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AHHOTAIIUA

Makonana XKaauayiap xapakaTUHUHT HOKTUMOUN-XYKYKUM FOSTIApU TaX 1M KUJIMHUO,
TabJIUM Ba TapOUs OPKAJIH aJI0JIATIN Ba XYKYKUH )KaMUAT KypHIL FOSACH EPUTHIITAH.
Kagnn myradakkupiap TabIUMHE (PakaT MeJaroruk sMac, 6amku XyKyKuil Ba yKapoIuk
MHCTUTYT cudaTtua xam 6axosarannap. Yap ouraH siHT4 yCyJ MakTaliaapH, sipaTrad
napciukiaapy Ba EBpona xamaa Typkust TabIuM TU3UMH TaKPUOACHHU YPTaHUIL OPKaJIH
MabpudaTIn Ba XyKyKUH )KaMUAT TIOWIEBOPUHU sipatuiira uatuumrad. [y 6mman
oupra, makonana [Ipesunent llaBkaT Mup3uéeB pax0apiaurugaru 3aMOHaBUM
UCIIOX0TJIAp JKaauAJ1ap FOSUIAPUHUHT JaBOMHU CU(ATHAA TaXJIUI STUIIAIU.

Kanur cy3aap: Xaauguuiuk, XyKyKuii MagaHusT, GyKapoauK TabIUMH, XyKYKHI OHT,
[Ipesunent lllaBkar Mup3uées, €uutap cuécaru, Typkus, [ epManus, TAbJINM TU3UMH.

Kupum

XIX acpaunr oxupu Ba XX acp 6onutapuaa Typkucronna naigo 6ynran XKaau amimk
XapaKaTy XaJIKHUHI CUECUN, XyKYKHUH Ba MAIaHUW OHTUHU FIOKCAITHUPUIITA KAPATUITAH
Tapuxui XapakaT OViau. YHUHT acocunnapuaad 0ynran Maxmynxyxa bexOynui,
AOnypayd Putpar, Mynaseapkopu Adaypammaxono, Mcmownn I'actipuHckuii kabu
3UENUIIAp TAbJIMMHU XaJIKHH 0307 Ba XyKYKHH )KaMUST ab30cH cudaTria TapOUsITalIHUHT
acocuit Bocutacu 1e0 xucoomaauiap.

byrynru kynnaa [lpesuaent lllaBkat Mup3uéeB paxoapauruaa Y30eKucToHaa amManra
OLIMPUJIAETTaH KEeHT KYJIaMJIM TabJIMM Ba HHHOBAIMS COXAaCUAAru UCIOXOTJIap aHa 11y
FOSUTAPHUHT MaHTUKUN gaBoMuaup. JlaBnar pax6apu TabKuIaraHuaek:

“UcnoxoTiiap OOUUIAHTaH WIK KyHJIapJaHOK ‘WJIM — TapOusi — MHHOBALMs 3aH)KUPUHU
spaTUIIra KUpUIIAUK Ba Oy Xapakariap OyryH aHUK HaTuxKaiap 6epaéTraHuHu Kypuo
TypuOMu3.”

by duxpnap Kagunnap unrapu cypras TabJIUM OPKaIU XyKYKHH )KaMUSIT KypPHIIT
FOSICHHUHT 3aMOHABHH IIaKiia XaéTra TaTOMK dTHIAETTaHWHU KypcaTaIn.


mailto:feruza.mukhitdinova@gmail.com
mailto:dilyoramuhiddinova2@gmail.com

SHARQ FALSAFASI 10-SON 1-JILD OKTABR 2025 1-QISM

1. ZKaguaiap TabJIUMHUA XYKYKHH HHCTUTYT cuaTuaa KypuIIn

JKannnmap TabnMMHY MAJIJIATHY XYKyKMU Ba MAbHABUM KUXATAAH YUFOTHUILI BOCUTACH
cudarunga 6axonaaunap. YaapHUHT GUKpHUA, )KaMUSATIATd KOHYHTa XypMar, (hyKapoJImuK
Oypum Ba aioat TyHFyCcH OMJIMM OPKAJIH IIaKJUIaHATH.

Maxmynxysxka bexoynuitaunr “TapOusiu atd o’ acapuaa TabJIUM Ba TapOUSHU OOJTaHUHT
IaXCU MacChyJIUITUHY, XyKyK Ba OypUMHU aHTJIaTaJuraH BocuTa cudaruia TajaKuH
stirad. Aonypayd durpataunr “Owuiia” acapuaa 3ca XyKyKui MyHoca0atiap 3aMUHUIA
07100 Ba Mabpudat TraHu TabKUJJIaHAIU.

MynasBapkopu AOTypalliIXOHOB 3ca SHTH yCyJaaru Makraoaap oun0, ¢pannap Ounan
oupra XyKyK, axJIOK Ba XKaMHUSTITYHOCITUKHH YKATHII OPKAIH WIK O00p XyKYKHIA OHIJIN
aBIIOJTHH TapOMsUIAIIra XapaKkaT KUAJIIH.

AKagunnap ouran makradaap Ba Typkus xamaa I'epmaHusi Ta;KpUOACHHUHT
TabCUPH

Kanumuunuk XxapakaTUHUHT SHT MYyXHUM JKHXATJIapuJaH Oupu — TabJIUM COXaCUa
amanra ommpran uciaoxoriaapuaup. XIX acp oxupu — XX acp Oonutapuaa Maxmyaxyxa
bexOymuit, Aonypayd durpar, MyHnasBapkopu AOaypamuixoHoB, McMonn
["acnpuHckuil kabu 3uénunap TypKUCTOHHUHT TYpJH IIaxapiapuia “ycynau skagun”’
MAaKTa0JapuHU OYIUJIap.

By maktabnapaa YKyB xkapacuua ssuru pannap — apudmeTrka, reorpadusi, Tapux, XyKykK
acocnapu, pykapoiauk MabpudaTy Ba OHa TWIK KaOu (haHap KOpUMl STUIIH.
Makrabnapaa YKUTHII WIK O0p 3aMOHABHI TaCTyp Ba YKYB aqabMETIap acocuaa aMalra
OIIMPUIIIN.

Macanan, 1901 iimnna MyHaBBapkopu A0AypamiuaXoHOB TOIKEHTIA UIIK AU/
MakTabunu ouau, 1913 iiunga bex0yauit Camapkanaia suru Maktad Kypau, @urpar sca
byxopoja TabauM coxacu UCI0XOTUTa pax0apiauK KUIAU. YJiap TabJIuMHU pakaT OUIuM
oepuiil SMac, 0anku XyKyKui, GyKapoauK Ba aXJIOKUH OHTHH IIAKIUIAHTUPUII BOCUTACH
cudaruaa Kypauiap.

Typkus Taxxpudacu

Kanunnap Typkus ucinoxoriaapuiad, ainukca Mycrago Kamon Ato Typk
paxOapauruaary AaBjiaT KypUIHILK Ba TaAbJIUM CUECATUAAH UIXOM osauiap. Typkusiia
1920—-1930-iimutapia amanra OMMPUITaH TabIUM UCI0X0TIapU — “MUJIJINA TabJIUM
TU3UMM” TaBJIATYMIIMKHUHT aCOCUM Mo IeBopu cudaTra Oearuianim.

Kamummap xam TabTUMHA MUAJUTHA YHFOHUII, (yKapPOJIUK MACHYJIHATH Ba KOHYH
YCTYBOPJIMTUHUHT acocH cudaTtuaa kypawiap. Yiap Typkust Mucoiua sKkaMHusITAa SPKUH
¢bukp Ba XyKyKui MalaHUATHU TapFuO STUIL HYITUHU TaHJIaauap.

I'epmanus Taxpudacu
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Kanumnap ['epmanusgary TabauM TU3UMUHH XaM 9yKyp ypranaunap. ['epmanusaa
TabJIUM Ha(aKaT MM OJIHIL, OATKH HHTH30M, KOHYHI'a UTOAT, (PYKApPOJIHK Oyp4Hu KaOu
KuiMaTIap acocuaa Tamkui stuirad 3au. Ly cababnu, sxxagumiap Oy Monenaan
WIXOMJIaHUO, Enutapa XyKyKuid OHT, BUXKIIOH Ba MachyJIUAT TYHFyCUHU
MIAKJUTAHTHPUIITA YbTHOOP KapaTauiap.

By rostnap sxanuauunuk tabauM ¢ancadacura xaMoxaur 0ynuo, “uiam — tapOusi — KOHyH”
YUFYHIIMTHHYA Ta@bMUHIIAIITA KapaTHITaH S1H.

Kagunaap GpaoausiTHHUHT TYXTATHJIUIIYA Ba OKJIAHU U

Arap xanuiap GaoausTH 1aBOM 3TTaHUAa, Y30€KUCTOH OYTYH MKKMHYM 3Mac, 0aJIKu
yuuHun Peneccancra unrapunab etu6 6opran 6ymap san. Yiap daxat maopud smac,
Oanku gaBiaT OOLIKAPYBU, XYKYKIITYHOCIHK, (PyKapoJIuK OHTH COXalapuaa XaM acoc
COJITaH MOMIEBOPHH ApaTraH daAujap.

bupox 1930-innap cuécuii kKataroHaapu Oy kapaéHHU KeCKUH TyxTaTau. XKaaua
suénunap — bex0oynuit, ®utpar, Uynnoun, Koaupuii Ba Oomkanap “mMumiatan’ EKU
“Oypxya madrypacu Tapadgopu” 1eb6 aitdaaHuO, )KUCMOHAH UYK KunuHau. by Hadakar
3UENN KaTJIaMHH, OaJIKi MUJUTATHUHT XYKYKUH Ba MabHABUM TapaKKUETUHU XaM OUp Heua
VH WWJIra OpTra Cypau.

dakaTTMHA MyCTAKMIUTHK HAIUTAPUIA JKaIAUIap HOMH THKIAHIN. Y36eKHCTOH
Pecniy6onukacu [Ipesnaentununr 1991 iiunnaru ¢papmonura acocat yjaap OKJIaAHAH,
acapjiapy KaiiTa Hallp 3TWIAM, MakTad Ba Kyvyanapra yJlapHUHT Homu Oepuinau. by anonar
TUKJIAHUILY KaJuUIap FOSUIAPUHUHT OYTYHTH KYHJIa siHa/la KaJIp TOIMHUIINTa XU3MaT
KWIMOK/A.

Kanumnap ouran maktabmnap, ynap ypranran Typkus Ba ['epmanus taxxpudanapu,
IIYHUHTIEK, MUJLTAH KaJIpHUsATIap YHFYHINTH — OYTyHrH Y30eKNCTOHIa aManTa
OIIUPUIAETTAH “TabJIMM—TapOUSI—MHHOBAIMS CUECATH YUYH WIMHUIA Ba MabHABUI
noieBop Oyaub Xu3mMaT KUIMOKAA.

VYaapHUHT TabJIMM OPKaIu XYKYKUIl MaJaHUSITHY IAKIUIAHTUPUILL FOSICK — OYTYH
[Ipe3unent [laBkat Mup3u€es paxHaMOJIUTIUAA aMaJIra OLIMPUIIAETTaH YYUHYH
Peneccanc ncioxornapuia Y3UHUAHT SSHTY XaETUHU TOTIIU.

3. 3amonaBui Y30exkucronaa Kaguaiap rosJIapuHUHT HAOMUNJINTH

[Tpe3unent HlaBkaT Mup3uée paxOapiuruja TabjiuM, WiM-paH Ba Enuiap cuécaTu
coxXacujia amaira ommpuiIaéTrad ueaoxomwiap JKagumiap rosjapuHUHT 3aMOHABUM
uaoMuanp. JaBnat paxOapu TabKuIaraHuaeK:

“KeinHru Wnsutapja MKTUCOANETUMH3 TE3 Cypbhatiap OumiaH ycub, 6apya coxanapaa
UMKOHHUSTIApUMU3 OpTHO Oopaérranuaa, xeu mryoxacus, cu3 EIUIapHUHT XaM MyHOCHO
xuccanrus 6op... Karra-karra gaBnatiap OyryH Ou3ra UIIIOHMOK/A, YYHKHU ENUTapUMU3
M, dan, [T Ba MagaHusATAA yIIKaH IOTYKJIapra SpuiimMoKia.”
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[Ipe3uneHT TabKuIarad “uiaM — Tapousi — MHHOBaLMA® 3aHXUpU OyTryH pealt HaThXa
OepaéTrannHu Kyhuaard pakamiap tacaukiainau: 30 Hagap émnapummus 1yHEHUHT
TOII-10 tanuk ynusepcuretnapuaa, S00 nadap émtapumus TOII-100
yHuBepcuteTinapaa,l 500 nagap émrapumus sca TOII-300 nydy3nu onuitroxjiapaa
TaxCUJl OJIMOKJA.

2024 itmnna V36exucron éuvtapy aynéauar TOTI-500 yHuBepCHTETIapUTra KHPHII
oyiinua Mapkasuii Ocuéna 1-ypunnm srayuiarad. by HaTikanap MmamiakaTIaru TabiuM
TU3UMUAArd MOJACPHUZAIUSHUHT cCaMapacuHU Ba JKaJlujiap op3ycu — mMabpudativ
MUJIIAT FOSICUHUHT amajra OLUTaHWHUA KypCaTain.

4. Tabaum Ba XyKyKHid MAJaHUSAT — JaBJIAT 0apPKAPOPJINIH NOHIEeBOPH

Kanumnap TabIiuM OpKaiu XyKyKUM MalaHUSITH IAKIJIAHTUPUILIHU KAMUSTHUHT
OapKapopJIUru Ba KOHYHUIIMKHUHT Kadonatu 1e6 oungunap. Yiap yayH KOHyHTa UTOAT
ATUII — (paKat kKazoJaH KYPKHUII SMac, OaJIKU MabHaBUW OHT Ba BIIKJIOH MacaiacH d/1u.

byrynru xynaa [Ipe3uaeHT MakTabmapy, WKOJ Ba MXTUCOCTAIITHPUIITAH MaKTaoJap,
TEXHUKYM Ba JUIEIIap allHaH 11y FOSIHUHT aManuil udoaacu 0ynubd Xu3Mat KUJIMOK/IA.
By TabnuM Myaccacaiapu 3aMOHaBHI OWIJIUM, aXJIOK Ba XyKYKUH OHT YUFYHJIMTUIary
aBJIOJHU TapOusIaIira KapaTUiraH.

[y 6unan 6upra, éNUIAPHUHT XYKYKHI OHT Ba XyKYKH CAaBOJIXOHJIMTHHH OIIUPHI
GyryHIH KyHa Y30eKHCTOH jKaMHATH yuyH A013ap6 Ba3uda 6y1u6 KonMokaa. “Tabanm
tyrpucuna’u Konyn (ssaru taxpupu, 2020 i 23 cenTsaOpaa kabyin KuiuHTraH) 3-
MOJJIacu/ia TAbKUTAHTaHUJIEK, TahJIUM COXACHa J1aBliaT CHECATUHUHT aCOCUI
TaMoNnIuIapuaad oupu — (ykaporapaa XyKyYKHil OHI Ba XyKYKHii MaJaHUATHH
AKJIJIAHTHPULLIAD.

Amana sca aiipuM €nuiap YKyB MaIlIFyJI0TIapura MachbyJIMSATCU3IINK OWIaH EHIAITHIIN,
JapcaaH KOUUIM €Ki OCKOPUYMIIMKIA BaKTHHN YTKA3UIIN TabIUM-TapOus KapaéHu1aru
XYKyKUW Ba MabHaBHM TApOUSHUHT eTapInda camapaiu OyamMaéTrannau Kypcaraau. by
XoJiaT, ¥3 HaBOaTuaa, “Tabiaum TyFpucuna’tu KonyHHUHT 4-Moaacuia Oenruianral
TaBJIUM OJUII MOKOYypUITUTa XHIODIUK XUCOOTaHAIH.

Enunapna xyKykuil caBOJXOHIIMK NAcT Oyiica, yiap ¥3 XyKyK Ba OypujiapuHu, JaBiaT
KOHYHJIapUIa UTOAT 3THIL 3apYpPAaTUHU TYJIMK aHIJIai onmanauiap. LlyHuHr yayH
XYKYKHMH TabJUM Ba MabpU(PHUH TAPOUSTHY YYKYP MHTErpauus KWJINII 3apyp.
Makta0, onsia Ba ’aMOaTYUIIMK XaMKOPJAUTUaa (yKapoJIuK MachbyIusiTH, KOHYHIra
XypMart, BUKJOH Ba MACBYJIMAT TYHFYCHHH IHAKITIAHTUPHILI MyXUM aXaMUATIra 3ra.

XYKYKHI CaBOJIXOHIMK — Oy (hakaT XyKyKuil Ouinum 3mac, 0aiaku EnHUHT Gaos
(byKapoJIMK MO3UIUSCUHU OeNIrMIaiiIura, YHUHT KaMusTAa Y3 YPHUHU aHTamra épaam
oepanuran maganustaup. [Ipesunent [llaBkaT Mup3uéeB TabkuiaraHuiex:

“EmnapyMu3HUHT XyKYKUH OHTMHU OLIUPMACaH, )KaMUSATIa KOHYH YCTYBOPJIUTUHU
TabMHUHJIAIIHUHT WJIOXKHU UYK.”
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[y nykTan Ha3zapaaH, yanH4Yu PeHeccaHc ocToHacuaa TypraH OyryHTH V36ekucTon ia
TabJIUM-TapOUsl TU3UMUHM XyKYKUI MaJlaHUAT Omiiad yamOapuac OOFJialll 3aMOH Tanadu
xucobnanaay. MimMra MHTHIINI, KOHYHTa XypMaT Ba MabpudaTin GyKapoIuK OHTH —
JaBjaT 0apKApOPJIUTH Ba XYKYKHI TeMOKPATHK KaMHSITHUHT aCOCHIMP.

XyJsoca

Kanunnap mimuit Ba cuécuit Mepocu — 0y MIITUN XYKyKHIM OHT, (hyKapOJIUK MachyJIUSITH
Ba MabpudaTIapBapiIMK FOSJAPUHUHT YyKyp MaHOau XucoOIaHaau. Yiap TabJIuM OpKajlu
KOHYHTI'a XypMar, aJ0JIaT Ba MAbHABUATIA aCOCIIAHTAH KaMUAT APATULIHU OP3y KUJLAUIAp.

Byrynrn Y36eKHCTOH1a aMara OUNPHIAETTaH JaBIaT CHECATHHUHT YCTYBOD
HyHanunuapuaad Oupu — aifHaH 11y FOSTTApHUHT amanuil upogacuaup. [IpesuaeHt
[[TaBxkaT Mup3uéeBHUHT “UiIM — TapOUsi — MHHOBALUA TaMOMWIIM Ba ENUIAP CATOXUSATUHU
KYJU1a0-KyBBaTJIall CUECATH JKaIUJIap Op3yCUHH Xa&Tra TaTOMK TMOK/IA.
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BUXORO TURIZM INDUSTRIYASINI RIVOJLANISHIGA TA’SIR
ETUVCHI OMILLAR

Xayrulloyev Naimjon Hayot 0°g’li

Annotatsiya. Mazkur maqolada Buxoro viloyatida turizm industriyasining
shakllanishi va rivojlanishiga ta’sir etuvchi asosiy omillar — iqtisodiy, ijtimoiy, madaniy,
ekologik hamda tashkiliy jarayonlar keng yoritilgan. Shuningdek, hududning tarixiy merosi,
infratuzilma holati, xizmatlar sifati, investitsion muhit va kadrlar salohiyatining o‘zaro
bog‘ligligi tahlil etilgan.

Kalit so‘zlar: Turizm, Buxoro, sanoat, siyosat, iqtisodiyot.

KIRISH

Bugungi globallashuv va axborot iqtisodiyoti davrida turizm sohasi har bir
mamlakatning iqtisodiy o‘sishida muhim drayver sifatida namoyon bo‘lmoqda. O‘zbekiston
Respublikasi Prezidenti tashabbusi bilan so‘nggi yillarda turizmni milliy iqtisodiyotning
ustuvor yo‘nalishlaridan biri sifatida rivojlantirish bo‘yicha keng gamrovli islohotlar amalga
oshirilmoqda. Aynigsa, tarixiy merosga boy va o‘ziga xos madaniy landshaftga ega
hududlar — Samarqand, Buxoro, Xiva kabi shaharlarda turizm infratuzilmasi yangi
bosqichga ko‘tarildi.

Buxoro shahri — Markaziy Osiyoda eng qadimiy sivilizatsiya o‘choqlaridan biri
bo‘lib, jahon turizm xaritasida alohida o‘ringa ega. Shahar “Jonli muzey” sifatida tanilgan
bo‘lib, 140 dan ortiq me’moriy yodgorliklar, qadimiy madrasa va masjidlar, gadimgi
karvonsaroylar, hunarmandchilik markazlari bu yerda saqlanib qolgan. Shu bilan birga,
Buxoro bugungi kunda nafaqat tarixiy obidalar markazi, balki zamonaviy turizm
industriyasini shakllantirayotgan hudud sifatida ham e’tiborni tortmoqda.

TADQIQOT METODOLOGIYASI VA YeMPIRIK TAHLIL

Buxoro turizm industriyasining rivojlanishiga eng avvalo iqtisodiy muhitning
barqarorligi ta’sir ko‘rsatadi. Turizm sohasida investitsiyalar haymining ortishi, xususiy
sektorning faollashuvi, turistik xizmatlar bozoridagi raqobat muhiti bu jarayonning asosiy

harakatlantiruvchi kuchlaridir. O‘zbekiston Respublikasida “Turizm to‘g‘risida”gi
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Qonunning gabul qilinishi, xorijiy investorlarga berilayotgan soliq imtiyozlari, “Ipak
yo‘li” turizm brendi ostida amalga oshirilayotgan marketing dasturlari Buxoro iqtisodiy

salohiyatini yanada kengaytirmoqda.

Buxoro viloyatida turistik infratuzilmaning o‘sish sur’atlari ham sohaning iqtisodiy
ahamiyatini ko‘rsatadi. So‘nggi yillarda yangi mehmonxonalar, “bed and breakfast”
tipidagi oilaviy turar joylar, kafelar, milliy taomlar restoranlari, transport xizmatlari tizimi
kengaymoqda. Turizm nafagat xizmatlar sektorining rivojiga, balki mahalliy ishlab
chigarish, qishloq xo‘jaligi, transport va savdo tarmoqlarining ham jonlanishiga xizmat

gilmoqda.

Buxoroda turizmning rivoji asrlar davomida shakllangan milliy urf-odatlar,
mehmondo“stlik an’analari va boy madaniy meros bilan chambarchas bog‘liqdir. Turistlar
uchun eng jozibali jihatlardan biri — mahalliy aholining madaniy bag‘rikengligi va
mehmondo‘stligi hisoblanadi. Bu esa turistik muhitda ijobiy ijtimoiy psixologik fonni

ta’minlab, sayyohlarning qayta tashrif buyurish istagini oshiradi.

Buxoro hunarmandchilik markazlari — gilamdo‘zlik, misgarlik, zardo‘zlik, yog‘och
o‘ymakorligi, ipakchilik — nafaqat iqtisodiy, balki madaniy qadriyat sifatida turizmning
ma’naviy asosini mustahkamlaydi. Har bir hunar turi o‘zida tarixiy tafakkur, estetik did va
milliy o‘zlikni aks ettiradi. Shu bois Buxoro “madaniy turizm” yo‘nalishida Markaziy

Osiyoning eng boy hududlaridan biridir.

Turizm industriyasi muvaffaqiyatining yana bir muhim omili — infratuzilma
tizimining rivojlanganlik darajasidir. Buxoro xalgaro aeroportining qayta rekonstruksiya
qilinishi, temiryo‘l va avtomobil yo‘llarining yangilanishi, “Afrosiyob” tezyurar

poyezdlarining gatnovi turistlar oqimini sezilarli darajada oshirdi.

Shu bilan birga, xizmatlar sifati masalasi ham muhimdir. Zamonaviy turistik
xizmatlar — gidlik, tarjimonlik, transport logistika, ekologik yo‘nalishlar, raqamli
navigatsiya tizimlari — turizmning xalqaro standartlarga moslashuvini ta’minlaydi.
“Smart tourism” texnologiyalarining joriy etilishi, elektron to‘lov tizimlari, onlayn bron

qilish va virtual turlar turistlar uchun qulaylik yaratmoqda.
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So‘nggi yillarda ekologik turizm tushunchasi Buxoro viloyatida ham dolzarb
yo‘nalishga aylandi. Cho‘l zonasidagi o‘ziga xos landshaftlar, “Qizilqum safari”,
G*‘1jduvon atrofidagi agroturistik maskanlar sayyohlikning yangi shakllarini yuzaga
keltirmoqda. Bu jarayonda ekologik barqgarorlikni ta’minlash — ya’ni tabiat resurslaridan
oqilona foydalanish, chigindilarni kamaytirish, “yashil energiya” texnologiyalarini joriy

etish — muhim ahamiyatga ega.

Shuningdek, turizm sohasi aholi bandligini oshirish, aynigsa ayollar va yoshlar
uchun yangi ish o‘rinlarini yaratish orqali ijtimoiy barqarorlikni ta’minlamoqda. Mahalliy
aholi turizm jarayonining faol ishtirokchisiga aylangani sari sohaning ijtimoiy

samaradorligi ortadi.

Turizm industriyasining barqaror rivoji malakali kadrlar tayyorlash tizimiga
bevosita bog‘liqdir. Buxoro davlat universiteti va boshqa oliy o‘quv yurtlarida turizm,
servis, xorijiy tillar, menejment yo‘nalishlarining ochilishi bu boradagi katta yutuqdir.
Xorijiy tajribalar asosida o‘qitish metodikasining modernizatsiyasi, amaliyotga
yo‘naltirilgan ta’lim, talabalar uchun amaliy stajirovkalar soha kadrlarining kasbiy

kompetensiyasini oshirmoqda.

Ayni paytda, turizmda xorijiy tillarni mukammal biladigan gidlar, marketing
mutaxassislari, xalgaro darajadagi menejerlarga talab ortib bormoqda. Shu sababli, Buxoro
turizm industriyasi inson kapitalini rivojlantirish orqali uzoq muddatli barqarorlikka

erishishi mumkin.

XULOSA VA MUNOZARA

Yugqoridagi tahlillardan ko‘rinib turibdiki, Buxoro turizm industriyasining
muvaffaqiyatli rivojlanishi ko‘p omillarning o‘zaro uyg‘unligiga asoslanadi. Tarixiy
meros, iqtisodiy muhit, infratuzilma, ijtimoiy-madaniy qadriyatlar va ta’lim tizimi bir
butun tizim sifatida ishlaganda, turizmning iqtisodiy va ijtimoiy samaradorligi ortadi.

Kelgusida Buxoro viloyatida turizmni yanada rivojlantirish uchun “yashil turizm”

konsepsiyasini keng joriy etish, raqgamli xizmatlar sifatini oshirish, xalgaro hamkorlikni

kuchaytirish, mahalliy kadrlar salohiyatini mustahkamlash zarur. Shundagina Buxoro
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o‘zining tarixiy shon-shuhratini saqlab qolgan holda, zamonaviy turizm markaziga

aylanishi mumbkin.
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REALISM AND EXISTENTIALISM IN SOMERSET MAUGHAM’S THE MOON
AND SIXPENCE: THE ARTIST’S SEARCH FOR ABSOLUTE FREEDOM

Samadov Mukhiddin Akhadovich,
Senior Lecturer, Department of Foreign Languages,

Karshi State Technical University

Abstract. This paper analyzes Somerset Maugham’s The Moon and Sixpence through
the dual lens of realism and existentialism, focusing on the protagonist’s pursuit of absolute
freedom as an artist. The novel’s realist foundation captures the tangible world of bourgeois
morality and social convention, while its existential undercurrents reveal a man’s rebellion
against that very structure. Maugham’s narrative thus becomes a bridge between two
aesthetic worlds — one concerned with the external reality of life, the other with the internal
necessity of freedom. The study argues that Charles Strickland’s journey from social
conformity to artistic transcendence reflects not only the crisis of the modern individual but
also the paradox of freedom that defines twentieth-century thought.

Keywords: Maugham, existentialism, realism, freedom, individuality, alienation, art,

modernism, morality, authenticity.

INTRODUCTION

Somerset Maugham’s The Moon and Sixpence occupies a unique place in the canon
of modern English literature. Published in 1919, the novel appeared at a moment when
traditional realism was giving way to introspective modernism and existential inquiry.
While Maugham is often classified as a realist, his treatment of the human condition in this
novel goes far beyond descriptive representation. Through the figure of Charles Strickland,
Maugham delves into the metaphysical questions of being, choice, and freedom — issues
that would later define existentialist literature.

The central paradox of The Moon and Sixpence lies in its protagonist’s radical
rejection of social norms and moral expectations in pursuit of art. Maugham depicts the
artist not as a romantic idealist but as an existential figure who must sever all ties with

conventional life to achieve authenticity. In this sense, Strickland’s flight from London’s
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materialistic society to the primitive landscapes of Tahiti is both a realistic event and a
symbolic journey toward absolute creative freedom.

MATERIALS AND METHODS

Maugham’s realism stems from his acute observation of ordinary life. His depiction
of middle-class England — its manners, hypocrisies, and moral codes — provides the
necessary background against which Strickland’s rebellion gains significance. The first part
of the novel is structured almost like a sociological study: the narrator observes the
conventions that define success, respectability, and decency in Edwardian society.

Yet Maugham’s realism is never superficial. He exposes the emptiness of social
appearances and the fragility of moral authority. Through irony and understatement, he
portrays the polite world as spiritually sterile. Strickland’s decision to abandon his family
thus appears as an act of violent clarity — a rejection of the false values of a world governed
by money, reputation, and habit.

The author’s precise and detached style strengthens the effect of this realism.
Maugham describes the emotional consequences of Strickland’s choices without moral
commentary, allowing readers to confront the raw facts of existence themselves. His prose
reflects the realism of human psychology rather than external circumstance, anticipating the
existential concern with individual consciousness and moral ambiguity [1].

RESULTS AND DISCUSSION

Existentialism, as later formulated by thinkers like Sartre and Camus, centers on the
individual’s confrontation with the absurdity of life and the necessity of self-creation.
Although Maugham wrote before existentialism became a formal movement, The Moon and
Sixpence embodies its core concerns. Strickland’s life is a radical act of self-definition —
he refuses all predetermined roles and seeks meaning solely through his creative act.

For Strickland, the bourgeois life represents a form of imprisonment: a series of
mechanical routines that deny the self’s authentic desires. His departure from home is not
motivated by selfishness alone; it is an existential awakening. Maugham portrays his journey
as a stripping away of illusions — social, moral, and emotional. The artist’s path becomes
a pilgrimage toward truth, where freedom is achieved not by comfort but by confrontation

with loneliness, pain, and mortality.
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The existential quality of Maugham’s narrative is intensified by the narrator’s
uncertainty. The storyteller cannot fully comprehend Strickland’s motives or his art,
symbolizing the limits of human understanding. This epistemological tension — between
knowledge and mystery, empathy and judgment — aligns the novel with existentialist
fiction, where the quest for meaning often ends in ambiguity rather than resolution.

Absolute freedom, as depicted in Maugham’s novel, is both the goal and the curse of
the artist. In rejecting every bond that ties him to others, Strickland achieves autonomy, yet
that autonomy isolates him completely. His art, born of this isolation, becomes a substitute
for human connection — an immortal expression of what he can no longer feel.

Maugham reveals the paradox inherent in such freedom: liberation from society
entails exile from humanity. Strickland’s moral indifference, his contempt for compassion,
and his pursuit of beauty at any cost reflect a tragic transformation. The artist becomes
godlike in his creative power, but in doing so he loses his human dimension [2].

This duality resonates with the existential theme of alienation. Strickland’s condition
mirrors what Sartre would later describe as “existence preceding essence.” By rejecting all
inherited definitions — husband, father, gentleman — Strickland attempts to create his own
essence through art. Yet, in the absence of ethical grounding, his freedom turns into solitude
and self-destruction. Maugham thus anticipates the existential insight that total freedom,
untempered by moral awareness, leads not to fulfillment but to despair.

One of the most compelling aspects of The Moon and Sixpence is how it unites the
visible and invisible realms of existence. Maugham’s realist technique anchors the story in
tangible detail, while the philosophical undercurrent transforms those details into symbols
of transcendence. Tahiti, with its natural abundance and sensual vitality, represents a world
uncorrupted by civilization — the antithesis of European restraint [3].

In this exotic landscape, Strickland attains the creative vision that eluded him in
Europe. He paints not what he sees but what he feels — the eternal essence behind
appearances. Maugham describes this process in simple, unadorned prose, yet the imagery
evokes spiritual revelation. Strickland’s art fuses matter and spirit, body and idea, life and
death. The act of painting becomes a ritual of transcendence through which the artist

confronts the divine within himself.
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However, Maugham resists romanticizing this transcendence. Strickland’s vision is
absolute but inhuman; it annihilates everything personal. His final masterpiece, painted on
the walls of his Tahitian hut, is both a triumph of artistic creation and a symbol of mortality
— destroyed upon his death, leaving only the legend of its beauty. Maugham thereby
suggests that the pursuit of transcendence is inseparable from destruction; the artist’s
freedom exists only in the fleeting moment of creation.

A distinctive feature of Maugham’s novel is the use of an unreliable, reflective
narrator. The narrator admires Strickland yet cannot fully grasp his inner world. This
narrative distance produces irony — the gap between what the narrator perceives and what
the reader intuits. Through this device, Maugham emphasizes the impossibility of
comprehending the artist’s experience from an external, rational standpoint [4].

This ironic perspective transforms the novel into a meditation on perception itself.
The narrator’s failure to understand becomes a metaphor for humanity’s inability to fathom
genius or freedom. Realism, which seeks to capture life objectively, here collapses before
the mystery of subjectivity. Thus, Maugham fuses realist observation with existential
questioning, showing that the more faithfully we record reality, the more we perceive its
unfathomable depth.

Maugham’s treatment of morality is deliberately ambiguous. He does not condone
Strickland’s cruelty, yet he refuses to moralize it. Instead, he presents art as a realm where
conventional ethics cease to apply. Strickland’s indifference to suffering challenges the
reader’s sense of justice and empathy, forcing a reconsideration of moral values in the face
of creative necessity.

This moral ambiguity reflects the novel’s existential realism. Freedom, for Maugham,
1s inseparable from responsibility, yet the artist’s responsibility is to truth, not to comfort.
Strickland embodies the Nietzschean notion that the creator must “go beyond good and evil”
to reveal the essence of life. In doing so, he becomes both a visionary and a destroyer — the
ultimate symbol of modern man’s divided soul [5].

Maugham’s ethical vision thus transcends simplistic judgment. He portrays the artist
as a tragic hero of the modern age — a man who achieves eternity through art but loses the
capacity to love. The price of freedom, the novel implies, is isolation; the reward,

immortality.



SHARQ FALSAFASI

CONCLUSION

Somerset Maugham’s The Moon and Sixpence stands at the crossroads of realism and
existentialism, uniting empirical observation with metaphysical inquiry. Through the figure
of Charles Strickland, Maugham explores the modern artist’s search for absolute freedom
— a quest that leads simultaneously to creation and destruction, fulfillment and alienation.

Maugham’s realism grounds the narrative in the recognizable world of human
behavior, while his existential insight transforms that world into a stage for moral and
spiritual revelation. The novel suggests that true freedom is both the artist’s salvation and
his curse: to live authentically, one must stand apart from all that binds ordinary existence.

Ultimately, The Moon and Sixpence is not only a story about art; it is a profound
reflection on the human condition itself — the perpetual tension between the desire for
transcendence and the necessity of belonging. Maugham’s synthesis of realism and
existentialism reveals that the search for freedom, though it may lead to solitude and death,

is the defining act of creative life.
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SOMERSET MOEM ASARLARIDA 1JOD VA QURBONLIK FALSAFASI:
‘OY VA SARIQ CHAQA’ ROMANINING BADILY TAHLILI

Samadov Muxiddin Axadovich,

Qarshi davlat texnika universiteti xorijiy tillar kafedrasi katta o qituvchisi

Annotatsiya. Magqolada ingliz yozuvchisi Somerset Moem ijodining falsafiy
mohiyati, xususan “Oy va sariq chaqa” romanida ijod, erkinlik va qurbonlik
tushunchalarining badiiy talqini tahlil gilinadi. Asarda bosh gahramon Charlz Striklend
timsolida ijodkorning ichki ruhiy inqilobi, jamiyat va ma’naviyat o‘rtasidagi ziddiyatlar,
san’at uchun insoniy qadriyatlardan voz kechish fenomeni yoritiladi. Muallif ijodiy
erkinlikni inson tabiatining eng yuqori ifodasi sifatida talqin etadi.

Kalit so‘zlar: Somerset Moem, Oy va sariq chaqa, ijod falsafasi, qurbonlik, san’at,

erkinlik, Striklend, individualizm.

KIRISH

Ingliz adabiyotining XX asr boshlaridagi yirik namoyandalaridan biri — Somerset
Moem inson ruhiyatining murakkab qatlamlarini yoritishda o‘ziga xos uslub yaratgan
yozuvchidir. Uning asarlari oddiy voqgealar orqali chuqur falsafiy g‘oyalarni ochib beradi.
Moem uchun san’at, insonlik, muhabbat va axloq o‘zaro bog‘lig, ammo bir-birini inkor
etuvchi qadriyatlar tizimidir. Aynigsa “Oy va sariq chaga” romani bu borada yozuvchining
eng muhim falsafiy izlanishlarini mujassamlashtiradi.

Roman syujeti fransuz rassomi Pol Gogen hayotidan ilhomlanib yozilgan bo‘lib, unda
bosh gqahramon Charlz Striklendning o‘z ruhini san’atga bag‘ishlash yo‘lida oila, ijtimoiy
maqom va insoniy rishtalardan voz kechishi tasvirlanadi. Moem bu orqali ijjodkorning
dunyoqarashidagi radikal o‘zgarishni, ya’ni insonning o0‘z ichki “men”ini kashf etish uchun
jamiyatdan ajralish zaruratini falsafiy asosda ochib beradi.

ASOSIY QISM
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“QOy va sariq chaqa” romanining asosiy g‘oyasi ijod va insoniy qadriyatlar o‘rtasidagi
abadiy ziddiyatni ko‘rsatishdir. Charlz Striklend — o0‘z hayotining ma’nosini faqat san’atda
ko‘radigan inson. U 0‘z oilasini, ijtimoiy mavqgeini va hatto insoniy munosabatlarni ham
1jod yo‘lida qurbon qiladi. Yozuvchi bu obraz orqali insonning ichki erkinlikka intilish
jarayonini tasvirlaydi [1].

Moemning tasvirida Striklend shunchaki san’atga oshno rassom emas — u 0‘z ruhini
insoniyatning umumiy me’yorlaridan xalos etgan, “bo‘ysunmas yaratuvchi”dir. Shu
jihatdan u Nitschening “o‘z qadriyatlarini o°‘zi yaratadigan inson” konsepsiyasini eslatadi.
Striklend jamiyatga begona, axloqiy me’yorlardan ustun, biroq ruhiy iztirobga to‘la obraz
sifatida ko‘rsatiladi. Uning fikricha, san’at — bu insondagi ilohiy qudratning yagona
ifodasi, unga sadoqat esa har qanday axloqiy majburiyatdan ustun turadi [2].

Bu o‘rinda Moemning g‘oyasi ikki qirrali: bir tomondan, u ijodkorning erkinlikka
intilishini ulug‘laydi, ikkinchi tomondan esa, insoniylikdan uzoqlashgan san’atparastlikning
fojiasini ko‘rsatadi. Striklendning o‘limi va uning san’ati bilan birga yo‘qolib ketishi aslida
insonning cheksiz erkinlik orzusining tragik yakunidir.

Moem ijodida “qurbonlik” tushunchasi o‘ta muhim falsafiy kategoriya sifatida
ko‘rinadi. Striklend san’at uchun hamma narsani qurbon qilgan — oilasini, farzandlarini,
insoniy mehrni va jamiyatdagi hurmatni. U o‘z hayotini, sog‘ligini va oxir-oqibat jonini ham
1jod yo‘lida fido qiladi.

Yozuvchi bu holatni dramatik, ammo shafqatsiz realizm bilan tasvirlaydi: Striklend
o‘zini “yagona haqiqat” — go‘zallikni yaratish zarurati bilan oglaydi. U uchun insoniy baxt
— bu ruhiy qaramlik, san’at esa abadiyat bilan bog‘lanishdir. Shu bois u Gogen singari Taiti
oroliga ketib, tabiat va ilohiylik uyg‘unligida o‘z ijodining cho‘qgqisiga chigadi.

Birog Moem bu obraz orqali san’atning zulmat tomonini ham ko‘rsatadi. San’atkor
0°‘z yaratuvchanligi evaziga insoniylikni yo‘qotadi. Bu, aslida, ijodning paradoksidir: san’at
insonni yuksaltiradi, lekin shu bilan birga uni jamiyatdan ajratadi. Striklendning hayoti
orqali yozuvchi “ijodkorning fojiasi” degan tushunchani o‘quvchiga chuqur his ettiradi.

Asarning nomi — “Oy va sariq chaqa” — o‘zida butun roman falsafasining metaforik
mohiyatini mujassam etadi. “Oy” bu orzu, ideal, ruhiy yuksaklik, jjodiy erkinlik ramzi
bo‘lsa, “sariq chaqa” — hayotning mayda, amaliy, moddiy tomonini anglatadi. Striklend

uchun oy — san’at, sariq chaqa esa jamiyat qadriyatlaridir.



SHARQ FALSAFASI

Somerset Moem o0‘z asari orqali savol qo‘yadi: inson baxti nimalarda? Ruhiy
yuksaklikdami yoki kundalik hayotdagi osoyishtalikdami? Striklend oyga qo‘l cho‘zadi,
biroq sariq chaqani yo‘qotadi. Shu tarzda yozuvchi har bir inson ichidagi idealizm va
realizm o‘rtasidagi kurashni badiiy shaklda ifodalaydi.

Y ozuvchi bu metafora orqali o‘quvchini chuqur o‘yga chorlaydi — san’atkorning o‘z
yo‘lini tanlashi ganchalik olijanob bo‘lmasin, u insoniylikdan butunlay voz kechgan holda
“oy”’ga erisholmaydi. Chunki oy va sariq chaqa — aslida bir butun hayotning ikki qirrasi,
biri ikkinchisini inkor etolmaydi.

Striklend — o‘ziga xos ichki inqilobni boshidan kechirgan shaxs. U avval bank
xizmatchisi bo‘lib, oddiy oila hayoti bilan yashaydi. Biroq uning qalbida so‘nmas ichki
chaqiriqg —1jodga chanqoqlik bor. Bu chaqiriq uni real hayotdan, insoniy rishtalardan uzadi.
Unga hech bir ijtimoiy me’yor, hech bir axloqiy tizim ta’sir o‘tkazolmaydi [3].

Moem bu obrazni yaratishda Freydcha ruhiyat tahlilidan foydalanadi. Striklendda
“Id” — ichki instinktlar ustuvor, “Superego” — jamiyat qoidalari esa susaygan. Shu bois u
ichki ehtiroslarining quliga aylanadi. Biroq bu ehtiros — vayronkor emas, balki yaratuvchi
kuchdir. U o‘zini o‘zgalar baxtidan emas, fagat 1ijod orqali ifoda etadi.

Shu jihatdan Striklend ekzistensial qahramon sifatida talqin etiladi. U jamiyatdan
begonalashgan, lekin bu begonalik orqali 0‘z mohiyatini anglagan shaxsdir. Uning hayoti
mantiqan fojiali, lekin falsafiy jithatdan — erkinlikning eng yuqori bosqichidir.

“Oy va sariq chaqa” romanining badiiy kuchi — yozuvchining soddaligi ortidagi
falsafiy chuqurlikda. Moem vogealarni oson, ravon til bilan tasvirlaydi, ammo har bir
dialog, har bir tafsilot orqasida inson tabiatining murakkab psixologik gatlamlari
yashiringan.

Yozuvchi personajlarni siyosiy yoki ijtimoiy kontekstda emas, balki insoniy
mavjudlik nuqtayi nazaridan tahlil qiladi. Uning realizmi psixologik realizmdir: u hayotni
ganday bo‘lsa, shunday tasvirlaydi, ammo shu tasvir orqali o‘quvchini o‘zini va jamiyatni
tanqidiy ko‘rishga undaydi [4].

Moemning yozuvchilik uslubida ironik tahlil, falsafiy soddalik va hayotiy haqiqat
uyg‘unlashgan. U o‘quvchini na qahramonga hamdard, na unga qarshi qilib qo‘yadi — balki

hayotning o‘zi oldida fikr yuritishga majbur qiladi.
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Somerset Moem o°z asarlarida inson ruhiyatining eng murakkab, ko‘pincha og‘rigli
jihatlarini yoritishga intiladi. Uning fikricha, inson tabiatida doimo ikki qarama-qarshi kuch
mavjud — jamiyatga moslashish istagi va ichki erkinlikka intilish. “Oy va sariq chaga”da
bu ikki kuchning to‘gnashuvi nihoyatda keskin ko‘rinishda tasvirlangan. Striklend obrazi
jamiyat tomonidan belgilangan “normal” hayot me’yorlariga sig‘maydigan shaxsdir.

Moemning bu yondashuvi zamonaviy ekzistensializmga yaqin: inson o‘z mohiyatini
jamiyat emas, o‘zi belgilaydi. Biroq yozuvchi bu g‘oyani romantik ohangda emas, balki
haqiqatning sovuq realizmida ko‘rsatadi. Striklend o°z erkinligini topadi, lekin bu erkinlik
unga tinchlik bermaydi. U ijjod jarayonida o‘z ruhining tubsiz tubiga tushadi, insoniy
hislardan yiroglashadi va nihoyat, 0‘z ijodining qurboni bo‘ladi.

Roman vogealarining ikkinchi yarmida Striklendning Yevropani tark etib, Taiti
oroliga ketishi nafaqat geografik, balki falsafiy ramzdir. Yevropa — sivilizatsiya,
madaniyat, me’yorlar, axloq ramzi bo‘lsa, Taiti — tabiat, instinkt, ozodlik va samimiyat
dunyosidir. Yozuvchi bu ikki dunyo orqali G*‘arb madaniyatining ruhiy charchog‘ini, sun’iy
me’yorlar ostida ezilgan ijjodkorning ozodlikka intilishini ochib beradi.

Taitidagi hayot Striklend uchun “ikkinchi tug‘ilish”ga tengdir. U bu yerda
jamiyatning ko‘zini, qadriyatlarini, hatto tilini ham ortda qoldiradi. Endi u tabiat bilan
bevosita aloqada yashaydi — inson va ilohiylik o‘rtasidagi oraliq vositalarsiz. Taiti uning
uchun ruhiy tozalanish, “ichki uyg‘onish” makoniga aylanadi. Moem bu bosqichda insonni
tabiatning bir bo‘lagi sifatida tasvirlaydi; san’at esa shu tabiiy uyg‘unlikning eng sof
ifodasiga aylanadi.

Biroq yozuvchi romantik e’tirof bilan cheklanmaydi — Taitidagi hayot ham Striklend
uchun to‘lig baxt emas. Chunki u ozod bo‘lsa-da, yolg‘iz. Tabiat qo‘ynida yaratilgan
go‘zallik ham inson bilan emas, abadiyat bilan bog‘liq. Shu bois Moem asarida tabiat —
erkinlik, lekin shu erkinlik insonni jamiyatdan uzib qo‘yadi. Bu esa yozuvchining chuqur
falsafiy garashini ifodalaydi: inson ozod bo‘lish uchun o°zini yo‘qotadi.

XULOSA VA MUNOZARA

Somerset Moemning “Oy va sariq chaga” asari — bu ijodkor ruhining eng murakkab
ziddiyatlarini ko‘rsatgan falsafiy roman. Asarda ijod va insoniylik o‘rtasidagi to‘gqnashuv,

san’at uchun qurbonlikning mohiyati, erkinlik va ma’suliyat muammosi teran yoritilgan.
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Charlz Striklend obrazi orqali yozuvchi inson tabiatidagi 1jodiy kuchning abadiy iztirobini,
go‘zallikka yetishish yo‘lidagi yolg‘izlikni tasvirlaydi.

Moem uchun ijod — bu insonning ilohiy mohiyatini ifoda etish vositasi, biroq u shu
bilan birga fojia manbaidir. San’atkor 0°z asarida abadiyatni yaratadi, ammo o°z hayotida
yo‘q bo‘ladi. Shu bois Moem asarlari o‘quvchini shunday savolga olib keladi: inson baxtini
erkinlikda izlash kerakmi yoki muhabbatda? Javob esa har bir o‘quvchining o‘zida.

“Oy va sariq chaga” bugun ham dolzarb, chunki u ijjodning narxini so‘raydi — va bu

narx, ko‘pincha, insonning o‘zidir.
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O‘ZBEK VA TURK XALQLARIDA SOMATIK TOPISHMOQLAR
Muhammadsodiq SHODMONOV Alfraganus
Universiteti filologiya fakulteti 3-bosqich talabasi

Annotatsiya

Ushbu maqola o‘zbek va turk xalglari folklorining eng qadimiy janrlaridan biri
bo‘lgan somatik topishmogqlarni qiyosiy-tipologik tahlil qilishga bag‘ishlangan.
Tadqiqotning asosiy maqsadi — somatizmlar (inson tana a’zolari) orqali shakllangan
topishmogqlar misolida ikki turkiy xalgning olamning lisoniy manzarasidagi umumiy va
milliy xoslangan tafovutlarni aniglash. Tahlil natijalari har ikki madaniyatda ham funksional
va morfologik  yondashuvlar mavjudligini, ammo ularning ustuvorligi xalglarning

dunyoqarashida farglanishini ko‘rsatdi.

Kalit so‘zlar: somatik topishmogqlar, turk xalqlari folklori, somatizm, qiyosiy tahlil,

lisoniy manzara, madaniyat, dunyoqarash, e’tiqod.
Abstract

This article 1s devoted to the comparative-typological analysis of somatic riddles, one
of the oldest genres of Uzbek and Turkish folklores. The main goal of the research is to
determine the common and nationally specific differences in the linguistic worldview of the
two Turkic peoples, using riddles formed through somatisms (human body parts) as
examples. The analysis results showed that both cultures have functional and morphological

approaches, but their dominance differs in the worldview of the peoples.

Keywords: somatic riddles, turkic peoples' folklore, somatism, comparative analysis,

linguistic worldview, culture, worldview, beliefs.
Kirish

Topishmoglar xalgning turmush tarzi va gadimiy e tiqodlari ifodasi sifatida yuzaga

kelgan. Ular shartli nutq natijasida qadimiy ajdodlarimizning ibtidoiy animistik va
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totemistik garashlari shakllana boshlagan davrlarda—«insoniy shuur endigina uchqunlana

boshlagan zamonlarda» (F.I.Buslaev) paydo bo'la boshlagan.!

Topishmoq - bu narsaning nima ekanligini bilishni tinglovchi yoki o'quvchining
ixtiyoriga qoldiradigan o'yin bo'lib, uning xususiyatlarini ismini tilga olmay, bilvosita aytib
beradi Topishmoglar bir necha so‘zdan tashkil topgan gap shaklida ham, juftlik yoki bayt
shaklida ham bo‘lishi mumkin. Ko'p topishmoglar gofiya holida keladi.? Xalq topishmoglari
folklorning eng qadimiy janrlaridan biri bo‘lib hozirgacha o‘zining ma’rifiy va tarbiyaviy

ahamiyatini saqlab kelmoqda’®.

Topishmoqglar inson, ijtimoiy hayot va tabiat hodisalari bilan chambarchas
bog‘langan bo‘lib, hamma vaqt reallikka asoslanadi. Unda atrofimizdagi o‘rab turgan
moddiy dunyodagi turli narsalar aks etadi. Topishmoqda atrofimizdagi narsalarning badiiy-
estetik tomonlari, xalgning urf-odatlari aks etadi. Unda tabiat, tabiat hodisalari va narsalarni
bir-biriga taqqoslash, o‘xshatish orqali borligni, undagi mavjud narsalarning mohiyatini

yaxshiroq tushunishga yordam beradi®.

Tilshunoslikda olamning lisoniy manzarasi termini haqida quyidagi ta’riflar
keltirilgan: olamning lisoniy manzarasi “tegishli til jamoasi ongida tarixan shakllangan va
uning tilda barqarorlashgan dunyo haqidagi tasavvurlar, dunyoni anglash va bo‘laklash
usullarining jami” demakdir, “Olamni idrok etishning muayyan til jamoasi ongida tarixan
shakllangan, uning tilida bargarorlashgan va ayni shu jamoa uchun xos bo‘lgan odatiy
hamda majburiy usullari majmuyi; olamni idrok etish va konseptuallashtirishning universal
va ayni vaqtda milliy xoslangan usullar yig‘indisi”, “Borligni idrok etishning tilda aks etgan,
millatning ko‘p asrlik tajribalari orqali shakllangan, insonning vogelikka munosabat tarzini

belgilovchi, zamonda o‘zgaruvchan, olamning ilmiy manzarasiga nisbatan sodda milliy

I Qalandarov Shuhratjon Sopoxonova Gulnoza Topishmoglar va ularning o’ziga xos
xususiyatlari Bargaror Taraqggiyo va rivojlanish tamoyillari resublika ilmiy-amaliy
konfrensiya Volume: 2 Issue: 1 B - 30

2 https://uz.wikipedia.org/wiki/Topishmoqg

3 Z.Xusainova “O‘zbek topishmoglari” T.: O‘zbekiston SSR “Fan” nashriyoti 1996 B. 2
4 Hamidova Muhayyoxon Boshlang‘ich ta’limda bolalar adabiyoti N.: “Usmon Nosir
media” nashriyoti, 2022, B - 42-43
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o‘ziga xos shakli” dir. Xullas, “Har bir tabiiy til olamning o‘ziga xos lisoniy manzarasi
hisoblanadi™.

Yugoridagi ta’rifdan ko‘rinadiki, olamning lisoniy manzarasi har bir xalgning
dunyoni idrok etish shakli, tafakkuri, qadriyatlari va madaniy tajribasining tilda mujassam
bo‘lgan ifodasi desak mubolag‘a bo‘lmaydi. Xalgning dunyoni idrok etish shakli, tafakkuri,
gadriyatlari va madaniy tajribasi nafaqgat tilda, balki xalq og‘zaki ijodi — topishmoq, maqol,
matal, afsona kabi janrlarda ham namoyon bo‘lishini ko‘rishimiz mumkin.

Turk olimi Ilhan Bashgo‘z “Tiirk Folkloruna Giris” nomli asarida folklor namunasi
bo‘lgan topishmog, maqol kabilarga umumiy folklor haqida quyidagi fikrni beradi: Basgoz,
caligmasinin girisinde “Folk-lore: Halk kiiltiirii, halk bilimi, tarif ve caligma alan1” baslig
altinda bir bilim olarak “folklor’u tanimlamayla ise baslar. Yabanci arastiricilarca ortaya
konan sekiz adet folklor tanimini iktibas eder ve folklor {iriinlerinin, “Anonim olmak, yani
yaraticist bilinmemek”, “Sozli olmak” ve “Geleneksel olmak™ 6zelliklerini kiiltiiriimiize ait

iki bilmece, iki atasozii, iki mani, bir tiirkii ve bir kad1 fikrasin1 6rnek vererek agiklar®.

Tarjimasi:

"Basgoz o°z ishining kirish qismida 'Folklor: Xalq madaniyati, xalq bilimlari, ta’rifi
va tadqiqot sohasi sarlavhasi ostida folklorni bir fan sifatida ta’riflashdan boshlaydi. U
xorijiy tadqiqotchilar tomonidan ilgari surilgan sakkizta folklor ta’rifini keltiradi va folklor
mahsulotlarining quyidagi xususiyatlarini — ‘“Anonim bo‘lishi, ya’ni yaratuvchisining
noma’lum bo‘lishi”, “'Og‘zaki bo‘lishi” va “An’anaviy bo‘lishi” — madaniyatimizga oid

ikki topishmoq, ikki maqol, ikki mani, bir qo‘shiq va bir qiziqarli latifa orqali tushuntiradi."

IThan Bashgo‘zning folklor haqida keltirgan fikridan folklor namunasi bo‘lgan topishmoq
haqida quyidagi xulosaga kelish mumkin: U topishmogqlarni (bilmece) xalq ijodining uch

asosiy belgisi — anonimlik, og‘zaki shakl va an’anaviylik — nugqtai nazaridan tahlil qiladi.

Quyida o‘zbek va turk xalqlarida somatik topishmoqlarni ko‘rib tahlil qilamiz:

5 Mugimova Zohida Lingvomaniy kodlarning olamning lisoniy manzarasidagi o‘rni
Filologiya fanlari doktori (DSc) ilmiy darajasini olish uchun yozgan disertatsiya T -
2025 B - 34

6 Salahaddin Bekki Prof. Dr. Ilhan Basgdz’iin Yayimlanmamis Bir Eseri [Tiirk Folkloruna
Giris] Uzerine folklor/edebiyat, cilt: 25, sayi: 100, 2019/4 S - 746
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Somatizmlar — bu odam yoki hayvon tanasi qismlarining asl ma’nosiga ega bo‘lgan
otlar’. Topishmoglar, aynigsa somatic topishmogqlar, o‘zbek va turk xalglarining inson
tanasi orqali borligni anglash usullarini va ularnin umumiy turkey madaniy-tafakkuriy

aloqgalrini ochib beruvchi gadimiy hamda muhim folklor janrlaridan biri hisoblanadi.
O‘zbek va turk xalqglarida somatik topishmoqlarga misollar va tahlili:
Qizil buzog'imni og'ildan haydasm, chigmaydi. (Til)

Somatizmning mavjudligi: Inson tana a’zosi bo‘lgan til ifoda etilmoqda. Ushbu
topishmoqda “Qizil buzog‘im” — tilning rangi qizil, yumaloq va harakatchan shaklining
buzog‘ga gqiyoslanmoqdaligini ko ‘rishimiz mumkin. “Og‘il” — og‘iz bo‘shlig‘l ya’ni tashqi

dunyodan ajratilgan joy qiyoslanmoqda.
Ustii mermer alt1 mermer, i¢inde gelin oynar. (Dil)

Bu turk xalq topishmog‘ida ham somatizmning mavjudligini ko‘rishimiz mumkin.
Ustii mermer alt1 mermer deganda ustki va ostki tanglay oppoq marmarga giyoslanmogqda.
Icinde gelin oynar degan gismi esa tilning nutq jarayonidagi chaqqon, uzluksiz va nozik

harakatini ifodalashvazifasini bajarmoqda.

Yuqorida ikki xalgda javobi ayni bo‘lgan ikki topishmoq keltirildi. Ikki xalq
topishmogqlari somatik obrazdan foydalanishda umumiy tafakurni ko‘rishimiz mumkin,
ammo farqli jihatlariga duch kelamiz. O‘zbek topishmog‘ida tilni hayvon obrazi orqali

tasvirlandi. Turk topishmog‘ida tilni inson obrazi orqali ifodalandi
Ustida ikki darcha,
O‘rtasida bir kunda. (Burun)

Bu o‘zbek topishmog‘ida inson tana a’zosi bo‘lgan burun jumbogqlanib kelmoqda.
“Ustida 1kki darcha” — bu yerda “ikki darcha” deganda burunning tagida joylashgan ikki
burun teshigi nazarda tutilgan. “Ustida” so‘zi esa ikki burun teshiklarining burun ostida

emas, balki burun a’zosi ichida joylashganinini ifodalamoqda. “O‘rtasida bir kunda” — bu

7 Mavlyuda Gadoyeva Somatik leksikaning xususiyatlari Scientific progress Volume
2]Issue 62021 Page 1749
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yerda “kunda” so‘zi burun devoriga ishora qilmogda. Bu yerda kunda burundagi ikki

teshikni ajratib turuvchi o‘rtadagi qism nazarda tutilmoqda.
Iki dereden su gelir, bes parmak kars1 gelir. (Burun)

"{ki dereden su gelir" (Ikki daryodan suv keladi): Burun teshiklari (ikki daryo) orqali
shamollash yoki yig‘lash paytida ajraladigan suyuqlikka (suvga) ishora qilmoqda. "Bes
parmak kars1 gelir" (Besh barmoq qarshi keladi): Burunni artish yoki qashish uchun qo‘Ining

(besh barmoqning) avtomatik harakati ifodalangan.

Burun haqidagi o‘zbek topishmogqlari, asosan, uning shaklini ikki teshikli idishga
o‘xshatish ta’riflamoqda. Turk topishmog‘i esa, burunning vazifasi (shamollashda suv

oqishi) va uni artish harakati haqida gapiradi.
XULOSA

Tadqiqot O°zbek va Turk xalqlarining somatik topishmogqlarini giyosladi. Ikkala xalq
ham topishmoqlarda inson tanasi (somatizmlar) orqali dunyoni tushunishga harakat qilgan
va bu ularning umumiy ildizlarini ko‘rsatadi. Qiyoslash natijalari shuni ko‘rsatdiki: Biz
tahlil qilgan o‘zbek topishmogqlari: Tana a’zolarining hayvon va narsalarga o‘xshatishga
ko‘proq moyil. Turk topishmoqlar esa tana a’zolarining vazifasi va insoniy go‘zal
obrazlarga o‘xshatishga ustuvorlik bergan. Somatik topishmoqlar ikki xalqning

dunyoqarashini va tildagi tafovutlarini o‘rganish uchun juda muhimdir.
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