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Axpop Aauios,
Y30eKHCTOH JaBiiaT Xopeorpadus
aKaJIEMUSICH TAAKHKOTIACH

)

JEKOPAIIUSA BA CHEHOI'PAOUSAHUHI CHHEKTAKJIb MYXUTHUTA TABCUPU

d " https://doi.org/10.5281/zenodo0.00000000

AHHOTALMUA
Maskyp Makonaaa OyryHTH KyHJIa TeaTp CaHbaTh IEKOPAIHSICH Ba clieHOrpadust acapHUHT MaB3y Ba
FOSICHHH 090 OepHIIIa, PSKUCCEPHHUHT Y3 OJIIMTa KYWTraH MaKCaJuHU TOMOIIAOWHIIapTra TYJIaKOHIH
eTKa3ub OepuIImIa MyXUM KOMIIOHEHT cudaThaa KapaTwia€TraHu xakuia cy3 Oopamm. Teatp
JIeKapallMoOH CaHbaTHMHM YPraHull, TaxJIMJ OTHIL, CHEKTaKJIb CaXHAJAIITUPHIL >KapaéHiapuia
TaCBUPUN CaHBbATHUHI TYyp Ba JKAHpJIApU TApPAaKKUETH, 3aMOHABUN IOTYKIapuIaH KEHT
¢oligananumra, caxHaaa TOMOIIAOWHIIAP YUIyH SHTH, KOHIETyall TaCBUpHUU-H(oaaBuil BOCUTAIap
opKayu O6aauuii aTMochepaHu SpaTHI J0J13apd Macasa SKaH! TaxXJIWI STHITaH.
Kaaur cy3aap: Ttearp, cy3 caHbaTh, paKC, MYCHKA, AaKTEPIUK, pPACCOMIIMK, MEbMOPIIUK,
crieHorpadumsi.

Axpop Aauios,
couckarelnb [ ocynapcTBeHHON
aKaJieMuu xopeorpadpun Y30ekucrana

BJIMAHUE JEKOPAIIMU U CHEHOI'PA®UU HA YCJI0OBUSA CIIEKTAKJISA

AHHOTALMUA
B nmanHO#l cTaThe paccMaTpuBAETCS BaXKHBIM ACIEKT COBPEMEHHOIO MCKYCCTBa TeaTpajbHON
JICKOpallii U CIeHorpaduu, a IMEHHO, OCBEIIAETCSI BOMPOC O IENH, KOTOPYIO PEXHCCEp CTaBUT
niepes; co00i, TIPEICTABISASA TEMY M KOHILEHIIHIO MPOM3BEACHUS HCKYCCTBA B OOJIaCTH JICKOpAIUid U
cueHorpaduu. Mccnenyercs CymIHOCTh TeaTpaibHOTO JEKOPAaTHBHOTO MCKYCCTBA, €r0 pa3BHTHE B
MpoLeCCe aHaJlM3a U OPraHU3allid CIEKTAKJIbHBIX CIIEH, MCIOJIb30BAHHE PA3JIMYHBIX KAHPOB U
CTHJIEH HM300pa3uTEeNIbHOTO WCKYCCTBAa, HIMPOKOE IPHUMEHEHHE COBPEMEHHBIX TEHACHIUH H
WHHOBAIMI B CO3/JaHUU HOBBIX, KOHIICTITYaJ IbHBIX BU3YAJIBHBIX CPEICTB JJISl CO3/aHus aTMOchepsl,
3aHMMAOLIEH Ba)KHOE MECTO B BOCIIPUSITHH 3PUTEIIS.
KuroueBble cjioBa: Tearp, UCKyCCTBO PEYM, TaHEL, MY3bIKa, aKTEPCKOE MAacTEpCTBO, >KUBOIUCH,
apXUTEKTypa, CIIeHOrpadusi.

Akhror Adilov,
Applicant at the State Academy
of Choreography of Uzbekistan
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THE INFLUENCE OF DECORATION AND SCENOGRAPHY ON THE CONDITIONS OF
THE PERFORMANCE

ABSTRACT
This article explores a crucial aspect of contemporary theatrical art — the theme and purpose set by
the director in the creation of stage design and scenography. It delves into the essence of theatrical
decorative art, analyzing its evolution in the processes of staging and organizing performances. The
study emphasizes the use of various genres and styles of visual arts, drawing on modern trends and
innovations to craft new, conceptual visual elements that contribute to the creation of a significant
atmosphere for the audience's perception. The director's intentions in conveying the subject and
concept of the artistic work in the realm of set design and scenography are discussed as a vital
component of the theatrical experience.
Key words: theater, art of speech, dance, music, acting, painting, architecture, scenography.

Tearp caHbaTMHUHI MHCOH MabHaBHI onaMMHM OoMuTHUIIAAard YpHU Ba axamusaTu karra. Iy
OoucaaH JaBiaT Ba JKaMUAT Xa€THa Ma3Kyp CaHbaT TapakKUETUIa ajJoxXuaa 3bTUOOp KapaTHiiuo
KEJIMHA/IH.

Tearp cuHTeTMK caHbar OYynuO, yHIOa JpaMaTyprus, MyCHKa, TacBUPHIl caHbaT, pakc Ba
MEbMOPUMIIUK aXKpajaMac OMPIMKHYU TAIKWUII 3Tagu. Ma3Kyp caHbaT IOTYKJIApUHUHT Oup BakTaa Oup
MaKOH/JIa ¥3Ura X0C paBUlIa aHCaMOJUIAIyBH CIIEKTAKIIb TabCUP JOoUpacuHu Oenrunaiau. by tearp
naigo OynraH WK JaBpiiapAaHOK aHIJIaHTaH XaKUKaT OYnuO, Ma3Kyp KOMIIOHEHTJIapcu3 Oamuuit
TOMOIIIa MaBXy/1 OyImMaiiin. AHUKPOK KHIiO aifTrania Teatp caHnbaTHaa y3apo MyCTaKUJI cCaHbaTap
(c¥3 caHbaTH, paKc, MyCUKa, aKTEPIUK, pACCOMIIMK, MEBMOPIIUK) IpAMaTHK acap FOSICUHU PEKUCCED
euuMuJa caxHazaa 0aauuil akc STTUPHUIIA UILITUPOK 3Taau. byHaa 6apya KOMIOHEHTIIap MYCTaKUII
caHbaT Typu cudaruga HaMOEH Oyicana, Tearp TApKUOUAA SAXJIUT — CIEKTAKIHUHT MablyM
KOMIIOHEHTHHHU Tamkui 3Taau. CHeKTakib BOKEaJIapyu PUBOKHAA Xap OWp KOMIIOHEHT Y3rapuo,
CHEKTaKJIb JIaBOMH/IAa Y3UHUHT MabliyM Oup Oamuuil iynunu 6ocud yranu. Arap Oy THU3UMIa aman
KUJIMHMAaca CIIEKTaKJIb 0a Uil 5CTEeTUK KUIMaTH Tyluno, acap MaB3y Ba FOSICH €Tapiinya O4UIMaiiu.
Illy Goucman Tearp caHbaTU TAPUXMHUHI SHI KAJIUMIH JaBpiapuaHOK Oapya KOMIIOHEHTJIAp
YUFYHJIMTUTa alloXuaa ybTHO0p Oepuiras.

Tomorma Typu Ba >kaHpura OOFJIMK XOJJa KOMIIOHEHTJIap Typiu BasudaHu Oaxapanu: Macanas,
MYCHKa JapaMaTuK CHeKTakuiapaa 6aaunuii TabCUpYaHIMKHY OLIMPUIITra XHU3MaT KWIyBUU EplaMyu
BocuTa OyIica, oreperrajia, MyCHKaIH JapaMaja cy3 Ounan 6apobap XyKykka sra. Mycuka omnepa Ba
OaneTna sca, Xaja KWIyBUM axaMHsT KacO Taau.

CaxHa acapiapUHUHT SIpaTWIIMIINAA Tearp paccomiapu (cueHorpadusicd) HUHI XHUCCacH KaTTa.
Paccom acap ma3myHHM, FOsiICM Ba pexHCCEp MakcaauaaH kKenuOd 4yukuO, y3ura xXoc Ba caxHa
KYpUHHILTIApUTa MOC JIEKOpalusl spaTajiu.

Xap Oup cawbarna OYyiraHu CHHTapy TeaTp CaHbaTHAA XaM BaKT YTUIIH, WIMHUN-TEXHUKABUN
x)apaCHiap keuninu cababiu y3ura Xoc Oaguuii-3CTETUK TaMOWWIIIAp MIAKIJIaHUO, PUBOXKIIAHUO,
MabJiyM OMp BakT yTraHjaH cyHr Hykoau® Oopanu. AlpuM TaMoHmWiIap 3ca KO acpiiuk
taHaddycaH CYHT MyCTaKuJI KU KaCUIUP CaHbaT TabCUPHUIA KalTaaaH mai1o 0ynaay Ba Y3MHIHT
SIHTY Ma3MyH-MOXUSTUHU HAMOEH 3TaJIH.

Cuenorpadus caHbaTl Kyl MUHI HWJJTMK Tapuxra ara 0yicaja, TeaTp COXaCUHUHT SHT KaM TaJIKUK
STWITAaH KOMMOHEHTH XucoOmanamu. Illy mabHOoma ¥30ex Muiumii OajieT caHbaTHIA XaM
creHropadus ypranuiamaras.

ByryHru kyHaa teatp caHbaTH JIEKOpaLUACH Ba CLEHOrpadusi acapHUHI MaB3y Ba FOSICUHHM O4YHO
Oepuliga, peKUCCEPHUHT Y3 ONAWra KyWraH MakCaJuHU TOMOIIAOWHJIApra TYJIaKOHJIU €TKa3uo
Oepuiuga MyxuM KOMMOHEHT cudarmma kapanmokaa. Iy Gowc tearp aexapamyioH CaHbAaTHHH
Vprauuiil, TaxjIuI 3TUII, CIEKTaK/Ib CaXHAJAIITHPHIL jKapa¢HIapyia TACBUPUN CaHbaTHUHT TYp Ba
XKaHpJapyu TapaKKUETH, 3aMOHABUM IOTYKJapuaH KeHr (oiinanaHuilra, caxHajga TOMOIIAOMHIIAp
YUyH SIH[H, KOHLIENTyall TacCBUpHUH-U(OoIaBUil BOCUTANap OpKajdu Oaguuil atMochepaHH spaTHII
non3ap0 macana cudaTtuga yprara YukKMokaa. Maskyp MacalaHUHT TaAKUK ITHIIMIIN XaMjia y30eK
Oaner caHbaTHsa Xopeorpadus Ba AEKOpalus yHUFyHJIWIMHHM, aCapHUHI Oaguuil SXJIUTIUTUHU
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TabMUHJIALLITA, TapuX, 3aMOHABUM Kapa€Hiap, Ha3zapus Ba aMaIUET OpacHAAard MaBXKy[
OYIUIMKIApHY, F03ara KejiraH MyammoJiapHu Oaprapad stumra uMkoH Oepamu. HaTwkana caxha
MaJaHUSTUHH, TOMOILIAOMHHUHT Oa Uil acapHU XUC THUILL, aHTJIall KOOWIMSITUHHU STHa/1a YCTUPUILTa
spuIuI MyMKuH [3;15].

[lyHuHr 1K, OJMHraH HaTWXKaJiap Ba XyJiocajap TeaTp caHbaTu pexuccépiapu, baiermencrepiaapu,
KOMITO3UTOpJIapH Ba PAaCCOMIIAPUHUHT y3apo MXKOIUN aHcaMOJIIanIyBuaa, 0aquuii acap CaBHsICUHU
OLIMIINra XU3MaT KUIUIIN MyMKUH. TeaTpiap, XycycaH, Oajler TeaTpjapu acapjiapuHU Ba Mas3Kyp
acpjapja JeKapalMOH €4YMM MacajlacUHM YPraHWIIHU MakcajJ KuiraH €l CcaHbaTIIyHOcJap,
TaIKMKOTUMIIAD YUIYH AMCCEepTalus MaTepuauiapu Kymumda mManOa cudatuma Govganu Oymumim
MYMKHH.

TomomabuH TeaTrpra Kenap 5KaH, UKKH-y4 cOaT JaBOMHJIA CIIEKTAaK/Ib KaXpaMOHJIapu OuiaH oupra
Xypcann Oynmamum, KaWryra Ootamu, yira tonamu. CaxHaga y3rajap TakKIupu KypcaTwiaéTraHu
YHYTUJIaaU XatTo. by anbarra aktép, pexxuccép Ba nbeca MyaUIMPUHUHT IOTYFU. JIEKUH jkaMoaHU
OupnamTUpu® TYpyBYM SHA IIYHAAM COXa BAaKWIM OOpPKH, YHMHI MEXHATHCHU3 BOKEa COIUP
Oynanuran KoM, BaKT MaBxymiiamaau. by — teatp paccomuaup. YMyMuil TylyH4agap/iaH Talkapu
y Maxcyc JIeKOpaTUB PaHITaCBUP BOCUTaNapu €pAaMujia caxHa MyXUTHHU sipaTa OJIMII KOOUITUATH,
JIEKOpaTUB MaTepuasuiap XyCyCUITUHU TYUIYHUII KaOu OuiimMra 3ra OYIIUIIN JI03UM.

Crekrakira Ta€prapidK Kypullga HIyHIAd paccoM Kain0 KWIMHAJAWKW, YHUHT IIaXCUN
WKOJIM Tbeca Ma3MyHHUra skuH OyicuH. Mmra xkupuimia TypuO, acapHUHI Ma3MyH Ba ILaKJIMHH,
JpaMaTypr AyHEKapally, WKOAUM yCyIu Ba XyCYCUSITUHU YpraHau.

Conup Oynaérran AaBp Ba MyXUTHHU H]oananl yuyH MycaBBUpP TETULUIM TapUXUM, anaduii
Ba 3THOrpaduK MaTepras OujaH YyKyp TAHHUIIUIIAA Ba peKUCCEP OnmaH XaM(pUKPIUKIA aJUIETOPHK,
LIapTIN PaBULIA aKC STTUPALIU.

Bynra mucon kunnG, Y30ex MumMii akajJeMHUK TeaTpHa CaxXHANAUITHPHITAaH “Anumiep
HaBowuit” (M33aT CyntoH) cnekTakiauHu kentupuil MyMkuH. Paccom B.Typaes manGanapuu sxuiauii
Vpranui HaTHKacuaa UIIHA ACKU3 YH3HILaH OOIUIaAu, MaKeT sica i, TApUXuil TM00CIapHH Ky3/1aH
KSUHpH Ba Y3UAaH SIHTUIUKIAp KUpuTau [5;15]. Ciexktakis TYpT caxHaJaH: capoil, )KaHT MailIoHH,
O0or Ba KyTyOxoHanaH mbopatr. b.TypaeB caxHama maBpHU TacBUPJIAMAWUTAH DJIEMEHTIAPHH, TaxT,
KypcH, >KMXO03JIap, TaKUHYOKJIap, KypoJulap, KMUTOO >kKaBOHJapuHU KypcarraH. Capoil caxHacuaa
MKOJIKOP MEbMOPJIMK TaMOMWJIMra TasHuO, XapakaTdyaH Ba MOHYMEHTall JeKopauus Talépiaau.
Mapkaszga XycaitH bolikapo TaxTu, capoiHu €pUTHO TYpyBUM IIAMYUPOKJIAp, LIYHUHTJEK, UKKH
TOMOH/JIa Capod SIIMKIAPU MaBXKy[ (aKTépiiap LIy SIIMKIAP OpKaJIW KUpuO umkuiianm). byHnan
TalIKapyd MUHOPACUMOH KypHJIMa FUpHUX, MaJOXHUJI Ba MMAHXKapacCUMOH HakKUuIap OuiiaH Oe3aTHIIraH.
[TankapacuMOH HakuuIap paM3uil MabHOAA capoinaru OMKUK xa€THM aHriaragu. CaxHagaru
Oamann Oe3akIop KypwiMma yd TOMOHJIM OYyyinO, CIEKTakiIb BOKeajlapura MOC Tap3/ja anjaaHuo,
IOKOpHU/Ia caHa0 YTuUiaraH TYpT caxHaHU HaMoE€H 3Taau. Paccom jkaHr caxHacuja asHWIN ypyll
tajodariapuHu TOMOIIAOMH TacaBBYpHAa MIAKIJIAHTHUPULI YUyH KU3FHUII HypiapAaH, Typiu
IIOBKMHJIM TOBYILIAp/aH, MUHUATIOpanapaaH Qoigananrad. bor caxnacuna Anumep Hasouit Ba
['ynuauar Oup Oupura OYiraH oTalIMH CEBIMCH KYpKaM IeW3ak OpKaliu H(OJalaHraH Ba YHUHT
yCTHJIaH MaillMH OK Maro Tyumupwirad. Paccom nubocnap Xycycuaa Vinap 9KaH, yJIapHUHT Xam
TapUXUi AaBpra MOHaHJA OYIMUINN, XaM YMyMUI CaXHABUIl €4UMIa MOC KEJUIIIH, XaM IePCOHAKHUHT
XapakTepUHHU KypcaTULIUra XapakaT KuiaraH. Xap Oup Oe3zak pam3uii MapHora sra. KyryOxona
KYpUHMILIKA TOKYAIap, YIApHUHT W4YKu1a KUTooap xoi onrad. bup cy3 Ounan aiitranna, b.Typaes
acapra MOHaHJI KOMIIO3ULIUs sipaTrad. TeaTp paccomiapu Oup-OupuHU Takpopiamaiiau. Typauda
TacaBBYp Ba TypJii4ya €4uMra sra. buTra ciekTakiIHU UKKU paccoM y3rada TalKUH KUJIaIu.
baner criekrakiu sipaTiiinil xkapaéHuaa 6e3aTyBUM pacCOM/IaH y3raua EHIIYB Tajgad STUIAN, YyYHKU
OaleT CHEKTKIMAAa MYCHKa Ba JHOPETTO €TaKJIOBYM OMMJI XucoOmaHaau. bupok, Oamer
CaxHaJalTUPHILJA, YMyMaH CIEKTaKJIHU SpaTHIla SroHa IPUHLMIIAAON acoc MaBxkyl. baner
CHEeKTaKIM Y4YyH CaxXHJa SpKHUHJIUK Tajnad KWwIMHagu, OyHJa caxHaja Xed KaHAal maxo0ariau
JieKopalusl YHCYpJIpUAaH BOC K€UraH X0JiJja, MAKOHHUHI EHIMJIIUTY Ba COJANIUTH, KaliCUKu Oaner
apTUCTUHUHT Xap OMp XapaKaTUHU AHUKJIMK OWJIaH KYPUHUIIN YUyH acoc 0yJ1a oM Tajiad STUIIAN.
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By epma paccomHuHr acocuwii Baszudacum MaB3y Ba FOsra XaMOXaHT OViIraH WXKOIUW MakKOH
SpATUILIUD.

baner xocTromura xam anoxuj 3Tuoop Oepuin kepak, OyH/1a KOCTIOM/IaH COJITAJIMK Ba OaieT
apTUCTJIApU XapakaTHMHM YeKJIaMaciuK Tanad KuiauHaau. YyHKH, KYNTMHAa Xoiiapja, caxHajla
apTUCT YMYMHUH BOK€a pPUBOKUHH TaCBUPIJIOBYM JIEKOPALIMOH €4uM (POHUAA AKKa Y31 MKPO KUILIH,
YHUHT JTMOOCUMHT paHIJiap yHFYHIUTH PAcCCOM MaJUTPACUHUHT aCOCUM Kyd OepHILH JIO3UM OYIiraH
»)abxacu xucoOyianaau. OyHaa paccoMIaH IOKOpY MaJlaka, WIFOP FOsJIap Ba YTKUP ACTETHK Talra
ara Oynumm Tanad TUiIaIu.

baner criexkrakiuga pacCOMHUHT Bazudacu acapHUHT FOSICHHU TACBUPUHUHT OaJUUI €4UMU
opkanu ugona stunl. CaxHajga xopeorpaduk oOpa3HU TAJIKUH 3TYBUUTALIKU KYPUHUILI MyXUTUHU
sSpaTuIll OMp KaTopJa acCapHUHT TabCUP KyUYWHHM WYKOTMAciuK. ByHmal Xonga CIeKTaKITHUHT
0aauuil IXJIUTIINTH, MYCHKA Ba XOpeorpadusHUHT YHFYHIUTY HYKOoJIMaraH xo/1a, TaCBUpUN e4uM
opkanu spuimiagu. Tapuxra Hazap conuO, OaneT CreKTaKUIapUHU TaXJIWl KWIraH >kapaéHiaa,
creHorpadus MacajgacH Jijpama Ba omnepa TearpiapuaaH OaleT CIeKTak/UIapy Ce3WIapiu Japaxaaa
(bapk KWIMIIMHYU KYpUIll MyMKUH. baner cnekrakiuiapuau Oe3ariiia orepa Ba JpaMa Tearpiapuia
GbapKiu yIapok. pakc yuyH KyJail Ba KEHT, KaTTa XaXmra sra OyiamaraH JeKopauus 3JIeMeHIapu
Oowran axpanu6 typamu. Iysmait kwimO, TeaTp caHbaTUAarua ajoxuja EHOANIyB Taiad
STWIAUIaH CaHbaT Typu XucoOiaHaau. baner cnekrakiuiapu y3 Tanmabiapura Moc KejaauraH
creHorpadust Ba 1eKopanus canbaTiIapuiaH YHYMIH QoianaHaau.

Jlpama Ba OaseT creKTak/uIapuaary IeKopalys Macajiajiap HUIMaja, AeraH caBojira IryHjaan
xaBoO Oepumn mMyMmkuH. CaBoira »kaBoO Oajer caHbaTu OMpPUHYM HaBOATIa BOKeajap PUBOXKHU
O6eBocuTa xopeoradus OpKaIM TOMOIIAOMH IHTHOOpPUTA €TKa3wiIaau. baner aprucrtura KeHT
MaiJIOH Kepak, YyHKH y O0p MaxOopaTHHHU MIIra cojind, xopeorapusi KOHyHUsIapura acociaHraH
IlacTUKa, MUMHKa udoa Bocutacu xucodaanaau. /[pama tearpuna eca, akcuH4a akTEP KMUKHHA
iynakya 6yina0 xapakaTiianuO MabiiyM Oup 00Opa3HU raBJajlaHTUPUIIN MYMKHH [3;20].

3amoHaBUiA OaJIeT CIIEKTAaK/UTAPUHUHT CaxHa 0e3aru OTpHKYa Ba Kepakcus Oyiran madbmama
Ba XalllaTiM TacBUPHH BocuTasap Tanad KWIMHMANAM, YyHKM TOMOIIAOMHHU YaJFUTyBYU
JeKopanusIapAad BOC KeUraH X0J1/1a, acoCHl cakca/l BOKea pUBOKIaHAETTaH MyXUTHHU aKC ATTUPUILLL
JIO3UM.

Omepa Ba OaneT cnekTakUIapuHU Oe3all y4yH ofaTAa TaCBUPUU JEKOpamusiap: Meu3axk,
WHTEphEP, MAPTIN OpPHAMEHTIIAP, a0CTPaKT MaH3apanap unuiaruiaad. Cadabu, pakc Ba OMMaBUi
YUKUIIITIAP XUCOoOra OJIMHUO CaXHAHM ATAINIOBYM OPTUKYA Hapcaitap OyaMaciauru kous. TomomaduH
OaneTnaH 3CTETUK 3aBK OJIMILIN, YTMHUII JTAaBPHU SIXIIH XHUC STUILN YUYH JeKOopalusaa TapuXuiiInKKa
BTUOOP KapaTUIITaH.

Paccom Ba pexuccép umm wyambapyac OOFIMK KedamuraH kapaéH. Kadonkw, pexuccep
KYpUMJIApUHH PACCOM TYFpU TYIIYHUO, TAIKUHIa MOC CaXHa JeKopalUsiapy sipaTa 0jica, CIIeKTaKIb
Ma3myHaH Ooimiinu. By Oopana caxHagaru xap Oup JeTanb acap FOSCHMHM O4MO OepuIiira Xu3mar
KUIUIIN Kepak. Pexuccép Ba pacCOMHUHT ¥3apo MyHOcabaTu yTa MyXUMIHP.

Paccom TtacBupuii edrMra UKKU WY1 OpKUIIN €pUIIHILN MyMKUH: OUpUHYKCH (DaKaTrMHAa 1eKOpaLUs
TEKKHC 1032 SIbTU 3aIHUK OpKajiu, OyH7Ia caxHaJard YMyMHUN KOMO3UIIUS OUp TEKUCIHMKIA OYiaau.
Wkxunun ycyn: Oynzaa 6aauuii 6e3ak BOCUTAIapUHKM CaXHAHUHI UMKOHMSTIIAPUJIAH KEHI Kyjaamaa
doiigananran xoJyijaa, SHHUA JEKOPAMSUIAPUHWH CaXHa IUIAHIIETH OYilyiad KEeHr >KOMIAIITHPHUIIT
OpKaJIH.

JlekopallusiHUHT acOCHI 3JeMEHTIapuJaH siHa Oupu — Oy YMpOK. ABBajUIapu TeaTpAa YHPOKIAH
IIyHYaKH EPUTHIN BOCUTAcH cudaTuaa porgananmiran 6yica, Xxo3upra Kenuo, EpUTrIl yCKyHalIapu
MyXUM Oanuuil axaMusar kacO 3taau. YyHKU aBp Ba MAaKOHHU KYpCaTHIll, aKTEP PYXHUM XOJaTHHU
noaanaia YUpoKJIap Xal KWIyBUM YpUHra sra. Acap Ma3MyHH, BOKeajap pyXUsTUra HOMYBOGUK
JeTajulap KYJUIAaHWIIM, TEaTPHUHI TEXHUK HMMKOHUATIApUIAH TYyya (poijaTaHMaciIuK, WKOIHUM
XaMKOPJIMK CYCTIMIHM KYI XOJUIApAa CIEKTAaK/Ib CABHSACHHM TYIIMPMOKZA. YiinaiiMusku, GyryH
creHorpadus coxacuja aHbaHaBUM KOJIUIUIAPHU YeTra cypuo, )KaxoH caxHajlapujia Ke4a€TraH sSiHI1
XKapa€HiIapHU, 3aMOHABUN TEHJCHIMSUIAPHU TaXJIWJIMK YpraHull Ba aMajjaa KyJuiail oauil OyryHIru
TEATPHUHT 3apypHil lapTiapuiad oupuaup
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PaccomHuHT criekTakiiHu Oe3aljja YupoK ONepaTOPIAUHUHT XUCcacH KaTTa 0yiu0, caxHala YUpoK
PACCOMHUHT OaIuil MKOUra KyJIMUHAIIMOH HYKTa KYIOBUM aCOCUN KOMIIOHEHTAUP. AMHaH YHpOK
éplamMuia paHrTaCBUpP TYUIYPWITaH XOJCTPU IOMILOK Ba KMMMAaT 0ax0o marora, TaxTa JOCKAaCUHU
TeMupra, (oJraHu ONTHUH €KM KyMyllra, OJJUIl IIMIIAHW 3Ca YWHHWTA aWJaHTUPUII UMKOHUH
O0epaau. YupoK yCTaCMHMHI 3MMMacHJa MakOH Ba MYyXUT MacajlacMHM Xaj KWIuIl Basudacu
IoKJIaHaau. byHia €pUTHILI TEXHUKACH OpKaIM paHrjiap yiuHu OwiaH (oiianaHubd crieKTakiaru
COBYK KHIII, TYH IpUMH €KU KYKJIaM IIYKYXUHH TaCBUpPJIAIl MyMKHH.

Jlexopanusi caHbaTH Ba cCLEHOrpagusi CaHbaTHMHU TApUXUM OOCKUYIAPUHU YpraHullja, WHCOH
TahakKypu IIAK/UIaHTaH JaBplaH Oouwiald, caHbarra, ry3ajUIMKKa Ba WIOXMHM Kydra Oyirax
MHTWIMIUTAPUHU KYpUIl MyMKUH. JlaBpnap yTumin OunaH canbarra Oyiarad 3bTUOOp y3rapuiiy,
SIHTH FOsJIap, SIHTH CaHbaTAaru OKUMIIAp Maimo Oynuiiu, OyJapHUHT Oapyacu yMyMHH Makcas
CaHBATHUHT PUBOMIIAHWIIN, YCHUIW Ba TaKOMIJLIAIIMO OWM3HMUHT JlaBprava SHT T'y3al XoJjaTiapia
eTu0 kenumira onub kenau. by 6eBocuTa TaJKUKOTHUHI aCOCHMHM TalIKWJ 3TyBYM TeaTp Ba Oaier
caHbaTJIapra Kapara auTWiras cysmiap, Oaner caHbaTh Kucka ¢ypcar uuuja, bapya canbaT Typiapu
yuyaa ¥3 YpHHUAA 3Ha OYnuin Oebku3 sMac. SlHa mIyHH TabKUU1ad YTHUIN KOU3KH, TeaTpJa caxHa
PacCOMUHUHI YpHHU, YHUHI Basudacu ajoxuaa axamusT kacO staau. Paccom, aBBano, akrtépra
KYMaKJIallIMIIY, S’bHU BOKea Oynnb yTaéTran skoi, MyXUTHU sipata Ouinuiy kepak. CroeKTakIHUHT
yMyMHil MabHOCH, ¢(ancadacu amoxuja Karra €4uM, YHUHI HYUAA akTEPIApHUHT xap Oup
Xapakatura JeKopauus, pekBuU3uT €paam Oepuinu mapt. by Tearp paccomMu yuyH KyJa MYXHM.
PexuccepHUHT CHEKTakib KypuiMmacura, €4yuMmMHura paccoMm TypTku Oepumu so3uM. CaxHa
PAaCCOMUHUHT 3MMMAacHua MaHa IIyHjai Basudanap myxkaccam. Xap Oup acapHu VKO, peKUCCEp
KaOu TaxJWi1 KWIMILIHK, POJUIApHU aKTEPAEK YiHAO YMKUIIM Kepak, IIyHAAruHa TYJIUK €4uMra sra
caxHa Oe3aru sipanajy.
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O°‘ZBEK KINOSIDA TARIXIY BADIIY FILMLARNING SHAKLLANISHI
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ANNOTATSIYA
O‘zbek kino san’atida tarixiy filmlarni yaratish jarayonlarini o‘rganish, tahlil qilish, tarixiy janrlarni
va voqe’likni mohiyatini teran anglash va filmda aks ettirish masalalariga e’tibor garatilgan.
Kalit so‘zlar: kinematografiya, operator, rejissyor, estetik, badiiy, texnik.
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FORMATION OF HISTORICAL ART FILMS IN UZBEK CINEMA

ABSTRACT
In Uzbek cinematography, attention is focused on the issues of studying and analyzing the processes
of creating historical films, deeply understanding the essence of historical genres and reality, and
reflecting them in the film.
Keywords: cinematography, cinematographer, director, aesthetic, artistic, technical.

Hacumon ®@atuxa XuJjaJja yriu
JIOKTOPAHT HAINpaBJICHUS
«HckycctBo kuHO. TeneBuneHue»
['ocynapcTBEHHOIO HHCTUTYTA
UCKYCCTB M KyJIbTYyphl Y30€KucTaHa

®OPMUPOBAHUE UCTOPUKO-XYJOXECTBEHHbBIX ®UJIbMOB B Y3BEKCKOM
KHWHO

AHHOTALUSA
B y30ekckoM kuHemaTtorpade BHHMAaHHE COCPEIOTOYEHO Ha BOMPOCAaX HM3YUYCHUS M aHAIH3a
MIPOIIECCOB CO3JAHHUS MCTOPHUYECKUX (MIBMOB, TITyOOKOTO TMOHWMAHHS CYITHOCTH HCTOPHYECKUX
’KaHPOB U JICHCTBUTEIHHOCTH, OTPAKEHHSI UX B (DHIIbME.
KawueBble cjioBa: kuHemarorpadus, OIepaTop, PEKUCCEp, ICTETHUYECKOE, XYI0KECTBEHHOE,
TEXHUYECKOE.
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Mamlakatimizda kino sohasi o‘tgan yuz yillikda uzoq yo‘Ini bosib o‘tdi. Ammo mustaqillik yurtimiz
rivojining barcha jabhalari gatori kino san’atimizga ham o‘zining haqiqiy bo‘y-bastini ko‘rsatishga
imkon berdi. O‘tgan asrning 90 yillaridan boshlab, ma’naviy-madaniy o‘zligimizni anglash,
san’atimizning o‘ziga xosligini saqlab qolgan holda umuminsoniy g‘oyalarni ilgari surish, tarixiy
haqiqatlarni yuzaga chiqarish va jahon andozalariga xos badiiy asarlar yaratish uchun barcha
imkoniyatlar yaratila boshlandi. Endilikda, filmlarimiz o‘zligimiz, o‘z madaniyatimiz, urf-odat,
an’analarimizni keng miqyosda, hech qanday to‘sigsiz, erkin ravishda namoyish eta boshladi.
Yurtimizda faoliyat olib borayotgan dramaturg va rejissyorlar o‘z ijod namunalari bilan jahon
ekranlarida ham nom qozona boshladi.

Kino yillar mobaynida ko‘plab bosqichlarni bosib o‘tgani haqida butun dunyo, xususan, o‘zbek
kinoshunos olimlari tomonidan batafsil o‘rganilgan va turli adabiyotlar orqali bayon qilingan. Kino
yaralishidan boshlab, dastlabki davridagi ovozsiz, keyinchalik ovozli, rangsiz, rangli filmlarning
o‘rganilganlik darajasi yetarlicha. Shuningdek, bugungi kunga kelib, uning bir-biridan farqli turlari
hamda janrlari ham shakllanib bormoqda. Biroq kinoning shunday turi borki, u alohida mehnat va
so‘ngsiz mashaqqatlarga to‘la, ham katarsis, ham bilim beruvchi tarixiy kinodir.

Tarixiy filmlar — o‘tmishdagi o‘ziga xos tarixiy davrlar, voqgealar va shaxslar hayotini aks ettiruvchi
badiiy filmlar janri. Dunyo miqyosida bu turdagi filmlarning o‘rni va ahamiyati yuqori. Shu xususda,
tarixiy filmlar ko‘pincha sarguzasht va jangovar ko‘rinishda bo‘ladi, chunki ko‘pincha keskin
dramatik voqealar, urushlar, to‘ntarishlar va shunga o‘xshash voge’liklar filmning mavzusiga
aylanadi.

1925-yil “O‘zbekkino” korxonalar idorasi tashkil etildi va “Sharq yulduzi” kinofabrikasi ochildi
(Ushbu kinofabrika 1958-yildan boshlab “O‘zbekfilm” deb yuritila boshlagan). Huddi shu yili bir
qator xujjatli, ilmiy-ommabop filmlar va “Paxta-Orol” badiiy filmi suratga olingan. 30-yillarning
birinchi yarmida ilk tarixiy film — “Tong oldidan” (1933-yil, rejissyor: S.Xo‘jayev) filmi suratga
olinadi. Shundan so‘ng, tarixiy film yaratish bo‘yicha o°ziga xos tajribalar davri boshlandi.

XX asrning 40 yillaridan mustaqillik davrigacha yaratilgan tarixiy filmlarda asosan tarixiy
shaxslarning hayot yo‘liga, xalq qahramonlari va tarixiy ertaklardagi motivlarga hamda tarixiy adabiy
asarlarga murojaat qilingan. Xususan, tarixiy shaxslar haqidagi filmlar sirasiga “Alisher Navoiy”
(1947-yil, rejissyor: K.Yormatov), “Ibn Sino” (1956-yil, rejissyor: K.Y ormatov), “Furqat” (1959-yil,
Y.A’zamov), “Hamza” (1960-yil, rejissyor: Z.Sabitov), “Ulug‘bek yulduzi” (1964-yil, rejissyor:
L.Fayziyev), “Abu Rayhon Beruniy” (1974-yil, rejissyor: Sh.Abbosov) kabilarni kiritish mumkin.
O‘z-o0‘zidan ma’lum bo‘ladiki, xalgning tarixiy qahramonlarini kinotasmalarda jonlantirish istagi
kino san’ati paydo bo‘lgan yillardan boshlangan. Yuqorida sanab o‘tilgan filmlar tarixiy voqe’lik
asosida film holiga keltirilgan. Badily voqealar bilan boyitilsa-da, tarixiy haqiqatlardan
uzoqlashilmagan. Mana shu yillarda xayoliy qahramonlar va tarixiy ertaklar motivlariga ham
murojaat qilingan. Xususan, “Nasriddin Buxoroda” (1943 yil, rejissyor: N.G‘aniyev), “Tohir va
Zuhra” (1945-yil, rejissyor: N.G‘aniyev), “Semurg‘” (1971-yil, rejissyor: X.Fayziyev), “Yettinchi
Jjin” (rejissyor: M.Aga-mirzayev), “Ali Bobo va qirq qaroqchi” (1970-yil, Hindiston bilan
hamkorlikda, rejissyorlar: L.Fayziyev, U.Mehra) kabi filmlar bizga tanish va o‘z syujetlarida qaysidir
tarixiy davr elementlaridan foydalanilgan. Qahramonlar va voqealar o‘ylab topilgan yoki ertakoni
motivlardan olingan.

Shuningdek, yirik badiiy asarlar asosida ham filmlar suratga olingan. Romannavis Abdulla
Qodiriyning “O‘tkan kunlar” asari asosida ikkita film ishlangan. Ularning biri 1969-yilda rejissyor
Yo‘ldosh A’zamov tomonidan ishlangan film. Filmda bosh rollarni O‘lmas Alixo‘jayev, Gulchehra
Jamilova hamda Gulchehra Sa’dullayevalar ijro etishgan. Filmning ikkinchi varianti esa mustaqillik
yillarida 1998-yil rejissyor Melis Abzalov tomonidan suratga olingan. Bu filmda bosh rollarni
Behzod Muhammadkarimov, Shahrizoda Dilmurod qizi va Lola Eltoyevalar ijro etishgan. Ushbu
filmlarda O‘zbekistonning qora kunlari bo‘lgan “xon zamonlari” haqida hikoya qgilinadi. Shuningdek,
bosh gahramonlar hayoti orqali oila va qadriyatlar borasida bahsli masalalar o‘rtaga tashlanadi. Har
bir tomoshabinning mazkur filmlar yuzasidan o‘z fikri va qarashi bor. Kimlardir mukammal badiiy
asarni film talqinlarini qoralagan holda bu ikki variantga tanqidiy ko‘z bilan garaydi. Shunday
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bo‘lsada, ikki film badiiy asarning yanada sevimli bo‘lishiga o‘z xissasini qo‘sha oldi, deb ayta
olamiz. Xalqimiz esa filmlarning birinchi variantini ko‘proq qadrlaydi.

1973-yilda rejissyor Y.A’zamov A.Qodiriyning “Mehrobdan chayon” romani asosida “Zulmatni tark
etib” badity filmini ham suratga oldi. Albatta, bu filmni o‘sha davr tomoshabinlari qizg‘in kutib olgan
edi. Biroq oradan bir necha yil o°tib asarga rejissyor M.Muhammedov qayta murojaat qildi. Rejissyor
0°‘z qaydnomalarining birida bu xususda quyidagi fikrlarni bildirgan “Yo‘ldosh A’zamov tomonidan
suratga olingan “Mehrobdan chayon” filmini ko‘rganimdan keyin romanni qayta o‘qib chiqdim.
Tushundimki, film sho‘rolar mafkurasi talablari bo‘yicha suratga olingan. Fikrlarimni yozuvchi
Xayriddin Sultonov bilan o‘rtoglashdim va undan ssenariy yozib berishni iltimos qildim. Oradan
xiyla vaqt o‘tib, adib har bir seriyasi qirq besh daqiqali, o‘n besh seriyadan iborat ssenariy yozib
berdi. Shundan so‘ng “Mehrobdan chayon” videofilmi tasvirga tushirildi, tomoshabinlar e’tiborini
qozondi”.

Mustagqillikning dastlabki yillarida tarixiy filmlarni yaratish bo‘yicha harakatlar biroz sustlashdi.
Buning boisi, balki tarixni qayta o‘rganish va talqin qilishda mustagqillik g‘oyalarini singdirish uchun
vaqt ko‘p ketgandir. Balki, mablag® yoki kadrlar siyosati bo‘yicha muammolar yuzaga kelgandir...
Aniq sababni keltirish qiyin. 1998-yilda yozuvchi Tog*‘ay Murodning “Otamdan qolgan dalalar” asari
asosida suratga olingan film katta tarixiy voqeaga aylandi. Film rejissyori Sh.Abbosov chin ma’noda
o‘zbek kinosida revolyusioner maqomiga munosib. Bu film mustabid tuzum, uning eng og‘riqli
siyosati, “paxta ishi”, xalqning mehnat ortidan chekkan a’ziyatlari, inson qadri va huquqlarining
ochigdan ochiq poymol qilinishi borasidagi haqiqatlarni o‘rtaga tashlaydi.

Professional rejissyor film suratga olish uchun avvalo, mazmun, g‘oya, mavzu, shuningdek, asardagi
mantiqiylik va haqqoniylikka e’tibor qaratadi. Mantiq filmdagi asosiy zanjir bo‘lib, aynan u asarning
asl mohiyatini ochib berishga hizmat qiladi. Haqqoniylik esa tomoshabinlarning filmga nisbatan
shunchaki e’tiborini tortmay, kino orqali aytilajak fikrni to‘laqonlik tushunishga undaydi. Zero,
haqiqat gohida achchiq bo‘lsa ham, insonlarni faqat u to‘g‘ri yo‘lga sola biladi.

Tasavvur qilib ko‘raylik, yaxshi rejissyor yaxshi filmni suratga oladi, lekin hamma yaxshi rejissyor
ham tarixiy filmni suratga olishi qiyin. Chunki badiiyat va tarixiy haqiqatlarni bir mezonda tutib, ham
tomoshaviyligi, ham realligi bilan namunali film yaratish katta salohiyat talab qiladi. Besh-olti kitob
o‘qish bilan tarixiy film yaratib bo‘Imaydi. Rejissyor go‘yoki vaqt tuynugidan o‘tib, moziyda yashay
boshlashi kerak. Keyin esa ijodiy guruh a’zolarini birma-bir zamonasidan uzib, qadim o‘tmish
bag‘riga ko‘chirishi zarur. Ana shundagina tomoshabinni kartinadagi voqealarga ishontirish mumkin.
Milliy kinemotografiyamiz tarixida o‘ziga xos ijodiy pozitsiyasiga ega, tarixiy filmlar yaratishda
yutuqglarga erishgan rejissyorlar yo‘q emas. Lekin ularni ko‘p deya olmaymiz. Avvalgi mavzuda
keltirganimizdek, dastlabki yillarda bu janrda ijod qilgan ijodkorlar safiga N.Ganiyev, K.Y ormatov,
Y.A’zamov, Z.Sobitov, L.Fayziyev, X.Fayziyev, Sh.Abbosov, M.Aga-mirzayev, M.Abzalovlarni
kiritish mumkin. Ularning har biri o‘z imkoniyati va davr qarashlari nuqtai nazarida o‘z asarlarini
yaratganlar. Mustaqillik yillarida esa “Yodgor”, “Afandi va Azroil”, “Faqat g‘alaba”, “Meros” kabi
tarixiy badily filmlarni H.Nasimov, “Vatan”, “Qo‘rg‘oshin” — Z.Musoqov, “Nazira”, “Ibrat” —
J.Qosimov, “Islomxo‘ja”, “Ilhaq” —J.Ahmedov, “Faridaning ikki ming qo‘shig‘1” —Y.To‘ychiyev,
“Avloniy” M.Erkinov, “Imom Abu Iso Muhammad At-Termiziy” — A.Mingnorov, “Oyqiz ertagi” —
A.Bekturdiyev, “Qo‘qon shamoli” — D.Masaidov, “Elparvar” — A.G*aniyevlar tarixiy janrda filmlar
yaratishga muvaffaq bo‘ldilar. Bu sanab o‘tilgan rejisssyorlarning har birida o‘ziga xos pozitsiya
mavjud. Ularning biri shaxsiy xotiralari asosida filmga yondashsalar, biri manbalarga tayanadilar.
Biri tajriba uchun o‘z imkoniyatini sinovdan o‘tkazadi. Aslini olganda, har bir film qaysidir uzoq
yoki yaqin moziyni o‘zida aks ettiradi. Lekin davrlar talqini nuqtai nazaridan tarixiy filmlardagi
haqiqatlar bugungi kun haqiqatlariga mos kelmaydi.

Xalqimiz va ijodkorlar qarashlarida tarix insonni tarbiyalaydi degan haqiqat mavjud. Biz ajdodlari va
tarixi bilan faxrlanadigan millatmiz. Boisi, maqtanishga arzigulik qadriyatlarimiz va oltin merosimiz
adogsiz. Ajdodlarimizning faoliyati va katta maktabi bizni doim ilhomlantirgan. Shunday ekan,
tarixsiz va tarixiy haqiqatlarsiz milliy kino san’atini tasavvur etish qiyin. Umid qilamizki, zamonaviy
o‘zbek kinosida ham tarixiy filmlar yaratish an’anasi yuqori saviya va katta qizg‘inlik bilan davom
etaveradi.
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ANNOTATSIYA
Mazkur maqolada ommaviy bayramlarning kelib chiqishi, ilk ommaviy bayramlar, tantana va
shodiyonalar haqida so‘z boradi. Aynigsa, ommaviy bayramlar tarixi juda ham kam o‘rganilgan. Bu
sohada birinchilardan bo‘lib falsafa fanlar doktori, professor U.X.Qoraboyev ilmiy izlanishlarida
O‘zbekiston  bayramlari  fani  rivojiga o‘zining  katta  hissasini  qo‘shdi.  Uning
«O‘zbekiston bayramlari», «O‘zbekiston bayramlari tarixi» kitoblarida bu mavzuga chuqur, ilmiy
yondashilib, bayramlarning kelib chiqish tarixiga oid fikrlar tadqiq etilgan.
Kalit so‘zlar: bayram, shodiyona, tantana, tarix, Navro‘z, o‘zbek bayramlari, ommaviy sayl,
karnaval.

Axky6 OcToHoeB,
HAay4YHBIN COTpYyAHUK ['OCynapCcTBEHHOU
akajsieMuu xopeorpapuu Y30eknucrana

OBIIECTBEHHbBIN ITPA3THUK, MECTO 3PUTEJIS B OBIIECTBE, POJIb U
OBPA3OBATEJIBHOE 3HAYEHHUE

AHHOTALUA
B naHHOM cTarbe TOBOpUTCA O 3apOXKACHUU TOCYJAPCTBEHHBIX IIPa3/JHUKOB, IEPBbIX
roCy/apCTBEHHBIX MPa3THUKAX, TOP)KECTBAX U TOP)KECTBax. B yacTHOCTH, peaKo u3ydaercs UCTOPHs
rOCyIapCTBEHHBIX Tpa3aHUKOB. JlokTop ¢mnocodcekux Hayk, nmpodeccop Y.X.Kapaboes, oquH u3
MEPBBIX B ATOH 00JACTH, CBOMMH HAYYHBIMH HCCIECIOBAHUSMHU BHEC OOJBIIONW BKJIAJ] B Pa3BUTHE
HAayKd O Tpa3gaHMKax Y30ekucrana. B ero kamrax «[lpazgamku Y30ekwcrana» u «Mctopus
MPa3IHUKOB ¥Y30EKHCTaHa» OCYIICCTBIICH ITyOOKHA, HAYYHBIA TTOJXO/ K 3TOH TeMe, HCCIICIOBAHBI
UJIeU, CBSI3aHHbIE C UICTOPHEN BOSHUKHOBEHHUS MTPa3AHUKOB.
KuroueBble ciioBa: mpas3aHUK, TOPKECTBO, TOPKECTBO, UcTtopus, HaBpys, y30ekckue mpa3gHuKH,
MAacCOBBIM MTapaj, KapHaBall.

Yakub Ostonoey,
researcher at the State Academy
of Choreography of Uzbekistan

PUBLIC HOLIDAY, PLACE OF THE SPECTATOR IN SOCIETY, ROLE AND
EDUCATIONAL VALUE
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ANNOTATION
This article talks about the origins of public holidays, the first public holidays, celebrations and
celebrations. In particular, the history of public holidays is rarely studied. Doctor of Philosophy,
Professor U.H. Karaboev, one of the first in this field, made a great contribution to the development
of science about the holidays of Uzbekistan with his scientific research. His books “Holidays of
Uzbekistan” and “History of Holidays of Uzbekistan” take a deep, scientific approach to this topic
and explore ideas related to the history of the holidays.
Key words: holiday, celebration, triumph, history, Navruz, Uzbek holidays, mass parade, carnival.

Bayramlar eng qadimgi davrdan boshlab inson hayotining eng muhim tarkibiy qismiga aylangan.
Ularsiz insoniyat hayotini mutlaqo tasawur qilib bo‘!maydi. Bayramlar xalq hayotining eng yaxshi
va go‘zal tomonlarini aks ettiruvchi ko‘zgudir. «Bayram xalgning shodlik va xursandchilik kuni»,-
degan edi XI asr Sharqning buyuk olimi Mahmud Koshg’ariy. Darhaqiqat, inson hayotini
bayramlarsiz tasawur qilish juda ham qiyin. Hayotimizdagi yutuqglar, xursandchiliklar, tantana va
shodiyonalar, muhim sanalar oilada, mahallada, shaharda, umummilliy davlat miqyosida
nishonlanadi. Respublikamiz mustaqillikka erishgach bayramlarga bo'lgan ehtiyoj yanada o‘sdi.
Azaldan do‘stparvar o‘zbek xalqining bayramlari qonqarindosh xalqlaming tarixiy-madaniy aloqalari
jarayonida shakllangan va rivoj topgan, boshqa xalqlar bayramlariga ta’sir etgan va o‘z navbatida,
ular ta’sirida boyigan» [7;3] ljtimoiy zarurat asosida rivoj topgan o‘zbek bayramlari katta to‘siq va
qarama-qarshiliklarga duch kelgan.

Bayramlarda hamma narsa o‘zgacha, dekoratsiya va figuralarning kattaligi, shaxs bilan obyektning
muloqoti ham o‘zgacha. Aynigsa, teatrdan farqli o‘laroq tomoshabin ijrochilarning atrofida, orasida
bo‘lishi yoki aktyorlar tomoshabinning tepasida (kran yoki vertolyot yordamida) yoki pastda
tomoshabinning oyoqlari oldida (amfiteatr shakllari joylashgan tomoshabin uchun) rollarni ijro
etishlari mumkin. Bunday tomoshalarda tomoshabin o‘tirishi, turishi, hatto yotishi (masalan, plyajda
o‘tkazilayotgan tomosha), bir sah\nadan ikkinchisiga o‘tishi mumkin. Bundan tashqari,
tomoshabinlaming o‘zlari tadbir gatnashchisiga aylanishlari (ommaviy sayl, karnaval va h.k)
mumkin. Xullas, ommaviy bayramlarda an’anaviy teatrlaming asosiy komponentlari: biz bilgan
dramaturgiyadagi dialog va monolog, replika, remarka, asar qahramonlarining psixologik
kechinmalari, xarakterlami chuqur ochib berishga urg‘u berilmaydi. Bundan tashqari, aktyoming
chuqur obrazga kirishishi talab qilinmaydi. Teatr spektaklidan farqli o‘laroq bayram tomoshasi
boryo‘g‘i bir marotaba namoyish etiladi.

«Bayram» — turkcha so‘zdan olingan bo‘lib, to‘y, marosim, xursandchilik degan ma’nolami
bildiradi. Bayram so‘zining turli talginlari bor. Bizningcha, falsafiy ensiklopediyada berilgan Bayram
— insonlar xursandchiligining yig‘indisi», — degan talqin eng tog‘risi deb hisoblanadi. Bayram
jjtimoiy mahalliy hayotning eng muhim qgismlaridan bo'lib, shodiyona, xursandchilikni vujudga
keltiradigan voqealami nishonlaydi. Ommaviy bayramlaming ommabopligi shundaki, birinchi
navbatda, u amaliy namoyish etilganda, opining chuqur ijtimoiy- psixologik ildiziga ega ekanligi
namoyon bo‘lib, sahnalashtirish jarayonida tasodifiy hoi va elementlarga yo‘l qo‘yilmaydi. Ommaviy
bayramlar ba’zi bir tashkilotchi yoki tashkilotning xohishiga qarab o‘tkazilmasdan, balki keng xalq
ommasining bayramga bo‘lgan ma'naviy ehtiyoji tug‘ilganda o ‘tkazilsa, haqiqiy bayram tomoshasi
yuzaga keladi. Mustagqillik g'oyalarini keng xalq ommasiga singdirish, ulardagi yuksak fuqarolik
tushunchalarini tarbiyalashda om maviy bayramlaming tutgan o‘mi bcqiyosdir. Hech qaysi teatr,
hatto eng kattasi ham ommaviy bayramlar insonga ta’sir qilgandek ko‘plab xalq ommasiga ta’sir qila
olmaydi. Shuning uchun ham ommaviy bayramlar rejissyorining jamiyat oldidagi mas’uliyati juda
ham katta.

Shuni aytib o‘tish joizki, ommaviy bayramlar tarixi, aynigsa, O‘zbekiston bayramlari tarixining kelib
chiqish genezisi, uning turlari to‘liq o‘rganilmagan. Tarix shunday fanki, ganchalik chuqur o‘rgansak,
shunchalik kam bilishimizga ishonchimiz komil boMadi. Aynigsa, ommaviy bayramlar tarixi juda
ham kam of‘rganilgan. Bu sohada birinchilardan bo‘lib faisafa fanlar doktori, professor
U.X.Qoraboyev ilmiy izlanishlarida O‘zbekiston bayramlari fani rivojiga o‘zining katta hissasini
go'shdi. Uning «O‘zbekiston bayramlari», «O‘zbekiston bayramlari tarixi» kitoblarida bu mavzuga
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chuqur, ilmiy yondashilib, bayramlarning kelib chiqish tarixi to‘liq yoritishga harakat qilingan. Yaqin
davrlargacha bayramlar tarixi umumiy san’at tarixi sifatida (adabiyot va teatr) o‘rganilib kelingan
edi. Lekin ommaviy bayram va tomoshalar har bir tarixiy davrda tarbiya va m a’rifatning asosiy o‘giti
sifatida yuqori o‘rinlardan birini egallab kelgan. Ommaviy bayramlar tarixi zarvaraqlariga qisqacha
nazar solsak, o‘zining g‘oyaviy jihatdan kompozitsion butun boMgan qadimgi Yunoniston va Rim
davridagi bayramlardan boshlasak bo‘ladi. Albatta, gadimgi Yunoniston va Rim bayramlarigacha
ham insoniyat paydo boMganidan keyingi davrda bayramlar vujudga kelib, shakllangan. Lekin bu
bayramlar o‘zining ma’naviy, intellektual darajasi, ifodaviy shakllari jihatidan primitiv xususiyatga
ega bo‘lib, kompozitsion yaxlitlikka ega bo‘lmagan.

Qadimgi Yunoniston va Rim davrida lashkil qilinib, o‘tkazilgan xalq bayramlarida ommaviy
bayramlar dram aturgiyasi va rejissurasining elementlari vujudga kelgan. Qadimgi yunonlarda
bayram o°‘ziga xos mustaqil bo‘sh vaqt va dam olishning bir shakli bo‘lib, hatto doimiy jihatdan ham
uzviy, faol mashg‘ulot turiga aylangan. Bizga ma’lumki, Delfe, Pifiy, Nemeysk va Panfin o‘yinlari
juda ham ommabop bo‘lgan. Lekin bu o‘yinlaming ichida eng mashhuri Olimp o'yinlari bo'lgan.
Olimp o‘yinlari maxsus qurilgan Olimp shahrida 4 yilda bir marotaba o‘tkazilgan. Lekin turli urushlar
oqibatida bu o‘yinlar yo‘q bo'lib ketdi. Olimpiya o‘yinlari 776-yildan to eramizdan awalgi 394-
yilgacha 1000 yil o‘tkazi!gan bo‘lsa, XIX asming oxirida Per de Kuverton tomonidan tiklanib, hozirgi
hayotimizning eng go‘zal va nufuzli sport bayramiga aylandi. Yunonistonning ko‘p sonli bayramlari
ichida, eng yorqin, har tomonlama tashkil qilingan bog‘dorchilik xudosi D ionisga bag‘ishlangan
bayramlar alohida o‘rinni egallaydi. Bu bayramlarda elladaliklar hayotidagi miflar (afsonalar) va real
hayot bir-bir1 bilan chambarchas bog‘lanib ketgan. Shu davrdan boshlab, bayramlar tarixiga
«tomosha»- (maxsus toshdan qurilgan teatrlardagi tomosha) va «kamaval»-«karrus navalisy-«kema
charxpalagi» (Diontsning rangbarang bayramona kelishi) iboralari kirib kelgan D.P.Kallistov
O‘zining ilmiy izlanishlarida «Dionis bayramlari oddiy bayram kuni emas, balki bayram qilish kuni
bo‘lgan»—deb ta’kidlaydi. Bu bayramlarda turli urf-odat va marosimlar bir-birini toMdirib, xalq
ommasi faol ishtirok etib, har bir gatnashchiga musiqa, sport, xor va dramatik musobaqalarda to'liq,
erkin gatnashish huquqi berilgan edi

Jumladan, O°‘zbekistonda tabiat bayramlaridan keng nishonlanganlaridan biri bu — «Navro‘z»
bayramidir. Bu bayramlar haqida X -X I asrlarda yashagan buyuk qomuschi olim Abu Rayhon
Beruniy o'zining «Qadimgi xalglardan qolgan yodgorliklary asarida batafsil to'xtalib, uning
mohiyatini ochib, «Navro‘zning kelib chiqishi haqida turli afsonalar mavjud, lekin bu masalaga ilmiy
yondashilsa, «Navro‘z»ning paydo bo‘lishi har tomonlama ilmiy asoslangan koinot va tabiat
gonuniyatlari, kecha va kunduzning vaqt jihatidan barobar bo'lishi, kunduzning uzaya boshlashi,
tabiatda jonlanishning boshlanishi, bahorning kelishi sabab boMgan. «Navro‘z»ning chuqur ildiziga
murojaat qilsak, u eng gadimiy davrlarda ibtidoiy odamlarning dehqonchilikka o‘tganidan so‘ng
dalalarda yangi ish mavsumi boshlanishidan oldin o‘tkaziladigan bahor bayramlariga borib
tagaladi» 1. Vagqtlar o'tib bu bayram rivojlanib, unga mos kun aniqlanib «yil boshi» vazifasini o‘tay
boshlagan. “Navro‘z” bayramini nishonlash bir oyga cho‘zilgan. Bu haqida Beruniy quyidagicha
yozadi: “Keyingi podshohlar bu oy, ya’ni farvardin mohning barchasi (kunlarini)ni hayitga aylantirib,
ulami oltiga tagsim etadilar. Birinchi besh kun podshohlar uchun, ikkinchisi ulug® kishilar uchun,
uchinchisi podshohlarning g‘ulomlari uchun, to‘rtinchisi xizmatkorlar uchun, beshinchisi xalq
ommasi uchun, oltinchisi cho‘pon!ar uchun[7;15]

«Navro‘z»ga tayyorgarlik ko‘rish odatlari orasida bug‘doy yoki arpa donini yog‘och idishda o'stirib,
bahor darakchisi sifatida dasturxonning markaziga qo‘yishgan. «Navro‘z» asrlar davomida yanada
rivojlanib, ommaviy tus olib, bizning davrimizgacha o‘zining yana yaxshi urfodatiari bilan yetib
keldi. «Navro‘z»da tabiat jonlanibgina qolmay, inson tabiati ham uyg‘onar edi»',-deydi Sadriddin
Ayniy. Aynigsa, «Sumalak sayli» «Navro‘z» bayramining eng asosily an ’anasi hisoblanadi.
«Sumalak sayli» asosan ikki gqismdan: Sumalak tayyorlash va sumalakxo‘rlikdan iborat bo‘lgan.
Sumalakni asosan ayollar tayyorlab, tayyorlash jarayonida o‘yin-ku!gi. xursandchilik qilingan.
Sumalak sayli gadimdan insonlarda birdamlik, ahillik hissini tarbiyalab kelgan. Tabiat bayramlaridan
yana bin «Mehrjon» — kuz mavsumida nishonlanadigan bayramdir. «Mehrjon» so‘zining m a’nosi,
birinchisi-«jon sevgisi», ikkinchisi,«quyosh» demakdir». «Navro‘z» bahorda kun bilan tunning
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baravar kelishida nishonlansa, «Mehrjon»—kuzdagi bu holatni nishonlaydigan bayramdir.
«Mehrjon» kuni o‘suvchi narsalarning (yetilishi) chegarasiga yetib, o‘sish moddalarining undan
uzilishi va hayvonlam ing nasllanishdan to ‘xtalishi sodir bo‘lgan”[8;199]. Beruniy bergan
ma’lumotga qaraganda, “sug‘diylarning Ashixida oyining 18-kuni “Boboxvara” (“Bomixvora”)
nomli hayiti bo‘lib, uning ma’nosi, uzumdan siqib olingan xolis.

Shu oyning 26-kuni «Garm-Xvara*— uzum yeyish hayiti bo'lgan. Yettinchi oyning 15-kuni yana
uzumga bag‘ishlangan ko‘p kunli bayram boshlanib, u navbatdagi oyning 9-kuni yakunlangan.
Bundan ko‘rinib turibdiki, bog'dorchilik keng tarqalgan sug‘diylarda uzumga va uzum sharbatidan
tayyorlangan musallasga bag‘ishlangan butun birsistemali hayitlar boMgan. Bundan tashqari,
0‘zbekistonda—«Qurbon hayit», «Ramazoén hayity, «Suv saylin, «Gul sayli», «Qovun sayli»,
«Xirmon to'yi» kabi bayramlar juda ham ommabop bolgan. Darhaqiqat, bayram inson hayotidagi
shunday ruhiyemotsional kayfiyatini vujudga keltiradiki, bu kun barcha hamma tashvishlarni unutib,
shod, xursand, baxtiyor boladi.

«Bayram—deb yozadi A.l. Mazayev, —bu ma’lum vaqtdagi ideal hayotdir»2. Bayramlarning inson
hayotida tutgan ijtimoiy-siyosiy, ijtimoiy-pedagogik va ijtimoiy-psixologik o‘rni juda ham katta.
Bayram hamma uchun, bu kuni hamma dam oladi, xursandchilik giladi. Qadimdan, insoniyat paydo
bo'lgan zamondan boshlab, bayramlar shaxsning hayotdagi muvaffaqiyatlari, orzu-umidi, voqgea,
hodisalar, mehnatdagi va boshqa sohalardagi yutuqlari, bosib o‘tgan yollarini chuqur anglash,
g‘alabalardan faxrlanish, ertangi kunga umid bilan yashash, bayram arafasida bir-birini qutlash,
kelajak hayot uchun yaxshi istaklar bildirish, ishlariga omad, baxt tilash, o‘zligini, millatini anglash,
milliy mafkurasiga ega boMishdek g'oyalami ilgari surgan. Bayramlar vaqt qadriga yetish, uni
e’zozlash uchun sharoit yaratadi.

Bayram va tomoshalarning asosini milliy qadriyatlarga bo‘lgan hurmat, ehtirom egallab, insonlarga
badiiylik, san’at orqali estetik zavq bag‘ishlashdek vazifalar ustuvor turadi. Bayram tashkilotchilari,
aynigsa, ssenariychi, rejissyor ishlatilayotgan materiallarning dolzarbligi, hujjatlar, faktlarning
aniqligi va ularning badiiy uslublari yordamida sintezlash kabi vazifalar ulardan juda ham katta
javobgarlikni talab qiladi. Bunday tadbirlar insonlaming ijtimoiy-psixologik talablariga javob berib,
mayda guruhlardan ommaviylikka oktib, shaxslarning ommaviy harakatidagi faolliklarini oshirib,
bayramona dam olishdek sharoitni yaratishga turtki boMadi. Stadionlarda, maydonlarda, bog‘larda,
ko‘chalarda o‘tkazilayotgan ommaviy tadbirlar nafaqat ommaviy xattiharakatni yiizaga keltiradi,
balki karnavallar, sayillar, festivallarda estetik zavq bag‘ishlab, tomoshalarning tomoshaviyligini
oshirib. bayramona kayfiyatni vujudga keltiradi. Chunonchi, bayramlarda insoniar yangi, go‘zal
kiyimlar kiyishadi, lazzatli taom lar tayyorlashadi, hamma ko‘tarinki kayfiyatda bo‘ladi. Bayram kuni
yomonlar-yaxshi, xasislarsaxiy, xunuklar-go'zal boMadi. Bayramlarning afzalliklari haqida qancha
gapirsak oz, u keng xalq ommasini o°ziga jalb qilib, madaniy. m a’naviy ozuqa berib, hayotimizning
barcha jabhalarini keng namoyish qiladi. Professor E.V. Sokolov bayramlarning ahamiyati haqida
quyidagilarni yozadi: «Bayramning ijtimoiy-siyosiy va madaniy ahamiyati shu bilan belgilanadiki, u
muhim an’analami qo‘llab, insoniyat madaniyatining yutuqlarini mustahkamlaydi»[10;85].
Darhaqiqat, bayramlar millatning> jamiyatning moddiy va madaniy sohalaridagi eng yaxshi
tomonlarini ko‘rsatib beradi.

“Rejissyorlik san’atining elementlarini asosi deganda spektakldagi barcha elementlarni ijodiy tashkil
etib, garmonik jihatdan bir butun, badiiy asami vujudga keltirish tushuniladi”. Bu maqgsadga, asarning
sahnaviy talqiniga rejissyor o‘zining ijodiy fikr qilishi, ijodiy kollektivining barcha gatnashchilarini
tog‘ri boshqara olishi natijasida erishiladi. Rejissyor so‘zi (fransuz tilidan olingan boMib) yo‘l-yo‘riq
ko4rsatuvchi, boshqaruvchi degan m a’noni anglatadi, ya’ni rejissyor dramatik materialni aktyor
orgali yo'naltiruvchi, boshqaruvchi insondir. Rejissyorlik san’ati kasb sifatida XIX asming oxiri XX
asming boshlaridagina shakllanadi. Shu davr ichida teatr tarixidan o‘rin oigan mashhur rejissyorlar:
Germaniyada Kronek va Reyngardt, Fransiyada Antuan, Angliyada Kreg, Rossiyada Lenskiy yetishib
chiqdilar. Bu davrgacha rejissyor funksiyasiga «Badiiy-ijodiy ishlar emas, balki «ma’muriytexnik»
xarakterdagi ishlami bajarish yuklatilgan edi. Bunday xarakterdagi ish hozirgi rejissyor
yordamchisining vazifalaridan iborat.
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S.Stanislavskiy spektakl elementlarining birligiga erishishdagi zarurat borasida quyidagicha yozadi:
“Bu birlashgan, yaxshi qurollangan armiya, teatr tomoshabinlari ommasiga birlashib do‘stona
birgalikda kurashishga majbur qilib, minglab tomoshabinlami o°ziga jalb qiladi”. Haqiqatda rejissyor
bajaradigan funksiyalar beqiyosdir. Rejissyor kasbida, u bajaradigan juda ham mas’uliyatli vazifalar
turadi. Teatr rejissurasidan farqli o‘laroq ommaviy bayramlar rejissyori keng masshtabdagi omma
bilan ishlaydi. Ommaviy bayramlar rejissyori rejissuradan tashqari tashkilotchilik, pedagoglik,
psixologlik fikr qilish qobiliyatlariga ega bo‘lishi kerak. Agar omma bilan ishlayotgan rejissyorda
mana shu qobiliyatlar mujassamlashmasa, rejissyor o‘ylagan g‘oyasini amalga oshira olmaydi.
Bayram yoki tomoshaning oliy maqsadini, g‘oyasini tomoshabinga yetkazib bera olmaydi.

Masalan: teatr rejissyori o‘zi sahnalashtirgan spektaklning premyerasidan so‘ng, kamchiliklarini
qayta ishlab, bartaraf qilish imkoniyatiga ega boMsa, ommaviy bayram va tomoshalar rejissyorida
bunday imkoniyat yo‘q. U o‘z postanovkasini fagatgina bir marotaba ko‘rsatadi. Shuning uchun
ommaviy bayramlar rejissyoridan katta tashkilotchilik energiyasi talab qiJinadi. Ommaviy bayramlar
rejissyori har doim mingiab kishilar qalbiga yo‘l topa olishi, ularni umumiy ishga qiziqtira olishi
kerak. Bundan tashqari, kishilarning xohishlari, qiziqishlari ko‘proq nimaga, qaysi mavzuda
ekanligini ham aniqlay olishi kerak. Rejissyor tashkilotchigina boMib qolmay, u universal ham
bo'lishi lozim. U m a'm uriy ishlarni bajarishda jamoatchilik tashkilotlari bilan bogManib, ish olib
borishi, moliyaviy masalalarni hal qila olishi va boshqa masalalarni rejalashtira olishi lozim.
Rejissyor fikr yurituvchi sifatida o‘zi qo'yayotgan tomoshaning mavzusi va g‘oyasini yaxshi bilib,
tomoshabinga va gatnashchilarga o0'zi ilgari surgan g'oyasini va oliy maqsadini yetkazib bera olishi
kerak va mana shu tomoshaning tarbiyaviy va axloqiy tomonlarini aniq ko‘rsata bilishi lozim.
Rejissyor pedagog sifatida, pedagogikaning xususiyatini yaxshi bilishi kerak, u o‘z tomoshalari bilan
kishilarni faqatgina dam olishlarinigina uyushtirmay, balki ularni o‘rgatadi, o‘qitadi va tarbiyalaydi.
Rejissyor psixolog sifatida kishilar psixologiyasini yaxshi bilishi kerak. Kishilarning kasbini, yoshini,
qiziqishlarini hisobga olishi shart.
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AHHOTALUA
Maskyp Mmakonana Marékyo Kyunkonos “/luitnop” “ApMoH” Kabu XOTHpa KUTOOIapuTa )KaMJIaHTaH
3CCEe-XOTHpPa, XOTHUPA-XMKOS, anaduii MOopTpeT Ba MyOIUITUCTHK Makojaiapaa y30ek wiM-(aHu,
¥30ek MajgaHusaTATa OEMHUCIT XM3MaT KypcaTraH YHiIa0 WUpHK IIaxciap: akaJeMUKIap, oJmMmIap,
mudokop, paccoMm, €3yBUM-IIOUpPIIApP, JABIAaT apOoiapu Xakuaa MOpariam XoTupamap &3aam; Oy
¢nHoManapaa amud Kajamra ojiraH IIaxCIApHUHT MHCOHMH KHE(hacH, MaxXCUATH Ba TyHEKapaIlH,
pax0apIMK Ba OJIMMIIMK CAJIOXUSTH, HYKOIKOPIIMK UCTEHI0IM OEBOCHTA Y31 Ky OOpa Ky3aTraH, IyCT
Oynran omamiap XaéTu Ba KUCMATH TaxXJIAJ KHJTMHATH.
KaauTt cy3nap: scce, mopTper, dcaanuk, €nHomMa, WIMHR yciy0, XxoTupa.
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B XYJIOXECTBEHHBIX ITOPTPETAX
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myOIUITUCTHYECKHEe cTaThil MaThsiky0a KonnkanoBa, coOpaHHbie B MeMyapax «uitnop», « ApMOH»
U JIECSATKOB BEJIMKUX JIIOJIEH, OKa3aBIIMX OrPOMHYIO YCIYTy Yy30€KCKOH HayKe M KYJbType:
aKaJIEeMUKOB, YUCHBIX, Bpauei, XyI0KHUKH, MTUCATENH - TIHIIET 00pa3IoBbIe MEMyaphl O MO3TaxX H
roCy/apCTBEHHBIX JIeATeNsIX; B 3THX BOCIOMUHAHUSAX NMKCATENb aHATU3UPYET YeI0BEUECKU 00K,
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CyabOBI JF0/IeH, C KOTOPBIMU OH HEOJHOKPATHO HAOIIONA U C KOTOPBIMHU JAPYKHIL.
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HARMONY OF ARTISTIC AND PUBLICIST INTERPRETATION IN ARTISTIC
PORTRAITS

ABSTRACT
This article contains essays, memoirs, stories, literary portraits and journalistic articles by Matyakub
Koshzhanov, collected in the memoirs “Diydor”, “Armon” and dozens of great people who have
rendered great service to Uzbek science and culture: academicians, scientists, doctors, artists, writers
- writes exemplary memoirs about poets and statesmen; In these memoirs, the writer analyzes the
human appearance, personality and worldview, leadership and scientific potential, creative talent, life
and destinies of people with whom he repeatedly observed and with whom he was friends.
Key words: essay, portrait, memoirs, memoirs, scientific method, memory.

Axanemuk M.Kynpkonosuunr Oiibex, A6mymna Kaxxop, Ackang Myxtop, [lupumkyn Koanpos,
Omun Exy6os, Dpkun Boxunos, A6mynna Opuros CHHrapy 3aMOHaBHil y30eK anabMéTHHMHT
UCTEBJIONIN WKOAKOPJIAPU XaKUla KaTop MOHOTpadusuiapy, MaKojajlapH, TaKpu3aapu ¥3 BakTHAA
yon »Twirad. M.KyIKOHOB Ma3Kyp M)KOJIKOPJIAPHUHI Xa€TW Ba WXKOJIMHHM MWUIAp JaBOMHUJA
UIUIa, MYCTaKWUIMK WWJUTapUAa OJIMM WJIMHM-aKaJleMUK YCIyOMHHM IyOJIUIUCTUK-OMMAa0OI
yciny0 OwmitaH stHTri1a0, Iy HHCOHJIAp XaKuaa Oup-oupuian 6apkaMost afaduid mopTperaap, CITHK
Ba €nHoma Makosanap €3au. by myOmuumcTuk ommabon Makojanapaa MyaJUIMQHUHT WUIMUM,
MyOIUIUCTUK, TapUXUM, TAJKUKUHA, Xa€TUH Ky3aTHILIapu Te3-Te3 alMalluHuO Typaau. SAbHH
Myaumd Oy myOIUIIMCTUK acapiiap yciayouna cod miMuii-akaieMHUK yCIIyOIaH YeKHHUO, HUXOSATIA
COJIa Ba TYLIYHAPJIM THJIJIa MHKA dCAAMKIAPUHHU SipaTagu. Acauaa akaJeMUK OJIUM sipaTraH YHiao
WIMHI MOHOTpadusuIap TUIUAA XaM MypakKad UIMUN UCTUIIOXJIap MYK. AKCHHYA, yIapHU OemMaon
VKUO, TYIIYHUII MYMKHH.

XotupanaBuc wkoakop “Yuyrwimac Bokea” (Fadyp Fymom), “3amonacununr daon
dap3annn” (A0mymna Kaxxop), “Ymyr agu6, ymyrBop umHcoH” (Oii6ex), “byponnapman u3nabd
xanoBar” (Ackag Myxrtop), “Vrman xam, cysman xam” (Illyxpar), “Vrkmp xanamin agu6”
(IMupumkyn Komupos), “Asum gapénunr 6omu — upMox” (Oaun Exy6os), “Illebpust Maiiionuaa”
(A6nynna Opunos), “Men — y30ex yrinonmman” (OpkuH BoxumoB) kabu amabuii mopTpeT Ba
scpanukinapuaa XX acp y30ek agaOuéTHHUHT WMPUK Japrayapy OujiaH KeuraH xa€T jJax3aiapujiaH,
LIMPUH CyX0aT Ba I'ypyHIJIapAaH OM3HU OroX 3Tau.

Maskyp ypunna XX acp 3aMOHaBUN aJa0METHMHUHT Y4 HMPUK UCTEHJIOIM MKOAKOpU AOmysuia
Kaxxop, Oitbek, Ackan MyxTtop xakuaa Matékyo KynnkoHOBHUHT y4 anabuii mopTpeT MaKoJaCuHU
TaxJIWIra TopTamMu3. ABBaJIO UIYHU aNTUIL JIO3UM, OJIUM Oy HMKOJIKOPJIAPHUHI OaquUil MKOJIUHU
Vpranu6, Hupuk Xaxmid QyHaaMeHTan MoHorpadusiap xam sipatrad. Maxopariu myoauuuct Oy
anubnap Xa€Tu Ba MXKOAM XaKUJArW SpUM acpiidK Ky3aTHILIApUHU SHIU OJMM Ba >KYH TUiaa
é3unrad agabuil mopTperiapuia siHaja THHUKJIAITUPUO, XaM IMyOJUIUCTHK, XaM WIMHK yciyOHuU
YHUFYHJIAIITUPHUO, TY3al XoTupayiap Outamu. XOoTHpaHAaBHC Y3W KypraH Ba Kym Oopa cyxOatiiap
KWJITaH, WKOJIUN MyJIOKOTIap oiub O6opran Oy yiayF MHCOHJAPHUHI TAIUKU MOPTPETH, XapaKTepH,
pyXuil onaMu, WXKOAUW MEXHATH, Xa€TU Ba KUCMAaTHra JoMp (OKMaBUN HyKTajap Xakuja Xam
aBnoanapra €3ub xonmupau. Macanan, Maréky0 KynpkonoBuunr Oitbex xakumaru “Yiyr amuo,
YIyFBOp WHCOH” Makojacu “Jluiimop” KMTOOMIAaru SHr caMUMHA Ba Mydaccana XOoTUpanapiaH
oupunup. buz makonanu ykubd OitbexHr XaM OYIOK UCTEHI0 COXUOU, XaM OaFpUKEHT AYJIBOP HHCOH
cudaruaa kamg sramus. lllynunraek, Makona MyasIMGUHUHT IIAXCUATU Ba YHUHT WIMUN-MKOAUN
71a00paTOPUSICUHU XaM YYKYppoK TywryHHO onamu3. Myamnug OnOex mopTpeTHHH KyHuaaruda
yy3agu: “OWOEKHUHI VIlla BakTjapJard >KOHJIM Kuédacu xamMoH Ky3 ojauMja: OVilnapu y3yH,
eJIKaJlapy KeHT, AYNIUHUHT Tarura suupyilnra KaH4ajauK YPUHMAcHH, COWJIAPUHUHT Kapuil sipMu
KUHTanaKk 0yaub ynkub Typap, o31apuaa €mmura Hucobaran aXuH KYIpokK, Ky3Iapy KaTrTa, akcapusr
xoJutap/ia XOpruH, (akat Oupop Hapcara bTHOOp KWJITaH Ke3japlardHa yjaap KaHaauaup uirad
Oynmac mapakazna Te3 Xapakarra Kejiap Ba KOBOKJIAp Xap TOMOHTa TOPTUINO, KaHIaaup xKo3u0amn
Hyp Tapanaérrangek oymapau” [1;96].

Oii6ex cuiiMocH TacBUpJIaHTaH Ym0y MopTpeT Omian TaHumap 3kanMu3, Matékyo KynnkoHOBHUHT
CHUHYKOBJIUTY Ba MaxopaTura TaH OepMail WJI0)KUMU3 HYK. 3epo, KeHMHru TadcriioTiiap/a aifHaH 1y
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MOPTPET/ia YU3UITaH aaul 103uJaru aXuHiapra ypry Kapataad Ba GUKpPUHHU JaBOM STTHPUO, Hera
émmra HucOaTaH 103UAaru axuHIap OyHya kym, ned y3ura y3u caBos Oepaau Ba €3yBun OOIIUIaH
YTKa3raH COH-CAaHOKCH3 a300y yKyOatiap OyHra cabab Oyiran Oyica Kepak, JAeraH Xyjocara KeJanm,
ne0 ézanu.

Myamnmuduauar “3amonacuHuHT daon dap3anan” maxkoiacuna Aomynna KaxXOpHHHT Talikyd Ba
pyxuil moprperura myHaai yusruiap Oepagu: “VY €mura HucOaTaH aHuya yJIyF KYpUHAIu: ycTUIa
OexkacaM TYH, aHya cuUiipakjialiib KoJraH cowiapHu OK, OMpOK y3ura skyja sipaliras, 4eXpacu Ouuk,
KY3JIapu MabHOJIM Ba JIEAPJIH JOWM KyJuMcupad Ookaawran oaam sau. Huroxmma y3ura uimoHd,
KaparaH ojamjJa xam LIy Kal(uATHH YHFOTYBUM Kyd Oapk ypaau. bup BakTHuHr ¥y3uga Oy
TyLIyHYajapra 3uj] UKKUHYY OUp XUCIIAT — €HI'WJI UCTeX30ra MOMMILTUK ce3unud typaau’” [1;190].
Myamnmud Oitbek Ba A6ayura KaxXOpHUHT SHT MyXHM TAaIllK{ MOPTPET JI€TAUIAPUHUA XOTHPACUTA
cysHuO, agubiap MOPTPEeTHMHM Ccy3 BocuTacuaa >KOoHiM upomanad Oepanu. Baxonanku, Oy
aauONapHUHT TallKU KYPUHUIIM Ba PYXUIl MOPTPET JeTajljiapy XakuJa 3aMOHAOIUIAPUHUHT €310
Konaupran “Ao6mymia Kaxxop 3amononuiapu xotupacuna”, “Anabuérumus dpaxpu’” xamaa “Oidoex
3aMOHJIOLUIAPH XOTUpacuaa” KuTodaapuaa YHiIad WwKoAKopiIap TOMOHUIAH XaM bTHPO(Q ITHIITaH.
Moxup ny6munuct M.KYIpkoHOB Xap MKKM aJIMOHMHT TalllKU KYPUHMILU: 103 TY3WIMIIH, COYH,
Ky371apy, KOBOFH, TaBJacd, OYHU Xakuaa, KoJlaBepca, YJIApHUHI PYyXUATHIArd MYXUM HYyKTajap
XaKuJa aHuK ym3rmwiap Oepaau. Xycycad, OWOEKHHHT KaTTa-KaTTa Ky3japH, KUHTAJIaK COWIapH,
KEHI eJkacu, Oananj Oyiin OollIKa 3aMOHJIOLIApU Ba paccomiiap TaCBUPHJA XaM alHaH IIyHIai
udonananras. Eunxu, A6mynna Kaxxopaunr 50 dumiuk robuneitn apadacuiary aguOHUHT EMIura
HucOaTaH aH4a KarTa KYpPUHUIIM, COWIAPUHUHI KOpPJEK OIMIMOKIUIH, KY3JapUHUHI MabHOJOP
OOKHIIM, PyXHIATHIArd KAaThUAT, Xap OMp Hapcara mcrex3o Owmian kapamu Matékyo KymnkoHos
TOMOHMJIAaH TYFPHU WIFAHaJAU Ba yjapra OarMIIUIaHraH MyOJUIMCTHK Makoiajnapjaa Oy aeramiap
HUXOATJa MOXHP KajaM OuiIaH Tapuxra MyXpJiaHraH.

XotupanaBuc Oy yiyr aaubiap Xxakuaard MakoJajgap/a yjiap Ouiian KaHJaai TAHUIITAHWIO YJIIApHUHT
WOKOAWHU KauoHAaH Oomad Yypranranu aWHu maitna yiaapHuar M.KynpkoHoB wkomura
MyHOcabaTu Ba XOKa3zojap XakKuja KyJa caMUMHH Xa€Tuil BOKeaslapHM, Ke€3HM KeJraH YpuHiIapaa
WIMHI Taxuiuiap OWJIaH MOKOJKOPJApHUHI Xa€TH Ba Mkoaura mydaccan uMxyamMruHa 4Yu3rHiiap
Oepumra ypunaau. Matékyo KynnkonoB AOmaynna KaxXOpHUHT ramHu )ovura Kynnuo rarnupui,
¥3ura Xoc HOTUKJIMK MaxopaTura XaMm ajoxujaa Tyxrtamagu: “AOayiuia aka maxc cudarujga kyn
KUXATJIaH MyKaMMaJUIMKKa 3pUILITaH 314, Aes ojlaMaH. Y KaHJaW rysain €3ca, HIyHJad 4Yupoilin
ranupuIIHu XaM Koiwuiarap 314, Aes onamad. Kall Ba3usTaa Ba KaHaall caBUsiiard KUTOOXOHIIAp,
cyxOaTaonuiap, THHTJIOBYWIAP JaBpacuja OyiIMacuH, ¥3 (PUKpIapuHU aHWK Ba MabHOAOP KHUIHUO,
nyHAa udoganam ycracu 3u: Cy31apHA MOXUPOHA TepuO, 4epTud-uepTud nmnata ounapau. Kavicu
MaxJIuc OYaMacuH, Xap rajg Oupop sIHru rai aifrap, Oy ram MakoJj, Mataj CHUHrapu aHua BakIrada
OFM3aH OFm3ra yTHO ropapau. XaTTo 0ab3u WuFWiIMIuiapaa oupop cadad ounan Ao6myma Kaxxop
HYTK cy3lamaca, Maxumic (Qaizcu3 YTraHiek Tyrosapau. XyJac, €3yBUYMHUHT acapiapura Xoc
KaHJaiaup cexpiu xo3uba YHUHT HYTKUra xam Xoc 31u. by xucnatu 6unan y ¥3 TaBpUHUHT TEHTH
uyk Hoturu 3au” [3;197].

M.KyunpkoHoBHUHT “Bbyponnapaan u3mad xajoBaT’ HOMJIM Makojlacuja aToKiIu amud Ackan
MyXTOpPHUHT TallIK{ OPTPETUTra IMAc, aCOCaH, WKOAUN MOPTpeTUra yn3ruiap oepuiiaau: “ICTeTuk
UM, WKoIard haxm-hapoCaTUHUHT FOKCAKIIUTH XuxataaH Ackan MyxTop cadaomniapu opacuaa
V3 ¥pHura sra sau. Y mypakkad maBppa sima0, wxon Kuiaau. Vbkoauau mebp €3umgan Oonuiaran
CaHbATKOP, YMPUHHUHI OXUpPUraya Uy *KaHpJaH y30KJIalraiu myk. Ackang MyxTop ¢akat ¥3 wxoau
OWJIaHTMHA SMac, TAIIKWJIOTUYMINK (PaonusaTh OwiaH xam agaOuéTUMH3 TapaKKUETHra Ce3WIapiu
XHUCca KYIITaH WKOAKOpiapaan xucoonanamu” [4;72].

Ackan MyxtopHuHr “TyFuinuin’” poMaHy XaKuJaru OJMMHHUHT KyHHUJaru catpiapu aaud MKOAUHU
HaKaJap 9yKyp YKuO-ypranraHuHu kypcataan: “Ackaag Myxrtop Oamuuii mxoara Oup spMmak 1e6 €xu
LIOH-IIyXpaT ManOau cudaTuia Kapaiaurad €3yBud sMacau. Y WKOAUN UIITa )KUANA MyHOca0aTAa
Oynapau. Menra mabiiyMkd, €3yBuM “TyFunuin” poMaHMHU spaTuiira capd KWiraH BaKTHHUHT
apMuZad KynuHu OJMallMKJIard KypwIdIl MaiJoHJIapuaa MeXHaT jkapa€HHa, XaTTO HLIYMIIap
érokxoHanapuna yrkaszau. Iy Tydaiinu TacBupiaraH xapakTepiIapUHUHI acll XHCJATIapUIHHA
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sMac, Oalkyu KypWJIMILI MIIapura OuJ MaH3apanap XaMm THHHK Ba K03u0any U(POJaCHHH TOIaH.
Ty¥pu, poManga XaJKUMHM3ra XO0C MWJUIMHA ypd-oJaTiap/iaH YeKMHUII OUp 03 Ky3ra TalllaHaIu.
bupok Oy kaTTa XakMKaTHH aKC 3TTUPUILTA KYII MyTyp eTka3maran” [4;74].

[ynunraek, myamnud Ackax MyxTopHuHT cuécuii Ba MadKypaBHil Y3rapulllIapHy T€3 WFalIura,
Xywmép €3yBUWIap/aH SKaHJIWTUHU TabKuanaiau. YHuHr S50-uutapaa €3ran “Ona-cuHruwuiap”
acapuHM sHrU ycnyOma &3wnran  pomaH cudaruma Oaxonaiau. ACAapHUHT HWHKUAJIOOWIA
MaB3yJAJIMTUHA KAilJ 3Tap SKaH, ailHUM MalTAa acap KaxpamoHiapu ona-cuHrui JKypaxoH Ba
OHaxOHHUHT Xa€TH Ba (PaoNUATH PEATUCTUK AKC STTUPUIITAHUra YbTUOOPUMH3HU KapaTaq.
Myamu kaiin stranugex, 80-iinmtap 6omuna Matéky6 Kyunkonos Tui Ba anabuér HHCTUTYTUAA
JUPEKTOp JaBO3UMUJA UIUTAETraH MalTJa MHCTUTYTJA KETMAa-KET Maxcyc TY3WJIraH KOMHCCHsIIAp
opkayii TadTUIIUIAp YIOIITUPUIIA Oomuiaiu. AgabueT olaMuaaH y30K OYJIraH KOMUCCHUS ab30Japu
Tun Ba amabuér nHcTUTyTH Xomaumiapura Uynnon, durpat xkabu MWILIATYU MWXKOIKOP MOXKOIAUHU
ypranu0, MaQKypaBuii XaToIHKIApra Kyl KYHSsITH, YHUHT OOLIN/A 5Ca HHCTHTYT pax0apu Matékyo
K¥yunkoHos Typubau, jeran aibnapHu Kyiumamu. Maskyp KoMuccHs XucoO0oTH EsyBummap
yloumacuaa KypuiaérraH NaiTia HUFWIMINIA WIITHPOK 3TaéTraH MKKM KummaaH Martékyo
KyunkoHoB kynura pyxaH KyutaO-KyBBaTJIOBUM HOMa KenuO Tymamu. YiapaaH Oupu Ackan
MyxTop ToMOHuAaH &3unran 6ynuo, “lanun typunr! bynap xam ¥Tub keragu”, ned OUTHIraH 314.
By xnuuk smm3on kutobxoHmapra Ackan MyxTop maxcusiTHHE KypcaryBun Xaértuid namwiaup. Hly
acocna myaud ¥3 makomacuHu aauOHu “byponmapna Oopaex xamoBar’ acapy KaxpaMOHHTa
Ku€ciiad, moup xajaoBar OunMaiinuraH, Oyponmapra OacMa-06ac €HHO simmaiiauran (Gaojl WHCOH
cudarugaru xyiaocacu OujaaH SKyHJIanIH.

Martéky6 Kynnxonos Onbek xakuaaru “Yiyr aau0, yayFBOp HHCOH Makoiacuaa aaud OuiaH YHUHT
yiuaa 03Ma-103 yupamunb, HOM304JUK JUCCEPTAlMICH acoCHIa YOIl 3TUITaH KUTOOWHU TaKIUM
KWITaHU XYCYCHJAru TaacCypoTIapHHU XasHKOH OwiaH scnaiau: “MctukOonmmra YMKKaH HUTHUT
anuOHUHT OMOH MCMJIU Y¥IIU SKaHUHU KeHUH aHriaauM. Y MyiaKagad KMpaBepHIlia YHT TOMOHIAru
smukHu o4au. Kpecnoma yrupran Oiibek akara ky3uMm Tymau. KyTwimaranma y ME@HU YpHUIIAH
Typub, O4YMK dYexpa OwyiaH Kyn 4y3ub KyTuO onau. YHYa kKarTa Oyimarad, JEKMH 3aMOHaBUN
MeOemtap OujaH KXWUXO3JIaHTaH XOHada yTupapkanmmus, OiOex akamga Xy Kaupusat OOpIuruHU
ce3muM. Y3Hra SIpalliraf ajimos/a y THILTAPUHA KYpcaTHO Kyiap, 6up 03 IyayKiaHraH xouga “Xa.
Xa, kenuHr, KenmuHr!” — ne6 cronra Taknud Kuiapau. by myamMonapHuHT 6apyacumaH “Ou3 cu3
OunaH 11y Kydajgap/ja Kyn ydypanraiMu3, MEH CU3HHU Ousaman”, Ne€Traniek KypuHap 311 MEHra.
Xom1-aXBon cypamirad, razerara ypab omm6 kenrad kutooumun oun6, Oitbex akara y3atauM. Ezysun
KUTOOHU OWp TOMMJIIMKHY KYJra KHPUTTaHIeK KU3UKHUII OMIIaH oJin0, Bapakiai Oomiaim. Viumua
TYLIYHUIIUM KUHUH OYiraH HoaHUK Oup Kalduar cesapaum yma gakukamnapaa” [3;103-104].
XOTHpaHABUC Y3UHUHT IIAXCUI XUCCUETIAPUHU OLIKOPA-OYMK E3UII OMUJIaH XaM anabuil mopTper
MakKoJiaja y3ura Xoc XUCCHI TabCUpYaH yCcIy0 sipaTau.

Matéky6 KyupkoHoB ¥3 acapiapuja 3aMOHIOINI OJIMM Ba &3yBUWJIAp XaKuJa sHA KYyTuiad
KU3UKapJin XOoTupajapHu €3u0 kosnguprad. UyHoHum kyn Huiap Oupra uuuiarad, xammaciak
oynran akagemuk M33at CyntonoB, Xabub AOmxymnaeB, Ooun Comuko, Aomymna Kaxxop, O301
Iapogumuuos, Iupumkyn Koaupos, Omun ExyOoB cunrapu onum Ba &3yBumiap, IIOMpIAp
XaKUJard XOTUpajapuia XapakTepian XaéTuil BoKeajlap OpKaJIM yjap MKOAU Ba (aosuaTu XaKuaa
KUMMAaTIU MabIyMOTJIapHHU 0aéH 3Tagu. Y xoTupa €3aauMu €KM WIMHI MakoidamH, OyHJaH KaTbU
Hazap, anbarrta, 6anuuii acapiapaa OYiIraHuIeK TyTyH, BOKeasap PUBOXKH, €9MM KaOH KOMIIO3UIINOH
OyTyHJIMKKa puos Kwiaaud. TacBupiiaérraH KaxpaMoOHU Xaéth OwiaH OOFNIMK Oup BOkea €nra
OJIMHAAM-/Ia, 111y acOC/Ia acTa-CEKUH BOKeaJlap PUBOXKUTIA, KAXPAMOH XapaKTEpUHU OUyBYH SIHTU-STHT U
(dakTnapra yTunaau Ba TUPOBap] HATHXaaa eduM capu 6opanu. bynn 6u3, N33atr CynToH xakugaru
acapnapugad Ttamkapu Ozon IllapadummunoB, A6mymia Kaxxop, Iupumkyn Komupo, Omun
Exy60B, Dpkun Boxunos Ba A61ysia OpUIIoB XaéTu Ba MKOIMIa OardILIAHIaH XOTHPaIapuIa XaM
Ky3aTaMus3.

Myamnmud y3ura 3amoHgom WwKOAKOpiaapaaH, aiHukca, llyxpar Ba AOGmymia Kaxxop xakumaru
XOTHpaJapUHU JIOXUAa 3XTUpoM OunaH Outran. ByHuHr y3ura xoc cababmapu Oop, ambarra.
Masbnymku, llyxpar S0-imiapaa katarodra mgydop Oynu0, y30K Myzamarra Kamairan Ba CramuH
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[1axcura CUFMHUII KOpalaHraHIaH KeMUH OKJIaHraH anuOnapnaad Oupu. bomura Tymras mryHzaai
KyJndariapra KapamacaaH, y Y3MHUHT XaéTUH MPUHIUILIAPUHY CaK1a0 KOJITaH Ba aaabuii MyXHUTaaru
Typiu YiinHnapra KymuiMmaid, A6aynna KaxXopHUHT calokaTiid morupiapuiaad oupu cudaruaa
tanmaran. M.Kyupkonosuunr lyxpar xakua é3uiran anaGuii mopTper acapu “YTaaH xaMm, CyBIaH
xam” n1e6 Homianran. Maskyp makosnaaa myamumd IllyxpaT maxcuarty Ba Wxoau XaKuaa IIyHaai
ézamu: “llloup Illyxpar mwkxoauHM MabiIyM Japaxajaa Ouiacam XaMm, KYpUHHUIIMJIAH XyIIOUYHUM,
Oyia0p, HUroXU YTKUpP Oy OJaMHUHT y3U OMJIaH KEWHHPOK, SJUIMTMHYM WHJUIAPHUHT OXHpIIapuaa
“Ilapk rongy3u” KYPHUIMHUHI MyXappuUpHUsATHAA TAaHUIIAUM. bupuHUM yupamryBnaék y3ura
TOpTaAWraH Xuciatr 6op »mau yHAa. Myxappupustra 6opu0 KoJraHuMmaa y OwiaH ydpamiMaciaH,
o3ruHa Oyica xaMm cyx0art KypmacaaH kera onmanaurad 6yiaauM. Cyx0at MaB3yWHUHT JIOMPACH XaM
KEHT Oynapau — oAUl XaéT TallBULIUTApUAAH TOPTUO KaTTa KO MyaMMoJiapuraya. Xakukar yuyH
VTOoaH xaM, CyBAaH XaM KaWTMalauran onaMm OYnuO KypuHap 571 y MEHra cyxoOatiap >kapaéHuja.
VYHUHT ¥y3ura MIIOHAAWTaH, y3 Kydyd, KOOWIUATHHM OwnuO MII TyTaauraH, Maiiia HWFBojapra
y4yaBepMaiiJJUraH MHCOH SKaHWHU aHriaaum” [4;186].

Hazapumuzna, Matéky0 KyupkonoB Ounan IllyxpatHu Oup-Oupura SKUHJIAIITUPraH, yYMyMHH
pyXuil AKUHJIHMK, Oy yJIapHUHT COOMK KaHT4HJIap SKaHu cabad Oyica kepak: xap ukkucu VMKknHuM
KaxXOH ypyIIM/Ja >KaHI MalJloHIapuJa Kyiauaa XaM KypoJl, XaM KajiaMm KyTapuO, KOH Keuud Kelra
ypyll UIITHpoKuunIapuaup. XotupaHasuc “OntuH 3aHrinamac” pomanu Tygainu yxpatHuHr
Oomyra Tylmras KyJiagaTiapHUHT YeKCU3 OYiIranu, aMMo 6aauusaTi OyTyH Ma3Kyp acap y30ek Hacpu
TapakKuETUIa KaTTa BOKea OYynraHuHW XaM bTupod 5THO, mryHnmait €3amu: “Poman karrta mioB-
urysyapra cabad oynnu. “Haxorku, Oy cUpiu MyaMMOHHM OYHMKIAH-OYMK OaéH KWIMII MYMKHUH
oynca”, ned Yyitmamunap Oab3uiap. lllyxpar kucmaru Kail iiycuHnma Oopapkad, ACTyBUWJIAp XaM
Oynau. DHIWIUK/IA 1Ty Hapca aéH OVisinTuky, “ONTHH 3aHriIamac” pOMaHUHUHT SIPAaTUIIUIIHN (akat
[lyxpatHuHT 5Mac, 6aJIKu KUTOOXOH, a1a0uéT, KoiaBepca, yMyMIKOAKOpap oTyru sau’ [4;188].

Axanemuk Maréky6o KyupkonoBuu LlyxpaT miaxcusiTura CMHru0 KeTraH XaKMKaTHapacTIUK Ba
MUUIANA ypd-oaaTiapHu 4yKyp Ouiaaurad 3bTUKOMJIM MHCOH cudaTuja XypMaT KWIMLIIMHU Kaija
aTub myHaai €3aau: “Xa, lllyxpar yToan xam, CyBaaH xaMm KalTMac 1axc, Karra moup, yJikaH aauo
sau! YHUHT yuyH NWINJAruHu €3uil XaM Kap3, XaMm (ap3 xucobnanapau. by yHUHT maxcusituiaru
MyKaJ[1ac XUCIaT 3. YHH Oy HyngaH Xed KUM — Ha par0aTy MykoQoT, Ha OOInIa KUaud YHHATHO
Typrad Mmycradbus madkypa Kaiitapa onmacau” [4;189].

VHma6 scce-xoTHpanapaa myOIMIUCT aaul 3 3aMOHACHHHHT €TyK ajuOIapu Ba MyHAKKHUIAPU
oynran A6aynna Kaxxop, Oiibex, Fapyp Fynom, Ackan Myxrtop, Illyxpar, Omun Exy6os,
[Mupumkyn Koaupos, A6aymna Opumnos, O3on IllapadunauHoBiapHUHT WHCOHMNA Ba WXKOIMM
KuédanapuHy, 3aMOHJIONIIAPUHUHI OeTakpop anabuil Ba wxoaui Ku€pacuHM Y3HUra Xoc
Ky3aTHULUIAp OPKAJIU TEpaH TAJIKUH 3Taau; “ApMOH” TYIJIaMUra Kupral XOTUpaJapHUHT aKCapUITH
V36ekucron Pecrry6mukacu ®annap akagemusicu Tl Ba afaGuéT MHCTUTYTH OHIaH GOFIHK OYIu0,
Oy MyKaJJiac Japrox/ja KeuraH WIMHA MyXUT Ba WIM OJaMJIApUHMHT 5KacopaTiu Kypalulapu XUKos
STUIIAJIHN.

Amnonunr “KyHrunma xonu® KertraH ramiap”’ mNyOnumucTUK Kaimprapuga OnOexk Xakugaru
Ky3aTULUIApU Ba TAAKUKOTJIAPUHHUHT SIPATWIMII TapUXWUra, YHUHT OJMM cudaTuaa NIaKIaHUII
Humiapura caéxar yowrupuwiaan; Marékyo KynpkonoBuusar “Apmon” xamaa “Kynrunma xoaubd
KeTraH ramiap”’ XoTupa Ba €H jpadrTap KalUlapuHu YpraHuil MYHAKKUJIHUHT HKTUMOMM
ouorpaduscu 6uan Oup KaTopAa WIMHUM Wxoauil OnorpadusCuHU TepaHPOK TaAKHUK STULITA KUY
ouaau; [lyOnuiucTuk acapiap TaAKUKA MYHAKKH VOKOIHMM J1a00OpaTOPUSCUHU YpraHUILga, SHT
UUIOHWIN XYXOKATIU MaTepuall XUCcOOJIaHaIH.
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SAMARQAND TEATRI VA KONSERT SAN’ATINING RIVOJLANISHI
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ANNOTATSIYA

Ushbu magqolada Samarqgand teatri va konsert san’atining rivojlanishi, konsert va san’at

rivoji uchun shu sohada faoliyat olib borayotgan shaxslarning izlanishlari va mehnatlari orqali

go’shgan hissalari, Samarqandda konsert va teatr hayotida ro’y bergan tub o’zgarishlar hamda

Samarqand shahrida tashkil topgan ilk konsert guruhlari va teatr jamoalari, ilk dramatik teatrlar

faoliyati haqida fikrlar yoritilgan.

Kalit so‘zlar: teatr, konsert, spektakl, komediya, simfonik orkestr, musiqali dramatik

to’garaklar, opera, Samarqand teatri.
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PA3BBUTUE CAMAPKAHIACKOI'O TEATPAJIBHOI'O U KOHIHIEPTHOI'O
NCKYCCTBA
AHHOTALUA
B nanHoO#1 cTatbe paccMaTpuBarOTCs pa3BUTHE CaMapKaH/ICKOIO T€aTpalbHO-KOHIIEPTHOTO
HCKYCCTBa, BKJIAJ JItOJed, paboTalonux B 3TOH 00JIaCTH, B pa3BUTHE KOHIEPTHOIO HCKYCCTBa U
HCKYCCTBa CBOMMH MCCJIEIOBAHUSMU U TPYAOM, KOPEHHbIE U3MEHEHUS! B KOHLEPTHO-TE€ATPaIbHOM
xu3Hu Camapkanja, a Takxke opranuzauus r. Camapkann Peub muta o mepBbIX KOHLEPTHBIX
KOJUIEKTHUBAX U T€aTpalbHbIX KOJUIEKTUBAX, IEPBbIX JPaMaTHYECKUX TeaTpax.
KuaroueBble cioBa: Tearp, KOHIEpPT, CHEKTakKib, KOMeAWs, CUM(OHUYECKUH OpKECTp,
MYy3bIKaJIbHO-IpaMaTHUECKUE KPYKKH, onepa, CamapKaHACKHIl Teatp.
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DEVELOPMENT OF SAMARKAND THEATER AND CONCERT ART
ANNOTATION

In this article, the development of Samarkand theater and concert art, the contributions of
people working in this field to the development of concerts and art through their research and work,
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fundamental changes in the life of concerts and theater in Samarkand, and the organization of the city
of Samarkand The first concert groups and theater groups, the first dramatic theaters, were discussed

Key words: theater, concert, performance, comedy, symphony orchestra, musical dramatic
circles, opera, Samarkand theater.

Vatanimizning barcha go‘shalarida bo‘lgani kabi Turkistonda ham sotsialistik qurilishning
dastlabki yillarida musiqa va ijtimoiy hayotda tub burilish kuzatildi. Toshkent, Samarqand, Qo‘qon,
Andijon shaharlarida sayyor teatr truppalari tashkil etilib, dramatik musiqali spektakllar
sahnalashtirila boshlandi.

Turkistonning boshga shaharlari singari Samarqand musiqa madaniyati ham oktyabr
inqilobining birinchi yillarida havaskorlik va professional jamoalar ijodining bir-biri bilan
chambarchas bog‘langanligi, havaskorlar jamoalari tubidan ularning tug‘ilishi bilan ajralib turardi.
Samarqganddagi birinchi sovet o‘zbek teatri “Xalq teatri” bo‘lib, uning tarkibi asosan havaskorlardan
tuzilgan.Bu teatrning rasmiy ochilish sanasi 1920-yil 10-fevral deb hisoblansa-da, 1917-1918-
yillarda milliy teatr jamoasi tashkil etilgan. Musulmon teatri kabi o°sha davr hujjatlarida tilga olingan
Oktyabr inqilobidan keyingi dastlabki yillarda musiqa, kontsert va teatr hayotining chambarchas
bog'ligligi o'sha davr gazetalarida chop etilgan ko'plab maqolalarda o'z aksini topgan. Mana, ulardan
birining parchasi (musulmonlar markaziy qishlog‘i faoliyati haqida, u yerga osilib qoilgandan so‘ng
atrofdagi qishloglardan aholi oqib keladi. Spektakl qo‘yilishidan oldin orkestr o‘ynab, notiglar
chiqish qiladi. Musulmonlar spektakl va rasmlarga juda qiziqishadi, ular katta e'tibor bilan tomosha
qilishadi ... " 29 va 30 noyabr kunlari musulmon teatrida qizil armiya askarlari uchun “Farg‘ona
fojiasi” va “Mehnat mehnatkashlari” spektakllari namoyish etildi. Kecha so‘ngida A.Badriddinov va
L.Seyfulina inqilobiy qo‘shiglar, Naziraxonim, Saraxonim, Rafoat kechalarni sharqona an’anaviy
xalq qo‘shiqlari bilan bezatdi. “Eski shahar maorif bo‘limi Behbudiy boshchiligidagi musiqali teatrni
mustahkamlash maqgsadida yangi spektakllar va orkestrni kengaytirish uchun 50 ming rubl miqdorida
mablag® ajratdi”. Musulmon teatr jamoasi bilan bir qatorda Lenin nomidagi Garnizon teatri rus
rassomlari va musiqachilarining kuchiga tayanib, teatr va kontsert hayotini tashkil etishga katta hissa
qo'shadi. Uning repertuarini «Samarqand ovozi» gazetasining 1919-yil 12-apreldagi yozuvlaridan
biriga qarab baholash mumkin. Garnizon teatrining ochilishi, inqilobdan keyingi birinchi yillarning
muhim xususiyati, bir tomondan, teatr va kontsert ishining allagachon qayd etilgan o'zaro bog'liqligi
bo'lsa, ikkinchi tomondan, musiqiy-teatr va dramatik yo'nalishlarning farqlanmaganligi edi. Ular bir
xil 1jodiy guruhlar bilan chambarchas birga yashagan. dramatik pyesalari ham, musiqali komediyalari
ham bor edi. 1918-yil 5-avgustdan muntazam o‘tkazib kelinayotgan musulmon va rus truppalarining
qo‘shma spektakllarida dramatik spektakllar bilan bir gatorda, asosan, ozarbayjon mualliflari,
xususan, Uzeyir Hojibeyovning musiqali komediyalari ham bor edi. O'sha yillarda uning "Arshin
malalan" musiqiy komediyasi mashhurlikka erishdi. Musiqiy iste’dodli ijrochilarni talab qiladigan
bunday repertuarning mahorati o‘zbek san’atining musiqa va teatr kuchlarining muttasil yuksalishiga
xizmat qildi. Samarqand musulmon xalq truppasida Shonazar Sohibov, Akbar Mo‘minov, Hayot
Mo‘minov, Said Ali Oxunzoda, Ruhulla Xusainov va boshqa mashhur xonanda va san’atkorlar
shakllandi. Asta-sekin kichik ijrochi guruhlar ijodiy uyushmaga - Xalq teatriga birlashdilar.
Samarqand viloyat arxivida uyushma — Xalq teatrini aks ettiruvchi hayajonli hujjatlar jamlangan.
Samarqand viloyati arxivida yangi madaniyat namoyandalarining milliy va xalqaro qarashlari
kengligini aks ettiruvchi hayajonli hujjatlar jamlangan. Buni hatto Xalq teatri jamoasiga qo'shilgan
teatr truppalari ro'yxati ham tasdiglaydi: Rus, ukrain, musulmon, yahudiy, venger, arman va
nemis.Shubhasiz, ko'plab konsert dasturlari uslubiy xilma-xilligi, siljishi bilan ajralib turardi. Xalq
teatri jamoasi tarkibida xor va simfonik orkestr ham bor edi. Bu shahar xalq ta’limi boshqarmasi
hay’atining 1920-yil 10-fevraldagi qarori edi.

Xalq teatri va alohida musiqga mutaxassislari tomonidan tashkil etilgan kontsert kechalari dasturlari
ham xuddi shunday keng ko‘lamli xalqaro aloqgalar yo‘nalishini aks ettiradi. 1923-yil yanvarida
Samarqgandda bo‘lib o‘tgan konsertlardan biri haqidagi taqriz eskesini eslash mumkin. Unda arman
xalq qo‘shiglarining ijrosi gayd etilgan. Sarkisyans, Tatar-Vichchengeev, shuningdek, pianinochi
F.N.Kastalskaya va skripkachi G.V.Bauerning Grig sonatasi. Sovet hokimiyatining dastlabki
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yillaridanoq Samarqand partiya rahbariyati qiziquvchan tinglovchilarni tashkil etish bo‘yicha aniq
magqsadli ishlarni amalga oshira boshladi. Xususan, Partiya klubida musiqa to‘garagi tashkil etilib,
unga professional va havaskor sozandalarni taklif etib, muntazam ravishda konsertlar berib borildi.
Bunday uchrashuvlarda rus mumtoz asarlarining fortepiano aranjirovkasida simfonik
kompozitsiyalar tez-tez ijro etilardi.Bunda o‘sha davrda O‘zbekistonda mashhur bo‘lgan pianinochi
F.N.Kastalskaya faol ishtirok etdi. O'sha yillarda havaskorlar to'garaklari negizida professional
jamoani shakllantirish yoki qayta tashkil etish jarayoni juda simptomatik kechdi. "Lenin yo'li"
musiqali drama teatrining tug'ilishi shundan dalolat beradi. Keyinchalik X.Olimjon nomini olgan.
Dastavval “Moviy bluzka” havaskorlar to'garagi mavjud edi. Dastlab u asosan rus yoshlarini o‘z
ichiga olgan bo‘lsa, tez orada o‘zbek yoshlari, keyinroq qizlar ham qo‘shildi. To‘garakning birinchi
rahbari A.Ter-Gevorkov, yigirmanchi yillarning ikkinchi yarmida xoreograf Ali-Ardobus bo‘ldi. Ular
to‘garak a’zolarini birlashtirib, ularni keng tarbiyaviy ishlarga qiziqtirishga muvaffaq bo‘ldilar.
Oktyabr inqilobining dastlabki yillarida mamlakatda vujudga kelgan ta’sirchan, targ‘ibot-tashviqot
san’ati Samargand musiqa va ijtimoiy hayotining qa’riga tobora chuqur kirib bordi. Moviy qonlilar
barcha tantanali sanalarni, shuningdek, xotira va qayg'u kunlarini nishonladilar.Ma'lumki, o'lim
sifatida qabul qilingan V.I.Lenin xotirasiga bag'ishlangan mohirona tashkil etilgan memorial
instalyatsiya shahar yoshlari uchun qanday katta tarbiyaviy rol o'ynagan. umummilliy qayg'u.
To‘garak a’zolari zavod, fabrika, harbiy qismlarda chiqish qildilar. To‘garak a’zolari orasida
aktyorlar A.Ahmedjonov, A.Jurayev, R.Fayziev, X.Narziqulov, opera xonandasi, hozirgi Tojikiston
xalq artisti B.To‘rayev kabi keyinchalik mashhur fan va san’at namoyandalari ham bor edi. 1964-
yilda Samarqandda opera va balet teatri tashkil etilgandan keyin X.Olimjon nomidagi musiqali drama
teatri drama va komediya teatriga aylantirildi. Uning tarixi inqilobdan oldingi davrlarga borib
tagaladi. 1914-yil 25-yanvardan 23-iyungacha milliy teatr va musiqga ixlosmandlaridan “Samarqand
musulmonlari truppasi” tashkil etilib, keyinchalik “Samargand musiqali-dramatik™ to‘garagiga
aylandi. Birinchi musiqali-dramatik tomoshalar, turli konsertlar, va faol ommaviy tadbirlarda
qatnashib, jamoa samarqandliklar orasida keng shuhrat qozondi. 20-yillarning oxirida
ko‘kko‘ylakchilar Farg‘ona vodiysini kezib chiqishdi. Boshqa havaskor jamoalar singari ular ham
viloyatning olis tumanlariga: Xatirchi, Ziyatdin, Narpayga muntazam ravishda kontsertlar bilan
borishardi. Musiqa jihatidan ko‘plab iqtidorli yosh xonanda va cholg‘uchilarni o°ziga singdirgan
teatr, guvohlarning aytishicha, tez orada Hamza teatri nomini olgan va Toshkentga ko‘chib kelgan
O‘zbek Davlat drama teatridan ham birmuncha kuchliroq edi.

1930-1931 yillarda Lenin yo‘li teatri orkestri tarkibida o‘zbek va tojik san’ati faxriga aylangan
sozandalar: Tolibjon Sodiqov, Doni Zokirov, Sharif Babakalanov, Qobiljon Israfilov, Nabijon
Xasanov va boshqgalar bor edi. O‘zbek davlat teatrining tarixi ham Samarqandga borib taqaladi. U
1927 yil 1 yanvarda birinchi musiqali drama teatrini qayta tashkil etish asosida tashkil etilgan. 1926
yilda allagachon yangi jamoaga yo'l ochib, qizigarli badiiy spektakllar amalga oshirildi. Musiqiy
rahbar o‘zbek musiqasining ajoyib bilimdoni Yunus Rajabiy edi. O‘zbek davlat drama teatrining ilk
san’atkorlari orasida buxorolik G‘ulom Sattarov, Toshkentlik Shukur Burxonovlar bor edi. Obid
Jalilov, Yusuf Komilov, Fatxulla Umarov, Sa’dulla Tabibullacv, Sora Ishanto‘raeva, Maryam
Yoqubova va boshqa hozirda mashhur sahna ustalari yetakchi san’atkorlar qatorida edi. Teatrning 52
kishidan iborat ijodiy jamoasida musiqachilar salmoqli ulush egalladi. Yigirma olti dramatik aktyor,
o'n to'rt musiqgachi, olti balet raqqosasi, olti xor raqqosalari edi. Repertuar aralash bo'lgani uchun
ya'ni, dramatik spektakllarni ham, ilk musiqali dramalarni ham o‘z ichiga olgan, ko‘pchilik
san’atkorlar yaxshi ovoz qobiliyatiga ega tanlangan, rejissyor Xoja Mo‘yin Shukurullo edi. Xoja
Mo‘yin Shukurullo iste’dodli san’atkor, muhtasham san’atkor va xonanda bo‘lib, u inqilobdan oldin
ham Behbudiy boshchiligidagi mahalliy milliy teatr jamoalaridan birida a’zo bo‘lib, ko‘pchilikka
mashhur edi.

Xoji Mo‘yin “Eski maktab yo‘ki yangi maktab”, “Juvonbozlik qurboni”, “Mazluma xotin”, “Isloh va
maktab xaqida kengash majlisi” kabi bir qancha pyesalar muallifi. 1930 yil may oyida bo‘lib o‘tgan
Butunittifoq drama teatri olimpiadasida drama teatri jamoasi ikkita spektaklni: K. Yashinning “Ikki
kommunist” va “Xudjum” spektaklini namoyish etdi. Bundan tashqari, o'sha yili Moskvada o'z
san'atini muvaffaqiyatli namoyish etgan teatrda musiqa va kontsert brigadasi tashkil etildi.
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Ko‘plab konsert dasturlari bilan ishtirok etgan O‘zbekiston davlat konsert ansambli Samargandda
keng tanidi. Uning 1928-yil 17-dekabrda Moskvada bo‘lib o‘tgan nutqi, ayniqgsa, keng ko‘lamli javob
oldi. Ansambl rahbari, xonanda va san’atkor Qori Yoqubov O‘zbekiston Maorif xalq komissarligiga
yo‘llagan maxsus murojaatida shunday yozadi: “So‘nggi oylarda matbuotda O‘zbek Davlat musiqa
ansambli faoliyati to‘g‘risida ko‘tarilgan muhokamalar, shuningdek O°zbekiston SSRning yirik
shaharlaridagi ko‘pchilik mehnatkashlarning ansambl ijrosi yuzasidan bildirgan fikrlari, u faqat
konsert raqamlari ijrosi bilan cheklanib, opera va musiqali komediyalarning badiiy, g‘oyaviy jihatdan
izchil spektakllarini tashkil etishini talab giladi. Omma yangi zamonaviy badiiy dasturlar, dolzarb
asarlarni talab qilmoqda.

1929-yil 1-mayda “O‘zbek davlat musiga eksperimentali” nomini olgan ansambl U.Hojibekovning
“Arshin mal-alan” (o‘zbek tiliga vakolatli tarjimasi K.Yashin bilan) va “Rezovarchi” ( Lotoshnik) S.
Kamerdinskiy tomonidan. Spektakllarning birinchisini A.A.Eyzenvald, ikkinchisini yosh o‘zbek
rejissyori Z.Kabulov sahnalashtirgan. Tez orada o‘zbek dramaturgi G*ulom Zafariyning “Halima”
spektakli premyerasi bo‘lib o‘tdi. Uning mazmuni fojiali, yosh oshiqlar Halima va Nig‘mat
hikoyasiga bag‘ishlangan. [jtimoiy tengsizlik ularning o'limiga sababdir. Feodal qonunbuzarliklarini,
hokimiyat tepasida turganlarning qoramag‘izligini fosh etish mavzusi bu asarga asos bo‘ldi va tez
orada barcha o‘zbek dramatik va musiqali dramatik asarlarida yetakchi mavzulardan biriga aylandi.
Qahramonlarning musiqiy xayoliy xususiyatlari o'ziga xos milliy kuylar yordamida amalga oshirildi.
Chunonchi, Nig‘mat obrazi mashhur “Iroq” kuyi bilan, Halima obrazi esa farg‘onalik “Qanchalar”
qo‘shig‘i bilan bog‘langan. Ritual xarakterdagi rasmda (to'y) tegishli musiqa yangradi.

Samarqand madaniy hayotida A.Navoiyning ajoyib g‘azaliga asoslangan “Farhod va Shirin”
musiqali-dramatik spektaklining O‘zbekistonda ikkinchi marta sahnalashtirilgani muhim vogqea
bo‘ldi. (Birinchi ishlab chiqarish avvalroq 1922 yilda Toshkentda amalga oshirilgan). Samarqand
spektaklida tanigli o‘zbek vokal va cholg‘u musiqasi bo‘yicha mutaxassis, o‘shanda hali juda yosh
Yunus Rajabiy ishtirok etgan. U spektaklning musiqiy dizayni uchun xalq kuylarini muvaffaqiyatli
tanladi.

Shirin rolini O'zbekistonning birinchi aktrisalaridan biri Mariya Kuznetsova ijro etgan. Samarqgand
spektakli milliy teatr san’atida zamonaviylikka jiddiy burilish bilan bog‘liq. Birinchi marta Shirin
obrazini ayol aktrisa yaratgan (1922 yil Toshkent spektaklida Shirin rolini Sharqda o‘rnatilgan
an’anaga ko‘ra erkak aktyor Saidazim Usmonov ijro etgan). “Farhod va Shirin” dramasining keyingi
barcha premyeralarida qahramon obrazini ilk o‘zbek aktrisalari yaratgan.

Samarqand truppasi san’atkorlari ortidan “Farhod va Shirin” Qo‘qonda sahnalashtirilgan bo‘lib, unda
Shirin rolini hozirda SSSR xalq artisti Tamaraxonim ajoyib ijro etgan. 20-30-yillar oxiri va 30-
yillardagi milliy spektakllarning mavzularida qahramon-vatanparvarlik syujetlari yoki inqilob va
fugarolar urushi mavzulari ustunlik qilgan. K. Yashinning “Ikki kommunist”, “Ichkarida”,
“O‘rtoglar”, “Yonamiz”, “Varoat”, “Shon-sharaf va muhabbat” spektakllari eng muvaftaqiyatli
bo‘ldi. “Halima”, G.Zafariy, “Paxta zararkunandalari”, U.Ismoilovning “Rustam”, Ziyo Said va
N.Safarovlarning “Tarix gapirdi”. Samarqandning kontsert hayotida ham teatrda bo'lgani kabi
muvaffaqiyatlarga erishilgan bo'lsa-da, katta xatoliklar ham uchrab turibdi. Ijobiy narsa, umuman
olganda, guruh hayotining intensivligi, turli xil sayohat guruhlarining ko'pligi. Bu jihatdan
Samarqand respublika poytaxti Toshkentdan bir oz pastroq bo‘lib, mohiyatan O°‘zbekistonning
ikkinchi yirik musiqa va madaniyat markazi sifatida namoyon bo‘ladi. Opera va balet teatrining
keskin ijodiy o'sishi professionallikning doimiy ravishda takomillashib borishi, repertuarning doimiy
yangilanishi, 1978 yilda filarmoniyaning ochilishi va turli profildagi musiqachilar sonining sezilarli
darajada ko'payishi bilan namoyon bo'ladi. Samarqandning musiqa, teatr va kontsert hayotining
kelajakka katta ishonchi.

Foydalanilgan adabiyotlar

O.A.Ibrohimov, G’.M. Xudoyev Musiqa tarixi Toshkent 2018 y.
Lola Urmanova, Rus musiqa tarixi Toshkent 2011y.
A.X.Trigulova Chet el musiqa tarixi Toshkent 2008 y.

28



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

Rajabov I. “Maqomlar”. «<SAN,AT» nashriyoti T., 2006 y.

Salixov B. Matyoqubov B «O’zbekistonda damli va zarbli cholg’ular Ijrochiligi tarixi” T.,
«Musiqga» 2007 y.

M.Matyakubov “An’anaviy ijrochilik uslubiyati” Toshkent. 2015 y.

R. Qodirov. Chet el musiqa tarixi. Toshkent. 2008 y.

L. O’rmanova. Musiqa tarixi. Toshkent. 2009 y.

Z. Nazarova. Mustaqillik yillarida musiqa san’atining rivojlanishi. Uslubiy
ko’rsatma.Samargand.2015 y.

29



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

ISSN: 2181-9297
www.tadgiqot.uz

"% JOURNAL oF woRD ART

o s

CysankyaoB Uinxom:xon Illaxo0uaauHoBuy
V36exncTon-OuHIaMs Mejaroruka HHCTUTYTH
«TacBupuii canbaT Ba MyXaHIUCIUK rpaduKach»
kadenpacu nmpodeccopu B.B.O.

TACBUPUI CAHBATIA CUPTJAPHU MOJEJLJIAIIITUPHIL BA YJIAPHU
I'EOMETPUK 2JIEMEHTJIAPA

d  https://doi.org/10.5281/zenodo.00000000

AHHOTALUA
Maskyp Makojiaga 4YM3WKIM Kapkac OwmiiaH OepwiraH CHPTIApHH MOJSIUIAMITHPUII OEpHIITaH.
VYCTKM Ba MAcTKU KaTjaMilapy CHHUK YM3MKIAp TYIJIaMJIapuAaH TAllKWJ TONTaH MKKU KaTJIaMId
NaHXapail Ty3UJIMaJIapHUHT T€OMETPUK JIEMEHTIapU XaKu1a MabIyMOTIap KENTUPUO YTUITaH.
Kanur cy3nap: Cratuka, kapkac cupTiap, MOJAEUIAIITUPUILL, HYKTa, YU3UK, TAHKapalIu Ty3uiIMa.

CysankyaoB Uinxom:xon IllaxoduaauHoBuy

B.1.0. Ipoheccop kadeapbl

«300pa3uTEIILHOTO UCKYCCTBA M MHKCHEPHOM

rpadukn» Y30ekcko-OHHISTHACKOTO IMeJarornieckoro HHCTUTYTa

MOJIEJHUPOBAHUE MMOBEPXHOCTEM B N30BPA3UTEJIHBHOM UCKYCCTBE U X
TF'EOMETPUYECKHUE 3JIEMEHTbBI
AHHOTALUA
B maHHOI cTaThe NMpecTaBICHO MOICTMPOBAHUE 3aJaHHBIX TOBEPXHOCTEHN C MOMOUIBIO JINHEHHOT O
kapkaca. llpuBeneHbl cBeleHUS O TE€OMETPUYECKUX DJIEMEHTaX JBYXIIOSICHBIX peIHIeTYaThIX
KOHCTPYKIIUNA, BEpXHUN U HIDKHUH T0sICa KOTOPBIX COCTOSIT M3 HAOOPOB JIOMAHBIX JIMHUMN.
KuroueBrblie cioBa: Craruka, KapKacHble TOBEPXHOCTH, MOJCIMPOBAHHE, TOUKA, JUHUS, ceTdaras

CTPYKTYypa.
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MODELING SURFACES IN FINE ARTS AND THEIR GEOMETRIC ELEMENTS

ANNOTATION
This article presents the modeling of given surfaces using a linear frame. Information is
provided on the geometric elements of two-lane lattice structures, the upper and lower chords of
which consist of sets of broken lines.
Key words: Statics, frame surfaces, modeling, point, line, mesh structure.
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Kapkacnu cuptiiap, HyKra Ba YM3UKJIAPHUHT TUCKPET KYTuinry Oumnan Oepuinanu . Hykranap kapkacu
ne0, cUpTAa >KOWIalraH Ba y Xakujaa TYJIMK TacaBBYp Oepa oJlajuraH HyKTajlap TYyIUlamura
antuinaan. CUPTHUHT HYKTaJId KapKacuaa HyKTajap y3apo TYFpW YM3UKJIAp OWJIaH TyTAIITUPUINO
naHxapaiap XOocwi KwinHaau. VKKu KaTiamiau HyKTajlap TYIUIaMUJAH XOCWUJ OYiraH cuptiap
reOMETPHK Y3rapMaciiiK Ba MyCTaXKaMJIMK ad3aJuIMKIapura srajaup.

CupTiapHy YM3MKIU Kapkac OwiaH OepWIMIIM, MOJEUIALITHUPUII YKApACHUHU OCOHJIAITHPAIU.
bepunran kapkac yekcu3 Ky OOIITKa CUPTIAPHHA XaM XOCHIT KWITUIITH MyMKHH.

Nkkn xaTtnamm maHxkapaid Ty3WIMaJapHUHT YCTKH Ba TMACTKH KaTjaMJiapyd CHHUK YHM3UKJIAp
TYIIamiapuial TallKWia TonraH OynmO, yJapHUHT KECHINTaH HYKTAIApUHU TYyryHiap ae0
oputamMu3. MKkuTa TYTyHHM TYTAlITHPYBYM CHHHUK YHM3WK KECMAcHHU OOFJIOBUM 1e0 aTaiiMms.
Ty3unMa TyryHiapy Ba KaTakJIapUHUHT COHJIM TaBcudura: Oup TyryHaa TyTallyBud OOFJIOBUMIIAP
COHM Ba MXTUEPUN KaTaKYaHW dYeTapaJioBUM OOFJIOBUMiap Kupaau. VKKK Kartiamiau Ty3wiMa
CUPTJIapUJaru KaTakjiap TYpJHM IIaK/UIapJaH TallKWI TONWIIA MYMKHH. Arap NMacTKH Ba YCTKH
KaTjamilap/iard TyTyHJIap Ba KaTakjap MabliyM OMp KOHYHHST acocHuaa Koiamran Oyica, OyHaail
Ty3WIMaJiap TapTulra oauHraH aemianu. TapTulra oJMHraH Ty3WJIMAHUHT OUTTA XyCYCHUU XOJIaTH
cudarua YeTKIWIapuaaH TalKapy 6apya TyryHJIapu Oup Xl COHJIM TaBcU(ra ra OYJIUIIN MyMKHH.
Nkkn kamimamiim  Ty3WIMaJapHUHT MYMKHAH OYJraH TOMOJIOTMK TyTalmiMalapu |-makiga
TaCBUPJIAHTaH.

2-makijia MKKM KaTjJaMiId [aHXapaid Ty3yJIMalapHU peXacH Ba SKKOJ TaCBUpJapu KypcaTHJITaH.
SIKKOJTMK y4yH YCTKHM KaTjiaM OOFJIOBUMJIAPH Y3IYKCH3 YM3UKJIap, MAacTKU KaTiiaM OOFJIOBUYMIApU
sca mTpux um3uK OwiaH Oepwiran. llly makcamma kaTiamuiapapo OOFJIOBUMTIAD — TYJIUKCH3
KYpCaTHIITaH.

WNkky Katmamin mamkapaid Ty3WIMajlapy JJIEMEHTJIAPUHU 1 Ba ] CAHOK YW3HUKJIApH THU3UMUTA
OOFJIaHTaH X0J1a TAXJIWJI KWIMHAIH.

KATJIAMJIAP TOIIOJIOTUACHU

YCTKH IHACTKHA

TOPTBYPYAK.
YUBYPUYAK.
|OHTHBYPHAK.
TOPTBYPYAK.
YUBYPUYAK.
|[OITUBYPYAK.

1-maka. Ukku KaTjaaMiM Ty3yJIMaHH dJIeMeHTJIapH.

31



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

£

-~

2-makj. UKKy KaTjJam/M NaHKapaJan Ty3yJaManap.
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2-makJ. JlaBomu.
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AHHOTALUA
Maskyp MakoJiaza Yu3UKIN Kapkac OniraH Oepuiirad CHPTIIAPHUA YETKH KOHTYP TYTYHJIapH
napaMeTpiIapyuHu  Y3rapTHPHUIN OpKald OOIIKapuWII, KaTjamyiapapo OOFJIOBUMWIIAp IIAKI Ba
KOWJTAIIMII NapaMeTpIIapUHK Y3rapTUPHIN 3Ba3ura OOLIKApUII Ba yHra TabCUp KWIa€TraH TallKU
Ky4Iap mapaMeTplIapiuHu Y3rapTUPHII 3Ba3ura OOMIKApUII KYypHO YNKUITaH.
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Ty3UJIMa.

CyBankyJioB Uiaxom:kon LlaxooupaunoBu4
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WCKYCCTBA ¥ HEDKEHEPHOH TpaduKm»
V36ekcko-OHHIITHICKOTO MeIaroru4eckoro HHCTATYTa

CIIOCOBbI YIIPABJIEHUS JBYXIOSCHBIX PEHIETYATBIX TOBEPXHOCTEM

AHHOTALUA
B nanHOl cTatbe paccMOTpPEHbI YIpPaBJIEHUE MOBEPXHOCTAMM, 33JaHHBIMU JIMHEHHBIM KapKacoM,
IIyTeM M3MEHEHHs] I[apaMeTpoB Y3J0B KpaeBOro KOHTYpa, YIpPABJIEHUWE NYyTEM H3MEHEHUS
napamMeTpoB (POPMBI U paCTIOI0KEHHUS MEXKIIOSCHBIX CBS3EH, a TAK)KE YIIPABIICHHE ITyTEM H3MEHEHUS
[MapaMeTPOB BHEIIHEN HATPY3KH , IEUCTBYIOIINE HA HETO.
KuaroueBbie cioBa: Touka, TuHMS, CTaTHKa, KapKac MOBEPXHOCTH, MOJEIMPOBAHUE, pelieTyaTast

CTPYKTYypa.

Suvankulov Illkhomzhon Shakhobiddinovich
Professor of the Department of Fine Arts and
Engineering Graphics of the Uzbek-Finnish Pedagogical Institute

METHODS FOR CONTROLLING TWO-ZONE LATTICE SURFACES
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ANNOTATION

This article discusses the control of surfaces defined by a linear frame by changing the

parameters of the edge contour nodes, control by changing the parameters of the shape and location

of inter-belt connections, as well as control by changing the parameters of the external load acting on
1t.

Key words: Point, line, statics, surface frame, modeling, lattice structure.

Har qanday fan bizni o’rab turgan borligning qonuniyatlarini o’rganadi va 0’z izlanishlari
bilan tabiat bilimini boyitadi. Narsalarning geometrik xususiyatlarini tasvirlash usullari yordamida
ularning shakllari, o’lchamlari va o’zaro joylanishlari hamda metrik va pozitsion masalalarni yechish
algoritmlarini o’rganadi. Chizma geometriya qonunlari yordamida faqat ko’rinib tirgan buyumni
emas, balki ijjodkor tasavvuridagi narsa yoki shakllarning tekislikdagi tasvirlarning yasash usullarini
hosil qilish hamda shakllarning tekislikdagi tasvirlariga ko’ra ularning o’zaro joylashishlariga oid
geometrik masalalarni yechish usullari o’rganiladi.

Sirtlarni va egri chiziglarni diskret modellarini loyixalashtirishda ko’p sonli talablarni
inobatga olish turli xil variantlardagi masalalarni echishni talab etadi. Egri chiziglarni berilishi,
turlari, geometrik elementlarini mukammal o’rganish va ularni o’zgartirish evaziga boshqarish
loyihalashtirishda muhim ahamiyatga egadir.

Sirtlarni ikki gqatlamli panjarali ko’rinishda berilishi geometrik o’zgarmas tizimni hosil bo’lishini va
talab qgilinayotgan mustahkamlikni ta’minlaydi.

Statik-geometrik uslubdan foydalanib panjarali karkas ko’rinishida berilgan sirtning har bir tuguni

uchun muvozanat tenglamasi tuzildi. Tugunlararo bog’lovchilarda hosil bo’ladigan kuchlanishlar va
tizimga ta’sir qiluvchi tashqi kuchlar, geometrik nuqtai nazardan vektorli kuchlar majmuasi sifatida
qabul qilindi.
Statik-geometrik uslub asosida modellashtirilgan sirtlarni boshqgarish o’zining ko’plab qulayliklariga
egadir. Geometrik shaklning o’zgarishi evaziga dezayn va arxetektura talablarini qondirish bugungi
kunning eng dolzarb masalalaridandir. lkki qatlamli sirtlarni boshqarish markaziy nuqta
parametrlarini, tayanch kontur shaklini va tavsifli nuqtalari parametrlarini o’zgartirish bilan amalga
oshirildi .

Boshqarishning asosiy elementlari sirtida qatlamlararo bog’lovchilarda hosil bo’ladigan
kuchlanishlarni, ichki va tashqi ta'sir etuvchi kuchlarni qabul qilish magsadga muvofiqdir. Bu
kuchlarning kattaligi shartli birliklar bilan ifodalanadi.

Chetki kontur tugunlari parametrlarini o’zgartirish orqali boshqarishni misol sifatida
ko’rib chiqamiz. Ustni va pastni qatlamlari simmetrik tu’rtburchakli

katakchalardan tashkil topgan panjarali sirt berilgan (1-rasm). Shuning uchun ham Ox va Oy o’qlariga
proektsiyalanadigan kuchlarni muvozanat tenglamalarini tuzish shart emas. Pastki va ustki qatlamlar
33 tadan maxkamlanmagan tugunlardan ubopar. Modellashtirilayotgan sirtlarni simmetrikligini
inobatga olib muozanat tenglamalari faqat 1/8 qismiga tuziladi. Bundan tashqari gatlamlararo
bog’lovchilardagi kuchlanishlar ham berilgan:

KPy'y = KPYy = - = KP4 iy = = = KP4 = 0.6 shartli birlik
Tashqi kuch sifatida tuzilmaning tugunlarga teng taqsimlangan o’z og’irligi olinadi:
KRS o = KQ}o =+ = KQitnjsm = ** = KPiynjem = 0.1 shartli birlik

Ikki qatlamli sirtning 1/8 qismidagi mahkamlanmagan tugunlari uchun muvozanat tenglamasi
quyidagi ko’rinishga ega bo’ladi.

477, — A7  +KPJ, —KQ}, = 0;

4250 - 4Z(}i0 - Kp0}?0 - KQ}(}O =0;

22 + 73, + 7, —4Z)  +KPY —KQ}, =
2I%, + 730 + 8§, — 477, —KPfy —KQY, =0 ;
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22 +7), + 7, — 47, + KP) , —KQ),, =

2751 + I + Z3g — 4Lyo + KPy —KQ5, = 0;

27 + 7Y, + 7], —4Z),+KP), —KQ%,=0;

273, + 730 + 230 —4Z30 —KP5ly —KQ3,=10; (D
273, +2Z) ,—4Z)  +KP), —KP), = 0;

275, + 22{1.0 — 477, —KP; —KQi; =0;

7+ 7+ +7),—4Z), +KP), —KQ), =0;

3, + 173, + 22.1 + Z?.o — 4P —KQ3, =10;

7y + 2, + 7 4+ —4ZY, +KP), —KP), =0 ;

1y, + Z?.z +75, + Z?.o - 422.1 - Kpsr?l - KQrsl.1 =0 ;

Umumiy gorizantal proektsiyaga ega bo’lgan sirtni kontur chizig’i parametrlarini o’zgartirish
hisobiga boshqarish variantlari chizmada tasvirlangan.

oS . e
i e N I,
T . . T i S . T
\\ \\ \\ \\K \\ \\\\ \\
S W T, . s, Wil
W . ..
N N AN N So

1-rasm. Chetki kontur tugunlari o’lchamlarini o’zgartirish hisobiga boshqarish.
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Yuqorida berilgan panjarali tuzilmani qatlamlararo bog’lovchilar shakl va joylashish
parametrlarini o’zgartirish evaziga boshqarishni ko’rib chiqamiz. Bunda tuzilma barcha
tugunlarga teng tagsimlangan o’z og’irligi ta’sirida egiladi deb gabul qilinadi:
kQ%,0=kQP0,0= .....=kQ" o=....=kQPLinjm=0,1 shart.bel.

2-rasm. Qatlamlararo bog’lovchilar shakl va joylashish parametrlarini o’zgartirish evaziga
boshqarishni.
Qatlamlararo bog’lovchilar qo’yilgan tugunlar alohoida belgilangan (2-rasm).
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3-rasm. Tashqi kuchlarni o’zgartirish evaziga boshqarish.

2a,b,v-rasmda qatlamlararo bog’lovchilari turli xil joylashgan tuzulmalar hosil gilingan:
qatlamlararo bog’lovchilar quyidagi tugunlarda qo’yilgan:

[M%,0 MPo [;[M"20 MP2o J;[M"1,1 MP1 1 [;[M"31 MP3; ],

bu erda

kP%,0 =kPPo,0 = kP"2 0 =kPP» 9 = kP",1 =kPP; 1= kP"3,1=kPP3 | =+0,6 shart. b
qatlamlararo bog’lovchilar quyidagi tugunlarda qo’yilgan:

[M%10 MPy g ];[M"21 MP21 ];[MY30 MP3 ],
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bu erda

kP" o =kPPy o = kP"%,1 =kPP,; = kP"3,0 =kPP3 o =+0,6 shart. b.

qatlamlararo bog’lovchilar quyidagi tugunlarda qo’yilgan:

[MY,0 MPoo [;[M"1,0 MP1 o [;[MY2,0 MP2 g |;[M¥30 MP3 g ],

bu erda

kP% 0 =kPPo o = kP" o =kPP1 o = kP";,0 =kPP> o= kP"3 0=kPP3 ; =+0,6 shart. b

Ikki qatlamli panjarali tuzulmani, unga ta’sir qilayotgan tashqi kuchlar parametrlarini
o’zgartirish evaziga boshqarishni ko’rib chiqamiz. Qatlamlararo bog’lovchilar barcha tugunlarda
qo’yilgan bo’lib, ularda hosil bo’ladigan kuchlanishlar teng deb qabul gilinadi:

kPY,0 =kPPo o = kP" o =kPP1 o = ...= kP"3 o=..=kPPisnji:m =+0,7 shart. b

Tuzulma tugunlariga teng tarqalgan tashqi kuchlar ta’sir etadi:
kQ"0,0=kQP0,0=kQ"1,0=kQP10=....=kQ"1njrm=0,1 shart.bel.

3,b-rasmda quyidagi teng ta’sir etuvchi tashqi kuchlar asaosida tuzulma hosil gilingan:
kQ"0,0=kQP0,0=kQ"1,0=kQP1 0=....=kQ"1nj+m=0,2 shart.bel

Uchinchi tuzulma (30,v-shakl) tugunlariga quyidagi teng tarqalgan tashqi kuchlar ta’sir qiladi:
kQ"0,0=kQP0,0=kQ"1,0= kQP10=....=kQ"1snjrm=0,2 shart.bel.
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MUSIQIY VA BADIIY SAN'ATNING RIVOJLANISH YO'LLARI SAMARQANDDAGI
HAVASKORLAR CHIQISHLARI
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ANNOTATSIYA

Ushbu maqolada Samargand xavaskor va konsert jamoalarining paido bo’lishi va

rivojlanishi, konsert va san’at rivoji uchun shu sohada faoliyat olib borgan shaxslarning izlanishlari

va mehnatlari orqali qo’shgan hissalari, Samargandda xavaskor badiy jamoalarining hayotida ro’y

bergan tub o’zgarishlar hamda Samargand shahrida tashkil topgan ilk xavaskor badiy jamoalarining
konsert guruhlari, ularning xalg ichidagi e’tiborlari hagqida fikrlar yoritilgan.

Kalit so‘zlar: xavaskor jamoalar, konsert, spektakl, komediya, orkestr,ansambllar, musiqali

dramatik to’garaklar, opera.

Joxamuaos Jpram KenxxaeBuu
V306ekcko-DOUHISHACKUH TTe1arOrnYeCKHii HHCTUTYT
1.0. mpodeccopa

ITYTU PA3BUTHUSA MY3bIKAJIBHO-XYJOXECTBEHHOI'O
HNCKYCCTBA CAMOJEATEJIBHOCTDb B CAMAPKAH/IE

AHHOTALUA
B nanHO#l cTatbe paccMaTpUBAIOTCSI BO3HUKHOBEHHE M Pa3BUTHE CAMOJCSTENIbHBIX U
KOHLEPTHBIX KoJuleKTHBOB CamapkaHja, BKJIAJ Jrojed, padoTaBIIUX B 3TOW 00JacTH, B Pa3BUTHE
KOHLEPTHON J1eATENbHOCTH U HMCKYyCCTBA IYTEM HAYYHBIX MCCIEIOBAaHUN U TpPyAd, KOPEHHBIE
W3MEHEHHS B JKU3HM CaMOJIESTEILHBIX TBOPYECKUX KOJUIEKTHBOB CaMapkaHIa W OOCYXKIAIOTCS
KOHLEPTHbIE  KOJJIEKTUBBI ~ MEPBbIX  XYJOKECTBEHHBIX  CaMOJEATENbHBIX  KOJUIEKTHBOB,
chopmupoBaBmuxcs B ropojae CamapkaHze, 1 IX BHUIMAaHUE OOIECTBEHHOCTH.
KutoueBrble ciioBa: caMofesTeNbHbIE KOJUIEKTUBbI, KOHLEPT, CIEKTaK/Ib, KOMEAUS, OPKECTD,
aHcaMOJ1, My3bIKQJIbHO-IpaMaTHIeCKue KPYXKKH, oTepa.

Jalilov Ergash Kenzhaevich
Uzbek-Finland Pedagogical Institute
and about. Professor

WAYS OF DEVELOPMENT OF MUSICAL AND ARTISTICARTS AMATEUR
ACTIVITIES IN SAMARKAND
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ANNOTATION

In this state, driving knowledge and the development of self-made and concert collectives

in Samarkand, the investment of people, workers and the Eto region, and the development of concert

activity and art through scientific research and work, radical changes in the life of self-made creative

collectives in Samarkand and obsujdayutsya concert collectives of the first divine self-made
collectives, sformirovavshikhsya v gorode Samarkande, i ix vnimanie obshchestvennosti.

Key words: self-made collective, concert, performance, comedy, orchestra, ensemble,

musical-dramatic circle, opera.

Leninning "San'at xalq uchun" shiori sovet musiqa madaniyatini ilk qadamlaridanoq
rivojlantirish tamoyillarini belgilab berdi. Ommaviy musiqiy ta'lim professional va havaskor
san'atning chuqur o'zaro ta'sirini 0'z ichiga olishi kerak edi. A.V.Lunacharskiy ta’kidlaganidek,
“badily ma’rifatning o‘zaro bog‘langan, lekin shunga qaramay bir-biridan ajralib turadigan ikkita
tomoni bor. Uning vazifalaridan biri - san'at bilan keng tanishish bo'lsa, ikkinchisi - xalq ruhining
badiiy namoyon bo'lishiga hissa qo'shadigan shaxslar va guruhlarni izimizdan chagqirish istagi."

Musiqa yo'llari butun sovet madaniyati tarixidan, boshqaruv madaniyatida partiyaning VIII
s’ezdida Lenin rahbarligida ishlab chiqarish va partiyaning partiya dasturi qabul gilingan, partiya
dasturi san’at soxasini rivojlantirish ishlarida katta rol o'ynadi.O‘rta va oliy maktablarni qayta qurish
va xalq ta’limini sotsialistik qurilish quroliga ega bo‘lish, kommunizm g‘oyalari bilan sug‘orilgan
yangi ziyoli kadrlarni tayyorlash, xalq ommasining ta’lim-tarbiya ishlarida, aynigsa, ummon
savodxonlik uchun kurashda faol ishtirok etish, xalq ta’limini keng qamrovli qilish, mehnatkash
ommaning madaniyatning barcha xazinalariga, davlat hokimiyati apparatidan madaniy qadriyatlar va
kommunistik g'oyalarni omma orasida targ'ib qilish uchun foydalanish - partiya dasturida madaniy
qurilish sohasida belgilab berilgan vazifalar majmui mana shu edi.V.I.Lenin "proletariat hokimiyatni
egallab olgandan beri madaniy inqilobdagi eng muhim narsa - bu xalgning madaniyatga bo'lgan
intilishining uyg'onishi", deb hisoblardi. Leninning madaniyat sohasidagi siyosati shaxsni har
tomonlama rivojlantirish istigbollari bilan bog'liq edi. 1918 yil 16 oktyabrda e'lon qilingan "Ma’orif
bo'yicha davlat komissiyasidan" murojaatida shunday deyilgan: "Sotsialistik madaniyatda eng oliy
qadriyat shaxs bo'lib qoladi. Ammo bu shaxs 0'z rejalarini barcha hashamat bilan fagat barkamol va
birdamlik teng huquqli jamiyatda ishlab chiqishi mumkin. Butun mamlakatda klub muassasalari -
shahar va qishloq - xalqni badiiy tarbiyalashning asosiy markazlariga aylandi. 1921 yil 28 sentyabrda
"RSFSR klublarining yagona tarmog'i va turlari to'g'risidagi nizom" tasdiglandi, bu tez orada Sovet
Sharqi respublikalarida klub tizemining tuzilishiga sezilarli ta'sir ko'rsatdi. Shu yillarda ham mahalliy,
ham viloyat ahamiyatiga ega klublar tashkil etildi. Klublarda badiiy havaskorlik to'garaklari
rivojlandi. Qullik va g'ayriinsoniy ekspluatatsiya kishanlaridan xalos bo'lgan yangi ozod odam,
avvallari ommaga yetib bo'lmaydigan, ochko'zlik bilan san'atga shoshildi.

Musiqa san'ati sohasida Sovet mamlakatining turli shaharlarida o'tkazilgan ulug'vor teatr
bayramlari alohida ahamiyatga ega edi. Ularda ham professional, ham havaskor jamoalar ishtirok
etdi. "Kommuna o'limi", "Ozod qilingan mehnat madhiyasi", "Jahon kommunasiga", "Rossiya
blokadasi", "Yer saroyini olish" va boshqa teatrlashtirilgan tomoshalar aynigsa katta muvaffaqiyat
qozondi.O‘zbekistonda inqilobdan keyingi birinchi yillardagi san’atdagi umumiy yo‘nalishlar juda
tez tarqaldi. Hamza tomonidan Xorazmni xon zulmidan ozod qilish uchun Xivada o‘tkazilgan
karnaval, Toshkent va Andijondagi “Sharq ogshomlari” o‘ziga xos inqilobiy ustozlarga aylandi.
Samarqgand ham zamon tendensiyalaridan chetda qolmadi.

Bu erda Oktyabr inqilobining yilligi sharafiga " lamat bilan tamg'alangan" ommaviy
teatrlashtirilgan spektakl namoyish etildi. 1924-yil 6-7-martda bo‘lib o‘tgan tantanali Qurultoyda
she’rlar, xalq qo‘shiglari va Shashmakomdan parcha ijro etilgan “Sharq kechasi” nomli o‘ziga xos
konsert dasturi bo‘lib o‘tdi. Uni S.Ayniy, A.Badriy, Y.Rajabiy, Xoja Abdulaziz va boshga adabiyot
va san’at namoyandalari tayyorlaganlar.

Ofsha yilning 25 oktyabrida Samarqand shahri O‘zbekiston poytaxti deb e’lon qilingani
munosabati bilan “Qori navo” nomli o‘ziga xos spektakl namoyish etildi, unda milliy merosning
ayrim janrlari yangicha hayot, chuqur mulohazalar oldi. Spektakl S.Ayniy, L.Sayfulina, A.Badriylar
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tomonidan yaratilgan bo‘lib, unda Xoja Abdulaziz Rasulov, Y.Rajabiy, I.Ikromov, G.Ahmedjonova,
Siroj Yusupov va boshqalar ishtirok etgan. Yigirmanchi yillar O‘zbekiston musiqa madaniyati
solnomasida yorqin sahifa yozdi. Barcha shaharlarda, jumladan, Samarqandda ham havaskorlar
studiyalari ochildi. Maktab o'quvchilari va texnikum talabalari, shuningdek, turli mahallalarda tashkil
etilgan ko'plab badiiy havaskorlik jamoalari katta ahamiyatga ega edi. Ularning jadal ishi asosan
yigirmanchi yillarning ikkinchi yarmida boshlangan. To‘garaklarning faoliyati ko‘p qirrali bo‘ldi:
ular o‘rgandilar va sahnalashtirdilar, kontsertlar uyushtirdilar, bayram namoyishlariga tayyorgarlik
ko‘rdilar, Shargning buyuk shoirlari she’rlarini o‘qiydilar, milliy cholg‘u asboblarida chalishni
o‘rgandilar.

Yigirmanchi yillardagi bir qancha havaskorlik to'garaklarini sanab o'tish mumkin, ularda
milliy yoshlar faol gatnashgan. “Yesh kuch” to‘garagi maktab komsomol yacheykasi va yoshlar
ishchi artellaridan iborat edi. To‘garak rahbari tanigli rassom X.Narziqulovdir. Truppa konsertlar
berib, bir va ikki pardali kichik spektakllarni sahnalashtirgan. Spektakllarning sobiq ishtirokchilari
guvohlik berishicha, ular juda keng auditoriyani jalb gilgan. “Kamolxo‘ja” mahallasi, “Maddaxi”,
“Tomsk”, (tamoki saroyi), “Hurriyat uyi” va boshqa mahallalarda ham havaskorlar to‘garaklari
ommalashdi. “Ko‘k ko‘ylaklar” havaskorlar to‘garagi a’zosi, tanigli jurnalist Qamaritdin
Shamsievning eslashlariga ko‘ra, yigirmanchi yillardagi ansambllar repertuarini “Qashqarcha”,
“Ajam”, “Karinavo”, “Munojot” (uch qism), “Saraxbori” dugox, “Ufar” va hajviy laparlar va
mumtoz o‘zbek kuylari tashkil etgan. Davralarning asosiy magsadi sovet hokimiyati va yangi turmush
tarzini targ‘ib qilish edi. Shu munosabat bilan xalq musiqasi jo‘rligida hajviy intermediyalarning tez-
tez ijro etilishi tabiiy edi, ularning mazmuni inqilobdan oldingi turmush tarzi va feodal o‘tmishdagi
oilaviy munosabatlarni satirik tushunish bilan bog‘liq edi. Bunday manzaralar “Soyuzkushchi”
(“Suzangaron” mahallasidagi igna tikuvchilar hunarmandchilik ustaxonalari va “Qoraboy ogsoqol”
mahallasidagi) kabi havaskorlik to‘garaklarida sevimli bo‘lgan. Asta-sekin barcha o‘rta maktablarda
badilty havaskorlik to‘garaklari paydo bo‘ldi. 20-yillarning boshlarida Samarqand madaniy
hayotining markazi Registon Rasta Nav (yangi kvartal) bo‘lib, har tomondan savdo maydonchalari
va klub vazifasini bajaruvchi choyxonalar bilan o‘ralgan edi. Taniqli xonandalar yoki havaskorlik
jamoalarining yosh a’zolarining har bir chiqishi bayramga aylanib ketdi. Havaskor musiqa
jrochiligining shakllanish jarayonini o‘rganish shuni ko‘rsatadiki, uning Sovet Samarqandidagi ilk
gadamlari ham ko‘p asrlik ijtimoiy va maishiy an’analar bilan mustahkam bog‘langan. Havaskor
yrolar repertuariga maqomlardan parchalar kiritilgani, uning ishtirokchilari musiqily merosning
ajoyib mutaxassislari — professional xalq xonandalari tomonidan o‘rganilgan an’anaviy usullardan
foydalangan holda tayyorlanayotgani buning dalilidir.

Havaskor vokal-cholg‘u ijrochilik jamoalarida tanbur, dutor, doira, g‘ijjak, nay va boshqa xalq
cholg‘u asboblaridan iborat ansambllar xos bo‘ladi. O‘zbek doiralari an’anaviy milliy qo‘shiqchilik
uslubidan keng foydalanish yo‘lidan bordi. Mashg‘ulot va ijrochilik tabiati yoshlarning an’anaviy
musiqa san’ati bilan bog‘liq holda uzviylikka olib keldi, shuningdek, o‘zbek ohangi tabiatida bir
qancha yangi badily namunalar yaratildi. Shunday qilib, milliy havaskorlar to‘garaklarida musiqa
san’atini puxta egallashning dastlabki gqadamlaridanoq ohang yangi vazifani egallaydi va jadal
rivojlanishda davom etadi.Sovet davlati tomonidan o°‘z mavjudligining birinchi yillaridanoq amalga
oshirilgan siyosiy o°‘z-o‘zini anglash, maqgsadli umumiy vatanparvarlik tarbiyasining jadal sur’atlar
bilan o‘sib borishi 20-yillarning ikkinchi yarmida havaskorlar to‘garagi va jamiyatni jalb etish
tendentsiyasi kuchayishiga olib keldi. Zamonaviy tadbirlar, bayram namoyishlarida faol ishtirok etish
va inqilobiy qo'shiq repertuarini rivojlantirish, ba'zi davralarda musiqiy jo'r bo'lgan spektakllar
sahnalashtirila boshladi, ularning ba'zilari siyosiy jihatdan dolzarb edi. Maktab havaskorlik
spektakllarida “Savodsizlar” (“Savodsizlar”), “lIkki kommunist”, “Xujum” (“Bo‘ron”) va boshqga
spektakllar sahnalashtirildi. Yigirmanchi yillarning oxiri va o'ttizinchi yillarning boshlarida paydo
bo'lgan ba'zi havaskorlik jamoalarining professional tipdagi yirik ijodiy birlashmalarga qayta tashkil
etilishi havaskor tomoshalarning yanada rivojlanishiga umuman to'sqinlik qilmadi. 30-yillarda
Tomsk klubida xalq cholg'u asboblari ansambli tuzildi. Uning ishtirokchilari keyinchalik mashhur
bastakor va kuychilar: A. Kamolov (Tojikiston), N. Xasanov (O‘zbekiston), mashhur tanbur va
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doyrachi I. Sultonov bo‘ldi. Bu davrda to‘garakka xalq sozandasi, iste’dodli nay ijrochisi A.Ismoilov
rahbarlik qildi.

Havaskor yoshlar jamoalari bilan bir qatorda o‘ttizinchi yillarning boshlarida o‘qituvchilar
orasidan alohida to‘garaklar tashkil etildi. Shunday qilib, Samarqanddagi muallimlar uyida texnikum
va umumta’lim maktablarining musiqaga iqtidorli o‘qituvchilari tomonidan badiiy havaskorlik
ansambli tashkil etildi. Uning yetakchisi musiqa va ijtimoiy hayotning yangi shakllarining ilg‘or
xususiyatlarini ko‘ra olgan ajoyib xonanda Xoja Abdulaziz Rasulov edi. Uning ishtiyoqi badiiy
havaskorlik jamoalarida xalq professional ijrochiligining ajoyib an'analarini saqlab qolishga yordam
berdi.l Bce xe B TpuAmaTsie roabl B My3bIKAIBHON caMojesTenbHoCTH CaMapkanaa ObLIO MHOTO
HEpEeLIEHHBIX MPooIeM.

Yangi sotsialistik musiqa madaniyatini shakllantirishning umumiy orbitasiga havaskorlik
jamoalarini kiritish, xor polifonik qo'shiq aytish va eng qulay musiqa janrlarini o'zlashtirish kerak
edi.

Ulug® Vatan urushi yillarida O°‘zbekiston poytaxti Toshkentdan keyin Samargand ham
madaniyat markazlaridan biriga aylandi. Bu yerdagi ko‘plab teatrlar, o‘quv yurtlari, kontsert
tashkilotlarining evakuatsiya qilinishi musiqa va ijtimoiy hayotning faollashishiga katta hissa
qo‘shdi. Urush davri qiyinchiliklariga qaramay, Sovet hukumati va Kommunistik partiya san’at va
adabiyot masalalariga katta e’tibor berdi. Jumladan, O‘rta Osiyo va Qozog‘iston respublikalarida
sovet musiqasining o‘n kunliklari 1942-yil iyun oyida Frunzeda, 1944-yil fevral-martda Toshkentda
o‘tkazildiHavaskorlarning chiqishlariga katta e'tibor berildi. 1943-1944 yillarda Moskvada
Butunittifoq badiiy havaskorlik ko'rgazmalari, 1944 yil may oyida Toshkentda oliy o'quv yurtlari va
texnikumlarning respublika havaskorlar ko'rgazmasi tashkil etildi. Ulug 'Vatan urushi yillarida
chuqurlashgan rus va o'zbek musiqa madaniyatining faol o'zaro ta'siri havaskor chiqishlarning kelgusi
taqdiri uchun alohida ahamiyatga ega edi. Shahar rahbariyati xor jamoalari, jumladan, o‘zbek yoshlari
vokal to‘garaklari faoliyatiga katta e’tibor qaratdi. 1945 yil fevral oyida havaskor xor jamoalarining
shahar miqyosidagi ko'rik-tanlovi bo'lib o'tdi, unda yutuqlar va jiddiy kamchiliklar aniglandi.
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ANNOTATSIYA
Mazkur maqolada dramatik kurash va uning o‘ziga xos tomonlari yoritilgan bo‘lib, dramaning eng
umumiy, qo‘pol konturi - oq va qora shaxmat o‘yini misollar orqali yoritilgan. Drama qahramoniga,
markaziy personaj yoki shaxslarga nisbatan, agar bitta harakat bir guruh shaxslar tomonidan amalga
oshirilsa, dramadagi barcha shaxslar, qanchalik murakkab va murakkab ko‘rinmasin, ikki guruhga
bo‘linadi va daramatik kurash paydo bo‘lishi ko‘rsatib o‘tilgan.
Kalit so‘zlar: drama, dramatik kurash, qahramon, personaj, kontur, targediya, dramatik tugun
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THE ESSENCE OF DRAMATIC STRUGGLE IN THE WORK
ABSTRACT
This article covers the dramatic struggle and its specific aspects, and the most general, rough outline

of the drama - the game of black and white chess - is covered by examples. In relation to the hero,
central character or persons of the drama, if one action is performed by a group of persons, all the
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persons in the drama, no matter how complex and complicated it may seem, will be divided into two
groups, and a dramatic struggle will appear.
Keywords: drama, dramatic struggle, hero, character, outline, target, dramatic knot

KIRISH

Dramaning birlashgan harakati va ikkinchi darajali mavzular - birlashtirilgan harakatlar -
doimiy dramatik kurashda rivojlanadi. Dramaning har bir sahnasi Yu.Baba aytganidek, “duel”dir.
Dramadagi barcha gahramonlar dramaning yagona harakatini yo kuchaytiradi yoki unga qgarshi turadi.
Bu asarning dastlabki vogealariga ham taalluglidir: “dramatik tugun” qgisman paydo bo‘lmoqchi
bo‘lgan yagona harakatga dushman bo‘lgan, gisman uning paydo bo‘lishi va rivojlanishiga hissa
qo‘shadigan ketma-ket harakatlar shaklida shakllanadi. Drama qahramoniga, markaziy personaj yoki
shaxslarga nisbatan, agar bitta harakat bir guruh shaxslar tomonidan amalga oshirilsa, dramadagi
barcha shaxslar, ganchalik murakkab va murakkab ko‘rinmasin, ikki guruhga bo‘linadi. belgilar: bir
guruh markaziy shaxsga yordam beradi, ikkinchisi unga garshi. Bu dramaning eng umumiy, qo‘pol
konturi - oq va qora shaxmat o‘yini: shahzoda Gamlet va uning do‘sti Horatio, Bernardo va Marselus,
bir tomondan buzuq Daniya sudi; Qirol Lir, Kordeliya, Kent, Gloster, hazil, bir tomondan, Regan,
Goneril, ularning erlari, Edmund - boshqa tomondan; bir tomonda Makbet va Ledi Makbet, ikkinchi
tomonda butun Shotlandiya; Chatskiy, bir tomondan, Moskva jamiyati, boshqa tomondan. Nafaqat
subyektiv, markaziy xarakter nuqtai nazaridan, balki murakkab kesishgan munosabatlarni qayyerda
ko‘rsak ham, biz jangchilarning ikki lagerga bo‘linish tendentsiyasini kuzatamiz, aynigsa kurashning
hal qiluvchi daqigalarida va drama doimo hal qiluvchi narsani tasvirlaydi.

USULLAR

Mavzusini yoritishda qiyosiy tahlil, adabiyotlar tahlili, ma’lumotlar yig’ish va qayta ishlash
metodologiyalaridan foydalanildi.

NATIJA VA MUHOKAMA

A .K.Tolstoyning “Ssar Fyodor Ivannovich” tragediyasida nihoyatda murakkab va ayni paytda
o‘ziga xos tuzilishga ega pyesada podsho Fyodor uchun Shuyskiylar, Godunovlar ham, ruhoniylar
ham unga qarshi yagona guruhdir. Ssar Fedor tomonida uning rafiqasi Irina (dramadagi har bir sahna
“duel”, Ssar Fedor va uning rafiqasi o‘rtasidagi sahnalar “janjal”. Do‘stlar o‘zaro urushadi, umumiy
dushmanga garshi kurashishning muayyan usullarini bahslashadi va hokazo). Biroq, “Ssar Fyodor
loannovich” misoli dramatik tuzilishning murakkabligini darhol ochib beradi. Dramatik kurashning
asosiy chizig‘iga qo‘shimcha ravishda, biz juda aniq va ahamiyatli yon chizigni ko‘ramiz: Godunov
va Shuiskiylar o‘rtasidagi kurash. O‘z hokimiyatini amalga oshirish istagida Ssar Fedorga qarshi
bo‘lgan guruh bir-biri bilan urushayotgan ikki guruhga bo‘lingan. Ivan Shuiskiyning fikriga ko‘ra,
Ssar Fedor ham, Godunov ham unga dushman bo‘lgan yagona guruhdir. Shuiskiy dramani xuddi Ssar
Feodor kabi boshdan kechiradi. Bundan tashqari, Shaxovskoy o‘z kelinini podshohga xotinlik qilish
rejasi haqida bilib, Shuyskiylarga qarshi isyon ko‘targan Shaxovskoy mustaqil dramani boshdan
kechirganida, Shuyskiy guruhi yana ajralib ketadi. Shunday qilib, drama, biz “Ssar Fyodor
loannovich” misolida ko‘rib turganimizdek, jangovar guruhlarni jangovar kichik guruhlarga bo‘lish
natijasida hosil bo‘lgan bir nechta o‘zaro bog‘liq dramalar sifatida qurilishi mumkin. Bu yyerda
umumiy qoidalarni aytib bo‘lmaydi; dizayn juda xilma-xil bo‘lishi mumkin. Bu yyerda fagat nisbiy
ko‘rsatkichlar mumkin.

1. Kurashning markaziy chizig‘i ganchalik yorqinroq bo‘lsa, yon chiziqlarni yanada kengroq
rivojlantirish mumkin - asosiyning tarmogqlari. Asosiy chiziqning g‘ayrioddiy yorqinligi Shekspir
dramalarining keng tarqalgan konstruktsiyalarini oqlaydi. Bular Qirol Lirdagi “janglar” o‘rtasidagi
murakkab munosabatlardir. Oxirgi sahnada bir-biriga bog‘langan to‘rtta “duel” bor: Regan, Goneril
va Edmund Albani bilan; Regans Edmund bilan; Goneril va Edmund; Regans va Gonerils o‘zaro.
Qurilishning qarama-qarshi turi - Korneilning "Sid" dir: kurashning yon chiziqlari o‘ta qashshoqlik
bilan yagona harakatni to‘g‘ridan-to‘g‘ri ishlab chiqish.

Y on chiziq asosiydan ko‘ra yorqginroq bo‘lgan o‘yinga Shekspirning “Hech narsa haqida ko‘p
adashishi” misolidir. Tuhmat qilingan Qahramonning dramasi - uning xayoliy o‘limi - Benedikt va
Beatrisning komediya chizig‘idan zaifroq.
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2. Yon chiziglar kurashning asosiy kanaliga birlashadi; uning oqimini kuchaytirish, ular yon
tomonga juda uzoqga burilmasligi kerak. Harakatning kontsentratsiyasi shunday amalga oshiriladi.
Shunday qilib, Godunov va Shuyskiylar o‘rtasidagi kurash, ular o‘rtasidagi to‘g‘ridan-to‘g‘ri
to‘gqnashuvlardan tashqari, boyarlarning Ssar Fedorni kurashga tortishga bo‘lgan bir qator
urinishlarida rivojlanadi; Shunday qilib, Shaxovskoy Shuyskiylarga qarshi Ssar Fedorga shikoyat
bilan yuguradi. Agar Shaxovskoy podshoh Fedorga murojaat qilish o‘rniga, jangda o‘limni
qidirganida yoki monastirga ibodat qilgani ketganida va muallif uni bizni tonlatib tasvirlagan bo‘lsa,
biz juda uzoqqa chalg‘igan bo‘lardik; Shaxovskiyning taqdiri Ssar Fedorning asosiy chizig‘iga soya
solib, juda aniq bo‘lar edi. “Gamlet” filmidagi odatiy o‘tish sahnasi: Fransiyadan qaytayotgan Laertes
qirolga hujum qiladi va uni otasi Poloniusning o‘limida ayblaydi. Agar Laertes Gamlet tarafdori
sifatida harakat qilsa, bu sahna o‘tkinchi sahna bo‘lib qolmasdi, u birlashib ketadi. asosiy samarali
chiziq bilan, chunki fojia Gamletning Daniya sudi bilan kurashiga qurilgan. Laertes asosiy intrigadan
mustagqil ravishda harakat qiladi. Biroq, qirol Laertes Gamletni Poloniusning qotili deb ko‘rsatgandan
so‘ng, Laertesning g‘azabi Gamletga yanada kuchliroq tushadi; Laertesning yagona harakati
sahnaning oxirida asosiy qarshi harakat chizig‘i bilan birlashadi - Laertes qirolga, Daniya sudiga
yordam beradi. Jangovar guruhlarning bo‘linishidagi xilma-xillikka qo‘shimcha ravishda, kurashning
asosily yo‘nalishini bir vaqtning o‘zida bir xil dramani boshdan kechirayotgan ikki gahramon,
masalan, Romeo va Julietta amalga oshirishi mumkinligini ham ta’kidlash kerak; yoki bir guruh
shaxslar, masalan, Gauptmann to‘quvchilari. Asosity samarali chizigda uzluksizlik ham mumkin.
Masalan, Yuliy Ssezarning respublikachilarga qarshi kurashi (Shekspirning Yuliy Ssezarida) Antoni
tomonidan davom ettiriladi.

Ba’zi dramalarda parallel dramatik kurash, ya’ni asosiy konfliktga parallel ravishda, shunga
o‘xshash kurash ikkinchi darajali personajlar o‘rtasida kichikroq miqyosda o‘ynaladi. Glosterning
o‘g‘illari bilan bo‘lgan munosabati xuddi Lirning qizlari bilan bo‘lgan munosabatini
takrorlayotgandek, Portiyaning xizmatkori Nerissaning “Venetsiyalik savdogar’dagi Bassanioning
do‘sti Gratiano bilan ishqiy munosabatlari shunday. Bu parallel kurash, odatda, dramatik kurashning
asosly chizig‘i bilan ham chambarchas bog‘liq. Demak, Gloster girol Lir bilan hamfikr odam; unga
boshpana beradi, girolni qizlarining fitnasidan, o‘lim xavfidan qutqaradi. Boshga tomondan, Edmund
0°‘z ukasi Edgarga tuhmat qilib, Albaniya gertsogi xizmatiga kiradi va fojiaga qarshi kurashda - girol
Lirning dushmanlari orasida qatnashadi. Ko‘pgina pyesalarda dramatik, fojiali kurash sahnalari
komediyaviy (odatda eskiz) kurashning qarama-qarshi sahnalari bilan almashinadi. Biz bunday
konstruktsiyalarni, masalan, Shekspirda, ispan dramasida va hokazolarda ko‘ramiz. Nerissa va
Gratiano romani chizilgan; uning komediya nuqtai nazaridan engil parallelizmi asosiy kurash
chizig‘ini ta’kidlaydi. Ostrovskiyning “Momagqaldiroq” asarida Katerina va Boris dramasiga parallel
ravishda Varvara va Kudryashning oson va farovon sevgisi rivojlanadi. Hazillar sahnalari ham
kurashning asosiy oqimiga kirib boradi - Shekspir, Kalderon, Gozzi va boshqalarda. “Venetsiyalik
savdogar”da Lonselot Shilokga xiyonat qiladi; Qirol Lirdagi hazil girolni qo‘llab-quvvatlaydi va
hokazo. Agar hazil-mutoyibalarning sahnalari dramatik kurash bilan bog‘liq bo‘lmasa, ular
intermediyadir. Dramatik kurashning tuzilishini kurash tashqi ziddiyat xarakterini olgan dramalarda
tekshirish oson. Shunday qilib, ikki partiya o‘rtasidagi dramatik kurashning surati “Meri Styuart” da
aniq ko‘rinadi, bu yerda Meri tarafdorlarining fitnasi tezda qonli natijaga olib keladi. Yakkaxon
qahramon butun dushmanlar guruhiga qarshi turadigan spektakllarda jangchilarning ikki guruhini
ko‘rsatish ham qiyin emas, masalan, “Aqgldan voy”. Ammo tashqi harakati sust rivojlangan pyesalarda
ikki guruhni tashkil etish oson emas. Masalan, Chexovning “Gilos bog‘i” asarida gilos bog‘iga ega
bo‘lgan savdogar Lopaxin bog® egasi Ranevskaya bilan do‘stona munosabatda bo‘lib, gilos bog‘ini
saglab qolish uchun chin dildan g‘amxo‘rlik qiladi. Uning olcha bog‘iga ega bo‘lishi nafaqat
Ranevskaya uchun, balki tomoshabin va, shekilli, Lopaxinning o‘zi uchun ham kutilmagan hodisa.
Meterlinkning “Aglavenlar va Selizetes’ning nozik dialogida elementar dinamik sxema - ikki
ayolning erkak uchun kurashining diagrammasi mavjud. Ko‘pgina fantastik spektakllarni, masalan,
“Yoz oqshomidagi tush” ni tahlil qilish juda qiyin, ammo bu yerda ham dramatik kurashning aniq
tuzilishini ko‘rsatish mumkin. Bu spektakl Shekspir tomonidan sud ijrosi uchun yozilgan - sevgining
injiqliklari va injigliklari haqida. Bu spektakl elf qiroli Oberon va uning rafiqasi, elf malikasi Titaniya
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o‘rtasidagi kurashga asoslangan. Titaniya o‘z istagini amalga oshirishni - unga o‘z sahifasini berishni
istamaydi va Oberon unga o‘zining g‘ayritabily kuchini isbotlashga intiladi. Uning qo‘lida sevgi
mastligining mo‘jizaviy guli; uxlayotgan odamning yoki uxlayotgan ayolning ko‘ziga to‘kilgan bu
gulning sharbati birinchi uchrashgan odamda sevgini ilhomlantiradi.

XULOSA

Titaniyani jazolamoqchi bo‘lib, Oberon uning ko‘z qovoqlariga sehrli doping quyadi va u eng
xunuk va eng bema’ni, garchi juda xushmuomala jonzotni - elf Pek tomonidan boshini eshakka
aylantirgan to‘quvchi Basisni sevib qoladi. Oberonning buyruglari. Shu bilan birga, Oberon o‘z
kuchidan mahrum bo‘lib, Pekga yosh fugaro Demetriyni (harakat qadimgi Afina va uning atrofida
bo‘lib o‘tadi) uni mehr bilan sevadigan, ammo u rad etgan Xelenga oshiq bo‘lishini buyuradi. Ammo
Pak yanglishib Germiyaning sevgilisi Lizanderning ko‘ziga sharbat to‘kib yuboradi va Lizander
Germiyani rad etib, Xelenni sevib qoladi. Xatoni tuzatish kerak: Oberon Demetriyning ko‘ziga
sharbat to‘kadi, u ham Helenni sevib qoladi; Demetriy va Lizandr o‘rtasida raqobat boshlanadi;
Germiya Lizanderning tushunarsiz to‘satdan xiyonatidan azob chekadi - chalkashlik davom etmoqda.
Nihoyat, Oberonning sehrli o‘yini eng kutilmagan va bema’ni asoratlarga tahdid soladigan bir qator
sahnalardan so‘ng, Oberon hali ham g‘alaba qozonadi: sevishganlar baxtli juftliklarga to‘planadi,
Titaniya uni ma’yus gilgan Oberonga bo‘ysunadi va o‘z sahifasini unga beradi.
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ANNOTATSIYA
Mazkur maqolada san’at sohasi vakillari aktyor hamda xonandalar uchun muhim jarayonlardan biri
Ovoz hosil bo‘lish jarayoni va mashqlarning bu jarayondagi o’rni haqida ma’lumotlar keltirilgan.
Ovoz hosil bo‘lish jarayonini tashkil giluvchi mashqlar keltirilgan.
Kalit so‘zlar: Ovoz, shovqin, ovoz hosil bo‘lish jarayoni, akustikn tovush, bo‘g‘iz, traxeya, bronxlar,
o‘pka, ovoz apparati, diafragma, rezanator
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PROCESS OF VOICE GENERATION
ABSTRACT
This article provides information about the process of voice formation and the role of exercises in
this process, which is one of the important processes for actors and singers in the field of art. There
are exercises that organize the process of sound formation.
Keywords: sound, noise, sound production process, acoustic sound, throat, trachea, bronchi, lungs,
voice apparatus, diaphragm, resonator
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KIRISH

San’at sohasi vakillari aktyor hamda xonandalar uchun nafaqat uning tanasi balki ovozi ham
muhim ixtisoslik quroli sanaladi. Shuning uchun ushbu soha vakillari ovozi ustida uzoq muddat
ishlab, tarbiyalash natijasida ovozni takomillashtirishga erishadilar. Soha vakillari ovoz a’zolarining
doimo jarangdor va sog’lom holatda bo‘lishi uchun muntazam ravishda mashq qilib turish muhimdir.

Turli soha vakillari kasbiy zaruriyatlaridan kelib chiqib, mashqglar bajaradilar. Masalan
jarrohlar o°‘z panjalarining harakatchanligini ushlab turish uchun turli musiga asboblarida chalish
orqgali mashq qiladilar. Shu kagbi mashqlar aynan ovoz a’zolari uchun ham zaruriy holatdir. Aktyor,
xonanda va hatto, pedagogning faoliyati - bu ruhiyat bilan bog‘liq ishdir. Shu o‘rinda ‘“hatto pedagog
bilan” deyilishida gap bor, negaki, aktyor va musiqachi faqat hissiyot bilan ta’sir o‘tkazsa, pedagog
asosan aql, zakovat bilan ish olib boradi. Tinglovchi qalbida chuqur iz qoldirish va ularni 0’ziga jalb
qilish uchun ovoz muhim qurol ekanligini hisobga olsak, ovoz mukammalligini yetuk darajada
egallash talab qilinadi.

METODLAR

Mavzusini yoritishda qiyosiy tahlil, adabiyotlar tahlili, ma’lumotlar yig’ish va qayta ishlash
metodologiyalaridan foydalanildi.

NATIJA VA MUHOKAMA

Har ganday elastik jism tebranganda atrof-muhitdagi zarralarni harakatga keltiradi, natijada
tovush to‘lgini hosil bo‘ladi. Bu tovush to‘lginlari bizning quloqlarimizga yetib keladi. Tabiatda
tovushlar shunday paydo bo‘ladi va bu tovushlar akustik tovushlar sanaladi. Lekin nutq tovushlari
tomomila farqlanadi. Inson tanasida ovoz burmasi shunday elastik a’zo hisoblanadi. Nutq va qo‘shiq
ovozlarni tebranuvchi ovoz burmasi va nafasning o‘zaro aloqasidan hosil bo‘ladi. Inson qo‘shiq
aytishni xohlaganda ovoz a’zolari bu vazifani bajarishga tayyor holatga keladi. Qo‘shiq jarayoni nafas
olishdan boshlanadi, bu paytda havo og‘iz va burun bo‘shlig‘i, bo‘g‘iz, traxeya, bronxlar, o‘pka
kabilarning harakati natijasida paydo bo’ladi. So‘ngra bosh miyaning asab signallari ta’siri natijasida
ovoz burmalari, ovoz tirqishlari yopiladi. Bu harakat nafas chiqarishning boshlanishiga to‘g‘ri keladi.
Yopilgan ovoz burmalari chigayotgan havo yo‘lini to‘sadi, uning to‘g‘ri chiqib ketishiga yo‘l
qo‘yilmaydi. Nafas olinganda kirgan havo mushaklar yordamida siqiladi, burma ostida bosim
vujudga keladi. Siqiq havo yumilgan ovoz burmasiga bosim beradi va tovush hosil bo‘ladi.

Ovoz a’zolari tebranishi qo‘shiqchi chiqarayotgan havo oqimiga o‘tadi, qo‘shiqchining o°zi
bu jarayonni eshitadi va nazorat qiladi. Ovoz a’zolarining tebranish vazifasi alohida nervlar ta’siri
ostida amalga oshadi va asosan, markaziy asab tizimi ishi hisoblanadi. Nafasning hosil bo‘layotgan
tebranish chastotasiga hech qganday aloqasi yo‘q. Ovoz a’zolari tebranishi faqat bo‘g‘iz orqali
o‘tayotgan nervlarga javob, xolos. Qo‘shiqchi o‘zi qo‘shiq aytmay, boshgalarni tinglayotgan paytda
ham xuddi shu tuyg’ularni his qiladi. Inson tanasining o‘ziga xos anatomik, fiziologik va psixologik
xususiyati mavjudligini hisobga oladigan bo’lsak, har bir honanda va aktyor 0’z ovozini individual
tarbiyalashi kerak.

Soha vakillari 0’z ovozini individual tarbiyalashi ovoz rezonatorlarining ham ahamiyati katta.
Ovoz buklamlarining nafas bilan o‘zaro aloqasi natijasida vujudga kelgan tovushlar ovoz buklamlari
osti va ustidagi bo‘shliglar va to‘qimalar bo‘ylab tarqaladi. Qo‘shiq tovushining taxminin 80 % o‘rab
turgan to‘qimalar orqali o‘tayotganda yo‘q bo‘ladi, ularning tebranishiga sarflanadi. Havo o‘tayotgan
bo‘shliglarda tovushlar okustik o‘zgarishga uchraydi va kuchayadi. Shuning uchun bu bo‘shliglar
rezonator deb yuritiladi. Yuqori va ko‘krak rezonatorlar farqlanadi. Ovoz buklamlaridan yuqorida
joylashgan barcha bo‘shliglar yuqori rezonatorlar deyiladi. Bo‘g‘iz va ovoz bo‘shlig‘i nutq ovozlarini
hosil qgiladi, ovozni kuchaytiradi, uning tebranishiga bevosita ta’sir qiladi. Bosh rezonatorlar ovozni
to‘g‘ri hosil qiluvchi ko‘rsatgich sanaladi. Ko‘krak rezonatori ovozga to‘la va hajmli jaranglilik hosil
qiladi. Bu jarayonda me’yor ham muhim, ko‘krak rezonatorini ortiqcha ishlatish jaranglilikni
og‘irlashuviga, intonatsiyaning pasayishiga olib keladi.

Aktyor va boshlovchi uchun bu bobdagi material murakkab va zerikarli bo‘lishi mumkin.
Shuning uchun anatomiya bilan bog‘liq aniq masalalarga fagat zaruriyat tug‘ilganda murojaat qilgan
ma’qul. Ovoz va qo‘shigni o‘rganishga birinchi gqadam qo‘yayotganlarni quruq anatomik
ma’lumotlar bilan qo‘rqitib qo‘yish yaxshi emas.
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Mazkur masalada nafas va nafas mexanizmining ham o’rni bor. Bu borada mashhur vocalist,
pedagog F.Lamperning: “Qo‘shiqchi ovoz tarbiyasini dastlabki ovoz bilan emas, balki aql bilan
ishlash lozim, agar ovozni charchatib qo‘yilsa, uni hech qanday vosita bilan tiklab bo‘lmaydi. Yaxshi
aql - muvaffaqiyatli ish garovi, u ham yaxshi ovoz kabi muhimdir”.

Nafas qo‘shiqchilik asosi hisoblanadi. Yaxshi qo‘shiq “nafas chiqarish mahorati”, buning
uchun “nafas olishga” o‘rganish kerak. Bir nafasda gapirish yoki qo‘shiq aytish uchun tegishli havo
hajmi bo‘lishi, u tomoq orqali o‘tib, “ovoz apparatlarini” jaranglashiga majbur qiladi. Albatta bu
nihoyatda sodda ko‘rsatgich, ammo bunda tovush hosil bo‘lishida nafasning muhimligini ko‘rsatish
asosly maqgsad sanalanadi. Qo‘shiq aytishda nafas faol, maqsadga yo‘naltirilgan, lo‘nda bo‘lishi
zarur. Nafas uch turga bo‘linadi:

-o‘mrov nafasi;

-ko‘krak nafasi;

- gqorin nafaslari

O‘mrov nafasi nihoyatda yuza bo‘ladi. Nafas olganda kishining yelkasi ko‘tariladi, havo
o‘pkaning ustidagina olinadi, ko‘krak qafasini kengaytirmaydi. Bunday nafas olish qo‘shiq aytish
uchun yaramaydi. Qo‘shiqchi ko‘krak gafasi to‘ladigan qilib nafas olishi kerak, yelka osoyishta va
bel to‘g‘ri bo‘lishi kerak. Nafas olish va chiqarishda takomilga va erkinlikka erishish uchun bu
mashqqa ko‘proq murojaat qiling. Zero, “qo‘shiq san’ati - bu nafas chiqarish san’ati” deyilishi bejis
emas. ko‘krak nafasini rivojlantiradigan bir qator soda mashqlar mavjud bo’lib, qo‘shiq poeziyasi,
rezonatorlar haqida dastlabki tasavvurlarni beradi. Bu mashqlar natijasida hosil qilingan ko‘nikmalar
vokal mashglari bilan mustahkamlanadi, ya’ni vokal mashqlariga ko‘chiriladi.

Ko‘krak nafasidan qoniqish hosil qilgandan keyingina diafragma nafasiga o’tish kerak
bo‘ladi. Mashqlar almashinuvi jarayonida shoshilish yaramaydi, negaki, vaqti yetmasdan turib
diafragma haqida o‘ylash qorin mushaklarining noto‘g‘ri ishlatishga, kuchanishga olib keladi, bu
qo‘shiq ta’limi jarayonini tezlashtirmaydi, aksincha yangi nosozliklarga sabab bo‘ladi. Diafragma
tanadagi eng katta mushak bo’lib, u juda katta vazifani bajaradi. Xususan, tibbiyot xodimlari
diafragmani “vena yuragi” deb ataydilar, ko‘rinadiki, uning qon aylanishidagi vazifasi ulkan. U
ko‘krak va qorin bo‘shlig‘ini ajratib turadi, yurak va o‘pkani zararlanishdan asraydi. Yuqorida
o‘pkaga havo olinganda ko‘krak gafasi qovurg‘a va pastdan diafragma hisobidan kengayishini aytib
o‘tgan edik. Diafragma gumbazi o‘pkadagi bosim kattalashishi bilan qisqaradi va tushadi. O‘z
navbatida diafragma yuqoridan qorin bo‘shlig‘ini bosadi, shuning uchun nafas olganda qorin
shishadi. Nafas olganda qovurg‘alar yonga, qorin oldinga chiqishi shundan. Qo‘shiq nafasini amalga
oshirish uchun bel to‘g‘ri va qomat esa tik bo‘lishi kerak. Negaki, diafragma o°zining yelpig‘ichsimon
mushaklari bilan yuqori bel umurtqalariga tutashadi. Bel bo‘limi diafragma qisqarganda tayanch
vazifasini o‘taydi. Nazorat qilinadigan va tartiblanadigan nafas chiqgarish qo‘shiq nafasining eng
murakkab vazifasi hisoblanadi. Bunga diafragma nafasni egallash, bilan erishiladi, negaki, aynan u
chigarilayotgan havo oqimini boshqarishi va tagsimlashga, ko‘krak qafasining qo‘shiqchilik hajmini
saglashga yordam beradi. Qo‘shiq - bu nafas chigarish san’ati, lekin har gqanday qo‘shigchi ham bu
mahoratni egallayvermaydi. Dastlab qo‘shigning boshidayoq butun nafasni to‘la chiqarab
yubormaslikka, uni asta-sekin chiqarib, qo‘shiq oxirigacha to‘g‘ri tagsimlashni o‘rganish kerak
bo‘ladi.

Nafas mashqlaridan yana biri “shamni o‘chirish” mashqi hisoblanib, nafasni qo‘l bilan nazorat
qilib boriladi. Bir qo‘Ini qoringa, birini qovurg‘aga qo‘ying va “shamni puflab o‘chiring”, qo‘l bilan
diafragma harakatini kuzating. Siz diafragmadan havoni birdaniga chiqarib yubormay, “ushlab
turing”, sezasiz. Qorin bilan havoni tezroq chiqarishga ko‘maklashing. Qorin asta ko‘tarilayotgani,
ko‘krak qafasi nafas olishdagi kabi keng holatda qolayotganiga e’tibor bering. Nafas olishda
to‘g‘rilangan diafragma nafas chigarishda o‘z shaklini keskin o‘zgartiradi, asta-sekin o‘zining
gumbazsimon holatiga gqaytadi, aynan shu holat qo‘shiq nafasini chiqarishga yordam beradi. Qo‘shiq
aytganda ko‘krak qafasi hajmi keskin qisqarmasligi kerak, qo‘shiq nafasini chigarishning mohiyati
aynan shundaki, nafas sarflanadi, havo chiqadi, ko‘krak qafasi hajmi esa kichraymaydi. Endi “sham
o‘chirishni” tovush bilan takrorlang, ya’ni xohlagan tovushni qo‘shiq qilib ayting, qo‘l bilan nafas
chigarish “mexanizmini” kuzating. Qo‘shiq aytayotganda qorin qisilib qolmasligi va shishib
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ketmasligiga e’tibor bering. Qorin mushagi va diafragma qo‘shiq nafas chiqarilishini tartiblaydi,
ko‘krak qafasi esa ovoz chiqarayotganda oz shaklini o‘zgartirmay, uni keng hajmli, kuchli bo‘lishiga
imkon yaratadi. Aynan shu narsa vokalda diafragma tayanchi va ko‘krak qafasidan foydalanish deb
yuritiladi. Ushbu jarayonga diqqat bilan e’tibor berilsa, talaba diafragma nafasi mexanizmini tez
tushunib oladi. Ta’limning bu bosqichida vokal topshiriglari sodda bo‘lishi kerak, shunda talaba o‘z
oldida turgan vazifa va qiyinchiliklarni tushuna oladi.

Diafragma nafasi texnikasini egallash qo‘shiq aytayotganda nafasni bir tekis, yaxshi bosim
bilan chiqarish imkonini beradi, shu bilan tovush jarangli va silliq bo‘lishiga erishiladi. Havoni asta-
sekin chiqarish uning to‘la tovush to‘lginiga aylanishiga imkon beradi. Nafasni to‘la tovushga
aylantira olish qo‘shiqchilik nafasini boshqara olish mahoratidan darak beradi. Nafasni boshqara
olmaydigan qo‘shiqchilar odatda o‘pkasini to‘latib nafas oladi-da, qo‘shigning boshidayoq uni
chiqarib yuboradi. Nafas tovushni qo‘llaydi, u tovushda takomillashmaydi va bunda qarama-
qarshiliklar yo‘q, negaki bu o‘zaro muvofiq ravishda takomillashuvchi jarayondir. Tovushsiz
qo‘shiqchilik nafasini rivojlantirish mumkin emas va aksincha, bo‘lishi ham mumkin. Maxsus
mashqlar mushaklarni mustahkamlaydi, rivojlantiradi, qo‘shiqchilik nafasi haqida tasavvur beradi.
Qo‘shiqgchilik nafasini otilib chiqayotgan favvora oqimiga o‘xshatiladi, u tinimsiz otilib turganligi
tufayli ustidagi yengil to‘pni tushirmay, ushlab turadi. Shu asnoda tovush ham uzluksiz chigayotgan
nafas yordamida ushlab turish lozim. Agar matn uzunroq bo‘lsa, qorin pastidan siqiladi, shu asnoda
nafasning qolgani ham chiqgariladi va matn oxiriga yetkaziladi. Qo‘shiq aytishni o‘rganayotganda
nafasni ko‘rsatishdan osoni yo‘q, nafasga tayanish va chiqarishni tushuntirish qiyinroq. Ba’zi
qo‘shiqchilar umrining oxirigacha ham “nafasda qo‘shiq aytish” nimaligini bilmaydi. Boshlovchi
hamda qo‘shiqchilar nafasni matnning oxirigacha yetkazishni bilmaydi. Nafas chiqarishni
takomillashtirish uchun vokal mashgqlari juda sodda, osoyishta bo‘lishi kerak. Ularni tekis tovushlar
ishtirokida kuylash lozim. Bu paytda eshitish va mushaklarni nazorat qilish muhimdir. Qo‘llar bilan
jarayonning to‘g‘riligi nazorat qilib boriladi. Sodda nafas mashqlari vokal bilar uyg‘unlashtiriladi.
Talaba tovushlar talaffuzini tamomlashi bilanoq, ko‘krak yoki diafragma qismidagi butun havoni
chigarib yubormasligi kerak. Bunga erishish ancha qiyin, lekin bu mukammal kuylashning yagona
yo‘lidir. Qo’shiq shaklini saqlash ustidan nazorat va pauza paytida avval sarflangan nafasni to‘xtatish
texnikasi silliq, ixtisoslik tovushi kafolatidir. Qo‘shiq jarayonida vokal shaklini saglash uchun musiqa
istilohi va tovush tugaganidan keyin ham nafas zahirasi saqlanib qolishi kerak. Bunda har bir yangi
nafas avvalgisi ustidan gatlam hosil qiladi va qo‘shiq aytish chog‘ida yangi nafasni tez olish imkoni
yaratiladi.

XULOSA

Boshlovchi hamda qo‘shiqchilarda nafas sust yoki jadal bo‘ladi. Sust nafas esa yetarli
rivojlanmagan mushaklardan darak beradi. Jadal nafas esa mushaklarning faollashuvini ko‘rsatadi,
ortiqcha qayta-qayta nafas olinadi, tovush shovqiniga qorishib ketadi. Shovqinga kelsak, u ovoz
a’zolari qatlamini yetarli takomillashmaganidan, traxeya va bronxlardan ovozni me’yordaoqib
chigmayotganligidan kelib chiqadi. Shovqgindan qutilish uchun qo‘shiqchi e’tiborini nafas olish
chog‘ida shovqinga garatadi. Yaxshi esnash va chuqur, osoyishta nafas shovqinsiz nafas olishga
yordam beradi.

Yuqoridagi mashgqlar natijasida ovoz shakllanib sayqallanib boradi natijada aktyor va xonanda
jodi 0’sib boradi.

FOYDALANILGAN ADABIYOTLAR

M.3OpmaroB. AnbaHaBuil XoHaHJATHK. - 1., 2003.

X.Ucpounosa. AnbanaBuit xopuzauk canbaru. -1., 2007.

V.PacypoB. AHbaHABHil XOHAHJANMMKIAH YKUTHII MeToauKacH. -T., 2007.

C.bermatoB. Xoduznuk canbatu. -T., «Mycuka», 2007.

Talaboyev, A. N., & Azizov, S. S. O. G. L. (2023). OPERA JANRINI PAYDO BO °‘LISHI
BOSQICHLARI VA UNI JAXON MUSIQIY IJROCHILIGIDAGI TARIXTY AHAMIYALI
Oriental Art and Culture, 4(1), 449-456.

Nh W=

54



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

6.

10.

11.

12.

13.

14.

O‘G‘Li, U. B. A., & Talaboyev, A. N. (2023). MUSIQA MAKTABLARINING OVOZ
SOZLASH DARSLARIDA MAQOM PARDALARI VA NAMUDLARDAN
FOYDALANISH. Oriental Art and Culture, 4(1), 344-347.

Xaiimapos, A. (2023). OBO3 XOCWJI BYJIUII AHATOMMSCH. Oriental Art and Culture,
4(6), 517-521.

Haydarov, A. (2023). X. SOBIROVA SAN’AT TA’LIMI JONKUYAR USTOZI. Oriental Art
and Culture, 4(4), 71-74.

Kurbanova, M., Ismoilova, M., & Ahmedov, R. (2022). The Past And Present Of Women’s
Art. Journal of Positive School Psychology, 2526-2529.

Yunusov, G. O. Y. (2023). “TANOVAR” ASHULASINI IJRO ETGAN USTOZ
SAN’ATKORLAR. Oriental Art and Culture, 4(6), 449-453.

Yunusov, G., & Mirzaev, A. (2022). A Look at the History of Uzbek Music.
INTERNATIONAL JOURNAL OF INCLUSIVE AND SUSTAINABLE EDUCATION, 1(5),
50-58.

Akbarov, T. (2023). VOKAL FANINING ASOSIY MAQSAD VA VAZIFALARI. Oriental
Art and Culture, 4(3), 446-449.

Juraev, 1. (2022). Development Factors of the Art of Singing in Uzbek and World Scenes.
INTERNATIONAL JOURNAL OF INCLUSIVE AND SUSTAINABLE EDUCATION, 1(6),
162-164.

Ismoilova, M. (2022). The Importance of Fret in Uzbek Folk Music. Pindus Journal of Culture,
Literature, and ELT, 2(5), 39-43.

55



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

ISSN: 2181-9297
www.tadgiqot.uz

"% JOURNAL oF woRD ART

o s

Munojatxon Asqarova Xusanovna
asqarova.munojatxonl9@gmail.com

O‘zbekiston davlat san’at va madaniyat institutining
Farg‘ona mintagaviy filiali o‘qituvchisi

HOMIL YOQUBOV O‘ZBEK MUMTOZ ADABIYOTINING YETUK TADQIQOTCHISI

d  https://doi.org/10.5281/zenodo.00000000

ANNOTATSIYA
Adabiy tanqidning paydo bo‘lishi va rivojlanishida kitobxonning ijtimoiy estetik ehtiyojlarining o‘rni
katta. Badiiy asarning paydo bo‘lishi bilan unga baho berilishi uning qimmatini belgilagan. [Imiy-
estetik tafakkur mahsuli sanaluvchi adabiy tanqid so‘z san’ati sifatida dunyoga kelib, shakllanish va
rivojlanish jarayoniga kirgan hodisadir. Adabiy tanqid harakatdagi estetik tafakkur tarzida adabiy
jarayon mohiyatini tahlil gilish va baholash xususiyatini kasb etgan. San’at qanchalik ichki xilma-
xillikka ega bo‘lsa, tanqid ham o‘sha sohalarga tegishlilik kasb etadi. Aslida adabiy tanqidga, badiiy
asarni tahlil va talqin etishga hamma zamonlarda zarurat bo‘lgan. Mazkur maqolada adabiyotshunos
olim va munaqqid Homil Yuoqubovning mumtoz adabiyotdagi ijodiy ishlari haqida mulohaza
yuritilgan.
Kalit so‘zlar: munaqqid, adabiyotshunos, proza, lirika, dramaturgiya, adabiy-tanqid, aruz, qofiya,
adabiyot nazariyasi, mumtoz adabiyot

XAMWJIb AKYBOB IEPEJOBOM UCCJIEJOBATEJb Y3BEKCKOM
KJIACCHUYECKOU JIMTEPATYPBI

AHHOTALUA
B BO3HHMKHOBEHUM U Pa3BUTHH JIUTEPATYPHONW KPUTUKHU OOJBIIYIO pPOJIb HIPAOT COIMAJIbHBIE
ACTeTUYEeCKue MOoTpeOHOCTU uuTaTend. LleHHOCTh Mpou3BeAECHUsS HCKYCCTBa OINPEHENseTCs €ro
TBOpeHHeM. JIureparypHasi KpUTUKA, CUUTAIOLIASICS TPOYKTOM HAayYHO-ICTETUYECKOTO MbIILJIEHUS,
MpEJCTaBIseT cO00M SBJICHUE, TPUIIE/IIee B MUP KaK MCKYCCTBO CJIOBAa M BOIIE/IIEE B MPOIECC
CTaHOBJIEHUS U pa3BUTHs. JluTeparypHas KpUTHKa IpHoOpersa OCOOCHHOCTh aHalM3a U OLEHKU
CYIIHOCTH JINTEPATYypPHOTO Tporiecca B (hopMe ICTETUIECKOTO MBIIUICHUS B IecTBUU. [10CKOIBKY
HCKYCCTBO 00J1ajaeT BHYTPEHHUM Pa3HOOOpa3neM, KPUTHKA TaKKe MPUHAMISIKUT K STHM 001acTsM.
JluteparypHasi KpuUTHKa, aHAIU3 M MHTEpPIpETalus MNPOU3BEACHUH HCKYyCCTBa Bcerjga ObLIn
HeoOXoMMBL. B TaHHO# cTaThe paccMaTpUBAETCs TBOPUECTBO JIMTEPATYPOBEAA U KPUTHKA XaMUIIS
SxyOoBa B KJIaCCHYECKOH JIMTEpaType.
KuroueBble cjioBa: KpUTHK, IUTEPATYPOBE, IPO3a, JIUPUKA, IpaMaTyprus, JIUTepaTypHas KpUTHKA,
ayuieropusi, pudma, TeOpUs JIUTEPATYPHI, KIIACCUIECKast JINTEpaTypa
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KHAMIL YAKUBOV ADVANCED RESEARCHER OF UZBEK CLASSICAL
LITERATURE

ABSTRACT
In the emergence and development of literary criticism, the reader's social aesthetic needs have a great
role. The value of a work of art is determined by its creation. Literary criticism, which is considered
a product of scientific and aesthetic thinking, is a phenomenon that came into the world as an art of
words and entered the process of formation and development. Literary criticism acquired the
characteristic of analyzing and evaluating the essence of the literary process in the form of aesthetic
thinking in action. To the extent that art has internal diversity, criticism also belongs to those areas.
Literary criticism, analysis and interpretation of works of art have always been necessary. This article
discusses the creative works of literary scholar and critic Hamil Yuqubov in classical literature.
Key words: critic, literary critic, prose, lyric, dramaturgy, literary criticism, allegory, rhyme, literary
theory, classical literature

KIRISH

Zamonaning har bir davrida adabiy jarayonda of‘zining original tahlil usullariga, xos
dunyoqarashi va uslubiga ega munaqqidlarga ehtiyoj bo‘lgan. Bosilib chiqayotgan har ganday
kitobga taqriz yozish, ora - orada uyushtiriladigan yubiley anjumanlarida umumqarsakbozlikka jo‘r
bo‘lish bilan adabiyotshunos munaqqid bu ijod sohasida o‘z qalbi va qiyofasini yaqqol ko‘rsata
olmaydi. Adabiy tanqid murakkab ijoddir. Zero, adabiy tanqidchining ijodini o‘qigan kitobxon badiiy
asar mohiyatini, adabiy haqiqatni anglashi kerak. Aslida adabiy tanqidga, badiiy asarni tahlil va talqin
etishga hamma zamonlarda zarurat bo‘lgan. Bejizga Bahodir Karimov “Ijod ahli 0°zi yozgan badiiy
asar bahosi bilan qiziqadi; munosabat kutadi. Yozgani to‘g‘risida mulohaza - ko‘proq maqtov yoki
tanqidlar eshitish - bu ojizona tuyg‘u har ganday soha ijodkori tabiatiga xosdir”, deb e’tirof etmagan.

USULLAR

Homil Yoqubov o‘zbek mumtoz adabiyotining yetuk tadqiqotchisi mavzusini yoritishda
qiyosiy tahlil, adabiyotlar tahlili, ma’lumotlar yig’ish va gayta ishlash metodologiyalaridan
foydalanildi.

NATIJALAR

Chin munaqqid yoki adabiyotshunos bo‘lish uchun ilm va izlanish, iste’dod, estetik did,
tushunish, saralash qobiliyati kerak. Badiily asarni o‘qish uchun vaqt, baho berish uchun keng
qamrovli dunyogarash, nazariy bilim, hayotiy tajriba lozim. Ushbu talablarning barchasi Homil
Yoqubov shaxsiyatida jamdir. Munaqqid haqida og‘iz juftlashdan avval shuni ta’kidlab o‘tish
kerakki, uning ilmiy salohiyati qanchalar keng va muhokamabop bo‘lsa, shaxsiy hayoti, inson
ehtiyojlari, orzu-maqsadlari haqidagi ma’lumotlar ko‘lami shunchalik tordir. O‘zbekiston(SSSR)da
xizmat ko‘rsatgan fan arbobi, filologiya fanlari doktori, professor Homil Yoqubovning ham hayot
yo‘li ko‘p jihatdan adiblarnikiga o‘xshashdir. U 1907-yilning sentabr oyida Toshkentda o‘rtahol
dehqon oilasida tavallud topgan. Savodini o‘sha davrning oldi maktabi hisoblangan yangi usuldagi
“Rahimiya” maskanida chiqargan. Keyinroq “Namuna” maktabiga o‘qishga kiradi. O‘sha yillari
mamlakatimizda “Oktabr inqilobi” ro‘y berib, hokimiyat sovetlar qo‘liga o‘tadi. O‘z-0°zidan ta’lim-
tarbiya va o‘qitish metodikasida katta o‘zgarishlar yuzaga keladi. Ushbu jarayonlar jonli sahnasida
bo‘lajak munaqqid ulg‘ayadi. Shuni ham aytib o‘tish kerakki, inqilob natijasida “Namuna” maktabi
“Navoiy” nomidagi ta’lim-tarbiya texnikumiga aylantiriladi. Ayni shu texnikumda Oybek, ko‘plab
tarixiy-biografik asarlar muallifi Mirkarim Osim, texnika fanlari doktori G‘afur Rahimov, geograf
olim Muhit Qoriyevlar ta’lim olgan. Ana shunday ulkan salohiyati bor texnikum muhiti Homil
Yoqubov dunyoqarashi rivojlanishiga ta’sir qilmasdan qolmagan. Olim haqida mavjud
ma’lumotlardan shuni ko‘ramizki, u 1924-yilda “Lenin komsomoli” safiga qabul qilingan. Aslini olib
qaraganda ushbu harakat o‘sha davr siyosiy qiyofasini ko‘rsatishning o‘ziga xos shaklan milliy,
mazmunan sotsiolistik, ruhan baynalminal harakati bo‘lgan xolos.

Homil Yoqubov hayot va ijod yo‘liga nazar solar ekanmiz uning ongini ikki soha zabt
etganiga guvoh bo‘lamiz. Birinchisi aniq fanlar bo‘lsa, ikkinchisi adabiyotdir. Ammo umrining eng
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gashtli onlarini bezab, hayot yo‘lida muhim iz qoldirgan shubxasiz adabiyot bo‘lgan deb aytish
mumkin. Ammo uning adabiyot maydonida munaqqid sifatida o‘z o‘rniga ega bo‘lishi oson
kechmagan. Bu haqida uning yaqin do‘stlaridan birt Mamarasul Boboyev quyidagicha xotirlagan:
“Adabiy tanqidchiga menimcha hamma narsalardan ham oldin, chuqur bilim, keng mushohada va
xolislik kerakdir. Homil Islamovichda zehn ham, bilim ham-hammasi mavjud... ijodi ko‘p qirralidir...
Uni ko‘pgina tanqidchi va adabiyotshunoslardan o‘z fikridan chalg‘itish mumkin emasligi fazilati
ajratib turadi. U o‘zining “Adabiy tanqidchi” degan sharafli kasbini oshna-og‘aynichilikka yoki
xushomadgo‘ylikka, hatto moddiy manfaatga hech gachon qurbon gilmagan. Bu sobit tanqidchi
shiddatli hujumlarga uchraganida ham, ba’zi kamsitishlarga duchor bo‘lib yurgan paytlarda ham
tog‘day chidam bilan turishini bir necha bor ko‘rganman” - deydi. Adabiyot olami vakillariga
shunday muammoli va murakkab yo‘lni bosib o‘tish tom ma’noda tabiiy jarayondir. Ijodkor
sinovlarda toblanib, uning quroli bo‘lgan mashaqqatlarda sayqal topadi. Homil Yoqubov ijodi ham
bundan mustasno emas. Dastavval bo‘lajak munaqqidni adabiyotning sehrli olami, jo‘shqinligi,
tabiiyligi o‘ziga oshufta gilgan bo‘lsa ne ajab. Uning ta’sirida Homil Yoqubov bir qator she’rlar,
ba’zan yozuvchilarga taglidan poemalar qoralagani unga yaqin bo‘lgan odam borki, barchasiga
ma’lum. Balki shularning ta’siri, qonidagi ijodiy jo‘shqinlik ham uning adabiy tanqidchilik
faoliyatining muvaffaqiyati kaliti bo‘lgandir. Uning ilk yutuqlaridan biri, yuqorida ta’kidlaganimiz
maktabdoshi, do‘sti Oybekning ikkinchi kitobi - “Ko‘ngil naylari”’ga yozgan taqrizi bo‘lgan. Ushbu
voqeaga tanqidchining ilk ammo dadil va jiddiy qadami sifatida qaralishi lozim bo‘lgan o°sha taqriz
“Qizil O‘zbekiston” gazetasining 1927-yil 16-avgustdagi sonida “Oybek va uning she’rlari” nomi
bilan chop etilgan.

O‘zining ilk gadamlaridan ruhlangan munaqqid yangidan yangi maqolalarini yozishga
kirishib ketadi ammo noma’lum sabablarga ko‘ra ularning chop etilishi cho‘zilib ketadi, yoki
qog‘ozlarda qoladi. Ammo ba’zi munaqqidlar va olimlarning gator ishlariga nazar soladigan bo‘lsak,
1932-yilda sovet hukumatining nashriyot ishlari va adabiy-ijjodiy jarayon ishini yaxshilash,
tanqidchilikka e’tibor berish to‘g‘risidagi ko‘rsatmasi berilgan. Balki shu sababdan ushbu yillardan
keyingi gazeta va jurnallarni varaqlasak qator adabiy-tanqidiy maqolalarga ko‘zimiz tushadi. Huddi
shunday Homil Yoqubov ishlariga ham. Bunga misol qilib uning ilk tanqidiy-ijodiy faoliyatini
xarakterlovchi Mirkarim Osim bilan hamkorlikda yozilgan “G‘afur G‘ulom hikoyalari” (1932),
“Zafar nishoni (1932)” taqrizlarini keltirish mumkin.

Homil Yoqubov ilmiy-ijodiy faoliyatini bosqichma-bosqich belgilab oladigan bo‘lsak, uning
birinchi davrini taqrizlarga, ikkinchi davrini maqolalar, uchinchi bosqichni ilmiy tadqiqotlarga
bo‘lish mumkin. Bundan ko‘rinib turibdiki u o‘z faoliyatini oddiydan murakkabga puxta ishlab olib
chigqan. Har bir jjodkor faoliyatini noldan yuzgacha tadqiq etgan, o‘rgangan, ta’bir joiz bo‘lsa xis
qilgan, har bir qahramon obrazida yashagan. Uning bu bosqichdagi faoliyatini Berdiali Imomov
asosan o‘tgan asrning o‘ttizinchi yillari birinchi yarmi bilan chegaralanadi deb hisoblaydi.
Munaqqidning 1936-yili nashr etilgan “Ijodiy o‘sish yo‘lida” kitobidagi “Uyg‘un ijodiyoti”, “G*afur
G‘ulom ijjodiyoti”, “Hamid Olimjonning 1jodiy yo‘li” ilmiy maqolalari yosh tadqiqotchi ijodining
jiddiy burilish nuqtasi deb belgilaydi. Bizningcha esa bu jarayonga boshqa rakursdan qarash
qulayroq. Sababi munaqqid 1jodiy o‘sish nuqtasi mavzular ko‘lami va tadqiqot obyektining davr va
vaqt nuqtay1 nazaridan belgilandi. Misol uchun Homil Yoqubovning faqat o‘z zamonasi yozuvchilari
asarlariga yozgan taqriz va maqolasining o‘zigina uning faoliyatining perepitiyasini yasab bermaydi.
Uning ijodiy kulminatsiyasi ham bo‘la olmaydi. Sababi Homil Yoqubov ilmiy - ijodiy faoliyat
doirasi, tadqiqotchilik ko‘lami g‘oyat keng va rang - barang. O‘zbek adabiyotining ko‘zga ko‘ringan
bironta yirik namoyandasi yo‘qki, ular to‘g‘risida yoki ularning asarlari haqida Homil Yoqubov o‘z
fikr - mulohazalarini bildirib asar yozmagan bo‘lsa! Olimning Hamza, Abdulla Qodiriy, Sadriddin
Ayniy, G‘afur G‘ulom, Hamid Olimjon, Abdulla Qahhor, Uyg‘un, Nazir Safarov, Sharof Rashidov,
Mamarasul Boboyev, Asqad Muxtor va boshqa bir qator adiblarimiz ijodi, ularning muayyan asarlari
hususidagi o‘nlab maqola, taqriz va monografiyalari masalaga nazariy fikrlash va dalillash kuchining
asosliligi, kuzatishlarning sinchkov va originalligi, qisqasi, ilmiy - nazariy saviyasining yuksakligi
bilan diqqatga sazovordir. Homil Yoqubov tadqiqotchilik faoliyati g‘oyat ko‘p qgirrali ekanini o‘zbek
adabiyoti vakillariga, turli janr namunalariga bag‘ishlangan asarlaridangina emas, balki ilmiy - ijodiy
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faoliyati davomida o‘zbek klassik shoirlari, rus va Yevropa adabiyoti namoyandalari V.Shekspir,
M.Servantes, A.S.Pushkin, V.G.Belinskiy, N.V.Gogol va boshqalar haqida yozgan maqolalaridan
ham bilsa bo‘ladi.

Uning eng salmoqli ishlari mumtoz adabiyot tadqiqida ko‘zga tashlanadi. Jumladan Alisher
Navoiy, Zahiriddin Muhammad Bobir, Muqumiy, Turdi Farog‘iy kabi katta potensial egalarining
munozarali ijodiy yo‘lini o‘ziga xos tadqiq eta olgani uning faoliyati negizini va munaqqidlik
cho‘qqisini belgilaydi. Olimning faoliyatida klassik adabiyot masalalari yoritilgan boshqa talay
asarlari ham borki, ular mamlakat filologiya ilmini boyitish ishiga munosib hissa qo‘shgan. Jumladan,
“Alisher Navoiyning “Xamsa”si”, “O‘zbek adabiyotining faxri”, “Navoiyning ‘“Sab’ai sayyor”
dostoni”, ““Sab’ai sayyor’da shahar qatlamlarining obrazi” kabi mumtoz adabiyotimiz vakillari
jjodiga bag‘ishlangan maxsus maqola va risolalari yaratilgan. Navoiy ijodiga bag‘ishlangan ko‘lami
katta qator 1lmiy tadqiqotlarni ham yaratgan. Olimning “Saylanma” kitobida berilgan Davr va siyosat
nuqtayi nazarini ham inobatga olib, tarixiy haqiqatlarni bor bo‘yicha ko‘rsata olish, jimjimador va
yuzaki so‘zlardan foydalanmay ijodkorlar ruhiyatiga nazar solgani uning mumtoz adabiyotning ham
tom ma’nodagi muxlisi, mutaxassisi egasi ekanini ko‘rsatadi.

Badily adabiyot o‘zida hayotning hamma jabhalarini aks ettirishi bilan go‘zal va
mukammaldir. Uning sarchashmasidan adabiyot ixlosmadlari suv ichsa, yosh ijodkorlar ma’naviy
ozuqa oladi. Atoqli shoir va nosirlardan tortib, yosh qalamkashlarning ijodiy o‘ziga xosligini xalqga
ko‘rsatib beruvchi, ta’bir joiz bo‘lsa yetkazib beruvchi bu - adabiy tanqidchidir. Adabiy tanqidchilik
kasbining ikki muhim qirrasi bor: bugungi adabiyot masalalari bilan qiziqadi va adabiyotshunos
sifatida klassik me’ros javohirlari xazinasi sirlarini ochishni 0z oldiga asosiy maqsad qilib qo‘yadi.
Homil Yoqubov har ikkala sohada ham shuhrat topgan olimdir. Uning bir qator buyuk ijodkorlarning
adabiy me’rosini tadqiq etgan materiallari bugungi kun adabiy tanqidchiligining negizi bo‘lib xizmat
qilmoqda. Tadqiqotchi mahoratini ko‘rsatish borasida, badiiy so‘z sehrining serqirra jilosini,
san’atkorona bezagining boyligini nafis ochish jihatidan olimning Bobur ijodiga bag‘ishlangan
tadqiqoti ko‘pchilik kasbdosh va adabiyot ixlosmandlari og‘ziga tushganida ham ko‘p gap bor.
Odatda iste’dod bilan yozilgan badiiy asar, katta - kichikligi va muallifining yozishidan, janridan
qat’ly nazar, bir umrga o‘lmas, original, hamisha ardoqli, demakki, klassik namuna bo‘lib qoladi.
Ana shunday mohiyatga molik namunalar badiiy so‘z san’ati borasidagina emas, ilmiy kashfiyot
bobida ham, fan bilan badiiy ijodni bir - biriga payvand etgan adabiyotshunoslik olamida ham
uchraydi. Yugqorida keltirilgan adabiyot muhitida o‘sgan, ularning ajoyib asarlari taftida kamolga
yetgan Homil Yoqubovning dastlab alohida kitobcha shaklida nashr etilgan “Zahiriddin Muhammad
Bobur” nomli tadqiqotini shunday asarlar jumlasiga kiritish mumkin.

Tanqidchi bu asarda XV asr oxiri va XVI asr boshlarida yashagan shoh va so‘z san’atkori
Bobur ijodini asosan uchta aspektda tadqiq etadi: shoirning hayoti, mashhur “Boburnoma” asari
hamda lirikasining tahlili. O‘z qismatining murakkabligi va ijodining ahamiyatiga ko‘ra
adabiyotimizda alohida ajralib turadigan Bobur shaxsining o‘rnini, tarixdagi mehnatini belgilashda,
unga baho berishda H.Yoqubov adabiyot qoidalari va ta’limotlariga qat’iy suyanadi. Tadqiqotda
“feodalizm davrida o‘zaro urushlarni tugatishga intilgan maorifparvar podshohning amaliy ishi ham
tarixiy nuqtayi nazardan progressiv harakat™ bo‘lishini asos qilib oladi. Homil Yoqubov yozuvchi
biografiyasini yoritishda eng avvalo Bobur asarlaridagi asosli faktik materiallar bilan birga ilm ahli
o‘rtasida katta mavqgega molik mo‘tabar manbalarga, xususan, mashhur tarixnavis Xondamir, jahon
miqiyosidagi olimlardan G.Vamberi, V.Bertold ham Yakubovskiy asarlariga murojaat etadi.
Tadqiqotchi shu vaqtgacha yaratilgan ko‘pgina ishlardan ijodiy foydalanish, manbalarni sinchkovlik
bilan o‘rganish va ularni mohirona o‘zlashtirish natijasida Bobur hayotining shoh va shoir sifatidagi
butun murakkab qirralarini ko‘z o‘ngimizda gavdalantiradi. Tadqiqotda ta’kidlanganidek, Boburning
jjodkor sifatida ulug‘ shoir Lutfiyning ajoyib jo‘shqin lirikasi, Sakkokiyning go‘zal she’rlari,
Atoyining durdona satrlari, buyuk Navoiyning genial asarlari bilan bezalgan juda boy va uzoq asrli
adabiy tradisiyaga ega bo‘lgan benazir me’ros negizida qad ko‘tardi. U o‘zining eng yirik asari
“Boburnoma” bilan o‘zbek adabiyoti xazinasiga bebaho hissa qo‘shgan. Jahonning juda ko‘p
tillariga, xususan, rus, ingliz, fors, fransuz va golland tillariga to‘la, shuningdek, yana boshqa bir
gancha tillarga qisman tarjima qilingan bu asar olim tomonidan qunt bilan tahlil qilingan. Muallif
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asardan olingan aniq misol va dalillar vositasida “Boburnoma” ensiklopedik, memuar xarakterdagi
asar sifatida XV asrning oxiri, XVI asr boshlaridagi O‘rta Osiyo tarixini tekshiruvchilar uchun
hozirgacha eng qimmatli material bo‘lib kelganligini ta’kidlab o‘tadi. Homil Yoqubov unda
zamonanining turli - tuman va murakkab hodisalari, ilmiy yutuqlari, maishiy lavhalar, esdaliklar
san’atkorona xususiyatlar bilan chatishib ketishi orqali maroqli, sodda va ma’nodor qissalar shaklini
olganini, kishilar xarakteriga xos sifatlarning chizib berilishini, bu bilan uning klassik o‘zbek prozasi
tarixida yuqori o‘rin olishini asosli ravishda ko‘rsatib bergan. Shuningdek u asar tilining aniq, sodda,
ravon, tabiiy, lo‘nda, ixcham va go‘zal, o‘sha vaqtdagi ilg‘or shevalarga xos leksika bilan alogadorligi
hayratda qoldirishini ilhom va idrok kuchi vositasida ochadi, ilmiy ruhda izohlaydi. Tanqidchi
“Boburnoma”ni, manbalarga asoslanib, jahonshumul Sezarning “Galliya urushlari haqidagi
maktublari” nomli kommentariylari bilan dadil tenglashtiradi va o‘z mulohazalarini quyidagicha
yakunlaydi: “Boburnoma” ham oddiy material bo‘lish darajasidan o‘zib ketdi. Uning adabiy - badiiy
saviyasining baland bo‘lishi - butun jahon adabiyoti tarixi xazinasiga uni tarixiy va badiiy jihatdan
mislsiz go‘zal haykal, o‘lmas me’ros qilib qo‘shib qo‘ydi”.

Homil Yoqubovni mohir adabiyotshunos sifatida xarakterlovchi xususiyatlardan biri
mulohazalarining uyg‘unligida, asoslash va ishontirish mantiqining kuchliligida, talginda tildan
mahorat bilan foydalana olishida ko‘rinadi. Aynigsa, muallif dastxatiga xos uslubdagi ravonlikni,
tilida obrazli ifodalardan o‘z o‘rnida, me’yorida, ilm - fanga mansub etika doirasida chechan
foydalanishini qo‘shsak, uning tadqiqotlari o‘qishli bo‘lib, kitobxonni ergashtirishi o‘z - o‘zidan
anglashiladi. Olimning aksar yuqori saviyali tadqiqotlariga mansub bunday xususiyatlar uning Bobur
haqidagi ishida ham shundoqgina barq urib turibdi. Tadqiqotchi barcha janrlar namunalari xususidagi
fikrlarini maroqli, ravon va yuqori ilmiy saviyada bayon etadi. Ammo u poeziya, xususan, lirik asarlar
ustida bahs ochganida tili yanada ravonlik, jo‘shqinlik kasb etadi, go‘yo u butun vujudi, fikri hayoli
bilan berilib, jo‘shib mashq chalayotgan sozanda misol she’riyat pardalarini adashmay mohirona
bosadi, yayrab - yashnab ketayotgandek tuyiladi kishiga. U Bobur lirikasining san’atkorona
xususiyatlarini ham ana shunday nozik did va ulkan bilim sohibi bo‘lib talqin etadi. Bunda tadqiqotchi
Bobir lirikasining nafosatini, o‘ziga xos badiiy sodda, yoqimtoy, dillarga moydek quyiluvchi, ravon
she’rlarining ijtimoiy - g‘oyaviy o‘zagiga, ulardagi real - hayotiy mazmun mohiyatiga - muallif
tuyg‘u va fikrlarining ko‘zgusi ekanini ochishga birinchi darajali ahamiyat beradi. Shu nuqtayi nazar
oynasida shoir lirikasi motivlaridagi shikasta, cheklangan va ziddiyatli tomonlar birma - bir, obyektiv,
borligicha ko‘rsatiladi: yuksak she’riy madaniyatga erishgan Boburning ajoyib lirikasidagi yor-u
vatanga muhabbat, vatanparvarlik tuyg‘ulari cheklanganligi, yakka, adolatli hukmdorlikni feodal
muhiti doirasida tiklash orzusida bo‘lishdek ma’lum progressiv mayllar bilan birga taqdir
yaratuvchiga ishonish, shu bilan birga tagdirdan norozilik kabi mayllar mavjudligi butun tadqiqot
ruhidan sizib o‘tadi. Shu tariqa adabiyotshunos olim turli metodologiyaga asoslanib, ulug® yozuvchi
haqida chuqur ilmiy saviyasi bilan ibrat bo‘larli ish yaratgan. Bu haqida respublikada xizmat
ko‘rsatgan fan arbobi N.Mallayev 0°z so‘zida X.Yoqubovning Boburga bag‘ishlangan ishiga alohida
to‘xtalib o‘tib: “Men Homil Yoqubovning Bobirga bag‘ishlangan asarini ilmiy saviyaga ko‘ra
nihoyatda yuqori baholayman va qadrlayman. Bu asar bilan “O‘zbek adabiyoti tarixi” darsligini yoza
turib, chinakam muloqotda bo‘ldim. Gap shundaki, darslikda Bobur haqida material aqalli Homil
Yoqubov ishi darajasiga yaqinlashishi kerak edi. Bunga erishish nihoyatda mahol bo‘ldi. Olimning
asarini qayta - qayta o‘qidim, yana boshqa olam - jahon manbalarni ko‘zdan kechirdim. Bari bir, ko‘z
o‘ngimda, qarshimda haligi ish 0z saviyasining yuqoriligi va salobati bilan ko‘ngdalang bo‘lib, shu
darajadagi ish yozishga da’vat etib turardi, deya e’tirof etadi.

HULOSA VA MUHOKAMA

Adabiyotshunos olim klassik adabiyotimiz vakillari ijodidagi xalqchillik, demokratizm,
realizm prinsiplarini, badiiy mahoratini ular yashagan davrning tarixiy, adabiy voqealari bilan uzviy
bog‘liq ravishda tekshira borib, umumlashma xulosalar chiqaradi. O‘tmishdagi shoirlarimizning
buyukligi sirlari, xalq manfaatlarini ko‘zlab ijod etganliklari, ularning ustoz - shogirdlikkacha bosib
o‘tgan murakkab yo‘llari, shu murakkab jarayonlarni ta’minlagan omillar qiziqarli ifodalarga boy,
shirali, 1lmiy tilda ochib berilgan.
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Ayni holatda qator ijodkorlarning ishlarini tahlil qilgan Homil Yoqubovning ham salmoqli

mehnatlarini e’tirof etmaslikning iloji yo‘q. Chunki aynan tanqidchining to‘g‘ri yondashuvi sabab
bugun tabily ijod nafasi zamonaviy adabiyotshunoslik, transformatsiya bo‘lgan o‘zbek
tanqidchiligining negizi bo‘lib qolmoqda.
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ANNOTATSIYA
Mazkur maqoladi o‘quvchilarda musiqani idrok qilish va uni eshitish qobiliyatini rivojlantirish
bo‘yicha mutafakkir olim va tadqiqotchilar nazariyalari taxlil qilib o‘rganilgan. Shu bilan bir
musiqani xotira va musiqiy qobiliyatni rivojlantirish bo‘yicha metodik tavsiyalar berib o‘tilgan.
Cholg‘u ijrochiligi vositasida o‘quvchilarni tarbiya qilishdan maqsad ularni ma'naviy tarbiya qilish,
ma'nan yetuk shaxs bo‘lib yetishishlarida musiganing tarbiyaviy ahamiyatini anglab, hayotda tadbiq
qilish kabi omillarni ochib berishda mutafakkir olimlar nazariyalari yoritib o‘tilgan. Magqolaning
ahamiyatli jihati ijrochilik san'ati ya'ni musiqa san'ati dunyo bo‘ylab inson qalbini tushunishda
vositachi bo‘lib xizmat qilishi, insonlar qalbini musiqa birlashtirib turishini ham anglatadi.
Kalit so'zlar: tovush,tarbiya, cholg‘u asbobi, idrok, kuy, qo‘shiq, qobiliyat.

Mupoaua KypaeBuu XakuMoB
AHIMKAHCKUNA TOCYJapCTBEHHBIN YHUBEPCUTET

PA3ZBUTHUE CJIYXA TP UHCTPYMEHTAJIBHOM UCIIOJIHEHUH

AHHOTALUA
JlaHHas cTaThs NMOCBSIIEHA AHAIN3Y TEOPUN YUEHBIX-MBICIIMTENEH U UCCIEA0BATENEH IO PA3BUTHIO
y unuTaTeNne CnocOOHOCTH BOCIIPUHUMATh MY3bIKY U CIIbIIATh ee. [Ipu 3ToM narotcs MeToudecKue
PEKOMEH/IallMU 110 Pa3BUTHIO MY3bIKaJIbHOM MaMATH U MYy3bIKaJIbHBIX CLIOCOOHOCTEHN. B packpsiTun
TakuX (aKTOpPOB, KaKk I[eldb BOCIUTAHMSA YYAlIMXCS CPEICTBAMH HHCTPYMEHTAIBHOTO
HCIIOJIHUTENBCTBA, UX JYXOBHOE BOCIUTAHHUE, OCO3HAHNE BOCIUTATEIBLHOTO 3HAYEHUSI MY3bIKH B UX
CTaHOBJICHUH JTyXOBHO 3pEJIbIMU JIFOJIbMU U €€ IPUMEHEHUE B ) KU3HU, OCBEIIAIOTCS TEOPUHU YUCHBIX-
MbIcIIUTeNeH. BaXkHbIN acleKkT cTaThU MCIOIHUTENBCKOE UCKYCCTBO TO €CTh TO, YTO MY3bIKAJIbHOE
HCKYCCTBO MOXET CIY>KUTh IMOCPEIHUKOM B IOHMMaHHM YEJIOBEYECKOTO Cepilla BO BCEM MHpE,
TaKKe MoJipa3yMeBasi, UTo My3bIka 0OBEAUHSET cep/ua JItoIei.
KuroueBrble cjioBa: 3ByK,BOCIUTAHUE, HHCTPYMEHT, BOCIIPUSATUE, MEJIOIUs, TIECHS, CIIOCOOHOCTH.

Mirodil Jo‘rayevich Hakimov
Andijan State University

DEVELOPMENT OF HEARING THROUGH INSTRUMENTAL PERFORMANCE
ANNOTATION

In this article, the theories of the thinker scientist and researchers on the perception of music in readers
and the development of its hearing have been studied. With this, one music was mentioned by giving
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methodological recommendations for the development of memory and musical abilities. Theories of
thinker scientists have been highlighted in revealing factors such as the purpose of educating students
through instrumental performance, spiritual education of them, awareness of the educational
importance of music in their development as a spiritually mature person, and implementation in life.
A notable aspect of the article is the performing arts-that is, the art of music serves as an intermediary
in understanding the human heart around the world, and also means that the hearts of human beings
are held together by music.

Keywords: sound, upbringing, instrument, perception, melody, song, ability.

Kirish. Musiga olami cheksiz ummon kabi inson galbini 0‘z qamroviga olish kuchiga ega
ilohiy mo‘jizadir, u insonlarni yig‘latish va qalbiga shodlik olib kiruvchi vositadir. Prezidentimiz
Sh.Mirziyoev musiqa san'atini rivojlantirish bo‘yicha olib borayotgan islohatlari buning yaqqol
dalilidir. Haqiqiy san'atni, sof va boqiy musiqani faqat Parvardigori olamning marhamati bilan hazrati
Inson yaratadi[1.1].

Musiqa sadolari gaysi xalq yoki millat vakili tamonidan ijro etilmasin, eng ezgu, yuksak
va nozik insoniy kechinmalarni ifoda etadi. Mashhur tarixchi Sharofiddin Ali Yazdiy o‘zining
“Zafarnoma” kitobida Amir Temur davrida o‘tkazilgan musiqiy anjumanlar haqida to‘xtalib
“Yaxshi ovozli xonandalar kuylashni boshlab, g‘azal-u naqsh aytur erdilar. Va turk-u mo‘g‘ul,
xitoy-u arab va ajamdin har kim o‘z rasmi bilan nag‘ma aytur erdi”, degan ma'lumotlarni
keltiradi.

Mutafakkir olimlarimizdan Farobiyning (873-950) “Katta musiqa kitobi”, Ibn Sino (980-
1037) “Davolash kitobi”da “Musiqa haqida risola”, Al-Xorazmiyning (X asr) “Bilimlar kaliti”,
Safiuddin Urmaviyning (1216-1294) “Oliyjanoblik haqida kitob”, Jomiyning (1414-1492)
“Musiga haqida risola” kitoblarida musiqa ijrochiligi va xalq cholg‘ulari haqida muhim
ma’lumotlar bayon etilgan.

Musiqaning inson tarbiyasiga ta'siri uni o‘zini tutish madaniyatiga qarab ham belgilanadi. Har
bir inson ichki olamini go‘zal gilishi uchun mumtoz musiqalarni tinglashi, tovushlarning tebranish
ohanglarida ruhiy hordiq olishi tavsiyaya etiladi. Har bir oilada musiqa sozini ijro etuvchi shaxsni
bo‘lishi, uni musiqa ohanglarida ruxan va qalban pok qilib tarbiya qilish oldimizda turgan vazaflardan
biri hisoblanadi. Shunday ekan mazkur ma'suliyatli vazifani bajarishda mutafakkir olimlarimiz
ta'limotlarni ilgari surgan xolda ta'lim tarbiya berish samaralidir.

Mavzuga oid adabiyotlarning tahlili. O.Toshmatovaning “Ijrochilik san'ati tarixi”
darsligida gqadimiy cholg‘ularning yaratilish tarixi arxeologik qazilmalar natijasida topilgan va
bizgacha to‘liq cholg‘u sifatida yetib kelmagan bo‘lsa-da, ilmiy manbalarda tasviri tushirilgan bu
cholg‘ular paleolit davriga to‘g‘ri kelishi, shuningdek, ular aynan eng qadimiy insoniyat tarixida ilk
musiqa rivojining qay tarzda ekanligidan hamda umummadaniy saviyasidan dalolat berishi haqida
mu'lumotlar berib o‘tilgan[2.8].

Musiqashunos olimlarning aniqlashicha Shargning birinchi kasbiy musiqashunos, bastakor,
hoftiz va shoir Borbad ixtiro etgan barbat musiqa asbobi, «Zefarqand», «Nuhuft», «Rost», «Navro‘zy,
«Oromishi jon», «Darg‘amy», «Gulno‘sh» kabi kuy va taronalari arab hamda usmoniy turk
sozandalarining orkestr va ansambllari repertuaridan hamon mustahkam o‘rin egallab kelmoqda.
Olimlar tomonidan olib borilgan tadqiqot ishlarining natijasida Barbat o‘rdak ko‘ksiga o‘xshagan
kalta gardanli cholg‘u asbobi bo‘lib, bam, musallas, mussano, zer deb ataluvchi to‘rt tordan iborat
bo‘lgan. Keyinchalik Zalzal Roziy, Is’hoq Mavsiliy (VIII-IX asrlar) Iso Barbatiy (XI asr) va boshqa
sozanda, bastakor, musiqashunoslar barbatning tor va pardalarini, usul va shaklini
takomillashtirganlar. Ustoz bastakor Borbadning arab mamlakatlarida Bahlbat, Pahlapaz va Fahlbaz,
Borid taxalluslari bilan keng shuhrat qozonishi ham shundan dalolat beradi[3.4].

Iroda Ganievaning “Sharq xalqlari musiqa tarixi” darsligida ta'kidlanishicha R.G.Kizevetter
“Arab musiqasini manbalar asosida o‘rganish” deb nomlangan shoh asarida, sharq xalglari hamda
o‘zbek madaniyatiga tegishli 225 ta cholg‘ularning tavsifi va tasnifini hamda uning bugungi kunga
qadar o‘zining ilmiy mohiyatini saqlab kelayotganligi aytib o‘tilgan[4.9].
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Ibn Sino (980-1037) musiganing ruh bilan birgalikda tanaga ham shifobaxsh ta'sir ko‘rsatishi
haqida aytib o‘tgan. U musigani ham fiziologik, ham psixologik nuqtai nazardan o‘rgangan[5.5].

Pifagor musiqaning terapevtik ta'sirini kashf etdi. Uning ta'kidlashicha inson ertalab
uyg‘onganida qo‘shiq atish bilan boshlashi va kunni yakunida ham qo‘shiq aytish bilan yakunlashi
inson ongini va miyyasini dam olishiga olib kelishini asoslaydi. O‘z tajribasiga tayangan xolda
Gomerning she'rlarini kuylash orqali ruhini tinchlantirish usulini o‘zida isbotini ko‘radi[6.6].

Buyuk mutafakkir musiqashunos olim Abu nasr Forobiyninig ta'limotida, komil insonni
shakllantirish g‘oyasi ustuvor bo‘lib, tarbiya berishdan maqgsad-insonda go‘zal fazilatlarni
rivojlantirish va san'at ahllariga aylantirishdan iborat bo‘lgan, ushbu ta'limot bugungi kunda ham o‘z
ahamiyatini yo‘qotmaganligi bilan ahamiyatlidir[7.11].

A.Navoiy fikricha “Musiqani idrok etmagan shoir nim shoirdir” shu asnoda musiqa ilmi va
san’ati haqida buyuk mutafakkir shoirimizning “Majolis un — Nafois» asarida musiqa san'ati haqida
atroflicha yoritilganini ko‘rishimiz mumkin. Asarning 118 saxifasida Paxlavon Muxammad
G’ushtig’ir haqida baxs ketganda, uni zamonasining shirinkamol va xushsuxbatlaridan biri ekanligi
ta’kidlandi[8.750].

Musiga san’ati ibtidoly jamiyatda xalq turmushi va mexnat jarayoni bilan uzviy
bog‘langan marosimlar manbalarda qayd etilgan, bu marosim va bayramlarda cholg‘ular keng
qo‘llanilganligi, shu bilan bir gatorda, “Navro‘z” tantanalarida Tanbur, Dutor, Nay, Chang,
Rubob, Doira (Daf, Childirma) singari cholg’ularida ajoyib kuy va qo‘shiqlar ijro etishgani
zikr etilgan.

Farobiyning (873-950) “Katta musiqa kitobi”, Ibn Sino (980-1037) “Davolash kitobi”da
“Musiga haqida risola”, Al-Xorazmiyning (X asr) “Bilimlar kaliti”, Safiuddin Urmaviyning
(1216-1294) “Oliyjanoblik haqida kitob”, Jomiyning (1414-1492) “Musiqa haqida risola”
kitoblarida musiqaning tarbiyaviy ahamiyatlari haqida batafsil yoritib o‘tilgan.

Buyuk mutafakkir olimalar tomonidan olib borilgan tadqiqot ishlarini o‘rganib chiqgar
ekanmiz, cholg‘u ijrochiligi tarixi uning bugungi kundagi ahamiyati, inson ruhiyatiga ijobiy ta'siri
kabi tushunchalarni mujassam etgan xolda, musiganing inson kamolatida muhim ahamiyat kasb
etishiga bir karra amin bo‘lish mumkin.

Tadqiqot metodologiyasi. Navoiyning ta'kidlashicha “Odobli inson barcha odamlarning
yaxshisidir va barcha odamlar ichida yoqimlirog‘idir’-deydi. O‘quvchilarda musiqiy ohanglar orqali
tarbiya qilishda muhim omillardan biri, musiqani tinglash madaniyatini shakllantirishdir. Bu borada
bir qator olib borilgan tadqiqot ishlarini taxlil qilib quyidagicha sharx berish mumkin.

D. B. Kabalevskiyning musiqiy ta'lim tizimiga ko‘ra, musiqa san'atini o‘rganish, musiqa
ta'limida bastakorlik, ijrochilik va tinglash pozitsiyalari o‘rtasidagi bog‘ligliklarni bilish, musiqa va
hayot o‘rtasidagi tizimlilikni taxlil qilib borish metodlariga tayangan xolda ish olib borgan. Ishlab
chiqggan dasturlarida xalqaro g‘oyalardan foydalangan xolda tagdim etganligi tadqiqot nazariyalarini
dunyo bo‘ylab ommalashishida asosiy vazifalardan biri hisoblangan[9.7].

Romantik davrning nemis bastakori va musiqa o‘qituvchisi, yekspressionizmning taniqli
vakili Karl Orff (1895-1982) o‘zining Shulverk deb nomlangan o‘qituvchilar uchun qo‘llanmasida,
quyidagi g‘oyani ilgari suradi, barcha bolalarning iste'dodi yoki musiqaga moyilligidan qat'i nazar,
tabily musiqiy salohiyatini tushunib yetishlari kerak deb hisoblaydi. Uning musiqiy savodxonlik va
jjodkorlikni o‘rgatish uchun o‘yin texnikasining asosiy omili ritmni xis qilish, ritmik aks-sado, ritm
o‘yinlari bilan o‘ynash metodikasi, shu bilan bir qatorda instrumental musiqani yaratish, bolalar
musiqa asboblarida orkestrda ijro etish, asboblarni chalishni jamoaviy tashkil yetish usullarini ilgari
surgan[10.1].

Venger milliy musiqasi tadqiqotchisi, bastakor, o‘qituvchi va jamoat arbobi Zoltan Kodai
konseptual g‘oyalarida, musiga hamma uchun zarur, folklor san'ati orqali “ona tili” o‘rganish, xor
qo‘shiqlari orqali musiqa bilan tanishish, umumjahon musiqiy savodxonlik muammosini hal qilish
hamda musiqiy eshitishni tarbiyalash asosiy g‘oyalaridan biri bo‘lgan[11.288].

O‘quvchilarda musiqiy qobiliyatni rivojlantirish uchun uning eshitish qobiliyatini sinab
ko‘rish, ritmik usullarni tinglay olish va javob qaytarish idrokini aniqlab olish talab etiladi. Musiqa
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jrochisi uchun xotira asosiy omil hisoblanadi, musiqiy matnlarni yodda saqlab ijro etish, mazkur
musiqiy asarni omma ollida ijro etish arayonlari uchun mustahkam xotira talab etiladi.

O‘quvchilarni qobiliyati yuzasidan oxirgi xulosani berishga o‘qituvchi biroz shoshilmasligi
talab etiladi, ba'zi o‘quvchilarda ijro etish qobiliyati sekinroq rivojlanadi, uni ommaga taqdim qilish
uchun esa, ya'ni sahnada biron musiqiy asarni ijro etishligi uchun eshitish qobiliyati, musiqiy asarni
ijro etish qobiliyati, sahnada o‘zini tutish kabi bir necha vazifalarni rivojlantirish talab etiladi. Ayrim
o‘quvchilarda bu jarayonlar sekinroq rivojlanadi, chunki har bir bolaning qabsl qilish qobiliyati har
xil bo‘lganligi uchun ham har bir o‘quvchiga yakka xolda tashxis qo‘yish va rivojlantiriuvchi
mashgqlarni berish qobiliyatini rivojlantirishga yordam beradi.

Rus kompozitori N. A. Rimskiy-Korsakov “Musiqiy ta'lim haqida” maqolasida musiqiy
qobiliyatni 2 ko‘rinishini aytib o‘tgan:

1) Texnik (cholg‘uda ijro etish yoki qo‘shiq aytish)

2) Eshitish (Musiqiy eshitish)

R.Korsakovni ta'kidlashicha eshitish qobiliyatlariga garmonik eshitish va ritmik eshitish kabi
elementlar kirishini aytib o‘tadi.

Musiqiy qobiliyatlarni rivojlantirish muammosi ko‘p qirrali va xilma-xildir, chunki u nafaqat
musiqiylik, tuzilish va tashxisning tabiatiga ta'sir qiladi.

Kichik yoshdagi bolalar bilan ishlashda ularning musiqiy qobiliyatlarini o‘rganish va to‘g‘ri
tashxis qo‘ygan xolda musiqiy did va qobiliyatini shakllantirib borish bosqichma-bosqich olib
boriladi. Bugungi kunda bu muammo batamom o‘z yechimiga ega bo‘lgani yo‘q. Bunnig uchun
tadqgiqotchi olimlarimizdan musiqiy qobiliyatni rivojlantirishda gaysi metodikalardan foydalanish
talab eilishi bo‘yicha metodiklarni ishlab chiqish talaba etiladi.

Musiqiy qobiliyatni rivojlantirish uchun quyidagi uslubdan foylanish ham o‘z samarsini
berib kelmoqda:

-pedagogik va psixologikga oid adabiyotlarni taxlil qilish;

-o‘quvchilarni dars davomida kuzatish;

-o‘quvchilar bilim doirasini to‘g‘ri baxolay olish;

-musiqiy qobiliyatlarini bilish doirasida turli viktorina savollarini tayyorlash;.

Yuqorida ko‘rsatib o‘tilgan uslublarning magsadi o‘quvchilarni ma'naviy dunyoqarishini
go‘zallashtirish, musiqiy ohanglarni eshitib dunyo manzaralarini go‘zallik xolatida ko‘rib anglashi
asosiysi, atrof muhitga fagat ezgulikni ulashishi nazarda tutilgan.

Xulosa.

Xalosa qilib shuni aytish joyizki, har bir o‘qituvchining oldida turgan oliy magsad, ma'naviy
yetuk shaxsni tarbiya qilish, bu borada olib borilayotgan tadqiqot ishlari, ulardagi samarali uslublar
yosh avlodni to‘g‘ri tarbiya topishiga dasturul amal bo‘lib xizmat qiladi. Bu boradi o‘quvchilarni
musiqiy qobiliyatini rivojlantirish bilan bir qatorda ulardagi sabr, iroda matonat kabi tuyg‘ularni
shakllanishiga yordam beradi. Musiqaning ilohiy mo*jiza ekanini insondagi tarbiyaviy olamini tashqi
olamga ko‘rinshida o‘z isbotni topganini ko‘rishimiz mumkin. Shunday ekan har bir musiqa
tinglovchisi va ijrochisining ichki olamini boy bo‘lishida o‘qituvchining to‘g‘ri shakllantira olgan
musiqiy tarbiyasi asosiy mezon bo‘lib hizmat qgiladi.
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O‘ZBEK BOLALAR FOLKLOR RAQSLARI ESTETIK -
MA'RIFIY TARBIYA MEZONI SIFATIDA
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ANNOTASIYA
Ko‘p asrlik tarixga ega milliy madaniyatimiz va san'atimizning asosi hisoblangan o‘zbek bolalar
folklor ragslari yosh avlodni vatanga sadoqat, betakror qadriyatlar va an'analarga muhabbat ruhida
tarbiyalashda muhim ahamiyat kasb etadi. Ayniqgsa, mavsumiy folklor ragslari teran mohiyati, milliy
koloriti, sof xalqona ijro uslublari bilan jajji tomoshabinlarni hayratga soladi, ularni go‘zallik va
nafosat dunyosiga olib kiradi, rangin tuyg‘ularga oshno qiladi. Folklor ragslarida ifodalangan ezgu
g‘oyalar ulug® ajdodlarimizdan meros bo‘lib, ularda tabarruk zaminimiz, xalqimizning eng olijanob
fazilatlari madh etiladi. Ularning ta'sirchanlik qudrati yaxshilik va hayotsevarlikka chorlashida,
do‘stlik va qardoshlikka undashida, kichkintoylar qalbida estetik zavq uyg‘otishida yaqqol namoyon
bo‘ladi. O‘sib kelayotgan yosh avlodni milliy san'atimizga muhabbat ruhida ulg‘aytirish, rags
ta'limini yuqori bosqichga chiqarish davr talabiga aylandi. Madaniy an'analar va xalq ijodiyoti
namunalari insonlarning milliy o‘zligini shakllantiruvchi birlamchi omildir. Shuningdek, yillar
o‘tgani sayin, folklor ragslari va qo‘shiglari yanada sayqallanib, o‘ziga xos axborot etkazish va
axborot gabul qilish vositasiga aylanib boraveradi. Mazkur maqolada o‘zbek bolalar folklor
ragslarining estetik — ma'rifiy tarbiya mezoni sifatidagi jihatlari tadqiq qilinadi.
Kalit so‘zlar. tomosha, o‘yin, bola, estetik tarbiya, oila, mavsum, uslub, ifoda, folklor, lapar.

Hlyxpar ToxTacumos,
Pexrop I'ocymapcTBeHHON akagemMun
xopeorpadust Y30ekucrana, mpodeccop

Y3BEKCKUE JETCKHUE ®OJIbKJIOPHUE TAHCHU
KAK KPUTEPUM 3CTETUUYECKOD BOCIIUTAHUE

AHHOTALUA

VY30eKCcKHe JIeTCKHE HApOJIHUE TAHCH, SBJISIOIINECS OCHOBOW HAIleH HAaCHOHATHOW KYJITYpH

U UCKYCCTBa C MHOTOBEKOBOH HCTOpHEN, UrpaloT BaKHYIO POJb B BOCIUTAHUM IOAPACTAIOIIETO
MIOKOJIEHUSI B JlyXe BepHOCTH PonuHe, caMOOMTHUX ceHHOCTel U Jo0BU K TpaaucusMm. Ce3oHHUE
(OJBKIIOPHUE TAaHCH OCOOCHHO IOPAKAIOT IOHUX 3pUTENIed CBOdH TIyOOKOW CYIIHOCTIO,
HAaCHOHAJIHUM KOJIOPUTOM, YHCTO HAPOJHOU CTHIIMCTUKOM UCIIOIIHEHUS, 3HAKOMSIT C MUPOM KPacoTH
M DJICTAaHTHOCTH, TNPHOOMIAIOT K KPAacOYHMM 4YyBCTBaM. biaropojHue wuiew, BUPaXCHHHE B
(GONBKIOPHUX TaHIAX, SABISIOTCS HACIEIWEM HAIIUX BEIUKUX IMPEIKOB W  BOCIEBAIOT
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OnaropojHeiiiye kayecTBa Hauleil 61arocIoBeHHOM 3eMiIM U Hapo/a. VX cuiia BIUSHMS OYE€BU/IHA B
UX TpHU3UBE K J0OpY M KU3HEIIOOHMIO, B IOOMIPEHUH JpyKOW M OparcTBa, B NpPOOYNKICHUU
ACTETUYECKOTO yJA0BOJICTBUS B cepJicax jaeredl. BocnuTanue Moi010ro NoKojeHus B 1yxe JII00BU K
HalleMy HAaCHOHAJIHOMY MCKYCCTBY, TMOJHSITUE TaHCEBAJHOTO oOpa3oBaHUs Ha 00J€> BUCOKHI
ypoBeH crano TpeOoBaHueM BpemeHH. KynTypHue Tpaaucuu ¥ o0pa3cu HapOJHOIO TBOPYECTBA
SBJIIOTCS] BaXXKHEUIIUM (DakTOpoM (OpMHPOBAHUS HACMOHAJIHOW MJIEHTUYHOCTH Hapoja. Takxke c
rojgamu (poibKIOpPHUE TAHCHU M IECHU CTAHOBATCSA BCE 00J1€3 U3MCKaHHUMU U CTAHOBATCS YHUKATHUM
CpPEICTBOM Ilepelaud W mpuemMa HHPopmacuu. B naHHONM cTaTe paccMaTpUBAIOTCS ACIEKTH
y30€KCKUX JIETCKUX HapOAHUX TAHCEB KaK KPUTEPUM 3CTETUUECKOI0 M BOCIIUTATETHOIO BOCIIUTAHUS.
KuroueBue ciioBa. criekTakib, Urpa, pe0eHOK, 3CTETUYECKOd BOCIIUTAHUE, CEMSI, BpEMS ro/ia, CTUJIb,
aKcrpeccus, PoIabKIIop, Jamnap.

Shuhrat Tokhtasimov,
Rector of the State Academy of Choreography
of Uzbekistan, professor

UZBEKI CHILDREN'S FOLKLORE DANCES AESTHETIC -
AS A CRITERION OF EDUCATION
ANNOTATION
Uzbek children's folk dances, which are the basis of our national culture and art with a
centuries-old history, play an important role in educating the young generation in the spirit of loyalty
to the motherland, unique values and love for traditions. Seasonal folklore dances in particular amaze
young viewers with their deep essence, national color, pure folk performance styles, introduce them
to the world of beauty and elegance, and familiarize them with colorful feelings. The noble ideas
expressed in folklore dances are a legacy of our great ancestors, and they praise the noblest qualities
of our blessed land and people. Their power of influence is evident in their appeal to goodness and
love of life, in their encouragement to friendship and fraternity, and in their awakening of aesthetic
pleasure in the hearts of children. Raising the young generation in the spirit of love for our national
art, raising dance education to a higher level has become the demand of the times. Cultural traditions
and examples of folk art are the primary factor in shaping the national identity of people. Also, over
the years, folklore dances and songs become more refined and become a unique means of information
transmission and reception. This article examines the aspects of Uzbek children's folk dances as a
criterion of aesthetic and educational education.
Key words. spectacle, game, child, aesthetic education, family, season, style, expression, folklore,
lapar.

Bolalarni barkamol shaxs sifatida tarbiyalash malakasi haqida gap ketganda ularda fikrlash,
go‘zallikni his qilish, tabiatni sevish va ardoqlash, tasavvur qilish qobiliyatlarini kamol toptirishda
folklor ragslari beqiyos ahamiyat kasb etadi. Kichkintoyning rivojlanishi qay darajada yuqori bo‘lsa.
Uning dunyoqarashi, intiluvchanligi ham takomillashib boraveradi. Darhaqiqat, hamma narsa
oddiydan murakkablik sari rivojlanib boradi. Eng oddiydek tuyulgan bolalar o‘yinlarida ham ulkan
falsafa borligi aniq. Sharq ertaklari bolalarning qiziquvchanligi, topqirligi, hozirjavobligi bilan
butundunyoni hayratga soladi. Akademik N.I.Konradning fikricha, “Markaziy Osiyo eng qadimgi
davrlardanoq insoniyat sivilizasiyalari yo‘llari tutashgan yoki kesishgan maskanda joylashgan, uning
o‘zt ham ana shu sivilizasiyaning markazlaridan biri bo‘lgan. Ma'naviy taraqqiyot va axloqiy
tamoyillar shunday asoslarga tayangan holda, asrlar chegarasidan hatlab o°tib, keyingi rivojlanishni
yuzaga keltirdi.” [5;82]

Aynan jozibador folklor asarlari axloqiy tamoyillarga asoslanganligi uchun ham o‘sib
kelayotgan yosh avlodning badiiy — estetik didini, dunyoqarashi va tafakkurini shakllantiruvchi,
ularning ma'naviy kamolotini ta'minlab beradigan asosiy manbalardan biri ekanligi hech kimga sir
emas. Shuning uchun ham dunyo tamaddunida o‘zini, o‘zligini tanigan har bir xalq, har bir millat,
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avvalo, xalq ijodiyotining gadrini yuksaltirishga, folklor ragslari va musiga ta'limi samaradorligini
oshirishga harakat qiladi.

Azal — azaldan Buyuk ipak yo‘li karvonlari ellarni bir - biriga bog‘lab, savdo - sotiq bilan
shug‘ullanishdan tashqari hunarmandlikni, madaniy an'analar, urf - odat va qadriyatlarni ham targ‘ib
qilgan. Bu karvonlar Amudaryo va Sirdaryo oralig‘idagi ma'naviyat va ezgulik ko‘priklari hisoblanib,
dunyoning azim ummonlariga turfa mahsulotlar bilan bir gatorda san'at va madaniyat namunalarini
ham yoygan. O‘zbek bolalar folklor ragslarining “Avesto” bilan tutash ko‘hna ildizlari uning
nihoyatda qadimiy ekanligidan dalolat beradi.

Shuningdek, professional uslubiyotida mavjud bo‘lmagan biroq aynan bolalar bilan rags
saboqlarini o‘zlashtirishda va samarali natijalarni beruvchi ma'lum qo‘shimcha va uslubiy vositalar
ham ishlab chiqildi. Xoreografiya bo‘yicha bolalarga ta'lim berayotgan jamoalar rahbarlari
nafaqat ularning ragsga bo‘lgan muhabbatini uyg‘otish, chiroyli va jozibali rags ijro etish, balki
bu san'at tilini tushunishni o‘rgatishi lozim bo‘ladi. Shubhasiz, go‘zallikka shaydo bo‘lib qolgan
inson esa hech qachon nopok va didsiz bo‘lmaydi.

Bolalar tomonidan ijro etilgan ragslar mazmundor, badiiy va shu bilan birga sodda va bolalar

tomonidan sevib ijro etilishi kerak. Ragslarni sahnalashtirishdan avval, bevosita tanlangan raqs
an'analari bilan nazariy jihatdan yaqindan tanishtirishi lozim bo‘ladi. Shunda xoreograf ularga
nafaqat mexanik tarzda harakatlarni o‘zlashtirish balki o‘ziga xos xarakteri, ijro uslubini topa
olishni ham ko‘rsatishi darkor. Bolalar ragslari uchun tanlab, saralab olingan musiqiy asarlar,
plastik harakatlar va sahnaviy liboslar, ularda tartib-intizom, badiiy did, musiqaviylik, ijodiy
moyilligini rivojlantirgan holda har tomonlama jismoniy tetik bo‘lishiga zamin yaratadi. Shu
bilan birga rags orqali har bir bola o‘zining ichki individual qirrasini namoyon etishga qodir
bo‘ladi.
Rags san'ati serqirra va bepoyon, ragsga tushishni oz bo‘lsada ishtiyoqi bo‘lgan har bir bolakay
yoki qizaloq uddalay olishi mumkin. Statistik ma'lumotlarga ko‘ra qobiliyatli, iste'dod egalarining
soni, oddiy bolalarga nisbatan 1\1000 tashkil gilar ekan. Ammo ushbu fikrga javoban shuni
unutmaslik lozimki, har bir bolada sirlangan iste'dod mavjud, uni fagat topib "olmos" kabi unga
ishlov berib haqiqiy, noyob "gavharga" aylantirish darkor. Rags deb atalmish ijod turida  har
kimga joy topiladi. Buning uchun pedagog (xoreograf, baletmeyster) har bir bolaning xarakterli
tomonlarini avvalo kashf etib, aynan shu tomonlariga e'tiborni kuchaytirib, rivojlantirishi kerak.
Ya'ni bolaning barcha imkoniyatlarini rivojlantirgan holda individual jihatlariga alohida urg‘u
berish ham o‘ta muhimdir.

Xoreografiya bo‘yicha ish beruvchi tomonidan tanlanayotgan xoreogaf-pedagog yugqori
malaka va ko‘nikmaga ega bo‘lgan asosiysi bolalar psixologiyasini tushuna oladigan va ular bilar
jjodiy faoliyatni samarali va sifatli olib boradigan mutaxassis bo‘lishi magsadga muvofiqdir.

Milliy chizgilarni saqlab kelayotgan o‘zbek bolalar folklor raqs san'atida xalgqning tarixi, qadim
orzu- umidlari, betakror qadriyatlari, olijanob urf— odatlari, ma'naviy—axloqiy fazilatlari badiiy —
estetik ifodalangan. O°zbekiston Milliy ensiklopediyasida milliy rags san'ati haqida shunday deyiladi:
“Har bir xalgning rags an'analari, 1jro uslubi, plastik tasviriy vositalari bo‘lib, ular tarixiy, ijtimoiy va
geografik sharoitlar ta'sirida tarkib topib rivojlangan. Raqgs xalq marosimlari, bayramlarining tarkibiy
qismidir.” [6;266]

Aslida, bolalar ragslari insoniyat tarixi kabi qadim o‘tmishga ega. Ularda eng avvalo
kichkintoylarning yoshi, psixofiziologik xususiyatlarini hisobga olgan holda, ularning ijodiy
qobiliyatlarini rivojlantirishi, ularda san'atga qiziqish uyg‘otishi kerak. Ma'naviy-estetik tarbiyaning
asosly tamoyillaridan biri — ma'naviy immunitetni shakllantirishda ragslar va o‘yinlardagi milliy
qadriyatlar bilan uyg‘unlashgan umumbashariy g‘oyalar va tushunchalarning qimmati bolalarni
fikrlashga da'vat etishida yanada yaqqolroq namoyon bo‘ladi.

O‘zbekiston Respublikasi Prezidentining 2020 yil 4 fevraldagi “Milliy rags san'atini yanada
rivojlantirish chora-tadbirlari to‘g‘risida”gi Qarorida  “O‘zbekistonda raqs san'atini yanada
rivojlantirish, bu borada shakllangan ijodiy maktablarga xos an'analarni, mohir baletmeysterlar, balet
artistlari merosini tiklash; milliy rags san'atining mumtoz va zamonaviy ijro namunalari “oltin
fondi”ni yaratish; xalqimiz, xususan, yosh avlodni milliy rags san'ati haqidagi nazariy va amaliy
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bilimlar bilan keng tanishtirish orqali ularning qalbi va ongida milliy o‘zlikni anglash, ajdodlar
merosiga hurmat tuyg‘usini, yuksak badiiy-estetik did va tafakkurni kamol toptirish” [1] belgilangan.

Bolalar ragslari folklor san'atining yorqin namunasi sifatida, mavzular xarakteridan kelib
chiqib, o‘zida bolalar o‘yinlarini, muayyan ritmik izchillikka asoslangan xatti-harakatlarni, ramziy
ma'no kasb etuvchi etnografik detallarni, ohang va tomoshaviylik bilan vobasta harakatli o‘yinlar
elementlarini yaxlit holda mujassamlashtirgan, o‘ziga xos lingvodidaktikaga asoslangan sinkretik
hodisadir. Olima Z.Ibrohimovaning fikricha, “Asrlar osha bizgacha etib kelgan oltin meros
qo‘shiqlar, alla, erkalamalar ona bilan bola o‘rtasida mehr iplarini mahkam bog‘lashga, go‘dakning
murg‘ak qalbida ota-onaga, yaqinlariga, o‘z uyiga samimiy muhabbatdek ezgu tuyg‘ularning nish
urishiga xizmat qilsa, “Boychechagim hillolik...”, “Navro‘z”, “Qaldirg‘och g‘och-g‘och...”, “Laylak
keldi, yoz bo‘ldi...” kabi mavsum qo‘shiqlari bola qalbida ota yurtga, ona tabiatga muhabbat hissini
uyg‘otadi. “Oq terakmi, ko‘k terak”, “Quvlashmachoq”, “Bekinmachoq”, “Qotirmachoq” kabi milliy
o‘yinlar, ularda aytiladigan qo‘shiqlar har bir bolani cheksiz quvontiradi, uning jismoniy va ma'naviy
sog‘lom o‘sishida, gayratli, irodali, intizomli bo‘lib ulg‘ayishida katta ahamiyatga ega” [7;196]

Juda qadim zamonlarda yuzaga kelgan bolalar o‘yinlari ajdodlarimiz dunyoqarashi va
zakovatining eng ibtidoiy elementlaridan biri sifatida poetik folklor namunalarini ham qamrab olgan.
Uning ildizlari kishilik jamiyatining ilk mehnat faoliyati va diniy marosimlari bilan tutashadi.Zero,
“ibtidoly tuzumda bolalarni tarbiyalashning xarakterli jihati ularni urug‘ning urf-odatlari, an'analari,
tarixi bilan, shuningdek, xalq og‘zaki ijodi: rivoyatlar, qo‘shiqlar va ragslarni tanishtirishdan iborat
bo‘lgan.Ibtidoly jamiyatda yoshlarni kattalar safiga qo‘shish deb ataladigan bayram — diniy
marosimlar keng tarqalgan.Bular o‘ziga xos o‘yin, musobaqalardan iborat bo‘lib, ularning
mazmunini mehnat faoliyati, qabilalarning urf-odatlari, xalq og‘zaki ijodi tashkil qilgan.
Marosimlarda ragslar ham 1ijro qilinib, ularda ibtidoiy odamlar o‘z hayotlari va
muvaffaqiyatsizliklarini, shodliklari va qayg‘ularini ifodalaganlar” [8;222]. Davrlar o‘tishi, zamon
o‘zgarishi bilan ular ham takomillashdi, diniy marosimlar tarkibidagi xatti harakat va o‘yinlar
o‘zining rituallik xususiyatini yo‘qotib, oddiy tomoshaga aylanib bordi.

Rags san'ati bolalarning estetik tuyg‘ularini tarbiyalash, ularni go‘zallik dunyosiga olib
kirishda rangin tuyg‘ularga oshno qilishda muhim ahamiyat kasb etadi. Shuning uchun o‘sib
kelayotgan yosh avlodni milliy san'atimizga muhabbat ruhida ulg‘aytirish, raqs ta'limini yuqori
bosqichga chiqarish talab etilmoqda. Aynigsa, folklor ragslari teran mohiyati, sof xalqona ijro
uslublari bilan tomoshabinni hayratga soladi. Olimlarning fikricha, “Inson faoliyati ma'lum milliy
madaniyat, ijtimoly muhit doirasida kechadi. Shu sababli har qanday turdagi bilim jarayoniga oid
strukturalar, tuzilmalarda milliy kolorit bo‘lishi tabiiydir” [9;90].

O‘zbek bolalar folklor ragslarining “Avesto” bilan tutash ko‘hna ildizlari uning nihoyatda
qadimiy ekanligidan dalolat beradi. Xalqimizning orzu - istaklari va mifologik qarashlari, tabiat
hodisalari bilan bog‘liq bilim va ko‘nikmalari asosida shakllangan mavsumiy marosimlar turkumida
Navro‘z bayrami eng yuksak maqomni egallagan. Folklor ragslarida ibtidoiy davrlardagi mehnat
jarayonlari, milliy qadriyatlarimiz, o‘zbek xalqining insonparvarligi, bag‘rikengligi bolalarcha
beg‘ubor tuyg‘ular uyg‘unligida tarannum etiladi.

Har bir san'at turi u folklor yoki estrada yo*‘nalishi bo‘ladimi, avvalo ma'naviy ta'sir ko‘rsatish
barobarida estetik zavq va kaytfiyat ulashadi. Xorijda o‘zbek bolalar folklor ragslariga qiziqish katta.
Demak, uning hayotsevarlik, mehr — oqibat, yaxshilik va ezgulik kabi umuminsoniy tuyg‘ularni
hamda o‘zbek xalqining mehmondo‘stligini keng tarannum etishi turli xalglar va millatlarning
do‘stligi, birdamligiga sabab bo‘lmoqda. Zero, bolalik davri jodiy salohiyatni rivojlantirishda katta
imkoniyatlar ochib beradi. O‘z navbatida bu imkoniyatlardan yoshlikda gqay darajada
foydalanilishi kelgusida odamning ijodiy salohiyatini belgilab beradi.

Xulosa o‘rnida shuni aytish mumkinki, bolalar folklor ragslari millatlararo totuvlik, bag‘rikenglik,
ma'naviy meros, madaniy boyliklar, ko‘hna tarixiy yodgorliklarga hurmat va milliy iftixor tuyg‘usini
his qilishni o‘rgatadi, o‘sib kelayotgan yosh avlodni vatanga sadoqgat ruhida tarbiyalaydi.
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QASHQADARYO - SURXONDARYO BOLALAR PREDMETLI
RAQSLARI HAQIDA AYRIM MULOHAZALAR
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ANNOTASIYA
Xalq pedagogikasining asosiy tamoyillaridan biri bolalarni o‘z tengqurlari mubhitida
tarbiyalashdir.Eng gadim zamonlardan boshlab ta'lim — tarbiyada turli o‘yinlardan keng
foydalanilgani ham bejiz emas. Donishmand bobolarimiz o‘yinlar jarayonida bolalarda
qat'iyat,tirishqoqlik, halollik, rostgoylik kabi fazilatlar tarkib topishini yaxshi bilganlar. Jonli ijroda
saglanib qolgan folklor qo‘shiq — ragslarda musiqaning o‘rni va ahamiyati beqiyosdir. O‘sib
kelayotgan yosh avlodga o‘zbekona urf - odat, tafakkur, sof milliy xarakter va obraz haqida
tushuncha berishda, ularning xalgning o‘tmishi, milliy madaniyati va boqiy qadriyatlariga bo‘lgan
sobit munosabatini shakllantirishida musiga va ragsning uyg‘unligi hal giluvchi rol o‘ynaydi.Folklor
qo‘shiq — ragslarda milliy udumlar betakror badiiy — estetik vositalar orqali tasvirlanadi. Buyuk ipak
yo‘lidagi ko‘hna Nasaf azaldan o‘zining betakror tarixiy obidalari, urf — odat va an'analari bilan
butun dunyodan sayohatchilarni jalb qilib kelgan. Buyuk ajdodlarimizdan meros madaniy — milliy
boyliklarimizni yosh avlodga o‘rgatish, tarixiy an'analarni davom ettirish orgali Uchinchi Renessans
poydevori mustahkamlanadi. Surxon — Qashga vohasining ichki va tashqi turistik imkoniyatlari
yanada kengayadi. Mazkur maqolada Surxondaryo va Qashgadaryo bolalar predmetli ragslarining
0°ziga xos xususiyatlari tadqiq qilinadi.
Kalit so‘zlar. marosim, mavsum, tabiat, dunyoqarash, doira, bola, ruhiyat, harakat, gamchi, qoshiq,
predmet.

Hlyxpar ToxTtacumos,
PEKTOP rocyJapcTBeHHOI aKkaJeMHu
xopeorpadusi Y3oekucrana, npogeccop

HEKOTOPHUE COOBPAXEHUSA O JETCKUX TEMATHYECKHUX TAHHAX
KAIIKAJIAPHU - CYPXAHIAPU

AnHoTacusi. OJHUM U3 OCHOBHUX IPUHIMIIOB HAPOJHOH MEJAroruku sBIsSETCs] BOCIUTAHUE JIeTei
B Cpefie CBEpCTHUKOB. Heapom B BOCIMTaHUH U OOYYEHUH IIUPOKO UCTION3YIOTCS pa3INIHUE UTPH.
Hamm mynpue nemymiku MpeKpacHO 3HAJH, YTO B MPOCECCEe WUTP Y JAETeH (OpPMHPYIOTCS TakKue
KayecTBa, KaK YCHIYUBOCT, TPYIOJIOOHE, YECTHOCT, MpaBAUBOCT. Poiib M 3HaueHHE MY3UKH B
(hOTBKIOPHUX TECHSAX W TAHIIAX, COXPAHUBIIMXCS B )KUBOM HCIIOJHEHUH, OecriogoOHu. ["apMoHus
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MY3UKH M TaHIa UCPAdT PEIlaoLIyI0 POjb B Jau€ MOJIOJOMY I[OKOJIEHUIO MOHUMAaHUS y30€KCKUX
TpaauCuil, MULUIEHHUS, YUCTOIO HACHOHAJHOTO Xapakrepa U obOpa3za, B (OPMUPOBAHUU Yy HHX
YCTOWYMBOTO OTHOILIEHUS K MPOILLIOMY, HaCHOHAJHOW KYJITYpe M BEUYHHUM CEHHOCTSM HapoJa.
n3o0paxastcs screruueckuMu cpenacrBamu. [Ipesuuit Hacagp na BenukoMm 1mienkoBoMm myTH
MIPUBJIEKAJI MYTEIIECTBEHHUKOB CO BCETO MUPA CBOUMHU YHUKAJTHUMU HCTOPUUECKIUMH TaMSITHUKaMU,
obuvasimu u Tpagucusimu. OcHoBu Tperero Bozpoxaenus OyayT YKpeIUIeHH IyTeM OOy4eHHUs
MOJIOZIOTO TOKOJIEHHS KYJATYPHHUM M HAacHOHAJIHUM OOraTrcTBaM, YyHAcJ€IOBAaHHUM OT HAallUX
BEJIMKUX MIPEJIKOB, IPOJIOJIKEHHS UCTOPUUECKHUX Tpaucuil. BHyTpeHHUE U BHEILIHUE TypUCTUYECKHE
Bo3MOxHOCTH oaszuca Cypxannaps-Kamkanapst pacmupstcs suie Oommie. B naHHONM cTarte
M3y4aroTcsi 0COOEHHOCTH JETCKUX ClokeTHUX TaHceB Cypxanaapu u Kamkanapu.

KiroueBue cioBa. putryan, BpeMs roja, NpHpoJa, MHPOBO33pEHHE, KpPYr, pPEeOCHOK, ICHXHKa,
NecTBHE, KHYT, JIOKKa, IPEIMET.

Shuhrat Tokhtasimov,
Rector of the State Academy of Choreography
of Uzbekistan, professor

KASHKADARYA - SURKHANDARYA CHILDREN'S SUBJECT
SOME CONSIDERATIONS ABOUT DANCES
ANNOTATION
One of the main principles of folk pedagogy is to educate children in the environment of their peers.
It is not for nothing that various games have been widely used in education and training since ancient
times. Our wise grandfathers knew very well that in the process of games, qualities such as
perseverance, diligence, honesty, and truthfulness are formed in children. The role and importance of
music in folklore songs and dances preserved in live performance is incomparable. The harmony of
music and dance plays a decisive role in giving the young generation an understanding of Uzbek
traditions, thinking, pure national character and image, in forming their fixed attitude towards the
past, national culture and eternal values of the people. - is depicted through aesthetic means. Ancient
Nasaf on the Great Silk Road has attracted travelers from all over the world with its unique historical
monuments, customs and traditions. The foundations of the Third Renaissance will be strengthened
by teaching the younger generation the cultural and national wealth inherited from our great ancestors,
and by continuing the historical traditions. The internal and external tourist opportunities of Surkhan-
Kashka oasis will expand even more. In this article, the specific features of Surkhandarya and
Kashkadarya children's subject dances are studied.
Key words. ritual, season, nature, outlook, circle, child, psyche, action, whip, spoon, object.

Rags ta'limi — alohida harakatlar va ritmlar majmuasidangina iborat emas, balki qalb
go‘zalligi, ezgulik va yaxshiliklar, estetik tarbiya uyg‘unligida umumlashtirilgan yaxlit tizimdir.
Ta'lim jarayonida bolalarda o‘ziga xos dunyoqarash, vatanparvarlik, milliy qadriyatlarga muhabbat
tuyg‘ulari shakllanadi. O°‘sib kelayotgan yosh avlod kamolotida u tug‘ilgan yurt, ulug® ajdodlardan
meros tabarruk tuproq, muhit bilan bir gatorda uning ota — ona va ustozlari ta'sirida shakllangan
qiziqishlari, dunyoqarashi muhim ahamiyatga ega. Bu borada kitob mutolaasining, raqs va musiqa
san'atining tarbiyaviy ta'siri beqiyosdir. Buyuk alloma Aflotun “Inson uchun birinchi baxt uning
sog‘ligi, ikkinchisi go‘zallikdir”, degan edi. Rags san'ati bilan shug‘ullanish orqali bolalar jismonan
barkamol, sog‘lom, qalban go‘zal bo‘lib ulg‘ayadilar.

Qashqgadaryo — Surxondaryo bolalar predmetli ragslarida mifologik —totemistik qarashlardan
kelib chigqan ragslar ham salmoqli o‘rin egallaydi. Ularda obrazlar va harakatlar tizimini,
predmetlarni tasavvur darajasi, real hayotga munosabati jihatidan kichik ko‘rinishlarga guruhlash
mumkin. Shuningdek, marosim shaklida yashayotgan an'analar va davrlar o‘tishi barobarida marosim
tizimidan uzilib, san'at ko‘rinishini olgan bolalar predmetli ragslari namunalari ham o°z tadqiqini
kutib turibdi.
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Chiroqchi, Qamashi tumani bolalar predmetli ragslarida qadimiy an'analarga tayangan holda,
zamonavily dizayn orqali o‘ziga xos dekorasiya, rang va tasvir yordamida tarixiy manzaralarga
yangicha bezaklar uyg*‘unlashtirilmoqda.

Predmetli qo‘shiq - ragslar bolalarning murg‘ak ongu shuuriga vatanparvarlik, milliy va
umuminsoniy qadriyatlarni, ma'rifiy axloqiy tamoyillarni singdirish vazifasini bajaradi. Qo‘shiq
matnlarida naqgarotga alohida e'tibor beriladi. Zero, “Ayrim xalq qo‘shiq va yallalarida qarot asosiy
kuyni butunligicha takrorlaydi, va bandlardan takroriy she'r matni tufayli ajratiladi” [6;292].
Nagarotning takrorlanishi tufayli so‘zlar va harakatlar bolaning esida tezroq qoladi. Shahrisabz,
Kitob tumanlarining tog‘li qishloglarida hali bahor kelmasidan boychechak ochiladi. Bolalarning
“Boychechak” qo‘shiq — raqsi matnida takror ko‘p uchraydi:

Qattiq erdan tatalab chigqan boychechak,
Yumshoq erdan yumalab chiggan boychechak —
satrlari rags harakatlari davomida qayta — gayta takrorlanadi.

Qarshi, Koson tumanlarida bolalar folklor ragslarining unutilgan an'analarini tiklashga,
sahnaviy kompozision talqinlarda tomoshabinlarga bevosita ta'sir etuvchi zamonaviy vositalardan
keng foydalanishga e'tibor kuchaymoqda. Ularda milliy va umumbashariy qadriyatlar tarannum
qilinadi.Dehqonobod tumanining tog‘li qishloglarida o‘smir yoshidagi o‘g‘il bolalar ijro etadigan
“Beshqgarsak™ raqgsida barcha harakatlar garsak ritmi ostida va “oh—ho”, “ho—ho” tovushlari
jo‘rovozligida ijro etiladi.

Qashgadaryo viloyatida “Sandiqcha”, “Chanqovuz”, “Urchuq yigirish”, “Gilam to‘qish”,
“Savacho‘p”, “Kuvi”, “Sibizg‘a”, “Beshik”, “Do‘mbira”, “Dupala - dup”, “Yorg‘ichoq”,
“Ro‘molcha”, “Boychechak” kabi bolalar predmetli ragslari nihoyatda mashhur. Ularda voha
xalqining ruhi, ma'naviy qadriyatlari, kichkintoylarning ichki olami, qiziqishlari, orzu — istaklari
o‘zining badiiy etuk va to‘laqonli ifodasini topgan.Xususan, raqs harakatlarini ifodalashda turli
vaziyat yoki mavsum bilan chegaralangan hamda erkin mavzuli qo‘shiq — aytimlarga ham keng
o‘rin berilgan.

Keyingi yillarda tarixga, ma'naviy merosga, xalq ijodiyotiga e'tiborning kuchayishi o‘z
navbatida bolalar folklor ragslarining taraqqiyotiga ham turtki berdi. Qashqa vohasi bolalar
folklorining o‘ziga xos xususiyatlari aynigsa predmetli ragslarda yanada yaqqolroq namoyon bo‘ladi.
Qoshiq, likobcha, igna, sandiqcha, kuvi, beshik  kabi uy-ro‘zg‘or anjomlari, juvoldiz, ketmon,
urchugq, yorg‘ichoq, savacho‘p singari mehnat qurollari, gilam, so‘zana, ro‘molcha singari moddiy
madaniyat asarlari, sibizg‘a, chanqovuz, do‘mbira, doira kabi musiqga asboblari bilan ijro etiladigan
ragslar asriy an'analarga ega ekanligi bilan xarakterlanadi.

“ChAVANDOZLAR” raqgs —kompozisiyasi Qarshi ixtisoslashtirilgan boshlang‘ich rags
san'ati maktab — internati direktori Sohibjamol Haydarova, Shahrisabz shahridagi 2 - sonli bolalar
musiga va san'at maktabi o‘qituvchisi Zulayxo Muhammadievalar tomonidan sahnalashtirilgan.
Unda 10 — 12 yoshli 3 nafar o‘g‘il bolalar ishtirok etadi. Bu ragsning 8§ — 14 nafar bolalar
o‘ynaydigan va yakkaxon variantlari ham mavjud.

Uch bola o‘ng qo‘lida qamchini tutib, sahnaga kirib keladi. Ikkita bola oldiroqda, bittasi sal
orqaroqda, ikki qo‘llarini yuqoriga ko‘tarib, “qanot” va ‘“chaqirish” harakatlari bilan hammani
ko‘pkariga taklif qilishadi. Bolalar bir qatorga tizilib, o‘ng qo‘lida qamchini tutib, chap qo‘lini musht
qilib, oldinga uzatib, “uch tepish” harakati bilan boshlaydi. Qamchini pastga - yuqoriga silkitib, otda
chopish harakatini ifodalaydilar. Bolalar gavdalarini biroz oldinga egib, o‘ng - chap yonga siljib, ot
chopish harakatini bajaradilar. Sahnaning o‘rtasida turib, “cho‘ - cho*’lab, o‘ng qo‘lidagi qamchini
chap tomonga siltaydi. Bolalar “uch tepish”, “sakrama” harakatlarini bajarib, avval chap tomonga,
so‘ng o‘ng tomonga qarab silkinadilar.

Ikki qo‘li bilan yuganni silkitib, old tomonga uch marta, orqa tomonga uch marta “depsinish”
bilan harakatlanadilar. Gavdalarini tik tutib, oyoqlarida “uch tepish” harakati bilan davra quradilar.
Ikki qo‘llari bilan qamchini boshlaridan yuqori ko‘tarib, qo‘llarini “qanot”dek silkitib, doira shaklida
turadilar. Chap oyoqlarini ko‘tarib, o‘ng oyoqda “sakrama” harakati bilan rags tushadilar. Qo‘llari
boshdan yuqorida, oyoqlarida ”depsinish”, “uch tepish” harakatlari bilan bir o‘ng tomonga, bir chap
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tomonga va yana o‘ng tomonga o°‘tib, tizzalarini bukib, o‘tiradilar. Ikki qo‘llarining kaftini erga urib,
“sakrama” harakati bilan turadilar. Qamchini boshlari uzra silkitib, avval chap tomonga, so‘ng o‘ng
tomonga uradilar. Qo‘llarini ikki tomonga ochib, “qamchi urish” harakati bilan yuqoriga ko‘tarib,
“charx” aylanadilar. Bu harakatlar 2 marta takrorlanadi. Qamchini pastdan olib, yuqoriga irg‘itish
harakatini bajaradi. Bolalar orqaga qo‘llarini yoyganlaricha, “depsinish” harakatini bajaradilar.
Qo‘llarini boshdan yuqori ko‘tarib, “depsinish” harakatini davom ettiradilar. Ikki qo‘llarining kaftini
erga 2 martadan urib , keyin boshlaridan yuqori ko‘tarib, bir oyoqda “sakrama” harakatini
bajaradilar. Bu harakat to‘rt marta takrorlanadi. Bir o‘ng tomonga, bir chap tomonga qamchi siltab,
“depsinish” harakatini bajaradilar. Qamchini boshdan yuqorida havolatib, qo‘llar “qanot” holatida,
“sakrama” harakati bilan, bir oyoqda tiz cho‘kadilar.

Bolalar chap qo‘li bilan belidagi belbog‘ni ushlab, qamchini boshlari uzra “aylantirish”
harakatini bajaradilar. Bir qatorga tizilib, o‘ng qo‘llarida gamchi, chap qo‘lida otning yugani, “qanot”
va “charx” harakati bilan oldin o‘ngga, keyin chapga aylanadilar. Bu harakatlar 2 marta
takrorlanadi.Bolalardan biri tizzasida o‘tirib, qo‘lida “do‘mbira chertish” harakatini
ifodalaydi.Ikkitasi uning atrofida aylanib, bir oyoqlarida depsinib, qo‘llari bilan “ganot” harakatini
bajaradilar. Ishtirokchilar bir qatorga tizilib, ikki qo‘llarini boshdan yuqori ko‘tarib, pastga
tushiradilar. Chap oyoqlarini ko‘tarib, o‘ng oyoqlarida “sakrama” harakatini bajaradilar. Bolalar ikki
qo‘llari bilan otning yuganini tortgandek, avval orqaga, keyin old tomonga harakatlanadilar. Ikki
qo‘llari bilan qamchining ikki tomonidan ushlab, oyoqlari bilan engil “depsinish” harakatini
bajaradilar.

Bir qo‘li bilan otni qamchilab, bir qo‘lida “ qattiq shamol” harakatini ifodalaydi. Bu harakat
ikki marta takrorlanadi. O‘ng oyoqda sakrab, qamchini havolatib, sahnaning markaziga to‘planib,
“charx” harakatida aylanadilar. Bolalar o‘ng qo‘llarida qamchini havolatib, bir oyoqda “depsinish”
harakatini bajaradilar. Ikki qo‘llari bilan otning yuganidan tortganday harakat qilib, ikki oyoqda
“depsina”dilar. Qo‘llarini “qanot” qilib, chap oyoqni tizzadan bukib, o‘ng oyoqda “sakrama”
harakatini bajaradilar. Bolalar qomatini oldinga yarim egib, pastdan yuqoriga va yuqoridan pastga
qamchini silkitib, “yo‘rg‘a” harakati bilan davrani aylanadilar. Qamchini boshlari uzra o‘ynatib, otga
minayotganday baland sakrab, tizzalari bilan erga qo‘nadi. Bolalar sakrab turishadi, qo‘lida qamchi,
qo‘llarini boshidan yuqori ko‘tarib, “qarsak chalish” harakatini bajarishadi. Bir qo‘llari otning
yuganida, bir qo‘llarida qamchint silkitib, ragsni yakunlashadi.

Tarixan boy merosga ega Qashgadaryo - Surxondaryo raqgs - kompozisiyalari odatda
chanqovuz, doira, rubob, nay jo‘rligida ijro etiladi. Ularni sahnalashtirishda xoreograf - pedagog
bolalar matnni o‘rganishi, so‘zlarni to‘g‘ri talaffuz qilishi, ovoz imkoniyatlarini egallashi, ulardan
to‘liq foydalana bilishi uchun musiqa o‘qituvchisi bilan hamkorlikda ishlaydi. Asosan, bolalarning
yoshiga mos barmoq vaznidagi matnlar tanlanadi.

“QOShIQ” ragsi Surxondaryo bolalar folklorining eng mashhur predmetli o‘yinlaridan biri
bo‘lib, unda 10 - 12 yoshli to‘rt nafar qiz bola, to‘rt nafar o°g‘il bola ishtirok etadi.

Rags chanqovuz musiqasi bilan boshlanadi. Qizlar sahnaga yugurib chiqib, tizzalab
o‘tiradilar. Qo‘llari elka balandligida, har bir qo‘llarida ikkitadan yog‘och qoshiq, “qo‘ldasta”
aylantiradilar. Qo‘llarini boshlaridan yuqori ko‘tarib, “chaqirish” holatini ifodalaydilar. Sahnaga
“qanot” harakati bilan o‘g‘il bolalar chiqib, ularning orqasida tik turadi. Qizlar “qiyg‘ir bo‘yin” va
“tebranma” harakatini bajaradilar. O°g‘il bolalar qo‘llarini og‘izlariga olib borib, chanqovuz
chalayotgandek harakat qiladilar.

Qizlarning ikki qo‘li ikki yonda, pastda ‘“qo‘ldasta” harakati bilan qoshiglarni bir - biriga
uradilar. Qo‘llarini boshi uzra yuqori ko‘tarib, “iyak harakati” bilan tepada qoshiqlarni chaladilar.
Bu harakatlar ikki martadan takrorlanadi. Qizlar bitta — bittadan o‘rinlaridan turadilar. Turgan
joylarida oldin o‘ngga, keyin chap tomonga “charx” harakatini bajaradilar. Bu harakat 4 martadan
takrorlanadi. Qizlar “shaxmat” shaklida saflanib, qo‘llari yuqorida “shamol”, “elka uchirish” va
oyoqlarida “sakrama” harakati bilan sahnaning old tomoniga yuradilar. O‘g‘il bolalar boshdan
yuqorida go‘llarini “qanot” qilib, oyoqlarini almashtirib, “uch tepish” harakatini bajaradilar. Qizlar
qo‘llarini yuqoriga ko‘tarib, pastga tushirib, “qiyg‘ir bo‘yin” harakatini bajarib, “charx” aylanadilar.
Qo‘llari boshdan yuqorida, qoshiq bilan “qo‘ldasta” va “uchirma’ harakatini bajaradilar.Ikki qatorda
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turgan qizlar “tarama” usulida bir — birlarining orasidan o‘tib, “tebranma” va “charx” harakatini
ifodalaydilar. Harakat 2 martadan takrorlanadi. Chap oyoq o‘rnida, o‘ng oyoq o‘ng yonga uzatilib,
yana joyiga gaytadi. Qo‘llar bosh balandligida, qoshiglarni chalishda davom etadi. O‘ng oyoq
o‘rnida, chap oyoq chap yonga uzatilib, yana joyiga qaytadi. Qo‘llar bosh ustiga ko‘tarilib, bilak bilan
aylanma “qo‘ldasta” harakati bajariladi. Qizlar turgan joylarida avval o‘ng qo‘lini yonboshga uzatib,
chap qo‘lini boshdan yuqori ko‘tarib, “charx” harakatini bajaradilar.

Qo‘llar almashadi, oyoqlar “soxta ufori” harakatini ifodalaydilar. Qizlar qoshiqda usul berib,
qo‘llari bir yuqorida, bir pastda, tananing “to‘lg‘anma” harakati bilan ikki marta “charx” aylanadilar.
O‘g‘il bolalar sahnaning orqa tomonida qo‘llari “qanot” qilib, oyoqlarini “uch tepki” harakati bilan
almashtirib turadilar. Qizlar “charx” va “sakrama” harakati bilan sahnaning to‘riga o‘tadilar.”Elka
uchirish” va “sakrama” harakati bilan sahnaning to‘rt tomoniga tarqaladilar. Qizlar to‘rt tomondan
sahnaning markaziga kelib, “to‘lg‘anma” va “tebranma” harakatlari bilan ‘“charx” harakatini
bajaradilar. Qo‘llaridagi qoshigni yuqoriga ko‘tarib, pastga tushirib, usul berishda davom etishadi.
Qizlar “sakrama” harakati bilan “charx” aylanib, yana sahnaning to‘rt tomoniga tarqalishadi.

Bir qo‘llarini belning orqa tomoniga qo‘yib, ikkinchi qo‘llarini boshdan yuqori ko‘tarib,
“mugom” qiladilar. Qizlar bir qatorga tizilib, “o‘tirib - turish” harakatini bajaradilar. Qo‘llarini o‘ng,
chap yonga uzatib, boshlarida “qiyg‘ir bo‘yin” ifodalaydilar. Qoshiqlarni erga qo‘yib, qo‘llari bilan
bir pastda, bir yuqorida “qarsak” harakatini bajaradilar. Ikkita o‘g‘il bola bir - biri bilan bahslashib,
o‘yinga tushadi. Qizlar bir qo‘lini beliga qo‘yib, ikkinchi qo‘lini boshdan yuqori ko‘tarib, turgan
joylarida “charx’ harakati bilan aylanadilar. Ritm tezlashadi. Sahnaning orqa tomonidagi ikkita o°g‘il
bola erga o‘tirib, kaftlarini birlashtirib, ikki yonga va oldinga “tebranma” harkatini bajaradilar.
Qizlar “sakrama” harakati bilan old tomonga o‘tib, erga o‘tiradilar. “Bosh aylantirish™ harakatini
bajaradilar. Qizlar o‘rinlaridan turib, “tebranma”, “elka uchirish” harakatini bajaradilar, “charx”
harakatida aylanadilar. Qizlar o‘rin almashadilar. Ikkita qiz tizzalab o‘tiradi, ikkita qiz tik turgancha
goladi. Raqgs yakunlanadi.

Ragsli qo‘shiglar bola qalbida zohir bo‘lgan quvonch, shodlik va orzularning,
mehmondo‘stlik, ota — onaga, oilaga, vatanga muhabbatning turli harakatlar, imo— ishoralar va
musiqa uyg‘unligidagi jozibali ifodasidir. Qadim tarixga eltuvchi ohangdor ragslar mohiyati va
badiiy- estetik jihatdan rang — barang. Liboslar va taginchoqlar Qashgadaryo - Surxondaryo bolalar
folklor ragslarining tarkibiy qismidir. Mutaxassislarning fikricha, “An'anaviy o‘zbek kiyim — kechagi
asosan ustki ko‘ylak, ishton va chopondan, boshga do‘ppi, oyoqqga kalish — mahsi va etikdan iborat.
Erkak — ayol va katta — kichiklar kiyimlari bichimining deyarli bir xilligi ularning qadimiyligidan
darak beradi” [7;150].

Oilaga xos an'analar, qadriyatlar va urf-odatlar bolaning didini, dunyoqarashini
shakllantiradi.Eng muhimi, farzandlar oilaviy hayot maktabi orqali jamiyat talablarini anglaydi,
betakror qadriyatlarni e'zozlashni o‘rganadi. Bolalar qo‘shiq— ragslari o‘sib kelayotgan navqiron
avlodning axloqiy va estetik didini, hissiy tuyg‘ularini shakllantirishda, ularning iste'dodini yuzaga
chiqarish, ijodiy qobiliyatlarini rivojlantirishda eng muhim vositalardan biri hisoblanadi.

Biz yangi O‘zbekistonda uchinchi Renessans poydevorini yaratish jarayonida ma'naviy ruhiy
poklanish, milliy uyg‘onish, milliy o‘zlik tuyg‘ularini yanada teranroq anglayapmiz. Olamshumul
islohotlar amalga oshirilayotgan, buyuk madaniy meros va qadriyatlar qayta tiklanib, o‘z mavqeini
egallayotgan tarixiy voqealarga guvoh bo‘lib turibmiz. Zero, “Yuksak ma'naviyatli, zamonaviy bilim
va kasb — hunarlarga, o‘z mustagqil fikriga ega bo‘lgan yoshlarni milliy va umuminsoniy qadriyatlar
ruhida tarbiyalash biz uchun eng muhim masalalardan biridir” [1;9].

Milliy va umuminsoniy qadriyatlar mujassam ma'naviy etuklikka intilish - yosh avlodni yomon
yo‘ldan qaytaradi, yot g‘oyalar va tahdidlardan asraydi hamda yaxshilik va ezgulikka da'vat giladi.

Xalgning sharafli o‘tmishini, o‘zligi, ruhiyati va orzu-umidlari, ichki kechinmalarini o‘zida aks
ettirgan noyob san'at namunalaridan biri bolalar predmetli ragslaridir. Uning shakllanish
jarayonlarini tizimli o‘rganish millatning asrlar sinoviga bardosh berib, ming yillardan beri yashab
kelayotgan urf -odatlarini va betakror an'analarini, buguni va kelajagini tadqiq qilish demakdir.
Viloyatlar kesimida ragsning madaniy-ma'rifiy, ijtimoiy hayotimizdagi o‘rnini belgilashda yo‘qolib
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borayotgan raqslarni tiklash, ularni badiiy — estetik, etnografik tamoyillar asosida tahlil qilish muhim
ahamiyat kasb etadi.

O‘zbekiston Respublikasi Prezidentining 2020 yilning 4 fevralda qabul qilingan *“Rags san'ati
sohasida yuqori malakali kadrlar tayyorlash tizimini tubdan takomillashtirish va ilmiy salohiyatni
yanada rivojlantirish chora-tadbirlari to‘g‘risida”gi Qarorida to‘g‘ri ta'kidlanganidek, “Xalqimizning
ma'naviy saviyasi va estetik tarbiyasini yuksaltirishda muhim ahamiyatga ega bo‘lgan raqgs san'atini
har tomonlama rivojlantirish, yosh avlodni milliy va jahon raqs san'atining namunalaridan keng
bahramand etishni zamonning o°zi talab etmoqda™ [2].

Yosh avlod dunyoqarashini kamol toptirish va ruhiy olamini boyitishga xizmat qiladigan
badiiy qadriyatlar silsilasida Qashqadaryo bolalar folklari muhim ahamiyat kasb etadi. Ularda yuksak
vatanparvarlik, oila qo‘rg‘oni va ona yurtni ko‘z qorachig‘iday asrab - avaylash, ota makonning
mugqaddasligi, elu - yurtning hamyjihatligini ulug‘lash kabi ezgu g‘oyalar tarannum etiladi.Shuning
barobarida, xalqimizning eng go‘zal va olijanob gadriyatlarini butun dunyoga tanitishda ham ularning
o‘rni va ahamiyati beqiyos.
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QADIMGI XITOY MIFOLOGIYASIDA AJDARHOLAR VA ULARNING TURLARI

d  https://doi.org/10.5281/zenodo.00000000

ANNOTATSIYA
Butun Ipak yo‘li buylab joylashgan xalglar madaniyatlarida ajdarho timsoli xitoylardachalik keng
tanilmagan va yoyilmagan. Bu timsol Xitoy madaniyati, turmush tarzi va uysozligida keng
qo‘llanilgan. Shu sababli o°zbek mintalitetidagi ajdarho obrazini keng yoritish uchun xitoy Longlarini
alohida va ancha chuqur, giyosiy o‘rganishga harakat qilindi. Ma’lum bo‘lishicha, Longlar xitoy
adabiyoti-madaniyatida asosan ijobiy ilohiy mahluq sifatida tushunilgan. Shu sababli xitoy halqi bu
mahlugni totem darajasiga kutargan, ayrim holatlarda esa unga sig‘inish darajasigacha borilgan.
Ajdarho zamonaviy Xitoyning qudratli timsoliga aylanib borayotganligida ham shu faktorlarning
muhim o‘rni bor. Maqolada shu jarayon haqida muxtasar bayon qilinadi.
Kalit so‘zlar: Qadimgi Xitoy, mifologiya, san’at, ajdarho, uning turlari.

AuusioBa Hypxan HopmyxammenoBHa
HezaBucumplii HayqHBINH COTPYIHUK Kadeapbl HCTOPUH KIACCHYECKOU JIUTEPATypPhl
CamapkaHACKOro rocyJapCTBEHHOTO YHUBEPCUTETA

JIPAKOHBI M UX PASHOBUJHOCTH B JIPEBHEKUTANHCKOH MU®OJIOT U

AHHOTALUA
B kynerypax HapomoB Benukoro IllenkoBoro myTtu, m3oOpaxenue JlpakoHa HE Tak IIMPOKO
pacmipocTpaHeHO, Kak B KuTaickol Mmwudoioruu. O0pa3 MUPOKO HCIOJIB30BAICT B KHTAWCKOU
KyJIbType, oOpa3e *Xu3HH. B crarhe ObLIa NMpemnpuHATA MOMBITKA U3YyYUTh KHTAHCKUE JPAKOHBI
(JToHTHM) TOpa3o riTy0Ke, B CPAaBHUTEIHHOM IuTaHe. Kak 0ka3anock, TOHTH MOHUMAJINCh B KUTAHCKOW
JUTEpaType B OCHOBHOM KaK MOJOXKUTeJIbHOE MU]oiorudeckue cymecrsa. [lostomy kurtaiickuit
HapOJ BO3BEJNIO ATOT 00pa3 B paHT TOTeMa, a B HEKOTOPBIX CIIydasX BO3BEJO B PaHT KyJbTa. JTH
(bakTOpBl TaKKe HIPalOT BaXHYIO POJb B TOM, 4YTO JI[paKOH CTaHOBUTCS MOIIHBIM CHMBOJIOM
coBpeMeHHoro Kuras. B crarbe kpaTKo OIUCHIBAE€TCS ITOT MPOLIECC.
Karouesrble cjioBa: npeBauii Kutaii, Mmudoiorus,, uckyccrBo, JIpakoH, ero pa3HOBUIHOCTH.
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DRAGONS AND THEIR VARIETIES IN ANCIENT CHINESE MYTHOLOGY.
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ANNOTATION
In the cultures of the peoples of the Great Silk Road, the image of the Dragon is not as widespread as
in Chinese mythology. The image was widely used in Chinese culture and lifestyle. The article
attempted to study Chinese dragons (longs) much more deeply, in comparative terms. As it turned
out, longs were understood in Chinese literature mainly as positive mythological creatures. Therefore,
the Chinese people elevated this image to the rank of a totem, and in some cases elevated it to the
rank of a cult. These factors also play an important role in making the Dragon a powerful symbol of
modern China. The article briefly describes this process.
Keywords: ancient China, mythology, art, Dragon, its varieties.

Ajdarho obrazi boshga xalglar mifologiyasiga nisbatan Xitoy mifologiyasida alohida o‘rin
tutadi. Xitoyliklar turli fantastik maxluqlar, g*ayritabity mavjudotlar va haqiqatda mavjud jonivorlar
haqida turli mifologik tushunchalarga ega bo‘lganlar. Biroq aynan ajdarho obrazi Xitoy
mifologiyasida yetakchi o‘rinni egallaydi.

Xitoy mifologiyasidagi ajdarho boylik va qudrat ramzi hisoblanadi va xitoyliklar
tushunchasiga ko‘ra, Long (8€) daryo, ko‘l va dengizlarda yashaydi va suv unsuri bilan bevosita

bog‘lanadi. Longlarning samo va yerda ham yashay oladigan turlari bor. Xitoy mifologiyasida Long
Yevropa mifologiyasidagi yovuzlik maxluqi sifatida gavdalanishidan farqli o‘laroq yaxshilik ilohi
sifatida tushuniladi. Biroq Xitoy mifologiyasidagi ajdarholar har doim ham yaxshilik keltirmagan.
O‘ta qadimiy davrlarda xitoyliklar uchun ajdarholar yovuzlik ramzi bo‘lgan.

Xitoy mifologiyasida ajdarholarning asosiy ikki turi mavjud: suv ajdarlari va olov ajdarlari.
Tashqi ko‘rinishidan ular bir-biridan ko‘p farq qilmasa-da, biroq ular doimiy qarama-qarshilikda turib
In (yovuzlik) va Yan (yaxshilik) muvozanatini ushlab turganlar.

Xitoy ajdarhosi Longning yaratilishi haqidagi mifda, odamlarni vahshiy hayvonlardan
qutqarish uchun falakdan yerga tushgan qudratli avliyo Lyu Long yuborilganligi va u longni
(ajdarhoni) yaratganligi haqida so‘z boradi. Ushbu mif syujetiga e’tibor berilsa, unda bir turdagi
vahshiy maxlugni yengish uchun xuddi shu turdagi maxluq — Long yaratiladi. Ya’ni dastlab
xitoyliklarga odamxo‘r maxluq aziyat yetkazadi va ular ham o‘zlariga qudratli maxluq yaratadilar.
Shu epizodda xitoy mifologiyasida “vahshiy maxluq”larga qarshi namoyon bo‘lgan Longning (u ham
maxluq) 1jobiylashish jarayonini kuzatish mumkin. Ehtimol, Long obrazining evolyutsiyasi
jarayonida xitoyliklarga, bosqinchilarning yovuz maxluq (ajdarho) bilan raqobatlasha oladigan, uni
yengishga kuchi yetadigan, ularnikiga o‘xshash mifologik jonivor zarur bo‘lgan bo‘lishi va shu
sababli Xitoy mifologiyasida salbiy (dushmanlarniki) va ijobiy (xitoyliklarni ximoya qiluvchi)
longlar paydo bo‘lgan bo‘lishi mumkin.

Ma’lumki, uzoq yillar davomida ajdarho obrazi xitoy imperatorlari ramzi bo‘lgan. Odamlar
yerdan samoga qadar ko‘tariladigan ajdarho va barcha odamlardan ustun turuvchi Osmon o‘g‘li —
imperator o‘rtasidagi bog‘lilikka ishonganlar. Xalgni qo‘rqitish va ishontirish uchun imperatorlar
o‘zlaridagi ajdarho xususiyatlari haqida ma’lumotlar tarqatganlar. Imperator haqida odamlar shunday
degan: “uning yuzi — ajdar yuzi, uning ko‘zlari — ajdarning ko‘zlari, uning qo‘llari —ajdarning qo‘llari,
uning choponi — ajdarning choponi, uning bolalari — ajdar avlodlari, imperator saroyi — ajdar saroyi,
uning taxti — ajdarning taxti”[1,246].

Ko‘rinishini o‘zgartiradigan, suzadigan, yuguradigan, uchadigan Long tarixiy-ijtimoiy
jarayonlar natijasida yovuzlik timsolidan ijobiy obrazga, o‘rta asrlarda esa xon ramziga o‘zgarib,
uning qiyofasi imperator saroyida, taxtda, xon kiyimlarida namoyon bo‘lgan. An’anaviy
tushunchalarga ko‘ra, long baxt timsoliga, xalqni qurg‘oqchilik va toshqginlardan asrovchi obrazga
aylangan.

Qadimgi “Ijing”[2,70] (5 #& — Evrilishlar kitobi) da keltirilishicha, xitoy ajdarhosi dastlab
qgorong‘ulik yoki tuproq bilan bog‘liq bo‘lgan. Keyinchalik mifologik va kosmogonik tushunchalar
rivojdanishi bilan long ko‘k kuchi Yan timsoliga aylanib, In bilan aloqasi yo‘qolgan. Xitoy

ajdarhosining zamin bilan aloqasi haqidagi tasavvurlar qadimgi manbalarda saqlangan. Ularda long
yashirin xazinalarni qo‘riqlaydi, yerosti dunyosiga tushib qolgan gahramonga yorug‘ dunyoga
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chiqish uchun yordam beradi, uxlashni yaxshi ko‘radi.

Xitoy ajdarhosi odatda ganotli mavjudot shaklida tasvirlanib, samoga ganot qoqib, bulut,
yomg‘ir kabi tabiat hodisalariga hukmronlik gilgan. Uning qoni tusi esa qora-sariq («qora”- “syuan”
osmon rangi) va xuan — «sariq” (yer rangi) bo‘lib, osmon va yer ramzlarini aks ettirgan.

Eramizgacha IV asrda olam yaratilishining besh o‘zagi haqidagi ta’limot paydo bo‘lgach,
unga ko‘ra besh rangli ajdarlar: sinlong — yashil, chilong — qizil, xuanlong — sariq, baylong — oq
va syuanlong — qora ajdarlar paydo bo‘ldi. Manbalarda asosan sinlong (kunchigar timsoli) va
xuanlong (yer markazi ramzi) haqida ma’lumotlar saqlanib qolingan.

Xitoy ajdarholarining rangi ma’lum bir magsadda qo‘llanilganini bilish mumkin. Ajdarhodagi
bunday rangli holat boshqa xalglar adabiyotida, jumladan, ingliz tilli xalqlar orasida ham saqglanib
qolingan.

Xitoy ajdarhosi ko‘rinishi bilan ham farqlangan: tangacha tanli, qanotli, shoxli va shoxsiz
bo‘lishgan. Eramizning boshlarida chizilgan suratlarda xitoy ajdarholari boshli, ilon quyruqli
bo‘lishgan. Qadimgi xitoy manbalarida toshbaganing qadim ajdodi ajdar bo‘lganligi hagida ma’lumot
berilgan: dengiz po‘rtanasidan birinchi ajdarho yaralgan, undan ulkan qora dengiz toshbaqasi
tug‘ilgan. Bu toshbaqadan mo‘jizaviy, ilohiy toshbaqa dunyoga kelgan. Ilohiy toshbaqadan esa oddiy
toshbaqalar tarqalgan.

Xitoy mifologiyasidagi ayrim ajdarholarning binokorlikdagi o‘rni va vazifasi:

Chix-ven — suvni xush ko‘ruvchi xususiyati sababli u ko‘priklarga o‘rnatilgan. Bundan
tashqari, uni uy tomlarida ham uchratish mumkin, buning sababi u uyni yong‘indan himoya qiladi,
deb hisoblangan. Chix-ven og‘zini katta ochgan holda o‘rnatilgan, ayrim hollarda bu ajdarho turini
baliq shaklida ham uchrashi mumkin.

Pa-xsya ajdarhosi. Dachendyan ko‘shkining janubiy fasadida joylashgan ustunlarda
ajdarhoning o‘ymakorlik bilan ishlangan suratlari aks ettirilgan. Ustunlar bilan bir qatorda binolar va
ustunlarning pastki qismlarida ham Pa-xsya ajdarhosi joylashtirilgan, buning sababi ular ulkan
og‘irliklarni ko‘tara oladi, deb hisoblangan.

Chaofen — yaqinlashib kelayotgan xavfni sezuvchi ajdarho. Shu sababli u yashash joylari,
saroy va ibodatxonalarning tomlari ostida o‘z qo‘riqchilik qilgan.

Sziotu — yomon odam isini yoqtirmaydigan badjahl ajdarho, u uy ichkarisiga yomon
odamlarni kiritmaydi. Odatda uning haykali yoki surati uy darvozasiga o‘rnatiladi.

Chiven — qorovul ajdarho. Atrofni diqqat bilan kuzatishni yaxshi ko‘radi, biroq bir joyda
o‘tirishni yoqtirmaydi, bino tomlarida yashaydi. Qo‘riglash joyini tashlab ketib qolmasligi uchun
tomlarga yoki zinalarga qilich bilan qotiriladi.

Bixan — bir shoxli yo‘lbarsga o‘xshaydigan janjalni yaxshi ko‘ruvchi ajdarho, do‘zax
qo‘rigchisi. Odatda qamogxonalar darvozalariga o‘rnatiladi. Bixan ziddiyatli tortishuvlar va sudlarda
ishtirok etishni xush ko‘radi, jahl otiga minganida o‘zining kuch-qudratini ko‘rsatgan.

Osmonostida ajdarholar nafaqat suv yoki yerosti hukmdori hisoblanishgan, balki samoga ham
hukmron bo‘lishgan. Tashqi ko‘rinishi, yoshi, yashash joyi, faoliyati va rangiga qarab ajdarholarning
aniq tasnifi tuzib chiqilgan. Yuqorida ko‘rsatilganlarni e’tiborga olib, ajdarholarni to‘rt gismga
bo‘lish mumkin:

- illohlar makonini qo‘riglovchi samo ajdarholari;

- shamol va yomg‘irlar yuboruvchi ilohiy ajdarholar;

- dengizlar chuqurligi va yo‘nalishini belgilovchi zamin ajdarholari;

- boyliklar qo‘rigchisi yerosti ajdarholari.

Ular ichida “Yer kindigi” himoyachilari bo‘lgan samo ajdarholari (sariq va oltin rangda) eng
yuqori pog‘onada turadi. Ular eng yirik va rahm-shafqatli hisoblanadilar, oyoqlarida beshtadan
panjasi bo‘ladi. Qolgan toifadagi ajdarholar to‘rt yoki uch panjali bo‘lgan.

Oltin rangdagi ajdarholar osmonni qo‘riglagan va ma’budlar saroylarining ishonchli
himoyachilari bo‘lishgan. Ular Xitoy imperatorlarining yaqin qarindoshlari hisoblangan. Osmonosti
imperatorlari o‘zlarini Buyuk Ajdarho deb ataganlar va tomirlarida ajdar qoni oqayotganiga
ishonganlar [3,112].

Ikkinchi pog‘onani iqlim, dengiz va ummon kengliklari hukmdorlari - ko‘k ajdarholar band

80



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

etadi. Ular yer yuzidagi barcha shamol, yomg*‘ir, bulutlarni boshqgaradilar va fasllar almashuvini
amalga oshiradilar.

Keyingi darajadagi Zamin ajdarholari yashil rangli va timsohlarga o‘xshash qiyofaga ega
bo‘lishgan. Ular yer yuzidagi barcha chuchuk suvlar va hosildorlik qo‘rigchilari hisoblanishgan.
Zamin ajdarholari daryolarda yashagan, ular oqim tezligi, suvning musaffoligi va suvning
qirg‘oqlardan chiqib ketmasligini nazorat qilgan. Shu bilan birga, ular daryolarning dengizlarga borib
qo‘yilishini ham nazorat qilgan. Bir so‘z bilan aytganda, ular yerdagi suv tizimiga nazorat qilishadi.

Yer ga’rida badjahl qora va qizil ajdarholar yashagan. Ular oltin, nefrit, olmos, qadimgi
imperatorlar xazinalari kabi yerosti xazinalarini qo‘riglagan. Bundan tashqari, qizil ajdarholar yetuk
donishmand bo‘lgan va ilm-fan himoyachisi hisoblangan. Qadimda ikki turdagi yerosti ajdarholari
o‘rtasida tez-tez kelishmovchiliklar bo‘lib turishiga va o‘shanday ziddiyatli vaziyatlarda zilzila va
to‘fonlar sodir bo‘ladi deb tushunilgan.

Xitoy ajdarhosi Longning genezisi va Long so‘zining etimologiyasi haqida turli fikr va
qarashlar mavjud.

Xitoycha “Long” so‘zining turkiycha “ulug (ulug‘)” so‘zi bilan genetik aloqasi borligi
to‘g‘risida turli garashlar mavjud. Shu bilan birga ushbu nazariyaning isboti sifatida turkiycha “ulug‘”
leksemalasining evolyutsiyasi jarayonida saqlanib qolingan o‘xshashliklari keltiriladi. Jumladan,
ulug>uliq “buyuk; hukmdor” ~ uli “buyuk, ulkan” ~ uluw “timsoh (ulkan suv yirtqichi)”/ mo‘g‘ulcha
luw “ilon, ajdarho” (qozoqcha — uluw jili — “ilon yili”). Xitoycha “long” va turkiycha “ulug” (ulug®)
leksemalari solishtirilganda quyidagi parallelizmlarda aniqlanadi: turkiycha ulug>uliq “buyuk;
hukmdor” - xitoycha 1ong “imperator”, turkiycha uluw “timsoh (ulkan suv yirtqichi)” va mo‘g‘ulcha
luw “ilon, ajdarho” — xitoycha 16ng (mifologik mavjudot — ajdarho) [4,165]. Yuqorida keltirilgan
fikrlarga qo‘shimcha tarzda barcha turkiy tillarda keng tarqalgan va ayrim fonologik jihatlari
e’tiborga olinmasa, deyarli bir xil talaffuz qilinadigan “ilon” (turkcha — yilan, qozoqcha — jilan,
o‘zbekcha — ilon va h.) so‘zining xitoycha “Long” so‘ziga ham fonologik, ham leksikologik jihatdan
juda o‘xshashligini ko‘rish mumkin. Fikrimizcha, aynan o‘zbekcha “ilon” so‘zi xitoycha “long”
(ajdarho)ga asos bo‘lgan.

Xitoy manbalarida gahramon Da Yuy tug‘ilganda ajdarho bo‘lganligi keltiriladi. Uning otasi
yarim ma’bud bo‘lgan Gun yer yuzini bosgan suv to‘fonini bartaraf etish uchun ko‘p harakatlar qiladi,
biroq eplay olmaydi. Shunda u oliy xudo — osmon xonining sehrli tuproq xamirturushi bo‘lgan Sijanni
o‘g‘irlaydi. Buni bilib qolgan va g‘azabga kelgan Osmon imperatori Gunni qatl giladi.

Gun ma’budlar gavmidan bo‘lganligi uchun uni to‘la ma’noda o‘ldirib bo‘lmas edi. Qatldan
uch yil o‘tsa ham, vujud buzilmaydi. Buning karomatidan qo‘rqgan va Gunning yovuz bir maxluqqa
aylanib, unga qarshi kurash boshlashi mumkinligiga aqli yetgan oliy ma’bud, ilohlardan birini sehrli
dao pichog‘i bilan yerga tushirib, tanani tilka-pora qilishni buyuradi. Elchi yerga kela solib Gun
gornini yoradi, biroq mo‘jiza yuz beradi, vujuddan ikki shoxli ajdarho sudralib chigadi. Bu Gunning
0‘g‘li — Yuy edi. U shiddat bilan osmonga ko‘tarilib ketadi [5,17].

Xan davri tarixchisi Sima Syanning “Shiji” (5212, tarix esdaliklari) asariga asoslansak,
mifologik qahramon Da Yuyga suv toshqiniga qarshi kurashda sariq ajdar (Z8E) va qora toshbaga (
% 5B) yordam bergan. Ajdarho Yuyning oldiga tushib dumi bilan ariglar qazib borgan, toshbaga esa

Yuy kemasining ortidan sehrli Sijang (23%) degan tuproq xamirturushini kosasiga yuklab suzib
borgan. Yuy sijang yordamida tog* va tepaliklarni hosil qilib, xitoyning jo‘g‘rofiyasini yaratgan ekan
[6,146].

Boshga bir xitoy mifida yarim xudo Da Yuy chetki shimolda joylashgan - Chjunbey
mamlakatiga borib qoladi. “Bu shaharda ikki kun mehmon bo‘ldi, biroq suv toshqini odamlarni xalok
etayotgan bir paytda Yuy bu yerda qolishi mumkinmidi? Albatta yo‘q. U jannatmakon Chjunbey
mamlakatini tark etib, yana suv toshqiniga qarshi kurashga otlanadi. Tinimsiz zahmat evaziga suv
chekinadi. Biroq yana boshga ishlar o‘z navbatini kutib turgan ekan. Yuy tomonidan quvg‘inga
uchragan suv ma’budi qora ajdarho - Gun - Gunning yaqini, to‘qqiz boshli ajdarho Syanlyu
odamlarga zug‘um o‘tkazar ekan. Eng yomoni bu maxluq qachon aksirsa, ulkan ko‘l paydo bo‘larkan.
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Bu achchiq suvni ichgan odam va hayvonlar yarim o‘lik holga kelarkan.

Da Yuy Sanlyuni o‘ldiradi. Jonsiz maxluq tanasidan sassiq qon otilib chigadi. Bu qonning
tomchisi qayerga tushsa, o‘sha yer o‘lik yerga aylanar ekan. Atrof shu darajada badbo‘y bo‘lib
ketibdi, u yerda yashashning hech iloji qolmabdi. Yuy buning asoratlarini ham yo‘q qilibdi. Insonlar
yana bir balodan qutilishibdi [5,31].

Adabiyotshunos E. Musurmanov Xitoy ajdarhosi — Long, xitoy mifologiyasida dastlab fors
mifologiyasidagi singari o‘zga yurt bosqinchi-maxluqi sifatida ham talqin qilinishi, bu obrazning
yurti deb Qarshidagi “Qal’ai Zahoki Moron” yoki Xorazmdagi “Ajdar bobo” kabi qo‘rg‘on va
manzillarning keltirilgani o‘tmishdagi ma’lum bir migratsion hodisalar, imperiyalar orasidagi harbiy
harakatlar sababli salbiy obrazda keyinchalik bosqinchi ellarning xitoy xalqi orasiga singishi
natijasida ijobiy obrazda, o‘rta asrlarga kelib imperator timsoliga aylanganini ma’lum qiladi [7,72].

Yuqorida keltirilgan ma’lumotlar asosida xitoycha “Long” so‘zining fonetik va leksik
jihatlari, shuningdek Xitoyning qadimiy mifologiyasidagi Long (“‘ajdar”) genezisi qadimiy turkiy
xalqlar madaniyati va mifologiyasidagi shomonlar, suv otlari haqidagi tushunchalar bilan bevosita
alogador bo‘lgan degan xulosaga kelish mumkin. Xitoy mifologiyasida ajdarho obrazining dastlab
zulmat (yomonlik) timsoli bo‘lganligi, keyinchalik yorug‘lik (yaxshilik) ramziga aylanganligi
gqadimgi Xitoy longi va prototurkiy ajdarho o‘rtasidagi bog‘liglikni yana bir bor tasdiglaydi. Ipak
yo‘li so‘ngi manzili Yevropaga borib tagaladi.
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ANNOTATSIYA

Bugungi globallashgan jamiyatda nutq madaniyatini shakllantirishda evfemizmlarning o‘rni

katta. Maqgolada evfemizmlar o‘quvchilarning nutq madaniyatini shakllantiruvchi vositalardan biri

ekanligi haqida fikr yuritilgan. Yoshlar nutqini evfemik birliklar bilan boyitish yo‘llari ko‘rsatilgan.

Shuningdek, evfemik va disefemik vositalarning lingvistik xususiyatlari tavsiflab berilgan. Badiiy,

publitsistik va so‘zlashuv uslubiga xos ingliz va o‘zbek evfemizmlaridan misollar keltirilgan. Ona tili

va ingliz tili darslarida o‘quvchilarga evfemizmlarni o‘z o‘rnida ishlatishni o‘rgatish va nutq
madaniyatida tadbiq etish haqida fikrlar keltirilgan.

Kalit so‘zlar: til, nutq, madaniyat, evfemizm, disfemizm, ma’nodosh so‘zlar, nutq uslublari.
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ANNOTATION
In today’s globalized society, euphemisms play an important role in the formation of speech
culture. The article discusses the fast that euphemisms are one of the tools that shape students’ speech
culture.Ways to enrich the speech of young people with euphemistic units are shown. Linguistic
features of euphemism and disephemism are also described.Examples of English and Uzbek
euphemisms characteristic of artistic, journalistic and conversational style are given. There are ideas
about teaching students to use euphemisms in their native language and English language classes and
applying them in the culture of speech.
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Til xalq va millatning ko‘zgusi, ajdodlardan avlodlarga meros bo‘lib qoluvchi ijtimoiy
hodisadir. U har bir xalgning va millatning yashash tarzini, ijtimoiy munosabatlardagi o‘rnini,
turmushini, urf-odatlarini o‘zida namoyon etadi.

Nutq madaniyati insonda yoshlikdan shakllanib borishi zarur. Til qonuniyatlaridan o‘z o‘rnida to‘g‘ri
foydalana olish insondan bilim talab qiladi, albatta. Shunday ekan, o‘zbek tili o‘zbek xalqining
ijtimoiy hayot tarzini aks ettirishda muhim ahamiyat kasb etib kelmoqda.

Nutgni ravon, izchil va grammatik jihatdan to‘g‘ri shakllantirish uchun bir qator
gonuniyatlarga amal qilish zarur. So‘zni to‘g‘ri tanlay olish, qo‘shimchalardan o‘z o‘rnida
foydalanish, sintaktik jihatdan gapni to‘g‘ri qurish shular jumlasidandir.

Ma’lumki, til taraqqiyoti xalq hayoti, madaniyati, turmush-tarzi bilan chambarchas bog‘liqdir.

Zotan, til va madaniyatning alogadorligi asosida tilshunoslikda lingvokulturologiya degan yo‘nalish
rivojlandi. Nutq madaniyati tildan bemalol va magsadga muvofiq tarzda foydalana olishni
ta’minlaydigan imkoniyat sifatida ardoglab kelinadi. Nutq odobi, til madaniyati kabi fazilatlar o‘zbek
xalgining gadimiy ma’naviy tayanch ustunlaridan sanaladi. Ma’naviy kamolotga erishishda madaniy
merosimiz bo‘Imish tildan o‘rinli foydalanish, uni chuqur o‘rganish va undan bahramand bo‘lishimiz
zarurdir.
Olim A.Omonturdiyev kishilar o‘rtasidagi aloqa vositalari vogelikni bayon etish — uni ifodalash usuli
darajasiga ko’ra bir-biri bilan uzviy bog‘langan uch qatlam: til, nutq, supernutqdan tashkil topganini
o‘rinli ta’kidlaydi [2]. Til xabar, aloqa vositasi bo‘lsa, nutq munosabat, muloqot usuli, supernutq esa
evfemik, ekspressiv-emotsional muomalani ifodalaydi.

Tilshunosligimizda til madaniyatiga erishish uchun qo‘llaniladigan vositalar mavjudligi
e’tiborga molikdir. Aynigsa, ochiq aytilishi noo‘rin, noqulay, madaniyatsizlik, axlogsizlik
hisoblangan birliklarni nutqda yumshatish, madaniyroq tusga kiritishga asoslangan evfemizmlar nutq
mdaniyatini oshirishda alohida ahamiyat kasb etadi. Demak, nutqimizda evfemizmlarni qo‘llash
madaniyatlilik, sharqona lutf qilish belgisidir. O‘zbeklar nutqida evfemizmlarning ko‘p qo‘llanilishi
xalqimizning madaniyatliligidan, halimligidan dalolatdir. Evfemizmlar tilda allagachon nomlangan
tushunchalarni qayta atash uchun yaratilar ekan, ular shu tushunchalarni ifodalagan so‘zlarning
sinonimlari hisoblanadi va perifrazalarning bir turidir. Evfemizmlar haqida gapirganda, shuni ham
aytib o‘tish lozimki, tilimizda evfemizmlarning antonimi sifatida o‘rganiladigan birliklar ham bor.
Ular disfemizmlar bo‘lib, kishilar izzat-nafsiga tegadigan so‘zlarni ochiqdan-ochiq aytish, muloqot
jarayonida nutq nafisligidan foydalanmaslikdir.

Evfemizm (yunoncha euphemia — yumshoq ifodalash) — so‘zlovchiga aytish noqulay,
noo‘rin yoki qo‘pol tuyulgan so‘z va iboralarning sinonimi sifatida paydo bo‘lgan so’zlar. Evfemizm
salbiy vogelikni atashdan qochish, shunday vogelikning salbiy ta’sirini yumshatish uchun xizmat
qilib, kishining izzat-nafsiga tegadigan, unga malol keladigan, hurmatsizlik ifodalaydigan, axloqiy
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me’yorlarga zid keladigan holatlarning yoki to‘g‘ridan-to‘g‘ri aytish mumkin bo‘lmagan maxfiy
vogelikning salbiy ta’sirini kamaytirish, ularni yashirish, berkitish; noxush xabarni beozorroq,
yumshoqroq shaklda yetkazish, ifodalash uchun ishlatiladi.

Masalan: o‘/di deyish o‘rniga olamdan o‘tdi, vafot etdi, ko‘z yumdi; tug‘di deyish o‘rniga ko‘zi
yoridi, yengillashdi kabi iboralardan foydalanish [1].

«Yaxshi gapirmoqg», «silliq so‘zlamog» ma’nolarini beruvchi evfemizm atamasi muloqot jarayonida
so‘zlovchining nutqini qo‘pol so‘zlarni qo‘llashdan yoki tinglovchining «ko‘ngliga tegishi mumkiny
bo'lgan noqulay so‘zlarni ishlatishdan saqlash bilan bog‘liq, ammo bu evfemizmlar qo‘pol, noqulay
ma’noni beruvchi so‘z ifodalagan mantigni bermaydi degani emas. Zero, evfemizm ifodaga ijobiy
yondashuv orqali yuzaga keladi.

Darhaqiqat, evfemizmlar nutq madaniyatini oshirish manbalaridan, ko‘rkam va jozibador nutq
shakllantirish vositalaridan biridir.

O‘quvchilar nutqini rivojlantirish, so‘z boyligini oshirish hamda madaniyat bilan so‘zlashni
chuqurroq o‘rgatishni davrning o°zi taqozo gqilmoqda. Shuni alohida ta’kidlash kerakki, yoshlar nutq
madaniyatini shakllantirishda evfemizmlarning o‘rni alohidadir. Buning uchun o‘qituvchi dars
jarayonlarida har bir mavzuga bog‘lagan holda turli metodlar orqali ularning lisonida evfemizmlarni
shakllantirib borishi zarur. Masalan, 5-sinfda “Ma’nodosh so‘zlar”, 6-sinfda “Fe’l so’z turkumi”
mavzularini o‘tayotganda quyidagi so’zlarni doskaga yozib, uning sinonimlarini (ibora, tasviriy ifoda
bilan ham) yozishni topshirish mumkin:

O‘lmoq — halok bo‘lmoq, jon fido qilmoq, mangu uyquda yotmoq, qurbon bo‘lmog, o‘tgan
ajdodlar, o‘tgan buyuk allomalar, shahid ketmogq, nobud bo‘lmoq, uxlamoq

O‘zbek tilida “o‘lmoq” so‘zi bilan bog‘liq bo‘lgan evfemik lug‘at A.Omonturdiyevning “O‘zbek
tilining gisqacha evfemik lug‘ati’da berilgan bo‘lib, ulardan ham namunalar keltirib, o‘quvchilarning
so‘z boyligini oshirish mumkin:

Abadiylikka bosh qo ‘ymogq, abadiy uyquga ketmoq, ayrilib qolmogq, bandachilik gilmoq, baxti
qaro kiymog, bevaqt ko ‘z yummogq, berib qo ‘ymoq, bir yaproq uzilmogq, dorul fanodan dorul bagog ‘a
rihlat gilmogq, egasiga kerak bo ‘Imogq, egasiga topshirmogq, elchisi kelmogq, foniy dunyodan ketmoq,
fano olamini tark etmogq, gul uzmogq, hayot bilan vidolashmogq, hayotiga nuqta qo ‘ymoq, indamaslar
olamiga ketmogq, joniga qasd gilmogq, kamaymogq, musulmonchilik gilmog, omonatini topshirmog,
paymona to ‘Imoq...

Tug‘mogq (tug‘ilmoq)— dunyoga keltirmoq, jonidan jon bunyod etmoq, ko‘zi yorimogq, yengil
bo‘lmogq, o‘g il ko‘rmogq, bunyodga kelish, yorug® dunyoga kelmogq
Kasal bo’lmogq — boshi yostiqqa tegmoq
Xotin — ahliyamiz, ojizamiz, o zlari, bekam
Er — begim, u kishi, o ‘zlari, o zi, ular
O‘quvchilar yozib bo’lgandan so’ng o’qituvchi xatolarni tuzatib, to’ldirishi kerak.

Yoki 10-sinfda nutq uslublarini o‘tganda ham evfemizmlarning nutqiy uslublarda xoslanishi nuqtayi
nazaridan tasnif etish, o‘rganish maqgsadga muvofiqdir.

Evfemizmlar birinchi galda badiiy uslub uchun xizmat qiladi. U badiiy uslubning oliy formasi.
Nutqgni ta’sirchan ifoda etishning asosiy vositalaridan biridir.

Evfemik va disfemik ma’noli birliklar, asosan, nutqiy hodisa bo‘lganligi sababli, adiblar nutqida
indiviudal hodisa sifatida namoyon bo‘ladi. Shuning uchun so‘z san’atkorlarining asarlarida
go‘llangan bunday til hodisalarini individual nutq tarkibiy qismi sifatida maxsus tadqiq qilish alohida
ahamiyatga ega . X. Qodirova Abdulla Qodiriy asarlaridagi evfemik va disfemik vositalarning
lingvistik xususiyatlari hamda adibning ulardan foydalanish mahoratini tavsiflab bergan. Abdulla
Qodiriy evfemik ma’noli birliklarni qo‘llash masalasida ulkan mahorat egasi sifatida ko‘z o‘ngimizda
gavdalanadi. Adibning o‘z va uning qahramonlari tilida uchragan har bir so‘z va gapda ularning
ruhiy-ma’naviy kayfiyati, orzu-niyati, insonga, uning hayotiga, tabiat hodisalariga munosabati,
dunyoqarashi va madaniy saviyasi, his-tuyg‘u va xulg-atvori aks etib turadi. Buyuk adibning “O‘tgan
kunlar” romanida evfemizmlarning yuksak mahorat bilan qo‘llanilganligini yaqqol ko‘rish mumkin.
X.Qodirova Abdulla Qodirty asarlarida qo‘llangan evfemizmlar, miqdor jihatidan rang-barang
bo‘lish bilan birga, mavzuviy jihatdan ham xilma-xil ekanligini ta’kidlaydi: 1) shaxsni anglatuvchi
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evfemik vositalar: valine ’mat jannatmakon, “katta”, zinokor, halol emas, suyuq oyoq, “aynigan”
majnun, layli, baba, barishnaxon, marja, o ‘ynash, tutash, “noz egasi”, ‘‘fir’avn qizi”’; 2) inson tana
a’zolarini ifodalovchi evfemik ifodalar; 3) biomoddani anglatuvchi evfemik ifodalar: axlat, tezak,
xilt; 4) insonning jismoniy nugsonlarini anglatuvchi evfemik ifodalar: qulogi og‘ir, bir ko zi
mag ‘ribda, bir ko zi mashrigda; 5) insonning jismoniy holatini anglatuvchi evfemik ifodalar: yuklik,
homilalik, og‘ir oyoq, ikkigat, tumsa, pushtsiz, bezurriyot, “qizil kuyov”; 6) insonning ma’naviy
nuqgsonlarini anglatuvchi evfemik ifodalar: aqling ogsaydir, aqlingiz bir oz yanglishibdir, boshi
bo ‘sh, jo‘n odam, po ‘stak aqlini moy bosgan, jahli basit, soddalavh, esi yarim, yarim madaniy xalq,
xom kishi; 7) insonning muomala va munosabatdagi nuqsonlarini anglatuvchi evfemik ifodalar:
velkasi gichimasin (ta’'magirlik gilmasin), yovvoyi chigim (pora), mullajiring (pul; pora), “qarz”
(pora), cho ‘ntakparast (ta’magir, pulga o‘ch odam), konvert orqali ulashilgan “badal’lar (pul,
pora); 8) spirtli ichimliklarni anglatuvchi evfemik ifodalar: dori, zahar, “obi surx”, obirahmat,
ogsoqol [3]. Adib asarlaridagi evfemizmlar borasida adabiyot darslarida ham fikr yuritish o‘rinli.
Masalan, 5-sinfda “Uloqda” hikoyasini, 7-sinfda “Mehrobdan chayon” romanini, 9-10-sinfda
“O‘tkan kunlar” romanini o‘qib, tahlil qilganda asarlarda qo‘llangan evfemik birliklarni topib,
izohlash hamda ularni nutq jarayonida qo‘llash magsadga muvofiqdir. Chunki badiiy asar o‘qishdan
magqsad faqat vogealar atrofida aylanish emas, balki so‘z boylikni oshirish, so‘zni o‘rinli qo‘llashni
o‘rganish va okkazional so‘zlarni tushunish hamda eng asosiysi ulardan amalda foydalana olishdir.
Biroq, evfemik vositalarning qo‘llanish doirasini badiiy adabiyot bilan chegaralash xatodir. Chunki
u publitsistik uslubning ham komponenti bo‘lib, uning shakllanishida muhim rol o‘ynaydi.
Publitsistik uslub evfemizmlarini izohlash uchun matbuot materiallariga murojaat etamiz:

Olim 53 yoshida, ijodining gullagan davrida hayotdan o ‘tdi (“Guliston”, 1992, Ne 6. 17-b.).

Hayot meni undan judo qildi (“Y osh kuch”, 1996, Ne1.25-b.).

Farzandlari otamiz bu dunyo tashvishlaridan charchab, narigi dunyoga ketib qoldilar, deb o ‘zlarini
ovutardilar (“Guliston”, 1997, Ne 2, 38-b.)

La’nati ajal gulday qizni xazon qildi-ya?! (“Saodat”, 1996, No4, 18-b.).

Keltirilgan misollarda hayotdan o‘tmoq, judo qilmoq, narigi dunyoga ketmogq, xazon qilmoq kabi
iboralar o‘Imoq so‘zining publitsistik uslubdagi evfemik variantlaridir. Demak, nutq madaniyatida
evfemik vositalarning qo‘llanilish doirasini nafaqt badiiy adabiyot bilan,balki publitsistik uslubdagi
evfemik vositalardan keng foydalanish joizdir.

G‘arb nutq madaniyatida evfemizmlar muhim o‘rin tutadi. Ayniqgsa, so‘ngi

paytlarda ommaviy axborot vositalari butun dunyoda, xususan Yevropa mamlakatlarida muhim
kuchga aylandi. Ma’ruzachi esa tinglovchiga publitsistik uslubga xos evfemizmlardan foydalanib
jamiyatga ta’sir ko‘rsatadi.

Darhagqiqat,evfemizmlar ommaviy axborot vositalari uchun muhim so‘z qurolidir.

‘‘Positive stories about war’’(propaganda) (Washington Post 12.2.2005)

In the Brooklyn cae,24-years-old Jewish man told police he overheard group of blackmen

talking about the knockout game before he was attacked(Christian Science Monitor, 2013)

“Spending more time with the family” Neil,Chessington,Surrey.

“Speakin on the big white Telephone” @BBCNewsMagazine Love.

“But then the eclipse happened five days later.Not that Trump created the eclipse. But maybe.”’
(A4. Pgl11.P8)

“America is in the game, and America is going to win,” he said, to an audience that included

cabinet members and military officers.(A2.Pg4.P4)
Shunday qilib,nutq madniyatida evfemizmlar yoki o‘ziga xos evfemistik atamalardan
foydalanishning ahamiyati katta.

Evfemik vositalar so‘zlashuv uslubi tarkibida ham faol qo‘llaniladi. So‘zlashuv nutqi nutq
momentidagina mavjudligi, so‘z tanlash va so‘z qo‘llashning yozma nutqqa nisbatan erkinligi, so‘z
iqtisod qilish qonuniyatining amal qilish jarayonlari evfemadan osonlik bilan foydalanish
imkoniyatini beradi [4], shu sabab so‘zlovchi ko‘pincha “o‘lmoq” o‘rnida “bo‘lmabdi”, “turmadi”,
“o‘tmoq”, “ketib qolmoq”, “yo‘qolmoq” , “chin joyiga ketmoq”, “qutilmoq”, “olmoq”,
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“musulmonchilik qilmoq”, “jonini olmoq”, “elchisi kelmoq”, “bandachilik qilmoq” kabi aytilishi

o‘ng‘ay evfemalarni qo‘llaydi.
Shuningdek ingliz tilshunosligida ham evfemizmlar keng tadqiq qilingan.Masalan: died/ vafot

9 ¢

etgan shaxs haqida gapirganda, uni “passed away”, ““pass over”, ‘‘ go to heaven”, ‘“ gotoa
better place”, ‘‘sleep away”, ‘¢ pass into the next world”, ‘‘go under go to our rest”, ‘‘leave the land
of the living” almashtirish yaxshiroqdir.

Xulosa qilib aytganda, evfemizmlar badiiy, publitsistik hamda so‘zlashuv uslublarda faol qo‘llanadi.

Demak, evfemizmlar — nutq ko‘rki. Ona tili va Ingliz tili darslarida qaysi sinfda qanday mavzu
o‘tilishidan qat’i nazar evfemizmlarni o‘z o‘rnida ishlatishni o‘rgatish, nutqni ravon ifoda etishni
ta’minlash har bir pedagog oldidagi asosiy vazifadir. Zero, ona tili va ingliz tili darslarini o‘tishdan
asosiy maqsad quruq qoidalarni yodlatishdan iborat emas, balki o‘sha nazariyalarni amalda — nutqda
tadbiq eta olishdir.
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AHHOTALUA
Orta cTarbs npejacTaBiseT co0oil BBeeHHE B BOIPOC O TOM, KaK HACKAJIbHOE UCKYCCTBO CBS3aHO C
ucropuueckuM KoHTeKcToM llentpanbhoit As3um. Camblii paHHUH TaKOW KOHTEKCT CBSI3aH C
MHJIOWpaHIIaMH, XKUBIIMMH B 3TOM PETHOHE BO 2-M THICAYENETUH JO HAled 3pbl, MO3TOMY
O0OCYXKIAfOTCS BO3MOJKHBIEC CBSI3W TETPOTIM(OB ¢ apPUUCKOW KyJIbTYpoH ¥ MH(OIOTHEH.
N300paskeHUs] KUBOTHBIX, BBIITOJHEHHBIE B CKH(CKOM CTHJIE, MOKa3bIBAIOT, YTO CO3/JaHUE
HACKaJIbHBIX M300pKEHUH TaKkKe OBUIO BOKHOHM KyJIBTYPHOU MPAKTHKOW JIJISI pAHHUX KOUYECBHHUKOB
BO BceM pervoHe. Takke OTMEUEHO COBPEMEHHOE COLMAIbHOE 3HAUEHUE JOUCTOPUUYECKUX
HACKaJIbHBIX N300paKCHH.
KiwueBblie cjioBa: nerporiud, HaCKaIbHOE HCKYCCTBO, CHMBOINKA, LleHTpanbHas A3usi.
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MARKAZIY OSIYO PETROGLIFLARI SAN’ATIDA TARIXIY KONTEKSTNING
TALQINI

ANNOTATSIYA
Ushbu maqolada petroglif san’atining O‘rta Osiyo tarixiy kontekstiga qanday alogasi borligi haqida
kirish ma’lumot beradi. Bunday kontekstning eng qadimgi qismi eramizdan avvalgi 2-ming yillikda
mintaqada yashagan hind-eronliklar bilan bog'liq, shuning uchun petrogliflarning oriy madaniyati va
mifologiyasi bilan mumkin bo'lgan aloqalari muhokama qilinadi. Skif uslubidagi hayvonlar tasvirlari
goyatosh rasmlari ham butun mintagadagi ilk ko'chmanchilar uchun muhim madaniy amaliyot
bo'lganligini ko'rsatadi. Tarixdan oldingi petroglif tasvirlarining zamonaviy ijtimoiy ahamiyati ham
qayd etilgan.
Kalit so'zlar: petroglif, qoyatosh tasviri, simvolizm, O'rta Osiyo.
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INTERPRETATION OF HISTORICAL CONTEXT IN THE ART OF PETROGLYPHS OF
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ABSTRACT
This article provides an introduction to how rock art relates to the historical context of Central Asia.
The earliest such context is associated with the Indo-Iranians who lived in the region in the 2nd
millennium BC, so the petroglyphs' possible connections to Aryan culture and mythology are
discussed. Animal depictions in the Scythian style show that rock art was also an important cultural
practice for early nomads throughout the region. The contemporary social significance of prehistoric
rock art is also noted.
Key words: petroglyph, rock art, symbolism, Central Asia.

HenaBHue OTKpBITHS MO3BOJIAIOT MPEANOIO0KUTh, YTO UCTOPUS CO3JaHUs NEeTporiaudoB Ha
MPUPOAHBIX KaMHsIX B LleHTpanbHOI A3UM MOXET BOCXOAMTH K BEPXHEMY MAJICOJUTY, XOTS 3TO
MIPENIOJIOKEHUE TI0Ka OCHOBAHO HCKIIOYUTENIbHO Ha CXOJICTBE M30paHHOrO 4YHCia alTalCKuX
neTporiudoB, poACTBEHHBIE H300paKEHUSIM, N3BECTHBIM U3 €BPOIEHCKIX MAIICOTUTHUECKUX MEIIep.
HecomHeHHO, HackajbHble U300paXKEHUS CO3/AAaBAJIMCh U B MOCJEAYIOIINE NEPUObl, 8 UMEHHO B
HeoJIuTe, OPOH30BOM U HKEJIE3HOM BEKaX, IPUUYEM JIBa MOCIEIHUX BEKa MOXHO CUUTATh «30J0THIM
BEKOM» B HICTOPUHU HACKAJILHOTO UCKyccTBa LleHTpanbsHoi A3um.

LenTpasibHasgs A3Wsi — 3TO PEruoOH, Ill€ MCTOPUYECKUE JIaHHBIC NPEIJIAraroT BaKHBIN
MHTEPIPETAIIMOHHBIM KOHTEKCT B MCCJIEI0BAaHUU HACKAJIbHOTO MCKyccTBa. [lo olleHKaM ncTopuko-
CPaBHUTEIBHOTO S3bIKO3HAHUS, KOPPEIUPYIOIINM C apXEOJIOTMYECKUMU Hax0IKaMU, OpPOH30BBIH BEK
ObuT BpeMeHeM Murpanun B CpeHior0 A3WI0 IPEBHUX apHeB, TAK Ha3bIBAEMBIX HHIOUPAHIIEB. JTO
OBUTM HApOJIbI, KOTOPBIE OKOHYATEIIFHO PACKOJIONUCh Ha MHIUHCKIX W UPAHCKUX apHUHIEB, CO3/1aB
OCHOBY MCTOpHYECKOTo MHIyu3Ma B Muauu u 30opoactpusma B Ilepcun. [lpunnmas Bo BHUMaHUE,
YTO MHOTHE METPOTIU(BI OBUIN CO3/IaHBI UMEHHO B 3TO BpeMst B CpenHel A3uu, BIIOJTHE BEPOSITHO,
YTO HEKOTOPBIE U3 HUX OBLIN CO3/1aHbl UHIOMpPAHIAMH.

Bonpoc o BbISIBIGHHMM KYJIBTYPHOIO COAEpKAHHUS B M300PAKEHUSAX HACKAJIBLHOTO
HCKYyCCTBa TPEeOYeT METO0IOTHYECKOT0 00CYKIeHHs. Takue BOMPOCH, KaK MoYeMy OBIJIO CO3/1aHO
HAacKaJIbHOE UCKYCCTBO U B KAKOI CTENEHU HACKAJIIbHOE UCKYCCTBO OTPa)KaeT peaibHOCTh, SIBIISIFOTCS
BOIIPOCaMU, KOTOPBIE IO CUX MOP 00CY X Aat0Tcs. SBiISETCs I HACKaIbHOE UCKYCCTBO rpadMuecKUM
BBIpaKeHHeM yoexaennii? U ecnu na, TO SBISETCS JU 3TO WLTIOCTpAIed MU(POB? A MOXKET OBITh,
HacKajJbHble W300paXEHUsI UIPaId AKTUBHYIO pOJib B CHMBOJMYECKUX JIEHCTBUSAX, HaIpUMED,
puTyanax?

; i ¢ { ;
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BakHbIM HOBBIM HaIlpaBJI€HHEM MHTEPIpPETALUU SBISETCS CceMUOTHKA. PaccmaTtpuBas
HACKaJbHOE MCKYCCTBO KaK 3JIEMEHT KYJbTYpbl, MOXXHO YCTAHOBUTH CEMUOTHUYECKYIO KOPPEISALIUIO
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MEXJy HMHJIOUPAHCKUMU MH(paMH U HACKaJIbHBIM MCKYCCTBOM, IpEINojiaras, 4ro OHU HMMEIOT
CTPYKTYpHBIE COOTBETCTBHS. JTOT MOAXO0/ ObLI NIPUMEHEH B HcCiIeI0BaHUM neTporiandos Capmull
B Y30ekucrane u Tamransl B Kazaxcrane. [lepBonavyanbHoe HaOnioeHue, MOBIUSBIIEE Ha BHIOOD
TUX MECT JUIsl JaJbHEWIIero aHajau3a, Kacajloch IMOBTOPEHHUS acCOLUAIMM «YEJOBEK-OBIK» B
HacKaJbHBIX PpHUCYHKAaX, YTO TaKKe HMEeT pellaollee 3HaueHUue JUIsi HHAOUMPAHCKOIrOo
KOCMOTOHMYECKOro Mu(a, BKIIOYAIOIIET0 MHp, BOZHUKIIMI B pe3yibTaTe KEPTBOIPUHOIICHUS
MepBOOBITHOIO CYIIIECTBA — CUHTE3a ObIKa U YEJIOBEKA.

B unnoupanckuii mepuoa B HacKaJbHOM HCKyccTBe LleHTpanpHOM A3uu mosBUIICS
MHTPUTYIOIIUA MOTHUB — 4esioBeyeckas (urypa, rojoBa KOTOpOi 3aMEHEHa KPYrom, OKpY>KEHHBIM
pacxoAsIMMUCS JIMHUAMHU WM KOHLIEHTPUYECKUMHU ToukaMu. HekoTopble nccienoBaTesnn CUuTaroT,
YTO 3TO U300paKEHUsI COTHEUHBIX OOroB, TAKMX Kak MUTpa, U CBUAETENBCTBO COJTHEYHOTO KYJIbTA,
KOTOpBIM OBbUI IIMPOKO paclpOCTPaHEH CpPEeau JAPEBHUX HHAOEBPOINEHCKUX HapoaoB. [pyrue
HCCIIEIOBaHMS IMOKA3aJli, YTO COJTHEUHBIE aypbl — 3TO HE OOTH, a IPOSBIEHUS IPEBHUX «IIaMaHOBY,
MIOCKOJIbKY M3JTy4aroliiue HUMObI MOTYT ObITh H300paXKEHUSIMU BU3MOHEPCKUX OLIYIIEHHU, KOTOpbIE
WCIBITHIBAIOT JIFOIU, HAXOSICh B U3MEHEHHBIX COCTOSHUSX co3HaHMsI. OJHAKO €CIIU MPEIIOI0KUTh,
YTO 3TO Ha camoM jefie n3oOpakeHus: CoJHIA, TO CIEIYET 3a/aThCs BOMPOCOM: MOYEMY OBLIO
nzobpaxeno Connue? boiiee BHUMaTeNnbHOE M3ydeHue nerporiaugos Caiimalbl-Taiia, 0JHOrO U3
KpYMHEHUIINX CKOIUIEHUH NeTporiaugoB ¢ CONIpHbIMU cuMBoOJIaMu B LleHTpasibHO#M A3un, IPOsICHSET
3Ty MpooIieMy.

Caiimanbl-Talll — YHUKaJIbHOE MECTO, PacloJIOKEHHOE BBICOKO B ropax KbIpreisctana Ha
BeicoTe 3200 MeTpoB Haa ypoBHeM Mops. [lyTemiecTBue B CTOJIb BBHICOKOE MECTO MOIJIO OBITh
(dhopMoil pUTYyaIbHOIO HAJIOMHUYECTBA B CAMbl€ BHICOKHE TOUKU KocMmoca. M, 3HauuT, CUMBOJIUYECKH
€ro MOXHO OBLJIO paccMaTpuBaThb KaK MECTO, TIJIe MOHO ObLJIO BCTPETUTh COJHIIE B
HerocpeacTBeHHOW Ommzoctu. llerpormmuder Caiimanbl-Taimi MOTJIM  OBITH M300pa3uTEIbHBIMHU
MeTadopaMu COr03a C COJIHIIEM, CBOETO PO/ia MUCTHYECKOIO OMbITa, KOTOPbII MPAaKTUKOBAIN apuu.

WNunoupanckoe Hacneaue crenei LleHTpanbHOM A3uu Mpooykaloch U B MEpBbIE BEKa
MIEPBOr0 THICSYETETHS 10 HAlled 3pbl B KOYEBBIX KyJIbTypaxX. DTHX TaK Ha3bIBA€MbIX DPAaHHUX
KOYEBHUKOB Ha3bIBAIOT CaKaMU WJIM CKU(aMU, KOTOpbIE YIIOMUHAIOTCSA B HAAMHUCIX AXEMEHUIO0B U
MIPOM3BEACHUAX JIPEBHErPEUECKUX aBTOPOB. B cruie u Temaruke nerporiaundoB 3TOro nepuoia
npeoOyiajjaii  KUBOTHBIE (OTCIO/Ia XYJI0’KECTBEHHO-UCTOPUYECKUI TEPMHMH TaK Ha3bIBA€MOIO
«3BEPUHOTO CTUJIS»), YACTO U THIATEIHHO N300paKaJIuCh OJICHHU.

N3BectHbIEe 00pa3ibl 00pa30B KUBOTHBIX B UCKYCCTBE KOUEBHHKOB M3BECTHBI U3 00raro
000py/IOBaHHBIX I'POOHMI] - "HAPCKUX KypraHoB", oOHapyXeHHbIX IIMpPOKO B cremnsx llepeaneit
Azun: ot Kazaxcrana (Mccbik) no Antas (I1a3bipbik) u TyBbsl (ApxaH) u Ha tor, 1o Monronuu. B
cTernsix MOHronuu BO3HMKIIA BIEYATISAIONIAs MOHYMEHTaJIbHas TpaJuLlUs BO3BEICHMSI KaMEHHBIX

90



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

cTen, 60raTo yKpalleHHBIX TPaBUPOBAHHBIMH H300paKEHUSIMU OJICHEH, OTCIO/Ia ¥ Ha3BAHHUE «OJICHBU
KaMHW».

OTHeceHME HACKaJIbHBIX H300paXK€HUIl K KOHKPETHBIM 3THUYECKUM TPYIIaM CpPeau
paHHUX KOueBHHMKOB lleHTpanbHON A3WHM SBISIETCA CHOPHOW W MpoOJSIeMHOW TeMou. XOTA
MHJI0EBpoOIIelicKoe Hacaenre OblI0 BaXKHON COCTABIISAIONIEH 3TOr0 KyJIbTYPHOTO TOPU30HTA, 3TO ObLIO
BpeMsi Hadajia popMHUPOBAHUS TIOPKO-MOHTOJIBCKON KYJIBTYPHI.

LentpanpHass A3usi CTaHOBHUTCS KitoueBoW yacTeio I[llenxkoBoro mytu B Havaie |
ThICSIYETIETHS] Hallel 3pbl. DTO OBLJIO BBI3BAHO paclIMpEeHHeM XaHbCKOIO TOCy1apcTBa Ha 3amajiHble
peruonsl, Takue kak CuHblB3sH. [1o 3TOMy MapuipyTy cieaoBaid TOProBIbl, HO IIOMHMO CBOEH
SKOHOMHYECKOW pousin, [IIenKkoBbIi MyTh BCKOpPE CTal MYyTEM PACHPOCTPAHEHUS WJIIEU WU PEIUTHH,
ocoOeHHO Oyanm3mMa, KOoTopbiil 3apoamics B Maanu. CBUAETEIHCTBOM 3TOTO TPOIECCA SIBISIOTCS
THICSYN OYAIUICKHX IETPOTangoB, OOHApYKCHHBIX TJaBHBIM 0Opa3oM Ha ceBepe l[lakmcraHa
(manpumep, B paitone Yuiiac), ¢ n300pa’keHUAMHU CTYII, YOPTEHOB, CBACTUK, IPOCBETICHHOIO by 1/1b1
win bonxucarts, a Takke OyaauMiicKie HaJIUCH B Pa3JIMYHBIX CHCTEMax MUCbMEHHOCTH. Bo3pact
3THX TeTporyindoB oreHnBaeTcs mpuMepHo B [-X Bekax Hamiei 3pbl.

Bmecte ¢ apabckum 3aBoeBanmem Cpenneit Asum B VIII Beke Hamieir 3pbl u
MOCJIEAYIOIUM paclpoCTpaHEHUEM HcllaMa TPaJULUS HACKAJIbHOTO MCKYCCTBAa CYILIECTBEHHO
npepBanack. OfHAKO JOUCIAMCKUE BEPOBAHUS M PUTYalibl HE OBbUIM IMOJHOCTbIO MCKOPEHEHBI U
CHHKPETHYECKH MPOOIKAIHA (POPMHUPOBATH KYIbTYpHBIH TanamadT LlenTpansHoit A3uun, 0co0eHHO
B CTEITHOMW 30HE, 3a MpeeiaMu FOpPOACKUX BIaJCHUNA HOBOW PETUTHU. DTHU JI0UCIaMCKHE BEPOBaHUS
Y TIPAKTUKHA OOBIYHO HA3BIBAIOT CPEIHEA3WATCKUM IIAMAaHM3MOM, KOTOPBIA HA CAMOM JIeJie UMEEeT
o0Imue 4epThl ¢ CHOMPCKUM IIaMaHU3MOM, XOTsI 00pa3 1 aTpuOyTHI IIAMaHOB B 00OMX PETHOHAX HE
WACHTUYHBI (HaIpUMep, aHUMaJINCTHIECKUE Hapsabl 1 6apabanbl, oTCyTcTBYIonME B LleHTpanbpHOM
A3zun).

OpHako IpeBHUE HApOAHbIE 00bIYaN CO3JAJIN YHUKAJIbHBIM CUHTE3 C HOBBIMU HCIIAMCKUMU
KYJIbTYPHBIMH TPAIULUSIMU. SPKOU WILUTFOCTPALMEN 3TOTO ABJIEHUS SIBJISIETCS pAaCHPOCTPAHEHHBIN B
LenTpasibHON A3UHU KYJIBT CBSIIEHHBIX MECT, KOTOPBIM 4acTO MPOSBISETCA B BUAC MaJOMHUYECTBA.
WHTEepecHo, 4TO HEKOTOpBIE M3 3TUX CBSIICHHBIX MECT BKIIIOYAIOT B ce0s JPEeBHUE HACKAIbHBIC
PUCYHKH, YTO yKa3blBae€T Ha TO, YTO 3TU MecTa ObUIM PUTYyalbHBIMU LEHTPAMU B JOUCIAMCKHE
BpemeHa. TakuMm 00pa3oM, HcIaMcKas KyJlbTypa MPOJODKHAIA HOBBIH KOMILIEKC TMPAKTHK YKe
YCTaHOBUBILICHCS IpeBHEHN cBseHHOCTH JanamadTa. Hampumep, ropa Cyneiiman B Keipreizcrane
SBIISICTCSI OJTHUM W3 HanOoJee SIPKUX MPHUMEPOB TAKOTO «IIPUCBOCHUS», HO B JPYTUX PecrmyOmKax
[lenTpanpHO A3HMH €CTh €I11e¢ MHOTO MOJA00HBIX MecT. HapoHabie 00bI9an 4acTo COMPOBOXKIAIOTCS
OJIKJION, MPHUBI3aHHON K OJHM3JICKAIIUM JCPEBBSIM, WM IMOJApPKaMH, OCTABICHHBIMH Ha CKaJax,
MOKPBITHIX APEBHUMH N300pasKEHUSIMH.
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B ckanpHOM yOexwumie, m3BecTHOM Kak 3apayT Kamap, Ha rore VY3OekucraHa, ecTh
HacKajJbHblE€ PHUCYHKH, KOTOpBIE IMPEANOJIIOKHUTEIbHO CBS3aHbl C JOUCIAMCKUMHU pUTyallaMH,
cBA3aHHbIMU ¢ HaBpy30oM, TpaIuIIMOHHBIM 30poacTpuiickuM HOBBIM rooM, KOTOPBIN Ipa3aHyeTCs
B Mapre. OIMH U3 HApPUCOBAHHBIX TaM MOTHUBOB (KpYT, 3alI0JIHEHHBIH TOYKaMU U pa3fesIeHHBIH O
LEHTPY BEpPTUKAJIBHOM JMHMEW), OKa3bIBaeTCs MOYTH uAeHTUYeH KaptuHe «HaBpys»,
choTorpadupoBaHHOM MOJIBCKUM HccienaoBareneM Jleonom bapmiesckum B konie XIX Beka. bosnee
TOTO, IPAKTHUKAa HAaHECEHUs M300paKeHUI Ha BHEUIHUE CTEHBbI JI0MOB BO Bpems HaBpysa Oblia
JOKYMEHTaJIbHO MOJATBEPXKIACHA U B Hayaje JBaJLaToro Beka. Bce 3T nmpruMepsl MOKa3bIBalOT, 4TO
HackajibHOE MCKyccTBO B LleHTpanbHOM A3uu He SIBISIETCS HCKIIOUUTENBHO JIOMCTOPHUYECKUM
SIBJICHUEM, YTO U300paKeHUsI Ha CKajlaX BBINOJHSIMCH U B HICTOPUUYECKHE BpEMEHA, IPUYEM COBCEM
HEZaBHO.

CchUIKM Ha KOYEBOE MPOIIITIOE ¥ HA COJISIPHBIE CUMBOJIBI (TakuM 00pazom, Ha Hebo) nmeroT
u OoJiee MMPOKOE 3HAUEHUE, IOCKOJIbKY 3TO KJIFOUEBbIE TEMbl HOBOW UI€U TEHIPU3Ma, TOSIBUBLIEHCS
nocsie 1991 rona. TeHrpusMm cTail isl HEKOTOPBIX TPYII OCHOBOW IMOCTPOEHHUSI HOBOT'O TIOPKCKOI'O
MHpa, OOYCIOBJICHHBIM HCTOPHUYECKH OOIIEH KOYEBOM MJICHTUYHOCThIO. Takum oOpasom,
HAcKaJbHOE HMCKYCCTBO CTal0 HEOTHEMJIEMOI YacThIO JUCKYCCHH O KyJIbTYPHOH HMJIEHTUYHOCTH
HaponoB lleHTpanmbHON A3uHM, IIOCKOJIBKY apX€OJIOTMYECKHME PEKOHCTPYKUMHU IPOILIOTrO
00ecrieurnBaOT OCHOBY JUIs IOMCKA KOPHENW COOCTBEHHON KYJIbTYPBI.
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ANNOTATSIYA
Mazkur maqoladi o‘quvchilarda musiqani idrok qilish va uni eshitish qobiliyatini rivojlantirish
bo‘yicha mutafakkir olim va tadqiqotchilar nazariyalari taxlil qilib o‘rganilgan. Shu bilan bir
musiqani xotira va musiqiy qobiliyatni rivojlantirish bo‘yicha metodik tavsiyalar berib o‘tilgan.
Cholg‘u ijrochiligi vositasida o‘quvchilarni tarbiya qilishdan magsad ularni ma'naviy tarbiya qilish,
ma'nan yetuk shaxs bo‘lib yetishishlarida musiganing tarbiyaviy ahamiyatini anglab, hayotda tadbiq
qilish kabi omillarni ochib berishda mutafakkir olimlar nazariyalari yoritib o‘tilgan. Maqolaning
ahamiyatli jihati ijrochilik san'ati ya'nmi musiqa san'ati dunyo bo‘ylab inson qalbini tushunishda
vositachi bo‘lib xizmat qilishi, insonlar qalbini musiqa birlashtirib turishini ham anglatadi.
Kalit so'zlar: tovush,tarbiya, cholg‘u asbobi, idrok, kuy, qo‘shiq, qobiliyat.

Mupoaua KypaeBuu XakuMoB
AHIMKAHCKUNA TOCYJapCTBEHHBINM YHUBEPCUTET

PA3ZBUTHUE CJIYXA ITPU UHCTPYMEHTAJIBHOM UCIIOJIHEHUM

AHHOTALUA
JlaHHas cTaThs NOCBSIIEHA AHAIN3Y TEOPUN YUEHBIX-MBICIMTENEH U UCCIEAOBATENEH IO PA3BUTHIO
y uuTaTeNned CnocoOHOCTH BOCIIPUHUMATh MY3bIKY U CIIbIIATh ee. [Ipu 3ToM narotcs MeToudeckue
PEKOMEH/IallMU 110 Pa3BUTHIO MY3bIKaJIbHON aMSATH U MYy3bIKaJIbHBIX CLIOCOOHOCTEH. B packpsiTun
TakuX (aKTOpPOB, Kak I[eldb BOCIUTAHUSA YYalIMXCS CPEICTBAMH HHCTPYMEHTAIBHOTO
HCIIOJIHUTENBCTBA, UX JYXOBHOE BOCIHUTAHHUE, OCO3HAHNE BOCIUTATEILHOTO 3HAYEHUSI MY3bIKH B UX
CTaHOBJICHUH JTyXOBHO 3pEJIbIMU JIFOJIbMU U €€ IPUMEHEHUE B )KU3HU, OCBEIIAIOTCS TEOPUHU YUCHBIX-
MbIc/IUTENeH. BaXkHbIN acleKkT cTaTbu MCIOIHUTENBCKOE UCKYCCTBO TO €CTh TO, YTO MY3bIKAJIbHOE
HCKYCCTBO MOXET CIY>KUTh IOCPEIHUKOM B IOHMMaHHM YEJIOBEYECKOTO Cepilla BO BCEM MHpE,
TaKKe MoJipa3yMeBasi, UTO My3bIka 00BbEUHSET cep/ua JItoIeH.
KuroueBrble cjioBa: 3ByK,BOCIUTAHUE, HHCTPYMEHT, BOCIIPUSTUE, MEJIOIUs, TIECHS, CIIOCOOHOCTH.

Mirodil Jo‘rayevich Hakimov
Andijan State University

DEVELOPMENT OF HEARING THROUGH INSTRUMENTAL PERFORMANCE
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ANNOTATION
In this article, the theories of the thinker scientist and researchers on the perception of music in readers
and the development of its hearing have been studied. With this, one music was mentioned by giving
methodological recommendations for the development of memory and musical abilities. Theories of
thinker scientists have been highlighted in revealing factors such as the purpose of educating students
through instrumental performance, spiritual education of them, awareness of the educational
importance of music in their development as a spiritually mature person, and implementation in life.
A notable aspect of the article is the performing arts-that is, the art of music serves as an intermediary
in understanding the human heart around the world, and also means that the hearts of human beings
are held together by music.
Keywords: sound, upbringing, instrument, perception, melody, song, ability.

Kirish. Musiga olami cheksiz ummon kabi inson galbini 0‘z qamroviga olish kuchiga ega
ilohiy mo‘jizadir, u insonlarni yig‘latish va qalbiga shodlik olib kiruvchi vositadir. Prezidentimiz
Sh.Mirziyoev musiqa san'atini rivojlantirish bo‘yicha olib borayotgan islohatlari buning yaqqol
dalilidir. Haqiqiy san'atni, sof va boqiy musiqani faqat Parvardigori olamning marhamati bilan hazrati
Inson yaratadi[1.1].

Musiqa sadolari gaysi xalq yoki millat vakili tamonidan ijro etilmasin, eng ezgu, yuksak
va nozik insoniy kechinmalarni ifoda etadi. Mashhur tarixchi Sharofiddin Ali Yazdiy o‘zining
“Zafarnoma” kitobida Amir Temur davrida o‘tkazilgan musiqiy anjumanlar haqida to‘xtalib
“Yaxshi ovozli xonandalar kuylashni boshlab, g‘azal-u naqsh aytur erdilar. Va turk-u mo‘g‘ul,
xitoy-u arab va ajamdin har kim o‘z rasmi bilan nag‘ma aytur erdi”, degan ma'lumotlarni
keltiradi.

Mutafakkir olimlarimizdan Farobiyning (873-950) “Katta musiga kitobi”, Ibn Sino (980-
1037) “Davolash kitobi”da “Musiqa haqida risola”, Al-Xorazmiyning (X asr) “Bilimlar kaliti”,
Safiuddin Urmaviyning (1216-1294) “Oliyjanoblik haqida kitob”, Jomiyning (1414-1492)
“Musiqga haqida risola” kitoblarida musiqa ijrochiligi va xalq cholg‘ulari haqida muhim
ma’lumotlar bayon etilgan.

Musiqaning inson tarbiyasiga ta'siri uni o‘zini tutish madaniyatiga qarab ham belgilanadi. Har
bir inson ichki olamini go‘zal qilishi uchun mumtoz musiqalarni tinglashi, tovushlarning tebranish
ohanglarida ruhiy hordiq olishi tavsiyaya etiladi. Har bir oilada musiqa sozini ijro etuvchi shaxsni
bo‘lishi, uni musiqa ohanglarida ruxan va galban pok qilib tarbiya qilish oldimizda turgan vazaflardan
biri hisoblanadi. Shunday ekan mazkur ma'suliyatli vazifani bajarishda mutafakkir olimlarimiz
ta'limotlarni ilgari surgan xolda ta'lim tarbiya berish samaralidir.

Mavzuga oid adabiyotlarning tahlili. O.Toshmatovaning “Ijrochilik san'ati tarixi”
darsligida qadimiy cholg‘ularning yaratilish tarixi arxeologik qazilmalar natijasida topilgan va
bizgacha to‘liq cholg‘u sifatida yetib kelmagan bo‘lsa-da, ilmiy manbalarda tasviri tushirilgan bu
cholg‘ular paleolit davriga to‘g‘ri kelishi, shuningdek, ular aynan eng qadimiy insoniyat tarixida ilk
musiqa rivojining qay tarzda ekanligidan hamda umummadaniy saviyasidan dalolat berishi haqida
mu'lumotlar berib o‘tilgan[2.8].

Musiqashunos olimlarning aniqlashicha Shargning birinchi kasbiy musiqashunos, bastakor,
hofiz va shoir Borbad ixtiro etgan barbat musiqa asbobi, «Zefarqand», «Nuhuft», «Rost», «Navro‘zy»,
«Oromishi jon», «Darg‘amy», «Gulno‘sh» kabi kuy va taronalari arab hamda usmoniy turk
sozandalarining orkestr va ansambllari repertuaridan hamon mustahkam o‘rin egallab kelmoqda.
Olimlar tomonidan olib borilgan tadqiqot ishlarining natijasida Barbat o‘rdak ko‘ksiga o‘xshagan
kalta gardanli cholg‘u asbobi bo‘lib, bam, musallas, mussano, zer deb ataluvchi to‘rt tordan iborat
bo‘lgan. Keyinchalik Zalzal Roziy, Is’hoq Mavsiliy (VIII-IX asrlar) Iso Barbatiy (XI asr) va boshqa
sozanda, bastakor, musiqashunoslar barbatning tor va pardalarini, usul va shaklini
takomillashtirganlar. Ustoz bastakor Borbadning arab mamlakatlarida Bahlbat, Pahlapaz va Fahlbaz,
Borid taxalluslari bilan keng shuhrat qozonishi ham shundan dalolat beradi[3.4].

Iroda Ganievaning “Sharq xalqlari musiqa tarixi” darsligida ta'kidlanishicha R.G.Kizevetter
“Arab musiqasini manbalar asosida o‘rganish” deb nomlangan shoh asarida, sharq xalglari hamda
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o‘zbek madaniyatiga tegishli 225 ta cholg‘ularning tavsifi va tasnifini hamda uning bugungi kunga
qadar o‘zining ilmiy mohiyatini saqlab kelayotganligi aytib o‘tilgan[4.9].

Ibn Sino (980-1037) musiganing ruh bilan birgalikda tanaga ham shifobaxsh ta'sir ko‘rsatishi
haqida aytib o‘tgan. U musigani ham fiziologik, ham psixologik nuqtai nazardan o‘rgangan[5.5].

Pifagor musiqaning terapevtik ta'sirini kashf etdi. Uning ta'kidlashicha inson ertalab
uyg‘onganida qo‘shiq atish bilan boshlashi va kunni yakunida ham qo‘shiq aytish bilan yakunlashi
inson ongini va miyyasini dam olishiga olib kelishini asoslaydi. O‘z tajribasiga tayangan xolda
Gomerning she'rlarini kuylash orqali ruhini tinchlantirish usulini o‘zida isbotini ko‘radi[6.6].

Buyuk mutafakkir musiqashunos olim Abu nasr Forobiyninig ta'limotida, komil insonni
shakllantirish g‘oyasi ustuvor bo‘lib, tarbiya berishdan maqgsad-insonda go‘zal fazilatlarni
rivojlantirish va san'at ahllariga aylantirishdan iborat bo‘lgan, ushbu ta'limot bugungi kunda ham o‘z
ahamiyatini yo‘qotmaganligi bilan ahamiyatlidir[7.11].

A.Navoiy fikricha “Musiqani idrok etmagan shoir nim shoirdir” shu asnoda musiqa ilmi va
san’ati haqida buyuk mutafakkir shoirimizning “Majolis un — Nafois» asarida musiqa san'ati haqida
atroflicha yoritilganini ko‘rishimiz mumkin. Asarning 118 saxifasida Paxlavon Muxammad
G’ushtig’ir haqida baxs ketganda, uni zamonasining shirinkamol va xushsuxbatlaridan biri ekanligi
ta’kidlandi[8.750].

Musiga san’ati ibtidoly jamiyatda xalq turmushi va mexnat jarayoni bilan uzviy
bog‘langan marosimlar manbalarda qayd etilgan, bu marosim va bayramlarda cholg‘ular keng
qo‘llanilganligi, shu bilan bir gatorda, “Navro‘z” tantanalarida Tanbur, Dutor, Nay, Chang,
Rubob, Doira (Daf, Childirma) singari cholg’ularida ajoyib kuy va qo‘shiqlar ijro etishgani
zikr etilgan.

Farobiyning (873-950) “Katta musiqa kitobi”, Ibn Sino (980-1037) “Davolash kitobi”da
“Musiga haqida risola”, Al-Xorazmiyning (X asr) “Bilimlar kaliti”, Safiuddin Urmaviyning
(1216-1294) “Oliyjanoblik haqida kitob”, Jomiyning (1414-1492) “Musiqa haqida risola”
kitoblarida musiqaning tarbiyaviy ahamiyatlari haqida batafsil yoritib o‘tilgan.

Buyuk mutafakkir olimalar tomonidan olib borilgan tadqiqot ishlarini o‘rganib chiqgar
ekanmiz, cholg‘u ijrochiligi tarixi uning bugungi kundagi ahamiyati, inson ruhiyatiga ijobiy ta'siri
kabi tushunchalarni mujassam etgan xolda, musiganing inson kamolatida muhim ahamiyat kasb
etishiga bir karra amin bo‘lish mumkin.

Tadqiqot metodologiyasi. Navoiyning ta'kidlashicha “Odobli inson barcha odamlarning
yaxshisidir va barcha odamlar ichida yoqimlirog‘idir’-deydi. O‘quvchilarda musiqiy ohanglar orqali
tarbiya qilishda muhim omillardan biri, musiqani tinglash madaniyatini shakllantirishdir. Bu borada
bir qator olib borilgan tadqiqot ishlarini taxlil qilib quyidagicha sharx berish mumkin.

D. B. Kabalevskiyning musiqiy ta'lim tizimiga ko‘ra, musiqa san'atini o‘rganish, musiqa
ta'limida bastakorlik, ijrochilik va tinglash pozitsiyalari o‘rtasidagi bog‘ligliklarni bilish, musiqa va
hayot o‘rtasidagi tizimlilikni taxlil qilib borish metodlariga tayangan xolda ish olib borgan. Ishlab
chiggan dasturlarida xalqaro g‘oyalardan foydalangan xolda tagdim etganligi tadqiqot nazariyalarini
dunyo bo‘ylab ommalashishida asosiy vazifalardan biri hisoblangan[9.7].

Romantik davrning nemis bastakori va musiqa o‘qituvchisi, yekspressionizmning taniqli
vakili Karl Orff (1895-1982) o‘zining Shulverk deb nomlangan o‘qituvchilar uchun qo‘llanmasida,
quyidagi g‘oyani ilgari suradi, barcha bolalarning iste'dodi yoki musiqaga moyilligidan qat'i nazar,
tabily musiqiy salohiyatini tushunib yetishlari kerak deb hisoblaydi. Uning musiqiy savodxonlik va
jjodkorlikni o‘rgatish uchun o‘yin texnikasining asosiy omili ritmni xis qilish, ritmik aks-sado, ritm
o‘yinlari bilan o‘ynash metodikasi, shu bilan bir qatorda instrumental musiqani yaratish, bolalar
musiqa asboblarida orkestrda ijro etish, asboblarni chalishni jamoaviy tashkil yetish usullarini ilgari
surgan[10.1].

Venger milliy musiqasi tadqiqotchisi, bastakor, o‘qituvchi va jamoat arbobi Zoltan Kodai
konseptual g‘oyalarida, musiga hamma uchun zarur, folklor san'ati orqali “ona tili” o‘rganish, xor
qo‘shiqlari orqali musiqa bilan tanishish, umumjahon musiqiy savodxonlik muammosini hal qilish
hamda musiqiy eshitishni tarbiyalash asosiy g‘oyalaridan biri bo‘lgan[11.288].
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O‘quvchilarda musiqiy qobiliyatni rivojlantirish uchun uning eshitish qobiliyatini sinab
ko‘rish, ritmik usullarni tinglay olish va javob qaytarish idrokini aniqlab olish talab etiladi. Musiqa
jrochisi uchun xotira asosiy omil hisoblanadi, musiqiy matnlarni yodda saqlab ijro etish, mazkur
musiqiy asarni omma ollida ijro etish arayonlari uchun mustahkam xotira talab etiladi.

O‘quvchilarni qobiliyati yuzasidan oxirgi xulosani berishga o‘qituvchi biroz shoshilmasligi
talab etiladi, ba'zi o‘quvchilarda ijro etish qobiliyati sekinroq rivojlanadi, uni ommaga taqdim qilish
uchun esa, ya'ni sahnada biron musiqiy asarni ijro etishligi uchun eshitish qobiliyati, musiqiy asarni
ijro etish qobiliyati, sahnada o‘zini tutish kabi bir necha vazifalarni rivojlantirish talab etiladi. Ayrim
o‘quvchilarda bu jarayonlar sekinroq rivojlanadi, chunki har bir bolaning qabsl qilish qobiliyati har
xil bo‘lganligi uchun ham har bir o‘quvchiga yakka xolda tashxis qo‘yish va rivojlantiriuvchi
mashgqlarni berish qobiliyatini rivojlantirishga yordam beradi.

Rus kompozitori N. A. Rimskiy-Korsakov “Musiqiy ta'lim haqida” maqolasida musiqiy
qobiliyatni 2 ko‘rinishini aytib o‘tgan:

1) Texnik (cholg‘uda ijro etish yoki qo‘shiq aytish)

2) Eshitish (Musiqiy eshitish)

R.Korsakovni ta'kidlashicha eshitish qobiliyatlariga garmonik eshitish va ritmik eshitish kabi
elementlar kirishini aytib o‘tadi.

Musiqiy qobiliyatlarni rivojlantirish muammosi ko‘p qirrali va xilma-xildir, chunki u nafaqat
musiqiylik, tuzilish va tashxisning tabiatiga ta'sir qiladi.

Kichik yoshdagi bolalar bilan ishlashda ularning musiqiy qobiliyatlarini o‘rganish va to‘g‘ri
tashxis qo‘ygan xolda musiqiy did va qobiliyatini shakllantirib borish bosqgichma-bosqich olib
boriladi. Bugungi kunda bu muammo batamom o‘z yechimiga ega bo‘lgani yo‘q. Bunnig uchun
tadqgiqotchi olimlarimizdan musiqiy qobiliyatni rivojlantirishda gaysi metodikalardan foydalanish
talab eilishi bo‘yicha metodiklarni ishlab chiqish talaba etiladi.

Musiqiy qobiliyatni rivojlantirish uchun quyidagi uslubdan foylanish ham o‘z samarsini
berib kelmoqda:

-pedagogik va psixologikga oid adabiyotlarni taxlil qilish;

-o‘quvchilarni dars davomida kuzatish;

-o‘quvchilar bilim doirasini to‘g‘ri baxolay olish;

-musiqiy qobiliyatlarini bilish doirasida turli viktorina savollarini tayyorlash;.

Yuqorida ko‘rsatib o‘tilgan uslublarning magsadi o‘quvchilarni ma'naviy dunyoqarishini
go‘zallashtirish, musiqiy ohanglarni eshitib dunyo manzaralarini go‘zallik xolatida ko‘rib anglashi
asosiysi, atrof muhitga fagat ezgulikni ulashishi nazarda tutilgan.

Xulosa.

Xalosa qilib shuni aytish joyizki, har bir o‘qituvchining oldida turgan oliy magsad, ma'naviy
yetuk shaxsni tarbiya qilish, bu borada olib borilayotgan tadqiqot ishlari, ulardagi samarali uslublar
yosh avlodni to‘g‘ri tarbiya topishiga dasturul amal bo‘lib xizmat qiladi. Bu boradi o‘quvchilarni
musiqiy qobiliyatini rivojlantirish bilan bir qatorda ulardagi sabr, iroda matonat kabi tuyg‘ularni
shakllanishiga yordam beradi. Musiqaning ilohiy mo‘jiza ekanini insondagi tarbiyaviy olamini tashqi
olamga ko‘rinshida o‘z isbotni topganini ko‘rishimiz mumkin. Shunday ekan har bir musiqa
tinglovchisi va ijrochisining ichki olamini boy bo‘lishida o‘qituvchining to‘g‘ri shakllantira olgan
musiqiy tarbiyasi asosiy mezon bo‘lib hizmat qgiladi.

REFERENCES

[1.] 2019 yil 27 avgust Shavkat Mirziyoevning “Sharq taronalari” o‘n ikkinchi xalgaro musiqa
festivalining ochilishiga bag‘ishlangan tantanali marosimda nutqi.

[2.] Toshmatova A. “Ijrochilik san'ati tarixi” darslik. T., 2007. 8-b.

[3.] Fayziev O, Fayziev O. Musiqa va tarbiya. T., 2007. 4-b.

[4.] G‘anieva I. Sharq xalqlari musiqa tarixi. Darslik, T., 2021. 9-b

[5.] https://znanio.ru/media/azhdodlar-merosida-musia-va-ruiyat-talini-2845542

[6.] https://artgrand.by/encyclopedia/pifagor-i-muzyka/

96



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

[7.] Baxtiyor Mustafoev. “Musiqa pedagogikasi” darslik. T., 2022. 11-b.

[8.] Matyakubov E.G. “Sharq mutafakkirlari musiqa merosining tarbiyaviy imkoniyatlarit o‘g‘risida”
Oriental Renaissance: Innovative, educational, natural and social sciences. 2021. pp-750.

[9.] KabGanesckuit JI.b. OcHOBHblE NPUHLMIIBI W METOJAbl HPOrpaMMbl IO MY3BIKE IS
o0mieo0pa3zoBarenbHOU 1KOJIbI // IIporpammbl 0011e00pa3zoBaTebHbIX yupexkaeHuil. My3bika. — M.,
[Ipocemenue, 2004. ct-7.

[10.] https://ru.wikipedia.org/wiki/Opd, Kapn

[11.] Komait, 3. U36pannsie crateu / Pen. U.U. MapteinoBa. — M.: CoB. kommo3utop, 1982. — 288
C.

97



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

ISSN: 2181-9297
www.tadgiqot.uz

% JOURNAL oF woRD ART

YMmuga XyumBakroBa,
[Taxprcad3 gaBiaT neaaroruka
WHCTUTYTHU PYC THIH Ba aa0uETH
kadeapacu YKUTYBUHCH

HEPCOHAKJIAP PYXUHN XOJATHHUHI JIMHITBOKOTHUTUB TAJIKWUKH
Gyadpus Kyposaodoii kuzununr “Maimakkartjap rupaoou” poMaHu MHCOJINIA)

d  https://doi.org/10.5281/zenodo.00000000

AHHOTALUA
bamuuii acapaa Tvn E3yBUMHUHT YKyBYHra akaT FOSBUN 3Mac, OaTKU 3CTETUK TAbCHP ITHII
WCTaru OWJIaH Maxcyc Kymumda Basudanapau 0axapu0, GpaBKyoia KyapaTra, TAabCUp Kydnura dra
oymamu. Jlemak, kymmmya Basuda Xo03upaa JMHTBONOITUKAHWHT  YpraHum OOBEKTH OyiraH
TWJIHAHT 3CTeTUK Bazudacuaup. TWIHUHT 3cTeTHK BasudacH Xakuaa ram KeTraHpa, Oy macaia
anabMETIIYHOCINK Ba THIIIYHOCIMK ypTacHmard Oaxciapra ca®a® 6yaum6 kemran. YTrad acp
Oomapuma OWp Typyx THIIIYHOC Ba amaOMETHIyHOC onuMiiap Oy MacajlaHH WIMHH acocna
Vypranaguran amoxyaa (aH TypH [MAKUIAHWIIN KEPaKIUTHd XaKUIard MyJoXa3aJlapHU HITapu
cyprammap. Amnbarra, Oanguuii HYTKHM TaxX)IMJ KWIWII Y4YyH, TETHIUIM TaxXpuba Ba 3apyp
BocHTanapra ¢axkaTThHa TWINIYHOCHAp 3ra OyiraHu ydyH, YHH (PakaT THIIIYHOCHAP YpraHWII
JIO3MMITUTH XaKuaaru oup €xkiaMa QUKpHU XaM ypTara tamnuiaraniap. Jlekun, 6aauuii MaTHHU YHUHT
ACTETUK Y3Ura XOCIUKIAPH KUXATUIAH XaM TaxJIWI STUIMAcA, JIMHIBUCTUK TaXJIMJIHUHT Y31 €Tapiu
smac. by ypunna Oaaunii MaTHHUHT (PHIIOJIOTUK, SHHU JIMHTBOIIO3TUK TaX/IMJIM MyXUM aXaMHUAT Kacoh
aTamu. Maskyp Makonaga 0aaunii AMCKYPCHUHT JIMHTBOIIOATHK TAXJIMIIN JOUPACH aHTPOIIOLEHTPUK
TaMOWMJIIAp aCOCH/Ia KEHTalnO, THJI OMPIUKIAPUHUHT JIUHTBOKOTHUTUB XYCYCHUSTIAPHHU KaMmpad
onumy Ba OyHIa (haHIapapo MHTErpaTHB EHAANTYBIAPHUHT UMKOHUSTH KEHTIIUTH XyCycHuna QHUKp
ropuTwiiaqu. Makonagaru ¢aktuk Matepuamiap 3yiadus Kyponboi kuzuHWHT ‘“Marmakkariap
rUpa0o0u” pOMaHHIAH OJIMHTAH.
Kanur cy3nap:  JMHIBOMOATHKA, COLMONpArMaruka, aHTPOMOLEHTPUK Iapajurma,
JIMHTBOKOTHUTHUB XyCYCUSTIAP, UHTETPATUB €HJAIYB, PyXUH-OMOLMOHAJ X0JIaTiap.

YMmuga XymBakroBa,

[Taxprcad3ckuii rOCyAapCTBEHHBIH

MearOrnYeCKUii MHCTUTYT, MpenojaBaTeb Kadeaps
PYCCKOTO SI3BIKA U JINTEPATYPHI

JUHI'BOKOI'HUTUBHOE UCCIENJOBAHUE
IICUXOJIOI'NYECKOI'O CTATYCA IIEPCOHAKEU

AHHOTAIMUA

SI3bIK B Xy/10’)KECTBEHHOM IPOU3BEACHNUN NPUOOpPETaeT HEOOBIKHOBEHHYIO CHILY U BIIMSIHHE,
BEITIOJNHSSE OCOOBIE JIOTIOJHHUTENBHBIC 3a/laud IPH CTPEMJICHHH MUcaTessl BO3JCHCTBOBATH Ha
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YUTaTeNid HE TOJBKO HIEWHO, HO M 3CTETHYECKU. [103TOMY HOMOJHUTENBHON 3aadyeil SABISETCS
ACTETUYECKasi 3ajada s3bIka, KOTOpas B HACTOSIIEE BpEMsS SBISETCS OOBEKTOM M3Yy4YCHUS
TUHTBONOATUKU. Kornma Aemo MOXOAUT 10 3CTeTUYECKOW (YHKIMHM SI3bIKA, 3TOT BOMPOC CTall
MPUIMHON CITIOPOB MEXKY JTUTEPATYPOBEACHUEM U JIMHTBUCTUKON. B Havasne mpomnuioro Beka rpyrma
JIUHTBUCTOB M JIUTEPATYPOBEIOB MpEMIOKMIa CHOPMHUPOBATH OTACIBHYIO HAyKy, KOTOpas Obl
M3ydajga 3TOT BOMPOC HAa HAYYHOW OCHOBE. KOHEUHO, MOCKOJIBKY TOJBKO JUHTBUCTHI OOJaJar0T
COOTBETCTBYIOIIUM OINBITOM U HEOOXOJAMMBIMH WHCTPYMEHTAMH JJIsl aHaJIN3a XyJ0KECTBEHHOM
peYH, OHM TAKXKE BBIJIBUTAIOT OJJHOCTOPOHHEE MHEHHE, YTO U3y4aTh €€ JIOJDKHBI TOJBKO JTUHTBUCTHI.
OnHako eciy XyJIOXKECTBEHHBIM TEKCT HE aHAIM3UPYETCA C TOYKH 3PCHHUS €r0 ICTETUYCCKUX
O0COOEHHOCTEH, OJHOTO JMHIBUCTUYECKOTO aHain3a HEJ0CTaTo4Ho. B »ToM Mecte Oobioe
3HAYCHHE UMEET (PHIIOTOTUYECKUM, TO €CTh JIMHIBOMOITUUECKHUI aHau3 XyJ0KECTBEHHOTO TEKCTA.
B nanHo# cTaThe cdepa TUHTBOMOITHYECKOTO aHAIN3a XYA0KECTBEHHOT'O JUCKYypCca pacuIupsieTcs
Ha OCHOBE AaHTPOIOIEHTPUUYECKUX MPHUHIIUIIOB 3a CYET BKIIOUCHUSI JIMHTBOKOTHUTHUBHBIX
OCOOEHHOCTEH SI3BIKOBBIX €IWHUII M BO3MOXHOCTH MEXIUCIUIUIMHAPHBIX WHTETPATUBHBIX
noaxonoB. daxkTuueckuil Marepualnl B cTaThe B3SIT U3 pomaHa 3ynbpuu Kyponbboit «Omyt
TPYIHOCTEN».

KiroueBble cji0Ba: TMHIBONIO3THKA, COLIMONpPArMaTuKa, aHTPONIOLEHTPUYECKas mapaurma,
JIMHTBOKOTHUTUBHBIE OCOOCHHOCTH, MHTETPATUBHBIN MOIX0/1, ICUX0IMOIIMOHAIBHBIE COCTOSTHUSI.

Umida Xushvaqtova,

Shahrisabz state pedagogy

Institute of Russian language and literature
teacher of the department

CHARACTER MENTAL STATUS LINGUOCOGNITIVE RESEARCH

ANNOTATION
Language in a work of art acquires extraordinary power and influence by performing special
additional tasks with the writer's desire to influence the reader not only ideologically, but also
aesthetically. Therefore, an additional task is the aesthetic task of language, which is currently the
object of study of linguopoetics. When it comes to the aesthetic function of language, this issue has
been the cause of debates between literary studies and linguistics. At the beginning of the last century,
a group of linguists and literary scholars suggested that a separate science should be formed that
would study this issue on a scientific basis. Of course, because only linguists have the relevant
experience and necessary tools to analyze artistic speech, they also put forward a one-sided opinion
that it should be studied only by linguists. However, if the artistic text is not analyzed in terms of its
aesthetic features, the linguistic analysis alone is not enough. In this place, the philological, that is,
linguopoetic analysis of the artistic text is of great importance. In this article, the scope of linguopoetic
analysis of artistic discourse is expanded based on anthropocentric principles to include the
linguocognitive features of language units and the possibility of interdisciplinary integrative
approaches. The factual material in the article is taken from the novel "Whirlpool of Difficulties" by
Zulfia Kurolboy.
Key words: linguopoetics, sociopragmatics, anthropocentric paradigm, linguocognitive
features, integrative approach, mental-emotional states.

Keitnarn fimuiapaa Kucka BakT WYHAA JIMHTBOMOATUKA WYHAIMIIMHUHT KYyJIaMH KEHTanuo,
MOXHSITAaH aHTPOTIOLIEHTPUK TAJAKUKOTIIAPHUHT MapKa3uii MailioHIapuaan oupura ainnanan. Heraxwy,
9HAM OaTuui MaTHJIAP TaXJIMJIM THJIHUHT ()aKaT SKCIPECCUB-ICTETUK (PYHKIUACH TOMpPACHUIAaTHHA
yerapajgaHuO KoJaMau, THI OMpIIMKIapyia THCOH OMIUIMHUHT YPHU Ba POJIM HYKTau Ha3apuaaH Ky/1a
KEHI' KaMpOBJIHU M3MaHumIIap oimd 6opuimMokaa. LIlyHUHT yuyH JTHHTBOIIOATUKAHUHT HHTETPAIMOH
TabuaTh  IMAKIJIaHWO, KOTHUTHB  JIMHTBUCTHKA, IICHUXOJMHITBHCTHKA,  COI[MONpAarMaTuka,
JIUHTBOKYJIBTYPOJIOTHS, TEHACP THIITYHOCIUK KaOu KaTop €HJIONI coxaiap OWiiaH XaMKOPJIUK Kujia
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Oonutagu. XycycaH, Y30€K TWJNIYHOCHUTHJAa XaM aHa IIyHAad TaJKUKOTJIApHUHI fo3ara
KeJIa€TralInuru KyBOHapIu XOJIIUp.

Macanan, JI.X.HuszoBanunr “baguuii MaTHAa JUCOHMM MIaXC THUIUIApU TaIKUKOTH]IA
Oamuuii HYTK KYPUHHUIILIAPU aCOCUJA JIUCOHUL wiaxC TYITyYHYACHHUHT MOXMITH 04nbO Oepuiuo,
¥30ex TuiauAa JIMCOHMM IAaXC TUIUIAPDUHU  QXPATULIHUHT XUCCHIUIMK Ba  TU3UMIIMIIMK
TaMoiwiapy  MNUIa0 YMKWITaH Ba 11y OwiaH Oupra, aauOJapHUHT JIMCOHUM KOOWIIUSTH,
MEPCOHAXJIAP HYTKUHU MHAMBUAyAIAIITHPUILAA THJI BOocUTanapu (Hoamabuil Kariamra Xoc
Oupnukimap, xuccuit OVEkmop  cy3map, KacOwii TepmuHIap)naH ¢oimaTaHuIl MaxopaTu
éputnnrad.[2;53] Myamud THiIHM yHAAH QoiijaliaHyBYM MHCOHHUHT IIaxcuil cudatiapu — kaco-
KOpH, EIIH, )KUHCH, PYXUATH, MOKTUMOMM MaKOMH Kabwinap OuiaH OOFIHMK XOJJa TEKIIUPHUIIT
OXTUEKHU KyuyaWTaHJIUIrura 3bTUOOP KapaTHO, HYTKMHM (aoiuaAT TaxIWJIUAA JIMHTBOIOITHUK
TaMOWHJIIapra TasHau.

J.C.HapsymnaeBanunr “bagumii nuckypciaa WHCOHHUHT PyXHHA-OMOIIMOHAN XOJATHHHU
TaCBUPJIAIIHUHT JIMHFBOKOTHUTUB XyCycusTIapud (MHITIM3 Ba y30eKk TWUIapu MHCOJIM/A)
MaB3yCHUJaru JUCCEPTALUSICH XaM J0i13apOiuru ouiaH 3pTudOpra Moiuk. Maskyp uniga 6aauuit
MaTHJapaa acap Myauiipu TOMOHHMIAH XHUCCHETIApHU OeBOCHTa Ba OWJIBOCHTA TaCBHpJAII,
MEPCOHAXJIAPHUHT Y3IapUHU FraluPTUPHILI Ba MHCOHHUHT 3MOIMOHAJ X0JIAaTUHU MeTaopuk Tap3ia
0aéH KWINILI UMKOHUHU OepyBYM TaOWaT X0IMCAIapUHU TaCBUPJIALI BOCUTACH1a MHCOHHUHT CaJIOnit
Ba DKOOMM XMCCUETIIApUHY aKC ATTUPYBYM QYHKIMOHANI XKUXaTiaap ypranwirad. baguuit nuckypcaa
MHCOH WYKHU OJIaMHU TaCBUpHUJA JIEKCUK-CTHIIUCTHUK (dKcnpeccus, xuccuti-mavcupuan 6yEexnu cys ea
ubopanap, YHO08Nap, pameiu pamsiap, @pazeonocusmiap) Ba CUHTAKTHK (manapgys, muruw
beneunapu, ean my3unuuiu) BOCUTAJIAPHUHT Y3Ura XOCIUKIApU YpraHWIraH, UHCOH XUCCUETIapUHI
TacBUpIalga Bepban Ba HoBepOasl BOCUTAJap OpPKAJd HMHCOHHUHT MCUXMK XOJIaTH OujiaH OOFJIMK
Tap3Ja HyTKUH (haoJIMATHUHT UHIUBUAYaJl CTEPEOTUIUIApU aHUK1aHTraH.[1;97]

V.B.IllykypoB 5ca Gaguuii JMCKypC TAJKHKMHMHT KOTHUTHB-IIPArMATHK ACHEKTH
TaxJIMJTHUHT ~ caMapajlyd yCyJUIapuHM Y3 WYMra OJIMIIM  XycycuJa (QHUKp  FOpUTAIM:
“Xap Oup MwiaT MWUIMA MaJaHUSATHAAH Japak OepyBud Oaauuil MaTHIap Ma3MyHHU
BOKEJIAHUILMHUHT JUCKYpCUB Ba KOTHUTHUB-IPArMaTHK >KUXATJIAPUHU WIMHH YpraHuiura sXTUEXK
nanao Oynau.... MaTHHUHT aHTPONOLIEHTPUK Ha3apusicu Joupacuaa 6aauuil uPpoJaHUHT KOTHUTUB
TabMaTUHM EPUTULI Macajlacura ajaoxujaa >bTUOOp KapaTwiMokia. by HyHanumna Oaxapuiaran
UIUIap KaTopura, >KymJjajaH, KOHIENTyaJUIAIITUPUIL, KaTEeropUsUIAIITHUPHUIL, KOHLENTIap
HAa3apHsCH, UHTEPTEKCTYAJNIUK, KOTHUTUB CEMAHTHKA, KOTHUTUB CTHJIMCTHKA HYHaIUIUIapuaa oind
O00opusIaéTrad TaAKUKOTIAPHU KUPUTUIIT MyMKHUH.[3;97]

[y Tapuka, TMHIBONO3TUK TAaJKUKOTIAPHUHI YCYJ Ba METOJUlapu KeHraiimb OopMokia.
TaxaumapuMu3 HIyHU KypcaTaguky, OyTyHTH KyHJa Y30ek €3yBUmiiapd TOMOHUIAH spaTuiaéTral
Hacpuil acapJapHUHT OWUP-OMPUHHU TaKpopJiaMaluraH paHr-OapaHr JTUCOHUN-yCIyOuil Tabuatu
YyKyp JIMHTBOIO3TUK TaxX)IMJI 00beKkTH OYna onanu. by aca ¥30ex Tunu ndoaa MMKOHUSTIAPUHUHT
HaKaJap YEKCH3 JKAHJIUTH, WHCOH XaéTh Ba Typda KEUMHMAIAPUHUHT EpKUH OYEKIapma akc
STUILWHUHT JINCOHUM acOCIapUHU YpraHuil OUiiaH TaBCCU(IIaHAIN.

3yndust Kyponboit ku3uHuHT “MarakkaTiap rupao0ou’” poMaHuIa SHT 3aMOHABHH 10713ap0
MaB3yJiapJlaH OUpH - XyX#oKaTcu3 Y30€K MUTPAHTIAPUHUHT MAaIaKKaTIN XaéTH, OFUp BazusTiapra
TymuO KOJTraH X0JIaTAaru MHCOHUNM MyHoca0aTiapu, Typda Takaupiap, 3pkak Ba aélslapHUHT Xa€T
CUHOBJIAPHTa JIOII Oepa OJUIIIAru UPpoJia Kyun Oaauuii TankuH KuHrad. FOkopuaa 6aéH KMiIMHraH
Hazapuil TyulyH4ajapra TasHuO, aau0aHUHI BOKEJIIMKHM TAaCBUpJIALI >KapaéHUAard InepcoHa)iap
pyxuil xojaTMHM uojanangard Yy3ura XOCHUKIAPHUHT JIMHIBOKOTHUTHUB XYCYCHUSITIApUHU
TaxJIUIra TOpTaMus3.

MyaiisiH WKTUMOUM IIapT-IIapOUT JIUCOHUM MIAXCIAPHUHT PYXUATUIA TAbCUP KHWJIAp DKaH,
MyHoca0atap TapaHIJalaay Ba JUCKYPCUB Ba3usATIra Kypa epcoHa)Xap HyTKUAa XaM y3rapuiuiap
comup Oynmamu. byHmaii BasusATAa HYTK TO3QJMUTMra cajOWidl TabCHp KypcaTaguraH THII
OUpIUKIApUAAH OUPH 8yabeapusmaap XucoOnaHaau. Bynbrapusmiap HyTKHUHT TabCUP Ky4HHU
nacautupuO, y3apo KOMMYHUKATHB 3UITUSATHA Ky4auTUPAIU.

100



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

Byabrapusmaap amgaluii Twijga HMIUIATWIMAWAWTAH JaFall, KymoJl Ccy3 Ba mOopamapaup.
Bynerapusmnap O6amunii agabuérna aipuM MEPCOHAXIAPHUHT MATAHUSTCU3IINTH, JaFaJTUTHHU
OYpTTHpHUO KypcaTuil yuyH nnuiatuiaau. CeMaHTUK CTPyKTypacura Kypa ByJIbrapu3miap Xakopat-
CYKHII, KapFUIl Ba AYK-TyIKMca OWIAMPYBUYM TpyIIajiapra aXpaTuiagn: Xapomu, naoapiavHam,
Mymmaxam, ep 0mcuH, 2ypea kupeyp xaou.[4;62]

- Cen mcuzumea mezuwt yuyn amau wiynoau kuioune! Lllunnacumnu onubd xeaub oézumea

Kutioupub Kyscaw!

- Amaii kuneanum uyx, Heeca myuyumaican?!

- Ymean oii Kynpox nyn oneanum yuyn menea muui Kalipab opubcan! Kypoimaiican menu!

- Cenune numanenu kypoamatiman?! bup caghap xyn nyn oncane onubcan-oa!

- Anam xuneamu uykmu?

- Kuneanu 1iyx, oeanman-xy cenea! Anam xuneanu yx!

- Heea ynoa wunnacumnu menub wobopoune?! Amatl scaundxican wukapuwd yY4yH wyHOAau

Kunoune!

- Axmox! Musacu uyk suax!

- Kum swax?!

- Cen! Cen! Cen...

[llyH4yaky MWANTAKHA TenuO rOOOpraHW Y4yH IIEpUTHra HUCOATaH JuiaK, axmox KaOu
ByJIbrapu3Miap, caionii ceMaHTHK OYVEKIOPIUKKA 3ra scusuea meemox uoopacu, TakpopHuar Cer!/
Cen! Cen... Tap3uja TaxXIUIM OXaHIJa KYJJIAHUIIWJIAH KOMMYHUKAHTIAPHUHT PYXUHA XOJaTH
ap3UMaraH KHYuK KYHTHJICU3IUKKA XaM JIOII OeposiMaii KOJITaHMHY aHTJIalll MyMKHH.

Opmanab Ilynam Jamuposuu coxuunapu Kyzamysuoa 6apaxka Ky3eyHoat 6ocmupub Kupou.
buz ooamoazuoati caghoa mypapoux.

boweokcus mynkanap! - oes 6axupa kemou y Kupear 3axomu Kymypean umoail. - Xom cym
amean, unupuckunap! Kumoaun cypab mywmnawyeea yvuxounenrap?! A, cenoan cypaanman?!

Ilynam amuposuy xap oup uwvunune pynapacuda myxmao, neuionacuea 6apmouru oueus
Kuaub nukmapou. Haebam Xycanea xenou.

- Cenoan cypaanmat, axmox!

Ilynam [amuposuu ynune xam newionacuea 6apmo2unu Ousu3 KUIud HUKmauiea 4oiamou,
nekun Xycan uan bepou, y3unu yemea mopmou.

Keuviun naghpam ounan:

- Kynunenu mopm, ugpnoc! - oe6 baxupou y.

- Bout abnax! Kumnu ugpnoc oesancan?! - Ilynam [Jamuposuunune Ky3napudan ym 4akHaou.

- Kumnu 6ynapou, cenu-oa, Hooon! - Xycan xymuimacanoa xoxonab kyaou. - Hooow
oyimacane, yunab eanupapoune-oa.

Ymby auckypcuB BaszusaTaa adpecanm (I1ymar JlamupoBud) y3uHU HIIYuiIapra HUCOATaH
FOKOPH ITOFOHAJIArH Maxc Je0 XucoOIaranyu yayH yJIapHu MEHCUMAaM Iy, yiapra KapaTUiralH XakopaT
cy3 Ba mbOopamapHu Oemanon KysuraiiBepanu. byHmait myHocabar wumrywiap opacuiuaH (axat
XyCaHHMHTMHA Ha()COHHUATHIAa TETUO, YHTA KAPIIM Y3MHUHT OXAHTHA Tall auTHINTa, XaKopaTHhra
XaKopaT OmiiaH *)aBoO KalTapuilra Upojaa Kydd eTaad. bolika uirdmiap 3ca KYpKyB UCKaHKaCHIa,
V3UHU Ky4CH3 XMCOOIAIl 9Ba3ura MHAaMal S1UTHO TypaBepaauiiap.

Hapeusza tiuenab ymupapou.

- Huma 6ynou?

Hapeuza 6ammap xynepaou. Ynune yprnuea Canobap s#asob dbepou:

- D yncun! Anosu Kupuanau XauupaapuHzuzoan oummacu me2axiCcoknuxk Kuiuoou-oa. Lllynea
xaga 6ynub tiwenasnmu. Muznaw yprnuea 6oniab mavsupunu bepui kepax >0u!

- Ywa Kupuanzununz ucmu numa sxan?

- Acauoounmu, Huma 30u? - Canobap Hapeuzaea ro3nanou.

Hapeuza ynkacunu mymoamai UunapkaH, uudu apaiaul €3eupou.

- Annaxaékoazu... KaMaH2U-KACaHUOaHn 2an suumoum... Huma xaxu 6op 30u menea oynoau
Oetiuwea?!
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Ma3zkyp HyTKUH Ba3usTAa aéijiap HYTKUAa BYJIbrapU3MJIApPHUHI WIUIATWIMIOM OoIlKa Oup
WOKTUMOUM XO0JIaT — OWJIaJia APHHUHT MAChYJIUATCU3IUTH ca0ad a&aHUHT oJiMC Yikajmapra O00pud
UIUIamra Maxxoyp OYJIraHJIMry Ba Xap XWjl oJamiiapra Iyd KeJaraHjauru OuiaH n3oxJjiaHaau. [lemax,
Oamuuil acapjia IMEepCOHaXJIap HYTKUIA BYJIbIapU3MIIAPHUHI KYJUIAHUIIM Typiuya HKTUMOUMN-
KOMMYHHUKATUB BazusTiaap OMiiaH OOFIUKIUTH aéH OYnaau.

J.C.Hap3ymnaeBanunr Oaguuii JUCKypcJa WHCOHHHMHT PYXHH-OMOIMOHAT XOJATUHU
TAaCBUPJIAIIHUHT JIMHTBOKOTHUTUB XYCYCHSITIIApU TaJKUKUIa OaFuIIaHTaH JUccepTalusl HIIuAa
0amuuil MaTH/IA UHCOH YeXPACUHUHZ PAHU TIEPCOHAKHUHI MYKH ICHUXOJOTMK KaW(UITHUHU aKc
STTUPUILIA MYXUM poJi ViHaiau, ned tavkuiananu.[1;47|busnunrya, arama Oy umcon ro3unume
pane-mycu Tap3uja KyJaHca, siHaja Makcaara MyBoduk Oynapau. UyHKH ncuxodus3HoiIoruk
XoJatiap/ia 3ra HucOaTaH OKapMoK, KVKapMoK, KU3apMOK, KU3APUHKUPAMOK, KOPAUMOK KaOH paHT
Owtan 60FHK (Qebiap Ouan oupra 6yepuKMox, COKUH MOpmMMOK, OYPUWMOK, EPUUMOK KaOH TyC
XoJlaTuHU OmnaupyBuu ¢ebwiap xam Kyutanaau. llly wykram nazapnan, 3yndus KyposOoit
KU3UHUHT “MalakkaTiap rupaoou” poMaHuJa UHCOH I03M PaHT-TYCHHUHI Y3rapuiu KyWuaaru
XoJaTiapHu udoaananu Ky3aTHiau:

1) kacamuk Ba YauM XojaTu OusaH OOFJIHMK X0J1/1a;

2) KYpKyB, Baxumara TyIIHII OuiaH OOFINK X0J1/1a;

3) ra3ab, HadpaT, HOPO3UIMK KaOU ICUXOJIOTUK KaTeropusiiap OuiaH OOFIUK X0J/1a.

1) Kapumboui aka xop ycmuea uyk mywud 5SHeauieaH4a UHKUALAO émeau yeaued enKacuHu
mymou. F03u Kopoek okapzan Anuuwiep Oup-ukku uHRmMuIOU, 1eKUH HUMA Y4yHOUp 2a80acuHu epoan
y3a oamaou. Lllynoan ketiun yHu Kyniawubd Kymapub oiumou...

2) Lly yoe Xycan bup kaoam onounea yukou. Onounea YUKaApKaH, YHUHE 103U ONNOK OKApUo
Kemzanou:

- Kanua kepak?!

XKymnanapaaru 103HUHT OKJIUTH OMPUHYM MUCOJIa TerajJaH MUKUIUO Tymrad AJMILIEPHUHT
¢bu3nonoruk xojatu udoanaHrad 0ynaca, UKKMHYM MHUCOJJA MIIYMIAP KAMOACUHUHI XaMUSTHIa
Teru6 ynap ycrunan kyarad [1ynat JlamupoBuura HucOatan XycaHHHHT 1034 Fa3ab Ba HadpaTiaaH
oKapraijard ICUXO(QU3MOJIOIMK XOoJaT TacBUpiaHrad. TummyHoc M.XakumoB ¥3 uuuiapuaa
CY3JallyBUMJIADHUHT PYXUATH OWJIaH OOFJIIMK coIai OelrwjiapHd HYTKHH akTiap IOoupacuaa
tekmupaad. OJUMHUHT (UKpura Kypa, INCUXOJIOTUK KOHTEKCT CY3JIOBUMHUHI PYXHUHM XOJaTHHU
udoaanaiiiy, cy3I0BUMHUHT Kal(UATH, pyXUATH, UIPOKU, TACABBYPH, KYPKHUII EKU KYPKMACIIUTH,
po3u €KUM pO3M SMACIUId KabM MabHOJAPHUHI MaTH Ma3MyHHAa HQOJANaHUIIM Ha3apla
tytunaau[21;112].

1. AnnanoBanunr “HyTkuil paonusr xapaéHuaaru pyxui XoJaTIapHUHT Y30€K THIMHUHT
Typiau carx OWpIMKIApU BOCHUTAacCHAA aKC JTUIIKW~ MAaB3yCHAArd HIIKWJA TICUXOJUHIBUCTHKA
MyaMMoJiapd MOHOTpa(uK IJIaHAa TaIKUK 3TUINO, CY3JI0BUM Ba TUHIJIOBYM YpTacuaaru, Cy3J10BUH
Ba MaTH, TUHIJIOBYM Ba MAaTH ypTacuJaru MyHOCAOATHUHI PyXUAT OWsaH YHUFYHJIMTH, HYTKHUHT
ApaTWIMIIM Ba MJPOK Kapa€HH, OOBEKTUB OOpIMKKA CYOBEKTHB - XHUCCHMM MyHocalart,
KOMMYHUKaHTJIap PYXUSATHHUHI HYTKAA akC OTUIIM Kabu KaTop Macajanap Y30ek Tuiu
MaTepHUauIapy acoCH1a TaxJIWJ KWIMHTaH. TaJKUKOTYH ICUXOIMHIBUCTUKA OOBEKTUHH KyHuaarnda
taBcuuaian: “TICMXOJMHIBUCTUKA MabIyM OuUp LIAPOMTHA MabiyM OHp axOOpOTHU HYTK
OMpIMKIApU BOCUTACHJa TUHIJIOBUMIa €TKAa3HWILIHHU, Oy HYTK Mapyacuia CY3JIOBUM PyXUATHIArU
Y3rapulUIapHUHT aKC ATHUILWHU, YHUHT TUHIJIOBUMIa TabCUpU MacanajapuHu ypranagu. HyTtkna
axJIoK-0700, CYy3ialuil pacM-pycymiylapd, HYTKHUHI MyailsiH »SXTUEXKIAapH, CY3J0BUM Ba
TUHIJIOBYMHUHT €11IM, CaBUSICH, MaJaHUIUIMK Japaxxacu kabuiap ¥3 akCUHU TONaau Ba OyJapHUHT
Oapyacu NICUXOJMHTBUCTUKAHUHT TaJAKUK MaHOan xucobmanaam.”[22;12]

1) - Humanap 6ynsntu Oy epra? OpamiapHUHT THHYMHY Oy3a€TraH TYMOJIOHYHM KaHU? - Ieau
Yy XOHara Ky3 IryprTupapkad. Xamma KUMm.

Kapum6oii aka ran HuMaganuruau Ghaxmiav, MEeKWDI, paHru 0y31aii okapran kyiiun acra
YpHuaad typau. Typau-to, epra KaparaHda uHaamam TypaBepau.

2) - Bou, /laspon, 6opmucuz? - 0eou paneu Kye yuzan aéi.

- Huma 2an?
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- Xabapuneus uykmu? byeyn bummacu Kouub xemmoxuu OVieaH 3KAH, COKYULAD Wapmma
omub mawnawudbou!

3) - Kynumoa xeu xanoau Xyxcocamum UYK, WYHOAU DKaH, myepu Keieaw QamuiusHu
aiimagepcam uwonacusmu?

Ilynam Jamuposuunune w03uea KU3ua 102ypou, OUIMaoum, Heaxiu YuUKoumMu € yaiub kemoumu,
AMMO Y3UHU UYKOMUO KYUMACOAH 0appos Hcasob Kaumapou:

- I'an 6ynoau, ypmox /laepoHn, 06y ep cuzea yupk matioonu smac! By epnune y3 KoHyH-Kouoanapu
oop. LIy KoHyH-KOuoanapea cy3cu3 pasuuiod aman KUICaHeu3 Keaumud Kemamus cu3z OuilaH, akc
xonod...

4)- Dcu acotiuoamu 6y 6onanune?!

- V3unenume scume sncotiudamu? Xeu 3amMoHOa MyWmaauLye2asm OGUpoeoan pyxcam cypab
yukunaoumu, eansapc?!

I lynam [amuposuunune 103u KyKapuo Kkemou.

- Cokuu! - 0est yuHKupou y.

TaxaunmapumMu3 UIIyHH KypcaTaguky, Oaauuii MaTHJIAa WHCOHIa XOC XHUC-TyHFyInap,
KeUMHMAJIAp TabCHPHUIATH TCHUXO0-3MOIMOHAT XOJIATHHU TAaCBUPJIAIIHWHT JIMHTBOKOTHUTHUB Y3UTa
XOCJIMKJIapU OCNTH OWJIUPYBYH, XOJIAT OWIIIUPYBYH CY3 Ba MOOpPAIAPHUHT KOTHUTHUB-TIPArMaTHK
CEeMaHTUKACH OPKaJIM aHUKJIaHAH.

DoiigajIaHWITaH agaduéraap:

1. Hapsymmaesa JI.C. bamumii aucKypclia WHCOHHHUHT PyXHU-OMOITMOHAI  XOJIATHHHU
TACBUPJIAIIHUHT JIMHIBOKOTHUTUB XYCYCHUSATIIapH (MHTIHM3 Ba Y30€K THIUIAPH MHCOJIH/A):
¢dunon.dannapu 6yiinua danc. x1-pu (PhD) mucc...aBroped. Camapkanm, 2024.

2. Hwussona JI. X. bagunit MmaTHa TUCOHM maxc TUILIApu: (riton.panmapu 6yiinda danc. a-pu
(PhD) mucc...aBroped. Kapmm, 2020.

3. Illykypos V.b. Baguuii IMCKYpC KOrHHTHB-TIPArMATHK MYHIAPKACHHM IIAK/LIAHTHPYBUHM

JMCOHUM BOCUTANIAp (MHIIIN3 Ba Y30eK TWiiapu Marepuanuaa): ¢huioi.pannapu 6yiinua daic.

n-pu (PhD) nucc...aBToped. Camapkann, 2023.

Kuues D. V36ex THIMHEHT MPAKTUK CTHJIMCTUKACHU. TOIIKEHT: S"KI/ITyBLH/I, 1985.

Bunorpaznos B.B. O s3bike xynoxkectBeHHOM auTeparypsl. M.: Hayka, 1959.

Uynnomres b. “Y36ex onomactukacy macananapu”. — Camapkang: 2011.

Jlapun B.A. DcreTtuka cioBa u s3Ik nucarens. JI.:, 1974.

Hosuxos JI.A. Xyno0KecTBEHHBIN TEKCT M ero aHanus. M.:1988.

[Tononbckas H.B. CnoBaps pycckoil oHOMacTtudeckoi TepmuHonoruu. Mocksa: 1988.

10. Poranes A.®. Beeaenue B antponoHuMuKky. — bpsiack: 2009.

11. Cymnepanckas A.B. O0uias Teopust uMmeHu codctBeHHoro. — M.: 1973.

12.  TemsHos F0.H. [Toatuka. Uctopus mureparypsl. Kuno. — M.: 1977.

13. T'ymbOonar B.¢poun. U36pannsie Tpyabl no si3piko3Hanuto. — M.: Ilporpecc, 1984.

14. 3aneckas A.A. Beenenue B ncuxoinuHreuctuky. Mocksa: Poc.roc.rymas. un-t, 2000.

15. Maxmynos H. Tun. Tomkent: Ezysun, 1998.

16. HacupoBa I''M.IICUXOTUHTBUCTUK TAAKUKOTIAp aXaMHUSATHHUHT noy3apomuru //  Research
Focus, Uzbekistan // www.ReFocus.uz

17. HypmonoB A. THIIIYHOCIUKHUHT MCUXOJ0rUs Ounan myHocabaTtu // Tannanran acapiap. 3
KUK, — TomkedT: Akanemuanip, 2012, 1-xwumn.

18. TlcuxonmuurBuctuka: YueOuuk mis By3oB / [lox pen.T.H. Ymakosoii. - M.: IIEP C3, 2006.

19. PacynoB P. Ymymuii Tunirynocnuk. Tomkent: Fan va texnologiya, 2007.

20. Xaipymiae M.M. ®opo6uii Ba yauHnr ¢ancadpuii puconanapu. T.: @an, 1963.

21. Xaxumos M. V36ex nparmanuureuctukacu acocnapu. Tomkent: Akademnashr, 2013.

22. Annanosa lI. Hytkuil daonudar xapaéHuaaru pyxui XoJaTaapHUHT Y30€K TUIMHUHT TYpIIH
caTX OWpiuKIapy BOcUTacuia akc JITumu.: ¢unon. ¢ann dancada gokropu (PhD) mucc.
aBToped. — @aprona, 2018.

O XNk

103



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

ISSN: 2181-9297
www.tadgiqot.uz

% JOURNAL oF woRD ART

MuHX0KMITUH X0KMMATOB,

¢unonorus dannapu OyiHnda
dancada nokropu (PhD)
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AHHOTALUA
Acnuma, xap Oup MIUITHA aaa0ueT MyI0M YCHUIII, Y3rapyIll Ba SHIMIAHUIIA Y3UHA EPKHHPOK
HaMOEH Kujamu. MuWuMil Y3MUKHU aHIIalml yYyH WHCOH aBBAJIO IMaxc cudaThaa MIAKIUTAHWIINA
3apyp. ['mobamnamaérran xaMusTaa oaMmiiap opacuuaru MyHoca0aTIapHU YyKyp TaxXJIMI KUJIHII,
KOH(IIMKTIAPHU XOJHC EPUTHUINTA YBTHOOP KydaiiMoKkaa. baqumii acapaa MIOMPHUHT TyHEKAPAIIH,
ACTETHK HWJICAIH acapHUHT OyTyH Ma3MyHHJa , SbHH TamoOexjiapaaH Oomnuiad, CIOXKET Ba
KOH(IIMKTHA, XapaKTepliap TH3UMUAA, 00pas3iapuia, SSHrY TOMWIMAaIapuaa TYIUK HaMOEH OYiaau.
Xap Kanaail MAJUTAN a1a0uET pyxra, Kajiora TabCUp KHJITYBYM OOTUHUH Kydra 3ra MOXUATIAH OUHO
oymamu. O30 pyXImaH MaxpyM agaOHET TaHa33yira 103 TYTraHW CHHTapW, MIJUIMH XapakTep Ba
MUJUIMHA PyXCH3 KOMUJI MMJUIAT XaM IHIaklaHMaiau. KOMUWITMKHUHT aci WiIAU3Iapy XaKuKaTIaH,
XaK cy3naH OonuiaHaan. MWUIHH Y3JIMK TYHFYCH KQJIOHW YHFOTHIN, YHTA SHTHYA XaéT, MAbHABHMA
KaMoyioT Oaxmi »Tum Kynparura sra. lllomp omam Ba omam, ogam Ba TaOMATHHHT Y3apo
MyHOca0aTiapu, Kypanulapu Ba 3UIIUSTIAPUHUA Oaluuil Tax) Wi KWIWII OpPKAJIH 3aMOHHUHT
PYXHHH, MOXMATHHH o4ad. Ma3kyp Makonaga Y36exkucTon Xaik moupu LIykpyio mebpusTuia
MUJUTAN Y3JIMK TYHFYCHHUHT OaIMAN TATKWHY TAJIKUK KHJTAHAIH.
Kanur cy3nap: mwumii pyx, 6aauuii Tadakkyp, Iebp, Kaad, KaTaFoH, 3aMOH, KaMUSIT,
WHCOH, Y3JIMK, 3CTETUK UJIeall.

MunxomxuaauH XoIKNMaToB,
JIOKTOP (PHITOJIOTHIIECKUX HAYK 110
¢unocoduu (PhD)

MNO3TUYECKOE COIEPXKAHUE U TAPMOHUSA HAIIMOHAJIBHOMN
NIAEHTUYHOCTH B [TIO233UHU IYKPYJUIO

AHHOTALUA

B neiicTBUTeNBHOCTH KaXKias HalMOHANBHAs JIMTEparypa spue NposBisieT cebs B
MIOCTOSIHHOM pOCT€, U3MEHEHUH U OOHOBJIEHUHU. [[1s1 TOro utoObl peann30BaTh HAIMOHAJIBHYIO
UACHTUYHOCTD, YEJIOBEK JIOJDKEH CHadana chopMUpPOBAThCS KaK JIMYHOCTh. B riiobanm3upyromemcs
oOmiecTBe yAenseTcs BHUMAaHWE TJIyOOKOMY aHajiu3y OTHOUICHHH MEXAy  JIIOJbMH,
OecnpUCTPaCTHOMY OCBEHICHUIO KOH(IIMKTOB. B Xym0)kKeCTBEHHOM MPOU3BEICHUN MUPOBO33PEHUE,
ACTETUYECKUHN HJEa MO03Ta MOJHOCTHIO MPOSBISETCS BO BCEM COJIEP)KaHUU IPOU3BEIEHUS, T. €.
HAYMHAs C AJUTFO3UH, CIOKeTa M KOH(IIMKTA, CUCTEMBI MEPCOHAXKEH, 00pa3oB M HOBBIX HAXOJOK.
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Jro0ass HanuoHanpHAs JIMTEpaTypa MOCTPOEHA M3 CYHIHOCTH, OOJafaronieii BHYTPEHHEW CHIIOMH,
BO3/IeHcTBYOIIEeH Ha mynry. CoBepiieHHas Halus HE MOXKET o0pa3oBaThCs 0€3 HAIMOHAIBHOTO
XapakTepa M HalMOHAJIBHOTO JyXa, KaK MPUXOAUT B yMHaJ0K JuTepaTypa 0e3 cBOOOJHOro ayxa.
VcTuHHBIE KOpPHM COBEpUICHCTBA HAYMHAIOTCSI C WCTUHBI, MPaBUIBHOrO cjoBa. YyBCTBO
HAIlMOHAJIBHOM HMJIEHTUYHOCTH CIOCOOHO MpOOYAWUTH Iylly, JaTh €ii HOBYIO JKU3Hb U JIyXOBHOE
coBepuieHCTBO. [103T packphiBaeT AyX M CYHIHOCTh BPEMEHHM 4Yepe3 Xy/JA0KECTBEHHbIN aHalu3
B3aUMOJICHCTBUI, OOPHOBI U KOH(IIMKTOB MEX]y YEJIOBEKOM U MUPOM, YEJIOBEKOM U Mpupojoi. B
JAHHOM CTaTbhe HCCIENYETCs XYIOXKECTBEHHas MHTEpIpeTanus HalMOHAIbHON HMJIEHTUYHOCTH B
M033UU HAPOJAHOTO MmodTa Y30ekucrana lllykpyiio.

KiroueBble cJI0Ba: HalMOHAJIBHBIA JyX, XYJOKECTBEHHOE MBIIIJIEHUE, MO033Ms, yIla,
penpeccuu, Bpemsi, 00LIECTBO, YEJIOBEK, JIUMYHOCTb, 3CTETUYECKUI Hieal.

Minhojiddin Hojimatov,
in philology
doctor of philosophy (PhD)

HARMONY OF POETIC CONTENT AND SENSE OF NATIONAL IDENTITY IN
SHUKRULLO'S POETRY
ANNOTATION
In fact, every national literature shows itself more brightly in constant growth, change and
renewal. In order to realize the national identity, a person must first be formed as an individual. In
the globalizing society, attention is being paid to the in-depth analysis of relations between people,
to impartial coverage of conflicts. In the artistic work, the poet's worldview, aesthetic ideal is fully
manifested in the entire content of the work, i.e., starting with allusions, plot and conflict, system of
characters, images, and new findings. Any national literature is built from an essence that has an inner
power that affects the soul. A perfect nation cannot be formed without a national character and a
national spirit, just as a literature without a free spirit declines. The true roots of perfection begin with
the truth, the right word. The sense of national identity has the power to awaken the soul, to give it a
new life and spiritual perfection. The poet reveals the spirit and essence of the times through the
artistic analysis of interactions, struggles and conflicts between man and the world, man and nature.
This article explores the artistic interpretation of national identity in the poetry of the national poet of
Uzbekistan Shukrullo.
Key words: national spirit, artistic thinking, poetry, soul, repression, time, society, man,
identity, aesthetic ideal.

Myxtapam Ilpe3unentumusnunr PecnyOnuka MabHaBuAT Ba Mabpu(aT KEHTAlIMHUHT
KEHTaUTUPUIITaH MaXIMCUIary HYTKUIa TYFPU TabKUJUTaHTaHUCK, “‘Baranra myxa006at Ba cajokar
TYUFyJIapuHU , 3Ty FOSUIApPHU TapaHHYM 3THUILIA Y30ek a1abuétu OolIKa MaJaHUT coXajlapu yuyH
XaMuIla MycTaxkam 3aMuH 0yiub kenran”[1].

Xap Oup MWUIATHUHI, KOMWUIMK Capy MHTWJIAETTaH XaJKHUHI MabHABUM IOKCAIMILN[A,
Mabpuuil TapakKUETHA MWUIMHM Y3IUKHU aHIJIAIl TYHFYCH XaMulla IPOrpeccuB axaMUsT Kacoh
sTanu. VIHCOH OMUIM MabHaBUATAAH, KalO O30JIMIHAAH Y3WIraH xojjaa 0axTuép Ba (papoBOH
SIIAIA MYMKHAH dMac. SIKMH YTMUIIUMU3Aa COOMK IIYPO Ty3yMH MIUUIAN Y3JIUTHUMH3HU, YIYF
AKJI0AJAPUMU3HU XOTUPAMU3JIaH YUUPHULITa MaxXOyp KUIIH.

Vrran acpmaru 70 #mumK cuécHil KapaMIHK Y30eK Xalkd MabHABUATHra GOITA YpIH.
Kerma — xer KararoHjap MuwuIaT TadakKypura xaMm, agabuérura xaMm y3 TabCUPHUHU YTKa3iu.
MunnaTra SoBYaHIMK, 3pK YUyH KypallyBUaHIUK PYXUHH CUHTIUPYBYM aJabuii maxciap, xaK cy3
ailfTaéTran WXKoJ axJu OMpUHYWIAp KaTopuJa KaTaroH KuiuHAu. KaTaroHaaH keluMHru Wusuiapaa
MUJUIMH Y3IMKHU aHTJIall skapa€Huja 3uénuiap, WKOoAKopiap “CyKyT” cakjallira MaXKyM STHIIIH.
Mumnatun cudatuga 25 WWLIMK KaMOK jKa30CHTa XYKM KHJIMHTaH V36exucron XaJIK [IOUPH
[Mykpymo: “IlaBp TyFauprat 3Hr oFup (okua NIyHAa SAUKU, KHIIWIAp KYpraH - OWaranuHu pyiu-

105



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

pocT €3uIgaH, HauMHKU €E3UIJaH, XaéllaH MyXOKaMa KWIHIIIaH MaxpyMm Oyiau0 Konuiuran
amu’”’[4;86], neb é3amm.

bunobapun, xap KaHaai )KxaMusT, JaBjaT, OuprUHIM HaBOATAA, ¥3 MaH(aaTIapuHu Ky3Ianam.
CoOuK Ty3yMHUHI MUJUIUI TapakKuérra Ba MWLM agabuérra canOuil MyHocabaTu Ky4wiH, Typiu
YEKJIOBJIApU, TABKUKIApU KYTI dAu. “1956 #mima maxcra CUFUHMIN KECKUH TaHKU]l KWJIMHTaHUIaH
KeinH, coOuK UTTU(DOK pecnyOnukanapu xaéruna kuHmail Oynca-mga, y3rapum Oynnu. Madkypa
WKJIUMHUAA OMpO3 WIMKIWK Taigo Oynmu, — ned &3amm V36ekucron Kaxpamonu, arokmu
anabuérmynoc onum O.lllapapuanunos. — lllynna 6upnan mabiiym Oynnuku, OyTyH mMamilakat
Oyinabd KanmOyiapu 3aHr OOCTaH, MYAPOK XOJira TymuO KoJraH ojamiap yiroHa Oomwiagu, Oy
yHUFOHMIN Xa€Tna, oJamjap ypracuja XaKukarra, ssHrd Hadacra Ba yMyMaH PyXWW SHTHJIAHMINTA
AXTHEXK JKyJla KaTTa SKaHWHUA HaMmouui Kuiau. Ompamitiap, ssHTH, XaKkKOHUN Ba MHCOHUH CYy37a, STHTH
agabuérna ¥3 TanHaIuKIapUHU KOHANPAIUTaH aCOCUM BOCUTAIapHU Kypauiaap”’[5;114].

Tabkunnanranugex, Oy AaBpaa COOMK HMTTH(OKHUHT KYI MIUUIATIN agabuéruma Tom
MabHOJIAa MWUIATJIAPHUHT Y3IUTMHM aHIJam kapaéHu Kailitazan anadnra ongu. Kamun
MabpudarnapBapiapu OwiaH Oupra Kywin MadkypaBuil Oocum, KYpKyB Ba Ta3iHMK OCTHAA
TIUIapAad “‘CYHIUPWITaH” MWUIHA Y3JIMK PyXH SHa WXKOJKOpPJIAp roparuaa KypTrak &3a Oormuiaau.
Muptemup, Ulykpymno, Llyxpar, Opkun Boxunos, A6aymna OpurnoB kabu 1oupiap acapiapu
opKany anaGuéTra Y3IHrura sra MIUIIHIL 06pasaap kupub kennd. By yiMac pyx Y30eKucToH Xaik
moupu lykpyino nxonuaa uryHiai sxapaHriaau:

Memnra onTuH Kacp Oepcanap,

bop nepMatHu Kuamub myxaié,

Jlexun mynga 6up mapt Kyrcanap:
“Opamnapcus simaiical TaHxo,

V3 nadcunrau yitnacanr arap
OnTtunnapaan KysspMu3 Xaukar’

Uyk! Myk! Cernan X0 GYIraHmM -
baxTtcuznurum, Tupuk ynranum![7;71]

[loup acn MyamaoCWHU Cy3lap WIAM3UTA KO KWIAJIW, YHIA “MEHra OJITHH Kacp Kypuo
6epud, 60p HepbMaTHU MyXail€ KUInO, 3Ba3ura Y3JIMIMHIHU YHYTHO, XaJIKUHT 1aH TOHUO, Ha)CUHTHU
KOHAMPUO, JKUM sacaHr OYJIM, CEHra OJTHHJAAH XaWKall KysMu3~ JeraH XyKMpoH Madkypara
Kapmu uc€H OYi kypcatud TypuOmau. Tanuknu agu® Mycrait Kapum “Jluteparypnas razera’na
Oocwiran Makosjacujaa: “YHUHI WebpUdTUia SAad yTuiarad Muiap, XUc 3TWIraH AaBp Tydaiiu
SPUILIWITAH aKJ Ba KAJOHUHT eTYKIUTH 00p; Oy IIebpHsTIa NIOUPHUHI MHCOHHM Y3 KaJlOMra TUK
OOKHIIITa YOPJIOBYHM TAIBUIILTH cOd BIKIOH a3001 60p”’[18;5], nest lykpyimo mxoaura rokcak 6axo
6epran sau. lloup mebpHU 3pK caoAaTu uia EHraH opakiaru 0301 Kyl HUJI0CH OWJIaH SKyHIalu:
“Uyk! Uyx! Cennan xomu Gyaranum - Baxreusnurum, Tupuk ynranum!”[7;71]

Acnuna, xap Oup MUIUTHNA a1aOuET MyIOM YCHILL, Y3rapyIill Ba SHIMJIAHUIIIA Y3UHU EPKUHPOK
HaMOEH Kuiaau. Muwuiuil Y3JIMKHU aHrjall y4YyH MHCOH aBBajo IIaxc cudaruja HaKUIaHUIIA
3apyp. ®ancadara onyn manbanap/a MAaXCHUHT aCOCUM XyCycusTiaapura myHjaail Tabpug oepunaau:
“[llaxc - anoxu1a UHAUBUA, MOXHUATAH IXJIUT MK TUMOUM-aXJIOKUM oJIaM. Y Y3uaa MHCOH MOXHUSITUHH,
YHUHT MaBKyAOT cu(aThaari KaIpusiTUHU Myxkaccam 3T1ajau... lllaxc ¢eHoMeHr HHCOH OJJTaMUHHUHT
OyTyH MypakkaOJUKIapUHM y3uJa My’KaccaMm 3TaJu. YHHU Xap TOMOHJIaMa YpraHuil Makcaauja
KaTop TaAKUKOTIap onubd OopuiraH. AiHukca, [llapkaga y rokcak axjoKui-MabHaBUN MeBEpIIAp
OpKaJIM TYIIYHHJITAH Ba OJIMH XWIKAT, 0e0axo Kaapusat Aed xucobnanrad. MHcon maxc cudaruga
KOMWJUIMKKA UHTUJIAAM, XaéT Ma3MyHUHU OOMMTaIM, 11y acoc/a KUIIWIMK KaMUATUHUHT TY3all Ba
(dapoBoH Oynummra >XTuéx cezaan’’[6;299].

by naBpra xenu0, y30ex agaOuéTuaa xam XajgK TapUXUHUHI TabKUKJIAHTaH TOMOHJIAPUHU
€puTuLI, 3pK Ba O30/UIMK HCTAarujarud Xapakariap OMpUHYM YpuHra KyWwirad, OyroK IIoupiap,
aJUTOMaJIapHUHT Xa€T UYIIapu KaJlaMra OJMHTaH OMp KaTop MIEhbpUN TOJIOTHOJIAP SpaTHWIINA. 3€po,
anabuil MyXuTAary SHIWIAHUIUIAP J)KaMUAT Ba 1IaXC OHTUJArd KECKUH IBPUIMILIADP jKapa¢HIIapH
6unan nzoxyianaau. Hloup Ganuuii acap sipaTHIll aCHOCHIa BOKeajJap CUICHIACH EKU KaxpaMOHIap
TaKJIUPUHU HIYHYaKd TacBUpJa0 Kys KoJMalau, Oajgky yJapHUHI MOXMATHIA Y3UHUHI XaM YHra
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JTaxXJIIop JapaiapuHu Kymuob rooopaan. Abvuu, “CanbaTKOp yUyH KO - U3TUPOO, Oy BOCUTA OPKAIH
y IOparuHM SIHTY U3THpoOIap yuyH oymatu6 onaan’’[14;105]. lykpymno “Ymun” mebpuaa 3 Kaid
n3THpoOIapuHu myHAal ndonanaiiau:

O nyné!.. O, maiToH, TyXMaT TOILIAPUH

bomumra érupan roxo oemradkar.

Hoymuna tommanu ky3aan €nuiapum,

CysiHunruM 0ynau, ¢pakat Xakukar.

Xacaj KyroH kabu Tycub HynumHu,

Opana unoHACK ypiarad 3aMoOH.

Hoymupg 6Ynmaanm, XaakuM MEXpUHH,

dakaT MEXHaTUMHU 3TOJIJIUM KaJIKOH.

“...WIOHJEK YypiaraH 3aMOH’ HMHCOHHUHI 0aXTUEP TypMylLl KEUMpHUIIUra Hyn Kyhimanau.
Kanbunu xam, oHry myypuHu xam 3axapiavau. llloup xacamnu xamMMma HapcaHu asMacaaH y3
rupaoOura TopTa€TraH KyIOHra yxmaTaad. XacaJHUHI YOpMacuJaH KyTYJIUII MYMKHH 3Mac.
Tyxmart Touutapu Oemadxar Erunub Typrasja xam, moup Hoymusa 6ynamaiiau. “CysHuurum OYiau,
(dbakat XakuKat’, JCHa1 UIIIOHY OWJIaH.

Anabuérmynoc onum O. IllapadunnunoBaunr ¢ukpuya, “LykpymioHUHr Hadpatu xam
KOHKpeT XaéTuil Ma3MyHra sra. byHaa xaMm moup MaBXymM yMyMHUH KaTeropusiap Xakujaa (Gpuxp
FOpUTMai, Xa€T/1a y3u Kyprad TypJid — TyMaH Wuiariap Xakuaa ranupaad. [loup y4yH HHCOHMIINK
OupuHYM HaBOaTAa BWKIOHMIUIMK Owman Oormanann’[10;59]. Onum Xak, MIOMPHHUHT Hadpatu
V3UHUHT XaéTuil acocnapura sra. KyTuiMaranaa ajonarcusinkka, TyXMary xacajaiapra 1y KeJlrad
mioup sad TypraH 3aMOHMHHU MIJIOHTA YXIIATUILN 013 3Mac.

Xap KaHgai MUJUTHi anabuét pyxra, Kaaora TabCup KUITYBYM OOTHHUHN Kydra 3ra MOXHSITAaH
ounHo 6ynaau. O30/ pyXJlaH MaxpyM agabuET TaHa33yJira 103 TyTraH!u CUHTapH, MUAJUTHA XapaKTepcu3
KOMWI MWJUIaT XaM Iakiianmaian. KoOMWITMKHUHT acin wiausiapu XakuKaTAaH, XaK cy3aaH
Oonutanaan. Muumii Y31uK TYHFyCcH KaJOHM YHFOTHIIN, YHTA SSHTUYa XaéT, MabHABUN KaMOJIOT OaxIir
9TUII KyjapaTura 3ra. MabHaBHI KaMOJIOT KyJa KeHr TymyH4a. [lykpymio myHnai FOKCakKJIMKHU
TyLIyHMalUrad ayuHuIl Ky3u OuilaH Kapaiau. “MeH yiaran sMuiiMaH” mebpuja OJaMIapHUHT
¥3apo MmyHocabaTiapuaary >kyMOOK XaKu/ia SXTUPOC OWJIaH IMIyHIal 1enu:

Kanu aliTHHT, KHUMHH HOXaK KamaTauM?

ETum — ecupnapHUHT XakKUH €UMMU?
KypxmaHr, acio keaMac UFBOra THIIUM,
AWTHHT, € XaKopaT cy3iap JeauMMu?

My, ityk! Happarnaumanr. Menra Gepusr Tii,
Cababnapuu aiiTuo, cy3naimu y3um?

MeH sH11 KyKpKMaiimaH! YUFOHTHH, 51 1!
bup kappa ynranman, Kaita HyK yIUM.

3amMoHacHJaH KaTTa af0JATCU3IIUK KYpraHd, HOXAKIaH — HOXAK 25 Wuiara KaMOKKa XYKM
KMTHHTAHJTHTH YHHHT XaéTH Ba IKOMAA Y3MHUHT m3uHu Konaupau. 1y ypunna Y36ekucron xamk
é3yBuricu XakuM HazupHuHr Kyhugaru GUKpiiapuHH 3CiamiHy kou3 Ae0 ounnauk: “Xaér acdanbt
Wynumail cuyuMK Oyimacia, YHUHT VHKUP — YYHKUPJIUKIAPH, 3TPH — Oyrpu CYKMOKJIapu Oop.
Junozop danakauHr 3apOanapu, 6eaés OypoHIapw, madKaTCu3 CHHOBIAPHUTa XaM ydpad TypHIIaIu.
VYnapnan WuKwiIMai — cypuinMai, Kaaau OyKuiMai, CoF — caoMar YTuo onuir ocoamac. Karrakon
Kaso, Oykmiamac upojaa, OyTyH MHWMOH, aWHHKCa YBTHUKOJ Kepak Oynamau. XaWpuaTKH, CHU3 aHa
myHaail cugarnapra osra 6ynau0 uukauHrui. Kararon iwinapu OGOlIMHTM3ra TyLIraH »adp —
xadosapHU eHrud YTUII yUyH 03MYyHUYa PyXHid, MabHaBHI Oapnom kepak 0ynaaumu?” [15;93]

[loup xa€t xakumaru aupo — (ancaduii Mymoxamanapuaa 1aBp — UHCOH — TaOHAT — PyXHT
Macajajgapura y3ura Xxoc Tap3/ia MabHaBHM — IICUXOJIOTHK WYCHHIA kaBo0 n3naiau. YHuHr “Onam
6omu Tomman”, “bomutapumma He caBmo”, ‘“3appamap”, “Bwxkmon”, “Kabp tomm”, ‘“Haowuii”,
“Bbyroxmnap”, “Ky3” cuHrapu mebpiapu Iy )KuxataaH Xxapakrepiauanp. Maskyp acapiap KajiOnapHu
nmap3ara conu0, 3aMOHJIAp, MOKTUMOMM Ty3ymjap y3rapca-ia, Y3WHUHT MWUIMH KOJIOPUTHU Ba
KMMMAaTUHU HYKOTMail, SHIrUJaH — SSHT'M MabHOJIap KacO 3TaéTraHu Xeu Kumra cup smac. bunobapus,
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MUJUIMHA XapakTep MWUIMH-NICUXONOTUK KUE(DaHUHT TapkuOuil KucMu xucoOnaHaau. Musuimii
XapakTep - MabJIyM MMJUIAaT Xa€TH, TapUXU Ba MaJaHUSATUHU VY3uja HaMOEH sTagu. XX acp
STHOICUXOJIOTUK XyCYCUSTIIAPUHH Ypranrad Kyiad myamuiudiaap MILIIUN XapakTep peai BOKEJINK
cudaTiia MaBKyIIUTMHU YbTUPO) STUILIATH.

[ykpysuio sIalIHUHT MabHOCUHM bTHKOJl OyTYHJIMIHM, BaTaHraH, agaOuérra cajokaTaa
ne6 Ounap, Oy TamoiniuIapra KaTbuil amankwiapaa. Y “Taxmup” mebpuaa “Kypkubd smanimkHuHT
V3u xam youm”, nedau. SIbHU, KYpKyB OMIIaH, SPKCH3, MHOH-UXTUEPCHU3 SIIAll YIUMAAH Xam
OFUPJINTMHU, XAJIKHUHT YIIYF aXKI0JUIapuIaH MEpPOC IOKCaK YbTUKO/]] IOWIEBOPUHHU Y3IIUK PYXH, dPK
Hadacu, YWFoK cy3 OMJIaH TUKJIAIl WKOJKOPHUHT Oypuu SKaHUHM TabKuutangu. “Tupux yamok”
HIebPUIAa IOUP NIyHIAl NEHIN:

YMmuny 3ptUK0 OYiica ogamia,

bynypmy a300y ynumaan KypKMOK?
Tunal onranvHraa MeHu XyJo/1aH,
VuMaan kaMMuu cex TOPTTaH TYIFOK?!
NMoOH, »bTHKOAIaH XOJIH OYJITaHUM,
OmnaxxoH, 0axT Tonmaii, 6edaxt yiaranum!

V36ek Xanku ydyH MHUIMH Y30MK TYHFyCHHHHT HIIM31apd WMMOH Ba YbTHKOUIAH
oonutanaau. lyHuHrnex, MUuUIMi y3ura XOCiauK, MUUIMN pyX KYI )KUXATJaH MUJUIATHUHT a3ajiui
KaJIpUsTIapy, STHUK XyCYCUSTIapy Ba MUJUIMA MAaKOH Ba PyXHil MKIUM OmiaH yamOapuac OOFJIUK
Oynaan. Xamaa MHIIUN XapaKTep MIWIJIATHUHT Y3-Y3WHU aHTJIAll Japakacu Ba JMHAMHUKACH OujIaH
Genrunanand. bunoGapuH, “V3IMKHM aHIJIAII, SHI aBBANO, YTMHUIIHM YPraHMIIAH, TAPHXHHU
OwmnITa SXTUEX Ce3UNIan Oonuianany. Jlapxakukar, Y3uHu aHriaaéTral, Y3MHA TyITyHaETran xap
Oup oxaMm KaHJall owjaga ayHEra KeJNraHd, y3 aXIo[jJapu Kumiap Oyiranud, ora — 0obonapu
HUMajap OWJaH HIYFyJUIAaHUIITaHd Ba KaHAAl yMp KEUMPHUIUTAaHUHM OWIMO OJUINra WHTHIIAIM.
VYnapuunr ¢azunatiapu Ba Mepociapu Omitad Gaxpranud smaiian’ [8;476].

[IIykpym1o MaxOpaTUHUHT y3Ura XOCJIWIY LIYHJIAKH, Y KUYUK XaETUHN JeTalngaH WKTUMOUN
BOKEJIMK, OJaM Ba oJlaM, YTMHII Ba Kelakak TYFpUCHAA KEHI KyJIamMjd MO3THK  XyJjocaiap
YUKapuIla, TypJId BOKea — XOJucalap MaH3apacuHU OWp MaKOHJa HYPJIAHTUPUILI HCTEBIO0IMIA
siHa/1a EPKUHPOK HAMOEH OYynamu. “3appanap” mIebpUHH Ky3[aH KeUUPaMU3:

Kum xam ylinamaiy 3aMOH CUPJIApUH,
bab3an yitnabd 6ynap xadcamam xam mup.
He xam kuina oyp Oy mebpiapum,

ATtoMm GomOanapuH oJauaa axup.

Hera kepak MeHra ayHé TaimBumniy,

Hera kepak menra, Oy €rou Kajiam.

bazan cunuO kerap erMaciaH Kyuu,
Mymrymaek Kanb qapidH KyTapoMai Xam.

3appanap - Oaysku TaOWAT XOCCAJTAPUHUHT, OAJKM aXJIOKUW XUCIATIAPHUHT EKU PYXHUAT
MaH3apaJIApUHUHT napyanapuaup. bamku otnnmai konras, kypuaMmac ykaup. Kanpail kypuHuamga
OynuIInIaH KaTbU Hazap, Oy 3appajJapHUHI MHCOH MabHaBUN — MHTEJUIEKTyad XaéTuaa Ba
KAMUATAA TYTTaH YPHH ILIOMP yUyH a3aiuii skyMOOK 6Y1u6 Komau. Y3u aifTraHn/ex, 3aMOH/IaH
“xadcamacu map” OYynraH 4YoOKJIapAa XaMm, Yy KWYUK 3appaJlapHUHT KaTTa HaTKajlapra KOJIup
sKaHIuruHu yHytMaau. [loupuunr dancaduit xynocacu KUTOOXOHHU O6edapK KosgupManiu:

MyK, KHYMK KaJaMuM, YKCHMa acTH,
ATomuap xam 3appa, myHaaH ubpar onu!
Onamuu ypramaii atom 6ombacu,

Cen nHCOH Kaynbura madxat YyTUH co!

Xynoca ypHHUIA UIYHH aTUII MyMKHHKHA, XX acp ypramapuaa agaduértma OomiaHTaH
MUJUIMHA Y3JIMKHU aHTJall MUCTard MWUIMOHJIA0 IopakiapAa MWUIMH pyX, UCTHKJION COFMHYMHU
yiirora Oomutagm. By maBpma  V3bexucron xank mowmpu  Iykpymio kabum  0noBKan6
LIOUPJIAPUMU3HUHT JKaMUAT Ba agabuil »apa€Hra ¢aoj apajailyBd, MUUIMH Y3JIUK TYHFyCHHH,
BaTaHra Myxa00aT Ba CaJlOKaTHH TapaHHYM 3TyBYM LIebpiapu y30ek agaOuéTu MacajalapuHU
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KaxXOH agabuéTh KOHTEKCTHIa TAJIKWH Ba TAJKUK JTHINTA 3aMUH spaTad. Jlemak, MIIIUN Y3JIHK
TYWFYCH MHCOHHUHT MabHABUW KaMOJIOTTa 3pUITYBUIard ME30HIapAaH SHT MyXUMUIUD.
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ABSTRACT
The article describes an analysis of trends in the development of the fashion industry in Uzbekistan
in the 21st century. Also included in the coverage of the research topic were the author’s analytical
opinions on the work of designers who worked in our country during the years of independence.
Keywords: clothing design, costume collections, principles of design and modeling, fashion
industry, marketing strategies, fashion industry.

Kirish. Libos dizayni sohasi, hozirgi kunda jahon miqyosidagi — ijodiy, amaliy va innovasion
jarayonlar doirasidagi san'at, sanoat va iqtisodiyot sohalarining global rivojlanish faktorlari darajasiga
monand va hamkorlikda faoliyat yuritib kelayotgan aktual sohalar qatoriga kiradi. Bu jihat, sohaning
kostyum kolleksiyalarini loyihalash va modellashtirish jarayonlari amaliyotida zarur bo‘lgan
konseptual tamoyillar doirasidagi — avvalo milliylik brendi, qolaversa zamonaviy ilm-fan yutuqlari,
innovasion texnologiyalar hamda moda sohasiga kiritilayotgan yangiliklarni qamrab olishini
ta'minlaydi.

Jahon san'atshunosligida moda sohasining konseptual asoslari negizidagi etno, retro
liboslarining zamonaviy kostyum trendlari bilan o‘zaro ta'sir doirasini o‘rganish aktuallik kasb
etmoqda. Jumladan, xorijiy davlatlarda mazkur yo‘nalishlardagi libos loyihalash amaliyotiga moda
marketingining samarali strategiyalarini jalb etish dolzarb muammolar qatorida tadqiq etilmoqda.

O‘zbekiston modasida loyihalashning ilg‘or mexanizmlarini moda sohasidagi marketing
strategiyalari bilan o‘zaro integrasiyasini aks ettirgan kommersiya kolleksiyalari yaratish
metodlarining mavjud amaliy faoliyatlar bilan uyg‘unlashtirish jarayoni boshlangan. “Bugun
yurtimizda tarixan qisqa fursatda butunlay yangicha siyosiy, ijtimoiy-iqtisodiy, ilmiy-ma'rifiy va
madaniy muhit paydo bo‘ldi, deb aytishga barcha asoslarimiz bor” [1.]. Shu bilan qatorda moda
industriyasining ilmiy aspektlarini modernizasiya qilish orqali mahalliy moda brendlari faoliyatini
yanada takomillashtirish, soha doirasidagi ta'lim va ishlab chiqarish jarayonlariga jahon tajribasini
tadbiq etishning samarali tizimlarini joriy etish zaruriyati ko‘zga tashlanmoqda.

“Moda industriyasi” - mahsulotlar ishlab chiqarishning ko‘plab gatlamlari doirasida tadqiq
etiladi. Tadqiq etish jarayonlarini birinchi navbatda, uning: “Ijtimoiy hususiyatga ega bo‘lgan moda
ob'ektlarini ishlab chiqarish tarmog‘i sifatida belgilashdan boshlash maqsadga muvofiq. Sababi,
moda industriyasi - modaga xos mahsulotlarni dizayn-loyihalash, ishlab chiqarish va targ‘ibot qilish,
shuningdek, ushbu maxsulotlarni sotish bilan shug‘ullanuvchi xizmat ko‘rsatish sohasidir” [2.].
Mazkur ta'rifga binoan, “Moda industriyasi” atamasi jamiyatdagi — san’at, sanoat va iqtisodiyot
sohalarini qamrab olgan ekanligi bilan ushbu murakkab fenomenning o‘ziga xosligini yaqqol
namoyon etadi. Shu ma'noda “moda industriyasi” tarixini moda ob'ektlarini sanoat miqyosida,
ommaviy ishlab chigarish jarayonlari tarixi bilan bog‘lash asosli ko‘rinadi.

Jahon modasi, shu qatori yurtimizda ham: “1890 -yillardan to 1960 yillargacha modaga xos
libos va aksessuarlarni ishlab chigaruvchi kichik biznes sektorining bosqichma - bosqich ommaviy
ishlab chiqarish tizimiga aylanishi natijasida — mahsulotlarni loyihalash, ishlab chiqarish, sotish va
foydalanish va unga yondoshgan sektorlarni qamrab oluvchi soha vujudga kelishi ta'minlanadi.
Mazkur jarayonlardagi e'tiborli voge'lik - moda iqtisodiyotini “ot kutyur” va “pret-a-porte”
mahsulotlari sifatida vujudga kelishi samarasi ekanligini qayd etish joiz” [3.] .

E’tiborlisi, O‘zbekistonda XX - asrda rivoj topgan moda sohasining sobiq ittifoq davri
mobaynidagi “dizayn” atamasining sinonimi - “texnika estetikasi” nuqtai nazaridan shakllangan
amaliy jarayonlari va yutuqlari mahoratli konstruktor, libos va aksessuarlar bo‘yicha rassomlar hamda
texnologlar faoliyatlarining samarasi deyish mumkin. O‘zbekistonda 1999 yildan “Libos dizayni”
ixtisosligi bo‘yicha ta'lim jarayonlarini yo‘lga qo‘yilishi yuqorida ta'kidlangan amaliy faoliyatlarning
“Dizayn” sohasi o°‘ziga xosliklari asosida rivojlanishiga zamin yaratgan.

O‘zbekistonda moda sohasining “dizayn” qonuniyatlari asosida shakllantirilgan yangi davri
mustaqilligimizning ilk yillaridan boshlangan desak mubolag‘a bo‘lmaydi. Xususan, mazkur
davrlarda yurtimiz moda sohasi rivojiga keng imkoniyatlar ochildi deyish mumkin.

Bu davrda barcha sohalarda mamlakatimiz o‘zining mustaqil siyosatini olib bora olish
imkoniyatiga ega bo‘lishi, turli jabhalarda jahon xalqlari bilan o‘zaro siyosiy, iqtisodiy hamda
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ma'naviy alogalarni yo‘lga qo‘yilishi jarayonlari xalqimiz ongidan unutilayozgan milliy merosimizni
tiklash doirasida boshlangan davlat siyosati bilan hamohang holda kechganligini qayd etish lozim.
Tabiiyki, yuqorida ta'kidlab o‘tilgan yutuqlar mustaqil yurtimiz moda sanoatining zamon talablariga
mos holda qaytadan shakllantirilishi va yosh dizaynerlar ijodida asosiy tendensiya sifatida zamonaviy
uslub va uslubiy yo‘nalishlarga xos kostyum belgilarining o‘zbek milliy kostyum an'analari asosidagi
loyihalarini yaratish hisoblanganligini qayd etish lozim.

Yugqoridagi fikrlarga qo‘shimcha tarzda, XXI asrda O‘zbekistonda libos dizayni sohasi rivojida
ahamiyatli bo‘lgan voge'liklar bir biridan farq qiluvchi o‘ziga xos shakllanish bosqichlariga ega
bo‘lganligini alohida qayd etish lozim. Xususan:

Birinchi bosqich 2000-2010 yy. O‘zbekistonda XX asr oxiri va XXI asr boshlarida dizayn
sohalariga ko‘rsatilgan e'tibor doirasida 1999 yildan boshlab Oliy va o‘rta maxsus ta'lim tizimlarida
“Liboslar dizayni” sohasi ta'limining yo‘lga qo‘yilishi mamlakatimizdagi libos modellashtirish
tizimini yangi davriga asos solganini ta'kidlash lozim.

1999-2005 yillarda yurtimizning libos dizayni sohasida o°ziga xos salmoqli yutuqlar qo‘lga
kiritila boshlandi. Bu jarayonlarga o‘z ta'sirini o‘tkazgan e'tiborli voge'lik sifatida yuqorida ta'kidlab
o‘tilganidek, O‘zbekiston Badiily Akademiyasi negizida tashkil etilgan Kamoliddin Behzod nomli
Milliy rassomlik va dizayn institutida professor X.X.Kamilova jonbozligida “Libos dizayni”
yo‘nalishi bo‘yicha o‘quv jarayonlarini yo‘lga qo‘yilishini ta'kidlash joiz. Aynan mazkur institut
bitiruvchilari hozirgi kunda O‘zbekiston moda sohasi rivojida muhim o‘rin tutayotgan va yurtimiz
hamda jahon miqyosida o‘z muxlislariga ega bo‘lgan dizaynerlar Z.Sulton, D.Qosimova, S.Amir,
A.Agzamova, K.Rustamova singari mahoratli ijodkorlar etishib chigishida muhim o‘ringa ega
bo‘lgan.

2000 yillar O‘zbekiston modasidagi amaliy jarayonlarni tahlil qilar ekanmiz, mazkur yillarda
Toshkent shaxrida tashkil etilgan “Osiyo ramzi - 2000” I — Xalqaro libos festivali ning bu jarayonlar
rivojida nechog‘lik katta ahamiyat kasb etganligini alohida qayd etish joiz.

Festivalda O‘zbekiston va Qozog‘istonlik ko‘plab mutaxassislar - A.Varkova - O‘zbekiston
Badiiy Akademiyasi “Libos” estetik markazi dizayneri, N.Petrosova, O‘zbekiston Tadbirkor ayollar
uyushmasining “Zumrad” Madaniyat markazi libos bo‘yicha rassomi L.Boboeva, Toshkent
shahridagi  “Navro‘z” dizayn-studiyasi dizayneri T.Bulova, O.Dyatchina, L.Polvonova,
M.Obidjonovalar etno libos elementlari asosidagi zamonga xos to‘plamlari bilan ishtirok etganlar.
Shuningdek, festival doirasida o‘z libos to‘plamlari bilan M.Qo‘zieva, Zarafshon shahridagi
“Agama” liboslar markazi dizayneri A.Sirbaeva, Zarafshon shahridagi “Agama — 104” trikotaj
korxonasi mutaxassisi [.Saytxo‘jinova, Olmota shahridagi “Andres” modalar saloni dizaynerlari
A.Altibasarova, Sh.Berkelievalar faol ishtirok etganlar. E'tiborlisi, ushbu moda festivalining
qatnashchilari orasida hozirgi kun mamlakatimiz moda sohasidagi amaliy jarayonlarda faol ishtirok
etayotgan Lola Sayfi, Dina Sayfi hamda Xilola Tursunnazarovalarning biri birini takrorlamaydigan
milliy an'analar va zamonaviy tendensiyalar uyg‘unlashgan yuqori darajadagi libos to‘plamlarini
keltirib o‘tish mumkin.

Mazkur yillarda yana ko‘plab yosh hamda mahoratli dizaynerlar “Osiyo ramzi” dizaynerlar
assosiasiyasi tomonidan tashkil etilgan “Milliy liboslar festivali”, “Boysun bahori”, “Xon-Atlas”,
“Bolajonlar va shirintoylar” va yana ko‘plab moda naoyishlari doirasida o‘z libos kolleksiyalarini
ixlosmandlar e'tiboriga havola qilib kelganlar.

Moda sohasi doirasida yurtimizda olib borilgan amaliy jarayonlar 2005 yilda mamlakatimizda
ilk bor tashkil etilgan “Moda haftaligi” doirasida o‘zining yurtimizda mazkur sohadagi yutuq va
kamchiliklarini tahlil gila olishiga imkon yaratib berdi. Xususan, ushbu yillar davomida o‘tkazilgan
moda xaftaliklarida Avstriya, Germaniya, Hindiston, Italiya, Xitoy, Latviya, Rossiya, Fransiya,
Shveysariya, Yaponiya va boshga ko‘plab mamlakatlardan moda sohasida faoliyat olib borayotgan
taniqli dizaynerlar, mashhur zargarlik va zamonaviy moda uylari rahbarlari, moda jurnallari
mubharrirlari tashrif buyurganlar. V.Yudashkin, Yu.Zaysev, A.Axmadulina, Yu.Dalakyan, I.Chapurin,
N.Surikabe, S.Varma kabi jahon moda sanoatida ko‘zga ko‘ringan dizaynerlar va “Max Mara”,
“Balenciaga”, “Armani”, “SiS1 Wasabi”, “Wolford”, “DSQUARED?2”, “Revillon”, “Guy Laroche”
taniqli moda uylari liboslar kolleksiyalari bilan tagdimot va namoyishlarda qatnashganlar.
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2000-2009 yillar mamlakatimiz moda sohasidagi amaliy jarayonlarda erishilgan yutuqlarni
ta'kidlar ekanmiz, 2008 yilda Toshkent To‘qimachilik va engil sanoat institutida professor
X.Komilova jonbozligida “Kostyum dizayni” kafedrasini tashkil etilishini ushbu yutuqlar qatoriga
kiritish mumkin. Tashkil etilgan davrdan hozirgi kunda qadar kafedrada t.f.d., prof. X.Komilova,
t.f.d., prof. U.Mo‘minova, t.f.d., prof. S.Toshpo‘latov, t.f.f.d. Phd U.Vohidova, f.f.n., prof,
U.Raxmatullaeva, t.f.f.d. Phd, prof. A.Kasimova, t.f.f.d. Phd, dos. X.Yunusxodjaeva singari ilmiy
salohiyati yuksak, tajribali professor o‘qituvchilar faoliyat yuritib kelmoqdar.

Ikkinchi bosqich 2010 yillar. 2010 — yillarda mamlakatimizda o‘z yo‘nalishi va uslubiga ega
bo‘lgan har bir yangi mavsum uchun o‘zining shaxsiy libos kolleksiyalarini tagdim etuvchi mahoratli
dizaynerlar avlodi shakllandi. S.Amir, D.Tomilin, D.Otaboev, M.Umarova, D.Qosimova, Z.Sulton,
M.Asgarova, M.Maxmudova, A.Drobishev, Klara va Ruxshona Umarovalarning Klara&Rukha
brendi, E.Milberger, F.Xaydarova, Ya.Vaxitova, Z.Karimova singari dizaynerlar mazkur yillar
davomida nafaqgat yurtimiz balki, jahon miqyosida o‘tkazilgan libos namoyishlarida o‘z kolleksiyalari
bilan ishtirok etganlar.

Mazkur davrlarda faoliyat olib borgan “Uslublar uyi”ning liboslar namoyishlari doirasida
yosh dizaynerlar o‘zlarining turli uslub va texnikalar asosida yaratilgan kreativ libos to‘plamlarini
namoyish etganlar.

Munisa Askarova ushbu davrlar mamlakatimiz moda sohasining yosh va umidli dizaynerlari
qatorida - tabily matolardan, bosiq ranglarda yaratilgan “pert-a-porte” liboslar to‘plamlarini
ixlosmandlar e'tiboriga havola etgan. M. Askarovaning libos to‘plamlarining o°ziga xos jihati ularning
libos, aksessuar va bosh kiyimlarning yaxlit konseptual g‘oya asosida shakllantira olinganligida
ko‘zga tashlanadi.

Artem Drobishev nomi mazkur yillarda yurtimizda “muvaffaqiyatli moda brendi” sifatida
e'tirof etilgan. Dizaynerning san'at maktabida olgan bilimlari, keyinchalik uning K.Behzod nomilagi
Milliy rassomlik va dizayn instituti “Libos dizayni” kafedrasidagi talabalik yillarida o‘ziga xos ijodiy-
kreativ dastxatiga ega bo‘lishiga zamin yaratgan. Ushbu yillar davomida A.Drobishev “Uslublar uyi”
tomonidan tashkil etilgan moda namoyishlarida muntazam ishtirok etgan. Ahamiyatlisi, dizayner
moda namoyishlarida nafaqat liboslar dizayneri balki, liboslarga mos “make-up” va soch turmaklarini
professional darajada bajaruvchi fashion stilist sifatida ham tanilgan. Uning moda namoyishlari
uchun tayyorlagan libos to‘plamlari eklektika, istorizm, retro uslublarining qorishmasini aks ettiradi.
Asosiysi, ushbu liboslar uchun tanlangan matolarning keng assortimenti va liboslardagi konstruktiv
bichimlarning murakkab va xilma — xilligi A.Drobishev to‘plamlarining DNKsi sifatida e'tirof etish
mumkin.

Qayd etish lozimki, ushbu yillar davomida Toshkent shahrida tashkil etilgan libos
namoyishlariga mamlakatimizning turli viloyatlaridan yosh va maxoratli dizaynerlar jalb etilgan.
Xususan, Buxoro viloyatida faoliyat olib borgan dizayner Muxarram Maxmudova o‘zining ikat va
beqasam nusxadagi atlas matosidan tayyorlangan libos to‘plami bilan 2012 yilda “Uslublar uyi”’ning
bahor-yoz mavsumi uchun tashkil etilgan namoyishida ishtirot etgan.

2010 yillar O‘zekiston modasida mahoratli dizayner Elena Milberger libos to‘plamlari o‘ziga
xos o‘ringa ega. Ushbu mutaxassis ijodining DNKsi batik texnikasiga asoslangan . Batik texnikasi
E.Milberger talginida liboslarda aks etgan o‘zbek milliy so‘zanalarning nagshinkor bezagi, milliy
me'morchilik obidalarida mavjud bo‘lgan islimiy naqshlarining kompozisiyasi, ikat matolari
nusxalarining nafis ranglarda yaratilgan namunalarida o‘z ifodasini topgan. Ushbu texnika asosida
yaratilgan matolarimiz etno elementlarini namoyon etishiga qaramasdan, liboslarning umumiy shakl
ifodaliligi zamonaviy moda uslublarini yaqqol aks ettiradi. Mazkur jihatlar dizaynerning
gazlamalarning individual namunalarini yaratish, noodatiy-murakkab konstruktiv bichimlar hosil
qilish, zamonaviy moda uslublarini libos to‘plamlarida qo‘llash va nihoyat ta'kidlab o‘tilgan
jarayonlar asosida yaxlit libos to‘plamini shakllantirish malakasiga ega bo‘lgan tajribali mutaxassis
sifatida ta'riflashimizga asos bo‘ladi.

Klara va Ruxshona Umarovalarning “Klara&Rukha” brendiga asrimizning avvalgi 10
yilliklarida asos solingan bo‘lsada, ularning faoliyati bugungi kunga qadar muvaffaqqiyatli davom
etib kelmogda. Ushbu moda brendi faoliyatining ilk davrlarida opa singil Umarovalar tomonidan
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milliy libos elementlaridan xoli bo‘lgan zamonaviy tendensiyalardagi libos to‘plamlari yaratilgan.
Keyinchalik ushbu brend ijodining DNKsida ular tug‘ilib o‘sgan zamin - Samarqand liboslarining
elementlari asosiy o‘ringa ega bo‘la boshlagan. Hozirgi kunda ushbu brendning liboslari nafaqat
milliy an'analar asosida yaratilgan tugallangan ansambllar, balki, zamonaviy trendlarga xos bo‘lgan
klassik va romantik uslubdagi liboslardan tashkil topishini kuzatish mumkin.

Mahoratli dizayner Yasmin Voxitova ham 2010 - yillarda “Uslublar uyi’ning e'tiborli
mutaxassislaridan bir bo‘lgan. Ya.Voxitova ijodida ogshom liboslarining mini va maksi uzunlikdagi,
murakkab dekorativ bezak berilgan namunalarini kuzatish mumkin. Xususan, ushbu liboslarda
foydalanilgan ekselsior matosiga texnologik ishlov berish murakkab ekanligiga qaramasdan,
liboslarda ularga yuqori darajada texnologik ishlov berilgan. Bu jihat dizaynerning nafaqat tajribali
libos dizayneri bakli, malakali texnolog bo‘lganligini qayd etishimizga asos bo‘ladi.

Mazkur yillarda dizaynerlar “Osiyo ramzi” dizaynerlar assosiasiyasi tomonidan muntazam
ravishda o‘tkaziladigan “Milliy liboslar festivali”, “Boysun bahori”, “Atlas bayrami”, “Bolajonlar va
shirintoylar”  va “Uslublar uyi”ning “Uslublar uyi defilesi”, “Undeground” singari moda
namoyishlari doirasida kolleksiyalar taqdim etganlar.

Uchinchi bosqich 2020 yillar. Ushbu yillar davomida yurtimiz dizaynerlari o‘zlarining
brendlari ostida kolleksiyalar yaratib shaxsiy libos namoyishlarini tashkil etishga katta ahamiyat
qarata boshladilar. “Lali”, “Anor”, “Gigu”, “Moel Bosh”, “Z.Sulton”, “Tais&I”, “Lisa Manner”,
“Kanishka”, “Black quail”, “N.Grigoryan” brendlari 2020 - yillar davomida mamlakatimizda etakchi
bo‘lgan brendlar sifatida e'tirof etilganlar . E'tiborlisi, ular tomonidan zamonaviy axborot
texnologiyalaridan keng foydalanish orqali ixlosmandlar auditoriyasini kengaytirish faoliyatlari
yuqori darajada bo‘lgan. Bu jarayonda shaxsiy brend sifatida tanlangan noa'anaviy firma belgisi, turli
xil uslublarda bezatilgan intererlarga ega shaxsiy “show room”larni tashkil etilishi, shaxsiy moda
namoyishlari va global tarmoq orqgali olib borilgan tashviqot va targ‘ibot faoliyatlari shular jumlasiga
kiradi.

Yurtimizda 2020 yil modasidagi ahamiyatli voge'liklardan biri sifatida “O°zbekistonda moda:
kecha va bugun” nomli ko‘rgazmasini tashkil etilganligini e'tirof etish mumkin. Ushbu ko‘rgazmada
o‘zbek modasi tarixidagi jarayonlarning bugungi kunimizdagi davomiyligini aks ettiruvchi foto
materiallar, liboslar to‘plamlari namoyish etilgan. E'tiborlisi, libos namunalari ham ko‘rgazmada
ekspozisiyalar ko‘rinishida ixlosmandlar e'tiboriga havola etilgan. Ekspozisiya ikki blokdan tashkil
topgan: birinchisi 1960-2000 yillar tarixiga bag‘ishlangan. Unda moda jurnallari, eskizlar, og-qora
foto lavhalar aks etgan. Ikkinchi blokda zamonaviy dizaynerlar kostyum to‘plamlari manekenlarda
ekspozisiyalar sifatida namoyish etilgan. Ular S.Amir, T.Chursinova, “Lali” Modalar uyi, “Moel
Bosh” brendi (Zuxra Inat), M.Umarova va X.Sher kabi dizaynerlarning turli shakl, uslub va texnikalar
asosida yaratilgan libos to‘plamlari asosida shakllantirilgan.

2020 yillar O‘zbekiston modasida qo‘lga kiritilgan yutuglar miqyosining kengayishi soha
doirasida nodavlat ta'lim tizimlaridagi moda kurslari va oliygohlarni tashkil etilishi bilan bog‘liq.
Xususan, Singapur menejmentni rivojlantirish institutining “Fashion product and promotion”
fakulteti, Toshkentdagi Kimyo universititening “Libos dizayni” kafedralarining tashkil etilishini
shular jumlasiga kiritish mumkin.

To‘rtinchi bosqich 2020 yildan hozirgi kunga qadar. 2020-22 yillar ham yurtimiz modasiga
bir qancha yosh mahoratli dizaynerlarni kirib kelishi bilan ahamiyatli hisoblandi. Xususan, Aygul
Agzamova, Istoraxon, Elmira Batirova singari dizaynerlarni shular jumlasiga kiritish mumkin.

So‘nggi yillar davomida O‘zbek modasida maqgsadli yo‘naltirilgan xaridorlar auditoriyasi,
mavsumga va trendga mos libos to‘plamlari, hamda samarali marketing tizimlari muvaffaqiyatli
yo‘lga qo‘yilgan brendlar shakllanib kelayotganini qayd etish joiz. “Chiroyli”, “Bjeans”, “Pink
Island” va yana bir qator mahalliy moda brendlari chet davlatlar maxsulotlari bilan to‘yingan yurtimiz
bozorida 0‘z o‘rniga ega bo‘lib kelmoqda.

2023 yildan e'tiboran Toshkent shahrida “Visa Fashion Week Tashkent” nomi ostida bahor va
qish mavsumlari uchun Moda xaftaliklari tashkil etib kelinmoqgda. “Nigora Hashimova”, “Saadi”,
“Dee Usmanova”, “Dildora Kasimova”, “Lali”, “Zulfiya Sulton”, “Mursak”, “Dilnoz”, “Zardozi”,
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“Zhanna Ahmatova”, “Koma” singari moda uylari milliy an'analar va zamonaviy tendensiyalar
uyg‘unlashgan libos to‘plamlarini moda ixlosmandlari e'tiboriga xavola qildilar.

Yurtimizda moda xaftaliklari o‘tkazib kelinayotganiga gariyb 15 yildan ortiq vaqt bo‘lgan va
mazkur xaftalik yurtimizda libos dizayni sohasining ommalashuviga o°z ta'sirini ko‘rsatgan bo‘lsada,
uning mamlakatimiz moda industriyasi doirasida liboslarni sanoat miqyosida ishlab chiqarishga
mo‘ljallangan va hozirgi kunda “mass market” iborasi bilan yuritilayogan yo‘nalish doirasidagi
amaliy jarayonlar rivojiga aniqroq aytganda, tekstil korxonalarining mustaqil moda brendlari sifatida
shakllanishiga keng miqyosda o‘z ta'sirini ko‘rsata oldi deyish mushkul.

Shu o‘rinda qayd etish lozimki, MDH davlatlari moda industriyasi darajasini tahlil etish
mobaynida, ularning kostyum modellashtirishdagi faoliyatlari bo‘yicha quyidagi xulosalar
shakllatirildi: Latviya, Ukraina, Qirg‘iziston, Rossiya, Belarus kabi davlatlar moda sanoatining mass
market tizimida o‘ziga xos mavqgega ega bo‘lgan moda brendlar tomonidan yuqori sifatda ishlab
chiqgarilayotgan liboslar mazkur mamlakatlar libos dizayni sohasining yuqori darajadagi salohiyatini
belgilab bermoqda. Xususan, bu jarayonda mazkur brendlar mahsulotlarining chet davlatlarda ham
ommalashuviga xizmat qilayotgan faktorlar quyidagilardan iborat:

- kostyum modellaridagi dizayn echimlarining so‘nggi urfdagi zamonaviy moda
tendensiyalarga mos kelishi;

- liboslar konstruktiv xususiyatlarining mukammal darajada tayyorlangan andozalar asosida
shakllantirilishi;

- texnologik jihatdan yuqori sifatga ega ekanligi;

- liboslarning gazlamasi va ularga dekorativ bezak berish jarayonlarida noodatiy furnitura
hamda turli xil zamonaviy bezak berish vositalaridan samarali foydalanilganligi singari yutuqlarni
shular jumlasiga kiritish mumkin.

Yuqorida ta'kidlangan fikrlarga qo‘shimcha tarzda qayd etish lozimki, dunyo miqyosidagi
moda sanoatining “mass market” yo‘nalishida mahsulot ishlab chiqaruvchi rivojlangan
mamlakatlarda marketing va savdo sotiq tizimlarining ham yuqori darajada shakllantirilganligi
hamda mijozlarga onlayn tarzda xizmat ko‘rsatuvchi internet do‘konlarining mavjudligi kabi bir gator
aktual faktorlar yurtimiz moda sanoatining mass marketi doirasida ham amalga tadbiq etilishi zarur
bo‘lgan vazifalarni gamrab oladi.

Bu jarayonda birinchi navbatda echimini kutayotgan vazifalardan biri soha doirasida ilmiy
jarayonlarni jadallashtirish, sohaga yuksak bilimli magistr va ilmiy xodimlarni etishtirib berish kabi
muhim masala ko‘ndalang qo‘yilmoqda. Sababi, biron bir sohaning rivojini uning ilmiy asoslarini
rivojlantirmay turib amalga oshirish mumkin emas.

Hulosa o’rnida ta’kidlash joiki, yurtimizda moda sohasi doirasida ham ilmiy tadqiqot
ishlarining jadallashuvi birinchi navbatda, amalga oshirilayotgan amaliy jarayonlarni tahlil qilish
orqali uning istigbolida kutilayotgan yutuq va kamchiliklarini aniq faktlar orqali izohlab bera
oladigan va bu borada dizaynerlarga o‘zining amaliy takliflarini beradigan moda tanqidchilari va
tahlilchilarini shakllanishiga xizmat qiladi. Bu esa 0‘z navbatida sohaning yurtimiz moda industriyasi
rivojiga qaratilgan aniq bir yo‘nalish bo‘yicha rivojlantirish imkonini beradi.
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ANNOTATSIYA
Ushbu maqola o‘zbek milliy musiqa san’atining poydevori hisoblangan Shashmaqom
xususida bo‘lib,Shashmaqomning Nasr bo‘limi rubob cholg‘u sozi ijrochiligidagi masalalar ko‘rib
chigiladi. Maqolada rubob ijrochiligidagi zarblar, nola-qochirimlarning maqom ashula yo‘llariga
moslab ijro etish malakalari bayon etiladi.
Kalit so‘zlar: Sharq, Shashmaqom, Mushkilot, Nasr Mo‘g‘ulcha, Savt, rubob, tanbur, dutor,
maqom, kuy, usul, namud, nola,
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NASR SECTION OF SHASHMAQOM IS PERFORMED BY RUBOB INSTRUMENT
ABSTRACT

This article is about Shashmaqom, which is considered the foundation of Uzbek national
music art, and it is considered in the performance of rubob sozi of prose section. The article describes
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the skills of performing percussions, laments, and laments in the performance of the rubab in
accordance with the ways of magam singing.

Keyword: Sharq, Shashmaqom, Mushkilot, Nasr Mo‘g‘ulcha, Savt, rubob, tanbur, dutor,
maqgom, melody, usul, namud, nola

O‘zbek milliy musiga san’ati o‘zining qadimiyligi, o‘tmish an’analarini o‘zida
mujassamlashtirganligi hamda aynan milliy ruh va millatning o°zligini bugungi kungacha sharqona
ohanglar asosida saglagan holda rivojlanib keldi. Qo‘shiq, yalla, lapar, terma, doston, katta ashula,
maqom kabi milliy musiqa janrlari so‘zimizning isbotidir. Zero yuqorida nomlari ta’kidlangan janrlar
xalq hayotining yorqin misoli sifatida shakllangan hamda rivoj topgan.

O‘zbek musiga merosining muhim gqatlami va ajralmas bo‘lagi bo‘lgan janr maqom
hisoblanadi. Maqomlar ko‘pchilik Sharq xalglari musiqa me’rosida mavjud. Ular shu xalglar milliy
musiqasining asosini tashkil etadi.Maqomlar juda qadim zamonlardan beri rivojlanib kelayotgan xalq
professional musiqga san’ati hisoblanadi. Maqomlar xalq musiqasining boshqa janrlari bilan
birgalikda shakllangan hamda rivojlanish mobaynida mazmunan va shaklan o‘zgargan.

Shashmagqom - olti maqom turkumi bo‘lib, Buzruk, Rost, Navo, Dugoh, Segoh va Iroq
maqomlaridan tashkil topgan, jami 250 dan ortiq turli shakldagi cholg‘u va ashula yo‘llaridan iborat.
Shashmaqomning tashkil etgan maqomlarning har biri ikki - cholg‘u (Mushkilot) va ashula (Nasr)
yirik bo‘limlaridan iborat bo‘lib, cholg‘u va ashula yo‘llari turkumlarini tashkil etadi. Shashmaqom
yetuk sozanda va xonandalar tomonidan o‘zbek va tojik tillarida ijro etilgan.Ashula yo‘llarida
mumtoz sharq shoirlari — Rudakiy, Jomiy, Lutfiy, Navoiy, Bobur, Fuzuliy, Hofiz, Amiriy, Nodira,
Zebunniso, Ogahiy va boshqgalarning ishqiy-lirik, falsafiy, nasihatomuz, diniy mazmundagi she’rlari,
shuningdek, xalq she’riyati qo‘llanilgan. Yetakchi cholg‘u - tanbur bo‘lib, maqomlar ushbu cholg‘u
orqali sozlangan.

Ma’lumki, har bir cholg‘u sozida maqomlar yoki yirik shakldagi an’anaviy musiqa asarlarini
ijro etish imkoniyatlari turlichadir. Ustozlarimiz har bir maqomning asosiy pardalariga e’tibor bergan
holda notaga olganlar. Bunda tanbur sozining yetakchi bo‘lganligini yuqorida aytib o‘tdik. Hozircha
maqom cholg‘u va ashula yo‘llarini o‘rganishda biz asosan ustozlarimiz tomonidan yozilgan
kitoblarga murojaat qilamiz. Endilikda har bir cholg‘u sozining imkoniyat darajasiga ahamiyat bergan
holda alohida sozlarga (rubob,ud, dutor, qo‘shnay, nay, chang va boshqa) moslashtirilgan kuy
to‘plamlarini, o‘quv qo‘llanmalarni, darsliklarni nashr qildirish mutaxassis ijrochilar zimmasiga
yuklatilgan.

Bu borada xalqimizning ma’naviy boyligi bo‘lgan maqomlar, maqom yo‘llariga mansub
mumtoz musiqa asarlari hozirgacha ozining badiiy va estetik imkoniyatlarini yuqori darajada saqlab
kelayotganligini alohida ta’kidlab o‘tish joiz. Ularni o‘rganish, tadqiq etish va kelajak avlodlarga
yetkazish zamonamizning talab va ehtiyojida bo‘lgan dolzarb masalalardan biri.

Bugungi kunda yurtimizda maqom va milliy musiqa ijrochiligini targ‘ib qilish,rivojlantirish va
yosh avlodga o‘rgatish borasida qator ko‘lamli ishlar olib borilmoqda. Joylarda ixtisoslashtirilgan
maqom maktablari, kollej va litseylar tashkil etildi.Eng quvonarlisi shuki,yurtboshimiz tashabbuslari
bilan 2020 yilda Yunus Rajabiy nomidagi o‘zbek milliy musiqa san’ati instituti tashkil etildi.Ushbu
dargoxda xozirgi kungacha professor-o‘qituvchilar tomonidan bir qancha darsliklar va o‘quv-
qo‘llanmalar chop etilib,ular dars jarayonlarida foydalanib kelinmoqda.

Shu o‘rinda cholg‘u ijrochiligiga ozroq to‘xtalib o‘tsak. Milliy musiqiy meros, jumladan milliy
cholg‘u ijrochiligimiz tarixi ham eramizdan bir necha asr oldingi davrlarga borib taqaladi. O‘zbek
xalqi va millatining barcha rivojlanish davrlarida qo‘shiq bilan bir qatorda dutor, tanbur, doyra, ud,
g‘ijjak, qonun, rubob kabi milliy cholg‘u sozlari qalb qo‘riyu — ko‘ngil davosi sifatida bebaho
ma’naviy ozuqa bo‘lib xizmat gilgan.

Milliy cholg‘ular ichida rubob cholg‘u sozi alohida o‘rin tutadi. Rubob sozi o‘zining jarangi,
yurak qitiglar nolayu qochirimlari, rang-barang ijro bezaklari va nihoyat, o‘rganish va ijro etish
jihatidan qulayligi bilan xalqimiz orasida keng ommaviylashgan va sevimli sozga aylangan.

Rubob cholg‘usi Markaziy Osiyo xalqglari o‘zbeklar, tojiklar, uyg‘urlar orasida qadimiy va
ommalashgan cholg‘ulardan biri hisoblanadi. Qashgar rubobi asosan qachon va qaerda paydo
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bo‘lganligi haqida aniq ma’lumotlar yo‘q. Shunga qaramay tarixiy manbaalarda “rabob”, “rebab”,
“rebek” cholg‘usi haqida ko‘plab ma’lumotlar uchraydi.

O‘zbekistonga bu asbobning ganday qilib kelib qolganligini aniqlash qiyin. U Farg‘ona
vodiysida ma’lum bo‘lgan va juda kam edi. Buxoro va Samarqandda esa chertib chalinadigan
asboblardan “afg‘on rubobi” keng qo‘llanilgan

M.Belyaev gashqar rubobining O‘zbekistonda ancha kam yuritilganligi haqida shunday yozadi:
“Qashgqar rubobi O‘zbekistonda kam uchraydi. Bizga bu asbobning oltitasigina ma’lum.Yaqin vaqtda
ochilgan qashgar rubobi — bu asbobning ya’ni fors klassik musiqa asbobining ajdodini ochilishi
demakdir”.

Tadqiqotchi Mironov asarlarida ham shunday yoziladi: “Rubob — juda qadimiy afg‘on asbobi”.
U Hindistonda ham uchrab turadi. Qashqgarda uni Rabob deb atashadi. Professor Fitrat o‘zining
“O‘zbek klassik musiqasi tarixi” asarida bu cholg‘u asbobining Xorazm amiri Xorazmshox davrida
(XV asr) Balx shahrida noma’lum shaxs tomonidan yasalganligi haqida ma’lumot keltiradi.

Mutaxasislarning ta’kidlashlaricha 1936 yilda Farg‘ona vodiysining so‘lim Shohimardon
qishlog‘ida bo‘lib o‘tgan xalq saylida mashhur rubobchi Muxammadjon Mirzaev qashqarlik bir
sozandadan rubob cholg‘usini harid qiladi va toshkentlik usta Usmon Zufarov bilan birga
takomillashtiradilar. Natijada bu rubobning menzurasi uzaytiriladi, dastasi esa lotin qalamchalar bilan
pardalarga teng bo‘linib, hozirgi ko‘rinishdagi rubobni yaratadilar.Shuning uchun xam ushbu soz
qashgar rubobi nomini olgan.

Bizga ma’lumki, maqomlar ikki yirik bo‘limlarga bo‘linadi. Bular Cholg‘u (Mushkilot) va
ashula (Nasr) bo‘limlaridir.Nasr bo‘limi ancha murakkab shakldagi ashula yo‘llaridan tashkil topgan
va ular ikki turkum ya’ni ikkita shu’ba guruhidan iborat: birinchisiga — “Saraxbor”, ”Talqin”,”Nasr”
va “Ufar’qismlari va ularni bog‘lovchi “Taronalar” yetakchi hofiz va xonandalar ansambli
tomonidan ijro etilgan. Ikkinchisiga esa “Mo‘g‘ulcha” va “Savt” kabi besh qismli turkumlar kirgan

Bugungi kunda cholg‘u ijrochiligida tahsil olayotgan talabalar bastakorlik ijodiyoti, xalq
kuylari, Mushkilot bo‘limidagi kuylar bilan bir qatorda Nasr bo‘limidagi maqom sho‘balarini ham
turkum qilib cholg‘ularda ijro gilishmoqda. Bu albatta murakkablik bilan bir qatorda quvonarli
holdir. Chunki maqom ijrochiligida azaldan magqomdon ustozlar Mushkilot va Nasr bo‘limlarini
puxta bilimdoni bo‘lishgan.

Mazkur maqolada rubob sozida Shashmaqom Nasr bo‘limining ijrochilik mezonlari hamda
yjrochilik uslublariga kengroq to‘xtalib o‘tsak.

An’anaviy ijrochilikda rubob sozida Shashmaqom ashula yo‘llarini ijro etish o‘ta maxorat talab
qiladi. Albatta bunda ornomental bezaklar va zarblar muxim o‘rin tutadi. [jrochidan katta maxorat,
tajriba va bilim talab etiladi. Rubob sozida ilgari ko‘proq bastakorlar asarlari, xalq kuylari ijro etilgan
bo‘lsa keyinchalik Shashmaqom cholg‘u gismlari bilan bir qatorda nasr qismi ham ijro etilmoqda.

Albatta Shashmaqomning ashula yo‘llarini rubobda ijro qgilganda doyra usuli bilan hamohang
bo‘lish talab etiladi. Chunki maqomlarda doyra jo‘rligi muximdir. Aynigsa Saraxbor va uning
taronalarida usullar almashinuvida va ketma ketligida, o‘ng qo‘l zarblari ham doyra usuliga mos
ravishda berilishi zarur omillardandir. Maqom ijrochiligida rubob sozining ahamiyati katta. U
o‘zining jarangdar tovushi bilan ajralib turadi. Ashula yo‘llarini rubob cholg‘usida ijro qilganda
albatta o‘ng va chap qo‘l xarakatlari ashula so‘zlarini ifodasiga qarab tanlanishi kerak. Milliy
bezaklar, nola va qochirimlar g‘azal bo‘g‘inlariga qarab ishlab chiqilsa maqgsadga muvofiq bo‘ladi.
Yugqorida ta’kidlanganidek usul maqom ijrochiligining asosi sanaladi. Usulni his qilgan holda, ritm
hissalarini sezgan holda ijro gilingan asar me’yoriga yetadi. Yana bir jihat shundaki, ko‘p hollarda
aynan usul ijro etilayotgan asarning ijrodagi uslubini ham belgilab qo‘yadi.

P PP PP P

Masalan zarbul qadim usulidagi Saraxborlar ijro etilganda ko‘proq rez (tremolo) zarblaridan
keng foydalanamiz. Chunki Saraxborlardagi vazminlik, qolaversa hanglar ijrosida bizga uzmasdan
jro etiladigan rez zarbi qo‘l keladi. Taronalarda esa ko‘proq qo‘sh zarb va pirranglar, har xil
shtrixlardan keng foydalaniladi. Asarning jozibasiga, usuliga qarab zarblar va ornomental bezaklar
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o‘zgarib boradi. Chap qo‘l xarakatlarida milliy bezaklarga ko‘proq e’tiborni qaratish zarur.
Shashmaqomning Nasr qismida g‘azalning bo‘g‘iniga qarab nolish, kashish, molish kabi bezaklar,
qolaversa ornomental bezaklarni har xil turlaridan foydalanilsa ijro yanada mukammal va jozibali
bo‘ladi. Bundan tashqari an’anaviy ijrochilikda bidratma, to‘lginlatish kabi ornomental bezaklarni
xam 0°z o‘rnida ishlatish mumkin.

Yugorida ijro amaliyoti uchu usul masalasi bekorga asos qilib olinmadi. Ijroda o‘ng va chap
qo‘llarning o‘zaro hamohang bo‘lishi hamda zarblarning ishlatilishi usul hissalari bilan bir xil va teng
bo‘lishi kerak. Aynigsa rubob cholg‘usida ortiqcha zarb va qochirimlarning ishlatilishi eshituvchi
tomonidan zerikib qolishga olib kelishi mumkin, qolaversa professionallika ham to‘g‘ri kelmaydi.
Misol uchun 3/8,3/4 o‘lchovdagi

%‘7IJrJI

Talqgin usuli murakkab usullardan biri bo‘lib, asarlarni ijro etganda usulga tayangan holda ritmik
hissalardan chigmagan holda ijro etish talab etiladi. Talqin usulida ham asarning xarakteriga qarab
ba’zi joylarida uzmasdan mayin rezlardan foydalanish mumkin. Talqginlarda ko‘proq donador
zarblardan, kalta rez pirranglardan, qgo ‘sh zarblardan joy-joyida foydalaniladi. Yana shuni ham ayib
o‘tish kerakki, ko‘p hollarda Talqin, Talgincha, Chapandoz usullarida 3/8 hissasida keladigan ikkita
bak-bak usulining birinchi bakiga noxun urilishi, ikkinchisiga urilmasligi yoki mayin rez orqali ijro
etilishi maqsadga muvofiqdir.

An’anaviy rubob ijrochiligida chap qo‘l barmoqlarning joylashuvi ham alohida ahamiyat kasb
etadi. Bizga ma’lumki, rubobda akademik va an’anaviy ijrochilik uslublari mavjud. An’anaviy
uslubda esa barmogqlar erkin harakat qiladi. Chunki bu uslub ijrosida nola, gochirim, melizim qilish
uchun oson bo‘lishi hamda milliy ohanglarni chigarib berishda, pardalarni topib chalish uchun ham
erkin harakat qiladi. An’anaviy ijrochilikda birinchi va ikkinchi barmoqlar asosiy o‘rinda turadi.
Albatta, uchunchi va to‘rtinchi barmoqlar bilan ham ijro qilinadi, lekin milliy ohang hamda maqom
pardalarini mungli chiqarib berish uchun birinchi va ikkinchi barmogqlar asos bo‘lib xizmat qiladi.
Nim parda, nolish, molish, kashish, bidratma kabi bezaklarni ifoda etish uchun birinchi, ikkinchi
barmogqlar asos hisoblanadi.

Shashmaqom ashula yo‘llarini rubobda ijro gilganda, albatta ashulaning so‘zlarini yod olish
zarur. Bu birinchidan asarni puxta o‘zlashtirishda yordam bersa, ikkinchidan zarblar va bezaklarni
0°‘z o‘rnida ishlatish uchun ko‘mak bo‘ladi. Xozirda Yunus Rajabiy nomidagi o‘zbek milliy musiqa
san’ati instituti “Maqom cholg‘u ijrochiligi kafedrasi”’da talabalarga Shashmaqom ashula yo‘llarini
rubobda ijro etishni o‘rgatish uchun juda ko‘p uslublar qo‘llanilmogda. Ustozlar yozuvidan, nota
matnlaridan va qolaversa chalib ko‘rsatib berish usulidan keng foydalinilmoqda. Ustozlar tomonidan
yaratilgan o‘quv qo‘llanmalarda Shashmaqom ashula yo‘llarini rubob cholg‘usida ijro etish uslublari
nota yozuvi orqali ko‘rsatib berilgan. Talabalar bundan keng foydalanishmoqda.

Rubob ijjrochiligining rivoji va an’anaviy ijrochilikning muhim mezonlarini yaratgan ustozlar
sirasiga Muxammadjon Mirzaev, Ergash Shukurullaev, Ariel Boboxonov, Sulaymon Taxalov,
Adham Xudoyqulov,Shavkat Mirzaev, Toxir Rajabiy, Rifatilla Qosimov kabi mohir rubobchi
ustozlarni kiritish mumkin.

Sozanda,hozirda Yunus Rajabiy nomidagi o‘zbek milliy musiqa san’ati instituti “Maqom
cholg‘u ijrochiligi” kafedrasi professori Rifatilla Qosimov 1983 yili bo‘lib o‘tgan 1 Respublika
maqom ijrochilari tanlovida, rubobda Shashmaqomning murakkab Nasr bo‘limining turkum
asarlarini ijro qildi. Bu bilan u rubob sozida shashmaqomdek yirik asarlarni to‘htovsiz taronalari bilan
jozibador qilib ijro etish mumkinligini isbotlab berdi.

Yuqorida nomi tilga olingan ustozlar an’anaviy rubob ijrochiligiga ulkan xissa qo‘shish bilan
birga o‘zlarining maktablarini va wuslublarini yaratdilar. Xozirgi vaqtda wular yaratgan
uslublardan,darslik va o‘quv qo‘llanmalardan talabalarimiz tomonidan keng foydalanib kelinmoqda.

O‘ylaymanki maqom cholg‘u ijrochiligida, ayniqsa rubob cholg‘u sozi ijrochiligida xali
qilinadigan ishlar va muammolar ko‘p. Biz xozirgi yaratilayotgan sharoitlardan unumli foydalangan
xolda,bor bilim va ko‘nikmalarimizni yosh avlodga o‘rgatishda tinmay mexnat qilishimiz zarur.
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Bizga qoldirilgan buyuk Shashmaqomdek merosimizni avaylab asrab, kelajak avlodga bexato,
benugson yetkazishimiz biz professor-o‘qituvchilarning muqaddas vazifamiz bo‘lishi kerak.
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AHHOTALUA
Wnx wnpusnapu acpuil aHbaHajapra TyTalllaH KOPAKalINOK pakC CaHbaTUHUHI TapUXU Ba
MIAKJUTAHUTT OOCKUYIapy MOHOTpad UK IJIaH/Ia YPraHWIMAaraHIuTrd, KOPaKaJIIoOK paKciIapy TaxJIMIN
TAaCBUPUHN XapakTepAa SKaHJIUTH YIapHHU 3aMOHABUH HIM-(paH I0TYKJIapH acocuIa ajJoXHa TaIKUK
STHIITHHU TaK030 ATaIH. 3epo, KOPAKAJINOK MIJUTMHA pakC CaHbAaTHHHUHT 3THOTpaduk - Mabpuduii,
0auuii — SCTETUK TAMOMWIIJIAPUHE YPTaHUII 3apypaTy OyTyHTHM KYHHUHT JI0J13ap0 MyaMMoJlapuaaH
oupuaup. “AlKynam’” KOpaKalIllOK MWUIMA pakCH aH4Ya WWUIapAaH Oepu  KYIYHIIUK
OanmeTMeicTepiap TOMOHUAAH caxHamamTupwmO kenumarad. Iy Oowmc “Afikymanr”  pakcu
103acHIaH oJu0 OopmiTaéTraH WIMHN W3JIAaHWILIAPUMU3HE OHMp HEdTa TaXpUOau, MPOoPeCCHOHAT
OaneTMeicTepIap WKOAM MHUCOIMAA KUECHI Ypranum »xowm3, Ae6 Ownnuk. E.IlerpocoBa y3uHUHT
“Kapakanmakckuii TaHen” KAToOMAa “AWKymnamn’’ pakKCHHUHT XapakaTiaapu, JUOOcCiap, MyCHKACH,
pakc TacBUpH, XaTTOKH yHJAru auryJjia cy3jiapy XakuJa XaM aHUK MabIyMoTJIap Kentupuo yrras. by
paKkc KOMIIO3MIMSCH XallKk Mycwkacu acocuaa B. IlladpaHHMKOB TOMOHHWIAH KalTa HIIJIAHTaH.
Ma3zkyp MakoiajJa KOpakalloK XaJK pakclapuaa MWUIMH KaJpUSTIApHUHT 3CTETUK TaJKUHU
“AWKynam’”  pakCH MHUCOJUJIA TAAKUK KWIHHAIN.
Kaaur cy3nap: Mmwuiar, KaapusT, Tapux, OBYJ, Kal'ba, paKC, Jamnap, auTUIIyB, alKyJIalll,
HaKII, 3CTeTUK TadakKyp, HapocaT, MHJUTHHA PYX.
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3CTETUYECKASI UHTEPIIPETAIIMSI HAIIMOHAJIBHBIX IEHHOCTEM B
KAPAKAJIITAKCKOM HAPOJHOM TAHIE
(HA ITPUMEPE TAHIA «AUKYJIAIL»)

AHHOTAIUA
Tot ¢akrt, 4TO UCTOPUS U ATAIbl CTAHOBJIEHMS KapaKallaKCKOTO TaHIIEBAJIbHOTO MCKYCCTBA,
YXOZSILEro CBOMMHU KOPHSIMU B MHOTOBEKOBBIE TPaIULIMU, HE U3yU€Hbl B MOHOI'Pa(pUUECKOM IIaHE,
a aHaJIM3 KapaKaJllMaKCKUX TaHLEB HOCUT OIHUCATENbHBbIM XapakTep, TpeOyeT HX OTAEIbHOIO
HCCIIEIOBaHMsI. Ha OCHOBE JIOCTHI)KEHUH COBpEMEHHOM Hayku. Benp HE0OXOAMMOCTh H3y4YeHHs
3THOrpa(O-MPOCBETUTENBCKHUX, XYJ10KECTBEHHO-ICTETUIECKUX OCHOB KapaKaJIIaKkCKoro
HAIlMOHAJILHOTO ~ TAHIIEBAJILHOTO MCKYCCTBAa fBJIETCS OJHOM M3 aKTyalbHbIX IpoOieM
COBPEMEHHOCTH. KapakaJlakCKnii HalMOHAJIBHBIA TaHel «AMNKylam» YK€ MHOTO JIET CTaBUTCS
MHOTUMHU Oanermeiictepamu. [1o3ToMy MBI HOCUMTAIM JOMYCTHUMBIM IPOBECTU CPaBHUTEIbHOE
HCCIIEIOBaHNE HALIMX HAay4YHBIX MCCIIEOBAHMUM MO TaHLy «ANKynall» Ha IpUMepe MPOU3BEICHUI
HECKOJIbKMX OIBITHBIX, MpodeccuoHanbubix OanermeiicrepoB. E.IlerpocoBa B cBoelt KHure
«Kapakannakckuii TaHel Jaja KOHKPETHBIE CBEACHHMS O JBHUKEHHUAX, KOCTIOMAaxX, MY3BIKE,
TaHLEBaJIbHOM 00pase, Aake TeKCcTax TaHla «AMKynann. OTa TaHleBaJlbHas KOMIIO3UIIMS CO3/1aHa
Ha ocHOBe HapoHOo# My3biku B. Ilon penakuumeit lladppannukoBa. B qanHO#M cTaThe scTeTHYECKAS
MHTEpIpeTals HalMOHAIBHBIX IEHHOCTEN B KapaKaJIIMAKCKUX HAPOJHBIX TaHIAX MCCIEIYETCs Ha
npuMepe TaHua ANKynarl.
KuiroueBsblie ci10Ba: Hauus, [IEHHOCTb, HCTOPHS, IEPEBHS, 3aMOK, TaHEL, Jlanap, peuyb, KpUK,
Y30p, 3CTETHYECKOE MBIIUIEHUE, N3bICKAHHOCTD, HALTMOHAJIBHBIN JTyX.

Hulkar Hamroeva,
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AESTHETIC INTERPRETATION OF NATIONAL VALUES IN KORAKALPOK FOLK
DANCE (EXAMPLE DANCE "AYKULASH")
ANNOTATION
The fact that the history and stages of formation of Karakalpak dance art, which has its roots in
centuries-old traditions, has not been studied in a monographic plan, and the analysis of Karakalpak
dances is descriptive in nature, requires them to be researched separately based on the achievements
of modern science. After all, the need to study the ethnographic-educational, artistic-aesthetic
principles of Karakalpak national dance art is one of the urgent problems of today. Karakalpak
national dance "Aykulash" has been staged by many ballet masters for many years. Therefore, we
considered that it is permissible to conduct a comparative study of our scientific research on the
"Aykulash" dance on the example of the works of several experienced, professional ballet masters.
E.Petrosova in her book "Karakalpaksky tanets" gave specific information about the movements,
costumes, music, dance image, even the lyrics of the "Aykulash" dance. This dance composition is
based on folk music by V. Edited by Shafrannikov. In this article, the aesthetic interpretation of
national values in Karakalpak folk dances is studied using the example of the Aykulash dance.
Key words: nation, value, history, village, castle, dance, lapar, speech, shout, pattern, aesthetic
thinking, sophistication, national spirit.

V36exucron Pecny6mukacu Ilpesupentunuar 2020 iiun 4 ¢espangarn  “Muumii pakc
CaHbATHHU SIHAJlA PHUBOXKJIAHTHPUII 4opa-Tanoupiapu Tyrpucuaa’ru Kapopupa “maxiianrax
WKOJIMM MakTaliapra Xoc aHbaHaJIapHU, MOXUp OanerMeiicrepiap, OaneT apTHCTIApU MEPOCHHU
TUKJIAII; MUJUITMA paKkC CaHbaTUHUHT MyMTO3 Ba 3aMOHaBUHM M)KPO HaMyHaJlapu “ONTUH (QOHIN HU
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SIPATHUII; XaJKUMU3, XyCycaH, €Il aBJIOJHU MWUIMKA PaKC CaHbATH XaKUJArd Ha3apwil Ba aMaiui
OmMMITap OMJIaH KEHT TAHUIITUPHUII OPKAJIM YJIAPHUHT KajJOu Ba OHTU/Ia MUAJUTHM Y3JIMKHU aHTJIAII,
@XKJ0/UTIap Mepocura XypmaT TYWFyCHHH, FOKCaK OaJuUi-3CTETUK IUJ Ba TadakKypHU KaMOJ
tontupunr’[1] Oenrwimanras.

Kopakanmox pakc CaHbaTUHHHT TapuUXWil  WIAW3Iapu  MOHOrpaduk  IUIaHaa
VpraHwiIMaraHjiurd, KOPAKAIMOK pakKciIaph TaxXJWId TAaCBUPUN XapakTepAa SKaHJIUTH YIapHU
3aMOHaBUN WIM-(aH I0TYKJIapH acoCHla aJOXUAa TaJAKUK 3TULIHU TaK030 3Taau. 3epo, KOPaKaInoK
MWUIHH PaKC CAaHbAaTUHUHT TapPUXHU, MAKIIAHUII OOCKUWIApH, Oa UKl — SCTETUK TaMOWMILIAPUHHI
Vpraunui 3apypaTti OyryHId KYHHUHT J013ap0 MyaMMOJapuaaH OupuiIup.

Jlanmap-donpkiiop nUpUK KyWura amryjia Ba PaKCHUHT OHWPJIANTyBH HATHXKACHMHH XOCHII
KWIMO, YHJIaTd WMTUT - KU3J1ap ajloxuaa rypyx Oynu0 xasmioMys cy3nap OWIaH MYJIOKOT KUAJTUIIN
Oynaau, Oy xapa¢HHM “ANUKyJanr’ KOpaKaJIOK MAUINA PaKCUIAry HATUT KU3JapHUHT CaBOJI-KaBOO
aUTULIYBJIAPUTra YXIIATUII MyMKHH. YMYMHH pakc KOMIIO3MIMACUHUHT KymuK cy3u H. Jlaykapaes
TOMOHUJaH Kyiujaru4da €3uiraH.

Kypun kuznap cyy 6oiinHa 6apaiuk,
VTKeH KeTKeH KUTHTICPIU KYpehK,
JKakcuiapeIH caidiiar, cailian aaiuk,
JKamanitapeiH cyyra HUTEpHUII CalaliuK.
Ku3z-)xurutke oMbIiH KEpeK, Ha3 KepeK,
Kus mene »xypuy yuslH Hap Kepek,
baruy-6akma anma-anap UIIMHAE,
Kuz-xurutke orHar Kyiep sip KEpek.
JKail KynamTel IIUKCUH MaTUHT acllaHFa

Keywn iommn Kysi1 anum Kankasaa

Byx au3zeHan upKHUIMECTEH MAWIIUIL
Keyun nabppyas erep 6abJIeHT MIMKKAH/1A

Hakopart: Murutnap: Ajfikynam, aiikysan,
Aljira Kapan KyJiaml aml.
Kusznap: Aiinan 6acka He Kepek?
Vururnap: Aiinan apTuK Ku3 Kepex.
ABTKYHILIEKTH TEIICEM MAaTIN TepOeHTHII,
XKenOupeiinu caman MeHEH Kylierum,
Ta3apein KaFuIaH KeYJIUM MO ypHIL,
[Tavpyas erep sAp KOJINHIA )KYPETUM.
Hakopart: Murntnap: Ajfikynam, aiikysan,
Aljira Kapan KyJiall aril.
Kuznap: Aiinan 6acka He Kepek?
Wurutnap: Aiinas apTeIK KbI3 Kepek.

AcapHUHT 2-KUCMHU Oup KYpUHHULLUIM 18 TakTnaH ubopar WUruTiap YuKumu Oynnb, Mycuka
Vmuamu 2/4. Bynna fiurutiap Ba Kusjiap Oupra mxpo 3THUILIAIH.

AlTyJJaHMHT HaKOpaT KHUCMuAa Oup-OuMpura caBoj-)KaBoO amrynia cysiapura xyp OViaummo,
IIYHra MOC PaKC XapakaTjapuHu Oaxkapuiuaiau. PakCHUHT oxupru OoCKU4YIapuaa WHTUT Ba KU3Jap
y3yHacura HMKK{ KaTop OYnumuO Typullapu Ba SKYHHH KHCMMJA 3ca “Xap XWi1 HyHanuujga
XapakaTJIAaHUHT, Xap OMp TaKTHUHT |-doparuja eHruia Oup cakpain OwiaH 8-COHJIM XapakaT OWIaH
caxHamaH yukuO kerumaau’’[18;73] Ba mry Omnan pakc ¥3 Huxosicura etaau. JImzaxonum [lerpocoBa
TOMOHM/JIAH ApaTwirad “AlKynanr’pakcu aHcaMOlb pernepTyapuaal yyKyp YpuH sramiad, Tampud
KOFO3HU OYyJNraH gecak MyoOosara OyiMaiiam.
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“1956-iiun bepnak nHomuaaru Kopakanmox maBmatr tearpu Kommnaa Jlmzaxonmm Ilerpocora
TOMOHM/JIAH TALLIKWJI 3TUITaH JaBiar uimapmonusicu 1957-iiun anoxuia naeiaT GpuiiapMOHUsSICUTA
annanTupmianu[19]”.

“1957-iiun TomkeHT mIaxpujia YTKA3WITaH KOPAKAINOK aJa0MéTH Ba CaHbaTUHUHT VH
KyHiauruga “AMkynam’” aHcaMOlid kamoacH Y3 4YMKUIUIapu OunaH (aon umtupok stanu’[20].
Yuaaru apxuB Bueo €3yBuaa “ANWKyJan’’ paKkCH XaM TaCBUPJIAHTaH.

Paxc unsmamapu: Omxnuii Ba Mypakka0, CTaTUK, TUHAMUK, Enura 1 ynsuk, 2 KaTtop, KuTo04a,
7oupa, Ky Joupa, AMaroHajib, CAMMETPUK Ba OOIIKa skaMu 18 XUl pakc MIakuiapy UIUIaTUIITaH.

Mummit inbocnapu: Kuznap 6omura KyE€H TepUCHIaH TUKWITAH aidjlaHa MIaKIAard mynakin
OoI KUHWM, STHUTA €HT Ba €KAaCH TYK CapUK PAaHIJIM €HTHJI MaTOJlaH THKWITaH KYHiIaK, yCTHAAH
KU3WI paHTIM y3yH Kam3yll, Oenura mouuIaH TUKWIraH 0enbor, KYK OapXWUTIaH JIO3UM, Kopa
PAHTIIM ITHK, TO3MM yWIAPH THK HUMIa CONMHIaH. Murutiap Gommra Kopakyn Tepuiiy Gom KHitnm,
STHUra OK IIOHUAAH KYWaK, ycTulaH OWulypJaH THUKWITaH HUMYa, Oenura >Kurap paHr unakiaH
YyHTaKiIu Oenlof, oérura Kyk OWUTypJaH TUKWITaH MIITOH Ba KOpa PaHIIM ATHK KUNMILTaH.
Munnuit ntuOocnapHUHT €Hr, €Ka Ba YeTiapy paHIJId UIUIapJaHd Typid Hakuuiap OuiaH 6e3aTHiraH.

Pakc mwxpocuna “AsKTH almMa re3ek ajJMacTpUIl KanTajra IIYyTUI Xypuy”, “Aymacnanu
annanmy”’, “Tencenmeit musze Oyruynep”, “Aiarmn ayuctupun Oacuy”, “Cupranba amumiap”,
“Kuznap taxxumu”, “HKenun xypuy”, “Tabannu cuptka cuikun xypuy”’, “Uak-uak”,“Kyc kaHat”
kabu kymmabd, o€k, Kyn XojaT xamaa xapakatiap ¢oimananunrad. FOxopuma aitu® yrunaran
XapaKaTHUHT Oapyacu XaKuaa ajnoxujaa TyluryHda 6epud yTuiras.

V36ekucron Ba Kopakanmoructon xank aptuctu [lomar ManpeiimoB Owmian “AWKymnamnn’
pakcu Oopacuga YTKa3wiIran cyxo0ar jkapaéHuaa Kyiugaruda MabiymMoTra sra Oymmuk. 1965-tinn
OXUpHJIa PAKCHM KaiTa uiiad YuKuII Kepak jaeraH ¢ukpra kenaau. by 6opajga XaqaKHUHT MUJUIMNA
ypb-onat, dpebn-atBopu OuiiaH SKWHIAH TAHUIIKO, ¥3 OMIMM Ba TaXkpubacu acocuaa WIK OOp
“1966-67 #unmiapu Hykyc xopeorpadust Makrabura, KeHUHYAIUK (UIAPMOHUSHUHT paKC
Kamoajapyura caxHaJlallTUPraHIuruHu’[6] altubd yTau.

“Alikynamr’” Kopakainrmoxk
MUJUTAN paKkcuHu TaHUKIIN
oanermeiicrep Ilomar Manpeiimos
WKOJIM MUCOJIMJIA TaJKUK KHJIUINJIA
Uy pakCHUHI BHJEO E3YBUHU
Ky3aT/UK. VYHra Kypa
UIITHPOKYMIap coHU 12 Ku3 Ba 12
Aurut, xxamu 24 HadapHU TaILIKHII
9THO, paKC KOMIIO3UIUSACH HWKKHU
KHCMIaH Hoopar.

I-KkucM Ku3nap WKpocuja
JUPUK pPakC caxHa KypHHMIIHIA
Oynca, 2-KucMza 93ca  MYyCHKa
Te3namud, HUruTiap 4YUKaad Ba
XamMMa Oupramukna pakc WKpo
3TaIu.

o
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Pakc unzmamapu: Onauii Ba
Mypakkab, Exura 1 unsuk, 2 KaTop, KMTOOYa, 10Mpa, KYII IOUPa, AUArOHANlb, CAMMETPHK Ba GOIIKA
pakc maxiapuad o janiaHuiraH.

Munnuit mubocnapu: Kusnap 6ommra arpodu sxurappasr KyHAaH THKWITaH ailjlaHa MIaKJIaru
nynakiau 601 KMMUM, 3THUTA KU3WI PaHTIM KYHJIaK Ba KOpa PaHIVIM HUMYa, OEFUra KU3Wjil PaHIIN
J103UM Ba moifa63an kuiiumran. Vinruriaap Gomura KOpakys TepuiIn GO KHitUM, STHUTa OK Kyiinak,
KOpa HUMYa, OEFUra Kopa UIITOH Ba 3TUK KUMHILTaH.

Pakc xapaxaTmapu: “Ommmii ropumnap”, “Te3 ropumap”, “Enra cakpam Ba Tenmanu
Kanamiap”, “Cupranba agumnap”, “Opauii Ba Mmypakka0 ainanunuiap”, “Kyn gaitkam”, “Komkap
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myies”, “Kyy moitnn”, “lapyaza”, “ATkyHiex” Ba 0omka Kymiad pakc XojaT Ba XapakaTiiapuaaH
doitgananunraH.

“Alikynamr’” pakcu HadakaT KOpPAKaIIMOK paKe kaMmoanapu Oaykw, V36ekucTOnIarY TAHUKIIH
aHcaMOJIb pernepTyapuaad XaM MycTaxkam ypuH arauiad kenrad. byara mucon cudaruaa “Hlommuk”
aHcamMOnuHu auTumuMu3 MyMkuH. “Ilomiuk”
aHcaMOnm penepryapuaard “AWKynam’ pakcu,
V36eknucron xank apructy Komup MymuHOB
TOMOHMJIAaH  CaxHajamTupwirads. by  caxHa
KYpUHMIIKUJA Y3UM XaM Oonl pojia HIITHPOK
STralyiuruM cababiu, pakc CIEHApUHCH XaKHua
MabJIyMOT  KHUPUTHII  CE3WJIApIM  Jlapakaja
SHTMJIPOK KEeUIH.

1982  iimmum  AdpuxkaHuHr — KaHyOuit
kucMuarn  Mo3aMOMK JaBIaTHaa  Y36eKHCTOH
MaJaHUAT  KyHJIapu  MyHocal0aTu Oounan
V36ekncToRIarn TAHUKIN caHbaT apbobaapu Ba
caHbaT Kamoajapu Kand KuiauHaau. Yiap
opacuna “llommk”™ anryna Ba pakc ancamOIu Xam
a6 kuamau6, ancam6ira Komup MyMuHOB Gamuuii paxGapink KiiraH. YIaHma perepryapra
Kopakannok Muyunii pakcunu Kymum Takiudu tymanu. Koaup Mymunosra Oy Takind MabKyn
kenuO, “AMKynam’” Kydu Ba allyJacMHU SIIMTAAd Ba WIXOMJIaHaau. Kopakaiamok MUIUTHIM pakc
XapakaTJIapUHU YpraHuO, pakc CaxHAJAITHPHUIIHN Oomuiaiiau Xamaa Jmbociap Oyinda paccom
naBiaaT MykohoTtu coBpuHAopu 3uHamma Kypumra mwmmui aubocnap Xakuga TymryH4a O0epu0
Vranu. Kogup MyMuHOB wxoaua yiiuH, allysia Ba pakc Kyira oupnamu0, ury Tapuka “Aukynam’”
paKc KOMIO3UIUSCH SIpaTUIIAIH.

Pakc xommosummsicuma wimTupokymiaap coHu 12 ku3 Ba 12 iwurut, xamu 24 Hadap
WIITAPOKYMHH TAIIKKI ATHO, Y4 KUCMIaH HOOpaT. 1-KucM HUTHTIap WKpocuIa YiHrH, 2-KUCM KU3J1ap
MKPOCHUIA JINPUK PaKC caXHa KYPUHUIIH, 3-KUCM HUTUT Ba KU3JIap MKPOCUAA Te3allrad pakc caxHa
KYpUHHILKIAH HOoparT.

1-xuem: Mururnap mwxpocunaru “Ky3 Gaitnamax” yituau 6unan Gountanany. Bynna yu
CaHOFUIaH KeMMH YMKKAaH WUTUTHUHT KY3U OOFJIaHraH XoJ/a xoiuaa Oupos ainaHTupuiand, CyHr
aTtpodumaru nry xosataa yuianm Kepak Oyaaam.

Kosnran umtupoxunnap yHaan TaxMuHad 3,4 metp macodaga Kouubd ropuimmbd xap TOMOHIaH
Kapcak ounaH yamrutumaay. Kynra Tymran MUrMTHUHT K31 OOFiIaHuO, YHHH 11y TapuKa TaBOM
stanu. Kelinnyanuk YAUHHUHT 6011 KMCMHUra 6Mpo3 caikaiaHuo, O0LIMaard CaHoK YpHuUra
“Ayenemen-nyenemMen’” YHUHU KYHUIaau.

AyenemeH ayyenemMeH

CaskaH MAUTTUH CAaHU MEHEH

AY¥e3 Mosuta KaitFa KeTTH?

Aye3 Mouia 1y3Fa KETTH

A¥e3 Mouta Karas kenep?

Aye3 Mouta ka3 Kenep

2Ka3 kenmece ry3 kenep

[Tannam nym ceH Typ, CeH WWIbIK Ae0 OMp HUTMTHU 4YMKapaaud Ba
roxopunaru “Ky3 Oaiinamak’ YUHHUTA yIIaHHO KETaIu.

Pakcna xy3u OofiilaHraH UUTUT Kapcak YajJuHTaH TOMOH rOXMJia VHT, TOXH/Ia 3Ca Yal TOMOHTa
orypu6 ynuiamra xapakar kuiaaad. OpajnaH kyn yTMail ky3u OOFjlaHraH WUTUT OMpJaH TYXTad
KOJIaJiu, CYHT KY300FuMHM acTta edud €H TOMOHra 1orypub keragu. by mailt arpodgunaru yprokiapu
HuUMa OynraHura XaiupoH Oynumu0, yHu Ky3atumub typanu. OpagaH KyO BakT yTMacaaH HUTUT
KaTHO Keany Ba YPTOKIAPHra YMPOIIM KH3/Iap yJIap TOMOHra KeIaéTraHuHM aiTamy. Murutnap
KH3JapHU Ky3aTUIINO, yjlap MaH3Wira KelraHuaa YUKUIIUO Oupramviia “AuKynamn” YHMHUHA
ViHaIIapuHu alTUIING OEpKUHUIITa KETUIIa/IH.
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2-xucm: Kuznap ynknmm  JXypun kuznap cyy OoiinHa Oapaiivk,

VTKeH KeTKeH KUTHTICPIN KyPeHHK,

JKakcuimapel cailiiamn, cailyian anaiuk,

JXKamannapslH cyyra niiTepun cajnaiiuk, JieraH airysa ouias Oupra
pakc WKpo 3THO YMKUIIAAU. PaKCHUHT SIKyHUN KHUCMMJIA KU3Jap KaTTa JoUpa XOCWJ KWIUIIAIU Ba
OCpKHHTaH WUTHUTIIAp JOWpa Wuura Kupud onuimaau. by maitT Kusnap Te3nuk OuiiaH KounO UKKU €H
TOMOHTA TYFPU YU3UK OYIUIINO 5KOMIAIIUIIA Y.

3-KMCM: MyCHKa TeMIM Te3jlallajud, WMTUuTiIap Ba KU3JIap OMpraivkaa pakcra TYLIUIIATM.
AITyJJaHUHT HaKopaT KUCMHUJA PaKKOC Ba paKKocaap XaMm Xyp OynuimuO caBoji-kaBoO Tap3uia
AWKyJsanm pakcu JaBOM 3TaJIN.

Haxopatun: Xamma: AliKynaii, aiiKynian,
XamMma: Aifra Kapamn KyJjail aril.
Kuznap: Aitnan 0acka He Kepek?
ﬁHrHTnap: A#i1aH apThIK KbI3 KEpEK.

PakcHUHT SIKyHMI KHCMHJIa XaMMa MIOTHPOKYM KW3 Ba HUTUT KypT OYIummbd, caxHa
MapKa3uja UKKHA TYFPU KaTOPJIA Tenacu ENukK iynak xocw Kuiumanan. bapua sxyriukinap HaB6aTu
Ounal iynak ocTuaH YMKUO, YHT Ba yal TOMOHJIapra YMKUO KeTUIINO acap ¥3 HUXOsACUTa €Taju.

Pakc umsmanapu: FExura 1 umsuk, 2 kartop, 4 kuTo6ua, J0oUpa, KLl JOMpPA, JMArOHAb,
CUMMETpPHK Ba OOIITKa pakc makiuiapuaan (GponamaHmiraH.

Mumnmit nubocnapu: Kuzmap Oonurapura ku3ui panrim “‘bac opay” 0omr kuitniM, STHUTa 04
KU3WJI PaHTJIM KYHJIaK, yCTUaH KYK PaHriIny3yH €HIUIM Kam3yJl, OEFura o4 Ku3uil paHriu JIO3UM Ba
KM3HMJI PAHIIH T0Ha63ai Kuitnimran. Mururiap Gommmra o4 KYK PaHTIN XKYHIH GOII KMHUM, STHUra
OK KYWJIaK, YCTUJIaH KYK PaHIJIM KaJITa KaM3yJl, OEFUTra KYK UIITOH Ba KU3WJI 3TUK KHIUIITaH.

Pakc mwxpocuaa “Ommuit Kagam”, “Aymacnany Kagem” “Tes ropumitap”, “Enra cakpam Ba
tenMaiid Kagamap”, “Ceipranba ageivutap”, “Opnuii Ba Mypakka0 ainanumiap” “Kym gaitkanr”
“Komkap myiie3”, “Kyy moina” “Ilapyaza”, “ATkyHmek” Ba Oomika Kymiad pakc XojaT Ba
XapakaTiapugaH ¢oiiamaHmirad. Maskyp —MabIyMOTIap Y36eKHCTOH Ba KOpakaimorHCTOH
TEJIEBUACHUECH apXUB BHJEO E3yBIapuWHU Ky3aTyB, OakajaBp OMTHpPYB MajlakaBUil MILJIapH,
MarucTpjiuK JUCCEpTAalUsACH XaMmJa MWUIMH pakc agabuérinapu OuiaH SKUHJIAH TaHUUIYB,
“Alikynan” pakcu Myamudiaapu OuiiaH WxoIui cyxOariap YyTKa3zuil HaTHKacujaa XOCus 0Yiuo,
YHJIATH yX1iami Ba papkjim TOMOHIAp aTpoduinya ypraHuiam.

Xo03upru KyHjaaru “AuKysant’ KopakaJlrnok Muumid pakcu Jlnzaxonum [lepocoBaman ongux
XaM XaJIK opacujia MaBxy 0ynu0, yHra Kagap Oup Heda caHbaT ycTajlapyd TOMOHHUJIAH TYyPJId TeaTp
caxHa KYpHUHHULUIApUAA CaXHaJaIITUpHO, XalK YHMHU acocuja spaTWiIraH XajK pakcu cudaTtuaa
Kapanu0 kenuHrad. JInzaxonum Ilepocosa “Aiikynam” pakcunu 1959-iinnm siparran 6ynica, 1941-
iun Tamapa MOpoxuMoBa TOMOHUAH CaxHAJIAITUPUIITaH.

“Aiikynam” pakcuHu 1957-iiun  TomkeHT
maxpunaa yTraswiran Kopakannmoxk amabuéru Ba 1957-jil Tashkent
CaHbaTU KyHJIapH/ia CaxHa F03UHU KYPraHJIUTMHUHT
ryBoxu  Oynnuk. bynmapnan  kenn® — yuku6
JIn3axonum IleTpocoBa yHM caxHaBHI KypUHUIITA
Tailépnab KaiiTa unularaH Ba WIK Oopa anoxunaa
paKc KOMIO3UIMS KUIUO sipaTraH, 1eHUIl MyMKHH.
JIuzaxonum IlepocoBaman cyur “Alikynamr’
paKkcuHu TaHUKJIM pPaKC YyCTalap, Xajk
aptuctiapu Ilonat ManpeiimoB 1966-67 tiunnapu
xamaa Komup MymunoB  1982-iiunnapu
¥3 yciyOmapuaaH Kenud YKo, KaiTa caXHaJaIllTHPHILITAH.

B. llappaHHUKOBHMHT XalK KyiH acocuaa KaiTa uiaHrad Mycukacuaad Ba H. Jlaykapaes
cy3uaaH (oipanaHWIraHy, YXIam )uxatu 1e0 onaauraH Oyicak, acap MyCHKAcH Ba allyJaHUHT
Kyn €KM KaM WOKpO STUIMILK OwiiaH Oup-OupuiaH ¢apkiaHaau, IeHUIIMMHU3 MyMKHH. Macanas,
[TerpocoBa 156 mycuka TakT Ba 24 Katop cy3 unuiatud, MaapeiimoB 4/4, mycuka yindaamra 36 TaxT,
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2/4 ra 162, xamu 198 Mmycuka TakT, 26 Katop cy3ra pakc caxHajamTupran. MymuHoB 4/4 mycuka
Ymuamura 6 Takt xuproiu, 30 takr, 2/4 ra 78 xamu 114 TakTtra pakc caxHanamTupuo, yuaa 16 katop
cy3naH ¢oiigananraH.

Pakc TacBupmapu: ydta acapia xaMm oI Ba Mypakka0, €uura | um3uk, 2 KaTop, KATOOUa
TacBUpH, J0OUPA, KYII J0UpPA, JUaroHalb, CHMMETPUK, aCUMMETPHUK Ba OOILKA pakc MIaKUIapUHU
Ky3aTuil MyMKiH. AMMO [leTpocoOBaHMHT Ku3JIap YMKHUIIHN Kapa€Hu, Oup BakTAa 2 oYWK Ba 1 €nuk
SpUM O IIaKJIM, CaXHAHUHT 4 Tapadua 4 Ta noupara MHFIIMIINAACY TMHAMUK PaKc Mak/ulapuaaH
doigananumum, Oomka 6ameTMencTep acapiaapuaad GapKiIu TAaMOHH XUCOOJIaHA N,

Pakc xapakatmapu: “Komkap myiie3”, “Kyy monun”, “Camma”, “Kyn gaiikamr”, “Onmuit
Kazam”, “Aymacnanu kagem”, “Tes ropumnap”, “Enra cakpain Ba Tenmanu kagamiap”, “ATKyHIIEK”
XapakaT Ba XoOJaTjapulaH ydTa OajerMelTep mKoauaa Xam KeHr doigamanuiarad Oyica,
JL.IlerpocoBanunr “TabGanau cuptka cuikun xypuy”’, “Cupranba agumiap” Ba OOILIKa IIyHra
VXImam pakc xapakaTiapu OusaH OoIKagapuaaH KYympokK (papkiaHraH.

Aénnap muumii mubocnapu [lerpocoBa Omnan MajpeiimoB pakciapuia Oomura arpodu
KYHJIM aijlaHa Makigard Oup xwi Oom kuitmmaaH ¢oigananran 6yiaca, MyMUHOBIA 3ca KU
panrnu “bac opay” Oom kuiinmuras. IletpocoBa O6uinan MYMUHOB pakciapuja SrHUra Kyiiak
YCTHJIaH y3yH KaMm3yJl KMHMIIMO, yiap paHr kuxaraaH ¢apkianrad. MaapeMoB mxoauaa KU3ui
KYHIaK ycTUJIaH Kopa HMUMua Kuiuirad. ManapeiimMoB Ounan MyMuHOBAa O€Fura KU3WJl PaHIIU
n03uM Ba moriad3ai, [lerpocoBana kyk 6apXuTAaH J03UM, KOpa PaHIJIM 3TUK KUAWIITAH.

Murutnap Mummii mbocapy yara GaneTMeicTep IKOIMIA XaM IepiId Oup Xui 6y1u0, yiap
¢akat panru Ownad ¢apkianrad. Ilerpocosa 6unan MymuHOBIa UM (MIITOH) HUMYa KYK paHrja,
ManpeiimoB pakcuga Kopa panraa. Kopakyn Tepucuman Oom KuiuM Kopa paHraa, MymMuHOBIA
KyJpaHr. XamMMmazaa oK KyWiak, o€Kjiapuia Kopa 3TuK, MyMHHOBIa KM3WJI 3TUK KHWHILTaH.

bapuanapu acocan Oup xun Oe3aknapaan ¢oigananumrad. Kykpak takuHuoru “Xaiken”
6ynu0, 6apmorura “Yak-yak” TaKUIITaH.

“AMKynamr”’ KOpPaKaJINMOK MWUIMA pakC KOMITO3HMIIMSCH I03acHIaH OJuO OOpriiraH WIMHI
W3JIaHULLIIAP LIIyHU KYpCaTaIuKH, acap KyW-KYIIMK, BOKe€a FOSACH JKMXaTHAaH Oapua
OaneTmeiicTepnap wxxoauaa Oup XUUIMK KacO aTrad. byHaail yXmamnmk pakc xapakatiapy, MUJUTHHA
nubocap Ba pakc TacBUpiapuia Ky3aTuiauo, aifHaH 11y TapkuOuit kucmuaa ¢papkjii TOMOHJIApH Xam
MaBxXysa Oynrad. PakCHMHr yMyMud Ty3WIMII S>KUXATAaH KYIpOK VXImanumk JluzaxoHum
[lerpocoBara nuc6aran Ilonat ManpeiimoB 6mnan Koanp MyMUHOBIapHUHT WKOIUAA Ky3aTUITaH
oynca, Konup MYMHUHOBHUHT 3KCHO3UIMSA KUCMHUTIa KUPUTIaH TeaTpJiallirad YHUH caXHAaCu aCapHUHT
y3ura Xoc caiikaja TONUIINTa 3aMUH SIPATTaH.

Nnmuii w3naHvIn Ba  TaxJIMI HaTWKAlIapyW LIYHW KypcaTaauKd, TOIIKEHT BHJIOSATH Ba
Kozorucron y30eknapu opacuaa KeHT TapKajiraH “Janap’” KOpaKaJllmoKya “alTHUITYB Ta MOC KeJlau.
Macanan: kopakainmokiaapaa “AuTtuinys”, Oup naBpaja WATUT Ba Kusiap Tapadma-tapad O0ymuo,
aIoXuJa KKK Kapama-Kapiiy TypyX OYaumub auainor makiuga wxpo stuiaau. bynna acocan cy3
yCTaJUTU KyN KenuO, MUIUT Ba KU3HMHI Myxa00aT KeuWHMajapu, Op3y-yMHUJUIapH aKkc 3TajH,
UIYHUHI/IEK, EHI'HII X2XKB Ba IOMOp XaM KYIIHUINO ketaau. XyAau 1y Hapca JanapHudr 1-typu “Tyii
MapoCUMHU, XaJK cailiiy, Xalap Ba HUFUHJIAp Janapy Ta TYJIUK MOC KeJlau.

bynnan Ttamkapun Xopasm xandanapu, Byxopo cozanpanapu opacuaa KEHI TapKajraH
namapuuHr 2-typu “Yitmn manapu”maru “brumaky3yk”, KOpakaimnok (ONbKIOPHAA KEITHPHIIaH
“bunaky3yk” HOMJIM aMTULIYB amlyjacura TYIUK Moc Kenaau. Jlamap-Qonbkiop JMpUK KyHura
alrysa Ba paKCHUHI OMpIIallyBH HaTHKACUHU XOCWJI KWIMO, YHIArU HUTUT - KU3JIap ajJoXuaa rypyx
Oyu6 xa3zunomy3 cy3nap OuiIaH MyJIOKOT KWIHIIK Oyiaau, Oy skapa€HHU “AMKyaimn’” KOpaKaJIMoK
MUJUIAHA paKCUIard MUruT - KU3JIapHUHT CaBOJI-)KaBOO alTUIyBIIapura YXuiaThil MyMKHUH.

“AMKynanr’”’ KOpaKaJIIoK MIJUIMKA PaKCH aH4ya Wiiapaad Oepu KymIuiIvK O6aneTMmencrepiap
TOMOHHUJAH caxHajmamTupuand kemunaran. Iy Oouc “AWkynamr” pakcd 1o3acuaaH oJiu0
OopmnaéTran UMUK U3NAHUIIUTAPUMUA3HU OWp HeuTa TakpuOanu, mpodeccuoHan dbajierMencrepiap
MKOJIM MHUCOJUAA TaxJuwi KuiaMu3. Kopakainoxk Muunii pakc MakTaOMHUHT WJIK acocuuiIapuiaH
oupu JInzaxonum IlerpocoBa ¥3 kutobmma‘“AiKynam” KOpakaalnoK XOpoBoJ pakcuHu 1959- itmnm
spatu0, yHIArn MaB3yHU TYJIMH OW MAWTH YHHATAIUTaH KOPAKaJINOK WUTHUT-KU3JIAp WKPOCHIArU
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“Anikynam’” xank yiuan’[14;166] nan onranmuruan €3aau. AMMO TaaKUKOTIap kapaéuaa “1941
riun Tamapa MOpoxuMoBa TOMOHH/IAaH XaM KOPAKAJIMOK MaJaHUN Xa€TUIaH OJIMHTaH MIJIIUN VIAUH
acocuaa caxuanamtupuin0, JI.IletpocoBa 3ca yHM KaliTa MIJIaraHJIUTH Ba KEHWHYAIUK Y Ty3raH
aHcambOnra “Alikynan’” Homu Oepuiiran’[24;46] Turu XaKuaaru MabJIyMOTJIApHU Ky3aTauK. byHnan
tamkapu Jluzaxonum IlerpocoBanan ongun xam Oup Hewa Oanermerictepiap Kopakaiamorucrtonra
KeNuO, paKCIapHU caXHaIAIITHPUO KETraHJIUTY XaKuJaru MabiyMoTiiap ryBoxu Oynauk. FOxopuaa
KeNTUPWITAaH MabIyMOTIapJaH Kenud YukuO, “AMKymam’ KOpAaKalINoOK MIUIAA pPaKCcH
JInzaxoHuMaH OJIMH XaM MaBXyJ XajikK pakcu Oynub kenraH, Jlmzaxonum IlerpocoBa sca yHu
caxHaBMI KYpUHHMILTA Ta€piiab KaiiTa sipaTrad JeHuIl MyMKUH.

E.IlerpocoBa y3ununr ‘“Kapakanmakckuii TaHen KuToOuma “AMKynam’”  paKCHHUHT
Xapakariapu, Jubociap, MyCHUKacH, pakCc TacBHpH, XaTTOKHM YHJIArW allyja CY3/1apu Xakuga Xam
aHUK MabJIyMOTiap KelaTupud yrraH. by pakc KOMIO3MIMSCHM XalK MyCHMKacd acocuaa B.
[Ma¢ppanHkoB TOMOHMJAH KaWTa wunulaHrad. Mycuka 2 kucMm, 11 pakam Ba Oup Heura
KypuHMILLIapaaH ubopart 0ynub, xap 6up pakam kypununuiapu 12, 18 takrnan nbopar. AcapHuHT
I-xkucmu “lOpunr xusmap” ne6 HOMiaHuO, 4-6-HyKTamapjaaH OemTajaH >kamMu YHTa Ku3, 2-8-
HyKTaJlap/laH 3ca MKKUTAJaH XaMu TYpTTa Ku3, yMyMui 14 Hadap Ku3 HIITUPOK 3Taau. byHnaa
Ku3inap Oup- Oupnapu O6usaH cyB Oyiura Oopumn®, WMTHUTIAPHUHT SXIIWIApUHU cailinabd onuo,
€MOHJIapUHHU 3ca CyBra UTapud 1000pulLUIapy XaKuaa Xa3ujioMy3 ainyJsjia OuilaH YMKUIIAIH.

YMyMmuil pakc KOMIIO3HUIMSACHHUHT KyIIUK cy3u H. /laykapaeB TOMOHUIaH €3WJTaH.

VYuaaru apxuB Buaeo €3yBuaa “AWKynamr’’ pakCH XaM TacBUpJaHTaH. VIHCOHUSTHUHT HIIK
JaBpilapyjia Kapcak Ba TOBYLLIAP KYPJIUTUAA WXKPO STWITaH YHUH Ba pakciap  acTa — CEKUHIIUK
Owtan maxuianu® 6opau. BakTinap yTuimm OniiaH pakclapHUHT — allyJia Ba MyCHKa CaHbaTh OuiIaH
Ooup OyTyHIMKAA, OUp MXKPOUM TOMOHUAH MOXKPO 3TUJIAJAWTraH Typiapu naijgo 0yinau. CaHbaTHUHT
Oy typu “Jlamap” >xanpu ne0 atamanu. SbHU, OMp BaKTHUHT y3uJa yHYa Mypakka® OyimaraH
(boJIbKIIOp MyCHKacura Moc paBulla amryjia aiTtiO, pakcra TyMIMII TyIIyHWIaau. buzna maBxyn
JyFaTiapja jJanap UIyHjaai mapxjiaHaiu:

Jlanap T¥yi Ba iinFuHIapaa, XaJK calwuiapuia WMrutiaap OuinaH Kusjap opacuaa tapadma
— tapa¢ O6ynuO alTuinaauraH TepMa KYIIUK; IIYHUHTIEK,0Uprajlukaa WwKpo 3TUlaJural KyluuK Ba
pakc.[2;487]

Jlamap - Oup €Ky MKKM WXXKpPOYM TOMOHHJAH HaBOaT OwiiaH alTwiagurad OaH[UIM amryla
makiy. Jlamap KynpoK XaXXBUW — TAHKUIWWM, TYpMYIIIard aipuM KaMYWIMKIApHHU XapaKTepJIOBYU
Ma3MyHJa Oyiaau Ba pakc OmiiaH wxpo atuianu [3;154].

V36eKkHCTOH MUILTHI  SHIMKIONEAMSICHAA YHTA Kyiimgarnda wu3oX Oepmiran: “Jlamap —
MYyCHKUH (DONBKIOp >KaHpPHU; BOKEaOAHIJIUIM Ba Kyl TYy3WIMIOM >KMXaTUIaH YHYa Mypakkad
OynmaraH, TOp AWANa30HJIM, HAKAPOTCHU3, YOJIFY KYPIUTHCH3 aMTHIIAIUTaH KYIIUKIapra SKHH
0Y110, yHUHT UKKU TypU MaBXKYy/I:

1) Tyt mapocumu, XankK caiiM, xamap Kabu HufuHIapAa WUTMT Ba KHU3JIap TOMOHHJIAH
tapadpma-tapad OYnMO nMamor MAKIWA VOKpO STWIAaurad Jamap. byHma naBpagaru Kusnap
HaBOaTMa-HaBOaT xoxjaranura “Jlamap comamu”, WWTUT TOMOH >XaBOO KaWTapuiim kepak. Moc
KaBoO Kaitapwica, gactpymois, OenOoF kabu coBFaiap i
Oepunaau. Jlanmapuu maxcyc yamapuu aénmiap 6omkapud 0opau.
MapocuMITapHUHT Kyitapy, KyIIMHYA, SIUK TYC1a, HYTK €K KyH
oxaHriapna OYymamu. bymapma, acocan, WWUTHT Ba KU3HHUHT
Myxab0aT  KeyumHManapu, Op3y-yMHUJIApH  aKC  ITajw,
UIYHUHI/IEK, €HTWJ XaXB Ba IOMOpP XaM KYLIMWJINO KeTaau.
TYypTuk maknuaard Tepmanapiad nobopar 6ynran JlanapHuHr
Oy TypH, acocaH, ToukeHT BuiosATH Ba Ko3orucTon y30eknapu
opacu/ia KeHI TapKaJraH;

2) Vitnn - namap mwkpocu. Xopasm xandanapu, Byxopo
co3aHJaNapy opacuia KYNpok yupauau. OpaTaa, UKKH KA
rajiMa-rajjlan pakc TymuO, wkpo d3tamu. Kyimapu eHrun,
VHHOKH, k03ubanu Oymanu. SIkka KYIMHKYM TOMOHHUIAH YOJFY
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KYpIUTHAA XaM pakc Ounan aTwiaau. Xank opacuaa “Kopa cou”, “Onmxon”, “Kwrmimiama”,
“bunak y3yk”, “Haxopy Hamra” xabu mnamapiap oMmaiamu0 kerrad. Jlamap wmwkpouusapuaan
Tamapaxonnm, ['.OtaboeBa Ba OomIKamap Mamxyp. XaikK Janapiapu Y30€K KOMIIO3UTOpPJIapU
TOMOHUJIaH KaiTa uluianu0, Xop, BOKaJI-CUM(OHUK, ICTpaia MyCHUKa acapiiapuaH KeHI YPUH OJITaH.
Jlanap, Oab3aH, KEHI MabHOJA, YMyMaH KYIIMK TyUIyHYacMHM XaM udopmanangu’[13;226].
V36exucron xyaymuma Oy sxanp XIX acp oxupu XX acp GOmIIapHaa HUXOSTAA PHBOYIAHTAH.
V36ekncron xank apructi TaMapaxoHHM Oup Heua MapoTaba 4eT 371 racTpols cadapiaapuaa 6yauo,
V36eKnCTOH CaHbaTHHM YeT JIaBIIATIApra TAHUTTAH.

Xynoca ypHUAA IIYHH ANTHII MYMKHHKH, MabiyM OHp XallK pPakC CaHBAaTHHU TaJKHK
KWJIMIIA, aBBaJlo, YHUHT KEMHO YMKHIN TapUXH, HAa3apuid Ba aMalldil Oaxapwivnl yCIyOHETHHH
qyKyp Vpranu0, aHuK (akTiap acocuja TaXJIWIUK XyJocajap KWJIUII JIO3UuM Oymanu. “AuKymnanr’
Ka0M KOPaKaJIINOK MWJUIMH PaKCHHHUHT TApUXHH — SCTETUK WIIU3IAPH XaMJla PaKC yCTAIapHHUHT
MaxopaTH Macalajlapy, YMyMaH, KOPaKaJIIIOK MWUIMK pakCc CAaHbATH Ha3apui Ba aMaJIMM )KUXaTIAaH
JespAau YpraHujaMarawiury my iyHanum Oyitmua wiMui unuiap onu0 Oopuil  3apypaTUHUHT
MaBXXyJJUTY MaB3YHUHT J0J3apOJUTHHU OeNTHIaiy.
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AHHOTALUSA
Pakc canpaty - ”HCOH TadaKKypUHUHT MeBacH cudaTua, yHIUHT TyHEHH aHTIIAIIN Ba TeBapaK-
aTpoduaary MWUIMKA-MaJIaHUd MYXHUT TabCHUPUAATH XHC-TYWFyJIApUHH Y3 XapaKarjapu OpKaln
ndonanan >XTUSKA HATIKACHIA fo3ara KenraH. J[aBpliapHHUHT Y3rapHIly, KaMHUSATHUHT IIUIIAT
OWJIaH TapaKKWi STUIIA MWILIMH paKkCc CaHbATHTa XaM Y3 TabCUPHHH YTKa3au. IHCOH OOJlaCHHUHT
KOMIUTMKKA WHTWIWIINA, aBBAJIO YHUHT Y3 BaTaHW TapUXWHH, MAJUIMH KaJIpUATIAPUHHA OWJIHIIH,
yHAaH (axpranuO smramuga HamoéH Oymamm. Kevmarm 7 — 8  Wminpa pecnyOnmkamu3sga
XaJKUMU3HUHT MabHaBUH-MabpUBHUI CABUSCHHU FOKCAITHPUII, Y30eK MyMTO3 Ba (OIBKIOP
CaHBATHHHUHT HOE0 HaMyHAJIApHHHU, Y3UTa XOC MKPO MakTaOIapy, MalaHUi MEpOC Ba aHbaHATapUHH
acpa0-aBaiiyianr xam1a pUBOKJIQAHTHPHII MaKcaIuaa Oup KaTop UCIOXO0TIap aMalra OMIUpUIMOKIA.
MabHaBUil MEpOC HHCOHJIAPHUHT OHp - Oupura OyiraH y3apo MyHocadaTIIapu acocuIa Mak/UTaHuo,
caiikayutanuo Oopamu. MwuiaTiapHuHT Mabpuduii - MaJaHWNd aTOKATApU  KaJAPUATIAPHUHT
aBJIO/JIAp/IaH aBJIoJyIapra YTUIIN Ba 00nO Oopwuiu >kapaéHuga PUBOXKIIAHAIN, XAIKApO MUKECTA
quKaau. XaJIKUMH3HUHT 3HT 0e0axo MagaHuil OoWuKIapuaan oupu nryoxacus, 6erakpop “Jlasru”
pakcuaup. “Jla3ru”HUHT Tapuxu, yHUHT “ABecTO” OuaH OOFIUK >KUXATIApH, MUJUIMA KaapHsITIap
Ba aHbaHAJIAPHH )KAMJIOBYH XyCycHusTiap, 9 ta “Jla3ru”HuHT MUGDOIIOTHK WIIH3IIapH, Oup - Oupura
SIKWH Ba (papKJIu TOMOHJIApH, yiiap OuiiaH OOFJIMK acoHamap, puBOsITIAp, acpiiap ModalHUIa THIIIAH
— THJITA YTUO KellaJIuTaH al TUMITAp PAKCHHUHT K03W0aJOPIIMTHHY STHAJa OIKpaIi. Mas3Kyp Makoiaaa
KAXOH CaHbaTH TapakKuETHaa “Xopas3Mm Jia3ru pakcw HUHT YPHHU Ba axaMHsTH “ABecTo’OniaH
OOFIIMK 3THOTPA(PUK-ICTETHK XyCYCHITIAp YUFYHIUTHAA TaIKUK KAIHHAIH.
Kaaut cy3nap: yTmum, mapocuM, YiuH, Takiaua, “ABecTo”, MaJaHWi MeEpOC, aHbaHa,
yaymiap, Xopasm, 3CTETUK UIPOK, 3aBK, KalTba, KQJAPHIT, TApUXHUN TapakKyp.
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«XOPA3BMCKUM TAHEIL JIA3T'A»: UCTOPHUSL, ®PUITOCODPUS MBICJIH,
BOOBPAKEHUMS U SMOLIUIA
AHHOTAIUA

HckyceTBO TaHIA — IUIOJ MBIIIJIEHUS YEJIOBEKA, BO3HUKILIMM B pe3yJIbTaTe €ro MOHUMaHUs
MHpa M MNOTPeOHOCTH BbIpa)kaTh CBOM YYyBCTBA 4epe3 JACUCTBUA I0J BIMSHHUEM OKpY’Karouiei
HaIlMOHAJILHO-KYJIbTYpHOU cpenbl. CMeHa BpeMeH, OypHOe pa3BUTHE OOIEeCTBAa TAaKXKe OKa3zaau
BJIMSIHUE HAa HAI[MOHAJIbHOE TaHIEBAJIbHOE HCKYycCTBO. CTpeMIJICHHE YeJIOBEYECKOro pedeHKa K
COBEPILIECHCTBY IPOSBIAETCSA NPEXKIE BCETO B €r0 3HAHWM MCTOPUM W HAalMOHAJIBHBIX LEHHOCTEN
cBoeit Poaunbl, B ropgoctu ero. B Omkaiimme 7-8 neT B Hamieil pecnyOnuke peainsyercs psj
pedopM B LENSIX MOBBIMICHUS TyXOBHO-00pa30BaTEIbHOIO YPOBHS HAIIEr0 HApPOJa, COXPAHEHUS U
Pa3BUTHSI YHUKAIbHBIX 00pa31ioB y30€KCKOr0 KIACCHUYECKOT0 U HApOJHOTO UCKYCCTBA, YHUKAIBHBIX
HCIIOJIHUTENBCKUX ILIKOJ, KyJIbTYPHOIO Hacjaeaus. U Tpaguiuu. JlyxoBHoe Hacienue GopmMupyercs
u mugyercs Ha OCHOBE B3aMMOOTHOILEHUN MexIy oAbMu. OOpa3oBaTelbHbIE U KYJbTypHBIE
CBSA3M HApOJOB Pa3BMBAIOTCA B IMPOLECCE MEpeJadd LEHHOCTEH OT MOKOJIEHUS K IOKOJICHUIO U
CTaHOBSTCS Ooraue, JoCTUras MeXAyHapoAHoro macmraba. HecomMHEeHHO, OAHMM U3 CaMbIX
OCCIICHHBIX KYJBTYPHBIX JOCTOSHUN HAIIETO HApOJa SBISETCA YHHKAJIbHBIN TaHen «Jlasrm». B
JAHHOM CTaTbe POJb U 3HAUYEHHE «XOpPE3MCKOIO TaHIA Ja3TW» B Pa3BUTHM MHUPOBOIO MCKYCCTBa
HCCIIEIYIOTCSI B COYETAaHUM STHOIPaQUUECKUX U ICTETUYECKHMX OCOOEHHOCTEH, CBS3aHHBIX C
«ABecTomn».

KuroueBrble ciioBa: rpoiioe, putyal, Urpa, nojpaxaHue, « ABecTa», KyJIbTypHOE Hacleue,
Tpaguuus, TPAIULHUKA, XOpe3M, 3CTETUYECKOE BOCHPUATHE, YIOBOJBCTBHE, 3aMOK, LIEHHOCTb,
HMCTOPUYECKOE MBIIIJICHUE.
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"KHORAZM LAZGI DANCE'": HISTORY, PHILOSOPHY OF THOUGHT,
IMAGINATION AND EMOTION

ANNOTATION

The art of dance is a fruit of human thinking, which arose as a result of his understanding of

the world and the need to express his feelings through his actions under the influence of the
surrounding national and cultural environment. The change of times, the rapid development of society
also had an impact on the national dance art. The human child's striving for perfection is manifested
first of all in his knowledge of the history and national values of his homeland, and in being proud of
it. In the next 7-8 years, a number of reforms are being implemented in our republic in order to raise
the spiritual and educational level of our people, to preserve and develop unique examples of Uzbek
classical and folk art, unique performance schools, cultural heritage and traditions. Spiritual heritage
is formed and polished on the basis of mutual relations between people. The educational and cultural
relations of nations develop in the process of the transfer of values from generation to generation and
become richer, reaching the international scale. Undoubtedly, one of the most priceless cultural
treasures of our people is the unique "Lazgi" dance. In this article, the role and importance of
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"Khorazm Lazgi dance" in the development of world art is studied in the combination of ethnographic
and aesthetic features related to "Avesta".

Key words: past, ritual, game, imitation, "Avesta", cultural heritage, tradition, traditions,
Khorezm, aesthetic perception, pleasure, castle, value, historical thinking.

1.Jon3zap6auru

WHcon Tyiffynap OpKalM OJIaMHU XUC 3Taau, Tadakkyp Tydailnum TyWFyJapuHU O
MakcaJulapra WyHantupanu. M3nanuin, MHTWIMII Ba TMHUMCH3 MEXHAT 9Ba3ura  yHU amalra
omupagu. Ymp Oyitn Kanbu 0301, Xyp Ba 3pKuH Oyumuan op3y Kuiaan. Kaid 03041uru ”HCOHHU
TOK/IAii /M, XaKMKATHUHT KY3Ura THK KapaliHu yprataan. Y36exucron Pecny6ukacu [IpesuaeHtn
LII.Mup3uéeB TYFpu TabKuAJaranuieK, “‘bup xakukaTHu xaMmMaMu3 4yKyp aHIJ1a0 oJIMIIMMHU3 Kepak:
MUJUIMHA TapUXHU XaJKUMU3, alHUKca ENUIapUMM3ra MAJUIMHA pyxJa eTKa3ulIll, yJIapHUHT Kaioura,
UIyypura CHUHIJIMPUILIMMU3 Kepak. AKC XOJjJa YHHUHI TapOusiBUM Tabcupu Oynmaiau. bus
EITapuMM3HU TapuXJaH ca0OK OJIMII, XYJIOCa YMKApHILTra YpraTUIIUMU3, yJIApHU Tapuxuil WiMm,
Tapuxuil TaQakkyp OUIaH KypOoJUIaHTHPUIIMMU3 3apyp.” 025!

JlapxakukaT, MUJUTMHA pyX, TApUXHI WM Ba Tapuxuil TahakKypHUHI CaHbaT Ba aAaOuéTaaru
MHBUKOCH OeKUEC TapOMSBUN KyJpaTra 3ra. - BaTaH Ba MHJIJIAT TAPUXUHMHT, KUIIWIUK KaMUITH
TapaKkKUETUHUHT, 0JIaM Ba OJ[aM, 3aMOH Ba MaKOH MyHOCa0aTJapUHUHT SIXJIUT MOXUATHUHU, PAHT —
OapaHr MaH3apajiapu, HHCOH PyXUATH, Kal0 KeYMHMaJIapUHUHT XUCCUET, TaCaBBYP, 3aKOBAT OpKaJln
pamM3uil UAPOK ITUJIAJAUTAH CUPIIM CypaTIapuIup.

Xap KapuuM Tapux, Xap 3appacu XMKMarT, AOHUIIMAaHJ XOpa3MHUHI Oup He4Ya MUHT
Huwmkinapra 6opu0 TyTamaguraH KyxXHa — MaJaHUSTUHH, cepkuppa “Jlasru” TypKyMUHH,
3UIMATIAP Ba OYXpoHiapra Tyjia YTMUIIUHN YPraHuIl OpKaJId MaJaHUi MEPOCHUHT WHCOHUSAT Ba
HKAMUAT TapaKKUETUIAru pOIMHU YyKyppoK aHrnaimus. [Ipopeccop O. HazapOexkoBHUHT (hukpuya,
“Xopasm “Jlazru”cu kabu MWLM pakcinap — Xa€TCeBapJIMKHUHI TapKUOUM KUCMH, Y3Ura Xoc
KYXHa MajaHusAT Oenrucu cudaTuaa Typiid MUAJUIAT BAKWIIAPUHU SIKUHJIAIITHPAIN, SCTETHUK 3aBK
Gepum 6apobapyuaa yIapHU SXIIHINK Ba 33TyIUKIapra aasaar sramu” [©7),

Kamum kampanap xapoOanapujaH  TONWIAETraH Ba
Ousraua eTu6 KenraH TacBUPUH caHbaT EArOpIUKIaApU HUKIA
KyJla Ky co3aHgajap, akTép Ba pakKOCAJapHUHI CypaT Ba
Xaillkayiapu, Mycuka acOoOnapu MaBxkyna. Jlemak, Wik
pakkoca Ba co3aHIaJlapHUHT a)KOWnO caHbatiaapy yia 3aMOH
paccoMyapuHHi, XaWKaJTapoUUIApUHU KOWMI KOJIAUPraH,
XaspKOHTa cojiraH. Ynapra wixoM manOau O6ynrad. LLlyHunr
opKaculia moupiap y3 Iebpiiapua yjaapHU KyWiarasiap,
paccoM Ba XallKajnTapolliap 3ca co3aHa Ba PaKKOCaIapHUHT
pacMUHHM YM3WO, XaWKaJlapuHU WIUIa0, yiapaaH alamauit
HUIIOH KoJiaupraniap. Kagumuii capoil neBopiapura €xku
Oyromjapra y3iapu sllaraH JaBpHUHI Typjd TaHTaHa Ba
KaOyJ1 MapocUMIIapuHU, TYH-0a3MIapuHH, PaKKOCAJTAPHUHT
MabiIyM OHp pakCc XapakaTilapuHU TeaTpiamran Oaiipam
TOMOIIIAJIAPUHU paHT-0apaHr 0YEKmapaa TacBUpiad, Kenakak
aBloyapra Koyaupraniap. Maskyp manOaiapra acocianu0
6u3 “Jlazru” TypKyMUHUHT HOTHI0MH 3amoH1aH XIX acpraya
Oyiran Tapuxuil TapakKUET UYITapUHHU, IIYHUHTIEK, Xap Oup
TapuXui JaBpjaru yciyd  Ba JKaHpJApUHH, y3Ura Xoc
XYCyCHUSTIApUHU UMKOH OOpHua aHUKIA0 YMKUINTa XapakaT
Kuinauk. Pake tapuxu XopasMm Xaiky MaJaHusTuAa GakaT y3ura xoc TOMOHJApu OWIIaH axpanud
Typamu. YyHoHun, Xopa3m XalK MYCHKacu, Xopa3M MakoMmjapu, Xopa3Mm xaidanapu, Xopa3m
Oaxmuapu, XopasM Jianapiapy, Xopasm suuTalid pakciiapu, Xopasm “Jlasru”napu, Macxapabo3iuk
VHAWHIapu, Typjid OMMAaBUHM pakciap, aWHuUKca, ypd-omaTiap, Mapocumiiap, yIymiiap
V36eKnCTOHHUAT GOIIKA BUIOSTIAPUra Kaparanaa Xopasmaa KyTpoK KaauMHIIMK aToMaTIapuH
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V3uaa cakiad, yHU XO3UPry 3aMOH aHbaHaIapyu OmiiaH 0oinTuoO kenaérup. Andarra, canbaT Typiapu
nuua 0auuil acap MHCOH PyXUSTH Ba OHTY IIyypHUTIa T€3 TaAbCUP 3TyBUYH BOCUTA cU(aTHIa aKpaind
Typaau. Emnap kanbuna Tapuxra KU3UKUII Ba XypMaT, KaJuM KaJpuaTiapra Myxa00at TyHrycuHu
HIaKUIAaHTUpUILAa, MadKypaBUM TaxIuajap Ba OMMAaBHM MaJaHUAT TabCHpUra Kapliu Typa
OJIaAUTaH KOMUJI MHCOHJIAp KUJIMO TapOusIamiia MyXuM axaMusT KacO 3Taju.

bunoGapun, Oyrynru kyHaa HadakaT adcoHaBUI
Vnkana, Oajlku MamilakaTUMM37a, XOPHXK JlaBjaTiapujia Xam
Xopa3Mm pakclapuHHMHI, XycycaH, “Jlasrn” YHWHIaApUHUHT
noBpyru Oanania. Heraku, KOHH-KOHHUJA PAKCHUHI CEXPJIH
TapoBaTH XKYIUO TypraH XaJKHUHI HadocaT Ba Iy3asIMKKa
Oynran mexpy Myxab0atu Oekuéc. VHCOHHMSATHHM 33TyJIMKKa
qyopuab, KanOnapra KYIIKUH Kal(usaT, KYTapUHKUIUK HHBOM
sragurad  “Jlasru” pakCUHUHI  YTMUILM, SPATUIIUIIH,
LIaKJJIAHUIIN Ba TapaKKUET OOCKUYWIAPUHU YpPraHUILI OpKaIU
¥30eK XalKyu MaJaHMSITHra OHJ MYXUM MabIyMOTIap
aHukiaHagu. Tapux Ba TacaBBYp, TaakKyp Ba XHUCCHET,
Tabuar Ba pyxusT ypracugaru OOFIMKIUK XOpa3Mya pakciap
TaTKUHUAa  0e0axo  MWIIMKA  KagpusaTra  aljaHaju.
XKamusargaru Bokeanap, kapa€Hiiap CHUHIapu MUJUIMHA pakc
CaHbATUHUHI  XapakaTjiapy, XoJlaTiapu, KHU3UKHUILIAPH,
nubocnapu, 6e3akinapu, udoaa ycyuiapu y3rapuiid MyMKHH,
JekuH  “ABecTo” TyFuwiIraH Xopas3Mm 3aMUHH, IOPT YTMUILIY,
MWUIHH PYXH, XaJIKHUHT MWUIMA V3JIMK TyWFyJiapu OuinaH
MyIITapaKk Tapuxu OOKHI KojaBepaau.YHUHI abagusTra JaxJAOPJIUIUHU Xe4 KHUM HHKOD
KujonMaiiau. Tapux Kabpuja acpuil KaJuM Mapocumiap, yaymiap, aHbaHaiap Ba ypd - ogariap
nouMo 0apxaét 0ynub, MUHT HHWJUIMK KQAPUATIAPHU aBJIOJIap/IaH aBjIojyiapra ojmo yTau.

2.MeTtoauap:

Mag3yHu épuTtHuiiaa y30eK CaHbATIIYHOCIUTUIA CHHOBIAH YTraH KUECHI-TapuXuil, KUECHII-
TUIIOJIOTUK, TICHXOJOTHUK TaxJWil Ba TaBcu(iaml, CHCTEeM-CTPYKTyp, TaBcuduiai, Kuécarl,
TacHU(IAI, JMHTBOKYJBTYPOJOTUK TaxJIMJ yCyJmapuaan doigananuigy. Tapuxuil TakKocall,
XOJIMCIIMK, TU3UMJAIITUPUIL TaMOMWIIapU acocuja XOpa3MHHUHI Tapuxu Ba KyO KaTjamid
MaJaHUATH Y30€K XalKd Tapuxu Ba MAJAHUSITUHHUHI Yy3BUW TapKUOMII KHUCMHU SKaHJIUTH
namnanrad. Xopasm “Jlasru” TypKyMUHUHT 9 pakciaaH mOopaT OJTHH 3aH)XMPUHHMHT MaJaHUN
MYXUTJAru €Tak4yu XaMJa TabCUPJIAHTUPYBUU YPHU, Ha3apuid, FOSIBUM Ba Oaguuil XyCycHSTIApH,
“ABecT0”0MIIaH MYIITapaK WIAW3JIAPU acociIaHAd. 3epo, MaJaHUATIap WHCOHUAT TAPUXUHUHT
Oapua naBpiiapura Mancyo 0ynu0, “ABecto” sipaTHiraH TabappyK MacKaHHUHI pakciapra Kyurat
CUPJM  YTMUIIM, ceXpiu MudIapu, MaJlaHuil aHbaHaJapu, asaj-a3algaH JyHE XaMyKaMHUSTHHU
KU3UKTUPUO KenaérraH Oaauuid — SCTETHK, MabHaBUW — MabpuHil, mwxTuMouii — dancaduii
TaMOMWIJTApUHUHT MOXUSTH 0410 OepuiiraH.

3. TagkuKOT HATHKATAPU:

V36ekucron Pecny6nukacu Ilpesupentununr 2020 iimn 4 ¢espangarn “Muumii pakc
CaHbATHHHU SHAJAa PUBOXKIAHTHUPUII dYopa-Tafaldupiapu Tyrpucuaa’tu xamja “Pakc canbatu
coxacuja IOKOpU Majakaliu Kajpjap Tai€piaml TU3MMHHU TyOJaH TaKOMUJUIAIITUPUII Ba WIMMM
CAJIOXUATHUHU SIHaJIa pPUBOXKJIAHTUPHUIL Yopa-Tagoupiapu Tyrpucuna’tu, 2020 itwn 28 centsadbpaaru
“Jlasru”xajikapo (ecTUBAJIIMHU TAIIKWII 3TUII Ba YTKa3uil TyFpucuaa’ru Kapopiapu y30ek pakc
CaHbaTH TapaKKUETHAA STHTH UCTIOXOTJIAp IaBpuHM Oonwiad 6epau. 3epo, “XalKuMU3HUHT MabHABUN
CaBUSICH Ba ICTETUK TapOUSCHUHU FOKCAITUPUIIIA MyXUM aXaMHUATIra 3ra Oyiral pakc CaHbaTUHU Xap
TOMOHJIaMa PUBOXKJIAHTUPHULI, €11 aBJIOAHM MUJUIMN Ba JKaXOH PaKC CAaHbAaTUHUHI HaMyHaJlapuJaH
KEeHT 0axpaMaH/I STUITHU 3aMOHHMHT Y31 Tajaad 3TMOKIa” 31,

Muwinuii TUKIaHUIIIAH MWUIMK IOKCAIUII capy Jaauil OJMMIIAETrad, YuuHuM PeHeccaHc
MOWJIEBOPUHU spaTaéTran SAHru SJ/36€KI/ICTOHI[3 MaJIaHU{ Mepocra, KaJIuM YTMHIIMUMHU3Ta XOJHUC
Hazap TalIall dXTHEKH TOOOpa MyXUM Ba 10y13ap0 axamMusT kKacO aTMoKAa.  AdconaBuil Xopa3m
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Vynkacu Mapkasuit Ocuéna TamKuwil TONraH SHI KaJWMIU JaBiatiapaad Oupu Oynubd, yHna
OOIIKapyBHUHT acpuil Tu3uMiiapu Ouinan O0apobap, MaJaHUAT Ba CaHbAT, XyHapMaHJUUIIUK, CaBJIo -
COTHK XaM PHUBOXJIAaHraH. by Xy/ynjna Tonuiarad MHCOH (PAONMSITUHUHT WIK JaBpUTra MaHcy® HOED
yIOMJIap TOUI aCpU AaBpuUra TYFpu Keiaau, Xamaa MUIojiad Oup Heda MUHT Huiliap aBBajil OBUMIIHK,
YOPBAUWIMK, JEXKOHUMIUK BY)KyAra KEJITAaHJIUTMHU aHIyIatagd. Xap Oup AaBpHUHI MaJaHUM
SHTWJIAHUIIN XaJTKHUHT MIWUIMH — Mabpuduit CaBUSICMHH OILINPAIH. [lynnmaii BakTiIap
OyiraHku, pakc CaHbaTU Y3Ura XOC MabHABUM YEKMHUII JaBpJIApUHU XaM OOIIMAaH YTKa3iu.
Otyxmap xam, 1OTKH3UKIap xam kym Oymau. Pakc aramvum HOEO Ba 6e0axo OOWMIMKHH K3
Kopauuruaai acpad, €1aky KYpUHHILIA KEHUHTU aBjoJylapra eTKa3ull yTa Mypakkao skapacH 7.
byrok amioma AOy Paiixon bepynuitnunr “Kaaumru xankmapaan kosraH €aropiukiap”
KUTOOMHUHT 5 - 600uaa myHnai mabiaymoT kentupuianu: “Kyraitba n6n Mycnum an — boxunuii
XOpa3MJIMKIAPHUHT KOTHOJApUHU XaJOK 3THUO, OUMIUMIOHIApUHU Yyiuaupub, Kutod Ba
nadTapiapuHu EHAUpPraHu cababiy ynap caBoACH3 KOJMO, ¥3 sXTUSKIapuaa &ayam KyBBaTHTa
CystHaAWTaH Oynauiaap. Y30K BakT HIyHAai Oyirad, Keauuo oaraHiapyuHy €n1a cakiad xKoyuauiaap”
[14;86]

Kamust sHrunanaérrad, MILIUN Ba yMyMOalapuil KaJpusTiap TUKIaHa€Tran oup naitaa
y4 MUHT MMJUIap OJIIUH Fo3ara KejraH KaAuMId MaJaHUSTIApHUHT MIAaK/UIaHUIIN, PUBOXKU Ba OUp-
Oupura KopuiryBuHH, “Jlazru” Typkymu kabu 6e0axo MajaHuil MEPOCHUHT ELIap OHTY — IIyypHUra
TabCUPUHU SHIMYA TaMOMMILUIaAp BOCUTACUA YPraHUII Ba WIMHMM TaxXJIWJI KWINAII KyH TapTUOUJArH
SHT MyXUM Macanajaup. BoXxaHuHT y30K YyTMHUIIUAAH TYBOXJIUK O€pyBUYM CHUPJIM KaJIbajlap, MyXTalllam
KYpPFOHJIap, OF3aKM KYPHHHMINJA aBJIOJJAH - aBjoiara YTub kemaérraH “rox’’nap, (GOJBKIOP
HaMyHaJlapy XaJIKHUHT IOKCakK TaakKypuaaH Aapak Oepaau.” ABecTo’za IIyHal AeHUIaau:

Xwupuiigaru Maps €xnapra,
Xawm I'oara, xam Cyrnuénara,
Exyn okap Xopasm copu

Atoxnu cuécarmyHoc onum, npodeccop HIKYpaeB Tyrpu Tabkugnaranuaex, “Asecto”
yMyMaH KOMHOT Ba 3aMUH, UHCOH Ba Xa€T, YIMM Ba a0ausiT CUHrapu OyTyH UHCOHMSITIa MyILITapaK
KyMOOKJIap, caBoJUIap Ba caBOOJIap XaKula XUKOS KuJagu. “ABecTo”’na AYHEHHHT SPATHIIMIIM,
MHCOHHMHT XaJK OY1u0 KaMoJl TOMMILIM, 33TYJIMK y4yH €BYy3 Kywilap OWiiaH Kypallu, SpKUHIIUK,
WKOJIKOPIIUK Ba OYHEIKOPIMK Hymuaaru op3ynaps ¥3 udonacuau torran” %358,

2019 #tmnnunr 12 nexabpsb kyHu “Jlazru” MHCOHUAT HOMOAIMI MEPOCHHUHT PETPE3CHTATUB
pyiixarura  Y30eKMCTOH  MajaHuil  MEPOCHHHHT
aneMentn cudaruga kuputwigd. HOHECKOHuHT
Homonnuii MepocHH acpain XyKymaTiaapapo KyMUTacu
“Jlazru”’HUHT Nuconusat HOMOI NI MEpOoCcH
PenpesentatuB  pyiixarura KUPUTWINLOIMHUA  OBO3
Oepmac/aH, KEHI' KOHCEHCYC acocuia MabKyJUIa 1.

“Jlasru” pakcuga KaguM XopasMm CcaHbaTH,
YHUHT Xa€TceBapiIMK TaMOMUIUIApU FOKCAK MaxopaT Ba
3aBK OMJIaH TapaHHYM ITHJITAH. XaKUKUHA CaHbAT XaMMa
3aMOHJIap/ia XaM HCTEbJI0]l Ba MEXHATHH, CAaJOXUIT Ba

CE AR‘F { M3TAHUIOHUM ~ MaxopaT OwiaH  yHFyHJIaIITUpraH
: 4 wkoakopra Hacub kKwinamu. Opammnap ypracuaaru

KH REZM DANCE - IYCTOHA WHCOHHMM MyHOca0aTiapHu VpHATHII Ba
L S‘;HO OL MyCTaxKaMJIalllJla CaHbaT Ba MaTaHUSATHIHT, HOMOUTHIA

' OOUNUKIApHUHT axaMusITH Oekuéc. ‘“ABecTo” 1a

' ndonamanran XapakaTJIAPHUHT PpaKC dIeMEHTIapU
OwiaH MymTapak JKaHiauru ‘‘Jla3ru”HUHT HUXOATAA
KaJuMui SKaHJIUTUaH Janosat Oepanau.
3apaymrtaiiap 3aMoHMIAa aéiiap TOMOHMIIAH J1aBpa
O0ynu0, ypMa 4onryJap, SbHU JToupa Ba Jad JaauHTaH.
Tyrpu, “ABecto”’nma  ‘“MapHaBUAT JE€raH  Cy3

135



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

UIUIaTWIMANAM, JIEKUH YHUHT Oop MoOXuATH ouyub Oepunaau. 3apIylITHINIMKAA OAamiiap
yiayfiaHrad, mapadiaHrad, YyHKH yjgap OJMH  WHCOHWHN  (aswiartiapHu  y3napuia
Myxaccamiamruprannap. ly Hykran Hazapaan “Jlasrn”’Hu Xa€TCeBapJIMKHU YIYFJIOBUYU, Tapruod
3TYBUM 1Iapad Ba ry3auiuk pakcu AeWui MyMKuH. Typiu MuIaTiapHu Oup 1aBpara kaM KHIyBUH,
ylAapHH OUPIAIITAPYBYM acoC Xa€TCeBapIMKIUp, MyxadOarmup. “Jlazru” V3WHWHT UIyHIaH
MY'bKH3ara 3rajuru OuiiaH axxpaiud Typau.

“Jla3ru”HUHT KaauM Wigu3iaapuga Xopa3M pakc MakTaOura ouj] SHI HO3UK 3JI€MEHTIapHUHT
MOXHUATU MyxkaccaMm. “Macxapabo3 Jlasrucu”, “Kaiipok Jlasrucu™, “/Ayrop Jlasrucu”, “Cypnaii
Jlasrucu”, “Capotit Jlazrucu”, “Yanrak Jlasrucu”, “Xusa Jlasrucu”, “I'apmon Jlasrucu”, “Xopasm
Jlazrucu” xabu Oup-OMpuHU Takpopiamaiaurad 9 myxraimiaMm acap BaTaHUMU3 TYNPOFUHUHT
KaHyalap yJIyF Ba MYKAJJAacIUTMHHM, MWUIMA pakC CaHbaTUMU3HMHI KaHYajlap CepKUppa
SKaHJIMTMHU aHTJIaTyBun 6€0axo Xa3uHaup.

Adcona - 10 puBosATIapaa aWTUIWIINYA, XOpa3M pakC MAKTAOMHUHT TylATOXH - “‘Jlasru”
TYPKYMHHHHT OOII FOSICH XaM AyHEHHHT SPATHIIUINHN, “KOMHOT Ba 3aMUH, HHCOH Ba XaéT, YINM Ba
abamusat” Ounan Oornuk.  LlyHunrnek, kanumuit XopasMm Xyayauaa sicTaHuO €rrad Ba OyryHIH
KyHraua TypJid KypuHUIIJa Ou3radya eTud KelraH caHbaT, MaJaHUSAT AypAOHAJIapu Ba Kalba
maxapJapuHUHT KOJIUKIApH Xakuaa Oexucod wmud, spraxiap Mapxkyd. Xap oup adcoHa taruaa
MUHTIa0 XaKuKaT €Tau. XOpa3MHUHT YTMHIIUHHY [Ty aBp/a sAIarad KAIHJIApHIHT TAXMUAHJIApPHTa,
OYIOK TapuX4M OJUMJIAPHUHI MaHOalapura, apxeoJioruK KauiiMaiapJaH YUKKaH Janui-aiénapra
Kapal TaxJIuj KAJIaMu3.

Xamu YTpok Oynmaran, HyTK IIaK/UTaHMaraH JaBpiapiaa Wik ojamiap Oup — Oupu Ousnax
Xapakariap, MUMO - HIIOpajap OpKajlu (mapaxTHUHT KYpUHUINM, Kaepjaa >KOMJIaIIraHjIury,
MEBACHUHUHT IIAKJIK, paHru) ‘“ramammuimran’. Kehnnuanuk, Oy ©MO - HIIopaiap TaKOMUJUIAIINO
00pub, WIK pakc XxapakaTiapy JIEeMEHTIIAPUHUHT Naiiao oyaummra oo keinau. byrynaru Xopasm
pakc MakTaOMHMHT TaOWaTHU, YCUMIIMKIAp TyHECHHU, OCMOH, OM Ba KyE€IIHM Oaluuil TacBUpJIaLl
ycyjulapu 1ryHra Oopu6 Ttakanamu. Kyn xapakatiapuaa JapaxTHUHI, MEBaJapUHUHI HIAKIMHU
udopanarat, 103 udpogacu OUIaH MEBAHUHI TAXUPJIUTUHU, IIUPUH KU aUUUKIUTHU TaCBUPJIAHTaH.
“Onma y3um’”, “y3ym y3umr’”, “ryi skumr’”, “rys Tepuur’, “TyJIHU Xuuiaim’”’, “TyJHUHT UQOpHaaH
MacT Oynumn”’, “poxariiaHuin’, “3aBKJIAHUIN’, TYJIHH €K MEBaJlapHU OWPOH HIHUINTA COJIUII
(KeMMHYaNuK IIAK/UIaHUO caBaT Ba TYJJIOH IIAKJIWIra Keiau) KaOu pakc XapakaTIapUuHUHT HIIK
WIAU3Tapu yiapra 60opu0 TyTtamaau, nerad GuKpaamMus.

“ABecTo”1a aUTUITAHHUICK, WIK OJaMJIapHH YIUMIAH Cakjiald KOJTraH, THPUKYWINK MaHOau
oynran “Yammazopnap Ba mapé CyBIapUHM OJKUIN dTaMu3. [ MEXTApHUHT TaHA Ba WIAU3JIAPUHHU
9b30371aiMKU3. bapua cyB XallBOHJIApW, €p OCTM MaxJyKJIapu, IappaHia Ba 4YappaHIaJlapHU
onkumaitMusz”1°100!.  BoTkokmMKnapaa AIIOBYM Maccareriap — acocaH — OaauKiaap OuiaH
osukianumrad. [lapénap Ba kyinap arpoduuaru 1apaxTIapHUHT MEBa Ba WIIM3IApU IIUPUHPOK
oynran. Ogam3o04 3HIM Hap€ Ba KyJiapra SKHHPOK JKOWUJIapa siamira MHTHiIa OOIIaan.

“Jla3ru” TypKyMH oJiaM Ba OJlaM MyHocabaTiapura ouj Wik KaApUsTIapHu Y3uaa cakiad
KenaétraH Kagumuid Earopnuk  cudatuna OyryHTH KyH ENUIAPUHUHT ACTETHK JIWHHU
HIaKJUTAaHTUPUILLIA y3ura xoc Mabpuduil axamusTra 9ra.Y30eKHCTOH XalK —apTHCTH
I""MaréxyboBanunar ¢uxpuda, “Jlazru” pakcuaa kaauMm Xopa3M CaHbATH, YHUHT XaETCEBAPJIMK
TaMOMHIIApK FOKCAK MaxXoparT Ba 3aBK Ounad TapannyM stunran” 1391 “Apecto” marm  “ary
¢bukp, 33ry Kajom nap XyJIu MabHaBUil — Mabpuduil 1abBaTAeK Tabcup Kuiaau. by nanBat ycud
kenaérrad €1 aBlioJl KAJIOMHU MOKIAMIM, SXIIWIMK Ba A3TYJIUK TYHFyJIapuHU YHFOTaau, Xaér
Ma3MYHUHHU 4yKYppOK aHIJIAlllHU, TaOuaT MHbOMJIApUHU acpad — aBaijaliHu yprataad. AWHaH 11y
cabokJyiapaH KyHTuia o0oauru Oomananu. “Ep ro3udazu scamuku CysiapHu OAKUULIAUMUS, XOX
KVIMAK, X0X PABOH, XOX Uauimd, Xox 0apé, Xox Kop éa émeup cysu 6yicun. buz cyenapuune onoea ea
Kyliuea mynkun omu6 oxuwunu onkuwnaiimusz” 1701,

Macanan, “Cypuaii Jlazrucu” pakcu pUTMIIApUAArd  AHUKJIUK, KYIIKAHITHK,
XapakaTJIapHUHT TE3KOPJIUIY Ba IIUJIATH allHaH CyBJIAPHUHT KUPFOKJIApaH TOmHuO, onjra, KyiHura
Ba IOKOpHUTa KaTTa Ky4 OuiiaH “TYJIKWH oTUI "WHU dchaTaan. CoxTa TabaccyM, F03aKu XYIIOaXTIIHK,
WINW3CU3 MIOUIMK (akaT MHCOH PYXMSITH Y4yH dMac, Oaliku, caHbaT acapiiapy YUyH XaMm KOHHU
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suéaanp. KoMar Ba KYJUTapHUHT CUPFaJITaHCUMOH Ha(uC SIMWIUIIN (COKMH OKaéTraH aapé),
KyTHJIMarasaa “kotu0” Koiaumu (napéra TYFOH ypWIIIM), KOMAaT CeCKaHraHAeK TUTpail Oomnuiaiau
(mapé€ xuprokjapjaH Towuil apadacuia), KUIPUKIAp Ba KOILJIAPHUHI OCUXTUEDP yUMIIM, TaBja
MYJIOWHMM YapxX ypaad, KyJuiap maxa OuinaH “TYIKUHAal oTwiaau” , 3XTUpoc OumaH ‘“‘cakpama’
xapakatu Oaxkapuianu, pakkoca uykkamangu. uanatkop, uc€Hkop, OYHcyHMac OXaHIJIApHUHT
KO3MOAMM KyApaTH, TYyFEH TYyJla IOpaKJapHUHT 3apOjapu, SpKUH raBlia XapaKaTIapUHUHT
Ma(TyHKOp Ky4H, CEp3aBK, OTAIIMH X0JIaTiIap, YU UMO — HILIOpajap  TOMOIIAOWHHU Y3Ura poM
3TaIu.

V36ekncron Pecny6nukacu [pesnaenTuHIHT “JIa3rn” Xaakapo pake hecTHBATHHHI TAIIKHI
3THIL Ba YTKa3ull Tyrpucuja’u Kapopuaa anoxuaa TabkuIaHraHUACK, “MamiakaTUMU3HUHT 00
paKc caHbaTH TapUXHJa AIOXHUAa YpuH srajuiarad ““XopasM JIa3TH pakcu’ Y3Hura Xoc WKpo yciayou
Ba x03ubacu Guman Hadakat Y36eKkuCcTOH A, Galky YeT AaBiaTiapaa xaMm Mamxypaup. FOHECKO
TOMOHMJAaH “Xopa3M JlasTu pakcu’ WHCOHUATHUHI HOMOJIMM MaJaHWil Mepocu pyiixarura
KMPHTUIITAHINTH XaM YHHHT GeTaKpop caHbaT SKaHIUTHIAH aanoiar 6epamu” ),

bymkyn ocmonnu maox smamus.
bapua onoyznap, oii 6a Kyéwnu onxuwnaimus

Tynpok 3appanapunan yay3nap Kagap etud 6opran KYHTHI EFAyapH, capxaa Oummac
op3yJiapu, Myxab0aT apMoHIapu Ty€ oif Ba Ky€Il, Ke4a Ba KyHy3 OpauFuaary nynra yxmaiamn. Tor
€¢nbarupiapuia smarad oJaMJIapHUHT TYPMYII Tap3u anbarra OaIMKYMJIApHUKHIAH OOIIKa4apoK
Keurad. fIpHuU, ynap acocaH MeBajap OWIaH O3MKJIAHTaH, KEMMHUYAJIMK OBYWIMK IIAKJUIaHUO,
XalBOHJIAp TYIITHHU UCTEHMOJ KUIUINTA YTraH. bup - Oupmapura xapakaTiap Ba UMO — HIIOpajiap
OpKaJIM XaiBOHJIAPHH OB KHJIMIIHH, ITyCHO OOPHIIHM YpraHraHjiap, XalWBOHJIAPHUHT KYpPUHHIIHHH,
HUMaJIap OWJIaH O3UKJIAHUIINHY, KWIMKJIApUHA KypcaTub Oepraniap.

Keitmnyanuk Oy snemeHTNap makuiaHuO Oopran,  “Macxapa6o3 Jla3rucu HUHT MITK
KypTaKJIapyuHH L1y XapakaTJIapHUHT TYFHIIAIIM OuiiaH Oornam sxousaup. Llynunraek, “Macxapabo3
Jlazrucu” pakcu Tabuar OujaH yHFyHJAIIraH WJjJaM Ba TE3KOp Xapakarjiapra Jrajiuru, yra
KYIIKUHIUTH Ba CEP3aBKJIUIH, KYJ XapaKaTJIapUHUHT, KY3 KapalUlapuHUHI MabHOJODPJIUTU Ba
0ETaKpOpJIUTU TAaKJIUJ CAHbAaTUHUHT Y3Ura XOCauru OwuiaH Oup — Oupura MaHTUKUN SKUHIUK KacO
sTaau. “ABeCTO”aH OJIMHTaH KyWHaaru rmapyara 3Tubop 0epunr. Kewne gooutinap 6axwuoa smap,
ITooa yuyn, tiunkunap yuyn Vi 3amunoa smun kezaoup Qoamnap xam, sconusoprap xam' 196!,

By carpmap “Jla3ru” pe3umaru OCMOH Ba KEHTJIMKJIAP, 3aMHUH Ba CaMo, 3WJIOJ CyBJIap TaCBUPH
upomacunu scnataau. Oxucra KajgaMm Taluiall, spuM OYKWIMII, KyUIJaH Y3UHU XUMOS KHJIWII,
KyIIHM Xaljail, TYJIKUHJIAPHUHT XOJaTUHU TacBUpJAll, CyB MaBKM, Kapcak yanul KyIIHU
gyuutui, (Bby xapakaTtinapHuHT XaMMmacu OCMOHTa Kapal® Oakapuiaau) ¥3 YIbKacuiaH XypCaH.l
Oynui, y3ura MIIOHMIL, Y3 MEXHATUJAH KOHUKUIL, Kalpuiauml, €Kku Kapcak 4anud Oup - Oupura
xabap Oepuil xapakaTiapu cudaTuaa pakc TabIMMHUIa KUPUTHIIH.

Anabuérmrynoc onum B.benuHckuitHuHr Qukpuya,”’CanbaTia MKKA XUl TY3aJUIMK Ba
Hadocar 60p. bupununcu Tycataan, gpaBKynoana Ba 6€X0ociaH TOHT KOJAUPAaAU, UKKUHYUCH acTa-
CeKMH KanbmapHu 3a0T dTa Oopamu. bupuHuncuHWHr >x03ubacu - Te3, JEKUH YTKUHYH;
MKKUHYMCHHUKM 9ca, Ba3MuH, jnekuH abamuitmup” 51291 “Jlasru”typkymura mancy6 — pakciap
V3UHUHT T€3 TabCUP KUITYBUYH 3aBKU, TOMOIIA0OMHTa KYTApUHKY KalpuAT Oaxin HTUILN OulaH, cexpu
Ba TWJICMMJAapu OWiIaH XaM OMpUHYM, XaM HMKKHHYM Toudara Kupaau, JIEKMH Xe€4 KauOH 3C/aH
YUKMaiau. Yiap/a BaTaH Ba MHCOHUSAT TapUXH XaM, MHCOH KYHIJIM XaM, MHCOHHUHT Tabuat OuiaH
MyHoOcabaTiapu xaM TYJIUK HaMO€H Oynanu. VYIapHU UIyHYaKd TOMOIIA KWJIMII MyMKHUH 3Mac.
“ABecT0” TaBpUHMHT a)COHA Ba PUBOSITIAPU PAKC JPaMaTU3MHUHU KydalTHpaIH.

4.Xyaocaaap.
Bakr ytran capu “Jla3ru” TypKyMHHMHI IOPT Ba MWLIAT Tapuxu OuiaH OOFJIMK SIHTUIAH —
SIHTY KUppaJapy OYMJIHIIH, Y3MHUHT WIKH MMKOHHUATIAPUHE HAMOEH STHUIIN aHWUK, Y HUHT Oauuii —
ACTETUK, TAPUXUH - STHOrpaUK TaMOMUIUTapuHU 00pa3iap OpKajlu OuMIIra 3bTHO0p Kydasau. Kym
Oocran Kairpajap, xapoOara aijaHTrad KypFOHJIAp KabpuIa acpuil KaJuM MapocuMmIap, yaymiiap,
aHbaHajap Ba ypd — OJATJIApHUHI M3JIapH J0UMO Oapxaér. Yinap MHUHI WHWJUIMK KaApusATIapHU
aBJIO/IJIAP/IaH - aBjiojyIapra ouod yraau. Tapux Ba TacaBBYp, Tahakkyp Ba XUCCUET, TAOMAT Ba pyXHST
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Vpracumarn  OOFIMKJIMK XOpa3Mya OTallMH pakciiap TaJIKuHUAa 0e0axo MIILIUN Kaapusrtra
aliJlaHraH.

Xopasm “Jlazru” TypKyMUHUHT Oanuuii — 3cTeTUK udoaaiapunu, , Mabpuduii — sTHOrpaduk

XyCYCUSATJIApUHHU, XaMMa 3aMOH Ba MaKOHJIApra XOC yJIKaH XaKUKaTjiap Xycycuaa 0axc ropuTaéIra
“ABecT0” OMJIaH MyIITapak Tapuxui — pancaduilt MOXUATUHU YTMUIL, OYT'yH Ba Kelakak KeCUMH/Ia
WIMMH TaxJIMI 3TULT MYXUM axaMusT KacO 3Tajiu.
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JIuza Ypa3zmbeToBa

3aBeayromias kapeapoit «MckyccTBo pexkuccypb» Hykycckoro drmana
['ocynapcTBEHHOI0 MHCTUTYTA UCKYCCTBA U KYJIbTYpbl ¥Y30eKucTaHa
Ka3zak6aeBa Pamy3a

npernogaBaTess kadenpsl «Pexuccypa» Hykycckoro dunmana
['ocynapcTBEHHOIO MHCTUTYTA UCKYCCTBA U KYJIbTYpbl ¥Y30eKucTaHa

PEXXUCCEP-HA’)KUMATIVUH AHCATBAEB
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AHHOTALIUS
B nanHO¥ cTaThe paccka3bIBaeTCS O PEKHCCEPCKONM AesITeNIbHOCTH Tpodeccopa
Haxxumarnuaa Ancarbaesa.
KurwueBble ciaoBa: pexuccep, akTép, CHEKTAKIb, CIEKTaK/b, UCKYCCTBO, NMAHTOMHMA,
penepryap, IMYHOCTD, TPYIIIIA, PEIETULUS.

Rejissor — bu individual san’atkor. San’atdagi individuallik esa borligni badiiy obrazlar orqali
ifodalash kabi o‘zining betakror xususiyatiga ega. “Rejissor - bu avvalo hayotni obdon kuzata
oladigan, o‘zining teatr sohasidagi professional bilimlaridan tashqari, hamma sohalardagi bilimlarni
maksimal egallay olgan kishidir” .

Rejissorlik kasbi ma’nosini ifodalashga uringan har xil tushunchalar mavjud. “Rejissor — bu
hayot mazmuni” degandan boshlab, toki “rejissor — bu keng miqyosda fikrlovchi odam” degungacha.
Bunday garasangiz rejissorlik kasbining ko‘p turlari bor: drama rejissori, opera rejissori, musiqali
teatr rejissori, qo‘g‘irchoq teatri rejissori, janglarni sahnalashtiruvchi rejissor, sport rejissori,
ommaviy tomoshalar rejissori, sirk rejissori, estrada rejissori, pantomimalar rejissori, kino rejissori
(badiiy, hujjatli, ilmiy-ommabop, multfilm, (kliplar suratga oladigan rejissor), televideniya rejissori,
radio rejissori, rejissor-pedagog, sahnalashtiruvchi rejissor va hokazo. Bularning hammasi—katta
xariflar bilan yozilishiga miyasar bo‘lgan REJISSOR.

Bir necha asrlar davomida uzoq yo‘Ini bosib o‘tgan rejissura san’ati mana bugunga kelib o‘z
o‘rniga ega bo‘ldi. Rejissuraning yangi shakllari kashf etildi. Ushbu mavqeiga loyiq bo‘lgan insonlar
o°z ish faoliyatini yuksak darajaga ko‘tara oldi. Jumladan, qoragalpoq rejissura san’ati ham oz taniqli
shaxslari bilan fagirlanadi.

“Tong nuri” truppasidan tashkil topgan hozirgi Berdaq nomidagi Qoragalpoq davlat akademik
musiqali teatri iste’dodli ijodkorlaridan biri hisoblanmish Najimatdin Ansatbaev qoraqalpoq
xalqining san’atini rivojlantirishga o‘z hissasini qo‘shgan.

Bu kishining o‘z xalqi va vatani, teatri uchun jonkuyarlik faoliyati bilan bilish sirlarini
o‘rganish, xar bir kasb egasi faoliyatini chuqur anglash, tafakkur qilish, his-tuyg‘ularini jamlash
orqali Qoraqalpoq san’atini rivojlantirishga katta hissa qo‘shdi.

Bugungi kunda bu shaxsning sahnalashtirgan spektakllari teatr repertuarning oltin fondida
saglanmoqda.

Najimatdin Ansatbayev 60 dan ortiq spektakllar: 1967-yil “Qaynona”, 1970- yil “Otello”
rejissor assistenti, 1971-yil “Jon qizlar”, “Tiklangan boyroq”, 1972-yil “Garib ochiq”, 1973-yil “Abu
Rayhan Beruniy”, 1975-yil esa “Ruskiye lyudi” B.Ravenskiyxning assistenti, 1976-yil “U dunyoga
taklif”, “Hayotdan to‘ygan tun”, 1977-yil “Alangali yillar’, “Yaralangan yuraklar”, 1978-yil
“Suymaganga suykanma” “Eglengen bahor”, “Yalang‘osh karol”, 1979-yil “Yolbaris bilan
uchrashkanda”, “O‘yinnan oymaq”, 1980-yil “Uch boydoq”, “Nukus legendasi”, “Bir uyda ikki umr”,
“Kelinlar qozg‘aloni”, 1981-yil “Ug‘rini qaroqchi bosti”, “O‘jat”, “On uchinchi predsedatel”, 1982-
yil “Saq qarg‘a sog‘ag‘idan”, 1983-yil “O‘kinich”, “Minglardan biri”, 1984-yil “Auesek”, 1985-yil
“Meni sudlanglar”, “Muhabbatni qadrlang”, 1988-yil “Xanuma”, “Oyimning yettinchi eri”,
“Ajiniyoz” operasi, 1989-yil “Maysaraning nayrangi”, 1990-yil “Hayotdan to‘ygan tun”, 1991-yil
“Ota taqdiri”, “Ko‘ngil soyasi” 1992-yil “Odamlar qalay buzilgan”, 1993-yil “Eringni berib tur”,
1994-yil “Jetimek”, “Eng suluv kelinchak”, 1996-yil “Saxipqiran”, 1998-yil “Adolatqa xiyanot”,
2003-yil “Urushga nalatt”, “Yettinchi dadam”, 2005-yil “Tirsakler”, 2007-yil “Alpomish”, 2009-yil
“Qizing or nomising”, 2011-yil “Nur saydada qolmaydi” singari spektakllar tomoshabin e’tirofiga
sazovor bo‘ladi.

1973-yili Najimatdin Ansatbaevning ko‘pdan berli orzu qilgan rejasi amalga oshadi.
Madaniyat vazirligi qoraqalpoq teatriga zamonaviy fikrlaydigan, sahnada yanglik yaratishga
intiladigan yosh rejissorlar zarurligini inobatga olib, Najimatdin Ansatbaevni Moskvaga ikki yilga
rejissorlik mutaxassisligi bo‘yicha malakasini oshirish kursiga o‘qishga jo‘natadi. Qoraqalpoq
aktyorining cheki mashhur Moskva Maliy akademik drama teatriga tushadi. Teatrning bosh rejissori
taniqli, katta ijodiy tajribaga ega bo‘lgan Boris Ravenskix Najimatdin Ansatbaevni o‘ziga yordamchi
etib oladi va unga barcha imkoniyatlarni yaratib beradi.
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Ikki yil davomida Najimatdin Ansatbayev Maliy teatr ijodiy jamoasi, uning an’analari,
harakatdagi repertuarlari bilan tanishadi. Bilimga, yangilikka chanqoq

Najimatdin Moskvadagi boshga teatr jamoalarining eng sara spektakllarini gayta-qayta
tomosha qiladi, tajriba orttiradi, o‘ziga kerakli xulosalar chigaradi.

Sahnaning zabardas kasb egalari, jahon teatrlar tan olgan rejissyorlar: A.Goncharov,
V.Pluchek, O.Efremov, M.Lyubimovlarning ijodiy faoliyatini o‘rganadi. Jumladan,
“Momagqaldiroq”, “Don Kixot”, “Po‘lat erituvchilar” nomli spektakllarni qayta-qayta ko‘rib, tahlil
etib, ushbu ijodkorlar bilan ijodiy muloqotda bo‘ladi. Maliy teatrning rahbari Mixail Tsaryov
sahnalashtirgan A.N.Ostrovskiyning “Svetit, no ne gret”, A.S.Griboyevning “Aqillilik balosi”
spektakllardagi Famusov rolini ijro etgan qoraqalpoq aktyori xotirasida muhrlanib qoladi. “Teatr”
jurnalida bosilgan (1974,Nel1) M.Tsaryovning M.Azizbekov nomidagi Ozarbayjon teatrning
Moskvadagi gastrollariga bag‘ishlangan “Bir asr yashagan teatr” nomli maqolasi, “Sovetskaya
kultura” gazatasida chop etiladi va 1975-yil 14-mart sonida chop etilgan “Ijodiy ilhom manbayi”
maqolasi Najimatdin Ansatbaevda katta taassurot qoldiradi.

Najimatdin Ansatbaev ikki yil davomida mashhur rejissor Boris Ivanovich Ravenskixdan ko‘p
narsalarni o‘rganganligini ta’kidlab o‘tadi. Boris Ivanovich Ravenskix repetitsiya jarayonini
mukammal tashkil qila olishi, o‘zining rejissyorlik yechimidan kelib chiqib, aktyorlarga aniq
ko‘rsatma berish, repetitsiya jarayonida aktyorlardan asardagi mubhit, shart-sharoitni aniq va chuqur
tahlil qilishlarini talab qilishlarini, spektakl ijrosida aktyorlar ansambli yaratishning yo‘llarini
o‘rganadi va ustozning ijodiga, ish uslubiga, rejissorlik mahoratiga xos bo‘lgan ushbu xususiyatlarni
Najimatdin Ansatbaevning rejissyorlik sohasidagi ishlanishlariga ozining ijobiy ta’sirini ko‘rsatadi.

Najimatdin Ansatbaev ijodiy faoliyati davomida Rossiyali ustozidan to‘plagan tajribalarini
amaliyotga tatbiq etish borasida, ayniqgsa, rejissorning katta jamoalar bilan yaqindan muloqotda
bo‘lish xislatlari va harakatlaridagi o‘ta muhim bo‘lgan talabchanlik, jamoaning oz rejissyorlik
yechimi topish uchun atrofda birlashish kabi xususiyatlariga amal qila boshladi. Rejissorning
teatrdagi mehnat intizomi, repetitsiya jarayonidagi qattiq qo‘lligi, jjodda ham intizomga talabchanligi
ustozi Boris Ivanovich Ravenskixga taqlid qilish emas, balki jamoada ijodiy mubhitni bir me’yorda
saglab turishning asosiy kalitlaridan biri deb qaralganligi adolatli va to‘g‘ri deb bilganligi sabab.
Qoraqgalpoq rejissorining repetitsiya jarayoniga, uni tashkil qilish, spektaklda band bo‘lgan
aktyorlarda oz prinsiplariga ishontirish, ularda ko‘nikma hosil qilish qobiliyatini nafaqat o‘zi
ishlayotgan teatrda, balki O‘zbekiston milliy akademik drama teatrining faxriylari tomonidan ham
jjobiy baholanganligi, uning tutgan yo‘lining to‘g‘riligidan, ijodiy salohiyatning yuksalishidan
dalolat beradi.

Najimatdin Ansatbaevning gadrdon do‘sti, Qoraqalpog‘iston xizmat ko‘rsatgan jurnalist
Sharaf Usnatdinovning “Ko‘rganlarim va ko‘ngildagilarim” nomli asarida uning ijodiga xos
xususiyatlarni kuzatganligini quyidagicha ta’riflab beradi: Rejissor Najimatdin Ansatbaev repetitsiya
o‘tkizilgan paytda teatrda barcha harakatlarni to‘xtatib, pashshaning g‘izillagani ham eshitiladigan
jimlikning guvohi bo‘lganman”.

1999-yili uni Hamza nomidagi o‘zbek davlat akademik drama teatriga qozoq dramaturgi
Bagxoja Mugayevning “Hayotdan toyg‘an tun” piesasini sahnalashtirishga taklif qiladi. O‘sha kunlari
xizmat yuzasidan Toshkentga kelganimdan foydalanib, do‘stimni so‘rab teatrga bordim. “Og‘ani
so‘rab keldingizmi?”, dedi yoliggan odamim. “Yo°‘q, menga Najimatdin Ansatbaev kerak edi” deb
javob gaytardi. Teatrda u kishini hamma Og‘a deb atashar ekan.

Oradan bir oylar o‘tgan, shamasi, yana teatrga yo‘lim tushib, do‘stimni so‘rab bordim.
“Og‘ani repetitsiya paytida chaqira olmaymiz. Teatrning repetitsiya bo‘layotgan qanotidagi barcha
xonalar qulflangan. Kalit og‘aning o‘zida. Kirish ham, chiqish ham mumkin emas” deyishdi.
Teatrning keksa aktyorlaridan biri “Teatrimizda Mannon Uyg‘urning shamoli esdi”, desa yana biri
“O‘z davrida “Og‘a” teatrda mana shunday tartib o‘rnatgan edi” deb, esladi. Menda do‘stim
haqqidagi bunday fikrlardan g‘urur hissi paydo bo‘ldi, deb ko‘rsatadi.

Najimatdin Ansatbaev nafaqat qoraqalpoq balki O‘rta Osiyoga taniqli rejissor. Shunki u
sahnalashtirgan spektakllar qardosh xalglarda ham ulug‘lanadi. “...Hayotdan toyg‘an tun” spektakl
sahna yuzini ko‘rdi va tomoshabinlarni lol qoldirdi desak mubolag‘a bolmasa kerak. Rejissorning
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asosly vazifasi aktyorlarni to‘g‘ri yo‘naltirish. Shunki bu maqgsadni, vazifani Ansatbaev uddasidan
chiqdi va bir mualif sifatida “Hamza” teatriga estalikga qoldirdi- deb O‘zbekiston xalq artisti Yoxub
Axmedov Najimatdin Ansatbaevning ijodiy ishi haqgida ilq fikr bildirdi.

“Hayotdan to‘ygan tun” piesasining avtori, qozoq dramaturgi Bagxoja Muqayev:
“...Najimatdin Ansatbaev bizning xalqimizga, yani qozoq, qoraqalpoq, o‘zbek umuman turkiy xalqlar
uchun o‘z ijodiy hissasin qo‘shgan fidoyi shaxs. Ularning do‘stligi ijodiy birlikda. Bunday
vatanparvar va mehnatsevar kishining shakllanib kelishi bizlar uchun aynan muddao deb
hisoblayman” deb o°‘z fikrni bildirganlar.

Rejissor birinchi navbatda tomoshabin uchun mehnat qiladi. O‘zi sahnalashtirgan asarda o‘z
so‘zini ayta olsa, tomoshabin ongiga yo°‘l topib, ularga eng asosiysi ma’naviy ozuqa bera olish — bu
har bir ijodkorning muvaffaqiyati va yuksalish nuqtasi desak mubolag‘a bo‘lmaydi. Spektaklni
sahnalashtirish  jarayonidagi qiyinchiliklar, tortishuvlar, bahs-munozaralar, muhokamalar
tomoshabining bir gina olg‘ishida esdan chiqib ketish xususiyatiga ega. Darhaqiyqat Najimatdin
Ansatbaev tomoshabinlar e’tirofini zaft eta olgan va ularning olqishini hamda sevgisini qozona olgan
rejissyorlardan hisoblanadi.

Najimatdin Ansatbayevning qoraqalpoq teatri uchun ko‘rsatgan ijodiy faoliyati davomida
uning mehnatlari rag’batlantirildi: 1969-yili Qoraqalpog‘iston xalq artist, 1974-yili O‘zbekston xalq
artisti, 1980 yili Berdaq nomidagi davlat mukofoti sovrindori, SSSR mexnat veterani, O‘zbekiston
Respublikasi Mustaqilligiga 10 va 25 yil, O‘zbekiston Respublikasi Konstitutsiyasiga 25
yil ko‘krak nishonlari, 2000-yil Mehnat shuhrati ordeni, 2009-yili El yurt hurmati ordeni, Mehnat
faxriysi ko‘krak nishoni, 2020-yil O‘zbekiston Respublikasi Mustaqilligiga 31 yil ko‘krak nishoni,
2022-yil “Do’stlik” ordeni, 2022-yil Professor ilmiy unvoni, 2023-yil O‘zbekstonga xizmat
ko‘rsatgan yoshlar murabbiysi loyiq deb topishdi.

Qoraqgalpoq rejissurasining o‘ziga xos ijodiy yo‘nalishi mavjudligini asoslab bergan ijodkor
Najimatdin Ansatbaev bugungi kunda yosh avlodga ta’lim berish, ijodkorlik sirlarini o‘rgatish,
tajribalari bilan bo‘lishishni oldiga keyingi magsad etib belgiladi. Ustoz Najimatdin og‘a Ansatbaev
serqirra, izlanuvchan ijodkor sifatida o‘z rejissorlik imkoniyatlarini barcha janrlarda sinab ko‘rishga
kirishishni boshladi. Uning ko‘p yillar davomida teatr repertuarin bezab turgan, umrboqiy
spektakllaridan 1ijod ahli namuna sifatida foydalanib sermazmun va serjilo asarlar yaratilishiga biz
albatta ishonamiz.

Foydalanilgan adabiyotlar
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3.Usnatdinov Sh .Ko’rgenlerim ha’m kewildegilerim.//No’kis:Qaraqalpaqgstan.2009 jil.122 bet.

4. O'zbekiston xalq artisti Yoqib Axmedovning so’zi, Qozoq dramaturgi Bagxoja Muqayevning
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[TpeonaBatens kadenpsol «Teoprs HCTOPHUS UCKYCCTBY
INocynapctBenHoi akagemun xopeorpadun Y30eKucraHna
(r. Tamkent, Y30ekucran) elena.kariyakubova@gmail.com

«PASBUTHE TAHIIEBAJIBHOT'O HCKYCCTBA Y3BEKUCTAHA B PABOTAX
APXEOJIOI'OB, YYEHBIX, HCKYCCTBOBEJOB»
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AHHOTALUA
B cratee paccmaTpuBaeTcsi U3yueHUE TAHLEBAJIBLHOIO MCKYCCTBAa Ha OCHOBE MaTE€pHAJIOB,
MIPEIOCTABIICHHBIX YYEHBIMU-APXE0JIOraMi, OTYETOB M IYTEBBIX 3aMETOK IyTEUIECTBEHHHUKOB,
AHATTMTHYECKNX MCCIIEIOBAaHUN HMCKYCCTBOBENOB. M3yueHne u 0000meHHEe WKOHOTpapHUECKUX
HCTOYHUKOB IO3BOJISIET YYEHBIM BBICTpAUBaTh XPOHOJOTHIO COOBITUH, aHAIU3UPOBATH (HAKTOPBI,
OKa3aBllue BIMSHUE HAa pa3BUTHE KyJIbTYPhl U UCKyccTBa B Typkecrane. BaxHyto posib B pa3BUTHH
TaHIeBATHLHOTO HCKyccTBa CpemHedt Asum ceirpan Bemukuii [EnkoBBIA TyTh, COEIMHSBIINN
Bocrok u 3anan, nponeras uepe3 Camapkanyg, @eprany, Kokana u qpyrue Toproseie ropoaa. Bmecre
C MHO3EMHBIMH TOBapaMH B CTpaHy NIpPOHHUKAIM HOBBIE HJEU, TEXHOJOTUH, XYJI0)KECTBEHHBIE
MIPOU3BEICHUS, My3bIKa U TaHIbL. Penurus 3opoacTpu3ma ¢ TOKJIOHEHHEM AaHTEOHY OOTOB IpHUBea
K IIOMCKY BBIPA3UTENIbHBIX INTACTUYECKUX JIBKEHUM, MHOTHE U3 KOTOPBIX COXPAHUIIM CBOE 3HAaUCHHE
B Hactosmee Bpems. [loxoasl Anekcanapa Makegorckoro, AmMupa Temypa Takke okazaiu BIUSHUAEC
Ha pasButue uckycctBa Cpenneil Asuu. CBefeHHUs, OCTaBJICHHbIE IyTElIECTBEHHUKamMHu Pyii
l'oncanecom ne KnaBuxo, Apmunuem BambGepu, moznakommmm EBpony ¢ kynsTypodr Bocroka u
SIBJIIFOTCSI ICTOPUYECKH LIEHHBIM MaTepuajioM Jjs yu€HbIX-uccienonareneii. B cratbe Takxke peub
UIET O 3HAYCHUU HAYYHBIX pabOT TaKMX MCKYCCTBOBENOB, kak M. P. Paxmanos, JI A. ABneesa, T.
Abunos, M. X. KameipoB, 1. JIxa66apos, . A. MyxtapoB, M. T. TymsaxomxkaeBa. OgHuM u3
aKTyaJlbHbIX BOIPOCOB COBPEMEHHOI'O0 HCKyCCTBa SIBJIsIeTcs OOy4eHHME U BOCHHUTAHHE
HCKYCCTBOBE/I0B HOBOT'O ITOKOJICHUS.
KiawueBble cjioBa: Apxeoiorus, MCCIEAOBaHUS, WKOHOTpadUIeCKne UCTOYHUKH, 30pOacTpH3M,
TpamuiuH, GoIBKIOp, TaHEl, TAHIIEBATHHOE IIKOJIBI ¥ HAIPABJICHUS, ApXHUBbI, TOKYMEHTHI, aHAJU3,
HCKYCCTBOBE/IEHUE, TBOPUYECTBO, OTEHIIUA MOJIOEKH.

Kari-Yakubova Elena Anatol’evna
O’zbekiston davlat xoreografiya Akademiyasi «San’at nazariyasi va tarixi» kafedrasi
o’qituvchisi (Toshkent sh., O’zbekiston) elena.kariyakubova@gmail.com

ARXEOLOGLAR, OLIMLAR, SAN’ATSHUNOSLAR ISHLARIDA O’ZBEKISTON RAQS
SAN’ATINING RIVOJLANISH BOSQICHLARI
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ANNOTATSIYA
Magqolada arxeolog-olimlar tomonidan taqdim etilgan materiallar, sayohatchilarning
hisobotlari va sayohat yozuvlari, san’atshunoslarning tahliliy tadqiqotlari asosida raqs san’atini
o’rganish ko’rib chiqiladi. Ikonografik manbalarni o’rganish va umumlashtirish olimlarga voqealar
xronologiyasini tuzish, Turkistonda madaniyat va san’at rivojiga ta’sir ko’rsatgan omillarni tahlil
qilish imkonini beradi. Markaziy Osiyo rags san’atining rivojlanishida, Samarqand, Farg’ona,
Qo’qon va boshqa savdo shaharlaridan o’tib, Sharq va G’arbni bog’lagan Buyuk Ipak yo’li muhim
rol o’ynagan. Xorij buyumlari bilan bir qatorda mamlakatga yangi g’oyalar, texnologiyalar, san’at
asarlari, musiqa va ragslar kirib kelgan. Zardushtiylik dini xudolar panteoniga sig’inish bilan ifodali
plastik harakatlarni qidirib topishga olib kelgan, ularning aksariyati hozirgi paytda o’z ahamiyatini
saglab qolgan. Iskandar Zulqgarnayn va Amir Temurning yurishlari ham, shuningdek Markaziy
Osiyoda san’atning rivojlanishiga ta’sir ko’rsatgan. Sayohatchilar Ruy Gonsalesom de Klavixo va
Arminiy Vamberining yozib qoldirgan ma’lumotlari Yevropani Sharq madaniyati bilan tanishtirgan
va tadqiqotchi olimlar uchun tarixiy qimmatli material hisoblanadi. Maqolada shuningdek, M. R.
Rahmonov, L A. Avdeeva, T. Obidov, M. X. Qodirov, 1. Jabbarov, I. A. Muxtorov, M. T.
To’laxo’jaeva kabi san’atshunoslarning ilmiy ishlarining ahamiyati to’g’risida ham so’z boradi.
Zamonaviy san’atning dolzarb masalalaridan biri bu yangi avlod san’atshunoslarini tayyorlash va
tarbiyalash hisoblanadi.
Asosiy so’zlar: Arxeologiya, tadqiqotlar, ikonografik manbalar, Zardushtiylik, an’analar, folklor,
rags, raqs maktablari va yo’nalishlari, arxivlar, hujjatlar, tahlil, san’atshunoslik, ijjodkorlik, yoshlar
salohiyati.

Kari-Yakubova Elena A.
Lecturer at the State Academy of Choreography of Uzbekistan
(Tashkent, Uzbekistan) elena.kariyakubova@gmail.com

STAGES OF THE DEVELOPMENT OF THE DANCE ART OF UZBEKISTAN IN THE
WORKS OF ARCHAEOLOGISTS, SCIENTISTS, ART HISTORIANS

ANNOTATION
The article examines the study of dance art based on materials provided by archaeologists,
reports and travel notes of travelers, and analytical studies by art historians. The study and
generalization of iconographic sources allows scientists to build a chronology of events, analyze the
factors that influenced the development of culture and art in Turkestan. The Great Silk Road, which
connected East and West, passing through Samarkand, Ferghana, Kokand and other commercial
cities, played an important role in the development of the dance art of Central Asia. The religion of
Zoroastrianism, with its worship of a pantheon of gods, led to the search for expressive plastic
movements, many of which have retained their significance today. The campaigns of Alexander the
Great and Amir Temur also influenced the development of art in Central Asia. The information left
by travelers Ruy Gonzalez de Clavijo Arminius Vamberi introduced the culture of the East to Europe
and became historically valuable material for scientific researchers. The article also discussess the
importance of the scientific works of such art historians as M. R. Rakhmanov, L. A. Avdeeva, T.
Abidov, M. Kh. Kadyrov, 1. Jabbarov, I. A. Mukhtarov, M. T. Tulyakhodzhaeva. One of the pressing
issues of contemporary art is the training and education of art critics of the new generation.
Key words: Archeology, research, iconographic sources, Zoroastrianism, traditions, folklore, dance,
dance schools and movements, archives, documents, analysis, art history, creativity, youth potential.

TaHneBanbHOE HMCKYCCTBO Y30E€KHCTaHa, SBJSETCS HEOTHEMJIEMOH YacThblO COBPEMEHHOM
HallMOHAJbHOM KyJbTypbl. boratoil KpacoyHol nanuTpod mnpenacrasieHbl Kapakaimakcras,
O®eprana, byxapa, Xope3m, Cypxangapbs, apyrue oOmactu Y30ekuctana. KMmes oOmryro
STHUYECKYIO OCHOBY, HapOIHbIE TAaHLbl OTpPaXKarOT Xapakrep, o00pa3 KHU3HU, MPUPOAHBII
TEMIIEPaMEHT, OTIMYUTEIbHbIE YEPThI U CAMOOBITHOCTh CBOET'O PETHOHA.
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KanpoBoe paznooOpasue GHopMHPOBAIOCh Ha MPOTSHKEHMHM MHOTHX BekoB. Ha pasButue
TaHLEBAJbHOW KYyJIbTYpbl 3HAUUTEIbHOE BIIMSHHUE OKA3aJI0 pacIoJiokeHue Y30eKHucTaHa B CaMOM
cepaue Benukoro ménkoBoro myty, rae Boctok u 3amnaj nepecekanuch He TOIBKO B TOPrOBOM, HO U
KyJIbTYpHOM B3auMojeicTBUU. OOMEH HOBBIMH HUJICSIMHU U TBOPYECKUMHU JOCTHUKEHHUSIMH —
CIIOCOOCTBOBAJIM PAa3BUTHIO KyJIbTYphl, HCKyccTBa, Hayku. «HasBanue «llI€nkoBbIii myThH» -
Seidenstrassen BIiepBble BBEN B Hay4dHbIH 00uxo1 Hemelkuil yuénblii @epaunany Opaiixepp Gon
Puxtrogen B 1877 r. B cBoéM kiaccudyeckoM Tpyzae «Kuraii». U 3T0 momHocThio onpasaaHo, u0o
MMEHHO MIENK, KaK OTMETW1 JApYyroil Hemeukui yd€Hbli AnbbepT XepMmMaHH, ObLI OCHOBHBIM
TOBapOM, TIO3HAKOMHUBIINUM B KOHIIE I B. 710 H. 3. 1Ba pa3HbIx Mupa — 3anag u Boctok.» [1 ¢. 196]

bnaromapsi camooTBepKEHHOMY Tpyay y4E€HbIX-apxeosioroB. - I'. A. IlyrauenkoBoii, M. E.
Maccona, 3. B. Preenamze, JI 1. Pemnenss u npyrux, Mbl UMEeM IpEJICTaBICHUE O PA3BUTUHU
Mudonoruu, GonbKIopa, KUBOIKUCH, JIUTEPATYPHI HALIUX MIPEIKOB.

3a BHeLIHeH 000J104KON pOMaHTHUYECKOH U yBJIEKaTEIbHOM NMpodeccun apXxeosaora CKpbIBaeTCst
OTPOMHBIN TpyA. DTa cloKHas MpoQeccusi COCTOUT U3 MHOTUX COCTAaBJISIIOIIMX - IIPEXKIE BCETO ATO
Hayka, BKJIIOYawomas B ce0d MHOkecTBO 3HaHMM. [lomumo 3Hanuil Tonorpaduu, aHTPONOJIOTHH,
XUMUH U (PU3UKH, HYMU3MATUKU U T€PAJIbIUKU, apXEO0JI0T J0JKEH XOPOIIO pa30upaTbCsi B UCTOPUH,
apxuTeKType, uckyccre. Kaxnas Haxonka JOJKHA MONTYYUTh MPABHIIBHYIO OLIEHKY, OIUCAHUE,
ornpezaeneHnue GyHKUHUU U LEHHOCTU OTKPHITHA. YeMm OonbmnM 00bEMOM 3HAHUN BiaJieeT YUEHBIH-
apxeoJior, TEM BbILIE €ro KBAIU(UKAIKS 1 TPOPECCUOHAIbHBIN YPOBEHb.

Kaxxnas snmoxa HakaabiBajga CBOIM OTIEYAaTOK HA Pa3BUTHUE KYJbTYpPhl U UCKYCCTBA, OCTABIIAS
CBOM HEIMOBTOPHUMBIE XapaKTEepHbIE i1 cBOel MecTHOCTU apTedakThl. OJHON U3 CIOXKHBIX 3ajau
apXxeoJIOTUU SBJIETCS CUCTEMAaTHU3allisl HalJIEHHbIX UCTOYHUKOB. «BekoBble 00pa3bl, MPOHU3BIBAS
BEKa, COXPAHSIOT CXO0KHE CIOKEThl U TeMbl. B Ka)ayl0 310Xy OHHM NPETEpreBalOT OOHOBIICHHE.
Cy1ecTBeHHbIE U3MEHEHUS IPOUCXOST B XapakTepe N300paKeHuil, a Mopoi U B XyJJ0KECTBEHHOM
ctriie. CTHIIb BBIXOJIUT 3@ PAaMKHU I'OCYJapCTBEHHBIX, STHUYECKUX U S3bIKOBBIX Pa3IMUMii, OXBaThIBAsI
SMOXU U KOHTUHEHTHI. J[poOsch Ha OTHAEIbHBIE HIKOJIbI, OH MPUAAET TPAJAULIUOHHOMY HCKYCCTBY
JIOKaJbHBIE YepThL» [2 ¢. 7]

W3 nHayuyHbIX uccienoBaHUi, 000OIIAOMIMUX pPE3yJbTaThl IMOIYYEHHBIX B OSKCIEIUIUAIX
MaTepUaJIOB, CKJIAJbIBACTCS MEPUOAM3AIMS Pa3BUTHs MEPBBIX OYaroB KyJIbTYpbl HAa TEPPUTOPUH
HenTpanpHoit A3zun. «Ecnu i n3ydeHus nepuoja nepBoOsITHOOOIIMHHOrO cTpost CpenHelt A3uu
OCHOBHBIMM HMCTOPUYECKMMU HCTOYHUKAMU CIyKaT apXEoJIOTMYECKUe HaXOJKd, TO JUid
MOCJEAYIOIUX AMOX IJIaBHBIMU MCTOYHHMKAMM CTAHOBATCA NHCbMEHHbIE cBelaeHus. OpHako
JpeBHENINE TUChbMEHHbIE MaTeprabl (CpeIHea3naTCKue) AOILIM A0 HAIUX JHEH B KpailHe MajioM
KOJIMYECTBE U BOCXOJAT B JjyumieMm ciiydae K VII-VIII BB. H. 3. UTO e Kacaercs NMCbMEHHBIX
CBEICHM, MCXOJAIIMX OT JAPYTUX JPEBHUX HAPOJAOB U NIPSIMO HJIM KOCBEHHO OTHOCALIMXCS K
Cpenneit A3uu, TO UX Mbl MOKEM HAlTH B IPOU3BEIEHUSAX JIPEBHETPEUECKUX U PEBHEKUTANCKUX
aBTOpOB.» [3 ¢. 347]

B ¢opmupoBanun KynbTypbl lleHTpanbHON A3MM 3HAUMTHENIBHOE BO3JEHCTBUE OKasall
Bo3HUKIKK B VI Beke 1m0 H. 3. 3opoactpuzM. MHOro6oxune 30poacTpu3Ma MOPOIUI0 PA3IMIHbBIC
(dopMbl TOKJIOHEHUs Ooram, BbIpadaTbiBas ONpeAeTE€HHbIE (OPMBI HCIIOJHEHUS PHUTYaIbHOIO
oOpaieHusi Kaxxaomy u3 OoroB. MHorue o0pasbl, Takue Kak Axypamasjga — BEpXOBHBIH Oor
MyApOCTU U J100pa, AXpUMaH — 3JI0d AyX, AHaxuTa — OOTMHS IUIOJOPOAMS U ApYyrue oOpenu B
HapOJHOM TBOpPYECTBE MEPCOHU(PHUIMPOBAHHBIA XapakTep. Bepa B 1eHCTBEHHOCTH PUTYaJIbHBIX
TaHLEB, TAaKUX Kak ITOKJIOHEHUE OrHIO, COJHIy, HPUPOJIe pa3BUBaja TBOPUECKYIO (haHTa3UIO
4esioBeKa, 3aKJIaJbIBast JIEKCUKY TaHIa, OTTOJIOCKH KOTOPOW COXPAaHMIIMChH IO CETOJHSAIIHEro JHA. B
TaHuax Xope3Ma Haubosiee IOJIHO MCHOJIb3YIOTCS JBHXKEHUS H300pa3UTENbHOIO XapakTepa,
MMOKA3bIBAIOIIUX JIy4 COJIHIIA, IOWMAHHBIN TAHIIOBIIUIIEH M HAIpPaBJICHHBIN cebe MpsMO B Cep/lle.
3HaMeHUTHIN TaHel «JIs3ru» HaunHaeTcs ¢ JETKOro B3AparuBaHus NajlbyMKa TAHILIOBIIMIIBI, 3aTEM
KHCTH, NIEPEX0/id BO B3JparuBaHUE IUIeYa — CJIOBHO JyY COJIHIA IPOOYXkJaeT K KU3HU JAEBYLIKY,
ITIOCTENIEHHO HAIMOJHAA €€ COJHEYHOU dHEepruei. [[BHyKeHHs pa3pacTaroTcs U YK€ HUYTO HE MOXKET
yAepKaTh TEMIIEPAMEHT TaHL[OBIIMLIbI, HATIOJIHEHHOW COJIHLIEM.

146



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

B pa3BuTum HapoAHOTO TaHIIa 3aMETHO BJIUSHUE TPEKO-O0aKTPUICKOM, SJUTMHCKON KYJIbTYPBHI.
OpnepxxuBasi mobemy 3a mobemon, Ajnekcanap MakemoHCKH aJii CBOETO BOMCKAa M IKUTENICH
3aBOEBAHHBIX TEPPUTOPUN yCTpauBal TeaTpaJibHbIE NPEJACTABJICHUSA, B KOTOPHIX Yy4aCTBOBAJIHU
rpedyeckue akTEPbl ¢ MPUBJICYECHUEM MECTHBIX apTUCTOB. DTU IPEJICTABICHUS U BHECIH AJIEMEHTHI
AITMHCKOM KYJBTYpbl, OKa3aB BIIMSHUE HA pa3BUTHUE TPAJUMLMOHHBIX BHUJIOB HCKyccTBa CpenHeit
Azuu. O0 3TOM CBUJIETEIBCTBYIOT apXEOJOTUUECKUE HaXOAKH B Topoauimax Hycait, Aiixanum u ap.

OnuceiBast crapuHHbIN Tanen «Karra yiinn» nckyccrBosen JIroboBb AnekcaHipoBHa ABjieeBa
CChIJIAETCSI Ha YTBEP)KJEHUS CTapeHIIMX 3HATOKOB Y30E€KCKOr0 TaHILIEBAJIbHOIO MCKYCCTBA:
«dymaercs, uto He Bcerna «Karra-yroH» Obul cOOPHUKOM KOPOTEHBKUX, HE CBA3aHHBIX OOILKUM
CIOKETOM TaHIIeBAJIbHBIX raszeineil. Jlerenapl, 6epekHO XpaHuMble ucnonHuTenaMu «Karra-yronay.
rOBOPSAT O TOM, 4YTO B HEM «OYEHb JAaBHO» OBLJIO JBECTH BOCEMBAECAT YCYJIEW, UTO
emte npu Anexcanape Maxenonckom (I1I-1V BB. 1o H. 3.) TaHueBanu 3ToT Tanew.» [4 c. 6]

Bocnomunanust, THEBHUKH M OTYETHI Ty TEILIECTBEHHUKOB, TOPIOBLIEB U IUIIJIOMATOB SBJISIOTCS
BAKHBIMM HCTOYHUKAMM B IOHMMAaHMU HPOLECCOB pa3BUTHUs KyiabTyphl Cpenneir Aszum. Pyit
l'oncanec ne KnaBuxo wHcnaHCKUH NYTEHNIECTBEHHMK W jAuIioMar, noceTws CamapkaHja c
muriomarudeckoi muccueit B 1403 romy. Ob6namast mpupoHON HAOTIOIATEIFHOCTHIO U OCTPHIM
ymoM, KrnaBuxo BbI3Bal yBak€HHE M pagyliHbld npuéM co crtopoHbl Amupa Tumypa. Ha
MPOTSKEHUM CBOEM MHUCCHM OH BEI JIHEBHUK, KOTOPBIM JaBajl €BpOINEHlaM MPEKPACHYIO
BO3MOXHOCTb [I03HAKOMUTBCS C apXUTEKTYPOil, IPUPOJHBIMU OOraTcTBaMu, 00pa3oM >KU3HU AMupa
Tumypa. O0606mas Tpyast Huzam an-luna lamu («3adap-name»), Xadpuza-u Adpy, llapad ax
muaa Amu Mazamu («3adap-name-uit Temypu»), b. Axmenos, P. Mykmunosa, I'. ITyrauenkosa
CyMenu O0OOMIMTh U IPEICTaBUThH IIEHHYIO HMHGOpPMALUIO JJIi U3Y4YEHMsI UCKYCCTBAa B IEpUO]
npasieHus Amupa Temypa.

«B XIV-XV BB. B MaBepayHHaxpe COXpaHSJIUCh TPAJULMOHHBIE HAPOIHBIE IPA3IHECTBA,
UCTOpUSL KOTOPBIX YXOJIUT BIUIyOb ThICAYENETUH U KOTOPbIE BBIHYKIEH ObUI NPUHATH YTBEp-
JUBIIMICS 3[1€Ch UC/IaM. DTO - IIPa3/IHECTBA BO3POXKICHUS IPUPO/IbI- BECEHHUM Cauiib, HOBBIN I'OJI-
HaBpy3, npasgauk nepssix 1BetoB ['yi-u cypx-Jlona, mpa3qHecTBO, CBSI3aHHOE C 3aBEPIICHHEM
coopa ypoxkasd. OHM OTMEYaJIUCh B TOPOJAaX U CEJIEHUSX, IPUYEM OCOOEHHO MACCOBBIM XapakTep
npuo6penu B cronuyHoMm CamapkaHjie, Irie B HUX y4acTBOBaJIU BCE OOIIECTBEHHBIE TUIACTHI - OT I0OMa
Temypua0B 1 IPUIBOPHOM cpebl A0 OeTHEHIINX CII0EB HACEJICHUSI.

OcoOyto posib TpuU ITOM MNPUOOpETany BBICTYIUICHHWS Ha TOPOJCKHX  IIIOMIAIAX
npodeccuoHanbHbIX MY3bIKAHTOB M TAHI[OPOB, KOMEAMAHTOB (Macxapaba3oB) U KyKOJbHUKOB, aKpO-
06aroB U kaHaToxonueB. OTnenbHbIE BUABI 3TUX HAPOJIHBIX HpelcTaBieHui gounum a0 XX B.,
TpaHC(OPMHUPOBABILIMCh, HA HOBBIM JaA, Jmmb Korna B CpenHell AsuM cran  ciaraTbes
poeCCHOHANIBHBIN TeaTp Ha MOAMOCTKAX, IIMPK HAa apeHE, My3bIKa B KOHIIEPTHBIX 3aJ1ax.» [5 ¢. 222]

Benrepckuil yuénsiii-opuenranuct ApmuHuii BambGepu B konne XIX Beka coBepuini
MyTEeLIECTBUE C TPYNNoN JepBuiled MnagsoMHUKOB o CpenHell As3um, MmoceTuB XUBHUHCKOE,
Bbyxapckoe u Kokanjckoe xanctBa. B cBoMX MyTeBbIX 3aMETKaX OH ONMCHIBAET OBIT, SI3bIKU U HPABbI
Hapoja, yAemss BHUMaHue U KyJbTYpHOMY acmlekTy ku3Hu Typkectana. OnuceiBasi CBOW BU3HUT K
XUBUHCKOMY XaHy, BamOepu ymnoMuHaeT o BpeMSINpOBOXACHUM XaHCKoro asopa. «llocie
y>KHHa SIBJIIOTCS MEBLIbI, MY3bIKaHTBI, WJIM KaKue-HUOY1b IITYKApHU U MOTEIIAI0T XaHa.

[TepBbie 0cOOEHHO JIFOOMMBI B XHMBE U CJIABSTCSA HE TOJIBKO BO BCEM TypkecTaHe, HO Jake Ha
BCEM HCIAMHUCTCKOM BOCTOKE A3uu. MHCTpyMEHT, Ha KOTOpPOM OHU OTJIMYAIOTCS, Ha3bIBaeTCs
rupamrek. OH MOX0 BOOOILE HAa HAIly CKPUIIKY, HO Y HEro rpud AJuHHEE U, 1 BMECTO YETHIPEX,
TPU CTPYHBI — OJIHA IPOBOJIOYHAS U JIBE HIENKOBBIX; CMBIYOK TOXKE MOX0X Ha Haml. Kpome 3Toro
WHCTPYMEHTA UT'PAFOT elie Ha OapabaHe u TyTape, Ha KOTOPbIN Oaxiu (TpyOaxypbl) aKKOMIIAHUPYIOT
cBoemy nenuto. Ilepen Haposom BocmeBarOTCsl OObIZIEHHBIE TEPOU, IIPU JBOPE e MOIOT OONBILIEIO
4acTbio YTO-HUOY b U3 «HaBoiitn» 1 nepcuackux Mo3TOB; TaK KaK MOJIOJIbI€ IPUHIIBI XaHCKOTO JIoMa
oOyuaroTcss My3bIK€, TO XaH YacTO 3aCTaBlsieT MX CHEThb YTO-HUOYIb OJHUX WM BMECTE C
MIPUABOPHBIMU TpyOaxypamu.» [6 c. 87]

Ananusupys paOOTbl apXxeoJjoroB, IUCbMEHHBIE HWCTOYHUKH, (OJIBKIOP, NPUKIATHOE
HCKYCCTBO, yu€HbIe-UCKycCTBOBenbI M. P. Paxmanos, JI A. ApneeBa, T. Adbunos, M. X. Kansipos,
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N. JIxab6apos, 1. A. Myxrtapos, M. T. TynsaxomxaeBa u Apyrue CBOUM M Hay4YHbIMHU TpyJdamMu
BHECJIM OOJIBILION BKJIJ B ONMCAHUE U CUCTEMATU3ALUI0 HCTOPUYECKUX KYJIbTYPHBIX COOBITHH.

B kuure M. P. PaxmanoBa Y30ekckuii TeaTp ¢ apeBHeHMX BpeMeH 10 1917 rona npuBoasres
HE TOJIBKO IIEHHbIE CBEIEHHMS O TaHLIAX JaJ€KOro MpoLIoro, HO U IPOCIEKHUBAETCA
[IPEEMCTBEHHOCTh U BOCIPOU3BEIACHHME OJTUX TAaHIEB B COBPEMEHHOM TpPAaKTOBKE, COXpaHsA
MepBOHAYAIbHBIN 3ambicen. M3yuas munuatiopel XV Beka Mamamkan Paxmanosuy numet: «Kak u
MpEk/e, B 3Ty AIOXY B HApOJe HIMPOKO ObLIM pacIpOCTPaHEHbI XapaKTepHbIEe ObITOBBIE, TPYIOBbIE
1 00psoBbIe TaHIbl. Ha 0HOW M3 MUHHATIOp TOTO BPEMEHHM M300pakeH TaHel dabana. Craper-
yaOaH Urpaet Ha Hae-¢uielTe, a MOJIOI0M yabaH TaHIYeT C MajJIKoi B pyke. XapaKTepHO, YTO 3TOT
THUIl TaHUA JIOUIeN U JI0 Hallero BpeMeHu. Onupasch Ha JAPEBHUE TPAJUIMH, COBETCKHE TAHLOPbI
VYukyH ["'anueB u conuctka ancam6iisa «baxop» Pasmanoii [lapumnosa co3ganu npekpacHbie 00pa3iibl
TaHieB 4abanoB.» [7 c. 153] IlocranoBka Oamermericrepa EBrenuss bapanoBckoro «Yabany»
yHUBEpcallbHa — €€ C yJO0BOJIbCTBUEM CErOJHS MCIOJHSIOT M JAEBYUIKH, U IOHOMIKM. DTOT TaHEI
MIPUBJIEKAET TAHLOBIIHUKOB CBOEH Xopeorpapuueckoi JIEKCUKOW — TEXHUYECKU TaHEl] HE yCTyMnaeT
COBPEMEHHBIM IIOCTAaHOBKaM U TpeOyeT OT apTHUcTa Xopoluei npodeccnoHanbHOM (OpMBbl, a UTPOBOM
CIOKET JTa€T BO3MOKHOCTb apTUCTaM MPOSBUTH CBOE aKTEPCKOE MacCTEPCTBO.

UckyccrBoBen JIro60Bs AnekcanapoBHa ABaeeBa B CBOMX paboTax AaéT OYEHb TOYHBIC
TBOPYECKHE TOPTPETHI BBIJAIOIMIUXCSA JIMYHOCTEW Hadama XX BeKa, CO3AAaBIIUX Y30€KCKUM
cuennueckuid Taneu. FOcyn Kembik Illakapxkganos, Ycra Anum Kammunos, Tamapa Xanywm,
Myxkappam Typryn6aeBa — B kaurax JI. ABieeBoi 0’)KMBAET UCTOPHS B JTUI[AX TBOPIIOB COBPEMEHHOMN
npodeccuonaibHON xopeorpaduu. JI. A. ABneeBa B kaure «M3 uctopun y30€KCKOW HaIIMOHATLHON
xopeorpauu» MHOTO BHHMaHHUS yJAEJsIa UCTOKaM (OPMHUPOBAHUS HApPOJIHBIX TAHIEB y30EKOB,
aHAIM3HUPYS KAXKIYI0 IIKOJIY M CTWIb peruoHaipbHoro Ttanua. «lIpodeccroHanbHble TaHIbI
®epraHckoro kpas, Xopesma byxapsl Takxke Kak 1 HHCTPYMEHTaJIbHO-BOKabHbIE [lammakoMsl u
¢depranckuii YopmMakoM — 3aMKCUPOBAHBI «MUCTOPUUECKOHN MAMSTHIO» B ONPENEIEHHBIX, CI0KHbIX
PUTMO-MENOIUUHBIX «crouTax». B ®deprane — 310 «Karra yiinn», B byxape — «Makom pakcu»
(ypopu), B Xopesme — Taxke «Makom pakcu» (ydopu). [8 c. 43] Kauru JI. A. ABneesoi,
HalMCaHHbIE MPEKPACHBIM JOCTYIHBIM S3bIKOM, SBJISIOTCSI HE3aMEHHMON OCHOBOM JUISl M3YUYECHHS
ucropuu y30ekckoi xopeorpaduu. IlpodeccronanbHbie onrucaHus TaHIEeB, OaleTOB HEOOXOIUMOE
rmocoOue JyIst MOJIOABIX Xopeorpados.

K omucanuio pernoHajbHbIX IIKOJ B CBOUX TpyAax oOpaliaercss U y4EHBIN-UCKYCCTBOBE]
Myxcun XanmioBd Kagpipo. «O0ImuMHU JU1s1 BCEX PErMOHANIbHBIX IIKOJ U CTUJIEH SIBISIETCS TAKKe
pa3zielieHue TaHLEeBaJIbHOrO UCKyccTBa Ha «bosblion Taney u «Manblil Tanen». B pernonax oHu
Ha3bIBalOTCA Mo-pasHoMy: B Depranckoit nonuHe «Karra yiun» u «Xonabasm», B byxape -
«MaBpurn» u «boxopuu 3anr», B XopeaMe IUKI TaHIEB «Ja3ruy» oO0beIMHAET TaHIbl OONBIINX U
Maibix popM. Maneie popmbl TpodeccnoHaNbHBIX TAaHILEB Yallle BCEro MPEICTaBISIOT )KEHILUHBI: B
depranckoit JoauHEe—ATO suUiayu, B byxape—co3anna, B Xopesme — xanda. Uto xacaercs mukia
«bospmol TaHeny, To OH CBsi3aH ¢ mpodeccruoHambHBIMU TaHmopamu.» [9 c¢. 146]. M. Kanpipos
yAeNIsieT MHOTO BHUMAaHUS (DOPMHPOBAHHIO M Pa3BUTHIO TAHLIEBAJIBHBIX KOJJIEKTUBOB TAKHX Kak
«baxop», «lommuk», «JIs3rn», «3apadman», «TanoBap». OH HE TOJBKO OINUCHIBAET HCTOPHUIO
CO3/1aHUS KOJIJIEKTUBOB, HO MIPOBOAMT aHAJIU3 TBOPUYECKOW AEATEIbHOCTH, MOAHUMAET NMPOOIEMBbI U
3aJlauM, KOTOpble HEOOXOAMMO peliaTh JUIsl JaIbHEUIIEro yCIenHoro pa3BuTHs.

HayuHnble u3blckaHus yu€HBIX, MUCKYCCTBOBEJIOB, OCHOBAaHHbIE Ha CKPYIYJE3HOW padore c
HCTOPUYECKMMU apXUBHBIMU MaTepuajaMu, OecejaMu ¢ JIeTeIsIMI UCKyCcCTBa, OaneTmeiictepamu,
KOMITO3UTOPaMU, UCHOJHUTENSIMUA CIIOKUIU KapTUHY (OPMUPOBAHUS U Pa3BUTUSL TAHILIEBAJIHLHOTO
UcKyccTBa Y30ekucrtaHa. Emé MHOro HEOCBOEHHBIX JIOKYMEHTOB XpaHAT B ce0e apXuBbl, B
OKUJAaHUM UX U3yYEHUs, aHAJIN3a U OMUCAHUS.

CoBpeMeHHOE MCKYCCTBO pa3BUBAeTCs, (GOPMHUPYsI HOBbIE TEHJEHIUU, Npearas 3puUTessm
HOBBIE IPOYTEHUS M3BECTHBIX IPOU3BEICHUHN, TMOABIAIOTCA COBPEMEHHbIE TaHIIEBAJIbHbIE
KOMITO3ULIMHU, HOBbIE KOJUIEKTHBBI M UCIOIHUTENN. B pazHooOpa3un Gopm, BUIOB U KaHPOB OYEHb
Ba)KHA U aKTyasbHa Mpodeccrs NCKYCCTBOBEAA — UCCIIEeI0BATENsl, HCKYCCTBOBEIa — 0003peBaTesl.
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AHanutuyeckue M 0030pHBIE CTATbU HCKYCCTBOBEJOB IOMOTAalOT 3pUTENIO pa3o0paThCsl B
OOJIBILIOM TOTOKE KYJIbTYPHBIX 3pEJMIL, MEpONPUSNTUH, CIEKTakJIel, KOTOpbIMH Tak oOorar
coBpeMeHHbIN Y30ekucrtad. Kpuruueckue cratbu, KOTOPBIX CEOJHSI OUEHb HE XBATAaET — XOPOIIUA
OPUEHTHP JJI TBOPUECKUX KOJIUICKTUBOB, PEXKUCCEPOB, ucnoautenen. [podeccrnonansuelii pazdoop
CLIEHMYECKOI'0 IIPOU3BEICHNUS IOMOTaeT yBUAETh CO3/1aTENsIM IOCTOMHCTBA U HETOCTATKU, ACIIEKTHI,
KOTOpBIE MOXKHO II€PEOCMBICIUTH M JopaboTarb. A  ycCHeUIHble MOMEHTbl, OTMEYEHHBIE
npodeccuoHaNbHBIMU UCKYCCTBOBEIAMU, NMPUAATYT YBEPEHHOCTh U BEPY B CBOU CHJIbI MOJIOJBIM
xopeorpadam.

«B mocnenHue roapl B CTpaHe MPOBOJUTCS CUCTEMHAas paboTa MO MOJEPKKE U Pa3BUTHUIO
Hallero JpeBHEro M 00raroro KyJbTYpHOTO HacleIusi, HAIMOHAJIbHOIO CaMOCO3HAaHUS,
HEMOBTOPUMBIX LIEHHOCTEHN U 00bIYaeB, KyJIbTYpbl U UCKyccTBa. CaMo BpeMsi TpeOyeT BCECTOPOHHETO
pPa3BUTHSI TAHLIEBAJILHOTO HCKYCCTBAa, MMEIOIIET0 Ba)XHOE 3HAYEHUE B IIOBBILIEHUU YPOBHS
JYXOBHOCTH M 3CTETUYECKOTO BOCHUTAHMS HAIIEro Hapoja, IIMPOKOro MPHOOIIEHUS MOJIOJO0TO
MOKOJICHUS K 00pa3iiaM HallMOHAJILHOTO M MUPOBOT'O TAHIIEBATILHOTO UCKYyCCTBay. [10]

Ceromns 1uist oOpa3oBaHMsi B cepe HUCKyccTBa OTKPBITHI LIMPOKHE BO3MOXHOCTU. B
[NocynapctBenHoM akagemuun xopeorpadun Y30eKucTaHa MpOBOAUTCS OOyYEHHE M0 HAIPABJICHHUIO
HCKYCCTBOBEJICHUS, I'/I€ MpPENojaroTcsl Takue mnpeamersl kak «lMcropus MUpoBON U y30€KCKOM
xopeorpadgumn», «OCHOBbI TaHIIEBAJIBHON ApamMaTyprum», psij ClelHaIu3UPOBAHHBIX IMPEIMETOB.
CryneHTsl Ha MEPBOM Kypce MPOXOJAT O0030pHYIO NMPAKTUKY, IJI€ 3HAKOMATCA C XYJIOKHUKAMH,
cueHorpadamu, KOMIO3UTOpAaMH U IUPWKEpaMu, OaleTMercTepaMu W PENeTHUTOpaMU. 3aTeM,
npuobperasi npodeccuoHalbHble 3HaHUS B Ipolecce OOydeHHs, MPAKTUKAa CTYJAEHTOB HOCHUT
pabounii xapakrep, I/leé MOXKHO peaqn30BaTh OJy4YEeHHbIE HAaBBIKHM MO cneruaibHocTh. CTyieHTam
aKaJeMUU OTKPBITHI JIBEpU TEaTPOB IS HM3YUYCHHUS PEIepPTyapHOW TOJUTUKH, 3HAKOMCTBA C
TBOPYECTBOM apTUCTOB, PEXKUCCEPOB, OameTMenrcTepoB. Mojoaple  CHENHAIUCTBHI  MOTYT
myOJIMKOBaTh CBOM CTaThbU B Ta3eTe M JKypHale AkajgemMuu xopeorpaduu, B CcOOpHUKAX
MEXKIyHApOIHBIX KOH(EpEHIH. YdacThe B CTYJIEHYECKUX KOH(PEPEHIMSIX SIBISETCS XOPOIIUM
pecypcoM uist oOuieHust 1 oOMeHa uaessmu. Ilonaepikka, co CTOPOHBI TOCyIapcTBa Ha MPAKTHUKE
IIOMOTAeT OCYIIECTBIIATh KPEAaTUBHbBIE WJEH, PEATU30BaTh MOJIOAEKHBIE TBOPYECKHE IPOEKTHI,
pacKpbIBast MOTEHIMAJ MOJIO/IbIX CIEIINAJINCTOB.

Jlureparypa:

1.  Daeapa Prenamse LIMBUJIM3ALIMU, TOCYJAPCTBA, KYJIbTYPbBI LIEHTPAJIbBHOM
A3UN A1 «ITATEHT ITEPCC» Tamxkent, yin. Toit Tena, 2a. c. 288. Ctp. 196

2. JI. . Pemnens IIEIIb BPEMEH BekoBbie 06pa3sbl U Opoasuue CIOKEThl B TPAJUIHUOHHOM
uckyccrBe Cpenneit A3uu. TamikeHT U31aTeNbCTBO JIMTEPATYpPhl U UCKyccTBa uMeHH ['adypa
I'ynsma 1987 c. 190 ctp.7

3. MapassixoB H. K., Maxmyznos X. A. Cpennsist A3usi B mpousBeneHusx [ 'eponora // bronnerens
Hayku U npaktuku. 2021. T. 7. Ne7. C. 347-350. https://doi.org/10.33619/2414-2948/68/47 c.
347

4. JI. ABnmeeBa. TanueBasibHOE HCKycCTBO Y30ekucrtana ['ocynapcTBEHHOE H3AATEILCTBO
XynoxkecTBeHHOM utepatypbl Y30ekckoit CCP Tamkent 1961 ctp. 6.

5. A. Bamb6epu Ouepku Cpenneit Azun MockBa Tunorpadus A. 1. MamonToBa u K, bonburas
JmutpoBka, 1. 7. 1868 ¢.363, ctp. 87

6. b. Axmenos, P. MykmunoBa, I'. IlyrauenkoBa Amup Temyp. M3aarenscTBo «YHUBEPCUTET»
Tamkent-700095 Bysropomok Taml'V,1999 c. 263 ctp. 222

7. M. P. PaxmanoB Y30ekckuii Teatp ¢ apeBHeimux spemer a0 1917 roga. T. 1981. c. 100, ctp.
153

8. JI. A. ApneeBa. M3 wucropum y30ekckoil HaiuoHaiabHOW xopeorpadguu Tumnorpadus
CAHUMPU Tamkent 1999 C. 193, cTp.43

9. M. X. KangeipoB Tpyasl 10 HCTOPUH 3PEIMITHBIX UCKYCCTB Y30ekucTtana B 3-x Tomax Tom 1
Tamkent OOO «Ishonch Markaz Servis» 2010 c. 239, ctp. 146

149



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

10. TlocranoBinenne Ilpesunmenta Pecnybnmukum Y3bekucrtan L. M. MupsuéeBa. «O mepax 1o
NallbHENIIEMY pa3BUTHIO UCKYCCTBA HAllMOHAJIbHOrO TaHla» r. TamkeHt, 4 ¢espans 2020 r.,
No T11T-4584 https://lex.uz/docs/4724387

150



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

(L INTERNATIONAL
; "T\

ISSN: 2181-9297
www.tadgiqot.uz

OURNAL OF WORD ART

o s

JIuzaxan YpasmbeToBa
O30eKcTaH MOMIIEKETIIMK KOPKEM OHEP XOM MOJCHUST HHCTUTYTHI
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AHHOTALUA
Makanaga TeaTp KOpPKEM ©OHEpH, o0pas3map KapaTbUIbIYbl, CaXHAIACTBIPBUIBII  aTBIPFaH
IIBIFADMAHBIH TIMKHP XaM HJIEsChl, JKOKaprbl MAaKCeTH XaKKblHAa ce3 erwiean. «TebOpenOec
KYpEKJIep» aTaMachlHJArbl JUIUIOM CHEKTaKJIMH CaXHAJACTBIPBIY IMPOLIECCUHAE allblll OapblIraH
TUHKAPFBI )KYMBICIIAP XaKKbIH/Ia KEHHEH TYCUHHUK OSpUIIe TH.

Lizakhan Urazmbetova
head of the department "Art of directing" of the Nukus branch of the
State Institute of Art and Culture of Uzbekistan

CREATION OF THE PERFORMANCE
(from the process of staging graduation performances)

ABSTRACT
The article talks about the art of theater, the creation of images, the main idea, the ultimate goal of a
staged work. An idea of the detailed work done during the production of the graduation performance
“Breaking Hearts” is given.

JIuzaxan YpasmoeroBa,
3aBeayromias kapeapoit «MckyccTBo pexkuccypb» Hykycckoro drmana
['ocynapcTBEHHOI'O HHCTUTYTA UCKYCCTBA U KYJIbTYpbl ¥Y30eKucTaHa

CO3JAHUE CHEKTAKJISL
(13 TIporiecca MOCTAaHOBOK JTUTIIIOMHBIX CIIEKTAKIICH )

AHHOTALUA
B cratee roBoputrcs 00 MCKycCTBE TeaTpa, CO3JaHUU OOpa30B, OCHOBHOH WJiee, KOHCYHOW IEIH
MMOCTAaHOBOYHOT'O TpOoM3BeAcHUs. [laeTcs mpeacTaBieHrue o JeTaibHOM paboTe, MpoaeaHHON MpU
MIOCTAaHOBKE TUIUIOMHOTO criekTakiis «PazouBaromiye cepamay.

«bu3 Taza akTEPIBIK KypChIH Taspiiap eKeHOM3, CH J9Cen oJiap/Ibl Oup-OupuHe 0ayinblk OoJraH
OHp KOMOIT (KOJUICKTHB) aHCAMOJTb CHITIATBIHIA OJIKEMIICCTUPEMU3. byl mpodeccronan qopexee
oxmuiieTnii. bonmaca maimanga mapTHEP MEHEH NOPETHYIIWIMK €TUll OoaMalbel. buprenukre
XOpeKeT eTHIICe TaObICKa epHCHIIeAn. byHIa CIeKTaKiIb yTalbl. AKBIPBI XaKbIMKbIH TeaTp, Oy
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xaHibl Teatp.» JKaHibl TeaTpaa- akT€p nepeTkeH kepkeMm odpas. «KepkeM 00pa3 kepkem eHepau
CoyNeNeHANPUY Kypasbl, IFHBIA OMUPAH cyypemien oepuy Kypaisl. OOpa3nbiH OMpuHIINA OeITHCH-
OJI on0eTTe, KaHaaiiia Oup MUKUP XoM HJICSHBI CoyieleHaupean. SIFHbIi 00pa3 aHbIK XOM OeNTHIN
Oup MUKHUp, UJies YIIbIH OapibIKThl KaiTanaH kepcereau. Tam cosl Hopce oOpas3iblH TUHKapFbl
Ma3MyHBIH COYyJIeJIEeHAUpPEan. brupak erep uiesra TyypblIaH-TYypbl MYpaKaT €TUIICE, OHJA TeaTp
OHEpHU —IlIaKaTHaMa, MyOJUIUCTUK CYPEHIe ailjlaHbIN Kaiblybl MyMKUH. [Iukup xom uzesuiapaax
[parMaTuK poyUIITE TYYPbLAAH-TYYpbl MaijanaHpuica, OJ 9NOETTe, TYPMBICTHI KV
ONMYalbUIACTBIPBIN, TEK aK-Kapara aXbIpaTblll KOWBIYBI MYMKHH. OcHpece TeaTp ©HEpPHUHJE,
TYPMBICTBI Y19 KOHKPET CYyYpeTIenTyFbIH KopKkeM-oHep e Oyl Hapcere UTubapibipak Kapay THIHC.
Erep 613 ce3um XoM TyHrbLIap bl OMp IIETKE BICHIPHIN KOWBIN, OHHAH KaHaii/1a Oup KOHKPET MUKUP
u3Jnen b6acnacak, HOTUIDKEAE BYJIbIap KyyMakiiap KeJIUI HIbITBIYBl MYMKHH.

Kepkem eHepze uaes, MUKUP XOM Ma3MyH XOoMME YaKbIT I'e33all XoM KYId ChIpJIbI OOJIbII Kajia
oepenu. Erep kepkem-eHep TaMalareiid ©3WHE TOH, CHIPJIBI JKMJIya MEHEH Kapara ajamaca OHJa
peXHUCCEPABIH MUMHETH Xelll KaHaail ma3myHra uiie Oonmaiiasl. Pexuccép Onumxan Camumos -
«Kocubum pexuccép» kutabbiHIa- «OMUP XaKbIHKAThl MEHEH TeaTp XaKbIUKaThl MYTHHIICH OacKa-
Oacka OoibIysl Kepek emecne.? Tearp emupau cojaiibiHINa, KaHAAaW OoJica coiail skaparca, oHAa
TeaTplblH KaHJail KbI3bIrbl Kananel? Tearp-Oyn Qantacmaropusi, Teatp Oyn Tyc, OJ Xepie
001aTyrblH Yakblslap a)kaiblOaT, akbUFa ChIIMalTyTbIH Vakblsuiap. TeaTpaarbl Yaksisiap s sKepre
TUHUI Typajipl, sl acnianra. TeaTp OyJ1 OHBI )KapaTKaH afamiiap/blH (aHTa3UsAChIHAH TYYbUITaH, 63U
JKacar TypFaH eMUpP XaKKbIHJAFbl TOKBIMAChD» JIeNl OYJI MUKUP/U TOJBIKTHIPAIbL.

JKoxapblaa KeATUPUITeH MUKUPIIEPCH KEJIUI IIBIKKaH Xajiga ©30eKkcTaH MOMIIEKETIMK KOPKEM
OHEp XOM MOACHUAT MHCTUTYTHI Hokuc (rmanbapi 2014-KbUFE TUTKEPUYIIMIEPH «DcTpaga
aKkTEPIBIFBD KYypChl CTYIACHTJIEPUHMH JUIUIOM CIEKTAKIM YIIBIH ~(QWIMANAbIH — OWpHHIIN
KapublraniapbiHad OonraH «CaxHa XoM KOpKEM ©HEep JpaMaTyprusicky O6JIMMUH MUTKEPIeH Kac
npamatypr Askunusas McMaitnoBTeiH «Hapecrenep Kpuiaib» aTibl MECAChIH TaHJIaAbIK. Juriom
CIEKTAKIM ChlnaTelHAa TaHyaHran «Hopecrenep »KpumaiapDy — IIbFapMacskl YCTHHIE MHCIIEY,
TaJKbLIAY, CTOJI 9TUpANBIHIAFbl JOJaliay >KyMbICIAPBIH 2-KypCTbIH 4-CeMEeCTpUHEH OaciiajbIK.
[IprrapMaHbl A9CHENKU UPET OKBII IIBIKKAHBIMHAH-aK, Kajlail 00JIMachlH OyJ1 HIbIFApMaHbl JI0ETTe
CaXHAJIACTBIPBIYBIM KepeK AereH memumre kenauM. llsrapmana KapbITbUITaH MUKUP XOM M
MEHHH PEKUCCEP-TIENAror ChINAThIHAA AOPETUYIININK €THYHME UMKAHUATIAD €CUTMH allKaHIai
0011161 JlpaMaTyprThiH ©3U XkKacar TypFaH éMUpP XaKKbIH/IaFbl TOKbIMAChI, (paHTa3HUsCbIHAH TYYbUITaH
Oy 1IbIFapMa, MOKaH XaM 3aMaH TaHJaMalTYFbIH HIbIFapMaiap/blH Oupu. AaMblii3aT eMUPHH]IE
yIIBIpacaTyFblH, OW3 OWIreH Oupak oHIa utubap Oepe OCpMEUTYFhIH HOpCeJepIuH TyOuHIe
KaHIIAJaH- KaHIlla ayblp- aKblOETJep >KaTKaHbIH, OMp FaHAa MHCAH KbUIMBICHI apThIHJA oyiIajiap
KEeJIEIIETH TYPFaHJIbIFbIH, PeXKUCCEPIBIK (haHTa3MUs, PEXKUCCEPIIBIK HISIIUM XaM/IE aKTEpIap aTKapbly
meOepauTd MEHEH KaphIThIN Oepuy, o0pas3nap apkajabl HWHCAHJIAPABIH KOJIOMHE KETKepUI Oepuy
TeaTp OHEPUHUH TUUKAPTbl MOKCETH.

Canamar Oana —canamar IIaHApaKThIH MUyecu. Tek FaHa cajlaMaT aHa MEHEH cajlaMaT OKeIeH
caslamar Oana Tyysuiaapl. bup Kaparanna oHma utubap OepuIMenTyFbIHAAN, OMpaK eMUpAE YIKEH
OXMUIETKE Hiie O0JFaH — aHAIAPBIMBI3/A calaMaT MOHOYHU PYYXBISTTHIH )KapaThUIbIY MOCEIEIICPUHE
nuTHOAp KapaThly YILIbIH, OMENIUH YJIeC KOChLY euMu3e OapIiie 3pIsUTblIap KaTaphbl TeaTp KOMOTUHUH
XOM IIyXapajblK MUHHETH, XYKJaHbl, ya3blIIacChl.

3amaHareil Teatp apaTKaH CIIEKTAKJIbJIEp TEK FaHa >KEPrUJIMKIN XajlblK TYPFbIHJIapblHA €MEC,
MYTKWJI MHCAHUATKA TYCHUHEPIU OOJBIYBI XOM QJIOETTE MYTKUJI AYHbS XaJIKbIH ©3UHE KapaThlybl
KEpeK.

A.VIcMauIOBTBIH AOPETIIECH MOKAH XOM YaKbIT TaHJIaMalTyFbIH, ©MUPOAKBIN, Xop KaHAal YaKbIT
NUiyaiapblHaH achlll 6T€ OEpeTyFhIH TEMaja €Iu.

Tamamiareil pyyxblil AyHbsCbIHA OAMBITBIY, OHBIH ICTETUK OYHbS KapachblH KETUIUCTHPUY,
Varanra, WHCaHIApFa  MEXMP-MyXaO0aTblH  KYIIGHTHPHY O KONBIHAA  CAXHAJACTHIPHUIFAH
HIBIFapMaap—XaJIblK MacCAChIHA TOCUP OTKEPUYIUH TUHKAPFBI JIEMEHTH.

CaxHa 1IbIFapMachl CIIEKTaKIIb ChIMAThIH/IA OUp MYTUH UICSUIBIK OaFrbIT XOM TOJIBIK KOPUHUCKE
uiie 60JbI1Y bl Kepek. Tamalareire ToCUp KOPCETUY YIIBIH PEXUCCEP TYPIIU yChULIAP UCIIEH LIBIFBIYBI
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KepeK. AKTEPIIAPIBIH TICUPJIM ATKAPBIYbIH TOMUWHMHIIEY YIIBIH CYYPETIIEY OHEPH XM XJUMKeIIep
KOPUHHUCHUH XM JKaFJaiiblH YHpeHnYH kepek. CaxHaJa *KYpUC-TYPbIChL, KAPChI UKUP aJIbII OapbIybl,
KUpUI-IIBIFBIYIAp TeaTp ©HEepU TajlallapblHa Xyyanm Oepuyu Kepek OOJbIN, OJ1 KYHJEIHKIH
TYPMBICJIBIK KOPHUHHUCTEH XbIPAJIbII TYypblybl Kepek. CIeKTakib Tamallareijepre TeK akTépiap
aTKapblybl MEHEH FaHa eMec, KOpPKeMIIUK 0e3eyu, OMp MYTUH LIEMHUMU MEHEH J€ TOCUP KOPCEeTUYHU
KEpeK.

IIbeca mMeHeH wucieyae Oocien IIbIFapMaHbl KAKChUIAIl YUPEHHY, AHAIN3IIEY, POJIBIEPAH
TaJKpIIAY, COH aKTEPJIAap MEHEH CTOJI STUPANBIHAA Xop Oup 00pa3 YCTUHIEC epUHOCH UCIeYU KEPEeK.
Cebebu Oyn mporecc peneTuiivs MPOLECCUHHUH €H OXMHUETIN OyYBIHBI CHITIATHIHAA Kapajblybl
kepek. CaxHama Oup KapbicTa 00C OPBIH KaIMaybl KEPEK.

Y Cbl MOKCETTH OMEITe achIpbly YIIBIH, KypCTa IIBITAPMAHbBIH TAJIKbUIAHBIY IPOLECCUHEH KEHNH
pexxe OoMbIHINA KyMbICIIap/abl Oacian Kubep k.
Pexe:

1. IlIsrrapma TaJIKbUIAHBIYHI.

2.PonbnepanH OOUCTHPUITUYH.

3.Croun aTupanbiHAa OKbIY.

4.Kaxapman o0Opa3napbl aHaTU3H.

5.Xapakrep XoM XapaKTEePIUIHK.

6.MuzaHcaxHa YCTUH]IE UCTIEY.

7. My3bIka TaHiay.

8. OOpa3abIH MIACTUKAIIBIK MIEHTUMHU.

9. OlibIH caxHANACTBIPbIY.

10. KocTromiiep Tannay xoM Tasgpiay

11.PexBU3UT NIEHEH UCIIEY.

12./Iekopaniisi MEHEH UCIEY.

ABTOpJIBIH TNHKUP XaM HAEACHIH, LIbIFApMaJarbl ajifa CYpUJITeH IpoOJieMaHbl, KOKAapFbI
MOKCETTH TOJIBIK alllbIll OepHI, OUp MYTHUH CIEKTAaKIIb >KapaThly YIIBbIH [IbeCaHbl OeJeKIepre 0eu
TankpUIaAbIK. OHIOarel KaxapManjap «OHOrpadusChIH» TOKBIABIK. Xop OHp Yakelsi Kapama-
KApPCBUIBIKTBl KECKUHIIECTUPUIL, IJIACTUK XM CLIEHOrpadUK MIEIINM TUHKapbIHIA UJIes alllbUIbIYbIHA
Oupzeil XpI3MET €TUYU YIIBIH XopeKeT ucieHau. I[Ibecagarbl Yakpisiapbl eee KeCKUHIECTUPUY
VIIbIH, COKJBIFBICHIYIIAp XKOPJIEMUHIE €€ TyYbUIMaraH IeJIeKJIEpIuH TOTIUPUH Xp TYPJIU €TUI
KOPCETUYTE THIPBICTBIK. bUpH TOoFaup 3ayalibl MEHEH MAaKpyXKa anjlaHCa, CKUHIIMCH YJIKEHIIEP
KEHWITEKIUTH ceOeruM Kaza Ooyiafpl. YIIMHIIKMCH aHachl ©MUPH ecaOblHaH >KApbIK JYHbSHBI
KOpeaH.

CriekTakiib YakplsjapblH €KM JYHbsl LIErapacblHIa O©TETYFbIH €TUIl, OyJ IIerapa onuyaiibl
netopad KINEHKA KOpJAEMUHAE omenre achipbullpl. lllerapanblH anibIHFBI TOPENH peajd eMHUp
Xonuiicenepy, €KUHIIUCH TOPENU aBTOPJbIH KOPKEM TOKbIMAchl OOJFaH, €HIM FaHa TyYbUIaXKak
Hopectenep aneMu. WHcaHHBIH AyHbsra Kenuy (uiaocopusChH, ©MUpP Ma3MyHbIH, Oyl IyHbsAa
OMUP CYPUYAUH KOAUPHUH, aHAJIBIK 0aXbIT —MHCAH O©MUPUHUH, KOKAPbI IIbIHbI €KEHJIUTUH TaMalllarei
KOJIOMHE TePEHHEH KETKEPUY Ya3blUIanapbl, CIEKTAKIbINH )KOKAPFBI MOKCETH €THI KOHUBLIIBI.

CrnekrakipauH 1-2 KapTUHAachl WHCTUTYTTBIH YyCTaxachblHAa 2-Kypc 4-ceMecTpuH[e
KyYMakiayel pedTUHT KOPUTHHIE KOPCETWIreH enu. by &bl nayamblHa ThIHOAW U3NIEeHUYIep
XOM CTYACHTJIEpPUM MEHEH YaKbIT NEeHEH caHachail THIHBIMCHI3 €TKEH MUNHETIEPUMM3INH
HoThibkecunae nepetunau. IIbecansin nocnenku «HopecTenep KbllaiIbl» araMachl, CIIEKTaKIIbIH
CaxHaJacThIPbIy MPOLECCUHAE, KYAS SMUYyaiibl OOJIBIN KAJBIN, X3UPIU FOPE3CU3 €UMU3JIE aJIbIIl
OapbUIBIN aThIPFaH jKacjap cUscaThblHA XOMJE CIIEKTAKJIbJIUH Oaciibl MOKCETHHE, CIEKTaK/IbIUH
Ma3MyH-UJeAcblHa J>Kyyam Oepmeill kanrangail Oomnapl. JKac aBTOPBIMBI3  peneTHLHSTIAPIbI
KbI3BITBIYIIBUIBIK IEHEH Oakjan OTBIPbIN, OU3MH PEXKHUCCEPIIBIK MISIIMMUMU3IM KOJLIal —KyyarJar,
cnektakibau «TeOpenOec xypekiep» aramachl MEHEH arayabl MakyJs TanTbl. byn atama MeHeH
1IblrapMa UesiChlHa, OHJArbl MIT€pU CYPHITeH MUKUPIe TONBIK XKyyan Oepuirenien 6011pl.

«CHeKTakiab TOFJUPUH JIOCJIENKH Oec MUHYT ILIeHIeu»-IeNl YHUPETKEH €AU YCTa3jlapbIMbI3.
Jlocnenky MUHYTIApJaH TaMallareiau ChIpibl dJieMre, TeaTp aTJibl 9KailblOaT JyHbSChIHA AJIbII
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KUpUY YIIbIH, HIbIFApMa TEMAChIHA )Kyyan Oepuyiiy My3blkaiap TaHyian bl CleKTakiIbre TaHJIaHTaH
My3bIKa, YCbl IIbIFAPMAHBbIH HJIESCHIHA, YVaKblsulap M30e-U3JIUTMHE TOJBIK XKyyarn Oepuyu Tuiluc.
My3bika akTEp ©HEpUHUH TUHKapbl OOJTraH XOpEKETJIepAu >KAHJIAHABIPbIYBI, AKTEPJAbIH MILKH
CE3UMH, CBIPTKBI (DU3HK aIrnapat MEHEH YUFbIHIIACKaH Xal/1a kacaca FaHa, TaMallareire Tacup KyIu
Kyliereau. bepuwireH mapr-mapasTra My3blKa QJIEMUHJIE )Kacay, KOpUY, My3blka MEHEH E€CHUTHY,
OyHbIMIIap/Ibl JKaHJIAHABIPIY, ICUXOPU3UK XJIpEKEeTJIep, MaHTAMHUMO, CaXxHa XOPEKETH, OyHbIMCHI3
ATIOJIAP, aKTEP MmIeOepIIUTy dIEeMEHTIepH, Oysiap XoMMeCH: Here? He yIIbIH? He MaKCeT MeHeH? He
KBUIBIT aThIpMaH? —IeTeH cayalljiap MEHEH JKOKapFbl MOKCETKE OOMCHIHABIPBIITAH OOJIBIVBI 30pYD.

[lpirapManblH UAESCHIH alllbll Oepuyle caxHa JEKOpalMsIChlIa SXMHUHETIN pojib OWHANIbI.
Caxnanarsl Xop Oup JAeranb, KypbUIFaH CaxHa JeKapaluschl, TamallaredJu €pUKCU3 ©3HHE
OOMCBIHJIBIPBIN, YaKblslap IopbsCblHA FApBIK €THYW Tuiluc. bus omnmyaiipl nemiodan kin€Hka
KOpIEMHUHAEC €KU JyHbsHbl opTajaH Oenun cayneneHAUpAUK. CHEKTaKIbIUH TOCUPILEH
MIEeMEHTJICpUHUH Oupu cBeT (WIbIpaK) KoMbly. CBET T€HEH €KW JAYHbS OpTAChIHIAFbI
allbIpMaIIbUIBIKTBI KOHTPACT Tapu3ae kepcerce Oonansl. Llemnodan kianéHka xop Typiu peHAeru
uiblpakiap (CBeT) MEHEH Oup KOpPUHHUCTE CYYAbIH TOJIKBIHJIAPBIH KOPCETCE, €KUHIIN KOPUHHUCTE
KYPEKTHUH YPbIYbIH KOPCETUYH TUHUHC.

[lepconaxuiap KOCTIOMJIEPH XM I'PUMIIEPUHE Y19 UTUOAp OEpUIIMY U Tajlall €THIICIH.

[errapmanblH Oaciibl KaxapMaHjaapAslH Oupu —‘ATa-Omup nepuiutrecu” 00pa3blH JOPETKEH
cryneHTUM J[loyupxan EmOepreHoB, CblH ChIMOAThl KENMCKEH, y3bIH OOWbI, Jaybic TeMOpu
KAFBIMIIBL, KYIQ KyYVanKepIIWIMKIN IIOKUPTIEpUMHEH Oupu Oomnnpl. On Oyn obpa3 ycTuHze
THIHBIMCBI3 U3JICHETYFbIH, Xap OUp ce3uHe UTHOap OepeTyFbIH €1U.

ATak cakaJjuIbl, anmak KUAUMIIH, OOMIaphl y3bIH, -0 JKapaTKaH oOpa3 railpeiToOuunii. CaxHa
JIEKOPAIUSCHI, CIIEKTAKJIbINH MY3bIKachl Tamalareiau 6acka Oup oneMre, MbIHA jKacall aThIpraH
IOYHbsJlaH Oacka OUp CBIPJbl 9JIEMI€ albIl KEJITreHJeil OOJbIl coyieNneHce, caxHaJIarbl Xop-Oup
XOpEKeT, aKTEPIbIH MHIMBUYAJI TUIACTUKACHI, NHCAH O©MUPUHUH TYHFBIII K9JIEMJIEpU €KEHJIUTUH, Oy
TYHFBIII K9JIEM, XoMMeie Oupieit 00bin GaciaHbl, Xop KMMJIE XOp KbIHIbI ayaM €TeTyTbIHJIbITbIH
KOPCETHII aThIpraHjan. ..
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ATa-“OMup nepuITec HUH JaybIC TOJKBIHIAPDI, KOYMETH, IJIACTUKAChI, OacKajap/iaH aipbIKiia
XbIPAJIbII TYPIYbI KEPEK:
ATa:_ Accanayma-aneikyM, Xel ajgam3aT, XaKbIHKaTThl Kepuyre TalblHChI30a? Xa3Up KOPMEKIIN
00JIFaHbIHBI3 AMUYailbl OMp XaKbIMKAT.

O3UMIM TaHBICTHIPAUBIH....MeH OMUp NEpPUIITECUMEH, OapJbIKTarbl TUPUIIMIUKKE >KaH aTa

eTuymnae o3uM. ToHUpPUM conail KapaTkaH MEHH. byn »kepre yaspldliaMIpl OpPBIHJIAY YLIbIH
KEJIJIUM. ..
....AKTEp/BIH 9KalbIll JAYbIC TOJKBIHIAPHI, CHIMKBIPJIBI MY3bIKa MEHEH TOJBIKTBIPbUIAIbL. OCTe-
aKpIpbIlH OacllaHraH My3blKa CECJIEpH, CaXHAJarbl JKaHJbl XJPEKEeTJIEp MEHEH Oupre KaybIChII
Kereau...My3blka ceciiepy KeTepuJuIl Oaciaiiipl, caxHaja aifHamall >KbUITBIpAK LesutoQaHiap
UIINH/IE KO3TaJbICIIap, I9CIEI SCTe-aKbIPBIHJIBIK MIEHEH OacIaHblll, My3bIKaHbIH KYIICHUIT ©3repuyn
MeHEH Te3necenu. Jlocien Oup-exkeyu, KeWWH Tarbl €KU-YIIEYH, aKbIpbIHIA CaxHada jKaiackaH
Oapnblk neuiohaniap WUIMHAEC TUPUIIMIUK Maiga Oosanel. Onap A9cien KyAa HI3HK, XQJCHU3,
KYLICH3 XapekeTiiep. Oapa-6apa My3bIKaHbIH ©3repUyHd MEHEH OapiibIK XOpEKETJIEp aKTHBIIECEIH.
Onap eMHp YIIBIH I'ypecleKkTe... XpeKeT MPOIeCUHE KYpbUIFaH TeaTp—THUpH, KEIIMPME TeaTphl.
Kannibl XopekeT eTUyIIHN akTep Oy TeaTpra THiKap OOJIbII ecariaHabl.

Vaxsisnap payaxianbiybl. Oxen mepuinreck (Aiizoc OTernbGepreHoB) HOTMPaH KbI3IbI AJIbIII
Kketuyre kenequ. Omup yumbiH rypec. barbip, [loyner, AkbpIOeKk XaH-TOHM MEHEH KbI3JIbl XKell
MEPUILTECUHEH KyTKapbll Kaiamakiibl. Kpi3 0osca apblK OYHbSIHBI KOpPUYre HMHTHU3Aap. OTTEH,
XOTTEKH OMUP MEPUIITECUIE KbI3/Ibl aMaH aJIblll Kajia aaMabl. .. IIcuxopu3uk, miacTuk XoM MUMHUK
XOpeKeTiep MEHEH, Xop Oup KaxapMaHHBIH HMHJMBHUIYyall IUIACTHUKAChl, CaxHa XOpeKeTu Oy
KOPUHHCTE YJIKEH LIEOEpIMK XOM TeXHUKaHbI Tajan erequ. llcuxosoruk >xectiepie, mosajiapiaa
TaMallarei i MCeHANpE allaTyFbIH KYJUpeTin Ky Oap. Onap 03 OpHBIHJA MaiilanaHbuica, akTép
©3H aHJIbl POYUIITE KEPEKIN MOYPUTTE KOJUIaHA ajica MOKCETKE MyYallbIK 001a/Ibl.
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O30eKrCcTaH MOMJICKETIIUK KOPKEM OHEP XOM MOACHUST HHCTHTYTHI
Hexwuc dunmanst «Pexuccypa kepkem eHepm» kadeapacsl OACIBIFbI, TOIEHT
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AHHATOLOUA
Bepunren makanama akTEpIbIK MIEOSPIUTHHUH THUHKAPFBI JIEMEHTICPUHIH OUpH OOIFaH
«TY3€THY» TIBIHBIFBIYIAPBIHBIH JOCTCTIKH OWPHHIIM  OAaCKBIIITaFbl JOPETHYIIMINK JIOYUPANH
OXMHMETH XAaKKbIH/Ja alThUIIbl. Byl IIBIHBIFBIYIapa ocHpece XoWyaHaTiap JYHBSICHIH Oakjay,
OJIapIbIH, OJapAbIH MUHE3 KYJIKBI, )KYPUC TYPBICHL,CBIPTKBI KEIOSTH, IIaCTUKACHI, KO3-Kapachl, HC-
XOPEKETIEPUH T'Y3eTUY XM YHpeHHy - akTEpAbIH 00pa3 )KapaThlybIHIAFbl TYTKaH OPHBI XaKKBIHIA
KCH TYCHHUK Oepwienu. ['y3eTHy IIBIHBIFBIYIIAPBIHAH, TOOHMSTTHI T'y3eTHY, aJaMiIapibl Ty3eTHy,
OTHPAITHI T'Y3€THY CHISIKJIBI OOJFaH TYPJIEPH XAKKBIHA CO3 CTHIICIH.
I'uat ce3diep; AxTép, Ty3eTHy, XailyaHaT, XOpEKeT,TOOUAT,HHCAH, OMHP, KICHII, TAIAHT, OOBEKT,
Tearp, IUIACTHKA, MUMUKA.
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head of the department "Art of directing" of the Nukus
branch of the State Institute of Art and Culture of Uzbekistan

OBSERVATIONAL LESSONS TO IMPROVE ACTING SKILLS

ABSTRACT
This article talks about the importance of learning "observation", which is one of the important
elements of acting, in the first stage of the four-year period. These classes provide a broad
understanding of observing and studying the animal world, their behavior, appearance, plasticity,
eyes, actions, as well as the role of the actor in creating the image. We are talking about types of
observation, such as observation of nature, observation of people and observation of circumstances.
Key words; Actor, journal, animal, action, nature, human, life, profession, talent, subject, theater,
plastic, mimicry.

JInzaxan ypazmoeToBa,
3aBeayromias kapeapoit «MckyccTBo pexxkuccypb» Hykycckoro
¢mmana ['ocyapcCTBEHHOTO HHCTUTYTA UCKYCCTBA M KYJIbTYphl Y 30eKHCTaHa

HABJIOJATEJIBHBIE 3AHATUA 1151 COBEPIHEHCTBOBAHUSA AKTEPCKOI'O
MACTEPCTBA
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AHHOTAIUA
B nanHO# cTaTthe TOBOPUTCA O 3HAYCHUU OOYYCHHS «HAOIIOJACHUS», KOTOpas SBIISICTCS
OJIHUM M3 BaXKHBIX DJICMEHTOB aKTEPCKOTO MAaCTEPCTBA, HAa MIEPBOM ATAIE YETHIPEXJIECTHETO IEPHO/IA.
Ha sTux 3aHaTHSX JaeTcs MUPOKOE MOHUMAaHWE HAOIIONCHUS U M3YyYCHHs] MUpPA JKUBOTHBIX, UX
MTOBEJICHNS, IOBEICHUSI BHEIITHET O BUIA, TUTACTHKH, TJ1a3, ICUCTBUH, a TAK)KE POJIU aKTepa B CO3JaHUHU
oOpa3za. Peub uaet o Bugax HaOMIOJCHUH, TAKUX KaK HAOIIOACHUE TMPUPOJIbI, HAOIIOCHUE JIIOJICH U
HaOJII0JICHHE 00CTOSTCILCTBA
KiioueBble ciioBa: AKTep, KypHal, )KUBOTHOE, ICHCTBUE, MPUPOIA, YETIOBEK, KU3Hb, Tpodeccus,
TaJaHT, IPEIMET, TeaTp, MIACTUKA, MUMHUKA.

AKTEp KaHAal o0pa3[pl CoyNeNeHIUPUYH KapamacTaH, OJl ©3JIMTMHEH, 63 Ce3UMJIEpUHEH,
©3MHHH WKW KEIIMPMEIEPUHEH KEJIMIT LIBIFBIYbl KEPEK. AKTEPIBIH POJIb YCTUHIA UCIECYWHUH
KbIMBIHIIBUIBIFBI XOM MYIIKHUII IPOLIECCH, TOCIIEIT CTYJEHTTH ajJObIpaThI KOMBIYbI, aKTEPIIBIK OHEPU
METOJIMKAChIHA HMCEHUMCHU3JIUKTH OSIThIybl MyMKUH. CTYyAEHTTUH NeAaror TOPENHHEH OepUIIMII
aTBIPFaH ya3blillajap OXMUHETUH TEPEHHEH TYCHHHUII )KETUYH YIIbIH XKY/19 KON TYPJIX LIBIHBIFBIYJIAp,
KOpCeTHnenep XxaM IeJarorTblH 3UMPEKIUTH TAJIAIl €THIIEIN.

AKTEpPIIBIK KOpKeM oHepH OOMbIHIIIA OTKEPUIIETYFbIH JCIETKH IIBIHBIFbIYIap/a nearoriap
TOPENHUHEH I'Y3€TUY LIBIHBIFbIYIAphl alblll Oapbutajbl. ['y3eTUY MIBIHBIFBIYIaphl Oy KaHAal 1a Oup
OOBEKTTH TepeH YHpeHUI OOJIbIN, OHbI CaXHaja aTKAPBLY apKaJibl KY3€re IIbIFapbIybl.

['y3eTuy IBIHBIFBIYIAPBIHBIH OUPHU- STUPAITHI, TOOUATTHI T'y3eTuy. byn nponeccre cTyaeHT
MKAIIFBI3 Xa1a TOOUATTHIH OeNriiM OMp KOPUHUCHH THIHBIII XOM JIBIKKAT NEHEH I'y3eTHY MYMKHH.
ByHaa TOOUATTBIH I'e33aNbIFbIH KOpUY, TOOUT Xaya3blH €CUTHY, TOOUSATTHI CE3UHUY, TOOUST apKajibl
uiuc ce3ny, TOOUAT apKaJibl oM OMIINY CBISIKJIBI aKTEPIIBIK 1€0epIUTUHUH TUHKAPFbI 3JIEMEHTIIEPUH
Oexkemuien Oapasibl.

XalyaHat oneMuHe KeOUpeK UTUOap - T'y3€TUY IIBIHBIFBIYIAPBIHIA ©3 dXMUIETHHE Huiie.
I'yzetun atbipraH xop Oup XalyaHHBIH MUHE3-KYJKBIH, KYPUC-TYPBICHIH, TEK FaHa COJ XailyaHra
TUMHCIIA OOJIFAaH XOPEKETIEP/IU, KO3 Kapaciapibl, ay KbUJIbIY TOPHU3WH, ayKAaTJIAHBIYbIH, OHBIH €H
payakJiaHFaH OpPraHblH TaOBIYbI YUPEHUY, KEJEIIEKTE aTKapaThlH POJIbIMH XapaKTepUH TaObIyFa
TUHKap O0abl.

XaiyannapblH ICUXOJIOTHSUIBIK JKaF1allbIH KOpCeTe TyphlIIl, 013 agamiiapIblH FOMOPIIBIK XoM
CaTUPAJIBIK MUHE3-KYJIKbIH/A J1a KOPCETUYUMU3 MYMKUH. KopkeMm eHep MHCTUTYTBIHAA CTYIEHTIIED
XalyaHjlap MHUHE3-KYJIKbIH, XOPEKETJIEPUH KOpCeTHUY apKajbl OJaplbplH ajamiapra yKcac
TOPEIUICPUHIC KOPCETUYTE XOpeKeT erenu. Anamxaityan kenOetuHae mnaiga Oonanel. CTyneHT,
OyHIall MIBIHBIFBIYIAp (U3UKAJIBIK XOMJE IMCHXOJOTUSJIBIK OacbIMHAH a3aTiblK, CTYICHTIEpIU
caxHajia e3JIEpUH €PKUH CE3UYIIEPUHE KIpJieM Oepeu.

XaKpIMKaThIHA J1a aKTEPIIBIK OHEPUH UHEIIEY e MHCAH KOPIIaFraH OPTAJIBIKTAFbI )KEKE HKaHJIbI
KOHJIMKIIEPIUH KBUIBIK-KbLIYajapblHaH OaciaraHbl xkakchl 001abl. IbIHBITBIYIapIbIH MaKCETH €
YCBIHJIal KOMMJUIUKTU aHJIAN JKETUY, OHBIH albIpbIM TOPEIUIEPHH OMEJJE ChIHAIl KOPHUY apKajbl
IY3eTUYIIWINK KOOWJIMHETHUH J>Ky3ere IIbIFapelyaaH ubOapaT. XalyaHatinap oJIEeMHUH Ty3€TUy
UIBIHBIFbIYbIHA KOMBUIATYFBIH JKOHE OUp Yasbliina, akTEépablH Oacka Kplsnara (TyCKe) KUpUYHUHHUH
OaclaHFBIII DJIEMEHTIICPUH O3JICCTUPHYIN YHPETHYIeH nbapar. XailyaHarnap oJIeMUH T'y3eTUY XoM
XailyaHJIapbpIH UC-XOPEKETICPUHE ENUKIICY 00axaK aKTEP IbIH IJIACTUKACH, MUMHUKACHI XOM KOpHY,
€CUTHUY, CE3NY CE3NMIICPUH KYLIEUTEIN.

By mbIHBIFBIYIApABI Y3IUKCU3 TOKHpapiiall O0apbly HOTHIDKECUH]E, XaillyaHIapAblH MUHE3-
KYJIKbIHA YKCAC XapaKTepin agamiap bl TaObIy, OJIap/bl TY3€THY HOTUIHKECUHIE OMENHATTa KaHaai
na Oup Yas3bliilaHbl OpbIHIAY AKTEP TY3ETUYIIMINK KOHJIMKIECHUH OEKKEMJIEI, achIpbIIl Oaphlybl
MYMKHH.

['yzetny 1IbIHBIFBIYIApBIHIA XalyaHAT oJNEMUHJAETH, Xdp Oup XallyaHHbIH e3reuie
payaxxiaHFaH OpraHbIH TaObIY, KEJEHIeKTe pPOJb XapaKTepUH TaObIyFa TUilkap Oonaabl. XaiyaHaT
QJIEMUH TY3€THY IIBIHBIFbIYJIapblHA KOMBUIFAH KoHE OHp Vasbliina, akTEpAblH 0acka KOPHUHHCKE
KUPUYUHUH JOCIENKUA 3JIEMEHTJIEPUH ©3Je€CTUPUY OACKbIIIbIA YCbl IIBIHBIFBIYAA KOIUIUIECEIH.
['y3eTuy MIBIHBIFBIYIAPBIH aJbIll OapbIll aThIpFaH MENAror CTyIAEHTIEpIe I'Y3ETUYILECHINK XOM COJl
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apKaJibl aKTEPJIBIK IEOEPIUTUH )KETUITUCTUPHUY YIIBIH TOMEHETH Ipoliecciepre AbIKKAT ayaapblybl
KEpeK:

EH nocnen rysetuy Oy WIBIHBIFBIY €KEHJIUTHH TypbIC TYCUHIUPHY

Crynentiepzae ToOUATKa O0JIFaH MEXPUH JKOHEE KYLIeHTTUpuy

ToOusIT KOPUHUCHH I'y3€THY e TOOUST MEHEH “Coy0eT Kyphly”’

Byn mIBIHBIFBIVIIAD CTYACHTTH KOHENE ©3 YCTHHJIE HCIEYTe TAIIBIHABIPA alblybl YLIbIH
MeJaror TOPEIUHEH SMEIHM IIBIHBIFBIYIIAp TE€3-T€3 aJblll OapbUIBIYbl KepeK. AKTEPIBIK 1e0epauru
UIBIHBIFBIYIapbIHAa 00pa3/IblH HETU3UH TaObIY1a HIBIHBIFBIY aHCAT OOJIBIYBI YIIIBIH KOHUYapIIap IbIH
oOpa3plHa KUPHUY YChULIAphl Maiiansl ecamiaHaabl. Xop KaHAal agaMJibl KalChLIyp >KQHUYapiap
MEHEH CaJIbICTBIPbIy MYMKHH, Oyj 0oJica CTYIEHTTUH HC-XOpPEKETJIEpUHJE >KaHJbIpaK OOJIbIM,
YSUIILIAK, XOM TapThIHIIAKJIBIKTBI JKEHUYIe >kopiaeM Oeperu. CTYIEHT Ty3€THY UIbIHBIFBIYIapbIiH
Tasgpiayaa TeOMEHJAErd OaraapiapAblH OHpPUH TaHJall JOPETHYUIMWIMK Kajaranay >KyMbIChIHA
TaspJIaHbIybl MYMKHH:

TanaHTibl CTyIEHTIIEp STIOA/IbI Ja KOMUHE KEITUPUIl aTKAPBIYbl T'Y3€THY LIBIHBIFbIYIapbIH
KAKChl OPBIHJIAHBIYBIHBIH apKacblHga Oonafbl. TyJiKW, >KbUIaH, KAacKblp, apbICiaH ChISKJIIbI
XanyaHnapabl XUUIEKEPIIUK, IAKKAHIIBIK XoM 3UMPEKIIUK Xop KaHJal JKaFJailJlapJiaH yCTAJIbIK TIEHEH
KOJI TaybIIl LIBIFBIN KETETYFbIH, 63 KyMbIChIHA MbICHIK MHCAHJIAPFA CAJIBICTBIPAIU KU YKCATaJlbl.
ConblIH yHIbIH 00Jica KepeK aipbIM ajiaMmiap/bl XailyaHra CalbICThIPaThIH YIIBIPMa CO3 XM HaKbLI-
MaKaJJIap XaJIKbIMbI3 apachIH/AA KOII UCIECTUIIEN.

Hermsunne xop Oup xaiiyan na MHCAH Ja yibIymMa OWOJIOTHSUIBIK KOHJIHMKIEP OMHPHU
JayaMbIHZIa TYPECHUI XKacaiapl. OmMup — Oy rypec Jem COHHAaH aWThuica KepeK. XaiyaHapabiH
MUHE3-KYJIKbIHA COIIKEC XpEeKeTep Tayblll, OJapAblH K63-Kapachl, INIACTUKACHI, CHIPTKbI (PUTypachl,
ay KbUIBIY XOM ayKaTiaHbly MEHEH OalIaHBICIBl YaKbIsUTApIbl JTIOJA CHIMATHIHIA OpPBIHJIACA,
TUMKAPFHI OaFaap oHJa KaHaak 1a Oup KapaMa-KapChUIBIK OOJBIYBI Kepek. [ y3eTuy e oxMuiieTke niie
OyyblHIapAblH OWpH, JIOTMKAJIbIK ecarjaHaabl. Erep CTyIeHT e3 TypMBICIBIK Ty3eTUyiepu
TUMKapBIHJIA CaXHaa KaH1al1a Oup YaKels KU MIPEAMET, XailyaH bl )KeTKepHUIl Oepuy MPOLIECCCUH]IC
JIOTMKACBI3JIBIKKA KOJI KOMCA, OH/IA OJI OPBIHJIAII aTBIPFaH UC-XOPEKETIIEPANH MAKCET UIEAChIHA 3bISH
KEeTeu.

Teatp penepryapiapblHia TYpAU MILIETKE Kapacibl CleKTakiiep Oonafbl. AKTEp KoHE
OOJIBIIT aThIpFaH Xd/uiice, KyObUIbICHApABIH ce0er, Ma3MyHBIH U3Jeyre, TYCUHUYTE YMTbUIAJbI.
Wucannapapl ry3eTuy —akTép medepauruiaeru TUKapFbl 3JeMEHTIEpIMH OUpH ecariaHaabl.

bepaak arbmaarel Kapakanmnak MOMIIEKETIIMK aKaJeMHUSUIBIK MY3bIKaJIbl TEATPBI CAXHACBIHA
Mycrait KapumauH “Aif TyThUITaH TYHJI€” CIIEKTaKIN O30€KCTaH XalbIK apTUCTH, bepiak aThiHaaFbI
MOMJIEKETJIMK ~ CBIMJIBIKTBIH ~ Jaypearbl, pexuccep Haxumaraun AncatbaeB  TopenHHEH
caxHanacThIpbULibl. CHEKTaKIbIEru Opailsiblk posbiiepanH Oupu ““Jluityana’-oOpasbl. [Juityana
oOpa3piH- akT€p Kapakanmakcran xanelk aptuctd bantanuss KaiimoB xymo meOepiuk IEHEH
aTKapbIll IWBIKTEL. By jxepae “akTépAblH O3MHEH KEJUI LIBITbIN OMHAaAbl Jel eMec, all 03 POJIMH
“u3nen, akrapblll TaObIYbl” HaH KEJIMI IIBIKTHI Aecek Karenecrneimus. Cebedbu b.KaiinoB nenen
coyOerneckennumuzue: Oy «JluityaHay poiu XakKbIHIA >KYIO TOJKBIHJIAHBI «byl MEHUH JKaKChI
KOPT'eH POJIBJICPUMHHUH OUpH. By posibin oifHAYBIM yIIBIH KOTl u3JieHauM. VHcaHmapabl, OTUPAIThI
rysertuM. ['ysetuyneHn TokramaasiM. HekucTe kemie apanan COMICHHUIT )KYPETYFBIH « Y CEH XKUILIA»
JiereH ajaM 0ap enu. YHHUBEpMarThlH KachlHJArbl IIalixaHa OETTEH OHbI Tayblll allblll, Xdp KYHU
yiisipacaTyFblH  00abiM. OHBIH HC-XOPEKETJICPH, CO3JIepU, JKYPUCICPUH TY3€THI, YHpEHE
OacmageiM. byn ryseruynep «/luiiyana» ponumHe MEHM >KaKbIHJIACTBIpFaHmaW Oomabl.  OHBI
ayKatinaHAbIpaMaH, ayKaTJIaHbII OTBIPHII, KbUIBIKJIAPbIH, KbIMMbULIAPBIH, )KY3UHIETH 63repuciepin
ryseremed. Ceiliiecurl, aHaHbI-MbIHAHBI aUTBICHII OTBIPHII, MTbECAIaFbl «OYTHHIIEPH MTEPUILTENECPAU
KOpHI TypcaH 0a?» jereH copaynbl OepeMeH. MeH e3UM yChl peIuIiKara KeJIreHAe HE HCICPUM/IH,
OyJ copayra Kayai, KOUTHIT )Kyyar Oepuyid Xop KbIAIbI €THUI TOKUpapian kepreameH. bupak xerr
KeYJIMM TOJIFaH eMec eAu. Y CeHHUH OyraH Kanail sxyyan OepuyuH KyTTUM. OHBIH JKY3JIE€pUHETH
e3repucTH ry3eTTuM. O y3aK VakbIT )KOKapbiFa Kapamn OiIaHbIl Kayiael. KelnH xoKapbiian Oup
HOPCEHHU M3JIereH iel 00ibl 1a MaraH «SIK, Oyruniaepu kepMel aTeipMan» Jien xyyan oepau. Men
Oyn «/lmityana» polMH  ’KapaTblyna, yChl YCEHAU TY3ETHYMMHEH, OO0pa3ibl jKapaThlyna Kell
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TOCUPILEH 3JEMEHTIIEPAN aJJbIM, XKYYMAaK HIbIFApAbIM, XYPUCICPUMIHN, XOPEKETICPUMIN  YChI
YCeHHEH anibIiM, OHbI OAWBITTBIM, HOTHIKeAe «Jluityana» oOpa3bl MEH YIIBIH €H OUp KOAMPIU
POJIBJIEPUMHUH OUPH OOJIBITT KAJIJBL.» JACHIH.

Jlemek, CTYIEHT eMUpAM, dJEeMIM, aJamiap XoM XalyaHnap.ibl, ’KaHCBI3 MpeaMeTIepau
ry3eTep eKeH 3UUPEKIIHIINK, JBIKKATTaH 0acKa JTOTUKAIIBIK TOPETUICPUH U3JICYH, YHPECHUYH XOM ecien
KaJIbIY bl Kepek 0omanbl. by skokapbiaa banranuss araHblH alTKaHbIHAAW- AKTEP OMHUPHU JayaMbIHAA
TYPMBICTBI, HHCAHJAapAbl  T'Y3€THYJIEH TOKTaMaybl Kepek. ['y3eTuy HHTEIUIEKTH AaKTEPABIH
TOOUATBHIHIA Gap OONBIYBI XOM OHBI aKTEP OapibIK JOPETHYIIMINK IPOLECCUHAE payakJIaHIbIPHIII,
OTKHp OOJIBIYBI YIIBIH MbIIAKTall eren 0apbiybl 39pyp. CaxHa TopOus Aopraiibl IPUHIUIIMHE OMEI
eTep eKeHOM3, JAeMeK Ou3 TaHJaraH Y3UHAU 1€ XOM TOpPOMSUIBIK, XOM MOHOYUU KaKTaH >KOKaphbl
OmmMre cyiieHreH 0ombrybl kepek. [Ibeca ananu3une mbFapMa UAesiICH XoM MaKCEeTHHE allbIPBIKIIa
ot Oepuy kepek. COHJIBIKTaH J1a, TY3€TUY NOPETUYITMINKTUH MISPTINA TallariapbiHaH Oupu OOJIBITT
Kasia 6epenu.
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Hloupaxon Ymaposa,
®daproHa JaBiaT yHUBEPCUTETH MYCTaKUI TaJKUKOTYHCH

NHCOH IICUXOJIOTUK XOJJATUHHU UPOJATOBUYHN
THUJ BUPJIMKJIAPU (III.UcaxoHOBa poOMaHJIapU MU COJIM/IA)
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AHHOTALUA
Pyxwii xoat ndomanopun Gpebiurap nxxoOuil Ba caaOnii SMOIIMOHAN )kapa&Hiap Ba yiap OwiaH
OOFJIMK XOJJIa WHCOHHWHT KaWusTHma, pyxwsTHaa pyd Oepaguran Typiidda Y3rapuilIapHA
nbomanaiiny. Y36ek THIMIA YIAPHUHT KYJIaMH aH4a KeHT Oyimb, HyTKMMH34a XaMm (aol
kymumanaan. Oparna, pyXuid xojaT OWIITUPYBYM cudar Xoyar OWIIupyBud CH(MATIAPHUHT HUKH
Typu cudaruga OenrmiaHaaw. TaHUKIW — E3yBYH [II.McaxonoBanuur “budbuxonum”,
“I'apxapmrogberum’™ Kabu TapuxXuil poOMaHJapHa PyxXui Xojar ¢eb/Ulapyd Ba YHUHT PaBHILIONI,
cudatao MmakUlapyu IIYHHHTACK, cudatiap Ba ubopanap myawmd HyTKUAA, STbHU TIEPCOHAXKIIAP
XapakTepu Ba PYyXWMH XOJIATUHH TaBCUQIIOBUYM €KMW OMp TEpCOHAXHHHT OOmIKa OHMp TEepCOHAX
TaBCH(DMHM KENTHPraH YpWHIApAa HUCOATaH KYNPOK KyJulaHaJu. MabIyMKH, KUCMOHHNA XOJIAT
debmutapu OwiaH wWQoAaTaHagUraH WHCOHHHMHT TaIllKM KYpPHHUIIMIATd XOJIaTiiap Ba  XaTTH-
Xapakatiap XaMm, KyniH4Ya, WIKH PyXUi X0J1aT OuiIaH OOFJIMK paBHIIIa Ke4a I Ba KATOOXOH/Aa KaTTa
TAaacCypoT BIONAMPAIN. Y30eK TWammarn xomaT (ebiuiapu oObeKTHB acocHra Kypa TaOuar Ba
KAMHATIArd, YCHUMJIMKJIAp Ba XaBOHOT OJaMUIard, WHCOH OHOJOTHCH, (PU3HOJOTHUACH Ba
TICUXHUKACH OWJIaH OOFJIMK MYyasiH )KapaHIapHU Y3 Waura ojajan. Ma3kyp MakoJiaga TaHUKIN Y30eK
ésyBurcu lllaxomar VcaxoHOBaHMHI ~ TapuXWil pOMaHjapuja HHCOH IICUXOJIOTUK XOJaTHHU
1(HoTaIOBUM THIJT OUPIUKIIAPH TAAKUK KHJIUHTaH.
Kanur cy3aap: WHCOH, pyXusT, X0Jar, uoopa, Oupukma, (ewi, MyHocabaT, 3MOIUs, TaCHHU,
*kapaéH, Kanusr.

Hloupaxan Ymaposa,
He3aBucumelii ucciienoBareib
depranckoro rocy1apCTBEHHOTO YHUBEPCUTETA

A3BIKOBBIE EJUHUIIbI, KOTOPBIE OBO3HAYAIOT ICUXOJIOI'NYECKOE
COCTOSAHUSA YEJIOBEKA (na npumepe pomanos LlI. UcaxanoBoii)

AHHOTALUA
['marosbl, BbIpaXKarolye IMCUXUYECKOE COCTOSHUE, BBIPAXKAIOT MOJIOKUTEIbHBIE U OTPULATENIbHbIE
SMOLIMOHANbHBIE MPOILECCHl U Pa3IMYHbIE U3MEHEHUS, MPOUCXOAIMEe B HACTPOCHUM U TNCUXUKE
4esioBeKa B CBS3M ¢ HUMU. B y30ekckoM si3bike UX cepa NPUMEHEHHUs I0CTaTOYHO LIMPOKa, U OHU
aKTUBHO HCHOJB3YIOTCS B Hameill peud. OOBIYHO NpuilaraTeibHOE ICUXUYECKOIO COCTOSHUSA
ONpEAENSAIOT KaK BHYTPEHHMHM THUIl NpUJIaraTtelbHbIX COCTOSHHA. B HUCTOpHMYECKHX poMaHax
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m3BectHOM mmcatensHUIbl [ll.McaxonoBoi, Takumx kak «bubOuxanum», «[aBxapmoadberum», B
aBTOPCKOM pEYM OTHOCUTENIbHO Yallleé BCTPEYAIOTCS IJIarojibl IMCUXUYECKHX COCTOSHUN U UX
OTHOCHTEJIbHBIE, MpHIaraTesibHble QOPMBI, a TaKKe MpUIaraTelbHble U BBIPAXKEHUS, UTO €., B TeX
MecTax, IIe OMUCBIBAIOTCS XapaKTep U IyIIEBHOE COCTOSIHUE MEPCOHAXKEN WM II€ OJIUH IEPCOHAX
OIHCHIBAET JPYTOro MEPCOHaXka. Y CIIOBHBIE IJ1aroJibl B y30€KCKOM SI3bIKE BKJIIOUAIOT B ce0s [0 CBOEH
MPEAMETHON OCHOBE OIPECIICHHBIC MPOIECCHI, CBA3aHHBIC C MPUPOAONA U OOIIECTBOM, (Iopoit u
¢dayHol, Ouosioruei, ¢u3znosoruel M ICUXOJIOTHEH 4YesoBeka. B naHHOI craThe HccieayroTcs
S3BIKOBBIE €TUHUIIBI, PEIPE3CHTUPYIOIINE TICUXOJOTHYECKOE COCTOSHHUE YEIOBEKa B HICTOPUUECKUX
poMaHax u3BecTHOU y30ekckoit nucarenbHulbl Llaxonat McaxanoBoi.

KiroueBble cji0Ba: 4YelIOBEK, IICMXWKA, CHUTyalus, CIIOBOCOYETAHHE, COCIMHEHHE, TJIarol,
OTHOIIIEHHE, IMOLUS, KJIacCU(PUKAIMSs, IPOLlecC, HACTPOCHUE.

Shoirakhan Umarova,
Independent researcher at Fergana State University

REPRESENTATIVE OF THE PSYCHOLOGICAL STATE OF A HUMAN LANGUAGE
UNITS (using the example of novels by Sh. Isakhanova)

ANNOTATION
Verbs expressing mental state express positive and negative emotional processes and various changes
that occur in a person’s mood and psyche in connection with them. In the Uzbek language, their scope
of application is quite wide, and they are actively used in our speech. Typically, a mental state
adjective is defined as an internal type of state adjective. In the historical novels of the famous writer
Sh. Isakhonova, such as “Bibihanim”, “Gavharshodbegim”, in the author’s speech verbs of mental
states and their relative, adjective forms are relatively more common, as well as adjectives and
expressions, that is, in those places where describes the character and state of mind of the characters
or where one character describes another character. Conditional verbs in the Uzbek language include,
in their subject matter, certain processes related to nature and society, flora and fauna, biology,
physiology and human psychology. This article examines linguistic units that represent the
psychological state of a person in the historical novels of the famous Uzbek writer Shakhodat
Isakhanova.
Key words: person, psyche, situation, phrase, connection, verb, attitude, emotion, classification,
process, mood.

NHCOHHUMHT TICHXOJIOTMK XOJaTH Xoyar wudonaioBun ¢ewimap, ubopanap, KeHTralran
OupukManap, yHIOB cy3iap Ba OOIIKa THJI OMPIIMKIApU OpKAIH U(OJaTaHUIITN MyMKUH. TaHUKIN
é3yBun I[llaxomatr VcaxonoBa acapnapuyma aHa WIyHJIad KyrOK OYEKmop TacBupuil wudomazap
camapaiM KywiaHrad.  Taxmwurapumu3 1myHH Kypcaraauku, [ll.JMcaxoHOBaHUMHI Tapuxuii
poMaHnapua pyxuil xosar ¢ewiiapy Ba YHUHI PaBUILIOLI, cHU(ATIONI MIAKUIApH IIYHUHTJEK,
cudarnap Ba ubopanap myamwtud HYTKUAA, SHHUA MEPCOHAKIIAP XapaKTEepH Ba PYXHH XOJIATUHU
TaBcU(PIOBUM EKM OMp MEPCOHAKHUHT OOILIKAa OUp MEPCOHaX TaBCU(UHU KENTUPraH YpuHIapAa
HUcOaTaH KYTPOK KYJUIaHAIH.

Manbnaymku, y30ek Tunuaa xonar Gebiuiapu 4 Typra akpaTuaam:

a) MUKW X0JaT (pyXuid KeUnHMaap Omian OOFJIMK): dCall, YHYTHI, &1all, TyOaHIalIMOK;

0) Tamku Xonar (WYKKM XOJAaTHUHT HaMOE€H Oynumu OwinaH OoriHK): xada OVIMOK,
II10/TAHMOK, SCAaHKUPAMOK, JOBIUPAMOK, Fa3a0JIaHMOK;

B) )KHCMOHHM XOJjaT (MHCOH TaHacu OmiaH OOFJIHK): XOJICHM3JIaHMOK, KYWMOK, Ky4IaHMOK,
3anIammox;

I') WKTUMOHI XoJlaT (KaMuaT OusiaH OOFJIMK): OOMMMOK, KamOarayulalMOK, KYTapHJIMOK,
YPUIMOK, KyBFUH OYIMOK [6;178]

by Vpunpa myHu xam alTuO YTUII KOU3KH, KUCMOHHUHM X0laTHU M(OAATIOBUM aWpUM
dbewmtap kyuma MabHOA PyXUid XoJaTHU UdoaaioBun (ebira aianaiu.
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1. AaMHUHT Kynu KyiuO yiina xacan €rudau, umra OoponMaantu”, - neaum...(Cysnamys
HYTKHU/IaH)

2. Omnepamust Ba aopu-mapmonsnap 3ympan ConuKOBHAaHM aH4a 3au(iamiTupud Kydrax
3KAaH. 3UHAINONAAH TYPTUHYM KaBaTra KyTapuiaryHua Hadacu TUKUINO, y4-TYpT MapTa TYXTad OJu.
(IT.Kogupos, “Onmoc kamap”)

3. Enrus kusupgan Oup ymp aiipunranura Kyidmo, amoiin TamoM OymaésraH aénm Xyaam
CYBCHU3IIUKIAaH KOBXKHPAO, Yl OomuIaraH HUX0J 0exoc €KKaH EMFUPAAH TUPUITaHU KaOu KOKCYSK
TaHacura >KOH 3HMO, FaM-aHAyXJlaH OemMaBpH]Jl @XUH TYyLITraH (03U EpHIUraHuya, yHra THKWIHO-
TUKUINO Kapap, Y3UHHU Kysapra kol TornonmMai, skunmaspau. (1L.Mcaxonosa, “bubuxonum™)

4. buOuxoHUM ranupapkaH, KYKCUHM auyuK OWp Hapca KyWAUPHMO YTraHUHU XHUC KUJIJIU.
(II.McaxonoBa, “bubuxonum’)

5. laBxapmox OeruM 3uMHanNapjJaH nacTra KaHjaal fHAW, Y3 Xam Ounmaau. Byr3uHm
KyHAupaéTran Xypiuk, 6arpyuHy 33aéTrad aHayx 11y Kajap Ky4Id Ba ajdamiid 30Ky, OyHaal aquuk
M3TUPOOHM y XaéTW [aBOMHJAa WKKUHYA MapoTtuba TtyhiMmokna »sau... (IL.Mcaxonosa,
“I"aBxapionoerum”)

6. bubuxonum Kykcapoiira antaguran MmapMap iynaxnapaas opub 6opapkas, keuagan Oepu
Xa€nuHU TabKUO ATa€TraH WYKW OMp BaXMMaHU KyBHILTa XapakaT KWjiap, Y3UHU YaJFUTUII YYyH
Xxa€Tugaru MWHUPUH Ba KYBOHWIM JJaMJIApHU 3Ciap, JEKUH Heraaup Tobopa 3auduiammd, cyHUO
oopaérran pyxu uxtuépura o6yiicynmaérran sau. (LLI.Mcaxonona, “I"aBxapronoerum’)

1-, 2-xymnanapaaru KynWMmok, 3anduammox ¢ewiapyu ¥3 MabHOCHAA )KMCMOHUN XOJIaTHU
udonamaca, 3-, 4-, 5-, 6-kymnanapmarud my Qewiap KydMma MabHOJA PYXHH XoJaTiapHU
uoganaras.

Xomar ¢esmtapu P.PacynoB ToMoHngaH MOHOrpadyK IUIAHAA TAAKHK KMIHHCAH . Y36eK
TUIUAArd xojaT ¢ebiapu OOBEKTUB acocura Kypa TabuarT Ba XaMUSATAArd, YCUMIIMKIAp Ba
XalBOHOT OJIaMUJAr¥, UHCOH OMOJIOTUSICH, (PU3UOJIOTHSACH Ba MCUXWKACH OWJiaH OOFJIMK MyailsH
xkapaCHimapHu y3 wumra onamu. [lemak, xonat Qebiutapu Mopamii acocura (0OBEeKTHTA) Kypa
KEHIJIUTY Ba MypakkaOJIury, Matepusra Xoc Typinya XoJaTiJapHy Y3ura “KounamTupuin’ Ouian
OOIIIKa CeMaHTUK MaiIoHTa KUPYBUH (PEBII IeKceManapaan axxpanuo typanu. [4;18]

[lly Ownan Owupra, “dapxyioBun cemManmap Vy30eKk TuiIMAard XojaT QebTapUHUHT
MYCTAKWIUIMTMHA KYpcaTyBuUM CEMaHTHK Oeinru cudarujga xusmMaT Kuiaad. — Ynapaa cy3
MabHOCUHHUHI Y3UTra XOCIUKIAPH, XUCCUM-TabCUpUaH OYEFH, HyTKUI XOCIIaHUIIN aKkc ataau’ [5;6].

P.PacynoB xonar (ebimapuHUHT WYKU TypiapuaaH Oupu cudartuaa “ICUXUK XoJaT
dewvmtapu”nu  arpodarva TAAKUK KWIAp ASKaH, WHCOHHUHT XOJaT (ebulapu TabCUPUYAHINK
(KOHHOTaAIMs) Japakacl OPTUKIUTH, KYWIMJIMTUra Kypa alloXyJa axaMHUSTIM SKaHJIUTHHU
TabKUJUIal M, Ba Y3 HaBOATUAA, yIApHU UKKHU TYpyXra axpaTaau:

a) WKoOui MyHocabaT udoaaoBYn X0aaT GebiUIapH;

0) canbuit myHocabaT ndoaanoBun xoaaT Gpebuiapu.

Maskyp moHorpadusia nxo0Ouil Ba canbuii MyHocadaT 1 o1a10BUH IICUXHK X0JaT Qebuiapu
xamza Oy rypyxJjapra KUpUTHJIMaraH Oup KaTop pyxuil XosaT (ebJTapUHUHT MYKH CEMAaHTHUK
rypyXJjapu TacCHU(IIaHTaH.

1. Wxo6mit MyHOca6at ndomanosuu xonar Gebiuiapu:

a) XypcaHIJIUK: KYBOHMOK, CYIOHMOK, CEBUHMOK, SHpPaMoOK, I10//TAHMOK;

0) KOHMKMOK (KaHOAaT XOCWJI KHJIMOK): KOHMOK, TYHMOK, MHPHUKMOK, KOHHKMOK,
KaHOATJIaHMOK, JIa33aTIIaHMOK, Xy3ypJIaHMOK, pOXaTJIaHMOK;

B) “3aBK-IIaBK’: 3aBKJIAHMOK, IIIaBKJIAHMOK, MapOKIaHMOK;

I') KYTapUHKWINK: PyXJaHMOK, JaJWJUIAHMOK, AaJAJUIAIIMOK, YMUAJIAHMOK, TETUKIAHMOK;

1) “XUC-XasDKOH: XasHKOHJIAHMOK, TabCUPIAHMOK, TYJIKHHIAHMOK;

e) “KumOp-xaBO”: KEKKaMOK, KEPHJIMOK, TepAaliMOK, CeppaiMOK, FyAalMOK, YUPaHMOK,
LIUIIMHMOK, MarpypJIaHMOK, FYPYpJIaHMOK, (axpiiaHMOK, KHOPIaHMOK, XaBOJIAHMOK;

€) “IMKKaT-2pTUO0P KWJIMOK ’: KU3UKMOK, XaBacJIaHMOK, CYKJIaHMOK;
XK) “po3u OYIMOK”’: KYHMOK, YHAMOK, FOPMOK;
3) “UHTHIMOK: KyMCaMOK, OP3UKMOK, 30PUKMOK.
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1) “XOBYpUAaH TYIIMOK : FOMIIAMOK, OYIIalIMOK, MyJIOMMMIIAIIIMOK, SXIIHIaHMOK;

K) “THHYWIAHMOK’: OBYHMOK, FOIITaHMOK, THHYMMOK, THHUYJIAHMOK, XOTUPKaMJIaHMOK.

buznunruya, “xkubp-xaBo” cemanu pyxud xojaT ¢GEBUIAPUHUHT “WKOOWN~ Typyxra
KUPUTHINILIY YPUHIIN SMAC, YyHKH KMOP-XaBO, MAHMaHJIMK CAJIONI XUCIaT XUCOOIaHaIH.

2. Canbuii myHOocabat nomaaoBuu xouar GebIuapu:

a) ““KaxJIM YMKMOK: FIDKUHMOK, FDKUPFAaHMOK, KH3UIIIMOK, EHMOK, XyMpPalMOK, IIyMIIIaiMOK,
0JIaUMOK, YKpaliMOK, Fa3a0J1aHMOK, KaXpJIAHMOK, aU9MKIaHMOK, IITHIIaTIaHMOK, aca0MIalIMOK;

0) “xazap KHIMOK: 0€3MOK, HPraHMOK, HHPTaHMOK, JKUPKaHMOK, HadpaTIaHMOK;

B) “KYpKYB”: KYPKMOK, XaMMKMOK, YV4YHMMOK, CECKaHMOK, XaJUKCHUPAMOK, XaB(CHpaMoK,
XaBOTHUPJIAHMOK, XaB(IaHMOK, OOCHHKHPAMOK, 3UPUIIIIAMOK;

r) “KUAHAIMOK: 93MOK, 33UJIMOK, OYFMOK, OYFUJIMOK, CUKHJIMOK, KHIHAJIMOK, KOBYPMOK,
KOBYPHJIMOK, KHUCHJIMOK, YPTaMOK, €HMOK, KYHMOK, a300JJAHMOK, XOMYIUIAaHMOK, XacCTaJaHMOK,
CaprariMoK;

n) “xada OYIMOK’: paH)KMMOK, KaWFYPMOK, KalFyJIaHMOK, TAllIBUIIJIAHMOK, YTTKaJIaMOK;

€) “KYHIJIN KOJIMOK: COBUMOK, MY3JIaMOK

€) “KaliFypMOK (XalHpHXOXJHK)’: auMHMOK, KOMMMOK, KyHMOK, KOWHMHMOK, KyHMMHMOK,
VKCUMOK, YKUHMOK, KallFypMOK, €HMOK, 30pJIaHMOK;

K) “HOTMHY: XalIPUKMOK, XaBOTHPJIAHMOK, O€30BTaJaHMOK, OETHHWIAHMOK, THHUCH3JIAHMOK,
0ETOKaTIIaHMOK, TOKaTCU3IaHMOK.

P.PacynoB  “mxo0buii” Ba “canbuii” myHocabat udoganoBuu TypiapuaaH TalIKapud sHA
aloxuaa KywWuaaru pyxui xosat (ebUIapuHu XaM aXpaTtud KypcaTaiau:

a) “UIIOHMACTUK: MIyOXaJaHMOK, TYMOHJIAHMOK, TYMOHCHUPaMOK;

0) “xalpoHJIUK’: akabJaHMOK, TaaXOKyOIaHMOK, XalpaTIaHMOK;

B) “HOKyJiail Ce3MOK’: YSJIMOK, MHUMaHMOK, TOPTHHMOK, OpJAaHMOK, VHFallCHU3JIaHMOK,
KH3apMOK, KHMTHHMOK;

r) “Y3uHM WYKOTMOK: TaHTHMMOK, TaHTPaMOK, JCaHKHPAMOK, OOIMPaMOK, IOBIAMPAMOK,
KaJIoBJa(H)MOK, TapaHTJIaMOK, rapaHrcu(pa)MoK, TAIMOBCHPAMOK, MEHTPOBCHPAMOK;

1) “KaThUATCU3INK : TapaJay JJaHMOK, HUKKAJIAHMOK;

) “XymeEpauru OPTMOK: CePTaKIaHMOK, >KHTUHIAIIIMOK.

TacHuduam TaMOWMINTa Kypa YYUHYH TypyX XaM HOMJIQHWIIHHU Tanad KWiaiw, Iy HyKTau
HazapjaaH, Oy rypyxHu ‘“MyHocabar udoaianMaiurad xojaaT Gebuiapu’” 160 HOMIIAUTHU TaKIud
KHJIAMH3.

M.O.AGaynnaeBa “Canbuit MyHocabat nudoganoBun pyxuii xxapaén ¢dewmuiapu’ Makogacuga
AGnynmna Komupuit pomanmapuna OyHmaii debimap xabap (mapak) Ma3mMyHH Owmian Owupra
TabCUpyaHIUK upomanamuy, Oab3u XoJjapjJa 3ca TabCHUpYaHJIMK Xalap (mapak) MaHTHUKHN
upopacura HUCOATaH YCTYHJIUTH, OPTUKIUTY OMilaH (apKIaHUIIN Xycycuaa (GUKp FOpUTUIIAIN.

Jlemak, KHTOOXOHHUHT YbTHOOPUHU TOPTATUTAH TACBUPIIAP, IHHH PYyXUH X0JIAT U(POTATOBIN
dbewbmtap wKoOHW Ba camOuil AMOIMOHAN >Kapa€Hiap Ba yiap OwiaH OOFIMK XOJga WHCOHHUHT
KaQUATHIA, PyXMATHAA PYil Oepaguran Typiuua y3rapuumuiapHu udonanaiimu. Y36ex THimga
YIAQpHUHT KyJaMu aH4a KeHT OYiu0, HyTKMMHU3Aa Gaoi KyJuiaHau.

Pyxuii xonat OmwnnupyBun cudaT XoJsaT OUIAUpYBUM cU(ATIAPHUHT WUYKU TypH cudaruia
OenrunaHaan: xada, FaMruH, MabIOC, XypCcaH/, mo. [6;224]

XoHylap OETMMHUHI MAMHYHJIMIMHM XaM, XadaaurmHm xam Owmub Oynmaciu.
(II.McaxonoBa, “bubuxonum’)

— MagnoHo xaspatriapu, CH3HHU KypraHUMIMH XypcaHameH.. — gneau Llloxpyx mupso
KUJIMaWUIITa yXImam KAHOsUTM TabaccyM Owmmad. — JIek KyJnokmapum TyWraH XaOapauH UM
KaHYAIUK 030D YeKKaHWHHU cyiinamra Tumm 6opmaiinyp! Emn, taxpubacns max3onamusra cusait
€M ynyF, KYITHU KYpraH, JOHHWIIMAaHI, HT aCOCHICH, OTa KaJPJAOHUMU3 CYsSHY, TasHY Oyiamyp
JeraH MabHOJa Y3uM Xy3ypura iymiaraHumauH adcycnameH. YyHku Oyn Kajap IIaKKOKOHA
OaifTiiap OUpiaH aHUHT KYHTJIMHU Oy3MOKHH Xap KacauH KyTraH OyJjicaM Xam, CU3JIMH OeKIamMara
spaum! (LLI.UcaxonoBa, “T"aBxapmogdoerum’)
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Maskyp napuaja sca Xypcan cudaTi KecuM Bazudacuia Keanb, KWHOS yCyJIi OWJIaH TECKapu
MabHO AaHrjaaTHO, CY3JOBUMHUHI  XypcaHJ AMac, akCHMH4Ya, XamcyxOartujgaH xada SKaHIUTH
ndonamanmoraa. Keitnnru sxymitanapaa sca ana 1ry xadaiuk cabadiiapy 30X I1aHTaH.

Xada, xypcana nekcemanapu, kynuH4Ya, xada OYIMOK, XypcaHa OYiIMOK KkaOu KymiMma
dbenmtap TapkuOuaa yIpaniu.

- MeHuHT KYHIIIMMFa 3pca, HeraJyp FalaTu OMp COBYKJIMK KHPMHUII, - AU Xada O0yaran
bubuxonuM Ba Ky3mapura KaaKKaH EMTHU KYypCaTMACIUK YUyH FO3UHH YTUPAU-Ia, T€3-T€3 IOpraHnya,
60pu0 MaHKAJIHUHT Kyi1 OocraH uyriaapunu myduiai 6onuiaau. (L.Mcaxonosa, “bubuxonum”)

— Maxau yné manuka 0MOMMU3 MEHMHT THPUK 3PKAHIMTUMHU OWIIIuiIapMy? — JAeld SIINK
OFACHHMHI OpTHJAH H4Ykapura kupraH TypkoHmoxra. — KaMOH YKMHMHI Ofpurura KaHaau
YyIaraHUMHU XaM alTIuHru3smy?

— AuTouMm, XaMMmacuHu auTauM, ojamnaHox! Heku neran Oyncanru3 xed OUpUHH
Konaupmaaum! Maxau yné€ OmObuHru3 poca Xypcawja oyaauiaap! — Kynugara TyryHHU OUp deTra
KyWranuya, Tab3uM Kwiau TypkoHiox Ba AsmmepOekka Ky3u TymmuoO, cagom Oepau. — Cuzmapra
MaJMKaMU3HUHT Oup nyHE canomuapunu kentupaum! (L. Mcaxonosa, “T'aBxapmonderum’)

Opatma, xucMoHuM XonaT Qebutapu Owran udoJaaHaIUTaH WHCOHHUHT — TallKU
KYpUHMILKJATU X0JaTiap Ba XaTTU-Xapakarjiap xam, KYyluH4a, UYKA pyXUi Xxojar OuiiaH OOFIIMK
paBuga keyaau. Xycycas, LlI.McaxonoBa acapiapuia ana myHzgail Bazusmiap cugaraom 060poT
+ kyitn kymakuucu + ¢geba (éxku néopa) mwakauaa uboaaTaHUIIN Ky3aTUIIH.

- lloxg Mynk... — yCTaHWHT OF3UJAaH XaWpaT TyJla MaHa M1y cy37aH OOINKa JKYsJId TaIl
yukmaau. Homu6 Konranuaan akaIu-Xymu 00uIaH y4rad KyiM cy3 axrapu0, EHugaru KusHura
yrupuaad. — Yan tanuguarmy?! Yaumumsausr Iox Myoik spkan! (ILLVcaxoHosa, “Bu6nxoHnm’)

MarHzaaru akiau-xymu OoluaH y4yral Kyiu ndoaacu MepcoHaXHUHT XasHKOHJIaHTaHUHMU,
WYKU PYXMITHIA 3YPUKHUIL, XyPCAHUIUK KYyWIHJIMTUHY aHTJIaTaau.

Amup Xynoitnon XycalHUHHUHI Ky3Japu TyOura sIOMPUHTaH XaJUKHU, KYpPKYB apajialil
KaxpJiy IIyMJIMKHA OWPIyHa UMK ofacu wiraau. Jlekun kyHraura kenrad rymoHHu Hlox Mynkka
OWJITUPUITHUHT MMKOHUHU TOIOJIMAJM, TOMOK KHpraHuya, arpodmuma aimanran Oyica-na,
myoxacuHu wuura otad. FOparm €MOHIWMKHH XUC 3THO, TaXTUPABOHJM IIOXOHA apaBa Ky3aaH
HYKONTYHHYa, MyM THULIAraH KYWM HyKTara ailiaHaéTraH cyBOpHiliapra TepMyJinO KOJIH.
(II.McaxonoBa, “bubuxonum’)

AWTHIMINY Kepak OYJraH ralHy aiiTa OJIMaliIMTraH Ba3uATAa MHCOH OOTUHUIA WIKHU 3UJIUST
KydJasiiy, Y3u OuiiaH y3u KypamuO, nHAaMacaukka Max0yp OVinaau. DMK OFACHHUHT MaHa IIyHai
XOJaTUHU “‘MyM THLLIaMOK~ nbopacu YpuHIU Udoaiail ojraH.

0. JI. Atipecsin XUC-TyiFy, pyXuidl KEUMHMaIapHU U(OTATIOBYN CY3JIapHHU SMOILMOHAT TH3UM
JoMpacuia yd Typra axxparaju.

Imouus — [ppaHiry3da emotion < JIOTHHYA €MOVere — XasKOHTa COIIMOK, TYTKAHIAHTHPMOK .
Tamku Ba WYKM Ky3raTyBUMJIap TabCUPH HATIDKAcHIa OfaM Ba XaWBOHJApJAa maipo OynamuraH
PyXHil Ke4HHMA; XUC-TYHFY; XHc-Xaskon; Kysramum. (YTUJI, 5-xunn, 37-6.)

1. OMonusaan 1hOaATIOBYN acOCHH JeKceMarnap cudaruia KYpKMOK, sKaxJu YUKMOK, XalpoH
OyIMOK Kabu (ebutap, MIOMIUK, KyBOHY, OecapaHKOMIIMK KaOu oTiap, xypcanu, xada, Oe3o0BTa
Kalu cudar Ba paBULLIApHU aKpaTHO KypcaTaau.

2. Yuly acocuii Jiyrarra KyluMya paBulllJia, XUC-TyHFyJIapHU TYFPU MabHOJA aHIJIaTMara
X0J1/1a, YJIapHUHT MabHOCHJA CyOBEKTHUHI OMpPOH OMp XapakKaTHU amalira OLIMPHII EKU MaB¥Ky]
OynuIl maiTHAard Typiau XWI XUCCUHM XOJIaTJapuHU KypcaTaJuraH cy3JapHU XHUcoOra OJIMII
KEPaKJIINTUHU TabKUJIAUIN - XalpaTIaHMOK, YbTHOOp OEPMOK, Ky3aTMOK, TYJIKHHIAHMOK KaOwu.

3. DOMOUUSHUHT (PU3MOJIOTUK OeNruiapuHu UQPOJANIOBYM METAaPOPUK MabHOJIAru THI
OMpIUKIIApU: KY3JIapyu YaKHAMOK, YapakjIaMoK, EHMOK, TyTaMOK Kaowu. [1;37-65]

[yHuHr 1€k, oJinMa SMOLMSHU M(OAATOBUM TUJI OUPIUKIAPUHUA CYyOBEKTHUHI BOKEJIHKKA
MyHOCa0aTu HaTWXacuaa Naigo OyiraH XoJiaTJapHU (Baxumara TYIIMOK, XOBJIHKMOK,
Fa3abJlaHMOK) XamJa UUKH XUC-TyHFyJapJaH Keaud 4MKaauraH pyxuil xojgaTiapHu (Y3UHU SXIIH
XUC KAIMOK) udoaaioBuu cy3 Ba ubopanapra axparanu. [1;37-65]
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0. [l.AnpecsHHuHr (uKkpiapura TasHraH xonjaa y30eKk TWIMJAru pyxuil XxojaT Ba YHUHI
(GU3HONIOTUK KYPUHHUILIAPDUHU HMGPOMATIOBYM KyuMa MabHOIM Cy37ap Ba (Ppa3eosioru3MIIapHH
TaxJIUIra TOpTaMus3.

JI.lonueBa ¢paniy3 TWIM MaTepuasiapd acocujia 3MOTHB (pa3eooru3MIIapHU YpraHap
sKkaH, JI.M.BacuibeBHUHT pyc THIIN (ebiiIapyu CEMaHTUK TacHUGUra TacHU(Ura TasHuO, yJIapHUHT
y4 TypUHHU Oenruiaiau:

SMOLIMOHAN X0JIaT

PYXHI MYKU KEYMHMA

AMOIMOHANI MyHOcabar. [3;22-30]

Hapxaxukat, JI.M.BacuibeBHUHT aKJIMN-IICUXOJIOTUK (paonusitra 1oup QebUIapHU CEMAaHTUK
rypyxjapra axparum tamoiiwim IlcuxonumHrBUCTHKara ouj THJI OMPJIMKIAPUHU yerapanaiiia
Hazapuii acoc 6yna onaau. YyHku ymly TacHU(ba MHCOH OHTH/Ia K€YaIUTaH SMOIIMOHAI-PYXUN Ba
MICUXOJIOTHK JKapaéHyiap KEHI KaMpOBJA OJIMHIaH:

XUC-TYHUFy (ebiuiapu,

HCTaK QebiapH,

UIpOK (eniuiapu,

TUKKaT deniuiapu,

pyxuii xonat debiapu,

SMOLIMOHAN KeYMHMa (ebiuiapH,

SMOLIMOHAN MyHOcabart (ebiuiapi,

Ttadakkyp denuiapu,

ounum Qewiapu,

xotupa hewvmiapu. [2;]

JL.M.BacunbeBHUHT ¥3W TabKUUIaraHuieK, TacHU(Iaru OUPUHYM €TTU TYp XHUC-TYyHFymap
OunaH, OXUPru y4 Typ 3ca GpuKpianl, Tapakkyp KUIUII kapa€Haapy OuinaH OOFIMKIMIMHY Ha3apa
TyTHO, ICUXOJIUHIBUCTUK TUJI OUPIMKIAPUHU KyHHIard CEMaHTHK TypyxJiap Aoupacujia Oenruiamt
Makcaara MyBOGUK 1e0 XucoOmaiMu3: XHC-TyHFy, MCTaK, UAPOK ITHUI, TUKKAT, PyXUH XOJIaT,
SMOLIMOHAN KeYMHMa, 3MOLIMOHAJ MyHoca0aT Ba Oyiapra KymuMua paBulllia ICUXO-(PU3HOIOTHK
XOJIaT.

1O.J1. Anpecsn Ba JI.M.BacunbeBnapHuHT (puKpiapura TasHraH XoJjijaa y30eK TUIAara pyxui
X0JaT Ba YHHUHI (U3MOJOTMK KYPUHMLIUIAPUHU UGPONATOBUM KydMa MabHOJIM Cc¥37Iap Ba
(bpaszeonoru3mMIIapH TaxJIUiIra TOpTaMus3.

Wpuckynubuil “xeu HapcagaH xabapum WYK’ neranjgail 6om waiikaau. Ep octupa wiioH
KuMupiaca Omnagurad JKymaOuil KaliTOKM XaMm efika Kucrad, MaiXyJIMCIOMHUHT NaTArura KypT
Tymau. (III.Mcaxonosa, “Honupau naBpon”)

INartak — o€k KMWMMM WYHWra KQIMH Ba IOMIIOK MaToJaH KUPKUO CONMHAIAWTaH TYIIama.
Ilararura KypT TyWAd aiH. naiiTaBacura KypT Tywad wubopamapu  O6e3oBTa Oynuo,
TaIBUIIIJIAHUO, €TNO-IOTYpUO KOJITN (VTI/IH, 3-xwuna, 204-, 236-0.) neran MabHOHU aHTJIATAIH.

AOGycana Mup30 sUIT 3TUO Bonuaacura Kapaau. KoBoknapuau yiranuda, HUMaaup AeHuUIIra
YOFJIAHU-10, JIEKUH UHAaMaau. Y unHaaH xaMm Pobus CynToHHu €KTUpUO KoJIraH, JIEKMH Oy Xakaa
XaTTo BOJIMJACUra XaM OoFu3 ouniira oparu oeriaamacau. (I11.Mcaxonosa, “I'aBxapionoerum”)

— VnuM xak... — [oXpyX MHUpP3OHHHI Ky3Iapuaarn Hyp cyHraumaii 6ymmu. [aBxaprmos
OCTMMHUHI KYJJIapUHU TYTHO Typran OapMmokiapu xam Oymamau. — Jlek MeHcus, €nFu3 cusra
KuitnH 0ynanyp, ['aBxapum...

I"aBxapmron 6eruMHUHT 0paru 6mp Kaakud tymau. (L. VMcaxonosa, “I"aBxapmonderum’)

KonTekctaaru oparu oup Kajakud Tymau ubopacu [loxpyx Mup3o (axar mik KeITuHIUK
JaBpujia HIyHJal 4akUpraljiuru €nura TymuO, MaJMKaHUHI KaJOWJaru IIMPUH XOTHpaiap yHH
XaspKOHTa CONITAHJIMTMHY KUCKA Ba JIYHAA, 00pa3iu Tap3ia udoanamnra XusMaT KUIraH.

— Maxau yn€ Manukam... — Hadgacu uumra Tymmué kerran mesmop Illeposuit enkanapuau
KHUC]TH.

3, 3, 3... ac... caiomy ajnai...kym! — Ku3 KupuO KeTraH XOHAKOXJaH YMKKaH boicyHFyp
MUP30HUHT aT-aHropura Ky3u TYLIT'aH MaJHMKaHUHT Oparu opkacura tToptud kerau. lllax3ona
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o€kma 0a3yp Typap, Cy3JIapHU KUWHAIMO ranupaéTraHyiurujiaH jgabiapu KUWIIAWuO KeTapaw.
(I.NcaxonoBa, “T"aBxapmogdoerum’)

BoiicynFyp MHp30HHMHT KypWIHII MaiJoHHIa KaHW3aK OWIaH KyBajlallnO OpraHd yCTUTa
Maxu yi€ ['aBxapio10erMMHUHT KeIU0O KOJUIIM MEBbMOPHH XaM HOKYJai axBosra coynd Kysau,
OyHIaH yTa XyKojaT OyiaraH Ba XaspKOHJIAHTaH XoJlaTH Hadach muMra Tymmd kerraH nbopacu
opkayi udonananran. [llaxzonanunr y3uHu Oy TaxJMT TyTUIIW 3ca ["aBxapiogdernmra XxaM KaTTUK
TabCUP KUJIAM, YHUHT XOJAaTHUAAH YyKyp U3TUpoOra Tymamd. MallmkaHUHT BOKEJIHKKA HUCOATaH
WYKU pyXUi MyHOcabaTu 0pard opkKacura TopTud kKeram ubopacuaa oOpaszid TacBUPIAHUO,
9KCPECCUBIIMKHY TabMUHJIAraH.

Xynoca KWINO afTranzia, TypJid MCUXOJIOTMK-3MOIIMOHAJ XOJIATIIapHUHT Oanuuil udoaacuaa
xonat Qebimapu, cudar, paBull, KeHrairaH OupukMa Ba ubopamap (aon KymuranwimO, xap
OMPUHUHT y3Ura Xoc QyHKIMOHAI KUXaTiIapyu HAaMOEH Oynaau.
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ANNOTATSIYA

Magqolada o‘zbek tilida yordamchi so‘zlarning korpus tuzishdagi ahamiyati yoritilgan. ML

(machine learning) da barcha bilimlar statistik algoritmlar bilan berilishi uchun sun’iy aqlga kiritilgan

modellarda ko‘makchi, bog‘lovchi va yuklamalarning ma‘no tashuvchanlik xususiyati va boshqa

grammatik vazifalari xalqaro teglarda modellashtirilishi haqida nazariy xulosalar berilgan. Korpus

katta hajmli matnlar to‘plami ekanligi uchun turkiy tillarda yordamchi so‘zlar leksemaning matndagi

kontekstual ma’nosini ochib berishi hamda jonli va erkin birikuvlarni ta’minlashda grammatik vazifa
bajarishi tahlilga tortilgan

Kalit so‘zlar: Yordamchi so‘zlar, korpus, statistik algoritmalar va modellashtirish, xalgaro

teglar, sun‘iy aql, mashina tarjimasi, ma‘lumotlar bazasi, yordamchilarning ma‘no tashish xususiyati.
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THE IMPORTANCE OF THE BASE OF AUXILIARY WORDS IN BUILDING A CORPUS

ABSTRACT
The article describes the importance of auxiliary words in the Uzbek language in building a
corpus. In ML (machine learning), in order to provide all the knowledge with statistical algorithms,
theoretical conclusions are given about the modeling of auxiliary, connecting and predicates and other
grammatical functions in international tags in the models included in the artificial intelligence. Since
the corpus is a large collection of texts, it is analyzed that auxiliary words in Turkish languages reveal
the contextual meaning of the lexeme in the text and perform a grammatical function in providing
lively and free connections.
Keywords: Auxiliary words, corpus, statistical algorithms and modeling, international tags,
artificial intelligence, machine translation, database, semantic feature of auxiliary words.
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3HAYEHMUE BA3bI BCIIOMOI'ATEJIBHBIX CJIOB ITPU IOCTPOEHUU KOPITY CA
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AHHOTAIUS
B crarbe onmcaHo 3Hau€HHE BCIIOMOTATENbHBIX CJIOB y30€KCKOTO s3bIKa IPU MOCTPOSHUU
kopnyca. B ML (MamuHHBIA mepeBoa) sl OOECHedYeHHs BCEX 3HAHWUN CTaTHCTHYECKUMU
QJITOPUTMAaMHU JTAI0TCSl TEOPETHUUECKHE BBIBOJIBI O MOJIETTMPOBAHUN BCIIOMOTaTENIbHBIX, CBSI3YIOIINX U
MIPEIMKATOB U JAPYTUX rpaMMaTHUECKUX (PyHKUNN B MEXKIYHAPOJHBIX TE€rax B MOJEISX, BXOAALINX
B COCTaB MCKYCCTBEHHOTO HHTeulekTa. [lockonbKy Kopryc mpeacTaBiisieT co0oi OOJbIIyIO
COBOKYITHOCTb TEKCTOB, AHAJIM3HPYETCS, YTO BCIOMOraTeNIbHbIE CJIOBA B TIOPKCKUX SI3bIKaX
PacKpbIBalOT KOHTEKCTYaJbHOE€ 3HAYEHHUE JIEKCEMbl B TEKCT€ W BBINOJHSIOT I'PaMMAaTHYECKYIO
GyHKIUIO 110 06ecreyeHno CBOOOIHBIX CBSI3EHl.
KiroueBble ciioBa: BcrioMoraTellbHBIE CJIOBA, KOPIIYC, CTaTUCTHYECKUE aJTOPUTMbI U
MOJIETTUPOBAaHUE, MEXKIyHAPOJHbIE TETH, UCKYCCTBEHHBIM WMHTEIEKT, MAllMHHBIA IepeBoj, 0a3za
JAHHBIX, CMBICIIOBAsi 0COOEHHOCTh BCIIOMOTaTEIbHbBIX CIIOB.

Kirish

Barcha tillarda yordamchi so‘zlarning vazifasi nutq jarayonida so‘zlarning o‘zaro
munosabatini ta’minlashdir. O‘zbek tilida grammatik munosabat ko‘makchi va bog‘lovchi orqali,
kontekstga ma’no yuklash yuklama bilan ifodalanadi. Korpus katta hajmli matnlar to‘plami ekanligini
hisobga olsak, turkiy tillardagi yordamchi so‘zlar leksemaning matndagi kontekstual ma’nosini ochib
berishda hamda jonli va erkin birikuvlarni ta’minlashda grammatik vazifa bajaradi.
Yordamchilarning korpusdagi ahamiyatini aniqlash uchun ularning grammatikadagi lingvistik
vazifasiga aniqlik kiritish lozim. Chunki yordamchi so‘zlar tavsifi va talqini masalasida hali
tadqiqotini kutayotgan muammolar ham mavjud.

Asosiy qism

Tadqiqotchi Azamat Pardayev yordamchi so‘z turkumlarining lisoniy tizimdagi o‘rni va
lingvopragmatikasi haqidagi tadqiqot ishida bu tutrkum so‘zlar yuzasidan muammolarga to‘xtalib
o‘tadi ularni quyidagicha umumlashtiradi:

1) yordamchi so‘zlarning mustaqil so‘zlar bilan doimiy va uzluksiz aloqadorligi;

2) ularning leksika va grammatika orasida turgan oraliq birliklar sifatida tasnif etilishi;

3) yordamchi so‘zlar turkumlarining funksional ma’nosi gap strukturasidagi orni va roli bilan
bog‘liqligi;

4) substansial tahlilda bu guruh birliklarining maxsus tadqiq manbai bo‘lmaganligi va yordamchi
so‘zlarning qo‘llanilishi diskursiv metodlar orqali yetarlicha tahlil etilmaganligi.

Yordamchi so‘zlar fikrning tinglovchiga ta’sir tomonlarini oydinlashtirishga yordam beradi.
Shu sababdan nutqiy ifoda, predikativ bo‘lmagan so‘zlar, kontekst, nutqiy vaziyat, so‘zlovchi shaxsi
kabi lingvistik pragmatikaning markaziy tushunchalari matn tarkibidagi yordamchi so‘zlar
pragmatikasi tadqiqi uchun ham muhim ahamiyat kasb etadi. Yordamchi so‘zlar leksema va gaplarni
bog‘lash jarayonida turli mazmuniy munosabat ifodalaydi va diskurs talabiga ko‘ra matnga xilma-xil
pragmatik, hosila ma’nolar bera oladi. Korpus esa lingvistik bazani yaratishda obyekt sifatida matnga
tayanadi. Shuning uchun yordamchilarning matndagi funksiyasi KL (kompyuter lingvistikasi) uchun
juda muhim. A.Pardayev deskriptiv bo‘lmagan so‘zlar sirasiga, birinchi navbatda, yordamchi
so‘zlarni kiritadi.

Til o‘rganuvchi yoki umuman korpus bilan ishlovchi matn mazmun-mohiyatini anglash yoki
tushuntirish uchun albatta kolokatsiyalardan foydalanadi. Mashina tahririning sintaktik tahlil bosqichi
— matn tahririning eng qiyin bosqichidir. Aynan shu bosqichda yordamchi so‘zlarning muhimlik
darajasi aniqlanadi. Chunki sintaktik tahlil bosqichining asosiy vazifasi so‘zlarning o‘rnini va
ularning o‘zaro birikishini aniglash hisoblanadi. Shu bois ushbu bosqichni tahrir bosqichi deb emas,
balki lingvistik tahlil bosqichi, deyish mumkin. Sintaktik tahlilda asosiy magsad so‘zlarning o‘zaro
bog‘lanish me’yorlarini e’tiborga olishdir.

ML (machine learning) inson tomonidan o‘rganilgan barcha bilimlarni statistik algoritmlar
bilan berishini hisobga olsak, sun’iy aqlga kiritilgan modellarning to‘g‘riligi muhim hisoblanadi.
Matnlarning grammatik tahlilida (grammar checking) kompyuterga kiritilayotgan matndagi gap
strukturasining grammatik jihatdan to‘g‘ri tuzilganligi tekshiriladi. Buning uchun gaplarning
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kombinatsiyalarini kiritish talab etiladi. Shunda dastur gapni kiritilgan me’yoriy kombinatsiyalar
doirasida tekshiradi. Kombinatsiyalar esa yordamchi birliklarsiz bog‘lanishda bo‘la olmaydi.

Sintaktik qurshovda gapning va so‘z birikmalarining bog‘lanish modellarini ko‘makchi va
bog‘lovchilarsiz ifodalash imkonsiz.

Matndagi gap va so‘zlar grammatik jihatdan ko‘makchi orqali ham, bog‘lovchi orgali ham
bog‘lanishi mumkin. Ammo ularning bog‘lanishlar orasida ifodalayotgan ma’nolari turlichadir. Bu
ularning semantik ma’lumotlar bazasini shakllantirishdagi asosiy xususiyatidir. Yordamchi so‘zni
kontekstga solmasak, ya’ni korpusda ifodalanish modelini yaratmasak uning ma’no tashuvchilik
xususiyati yuzaga chigmaydi. Shuning uchun korpus uchun yordamchi so‘zlarning ma’no tashish
modellarini tuzish muhim. Bu konkordanslarni aniqlash orqali yuzaga chiqadi. Yordamchi so‘zning
matnga kiritayotgan mazmunini kompyuter ham (machine learning) o‘qiy olishida modellar juda ham
muhim. Chunki mashinani o‘rganish ma’lumotlar to‘plamini modelga aylantiradigan algoritmlardir.
Tilning butun mohiyatini mashina o‘qishida keltirilgan algoritm-modellarning aniq va to‘g‘riligi
ta’minlaydi. Demak, yordamchi so‘zlarning ma’no tashuvchilik vazifasini mashinaga o‘rgatish har
ganday matnning asl mohiyatini ochishda birlamchi xususiyatdir. O‘zbek tilida mavjud yordamchi
so‘zlarning ma’no tashish xususiyatlarini mashina uchun tanlangan xalgaro belgilardan foydalanib
quyidagicha modellashtirishimiz mumkin:

Ko‘makchi —-POST
1. <bilan> ko‘makchisi POST; .

POST; (1) = <vosita>, POST; (2) =<holat>, POST; (3) = <birgalik>: hassa bilan ochdi, zavq bilan
0°qidi, onasi bilan shahar aylandi. Shu o‘rinda <bilan> ko‘makchisining otlar o‘rtasida kelganda <va>
bog‘lovchisi vazifasida kelishi haqidagi qoida kiritiladi. Ya’ni, model NOUN-+POST+VERB bo‘lsa
<bilan> ko‘makchi, NOUN+POST+NOUN bo‘lsa <va> bog‘lovchisi vazifasini bajaradi.

2. <uchun> ko‘makchisi POST>.

POST: (1) = <magsad>, POST: (2) = <sabab>, POST; (3) = <atalganlik>: o‘qish u chun keldim,
chaqgirgani uchun keldi, onam uchun sotib oldim. Bu o‘rinda ko‘makchi va kelishik omonimligi
modeli ham kiritiladi. Masalan, <onam uchun sotib oldim> yoki <onamga sotib oldim>
kombinatsiyaning ikki xil modeli kiritiladi: <NOUN + POST: (3) + VERB>, <NOUNgs: + VERB>

(DAT, ya’ni <dative> - jo‘nalish kelishigining xalqaro belgisi). Qolgan ko‘makchilar ham shunday
modellashtirillishi mumkin.

Yordamchi so‘zlarning matnga kiritayotgan mazmuniy munosabatini aniq belgilash uchun
bazaga modellar to‘g‘ri kiritilishi lozim. Bunda grammatik qo‘shimchalarning qo‘shilish
imkoniyatiga ko‘ra so‘zlarning <o‘zgaruvchi> va <o‘zgarmas> guruhlarga ajralishini inobatga olish
muhim. Mustaqil so‘zlarda <so‘z +lug‘aviy shakl> formulasi kiritiladi. Yordamchi so‘zlar esa
lug‘aviy shaklsiz holatda beriladi.

Morfologik modellarni yaratishda har bir lingvist va dasturchi o°zi maxsus belgi tanlashi yoki
xalqaro teglardan foydalanishi mumkin. Biz bog‘lovchilarni quyidagicha modellashtirdik:

Bog‘lovchi — CONJ.

Teng bog‘lovchilar.

1. <va>, <hamda> CONJ (1) teng mazmunli biriktirish: men va sen PRON + CONIJ (1)+
PRON vyoki <kitob va daftar> bo‘lganda NOUN+ CON]J (1)+NOUN. Bu bog‘lanish qo‘shma gap
shaklida bo‘lganda o‘zbek tilidagi sodda gapning eng minimal modeli [WPm] kiritiladi (W-atov
birlik, P-predikat, m-marker) Masalan, <O‘qituvchi keldi va dars boshlandi> tipidagi teng bog‘lanish
WPm + CONJ (1) + WPm shaklida modellashtiriladi.

2.<ammo>, <lekin>, <birog> CONJ (2) zidlik mazmunli bog‘lanish: WPm + CONJ (2) +
WPm <Quyosh chiqdi, ammo havo sovug>

3.<goh>, <dam>, <xoh>, <yo>, <yoki> CONJ (3) ayiruv munosabatli ketma-ketlik: CONJ
(3) + VERB + CONJ (3) + VERB <xoh ishon, xoh ishonma>
4.<na> CONIJ (4) inkor munosabatli bo‘g‘lanish: CONJ (4) + NOUN + CONJ (4) + NOUN <na
yorug‘lik, na zulmat>. Ergashtiruvchi bog‘lovchilar va yuklamalar ham shu tartibda
modellashtirilishi mumkin.
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Matnning avtomatik tarjima qilish dasturlarida yordamchi so‘zlarning aniq kiritilgan
modellari konkordans lug‘atlarni tuzishda ham yordam beradi. Bunda so‘zning chap va o‘ng tomon
bog‘lanishlari oydinlashadi. Bunday bog‘lanishlar ngram (so‘zlarning ketma-ketlikda kelishi), 2-
gram (so‘zlarning ikki tarkibli ketma-ketligi), 3-gram (so‘zlarning uch tarkibli ketma-ketligi) va 4-
gram (so‘zlarning to‘rt tarkibligi ketma-ketligi) deb nomlanadi. Quyida Antconc dasturida <bilan>
ko“‘makchisining 3-gram bog‘lanishi ko‘rsatilgan:

# AntConc
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Yordamchi so‘zlarning uchinchi turi bo‘lgan yuklamalar kolokatsiyalarda ishtirok etmaydi.
Lekin yuklamalar ham turli munosabatlarni ko‘rsatib berishda grammatik ma’no bajaradi.
Sh.Shohobiddinova tadqiqot ishida “Grammatik ma’nolar hech qachon, hatto vaqtincha ham
fikrlashning magsadi bo‘la olmaydilar. Ular ro‘yobga chiqayotgan lug‘aviy birliklarni ayni nutqiy
sharoitga moslashtirish, matniy qurilmalarga “yopishtirish”, ifodalangan lug‘aviy ma’nolarga
qo‘shilmalar qilish kabi vazifalar bajaradi”, deb yozgan edi. Shuning uchun barcha ilmiy
adabiyotlarda yuklamalar so‘z va gapga qo‘shimcha ma’no berish uchun xizmat qiluvchi vositalar
sifatida ta’riflanadi. Yuklamalarning mazkur xususiyatlarining ifodalanishida birinchi navbatda matn
muhim rol o‘ynaydi. Chunki matnsiz yuklamalarning ushbu xususiyati yuzaga chigmaydi. Demalk,
yuklamalarning nutqiy-pragmatik xususiyatlarini aniqlashda matn yoki uning kichik birligi bo‘lgan
jumla ahamiyatlidir. Ular sintaktik sathda jumlaning mazmuniy tuzilishini murakkablashtirib, o‘ta
faollik bilan presuppozitsiyaga ishora qila oladi. Yuklamalar xilma-xil nutqiy jarayonlarda turli-
tuman presuppozitsiyalarni yuzaga keltiruvchi vositalar hisoblanadi. Yuklamalar jumla yoki gap
ichida lingvistik presuppozitsiyaga ishora qiluvchi va uni reallashtiruvchi eng faol birlik bo‘lib,
ularning ma’nolari pragmatik vaziyatlarga ko‘ra anglashiladi.

Demak, yuklamalarda bog‘lash tabiatining mavjud emasligi sababli biz korpusda tadqiqotchi
Sh.Shahobiddinova aytganidek, yuklamalarning matnga qanday mazmuniy munosabatni
“yopishtirish”ini, ya’ni kompyuter hissiyotlarni qanday o‘qishini KL fanidagi nisbatan yangi dasturiy
tizim - sentiment analizda aniqlash yaxshi natija beradi degan xulosaga keldik. SA (sentiment analiz)
va undan foydalanishning yuklamalardagi ahamiyati haqidagi ilmiy qarashlarimizni “Sentimental
analysis in computer linguistics” (Kompyuter lingvistikasida sentiment analiz) nomli ishimizda
tadqiq etdik.

Xulosa. O‘zbek tili korpusida yordamchi so‘zlarning grammatik xususiyati va ahamiyati
ularning to‘g‘ri va aniq modellashtirilishiga bog‘liq. Bu turkum so‘zlarning matn tarkibidagi
mazmuniy munosabatni shakllantirishdagi va gapga turli emotsionallik yuklashini aniq algoritmli
modellar bera oladi.

Foydalanilgan adabiyotlar

1. Tapmae A.b. V36ex Tuau épaaMuu cy3 TypKyMIAPMHMHI JIMCOHMH TH3MMJIATM YPHH Ba
JUHrBoIparMatukacu. - @unon. ¢an. nokt. (DSc) aucc. aBroped. Tomkent — 2017 i 16 c.

171



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

2.

8.

9.

Shamsudinova I. SENTIMENTAL ANALYSIS IN COMPUTER LINGUISTICS //Science and
mnovation. —2023. —T. 2. — Ne. C6. — C. 81-84.

. Mapnaes A.b. EpnamMun TypKyMIapHUHI CyOCTaHIMal Ba MPArMaTHK XyCYCHSTIAPH.

Mouorpacdus. — Tomkent, 2013. - 199 6.101 c.

Xolmonova Z. T. Kompyuter lingvistikasi.O’quv qo’llanma. Toshkent -2019. 246 b. 172-b.
[Maxobummuuosa III. I'pammatuk mabHO TaNKUHU xycycuna: Dwinon.dan.HOM3. auc. -
Camapkann, 1992. -b.9

Shamsudinova I. O ‘ZBEK MILLIY KORPUSIDA KO ‘MAKCHI VA KELISHIKLARNING
LEKSIK-GRAMMATIK VALENTLIK ASPEKTI //«Y3BEKCKUE HAIIMOHAJIbHBIE
OBPA3OBATEJIBHBIE 3JAHUA TEOPETUMYECKOE U ITPAKTUYECKOE CO3JAHUE
BOIIPOCBHI" MexiyHaponHas HayuyHo-TIpakTuueckas konpepenuus. — 2022. —T. 1. — Ne. 1.
Baxavadinovna S. [. O’ZBEK TILI MILLTY KORPUSIDA YORDAMCHI SO’ZLAR BAZASI
(SO’ROQ-TAAJJUB YUKLAMALARI MISOLIDA) //Academic research in educational
sciences. —2021. —T. 2. — Ne. 10. — C. 312-320.

[laxno Xampoea. Y36ek T Myami(INK KOPHYCHHH TY3HIIHHUHI JIHHIBHCTHK acOCIApH.
Mouorpadus. Tomkent —2020. 108 ¢

Xampaesa I Kopryc TMHIBUCTHKAaCH aTaMaJIapUHUHT KUCKAa4a U30XJIU JIyFaTu. TepMUHOJIOTHK
nyrar. byxopo:2018.

10. Zaxarov V.P., Bogdanova S.Yu. Korpusnaya lingvistika.— Irkutsk: IGLU, 2011.
11. https://core.ac.uk/download/pdf/235150382.pdf
12. https://petrsu.ru/persons/11859/bogoyavlenskaya

172



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

ISSN: 2181-9297
www.tadgiqot.uz

% JOURNAL oF woRD ART

o s

Kultayeva Fazilat Baxtiyarovna
Termiz davlat universiteti
O‘zbek tilshunosligi kafedrasi o*qituvchisi

ERGONIMLAR HOSIL BO‘LISHINING LEKSIK-SEMANTIK USULI (METONIMIK
ONIMIZATSIYA)

d  https://doi.org/10.5281/zenodo.00000000

ANNOTATSIYA

Shahar ergonimik manzarasini tadqiq etish, etnomadaniy ergonimlar qatlamini aniqlash,
ergonimlar shakllanishining leksik-semantik usullarini tahlil qilish ushbu maqolaning asosiy
vazifalaridan hisoblanadi. Ushbu magqolaning ilmiy yangiligi kelib chiqishi va tuzilishi jihatidan
geterogen bo‘lgan ergonimlarning yangi qatlamini tahlil qilish va yangi paydo bo‘lgan
urbanonimlarni etnik-madaniy o‘ziga xosliklarini aniglash, ergonimlarning manipulyativ va reklama
funksiyasining salmog‘iga doir xulosalar berishdan iborat.
Ushbu maqolada ergonimlar hosil bo‘lishining leksik-semantik usullaridan biri bo‘lgan metonimik
onimizatsiya hodisasi tahlilga tortilgan. Metonimik ko‘chirish asosida yaratilgan nom, pragmatik
nuqtai nazardan samarali bo‘lish bilan birga obyekt va uning nomi o‘rtasidagi alogani yaxshiroq
ifodalab berishi ko‘rsatib berilgan. Adresatga oid ergonimlar bevosita salohiyatga ega mijozga
qaratilganligi ta’kidlangan va ular tematik guruhlarga ajratilgan. Ergonimlar orasidagi metonimik
munosabat mahsulotlar va ularni taklif giladigan obyektlarning semantik evolyutsiyani boshdan
kechirishi natijasida vujudga kelishi hamda nominatsiyalar ergonim bo‘lgunga gadar metonimik
tarzda shakllanishiga doir mulohazalar o°z ifodasini topgan.
Kalit so‘zlar: ergonim, onimizatsiya, transonimizatsiya, uzual, okkazional yasalish.

Kultayeva Fazilat Bakhtiyarovna
Termiz State University
Teacher of the Department of Uzbek Linguistics

LEXICO-SEMANTIC METHOD OF FORMATION OF ERGONYMS (METONYMIC
ONIMIZATION)

ANNOTATION

Researching the ergonomic landscape of the city, identifying the layer of ethnocultural ergonims,

analyzing the lexical-semantic methods of ergonim formation are the main tasks of this article. The

scientific novelty of this article is to analyze a new layer of ergonisms, which are heterogeneous in

terms of origin and structure, to determine the ethno-cultural characteristics of newly emerging

urbanonyms, to give conclusions about the importance of manipulative and advertising functions of
ergonisms.

In this article, the phenomenon of metonymic onimization, which is one of the lexical-

semantic methods of formation of ergonyms, is analyzed. A name created on the basis of metonymic

transfer has been shown to better express the relationship between an object and its name, while being
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effective from a pragmatic point of view. It is emphasized that the ergonisms related to the addressee
are aimed directly at the potential customer and they are divided into thematic groups. The metonymic
relationship between ergonisms is formed as a result of the semantic evolution of products and the
objects that offer them, and the considerations on the metonymic formation of denominations before
becoming ergonisms have been expressed.

Key words: ergonim, onimization, transonymization, uzual, occasional making.

Kyaraesa ®a3uinar baxTusipoBHa
Tepmesckuil rocyJapCTBEHHBIN YHUBEPCUTET
npenoaaBaTesb Kadeapsl Y30€KCKOTO SI3bIKO3HAHUS

JEKCUKO-CEMAHTHYECKHMW CITIOCOB OBPA30OBAHMSI SPTOHUMOB
(METOHUMHNYECKASA OHUMMU3ALIUSA)
AHHOTAIUA

HccnenoBanue 3proHOMHYECKOTO JIaHAMIaQTa ropojia, BBISIBICHUE CJIOS ATHOKYJIbTYPHBIX
SProHMMOB, aHAJIMU3 JIEKCUKO-CEMAHTUYECKUX CIIOCOOOB OOpa30BaHMsI SPrOHUMOB SBIISIOTCS
OCHOBHBIMM 3ajlauaMu JaHHOW cTaThbu. HayuHas HOBH3HA CTaThbU 3aKJIIOYAETCS B TOM, YTOOBI
MIPOAaHAIM3UPOBATh HOBBINA IJIACT 3PTOHU3MOB, PA3HOPOIHBIX MO MPOUCXOXKICHHUIO U CTPYKTYpE,
OTIPEAETUTh 3THOKYJIBTYpPHbIE OCOOEHHOCTH BHOBb BO3HUKAIOLIUX YpPOAHOHHMOB, CJI€JIaTh BBIBO/IbI
0 3HAQUYE€HUU MAHUMYJISATUBHON U PEKIaMHON (PYHKLIMHA SprOHU3MOB.

B nanHoO¥ cTaThe aHAMU3UPYETCS IBJICHUE METOHUMUYECKOW OHUMU3ALUU, KOTOPOE SBIISETCS
OJIHUM U3 JIEKCMKO-CEMAaHTHYECKHX CIOCO00B oOpa3oBaHusi 3proHuMoB. [lokazaHo, 4to wums,
CO3/IaHHOE€ Ha OCHOBE METOHMMMUYECKOTO MEePEHOCa, JIydllle BhIpaXKaeT CBSI3b MEXIY MPEIMETOM U
€ero HaszBaHueM, Oyayud 1pu 3ToM OGP EKTHUBHBIM C NparMaTHYeCKOM TOYKH 3PEHHUS.
[TonuepkuBaeTcs, YTO 3PrOHU3MBI, OTHOCSIIHMECS K aJpecaTy, HaIpaBJIEHbl HEMOCPEICTBEHHO Ha
MOTEHLMAJIBHOIO TIOKYIaTelsl W pa3JielIeHbl Ha TeMaTU4YecKue Trpymnnbel. MeToHuMudeckue
OTHOIICHUSI MEXIY OHProHu3MamMu QOpPMHUPYIOTCS B pPE3yJbTaTe€ CEMaHTUYECKOW HBOJIIOLMU
MPOAYKTOB M TMPEAMETOB, HUX MPEAJaramliuX, a TakKKe BbICKAa3bIBAIOTCA COOOPAKEHUS O
METOHMMHYECKOM 00pa30BaHMM HAUMEHOBAHUM 1O TOTO, KaK OHM CTAHYT H)PrOHU3MaMHU.

KuroueBble cjioBa: 3proHuM, OHUMU3aLKs, TPAHCOHUMHU3AIIMSL, Y3yaJIbHOE, OKKa3MOHAIBHOE
¢dbopMupoBaHue.

KIRISH. Ergonimlar hosil bo‘lishining leksik-semantik usuli, asosan, so‘zning ko‘chma
ma’nosiga asoslanadi[1,2,3]. Ularning metaforik onimizatsiya, metonimik onimizatsiya,
transonimizatsiya hamda xorij so‘zlari bilan ifodalanish orqali hosil bo‘lishi aniglandi.

Tilshunos S.Ibrohimov Farg‘ona shevalarida ipakchilik atamalarining hosil bo‘lishi quyidagi
tamoyillarga asoslanishini tadqiq etgan:

1) o‘xshatish tamoyili;

2) xoslash tamoyili;

3) nisbat berish tamoyili;

4) materialiga ko‘ra nomlash tamoyili;

5) vazifasiga ko‘ra nomlash tamoyili;

6) o‘rniga ko‘ra nomlash tamoyili;

7) tashqi shakl va ko‘rinishga ko‘ra nomlash tamoyili;

8) ovoziga ko‘ra nomlash tamoyili;

9) o‘lchoviga

10) jarayon, harakat e’tibori bilan

11) kishilarning jinsi va jinsiy belgilariga bog‘lab

12) yoshga

13) tartib-sirasiga

14) urf-odat bilan bog‘lab nom berish tamoyili;

15) mifik tushunchalar va afsonalar bilan bog‘lab nomlash tamoyili;
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16) tarixiy voqeaga bog‘lab nom berish tamoyili [4].

ASOSIY QISM. Leksik-semantik onimizatsiya ergonimikada eng ko‘p qo‘llaniladigan
usullaridan biri hisoblanadi. Biz ham F.F. Alistanova yo‘lini tutib ergonimlar onimizatsiyasini
quyidagi guruhlarga ajratdik:

- oddiy;

- ma’no ko‘chirish asosida shakllangan(metonimik, metaforik);

- transonimizatsiya.

Oddiy onimizatsiyada nomlangan obyekt to‘g‘ridan-to‘g‘ri idrok etiladi: «Sovg‘alar»
sovg‘alar do‘koni, «Gullar» gullar do‘koni. Bu har qanday davlat organi nomi uchun ko‘proq mos
keladi.

Tildagi nominativ birlilarning ma’no tuzilishini o‘rganishda tilshunoslikda semantikaning
konnotativ jihati tushunchasiga alohida e’tibor qilinadi. V.N. Teliya ta’rificha, «konnotatsiya til
birlilari semantikasiga uzual yoki okkazional ravishda kiradigan, nutq subyektining borligni jumlada
ifodalashida uning ayni shu borliqqa bo‘lgan hissiy baholash va stilistik munosabatini ifodalaydigan
hamda shu axborotga ko‘ra ekspressiv ahamiyat kasb etadigan mazmuniy mohiyatdir» [5].
Konnotatsiya semantikaning ekspressiv qiymatga ega bo‘lgan uzvi sifatida nomlash jarayonlaridagi
borligni baholagan holda idrok etish va aks ettirish mahsuli hisoblanadi. M.A. Mamadaliyeva ham
konnotatsiyaning asosiy vazifasi so‘zlovchining ifodalanayotgan predmetga subyektiv munosabatini
aks ettirish asosida ta’sir etish, ta’sirchanlikni ta’minlash ekanligini alohida ta’kidlaydi [6].

Metonimik onimizatsiya ergonimlarni yaratishda eng ko‘p qo‘llaniladigan usullaridan biri
bo‘lib hisoblanadi. Metonimiya yunoncha metonymia qayta nomlash so‘zidan olingan bo‘lib, ma’no
ko‘chimining asosiy turlaridan biri hisoblanadi. Metonimiyani tegishli obyektlar o‘rtasidagi fazoviy,
situatsion hodisaga asoslangan, konseptual, semantik, sintagmatik va mantiqiy munosabatlar,
so‘zlarning ma’nolari bilan aniqglangan voqelik kategoriyalari va uning inson ongida aks etishi:
obyektlar, shaxslar, harakatlar, jarayonlar, hodisalar, ijtimoiy institutlar va hodisalar, joy, vaqt, shakl
va boshqalar tashkil etadi. Metonimiya nutqni ixchamlashtirishga xizmat qiladi. Unda kognitiv-fikriy
(assotsiativ) va lingvistik (so‘z yasash, sintaktik) mexanizmlar o‘zaro ta’sir o‘tkazadi [7].

Metonimiya nom ko‘chishi bilan yangi ma’no hosil bo‘lishiga olib keluvchi hodisalarning
asosiylaridan biri hisoblanadi. Shu sababli bu hodisa ham nom ko*‘chishi yo‘li bilan yangi ma’no hosil
bo‘lishi hagida gap borgan ishlarning hammasida qayd etiladi. Obyektiv borligdagi ayrim narsa-
predmetlar, belgilar, shuningdek, harakatlar o‘rtasida ma’lum umumiylik, aloga (bog‘lanish) bo‘ladi.
Ana shuning ta’sirida biror narsa, belgi yoki harakatning nomi u bilan alogasi (umumiyligi) bo‘lgan
boshqa narsa, belgi, harakatni ifodalash uchun ham qo‘llanadi, unga ham nom bo‘lib ko‘chadi
Metonimiya nom ko‘chishi bilan yangi ma’no hosil bo‘lishiga olib keluvchi hodisalarning
asosiylaridan biri hisoblanadi. Shu sababli bu hodisa ham nom ko‘chishi yo‘li bilan yangi ma’no hosil
bo‘lishi haqgida gap borgan ishlarning hammasida gayd etiladi. Metonimiya — narsa-predmetlar,
belgilar, harakatlar o‘rtasidagi aloqadorlikka (bog‘liglikka) ko‘ra nom ko‘chishidir. Obyektiv
borligdagi ayrim narsa-predmetlar, belgilar, shuningdek, harakatlar o‘rtasida ma’lum umumiylik,
aloga (bog‘lanish) bo‘ladi. Ana shuning ta’sirida biror narsa, belgi yoki harakatning nomi u bilan
aloqgasi (umumiyligi) bo‘lgan boshqa narsa, belgi, harakatni ifodalash uchun ham qo‘llanadi, unga
ham nom bo‘lib ko‘chadi [8].

Metonimik ko‘chirish asosida yaratilgan nom, pragmatik nuqtai nazardan samarali bo‘lish
bilan birga obyekt va uning nomi o‘rtasidagi alogani yaxshiroq ifodalab beradi: «Orxideya» gullar
do‘koni, «Hyno neru» bolalar kiyimlari do‘koni, «Chanel» kosmetika va parfyumeriya do‘koni,
«Fashion» kiyim-kechak do‘koni, «Happy kids» bolalar kiyimlari do‘koni, «Tabletka» dorixonasi,
«Clean cut» sartaroshxonasi, «Pharm plus» dorixonasi, «Diamond» zargarlik do‘koni, «Sapfir»
zargarlik do‘koni, «Techno goods» elektronika do‘koni, «Samsung» elektronika do‘koni, «Prime»
elektronika do‘koni, «Vip brend» kelin liboslari saloni, «Apteka vitamin», «Xadija art collectiony
tikuvchilik sexi, «100 gramm» ichimlik do‘koni, «Ravon» avto ehtiyot gismlari do‘koni, «Dori-
darmon» dorixonasi, «Istanbul» kiyim do‘koni, «Diet» kafe.

Metonimik ko‘chirish yordamida yaratilgan ergonimlar informativ, ya’ni ma’lumot beruvchi
hisoblanadi («Barkamol avlod» bolalar markazi, «Emu exspress» Surxondaryo filiali pochta va
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kuryerlik xizmatlari, «Nazar» ko‘z klinikasi ), chunki bu kabi ergonimlar ishlab chiqaruvchini
(«Begzod denta» plus stomotologik klinikasi, «O‘zsuvtaminot» aksiyadorlik jamiyati) yoki
iste’molchilarni («Hyno neru» bolalar kiyimlari do‘koni, «Stroitelniy mir» qurilish mollari do‘koni,
«Ona-bola» supermarketi.) sotuv obyektlari nomida aks ettirishi mumkin. Biz ham V.N. Nosenkoga
yondashib, o‘zbek til ergonimlarini motivatsiyalangan nominatsiyasiga asoslanib adresantga oid va
adresatga oid kabi ikki guruhga ajratdik [9].

Adresantga oid ergonimlar korxonaning faoliyat sohasini, taqdim etiladigan xizmatlar
shaklini bildiradi. Ko‘chirish uchun asos - qism va butunning uzviyligidir (synekdohe), masalan,
kompaniya va uning xodimlari (Ekologiya va atrof- muhitni muhofaza qilish Surxondryo viloyati
boshqarmasi, «Doktor A» klinikasi, «BTS express cargo servis» Termiz filiali kuryerlik xizmati,
«Emu express» Surxondaryo filiali kuryerlik xizmati). Adresatga oid ergonimlar bevosita salohiyatga
ega mijozga qaratilgan va quyidagi tematik guruhlarga bo‘linadi:

- kishining kasbiga ko‘ra nomlanishi: «Muslima Med» klinikasi, «Madina farmy» dorixonasi,
«Doktor A» klinikasi, «Ctpoutenbubiii Mmup» do‘koni, «Med house» klinikasi, «Baliqchi orzusi»
do‘koni;

- shaxsning ijtimoiy mavqeiga ko‘ra nom berish: «Diplomat» restorani, «Aslzoda» go‘zallik
saloni, «Erkatoy kids» xususiy bolalar bog‘chasi, «Barkamol avlod» bolalar markazi;

- shaxsiy fazilatlarga ko‘ra nomlash: «Glamour» go‘zallik saloni, «Gentelmany»
sartaroshxona, «Sevimli» market, «Boginya» go‘zallik saloni;

Mavhum otlar orqali ifodalangan ergonimik nomlar ham shartli munosabatlarning asosida
metonimik ko‘chirishga asoslanadi: «Barakay market, «Orzu» restorani, «Bilim» axborot-
kutubxonasi, «Do‘stlik» kafesi.

Nominatsiya jarayonining metonimik usuli eng ommaboplaridan biri hisoblanadi, chunki u
nomlangan obyektning tabiati haqidagi ma’lumotlarni yetkazishga imkon beradi [10]. Ba’zan
ergonimlar orasidagi metonimik munosabat mahsulotlar va ularni taklif giladigan obyektlarning
semantik evolyutsiyani boshdan kechirishi natijasida vujudga keladi, nominatsiyalar ergonim
bo‘lgunga qadar metonimik tarzda shakllangan, jumladan, avtomobillarga yoqilg‘i quyadigan
«Mustang» yoqilg‘i shaxobchasining nomi xorijiy avtomobillar semantik evolyutsiyaning mahsuli
hisoblanadi. Bunda mustang - yovvoyi ot. Hayvon obrazi, shuningdek quvvat o‘lchovi ot kuchida
mashhur avtomobil markasi «Mustang» uchun timsol bo‘lib xizmat qildi. Keyinchalik ergonim brend
nomi sifatida ishlatilgan. Bundan tashqari «Volto» elektrotexnika do‘konining nomi ham xuddi
shunday semantik metamorfoz yo‘lidan o‘tgan. Dastavval Volta o‘z kashfiyotlari bilan elektr
hodisalari aniqlagan italyan fizigining familiyasidir. Keyinchalik bu antroponim volt atamasiga
aylantirildi, ya’ni elektr kuchlanish o‘Ichov birligining nomidir. Do‘konning nomi esa elektrotexnika
bilan assotsiativ ravishda bog‘liq bo‘lgan keyingi ma’noni aniq aks ettiradi.

«Briliant» kelin liboslari saloni ergonimida go‘yoki siz baxt kechangizda oppoq kelin libosida
qimmatbaho toshlarning sarasi ya’ni brilliant kabi bo‘lasiz degan ma’no ifodalagan.

«Xan Sultan» restorani ergonimi orqali «Bu yerda sizni shohona taomlar kutmogda» ma’nosi
ifodalangan.

«Diet kafe» ergonimiga nazar tashlanganda, shubhasiz, adresat ko‘z oldida inson sog‘ligi
uchun bezarar hamda go‘zal qaddi-qomatni buzmaydigan taomlar tasviri gavdalanadi. Bu ergonim
nomida qo‘pol xatolik ko‘zga tashlanadi, ya’ni imloviy xatolik. Bu so‘z yunon tilidan rus tiliga kirib
kelgan so‘z bo‘lib diet emas dieta yozilishi kerak. Nominatorlar yuqoridagi jihatni e’tiborga olishi
kerak edi.

«Nazar» ko‘z klinikasi ergonimi nomidan adresat ko‘z bilan alogador bo‘lgan ma’lumotni
anglaydi.

«Uyno nern» bolalar kiyimlari do‘koni ergonimi orqali bolalar uchun mo‘ljallangan buyumlar
yohud o‘yin maydonchalarini oson fahmlab olish mumkin. Shuni aytish mumkinki, bu ergonim nomi
xizmat turiga mos tarzda tanlangan.

«Diamond» hamda «Sapfir» zargarlik do‘koni ergonimi xizmat turiga nihoyatda muvofiq
kelganligini ko‘rish mumkin. Qimmatbaho toshlar nomi xaridorlarga ma’lumot beribgina qolmasdan,
ularni o‘ziga tortishi shubhasiz.
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Yugorida aytib o‘tganimizga asoslanib shuni ta’kidlash mumkinki, ergonimiyada metonimik
onimizatsiya nominatorlar orasidagi juda keng tarqalgan hodisadir, chunki bu usulda hosil qilingan
ergonimlar bir vaqtni o‘zida ham axborot berishni, ham pragmatiklikni o‘zida mujassamlay oladi.
Ya’ni, bu turdagi ergonimlar oddiy onimizatsiyadan farqli ravishda, idrok etish uchun qulay bo‘lgan
tarzda obyektning faoliyati haqida ma’lumot beradi. Bunday nomlarda ergonimlarning reklama
funksiyasi birlashmalarga asoslanib amalga oshiriladi, natijada ular adresatga ta’sir qilish uchun katta
imkoniyatlarga ega bo‘ladi.

XULOSA. Shunday qilib, metonimik onimizatsiya ergonimiyada juda tez-tez uchraydigan
hodisa hisoblanib, bu tarzda shakllangan ergonimlar bir vaqtning o‘zida nafaqat axborot berishni,
balki individuallikni ham o‘z ichiga olishi mumkin. Bunday nomlar bilan ergonimlarning
manipulyativ va reklama funksiyasining salmog‘i ortganligi sababli ular ma’lum bir tushuncha bilan
bog‘liq assotsiatsiyalar tizimini aktuallashtirishni hisobga olgan holda adresatga ta’sir qilish uchun
katta imkoniyatlarga ega bo‘ladi.
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REKLAMADA NUTQIY AKTLAR IFODASI
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ANNOTATSIYA
Magqolada o‘zbek reklama matnlarida nutqiy aktlar ifodasi tahlilga tortildi. «Nutqiy akt»
tushunchasining pragmatik tahlilning asosiy tayanch tushunchalaridan biri ekanligi yuqorida aytilgan
edi, lekin ushbu tushunchani turli mualliflar turlicha talqin etmoqdalar. Nutqiy akt hodisasining
mohiyati haqidagi fikrlarning turli-tumanligi taklif qilinayotgan tasnif tamoyillarida ham o‘z aksini
topmoqda. Hozirgi paytgacha tilshunoslar nutqiy aktlar guruhlarining soni va hatto ularni nomlash
borasida bir to‘xtamga kelishganicha yo‘q. Reklamada har bir so‘z mahsulotni sotish uchun xizmat
qiladi, shunday ekan, ular ustida badiiy, iqtisodiy tomondan yuksak talablar asosida ish olib borish
zarur bo‘ladi. Til birliklarini tanlash nutq jarayonida ularning o‘ziga xos uslubiy chegaralanishini ham
tagozo qiladi. Reklamada pragmatik nuqtai nazardan, magsadli nutq aktining muvaffaqiyatli
bajarilishi ma’lum bir mahsulotga adresat e’tiborini jalb qilishni, qabul giluvchida sotib olish
istagining paydo bo‘lishini talab giladi. Muayyan muloqot strategiyalarini amalga oshirish asosida
reklama diskursini pragmatik diskurs turiga kiritish mumkin. Har ganday reklama matnining
pragmatik yo‘nalishi reklama beruvchining gabul qiluvchini javob berishga undash niyati bilan
bog‘lig. Reklama yordamida kommunikativ ta’sirning muvaffaqiyati ko‘p jihatdan ushbu ta’sir
qanchalik muvaffaqiyatli bo‘lganligi bilan belgilanadi.
Kalit so‘zlar: lingvistika, reklama, matn, diskurs, axborot, nutqiy aktlar, illokutiv akt,
perlokutiv akt.

boruposa Maxuiué
npenojaBaTelib TepMe3CKOro rocyJapcTBEHHOTO YHUBEPCUTETA
mbotirova@tersu.uz

BBIPA’KEHUE PEUYEBBIX JIEMCTBUM B PEKJIAME

AHHOTALUA

B crarbe npoaHann3upoBaHa 3KCIPECCHs PEYEBBIX aKTOB B Y30€KCKHX PEKIaMHBIX TEKCTaX.

Beblmie  roBopmiioch, YTO TOHATHE «PEUYEBOW aKT» SBISETCS OJHUM W3 OCHOBHBIX HOHSTHM
[parMaTU4eckoro aHajin3a, OJHAKO pa3Hble aBTOPHl TPAKTYIOT JTO IOHATHE IIO-pPa3HOMY.
PazHooOpazue MHeHWI O mpupose (QEHOMEHa pEeYeBOro akTa OTPaKEHO W B IMPHUHIHMIAX
npeuiaraeMoi  Kiaccupukanuu. J{o cHX TOp JMHTBHCTHI HE TNPUILIH K €AMHOMY MHEHHIO O
KOJIMYECTBE T'PYIII PEUYEBBIX aKTOB M Jaxke 00 UMX Ha3BaHUAX. B pexiiame KakJi0€ CIOBO CIYXUT
npojaxke TPOMYKTa, TMOITOMY paboTaTh HAX HUM HEOOXOOMMO, WCXOJS M3 BBICOKHX
XYH0KECTBEHHBIX U IKOHOMHYECKHX TpeOoBaHMA. BhIOOp S3BIKOBBIX €IUHHII TaKXkKe TpeOyeT HxX
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cHenu(pUIecKOr CTUIIMCTUYECKON OTpaHMUYEHHOCTH B peueBOM Ipouecce. C nmparMaTuyecko TOUKH
3peHMs] B pPEKJIaMe YCIEIIHOE BBIIOJHEHHUE LENEBOr0 pPE4YeBOro akra TpeOyeT INpPUBJICUCHUS
BHUMAaHUs ajJpecara K OIpPENEICHHOMY TOBapy, CO3JAHMUS y PELMIMEHTA KEJIAHUsS COBEPLIUTH
nokynky. Ha ocHOBaHMM peanu3anuy ONpeNeIeHHbIX KOMMYHHUKAaTHUBHBIX CTPAaTErMil PEKJIaMHBIN
JUCKYPC MOKHO OTHECTH K MparMaTU4YecKOMy THUIy AucKypca. [IparmaTudeckas HampaBJIEHHOCTh
11000r0 PeKIaMHOIO TEKCTa CBsi3aHA C HAMEPEHUEM peKIaMojaTelss NOOyIUTh PELMIIMEHTa K
OTBETHOM peakUMH. YCIeX KOMMYHMKATHBHOIO BO3JEHCTBHS C IOMOIIBI PEKIaMbl BO MHOIOM
OIIpEIeIIAETCS TEM, HACKOJIBKO YCIIEIIHBIM OBLIO 3TO BO3JEHCTBUE.

KawueBble cjioBa: JMHIBUCTHKA, PeKilamMa, TEKCT, AUCKYpC, MH(OpMalMs, peyeBble aKThl,
WJUIOKYTHBHBIN aKT, IEPIOKYTUBHBIN aKT.

Botirova Makhliyo
teacher of Termiz State University
mbotirova@tersu.uz

EXPRESSION OF SPEECH ACTS IN ADVERTISING

ABSTRACT
The article analyzed the expression of speech acts in Uzbek advertising texts. It was
mentioned above that the concept of "speech act" is one of the basic concepts of pragmatic analysis,
but different authors interpret this concept differently. The diversity of opinions about the nature of
the speech act phenomenon is also reflected in the principles of the proposed classification. Until
now, linguists have not agreed on the number of groups of speech acts and even their names. In
advertising, every word serves to sell the product, so it is necessary to work on them based on high
artistic and economic requirements. The choice of language units also requires their specific stylistic
limitation in the speech process. From a pragmatic point of view in advertising, the successful
performance of a targeted speech act requires attracting the addressee's attention to a certain product,
creating a desire to buy in the recipient. Based on the implementation of certain communication
strategies, advertising discourse can be included in the pragmatic discourse type. The pragmatic
direction of any advertising text is related to the advertiser's intention to encourage the recipient to
respond. The success of the communicative effect with the help of advertising is largely determined
by how successful this effect was.
Key words: linguistics, advertising, text, discourse, information, speech acts, illocutionary
act, perlocutionary act.

KIRISH

Nutqiy akt lisoniy va nolisoniy xususiyatlardan tashkil topib, uch bosqichli nutqiy faoliyat
sifatida namoyon bo‘ladi: lokutiv, illokutiv va perlokutiv. Lokutiv harakat ba’zi xatti-harakatlar,
vogea-hodisalar haqida ma’lumot berishga qaratilgan bo‘ladi. Agar muloqot jarayonida asosiy
mazmunni o°zida tashigan so‘zlar faqat yozuvlardagina qolib ketsa, lokutiv harakat sodir bo‘lmaydi.
Masalan: Sochlarga yorqin jilo baxsh etadi, sochlar xuddi salondan keyingi ko‘rinishda, Syoss. Bu
misolda shampun haqida axborotning oddiy ma’lumot shaklida berilishi lokutiv nutq aktidir. [llokutiv
akt lokutiv nutqdan farqli ravishda tasvirlangan obyektning taxminiy aniq maqsadi borligini
ko‘rsatadi, adresantga ma’lum bu maqgsad tinglovchiga yetkaziladi: Syoss — shampun tanlashda
adashmang. Mahsulotni sotib olishga undash maqgsadi o°z ifodasini topgan mazkur matnda illokutiv
nutqiy faoliyat ifoda etilgan. Tilshunos olim J.R.Searlning fikriga ko‘ra, illokutiv nutq akti yoki
ko‘rsatmalari adresant tomonidan adresatning biron bir narsani qilishiga undashidir. Illokusiya
(lot.ichida) shaxslararo (muloqot ishtirokchilari o‘rtasidagi) maqgsadli munosabatlarning
ifodalanishidir. Reklamada pragmatik nuqtai nazardan, maqgsadli nutq aktining muvaffaqiyatli
bajarilishi ma’lum bir mahsulotga adresat e’tiborini jalb qilishni, qabul qiluvchida sotib olish
istagining paydo bo‘lishini talab giladi. Bu maqsadlar illokusiyaning asosiy xususiyati sanaladi.

ASOSIY QISM

179



CY3 CAHBATM XATIKAPO JVPHAJI | MEX/IVHAPOZHBIA XVPHAN MCKVCCTBO CNIOBA | INTERNATIONAL JOURNAL OF WORD ART

Reklama matnlari uchun magsadli nutq aktlarini quyidagicha ajratib olish mumkin: adresat
tomonidan bajariladigan harakatning majburiyligi; adresatning ijtimoiy mavgqei; adresat ehtiyoji.
«Fursatni tanlang, Yakobsni tanlang. Yakobs aromagiya!», «Nazaferon — yaqginlaringizni himoya
qiling!» kabi reklamalar bir tomondan qabul giluvchining istak va ehtiyojlariga javob beradigandek
tuyiladi, boshqa tomondan, chaqiruv imperativ shaklida amalga oshiriladi. Ammo undash holatida
adresant va adresatning pozitsiyalari assimetriyasi yotadi.

Reklama matnida undash va buyurishdan tashqari taklif-maslahat, ogohlantirish ma’nolari
ham bo‘lishi mumkin.

Taklif — Ehtimol, siz shu qadar charchaganingizdan kechalari uxlolmaysizmi? Bel va
mushaklardagi og‘riqlar, oyoqlaringizni holi yo‘qmi? Agar sizning uyingizda sizning shaxsiy
masajistingiz paydo bo‘lsa, nima bo‘lar edi? E’tiboringizga unversal relaks massajyor ini taqdim
qilamiz. Ushbu ixcham qurilma 2500 aylanma harakatlarni amalga oshirishga qodir. Bu hatto ish
ustalarining qo‘lidan ham kelmaydi. U stressni qoldiradi, mushaklarni tonus holiga keltirib,
kuchingizni tiklaydi. Faqat qurilmani elektr manbaiga ulang. To‘rt turdagi xizmatdan birini tanlang
va zavqlaning.

Ogohlantirish — Agar yo‘tal vaqtida davolanmasa, tasavvur qilib bo‘lmaydigan oqibatlarga
olib kelishi mumkin. Gerbion — yo‘tal va uning oqibatlarini hal giladi. Gerbion — yo‘talni zabt etadi.

Aslida takliflar uni gabul qiluvchi nuqtai nazaridan harakat qilishga undaydi va
adresantning ham, adresatning ham manfaatlariga mos keladigan nutq harakatlariga ishora qiladi.
«Bu munosabat so‘zlovchi nutgiga xos buyrug, iltimos, va’da, ogohlantirish, minnatdorlik kabi
mazmuniy shakllar bilan to‘ldiriladi. Bularning barchasi nutqiy akt nazariyasiga taallugli masalalar
ekanligi bilan xarakterlanadi». Pragmatikada nutqiy ta’sir etish vositalariga pragmatik mazmunni
aniqlashtiruvchi fe’llar kiradi. Reklama matnlarida qo‘llanuvchi quyidagi illokutiv fe’llar undash,
taklif, buyruq singari pragmatik mazmunni ro‘yobga chiqaradi: Keling! Tanlang! Taqqoslang! Sotib
oling!

Reklama berishda yuqorida aytganimizdek, illokutiv nutq akti ma’lum bir sinf vakillarining
ehtiyojlaridan tashqari fasllarning almashinuviga ham qaratiladi. Fasllar almashinuviga qarab
ko‘pincha dori mahsulotlari reklamalari o‘zgarib boradi. Masalan, kuzning oxirgi va qishning barcha
oylarida shamollashga garshi dori reklamalari faol bo‘lsa, bahor oyida ko‘proq allergiya bilan bog‘liq
reklamalar ustunlik qgiladi.

1. Ratsional rag‘batlantiruvchi nutq aktlari doimiy bo‘lishi mumkin bo‘lgan xaridorning
fikriga asoslanib ma’lumot beradi, dalillar keltiradi. Masalan: Rossiyalik ayollarning 98 foizi
natijadan mamnun. Harakat qilib ko‘ring! — Dunyo bo‘ylab stomatologlar tomonidan tavsiya
etilgan tish cho‘tkasiga ishoning. Sizga kerak bo‘lgan narsani topa olmayapsizmi? Adabiyotlarni
tanlash xizmatidan foydalaning. — Roumingda hech bo‘lmaganda ob-havo haqgida gapiring va
behuda pul sarflamang! Illokutiv magsadda qo‘llangan fe’llarda nutqiy harakat kuchini namoyon
qilish ganchalik muhim bo‘lmasin, lekin bu magsad kuchning faqatgina bir qismi, bo‘lagidir.
Zero, nutqiy harakatda kommunikativ mazmunning to‘liq hosil bo‘lishi uchun magsaddan
tashqari, unga erishishni ta’minlovchi vosita va shart-sharoit ham mavjud bo‘lishi talab qilinadi.
Ayni paytda, kommunikativlik tushunchasi faqat so‘zlovchi bilan bog‘liq bo‘lmasdan,
tinglovchini ham e’tiborga oladi, zero, muloqotda so‘zlovchi va tinglovchining ishtiroki
muhimdir. Bu esa, 0‘z navbatida, illokutiv va perlokutiv aktlarning o‘zaro munosabatini taqozo
etadi. Yuqoridagi nutqiy aktlarning uchala qismi birlashgandagina adresatni jalb gila oladigan
reklama matnini yaratish mumkin bo‘ladi.

Nutqiy aktning yana bir bosqichi perlokutiv nutq aktidir. Perlokusiya — bu nutq
harakatlarining adresatga ta’siri, boshqacha aytganda, aniq bir maqsadda bayon qilish orqali
erishilgan ta’sir. Demak, perlokusiyada tasvirlangan obyekt harakati aniq bir yo‘nalishda bayon etilib,
magqsadli natijani aks ettiradi. Masalan, reklamada Tomog‘ingiz og‘riyaptimi? Optiprim iching
jumlasi orqali adresatning aytmoqchi bo‘lgan fikrini adresant o‘zi istagan magsadda anglaydi.
Masalan, adresat uning g‘amxo‘rligini eshitib, u taklif qilgan dorini ichishga rozi bo‘ladi. Psixologik
nuqtai nazardan undash — bu boshqa odamlarda his-tuyg‘ularni yoki istaklarni qo‘zg‘atishga
qaratilgan har qanday harakat, xabarda yoki harakatdagi turtkidir. Reklama jarayonida undash
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harakati hissiyot bilan birga tavsiflanadi. Masalan, reklama sohasida hissiy muhit yaratadigan
jozibadorlik shiorni eslab qolishga va mahsulot brendini xotirada mustahkamlashga yordam beradi.
Reklama jozibasi, bir tomondan, gabul qgiluvchining foydasiga qaratilgan, chunki u biror bir narsani
taklif qiladi. Hissiy nutq aktlari, doimiylaridan farqli o‘laroq, yorqin, ixchamdir va ular ko‘pincha
unutilmas reklama shiorlariga aylanadi. Ayniqgsa, yoshlar auditoriyasiga mo‘ljallangan maqsadli
reklamalardagi hissiy murojaatlar (gazlangan ichimliklar, shokolad, saqichlar reklamasi)
boshqalariga nisbatan yuqori motivatsiyaga ega. Aynan shunday reklamalar hissiyotga boyligi bilan
yosh auditoriyani o‘ziga jalb qiladi — O‘zingizni chanqog‘ingizdan ozod qiling! Doim bo‘ling! —
Ta’mni sinab ko‘ring! — Hushyorlikni uyg‘oting! kabi:

Adresatning qiziqishini oshirish uchun mahsulotlar ko‘pincha jamiyatdagi mashhur insonlar
tomonidan reklama qilinadi: Menga yoqdi. Yangi format mahsulotning tabiiyligi va ekologik ekanini
yanada ko‘proq tasdiglaydi. O‘zbekiston mevalaridan tayyorlangan. Foydali va mazali degan
yozuvlar digqatimni tortdi.

XULOSA

Reklama matnlaridagi har uchala nutq akti namunalari ijtimoiy ta’sir etish doirasiga ko‘ra
adresatni zudlik bilan fikrlashga majbur etadi, ma’lum choralar ko‘rishga undaydi, uning his-
tuyg‘ulariga ta’sir qiladi va tezkor natijalarga erishish uchun ko‘proq xaridor yig‘a oladi. Demak,
reklama matnlaridagi nutq aktlari uning dizayni, sifati va umuman, turli xususiyatlarini yetkazib
berishda yetakchi o‘rinni egallaydi.
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Abstract
This article investigates the interaction of cognitive and pragmatic approaches within the realm of
stylistics, exploring the way these two cross-disciplinary approaches advancing the comprehension
of reading and decoding processes connected with literary analysis. Cognitive and pragmatic analysis
collectively manifest integrated approach to literary text analysis, merging the methods linguistic
analysis along with fundamental principles of cognitive and pragmatic linguistics for gaining a more
profound insight into text perception and interpretation processes. The interdisciplinary approach
investigates the interplay of textual characteristics, cognitive processes and contextual factors,
introducing more universal perspective of literary work interpretation. Cognitive-pragmatic stylistics
elucidates the way the literary text operates as an intricate communicative act. The novel approach
shifts the focus from traditional models that are geared towards a writer, to reader-oriented approach,
underscoring the way text is processes, interpreted and comprehended by a reader. In the long run,
this cross-disciplinary extends the understanding of stylistics, bridging the gap between linguistic
analysis and cognitive science allowing for more in-depth insight into the interconnection between
the literary text and a reader.
Key words: cognitive stylistics, pragmatic stylistics, pragmatic principles, cognitive mechanisms.

Zakirova Madina Damirovna
O’zbek davlat jahon tillari universiteti o’qituvchisi

KOGNITIV-PRAGMATIC STILISTIKANING ASOSIY VAZIFALARI

ANNOTATSIYA
Ushbu magqola stilistik sohasida kognitiv va pragmatik yondashuvlar o'rtasidagi munosabatni tadqiq
qiladi, bu ikkala muxofiq so'raladigan eng bosqichli o'qish va tahlil jarayonlarining tushunchalarini
oshirishda o'z ta'siri va tarqalgan yo'l hagida. Kognitiv va pragmatik tahlil birlashmasi stilistikning
integratsion yo'nalishini namoyish etadi, lingvistik tahlil usullarini kognitiv va pragmatik
linvistikaning asosiy prinsiplari bilan biriktirib, matnni o'qish va tarjima jarayonlarini tushunishga
oid chuqur nazariya olish uchun. O'zlashtirilgan yo'nalish, matnni o'qish, tarjima qilish va tarjima
qilish jarayonlarini tadqiq qiladi. Kognitiv-pragmatik stilistika adabiy matnni murakkab
kommunikatsiya amali sifatida gqanday ishlayotganini tushuntiradi. Yangi yak approach modelni
yozuvchiga yo'naltirilgan qadriy modellardan o'quvchi yo'naltirilgan modelga aylantiradi, matnni
o'qish, tushuntirish va anglash jarayonlari to'g'risida zor yo'nalishlar ko'rsatadi. Uzun muddatda, bu
muzokaralar stilistikani tushuntirishni kengaytiradi, lingvistik tahlil va kognitiv ilmning o'rtasida
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bo'lgan o'rnini ko'rsatadi, adabiy matn va o'quvchi o'rtasidagi bog'lanishni tushuntirish uchun ko'proq
chuqur tushuncha beradi.
Kalit so’zlar: kognitiv stilistika, pragmatik stilistika, pragmatik printsiplar, kognitiv mexanizmlar.

3akupoBa Maauna lamupoBHa
[IpenomaBatens Y36ekckoro I'ocynapcTBeHHOro YHUBEpcuTeTa MUPOBBIX SI3BIKOB

OCHOBHBIH 3AJAYN KOTHUTUBHO-IIPATMATHYECKOM CTUJIMCTUKH

AHHOTAIUA
B aT0li cTatbe uccienyercsa B3auMoAeCTBHE KOTHUTUBHOTO U IParMaTHUeCKOro MOIX00B B chepe
CTHJINCTUKHU, UCCIEAYs, KaK 3TH JBa MEXIUCIUIUIMHAPHBIX MOJIX0Ja CIOCOOCTBYIOT MOHHMAHHUIO
IIPOLIECCOB YTEHUS M JEKOAMPOBAHMS, CBA3AHHBIX C JIMTEPATYPHBIM aHAIN30M. KOrHUTUBHBIN U
IparMaTU4ecKuil aHaju3 B COBOKYITHOCTH MPEJCTABISIOT COOON KOMIUIEKCHBIA MOJIXOJ K aHATU3Y
XYJO’KECTBEHHOT0 TE€KCTa, O0bEIMHSS METO/Ibl JIMHIBUCTUYECKOIO aHAIM3a ¢ (QyHIaMEHTAIbHBIMU
MPUHIMIIAMA KOTHUTUBHOW M NparMaTUyecKo JIMHIBUCTHKHU Jyid OoJiee INIyOOKOIro MOHUMAaHHS
IIPOLIECCOB BOCHPUATUS W HHTEPIPETALMU TEKCTa. MEXAUCIHUIUIMHAPHBIA IOAXO0J HCCIEIyeT
B3aMMOJICICTBHE€ TEKCTOBBIX XapaKTEPUCTHUK, KOTHUTHUBHBIX IPOLECCOB M KOHTEKCTyalbHBIX
(dakTopoB, mpeacTaBiss Oojiee yHHMBEpCAJIbHBIA B3IJIAJ HA HWHTEPHIPETALUIO JUTEPATypHOTO
IIPOU3BE/ICHHUS. KoruutusHO-niparMaruyeckas CTUJIMCTHKA pacKpbIBaeT MEXaHU3M
(GYHKIIMOHUPOBAHUS XYJOXKECTBEHHOI'O0 TEKCTa KaK CJI0KHOI0 KOMMYHUKATHBHOrO akta. HoBwiii
IIOAXOJ CMEIIAET aKLUEHT ¢ TPAJIULHUOHHBIX MOJENIEH, OPUEHTUPOBAHHBIX HA IUCATENs, HAa OAXO,
OpUEHTUPOBAHHBIM HA YWTATEJs, MOAYEPKUBAsi, KaK TEKCT 00pabaThIBaeTCsl, MHTEPIPETUPYETCA U
IIOHUMAETCA YWTareaeM. B KOHEYHOM HTOre 3TOT MEXIUCUUIUIMHAPHBIA IOAXOJ pacIIupsieT
IIOHUMAHHUE CTUJIMCTUKH, YCTPAHSSA Pa3pblB MEKAY JUHIBUCTUYECKHM AHAIW30M M KOTHUTHMBHOU
HayKoW, 1o3BoJisisei Oosiee TiyOOKO MOHSATH B3aUMOCBSI3b MEXKIY XYIOXKECTBEHHBIM TEKCTOM H
YUTATEIIEM.
KiiroueBbie cjioBa: KOTHUTHBHAs CTWIMCTHKA, MpPAarMaTHyecKas CTWIMCTHKA, MParMaTH4YECKUe
IIPUHLAIIBI, KOTHUTUBHBIE MEXAHU3MBI.

Stylistics predominantly focuses on a detailed linguistic analysis and the methods of
compositional techniques as a basis for the decoding of literary texts which made this discipline
“writerly”-oriented. However, stylistics falls short of accounting for the cognitive structures and
mental processes that inform a reader, and which a reader utilizes when reading and decoding literary
texts. In other words, “Readerly” dimension was missing in stylistics. Cognitive stylistics is a novel
discipline that utilizes insights from cognitive linguistics and artificial intelligence so as to amplify
the existing methods of analysis. The new discipline shifts the focus from exploring text and
composition to those models that investigate the human cognition during a reading process. This new
shift that centers on the models that sets forth how knowledge is stored which readers put into action
and on how knowledge that is stored in a human being’s mind is modified and expanded during a
reading process. Cognitive stylistics predominantly explores cognitive processes activated during a
reading process and how a reader processes meaning of a text rather than investigates the way a writer
creates a text. Investigating this way of reading calls for a meticulous reconsideration of the existing
models of stylistic analysis (Simpson, 2004:39).

Luzina reckons that cognitive direction of stylistics merges two types of investigations 1)
investigations that elaborate mutual theoretical principles of stylistics on the basis of cognitive
linguistics; 2) investigations that introduce cognitive grounding of stylistic devices, expressive
language means that traditionally belong to stylistics (JIy3una, 2000:208). Luzina also emphasizes
that fundamental stylistic notions are substantiated by means of problems that play a part in cognitive
linguistics such as comprehension, text interpretation, intention, an addressor/writer’s goal, language
means choice, coding and decoding process of stylistic information (JIyzuna, 2000:208).
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Semino and Culpeper distinguish traditional stylistics from cognitive stylistics. According to
the scholars, cognitive stylistics elucidates the way text is decoded and why the interpretations which
readers arrive at normally vary. Cognitive stylistic approach connects language elements with
cognitive processes and mechanisms that affect the language input and output (Semino and Culpeper,
2002).

Scarcity of the analysis of stylistic devices by means of a traditional approach does not allow
for getting a profound insight into the structure of stylistic device which represent the set of mental
and cognitive processes of comprehending knowledge structures and generating conceptual world
pictures (AmypoBa, 2005:8). Ashurova underscores that there is a need for generating integral
concepts of stylistic devices as a special representation of knowledge structures (Auryposa, 2005:8).

According to Dolezel (Dolezel, 1990:6), “on the one hand, being the stage of development of
mereological model of poetics, represented as the system of views on literature, literary semantics as
a structure, cognitive poetics like its ancestral disciplines such as Aristotle’s poetics, universalist
poetics up to semiotic poetics endeavors to provide answer to the questions concerning the ways of
representing the world in the literary work, the nature of creativity and correlation of literary language
and everyday language” (Dolezel, 1990:6-7). On the flip side, according to Freeman, “deriving from
contemporary paradigm, cognitive poetics or cognitive theory of literature serves as an instrument
that decodes and accounts for cognitive processes and strategies, underlying the formation and
interpretation of literary text as product that cognizes mind in the context of physical and socio-
cultural worlds, text and perception” (Freeman, 2002: 253-254).

Arlauskayte analyzing Peter Stockwell’s book “Cognitive Poetics. An Introduction” highlights
that cognitive poetics primarily puts the analysis of reading process or what we do during a reading
process into spotlight rather than text analysis. Reading boils down to a wide range of contexts and
cognitive poetics primarily deals with the analysis of relevant contexts — stylistics, stylistic devices,
knowledge, figurative features of literary and colloquial language. Cognitive poetics predominantly
deals with identifying and analyzing the relevant parameters that enable to comprehend what occurs
concerning text comprehension during a reading process which is immersed in a big diversity of
knowledge contexts which range from individual, collective to cultural (Apnayckaiitre, 2004:2).

The foundations of cognitive poetics form the basis of cognitive linguistics and cognitive
psychology. Cognitive poetics highlights that a human being’s mental process is profoundly
intertwined with the way a language is used and meaning is generated. Cognitive poetics holds that
language and cognition go hand in hand as well as a human being mind’s embodiment affects all the
language facets, from the way an individual deciphers the text to the way an individual generates a
text and comprehends a literary text (Stockwell, 2005:4-5).

Tsur states that cognitive poetics proposes cognitive hypotheses to systematically relate “the
specific effects of poetry” to “the certain regularities that take place in literary texts””. According to
the scholar, cognitive poetics utilizes cognitive processes for aesthetic purposes that were initially
developed for non-aesthetic purposes. It is possible to distinguish three types of cognitive correlates
of poetic processes which are the normal cognitive process; some kind of alteration or disturbance of
these processes and their adjustment for purposes for which they were not originally intended for,
and, lastly, their reorganization in accordance with different principles. In particular, extreme but
central cases, this modification may become “organized violence against cognitive processes”. Poetic
effects result from some significant inference with, or at least delay of, the regular course of cognitive
processes, and making use of its effects for aesthetic purposes (Tsur, 2011).

Cognitive poetics goes hand in hand with the field of literary criticism. Cognitive poetics is also
geared towards the scheme of “author-text-reader” without being limited to one of other of the points.
Primarily addressing a reading process of a literary text, with psychological and linguistic dimensions,
this discipline elucidates whether it is an author’s conceptual world picture or a reader’s standpoint,
and how those interpretations are made manifest in textuality. Therefore, cognitive poetics is not
merely a shift in emphasis, but is a drastic re-consideration of the whole process of literary activity
(Stockwell, 2005:5). Arlauskayte states that the triangle of “author-text-reader” is reconsidered in
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terms of literary analysis and takes into account the generation and understanding of the text where
individual, collective and cultural variants can be tracked (Apnayckaiite, 2004:2).

As it was mentioned earlier, cognitive stylistics centers on the correspondence between
linguistic choices and effects, stylistics explores both texts and readers’ interpretation of texts. It is
noteworthy to say that foregrounding deals with the cognitive effects of particular linguistic choices
and patterns (Mukarovsky, 1970).

According to Djusupov, cognitive stylistics is geared towards investigating the selection of
information, information organization, the way a reader perceives, processes and interprets stylistic
devices and stylistic categories as well as cognitive research methods that are utilized when a
cognitive stylistic analysis is conducted. Cognitive stylistics predominantly makes use of a series of
theories and principles such as foregrounding theory, cognitive metaphor theory and conceptual
blending (Ixxycymnos, 2011:70).

Pragmatics investigates language in use, the correlation between signs and their users, how
language users converse and decode linguistic behavior. No need to say that utilizing language,
people not only talk or write, but they perform actions, language is deployed in situations which
encompass both a linguistic and a nonlinguistic context and addressers intend to modify the
knowledge, attitudes, beliefs or behavior of others through the language. Pragmatics predominantly
explores what language users imply, what actions they make, and how they do it in real situations,
what they articulate or write to be heard or read, whom they have intention to make an impact on
(Hickey, 2014:7-8). In the meantime, stylistics primarily explores how close attention to language
use can elucidate how texts are comprehended and evaluated. The primary goal of stylistics is to set
forth how different readers arrive at certain understandings rather than create readings. Work in
stylistics targets at elucidating ways in which readers respond to literary text whether or not they
know certain literary interpretive or linguistic frameworks.

Pragmatic stylistic plays a pivotal part in accounting for how certain sets of contextual
assumptions interact with linguistically encoded meanings to generate interpretations
(Chapman&Clark, 2014:7). Pragmatic stylistics is a study of language-in-use which extensively
investigates the word choices made from among the wide range of grammatically correct ways of
expressing one and the same thing, which is semantically or truth-conditionally equivalent. In
addition, it describes how such word choices relate to the overall situation in which the language is
employed, including what the interlocutors are already aware of and are not aware of, and what the
addresser aims at attaining by means of language-use. Pragmatic stylistics endeavors to display how
the different possible ways of saying “the same” thing (style) hinge on the factors which compose the
situation (pragmatic factors). To put it in another way, the linguistic surface will be seen as determined
by “fit” or correlation between stylistic choices and the nonlinguistic situation. Thus, statements with
identical or virtually identical meaning (in the sense of relationship with truth conditions, semiotic
content or semantic value) may differentiate in their linguistic form and situational appropriateness,
and these differences may have pragmatic explanations (Hickey, 2014:8).

According to Ashurova, pragmatic stylistics is geared towards investigating linguistic sign
system of all the levels, the way they are selected and arranged to accomplish the addresser’s
communicative and pragmatic intentions, how linguistic factors have to do with extra-linguistic
factors such as communicative, sociocultural contexts and background knowledge structures, how
stylistic function of language means allow for conveying meaning effectively. What is more,
pragmatic stylistics explores linguistic personality of the speaker, his/her personal characteristics,
psychological state of mind and individual conceptual world picture (Ashurova, 2017).

Stylistic with a pragmatic component incorporates the study of all the conditions, linguistic and
extralinguistic, which allow the rules and potential of a language to combine with the concrete factors
of a situation so as to generate a text that aims at bringing about particular internal changes in the
addressee (Hickey, 2014:8).

The ultimate objective of pragmatic stylistics is not to suggest new readings or propose
interpretations or evaluations that have not been identified by other readers, but the primary goal is
to comprehend and set forth how such readings, interpretations and evolutions emerge, evolve and
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spread. The main feature of pragmatic stylistics is how pragmatic theory can elucidate and
substantiate intuitive interpretations (Chapman&Clark, 2014:6).

Ashurova contends that one of the ultimate objectives of pragmatic stylistics is pragmatic
effectiveness of interaction that hinges on both linguistic and extra-linguistci factors. The scholar
highlights that stylistic devices target at exerting a pragmatic effect such as capturing a reader’s
attention, piquing his/her interest, making an emotional impact and stimulating addressee’s creativity
(Ashurova, 2017).

Conclusion:

It is possible to draw a conclusion that intersection of pragmatic and cognitive stylistics
combines cognitive mechanisms and pragmatic principles in an attempt to investigate stylistic
devices. In other words, this interdisciplinary approach elucidates how an addressee decodes and
derives a meaning from literary and media texts. To be more specific, pragmatic cognitive stylistics
investigates how stylistic devices such as metaphor, metonymy and irony is perception by a reader,
how a reader resorts to cognitive mechanisms, make an inference about the communicative intention
and addresser’s attitude on the basis of linguistic and extra-linguistic factors and calls forth emotional
responses. Another objective of pragmatic cognitive stylistics is to explore a reader’s response and
what role context plays in interpretation process. In delves into how a reader’s knowledge structures,
cultural background and personal experience affects a comprehension and decoding process.
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