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AHHOTALIMA KJIFOYEBBIE CJIOBA
B crarbe Ha mpuMepe (oOIBKIOpPa HAPOIOB MUpPA, IPOU3BEACHUH arnorpauuecKoi, IpuHumMn TpUabl,
KITaCCHYECKOH M COBPEMEHHOW JHTEpaTyphl aHAIM3HPYIOTCS TCHE3HC IPHUHIUIA TPHAJbL, MAaru4ecKue 4ucia,

ero cBoeoOpasue, COlMaNbHbIC, HPABCTBCHHBIC, a TaKkke (PUIOCO(CKO-XyI0KECTBCHHbBIC (onbKIIOp, FeHe3uc,
¢dyuxun. Llenpro BCCIeIoBaHus SIBISCTCS PACKPBITHE POJIM TPUAIbl B XyIOXKECTBEHHOM ApPXUTEKTOHMKA, MEPCOHAK,
JIUTEepaType, PacCMOTPEHHE €€ XyJOXKEeCTBEHHO-ICTETHUECKOU (DYyHKIIMH, HCIONIb30BAHUSL 00pa3, TeKCT, yueHHe,

1 (POBBIX perpe3eHTaIM TpHaIbl B KaueCTBE I0ITHUECKOro 00pasa, a Takke B KOMIIO3UIIUH 3CTETHKA, arnorpadusi,
JIUTEPATypHBIX INPOU3BEICHUIl. ABTOPHI OOOCHOBBIBAIOT Ba)KHOCTH KOHIICIIMH, OCHOBY apXETUIl, KOMITIOHEHTBI
KOTOPOH COCTaBIIseT TPUAa, IPOCIEKUBAIOT €€ TeHEe3UC, CBI3b C IPOOIeMOil XapaKkTepoB CIOXKeTa.

MePCOHAXKEN B COBPEMEHHOM y30€KCKOI JInTeparype.

Bbum mocraBieHBl CIENYIOIIME 3aJaud: OIKMCaTh  HAyYHO-TEOPETHUUECKHME aCIeKThI
TEpMHUHOJIOTHY, CBA3aHHOM ¢ IU(POBLIMH PENPE3SHTALIAMHU; H3yIUTh IPoOIeMy IU(PPOBBIX
penpes3eHTaluil, B YaCTHOCTH, JOKa3aTh YHUBEPCAJbHBIH XapakTep IPOU3BEACHUH Ha
OCHOBE TpHaJbl, PACCMOTPETh €€ (PYHKIMOHAIBHBIC aCHEKThl, BOIPOCHI HCIIOIb30BaHUS
TaKUX NPOU3BENCHUI B CBS3H C XXKU3HEHHBIMHU SIBICHHSMH; IPOCICAUTH B3aHMOJEHCTBHE
oOpa3a TpHaibl C COIMATBLHBIMH PEANUsIMH, U3yUHTh IpUMEHEHHuEe U (YHKI[HOHAIbHBIE
O0COOCHHOCTH TpHUaIbl B JpEBHEH JuTeparype M B3aMMOCBS3H YHCIA C PA3INYHBIMU
MOHATHSAMY; HPOAHATH3UPOBATH HCIIONB30BAHHE TPHAABl B KOMIIO3UIIMH IIPOHU3BEICHHUS,
OTMETHB €€ KJIIOYEBYIO POJIb B CTPYKTYpPHO-KOMITO3HIIMOHHON cUCTeMe Npou3BencHuil. B
paboTe TaKKe NMPEICTABICH aHAIIM3 COJCPKATEIbHO-CEMAHTHIECKIX 0COOCHHOCTEIT urcia
B KJIACCHYECKHX JACTaHaX U XyHOKCCTBEHHBIX IPOM3BEICHUAX, er0 (YHKIUH B CO3MaHUS
BU3YyaJIbHBIX 00Pa30B; NPOUILIIOCTPUPOBAHO HEMOBTOPUMOE COAEPKAaHUE MCTOPUUECKUX H
XyJIOKECTBEHHBIX 00pa30B B MPOU3BEACHUSX C YYacTHEM TPHUAIbI, PACCMOTPEHBI 00pa3bl
HCTOPHYECKUX AesATeNIel B IPOU3BEJCHHAX C CHMBOIUKON TPUABI (TPOUIIBL) U €€ IIEPEeHOCHOE
3HAUYEHUE B JIPYIUX NPOMU3BEICHMAX; JAHO 00OCHOBaHME OOpalleHUs K HAI[MOHAJILHOMY
CBOCOOpa3HIo, pearsM U HAaMOHAIBHOMY KOJIOPUTY B IIOZOOHBIX Ipom3BeaeHmsIX. Kpome
TOro, B paboTe H3ydaeTcs IpodiieMa rapMOHUYECKOI CBSI3U MOTHBOB, OTHOCSIIUXCS K 00pasy
TpuaJbl, 1 UCTOPUUECKOH PealbHOCTH, YHHBEPCAJILHOIO XapaKTepa MOTHBOB, pealbHOI
JIECTBUTENIBHOCTH U XyHL0KECTBEHHOTO BBIMBICIIA.
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ANNOTATSIYA KALIT SO‘ZLAR
Magolada jahon xalqlari folklori, agiografik asarlar, mumtoz va zamonaviy asarlar misolida Uchlik tamoyili, sehrli
uchlik timsolining genezisi va uning o‘ziga xosligi, ijtimoiy, ma’naviy, shuningdek raqamlar, folklor, genezis,
falsafiy-badiiy funksiyalari tahlil qilinadi. Tadqiqotning magsadi badiiy adabiyotda uchlik arxitektonika, personaj, ob-
timsolining o‘rni, badiiy-estetik vazifasi, poetik obraz sifatidagi ishtiroki, adabiy asarlar raz, matn, ta’limot, estetika,
tarkibidagi ragamli timsollar, xususan, uchlik asosidagi tushunchaning ahamiyati, genezisi, agiografiya, arxetip, syujet
zamonaviy o°‘zbek adabiyotidagi qahramonlar xarakteri bilan bog‘liq muammolarni ochib komponentlari.

berishdan iborat. Tadqiqotning vazifalari sifatida quyidagilar belgilandi: ragamli timsollar
bilan bog‘liq atamalarning lug‘aviy, ilmiy istilohi, nazariy jihatlarini tavsiflash, raqamli
timsollar, xususan, uchlik asosidagi asarlarning universal tabiati, funksional jihatlari,
bunday asarlarning hayotiy hodisalar bilan bog‘liq holda qo‘llanishi masalasini o‘rganish;
uchlik timsolining ijtimoiy vogqelik bilan o‘zaro aloqasi, uchlikning qadimgi adabiyotda
qo‘llanilishi va funksional xususiyatlari, raqamning turli tushunchalar bilan munosabatini
tadqiq etish; uchlikning asar tarkibida qo‘llanishi, bunday asarlarning struktur-kompozitsion
tarkibidagi o‘rnini aniqlash; mumtoz dostonlar va badiiy asar tarkibidagi ragamlarning
g‘oyaviy-mazmuniy xususiyatlari, badiiy obraz yaratish masalalarini tahlil gilish; uchlik
timsoli ishtirok etgan asarlarda tarixiy va badiiy obrazlarning o‘ziga xos ifodalanishini
ko‘rsatish; uchlik timsoli aks etgan asarlarda tarixiy shaxs obrazi va uning boshqa asarlarda
majoziy ma’no kasb etishi, bunday asarlarda milliy o°ziga xoslik, realiyalar va milliy kolorit
ifodalanishini asoslash; uchlik timsoliga xos motivlarning tarixiy vogqelik bilan uyg‘unligi,
motivlarning universallik xususiyati, real vogelik va badiiy to‘qima masalasini o‘rganish.
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ABSTRACT KEY WORDS

The article analyzes the genesis of the principle of the triad and its originality, social, moral, The principle of the triad,

as well as philosophical and artistic functions using the example of folklore of the nations of =~ magic numbers, folklore,
the world, works of hagiographic, classical and modern literature. The purpose of the study genesis, architectonics, main
is to reveal the role of the triad in fiction, its artistic and aesthetic function, its participation character, image, text, teach-
as a poetic image, digital representations in the composition of literary works, in particular, ing, aesthetics, hagiography,
the significance of the concept based on the triad, its genesis, problems with the character archetype, plot components.
of heroes in modern literature. The following tasks were set: to describe the scientific and

theoretical aspects of terms associated with digital representations, to study the problem of

digital representations the universal nature, functional aspects of works based on the triad,

issues of using such works in connection with life phenomena; the interaction of the image

of the triad with social realities, the application and functional features of the triad in ancient

literature, the study of the relationship of number with various concepts; the use of a triad

in the composition of a work, determining the place of such works in the structural and

compositional system; justifying the expression of national identity, realities and national

color in such works , the universal nature of motives, reality and artistic fiction.

BBEJAEHUE

Ponb Xyno)keCTBEHHO-3CTETUUECKOIO MBIIIJICHUSI B 3BOJIIOLUUA MHPOBOTO CO3HAHMS
3HAUNUTENNbHA, U JUTEPATypHOE, TBOPUECKOE HACIEIUE KaXI0M HallM{, Hapoja COCTOUT U3
HETPEePBIBHBIX 1emeil. PakTop BeKUBAaHUSI(COXpaHEHHs) 00pa3lioB HCKYCCTBA, CO3JaHHBIX C
He3araMsATHBIX BPEMEH, ONPEeIIeTCs IEHTPpaTu3alueil YeT0BeYeCcKO TyIu U TyXOBHOCTH,
OpHUEHTALIMEN Ha BOCIUTAHUE XyJOXECTBEHHOIO BKyca M YTOHUEHHOCTH. [Ipumepsl coBpe-
MEHHOT'O CJIOBECHOTO MCKYCCTBa, KOTOPOE Pa3BHUBAJIOCH B IIPOILIOM BeKe 0€3 KpUTEpUEB U
(hopM COBETCKO UCOIOTHH, CEHUac CTAHOBSTCS 00JIee BEICOKOXY/0)KECTBEHHBIM, 0ObEKTHB-
HbIM. [l09TOMY CyIiecTBYeT HEOOXOAUMOCTH B IIEPEOCMBICTICHUH, HCCIIEIOBAHUH JINTEPATYP-
HBIX U XYJIO)KECTBEHHBIX IMPOU3BEIEHUI MPOILJIOr0 HACIEIUs. DTO CO3/1aeT HEOOXOIUMOCTh
M3y4YEHUs BOIIPOCOB, COAEPIKALIUXCS B JINTEPATYPHBIX MPOU3BEACHUX, CO3JaHHBIX HALIMMHU
MIpeIKaMu, B CpPaBHEHHUH C IIPUMEpaMH COBPEMEHHOM JIUTepaTyphl O MOAHATUIO MOPAJIEHOTO
JTyXa HaluH.

B MupoBoM nuTepaTypoBeieHHN IPU3HAHO, YTO TIPOU3BE/ICHNUS, OCHOBaHHBIE Ha ITU}-
POBBIX CUMBOJIAX, CYIIECTBYIOT Y Pa3sHbIX Hapo1oB. M3yueHue renesuca, QyHKINOHATIBHBIX
0COOCHHOCTEH TaKMX MPOM3BEICHUN, MCTOPUSI KOTOPBIX YXOAMT KOPHSMH B JpEBHEHIINE

10
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BpEMEHA, TaKXKe BaXKHO, BO-TIEPBBIX, MIJISI HCTOPUHA MHUPOBOI TyXOBHOCTH M KYJIBTYPHI, a BO-
BTOPBIX, JJIs1 I3YUCHUS ¥ O0yUESHHsI, IPOTIaraH/ibl UICTOPHH Xy/JT0KECTBEHHOTO MBIIIIJICHHS Ha-
pona.

I'ene3uc npousBeeHN, OCHOBAaHHBIX Ha MU(POBBIX CUMBOJIAX, U3YYCHHE PA3BUTHUS
JIATEPATYPOBEACHUS OTHOCSTCS K YHCIYy aKTyaJIbHBIX, HEOOXOIUMBIX BOIPOCOB, TOICIKA-
IIUX UCCIIETOBAHHIO.

[IpuMeHeHne pa3IMYHBIX YUCEN B COIUAIBHO-(PHIOCO(CKOM, XyI0KECTBEHHO-HPaB-
CTBEHHOM paKypce UMeeT OOMBIIOe 3HAUCHUE TIPU U3YUCHUHU Psijia BOIPOCOB, TAKUX KaK UX
IIeJIeBBIE ACTeKTHI, BbIJlada aBTOPCKOTO 3aMBbICIa 32 UACIO B CBSA3H C OIMPEACIIEHHBIM YHCIIOM
B KOMITO3UIIHH TTPOU3BEICHHS.

BrisiBiieHO, 4TO 1IHQPOBBIEC PEIPE3CHTAIIUY B KOMITO3UIMH KITACCHYECKUX JTUTEPATyp-
HBIX TTPOU3BEACHUM CXOXKHU IO CIOKETY U KOMITO3UIINH, TI0 HHTEPIIPETAIIUN H300PaKESHHH, IO
cytu u popme. Tem He MeHee, MacIITad MX U300paKEHUS, CII0CO0 M3JIOKCHHUS U BBIPAKCHHUS,
CTHIIUCTHYECKHE aCTIeKTHl M IMMOATHYECKHE OCOOCHHOCTH CBOeoOpa3Hbl. Ha ocHOBE CXOXHX
CIOKETOB B aQHAJIOTMYHO OJHM3KUX IMPOU3BEJCHUSIX BOILIONMIACTCS HAIMOHAIbHAS WICHTUY-
HOCTb, PeaJiiy, HAIIMOHAJILHBIN KOJOPUT. TOT (akT, YTO MOTOOHBIE CHOKETHBIC CXEMbI BCTPE-
YaroTcs B JUTEpaType pa3HbIX HAPOIOB, Teorpaduueckoe pactojokeHHEe KOTOPBIX IaJIeKO
IpyT OT ApYTa, SIBISETCS CBUICTEIBCTBOM TOTO, YTO OO OHU MIMENH B3aUMHBIE JINTEPATYP-
HBIC CBSI3H, TMOO0 3TO MPOU3OIILIO O] BIMSIHUEM ONpe/IelIeHHON cutyanuu. [loHsTHO, 4TO, ¢
OJTHON CTOpPOHBI, MOJIpa3yMeBaeTcs HaIMYUe CIOKETa, a C APYTOl CTOPOHBI, TAKKe CIeyeT
YYIUTBIBATH TUTIOJIOTHIECKOE CXOICTBO MEXKITY TIPOU3BEICHUSIMH.

WnTepriperanys mudpoBbIX JOTOTHIIOB Pa3HBIX 3MTO0X MPHOOPETAET TAPMOHHIO C TOUKH
3pEHUS CHOXKETHOH CXEMBbI, CUCTEMbI 00pa30B, UICOIOTHYSCKUX aCMEKTOB, CXOJICTBA CTPYK-
Typbl. Hannuue o0mux u quddepeHuanbHbIX aClICKTOB MEXTy MPOU3BEICHUSIMI MUPOBOI
JIUTEPaTyphl YKa3blBaeT Ha HEOOXOIMMOCTh WX HAYYHOTO M3YUCHUS, a TAKXKE HA aKTyallb-
HOCTh JJAHHOH TIPOOIIEMBI.

OCHOBHAASA YACTDb

Uwcna, XOTS ¥ UMEIOT OTHOIIEHHE K MaTeMaTHKe, BAKHBI U B Xy/JIO0KECTBEHHON JIH-
TepaType, cIy’ka BBIPAKEHUIO UICHHO-XYI0KECTBEHHOTO 3aMbICIIa TTHCATEIsl, BBITIONHSS OT-
JIEJIbHYIO Xy/I0’KECTBEHHO-ICTETUUECKYIO 3a/1ady. [103ToMy ¢ He3anmaMsTHBIX BPEMEH YHCIaM
yAeIsuochk ocoboe BHMManue. Kak roBopHiI 3HaMEHUTHIH Tpedeckuii yaeHsii [Tudarop, mud-
pBI UMEIOT CBOM COOCTBEHHBIE 3aKOHBI W OOJIAatoT OBITHEM, TIPUPOION W 0COOOM CHIIOM.
OOBIYHO TG PHI TIPOSBISIFOTCS B KEIAHUH, CTUMYJIE U JaKe B UX COOCTBEHHBIX JICHCTBUSX.
B u3HM yenoBeka HeT CJIOB, Ha KOTOPBIE He BIUsLIM Obl nu(pbl. Bes BceneHnas BomoTuia
B ce0e TaifHy MpUpoabl Ha OCHOBE 9 uncen. B mpeBHUE BpeMeHa CBSIIIEHHBIM, CYACTIUBBIM U
Marm4ecKuM YHCIIOM OBLIO YHCIIO TPH — KOTOPOE CUUTAIOCH CUMBOJIOM TPEYTONBHUKA, CHM-
BOJIM3HUPYIOIIUI €IMHCTBO, OJHIICTBOPSIONINI CETOMHAIIHAN U 3aBTPEUTHHIA JIeHb, IEBU30M
TpHUaAbl CYUTANIACh PaJOCTh. B OCHOBHOM JaHHOE YMCIIO CBUJETEILCTBYET O CBSITOCTH CO-
BEPIIACMbIX ITOCTYIIKOB, @ TAKXKC O MOJIOKUTCIbHBLIX Ka4€CTBaX MYKECTBA 1 OI‘pOMHOfI ay-
XOBHOH U ¢msmueckoit cmire. Kpome Toro, uncio 3 CIy>KUT CHMBOJIOM “‘Hadaiia, 3aBEepIICHIS
Y COBEPIIICHCTBA OTIPEIEIICHHOTO YPOBHS MOCIeN0BaTeIbHOCTH . IMEHHO TI0 ATON MpUYHHEe
9TO YUCIIO YaCTO BCTPEYACTCS B MUPaX.

B scretuke JAPEBHETO MHpa INIaBHBIM IPUHIUIIOM CHUTAJIOCH YUCJIO, KOTOPOC ABJIA-
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JIOCh LIETIOCTHOM CTPYKTYPOU, MPUHLIHUITNAIBHO OTIIMYHON OT HbIHEHUIHEH KOHILIETIIIMK YHCETI,
MOCKOJIbKY MCUHMCIICHHE ObUIO HE IPOCTO PE3yJIbTaTOM, a BOIIJIOMIAIO HACI0 MOopsiIKa B cede.
Haxownern, oHo o6magano MarepuaibHO-TBOPYECKOHM CHIION M OBLIO CIIOCOOHO CO3aBaTh MM
pas3pbiBaTh BEUIM HA YacTH, a 9TO 3HAYMT, YTO UX MOKHO OBLIO TOHATH. YUEHHE O YHCIaX
6bu10 BELABUHYTO [Indaropom n ero nmocnenoarensmu. Muorne ¢unocodsr onupanvcs Ha
3TO YUCHHE, B TO BPEeMsI Kak GHI0COPCKHE IIKOJIBI eIlie OOJIbIIE PaCIIMPHIIN U YIITyOHITH yue-
Hue o yucne. Hampumep, “O uncnax” [lnoruna umn “TeonorymeHsl apudMeTHKH” 1CEBIO-
SImBnmxa (B paboTe AaeTcsl CHCTEeMaTU3UPOBAHHBINA yUET YHCEIN J0 AECATH B COOTBETCTBHU C
koutenmueit [Tudaropa)”. Takum 0Opa3oM, y4eHHE O TOM, YTO YUCJIO SBJISETCS TIEPBUIHOMN
OCHOBOM, MPIMEHNMO KO BCEH JPEBHOCTH.

B pesynbrare aHanu3a 0kazajaoch, 4TO APEBHErpeYecKre MU(BI B OONBIIMHCTBE CIyyYa-
€B CTPOWIKCH Ha OCHOBE Tpual. Hampumep, Tpuaga 3eBc — Ankmena — ['epaki. JlerenaapHsiii
I'epakit - momy0Gor, TO €CTh TUTS AJTKMEHBI, 3eMHOM, CMEPTHOMH KCHIUHBI U Iapst 60ToB 3eBca.
Takum 00pa3om, MOSIBUIOCH BCE M3 OECKOHEUHOTO IPOCTPAHCTBA — BCSl BCEJICHHAS U BEUHbIC
Ooru. Utak, B JpeBHOCTH KOHLIEIIIMS IOHATHS TPUaIbl IPOsBUIIA ceOsl B BUAE KOCMOCa — BCe-
JICHHOW — BEYHO YKHMBYIIMX OOTOB M KOTOPAsi MPOHUKIIA B XyI0KECTBEHHYIO JINTEPATYPY.

Mudonornaeckoe BUCHIE, OCHOBAHHOE Ha TPOUIIE, TAK)KE YHUKAJIHLHBIM 00pa3oM OT-
pa’keHO B NCIAMCKHX BO33pEHHAX, B KopaHe u pyrux CBAMIEHHBIX MyCyJIbMAaHCKUX KHUTAX,
HarpuMep, BCEJICHHAs CO3/1aHHAasi caMUM AJIIaXxoM, TaKKe OCHOBaHa Ha Tpuaze, T.e. 1. Hebo;
2. 3emis; 3. Mexny HUMHU YEIOBEK, KOTOPBIH CHYCTHJICS ¢ Hebec, )W, yMep — BOIIEN B
3eMJTI0, OCHOBA CBOEOOPA3HOHN TpHA bl “MOOOBHUK — JIFOOOBHMIIA — COTIEPHUK ™ OTpa)keHa B
Tpuage Anama, EBbl u apsiosia. [lo3ke 3Ta Tpraaa 3aHsuia LEHTPAIbHOE MECTO B (DOIIBKIIOP-
HBIX KaHpaXx U XyHA0)KECTBEHHBIX CIOJKETaX B MMCbMEHHBIX JIMPUUECKUX, SIMTUUYECKUX, Apama-
TUYECKUX KaHpaX.

B ycTHOM TBOpUEcTBE HApOIOB MHpPA, B YACTHOCTH, B CKA3KaxX M MI0CAX MOKHO HAWTH
o0mye 1 CXOAHbIE MPOSIBIICHUS BOILUIOIIEHUS Tpuaabl. HampuMep, cka3ku MHOTUX BOCTOY-
HBIX U 3aMaJHbIX HAPOJI0B HAYMHAIOTCA cO coB: “JKui-Obut aph (My»KUK, CTapUK) B OBLIO y
HEro TpH ChIHA MJTU TPH AodepH”’. MHOTOYNCIIEHHBIE UCTIBITAHUS U TPUKITIOYEHHUS CKa30YHBIX
repoeB, TaK)Ke MPOUCXOMAT B TPUIAEBATOM IAPCTBE, TPUAECATOM TOCYIapCTBE WM HA JpY-
TOM KOHIIE cBeTa. [ epon cka3ky BBIOMPAIOT OJIMH U3 TPEX IyTeH, WM OIMH U3 TPeX KaMHEH,
OHM MPOXOJAT Yepe3 TPU UCIBITAHUS, IPEXKIe YeM T0CTUYb 1ienu. OueHnBas CyTh “Marude-
ckoif” Tpuansl, mureparyposen K. ImamoB B kHure “Y30€KCKHE HAPOIHBIC CKa3KH~ MUIIIET,
YTO “TpaJWIIMOHHBIE TPUAIBl — TPU MyTH, TpU Opara, TPU KOHA, TPX HOUM - 00ECTICUNBAIOT
PaBHOMEPHOE POAOIKEHUE CIOKETHOTO ABMXKEHUSI B OTHOM pyciie”. Hucno “tpu’ - oquH U3
B)XHBIX XyHIOKECTBEHHBIX HJIEMEHTOB, ONPEACIISIONINX KOMITIO3UIHIO Y30EKCKIX HAPOIHBIX
CKa30K.

Hononusisi muenue akagemuka H.M. KoHpajga o meHTaTOHMKE, MOYKHO CKa3aTh, YTO
U B “Tpuaze” TakKe BOIUIOLICHA MJIesl GAMHCTBA KaK BBICIIETO COCTOSIHUS MHOTO0Opasus
BCTpeyaeTcs MPaKTHUYECKH BO BCEX HAPOJHBIX CKa3Kax, MOCKOJIbKY TpHaAa MPHCYIIa BCEM
3NIEMEHTaM MTOCTPOEHUsI ClokeTa”. B armorpaduyeckoii mureparype Mbl HaOMI01aeM puMep
BOTUIOIIEHUS TPHAJIbl, 0COOEHHO B MPOU3BENIEHUX, IOCBAIICHHBIX TeMe JIT00BH K Oory. [1pu-
MeuarenbHo, 4to Anmiep HaBou, nenut ar000Bb K 00Ty Ha TpU KaTeropuu: 1) WIIKKU oM; 2)
WIIKHA Ma)K03H; 3) HIIKH XOC. 3HAYHT, PEIUTHO3HOE COBEPILICHCTBO TAKXKE JOCTUTAECTCs yepes
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BOTUIOIIIEHUE TPHAJIBI.

deHOMeH Tpuaabl UMEET PEeITUTHO3HOe, CHMBOIMYECKOE 3HAaUeHHE B MaTepHAIBHON U
JIyXOBHOM KyIIbType HapoIoB MHpa. M3BecTHO, YTO YHCIO0 TpH — B MU(OJIOTO- PEITUTHO3HBIX
HCTOYHUKAX — SIBJSICTCS OJTHUM M3 HauOoJjiee pacnpocTpaHeHHBIX. B To ke Bpems “1o0oii
OypHBII mporiecc”, mrodas cucteMa (00IIEeCTBO, KYJIBTypa, JTI000HW YesloBeK, HampaBiIcHUE,
TEOpHS U T.JI.) “KOTOpasi COCTOUT U3 TPEX CTaJNi — BOSHUKHOBEHUS, PaCI[BETa, pa3pyIICHHUS
— IBIAETCS UAEATLHON MOJENBIO” .

Tpowuiia — B XpUCTHAHCKOM PEIUTHO3HOM yueHun: bor-oren, bor-cein u Cearoit Jlyx,
MMOHMMAETCS KaK TPUEIUHbIH Bor, B TO BpeMst Kak Tpuaja MOHUMAETCS B JIByX Pa3HbIX 3Ha-
YEHHSIX TO €CTh, ITepBasi TPHAIa €CTh — €ANHOE IIeJI0e, COCTOAIIEE U3 TPEX OTACIBHBIX (par-
MEHTOB WJIM YacTel”, Bropas Tpuaja — B punocoduu [eresns, 3To MOHSATHE, KOTOPOE 03HAYACT
TPH 3Tarna pa3BUTHSI.

B penurnoszno-mMuonornieckoM MIPOBO33peHUH HapoaoB LlenTpanbHoil A3un TpHua-
Jla INTepaTypHBIX TepOeB 3aHMMaeT ocoboe Mecto. Hanpumep, B Mudax, ckaskax, JereHaax
MOYKHO YBHUJIETh HJICIO O TOM, YTO MUP COCTOUT M3 TPEX TaKEH: BEPXHETO, CPEITHETO M HUXK-
Hero. Takas MoienTb MUPO3/IaHusl, TOCTPOCHHAs Ha OCHOBE TPHa/Ibl, XapaKTepHa JJIsl pEJIUTH-
03HO-MHU(OJOTHYECKOTO CO3HAHUA MHOTHX a3MaTCKUX HAPOJIOB.

[IpencraButenu cyhusMa WHTEPIPETUPYIOT COCTOSHHUE MPEKIOHEHUS Tepea CyaoM
Anaxa cleyromuM o0pa3oM: eCTh POXKICHHE, €CTh CMEPTh. 3HAUUT, MEKAY KU3HBIO H
CMEPTHIO €CTh BO3MOXKHOCTB, KOTOpasi HaM JIaeTCsl B 3aJI0T, )KU3Hb — BO3MOYKHOCTh — CMEPTb,
9TO U €CTh PENUTHO3HO-(PrToCcOdCKas Tpraaa.

MBI MOKEM BBIZICTTUTH CIEAYIONINE TP (PaKkTOpa BO3PACTAIOIIETO HHTEpeca K MPOU3-
BEJICHUSM aruorpauyeckoro xapakrepa, KOTOPhIE HAlIM OTPAKCHHE B )KU3HH M TBOpYE-
CTBE TUcaTesiei B COBpeMEHHOM y30ekckoil ureparype: 1. CBoOoma, pacKpenomeHHOCTh U
OeCIIPUCTPACTHOCTD, BO3HUKIINE OJlaromapsi He3aBUCUMOCTH; 2. Penuruo3nsie yoexaeHus,
MOTPEOHOCTH BO B3MVISAAX, BO3BPAT K BEKOBBIM IIEHHOCTSIM; 3. Oco3HaHME HAIMOHAIBHON
UJICHTUYHOCTH, HHTEPEC K U3YYCHHUIO HAIIUX HCTOPUICCKIX KOPHEH.

Bomnpoc renesunca cuMBomna Tpuaabl Kak B aHTUYHBIX CIOXKETaxX, Tak U B 00pasiax Kiac-
CHUYECKOH INTepaTypsl BOCXOANT K MUdam u ierernam. llpasaa, cyTh, HACOIOTHUECKUX OC-
HOB MH(OB U JieTeH/T 00BSICHIETCS ¥ PAa3BUBAETCS B COOTBETCTBHH CO BPEMEHEM, C TeUCHHEM
nepronioB. MHOTIa HCTOpUYECKHe COOBITHS TIEPEIatOTCs TIOKOJICHUSM B HECKOJIBKO N3MEHEH-
HOH TPaKTOBKE.

Tpuana nepcoHa)keil 3aHUMAeT BUJHOE MECTO Ha MPUMepax APeBHErpeuecKoi aHTHY-
HOH ITUTEepaTypbl, 0COOEHHO B OOJBIIMHCTBE OaceH D301a, KOTOpbIe MEePEXOANIN U3 YCT B
yCTa U CTalld BCEMHUPHO M3BECTHBIMH: “‘XYJ0’KE€CTBEHHO-ICTETUYCCKUN YPOBEHb OYCHbH BEI-
COK, OCTpOTa sI3bIKa, ITyOWHa CMBICTa, OJECK CUMBOJIOB, aJUICTOpUii, ONUIIETBOPCHUH, BbI-
3BIBABIIIAC BOCXHINCHNE MHOTHX Ja’Ke B €r0 BpeMs U B OoJiee MO3HIE BpeMeHa .

XOTsI CHMBOIT TPHAJIBI aCCONUUpPYETCs ¢ MU(ppaMH, B € OCHOBE JIKHUT BBITIOJTHEHHE
KaK COIMaJbHO-TIOIUTUYECKUX, TaK U JIyXOBHO-HPABCTBEHHBIX, XYJ0KECTBEHHO-ICTETHYC-
ckux QyHkiuid. TakuM 0Opa3om, H3ydeHue npeaMeTa Ha OCHOBE TeHe3HCa U SBOIIOIHOHHOTO
Pa3BUTHS U B XPOHOJIOTMYCCKOM MOPSIJIKE SIBJISIETCS BAXKHBIM (DAKTOPOM JIOCTHIKCHUS OXKH1a-
€MBIX PE3yJIbTaTOB.

W3BecTHO, YTO B KOMIIO3HIIUY IPOU3BEICHUS MTPH CO3aHUK 00pa3a WK CIOJKETa TpHa-
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Jla UMeeT BayKHOE 3HadeHue. [loToMy 4To, TI0 CyTH Xy[I0’KECTBEHHAs JINTEPATypa OXBAThIBACT
BEChb MHUp, BCIO U3Hb YesoBeKa. A BCE cyliee MposiBisieTcss B TpEX mamepeHusix. “Iloro-
My 4TO B Xy[JO’)KECTBEHHOM IPOM3BEACHUH (OpPMa M COACPKAHHE SIBHO MPOCIICKHUBAIOTCS B
OTIpe/IETICHHOM MECTE U BpeMeHH . 3Ha4YMT, 11eJ1eco00pa3HO FTOBOPUTH O TOM, YTO CIOXKETHOE
MTOCTOPOEHHNE B KOMITO3HUITHH JIFO0OTO XyJ0KECTBEHHOTO MPOU3BEICHUS TIPOSIBIIIETCS B TPEX
HU3MEPEHUSIX.

Awmepukanckuii iucatens Mapk Ten B pomane “YKanHa 1’ ApK’™” ONHCHIBaeT COOBITHS
croneTHel BoiHbI u3 uctopun @panun XV Beka. st Toro, 4ToObI XyA0KECTBEHHO BOCCO3-
JIaTh 3TH UCTOPUYECKHE COOBITHS MMMCATEINh HCIIONB3YET TPEXMEPHOE N300pakeHNe COOBITHIA
MpoM3BeIeHH. B mporecce 3HakOMCTBa ¢ TPOM3BeIeHIeM OpocaeTcs B T1asa, 4To 3/1eCh €CTh
elle cBoeoOpasHas TpHala: XyJd0KECTBEHHBIH TEKCT, TepOi W yuTarenb. “JJiss BOCTIpUATHS
MIPOU3BEACHUS KaK IPYrod NEeHCTBUTEIHHOCTH (IO OTHOIICHUIO K HAIICH JAEHCTBUTEIHHO-
CTH) — TOH, TJIe HaC, YNTATEJIeH, HEeT, a TepPOH KUBYT U JEHCTBYIOT, — TpeOyeTcs B Ipesierne
COBMEIICHNE TOYKH 3PEHHS YUTATENS C TOYKOW 3PEHHS OJHOTO M3 MEePCOHAXKEH, T.€. YTOOBI
YUTATENb TaK K€, KaK IMePCOHaXH, CUNTAJ peaJbHbIM MUPOM BCE, UTO OKpY’KaeT repos, 3a-
ObIBast O CyIIECTBOBAaHUHU aBTOpA M TeKcTa B pesynbrare poxnaeTcs HE0OXOAUMOCTh aHAIN3a
B3aMIMOCBSI3H XyJ0KECTBEHHOW PEaIbHOCTH B TPHO: TEKCT, TEPOH M YUTATENb.

TyT Bo3HUKaeT HEOOXOMUMOCTh YIEIUTH 0CO00€ BHUMAaHUE Ka)JIOM 9acTH TPHAJIBL.
[Ipexne Bcero, Hy>)KHO OOpaTUTh BHUMaHUE Ha JABYyX- U TPEXCTOPOHHHE B3aMMOOTHOILICHHS
XYJI0’KECTBEHHOT'O TEKCTa U UX CUCTEMHBIN xapakrep. [lockonbKy ““Xyn0KeCTBEHHBIN
TEKCT — 3TO HE TOJBKO B3I Ha HOPMBI JAHHOW CTPYKTYpBI, HO TaKkKe W UX HapyIICHHUE.
OH QopmupyeTcss U3 3aKOHOMEPHOCTH peau3alid U UX HapylIeHUs B JIByX CTPYKTYPHBIX
MOJIAX. XOTS KaXbIM U3 ATUX TPATULUN CTPEMUTCS K EAMHOINIHOMY JIUAEPCTBY, YCTPAHAA
MIPOTHUBOOOPCTBYIOILYIO CTOPOHY, M KaKasi-TO U3 3THX CTOPOH BBIMTPHIBAET, B LIEJIOM 3TO Oy/eT
MOpakeHNeEM JIJIsl ICKyccTBa. JKU3HB XyI0KECTBEHHOTO TEKCTa TPOSIBIISIETCS B X B3aUMOOT-
HOIIICHUAX, B “‘COCTI3aHHAX

Xots nanneli BeIBoA FO.M. JloTMaHa, U KacaeTcst CHCTEM B XyA0)KECTBEHHON JUTEpa-
Type, €To TaK’Ke MOYKHO BHEAPUTH B TPHALy: Xy[0KECTBEHHBIN TEKCT-IEPCOHAX U YUTATEb.

JlaHHBII OTPBIBOK IO CYIIECTBY SBISAETCS 1) MUKPOTEKCTOM U B HEM MMEETCS IepCo-
Hak-paccka3uuk (2). Ecnu B TeKCT BMeIMBaeTCsl TPETHA CYOBEKT, TO €CTh — YuTarelsb (3),
KOTOpBIA YUTAET TEKCT, TOrNa OH akTuBM3upyercs. [lo cyTH, 3T0 JOKa3arenbcTBO TOTO, UTO
KaXK/IbIi XyI0)KECTBEHHBI TEKCT BBIXOJUT HA TTOBEPXHOCTH C MPUHIMIIOM TpHabl. [loTomy
YTO, €CJTM TEKCT He MPOYUTAH, OH HE aKTUBUPYETCS U 3/1€Ch TIO3HIINS YUTATEIIS, TaKXKe OyaeT
HeoOXoAMMa JIJIS TIOTHOM peann3anuy NpyuHIUNA Tpuaasl. VIMeHHO 3/1ech pOsBISeTCs CH-
CTEMHOCTb BOCIIPUSTHS TEKCTA.

W3BecTHO, YTO MPUHIMI TPHAbl HIMPOKO HCIONb30Baicsa B ¢uiocopun. B gactHo-
ctH, (ppaniry3ckmii yaensrit JKak Jlakan Takke MOIXOMUI K BOCTIPUATHIO OBITUS YEITOBEKOM
0 TPUHITUITY TpHabl. B MCTOYHMKAX cooOImIaeTcs 9To Mo MHEHHUIO aBTOpa: “OCHOBOW BCe
JIOTHYECKON KOHCTpyKIMH JlakaHa siBisieTcsl Tpuaga “pearbHOCTh — M300pa3UTENbHOCTD —
cuMBoNMaHOCTE” (“PeansHoe — BoobpakaeMoe — cuMBOIIMUeckoe™). DTo U3MEpeHHe WIn
MOPSZIOK YeJIOBEYECKOTO CYIIIECTBOBAHMS, B COOTBETCTBHH C KOTOPHIM BO3HUKAET TEMa “‘CyIb-
Ob1” cyObekTa. B 3aBUCHMOCTH OT TOTO, Kakoi M3 HHUX Oollee BBIZENEH U3 OOIIeH CHCTeMBI
pearbHOCTH — M300pa3UTENbHOCTH — CHMBOJIMYHOCTH, MOXHO YCIIOBHO BBLICIHTH HEOOXO-
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TUMBIN dTan KoHtenuu Jlakana. Hanpumep, B pacckaze “Capl UaHTa” pyCcCKOTO MHCATEIS
W.A. BynnHa MOXHO 3aMETHTB, 9YTO 00pa3 COOAKH M €r0 OTHOIIECHHNE K YeJIOBEKY BBIPAKEHBI
B peajbHOM )KHU3HHU, B €r0 BOOOpaKeHUHU M aijieropuvHo: “‘He Bcé mu paBHO 0 KOM TOBOPUTH?
Kaxxapiii u3 oburareneli 3emiid TOro cTout. B kakoi-To MOMEHT YaHT y3HaJl BCEIICHHYIO U
€€ XO35IMHA, C KOTOPBIM OBUIO CBSI3aHO €ro 3eMHO€ cymiecTBoBaHre. C TexX Mop IIecTh JIeT
MIPOTEKIIH, KaK TIECOYHbIe Yachl Ha Kopabie. BOT eme ojjHa HOUB - COH 3TO WIIH SIBb? - CHOBA
paccBeT - HOUb 3TO WK sBb? YaHr ctap, YaHr olienieHe, MbsH - OH BCE ellie ApeMan”

Tak HauMHAETCS DKCIO3MIMS pacckaza. Eciam oOpaTHTh BHUMaHHE Ha OTPHIBOK, pac-
CKa3uWK OIMMCHIBAET COOAKY M €€ COCTOSTHUE MpeMOThl. Takum 00pa3oM cCOOBITHS N300pake-
HBI, MEXTy CTapbiM YaHTOM U €T0 BOOOpakeHHEM U peanbHOCThI0. Tounee, YaHT onuchBaeT
CBOE CyIIECTBOBAaHME, BUANMOE B €r0 CO3HAHMU. 3/1eCh co0aKa MpecTaBiIeHa KaKk CHMBOJIH-
YEeCKHU, TaK U PEATUCTUYHO, KaK CUMBOJI BEpHOCTH. VIMEHHO 37€Ch BBIJENSETCS MPECTaB-
JIeHHast BbImIe Jorudeckas Gopmyna ¢paniry3ckoro yaenoro XKaka Jlakana, ocHOBaHHas Ha
npuHnume Tpuaapl. [lucarens Ha GoHe cobakm M e€ BEepHOCTH, JIIOOBU K XO3SIMHY XYIIOXKe-
CTBEHHO M300pa’kaeT colranbHbIe MTPOOIEMBI, TPAreAHIO CIICHAIICTa, B YaCTHOCTH, HEO0-
cTarolee MUJIOCcepaUe B 00IIecTBe, KOTa X03MH ObLT MOJIOJBIM M B CAMOM PacCBETE CHI,
OH paboTal KamMTaHOM KOpalJisi, BCE ero yBaykajH, a KOoTrjJa IMoCTapel ¥ CHIIbl OCTaBHIIN €T0,
OH JIO’KHBaJI CBOH BEK B XOJIOAHOHN MaHcap/ie MHOTOSTaXHOTO oMa OJecchl,ofliH, 6e3 JICHET,
BApebesru nbsiHbld. Beero storo Yanr He moHuman (IIOTOMY 4TO, OH CUMTAI YTO BCE JIIOH
JTIOCTOMHBI YBaXKEHU).

Brrsacusiercs, uro y Uanra Ha camoM Jene ObuTo TpH Xo3suHa. [1epBbIif - KuTael, BTo-
poii — KarmTaH Kopabis, a TpeTuit — )xypHamuct. Co3aeTcs BIIeYaTIIeHHE, YTO 3Ta UCTOPHS
MOCTPOEHA Ha OCHOBE CIOKETHO-KOMITO3UIIMOHHBIX COOBITHH C Y4aCTHEM IICa U €r0 XO35EB,
TO €CTh TPeX MepPCOHa)KeH, KOTOPBIX 00beanHsieT o0pa3z Yanra. B pacckaze MokHO HaOIIO-
JIaTh, 9TO MPUHIIMI TPHAJIBI UTPAET BEIyIIyIO POJb, M TPHA/IA BHITIONHACT TIIaBHYIO 33/1a4y B
CTPYKTYpE pacckasa.

Urak, ecnu peambHOCTD, 3K3UCTCHIINS, (PaHTa3WsI, CHMBOJIMKA COCTABIISIFOT OCHOBY 4e-
JIOBEYECKOTO CYIIECTBOBAHUS, TO JINTEPATypa, KaK MPOAYKT XyJOKECTBEHHOTO MBIIIICHUS
(nmm popma 0OIIIeCTBEHHOTO CO3HAHMS ), HE OTKIIOHSETCs OT KoHuenun JKaka Jlakana.

BbIBObI

CumBoi, aM0lleMa 1 aJTI03UH, OCHOBAHHBIC HAa TPHAJIE, XyJI0KECTBEHHO-3CTETHYECCKH
3 (PEeKTUBHO BOIUIOIMIAIOT MEepea HaMU Pa3IMYHBIC ATAlbl Pa3BUTHS COIUATLHO-(PrITOCOd-
CKOTO MBIIIJICHHSI KOHKpETHOTO Hapozaa. OOIieuenoBedeckre uieu, BIIBUHYThIC B HHUX, HE
TEPSIFOT CBOETO HPABCTBEHHOTO U BOCIIMTATEIILHOTO BIIMSIHUS B TEUCHHE KAXKIOTO MEPHOJIA.

Hucna, Kak ¥ MHCbMEHHOCTD, CHINPAJIN BAXKHYIO POJIb B UCTOPUH COLMAIBHO-YXOBHON
JKU3HU YEeJI0OBEKa, WCIOIB30BAICS /ISl BRIPKEHUS Pa3IMIHBIX KOHIETINH U BUAeHWA. Ha-
IpUMep, TPOUCXOXKIEHUE CUMBOJIA, OCHOBAHHOTO Ha TpHaJie, ObLTO YPE3BBIYAHO JPEBHUM H
03HAYaJI0 BUJCHUS MU(PUUSCKUX KOHIEIIUI. BOIBIIMHCTBO TaKUX BOIIPOCOB, KAaK COTBOpPE-
HUE MHpa, POPMUPOBAHUE TIEPBOOBITHOIN OOIIMHBI, DBOIIOIIMOHU3M B YEJIOBEYECKOM MBIIILIIE-
HUH, OOBSCHSIOTCS Ha OCHOBE BOIIJIONICHUS TPHAIBI.

B cumBoIe Tpuanel Mbl HAOTOMAEM, YTO €HMHCTBO M TAPMOHHUS TaKKe MPUCYTCTBYIOT
B HAIIMOHAJILHBIX, JJOKAIBHBIX IICHHOCTSX HAPOJIOB MHpa. BBHYy 3TOTO TpHEIMHOE MPEICTaB-
JICHWE OJTHOM M TOMU K€ CYIIHOCTH TaK)K€ YHUBEPCAJIBLHO MO CBOEW Mpupoje. MoxKHO 3acBu/Ie-
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TEJIBbCTBOBATH, UTO 00pa3 TPHUaJIbl TAKXKE UTPAJl BAKHYIO POJIb B CIOXKETE TUTEPATyPHBIX ITaMSAT-
HHUKOB JJPEBHOCTH, KOMIIO3UIIHOHHOM IIOCTPOEHHUH, CIIOCO0E XyHI0KECTBEHHOTO BBIPAKEHHSL.

[TuceMeHHBIE TUTEpATYpHBIE MAMSITHUKH collepKaT H(POBbIe KOHIETLUH, B YaCTHO-
CTH, CTpeMJICHHE 0003HAYUTh UICOJIOTHYECKHE, XYI0KECTBEHHbIC U (PUITOCOPCKUE CMBICIBL,
OCHOBaHHbIE Ha TpHaae. 13 HCTOUHUKOB IpeBHEN U KIIACCUUECKOH JINTEpaTyphl BBISICHSETCS,
9TO MbI HAOJIIOAaeM aKTHBHOE y4acTHE TPHaJ B KOJINYECTBE NEPCOHAXKEH, KaK B MPOJBIIKE-
HUH COLUATBHO-PHI0COPCKUX HICH, TaK U B XY/I0KECTBEHHBIX M ACTETHYECKUX MPUHLUIIAX.

AKTyaJIbHOU SIBJISIETCS] pa3paboTKa TEOPUH XYI0KECTBEHHBIX COCTABIISIONINX, OCHO-
BaHHON Ha BOIUIOLIEHUHU TPHUAJbl, UCCIECIOBAHUS HA OCHOBE KOHIIENIMI M MPUHIUIIOB Ce-
TOIHSIIHETO AHS. TpHagsl MOTYT OBITh CPEICTBOM OOECIICUCHHUS TOTO, YTOOBI CIOXKET JH000-
TO TIPOM3BEICHUS UCKYCCTBa, CHCTEMa 00pa30B U S3bIK MPOM3BEACHHUS MIPEACTABISIIN COOO0M
LEJIOCTHYIO CUCTEMY. DTO HAILIO CBOE IOATBEPAKICHUE Ha IIPUMEPE IIPOU3BEACHUI B XKaHpe
pOMaHa, MOBECTH.

CuMBOIT TpHaabI ABISAETCS MPOAYKTOM YHUBEPCAIBHBIX KOHIENIUI. CHMBOJIBL, YCIOB-
HbIe 0003HAYECHHUs, 00pa3bl, KOMIIO3UIIMOHHBIE CTPYKTYPHI U T.JI., OCHOBAaHHbIC HAa CHUMBOJIE
TpHUAabI ABIAIOTCA XapaKTePHBIMHU YePTaMH BCEMHUPHOM, B TOM YHCIIe y30€KCKOM TNTepaTyphl.
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Ucomunaunos @apxon. Pakamnap onamuaa. — @aprona, 2021. —b. 3.
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ABSTRACT KEY WORDS

Letters are one of the most concise and effective forms of human communication. Together ~ Letter, literary criticism,
with the writer of the letter, the heart, mood, hopes, and dreams of the receiver are reflected in poet, creativity, writer's let-
them. If personal letters between people are seen as a means of communication, then letters in ter, artistic thought, appeal,
literature and criticism are considered a separate genre, and studying the nature and different address.

forms of their letters, which is the key to entering the laboratory of creators, is one of the urgent

tasks. This article examines letters in literature and literary criticism and their place in the

works of the great poets Alisher Navoi, A.S. Pushkin, Gafur Gulam and N. Gumilyov. It has

been revealed that letters play an important role in studying the biography of creators entering

the creative laboratory and are an important source of revealing their creative and spiritual

image. Literary letters serve as a valuable resource for studying not only the lives and works

of writers and critics, but also the period of writing, the history, the reasons for writing, and

the mysteries with all their contradictions. Therefore, in the article, some letters of Uzbek and

Russian writers are studied in a comparative-typological way.

KUPHUII

AnaOuii-TaHKUIard  MakTy0 SKaHPUHWHT HaMyHaJlapUHHU YpraHum E3yBUM Ba
moupap, MyHaKKUIJIap FOKOAUIArd YCIyOWid y3ura XOCTUKIApHU TAIKWK JITHIIIA KaTTa
€pmam Oepuinu, nryoxacu3. UyHKHM anaOuWii-TaHKUAIATH MAaKTyO TaHKHTYHIIUKHUHT OOIITKa
JKaHpJapura Kaparasja, MacajiaH, TaKpu3JiaH Kypa €3yBur OWIaH TaHKUJAYUHUHT, YMyMaH
OJITaHJIa, XaT E3yBUM MIKOJKOP OMIIaH XaT OJIyBYM HIKOJIKOP, KUTOOXOH €KM TaHKUIUMHUHT
¥3apo SKUHIIUK PUIITAIAPUHN HAMOEH dTaau. JHT MyXUMH, axaduii MakTyOmapaa Anaduér,
WXKOJ CUpJIapy, CaHbaT HaMyHalapu OynraH Oaawuii acapiap KaOW amaduii Myammolap
xakuaa Gukp roputuiaad. by sca KUTOOXOHHM AnaOuér ned aTaJMUIN TY3auIuK JyHECH
capy SIKWHJIAIITUPAIN, YHUHT OaIMui IUIMHN YCTUPHIITa KyMak 6epaaun.MakTy0, xat, Homa
WHCOHHUHT Oup-oupura aui po3napu udogacuamp. Ly 6orc kagumaan xatra YbTHOOp KaTTa
Oynran. Xatmap Typiinda Ma3MyHJa OYIWIIM MyMKHH, MacaiaH, OyrOK maxciap, €3yBUH,
TaHKUTYUJIAPHUHT XaTJIapH; [IaXCUH, JYCTOHA XaTjap; WKTUMOWM, IMyOJUIMCTUK XaTiap,
ajabuil xapakTepJard MakTyOJap, pacMHUU Iaxciapra HyJulaHrad xariap Ba.X.K. Bymap
opacua aaTuOJapHUHT MaKTyOJIapH ¥3UTa X0C XyCYCHATra dTaTUTH OMITaH aKpaInO Typaiu.
Anabuérra gaxmnmop MakTyOiap Oup Heva Xl TacHU() KUIMHAIN, MacalaH:

1. banuwii xaTnap: a) Homanap. Axkanemuk b.Banuxyxaes 4 rypyxra 6ynu6 ypranaam,
HOMa Cy3u OWJIaH KeNraH acaplIapHUHT Y3M XaM jKaHp Ba MakcaJl HyKTau Ha3apHuaaH XuiMa-
Xun 0ynu0, ymapHu OWp aHma3a OwiaH yimdarmi, XamMmacura JOUp OMpop KOoWaa UHKAPHII
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MYIIKYJUTUTAHU TYFpU Tabkuiad yranm (Bamuxyxaes b., 1993,20); 6) 6amunii acapmap
WYMard OIMKOHA MAaKTyOIap

2. ApaOuii-rankunuii MakTyOnap. byHpail makTyOnmapHMHT ¥3u xam Oup Heya
kypununuiapra sra. [lloup Ba &3yBummapHMHT Oup KaH4Ya MakTyOJapw Iy cuicuiara
MaHCYOKH, ylapAaH Oab3WiIapuHN TaxXJIUITa TOPTAMHU3.

EsyBun xaTh MaB3ycH, HyHAIMIIM Ba MAKIT XyCyCUATHTa KYpa UKKH XU 6110

1. Wxrtumowuii, cu€cwii, axJoOKwii, amxaOuii Map3ynapja €E3wiraH MakTyOmap.
A.Hagowii, Oiibek, ®@urpar, Uynmnon, C.Ainwuii, F.Fynom Ba J.Toncroi, B.I".Kopoienko,
M.I'opbKUAHUHT MakTyOIapy, ITyHUHT/IEK, E3yBUMIIAp, MyHAKKUAIapra €3raH XaTIapHH 11y
Typra KHpUTHII MyMKHH.

2. EsyBumHMHT MyaiisH maxcnapra Kapata €3raH MIaxcuii xatiaapu.Yiapjaa 6aauuii-
dancaduii Tapakkyp acocuit YpuH TyTaau.

EsyBunHMHT Myaiisn maxcrnapra kapaTa é3raH XaTaapu WKTHMOUiH, 6aiuuii Ba afaduit
KUMMartra 3ra 0ynuo, annbd y3u xaériuruaa Ba y oJlaMaH yTranaal KeHuH XaM Matoyotaa
9BJIOH KWiIMHaBepwiaau. byHnail xatnap agaOuil MaKIMHUHT TUIIUKIATH, TaQakKypHUHT
COJIIa Ba aHUKJINTH OMJIaH yKaHp TAKOMIIIJIAITYBH Ba TAPAKKUETHUTA KYUIH TabCUP KYpcaTaa.
[y cababnm €3yBUnHUHT OyHAal XaTJIapUHA OaTUHi AHUCTONSAP (MHIIO CaHbaTH) aTa0ueT
HaMyHajapu 1e0 IOPUTUIIAIMKH, YJIAPHH XaM Ma3MyHMIa, WYHaJIMIIUra Kypa aXpaThil
3apypIIUrH SIKKON KYpUHAIH. “AIMOIapHUHT MakTyOnapH yJapHUHT IIAXCUSITH Ba WKOIH,
yilap fiiaraH 3aMOH, MyXHUT, yjap OujaH MyJOKOTAa OyiraH ojamiap Xakuja MablIyMOT
OepyBuM MyXuM MaHOamwp. AWHH 9okma, €3yBUM MakTyOmapu Oamuuii amaOuérra sSKWH
TypYyBYH, aja0uii TapaKKUET TAKO30CH OWJIaH Y3MHUHT IAKIMHY Y3rapTupa 0opyBun Oaauunit
WKOJTHUHT y3ura Xoc Typu xamaup’(Axmenosa 111., 2008.64). by ¢ukpra kymmMya Kuauo
IIYHH aWTUIl MYMKHH: E3yBUWJIADHUHT XaTJapiHM KHMIa Ba HHMMa MyHocabar OwiaH
E3MTaHNINTUTa, HYCHHH, Ma3MyH-MOXHUATHTA Kapad TaCHNU() ATHII JIO3UM.

ACOCHUH KHCM

Byrox y30ex moupu Anummep HaBowmii xaTtra »xyna karta 3bTHOOp OWilaH Kapao,
YHHM KUIIWJIAPp OpacHIaru 3HI MyXHUM aJIOKa BOCHTalapuiaH Oupu caHaraH >14. Hasowuit
MakTyOHH 00pa3nu Tap3/a “XKpOHJATrd IIybJia, TAPUKIUK HAMIOHW 1e0 Tabpudnaran. by
XKaHp, aitHuKca, Annmep HaBouit mxoanaa puBOKIAHHITHAHT STHTH OOCKUYUTa KYTapHIIIH.
Byrok HaBowmit xatnan maki cudaruaa xam doiinananrad. Yuaunr Caiua Xacan Apjaaiiepra
WyImaHTa” mespui MakTyOn MacHaBHiina outwmiran. “@apxon Ba [llupun” naru @apxo HuHT
[wupunra, lupuaauar @apxonra iynmaraH WIMKAHA MakTyOjapu Oy JKaHPHUHT TY3ai
HamyHanapu xucoOnaHaau. Acap KaxpaMoHIapuHUHT MakTyoaapu pyc moupu A.C.ITymkun
wronuaa xaMm yuapaiian. Macanan, “Esrenuit Onernn”na TatbsiHara Makty0, TaThsiHaHUHT
OnermHa MakTyOn GUKpUMH3Ta MECOJ O¥YI1a 0JTau.

Bytox monp Ammmep HaBomiinuar Camapkann, AcTpo0oj Ba OoIIKa miaxapiapia
amad TypuO, Typau MyHocabaT OMiaH TypiM 3aMOHJONLIApUra ¢3raH HacpHii MakTyOJIapu
(“MyHmraor”) OyroK aAMOHHMHT TYpJH Ba3HATIAArd KaH(QHUATHHH XAKKOHWH aKC ITTUPraH
Tapuxuil Xyjxokamiap cudaruaa XaM FoaT axamuaTiuaup. bomkasa xkunmb aiTranna,
“HaBowifHMHT ¥3Wra XOC pealu3Md OUpWHYM HaBOaTAa aHa IIy Xamiapaa HaMOEH
oynran”(Fannesa C., 1977,4). Acapmarm MakTyOmap Ma3MmMyH >bTHOOpH OWJIaH FOSATAA
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KUMMaTIH. YyHKHM ylIapHUHT Kyrmuuiurd HaBouiHUHT XaéTh, MKOAUM Ba MKTUMOUN-CUECUI
¢daonuatuan EpUTyBUM Oanuui naBXamapaup. bup kaTop MakryOnapna AaBiaT HIuIapu
Ba IOPT OCOMMINTAINIH WYMUAa KOH KyHAMpaéTraH AaBiaT apOOOMHMHI CHMMOCH HaMOEH
Oynca, 0ab3n MakTyOlapaa HNIOMPHUHT WXKOJ JKapa€HU akC dTauu; OMp TYypKyM XaTiiap
JABJIATHU WJ0pa STHUINTA JOUP MYyXUM XyXKar Oyica, ssHa OMp XWiiapy TaOpHUK Ba Tab3HA
Ma3MyHHUIard HOMaJlapaup.

A.HaBowmii &3mmmanuHr apabua ‘“makty0”, “pykspa”, “xar”’, apalua-popcya
“apzagomt”’, Gopcya “HUMIOH”, “HOMA” Ba TypKuiua “OMTHK’ UCTHIIOXJAPUHH KYIIaiIH.
“MyHmoor” qarn MakTyOsapauHT ndoma ycayou xam Typinya. bas3n makTyOmap KHcka,
coJjia Ba paBOH yciayOna &3miaraH OynuO, MasMyHHM TyLIyHapid, ailpum MakTyOmap sca,
MyaJUTMHUHT MaKcaau aHUK Oyiica XaM, FOsITaa Oalumii CEpIKMIIO Ba KUMKHMAIO0p yciayoaa
&3mnran. Kypkam cy3 xam nbopanap Ousan 3uiiHatiaHrad. “‘bup MakTyOku, caxudacuHUHT
OKJIUTH fApalii KYHTHIJI ’KapoxXaTWra MajxaM OYirucu Ba OWp HOMaku, Kopa E3yBHHUHT
HYKTacHaH OKapraH Kysra paBLIAHIMK OepyBUM KOpauuf OYIryCHOUPKUM, Oy XMKPOH
napau GevopacuHy alpHUIINK JAalITH OBOPACHHM YOy XaT OMjlaH MyKappaM KWJIraH SKaHCH3-
kenu6 Terau”’(Hasowii A., 2001, 65). llly muconHuHT ¥3uEK Xa€T/ia Ba MIKOJIJIa XaTHA MYXHM
caHarad Anwmep HaBOMWHWHT mIaxcHu-ManaHUSTIN, JUAW FOKCaK, WHCOHTAa YBTHOOPIHN
MyTadakkup mounp Kuédacuna Kypcara onaim.

VYayr pyc moupu A.C.Ilymkun makryOnapura »pTHOOp Kaparaauran Oyicak, aauo
rapyas]i TYJIMK Ba Kyj1€3ma xonatuaa 800 1aH opTHK XaT €3raH 0yica-ja, Xar E3UIIHA YHYAIIUK
éxrupmaraannu 1819 iinn aBryct oitmauHT Oonapuaa H.M. Kpusrosra é3ran MakTyOu1a Tan
onmaan: “MeH xart &3umHY EKkTHpMaiiMad. Twir Ba 0B03 OM3HUHT (PUKpIapuMHU3 yUyH €Tapiin
IMac - Ba KajlaM ’KyJa TYMTOK, XKyJa CEeKHH - €3u cyx0at ypaunu 6oca onmaiinn” (Ilymkun
A., 1987, 10). Pyc Ba FapoOuit EBpona anabuéruaa €3yBuM XaTH IIAKJ] JKUXATIAH sHaja
TakoMmTaman. MakTyO pyc Kiaccuk aflabuéTuaa KeHr KyuaHuirad. by skaHpHUHT EpKuH
HamyHanapuau [lymkun Ba TypreHeeB kaOu pyc €3yBUWIAPH WXKOAWAA SKKOJI KYpHII
MyMKUH. A.C.IIyIIKHHHUHT AYCTIapH, MyXJIMCIapura €3raH XaTIapuHUHT Y3H XaM HKKH
xwignad noopat. A.C.IIymKUHHUHT 3aMOHAONIIApUIaH OMPH, TAaHUKJIN PyC TaHKUIYUCH
[1.B.AHHEHKOB YJIyF MIOWD XaTJIapu KUMMATIIN aabuii Tyl SKaHIATH OWiiaH Oupra yiapaa
Ioup o0pasu XaM akC 3TUIIMHY TabKUIJIAaraH 314. “By XaTHUHT siHa OMp KUMMaTJIH TOMOHH
HIyHaky, xat [lylkuHHUHT MabHaBHH, ry3an oOpasunu ynzaan” (Ilymkun A., 1987, 11).

Anumep HaBomiHMHT XaTnapuaa xaMm OYIOK IIOMPHUHT IIAXCUSATH, PYXUH OlaMu,
FaM Ba TAIIBUIUIAPH, XYPCAHIUMINTH, WKOIUN MyBaddakusaTr, Xank Takaupura ouj yii-
op3yJjiapu, Aycriapura MyHocabatu OeBocuTa EpKHMH akc 3Trad. “OmmkaHoO xucimap Ba
Vitnap ounan tyna Oy xatnap HaBomiiHuHT nHCOHMH KH€dac, alHUKCA, YHUHT KUIIUIapra
MEXpH Ba JycTiapra cajokaTh Xakujaa EpkuH tacaBByp Oepanu”(Fanuesa C., 1981, 186).
Maskyp xatnapaa HaBonlHUHT BaTaHmaH WHUPOKAA sAmad TypraH Ke3nmapaa ayctiaap OuaH
JIUHIOpIaIlyBra MyIITOK, OHA IOPT Ba 3JIra COFMHY XMCCH OmyaH Tynrad dap3ang kuédacuga
raB/ajaHau.

“ITymkuH Xakuaa Myxokama IOpUTHII MyMKHH Oynran Oy 6ebaxo ManOazna, — 1ed é3aau
1y KuTo0fia sHa OUp TaaIKUKOTIH, — Ky3 oanMuza [IymkuH Xxap ToMOHIIaMa TaBaiaHaIn:
[lymkun — monp Ba &€3yBum, [lymknH-anadwii Tankumaun, [lymkus — cuécatan, [lymkua —
X03UpKaBoO, cagokatiau nyct, [lymkun — Badogop 3p Ba ota, IlymkuH-conuK Ba FaMxyp
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aka. [lymkuH-TOHWIIMAHI Ba MachyM Xymrdakdak. llymkwH pacmMuii Ba IOKOpH Tabaka
Bakwmutapu noupacuna’ (Ilymxwun A., 1987, 4). XakukaTtan xam [[yIIKHHUHT UKKH KUIIIAH
nbopaT XaTiapy XamJaHraH KUTOOMHH YKucak, Oy ¢ukpra tyna Kymwinim MyMmkuH. Ly
OwiaH Oupra Oy xaTyiap/ia IMOUPHUHT PyXHii-MabHABUN TOPTPETH SIKKOJI HAMOEH OVITajiu.

Anmmep HaBouitHHHT XaTiapu XaXM KUXaTHIAH YHYATUK Ky aMac. “MyHmaoT’ na
103 ta MaKTy0 KeNTHPWITaH, yAapHUHT KYTYUIUTHHUHT Ma3MyHHJaH KUMIa KapaTHJIraHUHN
Ouwmmm mymkuH. [lymknH Xatmapuga sca aHMK ajgpecaT MaBxkyd.bynman tamkapu
[TymKxuHHUHT KyJa KyI WKOAKOpJapra é3raH MakTyonapu OOpKH, yiapiaa KYIpoK Oaauuii
YDKOJI, acapJapWHHUHT SPATHIIUINW, afnabwii kapaéH OwiaH OOFIMK IIOWPHUHT ana0uii-
TaHKUAMM Kapaunuiapu akc 3TraH. Macanan, Typrenes, I'nenuu, Bsizemckuii, becryxes,
Byne¢p Ba Oomka kymmad mwxoakopiapra E3uiraH xarmiap (GUKPUMHU3HH TacOUKIAHIu.
Macanan, ['neanura é3mnran Maktyonan: “Kypsmncusmu, "Kaska3z acupu''ra Oynran otanuk
MeXpH MEHWHT KY3UMHHU KYp KWJIMaWId, JIEKWH TaH ojlaMaH, MEH YHH CeBaMaH, Herajaup;
yHIa KajnOumaaru mebpiap 0op. Uepkec KU3UM MEH YUyH a3u3, YHUHI CEBTHCH KaJIOMMHHU
TUTpaTagu. AndarTa, MWIEHPHM 4YepKec Aed aTaml sSXIIHPOK Oymap »au - MeH Oy Xakia
Vitnamaran 31uMm... Uepkeciap, yIapHUHT ypQ-o1aTiapy Ba axJIOKJIapH MEHUHT XUKOSMHHHT
9HT KaTTa Ba HT AXImN KucMuHH draymaian...” (https://ru.wikiquote.org/wiki).

Ammmep HaBomit mwkomuaa anaOuii-TaHKUIWUN pyXJgard MakTyOmap JKyAa Kam.
Macanan, HaBouit Xycaitn Boiikapora &3ran makTyOmapuia Y3MHUHT LIEBPIapUHUA XaM
1000pu6 Typran kypuHaau: “bByroproH razamnapiaH Tai€p OYIFOHIApHH FOOOPHIIH.
Konrounu garu Tyratu6, 60pyp KUIIKUIANH 1000puiraii’”.

SHa Oup MakTyOmaH ynyF IIOWPHHHT ‘“‘Xa30MHMHYI-MAaOHWN HU TY3TaHIWATH Ba Oy
Wil OWaH IIyFyJUIaHTaH BaKTJIapAard axBOJIHM PYXHACH MabiyM Oynaau. Makty0 aBBanuia
KEJTUPUIITaH PyOOuiiIapAaH Ba OXUPHIATH )KyMIIajaH y Xycaiin bolikapora €3uiranimriuau
aHWKIam MyMKUH. HaBowit ¥3 mebpusTiHM Tabmarna Oynranu kaOu, Xaéraa XaM TypT
(acn MaBXyAJUrura acociaHunO, TYPT IEBOHTa akpaTuO, ynapra HOM OepraHd Xakuaa
¢GuKp ropuTagd, MakTyO#a IIEBOHHHHI capiaBXacWHH H30xja0 mynmai &agm: .. Jlaru
MaKMYHFaKHM, MaxylyT OMTHINO Typyp, YyH Ta0b Xa30HMHUAMH XOCHJI OYJIFOH MaOHHH
opmu- “XaszohmHyn- MaoHuit” makad Oepwimn” (HaBomit A., 2001, 188). “XazoitmHyn-
Maonnii’Hu HaBomit Masnono Coxu0 ([opo) opkamm Xycaitn boiikapora, yHuHT “Onmii
MaXJIMCH ’Ta I000praHMHU MakTyO oxupuaa Kaiin kuiagu (Hasowit A., 2001, 188). Yayr
monp Oy XaTiap/a 3aMOHACHHHHT SHT MyXHUM HXKTHMOMN MacalalapiHu XaM TallKWH dTaJly,
1y OmiaH Oupra ¥3 BaTaHWHU CEBaJIUTaH, XaJIKUHIHT KeTaKaru yu9yH Karypuo Amaianran
Oytok Ba Mabpu(haTIM HHCOH cudaTnua HAMOEH OYaay.

@apanr mytadakkupu K. Brodoon “ycnmyOupaH MHCOHHMHI KaHal SKaHIUTHHH
Owinca Oymaau”,-ne6 €3amau. Pyc &€3yBumcu JI. XKykoBckuii 3ca yHU OolllKaua TapKuMa
kunaan: “Yciny6-0y naconaup”. by sknxarnan Anumep HaBoniiHUHT MakTyOIapuHu Ky3aTap
9KaHMU3, YHUHT OJIDKAHOO KanmOw Xap Oup xatuaa, yciuyomma kypwHuO Typaawm. lllapk
01100-axJIOKUTa X0C cepTakauTyuIuK, OYIOKIUK OuiiaH OMpra, FOST COAJNAINK, OJaMHUMIINK,
KaTTajapra Tab3uM, €py Jaycriiapra 4eKCH3 XypMmaT Ba Myxa00ar Hapouli xatimapuHUHT
acocuii MOTUBIapuHH Oenrwnaian. HaBowii xatnmapura xoc siHa OUp XyCyCHST IIYKH, y V3
¢$uKprapuHM KaThuil OyHpYyK IIAKIMAa dMac, Oalky KYHIWira Xyll €KaauraH Japakana
MYJIOWUMITUK OmiaH Oamaciaxat udoaananm.
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By xatmap ynyF WIOMPHWHT WIAXCHSATHHW, PYXUl OJIaMHHH, OOIIKa4ya KWIHO
aliTrania, MabHABHI-PYXHHA MTOPTPETHHU POCTTYHINK OWMSIaH M(OJATaraHIuTH KUXATHIaH
MyXUM afaOuil, mwxkrtumouil axamwusarra sraaump. Ly Ownan Oupra Ba3HiaM Hacp OuiaH
MycCaX’Kab HACPHUHI OMpPrajuKAa KYJTaHWIMIIA MakTyOIapa MOoup XUC-TYHFyJTapuHHHT
OaJlaHUINTUHN, YHUHT “(QUKpHil Ba XuCCH omamMuHM H(OIAIOBYH BOcHTa” cudaTHId
KypuHaauKy, Oy MakTyOnapra >xo3uba Ba IOKcak Oamuuinmk Oarwmmuraiian. HaBowid
XaTJIapUHUHT KYMUUIMTH “KyJUlyK’ ( S’BbHM Tab3UM KWilaMaH) cy3napu OwiaH Oonuianuo,
OXHUPHU XaM FOKCaK XypMaT KYypCaTUITHUHT HaMyHACH 0YJIn0 Xxu3Mat Kunaau: “KyJuryk 1yoauH
CYHTpa ap3adomT yIakuM ', oXuph: “Py0OBpM MackyHIa XyKMYHTH3 paBOH OYJICYH Ba pyObH
MacKyH axJInfa aJJIMHTU3IMH aMHy AMOH. OMuH, € pa0b0wnn onamun”. Kypunaauku, HaBowit
MakTyOJapuaa MIapKoHa MaJaHMAT Ba Ta(akKyp YCTYHIIMK Kuiaad. by xatiaap KHTOOXOHHH
WKOJIKOP HIAXCHUSITH Ba CeXpin Oauuil MKOJ CUPIIapH XaKuJard Xy xokariap cudaTuiarnia
KU3UKTHUPUO KOJIMai, yciy0, Maky ry3a/Iiry )KUXaTHaaH XaM JTIMKKaTra ca3oBOPIHp.

By maxryOnapau pyc moupu [lymkun maktyOmapu Ounan kuéciaiiauran Oyiicak,
yIapHUHT OuMp-OMpura yxmam (XaT €3uInfaH MakCaJHUHI aHUKJIWTH), Iy OunaH Oupra
(dapK KUIyBUYM KHXATJIApPHU SIKKOJI KypuHamu. Macanan, [lymkuHHUHT 2 TomzIaH uOopar
MaKTyOJapUHUHT KYMUUINTHAA OOBEKT aHUK KypcaTHiIag, KHUCKAJIWK Ky3ra TaluTaHalw,
1y Ouman Oupra ynap/a OaauniinK EpKkuH HaMoE€H Oymaiinu. Macanas, [1.A.Bszemckuiira
€3raH MKKHTa XaTh XaM TYFpUIAH-TYFpu axOopoT Oepuin OwiaH OOIIIaHMO, MOXUSTHU
aurnatum Ownad Tyramwiananu (Ilymkuna A., 1987, 280). bawzan xarnmapaa KeCKHUHIUK,
TAaHKWJ PYXUHUHT KyWIH SKaHJIUTH HAMOEH O0ymamu. TyFpu, 6ab3u XxaTiiap “MeHHMHT JYCTUM,
“KaZpJoH AYCTUM ™ JleTaH Myporkaatnap Owran oonmanany (Ilymxun A., 1987, 416). bas3n
xariap “azu3 0o0oxxonumm3 Adanacuii Hukonaesna” - “MMUIOCTHBBIA TOCyAaph ACAyIIKa
Adanacuit Hukonaesuu”, “MunocTuBblii rocyaapb Anekcanap XpucrodopoBuu” kadu
XypMaTHU uhoaaTOBIN MyposKaaTiapra ara.

MaxktyOnapaa Mapka3uil KaxpaMOH-E3yBUMHUHT Y3UIUpP. YHUHT WYKH pPyXHH
oJlaMH, XHUC-TyWFymapH, (UKp-Kapanuiapu Oaauuii mdopamaHraH xaTiapia y3 aKkCHHU
Tomaau. DUHINTSHHHUHT MIAXCUH MakTyOnapu xakugard A.MyXTOpHUHT MyJioxa3aiapu
axamusammmaup (Myxtop A., 1987, 59). XakukataH XaMm OyIOK IIaXCIApHUHT XaéTH Ba
WKOAMTa Has3ap TallIacaHTu3, yJap IKOIWAA MakTy0 MyXuUM YpUH SrajjiaraHjiurdHu
kypamu3. Anumep Hasownii Ba A.C.Ilymkuna MakTyOnapu GUKPUMHU3HUHT EPKUH JATAITHIHD.

XX acp Oomuiapuaa anabuii TaHKUJHUHT OOIIKA IIAK/UIAPU KaOM MakTyOyap Xam
TaHKUIUH HycuHIa 0YITH0, TAHKATIMITHKHIHT MYXHM Ba Y3HUTa X0C IIAKJIA CU(aTHIa TAHKAIITH
TaakKypHUHT PUBOXKIIAHHUIINTA MAbJIyM Japaxaza xucca Kyma onau. Kelinaru gaBpnapaa
C.Aitnnii, A.Kogupuii, F.Fynom, A.Kaxxop, Oiibek Ba Oomika aandy MyHaKKUATIap XatT )KaHpu
TapakKUETUAA MyXUM YpUH arajutaawiap. by napaa MMFUK Ba €MUK XaT KYpPUHULLIAPH:
OMp KUITUHUHT Maxcuii MyHocabaTu udogananran, MatOyoT caxudanapuaa Te3-Te3 yapad
TypraH KMCKa XaTyiap OujaH Oupra o4uK XaT, Mypoxaart, Oaluuii- myOIMLUCTHK XyCYCHSITTa
ara OynraH €3yBYM XaTUHHHT Tyrajl HaMyHaJapH BYKy/ra KeJaH.

Maxkty0 pyc KiIacCHK aaa0uéruja KeHr KyJuraHwiraH. Okopuja TyXTajaraHuMH3
A.C.ITymknHHUHT KaTop acapiiapy Ily Iakia E3uirad. byHaan tamkapy YHUHT AYCTIIapH,
MyXJIHCTIapura é3raH XaTIapuHUHT Y31 XaM MKKH Tomjan u6opat. Exu Typrenes, Tonctoi,
YexoBHUHI AYCTIApH, KapUHAOLI-YPYFIapH, TaHUII-OWIMIiapy, ¢&py Ouponapiapw,
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IOpaKIiapura sSIKHH KUIIiap OuiiaH E3uMMaIapuHIHT Xap Kalicuch Mypakkad Oup MabHaBHUHA
oJlaM, FOKCaK OWJIMMIOHJIHK, KaJlO TyréHnapu, Ty3an Qasunatiap, Hadguc MyHOcabaTiap,
ra3a0 Ba Myxa00ar, cy3 MyBmKnu3acuHu y3unaa sxkamiarad. llly Hykran HazapaaH Kapaiauran
Oyncak, MakTyOnap WHCOH XaéTuaa Xam, anabuérna xam, anabuil TaHKUIYWIMKIA XaM
V3WHUHT MabJIlyM OUp YpHUTA STAJHNTH KYpPUHAIH.

V36ekncron xank monpu F.Fynomuunr 70 1au 3uéa MakTy6mapu 63116, 40 Tack moup
acapyapy YH KUIATUTHHAHT 10-ToMuUIaH YpuH onrad. by MakTyOnap Ma3MyH-MyHAaprKacura
Kypa 6 rypyxra 0ynu6 tacuu¢ kuiamHran (Axmemona 1., 2008, 84). Myxumu mryHuak,
yiap amioMa, WHCOHIIApBap, CaxWid Ba MEXpHOOH WHCOHHHWHT YJIKaH KAJIOWHW HaMOEH
3TYBYH, IIOMP KAJIaMHUJIAH TYKWIraH caTpiap cudaTuia Tapux caxudaiapuaa MyXpraHuo
Kosranaup. bup Karop MakTyOnapa 3yKKo Ba TepaH HUTOXJIH a1a0uETIIyHOC, alaOuETHUHT
IOKCAKJIMTY YYyH KaWfypyBYM >KOHKYSp MYHAaKKUJHMHI CHHMOCH Ky3ra TalUIaHA]U.
ynnait makTyOmapnan Ovpu agabuérmyrnoc B.Mup3aeBHUHT Ta3erajga SbJIOH KHWJIWHTAH
"Hadacaex tadbuwmii, poct cy3" Makoiacuaara 0abp3u MyJoxasajapra )aBo0 Tap3ua E3uiran
0ynn6, anaOUETHUHT MYXUM Macalajapura JaxJ KWIMHraH. YHAa ¥3 GUKpuaa cOOUTIUK
Ba anabuérra, yHMHI axjura karra myxa00ar ce3winO Typamu. Aitaukca, T.FymoMHuHT
Kapanuiapuaa aga0uETHUHT YIIMACIIUTH, IOUPIIMKHUHT 0€3aBOJUTHTH XAKHJIATH XyJIocalapy
SBTHOOPIHIND.

F.Fynom agabwuii xapaCHHu ce3rup Kys3ara TypuO, ¥30ek TaHKMIUMINTHHUHT Xa&TaaH
aH4a OpKajJa KoJaETraHWHM, CTYK TaHKHJCU3 Oaiuuii aJa0METHUHT KYHTUIJIATUJICK
IOKCAaKJIMKKa DpUIIa OJMACIUTHHU TabKUI1a0, Oy KEMTHUKIMKHU TYIJIMPHIN HUSTHIA
a7aOUETHIHT I0KCAKIINTH yuyH Kypamaau. "B moup Amun Ymapuiira YpTOKInK XaTn'" mry
MyHOcabat Ouian €3mnrad. Anaduii-TaHKUAMK XapakTepaaru 0y MakTy0a OWPHUHT yuTa
MIEHPUHH TAXJIAI 3THO, Y3 XyIocaJapuHU acOCIaliIu.

F.rynom ém momp wmxomura yrta SXTHETKOPIUK OWiaH EHAOIIATH, “Y3apo Oup-
Ompumm3ra macnaxat Oepcak Kajail Oymapkan?" nmediam kamTapiauk OwraH. MakTyOHH
€3uIaan Makcaau y4 TapadaamMaauriay myHaai 6aén staau:"..oup YKyBun cudaru onnan
TaHKUJ] KUJIMOKYHU,0Up 1Ioup cudatu OWiiaH y3umaard TaxpuOanapHu YpTOKIAIIMOKYH, Ba
altaukca, oup yprok Oymum 6mran "kornMokun" O6ymaman"( Fymowm t., 1978, 63). F.Fynom
mronp cudatuga AMUH YMapuil mebpiapuaard Kogus, Ba3H Oy3wiral ypuHIapHu Oupma-
oup kypcarud 6epaau. Kympok tnn macanacura spTHOOp KapaTHILIHU Maciaxat oepaau. Y ¥3
CY3TapUHH MKOJUHUHT IOKCATUINN Y9yH AMUH YMapuiHUHT Oy AYCTIMK MaciaxaTiapura
KYJIOK COJIMIITUTA Ba SXIIH acapiap Oepuiira ymMmua onsan Tyraragd. by MaktyO OyryHru €mr
OOILIIOBYHM IIOMPJIAp Ba TAHKUAUYMIIAP YUYH JacTypuiamai 0yia oJvIIN OMIaH XaM aXaMHsT
kacO stanu. loup F.Fynom MakTyOnapuHuHT SHT MyXuM (azunaTiapy- KUCKAJIMK, aHUKJIIHK,
MYJIOXa3aHU OYMK-OMJMH yTa IOKCAaK MaJaHUST Ba KaMTapiiuK OwujaH OaéH STUIIHUHT
YCTYBOPIUTUANP. YJIAPHUHT MAaTHUN KypWJIMIIN XaM ImyHra moc. Kymummmk maxTyOGummap
MyposKaaTt, OaiiTimap OunaH naixmuiamn, (GUKpIapHU acociant kabu KucMirapial noopar.

Bynnait masmyHnnarn makTyonap pyc agabuéruia Kyn yupaiinn. MacanaH, TaHUKIA
pyc monpu H.C.I'ymunés Ho3ukTab0 MyHaKKH] OYITaHIUTHHA YHHHT MakTyOJIapy OpKaiu
xaM Ky3atul MyMKuH. H.'ymunésauar A.A. Apxanrenpkuiira €3ran maktyou (IletepOypr.
1910, 20 cenTs6psp) 11y KUXATHAH JUKKATra Joiuk. “YKanoou ommiinapu!” ned GonmaHann
MakTy0. “CH3HUHT MITHMOCHHTHM3HM OaxapuO, Cusra CHU3HMHT WICHPIApUHTU3 XaKUIa
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é3asimmMan”.

H. l'ymunés y30ex Tankuaumiapy kaOu aBBai I0TYKJIap XaKuaa randpud yTupMacaas,
TYFPUAAH-TYFPH LIOUP LIEbpIapuIaru HyKCOHJIapHHU KypcaTHIIra yTaan:” MeHUHT GUKpruMua,
ynap Tadakkyp HyKTau HazapuaaH yHYa MyXUM dMac, KypUJINII )KUXATHIaH OpUTHHAI 3Mac,
SMUTETIIAP YHIA TacodudaH, NTyHUYaKH KyJuranraH, udomgarap Ba oopaszmap anuk smac. Cusz
¥3 yCTHHIM3[a XUIAMN WIUIACAHTU3 Ba SHT SXIIUCH, Oapya KIACCHUKJIAPHU YpraHCaHTH3,
Oy KaMUWIMKJIapAaH eHr'H KyTyjdacu3. CH3HUHT Oy MIECHPHUHTH3HUHT HAIIP STHIUILHN, SHT
aBBaJI0, OONIJIOBYM LIOUPIAP YUyH XaB(JM OYIUIIN MyMKUH 31u. AMMO Xo3upua Cuz Oy
WITHA amaira ommpranuarus HyK. [lynuar yayn Cusra CH3HUHT MIE€bpPIapUHTH3HA Maiaa
tapcunomiapy Ounan robopasnManky, yiaap Cusra MEHUHT (DUKpJIapUMHHM aHriaTagn’
(I'ymunés H., 1990,48). (Tapxuma- 6usauku. [11.A.)

TaHKUIYM IIOMPHUHT IIEBPIAPUHU CY3Ma-Cy3 TaxJwil Kuiaad: “Y ep Ba TOFIap
yctuna Typapan® -Ep Ba TOF aifHm ngampaa uwkkamacu Oup Hapca; lepp Kypummmm
kuxatunad baneMoHTHH “MeH spkuH wamongaH cypapaum” Ba TrotueBnu ““Illapx
okapan” scnataan” (I'ymunés H., 1990,65). 'ymMunés mry tapuka mebpHHU Y3u aliTraHugai,
“maitna tTadeunoriapu” owan taxpup Kuiaub unkanu. Llynnaii Oyica-na, ryMaHusM pyxXu
Omnman MakTyOHHM Tyrataaw: “CH3HUHT Kenakaknarun MyBaddakusTIapuHTH3ra WIIOHHO
H.I'ymunés”.

H.I'yMunéB wWKOOWMHUHT INAKIUIAHWIINTA Hazap Talllacak YHUHT Y3 XaM Kyl
Macanajapjia yCcTo3JapuHUHT MaciaXxaTiapura aMmai KWITaHUHA KYPUIT MyMKHH. Y MaIxyp
pyc moupu bprocoBHU ¥3ura ycTo3 Me0 OmiraH Ba yuuH4IH KuToOM “T'aBxap”mHu bprocosra
Oarunmaiinu. 1910 iinn “Pycckas mpicip” sxypHanuna bproco Oy acapra takpus €3aau. 11ly
HwuHr y3una ['ymunés bprocosra xat €3u6: “ 'aBxap”- Oy mamk, Ciu3 MEHUHT OUPUHYH Ba
9HT SIXIIW YKATYBYMM, - YHU MabKyJUIaraHUHTH3 YUyH Tyla OaxTiuMmaH. MeH OninaH moup
cudarrga XUCOONAIMNI yIyH KYI WIiiap Kepak Oymamu”,-me0 €3raH dAu Takpu3 YUIyH
MuHHaTHopuruK ommaupud(l'ymunés H., 1990,168).

HlorupaHuHr ycTo3ra XypMaTH Ba Y3 W)KOAWTA MachylUsIT OWJIaH Kapalld Hakaaap
TabcupyaH Ba HamyHanu! 1908 innna mynaait €3anu:” Men CU3HU Y3UMHHUHT YCTO3UM J1€0
aTaIlHU XM KYpaMaH Ba XaKUKaTaH XaM, MEeHa HUMauKH SXITH Hapca 0yica, XaMMacHHU
Cuznan ypranranman” (Tapxxuma OuzHukn- [11.A.).

By makryOnapra xeHr YpuH OCpHIIMMHU3HUHI MKKHATa cabadu Oop: OmpuHUMAAH,
KaHUW 1, 013712 XaM OOIIJIOBYH IIIOTUPIJIAPHUHT IITYH Al Ma3MyH/Iard MakTyOJiapu Kymatica,
WKKUHYUZAH YCTO3JIApHM 3B303Jall Ba apAOKIall HaMyHaJapuaup ymoy MakTyOmap.
MyTaxaccuCIapHUHI MabiIyMoT Oepuuulapuya, Ousraua bprocosuunr ['ymunésra 9 Ta,
I'ymunésuunr bprocosra 67 ta xatu etn0 kenran skad (Tonmaués M., 1987,46). Bpiocos
HIOUPHUHT aHWK €KUM HOaHMK Kodus (pudma)rapnaH OHIIM (OWHAATAHWIIHN, IIEHPUHA
ymuoBnapau OyTyH OOWNIMIM OWiaH Jrajjamnl, MYCHKAH Ba TacBUp WMKOHUSATIApHIAH
¢dolimanannm kabu Macajamapra 3bTHOOpP KapaTHIIMra acTOWAMI XapakaT KHJIaId.
BprocoBHUHT mIakia Ba MIEbpP TEXHUKACH Macanaiapu Oopacuaard 3bTHOOpH Oommia
I'ymunéBna wuku Kapama-Kaplimiaukiap yiroraau. byHmait xon y30ek amgabuérunma Caun
Axmagauar OupuHun “TopTHK” KUTOOM YHMKUIIM MyHocabatu Owmman AOmymra Kaxxop
Ypracuga xam 0yl yTran, Gpakar y MakTyO LIaKIUAa 3Mac, MaKoJa Tap3uaa YbJIOH ITHIITaH
SM.
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Kypunanmku, IIOTUPAHKUHT YCTO3Ta, yCTO3HUHT MIOTUP/Ira MAKTYOIapH yiap WKOIu1a
KaTTa axaMusAT KacO STUIIN MyMKHH 9KaH, OyHAaH Talllkapy WKOo/ XKapa¢HU yCTUIATH UILjap,
MaxopaT cUpiapH Ba OOIIKa KyJa KyI XKUXATJIapHH YpraHuill MyMKHHIUTHHH IOKOPUAArH
Xariap EpKUH KypcaTtuod TypHOaH.

V36ex anabuérnaa ycTosy MIOTHP/ YPTACHIArH E3UIMIMAnap KaM Oyica-1a, ydapaiii.
Abnymna KaxXOpHUHT €11 MCTEhJOUIN MXKOAKOpiIapra €3wiral XakMaH KHcKa, Oyica-na,
yJlap WXKOAM YyUyH KaTTa axaMHsT KacO 3Tran MakTyOsuapu Masxyn. YHusr 1. Xonmup3saes,
V. Xommumos, Y. Hazaposra ésran makty6napu (Kaxxop A., 1968, 3) ém agubmap mkommuaa
KarTa YpuH TyTranm, axamusatd xakuma O.lllapadunmuno mrymamait €3agum: “bynmail xaT
OyTyH yMp 3cIaH dYuKMaiawuraH O0ymmO, Xxapduapuradya €m 0ynu0, €mr €3yBun XOoTHpacHuaa
konanu”(Illapadumpnuaos O., 1968, 4).

A.Kaxxop mxoauaa sHa 6up mMakty6 yupaiimn: y “Vprox K.K.” ne6 Gomanamu. Y
FOKOpUIAry MakTyOmapaan Tyoaan gapk kwraau. A.KaxXOpHHHAT UCTEHI0ACH3 KOIKOPIIAP
Ba caBUsiCH Oy acapiapra HucOaTaH MypOCAaCH3JIMTMHU KypcaTyBun Oup Mucos cudaruia
anabuér tapuxuga xoiradH. by makTyO XaM Kucka, y4 KMCMaaH uOopar. DHr aBBallo,
€3yBuM MakTyO0 SracujaH XaTHU KE€YWKUO E3raHiMri yuyH y3p cypaiau. bupuaum kucmuaa
XUKOSICH TaxXpHUPUATIAH KAHTTaH FOKOIAKOPra OYMK-OMIWH OOp XAaKWKAT OYnO Oepuiiaiu:
“By XMKOSHTH3 cH3/la TaJlaHT OOPJIMTHHH KypcaTMaiau, €3yBUMINKKA XaBac yHFOHTaHMHH
KypcaTagy, XoJoc. XaBac XaMMa/a XaM OYIIMIIN MyMKHUH, JEKHH XaBaCHUHT Y3W KUIIWHH
Xxeu Kaékka 3aTMaiau. MeH, macanaH, TaHOyp 4epTHO XaMMaHU KOWMJI KWJITUM KeJajy,
JIEKWH HaYOpaKu, mapm 0op-y, JTapMoH HyK”.

Wxknnun kuemaa A.Kaxxop wxoaxopra poCTUHU alTMaraH TaXpUpHUsIT XOAUMIIAPUHI
aifOmaiinn. Oxupuaa sca E3MIIIAH MakKcal HUMa JKaHJWTHUra, aBBaJlo, JTUKKAT KapaTHIL
Jo3umiura ykrupuiaau. “bomika wimn kunmer, bomka wnna myBaddakkusT Twiiaiman”
JeraH cy3map OwraH MakTyd TyraimaHaaw. Haszapummsma, XWKOsiICM OWp Heda MapTa
TaXpUpHUsTIapAaH KalTran xaBackop Oup &€3yBum A.Kaxxopra ap3u-gox Kuinb MakTyO
itynnaran. E3yBunHuHT j%aB00 MakTyOM KECKMH Ba aiiHM MalTia XaKKOHMIA GY/IraHauruan
TYFpU XyJIOca YMKapuO, YHHHT Maciaxariapura amai KWirad KypuHaa. YyHkn agabuérina
kerinaganuk “K.K” nem —mapudau agpOHuHT yapaMacinry IIyHaal Xyjocara om0 Kemau.

Hlynnaii Ma3MyHzaru MakTyOaap €1, 00IuIoBYHN MOKPIIAp YIyH HAKaAap 3apypiIuruiu
OyryHru y306eK IIehpHATH TapakKKHETHIAH XaM KYpUII MyMKHH. Y30eKk &3yBummapd Ba
oW PJIapH, MyHAKKHUTApH €11 MXKOJIKOpJIapra aHa myH/jiail MyHoca0ataa Oynuiica, CHiiKacu
YUKKaH IMIehpiiapAaH ubopar KhToOdYanap, Tymiamiap OyHuanuk kymaimacmumu? Iy
6ouc F.Fynom, A.Kaxxop xabu annOIapHUHT UCTEHIOUTH ENIIapra XalpuXoXJ MK TyWFycH
Hyrpuiran MakTyOyap, Makojanap, TaKpU3JIapHH YKUII SXTHUEKH OyryHI'M KyHiIapla,
alfHUKCA, KYIIPOK CE3UIAETIaHIUTH CUP 3MAC.

XVJIOCA

TankuguuIuKHUHT Oapya >kaHpiapuga Oynranu kaOu amaOuii MakTyOda Xam
MYHaKKHJJHHHT UCTEBJIOMN Xall KUIIYBUM axaMHUsTra dra, YyHKH Yy acapliard T'y3aJUIMKHH,
FOsIBUI Ba Oaguuii OOWMIMKHM XMC KWJa OJIMILIM JIO3MM, LIYHAAarvMHa acapHUHI IOTYK Ba
KaMUYWIMKIAPUHNA XOIUC Ba TYFpU Kypcara onanu. Kaiicn xank amabuérmma OyiMacuH,
mronp Ba aguOmap anabuii apaénra Oedapk SMaciurv, afaduETHU FOKCAITHPHII Hynuaa
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Kypalranmnrd KypuHaan. Y36ex (Amumep Hasowmit, F.Fymom, A.Kaxxop) Ba pyc
amaduérunarn (Ilymxun, ['ymunés, bprocoB) aiipum agabuii MakTyOap mIyHIai Xyriocara
0710 Kesaau.

Xynoca KunuO aitrania, €3yBUM Xariapy YHUHT OMOTpadusCHHM YpraHWIaa SHT
WIIOHWIN MaHOa XmcoOiraHamu, Oy MakTyOjapha FKoj JKapaéHWTa OWIl MabIyMOTIIap
ndonananagy. Xajik KajaOuaaH YpHuH oJIraH acapiiap Ba yJIapHUHT SPATHIINIIN, KAXPaMOHIAPH
XaKHJIard MyXuM MabJIyMOTJIapHH XaM €3yBUM XarjiapuiaH OMIu0 oiuil MyMKHH. [lemak,
MakTyOJap UHCOH XaéTuua, anadbuéria, ajgaduil TaHKU 1a XaM Y3UHUHT MabiyM Oup YpHUTA
ora, my Oowc anauOIapHUHT MakKTyOJIApWHHU TAJKHK STHII aaa0HETIIYHOCIUKIATH MYXUM
MyaMMOJIapaaH Oupu OYm0 KoJaBepa.
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CTBIO U XY/IO)KECTBEHHON KOHLIETIIUEH aBTOpa MPOSBIISETCS B KPYTre XapaKTepHBIX Ul €ro
TBOPYECTBA TEM, CPEJM KOTOPHIX Ha MEPBOM IIAHE KaK B [M033UH, TaK U B MyOIUIIUCTUKE
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MOMUMO TeMbI POMHBI, OCBEIIAIOTCS TAKKEe TaKUE TEMBI, Kak Martb, J1000Bb, BEPHOCTb,
HEHABHCTh, IaMATh IPEAKOB, UCTOPUS, IPUPO/IA, KPACOTa, JIUTEpaTypa 1 MOI3Hsl.
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ABSTRACT KEY WORDS

In the article, the basis of artistic journalism is the social, philosophical, scientific and artistic Journalism, creative style,
concept put forward by the author or in a specific journalistic work, artistic journalism of individual style, essay, imag-
the creator is based on three main factors, the worldview of the writer and the historical ery, literary portrait, literary
values specific to the era and nation; national and universal problems of the creative age; memories.

the commonality of these two factors with the creative personality and artistic concept, is
examined the scope of the author's theme, the theme of the Motherland is the main plan
in both his poetry and journalism, and the image of the Motherland in all of Sirojiddin
Sayyid's poetry is stronger than other themes, the publicist prose of the creator talks about
the embodiment of various topics such as Motherland, mother, love, loyalty, hatred, memory
of the ancestors, history, nature, beauty, poetry and poetry.

KIRISH

Publitsistika bugungi shiddat bilan globallashayotgan, zamonaviylik mezonlari asosida
rivoj topayotgan asrimizning deyarli barcha jabhalarida o‘zining operativ soha ekanligini
to‘lagonli namoyon qilib ulgurdi. Nafagat namoyon eta oldi, balki ayni damda uning faqat
ijtimoiy fikr uyg‘otish va uni shakllantira olish, ma’lum fikrni real aspektlarga yo‘naltirish,
faktik ma’lumotlar asosida voqelik manzarasini yaratishdan iborat bo‘lgan vazifalari doirasini
yana-da kengaytirdi.

Asrlar mobaynida publitsistika insoniyat hayotini ijtimoiy aspektda faol aks ettirganligi
jihatidan ham, turli soha elementlarini bir nuqtada umumlashtirishi jihatidan ham ulkan
ahamiyat kasb etib kelgan. Bugungi kunga kelib publitsistika adabiyotning ham ajralmas
bo‘lagiga aylandiki, pirovardida publitsist hamda ijodkor shaxsiyati birlashgan nuqtada
maydonga kelgan badiiy publitsistik asarlar, janrlardagi yangilanishlar salmog‘i tobora ortib
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bormoqda. Bir qaraganda, badiiy publitsistika taroziga ham o‘xshaydi: uning bir pallasida
badiiy adabiyot, ikkinchisida publitsistika turadi. Badiiy publitsistik janrlar — esse, ocherk,
magqola, pamflet, felyetonlarda badiiy adabiyot unsurlari ko‘zga tashlanadi. Ularda obrazlilikka
asoslanuvchi sifatlash, o‘xshatish, sarkazm, grotesk, giperbola kabi tasviriy vositalardan
samarali foydalaniladi.Ayni paytda badiiy publitsistika tahliliy va tanqidiy magqolalarda
faktlar, dalillar kabi jurnalistik nuqtayi nazarlarni ham butunlay chetlab o‘tmaydi. Shu jihatdan
ham badiiy publitsistika janrlarini adabiyot va jurnalistika sohalarini bog‘lab turuvchi oltin
ko‘prikka o‘xshatishadi.

Ma’lumki, “XX asrning oxiri XXI asr boshlariga kelib yozuvchi publitsistikasi g‘oyaviy
hamda uslubiy rang-baranglik jihatidan yana-da takomillashdi. Badiiy publitsistikaning
ocherk, maqola, felyeton kabi an’anaviy janrlar tarkibiga esse, suhbat-intervyu, yon-
daftar, yozuvchi qaydlari, bosh maqola singari janr va janr ko‘rinishlari hisobiga kengaydi.
Jamiyatdagi ijtimoiy-siyosiy, ma’naviy o‘zgarishlar yozuvchi publitsistikasi janrlariga ham
0°z ta’sirini o‘tkazdi” (Kurbanova S. 2012, 12). Badiiy publitsistika hayot haqiqatini, sotsial
jamiyatning chinakam qiyofasini hagqoniy dalillar bilan dalillash, muallifning atrof voqeligiga
baho berishi jihatidan jurnalistikaning eng ta’sirchan vositasi sanaladi.

“Publitsistika nazariyasi fani sohasida ma’lum ilmiy asarlar vujudga kelgan. E. Jurbina,
V. Roslyakov, A. Shumskiy, A. Seytlin, A. Grechnev va boshqalarning publitsistika, xususan,
badiiy publitsistika masalalarini tadqiq etishga bag‘ishlangan asarlari, ayniqgsa, diqqatga
sazovordir. Bu asarlarda ocherk, felyeton va boshqa badiiy-publitsistik janrlarning hayotni
aks ettirishdagi o‘ziga xos xususiyatlari asoslab berilgan” (Tog‘ayev O., 1973, 3). O‘zbek
adabiyotshunosligida XX asr o‘zbek publitsistikasining shakllanishi, takomil tamoyillari,
nazariy tomonlari, mavzu ko‘lami, uslubiy xususiyatlari, janrlari va boshqa ko‘plab masalalar
0. Tog‘ayev, M. Xudoyqulov, X. Do‘smuhamedov kabi olimlar tomonidan umumnazariy va
individual aspektda o‘rganilgan.

Mustagqillik davri o‘zbek adabiyotida ko‘plab ijodkorlarimiz yaratgan badiiy
publitsistika namunalari bir gancha tadqiqotlarga tatigulik manba vazifasini o‘taydi.

ASOSIY QISM

Shu jihatdan aytish mumkinki, she’riyat maydonida mavzu doirasi keng bo‘lgan
Sirojiddin Sayyid ijodida ham badiiy publitsistikaning nisbatan yangi janrlari — esse yoki
badia, portretga chizgi, portret-maqola, suhbat-intervyu kabilar ham keng gamrovni hosil
giladi. Badiiy publitsistika shoir ijodining jon tomirlaridan biriga aylanib ulgurdi desak,
mubolag‘a bo‘lmaydi. Shoirning publitsistikaga qo‘ygan ilk katta qadami 1992-yilda
“Cho‘lpon” nashriyoti tomonidan chop qilingan "Mehr qolur, muhabbat qolur" nomli kitobi
orqali namoyon bo‘ladi. Mazkur kitobdan shoirning badialari va maqolalari o‘rin olgan.
Keyinchalik birin-ketin shoirning nasriy ohangdagi asarlari chop etila boshlandi. Magqolalar,
badialar, xotira va suhbatlar aks etgan “Yashasin yomg‘irlar” (2007), badiiy-publitsistik
magqolalari, suhbatlar va badialar jamlangan “Bug‘doybo‘y Vatan”(2011), she’rlar va
magqolalardan iborat “Matonat manzumasi”(2018) kabi kitoblari fikrimizning dalilidir.

2018-2019-yillarda Sirojiddin Sayyidning 1975-yildan 2018-yilgacha yozgan asarlari
bir joyga jamlanib IV jildik Asarlari nashrdan chiqdi. Bu kitoblarning barchasida shoirning
turfa janrdagi asarlari o‘rin olgan. Kitoblar so‘ngida turli yillarda yozilgan badiiy publitsistika
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namunalari aks etgan. Janrlar tagsimlanuviga ko‘ra to‘plamlarning so‘nggi sahifalaridan o‘rin
egallagan har bir maqola, badia yoki adabiy suhbatlar ijjodkorning publitsistika sohasidagi
muntazam ijodini namoyon etadi. Uning shu paytgacha “Men ketarman ayta-ayta oxiri”,
“Jevachining o‘g‘li”, “Xayr endi, bahorim”, “Yashasin yomg‘irlar!”, “Ortda qolgan iz”,
“Shoir va shoirchilik”, “She’riyatda “kalla” masalasi”, “Mening ham barglarim to‘kilayotir”,
“Jozib jununlar”, ”’Ey, menga daryoday dil bergan Vatan”, ”’O‘z otangning eshigi yoxud vatan
haqida qanday yozmoq kerak”, “Mutolaa “tulpori”, “O‘lmas Umarbekov ko‘chasi”, “Vatanni
o‘rganish (Ustoz Shukur Xolmirzayev saboqlari), “Assalom, qurol! Alvido, qurol!”, “Bir
mutarjim xokisor”, “Ikki asr — bir hayot”, “Sog‘inchlar ro‘znomasi” va yana juda ko‘plab
magqolalari, xotira va esselari, portret-maqola yoki portretga chizgilari to‘plamlaridan joy
olib, publitsistik ohanglarda ham shoirning tafakkuri tiniq, badiiy obraz yaratish mahorati
yuksak ekanligini isbot etadi. Zeroki, “yozuvchi publitsistikasining yana bir muhim xususiyati
muallifning obrazlar vositasida ish ko‘rishida namoyon bo‘ladi. Yozuvchi o‘z zamonasiga
oid muayyan voqea-hodisaga munosabat bildirayotib, bu hodisani aynan tilga olmasligi
ham mumkin. Ya’ni obrazli til va timsollarga o‘rab aytilgan publitsistik muammo targ‘ibot,
tashviqot, publitsistik fikr singari o‘quvchining ongiga emas, ruhiyati va his-tuyg‘ulariga
ta’sir etishi orqali sof publitsistik asardan ko‘ra kattaroq vazifani bajaradi” (Kurbanova
S., 2012, 12). Shu ma’noda aytish joizki, Sirojiddin Sayyid hattoki eng siyosiy, ijtimoiy,
dolzarb masalalarga munosabat bildirish jarayonida ham so‘zga nihoyatda chiroyli “libos
kiydirib”, badiiy obrazlilikka burkagan holda yoritib beradi. Natijada, tasvir va ifodada hissiy
ta’sirchanlik namoyon bo‘ladi. Bu jarayon, aynigsa, uning Ona Vatan haqidagi esselarida,
magqolalarida yorqin ko‘zga tashlanadi. Muallif ba’zi publitsistik asarlarida garchi tarixiy
voqealarni qalamga olib, sho‘ro tuzumi davrida o‘zbek millatining moddiy va ma’naviy
ahvoliga juda ko‘p tazyiqlar bo‘lganini, millat qullik maqomiga kelib qolganligini bayon
qilishni maqsad qilgan bo‘lsa ham, tarixiy faktlarni obrazli so‘z vositasida shu qadar yuksak
darajada ifodalaydiki, natijada, kitobxon tarixiy asarlarda baayni shu hodisalarni o‘qib o‘tgan
bo‘lsa ham, so‘zning ta’sir kuchi, estetik va psixologik zalvari natijasida nafaqat ongida, balki
ruhiyatida ham ma’naviy tozarish hissini tuyadi. [jodkor qgahramonlar tasvirini berishda yoki
ma’lum situatsiyani bayon qilish uslubida o‘zining hayotbaxsh palitrasini ravshan namoyon
qila oladi.Aynan shu xususiyatlari jihatidan ham badiiy publitsistika ijodkori yaratgan ijod
namunasi oddiy jurnalist tayyorlagan reportaj yoki ijtimoiy-siyosiy lavhadan, yoxud tarixchi
yozgan faktik ma’lumotlarga asoslangan asarlardan badiiy unsurlarga boyligi, psixologik
talginning yetakchiligi hamda falsafiy mushohadaga egaligi bilan ustuvor ahamiyat kasb etadi.

Sirojiddin Sayyid ijodiy bisotida publitsistikaning quyidagi janrlari ko‘zga tashlanadi:

1) esse;

2) maqola (portret- maqola va portretga chizgilar);

3) adabiy xotiralar.

Mazkur publitsistik janrlarning barchasiga xos xususiyat: shoirona nigoh, mantiqiy
tafakkur bilan badiiy obrazlilik uyg‘unligi, qolaversa, shoir shaxsiyatining to‘la namoyon
bo‘lishidir. Publitsistik shakllar orasida esselar salmoqli bo‘lib, tematik jihatdan ularning
ayrimlari tarixiy mavzuda, ayrimlari ijodkor faoliyati bilan bevosita bog‘liq bo‘lganligi
uchun biografik, ba’zilari esa adabiy-tanqidiy mavzularda yaratilgan. Sirojiddin Sayyid
bisotidagi esselar janrning yetuk namunalaridan hisoblanadi. Esse so‘zi fransuzcha “essai”
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so‘zidan olingan bo‘lib, “tajriba, sinab ko‘rish” ma’nolarini anglatadi. Adabiyotshunoslik
lug‘atida essega quyidagicha ta’rif berilgan: “Muallifning u yoki bu masala bo‘yicha shaxsiy
mulohazalari bayon qilinuvchi nasriy asar, adabiy janr. Essening kompozitsion qurilishiga
ham, tematik tomoniga ham cheklovlar qo‘yilgan emas, u muallifga o‘z fikr-mulohazalari,
kechinmalarini tom ma’noda erkin ifodalash imkonini beradi. Essega xos yana bir xususiyat
shuki, u qo‘yilgan masalaning tugal yechimini taqdim etish da’vosini gilmaydi, masala
muallif hayotiy tajribasidan kelib chigqan holda, uning ongi-yu qalbidan o‘tkazib yoritiladi”
(Quronov D, Mamajonov Z, Sheraliyeva M., 2013, 376).

Hech istisnosiz aytish mumkinki, badiiy publitsistikaning bugungi manzarasini esse
janrisiz tasavvur etish qiyin. Negaki, esse janri adabiyotshunoslik zaminida tub burilish
yasay oldi — postmodernizm yo‘nalishining asosiy tayanch nuqtasiga aylanib ulgurdi. XX
asrning 60-yillaridan hozirgacha yaratilayotgan esse-hikoya, esse-roman va esse-qissalarning
ayrimlari shu yo‘nalish xususiyatlariga mos kelishini ko‘rishimiz mumkin.

Baxtiyor Nazarov o‘zining “O‘zbek adabiy tanqidchiligi” darsligida essening ifoda
mohiyati, magsadi, shakli va yo‘nalishiga qarab uchta turga ajratadi:

1. Badiiy zalvarli esse. Essening mazkur turiga Sirojiddin Sayyidning “Jevachining
0°‘g‘li” hamda ““Vatanni o‘rganish. (Ustoz Shukur Xolmirzayev saboqlari)” badiyalari misol
bo‘la oladi.

2. Publitsistik ruh kuchli bo‘lgan esselar.Unga Sirojiddin Sayyidning urush xotiralariga
bag‘ishlangan “Assalom qurol!Alvido qurol!” essesini misol qilish mumkin.

3. Adabiy-tanqidiy yo‘nalish asosidagi esselar. Baxtiyor Nazarov fikricha, tarixiy
yoki adabiy esselarda tanqidiy unsurlar bo‘lishi mumkin, lekin bu ularning adabiy-tanqidiy
essega tengligini anglatmaydi. Adabiy esselar ko‘pincha hayot hodisalarga oid ijtimoiy-ruhiy
kuzatishlar mag‘zini chaqishga yo‘naltirilgan bo‘ladi.Adabiy-tanqidiy yo‘nalish asosidagi
esselarda esa ijodkor hayoti, ruhiyati, asarlari bilan alogador jarayonlar yoritiladi (Nazarov
B., 2012, 412).

Sirojiddin Sayyid ijodidagi she’r va shoirlik borasidagi mulohazalar aks ettirilgan
“She’riyatda kalla masalasi”, “Mutolaa tulpori” kabi esselari adabiy esselarga misol bo‘lsa,
“Shoir va shoirchilik”, “O‘z otangning eshigi yoxud vatan haqida qanday yozmoq kerak”,
“Mening ham barglarim to‘kilayotir” badialari adabiy-tanqidiy yo‘nalishdagi esselarga kiradi.

E’tirof etish joizki, shoirning esselarida muallif “men”i asosiy fenomen sifatida
xizmat qiladi, ijodkorning fikrlash tarzi, dunyoqarashi, ijtimoiy va ma’naviy pozitsiyasi,
vogqelik va insonni tasvirlash uslubi, vogelikka kinoyaviy munosabati, sotsial munosabatlarga
faol aralashuvi, obrazli ifodaning individualligi asosiy vositalar sifatida xizmat qiluvchi
omillardandir.

Publitsistika janrlari orasida maqolaning ham yetakchi o‘rinda ekanligini nazarda
tutib, mazkur janrning o‘zbek adabiy tanqidchiligida bir qancha turlarga bo‘linishini aytib
0°‘tmoq joiz. “O‘zbek adabiy tanqidchiligi” darsligida adabiy-tanqidiy maqolalar uch guruhga
bo‘linadi:

1. Portret-maqola.

2. Obzor maqola.

3. Muammoli maqola (Nazarov B., 2012, 392).

Sirojiddin Sayyid ijodida adabiy-tanqidiy maqolalarning birinchi turi, ya’ni portret-
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magqolalarga keng o‘rin ajratilgan. [jodkor Muhammad Yusuf, Usmon Azim, Erkin A’zam,
Abdulla Oripov, O‘lmas Umarbekov kabi adabiyot namoyondalariga, Sherali Jo‘rayev kabi
hofizlarga bag‘ishlab adabiy portretlar yoki adabiy portretning shoxobchasi bo‘lgan portret-
chizgilar yaratganki, bu janr namunalarida har bir portret egasining badiiy salohiyati, ijod
olamidagi qiyofasi namoyon bo‘ladi. Portret-maqolalarda badiiy pafosning ustuvorligi,
muallifning barcha janrdagi asarlariga xos bo‘lgan nazmiy lutf, emotsional-ekspressiv talqin
ruhining mavjud ekanligi asarning o‘qishli bo‘lishini ta’minlaydi, nafaqat o‘quvchi ongiga,
balki uning tuygulariga ham ta’sir qilib, so‘z yuritilayotgan ijodkorning merosiga yana-da
qiziqish va hurmatning ortishiga sabab bo‘ladi.

Sirojiddin Sayyid publitsistikasining nafaqat janrlar qamrovi, balki, mavzu doirasi
ham rang-barangdir. Xususan, uning publitsistik asarlari orasida, yuqorida urg‘u berganimiz,
adabiy portet yoki portetga chizgilarida ham nafaqat badiiy adabiyot ahli sanalmish shoir va
yozuvchilar, balki, galb mulki bo‘lgan musiqga ustalari, ya’ni san’atkorlar haqida ham eng
xolis bahoni bera olganligini kuzatishimiz mumkin bo‘ladi.

E’tirof etishimiz joizki, Sirojiddin Sayyid ijodidagi publitsistik namunalar ba’zan
she’riy mezonlarga sig‘magan, doston talablariga javob bera olmaydigan, ya’ni maydonni
istagancha keng olib, xayolidan kechgan jamiki fikrlarni yozib ketaverishga qulay shart-
sharoitni yaratib bergan nasriy parchalarga o‘xshab ko‘rinishi, kitobxonda shunday taassurot
goldirishi mumkin. Darhagqiqat, ba’zan oddiy xabar, o‘tmishdan qolgan xotiralar, vogelikning
muayyan lavhalari tasvirlangan esse yoki xotiralarda reportajga o‘xshab qolgan lavhalarni
uchratamiz.

XULOSA

Ammo unutmasligimiz kerakki, ijodkor ba’zi holatlarda o‘z ko‘nglini shunchaki to‘kib
solish uchun emas, ijtimoiy hayotning real va haqqoniy ishtirokchisi ekanligini his qilganligi
uchun ham publitsistika janrlariga murojaat qiladi. Bunday hollarda istalgan fikr--mulohaza
yuritilgan, kun tartibiga qo‘yilgan biror bir mavzu erkin shaklda talqin gilingan esse bilan
sertarmoq sujetga ega bo‘lgan, xilma-xil qahramonlarning qiyofalari aks ettirilgan romanni
yoki gissani solishtirib bo‘lmaydi. Avvalo, ijodkor biror asar yaratishdan oldin, tabiiyki,
uning g‘oyaviy asoslarini ongida va qalbida obdon “pishitadi”, g‘oya “pishib yetilgach”,
unga muvofiq keluvchi adabiy janr tanlanadi, ya’ni ijod egasi hech mahal biror janrga moslab
mavzu tanlamaydi, chunki ijodkorning shuurida hamisha xilma-xil g‘oyalar mavjlanib turadi,
agar bunday bo‘lmasa, ya’niki asar egasi roman yaratishni o‘z oldiga magqsad qilib qo‘yib,
keyin shunga mos g‘oya va mavzu qidirganida uning asari ishonarli va tabiiy holda taassurot
goldira olmaydi. Shu boisdan, ijjodkor hamisha fikri va qalbidagi ohanglarga quloq tutib qalam
tebratadi, adabiy janrlarni ham shunga muvofiglashtirgan holda yaratishga harakat qiladi.
Bu gonuniyatlarni hisobga olhan kitobxon publitsistik janrda yaratilgan nasriy parchalardan
hikoya yoki gissaga xos sujet liniyalarini qidirmaydi. Esse yoki adabiy xotiralarni mutolaa
qilganida ularning janriy qonuniyatlarini yaxshi ilg‘aydi.
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Magolada jahon adabiyotshunosligida adabiy tanqidchilik janrlari alohida bir tizim sifatida
adabiy jarayonda, adabiyot taraqqiyotida muhim o‘rin tutishi, jumladan, o‘zbek adabiy tan-
qidchiligida ham ustuvor ahamiyat kasb etishi tahlil qilingan. Bu tizimda taqriz, maqola,
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di. O‘zbek adabiy tanqidchiligi janrlar tizimida mustaqil janr hisoblangan adabiy parallelning
o‘ziga x0s xususiyatlarini ochish, janr tabiatini ilmiy-nazariy jihatdan tadqiq etish, uning
genezisini aniqlash, badiiyati va kompozitsion xususiyatlarini ilmiy asosda yoritib berish
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qilingan. Tadgiqot jarayonida qgiyosiy-tipologik, germenevtik va analitik tahlil usullaridan
foydalanilgan. Maqolaning magqsadi o‘zbek adabiyotshunosligi va tanqidchiligida adabiy
parallel janrining tabiati va taraqqiyotini ilmiy jihatdan tadqiq etishdan iborat.
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paccMaTpHBaeTCs HePUO/l Pa3BUTUS JKaHPA TUTEPATy PHOH Mapaiely, IBII0IeHCcs 00bEKTOM
M3YYEHUs, U AHAIU3UPYIOTCS MPOU3BEJCHUS, CO3JaHHbIE B JIAHHBIX XPOHOJIOTMYECKHX
rpaHUIax, Ha OCHOBAaHMU YEro JENalTCs OIpEIENICHHbIE BbIBOABL JluTeparypHas
napauiens, OyIy4d caMOCTOATEIbHBIM JKaHPOM JIMTEPAaTypHOH KPUTHUKH, HMeeT OONbIIoe
3HAYEHHUE JUIs PA3BUTHS JIMTEPATYPbl U aKTUBHU3ALMM JIUTEPATYPHOro rporecca. B o xe
BpeMsl Kak[as JIUTepaTypHas Iapauielb HMeeT DIyOOKyI0 JOTHYEeCKyI0 OCHOBY H ee
n3ydeHne TpeOyeT OCHOBATENbHBIX HAyYHO-TEOPETHUECKHX MUCKycCHH. CTOHT OTMETHUTS,
YTO C IMOSBJICHUEM IMEPHOMUYECKON TMeYaTH YCKOPWIIOCh Pa3BUTHE JKAHPOB JINTEPATYPHOM
KPHUTHKY, BHYTPH JIUTEPATYPHO-KPUTHUECKUX JKAHPOB CTATH (HOPMUPOBATHCS Pa3IHIHBIC
X Ppa3HOBHJIHOCTU. PackpbiThe crenuuKd JUTEpaTypHOU Mapaulesu, SBISIOLICHCS
CaMOCTOSTENIFHBIM )KaHPOM B CHCTEME JKaHPOB Y30CKCKOM JINTEpaTypHON KPUTHKH, HAyIHO-
TEOPETHYECKOE MCCIEJOBAHUE IIPUPOABl 3KaHPA, [OHUMAHME €ro ICHE3UCa, HayuyHOe
OCBEIICHHE XyH0XKECTBEHHBIX M KOMIO3HIIHOHHBIX OCOOCHHOCTEH SBIAIOTCS aKTyalbHBIMHU
3aJ[a4aMHu, CTOSIIMMHU CErOfIHS Mepe]l JIMTepaTypoBejeHHeM. B laHHO# craTthe Ha npumepe
JIUTEPaTypHBIX Iapaulelielf, CO3MaHHLIX B Y30EKCKOM JIHTEPaTypOBENCHHU M KPUTHUKE,
HCCIeIYIOTCS TeHEe3HC, IPUPOAa JUTepaTypHOH mapauieny, GaKTopsl, CII0COOCTBOBABIINE
ee CO3/IaHHIo, M e¢ BHyTPEHHee pazHooOpasue. B mporecce ncclieioBaHms HCIONIB30BAHChH
CPaBHUTEIBHO-TUIIONIOTMYECKUI, T€PMEHEBTUYECKUI U aHAJTMTUYECKUI METOAbl aHaJIn3a.
Ilens cratbu — HaydyHOE MCCICAOBAHHE IPUPOABI U OCOOCHHOCTEH pa3BHTHA JKaHPA
JIMTEPaTypPHOM Mapauiein B y30€KCKOM JINTEPaTypPOBEACHIN U KPHTHKE.
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ABSTRACT

KEY WORDS

Genres of literary criticism in world literature as a separate system acquire an important place
in the literary process and development of literature, including in Uzbek literary criticism.
In this system, a literary parallel takes an important place, like a review, an article, a literary
portrait. The period taken as an object in the literary parallel and the works created in it are
analyzed and certain conclusions are drawn. Literary parallel, which is an independent genre
of literary criticism, is of great importance in the development of literature and activation of
the literary process. At the same time, each literary parallel has a deep logical root, and it is
necessary to have reasonable, scientific and theoretical discussions. It is worth noting that
the rise of the Press speeded up the development of genres of literary criticism genres, liter-
ary-criticism genres and its various internal types have developed. One of the urgent tasks is
facing Uzbek literary criticism today, revealing the peculiarities of the literary parallel, which
is considered an independent genre in the genre system, scientifically-theoretically research-
ing the nature of the genre, identifying its genesis, highlighting its artistry and compositional
features on a scientific basis. This article explores the genesis, nature of the literary parallel,
the factors that led to its creation, and the case of literary parallels which was created in
Uzbek literary studies and criticism. Comparative-typological, hermeneutic and analytical
methods of analysis were used in the research. The purpose of the article is to scientifically
research the nature and development of the literary parallel genre in Uzbek literary studies
and criticism.

Genres of criticism, literary
parallel, genre features,
binary typology, trinary
typology, comparative-typo-
logical method, historical-
biographical work, genesis,
scientific-theoretical parallel,
historical-biographical
parallel.
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KIRISH

Adabiyotshunoslik singari adabiy tanqidchilikning ham o‘ziga xos muhim xususiyatlari
va taraqqiyot yo‘llari mavjud. Adabiy tanqidchilikning janrlar tizimida muhim ahamiyat
kasb etgan adabiy parallelning mustaqil janr sifatidagi o‘rni, tarixi, kelib chiqishi, tabiati,
rivojlanishi, shakllanish yo‘llarini o‘rganish muhim vazifalardan biri sanaladi. Chunonchi,
o‘zbek adabiy tanqgidchiligida adabiy parallel ilmiy-nazariy jihatdan alohida tadqiq
qilinmagan. Adabiy tanqidning mustaqil janrlaridan biri bo‘lgan adabiy parallelda qiyosiy
tahlil, xulosa chiqarish, umumlashtirish muhim o‘rin tutadi. Zero, haqiqat qiyosda yaqqol
namoyon bo‘ladi. Bugungi kunda yaratilayotgan badiiy asarlarni komparativistika nuqtayi
nazaridan o‘rganish, tahlil qilish jahon tanqidchiligi va adabiyotshunosligi oldida turgan
dolzarb vazifalardan biri hisoblanadi. Xususan, adabiy parallelning muosir adabiyot rivojiga,
adabiy jarayonga ta’siri yuqoriligi, adabiy tanqidchilikda muhim ahamiyatga egaligi tufayli
ham ilmiy-nazariy jihatdan qimmatga egadir.

ASOSIY QISM

“Barcha san’at turlarida bo‘lgani kabi adabiy tanqid asarlarining o‘z tuzilishi, ilmiy-
ma’rifiy xususiyatlari, qo‘llanish o‘rni va bajaradigan vazifalariga ko‘ra muayyan guruh va
yo‘nalishlari mavjud. Adabiy tanqiddagi har bir janr o‘ziga xos xususiyatlarga ega bo‘lib,
bir-biridan farq qiladi. Ularni tasnif etishda bu farqlar e’tiborga olinishi lozim. Birinchidan,
tanqid janrlarini obyekti jihatidan tasnif qilish mumkin: taqrizda bitta asar obyekt qilib olinsa,
obzor maqolada ma’lum bir davrdagi bir necha asar, muammoli maqolada magsadidan kelib
chiqib, ba’zan bir, ba’zan bir necha asar tahlilga tortilishi obyekt qilib olinishi mumkin”
(Axmedova Sh., 2008, 3). Shu nuqtayi nazardan kelib chigadigan bo‘lsak, adabiy parallelni
tanqidchilikning mustaqil janri sifatida o‘rgangan rus olimi B.F. Yegorov parallel janrining
muhim xususiyati sifatida tahlil qilinayotgan matnning hajmi va qamrov doirasini ko‘rsatadi:
“...qat’ly qilib aytganda, u (adabiy parallel) ni materialning qamrov kengligi bo‘yicha
tasniflangan janrlar guruhiga kiritish kerak: adabiy portret — bir yozuvchi haqidagi maqola,
monografik taqriz — bir asar haqida, obzor — ko‘plab yozuvchlarning ko‘p asarlari haqida
yozilsa, parallel — bir-biriga qiyoslanuvchi ikki yoki undan ortiq asar yoxud ijodkor haqida
yoziladi” (Yegorov B., 1980, 193).

Adabiy parallel janrining xususiyatlarini ko‘rsatib o‘tishdan oldin janrning
nomlanishiga diqqat qaratish zarur. Parallel — yunoncha “parallelos” so‘zidan olingan bo‘lib,
“yonida boruvchi”, degan ma’noni anglatadi. Demak, janr mohiyatiga uning nomlanishi katta
ta’sir ko‘rsatadi Parallellik turli sohalarda mavjud. Adabiyotshunoslik, tibbiyot, etnografiya,
tarixshunoslik, terminologiya, tilshunoslik, san’atshunoslik kabi fanning ko‘plab sohalarida
amalga oshirilgan tadqiqotlar bu fikrni dalillaydi.

Adabiy parallel ham adabiy tanqidchilikning mustaqil va o‘zining spetsifik
xususiyatlariga ega janri hisoblanadi. Mazkur janrning kelib chiqish ildizlari antik davrga
borib taqaladi. Qadimgi yunon faylasufi, tarixchi va yozuvchisi Plutarxning “Qiyosiy
hayotnomalar” tarixiy-biografik asarida mashhur yunon, rimlik davlat va siyosiy arboblar,
notiq va ijodkorlarning hayot yo‘li, xulg-atvori, turmush tarzi qiyosiy usulda yoritilgan.
Bizgacha 46 muvoziy va 4 alohida hayotnoma yetib kelgan. Plutarxning mazkur parallellari
tarixiy, psixologik, metodik parallellarning kelib chigishi va taraqqiyotida muhim rol o‘ynadi.
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“Qiyosiy adabiyotshunoslik” o‘quv qo‘llanmasida (A. Qosimov, 2019, 84) mazkur
asarga tipologik o‘xshashliklarni adabiy janr darajasiga ko‘targan asar, deya baho berilgan.
Ammo aynan qanday janr ekanligi aniq aytilmagan. Mualliflar adabiy parallellarga tarixiy
hikoyalar tarzida qaraganlar.

Rus adabiyotshunosligida janrlar muammosini birinchi bo‘lib o‘rgangan L.P. Grossman
tanqidchilik janrlarining 20 ga yaqin turlarini ko‘rsatar ekan, ularni uch xil tasnif giladi: 1)
tanqid usuli bo‘yicha (bunga esse, impression etyud, traktat, publitsistik tanqid, akademik
taqriz, sharh maqola kiradi); 2) tanqidiy ishning ko‘rinishi yoki “adabiy turlar” bo‘yicha
(bunga feleton, hikoya, xat, dialog, parodiya, pamflet kabilar kiradi); 3) obyektni qamrab olish
kengligi va darajasi bo‘yicha (adabiy portret, obzor, taqriz, parallel, monografiya) (Yegorov
B., 1980, 14). Tanqidchi L.P. Grossman rus mumtoz adabiyoti vakillaridan biri bo‘lgan
B. Sumarokov faoliyatini tahlilga tortar ekan, uning ijodida munozarali bo‘lgan maqola,
muhokama, dialog, analitik xat, nazariy epistol, filologik va grammatik etyud, satira, pamflet,
tanqidiy hikoya, sharx, monografik taqriz, parodiya kabi janrlar qatorida adabiy parallelning
ham muhim o‘rin tutishini ta’kidlaydi (Axmedova Sh., 2008, 27).

Adabiy parallelni tanqidchilikning mustaqil janri sifatida rus filologi va tanqidchisi
B.F. Yegorov atroflicha o‘rgangan. Olim o°zining “O MacTepcTBe JIUTEPaTYypHON KPUTHUKH:
YKaHPBI, KOMIIO3uIus, ¢tk nomli tadqiqotining ““/{uanor u nureparypHas mapajuieib Kak
xaHpbsl” bo‘limida adabiy parallelning janriy xususiyatlarini ko‘rsatadi va rus adabiyotidagi
mazkur janrga kiruvchi asarlarni tahlil giladi. B.F. Yegorov P.A. Vyazemskiyning “Derjavin
haqida” maqolasini adabiy parallel janrining yorqin namunasi sifatida keltiradi. Shu bilan bir
qatorda mashhur rus tanqidchi V.V. Belinskiy ilmiy faoliyatida ham adabiy parallel janriga
mansub tadqiqotlar salmoqli o‘rin tutishini ta’kidlaydi.

Rus olimi V. Perxin “Go‘zallik va noqisliklarni kashf etish” (“OTkpuBars KpacoTs
u Hepoctatkn”’) asarida adabiy tanqidning asosiy janrlari sifatida taqriz, maqola, portret va
nekrologni keltiradi va o‘z navbatida, boshqa janrlarni ularning tarkibiga kiritadi. Xususan,
adabiy parallel muammoli magqola, yubiley maqola, maqola - maktub, maqola-esselar bilan
birga maqolaning tarkibiy qismi sifatida o‘rganilgan (Mixaylova M., 2009, 69). V. Perxin
adabiy parallelni qiyosiy taqriz, adabiy portert janriga yaqin qo‘ysa, B. Yegorov parallelning
drammatik dialog bilan o‘xshash jihatlari ko“pligini ta’kidlaydi. V.V. Perxin adabiy parallelga
“mehnatni eng ko‘p talab giladigan janr”, — deya baho bergan edi. Adabiyotshunosning
fikricha, parallel tanqidchidan yozuvchining asarlari, matnlari, tarjimayi holi va shaxsiyati
haqida puxta bilimga ega bo‘lishni, ko‘plab aniq va mukammal taqqoslashni talab qiladi
(Yegorov B., 1980, 193).

Yana bir rus adabiyotshunosi V.N. Krilov “Pycckas cumMBonucTCKass KpUTHKa KOHLA
XIX — nauana XX Beka: TeHe3Hc, TPaAULUK, )KaHpbl” monografiyasining bir bobinni adabiy
parallel janrini o‘rganishga bag‘ishlagan. V.N. Krilov XIX asr oxiri — XX asr boshlarida
adabiy parallel rus tanqidchiligi va adabiyotshunosligining turli yo‘nalishlarida faollashganini
ta’kidlaydi va o‘sha davrda yaratilgan bir qator adabiy parallellarni tahlil qiladi.

V.N. Krilov adabiy parallelning janr va usul sifatida faollashishiga asosiy sabab
qilib, simvolistlarning keng qiyoslash, turli tipologik aloqalarni o‘rnatish va adabiyotda
o‘tmishdoshlarini izlashga bo‘lgan intilish kabi omillarni ko‘rsatadi. Adabiyotshunos
adabiy parallelni ham mustaqil janr, ham usul sifatida tekshiradi. Parallelni janr sifatida
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shakllantiruvchi asosiy omil giyosiy tahlildir. Agar qiyoslash maqolani butunlay gamrab olsa,
ustunlik qilsa, taqqoslanayotgan turli hodisalar o‘rtasidagi bog‘lanish ta’minlansa, demak,
asarda adabiy parallel janr sifatida bo‘y ko‘rsatadi. Tanqidiy asarning faqat bir gismida
giyoslashdan foydalanilsa, parallel janr emas, usul sifatida baholanadi. Bunda qiyos usuli
muallif uslubini, uning o‘ziga xosligini ko‘rsatish singari estetik vazifalarni bajaradi. V.N.
Krilov adabiy parallelning eng asosiy janriy xususiyati sifatida qiyosiy tahlilni ko‘rsatadi va
asarlarida, asosan, rus simvolistlari yaratgan adabiy parallellarni tekshiradi.

Adabiy-tanqidiy qarashlar mumtoz matnlarda sinkretik, ya’ni qorishiq tarzda uchragan.
Jumladan, bunday mulohazalar tarixiy yodnomalarda, esdalik tipidagi asarlarda, devonlarga
yozilgan debochalarda, manoqib-holotlarda, kichik lirik janrdagi asarlarda, dostonlarning
maxsus boblarida, tazkiralarda, aruz, qofiya, ilmi bade’ va sanoye’ga doir risolalar asosida
chuqur tadqiq qgilingan. O‘zbek adabiyoti tarixi zamonaviy adabiyotning paydo bo‘lishida
muhim rol o‘ynadi, mumtoz adabiyotshunoslik ham hozirgi adabiy tanqidchiligi rivoji, tanqid
janrlarining shakllanishida muhim manba bo‘lib xizmat qiladi. O‘tmish adabiyotshunosligi
muammolarini chuqur o‘rgangan akademik B.Valixo‘jaev o‘zbek mumtoz adabiyotida ham
adabiy parallel xususiyatlari mavjud manbalar uchrashini ta’kidlaydi. Chunonchi, Sayfi
Saroyining “Vasf-ul shuaro” deb nomlangan masnaviysida shoirning adabiy-estetik qarashlari
o‘z ifodasini topgan. Masnaviyda ijod maydoni bog‘ gulshaniga, shoirlar esa bulbul, zog*, to‘ti
kabi qushlarga o‘xshatiladi. Bunda istiora san’ati vositasida iste’dodli shoirlar, shaklbozlikka
o‘ch shoirlar va ko‘chirmachi shoirlar nazarda tutilgan.

Alisher Navoiy ustozi Nuriddin Abdurahmon Jomiyga bag‘ishlab yozgan “Xamsat ul-
mutahayyirin” asarining I bobida ular o°rtasida yozilgan maktublardan birida Navoiy Xusrav
Dehlaviy qalamiga mansub “Daryoyi abror”, Abdurahmon Jomiyning “Lujjat ul-asror”
qasidalari matlalarini keltirib ularni qiyoslaydi ushbu qasidalarga javoban yozilgan o‘zining
“Tuhfat-ul afkor” qasidasining matlasini keltiradi, gasidasining ustozi tomonidan yuqori
baholarga e’tirof etilganini ta’kidlaydi (Navoiy A., 2008, 20). Bundan ko‘rinib turibdiki,
Navoiyning “Xamsat ul-mutahayyirin” asarida trinar tipologiya (uchlik giyoslanish) hodisasi
uchraydi. Bu esa adabiy parallel janriga xos xususiyat hisoblanadi.

“O‘zbek tanqidchiligidagi janrlar majmuyi tarixan vujudga kelgan yaxlit tizim bo‘lib,
xilma-xil tipdagi tanqidiy asarlarning murakkab va o‘ziga xos aloqalari hamda o‘zaro
ta’siri zamirida bunyodga kelgan. Janrlar tizimining shakllanish jarayoni tanqidiy tafakkur
taraqqiyotining muhim qonuniyatlaridan biri hisoblanadi” (Nazarov B., 2012, 381). Barcha
janrlar yaxlit ilmiy-adabiy tafakkur vositasi sifatida adabiyotning ravnaqi uchun kurashadi,
jjodkor va uning asari haqida muayyan xulosalar chiqarishga intiladi, mushtarak ilmiy-adabiy
tizimni vujudga keltiradi. Chunonchi, ushbu janrlar tizimida adabiy parallelga qaraydigan
bo‘lsak, uning quyidagi: ikki yoki undan ortiq badiiy asar yoki adabiy-nazariy muammo
haqida fikr yuritib, qiyosiy xulosalar chiqarishi, shu orqali kitobxonning ikki obyektni qiyosiy-
tanqidiy baholash va estetik didini shakllantirishga ko ‘maklashish kabi yetakchi janriy belgilari
mavjud. Adabiy parallel janriy xususiyatlari jihatidan muammoli maqolaga ham o‘xshab
ketadi, ammo uning muammoli maqoladan farqi shundaki, muammoli maqolada adabiyotga
oid bir muammo bir mutaxassis yoki tanqidchi tomonidan o‘rtaga tashlanib, uning yechimi
ko‘rsatilsa, adabiy parallelda ayni muammo yuzasidan bir necha adabiy muammo ilmiy
jihatdan tadqiq qilinadi. Qiyosiy-tipologik metod nafaqat adabiyot metodologiyasi sohasi,
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balki adabiyotshunoslik, adabiyot tarixi, adabiyot nazariyasi, bibliografiya, matnshunoslik,
manbashunoslik, tarjimashunoslik sohalari qatorida adabiy tanqid uchun ham muhim
ahamiyatga ega va ular bilan chambarchas bog‘liq. Adabiy parallel janrida ham qiyoslash
metodidan o‘rinli foydalanish muhim ahamiyat kasb etadi. Ammo bunda faqat hodisalarning
o‘xshashligi yoki farglanishi aniqlanib qolmasdan, ularni tahlil va talqin qilish, ilmiy, adabiy,
estetik ahamiyatini ham isbotlash zarur.

Adabiy tanqidchilikda parallel janrining yorqin namunasi sifatida mashhur sharqshunos
Y.E. Bertelsning “Navoiy va Attor” monografiyasini keltirish mumkin. Mazkur tadqiqotda
Farididdin Attorning “Mantiq ut-tayr” va Nizomiddin Mir Alisher Navoiyning “Lison ut-
tayr” asarlari qiyosiy-tipologik usulda tahlil qgilingan. Olim Navoiyning “Lison ut-tayr”
asari Attor “Mantiq ut-tayr”’ining tarjimasi emas, balki o‘ziga xos original doston ekanligi
ko‘plab misollar asosida dalillangan. Turkiy adabiyotning forsiy adabiyotga bog‘liq ekanligi,
bu ikki adabiyot asrlar davomida bir-biridan oziqlanib, rivojlanganligi ma’lum. Biroq ayrim
g‘arblik adabiyotshunoslar Sharq adabiyotining tahlilida G*arb badiiy asarlarini baholashda
qo‘llanilgan o‘lchovlardan foydalanganlar va Sharqdagi adabiy an’anani to‘g‘ri tushunmay,
Navoiyni “taqlidchi”, “tarjimon” deb ataganlar. Y.E. Bertels tadqiqotining kirish qismida
yuqorida keltirilgan masalalarga oydinlik kiritar ekan, “tarjima” terminini Sharq adiblari
asarlariga nisbatan juda ehtiyotkorlik bilan qo‘llanilishi kerakligini, chunki uning ma’nosi
Sharq adabiy shakllariga har doim ham mos kelavermasligini ta’kidlaydi. Tadqiqotchi
dostonlarni qiyosiy-tipologik metod asosida tahlil qgilgan holda quyidagi farqli jihatlarni
keltiradi:

Yozuvchi va adabiyotshunos Xurshid Do‘stmuhammadning “Jon Milton va Abdulla
Qodiriy: “Areopagitika”dan “Diyori Bakr’ga qadar” maqolasi ham adabiy parallelning
namunasi hisoblanadi. Maqolada muallif ingliz shoiri va publitsisti Jon Milton va buyuk
o‘zbek yozuvchi va publitsisti Abdulla Qodiriy o‘rtasidagi o‘xshashlik va o‘ziga xosliklarni
tahlilga tortadi. Maqolaning kirish gismida X. Do‘stmuhammad ikkala ijodkorning bolalik
yillari va ta’lim jarayonlari haqgida fikr yuritadi. Ularning o‘qish, intilishga, bilim olishga
intilishlari va dunyo kezishga bo‘lgan imkoniyatlari qiyoslanadi. Ikkala ijodkor ham sa’y-
harakatlari tufayli o°z davrining ilg‘or, ziyoli kishisiga aylanishi faktlar orqali asoslanadi. Jon
Milton ham, Abdulla Qodiriy ham ijodining dastlabki pallasida matbuot, publitsistika bilan
qizg‘in shug‘ullanishlari, ular ishongan tuzumning oxir-oqibat puch asoslarga qurilganligi,
davr sharoitlari o‘zaro solishtiriladi. Keyingi qismda esa J. Miltonning “Areopagitika” va A.
Qodiriyning “Diyori Bakr” to‘plamigakirgan kichik asarlari tahlilga tortiladi (Do ‘stmuhammad
X., 1990).

Adabiy parallel janri ham mustaqillik davrida zamon talablariga binoan o‘z maqsad
va vazifalari jihatidan yangilanib bormoqgda, mumtoz adabiyotimizga e’tibor kuchaymoqda.
Shu bilan bir qatorda, o‘zbek adabiyoti namunalarini jahon adabiyoti kontekstida o‘rganish
boshlandi. Tanqidchi va adabiyotshunos Suvon Melining “O‘zbekiston adabiyoti va san’ati”
gazetasida nashr etilgan “Mushtarak uchlik” (Meli S., 2012) deb nomlangan maqolasi ana
shunday xususiyatga ega adabiy parallelga misol bo‘la oladi. Maqolada muallif Aflotun,
Pushkin va Hamid Olimjonning she’rlarini o‘zaro qiyoslaydi, ularning mushtarak va farqli
jihatlarini ko‘rsatib o‘tadi va giyoslanayotgan ikkilik yoniga uchinchi hodisaning qo‘shilishi
ikki hodisa qiyosida mavjud bo‘lmagan, faqat uchlik qiyosi natijasida tug‘iladigan ma’no va
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gonuniyatlarni tahlil qiladi. Maqolada Suvon Meli qiyoslash natijasida kelib chiggan umumiy
xulosalarini keltiradi. “Mushtarak uchlik” maqolasi ikkidan ortiq obyektning o‘zaro farqli
va umumiy jihatlarining tadqiq qilinishi, ularning o‘ziga xos jihatlarining ochib berilishi,
qiyoslash natijasida ilmiy xulosalarning chiqarilishi uning adabiy parallel janrining namunasi
sifatida tahlil qilishimizga asos bo‘ladi. Demak, istiglol davri tanqidchiligida ijtimoiy tahlil
qatori mikroanaliz, qiyosiy-tarixiy talqinning kuchayib borayotganligini ham kuzatishimiz
mumbkin.

Mustagqillik davri o‘zbek adabiy tanqidchiligiga xos yana bir xususiyat shuki, bu
davrga kelib ilg‘or jahon adabiyoti va tanqidchiligining milliy tanqidchiligimizga ta’sirining
kuchayganligi bo‘ldi. Mazkur xususiyat adabiy parallel janriga mansub asarlarda ham oz
aksini topdi. Jumladan, Muhammadjon Xolbekovning “Shekspir va Marlo” magqolasida
(M.Xolbekov, 2008) ikki buyuk ingliz dramaturglarining hayot va ijod yo‘llari biografik
metod orqali giyoslangan. Bundan tashqari ular yaratgan tragediyalarning mushtarak va
tafovutli jihatlari tahlil qilingan.

Ko‘rinadiki, adabiy tanqidning boshqa janrlari singari adabiy parallel ham rivojlanib
bormoqda. Istiglol davri adabiyotshunosligi va tanqidchiligida adabiy parallel janri sho‘ro
davrida yaratilgan parallellardan janr imkoniyatlarining kengayganligi, tadqiqot obyekti
gamrov doirasining o‘sganligi, jahon adabiyoti konteksti doirasida ish ko‘rishi, san’atning
boshqga turlari bilan integratsiylashuvi kabi xususiyatlar bilan farq qiladi. Janrning davrlar
osha taraqqiy topishi esa uning yashovchanligini belgilab beradigan muhim omil sanaladi.

O‘zbek adabiy tanqgidchiligida yaratilgan adabiy parallellarni xarakteri va mazmun-
mohiyatiga ko‘ra quyidagicha tasnif qilish mumkin:

1. Tarixiy-biografik adabiy parallel.

2. llmiy-nazariy adabiy parallel.

Tarixiy-biografik adabiy parallel janrida qiyoslanuvchi obyekt sifatida ijodkor
biografiyasi turadi. Ammo bunda ijodkor biografiyasidan fagat axborot berish sifatida
foydalanmaydi, balki ijodkor biografiyasidan asarlarning mazmun-mohiyatini to‘liqroq
ochishga harakat giladi. Shuningdek, ijodkor hayoti va faoliyatini atroflicha qamrab olishga
qaratiladi.

Ilmiy-nazariy adabiy parallellarda ilmiy tahlil, o‘rganilayotgan adabiyot
namunalariga adabiyotning nazariy qonun-qoidalari nuqtayi nazaridan yondashish, ilmiy-
nazarly umumlashmalar chiqarish xususiyatlari yaqqol ko‘zga tashlanadi, adabiy jarayonning
muayyan qismi, adiblar faoliyati, milliy yoki jahoniy adabiyot taraqqiyoti, uning muayyan
tadrijiy bosqichlarini ilmiy-estetik masalalar doirasida o‘rganadi, zarur xulosalar chiqarib,
muammoni yechish usullari ishlab chiqiladi yoxud yechimga olib boruvchi yo‘l tanlanadi.
To‘g‘ri, adabiy parallelning barcha turlarida ham ilmiy-nazariy tahlil va umumlashmalar
chiqgarish xususiyati yetakchi o‘rin tutadi, ammo biografik adabiy parallellarda, asosan,
jjodkor hayot yo‘liga jiddiy e’tibor qaratiladi, adabiy tur va janrlar tahliligiga bag‘ishlangan
adabiy parallellarda esa janrlar tadriji asosida ilmiy-nazariy xulosalar chiqariladi.

M.M. Baxtin: “Janr adabiyot taraqqiyotining har bir yangi bosqichi va shu
janrga mansub har bir asarda qaytadan tug‘iladi, yangilanadi. Janr hozir bilan
yashaydi, biroq hamma vaqt o‘zining o‘tmishi, ibtidosini yodda tutadi. Janr —

jjodiy xotiraning adabiyot taraqqiyoti jarayonidagi vakilidir” (Baxtin M., 2002, 120), —
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deya yozganida mutlaqo haq edi. Shu kabi, adabiy parallel janri ilk kurtaklari antik davr
adabiyotidan boshlanadi. Mumtoz adabiyotimizda ham adabiy parallelning janriy xususiyatlari
bor bo‘lgan manbalar uchraydi. Asrlar davomida taraqqiy etib, o‘zgarishlarga uchragan
adabiy parallel janri han bugungi kunda rivojlanishdan to‘xtagani yo‘q. Adabiy parallel badiiy
adabiyotda ham, adabiyotshunoslikda ham uchraydigan, ammo janriy xususiyatlari o‘zbek
adabiyotshunosligida kam tadqiq etilgan janrlardan biridir. Uning antik adabiyotda uchrashi
ildizlari juda qadimiyligini ko‘rsatadi.

XULOSA

Xullas, adabiy parallelda farqli va mushtarak jihatlarni izchil tahlil qilish, xulosa
chiqarish, umumlashtirish, nuqtayi nazarni aniq va dalillar asosida ifodalash hal qiluvchi
ahamiyat kasb etadi. Yaratilayotgan har bir adabiy parallelda qiyoslanuvchi obyektlardagi
giyoslash mantiqiy jihatdan asosga ega bo‘lishi lozim. Bundan tashqari, asosli, mulohaza
va muhokamalari ilmiy-nazariy jihatdan pishiq bo‘lishi adabiy parallelning ilmiy-tanqidiy
giymatini oshiradi. Demak, parallel ham adabiyot rivojida boshqa janrlar singari muhim
o‘rin tutadi, uni monografik yo‘sinda tadqiq etish muhim vazifalardan biri bo‘lib qoladi.
Adabiy parallel janri bir tizim sifatida mavjud ekan, ularning o‘zi mavzusi, magsadi, tabiatiga
ko‘ra bir necha ichki turlarga bo‘linadiki, ularning ham alohida tadqiq etilishi lozimligi
ayonlashadi. Chunki nasr tadqiqiga, she’riyatni umumlashtiruvchi, dramaturgiya sohasiga,
bolalar adabiyoti, adabiy tanqid rivojiga bag‘ishlangan juda ko‘plab adabiy parallellar
yaratilganki, ularni tasniflash, guruhlarga ajratib o‘rganish kelgusida amalga oshirilishi joiz
bo‘lgan tadqiqotlar sirasiga kiradi. Shu bois adabiy parallel janri adabiy tanqidning asosiy,
yetakchi gismlaridan biriga aylanishiga shak-shubha yo‘q.
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ANNOTATSIYA KALIT SO‘ZLAR
Magqolada adabiyotshunoslikka oid qiyosiy tadqiq metodologiyasi tahlil gilinadi. Muallif Obyekt, qiyoslash vazifalari,
adabiy faktlarni qiyosiy tadqiq qilishning asosiy maqsadini turli darajadagi strukturaviy ele- qiyoslash bosqichlari, tipik
mentlarni (mavzu, syujet, obraz, til, uslub va boshqalar) giyoslash asosida obyektlar o‘rtasi- vaziyatlar, qiyosiy tahlil
dagi o‘xshashlik va farqlarni aniqlash qiyosiy tahlil vazifalari qatorida o‘ziga xos xususiyatga metodikasi, qiyosiy-tarixiy
egaligini izohlaydi. Qiyosiy tahlil vazifalari qatoriga maqola muallifi gnoseologik, mantiqiy, va qiyosiy-tipologik usullar,
uslubiy va aksiologik vazifalarni ham kiritadi. Qiyosiy tahlilning har bir bosqichining ahami- tarjima, adekvatlik, badiiy
yati qiyoslash obyektlari haqida yangi bilimlarni olish va ular o‘rtasidagi munosabatlarni tarjima, tarjima san‘ati.

tushunish kontekstida ko‘rib chiqiladi. Qiyosiy tahlil jarayonida yuzaga keladigan tipik vazi-
yatlar (bir makon va/yoki zamonda yonma-yon mavjud bo‘lgan yoki mavjud bo‘lish joyi va/
yoki vaqti jihatidan farq qiluvchi adabiy fakt va hodisalarni taqqoslash) ham batafsil bayon
etilgan. Muallif giyoslash natijalarini baholash mezonlarini, shuningdek, giyosiy tahlil nati-
jalarining ishonchliligini ta’minlash shartlarini sanab o‘tadi va tavsiflaydi. Maqolada qgiyosiy
adabiyotshunoslik obyekti sifatida tarjimaga alohida e’tibor qaratilgan. Shu bilan birga, tarji-
monning madaniyatlararo badily muloqot jarayonida vositachi roliga, shuningdek, asliyat va
uning tarjimasini qiyosiy o‘rganishning mumkin bo‘lgan jihatlariga e’tibor garatiladi.
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ABSTRACT KEY WORDS

The article discusses the methodology of comparative analysis in relation to literary stud- Object, comparison tasks,
ies. The author defines the main goal of comparative studies of literary facts as identifying stages of comparison, typical
similarities and differences between objects based on a comparison of structural elements of situations, methodology
various levels (theme, plot, image, language and style, etc.) Among the tasks of comparative of comparative analysis,
analysis, the author of the article includes epistemological, logical, methodological, method- comparative historical and
ical, axiological tasks. The importance of each stage of comparative analysis is considered in comparative methods, trans-
the context of obtaining new knowledge about the objects of comparison and understanding lation, adequacy, literary

the relationships between them. Typical situations that arise in the process of comparative translation, art of translation.

analysis (comparison of literary facts and phenomena that coexist in the same place and/or
time, or differ in place and/or time of their existence) are also described in detail. The author
lists and characterizes in detail the criteria for evaluating the results of the comparison, as
well as the conditions for ensuring the reliability of the results of the comparative analysis.
Special attention in the article is paid to translation as an object of comparative literature.
The emphasis is on the role of the translator as an intermediary in the process of intercultural
artistic communication, as well as on possible aspects of comparative study of the original
text and its translation.

BBEJAEHUE

CpaBHUTEIBHBIN aHAIM3 OTIIMYACTCS OT OOBIYHOTO aHAJK3a JIMTEPATYPHOIO MTPOU3BE-
neHusi. TpaIMIIMOHHBIA aHaN3 HalpaBlieH Ha OOBEKThI, KOTOPBIE COCTOSIT M3 00pa3yIoInX
UX DIIEMEHTOB, TIOATOMY HCCIIEIOBATEISIM JIOCTATOYHO BBIJICITUTH U MPOAHATU3UPOBATH DTH
cocrapisitonyie. CpaBHUTEIBHBIN K€ aHAJIN3, IOMUMO YKa3aHHBIX JICUCTBUH, IpEAIoiaraet
COIIOCTABJICHUE BBIJICJICHHBIX B 00BEKTE aHaIM3a 3JIEMEHTOB Mexay coboii. Llenb cpaBHU-
TCJIBHOI'O aHaJInu3a COCTOUT B TOM, T-ITO6I:I BbISIBUTH CXOAHBIC U pa3.]'II/IT-IHLIe CTOpOHBI CpaBHI/I-
BaeMBIX 00BEKTOB, 0OHAPYKHUTH M UCTOJIKOBATH OOIIHE 3aKOHOMEPHOCTH, 00YCIIOBIINBAIOIIIE
CXOZICTBa MEX/Ty HUMHU.

I/ICHOKOH BCKOB B Hapoz[e I‘OBOpI/ITCH, YTO MCTHUHA ITO3HACTCA B CpaBHCHI/II/I. I/IMCHHO
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TTOATOMY METOJIOJIOTHSI CPABHEHHUS TTOJTYIHIIA IIIUPOKOE PACTIPOCTPAHCHUE M HA CETOHSTITHII
JIeHb TPIMEHSIETCS BO BCEX 00JIacTAX HayKH U TPAKTHKH.

Janee paccMOTpUM, KaKKe HayYHO-ITPAKTHYECKUAE OCHOBAHUS TO3BOJIIOT OoJiee ITy-
OOKO MOHSTH COJICPKAHKE, CYIIIHOCTh M 33JIJa4d METOJI0JIOTHH CPABHCHUSI.

OCHOBHAJS UACTDb

OO0BeKThI, 32/1a4U, THNUYHbIE CHTYAI[HH CPABHHUTEIHHOTO aHaym3a. OOBEKTHI
CPaBHUTEIIPHOTO aHAIM3a JACIATCS Ha MPUPOAHbIE, CONMATbHBIE U TYXOBHbIE. JTH OTHO-
CUTEJIPHO CaMOCTOSTENbHBIC c(hephbl TAPMOHUYHO CBS3aHBI IPYT C ApyroM. MIMeHHO OHU B
COBOKYITHOCTH (JOPMHPYIOT CPey, B KOTOPOH JKMBET YEJIOBEK, U HAXOMAT CBOE BEIPAYKCHHE B
BHJIE 00pa3a B Xy/JI0KECTBEHHOU JINTEPATYPE.

HecmoTpst Ha OTHOCHTENBHYIO CAMOCTOSITEIBHOCTh PUPOIHBIX SIBICHUIN, OHU CTaHO-
BATCSI 00BEKTaMH CPABHECHWS JIUIIIH TTOCJIE TOTO, KaK BOBJICKAIOTCS B OOIIECTBEHHYIO KU3HD
moned. THpIMU cITOBaMU, MOCKOJIBKY JIFOMW 3aHMMAIOTCS CPAaBHUTEIBHBIM aHAIU30M ITIPH-
POJIHBIX SIBJICHUI, OHU IIEPSHOCAT Ha HUX CBOU COOCTBEHHBIC COLMAIBHBIC 0COOCHHOCTH, UC-
XOMIST U3 CBOUX MHTEPECOB U B3MISIOB. B pe3ysprare CpaBHUTEIBHEIN aHAINU3 SIBJICHUH TTPH-
POIIBI B OTIPECIICHHON CTETICHU CONMANM3UpyeTcs. TakuM o00pa3oM, MEXaHM3M CpPaBHEHUS
MIPUPOJTHBIX SIBICHUH HE MOXKET OCYIIECTBIATHCS O3 BIHSHUS COLUATBHBIX (haKTOPOB.

Bropas rpymma o0beKTOB CpaBHUTEIBHOTO aHAIN3a - COLMAIbHBIC SBJICHUS. MeTo10-
JIOTHUSI KX CPAaBHEHUSI KIMEET CBOU 0COOCHHOCTH. [TpH 3TOM paciiupsiercs mojie aHaansa, yBe-
JTIUBACTCS KOJTMISCTBO TIOKa3aTeNield CpaBHUTEIHLHOTO aHanm3a. [IpnanHa B TOM, 9TO 31eCh
3aKOHBI OOIIECTBEHHOTO Pa3BUTHS JICHCTBYIOT BHYTPH BCeX C(ep COIMAIbHBIX OTHOIICHUH,
TO €CTh B JJAHHOM CJTy4ae HeOOXOIMMO YUUTHIBATH YKOHOMUYECCKHUE, TIOJTUTUICCKUE, TyXOBHO-
UICOIOTUYECKIE, TTPABOBBIC, HAYIHO-TEXHUYCCKHE, HH(OPMAIIMOHHBIC, BOCHHBIC, YKOJIOTH-
YeCKHE U MHOTHE IPYTHE OTHOIICHUS.

JyXOBHO-MUPOBO33pEHUECKHE BOIIPOCHI COCTABIISIFOT TPETHIO TPYINTY OOBEKTOB CPaB-
HUTEIILHOTO aHaJIM3a. DTOT MPOIECC CBA3aH CO CPABHUTEIBHBIM aHAIM30M OOBEKTOB JIyXOB-
HO-MHPOBO33PEHYECKOM cephl.

Taxum 0O6pazoM, IPUPOIHEIC, COITHATBHBIC U TyXOBHO-MHUPOBO33PCHUCCKHE SIBICHUS,
MIPUCYTCTBYIOIINE B XyIOXKECTBEHHOW JUTEpaType, SBISIOTCS 00BEKTaMH CPAaBHUTEILHOTO
aHaym3a. Ho »Tu 00bEeKTHl YHUKAIBHBI M TPEOYIOT yueTa psifia COOCTBEHHBIX 0COOCHHOCTEH.

3amauyu cpaBHUTEJBLHOTO aHaau3a. Kak crnemayeT w3 HaydHOU TUTEpaTyphl, CPAaBHU-
TEeTBHBI aHAJIN3 WMEET THOCCOJIOTHUSCKHUE, JIOTHICCKHE, METOMOJOTHUSCKIE, METOIMYC-
ckue, akcuonorndyeckue 3amaun. (Munepanos 10.1., 2019; Xupmynckuii B.M., 1979; Ko-
kopuH A.A., 2009) NubIMH crioBaMH, MBI 00sI3aTEIbHO MPOXOAWM 3TH 3Talbl B Mpolecce
COIIOCTABJICHUS JINTEPATYPHBIX COOBITHH.

I'noceosiornyeckasi (3MMCTEMOJIOrMYECKasl) 3aj7a4a CPaBHUTEIBHOIO aHaiu3a. Ee
CYIIHOCTh ¥ OCHOBHAS II€JTb 3aKIIFOYAETCS B IMOJTy9CHUU HOBBIX 3HaHMI 00 00bEeKTax cpaBHe-
Hus. braronapst 5ToMy MBI 1OCTUTaeM CIEAYIOMINX PE3yIbTaTOB:

— BO-TIEPBBIX, B IIPOIIECCE CPABHUTEIBHOIO aHAIM3a MBI TIOTy4aeM HOBYIO WH(pOpMa-
A0 O KaXXJ0M CPaBHUBAEMOM OOBEKTE;

— BO-BTOPBIX, MBI ITOJTy9UM HOBOE IPEJICTABICHNE O B3aUMOJICHCTBHH CPAaBHUBACMBIX
JUTEPATYPHBIX SBICHUN;
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— B-TPETBUX, €CJIM PE3YIbTAaT CPABHEHUSI IIPEIMETOB JOCTATOYHO IMOJIHBIM U TOYHBIM,
TO MBI (hopMHUpyeM O0IIIee IpeCTaBIeHHEe 00 UX MPOILIOM, HACTOSIIEM 1 OymymieM. B To xe
BpeMsI Mbl 000TalaeM TEOPHIO METONOJIOT MY CPaBHEHUSI.

Jloruveckoi 3aja4yeil CpaBHUTEIBLHOIO AHAJIN3A SIBJISIETCS] IPUMEHEHUE JIOTMYECKUX
3aKOHOB W TIPAaBWJI B MPOIIECCE CPABHEHUS JINTEPATYPHBIX sBIeHUH. UTOOBI HEe OTKIOHATHCA
OT TpeOOBaHMIA IOTUKHU B MPOIIECCE CPABHUTEIHHOTO aHANIN3a, CIeyeT COOMoIaTh ClIeayro-
iee:

1. Hemornuno cpaBHMBaTh JHUTEpaTypHBIC COOBITHS 1O Pa3HBIM OCHOBaHMsM. J{is
CPaBHUTEIIPHOTO aHAJIM3a JTUTEPATYPHBIX COOBITHI YacTO BHIOMPAIOT pasHbie 0asbl. Korma
ATO TIPOHMCXOJIUT, MPOIIECC CPAaBHEHHSI TEPSET CBOIO TOYHOCTh. Bo MHOTOM OH ocTaercs 0e3
00beKTa, MOATOMY CTaHOBHTCS Hed(pekTUBHBIM. MIMEHHO 1MO3TOMY Tak BayKHa deTKas 0asa
JUIsl cpaBHEHUs. J[J1s1 3TOro OfMH CYIIHOCTHBIM IIPU3HAK HEJb3s CPaBHUBATH ¢ ApyruM. Ha-
MIpUMEP, CHOXKET JIOTUYHO CpaBHUBATH C CIOKETOM, A3BIK IMPOU3BCIACHUSA C SI3BIKOM JPYTroro
MIPOM3BE/ICHHS,

2. Ecnin u3 aHanu3a He UCKIIIOUYNUTH ONPEACTICHHBIC CUTYalluH, HE CBSI3aHHBIC C 00BEK-
TaMH, O)KMJJaeMbIi pe3yJabTaT He MOXKET OBITh JIOCTUTHYT;

3. B mporiecce cpaBHEHHS MOXKHO CTOJKHYTHCA C KOH(QIUKTAMHU U TPOTHBOPEUHIMH,
9TO ecTecTBEHHO. Jlake B cCaMBIX MIPOTHBOIOJIOKHBIX XapaKTepax HEIIPEMEHHO €CTh OOIIIie
MOMEHTBI, HE POTUBOPEYAIIHE JOTHKE.

MeTononornyeckasi 3aa4a CpaBHHTEIbHOI0 aHAJIM3A. B mporiecce cpaBHEHUS MBI
HCIIOJIb3YEM MHOXXECTBO METOAOB U IIPUEMOB. 9T0 YBECJIMYNUBACT HE TOJIBKO HAIlIM 3HAHWA 00
00BeKTe, HO M HaITM SMITMPHYECKHAE 3HAHUS O PEIICHHH HEKOTOPBIX )KM3HEHHBIX 33j1ad, T. €.
Halll OTBIT, U PACIIUPSAET HALU MPAKTUIECKHE BO3ZMOKHOCTH.

MmupoBo33peHuyeckas 3a7a4a B CPAaBHUTEJbLHOM aHaJm3e. M3BECTHO, YTO KayKIbIi
TIPOIIECC 3aBHCHUT OT 3HAHUH U MUPOBO33pEHUS Jroneid. To, HaCKOJIBKO BCECTOPOHHUM OyIeT
CPaBHHTENBHBIN aHAIH3, 3aBHCHT OT MUPOBO33PEHUs, 3HAHWA W YPOBHA 00pa30BaHUs JINY-
HocTu. MTak, MEPOBO33pEHUE UTPAET BaXKHYIO POJIb B 3TOM MPOLECCE, OHO CIYKUT oOorarie-
HUIO MUPOBO33PEHUS CyOEKTOB M MUPOBO33PEHHS YHTATEIICH.

OueHouHasi (AKCHOJIOTHYECKAA) 32/1a4a CPABHUTEIBLHOI0 aHAJIH3a MPOSBIISETCS BO
MHOTHX (hopMax ¥ BO MHOTHX acriekTax. UTo Obl MBI HA CPaBHUBAIIH, B PE3YJIBTATE MBI JIOJIK-
HBI OyZieM MOJBECTH MTOTH HALIMX HAyYHO-TEOPETUYECKHX Pa3MBILUICHUHA W JaTh OLEHKY
TOMY WJIA UHOMY JIMTEPAaTYpPHOMY SIBJIEHUIO. BOT moYeMy CpaBHMTEIBHBIN aHAINU3 10 CYILe-
CTBY aKCHOJIOTHYECKHI1, TO €CTh B €T0 CO/Iep’KaHUH BOTIONIEHA OIIEHKA CPAaBHUBAEMBIX SIBJIE-
HUH C TOYKH 3pEHUS UX CXOJICTB U pa3NIU4nid. DTO HE TOJIBKO MOBBIIIAET TEOPETUIECKUH ypo-
BEHb aHAJIN3a, HO U IPHOOpETAET MPAKTUIECKOE 3HAYCHNE TP PELICHUH HEKOTOPBIX 3a/1au.

OMIupHYecKkas 3aJa4a CPaBHUTEJBHOI0 aHaIM3a B OCHOBHOM HampasjieHa Ha o0e-
CIIeYEHHUE PeIIeHUs IPAKTUUYECKUX 3a1a4d. Kax/plil IeHb repej] HaMU BO3HUKAET PsiJi TPAKTH-
YeCcKUX BOMPOCOB. [IpakTrka cCpaBHUTENLHOTO aHaIN3a JacT pealbHbIE PEe3YIIbTaThl, TOIBKO
€CJIM OHA CITYKHUT JOCTHKEHUIO MPAKTUYECKUX LIENeH, BAXKHBIX B )KU3HH YeJIOBEKa.

HamuoOousiee BaskHble IIAru B Mpouecce cpaBHeHus. YTo J0IDKEeH clenaTh UCCIIeI0-
BarcCiib, KAKMWEC J3TaIrbl JOJI’KECH OH HpOﬁTH, qTOOBI CpaBHI/ITeHBHHﬁ aHaJIn3 aajl O)KI/IlIaeMHﬁ
pe3yabrar?

[Ipexne Bcero, ncciienoBarTelb 10JHKEH MPABUIIBHO BEIOPATh OOBEKTHI CPaBHEHHUS, 1O~
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TOMY YTO 3TOT 3Tall CO3AAETCS CUTyalMel CYIIIeCTBOBAaHUS OObEKTOB CPAaBHEHHMS.

Bo-nepBbIX, HEBO3MOXXHO CPAaBHUBATh M OINPEICISATH CXOACTBA M PA3IMUUs MEXKILY
SBJICHUSIMH O€3 CpaBHEHHUSI UX BHYTPEHHHUX XapaKTEePUCTUK U BHYTPEHHHX mapameTpoB. Oc-
HOBHBIMU U3 HUX SIBIISIIOTCS COJIEpIKaHUE, CYIITHOCTh, KAYeCTBA CPaBHUBAEMbBIX 00BEKTOB. [10-
STOMY BBISIBIIEHHE CXOJACTBA M PA3NUYHA MEXIY COAEp KaHWEM, CYIIHOCTHIO M KadeCTBAMHM
SIBJICHUH BBICTYIIAET IIEPBHIM IIarOM B IIPOLIECCE CPABHEHMUSL.

Bo-BTOpBIX, MBI 3HaeM, YTO BHYTPCHHUE XapaKTEPUCTUKU COOBITHH, T. €. UX comep-
KaHue, CYIIHOCTh ¥ KaueCTBO, CBOE00pa3HO MPOSIBIAIOTCS BOBHE. [109TOMY HEOOXOIUMO H3-
y4aTh CTETNeHb BHIPAKEHHOCTH BHYTPEHHUX XapaKTEPUCTHK OOBEKTOB CPaBHEHHMS, HX CXOMI-
CTBa M Pa3JInuusl BO BHEIIHEH cpesie. DTO CIEAYIOMNI 3Tall CPaBHUTEIBHOTO aHAJIHM3a.

B-TpernuXx, HE TOJIBKO CPaBHUBAEMbIC OOBEKTHI BIUSIOT Ha CPEAY, HO U CPEAa BIMSCT
Ha HHUX. DTO MpEIoIaracT CpaBHEHNE 0COOEHHOCTEN BIMSHUS BHEIIHUX YCJIOBHH Ha 00b-
eKTHI aHAJTN3A.

Taxkum 0Opa3oM, Ha 3Tare CpaBHEHUS SIBJICHUH €CTECTBEHHBIM 00pa3oM ONpenesIeTcs
TpeTbe HanpapieHue. CyThb ero 3aKII0YaeTcsl B BBIIBIEHUN CXOACTB U PAa3IMUMi BO BIUSHUU
cpenbl Ha 0OBEKTHI CPABHUTEIBHOTO aHAJIH3a.

B-ueTBepThIX, 715 BOSHUKHOBEHHA JIO0O0TO SBJICHNUS, B TOM YHCJIE U JTUTEPATyPHOTO,
eCThb NIPUYMHA U HeoOXonuMocTh KOHEUHO, UX TOXXKE CJIeAyeT yUUThIBaTh NPU CpaBHEHUU. B
BO3HMKHOBEHHH, CYIIECTBOBAHNH, Pa3BUTUU U (DYHKIIMOHUPOBAHUH KaXKIOTO SIBICHUSI UTpa-
0T POJIb MHOTHE (DAaKTOPBI, HO HEKOTOPBIE U3 HUX UMEIOT MMPHOPUTET. B muTeparype 31o yacto
Ha3bIBAIOT MOTHBOM. [lo3TOMY, TIpex/ie 4eM MpPOBOANTH CPABHUTENBHBIN aHAINU3 TOTO, YTO
HaM HY>XHO, HEOOXOIMMO CONOCTAaBUThH (DAaKTOPbI, BHI3BABIINE €0 IOSBICHHE. JTO MOMO-
raeT HaM OOHapYKUTb CXOJCTBA M Pa3IM4Ms B MPUUMHAX CYIIECTBOBAHUS CPaBHHBAEMBIX
00bekToB. C 3TOH 1eIbI0 HaM 11eTIeCO00Pa3HO MPOBECTH CPABHUTEIBHBIN aHAIN3 HA OCHOBE
anropruT™Ma HEOOXOTUMOCTE (MOTHB) - IPEAMET - CYITHOCTH (PE3yJIbTar).

HWrak, conocrasienue noTpedHOCTel (MOTUBOB) SIBJISIETCSI BAXKHBIM ATAIIOM OOBEKTHB-
HOTO aHaJin3a, IOTOMY YTO HHYTO HE BO3ZHHMKAeT 0e3 HyAbl 1 HeoOxoanmocTu. Tak, B mpo-
n3BeneHnn Amnumepa HaBou «JIucoH yT-Taiip» UMEHHO mepBasi U3 CEMH JIOJINH, BEIOPaHHBIX
JUTS IOCTHIKEHHUS TIEPBOHAYAIHOTO MTyHKTA Ha3HaueHus, Obi1a Heooxoanma (MBanos C.).

Kakue TunuyHbie cuTyauuu MOryT ObITh 00beKTOM cpaBHeHus1. MlHorna y Hac nof
PYKOM Tak MHOTO MaTepHasa, 4TO Mbl HE 3HAEM, YTO U C YEM CPABHHUBATH MJIU COMOCTABIIATH.
W3BecTHO, 4TO Ha MpOIeCC CPABHUTEIBHOTO aHAIN3a U €TO PE3YJIBTaThl BIHUSIOT MHOTHE 00-
cTosiTenscTBa. Hampumep, coctaB 00BEKTOB CpPaBHEHHS; METOAOIOTUIECKHE MHCTPYMEHTHI
aHaJIM3a; METObl CPAaBHUTEIBHOIO aHanu3a u 1p. [IpuHuMas Bce 3T0 BO BHUMaHUE, MOKHO
yKa3aTh CIEIyIOIINE TUITMYHBIE CUTyalluH, KOTOPbIE MO)KHO CPaBHUBATH:

IepBasi cutyauus. CpaBHEHUE JTUTEPATypHBIX COOBITHH, OJHOBPEMEHHO CYIICCTBY-
IONUX B OTHOM MECTe. DTa CUTyallWsl CPaBHEHHUS MMEET CBOM OCOOCHHOCTH. Bo-TepBhIX,
MIPOCTPAHCTBEHHOE €ANHCTBO CPABHUBAEMBIX 00BEKTOB, OOLTHOCTH CPEAbl UCKIIIOUACT U3 I10-
BECTKH JHS M3YUYCHHE €€ BIMSHUS Ha 3TU XapakTepucTuku. OO1iee mpoCcTpaHCTBO U BpeMs
YKa3bIBalOT Ha TO, YTO cpesia 0OBEKTOB CpaBHEHMS OJIHA M Ta e, U 3Ta Cpea OKa3bIBaeT
Ha HUAX OJJMHAKOBOE BO3JIEHCTBHE. DTO MPUBOAUT K HEKOTOPOMY «YIPOIICHUIO» U 00Jerde-
HUIO CPABHUTEIILHOTO aHaau3a. Bo-BTOPBIX, HAIMYKE CONIOCTABUMBIX SIBICHUN B OJHOM IIPO-
CTpaHCTBE M BPEMEHH, €CTECTBEHHO, MO3BOJISIET TOBOPUTH 00 MX MCTOPHUUECKOM EIMHCTBE.
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Hampumep, eciiu cpaBHUTH Npou3BeaeHUs Y TKupa XamrMoBa U Taxupa Manuka, TO MOXKHO
OIIPENENUTh 00IIMe U 0COOCHHbBIE YEPThl TBOPUECTBA MHCATECH, )KUBIINX U TBOPUBIIMX B
OJIHOM MECTE U B OJTHO BpEMs.

Bropas curyanusi. O1HO MECTO, HO OHO OOBEIMHSET CpaBHUBAEMbIE JIUTEpaTypHbIE
COOBITHSI pa3HOTO BpeMeHHU. Bropas cuTyarisi BO3HUKAET, KOTrJa He0OX0IMMO CPaBHUTH JIH-
TEpaTypHBIE SIBICHUS, KOTOPBIE CYIIECTBOBAIH, CYIIECTBYIOT MJIM MOTYT CyIIECTBOBAaTh B
OTIpENIEIIEHHOM cpeie, B OJJHOM M TOM K€ MPOCTPAHCTBE, HO B pa3HoE BpeMs. B To xe Bpems
CpaBHHMBATH COOBITHS, CYIIECTBYIOIINE B pa3HOE BPEMSsI, HO B OYCHb TIOXOKUX CUTYaIUsIX JI0-
BOJIBHO CJI0KHO. OOBIYHO 371€Ch BOSHUKAIOT OTPE/IeTICHHbIE TPOOIEMBI U 3aTPYIHEHUSI.

YacTo mbITalOTCSl CPaBHUBATH COOBITHS, CYIIECTBYIOIINE B OMHOM MECTe, HallpuMep,
B OJHOH cTpaHe (HampuMmep, TBOPUYECTBO MOITOB, JKUBIINX B OTHOM MECTE, HO TBOPUBILHUX B
pasHoe BpeMs1), OTpHIIasl IPHU STOM (PaKkTop BpEeMEHH. JTO HeMpaBWIIbHO. Bpemsi, Hanpumep,
00s13aTeNTbHO BRIHECET CBOW MPUTOBOP B3MIsIaM Mykumu 1 Myxammana FOcyda neprona nx
MOJIOZIOCTH MJIM FOHOCTH. VIHBIMH CITIOBaMHU, 1aXKe€ €CIIN COMOCTABISIEMbIE OOBEKTHI CYILIECTBY-
10T B COBEPILEHHO OJMHAKOBOH cpezie, He0OOXOANMO YUUTHIBATh, YTO BPEMS IIO-Pa3HOMY BIIH-
SIET HA UX Pa3BUTHUE B PA3HBIE NIEPUOJIBbI UX CYLIECTBOBaHUS. J[ake €CM yCI0BUs, B KOTOPBIX
CYIIECTBYIOT ABJIEHHS (CTpaHa, KaKoe-TO KYJIBTYPHOE MU reorpadudecKkoe MpoCcTPaHCcTBO),
MPUHLUINAIBHO HE W3MEHMINCH, 32 3TO BPEMsl MOIVIM M3MEHHUTHCSI CaMU OOBEKTHI CpaBHE-
HUS.

Tperbs cutyanusi. CpaBHeHHE 00BEKTOB, CYIISCTBYIOIIUX B OJHO U TO JK€ BPEMsI, HO
B pasHBIX MecTax. Hampumep, ceroiHsi H3BECTHBI OJHOMMEHHBIE POMaHbI «MecTh» y30eK-
ckoro nucaresnst Haceipa 3axuna u amepukanckoil nucarensHunbl Bukropun 11Ba6, koTopsie
KHUBYT U pabOTaIOT B OJJHO BpeMsl, HO B pa3HbIX MecTax. [Ipu cpaBHEeHNHU TeMbl MECTH B 000-
UX poMaHax, 0e3yCcIIOBHO, OYeHb BAYKHO OOpalarh BHUMaHue Ha TO, B KaKOH MMEHHO cpefie
BO3HHUKJIM BBIJICIICHHBIC IS CpPAaBHEHHsI 00bEKTHL. B manHOM cirydae aToT (hakTtop TpedyeT
OT HCCIIe0BaTeNs 0CO00r0 BHUMAHUS, IOTOMY YTO HA CPAaBHUBAEMbIC KOHKPETHBIE 00bEKTHI
OKa3aJii BIMSHUE COBEPILECHHO Pa3INYHbIC OOCTOSTENbCTBA U PUYUHEIL.

Yereepras curyanus. [Iporecc conmocTaBiaeHUs JIMTEPATYPHBIX SIBICHUN pa3sHBIX
MecT u BpeMeH. [Ipr 3ToM cpaBHMBAIOTCS pasHbIE CPEIbl, MECTa M JINTEPATYPHBIE COOBITHS
Pa3HOrO BPEMEHH. JTa CUTyalusl B METOJOJIOTHH U METOIMKE CPAaBHUTEIBEHOTO aHAJIN3a CUH-
TaeTcst Hauboee cIoKHOW. Hanmpumep, npu M3ydeHHH TPaKTOBKM MPOCBEIICHHS B TBOpYE-
ctBe lllexcrinpa n Anumiepa HaBou uimu Bompoca Xy/nosKeCTBEHHOMN ICUXOJIOTHH B TBOpYe-
ctBe AOxymner Kaxxapa u Jl>xeka JIoHmOHA ClIeMyeT YIUTHIBATE CIIETyIOIIee:

Bo-nepBbIX, HEOOXOOMMO MOHATH HPUPOLY CPaBHHMBACMBIX SIBICHHH. Bo-BTOpBHIX,
HEOOXOOMMO KaK MOXKHO TIIyO)Ke M3YyUWTh MPEAIICCTBYIONINE YCIOBUS U CPEIY, B KOTOPBIX
CYIIECTBYIOT OOBEKTHl CPABHUTEIHHOTO aHAJN3a, BBIIBUTH UX BIMSHHME HA MHUPOBO33pEHHE
[excriupa n HaBom mnmn A6xymisl Kaxxapa n [xexa Jlongona. Yto6s! y3HaTh, 94TO 00B-
€IMHSET NPONU3BENCHUS MUCATENEH, )KUBIINX B PA3HOE BPEMS U B Pa3HBIX MECTax, IOMUMO
UX TOIYISIPHOCTH, HEOOXOAMMO BBISIBUTH M MPOAHAIN3UPOBATh MHOKECTBO JIUTEPATypPHBIX
(hakTopoB.

Ilepen y4ueHBIM-aHaJIUTHKOM B OTHOLICHMM INPOCTPAHCTBEHHO-BPEMEHHBIX IOKa3a-
Teseil 00bEKTOB CPAaBHEHMSI BOSHUKAET MHOTO TpyaHocTel. OnHAKO X MOXHO Pa3pelinTh,
€CJIM YYHUTBIBaTh OCOOCHHOCTH CHTYallMi, BO3HUKAIOUIMX B MPOLIECCE Pa3BUTHs CPaBHUBA-
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E€MBIX JIMTCPATYPHBIX sneani. Ecian HCCJICA0BATCIN, OCYIICCTBIIAIOUINEC CpaBHHTeHBHBIﬁ
aHaJ3, BIAJICIOT METOJAMKOW M METOJIONOTUEH CPaBHEHHS PA3HBIX, TPOTUBOPCUMBBIX SIBIIC-
HU#, UCCTICIOBAHNE TACT OXKUIAEMBII Pe3yIbTaT.

MeTon0J10THsI CPABHUTEIHHOTO AaHAJIH3A

CpaBHHTeHBHBIﬁ aHaJIN3 SIBJIACTCS OAHHUM U3 3TAaIlOB METOAOJIOIMU ITO3HAHUA U N3ME-
HEHHS CYNIECTBYIONIMX sBICHUI. MeTonoNorust cpaBHeHHsT (HOPMHUPYET OCHOBY ISl CpaB-
HEHHS Pa3IMYHBIX MPOIECCOB, CYIICCTBYIOMINX B OMPEICICHHOM MPOCTPAHCTBE M BPEMEHH.
[TosTOMY BO3HHMKAET HEOOXOMMMOCTh ONPEICIUTh MECTO CPABHUTEILHOTO aHan3a B METO-
JIOJIOTHH.

W3BecTHO, YTO METOJONOTHSI — 3TO YUYCHHE O METOaX HAydyHOro McclenoBaHus. Me-
TOJIbI HAYYHBIX MCCICOBAHUN BO BCEX AMCIUIUIMHAX JICIATCS HA SIMITUPUICCKHUE U TCOPECTHU-
yeckre. IMEHHO Ha OCHOBE OMITUPUYECKUX M TEOPETHUECKUX METOIOB Kayk/1ast HayKa, B TOM
YHCIIC U JTUTEPATypPOBECHUE, MPOBOIUT CBOHM HCCienoBaHus. «be3 METOI0B UCCIeIOBAHMUS
HU OJIHA HayKa HE MOXET JOCTHYb CBOCH eI, OMPENIENIUTh CYIIHOCTh 00BEKTA HCCIe0Ba-
Husi. [To3TOMy BBIJICTICHHUE TPUPOIHBIX M COIHATBHBIX SBICHUN KaK 00BEKTa TOW WM HHOM
HayKH, OTKPBITHE CIIECITU(PUUCCKUX JUTSI HUX 3aKOHOMEPHOCTEH U MOPOKICHHUE HAYTHO-(DHITO-
CO(bCKI/IX HpeHCTaBHeHI/Iﬁ O HUX, HCCOMHCHHO, OCYHICCTBIIAOTCA OIPCACICHHBIMU MCTOAA-
mm». (Pacymos, 2010, 291)

DOMIUPHUECKUI METO], CBI3aHHBIN ¢ HAOMIONCHHUEM U MPOBEICHUEM SKCTIEPUMEHTOBR,
COCTOMT M3 TaKHMX ITAIOB, KaK INIAHHPOBAHHE, ONMCAHUE, CTATHCTHKA.

TeopeTryeckre METO/IbI BKIFOYAIOT aHAJIN3, CHHTE3, a0CTPaKIHI0, HHIYKIHIO, [e-
AYKIIHIO, AHAJIOTOBOE MoJIeJIMpoBaHue. Bce TeopeTHUECKUE METO/IBI MTPOXOIAT TAKUE 3Ta-
TIbI, KaK CpaBHEHUe, 00001eHue, KiIaccupukanms, oleHKa.

I/ITaK, SICHO, YTO CPAaBHCHUE ABJIACTCA OAHUM U3 OCHOBHBIX 3TAIlIOB BCEX TCOPECTUUCCKUX
Hay4YHBIX MeTO/IOB. [l03TOMY, IpEKIe YeM MPOBOANTH CPABHUTENIBHBIN aHAJIN3, HEOOXOTUMO
JIOCKOHAJIBHO U3YYHTh HAYYHBIC METOJIbI HCCIICIOBAHUS U MMOHSATH HX POJIb B CPAaBHCHUU.

Kparko mosicHUM 3HaueHHE W CYIHOCTh HA3BAHHMH TEOPETHUYCCKHX METO/OB: AHAJIM3
- pasueneHue, CMHTe3 - 00001IeHNe, a0CTPAKIHUsI - OTBJICUCHUE, MHAYKIUS - TIEPEX0/ OT
00IIIeT0 K YaCTHOMY, MENYKIUS - JBHXKCHHE OT YaCTHOTO K OOIIeMY, AaHAJIOTHS - aHAJIH3
CXOJIHBIX CBONCTB, MO €JIMPOBAHME - CO3JIAHUE MOJICIH, WK MPOTOTUTIA (HATIPUMED: XYJIO0-
JKECTBEHHOM MOJICITH MUPA, SIEKTPOHHOH MOjIeTH yueOHuKa). [Ipu UCTIONB30BAHUN KaXKI0TO
13 3TUX TCOPCTUUCCKUX METOJOB MOXKHO IMTPOXOJUTH 3TAIl CPABHCHUS. B CpaBHUTCIILHOM aHa-
JI3€ aHAJIN3, CHHTE3, AeAYKIUA ¥ HHAYKIMS SIBISIOTCS HEOOXOAMMBIMU dIIEMEHTaMH, 0€e3
KOTOPBIX CPAaBHUTENBHBINA aHATM3 HE MOXKET OBITh OCyIecTBICH. HanpumMep, AeayKIust - 3T0
mporiece pasaelicHus COOBITHI HA COCTABISIONINE, & CPABHUTEILHBIN aHATH3 HEBO3MOXKCH
0e3 UCTIONIL30BAHUS PE3YIIBTaTOB 3TOTO MPOILEcca.

H03TOMy CpaBHHTeHBHBIfI AaHaJIN3 OKa3bIBACT BIIMSAHNUEC HA BCC TCOPETUICCKUC METOIbI,
HalpaBJICHHbIC HA MOHUMaHNE U U3MCHEHHE SIBIICHUHN JCHCTBUTENBHOCTH. MICX0/s U3 3TOTO, B
HayKe CYIIECTBYIOT TAKHE MOHSITHS, KAK CPABHUTEILHBIN CHHTE3, CPABHUTEIbHAS MHTYKIHS
W CpaBHUTEIbHAS AeAyKIus. HampuMep, cpaBHUTEIbHBIN CHHTE3 - 3TO MPOIECC BhISBIIC-
HUA CXOACTB N pa3n1/1q1/1171 MEXKAY ABJICHUSIMMU. OH OCHOBBIBAeTCs Ha pe3yiibTaTax UHTETpaliun
3HAHWH O COCTaBHBIX ANIEMEHTaX. [10 CyTH, CPABHUTEIHHBIH CHHTE3 OTBEUACT HAa BOMPOC O
TOM, B Y4€M 3aKJTFOYAIOTCS PA3ITHUUS MKy 00bEKTAMU CPABHUTEIBHOTO aHann3a. CpaBHU-
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TeJbHasi MHAYKIUS, B CBOIO O4Yepelb, — ATO JABI)KEHHE OT YaCTHOTO K OOIIEeMYy, poIecc
BBISIBJIICHUS CXOZACTBA U Pa3IN4Us CPABHUBAEMBIX JINTEPATYPHBIX SBICHU.

CpaBHHUTEJLHO-UCTOPHYECKH W CPABHUTEIbHO-CONOCTABUTENbHBIN (KOHTpa-
CTHBHBII) MeToABI. B MeTom0/I0THN CpaBHEHUS! CPaBHUTENIBHO-UCTOPUUECKHUI U COIOCTa-
BHUTENBHBIN (MM CPAaBHUTEIHHO-COMTOCTABUTEIHHBIN) METO/T SIBJISIETCS OHUM U3 CaMBIX OC-
HOBHBIX METOJIOB. DTH METOJIbI CX0’KH 110 CBOEH CyTH, HO B TO K€ BpPEMS MEXTy HIMH €CTh
pasnuyusl.

CpaBHHUTEJILHO-UCTOPHYECKHIT METOJ - METOJ] CPABHEHHS OOIIUX M YACTHBIX CTOPOH
JINTEPATYPHBIX SIBJICHUN B UX B3aUMOCBS3HU C IPOLIECCOM UCTOPUUECKOTO pa3BuTHsl. [lepBbie
TEOPETUUECKUE UJICH Ha OCHOBE CPAaBHUTEIBHO-UCTOPUUECKOTO MeToa OblIIN chopMyInpo-
BaHbl ApHcroreneMm B ero Tpyae «lloatuka». B mponecce pazaenenus nutepaTypHax Mpous3-
BE/ICHUH Ha TpH BHUJIA (SMTUYECKUH, TUPUIECKUHI U ApamMaTHuecKuil), punocod cpaBHUBACT UX
1 Ha 3TOM OCHOBE OIPENEISAET UX CYIIHOCTb.

B nay4HoOI1 InTEpaType MpeACcTaBIeHO HEMAJIO TEOPETUUECKUX 3aMEUaHNN O CPABHH-
TeJIbHO-MCTOPUYECKOM MeToze. B dacTHocTH, nuteparypoBen b. KapumoB momuepkuBaer,
YTO C IIOMOUIBK) CPABHUTEIBHO-UCTOPUYECKOTO METOAA MOKHO ITPOBOAUTH HAy4HbIE HCCIIE-
JIOBaHUS B CIIETYIOLINX HAIIPABJICHHUSX:

— CPaBHHUBAIOTCS LIEIEBPbl MUPOBOM JINTEpaTyphl WM JIydline oOpa3ibl HallMOHAb-
HOM JIUTeparypsl;

— JIUTEPATYPHBIE TPOU3BEACHMSI COMTOCTABIISIOTCS U U3YYAOTCS T10 IEPUOJY UX CO3/1a-
HUS;

— 32 OCHOBY JJIsl CpaBHEHUS OepyTcsl MPOMU3BEICHNUS NPEICTaBUTENICH ONHOW Halno-
HaJbHOM JINTEPATYPHI;

— 00pa3ibl HAIMOHATBHOM JINTEPaTyPhl PACCMATPHUBAIOTCSI B KOHTEKCTE MUPOBOH JIH-
Teparypsl;

— MCCIIENYIOTCSI pa3IMYHbIe U CXOJHBIE CTOPOHBI JINTEPATYPHBIX SBICHHUH, XapaKTep-
HBIX JIJIS IMTEPATypPHOTO MPOLEcca WM UCTOPUH JINTEPATYPHI;

— paccMaTpuBaIOTCS MPOU3BEACHUS MUcaTeNeH, OMU3KUX APYT IPYTY IO TEME HITH TIPO-
oneme;

— JUis HaOJIOACHUS 3a JINTEPaTypPHO-3CTETUUECKON 3BOJIIONMEH B KauecTBE 0ObEKTa
n30MparoTcs MPOM3BEICHUS, CO3AaHHbIe onpeaenaeHHbM aBTopoM. (Kapumos b., 2011, 74)
TeopeTuecKUEe OCHOBBI CPABHUTEIBHO-UCTOPUYECKOTO METOJA OYEHb XOPOIIO OCBELIEHBI
TakuMHU ydeHbIMH, Kak A.H. Becemnosckuii, B.M. Xupmyncknii, H.W. Konpan, A. luma, A.
Hropumn, B.P. AMunesa, A. Dmon6060¢eB.

MeTton conmocTaBaeHUs — 3TO METOJI, OCHOBAHHBIN Ha CUCTEMaTU3UPOBAaHHOM CPaBHE-
HUM (QUITOIOTHYECKUX SIBICHHM, M 3TO METO/I, B OCHOBHOM, HaIlPaBJICH Ha BBISBIICHUE Pa3Iu-
yuil. IMEHHO I03TOMY B SI3bIKO3HAHUU OH HA3bIBAETCSl KOHTPACTUBHBIM MeTOI0M. HecMoTpst
Ha TO, YTO €r0 TEOPETUUECKUE OCHOBHI €llle He ObUIN pa3padoTaHbl, TPY/bl, HAlpaBJICHHbIC
Ha COTMOCTABJICHUE Pa3JINYHBIX (DUITONIOTHUECKUX SIBICHHUH, M3aBalCh C APEBHUX BPEMEH.
Tpyn Anumepa HaBou «Myxokamar yn-jyraTaifi», [eJIblo KOTOPOTO SIBJISIETCS COMOCTaBIIe-
HHUE NIEPCUJICKOTO U TIOPKCKOT'O SI3bIKOB, SIBISIETCS IPKUM ITPUMEPOM HCIIONb30BAHUS TAHHOTO
METOJA.

TeopeTnueckre OCHOBBI 3TOTO METO/A B HayKe ObUTH pa3zpaboTaHbl JTUHIBUCTOM M. A.
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Boxysnom ne Kyprens B XIX B. Hayunyro paboTy B 3TOM HaIlpaBICHUH TPOIOIDKATN TAKHE
yuensie, kak E.J|. [lomnBanos, JI.B. lllep6a, C.U. bepumreiin, A.A. Pepopmarckuii, I11. ban-
mu. ([Tonueanos E. /1., 1933; Pedopmarckmii A.A., 1962; Spuesa B.H., 1988)

ComtacHO Hay4HBIM BBIBOIaM Yy4eHOro-iuHrBHcTa P. PacynoBa, comocTaBUTENbHBII
METO/ TIPECTaBIsIeT COOON METOJ] CPaBHEHHUS IBYX WM Oojiee POACTBEHHBIX WIIM HEPO-
CTBEHHBIX S3BIKOB, SI3BIKOBBIX SIBICHUN U MO 3TOMY NMPU3HAKY OTIMYAETCS] OT CPABHUTEIBHO-
HCTOPUUYECKOTO METOJIa, KOTOPBIH CpaBHUBAET TOJIBKO POJICTBEHHBIE A3BIKH. Takxke, B OTIH-
4Yye OT CPaBHUTEIBHO-UCTOPUUYECKOTO METO/IA, OH HE YJEISET BHUMAHUS UCTOPUU SI3BIKOB,
HX MPOUCXOKACHUIO - TEHETUYECKUM IIPOLECCAM U Pa3BUTHIO U HE OCHOBBIBAETCS] HA HHX.
(Pacymos P, 2010, 263)

Ecau MBI IpUMEHUM NPUBEJEHHBIE BBIIIE TEOPETUUECKUE TIOJI0KEHUS K U3YYEHUIO JIU-
TepaTypsl, TOTAA IIPU aHAIU3E, IPOBOJAUMOM B PAMKAX JIMTEPATypbl OAHOIO HAPOJA UIIU OJI-
HOTO PETHOHA, MPH KOTOPOM BHUMaHHE 00paIeHO Ha TeHETHYECKUE aCTIEKThI JINTEPATYPHBIX
SIBJICHUH, WCIOJB3YETCsl CPAaBHUTEIbHO-UCTOPUUECKUN METOof (HampHMep, COIIOCTABJICHHUE
CHMBOJIOB B Y30€KCKOW KJIACCHUYECKOH JIMTEpaType), a IpU M3yUYCHUH M aHAIU3e JUTEPaTyp
pa3HBIX HAPOJOB (HAIPUMEP, PYCCKOIM M y30€KCKOM, aHTIIMHCKOW U MCITAHCKOW), BBISBIISIO-
meM crierupuaeckre 0COOEHHOCTH TOTO WM WHOTO JIUTEPATYpPHOTO SIBICHUS, HCIIONB3yeTCS
COTIOCTaBUTEIBHBIN METOI.

Kputepun oumeHkn pe3yabTatoB cpaBHeHHMs. OlEHKa pe3ylbTaTOB CPABHEHHS BO
MHOI'OM 3aBUCHUT OT TOT'0, HACKOJIbKO KAU€CTBEHHO PELIEHBI YKA3aHHBIE BBIIIE 3a1a91 CPABHU-
TEJBHOTO aHaJIu3a. B Hay4yHOU IMTeparype BbIAEIAIOTCS HCTOPUUYECKHIA, THOCEOIOTMUYECKUH,
JIOTHYECKUH, METOAOIOTNIECKHUHN, TyXOBHO-MHUPOBO33PEHYECKUH U AP. KPUTEPUH OOBEKTUB-
HOM OLIEHKH pe3yJIbTaToB cpaBHEeHUs. UTOOBI JaTh 0 HUX OoJiee YeTKOe MpeACTaBlIeHHE, pac-
CMOTPUM HEKOTOPBIE U3 HUX.

Hcropuyecknii KpuTepuii - OLEHKA TOIO, HACKOJIBKO PE3YJIbTAaThl CPABHUTEIHHOIO
aHaJIM3a COOTBETCTBYIOT (haKTaM MCTOPHUH.

INUCTEeMOJOTHYECKHIT KPUTEPHii — OIIEHKa pe3yIbTaTOB CPAaBHUTENIBHOTO aHaIM3a
JIAETCs C TOUKH 3PEHUS UX COOTBETCTBUSI 3aKOHAM U IIPUHIIUIIAM TEOPUH [TO3HAHMSL.

Jlornyecknii KpUTEPHUil 3aKIIIOYAETCS B OLIEHKE COOTBETCTBUS PE3YJIBTATOB CPAaBHU-
TEJILHOTO aHAJIN3a TPEOOBAHUSM 3aKOHOB JIOTUKH.

MeTononornvyecKkuii KpuTepuii — OLEHKa Pe3yJIbTaThl CPABHUTEIBHOTO aHAJIN3a J1a-
€TCsl C TOUKH 3PEHUS UX COOTBETCTBUS WJIM HECOOTBETCTBUSI METO/LY.

JdyXoBHO-H1€010THYeCKHIl KPUTEPH — 3TO OLIEHKA, YUYUTHIBAKOUIAsl CTEIIEHb COOT-
BETCTBUS PE3yJAbTATOB CPABHUTEIBHOIO aHAN3a HPABCTBEHHO-MUPOBO33PEHUECKHM LENIM
oOmiecTBa.

Wrak, BeIIENIEPEUNCIIEHHBIE KPUTEPUH TIO3BOJISIFOT OLEHUTD PE3YJIbTAThl CPABHUTEIb-
HOT'O aHAJIM3a U ONPEAENIUTh HAyYHO-TEOPETUUECKHUE ACIIEKThl CPAaBHUTEIBHOTO HCCIIEI0Ba-
HUSL.

YeaoBusi obecriedeHUsl JOCTOBEPHOCTH Pe3yJbTATOB CPABHUTEJIBLHOIO aHAJIW3A.
JUist TOCTHKEHUSI IOCTOBEPHOTO, OOBEKTHBHOTO Pe3y/ibTara CpaBHUTEIBHOTO aHaIh3a HeoO-
X0IMMO 00paTuTh BHIMAHKE Ha CIeayrolee:

Bo-nepBrIX, Hccae10BaTeNb, )KETAOIINN OCYIECTBUTh CPABHUTENBHBIN aHAIIN3, JOJI-
JKEH 3HAThb TEOPETUYECKHE, METONOJIOIMUYECKUE OCHOBBI CPABHUTEIILHOIO JINTEPATyPOBEE-
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HUS ¥ €TO METONMKY. B CBS3M ¢ 3THM OH J0TbKeH yMeTh 3(h(heKTHBHO HCITONB30BaTh BO3MOXK-
HOCTH TEOPETHUECKHUX H IMITHUPUIECKUX CIIOCOOOB MO3HAHUS.

Bo-BTOpBIX, ClIEIyeT YUUTHIBATh XapaKTEPUCTUKU CPEIbl, B KOTOPOU CyIllleCTBOBAIH,
CYHIIECTBYIOT MJIM MOTYT CYIIECTBOBaTh OOBEKTHI CPABHUTEILHOTO aHanu3a. Jpyrumu cio-
BaMH, YUCHBIH JIOJDKeH NMPHHUMAaTh BO BHHUMaHHUE BCE CIydal, KOTOPbIe MOTIIA OBl OKa3aTh
BIIMSTHHE HA TIPOIIECC CPABHUTEIHHOTO aHAJH3a.

B-Tpersux, cpaBHEHNE HE JOHKHO OIPaHUYMBATBHCS COOPOM M MPEACTABICHUEM CTa-
TUCTHYeCKOW MHpopManu. OOBEKThl CPaBHEHHS MMOCTOSIHHO MEHSIFOTCSI, M MCCIIEI0BATEN
JOJDKHBI 9TO yYUTHIBaTh. CTaTHueckas KapTHHA MCCIETyeMbIX OObEKTOB JIOJHDKHA OBITH J10-
MOJTHEHA UX JIWHAMHUYECKHIMH XapaKTePUCTHKAMU M JIEMOHCTpAIEeH X IMTOCTENIEHHOTO pa3-
BUTHS. B NPOTUBHOM ciiyyae pe3yibTarhbl CPAaBHEHHUS HE MOTYT OBITh HCUYEPITBIBAIOLIUMH,
OecripucTpacTHbIMU. [103TOMY TOJTyYEHHYIO CTATHCTUKY HEOOXOJMMO aHaJIM3UPOBaTh U WH-
TEPIPETHPOBATH BMECTE C TUHAMHUKOH.

B-ueTrBepThIX, HENB3S JOITyCKaTh CyObeKTHBH3MA B aHanm3e. [lonracoBaHHbIE HTOTH
CpPaBHEHUSI MOTYT CIIY>KUTb OINPEACICHHBIM JIUUYHBIM HUHTEpPECaM, HO HE pa3BUTHIO Hayku. K
TaKiM HEJJOCTOBEPHBIM pe3yJbTaTaM CpaBHEHHS IPUBOIUT TO OOCTOSTEIHCTBO, YTO HEKOTO-
pBI€ HCCTIeIOBATENN CPAaBHUBAIOT COBEPIIEHHO HECOBMECTUMBIEC (DHIIOIOTHIECKUE aCTIEKTHI.
B pesynbrare uckakaroTcs conepikaHue U pe3yabTaThl CPABHUTEIIFHOTO aHAlIN3a, B CO3HAHE
Joziel BHEpseTCsl HeBepHasl KoHLenus. Hanpumep, He 1aeT 0)kuaaeMoro pesysprara cpas-
HEeHHe poMaHTH4YecKoi ucropun Otadeka B « MUHYBIIHMX JTHSIX» AOmysuisl Kagsipu ¢ poman-
TUYECKUMU NPUKITIOUEHUAMU niepcoHaxa J[>xopxa baiipona Jon XKyana.

[ToaTomy Tpu HapyIIeHHH OCHOBHBIX TIPaBUJI M TPEOOBAHUHN COMTOCTABUTEIHHOTO aHa-
JIU3a TPOIIECC COMOCTABICHUS JIUTEPATYPHBIX ABJICHUM HE 1aCT TOCTOBEPHOIO pe3yibTaTa.

IlepeBon kKak 00beKT CPABHUTEIBLHOIO JIUTEPATYPOBeIeHHSA

Ob6parienre K UCTOPHUHU TEPEeBOA TIOKa3bIBAET, YTO €r0 KOPHH YXOIAT BO BpeMeHa 0
Harre dpbl. [lepBbIif MICEMEHHBIN TTEPEBOJT C/IeNIall APEBHEPUMCKAN TTO3T, IpaMaTypr U Tie-
peBoaunk JluBuit AaponHuK (280-205 TT. 10 H.3.). OH U3BecTeH Onaronapst [omepy, 4bto mo-
amy «Oaucces» pUMCKHIA MO3T TIEpeBe ¢ TPEUecKoro Ha JIaThIHb.

[lepBrie TeopeTrUueckne B3MIAABI HA TTepeBO1 ObLTH 3ahUKCHPOBAHBI B Tpyaax Mapka
Tymms Hunepona (106-43 rr. mo H.3.) B | Beke no H.3. [lo ero MHEHUIO, «B MEepeBOie HAIO
nepesaBarh cosepxkanue, a He ¢popmy. JocioBHBIN nepeBoa yKas3bBaeT Ha claboCTh mepe-
Bounkay. (I'apoosckuit H.K., 2007)

[TorpebroCTh B MepeBoaax B CpeHre Beka BO3HUKIIA M3-3a HEOOXOIUMOCTH TIEPEBO-
TUTHh PETUTHO3HBIC IPON3BEACHNUS, a B 310Xy Bo3poxaenus (koner XIII - nagano XIV BB.) B
EBpore nepeBoguiInch He TOIBKO PEIUTHO3HBIE, HO U Xy 0KECTBEHHBIE TPOU3BEACHHUS.

K XX Beky Teopust iepeBojia MOITHOCTHI0 C(OPMHUPOBAIIACH KAK HAyKa U B JIAHHOH 00-
JIACTH OBIJIO CO3/IaHO HECKOJIBKO OCHOBOIOIATAIOIINX TeOpeTHIecKnX padot. OnHoi U3 myd-
X padoT Mo TEOpUH TEpeBo/ia B Y30EKCKOM JINTEPATYPOBEIACHUHN SIBIISICTCS] HAYIHBIH TPy
I'. CanomoBa «OcHoBBI Teopuu nepeBogay. (Camomos I, 1983) B stoii kaure ocsemarorcs
TaKHe BOIPOCHI, KaK KyJIbTypHO-HAy4YHOE B3aWMOJICHCTBHE U MEPEBOJ, TUTEPATypHBIE CBSI3U
1 XyJI0’KECTBEHHBIH TIEPEBOJI, BOIIPOCHI UCTOPHUH TIEPEBO/A, COXPAHEHUE B XY0KECTBEHHOM
TepeBoJIe CTUIIS, TIepeiada Colep>KaHusl U BHYTPEHHEH CYITHOCTH HAIlMOHAIILHOTO KOJIOPHUTA,
MPUHIUIE] HAMOHATBHON afanTaiuy (T.e. IPUCTIOCOOICHHS TBOPYECKOTO MPOIYKTa APYTo-
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TO HapoJa K XapakTepy CBOETro Hapoja, HampuMmep, pycckue ctuxu HaBou B mepeBojie cra-
HOBSITCSI IOCTOSTHUEM PYCCKOTO Hapoja), TpaHcopmMaliisi 0COOEHHOCTEH CTUXOCIOKEHHS B
MO3THYECKOM TiepeBozie. OCHOBaM MO3TUYECKOTO MEPEBOAa U MACTEPCTBY MEPEBOIUYHKA T10-
cBsitieHbl HayuHble Tpynbl b. UnbsicoBa. (Unbsicos b., 1995a; 19956; 2000; 2007)

B HayuHbIX paboTax 1o COBpeMEHHOI TEOpHH MepeBojia OOIbIe BHUMAHHUS YIEISIeTCs
METO/IaM TIepEBOJIa, TIEPEBOJOBEICHUIO, TIEPEBOAY KaK 0OBEKTY MEXKKYIBTYPHONH KOMMYHHKA-
MU U cpaBHUTeNbHOTO nuTeparyposenenus. (Tonep I1.M., 2000; benuk E.B., 2013; Y1po-
ouna A.A., 2006; Mycaes K., 2005)

Bakueiimue nousitust Teopun nepesoga. Teopus nepeBojia JACTUTCS Ha OOUIYIO0 U
crenranbHyo Teopuro. O0mas Teopus mepeBoaa u3ydaeT 3aKOHOMEPHOCTH, OOIITUE JUTS S3bI-
Ka, M OXBaThIBACT BCe BUIbI lepeBoa. CrienuaibHast TeOpHsl IEpEBO/Ia U3y4aeT TOIBKO JIMHT -
BUCTHYECKHE ACTIEKThI TIEPEBO/Ia C OJJHOTO sI3bIKa Ha JIPYTOH.

[epeBos - 3T0 KOMMYHHKaTHBHBIN MPOIECC, H B TOM CBOEM KauyeCTBE OH UMEET J[BE
TPYTITBI XapaKTePHCTHK:

1. BHyTpuUs3bIKOBBIE ACIEKTHI - CTUJIb TEKCTA, SI3BIKOBBIE OCOOCHHOCTH, CBS3aHHBIC C
TEKCTOM.

2. Hes3bIKOBBIC aCIEKTHI - YPOBEHb OTPAKEHHUS SI3BIKOBBIX M KYJIBTYPHBIX 0COOCHHO-
CTeH W KyJAbTypHBIX TPAJIUINA B OpUTHHAJIE U TIepeBoie. I3BeCTHO, UTO HEe3HAHNE HESI3BIKO-
BBIX aCIMEKTOB (HEMOHMMAHHE UY>KOU KyJIBTYypbl) BPEIUT MIEPEBOLY.

B nporiecce pa3BuTHs epeBoJOBEICHISI BOSHUKAET TEOPHUS 3aKOHOMEPHBIX COOTBET-
crBuid. OCHOBHASI CyTh 9TOH TEOPUU CBsI3aHA C MEPEBOJIOM MEXKTY S3bIKAMH, ONU3KHMHU WITH
Pa3IMYHBIMA TIO TTPOUCXOXKICHUIO.

B Teopum mepeBonma pasnnuaroT TpaHcHOPMALUMOHHYIO, CEMAHTHKO-CEeMHOTHYE-
CKYI0, CATYaTHBHYI0 1 KOMMYHHKATHBHYIO MOJICIIH.

Tpanchopmanmonnass Mojielb TIEPEBO/Ia YUUTHIBACT CTEIIEHb COXPAHEHUsS] 0COOCH-
HOCTEH s3bIKa OpUTHHANA TIPH TIPH TIEPEBOJIE Ha IPYTOH SI3BIK.

CemMaHTHKO-CeMHOTHYECKAs] (3HAKOBasl) MOJENb MEPEBOAA ONMPEEISETCS] YPOBHEM
COXPaHHOCTH CEMAaHTHKN OPUTHHAJIBHOTO MPOMU3BE/ICHUS B IEPEBOJIE.

CutyatuBHasi MOJICTb TIEPEBOJIA TIPENIIONATAET, YTO MEPEBOJ] YUUTHIBACT ONPEIIeIICH-
HBIE CUTYaIllH (HanpuMep, HalIMOHAIbHO-KYJIBTypHBIE).

KommyHukaTuBHast MOZIEIb MIEPEBOA 3aKIIOUACTCS B yUETE KYJIBTYphl 3TOTO Hapoaa
W aJlanTalyy ee K JPYroMy SI3BIKY.

CyuiecTByeT YeThIpe JHHIBUCTHYECKUX ACMEKTA MepeBo/a:

1. JIekCuKO-CEeMaHTUYECKUM.

2. ®pa3eosornyecKuil.

3. 'pammaruueckwuii.

4. CTIIIACTUYCCKHM.

Jlekcnko-ceMaHTHYECKHIl aCTIeKT 3aKITI0YaeTCsl B MAKCHMAIhHO BOBMOXKHOM COXpa-
HEHHMU UCXOJHOTO 3HAYCHHMS U A3BIKOBOW CTPYKTYPBI IIPH MEPEBOJE.

dpa3zeo0ruvecKmii aCreKT 3aKII0YaeTCs B MOMCKE DKBUBAJICHTa ()Pa3eoIOrHH B Tie-
peBonie. Baxknast mpo0GieMa B 9TOM HalpaBJICHUH CBsI3aHA C YMEHHEM IepeiaTh B IMEPEBOJIC
HAI[MOHATBHO-KYJIETYPHBIN KOIOPUT.

I'paMMaTHYecKHuii aCTIeKT CBsI3aH C TPAMMAaTHYECKUMHU 3aKOHOMEPHOCTSMHU OpPHUT'HHA-
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JIa ¥ TIePEeBO/Ia, COOTBETCTBUS MIIM HECOOTBETCTBUS B TIOCTPOCHUH TIPEIIIOKECHUS.

CTHIMCTHYeCKHI aclIeKT B MEPEBOJE CBA3AH C TEM, HACKOJIBKO COXPAHEHBI U Iepe-
JIaHbI B HEM SMOIMOHANIbHASI OKpacKa M MUcaTeNIbCKUi CTHIb. Hanpumep, B iepeBojie pyoan
Omapa Xaitsima, BemonaHeHHOM [lloncmamom IlloMyxamMMenoBEIM, CTHIINCTHKA ITPOU3BEIE-
HUH COXpaHEeHa B MAaKCHMaJbHO BO3MOKHOH CTEIEHH.

CpencrBa 10CTH:KeHHS aIeKBATHOCTH B IpoLecce nmepesoia.

AJICKBAaTHBIM SIBIISICTCS TIEPEBOJI, TIPH KOTOPOM YUTEHBI BCe TPEOOBAaHUS, B TOM YHUCIIE
KOMMYHHKATHBHOTO JHaJIOTa.

K cpencTBam mocTmkeHHs aJleKBATHOCTH B IPOIIECCE TIEPEeBO/Ia OTHOCATCS:

CrnpaBo4yHble HHCTPYMEHTBI. DTO 3HAKH, ONPENEICHHbIE CUMBOJIBI U APYTUE CPEJI-
crBa. Pepepennmanbhele cpeacTsa, B OCHOBHOM, BCTPEYAIOTCSl B HAYYHOW JIMTEpaType Win
HCTOPHYECKHX TPYAax, MPOIECC X NepeBoa CPAaBHUTEIHLHO HECIOKHBIH.

I[IparmaTuyeckue cpeacTBa - 3TO CTHIMCTUYECKUE W DMOIMOHAIBHEBIE CPEICTBA B
peuUeBOM Iporecce. DT HHCTPYMEHTHI SBISIOTCS MPEOOIaaoNMMU B KOMMYHUKATHBHOM
npouecce. Hampumep, nuanoru, pedd, BHyTpeHHAS peub U T. 1. [paMmaTrnuyeckue cpen-
CTBA — 5TO WHCTPYMEHTHI, KOTOPHIE IOMOTAIOT Ka)KIOMY IEPEBOAUMKY OCYIIECTBIIATH Iepe-
BOJI HA OCHOBE I'PaMMaTHYECKUX MTPABHUII CBOETO S3bIKA.

[Ipu nepeBoze MOITUUECKUX MTPOU3BENCHUN HEOOXOJUMO 00paIaTh BHUMAaHUE Ha K-
BUPUTMHUYHOCTb. DKBUPUTMUS (JIaT. IIPABUIIBHBIM PUTM») 03HAYAET IEPEBOJ] C COXPAaHEHHEM
puT™Ma (MEIIOTHUKH ).

[lepeBox momkeH OBITH M0 BO3MOXKHOCTH MaKCUMAJIBHO TOYEH W MPHOIMKEH K OpH-
TUHAIBHOMY Mpou3BeAeHuI0. HenpaBuinbHbIi nepeBo NPUBOAUT K HEMPABUIBHOMY HCTOJI-
KOBaHMIO TipousBesicHus. KoHeuHo, 6e3 «kepTB» B IepeBojie He 00X0auTcs, HO U 0e3 yueTa
BBIIIICTIEPEYHNCIICHHBIX ACIIEKTOB NIEpeBO/I Oy/IeT JajieK OT OpUTHHAIA.

[lepeBox siBiIsIETCS MPEAMETOM HE TOJBKO SI3BIKO3HAHMS, HO ¥ JIUTEPATYPOBEICHHUS, B
TOM YHCJIE CPABHUTENBHOIO JINTEPATypOBeAeHUA. B 3TOM cilydyae OCHOBOM ISl CpaBHEHUS
CIIy’KaT caMO IPOM3BEACHNE U ero mnepesojl. MccnenoBarens, 3ydaronuii nepeBoy] ¢ TOUYKU
3pEHHs COTIOCTAaBUTEIHLHOTO JIUTEPATyPOBEICHUS, TOIDKEH ObITh 3HAKOM C TEOPETHUYECKOM JTH-
TepaTypou 10 JAHHOMY BOIIPOCY, TOHUMAaTh, YTO MIMEHHO CJIEyeT CPABHUBATH B OPUTHHAIb-
HOM IPOM3BEJCHUH U B mepeBoje. OCOOCHHOCTH NepeBosia KaKk 00beKTa KOMIIAPAaTUBUCTHKH
OYCHb XOPOILIO OMMCAHbI B HAy4yHOU padote jureparyposena [1.M. Tonepa «IlepeBon B cu-
CTEMe CpaBHHUTEIBHOTO JInTeparypoBeacHus». (Tomep I1.M., 2000)

MpI 3HaeM, 9TO TIEPEBOJI IO CYIIECTBY COCTOUT M3 TAKUX MPOIECCOB, KAK KOMMYHHKA-
1us (B3aMMOACHCTBHE) U pelenuus (BOCIPUHSTHE repeBoaa). Te e Mpolecchl XapaKTEePHBI
JUIS CPAaBHUTENILHOTO JIMTEPaTypOBEICHUS, ¥ B IIPOIIECCE COMOCTABIICHUS JIUTEPATYPHBIX TIPO-
W3BEJICHUH, TPUHAAIEKAIUX ABYM Pa3HBIM HapoJiaM, 00s3aTeIbHO aHATH3UPYIOTCSI UIMEHHO
9TH cocTaBisgomue. Hampumep, pomansl Haceipa 3axuaa 1 aMepuKaHCKON THCATEIBHUIIBI
Bukropuu [11Bab ¢ onnHakoBEIM Ha3BaHUEM «MeCTh» BOCIIPHHUMAIOTCS M Y30CKCKHMHU U 3a-
PYOCKHBIMU YUTATENSIMH. DTO M €CTh pereniys. [lepexo/ k comocTaBieHHI0 000X POMaHOB
— 9TO OOIIEHNE JBYX HApPOIOB, IBYX KYJIBTYp, ABYX ITHCATEIEH.

Takum 00pazoM, TOJIBKO MEPEBOJI, OTMMUPAIOIIUNCS OJJHOBPEMEHHO Ha TIOHSATHSI KOMMY-
HUKAI[UU ¥ PEICIIINY, JaeT TOJTHOE OCHOBAHUE JUIsl U3YYCHUS €ro Kak 00beKTa CPaBHUTEIIb-
Horo auteparypoBeaeHus. [lo muenuto [1.M. Tonepa, METOL0JIOTUSI CPABHUTEIBHOIO JIUTE-
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paTypoOBEICHUS TIO3BOJISIET COMOCTABIIATEH pa3Hble 00pa3bl HAIMOHAIBHON JINTEPaTyPhl KaK
94acTH MHUPOBOH JINTEPATYpHI, YTO TIOBHIIAET BHUMaHUe K nepeBopoBenenuto. (Tomep [1.M.,
2000, 19)

UccnenoBatenb, KOTOPBIN XOYET 3aHATHCS MEPEBOIAOM XyHOKECTBEHHOTO IMPOM3BE-
JIEHUS, MOXKET, KaK MPaBUJIO, COCPEAOTOUNTHCS HA CPABHUTEIHHOM HM3YUCHHHU CIICTYIOIINX
aCIICKTOB:

1. CoOoTBETCTBHE OPUTHHATBHOTO MIPOU3BEACHHUS U TIEPEBOIA.

2. TBopueckas MHIAUBUIYaTbHOCT TUCATENS U TIEPEBOIUMKA.

3. JluTepaTypHBIC CBSI3U U TICPEBOI.

4. llpousBeieHNe 1 €T0 pelenIys, Kakoi Obl OHa HU OblIa (T.€. KaK MPHHSIIN TTPOU3-
BEJICHUE YHTATCIIH ).

5. IlepeBon u mpoGrieMa TUTEPaTyPHOTO BIUSHMUSL.

6. MexKaHpOBBIN TIEPEBO: CXOACTBA M Pa3INIHs TIEPEBOJOB MPON3BEICHUH THpUIC-
CKHX, SIIMYECKUX, IPAMATUYECKUX KaHPOB.

7. [lepeBon U MEXKKYIBTYpHAsE KOMMYHHUKAIHSL.

8. [Ipobiiema BoCCO3aHMsI SI3BIKOBBIX OCOOCHHOCTEH B XY/I0’KECTBEHHOM IIEPEBOJIC.

9. MacTtepcTBO IHCATENsI U IEPEBOTINKA U T. I1. BOTIPOCHI.

Bo Bcex yka3aHHBIX BBIIIE ACTIEKTaX MPUMEHSIOTCS TAKUE OCTaBISIOIINE METOIUKH U
METOJIOJIOTUH CPABHUTEIBHOTO aHANN3a, KaK CUHTE3, MHIYKUHUA, JSAYKIH, MOACIUPOBAHHE
U JpYTHUE TEOPETUUYCCKIE METO/IEI.

Korma mepeBos BEICTyIIaeT Kak 0OBEKT CPAaBHUTEILHOTO JTUTEPATYPOBEICHHUS, ITO HC-
cJeI0BaHNe, KaKk U JpyTrrue padoThl B 00IaCTH KOMITAPATUBUCTHKH, OIIEHUBACTCSI HA OCHOBE
HUCTOPUYECKUX, IMUCTEMOIOTHUYECKUX, TIOTUYECKUX, METOAOJIOTHUECKUX, TyXOBHO-MUPOBO3-
3PEHYECKUX KPUTEPUEB.

Hrak, 9T00BI CO3IaTh «TIEPEBOAHON TEKCT, MAKCUMATIHFHO TOYHO M TIOJTHO OTPaKATOIITHII
IyX OpWTHHAJA, ITEPEBOAYUK JOIDKEH OBITh M TAJaHTIMBBIM MacTEPOM XyJ0KEeCTBEHHOTO
CJIOBa, M TAJIAHTIIMBBIM YYeHBIM-TIepeBoioBeiom». (Mycaes K., 2005, 334)

3AKJITIOYEHUE

Bynyun onHUM 13 yHUBEpCANBbHBIX HAYYHBIX METOIOB, CPABHUTEIBHBIN METO[] IPHMe-
HUTEJIBHO K aHAIN3Y JINTEPaTypHBIX (PAKTOB U SIBICHUI HMEET psifi 0COOEHHOCTEH, onpeene-
HUC 1 YUYET KOTOPLIX CHOCO6CTBYIOT JOCTOBEPHOCTU U O6’beKTI/IBHOCTI/I, TMOJIY4YCHHBIX B XOA€
€ro NPUMEHEHHsI Pe3yabTaToB. Bo-nepBhIX, HEOOXOAMMO IPUHUMATH BO BHUMAHUE CIIOKHYIO
CTPYKTYpY 0OBbEKTa MCCICIOBAHMS — TEKCTa Xy[J0KECTBEHHOTO MPOM3BEICHHUS, YETKO MPH-
JIepKUBasIiCh JIOTUKN CPaBHEHUS OJHOPOAHBIX MO XapaKTepy 3JIEMEHTOB (TeMa cpaBHUBAETCA
C TEMOM, CIOKET C CIOKETOM U T.N.) BO-BTOPBIX, MpW aHaiM3e JIUTEpaTypHBIX (PaKTOB He-
BO3MOJKHO paccMaTpHUBaTh JINTEPATYpy Kak 3aMKHYTYIO CHCTEMY, KOTOpasi HE MCIIBITHIBACT
HUKaKUX BIUSHUNA CO CTOPOHBI OOIIECTBEHHO-9KOHOMHYECKUX OTHOIICHUH, QUI0COPCKUX U
HayYHBIX B3IJISII0B, XapaKTEPHBIX JJISl TOM MM MHOW 3TIOXHU. DTO 0OCTOSATEIHCTBO OCOOCHHO
BaXXHO YUYHUTBIBATH B TOM CJIy4a€, KOrga CPaBHUBAIOTCS WUJIM COIMMOCTABIIAIOTCA JIUTEPAaTyPHBIC
(baxTbl ¥ SBJIEHUS, IPUHAAJIEKAIINE PA3HBIM 3II0XaM M pa3HbIM HapojaM. B-TpeTbux, cpas-
HUTEIBHO-CONIOCTABUTENILHBIN aHAIN3 HE OJDKEH OTPaHUYMBATHCS IEPEUHCICHUEM CXO/ICTB
W pa3nu4uid. DTH MeXaHHYeCcKue HaOMoIeH I HEOOXOAMMO HHTEPIIPETUPOBATH, TO €CTh 00b-
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SCHUTh WX UCTOKHA W MPHYUHBI, TPEIIOKUTh CBO€ 00OCHOBAaHHE BO3HMKHOBEHHUS yCTAHOB-
JICHHBIX CXOJCTB M pa3iW4Mid. B-ueTBepThIX, MpU aHaIHM3€ MPOU3BEICHUN 3apyOeKHBIX aB-
TOPOB, CO3/IaHHBIX Ha MHOCTPAHHBIX S3bIKaX, 0c000e BHUMaHHE HEOOXOANMO 0OpaIiaTh Ha
OTpaXCHUE B HUX KYJIBTYPHBIX 0COOCHHOCTEH M MHPOBOCIPHSTHS TOTO WJIM MHOTO HApoja,
OIIEHMBATh AJIeKBATHOCTh MX TEpPEeIadr B MepeBOJax, a TaKKe YUUTHIBATh CHENHU(UKyY Tpo-
Lecca peLeniuy Iponu3BeACHUH 3apyOeKHBIX aBTOPOB HOCUTEIISIMUA HHOM KYJIBTYPBI.

10.
I1.
12.
13.
14.
15.

16.
17.

B

19.
20.

CIIMCOK MCITOJIb30BAHHOM JINTEPATYPBI
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M.: FOpaiit, 2019. — 328 c.
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ANNOTATSIYA KALIT SO‘ZLAR
Magola jahon adabiyotshunosligida ruhiyat muammosini tadqiq etish, qahramon Fantastika, turborealizm,
his-tuyg‘ularining butun murakkabligi, ziddiyati, ko‘zga ko‘rinmas, sirli jihatlarini badiiy kiberpank, alternativ fan-
talqin etish kabi dolzarb muammolarga bag‘ishlangan. XX asrda psixoanalitik ta’limotning tastika, psixologizm, ruhiy
asosini tashkil etuvchi ong osti qatlamlarining chigal va cheksiz kengliklari, adabiy-poetik olam, muallif ijodiy niyati,
xususiyatlari tadqiq etildi. Fantastik adabiyot taraqqiyotning ilk bosqichida ilmiy va noilmiy obrazlar ruhiyati, qahra-
fantastikaga ajratilgan bo‘lsa, keyinchalik ijtimoiy, falsafiy, maishiy fantastika, zamonaviy monlar o‘y-kechinmalari,
adabiyotshunoslikda turborealizm, kiberpank, alternativ fantastika kabi turlari yuzaga keldi. dialoglar, monologlar.

Shuningdek, jahon adabiyotida psixologizm hodisasini ilmiy-nazariy muammo sifatida tad-
qiq qilish borasida shuni ta’kidlash lozimki, badiiy adabiyot mehvarida inson obrazi turar
ekan, uning ruhiy olamini kashf etish, ichki olamida kechuvchi tizginsiz evrilishlarni
tasvirlash yozuvchining badiiy fantaziya imkoniyati hamda ijodiy niyati sanaladi. Inson
va uning tabiati, qalbi, ruhiyati haqiqatini kashf etishda badiiy adabiyotning o‘rni beqiyos.
Har bir ijodkor iste’dod sohibi sifatida ruhiyat manzaralarini fagat o‘ziga xos, boshqalar-
ga o‘xshamagan tarzda inkishof etadi, aynan ruhiy olam turfaligi, ta’sirlanish yo‘sinining
ayrichaligi badiiy adabiyotda o°ziga xos ijod namunalarining yuzaga kelishiga sabab bo‘ladi.
Yozuvchi ijodining yetakchi xususiyatlari, o‘ziga xos badiiy olami, uslubi, ruhiyat talqini-
dagi mahorati bevosita u yaratgan badiiy obrazlarga bog‘liq holda namoyon bo‘ladi. Badiiy
obrazda yozuvchining ruhiy olami, go‘zallikni anglashi, olam va odam munosabati asosida
yuzaga kelgan qgalb tug‘yoni o°z ifodasini topadi.
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AHHOTALIMA KJIIOYEBBIE CJIOBA
JlaHHast cTaThs MOCBAIICHA PACCMOTPEHHIO AKTYa bHOMN [T MHPOBOTO JIMTEPATyPOBEACHHS DsHTE3H, TypOOpEeaInsM,
POGIEMBI H3YYEHHUSI IICHXOJIOTH3Ma, T.€. XY[L0KECTBECHHOI HHTEPIIPETALINH SMOLMOHAIBHO- KHOEPITaHK, aJIbTepHATHBHAS
MICUXOJNIOTHYECKUX ~ COCTOSHMH  JIMTEPAaTYypHOTO Tepost BO BCCH HX  CIOKHOCTH, (haHTaCTHKA, TICUXOIOTH3M,
MPOTHBOPEYUBOCTH, 3araJlO4HOCTH M HEIOCTYITHOCTH U 3PUTEIBHOrO BocmpusTtus. B JIyXOBHBIIf MUP, TBOPYECKHUH
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XX Bexe INCHUXOAHATUTUUECKUE TEOPUH 3aT0XKUIN OCHOBY JUIS U3YUCHHS XyH0KECTBEHHO- 3aMBbICell aBTOPA,
MOATHYCCKUX  OCOOCHHOCTEHl MPEACTABICHHS 3alyTaHHBIX, OCCKOHEYHBIX IIIyOUH TICUXOJIOT sl IEPCOHAXKEH,
MOICO3HAHUS B JINTEPATYPE. MBICIIU U [IEPEKUBAHUS

Ha nepBom oTame pa3BuTus (paHTacTHUECKas IUTEpaTypa IOAPa3e/sIach Ha HAydHYIO TepoeB, AUATIOTH, MOHOIOTH.

1 HEHAy4HyI0 (paHTaCTHKY, 3aTeM B COBPEMEHHOM JIUTEPATypPOBEACHUH OBUTH BbIJCIICHEI
TaKHe HallpaBJICHHUS, KaK COLUanbHast, Gpuiocodckast, ObIToBast (paHTacTHKA, TypOOpeatns3M,
KuOepIaHk, ajJbTepHAaTUBHAS (paHTACTHKA.

PaccmarpuBasi n3yueHue (peHOMEHa ICHXOJOTM3Ma B MHPOBOW JIMTEpaType Kak HaydHO-
TEOPETHUYECKYIO IPoOIeMy, CISAyeT OTMETHTh, YTO IIPH STOM B LEHTPE XyHOKECTBEHHOM
JIMTEPATypbl HAXOAUTCsSI 00pa3 4YenoBeKa, a CPEICTBOM PACKPBITHS €ro JyXOBHOIO MHpA,
NPEJCTAaBICHUs. OCCKOHEUHBIX TpaHCHOPMALMil, MPOUCXOMSIIMX B HEM, BBICTYIAIOT
XyJIOJKeCTBEHHas ()aHTa3UsI U TBOPUECKUIA 3aMbICeN IUcaTelist. XyJ0XKeCTBCHHAs JINTepaTypa
MMEET HU C YeM HE CPABHHMBIIl OTEHIIHA B PACKPBITUH TIPAB/IbI O YEIOBEKE, €ro MPHPOJE,
JIyIIe ¥ IcUXooruu. [1pn 9ToM KakIblil XyZ0XKHHK, KaK 00J1a1aTelb YHUKaIbHOTO TAIAHTa,
IepefiaeT IICHXOJIOTHIO Teposi B CBOMCTBEHHOH TOJIBKO €My, COBEPIICHHO HEIIOBTOPHMOM
MaHepe; B CBOIO O4epe/b, €ro yMEHHE IepeaaTh MHOro0Opasue IyXOBHOTO MMpa, HaiiTu
0co0ble CpelcTBa BO3ICHUCTBHS HA YUTATENsl OOYCIOBIMBAIOT MOSIBICHUE YHHKAJIBHBIX
XyJIOJKECTBEHHBIX IIPOU3BEACHUH. B cHIly 9TOro MOXKHO yTBEp)KAATh, YTO BEAYILIHE YEPTEI
TBOPYECTBA IHCATENIS, €r0 HEMOBTOPUMBIIl XYIO0XKCCTBEHHBIII MHp, CTWIb, MAacTEPCTBO
HHTEPIPETALNH YEJIOBEUCCKON IICHXOJOTHH MPOSIBISIOTCS MMEHHO B CO3[aBACMBIX UM
XyJIOJKECTBEHHBIX 00pazax. B XyoxecTBeHHOM 00pa3e HaXOQHUT CBOE BHIPAKEHUE Ty XOBHBIH
MHp THCaTess, CBOHCTBEHHOE €My HMOHHMAHHE KPAacoThbl, SMOLHOHAIBHBIC COCTOSHHUS,
BO3HHKIIINE HAa OCHOBE TEPE)KMBAHHS B3aUMOOTHOLICHUH MUpa U YEJIOBEKA.

LITERARY AND AESTHETIC FEATURES OF THE WORKS OF RAY
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ABSTRACT KEY WORDS

This article discusses the actual problems of researching the problem of psyche in world Fantasy, turborealism,
literature, artistic interpretation of all the complexity, contradictions, invisible and mysteri- cyberpunk, alternative

ous sides of the hero's emotions. In the XX century, the confusing and endless expanses of fiction, psychologism,
subconscious layers, which form the basis of psychoanalytic teaching, and literary and poetic spiritual world, author's
features were studied. At the first stage of development, fantastic literature was divided into creative intent, characters
scientific and non-scientific fiction, then social, philosophical, everyday fiction, turborealism, psyche, characters’ thoughts,
cyberpunk, alternative fiction appeared in modern literary studies. dialogues, monologues.

Also, considering the study of the phenomenon of psychologism in world literature as a
scientific-theoretical problem, it should be noted that at the same time in the centre of fiction
is the image of man, revealing his spiritual world, describing the unrestrained evolutions
occurring in him. in his inner world is considered the artistic imagination and creative intent
of the writer. The role of fiction is incomparable in revealing the truth about man, his nature,
heart and psyche. Each creator, as a talented person, develops the landscapes of the psyche
only in his own unique way. The leading features of the writer's creativity, his unique artistic
world, style, mastery of interpretation of the psyche are manifested directly in relation to
the artistic images he creates. In the artistic image finds its expression the spiritual world of
the writer, understanding of beauty, emotional state arising on the basis of the relationship
between the world and man.
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KIRISH

Rey Bredberining romanlaridan tashqari qisqa hajmli hikoyalarida ham o‘tkir

dramatik, ruhiy holatlar, asosan harakatlarga emas, balki qahramonlarning o‘y-
kechinmalari, dialoglar, monologlar asosiga qurilgan.

Mana shu jihatlari bilan R.Bredberi H.Shayxov uchun ustoz, asarlari esa andoza va
ibrat maktabi bo‘ldi. Uning qahramonlari jahon adabiyotida mavjud abadiy mavzular atrofida
aylansa-da, uning asarlarida ham badiiy psixologizm aspektlari alohida ahamiyat kasb etadi.

Muhimi, turli kontinentlarda yashovchi bu ikki fantast yozuvchini asarlari g‘oyasini bitta
nugqta birlashtirib turadi. Bu — “dunyoda tinchlikni saqlash” masalasi. Ularning asarlaridagi
har bitta obraz — u insonmi, robotmi kim, ganday obrazligidan qat’i nazar harakati tinchlikni
saqglashga qaratilgan.

Xorijiy fantastlar orasidan mamlakatimizda Rey Bredberi eng taniqlilaridan biri bo‘lib,
bu ma’noda faqat janr klassiklari ingliz G. Uells va fransuz Jeyul Verndan ortda qoladi. U
intervyularidan birida Jyul Vernni o‘z adabiy amakisi deb ataydi. Amerika adibi Bredberi
yevropalik janr ustalarining ma’naviy tarbiyaga asoslangan an’analarini qabul qiladi.
H.Shayxov esa o‘z navbatida R.Bredberidan ma’naviy oziq oldi, badiiy psixologizm sirlarini
o‘rgandi.

Ayni paytda bu ikki muallif milliy fantastika “maktabini” birinchi navbatda Edgar
Podan meros sifatida qabul qilib, uni boyitib borishdi.

Rey Bredberi betakror syujetlarni o‘ylab topishga usta, biroq uning ijodi mundarijasida
syujetsiz, metafora gabilidagi va ichida yashirin mazmunli yoki umuman har ganday ma’nodan
xoli hikoyalari ham bor. Hatto chiroyli, pishiq “bichilgan™ asarlarida ham Rey Bredberi
hikoyani eng qiziq nuqtasida uzib qo‘yib, tafsilotlarini tashlab ketishi, harakatlarni ehtiroslar
junbushga kelgan paytda kechiktirishi mumkin. Vogealar rivojini muallif “kadr” ortidan turib
boshgaradi. Vaziyat rivoji qaysi tarafga yo‘l olishi mumkinligini o‘zi ham bilmaydi, ammo
Rey Bredberi hech qachon kitobxonga xulosa chiqarishga yordamlashmaydi, undamaydi.
“Men kitobxonning ehtiroslarini junbushga keltirdim, hayajonga soldim, chuqur o‘yga
toldirdim, kitob ustida uzoq o ‘ylab, xayol surib, keyin ganday xulosa chigarsa, o zi biladi”
(Bredberi R., 1947, 19), — deb yozgan qaydlari ham fikrimiz isbotidir.

U bergan intervyular hamda Rey Bredberining esselarida muallif fikrlar emas, balki
his-tuyg‘ularni targ‘ib etadi, harakat emas, ehtiroslar; hodisalar emas, holatni bayon etadi.

“..Hojiakbar Shayxovning “Tutash olamlar”, “lkki jahon ovorasi” romanlari
kitobxonni o ziga maftun etadi. Bu asarlar bugungi adabiyotimiz uchun yangilik... Ularning
vangiligi shundaki, bu asarlar o ‘zbek nasridagi birinchi mistik-fantastik romanlardir. Ular
eng munozarali va eng qizigarli muammolardan biriga bag ‘ishlangan. Insonning tabiati,
hayoti gqanagqa, inson vafot etishi bilan uning hayoti tugaydimi yohud u boshqa shakllarda,
boshqa tarzda qayta tug ‘ilib, yashashda davom etadimi? Umuman, moddiy dunyo bilan
ruhiyat dunyosi o ‘rtasidagi alogalar qanaqa?

Mana, mustaqillik sharofati bilan bunday cheklashlar bekor bo‘ldi va birinchi
ilmiy-fantastik va mistik romanlar qo ‘limizga yetib keldi” (Sharafiddinov O., 2000, 125),
- O.Sharafiddinov bildirgan fikrlarini H.Shayxov ijodining asos mundarijasi sifatida qayd
etish mumkin. Yozuvchining aynan mana shu dilogiyasida uning ma’naviy qarashlari yaqqol
ko‘rinadi. U ma’naviy qadriyatlar tarafdori.
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R.Bredberi ma’naviy qadriyatlar, fantaziya va erkin ijod vakili sifatida insonning ichki
dunyosini, qarashlarini, tasavvurlarini eng oliy qadriyat deb biladi. Insonlarning boshqalar
dardiga hamdard bo‘lish, jonkuyarlik hissini yozuvchi birinchi o‘ringa qo‘yadi. Insonni
ruhan poklash, qalban ulg‘ayishga chorlash, odamning ichki dunyosi, irodasini baquvvat,
iymon-e’tiqodini butun qilish, vijdonini uyg‘otish leytmotivi asosida qahramonlarning ichki
kechinmalarini badiiy psixolozim aspektlaridan foydalangan holda tasvirlaydi.

R.Bredberi hikoyalarining aksariyatida bosh qahramon — yosh Duglas Spolding —
muallifning “ikkinchi o‘zi”. Duglas — uning ikkinchi ismi, Spolding — otasining yana bir
familiyasi.

Yoshligida u o‘zining sayoz hikoyalarini yig‘ib, hovlisining o‘rtasida gulxan yoqadi.
Bu to‘g‘rida R.Bredberining o‘zi ma’yuslik bilan “ikki million so‘zni yoqib yubordim”, degan
edi. Keyinroq bu hodisa kitoblarni yoqishga bag‘ishlangan romani “Farengeyt bo‘yicha 451
daraja’ning yaratilishi uchun zamin bo‘ldi.

ASOSIY QISM

Rey Bredberining aksariyat ishqibozlari, hamkasblari, amerikalik fantast yozuvchilar
orasida “Mehribon ertakchi” sifatida nom qozongan.

U o‘znavbatidadastavval san’atkishilariga (hatto ko‘proq darajadauningishqibozlariga)
boshqalarga nisbatan ko‘proq hamdardlik bildiradi. Shu bilan birga Rey Bredberi o‘z asarlari
sahifalaridan turib, “dushmanlar” — tasavvurdan mahrum bo‘lgan qahri qattiq odamlar,
meshchanlar, amaldorlar, siyosatchilar — oddiy odamlarning normal hayot kechirishiga yo‘l
go‘ymaydiganlarga qarshi qat’iy kurash e’lon giladi.

H. Shayxov ham fantast yozuvchi sifatida ijodini hikoyalardan boshlagan. Biroq uning
dastlabki hikoyalari “o‘sish kasalligi’ni boshdan kechirgan hikoyalardir (Ibrohimova R.,
2011, 70). Uning asarlarida ilmiy terminlar ustuvorlik qilib, badiiylik, badiiy psixologizm,
fikr, mantiq izchilligi ogsaydi, sun’iylik kabi yetishmovchiliklar ko‘zga tashlanadi. Ijodini
fantastik hikoyalar yozishdan boshlagan H.Shayxov uchun bu vaqt oralig‘i katta janrdagi
fantastik asarlarni egallashida ko‘prik vazifasini o‘tadi.

Rey Bredberi ijodida hikoyalar hajm jihatidan eng katta qismni tashkil etadi.
Muallifning yirik janrga mansub asarlari, qissa hamda romanlari aynan shu shaklda oliy
mahorat cho‘qqilariga erishdi. Yozuvchining e’tirofiga ko‘ra, u hayoti davomida 400 dan ortiq
hikoya yaratdi. Ulardan ba’zilari nisbatan yirikroq asarlar uchun asos, eskiz vazifasini o‘tadi.

R.Bredberining qator asarlari ekranlashtirilgan. 1985 yildan to 1992 yilgacha “Rey
Bredberi teatri’da teleseriallar suratga olinib, ekranga chiqarildi. Ushbu serialda uning
ko‘plab hikoyalari ekran yuzini ko‘rdi, ya'ni jami 65 ta kichik film suratga olindi. Rey
Bredberining o‘zi prodyuser hamda ssenariy mualliflaridan biri bo‘ldi, s’yemkalar jarayonida
va aktyor tanlashda gatnashdi. Shuningdek, muallif har bir seriya boshida paydo bo‘lib, o*zini
tanishtirar va ba’zan hikoya boshidagi kichik sahnalarda ishtirok etardi. Bu jarayon uning
botiniy olami, ma’naviyatini yanada chuqurroq anglash imkonini beradi.

Shu bilan birga Bredberi o‘z mamlakatining tub mohiyatini anglashga hamda
professional mahorat cho‘qqilariga erishishga ko‘maklashgan, ma’naviy dunyoqarashining
takomillashuvida, ijtimoiy tenglik, erkinlik borasida unga ibrat maktabi bo‘lgan ustozlari
ham bor. Bulardan, Uolt Uitmen xalgni buyuk millat sifatida birlashtirib, ularni “amerikancha
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demokratiya ideallariga bo‘lgan ishonch” g‘oyasi sari olg‘a yetaklaydi. Xudoga bo‘lgan
e’tigod hamda har kim o‘z mehnati bilan muvaffaqiyatga erishish mumkinligiga ishonch kabi
chizgilar ustuvorlik qgiladi.

“Mark Tven, hatto, undan ham oldinroq ganchadan qancha amerikalik yozuvchilar ana
shu provensial Amerikaga murojaat qilganlar va uning ko‘zga tashlanib turgan kontrastlari
va ma’lum fojialarga ko‘z yummagan holda o‘z kitobxonlariga go‘zal va betakror Amerikani
ochib berganlar” (Bredberi R., 1953, 18).

Amerika go‘zalligini Rey Bredberi nihoyatda fusunkor tasvirlaydi: “Bahorning ajib
bir kuni edi. Olmaning gullagan shohida tinib-tinchimas mamenovka sayrardi. Shamol yashil
shoxlarni siypalaganda daraxtning oq gulbarglari parqu bulut kabi pastga sochilar, atrofni
esa ajib bir is qoplab olar edi. Shaharchada kimdir pianino chalar, musiqa goh kuchayib, goh
tinib, uning mayin allalovchi sadolari havoda suzib borardi” (Bredberi R., 1953, 169).

Rey Bredberining eng sara va she’riy ohangdagi asarlaridan biri — “Momiq gullardan
sharob” (1957-yil). O‘ta tiniq, har dagigada mo‘jiza ro‘y berishi kutiladigan asarda bolalik
va yetuklik chegarasidagi amerikalik o‘smir hayotining bir yoz mavsumi, uning uyi va u
yashaydigan shaharcha voqealari tasvirlangan. Xuddi shu kabi kichik Uokigan shaharchasida
Rey Bredberi dunyoga keldi. Rey Duglas Bredberi oilasi kambag‘al bo‘lib, u ko‘p kitob
mutolaa qilar (oliy ma’lumot olish uchun mablag‘i yetmas edi), hikoya yozishni ham juda
erta boshladi. Ana shu shart-sharoitlar ta’sirida uning o‘ziga xos tili, uslubi, ma’naviy
dunyogarashi shakllandi.

Bredberining fantastik va realistik g‘oyalari insonga bo‘lgan yuksak ishonch, madaniyat
va yuksak ma’naviyat bilan yo‘g‘rilgan. Yozuvchi tilining romantik ko‘rinishi ham shu tufayli
bo‘lib, ertak va real voqelik o‘rtasidagi chegaralarni olib tashlab, ular o‘rtasida ko‘priklar
bino qiladi.

Biroq Rey Bredberi — yadro davri yozuvchisi. Davr boshlarida u qalam tebratish
sohasida muayyan tajribaga ega bo‘ldi, bir qancha asarlari jurnallarda chop etildi, milliy-
adabiy merosni mustaqil o‘rganishga kirishdi. Rey Bredberi fantastikada o‘zi uchun yagona
yo‘lni tanlab ulgurgan edi: “Hayot va o‘lim birligi, o‘lim kabi sirlilik kasb etgan hayot
mo‘jizasi. Ikki ming yil davomida buyuk faylasuflar ular sirini ocha olmadilar. Biz hamon
shu muammolar ustida bosh qotiramiz. Mavzu yetakchiligicha qolib, uning izohi gisman
o‘zgardi, xolos”.

Vaqt — tuganmas va doimiy ravishda kamayib boruvchi kategoriya; mangulik va har bir
alohida mavjudot mavjudligining tirik realligi. Rey Bredberining mashhur fantastik syuitasi
“Mars xronikalari’ni tashkil qilgan, ammo ular tarkibidan joy olmagan Mars to‘g‘risidagi
hikoyalarida ko‘p marotaba halok bo‘lgan sivilizatsiya manzarasi paydo bo‘laveradi.

Rey Bredberining ham “Muz va olov” fantastik hikoyasida syujet ekspozisiyasi, peyzaj
va boshqa vositalardan qahramonlar ruhiyatini ochib berishda keng foydalanilgan.

Hikoya qahramoni “During the night, Sim was born. He lay wailing upon the cold
cave stones. His blood beat through him a thousand pulses each minute. He grew, steadily”
(Bredberi R., 1953, 273). “Sim tunda tug ‘ildi. U g ‘orning muzdek toshlari ustida g ‘ingshib
yotardi. Jajjigina tanachasida qon zarb bilan bir dagigada ming marta aylanardi. U odamlar
ko z o‘ngida ulg‘aya borardi. (Bredberi R., 2007, 178) Bu o‘rinda hikoya ekspozisiyasi
sifatida muallifning asar qahramoni tug‘ilishining tarixi bilan bog‘liq tasvirini qabul qilish
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mumkin.

Simning ota-bobolari million yillar ilgari olimlarning xatosi tufayli, kema halokatiga
uchrab, shu “garg ‘ish tekkan sayyora’ga kelib qolishgan. Sim bu zaminning besh minginchi
avlodi hisoblanadi. Sim tavallud topgan joy quyoshning yonginasida joylashgan birinchi
sayyora edi. Bu sayyorada kechasi chidab bo‘lmas darajada sovuq, kunduzi kuydiradigan
darajada issiq bo‘ladi. Shu tufayli odamlar g‘orda umr kechirishadi.

Bu tasvir-tushuntirishlar muallifning Simga yuklatilgan vazifani bajarishi, yuzaga
kelgan to‘siqlarni yengishi, hikoya qahramoni xarakteriga xos chizgilarni psixologik jihatdan
asoslash bilan bog‘liq.

Yozuvchi e’tiborni Simning tunda tug‘ilgani, muzdek tosh ustida g‘ingshib yotganiga
qaratadi. Sabab, tun — qahramon taqdirining bir bo‘lagi. U yashab shakllanayotgan muhit —
qora, qo‘rqinchli fun misol. Besh ming yil mobaynida, to Sim ularni bu ahvoldan qutqarguniga
gadar ularning hayoti mazmundan xoli edi. Ular istagan yoki belgilangan vaqtda emas, balki
tongda va shomda yeyish mumkin bo‘lgan ildizlarni yig‘ib-to‘plab olishardi. Pirovardida
umrlari faqat ovqat yeyish bilan o‘tadi. Vaholanki, umr ularga faqat sakkiz kungina berilgan.
Mana shu qisqa vaqt ichida ular sevib, oila qurib, nasl qoldirishga ham ulgurishlari kerak.
Ammo quyosh yaqinida joylashgan birinchi sayyora odamlari bu vazifaning uddasidan o‘zlari
mustagqil chiga olmaydilar. Shu bois muallif bu vazifani hikoya qahramoni Simga yuklaydi.

Bu o‘rinda Sim M.Gorkiyning Dankosi, H.Shayxovning Nurbegi kabi obrazlari bilan
tenglasha oladi. Sim — fantastik obraz, u oddiy insonlardan farq qiladi. Uning yuragi bir
daqgigada besh yuzdan ming martagacha uradi. Yozuvchi bu dalilni keltirishidan magsad,
Simning umri sakkiz kunligini mantiqan asoslash, pirovardida kitobxonni bunga ishontirish
bilan bog‘lig. Biroq Simning real shaxslardan farqli tomonlari bilan birga uyg‘un chizgilari
ham ko‘p. Sim yuzaga kelgan vaziyatning yechimini ilmda deb biladi. Buning uchun u g‘orda
yashayotgan olimlarni topadi, ulardan ilm o‘rganadi.

Sim magsadiga yetishish uchun ko‘pgina to‘siqlarni yengib o‘tishiga to‘g‘ri keladi.
Bu o‘rinda yozuvchi fantastik unsurlar (Simning zehni, xotirasi o‘zga sayyoraliklarga
xos favqulodda samoviy kuchga egaligi, botinan bilish, nasliy xotiraning mavjudligi)dan
keng foydalanadi. Yozuvchining ijodiy maqgsadi — fantastik unsur va usullar orqali Sim
imkoniyatlarini kengaytirishdan iborat.

Sim qarg‘ish tekkan sayyora ahlini qutqaradi. Ozodlik kemasini topadi. Fazo kemasidagi
muhit insonlarga uzoq umr, mo‘tadil yurak urishi, ularning turmush tarzlarini yaxshilash
sharoitiga ega. Sim sevgilisi bilan kemada qolishi va uzoq, baxtli umr kechirishi mumkin.
Sevgilisi Layt unga aynan shu taklifni kiritadi. Ammo Sim qabiladoshlarisiz hayotni tasavvur
qila olmaydi. Sim ularni kemaga olib kelish uchun ularning yoniga qaytadi. Bunda fantastik
xislatga ega bo‘lgan “olov til”, ya’ni nur taratuvchi to‘pdan foydalanadi. Sim “to‘p”dan
chigayotgan nur bo‘ylab harakat qilib (bo‘lmasa sovuqda muzlab qolardi, ta’kid bizniki —
U.K.), ozodlik kemasidan chiqib, qabiladoshlarini kemaga boshlab keladi.

Yozuvchi Rey Bredberining fantastik gahramonlari xalgni og‘ir ahvoldan olib chiquvchi
xaloskorlar obrazidir. Ular o‘z manfaatlaridan xalq manfaatini ustun qo‘yib, kurashga bel
bog‘laydilar. Sim — shunday qahramonlarning biri. U qabiladoshlarini, tug‘ishganlarini bu
“qarg‘ish tekkan sayyora”dan olib chigishga muvaffaq bo‘ladi.

Sim o‘jar, o‘z fikridan qaytmas, maqgsadi yo‘lida kurashuvchi, e’tiqodli fantastik
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obrazdir. Bunda yozuvchi Simdan ibrat olishga da’vat etmoqda. U Simdek izlanuvchan,
tafakkuri keng obraz kitobxonga fikriy quvvat, ma’naviy kuch baxsh etishiga ishonadi.

Rey Bredberi Simni tipiklashtirib, xaloskor, qutqaruvchi, ozodlikka olib chiquvchi
fantastik obraz sifatida tasvirlaydi. Asar kichik hajmli fantastik hikoya bo‘lsa ham, unda ulkan
g‘oya yotadi, hikoya murakkab muammolarning yechimini topishga qaratilgan. Hikoyada
muallif nutqi asarning sistem yaxlitligini ta’minlagan.

Yozuvchi hikoyada badiiy psixologizmning ichki monolog shakli orqali ham qahramon
psixologiyasini ochib boradi: "War!" The thought stood in Sim's brain. It shocked and beat at
him. These men were running to fight, to kill, over there in those small black cliffs where other
people lived. But why? Wasn't life short enough without fighting, killing? (Bredberi R., 1947,
283) “Urush!” — aks-sado berdi Simning miyasi. Yangi fikr uni larzaga soldi. Bular qora qoya
ahlini o ‘ldirmoqqa chog ‘langandilar. Nega axir? Shundoq ham umr gisqa bo ‘lsa, urushib
bir-birlarini o ‘Idirib nima qilishadi” (Bredberi R., 2011, 173).

Simning miyasiga kelgan bu fikr uning nuqtai nazari, hayotdagi pozisiyasini belgilab
beradi. U umuman urushga qarshi. U urushdan ma’no yo‘q deb biladi, chunki umr gisqa.
Qabiladoshlarining fikri esa Simning qarashlariga to‘g‘ri kelmaydi. Ular umrlarini uch kunga
uzaytirish uchun Qora qoya ahliga qarshi urush ochsa arziydi, degan fikrdalar. Garchand
urushda yengilsalar, niyatlariga yetolmasliklari ham mumkin, lekin shunga qaramasdan ular
urush tarafdori. Bu o‘rinda asar qahramoni Simning da’vati orqali uning pozisiyasi anglashilsa,
qabiladoshlarining qarashlari orqali yuz berayotgan voqealar baholanadi.

Asar qahramonlaridan biri Kayonning magsadi — urush orqali bo‘lsa ham, umrni uch
kunga uzaytirishga erishish. Bundan magsad uch kun ortiq umr ko‘rish ma’nosida emas,
albatta. Balki inson harakatda bo‘lishi, hayotning har bir kuni uchun kurashib yashamog‘i
lozim, degan fikrni ilgari surishdir.

Muallif bu o‘rinda 0°z poziyasini sir tutadi. U kim tomonda?! Sim yoki Kayon, ilg‘ash
qiyin. Aslida muallif masalaning yechimini kitobxon hukmiga havola etadi. Voqealar rivoji
davomida kitobxonning bir qarorga kelishi kutiladi, mazmun to‘la hayot kechirish magsadida
umrning bir kuni uchun ham kurashib, umri harakatda kechgani ma’qulmi yoki ortigcha
urinishlarsiz o‘limini kutib, umr o‘tkazgan ma’qulmi?!

Vogealar rivojidan Sim keyinchalik fikrini o‘zgartirgani ma’lum bo‘ladi. Kayon
nutqidan Sim uning yo‘lini tanlagani anglashiladi. Qabila Qora qoya ahliga urush ochadi.
Urushda qabila yengiladi. Qabila yengilganiga qaramasdan Qora qoya ahli Simni tan oladi.
Chunki u yakkama-yakka kurashda (Qora qoya polvonini — U.K.) halol yengadi. Qora qoya
ahli Sim va u bilan birga qolishni istagan sevgilisi Laytni o‘z g‘orlariga qabul gilishadi. Sim
va Laytni qabul qilishlariga sabab Qora qoya polvoni Nixoyning nutqidan anglashiladi: “If
you die, I will give your mate shelter and she will live as she pleases, because she is the
wife of a good man” (Bredberi R., 1953, 175). “Agar g ‘olib bo ‘Isam, — deydi u, — Laytni o z
g ‘orimga olib kiraman, chunki u sendek sharafli jangchining xotini”(Bredberi R., 2011, 176).

Bu o‘rinda muallif asar syujeti, peyzaj, portretdan tashqari asar qahramonlarining
nutqi orqali ham hikoyada ko‘tarilayotgan masala — xalq o°z ijtimoiy ahvolini yaxshilashi
uchun harakat qilishi, harakatda yashashi lozim, degan fikrni ochishga muvaffaq bo‘lgan.
Faqat bunga bosqinchilik emas, halol yo‘l bilan erishish lozimligi asar konsepsiyasini tashkil
etgan. Rey Bredberi urush olovini yoquvchilarni qoralaydi. U Sim fantastik obrazi orqali

67



Comparative literature 2 (2024)

ijjtimoiy va shaxslararo urushlarga qarshi ekanligini bildiradi. “Muz va olov” hikoyasidan
ham muallitning asl magsadi, asosiy konsepsiyasi inson qancha umr ko‘rishidan qat’i nazar
urush olovini yogmasdan yashashi joizligidir.

Asar voqeasi fazodagi qaysidir bir sayyorada tasvirlanadi. Aslida mazkur hikoyada
yuz bergan vaziyat mamlakatning turli burchagida sodir bo‘lishi ehtimoldan yiroq emas.
Mazkur hikoya 1946 yilda yozilgan bo‘lishiga qaramasdan, hozirgi kunda ham dolzarbligini
yo‘qotmagan.

R.Bredberi urush olovini yoquvchilarni qoralaydi. Aslida urush tarafdorlari urush
natijasida yangi-yangi boyliklar orttirishadi, yangi hududlarga egalik qilish istagida
bo‘lishadi. Urushlarda ular farzandi, aka-ukasi, jigaridan ayrilishi mumkin. Ular moddiy zarar
ko‘rmaydilar, ma’naviy zarar ko‘zlariga ko‘rinmaydi. Ularning maqgsadlari — boylik orttirish,
shu magsadda hamisha urush tarafidadirlar.

XX asrda yer yuzidagi mamlakatlarning ko‘pgina nugqtalarida urushlar bo‘lib o‘tdi,
u odamlarning boshiga sanogsiz musibatlar keltirdi. Yozuvchi “Muz va olov” hikoyasida
fantastik obrazlar yordamida bo‘lsin ijtimoiy va shaxslararo urushlarga qarshi ekanligini
bildiradi va o‘zining bu g‘oyasini boshqa fantastik asarlarida ham rivojlantiradi.

“XX asr fojialarini anglash qiyin emas, har bir millat oz boshidan kechirganlarini
xotirlasa bo‘ldi. Kim Vatandan judo, kim ota-ona, farzand, aka-uka, qarindosh-urug‘, kim
erk, ozodlikdan...”(G‘aniyev 1., 1947, 8.) fikri R.Bredberi qarashlari bilan hamohang.

Ingliz fantasti R.Bredberining “Muz va olov” hikoyasi bilan o‘zbek fantasti
H.Shayxovning “Olovdan chiqqan odam” asari o‘rtasida mushtarak chizgilarni ko‘rish
mumkin. Bu ikki muallifning turli yillarda yozilgan asarlari nihoyasidagi xulosa birlashtirib
turadi.

H.Shayxovning “Olovdan chigqan odam” hikoyasining qahramoni Nurbek ham Rey
Bredberining qahramonlari gabi ijtimoiy ahvolni yaxshilashga halol yo‘l bilan erishish
lozim degan fikrda. Uning fikricha: “Niyat — muqaddas, yeru ko 'k muqaddas, shundan bizga
tekkan ulush —muqaddas...” (Shayxov X., 1998, 89). Nurbek ham Sim kabi urush, kurash,
qasos yo‘li bilan emas, yuzaga kelgan muammoni tinchlik va murosa bilan bartaraf etish
tarafdoridir. Bu fikrga o‘z-o‘zidan yetib kelmadi, albatta. Unga qabila boshlig‘i ogsoqol —
xalqdan chigqan rahnamolar yo‘l ko‘rsatdi. Bu ikki asarda niyat boshqa-boshqa, ya’ni Rey
Bredberi qahramonlari o‘z g‘orini tark etib sharoiti yaxshi Qora qoya g‘origa bosqinchilik
yo‘li bilan egalik qilmoqchi, Hojiakbar Shayxovning qahramoni Nurbek esa o‘zidagi
fantastik belgilaridan foydalanib, gabilasini mo‘g‘ul bosqinchilaridan ozod etish maqgsadida
dushmanni qirib tashlaydi. Ammo bu ikki asar qgahramoni ham “Muz va olov”’dagi Nixoy va
“Olovdan chiqqan odam”dagi Nurbekda qabila ogsoqoli kabi insonlar yordamida yovuzlik
payini qirqishda urushdan xoli yo‘llarni topishga intilish anglashiladi.

R.Bredberi va H.Shayxovning insonni o‘ylantiruvchi, ogohlikka da’vat etuvchi,
odamzod o‘zligini anglashiga undovchi xulosalari asarning badiiy qimmatini oshishiga
xizmat qilgan. Yozuvchi faqat asar qahramonlari nutqidan emas, balki nutqning barcha
ko‘rinishlaridan: personaj nutqi, ichki nutq, monolog, dialog, muallif nutqidan atroflicha
foydalangan. Bu xulosa H.Shayxov asarlari uchun ham birdek taalluqlidir.

Rey Bredberining “Muz va olov” hikoyasi qahramoni Sim tarbiyasini ota-onasi
opasi Dakka topshirib, vafot etishadi. Bu sahna onaning farzandlariga vasiyat tarzidagi
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dialogi orqali berilgan. Kuni bitganini tushunib yetgan Simning ota-onasi umrining so‘nggi
damlarida ham farzandlarini o‘ylashadi, ularning kelajakdagi o‘zaro munosabatlari borasida
qayg‘urishadi. Dialoglarda ota-onaning so‘nggi safarga ketish oldidan qalblarida kechgan
tug‘yonlari berilgan. Jon chiqish arafasida farzardining tili chiqib, birinchi so‘zni aytishi
ularga nechog‘lik quvonch bag‘ishlagani, Simning ota-onasi umrining oxirgi daqiqalarida
ham hayotdan ko‘ngli so‘nmagani, ko‘tarinki ruhiyati dialoglarda aks etgan.

Bu jarayon ganday kechgani, Sim qanday tarbiya olgani, shakllanishi bilan bog‘liq
o‘rinlar, atrofidagilarga bo‘lgan munosabati, tabiatiga xos chizgilar opasi Dak, dushmani
Kayon va olimlar bilan uning o‘rtasidagi munosabatlarda namoyon bo‘ladi. Tarbiya bobidagi
nutq matni: “Enemies are made over things like stolen foods; gifts of long grasses make
friends. Enemies come, too, from opinions and thoughts. In five seconds you've made an
enemy for life. Life's so short enemies must be made quickly” (Bredberi R., 1953, 284).
“Ovqatingni o°g‘irlagan — sening dushmaning, mevali shox in’om etgan odam do ‘sting
bo‘ladi... o ‘tmishdan qolgan bir ahmogona irim bor. Go ‘yoki o ldirilgan kishining hayotiy
quvvati qotilga o ‘tar emish. Shuning evaziga u bir kun ortiq umr ko ‘rarmish. Tushundingmi?
Kimki bu irimga ishonar ekan, hayoti xavf ostida deyaver!” (Bredberi R., 2011, 175) —
deyishiga ko‘ra, Dak ukasi Simga kim do‘st, kim dushman ekanligini anglatmoqda.

Mazkur hikoyada insonlarni turish-turmushini belgilovchi asosiy omillardan biri,
bu — yegulik. Ular hamisha yegulik topish va uni iste’mol qilish bilan band. Chunki ularga
ajratilgan umr sakkiz kun va shu kun oralig‘ida Sim ko‘p ovqat iste’mol qilib, kuch-quvvatga
to‘lishi kerak. Ammo Kayon uning ovqatini tortib olish payida. Shu bois opasi uning qulog‘iga
shivirlab, “Enemies are made over things like stolen foods; gifts of long grasses make friends”.
“Ovqatingni o‘g‘irlagan dushmaning, mevali shox in’om etgan odam do‘sting bo‘ladi”, — deb
uqtiradi. Simni hushyorlikka da’vat etadi. Dakning Simga qaratilgan nutqidan uning Simga
bo‘lgan mehr-muruvvati, ukasining hayoti uchun xavotirli holati satrlar ortidan sizib turibdi.
Shu bilan bir qatorda Simning do‘st bilan dushmanni ajrata ololmasligi, g‘o‘rligi, yoshiga
ham ishora bor. Ayni shu Dakning nutqida Kayon xarakteriga xos chizgilar ham oz aksini
topgan. Bir paytning o‘zida aynan Simning opasi Dakning nutqida Kayonga xos chizgilar
ham tortilgan. Kayon tabiatiga xos jangovarlik, zo‘ravonlik, xudbinlik birgina Simning opasi
Dakning unga: “ovqatingni o ‘g ‘irlagan dushmaning” iborasida jo bo‘lgan.

Asar qahramonining psixologiyasini berishda asar qahramonlari nutqi bilan birga
muallif nutqi ham muhim o‘rin tutadi. Bu o‘rinda muallif nutqlaridan faqat asar qahramoni
Sim va unga tegishli insonlar opasi Dak, dushmani Kayon, sevgilisi Laytga xos chizgilargina
emas, balki vogea qayerda sodir bo‘layotgani, vaziyat qanday kechayotgani, asar gahramonlari
o‘rtasidagi ziddiyatlar bilan bog‘liq tafsilotlar ham asar qahramonlari tabiatiga xos chizgilarni
to‘ldirishda xizmat qilgan. Muallif nutqidan o‘rin olgan tafsilotlarga qaraganda “He
understood love, marriage, customs, anger, pity, rage, selfishness, shadings and subtleties,
realities and reflections. Like a bird newly cracking its way from a shell, he was almost a unit,
complete, all-knowing” (Bredberi R., 1947, 179). “Simning onasi barcha, shirador giyohni
0g ‘zida chaynab, Simning ham og ziga tutardi. Muallifning mazkur nutqida onaning bolasiga
bo ‘Igan muhabbati aks etgan. Ona xuddi qush misol, giyohlarni chaynab, so ‘ng bolasining
og ‘ziga tutyapti. Sim dunyoni, atrofni, jarayonni onasining muhabbati, mehrli giyofasi orqali
tuyadi. Muhabbat, nikoh, fe’l-atvor, g‘azab, rahm-shafqat, xudbinlik, nazokat bilan bog lig
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tushunchalarni idrok etadi. U tuxumni yorib chiggan jo jaga o xshab borligni onasi timsolida
ko ‘radi” “(Bredberi R., 2011, 179).

Onaning bolasiga bo‘lgan munosabati — muhabbatini muallif Simning ota-onasi
o‘rtasidagi dialog orqali yanada mustahkamlaydi: “Let me kill him!” shouted the father,
breathing harshly, sobbingly. “What has he to live for?” “No, no!” insisted the mother, and
her body, frail and old as it was, stretched across the huge body of the father, tearing at his
weapon. “He must live! There may be a future for him! He may live longer than us, and be
young!” “(Bredberi R., 1947, 289).

“O‘ldirishimga qo‘yib ber uni! — harsillab nafas olgancha, harqiroq tovushda dedi
otasi.

— Yashab nima qiladi?

— Aslo, aslo! — qayta-qayta o‘zinikini ma’qulladi ona...

— Yashayversin! Balki u bizdan yaxshiroq yashar! Ko‘proq umr ko‘rib, yosh bo‘lib
qolar!” “(Bredberi R., 2011, 168).

Dialogdan ma’lum bo‘lishicha, Simning otasi uni o‘ldirmoqchi, chunki yashash
sharoitining og‘irligi, umrning qisqaligi, bu vaziyatdan qutulish imkonining yo‘qligidir.
Otaning garg‘ish tekkan sayyora tabiatidan noroziligi, hayotdan to‘ygani, ota ruhiyatining
dramatizmi mazkur dialogda, bir jumlada oz aksini topgan, uning psixologik holati o‘g‘lini
o‘ldirish darajasiga ham yetgan. Garchand, ota ham bolasiga mehribon, lekin tashqi ta’sirga,
ob’yektiv borliqqa qarshi kurasha olmaydi. Uning xarakterida ojizlik, notovonlik, qo‘pollik
belgilarini ko‘ramiz. U alamdan “qah-qah” otib kuladi. O‘z o‘limini bilib, kutib turgan
insonning ruhiy holatini muallif dialoglar yordamida ko‘rsatishga muvaffaq bo‘lgan.

Simning onasida esa ishonch so‘nmagan, u kelajakdan najot kutadi. Shu bois bolasining
yashashini istaydi. U Simning otasiga ham hurmat bilan qaraydi. Uni “Tentak!” deb koyiydi.
Muallif aynan, “tentak” so‘zidan foydalanishidan magsad, unda ona erini farzandiga nisbatan
ehtiyotsizligidan noroziligi hamda turmush o‘rtog‘iga bo‘lgan galbidagi iliq munosabatini
ifodalashdir.

Muallif bir oila — qabila fojiasini hikoyaga asos qilib olar ekan, o‘zining ijtimoiy
garashlarini ifodalaydi. Shu bois ham Sim onasining orzusi muallif orzusiga mushtarakdir.
Muallif nutqiga ko‘ra Simning: “...from a young age, feelings of good and evil begin to
form in the brain. Sim, as birds or birds learn by means of an inner instinct, fills his mind
with all knowledge” “(Bredberi R., 1947, 275) “...Miyasida yoshligidan ezgulik va yovuzlik
hagidagi tuyg ‘ular shakllana boshlaydi. Qushlar yoki parrandalar ichki instinkt vositasida
o ‘rganganidek Sim ham ongini barcha bilimlar bilan to ‘ldirib bormogda” “(Bredberi R.,
2011, 274). U Kayon qiyofasida g‘oyaviy raqibini anglagani ham muallif nutqidan ma’lum
bo‘ladi.

Simning tabiatiga xos belgilarni to‘ldirishda muallif monologlardan ham keng
foydalanadi: “I'm the five-thousandth in a long line of futile sons? What can I do to save
myself from dying eight days from now? Is there escape?” (Bredberi R., 1947, 276) “Men
hech nimaga yarogsiz o ‘g ‘illarning besh minginchisiman. Xo ‘sh sakkiz kundan keyin o ‘limga
mahkum bo ‘lmaslik uchun nima qilish kerak? Bundan qutulishning iloji bormikin?” (Bredberi
R., 2011, 169). Mazkur monologdan Simning yuzaga kelgan muammoni bartaraf etishda
qabila qariyalari qarorini kutmasdan o‘zi tashabbus ko‘rsatishga qodirligi, najot yo‘lini
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topishga intilgani anglashiladi.

Yozuvchi nutgida Sim va Kayon o‘rtasida yuzaga kelgan ziddiyat orqali nodon,
o‘zining ham o‘zgalarning ham gadr-qimmatini bilmaydigan Kayon obrazining ma’naviy
dunyosi, ruhiy olamini ko‘rsatishga muvaffaq bo‘lgan. Yozuvchi nutqida berilgan tabiat
kuchlari tasviri esa kishilar o‘rtasidagi g‘oyaviy kurash psixologiyasini ochishga xizmat
qilgan. Hikoyada “inson tabiat yetkazadigan ozor oldida ojizdir” degan muallif g‘oyasi 0z
isbotini topmaydi. Uning qahramonlari muallif istagiga qarshi hayotga umid bilan boqadi,
ular har ganday muammoning yechimini ilmda deb biladi. Muallif nutqi asar qahramonlari
tabiatiga xos bo‘lgan shunga o‘xshash nozik tomonlarni ilg‘ashda kitobxonga yo‘l ko‘rsatadi.
Muallif nutqlaridan birida asar qahramoni Simning olimlar g‘orini topishi quyidagicha
tasvirlangan: “Finally, Sim found what he was looking for. Inside the mountain, a group of
men were caring for rocks... Every eight days there was an entirely new set of Scientists
working on anyone problem”* (Bredberi R., 1947, 289). “Nihoyat, Sim izlaganini topdi.
Tog ‘ning ichkarisida, tog ‘ jinslari orasida bir guruh erkaklar kuymalanib yurardi..., qariyalar
murakkab masalalarni yechar, yoshlar o ‘qib-o ‘rganar, savollar berishardi. Har sakkiz kunda
hamma guruhlar butunlay yangilanardi” (Bredberi R., 2011, 179). Mazkur parchada muallif
ma’lum ma’noda kelajak manzarasini bermoqda, hamma biron ishning boshini tutgan, yoshlar
ilm o‘rganmoqda, qariyalar murakkab muammolarning yechimini biladi. Pirovardida, muallif
Simdan, uning atrofidagi insonparvar odamlardan, masalaning yechimini topishda qariyalarni
ibrat qilib ko‘rsatmoqda. Asardagi dialoglar ham asar qahramonlari psixologiyasini ochishda,
holatini berishda muhim vositalardan biridir. Sim Layt bilan tanishar ekan ilk uchrashuvlaridagi
psixologik holatni muallif ularning dialoglarida ifodalagan. “Qiz ishonch, ixlos, sevinch bilan
o zining ismini Simga xursandchilik bilan aytadi. Yigit esa hayajondan talmovsirab javob
beradi” (Bredberi R., 2011, 173). Muallif dialoglardan bosh qahramonlar — Sim va uning
sevgilisi Laytning psixologik holatini berishda foydalanish bilan bir sirada, asar qahramonlari
o‘rtasidagi ziddiyatli o‘rinlarni berishda ham keng foydalanadi. Bunga Simning ota-onasi,
Kayon bilan Sim o‘rtasidagi ziddiyatli munosabatlarni ham dialoglar yordamida ochadi. Ular
o‘rtasidagi konflikt qabilalar o‘rtasidagi ziddiyatlarni ko‘rsatishga xizmat qilgan.

Asarga asos qilib olingan vogea garchand ijobiy yakun topgan bo‘lsa-da, bu yakunga
yetish uchun asar gahramonlari boshidan kechgan jarayonni berishda asosan muallif nutqning
turli ko‘rinishlaridan atroflicha foydalanadi. Shu ma’noda olimlarning kashfiyotlariga bo‘lgan
asar qahramonlarining munosabati Dak bilan Simning dialogida yoritilgan. “Where are the
Scientists?” Dark looked away from him. “I wouldn't tell you if I knew. They’d kill you,
experimenting! I don't want you joining them! Live your life, don't cut it in half trying to reach
that silly metal thing on the mountain”. “I'll find out where they are from someone else, then!
“ “No, one'll tell you! They hate the Scientists. You'll have to find them on your own. And then
what? Will you save us? Yes, save us, little boy!” Her face was sullen, already half her life
was gone. “We can't just sit and talk and eat,” he protested. “And nothing else.” He leapt
up. “Go find them!” she retorted acidly. “They'll help you forget. Yes, yes.” She spat it out.
“Forget your life's over in just a few more days!”” (Bredberi R., 1947, 286).

“— O'sha olimlaringiz gayogda o ‘zi?
— Bilganimda ham aytmas edim. Tajribalari bilan qgo ‘shmozor bo ‘Igurlar. Sening ham
umringga zomin bo ‘lishadi. Ularning huzuriga borishingni istamayman. Tog ‘dagi ahmogona
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matohni deb o ‘lib ketmogchimisan? Xudo bergan umringni yashayvermaysanmi?

— Boshqgalardan surishtirib bilib olaman, baribir!

— Kim ham aytardi, senga! Hamma olimlarni yomon ko ‘radi, O ‘zing izlashingga to ‘g ‘ri
keladi ularni. Xo ‘sh, topding ham deylik! Keyinchi? Bizni qutqarasanmi?

— Fagat ovqat yeb, gap sotish kerakmi? ...Umringdan bir necha daqiqa qolganini
unutishga yordam berishadi!” (Bredberi R., 2001, 176).

Yozuvchi opa va uka o‘rtasidagi muloqotda qahramonlarning olimlar kashfiyotiga
bo‘lgan munosabatini bermoqda. Opasining fikricha, olimlarning kashfiyoti kema —
“ahmogona matoh”. Sim uchun esa bu kashfiyot — ozodlik timsoli. Opasi olimlarni “tajribalari
bilan qo‘shmozor bo‘lsin”lar, deydi. Agar olimlar shu kemani o‘ylab topmaganlarida, bizlar
bu “garg ‘ish tekkan sayyoraga” kelib qolmas edik, degan fikrda. Ammo Sim asar muallifining
fikr va qarashlarining targ‘ibotchisi o‘laroq gavdalanadi.

Muallif asar goyasini amalga oshirish uchun Simni fantastik xislatlar bilan taqdirlaydi.
U tug‘ilmasdan avval ona qornida nasliy xotira quvvati yordamida ko‘p bilimlarni o‘rganib
olgan edi. Uning miyasiga bilimlar oqib kirardi. Asar muallifining qarashi bo‘yicha xalq
xaloskori har tomonlama yetuk, komil va qomusiy bilim sohibi bo‘lishi lozim. Sim ham shunga
intilmoqda. U zulmatdagi nur, mash’al, ozodlik jarchisidir, gabiladoshlarini, tug‘ishganlarini
bu “qarg ‘ish tekkan sayyora”dan olib chiqishga bel bog‘lagan qahramon. Simning olimlar
bilan uchrashganda “/ want to live” (Bredberi R., 1947, 289). “Yashashni istayman” (Bredberi
R., 2001, 179), deb aytgan birgina jumlasida uning ruhiyati, olib borayotgan harakatlarining
mobhiyati aks etgan.

R.Bredberi mazkur fantastik hikoyasida ko‘zlagan magqsadini amalga oshirishda
epizodik obrazlardan ham keng foydalanadi. Hikoyadagi epizodik obraz baland bo‘yli.
Muallif asarda uning qarashlari orqgali jamoani olimlar xususidagi salbiy fikrini qayta-qayta
ta’kidlaydi. Bu kishi ham qarg‘ish tekkan sayyoraga kelib qolishlarining sababini olimlardan
ko‘radi. Ular olib borayotgan tadqiqotlarda ma’no yo‘q deb biladi. Yozuvchi olimlarga qarshi
fagat mazkur baland bo‘yli epizodik obrazni qarshi qo‘ymasdan, unga hamfikr bo‘lgan va
olimlarga qarshi bo‘lganlar sonini Daynk, Kayon obrazlari hisobiga oshiradi. Yozuvchi
olimlarning ilmga, qabila ahlining turmush tarzini o‘zgartirishga qo‘shgan hissasini inkor
etish orqali tasdiqlash yo‘lidan borgan. Hayotda bo‘lganidek, fantastik asarlarda ham ilmni,
kashfiyotlarini yovuzlikka xizmat ettiruvchi olimlar ham bor, ammo bu olimlarning obrazi
fantastik adabiyotda 60-yillardan keyin ommalashdi.

Mazkur hikoyada olimlarning vazifasi — nasliy xotirani tiklash, quyoshni to‘sadigan
niqob yasash. Bu vazifani amalga oshirish yo‘lida ular turli surtmalar, tosh kiyim, qush
qanotlar yasashadi, ammo ular bu vazifani bajarishda yolg‘izlik qilishyapti. U bu fikrni
olimlardan biri Daynkning gaplari orqali ham bir necha bor qaytaradi, shu fikrga urg‘u
beradi, kitobxonlarning e’tiborini shu fikrga qaratishga harakat qiladi, chunki muallif bu
kabi ishlarni bajarish uchun olimlarning saflari kengayishi kerak degan g‘oyani ilgari suradi.
Adib olimlar obrazini asar qahramonlarini yuzaga kelgan vaziyatdan chiqib ketishlari uchun
kiritgan. Ammo u faqat fantastik asardagi muammoning yechimi uchun olimlar obrazidan
foydalanmasdan, maqsadni yanada kengroq oladi. U asarida turli surtmalar, tosh kiyim, qush
ganotlar yasashgan olimlar timsolida kelajakda samolyotdan tortib kosmik kemalargacha,
ko‘rinmas kiyim, harflarni ko‘rinmas qilishi mumkin bo‘lgan surtmalarni kashf etgan olimlar
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kashfiyotining eskizi, fantastik muqobilini yaratdi.

Rey Bredberi “Muz va olov” fantastik asari qahramonlariga xos badiiy-psixologik
xususiyatlarini ochishda nutq va uning ko‘rinishlari, portret tasviri, tush ko‘rish yoki
peyzajdan foydalanish bilan bir sirada, bosh qahramon Simga xos xislat-halolligini
namoyish etish uchun Simni Kayon bilan yakkama-yakka kurashda tasvirlaydi. Ma’lumki,
bu usul qadimiy bo‘lishiga qaramasdan, fantastik asarlarda ham gimmatini yo‘qotmagan.
Rey Bredberi ham ko‘proq Sharq xalgiga xos bo‘lgan raqiblarning — Sim va Nxoy kurashi
tasvirida asar qahramoni xarakteriga xos chizgilarni ochishga muvaffaq bo‘lgan. Bu o‘rinda
ayrim hollarda salbiy bo‘yoqdor so‘zlardan, o‘xshatishlardan, iboralardan, sifatlashlardan
unumli foydalanadi. Jangda yengilgan Nxoyni “...ko zlari azobdan mo ‘layib qolgan, og zi
g'arq pishib, yorilgan mevaday ochiq”, deb pishib ketganidan yer bilan bitta bo‘lib yoyilib
yotgan mevaga o‘xshatadi. Yoki Kayonni garigan paytini tasvirlar ekan, Sim (Kayonni —
U.K.): “shishaday xira tortgan ko ‘zlarini, baligday qurib ketgan tanasini ko ‘zdan kechirdi”.
Avvallari go‘zalligi bilan Simni bir garashda rom etgan Laytning ko‘zlarini endi “o ‘rgimchak
uyasiday yopishqoq kipriklar to‘sgan”. Bu sifatlash orqali yozuvchi shaxmat taxtasidagi
o‘yinni eslatuvchi hayotda Laytning to‘rt qadamdan keyin nima sodir bo‘lishini bilmasligi,
ya’ni ko‘zi nursiz ekanligini ifodalayapti. Yoki “His eyes were hot emeralds in his face”
(Bredberi R., 1947. 178). “Yigitning ko zlari olov zumradday yog‘dulandi”, deb Simni
ta’riflar ekan, uning g‘olibligiga ishora qiladi.

Shu tariqga yozuvchi asar qahramonlarining psixologik holatini ochishga xizmat
etuvchi chizgilarni marjondek tizadi va qahramonlarning psixologik holatini, xarakteriga xos
xususiyatlarni ochishga muvaffaq bo‘ladi.

“Portret — deb yozadi 1.Sultonov, — ma’lum darajada kishining ichki dunyosini in’ikos
ettiradi va shu sababli syujetda bizni vogealarni tez va to ‘g ri tushunishga tayyorlaydi”
(Sultonov 1., 1980, 111).

Shu ma’noda Rey Bredberining “Muz va olov” asari qahramoni Laytning portreti
fikrimizga dalil bo‘ladi: “Layt...yosh, go‘zal edi. Ko ‘zlari misoli kumush tanga, bo ‘yni
oqqushnikiday chiroyli, nafis. Kichikkina tanasidan quvvat olayotgan sochlari mavjlangan
moviy olovni eslatardi. Oradan to ‘rt kun o ‘tganiga qaramay, u hamon yosh, go zal edi...
misoli to ‘lin oyday, endigina yetuklik ostonasiga qadam qo ‘yganga o ‘xshardi” (Bredberi R.,
2001, 188).

Laytning tabiatiga xos bo‘lgan chizgilar orqali unda Simga bo‘lgan sof muhabbatni
tasdiglovchi xususiyatlarni ko‘ramiz. Muallif Laytning ko‘zlarini kumush tangaga qiyoslashi
—ko‘zlarida yolginlanuvchi nur; bo‘ynini oqqushnikiga o‘xshatishi — qalbi pokligi; bo“ynining
uzunligi — ko‘zlangan magsadning yuksakligi; sochlarini moviy olovga tenglashtirishi —
jo‘shqinlikni aks ettiruvchi fantastik portretni yaratadi.

Bir o‘rinda muallif qizning portretini tasvirlar ekan sochlarini “binafshasimon,
zangori tusda tovlanardi” (Bredberi R., 2001, 175), — deb qayd etadi. Muallif gizning
sochlari binafshasimon rangda ekanligiga urg‘u beryapti. Fantastika tarixida yaratilgan
ayollar obraziga e tibor bersak, teritorial jihatdan ular qaysi mamlakatga qarashidan gat’i
nazar, boz ustiga fantastik asar qahramonlarining millati bo ‘lmaydi, sochlarining rangi
binafshasimon yo zangori qilib beriladi. Ma’lum ma’noda sochlarining rangi bilan bog ‘lig
badiiy yuk yuklatilgan (Ibroximova R., 2011, 200).
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Muallif tomonidan Laytga xos yuqorida qayd etilgan chizgilar uning tashqi go‘zalligi
botiniy olamiga mutanosibligini ko‘rsatishga hamda asar qahramoni Sim xarakterini Layt
obrazi orqali to‘ldirishga xizmat qilgan.

“Muz va olov” asari gahramonlari yashayotgan sharoitning noqulayligini kitobxonga
yanada chuqurroq anglatish magsadida yozuvchi epizodik xarakterga ega bo‘lgan fantastik
obrazning portretini beradi: “The outlines of the cave appeared. And a man loomed up, insane
and wild and terrible. A man with a dying face. Old, withered by winds, baked like adobe in
the heat. The man was crouched in a far corner of the cave, his eyes whitening to one side of
his face, listening to the far wind trumpeting up above on the frozen night planet” (Bredberi
R., 1947, 273). “Telbasifat, yovvoyi, mudhish giyofali odam paydo boldi..., juda qartayib
ketgan, tanasini shamollar quritib tashlagan, ayozlar yuzlarini kuydirgan, go‘yo g'ishtga
aylanib ketgandi u. G ‘orning bir burchagida g ‘ujanak bo ‘lib yotgancha, g ‘ilay bo ‘layozgan
ko ‘zining oqlarini yaltiratib, sovugdan muz qoplagan tungi sayyora uzra guvillab esayotgan
shamolga quloq tutardi” (Bredberi R., 2001, 167).

Yozuvchi tasvirlagan mazkur portretdan tabiatdagi noqulay sharoit insonning tashqi
qiyofasida ham noxush iz qoldirgani, uning ruhiyatiga ham ta’sir o‘tkazgani, insonda
tajovuzkor, hayotdan nafrat hissini shakllantirganini anglash mumkin.

Yozuvchi atrof-muhit, ekologiya, odamlarning turmush tarzini yanada bo‘rttirib
ko‘rsatish magsadida ijobiy obrazlardan, xususan, Dak obrazidan foydalangan. Simning opasi
Dak ukasini chin yurakdan ardoqlaydi, u hayotni o‘z nuqtai nazaridan real baholaydi, hayotdan
ortiqcha narsa kutmaydi, uni takomillashtirish maqgsadida o‘zi harakat ham qilmaydi. Faqat
gorin qayg‘usida yegulik qidirib kun kechiradi. Shu ma’noda uni yozuvchi: “Watching Dark
was like seeing a lizard forever flicking its pink tongue, forever hungry” (Bredberi R., 1947,
283). “Qizcha doim och, pushti rang tillari bilan hamisha ovqat izlaydigan kaltakesakni
eslatardi” (Bredberi R., 2001, 174), deb tasvirlaydi. Urush bo‘layotgan joylarda ochlik,
qashshogqlik hukmron, bir burda non yoki bir hovuch meva uchun gabila odamlari kun bo‘yi
sarson-sargardon kezadilar, umrlarini xor-zorlikda o‘tkazadilar. Dak obrazi orqali butun bir
gabila ahliga nisbat berilmoqda.

Yozuvchining magsadi fantastik obrazlar portreti orqali o‘limga mahkum aholining
ahvoli, turmush tarzidan kitobxonni ogoh etish emas, balki masalaning yechimini topishdan
iborat. Aholi hayotini yaxshilash, taqdiriga o‘zi egalik qilish uchun umrning bir kuni qolgan
bo‘lsa ham, yaxshi hayot uchun kurashib yashash lozim degan g‘oya ilgari surilgan.

R. Bredberini fagat “Muz va olov” hikoyasidagina emas, balki ijodida yetakchi
maqomni egallagan, uni tashvishga solgan xalq taqdiri, insonni asrash bilan bog‘liq
masalalarning yechimini topishda gahramon nutqi va uning turli ko‘rinishlari hamda portret,
peyzajdan foydalanish bilan bir qatorda tush usulidan ham keng foydalanadi. Yozuvchi asar
gahramonining tushi orqali vaziyat og‘irligini, qabila ahlining ahvoli nihoyatda tangligini
qayd etish magsadida Simning tushi yordamida yana Layt portreti tasviridan foydalanadi:
“..To'satdan qizning yuzlarini taram-taram ajin bosib ketganday tuyuldi. Sochlari go ‘yo
shamol to ‘zitgan qorday, hissiz ko ‘zlarini o ‘rgimchak uyasiday yopishqoq kipriklar to ‘sgan.
Tishsiz og zi o ‘raday ochilib qolgan, nozik barmoqlari kuyib, bujmayib ketgan, chivigday
jonmsiz bilagiga osib qo ‘yilganday tuyulardi. Yigitning ko ‘z o ‘ngida uning nafisligi, tarovati
5o ‘lib, so ‘nib borardi. Sim dahshat bilan Laytning qo ‘llarini ushlab oladi va ichidan hayqirib
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kelayotgan qichqirigni arang bosib qoladi. Uning nazarida o zining qo ‘llari ham qartayib,
taram-taram bo ‘lib ketdi” (Bredberi R., 2001, 177).

Avvallari go‘zalligi bilan kitobxon galbidan joy olgan Layt qiyofasidagi o‘zgarishlar
hayotning og‘irligidan darakchidir. Sim ko‘z o‘ngida so‘lib borayotgan Laytni tushida ko‘rar
ekan, o‘zi ham shu ahvolga tushib qolayotgandek bo‘ladi. Buning oldini olishda yagona
yo‘l gabilasining farovon hayoti uchun, Laytga bo‘lgan sevgisi uchun kurashish ekanligini
tushunib yetadi. U olimlarni tinimsiz izlaydi. Olimlardan kemani boshqarish sirlarini bilib
olsam, bas, ganday bo‘lmasin gabiladoshlarimni sakkiz kun yashab, o‘lib ketadigan dahshatli
maydondan olib chigaman deb harakatga tushadi.

Sim ko‘rgan yana bir tushida qahramonlarning tushkun ruhiyati ifodalangan: “Birds
lingered upon gigantic trees that took a hundred, two hundred, five thousand days to grow.
Everything remained in its place, the birds did not flicker nervously at a hint of sun, nor did
the trees suck back frightenedly when a ray of sunlight poured over them. In this dream people
strolled, they rarely ran, the heart rhythm of them was evenly languid, not jerking and insane.
The grass remained, and did not burn away in torches. The dream people talked always of
tomorrow and living and not tomorrow and dying. It all seemed so familiar that when Sim felt
someone take his hand he thought it simply another part of the dream” (Bredberi R., 1947,
287). “Azim daraxt shoxlarida qushlar xotirjamgina o ‘tirar, ular unib o ‘sishi uchun yuz, ikki
yuz, besh ming kun kerak bo ‘lardi. Uyqudagi odamlar shoshmay, ohista yurar, kamdan kam
holda chopar edilar, yuraklari telbavor, potirlab emas, balki bir tekisda urardi. Odamlar
ertangi kun, o ‘lim hagida emas, ertangi kun hayot tashvishlaridan gaplashardi.

— Ruhiy uyg ‘unlik uchun shunday qilamiz aslida. Hayot adolatsiz” (Bredberi R., 2001,
177) (qarg‘ish tekkan sayyorada — U.K.).

XULOSA

Rey Bredberi tush motivi vositasida asar qahramonlarining ruhiy holatini ochib beradi,
kayfiyatini, ichki kechinmalarini yoritadi, asar voqealarini o‘zaro bog‘lab, uning shaklan
va mazmunan yaxlit bir butunligini ta’minlaydi. Simning tushlari orqali uning ruhiyatini
ochilgan, shuningdek, kitobxonga o‘zga sayyora hayotini yerdagi hayot bilan qiyoslash
imkonini bergan. Sim tushida ko‘rgan yerdagi hayot qarg‘ish tekkan sayyoradagidan tubdan
farq qiladi. Sim sayyoradagi hayot bilan u intilayotgan yerdagi hayotni garchand tushida
bo‘lsa ham, giyoslash imkoniga ega. Yer aholisi mazmunli hayot kechiradi, yuragi bir tekisda
uradi. Sayyora ahli bo‘lsa, umri belgilanganligi bois (sakkiz kun — U.K.) tahlikada yashaydi.
Umrining so‘nggi kunini kutib yashashdan og‘ir qismat yo‘q.

Xulosa shuki, R.Bredberi va H.Shayxov fantastik asarlarida voqealar silsilasini qganday
tasvir usullari, badiiy psixologizmning turli aspektlari yordamida tasvirlashmasin, ularning
qarashlari bir nuqtada kesishadi. Ular tinchlik tarafdori sifatida tinchlikka raxna soluvchi
tubanliklarni qalamga olib, jamiyat takomillashuviga yordam berishi mumkin bo‘lgan
fantastik gipotezalarni ilgari surishadi.
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yo‘lga boshlab turgan. Shekspir asarlaridagi obrazlar shunday xilma-xillikda yaratillganki,
qahramonlarning xatti- harakatidan o‘sha davrdagi tuzum hagqida, yozuvchining munosaba-
tini va nima demoqchiligini bilish mumkin. Navoiy obrazlarni shakllantirar ekan, digqqatni
faqatgina obrazga emas, umumiy obrazlarga, individual tipga qaratadi, o‘zining xulosalari
bilan umumlashtiradi. Yanada voqgeani bo‘rttirish, uni mukammal shaklga keltirish uchun esa
hikoyat va hikmatlarni qo*shimcha asos sifatida keltiradi.
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AHHOTALUA KJIFOUEBBIE CJIOBA
B macrosimieil cTaTbe paccMaTpPHUBAIOTCS CXOACTBA M pasIH4Ms B 00pa3ax, CO3JaHHBIX XynoxKeCTBEHHBIH,
Illexcnupom n Haou. Tak, u HaBou u Illekcnup B CBOMX HPOM3BEIEHHSIX CO3JaJIN TpeyBeIHUeHHUE, KOPOJIb,
006pasbl npaButeneil. OQHAKO eClii MPAaBUTENH - TEPOH MPOM3BEACHHH, co3jaHHbIX HaBowu, CHMBOJIHKA, XapakKTep,
IIPOSIBIISUIN 3a00Ty O CBOEM HApOJe, TO B 00pa3ax mpasureneil, co3nanubix llekcrupoMm, Mb CIPaBEIIUBOCTE, CyAb0a,
BUJIM CaMOBIIOOIEHHBIX JINYHOCTEH, TOPIBIX, KAXKIYIIUX CIaBbI U IOYETa, CTPEMSIIHXCS oueT, 60XKeCTBEHHbIN.

3aHATh TPOH.
Tem ne menee, Illexcimp co3gaBad B CBOHX IPOU3BEACHUSIX TAKKe U IIOJIOXKUTEIBHBIE
00pasbl, Takue, HanpuMep, Kak ['amiter win KeHT, KoTopble CBOMMU COBETaMH HAIPaBIIsiIa
KOpOJIeH Ha MPaBUIIbHBIHA My Th.

O6pass! B npomsseeHusx Illexcnupa HACTOIBKO Pa3HOOOPA3HEL, YTO [0 UX HMOBEACHUIO U
MOCTYIIKAM MOYKHO BO BCEX ITOAPOOHOCTSAX MPEICTaBHTH ceOe CHCTEMY YIPABICHHS TOTO
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ABSTRACT KEY WORDS

This article is about the similarities and differences in Shakespeare's and Navoi's character Artistic, exaggeration, king,
creation skills. Both Navoi and Shakespeare created images of the king, but while the images arrogant, symbolism, char-
of the king created by Navoi are very kind for the folk, the images of the king created by acter, justice, fate, gratitude,
Shakespeare are embodied as a person who loves words of praise, arrogant, wants the crown, divine.

glory, and honor. Nevertheless, Shakespeare created positive characters in his works, such as
Hamlet or Kent, who guided the kings to the right path with their advice. The characters in
Shakespeare's works are created in such a variety that from the behavior of the characters it is
possible to know about the system of that time, the writer's attitude and what he wants to say.
While forming the original images, Navoi focuses not only on the image of the king, but also
on the general images on the work, the individual type, and summarizes with his conclusions.
In order to exaggerate the story and bring it to a perfect form, he uses stories and wisdom as
an additional basis.

KIRISH

Badiiy adabiyot hamisha insonlarning ruhiy holati, o‘y-fikrlari, tirikchiligi, mehnat
faoliyati, kurashi, his-tuyg‘ulari, kechinmalarini aks ettiradi. Butun borligning, zarradan
koinotga qadar bo‘lgan mavjudlikning badiiy ifodasini hamda inson qalbidagi yashirin sirlar
haqiqatini obrazlar vositasida yoritadi. Adabiyotning asosiy tasvir obyekti — inson. Badiiy
jjod inson muammosini to‘laligicha qamrab oladi. Shuning uchun ham adabiyotshunoslikda
markaziy o‘rinni egallovchi badiiy obraz, gahramon kabi tushunchalar ham bevosita insonga
daxldordir. Obraz — keng ma’noda ijodkorning fikr-tuyg‘ulari singdirilgan hayot manzarasi,
badiiy asarda tasvirlangan inson siymosini ifodalaydi.

Adabiyotshunoslik ilmiga nazar tashlansa, ko‘pincha obraz bilan timsol ayni bir narsa
sifatida qaralishi yoki baholanishini kuzatish mumkin. Buning sababi shundaki, obrazda
timsolning barcha xususiyatlari mujassam, shu bilan birga timsol ham obrazning ma’lum
qirrasini aks ettiradi. Shunga qaramasdan, obraz va timsolni ayni bir ma’noda qo‘llab
bo‘lmaydi. Obraz — badiiy fikrlashning asosiy vositasi, g‘oyaviy mazmunni ifoda etishning
muhim shakli. (1) Timsol esa surat, naqsh, rasm (2); ramz, o‘rnak, belgi (3); shakl, masal,
misol (4); tushuntirish uchun yoki asos, dalil, isbot sifatida bir turli narsa, voqgea, hodisadan
keltirilgan ayrim namuna, deya izohlanadi. Yana bir ma’noda ko‘z o‘ngida, xayolda,
tasavvurda gavdalangan obraz, siymo, ko‘rinish ekanligi qayd etiladi (O‘zbek tilining izohli
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lug‘ati, 1981,178-179). Obraz bilan timsolni giyoslaydigan bo‘lsak, obrazda insonning botiniy
dunyosini ochib berishda hamda uning hissiy holatini ko‘rsatishda timsolga qaraganda
murakkabligi bor. Timsol esa obrazdek murakkab emas. U aksariyat hollarda obrazning
majoz va ramziylik xususiyati o‘laroq, badiiy shartlilik asosida yuzaga keladi. Timsol har
doim ham shoirning g‘oyaviy badiiy niyatini to‘la-to‘kis aks ettira olmaydi. Shunga ko‘ra
timsolni obrazdan kichikroq, obrazning ma’lum bir ifoda shakli deb yozadi, N. Bozorova.

Badiiy adabiyotda inson obrazi u yashayotgan jamiyat, uni o‘rab olgan tabiat, ijtimoiy
mubhit, vogea-hodisalar bilan yaxlit umumiylikda tasvirlanadi. Chunki inson hamisha shular
qurshovida bo‘ladi. Biroq bularning hammasi inson obrazini yo o‘ziga xosligini ko‘rsatishga,
yoki uning ham boshqgalarga o‘xshash tomonlari borligini ta’kidlashga yoxud inson obraziga
hissiy ta’sirchanlik bag‘ishlashga, yoyinki uning biror jihatini to‘ldirishga xizmat qiladi.
Narsa va hodisalar tasviri 0‘z-0‘zicha mustaqil badiiy qiymatga ega bo‘lmaydi, ular insonni
yorqinroq ko‘rsatish, uning tabiatini teranroq ochish kerak. Lekin inson yolg‘iz 0‘zi mavjud
bo‘la olmaydi. Badiiy adabiyotda inson bilan bir qatorda, narsa-hodisalar, muhit tasviri ham
zarurdir.

ASOSIY QISM

Bu o‘rinda Shekspirning “Qirol Lir” tragediyasidagi obrazlarni ko rib chiqishni maqsad
qildik. Shekspir “Qirol Lir” tragediyasida betakror xarakterlar yaratar ekan, uning asarida kishi
esida qolmaydigan birorta personajni uchratish mumkin emas. Bosh qahramonlardan tortib,
epizodik obrazlargacha, hammasi o‘ziga xos xususiyat va xarakterga ega bo‘lib, o‘quvchida
ajoyib taassurot qoldiradi.

Tragediyada vogqealarni harakatga keltiruvchi kuch ziddiyatdir, ya’ni taxt va
insoniylik, sevgi bilan hirs, sadoqat va munofiglik, xayrixohlik bilan xudbinlik, munofiqlik
bilan zo‘ravonlik, adolat va razolat, oliyjanoblik bilan gqabohat o‘rtasida kurashdir. Asardagi
obrazlar shu kurash asnosida aks ettiriladi. Asar qatnashuvchilari ham ikki guruhga bo‘linadi:

1-jadval
I. | Ezgulik tarafdorlari II. | Ezgulik dushmanlari
1 |Lir 1 | Goneril’ya
2 | Graf Gloster 2 |Regana
3 | Graf Kent 3 | Edmund
4 | Kordeliya 4 | Gertsog Kornoul
5 | Edgar-Glosterning qonuniy o‘g‘li 5 | Gertsog Albeny
6 | Frantsiya giroli 6 |Burgundiya gertsogi
7 | shifokor 7 |Osval’d
8 |qiziqchi 8 | Kornoul xizmatkorlari

Biz bu asarda ikkita oilaning tagdiridan xabardor bo‘lamiz. Biri Britaniya qiroli va uning
uch qizining fojeali taqdiri haqida va boshqasi esa Gloster Grafining oilasidagi munosabatlar,
uning noqonuniy o‘g‘li hokimiyat va lavozim uchun ukasini ham, otasini ham ayamaganligini
kuzatamiz.

1. Haqqul o‘zining “Shekspir mash’ali” maqolasida asardagi ziddiyatlarga, qarama-
qarshiliklarga quyidagicha ta’rif beradi: “yaxshilikni qadrlash uchun — yomonlik, yomonlikka
qarshi kurashish uchun yaxshilikning mavjudligi shartdir. Aks holda, harakat susayib,
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zavq barham topadi. Zavq esa farqlanishdan tug‘iladi. Farq yo‘qolsa, unda yo‘qlik olami
boshlanadi. Shuning uchun buyuk ijodkorlar dunyoning og-u qorasi va beomon ziddiyatlariga
nisbatan boshqacha qarashadi. San’at maslagi, eng avvalo, ilohiy, ana undan so‘ng hayotiy,
insoniy, milliy va zamonaviy maslak erur. Daho ijodkorlarni shu ma’noda payg‘ambarlarning
sodiq izdoshlari, ya’ni nubuvvat yo‘lining tolmas davomchilari desa, yanglish bo‘lmaydi.
Vijdon karvoniga shular sarbonlik qilishgan. Bashariyat hayotidagi eng buyuk g‘alaba — ruh
va tafakkur g‘alabasi ekaniga odamlarni ishontirib kelishgan”.

Tragediyaning boshlanishida girol o‘z taxtini uch qiziga bo‘lib beradi va u bir narsani
bilishni istaydi:

Qay biringiz bizni ortiq sevasiz, ayting?

Shunga qara, kimda-kimning tabiiy qadri

Yuksak bo‘lsa, bizning berajak mukofotlar ham

Shu kishiga ulgurjiroq — ko‘proq bo‘ladi. (Shekspir V., 1981, 11)

Shoh o‘sha davrda maqtov so‘zlarga o‘ch, manmanlikni sevuvchi, kekkaygan, toj-u
taxt, shon-u shuhrat, izzat-u ikromni xohlovchi bo‘lib qolgan va shu kibri tufayli shoh asar
oxiridagi xor-u zor bo‘ladi.

Bunday maqtov so‘zlarga o‘rganib qolgan shoh mamlakatning umumiy ahvolidan
bexabar, ya’ni xalqining orz-u umidlarini, ularni nimalar giynayotganligini bilmaydi. Bunday
g‘aflatda yurgan shahanshohga o‘sha paytda faqat maqbul, qahr-g‘azab qo‘zg‘amaydigan
vogea-hodisalardan xabar berilgan. Oxiri borib nima bo‘ldi? Qirolning bu bee’tiborligi butun
ikki oilaning parokanda bo‘lishiga olib keldi.

U. Jo‘raqulov ozining “...telbaga yo‘qdur galam” nomli risolasida, “Shekspirga ushbu
klassik syujet nega kerak bo‘ldi?”” degan savolga quyidagicha javob beradi: Shekspir bu asarda
faqat Qirol Lir hayoti bilan bog‘liq mantiq va hayotiy muvozanatga ega qiziqarli vogeani aks
ettiribgina qolmay, u bir nechta umuminsoniy muammo ikki syujet tizimida (Jo‘raqulov U.,
2017) ifodalaydi.

2-jadval
Lir syujeti tizimida: Gloster syujeti tizimida:
Otalar va bolalar muammosi Nikohsiz tug‘ilgan farzand
Izzattalablik va takabburlik Munofiqlik, hasad
Ma’naviy buzuqlik

Kent bu tragediyadagi asosiy obraz bo‘lib, u Qirol Lirning mulohazali va sadoqatli
mulozimi edi. U girolga chin ko‘ngildan xizmat qilar va girolning xatti- harakatlarini donolik
bilan kuzatib maslahat berardi. Lekin afsuski, maqtov so‘zlarga o‘rganib qolgan qirol
Kentning haqiqatini tan olmaydi.

Qizlaridan mehr ko‘rmagan qirol yolg‘izlanib qoladi. Keksa qirolni yolg‘izlanib
golishdan qutgarmoqchi bo‘lgan bir odam bor edi. U Kent grafi bo‘lib, saroydan badarg‘a
qilinganida uzoqqga ketmagan va hozirda oddiy xizmatkor giyofasida saroyga qaytgan ekan.
U hech kim tanimasligi uchun qiyofasini o‘zgartirgan bo‘lib, Lirga sadoqat bilan xizmat
qilmogqchi ekanligini aytadi. — Mayli, — deydi qirol. — Agar menga tushlikdan keyin ham
avvalgiday yoqsang, qolishing mumkin deydi. Shunday qilib, Kent qirol yonida qoladida,
ko‘p o‘tmay o‘zining Qirolga fidoyiligini isbotlash imkoniga ega bo‘ladi.

Sadoqat bilan ishlash — Kentning asosiy xususiyatlaridan biri. U haydalgan bo‘lishiga
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garamasdan qirolning xizmatiga qaytib keladi va boshga kiyim-bosh va ovozini o‘zgartirib
xizmatini davom ettirishni boshlaydi. Sodiq kishi din va millatiga, vatan va davlatiga
to‘g‘rilik bilan xizmat qiladi. Mana shunday kishilardan biri bu Kent. Uning ma’naviyati
yuksakligini uning qilgan ishlaridan va nasihatlaridan bilib olish mumkin. Uning yana bir
yaxshi fazilatlaridan biri — tirishqoq ekanligi. Unga yuklatilgan har qanday ishni vijdonan va
g‘ayrat bilan bajarardi. Unda tilyog‘lamalik va xushomadgo‘ylik yo‘qligida edi.

Ba’zi insonlarda shunday xususiyat borki, ular ichki hissiyotlarini, muhabbatlarini
oshkor qila olmaydi. Ana shunday obrazlardan biri Qirol Lirning kenja qizi Kordeliya edi.

Sharq xalqlarida shunday fikr bor. “muhabbat bir inja, nozik tuyg‘uki, u aytilmaydi,
fagat his qilinadi”. Rumiyning ta’rificha “insonning ichi ma’rifatga to‘la bo‘lsa, demak u
shuncha jim bo‘ladi” (Rumiy J., 2001, 4).

Kordeliya Lirning kenja qizi u shunday insoniy xarakterga egaki, unda tilyog‘lamalik,
xushomadgo‘ylik va o°‘zining foydasi uchun boshgalarni maqtash kabi aldamchi xususiyatlar
yo‘q. Kordeliya bu holatni kamchilik deb atashi bilan birga, bu kamchilikni davlatim deb
ataydi.

Bir kamchilik (shu kamchilik mening davlatim)

Yalinchoq so‘z, xushomad so‘z menda topilmas.

Otam mendan muhabbatin olsa olarki,

Shu xislatlar yo*qligi-chun hech achinmayman. (Shekspir V., 1981, 21)

Shekspir asarlarida Uyg‘onish davridagi kamchiliklarni, masalan, davlat arboblarining
adolatsizligini, aristokrat yoshlarning axlogsizliklari tanqid qilinib, milliy gahramonlar
ko‘klarga ko‘tariladi. Hamlet bilan Otasining arvohi gaplashgan dialogidan tushunishimiz
mumbkinki, Shekspir insonlar o‘rtasidagi munosabatlarni va inson qalbidagi dard-alamlarni
dahshatli kartinalarini yaratdi. Masalan, Hamlet, Otello, Lirning ruhiy kechimalari faqat
yuksak darajadagi idrok va ularni qurshagan borliq, hayotni anglab yetishning natijasi.
Shekspir gahramonlarini bir narsa — bir insonning ikkinchi insonga bo‘lgan munosabati
hayajonlantiradi. (Hamletni larzaga solgan otasining o‘limi emas, balki “qanday qilib, Klavdiy
0°z akasini o‘ldirsin?”, “Gertruda shunchalik tez girolni esdan chiqarsin?” kabi savollar edi.
Klavdiyning o‘z akasini o‘ldirishini — nomardlik va uning Gertrudaga xushmuomala so‘zlar
bilan o‘ziga og‘dirib olishini makkorlik deb aytadi. Otasining arvohi bilan gaplashgan
Hamlet ruhiy azobga duchor bo‘ladi. U mamlakatni boshqaruvchi shaxs o‘zini o‘ylab, xalqni
o‘ylamasa, bunday jamiyatning kelajagi ganday bo‘lishidan xavotirga tushadi. Shu masala
yuzasida Shekspir yaratgan Hamlet xalgning kelajagi uchun qayg‘urgan.

Shekspir ma’rifiy obrazlar yaratishda u nafaqat ijobiy obrazlar, balki salbiy obrazlarni
ham yaratdi. Shekspirning yana bir o‘ziga xosligi shundaki, u salbiy obrazlar orqali insonlarni
ma’rifatga chaqiradi. Dramaturg asarlarida keltirilgan yomonlikning formalari shunchalik
ko‘pki, uni ma’lum bir sistemaga solish ancha mushkuldir. Yomon odamlar guruhi ikki turga
bo‘linadi. Aslida tabiatan yomon bo‘lgan (Yago, Edmund) va yomonlik ta’sirida aynigan
personajlar (Lir, Makbet). Yomonlikning manbayi hayotda muvozanatning yo‘qligi, hayot
lazzatlarining barobar tagsimlanmaganligi, o‘sha tuzumdagi nugsonlardir. Richard III, Yago,
Edmundlar o‘z qurbonlariga nisbatan jamiyat pog‘onasida tubanroq turadilar, turli makr,
qabohat, zo‘ravonlik bilan yuqori pog‘onaga ko‘tarilishga urinadilar. Ularda shuhratparastlik,
manfaatparastlik, boshqalarni ko‘ra olmaslik kuchli. Ammo moddiy boylikning nihoyatda
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serobligi, yaxshi axloqiy xususiyatning ortiq darajada bo‘lishi ham yomonlik tug‘diradi.
Aslida yaxshi odam bo‘lgan Lirni hokimlik, cheksiz boylik buzadi, u zolimga aylanadi.
Timonning saxiyligi talon-taronchilikka, isrofgarchilikka olib keladi. Makbet va Koriolan
o‘zlarining botirlik, mardliklari tufayli boshqalardan ustun turadilar, ular o‘z qadrlarini yaxshi
bilganliklari uchun o‘zlarini axloq, davlat qonun-qoidalaridan ustun qo‘yadilar va jamiyat
hayoti osoyishtaligini buzadilar.

Qanday qilib salbiy qahramonlarning harakatlaridan o‘rnak olishimiz mumkin,
ma’rifatli bo‘lish bu ongli shaxsning kuzatuvchanligiga bog‘liq. U ganchalik xushyor tursa
va kuzata olsa, insoniyatning har qanday xatti-harakatidan yaxshilikni, insoniylikka bog‘liq
bo‘lgan ma’rifatni topishi mumkin.

Yago, Edmund, qirol Lirning Goneril’ya va Rigana ismli qahramonlari asardagi
salbiy qahramonlar hisoblanadi. Lekin eng jinoyatkor, yomon odamlar ham qandaydir ijobiy
tomonlardan mahrum emaslar.

Hamletning o‘sha paytdagi dard-iztiroblari va hayotga nisbatan uning qarashlarini
quyidagi parchalarda ko‘rish mumkin. Masalan,

Yo hayot, yo mamot: masala shundoq.

Joizmikin ul jobir-u jabbor falakning

Jafosiga har daqiqa chidasa yurak?

Yo balolar dengiziga ko‘ndalang bo‘lib,

Koyishlar-u tashvishlarga chek qo‘ymoq kerak?

Oclish. Ozni unutish. Bas, tamom — vassalom.

Ruhiy iztiroblar, tanning azoblariga

Bilamizki, chegaradur shu o‘g‘ir uyqu.

Bu azoblarga, jumboqlarga, qayg‘u-alamlarga, tahqirlarga, makr-hiylalarga, hasrat-
nadomatlarga, huqugsizliklarga va vijdonsizliklarga fagat og‘ir bir uyqu bu jumboqgqa javob
bo‘ladi deydi.

Hamletning bu nutqini o‘qigan har qanday o‘quvchi Shekspirning o‘sha davrdagi his-
tuyg‘ularini, uning nima demogqchi ekanligini, nimalar qiynayotganligini va o‘sha davrdagi
vaziyat haqida bilib olish mushkul emas. Bu yaratgan obrazlari orqali uning naqadar ulug*
dramaturg ekanini bilish mumkin.

“Shekspir “Hamlet”i shoh asar deb tanilishining sababi unda jamiyatning eng katta
muammolarida — tarix, davlat, siyosat, falsafa, axloq, odob, estetika, din masalalarini gamrab,
bularning hammasini san’at tili bilan insonning ruhiy kechinmalari orqali berilishidadir”
degan fikrlarni olima o‘zining kitobida aytib o‘tgan (Sulaymonova F., 1989, 105).

Alisher Navoiyning badiiy obraz yaratishdagi mahoratini o‘rganish juda muhim.
Shoir badiiyati quvvatini belgilovchi ulkan asari — “Saddi Iskandariy” dostonida buyuk so‘z
san’atkorining obraz yaratish mahorati qirralari maqolamizning asosiy qismlaridan biridir.

“Saddi Iskandariy” dostonida Iskandar obrazi asarning bosh qahramoni hisoblanib, u
Navoiy yaratgan adolatli, ideal shoh obrazi sifatida talgin gilinadi.

Iskandar orzu qilgan jamiyatda adolat tantana qiladi, nohaqlikka barham beriladi,
jamiyatning taraqqiyoti olimlarning dono maslahatlari bilan amalga oshiriladi. Unda insonlar
erkin, shod, baxtiyor yashaydilar.

.M. Salimov “Alisher Navoiyning badiiy obraz yaratish mahorati” dissertatsiyasida
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Iskandarga quyidagicha ta’rif beradi: Iskandar gqayerga bormasin o‘sha elning o‘zidan odil
bir kishini shoh etib tayinlaydi. Shoh gadodan ham faqir bo‘lishi, mamlakatdagi har bir
narsani o°‘ziniki emas, xalqniki deb bilishi lozim. Shoh xayr eshigini keng ochib qo‘yishi,
barcha qatori o°zini bir inson tutishi lozim. Shuning uchun Iskandar gadolik ixtiyor etgan
shohni ko‘rganda, bunga to‘la amin bo‘ladi va bu behuda savdo-shohlikni tark etgisi keladi.
Iskandarning qahramonligi uning xalq bilan teng ekanligini ko‘rsatishi uning xalq oldidagi
ideal qahramon ekanligini ko‘rsatadi.

Navoiy o‘zining “Sab’ai sayyor” va “Saddi Iskandariy” dostonlarida podshohlarning
eng muhim vazifalaridan biri xalq mas’uliyati g‘oyasi bo‘lgan. Mas’uliyatli insongina
boshqgalarning hayoti, turish-turmushlari haqida o‘ylaydi. Bu esa ma’rifatli shaxsning
xususiyatlaridandir.

Navoiy bu dostonda Iskandarning Hoqon bilan do‘st tutinganligini ta’kidlab o‘tadi.
Iskandar Hoqon tutgan yo‘lga, uning tuzumiga havas bilan qaraydi. Iskandar o‘zidan oldin
o‘tgan zamondoshlaridan yaxshi xususiyatlarni qabul qilib oldi, ularni yuksaltirdi va ravnaq
ettirishga harakat qildi.

Bu dostonda Iskandarning Iskandar bo‘lib yetishishida Faylaqusning roli nihoyatda
katta edi. O‘sha davrda farzandsizlikdan qiynalayotgan Faylaqusga xarobadan topilgan
bolaning kimligi ahamiyatsiz edi. Faylaqus obraziga shoir odamiylikning eng go‘zal
fazilatlarini joyladi. Masalaga Navoiy nazari bilan qaraydigan bo‘Isak, bu dunyoda shoh bilan
gadoning farqi yo‘qligini, asosiy masala tarbiya ekanligi ko‘rishimiz mumkin.

Dostondagi salbiy obrazlardan biri — Doro obrazidir. Doroning ko‘p tadbirlari
mamlakatlarni, xalqglarni titrab-qaqshatgan. Lekin Iskandar taxtga chiqqach, Doroning
tekinxorligini qoralaydi. Kayoniy avlodidan bo‘lgan Doro Iskandarning naqadar aql sohibi
ekanligini o‘limi oldidan fahmlab o‘rniga shoh bo‘ladigan birdan- bir inson Iskandar ekanligini
va qizi Ravshanakni unga beradi:

Atodin Skandar nihod o‘lg‘ay ul,

Anodin Kayoniy najod o‘lg‘ay ul, -deydi (Navoiy A., 1960, 694).

Ma’lumki jahon adabiyotida, hiyla-yu nayrang va ilm-u hikmat o‘rtasidagi raqobatning
timsoli sifatida gavdalantirilgan yorqin xarakterli obrazlar mavjud. Biz bunday obrazlardan
ko‘plarini Navoiyning “Farhod va Shirin” dostonida Yosuman, Buzurg Umid, Xusrav, Sheruya
obrazlari orqali, “Sab’ai sayyor”da Jobir, “Saddi Iskandariy”da Doro, Mallu obrazlari orqali
ular qgilgan ishlari hagida xabardor bo‘lishimiz mumkin. Navoiy bu dostonda Mallu obrazi
orqali qora niyatli kishilarni to‘g‘rilikka, halollikka, baxtiyor turmush kechirishga chaqiradi.

Navoiy asarda ko‘p qatnashmaydigan obrazlarga ham alohida e’tibor bilan o‘quvchining
esida qolarli qilib yaratgan. Shulardan biri Feruz obrazidir. Navoiy Feruz obrazida hayotni
ongli tushungan, adolatning qadriga yetadigan kishi xarakterini gavdalantirgan. Biz Feruz
obrazini Iskandar bilan bo‘lgan suhbat orqali ham ko‘rishimiz mumkin. U o‘zining chuqur
mulohazalari, asosli dalillari, o‘tkir fikri bilan Iskandarga ma’qul tushadi. Yana bir samimiy
obrazlardan biri Hind Royi obrazi bo‘lib, Navoiy yuksak fazilatlarga ega bo‘lgan shaxsni
yaratadi.

Iskandar barcha magsadlariga erishdi, uning uchun dunyoda yechilmagan hech bir
jumboq qolmadi. Tiriklik suvini izlab topolmadi. Navoiy yana bir karra Iskandar tili bilan
insonning ko‘p narsalarga qodir-u, faqatgina ajal oldida ojizligini ta’kidladi. Ona obrazi
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orqali Bonuning ganday ona ekanligini (hatto uning o‘zi tug‘magan bo‘lsa ham) o‘g‘lining
maktubidan keyingi ayanchli holatidan bilishimiz mumkin. “Bu garigan cho‘ri sanga qurbon
bo‘lsin. Sendan oldinroq bu dunyodan man ketmadim, jannatdan senga bir tuzukroq joy
tayyorlamadim. Bu judolikni bilganimda o‘sha ondayoq yuragim yorilardi. Biroq bu kulfat
boshimga to‘satdan tushdi. O‘zingdan ilgariroq vasiyatnomang kelib qoldi. Endi uni bajarishga
majburman. Axir u Iskandarning nomasi”, deydi.

Navoiy asar boshida Iskandarning onasi u tug‘ilganda vafot etganligi aytilgan edi. Lekin
asar nihoyasida onaga Iskandar tili bilan shunchalar qimmatli iltifotlar ko‘rsatiladiki, hech
gachon Iskandarning o‘gay onasi degan tasavvur uyg‘onmaydi. Ammo “Iskandar o‘z onasi
bola tug‘ilgan zahoti dunyodan o‘tgan edi. Iskandar motamini tutgan Bonu esa Iskandarning
tuqqan onasi emas, balki uni tarbiyalab, voyaga yetkazgan ayoldir. Ehtimol, shuning uchun
ham Navoiy bevosita motam tutayotgan paytida ona emas, Bonu deb atagandir” qabilidagi
fikrlar ham uchraydi (Qayumov A.,1975, 196).

Farhoddek mehnatsevar va ijodkor, komil inson obrazini yaratgan Navoiyning o‘zi
ham undan ilhomlanib, qalamining Farhod teshasi kabi o‘tkir va unumli bo‘lishini orzu qiladi:

Bu qon ishqida xora rez et,

Ani Farhod toshi birla tez et (Mallayev N., 2021, 348).

XULOSA

Navoiy yaratgan Iskandar obrazi ham xalq uchun gayg‘uradi. Navoiy va Shekspirning
o‘xshash tomonlari obraz yaratishda ham o‘xshash ekanligini ko‘rishimiz mumkin. Shekspir
asarlarining yoki Shekspiring dramaturgligi shundaki, bu asarlardagi fojea faqat shaxs va
uning subyektiv kechinmalari bilan bog‘lanibgina qolmay, uning jamiyat uchun oqibati qay
darajada bo‘lganligi masalasidir. Shu yerda Navoiyning Iskandar obraziga e’tibor qaratadigan
bo‘lsak, Iskandar odil podshoh bo‘lgan. Lekin Shekspir Hamlet tragediyasida podshoni
salbiy obraz sifatida talqin gilgan bo‘lsa ham, ana shunday podsholarni to‘g‘ri yo‘lga boshlab
turuvchi Hamlet yoki Kent kabi obrazlarini ko‘rishimiz mumkin.

Navoiy obrazlarni shakllantirar ekan diqqatni faqatgina obrazga emas, umumiy
obrazlarga, individual tipga qaratadi, o‘zining xulosalari bilan umumlashtiradi. Yanada
vogeani bo‘rttirish, uni mukammal shaklga keltirish uchun esa hikoyat va hikmatlarni
go‘shimcha asos sifatida keltiradi.

FOYDALANILGAN ADABIYOTLAR RO‘YXATI

Alisher Navoiy. Xamsa. —Toshkent: “Fan” nashriyoti, 1960. — 694 b.

Jaloliddin Rumiy. Ichindagi ichindadur. —Toshkent, 2001. — B. 4.

Mallayev N. O‘zbek adabiyoti tarixi. — Toshkent: “Kafolat” print company, 2021. — 348 b.
O‘zbek tilining izohli lug‘ati. 1-tom. — M., 1981. —B. 178-179.

Qayumov A. Saddi Iskandariy. —Toshkent: Adabiyot va san’at nashriyoti, 1975. —196 b.
Sulaymonova F. Shekspir O‘zbekistonda. —Toshkent: “Fan” nashriyoti, 1989, 105 b.
Jo‘raqulov U. “...telbaga yo‘qdur qalam”, “Sharq yulduzi”, 2017.

Vilyam Shekspir. Qirol Lir. G*afur G‘ulom tarjimasi. Tanlangan asarlar. — Toshkent: G*afur
G‘ulom nomidagi adabiyot va san’at nashriyoti, 1981.— B.11.

PNAN B DD —

84



NN RN

Comparative literature 2 (2024)

REFERENCES

Navoi, Alisher. (1960) Hamsa. Tashkent: Science, 694 p.

An explanatory dictionary of the Uzbek language. Valume 1. M.,1981, 179 p.

Rumi, Jalaliddin (2001) Inside is inside. Tashkent, P. 4.

Kayumov A. (1975) Saddi Iskandari. Tashkent: Literary and Art Publishing House, 196 p.

Mallayev N. (2021) History of Uzbek literature. Tashkent: "Kafolat" print company, 348 p.
Sulaimanova F. (1989) Shakespeare in Uzbekistan. Tashkent: "Fan" publishing house, 105 p
Joraqulov U. (2017) ...there is no pen for a madman, Eastern Star

Shakespeare, William (1981) King Lear translated by Gafur Ghulam, Selected works, Tash-
kent, Gafur Ghulam Publishing House, P.11.



Uzbekistan State World Languages University m

World literature

ISSN 3060-4559

UDC (UO'K, VJIK): 82.09

ZAMONAVIY ARAB ShE’RIYATIGA BIR NAZAR
(Solih Zamananning “Abadiyat manzillari” to‘plami misolida)

Hamdamov Ulug‘bek Abduvahobovich

Filologiya fanlari doktori, professor,

O zR FA O zbek tili, adabiyoti va folklori instituti “XX asr
o0 zbek adabiyoti va hozirgi adabiy jarayon” bo ‘limi mudiri
Toshkent, O ‘zbekiston
https://orcid.org/0009-0002-7750-5341

Sabirova Zebo Zokirovna

Filologiya fanlari bo ‘vicha falsafa doktori, dotsent v.b.
O zbekiston davlat jahon tillari universiteti

Toshkent, O zbekiston
https://orcid.org/0000-0002-1104-2893

ANNOTATSIYA KALIT SO‘ZLAR
Magqola zamonaviy arab she’riyati, xususan, globallashuv davri shoirlaridan biri Solih Globallashuv, modernizm,
Zamananning o°zbek tiliga tarjima qilingan she’riyatining tadqiq va tahliliga bag‘ishlangan postmodernizm, zamonaviy
bo‘lib, o‘zbek she’riyatida kechgan yangilanishlar bilan muqoyasa gilinadi. Bugun butun arab she’riyati, verlibr,
dunyoni qamrab olgan globallashuv jarayoni jahon adabiyotida bir talay jiddiy o‘zgarishlarni o‘zbek she’riyati, tarjima,
vujudga keltirdi. Zamonaviy arab she’riyati ham bundan mustasno emas. Solih Zamanan tarjimon, qiyosiy tahlil.

she’riyati esa ana shu salmogqli evrilishlarni o‘zida mujassam qilgan, ayni paytda, shakl va
mazmun mundarijasiga ko‘ra o‘ziga xos she’riyatdir.

OB30P COBPEMEHHOU APABCKOU TTO23UK
(ra mpumepe cooparka Cannxa 3aMaHaHa «Apeca BEYHOCTH)

XamaamoB Yiayroexk AoayBaxo00BuY

Hoxmop ¢unonozuueckux nayx, npogeccop,

3asedyrowuti omoenom “Yzbexckaa numepamypa XX 6exa u cospemennvill aumepantypHulil
npoyecc”’ Uncmumyma y36exckoeo azvika, aumepanypwl u gonvkiopa PAH

Tawikenm, Y30exucman

https://orcid.org/0009-0002-7750-5341

Cabnposa 3e00 30kupoBHa

Jlokmop gunocogpuu no ¢unonocuueckum nayxam (PhD), u.o. ooyenma
Vz6exckuti 2ocydapcemeentbitl yHUGEpCUmen MUposbix 3blK08
Tawkenm, Yz0exucman

https://orcid.org/0000-0002-1104-2893

AHHOTALIMA KJIYOYEBBIE CJIOBA
JlaHHasi crarhs OCBSIIEHA UCCIIENO0BAHUIO U aHAJINM3Y COBPEMEHHOH apaOckoi 1033uu, B I'moGanu3auusi, MOACPHU3M,
qacTHOCTH, THpuKkH Cannxa 3aMaHaHa, OJHOTO H3 II09TOB JIOXH [NI00AIN3AIHH, B IEPEBO/C MIOCTMOJEPHH3M,

Ha y30eKcKHi s3bIK. B crarbe 0COOCHHOCTH JMPHUKU apaOCKOTro 103Ta MOCIEI0BATEIbHO COBpeMeHHas apaOcKas
COIIOCTABJISIOTCSL ¢ HOBALMSIMU B y30€KCKOH Ioa3uu mocyequux Jjier. CeromHs mpoiecc 033151, BEPIHOP,

86



World literature 2 (2024)

m1006ann3aliy, OXBaTUBIIMI BeCh MHp, IIPUBEII K PSIy CEPhe3HBIX U3MEHEHHUH B MUPOBOH y30eKcKast 1023us,
nuteparype. CoBpeMeHHas apaOckas MO33Ms He SBISCTCS HCKIFOueHHeM. Iloa3us NepeBoJI, NEPEBOIUMK,
Camnxa 3amaHaHa SBISICTCS INPUMEPOM 3HAYHUTENBHBIX TpaHC(OPMAIHil, BBI3BAHHBIX CpaBHHUTEIbHBIN aHAIN3.

ro0anu3anueii, HoO B TO e BpeMsi OCTAeTCsl YHUKAIBHOM U caMOOBITHOU Kak 110 (hopMme, Tak
1 IO COCPIKAHMIO.

AN OVERVIEW OF MODERN ARABIC POETRY
(In the example of Salih Zamanan's “Addresses of Eternity” collection)

Hamdamov Ulugbek Abduvahobovich

Doctor of Philological Sciences, Professor,

Head of the department "Uzbek literature of the 20th century and the current literary process” of the Institute
of Uzbek language, literature and folklore of the Russian Academy of Sciences.

Tashkent, Uzbekistan

https://orcid.org/0009-0002-7750-5341

Sabirova Zebo Zokirovna

Doctor of philosophy in philology,

Uzbekistan State University of World Languages
Tashkent, Uzbekistan
https://orcid.org/0000-0002-1104-2893

ABSTRACT KEY WORDS

This article is dedicated to the research and analysis of modern Arabic poetry, especially the Globalization, modernism,
poetry of Salih Zamanan, one of the poets of the era of globalization, translated into Uzbek, postmodernism, modern

and it is compared with recent updates in Uzbek poetry. Today, the process of globalization, Arabic poetry, verlibr, Uzbek
which covers the whole world, has brought about a number of serious changes in world poetry, translation, translator,
literature, even contemporary Arabic poetry is no exception. The poetry of Salih Zamanan comparative analysis.

embodies these significant evolutions, and at the same time, it is a unique poetry in terms of
form and content.

KIRISH

Arabshunos olim, hassos tarjimon, tajribali pedagog Murtazo Saydumarov zamo-
naviy arab shoiri Solih Zamanan she’rlaridan bir dastasini tanlab, o‘zbekchaga mahorat bilan
o‘girdi. Natijada biz — she’riyat ixlosmandlari “Abadiyat manzillari” deb nomlangan yangi
nazmiy to‘plamga ega bo‘ldik. To‘plamga tarjimonning o‘zi so‘zboshi yozgan. Unda nafaqat
Solih Zamananning, ayni paytda, uning avlodiga, umuman, an’anaviy arab nazmidan jiddiy
farglanib turuvchi zamonaviy arab she’riyatiga xos bo‘lgan qator jihatlarga nazar tashlana-
di. Aynan shuning uchun ham biz ushbu maqolada Solih Zamanan she’rlarini baholi qudrat
tahlil-u tadqiq etar ekanmiz, bir tomondan, umuman bugungi dunyo she’riyati haqida jahon
adabiyotshunosligida bildirilgan umumlashma qarashlarga tayansak, ikkinchi yoqdan, ushbu
so‘zboshida ilgari surilgan fikrlarni e’tiborda tutamiz, unga tez-tez murojaatlar qilamiz. Yangi
to‘plam to‘g‘risida shuni aytish joizki, jahon she’riyatining chinakam ixlosmandlariga bun-
day tarjimalar bir yutum toza havodek ta’sir qiladi. Poeziya tadqiqotchilari uchun esa asl
manba, mulohaza yuritishning yangi ochilgan maydoni hisoblanadi. Demak, qaysi tomondan
qaramang, juda foydali bir ish qo‘limizda turibdi.

ASOSIY QISM

Bugun deyarli butun dunyoni gamrab olayozgan modernistik kayfiyat asrlar davom-
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ida aruz an’anasi doirasida yashab kelgan arab olamini ham chetlab o‘tmadi. Bu — tabiiy,
albatta. Zero, ertami-kechmi, dunyo jamiyatlari oldinma-ketin bir-biriga yaqin kayfiyatlarni
boshidan kechiradi. Har holda, biz bilgan, ozmi-ko‘pmi tanigan tarix, jumladan, adabiyot
tarixi shundan dalolat beradi. Modernistik, postmodernistik degan jamiyat kayfiyatlari bejiz
paydo bo‘lgani yo‘q, aslida. Keyingi paytlarda olimlar metarealizm, metamodernizm oqim-
lari haqida so‘z yuritishmoqda. Bunday evrilishlarning bir uchi jahon miqyosida shiddat bi-
lan yoyilayotgan, hayotimizning deyarli hamma jabhalarini qamrab olayotgan globallashuv
jarayonining tabiiy natijalari bilan chambarchas bog‘liq. Globallashuv oqibatida madaniy,
siyosiy, iqtisodiy, adabiy, qo‘yingki, borliq sohalar bir-biriga dunyo miqyosida ta’sir giladi,
o‘zaro integratsiyalashuv yuz berib, bir-biridan ulgu (g‘oya) oladi, ulgu beradi. Xullas, ham-
ma sohalarda o°ziga xos standardlashuv jarayoni sodir bo‘ladi. Biz hozir mana shunday dun-
yoda yashayapmiz. Bas, shunday ekan, o‘zaro ta’sirdan qochib qutulib bo‘lmaydi. Eslang, bir
paytlar arab g‘azali dastlab Ispaniya, keyin butun Yevropa she’riyatiga ta’sir qilib, bora-bora
unda sonet janrining paydo bo‘lishiga olib kelgandi. Agar globallashuvning tarixi doirasini
kengaytirib qarasak, mana shu hodisaning o‘zi unga yorqin bir misol bo‘la oladi. Ya’ni du-
nyo xalqlari adabiyoti hamisha bir-biriga ta’sir qilib kelgani ayonlashadi. “Jahon adabiyoti”
atamasi (manbalarda bu termin I. Gyote tomonidan ilk bor iste’molga kiritilgani aytiladi)
ham shuning, ya’ni globallashuvning ilk faol ta’siri natijasida vujudga kelgan. O‘z milliy
mahdudligi ichra qolgan adabiyotlar sekin-asta so‘nishga mahkum, albatta. Demak, dunyo
uzra yangi, modern kayfiyatning esishi ko‘p jihatdan ana shu global ta’sirning mahsulidir,
deya bemalol ayta olamiz.

Tarjimon yozadi: “Saad al-Humaydin verlibrda yozilgan she’rlardan iborat “Devorda-
gi rasmlar” (1971) nomli kitob nashr qilgan birinchi shoir bo‘ldi. Undan so‘ng verlibr taraf-
dorlari bo‘lgan bir gator yosh shoirlar adabiyot sahnasiga kirib keldilar. Ba’zi ismlarni eslab
o‘tamiz: Ali al-Dumayniy, Muhammad as-Subaytiy, Ahmad as-Solih, Muhammad Jabr al-
Harbiy, Abdulloh as-Sayhon, Abdulloh az-Zayd, Hasan as-Sabaa, Xadija al-Umariy, Surayya
al-Urayyid, Latifa Qori, Ashjon Hindiy, Fotima al-Qarniy, Josim as-Suhayyih, Ahmad Qiran
az-Zahroniy, Ibrohim Miftah, Husayn Suhayl, Ibrohim Sabi, Abdulloh ar-Roshid, Ibrohim al-
Vofiy, Ibrohim Zuliy, Muhammad Musayyar Muborakiy, Husayn al-Arviy, Abdulloh al-Xash-
ramiy. Ta’kidlash joizki, bu guruh shoirlar ijodidagi shakl jihatidan an’anaviy bo‘lgan baytlar
muayyan shartlar doirasidan chiqqan va mualliflarning dunyoga zamonaviy qarashlarini ifo-
dalagan hamda ortigcha takalluf va ritorikadan xoli tilda yozilgan”. Demak, zamonaviy arab
she’riyatida lirik turga xos bo‘lgan, asrlar davomida yashab kelgan kanonlar o‘zgarishga yuz
tutmoqda. Bu hodisa hozirgi zamon jahon adabiyotshunosligida “janrlar mutatsiyasi” atamasi
bilan ham izohlanmoqda. Sinchkovlik bilan nazar solinsa, janrlar mutatsiyasi barcha asosiy
adabiy turlarda (lirik, epik, dramatik) kechayotgan, to‘xtatib bo‘lmas bir jarayondir. Chunki
dunyo allagachon globallashuvning shiddatli davriga odim qo‘yib bo‘lgan.

Har gal poezdlar ovozin eshitganimda,

quloglarimni berkitaman.

Uning ovozi meni bezovta qilmaydi,

Lekin uning oldida oz joniga qasd qilganlar...

Hali ham qichgqiradilar!

Intoq san’ati vositasida poezdga jon ato etadi shoir. Natijada poezd Solih Zamanan
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she’riyatida faol obrazlardan biriga aylanadi. Poezd — yana modern dunyoning matohi. U,
masalan, ikki yuz yil oldin yo‘q edi. Demak, poezd yangi detal, yangi obraz. Globallashgan
zamonda esa uning inson hayotidagi o‘rni yanada ortmoqda. Poezd odamlarga bir joydan ik-
kinchi joyga borish, ko‘chish imkonini beradi. Shu ma’noda u ayriliq timsoliga ham aylanmo-
qda. Bunga Solih Zamananning yuqoridagi she’ri yorqin misol bo‘la oladi. Lirik gahramon
har gal poezd ovozini eshitganda quloqlarini berkitadi. Chunki aynan uning, ya’ni poezdning
oldida odamlar o‘z jonlariga qasd qiladilar. Lirik gahramonning quloglariga ana o‘shalarning
jon achchig‘idagi qichqiriglari kirib keladi. Shularni eshitmay deya, u quloglarini berkitadi.
Xo‘sh, odamlar nega jonlariga qasd qiladilar?.. Shuning uchunki, poezd ularning yaqinlarini,
qadrdonlarini, sevganlarini o‘zi bilan birga olib ketadi. Balki mangugadir... Demak, poezd
ayni damda bir umrlik ayriliq ramzi bo‘lib kelmoqda. Shoir esa ayriliq motivini poezd obrazi
orqali mahorat bilan aks ettirmoqda. Men detal emas, obraz dedim. Chunki poezd detali S.
Zamanan she’riyatida takrorlanib keladi, bas, uning zimmasiga katta badiiy yuk yuklangan-
ligi bois ham u obraz darajasiga chiqqan, deb ayta olamiz.

“Ba’zi tanqgidchilarning fikriga ko‘ra, verlibr she’riyatida mavzular yo‘qoldi va bun-
ing o‘rniga shoirlar inson taqdirini, ayol va muhabbatni, o‘limni, g‘oyalar va ideologiyani,
nizolar va falsafiy konsepsiyalarni, vatan va jamiyat muammolarini, g‘urbatdagi hayotni va
inson erkinligini cheklaydigan barcha narsalarini qanday ko‘rishlarini tasvirladilar” deb yo-
zadi arab she’riyat dunyosining yaxshi bilimdoni — tarjimon M. Saydumarov. “Verlibr (vers
—she’r, libre — 0zod, erkin) — muayyan o‘lchov asosidagi vazn va qat’iy qofiyalanish tartibiga
ega bo‘lmagan she’r... XX asrda verlibr jahon she’riyatida, jumladan, o‘zbek she’riyatida
ham keng ommalashdi” (Quronov D. Mamajonov Z., Sheraliyeva M., 2010, 78-78). Demak,
she’rdagi erkinlik yoki erkin she’r yozishga intilish nafaqat arab yo o‘zbek, balki butun jahon
she’riyatiga xos bo‘lgan jarayon ekan. Bu jarayonning tobora tezlashayotgani esa, yuqori-
da ta’kidlanganidek, globallashuv bilan chamcharchas bog‘ligdir. Bu jarayon, o‘z navbatida,
she’rning tematik diapazoniga ham ta’sir giladi, qilmoqda. Aslida, mavzular uncha ko‘p bo‘l-
maydi, fagat davrga qarab ularning o‘rni almashib turadi, xolos. Hatto amerikalik mashhur
yozuvchi, Nobel mukofoti sovrindori E. Xeminguey dunyoda to‘rtta muhim mavzu borligini
ta’kidlaydi: urush, muhabbat, hayot va o‘lim. Albatta, mazular yozuvchi qayd etgandan sal
ko‘proq bo‘lishi mumkin. Lekin ular yozuvchi qayd etgan asosiy mavzular atrofida turlanadi,
tuslanadi. Ta’bir joiz bo‘lsa, ular asosiy mavzularning o°ziga xos variantlaridir. Shu ma’noda,
tarjimonimiz qayd etgan arab verlibr she’riyatidagi mavzular ham Xeminguey yodga olgan
mavzularning biroz boshqacharoq shakldagi takroridan boshqa narsa emas.

M. Saydumarovning zamonaviy arab she’riyatini chuqur o‘rganib, ulardan tarjimalar
qilib, olgan tajribalari va bilimlari asosida yozgan so‘zboshisida yana quyidagilarni o‘qish
mumkin: “Arab dunyosidagi shoirlar ovozi orasida saudiyalik verlibr shoirlarini ajratib tura-
digan xususiyat ularning ana shu mavzularda qayg‘urishidir. Bu shoirlar o°z ijodlarida ramz-
lar, mahalliy lahja, Arabiston yarim orolidagi tarixiy qahramonlar va xalq orasidagi taniqli
namoyandalarining poetik obrazlari, sahroning taniqli tafsilotlari — karvon, qumlik, yomg‘ir,
musiqa asboblari, folklor ragslari va qo‘shiqlari, ya’ni Arabiston yarim oroli aholisining ongi
bilan uzviy bog‘liq bo‘lgan unsurlar kabi vositalar va badiiy uslublardan keng foydalandilar.
Shuningdek, diniy an’ana ham keng qo‘llanildi, islom tarixidagi voqealar va qahramonlarni
eslash, diniy terminologiyani qo‘llash kabi usullardan foydalanildi. Ko‘povozli dramatik po-

89



World literature 2 (2024)

eziya hamda hikoya etish va suhbat usulidan xalq ertaklarini bayon etuvchi she’riyat paydo
bo‘ldi”. Ko‘rinib turibdiki, mavzu va shaklda nihoyatda katta erkinlik bor. Bunday erkinlik
zamonaviy jahon she’riyatiga ham xos xususiyatdir. Bir vaqtlar turk shoiri Nozim Hikmat
0‘z ijodi haqida quyidagilarni aytgandi: “Men barcha shakllardan foydalanaman. Xalq ada-
biyoti vazni bilan ham yozaman, qofiyali ham yozaman. Aksincha ham yozaman. Eng oddiy
so‘zlashuv tili bilan qofiyasiz, vaznsiz ham she’r yozaman. Sevgidan hamda tinchlik, inqilob,
hayot, o‘lim, sevinch, kadar, umid, umidsizlikdan so‘z ochaman. Insonga xos bo‘lgan hamma
narsa she’rimga ham xos bo‘lishini istayman. Istaymanki, o‘quvchi menda yoki bizda butun
tuyg‘ularining ifodasini topaolsin”. Bizningcha, bu izhordagi eng muhim jihat — “Insonga xos
bo‘lgan hamma narsa she’rimga ham xos bo‘lishini istayman” degan iqrordir. Chindan, yangi
adabiyot, jumladan, she’riyat o‘zini shunday namoyon qilishni xohlamoqda: asrlar davomida
muayyanlashgan gat’iy qoliplardan andak chekinib, hayotni uning o‘zidan olgan, his qgilgan
ritmlarida aks ettirishga urinmoqda. Shoir S. Zamanan “U go‘yo sovg‘a xarid qilishga ket-
ganday edi” deb nomlangan ota marsiyasida yozadi:

Borliq kazarmasidan

Otam erta uzlatga ketdi.

Hamma otalar kabi qarib munkillamadi,
Zavjalariga liboslar olishdan to ‘xtaganlardek,
Bayramlarda ular-la raqs tusholmaydiganlardek,
Yoki eski do‘stlar ismlarin unutganlardek
Keksayib, qarib munkillamadi.

Qarilik kuylashni taqiqlaydigan yoshga yetmadi

Xotira ohulari tun lahzasida qo ‘rqqandek qo ‘rqmadi,

Balki u tez ketdi.

Qo ‘shiq yangragandek do ‘stlar-la hazil gilayotib,

U go‘yo sovg‘a xarid qilishga ketganday edi.

Qo ‘lidagi hassasi bilan faxrlanishidan oldin

Abadiy sayr qilishga ketdi.

Yugqoridagi sochma mavjud she’riyat qoliplari asosida emas, balki otasini yo‘qotgan
o‘g‘il ko‘nglida o‘sha onda tug‘ilgan hayotiy ohang bilan bitilgan. Shuning uchun ham bu
she’riyat haqida “u hayotga yaqinlashdi”, deya olamiz. Xuddi mana bu xulosada aytilganidek:
“She’riyat so‘z boyligining yangilanishi ham yuz berdi, endilikda mualliflar murakkab meta-
foralar va ortiqcha musiqaviylikdan voz kechmoqdalar. Yangi she’riy lug‘at so‘z tanlashda,
xalq iboralarini va oddiy xalgning hayotini va kundalik voqelikni ifodalaydigan idiomalarni
go‘llash bilan xarakterlanadi” (Saydumarov M., 2020).

Darhaqiqat, globallashuv davrida hayot ritmi chunon o‘zgardi va yana shiddat bilan
o‘zgarishda davom etmoqda. Bu evrilishlar o‘z navbatida dunyoqarashni, iqtisodni, siyosatni,
shuningdek, adabiyot-u san’atni ham o‘zartirmoqda, ularga jiddiy tahrirlar kiritmoqda. Al-
batta, bu o‘zgarishlar yaqinda, deylik, 2000-yillardan keyin paydo bo‘lgan emas, uning tarixi
ancha avvalgi davrlarga borib taqaladi. “Saudiya adabiyotida oq she’r o‘zining hozirgi zamon
shaklida, ramzlar, an’anaviy va afsonaviy qahramonlar obrazlarini qo‘llagan holdagi shaklida
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XX asrning yetmishinchi yillar nihoyasi va saksoninchi yillar boshlarida paydo bo‘ldi” , deb
yozadi yana tarjimon. Mamlakatdagi iqtisodiy rivojlanish va jamiyatni modernizatsiya qi-
lish natijasida ko‘ngilga tug‘ilgan xavotir tuyg‘usi ana shunday yangilanishlarga yo‘l ochgan
sabablardan biri ekanligi to‘g‘risida ham so‘z boradi u yerda. Demak, Saudiya Arabistoni
jamiyatidagi o‘zgarishlar she’riyatda yangi kayfiyatni vujudga keltirgan va bu o‘zgachalik
oq she’rda o‘z ifodasini topgan. Natijada, o‘tgan asrning 70- va 80-yillarida arab dunyosida
yangi she’riyatning ilk namunalari yaratilgan. Agar qiyos qilinadigan bo‘lsa, garchi ilk kur-
taklari Cho‘lpon she’riyatida uch bera boshlaganiga qaramay, o‘zbek nazmida ham to‘laqonli
modernistik shakllar aynan 70-yillarda o‘zini yaqqol namoyon qilgan edi. Ko‘rinadiki, bu
ikki hodisani giyoslab o‘rgansa, jahon adabiyotshunosligida qimmatli xulosalarga erishish
mumbkin bo‘ladi.

O‘zbek o‘quvchisi modernizm deganda, ko‘proq G*arb modern adabiyotini tasavvur
qiladi, ko‘z oldida ham g‘arblik ijodkorlar siymolari namoyon bo‘ladi. Bu kabi tarjimalar
natijasida esa arab mamlakatlari adabiyotidagi yangicha tamoyillardan, ularning namoyan-
dalaridan ko‘proq xabar topadi, ular yaratgan modernistik she’rlardan bahra oladi. Adabi-
yotshunoslar esa ikki adabiyotni o‘zaro giyoslaydi, o‘rganadi, mushtarak va farqli jihatlari
haqida soha uchun qimmatli xulosalar chiqarishadi. Shu ma’noda “Abadiyat manzillari” kabi
kitoblarning paydo bo‘lishi ayni muddaodir.

Modern she’mi tarjima qilish qiyin. Buni mutaxassislar ham tan olishadi. Shunga qa-
ramay, Murtazo Saydumarov bu qiyin ishning uddasidan chiqqan, deb o‘ylayman. Har hol-
da, Solih Zamananning she’rlari o‘zbek tilida o‘zbekona ifodalar bilan jaranglaydi. Albatta,
bu borada yana-da asosli mulohazalarni arab va o‘zbek adabiy tilini giyosiy tadqiq etuvchi
bilimdonlar aytishadi. Lekin arab shoirining o‘zbek tilida yangragan mana bunday she’rlari
xuddi o°zimizning shoir qalamidan chigqandek silliq qabul gilinadi — o‘qiladi. Bu, shubhasiz,
tarjimon mahorati bilan bog‘liq natijadir:

Ochiq bo‘l,

Ochiq bo‘l yo‘qlik manzillarida.

Bilginki, qabr —

Kiyim almashtirish xonasi emas.

Lekin u Abadiyat sari

Sayr qilishingdagi yo ‘Ining boshlanishidir!

XULOSA

Demak, shoirga ko‘ra, qabr — kiyim almashtiradigan xona emas, ya’ni turlanadigan joy
emas, aksincha, u abadiiy sayrning ibtidosi, xolos. Oldinda abadiyatning ko‘pdan ko‘p man-
zillari kutib turibdi. Bas, bu yo‘lda ochiq, samimiy bo‘lishgina o‘zini oqlaydi.

Xulosa sifatida shuni aytish mumkinki, bugun butun dunyoni gamrab olgan globallas-
huv jarayoni jahon adabiyotida bir talay jiddiy o‘zgarishlarni vujudga keltirdi. Zamonaviy
arab she’riyati ham bundan mustasno emas. Solih Zamanan she’riyati esa, ana shu salmoqli
evrilishlarni o‘zida mujassam qilgan, ayni paytda, shakl va mazmun mundarijasiga ko‘ra o‘zi-
ga xos she’riyatdir.

91



92

World literature 2 (2024)
FOYDALANILGAN ADABIYOTLAR RO‘YXATI

Kyponos /. Ba 6omk. AmgabuériryHocnuk yratd. — TomkeHT: AkagemHuarip, 2010, —
B.78-79.

Conux 3amanan. AbaausaT Man3wniapyu. Hacpuii mesp: mespiap TymiamMmna. Apad THinaan
Myprazo CaifmymapoB Tapskumacu. — TomkeHT: Yoshlar nashriyot uyi, 2020. — 104 6.
Xopmxuid agabuETIIyHOCINK Ba TapKUMAIITYHOCIUKHUHT J0m3apd macanamapu. Mnmuit
Makonap Tymiamu. — Camapkann, 2020. .

Xammamos VY., Kocumos A., Kaxon agabuéru. YKyB Kyuianma. — TomrkeHT: Bapkamon
¢aiiz meaua, 2017.

REFERENCES

Kuronov D. (2010) and others. Dictionary of literary studies. Tashkent. Akademnashr, P.78-
79.

2. Salih Zamanan. (2020) Addresses of Eternity. Prose poetry: a collection of poems. Trans-
lation from Arabic by Murtaza Saidumarov. Tashkent: Youth Publishing House, 104 p.
Current issues of foreign literary studies and translation studies. (2020) Collection of sci-
entific articles. Samarkand.

4. Hamdamov U., Kasimov A. (2017) World literature. Study guide. Tashkent: Barkamol

fayz media



Uzbekistan State World Languages University

World literature

ISSN 3060-4559

UDC (UO'K, VJIK): 82-313.3

INGLIZ EKZISTENSIALIZM ADABIYOTIDA NASR VA UNING

OZIGA XOS XUSUSIYATLARI

Ruzmatova Dilnoza Ramatjanovna

Filologiya fanlari bo ‘yicha falsafa doktori
O zbekiston davlat jahon tillari universiteti
Toshkent, O ‘zbekiston
dishemu2017@gmail.com
https://orcid.org/0000-0001-5235-380X

Shapsanova Feruza Muzaffarovna

O ‘qituvchi

O zbekiston davlat jahon tillari universiteti
Toshkent, O ‘zbekiston
shapsanovaferuza@gmail.com
http://orcid.org/0009-0008-5022-6047

ANNOTATSIYA

KALIT SO‘ZLAR

Magqola XX asrda Germaniya va Fransiya davlatlarida shakllanib, siyosiy, madaniy va badi-
iy oqimga aylangan ekzistensializmning zamonaviy ingliz adabiyotiga ko‘rsatgan ta’siriga
bag‘ishlangan bo‘lib, bu oqim ingliz adabiyotining nasr, nazm va drama turlari kesimida
zamonaviy falsafiy tendensiyalarning vujudga kelishida asosiy vosita bo‘lib xizmat qiladi.
Ekzistensializmning ibtidosi Gegelning mutlaq ong va birlik falsafasiga qarshi, XIX asr
nemis faylasuflarining munosabati bilan yuzaga kelgan bo‘lib, shaxsning individualligini
targ‘ib qiladi va shu bilan birga erkinlik va erkin tanlov tushunchalarini o‘rtaga qo‘yadi.
Ekzistensializm insonning shaxs sifatida mavjudligi haqidagi ta’limotdir. Bu oqim barcha
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ish degan tushunchani targ‘ib qiladi. Ikkinchi jahon urushidan so‘ng, ekzistensializm G‘arb
madaniyatiga mamnuniyat bilan singga boshladi, bunga qaramasdan qadriyatlarning o‘rni
katta bo‘lgan Buyuk Britaniyada bu falsafiy oqim tanqidga uchrab o‘zgacha tus oldi va ad-
abiyotda oz o‘rnini topdi.

Ushbu maqolaning maqsadi XX asr ingliz adabiyoti prozasida ekzistensializmning o‘ziga
xo0s xususiyatlarini o‘rganishdir. Tadqiqotda falsafiy yondashuv, tarixiy-madaniy, empirik
va qiyosiy usullardan foydalanilgan. Shuningdek, mashhur mutafakkir va yozuvchilar, jum-
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ydenue I'erenst 00 abCONOTHOM CO3HAHWM M €MHCTBE, BBICTYIIHJ, B POTHBOBEC €My, 3a MOTHB, CMEPTb U CTPaXx,
HHJMBHIYaJIbHOCTh JIMYHOCTU M B TO )K€ BPEMsl BHIIBUHYN Ha HEPBBIil IUIaH KOHIICHIIUIO Ge3ycIioBHas T000BB.

CBOOOABI M CBOOOAHOTO BBIOOpA. DK3HCTEHIHANN3M — 3TO YYEHHE O CyIICCTBOBAHUH
4eJIoBeKa KakK JIMYHOCTH. OHO BBIABUIAeT KOHLEHIHIO NPUHATHS COOCTBEHHOH LEHHOCTH
IyTeM OTKa3a OT BCEX TPaJULHOHHBIX LEHHOCTeH u aBTropuTeToB. [locie IBYX MHpPOBBIX
BOIH JK3MCTCHIHMANN3M Hayal aKTUBHO IIPOHHMKATh B 3allaJHYI0 KyJIbTYpy, OJHAKO B
Benukobpurannm, rae Obuia BeJInKka poib TPAAULUH, JaHHOE Guitocodpckoe TedeHne ObuTo
MOJIBEPIHYTO KPUTHKE U 3aHSUIO0 CBOEM MECTO B JIMTEparype, NpHoOpeTs crenuduueckue
0COOCHHOCTH.

Ienbto 1aHHOW CTATHU SBISETCS U3YYEHHE CBOCOOPA3US HK3UCTECHIMAIN3MA B aHIIIMHCKOM
nrteparypHoil mpo3e XX Beka. B mccrnenoBannu mcronbs3yercs (GHIOCO(CKHIl IOAXOM,
HCTOPUKO-KYIBTYPHBIH, SMIMPHYCCKUH M CPAaBHHTENBHBIH METOABL [T HMIITIOCTpAlny
0COOCHHOCTEH MPOSBICHHS SK3UCTCHIIMAIM3MA B AHIIMHCKON JIMTEpaType aHAJIM3UPYIOTCS
POMaHBI ¥ pacckasbl, HAMCAHHbIC TAKAUMHI M3BECTHBIMH ITHCATEIIMH U MBICIHTEISIMHE, KaK
Yunbsam lonuar n ko @ayis. B crarse 00y Aar0TCsl OCHOBHBIC H/ICH K3HCTCHIINATN3MA
n crnoco0d ero BXOXK/JCHUS B aHIIMICKyIo smTeparypy. [lo pesymbraram uccieaoBaHHs
BBISIBJICHBI OOIIHE U OTJIMYUTEIIHBIC YePTHI aHNIIMHCKOTO 9K3UCTEHI[HAIN3MA 110 CPABHEHUIO
C HEMELKHUM U (DPAHILY3CKHM K3UCTCHIMAIN3MOM, a TAK)KE HOBBIC KOHIICIIMH, BO3HUKIINE
0/l BIMSIHUEM JJAHHOTO TeYCHNUsI B aHIINHCKOIT TuTeparype.
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ABSTRACT

KEY WORDS

The article is dedicated to the influence of existentialism on modern English literature. Ex-
istentialism was originated in the twentieth century, in Germany and France, and became a
political, cultural and artistic movement, which serves as the main force for the emergence of
modern philosophical tendencies in English prose, poetry and drama.

Existentialism arose from the position of the German philosophers of the nineteenth century,
who defended the individuality of the individual and the concepts of freedom and free choice
by showing reaction to the Hegelian philosophy of absolute conscious and unity. Existential-
ism is the doctrine of the existence of a person as an individuum. This movement promotes
the idea of creating one’s own values, abandoning all traditional and universal moral codes.
After the two world wars, existentialism began to penetrate into Western culture, despite
the fact that in Great Britain, where the role of traditions and manners was great, this philo-
sophical tendency received a special shade of criticism and found its own place in literature.
The purpose of this article is to study the peculiarities of existentialism in the prose of En-
glish literature of the XX century. The research uses a philosophical approach, historical
and cultural, empirical and comparative methods. Also, novels and short stories written by
famous thinkers and writers like William Golding and John Fowles are used to substantiate
the peculiarities of existentialism in English literature. The article discusses the main ideas of
existentialism and its place in English literature. According to the results of the research, the
common and distinctive features of English existentialism from German and French existen-
tialism, as well as new concepts that arose under the influence of the movement to English
literature, are revealed.

KIRISH

Novel, existentialism, pes-
simism, egoism, free choice,
human nature, existential
crisis, religious motive,
death and fear, unconditional
love.

XX asrning 50-70 yillarida ekzistensializm adabiy oqim sifatida Buyuk Britaniya
adabiyotiga muhim ta’sir ko‘rsatdi. Ammo ingliz yozuvchilari ekzistesializm an’anasini

to‘laqonli davom ettirmadilar, balki bu oqimni o‘zlariga moslagan

holda o‘zlashtirdilar.

Kyergegor, Nitshe, Sartr, Kamyu va Xaydeggerlarning falsafasidan ilhomlanib, o‘zlarining
falsafiy qarashlarini shakllantirgan holda, badiiy asarlarni yaratishda ekzistensializmning
mohiyatidan foydalandilar. Ingliz yozuvchilarining ko‘pchiligi falsafiy asar yaratishmagan
(A. Myordok bundan mustasno) va ekzistensializm falsafasini to‘lagonli o‘rganishmagan,
hatto ba’zi ingliz yozuvchilari ekzistensializm haqida umuman izlanish olib bormagani haqida
aytib o‘tadilar. Shunday bo‘lsa-da, ularning asarlarida juda ko‘p ekzistensial mavzularni

uchratamiz. Bu, albatta, ular yashab o‘tgan davr ruhi bilan bog‘liq.

XX asrda insoniyat
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boshidan o‘tgan fojialar barcha adabiyot vakillari qatorida ingliz adiblariga ham oz ta’sirini
ko‘rsatdi va yozuvchi-mutaffakirlar bu vogealar sababining ibtidosini o‘rganishga kirishishdi.
Ular izlanishni jamiyatdan emas, balki individning ruhiy holatini o‘rganishdan boshladilar.
[lm-fan namoyandalari XX asrning asosiy muammosini shaxsning hozirgi zamondagi o‘rni
deb bilib, badiiy asarlarda ekzistensial mavzularni o‘rtaga qo‘yishdi. Ekzistensializmning
o‘rganish obyekti — shaxs va uning hayot mazmunidir. Ingliz adabiyotida falsafiy roman
asoschisi, Ayris Myordok, ekzistensializmni chuqur tatbiq qildi, o‘rgandi, unga tanqidiy
yondashgan holda, o‘z falsafiy qarashini ishlab chiqdi va badiiy asarlar yaratdi. Myordok
ekzistensialist yozuvchi sifatida tan olinadi, lekin boshqa yozuvchilarni bu falsafiy oqim
namoyandalari qatoriga kiritish munozaralidir. Shuning uchun, ularning badiiy asarlarini
ekzistensializm oqimi xususiyatlari rakursidan emas, balki ularda aks etgan ekzistensial
mavzular nuqtayi nazaridan o‘rganiladi.

ASOSIY QISM

Birinchi jahon urushi ingliz ijtimoiy hayoti, madaniyati va siyosiy qarashlarida chuqur
inqiroz tabiatini shakllantirdi, buning oqibatida 1920-yillarning oxiri va 30-yillarning
boshlarida butun dunyo bo‘ylab paydo bo‘lgan iqtisodiy inqiroz, fashizmning ko‘tarilishi,
yana bir keng ko‘lamli urushning yaqinlashishi bilan yanada kuchaydi. Shuning uchun ham
bu yillardagi aksariyat adabiyotning pessimistik ruhda yaratilganligi ajablanarli emas. Bu
davr poetikasida yozuvchilar hayot ma’nosi, o‘lim qo‘rquvi va individuallik kabi mavzularga
ko‘proq murojaat qila boshlashdi va vujudga kelayotgan totalitar, kommunistik va hatto
kapitalistik jamiyatning individualizmga solayotga xavf-xatari haqida badiiy asarlar yaratishdi.

Valentina Ivasheva ekzistensial mavzular zamonaviy ingliz prozasida drama kabi o‘zini
ko‘rsatmagan bo‘lsa-da, kam miqdorda mavjud deb ta’kidlaydi. Lekin ekzistensializm XX asr
ingliz romanchiligida katta va o‘chmas o‘rin egalladi. Ayris Myordokning o‘zigina bu oqimda
salmoqli romanlar yaratdi. Undan tashqari Alan Sillitou, Sid Chaplin, Uilyam Golding, Kolin
Uilson va Jon Faulzlarning asarlarida ham ekzistensializm ta’siri yaqqol sezilib turadi.

Zamonaviy ingliz yozuvchilarining ba’zilari o‘z ijodlarida ekzistensializm g‘oyalari
mavjudligini rad etishgan. Misol uchun, Sid Chaplin umri mobaynida ekzistensial
asar o‘qimaganligini tan olsa-da, uning 1962-yilda chop qilingan “Kuzatuvchilar va
kuzatilayotganlar” (The Watchers and the Watched) (Chaplin S., 1962) asari sarlavhasi
ekzistensializm g‘oyalariga ishora qilib turadi.

V. Ivashevaning ta’kidlashicha, Chaplin asar mazmunini Yujin Iyoneskoning
1961-yilda bergan intervyusida aytgan gaplari ta’sirida shakllantirgan: “Biz barimiz yo
kuzatuvchimiz, yo kuzatilayotganlarmiz. Soqchilardan qutulishning yagona yo‘li bu —
o‘limdir.” (We are all the watched or we are watchers. The only escape from our jailers is
death.) (Ivasheva V., 1978, 45).

Ikkinchi jahon urushiga guvoh bo‘lgach, Uilyam Golding (1911-1993) falsafiy
g‘oyalarni o‘zida aks ettirgan badiiy asarlar yoza boshladi. Chunki Golding 1940-yilda
armiyaga, Qirollik flotiga qo‘shiladi va Normandiya bosqinida ishtirok etadi va bularning
barchasi uning asarlariga ta’sirini o‘tkazmasdan qolmadi. Tanqidchilarning Golding asarlarini
ekzistensializm bilan bog‘lashlari yozuvchi tomonidan rad etilgan bo‘lsa-da, uning romanlari
mazmuni oqim g‘oyalari bilan bog‘liq. Adib ijodini modernizm va realizm elementlari bilan

96



World literature 2 (2024)

uyg‘unlashtiradi, realistik obrazlarni allegorik tasvirlarga qiyoslagan holda yaratadi. Ularni
Golding “falsafiy roman” deb emas, balki “ertak yoki masal” deb ataydi va har bir asarning
didaktik funksiyaga ega ekanligini ta’kidlaydi. Jahon urushiga guvoh bo‘lgan yozuvchi “inson
tabiati” mavzusini asosiy etik muammo deb bilib, o‘rganishga kirishdi. Ekzistensializmning
“mavjudlik mohiyatdan avval” konsepsiyasida inson o‘z mohiyatini o‘zi yaratadi: qanday
xarakter kasb qilishi, to‘g‘ri yo‘lni tanlashi, ezgulik va yovuzlikni ajrata bilishi, barchasi
shaxsning o‘z majburiyatidir deb biladi. Golding, inson zotini tabiatan yovuzlik va
shafqatsizlikka moyil mavjudot deb ta’kidlaydi va iblislar konsepsiyasini ilgari suradi, ya’ni
uning fikricha, inson mohiyati yovuzlikka moyildir. Uning asarlari pessimistik ruhda yozilgan
bo‘lsa-da, didaktik tomondan adib insoniyatni 0°‘z-0‘zini anglashga va yovuz tabiatiga qarshi
kurashishga da’vat qiladi. Golding asarlari falsafasida yechim teologik tus olganligi sababli,
uning ekzistensial asarlari diniy ekzistensializm qatoriga kiritiladi.

Uilyam Goldingning birinchi va eng mashhur romani “Pashshalar hukmdori” (Lord
of the Flies) (Golding W., 1954) bo‘lib, asar falsafiy g‘oyasini o‘zining “Issiq darvozalar
va boshqa tasodifiy qgismlar” (The Hot Gates and Other Occasional Pieces) kitobinig
“Masal” (Fable) (Golding W., 1965, 64-76) deb nomlagan qismida tushuntirib o‘tadi. Unda
adib “odam asalari asal yaratganidek yovuzlikni keltirib chigaradi” (man produces evil as
a bee produces honey) (Golding W., 1965, 65) deb yozadi. Golding yozuvchining vazifasi
odamlarga insoniyatning asl mohiyatini tushuntirishdan iborat deb bilib, insonning tug‘ma
ochko‘zligi, shafqatsizligi va xudbinligini badiiy til orqali ifoda qgiladi.

“Pashshalar hukmdori” romani bir guruh madaniyatli ingliz bolalarining samolyot
falokatidan so‘ng okean o‘rtasida joylashgan kimsasiz orolga tushib qolishi, u yerda
bolalarning sivilizatsiya o‘rnatishga urinishi, lekin uning o‘rniga degradatsiyaga uchrab,
yovvoyilik holatiga gaytishlari haqida bo‘lib, roman sarlavhasi Yahudiylar dinida keltirilgan
iblis (Beelzebub) Velzevulning lagabiga ishora qiladi. Uni pashshalar hukmdori deb atashgan.
Asar qahramonlari orolda yovuz maxluq borligiga ishonishadi va ovchilarning sardori bo‘lgan
Jek to‘ng‘iz kallasini maxluq uchun qurbonlik qilib, tayoqqa sanchib qo‘yadi. Bolalar ozlari
sardor qilib olgan Ralfni tashlab, Jekga ergashadilar va birgalikda pashshalar hukmdoriga
sig‘inishni, yovvoyilar kabi olov yoqib marosimlar o‘tkazishni, boshida hayvonlarni,
keyinchalik esa odamlarni ovlashni boshlashadi. Vaqt o‘tib to‘ng‘iz kallasining atrofida
pashshalar paydo bo‘ladi, ba’zi epizodlarda kalla tilga kirib asar qahramonlari bilan suhbat
qgiladi. U Velzevulning majoziy timsoli bo‘lib, inson ichida yashiringan iblislarning badiiy
asardagi inikosi hisoblanadi. Bu haqiqat asar qahramoni Saymon orqali yoritib beriladi.
Saymon maxlugning mavjudligiga doim shubha bilan qaraydi va pashshalar hukmdorini
uchratganida, to‘ng‘iz kallasi tilga kirib, haqgiqatni aytib beradi: (Fancy thinking the Beast
was something you could hunt and kill! You knew, didn't you? I'm part of you? Close, close,
close...) “Hayollaringda Maxlugni ovlash va o ‘ldirish mumkin deb o ‘yladilaringmi! Sen
bilarding, to ‘g ‘rimi? Men sizning ajralmas bir qismingiz ekanmanmi? Yaginroq kel, yaginlash,
vaginlash...” (Golding W., 1954, 29).

“Pashshalar hukmdori” asari odam sivilizatsiyasining allegoriyasi bo‘lib, undagi
qahramonlar jamiyatni tashkil qiluvchi insonlarning tiplarini o‘zlarida aks ettiradi. Roman
protagonisti Ralf — haqiqiy madaniyatli, malla soch ingliz farzandi, asarda sivilizatsiya
timsoli bo‘lib gavdalanadi. Keyingi qahramon Piggi (Cho‘chqacha) jismonan zaif, semiz,
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ko‘zoynakli, doim Ralfning tarafida bo‘lib, ilm-fan va ratsionallikni o‘zida jam qiladi. Jek —
asarning antagonisti, doim hokimiyatga intiladi va insonning nafsi, yovvoyi tabiati ramzida
keladi. Ralf asarning asosiy qahramoni bo‘lgani bilan, Golding nazarida komil inson darajasiga
yeta olmaydi. Chunki asarda u ham boshqa bolalar singari Piggining ustidan masxara qiladi,
Saymonning vahshiyona o‘limiga sherik bo‘ladi. Aslida asarning asosiy qahramoni Saymon
hisoblanib, u ruhiy komillikni o‘zida mujassam qiladi.

Saymon maxluq haqidagi uydurmalarga ishonchsizlik bilan qaraydi va birinchilardan
bo‘lib pashshalar hukmdori haqidagi hagiqatni anglab yetadi. Bu qahramon timsolida adib
diniy allegoriyani qo‘llaydi, ya’ni Saymon insoniyat uchun yuborilgan payg‘ambar obrazida
gavdalanadi. Yevropa san’atida ko‘pincha Injildan olingan payg‘ambarlar, aynigsa Iso Masih
obrazining badiiylashuvi an’anaga kirgan. Goldingning asarida ham Saymon Iso Masih
kabi haqgiqatni olamonga ulashmoqchi bo‘lgan zamon pashshalar hukmdorining ta’sirida
bo‘lgan bolalar tomonidan o‘ldiriladi. Saymon pashshalar hukmdori tuzog‘iga tushmagan
yagona asar qahramoni, Piggi bilan uning o‘limi, inson iblislariga gqarshi mahkam turmagani
sababli sivilizatsiyaning degradatsiyaga uchrashi, ratsionallik va ezgulik e’tiqodining yo‘qqa
chiqishiga olib keladi, bunga yorqin misol Golding nazarida ikkinchi jahon urushi oqibatlaridir.
Golding urush ogqibatlari haqida shunday yozadi: (They were not done by the headhunters of
New Guinea, or by some primitive tribe in the Amazon. They were done, skilfully, coldly,
by educated men, doctors, lawyers, by men with a tradition of civilization behind them, to
beings of their own kind.) “Bular Yangi Gvineyadagi yollanma qotillar, yoki Amazonkada
yashovchi ibtidoiy gabilalar tomonidan amalga oshirilmadi. Bular mohirlik va sovuqqonlik
bilan o ‘qimishli odamlar, doktorlar, huqugshunoslar, madaniyat gullab yashnagan davrdagi
insonlar tomonidan, o zlariga o xshagan insonlarga nisbatan qilingan mudhish ishlardir.”
(Golding W., 1965, 65). Aynan asarda Saymon va Piggining o‘limi, jamiyatda ikkinchi jahon
urushidan keyin qahramonlarga parallel ravishda din va zakovat ham yakun topganiga ishora
qiladi.

Uilyam Golding tomonidan yaratilgan boshqa asarlarda ham ekzistensial mavzular
uchraydi. Adibning falsafiy g‘oyalari aks etgan yana bir roman “Pincher Martin” (Golding,
W,. 1956) bo‘lib, unda Golding e’tiborini ekzistensial inqirozga uchragan individga qaratadi.
Golding 0‘z qahramoni Martinni insonlar timsolidagi yerga quvilganlarning (xuddi Injilda
iblis yerga badarg‘a qilingan kabi) eng yomoni deb ta’kidlaydi. Ekzistensializm ingliz
romanchiligida ko‘proq pessimistik ruhda gabul gilindi. Undagi ekzistensial inqiroz va uning
ortida yechim bo‘lib xizmat qiluvchi ekzistensial uyg‘onish ijobiy jarayon deb emas, balki
inson va jamiyat uchun katta muammo deb qaraldi. Chunki ekzistensial erkinlik bir tarafdan
shaxsda egoyizmni shakllantirishga xizmat qildi.

Golding ekzistensializm oqimidan yuz o‘girsa-da, uning “Erkin tushish” (Free Fall)
(Golding W., 1959) romani bu oqim g‘oyalaridan biri bo‘lmish erkin tanlov tushunchasi
asosida vujudga kelgan. Roman insonning tanlash erkinligining cheklanganligi haqidagi
dalilni ishlab chiqadi va bu dalil fashistlarning konslagerida mahbus bo‘Imish asar qahramoni
Sem Mauntjoy qiynoqlar ostida o‘zi istamagan holda barchaga xiyonat gilishga majburligi,
hatto yolg‘on “axborot” to‘qib aytishi epizodida gavdalangan. (Somewhere, sometime, I made
a choice in freedom and lost my freedom. I lost nothing before the verger knocked me down,
or perhaps that blow was like death and paid all debts.) “Qayerdadir, qachonlardir, men
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erkinlikni tanladim va erkinligimni yo ‘qotdim. Xizmatchi meni urib yigitmaguniga qadar,
hech narsa yo ‘qotmagan edim, yoki bu zarba balki o ‘lim kabi edi va barcha qarzlarni uzdi.”
(Golding W., 1959, 118).

Asosan inson tabiati haqida pessimistik tonda yozilgan Uilyam Golding asarlari
yozuvchining falsafiy g‘oyalariga boydir. Uning barcha romani didaktik vazifani bajaradi va
insoniyatni 0‘z nafsidan ogoh bo‘lishga da’vat qiladi.

Ekzistensializm oqimi ta’sirida salmoqli badiiy asarlar yaratgan yana bir ingliz
yozuvchisi Jon Faulz (1926-2005) bo‘lib, adib asarlarida individuallik, erkinlik, absurdlik va
axloq kabi falsafiy masalalarni muhokama qilgan. Bu ekzistensial mavzular ko‘pincha adib
ijjodida san’at motivi orqali yoritiladi. Umuman, zamonaviy ingliz adabiyotida, xususan Faulz
va Myordok ijodida, ekzistensializmning badiiylashuv jarayoni kuchliroq seziladi. Faulz
san’at va axloq, illyuziya va haqiqat kabi tushunchalarni qarama-qarshi qo‘yishni yaxshi
ko‘rgan. Uning “Sehrgar” (The Magus) (Fowles J., 1965) romani bilan boshlangan va “Qora
daraxt minora” (The Ebony Tower) (Fowles, J,. 1974) hikoyalari to‘plami bilan yakunlangan
deyarli barcha ijodiy ishlari insonning erkin tanlovi haqida bo‘lib, ekzistensial inqiroz asosan
ikki murakkab tanlov o‘rtasida ro‘y beradi:

1) odob-axloq etikalariga rioya qilgan holda, bir ritmda takrorlanuvchi real hayotda
mavjud bo‘lib yashash;

2) odob-axloq chegaralarini buzib, his-tuyg‘u (ba’zi yozuvchilar buni nafs deydi)
ta’sirida ertaknamo hayotda mavjud bo‘lish.

Ingliz ekzistensialistlari asosan shu muammolarga o‘z e’tiborlarini qaratadi. Taniqli
chex va fransuz yozuvchisi Milan Kunderaning “Azobli yengil hayot” (Unbearable Lightness
of Being) (Kundera M., 1984) romani sarlavhasi aytib o‘tilgan ekzistensial inqirozni,
tanlovni yoritib beradi. Bu yerda mavjudlikning yengilligi ikkinchi tanlovga ishora qiladi.
Lekin sarlavhada sifatlanganidek, u chidab bo ‘Imas, chunki axloqiy qonun-qoidalarini
buzadi. Faulz o‘z ijjodida mana shu falsafiy muammoni o‘rtaga qo‘yadi va fikr-g‘oyalarni
an’anaviy, Viktoriancha usuldagi odob-axloq va ikkiyuzlamachilik orqali ifoda qilish bilan
birga, ekzistensializm ta’siriga uchragan zamondoshlarining erkinlik (voki ochiglik) va
axlogsizlik kabi hayot tarziga yechim izlaydi. Zamonaviy yozuvchi sifatida u o‘z davri
muammolarini muhokama qiladi: urushdan keyingi iste’molchilar jamiyati, ularning o‘zligi
tomon izolyatsiyasi va beparvoligi, ba’zi axloqiy va estetik ziddiyatlar va boshqa masalalar.
Muallif hayoti davomida ham an’anaviy, ham eksperimental jamiyatning “dardi”ga yechim
izladi. U falsafiy yondashuvni — haqiqiylik yoki 0‘z-0‘zini anglash jarayonini insonning yovuz
instinktlarini yengish manbayi sifatida ko‘radi (Fowles J., 1983).

Muallif o‘zining “Kolleksioner” (Fowles J., 1963) romanida inson tabiatidagi yomon
illatning ibtidosini tahlil qilishga harakat qiladi. Faulzning ta’kidlashicha, yovuzlikning bir
gismi shaxs nazorat qila olmaydigan omillar tufayli, jumladan, yomon ta’lim, jamiyat ta’siri,
yetimlik va bolalar uyida voyaga yetish kabi tarbiyadagi yetishmovchiliklar natijasidir. Jon
Faulz odamlar orasidagi ziddiyat va to‘qnashuvlarning sababini o‘rganish maqsadida, Geraklit
ta’limoti asosida insonlarni ikkiga ajratadi:

1. Aristo — olijanob va ziyoli odamlar.

2. Hoi polloi — ko‘p qismni tashkil qiluchi, ziyoli bo‘lmaganlar.

Bu ikki tip vakillari o‘rtasida bir-biriga bo‘lgan xusumat orqali paydo bo‘lgan yovuzlik
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esa ikkinchi tipning birinchisiga nisbatan hasad va nafrat tuyg‘usi hamda birinchi tipning
boshqalardan ustunlik hissi tufayli paydo bo‘lgan (Fowles J., 1970, 10).

Jon Faulzning navbatdagi “Sehrgar” romani motiv va mavzu jihatdan Myordokning
“Yakkashox” asarini eslatadi. Unda Viktorian oilada qat’iy qoidalar bilan tarbiyalangan
Nikolas Urfe hayoti haqida hikoya qilinadi. Roman gahramoni Oksford universiteti mubhiti
ostida urushdan keyingi individuallik sindromini boshdan kechirib, ekzistensialist yorligi
orqali o‘z erkinligini oqlaydi. Asarda “Yakkashox” romanining syujetida ham o‘rin olgan
muammo — haqiqat va illyuziyaning kuchli ziddiyati gavdalangan. Ertak olami bilan
parallelizm — “malikani zindondan ozod qilish” va qahramonning sirli odamlar bilan o‘ralgan
ertaknamo joyga borib qolishi kabi voqgealar haqiqatni inkor etuvchi, etik qoidalarni buzuvchi
erkinlik saroblari sifatida tasvirlangan. Adib qahramonini ekzistensial erkinlik sababli xayolot
tomonidan jodulangan deb biladi va asar yechimini sehrdan ozod bo‘lib, hagiqatga qaytish,
asl bo‘lgan hayotning qadr-qimmatini anglash orqali yoritib beradi.

“Qora daraxt minora” hikoyalari to‘plami Faulzning adabiy san’atdagi tajribalari
uchun yakun bo‘ldi. Hikoyalar avvalgi adabiy asarlarga taqlid va alluziya sifatida yozilgan,
shu sababli adib to‘plamni birinchi bor “Variations” deb nomlab, keyinchalik birinchi gissa
nomini to‘plam sarlavhasi qilib qo‘yadi. Muallif to‘plamdagi birinchi asar — “Qora daraxt
minora’ni yozishdan magqsad, avvalgi “Sehrgar” asarining yanada real bo‘lgan nusxasini
yaratish edi, deb ta’kidlaydi.

Hikoya qahramoni Devid Uilyam mashhur keksa rassom Genri Breslining uyiga
tashrif buyurganida o zligini anglash ekzistensial jarayonini boshdan kechiradi va oilali
bo‘lishiga qaramay, Breslining shogirdi Dianani sevib qoladi. Asarda adib haqiqiy muhabbat
va etik qoidalar, asl san’at va mavhum — abstrakt ijod, sarob va haqiqat kabi to‘qnashuvlarni
ekzistensial muammo sifatida ko‘taradi. Asar sarlavhasi “Qora daraxt minora” san’atda
uchraydigan “Fil suyak minora” (The Ivory Tower) tushunchasiga zidlanadi. “Fil suyak
minora” — escapism — reallikdan qochish timsoli bo‘lib, hagiqatdan xayolot, tasodif, erkinlik,
go‘zallik va san’at olamiga chekinishni anglatsa, “Qora daraxt minora” — mazmunsiz haqgiqat
va mavhumlik ramzidir. Asar qahramoni Devid ekzistensial inqirozga uchragan shaxs sifatida
gavdalanib, abstrakt san’at tarafdori sifatida gora daraxt minorada yashovchilar qatoriga
kiradi. U Bresli xonadoniga yetib kelganda o‘zini hayot tashvishlaridan erkin, lekin rafiqasi
Besni tashlab kelganidan biroz aybdordek his qiladi. Bresli va Diana esa ekzistensial inqiroz
holatida muqim qolgan fi/ suyagi minorasi istiqgomatchilari qatoridadirlar. Asar dialoglarida
Devid va Breslining falsafiy to‘qnashuvlari aks etgan, unda Bresli hissiyotlarni chetga
go‘yuvchi ratsionallik va abstrakt san’atga qarshi turadi:

(Hatred and anger are not luxuries we can afford any more. At any level.

Then God help you.

David smiled faintly. He s also a non-option)

(Don't hate, can't love. Can't love, can 't paint.
1 understand.
Bloody geometry. No good. Won 't work. All tried. Down the hole)

“Nafrat va g ‘azab hozirgi zamonamizda durust hissiyotlar emas. Har qanday vaziyatda.
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Bo ‘Imasam, Xudoning o zi sizni qo ‘llasin.
Devid zaifgina jilmayib qo ‘ydi. U ham variant bo ‘la olmaydi.”

“Nafratlana olmasang, seva olmaysan, seva olmasang surat chiza olmaysan.

Tushunaman.

La’nati geometriya. Yaxshi emas. Ishlamaydi. Ko ‘pchilik urinib ko ‘rdi. Hammasi
behuda.” (Fowles J., 1974, 30-31).

Faulz falsafiy izlanishlarining yechimini so‘nggi romani “Daniel Martin’da (Fowles
J., 1977) ifodalab bergan. Asarda an’anaviy shaklda tarbiya ko‘rib, individual erkinlikka
duch kelishi mugarrar bo‘lgan Danielning hayoti tasvirlagan. Faulz o‘z romanini zamonaviy
“tarbiyaviy” roman deb atadi, chunki muallif Danielning yozuvchi sifatidagi tajribalari
prizmasi orqali an’anaviy hayotning soxtakorligi (ikkiyuzlamachilik) va hayotning axloqiy
gonunlarini buzuvchi zamonaviy erkinlik (ochiqliki) muammolariga falsafiy yechimni
keltiradi. Faulz bu ikki muammonining yechimini “shartsiz muhabbat”ga erishish orqali
ko‘rasatadi. Daniel Martin puritan determinizmi va ekzistensial tajriba orqali shakllangan
“narsitsizm” dan ozod bo‘lib, muhabbaming mukammal shakliga erishishi kerak va sevgini
nafsni qondiruvchi obyekt sifatida emas, balki egoyistik tabiatdan yiroq bo‘lgan hissiyot
sifatida gabul gilgan holda mukammal darajaga olib chigadi. Shunday qilib, ikki adibning
ham asarlarida ekzistensializm g‘oyalariga duch kelamiz. Uilyam Golding romanlarida inson
tabiatining nafsga, yovuzlikka va buzg‘unchillika evrilishi aks etgan bo‘lsa, Jon Faulz ko‘proq
ekzistensializmning salbiy oqibatlari hamda an’anaviy ikkiyuzlamachilik muammolari hagida
bahs yuritadi.

Zamonaviy ingliz adabiyotidagi ekzistensializmning fransuz va nemis ekzistensializmi
bilan o‘xshash jihatlari quyidagicha xarakterlandi:

1. Ekzistensial inqirozdagi ruhan yolg‘izlikka mahkum gahramonning mavjudligi.

2. Ekzistensial ug‘onish jarayonidan so‘ng paydo bo‘luvchi erkinlik, tashvish va
mas’uliyat konsepsiyasi, o‘lim va qo‘rquv mavzusi.

Bunga qaramasdan, ingliz ekzistensializmi fransuz va nemis adabiyotida mavjud
bo‘lgan ogimdan sezilarli darajada farqlanadi:

1. Ekzistensial erkinlik individ va hayot muammeosi sifatida:

a) o‘zligiga berilish va yolg‘izlik insonlar orasida tushunmovchilikni va hayotga
nisbatan qo‘rquv va tashvishni keltirib chiqaradi;

b) ekzistensial erkinlik egoyizmni shakllantiradi;

¢) ekzistensial inqiroz — hayot mazmunini yo‘qotish real hayotdan uzoqlashtiradi.

2. Diniy ekzistensializm yozuvchilari taqdir, iblis, gunohkor inson kabi diniy
konsepsiyalarni asarlarida aks ettirganlar.

3. Inson tabiati mavzusi o‘rtaga chiqdi.

4. Ekzistensializmda yangi terminlar vujudga keldi: escapism (qochish), permissiveness
(ochiqlik) va pessimism.

XULOSA

XX asrning o‘rtalarida G‘arb madaniyati va adabiyotida o‘zgacha o‘rin egallagan
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ekzistensializm falsafasining g‘oyalari zamonaviy ingliz yozuvchilari tomonidan yaratilgan
badiiy asarlarda aks etgan bo‘lsa-da, ingliz mutafakkirlari ekzistensializmga yangicha hayot
tarzi sifatidagina emas, balki shaxs inqirozi deb ham yondashishdi va bu muammoga turli
yechim keltirib o°tishdi, jumladan, Uilyam Golding “inson iblislariga iymon bilan qarshi
turish”, Jon Faulz esa “shartsiz muhabbat” konsepsiyalari orqali 0o‘z g‘oyalarini namoyon
qilishdi. Ekzistensializm falsafasi ingliz adabiyotida, aynigsa nasrda o‘zgacha tus oldi.
Unda yozuvchilar ekzistensial o‘zlikni anglash orqali inson tabiati illatlariga, shu bilan birga
ekzistensial erkinlikning yomon ta’siriga davo izlashadi va hayotning mazmunini haqiqiy —
real hayot qadr-qimmatini anglash orqali topishadi.

NS

~o
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12.
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ABSTRACT KEY WORDS

This article analyzes the problems of pregnancy, motherhood, old age, relationship between Psychoanalysis, psyche,
mother and daughter, expressed in Anne Enright's works “What Are You Like?”, “The Gath- mother-child relationship,
ering”, “Making Babies” and “The Green Road”. In Enright’s novels, motherhood is present- motherhood, personality,
ed in different ways, the diversity of mother images, opposition to traditional stereotypes, and language, pregnancy, old
the existence of a connection between motherhood, language, and personality are explored. age.

In these works, the author relied on the theory of psychoanalysts to illuminate the maternal
psyche, and reveals various aspects of motherhood in the family and mother-child relation-
ships. The article analyzes a biographical and psychological analysis of the image of the
beautiful nature of motherhood and incomparable love, the inner world of the heroes of the
work, the mental state of elderly women, and all the moments of grief and suffering of their
life in the selected works of the writer.

KIRISH

Jahon adabiyotida psixoanalizm atamasi haqida fikr bildirgan bir qancha olimlar
mavjud. Psixoanaliz fanining asoschisi Zigmund Freyd nazariyalari adabiyotshunoslar uchun
ayol psixikasini o‘rganishda muhim manba hisoblanadi. Ko‘pgina yozuvchilar roman, drama
va hikoyalarida psixologik hamda raqobatbardosh hayotni shakllantirishda psixoanalitik
yondashuvlardan foydalanishadi. Z.Freydning nazariyalari ko‘plab mualliflarga ona obrazi,
gahramonlar ruhiyatini tasvirlashda katta ta’sir ko‘rsatdi. Z.Freydning tushlar talqini va
kundalik hayot psixopatologiyasi kabi asosiy ishlari adabiyotga psixoanalizning asosiy
tamoyillarini kiritdi. Z.Freyd “Ona ruhiyati” nazariyasida ona-bola munosabatlari, onalikni
yo‘qotish, onalikning tashqi munosabatlari, ona ruhiyati va boshqa munosabatlarni tahlil
qilishni o‘rganish uchun psixoanalizni qo‘llagan (Freyd Z., 2003, 387). J. Lakan Freydning
psixoanaliz usulini fransuz falsafasi va sotsiologiyasi ta’limotlari bilan modernizatsiya qildi.
Julia Kristeva fransuz faylasufi psixoanalizni feminizm va tilshunoslikka kengaytirdi.

Badiiy asarlardagi ayollar ruhiyati tasviri, ularning oila va jamiyatdagi o‘rni bilan
bog‘liq tavsiflar davrni xarakterlashda ham muhim omil vazifasini o‘taydi. Ona ruhiyatining
psixoanalitik tahlili jahon adabiyotida keng muhokama qilinadigan tadqiqot mavzusi
bo‘lganligi sabab, Enn Enrayt ko‘pincha asarlarida onalik mavzusiga murojaat qiladi. U
nafaqat tajribali adabiyotshunoslar, tanqgidchilar doiralari uchun, balki oddiy kitobxonlar
uchun ham gahramonlarini noodatiy va yangi qirralarda gavdalantiradi. Adibaning tanlangan
asarlarida onalikning go‘zal tabiati, bemisl mehr-muhabbati tasvirining biografik va psixologik
tahlili ushbu faslning mohiyatini tashkil giladi. Psixologik tahlil asar qahramonining ichki
dunyosiga kirish, barcha tafsilotlari bilan tasvirlash, uning ruhiy holatini ochib berish, hayoti
davomidagi qayg‘u-iztiroblarining barcha nugqtalarini bera olishidadir. XX asr boshlarida
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Zigmund Freyd va Karl Gustav Yunglar inson psixologiyasining asoslarini ishlab chiqishi
bilan badiiy adabiyotda qahramon psixologiyasini o‘rganish dolzarb ekanligini ko‘rsatdi
(fOur K.I., 2011, 355) Enraytning asarlarida ushbu psixoanaliktiklarning mezonlariga
asoslanib psixologik tahlil nuqtai nazari bilan yondashamiz. Ushbu tahlilda uning “What Are
You Like?”, “The Gathering” hamda “Making Babies” esselar to‘plamidagi onalik, til va
o‘zlikni anglash, hamda “7The Green Road” romanida keksalik ruhiyati, kasallikdan aziyat
chekkan ona mavzulari ochib beriladi.

ASOSIY QISM

Muhokama Enraytning uch asarida ifodalangan onalik muammosi yoki ona va qiz
o‘rtasidagi munosabat atrofida bo‘lib, esselar to‘plami homiladorlik holatlari hagida hikoya
qilinadi. Enraytning romanlarida onalikning turli usullarda namoyish etilishi, shuningdek,
onalik, til va shaxsiyat o‘rtasida bog‘liqlikning mavjudligi o‘rganiladi. Ushbu uzviylik hagida
Y. Kristeva paradoksal fikr bildiradi: “doimiy bo‘linish bu tana bo‘linishi va natijada tilning
bo‘linishidir” (Kristeva J., 1987, 254).

What Are You Like? va The Gathering romanlarining ikkalasida ham ona mavjudmasdek:
u har doim uzoqda, olib tashlangan, yetishib bo‘lmaydigan; qizlarda uyg‘otadigan tuyg‘ulari
hech qachon sevgi emas, balki har doim dushmanlik, aybdorlik ruhiga yo‘g‘rilgan. Shunga
qaramay, romanlar o‘rtasida onaning mavjud emaslik holati bo‘yicha ba’zi farqlar mavjud
bo‘lib, onani gizidan ajratib turadigan masofa minimalligiga qaramay farqlanadi: “What Are
You Like?” romanida ona vafot etgan, holbuki “The Gathering”da tirik bo‘lsa-da, asosiy
e’tibor qiziga qaratilgani uchun ikkinchi darajaga tushiriladi. 2000-yilda yozilgan “What
Are You Like?” romanida ona qizi doim ro‘para bo‘lishi bilan his qilinadigan qo‘rquv
ob’ekti bo‘lib ifodalanadi; 2007-yildagi “The Gathering” romanida onaga hamdardlik bilan
munosabatda bo‘linadi, uni tushunishga va uning befarqligini oqlashga urinish paydo bo‘ladi.
Romanlarni ajratib turadigan etti yil ichida sodir bo‘ladigan holat Enraytning o‘z onaligidir.
Bu fakt Y. Kristevaning fikrini isbotlash uchun ishlatilishi mumkin: “Tug‘ish orqali ayol
onaga aylanadi, o‘z onaligi bilan muloqotga kiradi; ular o0‘z-o‘zidan ajralib turadigan bir
xil davomiylikdir” (Kristeva J., 1980, 239). Shunga garamay, onani o‘rab turgan sukunatga
dosh berib bo‘lmaydigan holat sifatida qaraladi, bu esa onalarning tillarini yo‘qotish xavfini
ko‘rsatadi. Tilning yo‘qolishi o‘zlikni yo‘qotish xavfi bilan tengdir va ikkala roman ham
qahramonlarining shaxsiy inqiroziga qaratilgan: “What Are You Like?” to‘g‘ridan-to‘g‘ri
inqirozga ishora qiladi, “7The Gathering ”da bosh gahramon akasining o‘limi natijasida yuzaga
kelgan o‘ziga xoslik inqiroziga qaratiladi. Ikkala romanda ham ona asardagi qahramonlar
shaxsiyati qayta tiklanadigan subyekt sifatida tasavvur qilinadi. Har ikkala matnda garchi
qizlarni ona orqali o‘zligini topish istagi umidsizlikka tushgan bo‘lsa-da; gizlar anglaganidek,
ularni onalik o‘rnida kutayotgan narsa ularning aslida kimligini ochish emas, balki “ushbu
o‘ziga xoslik, mutant, ikki tomonlama — ona va bola” o‘rtasidagi yo‘qotishdir (Enright A.,
2000, 20) Shuning uchun, o‘zligini topishda, ular onani rad etishlari kerak. Bu esa shaxsiyat
ona bilan doimiy munosabat evaziga yaratilganligini ko‘rsatadi.

Enn Enraytning “What Are You Like?” romani egizaklar — Mariya Delahanti va
Rouz Kotter — tug‘ilganidan bir-birlarini bilmay ajralishlari ularning qayta topishishlari
sayohati tasvirlangan asardir. 1985-yilda Mariya sevgilisi qo‘lida unga juda o‘xshash suratni
ko‘rgach, bu o‘zining surati emas, balki singlisi bo‘lishi mumkinligini tushunadi. Mariyaning
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nafaqat singlisi, balki egizaklari ham borligini anglashi, hikoyaning qolgan qismini Mariya
va egizaklari o‘zlarining mavjudligi haqidagi haqiqatni izlashlari sifatida tasvirlangan.
Nafaqat turli davrlarni, balki turli shaharlarni ham qamrab olgan ushbu romanda gizlarning
ajralishiga olib keladigan ijtimoiy ta’sirlar, yo‘qolgan o‘zligini idrok etish va keyinchalik
oilaviy rishtalarini anglash bilan kurashish yo‘llari ko‘rsatilgan. Mariya va Rouzning kutilgan
uchrashuvi hikoyani boshqargan bo‘lsa-da, ularning oilaviy hikoyalari ularning ajralishlariga
va bir-birlarining mavjudligiga e’tibor bermasliklariga olib keladigan ijtimoiy omillarni
ko‘rsatadi.

Hikoya shuningdek, ularning hayoti va onalarining hayoti o‘rtasidagi sezilarli farqlarni
ta’kidlab, 1960-yillardagi ayollarga nisbatan 1980-yillardagi munosabatlarni tasvirlaydi.
Mariya, Rouz va oilasi gilgan tanlovlari ular shaxsiyatining ajralmas qismidir, chunki Mariya
va Rouz o‘z oilalari bilan birga mamlakatlaridagi ijtimoiy magomlarini muhokama qiladilar.
Shu tarzda, Enraytning romani o‘ziga xoslik o‘zgaruvchan ekanligini va oxir-oqibat irland
milliy o‘ziga xosligining an’anaviy shakllarini beqarorlashtirishini ko‘rsatadi, tug‘ilishidan
ajratilgan egizaklarning yana bir-birini topish vaqtigacha o‘zligini yo‘qotish izlarini
tasvirlaydi. Egizaklarning tug‘ilishi juda og‘ir sharoitlarda sodir bo‘ladi: homilador paytida,
onalarida miya shishi paydo bo‘lib, ularning tug‘ilishi aslida onalarining o‘limiga sabab
bo‘ladi, ayol vafot etadi, lekin bolalarini saqlab qolish maqsadida uning hayotiy funksiyalari
sun’ily ravishda saqlanib qolinadi. O‘lib bo‘lgan onadan (hujayra) tug‘ilgan gizlar uchun
tug‘ish harakati tavsifini onalik qo‘rquvi deb atash mumkin. Ushbu parchada bu quyidagicha
tasvirlangan: “His wife was lying in the bed. Her chest was pushed out with air, like a fist,
the tubes up her nose were choking her, the wires to the heart monitor were shocking her
into a pulse. His wife did not move. He thought of the baby drifting inside her, floating,
wired. Its pulse was confused, but real. While hers was not real, they said, because she was
dead’... Yotogda yotgan rafigasining ko ‘krak qafasi mushtdek bo ‘lib, havo bilan to ‘ldirilgan,
burnidagi naychalari uni bo‘g‘ib qo ‘ygan, yurak monitorining simlari puls bilan urardi.
Xotini gimirlamasdi. U uning ichida suzayotgan, o ‘ralib yotgan chaqalogni o ‘yladi. Yurak
urishi chalkash bo ‘Isa ham haqiqiy urardi (Enright A., 2000, 225).

Shunday qilib, tug‘ish hayot va o‘lim o‘rtasidagi chegaralarni buzgani kabi jismi o‘lik
onadan qanday chaqaloglar dunyoga kelishi Evelinni hayratga soladi: qizlaridan birining
o‘gay onasi Evelin chaqaloqqa qarab: “What kind of child comes out of a dead woman? A
child with no brain? A child with two heads? Or no child at all? Just the smell of one maybe,
or its wriggling, in the shape of a box. Evelyn looked at Maria, sitting on the carpet, all
flesh and smiles and spit. She was small for a monster”. (Vafot etgan ayoldan ganday bola
tug ‘iladi? Aqlsiz bolami yoki ikki boshli bolami? Yoki umuman bola emasmi? [ ........ ]. Evelin
gilam ustida do ‘mboqqina, jilmaygan va tupuklari oqib turgan Mariyaga qaradi. U yirtqich
bo ‘lish uchun hali juda kichkina) (Enright A., 2000, 15) deb o‘yladi.

Qiz onasining hayoti evaziga tilga kirib, o‘zligini tan olishi yangi tug‘ilgan chaqalogning
birinchi aytgan so‘zlari uning o‘z ismi ekanligi bilan ta’kidlanadi: “Mariya”, — dedi u [otasi]:
“Mariya. Uning tug‘ilishidan ko‘ra dahshatliroq nima bo‘lishi mumkin? Faqat mana shu:
uning tomog‘idan ikki marta chiggan birinchi so‘z uning ismi edi”. Shunday qilib, roman
o‘ziga xoslik, til va matrisid o‘rtasidagi bog‘liglikni aniq ko‘rsatib beradi; shuningdek, onani
u yo‘q qilgan taqdirda ham sevish mumkinligini anglatadi. Bu tug‘ilgandan so‘ng darhol
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birovga berilgan va o‘zining kelib chigishidan bexabar bo‘lgan Rouzga mos keladi; u asrab
olinganini bilgach, har bir ayolda o‘zining “haqiqiy” onasini ko‘radi. Xuddi shunday, otasi
tarbiyasida qolgan va onasining o‘limidan xabar topgan qiz Mariya onasining izini topishga
harakat giladi, lekin hech qachon buning uddasidan chigmaydi: “She has a feeling like there
is someone always coming around the corner, who never arrives”. (U har doim burchakdan
hech qachon kelmaydigan kimningdir kelayotganini his giladi) (Enright A., 2000, 54). Sirli
va yashirin qolishi kerak bo‘lgan sirlarni oshkor qilish va “ego hali o°zini tashqi dunyodan
va boshqa odamlardan keskin chegaralanmagan davrga” qaytishga majburlash holatini ikkala
giz ham boshdan kechiradi, natijada bu iztirob o‘z joniga qasd qilishga sabab bo‘ladi (Freud
S., 2008, 324). Oz shaxsini shakllantirish uchun qizlar onasining yo‘qligini hatto ramziy
darajada bo‘lsa ham, qabul qilishlari kerak bo‘ladi, chunki ona timsoli bolaga shaxsiyatni
yo‘qotish bilan tahdid giladi. Enraytning romanida qizlar onaning yo‘qligiga ko‘nikib, qabul
qilgandagina avtonom shaxsga aylanishi mumkin; xuddi Mariya “onasini bir paytlar yozgi
ko ‘ylagida, paltosida yoki maktab sumkasida ushbu xiyobonlar bo ‘vlab aylangan va sayr
qilgan, endi esa u boshqa qaytib kelmasligini (...). U har safar sayr qilganida, doimiy sayr
qilmay, allagachon ketgan deya anglagani va qabul gilgani singari”. (Enright A., 2000, 53).

“What Are You Like?” romanida qgizlar o‘zligini topishda onaning o‘limiga sabab
bo‘lishlari chuqur psixologizm asosida yoritilgan; “The Gathering” romani ham xuddi
shunday o‘lim sahnasini aks ettirsa-da, ammo bu safar shafqatsiz realizm metodidan biroz
chekinadi. Ushbu romanda tasvirlangan ona-qiz munosabatlari onaning yo‘qligiga va
yo‘qotish iztiroblariga asoslanadi: “Always vague, Mammy is now completely faded. I look
her in the eye and try to find her, but she guards whatever she has left of herself deep inside.
She looks at the world from this far place, and allows it all to happen, without knowing quite
what it is. It is hard to tell how much she takes in, but there is a peacefulness to her too”.
Oyijonim har doim noaniq va butunlay xiralashgan. Men uning ko ‘zlariga garayman va uni
topishga harakat gilaman, lekin u o ‘zidagi hamma narsani botinida saqlaydi. U dunyoga
mana shu uzoq joydan nazar tashlaydi va tushunmasdan barcha hodisalarni sodir bo ‘lishiga
garab turadi. U dunyo tashvishlarini oz domiga olgan deb aytish qiyin (Enright A., 2007,
197).

Qizning onasi bilan har safargi uchrashuvi muvaffaqiyatsiz uchrashuv, ya’ni ko‘ngilsiz
hodisadek tasvirlanadi, qiz hali ham buni qabul qila olmaydi: “I¢ still puts me in such a rage.
The way, when I turn away, she seems to disappear, and when I look, I see only the edges. [
think I would pass her in the street, if she ever bought a different coat. If my mother committed
a crime there would be no witnesses - she is _forgetfulness itself”. Bu meni hali ham g ‘azabga
soladi. Men burilganimda, u g ‘oyib bo ‘ladi va qaraganimda, uning girralarini ko ‘ra olaman.
Agar u boshqa palto sotib olgan bo ‘lsa, ko ‘chada uning yonidan tanimay o ‘tib ketaman,
deb o ‘ylayman (Enright A., 2007, 3). Bosh qahramon Veronikaning, allagachon ona bo‘lgan
shaxsning inqirozi, ona sifatida u ham so‘nishi yoki o‘zi aytganidek, hayotini “vergullarda”
yashashga rozi bo‘lishi kerak, degan shubhadan kelib chigadi. Roman oxirida Veronika eri
va qizlarini tashlab ketadi; bir necha kundan so‘ng, u qaytishga qaror qiladi, “o‘z hayoti
izmiga tushib qolish” jarayonini tugatadi, o‘zining almashtirilishi va o‘ziga xosligi yo‘qligi
haqgiqatiga duch keladi va shu bilan ramziy onalik funksiyasini bajarishga rozi bo‘ladi.

Enraytning “What Are You Like?” romanida ona bo‘lish ramziy darajada o‘limga
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tengdir, buni qizlarning bir-birlariga murojaati va onalikni rad etishlari bilan birga o‘z
shaxsi haqidagi yakuniy xulosalari orqali tasvirlanadi. Qizning nuqtai nazaridan yozilgan
roman o‘ziga xos “onalik dahshatini” taqdim etadi; undan farqli o‘laroq, “The Gathering”
allagachon ona bo‘lgan qizning nuqtai nazarini qabul giladi va shuning uchun roman onalikni
rad etish emas, balki qiz—ona tadrijiy bosqichi ramziy tartibda oz o°rni sifatida qabul qilishi
kerak bo‘lgan muzokaralar, sheriklik va sukunat hamda so‘nish bilan murosaga kelish deb
hisoblanadi.

Enraytning romanlari onalik va onalar haqida yozish mumkin emasligini isbotlashi
mumkin; shuning uchun ular Y. Kristevaning “til ramziy funksiya sifatida beixtiyor harakat
va onaga doimiy munosabatni bildirishdan iborat” degan fikrini to‘liq tasdiglaydi, deyish
mumkin (Kristeva J., 1987, 136). Biroq ikkala romanda ham onaning gapirishiga ruxsat
berilgan joylari mavjud. “What Are You Like?” romani uchinchi shaxs tilidan hikoya qilinib,
vafot etgan ona Annaning hikoyati ifodalangan oxirgi bob bundan mustasno. Uning gabr
ortidan so‘zlagan nutqida ayollar, xususan, onalarning tilga bo‘lgan munosabati haqida to‘g‘ri
fikr bildiradi: “When I was dying, I thought I should write things down, but the words made
no sense. I thought that if [ could write I would not die, but that made no sense either. There
is no story to living and then dying. There is no story to living, and having a child, and dying.
Not for me. No matter what order I put them in”. Men o ‘layotganimda, nimadir yozishim
kerak deb o ‘yladim, lekin so zlardan hech ganday ma’no yo ‘q. Yoza olganimda edi, o ‘Imagan
bo ‘lardim deb o ‘yladim, lekin buning ham ma’nosi yo‘q. Yashash va so ‘ngra o ‘lish hagida
hech ganday hikoya yo ‘q. Yashash, farzand ko ‘rish va so ‘ngra o ‘lish haqida ham yozilmagan.
Ularni qanday tartibda qo ‘ymayin, bu menga bog ‘lig emas (Enright A., 2000, 234).

Aynan tilning ramziy tartibida onaning o‘rnini anglash Annani: “Men bu erda, qabrda,
so‘zlardan va ular nimani xohlashlaridan qo‘rqaman” deb tan olishga majbur giladi. Enrayt
asarni ishtirok etmagan ona nutqi bilan yakunlar ekan, onalik boshqa tilga muhtoj bo‘lsa ham,
oz ifodasi uchun o‘rin topishiga ishora qiladi. “The Gathering "da ona ovozi nazokatli, ammo
umidvor tarzda jaranglaydi. Enrayt onalik va til haqgida so‘ralganda, shunday javob berdi:
“Barcha munosabatlar biz va onalarimiz o‘rtasida sodir bo‘ladi, shuning uchun onalar haqgida
yozib bo‘lmaydi” (Enright A., 2008, 3). Uning ushbu so‘zlaridan tilning kelib chiqishida ota
emas, ona joylashganligini anglashimiz mumkin. Balki biz bu ona haqida ramziy ma’noda
shaxsiyatimizga tahdid sifatida tasavvur gilingan onani emas, balki barcha hikoyalar ortida
topilishi mumbkin bo‘lgan ijodkorlik asosi va manbai, jismoniy vokalizm sifatida o‘ylashimiz
mumkin. Xulosa qilib aytadigan bo‘lsak, Enrayt xuddi “7he Gathering” romanidagi Veronika
singari, allagachon ramziy funksiyaning chegaralarini biladigan, lekin unga to‘liq rioya
qilishga rozi bo‘lmaydigan qiz va onadir.

“The Gathering” va “The Forgotten Waltz” romanlarida ona obrazi ahamiyatli, ammo
ikkinchi darajali hisoblanadi. Enrayt o‘z asarlarida turli yoshdagi ayollar psixologiyasiga
jiddiy e’tibor garatadi. Uning “The Green Road” romanida qaysarlik, itoatsizlik, keksalik
ruhiyati, kasallikdan aziyat chekkan ona xususiyatlari ifodalangan. Yozuvchi “The Green
Road” romanida keksalikni yaxlitlik yoki zaiflik tasvirlari orqali emas, balki bo‘shliglar
va tugallanmagan istioralar orqali tasvirlaydi. Yozuvchining bugungi kundagi barcha
asarlaridan ko‘ra ko‘proq “The Green Road” romani keksa ayolning so‘nggi kunlari tasviriga
bag‘ishlangan. “The Gathering” romanidagi ona parishonxotir, kuchsiz, zaif, kasalmand,
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o‘n ikki marta homilador bo‘lgan, nasl qoldiruvchi roli tufayli sog‘ligidan ayrilgan. “The
Forgotten Waltz "ning noto‘g‘ri yo‘l tutgan qahramoni Jinaning onasi Joan garchi aybdorlik
va repressiya tuyg‘ulariga qaram bo‘lsa ham, o‘z erkiga ega, mustaqil, oilaviy vazifalaridan
tashqari subyektiv mavjudlikka egaligi sabab, boshqa ko‘rinishdagi ona timsolidir. Biroq
aynan o‘z erki tufayli jamiyat tomonidan unutilgan va qizi uchun mavhumlik olamiga
yo‘naltirilgan siymo, chunki qizi onasining sa’y-harakatlarini qganday baholashga ojiz.

Marina Uornerning ta’kidlashicha, yoshi ulug® ayollar katta hayotiy tajribaga ega
bo‘lishadi (Marina W., 2009, 23). Bu Enraytning “The Green Road” romani bilan bog‘liq holat
bo‘lib, u Rozalin Konsidinning qanchalik ramziy va o‘ziga xos obraz ekanligini ko‘rsatadi.
“The Green Road” butun Irlandiya romanining ko‘plab an’anaviy tasvirlari — oila, avlodlar
o‘rtasidagi rishtalar, mulk, motam, ichkilikbozlik, tushunmovchilik, tarixiy jarohatlar soyasi,
hissiz munosabatlar iztirobini sabr-toqatli, ammo tahqirlangan ona timsolining his-tuyg‘ulari
bilan bog‘liq holda gayta ko‘rib chiqadi. Haqiqatan ham, “The Green Road’ nafagat onaning
roli markazdaligi uchun, balki G*arb madaniyati va Irlandiya jamiyatidagi ramziy onalikning
barcha muammoli tomonlarini birlashtirgani uchun ham hayratlanarli. Ajablanarlisi
shundaki, Rozalin ayollikning ko‘plab qarama-qarshi arxetiplarining qat’iy orqaga qaytishi
va takrorlanishi kabi namoyon bo‘ladi: u aybdorlikni his qiladigan, fidoyi irland onasi.
Rozalin — bir vaqtning o‘zida buyuk ona, ayol kuchining bemisl timsoli. A.Fogatining
aytishicha “Rozalin shved psixologi Karl Yung ijodidagi Yungning buyuk ona tasviri, arxaik
ayol kuchining kuchli ramzi, ayolning Irlandiya ramzi sifatida qayta tartiblangan ko‘rinishi,
nugsonli roman gahramoni, “Qirol Lir’ning ayol timsoli va zamonaviy Irlandiyada keksa
ayolning psixologik jihatdan aniq portreti” (Anne F., 2018, 131). Ushbu rollar mozaikasi
Enrayt tomonidan ayollik va keksayish haqidagi keng tarqalgan afsonalarni tadqiq qilish va
zamonaviy Irlandiyadagi uni tasavvur gilish mumkin bo‘lgan barcha xususiyatlardan mahrum
keksa ayolning ruhiy holatini o‘rganish uchun birlashtirilgan.

Rozalin yetmishidan oshgan keksa ayol bo‘lib, keksaligiga qaramay, uy sharoitida
qolishni istamasligi, mashina haydashi va yolg‘iz sayr qilishi haqidagi doimiy ishoralar va
asosan, o°‘zini xotirjam his etmayotgan uyini sotish istagi romanda yaqqolroq yoritilgan.
Rozalin unga ta’sir giladigan jismoniy va ruhiy azob-uqubatlardan o‘zini xalos qila oladigan
murakkab xarakterga ega. Kichkina qizining xotiralari romanning boshida retrospektiv tarzda
keltiriladi. Rozalinning keyingi o‘y-xayollari prospektiv xarakter kasb etadi, ya'ni bolalari
uni tashlab ketganidan va yolg‘izligidan iztirobga tushadi, shuningdek, vaqtning shiddati va
keksaliklikning nochor holatidan qayg‘uradi: “Every day she drove out in her little Citroén
and she walked. She was the old woman of the roads. But she had legs like Arkle, her husband
used to say, by which he meant that she was a thoroughbred. Rosaleen recognised, in her
reflection, the good bones of her youth. She never lost it”. Har kuni u o ‘zining kichkina
Sitroen mashinasini haydab ketar va piyoda yurardi. U yo ‘ldagilar ichida eng keksasi edi.
Ammo uning oyoqlari Arklega (ot turi) o xshardi, bu bilan eri uning zotli ekanligini nazarda
tutgan edi. Rozalin yoshligidagi bu jihatni hech gachon yo ‘qotmagan (Enright A., 2015,
151). Rosalin keksa zamonaviy, jismonan kuchli, irodali va murakkab ona timsoli bo‘lib, 0‘z
muammolarini hal qilishda oilasini birlashtiradi. Rosalin xarakteri onalikning qurbonliklari,
bosimlari va hissiy kurashlarini, shuningdek, tanlovining farzandlariga ta’sirini ochib beradi.

Makon va geografik koordinatalar romanda bir-biriga zid bo‘lgan vagqtinchalik
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tuzilish tamoyillarini belgilaydi. Enrayt roman ekspozitsiyasini Ballinaxoun tasviri
bilan boshlaydi. Muallif voqealarga ko‘p aralashmasa-da, lekin makon tasvirida ayni
paytda uning tabily manzarasi va muhitini o‘z xotiralari asosida ifodalaydi. Kleyr Barren
okrugi manzarasi shunchaki roman uchun fon yoki vogealar ro‘y beradigan makon emas.
Aksincha, u insoniy tuyg‘ular bilan to‘qnashadigan va kengaytiradigan turli vaqtinchalik va
geosiyosiy o‘lchovlarni ta’minlovchi qadimiy manzara sifatida qabul qilinadi. Rozalinning
keksayishi tufayli azob chekish hissi u yashaydigan qadimgi qoyali manzara va undagi turli
geologik, tarixiy qatlamlar nuqtai nazaridan o‘lchanadi va baholanadi. “Yashil yo‘l” asari
1845—1849-yillardagi ocharchilik davrida och qolgan irlandliklarning achchiq hayotini badiiy
ifodalagan. U shuningdek, irlandlarning kelib chiqgish masalasini kinoya bilan ko‘taradi va
Irlandiya o‘tmishi, zamonaviy Irlandiyaning qatag‘on qilingan jihatlariga, jumladan ochlik,
qashshoqlik, ijtimoiy tengsizlik, aqliy muvozanat va emigrasiyaga magsadli ravishda ishora
qiladi. Yashil yo‘l ham ramziy ma’noda yangi yo‘nalishni ko‘rsatadi. Enraytning obrazlari,
ayniqgsa Rozalin, uy, oila, o‘tmish, xotira bilan bog‘langan. Avtomobildagi sayohat — Rozalin
vauning katta qizi Konstansni eng yorqin xotiralari tasvirini gamraydi. Bundan tashqari, yashil
yo‘l shaxsiy va insoniylikdan tashqari istigbolga va shunga mos ravishda gahramonning ruhiy
olamiga burilish uchun ikki tomonlama ehtiyoj bilan bog‘liq. Rozalin halokatga uchragan
Shimoliy Kleyrning eng muhim qirg‘oq chizig‘i Atlantika okeani, shuningdek, Galvey
ko‘rfazi va Aran orollariga tegishli. O‘z keksa qahramoni kechinmalari va bu xushmanzara,
sokin tabiat tasviri orqali Enrayt bir vaqtning o‘zida o‘z-o‘zini anglash muhimligini, lekin
undan ham muhimroq ma’nan kamolga yetgan, hayotiy tajribasi ulug®, xatolardan xulosa qila
olgan keksalik tamoyilini talqin etadi. Shu ma’noda, Rozalinning tugallanmagan hikoyasi
va uning narsalar va makonning moddiy miqyosidagi o‘rnini bilishga intilishi “The Green
Road” romanining etuk roman ekanligiga ishora giladi. Ammo yetuklik Enrayt uchun sobit
holat emas, balki intilishdir, uning keksa qahramoni hayoti oxirigacha notinch, o‘zgaruvchan
va ziddiyatli bo‘lib qoladi.

Rozalin xuddi mantra singari Emili Loulessning “Fontenoy, 1745” (Fontenoy, 1745) va
Jeyms Manganning “My Dark Rosaleen” (Mening tushkun Rozalinim) she’rlaridan igtibos
keltirganda, ular keksa ayolning qarama-qarshi his-tuyg‘ulariga metafora bo‘lib xizmat
qiladi, lekin bu ham uni Irlandiya tarixining noaniq nuqtalari, uy sog‘inchi, ayollik, sog‘inch
ramzi, milliylik, ijtimoiy-siyosiy intilishning mustahkamlashuvi bilan bog‘laydi (Emily L.,
2012, 133). Kiara Xoganning tahlil gilishicha, Klarens Manganning she’ridagi erkak timsoli
ham tashlab ketilgan Rozalinga qaratilgan bo‘lib, unga yordamga kelish va shu tarzda unga
bo‘lgan sog‘inchini izhor etish bilan uning ayanchli holatini tiklashga intiladi (Ciara H.,
2010, 131). Shunday qilib, she’rlar qizi Konstans “unda aytib bo‘lmaydigan yuzlab xatolar
bor”ligini kuzatganidek, Rozalinning notinch va norozi his-tuyg‘ularini etkazishda dolzarblik
va noaniqlik kasb etadi. Rozalinning yo‘qotish hissi o‘n to‘qqizinchi asrning she’riy nolalari
bilan parallel ifodalangan bo‘lib, ular o‘z navbatida Irlandiya tarixining oldingi davrlariga
ishora giladi. Rozalin boshidan kechirgan bu dunyo va “narigi dunyo” o‘rtasidagi keskinlik
jamoaviy va falsafiy xususiyatga ega. Rozalinning kenja qizi Xanna aktrisa bo‘lish orzusida
muvaffaqiyatsizlikka uchrab, alkogolizm va tug‘ruqdan keyingi ruhiy tushkunlik bilan
kurashadi va chaqalog‘i bilan doimiy ziddiyatda bo‘ladi. Konstans onalik haqida qayg‘u bilan
“with no gap —or none that she could discern — between breast-feeding and breast cancer,
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between tending and dying” (emizish va ko ‘krak saratoni, parvarish va o‘lim o ‘rtasida
hech qanday bo ‘shligsiz, u tushuna oladigan darajada) (Enright A., 2015, 94) vaqt o‘tishini
tezlashtirish haqida o‘ylaydi. Konstans “do‘kon oynasidan tushayotgan o‘z aksini tanimadi”.
Rozalin ham olti yosh, etmish olti yosh deya ta’riflangan o‘zining yo‘qolgan yoshligining
vizual giyofasini saqlab qolishga intiladi: “no longer recognized her own reflection coming
at her from a shop window” (Uzoqdan orqa tomondan, har ganday yoshda bo ‘lishingiz
mumbkin) (Enright A., 2015, 196). Shu bilan birga, u o‘zining keksa holatini melodramatik
tarzda aks ettiradi va uyining qarovsizligini o‘zining qarilik, qashshoqlik va charchoq hissi
kuchayib borayotganining tashqi ko‘rinishi sifatida ko‘radi: “The shut-up rooms that she had
abandoned, over the years; the pity of it; an old woman chased into a corner by her own
house. The pity of it - an old woman” (U yillar davomida tashlab ketgan yopiq xonalari;
afsuski; bechora kampirni o ‘z uyidan burchakka quvdi) (Enright A., 2015, 165).

Hafsalasi pir bo‘lgan keksa Rozalin Rojdestvo kuni oilasini tark etadi va yashil yo‘lda
adashib qoladi. Uning tushdan keyin mashinada so‘ngra piyoda boshlagan sayohati, balki oz
joniga qasd qilishning noaniq zarbasi, 0‘z o‘tmishiga ziyorat qilish, oldingi holatiga qaytish,
afsonaviy onalikni bekor qilish istagi va o°zini tinchlantirish hissiyoti hamdir. Buni quyidagi
satrlarda kuzatishimiz mumkin: “This is why Rosaleen had come up here, to this wild place.
She had come to cleanse herself of forgetfulness and of fury. To shout it loud and leave it
behind”. (Mana shuning uchun Rozalin bu kulbaga keldi. U beparvolikdan va g‘azabdan
poklanish uchun keldi. Buni baland ovozda bagirish va hammasini ortda qoldirish uchun
keldi) (Enright A., 2015, 265).

Rozalinning qadimiy go‘shaga sayohati fitratining ijobiy tomonga o‘zgarishidan
dalolat beradi. O‘zining o‘tmishdagi hayotini va aynigsa eri bilan bo‘lgan har tomonlama
ruhiy munosabatlarini ko‘rib chiggach, u tabiiy holda hayvon holatiga aylanadi: “Rosaleen’s
head was hanging low like an old horse, she was on all fours and the stones hurt her knees
[- . .] but she couldn 't turn back, she had no confidence in the road, she thought it might be
disappearing behind her. This is where Rosaleen was now. She had fallen into the gap”.
(Rozalin to ‘rt oyoqda, boshi qari otga o ‘xshab osilib turardi, toshlar esa tizzalarini og ‘ritardi,
ammo u orqaga qaytolmasdi, chunki u yo ‘Iga ishonmasdi, yo ‘l uning orgasida yo ‘qolib qolishi
mumkin deb o ‘ylardi. U bo ‘shligqa tushib qolgandi) (Enright A., 2015, 266). Uning ushbu
holati keksayib qolgan ayolning holdan toygani, oyoqlarida yurolmasdan hayvon singari
harakatlanishi, qo‘rquvdan uyiga qaytolmasligi yosh bilan izohlanganda yoshi o°‘tib qolgan
ayollarning zaif ekanligidan dalolat beradi. U tushgan tubsizlik moddiy va tarixiy, lekin
ayni paytda tush va alahsirash ham edi. Tarixiy tubanlikdan chigmaslik, uning muhtojligi
va zaifligi irlandlarning 1845-1849-yillardagi ocharchilik davridagi qiyinchiliklarini eslatadi.
Rozalin sudralib borgan bu xavfsiz joy “a famine cottage” ocharchilik davridan qolgan kulba
edi: “There was a little ruin of a house up here, and she would be safe inside [. . .] but first
she had to cross the hungry grass in front of the doorway [.. .] of course, after she crossed
the hungry grass then she would be hungry for ever. That was the curse of it” (Agar u ushbu
xaroba uyga kirsa, u yerda xavfsiz bo ‘lardi, ammo kirishdan oldin u albatta eshik oldidagi
yovvoyi o ‘tlarni kesib o ‘tishi kerak, och o ‘tlarni kesib o ‘tganidan so ‘ng u ichkarida abadiy
ochlikda qoladi) (Enright A., 2015, 273).

Yovvoyi o‘tlar bilan bog‘liq tagiqlarning vahimali tabiatiga qaramay, Rozalin, hayotning

111



World literature 2 (2024)

gashshoqligi, hamma ishtirok etadigan hayvon-inson tabiati, barcha tirik mavjudotlarning
ochko‘zligi, o‘tmishda ocharchilikda qolgan irlandlarning da’volarini va hozirgi paytda
tushkunlikka tushgan irlandlarning hissiyotini anglab, kulbada tasalli topadi. Garchi Rozalin
haqgiqatan ham o‘zini kashf qilish yo‘lida azoblangan, jafo chekkan bo‘lsa ham, unga bo‘lgan
munosabatlarini gayta kashf etgan va uni hayotga qaytargan farzandlari tomonidan qutqariladi.
Ammo bu Rozalinga yengillik olib kelmaydi va baxtni kafolatlamaydi. Oqgibatda u uyini
sotadi, shuncha yillar hayot kechirgan uyi kimsasiz, bo‘sh qoladi. Madiganning bo‘sh uyi
buvisining Bulavundagi tashlandiq dala hovlisi va Nokauns tog‘i Flaggi qirg‘og‘i yaqinidagi
kulba uyga o‘xshab kimsasiz qoladi. Manzaradagi bu bo‘shliglar oddiylik, o‘tmish bilan
hisoblashish zarurati va insonning borliq tabiatiga kirib borishga bo‘lgan doimiy izlanishlari
haqida abadiy eslatmalar bo‘lib xizmat qiladi.

Rozalin qizi Konstansning zamonaviy uyiga ko‘chib o‘tadi; uning so‘nggi noaniq
hayoti vaqtinchalik shahar chetidagi uyda sodir bo‘ladi, u erda u zamonaviy hayotning
global va ildizsiz tabiati bilan yuzma-yuz keladi. Enrayt gahramoniga o‘z o‘limini boshdan
kechirishga imkon berib, keksalik pallasining hissiy jihatdan murakkab tomonlarini ochib
berdi, ammo tanqidiy gerontologiya g‘oyalariga muvofiq qarish bu ochiq adashish, xatolik
jarayoni ekanligini, an’anaviy ravishda qabul qilinganidek, donolik yoki xotirjamlik bilan
tenglashtirib bo‘lmasligini ta’kidladi. Enraytning ta’kidlashicha, onaning ishtirok etmasligi
badiiy adabiyotning simptomatik xususiyatidir va shuning uchun romanga onaning kiritilishi
“g‘alati, gayrioddiy va qiyin qaytish” ekanligini bildiradi. Rozalin matnda qattiq nazorat
qiluvchi ona va farzandlari hayotining asosiy tayanchi sifatida o‘z taqdiridan chetlashtiriladi,
kamchiliklari va nugsonlari bilan murosaga kelish va dunyoni tushunish uchun davom
etayotgan kurashida holdan toygan ayol sifatida o‘zini qayta kashf etadi. Romanning
yakuniy so‘zlarini ham Rozalin aytadi, ammo bu safar uning noroziligini bartaraf etish
va tashvishlaridan voz kechishga ishora qiladi: “I have paid too little attention,’ she said.
‘I think that's the problem. I should have paid more attention to things” (Men juda kam
etibor berdim”, dedi u. “Menimcha, muammo mana shunda. Men hammasiga e tiborliroq
bo ‘lishim kerak edi) (Enright A., 2015, 310). Onalarning e’tiborli bo‘lishi bilish nazariyasi va
psixoanalizda asosiy tushuncha ekanligini adiba ushbu jumlalar orqali ifodalaydi.

E’tiborning ong va bilimni shakllantirishdagi roli faylasuflar va bolalar psixologlari
tomonidan keng muhokama qilingan. Avvalo, e’tibor axloqiy va falsafiy tafakkurning,
shuningdek, estetik ijodkorlikning muhim jihati sifatida belgilangan. Masalan, Saymon
Veyl barcha e’tiborimizni obyektga qaratish — yaxshilikni namoyon qilish, haqiqatni kashf
qilish va san’at asarini yaratishning asosiy usuli, deb ta’kidlaydi (Simone W., 2009, 284).
Shunday qilib, Rozalinning yakuniy xulosasi orqali Enrayt romanida kitobxonlarining faolligi
va uning markaziy ramziy xarakterini izlash o‘rtasidagi uyg‘unlik ifodalanadi. Enrayt “7he
Green Road ”da ochlik va to‘qlik — ushbu romanning ikki asosiy metaforasi bo‘lib, bu nafaqat
jamiyatdagi norasolik, balki bosh gahramon uchun ham ruhiy xotirjamlikning yo‘qligini
ifodalaydi. Yozuvchi Rozalinning taqdiri yoki u taqdim etgan muammolarni aks ettirib,
keksa ayolni umidsiz, shikoyat gilmaydigan, nomukammal sifatida tasvirlaydi va bu bilan
zamonaviy Irlandiyadagi keksa ayolning psixologik tasvirini namoyish etadi.

XULOSA
Enrayt asarlarida ona ruhiyatini ochishda psixoanalitiklar nazariyasiga tayangan
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va onaning turli girralarini oila, ona-farzand munosabatlarida ochib berilgan. Enraytning
asarlaridagi ona obrazlari rang - barang bo‘lib, ko‘pincha an’anaviy stereotiplarga qarshi
turadi. Adiba deyarli barcha asarlarida onalik mavzusiga murojaat qilib, uni turli girralarda
gavdalantiradi, shuningdek, oilada onani yo ikkinchi darajali yoki mavjud emasdek tasvirlaydi.
Yozuvchi romanlarida ona asardagi qahramonlarning shaxsiyati qayta tiklanadigan subyekt
sifatida tasavvur qilinadi. Yozuvchi “What Are You Like?” romanida ona va farzand
munosabatlarining nafaqat moddiy, balki ruhan bog‘ligligini o‘ziga xos uslubda aks ettiradi.
“The Green Road” asari keksa yoshdagi ayollar ruhiyati psixologiyasiga garatilgan bo‘lib,
undagi bosh obraz Rozalin orqali insoniy tuyg‘ular, qarilik holati, ijtimoiy tengsizlik,
keksalarning ichki dunyosi va tashqi qiyofasi metaforik tarzda ochib berilgan. Romandagi
ona obrazi Irlandiyaning o‘tmishi, qatag‘on yillari, qashshoqlik, ocharchilik davri bilan
bog‘langan, shuningdek turli kasalliklardan aziyat chekkan ayollar xususiyatlariga e’tibor
qaratilgan.
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