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MYXHUTJIUH KOPUEKYBOBHUHI' Y3EEK MUJLJIMIA PAKC CAHBATH
TAPAKKUETUT A KYIITAH XUCCACH
XyJikap Xampoesa,
V36ekucTon maBiaT xopeorpadus akagemusicu npobeccopy, hunoorus hannapu
nokropu (DSc)

AHHOTanMs. MWuUIMi pakc caHbaTH Y4 MUHT MMJUIMK aHbaHAJIapra sra KaJauMm
y30eKk MaJIaHUATUHUHT SHT KEHT TapKaJraH Ba HUCOATaH KaM ypraHuIraH COXacHIup.
YHUHT JKaxOH TaMaJAyHUJard VpHU Ba MaBKEWHHU Oenruianiga MUJUTMH  pakc
CaHBATUMHUHT TapUXH, IIAKIJIAHUIIN Ba TAPaKKUET OOCKUWIAPUHU YPraHMIIL,
MUJUIMA KaJapusTiap OujlaH yUFyHJAIIraH 3TUK — 3CTETHK, MabpU(pUi — axXJOKUH,
¢dancaduii — WKTUMOUM ME30HJIAPUHU aHUKJIAIl MyXUM axaMuAaT kacO 3Ttajau. 3epo,
TOMHUPJIApYM MUJUIAT Ba IOPT Tapuxu OWJIaH TyTamuO KeTraH MWJUIMH pakC caHbaTH
(dakat Oanuuii WxKoa HaMyHacHu OYiuO KoamacaaH, MabHABUM MaJlaHUSTHUHT MYXUM
KHCMH XMcOoOTaHamd. Ma3sKyp Makonaja Y30€KHCTOH Xalk apTHCTH, AaTOKIH
CaHbaTKOp Ba JAaBiar apboOu, “bylok Xu3Mariaapu Y4YyH OpPACHH COBPUHIOPU
Myxutaua Kopu€kyOOBHMHT MKOIuM (PaosusTd, YHUHT V30€K MUWUIMM pakc
CaHbaTH TAPAKKUETUTA KYIITaH XUCCACH TAAKUK KWJIMHAIN.

Kanaut cy3aap. Mmwumii MaganusT, Majganuii mepoc, KopuékyOoB, KYIIUK,
pakc, janap, Tamapaxonum, siiuia, [Tapuxk, canbar, KaapusT.

BKJIAJI MYXUTJIUHA KOPUEKYBOBA B PABBUTHE Y3BEKCKOI'O
HAIIMOHAJIBHOI'O TAHIHEBAJIBHOT'O HCKYCCTBA
Xyakap Xampoesa,

[Tpodeccop Y30ekckoii rocyrapcTBEeHHON Xopeorpaduuecko akaaeMuu, TOKTOp
¢dunonorunueckux Hayk (DSC)

AHHoTanus. HanuoHanbHOE TaHUEBaJIbHOE HMCKYCCTBO SBIIETCA OIHON W3
CaMbIX pacCIpOCTpaHEHHBIX M B TO K€ BpeMs HaMMEHEe HW3Y4YEHHBIX oOyactei
JIpeBHEN Y30€KCKOW KyJNbTYphl, UMEIOMIEeH TpEXTHICSYENeTHUE Tpaauiuuu. Jlis
ONPENECICHNUSI MECTA U 3HAYECHUS ITOTO MCKYCCTBA B MUPOBOM LIMBWJIM3ALIMU BayKHO
W3Y4YUTh €T0 UCTOPHIO, dTambl ((OPMHUPOBAHUS U PA3BUTHS, & TAKKE BBISIBUTH ITHKO-
3CTETUYECKUE, MIPOCBETUTEIILCKO-HPABCTBEHHBIC, ¢bunocodcko-coruanbHbIe
KPUTEPUH, TAPMOHUYHO COYETAIOIIHMECS C HAIMOHAJIBbHBIMU LIEHHOCTAMU. Benp
HAIIMOHAJIBHOE TAaHLEBAJIbHOE HCKYCCTBO, KOPHH KOTOPOTO TECHO IEPEIJIETEHBI C
HUCTOpUEH HapoJa M CTPaHbl, SIBISETCS HE TOJIBKO OOpas3IioM XyJ05KECTBEHHOTO
TBOPYECTBA, HO M BAXKHOW YaCTbIO JAYXOBHOM KyJIbTYypbl. B 1aHHOW cTaThe
UCCJIEAYeTCs TBOpUYECKas JESITEeNbHOCTh HApOJHOTO apTucTta Y30eKHucTaHa,
BBIJIAIOIIETOCA JIEATENS] MCKYCCTBA M TOCYJIApCTBa, KaBajepa OpJeHA «3a BEIUKHE
3acnyrun» MyxutauHa KopuékyOoBa, a Takxke ero BKJIajJ B pa3BUTHE Y30E€KCKOIO
HAaIlMOHAJILHOI'O TAHILIEBAJIBHOTO UCKYCCTBA.
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MUHITDIN QORIYOQUBOV’S CONTRIBUTION TO THE
DEVELOPMENT OF UZBEK NATIONAL DANCE ART
Hulkar Khamroeva,
Associate Professor of the Uzbekistan State Choreography Academy, Doctor of
Philology (DSc)

Abstract. National dance art is one of the most widespread yet relatively
underexplored fields of ancient Uzbek culture, which boasts a three-thousand-year
tradition. To determine its place and significance in world civilization, it is important
to study the history, formation, and stages of development of national dance art, as
well as to identify ethical-aesthetic, educational-moral, and philosophical-social
criteria harmonized with national values. Indeed, national dance art, whose roots are
intertwined with the history of the nation and the country, is not only an example of
artistic creativity but also an important part of spiritual culture. This article examines
the creative activity of People’s Artist of Uzbekistan, prominent artist and statesman,
recipient of the “For Outstanding Services” order Muhitdin Qoriyoqubov, and
analyzes his contribution to the development of Uzbek national dance art.

Keywords: national culture, cultural heritage, Qoriyogubov, song, dance, lapar,
Tamarakhonim, yalla, Paris, art, value.

Pakc canpatm xeu KaHpgau
yerapajap Ba Joupanap OujaH
YeKJIaHMalIuTaH, XK0310aIop
XapakaTiap, UMO — HIIOpajap Ba
XOJIATJIAPHUHT, TApUXUN — Oaquuit
oOpasfnapHUHT Typiu IIAKIapU
Xamaa KypuHHNLIapuHH Hudoaa
dTaAUTraH  ACTETUK —  JTHK
TyIIyHYaJlap THU3UMH cudaruga
aloxuaa axaMuaT KacO aITaau.
V36exncron Pecny6nukacu
[Ipe3unenTHUHT “MuUni pakc
CaHbaTUHU sHaJa
PUBOXIIAHTHPHIIT qopa-
Tag0upIapu TYFpUCHAA’ TH
Kapopunma  “ym0y  canbaTHU
OYyryHTM  KyHJa >KaMUSTUMU3
Xa€TUHUHT Oapya coxanapuaa pyi
Oepaétrad TyO y3rapuiniapra Moc
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XO0JiJa PUBOMUIIAHTUPHUII, MUJUIMM PAKCHUHI TYpJM HYHaIMII Ba HAMyHallapUHH,
MaMJIaKATUMU3HUHT  TypJId ~ MUHTakKajJapuja  MIAKJUIAaHTaH  MYMTO3  Pakc
MakTaOJapyHU KailTa THUKJIAII Ba KeJa)kak aBjojyiapra 0€3aBojl €TKa3ull xamza Oy
Oopajaru TabIuM-TapOousl, TApFUOOT UIJTAPUHU KYyYaHTUPUIITHUA TaK030 ATMOK1a”’[3],
JNECUHIITaH.

Jlapxakukart, pakC cCaHbaTH MHCOH TadaKKypHHHUHI Maia0 OYIHINM, MIaKIaHUII
O0CKUYIIapH, SBOTIOIUSICH, HTHCOHUSTHUHT WK TaMaJIyHU >kapaéHiiapu OuilaH y3BUl
paBHUIIa acpiap JaBOMHJIa PUBOKIIAHUO KeJraH. Y HUHT TUHaMHKacuaa dancaduii —
ACTETUK WAPOKHUHT JNACTIa0KU 3JIEMEHTIAPUHU KYpHUII MYMKHH. A3an — a3aifaH
omamjiap ¥ypracwma ¥3apo XypMmaT, MeXp-OKHOAaT Ba XaM)KHXATIUK MYyXUTHHU
AKJJTAHTUPUIIIA, MAJUITMHA Ba YMYMUHCOHUIN KAaJPUATIAPHUA, MUHT — MUHT HUJUIHK
Tapuxra sra MaJaHuWd MEpOCHM acpab-aBailiam Xamjla TaKOMUJUIAIITHPHIIIA,
Kapop/ia alTUJITaHUJIeK, KeJTakak aBjojijiapra 6e3aBojl €TKa3UIla pake CaHbaTUHUHT
VpHH Ba HY(Dy3H, )KaMHUAT TapaKKUETUTa Tabcupu Oekuéc. Pakc xapakaTiiapu opKaiu
WHCOHHUHT Mabpuduil — MabHaBUH, (dancaduili — axJIOKUN TyUTyHUATapH, PyXui —
ACTETUK KEUMHMAJIapH, XUC — TYHFylapu, Myxab0aTu Ba HadpaTH, KaMusiTra, Tapux
Ba KeJlakakka MyHocabar udojanaHaau. 3epo, MUJUIATIAPHUHT Y3Ura XOCIUTHHH,
MWUIMKA Y3JUTMHU aHIJIAl JKapa€HUHU TYJIWK akKC JTTUPAJuraH MHJUIMH PAKC
caHbaTH KaJIUMHI Mapocumiiap, pacM-pycymiap, ypd-omariap, KaapuATIapHH,
aHbaHAJAPHU YPraHWIl, YJapHU aMaJuéTra TaTOMK KWJIMII OpPKaJXd TaKOMUIUIAIINO
Oopasu.

XX acp Oommapuaa Y30€K MUIUIMI pakc
CaHbaTH MHCOH, YHHHI KaJIOW, Yy AaXJAOp 3aMOH
BA MAaKOHHMHI, MWUIMM pyX Ba MWUIMHA
XapaKTEePHUHT SXJUT Kuédacu cudatuga HaMOEH
OyIuIMaa TaHUKIN kamoaT apObobou MyxuTauH
Kopuékybopaunr xuccacu Oekuéc. 1896 imnna
@aproHa TYFUITaH YIyF CaHBaTKOpP CEPKUppa
UCTEBI0]] COXHUOMU — alryiadu, orepa XOHAHIACH,
akTép, Y30€K MYCHUKAIM TEaTPUHUHT Tamal
TOIINHU KylraH acocuuiapias, MUJLIAT
oMauHIapuaaH Oupu d1u. V36ekucron Mujuimii
sHUMKIoneauscuaa &3mmmmuda, M.Kopuékyoos:
“Typkucton PecnyOnMKacMHUHT OMpPUHYHU XaJIK
xodu3u (1923), Y36ekucToHaa Xu3MaT KypcaTran
canbaT ap6o6u (1930), Y36eKncToH XaiK apTHCTH
(1936). Jlactna® scku maktabd, 1912 — 14 #wmiapna maapacana Taxcwil Kypuo,
KUPOATHU AXINM Orajjarad, Kopu cudaTuia XaM TaHWITaH. EOUIMrupaH Xank
allyJayiIMK aHbaHaNapuHU Y3namrupran Kopu€kyOoB allHu mailTna sHTU caHbar
mrakyiapura Ku3ukuo, daproHaga Maxauidid cozaHjanapaaH ubopaTr Wik mydiaama
CcO3J1ap OPKECTPIIAPUIA HIITHPOK ITTaH, OPKECTPHM Tamkmi >1raH (1916)  [27, 108].

Wucon xuccuéru, Tyiuryaapu, NIKM KeYMHMaIapyu KaH4aJIuK WHAUBUIYAJUTUK KacO
3TMACHH, y CaHbBAT Ba TAOMAT OWIaH yaMGapuac GOFTHKINp. Y30eK XaIKMHUHT acpHil
aHbaHalapra sra MaJaHUW Mepocura, MWUIMA- Mabpuduil TapakKUETHTa Hazap
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Talulacak, dHT aBBAJIO YHUHI Tadakkyp OOWIMIHM >KyAa MyCTaxkKaMm HIIIU3ra sra
SKAHJIMTUHU KYPUIIUMHU3 MYMKHH. XO3UPru JaBpAa AYyHE SHTUIaHMOKIA. Muiuinn
TapakKKUETHUHT SIHTU 3aMOH, SHTM (GUKp Ba sSHru4ya AyHEKapalulapyd JaBpujia
UCTUKJION HadakaT Xankumu3 xaétuaa, Oanku Tadakkypuaa xaMm XKyJda Karra
y3rapunuiap sicCaMOK/a.

ATokin cuécaTuryHoc onum, mpodeccop A.MaBpysoB TYFpu TabKUIaraHUICK,
“bapkamMoJ1 ”HCOH TapOUWsICH ajJoXuJa OJIMHTAH, aHUK Oup maxc tapousicu Tydaitnm
conup Oymamu. TapOusiga aHUKIUK 3apyp. Arap Ou3 TapOWSUTAaHYBUYMHUHT KAJIOWHU
MOKJIall OJICAK, YHI'a MHCOHHHMCEBHIL, XypMaT KWIHIL, b303Jall YPYHIAPUHU CEela
oJIcak, Iryoxacus, OM3 >KaMHUSITHUHT COFJIOM MabHaBHUM KUEDACHHU sipaTran 0ynamus,
3epo Illapkma mommo MoOIIUi OJIaMJIaH PyX OJaMuTa KYTapIIHII, KAIOHW TO3ajall
MHCOHHMHI KOMWUIMK Capu TaluiaraH kKagamu cudartuna Oaxosanran’[14, 18].
Mycuka Ba pakC CaHbAaTUHUHI TapUXHil BOKEIMKIAP 3aMHUPUJIATH WHCOH PyXHUil
ojlaMi OuWJIaH yWFyHJIAIITaH MOXMSITHMHHM aHTJIall Ba TOMOIIAOWHIIApra aHrJIaTHII
OCOH 3Mac.

M.KopuékyOoB caHbaT MHCOHHU MOJITUN OJlaMJaH pyX ojaMura KyTapHIINra,
KaJIOHW To3ajlalura, KYHTWIra ojaM — OJlaM HJIXOM Ba 3aBK OaxIill STUIIUTa
UIIoHapAu. Y y3 Xa€TMHM MaJaHUKd MEpPOC Ba pAKC CAHBATUHUHL, XaJK
VOKOAUETUHUHT aHbaHAaBUN Ba 3aMOHABUM WXKOJ| IIAKIUIAPUHM, WXKPO YCIYyOJIapUHU
Kalm KWiMira, yJapHUHT MabHAaBUW-Mabpu(pUil, MUJUIMI-MAaJaHUd JTyHECHUHU
qyKyppoK ouuira oarunuiand. Ycra Onum KomunoB, AxmamkoH YMp30K0B, X0XKH
AOnynazuz, Ota Xyxka Caunxyxkaen, Tyitun Xodus kabu “canbaT yctajiapu KOpu
Exy6oBra y306ex MycuKuil caHbaT XasuHAcHAa KaHAal akoinb, aMMO YHYTHIHO
Oopaétran amrynanap, janapiap, pakciap OOpJIUTHHH, YIAPHUHT OUp KUCMH XaTTO
X03Up XaM TYH — xamamiapja KaM IKpPO ATWIAETTaHWHU, OWHOOApWH, YJIapHH
cakjiad KOJWI, yiapra sSHru xa€T OaruIIaml CyB OWJIaH XaBOJEK 3apypJIMTUHU
ykrupaunap. Kopu Exy6os wxonuii cadapu BakTuaa (akaT Iy caHbaT ycTaaapH
OwiaHryHa y4dpamub KoJIMal, YJIApHUHT WIOTHpJJapu OWjaH XaMm TaHHIIIH:
mIoTUpAJiap 3ca, Y3 HaBOaTuaa KYIIMK Ba PAKC CaHbATHHU CEBraH IYCTJIapu Ba
JlyroHanapu OOpIMIMHH alTHIIM, Kopu EKky6oB Kynmmarum padrap Bapakiaapuaa
XaBaCKOp CaHbATKOpJap >OIUIallraH I[axap, KHUILIOK Ba Maxajojia XapuTalapu
naio O0yna 6omnranu.” [10, 123].

V36exucTon Muuii SHIMKJIONCAUACHAA E3WITaHUuICK, “V36eK JTaBJiaT
(dbunapMoHuUsICH TalIKWI 3Tunummaa Xxam Kopu€kyOoBHUHT xu3Matu katTta. Y 1936
Ba 1946 — 50 iwuapaa ¢uaapMOHUSHUHT JUPEKTOPU Ba Oaauuil paxOapu OYiuo,
¥30€K XaJik, MyMTO3 Ba SIHTHM JKaHpJapHU TapFud 3TYBUM WXKOIUM >kamoanap (amrysa
Ba paKC aHcamOJiM, XOp KalesulacH, XaJK YOJIFyJlapu OpPKECTpH Ba X.K.)HM ro3ara
kenrupran’[27, 109].

Mananuii Mepoc, Tapuxuii XOTUpa Ba MIUITUNA MabHABUAT YUFYHIUTH UCTUKOOIHU
Oenruna® OepyBuYM, XalKHHM SAXIIWIMKKA JabBaT JTYBUHW, CNUIAPHU 33Ty MaKcal
octra oupnamtupyBun Kyuaup. XX acpHuHr 20 — iuiapurada spKak anryjiaqusap
alTral KyIIMKJIapra €Kd 3pKAaK CO3aHJAIAp YAJITraH Kyuiapra paKkKocanap yHUWHra
TyIIMaraH.



CV3 CAHBATHU XAJIKAPO KYPHAJIM | MEXKIYHAPOHBIN )KYPHAJI
HCKYCCTBO CJIOBA | INTERNATIONAL JOURNAL OF WORD ART NIEEE

. -
T — . - - o -

Macanan, KykoH XxoHM caporuaard Tynajiapjaa Xam aén KyIMKYuiap, co3aHaanap
Ba pakkocanap ajgoxuja ¢daonusT roputraH. by ofup mackynusaT OupuHuM OYiIuUO
TamapaxoHuMHUHT 3uMmacura tymad. Y Myxuraun Kopu€kyOoB TOMOHMIaH
KyHJIaHTaH, IOpPAKHU KYHOYIIra KeATUpaaura, myx, AWITOPTAp, XaJIKOHA janap Ba
sUIIaapra pakc Tyiia Oonuiaamn.

[Tpodeccop H.KocumoBHUHT (ukpuya, “ Xank janapiapuHUHr Oapyacu siroHa
WUpUK MaB3y noupacuia sipatuiiagu. by maB3y sca or3aku Ba €3Ma anabuéraaru
JUPHUK SKaHpJApHUHT abaguii MaB3yCM — CEBI'M — Myxab0aT MaB3ycujaH
nbopataup.Mana 1ry iupuk Ba abaauii MaB3y JoMpacHaa dca XWiMa — XUJ JTUPUK
MoTuBIap Kyinanaau” [34, 32].

JlanapHuHT Xap OWp CY3WHU pakC dAJIEMEHTIApU OPKAJIW OETaKkpop MXKPO HTHIII,
KyWHU XHMC KWIHII, paKC XapaKTepuHU 103 udoganapy opKajid KYpPCaTUITHUHT y3ura
X0C Mypakkad ToMoHiapu O60p. ByHUHT y4yH pakkoca KYI H3JaHUIIH, K03U0aI0p
MYKOM XapakaTJIapUHU TOMUO, TUHUMCHU3 SIHTUJIUK SIPATHII Tajald KUJIWHAJIH.
buznarm MaBxyn nyrarinapia €3WIMIIAYA:

JIAITAP — bup €xku UKKM WXKpOUM TOMOHHUAAH HaBOAT OWilaH alTWIaaural OaHu
amyna. JI. KYOpoK XaXBHM — TaHKWIWW, TYPMYIIJArd aupuM KaMUYWJIMKIAPHU
XapaKkTepI0BYM MaB3yuaa Oyiaau Ba pakc OuiiaH wxpo dTunaau. [35, 154].

Jlamap TV Ba liuruHiIapaa, XajlK caluiapuaa MMruTiap OuaaH Ku3jaap opacuja
tapadma — tapad 0ynub alTHUIaAUTaH TepMa KYIIUK, IYHUHTIEK, OUprajiiKaa mwKpo
STUJIAUTaH KYIIUK Ba pakc.[23, 487]

Jlanap Ba syIaJlapHU CaHBATHUHT YTMHINIHM, OYTYHH Ba KeJIakKard MeE30HHUa
yprauum MyxuM axamuarra sra. @aproHa Boauiicu OwinaH XopasMm BoXacu
CaHbaTUJA SULTANH CY3JIapUHUHT UIIATUIUIIN Oup-Oupunan ¢apk kunaau. Paprona
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BOAMIICHIA sJUaJlap JoUpa Ba YOJIFY aHCaMOJM KYpIAUTHUa SIKKaXOH Ba TypyX
TOMOHU/JIaH WXKPO ITHIA/IN.

Anaa - (bopc tunuaa “Amnanu-siany’) XypcaHAUYWIUK BakTIapuaa pakc OusiaH
WKPO ATUJIAJIMTaH €HIWII Ba VX KYIIUK, amryna.[24, 506]

[y acHoza, siKKa *)YypoBo3jap OniiaH HaBOaTMa-HaBOAT xaMm Kyinaiiauinap. Bakr
YTran capy HMHCOHHUSAT Ta(akkKyp OJamMH KeHrainO, mMajaHuil Mepoc arpodugaru
MyIIOXaJajiap XaMm 4yKypJamau. Jlanap Ba siiajapHu, sUTaiy pakCIapHU HHCOHUAT
TapUXWHUHT MOJJMWM, MAabHABUM Ba MAJaHUN KaApUATIApPU AOUPACHAA YPTraHMIL
yTmumra Tadakkyp OpKaad EHAAMUIT WMKOHHSATHHH Oepamu. OIuMiIapHUHT
¢ukprya, “M.KopnékyOOBHUHT KOHIIEPT pemepTyapu Kynaa 0ol Ba paHr — OapaHT
sau. Y “lllaxno3”, “Faifpa —raiipa”, “Onmava anop”, “Xocunum” KaOU XaJk
anryJjaJlapuHy, IIYHUHTZEK, TamapaxoHuM Ounan xypiukna “bumakysyk”, “Kopa
cou”’, “Kamuun 6erum”™, “Ununa ép”, “Kann — kaHu kuznap”, “Ep HUMAJIAp JEBIUM
cuzra” kabu JamapiapHd MapoK OWjaH WXpO JTraH. YJap XamMoH V3 Kaap —
KUMMAaTHHA WYKOTMai, caHbaT MyXJHCIapura 3CTETHK 3aBK Oaxmi sTMokma.” [31,
176]

[Mapuwx, bepnun, MockBa — Kaepaa OYiamacuH, ToMoIIaOWHIAp Oy HKKH
MaIlIXyp CaHbATKOPJAAH K03ubanop Y30€K MWJUIMK KYIIWKIapu, syUia, janap Ba
paKcilapyuHu KailTa — KalWTa WXpO JSTUUUIAPUHU CYpap, YyJIapHU TUK TypuO
onkuuiamapad. Myxutaua Kopu€kyOOBHUHT Kyduiid, yTa €KMMJIM OApUTOH OBO3U
ry€ OOpJUKHU KoIiad ojap, TamapaXOHUMHUHT ceXpiu, MadTyHKOp pakciapw,
cupiin Tabaccymu, €pKMH Ba Xamlamaop JuOociapu, TaKMHUOKJIApH yiapra KypK
Oarumtapau. Axanemuk H.KapumoB T1y¥pu Tabkumnaranuaex, “by Hadaxkar
yIapHUHT caHbaTIard Wyiau, Oajkd aHu MaTAaa XaJIKMMHU3HUHT (aH, caHbart,
MaJIaHUATAATY LIOHJIU UYJIU XaMIup. V36ex xanku nry YH Hua nuuaa Kopu Exy6os
Ba TamapaxOHHMHH SIpaTHOTHHA KOJIMaM, ¥3u XaMm VYCIu, KaMOJ TOIJIH, »KaXOH
MaJIaHMATH Xa3MHACUTa MyHOCHO XHcca KYIraH Xajk chudaruaa d5TUpod KO30HIH.
[y naBpaa y36ek xankura Oaiipokaopiiap kepak 3au. baiipoxkaopiapu cepobd Oynran
XQIKHUHT MWUIaT cudaruga yWFOHHIN, PHBOXKIIAHUIN, FOKCAIMII KapaCHU
tesnamann. Kopuékyoos Owmnan TamapaxoHum iy aaBpiaa y30€K XaJIKUHUHT TOM
MabHOJAru Oaipoxkaopiapu oymuman.” [10, 123]

NHCOHMAT YTMUIIM TYFPUCHAATH WIK TacaBBypJiap Mudap, acotupiap,
puBOsTIap Ba acoHamap OpKajiu IIAKUIaHTaH OyJica, yHUHT TapaKKUETUHU CaHbaTra
MyHocabat Oenrunaiiau. IllyHuHrnek, >xamusar (aoJusTH, YHUHT PHUBOXKIAHUII
OMMIJLJIapU OEBOCUTA MKOJI aXJMHUHT SIPATYBUMIIMK CAJIOXUATH OUJIaH y3BUI OOFIIHK.
[Ipodeccop C.MannonoBHuHT “HaBobaxii oxaHriap” KATOOHMIAa HIYHJAH MabyMOT
kenrupwianu: 1925 #wunum  Tamapaxonum Ownan  [lapwkna >kaxoH caHbar
Kyprazmacuaa umtupok dtaau. Cyar bepnunra taknud kunmmau6, mamxyp berxoBen
3anua KOHIEepT Oepaju. Via itnm bepnunaaru “®ocwuiie nedTyT” razeracu y30ex
CAHBATKOPHHUHI WKPOCHTa IIyHAail 0axo OepraH »am: - “Y36ex XOHaHIacH
Myxutoua Kopu EKy6OBHI/IHr VKPOCH, allHHMKCA, KaTTa TaacCypoT Koiaaupau. by
caHbaTkopyap EBponmanuHr KatTa maxapiapura Tampud Oyropau. Kyzmaran
Makcaaud Y3 XaJIKUHUHT HOE0 CcaHbaTUra KHU3UKUII YHFOTHUIIAUD. YHUHT
penepTryapuaa Xajid HoTara €3u0 OJIMHMAaraH MKKU 103/1aH 3UEJ acpuil KYIIUKJIap
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Mapxyaaup. Y Ilapwknan bepnuara kenu0® Maxamwmil axond ojaauaa  yi3
KYIIUKJIAPUHU WKPO ITIU. YHM HUXOSATIAA KU3FUH Ba XasOKOHJIM KyTUO osjuiap.”
[15, 78]

Myxutaua KopuékyOoB acpuii aHbaHallapra sra MUJUIMH MaJlaHHSTAMU3 Ba
CaHbATUMM3HHUHI  yJIKaH HAaMOSHAACH, XAJIK OF3aKM IMXOJM Ba MWUIMH
KQJAPUSTIAPHUHT XaM Ha3apueTyd, XaM aMalu€Tdd €TyK OWIMMIOHH, MOXHUP
TAIlIKUJIOTYM Ba TapFUOOTYUCH 3]IM. Y SHT OFUP Ba 3UAJMUSTIMA AaBpiapiaa Kahcu
MamJlakataa OYyIMacWH, V3WMHMHT OJIMA MaKCajura JSpUIIAA, TypJd MUJUIAT
BakmJIapuaa y30eK XalKuHUHT HOEO Ba HOAMP caHbaTWra, 00i MaJaHUl MepocHra
KU3UKHUII XaMJa XypMaT yUFOTa OJIJIH.

Xynoca ypHUJA LIYHU AWTHII MYMKWHKH, y30€K MWJUIMM MYyCHUKAa Ba PAKC
caHbaTH BOCHTAcHJa MabHABUN OUPIUK, aHbAaHABUM XAMKOPJIHMK, MAaCIaKIOILIUK,
Oup — Oupura HaxJiJIOpJIMK XyIyJAUHU KEHTaWTUPHUII, YHHU MUJUIMH Kaapusrtiap,
tapuxuil Taxpubanap, Typkucron PecnyOnukacMHUHT OWUPUHYM XalK XO(puU3U
Myxutaun KopuékyOoB kabOu yiyF CaHBAaTKOPJIAPHUHT MEPOCIapu Ba YTUTIAPH
Owian 60MUTHO OOpPHUIT MyXUM axaMUsT KacO ATajaH.
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“QAHT'AK JIABSI'MCU”HHUHI" MU®POJIOT UK - 3CTETHUK
XYCYCHUATIAPU

I'aBxap MartékyoOoBa,
V36exncTon naBiaT xopeorpadus akageMuscH Yprand Gpuinaii mpoheccopH,
V36eKnCTOH XaK apTHCTH

AHHOTanMs. bylok umak Wyad yoppaxaiapuia >KoiamraH KyxHa Xopasm
Fap6 Owmman I[llapk caBmo KapBOHJIApUHU OWp-OMpura OOFJIOBYM WKTHUCOIUN -
MaJaHui Mapka3 cudaruga XxaMMa JaBpiiapia XaM MyXUM CTPaTEruK axamHsTra sra
oynran. Kwusunkym Ba Kopakym KeHIMMKIapuia yMPry3apoHJIMK KWJITaH
QKI0UIAPUMU3 TAPUXUI JaBp Ba YHUHI Typiid OOCKUWIapuaa HOKYJal HKIUM
[IAPOUTUHU €HTU0, MOJANI Ba MabHABUM MaJaHUSAT COXACHIa FOKCAK TapaKKUETTa
ApUIITaH, KaXOH UMBWIM3ALMACKIA Y3 YypHUTra 3ra OyiraH xajak XucoOJaHaJu.
Acpnap naBomujaa Oy MyKajajac 3aMUH Y3MHUHT OYIOK J1axoyiapu sipaTran 0e6axo
Kamduérnap OuiaH *axOoH MaJaHUSATUHUHT Xa3WHACUHU OOMUTHO KeNaéTraHiIuru
Xed KUMIa CHp dMAac. Y3HHHUHI 0Oif YTMHIIN Ba MaJaHUATU OMIAH MamIXyp OyIiraH
Xopa3sM Vyikacuia azan —as3ajjiaH 10371a0 MWIIaT BaKWJUIApU axXWI-WHOK SI1ad
KEeJIMOKJIa. YJapHUHT KYMUWINTA TYpJd JaBpiapja Oolika YikamapjaH Kenuo,
VTpoknammb, 31 Oynubd kerrannap. OxmapOaHanuk dopcuitnapHuHr Xopa3mra
KYYUpWINO KENTUPWIUIIM XaKuJa XaHy3rada XaJK OF3aKd WXKOIWJA CaKIaHuO
KenaérraH OWp Hewya pHUBOSATIAp XaMm MaBxkya.Maskyp Makonaga “Yanrak
Jla3rucu”HUHr  KaJuM aHbaHAJAPUTa XOC ATHOrpaMK — 3CTETHK XYCYCHSTIApH,
TCHE3UCH, TAPUXH, IIAKUIAHUII OOCKUWIAPH TaJIKUK KHJIMHAIH.

Kaaur cy3nap: mapocum, pakc, aHbaHa, KaJIpUAT, SITHUK-MAJIAHUNA MYXMUT,

MHJUIAM KOJIOPUT, XOpa3M, SpOHUIIIAP, YAHTaK.

MHUPOJIOTHYECKHUE U OCTETUYECKHUE OCOBEHHOCTH “YAHI'AK
JIABI'HCH”
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["aBxap Maté€kyOoBa, npodeccop Yprenuckoro prmana Y30ekckon

roCyJIapCTBEHHOM Xopeorpaduueckoil akaaeMiu, HapoHas apTUCTKa Y30eKuCcTaHa

AnHoTanus. JlpeBHuii Xope3M, paciooKeHHbIA Ha MepekpécTkax Benukoro
LIEJIKOBOIO0 IIyTH, BO BCE BpPEMEHA MMEJN BAXXHOE CTPATErMYECKOE 3HAYEHHE Kak
AKOHOMMYECKUW U KYJIbTYpPHBINA LEHTP, CBA3BIBAIOIINN TOProBble KapaBaHbl BocToka
n 3anaga. Hamm npenku, kuBmme Ha npoctopax Kempuikyma um Kapakyma, Ha
pa3HBIX J3Tamax MCTOPUM IIPEOAOJICBAIM CIOXKHBIE KIMMAaTHYECKUE YCIOBUS U
JOCTUTJIIM BBICOKOI'O PAa3BUTUS B MaTEpUAIBHOM U JIyXOBHOW KYJIBTYpPE, 3aHSB
JOCTOMHOE MECTO B MUPOBOM IUBMIM3anuu. He cexper, 4To Bekamu 3Ta CBSLICHHAA
3emiis o0oraiana COKPOBUIIHHUIYY MUPOBOU KYyJIbTYpbl OCCIEHHBIMU OTKPBITUSIMH,
CO3JJaHHBIMH €€ BEJIIMKUMHU TeHusIMU. B XOpe3MCKOM peruoHe, CiuapsIieMcs CBOUM
OoraThIM MPOILIBIM U KYJIbTYPOH, C IPEBHUX BPEMEH B MUPE U COTJIACHH MTPOKUBAIOT
IIPEACTABUTENIM COTEH HAPOAOB. MHOIME U3 HUX B Pa3HOE BPEMs IEPECEIIMIIUCH U3
OpYruxX 3eMenb, OOOCHOBaJMCh 3/1€Ch M CTaJIM YacTblo MecTHOro Haponaa. O
IIEPECEIICHUH TMEPCOB B XOPE3M 10 CUX IOpP CYLIECTBYIOT HECKOJIBKO NPEIaHUH,
COXpPAaHMBUIMXCS B YCTHOM HAapOJHOM TBOpYECTBE. B HaHHOM CTaThe MCCIELYHOTCS
THOrpaMyeCcKUe M ICTETUUYECKUE OCOOEHHOCTH, T'€HE3UC, HUCTOpUS W HTallbl
dbopmupoBanus “Yanrak Jlazrucu”, XapakTepHbIE ISl JPEBHUX TPAIULUNA ITOTO
TaHIIa.

KuroueBble ciaoBa: o0psii, TaHel, TPaaWLMs, LIEHHOCTb, ATHOKYJIbTYpHas

cpelia, HallMOHAJIbHBIA KOJIOPHUT, XOPE3M, UPAHLIbI, YAHTaK.

MYTHOLOGICAL AND AESTHETIC FEATURES OF “CHANGAK
LAZGI”

Gavkhar Matyoqubova,

Professor at the Urgench branch of the Uzbekistan State Academy of

13



CV3 CAHBATU XAJIKAPO )KYPHAJIU | MEXKJTYHAPOHBIN )KYPHAJI
HNCKYCCTBO CJIOBA | INTERNATIONAL JOURNAL OF WORD ART N Ayl

Choreography, People's Artist of Uzbekistan

Abstract. The ancient region of Khorezm, located at the crossroads of the Great
Silk Road, has always held significant strategic importance as an economic and
cultural center connecting the trade caravans of the East and West. Our ancestors,
who lived on the vast expanses of the Kyzylkum and Karakum deserts, overcame
harsh climatic conditions at various stages of history and achieved remarkable
progress in both material and spiritual culture, earning a notable place in world
civilization. It is no secret that for centuries this sacred land has enriched the treasury
of world culture with invaluable discoveries made by its great minds. In the Khorezm
region, renowned for its rich history and culture, hundreds of ethnic groups have
lived together in peace and harmony since ancient times. Many of them migrated
from other lands at different periods, settled here, and became part of the local
people. There are still several legends preserved in oral folklore about the migration
of Persians to Khorezm. This article explores the ethnographic and aesthetic features,
genesis, history, and development stages of “Changak Lazgi,” characteristic of the

ancient traditions of this dance.

Keywords: ritual, dance, tradition, value, ethno-cultural environment, national

color, Khorezm, Iranians, changak.

Xopa3M pakC MaKTaOMHUHI TypJu-TyMaH >KaHp Ba IIakuiapra Ooiuiurw,
ylapaard SKYIIKWUHIMK, XapakaTJIapHUHT OJJUMIaH Mypakkabra Yycub Oopuiiu
VOKpOUYMIIApJAH TyFMa MCTEBAOIAH TAIIKAPU aJOXuAa MaxopaT Ba UXTHUPOUYHUIUKHH
xaMm Tanad Kaiaau. “Jlasru” TypKyMH aHMK XapakTepra, MUUIMM Ku€dara srajuru
V4yH XaM Mypakka0 jkaHp xucoOjaHaau. YHHHT WXKpo yciyOmapuuu, udoaa
AJIEMEHTIIAPUHU YPTaHUII Ba TYJIMK Y3JAIITUPUII OCOH dMac. Y CTO3JApHUHI KYII
acpJIMK TakpuOacu Ba YpraTuill METOJUIapy paHr — OapaHr Oynu0, AaBpiap yTraHu

caitua y3rapub OopaBepau. KuHAMK KOHM TOMraH TYNPOKHHM Tabappyk Owuirax
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bugoitn mxoIKopiap KUWMHYWIMKIApra Kapamail, MybKu3ajiapra KOH CaHbat
Xa3WHACUHUA OoWWTIMIAp, acpuil aHbaHAJIApra sra MaJaHWui MEpPOCHU KV3
KOpauufujal acpaguiap, YCTO3JapAaH YpraHraHjJdapuHd KEWHWHTH aBiojjiapra

0e3aBoJI €TKa3HuIITa XapakaTt Kujaauiaap.

Canparmynoc JI.ABneeBaHuHT (ukpuya, “XopazMja OuUp KaH4ya dpKakiap
pakcu Orp. EBpoma kilacCMK pakCHMHUHT TEPMHUHUOJOTHSCH OwWilaH aWTranmga, Oy
pakciap OEKHHHT HWKKMHYM TIO3UIMSA XOJIATU acoCWiIa spaTUiIraH OpHUTHUHAI
Ba3UsATIApiaH HOOpar. ... pakKoC May3aJaH KeWMMH MacT Oyi- raijack, Kyéuiia
MUIITan MYCKYJJIADUHU CHITaTraH KaOW KyIOHJIIEK Te3 ainaHap dkan’[6, 4], xap

KaHJal TOMOIIAOMHHM XalpaTra cojaaiau.

“Jlazrn” typkymura kupyBun “Hanrak Jlasrucu” pakcu Kyd — Failpar Ba
IIKoaTra Tyja, JIOHA-JI0HA, KECKUp XapakaTiap, Tu33aiad, >KYIIKUH JOWpPaBHM
allTlaHUIIAp Ky4iId OJXTUpOocH OwiaH — axpanuO Typaau. “YHadrak” myHzaau

U30XJIaHAIHU:

Yanrak — [¢p. — unmok, wuirak| bupop Hapca wimimn yudyH €rod, TeMup Ba

OI.K.JaH sacaJjilraH IIaHKaJIu NJIIMOK;, WJITaK.

Yanrak Oyamox Tupumub, TOMHpIapu TOPTUIIMO KOJIMOK, aKallak

o0ymok[18, 454].

Mycukara XaMOXaHT XapakaTJIapHUHT TE3KOPJWTH, TaBAAaHWUHT IOKOPH
KHCMHUIa Oakapwiagurad TypJu-TyMaH TUTpamaiap, Oup >xoiga TypHO ‘‘uup”
alJlanuuuiap, 4vanuup OapMOKJIapHUHT ~ KECKHH
HIaKJuiap scal, Ky XapaKaTIIapUHUHT
MabHOJOPJIUTH  IYBTHOOPHU  TOPTAAM, PAKCHUHT

TAbCUPUYAHIIMTMHA OIIUPAON.

TapuxmaH MabIyMKM, acpjiap JaBOMHIA
JaBiaTiap TAIUKWJI TONUINM OWIaH KaTTa-KUYUK

ypyuap Oynu0, KyapaTiauiap OXXKH3JIapHH O0cuO
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om0 Yy3ura OViicynnupraniap. by xapa€H amariapHu acra-CeKMH OOBEKTHUB Ba
CyOBEKTHUB OMWJIJIAP OPKAJIM OMPUHUHT - OMpura CMHruO KeTuiura cabad Oyiras.
Kymkynup tymanugaru xo3upru OxngapOaH]l KUIUIOFMAA XOpa3MHUHT Xed Oup
KOoWKIa yupaMaiiural MaH3apara JIyd KeJUIll MyMKUH. By KMIIJIOKHUHT oJamiiapu
V3MHHMHT TallKd KYPUHUIIHU, 0JI00W, TUIW Ba yAyMJIapu OWJIaH aXpaiuO TypHIIaIH.
bynra axabmanmaca xam Oynaau. UyHku Oy KUIUIOKJIA KaAuMAAH Iy MacKaHHU
BaTaH TyTHO, 371 0ynm6 Konrad dopcuitmap smaiaunap. OxknapOaH KUIIJIOFUHUHT
xaJjK opacujaa “OXTapBaHT’ MIAKIWHYU XaM yYpaTUII MYMKHH.

Typnu munTakanapnaa, anukporu llumonuii Kaska3, CypxoH Boaulicuia Ba
xKaHyouit Xopa3sMm BujosATIapuaa Iy HOM OwinaH arananuraH (spHU JlapOaun,
HepOenn, Oxaap6an) maxap Ba KUIUIOKIAPHA yUpaTUII MyMKUH. Ma3Kyp KUIIUIOK
Ba IIAXAPJIAPHUHT Mai0 OYJIMIIN, Ty/UTa0-SIIHAIIM Ba TAPUXUA TaKIMpUAA YMYMHMA
MyIITapakiIuK MaBxyq OYiau0, ymly cyznap ¢gopcua cy3 Oupukmanapuaad TalTKu
tonrad. “OxumapOaHn” KUIUIOFM HoMuaaru “Oxnap-0aHa” KOMITAHCHTHUHHU TaXJIMJI
KWINO KYypraHmMu3aa KyWujgard MabHO KenuO uukaau. “OK” Typkuiga - “ok”
dopcuiina “cabun”’, “map-smuk’, “6ana-oepk”. Kypunubd typubauku, “Oxnapdbann”
aTamMacu TYpKuil Ba Qopcuid cy3nap OWpPUKMAcHUJaH TaIIKWI TomraH Oyiuo,
MycTaxkaM Kailba, YTHO OyiIMac HMCTEXKOM MabHOCHMHHU aHriaraau. Jlapbana
KATbaCMHUHT alHU WKKH TOF Opacuja >KOWJAITraHW Iy MabHOJApHU KEITUPHO
yyuKapraujurura imyoxa Kuimaca xaM Oynamau.JlapxakukaT, OKIapOaHJIUKIap
OyHJIaH cajJikaM MKKH 103 WWJI MyKaaJaMm Y¥3 oHa TYyNpOKJIapuHHU TapK 3TuO, Oy epna
MYKHM S111a0, MIUTAN yp(]-oaaTiiapuHy MaxauTidIamTupuo, ¥3 KaBMUA Ba MaXaJuTHiA
XaJK OujaH MHOK OYiuoO siad keamokaanap.

XIX acpHuHT OWMpUHYM HYOparuMja WCJIOM JMHW Ma3xaljapu opacuaa HH30
Kydasaau. XuBa xowmrd lllanxynuciom muanapra Kapiu £a30BOT 3bJIIOH KHIAIW.
AHa myHAah# XyxymiaapaaH Oupu XypocoH VYikacuHUHT OxaapOaHj Kaabacura
KapIy YIOMITUPUITAH dau. XuBa Kymuunapu 1826 wmina Oxknapbana KarbacUHU
3a0T 3THUO, XOH YHHMHT axoJIMCHMHU Xopa3mra, xo3upru Kymkynupmaru OxmpapOan

KUIUIOFUTa Ky4UpIH.
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Xunma - xun (QoxuanapHu OOUaH KeuyupraH, TypJd HUCTHIOYHIAP
TOMOHHU/JIaH O0CHO OJIMHTAH XaJlK, MyTJIaKO OeroHa JIaBlaTIApHUHT TabCUpUTa YTraH
Oyica XaM epJMK axodu Y3UHMHT KYI WWIIMK Tapuxu JaBOMHJIA MUJUIAM
XYCYCUSITIApUHM XO3UPTU JaBprada cakiad KeaMmokaanap. MabiyMKu, >KaxoHa
V¥3uHM MyTJIaKko cod, Oomka Xank (gaBiaT) OWIaH 4aTUIIMO KeTMaraHJIUTHHH J1ahBO
KUJIaauran Oupopra snaT, xank Uyk. UyHku Xap Oup 3THOC Y30K TapuXuil aaBp
TaBOMUA, Typiu 3JaTiap OwiaH ajokama Oymumm Tabumii xonmup. bab3an Oup
KOWMIaH UKKUHYM Koira kyuud ketnO Oomika 3THOcHap OWIaH apanamuo, yJapHH
y3ura CUHTIMPUO €KW TapKUOWM KUCMHU KUJIMO OJIMHMINM HATHKachaa MIaKIIaHuO
KEJITAHJIMTMHU TapuxXuid GaxTiapaaH Xxam OUauo OJIUII MyMKHH.

by xaknaru sHT aHuK MabiiymoTiiap Myxamman Puzo Mupo6 Dpuuézbex yrmu
Oraxuiinuar “Pué3 -yna-gaBna” HOMIM acapuja €3u0 KOJIUPUIATaH. AcCapHUHT
nacTiadku kucmuaa XoH Paxmonkynu Typanunr 1826 itnnu DpoHra KWiral pHILd
Oatadcun 6aéH kumHUO, OKmapOaH] KATbaCHHUHT MCTHJIO ATUJIMINN XaKHaa Xam
Kymiad MabilymoTiap OepuiraH. by Xakna okmapOaHIukiap Ousra cyxoaTumus
JTaBOMHMJIa KyHUAaru pUBOSITIAPHA aUTHO OepUIIIH:

PuBostna alitunummya, XvBa XoHM MaJaMUHXOHHUHT DpPOH JaBJaTH YyCTUTa
opyu XuBa jamkapiapura JlapObana Kambacu arpoduaa >KaHT KWIMIIUTA TYFpU
kenrad. [lugnarnu sxanrmapHuHT Oupuaa XuBa XOHU MagaMHHXOH SPOHIUKIIAP
TOMOHU/JIaH Viaupwiaau. byHaan raza0iaHran XMBaJIMKIIAp Y3 XOHM jKacaguHu DPOH
IIOXH OJMra Onu® 6opub, YHUHI y4yH XYH Tana® Kirasiaap. Yina 3aMOHIAr
KOHYH-KOHWara Kypa skaHrjapaa XOHJapHH Katia 3tuml mad stwirad. [y 6oucnan
xaM OpoH moxu XuBa XOHUM XYHHU YUYYH XUBAJIMKIAD YHJAaH HUMAHUKU Tajaabd
KUJIcanap ImyHu OepuInra po3u OynraH. XuBajdukiaap nmautnad doimanannd, IpoH
IIOXMUJIaH KaHT MakJoHMIa jkacopar KypcatraH [lapOaHj Kairbacuaa HUCTUKOMAT
KWIYBUM axOJMHUHT XaMMAacCHUHU OWIacu OujaH OEpUIIHM Ba yjaapHH Xopa3m
muépura kyunpuO ketumHu Tanad xkunrannap. [y tapuka lapOaHn axoauMCHHUHT
Oapuacu y¥3 owiacu OwIaH KY4UpWINO KEATUPWIKO, OUp TOMOHM KyM, MKKHHYH

TOMOHM KYJI, YAMHYA TOMOHM XWBa XOHJHWTHUTa XaB( conubd TypraH TypKMaHJap
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Ownan derapagom 3eil kaHanmu Oyiuparum (Xo3upru OxnapOaHa) KUIIIOKKA
xovnamtupuirad. [llynnan kelinn Oy sxoit OxnapOaH KUIJIOFM HOMU OWJIaH aTana
OoltaraH.

NKkuHYM PUBOATIA ANTHUIMINIMYA, XHUBAa XOHU IIUKOP TMaWTHIa, OB KUJIHO
Ioprai Oup TypyX OJpoHUWJApHH ydparradH. OBUMJIAPHUHT OapucH XaM MOXHDP
YaBaH/103, YTKUP MEpraH HurutTiaap Oynuirad. XvuBa XOHU KEMUMHTH MTUKOp ManTuaa
XaM YIa OBYM WHUTUTIApra Ayd KEIuOIu. Va maiitaa WHATUTIIADHUHT MEPraHJIUK
MaxopaTura KOMHII KOJIraH XOH, yjiapra Mexp-madkar KypcaTuo, Typiau COBFaJapHU
UHBOM KWIKMO, Xopa3mra Ky4upuO KeNTUpraH Ba yJIapHU Xopa3M BHIOSTUHUHT
Kymkynup tymanunaru xo3upru OxkaapOaH]i KUIJIOFUTa JKOMIAILITUPTaH.

[ysaan cyHr KUNUTIOKKAa DPOHIAH KU3JIAPHU OJIUPUO, YyIIapHU YILTaHTHPUO,
yitnu-xxonnu Kwirad. ynanail kb, DpoH iurutiapy Xopa3Mm 3aMUHUHH BaTaH
TyTHO, Iy KUIUIOKJ1a MyKUM s111a0 Konraniaap.FOKkopuaa 3uKp KWIMHTaH XUKOsIapra
Kaparasja, Xopa3mra 3poHuiliap KyJ Kb sMac, 0amku MyTiIako OOIKa Makcajia
KYyuupuO KENTHPWITaH, JIETaH XyJI0ca KeIUO YMKaau.
SAbHN, OyHAaH acocuil Makcaj IIykKd, XWBa XOHU
Oxnmapbanaian MyCTaxkaM HMCTEXKOM TapHKacuaa
¢doiipananuiiHM  Ky3aa TyTtrad. UYyHku, KyuupuO
Kentupwiran ¢Qopcuitiap 603opaa  Kyn — KuiIniO
COTWJIMAaraH, axKCuMH4Ya  yjnapra  mexp-madkar

KypcatwiraH. Ymapra ep Oepuirad, XaTTOKH

CONIMKJIapAaH XaM 030]] KwinHrauwiaap. byHuHr
Oananura yjaap XOHJIMK YerapacuHU CaJloKaT OWIaH KYpUKIa0, uerapaHu JyliMaHiap
XY)KyMUJaH XUMOsI KHJITaHJIap.

Mabnymku, XuBa XOHJIUTUIA SIIAETTaH TypKMaHiap Ba KOPAKaJIOKJIap XOH
3yJMUTa KapIid TOXMU-TOXHAa KY3FOJOHJIAp KYyTapuO XOHJIMKKA XaB(] Tyraupuod
typrannap. OxmapOanymk Oaxomupiap 3ca XuBaHM Oy XxaBduapaaH XUMOS
KWIMIIJIA )KacopaT KypcaTuO KeiraHiap. Yiaap opacuaa aitHukca, AxOap 13001y,

ByBaxkoH 0KCOKOJI, AP KOpa Ba IIyHra yXIaraH ssHa Oup KaH4a 0axoaupiapHUHT
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IIyXpaTH XO3Upraya KHIIJIOK OJamilapu opacuja SXIIM cy3 OujlaH TWiIra OJHHHO,
HOMJIapH JIOCTOH OYIH0 KeIMOK/a.

Hemak, oxkmapOanymMkiap OUp TOMOHAAH XOHJIMKHU AyHIMaHJIApJaH XUMOS
Kuirad Oyicanap, HMKKMHYM TOMOHAAH 3ed Oyiu epiapuHu  Y31amTupuo,
AEXKOHYMJIMK Ba YOPBAUMIMK OWIAaH IIyFyJUIaHTaHIap. OHI MYXUMHU [IYKH,
oKAapOaH/UIMKIap V3 TaKIUPJIApUHU Maxalldid XajaK Takaupu OusaH Oofial,
VIApHUHT SXIIM KyHJapHJa XaM, OFMp KyHJIapuJa XaM XaMpoX, XaM KyMakK Ba
xamaapa Oynub keilraHjap Ba XO3HWpJla XaM aHa Iy caJloKaTu OuJjlaH OapyaHu
xalparnantupud keamoxganap. MycyaMoH ojlaMujard Oapuya TuHUN Oaiipam Ba
Mapocumiiap, KypOoH XailuTinapu XOpa3sMHUHT Oapya KUIJIOKJIApU CHUHTapU
OxnapOanjaia XaM HUIIOHJIaHUO KEIMOK/A.

JlvHnii MapOCHMMIIApHMHI Opacula dSHI XapakTepiuCHh Ba XO3UpAa Xam
cakJiaHMO KeyaérraH MapocumiiapiaH Oupu Oy MoTaM Mapocumuaup. by mmamap
Ma3zxabura maHcy® mycynMmonnapHuHT KapOamo pamitmpa kaHria Xajaok Oyirax
UMOM XycCallH XOTHpacura MOTaM TYTHUII MapoCUMUIUp. YOy MapocUM Ypyll
JdaBpuraya eTu0 KenraH. Xo3upla 3ca XalK opacuja YHYTHIMO KeTraH MasKyp
MapoCHM Xap WUIIM MyXappaM OMMHUHT NacTiaOKu VH KyHHJa OOIIIaHUO, MaCKH]
éku OomKa MyKajjac >KoWjlapia JaBoM STTUPWIMOKAAa. By Mapocumra acocan
spKakiiap OuiaH aémiap WUFWIMIINO, yIapHUHT Oapdyacu MOTaM KYIIUFU (MapcCusl)
HU aWTHIITaH. JpKAKIap Y3JIApUHUHT KYKparura, KyJulapura Manja TYKAJIraH COBYT

b

(xkamun) Gunan ypu6: “E umom”, “E Anu” nes XycaifH MMOM XoTupacura asa
tytrannap. Kyuamapma motaMm mopummapuHu  YTKa3uIiraH Ba Oy IopuUILIapaa
YJIApHUHT KaTHALIYBUYWIApU KYIIHMHYA Y3JIapUHU Y3JIApU ypap, FOXUIa y3Ura XaHxap
ypub, KOH uuKapap 3auiap. by mMapocum Xopa3mildK 3pOHUIATIAp TOMOHHIAH XaM
AIIMPUHYA HUIIOHJIAHTaH.

by xon yH kyH gaBomuzaa 2-3 coatna® TakpopiaHradn. Moramra xamma Kopa
KUMUM KuiinO KkenraH, OapHu (Mapcus) HU XyII OBO3JIM MyJula €K HMOMIIAp

VKUTraHiap, KOJTaHjap 7ca yhapra >kyp Oymumrad. MapcCUsHUHT Ma3MyHHUa

MMOMJIAPHHUHI XMUCJATIApH, Y3Ura sKdAH OyJraH KHUIIWJIAPHUHT MapJINTd Ba
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’Kacopath Manx otuiarad. by Oalipammapna  kyyanapaa MoTaMm  HOpHIILIAPH
YTKa3WiIraH, KaTHAIIyBUYWJIAp KYIIMHYA Y3JIADUHU Y3JIAPH YPHUIITaH.

Cadap Asa3, Maman Myponos, Caung Tomubd 6060, mymia Hcmoun Ba
boGoxxoH wmymnanap mapcus VKUraHiaapuaa, Xap KaHgad Oarpu Toml ojaM Xam
finrna6 ro6opran. Muwiap YTHIM GUIIaH O3YMIIMK OYIraH 3pOHHUILIAPra KyIUMIAK
Oynran epiM XaJKHUHT ypd-olariapu, MaJaHUSTH, CAHbATU Y3 TabCUPUHU
VTKa3umm TaOuWii XOJI SAW. 3epo, KHUILIOK axJIMHWHT Yy3ura Xoc ypd-omat Ba
MapocumiIapu OOpKH, yJapAaH alpUMIIAPUHUHT WIAM3IapU Y30K yTmuiira 0opud
Takanaad. Muiatnap Oup-OupuHUHT ypd-omariapyu Ba aHbaHAJIApUIAH aHI03a
om0, Oup-Ompura cuHrumMO keranu. Macanan, TYyHaaH onguH “OmuK oyap”,
“ITaTup tanviam”, “Kypna 6udap” kabu Mmapocumiiap yTkazuiap/iu.

[llynunraex, oxaapOaHIIMKIAPHUHT XO3Uprada cakjiaHuO kenaérraH ypd-
ojatiapujan oupu “umiia’ ned arananu. bunobapuH, KeJauH Ba KyEBHUHT HUKOXJIaH
KeMMHTU NacTiaOKu JaBpu, TYAAKHUHT JYHETa KEJWIW, a€THUHT XUCMOHHUM Ba
pyXuil ofpuKiIapiaH Oymanrannad keMuHru 40 KyHJIMK Ba KUIIM BaoT 3TraHuAaH
kevinaru 40 KyHJIMK JaBpH XaM “‘dujuia” HOMU OWjiaH IopuTwirad. by naBpaa kymnabd
ypd-onatiap, pacM-pycymiiap 6axxapuianod, MabliyM YEKJIOBJIAp Ba TAbKUKJIApra prost
ATUIIM IIAapT xucoOnaHrad. ‘“Yumia” OunaH OofnmuK ypd-oaariap Wuuaa OU3HUHT
KYHJIapuMH3rada cakjaHuO KelaéTraHd OHa Ba YaKAJOKHHM ‘“‘UWjIa cakjamnl’ JTaBpH
xaM y Owiad 6ornuk. by maBp mobOaitHua YaKaloKKa UCM KYHUII, YHU ‘“‘duiiia CyBH
OWIaH YYyMWITHPULI, YHra “4uiiia Kyihnak~w KUHTru3ui, Oemukka Oenamn kadu ypo-
onmarnap Oaxkapwiran. lllyHunraek, unsia naBpuja 4akajlOK Ba OHA TypraH yina
YUPOK VUMACIUTMHU Ba MYyHTa3aM HCHUPUK TYyTaTUO TYPWIMIIMHU aWTHO YTHII
MyMKHUH. Aciuna Oy yaymiap aMainui axaMusarra sra 0ynn0, oHa Ba YaKaJIOKHUHT
COFJIMTMHM MyX0(a3a KWINIITa KapaTUJIraH XapakaTiapaup.

Tyiinap Ba Mapocumjiapia OKIApOAHIJIMK  SPOHUNIAPHUHT  MUJUIAM
pakcnapuman “Tyit-6ait”, “Kym kapcak”, “Tanaup-kecak”, ‘“Uanrak jasru” Kabu
pakciap MIITUEK OWiaH WXpo 3Twiaau. bopa-6opa sponuiinap XopasMm airyna Ba

pakciapuHu y3namtupaniap. “Jlasru” xaMm ymapHUHT 9bTHOOPUIAH YETAa KOJIMAIH.
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OpoH XaJKUHUHT MWUIMA pakciapy TabCUpUAa sHru4Ya yciayona “OpoHuiinap
nasrucu” €ku ‘“Yanrak naszrucu”’ maigo Oynau. by pakc ycnyOMHUHT acocujia
“Anrypo” MapOCUMHUHMHT TahCUPH SIKKOJI Ce3WINO Typaau. Xap Oup MHCOH KaynbOua
WIK YbTUKOJ] €TaU Ba Oy YbTUKOHU Xe4 OMp Kyd CUKUO yukapa onmaiau. ‘“Yaurak
Jlazrucu™ pakc yciyOW OpPUTHHAILIUTH, CEPIKHIIO, CEP3aBKJIUTH OWJIAH aXpanuo
typanu. by “Jlasru” uum CoOup Kymanués Vyrmu, Kymmu Xabubos, Kamam
MatuuészoB, Ky3u IKymanué€soBmap Kuémura eTkazud WXKpO  ITHUIIAAM.
AfiTMIIapuya,  MamXyp — CaHBAaTKOpIap — Y30EKMCTOH — XalK  apTUCTIApH
Tamapaxonum, ['aBxap PaxumoBa Ba ['aBxap MarékyOoBanap OxnapOanara 60puo,
allpuM paKCIapHUHT WXPOCH OWlaH KU3UKUO, VY3JIapUHUHT pernepryapiiapuHu
OoliuTraniap Xamjaa WiIMUN Ypranu®, puconamap ¢&sranmnap. Oxnapbannna
spoHuinapHuHr Muuni “Kyur kapcak™ ancam0su paoausT KypcaTsnTH.

AHcaM0J1b TacTypuJiaH dpOoHMiIapra Xoc (POJBKIOp TOMOIIAJIapy, aHbaHABUN
KYIIUK Ba TapoHajap OwiaH Oupra, xaindadywivk, OaxIIMYUIUK KaOW MUJUIAN
VUMHIIAp XaM KEHI YPUH OJITaH. Yjap XalkKUMu3HUHI Mycrakmiuk, Haspys
Oaifpamyiapy Ba OOIIKa TaHTAHATApPUAA, TYpPAH KYPUK-TAHJIOBIApAa HIITHPOK
ATajguiap.

Xopa3M AOCTOHIApH, alryjainapu, pakciapu opacuaa “Hawrak Jlazrucu” y3
Vpuaura sra. OknapOaHagaHn MOXHp caHbaTKopiap XxaMm etumud unkkad. [y ypunmga
Oraxuii HOMUZAru BWIOAT ApaMa TEaTPUHUHT apTUCTH, ‘Yanrak Jlazrucu™ ycracu
Cobup Kymanué€3 yrnu HOMUHM XaMm aTuO® Yytum sxousgup. LlyHunraek, ury
KHUIIJIOKIaru Vkram PysmeroB xam Cobup XKymanu€szoB cunrapu ‘“Yanrak
Jlasrucu’’Hu 0KCaK YYKKUra o0 YuKKaH OYu0, yHU KyHuaarunda uxpo dTaju:

“Jlazru” xyitm OomuaHaau. Pakkoc naBpa ainaHa rorypu0, KyJUIapuHU pesra
MOC XOJjJa XaBojJa CWIKUTUO Oopaau Ba OupjaaH KOTHO Komaau. Mycuka Hola
oepaau. PakkocHUHT Kyiuiapu 2-3 TakT KOTHO TypaBepaau. CYHT acTa-acta OapMoK,
MaHXa, eJKajap Xapakarra Keiaub, MHCOH TUpuia Oomuiaiian. AcTa-CeKUH KYIIapH
OykuauO, Xy AU YaHTaknal kadpuiaau. Pakkoc yanrak OynraH kyaura Kapa0, acta

TeOpana Oouutaiau. OEK Xanu KUAT 3TMaiau. Yanrak Oynran Kymaiap acrta Tymuo,
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SHJIM TaBja yaHTrak Oyna Oomnaiau. Pakkoc Xyaam a3oH alTaérraHiek, Oup KyJIUuHH
KYJIOFUTa TEeru3u0, Oup KyauHM 4aHTak Kwiaau. CYHT YHUHT O€KJIapura >KOH Kupuo,
Kumupiai Oonuraiian. Mkkama o€k xapakarra kenaaud. Pakkoc keiiuH Oup OEKHH
yaHTak KWinb, OuMp OEKHM epra cajl Teru3u0, TypraH koinjaa oup o€kiad ainaHaau.
Tuzzacunu canruna 6yku0, Oupaan siHa Kotagu. Keitnn Mycukara yiryH Xojaa YHT
KYJIUHA KUPCUJUIATHO, Yarm Kyau OujlaH eJKajapura ypaad, KeWnH OoIka Ky
Kupcuiianad. benuaan I0OKOpUCH KOTraH XOJiia T'OX YHITA, TOX 4Yarra, O€Fd THHY
Typran Xxojijaa 4aiikana Ooumaian. KeimH Tu33anapuHu epra Teru3uO-Terusmain
XyJIJIu TETUPMOH TOIIMAAM aifaHagu. DHAM Yy KYKpakjiapura ypa OoIuiaiiu.
Kynnacracuau kytapub, KapcuiiaTuO, SMYWI, €HTWJ XapakaTr OujaH Te3Jaiuo,
THU33aCUHU epra Teru3ud onmd, siHa KOTUO Kojaau. bupunum Oynum Enunamu.
NkxkuHun OynuMua pakkoc OyTyH BYXyAW OwiiaH yaHrak Oyna Oouuiaiad. DHAU
o€kJap yaHrak oynamu. Kymnap OupuH-keTUH enika, OOl KYKpakka ypa Oouuianiy.
by xapakatmap “Jlazru” mycuka 3apOura >Kyjaa MocC TymuO, y3rada xo3uba Oaxii
sTagu. MycuKka Te3namraH capu VHMH XaM oKaJaliaimumO, XapakaTiap Xam
Mypakkabnamanu. Ukkuaun Oynum kapc Ounan €nuiaau. Pakkoc ukku OyKuiuo,
sapuM YTupu6 konagau. [y Oykunran Tuzzanapu 6uiian 0apMOKIApUHUA YUPCUILIATHO,
JABOMJIA TaKpOpUM Xapakar OusiaH o€KJIapuHu OupmMa-Oup O0CHO, OJIMHTA HOpaju.
Keitun epra yTupu0, Th3za Omian 10pud, rox YHT, roX 4am TU33aCHHU epra Terus3uo,
KYJMHU TUpPCAarujaH yuuiad KMpcuuiatiO, rox ypuO, TaKpop-Takpop YWHUH XapakaTu
OwnaH naBpa aiyaHagu. Mycuka aBxuga Oy Xxapakariap Te3namud, Y3UHU-Y3u ypa
oomutaiiin. To y3u vapuamaryHuua Oy XapakaTjiap TakpopiiaHaBepaau. Xyjuiac,
MKKH XaJIK paKC CaHbaTH YUFYHJIAITYBU Ty(daiiu stHTu OUp pakc QyHEra KeJiu.

by pakcuu ¢akar wurutiaap wkpo dTaau. bupuHUM KuCM OoNUIaHWIIHAA
“JIa3ru”HUHT KaAUMHA WHCOH sipanuiura OofiaHrad. Tupunum mykomura yxmad
KoTHO Kojaau. Pakkoc acTa-CeKkMH KyJulapura KOH KUPru3uO Tupuia Oouuiaiau.
JlekuH Kymmap KOTraH Xojjaa Jrwm0, XaMma pakc Xapakariapu M1y KOTraH,
srunaétrad  xohga Oaxapwiangu. OEkmap Xam KOTUO Mypakka0 Ba3usT TaHa

KYpUHUIINAA TapaalaHagu. bopa-Oopa pakcra TymaérraH pakkoC WXKPOYH
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Owiakiapura, enkajgapura Ooluiapura ypuO, MycHKara MOC paBullia, TeOpaHMma
ycinyOmap Ownad, Oupu-OMpMHHM TakpopjamMaraH XoJija, pakKC XapakaTiapw,
AJIEMEHTJIApUHU OEK pUTMIIapUra Mociaau. MycHka Te3naiiral caiiliH Xapakatriap
OMpUH-KeTUH Mypakkabiamub 6opaau. byHu gykyp Ky3aTu0 KapacaHTH3 Y3UHTH3Ta
MabIyM OWp MabHOHM aHTHakcu3. Onmua OeyadoB, Oekapop OynaraH, KOJUIICH3
makigary 0y pakc XapakaTjiapu, MyCHKa OXaHTWra MoC TapTHOJAmMod 4dupoilyiu
neMeHTyIap OwiaH Ky3HM KyBoHTHpagu. YyHku “Jlasru” KylH pakCHHU
XapakaTjlapuHd TOMOIIAa KWJIMO TypraH MyxJjucra Oy pakc Xyaau Y3u YitHao
Typranjai Tyronaau. Tomoma KunaéTran MHCOH Kallouaa TyFEH YHFOHAIH.

WNKkku XadKHUHT MaJaHUSITH Ba CaHbaTH apallalllyBU HATWXKACHAA XOPA3MIIUK
spoHuitiap ‘“UaHrak sa3rucu’ X03upru AaBpAa XuBaHuUHT OKmapOaH] KUIILIOFHA
AIIOBYM SPOHUMTIAPHUHT OailipaM, Tyil-ToMomanapuaa yitnanu0 kenuHMokaa. boka
naszrunapiad “YaHrak ja3ru’” HUHT (apKy, HKPOUM KOTMA XO0JIaTUTra KMPUIIU KEPAK.
Kynnap, oékiap koTraH JiekuH ViHAETraHwaa sTUiyBYaH OYiuO, MHCOH TaHACH
Oymamuob cexpyiu Oup pakcHu udoaanaiiin, THCOH pyXusiTUra 3aBK Oepaju.

V36exucron PecnyGmukacu Ipesunentununr 2020 iiun 4 depangarn “Paxc
CaHbBaTH coOXacuaa IOKOpU Majakaaud Kaapjap Taiépiam TU3UMHHH TyOlaH
TaKOMWUTAIITUPUILI Ba WIMHUH CaJOXUSATHU SHAJa PUBOXKIAHTUPUIIL YOpa-
tagoupnapu Tyrpucuna’tu  Kapopuma “YKUTHUITHUHT 3aMOHaBHM Ba WJIFOP
ycinyOnapujgaH KeHr (oiianaHuil, YKyBUWJIAp WKTUJIOPUHU Xap TOMOHJIama
PUBOKJIAHTUPHII; TabJIUM KapaéHUTa 3aMOHABHI TMEJarorMKk Ba WHHOBAI[MOH
TEXHOJIOTHSUIADHU, MaJIaHUAT Ba CaHbAT coxacuja wiM-(aH Oyinya SpUIIHITaH
WJIFOP IOTYKJIapHU TaTOuK STuIr’ ra [2] amoxuaa 3bTHOOp OepuraH.

by pakc wwmmap yrumu Ownan “Yaxrak Jlazrucu” neb y3 yciayOu Ouian
caHbarra kupuO® KenraH. By masru XajakJapHUHT SIKUHJIAIIYBH, Ypd-oaatiapw,
CaHbaTU Ba MaJaHUATHIAH maiigo Oynran. Xo3upru Bakrna ‘“Yanrak Jlasrucu”
XOPa3MIIMKJIAPHUHT TYPMYIIl IIAPOUTUTA MOCIAIUO, MabHABHM KaJapusTIapura

KOPHUIINO KEeTIIH.
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Xynoca ypHuoa wiyHu aumuui MyMKuHKuU, XopasmHuue 00U 6a Kyn Kuppaiu
mapuxu Kaoum 3amouiapoan 0yén Oyné axaunu Kuzukmupaou. by aghconasuii ropm
xaxuoaeu oacmaabku mavaymomaap ‘“Aeecmo” ounam oup xamopoa [lopo I Hume
bexucmyn ésysnapuoa xam yupaiiou.[20, 6] Hvnu, uncon momonuoan onoe kawug
KUTUHeAY, KUWUIUK HCAMUSIMUHUHE UOMUOOUL dcamoa my3ymu Oockuuuoa yuioy

PAKCHUHZC oacmaabku djlemMennuiapu rozaca Kejiean oetiuu MYMKUH.
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V3BEK IYINIINJIAPHHUHI JIOKAJI BA D THUK Y3UT'A XOCJIUTH
dunopom Mypotosa,

“IIapk ronmmy3n” Ba “3Be3ma BocToka” KypHAITIApUHUHAT MachyJl KOTHOU, SPKUH

W3JIaHyBYH

AHHOTAmUsl. DHI KaJUM 3aMOHJIapAaH Oonuiad MUUIMA Ba YMYMUHCOHUHN
3aMOH Ba MaKOHTa MOC paBHIIIa PUBOXKIaHUO 60opanu. VK winusnapu SHT KaJuMIu
TaMaJiIyHjIapra Oopu0 TakajnaauraH IYNOUAY3IAK XyHapu CaHbaT JJdapa)kacura
KyTapuiraH HO3MK coxa xucoOnaHanu. bapua 3aMonmapaa XaM TamaJayHHUHT
IOTYKJIApU MHCOH TaakKypUHUHT Maxcyyu Xxucobnanaau. MIHTeIeKTyan caloXusiTi
Ba XyHApMaHIYWINTHA PUBOKIIAHTAH MaMJIaKaTJIAPHUHT UKTUCOJIUNA MMKOHMSITH XaM
KeHTaiin6 GopaBepaqn. Y30eK AyNIUCH KaOW MM 6om  KumiMMIapia
MUJUTATIIAPHUHT Y3UTa XOCIUTH, MUJUIUNA pyXH Ba MIJUIMNA XapakTepu ypd-oaariapu
Ba aHbaHAJApU akc 3Taau. Maskyp Makojaaa ¥y30eK AYNIWIApUHUHT MaJdaHUN
TapuxH, JIOKAJl Ba ATHUK y3Ura XOC JKMXATIapu BWJIOATIAD KECUMHUAA TaIKHK

KWJINHagIu.

Kanut cy3nap: mananuii anbaHa, MUWUIMA UPTUXOP, MEPOC, CAaHbAT, KAJAPHUAT,

IOYIIINA, XyHap, STHUK Y3UTa XOCIIHK..

YHUKAJIBHOCTD JIOKAJIbHBIX U 9THUYECKUX OCOBEHHOCTEN
Y3BEKCKHUX TIOBETEEK

Junopom MypoToBa, OTBETCTBEHHBIN cekpeTaph xKypHaioB “lllapk ronmy3u’” u

“3Be3ma BocToka”, cBOOOIHBIN HCCIIEA0BATEND

AnHotaumusi. C apeBHeHIIMX BpeMEH HallMOHAJIbHAs U oOleyesoBedYecKas
KyJIbTypa pa3BUBaJIacCh B COOTBETCTBHM C DJIOXOM H MecToM. FcKyccTBO

U3TOTOBJICHHSI TIOOETEIKM, KOPHU KOTOPOTO YXOJIAT K APEBHEUIINM IIMBUIIN3ALIUAM,
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CUMTAETCSd YTOHUEHHOW 00JacCThiO, MOAHSBIICHCS 10 ypOBHS HCKyccTBa. Bo Bce
BpEMEHA JIOCTWKECHHMS IUBUIIM3AIMU OBbUTM PE3yJbTaTOM uellioBeueckoil mbiciu. I1o
Mepe pa3BUTHS HHTEIUICKTYaJIbHOTO TIOTEHIMAada W PEMECICHHOIO MacTepcTBa
PacCIIUPSIOTCS W DKOHOMHUYECKHE BO3MOXXHOCTH CTpaH. B TakuxX HalMOHAJIBHBIX
TOJIOBHBIX YyOopax, Kak y30eKkckas TrioOeTeiika, OTpaKaloTCid YHUKAIbHOCTD,
HallMOHAJIHBIN AyX W XapakTep Hapoja, ero oOblyau W Tpaauliud. B maHHOW cTaTbe
UCCIIEIyeTCsl KyJbTypHasi MCTOpUSl Y30E€KCKMX TIOOETeeK, HX JIOKaJbHbIE U

STHHYECKHE OCOOCHHOCTH Ha IMPpUMCPC pA3JINIHBIX PCTHOHOB.

KiawueBble cioBa: KYJIbTYpHad TpaduluAaA, HalWOHAJIbHAA TOpPAOCTD,

HacJlieJiue, UCKYCCTBO, [IEHHOCTh, TIOOETEKa, peMeciio, STHUYECKask YHUKAIbHOCTb.

LOCAL AND ETHNIC UNIQUENESS OF UZBEK DOPPI
Dilrorom Murotova,

executive secretary of the magazines “Sharq Yulduzi” and “Zvezda Vostoka”,

independent researcher

Abstract. Since ancient times, both national and universal culture have been
developing in accordance with the era and location. The craft of making skullcaps,
whose roots go back to the earliest civilizations, is considered a delicate field that has
risen to the level of art. In all ages, the achievements of civilization have been the
product of human thought. As the intellectual potential and craftsmanship of
countries develop, their economic opportunities also expand. In national headwear
such as the Uzbek skullcap, the uniqueness, national spirit, and character of the
people, as well as their customs and traditions, are reflected. This article examines the
cultural history of Uzbek skullcaps and investigates their local and ethnic features
across different regions.

Keywords: cultural tradition, national pride, heritage, art, value, doppi, craft,

ethnic uniqueness.
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Vunnun PeHeccanc moiineBopn spatwiaérran SHrH Y36eKHCTOHAA MIaxc Ba
MWUIATHAHT WYKHA CAJIOXMATHHM 03ara YWKAapUIa, YHUHI MWUIMH Y3JIMK
TyWFyCHUHM aHIVIalra SPUIIUIINAA MWUIMH KaapusTiap OEKUEC TabCup Kyuyura
sragup. Y30ek AynmunapM kaGu MUIUTHI KaapuaTiap ycu® KenaérraH Sl aBiof
pyxuaruga Baranra, wmwwuiatra wMmyxa00ar, Muiauil  Fypyp, OarpHKEHIIHK,
WHCOHMUNMK, xaétmaH Oaxpa onu0, 3aBKJIaHUO smam  Qas3uiaTiapuHu
[IAKJUTAHTHPAIU. 3epo, MMM nudociap “Uykonud keTraH Ba Keraétran 06e6axo
EATOPIIMKIIADUMU3HUHT XWIMA- XUJUINTUHU KAWTa THKJIANI Ba XaJIKUMU3HUHT HOIUP
MEpPOCHHHU JyHEra TaHWTUINTa Xu3MmaT Kuianu” [12, 7] xamma Muumid OOWIHMK Ba
MUJUTUN UPTUXOP CaHAIAIH.

“MabHaBuUAT AyFaTuAa Kaua >Tinmmya, “Muimi udgpTuxop — MuiaTra
X0C MOJIMI €KW MabHaBHH IOTYK, MyBad(dakusaT OwiaH (axpiaHull TyHUFyCHHHU
udonanaiiiurad TymyH4a. Y HHCOH MabHAaBUM KaMOJOTMHUHI KUppajapHiaH
OoupuHu Hamo€H 3tamu.”’[7, 403].

V36ex XankuHMHT GO 9CTETMK JyHEKAPALIMHMHI OEKMEC HaMyHacH,
MabHAaBUM paM3uil Oenrunap, KaApusTiap acocuaa, MWUIMA HPTUXOpPHH Y3uaa
My»KaccaM 3TraH — y30eK IYIINUIapy BIIIOATIAp KeCUMU/IA Kyluaaruia Ypranuiiu:

JIynnuiiap makiaura Kypa acocaH TYFpU TYpTOypYak Ba JyMalOK KYpHUHMILIA
Oynanu. JynnuHUHT MaTocu, Tal€pnaHuml ycynu, Oe3ak yciayoura kapab Oup-
oupngaH (apkiaHagd. Y36EeKHCTOHAA Xap OMp BHIOATH EKH XyLyIIApHUHT Y3Ura
X0C panr-Oapanr nynmuiapu spatwirad. Cypxon, [llaxpucaG3 gynmuiapuHuHT
KalTa paHrjapu €EpKWH, BOAWMK AYNNUIAPUHUHI KYPUHUIIM cuno, byxopo,
Camapkanj Iynnuiapy TUIa Ba KyMyIll KaOu suitupal, Ky3HU KaMallTUPUO TypHILN

28



CY3 CAHBATHU XAJIKAPO )KYPHAJIM | MEXKIYHAPOIHBIN )KYPHAJI
HNCKYCCTBO CJIOBA | INTERNATIONAL JOURNAL OF WORD ART N Ayl

Oownan dapxinaHaau. Xap BUIOAT AYyNOuiaapu y30€K KallTauyuIurd aHbaHaJapUHUHT
¥y3ura Xoc CaHbAaTMHM HAMOEH H3THO, Iy XyAyJJa HCTUKOMAT KWJIYBYM KaJuM
aXOJUHUHT ICTETHK MyHEKApaIIMHU, KaJOuIaru cCupy apMOHJap/aH cy3iald Typaau
ryé.

Jymanok maxigara aynmnuiap.

TYyprOypuak makigara Jymmnuiap.

AHIMKOH TyNIUIAPU
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AHIWXKOHJIa KU3JIap KUUHUIUTa MYJDKaJIaHTaH “oknap” aynnuiapHUHT (GOHU
acoCaH OK paHrja, Kaiita HyCXaCMHUHT “4oprysl” KOMIO3UIHUACH KYJUIaHUINO, Terna
KHCMHU 3UT-3aK WY OpKaJK TYPT TapKKa axpaTwinb TanépnaHaau. Xap Oup Tapkka
Oup XuJ ryaFyHYalIap >KOMIAITUPUIaIM Ba O0ab3aH Tyiiap opacura €3ysiap OuiiaH
Oe3ak Oeputay.

Opkaknap AYNINUCUHUHT Tela KUCMUra COJIMHIAH TYpPT JI0HA 0OJOM TacBUpPH
KUYUKPOK XaXMJa, KA3aKjIapuaa >KOMIalral spuM ol MIaKJUTApUHUHT OallaH JTUTU
oup xwi1 OViamai, Jokjap wuura Tymama (KOFo3, WI Ba X.K. KaOW) KyWuimaciaH,
TYIUK TaOUUN TYIAMPUO TUKUIUIIKA OWiiaH (apkiaHagu. AHIUKOH JYTIIMUIAPUHUHT
“ceTopa” Ba “MHXKMK~ HycXaJlapyl YOKJIAQpUHMHI yTa Maiina Ba Haduciauru Ouiad
XapakTepyiaHuO, Oomka IYNNUY3IHK MakTtaGjmapuaaH QapkiaHaad. Xo3uprada
CaKJIaHWO, sHaJla callkalaHuO KenaéTraH “aHarmKoH”, “ceTopa’, “UHKUK’, “KaJIuH”,
“maxpuxoH”, “naxtao0ox”’ KaOM HyCXaJapHH XaJK CeBHO OOIIMIaH TylIHpMan
KEJIMOK/1A.

Bbyxopo aynnuiaapu

byxopona KaauMmaaH »pKakiap AYNNHUCH — KyJOXJap KEHI HUCTEebMOJAa
oynran. Kypunuium typt TOMOHIM, OanmaHj, ryM0a3 IIakinia, Kamra OHU acocaH
OK umak OuiaH, 0ab3aH Tema Ba Kuzarura apad €3yBiapu TUKWINO Oe3aTuiras.
bynpaii O6om kuiuMiap KyJ KalITACMHUHT “‘Taray3u” ycyiuaa, “UpoKu” YOKHIA
UIaK UIiap OusiaH TUKUO Tal€pliaHraH.

Byxopo kamTauuiMK MakTaOura Xoc IYNIUIAPHUHT SHT MalIXypu — 3apay3u
aynmunapanp. Kamrauyunnk MebpOCHMHMHT JypJoHa TypiapujaH Oupu Oyirax
3apay37MK CaHbaTU OyXOpOJMK XyHapMaHI-4eBap ycTajap TOMOHHUIAH MyKamMmal
XOJIa CaKJIaHHO KeJMHraH. Y3HMra XOC cepMa3MyH KallTa HaKIUIAph, FOST Haduc
TEXHUK ycnyOnapu y30K JAaBpjiap MoOailHMAa callKajl TONraH paHr-OapaHr Kaiirta
YOKJIapU 111y CAHBATHUHI TAPUXUN PUBOXIAHMII >Kapa€HHU]IAa MyXUM axaMmHsT KacO
ATaaM.

XOTUH-KU3JIap KUNUILINATA MYJDKaJUIaHTaH IYIIITAIIAP acocaH
KallTaay3IUKHUHT “3apAy3u-Tynay3n’, “3apAy3u-3aMUHITY3H” yCyJnaa
tanépnananu. Acocura ok OY3, capuK caTHH KaOW maxTa ToJacHJaH TalépiaHTaH
MaToJIap Xam/aa TypJiv paHrjaara 0axmai UIIaTHIalu.

3apay3 [¢. — 3ap TukyBuu| 1 Kuitumra 3apaan ryJji, HaKI THKYBYH, YeBap.
2 3apaan ThkuiIrad oyrom.[13, 137]

Kamkaxapé nynnuiaapu

[[Taxpuca63 Ba Kwuto0 TymaHmapujga >xyaa KaauMIaH “UpoKd” Hycxa
aynnunap Tanépnanu® kenmuHrad. [[ynmumap y3ura xoc Ta€piaHUII TEXHUKACHUTa
sra OYnuO, SAPUMKOHYCCHMMOH IIIAKJI/Ia, KU3arHHUHT YEeTHTa MaxCyC JKUSK THUKHO
O0e3zak Oepunaau. bynmait aynmmunmapam I[llaxpuca63 Ba Kurtobma “kanmox”,
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Tomkentna sca “rumamaynnu’” ne6 araawiap. Jynmunap kanBa, “0ypoHO0M” 1e0
HOMJIAHTaH TYp €ku OY3 marora “raray3m’”’ ycynuaa “Upoku’’ KYJ YOKH7A WIaK Ba
naxTa urJiap OujiaH Kaura TUKUAJIaIH.

Kamkanapéna “upoxku” AynnuiapAad TallKapu “TUITaay3n” €kd “Tynaupma’
71e0 HOMJIaHTaH IYNIUIap XaM KeHr ucrebmoiaa oyiran. [(ynnunapuu taiépnama
“muntany3u’ ycyiaM KYJUIaHWIHMO, MEJITajapra acocaH KOFOo3 WIuiatwirad. Jlymmm
nuaTajgapu Oyiiad Kyn KalliTa YOKMHUHT “TeKHC” Ba “WIMOK~ ycyJulapuaa paHr-
OapaHr uNak Ba MaxTa WIUIap OWjaH KalTa TUKWITaH. YNnuiapHUHT KYpUHUIIH
JTyMaJlOK, Termacu KOHYCCHUMOH, sicCH OYnuO, KM3arMHUHT 4YeTura “iiypma” ycynauaa
Tal€piaHraH Maxcyc >KMUsKIap Kajnanrad. JYnmu >KusruHUHT OupialiraH >Kouura
PaHIJIM UIAKJaH Tal€piiaHraH MomyK Kajaad Oe3aTHiiraH.

Kopakajanox aynnuiaapu

Kopakanmoxk aymmunmapu acocaH rym0a3cMMOH MIakijga OYyiub, Tema KUCMHU
TYpT OYynakna, Maija KaBUKJIAp OpKaJIXM OWpiamTupuiaud taiépranaau. Jynmumap
acTapura InaxTa TOJIACHJAH TalEpilaHraH MaTo enumiIaHaau. Kwuzarura Kusk
TUKWIMO, WMAaK WIUIapAaH TaW€piaHraH mnomyk Kanabd oOesatwianu. Ilomykiap
SpKaKJIap AYNIHECHTa GUp IOHA, KH3/Iap AYIIHCHTa 6Up Heda JT0HA KaJanamd. Y CMHp
WUTUT-KU3JIap acocaH KYK, SIIMJI PaHIIM JayXxo0anaH Tal€pilaHraH IyNnuiIapHU
KUiuIica, kekca yoyuiap, € oosnanap 3ca Kopakajinok MUUIHI KalllTACHHUHT Maija,
HO3MK y3Ura XOC HalIKJIap KOMIIO3ULMSCUHM TAIIKWUI ATYBYM XamJla KaHBACHU3
paHTIIM, SPUM HPOKU KalllTa yCynujaa Tal€piiaHraH IYNIWIApHU SIXIIA KYpuo
KHUUHUIIIAIH.

Kopakannok aynnuiapy acocaH MaxaJUIMM JAacTroxJjiapia TYKWIraH maTtosap
xamaa (pabpuka MaronapuaaH Taiépiananu. byHnait nynmnunap “Tokuma Taks» EKu
nyxobanaH Tai€piaHraHu ‘“‘Maknan Taks® 1e0 roputuiaad. PomMOcMMOH Xamjaa
“kyuKopmoxu” ne0 aTalyBUM KalTa HaKUUIApyW TUKWITaH AYONWiIap 3ca “ko30a
Taks”’ 1e0 aTtanaigu.

Hamanran aynnujiapu

Hamanranga XIX acpausr 6onuiapura keianb acocan “Uyct” aynnuinapu yaym
Oynau. byHnmail AYNnuiapHUHT MIAKIA TYpTOypyak, Tenacu TYpPT TOMOHJIH,
y4OypuaKCUMOH KaTJlaHAJuraH, $CCH, TEXHUKACH “NUATaaAy3u”’, KOro3 OuiaH
nuntananrad. Kamra acocan ok umnak OujiaH THUKWIWO, TyJFyHYanapu “Ky3”iapura
ryjao0u, capuk, TYK KU3WI, TYK SIIWI, CUEX paHriap TaHjgaHaau. Kuuuk €mparu
OoJalapHUHT AYIIHIApUra KYIpoK paHriid UIakjap WIUIaTUIaIu.

31



CV3 CAHBATU XAJIKAPO )KYPHAJIU | MEXKJTYHAPOHBIN )KYPHAJI
HNCKYCCTBO CJIOBA | INTERNATIONAL JOURNAL OF WORD ART N Ayl

“Uycr” aynnuiapu TYPT Kapkid OYnu0, kapk 4yusukiapu OYpTud Typaau.
ABpacura Kopa, TYK KYK XaMmJla MOIIpaHI CaTWH (Jlac) maTojiap MuuiaTuiaau. Tema
KUCMHHUHT Xap Oup Kapkura Oup JOoHa KaTaMIIUup HyCXacu TUKUIAIH.

XO03Upru KyHraya OyNNUAy3 4YeBapiaap TOMOHHMAAH “‘4ycT” IYNIUIAPUHHUHT
KYIu1a0 SHTH HycXallapu SpaTHiInO, siHajua caiikaia TonmMokaa. YycT aynmuiapu Xxam
V3 spaTyBUYMIApUHHUHI UM, MEXPH Ba MaxopaTH HaTW)KACHJA XaKUKUA caHbatr
napaxkacura erraH. JlynnwiapHuHr “3upa” HYCXacMHU aHJMKOHJIMKIAP CEBUO
KUMHIIICA, HAMAHTAHJIUKIAP KYNpPOK “WUHXHUK~® €0 HOM OJITaH IYNIWIAPHU SIXIIU
kypagunap. Yyct nynnunapuau Hadakat PecrybnukaMu3HUHT Oapya BUIIOSTIApUIA
Oanku KymHM ToxkukuctoH, KoszoructoH, TypkMaHuctoH, AQFOHUCTOH KaOu
JaBiatiapaa XaMm ceBUO KUHUIIaIN.

Camapkana Aynnuiapu

Camapkanjaga KypUHUIIN TYpTOypUaK, Temacu OanaHi, TyMOa3CMMOH, Ku3aru
KEHI, KA3arMHUHI YETUTra SHJIM TYK PAHTIM MaTOJaH KUK KaJaliraH IYIIuJap
ApKaKIap opacuja KeHr Tapkairad. by kabu nynmuiap Kopa caTWH, MIaK Marora
Tela Ba KU3arura KynuH4a Ky KalllTa YOKWHUHT “KynTupMa’” yCyiuaa Kara TUKUO,
taiiépnanrad. Kamramap acocan paHriu wunak wimiap OwiaH TUKWIKMO, Temna
KHUCMUHUHT TYPT Tapadu Ba KU3arura OUp Xuj MyTaHOCUO HaKII — I'yJl TAaHJIAHTaH.

Camapkanjnna ypryt JIyOonuiapd Xap JaBpaa y3ura Xoc Haduciauru,
MyKaMMaJIJTUTH OujlaH axamusiT kacO stagu. KypuHUIIM Tymanok, Kuzaru OanaHn
OyHaail aynnunap “mUATaay3u’”’ TEXHUKAcHJa Kopa CaTHMHAAH Tah€pianuO, ‘“KaHna
xaén”, “ihypma” KyJI 4OKU]Ia PAHTJIM UTAK KU MaxTa UIuiap OujlaH KaliTa TUKUAJIAIH.
Kuzarura nmonyk kaganu0 Oe3atunaau. Jymmu kamracu ydyyH Tyl Ba T€OMETPHUK
HaKITap TaHJAaHagM. LB Gonamap ydyH MYIDKalIaHTaH XyAaad — IIyH7aai
OYNNWIAPHUHT TYJUIapU Opacura sUITUPOK MeTayl ‘“‘Oaprak’iap Ba MYHYOKJap
KY1muo Oe3aTuiiaiy.

Cypxonaapé gynnujiapu

CypxoHmapé aynnmuay3auk MakTaOuja MWUIMNA KallTadyuiIuK aMayinil Oe3ak
CaHbATUHUHT Y3HUra X0C K03U0a10p XaIK4MJI ycayOnapy cakjaHuO KOJMHTaH. Yoy
yCcyJlap/ia KamrTa THKAO TalépiiaHaguraH CypXOH AYIIWJIAPUHH XallK CEeBHO,
OomuaaH TymupMmail Keiamokaa. AWHHWKca, OOWCYH, mamrHo007 Aymmuiapra pasm
coJlap 9KaHCHU3, ylapJard MyKaMMall paHr-OapaHr Hakuuiap >KMJIOCHTa Kapal Xalk
KJIOMHUHT KYIIKUHIUTH, Ta0UaTra SKWH, XaMHadac dKaHJIUTUHUA XUC KUJIacu3.

“Tynmupma”, “mynak4a”, “raHraga” ¢&€ku “Jonaryn”’ Ae0  aTaldyBuH
OYIIWIADHU HUTUTIAp Ba JdpKakjlap Kusauiap. byHman aynmuiap acocaH mnaTiv
OaxmManaH Taiépraanraniuru cadbab, “natmay3u’” 1ed Xxam HOM OJIraH.

XOTUH-KM3JIAp KUWWIUTA MYJDKaJUIaHTaH “MyHYOK® &€ku ‘“‘mabaHok” aeb
HOMJIAaHYBYHM AYTINUJIAp 3Ca MIAKJIaH AyMaJOK, yjaapra mMaiia MyHUOKJIap TU3UO Tyl
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TUKUO Tanépnanaau. JYInuIapuHUHT Ku3arura “uypmanys3u’” ycyiauaa Taéplianran
KUK Kanab OeszaTwianu. Dpkak Ba aémiap IYNNWIAPUHUHT — KUSKIApU Ty
Hycxajapura kKapad ¢apkiaHaau. Jynnura Kusk TUKUO OYIMHTrad, >KUSKHUHT
TyTalllTaH )KOWWUTa TypJii paHTAard WIaKJIapAaH TomyK4ya Kaaal Oe3aTuiaam.

TowmkeHT aynnujiapu

TomkeHTna 3pKaKIap KUWHIIUTIa MyJDKAJUIAHTaH AYTIIWIAp aCOCaH KYK, Kopa,
TYK AW Ba TyHaduia Takup AyxoOaJaH KapKiu, Temacu Yy4yOypyaKCHUMOH
TaxJaHaJWraH Xamza Kap>KCH3, TEnacu AyMaJoK Aynnuiap Tau€plianaiu.

XIX acp ypramapura kenu0, Ku3iaap KuhuIWra myipkamaanraH “bamopar”
OYINUA ApaTwiad. byHpal nynnunap TYpPT KapKu, KA3akjlapura paHrid UINaK Wil
OWIaH KallTa THKWINO, CUAMpFa 1yxo0ajaH TaiépaaHaian.

Xyanu myHAad KyK €Ky TYK OMHAa(IIa paHrid Takup ayxodara JYTNIAHUHT
TYPT Kap>kKH Ba KM3arura MYHYOK OWJIaH I'yJdl TUKHIMO, Tysuiap (hoHUra OK KAJIMHPOK
KOFO3 KYWHO TaW€piiaHraH IYNmuiap Xam KyJda Hauc KYpUHHINTa 3ra SKaHIUTU
Owtan axxpayud Typaju.

1940 #wnapaan 6onwtad 3ca Ku3jiap YYyH MYIDKajUIaHTaH ‘‘UpOKHHYycCXa’
nynnuinap Taiépnana Oomuanrad. TomkeHT “upoku” aynmuiapu Illaxpucad3 Ba
Kuto6 “wupoxu” aynnunapnan dapkiau Yiaapok, Kuzjlap KUWUIIWTAa MYJDKaIIaHuoO,
TEIACH SICCH, TYPT Kap KJIM KypUHUIITA 3ra.

daproHa qynnuiaapu

@aproHa IYyNNUYWIMTHAA “UyCcT AYNNWIAPUAAH KEWHH, yjapra yXmarMma
KWINO MapFWJIOH AYINUJIApU SpaTuiaau. JVOOUHUHT Tema KUCMU TYPT Kapikra
aXpartunub, Xap Kapkura Oup J0HA KaJamMIup HycXa THUKWIMO, acocaH Kopa
paHrjard CaTWH Ba WMIAK MaTojapAaH TauépnaHaau. MapfuiioH AyNNUJIapUHUHT
KaJIaMIIUp HYCXacW 4yCT AYNIMUCUHMKWATA HUCOATaH MHTMYKAPOK Ba KallTa TUKUII
ycynu Owian ¢gapk Kwiaau. JYnnuiapHUHT TyJulapyd OK WIIaK OuiaH TUKWIMO, Tyl
Haknuiapu OYyptud Typaau. byHjaal KYpUHUIIHU XOCUJ KUJHUII YYyH HAKII YU3UFU
Oyi1ad 4OK OCTHIAH MYFOHPOK XOM HMMak “Tymama’ Tymanub tukuiaaau. Hamra
YUIaMIIA KOFO3 €KUM MaTOAaH WHTHYKA TacMa KUPKUJINO, TacMa KalTa HaKIIA OCTUTa
xounanaau. J[ynmunap “nwnrany3n’ ycynuaa TaiépiaaHu0d, Ku3arura Kopa rnaxra Ba
WIaK UMAaH Tak€plianraH “gaaMa’ KUSKIap TUKUIAIM.

Opkakiap, €m Ooyiamap Ba XOTUH-KU3JAp KUHUIIMIa MYJDKalJIaHTaH KYKOH
aynnuiaapu xaMm y3ura Xoc Tau€pianuim ycynau Owian axpanub® typamu. Kykon
OYTIIUIapUra acocal Kopa Ba SIIWJ paHI1aru CaTMH Mato uiatuiaan. KnzaruHuHar
YETUra KOpa paHrjv UMnak €KW MaxTa UMAaH Tau€piiaHraH “‘yanMa’ KUK KaaallaJd.
JAynnunap “nuntaay3u’ ycynuaa TalpiaHuO, Temacu yHYaluK OanaHpi Oynmaran
TYPT TOMOHJIM, KYJI KallTa YOKUHUHT “XOMIY3u~, “4rHAa Xa€n’, “UiaMoK’ TypJiapu
KyJanunaau. Jynnuiapra “dopryn”’ KOMMOO3ULMSCHAA, KallTa HyCXaJapUHUHT
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“Kamamnup”’, “0omoM” Typiapu TukWianud. Kuzarura temacura skoiiamiraH Karira
HyCXacura XaMOXaHT paBHIIIa “Mexpo0”’, “apka” €ku callkaJlJlaHTaH Tyl Oapriapu
TaHJIAHAIH.

Xopa3M aynnujaapu

XopazMaa aynmuiapHu “Taks’, “Toku”, “reiixa” me0 ataimmmap. Xopasm
ycinyOuia TanépnaHaaurad JYNOUIAPHUHT Termacu sccu O0ynuO, nyxoOa, miolu Ba
3apbod MaronapmaH TaképiaHagud. Xopa3M AYNIWIAPUHUHT ‘3apTaks’, “Ko3Mma
Taks’, “mamakiayd Taks €KW “TIoNyKiIu”, “MOHATIM Taks’, SbHU ‘‘TaHTAIM KalOu
HOMJIap OwjaH Mamxyp OyiaraH Typjapy MapxKyZd. YJApHUHT IIAKIW acCOCOH
IyMalioK, Oab3uiapura KOFO3 KM TMaxTajaH mnuiaTtanad Taiépnanran Oyrica,
Oab3uiapura KajauH KOFO3 Tylmiama KyiuoO Taiépmanrad. ynmunap acocaH yeTnaH
KeaTupuiaauran “dapanru”, “napya” xkaOu razMmosuiapaaH Ta€pianraH. Acrapura
MaxXaJUIMM MaxTa Maro HIuIaTwirad. Kuzarura vunakaaH Tal€piiaHTaH daima KUK
TyTwirad. JKUSKHUHT OupJlalran >koiiura monyk kKanad Oesarwirad. [lomykmap
KUSKHUHT SHUTA, TYNMWIAPHUHT XWINTa Kapad y3yH Ba KaiTa KWJIMO KaaaJjras.
Xopa3M Taksulapu OOIIKAa BWIOSTIAPHUHT AYONWJIApJaH Tau€pliaHuIl  YCyJH
KUXaTHIaH axpanu0d Ttypaau. [Aynmuwinap Typiau 3aprapiidk TaKWHYOK, Oe3ak
Oyromiapu, Typau Tabumii 3ympana, €kyt, (epysa, akuk, mMapBapuj KaOu ToIlLIap
Kanab Oesatwianu. Hakuuiap Owian unuioB Oepuirad Haduc MaHTrJIalIu3ruiap,
TyMOp Yy4yyH fujiodp Ba OomKa Xuji 3aprapjuk Oe3ak Oyromiapu — mryjiap
xymnacuganaup. Tapuxuit ManGanap Xopa3Mm TelXaJapUHUHT XKyAa KaguMuid 0ol
KUWHUM DKAHJIUTUHU KypCaTaIH.

Xyrnoca ypHUIA MIYHHA aHTHIT MyMKHAHKH, Y30EKMCTOHHHHT Xap GUp BHIIOATH,
XYLy IJApUHUHT ¥3 TYTTUIapu MaBXKy/. YIJIapHUHT Kail OMpUHM KYJITa oJiap YKaHCHU3,
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Xap Oup aynmu ¥3 spaTyBYUCHHHUHT HadocaT OJaMUHH, KATOUIArd XUC TyWFyJTapHHA
cy3nab Typrasjek oyiaau.
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Musiganing ifoda vositalari asosida musiqiy gobiliyatni rivojlantirishning shart
— sharoitlari
Axmedov Sharifjon Mamirdjanovich, Andijon Davlat Universiteti Pedagogika va
San’atshunoslik fakulteti, musiqiy ta’lim kafedrasi dotsenti.
Tel: 97 831-22 44, el pochta: sharif. muzic73@mail.ru

Annotatsiya: Ushbu magola musiqiy qobiliyatni rivojlantirishning shart —
sharoitlari gator xususiyatlari xaqida.Bolalarning musiqga ijrochiligi malakalarini
rivojlantirishdagi eng muhim shartlardan biri — ularning musiqgiy gobiliyatlarini
shakllantirishdir. Chunki, musiqgiy gobiliyatlar — musiqgani ritmik his gilish, ladni his
qgilish, musigiy eshitish, musiqgiy xotira, musigaga emogional ta’sirchanlik bolalarda
ijrochilik malakalarini rivojlantirish omili hisoblanadi.

Kalit so‘zlar: qobiliyat, layogat, sensor, musigiy sensor asosiy musiqiy
gobiliyat,musigaga emosional javob, musiqgiy eshitish, balandlik ,tembr,dinamika,
davomiylik.

YcioBusi pa3BUTHS MY3BIKAJbHBIX CIIOCOOHOCTEN HA OCHOBE MY3bIKAJIbHBIX
CpP€ACTB BBIPA3UTECJIbHOCTH
Axwmenos Hlapudxon MamupxaHOBUY, JOLEHT Kadeapbl My3bIKalbHOTO
oOpa3oBaHus (paKyyibTeTa MEJArOTUKH U UCKYCCTBOBEICHMSI AHIMKaHCKOTO
rocyagapCTBCHHOI'O YHUBCPCUTCTA
AHHOTAauMsA: B gaHHON cTaThe peub HIET O XapaKTEPUCTHKE YCIOBHM pPa3BUTHS
MY3bIKQJIbHBIX ~ CIIOCOOHOCTEH.OMHUM M3  BOXHEHIIMX  YCIOBUWA  Pa3BUTHS
MY3bIKaJIbHO-UCTIOJTHUTEIBCKUX CIOCOOHOCTEN aeTel siBisierca (POPMHUPOBAHUE UX
MY3bIKQJILHBIX CITOCOOHOCTEH. Beap My3bIKalbHBIE CIHOCOOHOCTH - PUTMHYECKOE
BOCIIPUATUC MY3bBIKH, YyYBCTBO TOHA, MYBLIKaHBHBIﬁ CJIyX, MY3bIKAJIbHAas I1aMATb,
OMOIIMOHAJIbHAsA YYBCTBUTCIBHOCTb K MY3LIKC SABJIAIOTCA Q)aKTOpaMI/I pa3BUTHUA

WCITOJTHUTEIIbCKUX CIIOCOOHOCTEH y MeTel.
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KiroueBble cj10Ba: criocoOHOCTb, CEHCOp, MY3bIKaJbHBII CeHcop, 0azoBas
My3bIKaJIbHasd CIIOCOOHOCTh, SMOIMOHAJIbHAS PEAKIUsl HAa MY3bIKY, MY3bIKaJIbHBIH

CJIyX, BbBICOTA 3BYKa, TCM6p, AUHaMHKa, IIPCCMCTBCHHOCTD.

Conditions for developing musical abilities based on musical means of
expression
Akhmedov Sharifjon Mamirdjanovich, Associate Professor, Department of Music
Education, Faculty of Pedagogy and Art Studies, Andijan State University
Annotation: This article is about the characteristics of the conditions for the
development of musical ability. One of the most important conditions for the
development of children's musical performance skills is the formation of their
musical abilities. Because musical abilities - rhythmic perception of music, sense of
tone, musical hearing, musical memory, emotional sensitivity to music are the factors
of development of performance skills in children.
Key words: ability, ability, sensor, musical sensor, basic musical ability,

emotional response to music, musical hearing, pitch, timbre, dynamics, duration.

Qobiliyat — ma’lum bir turdagi faoliyatni muvaffagiyatli amalga oshirishning
subyektiv sharti bo’lib hisoblanuvchi shaxsning individual xususiyatidir. Qobiliyat —
faoliyat jarayonida namoyon bo’ladi. Psixologiyaning ko’rsatishicha, inson bolasi
tayyor qobiliyat bilan emas, balki biron — bir gobiliyatning ro’yobga chigish va
rivojlanish manbayi layogat bilan tug’iladi. Layoqat o’z holicha rivojlana olmaydi,
uning rivojlanishi uchun qulay muhit kerak. Bola musigaga layoqat bilan tug’ilishi
mumkin, lekin uning musigiy xususiyatlari shakllanishi uchun qulay mubhit
yaratilmasa, musigaga bo’lgan layoqati rivojlanmay goladi. Insonning shaxs sifatida
shakllanishida yetakchi omillardan biri muhitdir. Muhit deganda, kishiga ta’sir
etadigan tashqi vogyealar yig’indisi tushuniladi. Muhit o’z navbatida — tabiiy muhit,

ijtimoiy mubhit, oila muhiti va boshgalarga bo’linadi.
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Insondagi musigiy qobiliyatning rivojlanishi va shakllanishi uchun ijtimoiy va
oila muhiti muhimdir. Inson bolasi, agar insoniy muhitga tushmay, hayvonlar
mubhitiga tushib golsa, unda irsiy belgilarning ayrim biologik ko’rinishlari saglanadi,
lekin insoniy fikr, faoliyat, xatti — harakat shakllanmaydi. Odob, axloq, fe’l — atvor —
shaxsning barcha ruhiy sifatlari fagat muhit va tarbiyaning o’zaro ta’siri asosida
vujudga keladi.

Bolalarning musiga ijrochiligi malakalarini rivojlantirishdagi eng muhim
shartlardan biri — ularning musigiy qobiliyatlarini shakllantirishdir. Chunki, musiqgiy
gobiliyatlar — musigani ritmik his qilish, ladni his gilish, musiqgiy eshitish, musigiy
xotira, musigaga emogional ta’sirchanlik bolalarda ijrochilik malakalarini
rivojlantirish omili hisoblanadi.

Pedagog N.V.Vetlugina «... musigiy kechinmalar aslini olganda, doimo sensor
gobiliyatga asoslanadi, chunki musiga eng oddiy ohanglar, murakkab obrazlar va eng
avvalo hissiyotlar orqali idrok etiladi va musigiy qobiliyat rivojlanadi» — deb
ta’kidlagan. Qobiliyatning eng yuqori darajasi — talantdir. Talant — insonga qgaysidir
murakkab faoliyatni muvaffaqgiyatli, mustagil va o’ziga xos ravishda amalga oshirish
imkoni qobiliyatidir. Shu o’rinda bir narsani aytish kerak, musiqgiy gobiliyati bo’lgan
barcha insonlarning avlodlari ham musiqgiy qobiliyatga ega bo’ladi, degan fikrga
qo’shilmaymiz. Ularning bolalarida musigaga layogat bo’lishi mumkin, lekin shu
layogat rivojlantirilmasa, layogat gobiliyatga aylanmay, ya’ni shakllanmay goladi.
Zero, musiga yosh avlodning ma’naviy, badily — axlogiy madaniyatini
shakllantirishga, milliy g’ururi va vatanparvarlik tarbiyasini amalga oshirishga, fikr
doirasini kengaytirishga, ijodiy mahorati va badiiy didi o’sishiga, mustaqilligi va
tashabbuskorligini tarbiyalashga xizmat giladi.

Respublikamizdagi har bir maktabgacha tarbiya muassasalarida va bolalar
musiga va san’at maktablarida hozirgi kunda musiqgiy estetik tarbiyaga
pedagogikaning shaxsni shakllantiruvchi eng muhim omili sifatida garalmoqgda.
Qobiliyat — ko’nikma, malaka va bilim emas, balki ularni o’zlashtirish dinamikasidir.

Qobiliyatlar — faoliyat davomida namoyon bo’ladigan imkoniyatdir. Musiqgiy
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gobiliyat fagat musiga amaliyoti, musiga san’atiga X0S bo’lgan musigiy material,
maxsus usullar orgaligina rivojlantirilishi mumkin. Fagat musigagina insonning
musiqiy hislarini uyg’otadi.

Musigiy ta’lim olmagan kishilarda, musigiy qobiliyat bo’lmaydi. Chunki ular
musiqgiy bilimlarni o’zlashtirmaganlar. Nazariya va amaliyotga asoslangan holda
shuni aytish joizki, musigiy qobiliyatlar va ularni rivojlantirish muammosi
pedagogika va psixologiyaning dolzarb muammolaridan biridir. Bu qobiliyatlarni
rivojlantirish ijtimoiy mubhit, tabiatdan berilgan iste’dod, iqgtidor, shaxsning iroda
kuchi, faolligi, jismoniy va agliy jarayonlarga ham bog’ligdir. Demak, bolalarda
musiqiy gobiliyatlar erta namoyon bo’lishi, shuningdek ularning qgobiliyatlari ta’lim —
tarbiya va atrof — muhit ta’siri ostida shakllanishini hisobga olgan holda biz quyidagi
xulosaga keldik. Uzluksiz ta’lim tizimidagi musiqa mashg’ulotlarida ijrochilik
malakalarini rivojlantirishda musiqgiy qobiliyatlar muhim omil bo’lib xizmat qilar
ekan. Har bir musiga rahbari xar bir musiga mashg’ulotini gizigarli va bolalar
xotirasida uzoq saglanishi uchun ko’rgazmalardan unumli Musiganing yetakchi
komponentlari:

Musiqiy sensor gobiliyatlar

Asosiy musigiy gobiliyatlar

Musigaga emosional javob

Musiqiy eshitish

Balandlik

Tembr

Dinamika

Davomiylik

Mashg’ulotni tashkillashda musiga rahbari quyidagilarni yoddan chigarmasligi
kerak:

mashg’ulot bayoni, yangi qo’shiq, rags xarakatlari, foydalaniladigan cholg’u
asboblari uchun tayyorlangan ko’rgazmalar;

gismlarni bir-biriga uzviy bog’lay olish;
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bolalarni gizigtirish uchun ularning yosh xususiyatlarini e’tiborga oligan xolda

sodda va past ohangda mulogatda bo’lish;

texnika vositalaridan foydalana olish;

topishmoglar va boshqotirmalar yordamida bolalar bilim va ko’nikmalarini
mustahkamlab borish;

ovoz sozlash mashglarida musigali zinacha ko’rgazmali qurollardan, targatma
rasmlardan foydalanish.

Musiqgali xarakatli va obrazli o’yinlarni o’rgatilganda shu o’yinga mos
atributlarni tayyorlab fikrlashga o’rgatish, sahnalashtirilgan jarayonda bolalarni
mustaqil xarakat gilishlariga imkon yaratadi va katta o’rin egallaydi. Yuqorida
ko’rsatilgan tavsiyalar mashg’ulot jarayonida o’z samarasini beradi. Bolalarning
musiqga tafakkurini rivojlantiradi. Idroki va hissiyotini tarbiyalaydi.

Musiga mashg’ulotlarida bolaning — sensor qobiliyatlar tovushning balandligi,
tembri, kuchi — hissi, musigaviy eshitish; ritm tushunchasi; mahsuldor faoliyatning
qobiliyati; ijodiy ijro mahorati rivojlanadi. Ularni to’laroq ko’rib chigamiz:

1. Musigaviylik musigaviy faoliyatni muvaffagiyatli bajarish uchun kerak
bo’ladigan sifat komplekslaridan tashkil topadi, uning barcha elementlari ularning
struktura munosabatlarida ko’rinadi.

2. Barcha qobiliyatlar emogional va eshitish komponentlarining sintezligi bilan
xarakterlanadi. Musiqgaviy faoliyat barcha turlari emogional rang — baranglik bilan
xarakterlanadi.

3. Emosional eshitish komponentlari bazasida birgalikda ikkita asosiy
musiqgaviy qobiliyat yotadi: gayg’urish qobiliyati, fikrlash, tasavvur qgilish va baland
munosabatlarni eslash, qayg’urish qobiliyati fargni ajratish, musigaviy ritmni
tasavvur gilish va eslash. Bu ikki asosiy musigaviy gqobiliyat istalgan musigaviy
faoliyatni bajarish paytida doimo kerak bo’ladigan narsadir.

4. Musiqaviylik qobiliyatlar kompleksi kabi turli musigaviy faoliyat jarayonida
ko’rinadi. Masalan: musigaviy idrok gilish sostaviga asosiy musigaviy gobiliyat va

boshqgalar: ijro etish uchun vosita — instrument bilan, ovoz bilan — musiga mazmuni
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kayfiyatini ifodalashga yordam berish, hayajonli jarayonlar, tashabbuskorlik, ijodiy
fikrlash, texnik gobiliyatlar — qo’shiqchi intonaqgiyasining tozaligi, motor apparatning
pastligi — kiradi. ljodiy qobiiyatlar sostaviga ijro etuvchilikni xarakterlovchi
komponentlar: ifodalilik, to’g’rilik, samimiylik komponentlari va unumli ijodning
farglanishi komponentlari kiradi.

Musigaviylik musigaviy gobiliyat kabi bolada boshdan juda primitiv (qo’pol)
boshlanadi va turli musigaviy faoliyat jarayonida rivojlanadi. Bola rivojlanishning
birinchi bosgichlarida unda barcha asosiy musigaviy gobiliyatlar ko’rina boshlaydi va
birining ikkinchisidan ustunligi fagat keyinrog ma’lum bo’ladi. Musigaviy
gobiliyatlarning ayrim bolalarda erta paydo bo’lishi ularni zehniga bog’liq deb
ataladi. Lekin boshgalarda kechroq boshlanishi ularning orgada qolib ketishlaridan
dalolat bermaydi.

Musiga savodi faoliyatida musiqiy tafakkur, tasavvur va musiqiy dunyogarash
shakllanadi. Bu faoliyat turida bolalar musiganing yaratilish tarixi, musiganing ifoda
vositalari — ritm, metr, registr, o’lchov, lad, temp, nota yo’li va yozuvi, tovushlar
uzunligi va balandligi, musiqa ijodkorlari, ijrochilari hagida bilimga ega bo’lish bilan
birga, ularning musiqgiy tafakkurlari shakllana boradi. Bu o’z navbatida bolalarni
musiga olamiga olib kiradi va musiqiy dunyogarashlirini shakllantiradi.

Musiga tinglash faoliyatida musiqiy idrok, musigiy dunyogarash shakllanadi.
Bu faoliyatda bolalar musiga tinglab, uni bevosita idrok eta boshlaydilar. Bu esa
ularning musiqiy tafakkurlarini shakllantiradi, shuningdek, ularda musigiy
dunyoqgarash ham shakllanib boradi. Tinglangan musiqiy asar hagida mulohaza yurita
boshlaydilar.
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Segoh the works of Uzbek composers
Xaydarova Rozaxon
Professor( Acting), Uzbek National Institute of Musical Art named after Yunus
Rajabi. Uzbekistan, Tashkent

Abstract: This article explores the historical and artistic significance of the
Segoh magom in Uzbek music, analyzing its transformation from classical roots to
contemporary symphonic and piano compositions by leading Uzbek composers. The
study emphasizes how Segoh serves as a bridge between traditional and modern
musical creativity, enriching the national musical heritage.

Keywords: Segoh magom, Uzbek composers, Shashmagom, symphonic music,
Kholmirza Azimov, Mirsodiq Tojiev, Sadriddin Boboev, national heritage.

O‘zbek bastakorlar ijodida Segoh Xaydarova Rozaxon
Professor v.b, Yunus Rajabiy nomidagi O°zbekiston Milliy musiqa san’ati instituti,
Toshkent, O‘zbekiston

Annotatsiya:

Ushbu maqolada o‘zbek musigasida Segoh magomining tarixiy va badily
ahamiyati tahlil qilinadi. Unda ushbu maqomning Shashmaqom an’analaridagi
klassik ildizlaridan boshlab, zamonaviy simfonik va fortepiano asarlarida yetakchi
o‘zbek bastakorlari tomonidan qayta talqin etilish jarayoni yoritiladi. Tadgigot Segoh
maqomining an’anaviy va zamonaviy musiqiy ijod o‘rtasidagi ko‘prik sifatida tutgan
o‘rnini ochib beradi hamda milliy musiqiy merosni boyitishdagi ahamiyatini
ta’kidlaydi.

Kalit so‘zlar: Segoh maqomi, o‘zbek bastakorlari, Shashmagom, simfonik
musiga, Xolmirza Azimov, Mirsodiqg Tojiev, Sadriddin Boboev, milliy meros.
Cerox B TBOpUY€eCTBe Y30€KCKHUX KOMIIO3UTOPOB
Xaiinaposa Po3axon
[Tpodeccop u.o, Y30ekckuii HaIMOHATBHBIM HHCTUTYT MY3BIKATHHOTO UCKYCCTBA
umenu Onyca Pamkabus, TamkenT, Y30ekucran

AHHOTaumMsi: B 1aHHOM cTatbe paccMaTpUBaeTCsl HCTOPUYECKOE H
xynoxkectBeHHoe 3HaueHne Ceroxa B y30ekckoil Mysbike. lHccmemyercss ero
ABOJIIONMS OT KJIACCHUYECKUX KopHed B Tpamuumu [llammakoma g0 COBpEMEHHOTO
CUM(POHMYECKOTO M (POPTENMAHHOTO  TBOPYECTBA  BEAYIIMX  Y30EKCKHX
koMmmno3utopoB. PaGora mnomuepkuBaer poab Ceroxa Kak MoOCTa MEXKIY
TPAJAUIIMOHHBIM U COBPEMEHHBIM MY3bIKAJIbHBIM MBIIUIEHUEM, CIIOCOOCTBYIOIIETO
000ralleHnI0 HAIMOHAILHOTO MY3bIKaJIbHOTO HACIEIUS.

KawueBbie caoBa: Cerox, y30ekckue kommnosutopsl, [llammMakowm,
cuMpoHnyeckas My3bika, Xonmupiza A3umoB, Mupcoauk Tomxues, Canpuanux
Bbo6oeB, HallmoHabHOE Hacenue
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Today, in independent Uzbekistan, interest and attention toward the nation’s
distant and recent past, as well as the artistic heritage created by our ancestors, are
steadily increasing. As a result, the significance and value of classical magoms have
been rediscovered. The inspirational power of these traditional magom compositions
continues to stimulate creative exploration among contemporary COMPOSErs,
performers, and vocalists.

A Drief overview of the history of the Segoh magom shows that from the
Timurid era up to the 18th century, musical treatises and historical sources mention
various melodies, songs, and rhythmic cycles associated with magoms, including
Segoh. The term “Segoh” has been used for centuries in the music of many Eastern
nations in different meanings. According to Eastern musical sources, Segoh (literally
meaning “three positions”) referred to a combination of three notes — consisting of
whole and half-tone intervals — on string instruments. As |. Rajabov notes in his
textbook: “In the system of the Twelve Magoms, melodies and songs beginning on
the third degree of each maqom were considered the Segoh of that maqom.”

From a historical perspective, early forms of the Segoh magom were rather
simple and originated within the branches of the Twelve Magom system. Later, it
evolved into a more refined and complete structure that met the requirements of
classical art. Over time, distinct tonal frameworks were developed for Segoh,
elevating it to the level of an independent magom path.

Fitrat, in his book Uzbek Classical Music and Its History, describes
Shashmaqom as follows: “Our classical music consists of six main maqoms known as
Shashmaqom: Buzruk, Rost, Navo, Dugoh, Segoh, and Iroq.” He also explains the
meanings of these maqoms: “Buzruk” — beginning, “Rost” — truth, “Navo” — the
source of life, “Dugoh” — life and afterlife, “Segoh” — the three stages of life
(childhood, youth, and old age), and “Iroq” — a geographical name (Mesopotamia).
Describing the performance tradition, Fitrat writes: “When one of the Shashmagoms
was to be performed, it was customary to have two tanburs, one dutar, or sometimes
two tanburs and a qobuz (or kamoncha if gobuz was unavailable). Two or three
singers would participate, and a person with a doira (daf) kept the rhythm. The
instrumentalists followed the rhythmic pattern of the doira and began to play the
mushkilot (instrumental prelude). Without pause, they transitioned to the Nasr section
after completing the mushkilot.”

The Segoh magom consists of instrumental (mushkilot) and vocal (hasr) parts.
The melodic motion in the instrumental sections is closely tied to tonal modulations.
Like Ushshoq, Segoh expresses lyrical and emotional moods. Although complex in
structure, its diverse and melodic lines captivate listeners. Following general magom
principles, each instrumental part is composed of khona (main phrase) and bozgoi
(repetition) sections.

The Fergana-Tashkent magom traditions are among the most unique in the
magom system. Their one-part and multi-part (two to five sections) compositions
represent one of the four major regional styles of Uzbek traditional music.

The famous Segoh of the Fergana—Tashkent style, as well as Tasnifi Segoh and
Sarakhbori Segoh from Shashmagom, and Segoh from the Khorezm magom cycle, all
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share similar melodic characteristics. The main difference is that in the modern
Segoh, the interval between the second and third scale degrees corresponds to a
tempered semitone (around 100 cents), while in Jami’s interpretation it is closer to a
small whole tone.

It should be noted that numerous songs and instrumental works have been
composed on the basis of Segoh scales — such as Girya I, II, Ilg‘or, Guluzorim,
Fig‘on, and Nimcho‘poniy.

Uzbek composers have skillfully and purposefully drawn upon Segoh magom
melodies in their works, particularly in the field of symphonic music. Symphonic
composition holds an important place in Uzbek musical creativity. By the late 1960s
and early 1970s, Uzbek symphonic music had achieved significant success. The
works of T. Sodigov, D. Zakirov, M. Ashrafiy, I. Akbarov, B. Gienko, S. Jalil, N.
Zakirov, T. Qurbonov, M. Tojiev, M. Mahmudov, H. Rahimov, and M. Bafoev were
based largely on folk melodies, leading to the expansion of symphonic genres.

The eminent composer S. Boboev effectively used folk and classical magom
elements in his creative work. His Segoh symphonic poem is based on the traditional
Segoh melody. In her monograph Uzbek Symphonic Music, N. S. Yanov-
Yanovskaya wrote: “This is not merely a poem but a symphonic adaptation of an
ancient instrumental melody — more precisely, a symphonic arrangement suitable for
orchestra. Segoh and Ufori Segoh are genetically related to the Segoh magom and
together form a small cycle.”

Mirsodiq Tojiev’s symphonic poem Shoir Muhabbati (The Poet’s Love) also
draws upon the Fergana—Tashkent Segoh melody. Based on the drama Alisher
Navoiy by Uyg‘un and 1. Sulton, this symphonic poem reflects the tragic love story
of the great poet. The Segoh theme forms the foundation of the main musical idea,
symbolizing separation and emotional tension, which gradually develops into
vigorous and passionate energy.

The accumulated creative experience of the 1970s led to an increased sense of
national identity, artistic initiative, and conceptual innovation. This can be clearly
observed when comparing Boboev’s Segoh and Tojiev’s Shoir Muhabbati. In
Tojiev’s Third Symphony, the composer adheres to the principles of “pure
symphonic dramaturgy.” The mournful Segoh melody is embedded into the first
movement’s orchestral texture.

The musical dramaturgy of Uzbek symphonies vividly reflects the influence of
Eastern professional musical traditions. The interrelationship between the slow first
and third movements and the fast second and fourth (finale) movements demonstrates
a coherent thematic and emotional progression.

Composers such as S. Boboev, T. Qurbonov, S. Jalil, M. Tojiev, M. Mahmudov,
H. Rahimov, and N. G‘iyosov successfully fused national classical music with
European traditions, enriching Uzbek symphonic creativity with new dimensions.

A master performer, talented composer, and experienced pedagogue, Kholmirza
Fayzullaevich Azimov (1925-1992), was among the first Uzbek pianists. He adapted
numerous Uzbek folk melodies and songs for piano and composed a wide range of
piano works in various genres and forms.
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In 1971, Azimov published his textbook Fortepiano Darsligi (Piano Textbook),
which included examples based on Uzbek folk music alongside compositions by
national composers. Later, he expanded and enriched the book with new pieces,
leading to the revised 1998 edition. This version included a greater number of works,
such as Tanovar (arranged by X. Azimov), Qari Navo (arranged by N. Norxo‘jaev),
and Savti Munojot (arranged by A. Berlin), all based on classical Uzbek melodies.

In this textbook, Azimov presented an original piano piece developed from the
Segoh magom. Written in B minor, the piece opens with a solemn and calm mood.
The two-measure introductory phrase repeats throughout the first section, serving as
an accompaniment pattern, while the right-hand melody progresses at a measured
tempo.

As the composition unfolds, rhythmic activity gradually increases, leading to the
middle section that recalls the Ufor structure typical of Segoh. The ascending motion,
enriched by harmonic shifts (B minor — G minor — F minor), builds toward a climax
where Azimov introduces chordal textures to enhance expression. The forte—
fortissimo dynamic in the upper register conveys one of the defining features of
Segoh.

In conclusion, the Segoh magom, adapted by the skilled composer Kholmirza
Azimov for polyphonic piano texture, resulted in the creation of a new, modern work
inspired by this classical heritage.

Conclusion:

The use of Segoh magom motifs in the works of Uzbek composers is a source of
pride. The emergence of new national compositions rooted in magom traditions has
greatly enriched the musical art of Uzbekistan.

References:

1. Abdurahman Jami. Tractate on Music. Translated from Persian by A.N. Boldyrev.
Edited and commented by V.M. Belyaev. Tashkent: Academy of Sciences of
Uzbekistan, 1960.

2. H.F. Azimov. Fortepiano Darsligi. Tashkent: O‘qituvchi, 1971.

3. X. Azimov. Fortepiano Darsligi (Revised Edition). Tashkent: O‘qituvchi, 1998.
4. Davydova, T.Yu. The Current State of Symphonic Creativity (on the example of
the symphony genre). In: Uzbek Music at the Turn of the 20th—21st Centuries:
Trends and Problems. Tashkent, 2008.

5. Is’haq Rajabov. Maqom Foundations. Tashkent, 1992.

6. Fitrat. Uzbek Classical Music and Its History. Tashkent: Fan, 1993.

7. N.S. Yanov-Yanovskaya. Uzbek Symphonic Music. Tashkent, 1979.

47



CV3 CAHBATHU XAJIKAPO KYPHAJIM | MEXKIYHAPOHBIN )KYPHAJI
HCKYCCTBO CJIOBA | INTERNATIONAL JOURNAL OF WORD ART NIEEE

V3BEK MWLM PAKC CAHBATH TAKHHUOKJAPUHUHT BAJIANIA
YCTETUK TAMOWWJIAPU

Pycram Ilapaaoes,
Krworaxbsa J[ymiaynbiHap YHUBEPCUTETH
canbat Ba qu3aiin maructpu (Typxusi)

Annoramusi: MK pakcnap XaJdKHUHT OalMKYMIIMK, OBYMWIMK KaOu Typiu
MEXHAT Xapa€Hu, Op3y — YMHUJIAPHU, UUKA KEUMHMAaJIApH, FaM-KalFyJlapu acocuia
makyyianrad. Tapuxgan Ousrada etu® kenran XopasMm “Jlasru” typkymu, “Karra
ViUH” HOMU OWJIaH MablyM Joupa ycyJulapura MOC Xapakariap acocura KypuiraH
pakc canbatu, ‘“XoHa 6a3m ViinH” HOMU OujaH Mauiuil pakciap, byxopona tuzzana
yTUpran XoJjja YpHHJAH TypMaclaH yWHaJaauraH aémnap paxcnapu, CamapkaHz
BWJIOATUHUHT TOFJIM TYMaHJIApUJa SPKAKIAPHUHT Kapcak OWJIaH WXpPO ITUIIaJUTaH
“bemkapcak’ pakciaapuaa MUUIATHUHT PYXHUSATH, MAJUIMN XapakTepu udogaiaHaIu.
Maskyp Mmakonaga Yy30e€K MIWUIMA pakCc CaHbaTh/la TAaKUHYOKIAPHUHT VpHU Ba
axaMUATH, Y3Ura Xoc 0aauuil — 3CTETUK TaMOWWIIJIApU TAAKUK KUJIMHAIH.

Kaaur cy3aap: pakc, caHbar, Tapux, Xopa3M, TaKMHUOK, Oe3ak, daproHa,
o6pa3, épkuH, byxopo, Tuakor, 3e0urap/1o0H.

ARTISTIC AND AESTHETIC PRINCIPLES OF UZBEK NATIONAL
DANCE JEWELRY
Rustam Pardaboev,
Kiitahya Dumlupinar University
Master of Arts and Design (Turkey)

Abstract: The earliest dances were formed based on various labor processes of
the people such as fishing and hunting, dreams and hopes, inner experiences, joys,
and sorrows. The Khorezm "Lazgi" series that has reached us from history, dance art
based on movements suitable for circle methods known as "Katta o'yin" ("The Big
Game"), domestic dances known as "Khona Bazm o'yin" ("House Party Game"),
women's dances in Bukhara played sitting on their knees without getting up, the spirit
and national character of the nation are expressed in the "Beshgarsak" dances
performed with clapping by men in the mountainous regions of Samarkand. This
article examines the role and importance of jewelry in Uzbek national dance art, and
Its unique artistic and aesthetic principles.

Keywords: dance, art, history, Khorezm, jewelry, decoration, Fergana, image,
bright, Bukhara, tillakosh (forehead jewelry), zebigardon (neck jewelry).

XYJOKECTBEHHO-3CTETUYECKUE MMPUHIUITBI YKPAIIIEHUIA
Y3BEKCKOI'O HAIIMOHAJIBHOI'O TAHIHIEBAJIBHOI'O HCKYCCTBA
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Pycram Ilappaboes,
YuuBepcuret Kroraxnpa JlymiaynbsiHap
Maructp uckycerB u au3aiina (Typuus)

Annorarust: [IepBbie TaHIbl GOPMUPOBATUCH HA OCHOBE PA3JIMYHBIX TPYJIOBBIX
MPOIIECCOB HApOJa, TaKUX KakK pbIOOJOBCTBO W 0XOTa, MEUThl U HAJACKIbI,
BHYTPEHHHE T[IEPEKUBAHUSA, pANOCTH W mnevanu. Xope3mckas cepus 'Jlasru',
JolIeNas 10 Hac W3 HUCTOPUHM, TaHIEBAJIbHOE HWCKYCCTBO, OCHOBAaHHOE Ha
JIBUKECHUSIX, MOJAXOSIIMX JJIs1 KPYyrOBbIX METOJOB, M3BECTHBIX Kak "Karra yiun"
("Bonbias urpa"), ObITOBBIE TaHIIBI, U3BECTHBIE Kak "XoHa 0a3m yituH" ("{omaniHss
BeUepuHKa'), KEHCKHWE TaHIbl B byxape, UCIOIHsSIEMBbIE CHAS Ha KOJICHAX, HE
BCTaBas, IyX W HAIlMOHAJIBHBINA XapakTep Hapo/a BeIpaKEHBI B TaHIax "bemkapcak”,
UCIIOTHSIEMBIX C XJIOMKAMHU MY’KUYMHAMU B TOPHBIX pailoHax Camapkanaa. B manHoii
CTaThb€ HCCIEAYeTCs POJb U 3HAYEHUE YKpalIeHUH B y30€KCKOM HaIMOHAIHHOM
TaHIIEBAJILHOM HCKYCCTBE, a TakXKe€ €ro yHHKajJbHbIE XYJOKECTBEHHbIC U
ACTETUYECKUE TTPUHITUIIBL.

KitoueBble ciioBa: TaHell, UCKYCCTBO, UCTOPHS, XOpe3M, yKpalleHue, IAeKOop,
®deprana, obpas, spkuii, byxapa, Tumiskom (HajnoOHOE yKpalieHue), 3e0urapioH
(1eitHoe ykpalieHue).

Acpuii anbaHasiapra sra y30eK MIUIMA paKc CaHbaTUHHUHT OeTakpop oOpasu,
XKO03u0acH, XapakTepu, PYXMUSITH, MUUIMH TapOBaTUHUHI aKC JTHUIIMAA caxHa
nubociapu, TAKWHYOKJIap Ba O€3aKJIIApHUHT aXaMUsATH KaTTaaup. Pakc TakuHUOK1apu
€pKUH Kypra3MaJii — HaMouuil TaBcudra osra OYnub, MWLIMNA-MagaHUR
MEHTQJIUTETTa XOC TaHTAHABOp Oeyrujapu OuiaaH TOMOIIAOMHJIADHU Y3Ura pPOM
KWiaau. bymapHUHT Herw3uja ica acpjap olla aBjiojjaH aBjojra YTHO KeJyra,
IOPTUMUZHUHT TYpJIM XyAy/Ulapu Ba WXTUMOMM Tabakamapura ouja Jnibociiap Ba
axoinO paHr-6apanr 3aprapivk Oyromiapu acoc Oynrad. IIlyHuUHT ydyH xam ymiap
WKPO ATWIIAUTaH pakciiapra y3rada KypK, MUJUIH-MabHABUN K03M0QIOPJIMK OaxIi
TUO Typaau xamja AyHE MUKECHIA Y3 MyXJIMCIAPUHHU TOMHIINMIA MYXUM aXaMHUST
KacO sTaau.

“XuBa nazrucu’ pakkocajgapu Oommra odyodopau, napiu, NOnyKiu, Oe3axiu
maxs (maxsa) KUMKW, KyKparura wasxkaia (TaKWHY0K) OCHUIIN apT. bour kuitmmura
TYpJIM KYIUIQPHUHT TATUHW OCHIN KHUIIWIUK >KaMUSATHHUHT WIJIK OOCKUYJIapuja
naifo GY/IraH TOTEMICTHK TacaBBYpIIap OMIIaH GOFIMK Mepoc XucobmaHam™ .

“byxopojia pakkKocaiap KyHoal, aopac, Kumxo6 kabu Maroiap/aH KeHT KO
TUKWITAH Kam3ya €KW 3apoy3u sSKmax, sSIKpaHr mowuaaH canta Ypad, o€kiapura
MIOITHAN Oaxman smux KAMnbO dukkKaHiaap. AEn pakkocaiap, acocaH, ypaajiapia,
nukapuaa, xypena 6azmnapaa xuzMar Kwmirad. KapBorcapoit, caitmirox, Ty kabu
SpKaKIap HUFHIAIATAH KOMIAPIa YIAPHUHT PAKCra TYIIHIIH TAbKUKIAHTaH",

daproHa pakciapuaa dpKakiap O0Y3 MaToCHUIaH TUKWITAH KVIUIAK Ba HUMYA
€K eHTUJI AKmMaK, MIIIUN waneop, o€Kiapuaa smux Ba OolNUIapura oynnu KUWTaH

1Ka660opo 1. FOkcak MamaHusT Ba HOSG MabHaBusT Mackanu (Tapuxuii-sTHorpaduk maBxamap). — T.:
“O‘zbekiston”, 2012. — b. 293.
2 ¥36ekucTon HoMoaui Mananuit mepocu. — T.: 2017. — B. 90.
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X0Ji7a paKkcra tymaaunap. A€mnap KuiiumMu €pKuH paHriapra 0oit xoHatiac, bekacam
Ba KpEIMJEHIMH MaTOCHUJIaH TUKWITaH €EKadu KYWlaK, Humua, WMaK MaToCHIaH
TUKWITAH uwmon, OONUIapura sca MapaHr, Ayppa WIaKulapuja ypairaH pymoi,
o€kJiapua nacT MouHanu mygau, OYiuH, KY1 Ba KyJOKIapura OCUIraH TypJiiu 3e0y-
SUIHHATIAPH OHJIAH AXKPAIHO Typan .

Cypxonmap€ aémnap paxciapu Jubociapu €pKUH paHrjapaaru ozaua, 0y3,
Jican0a MaToIapuaaH THKUJIAAH, 3e0u2apooH, 3aghadbano, uooamapicot, OulaKysyx,
3UpaK, HO3U2apOOH, KUPMAK, KyKpaKmymop, MYHYOK, KVIMUKMYMOp CUHTapu
TaKUHYOKJIapAaH doimananunaan. JpKakiap sxmax €KA ONAUN KVUIaK, UOA80p
KAWTaH Xoaa o€kiaapuaa Mykku (eHeun mepu yopux) OWIIaH paKcra TyIIauiap.

Hly ypunga y30ek MUIUIMNA PaKC CaHBATUHUHT OMp KaTop TaKUHYOKJIApura
TYXTaNMO YTMOKUYUMHU3.

Tuanakom. XOTUH-KU3JIAPHUHT THIIAZaH sicalraH €Ku TWUIA CYBHU
FOrYpTUPHIITaH, IeMIOHAra TAKWIAANIaH Oe3ak Oyiomu'. THUIIaKom raxak, HCHUPFa,
3eOurapioH OwiaH Oupra aHcaMOib XOCWI KWiIaau. TWIIAKOII IIaKJIWra YXIiarm
MenoHara TakKwiagural 3uidHat Oyromu @aproHa Bojauiicuaa oOapeak, Temna
KHUCMUJIary MaHkapaiu Hakuuiapu Oynmaran typu byxoponma 600 abpy nebd xam
atajnagu, XOpPa3sMHUHT ocmamy3u TAKWUHUOFM Y3ura Xoc Oe3aTuiviny OwiaH
THUTAKOMIIaH (GapK Kutagn®. JeMak, THIUTAKOII XaM Xap OMp XyLyIHHHT Y3Hra X0c
MEHTAIUTETUHU KypcaTaaurad Gapkiu xKuxaTiapra sra 0y, yIapHUHT aTamaiapu
XaM I1I€Ba acOCH/a IIAKJJIAHTaH.

Baprak II [popcua — 6aprua] Aémnap nemoHacura, KyKcura TakaJurad oJTUH
€KM KyMylll TaHTajapjaH Ty3ujraH OaprHycxa 3uiHaAT OYyHOMHU, TaKUHYOK. HooOyp
yHune [Otima 6ecumnune] 13uea 6omuHub Kapai oamaul, KykKpazuoasu OamuH
bapeaxnapea ky3 mawnaou. [I1.Koaupos, HOnmay3mm TyHJ'Iap]6. by n3o0xman anrnam
MyMKUHKH, DaproHa BoJuiicuia Oapeak CY3M XaM THJUIAKOI, XaM KYKpakka
TaKWIaWraH TaKMHYOKKA HHUCOATaH KYJJIaHTaH, JICKUH W30XJard ‘‘maueanapoau
mys3ujiean” OUPUKMACcH TyIIyHapcu3 OYnuO KoiraH. baiku, TaKWHUOKHUHT 03acuja
TaHTaCUMOH JloMpadayiap Makiugaru Oesaknap Oynranaup. baprra wucOatan
Oepunu6, Oaprak 1e0 HOMJAHUIIM 3ca Oapr MIAKJIWAArd HaKIl yCyiau OwliaH
oormukaup. bapr ycymuman kymina® Oesaknapnaa doigananumn taconaudui smac,
YyHKU KaJUM 3aMOHJIapJiaH Oepu ynap XaéT Ba TaOMAaTHUHT KalTa TYFUIIUIIN PaM3U
XUCOoOJIaHa M.

Bo.10-a6py. Bomo [(opcua — Tema, Gamann, Gamanmiik]’ Ba abpy — dopcua
KOII CY3JIApUJAH fACajraH KyluIMa Cy3, SbHU KOII Teracura TaKWJIaJIUuraH TaKUHYOK
MabHOCHUHM aHTJaTagu, TUJIAKOII Cy3Ura MabHOBHM CHHOHUM OYJ1a ojianu. byxopo-
Camapkann meBajapuaa (OpC-TOKHMKYA aTaMaJapHUHT KEHI KYJUIAHWIIA 3ca
XyIyaaard OMJIMHTBA3MTIAa aCOCIaHTaH.

3flttp://ich.uz/uz/ich-of-uzbekistan/national-Iist .

4¥366K TUIMHUHT M30XIM JTyFaTH. 4-kuid. — T.: Y3MD nasnat mimuit Hampuéry, 2007. —b. 97.
*V36exucron Munmit Duuktoneausich. “T” xappu. — T.: Y3MD masnar wimumii Hampuéru, 2005. — B.
390.

63:’36el< THJIUHUHT W30X)TM JyFaTu. 1-kwmm. — T.: 5:73M9 naBnaT wiMuid Hampuéta, 2006. — b. 166.

"V36ex TunuHUAr 30X1H TyFath. 2-kunt. — T.: Y3MD gapnat unmuit mampuétu, 2006. — B. 310.

50


http://ich.uz/uz/ich-of-uzbekistan/national-list

CV3 CAHBATHU XAJIKAPO KYPHAJIM | MEXKIYHAPOHBIN )KYPHAJI
HCKYCCTBO CJIOBA | INTERNATIONAL JOURNAL OF WORD ART NIEEE

Xopa3zMaa aca ocmamysu, Manenatiu-my3su 10 HoOMIJIaHaH.

Ocmany3m Maxc. aélimapHUHT TWJUIAKOIra YXiiami, Oolira TakuJaJuraH
suitHaT OyloMu®. Manenati-my3u MWAKIK TyFaTra KAPATHIMAraH.

3edourapaon, Ho3urapaon gopcya cyznap 6ynuo, 6ytiun 6ezacu MabHOJAPUHU
Oowiupamm.

Ilokuiaa moBkuiaa (TOBYII YHKAPYBUM) — 3aprapiuk OyioMH, Xopa3sm
alapUHUHT Mypakkal, kyn KucMiau TakuH4ord. [llokuna nemonanu €nubd TypyBYn
OCMAaTy3H, YaKKIUK(IPUMTHUPHOK)Ka yJIaHaIu xamjaa yiap
Ooupranukaa ancamOab xocun Kuianu. lllokuna xankadanmapjiaH Ty3wiraH Typiuda
Y3YHJIMKIArd 3aHXupjapra smnpokKdya, MapXOH, FyHYa, 3UFUpAKIapJaH uoOopar
ocuiIMadokiap OupukTupu® xocun KuiauHagu. [llokwna Takuiara#nga, Typiid
Y3YHJIMKIAr¥ Map>KOH KaTopjlapu HsK, OYWHMH, KYKpaK y3pa KETMa-KeT Oup TEeKHuc
éragu. Aémnap mokuiaa TakuO OpraHujia TaHa XapakaTura Kapad TOBYII 4YMKapuo,
xKapanriaiau (Homu mryHaan). XIX oxupuaan mokuia Kucmiaapra 0yIMHuO KeTras,
yIIap XaM LIOKHIIa 16 aTagai’.

3anr II [bopc. — xapanr, kyurupok] 1. KyHFupok; ToBynum cursai, xadap
Oepulll y4yH HIUIaTWIaaUraH meramn Oyiom (mac, penbc mapuacu). [Ommaz] Tyt
OyTofura OCWIITaH 3aHTHM Kynuaaru Taéru OwnaH ypa Oouwagu. M.Myxamenos.
Kaxpamon wsmpman. 2. lllyHpmaid KyHFMpPOK, CUTHalI €KM coar ToBymu. JleBop
COATHHHT 3aHTH .

3anr byxopo Ba Xopa3Mm pakciapuja xaM 0e€3ak, XaMm pakc XapakaTiapuHU
Oaxxapuml BocuTacu cudaruma xuzmar Kujaau. Pakkocamap Kya Ba o€kjapura
3aHT(KMYUK KYHFUpOKYaNIap TYIJIaMH) TaKKaH XOJiJla Ba KyJulapuja KalpokK TOII
OwIaH pakcra TymMIIagu. 3aHT Ba KaWpOK TOLUIAP >KapaHTW pakc Xapakariapu Ba
paKkc yCyiura MOC paBUIIa TapanaéTraH OXaHr OwWliaH yWFyHJIamagd. 3aHr
JIEKCEMACHHUHT aifHaH MaHa Iy MabHOCU OWJIaH OOFJIMK PaKC CaHbaTUTa OUJl KUYUK
KYHFUpOKYaJap Ba Yylap WKpocugaru ‘3aHr’ pakc YCyJIu U30XJIM JyFaTra
KUPUTUIIMAraH.

Counonyk, 4Younomyk-a€lIJTapHUHT co4Y TakuHYOFH. [lomykuamap Owian
Tyrajutanaaurat, 2-3 éku (0awn3an 15-20 Ba yHIaH OPTHK) KaJIMH KOpa WII, UIaK Ba
KYHJIaH SUIWITaH TyTymiapjaaH moopar. Tyrymmapra Typau maknjgard (KyOOamu
CUJIMHIUD, KOHYC) HaillyanapaH scanaau [ Xoagopos. b, 1983, 6.51, TomkeHT].

8Y36ek THIMHUHT M30X)IH JTyFaTh. 3-kuid. — T.: V3MD naBnaT wiMuii Hampuétn, 2007. — b. 146.
ghgtps://qomus.info/encycIopedia/cat—sh/shokiIa—uz/u
9¥36ex TunmuEMAT m3oxmm myFaTu. 2-xmin. — T.: Y3MD naBnat unmuit HampuéTy, 2006. — B, 151,
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Bboaomoii, sikka xonja memoHara, KyQT XoJija UKKM 4akka, Maxxmya TYpTTa
XOJIuJa TapJIOHra XaM TaKWJIaJuraH TaKWHYOKIUp. YuTa 0O0JIOM IIaKIM acocCHja
€TraH sIHTM OM TacBHPHU OYJIraH Mypakkald SXJUT TaKMHYOK XucoOnaHaau [Boxumos.
M, 1989, 6.39, TomkeHT].

buoumak, (“OuOu” Ba “mox”’ cy3aapuJaHKenInd YHUKKUH OYnmb) Imapk,
KymyazaH y30ek aémmapuHuHr 0e3ak Oyromuaup. Onataa, aéutapHUHT 001 KHHUMU
(myppa)ra -sgKka xoJjja TeHoHa ypTracura, Ky(pT Xonmaga MKKM YakkKara, ancamoOJb
XOJIUa WMPHK TIAKJI/Ia TeOHa Ba YaKKajlapra TaKwiaad. by TaKMHYOKHUHT ‘“MOXHU
TAIa”, “oT Tyérn” Ba OomKa Maxayiui aramanapu 6op[Mup3zaes. M, 1982, 6. 55,
TomkeHrT].

lNaxak, aéuTapHUHT KKK YaKKacuJaH TYIIMO TypraH cod TojanapjaH nbopar
TAaKUHYOKIWD. AEUTApHUHT 3uiHAT OYyIOMHM; YaKKara TaKWJIaguraH Ky(pT TaKMHYOK
O0ynu6, acocuil makiau 00J0M KYpUHHIIKMIA OYIMO, OXUPTU KUCMH KUHTAJIaK KaOu
Oykwiran. 2 Ta wiararu 0ynu0, Oupu Kysnokka, Oupu Oomn KuiiumMura €kd codra
myctaxkaminanaau. CXyH/Ia rakak 4akkajaa TOpU30HTalb skouamanu. bytom ro3acu
Maiia ¢gepysa Ky3nap XajJkacu OujiaH ypairaH, MMpHUK paHIIM uiia Ky3nap OuiaH
Oe3atmiran. AcocWra MapXKOH Ba 3WUFHPAKIM IIOKWIAJNAp YpHATUITAH, OpKa
TOMOHH/Ia KYIII MMaTH YPHATHINTA MYJDKaJUIaHTaH Haidajgapu 6op. ONTHH, KyMyIIl Ba
Oo1ka MaxcynotiaapaaH xxypT kunuo sicananu [Mupzaes. M, 1982, 6. 55, TouikeHt].

ByiiuH Ba KYKpaKk TAKMHYOKJIAPH XaM PaKC CAaHbAaTHAA MYXHMM aXaMHAT Kacl
ITaM.
Map:ikoH, MyHUOKJIQPHUHT UITa KaTop TU3UO scajmaauraH aémjiap TaKUHUOFHIIUD.
MyHuoknapu Typau Mak/uiapgard Oe3zak Touuiap (cepAoiuk, mapmap, ¢epysa,
OJITWH, KyMyIIl Ba OomIKanap) nan uobopat 0yimd, Oup €xku Oup Heua KaTOpiau KUITUO
OYyHuHTa TaKWUJIau.
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3edurapaoH, aéurapHUHT OVHHUTA TaKWIUO, KYKpaKKa TyIIuO TypaauraH TaKUHYIOK
xucoOmanaau. lllakmmop HUpWK TypyH)K Ba yHTa WKKH TOMOHHIAH CHMMETPHUK
OupJamral oJTHUXAIKadajgapaaH wuoopar OViambO, ynap y3apo Xauka, canad,
Map>KOHJIap/iaH TY3WITaH 3aHKupiap Ounad OYyriaanu0 uUIuIaHa/Iu.

&

Ho3urapaon, (bopcuanan, 6yitun 6e3aru) aéiapHUHT OYUMHTA TaKuJIaguraH
TaknuH4Yoru. Ho3urapaoH, Mmapkasuil TypyH)X, YHUHT UKKH €HUJIaH UKKUTAJaH TYpTTa
Mypab0a makiau, OuTTagaH ydOypyak Ak AMPOKYAJaApHUHT Y3apo 5-6 KaTopiu
3aHKupiap OwiaH OuMp MapoMJa MabiyM OpajuKia OWMPHUKHUILJIAH XOCWI Oynanu
[Anues, P, 1998].

Kesak, xxaBaxk (popc, xkeB-apna) aéuiap OVilHUTa TaKUJIagUuran 6e3ak OyroMu
XUcoOJIaHaIn.

TanraxkeBak, acmwuiap OViHUra TakKWIaAUraH TakMHYOK. TaHranapaan
Ty3WIraH KU TaHrajaap OWiaH TypJid MyHUOK Ba TYMOpJIap/iaH sicajraH.

TaBk, (apal, kyuwap OyiHUIArM Xajaka) -3aprapjdk OyroMH; aéaapHUHT
OyiiHUTa TaKWiIaJuraH TaKMHYOK. Tuimabaprak OwusiaH aHCcaMOJib XOCWUJT KUJIaIu.
TaBk 60cma ycynaa 4 snpokiIu Tyl Ba XaHAacHil Hakliap OuiaH Oe3aTuirad Xamja
Jabi, KA Ba OOIIKA Ky3/ap Kajall yudyH ysdajgap XOCHJ KWJIMHTaH TYpTOypuak
MIAKIWIArd  SAOpoKYajdap XamJa yIapHUHT YpTacu (Mapkasu)aa >KOWIaIraH
HIoKujanap OwinaH Oe3aTwiraH IONAY3CUMOH €KM Tyl HIaKIuAard TYpPYHXAaH
Ty3wirad. OpkKa TOMOHMHHMHI o3acura Hauc YCUMIMKCUMOH  HaKIUIap
Tymupuirad. TaBKHUHT ¥3apo OMPUKTHPWITaH SMPOKYAJApUHUHT aTpodu aypiap
KaTopu OujaH xommusutanrad [Mup3aes. M, 1982, 6.55, TomkeHT].

byiiuntymop, aémmapHuHr OYiMHTa TakaguraH 3WUHWHAT OYIOMH, TYMOD
xucobnanaau. BYWHHTYMOp KyTH4YacH TEHI TOMOHJIM TYFpu Oypuakin ydOypuak
makimaa 6ynud, yudypuak rurnoTeHy3acu acoc Bazudacunu yraiiau. KynuHvya ukku
tapadaama 6e3atuiaam, 0e3aK MykaccamMoTy OyIOM IIakiaura Tyiaa OYHCyHAUPUIITaH:
0e3ak IOKOpH KHUCMHUAA JKy(PT IIOX IIAKIW OWiaH SKyHJIaHATu, KyWH KHUCMHIA
3UFUpPAKIIApIAaH MUUIAHTAH TOK HOBIAJIApU »KoiulamraH. byWMHTyMOp acocura
Map:KoH, cajad Ba MyHYOKJIap, Oaprakiap, 6ab3aH UTHACUMOH IIOKHJIAJIap OCUIaIn
[Typcynos.C, 1975, 6.48, ToukeHr|.

Kynarukrymop, 3aprapauk OyioMu; a€JUIapHUHT €JIKa OLIUPHUO KYITHK
OCTUIAH YTKa3uO TaKWIaJWraH TaKUHUOFU. KYJITUKTYMOp TYpPTOypuUak IIaKIUIM
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KOINKOKJIM Kyraua Ba YHUHI IOKOPHM KHCMHUTa yJaHTaH y3yH 3aHXUpAaH uOopart.
Kytnuya 1o3acu COBOTKOpH, KaHIakopd Ba Oocma ycyiauja HaklIuap OwWiaH
Oe3atunaau, 06ab3ad depys3a Ky3nmap Kajalaau; KyTMUYaHUHT Tar KUCMH KyHTypajiap
OWwiaH XOIIMsUIAHTaH, KyHTypajgapra MapKoH, caiad MyHUOKJIM IIOKUJIajgap
ocunaau. K. nuura nyo, KypboH ostiapu OMTHITaH KOFO3 COJUO KYWHIIaIu.

bo3ybana, 0o030aHa, 0o3BaHT 3uMHAT OyroMH, acmiap TakuHYOFH. byiuH Exu
KYJITUKKa ocu0 ropwiaau. [laknu: ukku yun Ky00a OuiiaH sSIKyHJIaHTaH HalluaCUMOH
€ku Oup-Oupura Terud KeTMacIuTru YUyH WHTUYKA KUK OUsiaH OUpJalTUPUIaAUTraH
UKKUTA (OUpHU KYyTH, UKKMHYUCH KOIMKOK) TYpTOypUaK €Ku yuOypuak I0mKa OJITHH EKU
KyMYII IUIACTUHKAJAH sicalilTaH KyTH4a; UKKHU deTu (yuOypuak Oyiica, yCTKU OypuH)
ra 3amkup (2-5 Karop), macTura Kajita CUM Mamkapa Oe3ak €Kku IIOKWiIagap
YpHATHIQAM; CyKMa - MuX Oymakdya épaamuna ound émmtaau [ComukoB. X, 2001,
0.26, TomkeHT].

Muinii pake caHbaTHAA KYJOK Ba OYPYH, KyJ TAKHHYOKJIAPUHUHT XaM
ypHu OeKuéc.

ByJokun, apaBak- 6e3ak OyroMu, OypyHra TaKuiagura OeKUpuM 31Upak.
bab3an Oynokura kKuMmMaT0axo Touuiapaad Ky3 xaM YpHaTUIaau.

Ucupra, 3upak- xoTuH-KU37ap (0ab3u XaIKIap/a dpKakiap XxaM) KyJI0KKa
Takagurad 06e3ak OyromMu. 3upaK UKKH OOF BaTaHa KUCMJaH noopat 6yiauo, 6or
KHUCMH WJITaK, XaJIKa Ba TaHA KUCMU TTaHKapa, Imokuia (0€K), Ky3 Ba OyJIOKHIaH
TY3WJITaH.
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¥Y3yk, 6apMOK aTpodura TakuIaIurad 3aprapiauk OyroMuaup. Akcapust

XoJutapaa, Xajka makiagaa oynaau. Ogataa HoAUp MEeTaJIapaH sicajiaa, OUpoK
érou, mmiia, QUi Cysru, KAMMaToaxo ToIIapJaH XaM Taiépianran OYIuiim
MYMKHH. Y3yK- KYJI 0apMOFUTa TaKWJIauraH 3aprapjvuk OyrOMH; OJTHH, KyMYII, MUC
Ba OOIIIKa MeTajuIapAaH TypJIM KaTTaJduK Ba OFUPIIMK/IA XaJlKa IaKInuaa scaaaiu.
Ky3mu y3yk (ky3u raBxap, €KyT, Ayp Ba OOIIKa y3yKiap. KHMMaT0axo ToIiap Ba
UIIagaH), Ky3cu3 y3ykiiap (HaKIUIA Ba HAKIICH3), HUKOX y3yTH (0J1aT/ia, HUKOXJIaH
cVHr takunaan) [MupzaeB. M, 1982, 6. 55, TomikeHT].

bunaky3yk, aémnapHuHr OuWJlakKka TaKaJWraH 3WHHAT OYIOMH; KEHT TapKaJraH KaJuMui
TakuHYOKIapAaH. ONTUH, KyMyIll, MUC Ba OOIIKa MeTaiapjiaH KyiuoO, Oonranad WILIaHaId Ba
xKuimo Oepwiraan. bocma, ym3ma, KaHJZAKOpW YCyJdWja HMCIOMHH, XaHJAacMd HakKnuiap OwuiiaH
Oe3aTuiagy, KUMMaT0axo TOILIap Kajganaau, 0ab3aH Oe3zakna €3yBiap Xxam yupaiiau. bumakysyk
WHTUYKa Ba KEHr (KaJMH) MAK/UIM OYnIuO, TY3WIMIIWra Kypa UKKUA- OYMK (y4jiapu OYMK KOJUO
TyTalmMaras) Ba 6epk typu dapxnanaau [ Xonmopos.b,1983,6.51, TomkeHT].

3aMOHAaBUI CaHBATIIYHOCIWKIA XaM aloOXyja Hapcajapia yMyMHUIIHK
MaBxXyJl, JleraH kKapanuiap Oop. Kamumru naBpmapaan Oonutad Typau dancaduii
OKMMJIAp BakWIapy Typiu TYIIYHYAJAPHUHT MOXMUSTHHHM aHUKJIAIIl Ba TYLIYHUII
Oyitnda nactiiadku TaAKUKOTIIAPHU amalira OlIuprasiap.

Xap Oup TakMHYOKKAa OHMJ MabHO Ba aXaMHUSTHUHI ¥y3apo MyHocabarH,
YJIAPHUHT KUECUININIY Ba (DapKJIaHUIIM MYXHUM pOJIb YHAWIM. YHra Kypa, axaMusiT
(mpeaMeT MabHOCH, eHOTAT) - Oy mpeaMeT éku OyTyH CHH(HUHT HOMH, Iy OWJIaH
Oupra MabHO - JICHOTAT TYIIYHYACH, TYIIYHYAHUHT Ma3MyHH, YHUHT TYFpU UIPOK
STUJIUIIN Ba TAHUO OJUII KOOMIUSATHIUD.

Xynoca ypHHJAa IIyHM AaUTHII MYMKHMHKHA, MAaJaHHUAT Ba  CaHbar
PUBOXIIAHTAHUJAH KEWHH, paKC WXpOYWIApUIa KUUWHHUII MAJIaHUSITH XaM
KypKamjIalran. OHAM pakc WKpoYWIapu Oolulapura MaHOTIM TaxEé KUiuo,
TaXEHHUHT Yal TOMOHUTA (FOpaK TOMOHUTa) NyAOpH (CYJIryH KyIIH NATH), YKKU MaTH,
xura (Kopa Oarvp KyIIM) NaTJIapUHU Kajnal, YpAakIapHUHT raxak nariapu OuiaH
Oezamran. Kykpaknapura maBkaia Ae0 aranyBud (aBIOjAJaH-aBIOATa OHA
TOMOHHUJIaH Mepoc Oynaub kenraH) 3eO0M TapJoH, OWIaKjIapura 3aHT TakuO
ViiHarannap. 3epo, xap Oup MUJUITMN pakc yIia XalKHUHT ypd-oaaTiapuaaH, TaOuui
IApPOUTH, XyHAPMaHJIMK CAIOXUITH OuiaH yamOapyac OOFJIaHUO KeTraH..

V36ex pakc CaHBATMHMHT G aBNOJ] MAbBHABMH  JyHEKApalIMHU
HIaKJUTAHTUPUIIAATA 3CTETHK aXaMUATHHM SHAJa YyKyppOK HAPOK 3THII Ba aHIJALI,
YHUHT TYpJIM Ha3apui Ba aMajuid KUpPaJTaApUHU OMIUHIIAIITUPUIL, PAKC CaHbaTUAA
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O0amuuii TUMCOJI, YUFYHJIMK KaOu XyCYCUSATIAPHUHT HAMOEH OYIMIIMIA pakc JUO0C
Ba TAKMHUYOKJIApUHUHT axamuatu Oekuécnup. lynnait skan, € MmyTaxaccuciapHUHT
WIMHI-MDKOJUHN CaJOXUSATUHU OUIMPUIL, MyailsiH coxara ouj] Hapca Ba TyIIyHYaiap
MOXUSITUHHM aHTJIa0 €TUIUIApU YUYYH XaM TEPMHUHOJIOTHK JIyFaTiap TY3UI 3apyparu
MyXUM MacajajapJaH OWpU SKAHJIWITM HYKTaW Ha3apujaH pakc caHbaTUra OWJ
JIeKCeMallapHU TaJAKUK KWJIHII OJITMMU3/1a TypraH 10713ap0 Bazudanapaan Oupuaup.
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Yosh avlod musigasida milliy uslubni shakllantirishda magomning roli
Tashpulatova Igbol Sabirdjanovna
Yunus Rajabiy nomidagi O‘zbek milliy musiqa san’ati instituti
“Magom cholg‘u ijrochiligi” kafedrasi v.b. professori

Annotatsiya: Ushbu maqolada o‘zbek xalq musiqa merosining asosi bo‘lgan
maqom san’atining zamonaviy bolalar musiqasida milliy uslubni shakllantirishdagi
o‘rni va ahamiyati tahlil gilinadi. Maqom lad tizimi, ohangdorlik uslubi va milliy
ruhning bolalar musigiy ijodida ganday ifodalanishi yoritiladi.

Kalit so‘zlar: maqom, bolalar musiqgasi, milliy uslub, ohang, musiqiy tarbiya.

Posib MakaMa Kak 0CHOBBI GOPMHUPOBAHMS HAMOHAJIBHOTO CTHJISI B My3bIKe
MOAPACTAIONIEr0 MOKOJIEHUsI
Tammynatoa Mk6on CabupakaHoBHA
N.o0. npodeccopa kadeaps! «ICHOTHUTENHCTBO HA MAKAMHBIX HHCTPYMEHTAaX)
NHuctutyT Y30€KCKOT0 HAIMOHAIEHOTO MY3bIKaJIbHOTO UCKyccTBa MeHn FOnyca
Pamkabwuii, Tamkent, Y30exkucran

AHHOTauus: B crathbe paccMarpuBaeTcsi 3HAUEHHE MAKaMHOTO HCKYCCTBA —
OCHOBBI Y30€KCKOTO MY3BIKaJbHOIO HAacieauss — B (POPMHUPOBAHUU HALIMOHAIBHOTO
CTWJII COBPEMEHHOM JETCKOM MY3bIKM. AHAUIM3UPYIOTCA JIQJI0BBIE CHUCTEMBI,
MEJIOANYECKUE OCOOCHHOCTH U TPOSBJICHUE HAIMOHAJIBLHOIO JyXa B JETCKOM
MY3BbIKAJIbHOM TBOPYECTRBE.

KuroueBble ¢jioBa: Makam, JETCKass My3bIKa, HAIUOHAIBHBIA CTUIJIb, MEJIOJIHUS,
MY3bIKaJIbHOE BOCITUTAHHUE.

The Role of Magom as the Foundation for Forming a National Style in the
Music of the Younger Generation
Tashpulatova Ikbol Sabirdjanovna
Acting Professor, Department of Performance on Magam Instruments
Yunus Rajabiy Institute of Uzbek National Musical Art, Tashkent, Uzbekistan

Abstract: This article examines the role and significance of magom—the
foundation of Uzbek folk musical heritage—in shaping the national style of modern
children’s music. It explores how the modal structures, melodic style, and national
spirit of maqom are reflected in children’s musical creativity.

Keywords: magom, children’s music, national style, melody, musical
education.

In the musical culture of Eastern nations, magoms have been known since

ancient times. Historical, theoretical, and practical aspects of magom have long been
the focus of scholarly attention. Indeed, the instrumental and vocal compositions
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included in magom cycles, with their deep artistic and scientific-creative essence,
have expressed the spiritual, aesthetic, and philosophical worldview of the people,
contributing to the elevation of moral and intellectual consciousness.

It is well known that magom represents the highest form of Uzbek musical
heritage, having evolved over centuries as an aesthetic and spiritual standard of
national culture. As researchers have noted, “the magqom system embodies not only a
musical tradition but also the very essence of national consciousness and thought” [1,
p. 23].

In modern independent Uzbekistan, interest in and respect for the nation’s
historical artistic treasures have significantly increased. As a result, the significance
of classical magqoms has been reaffirmed. The spiritual power and inspirational depth
of maqom compositions continue to stimulate creative exploration among today’s
composers, performers, and musicians.

Children’s music, as an important means of moral education in society, is also
rooted in folk creativity and traditional musical principles. Magom modal systems
serve as a vital source not only for large-scale concert works but also for
compositions intended for children. For example, modes such as Rast, Buzruk, and
Navo often appear in simplified forms within children’s melodies. The prominent
musicologist Rustam Abdullaev writes: “The reflection of magom modes in
children’s music ensures the natural absorption of national spirit and melody into the
child’s heart” [2, p. 41].

Today, many songs written for children—by composers such as T. Nazarov, Z.
Khasanova, and Sh. Sheraliyev—clearly exhibit the lively and natural modal colors
characteristic of maqom melodies. For instance, in T. Nazarov’s songs “The Sun Has
Risen” and “Spring Has Smiled Again,” one can hear features of the Navo mode,
including ascending melodic movement and bright, resonant upper-register tones, as
well as the natural interval structure of the Rast mode. These qualities enhance
children’s emotional responsiveness and help develop their rhythmic perception.

In the works of Z. Khasanova, the lyrical and calm intonations of the Segoh
maqom create a new emotional palette suited to children’s music. Her songs such as
“Dear Children” and “White Cloud” employ maqom-based modes in simplified
forms that match the limited vocal range of young singers. This stylistic approach not
only preserves national musical identity but also fosters children’s aesthetic
sensitivity.

Similarly, in Sh. Sheraliyev’s works for children, the rhythmic patterns and
modal nature of maqom are artistically integrated with contemporary elements. His
songs “On a Happy Day” and “With Our Friends” use the duple (2/4) rhythmic
structure typical of magom dance tunes, perfectly suited for children’s movement-
based songs. Through light modal coloring and simple melodies, the composer
successfully reinterprets the spirit of magom in a modern style accessible to children.

Thus, in contemporary children’s music, the expressive components of
magom—maode, rhythm, melody, and dynamics—not only preserve national style but
also direct it toward new pedagogical and creative purposes.

58



CY3 CAHBATHU XAJKAPO )KYPHAJIM | MEJKJYHAPOHBIN XKYPHAI
HNCKYCCTBO CJIOBA | INTERNATIONAL JOURNAL OF WORD ART N Ayl

Modern children’s songs perform not only a didactic but also an aesthetic
function. Through the traditions of magom, a synthesis of national and contemporary
features is achieved. For example, in songs like “Let’s Sing Together” and “Come,
My Homeland”, dance-like magom melodies are fused with modern rhythms, helping
to form children’s initial understanding of national music. Moreover, the inclusion of
maqom materials in music education is an effective means of developing children’s
auditory and musical perception. The researcher D. Jumaniyozova emphasizes:
“Introducing schoolchildren to maqom melodies is an effective way to cultivate a
national aesthetic taste” [3, p. 57].

A master musician, distinguished teacher, and talented composer Kholmirza
Fayzullaevich Azimov (1925-1992) was among the first Uzbek pianists. He adapted
and arranged dozens of Uzbek folk tunes for his beloved instrument—the piano—and
composed numerous works of various forms and genres for piano students. In 1971,
he successfully published a “Piano Textbook™ based on Uzbek music. As noted in the
foreword, along with works by Uzbek composers, the textbook included examples
from folk musical creativity [4, p. 5].

Later, Kholmirza Azimov continued his creative and scholarly research,
enriching the textbook with new compositions of his own. As a result, in 1998, a
revised edition of the “Piano Textbook™ was published. Compared to the first edition,
the later version contained a greater number and variety of pieces: alongside simple
folk songs, classical magom melodies such as “Tanovar” (arranged by H. Azimov),
“Qar1 Navo” (arranged by N. Norkhojaev), and “Savti Munojot” (arranged by A.
Berlin) were included in piano interpretations.

In this collection, the author presented an instrumental composition based on the
Segoh magom, remarkable for its originality. Written in B minor, the piece opens
with a calm, measured introduction. The two-measure initial motif continues until the
end of the first section, serving as an accompaniment pattern, while the right-hand
melody unfolds slowly and expressively.
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As the musical development progresses, rhythmic and dynamic intensity
gradually increase, leading naturally into the middle section.
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Here, the tempo accelerates, reminiscent of the ufor structure found at the
climax of the Segoh magom. The melodic line in the right hand ascends through
various harmonic modulations (b minor — g minor — f minor), culminating in a
climactic phrase enriched with dense chordal textures. The fortissimo dynamic
marking in the high register vividly evokes the expressive quality typical of the
Segoh magom.

°

In conclusion, it can be stated that the Segoh magom, creatively adapted for
polyphonic texture by the skillful composer Kholmirza Azimov, resulted in the
emergence of a new and modern piano work.

Overall, the use of magom melodies in the works of Uzbek composers is a
joyful phenomenon. The creation of national compositions has greatly enriched
Uzbek musical art. It should also be noted that today, music schools and children’s
ensembles are developing educational programs based on simplified magom forms.

The connection between maqom and contemporary children’s music plays a
crucial role not only in preserving national musical traditions but also in fostering a
sense of national pride and musical taste in the hearts of the younger generation.
Therefore, future compositions created for children should make use of magom
sources in a scientifically grounded and creatively meaningful way.
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PORTRET VA FIGURALI RANGTASVIRDA PSIXOLOGIK HOLATNI
RANG VOSITASIDA IFODALASHNING TEXNIK VA ESTETIK
MUAMMOLARI
O‘tayev Asror Xalimovich
Rangtasvir va amaliy san’at kafedrasi katta o’qituvchisi Qarshi Davlat Unversiteti,
San’atshunoslik fakultiteti,.

Annotatsiya: Ushbu ilmiy-metodik maqola oliy ta’lim tizimida Rangtasvir fanini
o‘qitishda portret va figurali janrlardagi asosiy muammolarga bag‘ishlangan.
Tadgigotning bosh magsadi — talabalarda insonning psixologik holatini rang orqali
uzatish uchun zarur bo‘lgan kompleks metodik yondashuvni ishlab chigishdir.
Magolada psixologik holatni ifodalashda ranglarning texnik (kolorit, faktura) va
estetik (simvolika) jihatlarini birlashtiruvchi ""Emotsional Palitra™ tahlili hamda
Rang fakturasi orqgali holatni uzatish metodlari taklif etilgan. Xulosa qilib
aytganda, taklif etilgan metodika talabalarning psixologik idrok etish va texnik ijodiy
mahoratini bir vaqtda rivojlantirib, asarlarining emotsional ta’sirchanligini oshirishga

xizmat giladi.
Kalit so’zlar: Portret rangtasviri, Figurali kompozitsiya, Psixologik holat, Rang
fakturasi, Kolorit, Emotsional ifoda, Rang psixologiyasi, O‘qitish metodikasi.

TEXHUYECKHUE U 9CTETUYECKUE NPOBJEMbI BBIPAYKEHUSA
IHCUXOJIOI'NMYECKOI'O COCTOSAHUSA NOCPEACTBOM IIBETA B
IOPTPETHOM Y ®UT'YPATUBHOM )KUBOITUCH
Crapuuii npenojaBaresib kKadeapbl )KUBOMMCH U MPUKIATHOTO UCKYCCTBA
dakynbTeTa HICKYCCTBOBeIeHNs KapMHCKOro rocy1apCTBEHHOTO YHUBEPCUTETA
VYrtaeB Acpop XannumMoBu4
AHHOTaums: J[aHHas Hay4YHO-METOJIMYECKAasi CTaThsl TMOCBSIIEHA KIIFOYEBHIM
mpoOjemMaM MpenojaBanus AMCUMILVINHBI JKuBonuch B MOPTPETHOM U (PUTYPHOM
KaHpax B cCHCTeMe Bbiciiero oOpa3oBanHusa. OCHOBHas 1€Jb HCCICAOBAHHUS —
pa3paboTKa KOMIJIEKCHOT0 METOAMYECKOro moaxoaa s 3hHEeKTUBHON nepenayn
CTyICHTaMU IICHXO0JIOTHYECKOIr0 COCTOSIHUS 4eJIOBeKa MOCpPeacTBOM IBera. B
CTaTb€ MPEJJIOKEHBI TaAKWE METOJIbI, KaK aHaIu3 «IMOLUMOHAJLHONH MAJUTPLD U
nepeaaya coCTOTHUS Yepe3 (PaKTypy LBETA, KOTOPbIE OOBEAUHSAIOT TEXHUUYECKHE
(komopurt, dakTypa) U dCTeTUYECKUEe (CUMBOJIMKA) aCHEKThl I[BETa MPHU BBIPAKCHUU
MICUXOJIOTUYECKOTO COCTOSIHUSA. B 3aK/II0OYeHWH OTMEYaeTcs, 4YTO MpPEIJIOKEHHas
METOJIMKa  CIIOCOOCTBYET  OJHOBPEMEHHOMY  Pa3BUTHUIO  IICHUXOJIOTUYECKOTO
BOCIIPUSITUST W TEXHUKO-TBOPUECKOTO  MAaCTepCTBAa  CTYACHTOB,  IOBBIIIAs

AMOIMOHAJIBHYIO BBIPA3UTEIbHOCTh UX MPOU3BEACHUMN.
KawueBbie ciaoBa: Iloprpernas  xuBomuch, DurypHas  KOMIIO3UIMS,
[lcuxomornueckoe coctostHue, IlBetoBast daktypa, IlBer, OMormoHaIbHAS
skcrpeccus, [Icuxoinorusa nsera, Meroarka mnpeno1aBaHusl.
TECHNICAL AND AESTHETIC ISSUES OF EXPRESSING
PSYCHOLOGICAL STATE THROUGH COLOR IN PORTRAIT AND
FIGURAL PAINTING
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Utaev Asror Khalimovich Senior Lecturer at the Department of Painting and Applied
Arts, Faculty of Art Studies, Karshi State University.

Abstract: This scientific and methodological article addresses the core
challenges in teaching the Painting discipline within portrait and figure genres in the
higher education system. The main objective of the research is to develop a complex
methodological approach necessary for students to effectively convey the
psychological state of a person through color. The article proposes methods such as
the "Emotional Palette" analysis and conveying condition through paint texture,
which integrate the technical (color, texture) and aesthetic (symbolism) aspects of
color in expressing psychological state. It is concluded that the proposed
methodology enhances both students' psychological perception and technical-creative
mastery, ultimately increasing the emotional impact of their artworks.

Keywords: Portrait painting, Figural composition, Psychological state, Color
texture, Color, Emotional expression, Color psychology, Teaching methodology

Rangtasvir san'ati insonning ichki kechinmalarini vizual vositalar orqali
ifodalashning eng gadimiy va eng murakkab yo'llaridan biridir. Rangtasvirning
portret va figurali kompozitsiya janrlari esa nafagat inson giyofasini, balki uning
psixologik holatini, ruhiy dunyosini va xarakterini ham aks ettirishga xizmat
giladi. Oliy ta’limda bo‘lajak rassomlarni tayyorlashda, talabalarning texnik
mahoratini (rangni qo‘llash) psixologik tahlil bilan uyg‘unlashtirish muhim ahamiyat
kasb etadi. Ushbu integratsiyasiz yaratilgan asar sirtqi (yuzaki) ko'rinishdan nariga
o'ta olmaydi. Shu sababli, rang orgali inson psixologiyasini ifodalashning nazariy va
amaliy jihatlarini o‘rganish yuqori malakali, ijodiy fikrlaydigan mutaxassislarni
shakllantirish uchun o‘ta dolzarbdir.

Tadqiqotning asosiy muammosi shundaki, Rangtasvirni o‘qitish jarayonida
talabalar ko‘pincha texnik jihatlarga (chizma, rang berish) ko‘proq e'tibor qaratib,
psixologik holatni ifodalashda ranglardan estetik va simvolik vosita sifatida
foydalanishda giynaladilar. Ranglar psixologiyasi, uning har bir odamga individual
ta'siri (Masalan: gizil — nafagat g'azab, balki kuch, yashil — nafaqgat tinchlik, balki
kasallik) kabi nozik muammolar yuzaga keladi. Bu esa portret va figurali asarlarda
yuzaki rang yechimlari va hissiyatsiz tasvirlar paydo bo'lishiga olib keladi. Ushbu
tafovutni bartaraf etish, ya’ni ranglarning texnik qo‘llanilishi (faktura, kolorit) va
estetik-psixologik ma’nosi o‘rtasida mustahkam ko‘prik qurish oliy ta’limda
yechilishi lozim bo‘lgan ilmiy-metodik muammao hisoblanadi.

Ushbu tadgigotning bosh magsadi — oliy ta’lim talabalarida rangtasvirning
portret va figurali janrlarida insonning psixologik holatini samarali ifodalash
uchun rang fakturasi va koloritidan foydalanishga yo‘naltirilgan ilmiy-metodik
asoslar va pedagogik tavsiyalarni ishlab chigishdan iboratdir.

Belgilangan magsadga erishish uchun quyidagi vazifalar amalga oshiriladi:

1. Nazariy asosni aniqglash: Rang psixologiyasi (Kandinskiy, Lyusher), rang
kontrastlari (Itten) va psixologik portretni yaratish nazariyasini o‘rganish, ularni oliy
ta’limda qo‘llash modelini ishlab chigish.
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2. Texnik muammolarni tahlil qilish: Portret va figurali rangtasvirda
psixologik holatni ifodalashda duch kelinadigan asosiy texnik giyinchiliklarni
(masalan, rang fakturasi, koloritning ishonchliligi) aniglash va ularni bartaraf etish
yo‘llarini asoslash.

3. Amaliy mashg‘ulotlar tizimini taklif etish: Talabalarga rang orqgali
psixologik holatni uzatishga garatilgan maxsus rang tahlili va etyud mashg‘ulotlari
(masalan, "His-tuyg‘ular palitrasi") tizimini joriy etish.

4, Samaradorlikni  asoslash: Taklif etilgan metodik yondashuvning
talabalarning psixologik idrok etish gobiliyatiga va asar koloritining emotsional
ta’sirchanligiga qanday ijobiy ta’sir ko‘rsatishini nazariy jihatdan asoslash.

Talabalarni fagat ko'rib turgan rangni emas, balki ichki holatni aks ettiruvchi
rangni tanlashga o'rgatishning asosiy vazifadir.

1 Tushuntirish:  O'gituvchi  modelning (yoki figurali kompozitsiya
gahramonining) yuzaki hissiyotini emas, balki uning ichki, yashirin psixologik
holatini (masalan, intilish, melankoliya, gat'iyat) aniglashni talab giladi.

2 Amaliyot: Talabalarga "His-tuyg'ular palitrasi" (Liischer nazariyasiga yaqin)
mashg'ulotlari beriladi. Bunda ular o'rganilayotgan holatga mos keluvchi dominant
ranglar (kolorit) va aks-sado beruvchi (komplementar) ranglarni avval qog'ozda,
keyin asarning fonida tanlaydi.

3 Misol: Agar gahramonning ichki holati alam/g'azab bo'lsa, terining o'zini
gizil-jigarrang tuslarda ishlash emas, balki qgizilning sovuqg-yashil yoki kulrang fon
bilan keskin kontrastini qo'llash orgali asar emotsional kuchini oshirish ko'zda
tutiladi.

Psixologik holatni uzatishda fagat rang toni emas, balki uni surish usuli —
faktura (bo'yoq gatlami) ham muhim rol o'ynaydi.

1. Texnik Muammo: Ko'pincha talabalar bo'yogni tekis (sillig) surishadi, bu
esa tasvirning "jonlilik" darajasini pasaytiradi.

2. Metodik Yechim: Talabalarga modelning psixologik holatiga mos
keladigan faktura turlarini o'rgatish tavsiya etiladi:

3. Tashvish/Asabiylik: Tezkor, keskin, zich va galin surtmalardan (impasto)
foydalanish.

4. Tinchlik/Muloyimlik: Yumshog, yarim shaffof (legirovka) surtmalardan,
rang o'tishlarining nozik (sillig)ligini ta'minlash.

5. Figurada qo'llash: Figurali kompozitsiyada asosiy gahramonning yuzi va
go'llari (emotsiya markazlari) yorgin va galinroq fakturada, fon va ikkinchi darajali
elementlar esa xira (legirovka) fakturada ishlash orgali psixologik urg'u kuchaytiriladi.

O'quv jarayoniga quyidagi maxsus mashg'ulotni kiritish tavsiya etiladi:

1. Topshiriqg: Talabalarga gisga muddat ichida Portret (yoki Figura) etyudini
ishlash va unda asosiy vazifa sifatida insonning anatomik o'xshashligini emas, balki
emotsional rang koloritini (Psixologik kolorit) topish belgilab beriladi.

2. Magsad: Bu mashg'ulot talabaning ranglarni psixologik idrok etish
gobiliyatini keskin oshiradi va rangdan shunchaki bo'yoq sifatida emas, balki ifoda
vositasi sifatida foydalanishga undaydi.

Xulosa
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Oliy ta’limda Rangtasvir fani bo‘yicha olib borilgan ushbu tadqiqot, aynigsa portret
va figurali janrlarda insonning psixologik holatini ifodalashda duch kelinadigan
texnik va estetik muammolarni bartaraf etishga garatilgan edi. Tadgiqot natijalari
shuni ko‘rsatdiki, faqatgina anatomik aniqlik va ranglarning yuzaki to‘g‘ri berilishi
talabalarning professional mahoratini to‘liq shakllantirmaydi.

Magolada ilgari surilgan Kompleks Psixo-rangtasvir yondashuvi (xususan,
"Emotsional Palitra™ tahlili va Rang fakturasi orqgali holatni uzatish metodikalari)
nazariy bilimlarni (Kandinskiy, Lyusher) amaliy ijodiy jarayon bilan uyg‘unlashtirdi.
Natijada, taklif etilgan metodik yechimlar quyidagilarga erishishga imkon beradi:

.  Talabalarning ranglarni nafagat vizual, balki psixologik idrok etish gobiliyatini
rivojlantirish.

« Asarning koloritini modelning ichki kechinmalariga moslashtirish va shu orgali
asarning hissiy ta’sirchanligini oshirish.

« Bo‘yoqning fakturasidan (surish usuli va qalinligidan) ongli ravishda, ya’ni
psixologik holatni ifodalash vositasi sifatida foydalanish.
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METHODS OF STAGE SOUND FORMATION

Jumanova Dilrabo Qadambayevna
Uzbek State Institute of Arts and Culture,
Teacher of the department
"Stage speech”

Abstract. The subject of "Stage speech™, which is an important part of
theatrical art, focuses on the activities of speech organs and the rules of
pronunciation, stage sound and work on the text. This article provides practical
advice on what to focus when directing, listening, and resonating sound. Sound
staging, activities of registers and resonators, types and directions of sound, as well as
practical training formed the content of this article.

Keywords: Speech organs, vocal cords, loudspeakers, sound staging, registers,
tenor, baritone, bass, soprano, contralto, sound center.

SAHNAVIY OVOZNI SHAKLLANTIRISH METODLARI

Jumanova Dilrabo Qadambayevna
O‘zbekiston davlat san’at va madaniyat instituti
“Sahna nutqi” kafedrasi o‘qituvchisi

Anomayusa. Teatr san’atining muhim bo‘g‘ini hisoblangan “Sahna nutqi”
fanida nutq organlari faoliyati va talaffuz goidalari, sahnaviy ovoz hamda matn ustida
ishlashga ahamiyat qaratiladi. Ushbu maqolada ovozni yo‘naltirish, eshitimli va
jarangdorligini ta’minlashda nimalarga ahamiyat qaratilishi kerakligi yuzasidan
amaliy ko‘rsatmalar berib o‘tilgan. Ovoz postanovkasi, registr va rezanotorlar
faoliyati, ovoz turlari va yo‘nalishlari hamda amaliy mashg‘ulotlar ushbu maqolaning
mazmunini tashkil etgan.

Kanum cyznap. Nutq organlari, ovoz paychalari, qaytarg‘ichlar, ovoz
postanovkasi, registrlar, tenor, bariton, bas, soprano, kontralto, ovoz markazi.

CIHOCOBbBI ®OPMUPOBAHU A CHEHUYECKOI'O T'OJIOCA

J:xxymanoBa {uapado KagambaeBHa
[IpenonaBarens kadgeaprl «ClieHUYECKask peuby
VY30€eKCKOT0 rocy1apCTBEHHOTO HHCTUTYTA UCKYCCTB U KYJBTYPBI

Annoramusi. B gucnunimHe «CreHudeckas pedb», KOTOpas CUUTAETCs
BOXHOM 4YacTbl0 TeaTpaJbHOIO MCKYCCTBa, 0CO0O€ BHHUMaHUE YJIENseTcs
NEATENBbHOCTH OPTaHOB PEYM U IpaBUiiaM INPOU3HOLIEHUS, CLEHUYECKOMY TOJI0CY U
pabote ¢ TekcToM. B cTatbe naHbl MpakTUYECKUE yKa3aHUS O TOM, HA YTO CJIEIyeT
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oOpaimate BHUMAaHHE MPH MOCTAHOBKE TOJIOCA, OOECIIEYCHHUH €ro CIBIIIMUMOCTH U
pe3onancHocTH. [locTaHOBKaA rosioca, e TeIbHOCTh PETUCTPOB B PE30HATOPOB, BUIBI
M HalpaBJICHUsS TOJOCAa, a TaKKe NPAKTHUYECKHE YIPAKHEHUS COCTaBISIOT
CoJIep)KaHue CTAThH.

KiloueBble cioBa: Opranbl peyd, TOJOCOBbIE CBSA3KH, pPeQICKCHI,
roJIocoo0Opa3oBaHUe, PETUCTPHI, TEHOp, OapuTOH, Oac, coOmpaHo, KOHTPAIBTO,
rOJIOCOBOM LIEHTP.

Introduction

Theater, cinema, television, radio, pop art cannot be imagined without the art
of artistic expression. Creative students constantly work on speech techniques under
the supervision of professors to ensure that their speech is perfect. Along with
beautiful speech, the student approaches the spoken word thoughtfully, animates it in
his imagination, expresses his attitude, presents his performance in a colorful way
with an analytical approach. All of these labor-intensive processes, such as digging a
well with a needle, are manifested in the teacher's diligent explanation to the student
and his explanation through practical instructions.

Every living soul has its own voice. When a baby is born, he cries out loud and
shows his "I". Sound is a natural process, only certain professionals master this sound
purposefully. According to this feature, sounds are natural and unnatural. The sixth
volume of the National Encyclopedia of Uzbekistan, published in 2003, explains the
natural origins of sound as follows: “Sound produced by the members of the voice,
with different pitch, power and timbre. The sound is produced in the larynx: a stream
of air coming out of the lungs vibrates through the space between the vocal cords that
touch each other, resulting in a subtle sound, which is then amplified by the upper
resonators of the oral cavity, larynx, nose and peritoneal cavity. The unnatural feature
of sound is that the student uses the generated sound purposefully, i.e. directs it to
ensure that the sound reaches his partner in the distance or the audience in the back
seat of the stage. In this case, due to the continuous mechanism of the following
speech organs, colors and shades appear in the voice: “The voice has a unique tone.
Depending on the strength of the airflow from the lungs, the sound may be strong or
weak, depending on the deflection of the vocal cords and their amplitude, as well as
high or low depending on the length and frequency of vibration” [1. P-446]. Based on
these qualities, students studying in the field of art and culture work tirelessly on their
voices and create beautiful examples of the best works in their performance. Students
can have a beautiful sound in their natural voice timbre. Diaphragmatic mixed
breathing is important in the use, direction, and delivery of these found resonant
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sounds. Broad and strong breathing is the main source of sound direction. A student
who uses his breath correctly and uses it purposefully in his place is considered to
have strengthened the breadth and resonance of his voice.

A resonant and wide-ranging voice is important in conveying the student’s
point of view. Such sounds appear in the lower register. Students who want to
become a skilled actor need to master practical exercises to find and direct the stage
sounds that are generated in the lower register. Researcher Sotimkhon Inomkhodjaev
in his book "Fundamentals of Art Reading" wrote the following about the centers of
sound, ie registers: “A certain limit on the volume and power level is called a register.
Human sound is divided into three main registers according to its source, volume,
location and level:” [2. P-41].

S/
r

/ Upper \

\

/ (main) \
register /../"
/
\ /
+

/ Middle
( (face) )
\  register /

/

Based on this table, the student will need to find the sound center. The student
Is given the task of pronouncing the sound "Hmmm ..." in a rhythmic way, carefully
observing where his sound vibrations are generated. If a student’s voice is echoing in
parts of the brain, a voice is being formed in the center of the upper register. Or if the
sounds found in the student are slightly vibrating the chest of the bell, then the sound
center is the lower register. Or if the student's voice partially hits both the brain and
the chest and resonates in the face itself, such a sound activates the work of the
middle (face, mask) register.

In addition to serving as a sound generating center, registers also cover a
number of other tasks. In particular, the upper (main) register works inactive in stage
speech. Basically in this register, vocal singers do more research. After all, this
register cultivates the thinnest lyrical voices in the performer. S. Inomkhodjaev
giving instructions to the owners of such votes he warns : “In this register, the votes
are drawn and the window is narrowed; the compressed air and sound waves are
reflected in these reflectors, creating the most subtle and sharp tones. Especially

Low (chest)
register
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when you're working on this register, you shouldn't be in a hurry, because the first
wrong move can deprive you of a voice for life”. [2. P-42].

The middle (face, mask) register is the center of people’s daily sound
formation. The student must use this register effectively. This is because the sound in
this register is active for both the upper and lower registers. The student adjusts the
sound in the lower register and uses the middle register (face, mask) to find the width.
At the same time, this register also serves as a basis for revealing the lower voices
that are formed in the actor's chest. The sounds generated in the lower register are
essential for stage speech; it is the actor who reinforces the dramatic sounds in the
lower (chest) register, which are strong, wide-ranging on stage. Based on the lower
(chest) register, the student presents his performance to the audience through resonant
sounds that have the power of impact. That’s the impressive, overwhelming burden
of live theater. While the upper (main) register creates the emotional power of the
voice, the lower (chest) register increases the resonant pathos of the student’s voice.
The middle (face, mask) register provides the norm and pleasantness of the student's
voice. Therefore, it is advisable for the student to diligently master each of these
registers separately. The flexibility of the student's voice, reflecting different colors
and shades, is proved by the following words: The human vocal apparatus is a unique
complex "musical instrument”, which is superior to all musical instruments due to its
rich timbre, extremely delicate musical expression. There is no musical instrument
that can match the human voice in this regard. That is why the human voice is often
referred to as a “speaking musical instrument” [3. P-51].

The role of acorns in ensuring the sweetness, pleasantness and audibility of the
sound is immense. The reflectors operate in an active state to make the sound
generated in the registers sound. Reflectors are the hard tissues in the registers that
are the main source in the vibration and audibility of sound. In particular, the sounds
generated in the upper (head) register are wrapped around the forehead and brain
bones, which are considered hard tissues, and produce targeted sounds. In the middle
register (face, mask), the bones of the nose, cheeks, teeth, palate, jaw are hard tissue.
The hard tissues of the lower (chest) register are the thorax, the backbone, and the
spine, where the sounds and echoes that occur are wrapped around these reflectors
and form pleasant sounds. That is why reflectors are the source and basis of sound.
Sounds that appear colorless and glossy hit the reflectors, creating a strong character
expression in the student’s speech. S. Inomkhodjaev gives the following opinion
about the sound quality of the reflectors: “It is spoken or made into a house that is
soft, sound-absorbing, like rags, the sound echoes from all four sides, and the echo is
more beautiful and diverse than its original. If you repeat the same work in a sanded
room, the sound will be even more beautiful; rooms plastered with carving, cement
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will add more color to it. The same exercise can be done between the mountains. So,

as the number of solid-state reflectors increases, so do the colors of the sound.
Research methods

The stage production plays an important role in making the stage speech
beautiful and pleasant, in making the sound and pain in the voice clear and fluent to
the audience. Effective use of sound sources and diaphragmatic mixed breathing is
necessary for the correct formation of sound production. Because the power and
width of the stage sound is provided by the diaphragmatic breath. “It is strictly
forbidden to switch to vocal exercises without breathing, because exercises that do
not have a solid breathing base at first lead to tension (tension, rape is the number one
enemy of true art); second, frequent inhaled air is taken only to the upper part of the
lungs, the activity of the lower parts is weakened, health deteriorates; third, the
frequent fresh air flow has a negative effect on the sound wire. That is why long
breaths without effort are one of the factors in correcting the sound” [2. P-42,43].

The slower and breathless is the breath, the weaker and colorless is the sound.
Therefore, first of all, the student should harden himself with breathing exercises in
the formation of sound staging. A student who has mastered the breathing exercises
intelligently will be able to perform works of the best and different character, not
only in the sound production, but also in the performance of large works, feeling the
possibilities of breathing.

When performing sound staging, there are cases when the sound is lowered
into the throat as a result of various shapes, ornaments and polishes, or the sound is
directed blindly to the upper parts of the throat. The free and active movement of the
sound sources, the correct execution of each exercise without squeezing and
suffocation, provides robust sound capabilities. There is another aspect that a student
should be aware of in the process of sound sources and its staging, which is called
sound types. The distinction between types and directions of sound shows the breadth
of a student’s scientific potential and intellectual cognitive ability.

The pitch of the voice depends on the size of the
Voice: laryngeal cavity, the tension of the membranes,
their length and thickness, the contraction of the
muscles of the tongue, larynx and larynx. The
vocal cords are called "lig vocale" in Latin. These
curtains are located at the top and bottom and are
called fake curtains at the top and true curtains at

the bottom. [3. B-22]. 7

The human voice is produced in different widths. For example, if the male

70



CV3 CAHBATHU XAJKAPO )KYPHAJIU | MEXKTYHAPOHBIN )KYPHAJI
HCKYCCTBO CJIOBA | INTERNATIONAL JOURNAL OF WORD ART
voice is wide and thick at the bottom of the larynx, the thinness and softness in the
female voice depends on the location of the larynx above. Or the smallness and
sweetness of children’s voices, their hiccups are formed in much higher parts. The
quiet, wide, hoarse, dignified voices of the old luminaries are provided by the hiccups
far below. Therefore, the low-pitched, volume, power, and color characteristics of
sound are taken into account in the formation and division of sound. Teachers who
have researched the human voice and its capabilities distinguish sound appearances
as follows:

Tf Women's \ N

. voice )
» Discant < * Tenor
e Alt oprano  Baritone
* Mezzo soprano « Bass
g . * Contralto
Children's | S— )
voice 9 J | Men's voice
Children's voice. A cautious approach is required when

working on the voice of students studying in music and art schools. It is advisable to
work with clear instructions and tasks in the correct formation of children's voice.
Because children's voices are in the developmental stage, they should not be brought
up incorrectly, otherwise the child's voice will be distorted and unhealthy voices will
be formed. Due to the subtlety and pleasantness of children’s voices, their voices are
formed in a higher register, and such voices are called descant. “Descant (soprano) is
the loud voice of children. Descant is a light, changeable, soft (in the main register)
sound that can play a variety of melodies and tones very impressively. Alt is the
lower voice of children. It is strong and has a slightly thicker timbre, but in some
cases has a softer character. It should be noted that if very high curtains of the lower
volume are used, children will sing louder, and also if very low curtains work, they
will become weak. The lower voice Alt is quieter than the descant voice”, says
Sh.Ruziyev [3. P-53].

The children perform their work, embellishing their voices with strong
emotion. Its volume hits the higher loudspeakers to create the desired sound.
Pedagogical skill predominates in placing the processes of sound formation in
children’s understanding. Because children are stubborn, they do not yet understand
the meaning of difficult, complex words, they have not mastered the knowledge of
sound sources and their location, it is necessary to carry out explanatory work
specific to children and give instructions on what to pay attention to.

71



CV3 CAHBATHU XAJKAPO )KYPHAJIU | MEXKTYHAPOHBIN )KYPHAJI
HCKYCCTBO CJIOBA | INTERNATIONAL JOURNAL OF WORD ART

Women's voice. The female voice consists of soprano, mezzo-soprano and
contralto voices, each of which provides a unique beauty. “Soprano is the highest
voice of women; it is derived from the Italian word “sopra”, which means tall, high”
[3. P-55]. This sound is formed in the upper register and it is characterized by the
thinness and softness of the sound. Almost all of the vocal singers use this sound
opportunity to perform works. Almost the voices of female students studying in the
sphere of musical theater acting are sopranos. Such voices are widely used to ensure
the performance of arias and duets performed during the performance. The middle
(face) register, which forms the “working voice” of girls on theatrical stages, has
formed another type of voice. Mezzo-soprano - (Italian “mezzo”- middle) - is the
middle voice of women” [3. P-57]. This sound is also active in the formation and
sounding of high and low voices. Among student girls, there are also a wide range of
voices formed in the lower register; such voices are called the lower control voices.
“Contralto — Italian “contralto” - is the lowest voice of women” [3. P-58].

Men's voice. In addition to learning in detail about sound and the sources of
power that guide it, the student should also be able to make an accurate diagnosis of
their own voice. First and foremost, he needs to listen to his inner voice, paying
attention to where the sound is coming from. The sound is formed in those registers
in which part of the pressure and shock reflectors lightly vibrates while directing the
sound. In particular, the practical assistance of the educator will be needed to hear the
voice of each young man in the group and to find a sound center. If the student's
voice is pounding to high pitch, the sound generated in this register can be thought of
as a tenor sound. Tenor (Latin “teneo” — “I catch™) is a high-pitched voice of men.
The main types of tenor voice are:

Altino tenor; (tenor altino)
Lyric tenor;
Lyrical-dramatic tenor;
Dramatic tenor”. [3. P-59].

Tenor voices are mainly used to fully reveal the potential of vocal singers.
Such voices represent the highest points of performance. Here we will also focus on
sound directions. While the students’ voices are soft, soft, lyrical subtlety, the
direction of such a voice is called lyrical voices. If the voice reflects brutality, broad
and intense pain, militant drama, they can be called possessors of a voice with a
dramatic character. The second type of guys’ voice is the baritone voice. “Baritone -
(Greek “barus” - heavy, low and “tonus”- tone) - is the middle voice of men” [3. P-
62]. This sound is divided into both lyrical and dramatic features. Baritone sounds are
formed in the middle (face) register and act as a bridge in the formation of both upper
and lower sounds. That is, the upper (tenor) and lower (bass) serve as a driving force
in the formation of both sounds as a guiding force. Baritone mainly helps to
strengthen the “working voice”.
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In the subject of “Stage speech” there is a basic type of sound in the formation
of stage sounds, the performance of strong dramatic works, which are the bass sounds
that are formed in the lower register.

“Bass (Italian “basso” - low) - is the low voice of men. There are three main
types of bass:

High bass (lyrical and dramatic);
Medium bass;
Octave bass.

The sound character of the lyrical bass is soft, full. The dramatic bass tembre is
much stronger and wider, resonant. Octave bass - (lower bass) - the lowest voice of
rare men. This voice is characterized by its softness and wide melody” [3. P-64]. It is
in the mastery of the school “Stage Speech” and in the rhythmic performance of stage
speech and sounds that the bass sounds formed in the lower register are effectively
used. While the singer captivates the listener with his tenor voice, the actor amazes
the audience with his strong, dramatic bass voice. A student who intends to present
the best plays in the theater, first of all, it is necessary to make his speech beautiful
and juicy, to form stage baritone and bass voices, directing his voice to the lower
registers. The thickness and weight of the stage ensures that the width of the hiccups
ensures that the throat and sound sources are shaped in a healthy and correct manner.

Discussion and analysis

The reason for the flexibility of the human voice is that it reflects different
shapes and shades. Regular training in sound development and direction, as a result
of tireless work, the student achieves the beauty of the stage voice. The resonance
and audibility of a student’s voice is related to the soundness of his or her sound
thinking and speech organs. If there is a cold in the body, in the vocal cords, nasal
congestion, speech defects, congenital diseases, and then its complications can be felt
in speech and voice. A student’s strict adherence to a healthy lifestyle provides great
positive results in the targeted tone of speech and voice.

The student is regularly engaged in the course “Stage Speech” within three
years. Over the years, he has been researching how to get rid of speech defects and
find and direct stage sound. In this regard the practical training of the candidate of art
criticism Sotimkhon Inomkhodjayev can be considered as the main source in
mastering above mentioned tasks. Below we will focus on the scientific and practical
aspects of some of the lessons mentioned in S.Inomkhodjayev's book “Fundamentals
of Art Reading” and give instructions on what is needed to pay attention to the
correct formation of the student's voice.

Practical training:

1. Find the inner voice. When opening the sound tracks, hmmm sounds in the
Uzbek alphabet are selected. It is the short and long pronunciation of these sounds
that helps to find the tone of the voice. The lips are closed and slightly extended
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forward, the internal articulation and the back of the throat are wider, the root of the
tongue is pulled, and the tip of the tongue is flattened so as not to touch the lower
palate. Hmmm ... is pronounced without interrupting the sound. The eardrum is
slightly closed on the outside with the index finger in order to hear and feel the inner
sound more clearly. This exercise shows where the sound is formed.

2. Open the sound tracks. The width of the larynx and throat play an important
role in finding the stage sound. It is recommended to pronounce the o sound deeper
to ensure the width of the sound path. A deep breath is taken, and the o sound is
pronounced in the back of the throat, that is, in the depths, until it reaches the end of
the breath. This exercise can be continued with ¢¢ and u sounds. Repeating each
sound three times separately will help adjust the volume.

Pronouncing these sounds together in order to find the width of the sound path
gives the expected result. That is, 000 ... o‘e‘0¢ ... uuu ... sounds are pronounced in
one breath in a very long way. It is only necessary to prevent the sound from hitting
the upper parts of the throat or getting stuck in the mask. It is important to note that
the sound resonates at a much lower level, keeping in mind that this exercise should
produce a lower volume.

3. Sound direction. Hm! Hm! Hm! sounds are pronounced separately at the
same time. In doing so, the abdominal breath makes the sounds resonate, and the
sounds hit the upper parts of the throat, creating the desired resonance in the mask.
Necessary physical movements are used effectively to find and direct sound width.
For example, the left foot is in front and the right foot is in the back with the side
facing the stage. Leaning forward with a deep breath, a piece of rock (non-object
movement) is taken from the ground. Pronouncing the long sound hmmm ... a
student slowly raises his body; the mooo ... sound is added when the chest reaches a
more open position. Holding the sounds until he breathes, he expends his last energy
to shoot the o sound. Enhancing the pronunciation of the hmmm + mooo = o sounds
in a single breath in a longer and ultra-long position and controlling it for a specific
purpose serves as a great practical experience in sharpening the student’s vocal
abilities. Only during this exercise is it checked to avoid cases of shouting and
straining in the voice.

4. Exercise to find the power of sound. The student sits on his knees, with his
arms wide open on the right side, bimmm... with a wide and elongated pronunciation
of the sound, bringing to his mind an object of large size. With the left hand, the
movement is done in a wide way, while the left side pronounces bemmm... sounds.
The sounds bammm... lift up the object (non-object movement) and the object is
thrown with the sounds of bommm... The movement and pronunciation of sounds
complement each other synchronously and without interruption, ensuring the sound
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of the voice. This exercise is a great help in nurturing the lower voice and achieving a
stage sound.

The process of forming and directing the stage sound is gradually mastered
from simple to complex. If the methods of finding and controlling the sound center
are mastered first, in the following periods the work on controlling and directing the
existing sound, in harmony with complex movements, will be intensified. The
freedom of the organ and the flexibility of the body ensure that the student’s voice
resonates on stage. Therefore, strengthening the body muscles, checking the health of
the vocal apparatus, and working on regular vocal exercises are key factors in
cultivating stage speech and voice in the student.

Conclusion

A student who dreams of becoming a skilled actor with beautiful speech and a
sober voice should constantly strive to keep his speech organs and sound sources
healthy. A healthy voice emerges in a healthy speech apparatus, when the student has
purposefully nurtured his voice...

Healthy speech means, first of all, physical fitness of the student's body, active
and free muscles, freedom from various diseases.

Defects in the student's speech, including the malfunction of the speech
apparatus - crooked or damaged jaws and teeth, wheezing of the vocal cords,
suffocation and fatigue of the voice during loud and loud speech, conditions such as
tightness of the chest and the presence of fatigues, the presence of torsion pain in the
abdominal muscles is one of the major obstacles in the emergence of both natural and
scenic sound. “Even constant shouting can spoil the sound. Addiction to alcohol and
smoking, as well as the absence of teeth and improper placement of dentures, also
affect sound quality. It is usually important to take special precautions in case of
voice changes that occur during the transition period in young people. It is necessary
to preserve the sound, and most importantly, to strengthen the body” [1. P-446].
Therefore, the student should constantly work on himself; keep him in control,
aiming to acquire stage voice and professional performance skills. There are
performances in the theater without words and speech, only staged performances,
even such plays have their own audience and their own spectators. But there are
stage productions where the artistic word is the primary factor in making them lively
and impressive. Every action on stage is revealed through artistic and vivid words,
dialogues and monologues, and takes a lifelong place in the heart of the audience.
The artistic value of such works, as A.Navai's “Iskander”, [.Sultan and Uyghun's
“Alisher Navai”, T.Tula's “Nadirabegim”, M.Shaykhzoda's ‘“Mirzo Ulughbek”,
“Jaloliddin Manguberdi”, A.Aripov's “Sakhibqiron” and many other performances
are formed with elegant verbal communication. Therefore, the student must
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consciously feel the need for constant research and continuous work on himself in
order to have a lifelong image and resonant speech on stage. Only then will an actor
with his speech and voice enter the stage of history and theater.
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SOZANDALIKDA IMPROVIZATSIYA TEXNIKALARINING RAQAMLI
VOSITALAR YORDAMIDA O‘RGATILISHI

Sharaxmetov Shamaxmud Shanegmatovich
Yunus Rajabiy nomidagi o’zbek milliy musiga san’ati instituti
“Magom cholg’u ijrochiligi” kafedrasi.

Annotatsiya: Mazkur maqolada sozandalik san’atida improvizatsiya o‘rgatish
jarayoniga ragamli texnologiyalarni integratsiya qilishning nazariy, metodik va
amaliy jihatlari tahlil qgilinadi. Ragamli vositalar — metronom va ritm-ilovalari,
audio-tahlil dasturlari, virtual cholg‘u platformalari, generativ (Al) musiqiy vositalar
— talabalarning ritmik barqgarorligi, lad-fikrlash, ijodiy frazalar yaratish, texnik
aniqlik va mustaqil mashg‘ulot samaradorligini oshiruvchi vosita sifatida ko‘rib
chiqiladi. Maqgolada texnologiyalarni qo‘llashning afzalliklari bilan bir qatorda,
an’anaviy ustoz—shogird tizimi bilan kelib chigadigan metodik, madaniy va
pedagogik cheklovlar tanqidiy tahlil qilinadi. Yakunda ragamli va an’anaviy
metodlarni integratsiyalovchi o‘quv modeli hamda amaliy tavsiyalar ishlab chiqiladi.

Kalit so‘zlar: sozandalik, improvizatsiya, ragamli texnologiyalar, musiga
pedagogikasi, maqom, virtual cholg‘ular, audio-tahlil, sun’iy intellekt.

N3YYEHUE TEXHUK UMITPOBU3AIINU B UCKYCCTBE
NCIHOJHEHUSA HA CTPYHHBIX THCTPYMEHTAX C IOMOILIBIO
HUPPOBBIX CPEACTB
IlapaxmeroB lllamaxmyxa lHlanermaToBuy
HMHCTUTYT HAIIMOHATILHOTO MY3BIKAJILHOTO UCKyCCTBa Y30ekucTana nmenu FOnyca
Pamxabus, Kadenpa «McnonHenue B )kaHpe MakaM Ha CTPYHHBIX HHCTPYMEHTAX)

AHHOTauMs: B  1aHHOW  cTaTtbe  AHAIMBHPYKOTCA  TEOPETUYECKUE,
METO0JOTUYECKUE U MPAKTUUECKHUE aCMIEKThl MHTErPallMi [U(PPOBBIX TEXHOJIOTUM B
mnpoiiecc O00y4YeHUsT UMIIPOBU3aLMM B MY3bIKaIbHOM HUcKyccTBe. L{udposbie
WHCTPYMEHTBI — METPOHOMBI W PUTMHUYECKHE TPWIOKCHHUS, MPOTPaAMMBI
aynyMoaHanu3a, IIaTGopMbl BUPTYaJIbHBIX HHCTPYMEHTOB, TeHepatuBHble (M)

MY3bIKAJIbHBIC HWHCTPYMCHTBI — PACCMATPUBAIOTCA KaK CPCACTBA ITOBBIILICHUS
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PUTMUYECKOM  CTAOMJIBHOCTM  Y4YalllUXCS, PAa3BUTHUS  CIYXOBOIO  MBIILJICHUS,
KpEaTUBHOTO Cco3faHus (pa3, TEXHHUUYECKOW TOYHOCTH © dPdexkTuBHOCTH
CaMOCTOATENbHON TpakTuku. Hapsny ¢ npeuMmyniecTBaMd — MCIOJIb30BaHUSA
TEXHOJIOTHUM, B CTATh€ KPUTUUYECKU AHATU3UPYIOTCS METOJIOJIOTMYECKUE, KyIbTYPHBIC
U TEJarormuyeckue OrpPaHUYCHHs] TPAJAULMUOHHOW CHCTEMBbI «Y4YUTENb-yuyeHUK». B
3aKiI0YeHue pazpaboTaHa Mojelb OOy4YeHUs, HWHTerpupymomas IudpoBbie U
TPaJUIIMOHHBIE METOBI, M TAHBI TPAKTUUECKHE PEKOMEH IAIINH.

KuroueBble cJjioBa: My3blKa, HMIPOBU3AIMSA, UU(POBBIE TEXHOJOTHUH,
My3bIKaJIbHas I[€Jaroruka, MaKOM, BHUPTyaJbHblE€ HWHCTPYMEHTHI, ayAHOaHAJIM3,

HCKYCCTBCHHBIﬁ HHTCIIJICKT.

TEACHING IMPROVISATION TECHNIQUES IN INSTRUMENTAL
PERFORMANCE USING DIGITAL TOOLS
Sharakhmetov Shamaxmud Shanegmatovich
Uzbek National Institute of Music Art named after Yunus Rajabi
Department of “Maqom String Instrument Performance”

Abstract: This article analyzes the theoretical, methodological, and practical
aspects of integrating digital technologies into the process of teaching improvisation
in the art of music. Digital tools — metronome and rhythm applications, audio
analysis programs, virtual instrument platforms, generative (Al) musical tools — are
considered as tools that increase students' rhythmic stability, pitch-thinking, creative
phrase creation, technical accuracy, and the effectiveness of independent practice.
Along with the advantages of using technologies, the article critically analyzes the
methodological, cultural, and pedagogical limitations of the traditional teacher-
student system. Finally, a teaching model integrating digital and traditional methods
and practical recommendations are developed.

Keywords: music, improvisation, digital technologies, music pedagogy,

magom, virtual instruments, audio analysis, artificial intelligence.

Kirish. Sozandalik san’atida improvizatsiya ijro jarayonining eng murakkab va

badiiy jihatdan qimmatli komponenti bo‘lib, u ijrochining texnik mahorati, musiqiy
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dunyoqgarashi, ladiy fikrlashi, ritmik xotirasi va ijodiy erkinligi orgali shakllanadi.

An’anaviy ustoz—shogird maktabi yuzlab vyillar davomida improvizatsiya
ko‘nikmalarini avloddan-avlodga uzatishda asosiy vosita bo‘lib xizmat qilgan.
Mazkur tizimning o‘ziga xos afzalligi — bevosita kuzatish, namunaviy ijro orqali
o‘zlashtirish va ijodiy tafakkurni tabiiy tarzda shakllantirishdir. Biroq XX—XXI asr
musiga ta’limi sharoitida bunday yondashuvning tizimli, o‘lchovli va
individuallashtirilgan bo‘lishini taqozo etuvchi yangi pedagogik talablar
shakllanmoqda [1, 9-b].

So‘nggi yillarda dunyo musiga pedagogikasida ragamli texnologiyalar —
metronom va ritm-analizatorlar, spektrogramma asosidagi audio-tahlil dasturlari,
virtual cholg‘ular, hamda sun’iy intellekt yordamchi platformalari — o‘quv
jarayonida keng joriy gilinmogda. Xususan, musiqiy texnologiyalar bo‘yicha olib
borilgan tizimli tadgiqotlar ragamli vositalarning ritmni o‘zlashtirish, fraza tuzish,
eshituv xotirasini mustahkamlash, ijrochi motivatsiyasini oshirish kabi jarayonlarda
sezilarli natija berishini ko‘rsatadi [2, 41-b]. Bunday vositalar talabaning o0‘z ijrosini
eshitish, vizual tahlil gilish, xatolarni aniqlash, takrorlash va mustaqil mashg‘ulot olib
borish imkoniyatlarini sezilarli kengaytiradi.

Shu bilan birga, ragamli texnologiyalarni aynan sozandalik improvizatsiyasini
o‘rgatish jarayoniga ilmiy asoslangan holda integratsiya qilish bo‘yicha
O‘zbekistonda yetarli ilmiy izlanmalar olib borilmagan. Mavjud adabiyotlarda asosan
umumiy musiga ta’limining modernizatsiyasi, ragamli ta’lim siyosati, musiqa
psixologiyasi kabi yo‘nalishlar yoritilgan bo‘lib, milliy cholg‘uchilik, xususan
magom ijrochiligidagi improvizatsiya jarayonini ragamlashtirishga oid kompleks
tahliliy manbalar kam uchraydi [3, 22-b]. Bundan tashqari, ko‘plab xorijiy musiqiy
ilovalar g‘arb temperatsiyasiga mos ishlab chiqilganligi tufayli, ular o‘zbek magqom
tizimidagi mikrointonatsion farglarni, pardalarning notekis masofalarini, milliy
ornamentika shakllarini to°liq aks ettirmaydi [4, 19-b].

Tadqgigot metodologiyasi. Bugungi globallashuv sharoitida milliy musiqga

merosini raqamli formatda o‘qitish, yosh avlodda ijrochilik kompetensiyalarini
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oshirish, shaxsiy ijodkorlikni faollashtirish hamda ta’lim jarayonini individualizatsiya
gilish talabi kun tartibiga chigmogda. Shuningdek, talabalarning zamonaviy axborot
mubhitiga kuchli gizigishi ragamli vositalarni didaktik jarayonga jalb gilishni yanada
dolzarblashtiradi [5, 16-b]. Mazkur ilmiy maqolaning dolzarbligi shundan iboratki, u
raqamli  texnologiyalarning  sozandalik  improvizatsiyasini = o‘rgatishdagi
imkoniyatlarini nazariy va amaliy jihatdan tahlil giladi, mavjud cheklov va
muammolarni ko‘rsatib beradi hamda Ofzbekiston ta’lim tizimi sharoitida
qo‘llanilishi mumkin bo‘lgan integratsion metodik modelni taklif etadi. Shu bois,
ushbu tadqiqot milliy musiqa pedagogikasi uchun yangi ilmiy yo‘nalish — “ragamli-
improvizatsion ta’lim metodikasi’ning shakllanishiga xizmat qiladi. Ragamli
vositalar yordamida improvizatsiyani o‘rgatish O‘zbekistonda hanuzgacha to‘liq
metodik tizim sifatida shakllanmagan bo‘lib, mavjud ilmiy adabiyotlarda asosan
umumiy musiqa ta’limining raqamlashtirilishi yoritilgan xolos [1, 12-b]. Shu bois
mazkur mavzu milliy cholg‘u ijrochiligida yangi ilmiy yo‘nalish sifatida dolzarblik
kash etadi.

Tahlil va muhokama. MDH davlatlarida musiqa ta’limining so‘nggi yillardagi
modernizatsiya jarayonlari, aynigsa, instrumental ijrochilik va improvizatsiya
yo‘nalishlarida raqamli texnologiyalarni joriy etish bilan bog‘liq sezilarli o‘zgarishlar
kuzatilmogda. Bu davlatlarda mavjud ta’lim maktablari milliy an’analarga sodiq
golgan holda, zamonaviy axborot-texnologik muhitni pedagogik amaliyotga
integratsiya gilish orgali yangi metodik yechimlarni shakllantirmoqda. Quyida ushbu
jarayonning tahlili va O‘zbekiston uchun muhim bo‘lgan qiyosiy natijalar yoritiladi.

Rossiya MDH hududida musiqa ta’limini ragamlashtirish bo‘yicha eng
rivojlangan metodik bazaga ega davlat hisoblanadi. Konservatoriya va musiga
kollejlarida: “Musical Digital Pedagogy” yo‘nalishi bo‘yicha maxsus modullar joriy
etilgan; improvozatsiyani o‘rgatishda Ableton Live, Sibelius, Logic Pro, Yousician,
Flowkey kabi dasturlardan keng foydalaniladi; o‘quv jarayonida spektral tahlil, fraza-
shablonlarni Al yordamida yaratish, interaktiv improvizatsiya laboratoriyalari

qo‘llaniladi. Rossiyada yaratilgan modellar tizimli, bosgichma-bosgich va tahliliy
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xarakterga ega. Talaba improvizatsiya jarayonini audio, video va grafik indikatorlar

orgali nazorat gilishi mumkin.
O‘zbekiston uchun olinadigan jihatlar:
« improvizatsiya uchun virtual laboratoriya konsepsiyasi;
o fraza tahlili va ritmik aniqlikni baholashning o‘lchovli tizimi;
« ustozlar uchun ragamli pedagogika bo‘yicha malaka oshirish kurslarining
yo‘lga qo‘yilishi.

Qozog‘istonda dombra maktablari va  konservatoriyalarida raqamli
texnologiyalarni  tatbiq etish faol davom etmoqda. Qozog‘iston davlat
konservatoriyasi huzurida: virtual dombra ilovalari, milliy kuylarni “slow-down”
uslubida o‘rganish dasturlari, improvizatsiya uchun Al asosidagi kuy generatorlari
ishlab chigilgan pilot loyihalar mavjud. Qozog‘istonning muhim afzalligi — ragamli
vositalarni milliy sozlar bilan uyg‘unlashtirishga garatilgan lokalizatsiya siyosatining
mavjudligidir. Dasturlar milliy lad tizimiga moslashtiriladi, ornamentika algoritmlari
qo‘shiladi.

O‘zbekiston uchun olinadigan jihatlar:

« rubob, dutor, gijjak kabi milliy cholg‘ularning virtual modellarini yaratish;
« improvizatsiyani milliy lad tizimi asosida Al orqali generatsiya qilish;
« ragamli dasturlarni madaniy identitetga moslashtirish.

Ozarbayjon musiga ta’limida “mug‘am-improvizatsiya” alohida fan sifatida
o‘qitiladi. So‘nggi yillarda: mug‘amning ladiy tuzilishi bo‘yicha interaktiv xaritalar,
improvisatsion shakllanish algoritmlari, vokal va instrumental mug‘amni audio-
spektrogramma orqali o‘rgatish tizimi yaratilgan.

Ozarbayjonning fargli jihati — ragamli texnologiyalarni an’anaviy ustoz-
onalik maktabi bilan integratsiya qilishda juda ehtiyotkor yondashuvni qo‘llashidir.
Ular texnologiyani ijodiy jarayonning asosiy sub’ektiga emas, balki qo‘shimcha
yordamchi vosita sifatida ko‘rishadi.

O‘zbekiston uchun olinadigan jihatlar:

« 0‘zbekiston maqom tizimini interaktiv vizual xaritalar orqali o‘rgatish;
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« improvizatsiya shakllanishini modul-metodik algoritmlar asosida o°qitish;
« an’anaviy ustoz—shogird maktabini raqamli metod bilan to‘qnashmasdan, balki
sintez asosida rivojlantirish.

Belarusda musiqa o‘qituvchilarining IT-kompetensiyalari bo‘yicha maxsus
o‘quv dasturlari amalda. Ukraina oliy ta’limida esa improvizatsiya uchun digital
performance kurslari joriy etilgan. Raqamli tahlil vositalari bilan ishlash o‘quv
dasturining majburiy gismiga aylangan. Studentlar “portfel-improvizatsiya” — oz
ijrolarining ragamli arxivini yaratadilar.

O‘zbekiston uchun olinadigan jihatlar:

« 1mprovizatsiya bo‘yicha ragamli portfel (digital portfolio) tizimi;
« improvizatsiya jarayonining video-monitoring asosida baholash tizimi;
« musiqa o‘qituvchilari uchun “IT-kompetensiya” standartlarini ishlab chiqish.

Qaysi MDH davlatlari eng rivojlangan?

Umumiy tahlil shuni ko‘rsatadiki:

Davlat Kuchli jihatlari Ofzbekiston uchun dolzarb
elementi
Rossiva Tizimli ragamli pedagogika, chuqur Pedagogik modul va
y tahlil metodlari laboratoriya modeli
Qozog‘iston Milliy sozlarni raqar_nlashtmshda Virtual rubob/dutor yaratish
yetakchi
Ozarbayjon|| An’ana va ragamli metod uyg‘unligi Magom vizual xaritalari
Belarus O'qituvchilami IT bo'yicha keng IT-pedagog malakasini oshirish
tayyorlash
Ukraina | Digital performance va ragamli portfel | Improvizatsiya portfeli tizimi

Demak, yuqoridagi kuzatuvlar natijasida MDH tajribasida biror davlatning
yondashuvi to‘liq mos emas, ammo har birining o‘ziga xos jihatlarini
uyg‘unlashtirish orqali O‘zbekiston uchun ideal model shakllantirish mumkin degan
xulosaga kelish mumkin.

Savol tug’ilishi mumkin, Nega MDH tajribasi O‘zbekiston uchun muhim?
Chunki birinchi navbatda, Madaniy yaqginlik — MDH davlatlarida ham shargona

ladiy tizimlar, improvizatsiya an’analari mavjud, bu O‘zbekiston uchun ko‘chirishni
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osonlashtiradi. Texnologiya darajasi orasidagi farglar kichik — ragamli vositalar
infratuzilmasi O‘zbekiston sharoitiga mos. Milliy sozlarni raqamlashtirish bo‘yicha
Qozog‘iston tajribasi bevosita qo‘llanishi mumkin — bu O°‘zbekistonda mavjud
bo‘lmagan bo‘shliq. Al va audiotahlil modellarini Ozarbayjon mug‘am tizimi
misolida moslashtirish mumkin — magom tizimi bilan yaqinlik mavjud. Ustozlarning
raqamli kompetensiyasini oshirish bo‘yicha Rossiya modeli juda samarali,
O‘zbekistonda aynan shu bo‘g‘in sust rivojlangan.

Sozandalikda improvizatsiya texnikalarini ragamli vositalar yordamida
o‘rgatish jarayoni zamonaviy musiqa pedagogikasining strategik yo‘nalishlaridan
biriga aylanib bormoqda. Tadgiqot natijalari shuni ko‘rsatadiki, raqamli
texnologiyalar — metronom va ritm-analizatorlar, spektrogramma asosidagi audio-
tahlil dasturlari, virtual cholg‘ular hamda sun’ity intellektga asoslangan
Improvizatsion tizimlar — ijrochining texnik, estetik va ijodiy kompetensiyalarini
shakllantirishda samarali yordamchi vosita bo‘lib xizmat qiladi. Xususan, bu
texnologiyalar talabalarning ritmik bargarorligi, lad-fikrlash mexanizmlari, melodik
fraza yaratish qobiliyati, eshituv xotirasi va 0‘z-o0‘zini nazorat qilish ko‘nikmalarini
sezilarli ravishda oshirishi empirik tadgiqotlar bilan tasdiglangan [1, b/n; 2, 41-b].

Shuningdek, ragamli vositalar improvizatsiya jarayonini nafagat tahliliy va
vizual, balki shaxsiylashtirilgan va iterativ shaklda tashkil etish imkonini beradi.
Talaba o°z ijrosini qayta tinglab, xatolarni aniglab, ularni real vaqt rejimida tuzatishi
mumkin. Bu esa an’anaviy ustoz—shogird tizimining imkoniyatlarini kengaytirib,
individual ta’limning yangi bosqichini shakllantiradi. Sun’iy intellekt asosidagi call-
and-response mashqlari esa ijodiy tafakkurni faollashtirish, improvizatsiya
variantlarini boyitish va musigiy nutgning moslashuvchanligini rivojlantirishda
sezilarli natija beradi [3, 22-b].

Xulosa. Birog ragamli texnologiyalarni milliy musiga tizimiga bevosita joriy
etish bir qator metodik va madaniy cheklovlar bilan bog‘liq. Asosiy muammoning
biri — mavjud dasturiy vositalarning g‘arb temperatsiya tizimiga mos ekanligi va

maqom musiqasiga xos mikrointonatsion farqglar, pardalarning teng bo‘lmagan
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masofalari, murakkab ornamentik strukturani to‘liq aks ettira olmasligidir. Mazkur
holat pedagogik jarayonda noto‘g‘ri yo‘naltirishlar yoki o‘quvchi talabaning
intonatsion nutqida buzilishlar paydo bo‘lishiga olib kelishi ehtimoli mavjud [4, 19-
b].

MDH davlatlari tajribasiga tayanilsa, Rossiya, Qozog‘iston, Ozarbayjon,
Belarus va Ukraina musiqa ta’limida raqamli texnologiyalarni muvaffaqiyatli
integratsiya qilgan davlatlar sifatida ajralib turadi. Rossiyada ragamli musiga
pedagogikasi tizimli ravishda shakllangan bo‘lsa, Qozog‘iston milliy cholg‘ularni
raqamlashtirishda katta yutuqlarga erishgan. Ozarbayjon mug‘am tizimini interaktiv
xaritalar va audio-tahlil orqali o‘qitishning samarali modelini yaratgan, Belarus va
Ukraina esa o‘qituvchilarning 1T-kompetensiyalarini kuchaytirishga alohida ¢’tibor
garatgan [5, b/n].

Ushbu tajribalar O‘zbekiston uchun bir gator amaliy natijalar chiqishiga imkon

beradi:

Shunday qilib, ragamli texnologiyalar sozandalikda improvizatsiyani o‘rgatish
jarayonini tubdan modernizatsiya qilish salohiyatiga ega. Ammo bu jarayon
an’anaviy ustoz—shogird maktabining o‘rnini bosa olmaydi; aksincha, uni

to‘ldiruvchi, tizimlashtiruvchi va takomillashtiruvchi vosita sifatida qaralishi lozim.
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Optimal natijaga erishish uchun ragamli texnologiya va milliy pedagogik an’analar
chuqur integratsiya gilinishi, metodik moslashuv va ustozlar tayyorgarligi ustuvor

ahamiyat kasb etishi zarur. Shu asosda ishlab chigilgan integratsion model

O‘zbekistonning milliy musiqa ta’limi zamonaviy talablarga mos holda rivojlanishiga

xizmat giladi.
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Annotatsiya. Magolada 1980-yillarda Olim Xo‘jayev nomidagi Sirdaryo
viloyat musiqgali drama teatrida sahnalashtirilgan Uilyam Shekspirning “Richard
IIT” fojiasi o‘zbek teatri sahnasidagi dastlabki talqini haqgida so‘z boradi. Jumladan,
tragediyaning asosiy mazmuni, spektaklni sahnalashtirishda rejissyorning rassom
bilan ijodiy izlanishlari, aktyorlar ijrosi haqida so‘z boradi.

Kalit so‘zlar: jahon adabiyoti, Kklassik asar, teatr, tragediya, spektakl,
dramaturg, rejissyor, rassom, aktyor.

“TOPBATBIN KOPOJIb” YWIbSIMA HIEKCITUPA
MamarkyJjoBa Mynupa MaxmyaoBHa
JOKTOPAHT FOCYIIapCTBCHHOFO HHCTHUTYTa UCKYCCTBA U KYJIbTYPhI
VY36ekucrana

Annoranusi. B crarbe paccMarpuBaercs IepBas HHTEPIPETAIUS Tpareauu
VYunesama Hlexcrinpa «Puyapa 11I» Ha y30ekckoi TeaTpalbHOU CLIEHE, IOCTABJICHHAS
B 1980-x rogax B ChIpJJapbMHCKOM OOJACTHOM MY3bIKaJIbHO-APAMaTUHYECKOM TEaATpe
uMeHnn Omuma XomkaeBa. B yacTHOCTH, B HEM OOCYXAAOTCS CYyThb Tpareauw,
TBOPUYECKHUH Mpoliecc padoThl pexUccepa U XyAOKHUKA HaJ MOCTAHOBKOW MbECHI, a
TaKXKe Urpa aKTEepPOB.

KiroueBbie ci1oBa: MHpOBas JIMTEPATYypa, KIACCHYECKOE IPOU3BENCHHUE,
Tearp, Tpareaus, nbeca, ApamaTrypr, peKUCcep, XyA0KHUK, aKTEDP

“THE HUNCHBACK KING” BY WILLIAM SHAKESPEARE
Mamatkulova Munira Mahmudovna
PhD student State Institute of Art and Culture of Uzbekistan

Abstract. This article examines the first interpretation of William
Shakespeare's tragedy "Richard Il1" on the Uzbek stage, staged in the 1980s at the
Olim Khodjaev Syrdarya Regional Musical and Drama Theater. Specifically, it
discusses the essence of the tragedy, the creative process of the director and designer
on the production, and the actors' performances.

Key words: world literature, classic work, theater, tragedy, play, playwright,
director, painter, actor

Uilyam Shekspirning asarlarini sahnalashtirish borasida viloyat teatrlarida
amalga oshirilgan ijodiy izlanishlar ham alohida e’tiborga molik. Sirdaryo viloyat
teatri jamoasi 80-yilarda ingliz dramaturgining “Richard III”, “Qirol Lir” asarlarini
sahnalashtirdi. Teatr 1975-yil 26-sentyabrda Guliston shahrida professional teatr
sifatida o°‘z faoliyatini boshlagan. Teatrning tashkil topganiga qisqa muddat
bo’lishiga qaramay yirik klassik asarlarga murojaat qilishi iqtidorli aktyorlar
tarkibining shakllanib ulgurganligidan dalolat beradi. Respublika bo‘yicha “Richard
IIT” asari ilk bor Sirdaryo viloyat teatrida sahnalashtirilishi ham o‘zbek rejissura
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san’atida novatorona izlanishlardan biri bo‘ldi. Spektakini sahnalashtiruvchi rejissyor
O‘zbekiston Respublikasida xizmat ko‘rsatgan madaniyat xodimi Mahkam
Muhammedov bo‘lib, u 1978-1982 vyillar oralig‘ida teatrning bosh rejissyori sifatida
faoliyat yuritgan. Odatda Shekspir kabi buyuk dramaturglarning zalvorli asarlari
poytaxt teatr jamoalari tomonidan sahanalashtirilar, keyinchalik viloyat teatrlari
repertuaridan joy olar edi. Misol uchun muallifning “Hamlet” (1935-y.) , “Otello”
(1941-y.), “Yuliy Sezar” (1958-y.), “Qirol Lir” (1966-y.) , “Veronalik ikki yigit”
(1966 —y.) kabi tragik va komik janrdagi asarlari hozirgi O‘zbek Milliy akademik
drama teatri jamoasi tomonidan ilk bor o‘zbek tilida sahnalashtirilgan, so‘ngra viloyat
teatrlari navbatma-navbat oz talginlarini sahnaga olib chiqgan edi. Biroq o‘zbek
teatri tarixiga nazar solinsa Shekspirning “Richard III” va “Romeo Julyetta”
tragediyalari avvalo viloyat teatrlari tomonidan ilk bora sahnalashtirilganiga guvoh
bo‘lamiz.

“Richard III” - Uilyam Shekspirning 1592 va 1594-yillar oralig‘ida yozilgan
tarixiy pyesasidir. Pyesani yozishda Shekspir Xolinshedning yilnomalariga tayangan.
Yilnomalarda Tomas Morning Richard Il hayoti hagida lotin tilida yozilgan
ma’lumotlarining ingliz tiliga tarjima varianti ham mavjud edi. Shekspir pyesada
Angliya qgiroli Richard Il ning hokimiyat tepasiga kelishi va undan keyingi gisga
muddatli hukmronligini tasvirlagan. Birog Shekspir pyesada tasvirlagan voqgealar
badiiy tasvir va ifoda vositalari bilan boyitilib juda bo‘rttirilgan. Shu boisdan ham
Richard 11l adabiyotdagi eng mashhur yovuz qahramonlardan biriga aylanadi.
Dramaturg Richard 11l personajini bukchaygan, bir qo‘li qurib qolgan, cho‘loglanib
gadam tashlaydigan majruh, xunuk tashqi ko‘rinishga ega qirol sifatida tasvirlaydi.
Haqiqiy tarixiy shaxs hisoblangan Richard 11l skolioz(umurtqa pog‘onasining
giyshayishi)dan aziyat chekgan, ammo u Shekspir tasvirlaganchalik majruh,
badbashara ko‘rinishda bo‘lmagan. Adabiyotdagi shuhratparast Richard taxtga
ko‘tarilish uchun xiyonat qilishdan, yolg‘on gapirishdan, qotillik qilishdan
qo‘rgmaydigan razil inson. U taxtni egallash uchun bir gancha garindoshlari va
jiyanlarini begunoh bola bo‘lishiga garamay o‘limga mahkum qilgan qotil.

Fojiali vogealarga boy, murakkab syujet chizig‘iga ega tragediyani
sahnalashtirish teatr rejissyori, rassomi va aktyorlaridan katta mahorat talab etganligi
anig. Spektakl rejissyori Mahkam Muhammedov o°zining “Rejissura asoslari”
kitobida ushbu spektakl sahnalashtirilishida quyidagi ijodiy izlanishlarni amalga
oshirganligi haqida yozadi. “Taqdir taqozasi bilan Olim Xo‘jayev nomidagi Sirdaryo
viloyat teatrida Uilyam Shekspirning “Richard III” fojiasini Asqad Muxtor
tarjimasida sahnalashtirishimga to‘g‘ri keldi. Ko‘p yillar teatrda ishlagan rassom
Anatoliy Sluginni taklif qildik. Bino yo‘qligi tufayli spektakl viloyat hokimiyati
majlislar zalida sahnalashtiriladigan bo‘ldi. Vogqealar qirol Eduard 1V zamonida
Angliyada kechadi: goh Tauer qasrida, goh ko‘chada, goh saroyda, goh Beynar
gasrida va hokazo. Asar murakkab sahna esa chegaralangan. Sahnaviy ifodasini
topish mushkul edi. Asarda majruhlik, noto‘kislik, to‘kislikka garshi kurashadi. Men
uchun Gloster atrofida kechadigan qotilliklar, sodir bo‘ladigan fojiaviy xatti-
harakatlar, saroydagi ichki nizolar, vogealar teranligi, sigigligi ahamiyatli va muhim
edi. Rassom sharoitdan kelib chiqib yagona yo‘l topdi. Butun vogealar bir joyda qora
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dag‘al matolar fonida to‘rt odam bajaradigan konstruksiya — qurilma atrofida
kechadigan bo‘ldi. Qurilma taxtalari ko‘tarilganda qirol taxtiga aylanadi,
tushirilganda dorga, bosh oladigan kundaga aylanadi. Bu qurilmani har xil holatga
solish mumkin edi. Taxt va kunda, yonma-yon, razolat ham shu yerda, adolat ham
shu yerda. Rassom bilan topilgan sahnaviy obrazli ifoda asar vogealarining

ochilishida katta yordam berdi.llKichik bir sahna maydonida ijro etish mumkin
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Olim Xo‘jayev nomidagi Sirdaryo viloyat teatrida sahnalashtirilgan Uilyam Shekspirning
“Richard I1I” fojiasidagi aktyorlar libosi va sahna ko‘rinishi (1980 y.)

Albatta asardagi davr muhitini ochib berishda asar ishtirokchilarining ijtimoiy
kelib chigishi, ularning kim, gaysi tabagadan ekanligi, liboslar ifodasi ham katta rol
o‘ynaydi. Ushbu spektakl sahnalashtirilishida rejissyor va rassomning muvaffagiyatli
hamkorligi ijodiy samaralar bergan. Rejissyor rassom yaratgan qurilma va qop-gora
fon orqali klassik asarning yangi talginida ramziy-shartli ifoda vositalaridan unumli
foydalangan. Bunday yechim spektakl birinchi sahnasidan tomoshabinni yovuzlik,
razillikga burkangan saroy manzarasini his gilishiga yordam bergan.

Spektaklda aktyorlar A.Yusufaliyev — Gloster keyinchalik Richard IlI,
A.G*ofurov - Qirol Eduard 1V, Ali Abdullayev - Uels shahzodasi, A.Holikov - York
Gersogi, Sh.Jumayev - Gersog Klarins, J.Maxmudov - Graf Richmond, R.Xasanov -
Gersog Bekingeli, T.Eshpo‘latov - Graf Rivers, B.Tog‘ayev - Markiz Dorest,
A.Abdullayev - Lord Xastenges, T.Qanoatov - Lord Stenli, M.Odilov - Lord Meri,
Sh.Rahmatullayeva - Yelezavetta, F.Yusuvaliyeva, G.Bozorboyeva, A.Fozilova —
Margarita, M.Begmatova, M.Ismailova - Anna Xonim kabi obrazlarni ijro gilgan.
Adham Yusufaliyev ijrosidagi bosh gahramon, Sh. Rahmatullayevaning Qirolichasi,
A.Gofurovning qiroli 1ijro madaniyati tinmay o‘sayotgan va kamolot sari
yuzlanayotgan ijodiy mehnat samarasi edi.*

Tragediyaning muhim syujet liniyasida bosh gahramon Gloster keyinchalik
Richard III obrazi bilan bog‘liq vogeliklar asosiy o‘rinni egallaydi. Richard

I Muhammedov M. Rejissyor va rassom. Rejissura asoslari (badiiy asar ustida ishlash) //. T.: 2008 “Shoakbar” xususiy
ilmiy ishlab chigarish tijorat firmasi bosmaxonasi. 34-b

12 Tursunov T. Olim Xo‘jayev nomidagi Sirdaryo viloyat musiqali drama teatri. XX asr O*zbek teatri tarixi (1900-2007)
// T.: 2010 “ART PRESS” Co.Ltd kompaniyasi nashri. 541-542 bb.
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(A.Yusufaliyev) sahnada faol harakatlanadi, u ham ruhiy, ham jismoniy xatti-
harakatlar uyg‘unligida bosh gahramonining razil, xudbin illatlarini ochib berishga
intilgan. U o‘z magsadi yo‘lida goh turli hiyla nayranglar orqali o‘z inilarini
zindonband qildiradi, gohida xonim Annani yo‘ldan ozdirib o‘z nikohiga oladi.
Aktyor gahramoni xarakteridagi turli ziddiyatlar, salbiy illatlarni mahorat bilan
ko‘rsatib berishga harakat gilgan.

Spektaklda Anna Xonim (M.Begmatova, M.Ismailova) obraziga alohida e‘tibor
garatilgan, Richardning asl xarakteri va maqgsadining ochilishida bu personaj muhim
rol o‘ynaydi. Richard Annaning eri Edvard Uels shahzodasini va uning gaynotasini
o‘ldiradi. Bu vogealardan so‘ng Anna xonim bilan uchrashib, makr-hiylalar bilan
uning boshini aylantiradi va unga uylanadi. Keyinchalik Anna Richardga foydasiz
bo‘lib qolganida uning o‘limini uyushtiradi.

Bu kabi qgabohatga to‘la sahnalar yakunida Bosvort maydonidagi jangdan
oldingi kechada Richard III o‘zi o‘ldirgan barcha odamlarning arvohlari tomonidan
ta‘qib gilinadi. Ommaviy sahnalarda teatr ijodiy jamoasi ishtirok etadi. Mag‘lubiyatli
jangdan so‘ng, Richard vafot etadi va Richmond qirol Genrix VII taxtga o‘tiradi.

"Richard III" pyesasi ko‘pincha qisqartirishlarsiz sahnalashtiriladi. Ikkinchi
darajali gahramonlar ba’zi rejissyorlar tomonidan olib tashlanadi. Masalan ko‘p
spektakl variantlarida Anjou girolichasi Margaret personaji butunlay olib tashlanadi.
Bunday hollarda, asar badiy yaxlitligiga putur yetmasligi uchun qo‘shimcha syujet
chiziglari ixtiro gilinadi. Biroq rejissyor Mahkam Muhammedov “Richard III”
tragediyasini butunligicha, o‘zgartirishlarsiz sahnalashtirdi. To‘g‘ri spektakl kutilgan
muvaffagiyatni bermagandir. Lekin klassik asar sahnalashtirilishidagi boy tajriba
teatr jamoasining professionallik sari yo‘lida katta maktab vazifasini o‘tagani
shubhasiz.

1985-yilga kelib teatr rejissyori J.Mahmudov “Richard III”” spektakliga bir oz
o‘zgartirishlar kiritadi. Bu haqda teatr bayonnomalarida ma’lumotlar keltirilgan.
“Spektaklda ancha o‘zgartirishlar qilishga to‘g‘ri keldi. Davr talabiga binoan. Yangi
Kiritilgan ijrochilar ham asosan tayyor bo‘lib qoldilar. Texnik jihatdan ancha
kamchiliklar bor. Eng avvalo svet masalasini hal gilish kerak. Negaki sahna haddan
ziyod qorong‘u. Qahramonlorning yuz ko‘zi ko‘rinmayapti...” ** Demak rejissyor
Mahkam Muhammedov yaratgan sahnaviy muhitda qora rangning ko‘p ishlatilishi
sahnada qorong‘ulik haddan ziyod oshib ketishiga sabab bo‘lgan. Oqibatda aktyorlar
hatti-harakati, yuz ifodalarining tomoshabinga ko‘rinishi yomonlashgan. Ushbu
kamchiliklar Jo‘ra Mahmudov rejissyorligida bartaraf gilinib, gqayta badiiy kengashga
topshirilgan.

Klassik asar sahnalashtirish ortidan ortirilgan boy ijodiy tajriba 1989-1990
yilarda Uilyam Shekspirning yana bir asari “Qirol Lir” fojiasi J.Mahmudov
rejissyorligida teatr jamoasi tomonidan sahna yuzini ko‘rishga zamin yaratdi.

B IIpotokon Nel6. CelpaappuHckuii 00m.My3.nqpam  Tearp uM. A.XomkaeBa. // IIpoTokonsl 3acemaHus
XY/I0’)KECTBEHHOT'O coBeTa M Marepuaibl K HUM. 04.08.1984r. — 30.12.1985r. 39-40 c.
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YANGI O‘ZBEKISTONDA MADANIYAT MARKAZILARINI MA’NAVIY VA
MADANIY-1JTIMOlY MASKAN SIFATIDA SHAKLLANTIRISH
MASALALARI
Qolganatov Asilbek Nazarbay o‘g‘li
O‘zbekiston davlat san’at va madaniyat instituti doktoranti
golganatov9518@gmail.com

Annotatsiya. Magqgolada Yangi O‘zbekistonda madaniyat markazlarini
ma’naviy hamda madaniy-ijtimoiy maskan sifatida shakllantirishning nazariy va
amaliy xususiyatlari haqida so‘z yuritiladi. O‘zbekistonning ma’naviy rivojlanish
jarayonida madaniyat markazlari faoliyatini yangicha ish uslublariga o‘tkazish
kerakligi gayd etilar ekan, soha olimlarining markazlar faoliyatiga oid fikrlari tahlil
gilinadi. Madaniyat markazlarining konsepsiyasi va milliy modeli shakllanganligini
inobatga olib, endilikda ularning taraqgiyot dinamikasini muntazam ravishda ilmiy
o‘rganish zarurligi ko‘rsatib o‘tiladi. Bu esa sohaga doir jarayonlarning aholi uchun
ochiqgligini ta’minlab, mutaxassislar uchun aniq va ishonchli ma’lumotlar olishda
amaliy ahamiyat kasb etadi. Madaniyat markazlarining xalgaro madaniy maydonga
chigish davri kelganligi nazariy jihatdan asoslandi.

Kalit so‘zlar: madaniyat markazlari, ma’naviy maskan, madaniy-ijtimoiy
muassasa, erkin ijod, madaniy rivojlanish, ma’naviy yangilanish.

BOITPOCBHI ®OPMUPOBAHUA KYJIBTYPHBIX HEHTPOB KAK
AYXOBHBIX U KYJIBTYPHO-COIIUAJIBHBIX MECT B HOBOM
Y3BEKNCTAHE
KoakanatoB Acbli0exk HazapoaeBuu
JOKTOpaHT ['0Ccy1apCcTBEHHOT0 MHCTUTYTAa UCKYCCTBA U KYJIbTYPHI Y30€KHCTaHA

AnHOTamusi. B cratbe paccMaTpuBarOTCS TEOPETHYECKHE U TPAKTUYECKUE
0COOEHHOCTH (OpMHUPOBAHUSI KYJIBTYpHBIX IIeHTpoB HoBoil VY30ekucrana kak
JTYXOBHBIX M KYJBTYPHO-COIIMAIBHBIX MPOCTPAaHCTB. OTMEYaeTcsi HEOOXOIUMOCTh
nepexoqa JeATEeILHOCTH KYJIbTYpHBIX IIEHTPOB HA HOBBIE METOJABI pPadOTHl B
MpoIecce JAYXOBHOTO pPa3BUTHS Y30CKHMCTaHA, AHAIM3UPYIOTCS MHEHUS YUYEHBIX
OTpacid O JEATCIBLHOCTH IICHTPOB. YUYHTHIBas (POPMHUPOBAHWE KOHICIIHA U
HAIlMOHAIBHOW MOJIEIM KYJNbTYPHBIX IIEHTPOB, YKa3bIBaeTCI Ha HEOOXOJMMOCTH
PETYISPHOTO HAYYHOTO HW3Y4YEHUsS IAWHAMUKH HMX Pa3BUTHA. OJTO OOCCIeYMBaET
OTKPBITOCTh TIPOIECCOB B cdepe I HACEICHHUS M MMECT MPAKTHUCCKOS 3HAUCHUC
JUISL  TIOJYyYEHUS  CICNHAIMCTaMH TOYHOW W JOCTOBEpHOH  MHGOpPMAIIHH.
Teoperndyeckn 000CHOBAHO, YTO HACTYIHII MIEPUOJ] BBIXOJIa KYJIbTYPHBIX IIEHTPOB Ha
MEXIyHAPOJIHOE KYJIbTYPHOE MPOCTPAHCTRO.

KuroueBble ci10Ba: KyJbTypHbIE LEHTPBI, JyXOBHOE IPOCTPAHCTBO,

KYJIbTYPHO-COLIMATIbHOE  YUPEXKJICHHE, CBOOOJHOE TBOPYECTBO, KYJIBTYpPHOE
pa3BUTHE, TyXOBHOE OOHOBJICHUE.
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ISSUES OF FORMATION OF CULTURAL CENTERS AS SPIRITUAL
AND CULTURAL-SOCIAL PLACES IN THE NEW UZBEKISTAN

Qolganatov Asilbek Nazarbaevich
PhD student State Institute of Art and Culture of Uzbekistan

Annotation. The article discusses the theoretical and practical aspects of
shaping cultural centers in New Uzbekistan as spiritual and cultural-social spaces.
The need to shift the activities of cultural centers to new working methods in the
process of Uzbekistan’s spiritual development is noted, and the views of scholars in
the field regarding the activities of these centers are analyzed. Taking into account
the formation of the concept and national model of cultural centers, the necessity of
regularly studying the dynamics of their development is emphasized. This ensures the
openness of processes in the field for the population and has practical significance for
specialists in obtaining accurate and reliable information. It is theoretically
substantiated that the time has come for cultural centers to enter the international
cultural arena.

Keywords: cultural centers, spiritual space, cultural and social institution, free
creativity, cultural development, spiritual renewal.

Madaniyat markazlari tarixiga oid maqgola, ilmiy ish va siyosiy adabiyotlarni
o‘qib tahlil qgilganimizda shunday xulosaga keldimki, madaniyat markazlari fagat
ma’lum joy egallagan quruq maskan bo‘lmasligi kerak. Tarixan u shunchaki tasodifiy
tashkil gilingan muassasa emas, xodimlar kirib chigib yuradigan ish joyi ham emas.
U jamiyatning ijtimoiy-ma’naviy qurilishida ishtirok etadigan katta siyosiy-madaniy
kuchga ega ma’rifat o‘chog‘idir.

Madaniyat markazlari Yangi O‘zbekistonning ma’naviy va madaniy-ijtimoiy
jihatdan yangi qurilish maydoni va bu shunchaki g‘oya yoki chiroyli so‘z emas.
Yangi O‘zbekistonning ma’naviy va madaniy-ijtimoiy qayta qurilishi katta ma’naviy
kuchni talab qiladi. Biz so‘nggi to‘qqiz yil ichida madaniyat markazlari qanday
bo‘lishi kerak va uning faoliyati qanday tashkil qilinsa jonli mulogat maskaniga
aylanadi degan savolga to‘liq hamda ravshan javob topa olmadik. Uning vazifalari
belgilandi, ish faoliyati maromda ketmoqda. Katta masala shundaki, madaniyat
markazi ganday qilib rosmanasiga Uchinchi Renessans g‘oyasini hayotga tadqiq
etishda qaysi aniq tizm yoki yo‘llarni ish faoliyatiga aylantiradi?

Bu savollarga ilmiy-amaliy jihatdan javob topish va sohaning biz uchun juda
muhim taraflari haqida ko‘proq o‘ylash ilmiy masalaga aylanmoqda. Sababi, Yangi
O‘zbekistonning ma’naviy va madaniy-ijtimoiy gayta qurilishida bevosita ishtirok
etadigan, Uchinchi Renessans g‘oyasini hayotiylik va reallikka aylantiradigan ijodkor
shaxslar — madaniyat markazlari xodimlar va gqiziquvchilar, havaskorlar bilan
professional ijodkorlardir. Jamiki barcha markazga gatnashadigan yetti yoshdan
yetmish yoshgacha bo‘lgan xalqimizdir.

“Oldimizda turgan davr, — deydi Prezidentimiz Sh.Mirziyoyev, — Yangi
O‘zbekiston uchun siyosiy, iqtisodiy-ijtimoiy, madaniy-gumanitar va boshga gator
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sohalarda tub burilish, ulkan o‘zgarishlar va taraqqiyot davriga aylanmog‘i lozim.
Chunki ayni paytda xalqimiz g‘oyat baland ruh va yuksak ishonch bilan yangicha
hayot, yangi taraqgiyot, Uchinchi Renessansga yuzlanib turibdi. Shu choggacha
erishilgan natijalar, kechagi qarash va mezonlar allagachon tarixga aylangan.
Bugungi keskin ragobat pallasida eskicha yondashuvlar asosida rivojlanib bo‘Imaydi.
Ertangi kun tarixini bugun yozishimiz shart. Yangi davr uchun yangi g‘oya va
tashabbuslar, puxta o‘ylangan istigbolli rejalar, yangi marra va g‘alabalar kerak
bo‘ladi”[1:7].

Xalgimizning yangicha ma’naviy yuksalish va Uchinchi Renessans sari
intilishi madaniyat sohasining ham yangicha ish uslubida rivojlanishini taqoza
etmoqda. Kechagi mezonlar allagchon o‘z ahamiyatini yo‘qotgan bir paytda,
ma’naviy raqobatbardosh taraqqiyot uchun madaniy jarayonlarni zamonaviy asosda
tashkil etish muayyan ilmiy-amaliy dolzarblik kasb etmoqgda. Shu bois madaniyat
markazlarini madaniy-ijtimoiy maskan sifatida shakllantirish masalalari jamiyatning
bugungi va ertangi ehtiyojidan kelib chiggan holda dolzarb vazifaga aylandi.

Vatanimiz o‘z taraqqiyotining yangi bosqichiga qadam qoyayotgan bugungi
kunda biz uchun gadimiy tariximiz va madaniyatimizga oid yangi ilmiy tadgiqotlar
har gachongidan ham dolzarb ahamiyatga ega[2:33].

Yangi O‘zbekistonda madaniyat markazlarini ma’naviy va madaniy-ijtimoiy
maskan sifatida shakllantirish madaniyatimizga, ma’naviyatimiz oid shunday ilmiy
tadqiqot sirasiga kiradi. Yangi O‘zbekistonda madaniy sohani isloh qilishimizga
kirishganimizga to‘qqiz yildan oshdi. Bu, garchi tarixan uzoq davr bo‘lmasa ham
[jtimoiy-madaniy va ma’naviy qurilish poydevorini qurish uchun yetarlicha muddat
bo‘la oldi. Biz madaniyat markazlari taraqqiyotining konsepsiyasini (2018-yil 28-
noyabrda O‘zbekiston Respublikasi Prezidenti Shavkat Mirziyoyevning PQ-4038-
sonli “O‘zbekiston Respublikasida milliy madaniyatni yanada rivojlantirish
konsepsiyasini tasdiqlash to‘g‘risida” garori), milliy modelini (2019-yil 30-martdagi
O‘zbekiston Respublikasi Vazirlar Mahkamasining “Madaniyat markazlari
faoliyatiga oid normativ-huquqiy hujjatlarni tasdiqlash to‘g‘risida” 264-son garori)
gisman amaliyotda ko‘rayapmiz.

“Barcha jamiyat, aynigsa barcha ijtimoiy hodisalarni, jumladan madaniyatni,
xususan ma’naviy madaniyatni yangilashni, garor toptirishni, ravnaq toptirishni
ustivor siyosat darajasiga ko‘tarishga harakat qiladi. Bunda eng avvalo barcha
jjtimoiy hodisalar singari ma’naviy-madaniyatning yangi tizimdagi mazmunini,
mohiyatini, funksiyalarini har tomonlama nazariy-ilmiy izohlash, tahlil qilish muhim
ahamiyat kasb qiladi[3:36]”, — deydi falsafa fanlari doktori, professor S.S.
To‘ychiyeva.

Endilikda eng katta ilmiy masala madaniyat markazlarining rivojlanish
dinamikasini chuqur o‘rganishdir. Bu o‘rganish orqali biz Yangi O‘zbekiston
sharoitida madaniyat markazlarini ma’naviy va madaniy-ijtimoiy maskan sifatida
shakllantirish, istigbolini ilmiy jihatdan prognoz qilish imkoniyatiga ega bo‘lamiz.
Madaniyat markazlarining dinamikasi faoliyatning ganday mexanizmlardan
foydalanishi va qanday bosqishlarni bosib o‘tish kerakligin belgilab berishi zarur.
Magola yakunida esa, mazkur dinamikaga xizmat giladigan taklif va tavsiyalarni
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berib o‘tamiz. Bu jarayonda faqatgina soha olimlarining tadqiqot natijalar emas,
xalgning madaniyat markazlari kelajagi hagida ganday fikrlayotgani muhimdir.
Global ma’naviy va madaniy maydonindagi tahdidlar, yoshlarning virtuallashuviga
sabab bo‘layotgan omillar ko‘proq madaniyat markazlari yoshlarga xizmat qilishi
kerakligini ko‘rsatadi. Haqiqatan, madaniy-ma’rifiy ishlar barcha sohalardan kerak
bo‘lsa iqtisodiy sohadan ham oldingi o‘rinda turishi kerak.

Sababi, bu tipidagi muassasalar faoliyatining o‘ziga xos xususiyatlaridan biri
Ijodga demokratik asosda, hech ganday cheklovlarsiz jalb gilish imkoniyatidir. Bunda
ishtirokchilarning aniq bir ijod turi bo‘yicha qobiliyatlari, madaniy-ma’rifiy darajasi
yoki ijtimoiy-igtisodiy holati bilan bog‘liq cheklovlar mavjud emas. Bunday
muassasalari ijtimoiy va fuqgarolik tashabbuslari maydonida ham alohida o‘rin
egallab, jamoaviy o‘zini identifikatsiya qilish va birdamlik mexanizmlari orqali
amalga oshiriladi. Bu faoliyat aholining ijtimoiy-madaniy ehtiyojlarini
rivojlantirishga va ularning madaniy ijodda ishtirok etishiga yordam berishi mumkin.
Bu, birinchi navbatda, fan, madaniyat, san’at, iqtisod, huquq, siyosat sohalaridagi
turli ma’rifiy tadbirlar, shuningdek, hordiq chiqarish madaniyatini oshirish, kundalik
hayotni yaxshilash va sog‘lom turmush tarzini shakllantirishga xizmat qiladigan
faoliyat sohalaridir.

Shuningdek, madaniy-ijodiy salohiyatini amalga oshirishda alohida o‘rin
mulogot va hordig chigarish sohasida norasmiy shaxslararo munosabatlarni
rivojlantirishga garatilgan magsadli jarayondir[4:131].

Madaniyat markazlari faoliyati samaradorligi ko‘p jihatdan davlat madaniy
siyosatiga bog‘liq. Hozirgi vaqtda davlatning madaniyat markazlari faoliyatidagi
ishtiroki yaxshi holatda deyishimiz mumkin. Davlat madaniyat markazlarining joriy
faoliyati uchun byudjet mablag‘larini ajratadi. Biroq, madaniyat madaniyat
markazlari faoliyati hozirga kelib murakkablashdi, bu esa davlat madaniy siyosat
strategiyasining o‘zgarishiga ham sabab bo‘lmoqgda.

Ya’ni, jamiyat ma’naviy jihatdan kuchli rivojlansagina, moddiy qudratga ega
davlat shakllanadi. Madaniyat markazlariga yoshlarni jalb gilish bo‘yicha Madaniyat
vazirligining mas’ul mutasaddilari qo‘ldan kelguncha harakat qilishmoqda. Sohaning
nazariy va amaliy taraqqiyoti uchun asosiy tayanch bo‘lib kelmoqda.

Madaniyat markazlari faoliyatiga oid barcha normativ huqugiy hujjatlar
yangidan tasdiglandi. Xususan, Madaniyat markazi to‘g‘risidagi namunaviy hamda
madaniyat markazlari faoliyati samaradorligini baholash mezonlarini belgilash tartibi
to‘g‘risidagi nizomlari tasdiglandi. Oliy ta’lim muassasalarining qabul kvotalari
kunduzgi va sirtqi ta’lim shakllari bo‘yicha har yili 25 foizdan oshirildi. O‘zbekiston
davlat san’at va madaniyat instituti hamda uning filiallariga 1006 nafar iqtidorli
yoshlar tuman va shahar hokimliklarining tavsiyasiga asosan, sirtqi ta’lim shakliga
o‘qishga gabul qilindi[5:5].

Hozir respublikamizda 837 ta ma daniyat markazi bor, — deydi, Madaniyat
vazirligining Madaniy faoliyat, nomoddiy madaniy meros va xalq ijodiyotini davlat
tomonidan qo‘llab-quvvatlash boshgarmasi boshligi Jamshidbek Niyazbekov, —
ularning yarmi ta’mirga muhtoj. Sohadagi ishlar bir oz kechikdi. Bunga pandemiya
sabab bo‘ldi. Ya’ni 2022-yilgacha madaniyat markazlarini ta’mirlash ishlari olib
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borilmadi. Prezidentimizning 2022-yil 2-fevraldagi “Madaniyat va san’at sohasini
yanada rivojlantirishga doir qo‘shimcha chora-tadbirlar to‘g‘risida”gi qarori bilan
avval rekonstruksiya gilingan madaniyat markazlarining moddiy-texnik bazasi
mustahkamlandi. O‘tgan yili abgor holdagi binolarga odamlarning kirgisi kelmaydi,
ularni ta’mirlash kerak, degan mazmundagi tashabbus ilgari surildi. Natijada
ta’mirlashdan tashqari madaniyat markazlarining barchasi 7 turdagi milliy musiga
asboblari, to‘liq uslubiy qo‘llanmalar bilan ta’minlanadigan bo‘ldi. Shuningdek,
ularning og‘irini yengil qilish uchun davlat byudjetidan 208 ta tuman va shahar
madaniyat markazlariga bittadan “Damas” avtomobili ajratildi. Ya’ni har bir hududda
bittadan innovatsion madaniyat markazlarini tashkil gilish niyatidamiz. Buning uchun
Innovatsion rivojlanish agentligi bilan hamkorlikda loyihalar ishlab chigiladi. Rejaga
ko‘ra, zamonaviy bukkafelar, “aqlli” kutubxonalar, robot gidlar xizmatidan
foydalanib, aholi interaktiv musiqiy ta’limga olib kiriladi. Zamonaviy kinozallar,
ayollar uchun dam olish zonalari bo‘ladi[6:6].

Yangi madaniyat markazlarini qurish yetarli darajada yaxshi fikr va
tashabbusdir. Lekin, xalgimiz bilan mazkur mavzu doirasida suhbatlar olib
borganimda, madaniyat markazlarining xalq bilan yetarli darajada tizmli ishlay
olmaganligi haqida koyinib gapirishadi. Haqigat, madaniyat markazlari joiz bo‘lsa
Madaniyat vazirligi ham qisman madaniy faoliyatda xalqqa ochiq va yaqin bo‘lishi
kerak. To‘g‘ri, madaniyat markazlarining iqtisodiy, siyosiy, ijtimoiy-madaniy
rivojlanishi ijodiy harakatlanuvchi jarayon. Shu sabab madaniyat markazlarning
gachon zamonaviy halotga aylanishini aniq aytib bo‘lmaydi.

Yangi qurilayotgan va rejadagi madaniyat markazlari bo‘yicha loyihalar to‘liq
ishlab chiqilsa, vaqtida u haqida xalgni xabardor qilib turish zarur. Shunki, targ‘ibot
holatni hozirda sust deb baholashimiz mumkin.

Madaniyat markazlari orasidagi ijodiy raqobat ham yangi bosqishga ko‘tarlishi
kerak. Agar biz madaniyat markazlarini Yangi O‘zbekistonda ma’naviy va madaniy-
ijjtimoiy maskan sifatida shakllantirmoqchi bo‘lsak, uning iqtisodiy salohiyatini
rivojlantirib, ma’naviy xususiyatlarini yanada mustahkamlashimiz kerak. Madaniyat
markazlari madaniy faoliyat va ijtimoiy-g‘oyaviy qurilishda keng ma’noda,
monsub’yekt modelidan polissub’yekt modeliga o‘tish orgaligina rivojlanadi. Bu
bundan yigirma to‘rt oldingi ilmiy taxminda ham bu haqida fikrlar keltirilgan ekan.
Qarangda, V.Alimasov: “Respublikamizda madaniy-ma’rifiy muassasalar kelgusida
milliy an’anaviy xususiyatlarini o‘zida aks ettirgan tarixiy-madaniy paradigma
asosida va zamonaviy demokratik o‘zgarishlarga mos monosub’yekt modelidan
polissub’yekt modeliga o°tish orqali rivojlanadi,” — deydi.

Hayotning o‘zi milliy an’anaviy xususiyatlardan ajiralmagan holda, tarixiy-
madaniy paradigmaga chambachas bog‘lagan holda madaniyat markazlarini
polissub’yekt modelga o‘tishiga zamin yaratib berdi. Madaniyat markazlarining
ijodiy ishlari xalgimizga yangicha ruh beradi. Madaniyat markazlari shunchaki
targ‘ibotchi emas, madaniy-ma’naviy taraqqiyot yo‘limizni aniq bir maqgsad bilan
olib boruvchi vazirlik tizimidagi muassasaga aylanishga harakat gilmoqda. Ularning
ishidagi jonlilik Yangi O‘zbekistonning ma’naviy va madaniy-ijtimoiy salohiyatini
oshirishda dolzarb ahamiyat kasb etuvchi masalaga aylanib qolaveradi. Yana bir

96



CV3 CAHBATU XAJIKAPO )KYPHAJIU | MEXKJTYHAPOHBIN )KYPHAJI
HNCKYCCTBO CJIOBA | INTERNATIONAL JOURNAL OF WORD ART N Ayl

masala madaniyat markazlari eskicha ish uslublaridan “tashqariga” chiqishi kerak.
Markaz rahbarlari xalgaro aloglarni yo‘lga qo‘yishni o‘ylab ko‘rishi ham zarur
masalalardan biridir. Hozigi sharoitda madaniyat markazlarining juda cheklangan
buydjeti, ularning yopilichiga sabab bo‘la olmaydi. Qaytanga ularni ma’lum bir
gopiqdan chiqib, yangi kreativ usullarni izlab topishga, menejment va marketingiga
ega tashkilotga aylanishiga sabab bo‘ladi. Markazlar endilikda mavjudlikka aylanishi
kerak. Avval ham mavjud edi, ya’ni ishlayotganlari mavjud, to‘liq xalgni o‘ziga
jamlay olmaganlari mavjud emas, mavjud edi.

Ehtiyojlar muammosi madaniyat rivojida juda katta o‘rinni egallaydi. Agar har
bir inson o‘z ehtiyojlarini fagat mehnat bilan qondirish yo‘lini tan olsa, insof va
diyonatli bo‘lib yashashni hamma narsadan afzal ko‘rsa, bu hodisa madaniyat
taraqqiyoti uchun hal qiluvchi omil bo‘lib xizmat qiladi[7:16].

Madaniyat markazlari uzluksiz rivojlanish, ichki tizmlarining o‘zgarib borish,
jamiyat ehtiyojlarga moslashish kabi dinamik xarakteri bilan ajralib turadi. Shu bilan
birgalikda, ular aholiga qulay vaqtda xizmat ko‘rsatishi ham muhim. Madaniyat
markazlarining rivojlanish dinamikasiga oid yana bir muammo markazlar ish vagtini
qayta ko‘rib chiqishni nazarda tutadi.

Hozirgi kunda madaniyat markazlarining ish tartibi dushanbadan shanbagacha
soat 09:00dan 17:00gacha etib belgilangan. Ushbu vaqt jadvalini gayta ishlab chigish
zarurati mavjud. Bu holat nafagat aholining, balkim soha mutaxassis va olimlarining
ham e’tirozlariga sabab bo‘layotgandek, nazarimda. O‘zDSMIda himoya oldi
“Mutaxassislik” fanidan malakaviy imtihon topshirayotganimda professor, tarix
fanlari doktori A.A.Mavrulovning quyidagi fikrlari yodimda: “Shanba va yakshanba
kunlari dam olaman, ammo aynan o‘sha kunlari madaniyat markazlari eshigida
“kalladay qulf” turadi. Axir aholi madaniyat markaziga gqachon kelib dam olishi va
hordiq chigarishi kerak?” — degan edi.

Shuningdek, professor, falsafa fanlari doktori V.A.Alimasov: “Aholining,
kishilarning aniq ehtiyojlari va bo‘sh vaqtini o‘tkazish bilan klub tadbirlarining
o‘tkazilishi o‘rtasida nomuvofiqlik mavjud” degan xulosani ilgari surgan[8:159].

Bu madaniyat markazlarining eng katta tashkiliy muammolaridan biri bo‘lib,
uning rivojlanish dinamikasiga katta ta’sir ko‘rsatmoqda. Mazkur muammo ustida ish
olib borilmasa, markazlar ishida o‘zgarish sodir bo‘lmasligi mumkin. Madaniyat
markazlari mulogat va muhokama uchun aholiga qulay joy. U yerda jamiyat
ma’naviy hayotidagi muammolarga taklif va ijobiy tashabbuslar ilgari surilishi va
aniq rejalar ishlab chiqilishi kerak. Xalg madaniyat markazlari ishini aniq his
giladigan davr kelmogda. Shuni ta’kidlash kerakki, madaniyatshunoslik sohasida olib
borilayotgan zamonaviy tadqiqotlar har doim ham aniq bir mavzu doirasida gat’iy va
o‘zgarmas javob topib bera olmaydi, so‘ngi xulosani shakllantirib ham bermaydi. Bu
fikrlar vaqti kelib, eskirishi yoki o‘z dolzarbligini yo‘qotishi mumkin. Lekin, klublar
— madaniyat va aholi dam olish markazlari tarixi bizga yaqin davr ichidagi nazariy-
amaliy tajribadir.

Buyuk adibimiz Abdulla Qodiriy “Moziyga qarab ish ko‘rmoq xayrlidir”,
deganida ming karra haq edi. Biz ham o‘tmishda yo‘l qo‘ygan xato va
kamchiliklarimiz, zahmatkash xalqimiz boshiga tushgan o‘gir sinovlar, qolaversa,
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jahon xalqlari tajribasidan zarur xulosalar chiqarib, jonajon O‘zbekistonimizning
dunyodagi o‘rni va nufuzini yanada yuksaltirish, barcha jabhalarda Vatanimiz
shuhrati va sharafini munosib himoya qilish, go‘lga kiritilgan yutugarimizni yanada
mustahkamlash uchun intilishimiz lozim. Ishonchim komil, xalgimiz yaqin istigbol
da jahon iqtisodiyoti, madaniyati va siyosatida uzining munosib o‘rnini egallaydi.
Chunki jahon sivilizatsiyasida bizning gadimiy va mustahkam ildizlarimiz bor. Bu —
qadimiy va shonli tariximiz, bebaho qadriyat va an’analarimiz, urf-odatlarimiz, milliy
o’zligimizdir. Men ana shu teran ildizlarimizda yurtni, millatni birlashtiradigan buyuk
bir g‘oyani ko‘raman[1:8] — degan edi Prezidentimiz Sh.Mirziyoyev.

O‘zbekistonning tarixiy tajribasi va sivilizatsion ildizlariga asoslangan
madaniyat markazlari ma’naviy yangilanish davrida xalgni birlashtiruvchi,
madaniyatimizning dunyodagi o‘rnini mustahkamlovchi ma’naviy va ijtimoiy-
madaniy yangicha maskan vazifasini bajaradi. Sababi, hozirgi kunda dunyoda ro‘r
berayotgan eng Kkatta janglar — madaniy nizolar, ma’naviyatga tahdidlar bo‘Imoqda.

“Madaniy nizolar, — yozadi Vatslav Gavel, — tobora ko‘paymoqda va bugungi
kunda har gqachongidan ham xavfliroq tus oldi”. Jak Delor fikricha, “Kelgusi nizolar
igtisodiy yoki mafkuraviy emas, balki madaniy omillar tomonidan Yyuzaga
chiqadi’[9:7]. Kelajakda madaniyat markazlari madaniy qadriyatlar orqali jamiyatda
madaniy murosalarni oldindan haholash, oldini olish va yoshlarni milliy ma’naviy,
ijtimoiy-madaniy g‘oyalar asosida tarbiyalash maskaniga aylanish ehtimoli
yuqoriroq. Shunday ekan, maqola so‘ngida quyidagicha taklif ta tavsiyalar paydo
bo‘ladi.

Madaniyat markazlari Yangi O‘zbekistonning “ma’naviy va madaniy-ijtimoiy
maskani” vazifasini bajaruvchi muassasalarga aylanishi kerak.

Endilikda madaniy-ma’rifiy jarayonlar bilan birga siyosiy xususiyatlarini ham
rivojlantirishi zarur.

San’atshunoslik fanlari oldida madaniyat markazlari bo‘yicha gabul gilingan
qarorlar (ular o‘z kuchini yo‘qotgan)ni tahlil qilish, aylanma so‘zlar bilan
chegaralanib qolmasdan sohani yanada teran o‘rganib kelajakka ilmiy-xolisona baho
berish zarurati mavjud.

Yangi O‘zbekiston va Uchinchi Renessans g‘oyasini targ‘ib qilish,
ommalashtirish, madaniy siyosatni xalqga to‘liq yetkazishda madaniyat markazlari
faol ijrochi va targ‘ibot-tashviqotchi maskanga aylanishi shart.

Xalgaro madaniy aloglarni o‘rnatishda Madaniyat vazirligi tomonidan
imzolanadigan shartnoma-memarandumlarda madaniyat markazlari bilan xalgaro
aloqgalarni yo‘lga qo‘yishga ahamiyat qaratish zarur.

Aholi soni oshgani bilan madaniyat markazlariga emas, zamonaviy-madaniy
mediaga ehtiyoj ortib bormoqda. Yoshlar yaqin kelajakda virtual munosabatlardan
charchaydi. Madaniyat markazlariga ehtiyoj yanada eski holatiga gaytadi. Sababi,
mulogat va jonlilik madaniyat markazlari faoliyatidagi ma’naviy ehtiyojni
gondiruvchi  unsuridir.  Respublikamizda xalgaro madaniyat markazlarini
shakllantirishga kirishishimiz kerak. Yangi O‘zbekistonda madaniyat markazlarini
ma’naviy va madaniy-ijtimoiy maskan sifatida shakllantirish xalgning ma’naviy
yangilanish va madaniy o‘sishiga xizmat qiladi.
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Istigbolda bu sohada amalga oshirishimiz kerak bo‘lgan ustuvor vazifalar
O‘zbekistonning ma’naviy taraqqiyot strategiyasi hamda uni amalga oshirish
dasturini ishlab chigish va hayotga tatbiq etish davlat siyosatining tarkibiy gismiga
aylanishini taqozo etmoqda. Bu muhim vazifa, o‘z navbatida, ilm-fan, madaniyat va
san’at, adabiyot va badiiy ijodiyot sohalarining ma’naviy-ma’rifiy taraqqiyotdagi
ta’sirchanligini yanada oshirishga doir qo‘shimcha chora-tadbirlarni talab etadi.
Hozirgi globallashuv davrida, inson ongi va galbi uchun kurash kuchaygan bir paytda
turli g‘oyaviy tahdid va xuryjlar jamiyatimizning ma’naviy hayotiga ta’sir
ko‘rsatishning kuchli quroli sifatida namoyon bo‘lmoqda[2:251].

Endilikda, Yangi O‘zbekistonda madaniyat marazlarini ma’naviy va madaniy-
ijjtimoiy maskan sifatida shakllantirish ustuvor vazifa bo‘lib qolaveradi. Markazlar
jamiyatning ma’naviy hayotini rivojlantirishda samarali vosita bo‘la olagan. Zero
ularning tarixi buni isbotlagan. Shuningdek, kelajakda markazlar ilm-fan, san’at,
adabiyot hamda siyosiy sohalarning ham taraqqiyotiga bevosita ta’sir qiluvchi kuchga
aylanadi.
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MADANIYAT MARKAZLARIDA TARGETING XIZMATLARINI
RIVOJLANTIRISH OMILLARI

Gulshira Saparbaeva

O‘zbekiston davlat san’at va madaniyat instituti Nukus filiali Madaniyat faoliyati
kafedrasi mudiri, dotsent

Annotatsiya. Ushbu magolada madaniyat markazlarida targeting xizmatlarini
rivojlantirishda maqgsadli auditoriyani aniglash va ularning ehtiyojlariga mos madaniy
xizmatlarni taqdim etish jarayonlari tahlil gilinadi. Undan tashgari innovatsion
texnologiyalar, ragamli platformalar, mobil ilovalar, interaktiv tadbirlar va moddiy-
texnik baza targeting xizmatlarini rivojlantirishga ta’sir qiluvchi asosiy omillar
sifatida ko‘rsatildi. Shuningdek, targeting xizmatlarini tizimli ravishda rivojlantirish
madaniyat markazlarining xizmat sifati, innovatsion imkoniyatlari va auditoriya
faoliyatini kengaytirishda hal qiluvchi rol o‘ynashi haqida atroflicha mulohaza
yuritiladi.

Kalit so‘zlar: madaniyat markazi, targeting xizmati, maqsadli auditoriya,
innovatsion yondashuvlar, interaktiv tadbirlar, ragamli platformalar, xizmat sifati,
auditoriyani  jalb  qilish, moddiy-texnik  baza, axborot-kommunikatsiya
texnologiyalari.

®AKTOPBI PABBUTHUSA TAPTETHHI'OBBIX YCJIYI' B
KYJBbTYPHBIX HIEHTPAX
I'ymmmpa Canap6aeBa
3aBenytomas kadeapoit KynerypHoit nestensnoctu Hykycckoro duimana
['ocynapcTBEHHOTO MHCTUTYTA UCKYCCTBA U KYJIbTYPBI
V30ekncTaHa, JOIEHT

AHHOTanus. B 1aHHOMN cTaThe aHAIM3UPYIOTCS MpOLIECChl pa3BUTHS targeting-
yCIyr B LEHTpax KYJbTYpbI, BKIKOYAIOLIAE ONPEACICHHUE LEJICBOM ayIUTOPUU U
MPEIOCTABIIEHUE €l KYyJIbTYpHBIX YCIYr, COOTBETCTBYIOIIUX €€ TMOTPEOHOCTSM.
Kpome TOro, MHHOBAIIMOHHBIE TEXHOJIOTMH, LUU(POBbIE MIATHOPMBbI, MOOUILHBIE
NPUIOKEHUSI, WHTEPAKTUBHBIE MEPONPUATHS U MaTepHalbHO-TEXHHUYEcKas 0asa

paccMaTpUBAIOTCS KaK OCHOBHBIE (DAKTOPBI, BIUSIONIME HA pa3BUTHE targeting-yCciyr.
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Taxke moapoOHO OOCYKAAeTCs, YTO CHUCTEMHOE pa3BUTHE targeting-yciyr Urpaer
peIIaloIIyI0 pPOJIb B IOBBIIICHHMHM KadecTBa YCIyI ICHTPOB KYJIBTYpPHI, HX
HMHHOBAIIMOHHBIX BO3MOKHOCTEH U aKTUBHOCTH ayIuTOpHUH.

KiarwudeBble cioBa: IEHTp KyJbTyphl, targeting-yciayru, IiejaeBas ayJauTopHs,
WHHOBAIIMOHHBIC TMOJXO/bl, MHTEPAKTHUBHBIC MEPONPUSATHS, U(PPOBBIE MIATPOPMBL,
Ka4yCCTBO YyCJIyI, BOBJICUCHHC aAYAUTOPHUH, MATCPUAJIBbHO-TCXHUYICCKAA 68.33.,
I/IH(l)OpMaHI/IOHHO-KOMMYHI/IKaHI/IOHHBIC TCXHOJIOI'UH.

FACTORS FOR THE DEVELOPMENT OF TARGETING SERVICES IN

CULTURAL CENTERS
Gulshira Saparbaeva
Head of the Department of Cultural Activities, Nukus Branch of the Uzbekistan

State Institute of Arts and Culture, Associate Professor

Abstract. This article analyzes the processes of developing targeting services in
cultural centers, including identifying the target audience and providing cultural
services that meet their needs. In addition, innovative technologies, digital platforms,
mobile applications, interactive events, and material and technical resources are
identified as key factors influencing the development of targeting services. The study
also provides a detailed discussion on how the systematic development of targeting
services plays a decisive role in improving the quality of cultural center services,
enhancing their innovative capabilities, and increasing audience engagement

Keywords: cultural center, targeting service, target audience, innovative
approaches, interactive events, digital platforms, service quality, audience
engagement, material and technical resources, information and communication

technologies.
Amaliyotda madaniyat muassasalari va tashkilotlarining faoliyati uchun bozor
tamoyillariga asoslangan, o‘zini 0‘zi qoplash va o°‘zini 0‘zi moliyalashtirishga

yo‘naltirilgan yangi iqtisodiy shakllar zarurligi hagidagi fikr tobora kengroq o‘rin
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olmoqda. Bir tomondan, bu madaniyat iste’molchilari manfaatlari yo‘lida

tashabbuskorlik va faollikni  rivojlantirsa, ikkinchi tomondan, madaniyat
muassasalarining faoliyati va rivojlanishi uchun zarur bo‘lgan resurslarni izlashga
zamin yaratadi[1].

Shu jarayonda madaniyat markazlari oldida turgan eng muhim vazifalardan biri
0°z xizmatlarini aniq va samarali tarzda magsadli auditoriyaga yo‘naltirishdir. Bozor
sharoitida aholining madaniy saviyasi, ehtiyojlari va axborot qgabul qilish
xususiyatlari keskin farglanib borayotgan bir paytda, umumiy xizmatlar bilan keng
ommani gamrab olish giyinlashmoqda. Targeting texnologiyalarini joriy etish esa
madaniyat markazlariga auditoriyani yosh toifasi, qizigishlar, madaniy faollik
darajasi, turmush tarzi kabi mezonlar asosida segmentlarga ajratishga va har bir
guruh uchun mos dasturlarni shakllantirishga imkon beradi.

Bunday yondashuv nafagat tashrif buyuruvchilar sonining o°sishiga, balki
ularning markaz faoliyatida muntazam ishtirok etishiga ham xizmat giladi. Magsadli
auditoriyaga mos takliflar yaratish orgali madaniyat markazlari o‘z xizmatlarini
ragobatbardosh qgiladi, daromad manbalarini kengaytiradi va o0‘zini 0°zi
moliyalashtirish imkoniyatlarini kuchaytiradi. Eng muhimi, targeting xizmatlarining
rivojlanishi aholining madaniy ehtiyojlarini to‘ligroqg qondirishga, madaniyat
markazlarining jamiyat hayotidagi o‘rnini mustahkamlashga va ularni uzluksiz
rivojlanishga undovchi samarali mexanizm sifatida namoyon bo‘ladi. Chunki
madaniyat markazlari jamiyatning ijtimoiy-ma’naviy hayotida muhim o‘rin tutadigan
maskanlar bo‘lib, ularning samarali faoliyat yuritishi ko‘p jihatdan zamonaviy
boshgaruv va marketing yondashuvlariga bog‘liq.

Targeting xizmatlari 0z navbatida tashrif buyuruvchilar guruhlarini ajratish va
tahlil qgilish jarayoni, balki ularning ehtiyojlarini chuqur anglash, ular bilan uzviy
aloga o‘rnatish va xizmat sifatini takomillashtirishning izchil vositasidir. Mazkur
jarayon orqali madaniyat markazlari o‘z faoliyatini auditoriya talablariga mos
ravishda yo‘naltirib, samaradorlikni oshiradi, yangi tashrif buyuruvchilarni jalb giladi

va mavjud auditoriyani saqlab qoladi. Bunday yondashuv aholining madaniy
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ehtiyojlarini gondirishga xizmat qilish bilan birga, markazning iqgtisodiy bargarorligi

va mustaqil rivojlanishiga ham zamin yaratadi.

Madaniyat markazlarida targeting xizmatlarini samarali rivojlantirishning asosi
ularning ichki imkoniyatlari va mavjud salohiyatidir. Bu degani, markazning ichki
resurslari, xodimlarning malakasi, texnika va moddiy bazasi, ichki boshqgaruv tizimi
ganchalik kuchli bo‘lsa, targeting xizmatlarini tashkil etish shuncha samarali bo‘ladi.
Ichki omillar markazning fagat ichki ishlash mexanizmini belgilamaydi, balki uning
bozordagi o‘rnini, auditoriyani jalb etish darajasini va uzoq muddatdagi rivojlanish
istigbollarini ham belgilaydi. Bugungi kunda bozor igtisodiyoti tez sur’at bilan
0°‘zgarib bormoqgda. Sharoitlar doimiy ravishda yangilanib, auditoriyaning madaniy
ehtiyojlari ham o‘zgarib boradi. Shu sababli madaniyat markazlari fagat an’anaviy
faoliyat shakllariga tayanib gololmaydi. Masalan, fagat konsertlar yoki ekskursiyalar
tashkil gilish auditoriyani kengaytirish va ularni markaz faoliyatiga jalb gilishga
yetarli bo‘Imaydi.

Markazlar ragobatga bardoshli bo‘lishi ~ uchun  yangilanishga,
moslashuvchanlikka va innovatsion yondashuvlarga ehtiyoj sezadi. Bu nafagat
xizmat sifatini oshirishga yordam beradi, balki auditoriyani chuqurroq o‘rganish,
ularning ehtiyojlari va gizigishlarini aniglash, ularga mos dasturlar ishlab chigish
imkonini ham beradi[2].

Shu bois, targeting xizmatlarini rivojlantirishga ta’sir giluvchi ichki omillarni
0‘rganish madaniyat markazining umumiy samaradorligini oshirish, xizmat sifatini
yaxshilash va auditoriya bilan samarali alogani ta’minlashda muhim hisoblanadi.

Madaniyat vazirligi tizimida bugungi kunda faoliyat ko‘rsatib kelayotgan 838 ta
madaniyat markazlarini rivojlantirish dolzarb masalalardan birga aylangan. 2019-yil
30-martdagi O°‘zbekiston Respublikasi Vazirlar Mahkamasining “Madaniyat
markazlari faoliyatini tashkil etish chora-tadbirlari to‘g‘risida”gi 263-son qgarori[3] da
madaniyat markazlarining asosiy vazifalari quyidagilar etib belgilanganlini

barchamiz ma’lum:
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<> aholiga madaniy xizmat ko‘rsatish sifatini yaxshilash, ularning madaniy

ehtiyojlarini gondirish va bo‘sh vaqtlarining mazmunli o‘tishini ta’minlash, ijodiy
jamoalarning milliy gadriyat, urf-odat va an’analarni o‘zida mujassam etgan
namunali dasturlarini shakllantirish;

<> xalq ijodiyoti va badiiy havaskorlik san’atini saqglab qolish va
rivojlantirish, badiiy va amaliy ijodiy jamoalar, havaskorlik guruhlari tashkil etish va
ularning faoliyat yuritishi uchun qulay shart-sharoitlar yaratish hamda ijodiy
jarayonni tizimli ravishda boyitib borish;

X bolalarni to‘garaklarga jalb etish, xorijiy tillarni o‘rganish va “nutq
madaniyati” bo‘yicha kurslar tashkil etish, xalq ijodiyotining barcha janr va
yo‘nalishlari, havaskorlik san’ati va nomoddiy madaniy merosni keng targ‘ib qilish
hamda ularni asl holicha kelajak avlodga yetkazish;

X adabiyot hamda san’at arboblari va professional ijodiy guruhlar bilan
ma’naviy-ma’rifiy, madaniy-ommaviy tadbirlar tashkil etib, ular ishtirokida aholi,
xususan, yoshlar bilan bevosita badiiy uchrashuvlar va davra suhbatlari o‘tkazish;

X tanlovlar, xalg ijodiyoti va tomosha san’atining tuman (shahar)
festivallarini o‘tkazish, iqgtidorli yoshlarni aniglash, ijodkor yoshlarni go‘llab-
quvvatlash;

X ommaviy bayram, tomosha va xalq sayillarini tashkillashtirish, ijtimoiy-
madaniy sohada yuridik va jismoniy shaxslar bilan tuzilgan shartnomalar bo‘yicha
ularga pulli xizmatlar ko‘rsatish;

<> turli xil to‘garaklar, studiyalar, kurslar, giziquvchilar klublari, badiiy
havaskorlik jamoalarini muvofiq ravishda yo‘nalishlarda tashkil etish.

Demak, yuqorida keltirib o‘tilgan vazifalar Madaniyat markazlarining asosiy
vazifalaridir. Lekin muammo shundaki, madaniyat markazlarimizning hammasida
ham yuqoridagi vazifalar amalda to‘lagonli qgo‘llanilmaydi. Bunga nima sabab
bo‘lishi mumkin? Birinchi navbatda malakali kadrlarning yetishmasligi nazarimda.
Madaniyat markazlarida 10500 nafardan ortiq xodimlar ishlaydi, shundan 60 foizi

nomutaxassis va o‘rta ma’lumotli xodimlardir. Ularning 7143 nafari ijodiy xodimlar,
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3942 nafari to‘garak rahbarlari, 210 nafari badiiy rahbarlar, 210 nafari rejissyor va

boshga xodimlar ish olib bormogda. Shulardan 1080 nafari (22,3%) soha bo‘yicha
oliy ma’lumotli, 3200 nafari (66%) o‘rta-maxsus ma’lumotli, 700 nafarga yaqini
(10,3%) esa o‘rta ma’lumotli, hamda maktabni tugatgan xodimlardir[4].

Targeting xizmatlarini rivojlantirishda ichki omillar orasida eng muhimlaridan
biri bu kadrlar salohiyati hisoblanadi. Bugungi kunda axborot texnologiyalari juda
tez rivojlanmoqda va odamlarning madaniy saviyasi ham doimiy ravishda o‘zgarib
bormoqda. Shu sharoitda, xodimlarning kasbiy mahorati, zamonaviy marketing
usullarini bilishi va auditoriya bilan ishlash ko‘nikmalari markazning muvaffagiyatini
aniglovchi asosiy omillardan biriga aylanadi. Kadrlar salohiyati yugori bo‘lgan
muassasalarda xizmatlar sifati ham shunga mos ravishda yaxshilanadi. Xodimlar
auditoriya ehtiyojlarini aniglash, ularni tahlil gilish va har bir guruh uchun mos
dasturlar ishlab chigishda samaraliroq ishlay oladi. Bu esa markazning faoliyatini
nafaqat sifat jihatidan oshiradi, balki tashrif buyuruvchilarni jalb gilish, ularning
madaniy ehtiyojlarini qondirish va targeting strategiyalarini muvaffagiyatli amalga
oshirish imkonini beradi. Shunday qilib, kadrlar salohiyati markazning ichki
resurslarining eng muhim qismi sifatida xizmat giladi va targeting xizmatlarini
rivojlantirishda asosiy rolni o‘ynaydi.

Targeting xizmatlarining samaradorligi ko‘p jihatdan xizmatlar sifati va
innovatsion yondashuvlarga bog‘liq. Bugungi auditoriya nafagat mazmunli kontent,
balki xizmatlarning shakli, tagdim etilish uslubi va zamonaviy talablarga mosligi
bilan ajralib turadi. Shu sababli madaniyat markazlari o‘z xizmatlarini faqat
an’anaviy shaklda taklif qilish bilan cheklanmasligi kerak. Markazlar yangi
texnologiyalarni joriy etishi, kreativ kontent yaratishi, interaktiv formatlardan
foydalanishi va ragamli kommunikatsiya vositalarini qo‘llashi orgali xizmatlarini
yanada jozibador va foydalanuvchi uchun qulay shaklga keltira oladi. Madaniyat
markazlarida tashkil etilgan turli to‘garaklar san’at, musiga, rags, teatr,
hunarmandchilik va boshga ijodiy yo‘nalishlar nafagat ishtirokchilarga o°z

gobiliyatlarini rivojlantirish imkonini beradi, balki markazning ijodiy muhitini
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boyitadi. Shu faoliyatni yanada samarali gilish va auditoriyani faol jalb etish uchun

onlayn platformalarda interaktiv muloqot o‘rnatish, mobil ilovalar yoki ijtimoiy
tarmoglar orgali xizmatlarni tagdim etish muhim ahamiyat kasb etadi.

Masalan, ishtirokchilar mashg‘ulotlarni jonli tarzda kuzatishi, o‘z ishlarini
namoyish qilishi, trenerlar va boshqa ishtirokchilar bilan fikr almashishi mumkin.

Innovatsion yondashuvlar to‘garaklarni yanada jozibador qiladi. Ragamli
texnologiyalar yordamida san’at darslarini virtual ko‘rgazmalar, animatsiyalar va
interaktiv mashg‘ulotlar bilan boyitish, hunarmandchilik yoki rags to‘garaklarida
mobil ilovalar orgali video go‘llanmalar, mashq goidalari va ijodiy tanlovlarni tashkil
etish ishtirokchilarning faoliyatga bo‘lgan gizigishini oshiradi[5].

Shu tarzda, xizmatlarning sifatli va innovatsion shaklda tagdim etilishi
markazning umumiy samaradorligini oshirishga xizmat qiladi. Targeting esa bu
jarayonda alohida o‘rin tutadi. Madaniyat markazlari o‘z to‘garaklarini turli yosh
guruhlari, qizigish sohalari va ijtimoiy ehtiyojlarni hisobga olgan holda magsadli
ravishda taklif gilishi mumkin.

Misol uchun, bolalar va yoshlar uchun interaktiv, o‘yin uslubidagi mashg‘ulotlar,
kattalar uchun ijodiy darslar yoki professional san’at yo‘nalishlaridagi master-klasslar
tashkil etilishi orqgali har bir guruhning gizigishi va ishtiroki maksimal darajada
oshiriladi. Shuningdek, ijtimoiy tarmoglar orgali to‘garaklar hagida anig va magsadli
reklama kompaniyalarini olib borish auditoriyani kengaytiradi va ularni markaz
faoliyatida ~muntazam gatnashishga undaydi. Shunday qilib, madaniyat
markazlaridagi to‘garaklar faoliyatida sifatli xizmatlar, innovatsion yondashuvlar va
maqsadli targeting birgalikda ishlaganda, nafagat mavjud auditoriyaning giziqishi va
faol ishtiroki oshadi, balki yangi ishtirokchilarni jalb gilish, ularning markazdagi
faoliyatga muntazam qo‘shilishini ta’minlash va to‘garaklarning umumiy
samaradorligini sezilarli darajada oshirish mumkin bo‘ladi.

Targeting xizmatlarining rivojlanishida muhim omillardan biri moddiy-texnik
baza hisoblanadi. Bu esa, madaniyat markazida xizmatlarni sifatli va samarali tagdim

etish uchun zarur bo‘lgan barcha texnik jihozlar, zamonaviy uskunalar va qulay
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infratuzilma mavjud bo‘lishi kerak. Agar bu shartlar yetarli bo‘lmasa, auditoriyani

jalb gilish imkoniyati cheklanishi mumkin va markazning xizmatlari auditoriyaning
kutgan darajasiga yetmaydi.

Mustahkam moddiy-texnik baza markazga nafagat mavjud xizmatlarni sifatli
tagdim etish imkonini beradi, balki yangi dasturlarni yaratish va joriy etishda ham
yordam beradi. Shu bilan birga, innovatsion loyihalarni amalga oshirish ham shunday
baza bo‘lmasa qiyin kechadi. Masalan, interaktiv tadbirlar, ragamli tagdimotlar yoki
yangi formatdagi madaniy dasturlarni tashkil etish uchun zamonaviy jihozlar,
texnologik vositalar va qulay sharoitlar talab gilinadi. Shu bilan birga, moddiy-texnik
baza nafagat xizmatlarning sifatini ta’minlash, balki ularni auditoriya uchun
jozibador qilish va innovatsion yondashuvlarni samarali joriy etishda ham hal
giluvchi ahamiyatga ega. Shuning uchun, moddiy-texnik baza targeting
xizmatlarining samaradorligini oshirishda ham bevosita rol o‘ynaydi. Zamonaviy
jihozlar, qulay studiya va to‘garak xonalari, ragamli vositalar yordamida tadbirlarni
turli platformalarda jonli efirda namoyish qilish yoki interaktiv mashg‘ulotlar tashkil
etish auditoriyani kengaytirishga xizmat giladi. Shu tarzda, markaz nafagat mavjud
ishtirokchilarni faol jalb etadi, balki yangi auditoriyani ham qamrab olish
Imkoniyatiga ega bo‘ladi.

Shuningdek, targeting orgali markazning marketing va kommunikatsiya
strategiyasini ham samarali shakllantirish mumkin. Magsadli auditoriyani aniglash va
ularning qizigishlariga mos kontent yaratish — masalan, ijtimoiy tarmoglarda
interaktiv so‘rovnomalar, onlayn tanlovlar yoki maxsus reklama kampaniyalarini
tashkil etish, xizmatlarni kengroq auditoriyaga yetkazish va ularning faol ishtirokini
ta’minlash imkonini beradi. Natijada, moddiy-texnik baza va innovatsion
yondashuvlar birlashib, targeting bilan uyg‘un ishlaganda, madaniyat markazlarining
xizmat sifati oshadi, auditoriya kengayadi va tadbirlar hamda to‘garaklar faoliyati
yanada samarali, jozibador va gizigarli bo‘ladi. Shu bilan birga, markaz nafagat joriy
ishtirokchilarni jalb giladi, balki yangi gatnashchilarni ham doimiy ravishda markaz

hayotiga qo‘shilishiga undaydi.
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Demak, madaniyat markazlarida targeting xizmatlarini rivojlantirishning ichki

omillari o‘zaro uzviy bog‘lig bo‘lib, ular umumiy holda muassasaning
ragobatbardoshligini, tashrif buyuruvchilar bilan samarali alogasini va kelajakdagi

bargaror rivojlanish strategiyasini belgilaydi.
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