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KUPHUI (JoxTopauk (DSc) nuccepranusic aHHOTALMSICH)

Juccepranus MaB3yCMHHUHTI J0J13ap0Juru Ba 3apypartu. JKaxoH amaOuit
TaakKypu TapaKKUETH]Ia MOITUK Ma3MyH Ba IIAKJ SHTMWJIAHWLIMHUHT — analuii-
ICTETUK acocjapu, IO3TUK aHbaHa CHUHTE3M Kabu Macajanap A0a3ap0
MyaMMoiapJaH Oupu cudaThaa TaaKUK 3THO KEeIMHMOKAA. MKoakop HO3THK
Ta)aKKypUHUHT SHTWIAHUIIM aHbaHajlapra €EHJAllyBHUHT, JHUPUK KaXpaMOH
TaOMAaTUHUHT, Oanuuii oOpasnap TaApWKUHUHT, JKaHpJap TaKOMWJIM Ba MO3THK
MIAKJUIADHUHT  SIHTWIaHumMra acoc Oymaau. JKaxon amabuérupa 1myHpaan
WKOJKopaap OOpKHW, ylap WKOAWAArd anadui-3CTETUK  SHTWIAHHUIL OyTYH
MWUIMA aJaOMETHUHT SHTUIAHUIINTA, sSHaJa FOKCaK OOCKHWYra KyTapWIIUIINIra
3aMUH sipaTaau. byHmail wxoaui QaonusaTiaapHU ypraHull AyHE alaOuii-3CTETUK
OJJaMU TapakKUETH OwiaH OOFNIUK KYmiad WIMHUI MyaMMOJIADHUHT €YUMHHH
TONUIIIa MyXUMAMP.

JIyHE eBbpIIYHOCIUK Tapuxuaa aJuONapHUHT MXKOIUHN J1a00paTopusiIapuHu
yprauuum, ynapaard y3ura —XOCIMKHUHI  aHbAaHABMIUIMKKA  MyHocabaTu
MacalajJapuHy TaJKUH 3TUII 3apypuil UIMHUH XyJocajap YMKapHIlura acoc 0yiano
KenraH. AcapiapHd MasKyp HyHanumiga TaxJauia OSTUII  aJa0uETIIYHOCTUK
WIMMHHHT MaB3y, Oanuuil 00pas, kaHp, Ba3H KaOu Ha3zapuil MacajlaJapuHu sHaJa
AHUKJIAIITUPUIITA, TaKOMWLIAIITUpUIIra xu3mar kKuinaau. Ly ca®abmmu xam
KaxOoH anabueTIyHOCAUuruaa oiaud OopmiaérraH HIUIap CAJIMOFMJIAH Keauo
yuKuO, Oy MyHanmumaa y30eKk MymMTo3 afaduéTu Bakuiuiapu (paoausiTHHU YpraHuiin
Ba KalTa Oaxojam gaBp Tanabu OYnuO koimokma. Xycycad, YKaxOHOTHH
VYBaiicuit mxxoaura 1y HyKTau Ha3zapjaH €HJalIyB Xam J10J13apoaup.

Mycraknmuuk mapodatd OWIaH MyMTO3 aJa0METUMU3HM YYyKYyp HIMHIA-
Hazapui, MaTH Ba MaHOajapHU OAJMMIJIMK ME3OHJApU acoCHAa SHru4a HYKTau
Hazap OwiaH TaJAKUK dTUII MyXUM Makomra kytapuinau. JKymianaH, XKaxoHOTHH
VYBaiicuii  acapmapy  XaM  KEHI KaMpOBJIM, TEpaH MOXMUATHH  y3WJa
Myskaccamiamtupran ancaduit-upponnii MabHONIApJaH XOJIM 3Mac. XyCycaH,
UIIK MaB3ycH ojiaMm, ofam Ba Omiox MyHocabaTiapuHU y3uja yHFYHJIAIITHPaIu.
Arap yHM ¢akaT MHCOHHMHI WMHCOHra MyHOcabaTu Tap3uja aHrjiacak, MIoupa
bukp-rosutapuaH  y30KJIamuO, YHUHT HyKTad Ha3apu, AyHEKapalld Ba XaeTHil
XyJocajapuHu HOTYFpH TyiryHamus. [y Oouc, monpa Tupuk MEpOCUHH TacaBBY(
TABJIMMOTH FOSJIapU HYKTal Has3apuJaH KaiiTa OaxonaraHUMHU3[a, YHHHT
myTacaBBy( mmoupa skannuru aéH Oymamu. lllynnan kenmu® umkuO, moupa
VWOKOJIMHU YPraHMILa acapiapy 3aMUpHAArd KyNnkKaTiamiii MabHOJAp KaMpOBH,
FOSIBUI paHr-OapaHriuk, TacaBBy¢ OuiiaH OOFIUK TepaH Ma3MyH Ba UPGOHUIIINK,
Oanuuii Maxopar, TUMCOJUIAP KYJIaMH Ba MOXHUATH, XKaHpJAp TaKOMUIH, KOus,
panud Kymiamgara y3ura XoCJIMKIapu kKaOu YHia0 Macanajnap ajaoxuja YbTHOO0p
KApaTUIIHU Tako30 Kuiaau. [uccepramusHuHr Basudacu cudatuga MasKyp
MyaMMOJIapHM MaxCyc Ba Xap TOMOHJAaMma YpraHUIIHWHT  KyWWJIAIIA
TAQAKUKOTHUHT SHTHJIMTHHU Ba JOA3apOIUTUHU ONTHIIalIn.

V36exucron Pecny6nukacu Ilpesunenturmar 2019 iimn 21 okrsGpparn
T1D-5850-con «Y36eK THIMHMHT JaBIAT THIH CU(ATHAArH Hy(y3H Ba MaBKCHHH



Ty6MaH OIIMPUIN YOpa-TAAOUpIapH TYFpUcHIa»Td DapMOHHM, Y30eKHCTOH
PecnyOnukacu Ilpesupentununr 2017 iwwun 17 despanmarn [IK — 2789-con
«®annap akanemusicl (AOTUATH, WIMUN TAaJKUKOT WIUIAPUHU TAIUIKWJI STHIL,
OOILIKApUIIT Ba MOJMSUIAIITUPUIIHUA SHa/la TaKOMHLIAIITUPUII Yopa-TaaOupiapu
tyrpucugarru, 2017 #un 20 ampenparm  I[IK — 2909-con  «Onuii Tabium
TU3UMUHHM STHAJIa PUBOKIIAHTUPHII Yopa-Taadupiaapu Tyrpucuaantu, 2017 iun 24
maiinaru IIK — 2995-con «Kamumuii €3ma MaHOamapHM cakjiaiml, TaaKUKA Ba
TapFru0 KWAJIUII TU3UMHUHU  SIHaJa TaKOMWUIAIITHPUII — 4Yopa-TagOoupiapu
tVrpucuaarru, 2017 #wun 13 cenwtadpmarm  [IK — 3271-com  «Kurtob
MaxCyJIOTJIapUHU HalIp 3TUII Ba TapKATUII TU3WUMHHU PUBOXKJIAHTUPHUII, KUTOO
MYTOJIaacH Ba KUITOOXOHJIMK MaJJaHUSATUHH OLIUPHUII XaM/a TapFu0 Kuaum Oyitnua
KOMIUIEKC dopa-Tajbupiap aacTypu Tyrpucuaarrn Kapopmapu, Y36eKHCTOH
PecnyOnukacu Basupmap Maxkamacununr 2018 vun 16 deBpangaru 124-®d-con
«Y36eK MyMTO3 Ba 3aMOHABHI aa0METHHN XaIKapo MUKECAA YPraHUII Ba TApFUo
KWIMIIHUHT J1013ap0 Macaiajapuw» MaB3yCHIAru Xajakapo KOH(PEpEHIUSHU
YTKa3ull TYFpUcUAanTu (GpapMOUHUIIM XaMJa Ma3Kyp (aojusarra TEruuuid OOLIKa
MEBEPUN-XYKYKUIM XyXOKaTiapaa Oenruiianrad BazudanapHU aMaira OLIUpHINIa
yii0y auccepranus TaAKUKOTH MyalsH Japakaia Xu3Mat Kuiajau

TagKUKOTHUHT pecny0nka dan Ba TEeXHOJIOTHSAJIAPH
PUBOAJIAHMIIMHUHT YCTYBOp HyHaJumnuiapura Mociauru. Jluccepranus
Pecniybiiuka ¢aH Ba TEXHOJIOTHSUIAD PHUBOKIAHUIIUHUHT “AXOopoTiaimiral
JKAaMHUAT Ba JIEMOKPATHUK JABJIATHU WXKTUMOWM, XYKYKWUU, UKTUCOIWAM, MaJaHUU,
MabHABUU-MabpU(PUil  PUBOXKIIAHTUPHUILJIA, WHHOBALIMOH FOsUIAp TU3UMUHU
NIAKJUIAHTUPUII Ba YJApHU aMalira OLIMPHIN HyJlapu~ YCTYBOp WYHAIHIIN
JIOMpacyia aMmaira OMMpUITraH.

Juccepranus MaB3ycH OyMH4a XOPHAKMN MIMHI TaAIKHUKOTJIap mapxm1

[[Tapx mymTO3 anabuéru, agabuil MyxXuTiap, MyMTO3 o0Opasiap OJaMu,
mebpuaraa  Kodus, panud, Oaguuil caHbATIAPHUHT YpHU KaOM MyXuUM
MyaMMOJIapHU YypraHuin Oopacuaard TaJAKUKOTIap IyHEHUHT €TaK4Yd WIMUHN
Mapkasznapuaa, xycycan, Ankara Universitesi, Istanbul Universitesi (Typkus);
Oxford, Kembridj universitetlari (byrok bpurtanus); banx naBnat yHuBepcuteTH
(Adronucron); Aligarh Muslim University, Delhi University (Xunaucton);
Azerbaycan milli elmler akademiyasi Nizami adina adabiyyat institute
(O3apb6aitkon); UuctutyT BocTounbix pykomnuceid B Cankt-IletepOypre (Poccus);
Nuctutyr BoctokoBenenue AH Vikpaunbl um. A. Kpeimckoro (YkpauhHa);
HNuctutytn 3a00H, anaOuér, mapKIIMHOCKH Ba MepocH XarTuu 0a Homu Pynakii

Huccepranus MaB3ycH OyiiMua XOpWXKHUN WIAMHN TaAKMKOTIap Imapxu https://arts.unimelb.edu.au/nceis;
https://www.westernsydney.edu.au; https://sllc.umd.edu/persian/about;http://nelc.uchicago.edu; https://nelc.osu.edu;
http://ut.ac.ir; http://www.um.ac.ir ; https://www.amu.ac.in ; http://www.du.ac.in/du; http://www.istanbul.edu.tr/tr;

https://www.ankara.edu.tr; http://gazi.edu.tr; https://www.orientalstudies.az/ru__; http://literature.az/?lang=aze;
http://www.kaznu.kz/ru;  www.iaas.msu.ru;  https://www.ivran.ru;  https://spbu.ru;  www.orient.spbu.ru/ru;
http://www.orientalstudies.ru;  http://oriental-studies.org.ua/uk/home; http://zoa.dmt.tj;  http://iza.tj/ru/institut-

yazyka-literatury-vostokovedeniya-i-pismennogo-naslediya-im-rudaki; http://tashgiv.uz/ru/; http://navoiy-uni.uz/uz-
k; http://www.samdu.uz Ba 6omika MmanGaiap acocuia aMalra OUIMPUIIIH.
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(ToXHUKHCTOH); Y36eK THiIH, agabuéTH Ba (ONBKIOPH HHCTUTYTH, Y36EKHUCTOH
Munmuii yHuBepcutetd, TomkeHT nasimar lllapKIIyHOCIMK yHUBEPCHUTETH,
Camapkani pAaBilaT YHHUBEPCUTETH, DByXopo [aBiaT YHUBEPCHUTETH, AJMIIEp
Hapowuit Homumarn TomkeHT gaBiarT y30€K TWIM Ba ala0UETH YHHBEPCUTETH]IA
o0 GOPUIIMOK/IA.

KaxoH mMEbPIIYHOCTUTHAA XyCycaH, MYyMTO3 MIEbpJapHU YpraHuiiura
UYyHANTUpWITaH TAAKUKOTIAp HaTWwkKacuiga Oup Karop, >KymiajaH, KyWuaaru
WIMHUI HaTH>KaJlap OJIMHTaH: JIMPUK KaxpamMoH TabuaTtu, 6aauuii 0opa3 Ba pamsiap
MyHOca0aTHa SHTHJIAHHMIUIAP, JKaHpjap 3Bomonuscd Ba reHesucu (Oxcdopa
VHHBepcUTeTH, O ¢S 85iily Istanbul Universitesi, Gazi Universitesi, Azerbaycan
milli elmler akademiyasi Nizami adina odobiyyat Institutu, MacTHTYyTH 3260H,
anaGuéT, IIApKIIMHOCA Ba MEPOCH XaTTHH 0a Homu Pynakii, Y30ex THIH,
anabuétu Ba (QOJBKIOPU MHCTUTYTH, TOIIKEHT JaBjiaT IIapKUTYHOCJIHK
UHCTUTYTH, TOIIKEHT JaBiaT y30CK THIIU Ba aIa0UETH YHUBEPCUTETH ).

JyHE anaOMETIIYHOCIUTHIa MyMTO3 IIOUpJap WKOIUN JadopaTopusiiapuHu
sHTU4Ya €HJAIYB Ba KOHIeENIuUsiaap EpaamMuga TaAKUK STUIIHUHT KyWujaru
YCTYBOp WyHanmunuiapuaa Tagkukoriaap onub Oopwimokaa: Illapk mymTos
MOATUKACUHUHT y3Ura XOC XYyCYCHSTJIapH, JIUPUK >KAHPJIAPHUHI aHbaHABUUI
KOHYHUSITJIapU Ba TapuXUWd TakOMUI OOCKHWIapW, TacaBByd TabJIMMOTH,
TUMCOJUIAPDHUHT paM3ui MabHOJIAPU, MYMTO3 MICHPUATAA TOATUK aHbaHa
CUHTE3UHUHT HAaMOEH OYIIHII ME30HJIAPUHU UIILIA0 YUKHIII.

MyaMMOHMHI YpraHwirawjiuk papaxkacu. KaxoH anmabué€tuma acpriap
CHHOBHJIaH YTraH OyIOK acapiapra Mo3TUK TadaKKypHUHT SHTUJAHUII MaxCyiau
cudatuga 6axo Oepunaau. 3epo, SCKU KOJUILIApAa sSipaTUITaH acap YKyBuura
SHTWIMK Oepmaiiau. YHM Yy3ura xkan0 kwionMmaiiau. [y Ounan OOFiIMK paBuIga
YKaxOH a/labuETIIYHOCTUTHIA TTOATHUKA, OaAUUN VOXKOJIIaru STHTUJIAHMIIL, aHbhaHa Ba
HOBATOPJIMK MacaJlaJlapUHU YYKYp YpraHuIll TaK030 dTHIIA]IN.

JlyHEHUHT Kymiad agaOuETIIyHOCHapu spaTraH WIMUN TaJKUKOTIapnaa
MaHOanapra Iy HYKTaW HazapJaH KapaJiraHjurMHH Ky3aTamu3. Acapiapnaa
MaB3yHMHT KYWWIMINK, 00pa3 sSpaTHIl TaMOWWIIApH, >KaHPJIAPHUHT TaKOMMII
XyCycUsATIapu KaOW MacalaJapHUHT (yHIaMEHTad acocu, TapaKKUETHHH
Oenrmnam OYViWYa XaXOH Ba KapAOll Xaukjiap amaOuETITyHOCTUTHIA MYausiH
WIMHUHN U3JAHUTILUIAP OJIMO OOpHIITaH.

N.10 KpaukoBckuii, [[.B.®posos, JI.C. JluxaueB, b.B. Tomamerckui, JI.H.
Tumodees, N.B.CtebneBa, SAu Ilapanmosckwmii, FO.M. Jlorman, A.b. Kynenun,
B.M. XKupmynckuii, . bopes, H.IO.Hamucosa (Poccus), X.biommman
(I'epmanus), H.Je Yuc (AKII), M.CumumgueBa (Kanama), P.MycyamMoHKYJIOB,
Y. ToupoB (Toxukucron), II.C.KamueBa (Ko3orucroH) kaOu onmmiap V3
TaJIKUKOTJIapuaa MyMTO3 IOATHKA, aHbaHa Ba HOBATOPJIMK, 00pa3 Ba »aHpiap
OwradH OOFJIMK MyaMMOJapHM KyH TapTtuOura KyiuoO, ymapra joup V3
KapalUIapuHy OHIIHPHUO YTramap’.

2 Kpaukosckuii M.FO. Apa6ekast mootrka B 1X Beke / M36. Cou., — M. — JL.: Akagemus nayk, T. I1. 1956; ®poros
J.B. Apabckast dunonorus. — M.: SI3bikn ciaBsHCKOM KynsTypsl, 2006; ®ponos [I.B. Knaccuueckuid apadbckuii
ctux. Mcropust u teopust apyna. — M.: Hayka. 1991;J/TuxaueB [.C. U30Opannbie paboThl B Tpex Tomax. Tom I.
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JyHné amaOueTnryHoCIuruaa MaBxy 1 afaduii-ocTeTHK TadakKyp MaxcyJiapu
JKaxoHoTuH YBaricnii Xa€Tu Ba MKOJIMHM YPTaHUII, acapjapuia Wirapyu Cypwuiral
MaB3y Ba FOsUIap MOXHSTHHHU EPUTHINIA XaM acoc 0ynmO xu3mar kuiau. [llompa
MEpOCHHHU 0axoJialll YHUHT Xa€TIuK JaBpujiaék Oomuianrad. /{aBp amaduii xaéru
Xakuaa Mabiaymor OepyBun ®aznmuit HamanroHuitHUHT «Makmyau HIOUPOH»
Ta3KUpacuaa XxaM YHUHT (paonusitura MyHocabat 6I/IJII[I/IpI/IJIFaH3. [IToupaHuHr y3
acapiapyjia XaMm YHUHT TakKIupH, acapilapUHUHT SpATWIMIL Tapuxu, Oaauuii
HUATIapU Oopacujia MabIyMOTIAPHU ydpaTaMu3 .

V36ek a7a0METITYHOCIUTH A TIIOMpa WKOJWHUA W3YMJI WIMHUM WYHaIWIIIa
ypraaum yrrad acpHuHr 30-unmiapuaa YyanmoHHUHT «YBaiichii»” MaKOIACHHUHT
OBJIOH KWIMHAIIM OunaH Oonwianrad. 1960-iimmmapra  kenu6, YBaiicuii
acapjapuHM TAAKWUK OTHUII SHTA OocKWura KyTapuwiau. AaOUuETIIyHOC
0.MOpoxumMoBa TOMOHH/IAH IIOMPA Tap>KUMau XOJIU Ba aaduil MEPOCH TaJKUKWTa
OaruIlIaHTaH HOM3OJTMK JUCCEPTAIUACH XUMOS KIUTHHII. Maxcyc moHorpadus
YOI STIIAH . [Tpodeccop M. XakKyJOBHUHI YTraH acpja sipaTuiraH «YBaiicuit
IHe’pr/ISITI/I»S puconacu xaM JuKKatra casosop. IllonpaHuHT mebprapu Wik 60p
«V36ex anabuéru XpGCTOMaTI/IHCI/I»g «V36eK MOI3HACH aHTONOTHACH» - KaOu
MakMya Ba XpecToMaTHsiiap/ia 4o 3TuiIa Oonuianau. AJIOXUaa J€BOH X0Iuaa XaM
oup Hewa O6op Hamip 6ynran. llloupa TaBammyaura 240 itun Tynaérranura Kapama,
acapjapura KU3WKWII, YHH WIMHM TaJKUK OTHUII CycallraHu HYK. AWHHKCA,
ACApIAPUHMHT MyHTA3aM YOIl ITHIASTraHH OYHH HCOOTIA6 TypuOmu . AMMO

ITostuka JpeBHepycckoil nureparypsl. — JI.. XynoxxectBeHHas aureparypa, 1987. Tomamesckuit H. Tpaguuusa u
HoBm3Ha. — M.: XymoxkectBeHHas mnureparypa, 1981; Tumodeer JL.M. OcHoBBl Teopum nuTepaTypbl. — M.:
IIpocemenne, 1976; CrebneBa M.B. Cemantnka raszeneit babypa. — M.: Hayka, 1982; IlapargoBckuii SIH.
Amxumust cmoBa. — M.: Hayka, 1972; Jlorman FO.M. Anamm3 mosTtmdeckoro tekcra.. Ctpykrypa crtmxa. — JI.:
IMpoceewenue . 1972; Kynenun A. b. Knaccuueckast apabo-ucnanckas mnoasus. — M.: Hayka, 1973; XKupmyHckuit
B.M. U36pannsie Tpynsl. Teopus aureparypsl Ilostuka Crunuctuxa. — JI.: Hayka, 1977; Bopes 0. Dcretnka
nutepatypsl. — M.: Hayka, 2003; Blochmann H. Prosody of the Persians according to Saifi, Jami and other writers.
Calcutta, 1872; DeWeese D. The Predecessors of Nava’i in the «Funun al-balagah» of Shaykh Ahmad b.
Khudaydad Tarazi: a neglected source on Central Asian literary culture from the fifteenth century // Turkish studies,
edited by Sinasi Tekin, 2005, volume 29; Simidchieva M. Imitation and Innovatsion in Timueid Poetics: Kashifi’s
Badayi al-afkar and Predecessors, al-Mu’jam and Hada’iq al-sihr // Iraninan Studies, volume 36, number 4, 2003;
Yanucosa H.1O. Tlepcupckast mos3ust Ha Becax moatuku // 1llamc Kaiic Pa3u. CBoJ mpaBmil MEPCUACKON MOI3UU. —
M.: Bocrounas nuteparypa, 1997; MycynabemankyiaoB P. Ilepcuacko-TapKukckas knaccuueckas noatuka (X-XV
BB.). — M.: Hayka, 1989; Tyxnues b.Bonpocer nostuku «Kyraary 6umur» FOcyda Xac Xamkuba. — T., 2004.

3 ®aszmuit. Maxkmyau moupos. Y36exncron dannap akanemuscu A6y Paiixon bepynuii Homunaru 1IN kyné3manap
(dhonmu, nus. Ne 358.

* Vaiicuit. JleBon. — T.: ®an, 1959; Ypaiicuii. [eBon. — T.: Y3Gekucron Gamuuii agabuér Hampuéru, 1963;
Veaiicuii. Kyarun rymopu. — T.. F.Fynom Hommpmarm Anabué€r Ba canpar Hampuéru, 1983; VYpaiicuit
mebpusituaan. — T.: Y36exkncron MK mampuérn, 1980. V3bex monpanapu 6aésn. Vaiicuii. Homupa. — T.: ®aw,
1993. VBaiicuit. Masmyn mabnaau. Hlespmap. — T.: Axkagemnuamp, 2010.

® Yymon. Ysaiicnit. —Epkun Typmynr. — Tomkent, 1933, 3-con, 23-Ger.

6 3.M6poxumoBa. YBaiicuii mwxoaura noup. dwnonorus Qannapu KaHAWAATH WIMHH AapaKaCMHM OJIUII y4yH
é3unran guccepranus.. — TomkeHt: 1959.

’ 3. U6poxumosa. Yaaiicuii. Monorpadus. — T.: ®am, 1963.

8 M. Xakkynos. Veaiicuii mespusta. — T.: ®AH, 1982.

% V3bex anabuéru xpecromarusicu, |l xunn. — T.: @an, 1945.

0 ¥36ex nmossusicu anronorusicu. — T.: Baguuii anaduér, 1948.

1 Vgaiicuii. JeBon. — T.: ®an, 1959; VBaiicuii. [leBon. — T.: V36ekucton Gaguuii anabuét HampuéTu, 1963;
Veaiicuii. Kyyarun rymszopu. — T.: F.Fynom Homunarn Anabuér Ba canpat HampueTh, 1983; Ypaiicuit
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acapJapUHUHT WHWFMAa MATHU €KA TaHKUAUW MaTHU Xajauradya amaira
omupunmarad. by Basudanu Oaxapuin agaOMETIIYHOC OJMMMIIAPUMM3 OJIUIA
TypraH 3HT 10J13ap0 BazudanapaaH XHCOOTaHAIH.

AnabuérmryHocaurumMusaa YBaicuid mwxoaura OaruillJIaHTaH CYHITH Maxcyc
WIMUANA TaJAKUKOTHUHT spaTUiaraHura kKapuid6 40 iun 6}”/Jm1/112. [y »xuxatnas,
W3JIAHUIUIApJA YHUHT JAyHEKapaliu, acapiiapd MOXUSATH, WXKTHUMOMM Xaérra
MyHOca0aTy MacalaJapUHUHT EPUTHIMINNIA MyOoXacalu YpUHIIap XaM HYK sMac.
XycycaH, acapjapuHd CUH(QUI HOMYTAaHOCHOJIMK 3UIAMSATIApU OWiiaH OoFjanl,
XaKUKUM WIIKHA Ma)KO3UM WIIK cudartuia TaakuH OSTHUII XOJaTjapu Ky3ra
tTanuranagd. Myctakwuimk — mapodarn  OmnmaH  amabuérmryHocIuK — (daHu
KyTapuiaran MakomjaaH TypuO OyryH VYBaiicuii kabu ¥3ura xoc Maxopar
COXUOJIAPUHUHT WXOIUK (DAOIMATIApUHU KailTa KYpuO YMKHILI 3apypaTH MHaino
oynau. Illowpa wXoauHW, yHOArM MabHOJApHU, Oamuuii TacBupiaru udoaa
MYKaMMaJUTUTHHY YpraHUIl MyXUM Ma3MyH KacO 3TMOKJA. YJIapHU T€paH aHIJIall
Ba TAJIKUH ATUI a1a0UETIIYHOCITUTUMU3AArd SHT J0J13ap0 MyaMmouiapjad 0yiuo
KOJIMOK/IA.

TagkuKoT MAaB3yCMHHHI JHCCEPTANMS Oa’kapuwiral oJHMHd TabJIUM
Myaccacacd WIMHH TaJKHKOT HILIAPU pekajapu OujaaH OOFJIHKJIUIH.
Huccepranmst Anumep Hapowmit Hommmaru TommkeHT paaBiaT Yy30€K THUIW Ba
anabuéTH YHUBEPCUTETH HIMHIl-TaIKUKOT PEXKACHHUHT «Y30eK MyMTO3 a1abuéTH
Tapuxu Ba (QOJIBKIOPUHU TAJIKUK JTHUIIHUHT J0J3ap0 Macaiajapu» MaB3yCu
noupacuaa OakapuiraH.

TaagKMKOTHUHI MaKcaau YBalicuil WIEbpPUATHIA TMOITUK TadaKKypHUHT
SHTUJIaHUII TAMOWWJUTApUHU Oelrwianaa MyXuM Basudanu OakapyBUM MyMTO3
anabuil aHbaHAJIADHUHT VYpHU, JIUPUK KaxpamMoH TabuaTu, pam3 Ba o0pa3
MyHOca0aTH, TUMCOJ SpaTUII MaxopaTH, KaHpJap TaKOMMUJIH,
JIOCTOHHABUCIIMKAArM Y3Ura XOCIUTH, Kodus, paaud Ba Oaauuil caHbaTIapHU
KYJI1aI TaMOMUIUIapyu MacalaJlapuHi WIMHE acocianiiad nuoopar.

TaagkuKoTHUHT Basudaapu:

VYBaiicuii MmodTHK TahaKKypUHUHT SHTWIAHUIIMAA caldadiapHUHT VPHH,
aHbaHa Ba HOBATOPJIMK MacallaCUHHM YpraHwulil, acapjapuiald MaB3y KaMpOBH,
FOSIAp KYJIaMHHH KaiiTa 6axoJiai;

JUPUK KaxXpaMOH TaOMAaTUHHUHT TAAPWKUN TAKOMIULIANITYBH, Y3WUTa XOC
XapakTep XyCyCHSATIapu, TUMCOJUIAp OWIaH MyHOca0aTH MacajajJapuHU TaJaKUK
ATUIL,

noupa MEBPUATH THUMCOJUIAP TU3UMHAArU MYIITAPAKIUK Ba SHTUJIAHUII,
paM3UilIUK, Up(POHUNA MOXUSTHU OYUII ME3OHJIApUHU Oelruan,

YKaHpJIap MOATUKACU Ba TapaKKUETH, Fa3all TAKOMWJIM, MycaMMaT TypJapura
MyHOca0aT, KUYMK >KaHpJap/ard XOCJIHK Ba SHIWJIAHUIL, Y30€K TOCTOHUYMIUTH]IA
I0Mpa WKOJUHUHT YPHUHU 0unO Oepull,

mebpustugan. — T.: V36ekucron MK Hampuéru, 1980; V36ex moupanapu 6aé3u. Veaiicuit. Hogupa. — T.:Dan,
1993; Vmaiicuii. MasmyHn mabaaan. lllespiap. — T.: Akagemuarp, 2010.
12 1 XakkynoB. YBaiicuii mebpusiti. — T.: ®AH, 1982.
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nmoupa Ha3Mua KyJUTaHWITaH Kodus Ba paaudHUHT aHbaHABUIUIATH XaM/a
V3Ura XOCJIHUTH, YIapHUHT MXKOJKOp Oaauuii HUSITUHU aMalira OIIMPUILJIard YpHU
Ba Basu(acuHu EpUTHUIL;

Vpailicuii 1mebpuUsATHAA MabHO, Ma3MyH Ba OaJuuil caHbaTIAp YHUFYHJIHTH,
yCiyOuii ¥3ura XOCIUKHUHT HAMOEH OYIIHIIT ME30HIApUHM TaXJIUJI ATHUIIL.

TagnKuKOTHUHT 00beKTH. JKaxOHOTUH YBalicuil I1€BOHJIAPUHUHT X03Wpraya
Halp STUiraH Oapya Hycxajidapu Ba V3P ®A AOy Paiixon bepynuii HOMugaru
[TapKIyHOCIUK ~HWHCTUTYTH Kyné3manap ¢GoHIua cakjgaHaéTraH IIoupa
neBoHUHUHT 1837 pakamum, ®aznuii Hamanronuit kanamura Mancyd «Maxmyau
IIIOUPOH» Ta3KUpacUHUHT 358 pakamin Kyin€3ma ManOamapu XucoOJaHaIH.

TaaKMKOTHUHT MPeAMETHHN YBalCH MEHPUATHIA TIOITUK TahaKKypPHUHT
SHTWJIAHUIIMHY aHbaHa Ba HOBATOPJIMK, JUPUK KaxpaMOH TaOuaTu, >aHpiap
TapakKu€Tw, TUMCOJ, Kodus, paaud Ba Oamuuil caHbaTIapHU KYyJUlall
TaMOWWJIJIAPU 3AMUHU/IA YPTaHUII TAIIKWII 3TA/IH.

TagKUKOTHUHI  ycyJuiapu. TaakuKOT JKapa€HHJA TapUXUU-KUECH,
ouorpaduk, CEMaHTUK-CTPYKTypaj, TE€PMEHEBTUK  TaxXJWJl  yCyJUlapuJaH
b ol mamaHuIIN.

TaagKMKOTHUHT WIMMI SIHTWINTH Kyiuaaruiapaad uoopar:

KaxoHoTHH YBaiicuil WIEbpUATHAA MYMTO3 aHbaHara MHAUBUIYA WKOIUN
Taakkyp ME30HJapuJaH KenuO YMKuO EHAAMII TO3TUK Ma3MYHHHUHT
SHTUJIAHUIIK Y49yH acoc Ba3u(acuHM YTaraHJIWTd MUCOJUIAP OPKAIM WIMHUN
JauJUIaHT aH;

HIoupa MEbPUATUHUHT TUMCOJIIAD TU3UMUJArK STHTAJIAHUI, MAaBXyjlapura
y3raua pakypcaaH Kapall TamMOoWWIapd Xamja pam3 Ba 00pa3 mMyHocabatiiapu
KeCUMHUJia Mai, COKHii, 0030p, MIIK KaOW TyIIyHUajap Maxcyc, KEHI KaMpoBJia
oun6 Oepuiray;

VBaiicuil wkoAWAa aHbaHABUWA KaHPJAp SHIM KUPpaJapUHUHT Kamd
STUJIMIM Ba  SHaJa TaKOMIJUIAIIYB HWMKOHUSTIApH, Xapopa fFazan, dap/,
MycaJljlac, YUCTOH KaOu HOEO >KaHpJIApHUHT VPHHU XamJla TapakKKuETuaa Ioupa
MaxOpaTUHUHT y3Ura XOC IOKCAITaHJIMTU aCOCJIaHTaH;

moupa mebpustiaa Kopus, paaud Ba 0aauuil cCaHbaTIAPHUHT KYJUTAHHUIINA
yCIIyOuil y3ura XOcCHuKiIap, yiapjaaH (odgananumga Oaauuiliuk ME30HJapu Ba
uphOoHNI MAbHOJAPHH OWIUHIAMITUPHUIN TAMOWUIUTAPY aHUKJIAHTaH;

VBaiicuit pocrornmapununr Illapk MyMTo3 amabuétu cai€p croxeriaapu
TU3UMHUJATA YPHH, €TaKYd BOKEJIHMK TapKUOWJArd JHUPUK >KaHpJap, JUPHUK
YEKUHUIIUTAPHUHAT Y3UTa XOC KOMIO3UIIMOH Ba Oaauuii udoja XyCcycusTiapu HIK
0op Ku€cuit acrekTaa Mucosuiap OuaaH uCOOTIIaHTaH.

TaagKMKOTHUHT aMaJIuii HATUKAJAPH Kyiiuaaruiapaad uoopar:

Kaxonotun YBaiicuil MOATHK Ta(aKKypUHUHT SHTWJIAHUIIKAA aHbAaHAHUHT
VpHU aHUKJIaHUO, HOBATOPJIMK ME30HJIapu OCJITUiIaHTaH;

y30ek MymMTO3 a1labuéTuaa JUPUK KaXxpaMOH TaOWaTy Ba MXKOAKOP IIAXCUATU
MyHOocabatimapu  YBaicuii acapiapu acocHJa  Hazapuh  KUXATIaH
TU3UMJIALITUPUIITAH;
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VYBaiicuii Ha3MUAa KYJUIAaHWITaH MYMTO3 OoOpasnap Kynamu TacHUbIaHHO,
yJIApHU TaJIKWH 3TUII TAMOWMJUIAPY WIMUH JAJTMIUIAHTaH;

onpa WKOoIUAa MyMTO3 OalMHiA KaHPJIAp TAKOMUWIH, yJapAard SHTHTAHHIID
OMUJUIAPU WIIMHI aCOCIIaHTaH;

JIOCTOHJIAPU UIIK 0Op KEHT KaMpOBJa, MaXxCycC TaJKUK 3TUJITaH;

Kodus, pagud, Oanuuil caHbaTIap WXKOJIKOP HHUSATHHU amaira OIIWPHUIIIA
eTaKkyu 0aiuuii BOCUTA HKAHIUTH UCOOTIaHTaH.

Taakukor HaTwKaJapuHuHr wmoHwmaurn Illapk mymro3 Oamuust
unmura, JKaxoHoTwH VYBalcuil wkoaui (aonustura ous y30€K Ba XOPHIKUN
OMUMJIAp TOMOHHUZAH amalra OIUpUiIraH QyHIaMEHTal WIMUN-Ha3apui
Kapallap KeHT YpraHWIraHd, OUpiaMunM MaHOamap, XxycycaH, Y3P ®A A6y
Paiixon bepynuii Homumarn HIapKIIyHOCIMK WHCTUTYTH Kyné3manap (QoHauaa
cakimaHaéTtran YBaiicuii neBoHMHUHT 1837 pakammm sroHa Kyné3ma HycXacw,
®azmuii Hamanronmii xamamura maHcy0 358 pakamim «Maxmyan MIOHPOH»
Ta3kupacu kabu ManOanapaan  JKaxoHoTMH — YBaiicuii  TadakKypUHUHT
SHTWIAHUIIINTA  JIOMp  WIMHUH-Hazapuil  Xyjocajgap UYMKapuwiranu OwiaH
OelruiIaHaaun.

TagKUKOT HATHKAJIAPUHMHI WIMHMHA Ba aMajimil axaMHMATH. TaJIKAKOT
HaTWKaJIApUHUHT WIMHH axamusatu JKaxoHOTHMH VYBalicuii anabuii MepOCHHU
MOATUK TahaKKypHUHT SHTUJAHUIIN, Oauuii MaxopaT HyKTau HazapuJaH Uik 6op
KEHI KaMpOBJla, MaxCyC TAJIKUH ATHJIHILIW; acapJapUHUHT TacaBBY( TabIMMOTU
FOsIapu OWJIaH OOFIMKJIMKIA YPTaHWIUIIHN, JOCTOHJAPUHHUHT WIJIK OOp WIMHUN
TaxJIWJI JOUPACUra TOPTHIIMIIM; TAAKUKOT HATH)KaJIapy, YHIArU TaxJIMJI yCyJUIapH,
TAMCOJI Ba >KaHp KyJUIallJard aHbaHa Ba SHTMIMK MyHocabaTu Oopacupiaru
Ky3aTunuiap y30€K MyMTO3 agaOMETH Tapuxu Ba HA3apUSICUHU sHa/Ia OOMUTHUIITA
XU3MaT KWINIIKA OujiaH OeTrviiaHau.

TaaKUKOT HaTWXKaJApUHUHT aMalliil axaMUsATH JUCCepTalus Xyjocajlapu Ba
TABCHANIAPH/IAH OJHIl YKyB IOPTIApH YuyH «Y30eK anabuértn tapuxu», «MyMTo3
MOATUKA acocaapu», «baauuii MaTH MOATHUKACKH» KaOW JapClIMK Ba KYJUIaHMayap
ApaTUIll, Mabpy3a Ba CEMHUHAp MAIIFyJIOTIapU Ma3MyHUHU OOMUTHIN, MalaKaBUN
OWTHpPYB  WIIApU, MATUCTPJIMK  JUCCepTalusiapu  €3ulaa, MabHABUM
KaIpUSATIAPUMHU3HUHT  VPHH  XaKuJa Mabpy3anap Ykumga  GoigariaHulin
MYMKHWHJIUTH OUJIaH U30XJIaHAa N,

TaagKUKOT HATHKAJTAPUHUHT KOPUHM KWJIMHHUIIM. YBaWCUW MICHPUATHIA
MOATHUK TahaKKypHUHT STHTHJIAHUIIN OY¥rda OJIMHTaH WIMHUIN HaTHKallap acoCHIa:

Kaxonotun YBaiicuii mwxkoauaa aaaduil TabCUp, MyMTO3 O0Opasziap Kyjiamu
Oopacunaru unMmuii-Hazapui xynocanapaan ®1-02 pakaminu «AnaOuETITYHOCTHK
TApUXMHUHT (QyHIamMeHTan Tagkukm» (2012-2016) maB3ywmaru (yHIaMeHTAT
noiuxaga Qoiinananmran (Y30ekucton Pecny6iankacu onmii Ba ypTa Maxcyc
TabauM  BazupiauruHuHr 2020 #wun 21 cenwtaOpmarm  89-03-3420-connu
MabiymMmoTHOMacH). Harwxkama, VYBaiicuii mebpusiTH MUUIMKA MabHABUSITHUMU3,
KaIpUsATIapuMU3HH OOMUTHIIAA MyXuUM aaaduii xoxuca OYiauO, yHH YyKyp
ypranum MymTO3 agabuér Tapuxu Ba ala0UETIIYHOCIUTMHUHT Kymiaad gon3apd
MyaMMOJIAPUHU €UUIITa XU3MaT KUJITaH,
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no3TuKk udoga ycymgapura ouj Kapauuiap, >KaHpiap TaKOMHIU, Kogwus,
panud Ba Oamuuii CaHbATIAPHWHT KYJJIAHWIHII TaMOWWJUIApWTA JOWP WIIMHMA-
Hazapuil xynocanap Ba TaBcustiapaan A-1-118 pakamum «HaBouit oO0pazuHHUHT
TaCBUp Ba TAJKUHJIApUTra OWUJl VKYyB KYJJIJAaHMACHHU TaWEpIilll Ba HAIIp STHII»
(2015-2017) maB3ycumaru amammii soiiuxaga Qoiinatanmnran  (Y36eKHCTOH
PecnyOnukacu onuit Ba ypra Maxcyc TabiauM BasupiauruHuar 2020 iun 21
ceutsaOpaarn  89-03-3420-connmu  MmawiiyMoTHOMacu). Hatwxkana, Oaguuit
WOKOJITATH TTOATUK TaQaKKypHUHT SHTUJAHUIIM OWJIaH OOFJIMK sSTHTMYa TaJIKUHIIAP,
UMMM equmIiiap Ba xynocanap Anuuiep HaBouit «Xamca» AOCTOHIApPUHU KUECUI
ypraHuiga MyxuM Ha3apuidi MaHOa Ba3u(acuHH yTaraH;

TaJKUKOT Ma3MyHHM I03aCHJAaH 3bJOH KWIMHIAH MaKoJiajJapJaru MYyXHM
uIMuii-Hazapuii  xynocamapmad WTJI-1-098 pakammn «Emmap MabHaBHSATHHH
makutantTupunia Anvmep HaBouit agaOuii-nienaroruk KapauulapuHUHT YpHU Ba
axamusati» ( 2012-2014) wmaB3ycujard amanuii Jonuxana QoigaiaHuiIral
(V36exucTon Pecry6nmkacy oiuii Ba ypTa Maxcyc TabIuM BasUpiuruauar 2020
i 21 cenrsopmarum 89-03-3420-conmmm MabaymoTrHOMacHu). Hatmkama, Kykon
anabuii MyXuUTH BakWUIapu acapiiapy OWIaH KUECHMl acleKTina YpraHuIuIIH
HaBouii mXOMMHUHT KYJaMU Ba MaxopaT KUppaJapuHU KEHT KaMpoBlia HaMOEH
ATUII Ba ENUIAPUMU3HU MUJUIUNA, YMYMUHCOHUN KaJpUsTIap pyxXuja TapOousiaiil
WMKOHUHHU O€praH;

JCccepTaus HaTKajJapuaaH V36exucron Munnuii
TenepanuokoMmnanuscuHuHr «O’zbekiston» Tenexkanamuaa TypKyMm KypcaryBiap
CueHapHilnapuHKM  Taiiépramma  Qoiimamanmwiran  (YV30ekucton — Mummit
tenepaaunokoMnanusiciHuHr 2020 iimn 14 cenrsiOpmarun  22-4-35-78-conmnm
MabiIyMoTHOMacH). Hatwkana, kypcaTyBiap WiMHil-Ha3apuil MabJiyMOTIJIap OWIaH
OOMUTUINO, YIAPHUHTH WIMHI-MabpUu(Hil CABUSCH OILTaH;

TaJKUKOT HATIKanapuaaH «Y30ex anabuéru tTapuxu (XVI-XIX acp I spmu)»
5120100 — ®wunonorust Ba TWIIAPHUA YKUTHUIN WYHAIWIIM Oyiinya OakamaBpuar
Oockuun Tajmabalapu Y4yH JapciMK - spardimga myamwmnd  cudaruaa
doiimananmran (Y36exucTon PecryGmukacH OIMi Ba YpTa Maxcyc TabIuM
BasupauruHuHT 2019 #iun 20 urones 654-connu OyipyFura acocaH Hallp 3TUJITaH).

TaakuKOT HATHKAJIAPUHUHT anpodamusicn. TagKUKOT HaTwkamapu 6 Ta
xankapo Ba 12 Ta pecnyOnmka WIMH-Ha3apuil amKyMmMaHIapuaa MyXOKamaJaH
YTKa3UIraH.

TaakuKOT HATHKAJTAPUHUHT IbJIOH KHIMHTAHJIUTH. TagKUKOT MaB3ycu
Oyiinya 45 Ta wnmuil ui ybya0H KunuHrad. lynapnan 2 ta monorpadus (1 tacu
xopmwkna), 1 Ta pucona, 1 Ta mapcmuk, | Ta yKyB Kymtanma, Y3P Basupimap
Maxkamacu Xy3ypuparu Onuil  arTrecTanus KOMHUCCHUSICMHUHT  JOKTOPJIMK
JUCCepTAlMsUIapd aCOCUWA WJIMHMM HATWXKaJIApUHUA YOI OSTUII TaBCHUS STUITaH
uaMui Hampiapaa 11 Ta makona, xymiaaaH, 10 Tacu pecrnyOiauka xamaa 1 tacu
XOPHKIArd WIMHUHN )KypHaJJIap/a Halllp 3TUJTaH.

JluccepTAMSIHUHT TY3WJIMIIM Ba XaKMHM. JlUccepTanusHUHT TapKuOH
Kupuil, TYpT 000, Xynoca Ba ¢oiinamaHuirad agabuérnap pynxaTuiaH TallKuI
TonraH 0ynmuo0, ymymuii xaxxmu 254 caxudanan ndopar.
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JTACCEPTAIUSIHUHI ACOCUM MASMYHHA

Kupum kucMuza MaB3yHUHT J0J3apOJIUTH, 3apypaTH, TaIKUKOTHUHT
Makcaau, Bazudanapu, 00bEKTH, IpeAMeTH, (paH Ba TEXHOJOTHUSIIAP PUBOKUHUHT
YCTYBOp HYHaIMIIApUra MOCJMIY, XOPWXKUN WIMHN TaJAKUKOTIAp IIApXH,
TaJKUKOTHUHT UJIMUHN SHTUJINTY, aMaJiuil HaTWXKalapy, MIIOHWIWIINTY, Ha3apuil Ba
aMalIuil axaMuATH, aMaIuETra KOpUH STUIUIIN, anpoOalMsICH, YBJIOH KUIUHTaH
UIUIap Ba TAAKUKOT TY3WJIHIIN KYpCaTUITaH.

HuccepranustHuHr  OupuHYM  600M «MymT03 anabuii aHbaHa Ba
MHIUBHUAYAJ MAKOAMI TadaKKyp — MOITHK MAa3MYH SIHTUJIAHMIIHHUHT aCOCHD)
ne6 HomuaHran. boOma JKaxoHoTmH VYBaiicuii NO3TUK  TadakKypUHUHT
SHTUJIaHUIIKMA canadIapyuHUHT YPHU OITHIIaHUO, IONpa JTUPUK KaXPaMOHUHUHT
y3ura Xoc TabMaTH TAIKUH 3TUNAAU. «ll0dmuKx mMasmyH SAHSUTAHUWUOA MYMMO3
aoabull anvaumanapuune ypuu» 10 HOMIIaHTaH nactiadku ¢acnga JKaxOHOTUH
VBaiicuil WXOAMHUHT Kamon Torumuaa Amumep Hasoudt, Jlyrduii, ®y3ynui,
Amupuii kKabHu yCTO3JapHHUHI aJa0duil TabCUpH, yiap (UKP-FOSTIAPUHUHT, OaJauHid
TacBMp Ba uGoAa MIAKUIAPUHUHT TaKOMUJI Tamoumapu Oopacuaa GUKp
IOPUTHUIITaH.

Xap Oup MKOAKOpP MEpPOCHJArH Y3Ura XOC XyCyCHSTJIapHU aHUKJAIl YHUHT
y3uraya OyiraH anbaHajgapra MyHocaOaTWHU YpraHumigad OonuiaHagu. YyHKH
«HoBaropiuk xap J0oMM XaM SHTUAJIUK Kamid 3TUII 3Mac, OaJKu y aHbaHara
ayoxujaa YTUOOP OUJlaH Kapall Ba ailHM MaiTaa, XOTUpaJla YHU TUKJIAII XaMmaa y
Ownad yxiarn 6}”/J1Macm/n<»m/1p13. AHbaHABUMIIMK Ba aau0ap MXKOJIUHM KUECTaIT
MOOaiHUIa  yIapHUHT aaAabu€r onamura oau0 KUpPraH  SHTWIMKIApH,
VOKOJUTADUHUHT  Y3UTra XOC KUppallapyu, Maxopathd HaMmMo€H Oymub Oopaau.
KaxoHoTuH YBaiicuil mKoIuMi TaKOMHIIMIA XaM canadiiap acapjiapuaad yprauran
ca0oKJapu; YCTO3Japu Fosulapura; oOpazinap ojamura; Oaguui  TacBUpP
BOCHTajapura MyHoca0aTu; €HJallyB Tap3W; Yyjlapra Kaita, sHru4a Xaér
OaruILIam TaMOWWILIapW KaOW Macajajapra ajoxuaa IbTHOOp KapaTuiiajiu.
®dacnna HaBouiinuar «Mcw» pagudnm razanura moupa TOMOHHAAH OOFJIaHTaH
Hazupa Amwupuii, HaBonit Ba @ypkaTHUHT 11y paaudum acapiapu OusiaH KuEcuit
TAJIKUH 3TUJIaId Ba YHUHT Y3HUra XOC HOBATOPJIUK XYCYCHUATIApU aHUKJIaHAIH.

Ky3atyBumu3 mynu kypcataauku, Oup Xuia MaB3yaa, OMp Xuil BasHza, Oup
xun pagudua spatwica-na, OyHaal acapiap Oup-Oupura yximmamuy OwuiaH oupra,
JABp PYXUHH, YHUHT MyaMMOJIApUHU EPUTHUII, TAaCBUPJIAIl NMPUHIUILUIAPK OWIIaH
bapknanub xam Typaau. Xap OMp WXKOAKOp spaTraH acapiaru mMa3MyH, QUKp,
FOs, TACBUP TaMOMMJUIapua TapakKUET OenruiapuHu Ky3atamus. Jluccepranusaa
Ma3Kyp ¥Fas3aJHUHI HaBoul TOMOHMIAH SpAaTWITaH OIIMKOHA WYHAIMIIAATU
acapiaH, TacaBBypUI Ba HUXOST, WXKTUMOUNW WYHAIUIIIATH  FOSUIApHU
My>KacCamJIAIITUPTaH, KEHI KaMpoBJIM acap MakoMurada OyiraH TapakKuET
OOCKUYIApH TaIKUK STUITaH.

13 Torman FO.M. Anamus nostadeckoro texcra. CTpykTypa cruxa. — J1.: IIpocsemmenne, 1972, crp. 130.
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Maskyp dacnma kyimiran Macaianu €pUTUII MAaKCaJuaa IOUPa TOMOHUIAH
Jlyrpuitnuar  «Odtody», Dy3yTuiHUHT «Kepakmazmy cenra» paaudau
razajutapura OOFJIaHTaH Ha3Wpajap XaMm TAJIKUK ATHIITaH. YJap acocuaa YBalcHid
MaxOpaTUHUHT IIAKJUIAHUII BAa TAaKOMWI XYCYCHUSTJIIAPU AHUKJIAHTaH. Y BalCHi
canaduiapu 6aauuii HUATIAPUHY, yJIap Ha3apja TyTraH MaB3y Ba FOSUIApPHU sSHaJa
puBOXIIaHTHpraH. Suru, ¥y3ura xoc Oaguuil TacBUp BOCHUTAJIapu OwliaH
suitHatnarad. OOpaznap MOXMSTHHM SHaJla KEHraUTUpHINra XapakaT KWJTaH.
[oupa xap Oup oOpa3Hu Tabuat xoaucanapu OWIaH KUECHAIl BOCUTACHAA YyKYyp
bancadpuit-upbonuii  MoxuATHH HdojaANaAIITa APUINTaH. AHIJIANIUIATUKH,
HA3MpPaHABUCIIMK IIYHYaKd TAKJIWAYWIMK B5Mac, OaJKku Xap OWUp HCTEHIOMIN
WOKOJKOp YYyH yIKaH Maxopar wMaktadbuaup. Hasowuit, Jlyrdwmii, Dy3ymnmii,
Amupuii kabu ycTo3iap WKOAWAAH YPraHWil YBaCHUIHUHT IOKCAK Oaauuii
MaxopaT KO30HUIIKAA MyXUM Ba3u(aHu Oaxapras.

BoOHMHT MKKUHYM paciau «/Iupux Kaxpamon mabuamuHuHe noIMuK MasmyH
AHSUNAHUWUSA — mabcupuy — Macajlacura OarunuiaHrad. Jlupuk — KaxpamoH
XapakTepuHU YprauMai TypuO, WKOJKOPHUHT WHAUBUIyaT KUPpaJIapuHH,
MaxOpaTUHUHT ¥3Ura XOC KUXATIApUHHU, Oaiuuii HUSATUHU aHTJIAIl MYIIKYJL.
[evpusitia nupuk KaxpaMoH Ooln FosiHM, Oapya pam3 Ba 00pasziapHU y3uja
My’KaccamJIalITUPTaH Maxcyc Mapka3 xucobnaHamu. bapya Bokea-xoauca Ba
KeUMHMAaJap pUBOXKH YHJA CHHTE3Nalaau. JIMpuK KaxpaMOoH MOXHMSTaH IIOUPIaH
Xam, Xap KaHjai oOpaszian xam KeHr Kamposra sra. Ly ca6abmu xam, y Xxed KauoH
moupra Eku SAroHa oOpasra TeHr OyinMaiauw. baguuii MakcagHUHT aCOCHHU
OomKapyBuM anadbuii cyObekT BazudacuHu Oaxapaau. AMMO, MabliyM MabHOJA,
YHUHT Xap OWp xapakaTu, anOarrta, HIOUpP TOMOHMJIAH OOIIKAPWIMIINHU, YHUHT
HYKTau Ha3apy Ba HA30paTHAaH YUKUO KETMACIUTHMHU XaM UHKOP 3THO OyiMaiiau.
Jlupuk KaxpaMOH KEYMHMalapuiarn OOBEKTUBIMK 3aMUpHIa [IOUPHUHT
CYOBEKTHUBIIMIY XaM MYy>KaccaMJyiallaaim.

MyMTO3 HIebpUsATAA JIUPUK KaXPaMOH XapaKTEpUHU aHIJIAll Xap OUp CY3HUHT
acyi Ba KyuMa MabHOJAPUHM aHIamgaH OonuianMoru yo3um. lllyngaruna 6us
YHUHT acll KuédacuHu Kypa ojlaMu3. YHHU Oaxosaranjaa agammaivms. JKymmamas,
JKaxonotun YBaiicuii mebpusITHAATH JUPUK KaXpaMOH XapaKTepUHH 0axoJiall Ba
aHTJIAIl y4yH XaM XyJIId [y Me30HJaH (oWgamaHuin Tako30 ATHIAIU. ¥Y30K
Wuyutap mowpa JIMPUK KaxpamMOHHU TyHEBHUM Myxa00at, Bado KyWUHCH; XYKYKCHU3
Vy30ek aénu TaKAMPUHUHT TapFUOOTYUCH cudaTtuaa TanKuH STUIIR. AMMO
acapiiapyjard JHPUK KaxpamMoH Tabwatu OyHIaH-la KEHI KaMpoBra oJra. Y
XaJKHUHT  JapJly apMOHJIApU, WHCOH MabHAaBUSTHHMHI  yMyMOalapui
MyaMMOJIapH, TaCaBBy( TabJIMMOTH FOSUITAPUHU AHTJIAI Ba TAPFUO ATUII UIITHEKU
Ownad smaraH. YBalicHMil JMpUK KaXpaMOHM TaOuaTujaa, aBBaJio, HCIOMHUUN
YBTUKOJAHUHI MyKaMMaJl IIAK/UIAHTaHJIWTW Ky3aTwiaau. by sca acapnapuparu
uppoHUil Ba Mabpuduil Xyiocanap, TacaBBy(pui Fossiap paBHaKuWra acoc Oyiras.
[oupa mepocuaaru axiaokuii-pancaduit XyirocalrapHUHT Mabpuduil axaMUSITUHA
TabMHHJIAraH.

VYBaiicuii mewpusTHAa 601 Macana WK, bapda QuUKp-FOsSTapUHUHT f03ara
YUMKMIIWAA WIOK MaB3ycu acocud Bocuta. lllompa mxommpa mMako3 Ba XaKUKAT
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Ooup-Oupu Ounan yuryH. llly cababnu, nupuk KaxpamoH Kuédacuaa TyHrynapu
HO3UK a&IHM 3Mac, Oallki KalaHJapoHa KeYMHMalap THpAoOuaa FapK MapioHa
OLIMKHU Kypamu3. YBaiicuil y3u aHria® erraHn uppoHUN XaKUKATIApHU JIUPHUK
KaxXpaMOH TWIHJAH omikopa Oa€H sTanu. Y Imapuar Ba TapUKaT FOSUIAPUHU
yitrynnamrupagu. Jlua Ba uHCOH, TaHrpu Ba MHCOH MyHOcabaTiapu Oopacuja
daiinacyona Mynoxasza oputaad. Y IWHHM paja dTMalId, aMMO JUHHHUHT YTa
pacMui, pu€ra MyJa TONMYBYM aHjo3ajnapura xam curmanau. lllowpa acapmapuna
TYHEBUIIMK Ba WIOXUHIMKHM, Ma)X03 Ba XaKWKaTHH Kuécnabd, ynap Ypracuiaa
UXTUI0( UYKIUTHHU YBTUPOd dTaTH.

VYBaiicuil WebpUITH Mypakkad, Xxocaap WebpUsITH. Y AyHE, 0JlaM, HHCOHJIAP
MyHOcabatu Oopacuaa 4YyKyp Tadakkyp ME30HJIapuIaH TypuO Mymioxana
I0puTyBUM (Qancapuil Moxusrra sra. lllompaHuHr KYm4YWIMK acapiiapy Maxcyc
HmiapxJjaiHl TaKko30 31aau. Mdogananran xoc Ma3MyHHU IAPXCU3 aHTJIAIl KUKWKH.
[oupa acapnapujgaru MIIK — KEHI MabHOJArH ApaJIMUII Ba y OPKAJIH sSpaTyBUMUra
oynran myxaOOatmup. Y max0Oy0a, BaxJaTu BYXKYJ, WIOXUW OUPIMK XaKWJArd
TYIIYHYQJIAPUHUA U3XOp ATapKaH, OjaM TalllKd KYPUHHUIIWJAAH — MOJIUN, WYKH
MOXMSITH OWJIaH 3ca — WJIOXUM, JleraH TacaBBypAa Typadau. YBaWCUU IUPHUK
KaxXpaMOHH TaOuaTuaa XyII4 11y MaKOMIAaru OIuK 00pa3uHu KypaMus.

YBallCHIHUHT XOCy aBoMra OupAail TyIIyHapiu Ba MaH3yp LIEbpJapu XaM
kyr. Mabnym Oup MakoH, 3aMOH Ba JKaMHST/AA sIaraH IIoupa acapiapuaa
WHCOHUI MyHOca0aTiap, yJIapHUHT 23Ty Ba JapAudil KeUYMHMaJapH, IIOJIUK Ba
Kaifrynapu aHuk udomacuHu tonraH. JIupuk xaxpamoH TacaBBypuMHu3na Qakar
OLIMK B3Mac, Oalku, WxKoAKOop aén cudaruaa xam HamMo€H OYymanu. Acapnapu
opacuja XacOu xoJl HYyHaIMIIMAA SpaTWIraHIapyu MXKOIAKOP TapKUMau XOJUHU
tynrazanad. OHa, aén Ba >KOHKYSp MHJIIaTOapBap MHCOH cudaruaaru MabHaBUN
kuédacunu épurtanu. bynaai yHanumgary acapiap Top, maxcui XaéT KoOuruaa
KoJMal, Oajnku 3aMOH, XAMUSATHUHI aHUK MaH3apajlapyuHu 4Yu3uil, (Ol 3THII
Ba3u(acuHU yTamra xam Xu3Mar Kuwiaau. buorpadukivk MKTUMOMMIMK OuilaH
yiryHnamanad. by sca ymapHuHr amabuér malgoHHWIa MYKUM Ba MYXHM MAaBKe
Ko3oHuiura cabadb Oymanu. [lloupa acapmapuga JTUpUK KaXpaMOHHHHT Makcajau
VKyBuura (hakat Y3MHUHT aXBOJWHU Oa€H ATUIN AMac. banku 3aMoHjonIIapu Ba
VKyBumiapura xa€T 3apOalapuHu KaHIal Kapiiuiami, Maray0 OYIMacIuKHUHT
cUpJIapH, yjapra Kapiii caboT Ba MaTOHAT OWJIaH Kypaluil Wypukiapu Oopacuia
YyKyp Ma3MYHJIU 1acTyp sipatud oepaau.

[HoupanuHr o00pa3 Kyaiam MaxopaTHHU YypraHap OKaHMH3, JIUPUK
KaXpaMOHHHUHI TaOuaTu oiauHiamuO OopaBepaau. Y 0ab3aH 3aMOHAOLLIAPU
Tabuatuaa FOQUIUIMK Ba )Kaxosar OenrwiapuHu Kypub orpuHaau. Mexp-okuoar,
XaJIOJUIMK, aJ0JiaT, MMMOH KaOu 33ry (a3uiaTiapHu COFMHHO H3TUPOO YeKaJlu.
VBaiicuil AMpUK KaxpaMOH TaOMaTUHU EpUTHIIA Y3Ura XOC SHIUM Wysuiap
m3naian. Ho€6 wudomamapuu spatagu. Jlupuk KaxpamMoH XapakTepu TalOuar
XoJucanapu, xouariapu OwiaH Ku€cnaHwiaau. by opkaiu sca moupa WHCOHTA
Y3UHU aHriam Wynu Tabuar XoAucalapuHM  aHrjiam OujaH yambapudac
OoFnuKIUTHIaH caboOK Oepaam.
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«bamuuii  00pa3 SAHIWJIAHUIIUAA YBaliCMHHUHI  aJa0Mii-3CTEeTHK
MEe30HJIapW» HOMJIM HKKMHYM 00042 Mmoupa KyjutaraH oOpasiap MyMTO3
aHbaHajapra MyHocabaT Ba HOBATOPJIUK ME30HJApU HYKTaW Ha3apuiaaH TaJKUK
stwirad. boOHuHTr nactnabku Qaciu «Mymmo3 nosmux aHvawa cunmesu —
6aouuii 0bpaz AmeuNAHUWUHUNZ acocuy 71e0 HOMIIAHTaH. Y30eK MyMTo3
agabuétuga oOpasznap TH3UMH V3ura xoc. Y Oomika 51 anabuériapuiaH
3yJIMabHAMHINIY, SHHU KYN KaTiaMJIdi MabHO XycycuaTu OunaH (apkiiaHaau.
MyMTO3 moupiapuMu3 Hazapa TyTraH FOsUIapHU aHriad eTull y4yH, aBBajo,
oOpaznap MOXMSITHHH HIPOK 3Ta OJUIIUMHU3 TaK030 KWIMHAIU. UyHKH MyMTO3
acapnmap dakar cyszmap Ounan 3mac, Oanmku, acocaH, oOpasziap TWIU OwiiaH
cy3maiauran anaOuétaup. AcapiapHUHT JIespiau Oapuacuia 30XUpUi Ba OOTHHUI
MabHO-MOXUSAT My’Kaccamiialirad Oyiau.

VBaiicuii Kynnaran oOpaziap TU3UMHU aJaOUETIIYHOCITUKAA €Tapiid TaJIKUH
sTHIMarad.  SlurunmaHa€rraH, MYyCTaKWIUIMK  JaBpH  aJda0METIIYHOCTUTH
ME30HJIapUIaH KeJInO YMKUO, HIoMpa MIEbPUATH OOpazJapuHUHT YYKYyp 30XHpUN
Ba OOTMHMU MAabHO-MOXMSTIAPHUHM AaHWKJIAII, VYIAPHUHT IIowpa Oaauuid
HUSATIAPUHU aMajira OMIMPUIIAArd YpHU Ba BasudalapuHu Oeiruiiaii, HUXOSTAa
myxuMm xucoOnananu. llloupa mewbpustTiaa 1031a0 oOpasznap KyaHwirad. bus
TaJKUKOTUMH3/Ia WXKOJKOP acapijapujiard OOl FOsI — €TaKud MOXUSITHU €PUTHUIIIA
MyXUM VpHUH TyTTaH Ba HIOMPAHUHT Y3Ura XOC 00pa3 sipaTull TamMOWWILIapu
HaMOEH OVJraH TUMCOJUIAPHUHT alpUMIIADUHU TAJIKWH STHUIIHHU >KOU3 KYPIIUK.
Viinaiimusku, 6M3 TaxJIMI JOMpacura ojraH oOpasiapra MyHocabaT IIoupa
acapiapuaaru oOpasiap oJJaMHUHH aHTJIAINTa KyMaKJIaIia u.

MagBxyn TaaKuKOTIap[a IIOMpa MIChPHATHIATH €Takud o0pa3 — OINHKJA,
acocaH, aél — OWMK KEUMHMAaJapu, TYUFyJdapu KyWJaHTaHU bTUPO(] STUITaH.
AMMO, MabJIyMKH, YBaWCUH WXKOAWJArd OIIMK KEHI KaMpoBra osra. YHAa
MaXO3MIJIUK Ba WIOXUHIMK ME30HJIAPUHUHT YUFYHJIANIMIINHU ~Ky3aTaMus3.
Kymnanan, moupanusar «Amkuga» paaudau razanuaa eTakdd odpa3 — OlUK. Y
OaifTMa-0alT ¥3 pyXuii X0iaTH, drajuiarad MakoMy JapakacuHU H30X1a0 Oopau.
Xonar Ba KauAT TaakuHU 0011 0Opa3HUHT V3 TWIWIAH 0a€H STUIMIIHA YKYBUU
Ha3/IWJa AaHUKJIMK Ba TabCUPYAHJIIMKHU OIUpanu. byHmail yciy6 razammgaru Ooinn
oOpa3 xapakTepWHHW, YHHMHT Makcaj-Basudacuuu, Ooimka oOpasnap OwiaH
MyHOCA0aTHHU aHWKJIAlll WMKOHWHU TabMUHJIAau. Acapaa omuk, max0yOa
oOpaznapu eTak4u MakKoMmja. YJapHUHT y3apo MyHOcabaTH, pyXuil TOBIAHUIILIAP
XKapa€Hu TacBUpJapuia TyH, TOHT, I0J1y3; TYJIPyXcop, Xop, Oya0yn, Kympu kadu
MyTaHOCHO, KymuMya oOpaszjiap TH3UMH Xapakarra Kejnaad. Yiaap 0aéH
ATUIIAETTAH WIIK MOXUSITUHHU, €Takuu oOpasznap TabuaTu Ba OOTHHHMI AyHECHUHU
éputniga oukud BasudacuHu Oaxapamu. KoHOH oOpaszuja MyTIaK Ty3ajulvK,
XopJia 3ca ¥3 MaKOMMJIaH KaHOoaTJIaHMaETraH, TyHEBUM XaBaciaapaad OyTKYJ Xaioc
Oyna onmaérraH OMIMK — COJIMK XoyiaTh ¥3 udomacunu tonraH. Illoupa cyzmap
Ownan »mac, Oanku oOpasziap oOpKaiu Y3 Fosulapu, (QUKp-KapaliapuHu
uponanaiinu. lly cababmu, VYBailicuil mIEbPUATUHM aHTIAIIIA  MYpaKKaOJIHK
103ara Kejaaad. YHHUHT MakcaJu OIIKopa KYypuHHO Typmaiau. banku ynu xap Oup
YKyBuHM y3u Tapakkyp OusaH u3iad TOMUIIN, aHTJIAIIA TaK030 STUJIa/IH.
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VBaiicuit y30ex MymTo3 anabuérumaru Oaguuii  oOpaszmap OJIaMUHU
ooruTHIIAA KYTT MaHOAIap acocua KaMJlaHTaH OMJIMM KaMpPOBHHHM UIITA COJIAJH.
XanK OoF3aKW WKOIM Xa3WHalapu, UCIOM MaHOajapw >kaBoxupiapu, KyphoH Ba
Xaauc nyploHanapu, cajadiapd WKOAM HaAMyHAJIapu IIyJap >KyMJacUIaHAUP.
VBaiicuii mebpuii 00paszinapu HOEO, Y3Ura Xoc rajepessHi TaIIKWI 3Taau. Y JapHH,
SApaTUINII XYCyCUsiTIapuial Kenud yukuO, ukkura axparuil Mmymku: 1. llloupa
TOMOHHJIAaH MyMTO3 aJlabuET caxHura oJubd KUpWIraH sSHTu oOpasnap; 2. MaBxya
aHbaHaBUN OOpa3JIapHUHT ¥3ra KOAKOpJAp Ha3zapu TylIMaraH KUppaJlapyuHU
Kali( 3TUII OPKAJIM SHTU MabHOJIA KYJUTAHUIIIH.

VYBaiicuil mespusaTUAA 60U 00paA3 MANCHYHEAW OwuK. Y WHCOH BYXYIUHH,
Xa€TUHHU, NyHEHM UK OwuiaH yambapuac anokama TtymyHanu. Iy nHykram
HazapJaH Keiaud 4yukuO, moupa HOOup oOpasznap Tomaaud. MaBxyll aHbaHaBUN
oOpasznapHUHI y3ura Xoc ImapxjapuHu kamg s3tagu. Mabnymku, Ilapk
anabuétuaa KYHrua o0pa3u FyH4ara Ku€ciaaHaad. YBalCHil 3ca yHTra KyTUJIMaraH
mapx Oepaju:

Kyueynxum, obup Kywu saxuiuti, anu pom Smranu 2yé
Myxabbamoun kaghac aiinab, 6ucoiur 0OHa MymmuuLIap.

[oupa ymOy OalTna KYHTHJIHM BaxXIIMi Kymira yxmartub, y myxa00ar Ba
BHCOJI BOCUTACHIA POM STUJIMIIUHU TabKuIaian. KYHrunHM FyHyara yXInaTuiil,
YHUHT paHrd Ba KalifycuHu udojanaca, BaxXIIMiA Kylra YXIIATHII 3Ca YHUHT
TaOuaTUHU EPUTAJIN.

VYBaiicuii ”HCOHHUHT OOTHUHUI OJaMUHU, PyXUW X0JaT MaH3apaJlapuHu HOEO
Maxopar OwnaH udonpanaiinu. HaTwxkana, ymapHu MycaBBUpP MYWKagaMuja
callkaJUTaHTaH TaCBUPJEK UIPOK 3TA OJIAMM3:

Yuxub uwik ymu KyKCcuUmM 40KUOUH, OOUUMOUH OuUOOYD,
Kypyx woxeku, 2yé y3 uuuoun ym mymowuuooyp,

Matjiabcu OwsiaH OOlJTaHraH Fazaj OIIMKOHA WYHamumgard acap. YHJa
OIMK OOPa3sHHUHT PyXHUM Fana€HiIapu, UK U3TUpOoOIapu TacBupiaHaau. Fazanma
IIOUPAHUHT 00pa3 spaTHIll MaxopaTH SKKOJI HaMoEH Oynrad. XXymuanaH, moupa
IOKOpUIarn OalTna OIMMKHUHT WINK HW3THPOOMHU OJIUM Xa€TUH BOKEIIHMK
BOCUTACHA M30XJIan. SIbHU KYKCH YOKHJAH WINK YTH YUKUO, OoIurada rapk
OYnTaH OMMWK XOJaTH, ¥3 WYUJaH YT YMKUO €Ha€TraH KypyK IIoXra Ku€ciaHaju.
by Mykosica omuk n3tTupoOu Ba a300JaHUIITMHY Kyaa aHuK udomanaiau. by epna
Cy3map THU3UMU IIyHJAl WIUIATHITAHKHA, ylaap XOJIaTHU OaéH STMalau, Oaiku
YHUHT MaH3apacuHu 4u3u0 Oepamu. YHma xap Oup CY3HUHT ¥3 MakoMu Oop.
KymnanaH, «KypyK MI0X» HOOpacHu OUIMK XOJaTura HUcOaTaH WIUIATHIMIIUHUHT
y3una uykyp ManTuk kypunaau. Illoupa, ssHa Oup ypuHIa, BUCOJI Ba XHKPOHHU
JIAJTT MaIOHKU1a Kypall TylmaéTrad UKKUA NaxJ1aBoH cudaTua MO IUHIAIITHPATH.
Kypunaauku, YBaiicuii y3 oOpasnapu OwiaH OW3HM MaBXyM TYIOJITaH PYXUST
oJIaMHUTa €TAKJIAUIW. YHUA AYHEBUU KYPUHUIIUIAP IIAKIMIA TAJIKUH 3Taau. by 3ca
yJIapHUA peaj TacaBBYp OTUIIMMHU3Ta HUMKOH Oepaau. [Houpanunr o6pas
KYJUIALJard y3ura XOCIUMTMHUHT OMp KHppacu aHa IIyHJail KYpUHUILA HAMOEH
oynanu.
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Acapnapuna KymnnaHraH Oapua oOpasnap VYBaiicuil myHEKapamu Ouiad
OofmuK. Y OOpJIMKHU CHHYKOBIMK OWJIaH Ky3aTaiu. YHUHT Xap Oup amécuna
TUPHUK Xa€T xkapa€¢HuHu xuc kunaau. [y cababmu xam, monpa mebpusTHaa OnUsra
XapakaTcu3 TYIOJraH Kyn oOpazmapHUHT ¥3 xaétu Oop. Y Kyiaran xap Oup
OoOpa3HMHI HYTKM YHHUHT Tabuatura moc Tapsna Oepuianu. [lloupa oOpasznapuu
HIYHYaKd KyJulamaiau. YIapHUHT 3amupuja OailTiapra cuFrMaiaurad tapuxsiap,
30XUpHid Ba OOTUHUN Ma3MyHJIap, KEHT CIOKETJIapHU KaMpOBYM aa0uii Takaupiap
MysKaccamilaliaiu.

MymT03 anabuérnara aHbaHABUM KUNPUK, MUICMAD, KYPYK UWOX, Kyul, 6030p,
anop Kabu Ky1urald aménap moupa MWKOAWAA KEHI KaMpoBIH, HUP(OHUN MabBHO
tamryBun (paos oOpasra aitianamu. YBalCHWHUHT HOEO MaxopaTu Tydaimm yiap
V3UHUHT TYypJIM-TYMaH SIHTU KuppajapuHu HaMo€H staau. llloupa acapnapunparu
TacaBBY(pUil-upPOHUI MabHOJIAPHU I03ara YMKapullaa MyxuM Basuda Oaxapaiu.
[Houpanunr xap Oup aHbaHaBUW oOpa3ra sHruya €ExpamryBu Illapk MymTo3
anaOuETUHU TepaH MabHOJU oOpaznap OuaH OoMuTaIu.

boOuuHr wkkuHuu (acnu  «baduuit obpaz AHUNAHUWUOA  UPDOHUL
pamziapHuHe ypHuy 10 HOMIaHTaH. MablyMKd, MYMTO3 MEPOCHUMH3Ia
KYIIMabHOJIMIIMK Xocaup. by sca pam3uitinkau kentupu® uukapaad. MymTo3
anabuérna KyJUIlaHWITaH aHbaHaBUM Oanuuii aménap 30xupan obpas, O0THHAH dca
pamziiapra ainananu. Mamxyp ¢paniy3 onumu Ponan bapt «...pam3 — 0y o6pa3
smac, Oy ukp-rosutlap  KYIUIMTHMHUHT  HAaK 3”131/11[1/1p»14,—z[eﬁzm. Pam3
KYTIMabHOJIMIIMK, HUCTUOPABUIIMK Owmian yambOapuac Oornmk. byHnma wxomkop
acapujia KyJjlaraH MabJiyM Ovp OOpa3sHUHT 30XUpUM KYPUHHUIIWTA dMac, OaiKu
MOXMSITHIa Kapalau. YHHUHI TallKd KYPUHUIIM 35Mac, OOTHMHMM IIAKJIWJIAH
doitnanananu. Hatwxkana, 6u3 Ounrad mpeaMeT MabiyM MabHOHH 3Mac, YKyBUH
KyTMaran OyTyHJai Ooiika MabHOHM uUdonanaiau. KyTtuaimaran MabHO, MOXUST
udonanananu. byHnail caHbaT HamMyHaJapuHU 3ca Xap OuUp YKyBYM Typiuya
TaJKUH OJTUIl HMMKOHMra sra Oynmamu. Pam3uunr Oamuuii Basudacu oOpasra
HUCOaTaH KEHTPOK. Y Oup o00pa3 BocuTacuja KEHI KaMpOBIH, paHT-OapaHr
Mynoxazajgapau udonanam uMkoHuHu Oepaau. Iy cababmu, yHmaH MymTO3
amabuérna yaymau GhoigaiaHuiTraH.

VYBaiicuii wkoaWra XoC paM3uUIMK OEBOCHTAa IIOMPAHUHT TacaBBy(] Ba
TapuKaTtaaru uynu OuiiaH OOFNIMK. MablyMmMKH, TacaBBY( TabIMMOTHIATH KYTI
FOSUIAp PYXOHHUM Xa€T, WIMHM XO0J, WIOXHM acpop Macananapura paxmiaop. Ly
cababmu, TapuKar FOSUTApUHU peall oOpasznap Ounan udomanant OUp 03 MYIIKYIL.
bo3 ycrura, anrnanran 0apya XaKMKaTJIapHU OLIKOP 3THUILIJAH CaKJIaHWITaH. Yiap
pam3uii 00pasznap BocHTacuia mapjaa uuuja, uiopainap opkaim 0aéH stuiraH. by
ycyn ¥30eK MyMTO3 amabuétuaa pam3uil oOpasziap TH3UMH sSpaTHIMIINra cadad
oynran. Xymnanan, XKaxoHoTuH YBalicuii WKOJMHHM XaM pamisiiap TAIKUHHUCH3
TYJIaKOHJM aHIIalll KUWWH. YBallcuil mebpusTHAard obpa3 Ba pamsiap
MyHOCa0aTH MYMTO3 aJa0uérnard aHbaHABMIIMK OusiaH OOFJIUK. AMMO
MIOWPAHUHT MaxOpaTh IIyHJAKW, y NIy KOoOWKma KoimO kermanmu. bamku

14 p Bapr. U36pannsie paborsl. Cemuornka. [Tootuka. — M.: Hayka, 1989, ctp. 72.
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pam3JIapHUHT OOIKA IIOUpiap YbTUOOpUTA TyIIMaraH, sSSHTM KUppajJapuHu Kaiig
6 TacBupnaiiau. lloupa amabuii mMepocuaa mai, coxut, 6ya0ya, 2yu, ulamv,
napeona, Kyéw kabu kyminad OyHmai o0pa3 Ba pamziap KyJIJIaHWUITaH.

VYBaiicuil mxonuaa «6o3op» cy3u xam d6aaunii oopas cudaruga panr-6apanr
FosUlapHH, TymyHuyanapuu udopanaiinu. Illoupa wxommma maskyp 0Opa3HUHT
KYJUIAaHWIMIIN XaJK OF3aKd WXKOJM aHbaHacu OwiaH yambapuac OOriuK. UyHKH
XaJIK OF3aKM IDKOJMIA XaM 6030p CY3M KYI MabHONApJa MIUIATHIraH. «Y30eK
TUJIMHUHT M30XJIU JIyFaTu»Ja 0030p CY3MHUHT 7 MabHOCH IIapxjaHraH. Jlemak,
yMyMXaJK THJIHJA XaM Ma3Kyp C¥3 KEHI KaMpoBJIM MOXusitra 3ra. bozop
OOpa3sMHUHT MYMTO3 aa0uéTAa KYJUIAaHUIIHN Y3UHUHT MabJIyM TaKOMUJI TapUXUTa
sra. Hasouii, Amupuii, Oraxuii, Honupa kabu kymiad mxoakopliap acapiapujia
Ma3Kyp 0Opa3HUHT HOEO TaTKUHJIAPUHM Ky3aTamu3. Y BaCUM MKOIMIA 3Ca YHUHT
MabHO KyJamH sSiHaJa KEHraWraHJIUTMHUHT TYBOXH Oyinamu3. Y mebpustuga Oup
HeyTa XKymiiaga uQoJaJaHuIIM MyMKHH OyiaraH (pukpHU OupruHa maskyp oOpas
OpKaJii Oa€H 3THIL MaXOPAaTUHU HAMOEH KUJia OJIau.

Hwix pam3unu kum cy3naou — 10¢gh ypou 3a60HuU,
Cagootiu myxabbam ceHu 6030puHea Maxcyc.

baiiTHuHT Ma3myHu myHaa: KuMKu UIK paM3u, YHUHT MOXUATH Oopacuja
cy3naran Oyica, €nroH cy3nabau. 3epo, Xakukuii myxab6at moskapocu CeHHMHT
O0o30puHTTaruHa Xocaup. Maskyp MHUCpa Ma3MyHUHHU TYIIYHHII Y4yH VHAQ
KyJUlaHraH 0030p CY3M MOXMSTHHHM aHrjam Jjo3uM. by ¥3-y3uman TacaBByd
TaBIMMOTHUJIATH TAXKAJUIM FOSICH OmiaH OOFnuK. SpaTyBuM V3 KaMOJIMHU KYPHIII
UITHEKUAa odaMuu OyHén stau. JlyH€ aca — 6030p. YHaaru xap Oup 30T ¥y3ura
KEpak HapCaHW, y3 AWM Ba CaBUsACUTA MOHAHJ TaHJIAWIA Ba Y3 MYJIKWTa
aitmantupagu. okrtop Caitiing XKabdap CaxokonuiHuHr Mamxyp «®Papxanru
HUCTUJIOXOT Ba TabOUPOTHU HpCbOHHﬁ»lS HOMJIM JIyFaTuga 0030p Cy3u Kyhuaaruuia
TabOupaanagu: «bo3op — WIOXHI Hyp Ta)KajUIMCH MaKOMIIapuiaH, OYVJIMHMII Ba
KYIUTHK MapTrabamapuiaH HOopaTmup» . YBaifchmii acapuma 0030p CY3HHHHT
uphoHUl MabHOCH Hazapna TyTtwiraH. Jlyrarna tanOupianraH upPoHH MabHO
moupa QuKpIapura HUXosATAa MyTaHocu6 Tymaau. [lemak, YBaiicuii MmyTacaBByd
moupa cudaruga 6030p obpasuHUHT UphOHUI MabHOCHIAH Xabapjop OyiaraH Ba
YHHU Fazanujaa y3 ypauaa MmyBaddakusITiIu Kyjiaras.

[Tapx mymTO3 amabuéruna mai eéa y Ounan O02MUK 00Opaziap XaM KEHT
uctudoaa >tuiarad. Y Maid, Oojma, mapod kaOW TypyiM Ak Ba MabHOJApHa
kymnanrad. Hasowuit, Komuit, @y3ynuii, AMupuii kabu kymiaad MyMTO3 IIOUpIIap
MepocHia Mail paHr-0apaHr FOsJIapHM TalllyBud oOpa3 cudaTtuaa Kyzatuiagu. Y
WOONUK Mauu, WK Mauiu, mavpugam matu, pyx mauvu, xaém mauu, eam booacu
KaOW WHCOHHUHT  OOTHMHUUN TyWfrynapu OusiaH OOFIMK paM3ui MabHOJapHa
KyJ1anuO kemaau. JKaxoHOTHH YBaiicuil miebpusiTua Mail Ba y OusiaH OOFJIMK
Macayianap, oopazjap Iy MaiTrada erapiau OaxoyiaHMaraH. YJIApHUHT TaJdKUHU

= Hoxrop Caiiiiun XKabdap Caxoxonnit. @apxaHru HCTUIIOXOT Ba TabOupotn updounid. — Texpon: Adcarn
rymuaH, 1379 x., cax.54.

18 NMokrop Caititnz XKabhap Casxoxomnuit. PapxaHTH HCTHIOKOT Ba Tabbupotn updoumii. — Texpon: Adcaru ryiman,
1379 x., cax. 180.
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Myauid HyKTau HazapuaaH KeckuH Qapk Kuiaau. UyHku aén wxoakop cudaruna
y MaiHu (akat pam3mii €ku pam3uii-tacaBByGUi MabHOAA KyJUlaraH. YBalcui
mai, wapoob, 600a, coxui, mys, mybauya, co2ap, x’om, Kaday xKadbu oOpazmapra
UIIK Ba OIIMK PYXUH XOJATUHU aHUKJIAIITUPYBUM 00pa3ziap cudaruaa EHIAIITaH.
Kymnanan, mati — maxoyba xycuu, mavpugam, Uk, eaxoam, 2yapaue 103, UCOIl,
woonuxk, 2am eéa bowka mavronrapuu uponanad kenaau. Cokuii, yHra Myposkaatr
Ba MailxoHa pam3iiapd XaMm TepaH Ma3MyHTra 3ra. YHUHT TaJIKUHUAA, TyHEBUM Ba
WIOXUN MabHONap Oup-OupuHu TYIaupuO kenanu. Kymnanran oOpasnap TU3UMHU
30XUpaH Ma)KO3Wi, OOTMHAH WJIOXUH MabHOTa 3ra JKaHJIUTU CEe3WIHO Typaju.
XycycaH, COKHIl oOpasura yikaH MabHO IOKJIaHaAW. Y OLIMKHHU TYFpU Mynra
XUIOSAT KWIYBYHM, acll MakcaJ MaH3WJIUTa eTakJioBuYM o0pa3 cudaruiga TaakuH
stunagu. MymTo3 amabuétna coxuu oopaszu TypJid MabHOIapla KyjulaHran. Mau
KYI084U, nupu mypuuo, asan cokuticu — Onnox xadunap mynap KyMJIacuIaHaup.
MymTO03 anabuérna MailHUHT pamM3uil MabHOAA KYJUIAHWIMIIN (DUKP-FOSUIapHU
udoaanamga mapuaT Ba TapukaT ypTacuaard, Tabuat Ba MHCOH MyHOcadaTHIaru
KYIpuK BasudacuHu Oaxapaau. Mypakkad, ¢ancapuii-uppoHuil TacaBBypy
TylIyHYaJIapHu 0a€H 3TUILl UMKOHUSITUHU Oepaau. YBalcuil Hazapuaa, Mail pam3u
KYTIMHYA Mavpugam 6a Uik MabHOCUHU aHTJIATUO KeJIaaH.
Mk 6Yprun Kutioumy Kupoum sHa Matixonaaa,
Kypoym yn 6ape agpcapun ympu nyuaiimoHumoaoyp™ .

[oupa wmk OYpKUHU 3UHNHATIOBYM TOXK O€3ard YMPUHUHT MOXMSITHIA,
WYUa DKAHIUTUHU 2bTUPOd 3TMOKAA. By 3bTUpodHM aHTIAM YYyH JUPHUK
KaXpaMOH MailxoHa OOcKuuMIaH yTau. MalixoHa yHra MOXUSITHU UIPOK 3TUILIN
y4yH BocuTa BasudacuHu Oaxapau. MaiixoHa — MabpudaTxoHagup. «MalixoHa
3aBKy IIABK Ba WJIOXWM Mabpudar TYauMO TOITaH KOMHJI MHCOH — OPU(PHUHT
GOTHHHIT AyHECH Ba PyXH MyTIaK ManbGammupy» . Kyitmmarn Gaiitoa xam maif —
MYJpOK AWUTApHU XYyIIEPIAHTUPYBUYH, YWFOTYBYM MabpudaT pam3u cudaTuia
KYJUJIAHTaH:

Ken, a1l coxuit, aézune mypoaouinapoun oapuz smma,
Macux angocuxum, yi 6odaowom wupa écmarmuui™.

baiitna cokuii, aér, aun, Oomaomom kabu oOpaszmap unuiatuirad. Illompa
Macux anpoc — Uconadac cy3u Omnan TanMmex caHbaTUHU Kyiuiaran. MabsHOJaAp
3aMHupusia MypIaaawn — YiauK gui Ba Macux anHdoc — THUpWITHPYBUM Hadac
CY3/lapy OpKaJM Ta30J caHbaTHra XaMm umopa Kwinb ytwnagu. By ycyn Ba
uropaiap 0aiTaa moupa alTMOKYH (GUKpIIap KAMPOBUHHU KEHTaUTHUPHINTA XHU3MaT
Kuinaau. baiWTna COKMA — NUpU MYPIIMJ  MAbHOCUIA KYyJUIAHTaH. bupuHYH
MHUCpaja Ioupa COKUAaH MyIpOK, FaQIaTHUILINH TWJUIapJaH Mail — MabpudaTHU
Japuf TYTMAacJIUIMHU cypaMokaa. MKKMHYM Mucpaza 3ca 1Ioupa pamsiap TUIA
6wian 4ykyp, (anacapuii XynocacHHH GaéH STagu: Y3 TUIArM Ba TadaGHHHUHT
MOXUSATHUHH 04u0O Oepanu. bomaomom — Mail uuyBuUM JyFaBUN MabHOCHTA Jra.
Jlemak, MucpagaH TUPWITHPYBYM Hadac, KYHTMIUIAPHU YUFOTYBYM, YHTa 3aBK,

1 ygaiicuii mwebpustuaad. — T.: V36ekucron KII, 1980, 36-0eT.
18 H.Komuuos. Xwu3p gammacu. — T.: MawHaBusT, 2005, 62-6€T..
19 ypaitcnit. Kyurun rymopu. — T.: AnaGuér a canbar, 1983, 218-6er.
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UK OaFuIuIOBYM XaBO Mall WUYYyBYMHUHT Y3uJa My)XaccaM, JIeraH MabHO
anrnammiaaad. QakaT yHU Xapakarra KeITUPYBUM Mail — Mabpudarian 6axpaman
THIICA eTapiu. Xap KaHJail KYHruwira Mypiiuja MabpudartugaH TapaiyByd HYp
Xyayncu3 EpyFlidK, 4aporOHJIMK Oarunuiaian. YHu MyThnak pyX MOXUSTHHU Ba
V3UHU aHTJam pyréacura erakiaiiau. YHUHT OyHJald Makomra KyTapHIMIIHIA
nup Ba MabpudaT Magaaud TaKo30 ITWIAIU, XoJoc. Aciauaa, Xap OuUp HHCOH
30TUa, MOXUATH]IA YIIIa HYp >KaBXapu MaBxya 0ynaau. [lloupa cokuiinan ana ury
MaBKyJl HypHH XapakaTra KeJITHUPUIITHU WITHXKO 3TMOK/A, Xosoc. YyHku y OyTyH
yMpP UHCOHHUSITHU MyKamMal KYpHIll Makcaaud OuiiaH ko Kuiau. Jlemak, Mazkyp
MHucpana IIoupaHWUHT uppoHuit Gukpaapu «uuHTIATH WYMHTIATUPY, s
alTUITaH MaIIXyp pyMHEHA HyKTaW Hazapa TypuO OaéH STUITaHIUTUHU aHTJIAMI
KHUUWH dMac.

Heuynkum op3y xuimaii Kynuneourn 600a udimMaxkHu,

Maiiu 6axoam cenune uneuHOa2u HeoMm uupa ecmanmuu’.

Maskyp fazan Oomgan — o€k updoHuil mabHora sra. Kenrupunran Oaittaa
xaM Oy xoJiat ce3wnud Typubau. YHma xom —— 0oga —> Baxjar
yunura  Oop. Jlemak,  JHMpUK KaxXpaMOHHUHT acj MakcaJu BaXJOHHSITTA,
AroHaMKKa, oupiukka »pumudil. [lloupa pukpuya, OyHuHr iynu 6oma Ba xKom
opkanu ytaau. boga — mabpudar, Tyréunu umk. XXom - MymMTo3 anabuéTna Kamax,
KYHTWI, AyHE KaOu KYI MabHOJIApAa MIUIATWIMIIA MyMKUH. Maskyp YpuHnna,
0alT Ma3MyHHJIaH KeTuO YUKCaK, >KOM JAYHE MabHOCHJA KYJUIaHMOKHaa. Jlemak,
BaxJaT MaKOMHUTa IyHEHH aHIJall, YHHUHT PUE3ATIapUHU, CUHOBIAPUHHU KE4YHO
yTum opkanu spuniiand. Convk AyHE MOXMATHHM Ba Y3MHU aHIiad eTHIl
MakoMura kyrapuianu. Kentupuiran wucoiuiapaaH KypuUHHO TypuUOIUKH,
VYBaiicuit aén moupa Oynuura KapaMmacaas, MebpUATHIA Maidl Ba y OvIaH OOFIUK
oOpaznapjian yHymian (onanaHraH.

VYBaiicuii myorceon, 6030p, mai, coxui, Oyrbyn, napsoHa Kabu 1035120
MOATUK OOpa3JIapHUHT SIHTU MabHOBUM capxaiyiapunu Kaid 31ud, ¥30eKk MyMTO3
amabuétu oOpazjap TU3UMUHU OoluTHINra OEKuEC Yyl Kynyau. Y Bancui
WKOJIUJA KYJUTaHUITaH xap Oup obpas yHUHT ¢ancaduit gyHEKapail KaMpOBUHH,
OJJAMHUA aHTJIAIll ME30HWHU, (QUKpJANl Tap3WHH, WXKOIUNA TaMOWWIMHH
AHUKJIAITUMU3]Ia MyXUM aXaMUsATTa Jra.

HMuccepranustHuar 3-000U  «YBaiicuii mMEbLPUATHAA TOITHK KaHpPJIap
TAKOMWJIM Ba 0aguuil mMaxopar» Je0 HOMIaHTaH. YHAa YBaWCHil MXOIHIa
KYJUIaHTaH MYMTO3 aHpJiap TaKOMUJIM Oopacuaa (Gukp opuTwiran. «fazan ea
MYCamMmam HCauprapuoa awvbaHa 6a HO8amopauxk» Aed HOMIIAHTaH JacTiIaOKu
dacnaa moUpaHUHT Fa3ajdl Ba MycaMMaT HYJIuJard W3JIaHUIUIApU, SHTWIMKIAPH,
yJIapHU TAaKOMUJUIAIITUPUILIATH Y3Ura XOCIUKIApU TaAKUK STHITaH. Xap KaHaa
YKaHp MabHO Ba Ma3MyHra HUCOATaH TypFryH. AMMO HOEO UCTEbJI0A Aracu Oyiran
WOKOJIKOpJap Mas3Kyp MYKUMIIMKHU XaM y3rapTHUpUIlra KOJup OYIuIIras.
Kymnanan, VYBaiicuii MepocMHM Ky3aTuO, yHUHT Oy Oopaxa Xam Typiud
TaXpuOalapHU KYJIJIaraHWHUHT, KYymiuad JKaHpJapHU Typiw, Y3Ura Xoc

2 ¥ma acap, 218 - Ger.
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SHTUIUKIAp OwiaH OOMMTraHMHWHT TyBoxu OVymamu3. Fazanm ¥30ek mymTo3
anabuéTunark eTak4u kaHp. [|eBOHIapHUHT acOCUN TapKUOMNA KUCMHHM TalTKWI
sTanu. Y kaHp cudaruga JOUMUN TapakKU dTraH. Y BalCHil XaM Fa3aJHUHT SHTU
HIAKJIUN TYpJIapuHU Kalid 3THUIL Ba TapakKui 3TTUpuIlra xucca kymrad. [1loupa
MepocH]ia Fa3all TypJIapuHUHT HOEO HamyHanapu kym. XKymnanan, neBonunia 6 ma
xapopa 2azan yupaiau. Axman Taposuit Mamxyp «@yHYH yi-0ajoray acapuHUHT
«An-danH-yc-conuit ¢pu-i1-kopus Ba-pagud» ned Hommanran Il kucmmuma kodus
Ba paaud OwmyiaH OOFIMK Oapuya MyaMMoJjap Xycycujaa MyxuMm ¢ukpiap 0aéH
staau. Myamud xKodus Ba paaudHUHT 3apypUidl YHCYPJIUTHHUA HCOOTIAI OUJIaH
Oup Karopaa OyiMM cyHrHaa KOo(hHs HIITUPOK 3TMANJWraH ILIEbp TYypU XaMm
Oopiuru Xakuaa MabiIyMoT Oepaau: «bup Tapuka mebp OYIypkuM, aHga Kodus
oynmac. Xap OalWTHUHr oxupuHia pagud-Yk kenrypypiaap. OnHM Xapopa
yKypaap»~. Xapopa mebpIap, WCTHIOXHHHT JIyFaBHH MabHOCHIAH XaM
aHTJIAIIWIAIUKY, PYXUH KYIIKUHIIMK, pyXuil FanaéH, nagoc maxcynu cudaruaa
Maiiionra kenaraH. XX acp Oouuiapurada sipaTuirad KoQuUsCH3 IIEbp XaKujia
ranvpuiarasaa, ¢akar YBailicuil mwxoAuAaH MHUCOJUIAP KEATUPWITaH. YHUHT XaM
oupruna «KyHryn nor ynmu, nor yoau» panudid Fa3aiurdHa TUITa OJIMHTaH.
AmMMoO, Ou3 1IoWpa JACBOHUHUHT V3dA 1IN kynésmanap donauna 1837-pakam
ocTHJIa caKjIaHa€TraH Kyné3ma Hycxacu OWjiaH TaHUIIUII Kapa€HUla YHIA OJITUTA
Xapopa Fa3all MaBXY/UIMTUHUHT TYBOXU OYmauk. buz MymTo3 anaOuETHUHT
Ky11ab HaMmyHaJapuHU Ky3aTuO, 0ab3aH Koduscu mykamman Oyiamaran, Oab3aH
Kodusicuz €3umnran aiipum OalTiapra Ayd Kenauk. AMMo, YBakcuiirada OyiraH
naBpaa, Koduscuz €3uirad Tyrajl acapHHM y4paTMaauK. YBalcHil Y3MHUHT Ky4d
MaxopaTd TyQaliau [EebPHUHT AacOCUW YHCypJiapuIaH Oupu XuCOOJIaHTaH
Kodusicuz xam ry3an acap sApaTUIl MYMKUHJIMIUHA ucOotTinamu. Y Kodus
KyanamacqaH OWp MapoMJarM OXAaHTHH — PHTMHH  SpaTa ONM. YKyBYH
YbTUOOPUHM pangud Eépaamuaa MyxuM Qukp-rost arpodura xamiai Ounau. Axman
Taposuii ¢uxpura kypa, Illapk agabuétuga xam KaaumaaH KOQUICU3 IIEHP
ApaTUll aHbaHacu OYnraH. YBaiicuil aHa 1y yHyTWIa€3raH aHbaHaHW Y3UHUHT
HOEO MCTEBJO/IM Ba TaKpOpJIAaHMAC Maxopartd Tydailiau xapopa IIebp MHUCOJHIA
KaiiTa KOHJIAHTHUPHIITA Mysiccap OYIu.

[owupa wxoauaaru xapopa FazauiapHu Ky3aTrcak, 6apyacu pam3uil Ma3MyHra
sra opudoHa HUYHAIMINIA SPATWITAHIUTAHUHT TYBOXHM OYilaMu3. YJIapHHUHT
Oapuacuga OpuG-OMMKHUHT XOJ MaKOMHUJArd KEYMHMaJIapyd TacCBUPUHU
ky3aramu3. llloumpanunr Oy Tungarum Ffazamwiapu O€Xu3 Xapopa YCyimuaa
gpatuiaMarad. YyHKM YHUHT 3aMUpUJard TyFE€H, HWILIK OTallW KOJIMILIapra
curmacaup. lllouwpa Hazapupa, xarTo, KOQHUS XaM YHIAru SpKUHIMKHU TYCUO
KYSIUTaHJIEK.

Kymnanan, «Yapxu camob ypuO» paaudiaud Fazainga HIOUPAHUHT OO
Makcaau GUKp KyJdbMUHaNMsACKH cudatuaa paaudaa mykaccaMmaalITHPUIAIN.
Arap xobdus KarHamrasaa, y30€K TWUJIM IpaMMaTHKAcU KOHYHUATIApUTa Kypa,
MabHO yprycu panudaaH OJAMHTH cy3ra kyuran Oymapau. by xomar oca,

2! [Maiix Axman Xymnoiinon Taposuii. ®ynyH yi-Ganora. — T.: Xasuna, 1996, 83-6er.
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IIOUPAHUHT Oa Uil MAaKCaauHU Tyjda HaMOEH JTHUIIMTAa MabIyM Japaxkasa
TYCKUHIUK Kuiran 0ynapau. Iy ca6abmu xam, OHTIIM Tap3/a WKOIKOp KodusaaH
BO3 Ke4aJW. YHHMHT Basudacw Kywin ramaéH OwWiaH My3ailsiH XojaTaa pamudra
roknadanu. lllouwpanuHr xapopa fazauiapuja Y3ura XOCIHUKHU TabMHUHJIAraH
XycycusiTiaap/ial ssHa Oupu (GUKPIAPHUHT T€3UC KYpUHUIIKAA UDOAATaHULTUAMD.
Xap Oup Oait adopusm makiura odra Oymamu. [llowpa ymapHuU KeHT
tadcuianiad, M30XJaliaH cakjiaHaaud. VDKOAKOpHUHT YKyBuMra anTaérran
MyJioXa3al Xyjocajlapu cy3napaa Tyramaiau. Yiaap MaTH opTua XaMm JaBOM
ATajIH.

V36exk MyMmTOo3 amabuérmma (aonm IIepp HABBIAPHAAH SHA OHpPH
MycaMMmataup. Y WKOAKOp (UKp-fossiapuHu udopanamiia raszaiara HucOaTaH
KeHI Ba 4ekcu3 uMKoHusatra sra. Illy ca®abnu y VYBaiicuii agabuii Mepocuia
ajoxyja VpuH srauiaiii. YHUHT Mycauiac, Mypab0ab, MyxamMmac, Mycajaac
Typiapuaa €3raH acapiapu Ousra mabiiyM. MycaMMaTHUHT § Ta TypH MaBXKy.l
o0ynu0, 3 mucpanan 10 Mucparada Xaxkmaa KautapuiiyBun OaHIJIM IIaKJuiapra ora.
VYHuuHr gactinabku typu mycamtacaup. llapk mymTo3 anabuétuaa MycaMMaTHUHT
Ma3Kyp TypHuJa CaHOKJHU acapijap spaTwirad. MycalaCHUHT JKaHp XYCYCHUSITIIapu
Ba TapakkKUET OOoCKUWIapuHU VYpranraH anabuérmynoc Y. TyiuumeB «Yunuk
nHKuioOraya Oynran €3ma anabuérna nactiad Ba (akar YBaiicuil mwkoauaa ayd
KeJIIH»>2, JeraH XyJIOCaH! OadH dTalH.

AnabuETIIyHOCINKKA ol POpCUil pucoianapia Xam, TYPKUd THUIJard sSiroHa
manba Axman Taposuitauur «DyHyH yin — Gamora»’™ acapuaa XaM Mycajiac
XaKuja MabIyMOT YydpaMmaiau. Yiapaa MycCaMMaTHUHT TypJiapu Hazapuid
KUXATIAH HW30XJaHap »JKaH, MypabOabHM (TYpTIMKHM) Tabpuduiam Ouian
oonmnananu. YBadcuiHuHT 1837 pakamim aeBonugan «Paxm »tu6, €padb, meHu
CEeH ailfa KOHOHAMH XaloC...»" MHCpacH OWIaH OONLTAHYBYM MyCaiac Koif
ojrad. Acap ertu OaHj, iurupMa Oup MucpagaH uOopar. YBalicuil Mycaiacuaa
OaH[Iapapo WYKM Ma3MyHHMH ajoKa CYHITH OaHjrada cakjaHaau. bupuxHuu
OaHnma KYWWITaH Te3WC OXMpru OaHarada keHranb® Oopamu. Xap Oup Y€k
aoXuaa, MYCTaKuid Kopus TH3MMura sra. bupuHUM, TYPTUHYM Ba ETTUHYH
Oanmnapaa KopusgaH KeWnH paaud xam KeNTUpWwIrad. Acap apy3HUHT pamMaiu
MycamMMaHu Max3yd BazHuaa &3wiraH. MyxamMmac Ba Mycajiac xaM Y Bahcui
MepocH/Ia aJoxXua YbTUO0pra Ca30BOP KaHpIapaH xucobaaHaau. Yiap Fa3aniaH
KeWnH TypyBuu (aon >kaHpiapaup. YBallCMUHHT neBoHura 29 Ta Myxammac
KUPUTWIITAH. Y MYCTaKwI Myxammaciap Ounan 6upra, HaBouii, Amupuii, Komui,
dy3ynuil kabu ajioMa IIoupJiap Fazauiapura Taxmuciap xaMm sipatrad. [lloupa
OofjaraH TaxMucCHap, spaTraH MYCTaKWJ MyxaMMacjiap YHUHT JyHEKapallu,
xaéTra, MHCOHUATra MyHOca0aTh kabu MacajaJapHU ONIUHJIAIITHPHUIIIA MYXUM
YypuHra sra. Ynapaa moupaHuHr 6aauuii ugoaagaru y3ura XoCIurd XaMm HaMOEH
oynau.

22 A nabuit TYp Ba JkaHpJap. 3 KWLLIHK. 2 - xxwin. Jlupuka. — T.: dan, 1982, 218-6er.

2 Axman Taposuii. ®ynyn yn-6anora. — T.: Xasuua, 1996.

2 Yaiicuit. JIeBOH. Kynésma. V3 @A A6y Paiixon Bepynuit Homunaru IapKITyHOCTHK HHCTUTYTH Kyé3Maap
dbonmu, MuB. pakam 1837, 87-0er.
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bo6uunr wkkwHUM  daciu  «Veaticutinume < Kuuuk — oicampirap  6a
00CMOHHABUCIUKOA2U —Maxopamuy 1ed HOMIAaHTaH. YBallcuil WXoauaa TYIOK,
pyOouii, KUTha, YUCTOH, dapa Kabu KUYMK >KaHpJIap XaM TaKOMUJUIAIITUPUITAH.
VYnapHuHr MaB3y, MabHO Ba Oaauuii udomacuga MIOUPAHUHT Y3UTa XOC TaMOMMII
Ba MaxopaTu HaMOEH OynraH. AnaduéruryHocnukaa hapj, yHUHT TeHEe3UCH, Taiiio
OYIMII acociapH, XYCYCHATIApH XaKHaa ailpuM MylIoXasalap OWIIUpHITaH”,
AMMOo, xaHp cudaruia YHMHT XaJld XaJl STHJIUIIW, OUJTUHIAIITUPUIUIIN JTO3UM
xycycusitTiapu andaruHa. JKymnanaH, ¢apAaHuHT  KoQusutaHWIIM — Oopacuja
anaOUETIIyHOCTUTUMU3Ia TypJiauda HyKTal Ha3apHM Ky3atamu3. bab3u
MaHOanapna «dapanapia HKKA MHCPAHUHT KOQUSJIAHWINM IIapT» JAenusca,
Oab3mmapuna «dapa Mucpaizapu y3apo KodwusuiaHManam», Oab3mimapuaa dca
«KO(USITAaHUIIIN UKKU XU (a-a Ba 0-a) Oymumm MyMkun» Aeiiunaau. [aiix Axman
Tapo3uit «®PyHyH yn-Oanora» acapUMHHMHI XaHpiap OaéHu Kucmupa dapara
TyXTanuo mwyHaai rabpud oepanu: «Papa UKKU Mucpa Oyiayp. ABBaJIFM MUCpania
Kobuss Gymmac...»”’. Acapma Kamon Xiykammmii, Cammon CoBaxuii, Xodu3
[lTepo3uin, Xycpas [dexnasuii, Kupmonuii, Hocup byxopuii, Cakkoxknit CalpoHui,
Jyrduitn [Homwmitnapuuur dapanapugad HaMyHajlap KENTUPWIAIU. XaMMacu
Kodusicus, spHU 0-a makauaary dapaiap. Caxkkoxuii Ba JlyruitHuHT
JIeBOHUTA XaM Koduscus, SbHU O0-a Mmakiuaard Qgapiaigap kuputuiarad. Jlemak,
anabuii sxapa€Haaru XoJaT/laH Xyjoca ynKapaauran o0yiacak, XV acp Il spmurada
dapa kaHpU HMKKM MHCpajaH uOopaT OYnmbd, kodus kymmanunmaran. XV acp
UKKUHYM sspmu, Anumiep HaBouit wxoauman Oonutad sca, Oy KaHPHUHT sHaIa
TaKOMWJUIAIIraH KYypUHUIIApUHU ydpaTamu3. HaBowiira kamap kodus ¢apn
XKAHPU YUYH XOC XyCycHST Oynamarad. Y Oy >KaHPHUHI Xap MKKajla MUCPACHHH
Kodusimomn cy3nap Ownan 3uiiHaTiarad. KousHuHr mebpaaru BasudacugaH
KennO 4YMKUO, VKYBUM JUKKATUHU (UKPHUHT aBX HyKTacura >aid 3THII
TaMOWWJIMHM sipatraH. HaBouil neBonsapura kuputuiaran 86 dapmman 80 Tacu
Ko¢usinm, 6 Tacu Kodusicu3z makina spatwirad. HaBouwiinan keitnn dapn >xanpu
sHa TakoMuutamuO Oopau. KelnHuanmk aiipum mowpiap WKOAHWIA TaKHHUCIA
bapanap spatuiaranauruHu kypamus. XKymnanan, 3axupuaaua Myxamman booyp
neBoHuga 26 dapmman 2 tacu TaxkHucau Kodwus, 23 Tacu kodusm, 1 Tacu
Kousicu3 xypunwuiira sra. Gapj KaHpy TAKOMIIKAA YBAUCUIHUHT XaM aloXua
Vpau Oop. busra ynuwHr 4 Ta dapau MabiyMmM. YJIapHUHT Oapyacu TaKHHCIIA
Kodust acocuna spatuiran. Vbxoakop ymapaa xa€tuil TaxxpuOanapuaaH aHTJIaraH
yykyp ¢ancaduii mynoxazajrapuHu, UpPoHHUI FosutapuHu HdomanaraH. Yiapnaa
nioMpa MIebPUSATUra XOC OynaraH TepaHyJuk Ba (ancaduii Mymoxaaa ce3wsnb
typagu. lllowpaHuHr cy3 TaHgamgard Maxopard, TAaCBUPUM BOCUTAJIAPIAH
doitnananugary y3ura XoCJaIuru HaMo€H Oynaau:

Jlunbapo, ynmyp 6owuneoun atiianati,

% Anabuit TypJiap Ba kaHpuap. 3 »xwiuik. 2-xwin. Jlupuka. — T.: ®an, 1992, 200-6.; 1.KypoHoB Ba

6o1k. Arabuérnrynociuk syratu. — T.: Akagemnarp, 2013, 345-6; Axman Taposuii. @yHyH yn-6anora. — T.:
Xasuna, 1996; P. Op3ubekoB. Jlupukana Kauuk xanpiaap. — T.: @an, 1976.

% Axmax Taposuit. ®ynyH yn-6anora. — T.: Xasuna, 1996, 69-6er.
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. . - 27
Ilanoum on, yncam cyneokum atina Hau'”" .

3oxupaH KaparaHja, 0alT Ma3MyHH oaauid: «JOu munbap, eHUMaa YTUPTHH,
OOIIMHIJIaH ailaHail Ba HACUXATUMHHM OIIUT. Arap Vyicam CysraMJiaH Hai
scaruH». AMMo, 11y ypuHAA caBoJ makao OVmaau. Xy, Hera JUPUK KaXpaMOH
yaranga, cyArujaH Hal scamHu cypasntu? IloupHUHT Makcaau, FOACH Hai
TAMCOJIMIa MYyXaccamiamrupuinaan. by Vpunma Hail pam3uii oOpa3 cudarmma
kymanwirad. Hlapk MymTo3 amabuértuna Hail yyKyp MOXMATra 3ra aHbaHABUUN
tumconaup. Hail oOpasunu uppoHuid MabHOJA KEHT KyJUlalll Ba WJIMHN TaJKUH
srumra Pymuit «MacHaBuii»cugan KeiuH ajgoxuaa dbTUOOp Kapatuiaau. Aiipum
Ioupiap WKOIUIA Hal 0alT €Ku MHCpa TapKUOWAa TamoeXJIoBUYH 00pa3 Tap3usa
KyJlaHraH Oyiica, ailpum mouwpiapAa Halra OarWIIUIAaHTaH Maxcyc acapJap
ApaTWITAaHJIUTUTa XaM Jy4 kenamus. JKymnagaH, YBalicuid MKOIM1a HAall THMCOJIH
dapa xaHpura MaHcy0 anoxmlla, Maxcyc acap TapkuOuja KyJUlaHWIaad. XYIII,
VBaiicuiiHuHT Ma3kyp (apauga Haidh kKaHgallk Ma3sMyHHM udoganad kenraH?
Kysarummapumus 1myHH KypcaTaauKd, Haili — MyMTO3 ajabuérma Typid
MabHOJapaa KymnanraH. JKymuanan, xau, xaram, Myxammaoui xakuxam, opug,
KOMUJI UHCOH, KyHeun1 pamsiapuHu wudonaanaradH. Arap HaHu Qakar oaaui
npeaMmer cudaTuaa aHIam OWIaH 4YeKJIaHCaK, MyMTO3 MabHOJIAPHU TOP
TyIIyHraH OynamMu3. YHU KEHI' MabHOJa XaM Typjauda TymryHamu3. KymianaH,
Mebpox TyHHM Ba xa3zpatu Myxamman (c.a.B.) JpHUIITaH XaKUKAT MaKMYH,
Mabpudatra TyJarad Ba arpodra Mabpuduii Hyp TapaTaéTraH KOMUJI UHCOH, aBBaJl
Oapua ryOopJsiapAaH To3aJlaHKO, CYHTpa WIOXUH Hadac OuilaH TYITyBYM KYHTHII, V3
HYKCOHJIADMHU aHIIald, Y3WHU Y3uJaH Xajoc ATraH, HOJOH WJIOXHMHM cajora
ailmanran Hadc. Hall acnausaT, yHIaH y30KJAIMIIHUHT XaMm pam3u. Jlemak,
VYBaiicuit papauga Oy TUMcONHM Oexu3 KyiuiamaraH. byTyH mXoau naBoMwuja
V3MUKHY aHTJIalll, Y3Ura eTUIl FOSUTAapUHUA TapFub dTraH moupa YKyBUM TUKKATUHA
sgHa Oup OOp HaWl THUMCOJM BOCHUTacHAa Xa€T MOXMUSTHHH aHIJIallra KapaTajiw.
[oupa dapmmapu Tepan dancaduit MoxusTra s3ra acapiapaudp. Yiapaa
IIOMPAaHWHT MAaKCaJHu, FOsUIapu Xap [OMM XaM OIlKopa >Kymianapaa O0aéH
TWIMaU. YHUHT (UKpIIapU MaTH OPTUIA XaM JaBOM 3Taau. boTtuHuii Ma3myH
YKyBUMHHU Yijaiira, GUKpiara, Myaoxa3a Ipru3uura Maxoyp kunaaun. Maskyp
dapaary MabHOBUM TEpaHIMKKAa WIOMpa Yy3ura XOC TacBUpHU udoaanapHu
KYJuam BocuTacujia spuirad. Kucka catpiapja TaxHuc, HHXOM KaOu Oup HeuTa
Oaauuii canbatiaapaad ¢oiganaHraH.

VYBallcuiiHUHT moupa cudaruga nryxpar TONUIIKAA YACTOHHABUCIUTUHUHT
anoxuna ypHu 6op. Mnmaa y y30ek agabu€tuaa SHr Ky YUCTOH alTraH MXKOIKOP
cudaruga pTUpod STUIAAA. YHUHT HAUIp STUITAaH JeBoHIapuaa 13 ta yuctoHu
o6op. Ammo wManOamapna «50 maH OPTUK YHCTOHJIAPU MABIYM»IUTH OaéH
3TI/IJ'IaI[I/I28. HaBowuii mwxoauaa 4ucTOHJAp XaXM >KUXaTuJaH karra. Yijap 6,8,10
mucpagad, Qaxkar 2 tacu 4 mucpagaH mbopaT. YBaWCHIl YHCTOHJIApUAa 3ca
XaJIKOHA COJJIAJUK, JOHMIIMAH/UIMK Ba XaXM JKAXATAaH KHCKaJIUK Ky3ra

2" yaitcnit. Illesprap. — T.: bagunii agabuét nampuéry, 1963, 223-6er.
%8 p. Op3u6ekoB. JIuprkana Kudank xanpmap. — T.: @an, 1976, 153-6.
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TaliaHagd. Y OJUIMWTMHA NOpeIMEeT NOPTPETHMHW YM3MIIJA XaM, YHHUHT
cubdarnapuan 0aéH ATUIIIA XaMm, GUKPHU XMKMAT Tap3uaa udomanaiaun. YHIa
VY3UHUHT Xa€THI TaKpruOaIapy, JOHUIIMAH0HA TaQaKKyp Tap3uHU HAMOEH ITAJIH.
Y YUCTOHHM [OHOJMK HaMoWuIIM, Taakkyp YHHHIApU Aapa)kacujaH YyKyp
WKTUMOU-(ancabuit GUKpIapHH MyKaccaMmJIalITUPUO HGOaATIOBUM HYHATHUIITa
allTaHTUPTaHUHUHT TYBOXM Oynamu3. busra mabiyMKH, 4HCTOHJApa, acocaH,
npeaMeTHu UOAATOBUM CY3 €KHM CYy3iap SIIUpUHTaH OYynanu. YBaWcuUi YHCTOH
acocura XoJaTHU XaM oJiaJid. TUHTTIOBYM TMKKATUHU OMprUHA cy3ra sMac, OaJiku
pyXUii XOJIATHU aHTJIAIITa, YHU Ky3aTUIIra Kapataau. Anbarra, ¥3-Y3uJlaH YuCTOH
xaBoOuJa xaMm cy3 smac, 6anku Tyraa QUKp — ram Hazapja TyTUJIaau. Y BailcHii
YUCTOH  sipaTumiia  Typad — ycnyOmapaan — Qoipananaan.  XKymuanaw,
YUCTOHJIAPUHUHT AaCOCHM KHCMHUJIA CABOJ KYWHII YCYJIM ETAKYWIWMK KWIaOu.
Kym0O0k, acocan, OupuHUM MHcpaga kKentupwiaaud. lllowpaHUHT TONKUPIUK
OwnaH KyJUularaH CYpofd YKyBYM JUKKATMHU OWp HyKTara amjaiira Xu3Mmar
KWwiaau. AWpUM 4YUCTOHJApHUIa IIOMpa caBoj OwiaH Oup Karopaa abxkan
xucoOuaH xaMm yHymun (oiinanaHaau. by ycyn Haszapra oJIMHraH NHpeIMETHU
aHUKJIAll UMKOHMHU Kydatupaau. lllowpa yumHUM Typ YMCTOHIapuaa sHala
Oomrkaua Wy TyTaau. Yiapjaa caBoi Xxam, abkajl XxucoOu xam yupamaiau. bynmait
YUCTOHJIAp KHCKa Xaxwmra (2 mucpa) sra. bupuHum Mucpaza aTajaMuIl XakKuja
xabap-MabIyMOT Oepuiica, MKKUHYM MUCpajia YHUHT TaOUaThura Xoc KaThbui XyKM,
xyjoca Oaén »twianu. bynmait acapnap cupacura «Kaitum», «CyB», «YHKy»
xamaa «KyH Ba TyH» kaOuiapuu kuputuimn MyMmkuH. Illompa uymcrtonnmapuma
XaJgKoHa yciay0 sikkon ceswnanu. Kynmanran xap Oup cy3 caiikajiiaHraH Ba
V3UHUHT MYKUM YpHHUTA 3ra. XaéTuil TaxkpubaliapJiaH capajlaHraH JIOHUIIIMaH0Ha
xynocanap udonananaau. Ymiap 3amupura Oab3aH oMop, Oab3aH KHHOS
cuHraupuiaad. YucroHga mpeaMeT HazapAa TYTWIraH OyiMIludra KapamMaca,
YHUHT 3aMUpua HMHCOHMM MyHOcabaTiap, oJam3oira Xoc (eba-aTBoOp Xam
bTHOOPra onuHranu ce3wmd typaau. [lloupa uncronnapuaa Tamoex, UCTUOPA,
MyOoJiara kabu 6auuii caHbaTIap MaxopaT OWIIaH KYyJUTaHaIH.

Vpalicuii wxoauii (paosMsATH JaBOMHAA SpaTraH ydTra JOCTOHH OwWJiaH
JIOCTOHHABHCIIUKAA XaM Y3UHUHT HOE0 MCTEBHO/ra dTATUTUHA HAMOEH 3Ta OJITaH.
[lloupa acapnapuaa Illapk MyMTO3 [JOCTOHUYMJIMIM aHabaHaJapu Ba XaJkK
JnocToHNapura xoc udona ycuHu myxkaccamiamrad. Myammduaunr «Kuccaitu
Nmom Xacan» JOCTOHM Iy MaB3yaard OOIIKa JOCTOHJApJaH KYIiad y3ura xoc
XycycusTinapu OumnaH axpanub Ttypaau. JlocTOHJa MIOMpaHWHT Ba3H TaHJIAII,
Oaauuii TacBUp BocuTajdapuaaH doigamaHuil MaxopaTd V3 UdOJACHHU TOITaH.
[Moupa yHaa anmonativ Ba CyJxmapBap XOKMM — XacaH OOpa3uHU sipaTras.
JIOCTOHHUHT aCOCHM MOXUSITH SIXIIWIIMK Ba aA0JaTHU Taprud stumaup. «l1lax3ona
Xacan» Ma3MyHaH JIMHUWA MaB3yra OaFuIllIaHraH. YHAA Xa3paTu naramOapumus
Myxammay (c.a.B.)HuHT HaOupanapu MiMom XacaHHUHT Xa€T WU TaCBUpJIAHTaH.
[HoupaHuHr acapjaH Makcaau MIEbpUATUIATH KaOU 3aMOHAOUUIAPUHUHT KY3UHU
OYUII, MO3HMIJIaH OJIMHTaH Ca0OK OWiiaH yjapra Ky3ry TyTHII 3au. Acapaaru 6o
ros Xacan oOpasuaa myxaccamnamrupuinanu. Jlocrouaunr xaxmu 1450 mucpa,
725 Oaittman ubopar. «BokeoTn MyxaMMmamaquxoH» IOCTOHH XaMm Y Balcuit
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«/leBon»n Ounan OuTTa KynA€3Maga Kydyupuiarad. Ym0y AOCTOHHUHT MaTHU
kynésmana 14 caxudaman nbopar. Xap Oup caxudama 22 xatopmaan €3yB Oop.
Tyrannanmaran Oy DOCTOHHHHr Ou3ra etu® kenran kucmu 208 wmmcpa, 104
OaifTnan nbopat. AcapHUHT AacTiia0ku OalTIapuHU XaMJl Ba HABT TALIKWUII 3Ta]IH.
Keitun MyxammaganuxoH, YHMHT Hacji-HacaOu Xakuja cysima"Hagu. Tapkumau
XOJUAaru aupuMm MyxXuUM HyKTanap sciaHaau. Taxrtra yrupuin cababiapu aiTtud
Vrunaau. Huxost, mocton é3umuinura cabad Oynran acocuit xoauca — Komrrapra
FA30T IOPUILM BOKeacura >bTUOOp Kapatuiaau. JlocTtoHnma Oup HedTa oOpasniap
Ooop. VYciybuma Xaiak JOCTOHUWIMIMIA XOC XYyCYCHATIAp Ky3ra TalllaHau.
JIOCTOH SIKyHJIaHMaraHWHWHT ca0abu Maskyp ypymaa MyxammagaiuxXOHHUHT
MarnyOusaTra ydpamm OwnaH OornuK OVyinca kepak. by ¢ukpHu TacaukioBuu
TapUXUU MABIyMOT UIIJIA Y3 AKCHHU TOITaH.

HucceprauustHuHr TYpTuHYM 000M «llloMpa mebpuATHAA NMOITHK IIAKJI
SIHTWIAHWIIN Ba Oaauuii caHbaTJap TakKoMHJIW» €0 HomuiaHrad. BoOHMHT
oupuHun ¢dacnuna «Kogus ea paough Veaiicuii wevpusmuoa nodMuK WAk
SAHSUTAHUWMUHURE adaduti-ocmemux acocuy cuatuaa Taakuk sTwirad. loupa
KOQUSHUHT MIEebpUATIAr axamMusATUHU uyKyp anriarad. Iy caGabmu xam
acapnapuaa Kodusra myxum O6anuuii Bauda rokiarad. YHu xap oup mucpa, 6aiT
CYyHruja (UKpIapUHUHT €UYMMH, aBX HYKTacH My»Kaccamjamiran Oajauuil amiéra
arinantupa onrad. Taposuit Illapk amabuéruma xkodus cudaruaa coana, Kyma,
KyPT cy3map KYJUIAHUIIMHU TabKUIJIAWAu. YBalcuil 3ca, Kopus ydyH, KYIpPOK,
coajaa Cy3JIapHM TaHjauau. YUyHKHM sKKa cy3jiapra MabHO yprycH Tymaau. by sca
VKyBUM JUKKAaTUHU sirOHAa HyKrara kaparaau. [llowpa ailtmMokum Oynran ¢ukp-
FOSUTADHUHT TabCUP KYYWHU OILIMPAIH, YIAPHU YKYBUMTa OCOH Ba aHUK €TKAa3MUIII
VMKOHWHU ApaTany. VYBaicun KODUSHUHT Ba3u(acuHu sAHaJa
MyKaMMaJUIaIITUPUINTa XU3MaT KUIyBYM OaAuuil caHbaTlIapfaH XaM YHYMJIU
dboiinananagu. XycycaH, 3yJKopuATaliH Ba  Tallpub CaHbATIAPUHUHT
KYJUIAaHUIIUMArd MaxopaT MabHO Ba IIAKJ SIHTWJIAHUIIMHU TabMHWHJIATaHJIUTH
nuccepTanusiaa erapauya uzoxjanrad. [lloupa acapmapuma kodust OunaH OOFIUK
UIITUKOK, Ta30]1, TAXKHUC, TApCeh, MyKappap, Takpup kadu Ky1uiad caHbatiapaaH
xam ¢aou porganaHuITaH.

MabiyMKH, WMIEbPUATAA OXAHTJOPIMKHMA Ba (UKPHUHT aBX HYKTaCUHU
oenrunamga paaud xam MyxuM ypuHra sra. Taposuii ¢pukpura kypa, paaud axam
MIOUPJIApU  UXTUPOCUIUDP. AMaOMETIIYHOCTUTHMHU3 TapuXuja OJIMMIIAPUMU3
paaud KyJuram IMebpuUsTaa MApT KWIHO OenTrmiaHMaraHuHU TabKUJJIAIIraH
Oyncanap-ma, YBaiicuii wkoauaa y MyxuM Oaauuil BasudanapHu Oakapras.
Kylinmaru wmukaopiaap xam OyHUHr sakkodl wucootumup. Illoupa sgeBonu
kynésmacunaru 244 razanmad 196 tacuna, 80 dousuna pagud xKymiaHuwirad. Xap
oup Oaiftna pagud KYmmaumm OWiaH, OXAaHTIOPJIUKHUHT OIIMIIUIAH TaIlKapH,
moupa HYTKHUJA >KyJa KaTrTa MaHTUKUK OWIMHIMK maipo Oymaau. Illowupa
mebpiiapuaa paaud O6abzaH Oup cysnan, 6av3aH Oup Heuda cy3nan ubopat. bup
Heva cy3maH moopar Oynran pamudHuHT Oaiitmarm Basudacw sHama KEHTASIH.
bynpait maknnaru pagud nxoakop GUKp-FOsUTApUHU KEHTPOK CEMAHTHK CaTXJIaH

27



AHUKJIAIITUPUINTA, YKYBUM JUKKATHHH SHaAQ KyWIMPOK >Kajbd 3TUINTa XW3MaT
KUJIaU.

bo6uunr wkkwHuM (acm  «llloupa aupuxacuda 6aouuii canvamiap
makomuauy 1e0 HOMJIaHTaH. ¥YBaicuii Tamobex, Ta30/1, Tapu akC, UMXOM, Tapceh,
HUKTUOOC, aKJ, WIITUKOK, KUTOOAT Kabu Kkyriad Oaauuii caHbaTiIapAaH YHYMIIH
dorinananran. Illoupa acapnmapuparm y3ura xoc yciy0, pam3uii-TacaBBY(uUit
Ma3MyH Ba udoja IMIaKIu IIapkK Oaauuii caHbaTIapujiaH y3ura Xoc HycuHIa
doitnananumuay Tako3o 3Trad. Iy cababmm xam, YBaiicuil acapiapu Mar3uHU
Yyakui, 6aauuid 00pasznap MOXHMSITUTA €TUILl YUYH, aBBaJIO, yiaapaa (oigaiaHuirad
Oanmuuii TacBUp BOCUTAJAPUHHUHI KYJUIAHWIMII XapaKTepUHU, TaMONWIMHH
aHuKJam tajnad stwianu. 3epo, Anumep HaBoniHUHT MKOaui 1Ta00paTOPUSICHHU
MykamMman Taakuk 3tran M. Ilaiix3ona: «baguuii canbaTiapHu OWIMII HIEbpaA
MaBXKyq OYyIraH Mypakka®G oOpasmapHM aHTIAmra &paaM  Oepamm»,’ res
Tabkuanarad 3a4. TacaBBy( OwmnaH OOFJIMK paBHILJa, YBalCHH IIEbPHUATHAA
KYTapUHKUJIUK, SMOIMOHAJUIUK €TaKYMIUK Kuiaau. AHa nry madocHu YKyBuMra
€TKA3UIllJa 3ca y KynuH4Ya uctuopanad (oitnanananu. Mctuopa canbatu moupa
YCIyOMHUHT  NIaK/UTAHMINKJA,  acapiiapd  3aMUpHAArd  paM3uil-upQoHHii
MabHOJIAPHUHT H(OoJaTaHUIINIa MyXUM BocuTa BasudacuHu Oaxapras. llloupa
UCTUOpAa CaHBbATMHM HAMOEH OJTUIIAA, TaOuarT XoAucalapu, aménapuiaH
dbornananagy.

VYBaiicuil mespusTHAa TAKOXYH YI-Opu(d CaHBATUHUHT XaM MYXUM YpHU
6op. llloupa mebpustHaa Ma3Kyp caHbAT XaM YHHUHI y3Wra XOC, WHIUBHUIyal
yCIyOUHM MIAKJUTAHTUPHUINTa XWU3MaT KujilaJau. YHUHT TypJiu IIakijga — Oab3aH
anoxuna Oalt &€xkm OalTinap Joupacula KyJJlaHWIraH, Oab3aH »dca, acap
TYIUKIMTAYA 11y CaHbaT OWJIaH My3alsH sIpaTWIraH HaAMyHAJIADUHHU Ky3aTaMu3.
Taxoxynu opud MmebpAa KUCKa XaKMjJa KEHT, YyKyp Ba CHUPJM MabHOJIAPHU
€TKA3WII KyJamMura 3ra. ¥ MaTH OpTHJA SIIMPHH, KYNKAaTIaMJIM MAa3MyHHH Y3
KoOuFHaa caknaiiin. Maskyp caHbaTHH KyJjam YBalcuil yciyoura xoc Oyiaran —
bukpnapau 6aradcui smac, Te3uc cudaruaa 6aéH STUIT XyCyCUSTUTa MYyTaHOCHO.
[y cabGabam xam, moupa Y3 MEbPUATHAA YHU KEHT KyJulaiinum Ba HOED
HaMYHaJIapUHU SIPATA]IN.

[ITapk MyMTO3 amabuéruja XyCHU TabIWI MOUPHUHT TACABBYpP KYJIaMUHH,
xa&TYaHIUK HHKUTTIOPUHU HAMOEH ATYBUM CAHBATIUD. YBaUCUN MEHPUITHIA XaM
XYCHU TabJWJ €TaKuMd caHbaTIapJaH. YHUHT 3HT capa fa3zajlapu Ma3Kyp CaHbar
OwiaH 3WWHATIAHTAH. Y WKKUM XWI IHakifa KYyJUIlaHWwirad. bupuHumcuia,
OalTHUHT AacTiIabKyW MHUCpacHaa IMIOUP alTMOKYM OYJIraH acoCHil — acoclaHyBUYH
(GbUKp, MKKMHYM MHUCpacujia yHU acOCIOBYM Jaiui Keatupuiamud. MkkuHuun
Typuaa 93ca, acociaHyBYM (UKp KEJITUPUIMACIAH, TYFPUIAH-TYFPU HIKOIKOP
(GUKPUHU aCcOCIOBYM MATWIHUHT Y3 KEATUPWIaAW. XYCHU Tabiuji CaHbaTH]IA
TYUFyJlap TaCBUPUHU OIIWK Ba TaOWAT mapajuienu3mMuga udoaanam UMKOHU 00p.
[lly caGabmm, VYBaiiculi Y3MHUHI XaKUKUN WIIK OujaH OOfiIuK uphoHU
XyJIOCAIApUHYU TACBUPJIAII/IA Ty CaHbaTAaH (OWIaTaHUIITHU MabKyJT KYpaju.

2 M Iaiix301a. VYcronaunr canbaTxoHacuna / Kapanr: Acapnap. 6 Tomiuk. 4-toM. — T.: AnaGuér Ba canbpar,
1972, 224-6er.
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VYBaiicuii HUHIMBUIYaN YCIIYOMHHHT HAMOEH OYIMIINAA TaMCUJI CaHBATH XaM
MyXUM axamusT kKacO »taau. TamMcui xaM XyCHHU TabJIWi, UPCOJIM Macall KaOu
namam canbatuaup. lllouwpanuAar Mypakka® Ba TacaBBy(Mid KapanulapuHU
VKyBUMTa aHUK Ba TYUIYHApJIM €TKa3MWIJla Ma3Kyp CaHbaT KYyJ Keiaad. Y Moupa
mebpuaATHIa Typiau Basudanapuu Oaxapanu. bab3an, updoHuii MabHO Ba
TYyHIyHYQJIApHU  COAAAQNAITUPUO, MaBXYMJIMKHU  MOJIUIIAIITAPUO, —acap
Ma3MyHHJIard aHTJIAMHM OCOHJIAIITHPHUINTA XWU3MaT Kuiaau. bab3an sca opnwmid,
xa€tuil TaxpuOanap OwiaH OOFIMK XyKMJIapura KAaThbUIJIMK —OaFuIianl
Basudacuuu Oaxapaiu.

XVYJOCA

MycTakW/uIMK ~ AaBpH  aJla0METIIYHOCIUTUIATH  IOKCAJIMII  MYMTO3
anaOu€T HaMyHaJapuHU OOBEKTUB, OaJMMIl MaxopaT HyKTaW Ha3apHJaH KailTa
OaxonamHu qoy3ap0 Basuda »Tud Oenrwiagu. byryHru kynaa YBancuii MEpOCHHH
XaM JTyHEBUHM, TacaBBy(QUU Ba OaauMil KMXATIAH SHIUYA TAJKUH ATUII MYXUM
uiIMUNd HaTuxanapra onu0 kenaau. llloupaHuHr acapiiapuHu yprauuii, (axat
Y3UHUHT 5Mac, OaJKu Ma3Kyp JAaBp Y30€K MyMTO3 aJa0METUHUHI ¥3Ura Xoc
XYCYCUSITJIApUHM, SHTUYA EHJAIIYBJIApHU XaM aHUKJIAIl HMKOHUHU sIpaTaju.
Mabiymkn, Oaauuii WXKOAJArM SHTUJAHUIIUIAD aHbaHalap Oarpuja yIFasiu.
Mynnan kenud yukuO, OM3 TAAKUKOTUMH3[a YBailCMii MEPOCHHUHI TUMCOJLIAp
oJIaMH, JKaHpJap TaKOMWJIH, Kousi, paaud, 0aaunil caHbaTIApHUHT KYIJUTAHUIUII
TaMOMMIIM, JIMPUK KaxpaMOH TabuaThra XOC SIHTU XYCYCHUSATIApPUHU MYMTO3
aHbaHallap OusilaH OOFJIUKJIMKIA YpraHuO, WIMHKM SIKyHJIap YUKapHIITra xapakar
Kwiguk. Onu0G OopraH WiIMUN M3JIaHUNUIAPUMU3AAH KyWHJaru Xysocajiapra
KEJIJTUK:

1. VYBaiicuil mo3TUK Ta)aKKypUHUHT SHTUJAHUIINIA HA3UPAJTAPHUHT YPHU
myxumaup. [llonpa Hasouit, ®y3ynuii, Jyrduii, Amupnii, Honupa, ’Komuii kabu
KYI1a0 M)KOAKOPJIAPHUHT SHT MalIXyp Fazajiapura Hazupaiap Oofnarad. bup xun
Ba3HAa, OuWp xun paaudaa spaTwiraH OyiIMIIMra KapamaciaaH, Y BaWcui
KaJlaMUJIaH YMKKaH Hazupaiap Y3ura Xoc sSHTU HXKOJ Maxcyiu cudaTtuaa ayHéra
KenraH. YHJIa WXOJKOPHUHT TadakKyp Tap3u, aAyHEKapamu, dancaduit
Mymoxaianapu y3 udomacuHM TomraH. Mam3yra siHru4ya EHJAIIyB Ba SHTHYA
TacBHp TU3UMHU Ky3ra TamnuiaHagu. Hasumpara acoc Oynran acapiiap Oup-Oupura
yxmamu Ounan Oupra, JaBp PyXWHU, YHUHT MyaMMOJAPUHU EPUTHIII, TACBUPJIAII
MpUHITUIUTApY OWiaH papkianud Typasu.

2. YBalicuil mebpuATHIA JUPUK KAXpaMOH Macalach YyKyp TaJKUKOTHU
TaK030 ATaAuraH agabuit xoaucaaup. UyHKH JTUPUK KaXpaMOH TaOWATUHU €Tapiiu
ypranMac/iad WKOAKOPHUHT UHAUBUAYAJUIUTH, MAXOPATUHUA OAXOJIAIIHUHT UII0KU
UyK. 3epo, JMpUK KaxpamMOH OOl FOsiHM, Oapya THUMCOJ Ba oOpasjapHu Yy3uaa
My>KaccaMmJIallITUPTaH MaxcyC Mapka3 XucoOJiaHaau. YBaWCHUM WXKOIUIA JTUPHUK
KaXpaMOH XapaKTepWHU aHIIaml xap OUp CY3HUHI aci Ba KyuymMa MabHOJIAPUHU
aHTnaniad OomanmMoru yio3uM. Illyagarmaa 6m3 yHuUHT acn KuédacwHH Kypa
olaMu3. YHH OaxonaraHma, amammainmus. KaxoHOTHH YBaiiCHMil MIEbPUATHIATH
JUPHUK KaXpaMOH XapaKTepUHU Oaxosall Ba aHrjall y4yH XyJIId LIy ME30HJaH
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doiinagaHuil TaK030 STUIAIU. YBailCHil XyCHH TabJWi, TaMCHJI KaOu Oanuuit
caHbaTiapjaH yHymiu ¢oiinananud, JUPUK KaxXpaMOH XapaKTepuHU Tabuar
Xoaucanapu, Xa€Tuid BOKENMK OWJIaH Takkociaml WynuaaH Oopaau. YHUHT
TacaBBy() Ba XaKMKUW MIIK OWIaH OOFIMK Mypakka® XyCyCHSTIApUHU M1y WY
OusiaH KUTOOXOH TacaBBYpHa COJAa, TYIIYHAPJIH HAMOEH OYIMIIUTa SpUIIa/Iu.

3. VBailcuii wkoauaa KyJUlaHWIraH xap Oup oOpa3 yHuUHT dancaduit
nyHEKapall KaMpOBUHH, OJJaMHU aHTJIAlll ME30HUHHU, (DUKpIIALl Tap3uHU, UKOIUN
TAMOWWJIMHH, WUYHAIUIIWHU aHUKJIAMIMMHU3a MYXAM axaMmuaTrra sra. YBaWCuu
MYXTOH, 0030p, Mail, COKuM, OynaOysn, mnapBoHa  Kabu ro3mad  Oanuuid
OOpa3apHUHT SHTH MabHOBUU capXaapuHu kamd 3Tud, y30ek MyMmTO3
anabuétu oOpasznap TU3UMHHHA OOHWUTHINTA, STHAJAA MyKaMMaJUTAIITUPHUIITa OeKuéc
ynym kymiau. [loupa anbanaBuil mo3THK oOpasiapra HoaHbaHABUM MabHOJIAPHU
IOKJIaU. YJIapHU SHIY paM3uid MabHOJIApJA KyJUIaau. SIHrM MabHO KUppaJIapUHU
Kamd 3Tam.

4.  VYpaiicuit wxoauil ¢aonausATH JaBOMHAA >KaHpiapaaH (oiganaHuIga
TypAu-TyMaH, HOE0 Taxpubamap Kuiub kypau. MymTo3 anabuérna kam
KYJUIAaHWJITaH KaHpjiapJa XaMm [IOoUpa Y3WHHHT TaKpOpJIaHMAac HWCTEbIOAUHU
HaMOEH 3Ta oJlraH. YBaiicuil agabuii Mepocua Fa3aTHUHT HOE0 HaMyHaIapu KYII.
Kymnanan, neBonuaa 6 Ta xapopa Fazan ydpaiam. Xapopa WIebpiap, pyXui
KYIIKUHIMK, pyXuil FajnaéH, nagoc Maxcyniu cudaruma Maiionra kenrad. XX acp
Oonutapurava spaTwirad Kouscus mebp Xakuaa ranupuirania, dhakar Y Baiicuii
YOKOAWIAH MUCOJUIAp KEITHUPHWIITaH. YHUHT XaM OupruHa "KyHrun nor yiuau, noF
ynau" panudiau razaauruHa TWIra oJuHrad. AMMo, Ou3 moupa 1eBoHUHUHT 1837-
pakamiid Kyné€3ma Hycxacu OWJIaH TaHMIUMII >Kapa€HUJa YHAA OJTUTa Xapopa
yCyJuJa ipaTUIral Fa3al MaBXyUIMTUHA aHUKJTAIUK XaM/1a TAAKUK 3TIUK.

5. MymTo3 anabuétna >kaHp HYKTaW HazapujaH HOEO XucoOJaHTaH
VBaiicuii Mycamiacu O€Takpop UCTEBAOJ Maxcyiauaup. Maskyp acap Xam
HIOMpPAHUHT OOlIKa acapiapyu KabW 4yKyp Ma3MyH, MyTaHOcuO udoja IIakiura
sra. Y mycaimacu Ounan Illapk mymTo3 amabuéruma HOEO Oup >KaHpHU KalTa
YKOHJIAHTUPraH. YHU Kella)kak aBJIoJJiapra eTKasuilra, acpad KoJuIaa Y3MHUHT
MyXuM xuccacunu Kymra. [{lonpa myxammaciapuaa xam canadiapu rosutapuHu
sHana TakoMwuiamTupaau. Obpasznap TM3UMUHU, O0aTuUi TaCBUP BOCUTAJIAPUHU
ooviutamu. JlyHE€kapam, Tyiryiaap, obpa3 Ba Oaauuii TacBUpP BOCHUTAJAPHUIATH
YUFYHJIMK TaXMUCJAPHUHT PABOHJIMK Ba SXJIUTIMK KacO sTtummra cabad Oyniras.
C¥y3 Tanmamgaru y3ura Xocnuk, 6anuuii udomanarda HOAUP TONUIMAIAp YJIapHH
MyKaMMaJl, SIHTM acapiap Makomura kyrtaprad. [llowmpa Oofnaran Taxmuciap,
spaTraH MyCTaKWJ MyXaMmaciap XaM YHUHT AyHEKapaiid, XaéTra, MHCOHMSTIa
MyHOcabaTu Kabu mMacajajlapHU OWIUHIIAIITHPHUIIIA MyXUM YpUHTa ora.

6.  VYmaiicuili mxonuna gapn kaHpu XaM MyxuM MaBkena typrad. [lloupa
yJIapHU MyMTO3 aJa0u€T aHbaHAJIApUHU YYKYyp YpraHuO, ynapjaaH WIXOMIaHHUO,
sHaJla PUBOXKIIAHTUPUO, pyMHUEHA XMKMATiap Japakacujaa spaTulIra 3pUIIraH.
Monpa dapauu xaHp cudartuga TakOMWUIAITHpPrad. bapya HamyHanmapHU
TaXHHUC acocuia Kodusalra Spyuiurad. 30Xupuii, O0TUHUN MabHOJIApHHU Ha3zapaa
TyTdll OwinaH Oup Karopja, HMIOMPAHUHT (UKpJapd MaTH OpTHUIAA XaM JaBOM
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STHIIMHE TabMHHJIAraH. Y30eK MyMTO3 anaOMETHAArH UYMCTOHHHHI TapHXHil
TaKOMWIHJA XaM YBalcuil WwKoAUHUHT Oekuéc axamusata Oop. Ulowpa yHH
Ma3MyH-MyHAapyKa >KUXaTUAaH XaMm, Oaauuii MaxopaT Ba IIAKJI XYCYCHSITIapU
HYKTaW HazapuJaH XaMm Iokcak Oockuura kytapumira spuiiras. [lloupa yucTton
gpatuniia y3 yciayoura sra. Y Xaxkmad Kuckanukka uHTwirad. Ly ca6abnu,
YUCTOHJApH, acocaH, 2, 4 Ba 6  wMwucpagan wubopar. YBaiicuii Hapownii
YUCTOHJIAPHUIAH TabCUPJIAHTaH. YHJaH Maxopar cupiapunu ypranras. [y Oumnan
Oup Karopna, MIOUPAHMHT ¥3M XaM YHCTOH JKAaHPU TapaKKUETUra MabiIyM
SHTWIWKIAp KUpUTraH. HaBouii 4YMCTOHNApU Y4YyH TaHJAHTaH Ba3H OXAHTHU
Ba3MUHPOK (Xa3aKU MyCaMMaHH COJIUM), YBalCHIl YMCTOHJIAPUHUHT Oapyacu 3ca
HUCOATaH CHTWIPOK OXaHITa 3ra paMald MycamMMaHu Max3y( Ba pamMaiu
Mycaanacu max3yd BazHiIapuaa sipaTwirad. by mioupa ycnyOMHUHT XajK OF3aKd
WKOAUTa MOHAHJUIMTHHU Kypcatanu. [lloupa yucTonmapnaa y3ura xoc oOpasnap
rajiepesCUHH sipatagud. 30XUpUH Ba OOTMHUN Ma3MyHHH MYKaccamiIallTUPHO
udonanamra xapakar kuiagu. [Ipegmer Ba WXXTUMOMM MyamMMOJapHU Hazap.a
tytagu. llloupa wyucTtoHnapuma Ttamobex, HCTUOpa, MyOojara KabOu Oaguuid
caHbaTJIap XaM MaxopaT OwiaH KysulaHaau. bab3zaH kuHOs, Oab3aH IOMOpP
CUHTAUPHIA]IN.

7. VYBaiicuil sipatraH y4yTa JOCTOHM OWJIaH JOCTOHHABHUCIWKIA XaM
V3UHUHT HOEO HWCTEBAOJra SrajuruHu HaMoE€H 3Ta onrad. [llowpa acapmapuna
[[Tapk MymMTO3 JTOCTOHUMJIUTH aHabaHajdapu Ba XaJlK JOCTOHJapura xoc udoja
HYCHUHU MYy’KaccamJIAalITAaHUHUHT — TyBoxu Oynamu3. Myammuduunr “Kuccaiin
Nmom Xacan”, “Kwuccaitm HNmom Xycaitn”, “Bokeotn MyxammagainxoH”
JOCTOHJIapU ~ TIy MaB3yJard OoOIlKa JOCTOHJapJaH  Kymiad y3ura Xoc
XycycusiTiaapu OwiaH axpanubd Typaau. JlocToHJa IIOMpaHWHT Ba3H TaHIAll,
Oamuuii TacBMp BocUTalapujaH ¢oiganaHum Tamouwapu V3 udogacuHu
TOITaH.

8. VYpaliculiHUHT Oaauuii MaxopaTu acapiapuna Kodus Kyiuiail
TaMOMMIUIapuaa XaM HaMOEH Oynamu. OHr MyxuM Oagauuil yHCyp cudaTuia yHra
KarTa 9IBTHOOP KapaTaau. YHAa I1IoMpa MaKCaJAUHMHT aBX HYKTAacCH,
buKpIapuHUHT  €4YUMH  My)Kaccamnmanaad. Kympok, comma — cy3napiaH
doitnananagu. by 3ca VKyBUM NHWKKATHHMW acOCHUW HYKTara Xaj0 JTHUIl Y4YyH
XU3MaT Kujilaau. Y MyKaulsig Ba MyTJiaK KOQUSHUHT Ky1iad TypliapuiaH yHYMITH
doitnananran. [loupa acapnapuna Kodust Ounan OOFINK UITH30M, 3yJIKOPUATANH,
MyKappap, Tapceb, Tallpuh Kabu Ky1ad Oanuuii caHbaTIapHU XaM KYJUTaiau.
Vpaiicuii wxoauaa paaud xam mMyxuM Oaguuii Bazudanapuu Oaxaprad. [lloupa
neBoHM Kynésmacuaaru 244 razanaan 196 tacuaa pagud xkyutanwiran. Xap oup
OaliTaa paaud KYmUIumy OuiiaH, OXaHTIOPJIMKHUHT OIIUINUIAAH TalllKapH, Morupa
HYTKHJIA KyJda KaTTa MaHTUKUN OWJIWHIWK Maigo Oymamau. S}KYB‘H/I JTUKKATUHH
’Kajd 3TyBUM, MAbHOBHM KyJbMHHAIMACH BY>Kyara kenaau. [lloupa mewpustuaa
aHbaHaBUU paau@uapHu Kysuiaml OwinaH Oupra y3ura Xoc, SIHTH CY3/lapJaH Xam
pamud cudaTuna keHr doitnananamm (“Yky, 6askHoOrax, 6ex, TapKex.....).

9. Vmailicuéi mewbpusATHAA Tamobex, Ta30, TapAW aKc, WHXOM, Tapceb,
UKTHOOC, aKJd, WINTHUKOK, KUTOOAT Kabw Kymiuad Oaguuii caHbpatiapiadH Xam
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yHyMiIn  ¢oiinananrad. XycycaH, HCTHOpa CaHbaTH WIOUpa YCIyOMHUHT
MIAKUIAaHUIINA, acapjapyd 3aMHUpUAard  pam3uii-upGoHUl  MabHOJIAPHUHT
udomanaHUIINAa MyXUM BOCHTa BasudacuHu Oaxapran. Taxoxymu opud
CaHbAaTUHU KYyJUlall HMIOMPAHUHI WMHAMBHUAyaJl YCIYOMHUHI HAMOEH OyiIuIInja,
HIAKJJIaHUIIKUAA MyxuM BocuTa. Ly iyn Ounan y aHbaHaBUil (pUKpIapHU SHIHYA
udona makuiapuaa 6aéH 3TUILTA SpUILAIU. Y BalCHil IIEbPUATHIA XYCHU TabIUII
XaM €TaKyd CaHbaTJIapAaH. YHHMHI 3HI capa Fa3ajulapd Mas3Kyp caHbaT OWaH
3uiiHaTinanrad. [loupa mwxoauna Maskyp canbar Oup €xu Oup Heda OaliTaa, XaTTo,
0ab3aH Fa3aJl TYJIMKINTUYA 11y CaHbaT aCOCHJA SApaTHIraH HaMyHaJlapyu yupauau.
XyCHU TabJIWI CaHbaTHIA TYWFyJap TACBUPUHHU OLIMK Ba TaOWaT MapajuieslIuruaa
udponanam umkonu 6op. Iy caGabmnu, YBalicuil Y3MHUHT XaKUKAN HIIK OWIIaH
OOFNMMK UPQPOHMIT XyJOcaJapuHHM TAacBUpJaUlAa LIy caHbaTAaH (QoiIaJaHUuIIHU
MabKyJ KYpaJiu.

10. Vmaiicuil nHAMBUAYaT YCIyOMHUHT HAMOEH OVIMIINAA TAMCHI CaHbATU
MyXHM axamusT KacO staau. Tamcui XaMm XyCHHM TabJIWJ, UPCOJIM Macall KaOu
namwam - canbatuaup. Ilowpa wmypakka® Ba TacaBBYy(pMil KapalllapuHU
YKyBUMra aHUK Ba TYLIYHApJIM €TKa3ullJla Ma3Kyp caHbaT Kyl Kenaau. Y Ioupa
HIEbpUATHAA Typau BasudanapHu Oaxapaau. bab3aH, uppoHMii MabHO Ba
TyIIyHYaJapHU  CONJAIAIITHPUO, MaBXyMIIMKHM  MOJAMNANAIITUpPUO, —acap
Ma3MyHHUJAard aHIJaMHU OCOHJIAIITHpUIIra xu3MaT Kuiaau. bab3an sca oanui,
xa€tuii TaxpuOanap OwmiaH OOFIMK XyKMJIapura KAaTbHIUIMK —OaFuIIuIall
Bazu(acuHu Oaxkapau.

Xynoca kuub aiftranga, [lapk MmymTo3 agadbuétuna Kaxonotun YBaiicuiira
TEHT KeJlaJuraH aéi WKOAKOPHHU ydypaTMaguK. Y OyTyH yMp XaJIKU Ba FOPTUHHUHT
Kaiffycu, Aapau Ownad simarad moupaaup. lllebpudtrnna 3aMOHACUHUHT SHT
n0J13ap0 MOKTUMOUM XOJIaTiapy XaMm, MabHABUI-aXJIOKUA MyaMMOJiapu XaM HOEO
UCTEBHI0/, MaXopaT Ba jkacopat OWiaH Y3 TaJKUHUHU TOINTraH. Y BaliCHil MEpOCUHU
nyHEBUH, TacaBBy(Ul Ba Oauuil KUXATIAH SHICUYA TAJKUH 3TULI MyXUM WIMUN
HaTxkanapra onu6 kenaau. llloupanuHr acapiapunu ypranuii, ¢akat Y3MHUHT
sMac, OajaKkd Mas3Kyp JaBp Y30€Kk MyMTO3 aAaOMETUHUHT ¥y3ura Xoc
XYCYCUSTIApUHU, SHTMYa EHAANIYBIAPHA XaM aHUKJIAIl UMKOHUHU SipaTajiy.
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INTRODUCTION (Doctoral (DSc) dissertation annotation)

Topicality and necessity of the research theme. The issues such as the
literary and aesthetic basis of the renewal of poetic content and form, the synthesis
of poetic tradition are being studied as one of the current problems in the
development of the world literary thought. The renewal of the poetic thinking of
the creator is the basis for the renewal of the approach to tradition, the nature of the
lyrical hero, the evolution of artistic images, the perfection of genres and poetic
forms. There are such creators in the world literature that the literary and aesthetic
renewal in their work creates the basis for the renewal of the whole national
literature, to raise to a higher level. The study of such creative activities is
important in finding solutions too many scientific problems related to the
development of the world literary and aesthetic world.

In the history of the world poetry, the study of the creative laboratories of
writers, the interpretation of the relationship of originality in them to tradition has
been the basis for drawing the necessary scientific conclusions. The analysis of
works in this direction serves to further clarify and improve the theoretical issues
of literary science, such as subject, artistic image, genre, weight. Therefore, due to
the weight of the work carried out in the world literature, the study and re-
evaluation of the activities of Uzbek classical literature in this area remains a
requirement of the time. In particular, the approach to the work of Jahonotin
Uvaysi from this point of view is also relevant.

Thanks to independence, the study of our classical literature from a new
perspective on the basis of deep scientific-theoretical, textual and artistic criteria
has risen to an important position. In particular, the works of Jahonotin Uvaysi are
full of philosophical and mystical meanings that embody a wide, deep essence. In
particular, the theme of love harmonizes the relationship between the universe,
man and Allah. If we understand it only as a human-to-human relationship, we
move away from the poet’s ideas and misunderstand his views, worldview, and life
conclusions. Therefore, when we re-evaluate the poetic lyrical heritage in terms of
the ideas of mystical doctrine, it becomes clear that she is a mystical poet.
Therefore, the study of the poet's work requires special attention to the
multifaceted meaning of his works, ideological diversity, deep mystical content
and mysticism, artistic mastery, the scope and essence of the symbols, the
development of genres, rhyme, the peculiarities of the use of radif. does. The task
of the dissertation is to place a special and comprehensive study of these problems,
which determines the novelty and relevance of the research.

Defining the principles of strategic development of our country, he said:
“First of all, a comprehensive study of the unique heritage of our people, created
by the creative genius, a comprehensive understanding of the life and scientific and
creative activities of great scientists and thinkers, humanist ideas, national pride.
There are noble goals, such as upbringing»®. Therefore, the Decree of the

30 Mupsuée III.M. Apabuér Ba caHbaT, MaJaHWATHH PHUBOXKIAHTHPHUII — XAJIKAMHU3 MabHABUM OJIAMUHHU
FOKCITUPUITHUHT MYyCTaxkaMm ToiaeBopuaup. Y30ekuctoH Pecmybmukacu Ilpesupentn [1I.M.Mup3uéeBHUHT
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President of the Republic of Uzbekistan dated February 17, 2017 No. PP-2789 "On
measures to further improve the activities of the Academy of Sciences, the
organization, management and funding of research", April 20, 2017 No. PP-2909
On Measures for Further Development ”, No. PP-2995 of May 24, 2017 On
Measures to Further Improve the System of Preservation, Research and Promotion
of Ancient Written Sources ”, No. PP-3271 of September 13, 2017 On Book
Products Resolution of the Cabinet of Ministers of the Republic of Uzbekistan No.
124-F of February 16, 2018 "On the development of the system of publishing and
distribution, a comprehensive program of measures to increase and promote the
culture of reading and reading" and "International study of Uzbek classical and
modern literature. Decree of the Republic of Uzbekistan "On holding an
international conference on" Actual issues of promotion " This dissertation
research to some extent contributes to the implementation of the Presidential
Decree No. PF-5850 of October 21, 2019 "On measures to radically increase the
prestige and status of the Uzbek language as the state language” and other
regulations related to this activity.

Conformity of the research to the priorities of the development of science
and technology of the Republic. The dissertation was implemented in the
framework of the priority direction of the Republican development of science and
technology "Ways of formation and implementation of a system of innovative
ideas in the social, legal, economic, cultural, spiritual and educational development
of an informed society and a democratic state."

Review of foreign research on the topic of the dissertation®

Research on important issues of the world literature, such as Oriental classical
literature, literary environments, the world of classical images, the role of rhyme,
radif, art in poetry, in the world's leading research centers, in particular, Ankara
University, Istanbul University (Turkey); Oxford, University of Cambridge (UK);
Balkh State University (Afghanistan); Aligarh Muslim University, Delhi
University (India); Nizami Institute of Literature of the Azerbaijan National
Academy of Sciences (Azerbaijan); Institute of Oriental Rukopisey in St.
Petersburg (Russia); Institute of Oriental Studies AN Ukrainy im. A. Krymskogo
(Ukraine); Institute of Language, Literature, Oriental Studies and Heritage named
after Rudaki (Tajikistan); The Institute of Uzbek Language, Literature and Folklore
of the Academy of Sciences of the Republic of Uzbekistan, the National University

V36eKHCTOH MKOAKODP 3UETHIAPH BAKWIIAPH OWIAH ydpairyBaarn Mabpysacu / Xank cysu. — Toukent, 2017, 4
aBTyCT.

! Huccepranss MaB3ycu OyiiMua XOpWKuil WIMHN TaakukoTiaap wiapxu https://arts.unimelb.edu.au/nceis;
https://www.westernsydney.edu.au;https://sllc.umd.edu/persian/about;http://nelc.uchicago.edu; https://nelc.osu.edu;
http://ut.ac.ir; http://www.um.ac.ir ; https://www.amu.ac.in ; http://www.du.ac.in/du; http://www.istanbul.edu.tr/tr;
https://www.ankara.edu.tr; http://gazi.edu.tr; https://www.orientalstudies.az/ru ; http://literature.az/?lang=aze;
http://www.kaznu.kz/ru;  www.iaas.msu.ru;  https://www.ivran.ru;  https://spbu.ru;  www.orient.spbu.ru/ru;
http://www.orientalstudies.ru;  http://oriental-studies.org.ua/uk/home; http://zoa.dmt.tj; http://iza.tj/ru/institut-
yazyka-literatury-vostokovedeniya-i-pismennogo-naslediya-im-rudaki; http://tashgiv.uz/ru/; http://navoiy-uni.uz/uz-
k; http://www.samdu.uz Ba 6omurka manGaiap acocuia aMalra OUIMPUIIIH.
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of Uzbekistan, Tashkent State University of Oriental Studies, Samarkand State
University, Bukhara State University, Tashkent State University of Uzbek
Language and Literature named after Alisher Navoi.

In the world poetry, lyrical protagonist, innovations in the relationship of
artistic images and symbols, the evolution and genesis of genres are revealed
(Oxford University, danshgah thran, Istanbul University, Gazi University, Nizami
Institute of Literature of the Azerbaijan National Academy of Sciences, Institute of
Language, Literature, name Rudaki, Institute of Uzbek Language, Literature and
Folklore, Tashkent State Institute of Oriental Studies, Tashkent State University of
Uzbek Language and Literature).

In order to study the features of the creative process, creative laboratories in
the world literature with the help of new approaches and concepts, scientific
research is carried out in the following areas: development of criteria for the
manifestation of the synthesis.

The degree to which the problem has been studied. In the world literature,
great works that have stood the test of centuries are valued as the product of the
renewal of poetic thinking. After all, a work created in old patterns does not give
the reader novelty. It can't attract him. In this regard, in-depth study of the issues of
poetics, renewal in art, tradition and innovation in the world literature is required.

In scientific researches which are created by many literary critics around the
world, we observe that sources are viewed from this perspective. Certain scientific
researches have been carried out in the literature of the world and fraternal
people’s on the fundamental basis of such issues as the setting of the theme, the
principles of image creation, the characteristics of the perfection of genres.

I.Yu.Krachkovskiy, D.V.Frolov, D.S. Lixachev, B.V. Tomashevskiy, L.I.
Timofeev, 1.V.Ctebleva, Yan Parandovskiy, Yu.M. Lotman, A.B. Kudelin, V.M.
Jirmunskiy, Yu. Borev, N.Yu.Chalisova (Russia), H.Bloshman (Germany), D.De
Uis (USA), M.Simidcheva (Canada), R.Musulmonkulov, U.Toirov (Tajikistan),
Sh.S.Kalieva ( In their research, scholars such as Kazakhstan) have put on the
agenda issues related to classical poetics, tradition and innovation, images and
genres, and expressed their views on them®,

8 Kpauxosckuii .}O. Apabckas nostuka B IX Beke / M36. Cou., — M. — JI.: Axkagemus Hayk, T. Il. 1956; ®posos
J.B. Apabckas ¢umonorusi. — M.: S3bikn cnaBsHCKOH KynbTyphl, 2006; ®ponos JI.B. Knaccnuecknii apabcekuit
ctux. Ucropust u teopust apyaa. — M.: Hayka. 1991;Jluxaues JI.C. N3Opanubie paboTel B Tpex Tomax. Tom I.
IToatuka JIpeBHepycckoit nureparypsl. — JI.. XynoxkecTBeHHas nuteparypa, 1987. Tomamesckuit H. Tpaguuusa u
HOBM3Ha. — M.: XynoxectBeHHast ymteparypa, 1981; Tumodee JI.M. OcHOBBl Teopum nureparypsl. — M.:
IIpocsemenue, 1976; CrebneBa M.B. Cemantuka rasemeii babypa. — M.: Hayka, 1982; IlapannoBckuii SIH.
Anxumust cinoBa. — M.: Hayka, 1972; Jlorman FO.M. Ananu3 nostuueckoro Tekcra.. Ctpykrypa cruxa. — JL:
Ipocsemenue . 1972; Kynenun A. b. Knaccuueckas apabGo-ucnanckass noasus. — M.: Hayka, 1973; XKupmyHckuii
B.M. U36pannsie Tpyasl. Teopust mutepatypsl [loatnka Ctunuctuka. — JI.: Hayka, 1977; Bopes 0. Dcretnka
nutepatypsl. — M.: Hayka, 2003; Blochmann H. Prosody of the Persians according to Saifi, Jami and other writers.
Calcutta, 1872; DeWeese D. The Predecessors of Nava’i in the «Funun al-balagah» of Shaykh Ahmad b.
Khudaydad Tarazi: a neglected source on Central Asian literary culture from the fifteenth century // Turkish studies,
edited by Sinasi Tekin, 2005, volume 29; Simidchieva M. Imitation and Innovatsion in Timueid Poetics: Kashifi’s
Badayi al-afkar and Predecessors, al-Mu’jam and Hada’iq al-sihr // Iraninan Studies, volume 36, number 4, 2003;
Yanucosa H.1O. Tlepcupckast mos3ust Ha Becax moatuku // 1llamc Kaiic Pa3u. CBox mpaBmil MEPCUACKON MOI3UU. —
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The products of literary and aesthetic thinking existing in the world literature
also served as a basis for the study of the life and work of Jahonotin Uvaysi, to
illuminate the essence of the themes and ideas put forward in her works.
Assessment of the poet's legacy began in her lifetime. Fazli Namangani's
"Majmuai shoiron” commentary on the literary life of the period also commented
on her work®. In the works of the poetess we find information about her destiny,
the history of her works, her artistic intentions®

The consistent scientific study of the poet's work in Uzbek literature began in
the 1930s with the publication of Cholpon's article "Uvaysiy"*>. By the 1960s, the
study of Uvaysi’s works had reached a new level. Literary critic E.Ibragimova
defended her dissertation on the biography and literary heritage of the poet®®. A
special monograph was published®. Professor I. Hakkulov's pamphlet "Uvaysi's
Poetry"®, created in the last century, is also noteworthy. The poems of the poet
were first published in such complexes and anthologies as "Chrestomathy of
Uzbek literature"®,, "Anthology of Uzbek poetry"*’. It has also been published
several times as a separate divan. Despite the fact that the poet is 240 years old,
interest in her works and scientific researches has not diminished. The fact that her
works are published regularly proves this*". But the composite text or critical text
of her works has not yet been realized. Fulfilling this task is one of the most
pressing tasks facing our literary scholars.

It has been almost 40 years since the creation of the last special scientific
study in our literature devoted to the work of Uvaysi*. In this regard, the research
does not eliminate the controversial places in the coverage of the issues of her
worldview, the essence of her works, her attitude to social life. In particular, there
are cases of linking her works with the contradictions of class asymmetry,
interpreting real love as figurative love. Thanks to independence, the science of
literature has risen from the status quo, and today there is a need to reconsider the
creative work of such masters as Uvaysi. The study of the poet's works, it means,
the perfection of the expression in the artistic image acquires important content.

M.: Bocrounas nutepatypa, 1997; MycynemankynoB P. Tlepcuacko-Tamkukckas kimaccudeckas mostuka (X-XV
BB.). — M.: Hayka, 1989; Tyxmues b.Bonpocsr mostukn «Kyraary 6unur» FOcyda Xac Xamkubda. — T., 2004,

B ®asmuit. Maxkmyan 1moupon. Y36ekucton ®amnap akagemusicn AGy Paiixon Bepymmii Hommmarnm LM
K}“fﬂéSMaﬂap ¢onau, nuB. Ne 358.

* Vaaiicuit. HeBon. — T.: ®an, 1959; VYraiicuii. [eBon. — T.: V36exucron Gauuii agabuér Haupuértu, 1963;
Ypaiicuit. Kyurun rymopu. — T.. F¥ynom nomumarm AnaGuér Ba camsar Hawpuéru, 1983; VYaaiicuii
mebpusituaan. — T.: Y36ekncron MK mampuérn, 1980. V36ex monpanapu 6aésn. Yeaiicuii. Homupa. — T.: ®aw,
1993. Veaiicuii. MasmyH mabnanu. lleppnap. — T.: Akagemuamp, 2010.

% Yymon. Veaiicuit. —Epxun ypmynr. — Tomkent, 1933, 3-con, 23-6er.

% 3 M6poxumosa. Yaaiicuii mkoxura goup. Oumonorns (GaHmapd KaHIHJATH WIMHHA IapakacHHH OJNMII yUyH
&mnran aucceprarys.. — TomkeHT: 1959.

73 Mbpoxumosa. Vaaiicuii. Monorpadus. — T.: ®an, 1963.

B XakkyJsoB. YBaiicuii mebpusita. — T.: ®AH, 1982.

¥ Vs36ex amabuéru xpecromatusicu, |l sxunn. — T.: dan, 1945.

40 ¥36ek noszusicu antonorusicy. — T.: Baguuii anadbuér, 1948.

* Vgaiicuii. Jleson. — T.: ®an, 1959; Veaiicuii. [JeBon. — T.: V36exucron 6aquuii anaGuér Haupuéry, 1963;
Vaticuid. Kyurun rymsopu. — T.: F.Fynom Homunarn Anabuér Ba canbat Hampuéra, 1983; YBaiicuii
mespustugan. — T.: V36ekucron MK Hampuéru, 1980; Y36ex moupanapu 6aé3u. Veaitcuit. Hoaupa. — T.:Dan,
1993; Vmaticuit. Masmyn mabnanu.lllespnap. — T.: Akagemuamp, 2010.

*2 . Xakkymnos. Yeaiicuit mespusiti. — T.: ®AH, 1982.
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Deep understanding and interpretation of them remains one of the most pressing
problems in our literature.

Relevance of the dissertation research with the plans of the scientific
research works of the higher education.

The dissertation is based on the research plan of the Tashkent State University
of Uzbek Language and Literature named after Alisher Navoi on "Current issues in
the study of the history and folklore of Uzbek classical literature."

The aim of the research is to study the role of classical literary traditions in
lyrical poetry, the nature of the lyrical protagonist, the relationship of symbols and
images, the art of image creation, the perfection of genres, the specificity of epic
writing, the use of rhyme, rhyme and rhetorical arts.

The tasks of the research work are as follows:

The role of the Salafis in the renewal of Uvaysi's poetic thinking, the study of
traditions and innovations, the re-evaluation of the scope of their works, the scope
of ideas;

The study of the gradual development of the lyrical hero's nature, the
peculiarities of his character, his relation to images;

To determine the criteria of commonness and renewal, symbolism, revelation
of the mystical essence in the system of poetic images;

Poetics and development of genres, ghazal perfection. Attitude to Musammat
types. Distinctiveness and renewal in small genres, revealing the place of the poet's
work in Uzbek epics;

The tradition and originality of the rhyme and radif used in the poet's poetry,
the role and function of them in the realization of their creative artistic intent;

Analysis of the harmony of meaning, content and art in Uvaysi’s poetry, the
criteria for the manifestation of stylistic identity.

The object of the research work. All the copies of Jahanotin Uvaysi's divans
published so far and the manuscript of the poet's divan Ne 1837 of the Institute of
Oriental Studies named after Abu Rayhan Beruni of the Academy of Sciences of
the Republic of Uzbekistan belong to Fazli Namangani.

The subject of the research work is the study of the renewal of poetic
thinking in Uvaysi's poetry on the basis of tradition and innovation, the nature of
the lyrical hero, the development of genres, the application of imagery, rhyme,
rhyme and art.

Methods of the research work. The methods of historical-comparative,
biographical, semantic-structural, hermeneutic analysis were used in the research
process.

Scientific novelty of the research is:

It has been scientifically proven that the classical tradition in Uvaysi's poetry
served as the basis for the renewal of poetic content;

In the poet's poetry, the lyrical protagonist's nature was first described in the
context of the ideas of mystical doctrine;

The system of symbols, symbols and images of the poet's poetry is revealed in
a special and wide range;
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The possibilities of the traditional genre and the role of the poet's work in
their development are scientifically based;

The poet's poetry reveals the tendencies in the use of rhyme, rhyme and art;

The plot, composition, and artistic expression of Uvaysi's epics were first
proved by examples;

Uvaysi's uniqueness and skill were first specifically studied.

Practical results of the study are as follows:

The role of tradition in the renewal of the poetic thinking of Jahonotin Uvaysi
was defined and the criteria of innovation were established;

In Uzbek classical literature, the relationship between the nature of the lyrical
hero and the creative personality is theoretically structured on the basis of Uvaysi's
works;

The scale of the classical images used in Uvaysi's poetry is classified, and the
principles of their interpretation are scientifically proven;

The development of classical art genres in the poet's work, the factors of their
renewal are scientifically based;

For the first time, her epics were widely studied;

Rhyme, rhyme, and the arts have proven to be the leading artistic tools in the
realization of creative intentions.

The reliability of the results of the research is based on the extensive study
of fundamental scientific and theoretical views on the classical art of the East, the
creative work of Jahonotin Uvaysi by Uzbek and foreign scholars; The research
process based on primary sources, in particular, The Academy of Sciences of the
Republic of Uzbekistan, The Institute of Oriental Studies named after Abu Rayhan
Beruni, the single manuscript copy of Uvaysi’s divan Ne 1837. which is stored in
the Manuscripts Fund, Ne 358 “Majmuai shoiron” tazkira which belongs to Fazli
Namangani. The involvement of such manuscripts, research findings and the
implementation of proposals.

Scientific and practical significance of the research results is the renewal
of the poetic thinking of the literary heritage of Jahonotin Uvaysi; for the first time
from the point of view of artistic mastery, a wide, special interpretation; the study
of her works in connection with the ideas of mysticism; the first involvement of
her stories in the field of scientific analysis; The results of research, methods of
analysis, observations on the relationship of tradition and novelty in the use of
imagery and genre will serve to further enrich the history and theory of Uzbek
classical literature.

Practical significance of the research results is that from the conclusions and
recommendations of the dissertation to the creation of textbooks and manuals for
higher education institutions, such as "History of Uzbek literature”, "Fundamentals
of Classical Poetics", "Poetics of the literary text", lectures and seminars, master's
thesis . This can be explained by the fact that it can be used in lectures on the role
of our spiritual values.
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Implementation of the research results. On the basis of the conclusions,
suggestions and scientific developments made in the course of the study of the
renewal of poetic thought in Uvaysi's poetry:

Literary influence on the work of Jahonotin Uvaysi, views on the scale of
classic images F1-02 "Fundamental study of the history of literature™ (2012-2016)
project systematically studied (Ministry of Education and Science of the Republic
of Uzbekistan. Ne reference 89-03-3420 dated September 21, 2020). As a result,
Uvaysi's poetry has proved to be an important literary event in the enrichment of
our national spirituality and values, and its in depth study has been important in
solving many pressing problems of the history of classical literature and literary
criticism.

From the scientific-theoretical conclusions and recommendations on the
methods of poetic expression, the development of genres, the principles of
application of rhyme, rhyme and art, prepare a textbook for 2015-2017 "On the
description and interpretation of the Navoi image" A-1-118 used in the practical
project (reference of the Ministry of Higher and Secondary Special Education of
the Republic of Uzbekistan Ne 89-03-3420 dated September 21, 2020). As a result,
new interpretations, scientific solutions and conclusions related to the renewal of
poetic thinking in art have become an important theoretical source in the
comparative study of Alisher Navoi's "Hamsa" epics.

Important scientific and theoretical conclusions from the published articles on
the content of the research were used in the practical project of the Republican
project "The role and significance of Alisher Navoi's literary and pedagogical
views in the formation of youth spirituality” (2012-2014) Ne ITD-1 - 098.
Reference Ne 89-03-3420 dated September 21, 2006). As a result, the comparative
study of the literary environment of Kokand with the works of representatives of
Navoi has allowed to demonstrate the scope and skills of Navoi's works and to
educate our youth in the spirit of national and universal values.

The results of the dissertation were used in the preparation of scripts for
series of programs on the TV channel "Uzbekistan" of the National Television and
Radio Company of Uzbekistan (Handbook of the National Television and Radio
Company of Uzbekistan dated September 14, 2020, Ne 22-4-35-78). As a result,
the quality of television has increased, and the ability to realize the contribution of
the great figures created in our country to the development of our national
spirituality and values, to inculcate them in the minds of the younger generation
has increased.

The results of the dissertation "History of Uzbek literature (first half of the
XVI-XIX centuries)" 5120100 - Used as an author in the creation of textbooks for
undergraduate students in the field of philology and language teaching. mostly
published.

Approbation of the research results. The results of the study were tested in
6 international and 12 Republican scientific conferences.

Announcement of the research results. A total of 47 scientific papers were
published on the main content of the dissertation. There are 2 monographs (1 in
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foreign country), 1 textbook, 1 textbook. In particular, 11 articles were published
in scientific publications recommended by the main scientific results of doctoral
dissertations of the Higher Attestation Commission under the Cabinet of Ministers
of the Republic of Uzbekistan, 1 article in foreign journals.

The volume and Structure of the dissertation. The dissertation consists of
an introduction, four chapters, a conclusion and a list of references, the total
volume of 254 pages.

THE MAIN CONTENT OF DISSERTATION

In the introductory part the relevance, necessity, purpose, tasks, object,
subject of research, conformity to priorities of development of science and
technology, review of foreign scientific researches, scientific novelty of research,
practical results, reliability, theoretical and practical significance, implementation,
approbation, announcement the work done and the structure of the research are
shown.

The first chapter of the dissertation is entitled "'Classical literary tradition
and individual creative thinking - the basis for the renewal of poetic content."
The chapter highlights the role of her predecessors in the renewal of Jahonotin
Uvaysi's poetic thinking and explains the peculiar nature of the poet's lyrical hero.
In the first chapter, entitled "The role of classical literary traditions in the renewal
of poetic content”, the literary influence of teachers such as Alisher Navoi, Lutfi,
Fuzuli, Amiri on the development of Jahonotin Uvaysi, the principles of perfection
of their ideas, artistic images and forms of expression.

Identifying the unique features of each artist’s heritage begins with a study of
his or her relationship to the traditions that are unique to him or her. Because
“Innovation is not always about inventing something new, it is about looking at
tradition with a special focus and at the same time, restoring it in memory and not
being like it”*. In the process of comparing the traditions and the works of writers,
the innovations they bring to the world of literature, the peculiarities of their
works, their mastery are revealed. The lessons she learned from the works of her
predecessors in the creative development of Jahonotin Uvaysi; to the ideas of
teachers; to the world of images; attitude to the means of artistic representation;
approach style; special attention will be paid to issues such as the principles of
giving them a new life again. In the chapter, the poet's connection to Navoi's
ghazal "Isi" is compared with the works of Amiri, Navoi and Furkat, and its
peculiar innovative features are identified.

Our observation shows that, although created on the same subject, on the
same weight, on the same radius, such works are similar to each other, but also
differ in the principles of coverage, depiction of the spirit of the period, its
problems. We observe signs of progress in the principles of content, thought, idea,
image in the work created by each artist. The dissertation examines the stages of

* Jlorman FO.M. Anamus nostiaeckoro Tekcra. Ctpykrypa cruxa. — JL.: [Ipocsemenne, 1972, cp. 130.
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development of this ghazal, from the romantic work created by Navoi, to the status
of a comprehensive work that combines mystical and, finally, social ideas.

In order to shed light on the issue raised in this chapter, the poet also studied
the poems related to Lutfi's "Oftob (Sun)" and Fuzuli's "Kerakmazmu sanga? (Do
you need me?)" radical ghazals. Based on them, the features of the formation and
development of Uvaysi's skill were determined. The Uvaysi’s predecessors further
developed their artistic intentions, the themes and ideas they envisioned. Decorated
with new, unique artistic imagery. He tried to further expand the essence of the
images. The poet has managed to express the deep philosophical and mystical
essence by comparing each image with the phenomena of nature. It is clear that
nazira style of writing is not just imitation, but a great school of skill for every
talented artist. The study of the works of such masters as Navoi, Lutfi, Fuzuli,
Amiri played an important role in Uvaysi's acquisition of high artistic skills.

The second part of the first chapter is devoted to the subject of "The Influence
of the Nature of the Lyrical Hero on the Renewal of Poetic Content." Without
studying the character of the lyrical protagonist, it is difficult to understand the
individual aspects of the artist, the peculiarities of her skill, her artistic intent. In
poetry, the lyrical protagonist is a special center that embodies the main idea, all
the symbols and images. The course of all events and experiences is synthesized in
it. The lyrical protagonist essentially has a wider range than both the poet and any
character. For this reason, she is never equal to a poet or a single image. Acts as
the literary subject that governs the basis of the artistic goal. But, in a sense, it
cannot be denied that every action of her is, of course, guided by the poet, and does
not go beyond her point of view and control. The subjectivity of the poet is also at
the heart of the objectivity of the lyrical hero's experiences.

Understanding the character of the lyrical protagonist in classical poetry must
begin with an understanding of the original and portable meanings of each word.
Only then can we see its original image. We do not go astray when evaluating it. In
particular, it is necessary to use the same criterion to evaluate and understand the
character of the lyrical hero in the poetry of Jahonotin Uvaysi. For many years the
poet's lyrical protagonist was a singer of worldly love, fidelity; was interpreted as a
propagandist for the fate of the disenfranchised Uzbek women. But the lyrical
protagonist nature in her works is even more comprehensive. She lived with the
desire to understand and propagate the aspirations of the people, the universal
problems of human spirituality, the ideas of mystical doctrine. In the nature of the
Uvaysi lyrical protagonist is, first and foremost, an Islamic belief.

The main issue in Uvaysi's poetry is love. The theme of love is the main tool
in the emergence of all ideas. In the poet's work, metaphor and reality are in
harmony. Therefore, in the image of a lyrical hero, we do not see a woman with
sensitive emotions, but a courageous lover drowning in a whirlpool of gala
experiences. Uvaysi openly expresses the mystical truths she had realized in the
language of the lyrical protagonist. It combines the ideas of Shariat and sect. She
thought philosophically about religion and humanity, the relationship between God
and men. It does not reject religion, but it does not fit into the very formal,
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hypocritical models of religion. In her works, the poet compares secularism and
divinity, metaphor and truth, and acknowledges that there is no contradiction
between them.

Uvaysi's poetry is complex, the poetry of the characters. It has a philosophical
essence that observes from the criteria of deep thinking about the relationship of
the world, the universe and people. Many of the poet’s works require special
interpretation. It is difficult to understand the specific content expressed without
comment. Love in the works of the poet is the creation in the broadest sense and
the love for the creator through it. While expressing her notions of the beloved, the
oneness, the divine unity, she imagines that the universe is material in appearance
and divine in essence. In the nature of the lyrical protagonist Uvaysi we see the
image of a lover of the same status.

Uvaysi's poems are also very clear and pleasant to the public. In the works of
the poet, who lived in a certain place, time and society, human relations, their
noble and painful experiences, joys and sorrows are clearly expressed. The lyrical
heroine appears in our imagination not only as a lover, but also as a creative
woman. Among her works, those created in the direction of autobiographic case
fill the creative biography. The mother, the woman, and the passionate nationalist
illuminate her spiritual image as a human being. Works in this direction serve not
only in the narrow, private shell of life, but also to pass the task of drawing,
exposing the clear landscapes of time, society. Biography blends in with society.
This will allow them to gain a stable and important position in the field of
literature. In the works of the poet, the purpose of the lyrical protagonist is not only
to describe to the reader her condition. Perhaps it will create a deeply meaningful
program for contemporaries and students on how to deal with the blows of life, the
secrets of invincibility, and how to fight with them with perseverance.

As we learn the poet’s skill in using images, the nature of the lyrical
protagonist becomes clearer. She sometimes found it painful to see signs of
ignorance nature of her contemporaries. She suffers by missing such virtues as
kindness, honesty, justice, and faith. Uvaysi was looking for unique new ways to
illuminate the nature of the lyrical protagonist. Creates unique expressions. The
character of the lyrical hero was compared with natural phenomena and situations.
Through this, the poet teaches that the way of self-realization is closely connected
with the understanding of natural phenomena.

The second chapter, which is called “Literary and aesthetic criteria of
Uvaysi in the renewal of the artistic image” the symbols used by the poetess
have been explored in terms of their relevance to classical traditions and
innovation criteria. The first paragraph of the chapter is entitled “Synthesis of the
classical poetic tradition — the basis of the renewal of the artistic imagery”. The
imagery system in Uzbek classical literature is unique. It differs from literatures of
the world by its polysemy, that is, by its multi-layered meanings of the
expressions. In order to understand the ideas of our classical poetesss, we must first
be able to comprehend the essence of symbols. Classical works are literature that
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speaks mainly using the language of symbols, rather than ordinary words. In
almost all of the works, the external and internal meanings are embodied.

The imagery system used by Uvaysi is not sufficiently explored in
literature. Determining the deep external and internal meanings of the symbols of
her poetry, based on the criteria of the renewed, independent literary period
and defining their role and responsibilities in the realization of the poetic and
artistic intentions are extremely important. In our study, we have mainly focused
on some of the key symbols that are crucial in the interpretation of her works and
that play an important role in highlighting the main idea — the leitmotiv or the
essence of her creative work. We think that the attitude to the symbols we have
taken into account in the analysis helps to understand the world of imagery in the
poetess’ works.

Existing researches on her creativity point out that the leading imagery is the
feelings of a female heroin that is deeply in love with. However, it is known that
the image of a lover in Uvaysi's works is of a much wider range. It includes a
combination of metaphorical and divine essence. For instance, the main heroin in
the poetess’ ghazal that ends with the redif “Ishqida” is a lover. She explains line
after line her state of mind, the turmoil she has been through. Interpretation of her
state of mind and mood in the form of a narration by the main heroin increases the
clarity and sensitivity for the reader. Her style allows you to determine the
character of the main hero in the ghazal, its purpose, its relationship with other
characters. The leading roles in her poetry are hold by lover and beloved. Their
interrelationship is in the symbols of the process of spiritual illumination, night,
morning, star; a system of proportional, complementary symbols, such as a rose, a
weed, a nightingale, a dove, is set in motion. They play a key role in discovering
the essence of the love, the nature of the leading characters, and the inner
world. Absolute beauty is reflected in the image of the absolute beloved, and the
weed reflects the state of a lover who is dissatisfied with his/her status and cannot
get rid of worldly desires. The poetess expresses her ideas and thoughts not
through words, but through symbols. Therefore, here is a difficulty in
understanding Uvaysi’s poetry. Her purpose is oblique. Each reader is challenged
to find and understand it with their own outlooks.

Uvaysi uses a comprehensive source of knowledge to enrich the world of
artistic symbols in Uzbek classical literature. These include the treasures of
folklore, the gems of Islamic sources, the masterpieces of the Qur'an and hadith,
and the works of their predecessors. Uvaysi's poetic symbols are a form of a
unique, distinct gallery. Depending on the characteristics of their creation, they can
be divided into two: 1. New symbols introduced by the poetess to classical
literature; 2. The application of existing traditional symbols in a new sense by
discovering aspects that have not been exploited by other artists.

The main character in Uvaysi's poetry is a mad lover. This lover sees the
world in the interconnection among body, life and world with love. From this point
of view, the poetess finds unique images. Moreover, all of the traditional imagery
and symbolism resurrects with completely new interpretation in her poetry. It is a
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well-known fact, that the heart is compared to a rose bud in the classic poetry. In
the interpretation of Uvaysi, this imagery gets a completely new side:
Ko 'ngulkim, bir qushi vahshiy, ani rom etkali go’yo
Muhabbatdin gafas aylab, visolin dona tutmishlar.

(The meaning: the heart is so much like a wild bird; in order to catch it, a
cage is constructed of love, and the tryst is used there as luring grain.)

The poetess compares the heart to a bird in the wild that is lured by the
promise of the tryst in to the cage of love. Here, we can observe that the image of
the rose bud is the hint to the color, whilst the wild bird is a reference to its free-
loving nature.

Uvaysi represents the inner world and the state of mind of a human with a
unique skilled manner. As a result, we can perceive them as a polished image in
the artist's brush:

Chigib ishq o 'ti ko ksim chokidin, boshimdin oshibdur,
Quruq shoxeki, go’yo o’z ichidin o’t tutoshibdur.

(Meaning: getting through my chest the fire of love now has risen upon my
head; so much like dry firewood, that catches an instant fire from the inside)

These lines are an instance of a romantic poetry. It depicts the spiritual
upheavals of the image of a lover and the sufferings of love. The poetess’ skill in
creating an image was clearly demonstrated in the ghazal. In particular, in the
above verse, the poetess explains the state of a lover through a simple life
reality. In other words, the state of love, in which the fire of love comes out of the
chest and to the top of the head, is like firewood on fire. Her comparison very
clearly expresses the pain and suffering of the lover. Here, words are used in such a
way that they do not describe the situation, but draw a picture of it. Each word here
has its own place and role. In particular, the very use of the term “qurug shox”
(“dry firewood”) in relation to the state of love seems to make deep sense. The
poetess, on the other hand, materializes tryst and parting as two wresters fighting in
the octagon of soul. Apparently, Uvaysi leads us with her symbols to the world of
the abstract psyche. She interprets it in the form of routine. She allows us to
imagine them realistically. One aspect of the poetess’ originality in the use of
symbols is manifested in such a way.

All the symbols used in her works are related to the Uvaysi worldview. She
watches the world carefully. She feels the process of living life in everything she
does. For this reason, many symbols in poetry that seem motionless to us have
their own lives in her lines. She used every image in accordance with the nature
of her speech. Poetess never uses an image in vain. Each of them holds a certain
story to tell behind them.

In classical literature, many objects, such as traditional eyelashes, eyebrows,
firewood, bird, bazaar, pomegranate, become an active image that carries a
comprehensive, mystical meaning in the poetess’ work. Thanks to Uvaysi’s unique
skills, they show off their diverse new facets. The poetess plays an important role
in revealing the mystical and oblique meanings in her works. The poetess’ new
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approach to each traditional image enriches the classical literature of the Orient
with deeply meaningful symbols.

The second paragraph of the chapter is called “The role of the metaphorical
symbols in the renewal of a poetic imagery”. It is well known that our classical
heritage is characterized by polysemy. This creates symbolism. The traditional
objects used in classical literature become image on the outside and symbols on the
inside. A famous French scientist Roland Barthes mentions: ... the symbol is not
an image; it is the multiplicity of ideas”**. The symbol is closely connected with
ambiguity, metaphor. By their means, the creator looks at the essence of a
particular image, not the outlook in the work. The author uses its inner form, not
the outer one. As a result, the object we know represents a completely different
meaning that the reader does not expect. Unexpected meaning and essence are
expressed in such a way. Readers will have the opportunity to interpret such works
of art differently. The artistic function of the symbol is broader than that of the
image. It allows for the expression of comprehensive, colorful reflections through a
single image. Therefore, it has been used effectively in classical literature.

The symbolism characteristic of Uvaysi's work is directly related to the
poetess’ involvement in mysticism and Sufism. It is known that many ideas in the
teachings of mysticism are related to the issues of spiritual life, science, and divine
mystery. Therefore, it is a bit difficult to express these ideas with real
images. Moreover, all understood truths were kept in secret. They were expressed
through symbols, behind the curtain, through symbols. Her method led to the
creation of a system of symbols in Uzbek classical literature. In particular, it is
difficult to fully understand the work of Jahonotin Uvaysi without the
interpretation of symbols. The relationship of imagery and symbols in Uvaysi’s
poetry is related to the tradition in classical literature. But the skill of the poetess is
that she does not stay in her cocoon. Perhaps she explores and depicts new aspects
of the symbols that have not caught the attention of other poets. In the literary
heritage of the poetess, many such images and symbols were used, such as wine,
wine-bearer, nightingale, flower, candle, moth, sun.

In Uvaysi's work, even the word “market” has been used through an artistic
image and it also represents a variety of ideas and concepts. The use of this image
in her works is closely linked with the tradition of folklore. The word market has
been used in many senses as a polysemy in folklore as well. The “The Explanatory
Dictionary of the Uzbek language” outlines 7 meanings of the word “market”. So,
in the vernacular, the word has a broad meaning. The application of the image of
the market in classical literature has its own known story of perfection. In the
works of many poets, such as Navoi, Amir, Ogahi, Nodira, we see unique
interpretations of this image. In Uvaysi's work, however, we see that her scope of
meaning has expanded. She can demonstrate the skill of expressing an idea that
can be expressed in several sentences in her poetry only through this image.

Ishq ramzini kim so zladi — lof urdi zaboni,

* P.Bapr. M36pannsie pabotsl. Cemuornka. [Tostika. — M.: Hayka, 1989, ctp. 72.
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Savdoyi muhabbat seni bozoringa maxsus.

The meaning of the verse is as follows: Whoever spoke about the symbol of
love, its essence, they all lied. After all, true love struggling is unique to Your
market only. To understand the meaning of this verse, it is necessary to understand
the meaning of the word market used in it. It is related to the idea of self-
manifestation in the doctrine of mysticism. The Creator founded the universe in the
desire to see His own beauty. And the world is a market. Each person in it chooses
what they need, according to their own tastes and levels making it their
property. In the famous dictionary by Dr. Sayyid Jafar Sajjadi “Farhangi istilohot
va ta’biroti irfoniy”* the following definition is given to this word: “The market
consists of the positions of the manifestation of the divine light, the ranks of
division and plurality.*® Uvaysi's work implies the mystical meaning of the word
market. The mystical meaning expressed in the dictionary is in perfect proportion
to the poetess’ thoughts. Thus, Uvaysi, as a mystical poetess, was aware of the
mystical meaning of the image of the market and successfully used it in her ghazal.

The images of wine and its associates are also widely used in Oriental
classical literature. It has been used in various forms and meanings such as “wine,
boda, sharob. In the legacy of many classical poets, such as Navoi, Jami, Fuzuli,
Amir, wine is seen as an image that carries colorful ideas. It is used in symbolic
senses related to the inner feelings of a person, such as the wine of joy, the wine of
love, the wine of enlightenment, the wine of the soul, the wine of life, the wine of
sorrow. Wine and its associates and symbols in the poetry of Jahonotin
Uvaysi have not been sufficiently evaluated so far. Their interpretations differ from
the author’s point of view. As a female artist, she used the word only in a symbolic
or symbolic-mystical sense. Uvaysi approached symbols such as “wine, sharob,
boda (all three words represent “wine”), soqiy, mug’, mug’bacha, sog’ar (wine-
bearer, cup-bearer), jom, gadah (goblet) as symbols that define the mental state of
love and romance. In particular, wine represented — beloved’s beauty,
enlightenment, love, unity, flower-like face, vision, joy, sorrow and other
meanings. The symbols of the wine-bearer, the appeal to him, and the tavern also
have a deep meaning. In her interpretation, secular and divine meanings
complement each other. The imagery system used seems to have a figurative,
inwardly divine meaning. In particular, the image of the wine-bearer is loaded with
great meaning. It is interpreted as an image that guides the lover to the right path,
leading him to the original destination. In classical literature, the image of the
wine-bearer is used in various senses. Among them is cup-bearer, piri murshid,
the eternal wine-bearer — Allah. In classical literature, the symbolic use of wine
serves as a bridge between the religious rules and the teachings, in the relationship
between nature and man, in the expression of ideas. A complex, philosophical-

45 Hoxrop Caiiiinn XKabdap Caxoxonnit. @apxanru UCTHIIOXOT Ba TabOupoTH updonuit. — Texpon: Adcarn
rynmas, 1379 x., cax.54.

*® Noxrop Caititng XKabdap Caxoxonuit. dapXxaHr HCTHIOKOT Ba TabbupoTH npdonuii. — Texpon: Adcaru rymma,
1379 x., cax. 180.
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mystical imagination provides an opportunity to explain concepts. In Uvaysi’s
view, the symbol of wine often signifies enlightenment and love.

Ishg bo rkin kiydimu kirdim yana mayxonag’a,

Ko rdum ul barg afsarin umri pushaymonimdadur®’.

The poetess admits that the crown decoration, which adorns the hat of love, is
in the essence of her life. To understand her confession, the lyrical protagonist
went through the stage of the tavern. The tavern served as a vehicle for him to
grasp the essence. The tavern is an enlightenment center. “The perfect man, full of
pleasure and divine enlightenment, is the absolute source of the inner world and
soul of the sage”.® In the following verse, Wine is also used as a symbol of
enlightenment that awakens and awakens drowsy hearts:

Kel, ey soqiy, ayog'ing murdadillardin darig’ etma,
Masih anfosikim, ul bodaoshom ichra yostanmish®.

Symbols such as wine-bearer, foot, heart and drinker were used in the
couplet. The poetess used the art of talmeh (simile) with the word “Masih anfos” —
Breath of Jesus. Moreover, the combimations of the words “murdadil” (a dead
heart) and “Masih anfos” is also a reference to the art of tazad (antithesis). These
methods and gestures serve to expand the scope of the thoughts the poetess intends
to convey in the couplet. In the verse, the wine-bearer is used to represent the
mentor. In the first verse, the poetess asks the drunkard, who is drowsy and
ignorant, not to neglect enlightenment. In the second verse, the poetess expresses a
deep, philosophical conclusion in the language of symbols: she reveals the essence
of her wish and demand. Bodaoshom — has a lexical meaning of “wine
drinker”. So, from the verse it is understood that the life-giving breath, the air that
awakens soul, provides it with pleasure and love, is embodied in the drinker
himself. It is enough to comprehend the enlightenment that moves it. The light
radiating from the enlightenment of the mentor gives to any heart a boundless
light, radiance. It leads him to the rank of absolute spirit and self-realization. Her
ascension to such a position requires only the help of mentor and enlightenment. In
fact, in every human possesses that ore of light. The poetess is just asking the cup-
bearer to activate this light. She created all her life with the goal of seeing
perfection of humanity. Hence, it is not difficult to understand that in her verse the
poetess’ mystical thoughts are expressed from the point of view of the famous
quote by Rumi, who said, “What’s within you is within you”

Nechunkim orzu gilmay qo’lingdin boda ichmakni,
Mayi vahdat sening ilgingdagi jom ichra yostanmish™

Her ghazal has a mystical meaning. It is also evident from the quoted
couplet. It has the trinity of a cup — wine — unity; So, the real goal of the lyrical
hero is to achieve unity. According to the poetess, the way to it is through wine and
cup. Wine is enlightenment, rebellious love. Cup — can be used in classical

7 Vgaiicnit mwebpustuaad. — T.: V36ekucron KII, 1980, 36-Ger.

*® H.Komu1oB. Xwusp vammacu. — T.: MabHaBusT, 2005, 62-0erT.

* ygaiicnit. Kyurua rymopu. — T.: Azna6buér Ba canbar, 1983, 218-6er.
0¥ 1ma acap, 218 - Ger.
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literature in many senses, such as glass, heart, and world. Judging by the content of
the couplet, the jam is used in the sense of the world. So, the status of unity is
achieved through the understanding world, through its trials and tribulations. A
person rises to the status of world essence and self-awareness. It is clear from the
examples given that, although Uvaysi a poetess, she made effective use of wine
and the symbols associated with it in her poetry.

Discovering new spiritual frontiers of hundreds of poetic symbols, such
as eyelashes, eyebrows, firewood, bird, bazaar, moth - Uvaysi made an invaluable
contribution to the enrichment of the imagery system of Uzbek classical
literature. Each image used in Uvaysi's work is important in determining the scope
of her philosophical worldview, the criteria for understanding the world, the way
of thinking, the creative principle.

Chapter 3 of the dissertation is entitled as “Literary perfection and poetic
genres development in the poetry of Uvaysiy”. It discusses the perfection of the
classical genres used in Uvaysi's work. In the first chapter, entitled as “Tradition
and innovation in the genres of ghazal and musammat”, the poetess’ research,
innovations in the genres of ghazal and musammat, the peculiarities of their
development are studied. Any genre has its own ground rules considering the
reflection of form and content. Nevertheless, the creators of the unique talent were
able to change implement some creativity. In particular, in the works of Uvaysi, we
can see that she used different experiences, enriching many genres with different,
unique innovations. Ghazal is the leading genre in Uzbek classical literature. It is a
major component of the Divans (classical poetry collections). It has constantly
been evolving as a genre. Uvaysi did also contribute to the discovery and
development of new forms of ghazals. There are many unique examples of ghazals
created by her. In particular, there are 6 harora ghazals in her Divan. Ahmad
Tarozi, in Part Il of the famous Funun ul-balogha, entitled “Al-fann-us-soniy fi-I-
gafiya wa-radif, gives important insights into all the problems associated with
rhyme and radif. In addition to proving the necessary element of rhyme and radif,
the author informs that there is a type of poem at the end of the section in which
rhyme is not present: “There is a type of a poem, which does not contain a
rhyme. At the end of each couplet it shall be provided with a special radif. It is
called harora”.”" As it can be understood from its lexical meaning, these kinds of
harora ghazals emerge as a product of spiritual enthusiasm, spiritual uprising, and
pathos. When we talk about unrhymed poetry created before the beginning of the
twentieth century, only examples from the work of Uvaysi that has a radif “kongul
dog’ 0’ldi, dog’ 0’ldi” comes to mind. However, in the process of getting
acquainted with the copy of the manuscript of the poetess’ office, which is kept in
the Manuscripts Fund of the Uzbek Academy of Sciences under number 1837, we
witnessed the presence of six ghazals of the same form. While exploring many
examples of classical literature and came across some couplets that were
sometimes written without rhyme or having imperfect rhyming schemes. However,

*! [Maiix Axman Xymnoiinon Taposuii. ®ynyH yi-Ganora. — T.: Xasuna, 1996, 83-6er.
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in the period before Uvaysi, we did not come across a complete work written
without rhyme. Uvaysi proved that it is possible to create a beautiful work even
without rhyme, which is one of the main elements of poetry. She was able to create
a rhythmic tone without the use of rhyme. The readers were able to focus their
attention around an important idea using the rafid. According to Ahmad Tarazi,
Oriental literature also used to have a long tradition of creating poetry without
rhyme. Uvaysi was able to revive this forgotten tradition in the example of harora
poetry due to her unique talent and unique skill.

If we take a look at the harora ghazals in the poetess’ work, we shall see that
they were all created with a symbolic meaning. In all of them we observe the
description of the state of the lover's experiences. The poetess’ poems of this type
were not created in vain. Because the rebellion in her heart, the fire of love, does
not fit into the molds. In the poetess’ view, even rhyme seems to block the freedom
of the feelings expressed in ghazals.

In her ghazal with the radif “Charkhi samo urib” the main goal of the poetess
iIs combined in the radif as the culmination of thought. If a rhyme were present,
according to the rules of Uzbek grammar, the emphasis would be shifted to the
word before the radif. This, in turn, would have to some extent prevented the
poetess from fully expressing her artistic purpose. That was the reason why the
poetess chose not to use the rhyme in the ghazal. The task of the rhyme is loaded
on the radif. Another feature of the poetess’ originality in her poems is
the expression of ideas in the form of a thesis. Each couplet takes the form of an
aphorism. The poetess avoids extensive elaboration and interpretation of them. The
thoughts and conclusions that the creator gives to the reader do not end in
words. They also go beyond the text.

Another widely used type of poetry in Uzbek classical literature is
musammat. It has wider and infinite opportunities than the ghazals in expressing
creative ideas of the writers. That is why it occupies a special place in the literary
heritage of Uvaysi. We know her works in the forms of musallas, murabba,
muhammas, musaddas. There are 8 types of musammat, with repeating couplet
forms ranging in size from 3 to 10 lines. Its first type is musallas. In the classical
literature of the Orient, a number of works on this type of musammat have been
created. Literary critic U.Tuychiyev, who studied the genre features and stages of
development of musallas states “A poem with three lines, were observed only in
the works of Uvaysi in pre-revolutionary written literature”.>

Both in the Persian literary treatises and Ahmad Tarozi's “Funun ul-baloga
the only source in the Turkish language there is no mention of musallas. All of
them begin with a description of the murabba (quartet) while theoretically
interpreting the types of musammat. There is a musallas in the Divan by Uvaysi
No. 1837 that starts with the line “Rahm etib, yorab, meni sen ayla jonondin
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xalos...”.” The work consists of seven couplets in twenty-one lines. The internal
semantic connection is maintained until the last couplet. The thesis set out in the
first couplet is kept to the last one. Each triplet has a separate, independent rhyme
system. In the first, fourth, and seventh couplets, a radif is also given after the
rhyme. The work is written in the metre ramali musammani mahzuf of
Aruz. Muhammas and musaddas are also notable genres in the Uvaysi
heritage. They are the next genres that stand after the ghazals according to the
frequency. Uvaysi's Divan includes 29 muhammas.

Along with original muhammas poems, she also created answer-poems to the
ghazals of such great poets as Navoi, Amiri, Jami, Fuzuli. These poems are of a
great value in clarifying issues such as her worldview, her attitude to life and
humanity characteristics. They also show the uniqueness of the poetess in artistic
expression.

The second paragraph of the chapter is entitled “The credibility of Uvaysi’s
talent in creation of small genres and epic poems”. In Uvaysi's work, small genres
such as tuyuk, rubai, qgita, chiston and fard were also referred. Their theme,
meaning, and artistic expression reflected the poetess’ unique writing skills. In
literary criticism, some considerations are made about fard (a type of poem of two
lines), its genesis, emergence and characteristics.> However, as a genre, it still has
many features that need to be addressed. In particular, we observe different views
in our literature on the rhyme of fard poems. Some sources say that “fard poems
must thyme in both lines” while others say that “fard poems mus not rhyme”,
Mmoreover, some other sources state that “it can have both rhyme scheme, such as:
“(a-a and b-a)”. Sheikh Ahmad Tarazi, in the description of genres in Funun ul-
Balagha, describes fard as following: “Fard poem consists of two lines. There is no
rhyme in the previous verse...””®. The book showcases examples from fard poems
by Kamal Khojandi, Salmon Sovaji, Hafiz Sherozi, Khusrav Dehlavi, Kirmani,
Nasir Bukhari, Sakkaki Sayrani and Lutfiyi Shashi. None of them contain a sing
rhyme.

In the Divans of Sakkoki and Lutfi there are unrhymed fard poems, i.e. the
ones with the rhyme scheme of b-a. So, the conclusion would be that in the literary
process, until the second half of the XV century, fard poem genre consisted of two
unrhymed lines. In the second half of the XV century, beginning with the work of
Alisher Navoi, we see more refined versions of fard genre. Until Navoi, rhyme was
not traditional attribute of fard poems. Navoi embellished both verses of the genre
with rhyming words. Based on the role of rhyme in poetry, he created the principle
of drawing the reader’s attention to the climax of the thought. Of the 86 fard poems
included his Divans, 80 rhymed and 6 were non-rhymed. After Navoi, fard poem
genre improved again. Later other poets created fard poems using homonyms. For
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instance, in the Divan of Zahiriddin Muhammad Babur, 2 out of 26 fards have
rhymes-homonyms, 23 with rhymed and 1 without rhyme. Uvaysi holds a special
place in the development of fard poem. We know 4 of her fards. They are all based
on homonymic rhymes. She expressed in them the deep philosophical reflections,
mystical ideas, which she obtained from her life experiences. They reflect the
depth and philosophical observation inherent in the poetess’ poetry. Her great skill
and uniqueness in the use of visual aids are commonly displayed in her
poetry:

Dilbaro, o’ltur boshingdin aylanay,

Pandim ol, o’lsam so ngokim ayla nay”’

Apparently, the content of the verse is simple: “My beautiful one, come sit, let
me take care of you, Listen to my advice, once I’'m dead take my bone to make a
flute”. However, here is where the question arises. SO why does the lyrical
protagonist ask to make a flute out of her bone when she dies? The purpose and
idea of the poetess are embodied in the image of the flute. Here the flute is used as
a symbolic image. In Oriental classical literature, the flute is a traditional symbol
with a deep meaning. After Rumi's Masnavi, special attention was paid to the
widespread use and scientific interpretation of the image of flute in the mystical
sense. While in the works of some poets the flute is used as a metaphorical image
within a couplet or a verse, in some other poets created special works dedicated to
the flute. In particular, in Uvaysi's work, the image of the flute is used in a
separate, special work belonging to fard poem genre. So what was the meaning of
the flute in the fard of Uvaysi?

Our observations show that the flute is used in various senses in classical
literature. In particular, it was used to symbolize flute, pen, truth, the wisdom, the
perfect man, the soul. If we limit ourselves to understand flute as a common object,
we shall have a narrow understanding of classical meanings. We understand it
differently in a broad sense. In particular, the set of truths achieved by the night of
Me'raj and the Prophet Muhammad (p.b.u.h.), a perfect man who is full of
enlightenment and radiates enlightenment around him, the soul that first cleanses
itself of all dust and then fills up with divine breath, realizes its shortcomings and
saves itself. It is the symbol of lust that has become a divine sound. The flute is a
symbol of the truth and of moving away from it. Hence, Uvaysi did not use her
symbol in vain in her fards. Throughout her life, the poetess, who promotes the
idea of self-realization, draws the reader's attention to the essence of life through
the image of the flute. The poetess’ fards are works of deep philosophical
significance. In them, the poetess’ purpose and ideas are not always expressed in
clear sentences. Her thoughts continue existing even behind the text. The inner
content forces the reader to think, to consider, to reason. The spiritual depth of her
individual was achieved by the poetess through the use of unique figurative
expressions. In short lines she used several arts such as homonymy and
synecdoche.
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Chiston (a form of classical poetry riddle) writing has contributed a lot in
Uvaysi's fame as a poetess. She is recognized as the most eloquent writer of
chistons in Uzbek literature. She has 13 chistons in her published Divans.
However, according to sources “more than 50 chistons of the poetess are known”>®
Chistons by Navoi are large in size. They consist of 6,8,10 lines, only 2 of them
have 4 lines. Chistons of Uvaysi, on the other hand, are characterized by
simplicity, wisdom, and brevity. She expresses the idea in a genius and wise yet
simple way; both in drawing a portrait of the object and in describing its
qualities. In it she demonstrates her life experiences, her way of thinking. We see
that she has transformed chiston from a demonstration of wisdom, a game of
contemplation, into a direction that embodies deep socio-philosophical ideas. We
know that in chiston, the word or words that represent the subject are mostly
hidden. Uvaysi also takes the case on the basis of chiston. The listener focuses not
only on the word, but on understanding the mental state, observing it. Uvaysi uses
a variety of techniques in creating chiston. In particular, the method of questioning
leads in the main part of the chiston. The puzzle is mainly quoted in the first
verse. The poetess’ ingeniously used question serves to focus the reader’s attention
on one point. In some of her poems, the poetess uses abjad althabet in addition to
the question. This method enhances the ability to identify the subject in
question. Completely different attitude towards riddling can be observed in her
third type of chistons, where she uses neither questions not alphabet of abjad to
express her mind. This type of chistons consists only of two lines; first line
displays general information about the object and the other of
its nature. These works include “Scissors”, “Water”, “Sleep” and “Day and night”
etc. The folk style is evident in the poetess’ chistons. Every word used is polished
and has its own permanent place. Wise conclusions selected from life experiences
are expressed. They are sometimes full of humor and sometimes irony. Although
the object is riddled in chiston, it is evident that human relations and human
behavior are also taken into account at its core. The poetic chiston skillfully use
such poetic devices as allegory, metaphor, and rhetoric.

Three epical poems by Uvaysi depict her talent in this genre as well. In the
works of the poetess, the traditions of Oriental classical poetry and folk epics are
embodied. The author's epical poem “Qissai Imam Hasan” differs from other epics
on the same topic by many peculiarities. The poetess’ skill in choosing meter and
using artistic means is reflected in the poem. The poetess created the image of a
just and peaceful ruler Hasan. The main essence of the epic is to promote goodness
and justice. “Prince Hasan” is devoted to a religious theme. It describes the life of
Imam Hasan, the grandson of our Prophet Muhammad (p.b.u.h). The poetess’ aim
in the work was to draw the attention of her contemporaries to the historical
lessons. The main idea of the work is embodied in the image of Hasan. The epic
consists of 1450 lines, 725 couplets. The epic “Voqgeoti Muhammadalikhan” was
also copied in the same manuscript as Uvaysi's “Devon”. The text of her epic is 14
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pages long in the manuscript. Each page has 22 lines of text. The part of her
unfinished epic that has come down to us consists of 208 lines, 104 couplets. The
first couplets of the work are praising part. Then it tells about Muhammadalikhan
and his lineage. Some important points in the biography are pointed out. The
reasons for rising to the throne are mentioned. Finally, attention is drawn to the
main event that led to the writing of the epic — the story of the military campaign to
Kashgar. There are several characters in the epic. Her style is characterized by folk
epics. The reason why the epic was not ended is probably due to the defeat of
Muhammadalikhan in the war. The historical information that confirms this
version is reflected in the work.

The fourth chapter of the dissertation is entitled “Renewal of the poetic form
and the development of the fine arts in the poetry of the poetess”. The first
paragraph of the chapter examines explores “Rhyme and radifas a literary-
aesthetic basis for the renewal of the poetic form in Uvaysi's poetry”. The poetess
deeply understood the importance of rhyme in poetry. For this reason, in her
works, rhyme has an important artistic function. She was able to turn it into an
artistic object that reflects the climax of her thoughts at the end of a couplet in each
line. Tarazii emphasizes the use of simple, compound, double words as rhyme in
Oriental literature. Uvaysi, chooses more, simpler words for the rhyme. It allows
her to put the emphasis on individual words. This draws the reader’s attention to a
single point. It enhances the impact of the ideas the poetess is trying to convey,
allowing them to be conveyed to the reader easily and clearly. Uvaysi also makes
effective use of the arts, which serves to further perfection if the function of
rhyme. In particular, it is sufficiently explained in the dissertation that the skill in
the application of the arts of double rhyming and tashri provided a renewal of
meaning and form. In the works of the poetess, many types of embroidery related
to rthyme, such as ishtiqoq, tazod, tajnis, tar’se, mukarrar, takrir, were also widely
used.

It is well known that radif also plays an important role in determining melody
and the climax of thought in poetry. According to Tarazi, radif is an invention of
non-Arab poets. Although in the history of our literature our scholars have pointed
out that the use of radif is not conditioned in poetry, in Uvaysi's work it plays
important artistic functions. The following quantities are also clear proof of
this. Of the 244 poems in the Manuscript of the poetess’ Divan, 196, or 80 per cent
contain radif. With the addition of a radif in each couplet, in addition to an increase
in melody, a great deal of logical clarity emerges in the poetess’ speech. In poems
the radif sometimes consists of one word, sometimes of several words. The
function of a radif consisting of several words in couplets is expanded. The radif of
her form serves to define the creative ideas from a broader semantic level, to attract
the reader's attention more intensively.

The second paragraph of the chapter is entitled “The Perfection of the Arts in
the poetry of the poetess”. Uvaysi used many poetic devices such as tashbeh,
tazad, tardi aks, iyham, tarse, iqtibos, aqd, ishtigoq and kitobat. The unique style,
symbolic and mystical content and form of expression in the works of the poetess
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required the unique use of oriental poetic art. For this reason, in order to grasp the
essence and artistic symbols of Uvaysi's works, first of all, it is necessary to
determine the nature and principle of application of the means of artistic
representation used in them. M. Shaykhzoda, who perfectly studied the creative
laboratory of Alisher Navoi states: “Knowing the poetic arts helps to understand
the complex symbols that exist in poetry”.>® Uvaysi has mysticism and emotional
expression as the leading themes of her poetry. She often uses metaphors to convey
her pathos to the reader. The art of metaphor played an important role in the
formation of the poetess’ style, in the expression of the symbolic and mystical
meanings at the essence of her works. The poetess uses natural phenomena and
objects in the expression of the metaphor.

The art of tajahul ul-arif also plays an important role in Uvaysi’s poetry. It
also serves to form her unique, individual style. We observe examples of it in
various forms — sometimes used within a separate couplet or stanzas, and
sometimes the work as a whole is created with the usage of this art. tajahul ul-arif
has the scope to convey broad, deep and mysterious meanings in a short forms in
poetry. It keeps the hidden, multi-layered content behind the obvious lines. The
application of this poetic art is characteristic of her method — it is proportional to
the ability to express ideas as a thesis, not in detail. For this reason, the poetess
uses it extensively in her poetry and creates unique patterns.

In the classical literature of the Orient, husni ta’lil is considered to be the form
of a poetic art that reflects the scale of the poet’s imagination. Husni ta’lil is also
one of the leading poetic devices in the poetry of Uvaysi. Her best ghazals are
adorned with it. It has been used in two different forms. First, the initial line
contains the thesis that is followed by the proof in the following line. In the second
type, the thesis that directly substantiates the creator's opinion is given without
giving a reasoning opinion. Husni ta’lil makes it possible to express the image in a
lover and nature in the parallelism with emotions. For this reason, Uvaysi prefers
to use it in describing her mystical conclusions about true love.

Tamsil, a poetic device involving exemplification, also plays an important
role in the manifestation of Uvaysi's individual style. It is also an art of proof, such
as irsoli masal. It helps to convey the complex and mystical views of the poetess to
the reader coherently and intelligibly. It performs various functions in
poetry. Sometimes, it serves to facilitate the understanding of the content of a work
by simplifying mystical meanings and concepts, materializing abstraction. It can
also serve unbiasedness in judgments related to simple, life experiences.

CONCLUSION
With the rise in the literary criticism during the independence made it an
urgent task to re-evaluate the samples of classical literature in terms of objective,
artistic mastery. Today, a new interpretation of Uvaysi's secular, mystical, and
artistic heritage leads to important scientific results. The study of the poetess’

> M.1laiix301a. Yeroauunr canbarxonacuaa / Kapanr: Acapnap. 6 Tomiuk. 4-tom. — T.: Aabuér Ba canbar,
1972, 224-6er.

56



works allows to identify not only her own, but also the peculiarities of the Uzbek
classical literature of the whole period. It is well known that innovations in artistic
creation grow in the heart of tradition. Therefore, in our study we tried to draw
scientific conclusions by studying the world of symbols of Uvaysi’s heritage, the
evolution of genres, the principle of application of rhyme, radif, art, new features
of the nature of the lyrical hero in connection with classical traditions. We have
come to the following conclusions from our scientific research:

1. The role of the nazira poems in the renewal of Uvaysi's poetic thinking is
important. The poetess wrote answer-poems to the most famous ghazals of many
composers, such as Navoi, Fuzuli, Lutfi, Amir, Nodira and Jami. Despite being
created at the same meter and radif, her nazira poems are of a unique new
creation. They reflect her outlook, worldview and philosophical observations. A
new approach to the subject and a new image system will emerge. The works on
which Nazira is based are similar to each other, but differ in the principles of
illuminating and depicting the spirit of the period, its problems.

2. The issue of the lyrical protagonist in Uvaysi’s poetry is a literary
phenomenon that requires subtle research. Because it is impossible to assess the
individuality and skill of the creator without adequate study of the nature of the
lyrical hero. After all, the lyrical protagonist embodies the main idea and
symbolism. Understanding the character of the lyrical protagonist in Uvaysi’s
poetry must begin with an understanding of the original and metaphorical
meanings of each word. Only then can we see its original image. When we
evaluate it, we do not go astray. It is necessary to use the same criterion to evaluate
and understand the character of the lyrical hero in the poetry of Jahonotin
Uvaysi. She uses the poetic devices, such as husni ta’lil and tamsil, to compare the
character of the lyrical hero with natural phenomena and realities. In her way she
achieves a simple and coherent manifestation in the imagination of the reader of
the complex features of mysticism and true love.

3. She used every image in accordance with her nature. Poetess never uses
an image in vain. Each of them holds a certain story to tell behind them. In
classical literature, many objects, such as traditional eyelashes, eyebrows,
firewood, bird, bazaar, pomegranate, become an active image that carries a
comprehensive, mystical meaning in the poetess’ work. Thanks to Uvaysi’s unique
skills, they show off their diverse new facets. The poetess plays an important role
in revealing the mystical and oblique meanings in her works. The poetess’ new
approach to each traditional image enriches the classical literature of the Orient
with deeply meaningful symbols.

4.  Throughout her life, Uvaysi has made diverse, unique experiments in the
use of genres. Even in genres that are rarely used in classical literature, the poetess
was able to show her unique talent. Here are many unique examples of ghazals in
Uvaysi's literary heritage. In particular, here are 6 harora ghazals in her
office. These kinds of harora ghazals emerge as a product of spiritual enthusiasm,
spiritual uprising, and pathos. When we talk about unrhymed poetry created before
the beginning of the twentieth century, only examples from the work of Uvaysi
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that has a radif “kongul dog’ o’ldi, dog’ 0’ldi” comes to mind. However, in the
process of getting acquainted with the copy of the manuscript of the poetess’
office, which is kept in the Manuscripts Fund of the Uzbek Academy of Sciences
under number 1837, we witnessed the presence of six ghazals of the same form.

5. Uvaysi’s musallas poems, which is unique in classical literature in terms
of genre, is a product of unique talent. Like other works of the poetess, it has a
deep content, a balanced form of expression. She revived a unique genre in
Oriental classical literature with her musallas poems. She made an important
contribution to its transmission to future generations. The poetess perfected the
ideas of her predecessors. Enriches the imagery system, means of artistic image.
The harmony in worldviews, emotions, and artistic imagery led to the assumptions
of fluency and integrity. The uniqueness of word choice, the unique style of artistic
expression, have elevated them to the status of masterpieces. The takhmis and
mukhammas poetry created by the poetess play an important role in clarifying
issues such as her worldview, her attitude to life and humanity.

6. Fard poems also played an important role in Uvaysi's creativity. The
poetess was able to create them at the level of Rumi, by deeply studying the
traditions of classical literature, inspired by them, and further developed them. The
poetess perfected fard poem as a genre. She managed to rhyme all the samples on
the basis of tajnis (homonymy). In addition to implying outward, inward meanings,
it ensured that the poetess’ thoughts continued beyond the text. Uvaysi's work also
plays an important role in the historical development of chiston in Uzbek classical
literature. The poetess has managed to raise it to a high level both in terms
of content and in terms of artistic skill and form features. The poetess has her own
style in creating chiston poems. She aspired to volume brevity. For this reason, the
chiston consist mainly of 2, 4, and 6 lines. Uvaysi was influenced by Navoi’s
chiston poems. She learned the secrets of mastery from him. In addition, the
poetess herself has made certain innovations in the development of the chiston
genre. The meter chosen for Navoi’s chiston poems is calmer (hazaji musammani
salim), while all Uvaysi chiston have a relatively lighter tone, ramali musammani
mahzuf and ramali musadda mahzuf. It shows that the poetic style is similar to the
folklore. The poetess created a gallery of unique symbols in her chiston
poems. She tries to express the external and internal content by combining them. It
refers to subject and social problems. The poetic chiston also skillfully use such
poetic devices as allegory, metaphor and rhetoric. Sometimes irony, sometimes
humor is absorbed in those texts as well.

7. Three epical poems by Uvaysi depict her talent in this genre as well. In
the works of the poetess, the traditions of Oriental classical poetry and folk epics
are embodied. The author's epical poem “Qissai Imam Hasan” differs from other
epics on the same topic by many peculiarities. The principles of the poetess’ meter
selection and use of artistic means are reflected in the poem.

8. Uvaysi's artistic mastery is also reflected in the principles of using
rhymes in her works. She pays great attention to it as the most important artistic
element. It plays the role of the culmination of the poetess’ goal, the representation

58



of her thoughts. She tends to use simple words as radifs. It serves to draw the
reader’s attention to the main point. She made effective use of many types of
mugayyad and absolute rhyme. In her works, the poetess also uses many of the
rhyming arts such as iltizom, zulqofiyatayn, mukarrar, tarse’ and tashri. In Uvaysi's
works, radif also played an important artistic role. Out of 244 poems from
manuscript of her Divan, she used radif in 196 poems. Radif in each couplet,
increases melodicism and logical clarity of the poetess’ speech. It is a spiritual
culmination that attracts the reader’s attention. In addition to the use of traditional
rhymes in poetry, the poetess makes extensive use of unique, new words as rhymes
(0’qu, bayaknogah, beh, tarjeh...).

9. Uvaysi's also used many of the stylistic devices such as tashbeh, tazad,
tardi aks, iyham, tarse, iqtibos, aqd, ishtigog and kitobat. In particular, the art of
metaphor played an important role in the formation of the poetess’ style, in the
expression of the symbolic and mystical meanings of her works. The application of
the devise of tajohuli arif is an important tool in the manifestation and formation of
the individual style of the poetess. Through it she manages to express traditional
ideas in new forms. Husni ta’lil is another device that was widely used by
Uvaysi. Her best poems are adorned with this art. In the works of the poetess there
are examples of couplets all full sized ghazal using husni ta’lil. In the art of Husni
ta’lil, it is possible to express the images of a lover and nature in parallelism. For
this reason, Uvaysi prefers to use it in describing her mystical conclusions about
true love.

10. Tamsil, a poetic device involving exemplification, also plays an
important role in the manifestation of Uvaysi's individual style. It is also an art of
proof, such as irsoli masal. It helps to convey the complex and mystical views of
the poetess to the reader coherently and intelligibly. It performs various functions
in poetry. Sometimes, it serves to facilitate the understanding of the content of a
work by simplifying mystical meanings and concepts, materializing abstraction. It
can also serve unbiasedness in judgments related to simple, life experiences.

In short, we have not encountered a female artist equal to Jahonotin Uvaysi,
in Oriental classical literature. She is a poetess who has lived all her life with
the sorrow and pain of her people and country. In her poetry, both the most actual
social problems of her time, as well as spiritual and moral issues, were interpreted
with unique talent, skill and courage. A new interpretation of Uvaysi's legacy in
secular, mystical, and artistic terms leads to important scientific results. The study
of the poetess’ works allows to identify not only her own, but also the peculiarities
of the Uzbek classical literature of that period, as well as new approaches.
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BBEJAEHUE (anHoTauusi 10KkTOpcKoii guccepranuu (DSc)

AKTYaJIbHOCTb M BOCTPe0OOBAHHOCTH TeMbl aucceprannu. [IpousBeneHus
KaxanaTteiH VYBalick [0 CErOJHSIIHErO0 JHA He ObUIM  CHEIHUaTbHO
WHTEPHPETUPOBAHBI C TOYKU 3PEHUS XYIOKECTBEHHOIO MacTepcTBa M cyduszma.
[loBTOpHas MIMPOKAss OLIEHKA CMBICIA MPOU3BEICHUN TMO3TECCHl, IMPUPOIBI
JUPUYECKOTO TEpOsl, XYJI0KECTBEHHOTO OIMMCAHMS U CPEACTB BBIPAKECHHS UMEET
aKTyaJbHOE 3HAYEHUE B CETOJHAIIHEM JIMUTeparypoBeieHuu. HM3ydeHue
MpOM3BEACHUN YBalich TpeArnojiaraeT MPUBICYCHHE OCOOOT0 BHUMAaHUS Ha
JECATKA BOMPOCOB KaK: MAacIITad0 MHOTOCJIOWHBIX CMBICIOB MPOU3BEACHUS;
TIyOOKHUHW CMBICI, CBS3aHHBIA ¢ Cy(HU3MOM; Xy/I0KECTBEHHOE MacTePCTBO, CYyTh U
00BbEM CHUMBOJIOB; BOJIIOIHUS JKAaHPOB; CBOCOOPA3HOCTh MCIOIL30BaHUS PUPMBI U
pearda B MPOU3BEICHUU. YCTAHOBJIEHHME B KadyecTBE 3aJad JAHCCepTaluu
CHEIMaIbHOE U BCECTOPOHHEE U3yUEHUE TaHHBIX MPOOJIeM OMpeesieT HOBU3HY U
aKTyaJIbHOCTb MCCJIEIOBAHUSI.

O0bexT HMccaenoBannsi: Bece nevyaTHbie 3K3eMIUISIPbl JUBaHOB JKaxaHaThIH
VBaiicu, KOTOpbI€ HU3JaHbl MO CETOAHSIIHUNA JI€Hb, U PYKOIMCHBIE MCTOYHUKH,
KOTOpbIE XpaHATCS B pyKonmucHoM ¢oHAEe HMHCTUTyTa BocTokoBeneHue Kak:
PYKOIIMCh JAMBaHa MoOd3Tecchl, 3a HomepoMm 1837, pykomucs 3a HOMEpoM 358
aHTosiorun «MaxmMyaun IIOUPOH», HAITUCAHHBIN cO cTopoHbl Pa3nu Hamanranu.

Hay4ynasi HOBU3Ha THCCEPTALMH COCTOUT U3 HUKECTEAYIONTUX:

HAay4YHO OOOCHOBAHO, YTO KJIACCUYECKAasl TPAAULHUs MOCTY>KUJIa OCHOBOU JJIst
BO3POXKJIEHHUS MOITUYECKOTO CMBICIIA B MMO33UN Y BAWCH;

B MO33UM TOATECChl MPUPOJA JIMPUUECKOTO Teposi BIEPBbIE OCBEICHA B
paspese cypusma;

CIEIUAJIBHO U IITUPOKO PACKPBITHI CUCTEMa 00pa30B, COOTHOIIIEHHE CUMBOJI U
o0pa3 Mmo33un MOATECCHI;

HAy4YHO OOOCHOBAHBI TPAJAUIIMOHHBIE >KAHPOBHIE BO3MOXXHOCTU U POJIb
TBOPYECTBA MO3TECCHI B UX YCOBEPIIEHCTBOBAHUU;

OTpeJeNICHbl TPUHIMMBI  yrmoTpediienus pudmbl, peauda U APYrux
XYyI0’)KECTBEHHBIX UCKYCCTB B TI033UH MOATECCHI;

Ha [pUMEpax BIEPBbIE JIOKa3aHbl CIOKETHBIE, KOMIIO3UIIMOHHBIE U
XYyJIO’)KECTBEHHBIE CBOMCTBA II03M Y BaWCH;

BIIEPBbIE CIEIUATBHO UCCIEA0BAHO CBOEOOPA3ZHOCTh U MACTEPCTBO Y BaliCH.

BHeapenue pe3yabTaToB HccjaeaoBaHMs. Ha OCHOBE NpeasioKEeHUN,
HAay4YHBIX Pa3pad0TOK M HAYYHBIX PE3yJIbTAaTOB, MOJYYEHHBIX MPU UCCIEIOBAHUU
BOIIPOCA BO3POKICHUE TTOATUYECKON MBICIIU B TIOA3UU Y BANCH:

CUCTEMHO WCCJIEJOBaHbl B3MISABI 00 00BEME KiIacCHYECKHX 00pa3oB
JUTEepaTypHOE BIUSHUM B TBopuecTBe JKaxaHatwblH YBaiicu B npoekte Ne d1-02
«DyHIaMEHTAIbHOE HCCIICIOBAaHUE HCTOPHH JuTepaTypoBeaetue» (2012-2016)
(CmpaBka Ne89-03-3420 MunucrepctBa Bricmiero u cpemne - CHEUaIbHOTO
obOpazoBanus ot 21 centsOps 2020 roma). B urtore, ObUTI0 JO0Ka3aHO, YTO TOI3US
VYBaiicu SBISETCS BaXXHBIM JIUTEPATypHBIM COOBITUEM B OOOTalllEHWW HAaIlen



HAI[MOHAJBbHOW JYXOBHOCTH, LIEHHOCTEH, 4TO €€ Tay0oKoe H3ydeHHEe HMEET
3HAUEHHWE TMPU PEUICHUM MHOXKECTBO aKTyaJbHBIX MpoOJieM B HCTOPUU
KJIACCUYECKOM JIUTEpaTyphl U JINTEPATYPOBEICHUS;

HAyYHO-TECOPETUYECKME BBIBOABI W  NPEAJIOKEHHUS 10  MPUHIMIAM
ynotpeonenust pudmbl, penuda U JIPYyrux XyHAOKECTBEHHBIX HMCKYCCTB, IIO
YCOBEPILIEHCTBOBAHUIO AHPOB, IO B3MIAJaM O CHoco0ax MO3TUYECKOTo
BBIpAKEHHUS HCIIOJIb30BaHbI B MpakTHueckoM mpoekte Ne A-1-118 «IloaroroBka u
u3JlaHue y4eOHOTro mocoOms 1Mo WHTepnperanusM obOpa3a Hasaw» (2015-2017)
(CmpaBka Ne89-03-3420 MunucrepctBa Bricmiero um cpemHe - CIHEUaIbHOTO
obpazoBanust oT 21 centsOps 2020 roga). B pesynbrare, HOBbIE HHTEpIIPETALIUHY,
HAay4YHBIC pEIICHUS M BBIBOJbI, CBSI3aHHBIE C OOHOBJICHHEM IOATHYECKOTO
MBIIIUICHUSI B XYJA0KECTBEHHOM TBOPYECTBE, MOCITY>KWJIA BaXHBIM HCTOYHHKOM
IIPU CONIOCTAaBUTEIBHOM M3Yy4eHUU ITOAM «XaMcb» Anumepa Hasau;

Ba)KHbIE HAyYHO-TEOPETUYECKHUE BBIBOJBI OMYOJMKOBAHHBIX CTATeH MO TEMeE
MCCJIEIOBAHUSI MCTOIB30BaHbl B MpakTuueckoM mpoekte Ne MT/[-1-098 “mecto u
poib  JIUTEpaTypHO-NENAarorMuecKkux  B3MIsiAOB  Aunummiepa HaBouiéh  npu
dbopmupoBanuu ayxoBHocTH Mosonexu”’ (2012-2014) (CnopaBka Ne89-03-3420
MunucrepctBa Briciiero u cpeate - crenuanbHOro oopasoBanus ot 21 ceHTs0ps
2020 roma). B pe3ynbTaTe, CONOCTAaBUTEIBHOE H3YUYEHUE C MPOU3BEACHUSIMU
IpeacTaBUTENIed  JiaTepaTypHol  cpeabl  KokaHzga  gano  BO3MOYKHOCTH
HIMPOKOMACIITA0OHOTO MPOSBICHUS 00BEMA TBOpUECTBA W TpaHEW MacTepcTBa
HaBau, a Taxke BOCHHMTAHMS HAlled MOJOJIEKU B HALMOHAJIBHOM JOyXe, B JyXe
0O0LIEYeIOBEYECKUX [IEHHOCTEM;

pe3ynbTaThl UCCIAEAOBAHUS UCIIOIB30BaHbI MPU MOATOTOBKE CLIEHAPUEB LIMKJIA
nepenady B TenekaHane «O’zbekiston» HanuonanbHOW — TenepaanoOKOMIIaHUU
V36ekucrana (CropaBka No 22-4-35-78 HamnmoHanbHON TenepaanoOKOMIaHUN
V36ekucrana ot 14 centsops 2020 roma). B pesynbrare, MOBBINICHBI KaueCTBO
TeJenepeay, yCHWJICHO MOHWMAaHUE 3aciHyr BEIUMKUX (UTYp, KOTOPHIE KUIU U
TBOPWJIM B HAllE€d CTPaHE, B PA3BUTUM HALIECW HAIMOHAJIBbHOW IYXOBHOCTU H
pa3BUTUU IIEHHOCTEH, CTOCOOHOCTh UX BHEPEHHUS B Pa3yM MOJIOAOIO MOKOJICHUS;

BBIBOJIBI JIUCCEPTAIMOHHBIX Pa3pabOTOK HMCIOJIb30BAaHBI B KAa4ECTBE aBTOpa
npu co3pannu yueonuka “Ucropus y3oexckoi muteparypsl (I momoBuna XVI-XIX
BeKa)” JJIs CTyJEHTOB OakajnaBpuara no HampasieHuto 5120100 — dumnonorus u
npenojgaBanue s3bikoB (M3mana Ha ocHoBe mpukaza Ne 654 MuHucrepcTBa
Briciiero u cpenne - crnernuaibHoro oopazoBanus ot 20 utosig 2019 rona).

Crpykrypa m 0o0bem auccepraumu. J[ucceprainusi COCTOUT W3 BBEACHHS,
YeThIpeX IJIaB, 3aKJIIOYEHHUs, CIUCKAa UCIHOJIb30BAHHOM  JUTEpaTyphl U
npuwioxeHuit. O6beM quccepTaiy CoCcTaBiseT 254 cTpaHwil.
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