar tamon-
Ortimdan Boysunning dashti ergashdi.®

Society corrupts the innocent heart. As a result, he begins to move away from
the soil where his navel blood was spilled. The poet reveals this tragedy of the
intelligent person in the poem "Ballad of the Steppe".

Usman Azim effectively uses such details as "wall", "cars", "window",
"alley", "busy road", "rain", "man inside", "telephone" in creating the city scenery
in his ballads. These details mean that the lyrical hero is walking in the city, and
the poet is not able to fit in the narrow city, which is full of vastness. December,
the car, and the window undergo a metamorphosis and turn into a two-armed, two-
legged, conscious, feeling being — a human being. The city scenery is not the
leading element in Usman Azim's ballads, but the details that serve to show the
overall picture of the lyrical hero's mood, psyche, and pain and suffering.

In the second season, “Mountain and steppe scenery in bakhshi poems” is
analyzed. It is natural that Usman Azim's experiences as a child, traditions such as
bakhshi competition in Surkhandarya, kupkari, and childhood memories formed
his personality, beliefs and outlook as a creator. Poet's poems recall the rhythm,
tone and plot of a series of folk epics. In the center of them is the image of Elbek
Bakhshi. In addition, there are the images of his student Elaman, his lover
Aytuman, Akbatir, Karabatir, Mengliyaz and Narbibi, Jankabil and Gulkelar. The
structure of bakhshi poems are also similar to epics: in the prologue of each
bakhshi poems, a short comment is given in prose. Then comes a poem that
matches reality. In the epics, there is a pattern that says "there is a place where ....
Is talking about ...". Usman Azim mostly uses the *mountain” and "'steppe" scenery
in his bakhshi poems.

Tuya boqdim, tovonlarim g‘ijja tikan,
Sen kelmasang Asqartog‘ ham cho‘kadigan.®

In this poetic parts, the poet expresses his idea using motifs from the epic
"Alpamysh”. Kaldirgachayim was feeding camels, and he was upset because
Alpamysh didn't return to Kungirot, and he drank and recited this poem. Poet
Alpamysh's failure to return will be a heavy burden for the whole country, likening
"Askartag” (mountain scenery) to sinking. He concludes the poem by saying that
"every country needs a husband and a young man."

The poet himself, whose poems are full of logical and figurative expressions,
appears as a wise man and a philosopher with life experiences. In his poetic verses,
there are many thoughts that are the cream of philosophical conclusions:

Toshdaymas, tog‘day bo‘lgin,
Qoyangda qush uyg‘onsin.
Eling senga qogilmasin,

Eling senga suyansin.?

18 Yemon Asum. Caiinanma. —Towmkent.: [lapk , 1995. -B. 54.
1% Yemon Asum. Tannanran acapnap. 1 sxuna. —Tomkent.: Fagyp Fynom nomunaru HMUY, 2016. —B. 326.
0 Vma manba. — B. 327.
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The main idea in bakhshi poems is honoring the country, glorifying bravery,
education of a man, and a call to understand the tricks of the world.

"In essence, an idea often manifests itself in nature".?! The poet finds
unexpected sources, transparent feelings from nature. Therefore, scenery and
poetry are interpreted as twin concepts from ancient times until now.

"Baysun" literary space serves as the main source of scenery in Bakhshi
poem. The steppe is a part of the homeland, a symbol of Baysun, a beautiful
memory of childhood. It is not difficult to notice that landscape elements such as
"steppe”, "mountain”, “hill", "garden"”, "tree", "stone", "wind" found in these
poems are directly related to the nature of Baysun. "Flowing freely like a river",

"flowing freely like the moon", "moving freely like the wind", "not trembling like

a deer", "being a shadow like a tree in cancer"”, "not walking like a crow in the eyes
of a crow", "living like a nightingale", "a forehead harder than a mountain” and
other poetic combinations prove that the poet took the free and unruly spirit of his
poems from nature.

Shom chog‘i yulduzlik baxti bor,

Sog‘inchda yolg‘izlik baxti bor.

Hasratda qo‘shig‘im gulladi,

Shu gulga ildizlik baxti bor.??

This confession is an example of the fact that Usman Azim takes all the
artistic features and poetic arts from nature, and that he himself is a careful
observer of nature.

The third part of the chapter is dedicated to “Autumn motif in Usman
Azim's poetry”. Seasons occupy a special place in Usman Azim's poems. The
poet's "Selection” includes 47 poems about spring, 25 about summer, 67 about
autumn, and 30 about winter. It seems that the most important image among the
seasons is the image of "autumn". The essence of the poet's work is the autumn
philosophy. The tradition of depicting human life in relation to the seasons is a
characteristic of our classical literature. The best example of this tradition is
Alisher Navoi's book "Khazayin ul-Ma’ani". It is known that Navoi defined human
life according to the four seasons of the year: spring, summer, autumn and winter.
Usman Azim starts this series not from spring, but from winter. The poet uses
winter scenery more when describing childhood. "However, it is clear that for the
poet, autumn is not just the golden season of nature, but the yellowing of love, the
saffron pages of the notebook of life, the season of tazarru expressed before
winter".%

According to the Canadian literary critic Northrop Frye, the awakening of
nature is closely related to spring, tension to summer, tragedy to autumn, silence to
winter. 2* The awakening of nature is closely connected with spring, tension with

2 I'eren I'.®. DcTeTuka. B.4T. - Mocksa, 1968, c1.127

22 Yemon Asum. Tannanran acapnap. 1-xung. —Towmkent.: Fadgyp Fynom Hommparu Hampuér-mar6aa mxkoaui
yiin, 2016. -b. 321

23 Commxonos . Tlokusa HustHHAET HypiH itymiapu. https://img.uforum.uz.

2 Frye N. Anatomy of Criticism. Princeton, 1967. — P. 161.
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summer, tragedy with autumn, silence with winter. It is difficult to assess specific
relations of this type as clear and permanent, but the general typological
correspondence of aesthetic categories to certain seasons is indisputable.

Tong titraydi kech kuzakning quchog ‘ida,

Yulduzlarni o ‘chirmogda gulgun shafaq.

Jonim, qalbim she'riyatning pichog ‘ida

Zamin — tilsim, osmon — tilsim... she'r — beshafgat!?®

The poet expresses the harmony of his mind and nature in his imagination by
saying that he "flies over the seas on the wings of his imagination”, that he has
seen the stars many times in his life, and that he wants to touch "the stars in the
sea". Autumn is present in the general mood of the poem. Therefore, such scenery
elements as "blue”, "ground”, "cloud”, "sky", "dawn", "star", "sea" serve the
"autumn" scenery. The poet considers "autumn™ to be the moment of reckoning of
his life. The poet exclaims in his boundless amazement and high imagination, "It
will be a world poem in its entirety". "Autumn" scenery has great significance and
poetic weight in Usman Azim's poetry, which summarizes the most characteristic
features of concepts about nature and is a clear symbol of seasonal scenery. "These
poems are always nostalgic. Events begin to take shape as if on an artist's canvas,
sadness enters the heart. There are few poets in poetry who described longing and
autumn as well as Usman Azim.?® If we say that the seasons described by the poet
are the stations of his creative life, staying at this station does not please the lyrical
hero of Usman Azim. He wishes to stay less in the summer. If we study the poems
in chronological order, in the first poems of Usman Azim, the mood of staying
longer in summer and fearing autumn is felt. In the poet's poems written after the
age of fifty, Kuz (autumn) became the sole supporter of the lyrical hero. In some of
his poems, Usman Azim likens himself to "Kuzak". All the sorrows and sufferings
of the poet, past and present, pains and sufferings are embodied in autumn. The use
of autumn as "khazanlig", "kuzak", "tiyramoh™ is more characteristic of Usman
Azim's style. The poet enhances the art of the poem with the classic names of
autumn. "Poetry should speak not with descriptions, but with pictures and images;
poetry does not describe an object and does not copy it, but creates it”.?” This
created image plays an important role in expressing a certain idea and worldview
of the poet.

In Usman Azim's lyrics, the process of autumn can be studied in three stages:
the arrival of autumn, the climax of life in autumn, and farewell to autumn. The
symbol of "autumn", which Usman Azim often refers to, can be understood as "a
period when a person sums up his life".

Usman Azim's lyrical hero is a soul that combines the spirit of man and
nature. “Nature does not have our soul, but we have the spirit of nature. Because
the law of existence is this: the higher being must contain the lower. Our spirit has

% Yemon Asum. Caitnanma. llewpnap. —Tomkent: [lapk, 1995. -B. 5.

% Ycemon Asum. Tannanran acapinap. 1-xumn.- Tomkent.: Fadyp Fynom nomumarn nampuér-mar6aa wkoauil yiiu,
2016. - b. 16.

2" Benuucknii B.I'. Tannanran acapnap. —Towmkent, 1955. -B. 213.
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a commonality with nature, and this commonality is life”.?® In this regard, reading
Usman Azim's poems with the image of autumn, the meaning of life, the joy of
living, the summary of the past life, the memory of the sweet and bitter past
awaken in the mind of the reader.

In the last part of the chapter, “The role of scenery in the expression of
nationalism” is studied. Topographical and exotic landscapes are also discussed.

Scenery elements are the same everywhere, for example, spring is the same in
America and Uzbekistan, but there is a national expression in the use of scenery. In
this poem "The Story of a Dreamless Man" it is reflected that ordinary rural people
have wonderful and innocent dreams, but life takes them on its own path — the
worries of livelihood do not allow them to realize the small dreams that they can
fulfill even if they are dead.

Bahor kelsa podachi Bolta

Sigirlar yeb ketmasin deb, ilk boychechak boshida o‘tirarkan,
Samargandni bir ko‘rmoqni istaydi.

(Uzoqda suvoriylar ufqqa ot qo‘yar).?®

After spring, summer comes, and when summer comes, the herdsman Bolta
collects his "oshi halal" and returns to it, thinking again that "when | pray on the
village street, | will see Samarkand." When autumn arrives, the herdsman Bolta
"stands in front of the roaring field" as if he is "sad like a wingless bird" and
whispers sadly "I wish | could see Samarkand." When winter came, the herdsman
Bolta, bringing the "calf of a hasty cow that gave birth early" into his warm house,
looked at the “starry sky" and sighed, "I wish | could see Samarkand." But life
prevents him from realizing this dream.

“Podachi Bolta! Bu yorug® dunyodan armonsiz o‘tdi”....
(Balki “qo‘li tegmas” deb
Samarqgandning o zi kelib ketgandir podachi Boltaning qoshiga...)*

The conclusion of the poem is extremely touching and sad. The poet naturally
reflects the life of village people with all their pain and suffering in this wonderful
poem. The scenery is embedded in the content of the work as a part of the national
and social reality described by the poet. The scenery in the poem are similar to the
general picture of life in Uzbek villages. Because Uzbek fathers and mothers
sacrifice their dreams for my children and my home. It is difficult to say that this
self-sacrifice is a custom of another place, another nation.

The main elements of national scenery used by Usman Azim are places such
as "mountain”, "steppe”, "garden”, "hill", "meadow", "village", "wheat field",
"hut", "spring", " season names such as "autumn™, "javzo", etc. "Baysun" is in the
center of the scenery representing the nationality used by the poet. Baysun's natural
scenery play a key role in enriching the poet's ideological-literary concept,
strengthening the thematic composition of eventful poems, revealing the main

28 Benunckuit B.I. Anabuii opsynap. —Tomkent: Fadgyp Fynom Homuparu anabuér Ba canbar nHaumpuéru, 1977.
-b. 95.

2 Yemon Asum. Taunanran acapiap. 1 sxung. —Toukent: Fadgyp Fynom nomunaru HMUAY, 2016. —B. 80-81.

30 Va xotina.
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essence of the poet's worldview, increasing the drama of the poem, and raising the
lyrical pathos.

The third chapter of the dissertation is dedicated to the study of
“Relationship of space and time in the scenery of Usman Azim”. The first
season is called “Scenery and Social Motives”. "Literary time and space cover all
elements of the work. In particular, it is impossible to show the moods and
experiences of the heroes without an literary depiction of time and space”.®! In this
respect, the scenery serves as an endless field for the unfolding of the characters in
the work of art. The internal attitude of the poet to social events is understood by
the metamorphosis of nature's elements into an image. "Any innovation in
literature begins first of all with a change in the nature of its hero. A new hero
means the next stage in the development of artistic and aesthetic thought. More
precisely, the new hero is the first indicator of a qualitative change in the literary
process, the beginning of all refinements and shifts in the literary movement”.3? In
Usman Azim's poetry, the mood and life confessions of the lyrical hero grow,
develop and improve from poem to poem, sometimes from stanza to stanza. Social
motives are reflected in the figurative attitude of the poet to the concrete reality
around him. Many scenery in Usman Azim's poetry analyze society and human
relations against the background of nature. For example, in the poem "Ballad of
Obijects", the lyrical hero says that the room is surrounded by objects on all four
sides, and expresses dissatisfaction with this situation saying this “Olamda
kezaman ko ‘zlarim xira, Tegramda aylanar buyumdan quyun”.

— Ishla — Nima uchun? — Yugur! — Nimaga?
— Televizor kerak! — Mashina! — Buyum...
Bir yilki, bogmadim to‘yib dunyoga,
Sevgilim, unutdim maysalar bo‘yin.*

The lyrical hero expresses concern that humanity is moving away from nature
and surrounds itself with inanimate objects as development progresses, and writes
that the meaning of life, worries, day and night — everything is being sacrificed for
objects. The poet writes with a heavy feeling of pity that the material world cuts
people off from living.

In the poem called "Speech about the ant”, the poet's rebellion against the
society is shown with irony in his own style. The actions of the "ant" are not
outside the laws of nature, and the poem, which is called an ant, reflects the
judgment and conclusion of the poet aimed at certain categories of society,
disgusting and slaves of lust. The poet hides his hatred for these categories in
society in the image of an ant.

Uyga... Uyga! Tinmaysan birpas,
Yugurasan... Seningcha, yuho,
Og‘iz qalbni aytish uchunmas,
Ovgat uchun yaralgan go‘yo.%*

31 VnyroB A. 3amon Ba MakoH mMycasaupu. “Illapk ronny3n” xypuainu, 2015 i, 2-con

32 Slmap Kocumos. Ilewp Ba ayné. “Illapk ronaysn” sxypHanu, 1-con, 1989, 168-Ger.

3 Vemon Asum. Tamnanran acapiap. 1 sxuna. —Touikent: Fadyp Fynom nomumarn HMUY, 2016. -b. 14.
3 Vma man6a. — b. 52.
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The ant does not care about the beautiful weather of spring and the beauty of
nature, but wanders on the way of his ego. Everyone he meets on his way tries to
carry the grain home. And the poet bitterly sneers to the ant, saying, "It is as if the
mouth was given to you only for food, not to say the words of the heart". In fact, it
becomes clear again in the following paragraphs that the person to whom the poem
Is directed is different. Now the movement of the human displaced ant character
will increase. The poet brings an ant carrying grain in a corner of nature to a noisy
city. The ants are in a row and are leaving in an office car. As if this was not
enough, they are offended by being called "ant". Another "ant" leans on the
counter and “scratches its head cheerfully”, and another shines like a flower and
"carries a diploma to his child". Another ant is in the office of the lyrical hero,
"with all his feet on the ground, dragging his career". Another "ant" is busy filling
In a poem saying "Pakhtakor people, excellent”. The hatred of the poet increases at
this point, he complains that he does not need his people, but give him an order or
a reward.

Tugayapti she'rim. Ketaman.
Uzr, jonim bo‘g‘zimga yetdi.
Chumolini o‘ylab turing. Men
Ninachini ko‘rgani ketdim.*

At the end of the poem, the lyrical hero says that the "ants" have invaded the
whole city, and he ironically goes to see the "dragonfly”. Usman Azim very
skillfully uses the function of the "ant" image in nature in order to convey his
artistic idea to the reader. It is not wrong to say that this is an extremely wonderful
poetic find. At this point, it should be said that the poet's skill is not measured by
the weight of the images he creates, but by the quality. In this sense, the image is
the most important decisive element of poetry. Yan Parandovsky, who thoroughly
scientifically substantiated the poetic image, writes: “The image is the only
fundamental element of poetry that cannot be threatened by anything — neither time
nor poetic fashion". Streams and trends, themes and plots, motives and moods
change, word choice, conventional methods of writing poetry change, but the
image — whether in a non-allegorical form or in metaphors — always remains.
Image is the blood of poetry”.*® Usually the poet does not create a new image. The
image is the property of the people. Usman Azim re-creates these images with his
creative skills and gives them new meanings. In the poem "Burning Man" the poet
wants to spread the "burning desire to live" to others. He expresses this point
through the image of the "Burning man":

Xaloyiq yaqgin bor, angrayma beshon!
Sen ham unga qo‘shil! Olov bo‘lgin! Yon!*’

Usman Azim wants everyone to burn with that burning man. The image of
"Burning Man" is a metaphor. He is the personification of the awakened man

35 Vemon Asum. Tamnanran acapiap. 1 sxuna. —Toukent: Fadyp Fynom nomumarn HMUY, 2016. -B. 52.
% Mapanpgosckuii 5. Amxumus ciaosa. U3g., — Mocksa, 1990. —C.205.
37 Vma man6a. —b. 217.
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acting against the apathetic people. “Lyric poetry has the ability to perceive, see
and reflect earlier with its sensitive gaze. This determines the specifics of lyrics as
a unique form of artistic perception, its aesthetic nature different from other literary
types”.® Therefore, Usman Azim observes the society with the eyes of a poet and
shows where people are going through the prism of thinking.

The second part of the chapter is called “Scenery and folklore”. "In the
poet's poetry, the use of folk literary plots has risen to the level of an literary
principle".®® In the poetry of Usman Azim, the direct influence of folk oral
creativity can be classified in four different ways. The first feature is that the
closeness to the "Alpomish"” epic is felt in the poetic poems, the poet uses the
characters, motive, and plot of the epic to express his ideological and aesthetic
views. The second feature, using the style of folk songs, songs and lapars
(Khorezm folk), the mood of excitement in the lyrical character is enhanced.
Referring to the third feature, motifs and images of folk tales, elements specific to
fairy tales are raised to the level of a separate image. The fourth characteristic is
that the stories and proverbs passed from mouth to mouth among the people serve
to express the artistic and philosophical observations of the poet. It turns out that
the poet mainly used simple and synthesized folklorisms. In all appearances, the
poet relies on landscapes. Because without landscapes, the expressiveness of the
poem can be reduced.

Chaman ichida o‘sib,

Gul bo‘lgin omonyorim.
Bulbulning ovoziga,

Qul bo‘lgin, omonyorim.*°

This poetic piece is written to the tunes of the folk song "Omonyor", which
has existed among the people for a long time. Using this song, the poet playfully
conveys the sincere expressions of the lyrical hero to his lover. Although the
poems written close to the tune of folk songs such as “Bu dunyo bir mayxona,
Alyor. Sog‘lar undan begona, Alyor”, “Bog° ichinda bir daraxt, Yolg ‘izligidan
bebaxt, Kuygan yor”, “Cho‘llar arolab ketma — Chamanyoringman, Sarob
qarolab ketma, Chamanyoringman” are appear in a playful way, against the
background of the lover's appeal to the land and the poet's conclusions about the
meaning of concepts of love, conflicts of life, essence of living are reflected.

When we read Usman Azim's poems based on folk tales, we can see that the
rebellious spirit of the poet does not fit into the stereotyped literary dimensions of
fairy tales. Therefore, in the poet's lyrics, we see that plots, details and images
reminiscent of fairy tales are transferred to a new poetic scope in the poems
addressed to fairy tales. The images that Usman Azim uses most often from folk
tales are the images of the eldest hero, the middle hero, the youngest hero, the

38 Smap Kocumos. Ilewp Ba nyné. “Illapk ronaysu” sxypHanu, 1-con, 1989, 168-Ger.

3 Cyponosa . Xosupru y36ex wmebpustuaa Oanauuii msnanunuiap (YCMOH A3HM  WKOAM MHCOJHIA).
®un.pan.Hom. quc. — Camapkann, 2000. — b.116.

40 Yemon Asum. Caitnanma. —Tomkent: [lapk, 1995. — B.29.
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princess and the fairy. Also, the most common plot line in folk tales, three paths
before the hero: "Borsa kelar”, "Borsa xatar", "Borsa kelmas" is one of the motifs
often used in the works of Usman Azim. In the poem "Without magic fairytale"
lyrical reality is told in the language of a middle boy. In it, it is said that the three
brothers and sisters worked tirelessly in the fields. And one day, the brother and
brother of the lyrical hero rebel against this same life: one becomes a river, and the
other becomes a wind. The lyrical hero — the middle boy, is saddened by his father
calling the eldest son "son of the river" and the youngest son "son of the wind".
Because the ploughman's days go by, he digs his heel and continues his father's
work. At the end of the poem, the cry of the lyrical hero is a logical conclusion,
and it sounds like a painful confession from the throats of people who do not
interfere with anyone in life, are not dissatisfied with anything, take it in even if
they are dissatisfied, and live quietly getting used to the prosperity of this world:

Ming yillarki, qo‘sh haydayman,

Peshonamda achchiq ter.

Meni ham bir olgang, ota!

Men yer bo‘ldim, ota, yer...*

Another poem describes the love between Kenja Batyr and Malika. In the
poem, the mental experiences of Kenja Batyr and Malika in a difficult situation are
expressed with poetic expressions such as "the mountain flowing into water",
"stones disappearing”, and the victory of the giants is expressed with the metaphor
of "mountain heads touching the clouds".

It can be said that Usman Azim's individual style is to rework traveling plots
and give them a new poetic spirit and meaning.

The third chapter is dedicated to the study of “Ideological significance of
scenery-symbols”.

Natural landscapes are a source of endless metaphors for Usman Azim's
poetry. When describing natural scenes, every detail in the scene is artisticized and
symbols are created. Here, from the point of view of art, the elements of nature act
as "symbol carriers”. Summarizing the concept of symbols, Lotman says: "The
structure of symbols of a certain culture creates a system that is isomorphic and
isofunctional in the genetic memory of a person™.*? It is easy to understand the
symbol attached to the images in the human memory.

Yerni ogartmadi, Tongda yoggan qor,
Ammo ko‘nglim uzra Sog‘inch to‘shadi:
Sukutni tingladim, Tongda intizor,
Sukunat negadir Senga o‘xshadi.®®

As Usman Azim paints the image of "longing™ in this poem, he reveals this
goal by means of a parallel with nature. "Snow that fell in the morning" is snowing
on the ground, in the heart of the lyrical hero, but it is not snow, but "longing". The
silence of the morning reminds the silence of the sea. Here the poet points out that

1 Yemon Asum. Caitnanma. —Tomkent: lapk, 1995. — B.135.
42 Jlorman F0.M. Uz6pannbie cratbu. T. 1. - Tammun, 1992, —C. 264,
43 Yemon Asum. Kys. —~Tomikenr.: Fagyp Fynom nomunaru HMUY, 2001. —B.145.
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longing is the "winter season” of human life. He wants to tell the reader that this
season of life is full of longing and memory.

Usman Azim's poem "Grafika" is one of the most beautiful examples of
metaphorical interpretation.

Ko‘zing garo sening, goshlaring garo,
Yuzlaring oq sening, kulishlaring oqg.
Qo‘lingdagi ta'na toshlaring qaro,
Menga g‘amgin bogib turishlaring 0oq.*

The lyrical hero says that the "eyes" and "eyebrows" of the yor are black and
contrasts them with the white "faces" and "laughter”. In the poem, the colors
"white" and "black" create a contrast. Similes are created on the basis of the
characteristics of these colors. Due to the fact that Mahbuba seems to have
forgotten the lyrical hero, put him in exile, hesitates between revenge and showing
love, these "defects"” of his are characterized by their black color. But the feeling of
longing and the feeling of pain that comes after it is pleasant, which is why white
Is considered appropriate.

Shommi, yo saharmi — vagtimdir garo,
Sen deb to‘kayotgan yoshlarim oppoq.
Sening ham, mening ham baxtimdir garo,
O‘ttiz to‘rt yoshingda sochlaring oppoq.*®

Contrasting black and white in verses is not just a form of art, but a poetic
reflection of the struggle between feelings that hinder mutual understanding in
human relationships. The passage of time, corresponding to the psyche of the
lyrical hero, has reached an imperceptible level, the blackness indicates this. And
young people pouring out of longing is a sign of truth, so it is rated as white. But
there are common aspects that unite them, this is happiness, bad luck written by
fate, and at the same time, the absence of dust in the hearts. When the two of them
were happy, the lyrical hero claimed to know a million different colors:

Men milyon bo‘yoqni bilardim, axir,
Ikkimiz baxtiyor bo‘lgan chog‘larda.*

We observe extraordinary similes in the metaphors used by the poet. It is

unique in that it is the "thing to be likened" and not the "likeness™ that is new.
Ko‘ksimda bir qush bor — uchadi tinmay.
Yuksak-yuksaklarda uchar — ko‘rar tush...
Uchadi yarador bo‘lganin bilmay,
Uchib ketayotib o‘ladi bu qush...*’

Comparing "heart" to "bird" is not new. But his "dying while flying",
"dreaming of flying high" is an literary invention.

Metaphorical symbols appear in different forms in Usman Azim's poetry,
which indicates that the artist has a wide range of thinking, can feel nature from the
inside, and can deeply observe the connection between man and nature.

4 yemon Asum. Caiinanma. —Tomxkent: Ilapk , 1995. —B. 86.
4 Yemon Asum. Caiinanma. —Tomxkent: Iapk , 1995. —b. 86.
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CONCLUSION

The conclusions made during the research can be summarized as follows:

1. The landscape is a component of the work of art and serves to express the
content of the work, it harmonizes with it in expressing the ideological goal put
forward by the author in the work, in this respect, the importance of the landscape
in the work is characterized by the extent to which it participates in conveying the
idea to the reader.

2. Determining scenery complexes is important for understanding the laws of
literary creation of nature. Scenery complexes are considered stable combinations,
and the individual "look™ of each creator: the nature of seeing nature ensures its
renewal. If there is no novelty in the scenery complexes, the literary text will turn
into a return and copy material, there will be a problem of conveying emotions to
the reader.

3. Seasonal and landscape scenerys that differ according to time and space;
local, exotic, national, planetary and space scenery according to level and scale; in
terms of genre and style, there are such types as majestic or wonderful, noisy or
quiet, mysterious or clear scenery.

4. The following were classified as scenery tasks: the scenery contributes to
the creation of the image of the lyrical hero; it is used as a means of describing the
beauties and characteristic scenery of the literary space; acts as a background
directly related to place and action; has a psychological nature: sets the emotional
state of the characters or gives artistic emphasis to their experiences; serves as a
source of philosophical reflections of the writer; serves as a means of describing
the social conflicts of life; has a symbolic meaning and contributes to
strengthening the symbolic properties of the work of art.

5. In the poetry of Usman Azim, seasonal scenery according to the space and
time characteristics of the scenery, national scenery type according to the level and
scale were found to be more prominent. Seasonal scenery such as "autumn”,
"spring”, "winter”, "summer"”, "hut", "javzo" are leading in his work. When
classified in terms of level and scale, national scenery such as "Baysun",
"Tashkent", "mountain”, "steppe”, "dirt", "hill", "garden" show that the poet's
psyche is connected with the place where he was born and grew up, and the
aliveness in the mood of the lyrical hero — love for mother nature shows the poet's
direct connection to the roots he drank water from. "Baysun" is in the center of the
national scenery used by the poet. Boisun's natural scenery play a key role in
enriching the poet's ideological-literary concept, strengthening the thematic
composition of eventful poems, revealing the main essence of the poet's
worldview, increasing the drama of the poem, and raising the lyrical pathos.

6. The deep dramatism in the poet's lyrics, the intense poetic image and inner
suffering of the lyrical hero are poetically expressed by means of spiritual
parallelism with the scenes of urban nature. The city landscape is not the leading
element in Usman Azim's ballads, but it is the details that serve to show the whole
picture of the lyrical hero's mood, psyche, and pain and suffering in the vortex of
severe conflicts.
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7. "Mountain" and "steppe" scenery are leading in Usman Azim's poetic
poems. These two elements of the scenery determine the folk tone and charitable
spirit in the poet's poetry, as well as the main themes of the charitable poems.
Simplicity, simplicity and sincerity in his poems, which are adapted to nationalism,
are far from dry images and arrogance, and are the leading features in oral
creativity, which are the foundations of this charitable spirit.

8. The most leading scenery in Usman Azim's work is the motif of "autumn”
and the scenery related to it. "Autumn™ is a summary of the poet's life, an
observational poetic interpretation of life conclusions and philosophical
observations during the period of maturity. Seasons are an aspect that enriches the
content of Usman Azim's work. From this point of view, we believe that studying
his work by seasons can be a good object for future research.

9. In Usman Azim's poems, nature appears not only as an aesthetic value, but
also as a high moral category. In his poems, the poet depicts the pains in the human
heart, the eternal sorrows, by combining them with natural scenes with deep
drama. We believe that he was able to artistically express the harmony of man and
nature by moving the natural scenery and events that occur in nature to the human
psyche and soul in his work.

10. The leading feature that defines Usman Azim's style is that the poet's
work is saturated with the motifs of folk oral creativity. The poet skillfully used
mainly simple and synthesized folklorisms.

11. When the elements of nature are transferred to poetry, they represent a
certain symbol. The landscape-symbols used in the poetry of Usman Azim bring
the reader closer to the poet's soul, create unique poetic scenery, serve to increase
the artistic-aesthetic impact of the poems, and express various subtleties of
meaning.
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BBEJIEHUE (anHoTaumus aucceprauuu 1oKkropa ¢punocodpuu (PhD))

Heabio uccjieoBaHusi: packpbiTh Pojb (GOPMUPOBAHUS SCTETUYECKOTO MU
JTUTEPATYPHO-(PHIOCOPCKOrO MHPOBO33pEHMs MO3Ta YcMmaHa A3uma, B IMO33UU
KOTOPOTO PAaCKpBIBAETCS COLMAIbHAsA, HPABCTBEHHAs, JYXOBHAas pOJb IEW3aXka,
Kak oOpa3a XyJOKeCTBEHHOW BBIPA3UTEIBHOCTH, a TakXKe€ 3HAYECHHE TaKHUX
NOHSATUN CBSI3aHHBIX C MPUPOJHBIMH SIBJICHUSAMH, BPEMEHAMH rOJa, MECALIAMH,
PACTUTENIBHOCTBIO, BOJOM, BO3TyXOM, JTYHOU, COJTHIIEM, U3MEHEHUEM KIIMMAaTa.

O0bekTOM HCCIeI0BAHUA BBIOpAaHbl COOPHHMKM CTHUXOB YcMOHa A3uMma
“Uzbpannoe”, “Cepaue”, “Ocenp”, “TummnHa” u “N30paHHbBIE NPOU3BEICHUS .
I[Ipy  HEOOXOAUMOCTH  TIPUBIICUEHBI  JApaMaTHYECKHE U MPO3aUYECKHUe
npousBeAeHus Ycmona Aszuma “@onaps”’, “Kommax”.

Hay4nasi HOBU3HA MCCJIEIOBAHUSA 3aKITIOYAIOTCS B CIEAYIOIIEM:

PACKpBITBl TEOPETHUUECKUE aCMEKThl JIMPUUECKUX OOpa3oB, CO3JAloIIne
coliepKaHUE TOAITHYECKOT0 TIEH3aKHOTO TEKCTa, TaKue Kak H300pakeHue
OpUPOJIbI B JIMPUKE, PACCBET W HOYb, MHUp, JAEPEBO, BOAA, IOpa, CO3IAIOIIUE
COJICp’)KAHUE TOATUYECKOTr0 TEKCTAa, a TaK K€ BBIPA3UTEIbHBIE BO3MOYKHOCTHU
M033UH, TAKUE KaK TaHOCYO, Tambex, Ta3o/d, PyKyb, MyOoOJara; XyA0>KECTBEHHbIE
NPUHLHUIBI - Mapajuiesiu3M, MUTPAlUs, 3CTETHYECKOE BO3JCHCTBUE HA JTYyXOBHOE
COCTOSIHUE YUTATEIIS;

OTpeJeeHbl COIMalIbHbIC, HPABCTBEHHbIE U (PMIOCOPCKHE MPUHIIUITBI
nmei3axa, packpbiTa  BaXHOCTh  TMOHUMAaHUS  pPa3IMYHBIX  SABJICHUU U
3aKOHOMEPHOCTEH MPHUPOABl B XYHAOKECTBEHHOM TMPOU3BEICHUM, TaKUX Kak
MOJIHUSA, JTOXJb, CHEr, o0jaka, >kapa, a TaK X€ HHAUBUIYAIbHOTO «B3IJISIIa»
KaXXJIOTO «TBOPIIA»: BUJETh, HAOJII0IaTh, BOCHIPUHUMATh MPUPOTY OOpa3HO, UTO
OXKUBJISIET MBIIIJICHUE;

JOKA3aHO, YTO B MO33UMM YCMaHa A3uMa TONOHUM «bOWCYH» HaXOIUTCA B
LHEHTPE HCIOJb3YEMbIX [MO3TOM  HAlMOHAJIBHBIX IMEW3aXel, MNPUPOJHBIX
JaHAMAaTOB, CBSI3aHHBIE C TOPaMHU, XOJIMaMH, Py4YbSIMH, TOJWHAMU, JOPOTAMU
baiicyna, koTopble oO0oOTramarT HACHHO-XYT0KECTBCHHYIO KOHIICIIIMIO T103Ta,
SIBJISTFOIIEHCS TJIABHBIM (DAaKTOPOM TOJIHATUS JTUPUUECKOro madoca; UCIOJIb3yeTCs
nen3ax, MOKA3bIBAIOIIMN HApOJHOCTh, MO TeMaM, BPEMEHa roja, Mo MECTy U
BPEMEHU BO3HUKHOBEHUS, YHUBEPCAIBbHOCTb, COBPEMEHHOCTh; BEIYIIUMHU B
TBOPYECTBE OATA SIBISIOTCS BPEMEHA rojla TAKUE KAK «OCEHbBY, «BECHA», «3UMaY,
WICTOY, «XYT», «KAB30», «XaMall», «CapaTOH»;

MOKa3aHO, YTO B OCHOBE CTUXOB YcMmaHa A3uWma JieXaT CyIbObl POJIWHBI,
CTpaHbl U HapOJia BO B3aUMOCBSI3H C MPUPOAHBIMU SIBICHUSMHU, ITPOSIBIISIOIINECS B
IPUPOJIHBIX JaHAIIaPTaX, KaK SCTETUUECKON KaTEerOPUH BBIPAXKEHUS CHACTIMBOTO,
THUXOTO, TPYCTHOTO ¥ BOCTOPYKEHHOT'O XapaKTepa JUPUIECKOTO Tepos.

BHeapenue pe3yabraToB HcciieqoBanusi. Ha oCHOBE HaydHBIX Pe3ybTaTOB
10 UCCIEAOBAHUIO TUIIOJIOTUY Tel3axa Y cMOHa A3UMa:

B TBOpueckoM Kpyxke npu Corosze mucareneit Y3oekucrana “OHaKOHUM —
mwebpusaT’ (Math 1mo33usl) cAenaHbl JIOKJIAJbl Ha TEMbl XYI0KECTBEHHBIX
MPUHITUTIOB TIOHSTHS TEH3aX, OXBaTa W MaciTada, TEOPETHYECKUX 3aKOHOB U
3a/1ay neisaxa, Ha TeMy Iei3axa B M033UH Y CMOHa A3uMa, KOTopasi MPEACTAET B
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CTUXaX HE TOJBKO KaK 3CTETHUYECKas LIEHHOCTh, HO M KaK BbICIIAsi MOpaJibHas
kateropus. (CrpaBka Ne 01-03/874 Coro3a mucareseir Y30eKucTaHa OT 5 HIOJA
2022 roga). Pe3ynbTaThl UCCIEIOBAHUS TTOCTYKUIIA PACIIUPEHUIO MPEICTABICHUN
MOJIOABIX ABTOPOB O MOITHUYECKHX OOHOBIICHUSX B HAIIMOHAJIBHOM MO33UM H
MOBBIIICHUIO YATATEIHCKON KYJIbTYPHI;

3aKJIIOYEHUS JUCCEPTALMKU O BaXKHOCTH BBISIBJICHUS MEH3aKHBIX KOMILJIEKCOB
BXXHO JUIsl TMOHUMAHUSA 3aKOHOB OXYAOXKECTBJIEHUS MPHUPOAbI, O TOM, YTO
Mel3aKHBIC KOMITJIEKCHI, CUATAsACh YCTOMYMBBIMA KOMOWHAIIUSMHE, 00CCTICUHBAIOT
WHJUBUAYAIbHBIA  “B3MJISA°  KaXIOro MucaTess: OCOOCHHOCTH  BHUACHUS
NpUPOJBI, HCHOJB30BAaHBl B  peaau3aluu  (PyHIaAMEHTAIbHOIO  IMPOEKTa
OT-®1-77 “IlogroroBka k wu3nanuto 100 TomMHuka <«OKeMuyXUHBI Y30€KCKOMH
JUTEPaTypbD», BBIMOJIHEHHOTO B MHCTUTYTE y30€KCKOTO $3bIKa, JUTEpPATyphl U
donbkiiopa (2017-2020) (Cnpaska Axagemun Hayk Ne 3/1255-1884 ot 4 aBrycra
2022 rona). B pesynbprare, B y30€KCKOM M033UM 3HAYUTEIHHO HACHIIIICHBI HAYYHbBIC
B3TJISIIBI O TeH3ake U ero Buaax. [1oAroToBieHsl K M3JaHUI0 U30paHHBIE CTUXU
YceMmona AzuMma;

3aKJIIOYEHUS aBTOpa O BHUJAX TMeh3aka B MO33UM  YCMOHa A3uMa,
MOTUYECKUX 3HAYECHUSX CHUMBOJIOB M 00pa3oB, C(POPMUPOBAHHBIX HA OCHOBE
AJIEMEHTOB TPUPOJABI  UCIONB30BAaHBI ISl TOJTOTOBKM  HAyYHO-IYXOBHBIX
tenenepenad  “bemopnuk”, “Mabpuduit  cyx6atmap”’, “Fazan OYcroHu”
TenepaguoKaHaa “O¢zbekiston” HarmonanbHoit TeIepaguoOKOMITaHUU
V36ekucrana (CopaBka Ne 04-36-939 rtenmepammokanama  “O‘zbekiston”
ot 17 urons 2022 rona). B pesynbrate, y chnymareneil chopMUpOBaIOCh SCHOE
MPEJICTABIICHUE O COBPEMEHHOM JIMTEPATypPHOM Mpoliecce U posin YcMoHa A3uma
B HEM, a CIICHApUU paJHoIepeiad HACHIITEHbI HAyYHBIMU (PaKTaMHu.

Crpykrypa m 00bém auccepraumu. J[uccepramusi COCTOUT W3 BBEACHUS,
TPEX TJIAB, 3aKJIFOYEHHS] U CIUCKA MCIOJIb30BaHHOM juTeparypbl. OOmui 00bEM
muccepranuu — 150 cTpaHuil.
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