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ANNOTATION
In this article the first stages of development and progress of Karakalpak philological science on the
basis of scientific and literary sources, the activities of the scientist who laid the foundation stone at
these stages are descibed. Furthermore, it is proven that the works done in this direction has not
been studied in science and their relevance has been scientifically substantiated. A number of
conclusions have been made on the theme. The study of his life and work, as well as his scientific
work as a scientist who revived many traditions, is one of the problems that needs to be solved.
Key words and word expressions: Karakalpak folklore, Tang Nuri, dramaturgy, karakalpak
literature, drama circles, karakalpak language, orthography.

I'ynaiium U33eToBHa AumOeToBa,
VY36ekucton Pecniybnukacu @annap akageMusicu
VY306ek Tuiu, anabuéT Ba GOIbKIOPU UHCTUTYTH TassHY

JOKTOpaHTH, TOMIKEHT, Y30€eKUCTOH
Aimbetova88@bk

KOPAKAJIIIOK AJABUETINYHOCJINTY BA TWIIIYHOCJIUTUJIATH JACTJIABKH
N3JIAHUILJIAP
AHHOTAIUS
Ymby wMakonmaga wiMuK Ba amabmii manOamap acocuaa Kopakaimok ¢uionorus WIMH
PUBOXKJIAHUIIIN Ba TAPaKKUETUHUHT WIK OOocKUuwiapu, Oy OocKuuiap/ia 1acTiiadKu Tamall TOIIMHU
Kyiran onum (aonustura n3ox Oepuiran. KomaBepca, Oy iynaa amanra OMIMPHITaH WIUTAPHAHT
¢danaa ypraHuiamaraHud Ba J0d3apOiIMTMHU WIMHMH >KuxatnaH acocna® Oepuirad. Massyra noup
6Up KaTop Xyjocalap WIrapM CypwiraH. Mykoma Gomutaran sKyga KyI aHbaHANAPHU KaiiTa
TUKJIAraH OJUM CH(ATHUIa YHUHT Xa€TH Ba WKOIHW, WIMHHA (AONHUATHHH YPraHWII ¥3 €YHMMUHU
KyTaéTraH Macajiajiap CHpacura Kupasiu.
KaauTt cy3 Ba uéopasap: xopakanmnok ¢osbkinopu, Tonr Hypu, mpamaTyprusi, KOpaKaJmnok
agabuéru, mpama Tyrapak, KOpakajanoK THJIH, opdorpadus.



CY3 CAHDATY XANKAPO XYPHANM | MEXXTYHAPOZHbI# XYPHAN MCKYCCTBO CIOBA | INTERNATIONAL JOURNAL OF WORD ART No4 | 2020

I'ynaiium U33eToBHa AumOeToBa,

ba30BbIii JOKTOPAHT HHCTUTYTa Y30EKCKOTO S3bIKA,
nuTepatypsl U ponbkinopa AH PVY3,

TamxkenT, Y30ekucran

Aimbetova88@bk

IMOHEPHBIE UCCJIEJJOBAHUE KAPAKAJIMAKCKOM JUTEPATYPBI M
A3BIKO3HAHUSA
AHHOTAIUA

B crarbe Ha OCHOBe aHanM3a Hay4HbBIX M JIMTEPATYPHBIX MCTOYHUKOB MPHUBOJSATCS ITallbl
pa3BUTHS KapaKaJlakCKON (QuiIonoruu, u Naércsi OLEHKa AESTEIbHOCTU ATAlOB HCCIIEJOBAHUM
Y4EHOr0 OCHOBOIOJOXHHMKA . Ha oCHOBe aHanu3a u ucciieioBaHuil 000CHOBaHA MaJIOU3y4YE€HHOCTh
poOJIeMbl M Hay4dHas aKTyaJbHOCTbh JaJbHEWIMX uccienoBaHuil. [IpoBoasitcst psia BBIBOJOB IO
pe3ynbTaraM uccienoBaHuil. M3ydyeHue ero JKM3HM U TBOpYECTBA, a TaKXKE €ro Hay4dHOM
NESITeIbHOCTH KaK YY€HOTro, BO3POJMBLIET0 MHOTME TPaJWLUU - OJIHA U3 IpodieM, TpeOyoLux
pelIeHuUs.

Kurouesrble cioBa: Kapakannakckuii ponbkiop, Tanr Hypu, apamatyprus, kapakaanakckas
JUTepaTypa, Apama Kpy»kKok, KapakaJnakCKui A3bIK, opdorpadusi.

As it is in the history of all nations and peoples and countries, the growth of national
spirituality does not happen by itself. The growth of the nation's spirituality and enlightenment is
carried out by the most leading intellectuals of the nation known to us. In this sense, as a scientist
who developed the science of Karakalpak linguistics and literature, Kalli Ayimbetov has left more
than 200 literary, scientific researches, textbooks and methodical manuals.

K. Ayimbetov, who had an encyclopedic scientific erudition and knew the national language
and history well, made a significant contribution to the emergence and development of linguistics in
Karakalpakstan. Although he was young, he participated in the creation of the "Karakalpak
alphabet" together with other authors and this textbook was published with the introduction word by
K. Avezov in 1929 in the fortress of Turtkul in 10,000 copies in the Latin alphabet. Together with
Genjebay Ubaydullaev, a scientist from the Republic of Karakalpakstan, he wrote a “project of the
Karakalpak language orthography on the transition from Arabic to Latin script” (Turtkul.1929) and
published several articles on the subject in the newspapers “Kizil-Karakalpakstan” and “Kengash
Muallimi” and reported the questions of the consistent development of the orthography of the
Karakalpak literary language to the scientific community.

In 1923-1933, two scientific-theoretical conferences dedicated to the important problems of
the Karakalpak language were held in Turtkul fortress, which were attended by famous scientists,
academicians A.N. Samoilovich, V.N. Gordlevsky, professors S.E. Malov, P.P. Ivanov, N.K.
Dmitriev, A.A. Sokolov, K.K. Yudakhin, A.K. Borovkov, N.A. Baskakov, G.G. Alfarov,
ethnographers Ardashir Daulet, A.S. Moozova. These Russian scholars studied the theoretical
problems of the Karakalpak language and conducted a wide range of scientific activities, as well as
provided practical help to the young authors in developing the orthography of the Karakalpak
language and creating textbooks. Such cooperation gave its effective results, of course. For
example, K. Ayimbetov participated in organizing the orthography (spelling) conference held in
1932 in Turtkul fortress, and he made a scientific report on the formation of the Karakalpak
language orthography co-authored with professors G.G. Alfarov and G. Ubaydullaev. Also, he
compiled a table of the "Karakalpak alphabet of different periods of time" and indicated with a
visual aid which letter should be written and read in Arabic, Latin and Russian graphics. In 1938-
1940, G. Ubaydullaev, N. Daukarayev, K. Ayimbetov developed a new project of the Karakalpak
language orthography based on the Russian graphics, and this project was approved, and from 1940
Karakalpak writing and publishing were transferred to the Russian alphabet. K. Ayimbetov wrote
about it in his book "Memories of the past":
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“Until the transition of the Karakalpak script from the Latin alphabet system to the Russian
alphabet in 1940, the Latin alphabet served as a cultural revolution in struggling against illiteracy
and educating people in Karakalpakstan. I am also happy to be involved in this work in my time and
to serve for the people, at least a little bit, and I will write down what I remember. I spoke in
Russian and Karakalpak at the meeting of intellectuals on the great political significance of the
transition of our alphabet to Russian graphics. I also spoke on this issue in Chimbay and Kegeyli
districts. I also published articles in the newspapers about the spelling project” [1].

K. Ayimbetov also contributed to the development of lexicography in Karakalpakstan. Since
the establishment of the Terminology Committee in Nukus, he had been actively involved in the
work of Terminkom. For example, in 1934 he compiled the Russian-Karakalpak Dictionary of
Paperwork Terms, which was published in several issues of the “Kyzyl Karakalpakstan” newspaper
in June, July, and August (Kyzyl Karakalpakstan, 1934. Ne110, 111, 116, 118, 121 and etc). Also,
K. Ayimbetov took part in compiling a spelling dictionary of the Karakalpak language. This
dictionary was published in 1940 as a separate book. In the years after World War II, he published a
number of articles, such as “the Dictionary of the Karakalpak Language” (Kyzyl Karakalpakstan,
1951) and “The Culture of Speech” (Soviet Karakalpakstan, November 5, 1971).

Kalli Ayimbetov worked not only in the field of linguistics, but also he contributed to the
development of Karakalpak drama. In 1927-1928 the circle of amateurs expanded in the city of
Turtkul. In the history of the Karakalpak people there was no drama genre, theater, stage art,
because it was the beginning of the first Karakalpak theater in the Soviet era, this theater group was
called “Tong nuri”’(Morning Light) [2; 9-10].

K. Ayimbetov was one of the founders of the national troupe “Tong nuri” (Morning Light),
in which he acted as a prompter. Therefore, the scientist was not an ordinary researcher on the road
of formation and development of art in Karakalpakstan, but one of the devotees of culture who
directly participated in it.

One of the fields of special research of Kalli Ayimbetov was on dramaturgy and its scientific
principles. His dissertation was devoted to the study of the development of Karakalpak drama in the
field of literature, and this study was published in 1963 in a separate book entitled “Essays on the
history of Karakalpak Soviet dramaturgy”. In this monograph, the scholar searched the early
original roots of dramaturgy and stage art, which were new genres in our literature, in the works of
Karakalpak folklore, such as weddings, narrations, forty young men, folk songs, folk tales, short
stories and classics of Karakalpak literature. The first part of the book is entitled "Roots of
Karakalpak Soviet dramaturgy and early dramas" and assesses the role of customs, values and
traditions of the people in the formation of this genre in the new Karakalpak literature as in the
following: "Traditions of the people cover all periods of life. In these traditions, the original
elements of drama, art, theater are manifested”.

They were the wedding spectacles of the Karakalpak people in the past, when the bride was
taken away, or the bride was brought in, and the songs sung at the festivals. At the weddings the
contest “Khaujar”, face opening, boys and girls contest of singing, folk song bakhshis (singers),
narrators, folk programs, clown puppy theatres were of great significance in the life of the people in
the past too [2; 3]. In the early years of the Soviet government, K. Ayimbetov was the founder of
drama circles established in Kungrad, Khojayli and Chimbay districts and later Karakalpak national
drama troupes. In 1927-1928 the ranks of amateurs in the Turtkul fortress increased. His drama
repertoire expanded a bit. The one-night program of the repertoire of drama circles consisted of two
parts (in Karakalpak and Uzbek). It was a one-act play or a piece of play. The second part was
called "Literature" and included poems, folk songs, mostly "Bozatog", "Qizminayim", and the
satirical songs "Pochchajon", "Brothers, let me know", "If I do this, what will be left" by A. Utepov
were sung on the stage. Later, A. Begimov's "Memory", "Freedom from humiliation", A. Utepov's
"The girl who found an equal", the play "Hunger", J. Aymurzaev's comedy "Hakisliler" were
staged.

K. Ayimbetov noted that one of the best plays in the period of emergence and formation of
the genre of drama in the new Karakalpak literature was the drama "The Girl Who Found an Equal"
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by A. Utepov. This work was dedicated to the events that took place in 1925-1926 in the village of
Sorkul, Kungrad district of Karakalpakstan, and was first staged in amateur clubs in Kungrad
district under the name "Shaleke boy". After that, the play was reworked and improved, and in 1932
it was published in the Latin alphabet at Turtkul fortress. A. Utepov's play “The Girl Who Found an
Equal” was included in the repertoire of the Karakalpak national troupe “Morning Lights” in 1927,
and from 1930 to 1934 in the repertoire of the Karakalpak State Theater. K. Ayimbetov explained
the reasons for the drama's success as follows:

“Karakalpak playwrights learned from this play and wrote plays. This play was one of the
plays that the playwright and actor first taught stage skills. A. Utepov was the author of this play
and played the leading role in it” [3; 20].

K. Ayimbetov talked about the comedy "Hakisliler" by the writer Jolmurza Aymurzaev. The
playwright wrote this play in 1927-1928 in order to expose the work of bureaucrats who used state
property for their own needs without considering the interests of the people. But the plot of this play
was very simple and lack of artistic value [3; 21].

The second part of K. Ayimbetov's monograph was devoted to Karakalpak drama before the
Second World War. During this period, great changes took place in the social and cultural life of the
Karakalpak people. The Karakalpakstan Autonomous Province was transformed into the
Autonomous Republic in 1932. While these were the changes in the political life of the
Karakalpaks, there were also major innovations in culture. In 1930, the Karakalpak State Music and
Drama Theater named after Berdakh was opened. In 1932, the Writers' Union was formed and
began to publish the journal "Labor Literature" (later renamed "Jenis khaoazy", "Aodaryspaq
jalyny", "Karakalpakstan literature and art, "Amiodarya")

In 1931 the Karakalpak Research Instituteand in 1934 the Teacher Training Institute were
opened. The youth of Karakalpakstan took education in Moscow, Tashkent, Almaty, Leningrad and
other central cities, and began to work in various fields in their homeland. Of course, these changes
in the social and cultural life of the Karakalpak people had a positive impact on the development of
the genre of drama in Karakalpak literature.

The best examples of the nations of the Soviet Union and world literature of this period were
A.N. Ostrovsky's “Poverty is not a fault”, A.M. Gorky's “Vassa Zheleznyova”, V. Veshnyovsky's
“First Cavalry Army”, Azerbaijani playwright U. Gadjibekov's “Archin mol alan”, Uzbek
playwright Hamza's "The Tricks of Maysara" and French playwright J.B. Moller's "Skapen's
Tricks" were translated into Karakalpak and staged at the state theater, which caused further
improvement of the stage skills of our playwrights and actors.

In the pre-war period, Karakalpak playwrights A. Utepov's “Boyaoshi oakil”, “100 gram”,
“Iyne qalas”, “Eki basli suo qabaq”, M. Daribaev's “Arman”, “Jana adamlar”, “Koklem batyr”, N.
Daoqaraev's “Alpamis”, R.Majitov’s “Tazagul”, J.Aymurzaev’s “Oz tayagi ozine” were staged at
the State Music and Drama Theater. The plays mentioned in the second part of K. Ayimbetov's
monograph were analyzed and their achievements and shortcomings were explained on the basis of
facts.

K.Ayimbetov's book "Essays on the history of Karakalpak Soviet dramaturgy" reflected
thirty years of history, and in the second part of the monograph J.Aymurzaev's "Lieutenant
Elmuratov", "Perzent", "Kolya", S.Khojaniyazov's "Bizin Bahadir" written during the years of
World War II were mentioned and analyzed. He concludes his observations as follows: “Although
the level of wartime dramas in the development of Karakalpak Soviet drama was a bit low, these
plays served to form the patriotic feelings of our people. J.Aymurzaev and S.Khojaniyazov were the
playwrights who contributed to the dramaturgy during the war and wrote plays on this subject [3;
56]. ”The fourth part of K. Aymbetov’s monograph was called “The period of Karakalpak Soviet
dramaturgy after the Great Patriotic War”, in which the scientist briefly dwelled on the plays
created in 1945-1954. During this period, the ranks of playwrights were covered at the expense of
young writers, and their professional skills were enhanced. Classics of Russian literature N.V.
Gogol's “Inspector”, N. Dyakov's "Jasaoli toy", Kazakh playwright G. Murirepov's plays “Kiz
Jipek”, “Kazi Korpesh-Bayan sulio”, Turkmen writer G. Mukhtarov's "Shanaraq namisi", Uzbek
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playwrights H. Hamza's “Rich and servant”, Uygun's “Golden lake”, A. Qahhor's “Shohi sozana”
(“New land”), “Aoirio tisler”, B. Rakhmatov's “Jurek sirlari” were translated into Karakalpak
language and staged. Such wonderful works of fiction had a positive impact on the growth and
development of Karakalpak dramaturgy, and Karakalpak writers learned from them and created
their own new plays.

Among the best plays written in the post-war period, K. Ayimbetov included S.
Khojaniyazov's comedy “Suymegenge suykenbe”, J. Aymurzaev's “Aygul-Abat”, “Amiodarya
boyinda”, A. Shamuratov's "Aral kizi" dramas and analyzed them. Furthermore, in terms of genre,
he considered the fact that almost all of these plays were musical dramas to be one of the main
shortcomings of Karakalpak dramaturgy.

In his work, K. Ayimbetov scientifically explained the emergence of the genre of drama in
the new Karakalpak literature and the period of its thirty-year development. Therefore, this
monograph was evaluated as one of the achievements of Karakalpak literature in the 50s. For
example, the Russian scientist N.A. Baskakov considered the scientific research of N. Daoqaraev,
K. Ayimbetov, M. Nurmuhammedov as one of the great events in the spiritual development of
Karakalpakstan in September 1954 at a scientific conference on the Karakalpak language and
literature in Nukus [4]. K. Sultanov in his book "Kally Ayimbetov a folklorist" said: "This work is
the result of the work of Kally brother, in which he was interested in from a young age, lived with
and grew up together. Because, the new life led to the formation of a new literature. Any innovation
in literature begins with a new person, that is, with the creation of his image. This is his contribution
to the development of Karakalpak literature, to the science of literary criticism” [5].

It can be said that Kalli Ayimbetov was a scientist who carried out the first researches in the
field of Karakalpak enlightenment in linguistics and literature and achieved results in this field.

Literature:

1. K AiieiM6eToB “YTran KyHuapaaH XoTupanap”

2. Auem6etoB.K Kopakanmok coBeT apaMmaryprusicu Tapuxuaad ouepkiap, T.: Hykyc, 1963.

3. Kopakannoructon nasnat apxusu. @.26,a,l.e.x, 357, 20-6.

4.  “Coserckas Kapakannakusa” 26 cenTs0pb.1954.N192(6021)

5. Cynranos K. Kamibl Aitnm0eToB — (oJIbKIOPIUIBL.

6.  Kamanos K., Unmnu anra nyp €rap, Hykyc: Mim, 2010, 92 6.

7.  Hypumberon C., Kamner Aitmumo6eroBke [lurapmanapu. Tom 1. —Hykyc: 1960, 298 299 6.

8.  Cynranos K., ®onknopmu Kamier Aiiumberos. —Hokuc: 1979, 44 6.

9.  PaxmonoB K., Kamibl ara Alium6eToBTUH ectenurude. Omup, ceH yibicad. —Hokuc: 1981,
33356.

10. MaxkceroB K., Kamaer AfiumOeToB Ba Kopakanmnok ¢onbkiopuctukacu—Hykyce, 1989, 246 271
0.

11. AmumoB A Ba EpmmaroB T. Kammer AiumOeroB — wunum  npoktopu //  Coser

Kopakanmoructonu. 1965, 16 anpens. Ne 75 (9148)
12. Kamanos H., Unumna3 akcakan. //Cosetr myrasmmumu. 1965, 21 HosaOpb. No23.



CY3 CAHDATY XANKAPO XYPHANM | MEXXTYHAPOZHbI# XYPHAN MCKYCCTBO CIOBA | INTERNATIONAL JOURNAL OF WORD ART No4 | 2020

CV3 CAHBbATH XAAKAPO XYPHAAH
MEXKAYHAPOAHBIN XKYPHAA UCKYCCTBO CAOBA
INTERNATIONAL JOURNAL OF WORD ART

Imomkulova Oysanam Binayevna

Muhammad al- Xorazmiy nomidagi

Toshkent axborot texnologiyalar

universiteti qoshidagi akademik litseyi o’qituvchisi
oysanamimomkulova@gmail.com

O’TKIR HOSHIMOVNING “TUSHDA KECHGAN UMRLAR” ROMANIDA BADIIY
XARAKTER YARATISH MAHORATI VA RUHIYAT TALQINI

d - | http:/dx.doi.org/10.26739/2181-9297-2020-4-2

ANNOTATSIYA
Ushbu maqolada o’zbek xalqining zabardast va sevimli yozuvchisi bo’lgan, O’zbekiston
xalq yozuvchisi O’tkir Hoshimovning “Tushda kechgan umrlar” romanida badiiy xarakter yaratish
va ruhiyat talqini xususida ayrim mulohazalar yuritiladi. Badiiy ijodda ruhiy tahlilning o’rni va
ahamiyati beqiyos. Har ganday badiiy asarning darajasi unda inson qalbi haqidagi haqiqat qay
yo’sinda, ganday ifoda etilgani yoki tasvirlanganligiga ko’ra belgilanadi. Badiiy asar markazidagi
inson qiyofasi uning ruhiyati tahlili orqali ochib beriladi. Ilmiy fikrlar romandagi gahramonlarning
ichki kechinmalari, xarakteri, 0’y-xayollari, ruhiy dunyosidagi jarayonlar misolida asoslab boriladi.
Tayanch so’zlar: Psixologik-ruhiy tasvir, shaxs tushunchasi, badiiy xarakter, xarakter va
muhit, xarakter va konflikt.

HNmomkyJiioBa Oiicanam bunaeBHa
[IpenomaBaTens akaieMUYECKOT0 JTULES TPHU
TamkeHTCKOro YHUBEPCUTETa HHPOPMAITMOHHBIX
TeXHOJIOTHI nMeHn Mup3o Yiyroeka

HABBIKHA U AYXOBHAS UHTEPIIPETALIUA XYAOKECTBEHHOI'O XAPAKTEPA B
POMAHE YTKUPA TAHLINMOBA "7KU3Hb B MEUTE"

AHHOTALIUSA
B aTo0li crathe paccka3plBaeTCA O CO3JAaHMU XYHO0)KECTBEHHOT'O MEPCOHAKA M TOJIKOBAHHU
IICUXUKH B pPOMaHE HAapOJHOro mnucarenss Y30ekuctaHa YTKupa XOIIMMOBA, OJNECTALIEro U
aro0uMoro mmcarenst y30eKckoro Hapoaa, B pomaHe «Km3Hp B Mmeure». Ponp u 3HadeHue
MICUXOJIOTHYECKOT0 aHalIN3a B HCKYCCTBE HECONOCTaBHMBL. YPOBEHb JHO00TO IPOU3BEACHHS
HCKYCCTBAa OINpENeNseTcss TeM, Kak HCTHHAa O YEeJIOBEYECKOM CEpJIe BBIpaKaercs WIN
n3zobpaxaercs. O6pa3 uenoBeKka B LIEHTPE IMPOU3BEICHUS HCKYCCTBA PACKPHIBAETCS Yepe3 aHAIN3
ero ncuxuky. HaydHble ujien OCHOBaHBI HA BHYTPEHHEM OIIBITE, XapaKTepe, MBICIISIX U IpoIieccax B
IyXOBHOM MHpE TJIaBHBIX T€POEB POMaHa.
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UTKIR HASHIMOV'S MOVEMENT AND SPIRITUAL INTERPRETATION OF
ARTISTIC CHARACTER IN THE NOVEL "LIVES IN A DREAM"

ABSTRACT
This article discusses the creation of an artistic character and the interpretation of the psyche
in the novel "Lives in a Dream" by the People's Writer of Uzbekistan Utkir Hoshimov, a brilliant
and beloved writer of the Uzbek people. The role and importance of psychological analysis in art is
incomparable. The level of any work of art is determined by the way in which the truth about the
human heart is expressed or portrayed. The image of a person at the center of a work of art is
revealed through an analysis of his psyche. Scientific ideas are based on the inner experiences,
character, thoughts, and processes in the spiritual world of the novel's protagonists.
Keywords: Psychological image, concept of personality, artistic character, character and
environment, character and conflict.

Kirish. Badily adabiyotda psixologik-ruhiy tasvirning o’rni benihoya kattadir. Yozma
adabiyotda psixologik-ruhiy tasvir tushunchasi ostida adabiy gqahramonlarning ruhiy olami, ichki
dunyosi, orzu-o’ylari, kechinmalari, kayfiyatlari hamda intilishlarini yuksak badiiylik asosida
tasvirlash san’ati yotadi. Uning mohiyatini esa, qahramon xarakteriga xos xislatlarning, ruhiy
olamining qay holda, qay vaziyatda ochilishi belgilaydi. Yozma adabiyotda psixologik tasvir
anchagina chuqur va ko’p qirralidir, ya’ni unda, nafaqat ruhiy-psixologik tasvir, balki ruhiy tahlil
hukmronlik qilish darajasiga yetadi. Ruhiy tahlil kuchli bo’lgan adabiy-badiiy asarlarda har bir
detal, xatti-harakat, epizod, har bir vogea u yoki bu gahramonning ichki-ruhiy olamini ochishga
bo’ysundiriladi.

Har ganday adabiy-badiiy asar bilan o’quvchi tanishar ekan, uning oldida eng birinchi va asosiy
vazifa-badily asarni tushunish masalasi ko’ndalang bo’ladi. Asarni tushunish uchun esa, o’quvchi
uni o’qish asnosida muayyan qoidalar, qonuniyatlar asosida ish ko’rishi zarur bo’ladi. Bu
gonuniyatlar asarga tegishli bo’lgan va u bilan bog’lig bo’lgan, tushunish masalasini
osonlashtiruvchi bir qator omillardir. Bu omillardan biri, badiiy asarning ruhiyatiga kira olish, uning
ruhiy olamini, qahramonlarning xarakterlari, ichki kechinmalari, o’y-xayollari, ruhiy dunyosini
anglash, demakdir. Badiiy asardagi har bir xarakter, xatti-harakatlar, detallar, vogealar rivoji,
epizodlar orqali asar ruhiyati anglashiladi. Bu, nisbiy tushuncha. Chunki, badiiy asar ruhiyatini
faqat yuqoridagi vositalar orqaligina tushunish mumkin, degan hukm noto’g’ri. Biroq, bu narsalar
asarni to’laroq tushunishda vosita rolini 0’ynaydi, xolos.

Badiiy asarni to’laligicha namoyon bo’lishi uchun gahramon va uning ruhiyati masalasi
birinchi o’rindagi masalalardan biri hisoblanadi.

Adabiyotshunos olim U.Normatov alohida qayd qilganidek: “Hozirgi jahon
adabiyotshunosligida badiiy asar qimmati, darajasi birinchi galda unda hayot va shaxsning yangicha
konsepsiyasi hamda badiiy talqini, ifodasiga garab belgilanadi. Shu yuksak umumbashariy adabiy —
badily mezonlar asosida yondashiladigan bo’lsa, O’tkir Hoshimovning “Tushda kechgan umrlar”
romani 90-yillar o’zbek adabiyotidagi jiddiy voqea, muhim yangilikdir[1]. Bu fikrlardan
ko’rinadiki, 90-yillar badiiy adabiyoti shaxs olamidagi ziddiyatlarni, shaxs va muhit o’rtasidagi
qarama-qarshiliklarni haqqoniy tasvirlashga intilganligidan dalolat beradi. Roman voqealari
hayotning murakkab qirralarini badiiy talqin etish bilan bir qatorda, hayotiy ziddiyatlarning shaxs
xarakteriga tasirini borlig’icha yoritishga harakat qilgan. Shuning uchun har qanday yetakchi
mavzu, ezgu g’oyalarni san’atkorona ifodalay olsagina yuksak badiiylik kasb etadi.
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Adabiyotshunos  O.Sharafiddinov  ta’kidlaganidek:  “Bugungi  adabiyot, badiiy
tafakkurimizda erishishimiz kerak bo’lgan eng muhim jihat — voqelikka dunyoga munosabatda
yangi aspektlarga chiqish, dunyoni yangicha, chuqurroq, yuksakroq idrok qilishga o’tish. Binobarin,
dunyoning, jamiyatning, insonning mohoyatini kengroq ochishga harakat qilishimiz kerak”[5].

Darhagqiqat, badiiy adabiyotdagi estetik o’zgarishlar jamiyatni, ma’lum bir davrni murakkab
qirralarini yangicha tamoyillar asosida talqin qilar ekan, shaxs konsepsiyasiga jiddiy e’tibor garata
boshladi. Estetik tamoyillarning o’zgarishi, inson xarakteridagi ziddiyatlarni, ijtimoiy mubhit
o’rtasidagi vujudga kelayotgan qarama-qarshiliklarni o’sha davr nuqtaiy nazaridan talqin etish
O’tkir Hoshimov ijodida ham o’ziga xos ifodasini topgan. Ana shu nuqtaly nazardan roman
haqidagi fikrlarni umumlashtirish mavzuning yangiligini belgilaydi.

Asosiy qism. Yozuvchi O’tkir Hoshimovning “Tushda kechgan umrlar” romanida badiiy
xarakter yaratish an’anasini, uning talqinini, xarakter va muhit, xarakter va konflikt kabi
xususiyatlar asosida tahlil qilishimiz mavzuning dolzarbligidan dalolat beradi. Shuningdek
mustaqillik davr romanchiligi tarixiy taraqqiyotida adibning o’rni va badilty mahoratini asosli
ko’rsatib berishdan iborat. Adib ijodi haqidagi adabiy—tanqidiy qarashlarni umumlashtirish
jarayonida, o’z mulohazalarimizni qayd qilish orqali, roman badiiyatini tahlilga tortish va badiiy
xarakterlar olamini yoritishdan iborat.

Badiiy adabiyot xarakterlar yaratish san’ati ekan, yozuvchining bir romani misolida, bu
tushunchalarni nazariy jihatdan asoslash, xarakter darajasiga ko’tarilgan badiiy obrazlarning o’ziga
xosligini ifodalab berish orqali bugungi estetik ta’moyillardagi o’zgarishlarni badiiy asar sujetiga
singdirilish jarayoniga jiddiy e’tibor qaratish ham muhim ahamiyatga ega.

Iste’dodli yozuvchi O’tkir Hoshimov «Tushda kechgan umlar» romanida hayotimizning
salbly tamonlari bilan bir qatorda, afg’on urushining fojeali tomonlarini hayot haqiqatidan kelib
chiqib tasvirlagan.

Hozirgi jahon adabiyotshunosligida badiiy asar qimmati, darajasi birinchi galda unda hayot
va shaxsning yangicha konsepsiyasi hamda badiiy talqini, ifodasiga garab beliglanadi. Shu yuksak
umumbashariy adabiy-badily mezonlar asosida yondashiladigan bo’lsa, O’.Hoshimovning «Tushda
kechgan umrlar» romani 90-yillar o’zbek adabiyotidagi jiddiy voqea, muhim yangilikdir. Bir
qarashda roman yangi o’zbek adabiyotida muayyan an’anaga aylanib qolgan mavzu-muammolar —
mustabid tuzum tanqidi, afg’on urushi, «o’zbeklar ishi» qurbonlari haqida bahs etadi. Biroq badiiy
asarda, xususan, romanda yozuvchining yangi so’zi u yaratgan jonli va ko’lamli shaxslar timsoli
orqali gavdalanadi. «Tushda kechgan umrlar» romanidagi talay personajlar, xususan, ikki yorqin
qahramon — Rustam va Komissar obrazlarini yozuvchining bugungi adabiyotimizdagi yangi so’zi,
badily kashfiyoti desa bo’ladi. Asarda Rustam, Qurbonoy xola, Shahnoza, Soat G’aniyev
(komissar), To’lagan, Fotima, Nazira, Mauzer, Mels kabi o’nlab obrazlar galeriyasi mavjud.
Yozuvchimiz bu obrazlarni kasbi kori, turmush tarzi, ijtimoiy kelib chiqishi turli tuman bo’lishiga
qaramasdan bir-birlari bilan shunday mohirona bog’liglikda asar sujetiga singdirganki, natijada har
bir personajning xarakteri shakllanishida, ruhiy dunyosini ochib berishga bevosita xizmat qilgan.

Asar bosh qahramonlari Rustam, Komissar, Qurbonoylardir. Bu uchlik-obrazlar asarning
g’oyaviy konsepsiyasini aniqlashda muhim ahamiyatga ega.

Asar peysaj tasviridan boshlanadi: «Kuz o’lim to’shagida yotgan bemorga o’xshaydi. Oyoq
ostida kasalmand xazonlar ingraydi... Erta — indin osmonga motam libosini kiygan bulutlar chigadi.
Yer ustida uzoq charx uradi-da, achchig-achchiq ko’z yosh to’kadi. Sim-sim yomg’ir yog’adi: to’rt
kunlik umrida dunyoga sig’magan, oxir-oqibat jon taslim etgan tabiatga aza ochib, unsiz
yig’laydin®. Peyzaj tasviri ham inson ruhiyatini ma’lum bir girrasini yoritishga xizmat qiladi.
E’tibor qilinsa, jjodkorning badiiy mahorati shunda ko’rinadiki, vogealarni “...kuz o’lim to’shagida
yotgan bemorga o’xshaydi...” tashbehi bilan boshlab, o’quvchini keyinroqda yuz beradigan fojeiy
vaziyatga ruhiy jihatdan tayyorlab oladi.

Bilamizki, har qanday salmoqdor, ezgu g’oya san’atkorona ifodasini topgan taqdirdagina
qudratli kuch kasb etadi, asar g’oyasi esa o’quvchi qalbini asir etadigan yaxlit sirli-sehrli tasvir
ohangi orqali pafosga aylanadi. Ilk jumladagi mana shu ma’yus, mungli ohang asar davomida
tovlanib, goh sokin, goh shiddatli tus olib vujud-vujudingizni qamrab oladi. Asar qahramoni qismati
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boshdagi o’sha mungli so’zlar bilan intihosiga yetadi. «Kuz o’lim to’shagida yotgan bemorga
o’xshaydi» jumlasi fagat gahramon qismatidagina emas, asarda aks etgan davr, muhit, jamiyatga
ham dahldor — darhaqiqat, o’sha yillari jamiyat bamisoli o’lim to’shagida yotgan bemordek
talvasada edi. Romanda o’zgacha davr, o’zgacha vaziyat, muammo, mojarolar. Biroq bosh
gahramon boshiga tushgan savdolardan qutilish yo’li o’sha — Rustam tipidagi oriyatli, vijdonli
yigitni bu mudhish ko’rguliklardan o’limgina mosuvo etadi. Chuqurroq qarasak, Rustam obrazi
talginida ekzistensializm falsafasining ta’siri seziladi... Darhaqiqat, agar «Tushda kechgan umrlar»
romanini ekzistensializm nuqtai nazaridan tushunmoqchi bo’lsak, Rustam obrazi talqinida o’ziga
tamomila «begona dunyo»da, o’ziga «dushman dunyo»da yashagan shaxs fojeasini ko’ramiz.
Rustam 0’zi yashayotgan dunyoda o’zini mutlaq «begona» his qiladi, 0’z dunyosidan mantiq,
hayotidan ma’ni topolmay qoldiki, ayni shu sharoitda uning qarshisida «hayot yashab o’tishga
arziydimi?» qabilidagi absurdga xos savol ko’ndalang bo’ldi. Absurd falsafasining otasi Kamyu:
«Inson ongidan tashgarida absurd mavjud emas. Uning o’limi bilan, boshqa barcha narsalar kabi,
absurd ham yo’q bo’ladi»,- deb yozadi. Ayni paytda, Kamyu insonning ixtiyoriy hayotdan ketishini
ham yoqlamaydi, aksincha, uning talginida «isyon o’lim emas, hayot manbaidir. Uning tub
mohiyati — vayronkorlik emas, bunyodkorlik mantiqidir». Ya’ni, insonning isyoni voqyelikni
o’zgartirishga, tartibsizlikni (xaos) uyg’un tartibga (garmoniya) keltirishga qaratilishi lozim. Shu
bilan birga, Kamyu — pessimist, dunyoni muayyan tartibga, bir paytlar ma’rifatchilar o’ylagandek
inson uni «aqlga muvofiq holga keltira olishiga» ishonmaydi (aslida, modernizm dunyoqarash
sifatida ma’rifatchilikning to’la inkori bo’lib maydonga kelgan). Demak, Kamyu talqinidagi inson
mavjudligining sharti bo’lmish «isyon» ham avvalboshdan absurddan o’zga narsa emas, u
insonning 0’zi uchungina kerak, uning o’z hayotida ma’ni bor deb o’ylashi uchun aldov, xolos.
Ayni shu o’rinda «Tushda kechgan umrlar»dagi va Kamyu talginidagi «absurd» orasida ulkan farq
mavjudligi ko’zga tashlanadi. O’.Hoshimov umidvorlik hissidan mosuvo emas, uning uchun
«absurd vogeylik» jamiyat taraqqiyotidagi bir bosqich, «absurd tuyg’usi» shu bosqichda
yo’lsizlikdan giynalayotgan shaxs dunyoqarashi, kayfiyatidagi muvaqqat holat. Kamyu uchun esa,
ma’lumki, absurd — universal hodisa, u absurd tushunchasini insoniyatning tongidan shomiga
qadar, azaldan abadga gadar tadbiq etadi...

Rustam — fojeiy shaxs. Katta hayotga endigina kirib kelayotgan, ona yurtning yetuk bir
farzandi, sodiq fuqarosi bo’lishi, el-yurt uchun ko’p ishlar qilishi, sevgilisi vasliga erishib baxtli
hayot kechirishi mumkin bo’lgan bu navqiron o’g’lon umri o’n gulidan biri ham ochilmay turib
xazonga aylanadi. Uning hayotini mustabid tuzum, totalitar rejim siyosatini yurgizganlar, afg’on
urushini boshlaganlar, «o’zbeklar ishi», «paxta ishi» mojarosini o’ylab topgan g’alamislar zavol
etadi. Rustam halokati mana shu mudhish siyosatga zo’r bir aybnoma kabi yangraydi.

Asardagi Komissar obrazi esa murakkab obrazlardan biridir. Uning murakkabligi
shundaki, harakatlarini, faoliyatini oglab ham, qoralab ham bo’lmaydi. Nazarimizda, u, sovet
davrining ramziy ifodasiga o’xshaydi. Asarni o’qish davomida, ko’proq, uning salbiy xususiyatlari
ko’zga tashlansa-da, biz uni butunlay inkor eta olmaymiz.

Davr, jjtimoity muhit shunday ediki, hattoki, ta’riflab berish mushkul bo’lgan darajada,
kishilar e’tiqodi “dogma” holatiga keltirilgan edi. Komissar ham ana shunday e’tiqodi qotgan, 0’zi
uchun qat’iy normalarni yaratib olgan-“prinsipial” kimsa edi. Uning ruhiyat olamiga, psixologik va
ma’naviy qiyofasiga nazar tashlaydigan bo’lsak, o’zgalar fikrini tan olmaydigan, o’z fikrida “sobit”,
0’zini jamiyatning eng kerakli ustuni, ya’ni uni “yot unsur” lardan tozalovchi kishi deb biluvchi
kimsa ekanini bilib olamiz. U hech kimga ishonmaydi, hattoki farzandlari, xotini, yaqinlariga ham.
Yozuvchi uning bu qiyofasini sekin-astalik bilan dalillab boradi. Birinchi dalil uning tergov
hujjatidan keltirilgan biografiyasida ko’rinadi.

“G’aniyev Soat G’aniyevich. Yetmish besh yoshda. Ittifoq miqyosidagi pensioner. Millati-
yo’q. So’qqabosh. Avval sudlanmagan. Qatortol mavzei, 40-uy, 41-xonadonda istiqomat qiladi.
1941 yildan beri partiya a’zosi. Qizil Yulduz, Jangovar Qizil Bayroq ordenlari, oltin medal
nishondori”.[6]

Mana shu tarjimai holda ko’rinadiki, uning hech qaysi millatga mansub emasligi (bo’lishi
mumkin emas-K.Sh) va Sovet hukumati oldidagi “beqiyos” xizmatlari aytiladi.
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-Savolni men...

-Yig’ishtiring demagogiyani! So’roq qilishni bilmas ekansiz. Umuman sistemangiz aynib
ketgan. Tartib yo’q. Tartib bo’lsa, Shomatovni organga ishga olmas edingiz.

-Kechirasiz grajdanin... o’rtoq Komissar... Bu gaplarni siz qayoqdan bilasiz?

-Men hamma narsani bilaman. Bu sohada ish boshlaganimda sizning otangiz ham
tug’ilmagan edi.[6]

Ha, uning hamma narsadan xabardor bo’lib turishi 0’zi va jamiyat uchun eng zarur hol edi.

“Ba’zilar organ deganda nuqul jazo beruvchi tashkilotni tushunadi. Unaga emas. Organ
jamiyatni yot unsurlardan himoya qiladi. Shunday ekan, uning qo’ligina emas, “qulog’i” ham
yaxshi ishlashi shart. Har qanday tashkilotda, hatto yamoqchining do’konida ham “quloq” bo’lsa
ziyon qilmaydi. To’g’ri-da, vaqti-vaqti bilan “tozalash” o’tkazib turmasa boshqarib bo’ladimi bu
turfa jamiyatni!

Urushdan keyingi “tozalash” ham bejiz qilingani yo’q. Aynigsa, olifta intelligentlar
haddidan oshib ketdi. Gazeta-jurnallarda sovet jamiyatini masxara qiladigan narsalar paydo bo’la
boshladi. Maktab o’qituvchisidan tortib olimgacha —hammasi “dono!”. Hammasi-“daho!” Xex!”.[6]

Asardan keltirilgan ushbu parchadan biz Komissar obrazi, uning ruhiy olami, ma’naviy
qiyofasi haqida yanada aniqroq tasavvurga ega bo’lamiz. U haqdagi xulosalarimizni jamlashga
harakat qilamiz.

Asarda ijtimoiy mubhit ta’sirida xarakteri shakllangan Soat G’aniyev obrazi juda hagqqoniy
tasvirlangan. Uning xarakteridagi bo’yin egmaslik, cho’rt kesarlik, shafqatsizlik bolaligidayoq
mavjudligini voqealar tasvirida ko’ramiz: «- Ha —a, kamissar! Qani, bir g’ayrat qil-chi, ko’ramiz
suvga teskari suzish ganaqa bo’larkan!... Soat tag’in oqimga qarshi suzishga tushdi... Bora-bora
qo’llaridan mador ketganini, oyoqlari uvishib qolganini sezdi... 0’z yo’liga oqib yotgan suvga
teskari suzish yaxshi emasligini idrok etdi... - Eshitib qo’yinglar! —dedi Soat alam aralash g’azab
bilan. — Men komissar bo’laman! Albatta bo’laman! Hammangni otaman! «(O’sha asar, 34-36
betlar). Bu satrlarda komissar bo’lish orzusida yurgan, bolalikning beg’ubor damlarini 0’z boshidan
o’tkazyotgan Soat G’aniyevning xarakteridagi xususiyatlar ifodalangan. Komissar umri davomida
hayot oqimga garshi yuradi. Asar boshida keltirilgan va ramziy ma’noda tasvirlangan. «O’z yo’liga
oqib yotgan suvga teskari suzish yaxshi emasligini», - anglagan komissar hayot oqimiga qarshi
harakat qiladi. Natijada, 0’z farzandi ham unga qarshi chigqanda azoblar iskanjasida qoladi:
«Qarang, bu olifta intelligentni! O’z otangni tergashni kim qo’yibdi senga! Zamon qanaqa
bo’lganini sen qayoqdan bilasan! Inqilob g’alabalarini himoya qilish kerakmidi? Mamlakatni ichki
dushmanlardan tozalash kerakmidi? Bundan tashqari harbiy qasamiyodga sadoqat, ofiserlik burchi,
degan gaplar bor!», - deya o’zini oqlashga harakat qiladi. Bu obraz haqida adabiyotshunos
U.Normatov shunday yozadi: «Komissar bilan Nazira ikkisi ikki olam. Komissar — mustabid
tuzumning hukmron mafkuraning qilich va qalqoni, tuzum yetishtirgan «siyosiy hushyorlik»
yozuvlik, shafqatsizlik timsoli. Nazira esa nafosat, poklik ramzi».

Asar davomida komissarga xarakter jihatidan butunlay teskari bo’lgan Nazira oilasida
yaxshigina uy bekasi, vafodorlik yo’lida o’z eriga sadoqatli, farzandlarining sevimli onasi sifatida
ko’z o’ngimizda namoyon bo’ladi. Nazira hayoti davomida birov bilan qarama-qarshilikka
bormagan, hatto erining ishlariga umuman, aralashmagan beozor inson kabi gavdalanadi. Hatto
umri so’ngida ham osongina «jon taslim» etadi. Bu holatni yozuvchi qo’yidagicha tasvirlaydi:
«Nazira hayotida hech kim bilan olishishni istamagani kabi o’limda ham ajal bilan tortishib o’tirgisi
kelmaganidek osoyishta yotar, lablarida alamli tabassum qotib qolgan, go’yo oxir oqibat, bu
azoblardan qutilganiga shukur gilgandek, sen bilan o’tgan umrimga ham, dunyoning ishlariga ham
pushaymonman deb mayus kulayotgandek edi...» (O’sha asar, 142-bet). Komissar Naziraning
o’limidan o’kirib yig’laydi. Ammo bu yig’i uning umrida birinchi va oxirgisi bo’lib qolishini 0’z1
ham tasavvur eta olmasdi.

Romanda tasvirlangan ikki qutbning ya’ni, Soat G’aniyev yozuvlik, munofiglik timsoli
bo’lsa-da, Nazira-poklik, ezgulik elchisi sifatida namoyon bo’lib, ularning hayoti birga kechsa-da,
Naziraning galbida unga nisbatan kuchli nafrat tuyg’usi o’sib ulgurmagan. Shuning uchun ham: «—
Jon dadasi, - dedi yolvorib. - Ertaga chagalogni tug’rugxonadan olib chigishadi. Umrim bino
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bo’lib sizdan hech nima so’ramadim? Iltimos, bir marta xo’p deng, boraylik... Mayli, ko’pmas,
besh minutga... Bir og’iz tabriklab chiqing. Buva bo’ldingiz axir. — O’zing boraver! — Odammisiz
0’zi nimasiz?! — dedi iltijo qilib. — Bir og’iz gap uchun o’z pushti kamaringizdan bo’lgan
farzandingizdan kechasizmi?» (O’sha asar, 139-bet).

Asarning bu satrlarida Naziraning ichki dunyosidagi qarama-qarshilik yanada yorqinroq
ifodalangan. Ammo uning qalbidagi alam asta-sekin yuzaga chiqa boshlaydi. Shunda ham o’zligini
saglab qolishga intiladi. Farzandiga bo’lgan onalik mehri kuchlilik qgiladi.

Biz yuqorida “uchlik obraz” iborasini ishlatdik. Bu uchlikning yana biri Qurbonoy obrazidir.

Qurbonoy-o0’zbek ayollarining timsoliga o’xshaydi. Unda haqiqiy o’zbek ayollariga xos
bo’lgan andisha, mehr-oqibat, iymon, pokizalik saqlanib qolgan.

Faqat shunisi qizigki, nima uchun uning ismi aynan Qurbonoy? Nimaga Sadoqat emas?
Nima uchun Mehrixon emas? Yoki umuman? Shu o’rinda yozuvchi ism tanlashda ana shu ismlarga
ma’lum ma’nolarni yuklaganligiga amin bo’lamiz.

Davrning bo’ronlarida, mustabid tuzumning taloto’plarida aynan o’zbek millatining necha
minglab farzandlari qurbon berilgani tarixiy faktlardan bizga ma’lum. Asardagi ana shu davrning,
tuzumning eng katta qurboni ham Qurbonoydir. To’g’ri, uning ismi haqida asarning bir o’rnida
to’xtab o’tiladi. Bu Komissar navbatdagi ‘“tozalash”ni o’tkazayotgan paytda, Qurbonoylarning
uyida yapon rezidentiga yozilgan xatni tintish jarayonida yuz beradi.

“Qurbonoy emish! Xo’p topibsanmi, qizingni otini! Demak, Qurbon hayitida tug’ilgan.
Maktabda o’qituvchilik gilasan, uyingda Qur’on o’qiysan... Ilon! Munofiq!” Qizaloq hamon onasini
quchogqlab turar, chamasi dadasining oldiga uchib borib bo’yniga osilgisi kelar, ammo notanish
“amaki”dan qo’rqar edi.”’[6]

Bu o’rinda yozuvchining niyati o’sha davrda dinga, diniy marosimlarga munosabat qanday
bo’lganligini ko’rsatish uchungina Qurbonoy ismini tanlaganligi biroz haqiqatdan chetroq tuyuladi.
Albatta, biz ta’kidlagan fikrlarni yozuvchi o’ylagani aniq. Biroq, Qurbonoy obrazi asarda davrning
eng katta qurboni sifatida gavdalanadi. Holbuki, u go’dakligidan boshlab gancha-gancha siyosiy
zug’umlarni ko’rgan, bobosidan, otasidan va so’ngida onasidan ayanchli holda ajragan edi. Bu
voqealar, zug’umlar uning yuragini olib qo’ygan edi. Shuning uchun ham u taqdirga tan bergan,
yozig’ida nimaiki bo’lsa, xudodan ko’rguvchi edi.

Bir qaraganda Qurbonoy obrazi asarda biz istaganchalik vazifa bajarmayotgandek tuyuladi.
Uning asar bosh gqahramoni Rustam bilan bir “dom”da istiqgomat qiluvchi farrosh ayol ekanini
bilamiz. Qurbonoy o’rniga boshqa obraz kiritilsa yoki umuman kiritilmasa ham bo’ladigandek.
Biroq, gap bunda emas, Qurbonoy bilan Rustam o’rtasidagi munosabat unchalik chuqurlashmagan
bo’lsa-da, davr muhiti, tuzum kishilari haqidagi xulosalarimizning yana ham quvvatliroq bo’lishida
Qurbonoy obrazining o’rni kattadir. Chunki, uning taqdiri, o’tmish fojeasi bevosita Komissar bilan
bog’liqdir. Komisar esa, necha minglab qurbonoylarning boshiga yetgan jamiyatning “qo’li”
hisoblangan. Komissar xarakterining to’laqonli ochilishida Qurbonoy obrazining roli kattadir.

Xulosa. Roman epik hodisa bo’lgani holda undagi biz uchun eng muhim jihatlardan biri
subyektiv ibtido (ya’ni, asarda tasvirlangan narsaning o’zigina emas )dir desak, yanglishmagan
bo’lib chiqamiz. Zero, roman ijodkor tomonidan ko’rilgan, idrok etilgan va qayta yaratilgan
borliqdirki, unda muallifning 0’zi yashagan yoki asarda aks ettirilgan davr (jamiyat va inson)ni
ganday tushunganiyu baholagani — dunyoyu davr konsepsiyasi o’z ifodasini topadi. Avvalroq
aytdikki, klassik tushunchadagi roman ijtimoiy-shaxsiy ehtiyoj mahsulidir. Bu ehtiyoj esa ijodkor
shaxsning jamiyat bilan ziddiyatidan yuzaga keladi, ya’ni roman o’z hayot yo’lida chigal
muammolarga duch kelgan ijodkorning "ziddiyatli holatni adabiy yo’l bilan yechishga urinishi"dir
[7]. Mazkur ehtiyojni qondirish uchun ijodkorning hayot materiali(dispozisiya)ni badiiy idrok
etishiyu ideal asosida qayta ishlab badiiy reallik(kompozisiya)ka aylantirishi taqozo qilinadi.
Vogeylik bilan muntazam muloqot asosida amalga oshgan ijodiy jarayon (badiiy tafakkur) asar
strukturasida muhrlansa, muallif anglagan haqiqatlar asar butunligi(sistema)da o’z ifodasini topadi.
Modomiki, romanning badily voqeyligi muallif ko’zi bilan ko’rilgan va ideali asosida qayta
yaratilgan borliq ekan, u ganchalik obyektiv tasvirlanmasin, bari-bir ijodkor subyektini o’zida aks
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ettiraveradi. Zero, muallif subyekti roman situasiyasidayoq,[8] ya’ni unda personajlarning
joylashtirilishiyu har birining asar vogeyligida tutgan mavqeyidayoq ko’zga tashlanadi.

Yuqoridagi fikrlarni umumlashtirgan holda shunday xulosaga keldikki, O’tkir
Hoshimovning “Tushda kechgan umrlar” romani o’zbek adabiyotidagi jiddiy voqea, muhim
yangilikdir.  90-yillar badiiy adabiyoti shaxs olamidagi ziddiyatlarni, shaxs va muhit o’rtasidagi
qarama-qarshiliklarni haqqoniy tasvirlashga intilganligidan dalolat beradi. Roman voqealari
hayotning murakkab qirralarini badiiy talqin etish bilan bir qatorda, hayotiy ziddiyatlarning shaxs
xarakteriga tasirini borlig’icha yoritishga harakat qilgan. Yozuvchimiz bu romani orqali badiiy
xarakterning go’zal na’munalarini yaratdi. Badiiy adabiyot xarakterlar yaratish san’ati ekan,
yozuvchining bir romani misolida, bu tushunchalarni nazariy jihatdan asoslash, xarakter darajasiga
ko’tarilgan badily obrazlarning o’ziga xosligini ifodalab berish orqali bugungi estetik
tamoyillardagi o’zgarishlarni badiiy asar sujetiga mohirona singdirganligidan dalolat beradi.
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AHHOTAIUS

MasbiymKy, xaxoH afgabuéruaa Mud Ba acoTupiap Kyjaa MyxuM Ypul tyTtanu. Kaiicu Oup
MUJIIAT agadueéTnura Ha3ap coimacak, Ma( Ba 3pTakiap MIUIATHUHT SIIAINI Tap3u, XyCyCHATIAPUHH
y3ura MyxaccaMm STIaHJIUTMHUHT T'yBOXU Oyinamu3. Mud Ba spTakilapHMHI acoCuil KaxpaMOHJIapu
3ca TypJid MWJUIAT afabuéTinapuaa y3raua Oyiummra Kapamai, 6apyacu SXIIUINK Ba I3TYJIHK Capu
4opJIoBYM 00paznap xucobmanaau. by o6pasnapHuHr Oab3unapu peas Xa€tna MaBxKya OyiMacana,
pTak Ba adcoHanapiard oOpas3iapu OpKadu KYMUWIMKHUHT KYHIJIMJAH >KOM oJraH Jaecak
MyOonara Oynmainau. Murnu3 Ba y30exk amabuéruna MuQoioruk oOp3iapHU KUECHN YpraHap
dKaHMH3, Oy MKKM MIJUIAT ajaduéruaard MuGooruk odpasiap opacuaa MyIITapak XyCyCHSTIIap
Ounan O6upra TadoBYTIAPHU XaM KYpHUII MyMKHH.

Kaxonmarn Typiu Xankjap OF3akd Ba €3Ma amabuérmaa Kymuwiap oOpa3u alloxXuaa YpuH
TyTajau. Yap KYpHHHUIIN, OBO3U OpKaiH Oup-Oupuian dapk Kuica-na, KymuH4a SKMH MabHOJIAp/Ia,
yXmam 0aguuii-3cTeTHK (QyHKIFsIIapaa TATKUH STHIIUINN )KUXAaTHIAH YbTHOOPHU TOpTaa. Xy IIH
Iy TOMOHJIaMa JyHE XaJKJIapu opacuaa KylUiap XaKuaa KeHT TapKajiraH adcoHa Ba 3pTakiap
JTUKKaTra cazoBopaup. AdcoHa Ba sprakiapia Kyn KyJUIaHWIAIUTaH KyluiapaaH OOWMKYII, Kapra,
CUMYPF, KaKHYC KaOW Kymuiap oOpa3w Xap MKKaja anadueT HamMyHalapuja y3rada oOpa3HU aKc
sTrad. Macaman, Kapra oOpa3u HWKKaja afa0MET HaMyHajapuaa XaM XyAad OOWKyIUIapJeK ToxX
casiouii, rox mxoOuil Tumcon cudaruga akc 3rrupwirad. Marmm3 anabuéruna Mudonoruk Tor
Kymu — PoOuH KeHT Kyiutanaauran oOpasnapaan oupu Oyiica, y¥30ek amaduéruaa CUMypr, KakHYC,
XyMO Kabu Kynuiap oopa3u Mapxya. Kymnuiap o6pasu uHrim3 Ba y30ek agabuétu HamyHanapuaa y3
VpHura sra 6ynu0, yaap axaMHUsITIM TUMCOJUIap/AaH caHallau.

OBPA3 IITHI] B AHIJIMHCKOM U Y3BEKCKOM JIUTEPATYPBI
AHHOTALIUA

W3BecTHO, 4TO MU(]BI U JIETEH/IbI UTPAIOT OYEHb BAKHYIO POJIb B MUPOBOM JuTeparype. Eciu
HE CMOTpETh Ha JINTEPATypy KaKoro-inOo Hapojia, Mbl YBUJIUM, YTO MU(BI U CKa3KH BOIUIOIIAIOT
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o0pa3 *KU3HU U 0COOEHHOCTH HalMU. [ J1aBHBIMU reposiMu MU(OB U CKa30K, XOTSI U YHUKAJIbHBIMU B
JUTEepaType pa3HbIX HAPOJOB, SIBJIAIOTCS 00pasbl, MpuU3bIBarolie K 1o0py u modpore. XoTs
HEKOTOpBbIE M3 O3TUX H300paKEHUH MOIYT HE CYIIECTBOBAaTh B pPEAJbHOM JKU3HHM, HE Oyzer
MIPEYBEINYECHUEM CKa3aTh, YTO OHHU MOKOPUJIN CepJilla MHOTMX CBOMMH M300paKEHUSIMH B CKa3Kax
u nerengax. CpaBHuBas Mugosornueckue odpasbl B aHIMIIMMCKOW M y30€KCKOM JHUTeparype, Mbl
BUJIUM OOIIME YEepPThl U Pa3IuuMsi MEKIy MUGPOJOTHYECKUMHU 00pa3aMu B JIMTEPATYype ITUX JABYX
HapOJIOB.

N300paxenune nrui 3aHUMaeT 0cob00e MECTO B YCTHOW M MHCbMEHHOH JIMTEPAType Pa3HbIX
HapoJ0B Mupa. XOTsA OHU OTJIMYAIOTCS JPYT OT JApyra 10 BHEIIHEMY BUIY U 3BY4YaHUIO, OHU YaCTO
MPUBJICKAIOT BHUMAaHUE C TOYKM 3pEHUS HUHTEpHpeTaluud B OJM3KOM CMbICIE, B CXOJHBIX
XYJO’KECTBEHHO-3cTeTuYecKuX (GyHKiusax. OOpamaior Ha ceds BHUMaHUE paclpOCTpaHEHHbIE Y
HapoJI0B MHpa MU(BI U CKa3KU O NTHUIIAX B TOM K€ HanpaBieHuH. Y3 nTuil, 0ObIYHO HCII0Ib3yEeMbIX
B Mu(ax u cKa3kax, o0pa3 MTHII, TAKUX KaK COBBI, BOPOHBI, U ACTPEObI, UMEET YHUKAIBHBINA 00pa3 B
o0oux nUTEpaTypHBIX 00paznax. Hampumep, oOpa3 BOpoHbsI H300pakaeTcs B IUTEpaType Kak COBa,
KaK HeraTUBHBII 00pa3 U B TO e BpeMs MO3UTHUBHBIN. B aHrnmuiickoil nuTepatype 0OlHUM U3 CaMbIX
pacmpocTpaHEeHHBIX 00pa3oB sBIsiETCS MUdOIOrHYecKas ropuas nrtumna - PoOuH, a B y30ekckoit
JUTEepaType BCTPEUAIOTCS] M300pa)KeHUs NTHLl, TAKUX KaK CUMYpT, KakHyc U xymyc. O6pa3 nruil
HMMEET CBOE MECTO B B CKa3Kax U JIEr€HJaxX aHTJIMHCKON U y30€KCKOM JINTepaTyphl, 1 OHU SBJISIOTCS
BaYKHBIMH CUMBOJIAMH.

THE IMAGE OF BIRDS IN ENGLISH AND UZBEK LITERATURE

SUMMARY

It is known that myths and legends play a very important role in the world literature.
Observing the literature of any nation, we will see that myths and fairy tales embody the way of life
and characteristics of the nation. The main characters of myths and fairy tales, although unique in
the literature of different nations, are images calling for kindness and kindness. While some of these
images may not exist in real life, it is no exaggeration to say that they have won the hearts of many
with their portrayal in fairy tales and legends. Comparing mythological images in English and
Uzbek literature, we see common features and differences between mythological images in the
literature of these two peoples. The depiction of birds occupies a special place in the oral and
written literature of different nations of the world. Although they differ from each other in
appearance and sound, they often attract attention from the point of view of interpretation in a
similar sense, in similar literary and aesthetic functions. Myths and fairy tales about birds in the
same direction, widespread among the peoples of the world, draw attention to themselves. Of the
birds commonly used in myths and fairy tales, the image of birds such as owls, crows, and hawks
has a unique image in both literary examples.

For example, the image of a crow, as well as an owl, is depicted in literature, as a negative
image and at the same time positive. In English literature, one of the most common images is the
mythological mountain bird - Robin, and in Uzbek literature there are images of birds such as the
simurg, kaknus and hummus. The image of birds has its place in fairy tales and legends both in
English and Uzbek literature, being one of the most important symbols.

Kaxonmarn Typim Xankjap OF3akd Ba €3Ma amabuérmma Kymuwiap oOpa3u ajlloxuaa YpuH
TyTaau. AcocHiicy, ynap KYpUHHUIIN, OBO3U OpKaJd Oup-OupujaH ¢apk Kuiaca-1a, KynuH4Ya SKUH
MabHOJApJa, yXmam Oaguuil-35CTeTUK (QyHKUMsIIapa TaJKWH STUJIMUILN KUXATHJAH dbTUOOPHU
TopTagu. Xyaau 1y TOMOHJIaMa JAyHE XaJIKJIapHu opacuja Kylulap Xakuja KeHr Tapkairad agcoHa
Ba ApTaKiap AMKKATra ca3oBOPAMp. Yiapja ep Ba OCMOH y3pa MapBO3 3TyBUM KylLIap KyIUHYA
xynomap xabapumcu cudaruga TacBupiaHraH. MacanaH, kaOyrapiap IOHOH MHUGDOJIOTHSACHIA
Acrapre kymu, Adponuta, Benepa, Mykaggac Pyx kabu wmudomoruk o0OpaziapHUHT
maKylaHumura cababun xamaa BadoOT ATraH KUIIMJIAPHUHT PyXH, YITaHJIAPHUHT THMCOJIH
cupatuna akc orrupwiarad. HWpmann wmudonoruscuna Opun  o0pa3u  Kapra THUMCOJIMAA
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raBiajaHTUpuiaran  Oyinca, TtypHamap I'epmec, MepkypuliHUHT MyKazgac Kymud, Kenbr
mudonorusicuna Ou Kyuu, Oyprytiaap 3esc Ba HOnuTep aBnoainapu cudaTiaa TAIKUH KUIMHTaH.

Bbolikym pespnu Oapua XanKJIapHUHI OF3akd Ba €3Ma afaOuéTuaa KeHr KYJUIaHaIuraH
oOpaznapman Oupuaup. AWTunUIapuya, OOMyFmmiap “Wwuku EpyFJIMK’Ka dra O0ynu0, maHa mry
Tydaiin ynapjaa TyHJIa KYpull KoOwnMsTH wwakuiaHrad skaH. [lynucu Oopku, adcoHa Ba
sprakiapiaa Ooiikymira Oyiaran MyHocabar Typiidda dKaHU Ky3aTuiaau. boilkym oOpasu nactinad
donpKIIOp acapiapuaa TadkuH KwinHa Oonwianrad. CyHrpa €3ma agabuérra xam KupuO Kenras.
bab3u xankmap Oo¥kymra KypKyB, HadpaT XUCCH OWIIaH Kapaca, OOIIKa OWp XaJK yHra JOHOJIUK
TUMCOJIM, KacaJUIMKJIApHH J1aBOJIOBYM TaOuO, cexprap, xa€T Ba YIuUM opacujaard “Kynpuk’
cudaruga kapad, sxTupoMm kypcatamau. Kymmanan, Xxuaa ¢GoJIbKIOpUAa OOMKYIIIAp KellaKaKHU
OamopaT KWIyBYM Kydra sra JOHOJMK TUMcoiuaa TacBupiaHaau. FOHOH adconanapuma, D3om
spTaKiIapuya XxaM OOMKYIl XyAau IIyHAAW XycycusiTiap OwWiiaH raBIajaHTUPWIraH. AMMO ypTa
acpiapra kenmu0® EBpomama GoiKymn xakumard Kapaluiap acTa-CeKuH y3rapa Oomnuiaran. by maBp
agabuéruna OolKymnuiap €By3 Kydujgap OwiaH OupramraH, KOpOHFY Ba H]Ioc xoiiapiaa KyHUM
TONTaH, AJIMOFU3 OWJaH AYCTiIalraH, €IFU3JIMKHU ad3an KypraH cajbuil oOpa3 KYpHHHUILUIA
TaJKUH KWJIMHTaH. Y TyH Kabpujaa dapakiaad TypraH Ky3jgapu Ba €KUMCHU3 YMHKUpUFU OWiIaH
KUIIWJIApHU KYPKyBra COJyBUHM, €BY3JIMK XaMJla YIIUM IapHacuaaH japak 0epyBuM Kyil cudaTuaa
tacBupinanrad. XVIII acpra kenu6 sca OOWKyUUIApHUHT OPHUTOJOTMK XYCYCHSITIIapH YYKYp
VpraHwIvIyM HaTWXacuia yjap XaKugard TyloyHdanap keHraim6, XX acp Oockuuuma ymap
aBBAJITMJIall JOHOJIMK Ba 0AIIOPATYMIIMK paM3ujia HKOOU MabHOIAry TAIKUHUTA KaliTa SpUIITaH.

BolKymHUHT 00pa3IaHTUPWIMII TapuXuUra 4YyKyppoK Haszap COJMHCA, YHUHT OUp WIIU3U
KaJUMI'H IOHOH Mudosoruscura Oopud TakKanuIIM Ky3aTwiaad. buHoOapuH, yHIAa JIOHOJUK
MabOynacu AduHa OOMKYIIHUHT KaTTa-KaTTa Ky3Japyu Ba BUKOPIM KYPUHUIINIAH TabCUPIaHUO, Y3
épaamuncu OyiraH KapraHu capoduJaH Xailjamu Ba YpHUTra OOMKYIIHM EpamMud KWIHO OJIHUIIN
aiftiagu. ly-mry Kuuuk 6oiyrmu (Athene noctua) AQUHAHMHT CEBUMJIM KylIura ailianu0, Oy
KyILUIApHUHT OWJIaCH aJOXMJla XUMOSra OJMHUO, acTa-ceKMH AKpomoJjiucia Tapkajia OolliaraHu
0aéH stunanu. Mana 1y cababiv IOHOH KYIIMHIapu OOWKYIIHH A(UHAHUHT TUMCOJIM OMINO, YHU
TypJid ypyluuiapjaa y3iapura JOMMHH XaMpoX, Magaakop cudaTuiga oaud OpUIIrad. Arap >KaHr
onauaaH OOMKYI ackapiap ycTunaaH y4uub yrca, Oy Oyiakak skaHTAa ranabara SpHINHII OelITUCH
cudpartuna kaOyn Kapairad. bolKymira myH4YaJuk MIDOHY Ba 3XTHUpomja OyiaraH roHOHIap V3
TaHTAJIAPUHUHT OPKAa KUCMUJIa YHUHT CYpPaTUHU aKC 3TTUpHINTraH. TaHnranapaa O0NKyIl CypaTHHUHT
aKC STTUPUIIMIIM CaBJ0-COTHK MHIUIAPUHUHT OMAJJIM Ba JapoMajuld OYIMIINIa MIIOHY OWiIaH
oornuk Oynran. KomaBepca, 1oHOHIap OOWKYIIHM KYHIAIUK Xa€TIapuaa WIXOM OaFruIUIOBYN KyIII
ne6 omnrannap.[3]

Kamumru Pumpa sca Ooiikym »kacanu Oupop-OMp HOXYLUIMK OJITUHU OJIMII EKU YHU
TYXTaTUII MakcaJuJa XOHAJOHJAp JmMrura wuiand KyhwiraH. Ammo 0Oab3u ManOanapzaa
OOWKYITHUHT KHYKUPUFH TaxXJIUJ conaéTral YIMMHUHT Oenrucu cudaruaa kypcarmwirad. Macanas,
HOnuit Lle3zap, ABrycr, ArpunnajapHUHI VIMMHHM U1y KyII KUYKUpUFM Oamiopar KWiIra,
neviunaau. Macanan, Yuneam lllexcnupuunr mamxyp “lOnuit Lesaps” acapuna myHail TaakuH
Ounan OOFNIMK KyHujaru napua yupaiinu: “...yesterday, the bird of night did sit Even at noonday,
upon the market place, Hooting and shrieking”. Y6y napuanaru the bird of night, spHM TyHTH
KyIll TacBUpUN udojacu opkaiu OONKyll Hazapaa TyTwiran OYnuO, YHUHT “KMYKUPHUIIM Ba
yuitminamu” (Hooting and shrieking) xenaérran ynuMaan gapak s3KaHiIury ugoagaHraH.

Turpuc Ba KOdpar napénapu opanuruaaru TeKuciaukaa Oynud yrtraH Pum apMusicMHUHT
MaFIyOuaTH OJITMHIAH OOMKyILIap TOMOHHUIAH OWAMpUiTaHiurd adcoHaiapia auTud YTUITaH.
[3]

WkxkuHun acp OamiopaTdyucu XHMCOOJAHMUII ApPTEMHAOPYC TyliAa OOMKYIIHM KYpHII
Oynaxkak caéxaTHUHT MyBa(QaKUATCU3IMKKA yUpalIMHU OMJITUPUIIMHYI TabKUJJIaraH.

Nurnms amabuétmma xam OOMKyII >KyJa Kyn KyJulaHuiraH MudoIoruk oobpas Oymuo,
KOOMI Xxama canbuit xycycusiapaa udoaa stwirad. Macanan, ombopxona 6orkynuiapu (Barn
Owls) mymnuk, EMOHIUMK TUMCOJIM XMCOOJIaHTaH, YyHKHU yJiap KOPOHFYJHMK Kylnulapu cudaTtuaa
YIMM JapaKyyMCcH CAHAITaH. YH CAaKKM3MHYHM Ba YH TYKKM3MHUM acp moupiapu PoGepr Bieep Ba
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Yunesam YopacsotTiap ¥3 mebpiapuga omoopxona Ooiikynutapu (Barn Owls)an “avunk kucmatr”
napaxkumiapu (bird of doom) cudaruna xyga kyn kymtamrad. boWKymimap yJapHUHT CEBUMITH
TUMCOJUTApU XHUCOOJIaHTaH. AHIIMsAa siHa oMOopxoHa Oorkynuiapu (Barn Owls)ra aucbaran 006-
XxaBo OamiopaTurcu cudarujga xaMm KapajiradH. BoHKylIITapHMHI KUYKUPUFU COBYK XaBO EKH
OYPOHHMHI SKMHIAIIASTIAHINIUIAH 1apak XUCOOIAHraH. YH TYKKH3MHUM acpiapia AHIIHAIA
YaKMOK Ba €MOH XaBOHHUHI OJIJMHM OJIMII MakcaJauia oMOOpXOHa SUIMKIapura OOMKYITHUHT YUK
TaHacu ocu0 Kyuunrad. MIHrnu3 sprak Ba adcoHanmapuaa OOMKyIuIap aipuMm KacauIMKIapra JaBo
cudaTnia XaM TaJKWH KWIMHraH. MacaiaH, OOMKYIIHUHI TYXyMHHHU XOM XOJJa M4YMII I1apoOra
PYXXY KYWHITHUHT, WYKHJINKOO3JIMKHUHT OJIAMHM 0Jiajn, Ae0 Kapanrad. TyXyMHH KOBYpPraH XoJijaa
TaHOBYJ KWIHII 3Ca Ky3 HYpPUHHM SXIIWIAIINIAa WIDOHWITaH. BOMKyII T'yIITHUAAH Tan€piiaHraH
KallHaTMa WIypBaZaH 3ca CypyHKalIM WyTanHu pAasojamija ¢oiinananwirad. byHpait omatnap
XaJMraya WHIJIM3 XallK TaboOatuaa doiiganaHu® KeIMHMOKAA. AHTIUSHUHT IIUMOJIMA KUCMUJA
aca OOMKYIITHU KYpHIll oMaja Oenrucu xucobnanra. [1]

Nurnm3 agabuétuaa sHT KN KYJUIaHWITaH Kyl oOpasiapuaaH siHa oupu Kapragup. Kapra
o0Opa3u xaM Xyaau OOUKYIIJIapAeK TOX CaIOni, TOX MKOOUH TUMCONT cudaTuaa akc dTTupuiras. [1]
Mynapnan Oupu HWpnang adconanapunaru Moppuran (Morrigan or Morrigu) o6pa3zuup.
“Moppurad” CY3MHMHI MabHOCH “apBOX Kuposuya” jaeraHu OynuO, y Kagumru Wpnann
agabuéruna ypyui, Takaup Ba YIuM XyAocu xucoobnanrad. by o6pa3 adconanapna ¥3 KypuHUIIHHA
TE3-T€3 y3rapTupa oJIauraH Ba KyNMMHYA KOpa KapFa KYpPUHUIIHAA HAMOEH OYIaiuraH, ypyuiaaH
OJIIH KY3ra KYpHHCa, JaxIIaTiu Xxabdap Japakuyucu XxucobiaaHran Kuédanapaa raplalaHTHPUIITaH.

Adconanapna aitminmunda, Moppuran aciuga ban6 (Badb), Maua (Macha) Ba Hewmeitn
(Nemain) ucMiau yd4 dru3 ONa-CHHTWUIapAaH Oupu Oynran. Ammo O0ab3u Oup ManOamapnaa
Moppuran Mamxyp y4inmk, sbHM ep xygomapu — Opuy (Eriu), Ban6a (Banba) Ba ®oja
(Fodla)nmapaunr 6upu cudaruna kypcatuinrad. Aiipum ManOanapaa sca, Upmanaus HOMH XaM 11y
MupoHUMAAH Kenub YMKKaH Jierad gukpiaap maBxyl. AbpHu “Eire” Ba “land” cy3napu kelnH4yaink
Wpnanaus Cy3MHUHT MIaKJUIaHUIIUTa cabad Oyaranmuru aitunanu.[4]

Moppuran, acocas,kupoianya Maus naBpuaa KoHHar apmusicnra Kapiiv jKaHrjga Yicrep
maxpuan xumosi Kuirad xkacyp Kyxymun (Cuchulainn) xakupmaru mamxyp spTakiap KaxpamOHH
cudaruma IpTHOOP Mapkazuma OynraH. Kyxymun sca wupnaHn MuQOJOTHSICHHUHT  aCOCHM
KaxpaMmoHiapugaH Oupuaup. By TypkyMm osprakmapaa TacBupiaHuimimua, KyxynuH Kypamiaa
OylmIMaHHU OupmMa-Ooup KupuO tanuiaérranna, Moppuras rysain Ku3 KYpUHHUIIUTa KUpUO, Oup Heda
MapTa yHM HyngaH o3aupMokuu Oymaau. Ammo Kyxynun MoppuraHHuHT MadTyHKOpJIMTUra
yuMmaclaaH, yHH paja 3Tagu. byHJaH KaTTHUK JkKaxiM 4YMKKaH Moppuran Te3ga WIOHOAINK
kypunumura kupu6, Kyxynmun ¢uopn (Hopserusgaru Kuprokiapu KOsuld, TOp Ba YyKyp ACHTU3
Kypda3u) opkaau KeTa€TraHuJa YHUHI O€FM Tarura TymuO WMKUTMOKYM Oynanu. bupok smuwmn
Kyxynun minon6anukau te3na TyTuO onul, YHU KaTTUK caBayaiiju. Moppuran 3ca siHa Y3UHUHT
CeXpyid Ky4MHHM HUUIaTUO, napxon Oypura aitnmananu. Atpodparn uvopBanu KyxynuH ycrtura
xaiinad conanu, nekuH Yyuyndein sHa Y3UHUHT 3MYWLUIMTHHA KypcaTuO, MOppuraHHUHT Ky3ura
KaMOH OpKaju YK y3u0, YHUHT OWp KY3WHH KapoxaTiaiau. Moppuran Oy raim maapxoil O0y30K
KypuHMIIUra Kupaau Ba KyxynuHra TaruH XyXyM Kwiaau, amMmo Oy cadap XaM YHHUHT
ypununuiapu oedoitna 6ynu6, Kyxynun yHu §3 kamoHuJaH YK oTHO, OEFMHM sipanaijiu. DpTak
oxupuaa Kyxynun >kanrgaru ramabacugad XypcaH]l Tap3/a yira Kautaérranuaa, CHTAp COoraéTran
Ooup kapu aénra myd kenaau. Adcycku, Oy a€mHMHT OUp KY3W KYp, OMp OEFHM UYIIOK IKAHIUTH
Kyxynunara Moppuranuu scinarmaiian. A€n yHra yd xymiam cyT oepanu. Kyxynun aénau O6epran
CyTH y4yH aAyo Kwiamud. Jlyo Kuna€tran maWtuga Kapu aéaHUHT Xap Oup »KapoxaTd Ty3aia
oonunaitan. Kyxynun sca Oy aén MoppuranHUHT sHTH Ku€dacy SKaHIUTUHE Vilnad XaM Kypmanan
Ba ¥3 Ayonapu OwiaH yHU JaBOJIallJa JaBOM 3Taad. MoppuraH my Tap3ia CYHITH Maporada
Kyxynun onnuaa yHuHr ynumunad OypyH naigo Oynaau. KyxynauH skaHriapHUHT OupHia KaTTHK
spajaHaay, aMMo )apoxarjapura KapaMmai, AyliMaHra THK 0okaau. AiHu 1y maitna Moppuran
YHUHT €JIKacura Kopa Kapra KypuHUIIHAa Kenud KyHno, KyXynuHHUHT YIuMugaH qapak Oepasu.

[4]
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Nurnms agabuérnaa Mudosoruk Tor Ky — POOMH KeHT KyiulaHaguraH oOpasiap/aH sHa
oupuaup. EBpona amabuéruna Oy xym “red breast”, spHu “Ku3mi Oarupiu Kymr” 1ned artanaju.
IBen adconanapuna Oy kymnu Tommuu Jlunen, Hopserus spraxiapuaa nurep Poc Tentak neran
ucmiap Ownad aramral. MHrmm3 agabuéruaa sca moup Bopiacsope Oy Kyiira y3 mebpusTiia Kym
Maporaba Mypokaar KwiraH. PoOuH Oy TOF KyIIMHUHI YMyMHUIl HOMJIaHUIIM OYnuO, 3pTak Ba
apconanmapaa yuuar Pobun ['yademno, XoOroOmwH, PoOro0nmH kabu Oomka HOMIIApU Xam
yupaiau. Y yu-py3rop Kymm cudatuga Tabpudranumm kysatwiaaud. Iy mabHOma y yiima
ookmtanu. Omamiap Oy KyIl cakjaHTaH XOHaJOHTa 0axT-oMaJ KeJWINHWra WIIOHUIITaH. Arap Oy
Kym Kadacma cakiaHca €ku yaaupuica, OyTyH owmiara 0ano-Ka3o Enupuind KeIuIu
TabKUJUIAaHTaH. YJIAapHUHT adCcoHaBUU Ba MyKaagac Kyl OHKAaHJIMIM KHUILJA aiHaH YepKOB
TOMJIApUHHU TaHjdauuiapu muconuaa atud yrwirad. Tor kymu — PoOunmap XKopx Cwmur,
Anexcannp Ilon, lon Xon kabu HMHIIM3 HIOMPIAPUHUHT LIebpiapuia Te3-Te3 YyupalIura
oOpaznapaan 6upugup. Taxmunan 1500 dunna Ywunbsm Beibkep y3ununr mamxyp “The longer
thou livest the more fool thou art” gpamacuma PoObunmapHUHT KaXpaTOH KUIIAaH KOYHO, YEPKOBIA
[IAHOX M3JlaraHWHU Ba allHaH YEpPKOB TOMJIAPU YJIapHU acpad KOJTraHMHU TAacCBUpJIAWIM Ba W1y
opKaju Oy KyIIJTapHUHT WJIOXUHM Kyd Ba XHMCIATTa 3ra SKaHJIMTMHU TabKUAIaiau.

Kuzun OGarupnu kynutapHuHr mudosoruk oOpa3 cudaruma TaCBUPIAHUIIUHU Y UIIbIM
[Hexkcnup acapnapuna xam Kypuil MyMkuH. Macanas, y “Cymbeline” acapuna 0y xKymHu Pamiok
ne6 Homutaran. “Pax” warnmsuana “red” — ku3win mabHOCHHU Owinnupaau. [loup ToF KymumHu ¥3
acapuaa “Ku3ui OYinH’ HOMH OWJaH XaMm udo/anara.

Kymnap tumconu wHrim3 Ba OOIIKa KYNTWHA XajKjIapJard CHHTapyd TYPKUM Xajkjap,
KymiagaH, y30ek MHUQOJOrMscHAa XaM WIOXUM onaM OWjlaH MYJIOKOTra KHPUIITHUPYBYH —
Bocutaun cudaruaa upomananrad. OnaMm yaraHunaH KeWWH €KW YUKYyCHUIa PyXH KyIlra aijiaHuo
yuu0 KEeTHIIM XaKHJard TacaBBYpJiap XaJKHUHI OF3aKU MXKOJIU Ba MapocuMmy ypd-onatiapuaa
y3ura xoc TaJKWMH KWiuHraH. Macanan, “Maiina”, “Oma-yka”, “JleB ku3”, “I'yHoxcu3 mycuua”,
“Pyctam” kabm y30eKk XalK sSpTakiapuaa IIyHIaW TaJIKUHJIAp MaBXya. XaTTo Y30€K MyMTO3
agabuéruma xaMm Kym oOpa3u MyxuM YpuHra sra. XycycaH, y30€K MyMTO3 aJa0METHHUHT OyIOK
HamosiHAacu Anumiep HaBowitHunr “JIucoH yr-Tailp” nocToHMza Kyuuiap oOpa3u pam3uii-
TUMCOJIMA MabHOJNapJa MaxoparT OwjaH KyJUlaHwiraH. Acapaard Kynuiap oOpa3WHU KyWuaaru
rypyxjapra axpartu0 Taxjii KWIHII MYMKUH: a) adconaBuil Kyuuviap: Cumypr, AHKO, XyMo,
Kaknyc; 0) pean Kymmap: Xyaxyad, OynOyi, TYTH, TOBYC, KyMpH, KaOyTap, kaOku napu (KaKkjiuk),
TazapB, Kapuufad, IIyHKOp, Oypryt, Kyd, ypaak Ba ToByK. LIyHHHrJek, HOCTOHIa yMyMHil
TUMCOJIMHA MabHOJATH KOH KYIIH, KYHTYJ KyLIH, MaJOWHK Kyllapy Kabuiap XxaM KeITHpuiras.[5)]

Nurnu3 agabuértuparun Kymnwiap oOpa3u TanKuHH Y30eK agadbuértumard Kynuiap oOpasu
TaTKMHUTA Ku€clmaHca, OMp Heda VXImam XyCyCHUATIap Ky3ra TamuiaHagu. MacajiaH, WHTJIN3
anabuéTiaa OOMKyIl KYMHHYA YIMM XONMCACH OWIAH OOFNMKINKAA TAIKWH OSTHITAH. Y36eK
TUJIMHUHT M30XJIM JIyFaTuga OoMKymra Kyhuparuya tabpud Oepuiiran: “Canbuil Ba EKMMCH3
BOKea-Xo/Mcanap JapaKdicu, cabaduncu (kyama MabHoaa). Mupkapum OcumuuHT YTpop acapuia
OoMKynuiapHu Kyhunaruua tacBupnanau: bup y (Temupromn) my 6axTra spuilrad nairtunaa, opt
ycTua ¢anokaT G0MKyIM KaHOT KoKa Gomutaau. Exu GoMKyiap sHa xaxonar, Xypohot, 6umbar
Kyuuiapu 1e6 xam tabpudiaanras. [6]

IOxopuna scnab yrwnranunek, Yuibsam lllexkcnupaunr mamxyp “HOnuii Llesaps” acapuma
OOMKyII ynuM napakyvcu TUMcoiuaa udonananrad. Mon Cuno sca y3unuur “Tailp” xuccacuna
MHCOHJIADHUHT PYXJIapUMHU KyLUIap IIAKIWAa TacBUpJaiau, sS’bHU MHCOH YITaHAAH KEWWH YHUHT
pyXH KylIra aijnaHWIIMHM auTagu. HaBowi nMprkacuaa KylIUIApHUHT JKOH KYyIIH, KYHTHJI KyIIH,
MaJOHHK KyIUIapH, apBOXHU KyJCHH KylUIapH, XMIOAT KyILJIapH, Baci KyIIH, XUpaJa KyIId, )KyHYH
KylLUIapy KaOu TuUMcoJulapu Kentupuirad. Anbarra, OyHJa KOH KyIIM THMCOJIMHUHI T€HE3HCH
KaJUMI'M HMHCOHJIADHUHT OJaM Vyirad, pyXd Kylra ailaHuIId XaKuJard aHUMUCTHUK
tacaBBypyiapura Oopu6 Takamagu. llly mabHonma Amumep Hasowitnunr “Fapoiin® yc-curap” Ba
“JIucoH yT-Taiip’acapiapuja KUY PyXUHUHT YUKUO KETUIIM KyIIHUHT [1apBO3Ura KuéciaaHras. 5]

V36ex amabuérnna Cumypr MuoHHMH a(COHABMH KylutapiaH Oupu cudaTHaa KeHT
KYJUTaHaIW. YHUHT TapuXuil WITU3JIapu Kyaa y3oknapra 6opud takamagu. Cumyp¥ (Cemypr) —
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OpoH-CYFA Xankjaapu MHUQOJOTUICHAA CexXpy, Oapya Hapcara KOAUp Kyl pam3u cudaTuia
TacBUpJIaHUO, AXypamazjara TEHIJalITUpuiaagu. Y OypryTCMMOH TYMIIYKJM, KaTTa KaHOTIIH,
Oaxai0aT Ba maTJiapu XaM CeXpJid KyIl Tap3uaa TacBupiaHaau. by obpas Typnu maBp agabuéruma
TypJindya HOM OWJIAaH IOPUTIIITAH. 3apAyIITHWIAPHUHT MyKaagac Kutobou “ABecto’nma “Baparn”,
“CasHa nprra” IMAKINIA KeITHPHIraH. Y36eK Xalk sprakiapuaa xam CHMypr oOpasuHuHr JlaBiat
Ky, baxt Kymm, BynOynury€ kabu Bapuantiapu 6op. Dprakiapaa CUMypF TOX MOAMIOXJIAPHU
y3ura sxand sTagurad, OMp HaTH SPUM MOALIONMKKA TEHr HOEO KyIl TacBHpHIa, rox OoIl
KaXpaMOHHUHI XOMHUMCH Ba XuUMoOsiuMcH Kuédacuia, rox HHCOHHM y3ura MadTyH 3Taguras
caifpokd Ba T'y3a] Kyl THMCONHAA Kenamd. Y30ex amabuérmaa CuMypr MHGOHHMH KYIHHYA
WIOXUil Xycycusitra sra Ky cuptuaa udopananrad. Anumep HaBowitnunar “Jlucon yt-taiip”
nocrounyia Cumypr o0pa3u JOCTOHHMHI Ooml KaxpamMoHM cudaruna Cumypr — YTTU3 Kyll,
OIOXHUHT paM3uil TAMCOJIA TaTKUHKUA U(oaa KUIUHTaH. [5]

Wurnusz Ba y30ex anabuéruna OpHUTOMHGONOAITOHUMIAP — MHUMOIOrMK KyLUIap paHr-
Oapanrnuru ky3atwianu. lllynnail opauromudonosTonumiapaan 6upu Aukoaup. by adconaBuit
kym kaaumru [apx xankimapu adcoHa, 3pTak Ba JOCTOHJapuja OOII KaxpamMOHIra XOMHMIMK
KUITyBYM Kyl cudatuga KypcaTwirad. AHKO OuiaH OOFJIUK Typiu Xuil Gpukpiap maexya. Macanas,
¥30ek ¢onpkiiopuaa y omnan 0oFauK 0axTt, ToJie, AaBiaT KyIIW, KUMIa COSICH TyIIca, yiia 0axTiu
Oynmaam, aeraH Kapamwiap MaBxyd. AdcoHa Ba spraknapaa AHko Cumypr Ba Xymora xam
Vxmarwiaau. byHaan Ttamkapu, AHKO KyIIHMHUHT HOEO, KummatTiu, tonuiamac, Kyxu Kodna
SIIaiUrad Ky kKabu Xycycusariapu XaM MaBxkyl. Of3aku HyTKAa ‘“‘aHKOHUHI ypyFu~ ubopacu
TONMUIManurad, kKaMm&éo Hapcara HucOaTaH KYJUTAHUJIUII XOJIATIapH YUpaiam.

Anko Kymu kKaropuna Kaknyc xam adconaBuii, kaM€0 Ky cudatuia TaJIKUH KUIMHAIH.
“HaBowuii acapiapu nyratu’ga yHra: “KakHyc — MaBXym Oup Kyui, adcoHara Kypa, TyMIIyFuaa
Kyaa Kyn Temukinap 0ynu0, Oy TemuKIapAaH YMKKAaH OBO3JIapAaH ry€ Mycuka Viinad dukapuiap
sMuII”, — JeraH Tabpud OepuwiaraH. AMMo Oy MUGMOHUMHHHI KENUO YMKHII TapuUXU KyJAa
Kagumiiapra Oopu6 Takamagu. ['pek mudonormsicuma Oy kym @Penukc aed aranraH. YHUHT
KYpUHHUIIN OypryTCUMOH Ba PaHIU KU3WJI-TUJUIACUMOH, OJIOB paHrja 1e0 TacaBBYp KUJIMHIaH. Y
Y30K YMP KypaJural Kylujiap CUpacura KupuTUJITaH. V36ex anabuéruma Amumep HaBownit Kaknyc
(Camannap) obpasura “JIucon yr-taiip” xamaa “@apxox Ba [llupun” goctonnapuia Kym Myposkaat
Kuiarad. by o0pa3 3apAylITMHIMK JAWHUA JaBpujaa yiyFjaaHraH adcoHaBUi Ba MyKaJjac
wonuopaup. llloup Hocup MyxamMMmagHuHr “AHKOHM MaxpaMm KWIIUHTU3® pHUCOJAcUaa
“Camanmap TOX Kylll, TOX KaJTaKeCaKk CHHTapu XauBOH ne0 TabpudiaHraH Ba yHUHT VTAa
€HMAaCJIMK XyCyCUsITUTa KYIIPOK 3bTHOOpP OepuiIraH.

V36ex MymTo3 agabuérnma Camanmap pam3uil MabHONA yMPOOKHILIHK Ba HIIK THMCOJIHIA
Kymnanwirad. Macanan, “@apxon Ba Illupun” goctonuna ®apxonara yHuUHr ycros3u Cyxaitno
XaKkuM Hadc pam3u OYIMUII a)KJaXOHU €HTUII MaKCaJua YHUHT YTUHHU KaUTapull y4yH camMaHjiap
éruHu Oepanu Ba Oy VpuHma camanmap €ru Hadcra Kapiid TypyBUM HWINK TUMcoiuaa udoma
STWITAHJIUTH Ky3aTHIIaIu.

Xynoca ypHUIA TIYHW TabKUJUIAINl JKOW3KH, Kylnuiap oOpa3u MHIIW3 Ba y30ek agabuéru
HAMyHANIapu/a 3 YpHHUTa sra 6y110, y1ap aXxaMHATIH THMCOIUIAPAAH CaHATaal. Y36eK (ponbKIopn
Ba afabuérua yjaap UHCOH PyXH, YHUHI MJIOXUET OMilaH SIKMHJIAIIYBU Ba YHIa HHTWIMIIMHY Y3Uaa
My>KaccaM 3TraH OyJica, MHIJIM3 OF3aKd Ba €3Ma afaOuéTuaa MHCOHHUHT YIMMJaH KEWHHTH PyXH
cudaruaa nudomga STUITAH.

Anadouéraap
1. A dictionary of English and Folk names of British birds. www.fogottenbooks.com. 2016.
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JxypaxosioBa baxopa KypoonooeBHa,
Y30€KHCTOH JIaBJIaT KaXOH TUJUIAPY YHUBEPCUTETH
TAAKUKOTYNCU

IF'EHAEP TYIYHYACUHHUHI COLHUOJIOI'MK BA JIMHI'BUCTUK KUXATIAH
TAJIKUHHU

d . | http:/dx.doi.org/10.26739/2181-9297-2020-4-4

AHHOTALIUSA
Ymly Makojasa TreHjaep TYLIyHYacd COLMOJIOTMK Ba JIMHTBUCTUK JKUXATIAH TaxJIMII
kwHan. “T'enaep” TylyH4acu Typid coxajiapa TypJid MabHO Ba Basudanapaa KyJUIaHUITaHIUTH
ca6abmu, WUIIMUN HYKTau HazapJaH KY1u1a0 Oaxc-MyHO3apanapra cabab
oynnu. X Kyminanan, TUIIIYHOCTUK Ba JKaMUSTIIYHOCIMK coxajapuaa Oup Karop oOJIMMIiap
TOMOHMJIaH YOy HyHanuin OViu4a Typiu JaBpiapia Kymiad TaaKUKOT UIIapu ojJud Oopuiiras.
Ma3kyp TaJKMK MakKoJjiafa reHAep TYLIyYHUYaCUHUHT (aHjapra KUpuO KeIuIlIH, KaMHUSITAAard YpHH,
TUJIIYHOCIHUK/A KYJIJIaHWIMIIHN Ba Bazudanapu TYFpUCHIArU OJMMIIAPHUHT Kapaluiapu Kuécaanau
Ba TaxJinuia KWwiMHIU. “T'eHaep” TyUIyHYacw >XaMUSTHUHI acocuil ToudaiapuaaH Oupu Oyiaran
aénap Ba dpKakJapHUHT FOsUIapU sipaTHIIaUraH, KallTa UIUIaHAAUraH Ba TapTUOra COJMHAIUTraH
MaJlaHU MebEp caHalica, TWINIYHOCIHKIA 3Ca >KMHCIAp TWIMHUHT HaMOEH OYJUIIN, THUJIHUHT
Kalicu coxanapuia KyJUITaHUIUIY EpUtud oepumau.
Tasinu cy3aap:reHaep, )KUHC, TPaMMAaTHK KUHC, OMOJIOTHK KUHC, pePepeHITNAIT )KUHC, MKTUMOHI
AKUHC

HxxypaxosioBa baxopa Kypo6anb6aeBna
Hayunsrii uccnenoBatens Y30€KCKOT0 TOCYAapCTBEHHOTO
YHUBEPCUTETA MUPOBBIX SI3bIKOB

UHTEPIIPETAIIUA T'EHJIEPHBIX IIPEJCTABJEHUM C
COIIMOJIOTMYECKOM Y JINHI BUCTUUYECKOMN TOYKH 3PEHUS

AHHOTAIUA
B crarbe nousiTHe reHaep aHAIU3UPYETCS C COLMOJIOTMYECKOM M JIMHTBUCTUYECKONW TOYEK
3penus. [loHsATHE «TeHIep» UCHONb3YETCs B Pa3HBIX cepax B Pa3HbIX CMBICIAX U OOCYXAaeTCs.
Hanpumep, B 3ToM HanpapiieHUU ObLIO MPOBEIEHO MHOT'O MCCIIEIOBAHUM HECKOJIBKUMHU YUEHBIMU-
JUHTBUCTAaMHM U HccliefoBarensiMu  obmectBa. CTaThsi TMOCBSILEHA M3YyUYEHUIO U aHAIU3Y
MIPOHUKHOBEHHUS MOHATHS T'€HJIep B OOLIECTBO, €r0 3HAUMMOCTH, UCIIOJIB30BaHUS B JINHI'BUCTHKE U
ero 3anad. Ilonstue «renmep» paccmaTpuBaeTcs Kak KyJbTypHasi HOpMa, pedopMUpOBaBIIas U
[IEPEOCMBICIMBAIONIAsl MPECTABICHUS O JKEHIIMHAX U MYXYMHaX B OOLIECTBE, paccMaTpUBAETCs
KaK MpeJCTaBIIEHUE A3bIKa, UCIIOJIb30BaHUE B KAKUX 00JIACTSIX JTUHIBUCTHUKHU.
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KuaroueBble ciaoBa: reHzaep, IMOJ, TpaMMaTHYeCKuil pol, OHOJOrMYecKuil 1o,
pedepeHTHBIH M0, COIUAIbHBIH MO

Juraholova Bahora Kurbanbayevna,
Researcher of the Uzbek State University of World Languages

INTERPRETATION OF GENDER NOTION FROM SOCIOLOGICAL AND LINGUISTIC
POINT OF VIEW
ANNOTATION
The notion gender is analysed from sociological and linguistic point of view in this article.
The notion Gender is used in different spheres in various meanings and is discussed. For instance,
there were lots of research in this direction by several scientists in linguistics and society study. This
article is devoted to study and to analyse the penetrance of notion gender to the society, its
importance, usage in linguistics and its tasks. The notion “Gender” is considered as cultural norm
reformed and recontroled the ideas of women and men in society, is considered as presenting the
language, usage in which spheres of linguistics.
key words: gender, sex, grammatic gender, biological sex, refernsial gender, social sex

byryuru kxyHaa ‘“renaep” TyLIyH4Yacu SHI Aoi3ap0 Ba Kyn ypraHwiaérraH MaB3yJiap
Karopura kupaau. KaMHUSTIIYHOCIHMK Ba THWILIYHOCIMK coXanapyaa ymoy HyHamum Oyitmua Oup
KaTop TaAKUKOTIAp onaud Oopwiran Oynu0, KEMMHYAIWK TWIITYHOCIWKAA SHTU Oup WyHaIWII
reH/ep JIMHIBUCTUKAHUHI Maijgo Oynummura oub kenau. AMMO “TeHjep’ TyLIyHYacu TYypiu
coxajapza TypJidi MabHO Ba Basudanapaa KYJUIAaHWITaHJIWTH cabaliu, WIMUN HYKTaW Ha3apaaH
Kymab Oaxc-myHo3apanapra ca®abd Oymam. ByryHrm Taakuk Makosiama ‘“reHaep”’ TYyIIyHUYacu
COLIMOJIOTHK Ba JIMHI'BUCTHK >KMXATAaH YpraHuiaau Ba TaxJIUI KUIMHAIM.

“I'enmep” TyIIyHYacH Typiu coxajapja KEHT KYJUIaHWIraH Oyiau0, OyryHTH TaaKUKOT
UIIUMH3/a TeHJep TYLIYHYaCHUHUHI COLIMOJIOTMK Ba JIMHTBUCTUK >KMXATAAH TAJKUH KWJIMHUIIWHU
KYpuO YnKamus.

I'enpep cy3u notuHYa “reHep” (genus stem) “Typ, HaB” ;eraH cy3napuaaH OJIMHTaH OYIuo,
“KMHC ” TYUIYHYaCHHH aHIJIaTUO, KEHI MabHOMA, a€ll €KUM 3PKAK TYPUHUHT MXKTUMOMH - MajaHui
poJiap Ba XyJK-aTBOp OVitnua dhapkiaHumuHu anriaatagn.[ 1.2.]

“I'ennep” TyUIlyHYaCHMHHM EpUTATypuO LIyHra aMHMH OYJIIMKKH, OJIUMJIAp TYpJM AaBpiapia
Typauda Tabpuduap 6epumiras. XXymianas, pyc sxkamustiryHoc onuMu A.A. KnenuuHuHr pukpura
Kypa— Oy “acocuil wxtumouil Tomdanap cudaruga spkak Ba aél FosUlapU SpaTHIIAUTaH,
TaCAUKJIAHTaH Ba KYNaWTUpWIAAMraH’ IIaxciapapo MyHocabarigap TH3UMU Ba TaOuui
XYCYCUATIIAPUHU XUCOOTa oJiraH xoJiaa Majanuii Taptudaup.[2.11.] 3epo, xamkxaMUAT TOMOHUIAH
SHr MakOyn Tabpu@ Ae0 XHCOOJaHUIIM TYLIyHYAJIAPHUHI OyTyH JOMPACHHU aHIJIaTTaHIMTUAa
HaMOEH Oynasu.

Xycycan,A.Kneuun“renaep’aTaMacuHu 5KUHC TyIIyHYacura TEHIJIAITUpUO  OyiMaiau
neran (uKpHH oyiFra cypanu. bynnman a€H Oynmaaumku, ‘““kuHc’omamutap (dpkakiap Ba aémiap’)
tou(anapura 6ynuHamu, “renuep” sca ogamiapHu Oup xui toudanap “spkakigap’ Ba “aémimap” ra
@XpaTagural WKTAMOWN Ba WKTHMOMM-TICUXOJIOTHK Xycycustiapra moc kemamau. ‘“‘Tenmep”
aTaMacl acocaH WJIMHN HyKTau HaszapJaH >KMHcIapapo TadoBYTJIApHUHI TaOuMil 3Mac, Oaiku
WKTUMOUN-MaZaHui cabalnapuHy TabKUIalIuTran, aéiiap Ba spKakjiap XaKuaard rosiap OuinaH
OOFIHMK OYJTaH XyJIK-aTBOPHUHT MXKTUMOUWH Y3JIAIITUPUITAH AKIJIapUra acoc Oyiaam.

A.Knenun “renzep”’TylryH4yacu 3pKak Ba aén ypracuaaru >KMCMOHHM TaQoBYT 3Mac, Oaiku
aénap Ba 3pKaKJIAPHUHT MXKTUMOMM KMXaTJaH YIOLIraH, WKTUMOUM IIAKJUIaHTaH, KalTa uiiad
YUKWITaH Ba Y3rapyBuaH XyCyCHUSITIapH SKaHIUTuHu 6enruiad oepanu.[ 3.9.]

Mynunraex, y30ex tuiamyHoc oaumu M. AGayBaxo0oBa reHIEpHUHI THJI BOCHUTAIapUaa
KYJUTAHIJIMII Macajiajapu OujlaH Maxcyc IIyFyJuUIaHTaH 0ynu0, “rennep’” 3pkak €ku aéi KUHCUATH
IIaXCIapHUHT XYJIK-aTBOP MEbEpIApU MaXMyacH OJKaHJIWTMHU, Tabkuanaiinu.[4.1.] Bynaan
aHTJAMIWIAINKY, “TeHJep MKKU Typlard >KUHC BaKWUIAPUHUHI XYJIK-aTBOPUAATW Y3rapuilap,
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VXmanuk Ba (QapKIapHUHT HuruHACHAUp. YOy dapkiap ¢dakarruHa XyJlK-aTBopra OOFIIMK
Oynmaiiau. 3epo, TeHaep EHAAIIYBH yYyH JpKakiap Ba aémiap ypracugaru OHOJIOTHK EKU
¢uznonoruk TagoByT OupiaMyu >SMac, OaJKku MaJaHUM Ba IKTUMOMHM TadoByTiIap  Karrta
axaMusTra 3rajup.

bynnan Ttamkapu oxkamustiyHoc onuM  W.CepoBa “renaep” TYyLUIyHYaCHHU IKaMHST
TOMOHMJIaH “aéiiap Ba OJPKAKIAPHUHI KAMHSTIArM Ba YHUHI HWHCTUTYTJIapUAard YpHU Ba
MaBKE€bMHU O€NTHIaiiuran WwKTUMOuN Mozen aed O6aén sramu.[5.15.] Comumonoruk Kapammiap
IIYHU KypcaTaiuKH, >KaMuATna Ba MexHaT (aonuaruga a€n Ba SpKakHM Oup-OMpuaaH anpo
TacaBByp Kuiaub Oynmaiinu. 3epo, Oy MKKM XWUJI KMHC BaKWUIAPU KaMUT MXKTUMOMH Xaéruia
KaTTa axaMusT KacO 3Taju.

Comuonor omuM O. BopoHMHaHMHI TabKUJIANINYA, TEHJEP TYIIYHYacH IKaMUATAA
SpKakiap Ba aCIApHUHT POJIM, XYJIK-aTBOPH, aKJIWA Ba XHCCHH XyCycHSTIapu Oyinua
TaOBYTIAPHU KEJITUPUO YMKApaJUraH >KaMUSTHUHI Mypakkald MKTUMOUM —MaJaHUil skapaéHUHU
akc OTTHpagu Ba OyHUMHI  HaTWKacula OKMHCHUHI  IDKTHUMOMHM  TY3WIMIIM  fo3ara
Kenaau.[6.5.JAHrnammnanauky, TEHIAEp JKaMmHATHAa SKUHCIapapo TaoBYTIapHU  KEITHPUO
YUKapaJurad WKTUMOUM —MalaHui X0AKuca CaHala Iu.

Pyc omumu UW.C.Kneumnanun ¢ukprya, TeHICp XaMm, XUHC XaM OJamiiap YpTacuiaru
MyHOCa0aTIapHUHT MabJiyM OWp TapTUOMHM IIAK/UIAHTUPAAWTraH, LIYHUHI/IEK, WXKTUMOUM
MyHOca0aTIapHUHT Typiid XWI amManuériapia y3napuHu Oollka ogamuiap OWJIaH HAMOWMIN 3THUII
HaKuIapuHu OenruaoBuu waptiau tusumaup.[7.10.] Bynnan kypunanuku, “renaep” Ba “KUHC
TyIIyHUYaJapy WKTUMOUN Xa€Taa, ui GaousITHaa Ba ofamiap OWIaH ¥3apo MYJIOKOT >KapaéHua
HaMOEH Oynajurad TU3UM XUCOOIaHaIH.

H. IlymxapeBa sca y3ununr “I'engep TaakukoTiapu ~° wmakomacuma (M., 1999) ymly
TaJKUKOTHUHI Tapuxura »bTHOOp Kaparaau. Maxona wmyamindu “renjuep” aTamacu KHUHC
KAaTErOpUsICUHU aHTJIaTyBUH, TWILIYHOCJIMK/IAH COLIMOJIOTHK, Tapuxuil Ba (ancapuil TaaKUKOTIAp
TOMOHMJIAaH OJIMHTAHJIMIUHU TabKuulaiiau. “I'enngep” aramacu >kMHCIapapo TagoOBYTIApHUHT
TaOuui 3Mac, OaJKu WKTUMOMN-MagaHui cababnapwHu Tabkwmianau. lllynnait kunmbd, renmep
OMOJIOTHK >KUHC 3Mac, OajJKu WKTUMOHMI-MaJaHUi MebEpiap XYJIK-aTBOp LIAKIUIApUHU, (HaoJIUAT
TypJapuHH,  [CUXOJOTMK  (aswiartiapHd, HJpKakiap Ba  aéUlapHUHT  KacOJapuHH
oenrmnaiian.[8.13.]13epo, TeHmep KkamusTAa OMOJOTMK KMHC Ba  WIKTUMOHI-MaJTaHHA
MebEPIAPHUHT OUp-Oupu OMlaH y3apo yHFYyHIUTMHU aHTJIaTa/Iu.

OHIM TeHJep TYLWIYHYACMHUHI JIMHTBUCTHK JKUXATJaH TAJKUH KWIMHUIIMHA KYpHO
yukamu3. Murnu3 tuwmmyHoc onumu ['peBun KopOetHunr ¢ukpura kypa “renzuep “ JMHTBUCTHK
aTamacu Aactiad OWoNoruK XKuHC Toudacu OwinaH TYFpUIAH-TYFpU OOFIUK Oynmaran. ~Tennep”
KaguMru ¢pasily3 Tuiagaa “MexpuOoH”, JOTMH TWUIMAA 3ca “XWI, Typ~ JeraH MabHOJApHU
aHTJIATUIIMHU aTagu .OXTUMOJ, JUHIBUCTUK T€HJEPHUHT SHI YHHMBEpcal Tabpu(du aMepUKaIuK
tunyHoc Yapic Xoker (1958: 231)romonunan unuiad uumkunad: “I'engep — Oy y3apo OOFIMK
CY3JapHHHT XaTTHU-XapakaTiapuaa axkc OHTTUpWwIran otiaap cunduaup”.[9.3.] 3epo,renmep
TyLIyHYacu OMOJIOTHK HUHC TyIIyHYacHaaH Qapk KujaaJuraH, MabHO KUXaTHIaH Oup-Oupu Ouinan
OOFJIMK CY3JIapHUHI XapakaTyiapuaa HaMo€H Oyaaural OTIIapHUHT CUH(UIUD.

Tunmynoc Kop6er y3ununr “I'ennmep Ba renaep cucremanapu’ MoHorpaduscuma (1999)
200man opTHK TWIapra yMyMHUH Imapx Oepaaud Ba reHiep Oenrwiaml TU3UMIIAPUHH HUKKH aCOCHI
rypyXxJlap: CEMaHTHMK Ba pacMuil Typyxjapra axparaad. bUpHHUM Trypyxra KaTbHil CEMAaHTHK
TU3UMIIap(TaMuil Ba OOLIKa JApaBu] TUJUIapU) Ba acocaH CEMaHTUK Tuzumiap kupaau.[10.4.]
byHnnan mabiiym OVimanvku, TUIMIYHOCIHKIA TeHAEP OeNruiam TU3UMIIApU MaBxXya Oyiauo, ymap
IrpaMMAaTHK XXUHC Ba paCMUM TUJIJa UIUTaTUIAIMTaH cy3Iapaa KeHT yupaiau.

Tun Ba renmgep Oyiimua MyHO3apajiap JOeApid TpaMMaTUK J>KMHC Ba TaOWHUM JKHUHC
TylIyHYajnapu ypracuaard TaQoByTHU Xan Kwinmu kepak O0ynau;(Ilaysenc 1998, Kopber 1991,
Xemnmuurep Ba baymann 2001, 2002, 2003). AnbaHaBuil TWIIYHOCIMK (GUKpura kypa, Oup
TOMOH/JIaH IPAMMATHUK >KMHC Ba TaOMMI )KUHC (LIYHUHTJEK CEMAaHTHUK, OMOJIOTUK EKU pedepeHInan
KUHC cudaruga xam TaHwirad) Yypracuaa dapk wmaBxyn. [11.14.] Axnrnammnaaukw,
TWIITYHOCIUKIA TEHJEP TYIIyHYacH TpaMMATHK >KMHC Ba Tabuuii (OMOJOTHMK) >KHHC KalOu
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TymyHuanap Owunan (apkjiaHran Ba ynap ypracumard y3apo TadoByTiaap Kymiaad THIIIYHOC
OJINMJIAPHUHT 06axc-MyHO3apajiapura ojuo KejraH.

I'enyiep THIIIIYHOCIUTHAAH OJIMH (PEMUHUCTUK THIIIIYHOCIUK TaHKUJ KWUJIMHTaH. AHUKJIaHTaH
(GEeMUHUCTUK TWIIIYHOCIMK Kapalulapy TWI TU3UMUJA “aénjnapra Kapmiu~  acCUMETpHs
MaBXyJJIUTMHA ucOoTiaiau. VYmly Xynoca JUHIBUCTHUK HUCOMNMIMK THIOTE3aCH HYKTau
HazapuJaH M30XJIaHAIU: TWI HadakaT >KaMUAT TapaKKUETUHUHT MaxCyjad, OajlKu YHHUHT
TahakKypd Ba MEHTAIWTETUHHU MIAK/UTaHTUpHUIl BocuTacuaup.lllynra acocmanu®, TUIHUHT
(GEeMUHUCTUK TaHKUAM TWJI Ba THJI CUECATMHU OHIVIM PaBUILJA CTaHIApTIAllTHPHUIIHU,MacalaH,
cuécuii MyHoO3apaza XKyJa camapaliupoKk oMwuiap cudaruga xKypuO, THI HOpMallapuHU KaiTa
KypuO uykum Ba Yy3rapTupuiiHu Tanad kwiagu.[12.8.] bynnan aén Oymaguku, (peMUHUCTHK
TUJIIIYHOCIUK TWJI Ba TUJ CHUECATUHU OMp MebEpra KeITHPHUII YUyH THILIYHOCIMKAA ajJoXuja
axamusT kacO 3Tajau.

'ennep TUAMIYHOCAUTY —TUIIYHOCIUKHUHT SIHITH WYyHAIUMIIKM 0Ynub, y renjep (MKTUMOUN
KUHC) HHMHI aHbaHABUM paBUIIJa axpaaud TypaauraH TWI Oupiukiapu OwinaH y3apo
MyHOcCa0aTUHM KyHuJaru ommno3uLusiiap Joupacuja ypraHuiira WYHaJITUPWITaH: “TE€HAep - THI
TH3UMH, “TeHnep” — ‘TIMHIBUCTUK OHI’, ’T€HAEp -KOMMYHHUKaTuB XyiK’.[ 13.7.] AHrnammnaauku,
TUJIIYHOCTUKHUHT SIHTM MYHaNMMIuAa “re’jep” TYLUIyHYacH acocaH TWJI TU3MMHUJA, JTUHTBUCTUK
TaakKyp, MyJOKOT Ba MyJIOKOT HOpMaJlapy JoUpacuia KyJIaHUIaIH.

TunmyHocIMKaAa FeHAEPHU YpPraHWll METOMOJOTHACHHHU TaxJIWII KWIraH TwimyHoc A.B.
Kupnnnuna resiep THINIYHOCIMKHUHT YMYMUW WIMHHN NPUHLOMILIAPU KyWHIard KOUMAAJIAPHU Y3
MYHra OJIMIINHU TabKUJUIalIH:

- bupunumaan, renaep-0y ymymuil uiamuil Toudanup Ba resaep €HIOIIYB TaMOMWIUIApH Xap
KaHJail Mmaxcyc (aniapra Teruilig, aMMO yJap y3ura Xoc XyCycusiTiIapHU XucoOra ojirad xoJjja Ba
ymoy uaMui WyHaIMII ycyJuiapu €paamMuia aMmaira OIUPUIIHIIH JIO3UM.

-  WKkMHYMIAH, TeHIEp-MaJaHMUIT Ba OJKaMUAT PUBOXKJIAHUILIMHUHT  Maxcynaumup, Y
WHCTUTYIIMOHAT Ba MAapOCUMIIM OYiHO, IMIyHUHT ca0abiM KaMUST YIyH ajloKaJop Ba aHabHABUU
XucoOIaHaIu.

-YuuH4YMaaH, TeHAEep-Oy BaKT YTUIIHM OWiIaH y3rapyBUaH XWHC Ba TWHAMHK THJI COXaCHIaru
Kypunuiaup .[14.8.] 3epo, renaep €nmomnryB xap Oup (aHHMHT ¥3 WyHANIMIIWIAH KEIUO YHKUO
WIMHMI acociaHuiy Kepak Oynaau. Kamustia MaJgaHuAT PUBOXKIAHMO OopraHu capu TeHJEp
TYIIYHYacH XaM pUBOXKJIIaHUO, Ycub 6opaau.

TunmyHocnukaa “renaep” TylUlyHYacMHM Ypranum “Twuil Ba yHJIAru reHjiep aJoKaHUHT aKc
TUIIN Kabu MyaMMO OuJIaH HIyFyJulaHadau. YOy €HAalryBHUHT MaKCaau THIIA TypJu KUHCIATH
OJIaMJIAPHUHT MaBKYAJIUTMHU KaHJall HaMOEH 3TUIIMHY (OMpUHYM HaBOAT/Ia HOMMHALIMOH THU3HM,
JIyFaT, CHHTaKCHUC, )KUHCcIap Toudacu Ba OolLIKagap TaxJIMil KUJIMHAAN), aél Ba dpKaK yYUyH KaHaai
peiiTuHrIap OENrujaHUIIM Ba KAalCH CEMaHTUK coXajlap/ia 3HI ce3wIapiu €Ku axkpanuld Typaau,
mynap TymwyHtupuiaau. [15.6.] Bynpan kypuHaguku, TUILIYHOCIMKAA TeHAEP TYLIyHYaCHHU
Vpraiuiil HaTWwxacujaa TUJI Ba TeHJIep €HIOIIYBHUHT ¥3apo aloKajlapuHH, THWIJA KUHCHUHT KaHJai
HaMOEH OYIUINN, THIHUHT KaliCH coXajapu/ia KYUTaHUIUIIH EPUTHO Oepriiaau.

I'enniep Oy MHCOHHMHI JKMHCUTA Kapal >KaMHT/Aa MHCOHJIAp WKTUMOUMIIAITYBUHUHT Y3Ura
X0C HaTwXacuaup. Opkakiap Ba aéiiap y3 KaMHUATIAPUHUHT MaJaHU MaxcyJu XHCOOJIaHAIH.
I'ennep Ba kuHC Ypracuaard GapKIapHU [MAKUIAHTUPUILHUHT  Xal KWIYBYM OMUWJIH
MaganusaTaup.[16.14.] 3epo, rewaep Xap HMKKM SKMHC BaKWUIAPUHUHT KaMUATAA MaJaHUM
KUXATJAaH [aKJUIAaHTaHJIMK Jlapakacura Xam OOFJIMKIHP.

I'ennep TymyH4yacu TepMuH cudaTuaa Hurupmanuu acpHuHr 60-nsmuiapuaa naiigo Oyiran
,aMmmMo (akarruna 80-iiwutapHuHr Oomnwiapuaa ¢aHga KEHT KyJaHuiaa Oomnuranrad. [enaep
TylIyHYacuJaH QoiganaHnuim OWOJIOTUK Ba WXKTUMOUN >KMHCIAPHUHI (apKura acociiaHraH
TyllyH4a OuiaH OOfiuK OYnuO, ymly KOHLENIUS aMepuKaluK rncuxoaHanuct Pobepr Cromep
TOMOHM/JIAH UIJIA0 YUKUIITaH.

Kynunua rennep Ba )KuHc cy3napu Oup-OMpPUHUHT YpHUA MILIATUIMIIK pyil Oepaau, aMMo
yJIapHU ¢apKiamn xyjaa MyxuMaup. I'enzep —0y oJaMHUHT JKaMUSITIIaTU XaTTU-XapakaTIapuHU Ba
Oy XarTu-xapakaTiap KaHJaanh KaOyJl KAJIWHUIIWHU OCNTHIaiIural WKTUMOUN xuHcaup. Kynmuaga
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Oy TywmryHua aéyl KMIIMHU 3pKaK KuIuAaH (apkiam ydyH uimiatuiaaav. KuHC TylmryHuYacu sca
OJIaMJIApHUHT OHOJIOTUK XUHCUra Kapa® puos KWIMIIK Kepak OyiraH MaJaHud Ba MKTUMOMM
MeBbEpIIap Ba XYJK-aTBOp Kowjajapu Tyriaamu cudaruga oenrunananau.[17.16.] Byanan mabiym
Oynanuky, reruep Oy MHCOHHMHI >KaMHUATIA XaTTHU-XapakaTIapuHU Ba XYJIK-aTBOPUHU HaMOEH
KUJIaAUraH Ba ymolOy XapakaTJIapHUHI OolIKaiap TOMOHHUJAH KaHJail OaxojaHaauraH HKTUMOMM
XKUHC XucobnaHaau.JKuHe TyuryH4acu 3ca, aéll Ba 3pKaKHUHT OMOJIOTHK JKUHCUAAH KeNUO YUKUO
amaJl KAJIUIIN Kepak OyJraH XyJK-aTBOP MEbEPIapH XUCOOIaHA N,

I'ennep Oy aémmap Ba SpKaKIapHUHT y3apo XYJIK-aTBOPH OWJiaH OOFJIHMK OYIraH, >KaMHsTAa
V3MamTupwiIrad, S>KUHCIapapo TadoByTiIapra TaOuMuid Xojja OOFiIMK OyiaMaraH, akCHHYa
KAMUATAATY MOKTUMOUM-MaJJaHUM X0IMCalapHu KYpCcaTHIL YUyH KUPUTUITAH TYLTyHYaHP.

Hlynu TabKuulall >KOM3KH, “TeHJep” TYIIyHYacH >KMHCIAp YpTacuaard >KUCMOHMM
dapknapan udomanamaiinu, Oamku aémap Ba JIPKAKIAPHUHT KaMUATIA WIXKTUMOUHN IKUXATHaH
YIOUITaH, IMIaKJJIAHTaH Ba Y3rapyBuaH XyCyCHUSTIAPUHU aHTJIaTaIU.

[ynunraex, “rennep” neranaa 6m3 Hadakar aéiiap Ba dpPKAKJIAPHUHT XYJK —aTBOPJIApH,
XapakTepUHUHI yXmam Ba (apkiapuHU TyllyHamu3. ['enzep Oy HKKM XUHC BaKWIJIApPUHUHT
KaMUATAA Ba yjap (QaoiusT OpPUTAIUraH MHCTUTYTJIapAard YpHU Ba MaBKEbUHH aHIJaTaJuraH
TyLIyHYa XaMIUp.

Wnamuil  TaxamiMMu3 OIyHH — KypcaTaJuK{, TWJIIIYHOCIMKIA TEHJEep TyUIyH4Yacu
MHCOHJIADHUHT J>KAMUATIATH XaTTH —XapakaTJIapH,0700-axJIOKU Ba XYJIK-aTBOPUHHUHI OoIIKaIap
TOMOHHUJAH KaHAal KaOyn KWIMHHWINWHN OeNrujiaiuraH WXKXTUMOHMHN >KuMHC caHamaau.l'enaep
TYLIyHYacH THJIJIa aCOCaH a€ll KUILIMHYU 3pKaK KUIIKUIaH QapKiaml yayH KYJJIaHUIaIu.

l'ennep TyUIyHYaCMHMHI COLIMOJIOTMK Ba JIMHIBUCTHK JKMXAaTAAaH TaJIKUHU I[IYHU
KypcaTtaguku, “reHjaep”’ TyUIyHYacHJa WKKH XWI JKUHC BaKWUIapu XYJK-aTBOPJIAPUHUHT
MebEpaapy, yXmamn Ba (HapKiIM KUXaTiaapu Kylda MyXuM caHanaiau. JKuHcnapapo >KHUCMOHMM Ba
Oononoruk (apkiau >KMXaTiaap acoCHil YpPWUH SrajulaMaiijiu. l'engep Ba XuHC YpTracuparu
TaOBYTIApHU XaJl KWIYBYM OMWLIapJaH Oupu Oy ManaHusAT xucoOnaHagu.byHnan kypuHuo
TypuOAMKH, TeHiep aéiiap Ba HpKAKIAPHUHT KTUMOUM-MaJaHui XyJIK aTBopiapiapu MebEpiapu
MaXMyacuup.

“I'enmep” TymiyH4YacH TYpJiH coxajapia Typiad MabHO Ba Basudamapaa
KYJUIAaHWJITQHJIUTH cababiy, WIMHH HyKTalm HazapjaH Kymiad Oaxc-myHo3apanapra cabab
oynnu. X Kymiagan, TUIIIYHOCTUK  Ba JKaMUSTIIYHOCIMK coxajapuaa Oup Karop oJMMIap
TOMOHMJIAaH YOy HyHanuin OViu4a Typiu JaBpiapia Kymiad TaaKuKOT UIIapu ojaud Oopuiral.
Ma3kyp TaIKMK MakoJiafa reHjep TYLIYHYaCUHUHI (aHjiapra KUpUO KeJWIIH, )KaMUSATAAru YpHH,
TUJIIYHOCIUK/A KYJJIaHWIMIIHN Ba Bazudanapu TYFpUCHIAry OJMMIIAPHUHT Kapaluiapu Kuécaanau
Ba TaxXJIWJI KWIWH]H.

IOxopuparn Taxnuiuii ¢ukpiapra TasHraH XojJa ILIYHM XyJoca KWIMII MYMKHHKH,
“renziep”’ TyLIyHYacH KaMUSTHUHT acocuil Toudanapuaan Oupu OyinraH aé€miap Ba SpKaKIapHUHT
FOsJIapy sipaTHJIaJIUraH, KaiTa MIJIaHaJAUraH Ba TapTHOra COJMHAAWraH MaJaHui MebEp caHalica,
TWIIIYHOCIMKAA 3Ca JKUHCIAp TWIMHMHT HaMO€H OYnuIlM, TWIHUHT Kaiicu coxajnapuia
KYJUTaHWIUIITY EpUTHO Oepriaiu.
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INGLIZ ZABON GAZETA SARLAVHALARI KLASSIFIKATSIYASI VA ULARNING
TARJIMADAGI XUSUSIYATLARI
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ANNOTATSIYA

Ushbu maqolada asosan gazeta sarlavhalari haqida so‘z boradi. Ular klassifikatsiyasi misollar
orqgali ochib berilgan. Ularning qo‘llanish sferasi aytib o‘tiladi. Gazetadagi sarlavha turli xil ifoda
usullariga ega, shuning uchun ham tarjima qilish qiyinchilik tug‘diradi. Sintaktik, leksikografik va
stilistik tuzilmalar sarlavha qiymatini tarjima qilishda imkon qadar maksimal darajada uzatilishini
ta’minlash uchun foydalaniladi. Ba’zan tarjima qilayotganda, bu bitta sarlavhani boshqasiga deyarli
to‘liq almashtirishga olib keladi, bu boshga tilni qurish normalariga mos kelishi va ushbu normalar
talab giladigan minimal ma’lumotlarni o‘z ichiga olishi kerak.

Tarjima jarayonida yuzaga keladigan murakkabliklarni bartaraf etishning aniq qoidalari ishlab
chigilmagan. Biroq, tarjimon yuqoridagi kabi muammolarga tayyor turishi kerak. Agarda tarjimon
tarjima qilinayotgan matnning mohiyatini, mazmunini, kommunikativ funksiyasini va stilistik
ta’sirini tushunib, metafora va alluziyalarni farqlab kinoya va so‘z o‘yinlarini, ma’lum sohaga doir
fon bilimlariga ega bo‘lib, tarjima qoidalariga amal qilsa, tarjima matni adekvat bo‘lishi mumkin.
Albatta, tarjimon yetarli darajada professional ko‘nikmaga va tillarni yaxshi bilgan taqdirdagina u
malakali tarjimon hisoblanadi.

Kalit so‘zlar: tillararo aloqa, leksik birlik, semantik — sintaktik tuzulish, gazeta, sarlavha, tag
sarlavha, rubrika, informativ sarlavha, emotsional baholovchi sarlavha, shov — shuvli sarlavha,
sarlavha klassifikatsiyasi, ekpressivlik, qofiyalangan sarlavhalar, tarjimon mahorati, “telegraf tili”,
sintaksis transformatsiyalar.

Djalilova Dilorom
A teacher, Shakhrisabz branch of the
Tashkent State Pedagogical Institute

CLASSIFICATION OF ENGLISH NEWSPAPER HEADLINES AND THEIR
FEATURES IN TRANSLATION
ANNOTATION
This article focuses on newspaper headlines. Their classification is explained by examples.
The scope of their application is mentioned. Newspaper headlines have a variety of expressions,
making them difficult to translate. Syntactic, lexicographic, and stylistic structures are used to
translate the title value as much as possible. Sometimes when translating, this leads to an almost
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complete replacement of one title to another, which must conform to the norms of building another
language and contain the minimum amount of information required by these norms.

There are no clear rules for overcoming the complications that arise in the translation process.
However, the interpreter must be prepared for problems like the one above. The translation text can
be adequate if the translator understands the essence, content, communicative function and stylistic
effect of the translated text, distinguishes between metaphors and allusions, has irony and word
games, background knowledge of a particular field and follows the rules of translation. Of course, a
translator is a qualified translator only if he / she has sufficient professional skills and good
knowledge of languages.

Keywords: interlingual communication, lexical unit, semantic-syntactic structure, newspaper,
headline, tag heading, rubric, informative headline, emotional assessment headline, sensational
headline, headline classification, expressiveness, rhyming headings, interpreter skills, telegraph
language, syntactic transformation.

Jxanunosa Iusnopom

[Ipenomasatens [laxpucad3ckoro dunuana

TamkeHTcKoro TOCYJapCTBCHHOI'O IIEAArorn4€CKOro MHCTUTyTa
yulduzismatova096@gmail.com

KJIACCU®UKAIIASA HABBAHUI I'ABETBI HA AHI'JIMMCKOM SA3BIKE U UX
OCOBEHHOCTH ITEPEBOJA
AHHOTAIUA

Ora craThsd MOCBSIEHA 3arojioBkaM raszer. Mx ximaccupukanus oObSCHSAETCS MPUMEPAMHU.
Cdepa ux npuMeHeHUs YINOMHHAETCA. 3arojlOBKM Tra3eT UMEIOT pa3jM4Hble BBIPAKEHUS, UTO
3aTpyHseT ux nepeBoia. CHHTaKCHYECKUE, JIEKCUKOTrpaQuuecKue U CTUIMCTUYECKUE CTPYKTYpbI
UCIOJIB3YIOTCA Ul MAaKCHMalbHO BO3MOXKHOTO II€peBOJla 3HadeHus 3arojoBka. VHorma mpu
IIEPEeBOJIE ITO IMPHUBOAMUT K IOYTU IOJHOM 3aMEHE OJHOTO Ha3BaHMs Ha JPyroe, KOTOpoe JOJKHO
COOTBETCTBOBaTh HOpPMaMm IIOCTPOEHUS JPYTroro s3blka M COAEpkKaTb MHHHMAJIbHBIA 00beM
nHpopManuu, TpedyeMbli STUMU HOPMaMHU.

Her deTkux mnpaBuil INPEOAOJIEHUS CIIOKHOCTEH, BO3HMKAIOIUX B IIPOLIECCE IIEPEBOJA.
OpHako MepeBOTYMK JIOJKEH ObITh MOTOB K TakKuM IpobiieMaM, Kak IpHUBEAEHHas Bblmie. Tekcrt
IepeBojila MOJKET ObITh aJeKBAaTHBIM, €CJIM IEPEeBOJAYUK IIOHUMAaeT CyTh, COJEp’KaHue,
KOMMYHHUKAaTUBHYIO (YHKIIMIO M CTUIUCTHYECKUH 3((EKT IMepeBeEeHHOI0 TEKCTa, paszinyaet
Metadopbl U AUIO3UM, OOJAJaeT HPOHHMEH M UIpaMU B CJOBa, MMeeT 0a30Bble 3HAHUS B
OIlpe/ieJIeHHONM o0JlacTM M clefyeT npaBuiaaM IepeBoja. KoHeuHO, NepeBOJUUK SBISETCA
KBAIN(ULIMPOBAHHBIM  MEPEBOJYUKOM, TOJIBKO €CIM OH / OHAa MMEET JOCTaTOYHBIE
npodeccuoHanbHble HABBIKUA U XOPOLIEe 3HAHHUE S3bIKOB.

KioueBble c0Ba: MEXbI3BIKOBOE OOLIEHHME, JIEKCHYECKas €IUHMIA, CEMaHTUKO-
CUHTAaKCUYECKasl CTPYKTypa, ra3eTa, 3arojIoBOK, 3aroJIoOBOK Tera, pyOpuka, MHQOpPMaIMOHHBIN
3arojOBOK, 3aroJIOBOK AMOIMOHAJIBHOW OLICHKHM, CEHCALMOHHBIM 3aroyoBOK, KiacCHU(pUKanus
3aroJIoBKa, BBIPA3UTENILHOCTh, PU(PMYIOIIHUECS 3aroJIOBKH, HaBBIKM IE€PEBONUMKA, TeserpadHbIil
A3bIK, CHHTAKCHYeCKasi TpaHchopMalus.

Sarlavha — bu gazeta matnini o‘qishni taklif qiladigan birinchi signal, sarlavha jurnalistik
ishning mazmuni haqida ma’lum ma'lumotlarni o‘z ichiga oladi. Shu bilan birga, gazetaning
sarlavhasi o‘quvchilarning qiziqishini uyg‘otadigan va e’tiborini jalb qiladigan o‘ziga xos hissiy
dunyoqarashga ega. Gazeta sarlavhasining to‘liq tarjimasi, mazmunini deyarli aniq etkazish bilan
bir qatorda, asl nusxadagi barcha hissiy elementlarni o‘quvchiga yetkazishi kerak.

Amerikaning ko‘plab gazetalari sarlavhalari qisqartirilgan shaklda bo‘lib, ular vogqealarning
mohiyatini aks ettiradi. Buning uchun sarlavhada barcha taniqli leksik va sintaktik so‘z
vositalaridan foydalanish mumkin. So‘zlarning majoziy ma’nosi, rangli lug‘atlar, sinonimlar va
antonimlarga qarab ifodali sarlavhalar paydo bo‘lishi mumkin. Sarlavhada maqollar, so‘zlar,
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iboralar, mashhur qo‘shiqlarning nomlari, filmlar, spektakllar, ushbu asarlardagi iqtiboslar, so‘z
elementlari, fonetik va morfologik ifoda vositalaridan foydalanish mumkin. Va bu yerda
tarjimaning ichki mexanizmini ochib berish, ekvivalent birliklarni aniqlash, shuningdek asl birlikni
tarjima matnining ekvivalent birligi bilan almashtirishda yuzaga keladigan o‘zgarishlarni aniglash
va u yaratgan sarlavha to‘la huquqli vazifani bajarishi mumkin bo‘lgan tillararo aloqa turini
ta’minlash kerak. Sarlavha bu “sarlavha — matn” [1, 125] bo‘lgan yagona tizim.

Shunga garamay, ingliz matbuotidagi gazeta sarlavhasi har doim gazeta m’lumotlarining
muhim qismidir. Uning asosiy magsadi — o‘quvchining e’tiborini xabarning eng muhim va qiziqarli
qismiga jalb qilish: sarlavha, qoida tariqasida, maqolaning mazmunini to‘liq ochib bermaydi va shu
bilan o‘quvchini taklif gilingan material bilan tanishishga undaydi. Shunday qilib, o'zining asosiy
magqsadini bajarish, ya’ni o‘quvchini qiziqtirish uchun sarlavha iloji boricha diqqatga sazovor va
esda qolarli bo‘lishi kerak, chunki ushbu gazetaning sarlavhalari bir nechta funktsiyalarni bajaradi:

Birinchi funktsiya reklama-ekspressiv deb belgilanadi, ya’ni gazetani o‘quvchini qiziqtirishga
yo‘naltirish qobiliyati nazarda tutiladi.

Ikkinchisi, matnni atrof-muhitdan ajratib turadigan, tilga oid bo‘lmagan vositalar yordamida
amalga oshiriladigan grafikani ajratish funktsiyasi deb hisoblanadi: shriftlarni ajratib ko‘rsatish,
rang, grafik vositalardan foydalanish (o‘lchagichlar, chizmalar), tuzilish texnikasi (materiallarni
gazeta sahifasiga joylashtirish).

Uchinchi funktsiya nominativ ravishda ma’lumot beradi, chunki sarlavha - bu o‘quvchilarni
gazeta materiallari qisqacha xabardor giladigan kommunikativ birlikdir [2, 58].

Amerika matbuoti 0‘z gazeta sarlavhalarining maxsus uslubini ishlab chiqqan, uning o‘ziga
xos xususiyati leksik va grammatik vositalarning haddan tashqari ekspressivligi.

Sarlavhalar odatda “telegraf tilida” yoziladi, ya'ni barcha semantik ikkilamchi elementlar
tushib qoldirilgan eng ixcham, o‘ta ixcham iboralar yordamida yoziladi.

Shu bilan birga, maksimal ravshanlikni ta’minlash uchun sarlavhalar umumiy lug‘at va oddiy
grammatik vositalar asosida quriladi.

Matnning sarlavhasi ikki xil xususiyatga ega. Bir tomondan, bu matndan oldingi til tuzilishi.
Shuning uchun sarlavha matndan tashqarida va ma’lum bir mustagqillikka ega bo'lgan nutq elementi
sifatida gabul qilinadi. Boshqa tomondan, sarlavha - bu matnga kiritilgan va butun ishning boshqa
tarkibiy qismi bilan bog‘langan to‘liq tarkibiy qism. Gazeta sarlavhalari ikki asosiy prinsip bo‘yicha
klassifikatsiyalandi. Birinchi klassifikatsiya gazeta matni tarkibi asosidagi sarlavha turiga bo‘linadi.
Har qanday gazeta sarlavhalarning bir necha ko‘rinishida foydalanib, ushbu sarlavhalar o‘zining roli
belgilanishi va tutgan ahamiyatiga ko‘ra bir biridan farqlanadi.

Oddiy sarlavha undan quyida turgan material haqida tushuncha beradi. Gazetada chop
qilinadigan har qanday ma’lumot sarlavhaga egadir. Sarlavhadan tashqgari ba’zi maqolalar ikkinchi
sarlavha deb nomlanuvchi kichik hajmdagi sarlavha tagida joylashgan matnga ega bo‘ladilar. Bu
sarlavha turlarini biz quyidagilarga bo‘lamiz:

a) Tag sarlavha — aksar hollarda tematik xususiyat kasb etib ustida turuvchi asosiy
sarlavhadagi ma'lumotni tushuntirib, aniglashtirib davom ettiradi.

Win or bust

Hillary Clinton risks all on one last throw of the dice

Pul topish yoki xonavayron bo‘lish

Hillari Klinton bor yo‘g’ini qaltis ishga tikdi

Ushbu magqola Hillari Klinton va Baraka Obama o‘rtasidagi nizo to‘g risida ma'lumot beradi.

Tag sarlavha rasmiy (ya’ni, ma’lumot olingan manbani ko‘rsatuvchi) yoki ichki bo‘lib,
berilayotgan materialning turli bo‘limlari haqida ma’lumotni mujassam etadi. Ba’zan ichki
sarlavhalar magola mazmunini ochib beradi, ya’ni u haqida qisqacha ma’lumot beradi.

b) rubrika, ya’ni sarlavhanining ikkinchi turi bo‘lib berilayotgan materialning yo‘nalishi va
janriga asosan xarakterlanadi. Rubrika asosiy sarlavhaning ustida joylashtirilib ushbu material
joylashtirilgan gazeta bo‘limini aniqlashtiradi (masalan, Bussine Business, Sport).

Sport

Sharapova Leads Russia in Fed Cup
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Sharapova Rossiyani federatsiya kubogiga olib chigmoqda. (ya'ni, mashhur tennischi Mariya
Sharapovaning yirik xalqaro turnirdagi muvaffaqiyatlari haqida gap ketmoqda).

b) «Shapka» — bir nechta gazeta maqolalarini birlashtiruvchi sarlavha bo‘lib, har bir maqola
o‘zining kichik sarlavhasiga ega bo‘ladi. Odatda shapka maqgolaning eng yorqin fikrini ajratib
ko‘rsatib, aksar hollarda esda qolarli yoki ifodali iboradan sitata keltiradi. «Shapka» doimiy
ravishda o‘quvchini maksimal darajada qizigltirishga yo‘naltiriladi. Shu bois aksar hollarda
«shapka» magqolaning mazmunini yetarli darajada, ba’zan esa umuman ochib bermaydi va u bilan
bog'liq bo‘lmaydi.

Bluff, bluster and bullshit at Counterpunch

Mubolag‘a, g‘azab va bema’nigarchilikka to‘la javob zarba (ayollarga nisbattan bepisand
munosabatni qo‘llab quvvatlovchi web saytdagi maqola shapkasi)

Yuqorida keltirilgan sarlavhalarning barcha turlari ham alohida ha jamuljam qo‘llanilishi
mumkin. O‘zaro ta’sirga kirishib ular o‘quvchiga maksimal darajada birlamchi ma’lumotni yetkazib
beradi. Shunday qilib «rubrikay» gazetada keltirilgan materialning janrini aniqlab bersa, sarlavha
magqolada keltirilgan asosiy mavzu va mazmun haqida xabar beradi, tag sarlavha esa ulardan farqli
ravishda konkret ma'lumot beradi. Gazetada aksar hollarda sarlavhalarning ikkala turi ham
ishlatiladi.

Sarlavhalarning ikkinchi klassifikatsiyasi ularning informativliligiga asoslanadi. I.V. Arnold
barcha sarlavhalarni besh guruhga bo‘ladi:

1. Informativ sarlavhalar. Bu kabi sarlavhalar maqola mazmunini qisqacha aks ettirib, ularga
x0s bo‘lgan xususiyat qisqalikdir (masalan, ularda harfli abriviaturalar va fe’lning tushirib qoldirish
holatlari kuzatiladi). O‘quvchidan oldindan biron bir vogea hodisa haqidagi bilim talab gilinmaydi.

Italy’s radio, TV workers on strike.

Italiyaning radio va televideniya ishchilari ish tashlamoqda.

2. O‘quvchiga ma’lum bo‘lgan vogea hodisaga asoslangan sarlavhalar.

How GB beat Russia at gymnastics

Britaniya gimnastlarining rossiyaliklar ustidan g‘alabasi haqida

Bu kabi sarlavhalarga duch kelgan o‘quvchi, avvalambor ma’lum bir vogea hodisa haqida
ma’lumotga ega bo‘lishi kerak.

3. Qofiyalangan sarlavhalar. Bu kabi sarlavhalar odatda tashviqotchilikka oid maqolalarga
berilib, ular o‘zining aniq qofiyasiga asosan oson va tez esda qoladi.

Back to work — to kill the bill.

Ishga gaytmoq — qonunni ag‘darmoq.

4. Emotsional baholovchi sarlavhalar. Bu kabi sarlavhalar maqola mavzusini yoritmasdan,
ularni maqgsadi o‘quvchini ma’lum bir yo‘nalishga boshlash, tasvirlanayotgan voqeaga nisbatan aniq
munosabatini shakllantirishga qaratilgan.

Ugly noises from Los Angeles mayor’s nest.

Los-Angeles meri uyasida g‘alati shovqinlar

Bu holatda muallif ingliz tilida so‘z o‘yiniga asoslangan stilistik vositani qo‘llamoqda
mayor’s nest — mare’s nest, bema’ni ixtiro — saylov oldidan olib boriladigan ko‘zbo‘yamachiliklar.
O‘quvchining e’tiborini saterik yo‘nalishdagi sarlavha o‘ziga jalb etadi va unga fikrini muallifga
kerak bo‘lgan ma'lum yo‘nalishga yo‘naltiradi.

5. Shov — shuvli sarlavha. Bu kabi sarlavhalarning asosiy vazifasi maksimal darajada qisqa,
aniq va asosly mazmunni o‘zida aks ettrishdir. Biroq u sirliligi bilan o‘quvchini o‘ziga jalb qilishi
kerak.

Convict sentenced to life for coffin girl kidnap.

Umrbod gamoq jazosiga mahkum qilingan jinoyatchi, o‘g‘irlangan qizchani tobutda
yashirmoqda.

O‘quvchi maqolaning sirliligiga qiziqib maqolani o‘qiydi va vogealarning keyingi rivojini
bilishga harakat qiladi (qgamoqdan qochgan jinoyatchi millionerning qizini o‘g‘irlab, tovon puli
talab qilish jarayonida uni taxta qutida saqlaydi, oxir oqibat qizcha qutqarilib jinoyatchi jazoga
tortiladi) [6, 55].
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Ingliz va o‘zbek ijtimoiy-publitsistik matnlar tahlilini olib borar ekanmiz ularda o‘xshash va
farqli jihatlari aniqlanib, bu hodisa tarjimada ba'zi murakkabliklarni keltirib chiqaradi. Bu tipdagi
matnlarning asosiy funksiyasi ma’lumotni yetkazish va shu orqali retseptorga ta'sir o‘tkazishdan
iborat.

O‘zbek tilidagi ijtimoiy-siyosiy matnlarga turli xarakterga ega bo‘lgan leksika, klishe va
neologizmlarning ko‘pligi, qisqartmalarning qo‘llanilishi, hozirgi zamonning ishlatilishi, ko‘zga
tashlanuvchi sarlavhalar va b. lar xosdir. Shu bilan bir vaqtda o‘zbek tilidagi ijtimoiy-publisistik
matnlarga xos bo‘lgan xususiyatlarning ba’zilari ingliz matnlariga xos emasdir. Bu borada ingliz
matnlarida dabdabali ohangga ega bo‘lgan so‘zlar, salbiy baholovchi so‘zlar, keng miqyosdagi
harbiy atamalar qo‘llaniladi.

Grammatik jihatdan bu kabi matnlarning sintaktik tizimida ergashgan qo‘shma gap, sifatdosh
va ravishdosh oborotlarning qo‘llanilishi kuzatiladi. Shu bilan bir qatorda passiv konstruksiyalar,
fe’llarning umumlashgan shaxsiy shakli ham qo‘llaniladi. Publitsistik uslubning yana bir xarakterli
jihati bu — nutq oborotlarida ot yoki sifatdan yasalgan predloglarning ishlatilishidir.

Tarjima jarayonida sintaktik transformatsiyalari qo‘llanilisi ham ko‘zga tashlanadi, ya'ni bir
qo‘shma gapning ikki va undan ortiq sodda gap bilan berilishi. Ingliz sarlavhalariga xos bo‘lgan
jihat bu — fe’l shakllarining ishlatilishi, tarjima jarayonida esa bu kabi konstruksiyalarni
almashtirishga to‘g'ri keladi, va bu o‘rinda turli ko‘rinishdagi grammatik transformatsiyalar
qo‘llaniladi:

Floods Hit Scotland — Shotlandiyada suv toshqini;

Exports to Russia Are Rising — Rossiyaga eksportning kuchayishi;

A Train Driver Dies after Locos Collide — poyezdlar to‘gnashuvi natijasida mashinistning
halokati.

Bundan tashqari grammatik va leksik transformatsiyalar sarlavhalar tarjimasida ham
qo‘llaniladi, ya'ni gapda eganing yo‘qligi va fe'lning kesim shaklida kelishi:

Hires Teen-Agers as Scabs — shtreykbrexer sifatida o‘smirlardan foydalanish (shtreykbrexer-
ish tashlash vaqtida ish tashlovchilarga xiyonat giluvchi shaxs;

Want No War Hysteria in Toronto Schools — Toronto maktablarida harbiy jazavaga qarshi
norozilik;

20f Killed in Air Crash — Avia halokat vaqtida 20 kishining fojiali halokati;

Compressors Delivery Ordered by Gov't — Kompressorlar yetkazib berilishi haqida
hukumatning farmoishi,

British Railways Hit by National Strike — ingliz temiryo‘lchilarining umummilliy ish
tashlashi;

Maxsus tarjima nazariyasi tarjima jarayonidagi ma'lum funksional uslubga oid matnlarning
turli shakldagi stilistik adabtatsiya shakllarini tasvirlaydi. Adabtatsiya yuqorida aytib o‘tilganidek
nafaqat tillar orasidag farqlarga bog'liq. Tarjima jarayonidagi stilistik adabtatsiya original va
tarjima matnida ham analog hisoblangan uslublarda kuzatiladi. Bir turdagi stilistik xususiyat tillarda
turli darajada namoyon bo‘lib, uning originalda mavjudligi, tarjima matnida ham bo‘lishi shart
degani emas.

Sarlavhaning tarjimasi, agar u nashrning mohiyatini ochib bersa, asl nusxaga yaqin bo‘lishi
kerak, agar u qisqa yoki reklama bo‘lsa, uni keyinchalik axborot maqgsadlarida foydalanish uchun
qisqacha izoh berishingiz kerak.

Asl matndagi barcha gisqartmalar umumiy gabul gilingan va maxsus gisqartmalarga muvofiq
hal qilinishi kerak. Shifrini ochib bo‘lmaydigan qisqartmalar asl tilda qoladi.

Tarjima matni asl matnda qoladi: so‘zlar va jumlalar asl tilda emas; mahsulotlar va qurilmalar
brendlarining qisqartirilgan nomlari; xorijiy bosma nashrlarning nomlari.

Tarjima matni tarjima qilinadi: muassasalar va tashkilotlarning bo‘limlari va bo‘limlarining
nomlari; lavozimlar, darajalar, ilmiy darajalar, unvonlarning nomi; belgilangan tartibda tegishli
nomlar va nomlar. Tarjima matni transkripsiya qiladi: mashhur familiyalarning an’anaviy imlosini
hisobga olgan holda chet el familiyalari, tegishli ismlar va nomlar; xorijiy familiyalardagi maqolalar
va predloglar; xorijiy firmalar, kompaniyalar, aktsiyadorlik jamiyatlari, korporatsiyalar, kontsernlar,
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monopoliyalar, sanoat birlashmalarining nomlari; kompaniya nomlaridagi konyunktura va old
qo‘shimchalar mashinalar, asboblar, kimyoviy mahsulotlar, material markalari. Tarjima matni
o‘zbek ekvivalentlari bilan almashtiriladi: ilmiy va texnik atamalar; geografik nomlar. Tarjima
matni siyosiy va ijtimoiy hayot, tarix, jug‘rofiy va iqlim sharoiti bilan bog‘liq aniq so‘zlar va
iboralarning milliy o‘ziga xosligini saqlaydi [7, 28-32.].

Shunday qilib, gazeta sarlavhalarini tarjima qilish sarlavhalarning tipik tuzilishidagi farqlar,
ularning semantik talqinining noaniqligi va sarlavhalarda ishlatilgan leksik birliklar, to‘plamidagi
farqlar, ekspressiv-stilistik omillar, shuningdek, matn o‘rtasidagi semantik korrelyatsiya bilan
belgilanadigan turli xil tarjimali o‘zgarishlarni talab qiladi. Ushbu jarayonlar tarkibiga grammatik
va semantik o‘zgarishlar, leksik-grammatik o‘zgartirishlar kiradi, Asl sarlavhani tarjima tilidagi
ushbu janr normalariga mos keladigan yangisi bilan almashtirish. Yetarlicha tarjima qilish uchun
tarjimani o‘zgartirishning o‘ziga xos xususiyatlarini bilish kerak, chunki ingliz zabon va o‘zbek
tilidagi sarlavhalarining tuzilishi o‘rtasida farq mavjud bo‘lib, ularni bilish sarlavhaning ma’nosi va
o‘ziga xosligini aniq yetkazish imkonini beradi.

Gazeta janrining so‘z birikmalarida ravon bo‘lish, sarlavhalarning barcha grammatik
xususiyatlarini topish va ajrata olish, sarlavha va sarlavha elementlarining matn bilan stilistik
alogasini tushunish va aniqlash kerak.
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CV3 CAHBbATH XAAKAPO XYPHAAH
MEXKAYHAPOAHBIN XKYPHAA UCKYCCTBO CAOBA
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AJtanazaposa Mamypa AxMe10BHA
TomkeHT gaBnat IOPUANK YHUBEPCUTETU
Nxtucocnamtupuirad gpuinuanu

YMmymTabaum ¢annapu kadeapacu YKUTYBUUCH,
TomKeHT, Y36eKHCTOH

JUHTBOMAJAHUATIIYHOCJUK ®AHUHUHI ACOCHUH XOJIATJIAPA

d  http:/dx.doi.org/10.26739/2181-9297-2020-4-6

AHHOTAIUA
JIMHrBOMaJaHUATIIYHOCIMKHUHT MyXHUM TYyHIyHYajlapuiaH Oupu Oy — JIMHIBOKYJIbTypeMa — ¥3
ceMaHTHKacuaa (MabHOCHIA) MAJAHUSATHUHI OUpOp OVJIaruHU aKkc 3TTUPYBUM TUI EKU HYTK
oupnuru. (KOcynos). JIMHrBOKyJIbTypemManapra MaJaHUATHUHT OUpOp OYiaruHu akc ATTUPYBYU
cy3nap (Ty0, sicama, KymiMa Ba Mypakkab® cyznap), (pazeosorux Oupiukiap, cy3 OupukManapw,
ramiap, napeMusiiap, HYTK KIIUIIYelapd, MypakkaO CHHTAKTHK OyTyHJIMKIAp, MaTHjap, LIy
KymiagaH (oNbKIOp MaTHJapuW Ba XOKaszonap Kupaau. JIMHrBOKyJIbTypemMa Ma3MyH Ba udona
wianura sra. Mdona miuaHuHM IOKOpUAA KypcaTWiraH OUpJUKIap, Ma3MyH IUIAHMHHU 3ca yIia
OMPIMKIAPHUHT CEMAHTUKACHU TAIUIKWUJ Kujaaau. /lemak. JTUHIBOKYJIbTYypeMa KOHIENTIAH Y3UHUHT
T €KH HYTK OMpPIUTM 3KaHIWUTU OwiaH, udona Ba Ma3MyH IUIAHUTA 3ra 3KaHJIWTU OWiIaH (apk
KUJIAIH.

B.A.MacioBa TMHIBOKYJIBTYPEMAHUHT 9 XUIIM MaBXyIJIUTMHU TABKUUIANIN:

1. DxBuBaseHTCU3 Jiekcuka; 2. Mudonoruk tun oupnuxnapyu; 3. TUIHUHT MapeMHOJIOTHK
donan; 4. Tunauar ¢dpaszeonoruxk Qoumu; 5. Pamsmap, crepeoruruiap; 6. Metadopa Ba TuI
oOpasnapy; 7. TUIHUHT CTUITUCTUK Ma3MyHH; 8. HyTkult xynk-atBop; 9. HyTkuii sTuker.
JIMHrBOMaJaHUATIIYHOCIUKHUHT  Oa3zaBuil  TyllyHuadapuiaH Oupu Oy “myHé TtacBupu’”
TymyH4acuaup. “JlyHé tacBupu’ TYyLIYHUYACH MHCOH KOHIIENTYyal ammapatd OObEeKTUB TyHENAru
XaKUKUH OOpIWKHHM Y3uga akc oSTtrupand. Twin Tadakkyp Qaonustuga akc 3Tran  Oapya
XoJucanapHu u@ojanaiiii Ba y MHCOH amainuil ¢aonusatu OwiaH yamOapuac OOFIUK OYnaiu.
TwiHUHT MaBXKy OYyIuIIM “AyHEHUH KOHLENTYal TacCBUpU~ HQPOJATAHUIINHUA TaXJIHJI KWJIMITHHUHT
acocuil MyammonapuiaH Oupura aianumura ca®ad Oymaau. Iy myHocabar OunaH “myHEHUHT
KOHIENTyaJ TacBUPU~ HMHCOHHUHI OOpJIMK TYFpUCHIAru OuWIMMiIap HUFUHIUCH OYnuO, Tuinaru
“nyHé TacBUpK” 3ca “ITyHEHU JTMCOHUM aHrIaIaup”.

XO03Upru 3aMOH TWIIIYHOCIWIUIa, JOyHEHUHI KOHIENTyal Ba JIMCOHMW TacBUPHU
TyllyHYajapu OwiiaH Oupramukia “MUUIMNA AyHE TacBUpHW TYIIYHYACH XaM KEHI KYJUIAaHMOKJA.
Munnuii 1yH€ TacBUpHUHHU BepOaylIallyBUJa TWI KaTTa pojib yilHaiiau. 3epo, T - Oy MagaHUsT
BOCHUTAYUCH, YHHUHI TapKaTyBUMCHIup. Tun y3uma cakinad KemajauraH MIJDIAHR  MaJgaHui
OOMIMKIIApHU aBJOJJAH aBJIOAra eTkazaau. Twi - amanuid, XakuKUil OHIJIUp, TWJI OHI CHUHIapu
Oomika Kumuiap OWiIaH MyoMaia KWIMII 3XTHEXU MyoMalla KWJIMILI 3apypiiurd Tydaiiu nainao
Oynaam.
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Kanut cy3nap: Konuenr, uarims nuarsomananusatu, Onos, CyB, acocuid, Ooin O€Nru, CEBTH,
Y CTIWK, EKTUPHI, (PU3NOIIOTUK XyCycusaTaap, JIMHrBOKYIbTYpOJIOTHS, MaJIaHUI KOHIIETIT

Astanazaposa Mamypa AxmMe10BHA

Kadeapa 001meo0opa3oBaTEIbHBIX TUCIUTIINH,
crienanIn3upoBaHHbIi (uiran TalKkeHTCKOro rocy1apCTBEHHOTO
IOpUINYECKOTO YHUBEpCUTETa, TalkeHT, Y30eKkucTan

OCHOBHBIE CJIYYAU JIMHI'BUCTUKHU
AHHOTAIUA

OpHMM M3 BaXHEHIIMX MOHATUN JIMHTBOKYJIBTYPOJOIHMH SIBJSE€TCS JIMHIBOKYJIbTYypa - €IMHHUIIA
sI3bIKa WJIM PEUYd, KOTOpas B CBOEH CEMaHTHKE (3HAYCHHH) OTpakaeT dacThb KyibTyphl.(FKOcymoB).
JIMHrBOKYJIBTYpPBl  BKJIIOYAIOT  CJIOBA, OTpaKaloU[Me 4YacTb  KyJbTypbl  (IIPUMHUTHBHBIE,
UCKYCCTBEHHbIE, COCTaBHbIE U COCTaBHbIE CJIOBa), (Hpa3eosOTHYECKUE EIUHUIIBI, (pasbl,
MPEJIOKEHUS, TapEMbl, PEUEBbI€ KIIMILE, CIO0XKHbIE CUHTAKCUYECKUE €AMHMUIIbI, TEKCThI, BKIHOYAs
¢donpkiopHbIe TEKCThI, U T. JI. JIMHrBOKy/IbTYpa MMeeT IJIaH coiepxkaHus U BblpaxkeHus. [lnan
BbIpaKeHUs (OpMHpYeTCsI CEMAaHTUKOM YyKa3aHHBIX BBIIIE €IUWHUI, B TO BpeMs Kak IUJIaH
coJiepkaHus 3TuX eAUHUL. CKaXkH. JIMHIBOKYJIbTYpa OTIMYAETCS OT KOHCEPEITa TEM, UTO €€ SI3bIK-
9TO €MHOE LEJI0e PEeYH, OHO UMEET IJIaH BBIPAXKEHUS U COJIEpKaHUE.
B. A. MacnoBa oTMe4aer, 4To CyLIECTBYET 9 TUIIOB JIMHTBOKYJIBTYPBI:
1. JlexcukoH Oe3 skBHBaJIeHTa; 2. Mudonaoruueckue s3bIKoBble enuHuUIbl; 3. [lapemuonoruueckas
ocHOBa s3blka; 4. ®pazeonornueckuid Goup s3bika; 5. CuUMBOJBL, crepeoTunsl; 6. Meradopsl u
SI3BIKOBBIE 00pasbl; 7. CTUIMCTHYECKOE coIepkaHue si3bika; 8. PeyeBoe momenenue; 9. PeueBoit
SPIBIK.
OnHuUM U3 OCHOBHBIX MOHSATHUN JIMHTBUCTHKHU SIBIsieTCs MoHsATHE "oOpa3 mupa'. [lonstue" obpas
Mupa " sBisieTcsi 00BEKTOM YeIOBEUYECKOI'0 CO3HAHUS, OTPAKAIOIIUM pealbHOe ObITHE MUpa. SI3bIK
IpesicTaBiIseT co00i BceX pabOTHUKOB, KOTOPHIE OTPAXKAIOTCS B I€ATEIHHOCTH MBICIHU, U OH OyAeT
TECHO CBSI3aH C MPAKTUYECKON JIeATEIbHOCThIO uenoBeka. Hannume s3p1ka 00ycIOBIMBAET OAHY U3
OCHOBHBIX MpoOJeM aHaiu3a BbIpaXKEHHs 'corjacoBaHHbIH o0pa3 mupa". B cBs3u ¢ atum"
rUIOTEeTHYeCcKHil 00pa3 Mupa "- 3T0 cymMMa 3HaHUHM O CyIIECTBOBAHUM YesloBeKa, a" obpa3 mupa "B
SI3BIKE-ITO"'SI3BIKOBOE MIOHUMAaHHE MHpa'.
B coBpeMEHHOM S3bIKO3HAHMM TMOHATHE "HAllMOHAIBbHBIM 00pa3 Mupa" Takke HIMPOKO
HCIIOJIb3YETCSl B COYETAHUU C MOHSATHSAMHU KOHLIEPTHON M SA3BIKOBOHM penpe3eHTaluu Mupa. S3bIk
urpaer BaxHeHmryro ponb B HanmonaneHomM Mmupe. Beap S3bIK-3TO MOCPEIHHUK KYJIBTYpHI, €€
pacnpocTpaHuTenb. SI3bIK NepeaeT HallMOHAIbHOE KyJIbTYpHOE 00raTcTBO, KOTOPOE OH COXpaHsET
U3 MOKOJIEHUS B MOKOJIEHHUE. SI3BIK-3TO MPaKTUUYECKOE, pealbHOE CO3HAHHE, S3bIK BOZHUKAET W3-3a
HE0OXOMMOCTH 00pamaTbcs 3KCTUOMKU, YTOOBI MMETh J€JI0 C APYTUMHU JIIOJAbMH, TaAKUMH Kak
CO3HaHHe.

KuioueBble cj10Ba: KOHIIET, aHTIHIICKas JIMHrBUCTHKA, OTOHB, BO/Ia, 0a30BbIM, TJIaBHBINA T€PO,
m000Bb, Jpyxk0a, KOKCOBaHUE, (PU3MOJOrMUYECKUE XapaKTEPUCTUKH, JMHIBOKYJIbTYPOJIOTHS,
KyJIbTYPHBI KOHIIENT

Allanazarova Mamura Akhmedovna
Department of general education disciplines,
specialized branch of Tashkent State
University of Law, Tashkent, Uzbekistan
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THE MAIN CASES OF LINGUISTICS
ANNOTATION
One of the most important concepts of linguocultural studies is lingvokulturema - a unit of
language or speech that in its semantics (meaning) reflects a part of culture. (Yusupov).
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Linguocultures include words that reflect a part of a culture (primitive, artificial, compound, and
compound words), phraseological units, phrases, sentences, parems, speech clichés, complex
syntactic units, texts, including folklore texts, and so on. Linguoculture has a plan of content and
expression. The plan of expression consists of the units mentioned above, and the plan of content
consists of the semantics of those units. So. lingvokulturema differs from the concept in that it is a
unit of language or speech, with a plan of expression and content.

V.A. Maslova notes that there are 9 types of lingvoculturema:

1. Non-equivalent vocabulary; 2. Mythological language units; 3. The paremiological fund of
language; 4. Phraseological fund of language; 5. Symbols, stereotypes; 6. Metaphors and images of
language; 7. Stylistic content of language; 8. Verbal Behavior; 9. Speech etiquette.

One of the basic concepts of linguocultural studies is the concept of “worldview”. The concept of
"image of the world" reflects the real being in the objective world of the human conceptual
apparatus. Language represents all the phenomena reflected in the activity of thinking, and it is
closely connected with the practical activity of man. The existence of language makes the
expression of the “conceptual image of the world” one of the main problems of analysis. In this
sense, the "conceptual image of the world" is the sum of knowledge about human existence, and the
"world image" in language is the "linguistic understanding of the world."

In modern linguistics, along with the concepts of conceptual and linguistic depiction of the world,
the concept of "national world image" is also widely used. Language plays a major role in the
verbalization of the national worldview. After all, language is the mediator of culture, its distributor.
Language transmits the national cultural riches that it retains from generation to generation.
Language is a practical, real consciousness, and the need to interact with other people, like language
consciousness, arises because of the need to interact.

Keywords: concept, English linguistics, fire, water, basic, main character, love, friendship, coking,
physiological characteristics, linguoculturology, cultural concept

XO03upru KyHjaa 4YeT TWIMHHM OWIMII, YHM MyKamMMall YpraHuil 3aMOH Tajabura aigaHuo
O6opmoksia. MabiayMKH, xap OUp KUIIM MUJUIMN yp(-04at, THII, TapuX, aAaOuETHU ¥3 WUKra ojraH
aHUK OWp MaJaHUSITra TErHIUIAAUp. Mamiakariapapo HKTUCOAWM, MaJaHWi, WIMHN alloKajap
TUJIHU MaJaHUATHU aKC OTyBYM BocuTa Ae0 TaJkuH sSTwivmura oiaud kengu. 3.Cenup
TabKUJUIAraHUAEK, TUI - Oy MaJaHUSATHU YpraHuuja Hyn KypcaTyBuu BocuTaaup. TuiaHH
Vpranaérranna ¢akar Cy3jgapHH, TaMUPUIITHUA 3Mac, OaJKu TWIM YpraHWiIaéTraH MaMJIaKaTHHHT
MaJlaHUATH, aXOJMCUHUHI JyHEKapaiiu, XaéT Tap3u, ypd-ojariapy Xakujaa OWIUII Makcajra
MyBopuKaup. by sca ¥3 HaBOaTuAa TUIIIYHOCHMKIA SIHTU OMp coxa Mmaijgo Oynuimmra, s’ibHU
JIMHTBOMAJJaHUATILIYHOCIUKHUHT BYXKYJira Kenummra cabad oyiau.

JIMHrBOMaJaHUATIIYHOCTUK Oy THJIIIYHOC/IMK Ba MaJaHUSATHUHI y3apo TYKHALIyBH acoCHAa
naigo OynraHn Mypakkad wiMuid ¢an HyHanumuaump. Y MaJaHUSAT OWlaH TWIHUHT Y3apo
OOFJIMKJIUTY Ba TAbCUPUHU, TUIHU MAaJaHUSATHUHT (peHoMeHu cudaTtuaa ypranaau. by mummuil tun
MIpU3Macu OpKaJId TyHEHU MablIyM JapaxkaJa KYpHIll, TUIHUHT MabIyM MIJLIAT aKJl Ba MaJaHUSITH
opKaJii HaMOEH OYmummanp. Yoy WYHAIUIIHUHT SHTY OYITaHIuru cabad, yHUHT Xap TOMOHJIaMa
TYJaauruya ypraHujaMaraljiurd Ba Xap Xwil (UKp Ba KapalUIApHUHT MaBXYJUIMTU Xald KY1iad
WIMMI U3IaHuIuIap 010 OOPUILIHU TaKO30 ITa/IH.

Tun Ba MalaHUAT YpTacUAaru IETEPMUHU3M, SIbHU Y3ap0o OMP-OMPHHU TAKO30 THUII XaKUKUAN
“Y3apounmuk”’mup. Iy cababmu Typiaum mamiakaTiap OJMMIIADM TOMOHHUJAH THJ Ba MaJaHUST
MyHOcabaTu Mmacajlacu TypiM HyHanuuuiapia YpraHujgaétraniaura tabuuiinup. By myammo
tunyHocnap (FO.Copokun, B.Tenus, E.Bepemarun, A.BexOunxkas, B.Kocromapos, [1.Ondopz,
J.Xaitmc kabwmap) Ownan ¢annacypmapaunr (I.Bpyrsan, 3.MapkapsH, Ba Oomkamap),
ncuxonornapHuHr (JI.Beirorckuii, A.Jleontses, B.Iletpenko, I1.I'yapBucTe) abpT00puHN TOPTHO
kenMokaa. by Macanma HYTK MagaHuMsTHra OWJ TaJKUKOTIapJa MYXUM YpuUH Srajuiaiju.
(10.CxBopuos, D.bermaros, A.Mawmaros, b.Ypun6oes Ba 6Gomrkamap). Keiinnrn iimnmapga
TUJIIYHOCIUKJA JIMHIBOKYJIBTYPOJOTUSHUHT alloXuJa TaJKUKOT HYyHamumu cudatuga [makia
tormumu (A.Kpacusix, B.Macnosa, JI.I'yakoB, [[.AmrypoBa) Oy MacajaHUHT JOI3apOJalIuIImra
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cabab 6ynmMoKa.

D. Cemmnp Ba b.Yopdumap y3 dapazmapuma Tiii Ba MaAaHUAT YUFYHJIANTyBUHU WITApH
CypraH XoJsija, TWJI — MaJaHuAT MaxCyju Ba IIy OuiaH Oupra MaJaHUSATHU HIAKIUIAHTUPYBYH
oMU €0 TaJIKWH dTafwiap. 3epo, Xap KaHaal MaJaHuAT THIIAa HaMOEH OYnaau, THIIa Y3WHUHT
MOAIUN KOOWFMHU TONUIIM OusiaH Oupra, arpod-MyXuT TabCcUpUIa TApaKKUET KWINO, Y3rapud
o6opaau. Typiu Mumiatiap MaaaHusITH OUp-OMpHUIAH NACTIA0KU YpUHIA BOKEITUKHH MOJJIMA Ba
MabHaBUH Y3MalITUpUILIATH (apKu KUXATUIAH aXpanud Typaau.

Poccusuk unonor Tep-MunacoBa TUIIHM MaJaHUST cakjiaHAJUTraH Xa3uHara Kuéciauu.
VYHUHr TabOupuya TUI MaJaHUN KaJpUSATIapHU V3 TapkuOuaaru JieKCHKa, I'paMMaTHKa,
UMOMaTUKala, MaKoJajgap/aa, Xajak OK3aKH WKoauaa, 6anuuil Ba uamMuil anabuériapaa, Kojiasepca
OF3aKM Ba €3Ma HYTKAA cakyiad Kenaau. Arap TWIHUHT Ty3WIHMIIM, U(OJalaHUIIN Ba YHU 3rajall
yciyonapyu HyKTau-Hazapuiau Ky3aTuica, yHJIa WKTUMOUM-MaJaHul (COLMOKYIIbTYp) KaTiaM EKU
MaJ@HUSTHUHT KOMIIOHEHTH TWJIHUHI OUp KUCMH €KM YHUHI OOpPJIMFMHUHI acocu cudaruia
HaMOEH Oynaan

Tun — Oy HUpPUK WXKTUMOUN KypoJaup, y OuUp 31aT MHUKECHAA MXKTUMOMM OKUMIIApHU
HIaKUIAHTUPAad, Oup THiga cy3iamiajurad >KaMOaHUHI MaJaHUATH, aHbaHAJIApH, WKTUMOMI
OHTMHHM ¥y3uJa cakjaiiau Ba eTkazud Oepamu, Oy OpKaiM MWIIATIAPHU MAlA0 OYIWIIMTa 3aMUH
gapataad. Tunra Oup MWIUIATHUHT acocuil Oenrucu cudaruga MypoxkaT KWiIraHia. YHH HKKH
TOMOHJIaH Ky3aTHII MYMKUH «UYKapuJaH» Ba «TallKapuIaH». YHH «HU4YKapuaaH» OynaauraH
xapaéH cudatyaa Kys3aTragaa, TWI JJAaTJapHUHT Y3ap0 MHTErpalusyallyBUard MyXUM
¢dakropnapugan Oupu OYnuO 4YMKagM. «TAalIKApUAaH» Kaparahjga sca Oup »sjgaTHU Oollka
anatiapAad GapkiaoBuu Oenru cudaruia Kypuin MyMKHH.

JIMHrBOMaJaHUATIIYHOCTUKHUHT MyXUM TyLIyHUanapuaad Oupu Oy — JIMHIBOKYJIbTYpEMaaUp.

JlunrBokyneTypema — Oy ¥3 cemMaHTHKacula (MabHOCHA) MAaJaHUSATHUHI Oupop OYiaruHu
aKc ATTUPYBYM THI €k HYTK Oupnuru. (KOcynos). JIMHrBoKynbTypemanapra MaJaHUsITHUHT OUpOp
OynmarmHu axkc STTUPYBYM cy3iap (TyO, scama, Kymma Ba Mypakkald cyziap), (hpa3eonoruk
Oupnuknap, cy3 OMpUKMallapH, ramiap, napemusiap, HyTK KIHWIIYeTapu, Mypakkad CHUHTAKTHK
OyTYHJIUKIAp, MaTrHiap, Iy oKymjaJaH (OoNbKIOp MaTHIapU Ba XOKa3zoiap KHUPaJu.
JlunrBokynpTypeMa Ma3MyH Ba Hdoja miuaHura sra. Mdoga nimaHuHM IOKOpUIa KypcaTWiraH
OupiMKIap, Ma3MyH IUIAHMHM 3ca yiia OWPJIMKIAPHUHT CEMaHTUKACH TAIUIKWI Kuiaau. Jlemak.
JIUHTBOKYJIbTYpEMa KOHLENTAAH Y3UHUHT THJI €KH HYTK OWUpIMrd SKaHiauru Ounal, udona Ba
Ma3MyH TUIAHHWTa 3Ta SKaHJIATH Omitad Gapk KuIaau.

B.A.MacinoBa nTuHIBOKYJIbTYPEMAHUHT 9 XUIIM MaBXyIJIUTMHY TabKUJIAHIN:

1. DkBuBaseHTCU3 Jiekcuka; 2. Mudonoruk tun oupnuxnapy; 3. TUIHUHT MapeMHOJIOTHK
donan; 4. Tunauar ¢dpaszeonoruxk Qoumu; 5. Pamsmap, crepeorurmap; 6. Meradopa Ba THI
oOpasnapy; 7. TUIHUHT CTUITUCTUK Ma3MyHH; 8. HyTkull xynk-atBop; 9. HyTkuii sTuker.
JIMHrBOMaJaHUATIIYHOCIUKHUHT siHa OMp acocuil TyllyHuanapuaaH Oupu Oy “myHE TacBUpuU
TymyH4acuaup. Onumiiap AyHE TACBUPUHUHT UKKUTA TYPUHH aKpaTaay — KOHLENTYyall Ba JTMCOHUI
JTyHE TaCBUPJIAPH.

“JlyHEHMHT KOHILENTYyal TacBUpHU~ AECUWITaH]a UHCOH OHruMja Xa€THU Takpubacu acocuaa
MabJIyM Xa€THH BOKENMK l03acHJaH Maigo OynraH TacaBByp TywyHWiIaad. Tuia Tadakkyp
daomusaTHAA aKc 3TraH Oapya xoaucaiapHu HoAaTalIu Ba y MHCOH amManuid (aonustu OuiaH
yamOapuac Oornuk Oynanu. TuaHUHT MaBXKyd OYnumu “AyHEHUH KOHLENTyal TacBHpU
nhomaNaHUIINHNA TaxXJIWI KWIMIIHUHT acoCHil MyammoJapujiaH Oupura aiaHumura cabad
o6ynmamu. Iy wmyHocabar OwnaH “IyHEHMHI KOHLENTYyajdl TacBUpU~® HMHCOHHHMHI OOpPJIMK
TYFpucHaaru Oounumiap HuruHAWCK OYnub, Tuipard “ayH€ TacBUpH~ 3ca “OyHEHU JIMCOHUUN
aHTJIAI U .

JIyHEHUHT JIMCOHMM TAacBUpW TyLIyHYacu HadakaT AyHE TacBUpH, OalKd ITyHEHUHT
KOHIENTyaJ TacBUpPU TylIyHYacH OWiIaH xam Moc Kenaau. Tuin OOpiMK KOHILENTyalu3alusCH
XKapa€Huaa MyXuM pod yiHaiau. /[yHEHMHT JTMCOHHMM TACBUPH JyHEHUHI KOHIIENTYaJl TACBUPUHU
to3ara uukapaau. E. KyOpskoBa TabkujaraHuaek ‘“ITyHEHUHI KOHIIENTyal TacBUPH JIMCOH
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épramua py€ora 4MKaau, YHUHT MabJIyM KUCMHU MHCOH IICHXMKAacura OOIlKa THUIJIard MeHTal
pernpe3eHTanusuiap - oopasiap, cxemasuap, TacBupiap (KapTUHKHU) OPKAIu MyXpJaHaau.”

JIyHEHUHT KOHLIETITyall TACBUPH TyHEHUHT JIMCOHUN TaCBUPHUAAH KEHI'POK Ba OOWpOK OVyiiaau;
OYHEHUHT JIMCOHMM TacBUpU KOOMFU IyHEHMHI KOHIENTyald TacBUpura OVHCYHYBUM KaTjiam
cudaTnia TacBUpIaHUO, KOHLENTyall TACBUP TWUJ TAabCUPUHUHI TYpJIU 30HAIAPUHMU Y3 WYHUra
KaMpab osaau. DHT aBBajlo, OEBOCHTA THJIHUHT IIAK/UIaHAETraH KOHIIETIT Ba TylIyHYanapra 0yiaran
TabCUP 30HACU a)XpaTwiagu. bup TOMOHIaH, OUJIMM Ba MabJIyMOTJap ralupyBUMJIAPHUHT BepOas
KaliTa WIUIAIIMAAH YTaaud Ba JIMCOHUM IIAKIra ailjlaHaad. bomka TOMOHJAH, SIHTH
TyLIyHYaJJapHUHT TNaifo Oynumm Vyima maitraya MapxyJ Oyiran cxemanap €pramuia coIup
Oynanu, sS’bHU TUIJA MaBXKyJl OYJIraH KOHUENTJIApHUHT OeBOCHTA Tabcupura acocianagu. LIlyHuHr
YUyH XaM KOHIIeNTap, XaM TylIyHuanap udoaaJaHUIIHUHT KOHBEHI[MOHAJ JIMCOHUM IIaKura ara.
Ma3kyp 30HaZa AyHEHUHI KOHIENTyal TaCBUPU TyHEHUHI KOHLENTYaJ-TMCOHUM TacBUpU OuiaH
Tynanuruya Tytamanad. JIncoHni OeNTruIapHUHT MabIyM XYCyCHSTIApW YMyMIIAIIMAcH acocuia
HIaKJJIaHTaH a0cTpakuusiap Bocuta 0yiu0 Xxu3mar KWiyB4YM OOIIKa OUp JIMCOHUN TabCHUp 30HACH
XaM MaBxyz.

Hly Ttapuka, TyHEHUHI JUCOHUN TAaCBUPU HKKU- THWJIIHMHT JyHE KOHIENTyal TacBUpPHra
O6eBocuTa Ba OMJIBOCHTA TabCHUP KWIMII 30HAJIapU XucoOura makiuiaHaau. JlyHEHUHT JIHMCOHUMN Ba
KOHIIENTYaJ TacBUpJapu BepOa 3tarnga yambapyac OOfIaHau.

XO03Upru 3aMOH TWILIYHOCIWTUAA, JYHEHUHI KOHILIENITyal Ba JIMCOHUNW TacBUPH
TyllyHYajapu OwiiaH Oupramvkia “MUUIMA AyHE TacBUpHW TYIIYHYACH XaM KEHI KYJUIAaHMOKJA.
Masbnymku, nyHénaru Oapya mMamilakariap Y3UHUHT WKTUMOWNU-UKTUCOJIUN TapakKUETH, YTMUIL
TapUXy, MaJaHUl PUBOKJIAHUILM Ba TYpMYII Tap3u KUXaTJaH Oup-OupuaaH ¢apk Kuiaau Ba ¥3
MUJUIANA TyHE TacBUpuUra sra 6ynaau. Musumii TyHE TacBUp — MHCOH sIlIaiUral Ba (paoiausaT oauo
Oopanurad Ba €T MaJaHUAT OWJIaH 1yd KelIraHja axpatud TypyBYH, OMp BaKTHHHI Y3HJia BUPTYyal
Ba peas Oyiran nHGOPMAIMOH—3MOIIMOHAT MaiIoHHp. byHra Mabiiym MagaHUH—MUJUIAN KaMHST
ab30JIAPUHUHT MAJaHUIT (EHOMEHUHUHT (XaM YMYMMWUIMM, XaM UHAMBUAyall — IIaxcuil) Oapua
SKKOJI Ba IMOTEHIIMAJ TaCaBBYpJIApH KUPAJIH.

Munnuii a1yHé TacBUpPUHM BepOajutallyBuAa TWI KaTTa poJib yiHaiau. 3epo, Tuin — Oy
MaJIaHUAT BOCUTAYMCH, YHUHT TapKaTyBUUCUANP. Twi y3uma cakiad KeinaauraH MUWUIHH MadaHUi
OOMIMKIIapHU aBJIOJIaH aBjojara erkaszaau. OHa TUiapuia TanupuUIIHA OouuTaéTraH ryjaakiapnaa
OHa TWUIM OWiaH Ouprajukaa axaoijJapuiaH KoJraH yMyMHM MagaHuil TaxkpuOa XaMm CHUHIHO
oopanu. Tun — amanuii, Xakukuid OHIJIMp, THJI OHI' CHMHrapu OOlIKa KHIlWiap OuilaH Myomaina
KUJIUII 3XTUEXKU MyoMania KWIMII 3apypiurd tydaitnu naiino 6ynanu. Tun xumuiapHUHr Oup-
Oupu OmiaH aJloKa KWJIMII BOocuTacu Ba pukpHUHT OeBocuta ndomacuaup. Oukp aipdonuiam sca
¢dakat THN €EpaamMyAa amanra OUIMPUIMIIM MYMKHH. Tuin TapakkypHUHT OOpPJMK IIaKIH,
Taddakkyp 3ca TUIHUHT MasMyHUAUp. NHCOHIA OHIHUHT MIAKIUIAHWO, THJIHUHT TAWI0 OYIUIIN
MaJaHUATHU WIK Kagamuaup. TWIHHMWT IMakiaHu® ycub Oopuiin OeBOCUTa WHCOHJIAPHUHT
MabHaBUN KUE(DACMHUHT PHUBOXKIIAHUINWTA Y3 TACHPUHU Kypcaramd. Twuin OeBocuTa Xakiap
VpTacuaa MagaHui, MabHABUH aJOKATapHUHT Ycub Oopurmura Epnam 6epaau. Twun iiwsuiap, acpiap
JaBOMMJIA JKaMUATIA pyH Oeprau BOKea XOAMUCANIApHU Y3MJA aKC ITTHpagu. AXAojiaplaaH
aBJIO/JIapTra MabJIyMOT TYII1a0, HUFUO, cakj1ad eTKka3aau.

JlyHEHUHT MaJIaHuH TAaCBUPUHU yprauuniga JIMHIBOMAJaHUATIIYHOCIUKHUHT
mytaxaccucinapu (Tepebuxun H.M., Tomopoa B.H., Tawes I.JI[.) xatop XomarmapHu
KeJITHpaauiIap:

1) Tunma IyHEHMHT MaJaHUM TacBUpPH Y3 HWYUTra YMYMHHCOHUN Ba YJApHUHI ¥y3ura Xoc
XyCYCUATIIApDUHU KaOyJl KUJIau;

2)  nyHEHMHT MaJlaHWM TacBHpHUJa TWIJA CaKJIaHyBYM Ba KYJIJIAHWJIYBYM MaJlaHUSATra XOC OYiran
MabHOJIApP, MAJaHUW-KAIPUATIM AOMHUHAHTIIAP, MAJAHUATHUHI MabllyM TypJapUHU XOCHI
KWJTyBYM TYyILIyHYajgap MaBxy Oynanu;

3) IOyHEHUHI MaJaHUW TacBUpU OUp THI MaJaHUATH KOJIMIKJA SCOHA TacaBBYPHU
udoaanamaiiy, YyHKH Typiu MIUIAT BaKWLIApU TYPJIH KaJIpUsTiapra ara Oyauiiy MyMKUH;
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4)  nyHEHMHT MaJlaHUM TacBHpW HadaxkaT MHIUMBUIYyad OaJlKU jKaMOABUHM OHI/Ia MaBXKyJl OYianu
[Kapacuk, 1996.].
Uy ypuHaa, TMHTBOMAJaHUATIIYHOCIMKAA, MAaIIXyp TWIIYHOC oiuM A.A. PnreOHs TOMOHMIaH
KUPUTHITAH, CY3HUHI MYKU €KUM OOTMHUM IIAKIM XaKuaaru Qapazu xyja MyXUM axaMusT KacO
9Tajld, YyHKUA ATUMOJIOTHK TaXJIMJI CY3HUHT OupJiaM4i MOTHBJIAITaHIUTMHUA ounbd Oepamu. by sca
TUJIIaTd 3THUK AyHEKApAIlHUHT MyXHUM >KMXATJIapUHU aHUKJIAIIra Kymakiamaay . borunuil makmn
XOCWJI KWJIQJUraH accouuanusjiap Ba MabHO ajJoOMaTjapu JIEKCUK MOXUSTIAPHUHI JIEHOTATHUB
TapKuOUil KucMura HucOaTaH KYNpoOK 3THOMAaJaHUM Y3Ura XOCIMKKa 3ra O0ynanu; “O0THHHMM HIaKi
JIEKCUK MoXuaT OwiaH OofyiaHrad AyHEHM CY3 OpPKaJIM TacaBBYp AITHUILHUHI Yy3ura xoc OypTma
uponacunu siparagu ~ (Meuxosckas, 2000:57).
B.B.BuHorpazioB CY3HMHI MYKHM WIAKIMHM KyWupaaru Tapsjna oOenrunaiiau: “CY3HMHT “‘OOTHHMIMA
AKX, CY3HUHT MOXMATH €KW YHU HMIILIATUII HeTH3UAa €TraH o0pa3 (akat ymoy cy3 €ku cysmap
OMpuKMacH BYXyJra Keiaran €xyJl IIaKjira KUpraH MOJJIMA Ba MaHaBUHA MaJaHUST, TUJI TU3UMH
¢doHuaruHa aHukjaaHUuIKM MyMKuH’ (Bunorpanos, 1972:20), Cy3 vukM IIAKIMHUHT TaHJIAHUIIN
VOKTUMOUN Ba MaJaHMM-TapUXUH JKMXaTiapra sragup. TWIMIYHOCHMK (aHuga CY3HUHT HYKH
HIAKIMHU  TaxJWil KWIMLIIAA HKKUH TEHJIEHIUS: YOy TYNIYHYaHMHT JAUAaXpOHUK KUXaTAaH
STUMOJIOTUK TAJKWHU Ba TWJI OWUPIMKIAPU WMYKM IIAKIMHUHT YJIapHUHT Ma3MyHHU OuilaH
CUHXPOHJIAIIYBU XOJaTH Ky3ra TallljlaHa/Iu.
WNuky makin MKKUJIaM4d HOMHUHAIUS €KW ajoKajap THU3UMHHM (SXJIMT Ba3USTHU) €TKa3ulll
Makcauylapy Y4yH MyXUM OyiaraH MyailisH OOFJIIaHUIIHMHI TWJIJA MYKHUM YpHH OJIMIIUTa
KapaTwirad Oynau0, y sfHa THJ Srajapd OHIMaa OuUp KaTop accouuaTHB aJOKAaJapHUHI XOCHII
Oynumura épnam Oepanu. bynaan Tamkapu, “600THHUI MmaKI Udpoganaiurad TUIHKIAIITHPUITaH
Ba3UAT ylOy 1makiaa OyHAaH OJNJIMHTHY aKJ0JUIAPHUHT MHJIMBUIyall OHTUJa Kapop TOIraH, Ma3Kyp
KAMUSATHUHT TapUXUN TapakKuETH kKapa€HuJa WKTUMOUIM aMaluéT TOMOHHUJAH MILIA0 YMKWITaH
MyailsiH KaApusaTiIu HYHAIUIIHY §3 nuura oiarad 6ynaau ~ (Mucon omunu...,1991: 137-138).
Mynnait kunub, TN KUIIMIAp YpTacujard ajioKaHUHI 3HI MYXUM BOCHTacH, (GUKPHU
Oommkamapra €Tka3yBYM KypoJaup. Twi MWUIMA MaJaHUSTHUHT OWHACH, YHU CaKJIOBUM Xa3WHa
XxaM. Xap Oup Xank smaérrad >KOMMHUHI TabuaTH, y XaJKHUHI HMKTHCOIAUM Ty3yMH, OF3aKU
wxonuérn, Oamuuil anabuéru, caHbaTH, (QaHH, ypQ-oJaTUHU Y3uJa axkc ITTUPUO, TYIIIA0,
aBJIOJUIaH-aBJIOAra €TKa3uO Oepulll TWJIHUHI MWUIMI-MagaHuil Oenrucunup. Tuia MagaHuAT
Ky3rycunup. YHaa HagakaT MHCOHUSTHH aTpoduiaru OOpiauK MaBxyJl AyHE, silaml [apT-I1apouTH
¥3 akCHMHM TONaau, OalKH XaJKIapHUHT Y3 Y3MHU aHIJIAlIM, MEHTAJIUTETH, MUJUIUHA XapaKTepH,
sllanl Tap3d. aHbaHANapH, ypQ-oJaTiapu, MabHAaBUSITH, KaJpuUATIapu, AyHENM AaHIJIALIY,
nyHEKapaly HaMoEH Oynaau.
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CV3 CAHBbATH XAAKAPO XYPHAAH
MEXKAYHAPOAHBIN XKYPHAA UCKYCCTBO CAOBA
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Axpam Tommnyiaros
CamapkaHnj faBiaT yHUBEPCUTETU
®dunonorus gannapu Oyinda dancada Joxropu (PhD)

“HALUTY JAJAJIAPJA” HOBEJJIACUJA XAPAKTEP SAPATUIII MAXOPATHU

d http://dx.doi.org/10.26739/2181-9297-2020-4-7

AHHOTALIUSA
V36ek XMKOAUMIHIHAA peal BOKea Ba XOAMCANApra acoC/aHTraH, aHbaHABHIl yCy/iia G3UIraH,
IOKCaK Oanuui-3CTeTUK KyBBaTra sra OyiaraH Xukosiap OapMok Owian caHapiauaup. Llynnait
XuKosmapaan Oupu mryoxacus, Mypon Myxamman [Aycramar “/lamTy nmanmamapma”  acapu
xucoOsanaau. XUKOosiAa 371 Ha3apuaH yeT/1a KoJjrad, aMMO MYKU MabHaBUI ojlaMH OuiiaH GapyaHu
JIONl KOJIAUpa OJIaJuraH, y30eK XaJKMHUHI, MUJUIATUHUHI MEHTAJIUTETUHHU acpiap omla cakjad
KOJIMILTa XU3MaT KWIaJUraH xapakrepiap Taakuk stuirad. lllynunrnek, Makonana y30ekoHa op-
HOMYC, Xa€, Fypyp, 9pJIUK LIYyKyXH, IIabHU, A€l XapaKTepuJaru HO3UK MHXKa KeUMHMaap pyxuil-
MICUXOJIOTHK UXATJaH MAaKCUMyM Japaxara KyTapuWIraHJIWTHHU UCOOTIaIIra XxapakaT KUJIMHTaH.
Mypon Myxamman JIycTHUHT (HONTBKIOp aHbaHAJIAPU ACOCHA SIpaTTaH “IOCTOHM  (XHUKOSICH) 3aBK-
maBK OwiaH &3uiras, HadakaT €3uiraH, Oalku TUPUK TabuaT TacBUpPH, OEFyOOp OCMOH OCTHJIaru
FaM Ba TalIBUILIApra, IIOMAJMK Ba KyBOHWIapra Tyna mwktumonil Xaér IlonBoH Tumconmuaa
caxHaJallTUPWITaHH, UTyHJail XapakTepruHa MUUIaT TUMCOJINTA aijlaHa OJIMIILIUTY TaAKUKOTAA Y3
aKCUHU TOITaH.
Kasur cy3inap: xapakrep, TUMCOJI, PyXUi KEUNHMAJIap, MUJUIANA Fypyp, SPJIMK IIabHU, HOBEILIA,
Maxopar, GoiapKIIop aHbaHazapu, ypd-oaaTiap, BOKea-X0I1ca.

Akram Toshpo‘latov
Samarkand State University
Philosophy doctor for philology sciences(PhD)

SKILL FOR CREATING CHARACTER IN SHORT STORY, NAMELY "DESERT AND
FIELDS"

ANNOTATION

In Uzbek storytelling, stories based on real events and happenings, written in a traditional way,
with a high artistic and aesthetic power, are digital. Undoubtedly, one of such stories is Murad
Muhammad Dost's work "In the valleys” (Dashtu dalalarda). The story explores characters who
have been left out of the public eye, but who can amaze everyone with their inner spiritual world,
who have served to preserve the mentality of the Uzbek people and nation for centuries. The article
also tries to prove that the Uzbek honor, modesty, pride, masculinity, honor, delicate feelings of a
woman's character have reached the maximum psychological level. Murad Muhammad Dost's epic
is based on folklore traditions was written not only with pleasure, but also with a picture of living
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nature, a social life full of sorrows and worries, joys and sorrows under the spotless sky in the
person of Polvon reflected in the study.

Key words: character, emblem, spiritual experiences, national pride, heroic honor, novel, skill,
folklore traditions, customs, event.

Axpam ToummysaTos
Camapkanackuii I'ocygapcTBeHHBIN YHUBEPCUTET
®duocod B punonornyeckux Haykax qokrop(PhD)

"B CTEIIHBIX ITOJIAX" HABBIK CO3JAHUSA ITIEPCOHAXA

AHHOTAIUA
B y36exckoM moBECTBOBAHUU HCTOPUH, OCHOBAHHBIE HAa PEAJIbHBIX COOBITHSIX M MPOHUCILIECTBUSAX,
HaluCaHHble TPAJAMLMOHHBIM CIOCOOOM, C BBICOKOM XY/JI0)KECTBEHHO-ICTETHUECKON CHJION,
SBISIIOTCA M(PpoBbIMU. HecomMHEeHHO, OMHOW W3 TakWxX HCTOpUH sBIseTca padora Mypana
Myxammana Jlocta "B ponunax” (amrty nanamapaa). B pacckase HCCIEQyrOTCS TEPCOHAXKH,
KOTOpBIE OCTaJUCh BHE IOJS 3PEHUs OOIIECTBEHHOCTH, HO KOTOPbIE MOTYT MOPa3UTh KaxKIOTrO
CBOMM BHYTPEHHUM JYXOBHBIM MHUPOM, KOTOpbIE HA NPOTSHKEHUU BEKOB CIIY>KUJIU COXPAHEHUIO
MEHTanuTeTa y30€KCKOro HapoJa M Hauuu. B craThe Takke nenaercs MNOMbITKA J10Ka3aTb, UTO
y30€eKcKas 4ecTb, CKPOMHOCTb, T'OPJOCTh, MY>KECTBEHHOCTb, YE€CTh, TOHKHE UYyBCTBA MEHCKOTO
XapakTepa JOCTUIIIM MaKCHUMAJIBHOTO TICMXOJOTHYECKOTO YpOBHA. «3moc» (paccka3) Mypana
Myxammazna Jlocta, ocHOBaHHBIH Ha (OJBKIOPHBIX TpaauLUsAX, ObUI HamucaH HE TOJIBKO C
YAOBOJIbCTBUEM, HO U C N300paK€HUEM KUBOW MPUPOIbI, OOIIECTBEHHOM KU3HH, TOJHOW Mevanei
u 3a00T, pamocTeil M Tedaned 1oj He3ansaTHaHHbBIM HeOoMm B Jymie [loaBoHA, OTpa)keHHOTO B
UCCIIEIOBaHHH.
KuaroueBble cjioBa: mnepcoHax, o0pa3, JAyXOBHbIE MEpEKMBaHWSA, HalWOHAJIbHAasg TOPJOCTb,
reponyecKas YeCThb, HOBEJJIA, MaCTEPCTBO, (DOJIBKIIOPHBIE TPAAULIMH, 00bIUau, COOBITHE.

XX acpHuHr cyHrru yoparuna “I'ajmaremara kaitum”, “Jlomasop” kabu Oaguuii, MUIIUK,
nonudoHuk acapiap sparran Mypoa Myxamman JIyer mwxkoauna ‘‘daurané3aud maiuryjoriap’ -
XUKOSUIap XaM MyXUM OOCKWYHM 3rajijiaiiii. DIMOCHUHT KaTTa >KaHpJiapAa WKOJ KWIMILJIAH aBBall
mewpiap, XUKosyiap €3unubd yciny0 MakUTaHTHpUIagd, Myaumud ¥3 KalaMuHUA CHUHA0 Kypau.
E3yBuMHMHI JacTnabku XMKOAJapuaa “KUTOOMIIMK Ba WKON Hamiacuaa Tabuuil Gyiaran
takymauuiiuk 6ynca” (M. Fadypos), “Jlamty namamapaa” Xukosicuaa 3ca ‘‘TalIBUKOTYHHHHT,
BOM3BHHMHI YpHUHU caHbaTkop onaau” (Oiibek). “Arap amabuérna SHI MallakkaTid Basuda
xapakrep sparumr Oyica, Mypox Myxamman [Iycr Oy romymHu 3 acapuaa MyBapdaxusTiu
yananait onran” (P. Kyukop). Maszkyp duxp “Jlonmazop” pomanu GamuusaTura Terunum Oyica-na,
“Jlamty mamanapaa” XMKOSICHM XaKuJa aWTWiTaHaa XxaM MoOXuAT yirapmacau. Kaii Oup mabHOma
€3yBUM WKOAUN (aonuATHIa XaKMaH KHYUK, aMMO Oaauuil KuXaTjaH MUIIUK acapijap Karra
XakMaaru Oyrok acapjapra xamupTypyll BasudacuHu xam Vraiinu. A.Komupuit “Ymoxma”
XUKOSICHJIaH KEeMMH MHUpUK acapiap (pomaniap) €3uilra y3ujaa MUIIOHY TyWraH Oyica, Mypoa
Myxammaz JIycTaa XxaM aifHaH HIyHra yxumiaml XoJaTHU Kypuil MyMKkuH. Y “JlamTy manamapaa”
acapual cyHr mamxyp “Jlonazop” poMaHUHU sSpaTaiy.

EsyBun Hazap DHIOHKyJ] MasKyp XMKOSHM E3yBUMHMHI LIOX acapu cudarupa Gaxonmaiiam:
“Mennian 6uTTa acap OwiaH €3yBuM aJ1a0META KOJIUIIM MyMKHHMHU Ae0 cypartica, “Xa! by Mypox
Myxamman JIycr Ba yaunr “Jlamry mananapnaa” xukosicu”, - 1e6 xaBo0 KaWtapapauM. ...by xukos
JAIITHUHT KYXHA KYIIUFWUra, JAIITHUHT OenaéH Jnanajapujiard TyraHMmac Aapi, KyMmcall, COFMHY
Tyna XUProwMMcHUra YXIIaiau, OMIMKJIAp XaKuaard KaauMm Mmudiap, AOCTOHIAap oxaHru O0op Oy
XUKOsIIa. XHUKOS XAJIK OF3aKU M>KOAM Ba XX acpAard HACPHHUHT 3HT CYHITH FOTYKJIApUHU €JIKaChJia
kyTapub Typudau”[1.450].

XUKOsl TyryHJaH OonuiaHau. YHJa CIOKETHUHI PETPOCIEKTHB, KOHLIEHTPUK Ba acCOLMATHB
kabu Oapua TypJapuHu ydpaTuil MyMKuH. CrOKeT/1a KyTHIIMaran
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Oypuiuuuiap, TabCUpuUaH JaBXajap, KHU3MKapiud TYKHaIlyBiap scaml ydyH acap (alyna
Tanalnapura MOCIallTHPUIITaH.

XuKosiia KaxpamoH ucmu atriMarat. lllynuaku monBon ne6 aranagu. Kup- anupmapaa moga
— KopaMmoJ OOKuMII, Iy KacOHM yMp Ma3MyHHMra aijgaHTHpuUO OJUIIHMHI y3u Oup ’kacopar.
“TakpoH epJia TOK sIIan’, OCMOH Ba 3apaHT €p OWIaH THWIIAIINO YMPry3apOHIUK KWJIHII KaHdaap
MallakKaTHU, MaTOHATHU Tanab kuiaau. Kumcacus, namry nananapjia, KUIUIOK Xa€TUIaH apo, Ut
Ba yi xallBoHJIapu TyAacuja KyH KEUUpraH ojaMra MCMHUHI HMMa kepard 0op. Kum xam yHUHT
MCMUHU TyTHO yakupapu. YHJaH Kypa MOJIBOH JieraH cy37a OUp 03 dpKaiall MabHOJIApHU XaM UYK
smac. bexwusra karranap €m 6onamapra “moiaBon”’ Aed MypokaaT KWiIuIIManu. Maskyp cy3 karrta
Kuitmatra sra. Cenyman Oomka KUMHUMHU3 OOp Toja OOKaauraH, Y3WHTAaH KOJIAJUTaH Tam WyK, 1e0
XaJIK YHH T10/1a OOKHIITa parOaTaaHTUpranaan Oymaam.

[TonBoH acnuna mryHnaiimu? Xukosaa Bokeajap MaHTUFUAAH XapakTepiap MAaHTUFU YCTUHIIMK
kunaau. KymHu Kunuioknan yinanm0 gxmuruHa smad toprad [loaBoH kyHimapaan Oup KyH
MMOYYaCUHUHI OMpIrUHa “XOTHMHHUHI yWura yTiaraHu Keraau~ ranu OWwiaH MacTJIMKIa XOTHHH -
XaauuaHu Xainad robopanu. Xank JOCTOHJapuUJard CHHrapu polna poca KUPK KyHIaH CYHT
XOTHHUHU 00 Kenuira oopanu. KaltHoracuman aéBcu3 KalTakiIaHaIu. DpTaKiapaaruaek Taduat
KYWHHIa sTHA Tonuimaan. Acapaaru 60p-iyK Bokea 1ry. XaJjlK OF3aKd MXKOJM HaMyHallapu OYJIMMII
pTaK Ba JOCTOHJMApAa OOII KaxpaMOHJIAp akcapHusaT XoJUlapAa Inax3oia Ba Majuka O0ynu0
yukumaau. Arap maboma kamOaran owsia dap3aHiapu OyiuIica, WYKA AYHECH HUXOATAA 00t
kO tacsupiananu. [lonBon Ba Xanuua xam 1y xuciatiapaaH xoud smac. Kypunaauku, acap
BOKeajap PUBOXKU - KaxpaMOHJIap KeYMHMallapujia Ky4Id NCUXOJOIM3M Ba JpaMaTu3M acocHjaa
KOMITO3ULIMOH SXJIUTIUK BYKyAra KeJaaau.

Anabuérmynoc b. Kapum maskyp aBnon TaHimara iya Ba MaB3yJiapHu TYFpu anriaau: “70-80
- WMJutap XMKOsUTAapUHM €3raH aBJIOJl BaKWJUIApH WXKOAWJA XaéTAa yupalauraH rapoilnd omamiap,
KaMUSTAArd YbTHOOPCU3, Tembacudar, Kymapa, Oeruaup ogamyiap OJaMHUHUHT TaCBUPH €TaKud
Vpunra uuxan’[2.6].

Anbarra, >xamustgarm Oy Touda omamiap Xa€THHU TacBHpJAIa XUKOsUIap IHaKa
CONTAIMKHU Tajad 3Taau, opTUKYa Tabpudy TaBcudiap, y3yHIaH-y30K ¢ancaduil Myrnoxazaiap
MyaJiug FOsCUTa TYCKMHJIMK Kuwiaau xonoc. M. M. JIycr TannaraH KaxpaMOH HCMCH3, 3
HazapyaaH yeTaa, Oupok xxymapa onam. FOpuii- Typuiu, kacOu-kopu (akart SXIIHINKIAaH noopar.
Uymonura 030pH TerMaraH, KyW OF3uMJaH 4Yym ojaMaraH 0eo30p XapakTep COXuOW Oyiuiura
KapamacnaH, Heraaup y Canum cakuyHu €MOH Kypaau. YHH 3pKakiapra Xxoc Fypypu HYKIUTuJaH,
Maxajla axJid Xazap KWIaJuraH, TaKUKIaHTaH IOMYLUIApHU KacO KwinO OJraHujaH ajam3aja.
[TonBoHra mryHail XoTHHYaIUII oAaM OuiiaH OOpIu- KeJNJIUMHU Y3HIL 3ca OFup Kedaau. bytyH Oup
KHUIIUTOKHU WcHoara kyWran CamuMm cakuu yHra Oerona smac, [lomBoH mryHmaH kysiau. bupop
0axoHa ca6ab 103 KypuiMac OYIu0 KeTUIHU XaM Kyn yinaiau. bupok Oy nabaypuctaan amanra
omapepmaiiin. byTyH Oup maxaina axjim OwiaH Mypoca Kujmarad, y3 MandaaTugaH OoIka
Hapcanu Ounmainauran Canum cakud IlomBoHHM Xam py3ropunH Oy3ub ro6opanu. IlonBon
COITANTMK KHJINO, EMOHTA SIKUHJIAIINO Ty30KKa WIMHAU, Y3UTa “Kopa’ FOKTUPUO OJIaju.

“Vitira xaitu®O XOTMHUHU OypoBra OJiau. XaJuda KacaM WY, KHU3WHU, SHACHUHHU, XYJIOHUHT
y3uHM TIyBoX Kwiad. Jlekun IlonBoH mmonmanu. MmoHail nenu-10, KyHriagga TYTYH KOJIApUHU
ce3nu, Kaiidu 6op sau, yeka€Tran a3o0m 001 KYpUHAM - XOTHHUTa uimoHMaau” [3.286] . Xamuya
Oup cuapa KHHMMHUHHM TYruO, Tanrkapuiaad, Kantapud omap aed yimamu, [lonBon ep 6ynub O6up
Hapca JieMajy, aMMo XaJuda JapBo3ara eTranaa 4naad typoaManu. YamanHu(Ku34acuHu) cyapad
YUKUO “MyHUSM OOKeT, MUIIMPUO elcaHMM, UCKOTUHITA KyscaHMU...” MyIIT eranjia Wurjiamarat
Xaauua, OyHu 31KTUO OOpIMFY Jlap3ara TyIlaau, Ky3ura € KyHuino Keaaau.

“UNaxyr kenranga akn keraau” aevumanan. VcéH sHa ncéHHM Tanad KuiiaBepamu. MacTimkia
WHCOH OHTH HO3UKJIAImMO, uToarnaHn y3oxmamanu. Kynpox ¢oxkuanu xonariapra MOWWI Oynaau.
bup OeryHox wuHcoHra — ymp Hyngomura Teinbanapya MyHocabarna Oynu0, THHKa-MaJOpHU
KypUTaJIuraH, IOpaKkHU >KyHOyIIra KeITHpAJWraH, Xy3yp-XajJoBaTJaH alupaauraH ICHXOJOTUK
xapaéHHu Oommaan YTkazuo y3una karapcuc XxoiatHu Tysau. Kuiran ummaan nmymaiMoH Oynaiau.
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Xaauua OwiaH YTKa3raH WIMpHUH a3001apuHu OupMa-Oup scnaiiau. Xotupanap yHH alaauii
caojaTra eTakjai Oonuraiy.

“Xannya HuHrna €rraHuja YnuM E€IMHITA TYyIICAa XaM KypKMaicaH: XOTUHUHI Oop, OoyiaHr
6op, Tenanraa - Xyzao, 3, Oup ram Oymap-na, ne6 yinaiican. Xaauua OynMaca KUHWUH dKaH. DHIU
YHUHI CHUEFM XaM JCJaH 4YMKKaHAai; Oeuopa caira miamoJulapAy, LIamMoJuiad OyMOFH 4YHIIIa
OWTranuaa MUIIKAPUO Oe30p Kuiapau, Xyaa-0exy/a YupoK €Kap/ivd, MBUPCUO FaIlIMHITA Terap/u,
JexkuH Oapu- Oup, OOpiuru IypycT 31U - OBYHApAMHI, MCTalraH MalTia KYJa y3aTCaHI €TajH,
FUHTLINCA, FUHTIIND, WIOKHU WYK, ¥pTaja HOH CUHIAaH, HUKOX VKWUJIraH; OarpuHrra 060ocud 1o3-
KY3UJlaH My4Y4M OJITaH YOFJapuHrjaa O6eyopa Kuypaiub Kojapau, y-Ky KHUUKHHA, JEKUH CEH XaM
V3UHTHM MapJIeK eHrujl ce3acan’”.

TacBup myamnud HYTKH XaMm, MEPCOHAX HYTKH XaM 3Mac. Xap KaHAal JpKak KypTu
XaJoIMJaH  axkpajrad, YHUHI pyxudl  JOyH€cuga  KedaérraH  Tyirynap  udojacuHu
cypatiaHTupaéTran poBuidl HyTKuaup. PoBwii xommc, y myamtud TUIHAaH Ccy31a0, MepCOHAKHU
caibuil €xu mwxoduiira axparmaiinu. [lepconax Vi- xa€minapuja JOHUIIMAHZ EKU TYNOpHUTra
axpanMmanad. Y ymym TWIMAAH ranupand, tacBupiaiian. [IIyHMHr ydyH XaMm pOBUIIAH KyCyp
u3aHMan Iy, 6anku (pasuiiaTin Kuxariapyu TabKUAJaHaIH.

[lonBOH mIyHAail MWUpUH, aMMO a3001M XoTupayiap OuiaH KUPK KyH slanau. YHU
XOTUpaJlapu/laH YaJFUTaJUraH OUpop KOH30T WYK. bupruna mepuru 00p, YHMHI XaM XOTHHHU
KeTnO KoJiraH, CykkaOomi. TaOWuiiku, y XaM TaKIupAOIIWHU XaETUHU IIyHJIAal TaBOM STUIIMHHU
ucTaiiu. EnFus Xaérura MasMyH GaruILIaras, SIamira MIITHEK YHroTran Xaauya Ba )KUTapnopacu
COFMHYM YHM HuToarra Oouutaiiau. Kunran wimmjal, OpULI-TYpUIIMAaH, “Y3uHU 0auO O0pud
KYMraHJa XaMm XajoBaT ToIoJMaiauran” Kaji0 Oe30BTaNMIuaH KyTHIMOK YOpPAaCHHU TOTHMINTA
kuitHamaau. JaOnypyctnan Xamuuanu wusna0d Oopuinra 3ca Fypypud HWyn Kyimainaum. YHra
KyTuiaMaran Oup 3ap0a, opusTHHU Ky3raiaurad cabab kepak smu. by Hazap Maxcym tyTran iyn
oynau. Kaccobra Mot Kaiifycu, 2UKHTa JKOH
Kalirycu nerannapunaii, Hazap Maxcymra IloJBOHHUHT fapay X0JM, YeKKaH a300Jiapy Kepakmac.
VY kuMHUIUp yinad Kyiuily, HaTWxkaaa TYHIMK, cajUlaluk OYynub onum op3ycuia. Mandaatiap
TYKHam kenaau. [lonmBoH ramHuHT ranmra kapad, yd mapra TaJloOK XaMm aWTtud robopaan. YHIa
“Kupruiigail Kakkaiiub ytupran”, “Yy3uAgaH TUHYMTAH OJaM HMHI a30HJa MHaijo OYiIMIM YHUHT
KaJlaMH KyTJIyF SKaHJIUTHUTra Iry0xa yuroTaaud. Y Te3qa BaKoJaTHHU KarTapuO oyraiu.

“NHCOH WKKM Mapra - OuUpHHYUCHAA (DU3MOJOTUK, MKKHHUMCHIA TICUXOJOTMK KUXaTIAaH
TyFWIaU, - Aeian amabuérimynoc PaxumokoH Paxmar »KUCMOHUUM TYFUIUIN OJlaM OHAa KOPHUHHU
TapKk 3TUO, amoxuja MaBXyAJUKKa aijaHaau, ICHUXOJOIMK >KMXATAaH KalWTa TYFUJIUII 3ca,
y3ranapra GUKpUi-xuccuil KapamJIMKIaH OyTyHJIal Xanoc OYaumaup”. DHAU Y 3pJIUK BUKIOHUTA,
FypypHra XaM KapaM 3Mac. ATpo(uari oaMIapHUHT Tafl-Cy3/1apura XaM Kapad ui TytMaiim. V3
OWJIACMHHM KaiiTa THKJIAIl y49yH TaBaKKajd Kwidiira mMaxoyp. Xamuuacus, Yamancus Oup naxza
AIIOJIMACHUTUHU TylyHuO eraau. CyHrru Hyktanu yHra Hazap Maxcym kaOu €By3 HHUATIM
WHCOHJIap/IaH KU3FAaHUII TYUFyCH KyHnoO Oepau.

[TonBon HIypKyayKKa - TaHUII XOBJIUTra KUPUO KEITaHWIa XOTUHUHUHI TYH]I HUTOXUJaH Xxada
Oynmaiinu, OGanku XOTHHU YyparaH Oup CYMIMK TapAd PYMOJIM, YHUHI KUp YHHaraH KyWiaru,
KYIUJIaru 4yJITOK CYIMyprUCHHHM KYpHO XYpJIMIH Kenaau. Xaauuyala Xed KaHlal ryHOX HYKIuru
TYPUII-TYpPMYIIUJaH ce3wiapau. YHUHr Kuédacuma ¢dakar HOMApJ 3p TOMOHHUIAH XYpJIaHTaH,
XaKopaTyiaHraH aén Hykcu ypuO Typapau. bynu nu-uumpan xuc strad [lonBoH y3uHM HOMapn,
HOMHCO() SKaHIUTUJaH OFpUHAIM.

Xamnya xam [lapk aénm. V36ex (dap3annu. DpraH yuKKaH aéi, dJaH XaM YUKUIIAHA SIXIITH
TyLIyHaau. ¥ XaM Mapj, TaHTH, TynopH, coana [lonBonnu cornnanu. J{abaypyctaan alHuO Koaran
SpPUHU KUMHMUHIIUP (UKpU OuilaH IIyHAAW WY TyTraHauruHu xam Ownamu. Kadonaup ¥y3 oéru
OunaH KUpUO KENUIIMHU, Mypocara KelIMIUMHU KyTuO smainu. bupox Xaguuama xam Oapua
aémmapaa 6ynranu kabu - aéiuk HadCcH, TOPTHHYOKIUTH, KOJIaBepca KYPKYB COFMHYIAH YCTYHIIUK
Kwiaay. “Myxa06ar € kyuaiinub 6opaau, € maéHura eTaju.
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Hakamap 6axtcu3 Oyiica, mry Kamap Kywin xkapoxaT erkazanu’(A. Kamio). OunaBuii 6axTCHU3IHNK
Xap MKKaJaCMHUHI KaJOWHM KaTTHK >kapoxatiarad. JKapoxarnan gopur OYiauil MyMKHH. AMMO
KUIHMH TOMOHHU Oy X0J1aT OMp KULIUra
OOFJIMK dMac.

— OOkeTtait 1e6 kenmyBauM, Xartua, - IeJId CEKUH, OBO3UHH Y3 XaM TaHUMaH.

— Viaupu6 xysican, - nean Xaanda. MeH-Ky GopapMaH, JIGKHH CEH TEHTAK YIIHPHO KYSICaH.

Ma3zkyp cyx0aT apamaTHK TapaHTJIUMKHUA KelATUpuO uyukapamu. [[pamatusm Kkecatukiiap,
€3FupuIIap, YIKananwiap OpKajad COFUHY TyHFyJIapuHUA XaM udomanaian. Xap UKKalIacu CYHITH
HadpaTUHU COYMO KOJIMII WIMHXKUAA. Xed Oup TOMOH €H Oocrucu KenMaiau. Xaauuya 6aTrap Tepc
kenagu. by O6unan y [ToTBOHHUHT cy3ua KATBbUIJIMTHHU CHHOBJAH YTKa3amu. [[01BOH KMpK KyH
OJIIUH KU3MHM XaM xaiinab conu0, XanuyaHu KaHdanap Xxypiaran Oyica, Oyryn Xaauya KU3HHU
etaxnald yukuO IlonBoHHM myHuanap xypianu. By Owian a€n mMakpu COFMHY, MEXp PUIITACUHU
OyTyHJIall y3WIn0 KeTUIINJIAH XaM Y3UHU UXOTaJa/Iu. ..

Cartopkyn Ba yHUHT miepukiapu [lomBoHHM ynacu KuinuO kanTakiad, XaaudaHu TaTOFUHHU
auTumHu Tanad Kunumad. Cattop KyWraH tanal SHIW IIyHYakd Tajnad sMac, OalKu WHTUTHUHT
yMp HynpommiaH, )Kuraprnopacuiad axparaaurat tajnad. Acinuaa, KaliHOFacu KyiraH TajnabHU ajo
STHUII KUHUH 3Macau. BUpOK Kup-aJupliapHUHT CaBiaTH, COKMH TaOuaT yHHHI Fypypura rypyp
KymraH Oyyica KYITaHK{W, MaTOHATHUHUA HYKOTTraH 3Mac. Y THPUKYWIMK KyWHIa Op- HOMYCHHHU
myJjira, MaHcalra, KOpUH TallBUIIMra OepraHuya MyK, KojaBepca TOFJIMK-JAIITIMK oJamiiapiaa
HUTUTIMK IIabHU YYKYyp WIIU3 OTraH Oynanu. byHnall MHCOHJAp AXIIM ramnra, ajjJoBra OCOHI'MHA
KYHUKUIIM MYMKHH, aMMO yJapHu MaxxOyp:a0, 3¥piad Mypocara KeITUPHUII aciio MyMKHUH dMac.

XamuyaHuHT foparu Oe3oBTanaHuO, Te3ak Tepuin OaxoHacuna [lonmBonHm Kuaupu® Kupra
YUKaId. YHHUHT KanOuaa KYypKyB OMp Xaauk xam WyK smacau. [1onBOH KYPKOKIWK KHJINO YHHUHT
TaJOFUHU alTUO 1000pca-a. AENHU YYKTUpaaUrad, ep Ouiian OUTTa KUJIaJAurad, Xypiaaiaurad xoaaTt
- Oy! Xamnuanu nmoga€rapra erakiarad, HaCU-HO3UAAH, a€ITUK Xaé-nOOCUIaH YCTYH Kyd MaHa
my 3au. bexopra ymyr gpamarypr B. Hekcnup: “Myxab0ar XxamMMa HapcajaH Kywid: AyHEnRa
YHUHT KapFULIUJaH aU4UKpPOK Ka30, OYHCyHUILIJaH OPTUKPOK 0axT HyK!”, - 1ed aiiTMaraH.

TToBOHHM aBBANMra TaHUMAW. VYK, TAHHIHU-I0, Ky3Iapura MIIOHMAIH, KYPKIM, KYIH OuIaH
FO3UHM MTaHa KWW - KAMYHJIAH TYCraH1aum.

- TanorumMHM aNTAMHTU3MHU? - €S CEKWH, XypjaHuO Kemap OasoHW nad STOIMACIHTHIAH
KYPKKaHJIECK Cypaau, Ky31apu MYITUPAIH, 3TarUIard T€3aK epra TYKUJIIH.

— Avitapaum XaT4a, - €M TOJIBOH - alTapAuM, JIEKWH dHAW OYJIMaiu, WIOKUM UYK, alTcam
KYpPKOKKa unKamaH. Yugaiican sHau Xatya...

Xanguua urnaau. Kysnapunu aprapkas, pymosn OOIIMIAH CUPFaIUO TYUIAM, COWIApU €JIKacura
ENnIIn.

— Bopaitmu? - ne6 cypanu. Ypmaiicuzmu?..

[T0JIBOHHUHT XYpAUTU KEJNJU, - CEHU YpraH Ky cuHManaumu Xarya!..

HUrtoatra kenran KaxpamMOHJap XoOJIATMHM Ccy3 Owinan wudomanam kukuH. Kymutamap
sprakiapaard adcoHaBUN KaxpaMOHJIAp axBOJ-PYXUATHIAH XHUKOS KUIMHAETTAHIEK TaacCypoT
KoJIiupaau. YapHu GakaT YKUIL, KYpUIl, XUC KWINII, 3aBKJIAHUIL MyMKUH.

“AénHu cyliMaryHua Ba aénjaH KyiimMaryHda spkak OaxTuépnuk cadocuHu xam, 0aadaxTiuk
xadocuHu xam ounmac” (B. AnumacoB) skaH. [1oNBOH NCHXOJOrMK KailTa TYFUJIMII Y4yH Xam
Xy TIyHJal pyXHi, )KUCMOHUM a300JapHHU OOMMIaH YTKa3au. YaplaH TYFpH XyJioca 4UKapa
OJIIM Ba CA0AaTra SpUIILIN.

AnmabuéTuMu3Ia HOBEIIa Ba XUKOS KaHp cudartuga axpaTuiaad. YHUHT Hazapusicura ouj oup
KaTop Kapauuiap xaMm HWyk smac. HoBemraga xkeckuH OypuiMil, YTKHP CIOKET, KOH(QIUKTIWIHK,
HOBEJUIUCTUK €4uM (KyTUJIMaraH edumM), “‘Ky3 KypuO KyJIOK SIIMTMaraH BOKeajap TapCHIOTH
(I'ére) erakumnuk xwiagu. Ly Ownan Oupramukaa 0ab3u afaOUETIIYHOC OIMMIIAPUMH3 FOKCAK
caBusifiaru, 6anuuil 6apkamol XMKoslapra HucOaTaH XaM HOBEJLJIa aTAMACHHU KyJLIalliaIu.

Axkanemuk M. KyunkonoB: “HoBemIaHM XMKOSHUHT CHOXKET KUXATUIAH TyTrall UIIAHTAH OJIMN
¢dopmacu ne6 artamr MyMmkuH’[4.162], - neiiau. Oibex “VYiokna” XHUKOsICH Xakuaa GUKp
roputapkan: “E3yBuM XMKOs TeXHHKACH MPMEMIAPMHH srajjarad. BokeajsapHu oduil, OyJIapHUHT
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WHKUIIO(PW Ba €YWJIMIIK SIHTU 3aMOH HoBeiia ¢opmacu paBumugaaup’’[5.250], - ne6 &3aam.
Xukosmap tagkukoturcu Y. HopmatoB A. ﬁynnomeBHHHr “Ilyankape” XUKOSCH XaKuja €3apKaH,
yHU HOBesu1a Ae6 ataiau. Katop xXycycusitnapunu cana0, sxymiaaas: “bynman xam myxumu, acap
OarpuHM WYJaH HYPJAAHTUPHO TypraH, KaJOMHTH3HU Jlap3ara COJaiuraH TYFEH Kyira Kajam
OJIUINTA YHJAraH HWYKW OWp mapa E€HUK HWIXOM Maxopar acapra axu0 Oup sxo3mba Oaxii
a1ran’[6.54-c], - ne6 aifHaH HoBeiia Oaauuinurura ypry Oepanu. AmabuérmyHoc H. Komumnos
sca: “/lapxakukar, “JlekamepoH”’/a WM34MJ ICUXOJOTHUK TAaCBUP, MAHTUKUN TadCHIIOTIAp OpKaIU
MIAKJUTAHTUPUWIITaH o0pasfiap aH4YarmHa. AMMO YHJArm XamMma XHUKOsUIap XaM HOBeJUIa >KaHpH
Tamabiapura Tyna KaBoO Oepa osmamuraH gapaxkana “‘Oamuuii  OGapkamoiyr”  acapiap
smac”’[7.154|nuruHu TabKUAIAII OPKAJIM HOBEJJIAHUHT Y3Ura X0C )KMXaTJIapura TyXTanau.

Mypon Myxamman JIycT KUIIIOK XaéTUIaH, O MHCOHJIAp TYPMUII Tap3uaaH oiub &3raH
XuKosicu co Mwuui Tanabnapra xaBoO Oepa ojaad. YHHUHTI IOKCaK MaxopaTH (HOJIKbIIOP
aHbaHaIapu acocuaa Oapya xankiap agabuéTura TaHWIl OYJITaH HOBEIIA spaTa OJITaHJIUTH OujaH
xaMm YnuaHagau. Hazapuit mabiaymoTiappaH KenuO 4uKuO, IIyHM alWTUII MYMKHHKH, “JlamTy
nananapaa’ acapyd Xap TOMOHJIaMa HOBellla Tajnalnapura xaBoO Oepa onaau. YHAArd KECKUH
OypwiHnuiap, YTKUP CIOKET, KOH(QIUKTIMINK, HOBEJUIMCTHK €YMM Ba JHI MYXHMH IOKCaK
0aIMUINIMK Ma3Kyp acapHU HOBeJUIa b aTamuMu3ra TYJIUK acoc Oyia onaam.
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ABSTRACT
As it’s known that, a literature can be written in different styles, in different rhythms. Much
depends on the chosen theme of the period described in the book, the nature of the events. If such
features of the work chosen for translation are not identified, the key to its spirit cannot be found,
and as a result, even if the book is translated into another language, it will not reveal its "magic" to
the new reader. In this way, the purpose of the translation is not achieved. The main criterion is the
level of expression of national words in the translation, taking into account the main objectives,
such as the scientific substantiation of the quality and quality of the translation, the view of the
translation in terms of artistic and methodological harmony with the original. The article discusses
the features of translating of character speech on the example of Korean-Uzbek works of art.
Key words: character speech, translation, languages, speech, author, hero.

Xomxaea Huaydap,

PhD, 3aBenyrommii kadempoit

[lepeBonoBeneHNS U MEXIYHAPOAHAS )KYPHAIMCTHKA

®daxynbTeT BOCTOYHOM (UIIOJIOTHH U IEPEBOIOBEICHUS
Tamkentckuit I'ocynapcTBeHHbIN Y HUBepcuTeT BocTokoBeneHus
I'ydaeBa Xypumunaa,

BBIITYCKHUIIA Ka(erpbl

[IepeBogueckoe €10 U MEXAYHAPOIHAS KYPHAINCTUKA
®daxynbTeT BOCTOYHOM (UIIOJIOTHH U IEPEBOIOBEICHUS
Tamkentckuit I'ocynapcTBensslli Y HuBepcuteT BocTokoBeneHus

OCOBEHHOCTH NEPEBOJIA PEYU TIEPCOHAKM (HA IIPUMEPE KOPEHCKO-
V3BEKCKHX XYJTOKECTBEHHBIN JINTEPATYPBI)
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AHHOTAIUA
XYHO)KGCTBCHHEUI IMPOU3BCACHHUA MOXET OBLIThH HAIKMCAHO B Pa3HBIX CTHUIIAX, B PA3HBIX PUTMAX,
MHOT'O€ 3aBHCHUT OT BbIOpaHHOW TE€Mbl MEepuo/a, OMMCAHHOIO B KHUTE, Xapakrepa coObiTuil. Eciun
Takue 0COOEHHOCTH IIPOU3BCACHUA, BI)I6paHHOFO AJi1 1€peBoaa, HC BbIABUTb, HECBO3MOXKHO 6YI[€T
HaWTH KIIOY K €T0 AyXy, U B pE3YyJbTaTC, JaXC CCJIM KHUTA ICPCBCACHA HA I[perfI SI3BIK, OHAa HE
pPacKpoeT CBOI «Maruw» HOBOMY uuraTento. Takum oOpa3zom, Lenb InepeBoja He Oyner
AOCTHUTHYTA. OCHOBHBIM KPpUTCPUCM ABJIICTCA YPOBCHL BBIPAXKCHHOCTH HAIMOHAJIBHBIX CJIOB B
MIEpPEeBOJIE C Y4YETOM OCHOBHBIX 3a/lady, TaKUX KaKk HaydyHoe OOOCHOBAaHHE KadyecTBa M KadyecTBa
nepeBo/jia, B3I Ha IIEPEBOJ] C TOUKU 3PEHUS XY10’KECTBEHHON U METO/10JIOTMYECKO TapMOHHH C
opuruHai. B cratbe paccMmaTpuBarOTCs OCOOEHHOCTH IE€pPEBOAA HEPOrIM(PUYECKON peun Ha
IpuMepe KOpercKo-y30€KCKUX MTPOU3BEACHUN NCKYCCTBaA.
KuroueBrble cjioBa: xapakTepHasi peub, IEPEBOJ, S3bIKU, PeUYb, aBTOP, FepOH.

Xodjayeva Nilufar,

PhD, Toshkent davlat shargshunoslik universiteti

Sharq filologiyasi va tarjimashunoslik fakulteti,
Tarjimashunoslik va xalqaro jurnalistika kafedrasi mudiri
Gubayeva Xurshida,

Toshkent davlat sharqshunoslik universiteti

Sharq filologiyasi va tarjimashunoslik fakulteti
Tarjimashunoslik va xalqaro jurnalistika kafedrasi bitiruvchisi

PERSONAJ NUTQINING TARJIMA XUSUSIYATLARI (KOREYSCHA-O'ZBEKCHA
BADITY ASARLAR MISOLIDA)
ANNOTATSIYA
Badiiy asar har xil uslubda, turlicha maromda yozilgan bo‘lishi mumkin. Bunda ko‘p narsa
kitobda tasvirlanayotgan davr tanlangan mavzu, voqealarning xarakteriga bog‘liq. Agar tarjima
qilish uchun tanlangan asarning bunday belgilari anigqlangan bo‘lmasa, uning ruhiga mos kalit
topib bo‘lmaydi natijada garchand kitob boshqa tilga ko‘chirilsa-da, u yangi kitobxonga o‘z
“tilsimot”ini ochmaydi. Shu tariga tarjima qilishidan kuzatilgan maqsad ro‘yobga chigmaydi.
Tarjima sifati va tarjimon mahoratini belgilovchi jihatlarini ilmiy asoslash, tarjimaning asliyatga
badiiy-uslubiy hamohanglik nuqtai nazaridan ko‘rib chiqish kabi asosiy magsadlarni ko‘zda tutgan
holda milliy o‘ziga xos so‘zlarni tarjimadagi ifodasi darajasini asosiy mezonidir. Maqolada Koreys-
O‘zbek badily asarlari misolida personaj nutqi tarjimasining o‘ziga hos xususiyatlari ko‘rib
chiqilgan.
Kalit so'zlar: personaj nutqi, tarjima, tillar, nutq, muallif, gahramon.

At present, the interest of linguists in research in the field of comparative linguistics continues
to grow, and the comparative study of the lexical phenomena of different languages is of great
importance for the theory and practice of translation. At the same time, recently there has been an
active penetration of colloquial and reduced vocabulary into all spheres of society, including fiction,
which makes it necessary to study the features of the transmission of this vocabulary in literary
translation. The use of colloquial speech and reduced vocabulary in works of fiction serves as a
means of expressiveness and helps the author create the image of the hero, reveal the features of his
character and bring the described situation closer to the real life of the hero. Accordingly, the
analysis of the hero's speech allows us to judge his origin, social belonging, level of education, and
also helps to get an idea of his worldview and value system. At the same time, the transmission of
the character's speech features is the most difficult, since, among other things, they reflect the
author's life experience, his picture of the world, attitude to the events described and the emotional
state at the time of writing the work.

Just as some individuals are distinguished by their way of speaking in life, most of the
characters in a work of art pronounce words slowly, tapping, and weighing, while others stutter and
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stutter, while others violate the norms of literary language. express their thoughts in their own
dialects.

A foreigner, on the other hand, suffers from a number of shortcomings, not only in terms of
grammatical structure and phonetic pronunciation, but also in terms of selective use of lexical and
phraseological units.

As strange as it may seem to speak of an ordinary Uzbek country boy 60-70 years ago, who
had his own image of speech in a work of art, speaking in a smooth literary language or in the
dialect of an urban working man full of vocabulary of his profession, in fact, the image of the
speech, created by the author on purpose, sounds so ridiculous that a foreigner expresses his opinion
in translation in a fluent, fluent, literary language [2].

Unless the translation reflects the image of the characters' speech, the artist's services in this
regard will not be visible. The author of a literary work is required to create an image of the speech
of the characters. Even the great Shakespeare is accused of paying less attention to the image of his
characters' speech.

Therefore, this issue should be an integral part of any work of art. Therefore, the translator
should not deprive the book of the opportunity to fully feel the original subtlety of the original by
all the characters of the work, whose speech is highlighted, speak in the same "pattern".

Uzbek translators often deal positively with the issue of re-creating such a religious speech of
the characters in a work of art.

For the creation of translation associations requires a comparative study of the means of
different bilingual languages, the definition of the aesthetic originality of the literary text, the
semantic-methodological and pragmatic features of its material-logical and emotional-affective and
figurative elements. reaches A.V. Fyodorov argues that each means of language, especially the
means of language of a work of art, can serve for the expression of direct or indirect methodological
tasks: each linguistic phenomenon, regardless of the scope of the thought expressed, is to some
extent methodological. may acquire paint. This feature of language units brings translation theory
closer to comparative stylistics, which serves as a basis for linguistic-translational research, taking
into account all aspects of linguistic data, while the semantic-methodological and pragmatic
incompatibility of different pairs of language units. creates an opportunity to judge about. Such
analysis and generalizations of translation practice, while enriching the imagination and views in
the field, provide the necessary materials to determine the prospects for solving some practical
problems.

They include pragmatic, non-linguistic factors, including not only linguistic, but also
individual-psychological, sociological, ethnographic, national-historical, territorial and a number of
other aspects, as well as a high level of communication. According to V. Kasagrant, "the necessary
influence 1s achieved not through the translation of languages, but through the interpretation of
cultures." [5]

Deep understanding of the specific features of the author's language, adjectives, metaphors,
finding alternative alternatives to the original lexical elements with a deep understanding of the
stylistic features of verbs is one of the important aspects of reflecting the writer's style and skill in
translation.

Concerned about the misinterpretation of the national spirit and national character, translator
G. Lomidze says: “The category of national character is sometimes approached insanely. National
character, in its purest form, is seen as a set of distinctive features that are unique to one nation and
not found in other nations at all. There is no such thing as an abstract, separate national character in
nature.” [2]

Thus, as the Bulgarian scholar Anna Lilova points out, “The difficulties in translation are to a
certain extent connected with the clear re-creation of the national character in this or that work. The
more vividly the work reflects the national character, the more difficult it is for the translator to find
alternative means of representation. ”’

Ho Gyun's story "Hon Kil Don" is also a work that brings out the spirit of ancient Korea, its
social environment, ideas and views, and current issues of the time. The protagonist, Hon Kil Don,
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has become a favorite of Koreans as a figure of divine power. This will greatly contribute to the
national character of the character. At this point, the hero's unique national character is reflected in
the character's portrait and speech.

In a work of art, the spiritual world of the characters, their way of thinking, their character
play an important role in ensuring their individuality.

If a work of art is considered in connection with the period in which it was created, the socio-
philosophical, moral and educational aspects of that period are the main factors that determine the
spiritual characteristics of a person. The author's work reflects the literary and aesthetic views of the
time. As he delves deeper into life, this quality is evident in the images he creates, in the way his
characters think.

The only appearance of the characters, their clothing, their nationality, class, gender, as well
as the attitude of the protagonists to the events depicted in the play, the calm and confrontation in
the inner world, the emotional experiences, emotions, pain - their pains are manifested in their
appearance.

One of the main means of characterizing an image in a work of art is the portrait image.
Portraiture is one of the most important factors in the direct representation of the realities of life in
fine arts and fiction. It is not an easy task to translate a portrait, which is one of the main elements
that characterize the character of the protagonist. "Apart from the appearance and dress of the
characters, they express their ethnicity, class, gender, as well as the attitude of the protagonists to
the events depicted in the play, the calm and contradictions in the inner world, emotional
experiences, emotions, pain. their pain is manifested in their appearance. ”

Chunxyang gripped the rope tightly with his hands, and slowly flew out with his white socks.
[2,82]

In this sentence, we can tell from Chunxyang's delicate hands and white socks that he is not of
ordinary class. Her graceful looks are typical of noble ladies. It is said that delicate hands are like
jade, which is a national color of the people, and we have an alternative to a hand as soft as cotton.

In The Story of Hon Kil Don, the writer interprets all the protagonists as symbols representing
a certain objective reality, environment, specific social relations. In describing their feelings, it
convincingly reveals the connection between external events, the environment, and the changes in
their psyche. The existing reality, social and national characteristics shape the true image of the
heroes.

In this example, we can see the translator's own style. It is obvious that the Uzbek language
used a wide range of figurative symbols, which did not exist in the original.

In the process of recreating the portrait of the characters, the translator not only uses the
existing lexical layers of the language, but also the perception of the emotional experiences of the
protagonist, the attitude to reality. , can draw an alternative image that fits the original only if he is
able to see his various desires.

2. Verbal description of the characters in the work of art

Just as there are no people who speak the same language in real life, the speech of the
characters in fiction is very different. Each character speaks in a different tone depending on their
character, who they are talking to, and the circumstances at the time. Some of them like to use
words that are specific to their speech or words from other languages. Some are very eloquent,
others are accustomed to loud and lively speech with loud words and gestures, and still others speak
calmly without deviating from the rules of literature. The identities, professions, culture, etc. of the
characters are reflected in his speech. In the language of each character, the writer expresses their
inner world, each of them in a unique tone. Many characters can be deeply ingrained in the reader's
heart through their manner of speaking, and their speech can be vividly imagined by the reader.
Such authenticity, vitality is a testament to the writer’s skill. If the translator can convey these
aspects to the reader, it will be a great success.

From beginning to end, a character does not speak in the same tone, in the same style.
Depending on the scene, the circumstances, with whom, what he is talking about, and in what mood
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he is speaking, his tone of voice may also change. Then the interpreter will be able to give a good
speech only if the interpreter can recognize such a unique character of each character.

A work of art can be written in different styles, in different rhythms. Much depends on the
chosen theme of the period described in the book, the nature of the events. If such features of the
work chosen for translation are not identified, the key to its spirit cannot be found, and as a result,
even if the book is translated into another language, it will not reveal its "magic" to the new reader.
In this way, the purpose of the translation is not achieved. Unless the key to style is found, even if
the same work is translated by the most talented artist, a true work of art will not be created. When a
writer and a translator understand each other, it is as if a miracle happens and becomes a work of
art.

We defined the level of expression of national words in the translation as the main criteria,
taking into account the main objectives, such as the scientific substantiation of the aspects that
determine the quality of translation and the skill of the translator, the view of translation from the
point of view of artistic and methodological harmony.

The translator tried to reflect the reality of that period in his own language by translating the
main components of national words, lexical units, phrases, realities typical of the life of the Uzbek
people of the twentieth century into Korean with alternatives.

We have considered the reflection of national identity in literary translation on the basis of
some historical-national words, units of measurement, notions of national life, and expressions of a
set of clothes.

Certain theoretical conclusions can be drawn from the scientific-analytical, comparative study
of the issues.

1. The results of the research showed that the linguistic and stylistic features of the
translations of Korean stories were considered. In the linguistic analysis of the translation, we
analyzed the lexical units of words, the ways in which they are translated, the translations of Korean
stories.

2. The translation of emotionally-expressive words used in Korean stories has been illustrated.
There was an expressive coloring of the 3 words in the translation.

3. The structure of sentences in the translated play is studied grammatically. It uses examples
and rhymes. In Korean stories, personal pronouns are rare. This is because of the fact that they often
use names instead of pronouns. The analysis showed that pronouns also serve to enhance the
meaning and expressiveness of the word in Korean.

References:

[

Hamroyev M.A. Collection of lectures on the Uzbek language.- Tashkent, 2007.

Ochilov E. Theoretical problems of translation studies. Textbook. Tashkent: ToshTDSHI,
2014.

Kochkartoev 1. Q. Artistic speech stylistics. - Tashkent. 1975.

Salomov G'. Fundamentals of translation theory. - Tashkent: Teacher, 1983.

Sharipov J. From the history of translation in Uzbekistan. - Tashkent: Uzbekistan, 1965.
Abdullaev A. Syntactic method of expressiveness in Uzbek language. —Tashkent.: Fan, 1987.
Salomov G'. The problem of re-creation of methodological and national identity in literary
translation // The art of translation. Collection of articles. - Tashkent: G. Gulom Publishing
House of Literature and Art, 1980.

8.  Salomov G'. Language and translation. —Tashkent: Fan, 1966.

9.  Kim Hyeon Yeong. Koreys adabiyotidan tanlangan asarlar.-Seoul, 2015.

0

Nowvkw

52



CY3 CAHDATY XANKAPO XYPHANM | MEXXTYHAPOZHbI# XYPHAN MCKYCCTBO CIOBA | INTERNATIONAL JOURNAL OF WORD ART No4 | 2020

CV3 CAHBbATH XAAKAPO XYPHAAH
MEXKAYHAPOAHBIN XKYPHAA UCKYCCTBO CAOBA
INTERNATIONAL JOURNAL OF WORD ART

Rajabova Sadoqat Rasul qizi ,
Alisher Navoiy nomidagi Toshkent davlat
o‘zbek tili va adabiyoti universiteti magistri
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ANNOTATSIYA
Bugungi shiddat bilan rivojlanayotgan globallashuv va chet davlatlar bilan aloqgalar barcha
soha singari til va tilshunoslikka o‘z ta’sirini ko‘rsatmay qolmaydi. Tilga ta’sir etadigan bunday
jarayonlar bevosita dastlab uning leksikasida namoyon bo‘ladi. Terminlar o‘zini o‘rganuvchi
sohadan doimo bir gadam oldinda yuradi. Hayot ganchalik tezlik bilan o‘tsa, terminlar ham shuncha
tezlik bilan kirib keladi. Bunday terminlar qgarorlar tilida ham o‘z xos o‘rniga ega. Maqolada mana
shu terminlar va ularning izohlari keltirib o‘tilgan. Ushbu terminlar qonunlarda aks etar ekan ular
xalqimizning barcha qatlami uchun tegishli bo‘ladi. Bu esa ba’zi bir yurtdoshlarimizda ayrim
neologizmlarni tushunishda ma’lum qiyinchiliklar tug‘diradi. Masalan, nou-xau so‘ziga ta’rif
bersak, ushbu so‘zga O‘zME va Vikipediya lug‘atdagi ta’rifiga asoslanib biz :- “Nou-xau —
ma’lum bir soha va mana shu soha vakili yoki vakillari tomonidan ishlab chiqilgan va
huquqiy tomondan himoyalangan sir.” deb izohladik. Magolamiz mana shu muammolarni
bartaraf etishga xizmat qiladi.
Kalit so‘zlar: qo‘llanilish darajasi chegaralangan va chegaralanmagan so‘zlar, nou-xau,
nomenklatura, biznes inkubator, , eliktron pul, eliktron ragamli imzo, eliktron hamyon, inteliktual
mulk, innovatsion...

Pam:kadoBa Canokar Pacyn kusm,
Maructp TamkenTckoro I'ocyaapcTBEHHOr0 yHUBEpCUTETA
y30€KCKOTro s3bIKa U JIUTepaTypbl uMeHu Anumiepa HaBou

OBBbACHEHUE UCITIOJIB3YEMBIX HEOJIOI'U3MOB HA SA3BIKE 3AKOHAX

AHHOTAIUA

CerogHsilIHASL ~ CTPEMUTENBHO  pa3BUBAMOLIAsACA  IIoOanu3alnus U OTHOUIEHHS C
3apyOeXHBIMM CTpaHaMHu, Kak M Jiro0ast Jpyrass o0JacTh, OKa3blBalOT BIMSHUE Ha S3bIK U
JIMHTBUCTHKY. Takue IMpoLecChl, BIMSIOLNIME HA A3BIK, HANPAMYIO OTPa)arOTCA Ha €ro JIEKCHKE.
TepMuHbI Bcerna Ha 1ar BIepeay CBOMro o0yiacTu uccienoBaHus. Yem ObicTpee MPOXOAUT KU3Hb,
TeM ObICTpee BXOJAT TEPMHUHBL. Takue TEPMUHBI TAK)KE 3aHUMAIOT 0CO00€ MECTO B S3bIKE 3aKOHAB.
B crarbe nepeunciensl 3T TEPMUHBI U UX ONPEJENICHNs. DTU TEPMHUHBI OTPAXKEHbI B 3aKOHE, B TOM
yecjie OHM IPUMEHATHCA BO BCEX CIIOSX HACENeHHs. OJTO 3aTPyAHSET MOHUMAaHUE HEKOTOPBIX
HEOJIOTM3MOB HEKOTOPBIMHM HAIlMMHU COOTE€YECTBEHHHMKaMu. Harpumep, ecim Mbl onpenensem
CIIOBO HOY-Xay», OCHOBBIBASCH Ha ONPEICICHUN 3TOTO CI0Ba B ciioBape Y3HD n Bukunenuu, Mol
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MOKeM ckazaTh: - «Hoy-xay - 310 cBeneHus n1r000ro xapakrepa, KOTOpae OXpaHSIOTCS PEKUMOM
KOMMEpUECKON TallHbl M MOTYT OBbITh NPEIMETOM KYIUIM-IPOJAKU WM HCIOJIb30BATHCSA IS
JOCTHKEHHUS] KOHKYPEHTHOI'O MPEUMYIECTBAa HaJ JIPYrUMHU CyObEKTaMU IpeIlpUHUMATEIbCKOM
nesitenbHOCTW». Hailla cTaThst mpu3BaHa pelnTh 3TU MPOOJIEMBI.

KiroueBbie c/10Ba: OrpaHMYEHHOE M HEOTPAHMYEHHOE HCIOJIB30BAHME CJIOBA, HOY-Xay,
HOMEHKJIAaTypa, OM3HEC-WHKYyOaTop, CTapTanoB, 3JEKTPOHHBIE NEHBIU, DJIEKTPOHHAas LUpoBas
MOJIKCH, AJIEKTPOHHBIN KOIIEJIEK, MHTEUIEKTyallbHast COOCTBEHHOCTh, UHHOBAIUH. . .

Rajabova Sadoqat Rasul qizi,
Master of Tashkent State University of Uzbek Language
and Literaturenamed named after Alisher Navoi

EXPLANATION OF NEOLOGISMS USED IN THE LANGUAGE OF DECISIONS

ANNOTATION

Today's rapidly evolving globalization and relations with foreign countries, like any other
field, have an impact on language and linguistics. Such processes that affect language are directly
reflected in its lexicon. The terms are always one step ahead of the field of study. The faster life
passes, the faster the terms enter. Such terms also have a special place in the language of decisions.
The article lists these terms and their definitions. As long as these terms are reflected in the law,
they will apply to all segments of our people. This makes it difficult for some of our compatriots to
understand certain neologisms. For example, if we define the word know-how, based on the
definition of this word in the dictionary of UzME and Wikipedia, we can say: - “Know-how is a
specific field and is represented by a representative or representatives of this field. developed and
legally protected secret. ” we explained. Our article serves to solve these problems.

Keywords: limited and unlimited use of words, know-how, nomenclature, business
incubator, electronic money, electronic digital signature, electronic wallet, intellectual property,
innovation...

Kirish. Maqolada bugungi shiddat bilan rivojlanib kelayotgan davrda garorlar tili ummuman
olganda tilimizga kirib kelgan neologizmlar tadqiqot obyekti sifatida olib o‘rganilgan. Ushbu
maqolada tahlil qilingan neologizmlar hayotimizning turli jabhalari, shuningdek, qarorlar tilida
yuzaga kelgan tushunmovchiliklarni bartaraf etishga yordam beradi. Bundan tashqari turli ilmiy
izlanishlar uchun yordamchi manba sifatida qo‘llanilishi mumkin.

Lug‘atchilik ushbu soha tarixan shakllanib, rivojlanib kelinayotgan sohalardan biri
hisoblanadi. Terminologiya bir joyda to‘xtab qoladigan soha hisoblanmaydi. U doimo harakatda,
rivojlanishda davom etadi. Bugungi shiddat bilan rivojlanayotgan globallashuv va chet davlatlar
bilan aloqalar barcha soha singari til va tilshunoslikka oz ta’sirini ko‘rsatmay qolmaydi. Tilga ta’sir
etadigan bunday jarayonlar bevosita dastlab uning leksikasida namoyon bo‘ladi. Terminlar o‘zini
o‘rganuvchi sohadan doimo bir qadam oldinda yuradi. Hayot ganchalik tezlik bilan o‘tsa, terminlar
ham shuncha tezlik bilan kirib keladi.

Tilda so‘zlarning qo‘llanilish doirasi chegaralangan va chegaralanmagan turi mavjud.
Qo‘llanilish doirasi chegaralanmagan so‘zlar shu tilda so‘zlashuvchi xalq uchun tushunish qiyin
bo‘lmagan, muloqot darajasi chegaralanmagan so‘zlar hisoblanadi.

Qo‘llanilish doirasi chegaralangan so‘zlar esa ayrim bir soha, doirasigagina tegishli bo‘lgan
so‘zlar hisoblanib, fagatgina so‘z tegishli bo‘lgan aholi gqatlami tushunadigan so‘zlar hisoblanadi.
Bularga arxaizm (ulus-xalq, afandi-o‘qituvchi, lang-quloq, tilmoch-tarjimon...), istorizm (vasiqa,
vaqfnoma, sanad, taraka xati...), shevaga xos so‘zlar (satil-chelak, inak-sigir, gashir-sabzi...), jargon
(yopmog-sessiyani tugatmoq, o‘tmoqg- imtixonni topshirmoq, g‘isht-xunuk, uxlatib ketmog-
aldamogq...), argolar (yakan-pul, hasut-non...) va neologizmlar (lizing,audit, litsenziya, internet...)
hisoblanadi.[1, 82]
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Hukumat qarorlari tili terminlarga ham davriy o‘zgarishlar o‘z ta’sirini ko‘rsatmasdan
qolmaydi va ular tarkibida ham eskirgan yoki yangi so‘zlar mavjud. Neologizm so‘zlar bu neo-
yangi, logika- so‘z bo‘lib o‘zida yangilik bo‘yog‘ini saglab qolgan so‘zlarga nisbatan qo‘llaniladi.
Masalan, litsenziya, kredit, lizing va boshqalar. Neologizmlar haqida Sh. Rahmatullayev
Neologizm tilga ummuman mansub bo‘lishi yoki yakka shaxs nutqiga xos bo‘lishi mumkin.
Birinchisi ummum til neologizmi, ikkinchisi individual nutq neologizmi deb yuritiladi
Leksemikada asosan umumtil neologizmi o‘rganiladi. Individual nutq neologizmi uslubga xos
hodisa deb qaraladi. Har qanday neologizm dastlab individual nutqda yuzaga keladi. Bunday
neologizm ko‘pchilik tomonidan tan olinsa, tilning taraqqiyot qonunlariga mos holda hosil gilingan
bo‘lsa va tilda ma'lum ma'noni anglatish uchun zarur deb qaralsa, shunda-gina umumtil
neologizmiga aylanadi, yakka nutq doirasidan chiqadi. Agar bunday talablarga javob bermasa,
individual nutq doirasida qolib ketadi. Umumtil neologizmi tilda ma'lum vaqt ishlatilganidan keyin
yangilik bo‘yog‘ini yo‘qotadi va ko‘pincha odatdagi, zamonaviy leksemaga aylanib ketadi.”. [1, 87]

Biz neologizmlarni o‘z ichida shartli ravishda ikki guruhga bo‘lib tahlil qilib oldik.

1. Yangilik bo‘yog‘ini o‘zida saqlagan neologizmlar gatorini tashkil etuvchi terminlar.
2. Eng yangi neologizmlar qatori;

Qarorlar tilida ham neologizmlarning har ikkala turi ham uchraydi. O‘zbekiston
Respublikasi Prezidentining “O‘zbekiston Respublikasi Innovatsion rivojlanish vazirligi faoliyatini
tashkil etish to‘g‘risida”gi qarori va “Ofzbekiston Markaziy banki boshqaruvining qarori”
tarkibidagi neolozimlarni tahlil qilish orqali buning guvohi bo‘lamiz. Biz terminlarni qarorlar
tilidagi matnda kelgan misollar va ularni lug‘atdagi izohini berib qisqa izohli lug‘at ko‘rinishida
shakllantiramiz.

Dastlab eng yangi neologizmlar qatoriga kiruvchi terminlarni izohlaymiz.

1. “... mamlakatni rivojlantirishning uzoq muddatli ssenariylarini hisobga olgan holda
nou-xaularni ishlab chiqish, innovatsion faoliyat va raqobatbardosh ilmiy-texnika mahsulotlari
bozorini kengaytirishga yo‘naltirilgan zamonaviy texnologiyalarni joriy etish...” Ushbu so‘zga
internet manbalarida quyidagicha izoh berib o‘tilgan: [1]

Nou-xau - Nou-xau (ing. know how — gandayligini bilaman), ishlab chiqarish siri — hali
hammaga ma’lum bo‘lmagan va keng tarqalmagan yangi ilmiy-texnikaviy, ishlab chiqarish-
texnologik, boshqarish, moliyaviy-iqtisodiy, tijoratga oid bilimlar majmui va ularni amaliyotda
qo‘llash tajribalari; ularga tanho ega bo‘lish. U korxona uchun ham, shaxs uchun ham muayyan
ustunlikni ta’minlaydi. Nou-xau turli shakllarda: chizmalar, sxemalar, yo‘rignomalar, mahsulotlar
namunalari, ishlab chiqarish texnologiyasi va uni tashkil etish, xodimlarni tayyorlash to‘g‘risidagi
ma’lumotlar va boshqa bo‘lishi mumkin. Odatda, nou-xauda patentlangan mahsulotga taalluqli
ma’lumotlar emas, balki undan foydalanishni tashkil etish yoki uni ishlab chiqarish va o‘zlashtirish
xususiyatlariga doir maxsus axborot bo‘ladi. Nou-xau maxfiyligi bilan ajralib turadi va tijorat siri
oshkor etilmasligini talab etadi. Nou-xau patentlanmaydi, shuning uchun ham nou-xau bo‘yicha
shartnomada berilayotgan ma’lumotlar sir saqlanishi va bu shart buzilgan taqdirda ko‘riladigan
zararni qoplash haqida alohida band bo‘ladi. Muayyan ishlab chiqarish jarayonidagi nou-xau u yoki
bu firmaning mulki hisoblanadi va shu sababli oldi-sotdi gilinadi. Odatda, nou-xau tovar sifatida
patentlar va litsenziyalar bilan birgalikda sotiladi, lekin nou-xau mustagqil sotilishi ham mumkin.
Nou-xauni litsenziya bilan birga sotib olish (narxi arzon bo‘ladi) ishlab chiqarishni yo‘lga
qo‘yishni, ishlab chiqarish sirlarini to‘laroq qo‘lga kiritishni, ishlab chiqarishni ishga tushirishda
sotuvchi firma mutaxassislari ishtirokini osonlashtiradi.[2]

Bu termin tilimizga yaqin yillar ichida kirib kelgan bo‘lib, keng jamoatchilikka hali
unchalik ommalashgan deya olmaymiz. Jamoatchilikning ma’lum bir qatlamiga tushunarli bo‘lsa,
ma’lum biriga unchalik tushunarli emas. Bu terminni yuqoridagi ma’lumotlar asosida quyidagicha
ta’rif beramiz.

“Nou-xau — ma’lum bir soha va mana shu soha vakili yoki vakillari tomonidan ishlab
chiqilgan va huquqiy tomondan himoyalangan sir.”

Keyingi terminimiz nomenklatura bo‘lib, quyida matn va izoh keltirib o‘tilgan.
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2. “O‘zbekiston Respublikasi Prezidenti, O‘zbekiston Respublikasi Prezidenti devoni va
O‘zbekiston Respublikasi Vazirlar Mahkamasi nomenklaturasiga kiradigan bo‘sh lavozimlarga
taklif etilgan kadrlar, shuningdek, Vazirlikka ishga qabul qilinayotgan boshqa kadrlarning
professional, o‘z ishini bilishi, amaliy tajriba, yuqori darajadagi ishchanlik va ma’naviy-axloqiy
fazilatlarga ega ekanligi kafolatini ta’minlash;” [1]

Nomenklatura. 1) Ishlab chiqarish, fan, texnika, san’at va sh.k. ning biror sohasida
qgo‘llanadigan nomlar, atamalar, terminlar va shu nomlar bilan ataluvchi narsalar ro‘yxati
yoki majmui. Geografik nomenklatura. Kimyo nomenklaturasi. Botanik nomenklatura;

2) Sanoat va biror xo‘jalik tarmog‘i ishlab chiqaradigan mahsulotlarning tasniflangan
ro‘yxati. Zavodda ishlab chiqariladigan mahsulot nomenklaturasi. Mana shu mollarni ishlab
chigarish nomeklaturasini va hajmini yaqin muddat ichida tiklash kerak. «Gazetadany;

3) Biron-bir yuqori (rahbariy) organ tomonidan tayinlanadigan yoki tasdigla-nadigan
mansabdor shaxslar va ularning ro‘yxati. Abdullayev o0‘z og‘aynisini nomenklaturada saqlab qolish
uchun kurashmoqda. «Sh. Rashidov, Bo‘rondan kuchli». [5. 58]

3. “... innovatsion texnologiyalar, biznes-inkubatorlar, startap-akseleratorlarni ishlab
chiqish va tijoratlashtirish bo‘yicha zamonaviy ilmiy-texnologik komplekslarni yetakchi jahon
ishlab chiqaruvchilarining ishlab chiqarish quvvatlarini jalb qilish orqali yaratadi, shuningdek, IT-
infratuzilmasini rivojlantirishga ko‘maklashadi;” [1]

3.1. Biznes inkubator — kichik va o‘rta biznesni yuritish malakalari berish va tadbirkorlik
madaniyatini tarbiyalash bilan shug‘ullanadigan ixtisoslashgan muassasa. Biznes inkubator, asosan,
xo‘jalik yurituvchi sub’yektlarga dastlabki faoliyatida bozor iqtisodiyoti bo‘yicha zarur bilimlarni
o‘rgatish, biznes reja tuzish, mablag‘lar topish, xalgaro grantlar olishda ko‘maklashish, tadbirkorlik
g‘oyalarini amaliy loyihalarga aylantirish va joriy etish, shuningdek kichik va o‘rta korxonalarga
menejment va marketing xizmatlari, tashkiliy, texnikaviy, iqtisodiy yo‘sindagi xizmatlar ko‘rsatish
kabi vazifalarni bajaradi. Biznes inkubator tadbirkorlik malakalarini rivojlantirish va mahalliy
ishbilarmonlarni, shu jumladan yoshlar, ayollar va aholining boshqa guruhlarini xalq xo‘jaligiga
jalb etishni kuchaytirish muammolarini yechishga xizmat ko‘rsatadi. Biznes inkubator faoliyat
turiga ko‘ra korxona inkubatorlari, tadbirkorlikni qo‘llab-quvvatlash markazlari, innovatsiya va
menejment markazlariga bo‘linadi. Dastlabki Biznes-inkubatorlar XX asrning 70 - 80 yillarida
AQSH da paydo bo‘ldi. Keyinchalik jahondagi boshqa mamlakatlarda ham keng tarqala boshladi.
Hozirgi paytda dunyo bo‘yicha 2000 dan ortiq yirik Biznes-inkubatorlar ish olib boradi.
O‘zbekistonda birinchi Biznes-inkubator 1995 yilda BMTning YUNIDO tashkiloti va O‘zR Davlat
mulk qo‘mitasining hamkorligdagi “O‘zbekistonda biznes inkubatorlar tarmog‘ini shakllantirish va
rivojlantirish™ loyihasi asosida tashkil etildi. Respublikada jami 25 Biznes inkubator mavjud bo‘lib,
ular yirik shaharlar va viloyat markazlarida faoliyat ko‘rsatmoqda, bir yilda 5 mingdan ziyod kishi
o‘qitildan (2001). [3]

3.2. Akselerator — biznesi boshqa kompaniyalarga (akselerator rezidentlariga) yordam
berishdan iborat bo‘lgan kompaniya. Akseleratorlar rezidentlarga jamoaga biznes-modelni
“charxlash”da, zarur kontaktlarga ega bo‘lishda va savdoni oshirishda yordam beradigan dasturni
taklif qgiladi. Dastur uch oydan yarim yilgacha davom etadi. Odatda, akseleratorning kovorkingi
bo‘lib, rezident kompaniyalar akseleratsiya chog‘ida o‘sha yerda bo‘ladi.[4]

3.3. Startap-akselerator esa, bizningcha, yangi biznes g‘oyalarini mavjud bo‘lgan
kompaniyalarni qo‘llab quvvatlovchi, ularni amalga oshirishga yordam beruvchi kompaniyalar olib
boradigan harakat. [4]

4. “...aholi va tadbirkorlik subyektlari bilan o‘zaro hamkorlik qilishda, shu jumladan
“yagona darcha” prinsipini joriy etish orqali davlat xizmatlari ko‘rsatish sifati va samaradorligini
oshirish hamda ulardan erkin foydalanishni ta’minlash va O‘zbekiston Respublikasining “Elektron
hukumat to‘g‘risida”gi Qonunini amalga oshirish doirasida zamonaviy axborot-kommunikatsiya
texnologiyalaridan foydalanish; [2. 2]

4.1. Elektron hukumat — Barcha ham ,,ichki“, ham ,tashqi“ aloqalar va jarayonlar
majmuasi bo‘lib, tegishli axborot-kommunikatsiya texnologiyalari bilan quvvatlanib va ta’minlanib
turadigan hukumat. Kommunikatsiya tarmoqlari (shu jumladan Internet) orqali axborotga ishlov
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berish, uni uzatish va tarqatishni elektron vositalari asosida davlat boshqaruvini tashkil qilishni,
davlat hokimiyati organlarini barcha bo‘g‘inlari tomonidan fuqarolarning barcha toifalariga elektron
vositalar bilan yordamida fuqarolarga davlat organlarining faoliyati haqida axborot berish.
,Elektron hukumat® tushunchasi 1990-yillarning boshida paydo bo‘lgan, lekin amaliyotga so‘nggi
yilardan boshlab tatbiq qilina boshladi. Elektron hukumatni ishlab chiqish bilan birinchi galda
AQSh va Angliya, hamda Italiya, Norvegiya, Singapur, Avstraliya va ayrim boshqa davlatlar
(Fransiya, Germaniya, Katar, BAA va h.k.) shug‘ullandilar. Elektron hukumatning uch asosiy
rivojlanishi tizimi ajratiladi:- hukumat- aholi (G2C);- hukumat — biznes (G2B);- hukumat —
hukumat (G2G). O‘zbekistonda ham elektron hukumat barpo qilish ishlari boshlab yuborilgan.
Jahon tajribasiga mavjud amaliyotga ko‘ra, u ikki o‘zaro bog‘langan, lekin funksional jihatdan
mustaqil gismlardan, Hukumat Intranetidan va tashqi infratuzilmadan tarkib topgan. Hukumat
Intraneti axborot tizimining ichki infratuzilmasini qamrab oladi, u davlat tuzilmalari tomonidan
davlat korporativ vazifalarini amalga oshirishdagi o‘zaro munosabatlarda foydalaniladi. Tashqi
infratuzilma, davlatni fuqarolar (G2C) va tashkilotlar (G2B) bilan o°zaro ishlashini ta’minlaydigan
ommaviy axborot infratuzilmasini qamrab oladi. [5]

Shu o‘rinda biz elektron raqamli imzoga ham izoh berib o‘tildi.

4.2. Elektron raqamli imzo — Elektron hujjatdagi mazkur elektron hujjat axborotini
elektron ragamli imzoning yopiq kalitidan foydalangan holda maxsus o‘zgartirish natijasida hosil
qilingan hamda elektron ragamli imzoning ochiq kaliti yordamida elektron hujjatdagi axborotda
xatolik yo‘qligini aniqlash va elektron ragamli imzo yopiq kalitining egasini identifikatsiya qilish
imkoniyatini beradigan imzo. (qonun) Qonunda talab etilgan shartlarga rioya etilgan taqdirda
elektron ragamli imzo qog‘oz hujjatga shaxsan qo‘yilgan imzo bilan bir xil ahamiyatga egadir.
Elektron ma’lumotlarni kriptografik o‘zgartirish natijasida hosil qilingan belgilar ketma-ketligi.
Elektron ragamli imzo ma’lumotlar blokiga qo‘shib qo‘yiladi va blokni qabul qiluvchiga, manbani
va ma’lumotlarning butunligini tekshirish hamda soxtalashtirishdan muhofazalanish imkonini
beradi. Hozirgi kunga kelib, ayrim mamlakatlar qonunchilik yo‘li bilan ragamli imzodan
foydalanishni layogqatliligini qonunlashtirib qo‘yganlar. Elektron ragamli imzo kalitlari sertifikatlari
ro‘yxatga olish markazlari tomonidan beriladi. [6]

5. “...O‘zbekiston Respublikasi hududida elektron pullarning chiqarilishi va
muamalada bo‘lishi qoidalarini tasdiqlash to‘g‘risida...” [2. 2]

5.1. Elektron pul - internetdan foydalanuvchilarning ko‘pchiligi allagachon virtual pul bilan
faol ishlamoqda va elektron tizimlar mutaxassislari xizmat ko‘rsatishda raqobatchilarga erishish
uchun qo‘lidan kelgancha harakat gilishmoqda. Elektron pul - bu bir necha ma’noda ishlatiladigan
atama:

1.Milliy va xususiy valyutalarni saqlash va uzatish tizimlari.

2.Elektron medialarda saglanadigan javobgar shaxsning pul majburiyatlari.

3.To‘lov vositasi.

Elektron pullar banklarga o‘rnatiladi, ular pul mablag‘larini haqiqiy valyutada naqd pulga
chiqarishga yordam beradi. Buning ikki yo‘li bor: 1. Uyali telefon orqali; 2. Internet-banking orqali.

Eliktron pullar naqd pulsiz hisob kitobni amalga oshiruvchi vosita bo‘lib, ulardagi o‘tkazmalar
uyali telifon yoki interknit-banking orqali amalga oshiriladi. [7]

Eliktron pullar eliktron hamyonlarda saqlanadi. Eliktron hamyon nima? Bunga izoh berib
o‘tamiz.

5.2. Elektron hamyon — bu elektron pul saqlanadigan joy. Elektron pul birligining biz
biladigan puldan farqi shundaki, u qog'oz pul emas va u elektron hamyonda saqlanadi.

Elektron hamyonlar internetda joylashgan ma'lum bir moliya instituti tomonidan boshqariladi.
Albatta, barcha bunday tashkilotlar litsenziyalangan va korxonalar sifatida ro‘yxatga olingan
bo‘ladi, shuning uchun ular ishonchlilik nuqtai nazaridan an’anaviy banklarga tenglashtiriladi,
ba’zilari esa ulardan ancha ustun turadi. 8]

6. “... Ayriboshlash operatsiyasi — bir eliktron pullar emitent (bundan buyon matnda
emitent deb yuritiladi) tomonidan chiqgarilgan elektron pullarni boshga emitent tomonidan
chiqarilgan elektron pullarga almashtirish operatsiyasi...” [2, 3]
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Emitent- qimmatli qog‘ozlar va qog‘oz pul chigarish huquqiga ega bo‘lgan davlat bank
yoki idora. [9]

Neologizmlarning ikkinchi Yangilik bo‘yog‘ini o‘zida saqlagan neologizmlar qatorini
tashkil etuvchi terminlarni ketma ketlikda izohlab o‘tamiz.

Dastlabki terminimiz vazirlik nomi tarkibidagi innovatsion so‘zi hisoblanadi.

1. “... O‘zbekiston Respublikasi Prezidentining 2017-yil 29-noyabrdagi “O‘zbekiston
Respublikasi Innovatsion rivojlanish vazirligini tashkil etish to‘g‘risida”gi PF-5264-son Farmonini
ijro etish yuzasidan...” [1]

Inavatsion so‘zining izohli lug‘atlarda ta’rifi keltirilmaganligi uchun innovatsiya so‘zi bilan
bog‘lagan holda innovatsiya so‘zining ta’rifini keltirib o‘tdik.

Innovatsiya (ing . innovationas - kiritilgan yangilik, ixtiro) — 1) texnika va texnologiya
avlodlarini almashtirishni ta’minlash uchun iqtisodiyotga sarflangan mablag‘lar; 2) ilmiy-texnika
yutuqglari va ilg‘or tajribalarga asoslangan texnika, texnologiya, boshqarish va mehnatni tashkil
etish kabi sohalardagi yangiliklar, shuningdek, ularning turli sohalar va faoliyat doiralarida
qo‘llanilishi.

Shunday qilib inovatsion so‘zi ilmiy-texnika yutuqlari va ilg‘or tajribalarga asoslangan
texnika, texnologiya, boshqarish va mehnatni tashkil etish kabi sohalardagi yangiliklar ma’nosini
anglatadi degan xulosaga kelish mumkin. [4. 219]

2. Vazirlik O‘zbekiston Respublikasini innovatsion va ilmiy-texnik rivojlantirish sohasida
jamiyat va davlat hayotini har tomonlama rivojlantirishga, mamlakatning intellektual va texnologik
salohiyatini oshirishga qaratilgan yagona davlat siyosatini amalga oshiruvchi davlat boshqaruvi
organi hisoblanadi; [1]

2.1. Intellektual [lot. intellectus - aql-idrok, bilish; tushunish] 1) ot Ma’naviy ehtiyojlar
bilan yashovchi yoki aqliy faoliyatning eng yuksak va murakkab turlari bilan shug‘ullanuvchi
(shaxs). [4. 216]

Shu o‘rinda intellektual mulk tushunchasiga ham ta’rif berib o‘tamiz.

2.2. Intellektual mulk - jodiy aqliy faoliyat mahsuli. Ixtirochilik va mualliflik obyekti
huquqi majmuiga kiruvchi, fan, adabiyot, san’at va i.ch. sohasida ijodiy faoliyatning boshqga turlari,
adabiy, badiiy, ilmiy asarlar, ijrochi aktyorlik san’ati, jumladan ovoz yozish, radio, televideniye
asarlari, kashfiyotlar, ixtirolar, ratsionalizatorlik takliflari, sanoat namunalari, kompyuterlar uchun
dasturlar, ma’lumotlar bazasi, nou-xauning ekspert tizimlari, tovar belgilari, firma atamalari va b.
aqliy mulk obyektlariga kiradi.O‘zbekiston Respublikasi 1991 yil dekabrda Jahon intellektual mulk
tashkilotiga a’zo bo‘ldi, 1993 yildan sanoat mulkini muhofaza qilish Parij konvensiyasiga qo‘shildi.
[10]

3. “...makroiqtisodiy, solig-budjet, pul-kredit parametrlari, shuningdek, integratsiya
jarayonlarining ta’sirini baholash bilan o‘zaro bog‘liglikda iqtisodiyot tarmogqlarini o‘rta va uzoq
muddatli rivojlantirish ssenariylarini shakllantirishga ko‘maklashadi;” [1]

Integratsiya (lot. integratio — tiklash, to‘ldirish, integer — butun so‘zidan) — 1) sistema
yoki organizmning ayrim qismlari va funksiyalarining o‘zaro bog‘liglik holatini hamda shunday
holatga olib boruvchi jarayonni ifodalaydigan tushuncha; 2) fanlarning yaqinlashishi va o‘zaro
aloga jarayoni; differensiatsiya bilan birga kechadi; 3) ikki va undan ortiq davlatlarning
iqtisodiyotini o‘zaro muvofiqlashtirish va birlashtirish.

4. Ilmiy tadqiqotlar o‘tkazish uchun chet el investitsiyalari va grantlarini jalb qilish
magqsadida xorijiy davlatlar, xalgaro va chet el tashkilotlari, ilmiy jamg‘armalar vakillari bilan
muzokaralar olib boradi; [1]

Investitsiya — (nemischa ,Investition®, lotincha ,,Investio®) so‘zidan olingan bo‘lib,
asosan, ishlab chiqarishga uzoq muddatli qo‘yilmalar sarfi, ya’ni xarajatlar yig‘indisi deb talqin
etilgan. Investitsiya — foyda (daromad) olish yoki ijtimoiy samaraga erishish magsadida, davlat,
huquqiy va jismoniy shaxslar (investorlar) tomonidan cheklangan imkoniyatlardan samarali
foydalanib, cheklanmagan ehtiyojni qondirish uchun iqtisodiyotning turli sohalariga ma’lum
muddatga sarflangan barcha turdagi boyliklardir. Ko‘pchilik iqtisodiyotni tushunmaydiganlar
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investitsiyani qarz deb tushunadi. Davlat qarzi hisoblab chigilganda investiitsiyalar hisobga
olinmaydi.[4. 218]

Xulosa. Xulosa qiladigan bo‘lsak, neologizmlar nisbiy tushuncha hisoblanadi. Til
taraqqiyotining har bir bosqichi 0‘z neologizimiga ega. Bir davrda neologizm hisoblangan so‘zlar
ma’lum bir vaqt o‘tib neologizmlik xususiyatini yo‘qotadi. Biz ushbu maqolada hozirgi kunda
nafaqat garorlar tili, balki bugungi kunda ijtimoiy hayotimizda uchrovchi terminlarni tahlil qilib
o‘tdik. Ushbu tahlil qilingan nou-xau, nomenklatura, elikron hukumat, eliktron raqamli imzo,
eliktron hamyon va boshqa bir qancha terminlar hayotimizga kirib kelganiga hali ko‘p bo‘lmagan
bo‘lsada, ayrimlari hali ham o‘zida yangilik bo‘yog‘ini saqlab turibdi. Ayrimlari esa jamiyatda
ommalashib neologizmlik xususiyatini yo‘qotmoqda. Masalan, “Elektron hamyon” termini dastlab
ko‘pchilik tushunishi qiyin bo‘lgan. Hozirgi kunga kelib “elektron hamyon”dan ko‘pchilik
foydalanadi va bu so‘z endilikda yangilik bo‘yog‘ini yo‘qotmoqda. Maqolada so‘zlarning mana
shunday xususiyatlarini ko‘rsatib berishga harakat qildik.
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CV3 CAHBbATH XAAKAPO XYPHAAH
MEXKAYHAPOAHBIN XKYPHAA UCKYCCTBO CAOBA
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Sharipova Sunbula Ahad qizi

ALISHER NAVOILY “XAMSA”SIDA ABDURAHMON JOMIY SIYMOSI

d | http://dx.doi.org/10.26739/2181-9297-2020-4-10

ANNOTATSIYA
Magqolada Alisher Navoiyning ustozi Abdurahmon Jomiy shaxsiyati, insoniy fazilatlari, pirlik
magqomi va ijodiy faoliyatiga doir munosabati “Xamsa” dostonlarining kirish qismlaridagi bag‘ishlov
boblar asosida tahlil etilgan. Shuningdek, bag‘ishlov boblardagi ruhiy tasvirlar, keltirilgan
tashbehlar, Abdurahmon Jomiy fazilatlari ta’rifi har bir dostonning g‘oyaviy mazmuniga mos
ravishda o‘rin olganligiga urgu berilgan. Bag‘ishlov boblardagi mulohazalar o‘z tabiatiga ko‘ra juda
umumiy va falsafiy xususiyat kasb etganligi uchun undagi ayrim tasvirlar va ta’riflar Alisher
Navoiyning “Xamsat ut-mutahayyirin” asaridagi fikrlar bilan asoslangan va xulosalangan.
Kalit so‘zlar. Xamsachilik, mugaddima bob, ta’tabbu, pir, “as’hobi kahf”, fano, baqo, tariqat, xirqa,
rohrav.

ANNOTATION
The article analyzes the personality, human qualities, status and creative activity of Alisher Navoi's
teacher Abdurahmon Jami on the basis of the introductory chapters of the epics of "Khamsa". It is
also emphasized that the spiritual images in the dedication chapters, the metaphors quoted, and the
description of the qualities of Abdurahman Jami are in accordance with the ideological content of
each epic. Since the comments in the chapters are very general and philosophical in nature, some of
the images and descriptions in them are based on and summarized in Alisher Navoi's “Khamsat ut-
mutahayyirin”.

Key words. The tradition of khamsa, introduction chapter, ta’tabbu, pir, “as’habi kahf”, fano,

baqo, sict, xirqa, ringleader.

AHHOTALIUSA
B crarbe aHanu3upyroTCs JIMYHOCTb, YEIOBEYECKHE KauecTBa, CTaTyC U TBOpYECKas JESTebHOCTD
yuurtens Anumepa HaBou AOnypaxmoHna J[»kaMu Ha OCHOBE BCTYHUTENBHBIX TJIaB AM0Ca «XaMcay.
Taxxe momuepkuBaeTcs, YTO JyXOBHbIE 00pa3bl B IVIaBaxX MOCBSAIICHUS, LIUTUPYEeMble MeTadopbl U
onucanue kadectB AOaypaxmana J[amMu COOTBETCTBYIOT UE0JIOTHYECKOMY COJIEPIKAHUIO KaXA0I0
snoca. IlockonbKy KOMMEHTapuu B TJiaBaX HOCAT O4YeHb oOummi u ¢umocockuit xapakrep,
HEKOTOpbIE M300pa)K€HUSI M ONUCAHUS B HUX OCHOBaHBI Ha «XamMmcar yT-MyTaxallupun» Asnuiiepa
HaBou 1 00006111€HBI.
KuoueBsble ciioBa. Tpaaunus xamca, BBOJHAs TJiaBa, Ta'Tab0y, mup, «ackxabu kaxd», ¢paHo,
0aKo, CUKTa, XUpKa, TJIaBaphb.
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Alisher Navoiy “Xamsa” dostonlarining har birida xamsanavis salaflari Nizomiy Ganjaviy va Xusrav
Dehlaviy hamda ustozi Abdurahmon Jomiyga bag‘ishlab maxsus boblar ajratadi, ularga munosib
izdosh bo‘lishga intiladi. Agarda “ul ikisi” (Nizomiy Ganjaviy va Xusrav Dehlaviy) botinan rad
etmasa, “bu biri (Abdurahmon Jomiy) zohir ila madad” qilib, fotiha bersa, ular “gom solg‘on” yo‘lda
0‘zi ham bir necha gadam qo‘ymoq istagida ekanligini aytadi. “Hayrat ul-abror” dostoni
mugaddimasida Navoiy sharqona kamtarlik va tavoze bilan bu uch buyuk xamsanavislarni sarv, gul
va lolaga, o‘zini esa oddiy o‘tinga tashbeh etagan.

Ma’lumki, adabiyot tarixida Nizomiy Ganjaviyga ergashib ganchadan-qancha xamsalar
yaratildi, lekin badity asar uchun oliy hakam - vaqt va kitobxon ularni asta-sekin unutdi. Sanoqli
asarlargina asrlar osha insoniyatning ma’naviy qadriyati darajasiga ko‘tarila oldilar. Faqat sanoqli
jjodkorlargina bu zalvorli maqomni saqlab qoldilar. Alisher Navoiy ularning davomchisi, o‘zining
ta’biri bilan aytganda to‘rtinchisi (“robiuhum kalbihum™) bo‘lishga intiladi. Bu xususda Hazrat
“Xamsat ut-mutahayyirin”da shunday deydi: “Ul vaqtkim, faqir “Xamsa”g‘a tatabbu’ qildim, bir
dostonda Hazrati Shayx Nizomiy va Amir Xusrav Dehlaviy va ul Hazrat (Abdurahmon Jomiy)
maddohliglaridakim, o‘zumni ixlos va niyozmandliq yuzidin alarg‘a tobe’ va payrav tutub,
suhanguzorliq voge’ bo‘lub erdikim:

Kahfi fano ichra alar bo‘lsa gum,

Men ham o‘lay “Robiuhum kalbihum.

Mazkur baytlar “Hayrat ul-abror” mugaddimasi(XIII bob)dan olingan bo‘lib, unda “Qur’oni
Karim”ning “Kahf” surasida keluvchi qissalardan biriga ishora etiladi. Bunda foniylik g‘orida ular
(Nizomiy Ganjaviy, Xusrav Dehlaviy va Abdurahmon Jomiy) yo‘qolgudek (fano jomini sipqorib,
Haq vujudidan baqo topgudek) bo‘lsalar, Navoiy ularning to‘rtinchilari - itlari bo‘lish istagini
bildiradi. Bu o‘rinda ijodkor o‘zini “kahf kishilari” (xamsanavislar)dan biri atashga haddi
sig‘masdan kamtarlik bilan ularning ortidan ergashgan itga tashbeh etadi. Yana bir jihati it “kahf’ga
kirganlarning so‘ngisi. Bu qiyos bir bashoratdek yangraydi. Zero, Alisher Navoiy bizgacha dunyo
tan olgan xamsanavislarning oxirgisidir.

Bu uch buyuk najib shaxslar ichida Hazrat Jomiy Alisher Navoiy hayoti va ijodiy faoliyatiga
bevosita ta’sir o‘tkazgan va Navoily xassos muhabbat bilan sevgan kishi edi. Adaboyotshunos E.
Ochilov bu xususda shunday fikrlarni bildiradi: “Abdurahmon Jomiy Navoiy uchun tariqatda — pir,
adabiyotda — ustoz, hayotda — ustoz maqomidagi ulug‘ inson edi. “Xamsa”ning barcha dostonlarida u
0°‘z ustoziga maxsus bob bag‘ishlaydi. “Nasoyim ul muhabbat” va “Majolis un-nafois” asarlarida
alohida o‘rin ajratadi. Bundan tashqari o‘zining turkiy va forsiy g‘azallarida, “Tuhfat ul-afkor”
qasidasi, “Arba’in”da ham Jomiy haqida fikr mulohazalar bildiradi, uni ta’rif va tavsif etadi.

“Xamsa” dostonlarining har biri mugaddimasida Alisher Navoiy Abdurahmon Jomiy
shaxsiyatining turli qgirralarini dostonlarning g‘oyaviy mazmuniga muvofiq ravishda ochib beradi.
Besh dostonda hammasi bo‘lib 228 bayt (456 misra) Abdurahmon Jomiy sifatlari va asarlari madhiga
bag‘ishlangan.

Abdurahmon Jomiy ta’rifi “Hayrat ul-abror” muqaddimasida 65 baytni tashkil etadi. Navoiy
ustozini “qutbi tariqat”, “koshifi asrori haqiqat” deya yuksak sharafda ulug‘laydi. Go‘yo jahon
osmon gumbazi ostida yashiringandek, u(Jomiy) oz hujrasida o‘ltiradi. U jahon emas, balki Olami
kubro, Olloh taolo qudratidan nishonadir. Uning xirqa o‘rniga to‘n kiyishining sababi tanni riyo
to‘nidan xalos etganligidandir:

Xirqa aning jismida gapton bo‘lub,

Qaptoni tan jismi aning jon bo‘lub.

Xirqa bila topmag‘ani ixtisos,

Tanni riyo to‘nidin etmak xalos.

Tasavvufda Navoiy fikrlarida davom etar ekan, ustozining nazmi butun jahonni, nasri esa jon
o‘lkasini egallab olganligini, u shoh-u gadoga birdik ma’qul bo‘lsada, o‘zi hammadan ko‘proq unga
ehtiyojmand ekanligini aytadi va ustozi nimaiki asar yozmasin, birinchi o‘zi ko‘rishidan, mutolaa
etish baxtiga musharraf bo‘lishidan cheksiz faxr tuyadi:

Nomag‘akim roqim etib xomasin,

Ko‘rmadi men ko‘rmayin el nomasin.
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Xuddi shuningdek “Tuhfat ul-ahror”ni ham birinchi bo‘lib Navoiy mutolaa qilish baxtiga
musharraf bo‘lgan edi. Uning nazdida Jomiyning “Tuhfa”si “Mahzan ul-asror” va “Matla’ ul-
anvor’ga qaraganda hajman kichikroq bo‘lsada, naf’i-yu foydasining cheki yo‘q. Avvalgi ikki
dostonda bor gapni “Tuhfa”dan topsa bo‘ladi, ammo bundagi tuhfalar u ikkisida topilmaydi :

Boshdin ayoq gavhari shahvor edi,

Qaysi guhar, “Tuhfat ul-ahror” edi.

Naf” topib kimki bo‘lub mustafid,

Muxtsar ul ikkidin, ammo mufid.

Ul ikkini topsa bo‘lur munda-o‘q,

Munda tuhaf ko‘pki, ul ikkida yo‘q.

Abdurahmon Jomiy Navoiy nazdidagi komil insonlardan biridir. Shubha yo‘qgki, Sharq shoirlari
kabi Navoiy uchun ham komillar komili bu - payg‘ambarimiz Muhammad alayhissalomdirlar. U
zotning maqomi boshqga biror inson yeta olmaydigan yuksak maqomdir. Ammo kamolotning Haqdan
jazba muyassar bo‘lsa, inson o‘z sa’y-harakati bilan erishadigan — valiylar va orif insonlar maqomi
ham borki, Navoiy ustozi Abdurahmon Jomiyni ana shunday ulug‘ rutbali zotlardan deb biladi. U
naqshbandiya sulukining munosib davomchisi sifatida Navoiyning shu yo‘ldagi piri hamdir. Haq
yo‘liga kirgan solik pirsiz murodga erisha olmaydi. Shayx Farididdin Attorning quyidagi baytlari pir
— Abdurahmon Jomiyning Navoiy hayotidagi o‘rni qay darajada yuksak ekanligiga ishoradir:

Pir kerak yo‘llarda, yolg‘iz yurmagil,

Ko‘r bo‘lib daryog‘a o‘zni o‘rmag‘il.

“Farhod va Shirin” mugaddimasi (VII bob, jami 34 bayt)da shoir ustozining ana shunday
jihatlarini ko‘proq tilga olgan. Uni Jomdan yetishib chiqqan Zinda Fili Ahmadi Jom (XI-XII asrlarda
yashab o‘tgan mashhur mutasavvuf shayx va shoir. “Chohor pari” asari unga nisbat beriladi) lagabli
mashhur mutasavvuf fors shoiriga qiyoslaydi:

Muhabbat jomi durdashomi uldur,

Hamono Zindapili Jomi uldur.

Ko‘rib sarmasti jomi vahdat oni,

Demishlar Zindapili hazrat oni.

Bu hol “Xamsat ut-mutahayyirin”’da ham uchraydi. Asar holot tarzida bitilganligi, to‘g‘ridan-
to‘g‘ri Jomiy hazratlariga bag‘ishlanganligi bilan “Xamsa” dostonlari muqaddimasida Abdurahmon
Jomiyga nisbatan berilgan ayrim ta’riflarni sharhlashda va mazmunini chuqurroq anglashda
nihoyatda qo‘l keladi. Asarning muqaddimasida Abdurahmon Jomiyning nasabi (imom Muhammad
binni Hasan binni Abdulloh binni Tovus binni Hurmuz Shayboniy) ko‘rsatilib, “...0‘z otalari va
ulug® otalari zuhd-u taqvo bila mashhur va qazou fatvo bila doim mashg‘ul ermishlar va Jom
viloyatida sokin va shayx ul-islom Ahmadi Jom vatanida mutavattin va alarming bu qit’asi bu
ma’nig‘a dalildur”,- deya uning quyidagi forsiy baytlari keltiriladi:

Mavlidam Jomu rashhai qalamam,

Jur’ai jomi shayx ul-islomist.

Lojaram dar jaridai ash’or,

Ba du ma’ni taxallusam Jomiyst.

(Tug‘ilgan joyim Jom va qalamim tomchisi shayx ul-islom (Ahmadi Jomiy) jomidan bir qatradir.
Binobarin, she’rlar daftarida har ikki ma’noda taxallusim Jomiydir. Ikki ma’noda deyilganda shoir,
birinchidan, Ahmadi Jomiy ta’limotidan oziqlanganligiga va ikkinchidan, o‘zi ham Ahmadi Jomiy
ham Jom viloyatida tavallud topganligiga ishora etmoqda).

Buyuk shoir ustozi Abdurahmon Jomiyda siymosida fano timsolini ko‘radi. Fano tasavvuf
falsafasining g‘oyaviy asoslarini tashkil etuvchi teran va murakkab tushuncha. Foniy bo‘lish
bandaning Yaratgan tomon sayrining nihoyasi, qisqacha qilib aytganda, fano o‘zni o‘zlikdan xalos
etmoqdir. “O°zlik esa mosivalloh, g‘ayr nagshi yoki kasrat: Haqdan o‘zga narsalarning ko‘ngilni
tiyra va xira etuvchi son-sanoqsiz suratlari bo‘lib, ularni ko‘ngildan o‘chirishning eng yaxshi chorasi
ishq yoki ishq timsoli bo‘lgan maydir... Fanoga yetgan rohrav fanoda baqo topadi”. Ya’ni dashti
fanoga kirmoq uchun o°zni o‘zlikdan ozod etish lozim. Chunki bu yo‘lda o‘zlik kishi uchun band
(kishan) kabidir:
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Ey qaydi zamona birla xursand,

Bo‘lg‘on senga o‘zlukung og‘ir band.

O‘zlukdin o‘zungni ayla ozod,

To dashti fanog‘a kirgasen shod.

Navoiy ustozini ana shunday yuksak maqomda ta’riflaydi. Ya’ni, foniylik uning vujudini shu
qadar yo‘qotganki, natijada yo‘q narsa o‘rnida bor narsa paydo bo‘lgan. Aytib o‘tish joizki, ba’zi
tadqgiqotchilar fanoni bir necha bosqichga ajratib tavsiflaydilar: xulqdagi fano, galbdagi fano va
sirdagi fano kabi. Shulardan har birining alal-oqibati komillikdir.

Yana Jomiy cheksiz bir jahonga, uning kamoloti esa o‘zidek ulug‘ yana bir olamga
o‘xshatiladi:

O‘zin xud bir jahoni begaron bil,

Kamolotin o‘zidek bir jahon bil.

“Xamsat ul-mutahayyirin” mugaddimasida shunday parcha bor: “ Alarning kamoloti ovozasin
eshitib, yiroq yo‘llar qat’ qilib muborak suhbatlarig‘a musharraf bo‘lurg‘a kelganlar alarni as’hob
orasida g‘oyati betaayyunligdin mutlaqo tanimaslar edikim, o‘lturur qo‘parda va aytmoq-u eshitmoq
va yemog-u kiymoqda o‘zlari bila soyir mulozimlari orasida tofovut yo‘q edi”. Ya’ni: Jomiy
kamoloti ovozasini eshitib uzoq yo‘llardan uning muborak suhbatiga musharraf bo‘lish ilinjida
kelgan kishilar uni ashob orasida tanimaganlar, chunki u kishining yeyish-u kiyishlari, yemog-u
aytmogqlarida mulozimlarinikidan farq qilmagan ekan. Bu kabi hodisotlar haqida xalq orasida ham
turli hikoyatlar yuradi. Emishki, uzoq yurtlardan Hazrat ziyoratiga kelgan ixlosmand bir kishi Jomiy
hovlisida yurgan odmi bir mulozimdan hazrat haqida so‘ragan ekanlar. Ziyoratchi kishi hech xayol
qilmabdiki, ana shu odami, faqir kishi Hazrat Jomiyning o‘zlari ekanlar.

O‘z navbatida Abdurahmon Jomiy ham Navoiyni har jihatdan qo‘llab-quvatlagan, ruhiy
madad berib kelgan. “Saddi Iskandariy” (LXXXIX bobi)da shoir o‘zida ishonchsizlik, ruhida toligish
sezganda ich-ichidan quyidagicha nido kelganligini aytadi:

Ki: “Ey garqai bahri ajzu niyoz,

Bo‘la olmag‘an dardinga chorasoz!

Yetishg‘il qo‘pub bir dargohig‘a,

Tavajjuh qilib joni ogohig‘a.

Aning botinidin tila yorliq,

Biyik himmatidin madadkorliq.

Ki har quldur o‘lgay nopadid,

Anga bor eranlar duosi kalid”.

Navoiy shundan so‘ng yonib ustozi qoshiga borganligi va eshigi oldiga yetgani hamono
ichkaridan pirning “Niyoz ahli kersun!”, deya qilgan xitobi eshitilganini aytadi. Murshidining o‘z
holidan ogohligi Navoiyni hayratga soladi. Bob davomida shogirdi botinidan ogoh pir unga qaytadan
umid, ruhan madad beradi. Uni dengizda salaflardek “dilovar nahang”, quruqlikda esa “mard sher”
kabi bo‘lishga undaydi. Shundan so‘ng Navoiy uning huzuridan mamnun gaytganligini bayon etgan.

Alisher Navoiy “Layli va Majnun”ning VI mugaddima bobi(40 bayt)ini ham ustozi madhiga
bag‘ishlaydi. Bob sarlavhasining o‘zidayoq Jomiyning valiylik xislatiga ishora etiladi: “Valoyat
sipehrining axtari jahontobi va hidoyat ma’danining gavhari serobi va nazm avjining mehri falak
ehtishomi va maoniy jomining rindi sofiy oshomi...” Mazkur bobda Jomiyning valiylik sifatlari
madh etiladi, tasbehiga tizilgan yuzta donalar yuz dona fayz qushlarini ovlasa, hassasining tobi
(bukulgan gismi) jahonni tortmoq uchun ilmoq, uch qismi g‘azabga minsa dev va shaytonlarni ko‘r
qiluvchi nayza, kovushining izi muridlar yig‘iladigan joy, yuvinadigan idish(novak)i esa falak
dengiziga qiyoslanadi.

Sochib lagabi olam aro nur,

Zoti bila nuran a’lodir nur.

Bunda uning lagabi ham jahonga nur taratadi, nomi bilan nuran a’lo nurdir, deya shoir
“Nuriddin” ismiga ishora etib, so‘z o‘yini yaratadi. Shundan so‘ng birin-ketin ustozi asarlari
(“Xamsa”, “Silsila”, “Tuhfa”, Subha”, “Ahsanul qisas”, “Devon”)ning ta’rifini keltira boshlaydi.
Asarlar ta’rifi (“Arbain”, “Ruboiyot”, “Lavome’”, “Lavoyih” “Ashi’atul-lamaot”, “Shavohid”,
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“Nafohat”, “Silsila”, “Oshiqu ma’shuq”, “Qasoyid” kabilar) shu yo‘sinda to‘rtinchi doston “Sab’ai
sayyor” muqaddimasi(VII bob, 45 bayt)da davon ettirilgan. Bu jihat besh dostondagi Abdurahmon
Jomiyga bag‘ishlangan boblar alohida ajratib o‘qilganda ham bir-birini mantiqan to‘ldiruvchi alohida
bag‘ishlovga o‘xshab ketishiga, shuning bilan birgalikda “Xamsa”ning mukammal tuzilishiga
ishoradir. Bu dostonda Jomiy “fazl koni”, “ilm daryosi”, “bahru kon sirrining shinososi” deya
ulug‘lanadi. Uning kamolotiga ham, martabasiga ham nihoyat yo‘q:

Ne kamolot aro nihoyat anga,

Ne marotibda haddu g‘oyat anga.

“Saddi Iskandariy” dostonida muqaddimasi (VII bob, 44 bayt)da

G‘azali dard-u so‘zini, vah-vah ne dey,

Desa masnaviy, Alloh-Alloh, ne dey!

- deya masnaviylarini barchanikidan afzal ekanligini, bu kun haqiqiy komil inson Jomiy bo‘lib,
undan oldin bu kabi inson o‘tgan-o‘tmaganligi noma’lumligi aytiladi.

Xullas, Alisher Navoiy hayoti va shaxsiyatining shakllanishida piri va ustozi Abdurahmon
Jomiyning o‘rni, tarbiyasi va madadi alohida o‘rin tutadi. Abdurahmon Jomiy shaxsiyati Navoiyning
komil inson g‘oyalari mohiyatini ochish va tushunishda ham ahamiyatli. Navoiy nazdida bu buyuk
murshid tasavvuf olamida Hazrat Bahouddin Nagshband, Xoja Ahrori Valiy kabi najib kishilar
qatorida turuvchi shaxsdir. Navoiy “Xamsa”sini yaratishda Abdurahmon Jomiydan juda katta ruhiy
madad oladi. Zero, komil pir shogirdi ruhiyati, botiniy olamidan doimo ogoh bo‘lishi lozim. Besh
dostondagi Jomiy madhiga bag‘ishlangan boblar va undagi ta’rif-u tahsinlar alohida ajratib
o‘qilganda ham bir-birining mantiqiy davomi, yaxlid asardek mutolaa etiladi. Shuningdek,
Abdurahmon Jomiy shaxsiyatining turli qirralari bag‘ishlov boblarda tegishli doston mohiyatiga mos
tashbehlarda keltirilishi asar qurilishining mukammalligini namoyon etadi.
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bo3oposa Ymuaa HypxonoBHa,

Bbyxopo maxpuaaru 9-makrabd

OHAa TWJIM Ba afabuéT haHu YKUTYBUUCH
Canpos Exy6 CuaankoBuy,

Ouonorus Gpannapu JOKTOpH, podeccop,
Bbyxopo naBnar yHuBEpcHTETH

JKAJA EBPUSTAJIATUA KAJJUMIY TYPKHI TJEKCUKAHUHT MAB3YUI
TACHUDU

d | http://dx.doi.org/10.26739/2181-9297-2020-4-11

AHHOTAIUA
Ymly Makonajna >kaaujl MIEbpPUSITHIATH TYpKUH JIEKCUKaHWHI MaB3yHil TacHU(pH OacH
kunuHrad. Xycycad, Kaaun anabuéru HamosiHAanIapu IIEbPUATHAATH KATUMIH  TYpPKHUM
JIEKCUKAaHUHT MYXHMM YJIYUIMHHM XapakaT-XoJlaT, XyCyCHsT-Oelrd, Hapca-OyloM Ba KapHUHAOIUINK
TyLIyHYaJapUHU HQPOJAIOBYM JIEKCEMallap yMyMUHM XyJocanapiaa Oepunran. Kaaumru Typkuii
Cy3map TypKUMW THJUIAPHUHT Yy3 MaTepuanu 0ynuO, Oy cy3nmap TypKud THJUIAp OWJIACHTa MaHCYO
Oynran Oapua THwIapaa MabIyM MHUKIOpAA ydpauau. By Xon Typkuil TWutap JieKcukacuaa Oy
TUJUIAp YYYH KaJUMJaH MyIITapak OyiraH ymMyMui jJekcuk (OHIHU ko3ara KeiaTuprad. Makosiazaa
kagumru Typkuit Tii (VII - X) Ba unk scku typkuid i (XI - XIl)ra oun myrasuit Oupnuxiapau 14
Ta MaB3yuil rypyxJiap Oyitnua TacHu@ad KypcaTuiraH.
TassHu cy3aap: xaauJ WEbPUATH, KAIUMIU TYPKAW THJI, WIK 3CKH TYPKHW THJI, JIEKCHKA,
JyFaBui oupnukiap, “Uuratoit rypyHru’.

bo3oposa Ymuaa HypxonoBHa,

[Ixoma Ne 9, r. bByxapa, npenogaBareiib

Canpos Exy6 CuaankoBuy,

JlokTop ¢uitonornueckux Hayk, nmpogeccop, byxI'y

TEMATHYECKAS KJIACCUPUKAILIUS TPEBHEN TYPEIIKOM CJIOBA B
JIKAJTUCKOM ITOD3UH

AHHOTAIIASA

B crarbe onucana Temaruueckas Kiaccuukanus TypeLuKon JIEKCUKU B 1033UU JHKaauaoB. B
YaCTHOCTH, B O6IIII/IX BbIBOJaX AAKOTCA JICKCEMBI, COCTABJIAIOIINEC BAXHYIO YaCTb I[pGBHGTIOpKCKOfI
JICKCUKU B IIO33UHN HpeI[CTaBHTeHeﬁ I[)K&I[I/II[CKO?I JIATCPATYpPbl, MHOPCACTABIAIOIMINC ITOHATUA
NeMCTBUE-COCTOSIHUE, TPU3HAK-3HAK, 00BEKT-00BEKT U POACTBO. JI[pEBHETIOPKCKUE CIIOBA ABIISIOTCS
CO6CTBCHHBIM MaTCpruajlioM TIOPKCKUX SA3BIKOB, U 3TH CJIOBA B TOUW WU MHON CTEHNEHU BCTPCYAKOTCA
BO BCEX sI3bIKaX, MPUHAUICKAIINUX K TIOPKCKOU S36IKOBOM CEMbE. DTO CO3/1AI0 OOIIHIA JIEKCHUECKHI
(bOH)I B JICKCUKC TIOPKCKUX S3BIKOB, KOTOpI:IfI n31aBHA 6BIJI OGHII/IM JII 9TUX A3BIKOB. B cratne
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JIeKCu4eckue elnHuLbl ApeBHeTiopkckoro sasbika (VII - X) u nepBoro npeBHETIOPKCKOTO si3bika (X1
- XII) xnaccupunupyrores Ha 14 TemMaTUyecKux rpyIi.

KiroueBble cioBa: 1ossusi JUKaJWuIOB, JPEBHETIOPKCKUAN S3BIK, NEPBBIA JIPEBHETIOPKCKUN
SI3bIK, JICKCUKA, «HuraTai rypyHrmy.
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THEMATICAL CLASSIFICATION OF ANCIENT TURKISH VOCABULARY IN JADID
POETRY
ANNOTATION
The article describes the thematic classification of Turkic vocabulary in Jadid poetry. In
particular, in the general conclusions, lexemes are given that constitute an important part of the
ancient Turkic vocabulary in the poetry of representatives of the Jadid literature, representing the
concepts of action-state, sign, object and relationship. Ancient Turkic words are the own material of
the Turkic languages, and these words to one degree or another are found in all languages belonging
to the Turkic language family. This created a common lexical fund in the vocabulary of the Turki
languages, which has long been common for these languages. In the article, the lexical units of the
ancient Turkic language (VII - X) and the first ancient Turkic language (XI - XII) are classified into
14 thematic groups.
Key words: Jadid poetry, ancient Turkic language, the first old Turkic language, lexicon,
“Chigatay gurungi”.

KyIumink TaaKMKOTYMIAPHHHT 3bTHpod sSTummua, Ypra Ocué, Kosoructon, Omnroii,
Kanyouit Cubup, Ypanonmu XyIyajdapu axojuch OpoH3a NaBpUHUHT 3-2 MHUHT WHJUIUTHIAH
Oonuiad Typkuil Twina cysnamrad. by Tunra xoc ymymuii iekcuk, (OHETHK Ba rpaMMaTUK Oenru-
XYCyCHUSITIIap XO3UPTU TYpKHH TWJUIApHUHT Xap Oupuzaa y €xku Oy MHKAOpJIA CaKJIaHUO KOJraH.
F.AOqypaXMOHOBHUHI TabKUUIAIINYA, TYPKUN XAJIKJIAPHUHT WIAM3IAPU MUJIOJIAH OJAUH
Mapxkasuit Ocuéna uCTUKOMAT KWITaH MaxaJUITui TyO KaOwiia Ba ypyFiaap — Kapiykiap, Yrysinap,
KUIMUYoKyIapra 6opu0 takanaau. Xap Oup TypKuil XalK Ba YHMHI TWJIMHUHI IIAKJJIaHUIIWIA Oy
ypyFaapHuHr oupu acoc Oynran [3]. Kagumru Typkuii cy3map TypKuil TWIIApHUHT Y3 MaTepHall,
V3 oHa mynkuaup. by cy3nmap Typkuii THiuiap owsacura MaHcyO Oyirad 6apya THiUIapAa MablyM
MUKJIOpJa yudpaiinu. By Xon Typkuil Twiiap jiekcukacuaa Oy TWUIap yYyH KauMJaH MYyIITapak
OynraH yMyMuii JIeKCUK (DOHIHU F03ara KeJITUPTaH.

Typkuii, yyHOHYH, ¥30€K TUJIM 3HI KaJUMIH TWJUIapAaH Oupu OYnuO, YHUHI TapuUXH OJTOU
naBpugan Oomutanaau.[10] Onroit Hazapusicura pyc mapkiryHoc onmmu B.PaminoB acoc conran
Oynu0, YHUHT HazapusiCUra Kypa OJITOM TWuUlapuaa cy3 Oommaa Ba OXHpHUIa KeJITaH YHIOILIAp
¢dakar >xapanrcu3 Oynmaau. Typkull Tuulap Tapuxujard KeHUHTH JaBp XyH JaBpu OYiuoO, y
MEJIOJJIaH aBBAJITM YYMHYM acplaH MEJOJHUHI TYPTUHYM acpuraya OYiraH AaBpHU Y3 WuUura
onmamu. VI-X acpnapmaru Typkuid THJI 3ca KaJUMTU TypKH TUJ HOMH OwiaH aranamu [2;4;12]. VI
acpjia IIaK/UIaHTaH KaguMru Typkuid T Mapkasuit Ocué€, llumonmit Myrunucton, Ontoi,
Xypocon, Kaska3, Ilapkuit EBpona, Poccusinunr sxanyouit kucmu, Cubupra tapkajiraH OyTyH
TYpKHI ypyFiap y4yH sroHa ymymTuna sau. [3,24] Maskyp naBpra ouj xkyAa Kymiad TypKui-
pynnii (Ypxys-DHacoit) Ba Typkuii-yitryp (VI-X acpnapaarn) 6urnxmap masxkyn.[11] Viapaunr
alipuM TWI XyCYCHUSTIIapU TYPKOJIOTHsAa MyaisiH 1apakaja YpraHuwirad Ba yJjap Oyinda Jyratiap
Hawp sTunran.[8] KaguMry TypKuil THIT IEKCHKACH TYLIyHYacH OCTHAA YPXyH-DHAcoil Ba KHCMaH
Kagumru yiuryp €3ma énropnuxiapu (spHu, VII-XIII acp oOupanmapu) nexcukacuia MaBxy[
OynraH, KEWWHTW JaBpjapia 5ca MablyM cababmapra kypa Vy30ek amgaOuil THIM JIEKCUKACH
TapKUOMIaH UCTEbMOJIJIAaH YMKKAH , SCKUPTaH CY3JIapHU TYLIYHUII MaKcaara MyBOGQUKIUD.
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Muuii yUFOHUII JaBpH Y30eK aaOuETHHUHT UCTEhA0UTH Bakmuiapu Aoaypayd dutpar,
Xamza Xaxumzona Hwuéswmii, AOmynxamun Uynmon, AOmymra Asnonuii, Hcxoxxon Wopar,
Cunmuknit-Asx3ui, Myxammanmapud Cyduzona, Cummukuii XoHgaWnukui, AOmyIXamuma
Maxuauii, Kapumbexk Kamuit, 3n6ex (Mampuk Onyc), bory xabunap xaaua anabuétunu OyHER
STAWIAP Ba YHU IOKCAK Japaxara oiu0 4uKgwiap. Yjiap MUHT WWJI JaBOMHAA aMalja OyiaraH
aHbaHAaBUM MycuHaru afabuET YpHUTa sSHIH, 3aMOHAaBUM ala0UETHU SpaTaUIap, SHIH agaduil Typ
Ba JKaHpJjap (apama, XUKOs, POMaH, afaOuil TaHKWJ, MyOIuIMCTUKA)HU Y30eKk amabuérura oaud
KUpJuiap, aHbaHABUW ala0uil 1Ak XUCOOJIaHTaH apy3 Ba3HU OwiaH Oupra 6apMOK BazHUIA XaM
wxon stawiap. by Omnan ynap y30exk amabuéruna O0apMOK Ba3HMHMI KEHI' OMMajallMIIMra Ba
MEBPHUATAA aCOCUN amaduii Mmaki OYIMO KOJMUINNTa 3aMUH XO3UpJaawiap. AJIOXuAa TabKHIJIaIl
VPUHIIUKHY, Kaauaiaap Y30eK TUIMHUHT MOKTUMOUM-cuécuil Hy(dy3u Ba KaJp-KUMMAaTHHH THKJIALI
Wynumaa MUCIICH3 XU3MATIApHU a0 JTAWJap. YJApHUHT y30ek TuiuHu Oery0op Ba cod Taps3na
KeJlaKaK aBJIoZra eTKa3MIJaru cabi-xapakaTiapu ajloxuaa ybTudopra MOJIMKAUP.

Kagun anabuétn HaMosiHAANApU MIEbPUATH TWIMJIA UCTEbMOJAA OYAran cy3 OOMIUTMHUHT
acocuil KMCMHMHM ¥3 Karjamra Xoc JIEKCHMK OMpiuKiap Tamkwi 3taau. by kariam tapkubuna
MyailstH mukgopaa kaaumra Typkuid tan (VII - X) Ba mnk acku typkuit tun (XI - Xll)ra oun
JyFaBUW OUpPIUKIAp XaM MaBXyl. YJapHM KyWujgaru MaB3yuil rypyxjap Oyiinua TacHuiain
MYMKHH:

1. O3uK-0BKAT, MYUMJIMK Ba HIyJap OWjiaH OOFJIMK TYIIYHYAJAPHUHI HOMM: O3UK (O3HUK-
OBKAaT MabHOCHA), Ty3 (TaOM MabHOCHIA), CYB, T (TYyIIT), Yorup (Mai, mapob), yH, 6ox (acan),
OILIMK (OBKAT MabHOCHIA), KAaMOK, cap€r (capuér), KaBypMou (OBKAT TYpH, KaJIUMIU TYPKHA
TWIA KyFypMad makimaa MaBxyn) [6,452], kumus Ba X.K.

2. KoH-KapUHIOLUINK aTaMaJapu: OHa, K13, 0Ta, KEJIHH, 3p, XOTUH (KaJUMI'H TypKUN THIIA
XaTyH//KaTyH Cy3M, acoCaH, XOHMM MabHOCHJA; MAIIXyp Ba OOpYJIM KUIIMJIAPHUHT XOTHUHJIapura
HucOaTaH KyJutaHwiran) [6,436], kapgoi, opkaaori, 6000 (KaauMmru Typkud Tuiaga 6aba Tap3uaa
ndoaanmanran Ba y oTa MabHOCHIAa KYJUTAaHWITaH)[6, 76] , YFUII, CHHTWJ, KapUHOII, TOFa, HYJI0II,
ora, KailHOTa, aKka, yKa Ba X.K.

3. UHcoH TaHacH ab30JJAPMHUHI HOMH: Ky3, O8F (0€K), IOpaK, 103, KypcOK (OIIKO30H,
KOpHH), KYJI, THPHOF (TUPHOK), KYKpaK, THI, 6oul, OyinH, KyKkc (KYKC, KYKpakK), oFu3, 0apMoK, cod,
Oarp//KyKC, KyJlOK, WIMK//KYn, Oen, KOpuH, Kan//0yi, kudpur (KUMpHUK), KyWHH//Kydof (Ky4OK),
STHOF (€HOK; I0O3HUHT OYPTHUK KMUCMH), TOMOK//TaMOF, MaHTJIal Ba X.K.

4. Yeumunk Ba y Ouian GOFIMK TYHIYHYAJADHHHT HOMH: uedak (Tyi), TEpak, OFOY
(mapaxt), sSmpor (AMpokK), MOMHK (mMaxrta), ycma, oiMa, OyFIoH, YpUK, YT, THKaH, KYKHOP, COMOH,
SIHTOK, TOMUP (UIAU3), TApUF (TapHK), OyTOK (€H 110X) Ba X.K.

5. Hapca-0yrom Ba MaviuMii TYpMyIlI KMXO3JIADUHUHI HOMJIAPDM — MAMIIUI JIEKCHUKA:
KOIMUYF (XaME&H, KOIMYMK), UIl, YIOK, YUPOK, KUH (KUH, FUI0(]), KAMYMH // KaM4H, 3TaK, TaK, OCIINK,
KETMOH, MHUYOK, TYp, DMK, YPOK, JIaK, KY3ry, TapoK, Kapnud (FUIIT), YpTyK // ¥pTUK (mapna),
WTHA, TOFOpa, 3TOB, KO30H, TaBOF (TOBOK), CJIMUFUY, TYKyM, JIIKaK, KOIIUK, 00nTa (KaauMTH
Typkuil TunAa Ganny mwakinuaa yupaiiam) [6,80] Ba Oomk.

6. 30010rUK TePMUHJIAP: KOIUIOH, OOMKYII, Ky, TYJIKH, KyHpYK (Iym; aym0a), Oanuk, oOT,
KYHFU3, Kalajak, UT, KHWHWK, apclioH, TeBa (Tys), TOBYK, OYpH, KaJlauprod, 30f, 4a€H, dsmak //
SIIIIAK, WIOH // MMJIOH, KaKJIUK, YyMOJIH, Ypramuu (Yprumyax), CUTHp, Kydyyk, 4aOyH // unOuH,
Kapuufrad, yjaoB (MUHHO IOpWIaJuraH XaillBoH), Ky3fFyH (YIUMTHKXYp Kyll), Kapra, CHYKOH Ba
OOIIIK.

7. Tabuar Ba UKJIMM OMJIaH OOFJIUK cy3aap: érmyp // émryp (Emrup), en (mamoi), OymyT,
My3, OH, Ky€Il // KyH, I0Jy3, KYK (OCMOH), SILIMH, YaKMOK, OOpJuF (KOMHOT, 0JaM), €FuH, YUKYH,
KUpOB (1abHam), €NKUH (KaMasak) Ba X.K.

8. Mapxym TymyH4YaHu HQOJAJOBYH JEKCUK OupJaumkjaap: yrypau (06axTiu), YryT
(macuxar), ocur (¢oiima, mandaar), Kyt (KyT, 0axt, maBiaT), cesry (ces3ru), yHKy, YT, CEBTH,
KYHTHWJI, CEBUHY, KyBOHY, KYPKHHY, OUIUK (MJIM, OMJIMM) Ba X.K.

9. JluHmii TymIyHYAJapHMHI HOMH: TaMyf (Oy3ax, jkKaXxaHHaM), yuMmox (’kaHHaT), €3yF
(ryHOX, aii0), Tanrpu (MYFyauil // Typkuii), cypryun (cypoBun OJiox) Ba X.K.
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10. OcMonH kucMiIapu Ba reorpadusra ouj HomJIap: oif, Ky€m // KyH, I0Jdy3, OOpJIMK
(KOMHOT), TOF, TEHTHU3 (JIEHTU3), €p, IOPT, OUYH (IyHE, 0JIaM), COM, KUp, Ky, OyJIOK, YPMOH, YVKKH,
KHPFOK, KYK (OCMOH) Ba X.K.

11. Bakr, 3amo0H, Ba ¢acia TymyHYacuHu U(OAATOBYM Cy3Jap: TyH, KyH, TOHI, Keua,
OykyH (0yryH), spta (3pranad; OapBakT), K€, YOF (4OF, BaKT), WJIK (WUJIK, aBBaJl), WIrapu, KUI, KYK
// xyxnam (6axop), TOHT Ba X.K.

12. XapOuii coxara ouJ TepMUHJIAP: KAJIWY, KAIKOH, KYIIyH (KyIuH), VK, €i (i, KaMOH),
Vpay (Kapoprox; KyInuH, ackap) Ba X.K.

13. MaHca0d, yHBOH Ba Kac0-KOp TyllyHYajapuHu u¢oaajoBUYdM HOMJIAP: XOH, XOKOH,
Kalyfuu (SLIMK OFAcH;’ILIUK,/1apBO3a COKYMJIAPUHHUHI Oonuiuu), O0ek (Oex, amaniop), OOIUIMK
(6omummk, paxOap), Kymuu (Kym OOKyBuUM, Kylulapra KapoOBYH, OBYM), COKYH, TE€Bayu // TaBadu
(Tysum) Ba X.K.

14. XycycusT Ba 6earu udoaanoBuu cyzaap: énrys (€nruz), apur (cod, To3a), OYIOK, yIyF
yCpyk (MacT, capxyul), KWIMK (Tabuar, XyJK, XapakTep), MyHIJIM, €BYy3, VHFall (Kynai), KU3WJ,
KOpa, KYK, capuf (capuk), Oy3yK, 3CKH, OFUD, 3TPH, 04, OFUP, COBYK, HCCHUF (MCCHUK) Ba X.K.

Kamua mebpusTé THIMAA KaAAUMTH TYpKUH JIEKCHK OWpJHMKIApIaH sSHa KUHMUM-KEYaK Ba
YIIAPHUHT KUCMJIAPUHUHT HOMU (TYH, 3THK, €HT, €Ka Kabu); €Il XyCyCHUSTHHH aHTIATyBYH Cy3iap
(K13, 9pKak, Kapu // Kapus, 40J KaOW); ypyF, XaJK HOMJIAPUHU OWIAUPYBUM ITHOHMMIIAD (TYPK,
yiFyp KaOu); MUKIOpPHU OUnaupyBuM Oupnukiap (6up, yd, TYpT, Oei, 103, MUHT // OUHT Kalu);
VpUH-KOU TylIyHYaJapuHU U(oaaioBun cy3nap (KUILIIOK, TyuMoK (Oypuak), Terpa (arpod), yi,
VpuH KabM); WKTUMOUN-cUECHI atamanap (TyTKyH // TyTKy (acup), Kyna, Ykcy3 (etum, dakup,
Kambaran), HyKcuma // MyKCyn KaOu); maxc TYyIIyHYaCHHHU aHTJIaTyBuu cy3nap (meH // maH // OaH,
ceH // caH, yn, KMIIM KaOuiap) XxaMm KyJUlaHWwIraH. TabKujulall YpUHIMKH, Ma3Kyp MaB3yHi
rypyxJapJard KaJuMrd TYpKUH THITAa OWJ JyFaBH OWUPIUKIAP MHUKIOPAaH O3YHIMKHHU TAIIKWI
3TaIu.

Kamnn nupuk acapmapu THiMaa uCTU(GOIA STHITAH KAAUMIH TYPKUH CY3IMapHH XO3UPTH
¥30exk anabuil TWiIM JIeKCMKAacu HYKTau HazapuaaH Oaxonaml MyXUM axamusTra sra. Maskyp
CY3JapHHHT aKCapUsATH XO3UPru y30eK amabuili TUIMAa KEeHr KYyJUIaHWIAa Oyica, alpumiiapu
ucTebMOIAaH YMKHO dckuprad. llly MmabHOIA yITapHU UKKH TypyXra aXXpaTHIIl MyMKHH:

1. Xo3upru y30ek amabuii TWiauAa KyJJIaHUIIAA JaBOM STaéTraH KaJuMTu TYpKHM cy3map.
Kwia, kamuu, YK, TeMup, TYNpoK, KM3WI, 0JIMa, OHA, 0Ta, aka, TOFa, OT, OOIII, KeMa, ep, SIIHIH, KOp,
KyM, KOIUJIOH, Kapfa, KyMFOH, CyB, K¥3, KyJIOK, OFU3, OEK, KOPUH, TOMOK, TUKaH, SIPOK, OyFIOMH,
apra, TapukK, UY0K, TApOK, KUH, KOIMYUK, 00Ta, OaNnuK, KOIUIOH, Ya€H, TOBYK, YUBUH, HJIOH, JIIAK,
Tys, YyMUyK, OOMKyI, Ky€ml, oM, 101ay3, OylyT, I€HIU3, TOF, KMIUIOK, IOPT, OBYM Ba OoIIKayiap
HIyHJall cy3nap >Kymilacura Kdpaad. YJapHUHT MabHO-Ma3MyHH XO3UPrM KUTOOXOH YUyH
TYITyHAPIIUIND.

2. Xosupru y30ex amaOuil Tuiauaa KyUlaHMalauraH KaauMmrd Typkuil cyznap. bywpaii
M30XTajad, ICKUpraH, UCTEbMOJIIaH YMKKaH CY3/1ap cupacura Komyf (dUIMK, JapBo3a), 03UK (03HK-
OBKaT MabHOCHJIA), TY3 (TaoM, €ryJIMK MabHOCUA), YOFUP (Maii, mapod, 00/1a), OFou (IapaxT), OFy
(3axap), yryp (baxrt, KyT), yrypau (0axTnu, Kymid, aaBiariu), ocur (Qoiima, mandaar, 6axpa),
TaMyF (Iy3ax, ’)kKaxaHHam), yumox (xaHHar), €3yf (TyHOX, ail0), KamyruM (SLIMK OFacH; SIIHK,
JlapBO3a COKYWJIAPUHUHI OOLIIUFU), acpy (KyAa Kym, OeHMXosl, FOST, Tajai), apur (cod, To3a,
nokusa, mycagdo), Omiuk (Uiam, aKi, Mabpudar, Owinm), Ykcy3 (etum), myumMok (Oypuak, KyHX,
ryma) (®urpart); kKamyk (Oapua, Xamma, xamu), Eraur (pymons, pymonda), aék (kKamgax, Koca,
nuéna), orou (mapaxr), €3yf (TyHOX, ai0), KYHOK (MEXMOH), TYHaK (KaMOKXOHA, 3WHJIOH), OIUIUK
(Oyrnoit, erynuk) (Uyamon); wiuk (Kya), orod (gapaxrt), kapnuy (FUIIT), YpTyK (mapaa, TYCHK),
onuIuK (OBKAT; OyFJ0i), yaMoX (’KaHHAT), O4yH (IyHE, onam), naku (sHa, TaruH) (J0eK);. yCpyK
(macT, capxymr), wmk (kymn) (M6par); gyorup (maii, mapo06, 6o1a), 9B (yi), Kamy (3IIUK, JapBO3a)
(Ax3mii); 3B (yil), €3yK (TyHOX, ait0), Ykcu3 (etum; kambaran) (Cydusona); unuk (xyn) (Kamuii);
ounuk (wiM, Ownum), ToMyr (ny3ax) (Xowmalmkumii); orou (Iapaxt), Ypryk (mapna), OUTHK
(xuT00), MyHT (Kaiiry), €3yF (TyHOX, ail0), Tamyr (ay3ax), ouyH (AyHE, oam), MyHr (Kaiiry, ajgam),
terpa (atpod), TyTkuH (acup, 6anam), Wykcui (kambaran; 6edopa), ery (TaoMm, OBKAT), JaFru (sHa,
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taruH) (bory) kabwimapuu aitu® ytum mMymkuH[7]. YIapHUHT MUKIOpUM HUCOATH Typiidya.
Yynonuu, ®utpar, Uynnon, Dndek, boty mespustu Trinaa xyjaa kyn Mukaopaa, Mopat, Ax3ui,
Cyduzona, Kamuit mebpnapu tunmaa 6apMok OWsiaH caHapJiM MHUKIOpAA MaBXyd. AOmyIxamuua
Maxuauit, Cunkuii XoHIaWIMKIN acapiapy THIKIA 3¢a ISP KyJIJIaHUIMaraH.

V36ex amabuii THIM JEKCHKAHM SIHIHIAmI, CcOQIAIITHPUIIHA ACOCHH Makcaj KHIHO
oenrunarad «YuraToil rypyHrn» ab3onapu, uyHoHuH, Outpar, Uynnon, Dnbek Ba borynap yHyT
OynraH KaJuMryd TYpKHW CY3JIapHU KaiTa MCTEhMOJITa KUPUTHII XapakaTuaa OYIWINTaH. V36ex
anabuil TWIK JTyFaT TapKUOWHHU, acOCaH, TUJIHUHT ¥3 WYKM MaHOanapu Ba UMKOHHUSTIIApH acocUaa
OOMUTHIIHM Ha3apjaa TyTraH «Uuraroil TypyHrU»4ywiIap KaJuMId TYpPKUH JIeKCHMKara ajoxujaa
IUKKaT- 3pTHOOp Owian €xpamrad. lly Oouc ynapHUHT MIEbPUATH TWIMAA OyHAAW CY3IapHUHT
caIMOFru KarTa. «YuFaTod TYpyHTH» ab30JIapU Ma3Kyp CY3JIapHM Y3 acapjlapyd TWIUAA KYJUIall
xKapa€HuJa, acocaH, MKKM MaHOara TasHumrad. bupuHum ManGa scku y30ek anabuil T,
xycycaH, Anumep HaBouil acapiapu TUIMHMHL JIyFaBHM Xa3uHacu Oyiica, HKKMHYU MaHOa y30ek
XaJIK IIE€BAJTApPUHUHT JeKCUK Ooinmurunup. Tabkumiam YpuHinku, «YuraToll rypyHIU» ab3ojapu
HICbPUATH TUIWJArd KaJuMIU Typkuil cy3napHuHr Oapuacu Aunumep HaBouil acapmapu tunuaa
Mmaxya. Hloup acapnapu 6yiinya Ty3wiraH jJyraTjiap Ba sipaTHIIraH UIMHUI TaJKUKOTJIap acocuaa
om0 Oopran Ky3zatunuiapumui Oy ¢ukpHu Tacaukmaau[S]. Kyiunaru aiipum Mucosuiap Owian
OyHU acocallra XapakaT KUJIaMu3:

Asmmmep HaBouii «YwurarToii rypyHruw» ab3onapu | Cy3HHHT MabHOCH
acapJjapu TWIHAA acapJjiapu TWIHJAA
TaMy¥//TaMyK//TOMYF TOMYF//TaMyK Jy3ax, JKaxaHHaM
aék//aér aék//aér Koca, nmuéna
acur//ocur OCUF ¢oiina, mandaar
HWHUFOY//0F0U OFOY Japaxt
ONTHKYHN ONTHKYN xaT €3yBUYHM, KOTHO
yCpYK//acpyk YCPYK MacT, CapXyI
OYYyH OYYyH JIYHE, oJIam
OUITUK OUITUK WM, aKJi, Mabpudar
SICOTT SICOTT cad, KaTop
yuMax//yuMOK//yaMOx YUMOK//yIMOX YKaHHAT
VKCYK//YKCY3 VKCYK//YKCY3 eTuM, Kambarai, 6edopa
€3yK//E3yF €3yK//E3yF T'YHOX, aii0
y4MaF//IydMOF ITy4YMOF Oypuak, KyHxk

IOxopuaa aiitu6 yrunranuaex, «Huratoil rypyHru»uniap yuyH MKKMHYM acOCUM JTyFaBUil
donp (60iMK) Y30eK XalK MIeBajlapy XucoOJaHTaH. Yap TOMOHHIAH KYJUIaHTaH Kapnud (FUILT),
Kamyr (MUK, aapBo3a), apur (cod, To3a), acur (¢oitna, mandaar), &wur (TyHOX, ail), orou
(mapaxT), KYHOK (MEXMOH) KaOW KaJWMI¥ TYypKHH C¥y37ap X03upAa xaM y30€K TUIMHUHT aupum
mieBanapuaa keHr uctudona stunaan.[1] bynu xyhinnaru kuécuil TaBcudaa Kaia sTwirad ailpum

HaMyHaJlapJaaH XaM aHIJialll MyMKHH:

Kagumru typkui Vi6ek xaak «YuraToi rypyHIru» Xo3upru y3oex
éaqHOMAJIap THJIMAA neBaJapuaa ab30JI1apu acapjapu | TWINAATH MabHOCH
TWJINAA

KBUIBIF//KBLIBIK KHAINF//KAITAK KHINF//KAITAK WHCOHHHUHT TaOuaTH,
XapaKkTepu

KOHYK KYHOK KYHOK MEXMOH

car car car VHI' TOMOH

Kammyk//KamyF Kamy//Kanu Kamy//Kanu SIIUK, TaPBO3a

JTaKbI Jaxu axu siHa, TaFuH
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aMyK MOMUK MOMUK naxTa
HaFrbl raru//€rn raru//€rn JTyIIMaH
TaTbIF TaTUF TaTUF TabM, Ma3a

V36ek anaGuil THIMHY, YyHOHYH, YHHUHT JIGKCHK TAPKHOMHM OGMTMAC-TyraHMAC Xa3MHA —
XaJIK [IeBajlapyuJiary cy3iap acocuaa O0MUTUII PUKPUHU UITApU CypraH «Huratoil rypyHru»uusiap
Via gaBp agaOuil TuiaMaa ydpaMaijurad, JIEKHMH IIeBajiap/la MaBxXyJa OYiraH KaAuMIu TYpKHUM
CY3JIapHHU Y3 acapiiapy THWIMAA aMaIui )KUXaTIaH KyJulalira ypUHHIIIN.

Kagun anaOuétu HaMOsHIAIApU MIEbPUSITUIATH KAJUMIH TYPKHUH JIEKCUKAaHMHT MYXUM
VIYHIMHU XapakaT-XojaT, XyCyCHST-OelNrd, Hapca-OyioM Ba KapHHJIOIUIMK TyLIyHYaIapuHU
ndonganoBun Jexkcemanap Tamkwi dtand. JuHuWi-agcoHaBui TacaBBypiap Ba MaHcal-
MapTalanapHu udomanoBuu JyFaBuil Oupiukiap Mukaopu HucOatan o3. LllyHunrnek, sxamun
HICbPUATH TWIMJAATH KAJUMIU TYPKUN CY3JapHUHI aKCapUsITH aHUK MabHO HdoJanaiguran
JIeKceManapaup.
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O‘ZBEK MAROSIM FOLKLORINING O‘RGANILISHI VA TASNIFI MASALALARI
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ANNOTATSIYA
Ushbu magqgolada o‘zbek marosim folklorining o‘rganilishiga hamda tasnif masalalariga
e’tibor qaratdik. Shu bilan birgalikda folklorshunos olimlarning, jumladan, M.Alaviya,
B.Sarimsoqov, M.Jo‘rayev singari olimlarning ushbu mavzuga dahldor bo’lgan qarashlarini, keltirib
o‘tilgan daliliy fikrlarini o‘rganib, mavzu yuzasidan xulosaviy fikrlarimizni bayon etdik. Maqolada
mavsum marosim, oilaviy marosim hamda so‘z magiyasiga asoslangan marosimlar folklori haqida
fikr yuritilgan. Ilviy maqolalarda keltirilgan marosim qo‘shiglaridan ham namunalar keltirib
o‘tilgan. Ushbu maqoladagi ma’lumotlar, kelgusida, ushbu sohada izlanish olib borayotgan soha
vakillari uchun zarur manba bo‘lib xizmat qgiladi.
Kalit so‘zlar: mavsum marosim, oilaviy marosim, so‘z magiyasiga asoslangan marosim

KOcynoBa /Iun3zona CaMuHKOHOBHA
CamMocTosTeTbHBIN COUCKATENb

N3YYEHUE U KIIACCUDPUKALIUA OBPAJOBOI'O Y3BEKCKOI'O ®OJIBKJIOPA

AHHOTAIUA
B nanHO# cTaThe MBI COCPENOTOUMMCS HAa M3YYCHUHM U KJIACCHU(PHUKALUU Y30EKCKOT0 OOpsSI0BOTO
donbkiopa. B TO ke Bpemsi Mbl M3y4MJId B3MJISABI (POJIBKIOPUCTOB, B TOM unciie M. AnaBus, b.
CapumcakoB, M. JlxopaeB, Mo 3TOMY TOBOJy, XU BBICKAa3aJIM CBOM BBIBOJBI 1O 3TOMY ToBOIy. B
cTaThe paccMaTpuBaeTcs (OIBKIOP CE30HHBIX OOPSIOB, CEMEHHBIX OOpSIOB W PUTYaJOB,
OCHOBAHHBIX Ha CIIOBECHOW Maruu. B CTaThAX TakKe MPUBOIATCS MPHUMEPHI OOPSIOBBIX TECEH.
Nudopmaniust B 3TOM cTaThe MOCIYKHUT MOJIE3HBIM PECYPCOM I OyAyIIUX UCCIIEA0BaTENeH B ATOU
o0nacru.
KuioueBble ci10Ba: ce30HHAs [IEPEMOHUS, CEMEWHAs IIEPEMOHUS, IEPEMOHHMS CIIOBECHON Maruu

Yusupova Dilzoda Saminjonovna
Independent researcher

ISSUES OF STUDY AND CLASSIFICATION OF UZBEK CEREMONY FOLKLORE
ANNOTATION

In this article, we focus on the study and classification of Uzbek ceremonial folklore. At
the same time, we studied the views of folklorists, including M. Alaviya, B. Sarimsakov, M.
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Jorayev, on the subject, and expressed our conclusions on the subject. The article discusses the
folklore of seasonal ceremonies, family ceremonies, and rituals based on word magic. Examples of
ceremonial songs are also cited in the articles. The information in this article will serve as a useful
resource for future researchers in this field.

Keywords: season ceremony, family ceremony, word magic ceremony

Marosim folklori paydo bo‘lishi jihatdan xalq og’zaki ijodining eng qadimiy, yashovchanligi
jihatdan eng barqaror ko‘rinishlardan biri hisoblanadi. Shuning uchun ham marosim folklorida
muayyan xalgning turmush tarzi, etnik tarixi, urf-odatlari, qisqasi, uning o‘tmishi butun o‘zligi
bilan namoyon bo‘ladi.

O‘zbek marosim folklori materiallari ham o‘zining barqaror hamda an’anaviy xarakteri bilan

ajralib turadi. Bu sohadagi mavjud materiallar mavsumiy va oilaviy- maishiy marosimlar folklori
janrlarini o°z ichiga oladi. [1,3-bet]
Ushbu mavzuni o‘rganishda M.Alaviyaning “Of‘zbek xalq marosim qo‘shiglari” (1974)
monografiyasi alohida o‘rin tutadi. Muallif marosim qo‘shiqlarini boy etnigrafik material-
xalqimizning kechirgan turmushi, urf-odatlari, rasm-rusumlari, udum va irimlari bilan bog‘liq holda
tekshirdi.Olima xalq qo‘shiqlarining tarixiy ildizi va asosiy xususiyatlarini o‘rganish orqali uni
birinchi marta tasnif qildi va to‘y marosimi qo‘shiqglarini alohida maxsus tadqiq etdi.Bu o‘rinda
shuni ham qayd qilish kerakki, yaqin yillarga qadar marosim folklori haqidagi tekshirishlar bir
tomonlama bo‘lib, ular asosan qo‘shiq doirasida o‘rganib kelinar edi. Bunday chalkashliklarga
B.Sarimsoqov  tadqiqodlari barham berdi. Uning “O‘zbek marosim folklori” (1986)
monografiyasida mavsumiy maromlar va so‘z magiyasi bilan bog‘liq folklor asarlari atroflicha
tahlil etildi, folklor janrlarining ijtimoiy-maishiy hayotning muayyan sohasi bilan izchil
xoslanganligi va funksionalligi borasida e’tiborli mulohazalar ilgari surildi.[2,36-37-betlar] O°zbek
folklorshunosligida bu ikki turkum marosimlar folklori folklorshunos olim B.Sarimsoqovning
izlanishlarigacha mutloqo tatqiq etilmagan.

B.Sarimsoqov marosim folklori xaqidagi izlanishlarini amalga oshirishga qaror qilgan bir

paytda xattoki bu mavzuda sistemali materialning o‘zi yo‘qligini ta’kidlab o‘tadi. “O‘zbek marosim
folklori” kitobida mavsum va marosim folklori materiallari asosan XIX asrning oxiri va XX asrning
80-yillariga qadar bo‘lgan taraqqiyot davriga oidligi aytiladi.Bundan qadimgi davrlardagi marosim
folkloriga xos materiallar bu darvgacha yetib kelmaganligi ham ta’kidlanadi. Shunga qaramay
marosim tarkibida saqlanib qolgan arxaik detallarga asoslanib, marosimda ijro etiladigan folklor
materiallarining nisbatan qadimiyroq asoslari haqida ham fikr-mulohazalar bildirilgan.
O‘zbek marosim folklori namunalarining o‘rganilishi va shu mavzuga dahldor bo‘lgan bir gator
ilmiy asarlar, ilmiy maqolalar bilan tanishib chiqishga harakat qildik. Folklorshunos olim
M.Jo‘rayevning o‘zbek folklorshunosligi, qolaversa o‘zbek marosim folklorining o‘rganilishidagi
mehnatlari beqiyosdir. Olimning “Oy oldida bir yulduz” o‘zbek xalq marosim qo‘shiqlari xaqidagi
majmuasi (ushbu majmuada o‘zbek xalq marosim qo‘shiglaridan namunalar,ayrim marosimlarning
tarifi haqida fikr yuritiladi ), “O‘zbek mavsum marosimi folklori”, “Kelin tushdi” marosimi kabi
ilmiy asarlari, “Choymomo” marosimi nomli ilmiy maqolalari marosim folklorining o‘rganilishida
katta manba bo‘lib xizmat qilmoqda. Birgina “Choymomo” nomli ilmiy maqolasi misolida
qaraydigan bo‘lsak, unda mavsum marosim turkumiga mansub bo‘lgan “Choymomo” marosimi
hamda unda ijro etilgan qo‘shiqglar haqida fikr yuritiladi. Maqolada ushbu marosimning yaratilish
tarixiga, marosimda ijro etiladigan qo‘shiglar matniga, marosim o‘tkaziladigan hududlarga hamda
jjro etuvchi shaxslar faoliyatiga alohida to‘xtalib o‘tiladi. Shu bilan birga obrazlarning tarixiy
ildizlariga ham e’tibor qaratiladi.

Filologiya fanlari doktori, professor J.Eshonqulovning ham o‘zbek folklorshunosligining
rivojlanishidagi mehnatlari cheksizdir. Olimning bir qator ilmiy asarlari, ilmiy maqolalari o‘zbek
folklorshunosligi sohasida xizmat qilayotgan yosh tadqiqotchilarga, oliygohlarning filologiya
yo‘nalishida tahsil olayotgan talabalarga beqiyos manba bo‘lib hizmat qilmoqgda. J.Eshonqulovning
“Mif va badiiy tafakkur” ilmiy maqolalar va suhbatlar jamlanmasi kitobida keltirilgan “O‘zbek xalq
qo‘shiqlarining tasnifi masalalari”, “Epos va marosim”, “Xalgning o‘ziday qadim va ulug‘ ayyom”
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kabi ilmiy maqolalari, “Folklor millatning boqiy tarixi”, “Davlatga yetib mehnat elin unutma” kabi
suhbatlar matni o°‘zbek marosim folklorining of‘rganilishida juda ham =zarur va kerakli
ma’lumotlarni olishimizda bizga tayanch vazifasini o‘tab kelmoqda.

“Epos va marosim” nomli ilmiy maqolada professor J.Eshonqulov- “Marosim epik formulalarning
transtformatsiyasi orqali yuzaga chiqadi”-deb ta’kidlaydi. Yana ushbu magqolada “Alpomish”
dostoni “xalqimizning ko‘hna marosimlar, urf-odatlari, irim-sirimlari, tabularining qomusi”[3,53-
bet] deb atash mumkinligi haqida ham fikr yuritiladi.Ushbu maqolada “Alpomish” dostonida
keltirilgan marosimlar va ularning tahliliga ham to‘xtalib o‘tiladi.Jumladan, tug‘ilish bilan, ism
qo‘yish bilan, bosh va bosh kiyim bilan, “beshikkerti” qilish bilan bog‘liq qarashlar keltirilib
o‘tilgan. Professor J.Eshonqulov “Qiz yashirish”, “Soch siypatar” “Kampir o‘ldi” kabi marosimlar
bilan bog‘liq qarashlarni ham daliliy tahlillar bilan yoritib beradi. “Kampir o‘ldi” marosimining
tahlili jarayonida nikoh hamma vaqt o‘lim va tug‘ilish orasidagi muhim bir vosita, hayot-o‘lim-
hayot davomiylik ssiklining boshlanishi hisoblanganligini ta’kidlaydi.

Marosim folklori namunalarining asosiy qismini oilaviy —maishiy marosimlarlar folklori
tashkil etadi. O‘zbek xalqi qadimdan marosimlarga boy xalq hisoblangani, ayniqsa oilaviy
marosimlarga alohida e’tibor qaratishi tarixdan ma’lum. Bunga misol qilib ko‘plab tarixiy
manbalarni ko‘rsatish mumkin. Ushbu mavzu yuzasidan ko‘plab ilmiy adabiyotlarga murojaat
qilishimiz davomida M.Murodovaning “Ilm sarchashmalari” nomli jurnalda chop etilgan “Lug‘ati
chig‘atoyi va turki Usmoniy”-to‘y marosim qo‘shiqlarini o‘rganishning muhim manbai sifatida- deb
nomlangan maqolasiga e’tibor qaratdik. Ushbu magqolada ko‘pchilik kitobxonlar uchun yngilik
bo‘lgan ma’lumotlar berilganligiga guvoh bo‘ldik.

Turkiy xalqlar madaniyati va badiiy tafakkurining o‘ziga xos qatlami hisoblangan marosim
qo‘shiqlarining tarixiy ildizlari, shakllanish jarayoni va har bir davrdagi taraqqiyot qonuniyatlarini
tadqiq etishga asos bo‘ladigan manbalardan biri qo‘lyozmalardir. Chunki qo‘lyozma holida bizning
kunlargacha yetib kelgan yozma manbalarda turkiy xalglarning o‘ziga xos marosim va urf-odatlari,
rasm-rusumlari, folklori va etnografiyasiga doir nodir materiallar saqlanib kelmoqda. Ana shunday
manbalardan biri shayx Sulaymon ibn Qudratulloh Buxoriyning 1882 yilda yaratilgan “Lug‘ati
chig‘atoyi va turki usmoniy” asaridir. O‘zbek tilshunosligi tarixida muhim ahamiyatga ega bo‘lgan
mazkur lug‘at [.Kinos, H.Hasanov, X.Rustamova kabi olimlar tomonidan tadqiq etilgan bo‘lsa-da,
bu manbada keltirilgan xalq og‘zaki ijodi namunalari folklotistik nuqtai-nazardan o‘rganilgan
emas[4,49-bet]. Ushbu maqola keltirilishicha, lug‘atda ayrim so‘zlarning ma’nosini izohlash
magqsadida ko‘plab shoir va allomalarning ijod namunalari bilan bir qatorda , qo‘shiq, rivoyat,
magqol, metal, topishmoq, doston, avrash-afsun, va boshqa janrlarga oid folklor materiallaridan ham
samarali foydalangan. Lug‘atda keltirilgan ayrim qo‘shiglarning variantlarini bugungi kunda ijro
etib kelinayotgan og‘zaki ijod namunalarida ham uchratishimiz mumkin.Masalan:

Qo‘y kelodur ko‘zi bilan,

Bir birining izi bilan.

Mening yorim o‘ynab chiqar.
Hamsoyaning qizi bilan. (50-bet)

Qo‘y kelodur ko‘zi bilan, hay yor-yor, yor,
Bir-birining 1zi bilan, hay yor-yor, yor.

Mening yorim o‘ynab chiqar, hay yor-yor, yor.
Hamsoyaning qizi bilan hay yor-yor, yor. [10,69-bet]

“Lug‘ati chig‘atoyi va turki usmoniy” da to‘y marosim folklorining bir qator janrlari haqida
ma’lumotlar mavjud. Masalan, “chanka” so‘zi” kelinni kutib olinayotganda raqsga tushib
aytiladigan qo‘shiq, qo‘shigning oxirida yor-yor aytiladi deb izoh berilgan [4,51-bet].

Marosim inson hayotidagi muhim vogealarni nishonlashga qaratilgan, rasmiy va ruhiy vaziyatda
o‘tadigan, o‘z ramziy harakatlariga hamda maxsus aytim-qo‘shiqlariga ega hayotiy qo‘shiqdir.
Marosimlar kishilarning ma’naviy ehtiyojlarini qondirishga xizmat qiladigan ma’naviy hayot
qadryatlari sirasiga kiradi [5,124-bet].
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Milliy istiglol xalq og‘zaki ijodi namunalarini barcha hududlar bo‘yicha izchil to‘plash va bir
tizimga solish borasidagi ishlarni jadallashtirib yubordi. Istiglol yillarida xalqimizning tabiat
hodisalari, osmon yoritqichlari va an’anaviy taqvim bilan bog‘liq xalq qarashlari to‘plandi, bolalar
folklori, beshik to‘yi, sunnat to‘yi va nikoh to‘yi marosimlari bilan bog‘liq namunalari yozib olindi.

Xususan, Folklorshunos olimlar tomonidan O°zbekistonning qadimiy folklor va an’anaviy
yrochiligi saqlanib qolgan Surxondaryo, Qashqadaryo, Samargand, Navoiy, Buxoro, Xorazm
viloyatlari, Qoraqalpog‘iston Respublikasi va Farg‘ona vodiysi bo‘ylab ekspeditsiyalar uyushtirildi.
Nomoddiy madaniy meros yodgorliklarini keng ko‘lamda to‘plash va xatlovga olish magsadida
2012 yil 9-18 aprel kunlari Farg‘ona vodiysida o‘tgan ekspeditsiya davomida o‘zbek xalq og‘zaki
badiiy ijodining “o‘lan”, “lapar”, “yor-yor”, “alla”, “kelin salom”, “kelin o‘tirsin”, “terma-qo‘shiq”,
“ashula”, “bayt-g‘azal”, “yig‘i-yo‘qlov qo‘shiqlari”, “rivoyat”, “afsona”, “topishmoq”, “maqol”,
“duo-olqish”, “yo ramazon”, “aytishuv”, “kinna aytimlari”, “zikr aytimlari”, “askiya”, “qiziqchilik
(kulgi-hikoya)”, “latifa”, tabiat hodisalari bilan bog‘liq xalq qarashlari, mifologik tasavvurlar, xalq
kalendariga oid materiallar, ob-havo o‘zgarishlariga oid ta’birlar to‘plandi. Xalqimizning qadimiy
dehqgonchilik madaniyati bilan alogador marosimlar zamirida shakllanib, o‘zida serhosillik g‘oyasi
hamda tabiatning ko‘klamgi uyg‘onishini tarannum etuvchi “Arg‘uvon guli” nomli an’anaviy
bahoriy udum va “Sumbula sayli” folklori yozib olindi [6,2-3betlar].

Istiglol tufayli marosim folklorining ilgari bosilmagan yoki qisman ommalashtirilgan
namunalari to‘la chop ettirildi. Xususan, folklorshunos olimlarning tashabbusi bilan o‘zbek
folklorshunosligi tarixida birinchi marta Navro‘z bayrami bilan bog‘liq folklor asarlaridan tuzilgan
“Navro‘z” kitobi (1992), yilboshi bayrami va bahoriy udumlar bilan aloqador urf-odat hamda
marosimlar, unda ijro etiladigan qo‘shiqglar tahliliga bag‘ishlangan “Navro‘z qo‘shiqlari” (2007),
“Navro‘z nashidasi” (2010) to‘plamlari, xalqimizning tabiat hodisalari bilan alogador inonch va
ta’birlari jamlangan “Ob-havo darakchilari” to‘plami (1996), “Ulug® oy umidlari. “Yo ramazon”
qo‘shiglari» (2001), ta’ziya marosimlari folklori namunalaridan tarkib topgan “Bo‘zlardan uchgan
g‘azal-ey” (2005) singari kitoblar chop etildi. Bu esa xalqimiz marosim folklorini to‘la nashr etish
yo‘lidagi muhim gqadamlardan biri hisoblanadi.

Ko‘plab adabiyotlarda, ganday soha bo‘lishidan qat’iy nazar tasnif masalasi haqida so‘z
yuritilganda biroz bahs-munozarali fikrlarga duch kelamiz. Folklorshunos olim B.Sarimsoqovning
“O‘zbek marosim folklori” asarida ham marosim folklorining tasnifi masalalariga to‘talib o‘tilgan.
Ushbu monografiyada muallif folklor janrlarining ilmiy tasnif qilishning ikki yo‘li borligini aytib
o‘tadi. Birinchisi-mavjud janrlarni g‘oyaviy-badiiy jihatlari asosida, ularning o‘zaro munosabatini
nazarda tutmagan holda tasnif qilish. Bunday tasnifda mavjud janrlarning o‘ziga xos tabiati, uning
janrlar tarkibidagi tutgan muayyan o‘rni belgilanadi. Ikkinchisi-folklor janrlarini janrlararo
munosabat nuqtai nazaridan tasnif etish. Har ikkala jihatda ham o‘zbek marosim folklori tasnif
etilmaganini, marosim folklori janrlari ham to‘la aniglanmaganini ham ta’kidlaydi.

Ushbu asarda rus folklorshunosligining tasnifiga alohida e’tibor garatilgan. Rus folklori
marosim folklorini ikki katta turkumga —mavsum marosim folklori hamda oilaviy marosimlar
folkloriga ajratilgan. Marosim folkloriga mansub barcha janrlar mana shu ikki turkum doirasida
tahlil etilgan [1,24-bet.].

Bundan tashqari yana bir qator rus folklorshunoslarining marosim folklori tasnifiga doir
qarashlaridan hamda fikrlarning bir-biriga mutanosib yoki nomutanosibligi haqidagi fikrlarini ilgari
suradi. Jumladan, 1962 yilda S.F.Baranov tomonidan yaratilgan, 1977 yilda N.I.Kravtsov bilan
S.G.Lazitinlar hamkorlikda yozgan qo‘llanmalarda ikkinchi turkum “oilaviy marosim poeziyasi”
tarzida emas, balki “oilaviy-maishiy marosim poeziyasi” deb nomlanganligini ko‘rsatib o‘tadi.

Rus folklorshunoslaridan V.Ya.Propp rus marosim folklori janrlarini mavsum-marosim
lirikasi hamda oilaviy marosim lirikasiga ajratadi [1,25-bet]. B.Sarimsoqov ushbu tasnifni to‘g‘ri
tasnif deb qarasada undagi lirika atamasini noo‘rin qo‘llanganlisini, ushbu atama o‘rnida “marosim
folklori” atamasi qo‘llanishini to‘g‘ri deb baholaydi.Bizning nazarimizda ham “lirika” atamasi
kengroq tushuncha bo‘lib, adabiy turning biri hisoblanadi. Balki, V.Ya.Propp ushbu atamani
ko‘chma ma’noda qo‘llagan bo‘lishi, ya’ni marosim folklori janrlari ham ichki kechinmalarga, his-
tuyg‘ularga boy bo‘ladi va qolaversa marosim folklori janrlari aynan insonning u gqanday

74



CY3 CAHDATY XANKAPO XYPHANM | MEXXTYHAPOZHbI# XYPHAN MCKYCCTBO CIOBA | INTERNATIONAL JOURNAL OF WORD ART No4 | 2020

bo‘lishidan qat’iy nazar kechinmalari bilan bog‘liq bo‘lganligi uchun ham ana shunday nomlagan
bo‘lishi ehtimoldan holi emas.

Biroq B.Sarimsoqov aytganlaridek “lirika” atamasi aynan bir shaxsning ichki kechinmasini
bildiradi. Lirik turga mansub janrlar sheriy tarzda bo‘ladi. Marosim folklori janrlari esa hammasi
ham she’riy tarzda bo‘Imasligini ta’kidlaydi.

Bundan tashqari yana rus folklorshunosligi bilan alogador ko‘plab ma’lumotlar ushbu
kitobdan joy olgan.

Shu bilan birgalikda Qoraqalpoq maposim folklori tasnifiga ham to‘xtalib o‘tilgan.Unda
Q.Ayimbetovning “Qoraqalpoq folklori” nomli kitobida ham, jamoaviy mualliflar tomonidan
yaratilgan Qoraqalpoq folklori tarixiga doir ocherklarda ham ko‘zga tashlanadigan [7,25-48 betlar]
marosim folklori besh turga — cho‘pon qo‘shiglari, mavsum qo‘shiqlari, to‘y qo‘shiglari, motam
qo‘shiqglari va diniy tasavvurlarga asoslanhan qo‘shiqlarga ajratiladiki, bu narsa marosim folklori
tabiatiga u qadar mos kelmasligini aytib o‘tadi.

B.Sarimsoqov fikrlariga ko‘ra o‘zbek folklorshunosligida boshqa xalqlar folklorshunosligida
bo‘lganidek, marosim folklori izchil ilmiy tasnif gilingan emas.

B.Sarimsoqovning “O‘zbek marosim folklori” kitobida marosim folklori tasnifi masalalariga
alohida e’tibor qaratilgan bo‘lsada, aynan o‘zbek marosim folklori o‘rganilmaganligini, shu
davrgacha umuman tasnif qilinmaganligini ta’kidlaydi. Biroq 1974 yilda chop etilgan
M.Alaviyaning “O‘zbek marosim qo‘shiglari” nomli monografiyasida o‘zbek marosim folkloriga
dahldor fikrlar ilgari surilganligi e’tibordan chetda qoldirilgan. Bundan tashqari olima M.Alaviya
o‘zbek qo‘shiglarini tasnif gilishda ham o°z xissasini qo‘shgan desak mubolag‘a bo‘lmaydi.

Folklorshunos olim M.Jo‘rayevning “O‘zbek mavsum marosim folklori” asarida ham o‘zbek
marosim folklorining tasnif masalalariga dahldor fikrlar keltirilib o‘tiladi.Unda har qanday
marosim, urf-odat, irim-sirimlar, inonchlar tarkibida u yoki bu darajada arxaik yoki zamonaviy
diniy elementlar mavjudligini maqullab, o‘zbek marosim folklori janrlarini tasnif qilish bilan
bog‘liq ilmiy garashlar orasida professor T.Mirzayev tomonidan ilgari surilgan klassifikatsiya har
jihatdan asosli ekanligi ta’kidlanadi. Prof.T.mirzayev qayd qilishicha, o‘zbek marosim folklori
“mavsumiy marosimlar folklori”, “oilaviy-maishiy marosimlar folklori” va “diniy-ibodat
marosimlari folklori”’ga bo‘linadi[9,8-bet].

O‘zbek folklorshunosi B.Sarimsoqov o‘zining marosim folkloriga bag‘ishlangan

monografiyasida mavsumiy marosimlar folklorini quyidagicha tasniflagan: 1) Qishki marosimlar
folklori (yas-yusun va gap-gashtaklar); 2) Bahorgi marosimlar folklori (shoh moylar,
qo‘shchiqarish, loy tutish, navro‘z bayrami, “Sust xotin”); 3) yozgi marosimlar folklori
(“Choymomo™); 4) Kuzgi marosimlar folklori (“Oblo baraka” va shamol chagqirish).
Marosim folklorining tasnif masalalari bo‘yicha ilmiy adabiyotlarni kuzatishlarimiz davomida
O.Madayev, T.Sobitova muallifligida chop ettirilgan “Xalq og‘zaki poetik ijodi” (akademik
litseylar uchun darslik, 2003-2010-yillardagi nashrlar) kitobiga ham nazar tashladik. “O°zbek
marosim folklori” deb nomlangan sahifada marosim folklorining tasnifi (kitobda “turlari” deb
yozilgan ) haqida fikr yuritilganda, mavsum marosim haqida to‘liqgroq to‘xtalib o‘tilgan.Oilaviy
marosimlar haqida fikr yuritilganda to‘ylardan, aza-marakalardan va so‘zning mo‘jizali quvvatiga
asoslangan odatlardan tashkil topadi deyiladi[8,151-158-betlar].Oilaviy marosimlar haqida qisqacha
ma’lumot berilgan bo‘lsada, so‘zning mo‘jizali quvvatiga asoslangan odatlar deya ta’riflangan
jumlalarning gqanday marosimga xosligi, ularda qanday janrlar kiritilishi haqida ma’lumot
berilmagan. Masalan shamon aynimlari bilan bog‘liq kinnalar, badiklar, afsunlar, olqishlar va
qarg‘ishlar marosim folklorining qaysi turiga mansubligi haqida fikr yuritilmagan. Bu esa
o‘quvchida mavzu bilan bog‘liq ikkilanishlarni yuzaga keltirishi mumkin.

Folklorshunos olim O.Safarovning “O‘zbek xalq og‘zaki ijodi” kitobida marosim
folklorining tasnifiga va ularning tarkibiy qismlariga alohida to‘xtalib o‘tilgan bo‘lsada, marosim
folklorini tasniflashda ularni uchta katta guruhga bo‘lib ko‘rsadi.

1.Mavsum marosim folklori

2.01ilaviy-maishiy marosim folklori

3.So°‘z magiyasiga asoslangan marosimlar folklori
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Marosimlar biror sababsiz yoki asossiz yuzaga kelmaydi. Ular maxsus uyushtiriladi.
Marosimlar etnografik mohiyat kasb etib, xalgning ijtimoiy- madaniy munosabatlarini o‘zida aks
ettirib turadi. Shu bilan birga,ular xalgning qadimiy animistik, totemistik, fetishistik qarashlari
hamda zardushtilik va islomiy e’toqodlari izlarini o‘zida saqlab qolgan. Bu xususiyat xatto
tirikchilikning asosiy vositasiga aylangan mehnatga munosabatni ifodalovchi qator an’analar va
ularning verbal qismini tashkil etuvchi aytim-qo‘shiqlarda ham o°z ifodasini topgan. Shu
xususiyatlari, qolaversa, o‘tkazilish vaqti, o‘rni, tarzi, tartibi, ijodkorlari, ishtirokchilari tarkibi va
vazifalariga ko‘ra o‘zbek marosim folklori quyidagi katta guruhlarga bo‘lib o‘rganish mumkin:

1.Mavsumiy marosim folklori

2.01ilaviy-maishiy marosimlar folklori

3. So‘z magiyasiga asoslangan marosimlar folklori.

1. Mavsumiy marosim folklori. O‘zbeklar mavsumiy marosimlarga boy xalglardandir. Bu
marosimlar —yilning to‘rt fasliga oid xalgning yashash va mehnat tarsi bilan alogador bo‘lib,
fasllarga qarab, to‘rt turga bo‘linadi:

Bahor mavsumi bilan bog’liq marosimlar, asosan, kishilarning mehnati faoliyatiga alogadorlikda
o‘tkaziladi. Bahoriy marosimlar sirasiga “Shox moylar”, “Navro‘z”, “Yomg‘ir chaqirish”
singarilarni kiritish mumkin.

Yozgi mavsum bilan bog’liq marosimlar. Folklorshunos olimlarning ta’kidlashlariga ko‘ra bu
mavsum bilan bog‘liq marosimlardan atigi bittasi saqlanib qolgan. Bu “Choy momo”-shamol
to‘xtatish marosimi va unga aloqador aytimdir. Bu marosim surunkali davom etgan qattiq shamolni
to‘xtatish maqsadida o‘tkazilgan.

Kuzgi mavsum bilan bog’liq marosimlar.Ushbu marosim bilan bog‘liq faqat ikkita, oxirgi tutam
bug’doyni o‘rib olish (“Oblo baraka™) va shamol chaqirish “Yo, haydar” marosimlarigina saqlanib
golgan.

Qishki mavsum bilan bog’liq marosimlar. Bu marosimlarga “gap-gashtak”va ‘“yas-yasun”
marosimlari kiradi.

2.0ilaviy-maishiy marosimlar folklori. O‘zbek folklorida oilaviy-maishiy marosimlar folklori
katta o‘rin tutadi. Chunki insonning asosiy umri oilada kechadi.Insonning tug‘ilishi, kamolotning
ma’lum bosqichi, vafotini oilada maxsus marosimlar orqali qayd etish esa o‘ziga xos an’anaga
aylangan. Bu an’ana barca xalqlar orasida bor.Inson xayotiga alogadorligiga ko‘ra oilaviy-maishiy
marosimlar quyidagi guruhlarga bo‘linadi.

1.To‘y marosimlari.

2.Motam marosimlari.

Oilada o‘tkazilgan marosimlar oilaviy maishiy marosim hisoblanadi. Ular rang-barang bo‘lib,
kattagina qismi to‘y marosimlarini tashkil giladi.

To‘y marosim folklori. To‘y so‘zi “to‘ymoq” to‘ligsiz felidan olingan bo‘lib , katta ziyofatli yig’in
ma’nosini anglatadi.. Beshik to‘yi, o‘g‘il (sunnat yoki xatna) to‘yi , nikoh to‘yi, hovli to‘yi, yosh
to‘yi kabi nomlari bilan umumlovchi har bir to‘y tadbiri inson hayotidagi eng quvonchli muhim
nugqtasini qayd qilishga qaratilgan bo‘ladi.

Motam marosim folkllori. Motam marosimi katta, ommaviy, oilaviy, maishiy marosim.U o‘lim
yuz berganda o‘tkaziladi va inson umrining oxirini qayd etadi. Shuning uchun mungli
marosimdir.Undagi hamma narsa: ijro etiluvchi folklor aytishuvlari, marosim ishtirokchilari va
azadorlarning kiyim-boshi motamsaroligi bilan ko‘zga tashlanib turadi.Xotin-qizlar orasida motam
marosimida turli mavzulardagi yig‘i va yoqlovlar, o‘lim allalari (marhumning abadiy uyqusidagi
oromini ta’kidlovchi), motam yor-yorlari (turmush qurmay, pok, beg‘ubor ketgan qiz-yigitlarga
nisbatan) kabi folklor namunalari keng ijro qilinishi kuzatiladi.

3.So‘z magiyasiga asoslangan marosimlar folklori. Badiiy tafakkur taraqqiyotining tadrijiy rivoji
davomida yaratilgan ma’naviy qadryatlarimiz tizimida xalqimiz turmush tarzi, ruhiy dunyosi,
g‘oyaviy va estetik garashlarini teran aks ettirgan so‘z magiyasiga aloqador janrlar alohida o‘rin
tutadi.

So‘z sehriga asoslanuvchi o‘zbek marosim folklori janrlariga kinna,badik, afsunlar, olqishlar va
qarg‘ishlar kiradi. Ular gadimiy e’tiqodiy asoslarga ega bo‘lib, xalq orasida keng ommalashganligi,
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hududiy-etnografik lokal belgilari, vogeilikni badiiy aks ettirish usuli, 1jro shakli, maishiy estetik va
poetik vazifalariga ko‘ra bir-biridan farqlanib turadi.

Qadimgi odamlar o‘zlarini turli-tuman kasalliklar, ziyon-zaxmatlar, ofat-falokatlar, yomon,
yovuz ruhlarning tazyiqidan xalos etish uchun maxsus marosimlar tashkil gilganlar va unda so‘z
sehridan unumli foydalanganlar.So‘z magiyasiga bog‘liq janrlarni ijrochilari tarkibiga ko‘ra uch
guruhga bo‘lish mumkin.
1.Homiy ruhlar tomonidan tanlangan iqtidorli shaxslar ijro etuvchi janrlar:kinna, badik, shaman
aytimlari.
2.Professional ijrochilar tomonidan tanlagan alohida qobiliyatli shaxslar ijro etuvchi janrlar:
avrashlar
3.Keng ommaviy tarzda ijro etuvchi janrlar: olqishlar va qarg‘ishlar

Insoniyat ongining rivojlanib borishi natijasida yaratilgan folklor namunalarining aksari
marosim folklorining bir bo‘lagidir desak mubolag‘a bo‘lmaydi. Xalqimizning eng qadimiy epik
yodgorliklaridan biri “Alpomish” dostonida ham biz bugun murojaat qilayotgan marosim
folklorining sara namunalari berilganligiga guvoh bo‘ldik.

Biz o‘rganayotgan mavzu, ya’ni o‘zbek marosim folklori avvallari M.Alaviya,
B.Sarimsoqov, M.Jo‘rayev, A.Musoqulov, O.Qayumov, M.Murodova singari folklorshunos olimlar
tomonidan ma’lum darajada o‘rganilgan bo‘lsada, o‘zbek marosim folklorining ayrim janrlari
hududiy tomondan olib qaraydigan bo‘lsak, hali chuqur o‘rganilmagan, yoki umuman tadqiq
etilmagan mavzular borligiga ham guvoh bo‘lamiz. Marosim qo‘shiglari nuqtai nazaridan olib
qarasak, har bir viloyatning, qolaversa har bir tumanning o‘ziga xos marosim bilan bog‘liq
qarashlari mavjud.O‘zbek xalqi marosimlarga boy xalq hisoblanadi. Shuning uchun ham bo‘lsa
kerak har bir viloyatlarda o‘tkaziladigan marosimlar mazmunan bir-biriga o‘xshasada,
ayrimlarining verbal qismida, o‘tkaziladigan vaqtida farqli jihatlari borligi e’tiborlidir. Ana shunday
farqli jihatlarni aniqlash, qiyosiy darajada taqqoslab o‘rganish soha vakillarining oldida turgan
muhim vazifalardan biridir.
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ANNOTATSIYA
O’zbekistonda reklama boy tarixiy ildizlarga ega bo'lsa-da, mustaqillikka qadar bu soha ilmiy
jamoatchilikning nazaridan chetda qoldi. O’zbekiston Respublikasining reklama to’g’risidagi
qonuni 1998-yil 28-dekabrda gabul qilindi va uning me’yoriy talablari ijtimoiy til nuqtai nazaridan
ham tartibga solina boshladi. Bu sohada bir qator ilmiy tadqiqot ishlari amalga oshirildi. Jumladan,
A.A.Azlarova reklamalarning samaradorligi masalasini marketing nuqtai nazaridan o’rgangan
bo'lsa, L.I.LKarimova esa reklamalarning ijtimoiy psixologik va etnopsixologik jihatlarini tadqiq
qilgan. K.V.Mosin shaxsning ma'naviy-axloqiy tarbiyasida reklamaning ta'siri jihatlarini tadqiq
qildi. Ammo bugungi kungacha o'zbek tilidagi reklamalar matni lingvistik nuqtai nazardan tadqiq
qilingan emas. Har qanday reklama axborot matnini tinglovchiga yetkazish uchun xizmat qiluvchi
vosita sanaladi. Demak, reklamaning birlamchi va asosiy elementi bu tildir.
Kalit so’zlar: peshlavha, shior, afishalar, eshituv (audial) reklamalar, ko'ruv (vizual)
reklamalari, ko ruv-eshituv (vizual-audial) reklamalar, semantik baho

Mamuposa /{unbHo3a lllupunéoeBHna,

CamapkaHACKHI rocyJapCTBEHHbIN HHCTUTYT UHOCTPAHHBIX SI3bIKOB,
Kadenpa y30ekckoro si3bIKa U JIUTEpaTyphl, aCCUCTEHT-

yuuTenab, mamirova@samdchti.uz

A3BIKOBBIE OCOBEHHOCTHU PEKJIAMHBIX TEKCTOB

AHHOTAIUA

XoTs pewiamMa B Y30eKuCTaHe HMeEEeT Oorarble HCTOPUYECKHE KOpPHHU, J0 OOpeTeHHs
HE3aBUCHUMOCTH 3Ta 00JacTb OCTaBajaCh BHE IIOJSI 3pEHUS HAy4yHOro cooOuiecTBa. 3aKoH
PecniyOnuku Y36ekuctan «O pekiname» Obl1 npuHAT 28 nexadps 1998 rona, u ero HopMaTUBHBIE
TpeOOBaHUsI HAyaIM PETYJIUPOBATHCA C TOYKU 3PEHUSI COLIMAIBHOrO si3bIka. B 3T0M oGsactu ObLI
MIPOBEJIEH sl Hay4HbIX uccienoBaHuil. B wactHoctu, A.A. A3znapoBa usydana 3QQeKTUBHOCTb
pekiambl ¢ TOYKM 3peHusi mapketuHra, a JL.M. KapumoBa - coumanbHble, IMCUXOJOTHYECKHE H
ATHOICUXOJOorn4yeckre acnekTel pexiaMmbl. K. B. MocuH u3ydan BiMsSHUE peKjamMbl Ha JyXOBHO-
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HPAaBCTBCHHOC BOCIIMTAHUC JIMYHOCTH. OI[HaKO Ha CeFOHHﬂHIHI/II\/’I ACHb TCEKCT PCKIaMbl Ha
y30€KCKOM $I3bIKE HE M3y4Y€H C JIMHTBUCTUYECKOW TOUkH 3peHus. Jlrobas pekiiama - 3TO CpelcTBO
JIOHECTH JI0 ciymiatensi TeKeT uHpopmanuu. MTtak, nepBUYHbIA U OCHOBHOW 3JE€MEHT PEKJIaMBbl -
3TO A3BIK.

KiroueBble cjioBa: IpeaucioBHe, CIIOTaH, IUIAKaThl, CIyXOBas peK/lIaMa, BHU3yallbHas
pexsiama, BU3yasbHas pekilaMa, CEMaHTU4eCKasl OLIEHKa.

Mamirova Dilnoza Shirinboyevna
Samarkand state forieng language institute ,
Department of Uzbek language and literature ,
assistant-teacher, mamirova@samdchti.uz

LANGUAGE FEATURE OF ADVERTISEMENT TEXT
ABSTRACT

Although advertising in Uzbekistan has rich historical roots, before independence this field
was left out of the scientific community. The Law of the Republic of Uzbekistan on Advertising
was adopted on December 28, 1998, and its normative requirements began to be regulated in terms
of social language. A number of scientific studies have been conducted in this area. In particular,
AA Arzlarova studied the effectiveness of advertising from a marketing point of view, and LI
Karimova studied the social, psychological and ethnopsychological aspects of advertising. KV
Mosin studied the impact of advertising on the spiritual and moral education of the individual.
However, to date, the text of advertisements in Uzbek has not been studied from a linguistic point
of view. Any advertising is a means of serving to convey the text of information to the listener. So,
the primary and basic element of advertising is language.

Key words: preface, slogan, posters, auditory advertisements, visual advertisements, visual
advertisements, semantic assessment.

Reklamalar matni ko'cha tilining boshqa turlari (peshlavha, shior, afishalar) matnlariga
nisbatan o'ziga xos bir gator xususiyatlarga ega. “Reklama - tijorat xarakteriga ega, shuning uchun
uni tijorat deb ham atashadi. Shu bilan birga, reklama faoliyati reklama beruvchilar tomonidan
mustaqil ravishda (kompaniyaning reklama bo'limi orqali) yoki maxsus reklama agentliklari
yordamida amalga oshirilishi mumkin[1;4].

Tijorat reklamasi bu sotishni jadallashtirish, xaridor va mahsulot o'rtasidagi aloqalarni
o'rnatish, mahsulotlarni targ'ib qilish va ularni ganday sotib olish to'g'risida ma'lumot berish uchun
mahsulot va xizmatlar haqida ma'lumot tarqatish; xaridorning qiziqishini va berilgan mahsulotni
sotib olish istagini rag'batlantirish vositasi. Savdo reklamasi - bu potentsial xaridorlarga
(iste'molchilarga) ularni tovarlar va xizmatlarni sotib olish (foydalanish) bilan bog'liq harakatlar
qilishga undash uchun yuboriladigan qisqa, hissiy jihatdan rangli ma'lumot deyishimiz mumkin.
Albatta, bunday ma’lumotlarni tayyorlashda reklama matnlariga murojaat qilinadi. Quyida ana
shunday matnlar haqida so'z yuritamiz.

Reklamalar o'z xususiyatlariga ko'ra bir necha turlarga bo’linadi: jumladan, lingvistik
birliklarning qo'llanishiga ko ra, reklamaning nima haqida axborot berayotganligiga ko'ra, tovar va
xizmatlarning kategoriyasiga ko'ra, matn qaysi vosita orqali berilayotganligiga ko'ra, ta'sir
doirasiga ko'ra, reklama kimlarga mo'ljallanganligiga va axborotni yetkazish usullariga
ko'ra[2;188]. Reklamalarning bu turlari matn tuzilishiga ko ra bir-biridan farqlanadi.

Ma'lumki, har qanday matndan anglashilayotgan kommunikatsiya asosan til birliklari orqali
ifodalanadi. Matnning o'ziga xos xususiyati undagi til birliklarining o'zaro bog'ligligi va
yaxlitligidir. Semiotikada matn tushunchasi ostida kommunikatsiyaning har qanday shakli, ya'ni
ma’'no anglashishi tushuniladi. Matnni to'g'r1 qabul qilishni ta’'minlovchi vosita faqat til birliklari
va ularning o'zaro birikuvi emas, uni tushunish, ya'ni kommunikativ fon ham bo’lishi kerak. Shu
sababli ham matnni tushunish, qabul qilish presuppozitsiya bilan bevosita bog'liqdir. Reklamalar
matnida til birliklari yetakchi hisoblanadi.
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Ko’'cha tili matnlari orasida reklamalar strukturasiga ko'ra o'ziga xos xususiyatlarga ega.
Ularda aks etuvchi yozuvlar, rasmlar, shartli belgilar, simvollar reklama matni semantikasiga
bog'liq bo'ladi. Ular majmui reklama matni semantikasini tashkil qgiladi. Masalan,

Bu reklamada ko'm-ko'k osmon, shaffof suv

s ® ’@ HYDROLIFE tasviri ifodalanishi bilan birga, suv solingan idish va
AL tabiatan musaffo uning yorlig'i berilgan. Bu misolda manzara va rasm
tog suvi beg ubor yozuvlar bilan birgalikda yaxlit holatda reklama

: gazlangan 1 1. matnini tashkil qiladi. Bu reklamada lingvistik
= B = birliklar bilan nolingvistik vositalar o'zaro yaxlitlikda

reklama matnini tashkil qilgan. Ushbu matnni tashkil
qiluvchi rasm yoki yorliq bo'lmaganda edi, alohida so'z yoki so'z birikmasi orqali berilgan
kommunikativ ma'lumotlar mantiqsiz va mavhum bo'lar edi. Demak, reklamalar matnida
nolingvistik vositalar til birliklari bilan birgalikda reklama matnlarini tashkil etuvchi vositalar
sifatida qaralishi kerak. Reklama tili bu nafagat adabiy qoidalarga nisbatan ommaviy aloqa
qoidalariga ko'proq darajada bo'ysunadigan til va tilga oid bo'lmagan ifoda vositalarining tizimi,
balki reklama murojaat etuvchisi joylashgan til muhitining sotsiologik, psixolingvistik va lingvistik
madaniy xususiyatlarini hisobga olgan holda yaratilgan til tuzilishi.

Darhaqihat, reklama matnida nafaqat lingvistik vositalar (so’z va so'z birikmalari,
jumlalar, gaplar), balki nolingvistik vositalar (video tasvirlar, sur’atlar, yorqin ranglar va boshqalar)
ham bir-birini to'ldiradi. Shuning uchun biz reklama matnini ijodiy matn deb belgilaymiz, ya'ni
lingvistik va lingvistik bo'lmagan tarkibiy gismlar semantik va funktsional
jihatdan birlashib, adresatga murakkab ta'sir ko'rsatadigan matnni yuzaga
keltirishda yordam beradi. Reklama matnidan tashqarida bu nolingvistik
vositalar ma'lum pragmatik ma'noga ega emas. Ular faqat muallif ko’zlagan
maqgsadga muvofiq bitta reklama matni doirasida boshqa vositalar bilan

.ﬁ,-’ birlashgandagina ma’no kasb etadi. Ko'plab tilshunoslarning fikriga ko'ra,
\:’ - xususan V.I. Konkov: “Reklama matni an'anaviy matndan farq qiladi va
. "' ” \# noan'anaviydir. Matn, ya'ni an'anaviy matndan farqli o'laroq, ma'lum bir

R

w to'plam bilan tavsiflanadigan sifat jihatidan turlicha bo'lgan matn belgilarini
0'z ichiga oladi”’[3;102] -deb hisoblaydi.

0BUNA BO'LISH Reklama matnlari an’anaviy matnlardan farqli ravishda quyidagicha

ko’rinishlarga ega deyishimiz mumkin:

-matn bir yoki bir nechta jumlalardan iborat;

Katta yoki kichik harflardan birida yoziladi;

bitta jumla bitta shriftda yozilgan;

barcha satrlar to'liq to'ldirilgan (birinchi va oxirgi qatorlardan tashqari). Reklama matnlari

shakllariga ko'ra xilma-xil bo'ladi: eshituv (audial), ko'ruv (vizual), ko 'ruv-eshituv (vizual-audial)

reklamalari [4;17].

Eshituv reklamalari -bu radio reklamasidir. Radio orqali turli mamlakatlardagi millionlab
kishilar bir vaqtda eng so‘nggi yangiliklardan xabardor bo‘ladilar. Radio- inson ongiga og’zaki
ta'sir qiladigan ommaviy axborot vositasi hisoblanadi. Eng avvalo, radioda diktorning yoqimli
ovozi, esda golarli matn, yaxshi va yoqimli kuylar orqali sifatli reklamani tayyorlash mumkin.
Radioni kun mobaynida uyda, oshxonada, korxonada, tashkilotlarda, transportda, hattoki, ko‘chada
sayr qilib yurganda ham eshitishadi, shuning uchun radio dasturlarida joylashtirilgan reklama
e'lonlarini eshituvchilari yuqori foizni tashkil etadi. “Inson radiodagi axborotni ko‘rib emas, balki
eshitish orqali 90% ma'lumotni o‘ziga qabul qiladi” [5;91]. Radioda reklamani joylashtirishda har
xil ovozlar bilan, masalan, idishga bir bo‘lak muzning tushishi, kulgu ovozi, qushlarning sayrashi
va shunga o‘xshash ovozlar ishlatish mumkin. Bunga Koka-kola ichimligi reklamasini misol
keltirish mumkin.

Psixologlarning ta'kidlashicha, radio bu eshituvchi bilan axborot beruvchi o’rtasidagi
ko‘prikdir. Diktor qanchalik tez gapirsa va ko‘p so‘zlardan foydalansa, shunchalik eshituvchi e'tibor
bilan uni tinglar ekan. Shuningdek, ovozli yozuvning sifati - diktorning ovozi, o‘qilayotgan matn,
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musiqali fon, hamda musiqiy hamrohlik radio reklamaning sifatli bo‘lishini ta'minlaydi. Bunga
qo‘shimcha qilib, shuni aytish mumkinki, uzluksiz eshittirish va musiqiy ta'sir tinglovchiga alohida
ta'sir ko‘rsatadi. Radio oshxonada, tashkilotlarda, avtomobillarda ham kun bo‘yi o‘chirilmasligi
mumkin. Radioning asosiy roli tinglovchining tasavvurini uyg‘otishdir. Radioreklamada o°ziga jalb
qilish uchun qo‘ng‘iroq yoki gudok ovozidan yoki shovqin - suron fonini berishdan foydalaniladi,
radioreklamaning yaxshi tayorlanishida ovozlarning yaxshi tanlanishi, reklama qilinayotgan
mahsulot turlarining ochib berilishini hamda tinglovchining xohishi bo‘yicha yo‘naltirilgan
tasavvurlar orqali berilishi yaxshi natija beradi.

Ko'ruv (vizual) va ko'ruv-eshituv (vizual-audial) reklamalari (bunday reklamalar ba’zi
adabiyotlarda ko'cha, tashqi reklamalar terminlari bilan ham ataladi) ancha keng tarqalgan bo'lib,
bunga bosma, yoritgich, bezakli va videoreklama, fotoreklamalar kiradi.

Ko'ruv va ko'ruv-eshituv reklamalari matni lingvistik va nolingvistik birliklarning majmuidan
iborat bo'ladi va ular yaxlit holatda matnni tashkil qiladi. Masalan, badily matnda til birliklari
matnni tashkil qiluvchi asosiy vosita hisoblansa, reklama matnlarida esa lingvistik vositalar bilan
bir qatorda yorliglar, suratlar, turli shartli belgilar reklama matnining unsuri hisoblanib,
kommunikativ vazifa bajarishga xizmat qiladi. Lingvistik vositalarsiz bunday matnlar
kommunikativ vazifani bajarmasligi mumkin. “Agar fotosuratli reklamada qisqa matn ham bo’lsa
reklamani tushunish osonroq” [6;46]. Masalan, video kamera yoki eng so'nggi modeldagi televizor
markasi ko'rsatilgan fotosuratli reklama.

Bu reklamani ko’rganda haridorda turli xil fikrlar tug’ilishi mumkin(kameraga olib,
televizorda ko’rsatamiz deganga o’xshash, aslida bu sur’atlar shu mahsulotlarni sotish uchun
qo’yilgan reklama).

Ko'ruv reklamalarida matn qisqa, aniq bo'lishi, fikr ixcham va lo'nda ifodalanishi kerak.
Matnda ob’ekt haqidagi asosiy ma'lumotlarni ikkinchi darajali ma'lumotlardan ajrata bilish, uning
eng muhim, asosiy qirralarini ajratib ko rsatish va diqqatni shunga qaratish lozim.

= Masalan: Osmandagi katta sariq to’p choy barglarini boyitadi,

e : . bizning shaftolilarni shirinroq giladi va uning ta’mi yanada mazaliroq
e i 3 bo’ladi. Ko’rdingizmi quyosh nuri hamma narsani yaxshiroq qiladi.
~+ Quyosh nuri bilan to’lgan Lipton Ays tee choyi bilan zavglaning.
@ Agar bu reklamada choyning tarkibida nimalar borligi aytilmaganda
va fagat oxirgi jumlaning o’zigina olinganda umuman boshqga
%} ma’nolar kelib chigar edi. Quyosh nuri bilan to’lgan Lipton Ays tee
choyi bilan zavqlaning —quyosh nurida toblanganmi yoki rangini

quyosh nuri bilan alogasi bormi degan savollar ham tug’ilishi

mumkin edi. Bu J1hatlarn1 hisobga olgan matn tayyorlovchi barcha tafsilotlarni qisqa matnga
joylagan. Reklama matnining qay darajada muvaffaqiyatli tuzilganligi ham ko'zlangan maqgsad
uchun juda muhimdir. Bu borada reklamashunos R. Rivzning quyidagi fikrlari diqqatga sazovor —
“Reklama yaxshi mahsulot sotilishini rag batlantirib, yomon mahsulotning muvaffaqiyatsizligini
tezlashtiradi. U mahsulot sifatli ekanligini tasdiglab, xaridorda bu mahsulotning haqiqatdan ham
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qanday - sifatli yoki sifatsiz ekanligini tekshirib ko'rishga da'vat uyg otadi” [7;3]. Tilning ifodali
vositalari reklama qilinayotgan mahsulotning muhim qirralarini ochishda muhim manbaa bo'lib
xizmat qiladi. Zamonaviy bozor iqtisodiyoti sharoitida mahsulotlar va xizmatlarning juda ko’p
turlari mavjud bo’lib, reklama xabarlaridagi til vositalarini tanlash, tashkil etish va mumkin bo'lgan
o'zgartirishlar, nafaqat reklama qilinadigan mahsulotning o'ziga xos xususiyatlari, balki magsadli
auditoriyaning o'zi, ya'ni uni tashkil etuvchi shaxslar maqomi, ularning psixologik xususiyatlari
bilan belgilanadi. Bu haqda yuqorida fikr bildirib o’tdik. Demak, bunday vizual reklama matnlarida
lingvistik vosita sifatida asosan yuqori emotsional - ekspressivlikka ega bo'lgan so’z va so’z
birikmalaridan foydalanish magsadga muvofiq bo’ladi. O’zbek tilida bunday xususiyatlar asosan
sifat turkumiga oid so'zlarda o’z aksini topgan. Chunki reklama qilinayotgan xizmatlar,
tovarlarning xususiyatlari, afzalliklarini alohida ta‘kidlab, bo’rttirib ko'rsatish asosan sifat so'z
turkumi orqaligina amalga oshiriladi. Masalan, xushbo'y, nozik, shaffof, sof, asl, toza, haqiqiy,
tabiiy, chin, arzon, ommabop, hammabop, yoqimli, ko'rkam, yorqin, porloq, xushbichim,
orasta, zebo va hokazo. Brendini ta'kidlash uchun raqobatchilar orasida turli xil til texnikalariga
murojaat qilinishi mumkin. Sifatlarning yorqin ifodali xususiyatlari ushbu vazifani bajarishda
yordam beradi. Baholash mazmuniga ega bo'lgan eng ko'p ishlatiladigan sifatlar: issiq, shov-shuvli,
hayratlanarli, zamonaviy, noyob, hayoliy, mukammal va shunga o’xshash so’zlar. Ularning barchasi
jjobiy semantikaga ega. Bunday sifatlar ham o’z navbatida turli ma’no guruhlariga ega bo’ladi.
“Reklama tarkibidagi ma'lumotlar ishonchlilik mezonlariga javob berishi kerak, shu jumladan,
iste'molchining mahsulot (xizmat), uning sifati, iste'molchi xususiyatlari haqidagi to'g'ri, haqqoniy
g'oyasini shakllantirish uchun. Shu munosabat bilan, reklama qilinayotgan ob'ektning boshqa
tovarlar bilan taqqoslanadigan xususiyatlaridan foydalanish, masalan, "eng yaxshi", "birinchi",
"birinchi ragam" so'zlaridan foydalanib tagqoslash amalga oshiriladigan va ob'ektiv tasdiglangan
aniq mezon ko'rsatilishi kerak”.
Shu fikrlarga asoslanib xususiyat sifatlaridan biri bo’lgan aqlli sifatini quyidagi mahsulotga
nisbatan qanday mezon asosida qo’llanganini reklama mazmunidan bilib olamiz:
e ' Samsung yaxshi hayot uchun aqlli texnikalar taqdim
- etdi!
“Aqlli”  maishiy texnika nafaqat zamonaviy
_ ko‘rinishga ega, balki bizning tez rivojlanib borayotgan
| asrimizda barcha ishimizni osonlashtiradigan haqiqiy
— yordamchi hamdir.
- Telefon va televizorlar “aqlli” yordamchiga aylanib
" bo‘ldi, ularning ishlab chiqaruvchilari esa bu nuqtada
to‘xtab qolmoqch1 ham emas. Barchamizga ma’lum bo‘lganiday, mukammallikning cheki yo‘q.
Maishiy texnika ham tinimsiz o‘zgarib, samaradorligi oshmoqda, sezdirmay ishlab, hayotimizga
qo‘shimcha qulaylik tagdim etayotgan yangi funksiyalarga ega bo‘lib bormoqda. Keling, Samsung
kompaniyasi misolida texnologiyalar hayotimizni yaxshi tomonga qanchalik o‘zgartirganligiga
nazar solamiz.

Televizorlar-Samsung’ning yangi QLED televizorlari xona interyeriga juda oson va oddiy
tarzda mos tushaveradi.

Afzalliklari: Ambient rejimi-2018-yil Samsung kompaniyasi QLED televizorlari uchun
innovatsion rejim taqdim etdi. Ambient rejimida qurilma displeyiga oboy rangi yoki tasvirini
to‘g‘ridan-to‘g‘ri ko‘chirish mumkin, bu esa 0‘z navbatida televizor xona interyeriga a’lo darajada
mos kelishini ta’minlaydi. Ambient rejimi orqali televizordan ob-havo va yangiliklar haqidagi eng
muhim ma’lumotlarni ko‘rsatib turilishi uchun foydalanish mumkin.

One Invisible Connection - ko‘rinmas ulanish tizimi-One Invisible Connection* - bu
quvvat va ma’lumotlarni uzatish kabellarini o‘zida birlashtirgan bitta ingichka sim. Yangi QLED
televizorlari uchun boshqa hech qanday qo‘shimcha ulanishlar, o‘tkazuvchilar va simlar talab
etilmaydi. Ushbu sim hech ganday muammosiz xonangizning interyeriga juda mos tushadi.
Bevosita yoritish texnologiyasi (Direct Full Array)-Bevosita yoritish texnologiyasi orqali (DFA)
Q8F va Q9F modelli QLED televizorlari yuqori kontrast darajasiga ega ajoyib tasvirlarni namoyish
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giladi. “Aqlli” texnologiyalar poygasi endi boshlanmoqda. Agqlli sifatining qo’llanilishi birgina
televizor reklamasi orgali isbotlandi. Demak, Mana shunday samaradorlikning isboti bilan berilgan
reklamalarda sifat ham o’z ma’nosiga ega bo’ladi. Ichimlik reklamasidan:

Ichimlik reklamasidan:

“Reklama matnida sifat bilan ifodalangan xususiyatlarni shartli ravishda xarakterlovchi va
baholovchi deb ajratish mumkin”. Bu reklamadagi mevali, quvnoq, ajoyib sifatlari mahsulotning
haqiqiy xarakterli xususiyatiga, holatiga mos keladigan va bu mahsulotni iste’mol qgilganda ana
shunday ta’m va hissiyotlarni his qilishga yordam beradigan so’zlar sifatida tushuniladi.

Reklama matnida mahsulot xususiyatini ochib berishda kerakli sifatdan foydalanish orqali
quyidagilarni xulosa qilish mumkin bo’ladi: Sifat leksik-grammatik birlik darajasiga ko’tariladi,
matnni baholash tuzilmasini yaratishda gatnashadi, uning axborot giymatining oshishiga hissa
go'shish va mahsulot sifatini farqlashga ko’mak berish kabi semantik ma’nolarni berishda xizmat
qiladi
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AHHOTAIUS
Ymly Makonaga XaJK OF3aKd MKOAWra MaHCyO0 Kyl KYpUHUIIMAArd MHUOJIOTUK
oOpasnmapHUHT 3aMOHAaBUH V30K MEHPHUSITHIATA TACBHPU Ba TAJTKWHU XaKuaa (UKD FOPUTHIITAH.
3amoHaBUM Y30€K MEbpUATHAA Kyl KYPUHUIIHAATH MU(POIOTUK 00pa3iapHU CTUIM3AIMSIIANI Ba
MeTadopru3anusIam OpKaIH WKOIKOP TYWFy, KEUMHMAIapH Ba Makcaau YKyBUH-aJpecaTra XUCCHH
TabcupyaH KuauoO etkaswianu. KXymmanan, Xymo, Cemypr, Auko, Camanaap, XKectupHok kadOu
Kym Kuédacumaru MudOIOruK oOpasznap mebpusTaa 0axT, omana, OOMIMK, CaloKaT, HOEOJHK,
TUHWIMK, Bapo KaOu TuUMCOIUN MabHONApHU HPojanam ydyyH Oaauuii Bocuta OYnIuO Xu3Mar
Kwiaau. Yoy makonana Xymo, Cemypr, Camanngap, Xakkyin kadbu Ky Kuédacumaru Mugoaorux
oOpasnap 3aMOHaBHIA ¥30€K MEbPUATHAAH OJMHTAH MUCOJUTAP EpIaMHIa TAXJIAT KIJTUHTaH.
Tasnu cy3aap: mudonoruk obpas, crunuzanus, Meradopusamnus, MuboHUMIAP, XyMO,
Cemypr, Camanaap, XaxkKy1i.
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OIMUCAHUE U UHTEPIIPETALIUSI MU®OJIOTUUYECKHUX OFPA30B B BUJIE
NTULBI B COBPEMEHHOM Y3BEKCKOHU IMO23UN

AHHOTAIUA

B cratee paccmarpuBaeTcsi n300pakeHUE U HUHTepIpeTanus MU(OIOru4eckux oOpa3oB B

BUJIE NITHUL, NMPUHAUIEKAUUX K (OJIBKIOPY, B COBPEMEHHOM y30eKcKoil 1mo33uu. B coBpemeHHO
y30€KCKOH M033UHU MMOCPECTBOM CTUIIM3ALUU U MeTadopu3alui MUPOJOrHYeCKUX 00pa3oB B BUIE
IITUL, SMOIIMOHAJILHO NEPEJAIOTCS YUTATEINIO - aJipecaTy 4yBCTBO, IEPEXKUBAHUS U L€ Mod3Ta. B
4acTHOCTH, MHU(DOIOTHYECKHEe 00pa3bl B BUAE NTHI], Takue kKak Xymo, Cemypr, Anko, Camanmaap,
JxecTupHaK, CIy»aT XYJIO)KECTBEHHBIM CpPEJICTBOM BBIPAKEHUS B I033UMM CHUMBOJIMYECKUX
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3HAYeHUM, TaKUX KaK cyacThe, yjaaya, OOraTcTBO, BEPHOCTb, YHMKAJIbHOCTb, MUpP, BEpHOCTh. B
JAaHHOM CTaThbe Ha MpUMepax H3 COBPEMEHHOM Yy30€KCKOM TI033UU  aHAIU3UPYIOTCA
Muonoruueckue oopasbl B BU€ NTUII, TaKUX Kak Xymo, Cemypr, Camanaap, XaKkyIi.
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DESCRIPTION AND INTERPRETATION OF MYTHOLOGICAL IMAGES
APPEARANCE OF BIRDS IN MODERN UZBEK POETRY

ANNOTATION
This article discusses the description and interpretation of mythological images in the form
of birds belonging to folklore in modern Uzbek poetry. In modern Uzbek poetry, through the
stylization and metaphorization of mythological images in the form of birds, the poet's feelings,
experiences and goals are emotionally conveyed to the reader - the addressee. In particular,
mythological images in the form of birds, such as Humo, Semurg, Anko, Samandar, Jestirnak, serve
as an artistic means of expressing symbolic meanings in poetry, such as happiness, luck, wealth,
loyalty, uniqueness, peace, fidelity. In this article, using examples from modern Uzbek poetry,
mythological images in the form of birds, such as Humo, Semurg, Samandar, Hakkush, are
analyzed.
Key words: mythological image, stylization, metaphorization, mythonyms, Humo, Semurg,
Samandar, Hakqush.

V36ek mebpusTH paHr-GapaHT 06pasniap TH3HUMHUIra sragup. Yiap opacuna MHMOIOTHK
oOpasnap xam OOpkH, y3ura Xoc BaszudacH, XyCyCHSATIapHu Ba MOATHUK TAJKWUHU OWJIAH aloxuia
JMKKATTa Ca30BOPIHP.

Wncon sipanubauku, y3uHu ypald Typran arpod-ojlaMHU ypranuiura, xoaucaiap cababuHu
owmira uaTWwIand. [y uHTHWIMII Ba KM3UKHII HATHXKACKIA Maiao OynaraH nactiabku Omimmiiap
MHUQOJIOTHK KapallJIapHU TAIIKWI 3Taad. 3€po HMOTHUIOWI OJaMHHUHT OJJaMHHU OOpa3jid TacaBBYpP
KWIAIIA HaTWXKacuja Xuccuid oOpasnmap cudarunaa Mudoigoruk olpasnap mango Oynras.
Mudomnoruk obpasnmap Oapua xankiapaa MaBxyd OYnauO, yinap Xap Oup XaJKHUHT MHJLIUH,
MaJIaHu# TyIIyHYAIapH acoCHIa KO TUPUIITaH.

Mudonoruk oOpasnap 3aMOHaBUN Y30€K MIEHpHATHAA KydMa MabHOAA KYJJIAHUIHO,
WHCOHHUHT TypJIM KeUYMHMAJapWHU Oanuuii mdomanamra Xxu3mar Kuiaad. KymiaanaH, suIMOFU3
OUKY3JIMK, IIAWTOH al€piuk, axaap €By3/HK, A3pous madKaTCU3IMK, Ty3ax a300-yKyOaT, JeB
OyUIMaHJIMK KaOu cemalap/ia MHCOH Ha(paTUHM MHTEHCHB HQojanail pam3ura ailianran Oyica,
napu rysamiuk, ¢papuira 0eo30piauK Ba OEr'YHOXJIHK, KaHHAT (papoBOHIIMK, XU3p oMal, XyMoO Ba
Cemypr OaxT Ba gaBiat, Camanaap BahoA0pJIMK MabHOCHHHU UdOoAATIAIT YUyH KYJUIAHUIIAH.

Pyc onmumu H.JI. ApyTioHOBa “CY3HUMHI MabHOCH KaHYAJIMK MaBXyM Ba KaMCUTYBYM OyJca,
IIyHYAITMK OCOH MeTadopu3anus KwmHaau, 1e6 xucobmanam.|1]

Pam3 Ba wmetadopa, acocan, OGamumii acapHuHT y3ura xoc wudoma yciayom cudaruaa
Ky/maHwiaau. by myHu aHriaraguku, metadopuzanusUiall OpKajdd YKyBUMHHMHI TacaBBYpHIa
KOHKpET 00pa3 TacBUpH eTKa3ub Oepuiiaiu.

OHI KEeHT KYJUTAaHWJIAIUTaH Kyl KYpUHHUIIAATH ME(POJIOTHK oOpa3iapaan oupu XyMOaup.
XyMO 33ryJluK pam3u OynraH adcoHaBuil Kyll HOMHU OYIuO, XalKHUHI UIIOHY-IBTUKOAWUTA KYpa,
arap y KMMHUHT Oomura KyHca €Ku COsICH TylIca, yIia KUIIM SHT OaxTiu Oynaau, AaBiaT Ba
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cantanarra spumraau, ne6 kapanagu. lyagan xennd yukuO, bTUKOJ KuUIuHTaH Oy adcoHaBHiA
KyIIHU “0axT Kymu”’, “maBiaT Kymu” xam aeiaunap.[13,561]

V36ex hompkiopraa XyMo Kyl 06PasHHH Maxcyc TaaKHK Kurad oinuM K.JIMOMOBHUHT
KalJ STUIIMYA, XyMO KYIIMHUHT MHQOJOTMK MabHOCH “Ky€lira KYHraH Kyur aup. Xap Oup
XapakaTH 3ca WIOXUI Ba Maruk KyIpaTu Ousian OoriuK Oenrunapaa taBcudianrad. [4,24]

3amMoHaBU Y30€K HIEbPUATUHUHT EPKUH Bakuuiapuaad oupu O.XoxueBaHUHT “XOHaJ0H”
HebpUJaH OJMHraH KyHuaaru Mucpainapaa Xymo o0pas3u TYFpUIaH-TYFpU O€lIMKKa YXIIaTUiraH
Ba ymOy oOpa3 pam3uii MabHOJA OaXTHH, MHCOHHMHT TYNAKJIUK YOFJapu SHI 0axTiu Ba Oeram
OHJIAp SKAHJIUTMHU KYPCATULI XU3MAT KUJITaH:

LIyx ronmy3nap Xxakuaard KyIuFuHT
VKTHH-YKTHH TymuG KoJIca 3CHHITA,
Ky3myHnuoknap 6e3ab Typran Oemuruar
XyMo Kyuiiai KypuHaau ky3uHrra. [14,78]

K.CupoxugauaHuHT “/labBar” mebpuaa xam XyMmo KyId JaBjiaT Ba 0axT, oMa,

(apOBOHJIMK MabHOCUAA CTUIM3AIMS KWINHIaH:
3omuM 3aMOH YTHO, Ma3yMFa JyHap,
bynyp o301 Batan maxpam pabotum!
Tobakai TyHKara Xymo Kyir KyHap?!
O3ox 6y, 0001 OY11, 31 Xapobotum. [9,4]

Hloup BaTaHuaa 3yJM, TOOETUK XyKM Cypa€TraH 3aMOHHHU TYHKara Xymo KyIlId KyHraHura
MEHI3a0, YHUHI OOLIMMU3Ia cOsl COJIaAUraH BaKTU KeITraHIUTMHU TabKUAJIaiau, XxapoO I0OpTHH 0301
Ba 000 Kumnumra dakupanu. JK.CHpoxuIMH KajaMura MaHcyo KyHuaaru carpiapiaa xam XyMo
oOpa3u 0OaxT, omal, (apOBOHJIMK, TY3aUIMK, XYHIBAKTJIMK MabHOJAPUHU yMYMUUIAIITHPUO
KEJIraH:

Axab KylIIXOHaHUM KYpFuJl, akal KyIIXOHAHU KYpru!
Ha mapBo3y, Ha po3, 603y-Xymosiapuu coruHrad aui. [9,111]

Kypunu® TypuOawku, 1OKOpuIarn Mucpajiapjaa MycTamjaka opT KylixoHara (kadacra),
YHJA 3yJIM XyKM Ccypa€TraHu KyUIXOHAQJaru XoJyiaTra yxmartwirad. MyTenukaa KYHIWI KyIId Ha
SPKUH NapBO3 Kuja ojaau, Ha YViHaO kyna omaau. Ily Oowuc ropak 6axTiu, Xyppam KyHJIapHU
COFMHTaHUHU IIoup XyMo MU(OIOrHK o0pa3u opKainu udoananam.

Hloupa X.AxMenoBaHuHT “XaMMacu YTKUHYM...” HMIEbpHUA 3ca “OaxTiId KyHJIap~ MabHOCH
xyMonap Mertadopacu BocuTtacujga Oepwirad. TamBUIUIM KyHJIAp YTKUHYM, OWHUHI YH Oemu
KOPOHFY, YH Oeru EpyF SKaHJIMTUHA paM3uil udoianaras:

XamMMacHu YyTKUHYH, XaMMacH,
bapunu keuupap camomnap.
3aMUH UHTUXOCH3 aijaHaBepap —
Mumnr 6opa Tyrunap xymodap. [2,30]
Typa CynaiiMoH mwxoauaa xaM Xymo Mu¢osioruk oopasuiad goigananuwirad. YyHoH4H:
baxT Kymu Tonmuin KyHanra monau TypKucToH ailiianu6 —
V3 xomnura kenmum TypoH 3aMOH/IMH 3aMOH aiTaHub.
Xaspatu Xu3p 10pu6an xyp Y36eKucToH aitnanuo,
Tyrpocura kyumum Xymo mycraxkam Kypron aitianuo,
Yop arpodra 30f iynarmac CeMypr 10BOH ailiaHuO.
Amup Temyp pyxu moamoH uzzatiau CynToH aiinanuo,
By e GaxTkuM, topca Xyaxya Typa Cymaitmon ainanu6! [10,18]

oupHunr “Ainann6” mebpuaaH KeNTUpHWIAETrad yidy Mucpanapaa 0axT Kylld HOMUHU
onran Xymo, Cemypr oOpaznapura MypoxxaaT KHJIMHMOK/IA.

IOxopunarn mespaa Xymo Ky o0pa3u OpKaid IIOHIM TYypKHUCTOHTa siHa Kailta 0axT
MHBOM JTraH MCTUKJIOJJAH LIO/UIAHUII, PYXJIAHULI, FYPYPJIAHUII FOSCH WIrapu CypHIMOKIA.
ByryHru KyHja Xyp Y30eKHCTOH 3aMUHHMJA AMAETraH Xap OMp MHCOH Xyt Gomura XyMo KyIin
KyHrangai éxyn Xa3zpatu Xuspra nyJIuKKaHIan, ¥3 op3y-uCcTarura Te3 €TUIaéTrant EpUTUIMOKIA.

“IHaimonuk”™ mebpuaa 3ca XyMmo oopazu Xymoi makiuaa ndoaaiaHraH:
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HOnny3nap inrunu6 O 6yica KoMKy,

Xap KaHzai Ky Xymoi 0yiiosca KOIIKH.
Xap KuM XaM XO0TaMTO# OVi10JIca KOIIKH,
Juénat ve Kuiicud MyHouK 3otma. [10,21]

Oiinun XokueBaHUHT “Smmn mail” mebpuaa XaM XyIIu IMyHAal Iakiga y4dpaiad Ba
ranaba, 3adap, IyCTIMK MabHOJIAPUHU YMYMJIAIITHPUO KeaIu:

butap snum caitmutapu 3abapkan oi 1e0,
buponapnuk Kymukinapus kauig 3TraH caHa,
Fanabanan napak 6epran KyTiayF XyMoH 1e0,
Xocustinu Kagamura — opro0 kypmanal[14,249]

Xymo o6pazu Cemypr makiauga xaMm Kyuranwiaaa. CeMypr mapK XajakjIapu OF3aKd MOITHUK
wKoauaara agcoHaBui Ky oopasu 0yiu0, mKoOHil KaXpaMOHHUHT JYCTH, XOMUNUCH, XUMOSYHICH,
XamMpoxu cudaTuaa TacBUpPJIAHAAU Ba OCMOHJAA YYHI, y30K MAaH3WJIHU SIKMH KWIHMII XaKWIaru
acpuil Op3y-yMHJIApHUHT pam3uil udonacu xucodnanaau. Jactinad Dpon mudonoruscuna naumo
Oynra" ceMypr KyImH “ABecTo”’na “‘ceHeMypr’ makiauga unuiatwirad. Typkuid xankinapaa Cemypr
Xymo, Amnko, Masmar kymu, baxt kymmu, Mapkymomo, KynTyOynron, BynOymuryé xabu
BapHaHTIapAa yupauau.

Hlebpusataa cemypr obpa3zura MypoxkaaT KWIMILI OpPKaJIM, acocaH, 0axT, HAXKOT, PYIIHOJIUK
tunaaau. Yynonuu, XKamon CupoxuamuaHuHr “bac-3if caccuk cykymi...” ne® OouutanyBYM
mebpuaa moup Cemyprra MyposkaaT KWINII OpKaJId 030UIHK, SPKUHIMKHU MUCTaéTraHWHHU, YHJaH
HaXOT KyTa€TraHuHU OUIAUpaan:

Axab KucMat WHIJIOH OupIa yian CHUMypr Kadacaommns,
Vsunr kytkap aé Cemypr camonapuu corunran xun[9, 111].

Xank kapanutapura kypa, Cemypr, AHKO KyunuiapuHuHr mMakoHu Kod Torm OynmO, yHH
TONMII MYIIKYJ Ba XaTToku UMKoHcuzaup. Llebpusarna ymly mudonoruk obpasnap akcapusT
xoyapaa €HMa-EH KeJaJn:

Kyxu Koguunr 6ommra,
Cemyp¥ cosranja cosl,
Emrupnu iurnarranna,

OnaM aifTran XuKOos

bop spummu, iyK snum...[3,51]

Slna O6up 300Mopd wmudosnoruk oOpa3z camanmap OYnub, y 3apAyIITHUIIUK JAUHUTA
yiyFllaHral acoHaBUN Ba MYKaJJlac KOHHUBOPAUDP. YHHU KyIl €KH KaJTaKeCaKCUMOH MaBXyJOT
cudpaTuna TajakuH Kuiaguiaap. Adconara kypa, y VT vuuMjga TyFWIaAu Ba YT UUUAA sIIANIH.
OnoBaaH 4nKca, XajJoK OyIaau.

[Moup XK.Kamomuunr “bynmaraii” mespuaa camangap oOpasugaH KyHujgarmda
doitgananuiaTaH:

bynmaraii kyHIIIMM camMaHAApJAEK XaBOMU UIIK apo,
To yHuHT ocTua oTaul ycTuaa Kyi Oynmarail. [5, 217]

MyMTO3 1mieppusTIAa KYOUHYAa caMaHjgap oOpasu UK Tydailaum €HraH KyHrwira
Vxmarmwiagu. Wk yTUCWM3 OmMK KYHIVIM  camaHiapjek HoOyn OYnvinyd TacBUPJIAHAIU.
JK.KamoJIHMHr FOKOpHIaru MHCpajapHia XaM KYHTHJI CaMaHJapra, MIIK YyT-O0JIOBra MEHI3AJITaH.
Camanmap oJIOBJIaH XaBora KyTapuiica, HOOyJ OVAraHu xaOW KYHTWIJI MINKHU TapK 3Tca BalWpOH
o6ynanu. Ly Gouc moup MK OJIOBU OOp 3KaH, YHU KYHIVIMM TapK 3TMaliu, UIIK Hupa €HUO
SIIIAMIA, KYHTJTUM MIIK OWJIaH TUPUK JIEHTH.

TYypa CynaliMOH mIebpUsITHIA XaM peasl 00pasiap ousian oup KaTopaa MudoIoruk oopasnap
KEJITUPUITAHUTa TYBOX OYJIMII MYMKHH.

Hloup mebpnapuia yupaiinurad Mu@oiaoruk odpasnapaan oupu Xakkymaup. Kymiianas,
moupHUHT “Untrko” mebpuga Xakkyi o0pa3u KYJIaHWIraH MyHAal MUcpanap yupainau:

baxop kenca, 6onutanyp 0ofna Oya0ys1 XOHHIIH,
CabBa, KyMpH HarMacH, cypajiail TOBIaHUIIY,
Kupnapma nona caiinu, KMIIIIoKIapaa iun Oomm:
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Tyxrtarait Tabnataan XakKyIuiap 30pJIaHuUIINA
baxop, ketma menunr 6orumaan.[11,9]
XakkyIr o6pasuaan moup “Yxurap” capiaBxaiin mebpHaa XaM (Goiiananram:
XaKKyIIra xaTapcus OIméH MyHOCHO,
Kyknam Kymnapura yaMman MyHOCHO.
Murut-xusra ax/y naitMoH MyHOCHO,
Bbycus kyurun 3uny 3amOunra yxmap[11,19].

“CynyB” mewpuga 3ca KYHTHJI W3TUPOOWHHM, MyHTHH Hojanam Makcaauaa Hail OuiaH

napajien Kyuianau:
Cy0x enuman mact 0ynu6
XAaKKyIl calipamMOKIanIu,
Kainapnanup Haii cacu...
Kyurun sitpamoknaiian[11,39].

XaKKym — y3yH OEKIM Kyloulap TYPKYMHHHHT KapKapajap OWJlacura KHpPYBYH
napparna.[13,523] V xank opacuga XakkyB Ae0 xam ropuTwiaad. By KyIIHUHT Kenu0 YMKUIIN
MHCOH OmitaH OOFJIaHa Iy Ba IIyHUCH OmiaH ahCOHaBUILIMK KacO sTaau.

YMyMaH onraHaa, Kyl KYpUHUIIAIArd MUQPOJIOTHK 00pasjap TaCBHpPW Ba TAJTKWHHUAA OHp
KAaTop YMyMHIJIMK Ba XyCYCHWIMK Oenruyiapu Mapxyja Oynu0, ynapHu Kyiluaaruda TaBcuall
MYMKHH:

- XyMO — 0axT Ba JlaBjaT KyIllW, TApUXUHN Wiau3iaapu “ABecto’naru ojoB Maboyau (0axT Ba

Tose TuMmcosin) XBapHa Pap Ounan 6orimaHaau;

- CeMypF — 0axXT KyIld, KeJTNO YMKHUIIHN CYB HJIOXH AHAaXuTa OMIaH XaM OOFJaHaIN;

- aHKO — 0axT Ba TOJIE KyIIM, YHHHT acOCHW O€ITHMCH Ky3ra KYpUHMAaciuk Oyiuo,
WYKIMKHUHT paM3Uil TUMCOJIA CaHaJIaaH.

Hemak, ymOy mudonoruk obpaznap “0axt” OelNTHCH OpKadd YMyMHUWUJIUKKa sra Oyiuo,
XKJI0AJTAPUMU3HUHT a3aiuil Op3y-UCTaKJIApUHUHT UPOJauncH YIapoK ro3ara KejraH.

Xynmnac, Kym Kuédacumaru MUQOIOTMK o00pa3iapHUHT OOpa3iWIMK, TaCBUPHUIINMK
KaTeropusuiapy Xoc Oynran Oaauuii HyTKAA KYJUIAHWIIUIIA OPKAJIM THIHHHT 3CTETHUK (PYHKIUSICH
HAMOGH Oynany. YKyBUMra ajoxuia Kyd OWIAH TabCHp KM, 00pa3 SPaTHII y4yH TaCBHPHIl
BocuTa cudaTtuaa, acoca, meradopanan doitnananmiagy. LLyHUHT yuyH yiap OpKaiud HUHCOHHUHT
TYpPJIM 3MOLMSCH SKCIIPECCUB Tap3aa Y3 udonacuHu Ttonaau. bus Taxiwira ToprraH MU(OJIOTHUK
oOpasnap BocUTacKa, aCOCaH, MHCOHHUHT M>KOOUH XUC-TyHFynapu udoaiaHaim.
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aHaJIN3y CTUXOTBOPEHUI, B KOTOPBIX LIBETHI UCIOJIb3YIOTCS JUIsl OMMCAHUS YEJIOBEYECKUX KayecTB.

B crarbe aHanu3MpyrOTCA CTUXM IPEACTABUTENEN aHIIIMICKON muTeparypsl XIX-XX BekoB, Takux

kak @pancuc Tomrncon, Puona Maxmayn, Ockap Yainpa, A.D. XaycMman, YuiabsiMm DpHecT XHUHIIH.
KuoueBsbie cioBa: ¢putoHuM, 006pas, BETOK, CAMBOJI.

Z.B.Djalilova
Teacher of English literature department, BSU

EXPRESSING HUMAN FEATURES BY FLOWERS IN ENGLISH POETRY

ANNOTATION

In the world of poems, plants along with flowers are widely used to characterize human

qualities, physical appearance and human nature. Current paper is devoted to the analysis of poems

where flowers are used to describe human features. The article analyses the poems of the XIX-XXth

century English literature representatives such as Francis Thompson, Fiona Macleod, Oscar Wilde,
A.E.Housman, William Ernest Hinley.
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bamuuit mxonna obpa3 spaTuil, (UKpPHU MO3TUK KYpUHHIIJIA Hdoanall ydyH XU3MaT
Kuiarai (GUTOHUMIAp (QUTONO3TOHMMIIAP Japaxkacura Kytapuiaaad. OUTOHMMIIAD CHHrapu
(GuTONOATOHUMIIAPJA XaM XaJIKHUHT JIEXKOHUWIMK, OOFAOPUMIMK, Ca03aBOTUMIIMK, MOJUIUYHIIMK,
IYJTYUIIMK CUHTapy MaJIaHUATUHUHT JTUCOHUM O6anuuit noacy 103ara YuKau.

Hebpuarna uroHUMIap, KyMiaaaH, Tyl €KU YCUMIIMKIAp HOMHM KyuMa MabHOJA IIaXC
cupatuHu udoaanad KeauIIM KYyN Ky3aTWIaJuraH aHbaHABUM MO3TUK XoAucadapaaH Oupuaup.
AWTaiimuk Oamuuii  00pa3HW spaTuin €KW TaBcUIAml y4yH TyJd Typjiaapu HOMIIApUIaH
¢oiiianaHuiia YHUHI MabHOCHHU MHCOHIa KY4upHIl, anbdarra, T'yJl Ba IIAaXC OpacUIard MabiyM
VX1manuimkiiapra acocinanaayd. bynaail ku€cianuiap 3ca Kynpok MEbPUATIA MABIIYKAHUHT TallKH
IY3aJJIMTMHU TaCBUpJIAILa KYIJIaHWIIa 1.

['ynnapausar pamsuii 00pa3 cudaTuga mebpUsTra KUpUO KETUITH KATUMTH OJlaMJIapHUHT
9BTUKOJIAPH, WK TaCaBBYp-TYyIIyHUYATIapu, TOTEMUCTUK Kapamuapu Ownad Oornuk [6,573; 2,77,
3,139-181].

Hebpnapaa ryn TuMcoiau 0ab3aH YyMyMHil, 0ab3aH KOHKpeT HoMZAa HdoaanaHuO Kenaau.
Kymnanan, @pancuc Tomnconnunr “Daisy” — “MomakaiiMOK” mebpu Oy KUXaTAaH GUKPUMU3Ta
nanui Oyna oaau:

She listened with big-lipped surprise,
Breast-deep 'mid flower and spine:
Her skin was like a grape whose veins
Run snow instead of wine [9,35].

Ymby mucpanapaa moup EnUMruaa KYHII KYHraH CeBTIIMCH XaKuaa Cy3 IOpUTMOKIa. Y
KeHI SIWJ siiioBna Oupra donuO YitHaO, Oonamapua OeryOopiuk OuiaH cyxOaTiap Kypra
CEeBTMJIMCHMHHU JCTap JKaH, YHHU Yyma ry3an TabuaT KyWHuaa Oapk ypuO sIIHaraH TyJuiapra
Vxmaraau. XycycaH, KU3HUHT HIM KyTapuinO Kena€Trad KYKpakJIapuHu ryjuiamra 0o KyTapraHn
MOMAaKalMOK TyJIMra MEHI3alJu. YHUHI 03 TEPUCH 3Ca Y3yM JOHACHAEK TapaHI SKaHJIUTuUra,
TOMHUpJIApUJIaH OKA€TraH KOHM BUHOJAEK KU3WUIMTMHHM OIIOK KOpJAeK OalgaHu SIIUPUILNTa
OKU3JIMTUHY TabKuiaiau. by OunaH y CEeBrMJIMCHHMHI HUXOATIA OMIIOK, YMPOWIIH, K031banop,
COFJIOM DJKaHJIMIMHU OWIAMPMOKYM OYnaau. YMymaH alTranjia, XOTHH-KM3JIADHUHI TIy3al Ba
E€KUMJIM YeXpacMHU, MOMHUK Ba OMNIOK 0alaH TYy3WJIUIIMHUHT OYIMKJIUTMHH MOMAakKaiMoOK TyJd
BOCHTACH/Ia TacCBUpJAll KaXOH LIOUPJIApH MXKOIMJA Y3Ura XOC aHbaHa TYCHMHU oJiraH. KelunHru
MHCpajap/a moup ssHa ¥3 GUKPUHU JABOM STTUPHUO, MIyHIAN ACHIN:

Oh, there were flowers in Storrington
On the turf and on the spray;

But the sweetest flower on Sussex hills
Was the Daisy — flower that day![9,35]

Moup €mnuknaru Myxa06ar TyHFyJlIapuHM XOTupiiap 9KaH, Yymaniaa CTOpPpUHITOHIA
ounnu6 €rrad kymiabd ryiapHu, JeKuH ynap opacuaa Cacceke TemaJuruaard HT EKUMIIH Tyl —
MOMaKaiMOK OYJTaHJIUTUHA SCIAIN.

Acnmuna daisy — MHraM3 Twinga QUTOHUM cudartujga TYyJIHUHT Oup Typu OVyiiran
MOMaKaMOKHU aral Keyca-ia, XyAau OolllKa TWJUIapAa, >KyMjaaaH, y30eKk TWwiIuga Xam Tyl
HOMJIADUHUHI KHMIIK HOMM Tap3uJia aHTPONOHMM OYInu0 Kenuliu Ky3aTtuiaaad. AWHaH OyHUHT
JaTWINHE IOKOpUAaru OaHJHUHI CYHITH MHUCpacujia aHTPONOHMM cudaTuaa keatupuirad Daisy
UCMU MHCONUIA Ky3aTHIl MyMKUH. By ucwm, acocaH, Ku3napra HucOaTaH KyJUlaHagud. Y 3CKH
UHINIW3 THiMaaru day's — KyHHHMHT, eye — KY3U cy3napu OupukyBuiaH xocun 6ynran [10]. bynngaii
HOM OJIMIIMIa YHUHI 3pTa TOHrJa Ky€ll YMKHUIIUra Kapa® oumnam0, ked momja Ky€m OOoTHIIH
OunaH IOMUWINILK cabadaup.

MomakaiiMOK — CapuK TYNTYJUIH, IIaMOJIa YIUO KeTaJuraH TY3roK ypyFJId YT; KOKUYT. Y
KyuyMa MabHOJAa 103, OamaH Ty3uinuInmu OYIWK Ba EKUMIIM KYpUHHMINTA 3ra OyiraH aémiapra
HucOaran uniatuaamy [7,713].

The fairest things have fleetest end,
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Their scent survives their close:
But the rose's scent is bitterness
To him that loved the rose.

Ymly Mucpanapna sisHa 6up ryjl — aTUpryJ HOMH Oup Heua Oop TakpopijaHraH. ATHPryi
XaM TyHE MUKEcHIa Oauuii WKOIIA SHT KYT KYJUIaHAIMTaH Ty (PUTOOATOHUMIIApUIaH OUPUAND.
ATHpryn pabHOAONIIIAP TYPKYMHUHHUHI XyIIMaH3apa YCHUMIIMK cU(aTuia dSKAJaJuraH Oup KaHua
TYPUHUHT yMyMu# HomH [7,136] 6Ynu0, mebpudria KyuMa MabHOAA KYNIMHYA T'y3al KU3J1ap Ba €l
Oonanap oOpa3WHHM pPaM3HU-TUMCONUN HQoaaanaa KeHr KyJJIaHWIIN Ky3aTuiaau. byHra >kaxoH
HIOUpPJIapy WKOAMIAH EPKUH Jalriuiap KeNTHpHIl MyMKuH. JKyMilagaH, WHTIH3 HIChPUATHAATH
Yunesam Opaect XummHUHT “A Bowl of Roses” mebpuman onMHran KyWujaarda Mucpajiap Xxam
¢bukpumusra ganui 6yna onanu:

It was a bowl of roses:

There in the light they lay,

Languishing, glorying, glowing

Their life away.

And the soul of them rose like a presence,
Into me crept and grew,

And filled me with something — some one —
O, was it you?[9,22]

ATHPryJIHM CEBUII YYyH YHUHT THKOHM 3axXpUIaH Xamjaa YTKHp UGPOpH TabCHPUAAH
qyquMaciuk J1o3uM. LIyHWHT y49yH aTHprysn BOCHTAacHAa KYIWHYA CEBrH, MAabIIyKa THUMCOJIU
Oanuunii ndoaa TUIAP SKaH, OEBOCHTA OIIUK MyXa00aT a300JaprHU €HTHUINTA YOpIaHAIH.

A.D.XaycmanHuHr Kyitmaa kentupwiran “With Rue My Heart is Laden” (“Kanbumpnaru
adcycnap”) mebpua 1abu aTUPTYJTHU dCIIaTauraH Ty3al Ku3jiap TabpudiaHras:

With rue my heart is laden

For golden friends I had,

For many a rose-lipt maiden.
And many a lightfoot lad.

By brooks too broad for leaping
The lightfoot boys are laid;

The rose-lipt girls are sleeping
In fields where roses fade [9,39].

Ky#innaru mucpanapna sca moup Ockap Yaiunna “Requiescat” Homiu mebpuaa BadoT 3TTaH
AKUH aénuuHu Huwitydap rynura ku€cnarad. Hunydap — Hupuk Oapriu, 4Mpoilin KarTa-Karra
TyJUId, CyBJa ycaauraH Kyl HWUIMK YCUMJIMK. Y XaJIKUMH3 Opacuia XOTUH-KU3JIAPHUHT UCMH
cudaruga xam yupaiiau [7,37]. pTHOOpIHCH mIyHAaKW, OyYHIali MCM HMHIJIM3 XaJIKH Opacuja Xam
MaBxya. Lily — Hunydap ryau Homu 6unaH OOFIMK aHTPOMOHUM cU(aTHAa Ky3aTUIIaIu.

Tread lightly, she is near
Under the snow,

Speak gently, she can hear
The daisies grow.

All her bright golden hair
Tarnished with rust,

She that was young and fair
Fallen to dust.

Lily — like, white as snow,
She hardly knew

She was a woman, so
Sweetly she grew [9,42].

[lebpusitna BahoT STraH MHCOHHH T'yJI'a MEHT3aIll XOAMCACH a3aJIii MTOITUK aHbaHaJIapiaH
Oupu OYyIMO, YHUHT TapUXWi WIAW3TApW KaIUMHUKH aHUMHCTHK XamJla TOTEMHCTHK Kapaiuiapra
O60pu6b Takamamu. XycycaH, >KaXxOH XaJKjiapu (OIBKIOpUIA MaBXKyl WYKIOB KyIIUKIapuaa Oy
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aHbaHa EPKUH Ky3aTWiIaau. Arap KeITHPWITaH MEbPHUHT Ma3MyHHMra bTHOOp Kaparcak, yHIa Xam
OeBakT BagoT 3Tran aén xorupacu éara onuurat. llloupHunr yHra Hucb6aran caMuMuil Mmyxa0o6aru,
XypMaTH, COFMHYM MaJX KWIMHUO, MIMPUH XOTHpacu 3b3o3iaHradH. [Houp aén 3uépartura
KEJTraHjJapHU y €TraH KOp OCTHJAard TYOPOKHHU KAaTTHUK OOCMaciMKKa, OXMCTa KajaMm Talulallra,
OanmaHa OBO3Jla AMac, CEKMH Ba MYJOMHMM ramupuiira, 1y OpKaJld MapXyMa pyXUHH Oe30BTa
KUJIMAcJIMKKa, abaguuil yMKycuHU Oy3maciivkka yHJIaiau. YyHKM yHUHT Xalld XaMm ¥3 SIKHHUAA
SKAHJIUTUra, XaMMACUHU KYpuO Typranjaurura, auTuinaérraHn Xap OWp TramHU SIIMTa OJMILIUTa
umoHaau. PakarruHa YHUHT Oup BakTjlapaarujaid TWUIApaHr TycJaru TIy3al cowid aén
KYPUHUIIKA SMAc, MOMaKalMOK TyJd IMakiuga HaMo€H Oynub typranunau aittamu. llleppmaru
MUCpaJlap YHUHT 0axop sKUHJIamaéTranaa E3WIraHiiu KypcaTaim.

Kuzurn mynmaku, Mapkasuit Ocué€ Ba DpoH Xankiapu, >KymjanaH, y30exkmap opacuaa
HaBpy3 omauman kaOp Oomura 4mkuO, YTraHiIapHU XOTHpJANl YIyMH Xajidraya CakjJIaHuO
kenmoka[4,31;8,30-33]. [y xxapaénna Kyiianagurad Maxcyc MyKJIOBIIap XaM sipaTHirad. ¥iapaa
KynuH4Ya Tabuarna 103 Oepaérran rysan y3rapumuiap, 4op-arpoGHUHT Typda ryiuiapra OypkaHuo
GOpAaSTraHUHN YTrAHIAPHUHT KypOIMaéTraH/IMIura aunmHMI Oajumii Mpoja KUIMHTaH. Y36ex
XaJIKA Opachjia Jiojia Ba JIOJAKU3FAIIAOK YTraH 3CKA WA YJIraH MapXyMJIapHUHT KOHHJIaH YHHUO
YUKAJM JIeTaH TacaBBYpJIapHU Oaauuii udomamantuprad agconanap xam 6op[4,42]. Adconamapra
Kypa, ep YATaHJIapHUHT KOHWHHU y3ura cypuO onambd, KeHuH yJaapHH 0axop ryjiapura OepapMuIl
[8,32].

[y Taxnwmwiap OWiaH IOKOPUIArW IIEbP Ma3MyHH TaxXJIWIM y3apo OOFjad Mymioxasaa
KUJIMHCA, YHJAAa XaM ailHaH MapXyMaHUHI Tyjira KUECIaHTUPWIAETIaHU O€Xu3 HMAaciIuru
aHTJIAIIMIIAIH.

V36ex xankum opachma xaaurada ém BadoT STramiap Xakuma “YH TylugaH omp Ty
oumiIMai cynran” nbopacu umnatuiagy. A€mu BadoT 3TraH 3pKakjiap XOTUHHUra “BOM, Tyiaum” nes
0BO3 COJIMO, Kyiinaaru kabu WuFK KYIIUKIapUHU Kyilamaam:

KyiimacuH Xxeu KUMHUHT Xapru3 Kysi0a OupiiaH XoHacH,
CapraitmacuH, BOH anam-e, xaprus ryijaai tanacu [1,75].

Tupuk Ba COFJIOM MHCOHHUHI TaHacu KH3FMII Tycna Oyiica, MapXxymiap capuk Tycaa
o6ynanu. FOxopuaaru mucpanapia 1y Tabuuil xosnarra y3ura xoc uiopa myxaccam. LllyHunr yuyn
“rynnmai TaHa” XaMuIla MaaX KUJIMHAIH.

Kabp 3uépartura OGoprammap ryn onud Oopu0 KyWWInmm omatd Aespid Oapya Xajkiaapnaa
X03Upraya cakjiaHu0 KeIMOK/Ia.

A.D.Xaycmannusr “To an Athlete Dying Young”, spHu 3pTa BaoT 3Tran ciopTuu-atiierra
OaFuIIIaHTaH WebpUaa MyHIal MUCpaiap KeITHPUITaH:

Smart lad, to slip betimes away

From fields where glory does not stay,
And early though the laurel grows

It withers quicker than the rose[9,38].

JlaBp — Oy nmadua napaxtuHuHr sinporu. Jladua, aBBasio, 10OHOH MHUQOIOTUsACUAATH AApe
MabOYAMHUHI KW3M HOMUHM aHriaragu. SlHa Oup TOMOHJAH 3ca JaBpJolulapra MaHcyO Japaxt
womuup. Jladbua Vpra Ep nenrusu xymymuaa ycamu. Kypunumira kypa kuuuk, cepbapr, Xymoyii,
noumo s tycga Oymaam. Kamumpa [Dpenus moWtaxté AdunHana YTKaswiran croopT
Mycobakanapy, OJuMIIMafanapia FOJIUMOJApHUHI Oomura Iy JapaXTHUHT Oapriapu Ba
HOBJAJIapUJIaH IIyXpaT, Fanada Genrucu €k oynii MykohoT cudaruja Foaud KUIIMHUHT OYHHUTa
ocunaaurad €ku Oomura Kuaupuiaaaurad ryiryamoap sicanrasd. [oup maHa my Kagumuil ogaTHu
énara onu0, nadHaHUHT aTUPryJJaH Kypa TE3pOK CYIMIIMHU alTaau Ba moWraaa roiud Oyirax
aTJeT Xa€TUHM YHIa KUECTANIn:

And round that early—laurelled head
Will flock to gaze the strengthless dead,
And find unwithered on its curls
The garland briefer than a girl's[9,35].
[oup nadua rymuambapiu Oomira Yimm 3pTa cosi COATaHUAaH KyHMHMOK/IA.
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Wurnu3 mebpustuga XaMm KynuHya Oona oOpasu rynra kuécnanaau. Macanan, duona
Maxneoguusr “The Vision” mebpuja myHaai Mucpagap KEITHPUITaH:
In a fair place
Of whin and grass,
I heard feet pass
Where no one was.
[ saw a face
Bloom like a flower —
Nay, as the rainbow — shower
Of a tempestuous hour.
It was not man, or woman:
It was not human:
But, beautiful and wild,
Terribly undefiled,
I knew an unborn child [9,27].

Mucpanap Ma3MyHHra Kypa, moupa Oup ryjijek Ouuirad 103HU KYpauM, JEKUH y Ha 3p, Ha
aén, Oajku rymMOHa OMp MypFak >KOH, Jiesl XaJld TYFUJIMaraH 4akaJoK TacCBUPHUHMU KEITHPUIITa
YPUHMOK/IA.

Xynoca KwinO alTranga, yMyM)KaxoH LIebpustha OYiraHu kKaOW HHIJIM3 IIOUpPIIapU
MOKOJIUA XaM MHCOH cu(aTiapuHU TyJulap TUMCOIM OpKajiu hdozanamn y3ura Xoc anbaHa TyCHUHU
oirad. by KYNpoK OIIMKHHUHI ¥3 MablllyKacura AW U3XOpJapuHU U(OIaIoBUd MHCpanapiaa, €Il
OonamapHu TaBCU(IIOBUM caTpiiapia, YTraHJIapHU XOTUpJammra OaruIuiaHraH OalTinapaa €pKuH
Ky3aTUJIa/Iu.
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AHHOTAIUS
Ymby maxonana ypraHuia€TraH KypwiuIl TEpMUHJIAp TH3WMU Oomika coxa danigapu OwuiaH
MyKaMMaJl Japakana OOFIHMKIUTH Ba 3aMOHABUH STOHA OMp TU3UMHH SIpATHIN y4yH OUp Heda coxa
TepMUHJIADUHU Oup-Oupura Oofjamr Ba yJapHH OOIIKa MabHOJA HWIUIATHIIMIIAHUA MYHTa3aM
paBUIIa yUpaTUII MyMKAHJIATH XaKuaa €3unran. Kypumum coxacura ouJ1 TEpMUHJIAPHUHAT OOIIKA
dannap OwiaH OOFIUKIWTH TYpJIM MOJAEIUIAp OPKAJIW KypHWIHIN COXacuja IMaiao OyiraHiurua
Xakugaa MabiayMmoT Oepuira. TepmunnapHuHr Oomka (aHmap OpKadd KUPUO KETWII MOJEIUIapH,
coxa MyHalIMIJIApUHUHT Oup-Oupu OunaH OOFIMKIMIK KypcaTu® OepuiraH,T€pMHHOJIOTUSHUHT
Moze Oup Heya OUTUM MalIOHH OPKAJK IIAK/UTAHUIIN XaKu/1a €3UIIraH.
Kauut cy3map: TepMuH, TEpMUHOIOTHS, (PUIHMANMOH MO/IETb, KOHTAMHHAIIMOH MOJIENb, TE€TEPOTreH
MOJIeJI, TOMOT'€H MOJIEIb,

CanoiinuaoBa Hapruza lllyxpaTroBHa

TamkeHTCKUI apXUTEKTYPHO-CTPOUTEIIBHBINA UHCTUTYT,

cTapuInii npenojaBarenb kadeapsl «HOCTpaHHbBIE S3BIKNY,

couckarenb Y36ekckoro I'ocynapcTBeHHOro YHuBepcutera MupoBbix SI3bIKOB,
E-mail. nargiza.shuhratovna @gmail.com

IPUHIUIIBI BBAUMOCBS3H CTPOUTEJIBHOM TEPMHUHOJIOI'H C
TEPMUHOJIOTHEN IPYTUX HAVK

AHHOTAIUA
B sroli craThe omuchiBaeTcs, Kak M3ydaemasi CUCTEMa MOCTPOCHUS TEPMUHOB COOTHOCHUTCS C
JPYTUMU JUCUUIUIMHAMHU, B TOM YHCIIE€ KaK MOXHO CBA3aThb TEPMHHBI HECKOJIBKUX JUCUMILIMH
KOTOpBIE MCIOJB3YIOTCSA BMECTE€ B Pa3HbIX CMBICIaX Ha PErYyJSAPHOW OCHOBE ISl CO3JaHUSA
COBPEMEHHON €IUHON cucTeMbl OfHOoro mpeamera. OHU TMOSBWINCH B CTPOUTENBHOW cdepe
Omaromapsi 3THUM JUCHHUIUIMHAM.VIX TIOSIBJIEHWE TOBJIMSJIO HAa TIOCTPOCHHWE U  TIOMOJHEHHUE
CJIOBApHOTO 3amaca B cdepe CTpouTeNnbCcTBa. [lokazaHbl MOJENM MPOHUKHOBEHHUSI TEPMUHOB Yepe3
JIpyTue TUCHUIUIMHBI, B3aMMOCBS3b HAIpaBJICHUHN TMOJeH, 0 (GOPMHUPOBAHUHU TEPMHHOJOTUU W3
HECKOJIbKMX 00J1acTel 3HaHUH .
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PRINCIPLES OF CONNECTING CONSTRUCTION TERMINOLOGY WITH THE
TERMINOLOGY OF OTHER SCIENCES

ANNOTATION
This article describes how the researching term system relates to other disciplines, including how
they can connect the terms of several disciplines that are used together in different senses on a
regular basis to create a modern, unified system of one subject. They emerged in the construction
industry from these disciplines, and their emergence has influenced the building and vocabulary
development of the construction industry. Models of the formation of terms through other
disciplines, the interrelation of the directions of fields, the formation of terminology from several
areas of knowledge are shown.
Key words: term, terminology, filiation model, contamination model, heterogeneous model,
homogeneous model.

TepMuHonorusiia TepMUHIAP MabIyM Ba aHUK Oup (aHra oujag MabyMOTHU O€pyBUUIUD.
B.®.HoBonpanoBanunr ¢ukpuya “TepMUH MHCOH TOMOHHJAH OepuiajuraH MabIyMOTHH
KynauTupuO, yHra aHUK HaTWXKaHU KYIIUO MabHOHM sIHA/la MyKaMMaJIpOK KWiInO Oepuiim MyMKUH
[HoBogpanosa 2000: 68]. FOkopuna xkenTtupu® YTUATAHIEK, KypPWIHII TEPMHUH TU3UMHU SKHH]IA
naio Oynrad Ba mak/utaHuo Oopaérrannapaan xucobnanaau.by Tuzumra Oomka dhanmap TErUIIn
OynraH,7bHA MabHOCH KECKMH (apK KWJIaJAUraH TEpMUHIAp XaM Kupajau. JIekuH u3naHum
JABOMM/JIA SHT Y30K TapHUXra 3ra MyXaHAMCIUK COXAaCHHHUHI TYPJIM TapMOKJIApUHU Y3-UYHUra OJraH
TepMHUHJIapHUAM Kypuil MyMKkHH. [AOnypaxmanoBa A.3.2016 340]. Xap Oup HHIIOOT Ba
KOHCTPYKLHUSAJIAD HMHCOHUAT TOMOHMJAH KypWJIHII MyXaHAMCIApU TOMOHHJAH spaTWIMETTaH
caHbar acapuaup.by TapMoK KynruHa OMHOJAPHUHT PEXAcH, JOMMXACH Ba KypWIMIL Kapa€HUTrada
Oynran >kapa€HHU TalWIKWI 3Taiu. byjmapHUHT XxamMmacu KypWIMII MYXaHAWUCIUIU COXacura
TEruuuaAnp. MyxaHauciauK KypuInuiii Xap TOMOHJIaMa OOIIKa coOXaJapHU XaM Y3-Uuura ojraH Ba
nyHE MH(paTy3WIMacUHU SIpaTyBYd TapMOKIUp. TyHHeNIap, KaHajulap,caHoaT 3aBOJUIapH, Typap
XKOitap, TemMup Hyiap, a’pornopTiap Ba OOMIKAa WHIIOOTIAPHU KypHII KyPHJIHMII CAaHOATHHHU
¢dakatruHa Oup KucMuaup.Kypuiauin TepMUHOJOTHUSCUHUHT SIPATWIMILN KYPWJIMII COXAaCHHUHT
OonulaHUIIM Ba OMHOJAPHUHI Oapmo ATWIMIIM OwiaH Oornukaup. BuHorpagoBHUHTr ¢ukpuua,
“TepMUHOJIOTHSIHUHI Tapuxu- Oy Tabuar Ba JKaMUATIArd KOHYH-KOMJAJIAPHUHT, alpum
COXQJIAPHUHI MaJlaHUSATH, WIM-(GaHUHU My)KaccaMm OJTIIAH SXJIUT TU3UMIUp.Xap Oup (aHHUHT
TapUXy TEPMUHJIAPHUHT MAabHOCHU Ba IIAKIUIAHUIL TAPUXMJAH TalIKui TonraH. [Bunorpamos 1961:
67; Cynepanckas, [Tononsckas, Bacunsera 2004: 19].

Vpramaérran KypuIMII TEpPMHHIAD TH3UMH OOIIKA COXa (aHIapu OWIaH MyKaMMall
napaxana OornMKAMp. 3aMOHaBUM sroHa Oup THU3MMHU spaTHIl y4yyH OHp Heda coxa
TepMUHJIADUHU Oup-Oupura Oofjam Ba yJapHH OOIIKa MabHOJA HWIUIATHIIMIIAHA MYHTa3aM
paBullla yypaTUIl MYMKHUH. bup nexkcuk tu3uMm Oup Heua (annap Aoupacuja HIUIATHIUIINA
MyMKUH. Kypunmuin yHra Oofnuk ¢anmap cy3lapHU acCCUMWISIIMS KUJIUIIM MYMKHH- TE€XHHMKara
ouJI-(Kypwidil (QU3MKacu, KypWIMII MEXaHUKAcH, KypHJuIlia HIuiad YMKApUIl TEXHOJIOTUSCH,
KypWIHII MaTepajulapt, apXUTeKTypa, TPAaHCIOPT, UppUralus, ruApaBiInuKka, reo/1e3us, OKeaH OJAH
Ba KHUPFOK OVimaaru KypwiMIl TEXHOJIOTHUsUIapu), TaOuui ¢annap (TympOKUIYHOCIHK, KHUME,
9KOJIOTHSI), MKTUMOMHN Qannap (MKTUCOA, MEHEKMEHT), MaTemMaTuka ¢aHura ouj (onui
MaTeMaTHKa, FeOMeTpusi) Ba Gpannapapo (paHra aillaHTUPUILN MYMKHH.
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TepMUHONOTUSIHUHT MOJENIN OUp Heda OWIMM MalJJOHM OpKaJM IIaKulaHaigu: 1) MaBxyn
(dangaH SHTU OMJIMM MalIOHUHU XPAJIUII HATHXKACUAQ; 2) UKKA (paHHUHT Oupiammacuaa; 3) oup
Katop ¥3apo (anmapuunr tabcupu Hatmxkacuma; C. I'. KazapuHa TepMUH TH3UMHHU KyWHIard
anoxuaa mojesuiapra axparrat. [Kazapuna 1998]. [A6aypaxmanoBa A.3.2016 356].
l.®Ouananuon moaeab [ [Idunuanmon ycyn €paamuaa (y3JIyKCH3 aXpaTHIN) aJoXuaa OWiIuM
MaiJIOHUHI TEPMHHOJOTHSCH acocujaa IakiiaHuml. by Monenbra TErunuid TEPMUHIAPHUHT
acoCHHHU Yy3ialiMa Ba MaHOanap/adH KUpuO Keirad KyliMa Ba Mypakkad Tallkuil KUIa u.

2. KonTaMuHaluoOH Mojeb — Oup-Oupura OOFIMK MKKUTA (aH Joupacuia makianrad 0yimo,
KOHIJIOMEpAT TEPMUH, IbHU E3WIUIIN OUp XHJI aMMO MabHOCUHHU (paH Aoupacuia y3rapaiu.

3.I'ereporen monena [ Oup Heua (anHnap nowpacuia IIAKIJIAHTaH TEPMUH TU3UMU OYnuOb, Oy

TEPMUHOJIOTUSHUHT TapKUOU Oup X1 Oyamaiiau.

4. 'omoren MopeJ- makiaHuo Oynran (annap roupacuaaru TEPMUHIAPTa XOCAUP, YMyMUR

WIUIATIIAIMTaH MAJUTMHA TAJUIap acocuaa maimgo 6ynran repmunnapaup. [Kazapuna 1998: 73-74].
Kypunum coxacuparu TepMHUHJIApPUHU ypraHaau, TaxJIWid KWjgaaurad Oyicak yHHU

reTepOreHINrura Tyia-TyKIuC UIIOHY XOCHJI KUJIMII MYMKHH, YyHKH Yy MYXaHJUCIIUK COXacuIaH

axpanu0 YMKKaH 6110, KOHIJIOMepaT TEPMUHIIAP/IAaH XaM TalIKUJ TONTaH.

HIyHUHT y4yH TE€PMHHOJOTMSHUHI I'€TEpOreH TapKUOW Ba YHHMHI 4erapajapyuHH aHHKJIAIl
KUWUMHIUTUHA Oyl MyMKHUH. TagkukoT onu0® OGopuiiraH TEPMHHOJIOTHMS TU3MMHUHU TY3HII YYyH
0u3 Jyratiap, )KypHajulap Ba JapciuKiapra 3bTHOOp KapaTAUK Ba Y3JIyKCU3 HaMyHa OJMII YCYJIH
OulaH TaHJAHTaH KypUJIUII TEPMUHOJIOTUSCUHUHT OapuyacuHU TH3umiamtupauk. Llynaai kummo,
Kypuwiuin  (anmapu  Ty3widmu - OViimda mpodeccrMoHanm  MabiyMOTJIap acocuja  OW3HUHT
HaMyHaMH3Jaru 6ap4ya TepMUHOJIOTUK OMPIIMKIIap TETUIUIM TypyXJapra aXpaThiiIu.

HIyHUHT y4yH TE€PMHHOJOTMSHUHI I'€TEpEroH TapKUOW Ba YHMHI YerapajlapuHU aHHKJIaIl
KMHAMHIINTH KeTHO YHKau. Y praHiiran TepMUHONON M TH3MMHUHY Ty3HII Y4YH JIyFaTiap, KyIIIMya
XaBoJlaJlap/aH, >KypHajUlap Ba JapciuKiapra y3jlIyKCU3 HaMyHa OJIMII yCyJqu OWJIaH TaHJIaHTaH
KYpWINII TEPMUHOJOTUSCUHUHT OYTYH XaXMH TU3UMJIAIITHPUIITaH.

Mynnait kunuO, Kypuwinil (annapu Ty3ynuinyd 6yiinya npodeccoHasl MablyMOTIap acocuaa
OM3HUHT HAMyHaMU3/1aru 0apya TEPMUHOJIOTHK OMPIUKIIAP TETHIILIN TypyXJjapra aXpaTuiiaiq.

TepMmuHnapHu Kypuium coxacuaa (paon KyJUIaHWJIaJAWraH TETMLUIM COXaJlapuHU aHUKJIAlll
HaTHXKallapyuia KypUIl MyMKHH.

1. Apxurektypa WHyHaaummu-TaHmadt  Au3aidHM, YH-KOH  AM3aiiHM,  I1aXapco3JuK,
apXUTEKTypa EAropIUKIapU PEKOHCTPYKIMSICH Ba PECTaBPALIUSCH.

2. MyxaHaucJMK  KYPMJIMII  HHQPATY3WJIMACH- MYXAHIUCIMK  KOMMYHHUKaLMsUIApU
KypPWIMIIN Ba MOHTaXU,KypUIIUII MaTepuaiapy, OyroMmiapyu Ba KOHCTPYKUMSUIApUHU UILTA0
YUKapUILl,  MYXAHAUCIMK  KOMMYHHUKALMsUIApH, neBopOon-napo300n  KypUIIHIL
MaTepuauiapu TEXHOJOTHACH, Teoe3us, Kaprorpadus Ba kamacTp (GyHKUIUsIIApU Oyitnda,
9KOJIOTHSI Ba aTpo-MyXUTHU MyX0da3acu.

3. DbHHO Ba MHIIOOTJIAp KYPWJMIIM-HE)TH Ba Ta3HU KaiiTa WIUIAIl CAaHOATH OOBEKTIApH
KypWINIIN,TUAPOTEXHUKA KYPWIMIIN,CYB TabMHUHOTM Ba KaHaJdu3alus TU3UMIIAPUHU
JOMMXANAIITUPULI Ba SKCILTyaTalUsACH.

4.  KypuiumHu OOmIKAPUII- IIaxap KypWIUII XaMJa KOMMYyHal HMHQpaTy3uJIMaHU TalIKWI
STUII Ba OOMIKapuIl, KypWIMLIAA HUKTUCOAUET, KypWIMILJA MEHEXMEHT,Kuiimar-
WHXUHUPUHITH Ba KyuMac MYJK OKCHEPTU3aCU,METPOJIOrUs,CTaHIapTAAIITUPHUIIL  Ba
MaxCyJIOT cu(aTh MEHE)KMECHTH.

Tepmunnapau TapMmokjiap OVilMua Takcumiaml OMp Heda JMHIBHCTUK ME3OHJAp acocuja
Ooynanu:

TepMUHONIOTUK OWPIMKIAPHUHT TapKUOWUN KUCMIIApUTa acoCiaHTaH Typzaoml (danmapra
TEruIIM (MaTeMaTHK TaxJIWI,KUMEBUN TapKUOM, reojie3us TaxXJIWJIM, TEXHUK-UKTUCOIUI acoc,
MEbMOpUH AM3aiiH, 0K XaTH); Kabu Xy}oKaTiapra MypoxaT KUJIUHIH.

C. B. I'puneB nyraT €3yBua TeMaTUK aTpUOYLMSHUHT JIEKCUKOTpapuK MapaMeTpUHUHT
MaBXXYJUIUTH TabKUIaraH. YOy Me30H JIyFaT €3yBUTa TErunuid OYimuO OWIUM COXACHHUHT
KYpCAaTKMUMHU Ha3apjaa TyTaJu.
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CHHOHMMHK aTama, yMyMHUH €KH y3ura XOoC TyIIyH4anap, OOIIKa aTamanapra xaBojajiap
aJIOKaHU KypcaTaJural acCOLUATUB KUXAT MaBXKYy/.

Kypunumr coxacm wmyrtaxaccucu OyiMaraH TWINIYHOC Y4YyH OyHOai BasusTiapaa
aTamMaJlapHH a)KpaTHIL Ba KypPWJIMII aTaMallyHOCIUTUTa AaHUK TETUILIN OYIraH COXaHu aHUKJIalll
KuiinH Basuda Oynumu MyMkuH. LLlyHuHT y4yH, caHa® yTuiran mMe3oHiapra OOFJIHMK COXaHU
aHukiamra é&pnam OepmaraH XxoJjlaTiapAa, OW3 KypWIMII COXacHJIaru MyTaxaccuciapra
MypoKaaT KUIIHK.

Tepmunnap Maxcyc TyUIyHYaHd HMQOJAJIOBYM  JMHIBUCTUK Oenru  cudaruga
TWIITYHOCTIAp TOMOHUAAH TaJKUH KWIMHAAW. TepMuHONIorus OViinya Ha3apuil uIuiap xap JI0UM
OMp XWUJI TAJKUH KUIMHMACIUTH MyMKUHJIMIY aHUKJIaHJU,Xap OuUp OJIMM TepMHUHIapra Typiuda
tabpud Oepran.Tepmunonorus- 0y ymMyMuil TapkuOHil XycycusiTiiapra acocjiaHraH XoJsija Oup
MpeAMET COXacu Joupacuia y3-Y3WJaH PUBOXKIAHUO KeNraH JIEKCUK OWpIUKIApHUHT
OUpUKMacCUIHP.
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AHHOTAIUA
Ma3zkyp Mmakosiaga Oab3u Oup TYH MapocUMHU S3THOTrpadU3MIAPUHUHT JIMHI'BOMAJaHUI
KUXATIApU TaxXJIWJI JTUIATaH. OTHOrpaU3MIIApHUHT THJI TH3UMUAA TYTraH YpHHU, YJIapHUHT
CEMaHTHKAacH XaKuJa XaM MabiIyMoTiap Oepuirad. TWINIYHOCTUMKHUHT JIMHI'BOKYJIBTYPOJIOTUS
COXacu Xakujaa Kuckada tabpud OmnaH Oupra peanus, CTEPEOTHI, JIJAKYHA TEPMUHIIAPH XaKUIa XaM
TyxTanu® yrtuiarad. Mamxyp TWIIIYHOC OJUMJIAPHUHI MaB3yra ouJl (uKpiapura MyHocabaT
omwinupwirad. Ty MapoOCUMIIApUHMHT MWUIMA peayidsi Ba CTepeoTHun HdOoaacu SKaHIUTUTA
Mucoiiap Kentupuiarad. Taxjmnra onueradn stHorpagusmiap CypxoHnmap€ Boxacu Ty
MapocuMJIapy HaMyHaJapuJaH TaHaad OJMHIaH.
Kaaur cy3nap
JluarBokyneryposiorusi, Onyapn Cenup, peanus, MyKOOWICH3 JIEKCHKa, ‘‘AJMOMUII’
JOCTOHM, CTEPEOTHUII, MAPOCUM, YJIOK, II0X YJIOK, KYEB YJIOK, KapH >KWJIUK, capIio ajuianaTap.

Kurbanazarova Nargis Shodiyevna

Lecturer, Teacher of Department Uzbek language
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LINGUOCULTURAL ASPECT OF ETHNOGRAPHIC UNITS IN LINGUISTIC SYSTEM
(ON THE EXAMPLE OF SURKHANDARYA WEDDING CEREMONIES)

ANNOTATION

This article analyzes the linguocultural aspects of some wedding ethnographisms. In the

article given information about the role of ethnographisms in the language system and their

semantics. Along with a brief description of the field of linguoculturology of linguistics, there are

also given descriptions of realiae, stereotypes, terms. There given comments to the views of well-

known I scholars on the subject. The national realiae and stereotypical terms of wedding

ceremonies were also discussed. Examples are given that wedding ceremonies are an expression of

national realiae and stereotypes. The analyzed ethnographisms were selected from the samples of
wedding ceremonies of Surkhandarya oasis.
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Kypo6ana3aposa Hapruc lllagueBna
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JUHTBOKYJbTYPOJIOTMYECKUN ACHEKT 3 THOIPA®UYECKBIX EJIMHUILL B
CUCTEME SA3bIKA (HA IPUMEPA CBAJEBHBIX OBPA10OB CYPXAHIAPBU)

AHHOTALIUS
B cratpe aHanm3uMpyrOTCSd JMHTBOKYJIBTYPHBIE AaCIEKThIl HEKOTOPBIX  CBaJCOHBIX
sTHOTpadu3MoB. Takke, OMUCHIBAIOTCS pEATNH, CTEPEOTUIHI M TEPMHUHBL. YKa3aHa pOJb
THOTpa(U3MOB B S3BIKABOM CHCTEME, NMPUBEACHA HHPOpPMALMs O CEMAHTUYECKUX CBOMCTBAX
JTAHHBIX E€OUHUIl. PaccMaTpuBalOTCs HAIMOHAJIBHBIE PEATMd M CTEPEOTHIITHBIE CBAJCOHBIX
uepeMoHui. [IpOKOMMEHTHPOBAHBI B3IJIABl MW3BECTHBIX JIMHTBUCTOB II0 JAHHOM HAy4YHOM
npobneme. [IpuBoasSTCS MpUMEPBl  JOKA3bIBAIOIIME YTO CBaJACOHBIE IIEPEMOHUU  SIBIISIOTCS
BBIPQKECHUEM HAIMOHAJIIBHBIX pETHii W CTepeoTunoB. J[lns aHaimmza sSTHOrpadu3MoOB OBLIN
BBIOpaHbI 00pa3iy cBaaeOHBIX 00psiaoB CypXaHaapbUHCKON 00J1aCcTH.
KuioueBnble ciioBa: JIMHrBoKynbTyposiorusi, Dasapa Canup, peainn, HEOKBUBAJIICHTHAS JICKCHKA,
snMYecKas nosma “AnnoMuin’, CTEpPEeoTHII, puTyai, yiok, [llox ynok, ynok xenuxa, Kapu mxumuk,
capIio ajiajiarap.

KIRISH

Xap Oup TUIHUHI JUCOHMH TH3MMHJA LIy TUIAAH (oiJanaHyBYM MUJUIAT MabHaBUSATH,
TapuXui Takpubacu Ba MaJaHUSATUHU aKC AITTUPYBUM OHUpJIMKIAp TU3UMU MaBxkyld. Maskyp
YHCYPJIApHUHHI HMYKM ILIAKJIW TWIra OJIMHraH OeNrujapHU ¥3 CEeMaHTHUK KYyJaMuja KamJIOBUM
xoauca cudaTuaa MIUIUN TUIHUHT aci PYXUSTHHH HAMOEH 3Taju. DKCIPECCHUs, SMOIMOHAIIUK
OunaH TYHuHraH ymoy ceMaHTHKa, Y3 HaBOaTuia, MUUIMK (OJBKIOp CEMaHTUKACHUHU OETaKpop
KOHHAaTat OuiaH oonutanu. by oupnukinap — sTHorpadusmiIapaup. Maskyp MakoJaMu3aa
ATHOrpa(pU3MIAPHUHT TUJT OMJIaH OOFJIMKIIUTH Ba Y3Ura XOC JIMHIBOMaIaHUN KUXATIapUHU TaXJIUII
KUJIaMU3.

Tun — xap OMp XanKHUHT ypd-oaariapu, KaApusATIapu, MUJUIMH MaJaHUSTUHUHT acOCHil
XyCyCHSITIIapH, THCOHHUHT AyHEra Oyiran MyHocabaTuHU y3ujaa udoja 3TyBYH, XyJIK-aTBOPUHUHT
SHI IOKOPHM KypcaTKuuu cudaruaa amoxuga Kummarra osra. lllyHra kypa, KUIIWIapHUHT aloKa
BOCUTAcCH XHUCOOJIAHTaH TWJIHM YpraHWIl Ba TaJKUK OTHUIJA MYJIOKOT >XKapaéHu, Ba3HAT, aloKa
KUJTyBUMJIADHUHT MaKca/ld, XaTTH-XapakaTh, PYyXUATHHU HHOOAaTra Ojuml Myxumaup. YyHku
TUiAaH ¢GoianaHuil Kxapa€Hu KYIKUPpaidu, KeHr Bazudaiu ¢aoaust 0ynubd, y HadakaT MHCOH,
Oasiky OyTyH OOIUTH MIJIJIAT, XaJlK XaKU1ard TacaBBYpJIapHHU y3uj1a udogaiaiiu. Tun —
MaJaHUSATHUHT Ky3rycu OYnu0, yHIa HadakaT MHCOHHHM ypal TypraH peajn OOpJMK, YHUHI peal
SlIanl [apoOUTIapu, OalKd XaJKHUHT WKTUMOUN VY3WHU Y3M AaHIVIAlM, YHUHI MEHTaJIUTETH,
MUJUIMHA XapaKTepH, XaéT Tap3u, aHbaHAIApH, ypd-oaariapu, axJIOKH, KaApusariap WAFUHANCH Ba
OyHEKapallMd XaM akc 3Taau. byHaa, MHCOH TWIJI Ba MaJaHUAT OOfjoBuUMcH XucobinaHaau. Tun Ba
MaJaHUAT y3apo LIyHAail OOFJIaHTaHKH, TUIICU3 MaJlaHUAT, MaJaHUSATCU3 TUJII MaBXKya Mac. SbHH,
Onyapn CenupHUHI TabKUAJAraHUJEK, MaJaHUSIT — TypMyIl Tap3UMHU3HU TaBCU(IOBYH,
VOKTUMOUN Mepoc KUIMO OJIMHraH aMalluii Majlakajgap Ba Fosulap Maxmyiu Oyica, TUJ YHUHT
SIIAIl TaBPUIJIMTMHY TAbMUHIIOBYM BOcUTaaup. Tuin Ba MagaHusT Oup-Oupu OWilaH KaHYaJIMK
SAKUH ajokazia OyicMacuH, ylapHU (QapKiaHyBUYM TOMOHJApHU XaM 00p. MalaHUATIIYHOCIIUK WIMH
OuaH IIYFyJUIaHYBYM OJUMJIAPHUHI MakcaJau aciuja MaJaHUsIT HUMa HKaHJIUTH, 3TUKA, SCTETUKA
KaOu TyLIyHYaJIapHUHT acj MOXUSATHUHH YPraHull Ba TYLIYHTUPULI OYIica, TUILIYHOC OJTUMIAPHUHT
Basudacu MaJaHUSATHUHI TWiIra Ba TWIHUHT MaJaHUSATra TabCUPUHHM  AHUKJIALIIUD.
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TuIIyHOCTUKHUHT JIMHIBOMAJaHUAT COXAaCH TWJIHUHT allHaH MaHa 11y TOMOHJIapUHM YpraHaayu Ba
TaxJIua Kuinaad. byHpaH Tamikapu, JMHIBOMaJaHUSAT — TUJIIYHOCIUK, MaJaHHUSTIIYHOCIHK,
STHOrpadusi, TICUXOJIUHIBUCTHKA YOppaxacuaa BYXKyJAra KeiaraH MypakkaO (MHTErpaTHB) WIMHMA
(dan O0YynmO, TUIT Ba MaJaHUSAT, THJ Ba XaJIK, THI Ba MIJIJTUH MEHTAJIMTETHUHT y3apo OOFJIMKJINIY Ba
¥3apo Tabcupunan yprananu. [lyngait  kunub, JHMHTBOMAJAHUSATHUHT ACOCHH  NPUHITUILIAPH,
TYLIyHYaJAPUHU TaxXJIWJI KWINII, THJI OUPJIMKIAPUHU JIMHIBOMAJAHUN KUXATIAPUHU H30XJIall
yCyJulapyu OWJIaH TaHUILWII, TUIHUHT SIIUPUH KYPUHUILKM — MHCOHHUHI SLIAIl IIApOUTH OuilaH
OOFJIMK OYJIraH TUIHU YpraHUuIIMMHU3ra UMKOH Oepaiu.
ASOSIY QISM

JIMHrBOMaJaHUAT COXacH TEPMHUHJIAPU OpPACHIA MWUIMK peayivsl y3ura Xoc YpuH TyTaiu.
Munnuii peanusiiap — Oy MyaisiH XalKHUHT Xa€Td, TypMYIId, MaJaHUSTH, WKTUMOUN-TAPUXUN
TapakKUETU YUyH XapaKTepiu OYiraH npeaMeriap, Xoaucanap Ba 00beKTIIapHU HOMIIOBYHM, OOIIKa
XIKJIap y4YyH YHYaJIUMK TaHUII Oynmaran €ku Oerona OYiraH, yJapHHHT THJUIApUAa aHHUK
MyKOOWIM OynMmarad, MWUIMH KOJOPUTHHM HQOJANoBYM cy3nap €KUM Ccy3 OupuKMaiapu;
MYKOOUJICU3 JIEKCHKA TypJIapuaaH OupH.

V36ek MHUIMIT JIMHIBOMAJAHMATHAATM MMUIMA peatuss KypUHMILIAPA OOWIKA IyHE
XaIKIapH MAJaHMSITH Ba MIJUTHIIMTHAAH Y3Ura XOCIHTH OHIaH aXpaan® Typamgd. Y3GeKHCTOH
XaJIKUHU TYpJd MIJIJIAT Ba 3JaT BaKWUIapu TalIKWI 3Taad. Yiap Oup Xyayana Kyn acpiapjaaH
OyéH €HMa-€H smad, KapuHIOIUIMK pulnTanapu Owinan Oorianran Oyicamapnaa, y3ura xoc ypod-
oJ1aT Ba Mapocumiiapu OmiaH (apkianaguiap. XycycaH, pecimyOonukaMu3HuHT Kaaum CypxoHaapé
BOXACH Y3UHUHI ASTHOrpaQUK MAKOH OHKAHJIMIHM, aXOJUCHHUHI Y3Ura XOC MaJaHuATH, Ypo-
oJlaTiapu, MapocumiIapu OujaH Oomika XyaymaiapaaH dapkiaHaan. MagaHusTHy SHT EpKuH udoaa
3TYBUUCH — MAapOOCUMIIAp BOXa TapUXUHU HAMOEH 3TYBYM, XAJIKHUHI MaJaHUSATUIHU KYpcaTyBUH
MUJUIMNA peanusiiapiad XucoOIaHaIu.

MapocuM HMHCOH MOAIUI Ba MabHABUM TYPMYLIMHHUHI Tajna® Ba »XTUEXM OWiIaH ro3ara
KeJIraH Ba Kelajurad, Tabuuil XaTTH-xapakar, Oe3ak Ba MaTHra sra OyinraH XaéTtud caxHa
acapuaup. llly Ooumcnman nynéma ¥3 mapocumiapura sra Oyiamaran OupopTa XaMm XallK HYK.
bunobGapuH, y MyaiisiH xaJIKHMHT OOIlIKa XajkiapJaH (apKiaHuO TYpHUILWHU TAbMUHIOBYM MYXUM
sTHOTpaduk Oenrunapaan Oupu OynuO xw3Mar Kwiagu. YyHKH Xap KaHaa mapocuM y Eku Oy
XQIKHUHT MabiIyM OWUp TapuXuil TapaKKUET STamuiard HMKTUCOAMM, CHUECHN Xamaa MaJdaHHil
PUBOXKJIAHUII ~ JITapaKacMHU  KypcaTyBUM acocuil  OedrunapHu  y3uga  HuUcOataH — Tyna
My>KaccaMJIAIITHPWITaH X0Ja BYXKy/ira KeJlaJu Ba siany.

Cypxonmapé Tyl Mapocumiapu, XyCycaH HHUKOX TYWM MapoCHMJIApH BOXa MIJLUIAN
peanusicu Ky3rycuaup. YHIaru xap Oup jgexkcema y3ujaa MAJUTMIIIMKHA Udosa dTaau. XalK Tapuxu
OwiaH TaHMI OyIMaraH Kuiujaa OOITKa MabHO aHTJIATyBYHM XaTTH-Xapakatiiap Ba cys3jap, aciuuia
OyTyHJal Oomika Ma3MyH KacO 3Taju.

Tyt xap Oup xanK MaJaHUATHIA Y3Ura XOC Tap3Ja HUIIOHJAHAAW Ba TYpJIM XaJKJjap
TOMOHUJAH Oup Owpura yxmam Oyamaradn ypd-omaTiap, pamsiap Ba cy3inap opkamu udoma
stunaad. by sca Oup Twi €KMW MaJaHUAT ATAaCHHUHT OOINKAa OMp THJI €KMW MaJaHUST 3racura
OUNAUPMOKYM OYIraH GUKPUHU, KEITUPMOKYM OYIraH TabpUPUHU TYUTYHTUPHILIA MypPaKKaOIUK,
HOKynanuk Tyraupaau. MOxopuaarn ¢ukpiaap Ty MapoCHMIIAPUHUHI JIaKyHa SKaHJIWTHUHU
kypcataau. Jlakyna (7ot. lacuna “Oymumk, 4yKypiauk, dyHKAp koil”’; ¢panc. Lacune “OYynuiuk,
Oy 5k0i”’) — OMPOH XaJKHUHT Maulllui, MaJaHUH, KTUMOUMN Ba TapUXUN Xa€THU yUyH XapakTepiu
Ba OomKa XalK y4yH OeroHa Oynran, Oomika TWJJa aHWUK MYKOOWJIM OyiMaraH cy3 Ba Cy3
oupukmanapu. Tyl Mapocumiapu 3THorpadu3MiIapy 3ca JaKyHaHUHT Y3Ura XOC HaMyHAaCHUIUD.
Ky#uaa mynnait aTHorpadusmiiapiad Oup HEUTaCHHU TaXJIMJTra OJaMHU3.

V110K — 3uKuHUHT Oostacu. JIyHEHUHT KyAa Ky XalKjIapy TWIWra ailHaH SUKMHUHT 0oJiacH,
KMYKHMHA 94KU Tap3uja TapKuMa KWJIMHAIW Ba ¥3 MabHOCHA KeJNraHAa JIaKyHa XMCOOJIaHManIu.
AMMO JMHTBOMAJaHMM >KuXaTnaH ymly peanuss KaJuMJaH 4YOpBauWIMK OWJIaH LIYFYJJIaHUO
kenran CypxoHmapéna xap KaHIad BasuwaTAa XaM Ty Oenrucuaup. Kamumman xankumus ypo-
oJlaTJIapu opacuia MaBxy 0ynub, “Annmomuir” JOCTOHUAA KyiilaHraH Ba OyryHTH KyHJa Xam
MaBXKy/l peaius:
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V36aknap pacumu urysaii 6ymau:
Yomka-Tyniga con HUruTiaap Keinaau,
XakuMmOeKkaaH “Ky€B yJoK~ cypasu,
C¥paran ogamiap KypyK KoJMaJu,
Bbynapra xam Outra capka 6epau,
Baxrtu xym 6ym Oymnap ketud 6opasu.
“Kyé€B ynok” Ky€Bkypanapra KSJIMHHUHT yHUra Tyi KYHATUIIIAH OJINH, Ky€B TOMOHHUIAH
oepunanu, €ku cyitn6 3uédar kwmnanu. Lllynunr yuyH aitHan Ky€B jekceMacu OuiaH OOFIaHaIH.
Boxaga Oynman Tamkapu “yiok”, “moB yJokK’, “mIoX yJOK  KaOW JIyFaBUW BOcCUTaiap
opkanu: 1. Wurur Oynakak KeIIMHHUHT yiura Tyu xyHatumiaa ( by epna Tyii — cerm, capmo-cypyk
MabHOcuaa. Kagumru ypd-onaTinapra Kypa »KOHIUK — Kyl XaM Oepuiiaau. bynma Tomonmap y3apo
KEJUIIyBUra OMHOaH, KyEBHUHI MKTUCOJIMN UMKOHMSTUrA Kapad MKKUTAJaH, YHTaraua Oepuiras.)
TYH KyitapHuHr onauna OopamuradH “mop yiok~ (GoHETHK y3rapumra ydpad, “moB” Tap3uia
tanadpdy3 xkununamu, (boi., Kuszu., Kymk,). “Iop” — “moB” — myx, KO4aroH, TYTKH4 Oepmac,
tanam. bynnaili HomnaHumura cabab, OyiiHura pymois Ba myja OofnaHraH ymoly YJIOK OUpUHYU
O6ynu0 tyTtran kuimwura 6epuianu. LLlyHUHr ydyH Kyn4uink opacuzaa tajam Oynaau. OnaMoHAaH
CECKaHTaH YJOK Kouaau. HuxosT kumaup yJaokHU TyTHO, Y3uHUKH Kuiamu. JKyaa kyn xomapnaa
CypXOHYa OaFpUKEHIJIMK Ba MEXMOHIYCTIMK OUJIaH yJIOKHHU TYTraH KUIIM YHU TYH sracura Oepaau
Ba ynok cyhmnamu. 2. KOkopmmarm Mapocumaa xam Ce3WITaH ‘‘ramamr’, ‘“‘Tajamumr’, ‘‘Tajail
OynuI” MabHOCH, KYMKapuIaru “yjiok’ JIEKCEeMACHUHUHT MabHOCHAUD. SIbHU KYIKapu MailioHUra
TallUIaHTaH YJIOK YONaroHJap opacuia Tanam Oynaau. SIkyHaa kumragup HacuO 3Tajau Ba 'y 0ol
COBpPUHHU KYJIra KUPUTAIH.
Boxanunr 0ab3u TymaHiapuaa aifHaH “1IOB yJoOK~ - “II0X Yok~ Tap3uja aituiaau (Mys.,
Tep., llep.). 3. “Illox ynoK” xaM Ky€B TOMOHUJAH OYiakak KEJIMHHUHI yWUra >KYHAaTUITaH Tydra
kymunaan. Pakar OyHzma, IOKOpUAaru “miop — moB” — IMIyX, KOYaFoH, TyTKW4Y Oepmac, TaJiail
MabHOCHJAH TalIKapu “mox’ — O0NuIHK, 0omr 0yaub OopyBUH, ONAMHAA TYPYBUM MAbHOCHHH XaM
udonamaitnu. bynman tamkapu “CapnoHd yJIOK Kuiap’ MapoCHMMH XaMm MaBxkyxa O0ynuo (V3yH,
Onrt.), yHIa XaM YJIOK ¥3 MabHOCHIaH OOIIKAa MabHO/IA KYJUIaHWIraH. by ep/ia KeTMHHUHT ceriapu
Tajam KwinHaau (yJIoK Kuiap Oy YpWHIA Tajalluil MabHOCH[A KYJUIaHTaH. SIbHU, KYNKapumarua
Tajam KWIMHAAraH YJIOK OwinaH Oup Xxuin MabHO Ounmupran). by mapocumpa omatma aémiap,
Ku3jap Ba € OoJianap MINTUPOK 3Taau. Yiap AaBpa Kypamwiap. KenmnHHHMHT cerutapunu Oupopta
aén Oup Ky4yoK KwinO JaBpaHu aiyaHuO torypamu. Atpoduaarunap cemman Oupop Oup Hapca
onuira Xapakar Kwiagud. KenwmHHMHT cemu KyT, 0axT pam3u xucoOjaHagu Ba Yy3uja Kyriad
AIIMPUH MabHONap udomanaiiau. by peanusiga CypXoH XalKura XOC CTEpEOTHI HamyHacu Oyii
Kypcarran Oyiu0, cypXoHAapEnuKiap KaJuMId UpUM-CUpUMIIApra MIIOHYBUM XalIK SKaHJIUTMHU
Kypcaragu. MabiayMOT/IapHU HUFUIN >KapaéHUAa MBIYMOT OepyBUMJIAPDHUUHI siHA Oup ¢uKpura
kypa, “CaprnoHu yjnoK Kujap” MapOCHUMM KEIMHHMHI KaH4a HUruTiapiad Tanam O0ynud, aiinpud
onmuarann udomacu xam xucobOnaHap dkaH. CypxXOH XaJKuJa MakcaJ KyHWIIUMH, KaHYa
KHUUHYIWIMKIAp OyJcajga yHra HpUIIHII PyXH ycTyBop OVymamu. JlocTonmapia KyiisiaHTaH,
AnnomMuiigad Mepoc 6yiaran 0y xapakTep CypXOHJIUKIIAp yUyH CTEPEOTHUIl XUCOOIaHaIH.
Kapmxumink — Tyt — HUKOX TYHU KyHHM Ky€B osiura Kyiwnagurad taoM. CypXoHJapEHUHT
Tepmus, lllepobon Tymanmapuaa OMMK KUIMK IIAKIN XaM ydpaiaun. Maskyp peanus XxaMm OoIka
TAJI Jrajapu HYTKUJA JIaKyHa XHCOONaHWO, y30€K MagaHusATH Ba ypd-oaaTiiapyu Xakuaa TYIUK
TylIyH4ara sra OyiMarad kuuiwiapaa OyTyHiai Oomika MabHO-Ma3MyHHH aHrjaTtaau. bynna, kyés
KEJIMHHU OJM0 KEeTHIl Y4YyH YHHUHI y#ura YpToKjIapu Ba SKUHJIapu OuiaH Oopranjga Ky€EB
JacTypXOHMra Kyiuiaau. YHU aBBajl Ky€B, KeWHH YHUHI YpTOKIapu HaBOaT OuiaH THUILIA0
rymruaad edau. Kapixuwink, acnuja Kapyu MOJHUHT 3Mac, €1 MOJHUHT uiuru Oynagu. By cysk
MOJIHUHI OJIIMHTH O€Fu OynuO, miuk (cysk €ru) my o€kaaH OomnuiaHaAu Ba aBBaj LIy O€K €fra
Tynagu. by Vypungaru HOM KyE€BHHMHI y30K yMp KypuO, KapuraHja Xam Kyd-KyBBarra TYJIuO
fopuIIMra Hucoaran aiTwirad. OMUK KUIUK €0 HOMJIaHTaH/a 3¢ca CysIKHUHT OOIIMIaru OUpPUKHUIII
KucMmura umopa Oepuinaau. byHaa ommMK-MomuMK (MOIIMK — MabIIyK), sS’bHU OUp-OMPUHU TaK030
STUIIUIMK Ha3zpaja TyTwiaau. AWHaH OomuK OYIMO KOJIMOK OMpUKMAacHaaru OmmukK (CeBUO KOJIMOK,
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mango O0ynmubd KOAMOK, ypraHu® KOJIMOK KaOu) MaHamly cysk HOMH OujaH Oorimuk (ymly onat
BOXAHUHT Jesipiu Oapua xyaymuiapuga Oop). by epma maskyp peanmusi udoma staérran
CypxoHnapéna sIIOBYM XaJKHUHI YOPBAYWIMK OWJIaH IIYFYJUIAHUILM, TYIOT MaxcCyJOTIapUHU
SAXIIM KYpUO UCTEBMOJI KWIIMIIH, XypMaTJId Ba a3U3 MEXMOHJIAPHUHT JACTypPXOHUIa IYIIT KYWHIITN
(dakar CypXOHJHMKJIApra XOoC CTEpeoTUuIl Oynamd, MaJaHUSITHH KYpCcaTyBYM JIMHTBOMAJIaHHI
OUpIUKAUP.

Kypunub typubauku, 6upop Oup XajiKk Xakuja TacaBBypra 3ra OVJIHIN Y4yH YHUHT MUJUIANA
peanusicura 3THOOP Kaparwil Jo3uM. MaganustHu udonanoBun “Wuku’”’ THIT MabHOJAPUHU
TymryHMail Typub, y Xank TyFpucuaa (GUKp OWIMPHIN KHIMH. Y3Mra XOCHHK, GOIIKanapiaH
aXpanuld TypHUIl MaJAHUATHU HGPONAIOBYM TWIHMHI HMMKOHMSTH OuilaH OaxoiaHagu Jiecak,
amammaiimuz. Mana Oy Tuil Ba MaJlaHUSIT MyLITapakIUTUra sKKoia MUCOJIIUD.
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