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Abstract: This article analyzes the artistic-aesthetic and existential interpretation of fairy tale 

and legend motifs in the poetry of Matnazar Abdulhakim, one of the brightest representatives of 

modern Uzbek poetry. The study highlights the role of national folklore sources, mythological 

images, and traditional fairy tale plots in the poet’s work in expressing existential problems such as 

human existence, life and death, choice, freedom, loneliness, and spiritual search. It also analyzes the 

symbolic and philosophical function of the elements of fairy tales and legends, their harmony with 

the inner experiences of the lyrical hero, and their transformation in modern poetic thinking.  
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Introduction 

In modern Uzbek poetry, folklore motifs, myths, and legends have become powerful metaphors 

that reveal the deepest, most contradictory, and most existential layers of the modern human psyche, 

rather than merely a means of adding national color or romanticizing the past. The work of Matnazar 

Abdulhakim, a unique representative of Uzbek poetry, is a vivid confirmation of this. In the poet’s 

lyrics, traditional folklore formulas, sacred concepts of space and time, and epic hero archetypes turn 

into a completely new philosophical and psychological channel. In this article, the specific aesthetic 

functions of folklore elements in illuminating personal spiritual crises, spiritual declines in society, 

and the process of human self-awareness (existential states) are studied in a comparative-typological 

aspect using the examples of Matnazar Abdulhakim’s poems such as “Ertak” and “Xasta.” In the 

process of analysis, the mythopoetic thinking of the poet is scientifically generalized, relying on 

important theoretical conclusions of world folklore studies. 

In Matnazar Abdulhakim’s work, folklore traditions, particularly the fairy tale concept, are not 

merely artistic ornaments, but a profound philosophical tool that reveals the complex and 

contradictory layers of the human psyche. The poet has two poems titled “Fairytale.” Below, based 

on scientific sources, we present the final and philosophical interpretation of the fairy tale motif in 

both poems: 

There’s a house. 

In this home, 

whenever you look, 

cold luxury ruler, 

and strict discipline. 

This house is very clean. 

They will enter it 

only wiping feet on hearts... (S1, 48) 

In this poem, the poet uses the word fairy tale not in the traditional sense of magic or adventure, 

but as a symbol of socio-moral illusion and falsity. The house in the poem is a metaphor of a certain 
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class in society, false relations or a space built on interest. In appearance, this house is dominated by 

“cold luxury,” “strict order,” and “cleanliness.” But inwardly, this place is cruel, because one enters 

it “only by wiping one’s feet on hearts.” In his research, K.Imamov emphasizes that social motifs in 

fairy tales are always directed against injustice and oppression7. Matnazar Abdulhakim modernizes 

this social motif: today’s “evil” is not in the form of a dragon or a witch, but in the form of spiritual 

poverty (trampling on people’s hearts) hidden behind impeccable purity and luxury. It is satirized that 

the perfection of this house can only be in “tales” (lies). 

In fiction, sarcasm and satire are not merely a means of provoking laughter or surprise, but a 

powerful aesthetic category that exposes societal vices and the degradation and falsity within human 

consciousness. In literary studies, the intensification of an ironic attitude toward reality is explained 

by two primary socio-psychological factors. The first of these is an objective factor indicating the 

social conditions of the period and the lifestyle of people, while the second is a social pain that has 

matured under these conditions and manifested in the creative personality, i.e., a subjective factor8. 

As I.Manannikov noted, irony is a pre-character dialogue, that is, it is a category that provides an 

ideological and emotional attitude to reality9. The irony in a literary work not only imparts a unique 

sense of comedy to the reader but also stimulates a further increase in the drama of the events, as they 

complement one another. 

I live without my cypress figure, 

I live without my black eyes. 

I will live without my flower face now, 

I live without myself. 

It burned. I like it. Then he left 

I regret his visit. 

He missed himself terribly 

Once upon a time. 

Don’t look for me anymore, 

I won’t be my own mansion. 

I was lost in thought, 

I’m leaving now, I won’t be able to go. (MA1, 195-196). 

In the second poem, the tragedy of love and separation is conveyed through traditional forms 

characteristic of fairy tales - stylistics. As R.Rajabova noted, the stylization of folklore genres in 

written literature serves the individual intention of the creator and adds national color and depth to 

the text10. 

This formula, which is the traditional beginning of folk tales, usually indicates that the event 

occurred in ancient, unknown times. In folkloristics, strict patterns - folklore formulas - play an 

important role in ensuring the unique compositional and stylistic structure of fairy tales. In his 

research, the Romanian scholar N.Roshianu analyzes fairy tale formulas and emphasizes that their 

 
7 Imomov, K. Social motifs in Uzbek satirical fairy tales: dissertation for the degree of Candidate of Philological Sciences. 

- Tashkent: Institute of Language and Literature named after A.S. Pushkin of the Academy of Sciences of the UzSSR, 

1968. – P. 179-186. 
8 Uraeva D., Uraeva G. Irony in the works of Said Ahmad // Collection of materials of a scientific-practical conference. - 

Тошкент, 2020. – P. 14. 
9 Manannikov I.V. Irony as the removal of totalitarian consciousness // Totalitarianism and totalitarian consciousness. – 

Tomsk: Tomsk Anti-Fascist Committee, 1996. – P. 14-17. 
10 Ражабова, Р.З. Стилизация фольклорных жанров в узбекской детской литературе (на примере прозаической 

сказки и загадки): Автореферат диссертации доктора философии (PhD) по филологическим наукам. - Бухоро: 

Бухоро давлат университети, 2020. – P. 12-15. 
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primary function is to detach the listener from the real world and transport them into an unreal 

(magical) space and time11. 

The traditional opening of Uzbek folk tales, “Once Upon a Time” (initial formula), signifies 

that the event took place in ancient, unknown, and unknown times. This chronotopic formula is 

widespread not only in world folklore but, above all, in the oral traditions of fraternal Turkic peoples, 

possessing a common core and unique national characteristics12. In particular, among the Turks, “Bir 

varmış, bir yoqmuş...” (Bir bor emish, bir yoq emish), in the form of “Biri var idi, biri yox idi...” in 

Azerbaijan, it corresponds exactly to the beginning of the Uzbek fairy tale. In Anatolian Turkish fairy 

tales, it often has a rhyming continuation such as “Evvel zaman içinde, kalbur saman içinde” (In the 

past, in the past, in the straw). Kazakh fairy tales are primarily based on the proverb “Yerte, yerte, 

yertede, eshki zhuny borte...” (Early, early, tomorrow, goat’s wool is in the burs...) or “Bayağı өткен 

zamanda” (In the past tense), while among the Kyrgyz, the forms “Ilgeri-ilgeri otkon zamanda...” or 

“Bar eken, jok eken...” are actively used. Among the Turkmens, it is “To be or not to be...,” while 

among the Tatars, it is “To be or not to be...” It is used in the form (burun-burun zamonda). Also, in 

Persian there are alternatives such as “Yaki bud, yaki nabud...,” in Russian “Jili-bili...,” in Arabic 

“Kan ya ma kan....” 

This formula was widely used not only in folklore but also in classical written literature as a 

unique artistic method. In particular, in the following fard from Alisher Navoi’s divan “Badoye’ ul-

bidoya,” the beginning of the fairy tale has become a means of praising the beloved’s stature (delicacy 

and invisibility): 

From their bellies and mouths, they said, “Don’t say it’s a legend,” 

I began at once: “Once upon a time...”13. 

So, Navoi expressed the meaning of the bel of the beloved so thin, as if he is there, but not, the 

mouth is so small, as if he is not through the beginning of the fairy tale with very delicate grace. 

In his poem “Fairytale,” Matnazar Abdulhakim continues this centuries-old folklore and 

classical tradition, but infuses it with a completely new spirit - the spirit of an existential tragedy. If 

in folklore this formula is a bridge to the magical time, and in Navoi it is a means of praising 

(hyperbole) the beauty of the beloved, in Matnazar Abdulhakim it becomes a symbol of the cruelty 

of time, the transience of encounter and loss of identity: 

I live without my cypress figure, 

I live without my black eyes. ... 

He missed himself terribly 

Once upon a time. (MA, 1: 195) 

The poet takes the formula “Once upon a time, once upon a time” out of the epic time and turns 

it into a psychological time. The beloved came and went so quickly (burned, burned, left) that both 

her presence and her absence became a myth, an illusion for the lyrical hero. In folklore, the unknown 

past (unknown time) in the poem has moved to the unknown present of the lyrical hero (the state of 

being unknown). 

 
11 Roshiyana N. Traditional Fairy Tale Formulas. – Moscow: Nauka, 1974. – P. 23-28. 
12 Gerasimova N. M. Forms of a Magical Fairy Tale (on the Problem of Stereotypy and Variation of Traditional Culture) 

// Soviet Ethnography. – 1978. - No. 5. – P. 18-28. 
13 Alisher Navoi. A complete collection of works. Volume 1. – Tashkent: Fan, 1987. – P. 692. 
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Folklorist K.Kadyrov, researching the interpretation of space in Uzbek fairy tales, shows that 

mysterious regions such as Barsakelmes and Mount Qaf are epic tools that test the hero’s will14. The 

path leading to this space is usually closely related to the motif of the three separate roads (crossroads) 

that appear in front of the hero. In fairy tales, when the main character (s) embarks on a journey, a 

guiding stone or an old man offers him three paths: Borsakelar, Borsakhatar, and Borsakelmes. The 

hero, of course, chooses the most dangerous. 

In world folklore studies, it is widely recognized that this motif has a universal (general) 

character. The famous folklorist V.Ya. Propp, in his work “Historical Roots of the Magic Fairy Tale,” 

evaluates the crossroads and the place where Barsa does not come as a mythological reflection of 

ancient initiation rituals (coming of age and passing the test) and a journey to the world of the dead 

(the other world)15. According to him, Barsakelmes is the border of the world of the living, and 

crossing it signifies symbolic death and rebirth in a new status as a hero. 

This motif manifests in the folklore of the peoples of the world in different, but essentially the 

same forms: It is found in the form of an inscribed stone at the crossroads. “If you walk to the right, 

you will lose your horse; if you walk to the left, you will lose yourself (or get married); if you walk 

straight, you will perish...” (If you go to the right, you’ll lose your horse...). The hero always 

demonstrates his courage by choosing the most perilous path16. As E.M.Meletinsky notes, the hero’s 

choice of the most dangerous of the three paths is a key character trait that proves he is not an ordinary 

person, but a savior fulfilling an epic mission17. In the international Aarne-Thompson-Uter (ATU) 

fairy tale plot index, the choice at the intersection and the dangerous road (Point of No Return) are 

also highlighted as a system of universal motifs18.  

In the poetry of Matnazar Abdulhakim, this topographical and epic formula (Borsakelmas) 

transcends its ancient mythological-epic boundaries and acquires the status of a psychological and 

existential space: 

Don’t look for me anymore, 

I won’t be my own mansion. 

I was lost in thought, 

I’m leaving now, I won’t be able to go. (MA, 1: 196) 

In fairy tales, the hero goes to Barsakelmes with a clear goal (to defeat the evil one or save his 

beloved) and, having passed the trials, returns with a victory. For the lyrical hero of the poem, this 

space signifies the tragedy of losing one’s identity, completely melting in the grip of love, and 

spiritual decline as a result of being so absorbed in the beloved’s imagination. This is not a fairy-tale 

journey into some magical land, but a beautiful and bitter expression of the lover’s soul’s 

condemnation to a dead end - absolute existential non-existence. 

The line "Don’t look for me anymore" in the poem involuntarily reminds us of the following 

lines of the great Turkish thinker and Sufi poet Yunus Emre (1238-1320), which are famous 

throughout the Turkic world: 

Don’t call me a bandit, I’m not a bandit, 

 
14 Kadyrov K.N. Interpretation of time and space in Uzbek fairy tales: Dissertation for the degree of Candidate of 

Philological Sciences. - Tashkent: Alisher Navoi Institute of Language and Literature of the Academy of Sciences of the 

Republic of Uzbekistan, 2004. - Б. 45-50. 
15 Пропп В.Я. Исторические корни волшебной сказки. – Москва: Лабиринт, 2000. – С. 60-65.  
16 Zueva T.V. Magic Fairy Tale. – Moscow: Prometey, 1993. – P. 87-89. 
17 Мелетинский Е.М. Герой волшебной сказки. Происхождение образа. – Москва: Изд-во Восточной литературы, 

1958. – С. 132-135.  
18 Uther H.-J. The Types of International Folktales: A Classification and Bibliography. Parts I-III. (Folklore Fellows’ 

Communications). – Helsinki: Academia Scientiarum Fennica, 2004. – P. 112.  
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There is a person inside me19.  

(Meaning: Don’t call me in me, I am not in me, There is one me in me, inside me). 

The “I” in Yunus Emro’s poem, which is “inside me,” is the manifestation of divine love and 

the Truth. The lover renounces his ego, his physical and worldly “I” (reaching the status of fano fillah 

in Sufism), and travels towards the divine essence within himself. In this process, the lover’s physical 

body simply turns into a shell, and the soul of the beloved begins to live within it. 

In Eastern folk tales and epics, the motif of the hero in love (for example, Majnun, Gharib or 

the heroes of the magical fairy tale) forgetting himself in love, renouncing his name and lineage, and 

turning to mad wandering is widespread. In fairy tales, the hero gains the right to enter magical places 

(Mount Qaf or Barsakelmes) only after renouncing himself and forgetting worldly worries. As 

folklore scholars emphasize, such a motif of “losing oneself” in fairy tales is actually considered a 

crucial stage of the protagonist’s spiritual maturity and mystical transformation20.  

Matnazar Abdulhakim modernizes this mystical tradition and folklore motif in a unique way. 

For his lyrical hero, Barsakelmes is not a distant geographical region that is inaccessible, but the 

dream of the beloved. The hero is so immersed in his beloved’s thoughts that he cannot live in his 

own body: “I will not be a place for myself.” This is a profound philosophical expression of the 

lover’s absolute surrender, complete renunciation of egocentrism (egoism), and spiritual dissolution 

in the beloved’s body. If in Yunus Emro the loss of self is connected with the joy of achieving 

(finding) divine unity, in Matnazar Abdulhakim this situation is manifested as a sacrifice in the way 

of love and the tragedy of losing (losing) the lover’s self. In both cases, strong love pulls a person out 

of their shell and brings them to the level of Barsakelmes, where the concepts of space and time 

disappear. 

In the poet’s lyrics, the motifs characteristic of folk tales and epics are not merely plot elements, 

but a mythopoetic means of expressing the most complex, contradictory, and elevated states of the 

human psyche. The poet’s poem “Hasta” is based on the archetype of a mad, sick lover (or an 

invincible epic hero) in folklore, in which the image of a perfect person who does not care about death 

and does not fit into the patterns of logic is created. 

Based on the analysis of the use of fairy tale and legend motifs in the poetry of Matnazar 

Abdulhakim, the following scientific and theoretical conclusions can be drawn: 

1. The initial formula and chronotopic motifs characteristic of folk tales go beyond their ancient 

epic boundaries in the poet’s work. They were transformed into spiritual space and time, expressing 

the transience of encounter, the cruelty of time, and existential tragedies such as a person’s absolute 

melting in the imagination of the beloved (losing oneself). 

2. The motif of the struggle between justice and evil in fairy tales is modernized in the poetry 

of Matnazar Abdulhakim as a metaphor of spiritual falsity in society (a seemingly flawless but cruel 

house) and poverty. 

3. In poetry, the figure of a mad lover is not only a madman of love in folklore, but has become 

a vivid image of a modern creator (a perfect person) who has preserved his spiritual inviolability in a 

complex world, overcoming feelings of social envy and envy with his creative magic (pure spirit). 

 

 

 

 

 
19 Gölpınarlı A. Yunus Emre Divanı. – İstanbul: Türkiye İş Bankası Kültür Yayınları, 2006. – S. 54.  
20 Eshonkulov J. Folklore: image and interpretation. – Tashkent: Fan, 1999. – P. 89-92. 
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