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Ushbu to‘plamdan “Sharq xalglari musiga madaniyati: globallashuv
jarayonlarida ijodiy uyg‘unlashuv tamoyillari” mavzusidagi xalgaro ilmiy-
amaliy konferensiya materiallari joy olgan bo‘lib, jahon xalglari musiga
ijodiyotining nazariy va amaliy masalalariga bag‘ishlangan xorijlik va mamlakatimiz
tanigli olimlarining ilmiy magolalari o°rin olgan.

[lmiy, amaliy jihatdan muhim manba vazifasini o‘tovchi mazkur to‘plam soha
mutaxassislari, yosh tadgigotchilar va keng kitobxonlar ommasiga mo‘ljallangan.

To‘plam Yunus Rajabiy nomidagi O‘zbek milliy musiqa san’ati instituti
Kengashining 2024-yil, 28-iyundagi majlisida muhokama gilingan va nashrga
tavsiya etilgan. (11-son bayonnoma).
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Mana shu yuksak sahnaga — ko rkam va muhtasham Registon maydoniga
qgadam qo ‘ygan har bir san’atkor, millati, tili va dinidan gat’i nazar, bashariyat
farzandi sifatida dillarni dillarga, ellarni ellarga bog‘laydi. Buning uchun
sizlarga chin yurakdan har gancha tahsin va tasannolar aytsak, arziydi!

Shavkat Mirziyoyev
O‘zbekiston Respublikasi Prezidenti

Each artist, stepping on this stunning stage on the majestic Registan
Square, glorifies the high ideals of humanism that unite people regardless of their
ethnic origin, language or religion. And for this, every one of you certainly
deserve the highest praise and admiration. Today, | would like to take this
opportunity to express my opinion on one issue!

Shavkat Mirziyoyev
the President of the Republic of Uzbekistan

Kasxcovui  apmucm, noonumasce Ha 3my HPeKPACHYIO CYeHy Ha
genuuecmeeHHou niowaou Pecucman, ocnesaem vlcokue uoeansvl 2yMaHu3Ma,
Komopbie 00beOUHAIOM I00eli He3A8UCUMO OM UX HAYUOHANbHOCMU, A3bIKA U
penueuu. M 3a amo kadxcowviti u3z 8ac, 0e3ycilo8HO, OOCMOUH CAMOU BblCOKOU
oyeHKu U 8ocxuuyeHus!

Illagxam Mup3uéee
Ilpe3uoenm Pecnyonuku Y3zoexucman
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KONFERENSIYA ISHTIROKCHILARINI TABRIKLASH

Assalomu alaykum, aziz vatandoshlar!
Muhtaram mehmonlar!

Hurmatli xalgaro anjuman ishtirokchilari!
Xonimlar va janoblar!

Jahon tamaddunlari chorrahasida — Buyuk ipak yo‘li hududida asrlar
davomida buyuk kashfiyotlar yaratilganligi hammamizga birdek ayon. Yagin
yillargacha tarixning shunchaki yodnomalari bo‘lgan bu kashfiyotlar “Sharq
taronalari” Xalqaro festivali timsolida muazzam ohangga, hayotbaxsh fikrga,
umrboqiy yog‘duga aylandi. Bundan salkam 30 yil oldin muhtasham Registon
maydonida yangragan taronalar Afrosiyobning toshbitiklariga, “Avesto’ning
“goh”lariga (“Avesto’ning Yasna qismi tarkibiga kiruvchi madhlar) qaytadan jon
bag‘ishladi, ko‘hna Shargning buyuk musiqiy tarixini uyg‘otdi. Ushbu festivalda
1997-yilda oddiy ijrochi sifatida ishtirok etgan xonandalar, sozandalarning
ko‘pchiligi bugungi kunda nom qozongan, alohida ijodiy maktab yaratgan
san’atkorlardir.

Festival doirasida “Sharg xalglari musiga madaniyati: globallashuv
jarayonlarida ijodiy uyg‘unlashuv tamoyillari” mavzusida Xalgaro ilmiy-amaliy
anjuman o‘tkazilmoqda. Qisqa vaqt ichida anjumanga jahon xalqglari musiqasi
tarixi, ijro uslublari, falsafiy-estetik tamoyillari, musiqa ta’limi, sohadagi
muammo va yechimlarga oid ellikdan ortiq maqolalar keldi. Mualliflar orasida
Misr Arab Respublikasi, Buyuk Britaniya, Malayziya, Hindiston, Eron, Rossiya,
Qozog‘iston, Ozarbayjon, Tojikiston kabi davlatlardan yetuk olimlar va
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tadqgiqotchilarning borligi ilmiy-amaliy konferensiyamizning ahamiyatini yanada
oshiradi. Ko‘hna Shargning dilrabo ohanglarida mujassam bo‘lgan nozik va
yuksak insoniy his-tuyg‘ular, tafakkur va galb yog‘dulari ko‘ngilni hayajonga
soladi. Aynan mana shu hayajon insonning ruhiy va hissiy olamidagi kamolotiga
0°‘zining 1jobiy ta’sirini ko‘rsatadi.

Hurmatli anjuman gatnashchilari!

O‘zbekiston Respublikasi Prezidentining “O‘zbek milliy maqom san’atini
yanada rivojlantirish chora-tadbirlari to‘g‘risida”gi, ‘“Xalgaro maqom san’ati
anjumanini o‘tkazish to‘g‘risida”gi, ‘“Xalqaro baxshichilik san’ati festivalini
o‘tkazish to‘g‘risida’gi, “O‘zbek milliy maqom san’atini yanada rivojlantirish va
soha vakillari faoliyatini qo‘llab-quvvatlash choralari to‘g‘risida”gi qarorlari,
“Madaniyat va san’at sohasining jamiyat hayotidagi o‘rni va ta’sirini yanada
oshirish  chora-tadbirlari  to‘g‘risida”gi  farmoni mamlakatda madaniy
taraqgiyotning, tarixiy islohotlarning yangi davrini boshlab berdi.

“Sharq taronalari” Xalgaro musiga festivali timsolida Uchinchi Renessans
poydevorini yaratayotgan yangi O°zbekistonning dunyo tamadduniga beshik
bo‘lgan tarixi, madaniy an’analari, musiqa san’ati, betakror milliy qadriyatlari,
urf-odatlari, etnomadaniyati dunyoni gaytadan hayratga solayotganligi bugungi
kun hagigati deya baralla aytishimiz mumkin. Zero, inson bolasining komillikka
intilishi, avvalo, uning o‘z vatani tarixini, milliy qadriyatlarini bilishi, undan
faxrlanib yashashida namoyon bo‘ladi.

San’at — do‘stlik rishtalarini bog‘lovchi, ko‘ngillarga orom, ilhom baxsh
etuvchi, hayajon hamda muhabbat uyg‘otuvchi tug‘yonlari bilan beqiyos ta’sir
kuchiga ega. limiy-ijodiy hamkorlikning magsadi — dunyo xalqlari o‘rtasidagi
tinchlik va do‘stlik rishtalarini mustahkamlash, Sharq xalqlari musiqga san’atini
rivojlantirish va uning ahamiyatini yanada oshirish, O‘zbekiston hamda boshqa
davlat xalglarining musiga san’ati an’analarini gamrab olish, ular bilan yagindan
ilmiy va ijodiy mulogot olib borish hamda hamkorlik gilish, Sharqg mamlakatlari
musiga san’ati an’analarini asrash, madaniy muloqotni yanada rivojlantirishdir.
Vatanga, ona yurtga otashin muhabbat, sadogat va mehr, eng avvalo, madaniy
merosga munosabatda namoyon bo‘ladi. Ma’naviy-madaniy meros insonlarning
bir-biriga bo‘lgan o‘zaro munosabatlari asosida shakllanib, sayqallanib, xalgaro
miqyosga chigadi. YUNESKO tomonidan “Katta ashula” va “Shashmaqom™ning
insoniyat nomoddiy madaniy merosi ro‘yxatiga kiritilganligi o‘zbek musiqiy
merosining betakror san’at ekanligidan dalolat beradi. Darhagigat, musigiy meros
0°‘zi mansub xalgning milliy ruhini, koloritini, milliy xususiyatlarini aks ettiradi.

“Sharq taronalari” xalgaro festivali musiqiy merosimizni, ko‘hna milliy
gadriyatlarimizni tiklash, uning noyob durdonalarini asrash, keyingi avlodlarga
bezavol yetkazish barobarida, ma’naviy hayotimizning yanada yuksalishiga
munosib hissa qo‘shib, dunyo xalglariga hayotiy quvvat, jo‘shqinlik va estetik
zavq baxsh etmoqda.

Nafis san’atga, musiqiy merosga dildan, samimiy oshuftalik umumbashariy
gadriyatlarni asrashga, inja tuyg‘ularni, vatan taqdiriga daxldorlikni har ganday
kasb egasining ma’naviyati asosiga aylantirishga da’vat etmoqda. “Sharq



taronalari” Afrosiyobning sirli tepaliklaridan, qadim qal’alar ga’ridan, ko‘hna
“goh”lar ildizidan o‘sib, Samargand minoralari kabi ulkanlashib, turli tilda
so‘zlaguvchi odamlarni, qit’alarni bir — biriga yaqinlashtirguvchi  ulug’
vatanimizning bir bo‘lagiga aylandi. Niyatimiz: Sharq xalglari musigiy merosini
mukammal o‘rganish, zamonaviy media makonda keng targ‘ib qilish orqali o‘sib
kelayotgan yosh avlod galbida muhabbat tuyg‘ularini uyg‘otish, millatlararo
totuvlikni mustahkamlash, o‘zbek musiqiy merosining Sharg madaniyati va
san’atidagi o‘rni va ahamiyatini yanada oshirish, Sharq xalqlari bilan ilmiy-ijodiy
hamkorlikni kuchaytirish, yangi iste’dodlarni kashf qilish, ma’rifiy-ma’naviy
alogalarni, yangi mulogot maydonlarini xalgaro migyosda kengaytirishdir.

Aziz mehmonlar!

Bugungi san’at va nafosat bayramini yuksak saviyada o‘tkazish uchun
fidokorona mehnat gilgan barcha insonlarga, bag‘rikeng va olijanob Samarqand
viloyati va Samargand shahri ahliga anjuman ishtirokchilari, xalgimiz nomidan
samimiy minnatdorlik bildiraman.

Festival doirasida boshlangan “Sharq xalglari musiga madaniyati:
globallashuv jarayonlarida ijodiy uyg‘unlashuv tamoyillari” mavzusidagi xalgaro
ilmiy-amaliy konferensiya ishiga muvaffagiyat tilayman.

Yana bir bor xush kelibsiz O‘zbekistonga!

E’tiboringiz uchun rahmat.

Ozodbek NAZARBEKOV,
O‘zbekiston Respublikasi Madaniyat vaziri.



YBaxkaemble MacTepa HCKYCCTB, JIeITeJIU KYJIbTYPbl U YYACTHUKHU
KOHGpepeHuu!

B pamkax XIII MexayHapoaHoro myssikanbHOTO (ectuBansa «lllapk
TapoHAJTApU» MPOXOIUT MEXAYHApOAHAsT HAYyYHO-TIpAKTUYEeCcKass KOH(epeHIus
«MyY3BIKQJIbHAS KyJIbTYpa HapoA0B BoCTOKa: MPUHIUITBI TBOPYECKON aqalTalluH
B YCJIOBHMSX TIioOanm3anuu». S paj OpUHATH y4acTHE B 3TOM MPECTHKHOU
MEXIyHapOAHON KOH(QEpEHIUY.

Conneunsiii Camapkan-PoarHa y4eHbBIX-MBICITUTENEH, JIFOEH UCKYCCTBA,
rOCy/IapCTBEHHBIX U OOLIECTBEHHBIX AEATENEH, TOpoA, UCTOPUS KOTOPOIo cTaja
nerennon. C VIII Beka mo Ham

el opel CamapkaHza SBISAETCA KYJBTYPHBIM LIEHTPOM BCErO THOPKCKOIO
mupa. He ciydaiiHO cerogHsi NMpOXOJUT MEXAYHapoJHas KoH(pepeHLMs, Ha
KOTOPOM 00CYKIAI0TCs HAyYHbIE HCCIIEOBaHUS, TOCBAILIEHHBIE OCOOCHHOCTSIM U
MCTOPUYECKHUM CBSI35IM MY3BIKaJIbHOU KYJIbTYpPHl HApoAoB Bocroka. B ycnoBusix
r00anu3aluy KaxkJas HalMs CTPEMHTCS COXPAaHUTh CBOIO WJECHTUYHOCTh H
CTPEMUTCS ACCHMWIMPOBATh KYyJIbTYpPbl JPYTHX HApOXOB. Mbl JTOJKHBI
HAay4YUTHCA KUTh B TAPMOHUHU C KyJbTYpOW HApOJa MUpPa Yepe3 HAMOHAJIBHYIO
KYJBTYPY, TPAAULIAH.

My3bIKanbHBIN KOJIOPUT HAPOIOB BOCTOKA, MOTUB, HHTOHALNS, UCTOPUKO-
KYJIbTYPHBIE CBSI3H, COIIMAJIbHBIE YCIOBUSA OOBEIUHSIOT HAIIM LIETH, MbICIH. B
AMOXY TIJI00aNu3aluy HaJIaXXUBAIOTCS aBTOPCKOE TBOPYECTBO, H3YUYCHHE
HApOAHOTO (POJIBKIOpPA B UCTOPUKO-KYJIBTYPHOM KOHTEKCTE, UCIOIHUTEIBCKOE
UCKYCCTBO, Pa3jIMuvs B JMANa30HAX MY3bIKAJIBHBIX MHCTPYMEHTOB, M3yYCHHE
HapOAHBIX OBUIMH M OOILEro KyJbTypHOTO Hacjenus, MX HaydHas OIICHKA.
VYBepeH, 4YTO MO OKOHYAaHMHM Hay4HO-TIPaKTHUYECKON KoHpepeHIMH Oyner
IIPUHATA PE3O0JIIOLHNS, OCHOBAaHHAs HA ATHOKYJIbTYpPE, HAIMOHAIBHON MY3BIKE U
KYyJBTYPHBIX CBS351X HApoJ0oB BocToka.

B  3akmoueHne xouy moOjarogaputh  KOJIJIET,  OPraHu3aTOpOB
MEXYHAPOJHOW  Hay4dHO-TIpaKTUYeCKoW  koH(pepeHmnn  «My3blKaiabHas
KyJbTypa HapoAoB BocCToka: MpUHLHIBI TBOPYECKOM amanTaluy B YCIOBHSIX
rJI00aIN3aL D).

XKenato rocrenpuMMHOMY, WIEAPOMY, TPYAOIOOUBOMY Y30EKCKOMY
Hapoy, TBOPUYECKON MHTEIIUT€HIINH, YIEHbIM TBOPUYECTBA U 30POBB!

VY naun koHpepeHmn!

Tymen6aii KOJIIOLIOB,
PexTop KbIprbI3ckoro rocy1apcTBEHHOTO YHUBEPCUTETA KYJIbTYPhl U UCKYCCTB
uM. b.beitmenanveBoit, kanauaaT GUIOIOTUYECKUX HAYK, Mpodeccop.



SHARQ XALQLARI MUMTOZ MUSIQA 1JODIYOTI VA
QADRIYATLAR INTEGRATSIYASI: TAMADDUNLAR
CHORRAHASIDA

Shermanov Eldor Uralovich,

Yunus Rajabiy nomidagi o zbek milliy
musiqa san’ati instituti rektori v.b,
(PhD), professor.

Annotatsiya: Mazkur maqolada Sharq xalglari mumtoz musiga
ijodiyotining milliy va umuminsoniy qadriyatlar bilan uyg ‘unligi, uning yoshlar
ongi va shuuriga ma’naviy-ma rifiy, badiiy-estetik ta’sirining ilmiy-pedagogik
tamoyillari tadgiq gilinadi.

Kalit so‘zlar: musiga ijodiyoti, Sharg, madaniy an 'ana, ma 'naviy tarbiya,
musiqiy ta’lim, meros, qadriyat.

Tamaddunlar chorrahasida qadim Sharq mumtoz musiqa san’atini o‘tmish
va hozirgi zamon mezonida o‘rganish va ilmiy tahlil qilish ijtimoiy—falsafiy,
badiiy-estetik, mantiqgiy-axlogiy ahamiyatga ega muhim masaladir. Zero,
O‘zbekiston Respublikasi Prezidenti Sh.Mirziyoyev to‘g‘ri ta’kidlaganidek,
“Haqiqiy san’atni, sof va boqiy musiqani faqat Parvardigori olamning marhamati
bilan hazrati Inson yaratadi. Sayyoramizda turli kelishmovchilik va garama-
qarshiliklar, urush va nizolar avj olgan tahlikali zamonda, odamzot tobora o°z
dunyosiga o‘ralib borayotgan bir sharoitda musiga insonga insonligini eslatib,
uning qalbida kelajakka umid va ishonch uyg‘otadi”[2].

Milliy san’at rivojlangan sari u tayanadigan madaniy an’analar ko‘lami
ham kengaya boradi. Ma’lumki, har bir ijtimoiy tuzumda insonning ma’naviy
yuksalishini ta’minlovchi ta’lim-tarbiya, ma’naviyat va ma’rifat kabi
tushunchalar mavjud bo‘lib, ular milliy va umuminsoniy qadriyatlar,
insonparvarlik, bag‘rikenglik g‘oyalari bilan yo‘g‘rilgan. Tomoshabinga estetik
zavq, ma’naviy huzur baxsh etuvchi milliy musiqa san’ati kuy va ohanglar
vositasida xalgning qadim o‘tmishi, milliy qadriyatlari, orzu-armonlari hagida
hikoya giladi. Akademik O.Salimov musiqaning ruhiyatga ta’sirini ona mehriga
qiyoslaydi: “Musiga san’atida har qanday mo‘jizaviy kuch yettita notadan
yaraladi. Ona galbi notalari ham xuddi shunday. Biroq bu notalarning har birida
yetti ming qochirim, yetti ming nola, yetti ming xonish, yetti ming usul bor. Unda
yangragan ohang butun borligni o‘zida ifoda etgan buyuk va mahobatli simfoniya.
Unda dunyoning, sergirra hayotning biz anglagan—anglamagan sinoatlari
mujassam”[10:167].

Taraqqiyot sari intilayotgan har bir millatning madaniy merosi ajdodlardan
avlodlarga o‘tib kelayotgan eng bebaho boylik hisoblanadi. Uchinchi Renessans
poydevorini yaratayotgan yangi O‘zbekistonning, yer yuzining ham sayqali, ham
hayrati muhtasham Samarqandning o°ziga xos tashrif qog‘oziga aylangan “Sharq
taronalari” xalqaro festivali san’atshunoslikning musiqiy arxeologiya,
etnografiya, antropologiya, sotsiologiya, falsafa va mantiq kabi yo‘nalishlarida



yangi ilmiy tadqiqotlar yaratilishga asos vazifasini o‘tamoqda. Zero, “Buyuk
tarixda hech narsa izsiz ketmaydi. U xalglarning qonida, tarixiy Xxotirasida
saglanadi va amaliy ishlarida namoyon bo‘ladi. Shuning uchun ham u qudratlidir.
Tarixiy merosni asrab-avaylash, o‘rganish va avlodlardan-avlodlarga qoldirish
davlatimiz siyosatining eng muhim ustuvor yo‘nalishlaridan biridir’[4:13].

Asrlar osha sayqgallanib kelayotgan musiga san’atida xalgning tiynati,
o‘tmishi, eng qadimgi milliy gadriyatlari, ichki olami, orzu-armonlari aks etadi.
O‘zbekiston Respublikasi Prezidentining 2018 yilda qabul gilingan “O‘zbekiston
Respublikasida milliy madaniyatni yanada rivojlantirish konsepsiyasini
tasdiglash to‘g‘risida”gi qarorida milliy musiqa san’ati sohasida quyidagi ishlar
amalga oshirilishi belgilangan:

avloddan-avlodga o‘tib kelayotgan milliy musiqa merosimizni asrab—
avaylash, yangi sharoitlarda rivojlantirish va ulardan xalgimizni bahramand qilish
uchun keng imkoniyatlar yaratish;

kompozitor, bastakor va sozandalar faoliyatini qo‘llab—quvvatlash,
havaskorlar orasidan iste’dodli ijrochilarni aniqlash maqsadida turli darajadagi
ko‘rik—tanlovlarni o‘tkazish, an’anaviy musiqa janrlarini yangi shart—sharoitlarda
rivojlantirish magsadida “ustoz-shogird” an’anasini yanada rivojlantirish;

milliy va jahon kompozitorlari ijodiyotini imkoniyat intelektual xazinasi
sifatida xalq orasida keng targ‘ib qgilish, zamonaviy ruhda yuksak badiiy asarlar
yaratish, katta musiqiy asarlar, jumladan, opera, simfoniya, konsert va oratoriya
kabi mumtoz janrlarni rivojlantirish;

yosh kompozitorlar, bastakorlar, musigashunoslar va ijrochilarning ijod
bilan samarali shug‘ullanishlari uchun barcha imkoniyat va sharoitlarni
kengaytirish.

Azal - azaldan Markaziy Osiyo, jumladan, O‘zbekiston hududidagi
Afrosiyob, Dalvarzintepa, Tuproqqgal’a kabi gadimiy makonlardan topilgan
qoyatosh tasvirlari, turli ko‘rinishdagi arxeologik namunalar, taginchoqlar,
terrakotlar bu zaminda musiqa san’atining juda qadimiyligidan, ko‘hna ildizlarga
ega ekanligidan guvohlik beradi. Ulug‘ ajdodlardan bizning avlodlarga o‘tib
kelayotgan milliy musiga merosimizni asrab — avaylash borasida keyingi 7 yilda
mamlakatimizda olamshumul ishlar amalga oshirildi.

Insonni ruhan poklanishga, qalban ulg‘ayishga undovchi, iymon-e’tiqodini
butun qiladigan botiniy kuch ma’naviyatdir. Ma’naviyati yuksak odam o‘zini yurt
tagdiriga daxldor deb biladi, shaxsiy manfaatlarini jamiyat manfaatlaridan ustun
qo‘ymaydi. Ma’lumki, barkamol avlod tarbiyasida boshqa ko‘plab omil va
mezonlar qatorida musiqiy tarbiya ham alohida o‘rin tutadi.

“Sharq Arastusi” sifatida shuhrat qozongan alloma, jahon xalqglarining
ulug® mutafakkiri Abu Nasr Muhammad ibn Muhammad ibn Uzlug® Tarxon
Forobiy (873-950) qomusiy ilmlar sohibi edi. Uning falsafaga oid asarlari
qatorida “Musiqa haqgida katta kitob” nomli ko‘p jildli risolasi ham nihoyatda
mashhur. Mazkur asarida mutafakkir musiqani inson tarbiyasi va ruhiyatiga ta’sir
giluvchi vositalardan biri sifatida talgin giladi. Unda musiga nazariyasi va tarixi,
turli musiga asboblari, kuylar va ularning ichki tuzilishi, tovushlar, ritmlar,
ohanglar hagida ma’lumot beradi. Musiqa fanidagi ilmi iyqo, ilmi ta’lif fanlariga



asos solgan, Sharq allomalarining peshqadami bo‘lgan Forobiy “Musiqa haqida
katta kitob” asarida o‘tmishdagi musigashunoslar, tadqiqotchilar, mashhur
sozandalar, ularning musiqga madaniyati taraqqiyotiga qo‘shgan hissalarini
alohida ta’kidlaydi. Kuylarning uyg‘unligi, bir-biriga ta’siri, 1jro etish usullari
haqida so‘z yuritadi. Uning bu asari Sharq musiqashunosligi tarixida nihoyatda
muhim ahamiyat kasb etadi.

Odatda, musiga san’atining asl mohiyatini belgilovchi omillar muayyan
shakllarda o‘z ifodasini topadi. Forobiyning musiqa haqidagi falsafiy ta’limoti
negizida inson va uning agl-idroki singari ko‘plab muhim masalalar mavjud.
Uning “Odamzod o‘z ongi tufayligina inson bo‘la oladi”’[12: 34], degan ta’rifi
olimning shaxs haqidagi qarashlarining ma’naviy, ruhiy tomonlarini ifodalaydi.
Tibbiyot ilmining asoschisi Abu Ali Ibn Sino ustozining fikrini davom ettirib,
“She’riyat ahli va bastakorlar bir-birini yaxshi tushunib yetgandagina haqiqiy
san’at asari yaratiladi”[7:145], deydi.

Shargning ikki buyuk qomusiy olimi inson kamolotga erishishining
mezonlaridan biri sifatida musiqani tilga oladi. Farobiy “Nag‘ma kishi hissi idrok
etishi mumkin bo‘lgan vaqt davomida cho‘zilib turadigan tovushdir”[12: 35],
desa, Ibn Sino uning fikriga tayangan holda, “Nag‘ma ma’lum balandlikda
muayyan vaqtgacha sadolanib turadigan tovushdir. O‘z ovozidagi tovush
ohanglarining o‘zgarishini eng nozik his eta olgan shoir eng yaxshi shoirdir.
Chunki tabiat shoirga tovushni sevishdek baxt in’om etgan.”[7:147], deb yozadi.

Abu Nasr Forobiy Sharqda keng tarqalgan nay, nog‘ora, chang, rubob, kabi
qator musiqa asboblari ta’rifini yozib qoldirdi. Mazkur musiga asboblari bugungi
kunda ham Sharq xalqlari musiga madaniyati va san’atining asosi hisoblanadi.
Zero, bir millat gachonki boshga millatlarda takrorlanmaydigan madaniy merosga
ega bo‘lsa, shundagina o‘ziga xos maqomga ega bo‘ladi. Madaniyati yuksak,
ildizlari baquvvat millat mustahkam birligi va jipsligi bilan yangi-yangi
avlodlarga ibrat bo‘ladi.

Ko‘p yillik kuzatishlar, ilmiy izlanishlar natijasiga ko‘ra, shaxs intellektual
imkoniyatini rivojlantirish bir necha yo‘nalishda amalga oshirilishini ko‘rsatib
o‘tish mumkin. Xususan,

1) viloyatlar kesimida mumtoz musiga ijodiyoti xaritasi va atlasini yaratish;

2) etnomusigashunoslik, musiqiy arxeologiya va musiqgiy shargshunoslik
uyg‘unligida yoshlarni ona Vatanga muhabbat, madaniy an’analarimizga, milliy
va umuminsoniy gadriyatlarga hurmat ruhida tarbiyalash;

3) xalg musiqgasi va kasbiy musiga namunalarining innovatsion media
maydonini kengaytirish;

4) musigiy—madaniy an’analarning davomiyligi va uzviyligi timsolida
o‘zbek madaniy diplomatiyasini rivojlantirish;

5) o°sib kelayotgan yosh avlodni musiga madaniyatiga qiziqtirish orqali
ularda ijodiy faoliyat va magsad sari intilish ko‘nikmalarini kamol toptirish.

Xulosa o‘rnida shuni aytish mumkinki, umumbashariy madaniy merosning
ilk ildizi hisoblanmish Sharq musiga san’atining tarixi, shakllanish bosqichlari
hamda taraqqiyot yo‘llarini o‘rganish, ularni ilmiy va nazariy tahlil qilish davr
talabidir. Zero, o‘tmishini unutmagan, milliy qadriyatlarini asrab-avaylagan
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millatning ma’naviyati baquvvat, e’tiqodi mustahkam, farzandlari komil, istigboli
porloq bo‘ladi.
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HUCTOYHUKHA U3YUEHUSA MY3BIKAJIBHOHN KYJIbTYPBI
TIOPKCKHUX HAPOJOB B BY3AX KYJIbTYPhbI

AxmanueBa Po3a IllaiixaiinapoBHa,

pexmop PI'BOY BO «Kazanckuii 20cy0apcmeenHbvlli UHCIUMY M KYl1bmypbly,
00KmMOop nedazocudeckux HayK, npogeccop, wieH-koppecnoHoenm Axademuu
Hayk Pecnyonuxu Tamapcmar,

3acnysicennviii desmensv nayku Pecnyoiuxku Tamapcman.

OtHomienus wmexnay Poccuelt u  Y30eKkHCTaHOM — XapakTEPU3YIOTCS
JIOBEPUTEIBHBIM JAAIOTOM, HOCSAT TPAJULIMOHHO JPYKECTBEHHBIM XapakTep,
MOCTYIIATEILHO Pa3BUBAIOTCS B Pa3IMUHBIX 001acTsaX. B pamkax apyKecTBEHHBIX
OTHOILIEHUI pa3BUBAETCA COTPYJHHUYECTBO B pasHbIX cdepax: TOProBis,
oOpa3oBaHue, HayKa. AKTUBHO Pa3BUBAETCS COTPYIHMYECTBO JBYX CTpaH U B
00JIaCTH KYJBTYpbI, €CTh IIPOEKTHl HAMPABICHHbIE HA COXPAaHEHUE U PA3BUTHE
HallMOHAJIBHOW KYJIBTYpPbI TEOPCKUX HapoJi0B. TaTapcTaH — 3TO UCTOPUYECKHU H
KyJIbTYpHO OyiM3Kast g OpaTcKoW CTpaHbl IUIOMIAAKA [JIi TOPTrOBO-
DKOHOMHUYECKOI0, HAyYHO-TEXHUYECKOrO0, COLUHAIBHOIO U  KYJIBTYPHO-
TYMaHUTApHOTO COTPYJIHHYECTBA, HE CiaydailHO Mexay IIpaBuTenbcTBOM
Pecny6iiuku Tatapcran u PecriyOnukoit Y30eKkucTaH MoAnMMcanbl COTTAICHUS O
COTPYIHUYECTBE U BBICTPAUBAETCS TECHOE B3AaMMOJECUCTBUAE. MBI COTpyTHUYAEM
¢ OOJIBIIMM KOJMYECTBOM HAIIpaBJIEHUM, HO CaMO€ TJIABHOE TO, YTO Y HAC OJHA
3a7a4ya, OJHA MHUCCUS — B MYJbTHUKYJbTYPHOM MHPE COXPaHUTh Hally
HaIlMOHAJIBHYIO HWJEHTUYHOCTh JlaHHBIE BOMPOCHI MBI OOCYXKJallkd B XOJI€
nuckyccuu «Pacimpenne posiv KeHIIUH B 00IIECTBEHHO-TIOJIUTUUECKOMN KU3HU
Y pa3BUTHE YKOHOMUYECKUX BO3MOKHOCTEN» B paMKax MeKI1yHapOIHOW HEJIeIN
napTHepckux wuHunuatuB «HOBBIN VY30ekucran: pa3BUTHE, WHHOBAIIMM U
MPOCBEIICHUE» OPraHU30BaH MEXKIYHAPOIHBIN JKeHCKuil (popym «OnbiT
VY306ekucrana B MOJJEPKKE KEHIUH» ¢ ydyacThueMm Bure-nmpembepa-MUHHCTPOM
PecniyOonuku V36ekucran 3ynaiixo MaxkamoBoi (1. Tamxkent, Pecmybmuka
V36ekucran), Ha MexayHapomHOM »dKoHoMuYeckoM (opyme «Poccus —
Hcmamckuin mup: KazanForum» B pamkax Kpyrioro crona « Mexpeauruo3Hbii
Juanor yepes KyabTypy» (r. Kazans, Poccus). MHOTo Touek B3aUMOICCTBUS MBI
CMOIJIM HaWTU B XoJe paboTel Ha Poccuiicko-y30ekckoM 00pa3oBaTeIbHOM
dbopyme (r. Camapkann, Pecnybnuka Y30ekucraHn), B KOTOPOM MbI IPUHUMAIN
yuacTtue. UMeHHO cOTpyTHUUYECTBO B cpepe KyIbTYyphl MEXAY HAIIIUMU CTPaHAMH
CIOCOOCTBYET  HaJlaXMBAHUIO KOHCTPYKTUBHOTO  JHAJIOra, IMOHUMAHHIO
KyJIbTYPHBIX Tpaguluii Apyr Jnpyra u (opmupoBanuio 3(h(PEeKTUBHOTO
B3aMMOJICHCTBUS Ha UX OCHOBE.

TBopueckre BY3bl OEPEKHO OTHOCSTCS K COXPAHEHUIO W Pa3BUTHUIO
KyJIbTYpHO-HAIIMOHATTLHONW  CaMOOBITHOCTH,  COXpaHssi  HeMaTepuaabHOe
ATHOKYJIbTYpHOE  goctossHuM  Poccuiickon  ®depepaunn, W HApOJOB,
MPOKHUBAIOIINX Ha TeppuTOpun Poccuu, a TakKe COXPaHSAIT U YKPEIUISIIOT
TPaJIULIMOHHBIE POCCUICKUE JyXOBHO-HPABCTBEHHBIE IECHHOCTH.
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CeronHst 4acTo Hapyllaercs Inepefada 3THOKYJIbTYPHBIX TPAaJWLUANA OT
MOKOJIEHUS K MOKOJICHUIO, TOCTENEHHO UCYE3A€T MHOTOBEKOBOM ONBIT HAPOIHOM
KyJbTypbl. [[03TOMy Ba)KHOE MECTO 3aHUMAIOT HOBbIE MEXAHU3MBI €€ U3YUECHHUS,
BO3POXKIEHUS, Pa3BUTHS U PACIPOCTPAHEHUS. DTO B MEPBYIO OYEPEAb HAYUHO-
UCCIIE0BATENbCKAsA SKCIEAUIMOHHAS JESITEIbHOCTh HAYYHBIX YUPEKICHHI,
3aHMMAIOIIUXCSl HApOJHBIM HaclieIueM, COBpEMEHHas oOpa3oBaTeibHasl cpesa,
sTHOrpaduyecKkue, caMmoJesiTe]IbHble, Y4eOHble U  NpodeccruOoHaIbHBIC
(bONBKIOpHBIE KOJUIEKTHUBBI, KOHLIEPTHAs JCSTENBHOCTh U  (POJIBKIOPHOE
dbecTuBaIbHOE ABUKCHUE.

B nHamem By3e co3ziaerca HOBast MOJIEIb BBIITYCKHHMKA, MbI J€JIa€M AKLIEHT
Ha M3YYCHUM HAIMOHAIBHON KyJbTYpbl, €€ OCMBICIEHUM B COBPEMEHHOM
MyJIbTUMEIUMHOM  MNPOCTPAHCTBE W  Pa3BUTUM  NPEANPHUHUMATEIbCKUX
KOMIIETEHLIIUA I TPOJBHMIKEHUS HAPOAHOW KYJIbTYypbl B cepe Maloro u
cpenHero Ou3Heca.

3ajada By30B — 3TO CO3JaHHME BCEX YCIOBUM JUIsl OATOTOBKH KaJpOB C
IIOMOILBIO OTKPBITUS HOBBIX BO3MOXKHOCTEH ISl Pa3BUTHSI M CaMOPEAIIU3ALMH.
[ToaTOMYy MBI O4YE€HB pajpl COTPYAHUYECTBY C HAIIUMU KOJUIETAMU U3 JIPYTUX
By30B, B TOM 4HcJie 3apyOekHbIX. VHTepeceH OmbIT ydyacTus B POCCHUNCKO-
y30€KCKOM 00pa3zoBaTebHOM (hopyMme, TZieé Mbl HE TOJIBKO MO3HAKOMUJIHMCH C
cucTeMoi oOpa3oBaHus Y30eKnucTaHa, HO CMOTJIM HaJIaUTh KOHTAKTHI U HaYaTh
COTPYIHHMYECTBO, I0O3BOJIAAIONIEE OoJjiee TIIyOOKO H3YyYUTh HAI[MOHAIBHYIO
MY3bIKaJbHYIO KYJIbTYPY TIOPKCKHX HAapOJOB.

B cenTsa6pe 2023 roma mpenonaBarenu KazaHCKOro rocyaapCTBEHHOTO
MHCTUTYTA KYJIbTYPbI MPOILIM HAYYHYIO CTRXKUPOBKY 10 FPAHTY MPABUTEIHCTBA
PecnyOsinku Tatapctan « Anrapbiin B Y30€KCKOM rocyapCTBEHHOM UHCTUTYTE
MCKYCCTB M KYJIBTYpHI 10 HanpasiieHuto «HapoaHas XynoxkecTBeHHAs KyJIbTypay
no teme «TpaguioHHas KyJabTypa TIOPKCKHX HapoJOB: OOIIee U pa3iuyuusy.
CraxupoBKa SIBUJIACh IITyOOKHM MOTPYKEHHUEM B KyJIbTYpy Y30eKucTaHa.

B3aumopeiicTBue y30€KCKOM UM TaTapCKOW MY3BIKAIBHBIX KYJIBTYD
IPOUCXOJMJIO HAa TPOTSHKEHUHM BEKOB, OJIHAKO OHU COXPAaHWINA CBOIO
YHUKaJIBHOCTh BO MHOTHX BUJAaX U yKaHpax. Tatapckas My3bIKaJbHas KyJbTypa
dbopMupoBanack noj BiusgHueM ¢osbkiiopa HapoaoB [loBowkes u [lpuypanbs, a
y30eKcKas KyJlbTypa HMCIbITaja BIMSHUE MY3bIKU cTpaH LleHTpanbHON As3uu
(Upan, Adranucran). B pe3ynbraTte B3aMMOJCHUCTBHUS  TaTapCKOW W
CpellHEea3uaTCKOM  MY3bIKAJIBHOW  KYJIbTYphl  pPa3BUIUCh  cHEUPUUYECKUE
UCIaMCKO-Cy(PHUIICKHE JKaHPbl U CTUJIM UCIOJHEHUS] JYXOBHOM MY3BIKM — 3TO
0auT, MyHaKAT U 3UKD.

B xoxe cTaxupoBKM ObLIT M3Y4YEH OMBIT MpENnoAaBaTesie (OJIbKIOPHOTO
aHcamOsieBoro mneHusi kadeapsl 3THorpaguu u  (oabkiopa. CryneHTsl
IPOAEMOHCTPUPOBAIIM CHEIU(PUKY BOKATILHOTO 3BYKOU3BJICUEHUS C DJIEMEHTaAMU
MecTHOH  Menu3Matukd. OcoOyi0 LEHHOCTh MpPEICTaBsUI0  HU3y4YEHHE
MY3bIKaJbHBIX TPAAULUUN TAKUX TIOPKCKUX HAPOJOB, KaK KapakajlakH, YUTyphl,
Ka3axXu, TYPKMEHbI B CHHKPETUYHOM €/IMHCTBE BCEX KaHPOB (OJIBKIIOPA.

B xonme mactep-kiiacca BBIICHWIOCH, YTO B OTJIMYHE OT COBPEMEHHOM
pPa3TOBOPHON peuM NPEBHUM S3BIK TYXOBHBIX TATaPCKUX TICCHOIICHUA OBLI
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MOHATEH Y30€KCKHM CTYACHTaM, YTO TOBOPHUT 00 OOIIMX S3BIKOBBIX KOPHSIX
HaIlllUX HApOJOB. PUTMHUECKHME M MENOJUYECKUE XAPAKTEPUCTHUKH TaTapCKUX
MECHOIIEHUI ~ HECKOJIbKO OTJINYAKOTCS OT  y30€KCKHX  MEJIOJuM.
NHCTpyMEHTAIBHOE K€ HMCIHOJHUTEIBCTBO HAIIMX HApOJIOB OCHOBBIBAETCS HAa
JPEBHEBOCTOYHBIX TPAJAULMAX U MPEICTABICHO OJHOTUIIHBIMA UHCTPYMEHTAMH:
nymMOpa ¢ OJJHUM M T€M >K€ Ha3BaHHUEM B HAIlIMX s3bIKaX, J0Mpa — y Hac 130,
KyObI3 — y Hac KbUI KyObI3, Hail — y Hac Kypail, 3ypHa — y Hac COpHai, HO MpH
TOM HHCTPYMEHTHI UMEIOT HECKOJBKO Pa3WYHBIA CHOCOO 3BYKOU3BIICUCHUSI.
Hcnonp3yroTcs B IPaKTUKE €IIE TaKUE CTPYHHBIE MY3bIKAJIIBHBIE HHCTPYMEHTHI
Kak nytap, py6al, TaHOyp, yaA, ca3, akTUBHO NPHUMEHSAETCS B COBPEMEHHOM
y30€KCKOM TPaJUIIMOHHOM MHCTPYMEHTAIbHOM HCTIOJHUTEIBCTBE aKKOPICOH.

3HaUMMBIM  OKa3aJioCh 3HAKOMCTBO C Y30CKCKHMM HallMOHAIHHBIM
MHCTUTYTOM MY3bIKaJbHOTO HCcKyccTBa uM. lOcyda Pamxabu, B KoTOpOM
U3y4aloT KJIACCUYECKOE MCKYCCTBO Y30€KCKOIO MakaMa M CKa3UTEIbCTBO
HapoOAHOro droca Oaxiiy, BKJIIOUEHHBIE B CHHCOK HEMATEPHAIbHOTO
kyapTypHOro Hacineaus FOHECKO.

[Tocne 3HaKOMCTBa C JyXOBHOW MY3BIKaJbHOM KyJIbTypod ¥Y30ekucTaHa
CTaJO0 OYEBUIHO, YTO IMOJ BIUSHUEM TIOPKCKUX, UPAHCKUX MYCYJIbMaHCKHUX
HapoJ0oB U HaponoB lleHTpanbHol A3un chHOpMHUPOBAIUCH U MY3bIKAJIBHO-
KYJbTYpHBIE TPAAULIUU TaTap. [[yXOBHBIEC IECHOTICHUS WIIH «UIOXH» OTHOCSITCS K
JUPO-3MUYECKOMY KAHPY TATAPCKON TPATUIIMOHHON MY3bIKAJIbHON KYJIbTYPHI. Y
TaTap 3TH MPOU3BEIAECHUS HOCAT TAKHUE KE HA3BAHUs, KAK Y TEOPKCKUX U HPAHCKUX
MYCYJIbMAHCKHX HApOJOB. JTO KACBIJIbI, MyHAKaThl, 3UKPbI, UIMEIOLINE MPSIMOE
OTHOUIEHUS K cy(uiicKuM oOpsiiaM U paieHusIM. J{aHHbIe TPOU3BEACHUS UMEIOT
KJIACCUYECKHE BOCTOYHBIE PUTMBI M, KaK y TIOPKCKUX W WUPAHCKUX HAapOJOB,
UCIIOJHSJIMCh Yy Tarap MOJX AaKKOMIAHEMEHT TPAJAUIMOHHBIX BOCTOYHBIX
MY3bIKaJIbHBIX WHCTPYMEHTOB: CTPYHHBIX TaHOyp, aymOpa, yaapHoro mdd,
TaTapCKOT0 AYXOBOI'O MHCTPYMEHTA Kypail.

[IpenonaBarenn Ka3zaHCKOro TOCYZapCTBEHHOTO HHCTUTYTAa KYJIbTYpPbI
TECHO B3aUMOJIEHCTBYIOT C KOJUIETaMH M3 Y30EKCKOro TIOoCyJapCTBEHHOI'O
MHCTUTYTa UCKYCCTB M KYJIbTYPbl U WHCTUTYTOM MY3BIKAIIBHOTO HMCKYCCTBa
umenu FOnyca Pajxabu. 310 coBMecTHOE MpoBeieHNnEe KOH(EPEHIINMA, KPYTIIbIX
ctojioB. Tak B3auMMOJEICTBHE B M3yYEHUHM HAIIMX KYJIbTYp OOCYXIajloch Ha
MexayHapoIHON Hay4yHO-TIpaKTUYECKON KoHpepeHunu «MHOrorpaHHbli MUp
TPAAULMOHHOM KyJbTYpbl M HApPOJHOIO XYJIOKECTBEHHOTO TBOPYECTBA», B
KOTOpOM TpUHSIM ydactue Oujnop YpanoBuu I[llepmanoB, mnpopekTop
VY30€KCKOro HalMOHAJIBHOTO HWHCTUTYTa MY3bIKAJIBHOIO HCKYCCTBA HMEHH
Onyca Pamxabu; PazakoB As3uzbex XalHUTOBHY, TIEPBBIM CEKpeTapb
['enepanbHOro KOHCyJNbcTBa PecnyOnuku VY30ekuctan B ropoxae Kazanu;
MycypmaHnoBa Aiiarca MycypMaHoBHa - 3amectutenb aupexkropa HUN «Cembs
U reHaep» npu PecrmyOiMKaHCKOM KOMHUTETE CEMbH M KEHIIMH PecmyOnnku
VY30ekucran, auaep Pecny0iaMkaHCKOTO JBMKEHHSI CEMbH U KEHIIUH «YMHbIE
KEHIIMHBD», JOKTOp MeNaroruueckux Hayk, mpodeccop; AbmyxadbapoBa
Mycamnam JlanacoBHa, kKaHAUAT MEAArorHYECKUX HaykK, mpodeccop kadeaps
T'YMaHWUTApHBIX HAYK U NEJArOTUKU ['0Cy1apCTBEHHOIO MHCTUTYTa UCKYCCTBA U
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KynbTypel ~ Y30ekucrana, HMcmammoBa 3yxpa  KapabaeBHa, mOKTOp
NEeAarornyeckux Hayk, mnpodeccop HaumoHaibHOTO HCCIEA0BATEIBCKOTO
yHuBepcuteta PecnyOnuku VY30ekucrtan; KomeneBa AHToHMHa DEnopoBHa,
KaHIUAAT MeJarorn4eckux HaykK, JIOLEHT Kadeapbl T'yMaHHUTapHbIX HayK H
NeJarorukdn  ['oCylapCTBEHHOTO ~ MHCTUTyTa  MCKYCCTBA M KYJbTYpBI
V30ekucrana; ['ynsamoBa Kamona XanutoBHa, Ha4aJbHUK OT/ENIa BHEAPEHUS
IU3alHEPCKUX Pa3paboTOK Accouualuu «Y3TEKCTUIBIPOM», COBETHHUK IIO
TeHJEPHOMY PAaBEHCTBY U IO Pa3BUTHUIO n3aiiHa, I. TamkeHT, Y30ekucTaH.

B Hos0pe 2022 ronma 010 moAmucaHo corjanieHue mMexay Kazanckum
TrOCYIapCTBEHHBIM  WHCTUTYTOM KynbTypel u  Hykycckum  dunmanom
['ocynapcTBEHHOrO  MHCTUTYTa MCKYCCTBa M KyJbTYphl  Y30€KHCTaHAa.
Cornamenue, UMEET LEeIb YKPEIJIEHUE CBSI3€M M pa3BUTUE B3aUMOJCHCTBUS B
0o0JacTu KyJbTypbl W HCKyccTBa. OHO mpeaycMaTpuBaeT OOMEH ONBITOM U
3HAaHUSMHU, OPTraHU3aIUI0 COBMECTHBIX MPOEKTOB, a TAKXKe OOMEH CTYJE€HTaMH U
IIPENOJABATEISIMA MEXJy HallMMu ydpexacHusmu. Jupektop Hykycckoro
¢unnana ['ocyaapcTBEHHOT0O MHCTUTYTa MCKYCCTBA U KYJIBTYpbl Y30€KHUCTaHA
AsnoB Amanxon TnemoBud B Xoae pabouero BusuTa B ropon Kazanp
NO3HAKOMUWIICA C KyJbTypOM TaTapCcKoOro Hapoaa, ¢ 00pa3oBaTelIbHBIMU
IIPOrpaMMaMU HaIlIEro By3a, YTO MO3BOJIUIIO COCTABUTh COBMECTHYIO JOPOKHYIO
KapTy. biaromaps 3TOMy CTyZIE€HTBI W MNpENoAaBaTead I0Jy4aT HOBBIE
BO3MOKHOCTH U1 HAYYHBIX HMCCJIEOBAHUM HAIIMX KYJIbTYp WU IMOWCKA HOBBIX
MEKIMCIUIUIMHAPHBIX UCCIEAOBAHUN TIOPCKOW KYJIBTYPBI.

Benyrcst coBmecTHble HaydHbIE HCCIEAOBaHWs. Benymue HaydHbIe
corpynHuku MHCTHTYTa fA3BIKa, TUTEPATYphl U UcKyccTBa UM. I'. MOGparnmosa
Akanemun Hayk Pecnyonuku Tatapcran Aszat MapcoBuu AxyHoB U Wnbram
['ycemanoBrnuy I'ymepoB B 2019 romy mpoBenu HccienoBaHUE Ha TEPPUTOPUHA
HECKOJBKUX TOponoB Y30ekuctana (Tamkent, byxapa, Yprenu u XuBa) Ha
OpeaIMeT TIOMCKAa HCTOPUYECKUX apTe(akToB, CBSI3aHHBIX C TaTapcKOM
KynbTypoil. IMu ObutM HalifieHbl HEW3BECTHAs PYKOMHCh TaTapCKOTO IOATa
[Mabapaxum Y113 UMmsau. B deBpane 2019 roma B nereHgapHOM OyxapcKom
meapece «Mup Apad» (XVI B.) mpu nmomnepxke [IpaBurennctBa Tatapctana
ObLIa TOP’KECTBEHHO OTKPbITa MEMOpHAJIbHAsA JOCKA B MaMATh O BBIIAIOIIEMCS
TaTapckoM penuruo3nom paestene [llurabyrnuae MapmxaHu, KOTOPBIN yUUiICs
3necb B XIX Beke. B crapoit yactu Byxapbl A0 cux mop coxpaHsercs Kak
UCTOPUYECKUM NaMITHUK MEYETh M YEIUJIEXaHE TaTapCKOro PEJIMTHO3HOTO
nesrens v nenarora XoJuoku bymnrapu,

B KaszaHCckOoM TOCYZapCTBEHHOM WMHCTUTYTE KyJIbTYpbl B IIPOLECCE
0Oy4eHHMsI MY3bIKAHTOB OOJIBIION MHTEPEC MPOSBIISIETCS K My3bIKE POJACTBEHHBIX
TIOPKCKHUX HapoAOB — Y30€KOB, OallIKUp, SIKYTOB, KPHIMCKUX TaTap, Ka3axos,
KUPTHU30B, TYPKMEH, azepOaiiykaHlleB U MHOTUX Apyrux. OOLIHOCTD S3bIKOBOI
IpYMIIBI BHI3BIBAET JKEIAHUE JIYUIlEe Y3HATh KyJIbTYypy HapOJ0B, UX (HOJIbKIOPHBIE
Ipa3AHUKH, OOpsAbI, My3bIKaJbHbIC JKaHPBL. B yueOHBIX IJIaHAX CTYIACHTOB U
MarucTpOB MY3bIKAJIbHBIX HAIlPaBJICHUM HAIIEro MHCTUTYTAa €CTh TaKHe
JTUCHUIUTMHBL, KaK « My3bIKaJIbHBIN (OJIBKIOP HApOAOB MUpPa», «My3bIKallbHOE
HCKYCCTBO HapoOAOB MHpPa», «POJIBKIOPHBIE TPAIAMLIMHU PA3JIMYHBIX ITHOCOBY,
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«My3bIKa TIOPKCKHX HapoAoB». Cpean HaydHbIX padoT 0 (POHO3AMUCAX MY3BIKH
TIOPKCKUX HApOJOB CIEAYET OTMETUTH LIEHHYIO cTaTthio C.M. YTeranuesoii [8]. O
MY3bIKaJbHBIX JKaHpax y30€KCKOW U TaTapCKOW HAapOJHON MY3BIKH, UX OOIIUX
yepTax U OTINYUAX BeiaeauM padboty ®.d. bateipmmna [1].

VY KaxJ0ro TIOPKCKOTO Hapoja CBOsI YHUKaJIbHAs My3bIKaldbHas KyJlbTypa,
4acTO MMEIOIAsl THICAYETIETHIOW UCTOpui0. OCHOBHOM MpoOJieMON H3yudeHUS
MY3bIKA TIOPKCKHX HapoJIOB B COBPEMEHHOM BY3€ SBISETCS OTCYTCTBHE
YU4eOHUKOB M MYJIbTUMEIUNHBIX MOCOOMi. VcTouHMKaMu A TOATOTOBKH K
JCKIUSAM SIBISIOTCS «My3bIKaabHas SHIUKIONEANS, SJIEKTPOHHBIE OMOIMOTEKHY,
pecypcnl ceti «MIHTepHET», Hay4HbIE CTaTbU U MOHOTpauu Mo My3BIKAIBHOM
KyJbTYpE OTIEIbHBIX CTpaH W HaponoB. CerogHs Ha3peina HEOOXOIUMOCTb
CO3/IaHUsl MEXKIYHApOJHBIX HAYYHBIX COOOIIECTB BY30B KYJIBTYPHl JUIS
MOJITOTOBKU y4EOHBIX MMOCOOMH M KOJUIEKTUBHBIX MOHOTpaduil M0 My3bIKAIbHOM
KYJIbTYp€ HapOJ0B TIOPKCKOTO MHUpA.

Celiyac B y4eOHBIX IporpaMMax Hallero By3a OTMEUYEHbI 3JIEKTPOHHBIE
PEeCYpPCHI AJIs U3YUYEHHUS MY3bIKH TIOPKCKUX HApOJ0B. MBI XOTUM C/I€JIaTh aKIEHT
Ha HECKOJbKUX LIEHHBIX UCTOYHHMKAX, KOTOpPBIE UCIOJIB3YEM B CBOEH paboTe co
CTYA€HTAaMH — 53TO OTKpBITbIE OecIIaTHbIE CalThl, KOTOpBIE COAEpKaT
olM(ppOBAHHBIC AyJIMO3AMUCH MY3bIKH Pa3HBIX KAHPOB MHOTUX HApOJOB MHPA,
C/IeJIaHHbIC Ha BUHUJIOBBIX TUTACTHHKAX B XX BEKe.

Caiit «Mup pycckoit Tpam3sanucm» (https://www.russian-records.com)
COJIEPKUT YHUKAIbHBIC ayIuOMaTepUaibl, Ha JaHHBIX PECypcax pa3MEIICHBI
oLM(ppOBAHHBIE IUIACTUHKH, 3amucaHHble B Quiunane HorumHckoro 3aBoaa
rpaMIuIacTUHOK B TamkenTe. Enie oauH nolse3nslii pecype — 3To caut «Karanor
coBerckux ruactuHok» (https://www.records.su) [4], HA KOTOpPOM MOXHO
YTOYHHUTh UCXOJHBIC JaHHBIE 00 ayJuO3amucsX, HO HENb3sl MOCTyIIaTh MX, TaK
KaK 371eCb COOpaHbl TOJBKO OMUCAHUS TpamM3anuceil.

XoTrenoch Obl TPEMIOKUATH TPOJODKHTH COBMECTHYIO paboTy Mo
U3YYEHUIO TIOPKCKOM MY3BIKaJIbHON KyJNbTYypbl W pa3paboTaTb COBMECTHOE
MYJIBTUMEINIHOE yueOHOE TTOCOOueE.
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Mys3bikansHoe uckycctBo EBpaszuun. Tpaguimu u coBpemenHocts. — 2021, — No
2(3). — C. 19-26. — DOI 10.26176/MAETAM.2021.3.2.003. — EDN XDYNUP.

9.XakumoBa, M. T. K. CoxpaHeHue TpaaulMil My3bIKaJbHbIX KYJIbTYp B
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CTYACHTOB: MPOOJEMBI XYAOXKECTBEHHOIO M MY3BIKAJILHOTO O0Opa3oBaHUS :
Coopuuk HayuHbix ctateil VI Bcepoccuiickoil ¢ MeXIyHapOIHBIM Y4YacTHEM
CTYJICHYECKON Hay4HO-TIpaKkTU4YecKkor KoHpepenuuu, YeOokcaphl, 22 ampeins
2021 roga / OtB. penakropsl E.B. bakmaesa, I'.I'. TentokoBa. Tom Brimyck VI. —
Yebokcappl: UyBalllCKHil TOCY1apCTBEHHBIN MEJarOrHYeCKUi YHUBEPCUTET UM.
N.41. SIxkosnesa, 2021. — C. 94-99. — EDN PXUHXW.,

10. XamumoBa, M. A. ¥V HCTOKOB Yy30€KCKOTO MY3BIKaJILHOTO Tearpa
(ctymuu, yuutens, nepsbie onbiThl: 1920-1930-e¢ rr.) / M. A. Xamunosa //
KynerypHsiit koa. — 2021, — Ne 2. — C. 32-45. — DOI 10.36945/2658-3852-2021-
2-32-45. — EDN BATLIW.

MAQOMTERAPIYA YOHUD MAQOM - QALBLAR SHIFOSI

Munojatxon YO‘LCHIYEVA,
Yunus Rajabiy nomidagi o zbek milliy
musiqa san’ati instituti professori,

O ‘zbekiston Qahramoni.
(O zbekiston)

Annotatsiya: Qadimdan musiga inson ruhiga va qalbiga ta’sir qilishi
ma’lum. Uning bu xususiyatidan yillar davomida amaliyotda keng foydalanib
kelganlar, biroq so‘nggi vaqtlarda musiqaning ta’sir kuchidan foydalanish
kamyob bo‘lib goldi. Ushbu maqolada musiqa, xususan magom ohanglaridan
inson ruhiyati va salomatligini tiklashda foydalanganliklari hagida tarixiy
ma’lumotlar keltirilgan.

Kalit so‘zlar: musigiy ohanglar, magomlar, ruhiyat, salomatlik,
magomterapiya, musiqaterapiya.

Sharq xalqglarining betakror musiqa san’ati sanalgan maqomlarning analogi
hech bir xalglar musigasida topilmaydi. Magomlar ijrochidan profesionallikni,
eshituvchidan esa tayyorlik holatini talab etadi. Har bir magom asari alohida bir
holat bo‘lib, 1jrochi va tinglovchining vazifasi ana shu holatga, maqomga yetib
borishdir. Ana shundagina ular galban oliy saodatga yaginlashadilar.
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Musiqaning insonga ta’siri haqida juda qadimdan qizigib kelingan, olimu
donishmandlar bu borada izlanishlar olib borganlar. Arastu, Aflotun, Pifagorning
risolalarida, gadimgi Xindiston, Xitoy qo‘lyozmalarida, Italiya va Germaniyada
aniglangan eski topilmalarda bu hagda bir gancha ma’lumotlar keltirilgan [1:256].
Masalan, Aflotun musiga ladlari nafagat insonning ruhiyatiga, balki uning xatti
harakatlariga ham ta’sir qilishini aytib o‘tgan. Yana bir qadimgi yunon olimi
Arastu esa kuy ohanglari orqali insonning emotsional holatiga ta’sir qilish
mumKinligini keltirib o‘tgan. Pifagor evritmiya tushunchasini keltirib o‘tgan.
Pifagorning evritmiya nazariyasiga ko ‘ra insonning barcha harakatlari ma’lum bir
ritm bilan to‘yingan bo‘ladi, shuning uchun unga noto‘g‘ri tanlangan ritmlar
ziyon yetkazishi mumkin. Bunda inson turli giyinchiliklarni boshidan kechiradi,
atrofdagilar bilan mulogotda, ish jarayonida giynaladi. Qachonki, insonga fagat
ungagina xos va mos bo‘lgan ritm tanlansa har tomonlama, sog‘lom rivojlanish
kuzatiladi [2:26].

Shargda ham inson va unga musiqaning ta’siri borasida ko‘plab izlanishlar
olib borilgan. Sharq mutafakkirlari musiqaga katta e’tibor qaratilganlar, chunki
musiga san’atning boshqga turlaridan alohida ajralib turadi. Sharq olimlari
musiqaning insonga sirli ta’sir qilib, qalbida yangi tuyg‘ularni hosil qilishini
e’tirof etganlar. Sharq mutafakkirlari insonni tarbiyalash jarayonida musiqaning
o‘rinini alohida ta’kidlaganlar. Chunki u galb va aqlni tarbiyalash xususiyatiga
ega. Aynigsa Farobiyning ijodida ushbu mavzu alohida o‘rin tutgan. U bolalarni
tarbiyalash jarayonini musiga bilan hamrohlikda olib borish kerakligini aytadi.
Farobiyning fikricha, musiga bolalarda ijobiy ruhiy hislarni chagiradi, galbi
poklanishiga sabab bo‘ladi va bu holatni u “katarsis” deb nomlaydi. Shu bilan
birga musiga bolalar ruhiyatini davolash xususiyatiga ega bo‘lgan ajoyib bir
vosita ekanini aytib o‘tgan.

Inb Sino Farobiyning ishlarini davom ettirgan holda insonning galb holati
u tinglayotgan yoki ijro etayotgan musiqa bilan bevosita bog‘ligligini ta’kidlaydi.
Kuy ohanglari tartibsiz bo‘lsa insonni tushkunlikka tushirishi, yoki
yuksakliklarga olib chigishi mumkin. Kuylash esa salomatlikni tiklash uchun eng
foydali mashg‘ulot ekanini Ibn Sino alohida ta’kidlagan.

Qadimiy manbalardan bilamizki, Ibn Sino o‘zi ham bir nechta musiqiy
cholg‘ularda musiqalar ijro etgan va xattoki musiqiy cholg‘u ham yaratgan. Uning
ilmiy asarlarida bir qancha bo‘limlari alohida musiqaga bag‘ishlangan. Masalan
“Kitob ash-shifo” risolasining bir qismi «Javome’ ilm ul-musiqiy» («Musiqa
ilmiga oid tuplam») deb nomlangan. U yerda ulug® alloma Abu Ali ibn Sino
musiqa kayfiyatini o‘zgartiradigan o‘ziga xos shifobaxsh vositagina bo‘lib
qolmasdan, balki insonning fe’l - atvorini, dunyoqarashi va gizigishlarini ham
jjobiy tomonga o‘zgartirishi mumkin, deb hisoblagan. “Tib qonunlari’da
yozilishicha, “Bolaning mijozini kuchaytirmoq uchun unga ikki narsani
qo‘llamoq kerak. Biri, bolani asta — sekin tebratish, ikkinchisi uni uxlatish uchun
aytish odat bo‘lib qolgan musiqa va allalashdir. Shu ikkisini gabul gilish
miqdoriga garab, bolaning tanasi bilan badantarbiyaga va ruhi bilan musigaga
bo‘lgan iste’dodi hosil qilinadi” [3:43]. Shuningdek, musiqa insonning sog‘lom
yashashi, ma’naviy jihatdan barkamol bo‘lishi uchun ham nihoyatda foydalidir.

18



U ham ruhni, ham jismni tarbiyalaydi. Musiga bemorlikdan tuzalishning, ohir
mehnatdan keyin dam olishning, ichki iztiroblar, turmush giyinchiliklarini gisman
bo‘lsada unutishning, hayotni sevib yashashning eng go‘zal vositasidir.

Sharg mutafakkirlari musiqga ohanglari inson xarakteriga ham ta’sir qilish
xususiyatiga ega bo‘lgani uchun, bolalarni tarbiyalashda musiqalarni
ehtiyotkorlik bilan tanlash muhim ekanini aytib o‘tganlar. Ushshoq, Navo
magomlari insonlarda jasurlik, mardlik kabi xislatlarni, Irog orzu gilishni, Buzruk
esa tushkunlikni hosil gilishini yillar davomida kuzatib aniglaganlar.

Sharqg xalglari orasida magomlardan davolash maqgsadida ham
foydalanganlari haqida gadimiy qo‘lyozmalarda yozib qoldirilgan. Masalan,
gadimda Damashq, Qoir, Bursa kabi shaharlarda tabiblar ba’zi ruhiy bemorlarni
davolashda magom ohanglaridan foydalanganlar. 1154-yilda Damashqgda
Nureddin Zangi tomonidan qurilgan kasalxonada ko‘plab bemorlar musiqa
yordamida davolangani qo‘lyozma manbalarda yozib qoldirilgan. Bu amaliyot bir
necha yuz yillab davom etgan bo‘lib, shu kasalxonada faoliyat yuritgan
mutaxassislardan biri Avliyo Chalabiy tomonidan yozilgan nota matnlari ham
saglanib golgan.

1693-yilda vafot etgan shoir va shifokor Shuuri Nasax Afandi o‘zining
ilmiy ishlarida magom ladlarining insonga ta’sirini va turli kasalliklarda qanday
foydalanishni batafsil tushuntirib bergan. Uning ilmiy ishida xatttoki magomlar
turli xalqglarga ganday ta’sir qilishi haqida ham tushuntirishlar keltirilgan.
Shuurining fikriga ko‘ra, ilmli, donishmand insonlarga Rost magomi,
darveshlarga Xijoz maqomi, sufiylarga Roxaviy maqomi ijobiy ta’sir qiladi.
Shuuri xamkasbi Xoshim bey Majmuasi bilan birgalikda shunday xulosani
keltirganlar: Navo, Busalig, Maxur, Nixovand va Ushshog kabi magomlar
aynigsa Afrika va Yevropa xalqglarining kayfiyatini ko‘tarish, hayotiy quvvat
berish xususiyatiga ega. Shuuri Nasax Afandi musigani tushunmaydigan shifokor
bemorni to‘liq davolay olmaydi, deb ishonch bildirgan.

Usmoniylardan Sulton Sulaymon xukmronligi davrida saroyda yashagan
shifokor Muso ibn Xamun maqomterapiyani tish og‘rig‘ini qoldirishda va kichik
bolalar kasalliklarini davolashda qo‘llagan. U vaqtlarda mansabdor, badavlat
insonlarning farzandlari maqom sadolari ostida uxlatilgan, chunki ular
magomlarning go‘zal ohanglarini beshikdayoq qabul gilgan bola kelajakda komil
inson bo‘lib yetishadi, deb ishonganlar. Usmonlilar davrida qo‘llanilgan
maqomterapiyaning yuqori samaradorligini ta’kidlovchi ma’lumotlar ba’zi bir
Yevropa manbalarida ham uchraydi. Fransuz baroni Taverne 1675-yilda kitob
chigardi va unda Topkapi saroyida qo‘llanilgan musiqaterapiyasi usullari
hagidagi hayratlarini qayd etgan [4].

Bugungi kunda Turkiyaning Edirne shahrida joylashgan ‘“Boyazid
kulliye”sida tibbiyot muzeyi tashkil gilingan bo‘lib, u yerda ikkita xona aynan
musiqa bilan davolash tarixiga bag‘ishlangan. U yerda Usmoniylar davrida
shifokorlarning asosan ruhiy va boshga bir gancha kasalliklarni davolashda
magom ohanglaridan foydalanganliklari, bu ishga tabiblar bilan bir gatorda
shaharning eng yaxshi sozandalari taklif qilinganligi haqida ma’lumotlar taqdim
etilgan [5].



O‘zbekiston hududida ham gadimda maqom yordamida davolash amaliyoti
keng qo‘llanilgan. Al Xorazmiydan “Tibbiyotdan davolashning uch turi bor.
Xorazmda shulardan gaysi biridan ko‘proq foydalanadilar?”, deb so‘raganida u
“To‘rtinchisi” deb javob bergan ekan. So‘ng davom ettirib shu baytni o‘qibdi:

Biri so‘z, doru biri, keskir pichoqdur, bittasi,

Dag‘1 Xorazm mulkida mashhur erur, sozning sasi.

YUNESKO qoshidagi xalqaro axborot akademiyasi akademigi Xudoyor
Ollayorov Moskva Davlat Universitetida «O‘rta Osiyo xalq tabobati tarixi»
mavzusida doktorlik dissertatsiyasini yoglagan. Bu dissertatsiyaning katta gismi
musiqaterapiyaga bag‘ishlangan edi. Ushbu dissertatsiyada keltirilgan
ma’lumotlarga ko‘ra Xorazmda maqom ohanglari yordamida davolash keng
yo‘lga qo‘yilgan bo‘lib, xattoki musiqa yordamida bemorga tashxis ham
qo‘yilgan. Ushbu dissertatsiyada keltirilgan ma’lumotga ko‘ra, qadimda
Xorazmda me’da va ichak kasalliklari Ufar ohanglari yordamida, ruhiy kasalliklar
Mashrab g‘azali bilan aytilgan maqom asarlari yordamida, turli qon ketishlar Ali
Qambar kuyi yordamida davolangan ekan.

Yuqorida keltirilgan ma’lumotlar asosida xulosa qilib shuni aytish
mumkinki, magomlarimiz ruhimiz, qalbimiz shifosidir. Necha yuz vyillar
davomida o‘zining davolovchi xususiyatini yo‘qotmay kelayotgan bu
ohanglarimizni asrab avaylashimiz, bu borada ilmiy tadgigotlar olib borishimiz
muhim. Aynigsa, bugungi turli ma’naviy tahdidlar urchib borayotgan zamonda
maqgomlarimizdan “qalqon” sifatida foydalanishimiz mumkin. Magomlarni
farzandlarimizga bolalikdan singdirish yo‘lini topsak, ular kelajakda ruhan va
ma’nan sog‘lom inson bo‘lib voyaga yetadilar, turli tahdidlarga qarshi tura
oladigan, Vataniga sodiq, mard va jasur bo‘lib yetishadilar. Buni sinab ko‘rishga
ham xojat yo‘q, chunki bu tarixdan ham, ilmiy jihatdan ham asosga ega. Har
qanday kasallikni davolagandan ko‘ra, oldini olish osonroq va samaraliroq,
deyiladi. Shunday ekan, biz yoshlarimiz o‘rtasida maqomlar targ‘ibotini yanada
kuchaytirishimiz, magomlarimizni yanada sevdirishimiz muhimdir.
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HAIOMOHAJIBHASA BUBJINOTEKA BEJIAPYCHU KAK HEHTP
NHOPOPMAIIMOHHBIX U MEXKYJIBTYPHBIX KOMMYHUKAIIUU

Anekcanap BagumoBuu ba0yk,
3amecmumens cenepanbHo20 OUpeKmopa — OUpeKmop no Hayke u
UHGDOPMAYUOHHBIM MEXHOTI02UAM, KAHOUOAM (PUNOSI02ULECKUX HAYK.

(benapyc)
HannonansHas Oubimmorexka benapycu (HBB) — r1iaBHas KHMbKHas
COKPOBHIITHHIIA Harei CTpaHbI, YCIIEIIHO (YHKIMOHUPYIOLTHIA

pecnyONnuKaHCKUA MHGOPMAIIMOHHBIN, HAYYHBIM M COLIMOKYJIBTYPHBIN LIEHTP,
BU3UTHas kapTouka benapycu. Hbb o61agaer 6orateim ¢pongom — 10, 4 MiTH 2K3.
pa3MYHbIX BUJIOB M3JAHUI, B TOM YHCII€ Y HAac XpaHUTcs cBbie 1 800 BUI0OB
JIOKYMEHTOB Ha Y30€KCKOM si3bike. [loMHUMO HakoOIJIeHUsI TPaTUIIMOHHBIX
UCTOYHUKOB MH(popMaunu, HBb pa3BuBaeT nesaTenbHOCTh MO UCHOJIB30BAHUIO
AIIEKTPOHHBIX PECYpPCOB, KOTOPhIE Kak MPUOOpETaeT, TaK U CO3JaeT B CBOMUX
creHax. Dopmupyercs aekTpoHHas Oubamoreka HBB, cocrosmas wu3 19
TEMaTUYECKUX KOJUICKIUNA. B KOHTEKCTe HBbIHEIIHEeW KOH(MEpPEHIIMU CTOUT
OTMETUTh, YTO JOKYMEHTOB, TMOCBSIIEHHBIX MY3bIKE W MY3BbIKaJIbHOU
nestenbHoctd, B HbBB HacumthiBaerca Oosee 190 ThIC. 3K3. DOTO
ayAMOBHU3YaJIbHbIE JOKYMEHTHI, HOTbI, PYKOIIMCH MY3bIKAJIbHBIX U JINTEPATYPHBIX
MIPOU3BEECHUH, CBSI3aHHBIX C MY3BIKOM, B T.4. HA Y30€KCKOM sI3bIKe — opsika 125
DK3. JOKYMEHTOB.

Ha cerogusamnnii nenb Hbb umeer 60 meilcTBYOMIMX IBYCTOPOHHUX
COTJIAICHWM O COTPYAHUYECTBE C 3apyOeKHbIMH OuOIMOTEKaMH U
YUpEKICHUSIMUA KynbTypel, ¢ 2017 r. pgeiictByer Taxxe CornameHue o
coTpyaanyectBe ¢ HarmumonanpHol OuOmuoTekoi Y30ekucraHa uM. AlMiiepa
HaBou. Ha nporsbkeHuM  mociegHUX  JIET  HAlle  COTPYAHUYECTBO
AKTUBU3MPOBAJIOCH: TMPOXOAWIM AKIMM TI0 TMEpeladye U3JAaHuN JesTenen
0eopycCKON U y30€KCKON KyJIbTYpbl, HAIllM COTPYAHUKH MPUHSUIM y4acTHE B
psiZic KpYIMHBIX HAYYHBIX U KYJBTYPHBIX MEPOTPUSTHMA, TaKuX Kak «bubnroreka
Kak (eHOMEH KyIbTypbl» B T. MwuHCK, DOopymMe TBOpPUYECKON H HAyIHOU
MHTEUIMreHuuu rocynapcts-yyacTHukoB CHI' B r. TamkeHnt, MexayHapoHOi
koH(pepentuu  Oubmmorekapeit CHIT  «bubnmoreunoe  conpykecTBO:
MapTHEPCTBO W MHHOBaIuu» B T. Camapkana, MexayHapoHol KoH(pepeHIINH
«Central Asia».



EXAMINATION OF THE TURK MUZIGI (TURKISH MUSIC)
JOURNAL, A FOLKLORIC BRIDGE FOR TURKISH-SPEAKING
STATES

Dr. Hasan Said Tortop,

Director of Geng Bilge Publishing, Isparta.
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Abstract: Tiirk Miizigi (TM) journal, as a scientific and academic journal,
began its publication life in 2021. It appears to serve as a platform that enhances
the visibility of the works of Turkish music researchers. This study aims to
examine the Tiirk Miizigi journal from a technical perspective based on certain
criteria. The document analysis method, one of the qualitative research methods,
was used in the research. The results of the research indicate that the journal's
purpose and scope statements are clearly written. It is observed that the aim of
TM is stated as "to be a common academic platform for music research in
Turkish-speaking states.” The journal includes sections on ethical principles and
publication policies, as well as peer review policies. The journal is published four
times a year and the publication language is specified as Turkish only. TM has
published 9 issues and 66 articles so far. Of the published articles, 22 were
prepared by authors from Azerbaijan and 44 by authors from Turkey. In this
regard, it is seen that TM has not yet published articles from other Turkish-
speaking states. It is also observed that the editorial board members are only from
Azerbaijan and Turkey. When analyzing the keywords of the articles published in
TM, it is found that out of 272 keywords, Music (10), Turkish Music (4), Genre
(3), Azerbaijan (3), and Folk Song (3) are repeated. Twenty-five keywords are
repeated twice, and the other keywords are repeated once. TM organizes training
to improve article writing skills under the formation of TM Academy on its
website. Additionally, it provides support services to young scientists in the field
of music. TM plans to publish a special issue on Turkish Music Philosophy. In
this study, the technical examination of the TM journal was conducted. It is
recommended that future research includes quality evaluation based on certain
criteria.

Key words: Turkish Music journal, Turkish-speaking states, music folklore,
academic publishing.

Introduction

Turkiye provides higher education in music through various institutions
such as conservatories, faculties that train music educators, and research institutes.
These institutions play a crucial role in enriching the nation's musical culture and
cultivating professional musicians. Conservatories in Turkiye are among the most
established institutions. These conservatories are dedicated to training artists who
specialize in both Western and Turkish music. Initially founded in Istanbul and
Ankara, these conservatories offer advanced education encompassing both
theoretical knowledge and performance at a high level. Currently, there are
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approximately forty conservatories across the country (Colakoglu, 2010). In
addition, the music education departments within faculties of education serve as
institutions responsible for training future music teachers, ensuring their
development through pedagogical formation (Yildirim, 2018). Institutes of Fine
Arts and Social Sciences are also instrumental in the education of academics and
researchers in the field of music, offering master's and doctoral programs. For
example, Istanbul Technical University is a notable institution in the realm of
Turkish music studies (Aksoy, 2015). The role of these institutes in cultivating
researchers within the music discipline is particularly significant.

In recent years, academic interest in music research in Turkiye has grown
considerably. This increase is reflected in the rising number of academic journals
dedicated to the field of music. Academic journals serve not only as vehicles for
the production and dissemination of scientific knowledge but also as essential
tools for enhancing the visibility and recognition of this knowledge within both
national and international academic communities (Tortop & Demirel, 2023). The
status of academic journals in the field of music in Turkiye requires both
quantitative and qualitative evaluation. This examination aims to provide an
overview of the current state of these academic journals in Turkiye and to identify
the challenges they encounter.

The Status of Academic Journals in the Field of Music in Turkiye

Recently, there has been a noticeable increase in the number of academic
journals published in the field of music in Turkiye. This growth parallels the rise
in the number of research institutes offering graduate-level education. The
increase in the number of master's and doctoral students, along with their need to
publish their research, has driven the demand for more academic journals in this
field. Additionally, initiatives like the Dergipark project, developed by the
Scientific and Technological Research Council of Turkiye (TUBITAK), have
supported academic publishing in Turkiye (Dergipark, 2023). Dergipark has
facilitated the broader dissemination of Turkiye's academic journals and helped
them conform to international standards. However, a significant portion of these
journals is still inadequately represented in international indexes. This lack of
representation diminishes their visibility in the global academic community and,
consequently, reduces the impact factor of the published research.

In their study, Demirel and Tortop (2023) focused on examining the quality
of academic journals in the field of music in Turkiye. The journals they analyzed
include Rast Musicology Journal, Turkish Music Journal, Musicologist, Online
Journal of Music Sciences, Ethnomusicology Journal, and AKU Journal of
Academic Music Research, totaling six journals. This number is quite insufficient.
Furthermore, when these journals were examined qualitatively, it was found that
academic music journals in Turkiye face significant challenges, not only in
quantity but also in quality. Tortop and Demirel (2023) noted that many academic
journals in the field of music have deficiencies in their "aim and scope”
statements, which prevents them from clearly defining their identity. For instance,
some journals have publication policies that do not align with their titles; a notable



example is the Balkan Music and Arts Journal, which fails to publish enough
articles related to Balkan music.

Another critical issue with academic journals in the field of music is their
low representation in international indexes. Among the music journals in Turkiye,
only two are indexed in globally recognized databases such as Scopus and Web
of Science (Tortop & Demirel, 2023). This situation negatively impacts the
international competitiveness of academic publishing in Turkiye. Being indexed
in these databases not only enhances the academic prestige of the journals but also
ensures that the published articles are read by a broader academic audience and
receive more citations.

Moreover, many academic journals in Turkiye encounter difficulties in
defining and implementing their publication policies. Yildizeli (2011) points out
that the editors of academic journals in Turkiye face challenges in accurately
defining the goals and objectives of their journals, which adversely affects the
quality of the journals. Additionally, the volunteer-based editorial system makes
it difficult to manage the journals professionally and hinders their long-term
development.

As a result of their study, Demirel and Tortop (2023) recommended that
music journals in Turkiye review their aims and scope sections, improve their
publication policies, and increase their rates of international indexing to enhance
their quality.

The Quality of Music Articles in Turkiye

Another significant issue is the quality of the articles published in these
journals. Improving the quality of articles will indirectly enhance the overall
quality of music journals. In this context, Tortop (2023) presented important
findings regarding the quality of music article writing in an article that
academically evaluates music research in Turkiye. The study identified seventeen
different quality criteria that should be considered when writing music articles,
and articles published in Tiirk Miizigi and the Journal for the Interdisciplinary Art
and Education (JIAE) were examined based on these criteria (Tortop, 2023).

It was found that basic elements such as organization, clarity, and precision
were generally not given sufficient importance in the writing of the abstract
section in music articles. In the majority of the articles reviewed in the two
journals, the abstract was found to be weak in reflecting the overall content of the
article and in capturing the reader's interest. Additionally, the introduction section
was not structured adequately or compellingly, and there was a lack of a well-
defined theoretical foundation. The insufficient development of a theoretical
framework in music research is identified as a factor that could negatively impact
the scientific validity and reliability of the research (Tortop, 2023).

The literature review was also criticized for its lack of coverage of
international research. It was observed that most of the reviewed articles
addressed the literature only at a national level and did not provide a sufficiently
broad perspective in an international context. This limitation hinders the
contribution of the research to universal scientific knowledge and leads to fewer
citations in the international arena (Popper, 2015; Tortop, 2023).
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Furthermore, deficiencies were observed in the selection of research
methods and data analysis. It was particularly noted that advanced statistical
analyses were not sufficiently employed in quantitative research and that the
methods were not explained in detail. These shortcomings are considered
significant factors that diminish the scientific value of the research. Additionally,
the absence of discussions on the limitations of the research and the insufficient
depth of the findings and conclusions were also highlighted as areas of concern
(Kuhn, 2015; Tortop, 2023).

In conclusion, it is emphasized that certain standards need to be developed
to improve the quality of article writing in the field of music research in Turkiye.
In this regard, the importance of establishing a theoretical framework, addressing
literature on an international level, selecting appropriate methods, and providing
detailed explanations are highlighted. Enhancing academic quality in music
research will lead to the publication of more impactful articles that receive higher
citations both nationally and internationally (Tortop, 2023).

Institutionalization of Turkish Music Research

The institutionalization of Turkish music research continues both at the
conservatory level, as seen in examples like Istanbul Technical University and
Ege University, and through institutes now present in many universities (Cakir,
2019; Ozkan, 2017). However, it is also a fact that the academic quality of
institutes varies across different regions in Tiirkiye, depending on the levels of
socio-economic development. Currently, six academic journals are serving this
field in terms of academic publishing. For the development of qualified personnel
such as musicians, music educators, and music researchers, the growth of these
institutions is essential. When examining the institutional status of journals related
to academic publishing, it is noted that among the six journals studied by Tortop
and Demirel (2023), one is privately owned, while the others are associated with
associations or state universities.

Research Problem

In this study, the Turkish Music journal, one of the academic journals in the
field of music, has been selected for examination due to its unique and specific
aims and objectives. The role of this journal as a bridge in music folklore between
Turkish-speaking countries is particularly significant. The main research problem
of this study is:

e\What is the quantitative and qualitative status of the sections that should
be present in the Turkish Music journal as an academic journal?

Method

In this study, the document analysis method, one of the qualitative research
methods, was used. The object of analysis and the document of the study consist
of all the information reflected on the website of the Turkish Music journal. In this
context, the sections on the website of the relevant academic journal and the
academic articles it has published were selected as the documents of this research.

Findings

This section presents an examination of the qualitative and quantitative
characteristics of the Turkish Music journal.
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Technical Features of the Turkish Music Journal

The website of the Turkish Music journal (OJS) includes the following
pages: About, Ethical Principles and Publication Policy, Peer Review Policy,
Support for Young Scientists, TM Authors, Special Issue: Philosophy of Turkish
Music, Open Access Policy, Article Retraction and Withdrawal Policy,
Complaints and Appeals Policy, Fee Policy, Archiving Policy, Masthead, TM
Academy, Submissions, Contact, and Indexing.

The journal is published four times a year, with the publication language
specified as Turkish only. The scope of TM includes Turkish Music Theories,
Philosophy of Turkish Music, History of Turkish Music, Practices of Turkish
Music, Turkish Musical Instruments, Interdisciplinary Research on Turkish
Music, Turkish Popular Music, Turkish Classical Music, Turkish Folk Music,
Turkish Sufi Music, Music of Turkish-speaking Countries (such as Azerbaijan,
Kazakhstan, Uzbekistan, Turkmenistan), Turkish Music Education-Pedagogy,
Turkish Instrumental Education, and Turkish Instrument Design.

Authors are required to download the article template and format their
articles accordingly before submission. The Copyright Transfer Form and
Plagiarism Report are requested during the submission of articles. It is observed
that a “Masthead” page has been created regarding the technical features of TM.

Aims and Objectives of the Turkish Music Journal

Regarding this, it is stated that “The Turkish Music (TM) journal is a
scientific, academic, and international journal where interdisciplinary research on
Turkish music is conducted. It aims to be the primary source and platform for in-
depth analysis of Turkish music. Turkish music, with its rich heritage that has left
its mark across many lands throughout history, continues to be a subject of interest
for researchers worldwide”.

As noted, the objectives of the Turkish Music journal emphasize its role as
a platform at the core of Turkish music research. Particularly, the focus on
publishing in the Turkish language and accepting articles from all Turkish-
speaking countries indicates that Turkish Music aims to serve as a bridge.

Examination of Articles Published in the Turkish Music Journal

It is observed that the Turkish Music journal has published nine issues and
66 articles so far. The methodological consistency of the articles published in the
Turkish Music journal is ensured by the article template provided
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Figure 1. Article template and its content as featured in the Turkish Music

journal

It should be noted that, unlike other art and music journals, the Turkish Music
journal requires articles to be written in the format of research articles. In this
regard, all headings and subheadings found in a scientific research study are
included in the article template.

The Turkish Music journal expects its authors to submit articles that meet
certain quality and standards. This is framed in an article published in the
December 2023 issue of the Turkish Music journal, which outlines the quality
criteria expected in the articles published in the journal. According to this, the
following criteria are expected to be included in the published articles:

Table 1. Required features and criteria for music articles (Tortop, 2023)

Criteria | Features and Criteria Contribution to the
article
Criteria 1 | Organization, clarity, and precision in | Organization
abstract writing
Criteria2 | Correct structuring of the introduction | Organization, fluency,
section attention-grabbing
Criteria3 | Presence of a theoretical foundation in | Fundamental
the research construction,
reliability
Criteria 4 | Presentation of literature related to the | Comprehensiveness,
research on a global scale relevance
Criteria5 | Inclusion of economic value and | Value
originality in the importance section
Criteria 6 | Writing of the aim or problem Organization,
reliability
Criteria 7 | Correct selection of the research method | Value, validity
Criteria 8 | Explanation of the selection of the | Validity
sample or documents
Criteria 9 | Explanation of the selection and reasons | Reliability
for data collection tools/documents
Criteria | Selection and detailed explanation of | Reliability
10 data analysis
Criteria | Use of advanced statistics and analysis | Value
11 in the research
Criteria | Presentation of findings in alignment | Organization
12 with the research aim/problem
Criteria | Sufficient and enriched discussion Comprehensiveness
13
Criteria | Adequate summarization in the | Integration,
14 conclusion organization
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Criteria | Recommendations made for | Comprehensiveness,

15 practitioners/researchers usefulness
Criteria | Description of the limitations of the | Comprehensiveness,
16 research validity

Criterial? | Inclusion of an acknowledgment section | Detail
Criterial8 | Writing of the references according to | Organization
rules and with meticulous attention

Considering these criteria, it is believed that the quality of the Turkish Music
journal will improve as the quality of the articles written according to these
standards increases.

TM has published nine issues and 66 articles so far. Of the published articles,
22 were prepared by authors from Azerbaijan and 44 by authors from Turkiye.
This indicates that TM has yet to publish articles from other Turkish-speaking
states. It is also noted that the editorial board members are exclusively from
Azerbaijan and Turkiye.

When analyzing the keywords of the articles published in TM, out of 272
keywords, the most frequently repeated ones are: Music (10), Turkish Music (4),
Genre (3), Azerbaijan (3), Turkish Folk Song (3). Twenty-five keywords were
repeated twice, while the remaining keywords were mentioned only once. It is
observed that almost all of the articles published in TM are research articles, with
only two being book reviews.

Regarding its indexing status, TM is indexed in databases such as EBSCO,
Index Copernicus, and ISAM. It is noted that the Turkish Music journal actively
maintains its indexing status, which is emphasized as crucial for enhancing the
journal's quality.

Upon reviewing the Turkish Music journal's website, it is observed that it offers
two services: the Turkish Music Researchers Academy (Web 1) and Support for
Young Scientists. These two services aim to improve the article-writing skills of
music researchers.

Conclusion

In addition to institutional structures such as conservatories and institutes,
academic journals also play a role in advancing Turkish music research in
Turkiye. In this study, one of these academic journals, the Turkish Music journal,
was examined qualitatively and quantitatively. The research found that TM uses
a journal management system and has a technical infrastructure that allows for
article submissions through this system. The journal's publication language is
exclusively Turkish, and it supports the publication of music research from
Turkish-speaking states. The fields in which the journal accepts articles and its
objectives are clearly stated. TM shows the details required for quality standards
in article submissions through its article template. To date, the Turkish Music
journal has published 66 articles, with Azerbaijan being the country with the
second-highest number of published articles after Turkiye. Currently indexed in
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significant databases, TM offers two free services that are crucial for enhancing
its quality, both of which support authors in improving their article-writing skills.
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O‘ZBEK BOLALAR FOLKLOR SAN’ATIDA MUSIQA VA RAQS
UYG‘UNLIGINING ESTETIK TAMOYILLARI

Shuhrat TOXTASIMOV,

O ‘zbekiston davlat xoreografiya
akademiyasi rektori, professor.
(O ‘zbekiston)

Annotatsiya: Mazkur magolada o zbek bolalar folklor san’atida musiga va
raqs uyg ‘unligining o ‘rni, ahamiyati hamda estetik-etnografik tamoyillari tadqiq
gilingan.

Kalit so‘zlar: o ‘yin, tovush, bolalar ragqsi, musiga, kuy, estetik tarbiya,
qadriyat, madaniy an’ana.

Eng gadim zamonlardan boshlab xalq og‘zaki ijodiyoti millatning ko‘hna til
boyliklari, milliy gadriyatlari to‘lagonli aks etishi bilan alohida ahamiyat kasb
etadi. “Sharq taronalari” xalqaro festivali mohiyatida gadimiy va zamonaviy
musiqa asarlarining uyg‘unlashuvi, ijodiy va ta’sir quvvatining mushtarakligi
uning nufuzini yuksaltirmoqda. Aslida milliy musiganing nozik tovlanishlarini,
ichki ohanglarini namoyish eta olgan asargina mukammal asar hisoblanadi.
O‘zbekiston Respublikasi Prezidenti SH.Mirziyoyev to‘g‘ri ta’kidlaganidek,
“Sharq taronalari” musiqa festivali o‘zining betakror ruhi va qiyofasi, xalqlar
o‘rtasida do‘stlik rishtalarini mustahkamlash, musiqa san’ati an’analarini asrash,
madaniy mulogotni rivojlantirish borasidagi ezgu magsad-muddaolari bilan gisqa
muddatda yuksak darajaga erishdi”[2].

: ljtimoiy —  siyosiy,
tarixiy jarayonlar ogimida,
tamaddunlar  taraqgiyotida
san’at va madaniyatning
o‘rni va ahamiyati
begiyosdir. Har bir millatning
o‘zligini anglash jarayonida
gqadimiy an’analar, urf-odat
va marosimlarni o‘rganish,
shu xalgga mansub folklor
asarlarini, ularning badiiy—
estetik, etnografik
xususiyatlarini ilmiy tahlil qilish orgali xalgning milliy—madaniy darajasini
belgilash mumkin. Milliy madaniyatlar ravnagi umumbashariy madaniyatning
taraqqgiyotiga bevosita ijobiy ta’sir ko‘rsatadi. Eng qadim zamonlardan boshlab,
afsonalar, miflar, asotirlar, rivoyatlar odamlar qalbiga joylashib, ularning
tafakkurini ma’lum darajada yo‘naltirgan, ma’naviyatini boyitgan. Shuning
uchun ham, ma’naviy immunitetni shakllantirishda folklor ragslar va o‘yinlardagi
milliy qadriyatlar bilan uyg‘unlashgan umumbashariy g‘oyalar va
tushunchalarning gimmati bebaho. Zero, borligni idrok etish va uni bilishning
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milliy-madaniy xususiyatlari folklor san’atida yanada yaqqolroq namoyon
bo‘ladi.

“Dutor”, “Qamchi”, “Kashta”, “Tayoq o‘yini”, “Doira”, “Chag‘olloq”,
“Ashshadarozi”, “Xubbimboy”, “Shoxmoylar”, “Boychechak”, “Qoshiq”,
“Tandir”, “Beshqarsak”, “Sandiqcha”, “Chanqovuz”, “Urchuq yigirish”, “Gilam
to‘qish”, “Savacho‘p”, “Kuvi”, “Sibizg‘a”, “Beshik”, “Do‘mbira”, “Ko‘za”,
“Yorg‘ichoq”, “Ro° molcha , “Boychechak”, “Sumalak sayli”, “Juvoz” kabi
musiqa jo‘rligida ijro etiladigan bolalar folklor ragslari, rags — kompozitsiyalari
0°‘zining ma’naviy—ma’rifiy mohiyati, rang—barang liboslari bilan butun dunyoni
rom etmoqda.

Insoniyat yaratgan kashfiyotlarning gultoji, tamaddunnning buyuk hodisasi
sifatida musiqaning ma’naviy barkamol insonni shakllantirishdagi tarbiyaviy
ahamiyati faqat san’atshunoslik nuqtai nazaridan emas, balki bolalar
psixologiyasi fani tomonidan ham chuqur o‘rganilishi zarur. O‘zbekiston
Respublikasi  Prezidentining ‘“Madaniyat va san’at sohasini yanada
rivojlantirishga doir qo‘shimcha chora-tadbirlar to‘g‘risida”gi Qarorida “o‘quvchi
va talabalarning musiqiy bilim va ko‘nikmalarini oshirish, ularning galbida milliy
madaniyatga bo‘lgan muhabbatni shakllantirish”[6]ning zamonaviy, innovatsion
tamoyillarini yaratish davr talabi ekanligi belgilab berilgan. Darhaqgiqgat, asrlar
osha sayqallanib kelayotgan musiga san’atida xalgning tiynati, o‘tmishi, eng
gadimgi milliy gadriyatlari, ichki olami, orzu-armonlari aks etadi. Bolalar folklor
san’ati hamma zamonlarda ham inson ma’naviyatini boyitishga, ruhiyatiga
ko‘tarinkilik baxsh etishga xizmat qilayotgani bilan alohida ahamiyat kasb etadi.
Qarorning ijrosi doirasida eng avvalo o‘zbek bolalar folklor san’atining musiqiy
tamoyillarini  o‘rganish, viloyatlar kesimida ilmiy tadqiq qilish, eng muhim
masalalardan biri hisoblanadi.

Mutaxassislarning fikricha, “O‘zbek professional ragslari tuzilishi jihatidan
Markaziy Osiyo maqom turkumlariga mos keladi. O‘ta aniqlik bilan ishlab
chigilgan raqs turkumlarini qadimgi raqqoslar “Maqomlar” deb atashgan.
Farg‘ona vodiysida ular ellikta (afsonalarga ko‘ra 250 ta) usul, o‘ziga xos ritmik
formulalar, shunga muvofiq rags juslalaridan tuzilgan “Katta o‘yin” nomi bilan
yuritilar edi. Ijroning o‘ziyoq doirachi va raqqosaning bir-birini tushungan holda
har bir usulini individual talgin etishlarini taqozo etardi. Buxoroda esa rags
turkumlari “Maqom raqgsi” deb |
atalib, ular yirik bo‘limlarga
birlashtirilgan  kuy-ashula-usul
gismlardan  iborat  bo‘lgan.
Xorazmning “maqom ufori”si
ham xuddi shunday tuzilgan.
Farg‘ona, Buxoro, Xorazm rags
magomlarining har biri usul-kuy |8
va harakatli ifodalar jihatidan e
o°ziga xos, betakrordir.”[5:160] £

O‘zbekiston Milliy
ensiklopediyasida to‘g‘ri
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ta’kidlanganidek, “O‘yinlar ham, qo‘shiglar ham bolalarning aqliy va jismoniy
kamolotga yetishiga yordam beradi, ularda zavq uyg‘otadi”’[3:130]. O‘quvchi va
talabalarning ma’naviy-ma’rifiy hayotimizda muhim o‘rin egallagan folklor
san’atini, musiqily madaniyatni, ustoz san’atkorlarning, musiqa ilmi
allomalarining bu boradagi  kashfiyotlarini, fikrlarini o‘rganishlari katta
tarbiyaviy—ma’rifiy ahamiyatga ega. Shargning buyuk allomalaridan biri,
Abdurahmon Jomiy to‘g‘ri ta’kidlaganidek, “Musiqadan lazzat topmaslik inson
ruhining huzurbaxsh kayfiyatga burkanmasligi, uning ruhiy olami jismoniy
nafsoniyat darajasida qolib ketganidan, ma’naviy barkamollik sari qadam
tashlamaganidan darak beradi[7:74].

Xalgimizning asrlar mobaynida shakllanib kelgan, davr sinovlariga
bardosh bergan bolalar folklor san’ati, kuy—qo‘shiqlari tiklanib, an’anaviy va
zamonaviy guruhlar repertuaridan munosib joy egallamoqda. Istiglol yillarida
xalqimizning boy folklor san’atini, musiqiy merosini asrash hamda musiga
madaniyatining asriy an’analar asosida taraqqiy etishiga alohida e’tibor berildi.

San’at hamisha xalgning turmush tarzi, kundalik hayoti bilan bog‘liglikda
rivojlangan. Milliy musiga va rags maktabining shakllanish va yuksalish
bosqichlari xalq ijodiyoti bilan chambarchas bog‘lanib ketgan. Zero, har bir
xalgning o°ziga xos raqgs uslubi bo‘lib, ularda milliy ruh, millatning madaniyati,
qadriyati, aqida va an’analari aks etadi. O‘lkamiz xalglari madaniyatining ildizi
nagadar chuqur ekanligini bolalar folklor ragslarining uch ming vyillik tarixi
isbotlab turibdi.

O‘zbek bolalar folklor ragslari, folklor kuy qo‘shiglarini bugungi
yoshlarimiz ongi va dunyogarashining ajralmas qismiga aylantirish
san’atshunoslar, xoreograf  pedagoglar, ma’anaviyatshunoslar va
madaniyatshunoslar oldida turgan eng dolzarb vazifadir.
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Abstract: The paper summarises the importance of musical inspiration
from aural heritage in preserving cultural identity and creating distinctive
musical works, and emphasises the need to reframe local cultural music in a more
modern way, particularly in relation to Libya's musical heritage. The art of
Andalusian singing in Libya, known as Maluf, is highlighted and its main musical
characteristics are discussed. In addition, the adopted methodology of
documenting seven Libyan Maluf genres is discussed, which involves listening,
analysing and reviewing the origin of this art form in the Sufi Zawiyas of Tripoli.
The research concludes on the importance of a deep understanding of traditional
melodic phrases and the use of appropriate playing techniques to preserve the
authenticity of the music and to translate the vocal performance to the instrument,
taking into account the basic musical details and reproducing them on the oud.

Key words: Libya, Oud, Takasim, Andalusian singing, Maluf, Audio-visual
documentation.

Definitions

Takasim; refers to the improvised, non-notated passages in traditional
Middle Eastern and North African music.

Libyan Maluf: the common name for Andalusian singing of Libya,
distinguished from traditional Maghrebian Maluf by the incorporations of local
rhythms and the combination of oriental magam and Andalusian Tabaa.

Andalusian Tabaa: a term that classifies the different Maluf musical
modes. It encompasses the melodic movement between musical notes and pitches
in Maghrebian Andalusian singing. Two types of Tabaa may share the same
musical Magam, but they fundamentally differ in the specific intervals
characteristic of each one. The word Tabaa in Arabic translates into ‘nature’ or
‘character’.

Sufi Zawiyas: places designated for worship, education, and shelter. In the
context of this paper, they are defined as schools for teaching the fundamentals
of artistic sciences, specifically the Maluf singing.

Introduction

The creation of artwork inspired by cultural heritage highlights the diversity
and richness of a culture, showcasing its unique distinctions. An artist's creativity



Is particularly notable when employing new methods of expression while
maintaining authenticity and preserving the content and identity of the artwork.

In composing and singing, creativity involves taking local works from the
artist's regional heritage and presenting them in a universal form that appeals to a
broad audience. Notable examples include the Rahbani Brothers from Lebanon,
Mohammed Hassan from Libya, Abu Bakr Salem from the Gulf region, Ayoub
Tarsh from Yemen and others [1].

Despite the rich and diverse lyrical and melodic content in the Arab region,
the structure of musical compositions is predominantly Persian and Turkish. This
is evident as Arab musical compositions often follow predefined structures such
as the Sama'ai and the Lunga, which may restrict the artist's creativity by imposing
predefined rhythms and bars. However, in Takasim, particularly with the Oud
instrument, musicians can comfortably reflect their heritage due to the flexibility
and the space it offers for shaping and improvisation [1]. This allows for greater
creativity, with notable Oud musicians like Riad Al-Senbaty and Mounir Bashir
excelling in this area.

The distinctiveness of Takasim is recognized by the average listener, who
can identify the dialect of a Takasim, such as Turkish, Gulf, or Egyptian. The
Egyptian character, in particular, became widespread across Arab countries
through Egyptian radio broadcasts and cinema during the 1960s and 1970s [2] [3].

In Libya, music curricula in colleges and institutes were taught by Egyptian
professionals, leading to a saturation of the oriental (Egyptian) character among
students and specialists. This significantly impacted local music, causing a decline
in Libyan identity in favor of the oriental form in musical compositions and
Taksim from the 1960s onwards [3].

Examining Libyan lyrical folklore reveals unique imprints and
characteristics that distinguish it from oriental music. The folkloric instruments
and musical forms from various regions of Libya (Eastern, Western, Southern,
Tuareg, Amazigh, Tabu, Libyan Maluf) can be adapted into modern compositions
and arrangements, particularly on the Oud, which symbolizes the region
representatively [2] [4] [5]. Tripoli, an urban city influenced by migrations and
civilizations, is particularly notable for its Andalusian singing, locally known as
Maluf. Maluf music, shared with other Maghreb countries (Tunisia, Algeria,
Morocco), differs significantly from the folklore of eastern or southern Libya,
evident in the vocal pitch and musical scales distinct from oriental Magams and
closer to Andalusian Tabaas [6] [7] [8] [9]. Despite its importance, there are few
compositions in the national archives reflecting the original identity of Libyan
genres, with the oriental character dominating many works in the modernized
Maluf.

Inspired by neighboring countries' efforts to preserve their cultural heritage
and addressing the lack of documentation for Libyan Maluf, a project was
initiated. This project aims to study, analyze, and visually document pieces
specific to the Libyan Maluf genre, presenting them for the first time in a solo



Oud instrumental performance. This initiative seeks to balance the authenticity of
heritage with the quality and progress of playing and composing.
Methodology of analyzing traditional maluf

In our effort to study the topic and our understanding of the urgent need for
Takasim inspired by the Libyan Maluf, we found that focusing on interpreting
vocal performance and using it as the basis for any melodic map followed in the
Takasim is the most appropriate approach. Libyan music, particularly the
character of the Libyan Maluf in singing, relies heavily on the abundance, fluidity,
and spontaneity of vocal ornaments, especially fast triplets (Trioles). At high
speed, these triplets become six notes in one bar, making their representation on
the Oud instrument challenging due to the fast transitions between strings [1].
This difficulty arises mainly because the available techniques for playing the Oud
do not suit the types of picking required, evidently hindering the full extraction of
the sound. Therefore, it is necessary to use a picking technique that enables
smooth transitions between strings at high speeds.

Additionally, the Oud still suffers from a gap in the development of its own
playing techniques, preventing it from keeping up with other instruments. For
example, with the local flute (Gheeta) used in Libyan Maluf, these transitions are
spontaneous and easily executed by alternating picking on the Gheeta. Attention
to these musical details is crucial for extracting expressive phrases from this
heritage, adding flavor to the instrument and enabling its translation in a way that
respects the originality of this art without losing its essence. Deviating from the
melodic path can cause a change in the original taste, as any given Maluf Tabaa
is defined with its predefined melodic transitions between the notes. For instance,
Al-Isbaaen Tabaa is based on the Hijaz Magam but differs from the Egyptian,
Turkish, or Arabic gulf Hijaz Magam in its microtonal formulation. Additionally,
it has its distinct with its rhythm and continuity of picking that formulates its
Tabaa essence.

The rhythms found in the region have a direct impact on the Takasim, and
Maluf is known for its various rhythms and scales, as well as its use of
syncopations. Notable rhythms include Al-Masdar 4/8, Berwel 4/8, Al-Alaji 6/8,
and Al-Maraba 4/6. In addition to the rhythms, the style of singing, ornaments,
and other stylistic elements play direct and indirect roles in the Takasim.
Therefore, interpreting and emphasizing musical features and characteristics is
very important to add depth to the melody and positively impact the
documentation of this musical heritage in a more comprehensive manner that
respects its originality.

To transfer all these characteristics to the Oud, particularly with regard to
picking techniques, economy picking is used to facilitate the appropriate
translation of musical details. This technique is similar to the legato bow
technique in the violin and economy picking in the guitar. It is employed to
produce a continuous, uninterrupted sound at high speeds, allowing more notes to
be produced with fewer picking movements. Economy picking resembles
alternate picking in terms of picking angle and wrist movement but differs when



picking between strings. In alternate picking, the sequence is (down, up, down,
up), making four movements for four notes. In economy picking, the sequence is
(down, down, down, up, up), making only two movements to extract four notes,
which means it is twice as fast when moving between strings. This is particularly
beneficial for translating fast musical ornaments in Maluf.

Seven Maluf Tabaas were selected: Al-Asbahan, Al-Nawa, Al-Hussein, Al-
Isbaeen, Al-Mazoom, Al-Orag, and Raml Al-Maya. Differentiating between these
Tabaas is complex, as each relies on the movement and flow of its melodic phrases
and pitches, even if they share the same Magam. For instance, the musical Magam
for Al-Hussein, Al-Orag, and Raml Al-Maya is the Bayati Magam. The difference
lies in the flow of the notes and jumps between the pitches. Thus, the Tabaa can
be understood as the nature and flow of the melody.

Considerations for choosing melodic ornaments

One of the most important benefits of using musical instruments is the ability
and freedom they provide musicians to enhance the original melody with the help
of melodic ornaments. These ornaments add depth and complexity to the melody
and enable the musician to emphasize their style on the instrument. In this context,
certain considerations have been made in the use of melodic ornaments to adhere
to the melodic map or path, which include:
= Adherence to the melodic map or path: This is a prerequisite, meaning that any

ornaments expressing Maluf must follow the melodic sequence of the chosen
Tabaa. Care has been taken to avoid techniques that deviate from the melodic
flow, which might cause distortion.
= Use of Glissando at the pitch note: This technique simulates the human voice
on the instrument.

= Stretching the melody and ornamentation between notes: This involves vocal
improvisation prior to the beginning of the singing.

= Consultation with specialists and Maluf elders: Their guidance and approval
of the details and final output are essential.

Examples of the basic melody and the melody with ornaments in found in Figure
1.
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Figure 1. Basic melody (left) and melody with added Ornaments and
interpretations (right).



Results

After completing the analytical study and melodic review by the Maluf
elders, seven video clips were recorded, and care was taken in every detail of the
work to emphasize the identity of the people of Tripoli. In addition to the musical
compositions, visual details were also taken into account, including costumes and
clothes, filming locations, as well as the types of fonts used to write the sequences
and the conclusion of the videos.

Andalusian calligraphy is used in all texts, as this font is used in the Arab
Maghreb countries and expresses the tradition and history of the region. The texts
are calligraphed by Mr. Ibrahim Al-Misrati, the head of the Libyan calligraphers
and professor of Andalusian calligraphy, which in itself is an added value to the

work.
—_ 5 . »
R)ESWZNG 1P SV NIy AN
Figure 2. Examples of the Andalusian calligraphy used in the recordings

= Different colors of high-quality Libyan traditional costumes produced by well-
established Libyan textile houses were used

» Filming was done with modern equipment to ensure the highest possible
quality output. Attention was paid to lighting and filming at different times of
the day to add variety to each track. Modern equipment was used for recording
and editing, and different versions of the soundtrack were produced according
to the purposes used .
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Figure 3. Hishah Arish and éeveral examples of the Libyah CostUme.

Research aspect
Through research and analysis, the following was concluded:



= Correctly understanding and analyzing traditional melodic phrases helps
formulate melodies and rhythms inspired by them, especially when using correct
and appropriate techniques in playing the instrument.

= |n any folklore, playing techniques are used to simulate singing. A wide
range of techniques allows for proper simulation of singing, and any shortcomings
in technique can distort the original melodic phrases, diminishing their value and
making them unpalatable to the ear.

= Some of the phrases are similar to those sung in Spanish flamenco music,
confirming their shared (Andalusian) roots.

= Economy picking has been sporadically used in the Maghreb by
professional players and observed in some Tuareg players, where it is called
natural picking. However, our research did not find any documentation or
systematization of this technique for the Oud instrument.

= There are combinations of musical phrases that can be played more
beautifully and characterized by continuity (uninterrupted) using economy
picking, thereby maintaining the original flavor of the phras.

Epilogue

Libya is a country with great cultural diversity and a vast stock of musical
heritage. With different ethnicities and components, including Amazigh, Tuareg,
Tabu, and Arabs, this diversity enriches and broadens its musical heritage. This
study represents only a small part of what can be accomplished to document and
preserve this heritage. To protect it from tampering, a deep understanding and
honest documentation of all its components are necessary, utilizing the best
musical practices and developing methods and methodologies related to musical
instruments. The oud is perhaps one of the most important instruments in this
effort.
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TPAJMLNSA KAK FHBAPUAHT HAIIMOHAJIBHOW
UIEHTHYHOCTH B COYMHEHUU L.CAIAMUHOBOW
«3ATIAJTHO-BOCTOYHBI JIMBAH

Hloiiucma 'AHUXAHOBA,

Hoxkmop uckyccmeosedenus (DSC),

npogheccop kaghedpwvr Ucmopuu my3viku u KpumuKku
T'ocyoapcmeennot koncepsamopuu Y36exucmana.
(Vzbexucman)

Annomayun: Hayuonanenoe meopuecmeo y30eKcko20 Hapooa, O
KOMNO3umopog  Y3zbexkucmana,  cmaio  HEUCCAKAeMbIM  UCMOYHUKOM
800xHo8eHUs.. CIMUMYIOM K NOUCKY HOBbIX peuleHUll 8 pycile UCKAHUL CpedCcms U
MeXHUK coepemeHnol mysviku. He o06Hynsas cobcmeennozo ceoeobpasus,
KadNCOblll HOBBIU XYO00IHCECMBEHHbIL YMANn 8 UCMOPUU KYIbMYPbl NOPOd*cOaem
Hogble cmbicabl. My3vikanibHas Kyibmypa CoO8peMeHHo20  Y3bekucmaua
npeocmaensiem coool cucmemy mMpAOUYUOHHOU (MAKOM U €20 JOKANbHble
npos6iieHUst) U PoIbKIOPHOU (8 PASTUUHBIX JIOKAILHBIX NPOSGILEHUSX) MPpaouyul,
a makodice KOMHO3UMOPCKOE MBOPUECMB0 (KOMNO3UMOpbl U  OACMAaKopbi).
MHnooicecmeennocms apxemunog mpaouyuu He8O3MONCHO PACCMAMPUBATNL BHE
ee UHBAPUAHNOB.

Tax, couunenue /Junopom Catidamunosot «3anadno-Bocmounvlii ousany
CO30aHHOe NO 3aKa3y pyKo8OOUmeisi OpKecmpa HAYUOHAILHBIX UHCIPYMEHMO8
«Coeouana» Pupyszvt A6OYpaxumosou, cmano 006beKmom 0aHH020 Mamepuaa.

Kntouesvie  cnosa:  uneapuanm, — mpaouyus,  KOMHO3UMOPCKOE
meopuecmao, [uropom Catioamunosa, «3anadno-Bocmounbvlil Ousamy.

Ynotpebinsis B HMCKYCCTBOBEAUECKOW TPAKTUKE TaKUe MOHATHA Kak
KYIbmypa u mpaouyus Mbl CAMH TOTO HE 3aMeyast UCTI0JIb3yeM X KaK CHHOHUMBI.
Bmecte ¢ Tem TpamuuMs, €CTh 4acTh OOIIEH HalMOHAIBHOW KYyJIbTYPHI,
HaxoAsIIascsd B IOCTOSSHHOM pa3BUTHH. [la, Tpaauuus NmoOABMIKHAs €IVHHUIIA,
MHA4Ye HEBO3MOXKEH IPOLIECC €€ COXPAHEHUs, BMECTE C TEM, €CTb HEYTO YTO
ONPENEIAET €€ TPAAULIMOHHOCTh, HEKU NHBAPUAHT.

Kaxxaplii nCTOpUYeCcKnii ATamn pa3BUTHS MY3bIKaJbHON KYJIBTYPBI C OJHOU
CTOPOHBI OTPULIAET JOCTUKEHUS MPEIIECTBEHHUKOB, a C APYroil He OOHYJSAEeT
cooctBeHHOe cBoeoOpasue. [lome My3bIKanbHOM KyJIbTyphl Y30eKucTaHa,
JEIUMOE CEroJHs Ha TPAJULUOHHYIO (MAKOM M €ro JIOKaJbHbIE MPOSBICHUS),



donpkiiop (B pa3NMUHBIX JIOKAIbHBIX MPOSBICHUSIX) M KOMIIO3UTOPCKOE
TBOPYECTBO (KOMIIO3UTOPHI M OAacTakopbl) ONMMUPAIOTCS HA OAHY U Ty Ke
TpaguLMIO, HEKUI MHBApUAHT. ['0BOpS O TpaAuLMU, HEBO3MOKHO paCCMaTPUBATh
KyJIbTypy ©0€3 COXpaHeHHsl HWHBApUAHTOB, TJ€ OHU CTAHOBATCS KOIOM
HAallUOHAJIBHOW KYJBTYpbl C AaKIIEHTOM Ha BpEMs, NPEEMCTBEHHOCTb U
caMOOBITHOCTh CBSI3bIBAasl Mponuioe W Hactosiiee. [Ipobrema Tpaauimii
aKTyaJIM3UPOBAJIACh B 3MOXY INI0O0ANHM3aMU, KOTOpasi BOpBAJIach B Hallle ObITHE
OCTaBMB 11033 DJMNOXY IIOCTENEHHOIO, IIOJTAHOIO pa3BUTHs. SpKumn
IIPUMEpPAMH  MOTYT TOCIYXHUTb TPOLECCHl MOJHUCTWIEBOTO IUIIOPAIM3MA
notpsacaromue uckyccrso XX-XXI Beka. MupoBast kapTa KyJIbTYPHBIX TPaJIHLIHIA
COBPEMEHHOCTH MOPaKaeT CBOMM MHOT0O0OPAa3ueM U HACIOEHUEM HCTOPUYECKU
YyXABIX JIPYT IpYry KOMIOHEHTOB. TakuMm 00pa3oM, cTpaTerus COBPEMEHHOTO
MY3bIKaJbHOTO HMCKYCCTBa JIOJDKHA OBITh HAlpaBIICHHA HE Ha CHEPKUBAHHE
MH(POPMAILIMOHHOTO MOTOKAa, a Ha €ro CUCTeMaTU3allio U OOpallleHus €ro B
pa3BUBAKOLLYOCA cucTemy. VIHBapuaHThI, YHUKaJIbHBIE KOJbl HAIIMOHAJBHBIX
KYyJIbTYp CTaHyT KOHCTAaHTaAMU CHUCTEMBI, TOYKOW II€peceYeHUs KOOpAUHAT
TpagULIUA U COBPEMEHHOCTH.

B nnane nanHo# teopuu nokaszaresneH onbIT Junopom CalijlaMUHOBOM, €€
«3amanHo-BoCcTOUHBIN WBaH», HAMCAHHBIA HAa TEKCThl BEJHMKOro l'ere s
KAMEPHOI'O OpKECTpa HAlUMOHAJIBHBIX MHCTPYMEHTOB «CorauaHa» IO 3akKasy
pykoBoautensi opkectpa Dupyssl  AdOnypaxumoBoi. Couunenue [I'ere,
natupyemoe 1819 romom ectb OOHO W3 NEPBBIX MPOSBICHUNM B HCTOPUU
MCKYCCTBa B3IJIsia Ha BOCTOK, make He B3IJIsA[a, a MONBITKM OCMBICIIECHUSA
KyJbTYPBI MyCYyJIbMaHCKOTO BocToka, ee actetuku u ¢punocodpun. Benukuii most
oosiee 200 seT Ha3aa MPEAYYBCTBOBAJ, UTO HEM30EXKEH MPOIECC B3aUMOCBSI3U
LHEHHOCTEN pa3au4HbIX KyJIbTYp U KOH(eccuid (Kak MHUHUMYM), TO €CTb
riio0anu3ausi.

I'eTeBckuii auMBaH coeAWHWUI B cebe  TPaguIldI0  BOCTOYHOIO
CTUXOCJIOKEHHUs, BEIb IOJT HE CKPBIBAJI, YTO OKA3ajJCsi MOJX CWIbHEHIIUM
BinusiHueM Xadwuza u apyrux nostoB Bocrtoka. Hamomuum, Bonbsdranr I'ete
neITalICA JenaTh nepeBos KopaHa Ha HEMEIKU SI3bIK, a €ro U300JIEeHHOM
uTaTou Obla HavanbHas ¢dpasa 115 asra Kapana: «bory npuHayiesxut BOCTOK
Y 3ara.

JBanuars nath (M3 235) ctuxoTBopeHuit I'ete B mepeBoje Ha Y30€KCKUM
s3pIk  (aBTOop mepeBona Canpunaun Canum  byxopu) sernmum B OCHOBY
My3bIKaNbHOTO mnpousBeneHuss Junopom CalimaMuHOBOM. My3bIKabHOE
MBIIJIEHHE KOMIIO3UTOPA, 3aMElIaHO Ha IIyOOKOM MOHMMAaHWH TPAJUIIMOHHOU
MY3bIKM U1 YMEHUH HE IPUMUTUBHO TPAKTOBATh HALMOHAIBHOE Havaulo. | T1aBHas
uJes COUYMHEHMs mepenarb auainor Bocroka m 3amaga Xyao0KECTBEHHBIMU
CPEICTBAaMHU BBIPA3UTEIBHOCTH Y30€KCKHX HApOJHBIX MHCTPYMEHTOB U, €CJIH
['ete wmHTErpUpOBaJICSI B BOCTOYHYIO CEMAHTHKY, B MY3BIKE KOMIIO3UTOpA
VY36ekucrana uaet amwkeHue oT Boctoka k 3amany.

Yro kacaetcst Bompoca BbIOOpa BOKAJIbHOM TEXHMKH, TZi€, Ka3ajoch Obl,
OYEBHJIHO pEIICHUE AMAJOTMYecKoro comocraBieHus bel canto u manepsl
TPaJAMLIMOHHOIO BOCTOYHOro neHus, CaiilaMMHOBa OCTaHaBIMBAETCS Ha
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MenopeknoManun’. MHCTpyMeHTanbHas 4acTh MapTUTYPhl BKIIOYAET B Ce0s He
TOJIBKO y30€KCKHE HapOIHbIE MHCTPYMEHTBHI, 3/1€Ch JJ00aBIIAETCS UPOKUA HAOOP
yAapHbIX, (OpTENHAaHO, KIABECHH, a TaKKe TEWNl — MarHuTO(QOHHAs 3aIuCh.
Takum 00pa3oM KOMIIO3UTOP BBICTPAUBAECT CJOXKHYIO HWHTOHAIIMOHHYIO
CTPYKTYpPY, COCTOSIIIIYIO U3 TPEX IUIATOB:

o OTCBHUIAIOUIMI K 0Opa3laM €BpOIEMCKON CTapUHHOM MY3bIKH,
3By4YalllUMU IPEUMYIIECTBEHHO HA JICHTE;

o BOCTOYHOTO THIIA;

o OCTPOCOBPEMEHHOI'O 3BYYaHHSI.

['ereBckuii /luBan HauMHAETCS C « XUKPB», OETCTBA, UTO MEPEKINKACTCS
u ¢ Ouorpadueil camoro mosTa, CTUXOTBOPEHHUE OBLUIO HAMKHCAHO B TOJ €ro
«OerctBa» B UTanuio, UMEHHO B 3TOT MEPUOJ HAMEYaeTCsl CMEHa TBOPUYECKOTO
MBIIIUIEHUSI U TOBBIIICHHBI MHTEpPEC K BOCTOYHOM 3creruke. CalljlaMHHOBA
BOIUIOTHIA  00pa3bl  XUJKpbl  IMOCPEJICTBOM  COIMOCTAaBJICHUS  TeMOpa
AJIIEKTPOHHOTO 3BYyKa B 3anucu ¢ Yoproxom y caro. UMenno teMOp Yaprox cato
CTAHOBHUTCSI HA BCEM MPOTSHKEHUM I[UKJIAa WHBAPUAHTOM, BOILIOMIAIOIIMM 00pa3
1oJTA.

Cnenyromuit pazgen No2 «Tuncumiapy» («Tamucmanb») 3T0 00pasbl
3anana, yepe3 TeMOp KIJIABECMHA M SPKO BBIPAKEHHOM >KaHPOBOW OCHOBOM —
MEHYAT, KOMIIO3UTOpP Pa3BOPAUYMBAET MAHOpPaMy E€BPOMENCKOW KYJIbTYPHI.
CuMBOJI, WJIA TaJIMCMaH 3M0XU 0apOKKO MEHYIT, pacTBopsieTcs B tutti opkectpa
CUMBOJIM3UPYS TIOCTUKEHUSI B CUM(POHUUECKOU MY3bIKH KJIACCUIIU3Ma, COJIO Has
CO37aeT POMAHTHYECKYI0 Hery My3blku XIX Beka, a UMIIPOBU3ALMOHHBIC
CKOJIBKEHHUSI W BHOpAaIlu CTPYHHBIX M YIapHBIX, IJIMCCAHIO YaHra C OJHOU
CTOPOHBI CHMBOJIU3UPYET CTUJIEBOM IUIIOPAIU3M COBPEMEHHOW MY3BIKH, C
JIPYroi MOKET ObITh TPAKTOBAH U KaK MHCTPYMEHTAIBHBIN OTHITPHIIT BOKATBHbIX
pa3zesioB MakoMa.

Cama KOMIO3UTOpP MPU3HAET, COUUHSISI MY3bIKY OHA UJET OT COJEp KaHUs
TO JETAIU3UPYS Uyepe3 MY3bIKY COOBITUSI U 00pasbl, TO 000011as croxeT. Tak, B
HoMepax mnapTuTypbl NeNe3, 4, 7 KakIyr0 CTPOKY TEKCTa COIPOBOXKIAET
OTAEIBHOE MY3bIKaJIbHOE mocTpoeHue, a B NeNe 15, 16, 17, 18, 19, 26 Bcé
CTUXOTBOPEHHUE UJIET MO/ UMIIPOBU3AIMIO KAKOTO-TH00 OJTHOTO HHCTPYMEHTA.

JIupuueckas kynpmuHaupa wukiaa  Ne20  «3ymaitxo»  («3yneikay),
nBwKeHne K Hed HaumHaeTcss ¢ NelS5. TlpooOpasom 3yneiiku siBisieTcs
Bo3moOneHHas ['ere Mapuanna ¢on Bumtemep, To ecTh mepes;i KOMIIO3UTOPOM
BCTaeT 3aj7]a4a 00 BEAMHUTH 00pa3 BOCTOUHOM KpacaBHIIbl M 00pa3 OMEepHOM JUBHI,
€BpOIEUCKON naambl. VIMEHHO 31€Ch HMIPECCHOHUCTHYECKAs] CTUIIMCTUKA
CailnaMuHOBOM C €€ NPOHMKHOBEHHOCTHIO, W3BICKAHHONW 3BYKOMMCHIO,
KOHTPAIyYHKTUYECKUM MaCTEPCTBOM OKa3zajlach yMECTHOM. MacTep OpKeCTpOBOM
(bakTypbl UCTOIB3YET MPUHIUI «JIeAUHAMU3AINHN (HAKTYphD» apoOMpOBaHHBIN
K.[eb6roccu, To ecth uem OO0Jbllle 3ByYUT MHCTPYMEHTOB KOJIMYECTBEHHO, TEM
TUIIE OHU UTPAIOT, IIIOTHOCTH 3BY4YaHUs] OOpaTHO MPOMOPIMOHAIEHA TUHAMUKE.

! Menonexnomauus npumensercs CaiinaMmuHoBoii B npousseieHuu «[ JIUHAHbBIE OYKBBI, IUILIBYLIUE AOI0KM» 115
Hasl, THIpKaka, poprenmano u yrena (2009 r.).
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[Ipuembl aneaTOpUKH, KOHKPETHOM MY3bIKH, COHOPHO-TEMOpPOBOTO
AJIEMEHTa B 3BYKOBOM OOJIMKE IMKJIA [IEMEHTUPYETCS CBSI3bIO C TPATUIIMOHHON
My3bIKOM BocToka.

OtnenbHOrO paccMoTpenus 3aciyxuBaer Coda «3amagHo-BocTouHoro
JMBaHa», A€ HUICI0 €AMHOOOXKHS W €IUHEHMs pa3audHblXx KoHpeccuit [l.
CailnamMmuHOBa BBIpa3Wja 4Yepe3 [UTUPOBAHUE WYJCUCKOTO TMECHONEHUS,
«boropoaurie, Jleso, panyrcs» u3z «Bcenomuon» PaxmaHmHOBa, OTpBIBKA W3
OpraHHOM XOpaJlbHOW mpemtonnu baxa u, HakoHen ureHus cyp Kopanma. U3
ayJla, COCTOSTHUS KaTapCcruca BEIBOAUT TEMOP KOJIOKOJILYMKOB, UCIIOJIb3yEeMbIC B
Tpaauuu GeH-1Iy.

Takum 00pa3om, pacCMOTPEHHOE MPOM3BEICHHUE IOKA3bIBAET, YTO P
KYJIbTYPHBIX KOJIOB M TPAJIMIMUA MO3BOJISIET HE MOTEPSITHh CBOK MICHTUYHOCTD B
I00aNU3UIMOHHBIX TPOLIECCAX.
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THE SECRET OF MUSIC

Cultur-Cooperation Int. e.v. Kathleen GOBEL,
Director Islamwissenschaftlerin Berlin, (Germany)

Music covers all areas of human life. This may sound like something
familiar, tangible and obvious.

However, in order to explore a mystery, it is first necessary to dive deeply
in the matter to really get to know about it. Regarding the extremely wide-ran-
ging subject of music that research easily could fill books. W.ithin the the
limitations of a lecture, it is impossible to cover it exhaustively and we have to
concentrate on some mainlines and samples.

However, this lecture can shed light on the traditional and modern under-
standing of music understanding of music, its meaning and use in East and West,
on the conscious.

The lecture is intended to throw a spotlight on the conscious use of music,
on its inherent potential for benefit and harm, sense and nonsense.

This kind of understanding of music is quite unknown in the West, and on
the other hand, in the East this usage of music as such is emphatically rejected by
scholarly and religious circle in the East.

Music can be a powerful and useful tool, as we know it from computer
langu-age.

What is music?

A sequence of tones, a sequence of sounds which, in the best case, forms a
melody which, when combined with other melodies, forms a piece of music.

It is the theory of harmony that draws (among other details) the red line
between noise and sound, (although in modern music this too is not ruled out in
modern music either, and in some cases is also increasingly a matter of per-sonal
opinion as a result of progressive individualisation.

The subjective perception of harmony is influenced by the respective
cultural background and individual musical experiences, so that, subjectively
speaking, the same piece of music (be it major or minor) is considered harmo-
nious by one person, but dissonant by another.

Music comes from silence

Each music begins with a sound. Even if this sound is not necessarily music.
Sound only is the means of expression of music.

Music is a kind of organised sound - a sound that is man-made. Every sound
is always surrounded by silence - all music comes from silence and ends in it: the
sound dissolves into silence?.

Not so different from these words of the world-famous modern conductor
are the traditional words of Bahaudin Walad (13th century), the father of Jala-
luddin Rumi, who described music itself as neutral. However, since it is often

2 Daniel Barenboim, aus: Wie Krach zu Musik wird. Die etwas andere Musikgeschichte, hsg. Axel Briiggemann,
Beltz & Gelberg 2010



made to contain reprehensible themes this results on one hand in a general bad
reputation and on the other hand, music and dance are only suitable for the
moment of emotion, but not as a profession and also not at the level of ex-ternal
perception, where both only corresponds to empty chatter anyway and impair the
inner hearing that comes from the presence.

On the other hand, music and dance are only right for the moment of
emotion, but not as a profession and not at the level of external perception, where
they only correspond to empty chatter anyway and impairs the inner listening that
arises from the presence of God.

For the presence of God can only be realised in a silent space.

If we look at the showcase below, which gives a rough overview with
examp-les of the broad spectrum of functions, occasions and applications of
music, whose forms of expression are almost infinite, it becomes apparent that the
only instrument suitable for expressing all this range is the most marvellous
instrument: the human voice.

Please mind regarding the list: As with any categorisation, there are
overlaps and exceptions, and the list is by no means complete. Moreover, unlike
the music of the West, the music of Islamic-based countries can hardly be
categorised: Islam is a multicultural religion, which results in different musical
expressions according to the respective Muslim civilisation and orientation.

There is no such thing as THE classical, traditional Muslim music - the
musi-cal forms of expression according to Islamic civilisations and cultures are
too diverse and regionally distributed across the globe for this - even if they are
all under the broad umbrella of Islam, whose tolerant and diverse forms are not
proclaimed enough in our time.

Kalligraphie in Form einer Rebab (Laute): bismillah
The heart is like the rebab, and the love in the heart is the bow. The
resonance of the heart is created by the bow. The sound is created when the bow
strokes the strings - when the string vibrates, no thought can come between the
bow and the string.
(Oral tradition)
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Kalligraphie in Form einer Geige:
Wenn eines Nachts bei zunehmendem Mond...

- Instrumental music (orchestra, chamber music, opera music, groups of
musicians), vocal music (choirs, soloists), songs with instrumental accom-
paniment, & capelld, modern classical music, art music, aesthetic music

- Music of harmony: Classical music of the West and of the East Classical
music’ is usually understood to mean classical music of the West, although
classical Arabic, Persian and Indian traditional music (from courtly art music at
the caliph's or moghul’s court to the spiritual music of the dervishes), for example,
need not shy away from comparison in terms of virtuosity and aesthetic standards;
it has also characterised Islamic music in its many facets globally and over the
centuries - including Andalusian music (Muwashahat) or the music of the
troubadours in the medieval West).

- Music as cultural heritage and communal memory historical songs of
national identity, historical regional music, traditional folk music, typical regional
songs, music of the ancestors, everyday songs, children's songs, travelling songs,
craft songs - Solemn, uplifting, profane music: national celebrations (national
anthem), military music (marching music / janissary music), revolutionary music,
freedom songs, state and ceremonial acts, memorial days, civil festivities, days of
honour, weddings (wedding march)

- Music for public religious festivities and feast days, church music
(chorales, liturgy), gospel, passion plays like Passion of Jesus or Ashura music,
Shiite Ta'zieh (martyrdom of Imam Hussein and his companions), Mawlid
(birthday of the Prophet) - Music for national mourning and funerals (mourning
hymns, funeral music for the ‘last farewell®, comforting, hopeful music and
laments for dealing with individual grief and suffering, for the loss of a loved one,
des-pair, suffering, pain, farewell, lovesickness,

- Highly emotionalising music like disco music, which can bring about a
state of rapture and forgetfulness. music for ones own pleasure, love songs for
flirtation, eroticism, passion, lovesickness, - Music of boredom, commercial
everyday music for daily consumption and entertainment, istraction, music of
shallowness, (,,supermarket music*)
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- Spiritual music (rather forgotten in the West), monastic and meditative
music as an expression of longing, also music for healing and recovery, trance
music (shamanism), love songs, settings of mystical love poems (Hafiz and
others), minstrel songs (troubadours), music of the dervishes as an expression of
spiritual communication as used in various dervish orders like Mevlevis / Turkey,
Qawalis / Pakistan, Chistis / India, Munshidin / Egypt, Moorish Muwashahat /
Syria, Haddarat singers / Morocco.

Learning to listen

Here comes a commentary from Bahauddin Nagsband, Bukhara that is as
stern as it is wise:

We neither participate in musical gatherings nor do we use music. This is
be-cause in our time and in our present situation it does more harm than good.

Music listened to in the right way will improve access to consciousness, but
it will cause harm to those who are not suited or adequately prepared to play or
listen to music.

But those who do not know this, take music as something sacred and
confuse the feelings they experience with sublime sensations. In reality, they use
music for the subordinate purpose of arousing sentimenta-lity and emotion -
which is not a starting point for further progress.

This way of understanding music is not only unknown in the West, but is
also emphatically rejected by many people in the East.

Regarding the use of music, there are different doctrines in the schools of
law. The Bible records the harp and flute playing of King David / Da'ud, the Song
of Solomon / Suleiman and a number of hadiths are known which report on the
Prophet's balanced use of music, for example the singing of the women on the
occasion of his long-awaited entry into Medina (Tala' al-badru alayna - The full
moon has risen in its splendour).

In the following please find some comments of samples traditionally used
to used to contribute to a more sensitised approach to music.

About the Use of Music

Khwaja Abit-Ishak Chisti, nicknamed ‘the Syrian’, lived in the 11th
century. His school is a branch of the ‘Way of the Masters’, which later became
known as the Nagshbandi order. Spreading from Chisht to Khorasan, the Chishti
community specialised in the use of music in their practices. The travelling
dervishes of the order used to play an encouraging melody - usually with flute and
drum - as soon as they arrived in a place to attract people and then tell them stories
or legends of useful content.

It is said that they carried this method as far as Europe in the Middle Ages,
where it spread through both the troubadours and the guild of jesters and jesters.

However, as happens with many specialised techniques intended for a
specific context, it soon experienced a flattened and simplified application outside
the actual context, which degenerated into a simplified love of music, whereby
the emotional stimulation generated by music was actually confused with ge-
nuine spiritual experience.



It is also said that Rumi used the technique of the famous Sema' dance spe-
cifically for the people of his time, taking into account their mentality (descri-bed
in the chronicles as ponderous and sluggish) and the geographical conditi-ons of
his time, which raises the legitimate question as to whether this dance is nowadays
a worldwide phenomenon.

About the Listening to Music

Listening to music appears outwardly to be something thrilling, but
inwardly it is a warning. Those who are aware of this signal may listen to music
because they hear the warning. Before the signal is accessible to him, he exposes
himself to possible danger. This refers to the sensual character of the music, as
well as to its pu-rely emotional and limited intellectual content.

Idries Shah

The Hour of birth of the Mevlevi Order The chronicles tells of the
extraordinary encounter between Jalaluddin Rumi and the goldsmith Salahuddin
Zarkub: Rumi, who had not only begun to write poetry since his encounter with
Shams, but had also learnt to appreciate music in a certain context, was walking
through the street of the goldsmiths in the bazaar of Konya one day. The beating
of the hammers on the untreated gold plates, which preceded their transformation
into precious jewellery, sounded like ‘Allah, Allah’ to his ears.

Then every step he took became ‘Allah, Allah’, every sound he heard was
‘Allah, Allah’, and in his ecstasy he spread his arms wide in the middle of the
bazaar street in front of Salahuddin's shop, leaned his head back and began to
whirl, whirl, whirl around his own axis..., and from the breeze he created, he heard
‘Allah’ again. This was the birth of the Order of Whirling Dervishes, also known
as the Mevlevi Order.

We started by citing the conductor Daniel Baremboim and will finish with
his comment: ‘A symphony, a quartet or an opera will not turn the world upside
down, but music can change each and every one of us. Music is a physical
expression of the human soul. Music is more powerful than words. And even the
saddest composition contains a spark of hope. That's why music unites humanity.



THE USTOZ-SHOGIRD SYSTEM ABROAD: A CASE STUDY ON THE
PEDAGOGY OF UZBEK TRADITIONAL MUSIC IN CALIFORNIA

Merchant, Tanya H,

Ph.D., Ethnomusicology

Associate Professor Music Department
University of California Santa Cruz.
(USA)

The ustoz-shogird (master-apprentice) system of transmitting musical
practices from teacher to student has been a throughline in Uzbek and other
Central Asian musical cultures for centuries. Historically, this system allowed a
student to learn technique and repertoire from a master teacher via oral-imitative
method in an intensive setting. This paper examines how the ustoz-shogird system
1s perpetuated in California via the University of California Santa Cruz’s Central
Asian Ensemble’s collaborations with master teachers of the Uzbek dutar (Ruzibi
Khodjayeva and Malikakhon Ziyaeva) and with US-based dancers trained in
Uzbek and Tajik classical dance.

This research centers on dutar lessons (in-person and online), ensemble
rehearsals, concerts, and other performances since the founding of the ensemble
in 2008, in order to better understand cross-cultural musical pedagogy and
learning. It further elucidates the musical transmission and understanding
accomplished when master dutarists collaborate with US ethnomusicologists to
instruct American university students in the dutar via a “world music ensemble”
structure that has been standard in US universities since the 1960s. With this
collaboration between Uzbek State Conservatory faculty in Tashkent, Uzbekistan,
and music department faculty in the University of California system, issues of
pedagogical strategy across online media and in-person residencies arise. Further
challenges involving linguistic, musical, and cultural translation, representation,
and belonging also require attention. The dutar, with its easily transported form-
factor and light weight, has traveled throughout Central Asia for centuries. The
age of online education has allowed the ustoz-shogird system to further expand
the dutar’s international traversals. The perpetuation of dutar learning across time
and space inspires a broader consideration of the concept of living tradition.



POJIb BEJIMKOI'O HIEJIKOBOI'O ITYTHU B PABBUTUU N
B3AUMOBJINAHUUN MY3BIKAJIBHOI'O HCKYCCTBA BOCTOKA

Ypazaau TAHIMATOB,

npogeccop I ocyoapcmeenno2o uncmumyma
UCKYCCME U KyTbmypsl Y30ekucmaua.
(V36exucman)

Annomayun: B oOannoti cmamwve paccmampusaemcsa poiav Benukozo
lllenkosoco nymu 6 yusunuzayuu Asuu, 6 GopmMuposanuu My3vIKaIbHOU
KYbMypol U COBEPUIEHCINBOBAHUSA Yepe3 NPUMY MY3bIKATbHbIX UHCIPYMEHMO8,
HApo008 NPOAHCUBAIOWJUX 8 IMOU MEPPUMOPULL.

Knwuesvie cnosea: Benukxuii Illenkosviti nyms, Kiaccuguxayus,
MPAOUYUOHHASL MY3bIKA, MY3bIKAIbHbIE UHCMPYMEHMbl, 3801I0YUsl, 0YX08ble
UHCMpYMeHmbl, YOapHvle UHCMPYMEHMbL, CMPYHHblE UHCTPYMEHMbL.

Ponps Benukoro Ilenkosoro Iyt B a3naTckoi nUBUIM3ALNT

Co BpeMeHEM MBI BCE CUIIbHEE HAUMHAEM OCO3HABATh BEJIMKHUE /1€ HAIIINX
IIPEIKOB, KOTOpPHIE COAECHCTBOBAIM B3aMMOOOOTAIIEHUIO KYJIBTYp, Pa3BUTHIO
oOmrecTB. B aTOM miporiecce 3HaUUTENBHYIO POJib chirpan Benukuii [llenkoBbiii
IlyTh, KOTOpBIN COOEHUCTBOBAJ HE TOJIBKO TOPrOBBIM CBA3AM, HO U Iepenaue
HEMATEPUJIBHOT'O KYJIbTYPHOI'O HAcCJIeIUs HapOAOB MPOKUBAIOIIUX BIOJIb 3TOIO
Iy TH.

Haponpl MHOrmx cTpaH cerogHs CTpeMATCS HU3YYUTb KOPHH CBOEH
UCTOPHUH, MOHATh UCTOKUA JYXOBHOCTH, CBO€W HALIMOHAJIIBHOW NMPUYACTHOCTU K
MHPOBOH KyJIbType. Ml moTOMY COBCEM HE CITy4allHO YCUJIEHUE B ITOCIIEHNE TOBI
Hay4YHOTO M o01iecTBeHHOTO nHTepeca k Benukomy [llenkoBomy IlyTu, uaee ero
BO3POXKIEHNS KaK BAXKHEWILET0 KaHAJIA B3aMMOJEUCTBUA  KYJBTYPHBIX,
DKOHOMHYECKHUX, TYPUCTHUECKUX CBA3EH.

«IllenkoBbIi MNyTh OKa3al OrPOMHOE BIMSHUE Ha (opMupoBaHUe
MOJIMTUYECKOT0, HKOHOMHYECKOTO, KYJIBTYPHOIO YCTPOWCTBA CTpaH, 4Yepes
KOTOpBIE OH MPOXOAWJ. BIoyib BceX €ro mMapmpyToB BO3HHMKAJIW KPYIIHBIE W
MaJible TOProBbl€ rOpo/ia U MOCEIEHUs, U 0COOEHHO UCTECLIPEHHON KapaBaHHBIMU
nytamu Obuta LlenTpanbHas A3usi. DTOT pEroH MepeceKkain JeCsITKA TOPTroBbIX
MapIIpyToOB. 34€Ch NPOUCXOINUIIN BAKHENIINE S THUUECKUE MTPOLIECCHI, aKTUBHOE
B3aMMOJICICTBHE KYJIBTYP, OCYLIECTBISUIUCH MacIITaOHbIE TOPTrOBBIE ONEPALIUH,
3aKJIIOYAIIMCh JUIINIOMAaTUYECKUE JOTOBOPBI M BOCHHBIE COIO3bI. Hapomam atoro
pervoHa NPUHAMJICKHUT BBIJAIOUIASICS POJb B PACIPOCTPAaHEHHH OYKBEHHOTO
MACbMa U MUPOBBIX PEJIUTUNA, MHOTUX KYJIbTYPHBIX U TEXHUYECKUX JTOCTUKECHUM
B cTpanbl BHyTpeHnHent Aszun u JlanbHero Boctokay.

I[To Bemukomy IllenkoBomy Ilyrn pBurajiuce He TOJBKO TOPrOBbIE
KapaBaHbl, 110 HEMY pPacCHpOCTPAHSUINCH KYJIbTYpHbIE IJOCTHKEHUS HApOJOB,
JlyXOBHBIE LIEHHOCTH, penuruo3nbie uiaed. K npumepy, Oyaau3m, Kak oiHa U3
pemurnii  Kymanckoro mapersa pacmpoctpanwics 10 Kwuras. Bwmecte ¢
KyIHe4eCKUMH KapaBaHaMu Oyanuiickue MoHaxu nuim u3 Unauu B Llentpansuyio
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Asuto u B Kuraii, pacnpocTpaHsisi HOBYIO pENMIui0. bynauiickue naMsTHUKH
oOHapy>KeHbI B psijie ropoaoB Ha Tpacce Benukoro lllenkosoro [TyTu.

[To [lenkoBoMy IyTH PacHpOCTPAHSUIMUCh HE TOJIBKO CaMU TOBaphl, HO U
uHdopmalusi 00 UX MPOU3BOJCTBE, TO €CTh TEXHOJOTHUU. B yacTHOCTH, CIOCOOBI
W3TOTOBJICHUS III€JIKA, [IBETHOI'O CTEKJIa, Oymarv, KHUTroIleyaTaHus, mopoxa u
MyIIEK.

ITon BmausHuem Kwutas B ILleHTpanpHONM A3uM CTamo pa3BUBAThHCSA
HIETKOBOJICTBO M OyMakHOe  MpOW3BOACTBO. Ee  mpou3BoacTBO  3a
npenenamu  I[lognebecHolt BrnepBbie ObUI0 HanaxkeHo B VIII B. kuTalickumu
pemecinenHukamMu B Camapkanzge. OTTyaa OHa pacnpoCTpaHUiIach Ha 3amaj u
BBITECHWJIA NPEKHUM MMCYUM MaTepral — IEPraMeHT U Nanupyc.

OrpomHOe BIMSIHHE MEKIYHAPOHOE OOIIEHUE TI0 3TUM JI0pPOraM OKa3alio
HAa AapXUTEKTypy W TpPagoCTPOUTENBCTBO. JlOCTATOYHO OJHOrO MpUMEpa
LlenTtpanbHOl A3MU: BEIUKOJICNHBIX coopyxkeHud Tumypa B Camapkanue,
neopia Ak-Capait B [llaxpuzabce, ycwhimanbHuiibl Tumypuaos [yp-Omup,
meueTn Xomxu Axmana Sccasu B ropoje fccwl (Typkecran). 3neck coueraroTcs
ApXUTEKTYpPHbIE CTHJIM, (OPMBI, CTPOUTEIbHBIE MPHUEMbl MHOXECTBA CTpaH.
Co3znraBasiu Bce 3TO HE TOJIBKO CPEIHEA3naTCKHUE 304Ke, HO U MacTepa u3 MpaHna,
AzepOaiimxana, Apmennn, ['py3un, Upaka, Cupun, Manoit Azuu, Uaaumn.

Ilo xapaBaHHBIM JOpOraM Ha MNPOTSHKEHHUHU CTOJETUH ITyTEHIECTBOBAJIU
YYEHBIE, HCCIIEIOBATENN, CAMBIA H3BECTHBIA U3 KOTOPHIX — BEHEIMAHCKUAN KYTIEI]
Mapko [lono.

Hapsiny ¢ pacnpocTpaHeHHeM TOBapoB, KYJIbTYpHbIX 0O0pasloB B
MPUKIIAJTHOM HCKYCCTBE, APXUTEKTYpE, HACTEHHOM >KMBOIIMCH II0 CTpPaHaM
Bocrtoka 1 3anaga pacnpoCTpaHsIuCh UCKYCCTBO MY3bIKM U TaHLA, 3PEIUIIHBIC
IIPEACTABIICHNUS.

N3BecTHO, yTO Haubosee nmonysapHoit B Kurae 6bi1a Mmy3bika BocTounoro
Typkecrana u Cpegnelr Azumn. My3bikanbHble Tpaguuuu Kyuu, Kamrapa,
byxapsr u Camapkanna, Maauu noa oduinanbHbEIM TOKPOBUTEIECTBOM CIUIIHCH
C MY3bIKaJIbHOM KUTANCKON TPAIUIIUECH.

Upanckue, coramiickue ¥ TIOPKCKHE AaKTEpbl MHOIO BHECIU U B
xopeorpaduueckyto Kynbrypy Kutas. Hampumep, B KoHcrantunomose yacrto
racTpOJIMPOBAJIM apTUCTHI ¢ BocToka.

B pasHbIx Mecrax npu packonkax naMaTHUKOB Ha lllenxkoBom Ilytu
HaWJICHbl MHOTOYMCJIEHHBIE MAaTepUalbHbIE TOATBEPKICHUS pa3BUTHS U
B3aMMOOOOTaIlEHUsI KYJbTYPhl: KOJUIEKIUS TEPPAKOT TAHCKOTO BpPEMEHH,
M300pakaromiasi TaHIOPOB M TAHIIOBIIMUI, AKTEPOB B MAacKax, MY3bIKaJbHbIC
aHcaMmOJii, yMeCTHBIIIMECS Ha BepOIOXbUX TopOax. Jluma MHOTHX M3 3THX
apTUCTOB NPUHAMICKAT NpeAcTaBUTENAM HapodoB LlenTpansHoii Asum. Ha
CTEIIHBIX POCIIHCAX, COXPAaHMBIIMXCSA B IapagHbix 3anax IlenmxukeHra,
Bapaxmm, Tonpak-Kaner u B roponax Boctounoro Typkecrana, n300pakeHb
MY3bIKAHTBI, AKTEPHL.

O 3Hauennn Bemukoro IlenkoBoro IlyTM oueHb XOpoHIO BbICKA3ajcCs
obiBIIMi ['enepanbubiil cexkperapp FOHECKO B 1987 - 1999 roasr ®enepuxo
Maiiop: «IllenkoBslid IyTh, NPOXOAMBIIMK 4YEpE3 CTENU, MOPSA U IyCTBIHM,



MPEACTABISIT BEIMKOJIEIMHYI0O BO3MOXKHOCTh JJIsI YCTAHOBJEHUS KOHTAKTOB H
JMasnora, cnocoOCTBOBaJ BO3MOKHOCTH B3aUMHOT'O OOOTAICHUS BBIIAIOIIUXCS
nuBuiIn3anuii. Ienp npoekta komruiekcHOro ucciaenoBanus LllenkoBoro mytu —
COJICCTBOBATh TOMY, YTOOBI HApOJbl CErOJIHA OCO3HAIM HEOOXOJAUMOCTh
BO300OHOBUTH AHAJIOT, BOCIOJb30BAJIUCh UMEIOIIEH HCTOPUUECKOE 3HAUYCHHE
BO3MOXKHOCTH B3aMMOTOHUMAHMs, OOIIEHUS ¢ B3aUMHOr0O OOOTalleHUs
UUBUIIU3ALMN, PACHONONHCEHHBIX 800Ib IMO20 NYMUY

Oco06eHHOCTH MY3bIKaJIbHOUM KYJIBTYpPbl HAPOAOB A3UU

OO0mien3BecTHO, YTO HambOojee SIPKO HAIMOHAJIBHBIE OCOOCHHOCTHU
MPOSIBIISIIOTCS. B MY3bIKaJIBbHOM, TBOpUYeCTBE. My3bIKajibHasl KyJIbTypa HapoOJ0OB
MTOMHUMO OCOOEHHOCTEH MY3BIKaJIbHOTO MBIIUICHHS, TTPOSIBIISIFOIITUXCS B JIAIOBO-
MHTOHAIIMOHHOM CKJIaJIe HapOJHOTO MEJoca, >KaHpPOBOM creruduke, Gpopmax
CaMOBBIpaXXEHUs, TEMOPOBOM  CBO€OOpa3uWu, MaHepax U  TPaJHLMIX
UCIIOJIHUTENLCTBA, KOHIIGHTPUPYET B ce0€ XapaKTepHbIE YEePThl ICHUXOJOTUU
ATHOCA, HAIIMOHAJILHOT'O CAMOCO3HAHUS, LIECHHOCTH TYXOBHOM KYJIbTYpBI.

3ByK, MO BOCTOYHOW (uiocopuu - HSTO HEUYTO BCEOOBEMIIIOIIEE,
MIPOHU3BIBAIOIEE BCE CYILIEE, U OH MPETHA3HAYEH BBITOIHATH BHICOKYIO MUCCHIO
- oJiiep>kuBaTh rapMoHuio Ha HebOe u 3emie. My3bika ke, SIBISIOMAsCS HEKUM
KOHEYHBIM MPOAYKTOM PabOThI CO 3BYKOM, pacCMaTpPHUBAETCS KaK Ba)KHEHIIee
CpeacTBO mocpeaHnuecTBa Mex 1y Hebom u 3emuero (3emins - yenosek - He6o).

3ByK B My3blk€ BOCTOKa - 3TO HE MNPOCTO AKYCTHYECKOE SBIECHHE, A
kateropus Quiocodckoro mopsiaka. TpaauiroHHass My3blka CTpaH A3uU -
COCTaBHAsl 4YaCTh CUHTETHUYECKOro HcKyccTBa. OHa M3HaYalIbHO ObLIa CBSI3aHO C
puTyanbHbIM gaeiicTBueM. llenue (M aexnamaiusi), Uurpa Ha MY3bIKAIBHOM
WHCTPYMEHTE M TaHEll COCTABJSUIM TPUEAUHOE HCKYCCTBO, M3 KOTOPOIO
BIIOCJICJICTBUM  POXJAJIUCh PA3JIUYHBIE POJbI W JKaHPbl MY3BIKH. OTO
TPUEAUHCTBO W TOHBIHE COXPAHSIETCS B TOM WM MHOU (hOpMe y HapOJOB CTpaH
HansHero Bocroka.

TpagunmonHass My3blKa cTpaH A3WM - My3blka YCTHOM M YCTHO-
NMUCbMEHHOM Tpaauuuu. [Ipu 3TOM aBTOpaMM TpPaaWLIMOHHOM MY3BIKM B €€
KJIACCUYECKOM BETBH YAaCTO SIBIIIIOTCS HE OTAECIbHbIE HHAWBUIYYMBI, KaK B
EBpONEHCKON MpodheCCHOHANBHON MY3bIKE, a HEKHH KOJUICKTHB TBOPIIOB Kak
MPOIIUIOro, TaK U HACTOSIIETO BpeMeHU. 1 3Tu «TBOpLbI», clielysl TpaaulysIM-
KaHOHAaM, CTpPEeMATCS OOJIbllle K COBEPIICHCTBOBAHUIO YK€ HMMEIOIINXCS
00pasLoB, HEXKENIH K CO3/IaHUI0 YET0-TO COBEPIIIEHHO HOBOTO.

TpaguuroHHON MY3BIKE CTpaH A3suun, B OTIINYHUE oT
€BpPONEHCKON MHOTOTOJIOCHOM MY3bIKM, HE CBOMCTBEHHAa TapMoOHHs. OmHaKo
MOHOAUNHOCTh TPAAUIIMOHHON MY3bIKH, KaK TIOKa3bIBAIOT HCCJIEIOBAHUS
MOCJHEAHUX  JICCATWJICTANM, HE O3HA4aeT KaTEeropuueckoro OTPHUIlaHUS
AJIEMEHTOB MHOTOTOJIOCUSI. DJIEMEHThl MHOTOIrOJIOCHS, TaK WIM HHAue,
O0OHapy>KHUBAIOTCS BO MHOTHUX (hOpMax U KaHpax MYy3bIKU CTpaH A3uu.

HyxHO oTMETHUTH TOT (PaKkT, 4TO TPAIUIIMOHHOW MY3BIKE CTpaH A3uu
CBOMCTBEHHO MHOT000pa3ue JIaloBbIX cucteM. K mpumepy, 1agoBoil OCHOBOM
MEJIOAUYECKUX NOocTpoeHn crpaH JlansHero Boctoka cimyxar He
TOJIPKO aHTE@MHUTOHHAS TIEHTaTOHNKA, HO U Pa3HOOOPa3HbBIE 3BYKOPSIbI, BKITIOYAs
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U TeMuTOHHble. OJHOW W3 XapakTepHbIX 4YepT MY3bIKM A3UU SBISAETCA
NOpa3UTENbHOE MHOT0O0Opa3ue e€ JIaJOBbIX CUCTEM, MPUHIIMITHAIBHO OTIMYHBIX
OT YHUBEPCAIBHOW E€BPOINECHCKOW MaXXOpPO-MUHOPHOW cucCTeEMbl. VIMEHHO
UTHOPUPOBAHKUE TEMIEPAUU U 0cO00€ OTHOILIEHHWE K CaMOMy KadecTBY
OTJICJIbHO B3ATOTO 3ByKa, a B CBA3M C 3THUMH H30IIpEHHas paboTa HajJ €ro
0o0paboOTKOW B €ro HEMNPEpPHIBHOM H  Pa3HOOOpa3HO HIOAHCHUPYEMOM
pa3BepThIBAHUM - XapaKTEepHas 4YepTa My3blkM A3WH, B TOM YHCIE CTpaH
JansHero BocToka, 1 3TO MpuAaeT My3bIKE€ HEMOBTOPUMO OCOOBINA KoJoput. B
CBA3U C OTCYTCTBHEM B MY3bIKE BOCTOKa MHOIOTOJIOCHOTO «CTPOUTEIBCTBAY,
pOJIb BPEMEHHOM OpPraHu3alliyd MY3bIKA YpE3BbIYaWHO B3pacrtaer. HecnydaitHo
OTCIOJIa, YICHHE O PUTME - HauboJiee THIATeNbHO pa3paboTaHHAs 4acTh TEOPUH
My3bIKHM BocToka. MHOTHE Hapoabl BOCTOKa ¢ NX MHOTOBEKOBOW MY3bIKAJIBHOU
IIPaKTUKOW BbIpabOTana CBOM OCOObIE W CTPOTO Y3aKOHEHHBIE PUTMUYECKHE
dopmynbel-moaenu. B 3tom oTHOomenun ocoOeHHO mokazartenbHa Kopes c ee
pUTMHUECKON (GOPMYIION «4aHbIAH.

CrnenManucTbl OTIMYAKOT MY3BIKAJIbHYH KYJIbTYpY OJIHOM CTPaHbl OT
npyroii. Mysbeika Kopen no cpaBHeHMIo ¢ My3bIkoi Kutas nnm SnoHum HOoCHUT
xapakTep 0ojiee OTKPBITOM UyBCTBEHHOCTH. SIMOHMS € BCErja CTPEMMIIAch K
TIIATEILHOMY OTOOpY BCEX MOCTYHAroIIMX M3BHE MH(popManui u sBieHuid. Ha
OCHOBE THIATEIBHOTO OTOOpa 3aMMCTBOBaHHAas uies JOBOAMWIACH [0
COBEPUIECHCTBA U ITPEBPAILATIACH B CBOE€ HAIMOHAIBHOE JOCTOSIHUE. B HEKOTOPBIX
ctpanax LleHTpanbHOW A3WM NMPUHLHUIT «CTPAHOBBIX OTIMYMI» HE paboTaeT. K
pUMEpPY, HaApOJbl, MpOXKHUBAaIOIIME B Y30ekucraHe W Ta/KUKHUCTAHE HMes
pa3HbIN A3BIK, UMEIOT OYEHb OJIM3KYI0, TOPOH OOIIYI0 MY3BIKAIbHYIO KYJIbTYPY.
Bomenmas B Penpe3entatuBHbiii cniucok «My3bika [HlammakoMay, kak ooOiee
JOCTOSIHUE Y30€KOB U TAJKUKOB, SIBIISIETCS JOKA3aTEIbCTBOM TOMY SIBIICHHIO.

B3anmoBnMsAHNE M COBEPLICHCTBOBAHUE MY3BIKAJIBHBIX WHCTPYMEHTOB
A3zun

B knaccudukanuu My3blKaIbHBIX HHCTpyMeHTOB Ay Dapabu (BenuKuit
BocTounsiit MBICITUTEIIb
X Beka, aBTOp «bOJBIIOrO TpakTaTa O MY3bIKE») MY3bIKAJIbHbIE UHCTPYMEHTHI
JESATCA Ha 2 TUIa:

EctecTBennsbie,

HckycTBeHHBIE.

K ecrecTBeHHBIM  MY3BIKAJIBHBIM  HMHCTPYMEHTaM OH  OTHOCHUT
yenoBeueckuii rojioc. OH cYMTaeT, YTO 4YCJIOBCUYSCKHM TOJIOC — CaMbIM

COBEPUIEHHBI MY3bIKAJIIBHBIA HWHCTPYMEHT, ITOCPEACTBOM KOTOPOTO MOKHO
UTPaTh JIFOOYI0 MY3bIKY, MOXHO UCIIOJIHSTH JIE000€ 3BYKOBOE SIBJIEHUE, KOTOPOE
BOCIIPUHHUMAET YEJIOBEUYECKUN CITyX.

K MCKyCCTBEHHBIM My3BIKAJIBHBIM HHCTPYMEHTaM OH OTHOCHUT BCE
MYy3bIKaJIbHbIE MHCTPYMEHTHI, H300pETEHHbIE YeoBeuecTBOM. VX OH AenuT Ha
TPH TPYIIIIBL:

JIyXOBbIE HMHCTPYMEHTBI, B KOTOPBIX 3BYK pPOXAACTCA BO3LYLIHBIM
ITIOTOKOM.

Y mapHbI€ UHCTPYMEHTBI, HA KOTOPBIX 3BYK IOSIBIIAETCS NIOCIE yaAapa.
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CTpyHHBIE HMHCTPYMEHTBHI, Ha KOTOPBIX 3BYK pOXKITAETCs KoJieOaHHEM
HATSAHYTBHIX CTPYH.

Ha Tpakrare TaKKE TEPEUUCISIOTCS  OOJBIIOE  KOJIMYECTBO
MCKYCCTBEHHBIX MY3bIKAIbHBIX MHCTPYMEHTOB C WX ONHUCaHUsMH. ONHUCHIBas
MYy3bIKaJIbHbIE MHCTPYMEHTBI OH TiepenaeT HHGOPMAIMKU O MPOUCXOKICHUH TEX
WJIU UHBIX MY3bIKAJIbHBIX HUHCTPYMEHTOB.

Touno Takxke npyrue mbicautenn Bocroka (An Xopesmu, ABHUIIEHHA),
U3y4YaBIIME MY3bIKYy, TOXXE€ dYepe3 CBOM TPYIbl NEPeNaloT HHPOpPMAIUH O
COCTOSIHUHA M BO3MOKHOCTSIX MY3BIKQJIBHBIX UHCTPYMEHTOB TOTO BpeMeHHu. Bo
BCEX ATUX pabOTax HE BCTPEUYAETCS ONMPEAEIICHNUs, CBA3BIBAIOIINE MYy3bIKaJIbHbIE
MHCTPYMEHTBI C HAPOJAAMH WM HapoAHOCTsIMU. OHM BCErja CBA3BIBAIOT UX C
MECTHOCTSIMU. B COBpEMEHHOUM INPAKTUKE MBI 4aCTO BCTPEYAEM OIPEIACIICHUS
“y30€KCKMI ~ HMHCTPYMEHT ,  “KOpPEMCKMH  HMHCTPYMEHT ,  “Ta KHUKCKH
MHCTpYMEHT . Ha caMoM Jeiie He CyIIeCTBYEeT MY3BIKAJIBHBIA WHCTPYMEHT
IPUHAICKAMI OJHOM HAaMM WIA HapOJHOCTH. M3ydass Mys3bIKaJbHBIC
UHCTPYMEHTBl Y30€KuCTaHa sl TpUIIET K BBIBOJY, YTO HE CYILECTBYET
MY3bIKaJIbHbII HHCTPYMEHT IPUHAICKAIINHI TOJIBKO y30eKCKOMY Hapoy. Jlaxe
Ha3BaHUS MY3BIKAIBHBIX MHCTPYMEHTOB IIOJICKAa3bIBAIOT OTKY/a OHHM POIOM.
Cunraromuecs y30€KCKUMHU HapOJAHBIMU HMHCTPYMEHTaMU — ‘“‘KalllrapcKuii
py06a6” u3 Kamrapa (teppuropust coBpemeHHoro Kuras), “adranckuii py6ad” usz
Adranucrana, “ganr” u3z Kuras (ero BrepBble NpUBE3 UCIIOJHUTEb TYHTAHCKON
HannoHanbHOCTH B 1900 roxgy B Tamikent), “rap” u3 3akaBkasbs, “caz”’ u3
Typuuu u T.1.

My3bIKanbHbIE UHCTPYMEHTBI BCEra PacCHpOCTPAHSIIMCh €CTECTBEHHBIM
IIyTEM, HE BCTpeUas MpEerpaj 4epe3 TPaHrLlbl CTPaH U KOHTHHEHTOB. lloaTomy
OJIMH U TOT K€ MHCTPYMEHT MOJ JPYrUM Ha3BaHUEM U B OTJIMYHOM BapHUAHTE
BCTpPEUETCs Yy APYroro Hapoja.

B pacnpoctpaHeHrr My3bIKaJbHBIX HWHCTPYMEHTOB HAOJIOJACTCS €Ile
apyras TeHaeHuusa. HexkoTopble MHCTPYMEHTBI COBEPLICHCTBYIOTCS HUCXOASA U3
MEHTAJIMTETa HAPOJIa U XAPAKTEPA MY3BIKAJIBHON KYJIbTYPbl. TaKk My3bIKaJbHbBIN
uHcTpyMeHT lleHTpansHoit A3um HaspiBaBIIMiics “bapbaTom” udepe3 ApaButo
noa Ha3zBanueMm “An yn” monan B Axpany3uio (FKOxHas gacTh coBpeMeHHOM
Hcnanun) nox HazBanueM “JItoTHa” u npeBpatwiics B “I'urapy”. B Utanuu on
ctan “Mangonunoi”, B I'peunn “bBy3yku’.

B wucropuueckux 3anmcsax mnosiBaeHUE Kutanckoro “Iluma”; AmoHCKOro
“buBa” n KOpeuckoro “bumna” CBSA3bBIBAIOT C MHCTPYMEHTOM ITPUBE3CHHOM M3
[enTpanbHol A3uM (BEpOSATHO HBIHE HA3BIBAIOIIUMCS “y]1 OM).

Coxpanusniics B LleHTpanbHON A3MM B apXaudHOM BUJE MY3bIKAJIbHBIN
uHCTpyMeHT “KoObI3” crnenualucThl CUMTAIOT €1Ba JU CaMbIM CTapUHHBIM
CMBIYKOBBIM MTHCTPYMEHTOM Ha 3€MJIE, U IPEATIOAratoT YTO NOSIBJIECHUE “BHOIBI
U B JaJdbHEHIIEM “CKPUIIKM~ MOXET OBITh CBS3aHO HMEHHO C JTHM
MHCTpYMEHTOM. HO TOYHO [0Ka3aHO, YTO PYCCKME HApOIAHBIE MHCTPYMEHTHI
Oanamaiika M JoOMpa SIBISIIOTCS PAHOBUAHOCTSIMH  COXpaHUBLICHCS B
[lenTpanpHOl A3uM, B YAaCTHOCTH Ha tore Y30ekucTaHa JOMOBIPBI, KOTOPBIi



SIBJIIETCSI TIOCTOSIHHBIM CITYTHUKOM CKasuTeneu (Oaxmm) smocoB. OHU Bceraa
CBOM JIaCTaHbI MIOIOT MOJI aKKOMIIAHEMEHT 3TOI'0 MHCTPYMEHTA.

B crpanax A3um uMeeTCs MHOXECTBO MPUMEPOB TaKOro poja.
Pacnpoctpanenue cpenu 1yXoBbIX — “¢uialiTa”’BUAHBIX, “3ypHA’BHIHBIX, CPEIH
CTPYHHBIX —  “IuMOana”BHIHBIX, “JTIOTHS BHJHBIX, CpeAu  yIAapHBIX
“Harapa’BUJIHBIX, “KCHJIO(MOH OBUIAHBIX U APYTHUX MOTYT MOCTYXKHUTh IPUMEPOM
BIIUSIHUA KYJBTYPHBIX CBSI3€H B cTpaHax A3uu.

Taxum 06pazoM, MOXKHO TIpeacTaBUTh poiib Benukoro lllenkoBoro IlyTtu B
IMBWIN3ALNK, BO B3aMMOOOOTallICHUU KYJIbTYpP M Pa3BUTHH MY3bIKM HapOJ0B
MPOKUBAIOIINX BIOJb 3TON HUTH.
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TERMINOLOGY PROBLEMS IN MUSIC

Baris KARAELMA,
Ankara Music University, Dean, Prof. Dr.
(Turkiye)

Abstract: Music art among the most important Turkish culture is
called “Turkish Music”. However, this concept is perceived in different
ways by different people. Among the factors affecting such a misperception
are educational level and type of perceiving people, musical preference,
professional field etc. In Turkish culture history, the art of music has been
used under different names from past to date. Before Turks accepted Islam
as religion, they named music “Kiig” and with Islam it turned out to be
musiki (music) and it was used until the end of Ottoman Empire. The name
“Turkish Music or Turkish Musikisi” was used for the first time by European
historians, travellers and itineraries by showing that this music type is
different from European Music. When western music entered and spread in
Ottoman territory, this name was used again for the same purpose and need
with the previous experience. With the foundation of Modern Turkish
Republic, a new period started for music where new denominations like
Turkish Art Music and Turkish Folk Music began to be used. These
terminologies are still used to determine and differentiate sub-divisions in
Turkish music.

Key words: Turkish music, Turkish Art Music, Classical music, Western
Music

Introduction

There are general living music terminologies belonging to various music
types and accepted and known by great majority of society. In addition to this,
some sociologists and music researchers produced new names for the music
types they like. Additionally, new concepts were produced for the new names
and so a conceptual conflict was experienced in music types. New names
belonging to music types are criticized by some sides of society. Before
mentioning about these names and criticisms, it may be better to look at the
place of music in Turkish culture and how it was named in the past.

Music in Turks

Art of music as old as human history is an important cultural element
for most nations. Music is important also for Turkish nation and preserved its
situation from past to present by undergoing some changes due to the interaction
of various cultures. This art is called generally Turkish Music. Turks used
different names for music in different periods until today’s common name.

Naming music in pre-Islamic period

Music had an important place in Turkish culture in that period. In Turkish
culture, where Dede Korkut tales come together with kopuz (traditional Turkish
string instrument), Saman with treatment with rhythm-dance, symbol of the state
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with rug and drum, it can be understood how important music is.

In pre — Islamic period, melody with words (sarki= song) was named
“ir” while instrumental music was “Kiig”, which is still used for melodies
without words in Turkic countries like Kazakhstan and Kyrgyzstan.

The use of the term “Musiki” in Arabic culture

The term “musika” originating from Ancient Greek culture is the
etymologic root of music in many languages e.g. music in English, Musik in
German, Musique in France, Musiki in Arabic and Muzyka in Russian.

The role of Alexander the Great (336-323 BC) and his campaign to the
east are thought to have been effective in the use of this name in Arabic. Ina
13 — year ruling period, he conquered important places in Asia, Africa and
Europe and extended his territory. The locations like Iskenderun and
Iskenderiye (Alexandria) were named after him.

Especially the cities of Alexandria and Babylonia turned into important
cultural centers and the libraries in these cities had the copies of Ancient Greek’s
famous works.

With the rise of Islam, such cities with important cultural and science
potentials were taken over by Muslims. Muslim statesmen giving importance
to sciences financially supported to scholars of the day to translate the
references in Ancient Greek to Arabic. In this respect, the first Islamic
philosopher, El-Kindi’s (796-874) music booklets is accepted to be also the
first author whose works reached today related to music. It is understood that
the name musiki was seen from the time point when translation of Greek works
was completed.

“Music” terms in Turks after Islam

After Turks adopted Islam, scholars like Farabi and Ibni Sina produced
works on medicine, astronomy and music. Farabi’s Arabic work Kitab-1 Musiki
El Kebir (Great Music Book) is the most important music book of the history.

After the adoption of Islam, Turks founded great states like Karahans,
Gazneliler, Great Seljuk’s and Anatolian Seljuk’s. In especially Seljuk’s time
military music developed. The name “musiki” was also used in that time.

Hafiz Abdulkadir Meragi, musician of palace in an important Turkish
state, Timur Empire, used the term musiki in his theoretical works.

Conflicts in the definition of Turkish music

Definition conflicts are at the heart of debate. The name used for more
than 100 years seems to be a subtitle when it was given because it should be
named differently from Western music. The name “Turkish music” was used
first officially by Rauf Yekta Bey using the expression of traditional frets,
magam and usul (ritm), courses and instruments in the same study. In his
writing “national music”, Ziya Gokalp claimed that music dropped from
Ottoman empire is Byzantine origin. Through such a claim, he threw Yekta’s
efforts to dustbin by defending the view that folk music harmonized by Western
music is the original Turkish music. Government accepted Gokalp’s views and
this caused many questions in concepts and perceptions. Music theoretician
H.S. Arel in his book “Who owns Turkish Musikisi,” tried to show it is not



Byzantine, Arabic and Persian origin but not succeeded. Some authors attempted
to remove question marks by using some adjectives before “Turkish music”
but the conflict was not corrected.

Turkish music may falsely be thought that it is performed and produced
only by Turks. However, when considered the large Turkish geography, it is
not much true identification. The mentioned thing here is only a music type
and there is a need for the determination of formation process. It is true that
Turkish has had a certain musical background from Middle Asia to date.

However, from the 10th century, references belonging to Turkish writers reached
to date through Farabi, but until the 17th century very few repertoires reached

to date, in the 17th century, large extended collation repertoires of the authors
like Ali Ufki and Kantemiroglu give opinions related to the musical infrastructure
of mentioned period. Following this century, through either Mesk method or
notation of works saved many music examples from being forgotten. It can be
stated in the light of this knowledge “Turkish music repertoire started with the

17t century Ottoman period. Therefore, other name of Turkish music is Ottoman
Music”.

Expansion of Western music in Ottoman Empire from 19th century and
in republic period mixture of Western Music and Folk music (hybrid) caused a
new type of music imposed as “Turkish music”. Some music authors added
“traditional” as a prefix to Turkish Music the heritage of Ottoman Empire (not
to offend its enthusiasts).

Traditional Turkish Music

The adjective “Traditional” sounds good. However, since such a quality
was granted to Western music in Turkey to give living area to it under the title
of “Turkish music”, most traditionalists didn’t accept and use this adjective. This
music is a type majority of whose repertory comes from Ottoman time and has
unique sound system where the instruments like ud, ney, tanbur, kanun are
prevalent.

When this definition began to be heard, it was criticised densely by folk
music performers and researchers since the definition was just like that of
Turkish Art Music. Therefore, new qualifiers were also added to this name.

Classical Turkish Music: This name may be thought to have been
produced as an alternative to Classical Western Music. However, when

considered the history of Turkish music, it is seen that after especially the 10t
century it gained unique characteristics. Theoretical infrastructure started by
Farabi continued to be developed by the theoreticians such as Abdulkadir
Meragi, Safiyyuddin Urmeuvi. Fifteenth century is known to be the golden age
of Turkish music theory, when a number of theoretical references were written.
This period covering 100 to 150 years after the foundation of Ottoman Empire
represents an age when the books written in Turkish were devoted to Sultans
after the conquering of Istanbul.

Classical Western music



Today, this music type known in Europe and America only with the name
“music” or “classical music” is named after Classical Western Music in Turkey.
When considering music history, since this music type was shaped in the
European countries like Germany, Austria, Italy and France, home of this
music type is known to be Europe.

Before the discovery of the Continent America, Europe was the farthest
west of the world from either geographical or cultural point of view. This
music type is still named “Western music” in Europe, the territories where it
was born. This music type is so-called like this in all references (old — new)
related to music history and theory [4]. Addition of Western as qualifier before
this music type in Turkey is caused by this fact.

Actually, the term “classical” was added as qualifier before a name of
period (1750-1820) in Western music and this period was in mind with the
name of “classical period”. Also in Europe, in this period, music was named
“Classic Music” due to the characteristics of the period. “Classic Music” as a
name was used for the first time in Oxford English Dictionary in 1836. This
music type in Turkey is named “International Art music” even though seldom
and such a name is not used by large mases. In addition, nowhere in the world,
Classical music is called International Art Music. In Turkey, this music is also
named “western music” and “classical music”. However, since there is another
Turkish music type beginning with “classical” it is better to name it “Classical
Western Music” in order to better understand it.

Conclusion

The larger the number of the types of the music the richer the culture is.
People spending effort to develop these music types should continue and
transfer these types in a respected environment and by respecting other masters.
Accurate denomination of music types may be seen to be the starting and an
important point of this respect.
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MNPUOPUTETHI MOANPULTNPOBAHHBIX Y3BEKCKHUX
HAPOJHbIX HHCTPYMEHTOB B PA3BUTHUHN MUPOBOU
MY3BbIKAJIBHOU KYJIBTYPbI XXI| BEKA

Aszatrya TAIIIMATOBA,
T'ocyoapcmeennas koncepsamopus Y36ekucmana,
npogeccop (DSc). (Vz6exucmar)

Aunomayusa: B Oannou cmamebe paccmMampugaromcs  Npoyeccol
Moougukayuu  y36eKCKUX — HAPOOHBIX — UHCMPYMEHMO8 Ol PA3IUYHbIX
803DACMHBIX KaAmMe2oputi 00y4arowuxcs, COOmeemcmayuel Cco8peMeHHbIM
mpeboBaAHUAM MY3bIKAILHO2O UCNOJIHUMENbCMBA, ONpeoelsiemcs  3HaAyeHue
MOOUPUYUPOBAHHBIX UHCMPYMEHMO8 8 PA3BUMUU  MUPOBOU  MY3bIKANbHOLL
kyremypul XX1 eexa.

Kniwueevle cnoea:  moouguyupoganHvlii  Y30eKCKUll  HAPOOHWILL
UHCMPYMEHM, MY3bIKAbHASL KYAbMYPd, UCNOJIHUMENbCKOE UCKYCCMBO, NaAmeHm,
npuopumenmn.

V30ekckre  HapoJHbIE  MY3bIKaJbHBIE  HHCTPYMEHTHl  3aHUMArOT
IPUOPUTETHOE MECTO B PSALY IYXOBHBIX LIEHHOCTEW HAllMOHAJIBHOM KYJIBTYpPHI.
OTnuyaromuecs: HEMOBTOPUMBIM pa3zHOOOpa3ueM BUZIOB, (hOpM, CBOCOOpa3ueM
TEeMOpPOB, HM3YMHUTEIIbHOM  KpacoTOM  MHKPYCTalUW, HEOIPaHWUYEHHBIMU
UCIIOJIHUTEIIbCKUMHU  BO3MOKHOCTSIMH, Yy30€KCKHE HApOJHbIE MY3bIKaJbHbIC
WHCTPYMEHTHI SIBISIFOTCA HEOTBEMJIIEMOM COCTABJISIOMIEW 4YacThIO MHUPOBOM
MY3bIKaQIBHOM KyJbTypbhl. Ha NpOTsHKEHMM MHOTOBEKOBOM HCTOPUU CBOETO
Pa3BUTHS MY3bIKAJIbHbIE HHCTPYMEHTBI TECHO CBSI3aHbI C TOBCEHEBHOM )KU3HBIO,
BOKHBIMH COOBITHUSIMH, OOBIYAsIMU U 00psiTaMu y30€KCKOT0 Hapo/a.

B coOTBETCTBUM C JyXOBHO-3CTETHUYECKMMH M COLMO-KYJbTYPHBIMU
3ampocamMu  OOIIeCTBa U MpoOieMaMH BpPEMEHH Y30€KCKHME HapOJHBIC
MY3bIKaJIbHbIE UHCTPYMEHTBI OTKJIMKAIOTCSI Ha aKTyaJbHble COOBITHUS KU3HU B
pycie TpPOrpeCcCUBHBIX TEHACHIMHA pa3BUTHUS MY3BIKAJIBHOM KyJIbTypbl U
COBEpIICHCTBYIOTCS KaK B CBOUX KOHCTPYKTHUBHBIX H3MEPEHHUSAX, TaK U B
UCITOJIHUTEIIbCKOM HCKYCCTBE.

XyI0KECTBEHHO-TBOPUYECKHE WHHOBAIMOHHbBIE POLIECCHI
COBEPILIEHCTBOBAHUS yY30€KCKOTO HApPOJHOTIO MY3BIKAJIbHOTO WHCTPYMEHTapHUs
0COOEHHO MHTEHCUBHO MPOUCXOJAT CErOAHs, MpuoOpeTas IIeHHbIE JOCTUKEHUS
B oOmactu Moau(UKaUMU HWHCTPYMEHTOB, HAMpPAaBICHHOM Ha KadyeCTBEHHOE
pa3BuTHE 00pa30BaHUs U BOCIIUTAHUSA MMOAPACTAIOIIETO MOKOJIEHUSI.

MoaudunupoBaHHbie y30€KCKHUE HAPOJHbIE MY3bIKaIbHbIE HHCTPYMEHTHI,
npeIHa3HaYeHHbIE JUIsI BCEX BO3PACTHBIX KaTEropuil oOydarolmuxcs, HUMEIOT
OTPOMHOE 3HaueHue B (HOPMHUPOBAHMHM MHUPOBOCHPHUATHS U MHUPOBO33PECHUS
MOJIOAEKH Yepe3 My3UIIMPOBaHKe, MpruoOpeTaroiiee BCeoObEMITIONIEE 3HAUCHHE
B CUCTEME HEIMPEPhIBHOTO MY3bIKAIBHOIO 00pa30BaHMUsL.

YeunusaMu MHOTHX TOKOJIGHMH Ha NPOTSHKEHUH HMCTOPUYECKUX DIO0X
HapOAHAasi THCTPYMEHTaJIbHas My3bIKa (HOpMHUPOBAIACh KaK YHUKaJIbHAas UACHHO-
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oOpa3oBarenpHasi, JyXOBHO-3CTETHYECKass  II€HHOCTb,  MPEICTaBISAIOIIAs
MO3HABATEIbHBIA MHTEPEC HE TOJBKO I HAayKH, HO M JJIsI COBPEMEHHOIO
MY3bIKaJLHOTO  TBOpYECTBA, 0Opa3oBaHUsT M  BocnuTaHus. Packpsitue
MHOTOYHUCJICHHBIX CBOMCTB M COCTABJISIONIMX AJIEMEHTOB Y30€KCKMX HapOJIHBIX
MY3bIKaJIbHBIX WHCTPYMEHTOB CIOCOOCTBYET pACIIMPEHUIO BO3MOMXHOCTEH
COBPEMEHHOW HMHCTPYMEHTAIbHO-UCIIOJIHUTEIBCKOW MPAKTUKH, U, CaMOe
IJIABHOE, COBEPIIEHCTBOBAHUIO XYA0KECTBEHHO-TBOPYECKOTO MBIIIIJICHHUS.

HcrionHUTENbCKOE UCKYCCTBO HA Y30€KCKMX HApOIHBIX MY3bIKAJIbHBIX
MHCTPYMEHTAX SBIECTCS OAHUM M3 NEPCHEKTUBHBIX HAIPABICHUM Pa3BUTHSA
MY3BIKQJIbHOM KYJBTYPBI U IOATOMY TPeOyeT K ce0e MpucTanbHOro BHUMaHus. B
OTOM CMBICIIE OJHMM W3 BAXXHEWIINX HOPMATHUBHO-IIPABOBBIX JTOKYMEHTOB,
UMEIOIINX METOJIOJIOTUYECKOE 3HAUYECHHWE B PEIICHHUU TPOOJIEM COBPEMEHHOM
HAapOJAHOW  MHCTPYMEHTAJIbHOM  KyJNbTypbl, sBisAeTcs  llocTtaHoBieHHE
[Ipesunenta  PecnyOnmuku  Y306exuctan  IllaBkata  MupsuéeBa  «O
JIOTIOJIHUTENBHBIX MEpax IO AaJIbHEHIIEMY pa3BUTUIO CQepbl KyJIbTypbl U
MCKYCCTBa» °, B KOTOPOM MOMYEPKUBAETCS AKTYyalbHOCTH M HEOOXOIMMOCTH
BceoO11ero 00y4eHus MoApacTaroUIero NOKOJEHHUS Urpe Ha Y30EKCKUX HapOJHBIX
MY3bIKaJIbHBIX HHCTPYMEHTAX.

B peanuzanuu 3axauy no npuoOUIEHUIO MOJNOAEKHU K MY3ULIMPOBAHUIO Ha
y30€KCKUX HApOAHBIX MY3bIKAJBHBIX HHCTPYMEHTAX OCHOBOIOJArarolee
3HAYEHHUE UMEET MOJU(UKAIUSI MY3bIKAJIbHBIX HHCTPYMEHTOB. MICITIOKOH BEKOB
TBOPYECKHUE DBOJIIOIMOHHBIE IPOLECCH PA3BUTUA HAPOJHOW MY3BIKAIBHOU
KyJbTYpBl SIBIISIUCH MOTYYMMHU CTUMYJaMU OOHOBIIEHHUS >KM3HEIEATEIbHOCTH
oOlmecTBa B COOTBETCTBUM C TPEOOBAHMSIMU BpPEMEHH, HHTEHCHBHO
BO3POKIAIOIMMUCS CETOIHS.

Moaudukanusi My3bIKalbHbIX HHCTPYMEHTOB SIBJISIETCSI OJTHOM U3 CAMBIX
aKTyaJIbHBIX U BOCTPEOOBAHHBIX MP0OJIeM My3bIKadbHOU Hayku. Ha mpoTskeHuu
MHOI'OBEKOBOT'O  HCTOPUYECKOTO  Pa3BUTUA  MY3BIKAJIBHBIE WHCTPYMEHTBI
BUJIOU3MEHSJINCh B COOTBETCTBUM C Pa3BUTUEM MY3BIKAJIBHOIO MBIIIJICHNUS,
KyJIbTYpbI, 00pa3a *KU3HU, SJKOHOMUKHU, COLIUOJIOTUH.

Cerogns B XXI| Beke 3TOT mporiecc NpOUCXOAUT 0COOEHHO UHTEHCHUBHO B
YCIOBUSIX  INIOOANM3allMy, TEXHUYECKOTro Iporpecca M MOAM(PUKALUSA
MY3BIKQJIbHBIX MHCTPYMEHTOB HEMBICIMMa 0€3 HayyHOro OOOCHOBaHHUS 3TOTO
CJIO)KHEMILIETO B TEXHOJOTHMYECKOM IUIaHE TBOpYECKOro mnpouecca. [loHarue
MOAM(UKALMK  Y30€KCKUX  HApPOJHBIX  MY3BIKAIBHBIX  MHCTPYMEHTOB
MOAPA3yMEBAET, IPEKIE BCETO, KAYECTBEHHOE HW3MEHEHHWE B KOHCTPYKLHH
MY3bIKQJIBHOTO HMHCTPYMEHTa HE MEHSIOUIEE €ro BHJAA, HO OKa3bIBAIOIIEE
ONpeEIEHHOE BO3AECHCTBUE HA UCITOJIHUTENBCKUE BOZMOKHOCTH MY3bIKAHTA.

Monudukanus crnocoOCTBYeT paCIIMPEHUIO BBIPA3UTENBHBIX CPEICTB,
Juarna3oHa,  yA0OCTBY  MPHUCHOCOOJEHUS  MY3BIKAHTA-UCIIOJHUTENS K
MHCTPYMEHTY, YTO OY€Hb BaXHO HA HA4yaJIbHOM JTane OOyudeHHUsi Urpe Ha
uHcTpyMmeHTe. [loaToMy B Haleit paboTe OCHOBHOE BHUMaHUE 00paIleHo Ipexke

3 TTocranosnenue IIpesunenta Pecriybnuku Yi6exuctan 1llaskata Mupsuéepa «O JONOTHUTENBHBIX MEPAX MO

JabHEHIeMy pa3BUTHIO chephl KyIbTyphl U HCKyccTBay Ne TTI1-112 //Hapomaoe cioBo, 2022, 4 despaist Ne26
(8088).



BCETO K MOMU(PHUKAINKA MY3bIKAJIbHBIX UHCTPYMEHTOB IJISl yUaIlUXCS JTETCKUX
IIKOJI MY3BIKM U HCKYCCTB, 0O0I€00pa30BaTeNIbHbIX IIKOJ, BBIMOJHSAIOMINUX
dbyHkuuio  oOpazoBaTenbHOro  (yHIAaMEHTa, a TakXke CTYACHTOB U
po(ecCUOHANIbHBIX UCTIOTHUTEIIEH.

Ceronnst B HoBoMm VY30ekucrane 3HAYMTENBHO BO3pPAcCTaeT MHTEPEC K
WHCTPYMEHTAJILHOMY HCIIOJIHUTEIIbCKOMY HCKYCCTBY. B 00pa3oBaTesbHbIX
yUpexACHUSIX 0c000€ BHMUMAaHUE HAIpPaBICHO Ha IMOBBIINICHHE MY3bIKAIbHBIX
3HAaHWK, YMEHWW W HABBIKOB ydJamuxcs, (OPMHUPOBAHWE B CO3HAHUH W
CaMOCO3HAHUU TMOAPACTAIOIIETO MOKOJICHUS JIIOOBU K HAIIMOHAIBHON KYJIbTYpE,
BBISIBJICHUE U TOJJICPKKY MOJIOABIX TaJaHTOB.

Oco000 BaXHBIM JIJIS1 TyXOBHO-3CTETHYECKOTO PA3BUTHS MOIPACTAIOLIETO
MTOKOJICHHSI SIBJISICTCS MMOCTHKEHUE TITyOMHHBIX OCHOB HAITMOHAIBLHON TPHUPOIBI
y30€KCKOM HapOJAHOM HHCTPYMEHTAJIBHOM KyJIbTyphl. B cOoOTBeTCTBUU C
TpeOOBAHUSIMU COBPEMEHHOTO O00pa30BaHUs U BOCIUTAHUS ydaluecs: 0Os3aHbI
OCBOUTHh HABBIKM WIPhl HAa OJHOM WJIM HECKOJBKUX Y30€KCKHUX HapOJIHBIX
MY3bIKaJIbHBIX THCTPYMEHTAaX. B 3TOM OTHOIIEHUU BHEAPEHUE B MIPAKTHKY BCEX
00pa30BaTeNbHBIX YUYPEKICHUNW HA BCEX YPOBHSIX CHUCTEMbI HEMPEPHIBHOTO
oOpa3zoBaHus Y30€KHCTaHa, OCBOCHHS HCIIOJIHUTEIbCKOTO HWCKYCCTBa Ha
MOAU(PUIIUPOBAHHBIX Y30€KCKUX HAPOIHBIX MY3bIKaJIbHBIX MHCTPYMEHTAX UMEET
OTPOMHOE 3HAY€HWE IS JAJbHEWIIEro pa3BUTUA HAyKH, HAUHWOHAJIbHOU
KYJBTYpPbI U UCKYCCTBA.

Hamm  HayuyHble  UM3bICKaHWS, WHUIIMATUBBI TMOMCKOB  CO3JaHUS
MOIU(MUIIMPOBAHHBIX Y30€KCKUX HAPOAHBIX MY3BIKAJbHBIX HWHCTPYMEHTOB
SBJISIIOTCSI OJHOM M3 BaXKHBIX TEHJICHIIMI Pa3BUTHSI MY3bIKQJIHLHOTO 00Opa30BaHUs
¥ BOCIIUTaHUs. B 3TOM HampaBiieHUU yXe CJlieJIaHbl MIEPBBIC IIarv, B YaCTHOCTH,
ATO U300peTeHUsT MOIUDUIIMPOBAHHBIX JIETCKOTO TPAAUIMOHHOIO JyTapa,
KaIlllrapckoro py6aba M Kamrapckoro KOHIEPTHOro pybOada i ydalmxcs
JETCKUX IIKOJ MY3bIKM M HMCKYCCTB, CIELHAIN3UPOBAHHBIX IIKOJ HCKYCCTB,
TaK)Xe JIB€ PA3HOBUIHOCTH pyOaba MpUMBI, KOHIIEPTHBIN py0ad m adraHckuii
py06ab s cTyACHTOB U PO ECCUOHAIIBHBIX UCITOTHUTENICH.

Ecnmu o momudukaum oTCyTCTBUE CHEIHAIBHO CO3JaHHBIX Y30€KCKHUX
HapOJHBIX MY3bIKaJIbHBIX HHCTPYMEHTOB ISl YUAIIUXCS AETCKUX IIKOJ MY3bIKH
Y UCKYCCTB HETaTUBHO OTPAXkKaJIOCh HA YPOBHE 0OIIIET0 TAPMOHUYHOTO PA3BUTHUS
JeTel, TO CEerofHss MOoJIU(UKAIMS IMO3BOJISIET YCHENIHO peliaTh aKTyaJlbHBIC
npoOJieMbl 00yUYeHHsI UTPe Ha y30€KCKMX HAPOAHBIX MHCTPYMEHTAX C y4E€TOM
BO3pACTHBIX 0COOECHHOCTEH yuanuxcs. Ecnu paHblie yyampecs IpUHUMAINUChH B
JETCKUE IIKOJIBI MY3BIKH M HCKYCCTB, IJIi OOy4eHHUS HIpe Ha Y30E€KCKHX
HApPOJHBIX UHCTPYMEHTAX, HAYMHAS C MATOrO Kjlacca, TO celvac 3TO MPOUCXOIUT
YK€ C IEPBOTO Kjacca.

Takum o6pazom, co3zgaHHbie A3aTryn TarmMaToBOW U TPYNIION MacTepoOB
MOAU(UITUPOBAHHBIC y30EKCKHE HApOJHBIE MY3BIKAJIbHBIE WHCTPYMEHTHI,
MOJIYYMBIIINE TIATEHThI, HAa W300peTeHHe, BbIJAaHHBIE ATEHTCTBOM TIO
WHTEJUICKTYalIbHON COOCTBEHHOCTH Tpu MUHHUCTEpCTBE focTUlinu PecryOnuku
VY30ekucTan, pacKphIBaIOT HEUCYEPIIAeMble BO3MOXKHOCTH W HOBBIC TpaHU
UCIIOJHUTENIBCKOTO  MCKycCTBa. PaclidpeHue uama3oHa  My3bIKaJlbHBIX



WHCTPYMEHTOB oO0OecrneunBaeT ya00CTBY CBOOOJHOTO BIAJCHUS 3BYKOBBIM
POCTPAHCTBOM, KAuEeCTBEHHOE M YHUCTOE HWHTOHUpOBaHHME. TeMm cambIM
OTKPBIBAIOTCS TPUOPUTETHI BOCTPEOOBAHHOCTH MOJIU(PUIIMPOBAHHBIX Y30EKCKUX
HApOJHBIX UHCTPYMEHTOB, MPAKTUYECKU BO BCEX HAMPABICHUSAX MY3bIKAIBHOTO
UCITOJIHUTEHCTBA.

MoauduiupoBaHHbie y30€KCKHE HAPOIHbIE MY3bIKaJIbHbIE HHCTPYMEHTHI
MPENIOCTABISAIOT yYalluMcsi 00pa3oBaTENbHBIX YUPEKICHUM, CTyJIEHTaM W
npodeccuoHaTbHBIM MYy3bIKaHTaM Oorareiiue BO3MOKHOCTH
COBEPIICHCTBOBAHUSI  HCIIOJIHUTEIBCKOTO  MAacTepCTBA W paCIIUPEHHS
pernepTyapa, TMO3BOJSIIOMIMX OJUCTATEIbHO JEMOHCTPUPOBATH y30EKCKOE
MY3BIKQJIbHOE HCKYCCTBO HA MUPOBBIX CIICHAX.

be3ycioBHO, YTO MPHOPUTETHBIM TBOPUYECKUN MpoIllecC MOAUUKAIIH
YCIICIITHO MPOJOJIKACTCS, U 32 MOIUPUIIUPOBAHHBIMH Y30CKCKUMH HAPOIHBIMU
My3bIKaJbHBIMU ~ HWHCTPYMEHTaMH, Ha KOTOPBIX BJIOXHOBEHHO  HIpalOT
MY3BIKaHTBI-UCIIOJIHUTENH, O0JIbIIOE OyayIee.
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KHUT' A IEJAE KOPKYT B APEAJIE OI'YCKOTI'O 3ITIOCA

I'oasna3z ABJAYJIJIA3SA/E,

doxmop gunocoghckux nayk, npogheccop,

IIpopexmop no HayuHol u meopueckou pabome
bakunckoti Mysvikanvnoti Akademuu um. Y. I'adxcubetinu.
(A3epbatioxcan)

Annomayun: Kaxosa owce yenv usyuenus xHueu «/lede Iopzyoy?
Buvloarowuecss yuénvle mMupogozo ypoHs U 8 COBEMCKOM PYCCKOSA3bIYHOM
npocmpancmee YOeusiu dMomy dnocy ocoboe eHumanue. Ilpuyunoii 2mozo
ABNAIOMCS €20 TUHSBUCTNUYECKUEe 0COOEHHOCU, XYO00HCECMBEHHOE COOEPHCAHUE,
MoyHoe 2eocpaduueckoe NONOJNHCeHUe U Oblm, KyIbmypa U 2epoudecKue
docmudiceruss O2y3cKux niemén, ONUCAHHble 8 IMom pecuone. Bcé smo gvicoko
OYEHUBANIOCH MUPOBLIMU VHEHbIMU KAK VHUKATbHBINL U HENOGMOPUMBLIL npumep
snoca.

Kniwueevie cnoea: Ananus, Jlede [opkym, ocy3ckue niemena, 3n0c,
oacman, eeozcpaghuyeckoe NOa0NHCeHUe, CPAGHEHUe, TAMUHCKULL aigasum.

Hene KopkyT npeiacrtaBisieT OpUTMHAIbHBIA HEMOBTOPUMBIA 00paseln
JTACTAHOB, MOBECTBYIOIIMX HE TOJBKO O COOBITHSAX AAJEKOr0 MPOILIOro, HO U
IEPENAOIINX UX BO BPEMEHHOW M NMPOCTPAHCTBEHHOM CBA3HU. LIEHHOCTH 3TOrO
NPOU3BEIEHUSI - B €ro 3THOrpauueckoil mepenaye KU3HEIEATEIbHOCTH
Ory3CKMX KoueBbIX IuieMEH. Kak mpaBwiio, B JacTaHax B THHEPOOTIMYECKOM
dbopme mnepenarTcs TeporYEcKHE CIOKEThl, TpaHUYallie ¢ MHPUIECKUMU
oOpazamu. B HCKIIOUMTENBHBIX CIydasX TaK MacTepCcKu H300paxaroTcs
OOIIeCTBEHHAs U JIMYHAs JKU3Hb Ha (POHE Pa3BOPAUMBAIOIIMXCS T€POUUYECKUX
coopiTuii.  IIpaBIMBOCTH  CIOKETa  MOJKPEIUIAETCS  MOYYUTENIbHOCTHIO,
MPOXOMSIIEM KPAaCHOM HUTBIO 4Yepe3 Bechb JacrtaH. [loyuunrenbHOCTH
OCYILECTBJISIETCA ~ IOCPEACTBOM  HACTABJICHUS, MYAPBIX U3pEYEHUU U
npopodeckux npeasuacHuid. Haunnas ¢ mpodnemsl Oora, nepexo/is K Bonpocam
CBSITBIX U IIPOCTBHIX CMEPTHBIX, BBIPUCOBBIBACTCS )KU3HEHHAS MMO3ULIMS OTY3CKUX
KOYEBBIX IIJIEMEH, KOTOPBIM BBINIAJIO cYacThe UMETh d11oc Kopkyr [lene.

OOpaiasch K TeKCTaM HM3BECTHBIX MUPOBBIX YU€HBIX O «/lene Kopkyray,
MBI MOKEM Y3HATh O )KM3HEHHOM YyKJaJe Ory3CcKux INIEMEH, UX MUPOBOCIIPUATHH
U UCTOPUYECKUX COOBITHSX, NepeaaHHblx yctamu «Jleme Kopkyr», u Takum
00pa3oM MO3HAKOMUTHLCS C Ha3BAaHUSMU UX Te€OrpapuuyecKux MeCT MpOKUBAHUSA
u o0pazy *u3HU. J[yxoBHYIO IIEHHOCTh 3ToMYy TipuaacT cam «Jlene Kopkyr». B
CBSI3U C 3TUM BO3HHMKAET BOIPOC: KTO Takue Ory3ckue meMena? Ha atot Bonpoc
y4E€HBIE HAXOIAT OTBETHI IOCPEACTBOM HAYUYHBIX ITIOMCKOB, U IO CJIEAM 3TOTO
AII0Ca, U HA OCHOBE HCCIIEIOBAHMM CO3JAKOTCA DPa3JIMYHBIE Pa3HOKAHPOBBIC
IIPOU3BEICHUS, KOTOPBIE B TOW WJIM MHOM CTENIEHN MHTEPIPETUPYIOT 310C «/Jlene
Kopkym».

BcerynurensHOE CII0OBO K 3110CY 1 KOMMEHTapUH NIEPEBOAYMKA, PEAAKTOP U
aBTop npenucinoBus «Kuura otna Hamero Kopkyra» noktop Qumonornyeckux



Hayk mpocdeccop X. I'. Kopornel mumer: «MOXHO NPEANONIOKUTh, UYTO €&
aBTOPOM WM cocTaBuTeneM Obll Hekud AoOnmamnax uoH apamk. Kuaura
BKIOWaeT |2 ckazaHMil Ory3HaMe€ U YCIOBHO Ha3BaHa «Jlpe3neHcKoit
PYKOIIHCBIO» MO MECTy XpaHeHUs1. CylllecTByeT ené 0qHa PyKOIKUCh, HA3BaHHAs
«Xukahar-u orysname-u Kazan-0ek Ba reripox» («IloBectp-oryzname o Kazan-
Ooexe u apyrux»). OHa BkiIrO4YaeT 6 CKa3aHUM — Ory3HaM€ U XPaHUTCA B
oubnuorexke Bartukana, oTClola ee YyCJIOBHOe Ha3BaHue «BaTukaHckas
pyKomuch». Mbl MOKa HE pacrmojiaraéM TOYHBIMH JAHHBIMA HU O BPEMEHHU
HaIMKUCaHUs ATOTO MaMSITHUKA, HU O €r0 aBTOPE» .

[lepByto wuHbpopManuio o Barukanckoil pykomucu MNPeAOCTaBUII
uTanbsHCKUM yuéHblii O1tTope Poccu B 1950 roay, a B 1952 rony on Hanmcain
MpOU3BeACHUE cocTodllee U3 364-cTpaHull, B KOTOpOE BKIIOYWI (Pakcumuie
pykonvcu BaTtnkaHCKoOW BEPCUM .

Kak J[lpesnenckas, Tak u BaTukanckass BepcuM OBLIM HECKOJBKO Ppa3
u3nanbl B Typuuu u AzepOaiimxane. Cpeny onmyOJIMKOBAaHHBIX TEKCTOB OoJiee
HaJEKHBIMA HMCTOYHHUKAaMU cunTatrorcss wuznanus Opxana [llamka [@'€xpss,
Maxappema Opruna, Cemuxa Te3zmxana u Xenapuka boemorena B Typuuu, a
Takke Xamuaa Apacisl (B 1939, 1962 u 1978 rogax), ®apxana 3eitHanoBa u
Camera Anuzane B AzepOaitkane (B 1988 roxy).

Urto kacaercsa BaTukaHckol Bepcuu, TO CIEAYET OTMETUTh, YTO OHA 0 CUX
nop He ObuUla wu3gaHa B AsepOaifjpkaHe KaK CaMOCTOSTENIbHAs KHHTA.
BarukaHckas Bepcus HCIIOJIb30BaJIaCh B KAYECTBE BCIIOMOTaTEIbHOIO UCTOYHUKA
B TekcTax, u3naHHbix Dapxagom 3eiiHanoBbiM M CameTroMm AlNM3a/€ Kak B
m3nanuu «/ene 'oprya» 1988 rona, Tak u B nepBoM ToMme «DHIMKIONeanu Jlene
Iopryn» Camera Anuzane. ABTOpbl B 000MX HM3JIAaHUSIX CTPEMUIIUCH TOJBKO
OTpa3uTh BaTHKaHCKYIO BEPCUIO K B OCHOBHOM XOTEJU JOMOJHUTH [[pe3neHckyo
Bepcuto. CTOUT OTMETUTH, YTO aKaJIeMHUK XaMuJ Apacibl Takke oOpaiaics K
BaTtukaHckol BepcuM NpU MOATOTOBKE TEKCTa JIpe3IeHCKOW BEPCUHU K I€YaTH
JUJIs yTOUHEHHS! HEKOTOPBIX CIIOB.

Cnenyer cka3arh, YTO UCCIENOBaHHE BaTWKaHCKON pyKONUCH B
MOCJIEAHUE TO/IbI IBJISIIMUCH KAMHEM IIPETKHOBEHUS B YUEHBIX KpyTraX JIMHIBUCTOB
u (umonoros. S3pik BaTWkaHCKOW pPYKOMHCH HECKOJIBKO OTIWYAICS OT
Ipe3neHckoro. OpHako MOCIAEAHME  HCCIENOBAHUS, MPOBEAEHHBIE B
A3zepOaiixaHe, TMOKa3bIBAIOT  COBEPIIEHHO HWHYI  KapTuHy. JlokTop
bunonornueckux Hayk, npodeccop Tapnan ['ynueB B o6nactu uzydeHus smnoca
«/lene Kopkyt» BmepBbeie B A3zepOaiijpkaHe mnepeBén BaTWkaHCKYHO BEpCHIO
«ene Kopkyt» ¢ npeBHero andaBura Ha COBPEMEHHBIN JJATUHCKUM andaBUT U
n3gan oty Bepcuto B 2018 roay. Batukanckast Bepcusi COCTOUT U3 1 nmpeaucioBus
U 6 CIOKETOB, U €€ (PaKCUMWIBHBIN 00pa3ell MPeOCTaBlIeH B KOHIIE KHUTH JIJIs
MPOBEJICHUS CPABHUTEIBLHOIO aHAJIN3A.

O numer: «Tak, cormacHo MOCIEIHUM HCCIEIOBAHUSIM, OTY3CKHE
IJIEMEHa, B YacTHOCTH, co3farenu snoca «Jleme Kopkyr», He mpuuum B
AzepOaiimxan u3 LlenTpansHoit A3um, a )Kuiiu Ha TeppuTopun AsepOaiimkana c
IpEeBHEUIIMX BpeMEH. OTOT (AKT MOXKHO, HAMPUMEP, MOATBEPIUTH C



JIVMHTBUCTHUYECKOW TOYKM 3peHus Npu uTeHuu Ttpyaa Maxmyna Kamrapu
«/luBaHy JyraT aT-TypK» ...

«Taxkum 00pa3oM, MOABOISI UTOTH HAIIMM Pa3MBIIIIEHUSIM 0 3moce «Jlene
[oprya» u npeaucioBuio K HU3AaHUI0 BaTukaHCKOM Bepcuu, Mbl XOTEIH Obl
BBICKA3aTh CBOE MHEHHE N0 OJHOMY Bompocy. B obnactu usyuenus «Jlene
KopkyT» 10 cHX MOp HE pEeLIEH BONIPOC: YTO SBISETCS OCHOBHBIM — J[pe3ieHcKast
Bepcuss win Bartukanckas? SBnserca nu  BarukaHckas BepcHs KOIUEH
Hpe3nenckoit Bepcuu, uiau 00e Bepcuu ObUTM CKOMMUPOBAHBI C HEM3BECTHOM HaM
TPEThEN BEPCUU?..

Bo03M0HO, 4TO 3TOT 3M0C CYIIECTBOBAJ B PyKaX MHUCIA HA TYPELIKOM HJIA
anmbaHcKkoM andaBUTe, U OH BIIEPBBIC MEPEBEN €ro u3 ajOaHCKOro andaBuTa B
apaOckuii 1 100aBHII ONIpeIeIEHHBIE JOTTOTHEHUS . .. Ham KaxkeTcst, 4To Kora 3Tu
BEpCUM ObUIM 3alTMCaHbl, OJIMH YEJIOBEK YUTAI UX, a IPYTrOoM 3aluChiBa, HE TSI
Ha TEKCT mepea co0oi, a MPOCTO CIIyIIasi paccKas U3 ycT.

Bo3Bpaiasce kK BOIpoCy KTO TaKUE OTy3bl U KaKHE MaMSITHUKH MUPOBOTO
3HaueHus oM ocTaBwiIM 0 cede nmpodeccop X.I'.Koporisl numet: «[lo Tpaauimu
ory3sl fenstcs Ha 24 temenu. ['maBHeiM cpenu ory3oB Maxmyn Kamrapu (XI
B.) Ha3piBaeT miiems KbIHBIK. Ha BTOpoe MECTO OH CTaBUT IUIeMs KalbIr (Kaiibl),
KoTopoe B nanbHeiiieMm, B XIV-XV BB., yxe B Mayiol A3uu, BO3TJIABUIIO
Jiep’kaBy OCMaHOB. TpeTbUM OH Ha3bIBaeT IUIeMs OasHIyp, TOXKE HIrpaBIlee
OOJIBIIIYIO POJIb B TOCYIApCTBEHHON oOpraHuzanuu ory3oB. OHO BO3IJIABJISIO
MJIEMEHHOE 00bEeIMHEHUE, CO3/aBIlee B CPEIHUE BEKa MOIIHYIO JEep>KaBy AK-
Koronny B AzepOaiimkane, Mpane u Manoit Asuu. basunyp B «Kutabu nagam
KopkyT» 3THOHUM, XaH OTY3CKOTO HJISL.

[Inemst GasT 1ano0 W3BECTHBIX JEITENECH KyJIbTypbl, B TOM YHCIE
MPOCJIABJICHHOTO Ha BeCh MU nodTa-rymanucta ®usynu (1498-11556). Onna us
Benymux ¢uryp «Kurtabu Jlama Kopkyr», npeBnmii crapent Kopkyr, Takxke
MPUHAIICKUT K TIIIEMEHU OasiT.

3aciyXuBaroT 0cO00ro BHUMaHUS €lle JBa TUIEeMEHH - aduiap U cairyp,
U3BECTHOE OOJIbINE KaK cajop uiu canyp. [lepBoe HEOJHOKpATHO UTPAIO BUAHYIO
pOJIb HUCTOpUYECKUX cOOBbITHIX HA bmkaem u Cpennem Boctoke. Hanpumep, B
XVIII B. Hagup-max Admap (1688-1747) oObeauHmI pacnaBuIyocs IepKaBy
CedeBumop (1502-1736) u pacmpocTpaHul CBOIO T'ereMoHHIO OT MHaumm 10
Uepnoro mops. Iliems camop 4acTo yIOMHMHAeTCss B HAapOIHOM TBOPYECTBE
BOCTOYHBIX ory30B. B «Kutabu mamam KopkyT» ofHa U3 IeHTpaIbHBIX poJieh
otBenena Canyp-Kazany.

Takum 00pa3oM, 3TH ISATH U3 ABAIATH YEThIPEX MJIEMEH IIPEACTABICHBI HE
TOJBKO B (POJIBKJIOpE, HO M B HMCTOPUHU OTY30B, MEPECEIMBIINXCS Ha 3amaj.
OcranbHble OTY3CKHE IUIEMEHA, MepeurciieHHble B Tpyae Maxmyna Kamrapu,
COXpaHUWB JI0 HAIUX JHEH JPEBHUE STHOHUMBI, OOMTAIOT TJIABHBIM 00pa3oM B
AzepOaiimxane, Manoit u Cpenneit A3umn .

KaxkoBa xe nenb nuzydenust kuuru «Jlene Kopkym»? Beinaromuecs: yuéHble
MHPOBOI'O YPOBHS U B COBETCKOM PYCCKOSI3bIYHOM ITPOCTPAHCTBE YIETISIIU 3TOMY
MoCcy 0co0oe BHMMaHWE. [IpUYMHON ATOTO SBISIOTCS €T0 JIMHTBUCTUYECKHE
OCOOEHHOCTH, XYJIO)KECTBEHHOE  COJIEp’)KaHHMe, TOYHOE Treorpaduaeckoe



MOJIOXKEHUE M OBIT, KyJIbTypa U IepondYecKue AOCTHKeHUs Ory3CKHX IJIEMEH,
onmucaHHble B 3ToM peruoHe. Onoc «Kurtabu [ene Topryn», mo cyrw,
paccMaTpuBaeTCsl Kak IPUMEpP pEIKOro 3I0cCa, KOTOPBIA, CIOBHO MO
HaOmoaeHueM sTHorpada, reorpada, UCTOpUKa, OJHUM CJIOBOM Myjpelna o
uMmenu Jlene KopkyT, KOTOpbIi Ha MpuMepe COOBITHI MPOILIBIX JIET JAET COBETHI
JUTst OyAyIIEro MOKOJICHUs, MPU3bIBasi K COXPAHEHUIO KUBOW MPUPObI, BEICOKOM
MOpalid, JO0BU M TyMaHu3Ma. BcE€ 3TO BBICOKO OIEHHMBAIOCH MHUPOBBIMU
YYEHBIMHU KaK YHUKAJIBHBIM U HEOBTOPUMBIN PUMED 3I10CA.

«Hauyano BcectoponHeMy HayuHoMy wusydeHuto «Kutab-u KopxyT»
MOJIOKEHO OBUIO KPYIHEWIIMM PYCCKMM HCTOpUKOM BocToka, akaaeMuKom
Bacwimem Brnagumuposuuem bapromsaom (1869-1930 rr.). Paboter B. B.
bapTonbaa v ero yueHUKOB, U3 KOTOPBIX HEKOTOphIE ObLTN yposkeHaMmu CpeaHeit
A3un, co3ganM MPOYHOE HAYYHOE OCHOBAHME [JII HMCTOPHYECKOTO U
(OJIBKIIOPHOTO UCTOJIKOBAHMSI OI'y3CKOTO 3II0CaY ...

«B HacrosmeMm u3gaHuM TeKCT Iepesoaa B. B. baprosbma ocrasieH
HEIIPUKOCHOBEHHBIM. Ero Bbplgarommecs XyZOKECTBEHHbIE JOCTOMHCTBA
UCKJIFOYaJIU BO3MOYKHOCTD PEAAKIIMOHHON PABKU U YTOYHEHUS 10 MEJIoYam» .

«IlepeBoxg B. B. bapronpna Obul TIIaTenbHO CBEpeH C Jpe3aeHCKUM U
Barukanckum cnuMckaMyd , a TakKe C TPAHCKpUOWPOBAHHBIM JIATUHCKUMHU
OykBamu TekctoM, wu3gaHHbiM O. II. T'éksaseMm , U €O CBOJIHBIM
JATUHU3UPOBAHHBIM  TEKCTOM, ONyOsukoBaHHbIM M. Oprudnom . Ilpu
COCTABJICHMHM TMpPUMEYaHUl ObUIM TPHUHATHI BO BHUMAHUE IOINPABKH,
npeioxkennsie I'. Apacibel 1 M. I'. TaxmacuboM , UTanbIHCKUM TIEPEBOJ U
uccienosanue Irrope Poccu (1894-1955 rr.), npuMeyaHus K TEKCTY U CIOBaphb,
NpWIOKEHHBIM K HazBaHHoMy Tpyny O. I. ['éksasd, a takxke npyrue padoThl,
MCIIOJIb30BaHNE KOTOPBIX KaXAbI pa3 OrOBAPUBAETCA .

B pazbsicHenun reorpaduyeckux Ha3BaHWH, BCTPEYAIOUIMXCS B TEKCTE
IIaMATHUKA, 3HAYUTENbHYIO MOMOIIb OKas3ano ucciaenoBanue Keuipssi-oriny M.
daxpeTTUHa ».

Mpicip 06 uznanun «Kutab-u Kopkyt» (B mepeoge B.B.bapronbna) B
cepun «JIureparypHble NaMATHUKW» MPUHAMNICKUT HBIHE IMOKOMHOMY YIEHY-
koppecnionnienty AH CCCP mpodeccopy A. 10. SxyboBckomy, Ommxaiiemy
yueHuky B. B. bapronbnaa.

Nx xenanue n3gath KHUTY «Ory3kuil TE€pOUYECKUN SIIOC B IEPEBOJIE
akanemuka B.B.bapronpna «Knura moero Jlene Kopkyra» monroe Bpemst He
ocymiecTBisuiock. OgHako B 1962 rogy srta KHHMra yBujeida CBET B CEpUHU
«JIuteparypHple MaMsITHUKU», U ero yueHukHd - B.JKupmynckuii, A.KOHOHOB co
cnoBamu: CBOM CKPOMHBIM TpyA 1O TOJATOTOBKE H3TOTO  M3/IaHUSA
HIDKETIOAIMCABIIMECS ~ MOCBAIIAIOT  NaMsaTH  Bacuimua  BrmaguMupoBuua
bapronbna.

B Hmwxke mnpencraBIeHHONM CTAaTbe IIPUBEACHBI CCBUIKM HA TEKCT,
ocHOBaHHbIE Ha nepeBoe B.B. bapronpna «Kuura moero [lena Kopkyray.

VMEeHHO B HACTaBIEHUAX U MOYYEHUAX BBIPUCOBBIBAECTCS HPABCTBEHHO
ITUYECKass MOJOIJIEKA JAacTaHa, IZAE€ METOJ CpPAaBHEHHUS M CONOCTAaBJICHHUS
IPEIOCTABIISET BO3MOKHOCTD CYXKJIEHUS U Xy10)KECTBEHHOTO BOOOPaKEHHSI.



TekcT smoca ¢ TOYKH 3pPEHUS CTWISA SBJISIETCA MOYYUTEIbHBIM, HOCHUT
XapakTep MPEAUCIIOBUS U MPEACTaBiIsseT coOoi 000OMEHHBIH 00pa3 OyayIImX
COOBITHH, CITyaII1il CBOETro pojia MOJArOTOBUTENbHBIM 3TAIlOM K TPOUCXO IS IIIUM
B HEM COOBITHUSIM.

B oTtBneuénnoit, nnockazarenpHoOU hopme roBoput ene Kopkyt o ciase
U BEIMYMM, O TMPEXOondiieM, U OpEeHHOM MHpe, NPEeKIe 4YeM IMepedTHu K
U3JI0KEHHIO CKa3aHUM OH HacTpauBaeT Ha SMHUYECKUH Jia] U ce0s U ciylaTenei,
IIPOBO3rJIanias CIEeAYIOUIEe: €CId HE TTOMOJIUTHCSA 00Ty, €0 HE YAACTCs; €CIH
HE TI0JacT BceMorymmid Oor, uUejloBeKy He pasdoratets. Ecmm He
MIPEIOIPEIEIICHO OT BeKa, paba 00Kbero 0ea He TOCTUTHET; 0€3 TOTO YTOOBI HE
HACTaJl CMEpTHBIN Yac, HUKTO He yMPET; OoJblle CBOEH 101 eMy He checTh. Kak
OBl HU Pa3IWINCh BOABI, MOPSI UM HE HAIlOJHUTG. | OpIbIX JTt0o/1el 60T HE JTI00UT;
BBICOKO TOJIHUMAIOIIEMY I'py/b, cHacThsi He Oyner. BocnuTaB 4yxoro ceiHa,
ChIHA HE MOJIYYHIIb; TJINHE C XOJIMOM HE CPAaBHUTHCA. ECIIM HAKUHYTH Y3/1€UKY Ha
rOJIOBY YEPHOTO OCJia, OH MYJIOM HE CTaHET, €CJIM HAJIETh IIAThE HA CIIYKAHKY
oHa OapbiHel He cTaHeT. CHETy 10 BECHBI HE OCTaThCsl, 3eMHOMY JIYT'y 1O OCEHH.
Crapblii XJIONIOK TKaHbIO HE CTAHET, CTAPbIN Bpar APyroM HE CTAHET U T.J .

IleHHOCTH 3TOrO 3I10Ca B TOM, YTO 3JE€Ch HE IPOCTO IMOBECTBYIOETCSH
COOBITHSI MPOLUIOr0, HO UM elle AaéTcs HpaBCTBEHHas oleHka. KpacouHoe u
pKO€ N300pakeHNEe KPOBOMPOIUTHOTO 0051. ITO HE MPOCTOE COM3MEPEHUE CUJI,
a 3TO BOCCTAHOBJIEHUE CIPABEJIMBOCTH, HO IIPH 3TOM OECIOIIAHOCTh Bpary Ha
nosie 0ost, mocie 0osi cmeHserca muiocepaueM: «bexabmnx, Kazan-Oek He
npeciea0Ball, TPOCUBIINX MOIAAbl HE YOUBa» . B CBSI3U C 3TUM B CIIOXKUBIIICH
necie Jlene KopkyT mnomguepkuBaeT OpeHHOCTh Mupa, cropammBas: «['ae
BOCIIEThIE MHOI O€KH-TepoM, TOBOpHUBIIME: Bechb MHp MoH? Mx mnoxutuia
CMEPTh...». U3 ero - cneayrommux NpopulaHuil MOKHO BBIJIEIUTH CBOEOOpa3HOE
noxxenanue «/la He 3acTaBUT TeOst BCeMOTYIINi 60T TPUOETHYTH K 3II0ACSTHUSM ! »
DTH cII0Ba 3aCTaBIIAIOT IO HHOMY CMOTPETh Ha 3THOC OT'Y3CKHUX IJIEMEH, B IIJIaHE
BBICOKOM MOpaJIM M HPABCTBEHHO-3TUYECKHUX yCTOEB. CBEpLIEHHUE 3/1a B 3MOCE -
(bakT HecTpaBeIJTUBOCTH, YCTPAHIEMOE B IIEJISIX TOp)KeCTBa q100pa.

Cnucok aureparypsbl:
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“SHARQ TARONALARI” — MA’NAVIYAT MAYOG‘I

Dilorom AMANULLAYEVA,

O zDK huzuridagi B.Zokirov nomidagi
Milliy estrada san’ati instituti professori,
O ‘zbekiston Respublikasi san’at arbobi.

(O zbekiston)

Annotatsiya: Milliy madaniyatimiz tarixida o ‘n ikki marta o ‘tkazilgan
nufuzli “Sharq taronalari” musiqa festivali bugungi kunga kelib katta xalgaro
obro‘ga ega bo‘ldi. Ushbu maqgolada buning asosiy sabablari yoritilib,
festivalning tarixi, o ziga xosligi va ahamiyati haqida fikr yuritilgan.

Kalit sozlar: musiqa, festival, “Sharq taronalari”, san atkor, milliy kuy-
qo ‘shiglar.

Dunyoda yagona, hech bir tarjimasiz ham millatlar va elatlar tushunadigan
til mavjud. U ham bo‘lsa musiqa tilidir. Axir, har birimiz arab yoki hind, italyan
yoki ingliz, rus yoki turk musigasini, kuy-qo‘shiglarini tarjimasiz berilib
tinglashimiz mumkin. Shuningdek, o‘z navbatida boshqa millat vakillari ham
o‘zbek milliy kuy-qo‘shiqlarini tinglashi, undan olam-olam zavq olishlari
mumkin. Chunki fagat musigagina galb bilan idrok etiladi, anglanadi va
tushuniladi, yuraklar bilan seviladi. Fagat musiqa yurak g‘uborlarini yuvadi,
galbning tub-tubigacha yetib borib qalb gavharini uyg‘otadi. Ana shu bois ham
musiqgani millatlarni bir-biriga bog‘lovchi, bir-biriga mehr uyg‘otuvchi koprik
sifatida ham baholasa bo‘ladi. Shu boisdan ham nota yozuvi barcha millat uchun
yagona va umuminsoniy musiqa tilidir.

Musiga u qaysi millatniki bo‘lishidan gat’iy nazar, o‘sha millatning oliy
insoniy qiyofasidir. Aytadilarki, har bir xalgning musigasi o°‘sha xalgning
yuragidir. Buning sababi har ganday san’at asarini, deylik rassom chizgan suratni,
haykaltarosh yaratgan haykalni, boringki, yozuvchi yozgan asarni ham muzey
ko‘rgazmalarida asrash mumkin. Lekin musigani bunday asrab bo‘lmaydi. Uni
ko‘rib emas, galb quri bilan tinglab idrok etilishi va o°sha xalgning milliy qiyofasi
ko‘z o‘ngimizda namoyon bo‘lishi shu boisdandir.

Milliy musiga xalglarning o‘z tarixi, ajdodlari haqida hikoya qiladi.
Xalgning, millatning rivojlanishi, yoki aksincha, tanazzulga yuz tutganligini
aynan musiqagina ochiq oshkor ko‘rsatib bera oladi.

Yuksalishga yuz tutgan millat o‘z musiqasini asrab avaylaydi, uning
rivojida va gullab yashnashi yo‘lida harakatlar qiladi. Tanazzulga yuz tutgan
millat esa 0°z tarixi, musiqasini unutadi.

Davlatimiz o‘z mustaqilligini qo‘lga kiritgan ilk kunlaridan hozirgacha
musiqga sohasiga alohida e’tibor ko‘rsatib, uning taraqqiyoti yo‘lida gator qonun,
farmon va qarorlar chiqarilib, turli tadbirlar, ko‘rik -tanlovlar o‘tkazilmoqda.

Ammo milliy madaniyatimiz tarixida 12 marta o‘tkazilgan «Sharq
taronalari» musiqa festivali bugunda katta xalgaro obro‘ga ega bo‘ldi.

Buning sabablari:



1.0‘zbek musiqasining olamga mashhurligi, «Sharq taronalari»
festivalining o‘tkazish — aynan jozibali, gadimiy va go‘zal Samarqand ekanligi
va xususan festivalni yuqori saviyada tayyorlab o‘tkazilishi xalgaro musiqa
afgorini o‘ziga jalb etmoqda.

2. Ilk bor Sharq mamlakatlarining an’anaviy mumtoz musiqa san’ati
yuksak darajada va jonli, hatto ba’zan jozibali namoyon etildi. Eng muhimi, Sharq
mamlakatlarining musiqiy an’analari tanlov tarzida o‘tkazilib, meros sifatida
ardoglanib kelmoqda. Festival shuni ko‘rsatdiki — bu musiqgiy gatlam nafagat
saglanib qolinishi, balki keng targ‘ib qilinishiga muhtoj. «Sharq taronalari»
Xalgaro festivali esa bunday muhim vazifani amalga oshirish uchun buyuk
ko‘prik sifatida maydonga chiqdi.

3. Sharg madaniyati ganchalik umumlashtirilgan tushuncha sifatida gabul
gilinsa-da, ammo u rango-rang tuslarni, turli milliy-badiiy giyofalarni, xilma-xil
jabhalarni o°‘zida mujassam etadi. Jamiki, Yevropa mamlakatlari musiqa san’atida
har bir milliy madaniyatning o‘zi yaratgan umuminsoniy ulushi borligini e’tirof
etsak, xuddi shu tarzda har bir Sharg mamlakatlari xalqlarining ham o°ziga xos
umuminsoniy boyligi borligini tan olish lozim.

4. Boshqa festivallardan farqli o‘laroq “Sharq taronalari” Xalqaro festivali
yana shunisi bilan gadrliki, bunda ijod, ijro va ilmiy izlanishlar chambarchas
bog‘langan xolda namoyon etilgan. Aynan shuning uchundirki, festivalning
konsert tadbirlari unutilmas tarixiy sahifalarga aylangan bo‘lsada, festival
doirasida o‘tkazilgan ilmiy-nazariy konferensiyalar ham ahamiyatga ega.

5. Shuni aytish joizki, oxirgi festivallarda gatnashuvchi davlatlar doirasi
kengayib bormoqda, Yevropa, Afrika, Amerika qit’alaridan xam ishtirokchilar
qatnashib «Sharq taronalari» festivali Dunyo taronalariga aylanib ketdi.

Har bir ijrochi, ijodkor uchun festival oz nigohi bilan ochilgan. Meni bu
festivalda ham bastakor (Festival madhiyasi musiga muallifi), xalqaro hay’at
a’zosi (1999 y.), xalgaro hay’ati mas’ul kotibi (1997, 2003, 2005 yy.) hamda
faxriy mehmoni (2009, 2011, 2015 y.y.) sifatida gatnashishim — bu tagdirning
menga bergan sovg-‘asi.

Festival konsertlarida yangragan rango-rang va xilma-xil butun dunyo kuy
va qo‘shiglaridagi nolalar har bir tinglovchini galbiga birday yetib boradi. Bu
nola-yu ohanglar goh shiddatkor, jo‘shqin, tezkor bo‘lsa, goh g‘amgin, sokin,
o‘ychandir. Aynigsa professional darajadagi mahoratli san’atkorlarning
chigishlari tinglovchi galbining tub-tubiga yetib borib, odamlar dilini poklab,
ularni ruhan yuksaltiradi.

Eng muhimi shundaki, men bu festivalda o‘zimizning o‘zbek mumtoz
musiga san’atimizni yana bir bor, yanada yuksak darajada kashf etdim. Rang-
barang dunyo musiqasi guldastasi ichida o‘zbek musigasi va o‘zbek ijrochiligi
maktabi alohida, qaytarilmas o‘rin tutadi.

Men uchun dunyodagi eng ulug‘vor va eng go‘zal musiqa — bu o‘zbek
mumtoz musiqa san’ati ekanligidan, va men festival kunlari o‘zbek millati
farzandi ekanligimdan va xususan ayni bugungi Yangi O‘zbekiston davrida
yashab shunday takrorlanmas festivalda qatnashganimdan g‘ururlanaman.



Men hozir intiglik bilan navbatdagi festivalni kutmogdaman. O‘tgan
festivallarga nazar tashlar ekanmiz, shu fikrga keldimki, “Sharq taronalari — XIII”
Xalqaro festivalining o‘tkazilishi bugungi kunda katta tarixiy va siyosiy
ahamiyatga ega. “Sharq taronalari” Xalqaro festivalining o‘tkazilishidan magsad
- nafagat o‘zga millat va davlatlarni yaqinlashtirish, do‘stlik ko‘priklarini
mustahkamlash, dunyo mumtoz musigasini avaylab asrash, targ‘ibot qilish va
rivojlantirish, balki, birinchi o‘rinda xalgimizda milliy g‘ururni yanada
kuchaytirish, ma’naviyatimizni yanada yuqori ko‘tarish, milliy o‘zligimizni
anglash, millatning ma’naviy ildizlari naqadar chuqur, naqadar mustahkam
ekanligini ko‘rsatishdan iboratdir.

Men aminmanki, Festival kunlari ko‘hna Samarqandning Registon
maydonida hayratomuz darajada yangraydigan betakror dunyo xalglari ohanglari
Amir Temur, Mirzo Ulug‘bek, Bobur kabi buyuk bobokalonlarimizning pok
ruhlarini shod etgay.
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GLOBALISATION OF EASTERN MUSIC
CULTURE THROUGH THE EYES OF YOUTH
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Abstract: This report is to be presented at Sharq Taronalari, the Xllth
International Music Festival to be organised on 27 and 28 August 2024. It is
based on the title- "Cultural Heritage of Eastern People on Music Art: Creative
Adaptation Strategies in the Globalisation Processes". Music is not only a
tradition but it is also a means of interacting with people in different parts of the
world. It also shows how the people of one place can interact culturally with the
people of other places by exchanging their musical expertise and cultural aspects
with the people of the other places. In this relation the report shows that musical
exchange plays a very crucial role in influencing people's views about a
particular region. It deals with the trend of cultural and musical exchange
between the youth of the West and the East. Moreover, the report explains the
different forms of music prevalent in the Eastern part of the world, and how these
forms have gradually developed and their relation with other contemporary forms
of music. It also describes the different forms of traditional music prevalent in the
countries of the East namely Japan, Singapore, Hong Kong and China. The report
also emphasises the spread of music from one part of the world to other parts. It
also includes the different factors and historical events that have helped in
spreading the interaction of music in different parts of the world. The report
further explains how has the construction of the Silk Road, invasions, migration
and other factors influenced the proliferation of cultural exchange among
different nations of the East. Moreover, it encompasses the different ways in which
the youth can exchange musical traditions and become aware of the musical styles
prevalent in the different regions of the world. Further, the report also covers
various instances of how the different organisations and events are helping the
youth in increasing their interaction regarding the cultural and musical traditions
prevalent in different parts of the world. It also shows how the awareness of
people at a place regarding the musical legacy of other regions can be increased
by the means of online interactions through YouTube and other digital means as
well as by organising different international cultural events of artists of different
parts of the world.

Main Body

Arbeit and Rhythmus (1896) described that music is a great means to instil
the qualities of coordination, teamwork and unity (Curt, 2008). In this sense,
music is a global culture, not limited to any country or continent. The world shares
music as a rich medium to interact and exchange love and harmony. In context to
this thought of global exchange, the organising committee of Sharq Taronalari,
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the XlIth International Music Festival is organising the International Scientific
and Practical Conference based on the theme "Cultural Heritage of Eastern People
on Music Art: Creative Adaptation Strategies in the Globalization Processes™ This
conference is proposed to be held on 27 and 28 August 2024. This report based
on the topic "Globalisation of Eastern Music Culture through the Eyes of Youth”
focuses on the exchange of the heritage of music from a global perspective with
a special focus on the countries in the eastern part of the world.

The Eastern countries, namely, Japan, China, South Korea, North Korea,
Hong Kong, and Singapore have a rich cultural heritage, and their music and art
are also traditionally very rich. The ancient music of these countries was classified
as ‘Elegant Music’ and ‘Music from the Tang Court’. According to Ng (2007),
formal music of Eastern countries can be classified into various categories of
elegant music including Chinese, Japanese and Korean forms of music, for
instance, Chinese Yayue, Japanese Gagaku and Korean A-ak. Another form of
musical heritage includes music from the Tang court. It includes Chinese
Tangyue, Japanese Togaku and Korean Dang-ak. The third category consists of
the general forms of music prevailing in respective countries. It is named as
nation’s music. These schools of music also cover a variety of music forms for
which these countries are famous worldwide. These cultural heritages include A-
ak, Dang-ak, and the local music of Hyang-ak of Korean origin. It is played on a
twelve-string instrument called Kayakum. The Japanese forms of music include
Togaku, a form of Gagaku called Komagaku, and the local music of Kuniburino-
utamai (Jang, 2010).

Moreover, the traditional music form of Singapore is called Peranakan folk
music. It is a blend of English lyrics with Malay tunes. Even though Singaporean
music is easily available to locals, it is deeply influenced by the British and
American forms of music (Fu, 2015). As far as Hong Kong is concerned, the
Music of Hong Kong is an eclectic mixture of traditional and popular genres.
Cantonese is the most prominent genre of music produced in Hong Kong. Its
starting can be traced back to the 1950s and 1960s. Lui Man-shing and Gaohu
maestro Liu Tianyi are the different generations of Cantonese music that
developed originally from this music (Leisure and Cultural Service Department,
2022).

There is a rich history of art and music in specific relation to the eastern
countries. These elite musical forms developed not only in the indigenous
environment and traditional scenario of these countries but also have traces of
mutual exchange of art and culture. Many factors like migration, invasion, and
trade led to the cultural exchange, and the same also influenced the art and music
of these nations. One such factor is the construction of the Silk Road in the mid-
15th century. It was a 6400 km. long path that played a crucial role in the cultural,
political, economic and traditional exchange between the East and the West. After
the construction of trade routes along the Silk Road, the interaction between
people began and this also influenced the music forms. Togalu, a common form
of Chinese music originated from Japan. It is a genre of Gakaku that was imported
into China from Japan between the seventh and ninth centuries. Thus, there is



historical evidence that cultural exchange was also prevalent in the past (Ng,
2007).

There are other instances also, where the musical traditions of countries are
influenced by their mutual cultural exchange. The zeal to compose fusion music
incorporating musical diversities from two different cultures into one also helps
in the global exchange of music and art. It not only leads to the introduction of
new forms of music in different nations but also influences their indigenous music
forms. For instance, Western pop artists use Tabla and Sitar to bring a unique taste
to their contemporary music. For instance, Improvisations - West Meets East
(1976) was a musical recording composed by Mr. Ravi Shankar as a result of his
collaboration with French flutist Jean-Pierre Rampal (Padgett, 2013). Another
instance of the global interaction influencing musical forms can be seen in Eastern
music. Many forms of fusion music have also emerged from the blend of the
Eastern and Western forms of music and their instruments. According to Enforex
(2004), Salsa and Samba, the world-famous musical forms of Africa are greatly
influenced by the Latin American forms of music.

As far as the traditional interaction among the youth is concerned, in today's
world filled with technological advancements, there are many modern means like
YouTube and music applications that facilitate the exchange of music among the
youth (Cayari, 2011). Artists and musicians from Eastern countries have also
adopted the Western style of music and they regularly present shows related to
such music styles in concerts and major international events in the West (Inoue,
2018). The youth of the East are also keen towards learning and interacting with
the music traditions of the West.

There are several means by which this interaction can be increased. One
such means is to organise cultural shows in other countries. These cultural shows
provide the artists with chances to showcase their culture and imbibe the interest
of the audience in their art and music. For instance, the Montreux Jazz Festival is
a popular musical event that helps to strengthen the bonding between the
musicians of the East and the West and fosters musical exchange between the
Chinese and International musicians. It was started in Switzerland in 1967, and
since its commencement, it has provided large exposure to both Chinese
musicians and international musicians to showcase their culture, art and musical
traditions to each other (China Daily, 2024).

In the same line, the Fuji Rock Festival, organised in Japan is the biggest
international musical event organised in Japan. It is a 3-day event that invites over
100000 visitors and artists to Japan (Japan Web Magazine. 2024). Other music
festivals include Tsuta Rock Fes, Sapporo Music Experience, and JAPAN JAM.
All these festivals foster the spread of international music in Japan and provide
international and indigenous artists with a chance to learn about contemporary
music forms around the world. The artists also serve as a means of spreading
awareness about their music in other parts of the world. International events of a
nation's music artists also help the youth of other nations learn about their music.
It also increases the interest of the youth in the music forms of different nations.
Japan-Hong Kong International Music Competition is a platform where the



international musicians of Japan, Hong Kong and other Asian countries compete
for cultural exchange beyond generic competitions. These events give the youth
a chance to not only enjoy the music of other nations but also make them aware
of the contemporary trends in different countries (Japan Hong Kong International
Music Competition. 2012).
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Annotatsiya: Mazkur maqolada Qozog ‘iston o ‘zbeklari laparlarining
genezisi, etnografik — estetik xususiyatlari tadqiq qgilindi.

Kalit so‘zlar” xalq og ‘zaki ijodi, tarix, qadriyat, lapar, an’ana, ijodiy
hamkorlik, madaniy meros.

Eng qadimgi zamonlardan boshlab, millat ma’naviyatini va milliy
o‘zligini anglashda, milliy g‘urur va iftixorning o‘sishida san’at va adabiyot, ilm
alohida ahamiyat kasb etadi. Buyuk Ipak yo‘li chorrahalarini birlashtirgan
Markaziy  Osiyoning o‘q ildizi bo‘lgan Qozog‘iston va O‘zbekistonning
mustaqillikka erishishi tufayli ulug® ajdodlarimizning bizga qoldirgan ma’naviy
meroslarini o‘rganish va ularni yosh avlodga o‘rgatish imkoniyati tug‘ildi. Qadim
Turon tuprog‘ida tug‘ilib o‘sgan, an’ana va urf-odatlari mushtarak bo‘lgan,
ma’naviyatga, milliy o‘zlik va milliy qadriyatlarga bir xilda yondoshgan qardosh
xalglar — o‘zbeklar va qozoqlar o‘zaro hamkorlikdan zavq va kuch oladilar.

Do‘stlikning mohiyati, ulug* jasorati odatda,qadr - qimmatda va e’tirofda
bilinadi.O‘zbekiston Respublikasi Prezidenti Sh.M.Mirziyoev o‘zbek va qozoq
xalglarining birdamligini ulug‘lab, shunday degan edi:’Yaratganning o‘zi bizga
qo‘shni bo‘lishdek bebaho ne’matni ato etgan.Bizning ota-bobolarimiz “Hovli
olma, qo‘shni ol”, deb bejiz aytishmagan.Biz azal-azaldan bir zaminda, bir
quyosh ostida yashab kelmoqdamiz, bizning ildizlarimiz bir” [1:11]. Bu
purma’no so‘zlar zamirida olam-olam ma’no bor. Zotan, yoshlarga yurtga
sadoqatli bo‘lishni, ota-onaga hurmat, ustozlarga ehtirom ko‘rsatishni,
bag‘rikenglik, birodarlik, mehr-saxovat va oqibatni, asriy udumlarni gadrlashni
o‘rgatishda, ularning ma’naviy olamini boyitishda do‘stlik va birdamlikdek
bebaho ne’matlar muhim tarbiya vositasidir.Bizning xalglarimizni yanada
yaginlashtirib, tomirlarimizni tutashtirib turuvchi gadimiy ildizlarimizdan biri
xalq og‘zaki ijodidir.azal — azaldan qozog zaminida yashab Kkelayotgan
o‘zbeklarning davr qiyinchiliklarini yengib, o‘zining go‘zal shakllari, sodda va
teran mazmuni, sehrli ohangi bilan galblarni rom etadigan laparlari, qo‘shiq va
o‘lanlari o‘zining jozibadorligi bilan hammani o°‘ziga rom qiladi. Ona
tariximizning ming yilliklari mobaynida millatimizning yurak-yuragiga singib
ketgan, avloddan - avlodga o‘tib, sayqallanib va boyib kelayotgan folklor



qo‘shiglari o‘zbek xalqi ma’naviyatini, badiiy-ruhiy salohiyati va zakovatini
namoyon etuvchi yorqin ko‘zgudir.

Jahon folklorshunosligida xalgning milliy o‘zligini anglatadigan laparlar,
alla va o‘lanlar, mavsumiy - marosim qo‘shiglar namunalarining yaratilish
jarayonlari, ma’naviy — ijtimoiy ehtiyoji, janrlar tarkibining o‘ziga xos poetikasi,
tarixiy genetik ildizlari tadgigi eng dolzarb mavzu hisoblanadi. Chunki,
insoniyat gadim — gadim zamonlardan yosh avlod kamolotiga alohida e’tibor
qaratib, tarbiyaviy g‘oyalarni xalq og‘zaki ijodida jozibali, ta’sirchan va badiiy
uslubda aks ettirib kelgan. Ularni keng ko‘lamda o‘rganish natijasida xalgning
ruhiyati, qizigishlarining folklorda ifoda etilishiga xos poetik qonuniyatlar,
ijtimoiy — psixologik omillar, badiiy shakl tiplari hagida bilish imkoniyati
tug‘iladi.

Qozog‘iston o‘zbeklarining folklori o‘ziga xos janrlari, ijod va ijro
Xususiyatlari, tarbiyaviy — estetik mohiyati, poetik belgilari bilan alohida tizim
sifatida namoyon bo‘ladi. Ularning har bir hududga xos xususiyatlarini tadqiq
qilish esa, umumo‘zbek folklorshunosligining nufuzini ko‘taradigan eng muhim
omillardan biri hisoblanadi. Xalq qo‘shiqlari ijodkorligi va ijrochiligining har bir
hududda o‘ziga xos tarzda yaratilishi, saqlanishi va tadrijiy rivojlanishining,
ularning tarixiy ildizlarining o‘rganilishi kelajakda pedagogika, etnografiya,
san’atshunoslik fanlarining taraqqiyotiga xizmat qiladi.

Janrlarning hududiy rang - barangligi, ko‘p variantliligi Qozog‘istonning
Chimkent, Turkiston, Igon, Sayram kabi maskanlari azal — azaldan o‘ziga xos
folklor namunalari, qo‘shiqchilik, laparchilik an’analariga ega bo‘lganligini
ko‘rsatadi. Zotan, dunyoviy millat eng avvalo tarixi, madaniyati, millatni
ulug‘lagan buyuk shaxslari bilan jahon madaniyati oltin jamg‘armasiga qo‘shgan
katta — kichik hissasi bilan g‘ururlanadi. Shunday qilib, o‘zining asl madaniyati
orqaligina boshqalarga taniladi. Albatta , barcha san’at turlarining tamal toshi
hisoblanmish qaynar buloqdek pokiza og‘zaki ijod nafaqat xalgning o‘tmishi,
milliy g‘ururi va milliy o‘zligini, balki, buguni va kelajagini o‘zida ifoda etuvchi,
uning taqdiri va magsadlari bilan chambarchas bog‘liq ijodiy jarayondir.

Azaldan yoshlarni komil insonlar qilib tarbiyalashda xalq og‘zaki ijodining
roli va ta’siri benihoya katta. Zero, xalq qo‘shiglari hamda qahramonlik
dostonlariga xalgning aql — zakovati, orzu-havasi, ruhi va irodasi singdirilgan.
Qozog‘iston o‘zbeklarining qo‘shiq va termalarida, allayu o‘lanlarida xalq
donoligi hamda ko‘p asrlik hayotiy tajribasi mujassam. Xalq og‘zaki ijodi yosh
avlodda mehnatsevarlik, do‘stlik, oilaga sadogat, vatanparvarlik, mardlik, soflik,
rostgo‘ylik kabi eng go‘zal insoniy fazilatlarni tarbiyalaydi. Insonni ma’naviy
go‘zallashtiradi. Uni ezgulikka, fagat yaxshilik qilishga, el-yurt manfaati uchun
mehnat qilishga chorlaydi. Aynigsa, Janubiy Qozog‘iston o‘zbeklari
etnografiyasining o‘ziga xos xususiyati yonma — yon yashayotgan gishlog va
shaharlar aholisining shevalari, an’ana va qadriyatlari hamda turmush tarzi bir —
biridan butunlay farq qiladi. Demak, “ko‘p asrlardan beri xalq donoligi tufayli
yaratilgan va yaratilayotgan magqol, matal va o‘lanlarning ko‘pchiligi u xalgga
ham, bu xalqgqa ham mansub, ularning birini ikkinchisidan ajratish amrimahol”
[7:98]. Dunyoda millatlar va mamlakatlarni bir-biriga yaqginlashtiradigan,



qadrdon qiladigan omillar juda ko‘p, lekin ularning orasida adabiyot bilan san’at
yuksak cho‘qqilarni egallaydi. Kitobni varaglar ekanmiz, qo‘shiglar va laparlar
har bir hududda o°ziga xos tarzda, har galgi ijro jarayonida qayta yaralishi, boyishi
va sayqallanishi bilan farglanishini kuzatamiz.

Umum o‘zbek folklorining o‘ziga xos xususiyatlarini ilmiy tadqiq
qilish,uning tarixi va taraqqiyotini, jahon hamjamiyatida tutgan o‘rnini bugungi
kun talablari asosida targ‘ib etish dolzarb mavzulardan biridir. Shuningdek, milliy
madaniyatlar uyg‘unligi va turfa xilligini, barhayotligini saqlash va rivojlantirish,
an’anaviy folklor san’atini ommalashtirish, o‘sib kelayotgan yosh avlod ongu -
shuuriga singdirish, ijodiy hamkorlikni mustahkamlash borasida yangi sahifa
ochildi. Qozog‘iston Yozuvchilar uyushmasi a’zosi, folklorshunos A. Pratov
aytganidek, “Qozog‘istonlik o‘zbeklar ko‘p asrlardan buyon qardosh qozoq xalqi
bilan aralashib — quralashib, quda - anda bo‘lib, totuvlikda yashab kelishmoqda
va buning natijasida xalqimizning og‘zaki ijodi yanada boyidi. Qozog‘iston
o‘zbeklarining xalq og‘zaki adabiyoti umumo‘zbek xalq og‘zaki ijodi bilan uzviy,
chambarchas bog‘langan bo‘lib, hamohang va hamnafasdir” [9:10].

Sharqona ma’naviy-ma’rifiy qadriyatlarimiz tizimida betakror o‘ringa ega
bo‘lgan xalq qo‘shiqlari va o‘lanlari qadimiyligi, an’anaviyligi, o‘ziga xos badiiy-
estetik ta’sirchanligi, ta’limiy-tarbiyaviy falsafasi jihatidan muhim ahamiyat kasb
etadi. Qo‘shiglar, o‘lan va kelin salomlarda odamlarning hayoti jarayonida
to‘plagan tajribalari, dunyoqarashi, umid —orzulari ifodalanadi. Tinglovchiga
nisbatan o‘git-nasihat yo‘sinida, badiiy o‘xshatishlar, tashbehlar vositasida
bag‘rikenglik, mehr-muruvvat tuyg‘ulari, ota- onalarning gadri tarannum
etiladi.

Ma’lumki, xalq qo‘shiglari va laparlari hayotning, ta’lim-tarbiyaning
hamma jabhalarini gamrab olishi bilan xarakterlanadi. Shuningdek, yaxshilik va
yomonlikning, yaxshi va yomon so‘zning oqibati tushuntiriladi:

Yomon aytar, yaxshi bilan tengman deb,

Yaxshini tanisa bo‘lur rangidan,

Yaxshining ikki yuzi gul loladir.

Yomon bilan o‘tgan umring zoedir.

Ularda xalq donishmandligi va falsafasini namoyon etuvchi, hayotiy yo‘l-
yo‘riglar bilan ziynatlangan hikmatlar, insoniy qadriyatlar hamda yurtsevarlik
tuyg‘ulari eng yuqori pardalarda kuylanadi.Ularda hayotiy yo‘l-yo‘riqlar aks
etadi:

Suv ostida gayroq tosh turmas ekan,

O‘z elidan chiggan qiz o‘ngmas ekan.

Chinni idishga bol quyib bergan bilan,

Vo darig® 0‘z onangdek bo‘lmas ekan.

Qozog‘iston o‘zbeklari laparlarining genezisi va ijro uslublarini tadqiq
qilish o°sib kelayotgan yosh avlodning ichki olami, ruhiy dunyosi va tafakkurini
shakllantirishga katta hissa qo‘shish barobarida, xalq og‘zaki ijodi bo‘yicha
darslik va o‘quv qo‘llanmalarini yaratishda, yangi muloqot maydonlarini
yaratishda asosiy manba bo‘lib xizmat qilishi aniq.
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MAQOMOT OLAMI

Erkin RO‘ZIMATOV,

Yunus Rajabiy nomidagi o zbek milliy
musiqa san’ati instituti professori,

O zbekiston xalg hofizi.

(O zbekiston)

Annotatsiya: Bugungi kunda Muhtaram Prezidentimiz tomonidan o ‘zbek
mumtoz musiqasiga, xususan maqomlarimizga alohida e’tibor berilmogda.
Mumtoz ohanglarimizni yoshlar ma 'naviyati, ruhiyatiga singdirish borasida olib
borilayotgan ishlarga keng imkoniyatlar ochib berilmogda. Ushbu magolada
magomot olami sir-asrorlariga va hozirgi kunda magomlarimizga ijodiy
yondashgan holda turkumlar yaratilishi ilmiy tahlil etilgan.

Kalit so ‘zlar: magom, musiqiy meros, inson ruhiyati, ustozlar an’anasi.

Tarixdan ma’lum, ma’naviyatimizning asosiy bo‘g‘ini bo‘lgan musiqiy
madaniyatimiz, an’anaviy qo‘shiqlarimiz, maqom ijrolari hamisha xalqimizning
kundalik hayotida ma’naviy ozuqa sifatida e’tirof etib kelingan. Xalq og‘ir
kunlarida musigadan najot izlagan, xursandchilik kunlarida ham qo‘shiq va
musiqa ularga hamroh bo‘lgan. Zero, bugungi kunimizda, o‘zligimizni anglab
borayotgan bir davrda ulkan ma’naviyatimizning bir bo‘lagi bo‘lgan, ota-
bobolarimizdan meros bo‘lib kelgan milliy musiqiy madaniyatimizga suyanish,
an’anaviy qo‘shiglarimizga murojaat qgilish tabiiy bir holdir. Bularning barchasi
barkamol avlod tarbiyasida, yoshlarning ma’naviy dunyoqarashini
shakllantirishda muhim ahamiyat kasb etadi.[1:12]



Magomlar insoniyat yaralibdiki, uning hayoti davomida yuzaga kelgan eng
mo‘jizaviy, buyuk, mukammal va betakror san’at turidir. Aynigsa o‘zbek
xalgqining ma’naviy go‘zalligi aynan mana shu maqomlarda oz aksini topgan.
Aslida, musiga inson ruhining ozugasi sanaladi. Magom musiqgasi esa shunday
mo‘jizaviy, ilohiy qudratga egaki, undagi siru sinoatlar tinglovchi va
shinavandani sehrli magomlar olamiga yetaklaydi va ruhiga quvvat, joniga ozuga
bo‘la oladi. Bir gancha ilmiy manbalarda “maqom™ atamasini o‘rin joy, parda
nomlari bilan bog‘liq ekanligi keltirilgan. Qo‘shimcha tarzda aytishimiz
mumkinki, “maqom” atamasi “darajot”, “yuksaklik” ma’nolariga ham ega. Ya’ni
bu asarlar ijrochini ham, tinglovchini ham ma’naviy va ruhiy jihatdan yuksak
darajalarga olib chigadi.

Shuni aytish kerakki, “maqom” atamasidan avval “yo‘l” ma’nosini
beruvchi “roh”, “tariqa”, “ravish” kabi atamalar qo‘llanilib kelganligi Darvesh Ali
Changiy tomonidan ham musiqiy risolalarida tasdiglangan. Ya’ni, ulug‘ insonlar
tomonidan insoniyatga ko ‘rsatilgan saodatga erishish yo‘llari alohida e’zozlangan
va avloddan avlodga bebaho meros sifatida o‘tib kelgan. Aynan mana shu meros
negizida mukammal pardalar hosil gilingan va ular asosida turli kuylar
rivojlantirilgan. Aynan mana shu kuylar mukammallashib, bora bora magom
ko‘rinishiga kelgan. Bundan kelib chiqadiki, magomlar insoniyatni saodatga
erishtiruvchi yo‘l orqali ergashtiradi. Bunday jannatiy xislarni taqdim eta oluvchi
maqomlar olami bugungi kunda o‘zbek milliy musiqiy merosining poydevorini
tashkil etadi.

Albatta har bir xalq, har bir millatning o‘ziga xos va mos san’atlari mavjud.
Ammo aynan o‘zbek xalqining maqomlari yuqorida keltirilgan ta’riflar bilan
mujassamlangan. Har bir maqom 0°z qonuniyati, ladi va to‘liq cholg‘u ijrosiga
egadir. Bu borada bir gancha xorijiy mutaxassislar va musiqashunos olimlar oz
ma’ruzalarida alohida ta’kidlab o‘tganlar. Har ikki yilda bir marta bo‘lib o‘tadigan
“Xalgaro maqom san’ati anjumani’ va “Sharq taronalari” xalqaro musiqa festivali
[4] so‘zimizning isboti bo‘la oladi.

Ming shukurki, bu kabi anjumanlarga oz ijroyu, ijodimiz bilan talabalik
davrimizdanoq ishtirok etib kelmogdamiz. 1983-yilda bo‘lib o‘tgan xalgaro
simpoziumda M.Ashrafiy nomidagi Toshkent davlat konservatoriyasining bir
guruh sozanda va xonandalari O‘zbekiston xalq hofizi Fattoxxon Mamadaliev
rahbarligida “Dugoh” maqomidan “Savti Chorgoh” turkumini ijro etganmiz.
Oliygohni tamomlab, Yunus Rajabiy nomidagi “Maqom” ansamblida faoliyat
olib borayotgan vaqtimda, ya’ni 1987-yilda bo‘lib o‘tgan simpoziumda “Navo”
maqomidan “Sarahbori Navo™ni ijro etganimizni kechagi kundek eslayman. Bu
bebaho boyliklarni bizga meros qoldirgan ustozlarimizning ruhi shod bo‘lsin.
Ustozimiz, O‘zbekiston xalq artisti, akademik Yunus Rajabiyning xizmatlari
beqiyos. Ular shunday degan edilar: “Men umrim yetganicha bu meroslarni
to‘plab yozishga harakat gilaman, lekin bu bilan ish tugamaydi, ishni davom
ettirish kerak bo‘ladi. Mandan keyingi avlodlar, qolgan asarlarni ham to‘plab,
bamaslahat joy joyiga qo‘yinglar”. [2:14] Mana shu tarzda ustozimiz go‘yoki,
bizga vasiyat qilib ketganlar. Aynan mana shu vasiyatga binoan ustoz Fattoxxon
Mamadaliev Farg‘ona Toshkent maqom yo‘llariga mansub bir nechta asarlarni,
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ustoz Maxmud Tojiboev ham maqomlarning bir ganchasini o‘z ijodlari bilan
qayta tikladilar va o‘zbek maqomotiga o°z hissalarini qo‘shdilar.

Ustozlarimizning izidan borib, ularning ishini davom ettirgan holda ulardan
olgan saboglarimiz asosida, ustoz Maxmudjon Tojiboev, Rifatilla Qosimov va
Komilaxon Bo‘rievalar maslahati va ko‘magida bir nechta turkumlarni yaratishga
astoydil bel bog‘ladik. O‘zbekiston davlat Konservatoriyasidagi ish faoliyatim
mobaynida, 2012-yildan “Segoh”, “Ushshoq” va “Galdir”lar turkumini yaratishga
muvaffaq bo‘ldim. Yunus Rajabiy nomidagi milliy musiqa san’ati institutidagi
faoliyatim davomida esa Dugoh maqomidan o‘rin olgan Sarahbori Oromijonga
“Qashgarcha”, “Soqiynoma” va yengil “Ufar”lar qo‘shdim.

Bundan tashqari “Fig‘on 1,2 mumtoz ashulasiga 3 va 4-sini qo‘shib, asarni
to‘liq turkum holatiga keltirdim. Ushbu ijod namunalarining barchasi ilmiy —
ijodiy kengashlarda tasdiglanib, har yili O‘zbekiston bastakorlar uyushmasida
bo‘lib o‘tadigan maqom yo‘lida ijod qgilingan tanlovda nufuzli o‘rinlarni egallab
kelmoqda. Eng quvonarlisi, ushbu asarlar “Maqom xonandaligi” kafedrasi
talabalari, boshga o‘rta va oliy ta’lim muassasalri talabalari, viloyat namunali
magom ansambllarida ijro gilinib kelmoqda.

Ma’lumki, davlatimiz rahbariyati tomonidan o‘zbek mumtoz musiqasiga,
xususan maqomlarimizga alohida e’tibor berilmoqda. Mumtoz ohanglarimizni
yoshlar ma’naviyati, ruhiyatiga singdirish borasida olib borilayotgan ishlarga
keng imkoniyatlar ochib berilmoqda. [3:25] Aynigsa, bolalar musiqiy tarbiyasini
magomlar bilan hamohanglikda olib borish, bugungi kunda dolzarb masalalardan
biri sanaladi. Chunki magomlarimiz yordamida biz farzandlarimizni milliy ruhda
tarbiyalashimiz, o‘zbekona ohanglarimizga bo‘lgan muhabbatini oshirishimiz
mumkin bo‘ladi. Bolalar uchun yirik maqom asarlari dastlabki ijro uchun
murakkablik giladi, albatta. Shuning uchun, uzoq o‘ylab, muhim loyihaga qo‘l
urildi. Ya’ni, bolalarga mos maqom ijrolari to‘plamini yaratishga qaror qildik va
buni amalga oshirdik. Ushbu to‘plamga “Yangi magqom namunalari” deb nom
berildi.

To‘plamda bolalarga mos yengil sho‘balar, xalq va bastakorlar ijodidan
namunalar tanlab olingan va so‘zlari bolalar tilidan ota-ona, Vatan, yurt, do‘stlik,
yangi O‘zbekistonimizdagi o‘zgarishlar va yangilanishlarni madh etuvchi she’rlar
bilan almashtirildi. Zamon talabiga moslashtirilib nota, matn hamda elektron
ijrolar ham joylashtirilgan. Shu kunlarda to‘plam kitob shaklida nashrga
topshirildi. Zora yangi o‘quv yiliga qadar chop etilsa, bolajonlarimiz uchun ajoyib
sovg‘a bo‘lar edi.

Ushbu to‘plamdan magsadimiz shuki, kelajak avlod milliy musiqalarimiz,
magomlarimizni ich ichidan his etsinlar, uning professional ijrochisi bo‘lib
yetishmasalar ham, magom ohanglari ganday ekanligi, ularning mazmun va
mohiyatini tushunsinlar. O‘zbek milliy musigasining ming bir jilosi mavjud
bo‘lib, bu jiloning jami aynan maqomlarimizda jamlanganini anglab yetsinlar. Bu
kabi mukammal, mo‘jizaviy meros barcha xalglarga ham nasib etmaganini,
o‘zbek xalqi esa ana shunday baxtlilar gatorida ekanini bilib, o‘zbek
ekanliklaridan  faxrlanib  yurishlarini  istaymiz. Qolaversa, bolalikdan
maqomlarimizni anglab ulg‘aygan bolalarimiz, uning bardavomligiga o‘zlarining
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beminnat xissalarini qo‘shadilar, jahonga tanitishda ishtirok etadilar,
rivojlantirish yo‘lida mehnat qiladilar. Bu esa o‘zbek mumtoz musiqasi,
magomlarimizning avloddan avlodga bekamu ko‘st yetkazilishiga asos vazifasini
o‘taydi, albatta.

Bugungi kunda maqomlarimizni rivojlantirish, to‘ldirish, tartibga solish
borasida ilmiy va amaliy jihatdan olib borishimiz zarur bo‘lgan ishlar talaygina.
Maqgomlar nafaqat Sharq musiqa madaniyati, balki insoniyat qo‘lidagi ulkan
hodisadir. Zotan, maqomlar insonlarda sof, muqaddas tuyg‘ularni uyg‘otibgina
qolmay, ruhiyatining yuksaklarga ko‘tarilishiga chorlovchi ma’naviy navolardir.
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Introduction

In the 4th century, music and instruments were introduced to Japan from
Central Asia, including Uzbekistan, via the Silk-Road, but music developed
differently from that of the Eurasian continent. There are two reasons for this: one
is Japan's geography, and the other is the influence of government policies. The
geographical factor is that Japan is an island nation, and Central Asian culture
reached Japan via China and Korea, but this was limited, so it was an environment
in which Japan's unique culture could develop. The historical policy was the
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isolationism (1639-1854) that took place during the Edo period (1603-1868). This
isolationism reduced the influx of foreign culture, and Japan saw its own unique
development. In addition, the position of art and the classes that enjoyed culture
changed over time, which gave rise to new music.

This paper takes up the evolution of Japanese music, provides an analysis
of the relationship between Western music and traditional Japanese music, and
finally introduces and examines the efforts of CSPC in creating new collaborative
music with Uzbekistan.

Chapter 1: History of Japanese music and its characteristics

The oldest musical record in Japan is an article in the “Nihon Shoki”, in
which the King of Silla (present-day eastern Korea) invited 80 musicians to
perform at the funeral of the Japanese emperor in 453. The 12-stringed Silla koto
(present-day kaya gomu) from that time is still preserved in Shosoin (Nara
Prefecture) in Japan. In ancient Japan, music and dance were used for divination
and rituals. The oldest concert record in Japan is from the Todaiji Temple Great
Buddha Opening Ceremony in 752. The musicians at this concert included several
hundred musicians from what China and Korea is now, and it was a large festival
of national competition in music and dance, divided into the right (Komagaku,
Korea) and left (Tougaku, China). Of the instruments used at this time, 75
instruments of 18 types are still preserved in Shosoin.

In the 9th century, aristocratic culture developed in a unique way in Japan.
As a result, music and dance also developed from ceremonial use to be enjoyed
by the aristocracy. It was around this time that the oldest new song in Japan,
“Etenraku”, was composed. The culture of the Heian period is characterized by
its splendor, with themes of Japanese nature, the four seasons, and lyricism. It
became popular among the nobility to set love songs and short poems expressing
beautiful things to music.

In the 12th century, samurai became the center of politics, and culture also
changed. Temple chanting, which incorporated song into religious ceremonies,
began. Samurai preferred to play and sing epic poems such as “The Tale of the
Heike”, and to dance while singing or narrating. However, unlike Uzbekistan's
bakhshi, Japanese epic music does not rhyme.

In the 17th century, Japan closed its borders to the outside world. Exchange
with the outside world was closed, but the Edo period was a time of peace and
saw the most flowering of Japan's unique culture. The people were divided into
Specialists in Agriculture, Industry, and Commerce. Lifestyles differed for each
division, and different cultures developed. As musical instruments and music
differed depending on class and occupation, a wide variety of musical instruments
and music developed. The samurai class favored professional blind players of the
koto and kokyi. The koto became a national occupation for the blind, and many
new pieces were composed and premiered by professional players. Only komuso,
monks of the Fuke sect of Zen Buddhism, were allowed to play the shakuhachi,
and this was done as training. The shamisen was introduced from the Ryukyu
Islands but became popular among townspeople and farmers. The shamisen was
used in kabuki and bunraku puppet theater in collaboration with the plays of the
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time and Chikamatsu literature. Among farmers, the shamisen came to be used in
collaboration with festivals and for folk songs. Nowadays, anyone can freely play
the instruments and music they like, regardless of their occupation. However,
even today, the field of traditional music remains highly subdivided, as it was
back then, with each instrument, music, and scale being different, which become
the characteristics of each musical genre.

As an example, the following provides a classification table for Japanese
shamisen music.

Genre Music titles Places where it's used
: Gitayu- Puppet shows, Kabuki, Japanese

Theatrical |, qp ) dance > "

music - '
(Performed in | Tokiwazu- Kabuki, Japanese dance,
conjunction Nagauta Kabuki, Japanese dance
with plays and i :
dance) | Flyomoto- Kabuki, Japanese dance
bushi
kyOkquuta, S0- Samurai banquets at castles
Ogie-bushi
etc.

Non- Icchu- . .
theatrical music bushi Originally theater music, but
(Performed Shinnai- only the songs remain
alone) :

bushi
Kato-bushi
Hauta, \
Kota Townspeople's banquets.
Folk song Festivals, where farmers sing

Other shamisen while working.

Tsugaru- Festivals, where there's only
shamisen shamisen playing, no songs.

Classification of shamisen music

Chapter 2: The development of Eastern music under the influence of
Western music in the 20th century
This section presents an analysis of the state of new Japanese compositions since
the introduction of 20th-century Western music to Japan, using the Encyclopedia
of Works by Contemporary Composers (2017). This encyclopedia contains
approximately 10,000 modern and contemporary Japanese works. There are 336
composers listed. 331 of them are Japanese, and 5 are foreign, but these 5
composers are either living in Japan or have works published and performed in
Japan. The composers' birth years range from the late 1800s to the present. The



compositions are from after 1930, but the peak of contemporary compositions is
between 1970 and 2000.

The arrangement of the above 10,000 pieces was analyzed. First, we
investigated the ratio of pieces using Western instruments, choruses and songs
based on Western theories, and pieces using traditional Japanese instruments. As
shown in Figure 1, about 70% are works using Western instruments, and about
30% are works related to Japanese instruments. Of particular note is that
collaborative ensemble works combining Western and Japanese instruments
account for just under 10% of the total.

Proportion of works for Western and Japanese instruments

RAFH SRR B

Japanese instruments
RYDMIR A HRIFRD 10

/

Western instruments \
72%

“ FFAs \ \2(“..”

The category of Western instruments covers a wide range of genres,
including orchestra, opera, chorus, song, piano and keyboards, chamber ensemble,
wind instruments, string instruments, percussion, other Western instruments, and
foreign ethnic instruments. Japanese instruments include the koto, shakuhachi,
and other Japanese instruments such as the shamisen and biwa. Figure 2 shows
the number of works divided into these categories. Looking at this, we can see
that Japanese composers have written the most choral pieces. In the field of
traditional instruments, they have written the most koto pieces. Japanese
composers have also written many orchestral pieces, totaling 763 pieces.

2}
=

9%
Collaboration between
Western and Japanese
instruments

Organization and number of works

Organization
Orchestra [y 763
Opera 77
Wwind band [ 140
Choral ] 1794

\
Song ] 1106
Piano 4‘% 837

Keyboard instruments [T 101

Chamber ensemble [ 115

Wind instruments ] 1204

—_— \
String instruments ] 1102
Percussion instruments 4% 673

Other Western instruments [ 101

Foreign ethnic instruments 20

Koto ] 1460
Shakuhachi 4‘—1 797
Other Japanese instruments 503
Books, papers, texts, etc. [ 201
Electronic sounds, etc. [ 177

0 500 1000 1500 2000
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Chapter 3: Premiere of a new collaborative work with Uzbekistan

The collaboration between Japan and Uzbekistan has continued since 2017.
In the meantime, the following new works have been created and are being
performed in Japan.

CSPC (Cultural Sending Promotion Committee) has created new works in
collaboration with not only Uzbekistan, but also Chile, Argentina, Finland,
Ukraine, Switzerland, Persia, Lithuania, Romania, and others. However, the most
common collaboration pieces are with Uzbekistan.

The characteristic of our new works is that composers, performers, dancers,
music directors, and producers from both countries form a team and hold repeated
discussions and trial performances to revise and complete the work. In this process,
we also understand the cultural differences between the two countries. Rather than
arranging traditional songs from either country, creating a completely new piece
allows each country to talk more about their ideas, which promotes a common
understanding. Although understandings and styles of rhythm, pitch, and musical
ideas differ from country to country, working together to create a piece allows us
to experience the culture of each country and leads to mutual understanding of
values.

Every year, we collaborate with Uzbekistan at the Tokyo Tower Culture
Festival and World Collaboration Concert in Japan, and the number of fans of
Uzbek music and culture increases every year, raising the profile of Uzbekistan.

Collaborative  music score
between Uzbekistan and Japan

Song title Composer Arrangement

Harunakaru Yoshiharu Koto. Narration
Naoboi Gekijyo GANRYU ’

KIZUNA | ANR@Sh'har“ Koto, doira

Assalom Yoshiharu
alaykum GANRYU Gijjak, Koto

Janbo  bo' Yoshiharu Soprano, Singer, Koto, Shamisen,
laman GANRYU (Arr) | Soz, Doira, 17-koto, Syakuhachi

Ulug’imsan, Yoshiharu Singer, Koto, Shamisen, Soz,
Vatanim GANRYU (Arr) |Doira, 17-koto, Syakuhachi, Clarinet)

Friend ship : Ezoza Koto, Soz, Doira

Jalilova
Flower  on Kenji So_prano, Singer, Koto, Sh_amisen,
Soz, Doira, 17-koto, Syakuhachi, Flute,
the azure sky Kanemasu Pi
iano

BriOIgeRambow KINOSuchlro Koto, Soz, Doira

In addition, CSPC is publishing completed works and making repeated
performances. In January 2025, we will hold an exchange concert with Uzbekistan




(World Collaboration Concert 5, Tokyo Tower Culture Festival 8) at Kioi Hall,
the hall with the best acoustics in Japan.

Conclusion

In Japan, there are many unique things such as musical instruments, scales,
intervals and sounds that have been developed independently. After tracing a long
history, today we are at the origin. | think that collaborating with Central Asia
again is very important for imagining a new culture. Understanding the value of
collaboration is not only about music, but also about learning each other's cultures
and customs, and | think it is an important activity for two-way international
exchange, and it is important to continue it.

For magazines:

Shigenri, Kishibe, Eiji Kitsukawa, Fumio Koizumi: Japanese Music,
National Theatre

Toshiya Sukegawa, Katsuhiro Tsubonou, Haruka Tachibana : Encyclopedia
of works by contemporary composers, Mother Earth(2017)
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O‘ZBEK XALQ MUSIQA MEROSINI NOTAGA OLISH MASALALARI:
KECHA VA BUGUN

Jo‘raqul SHUKUROV,
O ‘zbekiston davlat san’at va madaniyat instituti professori,
O ‘zbekiston Respublikasi san’at arbobi.

(O zbekiston)

Annotatsiya:  Mazkur maqgolada musiqiy namunalarni notaga olish
bo ‘yicha ilk urinishlardan boshlab ayni kunlargacha davom etgan milliy mumtoz
musiga merosimiz durdonalarini ilmiy va amaliy jihatdan zamonaviy nota
chiziglariga o ‘girish bo yicha olib borilgan jarayonlar mubohasa qilinadi.
Shuningdek, ayni damda yechimini kutayotgan mavjud muammolar hagida fikr
mulohaza yuritiladi.

Kalit so ‘zlar: musiga, nota chizig i, tanbur, maqom, musigashunoslik.

IX-X asrda yashab ijod gilgan buyuk alloma Abu Nasr Farobiy shunday
degan edi: “Biz bugun eshitib turgan musigalarimizni oqqa qora bilan
ko ‘chirishni yo ‘lga qo ‘ymasak, ularni keyingi aviodga yetkaza olmaymiz”.
Darhagigat alloma aynan shu masala yuzasidan bir gator ishlarni amalga ham
oshirgan. Undan esa tibbiyot sohasining piri komili bo ‘Imish buyuk alloma Abu
Ali ibn Sino ham aynan shu masala borasida bir gator ilmiy ishlarni amalga
oshirgan. X1l asrga kelib Safiuddin Urmaviy ham bu borada bir gator ishlarni
amalga oshirgan bo ‘Isa, XIX asrga kelib Komil Xorazmiy tomonidan “Tanbur
shizig i ixtiro qilindiki, bularning barchasida musiqiy merosimizni asl holicha
keyingi avlodga yetkazib berish ezgu magsad gilingan edi.

Avvalo shuni alohida aytib o‘tish joizki, XIX va XX asrlarda ham xalq
musiga merosimizni notalashtirish borasida talaygina ishlar amalga oshirilganligi
ko‘rish mumkin. XIX asrning ikkinchi yarmida o‘zbek xalq musiqa merosimizni
bugungi nota yozuviga olishni ilk bor boshlab bergan rus zobiti Avgust Eyxgorn
bo‘lib, u Farg‘ona — Toshkent mahaliy musigasiga xos bir gator folklor
qo‘shiglarni notaga tushirishga muvaffaq bo‘ldi. Undan keyin esa Yelena
Romanovskaya ham Avgust Eyxgorn singari faoliyatini davom ettirib, nafagat
Farg‘ona-Toshkent, balki Buxoro-Samargand, Xorazm va Surxondaryo-
Qashgadaryo vohalari xalq musiga merosini notaga olishga urinishlarni amalga
oshirdi.

1923-yil Buxoroda ma’rifatparvar shoir, mumtoz musiga bilimdoni
Abdurauf Fitrat tashabbusi bilan, Ota Jalol va Ota G‘iyoslar ijrosidan Buxoro
Shashmagomini rus kompozitori va etnografi Viktor Uspenskiy tomonidan notaga
olinib, 1924-yili Moskvada nashrdan chiqarildi. Buxoro Shashmagomini 1954-
yili Dushanbe shahrida ikkinchi marotoba notaga olib Moskvada chop ettirgan va
nashrdan chigargan magomdon ustozlar Boboqul Fayzullayev, Shonazar Soyibov
va Fayzulla Shahobovlardir.

Shuni alohida ta’kidlash joizki, 1959-yildan boshlab Buxoro
Shashmaqomi, Farg‘ona-Toshkent maqom yo‘llari, jumladan, qator xalq



qo‘shiglari-yu folklor qo‘shiglarini jamlab, notaga olgan holda 5 tomlik O‘zbek
xalqg muzikasi jamlamasini nashrdan chigargan ustoz, akademik Yunus
Rajabiydir. 1959-yildan boshlab Xorazm xalq qo‘shiglari bilan bir qatorda
Xorazm olti yarim maqomi va Xorazm doston tarkibidagi qo‘shiglarni notaga olib
nashrdan chigargan ustoz Matniyoz Yusupov hisoblanadi.

Buxoro Shashmaqomining notaga olinishi shu bilan to‘xtab qolmadi,
aksincha, zamon talablari nugtai nazaridan davom ettirildi. Bu ishni 2010 yildan
Ustozoda san’atkor Ariel Boboxonov tomonidan ham notaga olib, Berlinda
nashrdan chigardi. 2016-yilda esa Tojikistonlik magom ustozi Abduvali
Abdurashidov ham Buxoro Shashmagomini notaga olib, Dushanbe shahrida,
Tojik magomi nomi bilan nashrdan chigardi. Bularning orasida san’atshunoslik
fanlari doktori, professor Rustam Abdullayev ham 2006-yili O‘zbek maqomi
nomi bilan nashrdan chigargan bo‘lsa, Rustam Boltayev Xorazm “Dutor
maqomlari”ni notaga olib nashrdan chiqgarishga muvaffaq bo‘ldi.

Albatta, xalg musiga merosimizni notaga olib keyingi avlodga yetkazib
berishga harakat qilishlar nur ustiga a’lo nur hisoblanadi. Biroq, xorijga
chigsangiz, bizlarning maqomlarimiz borasida hech gandayin ma’lumot topa
olmaysiz. Amerika Qo‘shma Shtatlariga boring. Bir qator oliy ta’lim
muassasalarida Hind Ragasini qiziqib o‘rganishmoqda va ularda Ragalar xususida
ma’lumotlar ham juda ko‘p, targ‘iboti, tahsinga loyiq. Fagat AQSH emas, balki
Fransiya, Angliya, Germaniya kabi ko‘plab Yevropa mamlakatlarida ham raga
mumtoz musiqgasiga gizigish juda katta. Yohud Eronning Dastgohi, Ozarbayjon
Mug‘omi borasida ham xorijda ma’lumotlar mavjud. Bir narsaga e’tibor beraylik.
Hindistonda fagatgina bir Raga, Eronda faqatgina Dastgoh, Uyg‘urda faqatgina
12-magom va hokazo, ya’ni qaysi bir millatni xalq milliy musiqa merosini olib
garamaylik, ularda fagatgina bir xildagi magomlar mavjud. Bizdachi, bizlarda
bo‘lsa “Buxoro Shashmaqomi”, ‘“Xorazm maqomlari”, “Farg‘ona-Toshkent
maqom yo‘llari”’, “Xorazm Dutor maqomlari”, bulardan tashgari biz
yoshligimizda eshitganlarimiz Surnay maqomlari ham mavjud bo‘lgan. Qarang,
bizning zaminimizda shunchalik boy musiga merosimiz bo‘la turib, bizlar ularni
chet eldagi targ‘ibotini yo‘lga qo‘yishda sustroqmiz, nazarimda.

Shu o‘rinda tabiiy bir savol tug‘iladi: nima uchun bizlarning maqomlarimiz
borasida chet ellarda o‘rganish uchun qiziqish kam. Ajabo... Nima uchun? Agar
biz bu mumtoz musiqalarni bir-biriga qiyoslaydigan bo‘lsak, boshga xalglarning
mumtoz musiqalari deylik o‘zining ladiga egadir. Xo‘sh, maqomlarimizning ham
0°‘z ladi mavjud (Buxoro davlat musiqa bilim yurtida ta’lim olib turgan paytlarim,
O‘zbekistonda xizmat ko‘rsatgan o‘qituvchi, magomdon ustoz, mashhur
tanburchi Ma’rufjon Toshpo‘latov maqom darslarida qani endi dutor va
tanburlarni Navoga sozlaymiz, yoxud va h. deganlari hali qulog‘imda).

O‘zga maqomlarning tarkibiy tuzilmasida o‘ziga xoslik bo‘lsa, bizning
maqomlarimizda yo‘qmi? Bor! Bizlarning maqomlarimizda keraklicha barchasi
mavjud. Buning boisi, maqomlarimiz bo‘yicha mutaxassislarimizning targ‘ibot
ishlarida haddan tashqari sustlik bo‘lsa kerak, nazarimda. To‘g‘ri, besh qatorli
nota tizimiga olingan magomlarimizni gaysi birini olmang, aynan yozilganday
ijro etsangiz tushunib bo‘lmaydigan darajadagi bir asar bo‘lib chigishi mumkin.



Chunki, bu tarzdagi notalarda milliy bezaklarimizni ifodalaydigan alohida
maxsus belgilar mavjud emas, bo‘lsa ham aynan ijroni ifodalab berolmaydi.
Shuning uchun ham Viktor Uspenskiy Buxoro Shashmagomini notaga olib
bo‘lgan, musiqashunos olim V.Belyayevga quyidagicha xat yozadi:

“Sizga bu nota namunalarini yuborib, shuni aytib o ‘tishim lozimki, ba’zi
notalar ustiga so ‘roq belgilarini yozganman. Bu bilan men ushbu tovushlarni
klassik nota grafikasiga aniq yozib bo ‘Imasligini aytmoqgchiman...”.

Tabiiyki, nataga olingan magomlarimiz nashrda chigarilayotganda notalar
ustidagi savol belgilari qo‘yilmaydi. Pirovardida, maqomlarimizning lad
strukturasiga zarar yetkaziladi. Yanada aniqrog‘ini aytadigan bo‘lsak, o‘zbek xalq
musiga merosining ladlari aslida 17 pog‘onalik bo‘lgan va bugungi 12 pog‘onalik
ladga majburan joylashtirilgan. Qolaversa, magqom ijrochilari tomonidan notaga
olinganlarga noto‘g‘ri yondashishdir.

Quvonarli tomoni shundaki, mana shu ladlarni gayta tiklash borasida
O‘zbekiston davlat konservatoriyasi “Kompozitorlik va cholg‘ulashtirish”
kafedrasi dosenti, kompozitor Jahongir Shukurov, Y.Rajabiy nomidagi
O‘zbekiston davlat milliy musiga san’ati instituti dosenti Abror Zufarorv va
kompozitor Artyom Kim rahbarligidagi “Omnibus” ansambli aynan shu masala
yuzasidan ilmiy ishlar olib borishib, amalda anchagina natijalarga erishdilar.
Biroq, bu ham ba’zi bir sabablarga ko‘ra to‘xtab qolganga o‘xshaydi.

Xo‘sh, endi bu ishlarni amalga oshirish uchun kim bosh qotirishi kerak va
nimalar bizlarga xalagit berayapti? Biz bu savollarning javobini, kompozitor
Jahongir Shukurovning bir maqgolasida topganday bo‘ldik. U shunday yozgan:
“Dunyoning qaysi bir o‘lkasiga bormang, u yerdagi aksariyat musiqachilar
“Raga” — hind xalgining musigiy merosi ekanligi va uning ohangini boshga Sharq
xalglari musiga merosi ohangidan ajrata olishlari barchaga ayon;

- dunyoning gaysi bir musiga institutlarining kutubxonasiga kirmang,
ularning aksariyatida Hind ragasining tarixi va uning tarkibiy tuzilmasi hagida
ma’lumotlar olishingiz mumkin;

- internet sahifalariga kirsangiz ham, millatidan gat’iy nazar, izlanuvchan
musiqachilarning ragani o‘rganib, uni musiqa cholg‘ularda ijro etib turishlarini
guvohi bo‘lishingiz mumkin.

Hagqli savollar tug‘iladi: Raga maqomdan ko‘ra osonmi?

Raga magomdan ko‘ra qiziqarliroqgmi?

Raganing kuylari go‘zalrogmi? Yoki nima...?

Magomlarimiz ilmiy va amaliy targ‘ibotiga aloqador qator kamchiliklarni
o‘rganib, ularni mutaxassislarmiz zudlik bilan bartaraf etishga kirishib,
magomlarimizni chet el targ‘ibotiga o‘zlarini hissalarini qo‘shmas ekanlar,
magomlarimiz ham bir gator boshga Sharq xalglari milliy musiga merosi kabi
butun dunyoga mashhur bo‘la olmaydi.

Buning uchun esa kelajak avlod bizni kechirmasa kerak.

Mana, sal kam chorak asrdan buyon Samarqgand shahrida o‘tkazilayotgan
mazkur “Sharq taronalari” musiqa festivali doirasida o‘tkazilayotgan Xalgaro
konferensiyada maqomlarimizning ilmiy va amaliy targ‘iboti uchun eng ma’qul
jarayon deb hisoblayman. Yoshi ulug® va tajribali musigashunos olimlarimiz



yohud yosh o‘zbek olimlarimiz tomonidan maqomlar va milliy musiqa
an’analarimiz masalasiga doir ilgari surilayogan barcha ilg‘or g‘oyalarni
atroflicha o‘rganib, maqom ilmiy va amaliy jarayoniga tadbiq etilsa, magsadga
muvofiq bo‘lardi, deb hisoblayman.
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®ECTUBAJIBHOE JIBUKEHUE B ABEPBAM)KAHE KAK
ITOKA3ATEJIb ITPOLHECCOB UHTEI'PALIMH U ITTOBAJIM3AIIUU B
TPAANIINOHHOM MY3bIKAJIBHOM HCKYCCTBE

Dr. Lala HUSEYNOVA,

(PhD), npogheccop,

IIpopexmop no nayunoii pabome

Azepbauioxncanckou Hayuonanonou Koncepsamopuu.
(Azepbaiioxncan)

C HayajsoM HOBOTO BEKa MY3bIKaJIbHbIE (heCTUBAIM U KOHKYPCHI CTalu
HEOTHEMJIEMOM M BaKHOM YaCThIO MYy3bIKaJIbHOM KM3HHU A3epOaiimkana. BeI30oBbI
U TpeOOBaHU HOBOTO BPEMEHH HAITOJHUWIN 3TU (PECTUBAIIN HOBBIM COZEpKaHUEM
Y pacHIMpWIIA MaclliTad ydyacTBYIOIIMX B HUX CTpaH. B Hacrosiee BpeMs B 3TO
JBUYKEHUE BOBJICYEHBI ITPAKTUYECKH BCE YKAHPBI U HAPABICHUS MY3bIKaJIbHOTO
UCKYCCTBA, KOTOpPBIE HMMEIOT I[PUMEHEHHE B CTpaHe. OJTO MEXIYHapOJHBIC
(decTuBaIM U KOHKYPChl TPAJAMLIMOHHOW MY3bIKM, HHCTPYMEHTAJIBHON U
BOKAJIBHOM KJIACCHUYECKOW MY3BIKH, COBPEMEHHOM aKaJIeMUYECKONM MY3BIKH, TTIE
OCHOBHAsl JBIXKylIIass cuia 0ojiee MOJOJ0€ TIOKOJIEHHE KOMIIO3UTOPOB U
UCIIOJIHUTENEH, ()ECTHBAIIM COBPEMEHHOM [IKA30BOM W ACTPaJHONW MY3BIKH,
aBTOPCKOU IECHU U T.A.

Oco0oe 3HadueHHe MPUOOpENH B ITOM aclekTe (PEeCTUBAIU U KOHKYPCHI
KJIACCUYECKOM TPATUIIMOHHOW MY3bIKM, B OCOOCHHOCTHM Myrama, KOTOpbIC
HOJYYMIIA 0cOOYI0 MONYISIPHOCTh KaK B A3zepOaiikaHe, Tak U 3a ee MpeaesiaMu.
OHM SBWINCH MOIIHBIM CTHUMYJIOM HE TOJIBKO [UISi COXPaHEHUS BEKOBBIX
TpaJuLUi B yCIOBUSIX HapacTarollel modaln3auy, HO U JUIs pa3BUTHS CTapbIX
TpaAuIil B pyclie HOBBIX BEeSIHHM BpeMeHU. [laHHbIe decTUBAIM M KOHKYPCHI,
HECOMHEHHO, WIrpaioT OOJIBIIYI0O POJb M B Jelie COMMKEHHUS POJACTBEHHBIX
My3bIKaJbHBIX  KYJIBTYp HapoJoB Bocroka, TeM caMbIM  yCHJIHBas
MHTErPallMOHHBIE TIPOLIECCHl MEXKIy HUMU. Bosbiiyto ponb B nene cOnmxeHus
Pa3JIMYHBIX BOCTOYHBIX TPAAWLHUM UIPAET TaKXKE KyJIbTYypHAas IUIOLIAJIKA,
IIpEAOCTaBIsAEMas OpraHu3auusaMu MciaaMckol conuaapHoCcTi U TIOpKCOs.

B paccmarpuBaembix B Aokinazne (ecTHBANISIX TPAAULMOHHON MY3BIKU
MPUHAMAIOT YYacTHUE Pa3JINYHbIE MOKOJEHUS MY3BIKAHTOB, YTO IPEACTABISAET
0O0JIBIION MHTEPEC B IJIAHE ONpPENeeHUsI UX TPUOPUTETOB B TBOPUECTBE, U TEM
CaMbIM, JAalOT BO3MOKHOCTb YBHUJETH BCIO IMOJHOTY KapTHUHBI ITPOUCXOISIIHNX
W3MEHEHHI 1 TpaHchopMaliiii B TOM UM MHOM kaHpe. B aTom miane pectuBamm
MyramMa ¥ HAapOAHBIX MY3BIKAJIbHBIX HWHCTPYMEHTOB, MPOBOJMMBIX B
AzepOaiimxaHe, [JalOT XOpOIIylH0 HMH(POPMAIMIO JJIs  HCCIeaoBaTeen
TPAJULIMOHHOIO MCKYCCTBAa O €€ COBPEMEHHOM COCTOsSHHMU. Ecim crapiiee u
OTYaCTU CpeHEE MOKOJICHHUE EIIIe CTapaloTCs Oojiee CTPOro Clie0BaTh MpaBUiIaM
TPaJULIMOHHOTO HCKYCCTBAa, TO MOJIOJBIE HCIIOJHUTENN OOJbIIEe CKJIOHHBI K
BJIMSTHUIO COBPEMEHHBIX TEHACHIIMH, OCOOEHHO /’Ka30BOM MY3bIKH M ACTPAJIHBIX
HanpaBieHuil. [lokazaTrenbHBIMM B 3TOM IUIaHE OKa3ajuch JBa (ecTuBass
HApOJHBIX MHCTPYMEHTOB, KOTOpbIE OBLIM OpraHuW30BaHbl A3epOaiiIKaHCKOU
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HanunonansHoit Koncepsaropueir B 2022 u 2024 romax ¥ HNPOBOAWIHCH IO
OTHEJNBHOCTH I KaXKI0I'0 MHCTPYMEHTA - Tapa, KAMAaH4YM, KAHOHA U JYXOBBIX
MHCTPYMEHTOB. JlaHHBIE (pecTHBAIM HADIAIHO MPOJEMOHCTPUPOBAIU B KAaKOM
pyciie JBHWKETCS MCIOJHUTEIBCTBO HA HApPOJHBIX MHCTPYMEHTaX M Kak
COOTHOCATCA TPaJULIUU C IPUBHECEHHBIMU HOBILIECTBAMH, YOS IUTEIbHBI JIU OHU
JUI  B3bICKATEJIbHOM NyOJNMKM WJIM paccuuTaHbl Ha Oojee HIMPOKYIO
CJIyILIATENIbCKYIO ayIUTOPHUIO C MEHEE TPEOOBATENBHBIM BKYCOM M OTHOLIEHUEM K
MPOUCXOMSIINM B MY3bIKE ITPOLIECCAM.

PaccmarpuBas u ananusupys (ecTuBagbHOE ABUKEHHUE, MOKHO YCIOBHO
BBIICTTUTh JIBA OCHOBHBIX JSCTETHUECKH U CTHJIUCTUYECKH OOYCIOBICHHBIX
HalpaBJICHUI B MpeICcTaBIeHHOM acnekTe. C OJHOW CTOPOHBI, 3TO MHTErpalus
My3bIKaJbHBIX TPAIULIUNA MEXy POACTBEHHBIMH KyJIbTypamMu BocToka, koTopas
UMEET [JABHIOI0 HCTOPUIO B3aUMOBIHMAHMS, a C JpPYyroi, 3TO CHUHTE3
OTIMYAIOIIMUXCSA APYT OT APyra MY3BIKAJIBHBIX TPAIWLHNA, KAaHPOB M CTHIECH
Bocroka u 3anazna, monyduBIIyl0 Hayanio U Oosbiioe pa3Butue B 20 Beke U
IPOIOJIKAIOLIYIOCS B YCIOBUAX INI0OATN3ALNHN YXKE B HBIHEIIIHEM CTOJETHH.

XoTenock Obl OTMETUTh, UYTO JaHHAs Te€Ma NEPUONUYECKU SIBISETCS U
00BbEKTOM OOCYXACHHM Ha MexXayHaponHoW KoHpepeHuun B baky, koropas
IPOXOIUT IMOJ 3aroJIoBKOM «My3bIKaJIbHbIE TPaJWLUU B INI0OATU3UPYIOLIEMCS
MUPEY.

B mnpexacraBieHHoM nokiaze OyneT AaHa MOMbITKAa 0000IIUTh UMEIOIIUECS
pacCy X JeHUsl Ha MPEIbABICHHYIO TEMY, a TaKXe, HAa MpUMepe (PeCTUBAIBHBIX
BBICTYIIJIECHUA  YYaCTHUKOB,  pacCMOTPETb  HEKOTOPbIE  MPOSIBICHHUS
MHTErPALMOHHBIX IMPOLIECCOB, CIOCOOCTBYIOIIUX COMMKEHUIO Pa3IUUYHBIX
My3bIKaJbHBIX KYJIBTYp UM OTPaXAIOUIMX COBPEMEHHbIC TEHACHLHMH B
TPAaIUIIMOHHONU MY3bIKE.



GLOBALLASHUV VA YOSHLAR MUSIQIY MADANIYATI

Davlat XIMMATOV,

Yunus Rajabiy nomidagi o zbek milliy musiqga san’ati
instituti prorektori, falsafa fanlari nomzodi.

(O ‘zbekiston)

Annotatsiya: Bugungi globallashuv jarayonlari jamiyatning barcha
sohalariga, shu jumladan musiga va san’atga ham o ‘zining salbiy ta’sirini
ko ‘rsatmogda. Jamiyatimizning jonkuyar fidoiylari, ziyolilar, eng avvalo
musiqashunos olimlar, ustoz san’atkorlar, yozuvchi va jurnalistlar, ko‘p sonli
san’at ixlosmandlari bunday masalalar yuzasidan oz fikrini ochiq bildirib
borishi, shu tariga yoshlarimizga to‘gri yo ‘Ini ko ‘rsatishi bugungi kunning
g'‘oyat dolzarb vazifasidir. Ushbu magolada bugungi globallashuv jarayoni va
yoshlar musigiy madaniyati hagida fikr yuritiladi.

Kalit so‘zlar: ma’naviyat, globallashuv, yoshlar, musiga madaniyati,
qo ‘shiq, ijtimoiy tarmoq, musiga san’ati.

Yosh avlodni milliy-ma’naviy qadriyatlar ruhida tarbiyalash, buyuk
allomalarimizning o‘gitlari, dono so‘zlari, fikrlarini qadrlash, o‘rganish, hayotda
qo‘llash yoshlarni fikr va dunyoqarashini kengaytiradi. Kelajagimiz, yurtimizning
ertangi kuni bevosita unib-o°‘sib kelayotgan yoshlarimizga bog‘liq. Shunday ekan,
ularni har tomonlama yetuk, komil, vatanparvar, yurt tinchligi va ravnaqi yo‘lida
fidoiy qilib tarbiyalash zarur. Prezidentimiz Shavkat Mirziyoyevning “Bizni
hamisha o‘ylantirib keladigan yana bir muhim masala — bu yoshlarimizning odob-
axloqi, yurish-turishi, bir so‘z bilan aytganda, dunyoqarashi bilan bog‘liq. Bugun
zamon shiddat bilan o‘zgaryapti. Bu o‘zgarishlarni hammadan ham ko‘proq his
etadigan kim — yoshlar. Mayli, yoshlar o‘z davrining talablari bilan uyg‘un
bo‘lsin. Lekin ayni paytda o‘zligini ham unutmasin. Biz kimmiz, qanday ulug*
zotlarning avlodimiz, degan da’vat ularning qalbida doimo aks-sado berib,
o‘zligiga sodiq qolishga undab tursin. Bunga nimaning hisobidan erishamiz?
Tarbiya, tarbiya va faqat tarbiya hisobidan” — degan fikrlari barchamizga
dasturilamal bo‘lishi zarur. Yoshlar tarbiyasining asosiy yo‘nalishi bu ma’naviy-
ruhiy tarbiyadir. Zero, inson ma’naviy-ruhiy yetuk bo‘lsa, jismoniy yetuklikni
ta’minlash oson bo‘ladi.

Insonning ruhiy-ma’naviy kamolotiga erishishida boshqa san’at turlariga
qaraganda musiqa san’atining o‘rni va ta’siri kuchliroqdir. Zero Ibn Sino
aytganidek, inson galbining tubida shunday hilvat joylar borki u yerga fagat
musiqa yordamidagina qirish mumkin. Xalqimiz gadimdan musiqa san’atika katta
e’tibor berib kelgan. Samargand yaqinidagi Mo ‘minobod qishlog‘idan 3 ming 300
yil mugaddam suyakdan yasalgan nay cholg‘usi topilgani ham shundan dalolat
beradi. Musiga ohanglari gaysi xalg yoki millat vakillari tomonidan ijro etilmasin,
eng ezgu, yuksak va nozik insoniy tuyg‘ularini junbushga keltiradi.

So‘nggi yillarida, ulug‘ bobolarimizning an’analarini davom ettirgan holda,
mamlakatimizda musiqa san’atini keng rivojlantirishga garatilgan ishlar yana ham



kengrog amalga oshirilmoqda. Jumladan, mumtoz musiqiy merosimizni asrab-
avaylash va o‘rganish, uni yosh avlodlarga bezavol yetkazish maqgsadida ko‘plab
ko‘rik tanlovlar, nufuzli xalgaro musiqa anjumanlari muntazam ravishda o‘tkazib
kelinmoqda. O‘zbekiston Respublikasi Prezidentining 2017-yil 17-noyabrdagi
“O‘zbek millily maqom san’atini yanada rivojlantirish chora-tadbirlari
to‘g‘risida”’gi PQ-3391-sonli garori, 2018-yil 1-noyabrdagi “Xalqaro baxshichilik
san’ati festivalini o‘tkazish to‘g‘risida”gi qarori gabul qilinishi yuroridagi
fikrlarimizni yagqol tasdiglaydi.

Barchamizga ma’lumki, kuy-qo‘shiqga, san’atga muhabbat, musiga
madaniyati xalgimizda bolalikdan, onalarimiz allasidan boshlab, oila sharoitida
shakllanadi.

Bugungi globallashuv jarayonlari jamiyatning barcha sohalariga, shu
jumladan musiga va san’atga ham o‘zining salbiy ta’sirini ko‘rsatmoqda. Buni
nafagat mavzu va musiga, ijro usullari, balki sahna harakatlarida ham ochigdan-
ochiq ajnabiy “ommaviy madaniyat” ko‘rinishlariga taqlid qilish, “yulduzlik”
kasaliga chalinish holatlari tez-tez uchrab turayotganligida ko‘rish mumkin.
Aynigsa, bizning milliy an’analarimizga, axlog-odob qoidalariga mutlaqo to‘g‘ri
kelmaydigan kliplar, turli tillardagi so‘zlarni qorishtirib yoki talaffuzni ataylab
buzib aytish kabi nomunosib harakatlarni ayrim yosh ijrochilar o‘zi uchun
gandaydir yangicha uslub deb bilayotganligi, san’atni, uning mohiyati va
ahamiyatini tushunmaganligidan dalolatdir. Jamiyatimizning jonkuyar fidoiylari,
ziyolilar, eng avvalo musiqashunos olimlar, ustoz san’atkorlar, yozuvchi va
jurnalistlar, ko‘p sonli san’at ixlosmandlari bunday masalalar yuzasidan o‘z
fikrini ochiq bildirib borishi, shu tariga yoshlarimizga to‘g‘ri yo‘lni ko‘rsatishi
bugungi kunning g‘oyat dolzarb vazifasidir. Biz uchun axloqiy jihatdan
noma’qul, milliy qadriyatlarimiz va qarashlarimizga yot bo‘lgan, lekin hozirgi
vaqtda hayotimizga tobora chuqur kirib borayotgan shunday ko‘rinishlar xuddi
yugumli kasallik deb gabul gilishimiz lozim. Shu asosda bunday xurujlarning
o‘ta xavfli holat ekanligini xayotning o‘zi ham ko‘rsatib turibdi. Bu haqida
birinchi Prezidentimiz [.Karimov aytganlaridek, agar insonning qulog‘i yengil-
yelpi, tumtaroq ohanglarga o‘rganib qolsa, bora-bora uning badiiy didi, musiga
madaniyati pasayib ketishi, uning ma’naviy olamini soxta tushunchalar egallab
olishi ham hech gap emas. Oxir-ogibatda bunday odam “Shashmaqom” singari
milliy merosimizning noyob durdonalarini ham, Mosart, Betxoven, Bax va
Chaykovskiy kabi dunyo tan olgan buyuk kompozitorlarning asarlarini ham gabul
qilishi qiyin bo‘ladi. Bunday salbiy holatlarning oldini olish uchun avvalo
san’atkorlar orasida sog‘lom ijodiy mubhit tashkil qilish, o‘sib kelayotgan yosh
avlodning ma’naviy olami va madaniy saviyasini yuksaltirish, yoshlarimizning
milliy va jahon musiga madaniyatining mumtoz asarlari bilan birga, ularning
kayfiyati va intilishlariga mos keladigan zamonaviy estrada san’ati
namunalaridan keng bahramand bo‘lishi uchun zarur shart-sharoitlar yaratish,
musiqiy savodxonlikni yanada rivojlantirish masalalari o‘ta muhim ahamiyat kasb
etadi.

Yugoridagilardan kelib chiqgib quyidagi ishlarni amalga oshirishni tavsiya
gilamiz:
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e ijtimoiy tarmoglarda yoshlarni estetik didi va musiqiy savodiga ijobiy
ta’sir ko‘rsatadigan milliy kontentlarni ko‘paytirish;

e umumiy o‘rta ta’lim maktablarda musiqiy fanlar soatini ko‘paytirish;

e keng jamoatchilikka musigani inson ma’naviy-ruxiy olamiga ijobiy
ta’sirini tushuntirish ishlarini olib borish;

e oddiydan-murakkabga garab bosgichma-bosgich milliy musigamizni
noyob durdonasi “Shashmagqom”ni keng jamoatchilik, aynigsa yoshlar ongiga
singdirish.
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SHARQ MUSIQASI DO‘STLIK VA TINCHLIK OMILI SIFATIDA

Baxtiyor YAKUBOV,

O zbekiston davlat san ‘at va madaniyat
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(O zbekiston)

Annotatsiya: Mazkur maqgolada Shargning qadim gavhari bo ‘Imish ko ‘hna
Samarqand shahrida o ‘tkazib kelinayotgan “Sharq taronalari” Xalgaro musiqa
festivalining nufuzi va ko ‘lami xususida, jumladan har bir davlat nomidan
qatnashayotgan ishtirokchilar o ‘z yurtining ma ’naviy merosini namoyon qilish
imkoniyati hagida mubohasa qilinadi. Shuningdek, festival doirasida
o ‘tkaziladigan ilmiy konferensiya davlatlarning ma 'naviy va madaniy merosini
ilmiy o ‘rganish imkoniyatini beradi.

Kalit so ‘z: musiga, san’at, festival, meros, tarix, an’ana.

Til va millat tanlamas musiqa san’ati azal-azaldan xalglarni birlashtiruvchi
vosita bo‘lib kelgan. Yaxshi kuy insonga ruhiy ozuqa, ma’naviy kuch bag‘ishlab,
galblarni ezguliklarga chorlaydi. Umuminsoniy tuyg‘ular tarannum etilgan har
ganday musiga tinglovchini xayolotning sarhadsiz kengliklariga olib ketadi,
tafakkuriga yorug‘lik, tomirlaridagi qonida jo‘shqinlik va yuragida mehru
muhabbat sarchashmalarini ochadi. Musiga mana shunday sehrli va qudratli
kuchki, undan ezgu magsadlar, yuksak istaklar yo‘lida foydalanganlargina abadul
abad baxtu igbol topajak! Bunday ko‘tarinki jumlalarning aytilishi bejiz emas,
albatta. Samarqand shahrida muntazam o‘tkazilib kelinayotgan “Sharq taronalari”
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musiga festivalining zamirida mujassam bo‘lgan, undan ko‘zlangan magqgsadlar
aslida mana shunday olijanob tilaklarga yo‘g‘rilgan.

Festivalning aynan O°‘zbekistonda, Samarqandda o‘tkazilishida ramziy
ma’no bor. Qadim-qadimdan O‘zbekiston g‘arbu sharqni bog‘lovchi hududda
joylashgan bo‘lib, Samarqand esa Sharqning gavhari hisoblangan. Yangilanib
borayotgan O‘zbekiston jahonga yuz ochib, tobora hammaning e’tiborini o‘ziga
tortib bormogda. Natijada musiqa san’atiga beriladigan do‘stlik va tinchlik elchisi
tarifi O‘zbekistonga nisbatan ham ishlatilayotgani, mos tushishi ayni hagigat. X111
Xalgaro “Sharq taronlari” festivali har doimgidan-da Kkatta qiziqgish bilan
kutilmoqda. Buni aynan xorijdan keluvchi mehmonlar, festival gatnashchilari
kutishmoqdaki, bunga sabab so‘nggi yillarda O‘zbekistonning jahon miqyosida
oshib borayotgan nufuzi bilan bog‘liq. Bu nufuz bejiz emas. Albatta, uning
zamirida O°‘zbekistonning rivojlanish strategiyasida mamlakatda, mintaqada,
jahonda tinchlikka, do‘stlikka intilish, aynan mana shu gadriyatni bosh magsad
qilib olish yotadi. Tinchliksevar O‘zbekiston barcha bilan do‘st-inoq bo‘lishni 0‘z
oldiga magsad qilib qo‘ygani va buning yana bir ifodasi sifatida san’at, musiqa
festivali bilan barchani o‘ziga chorlayotgani buning yaqqol dalilidir.

1997-yildan buyon o‘tkazilib kelinayotgan festivalning yildan yilga nufuzi

va obro‘si oshib borayotganligini quyidagi omillardan anglash mumkin.
Festivalning ilk bora tashkil etilgan sanasida jami 31 mamlakatdan san’at ahli
ishtirok etgan bo‘lsa, keyingi festivallar davomida bu ko‘rsatgich mudom o‘sib
borganligini ko‘ramiz. Jumladan 2011-yilda 51 mamlakat, so‘nggi bora 2019-
yilda o‘tkazilgan XII “Sharq taronalari” Xalqaro musiqa festivalida esa 75 ta
mamlakatdan tashrif buyurgan sozanda, xonanda va turli ansambllar oz
iste’dodlarini namoyish etdilar.
Bu hol festivalning jahon hamjamiyati madaniy hayotida yildan-yilga ortib
borayotgan muhim ahamiyatidan dalolat beradi, desak mubolag‘a bo‘lmaydi.
Butun jahon xalqglarining “Sharq taronalari” festivali timsolida Sharq
madaniyatiga intilishlari, uning bebaho durdonalaridan zavglanishlari bejiz emas,
albatta. Zero ziyomakon Sharq va uning ajralmas qismi bo‘lgan O‘zbekiston deb
atalmish bu mugaddas zamin ham uzoq asrlardan buyon bashar ahliga yuksak
ma’naviy boyliklarni, shu jumladan, musiqiy taronalarga yo‘g‘rilgan bebaho
durdonalarni tuhfa etib kelmoqda.

Ushbu festivalni buyuk tarix va navqiron kelajakni bog‘lovchi rishtaga
o‘xshatish mumkin. Ko‘hna Samarqand buyuk Amir Temur saltanati shon-
shavkatining ramzi bo‘lib xizmat qilgan bo‘lsa, qadim Registon Ulug‘bek
boshlagan bunyodkorlik ishlarining davomiyligi, abadiyligi ifodasi bo‘lib tarix
zarvaraglarini bezab kelmoqda. Bu qadim shaharning tarixiy me’morchiligi
zamonaviy arxitektura bilan uzviy bog‘lanib, shahardagi qad rostlagan ko‘rkam
zamonaviy binolar bugungi O‘zbekistondagi bunyodkorlik va taraqqiyotning
namunasidir. Mana shu uzviylik va uyg‘unlik bugun jahondagi ko‘plab insonlarni
o‘ziga mahliyo etib, eng muhimi O‘zbekistonga kelish istagini uyg‘otmoqda.
“Sharq taronalari” festivalining asosiy magsadi ham xalglarni bir-biriga
yaqinlashtirish, ular o‘rtasida do‘stlik rishtalarini bog‘lashdan iborat.



“Sharq taronalari” xalgaro musiqa festivali bois ko‘plab mamlakatlardan
kelgan yosh iste’dodlar kashf etildi, yangi nomlar, ularning san’ati timsolida esa
turli xalglarning musiqgiy boyliklari bilan yagindan tanishish va ulardan
bahramand bo‘lish imkoniga ega bo‘lmogdamiz.

Mazkur festival nizom talablariga e’tibor qaratadigan bo‘lsak, festivalning

gatnashchilari va ijro etiluvchi asarlarga qo‘yilgan shartlari masala nechog‘liq
muhim ekanidan dalolat. Tanlovda professional va havaskor ijodiy jamoalar
hamda yakkaxon xonanda va sozandalar ishtirok etishi ko‘zda tutilgan bo‘lib, ijro
etiladigan asarlar: Xalq musiqa ijodiyoti (qo‘shiq yoki kuy); An’anaviy mumtoz
musiqa; Zamonaviy milliy ashula va cholg‘u musiqasi kabi janrlarni qamrab
olgani bu har bir tashrif buyurgan mamlakat o‘z yurtining milliy an’analarini,
asrlar davomida sayqal topgan musiqa namunalarini butun dunyo san’at olamida
0‘z o‘rni va nufuziga ega ekanligini namoyon qilish imknoyatini beradi, desak,
hech mubolag‘a bo‘lmaydi. Bu bilan har bir ishtirokchi 0‘z diyorining madaniy
va ma’naviy merosini butun dunyoga “ko‘z-ko‘z qilish”, yana ham aniqrog*i,
uning madaniyatini yaqindan tanishtirish va mamlakatning turistik salohiyatini
oshirish imkoniyatini ham ochib beradi. Bu albatta, har bir ishtirokchi uchun
o‘ziga xos bir imkoniyat hisoblanadi.
Festival doirasida muntazam o‘tkazilayotgan san’atshunos olimlarning xalgaro
ilmiy konferensiya ishida esa, bu ma’naviy va madaniy boyliklarni atroflicha
o‘rganishga alohida e’tibor berilayotgani, qolaversa, nafagat mintagamiz, balki
butun jahon xalglari musiga madaniyatida azaldan mavjud mushtaraklikni teran
anglash borasida erishilayotgan ilmiy natijalari behad quvonarlidir.

Shu asnoda qaror topayotgan “Sharq taronalari” nomli zamonamizning
an’anaga aylanib borayotgan mazkur musiqa festivali milliy va umumbashariy
qadriyatlar uyg‘unlashuviga, demakki, xalglar o‘rtasidagi do‘stlik rishtalarini
yanada mustahkamlashga xizmat gilaveradi, deb ishonch bilan aytish mumkin.
Yangi O‘zbekiston hamma sohalar, xususan, san’at, musiqa orqali ham o‘zining
umuminsoniy, olijanob gadriyati bo‘lmish do‘stlik va tinchlik g‘oyalarini butun
dunyoga yoyadi, hammani mana shu g‘oya atrofida birlashishga chorlaydi!
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QO‘RQUT OTADAN MEROS CHOLG*U

Ma’rufjon YO‘LDOSHEYV,

O zbekiston davlat san’at va madaniyat instituti professori,
filologiya fanlari doktori.

Mashrab MUHAMMADIYEYV,

O zbekiston davlat san’at va madaniyat instituti magistranti.
(O ‘zbekiston)

Annotatsiya: Xalg og‘zaki ijodiga mansub asarlar chin ma’noda
tilimizning bebaho boyligi hisoblanadi. Turkiy xalglar eposining noyob namunasi
bo‘lgan “Qo ‘rqut ota” dostonida qadimgi turkiy tilga xos ko ‘plab cholg ‘u
asboblari tilga olinadi. Biz ushbu maqgolamizda “Qo ‘rqut ota” dostonida ko ‘p
uchraydigan qo ‘biz va u bilan bog ‘liqg ma’lumotlarni yoritishga harakat gilamiz.

Kalit so‘zlar: “Qo ‘rqut ota” dostoni, cholg ‘u, cholg ‘u asboblari, musiqa,
doston, leksika.

Abstract: Folklore works are truly an invaluable treasure of our language.
Many musical instruments typical of the ancient Turkic language are mentioned
in the “Korkut Ata” epic, which is a unique example of the epic of the Turkic
peoples. In this article, we will try to cover the most common kobiz in the epic
“Korkut Ata” and the information related to it.

Key words: Epos “Korkut Ata”, music, musical instrument, epic,
vocabulary.

Turkiy xalglarning yuksak madaniyati va tarixidan hikoya gilguvchi noyob
so‘z obidasi, bebaho adabiy-ma’naviy yodgorlik hisoblangan “Qo‘rqut ota”
dostoni mutaxassislar tomonidan musiqa san’atining ham behad qimmatli manbai
sifatida e’tirof etiladi. Kamida 1400 yillik tarixga ega bo‘lgan bu doston qadimiy
turkiy xalglarning turmush tarzi, an’analari, etnografiyasi, psixologiyasi, tili,
adabiyoti va badiiy tafakkurining umumiy xususiyatlarini o‘zida mujassam etgan
bebaho epik yodgorlikdir. Doston 2018-yilning 28-noyabrida UNESCO
tomonidan “Insoniyatning nomoddiy madaniy merosi” ro‘yxatiga kiritildi. Zero,
turkiylaarning ko‘p asrlik madaniy qadriyati va mushtarak merosining ifodachisi
bo‘lgan “Qo‘rqut ota” dostoni atrofida shakllangan doston, ertak va musiqa
an’analari turk dunyosining barcha hududlarida saglanib kelinmoqda. Qo‘rqut ota
bilan bog‘liq o‘ziga xos madaniyatni tashkil qgilgan va tildan-tilga, avioddan-
avlodga o‘tib kelayotgan dostonlar, ertaklar va musiqalar bilan bog‘liq gadriyatlar
xalq xotirasida o‘z mavjudiyatini saqlab kelmoqda. Shuningdek, ayni qadriyatlar
atrofida turkiy xalglarning birligi va jipslashuviga xizmat gilmoqda.

“Qo‘rqut ota” dostonida tilga olingan cholg‘ular nomi, musiqaga aloqador
so‘z va iboralar musiqa san’atining o‘sha davrdagi rivojlanish darajasini,
jamiyatdagi o‘rnini va ta’sir kuchini tasavvur gilish imkonini beradi.

O‘zbekiston milliy ensiklopediyasi ma’lumotlariga ko‘ra, “Kitobi dada
Qo‘rqut” (“Qo‘rqut ota kitobi”) — o‘rta asrlar turkiy xalglar eposining yuksak
namunalaridan biri. Uning tarkibiga kirgan hikoya va dostonlarning ayrimlari



VII-VIII acrlarda og‘zaki ravishda yaratila boshlagan. Asosiy dostonlari IX-X
asrlarda o‘g‘uzlar Sirdaryoning quyi oqimlari va Orol dengizi atroflarida
yashagan davrlarda yuzaga kelgan. O‘g‘uz qabilalarining saljuqiylar
rahnamoligida G‘arbga siljishi natijasida ilgari yaratilgan dostonlar va
rivoyatlarga yangilari qo‘shilib, Kavkaz va Kichik Osiyoda Ko‘rqut va Qozonbek
haqgida butun bir dostonlar turkumi vujudga kelgan. Og‘zaki ravishda yaratilgan
va kuylanib kelingan bu asarlar baxshilardan yozib olinib, XV acr o‘rtalarida
“Qo‘rqut ota kitobi”ga tartib berilgan. [S.Salim. ]

Manbalarda Qo‘rqut ota ismi bilan mashhur siymo o°z vaqtida odamlarga
yaxshilik qilish, mushkullarini osonlashtirishda ko‘makdosh bo‘lganligi qayd
qilingan. Hazrat Alisher Navoiy “Nasoyim ul-muhabbat” tazkirasida shunday
yozgan edi: “Qo‘rqut ota roziyallohu anhu turk ulusi orasida shuhrati andin
ortig‘roqdurki, shuhratqa ehtiyoji bo‘lg‘ay. Mashhur mundoqdurki, necha o°zidin
burunqgini, necha yil o‘zidin so‘nggi kelurni debdurlar. Ko‘p mav’izaomiz
mag‘izliq so‘zlari aroda bor.” Qo‘rqut ismining o°zi “bahodir”, “jasur” ma’nolari
bilan birga “yaxshilik”, “qut-baraka”, “baxt ulashuvchi” kabi ma’nolarni ham
ifodalaydi. [S.Salim. o‘sha manbal]

Qadimdan turkiy xalglar madaniyatida musiga ijrochiligi alohida e’tirof
etilgan. Xitoy manbalarida Turfon aholisining sayohatga chigganlarida yonlarida
musiqga asboblarini ham olib chiqqganliklari qayd etilgan. [Kaftkasyali Y.S. 2015:
179-194]

“Qo‘rqut ota” dostonini tashkil qiluvchi hikoyalar leksik tarkibida
musigaga oid ko‘plab so‘z va tushunchalar qo‘llangan. Ular ichida cholg‘u
asboblari ham alohida guruhni tashkil qiladi. Dostonda qo‘biz, dovul, ko‘s,
nog‘ora, bo‘ru kabi cholg‘u nomlari baxshi-o‘zonlar bilan birga tilga olingan.

Qo‘biz. “Qo‘rqut ota” hikoyalarining Kirish gismida baxshi-o‘zonning eng
birlamchi xususiyati qo‘lida qo‘bizining bo‘lishi, yurt so‘rab va el kezishi ekanligi
ta’kidlanadi. Dostonda “qo‘lga qo‘biz olib, yurt so‘rab, el kezar” deyiladi. Qo‘biz
eng qadimiy turkiy cholg‘u asbobi hisoblanib, baxshilar tomonidan to‘y va turli
tadbirlarda chalingan. [Ko6priili, M.F. 2004: 98.] Bu cholg‘u “Qo‘rqut ota”
hikoyalarida “qo‘Icha qo‘puz” (kolca kopuz) tarzida qo‘llanilgan. Mutaxassislar
qo‘l uzunligida bo‘lganligi uchun shunday nomlanganligini yozadilar. [Gokyay,
O.S. 2007: 58] Bu cholg‘u turkiy xalglarning muqaddas musiga asbobi
hisoblangan. U haqida ko‘plab rivoyat va afsonalar mavjud. Bir rivoyatga ko‘ra
“Qo‘rqut bolaligidanoq yuksak qobiliyatga ega, xotirasi kuchli bola bo‘lib voyaga
yetadi. U barcha cholg‘u asboblarini chala oladi. Ammo bundan ham
qanoatlanmagan Qo‘rqut odam va hayvon tabiatini aks ettiruvchi, jonli va
jonsizlarni tarbiya qilguvchi, eshitganni sehrlaguvchi cholg‘uni orzu qiladi. U
yasashni orzu qilgan cholg‘u orqali koinotdagi voqea-hodisalar va barcha
mavjudotlarning ovozini chiqarishi lozim edi. U xayolidagi cholg‘uni qanday
yasash haqida ko‘p o‘ylaydi va tog‘u-toshdagi, o‘rmondagi barcha daraxtlarni
o‘rganib chiqadi. Har bir daraxtni tinglaydi, mohiyatini o‘rganadi. Va oxiri tog’
garag‘ayida to‘xtaydi. Tog‘larning baland cho‘qqilaridagi purviqor qarag‘ayni
kesib o0‘zi xayol qilgan cholg‘uning shaklni yasaydi. Ammo bundan keyin nima
qilishi kerakligini bilmaydi va tushkunlikka tushadi. Qarag‘aydan yo‘nilgan
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cholgu tanasini ko‘tarib, tog‘laru ovullardan, uzog-yaqin manzillardan oshadi.
Izlashdan charchagan Qo‘rqut qarag‘ay ostiga o‘tirgancha uyquga ketadi. U tush
ko‘radi. Bir farishta tushida unga: “Ey Qo‘rqut! Sen tayyorlayotgan qo‘biz olti
yoshli erkak tuya suyagidan bo‘lsin. Kosasi tuya terisi bilan goplansin, tiyagi va
ishagi echkining shoxidan, torlari besh yoshli ayg‘irning dumidan bo‘lsin.
Aytganimni qilsang, cholg‘ung sayroqi qushdek kuylashga tayyor bo‘ladi, —
deya qo‘bizni ganday tayyorlashni o‘rgatibdi. Qo‘rqut uyqudan uyg‘onib
cholg‘uni farishta aytgandek shaklu shamoyilga kiritibdi.”

Qarag ‘ayning tanasidan

Kesib olgan go ‘bizim,

Jelmayaning terisidan

Chanogq olgan qo ‘bizim.

Qaysar echkining shoxidan,

Tiyak olgan qo ‘bizim,

Besh yosh ayg ‘ir dumidan

Ishak olgan qo ‘bizim.

deya o‘zi yasagan cholg‘uni qo‘liga olib, go‘zal kuylar ijro eta boshlabdi.
Havoda uchib ketayotgan qushlar ham, yerda yugurib ketayotgan hayvonlar ham,
esayotgan shamolu butun tabiat harakatdan to‘xtab, qo‘bizdan taralayotgan kuyni
tinglay boshlabdi. Ko‘rinadiki, qo‘bizni ilk bor Qo‘rqut ota yasagan va uning
shaklu shamoyilini favqulbashar kuch — farishtalardan o‘rgangan. Bu ma’lumot
esa uning shunchaki bir cholg‘ular safidan chigarib mo‘tabar vositaga aylantiradi.
Darhaqiqat, san’at ahli hozirgacha ham qo‘bizga mugaddas qadriyat, mo‘tabar
cholg‘u sifatida ehtirom ko‘rsatib keladi. Doston kuylaydigan har baxshiga ham
qo‘biz chalish nasib qilavermaydi. Baxshilar qo‘biz chalishni “tangri siylig‘1”
sifatida qabul qilaadilar. Nasib qilsagina, u yoki bu shaklda ma’naviy olamda
ayon bo‘lsagina bunday marhamatga noil bo‘lishlari mumkinligiga ishonadilar.

2008-yilning bahor oylarida Oltoy tog‘larining Mongoliya hududiga
tegishli Cargalant-Kayirhan vodiysidagi “Nuhen xad” deb ataluvchi g‘orda bir
cholg‘u asbobi topilganligi hagidagi xabar tarqaldi. Bu xabar ortidan arxeolog
Ts.To‘rbat boshchiligida katta ilmiy hay’at tuziladi va g‘orga ilmiy ekspeditsiya
uyushtiriladi. Tadqiqot natijalari “Studia Arhaeological” [Sartkojaoglu 2012:16]
jurnalida e’lon qilinadi. Qizig‘i shundaki, mazkur cholg‘uning dastasida qadimiy
turkiy yozuvda “Yoqimli kuy sadolari kishini sehrlaydi” jumlasi nagshlangan edi.
Bu esa turkiy xalglarning eng gadimgi davrlardan musigaga ganday munosabatda
bo‘lganligini dalillovchi qadimiy hujjat sanaladi. Sartko‘jao‘g‘li o‘zining “Eski
turk do‘mbirasidagi soz yozuv” maqolasida tahminan 5-6-asrlarga tegishli
bo‘lgan mazkur cholg‘uning turkiy xalqlarda bugungi kunda ham faol qo‘llanib
kelinayotgan do‘mbiraga o‘xshash cholg‘u asbobi ekanligini alohida qayd etadi.

Manbalarda ta’kidlanishicha, turkiylarning qadimiy torli cholg‘usi
qo‘bizdan ilk bor xunlar gahramonlik dostonlarini kuylashda foydalanganlar.
Xunlarga tegishli qabrlarda topilgan cholg‘u asboblari bilan bog‘liq tadqiqotlarda
bu hagda ma’lumot berilgan. [Coruhlu 2007: 93, Giiher-Vural 2011: 18]

Qo‘biz haqidagi ilk ma’lumotning uyg‘ur yozuvidagi gadimiy yozma
manbada keltirilganligini  mutaxassislar qayd qilishadi. Unda Idikut
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hukmdorlaridan Bo‘gu kag‘anning qo‘bizni behad go‘zal chalishi haqidagi jumla
ma’lumot sifatida keltirilgan. Shuningdek, gadimiy manbalarda uyg‘ur
shahzodalarining qo‘biz chalishdagi mahoratiga ko‘ra wularning e’tibori
belgilanganligi ham gayd qilingan ekan. [Bu haqda qarang: Caferoglu 1936: 394,
Feyzioglu 2006:234] Uyg‘urlarning bayramlarda erkak va ayol yig‘ilishib, daf,
ko‘s, do‘mbira va qo‘biz kabi cholg‘u asboblar chalib o‘yin-kulgi gilishgani,
ragsga tushganliklari va qo‘shiq aytishgani haqidagi manbalarning bir qismi xitoy
solnomalarda aks etgan. Uyg‘urlardan keyin turkiylarning hayoti va an’analarini
asl holda saqlab qolgan Oltoy turklarining asosiy cholg‘u asbobi qo ‘biz sanaladi.
San’atshunos Mahmud Ragib Gazimihol o‘zining turkiy xalglarning qadimiy
cholg‘u asboblari haqidagi maqolasida [Gazimihal, 2001:24] qo‘bizning ikki turi
hagida ma’lumot beradi va “tanburga o‘xshash qo‘biz’ning Oltoy va kavkaz
xalglarida hozirgacha ham mavjudligini bayon giladi.

Qo‘biz bilan bog‘liq yana bir tarixiy topilma 7-8-asrga tegishli sopol tovoq
bo‘lib, unda cholg‘uchilar tasviri qabartma usulida tasvir etilgan. Cholg‘uchilar
orasida qo‘biz tutgan cholg‘uchining boshgalardan yuksakda va ulardan ajralib
turgan holda tasvirlanganligi sezilib turadi. Mazkur sopol idish o‘tgan asrning 60-
yillarida Kaliforniya Sharq tillari universiteti tadgigotchilari tomonidan topilgan.
[Bu haqda qarang: Rahimbayli N. Ko‘rsatilgan manba]

Qo‘biz cholg‘usi hagidagi eng eski manbalarga tayangan holda
tayyorlangan ma’lumot amerikalik sharqshunos va turkolog olim
J.R.Hamiltonning (James Russell Hamilton) “Yaxshi va yomon shahzodalar
haqidagi hikoya” nomli tadqiqotida uchraydi. Xitoy solnomalarida aslzoda turk
erkaklarining “xyupu” deb nomlanuvchi cholg‘u asbobi chalishlari haqidagi
qaydlar mavjud. Shuningdek, N.Bichurin xitoy manbalarida “bu hudud
insonlarining ovozlarini baland qo‘yib qo‘shiq kuylashni yoqtirishlari, bastalari
bo‘rilarning uvlashlariga o‘xshashi” haqidagi satrlar mavjudligini ta’kidlaydi.

Adiyev Pakizat va Fatma Ahsan Turanning turk xalglari musiga asboblari
hagidagi maqolasida qo‘bizchilarning ustasi hisoblangan Qo‘rqut otaning
qo‘bizchilik ilmini shaytondan o‘rganganligi haqgidagi rivoyatlar galamga
olingan. Tadgiqotchilar gaayd etishicha, Qoraqalpog‘istonda yozib olingan bir
afsonada Qo‘rqut otaning qobiz yasashni shaytondan o‘rganganligi aytiladi.
Rivoyatlarga ko‘ra, “Qo‘rqut ota o‘rmonda o‘zi yasamoqchi bo‘lgan qo‘bizga
mos daraxt izlab yurib, shaytonlarga duch keladi. Shaytonlar uning qo‘lidagi
asbobni ko‘rishni xohlashadi. Qo‘rqut ota cholg‘uni ko‘rsatadi, magsaadini aytadi
va so‘ng uzogqlashib, qaergadir yashirinadi. Shunda shaytonlarning o‘zaro
suhbatlarini yashirincha tinglaydi. Shaytonlar “Qo‘rqut ota qo‘biz yasay olmaydi,
chunki qo‘biz oddiy daraxtdan yasalmaydi”, deyishadi. “Qo‘biz yasash uchun
jiyda daraxtining quruq tanasiga kosadek chuqur o‘yib, bu chuqurni tuya terisi
bilan qoplashi va kishnashi hamma joyda eshitiladigan yovvoyi ayg‘irning
dumidan tor bog‘lashi kerak bo‘ladi. Bularning hammasini quruq susoq
po‘stlog‘idan yasalgan xarrak bilan bog‘lab, iplarini sassigquray butasining
yelimi bilan gatronlash kerak va shundagina haqiqiy qo‘biz yasaladi” deyishadi.
Qo‘rqut ota shaytonlarning aytganidek qilib sozni yasaydi va el-ulusni ezgu
kuylari bilar yaxshilikka yetaklaydi.
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Xulosa o‘rnida aytish mumkinki, xalq og‘zaki ijjodiga mansub asarlar chin
ma’noda tilimizning bebaho boyligi hisoblanadi. Turkiy xalqlar eposining noyob
namunasi bo‘lgan “Qo‘rqut ota” dostoni leksik tarkibi mavzu va ifoda ko‘lami
jihatidan juda boy va rang-barangdir. Unda tilimizning, san’at va
madaniyatimizning qadim ildizlari saqlangan. Asarlar qatida ko‘hna gadriyatlar,
urf-odatlar, mardlik, saxiylik, bag‘rikenglik, botirlik, jasurlik va marhamat kabi
fazilatlar kuylanadi. Dostonda musiqa san’ati va cholg‘u asboblariga, xususan,
qo‘bizga alohida ahamiyat beriladi. Qo‘biz baxshilarning qutlug‘ bobosi Qo‘rqut
otaning muqaddas cholg‘usi sifatida alohida ehtirom bilan tilga olinadi. Qo‘biz
to‘y va tantanalarda chalinadi. Odamlarni ezgu amallarga ilhomlantiradi.
Umuman, turkiy xalglarda qo‘biz Qo‘rqut ota va kosmik olam bilan
alogalantiriladi. Shu bois qadim va mo‘tabar cholg‘u asbobi sifatida e’zozlanadi.
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Music has been shaped by a complex interplay of cultural influences and
historical events. The classical music in Eurasia, due to the exchange of goods,
ideas, and cultures along the Silk Road led to the fusion of musical traditions from
different regions and thrives on a rich and diverse array of styles and genres that
reflect the region's cultural diversity. Despite the differences in their musical
styles and techniques, classical oriental music shares several common aspects that
define the unique musical creativity of Eastern peoples.

One of the most prominent common aspects of national traditions in
oriental music is presented in the form of magams. Magam is a term used in the
classical music of Eurasia Islamsphere to describe a system of melodic modes that
serve as the foundation for traditional musical compositions, characterized by a
complex set of rules governing melodic patterns, scales, and ornamentation.
Magams are unique in that they are not fixed scales but rather flexible frameworks
that allow for improvisation and variation within a certain set of rules. Each
Magam is characterized by a specific scale pattern, a unique set of melodic rules,
and a distinct emotional quality. The concept of Magam is central to the musical
traditions of Islamic Eurasia, with different Magams representing particular
regions, cultures, and historical periods.

Interestingly, out of the Islamsphere, at the east edge of Eurasia, we
observed that classic Sinic music creation shares similar features too. One of the
key elements that has had a significant influence on classical Sinic music
composition is the use of Qupai (HHk#). Qupai literally means “Mark of the
music” and refers to the fixed melodic patterns, including mode and rhythm, as
well as the format and sentence structure of the poetical lyrics used in Sinic music.

Qupai plays a very important role in Chinese classical music, which is the
foundation of music creation and an important part of the art of singing. As in the
case of magam, each tune has its unique rhythmic characteristics and expression,
reflecting the musical style and cultural characteristics of different regions and
historical periods. Music creators can choose suitable tunes to compose according
to different themes and emotions in order to achieve profound expression.

| argue that the great development and fixation of the Qupai was the result
of the influence of the Magam model on Sinic musical culture after the Mongol
conquest of Eurasia and the entry of Islam into China. In this paper, I try to share
my view that, in a sense, the commonality of Qupai and classical Sinic operas
with the magam exemplifies the common aspects of national traditions in oriental
music by pointing out the commonalities between these two.
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The first commonality is the modular way in which each melody is
combined with the overall work. Magam melodies, when collected or composed,
are given unique names according to their musical framework or pitch, or origin,
and are then combined with other parts to form different magams. Then Magam
performers express themselves creatively and respond to the energy of a live
performance by using ornamentation and embellishment to add depth and
complexity to compositions in magam performances. In the case of Sinic operas,
basically, each of the different repertoires is the result of a rearranging of some of
the traditional Qupais and readjusting their respective pitches and transitions to
Harmonize the melody and its feeling in the new repertoire. | believe
modularization and improvisation are the key elements in many Oriental musical
traditions, which sets it apart from Western musical traditions.

The second commonality is the close integration of music and classical
literature. In Magams, the format of the lyrics for each piece of music, either
classical poetry or folklore, is relatively fixed. That is to say, the same piece of
music can be set to different lyrics that fit its format. This is one of the reasons
why Magam performers often have to memorize and recite a large number of
classical poems and be able to improvise them for different occasions and
audiences. And the relationship between the Qupai is precisely the same. Even in
contemporary Sinosphere pop creations, there are still successful works that
compose new melodies for classic poems or fill in new lyrics for ancient Qupais.

The third commonality is the absorption and borrowing of music from
neighboring cultures to enrich themselves, whether the culture is within or outside
their own cultural circle. There are certain parts of Magam that are entitled from
an apparent foreign source, such as Ajam (which indicates its Persian source),
Moghulcha, Qashgarcha, etc., in Magams. In Qupai, there are also [B] [B] HH

(Musulman Melody, which indicates its Central Asian source), FE JT &
(Tangghuttay, which indicates Tangghut source), etc.. Of course, the melodies of
these pieces bearing the name of foreign music have been through many
adaptations to suit local habits of appreciation. They have been assimilated into
the local musical system and have become a source of enrichment for the music
of the region.

The musical traditions of oriental peoples are as diverse and rich as the
cultures from which they stem. If we accept the idea that the Qupai of China, ina
way, is a variant form of Magam. then from the intricate Magams of the Arabic
world to the harmonious melodies of Eastern Asian music, the form and features
of Magam are the common aspects that define the unique musical creativity of
Eastern peoples. By exploring and comparing, we shall gain a deeper appreciation
for the beauty and complexity of their music and the cultures that have nurtured
it for centuries.
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Annotatsiya: Mazkur maqolada jadid ma rifatparvarlarining  milliy
musiqa san’atining falsafiy-estetik mohiyati hagidagi fikrlari tadqiq qgilindi.

Kalit so‘zlar: musiqa, o ‘tmish, an’ana, Fitrat, qadriyat, tamoyil, jadid,
madaniy meros, san’at, ma naviy tarbiya, Cho ‘Ipon.

Inson ongu shuurida go‘zallik va ezgulikka muhabbat, nafosatga havas
uyg‘onishida, ilk bolalik tasavvurlarining badiiy-estetik qadriyatlarga
aylanishida, asosiy ma’naviy-tarbiyaviy kuch sifatida rivojlanishida musiga
madaniyatining o‘rni va ahamiyati beqiyos. Ruhan yuksalish, ma’naviy
komillikka erishishda ham musiqganing ta’sir qudratini hech narsa bilan tagqoslab
bo‘lmaydi.

Ma’rifatparvar jadid olimlari o°sib kelayotgan yosh avlod kamoloti uchun
ta’lim va tarbiyani uyg‘unlikda olib borish shart, deb hisoblashgan. Zero, ularning
ibratli hayoti, ko‘p qirrali faoliyati bizning avlodlarimiz uchun maktab vazifasini
o‘tamoqda. Abdurauf Fitrat, Abdurahmon Sa’diy, Abdulhamid Cho‘lpon kabi
serqirra iste’dod sohiblarining musiqa, teatr, raqs san’ati haqidagi fikrlari falsafiy
teranligi, o‘tkir mushohadalarga boyligi bilan ajralib turadi. Professor B.
Qosimovning fikricha, “Jadidlarimiz so‘nggi uch—to‘rt asr davomida tushkun
holga tushib, tarixini unutayozgan millatimizga tarix shuurini singdirishga va u
orgali yangi ruh baxsh etishga urindilar. Darhagigat, milliy shuurni tarix shuuri
maydonga keltiradi. Tarix shuuri esa tarixni tanimoqdir”’[6:67].

Asriy an’analarga ega o‘zbek musiqa san’atining ko‘hna ildizlarini,
shakllanish bosgichlarini, rang-barang ijrochilik uslublarini o‘rganishda, ilmiy
nuqtayi nazardan tahlil gilishda Abdurauf Fitratning “Shashmaqom”, “O‘zbek
musiqasi to‘g‘risida”, Abdulhamid Sulaymon o‘g‘li Cho‘lponning “Bazm -
cholg‘u”to‘dasi”, “Maskovdagi dram studiyamiz”, “Meyrxo‘ld teatri” kabi
magolalari asosiy manbalardan biri hisoblanadi. Aynigsa, ma’rifiy-tarixiylik
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tamoyiliga ega o‘zbek xalq qo‘shiglarining kuy, ohang va tuzilmalari nihoyatda
teran va betakrordir. Ularda millat tarixi, gadriyatlari mujassam.

A Fitrat 1921-yilda Buxoroda Sharg musiga maktabini tashkil gilib, uning
birinchi direktori sifatida jiddiy tadqiqotlarga qo‘l urdi. Uning rahbarligida xalq
orasida keng tarqalgan ‘“Shashmaqom” kuylarini to‘plash, tizimlashtirish, va
notaga yozib olish ishlari boshlandi. Yashin tezligida tilga tushgan Sharg musiga
maktabida sozandalar, xonandalar bilan birga V.A.Uspenskiy kabi tajribali
musiqashunoslar ham faoliyat ko‘rsatdi. Buxorolik mashhur Ota Jalol va Ota
G‘iyosdan yozib olingan Buxoro “Shashmaqom” V.A.Uspenskiy tomonidan
notaga tushirilib, Fitrat tashabbusi bilan 1924-yilda nashr etildi. Akademik
N.Karimov to‘g‘ri ta’kidlaganidek, “Fitrat “Shashmaqom”, “O‘zbek musiqasi
to‘g‘risida” maqolalari va “O‘zbek klassik musiqasi va uning tarixi” risolasi
bilan 20-asr o‘zbek musiqashunoslik fanini boshlab berdi” [2:6].

Biz avvalgi tadqiqotlarimizda Abdurauf Fitratning “O°‘zbek musiqasi
to‘g‘risida” maqolasi va “O‘zbek klassik musiqasi va uning tarixi” risolasi
tahlilga tortilgan. Olim 1925-yilda “Maorif va o‘qituvchi” jurnalining 2-sonida
chop etilgan “Shashmagom” nomli mo‘jazgina maqolasida shunday deydi:
“...0‘zbek o‘lkasining har tomonida musiqamizni turg‘uzmak, eski musiqa
asarlarini yo‘qolishdan saglamoq uchun tebranishlar, harakatlar bo‘lg‘ani,
maktablar ochilg‘ani ma’lumdir. Bu maktablarning birtasi Buxoroda ochilg‘an
“Sharq musiqiy maktabi”dir” [3:242].

Abdulhamid Cho‘lpon 1927- yilda Moskvada bo‘lib o‘tgan Butunittifoq
sho‘rolar qurultoyida Yusufjon qiziq tomonidan namoyish etilgan “Yana
uylanaman” nomli sahna ko‘rinishi haqida yozar ekan, milliy musiqa
cholg‘ularini bir-bir tilga oladi: “Tuzmachi L.Sverdin ispektaklda Ovro‘pa va
o‘zbek teatrchiligidagi unsurlarni birga to‘plagan. Ya’ni, bir tomondan, Sharqqa
xos qiziq harakatlar bergan. Spektaklni rags, ashula va cholg‘ular (tanbur, dutor,
childirma, nog‘ora, karnay va boshqalar) bilan to‘lg‘izgan” [5].

Muallifdagi Sharq madaniyatiga doir keng bilim aynigsa  “Bazm -
cholg‘u” to‘dasi” nomli maqolasida ko‘zga tashlanadi. Cho‘lpon san’atning
jamiyat hayotidagi o‘rni muhim ekanligini ta’kidlab, shunday deydi: “Maorif
komissarligimiz so‘nggi vaqtlarda ilm—madaniyat ishlarining boshga xillari
qatorida ingichka san’atlarga ham jiddiy e’tibor bera boshladikim, buni ko‘rgach
sevinmay va uni olgishlamay tura olmaymiz. Boshqga sharglik jumhuriyatlar bu
yo‘lda albatta bizdan ko‘proq ishlaydir”.

Magolaning davomini o‘qir ekanmiz, o‘tgan asr boshidagi milliy
madaniyatimiz fidoyilari haqidagi ta’riflar tariximizning o‘chmas sahifasi bo‘lib
qolganligini his gilamiz: “Mana, qarshingizda Yusuf qiziq: biri Xudoyorxondan
golgan, yana biri ham kecha ilgari kundan burunroq goplangan ikki katta
nog‘orani oldiga qo‘yub olbdirda, bir qo‘lida “tak’cho‘pini urub, yana bir qo‘ldi
“tum” cho‘pini ko‘tarib turodir... Nog‘oraning o‘ng tomonida yolg‘uz nayni juda
alamli - lirik qilib cholg‘uchi Abduqodir naychi oflturodir. Uning pastida
jumhuiyatimizning hozirga qadar birgina bo‘lib kelgan hunarmand qo‘shnaychisi
o‘ltiradir. Uning ismini aytib o‘ltirish ham lozim emas, “qo‘qonli qo‘shnaychi”
desak hamma biladir. So‘ngra uning yon berilarida To‘xtasin g‘ijjakchi, usta
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Olim changchi, Muhiddin hoji tanburchi, Hayit oxun tanburchi, Orifxon va
Jo‘raxon yallachilar, katta o‘yunchilardan Otajo‘ja Muhammad bobo hofiz,
uning yo‘ldoshi  Xudoyberdi, o‘zbek xotunlaridan Tuhfaniso, Tojiniso,
Xonchaniso opalar. Nihoyat, o‘ng qo‘l tomonda, hammadan chetda, o‘zimizning
Muhiddin gori bilan Tamaraxonlar o‘ltiradirlar” [4:14].

Tarixni bilish ham sharaf, ham farz. Chunki u otani tanimoq, ulug*
ajdodlarni ulug‘lamoq kabi oliy qadriyatdir. Cho‘lpon tilga olgan muammolar
bugun ham dolzarb muammolardan biridir: “Chinakam bizning cholg‘umiz
yo‘qolib ketishdan saglanmog‘i lozim. Kuylarimizni unutilishi va buzilishidan
asralmog‘i darkor. Ko‘pdan beri darkor bo‘lgan, bugun, kech bo‘lsa-da,
tuzulibdir” [4:15].Musiqly merosimizning asl boyliklarini bilmaslik ularning
gadrsizlanishiga olib keladi, ogibatda ular estetik zavq va ilhom manbai sifatida
qiymatini yo‘qotadi. Cho‘lpon zamondoshlarini va o‘zidan keyingi avlodlarni
ogohlikka chagqiradi: “Bizning vazifamiz ashulalarni tor burchaklardan keng
maydonlarga olib chiqish, o‘stirish, parvarish qilish, tarbiya berishdir. I[jtimoiy
hududlar ichida parvarish topadirgan bolaning ijtimoiy hodisalarga begona
golishi mumkinmi? Yo‘q! Demak, bu kunning vazifasi o‘sha qari bolani parvarish
qilmoq!.. ” [4:16].

Sharqda olimlik rutbasi hamisha ulug‘langan. Fitrat va Cho‘lponning
musiqa turlari, o‘zbek milliy musiqa san’atining o‘ziga xos Xxususiyatlari,
tomoshabin ongu shuuriga ta’sirt xususidagi mulohazalari ularning tabiat
gonunlarini, musiga madaniyatining tarixi va tarbiyaviy qudratini, jamiyatdagi
1jtimoiy o‘zgarishlarni chuqur tahlil gila bilishidan, o‘tmish vogeliklaridan teran
xulosa chigara olganidan dalolat beradi. Ular tarix va kelajakka faylasufona nigoh
tashlab, musiga madaniyatining milliy gadriyatlar bilan bog‘liq jihatlarini shu
darajada teran tahlil qiladiki, ular bugungi kunda ham o‘z dolzarbligini
yo‘qotmagan.

Muhtaram  Prezidentimiz to‘g‘ri ta’kidlanganidek, “Chindan ham
mamlakatimiz o‘z taraqqiyotining yangi, yuksak bosgichiga kirayotgan hozirgi
paytda bizga jadid bobolarimiz kabi G‘arb ilm—fani yutuglari bilan birga, milliy
gadriyatlar ruhida tarbiya topgan yetuk kadrlar suv bilan havodek zarur. Lekin
ularni kim tarbiyalaydi? Albatta, o‘zimiz tarix saboglari, zamon talablari asosida
tarbiyalashimiz zarur” [1]. Darhaqiqat, tarbiya - hamma zamonlarning eng
muhim, eng ustuvor muammosidir. XX asr boshlarida Turkiston xalglarining
qalbini, ongu shuurini uyg‘otuvchi asosiy kuch jadidchilik harakati bo‘lib,
uning o‘zagi ma’rifat va ma’naviyatdan iborat edi. Jadidlar nazdida millatning
tarixdan uzilib qolishi, yoshlar o‘z yurtining o‘tmishini, an’analarini, urf-
odatlarini bilmasligi kechirib bo‘lmas fojea edi. Xalgimizning asrlar mobaynida
shakllanib kelgan, davr sinovlariga bardosh bergan bolalar folklor san’ati, kuy —
qo‘shiqlari tiklanib, an’anaviy va zamonaviy guruhlar repertuaridan munosib joy
egallamoqda. Istiglol yillarida xalqimizning boy folklor san’atini, musiqiy
merosini asrash hamda musiqa madaniyatining asriy an’analar asosida taraqqiy
etishiga alohida e’tibor berildi.

Xulosa o‘rnida shuni aytish joizki, Abdurauf Fitrat va Abdulhamid
Cho‘lpon kabi buyuk ma’rifatparvar  jadidlarning ma’naviy - ma’rifiy
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g‘oyalarini o°‘sib kelayotgan yosh avlod ongu shuuriga singdirish orgali ularning
ona Vatanga mehri, sadoqati, ertangi istigboliga ishonchi mustahkamlanadi. Zero,
tarix — tafakkur va zakovat mahsulidir. Tarix qa’rida qolgan butun—butun avlodlar
0‘z beshigida daholarni ulg‘aytirgan. Xalgning tarixini ham, istigbolini ham
barcha davrlarda yuksak salohiyat egalari belgilaydi. Vatanimiz o‘z o‘tmishini
yoritib turgan charog‘on yulduzlari — jadid ma’rifatparvar olimlari bilan
faxrlanadi. Xalq tafakkurining tarixi qanchalik boy bo‘Isa, uning bugungi kundagi
intellektual imkoniyatlari ham shunchalik yuksaladi.
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Abstract: Samarkand, this name for the great Uzbek city, rings bells in The
Gambia and Africa. A famed centre for trade and knowledge since the 6" century,
today the world Samarkand conjures up the image of knowledge, trade,
commerce, civil commerce and splendour(1). The Samarkand festival of Melodies
of The East should therefore elicit from us in the South, a reaction as to how can
cultural and music festivals also help to build bridges between the East, the
Republic of Uzbekistan in this case, and South, here The Gambia.

In this short presentation, | shall discuss how the ‘Melodies of The East
Festival’ can help us in the South to preserve and develop best practices in
promotion of folklore, traditions, and youth particpation in festivals, cultural and
musical.

Preamble

In traditional Gambian society seasonal festivals were quite a common
occurrence. Festivals were held to celebrate the joy of living, the virtues of hard
work and the bounties that nature offers. Festivals served various purposes, such
as asking for abundant rain especially when it was in short supply and drought
was imminent; hunting festivals were organized to cull animals that destroy crops
during the agricultural season, rice festivals at harvest time, fishing festivals
during the dry season, wrestling festivals to identify valiant young men, and
community festivals to celebrate the common heritage through song, dance and
masquerades. What is certain about all these festivals was that they brought people
together for a common purpose irrelevant of ethnic, religious or other sectional
affiliations. Whereas some festivals were occasions for joy and merriment, others
were of a spiritual and contemplative nature, calling for prayers to assuage a
common mishap such as shortage of rain. Generally festivals provided the
platform for people to relieve themselves from the tensions and drudgery of
everyday life (2).

At the dawn of Independence in 1965, there was no Ministry in charge of
cultural affairs. It was not until in 1973/74 that the tangible and intangible aspects
of The Gambia’s cultural heritage were placed under the offices of the Vice-
President and the Minister for education respectively. At present cultural matters
fall under the Ministry of Tourism and Culture, with the professional support of
the National Centre for Arts and Culture.

In 1988 a Government Sessional Paper (No 5) established a Cultural Policy
which called for, among other things, the organization of periodic cultural
festivals to sustain and encourage the development of the performing arts. The
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policy paper also recognized the potentials of festivals in reinforcing peoples’
identity while extolling and re-affirming the values of society as well as
strengthening the fraternal bonds that bind its members.

Aware of the importance of culture in national development, the Gambia
government, under the leadership of His Excellency President Yahya Jammeh
recognizes the contribution of festivals in promoting cultural diversity and inter-
cultural dialogue among the diverse people of The Gambia. Festivals are therefore
seen as a vehicle for engendering mutual respect, peace and tolerance in society.
Apart from supporting festivals at the community, district and regional levels,
national and international festivals have been institutionalized. The government
of The Gambia has also ratified in May 2011, the UNESCO Convention on the
Protection and Promotion of the Diversity of Cultural Expressions, and the
Convention for the Safeguarding of the Intangible Cultural.

KANILAI INTERNATIONAL CULTURAL FESTIVAL

In the year 2001 when the Ministry of Tourism and Culture changed the
frequency of the International Roots Festival to a biennial event, a vacuum was
created in the national calendar of events. In order not to lose the momentum
already generated by the yearly Roots Festival which started in 1996, The
Gambian — African Kanilai International Cultural Festival was introduced by His
Excellency President Yahya A.J.J. Jammeh to fill the vacuum.

As a fervent Pan — Africanist and cultural enthusiast, the Gambian leader
recognizes the importance of culture in advancing the development aspirations of
The Gambia. The Kanilai International Cultural Festival is organized on biennial
basis at his home town of Kanilai, in the Foni Kansala District of the Western
Region of The Gambia and now alternates with the International Roots Festival
which was also instituted by the Jammeh administration in 1996. Permanent
festival grounds and accommodation facilities have been developed at the festival
venue to cater for the increasing number of visitors and participants from Gambia,
Senegal, Guinea Bissau, Mali, Sierra Leone, Mauritania and the African Diaspora.

The Festival programme features: music, dance, masquerades, wrestling,
mystical displays , rituals including rites of passage, history and story-telling,
traditional culinary displays, etc.

THE INTERNATIONAL ROOTS FESTIVAL

The International Roots Homecoming Festival was launched by The
Gambia Government in 1996 under the aegis of the Ministry of Tourism and
Culture and the National Centre for Arts and Culture. The festival started as a
yearly event but is now held biennially. The last festival took place in February
2011 during Black History Month.

The festival is mainly designed to foster Pan-African ideals and encourage
Africans in the Diaspora to discover, re-affirm and re-embrace their ancestral
identity by undertaking a spiritual pilgrimage back to their roots in Africa. It also
serves to commemorate the forced enslavement and transportation of millions of
Africans to the Americas and the Caribbean. The festival builds on the travails of
Kunta Kinteh, the main character in the novel and television series ‘ROOTS’ by
the late African-American author Alex Haley who traces his ancestry back to the
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tiny Gambian village of Juffureh, which lies close to the trans-shipment point and
slave depot of James Island, now renamed Kunta Kinteh Island.

The festival which has already witnessed its 10" edition usually sets out an
elaborate programme featuring a grand opening carnival of cultural performances
by the diverse ethnic groups of The Gambia and neighboring countries, a
pilgrimage to Kunta Kinteh Island and Juffureh the land of Roots, visits to historic
and cultural sites, workshops, inter-denominational religious congregations,
climaxing with a Futampaf, traditional Jola initiation ceremony where
participants go through the rites of initiation and are given a new lease of life
with new Gambian names.

KOOSEWO CULTURAL FESTIVAL

The Koosee festival is a Mandinka community festival that is held in the
village of Bureng, Jarra East District, Lower River Region of The Gambia. The
Festival was organized by the Village Development Committee as part of a quest
to revive the traditional cultural practices which bred unity and cohesion in their
society. The Mandinka communities, especially in the districts of Jarra, are
renowned for having the largest number of masks and masquerades in the country.
But these traditions have been dying out due to among other reasons, the
migration of the youth to the urban centres in search of greener pastures.

Koosee is a rare masquerade tradition that was performed during harvest
time when food was in plentiful supply and there was no work to do in the fields.
According to oral traditions the communities around Bureng which had converted
to islam had forbidden their children to participate in the festivities of the non-
muslims. They therefore had to find alternative entertainment for their children
for this time of celebration in the year. The Kambane Kafo (the male youth age
grade) evolved this masquerade mainly as a form of entertainment. The mask is
dressed in palm fronds from head to toe, topped by an intricate head dress that
resembles an antelope. The mask makes an abrupt appearance in the village square
and dances to the singing of women with no drumming. Other masquerades
associated with Kosee which appeared at the festival are the Sankineh, Kununding
Yerere, Suringbori and Sinkirisé, all of which have entertainment functions and
mimic animals in their performances.

JAMORAL FESTIVAL

The Jamoral Festival is a biennale re-union of the Bojang-Manga-Badjan
familes of Senegal and The Gambia who share the same ancestral lineage, totems
and cultural beliefs but were dispersed into two countries with the demarcation of
boundaries occasioned by colonialism. The festival rotates between Cassamance
(Sountern Senegal) and The Gambia.

The festival stands out among the numerous festivals held in the Gambia in that
it is the only one geared specifically towards celebrating and cementing clan and
family ties, the bedrock of the African social set up(3).

Highlights of the festival include cultural dances and drumming, display of
masks and masquerades, traditional sports and family reunion meetings.

Conclusion
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From this short presentation it is obvious that The Gambia can boast of
many cultural and music festivals which seek to integrate culture in national life.
The melodies of the East Festival should therefore be a good source of inspiration
for how to attract international audiences for festivals and how to integrate youth
in festival management and organization. Moreover, if The Gambian festivals are
valorized, they can be a spring board for closer cultural understanding and
appreciation between East and South. The melodies of The East festival held in
historic Samarkand informs us of how urban heritage can help to valorize
intangible heritage.
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UHTEPIPETAIIMA MAKOMOB B COBPEMEHHOM Y3BEKCKOM
3CTPAJHON MY3BIKE

Hopupa AMAHOBA,

Hncemumym nayuonanvbho2o 3¢cmpaoHo2o UCKyccmea

um. b.3axuposa npu I'ocyoapcmeennou koncepsamopuu, (PhD)
u.o.npogheccopa. (Yzoexucman)

Annomauua: Benuuaiiuee myzvikanvHoe Hacieoue y30eKcKo2o Hapooa —
MAKOMbL COBEPUIEHCMBOBANUCL 8eKaMU. J{oweduiue 00 Hauux OHel 00paszybl
MBOPEeHUs MY3bIKAHIMO8 OPEGHOCMU, NOPANCAIOM COBEPULEHCIBOM COOEPIHCAHUS]
u popmol.

He ymuxatom cnopet 0 mom, ko2oa u kem oHu OvLiu coz0anvl. B mooice
8peMsl, MAKOMbL NPOOOIANCAIOM PA3BUBAIOMCS, U HA UX OCHOBE 3APOANCOAIOMCS
HOBble MY3bIKAIbHBLE HCAHPDL.

Knroueswie cnoea: MAKoMbl, npouseedeHus bacmarxopos,
uMmepnpemayus, JHCAHpoOBAs 00pAbOMKA, APAHICUPOBKA, MPAOUYUOHHASL
MY3bIKA, ICMPAOHASL NECHL.

MaxkoMmbl — YHUKaJIbHOE Hacleaue y30eKCKOM My3bIKaabHOU KynbTyphl. Ha
INPOTSHKEHUA MHOTMX BEKOB OHM SIBJISIOTCS MCTOYHUKOM BJIOXHOBEHHMS IS
CO3JIaHHsI HOBBIX MY3bIKQJIbHBIX MPONU3BEICHNN. «BayKHBIM MY3bIKAJIbHbBIN ILIACT
B MakKOMax COCTaBJSIIOT CTapuHHBIE O0Opaslbl HAPOJHOTO MY3BIKAIBLHOTO
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TBOpuecTBa» [1:12]. Hcnonb3oBaHWEe MaKOMHOM CTPYKTYpblI, JIpaMaTypruu,
MHTOHALMOHHOM c(epbl CTaN0 TPAJIULIUOHHBIM B KJIIACCHYECKON aKaJeMUUYECKOM
MY3bIKaJIbHON MPAKTHKE.

C pasBuTMEM OCTPAaJHOIO >KAHpPA HHTEPHPETALMM MAaKOMOB MU
IIPOU3BE/IEHUI 0aCTaKOPOB B MAKOMHOM CTHJIE B COBPEMEHHON 00pabOTKE CTalu
oOperarh Bce OOJBIIYI0 NOMYJISIpHOCTh. 110100HBIE KOMIO3UIIMK OYEHb YaCTO
UCIIOJIHAKOTCS B KayeCTBE  «HMHTPOAYKIMM»  KOHLEPTHBIX  IIPOrpaMM.
bonpmHCTBO MHTEpHpeTannii, Hanpumep, «MyHO)0T», «Aca EpuHry», «OUroH
KUM» U JIp., U CTPYKTYpPHO, U MO (popMe HE OTIUYAIOTCS OT KJIACCUYECKOTO
OpUrHHaNa. «ICTPaJHOCTh» B 3THUX MPOM3BEICHUAX ONpPENEAETCS HAIUYUEM
aKKOpPIOBOM  TapMOHM3allMM W 0acoBbBIM  XOAOM,  OOYCJIOBJIEHHBIX
MCITOJIb30BAaHUEM CHHTE3aTOpa U Oac-rutapsl. [1o cyTH, 3TO yKe He KIIaCCHYECKHe
MaKOMHbBIE€ MPOMU3BEACHHS B TPAJAMIMOHHOM HMX MOHMMaHUM (MHOTOrOJIOCHOE
U3JI0’)KEHUE, PUTM U TeMOp yJapHbIX, (hakTypa Ha 6ac ruTape u Jip. SJIEMEHTHI).

BypHoe  pasButHe  MHPOPMAIMOHHBIX  TEXHOJIOTUH  IO3BOJSET
COBPEMEHHBIM MY3BIKAHTAM CO3/1aBaTh HOBBIC, OPUTHHAJIBHBIC, TPUBJICKAOIINE
BHHMAHHME NPOU3BEACHUS W HCIIOJIb30BAaTh MAKOMHBIE MCTOYHUKHA B KAauyeCTBE
MEJIOINYECKOM KaHBBI C YXAHPOBBIM IIEPEOCMBICIEHUEM. OJTH COBPEMEHHBIC
KOMIIO3UIIMH SIBJISIFOTCSI HE POCTO 3CTPaJHON 00pabOTKOM MaKOMHOM TEMaTUKH
[2: 102]. [JanHOE sIBJICHUE MOKHO OTHECTH K COBEPIIIEHHO HOBOMY >KaHPOBOMY
HallpaBJIEHUIO,  NPEJCTaBIAOIMIEMY  coOOM  cBOoeoOpa3Hbli  cHUMOMO3
HAallMOHAJIBHBIX KJIACCUYECKUX TPAIULIHUNA U COBPEMEHHBIX TEHACHUMN Pa3BUTHUS
MHPOBOI MAaCCOBON MY3BIKAJIbHON KYJIBTYPHI.

DTO sBIEHUE BbBI3BIBAECT OOJIBLION CHOp cpenu crnenranucTtoB. OgHu
CUMTAIOT, YTO MaKOMbl M TPOMU3BEICHUS OACTAaKOPOB B MAaKOMHOM CTHUJIE HE
JOJDKHBI TIOJBEPIaThCsl KaKOW-1M00 00paboTKe, >KaHPOBYIO MOAU(PHUKALMIO
CUMTAIOT HETO3BOJUTEIBHON. Jlpyrue, mo3umoHupys cedst Kak TpagullMOHHBIHI
MaKOMHBIN aHcaMOJb (aHcamOib MakoMucToB mM. FO.Pakabu), BHeApsIOT B
COCTaB 3JIEKTPOHHBIE HHCTPYMEHTbI, HHCTPYMEHTbI CUM(pOHUUYECKOTO OPKECTpa,
«oboraiias» Mpou3BeIeHNE XPOMAaTHUECKIM CTPOEM U JIKA30BBIMH aKKOPAAMHU U
JIpyroi, He CBOMCTBEHHOM MAaKOMHOMY MCKYCCTBY MHCTPYMEHTOBKOU. OmHaKo,
CTOMT 3alyMaThCs O MOJIBb3€ U MOCIEACTBUAX TAKOW MOJAECPHU3ALUH.

XKanpoBass 06paboTKa, KOTOPOM IMOJBEPTraeTCs MAKOMHBIM Marepuan B
KJIACCUYECKOM aKaJIEeMUUYECKOW WM JCTPAJAHOM My3bIKE HE IIPETEHAYET Ha
KAaHOHUYECKHI CTaTyC, OCTaBasCh B pAMKaX CBOETO JKAHPA — 3TO HE MAKOM, a,
II0KaJIyH, HOBBIM KaHP, UCTIOJIB3YIOIMHA MAKOMHYIO MEJIOJUKY U IIPOU3BEACHUS
0acTakopoB B MAaKOMHOM CTWJie. BHECEHHBIE XK€ B TPaAUIIMOHHBI MaKOMHBIN
VCIIOJTHUTEIIbCKUM COCTAaB M3MEHEHUS, HApPyIIAlOT B LEJIOM BCHO HIECOJIOTHIO
MaKoMa, MEHssI B HEM TPaJAULMOHHBIE Kiaccuueckue nmoaxoasl. [lomaya Takoro
VCIIOJIHEHUsI, MOJKET HMCKa3UTh MPEACTABICHUE COBPEMEHHOIO CIIylIaTens O
KJIACCMYECKOM MaKOMHOM HcKyccTBe. OHaKo, 3Ta mpobiiemMa BHIXOJUT 32 PAMKHU
JAaHHOMU CTaThU U TPEOYET OTIEIBHOI0 00CYKIACHUSI.

CoBpemenHas y30eKckasi My3bIKajbHasi KyJbTypa MpeICTaBIseTCs B TpEX
JKaHPOBBIX IUIACTAX: HApOJHAsA MY3bIKA, KJIIACCHMYECKAsl M 3CTpagHasd. byayun
OCHOBOM B LIEJIOM, BCEH MHUPOBOM MY3BIKAJIIBHOW KYJIBTYPBI, KaHPbl HAPOIHOU
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MY3BbIKH SIBJISIIOTCSI KAK MICTOYHUKOM BJOXHOBEHUS, TaK U MY3bIKaJIbHBIM 36PHOM
U B KJIACCHYECKOW, U B ACTPaJHON My3bIKe. TakuM 00pa3oM MOXKHO YBHUJCTb,
KOTJja MaTeprall HAPOJIHOW MY3BIKH B3AT 32 OCHOBY HOBOTO ITPOU3BEACHUS U KaK
MEJIOIMYCCKHI MaTepuall, ¥ Kak mepernokeHue, u kak murata [3:3]. Takwue
MPOU3BEACHUSI BCETJa «UEIUIAIOT» BHUMAHHUE, 3allOMUHAIOTCS, BBIACISIIOTCS
(mampumep «Benrepckue pamncomum» . Jlucra, «Kamapunckas» II.
YaitkoBCKOTro, Cpe/ili OTEYECTBEHHBIX aBTOPOB: omnepa «XuBa» P. AOaymniaesa,
«Mozuiinan camo» A. MancypoBa, «[ups» T.Kypbanosa, «lllonuéna»
A.XacaHoBa 1 MHOTO€ JIPYTOE).

Nzymiisier TOT QakT, 4TO NPOU3BEACHUS C UCTIOIB30BAHUEM «MaKOMHOW»
TEMATUKH B KJIACCUYECKOW MYy3bIKE BOCIPUHHUMAIOTCS C HHTEPECOM, HX
0JI0OPSAIOT ¥ OOLIPSIIOT, @ ACTPaIHAs HHTEPIIPETALUS JAHHOTO BUA UCKYCCTBA,
BBI3BIBAECT B JIy4lIEM Ciy4yae NpeHeOpekeHue. 3a4acTyro, TAKOE OTHOIICHHE
IPOSIBIISIETCS] B MY3BIKOBETUECKOM cpesie. Bo3MoKHO, CBSI3aHO 3TO ¢ OAHOOOKHUM
OLICHMBAHUEM U HEXKEJIaHWEM IPU3HATh NMPO(PECCUOHANBHBIN POCT MY3bIKAHTOB
3CTpambl.

HemanoBaxkHeiM (hakTOM SIBISIETCS TO, YTO, IPU OLIEHUBAHUU 3CTPAJHBIX
KOMIIO3ULIMA Ha OCHOBE «MAaKOMHOI'0» MaTepuaa, »KaHpOBas IIPUHAIICKHOCTD
IIPOM3BEACHUS pacCcMaTpuBaeTCsd KaKk MakOM, TOIJa Kak IIeCHd WIH
MHCTPYMEHTAJIbHAS KOMIIO3ULUS PUHAJIEKUT KAKOMY-JIMOO CTUIIIO ACTPAAHON
MY3BIKH.

B Toxe Bpems, B KJIAaCCMYECKOW MY3BIKE, IPOAYKTOM OLCHHBAHUS
ABJISIETCS KaHP COYMHEHMUS, a HE HMCIOJIb30BAHHOrO Marepuayia. OnpaBabiBas
TaKOM MOAXOM, IPEANOJIATAEM, YTO CBSA3aHO 3TO C YCTOSABIIMMUCS BO33PEHUSAMU,
r1€ TOPUHATO CYUTATh, YTO JOCTpagHas My3blka — OTO Pa3HOBHIHOCTH
Pa3BJIEKATEIBHON KYJIBTYPBI U IO 3TOW NPUYHUHE, HHTEPIIPETUPOBATH CEPHE3HBIN
YKaHpP KaK MaKOMBI B 3CcTpazie Henb3sl. OqHaKo, eCTh MHOKECTBO PUMEPOB, KOTAa
«MaKOMHBIM» MaTepuas, NPEACTABICHHBIA B OCTPAAHOM XKaHpE, SBIIETCSA
00pa3oM BBICOKOXYIOKECTBEHHOIO BOIUIOIIECHHUS. 3a4acTylo, HCIOJHUTENb
TaKuX IIPOU3BEACHUN XOPOILIO 3HAKOM C MCIIOJIb3YEMBIM MaTEpHaIoM U B
UCIIOJTHEHUH U30€eraeT NCKaKEHUs CyTH U KOHIIETIIIMY MaTepuara.

SpkuM TpUMEpOM MOKET CIYyXHUTh TBopuecTBO AOpopa 3ydapoBa —
APKOTrO  MPENCTABUTENS  TPAJAALMOHHOIO MAKOMHOI'O  MCIIOJIHHUTEIBCTBA
COBPEMEHHOCTH, MY3bIKAHTa C IPOTPECCUBHBIMU B3TJIAIAMH, TBOPYECTBO
KOTOPOTO  OTJIMYAETCA  JKCHEPUMEHTAJIbHBIMH, CMEJBIMA  PEIICHUSMH.
[IpekpacHo 3HarouMi MaTepual, ¢ KOTopsiM padboraer, A.3ydapoB u ero rpyrra
«YcTazona» NpeACTaBIsAET CIYIIATENI0 MPOU3BEAEHUS, OTBEYAOUIEE KaHOHAM
Cpa3y IBYX >XAaHPOB — MAaKOMOB M J3CTPaJHOM MY3bIKU. VICIOJHEHHBIE WM
KOMIO3HUIIUHA ¢ MAKOMHOM TEMaTUKON M TeMaTUKOU MPOU3BEAEeHUN 0aCTaKOpOB B
ACTPAAHOM MHTEPHPETAUH  OTJIWYAKOTCS BBICOKOM  COJAEPKATCIbHOU |
UCHIOJHUTENbCKON 3cTeTukoil («Capax6opu dyrox», «Myrymuaum [lyroxy,
«Capax6opu HaBoy, «I"apaynun HaBo» u np.). Ha Ham B3risi, apaHKupoBaHHbBIC
B OCTPAJHOM JKaHpE NMPOU3BEAECHUS TPAIAULMOHHOW MY3bIKM CBEPKAIOT B MHOM,
noI00HO anma3zy ¢ HOBOM CTYNEHYaTOM OrpaHKo#, cBeTe. XOTHM MOTYEPKHYTh,
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YTO MBI HE CPaBHUBAEM OPUTMHAJI C HOBOM TPAKTOBKOW, MBI JIMIIb OLICHUBAEM
KOMIIO3ULIUIO B 3CTPAJHOM KaHPE.

MHorue  cHenuaJucTbhl  SBIAIOTCS  MPOTHUBHUKAMH  KaKOW-TTMOO
WHOTPAKTOBKA MaKOMOB, CUUTAs, YTO JII0OOE TOJKOBAHUE BHE KAHOHOB SIBJISIETCS
HapylIeHUEM CYTH MOHOJIMTHOrO Tmpou3BeneHus. «Cnopbel O HEBEPHOU
TPaKTOBKE, BOBMOXHO OYIyT MPOI0JKUTEIbHBIMU IMOCKOJIBKY, HA UCTIOJTHUTEIH,
HU TEOPETUKHU HE MOTYT MPEABSABUTh KPUTEPUU HApyIIEHUA. MBI IIpeanonaraem,
YTO JpPEBHHUE 3aBEThl O COXPAHEHUH MAKOMOB CKopee, ObUIM CBS3aHBI C
HapyILIEHUEM JII0BOU CTPYKTYPBI, 3BYKOPSIIOM, HO HE ¢ HHTepIpeTanuen. Benp,
CyTh TBOPYECTBA 3AKIIFOYACTCS B UCIIOJIHUTENBCKOM TOJIKOBAHUM IPOU3BEICHUA,
5TO M €CTh TBOPYECKHH Iporeccy».* MBI COrTacuMes ¢ MHEHUEM CIIENUAINCTA U
OTMETHM, YTO BHECECHUE N3MEHEHHM B JIAJIOBBIN CTPOM MAKOMOB, AITPUOPU MEHSIET
cakpalibHyt0  (miocour0 MHOTOBEKOBOM KYJIbTYphl, a pa3sHOOOpa3HOe
TOJIKOBAHUE HAIIPOTUB, IIOJYEPKUBAET YHUKAJIBHOCTD U HEUCUYEPIAEMYIO
MYJIpOCTh COKPOBHUIIA KYJIbTYPhI y30€KCKOI0 HapoJa — MaKOMOB.

B 3akiroueHMH XOTUM OTMETHTbH, YTO MPO(ECCHOHATBHO HMCIIOIHEHHBIE
IIPOU3BEACHUSA HE3aBUCUMO OT HCIIOJIb30BAaHHOIO MAaTepUajlia 3acily)KUBAIOT
BHHUMaHMs, KaK HAYYHOTO, TaK U CIymaTeabckoro (A. 3ydapoB — «DuroH kumy,
«K¥3u kaponm», rpynna «Caro» — «Muckun», «MyHnoxor», C. Hazapxon —
«Myrumyan HaBo», «CoxkuiiHoma», W.CanpymapoB — «Aci EpuUHI»,
FO.TypnueBa — «l"anaup» 1 MHOTUE APYTHE).

MBI curTaem, 4TO IPU COXPAHEHUHU STUUECKUX HOPM (HapyILIEHUE KOTOPBIX
HE PEIKOCTh B COBPEMEHHOM IIOY-OM3HECE) HCIOIb30BaHUE «MAKOMHOW
TEMaTUKU W TPOU3BEIECHUN 0acTakopoB KIACCHUKOB MOTYT CIOCOOCTBOBATH
IIpONara’ae Hallel MY3bIKaJIbHOW HAlMOHAJIBHOW KYJBTYpPhl HE TOJBKO B
VY30ekucTaHe, HO ¥ JAJIEKO 3a €ro MpeeIaMH.
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XX ASR O‘ZBEK MUSIQA MADANIYATINING SHAKLLANISHIDA
JADIDLARNING O‘RNI

Saida QOSIMXO*“JAYEVA,
O zbekiston davlat konservatoriyasi professori,
san’atshunoslik fanlari nomzodi.

(O zbekiston)

Annotatsiya: XX asr boshida yuzaga kelgan ko ‘tarinkilik to ‘lqini shiddat,
gat’iyatlik va ishonch bilan gadam tashlayotgan avlodning fikri va hayoli eski
dunyoni gayta qurishga va yangi shaxsni shakllantirishga garatilgan edi. Butun
dunyoga xos bo ‘lgan bu harakatlar turli daviatlarda o ziga xos ko rinishda
kechdi. Turkiy xalglarning taraqgqgiyotini jadidchilik harakati belgilab berdi. Bir
soz bilan aytganda, jadid bobolarimizning faoliyati tufayli o ‘zbek
musiqashunosligi, o zbek musiqiy etnografiyasi, musiqiy manbashunoslik, milliy
cholg ‘ushunoslik, ijrochilik va kompozitorlik maktablari shakllanishiga zamin
yaratildi.

Kalit so‘zlari: jadidchilik, ma’rifatparvarlik, musiga ilmi, musiga
tanqidi,musiqiy targ ‘ibot, opera, maqola.

XX asr insoniyat tarixiga mafkuraviy kurashlar, inqgiloblar, ikki jahon
urushlari bilan muhrlandi. Asrning boshida yuzaga kelgan ko‘tarinkilik to‘lqini
shiddat, gat'iyatlik va ishonch bilan gadam tashlayotgan avlodning fikri va hayoli
eski dunyoni gayta qurishga va yangi shaxsni shakllantirishga garatilgan edi.
Qo‘yilgan magsadlarga erishish madaniyatsiz va ommani ma’rifiy yuksaltirishga
qaratilgan ishlarsiz amalga oshmasdi. Butun dunyoga xos bo‘lgan bu harakatlar
turli davlatlarda o‘ziga xos ko‘rinishda kechdi. Turkiy xalglarning taraqqiyotini
jadidchilik xarakati belgilab berdi.

Jadidlar tomonidan ilgari surilgan g‘oyalar avvalambor yerli aholini
ma’rifiy yuksaltirishga qaratilgan ekan, bu masalalar musiqaga oid muammolarni
ham jadallashtirdi. Musigaga bo‘lgan munosabat, uning ijtimoiy xayotda tutgan
o‘rni xam shu kesimda o‘rganiladi. XX asrning boshida bunday savolga
beriladigan javoblar milliy matbuot sahifalarida ashaddiy tortishuvlarni
qo‘zg‘atdi.

Mahmudxo‘ja Behbudiy, Abdulla Avloniy, Hamza Hakimzoda Niyoziy,
Ziyo Sayd, Abdulhamid Cho‘lpon, Abdurauf Fitrat kabi ma’rifatchilarning
musigaga oid magolalarida mavjud musigiy uslublarni o‘rganish, musiqani
targ‘ib etishning yangi yo‘llarini izlab topish, yangi o‘quv tizimini yaratish kabi
masalalar o‘rin oldi [5.6.7].

Jadidlar aynigsa madaniy qologlikdan qutulishga katta e'tibor garatishdi.
Zakiy Validiy, Ziyo Said, Abdulla Avloniylarning musiqaga bag‘ishlangan
magqollalarida mavjud bo‘lgan kamchiliklar ayamay fosh etildi. Jumladan,
to‘ylarda ijro etiladigan qo‘shiglarning saviyasi, choyxonalarda o‘tkaziladigan
«bazmlary, «ichkarida» yallachi ayollarning xatti-xarakatlari, jadidlar tomonidan
goralandi [1]. Bu muammlolarni xal etishda jadidlar yillar davomida izlanishdi.
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Magsad ommaviy madaniyat saviyasini ko‘tarish, musiqiy didni sayqallashtirish,
yoshlarni tarbiyasiga alohida e'tibor garatish ekan, jadidlar tomonidan amalga
oshirilgan barcha harakatlar shunga yo‘naltirildi. Ko‘p yillik izlanishlarning
natijasida Abdurauf Fitratning bugungi kungacha oz axamiyatini yo‘qotmagan
kontseptsiyasi yuzaga keldi. Abdurauf Fitrat yoshlarni musiqgiy didini
tarbiyalashda asos zamin etib MAQOMLARNI belgilab berdi [6].

Umuman olganda, jadidlar tomonidan ilgari surilgan g‘oyalar avvalambor
amaliyotga yo‘naltirilgan bo‘lib, har bir fikr amaliy natijalarda aks etdi.
Magqgomlarni targ‘ibot etish yo‘lida jadidlarning jonbozligi tufayli yangi bayoz
to‘plamlari bosma ravishda chop etilib, tez orada ommalashib ketdi (To‘ychi
Hofizga mo‘ljallangan «Hadyai Xislaty, 1910; «Bayozi yangi», 1911 va b.;
Hamzaning 10 qismdan iborat «Milliy ashulalar uchun milliy she’rlar», 1915-19;
Shamsuddin Xurshidning «Hurriyat mevalari» qo‘shiq va marshlar to‘plami,
1917 va b.)

Milliy musiqani o‘rganish va yuksak namunalarini targ‘ibot etish g‘oyalari
ilk musiqiy folpklor ekspeditsiyalarni uyushtirishda namoyon bo‘ldi. Jumladan
20-yillarning boshlarida H.Zafariy, A.Fitrat rahbarligida Farg‘ona vodiysiga
xamda Xorazmga ekspeditsiyalar uyushtirildi. Mazkur ekspeditsiyalarning
natijasida Elbek, G°‘.Zafariylar xalq ko‘shiglari to‘plamlarini chop etishdi.
Garchand bu to‘plamlarda nota yozuvi bo‘lmasada, ular keyingi xarakatlarga
turtki bo‘lib hizmat qildi (Xorazmda topilgan Tanbur chizig‘i deb nom olgan nota
yozuvi esa bugungi kunga gadar ilmiy ishlarda taxlil etilmoqda) [2].

Hamza Hakimzoda Niyoziy ham bastakor sifatida qo‘shiq janrida samarali
jod kildi. Uning 1jodi tufayli o‘zbek musiqasida tom ma'noda yangi ommaviy
qo‘shiq janri yuzaga keldi. Mazkur janr yangi g‘oyalarni, mazmunlarni bayoni
bilan ajralib turar edi. «Ishchilar uyg‘on», «Motam kuni», «Sayyora» , «Yasha,
Turon», «Hoy ishchilar»y, «Biz, ishchimiz» shular jumlasidandir. Yangi
mavzularni bayon etish yangi musiqiy uslublarni qo‘llashni taqazo etdi.
An’anaviy kuy rivoj uslubi ko‘p ovozlilik imkoniyatlari bilan boyidi. Shu
qo‘shiglar orqali o‘zbek musiqasiga yangi — marsh, valss kabi ommaviy janrlar
kirib keldi.

O‘zbek musiqgasini notaga olish masalasini ham A.Fitrat tomonidan rus
etnograf va musigashunoslarini jalb etish orgali xal etildi. Bevosita A.Fitratning
raxnamoligida V.Uspenskiy tomonidan ilk bor «Shashmaqom» turkumi (1923-
24), N.Mironov, Ye.Romanovskayalar tomonidan turli vohalarning mumtoz kuy,
ashula va qo‘shiqlari nota yozuviga tushurildi.

Jadidlar g‘oya sifatida ilgari surgan va amalga oshirgan ishlari keyinchalik
o‘zbek xalq musiqa merosini to‘plash va ilmiy o‘rganish tizimiga asos soldi.

Yangi davr musiqgasini yaratishda ham jadidlarning ham nazariy ,xam
amaliy faoliyati ko‘zga yaqqol tashlanadi. Yevropa madaniyati bilan tanish
bo‘lgan jadidlar o‘zbek musiqasini eskilik (yallachilik, bachalik) qoldiglaridan
tozalab professional sahnaga olib chiqishga xarakat qilganlar. Ya’ni, musigani
san’at darajasida tadqiq etganlar. Shunga ko‘ra davr matbuotida “Sano’i nafisa”-
nafis san’atlarga bag‘ishlangan magqolalar nixoyatda ko‘p uchraydi [12].
Amaliyotda esa, azaldan bir ovozli bo‘lgan an’anaviy musiqa uslublarini ham bu
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yo‘nalishda rivojlantirishga da’vat etilgan. Jadidlarning jonbozligi bilan musiqiy
“to‘dalar” shakllantirib , ommaviy kontsertlar uyushtirilgan. Xonanda va
sozandalarning san‘ati ham matbuotda , ham sahna vositasida keng omma orasida
targ‘ib qilingan [9].

Bu harakatlarning tadrijiy davomi 1920-yillarga kelib, musigali sahna
asarlari yara—tishda namoyon bo‘ldi. O‘sha davr ta'biri bilan aytganda «milliy
opera» yaratish muammosi ko‘ndalang qo‘yildi. Milliy matbuot sahifalarida
Hamza, A.Fitrat opera librettolari ustida ish olib borayotganliklari haqgida
ma'lumotlar berib borildi [5]. G*.Zafariy, Z.Said bu masalada jonbozlik
ko‘rsatishdi. Jadidlarning maqgsadlari — o‘zbek musiqasini sahna vositasi ila
ommalashtirish, shuningdek, yevropa musiga uslubida yaratilgan yangi asarlar
orqali o‘zbek musiqasini dunyo madaniyati miqyosiga olib chiqgishdan iborat
bo‘ldi. Bu niyatlar gisman 1925 yilda Berlinda o‘zbekistonlik o‘quvchilar tomo-
nidan ijro etilgan G*‘.Zafariyning «Erk bolalari» musikali dramasi orqali amalga
oshdi.

G‘ulom Zafariyning «Erk bolalari», «Tuyg‘unoy», «Binafsha» va aynigsa,
«Halimay, asarlari o‘zbek musiga madaniyatida musiqali drama keyinchalik esa
to‘laqonli opera janrlarini shakllanishida muhim omil bo‘ldi. Kezi kelganda shuni
ham alohida aytib o‘tish kerakki mazkur asarlar milliy tomoshabin tomonidan
katta qizigish bilan kutib olingan.

Yangi g‘oyalar, yangi maqgsadlar ularni amalga oshira oladigan
mutaxassislarni yetishtirish masalasini o‘rtaga tashladi. 1918-yilda Toshkentda
ochilgan konservatoriya bu talablarni gonigtira olmadi. Shuning uchun jadidlar
musiga soxasida ham yangi o‘quv tizimini yaratish kabi muhim vazifani amalga
oshirishga bel bog‘ladilar. 1918 yilda Toshkentda Munavvarqori boshchiligida
tashkil etilgan «Xalq dorilfununi» qoshida Turkiston xalq konservatoriyasining
Eski shahar bo‘limi ochildi (1919). Bu dargohda maqom ijrochili bo‘yicha
darslarni Abdusoat Vahobov, Shorahim Shoumarov, Davlatoxun Qodirov,
Magsud Xo‘jayev, Ismat Lutfullayev o‘tishsa, solfedjio, musiga nazariyasi kabi
darslarni V. Uspenskiy, Ye.Romanovskaya, S.Enikeyevalar olib borishdi. O‘quv
jarayonining bunday tashkil etilishida jadidlarning milliy gadriyatlarni saglab
qolgan xolda yevropa bilimidan unumli foydalanish kabi yondashuvi aniq ko‘zga
tashlanadi [6].

Toshkentda tashkil etilgan musiqga dargoxi o‘z samarasini bergandan keyin,
aynan shu shaklda 1921 yilda A.Fitrat Buxoroda Sharq musiga maktabini ochdi.
20-yillarning oxiriga qadar Sharq musiqa maktablari butun O‘zbekiston bo‘yicha
tizimli ravishda tashkil etildi. Mazkur maktablarda shakllangan o‘quv tizimi
1928-yilda Samargandda ochilgan Musiga va xoreografiya institutida yangi
pog‘onaga ko‘tarildi [8].

Yangi talablarga javob beradigan mutaxasisslarni yetishtirishda jadidlar
tomonidan yana bir gancha tashkiliy ishlar amalga oshirildi . Bu gatorda yosh
xonanda va sozandalarni bilimlarini oshirish magsadida Baku shahriga yuborish,
katta yoshli ustozlar uchun esa nota yozuvini o‘rganish maqgsadida Moskva
konservatoriyasida malaka oshirish sinflarini tashkil etilishini aytib o‘tish
o‘rinlidir.
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Abdulla Avloniy, Behbudiy, Fitrat, G‘ulom Zafariy, Cho‘lpon, Ziyo Said
kabi jadidchilik harakati bilan bog‘liq ma'rifatchilar musiga masalalariga jiddiy
e’tibor berganliklarini «Alangay», «Maorif va o‘qituvchi», «Er yuzi» (1935 dan
«Gulistony») jurnallari, shuningdek, rus, fors, turk tillaridagi nashrlarda e'lon
etilgan maqolalaridan ilg‘ab olish mumkindir.

Ular milliy musiga ijodiyotni yevropacha taktli nota yozuviga tushirish,
fonografga yozib olish, umuminsoniy gadriyat sifatida e'tirof etilayotgan musiqiy
merosni milliy asoslarga tayanib joriy etish masalalarini keng ko‘lamda olib
borishdi. Shundan e'tiboran o‘zbek musiqasi avvallari rasm bo‘lmagan, yangicha
tamoyillar asosida o‘rganila boshlandi.

Rahmon o‘g‘li Mulla Bekjon va Devonzoda Muhammad Yusuf

Xarratovlarning “Xorazm musiqa tarixchasi” kitobi o‘zbek musiqashunosligida
maqomshunoslik yo‘nalishini boshlab berdi [3].
A Fitratning qalamiga mansub “O‘zbek klassik musiqasi va uning tarixi» asari
o‘zbek musiqasining nazariy asoslarini tadqiq etilishida tamal toshini qo‘ydi.
Aynigsa, asarning milliy ruh bilan sug‘orilgan o°ziga xos til va uslubda bayon
etilishi, keltirilgan ma’lumotlarni o‘tmish va zamondosh olimlarning asarlari
bilan giyosiy kuzatgan holda taqdim gilinishi musiga ilmida yangi sahifa ochdi
[4].

Rahmon o‘g‘li Mulla Bekjon va Devonzoda Muhammad Yusuf
Xarratovlarning «Xorazm musiqa tarixchasi» (1925), A.Fitratning «O°zbek
klassik musiqasi va uning tarixi» (1927) kitoblari, A.Cho‘lpon, Z.Said va
G*.Zafariylarning matbuotda izchil chiqishlari milliy musigashunoslikning
vujudga kelishiga asos solib, uning uslubiy yo‘nalishlarini belgilab berdi.

Bir so‘z bilan aytganda, jadid bobolarimizning faoliyati tufayli o‘zbek
musiqashunosligi, o‘zbek musiqiy etnografiyasi, musiqiy manbashunoslik, milliy
cholg‘ushunoslik, ijrochilik va kompozitorlik maktablari shakllanishiga zamin
yaratildi.
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BUPTYAJIBHBIA MAP U HOBASI MY3BIKAJIBHASI PEAJIBHOCTH B
NCCIEJOBAHUU TEOPETUYECKHUX BOITPOCOB TBOPYECTBA

JdxymakoBa YMut:kan PaxmeryJsioBHa,
Kaszaxckutl nayuonanbHbulll yHUSEpCUmem uUcKyccms,
npogheccop, 00OKMop UCKYCCMBOBEOEHUSL.
(Kazaxcman)

Annomayusn’. O6cyxicOarocs 60NPOCyl COMUNCEHUS BUOOE MBOPHUECMBA 8
VCA08UAX  2nobanuzayuu  UHGOPMAYUOHHO20 NPOCMPAHCMBA U  BHEOPEHUs.
yugposvix mexuonoeut. Ha ocHose meopuu dicanpoe npeonacaemcs
paccmampusams meopuecmeo My3vlKaHmos, 0Xeamvléaujee Mup Hetipocemell
U supmyaibHvie Gopmvl My3viKu, Kak omoeavbHblll 6ud. Obpawaemcs sHUMAHUE
HA HeMmpaouyuoHHble OJisl AKA0EMUHLECKO20 MY3bIKOBEOEHUs MeMOObl U NOOX0O0bL,
CcoOmeemcmaylouue Ho80U My3blKAIbHOU PearbHOCHIU.

My3blkanbHast HayKa, HapsiAy ¢ M3YYEHHUEM IIPOIILIOro, BCErAa HaX0AWIach
Ha COBPEMEHHOM BOJIHE, OCMBICIIMBAsl HacTosee. BekTop pa3BuTHs Ha pyOexke
XX—XXI BekoB ompenensieT HMHPOPMALUOHHO-KOMIBIOTEpHAs CHUCTEMA,
CTPEMHTENILHO BXOJAIAsA B JKM3Hb YEJIOBEKAa U TJIO0ATBHO PaCHpOCTPaHSIONIAs
CBOM BO3MOKHOCTH NpUMEHEHHUs. JlJi1 My3bIKaIbHOIO MCKYCCTBA OHA Jlaja He
TOJIKO HOBBIE CHOCOOBI KOMMYHHMKAIlMM W TEXHHUYECKHE NpPUEMbI (METOJbI
3aMKCH, COXpaHeHusl, paboThl ¢ MaTepuanoM). [ mybokue nepeMeHbl 3aTparuBaroT
MBIILIEHUE, ICUXOJIOTHIO0 BOCIPUSITHS, MPOIIECC CO3/IaHNS MY3bIKU U €€ KOHTEHT.
Creunanuctbl 00pamaoT UCCIEA0BATENbCKUI HHTEPEC Ha HAYYHBIE JOCTUKEHUS
B M3YYCHUU TaKUX OOILIMX U YHUBEPCAIBHBIX SIBJICHUH, KaK «BUPTyalbHas
pEaTbHOCTE», «JIOMOJIHEHHAs PEaJbHOCTb», «CMEIIaHHAs PEaJIbHOCTHY,
MOAYEPKUBAS UX POJIb B MOBBIIICHUU T'Palyca «TBOPUYECKHX SKCIEPUMEHTOB M,
KaK CJICICTBHE, MOSBJICHWE HOBBIX CHHTETUYECKUX M MY3BIKATBHBIX (HOpM,
YKaHPOB, UHCTPYMEHTOB, 3BYKOBBIX TEXHOJIOTHII» [5:97].

KapnunanbHble TOBOPOTHI B  MY3bIKE HECPABHUMBI C TMPEKHUMU
HOBAalMSIMM Ha OCHOBE B3aWMMOJICVCTBUS TPAAULIMKA U KYJbTYyp. 10, UTO POK-
rpyIIa BEICTYNAET Ha OJHOM CIIEHE C ONEPHOU NMEBUIIEH (LIEPEMOHUS OTKPBITHUS
Omumnuaast — 2024 B [lapuxe), a rpynna «Typan», npeacTaBisisi HA MUPOBBIX
CLEHAaX Ka3axCKyl KyJIbTypy, IMOrPY’KaeT CIyLIaTeNd B CTUXHUIO JPEBHETO
[IaMaHCKOTO 00psifia, — TaKUEe ONBITHl BOCIPUHUMAIOTCS YK€ MPHUBBIUHO.
HeynuButenbHO Tenepbp U TO, NMPOU3BEIACHUS HAa TEMbl Ka3axCKUX MEJOJIUN
CO3Jal0T KOMIO3UTOpPHI 3anafgHoro aBanrapnaa (K.Jxenkunc, croutsl «Tiemy,
«A0aii», M.Ckopuk-danrtaszus Ha Tembl U3 onepsbl «Kbi3 XKubek»). My3bikanbHas
HayKa UMEET YK€ COJIUIHBIN OIBIT B UCCIEIOBAHUH MTOJO0HOTO B3aUMOICHCTBUS
U COMMKEHHS B paMKaxX UACH «KOMIIO3UTOP M (DOJBKIOp». AKaJIeMHYECKOe
MY3BIKOBEJIEHHUE CIOCOOHO M3YYHUTh Ha OCHOBE CBOUX TPAIUIIMOHHBIX MOJIX0/0B
Y METOJOB, HAlpUMEp, COBCEM HEJABHO HAIMCAHHBIE ITPOU3BEIEHUS MOJIOABIX
Ka3aXCTAaHCKUX KOMIIO3UTOPOB U OOOCHOBTH, KaK MOJ] BIIEYATICHUEM UCTOPUU U
KyJbTYpPBI 3al1aJHOEBPOIENCKON HUBHIIM3AIMU MOSIBUIACH OIlepa AAJIEKO Ha HE
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HalnMoOHANBHBIN cioxkeT (Paxat 6u AGneicarmu “The Bruce”) m  nHaobopot, —
«receHHas» ornepa (A.AoauHypoB «CakeH»), OTChUIAIOINIAs] K COBETCKOM apXanke
B UCIIOJIb30BaHUU (DOJIBKIIOPA.

Mexnay TeM, OrpOMHBIM HEM3BEIaHHBIH MaTepuan JJisi MY3bIKOBEICHUS
NPEACTABIAIOT HOBAIlMM, OTHOCSIIMECS K OOBEAMHEHUIO TBOpUYECTBA C
OKPYXAaIOIIMM Hac BUPTyalbHbIM MHUpPOM. CyIIECTBYIONIME HCCIIEIOBAHUS
cnenuUK  HJIEKTPOHHOTO 3ByKa M JIPYTUX TEXHUYECKUX  AaCIEKTOB
KOMITBIOTEPHON MY3BIKM KaK HHCTPYMEHTOB TBOPUYECTBA YK€ HEIOCTAaTOYHbI. B
MEXIUCHUIUIMHAPHYI0O OpOUTY HEOOXOIMMO BBOAWTH CaMH  MPOAYKTHI
TEXHOJOTHUECKH YIAaKOBAHHOTO TBOpYECTBA KaK OOBEKTHI COOCTBEHHO
MY3BIKQJIbHOTO MCKYCCTBA CO CHEIM(PHUUECKUMH €T0 3CTETUYCCKUMHU LEISIMH U
3a/layaMu.

Ha MTOCTaHOBKY METOI0JIOTUYECKU aKTyaJIbHBIX BOITPOCOB
aKaIeMUYECKOTO0 MY3BIKOBEJICHHS, CBA3AaHHBIX C BBEJCHHUEM HOBBIX HAYy4HBIX
O00BEKTOB, HAC HATOJIKHYJ OJWH W3 YHHKAJIbHBIX MPUMEPOB B3aWMOJCHCTBUS
BUPTYaJILHOTO U peasibHOr0. ITO neceHHas kommno3unus «El amor en ti» (ucr.) B
UCIIOJIHEHHUH BCEMHPHO H3BECTHOIO, CYINEPCOBPEMEHHOIO OTEYECTBEHHOIO
MynbTuMYy3blkaHTa Jumama KynaiGepren. [IpamaTtyprusi mecHH pacKpbIBaeT
CMBICJIBI IIOATUYECKOTO TEKCTA O CTOJKHOBEHHHM BHYTPEHHETO MHUPA YEJIOBEKA C
OTPOMHBIM U 0€3KaJIOCTHBIM Xa0COM OKPY>KaIOIIeH «BCeleHHOW». Tpu KyruieTa
JaHbl B BuJE MOHTaxka kiaunoB. Ha orpomusix LED »skpanHax uepemyrorcs
KOHTPAacTHbIE ayJuO0-BUAECO 00pa3bl BUPTYAIbHBIX «JIBOMHUKOB)» HCIOTHUTEINS.
Marndeckoe AEHCTBO Pa3peliacTcs B 3aKIIOYUTEIIBHOM KYIUJIETE — B IMEHUU
«GKUBOTO» Teposi. Takoe NpOYTEHHUE CJIOB B CMOJIETUPOBAHHOM XY 0KECTBEHHOM
MHUpE BBIBOJMUT CIyIIATENsl 3a Mpeleibl peanbHbIX COOBITUH KOHUEpPTa H
NOTPY’KAeT B BUPTYAJbHYIO CPENly, YTO MHOTOKPATHO YCHJIMBA€T BO3JIECUCTBHE
HaIeBa, B KaXI0M KyIlieTe TeMOpo-Menoandecku oboraimaronierocs. Bee ato —
TJ10]T HEBEPOSITHOM TBOPUYECKOH (haHTa3MM 101 BIMSHUEM KOMIBIOTEPHBIX UTP U
COBPEMEHHOT'O KHHO.

[TogoGHBIE TPUMEPHI 3aCTABIISIIOT 3aHOBO MEPECMATPUBATH BO3ZMOKHOCTH
TEOPUH MY3BIKHU 110 000OIIEHUIO M CUCTEMATHU3aIIMN HOBBIX SIBICHUHM, BOSHUKIITUX
Ha IMyTH BHEAPEHUS IU(GPOBBIX TEXHOJOTHI B caMy MY3bIKaJbHYIO PEaTbHOCTD.
AKaJieMu4eckoe My3bIKOBEJICHUE YK€ CTAKUBAJIOCh C HEOOXOIMMOCThIO TaKOH
«camopeBu3un» Tak, B aHrjosi3biuHoM sureparype (Corozen MaxKiopu,
Jloypenc Kpamep u ap.) s u3ydeHUs] MY3bIKH, OTHOCSIIECHCS K MaccOBOM
KyJIbType, ObUI TpEMJIOKEH HOBbIM IMyTh MOJ Ha3BaHUEM  «HOBOE
My3bIKOBeZIeHHe» («new musicology») [8].

Brinenum kpaTko HaboAeHUS, HanboJee onpeeIeHHO 0003HaYeHHbIE U
JIOKa3aTeJIbHbIE Ha TAHHOM 3Tane OCMbICIICHUSI.

Bo-1iepBbIX, COBMEILIEHHE BUPTYAIIBHOTO U PEAIBHOTO B XY/10KECTBEHHOM
IIPOCTPAHCTBE W BPEMEHH OCHOBAaHO Ha MPEICTABIECHUU E€IUHOTO 3BYKOBOIO
noJis, TJAE HEeT TpaHull MEXAy (OIBKIOPOM, KIACCUYECKHM OIEPHO-
cUM(OHUYECKUM U MacCOBBIM TBOpYecTBOM. Havano mpoekra «Stranger» tak u
npexacrasigercs. Jumamr B SpKOM KOCTIOME, HAllOMUHAKOIKM  «30JI0TOTO
YeJIOBeKa», CITyCKAeTCsl C KPBIIIM OrPOMHOIO KOHIIEPTHOTO 3ana, OyATo
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yibTpacoBpeMeHHblil  npunienen-KopkslT. OH  BOBJIIEKaE€T B CBOW  MUDP
MOKJIOHHMKOB, KaK akKblH C JOMOpOi B pyKax OH HIECHTUUIMpYeT cels
THUYECKH, U MPU 3TOM COBMEUIAET TPaAULIMK (OIBKIOPHOTO, aKaJIEMUUECKOTO
Y 3CTPAAHOro neHus. Takoe eanHCcTBO My3bIK UMEN B BUAY U 3THOMY3BIKOBE]L
N. 3emuoBckuii, 00OCHOBBIBas  OOIIMA  KOJA  «EOUHCTBA TOHA W
COMHTOHUPOBAHUS» KaK YHUBEPCAIIMIO, OTKPHIBAIOIIYIO «IOPOTY OECKOHEYHOMY
pa3HOO00pPa3rI0 MYy3bIKaJIbHBIX HMpOsBaCHHMI [2:13-14].

Bo-BTOPBIX, B 3TOM KOJJIEKTUBHO CO3JAHHOW KOMITO3UIIUH, KaK U B IPYTHUX
oOpasnax ¢ BUPTyaIbHBIMH (POPMaMH Pa3BEPTHIBAHMS MY3bIKAJTLHOTO TEKCTA,
TpaJWIIMOHHbIE, CBOMCTBEHHBIE TOJBLKO MY3bIKe, TpadnueCKUe/HOTHBIC 3HAKHU HE
MMEIOT NPUHIUIUAIBHOrO 3HaueHud. KoMmbploTepHOE paspelieHue Kak
dbuKcars TEKCTOB — 3TO YXE HE 3aliCh B OOBIYHOM TOHWMAaHHWH, OHA HE
obOecrieunBaeT €IMHCTBEHHOCTh 1 HOPMATUBHOCTh U TeM 00Jiee — aOCOIMIOTHYIO
COXPAaHHOCTh Kak B MHCbMEHHOW KYIbTYpE. [TonTBepxknaercsa Te3uc
N.3eMIIOBCKOTO, O JIOTUKE TpHaAbl «YCTHOE-NMCbMEHHOE-YCTHOE» B
HUCTOPUYECKOM pa3BUTHM GOpM  (PUKCAIMK  MY3BIKAIbHBIX TEKCTOB, B
COOTBETCTBUM C KOTOPOM BCJIEJ 3a yracarollel 3M0XOW MUCbMEHHOU KYJIbTYPbI
MPUXOIUT BpeMsl yCTHOU aMSTH U TIepeauu («BTOpasi d1oxa ycTHOCT») [3:35].
OOmumii Mup HeWpoceTel, BUAMMO, MOKHO CUUTATh OJHUM M3 TaKUX HOBBIX
CIIOCOOOB COXpaHEHMs] U TIepellayd, Ha HOBOM YpPOBHE BO3BpaIlAeTCs
MMIIPOBU3ALIMOHHOCTh, BAPUAHTHOCTh U AHOHUMHOCTH «yCTHO» CO3/1aBa€MbIX
MY3bIKaJIbHBIX TEKCTOB.

TpeThe HaOMIOICHUE KacaeTCsl TUIIOJIOTUM TBOpUECTBA. B akageMuueckom
MY3bIKOBEJICHUU BHAYaJI€ CJIOKUJIOCh TMPEACTABICHHE O MPUHIIMIUATIBHBIX
paznuuusiX QoJIbKIOpa U KOMIIO3UTOPCKOTO TBOpUecTBa. DyHIaMEeHTaIbHBIMU B
TaKOM YHHMBEPCAJIbLHOM TIPEACTABICHUU OBbUIM TMOHATUS 00 «OOUXOAHBIX» H
«TPEMOHOCUMBIX» JKaHpaX, 0O0OcHOBaHHbie B Tpynax [. beccenepa u B
nocyaeAyrImMX pazpadborkax [7:5]. Jlanee myTu pa3BUTHS MY3bIKH, IPUBEIIINC B
XX Beke K HEOBIBAIOMY paHEe PAaCIBETY MACCOBBIX KAHPOB, OMPEICTUIH
MMOHMMAHME UX KaK CAMOCTOSITEIIbHBIN BUJ] TBOPUYECTBA, UMEIOIINI CBOIO JaBHIOIO
ucropuro. [Ipuuem, B./[>)x. KoHEH — aBTOp yke IIMPOKO MIPUMEHAEMOTO TEPMHUHA
«TpeTul ImiacT», 0003HauUna CeU(PUIHOCTh BCEX TPEX BUIOB TBOPUECTBA B
YCJIOBUSIX X MMOCTOSIHHOTO CUHXPOHHOTO U IMAXPOHHOTO B3auMojencTBus [4:9].
Ceroguss Mbl HaOMIOJa€M HE TOJBKO CMEIICHHE WX, MOATBEpKAarolee
KOHIICTIIUIO €IMHCTBA.

NudopmanimoHHO-KOMITBIOTEpHAsI CUCTEMa MOPOUIa HOBBIE CIIOCOOBI U
(GhopMBI OCBOCHHSI MHUpPa, CBOIO KYJbTYpy OOIICHUS W €€ IIEHHOCTU. Bumaumo,
B3aMMO/ICHCTBUE PEATbHOTO U BUPTYaJIbHOIO MUPA MOKHO CUHTATh MPU3HAKOM
€I1l€ OJIHOI'O OTHOCUTEJIBHO CAMOCTOSITEIILHOTO BUJIa MBOPUECmBa ¢ ONPeOeleHHO
8blCOKOU cmeneHnvio unmezpamuenocmu. 110 )KaHPOBBIM YCJIOBHSIM OHO HE
COBMaJaeT HU C (OJBKIOPOM, HU C KOMIIO3UTOPCKUM TBOPYECTBOM, U JIaXKeE C
MacCOBOM KYJbTYpOil. APryMEHTUPYEM 3TO MOJOKEHUE, UCXOAS M3 YEThIPEX
o0IMX TPU3HAKOB >KaHPOOOPA30BaHUS, KOTOPHIE B TEOPHUM >KaHpA MPU3HAHBI
cucremooOpasymumu [6:38]. 71o npeonasnauenuio 3o TBOPYECTBO BCEOXBATHO,
OHO JIJISl CIYIIAHUs, HO — BO3MOXHO, ()parMEHTapHOTO U CIyYaiiHOTO, OHO JJIS
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BBIPDAKEHHUSI 3CTETHUYECKOrO0, HO OJHOBPEMEHHO MW Ul YTUJIMTApHOIO
NpUMEHEHUS. [1o yCno8usam UCHOIHEHUs U CTIYUaHUsl — 3TO COBEPIIEHHO HOBAA
cpena, HE MPUBS3aHHAS HU K CIEHUYECKHMM HOPMaM, HH K KOJUIEKTUBHOMY
CO3HAHUIO, HU K OOpSAIOBBIM jeiicTBaM. BmecTo KkaTeropuu ciymiatelib
MIPUMEHSIETCSL TIOHATHE MOJIb30BATEIb, XapaKTEPU3YIOUIEE THUIl MOTECHIHAIBHO
abCTPaKTHOIO CIIyIIATEIIi— HEONPEIEICHHOTO M0 KOJIMYECTBY, BHE COIIMATIBLHOM,
OMOJIOTUYECKOH, BO3PACTHOMU, pacoBoW, KYJIbTYPHOU
aBTopu3aluu. MIHTepakTUBHAA cpefa eIMHasl, CTETIEHb IOIPYKEHUS B CIyIIaHUE
3aBUCUT OT MAHUMYJISIUUI NOJb30BaTess. [1o uncmpymenmapuro UCKyCCTBEHHBIE
UCTOYHHUKHU 3ByKa HEMaTepUalbHbI, B BUPTYaJbHOU cpelie (HyHKIIMOHUPOBAHUS
OHM BHEBPEMEHHBIC M BHENPOCTPAHCTBEHHBIE. Tum cooepowcanus u ¢opmol
OOyCIIOBJIGH CaMHM MPOAYKTOM — HHTETPATUBHBIM TEKCTOM C OTCYTCTBHEM
TPaHMI] B CTUIIMCTHUKE sI3bIKa U CcTHIIEBBIX HOpMax. Cdepa «Menuay» onpenensier
TOCIIOACTBO KONUM C CaMOLEHHOCTBIO CHMYJSIKPOB. AyAMOBHU3YaJbHBIC
KapTUHKHA «JABOWHUKOBY» Jlumama B kommosuimu «ElI amor en ti» kak
«IOpOXKJIEHUE Mojeneil peanbHOro 0e€3 oOpuruHaia» co3gatoT AP ekt
runeppeanbHocTH [1:5].

[TpennoxenHsle HaOMIOACHUS O HOBOM (OpMe MPOCTPAHCTBEHHO-
BPEMEHHOI'O CYIIIECTBOBAaHUS MY3bIKM IIOKa3bIBAIOT IEPCIEKTUBBI H3YyUCHHUS
MY3BIKOBETUECKOM MPOOIEMATUKH B MEKIUCIUILIMHAPHOM T0J1e. My3bIKaibHast
peaNbHOCTh B YCIOBUAX OOBEKTUBU3aLMU BUPTYAJbHBIX ayJIHOBH3yaJIbHBIX
bopM XyI0’KECTBEHHOIO TEKCTa OTpa)KaeTcsd Ha (PYHIaMEHTaJbHOM IOHSATUU
TBOpYECTBA, O0BEM M COJIEp)KAHHUE KOTOporo pacummpsitorcs. Heobo3zpumo
MHOT000pa3Hbl 0OBEKTHl TAKUX HCCIEIOBAHUM, KaK U HEOO03pUMBI TOPU3OHTHI
Oyay1ero uu@poBbIX TEXHOJIOTHMA.
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MUSIC UPRAISING FROM THE ANCIENT EGYPTIANS TO THE
PRESENT DAY AND THE IMPACT OF CULTURAL EXCHANGES ON
ITS DEVELOPMENT
(THE SILK ROAD UZBEKISTAN AS A CASE STUDY)

Manar Abdalsalm Eldeib,
Academic researcher at Alexandria University.

(Egypt)

Abstract: Music is a fundamental aspect of the human experience, deeply
intertwined with our cognitive and social capacities. Its creation and appreciation
draw upon a complex interplay of cognitive processes, including those involved
in  numeracy, language, and spatial perception. Beyond its cognitive
underpinnings, music serves a critical social function, fostering connection,
shared meaning, and imaginative exploration. As a spontaneous and inherently
human behavior, music reflects the evolution of our brain's communicative
abilities. By bridging cultural divides and evoking shared experiences, music
plays a pivotal role in shaping our sense of self within a social context. that we
delve into the intricate relationship between music, neuroscience, and human
behavior to illuminate the profound impact of music on our lives and its
development to our recent days which lead to all this intersection between many
culture’s and produce this eventfully recent music from ancient Egyptian music
till the Arabic melodies and integrate east with the west and its impact on the
culture level In a comparative analysis of Egyptian and Uzbek music, positing the
Silk Road as a pivotal conduit for cultural exchange. By examining shared
rhythmic foundations, melodic structures, instrumental ensembles, and
sociocultural contexts, the research illuminates the complex interplay between
these musical traditions. While acknowledging the limitations of definitive proof
regarding direct musical transmission along the Silk Road, the study presents
compelling evidence of shared musical elements that suggest a strong possibility
of cultural cross-pollination. This research contributes to the broader field of
comparative musicology by offering a nuanced understanding of the dynamic
relationship between music, culture, and historical context.

Key words: music, cognition, social interaction, neuroscience, human
behavior Egyptian &uzbk music, Silk Road, comparative musicology, cultural
exchange.

In a culture as full of religious rituals as ancient Egypt, music tends to be
a significant part of everyday life. With countless wall murals showing musicians
playing while dancers danced and others stood off and watched. Instruments have
been unearthed as well. But, despite knowing how they played, the ancient
Egyptian music itself (the notes, the composition) is wholly unknown to us.

Music was as important in ancient Egypt just as it is today. This was
especially true during Egyptian dynasties when pharaohs were established. It is
around this time that many historians have discovered music in many parts of
every day Egyptian life. The prove of all this musical Instruments, through the
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study of hieroglyphs, researchers have learned that there were many ancient
Egypt musical instruments. There are depictions of instruments of all kinds,
including string, wind and percussion. The hieroglyphs writing also show those
listening to mu3|c clappmg their hands along with the performances
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Clapping and harps in ancient Egyptlan

Music development crosses centuries

The exchange of musical ideas dates back to ancient civilizations. In
Mesopotamia, for instance, the convergence of different cultures led to the
development of new musical instruments and scales. Similarly, in ancient Egypt,
music played a crucial role in both sacred and secular life, with influences seen
from neighboring regions like Nubia.

The Greeks and Romans, known for their expansive empires, also played a
significant role in musical exchange. Greek music theory, for example, influenced
Roman music, which later spread throughout their empire, impacting the musical
traditions of various European and Middle Eastern cultures. With the side of trade
movement which came later.

The Silk Road and Its Impact on Musical Diversity

The Silk Road, a network of trade routes connecting the East and West, was
not just a path for the exchange of goods but also ideas, including music. This
network facilitated the movement of instruments, melodies and musical styles
across continents.

Evidence on the music instrument in Egypt temples
Instruments like the lute traveled from Arab countries to Europe, evolving
into the European lute, which played a significant role in Renaissance music.
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Similarly, Central Asian instruments and musical styles found their way to China,
enriching its musical heritage. The interaction along the Silk Road created a
unique blend of sounds, reflecting a rich tapestry of cultural intermingling.

Depictions of Arm Movements

One theory that developed among facts about music in ancient Egypt, one
that has been largely disproved, was that depictions of arm movements in
hieroglyphics were used to communicate pitch to the musicians. However, recent
research indicates that the arm movements were simply responses to songs today
where people raise their arms and move in time with the music.

It is possible that in some of the depictions, the arm movements may be
indicating where a musician should start or stop, but in all likelihood they are just
people enjoying a song. One Terracotta figurine found by archaeologists may
depict music notes, but there is not much more than a few horizontal lines crossed
by vertical strokes. It is not until the Greek Period that a papyrus with musical

notations was discovered, but the music and notes are Greek not Egyptian.
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Mu3|c and hand movements in anC|ent Egypt

There is no doubt that music played an important part of ancient Egypt,
even prior to the end of the Persian rule. With musical instruments found in tombs
that have been inscribed with the names of gods and goddesses, as well as
depictions in hieroglyphics of musicians, singers and dancers, it appears that
music has been a part of daily life for thousands of years. Songs were played
during religious ceremonies and even in the tombs after people died. Like today,
songs were heard while people worked, for royalty in palaces and even on
battlefields during times of war.

As ancient Egyptians conquered other cultures, their tastes adapted to those
of the new lands, and new sounds were introduced. In fact, Egyptians did not note
music prior to the Greco-Roman period, indicating that it was not an important
part of daily life until the end of the Persian rule. (1)

Ancient Egyptian music and singing

The ancient Egyptians were exceptional in many facets of life, including
engineering, agriculture, industry, medicine, and so on. They were also
exceptional in music, producing unique music that set them apart from other
cultures. All the major categories of musical instruments (percussion, wind,
stringed) were represented in pharaonic Egypt. Percussion instruments included
hand-held drums, rattles, castanets, bells, and the sistrum--a highly important
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rattle used in religious worship. Hand clapping was used as a rhythmic
accompaniment too. Wind instruments included flutes (double and single, with
reeds and without) and trumpets. Stringed instruments included harps, lyres, and
lutes-plucked rather than bowed. Instruments were frequently inscribed with the
name of the owner and decorated with representations of the goddess (Hathor) or
god (Bes) of music. Both male and female voices were also frequently used in
Egyptian music.

The inscriptions and images etched on the walls of the Old Kingdom rulers'
tombs demonstrate how early the Egyptians were aware of music during the
Pharaonic era. It was used in many facets of life, though funerary (in orphanages
and funeral rites for the dead) and slightly more religious (in temples) contexts.
also employed it in his day-to-day activities for amusement, singing, and messing
with people's heads of agricultural fields played by instruments that are still in use
today, like the flute, and maybe with tunes that are reminiscent of the melancholy
tunes the flute plays nowadays.
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Additionally, Egyptian used it to announce marriage ceremonies and to
assemble people for pleasant events. It was accompanied by singing, dancing, and
a variety o f musical instruments, including wind, percussion, and string. It also
added a sense of joy and gladness the former kingdom . They used to sing religious
hymns, which were chanted during funeral and religious prayers within the
temples. In the social lives of the populace as well as at royal events, singing and
dance were common on both religious and secular occasions.

To show the extent of the Egyptians’ appreciation for music, there was a
god of music and love among the ancient Egyptians, which was the god Hehepta,
and she was a god with the head of a cow to express fertility and prosperity in
ancient Egypt.

When looking at the ancient Egyptian civilization, we find that the first to
invent musical instruments were the ancient Egyptians. The first instrument
invented was the Egyptian harp, which was called the musical instrument of the
gods who played it for the pharaohs and priests. With the cultural and commercial
openness, military wars, and so on, musical instruments were transferred to the
Romans, who developed them greatly to suit their artistic sense, language,
civilization, and customs. Here we see clearly that orchestration and musical
instruments are not only for playing, but they are also a means of conveying and
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expressing the general taste of each region, demographically, socially, and
humanely and throw decades (2).

The highest status for a musician in ancient Egypt was for temple musicians
as playing music for a particular god or goddess placed someone in a high position
in the culture. In addition, musicians who played for the royal family were also
held in high regard as were gifted singers. Musicians who acted as entertainment,
even for royalty, at parties and festivals, were lower on the social scale than those
who performed regularly in palaces or temples. There is very little information on
amateur musicians in ancient Egypt which indicates that it was not considered
favorable to achieve musically unless the individual was a professional.

Music was an important part of many ceremonies in the Egyptian culture
with many inscriptions of songs found in tombs to be sung to the accompaniment
of harps. Researchers believe that the songs found in the tombs were more than
likely sung by priests and priestesses. Clapping of hands during singing was an
integral part of the culture during ancient Egypt, considered sacred. In some
professions, such as grinding corn, those performing the task would chant, or sing,
praises to the master of the house

Musicians in Ancient Egypt

Exchange movements and cultural cooperation have always been the result
of many intertwined processes that have brought different peoples, traditions and
other races closer together. The greatest evidence of this exchange between the
Middle East and the Silk Road was for several reasons, the most important of
which were trade exchanges, history and the rich cultural heritage of both of them.
Also, the closeness due to religions and languages, all of which created a special
taste of cultural customs, language, music, artistic sense and architecture as well,
which strongly found similarities between them and differences that express the
absolute identity of both regions.

The Transformation of instruments

Across Cultures Plotting a precise line of influence from East to West is a
major challenge. Where we can almost certainly trace Eastern elements with
Western culture is in changes in instruments. It is thought that a considerable
number of new instrumental innovations arose as a result of this cross-cultural
influence.

Instruments such as the Oud that evolved into the Lute. The humble
tambourine derived from the Riqq , and of course, the bowed Rebec. These
instruments added significant possibilities for musicians and composers alike with
this development, the instruments themselves and the melodies developed, and
we see the influence of the East on Chinese civilization, which enriched it with
many melodies that expressed and flourished in Chinese and Asian arts. Also, the
influence of some instruments, such as the flute, on Europe and its great
development, which enriched various musical compositions and pieces. (3) With
the impact of silk road it have a deeper effect into the striking similarities between
Egyptian and Uzbek music, proposing the Silk Road as a catalyst for these shared
musical elements. By examining rhythmic structures, melodic practices,



instrumental ensembles, and the sociocultural contexts of these musical traditions,
this aims to illuminate the complex interplay between music, culture, and identity.
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The Silk Road, as a conduit for cultural exchange, likely played a pivotal
role in the dissemination of these melodic principles. As musicians and traders
traversed this ancient route, they brought with them not only goods but also
musical ideas and techniques. The shared melodic vocabulary of Egyptian and
Uzbek music can be seen as a testament to this vibrant interchange.

Instrumental Echoes: A Symphony of Exchange

The instrumental ensembles of Egypt and Uzbekistan, while possessing
unique characteristics, also share striking similarities. The oud, a quintessential
Arabic instrument, finds its counterpart in the Uzbek do'mbra, both serving as
primary melodic vehicles. Similarly, the ney, a flute common to both cultures,
highlights the cross-cultural diffusion of aerophones. Percussion instruments,
such as the daf and dayereh, further underscore the shared emphasis on rhythmic
foundations.

The Silk Road provided a fertile ground for the exchange of instruments
and instrumental techniques. As musicians encountered new instruments and
performance practices, they incorporated these elements into their own musical
traditions, enriching the overall musical landscape. The presence of similar
instruments in both Egypt and Uzbekistan suggests a dynamic process of cultural
borrowing and adaptation.

Socio-Cultural Implications The shared musical elements between Egypt
and Uzbekistan extend beyond the realm of aesthetics and technique. Music has
played a vital role in shaping the social fabric, cultural identity, and spiritual life
of both societies. The use of music in religious rituals, celebrations, and
communal gatherings underscores its power as a unifying force.

While the specific functions of music may vary between the two cultures,
the underlying principle of music as social and cultural glue remains constant. The
Silk Road, as a catalyst for cultural exchange, facilitated the sharing of musical
ideas and practices, contributing to the development of shared aesthetic values
and social functions

The historical background of musical cross-cultural influences reveals a
world that has always been interwoven. The vibrant fusion of musical genres that
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has continued to develop and enhance our shared cultural history was made
possible by these early contacts. May be originating from the Silk Road.

Harmonic and Modal Associations There are interesting similarities
between both cultures' melodic traditions. Both Egyptian and Uzbek music
frequently employ microtones, sometimes known as quarter tones, which give the
music a distinctive and moving feel. Despite having different qualities, the modal
systems are all cyclical and emphasize melodic elaboration.

The Uzbek magom lineage bears similarities to the Arabic magam system,
which features complex melodic rhythms. These similar melodic components
suggest that there may have been musical trade along the Silk Road.Instrumental
Parallels

Conclusion

The intricate relationship between Egyptian and Uzbek music offers a
compelling case study for understanding the impact of the Silk Road on cultural
exchange. By examining shared rhythmic foundations, melodic practices, and
instrumental ensembles, this study has demonstrated the profound influence of
this ancient trade route on the development of these musical traditions.

Future research should delve deeper into specific musical genres,
performance practices, and the role of oral tradition in preserving these shared
musical heritages. By unraveling the complex tapestry of musical influences, we
can gain a richer appreciation for the interconnectedness of human cultures and
the enduring power of music as a universal language
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MAQOM XONANDALIGI TA’LIMOTIDA OVOZNI YO‘LGA QO‘YISH
MUAMMOLARI - ZAMONAVIY BOSQICHDA

Nodira PIRMATOVA,

Yunus Rajabiy nomidagi O ‘zbek milliy
musiqa san ‘ati instituti dotsenti,

O ‘zbekistonda xizmat ko ‘rsatgan artist.

(O ‘zbekiston)

Annotatsiya: Bo ‘lajak magom xonandalariga ta’lim berish jarayonida
ovozni yo ‘lga qo yish bilan bog ‘liq bir gancha muammolar yuzaga keladi. Ushbu
magolada ana shu muammolarga to ‘xtalib o ‘tilgan va bir gancha rejalar va
takliflar bildirilgan.

Kalit so “zlar: magom, ovoz, xonandalik, xonandalik ovozi, ovoz mashglari,
ta’lim.

O‘zbek milliy musiqa san’atida maqom xonandaligi murakkab
amaliyotlardan biri hisoblanadi. U bir necha yilliy mashaqgqatli tayyorgarlik
mahsuli sanaladi. Professional maqom xonandasi bo‘lib yetishish uchun ijrochi
nafagat asarning tuzilishi, ijro usullari, gonuniyatlari va boshga shu kabi
masalalarni bilishi, balki uning ovoz imkoniyatlari, ovoz holati mutanosib
bo‘lishi, ovoz hosil giluvchi a’zolarining kuylash ko‘nikmalari yetarli darajada
shakllangan bo‘lishi lozim. Bundan tashqari, maqom xonandasining talaffuzi
nugsonlardan holi va sof bo‘lishi ham juda katta ahamiyatga ega. Shu o‘rinda bir
jihatni unutmaslik kerakki, talaffuzning sofligi ovozning to‘liq va chiroyli
yangrashiga ta’sir qiladi. Aynan mana shu jihatni ba’zan pedagoglar e’tibordan
chetda qoldiradilar.

Aslida maqom xonandaligi ta’limotida ovozni yo‘lga qo‘yishda bir qancha
muammolar mavjud bo‘lib, bu masalaning dolzarbligi kundan kunga ortib
bormoqda. Bunga albatta, bir gancha omillar ta’sir giladi. Bo‘lajak xonandaning
avvalo salomatlik holati, hayot sifati, ruhiy holati, zararli odatlarining mavjudligi,
ovqatlanish tarzi va rang barangligi, kun tartibining holati muhim ahamiyatga ega
bo‘lish bilan birga ustozning ta’lim jarayonida asar ijrosini o‘rgatish usullarining
to‘g‘ri tanlanishi, bu borada talabaning ovoz imkoniyatlari, turlari, kamchiliklari,
holatini inobatga olish ham eng zarur omillardan biri sanaladi.

Magom xonandaligida ta’lim berayotgan ustoz talabani har jihatdan
o‘rganib chiqishi muhim. Unda mavjud kamchiliklarni aniqglab, ish jarayonida
yoki avval ana shu kamchilikni bartaraf etishga talabani undamog‘i zarur. Bunday
kamchiliklardan biri, bugungi kunda keng targalgan va ko‘pchilik e’tibor
bermaydigan, bir qancha jiddiy muammolarni keltirib chiqaradigan noto‘g‘ri
odatlardan biri og‘izdan nafas olishdir [5:28]. Agar talaba burun emas, og‘izdan
nafas olishga odatlangan bo‘lsa, buni zudlik bilan bartaraf etish lozim. Avvalo
og‘izdan nafas olishga sabab bo‘ladigan tanadagi biror holat, masalan adenoma,
rinit yoki shunga o‘xshash kasalliklar mavjudmi, yo‘qmi, shuni aniglash lozim.
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Zarur holatda otorinolaringolog bilan hamkorlikda ishlanadi. Agar og‘izdan nafas
olish shunchaki odat sifatida shakllangan bo‘lsa, u holda odatni tark etish muhim.

Odamning nafas tizimi aslida burun orgali nafas olishga moslashtirilgan.
Og‘iz orqali nafas olish uzoq davom etsa, ko‘plab salbiy oqibatlarga olib keladi.
Og‘iz orqali nafas olish natijasida yuzaga kelgan tishlar gatorining buzilishi,
jag‘ning joyidan siljishi, bo‘yin holatining o‘zgarishi kabi oqibatlar ham nutqning
o‘zgarishiga, ham ovoz sifatiga, ovoz hosil qilish jarayonining buzilishiga olib
keladi. Bu kabi buzilishlar esa magom xonandasiga ijro jarayonida
qiyinchiliklarni yengishda halaqit beradi. To‘g‘ri nafas olish ko‘nikmasining
shakllanishi aslida asar ijrosi vagtida ham muhimdir.[1:38]

Bundan tashqari jismoniy jihatdan e’tibor berilishi kerak bo‘lgan, yana
boshqga xolatlar ham bor. Bu hagda bir gancha ilmiy adabiyotlar va magolalarda
ma’lumotlar keltirilgan. Endi bevosita 1jro amaliyoti jarayonida e’tiborimizni
qaratishimiz kerak bo‘lgan bir nechta jihatlarga to‘xtalamiz.

Magom xonandaligida ovoz holati eng muhim omildir. Xonanda ovozini
“ishchi” holatga keltirish, murakkab maqomlarni ijro eta olishga tayyorlash
jarayonining o°‘zi alohida bir mahoratni talab etadi. Xonanda ovozini sozlash biror
musiqiy cholg‘uning ovozini sozlash kabi sodda emas, balki murakkab jarayon
sanaladi. Uzoq vaqt va doimiy mehnat talab etiladi, ma’lum bir ko‘nikmalar
shakllantiriladi. Bu borada o‘ziga xos alohida mashqlar mavjud bo‘lib, ularni
talabaning jismoniy va ovoz holatiga ko‘ra to‘g‘ri tanlash lozim [2:61] Bundan
tashqari ijro etilajak yoki o‘rganilajak asarning xususiyatlarini ham inobatga olish
muhimdir. Ovoz mashqlarini bajarmay turib asarni o‘rganishga yoki ijro etishga
Kirishish tavsiya etilmaydi.

Shunday qilib chiroyli xonandalik ovozini shakllantirish uchun quyidagilar
lozim:

- yumshoq tanglayning baland ko‘tarilganligi (yuqori pozitsiya);

- erkin, pastga tushirilgan xalqum;

- erkin artikulyatsion apparat (til, pastki jag*, lablar);

- kuylash vatida ishtirok etuvchi barcha tizimlarning aniq koordinatsiyasi
(xalgum faoliyati — tovush xujumi, nafasni yetkazib berish, traxeya, bronxlar,
diafragma mushaklarining faoliyati) [4:46].

Bu shartlarni amalga oshirish uchun diggat bilan eshitish va mushaklar
nazorati (erkinlik va qulaylik holatini topish, mushaklar “siqilishi’dan holi
bo‘lish) muhim. Bunda dastlabki ovoz mashqglari xonanda uchun giyinchilik
tug‘dirmasligi lozim. Yengil mashqglardan boshlab, asta sekinlik bilan murakkab
mashglarga o‘tiladi. Ovoz xosil qiluvchi apparat zo‘rigmasligi va uzoqroq vaqt
kuchli hamda chiroyli ovoz chiqgarib bera olishi uchun uni, mana shu tariga
tayyorlay boshlash lozim.

Afsuski, so‘nggi vaqtlarda maqom xonandalarini tayyorlash jarayonida
ovoz mashgqlarining jiddiyligiga u qadar ahamiyat berilmay qo‘ydi. To‘g‘ri,
ovozni yo‘lga qo‘yish borasida talabalarga alohida darslar o‘tiladi, biroq bu
mashglar mutaxassislik fani ustozlari tomonidan ham mashg‘ulot avvalida
o‘tkazilishi lozim. Buning uchun esa ustozning o°‘zi yetarli darajada bilim va
malakaga ega bo‘lishi muhimdir. Yoki asarni o‘rganish jarayoni ustoz hamda
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ovozni sozlovchi ustoz mutaxassis bilan hamkorlikda amalga oshirilishi
magsadga muvofiqdir [3:41]. Mana shu jarayon tizimli va doimiy ravishda yo‘lga
qo‘yilmaganligi sababli talabalar orasida ovozini “yo‘qotib” qo‘yayotganlar,
magom ijrosi vaqgtida giyinchiliklarni yenga olmayotganlar ham uchrab turibdi.

Mana shunday muammolarni bartaraf etish va aksincha yugori professional
maqgom xonandalariga ta’lim sifatini oshirish maqgsadida kelajakda bo‘lajak
magom xonandalarining ovozini yo‘lga qo‘sh ilmini puxta egallagan
xonandalarni yetishtirishimiz lozim. Bu borada albatta mutaxassislik fani va
“Ovoz sozlash va yo‘lga qo‘yish” fani ustozlari hamkorlikda ish olib borishlarini
tashkil gilish muhim. Bunda har ikkala yo‘nalishdagi ustozlar aynan maqom ijrosi
uchun har bir talabaga mos keluvchi zamonaviy ovoz sozlash tizimini ishlab
chiqib, amaliyotga tadbiq etsalar nur ustiga a’lo nur bo‘lar edi. Bugungi kunning
eng dolzarb muammosi ham shunda. Ya’ni maqom xonandaligi ham rivojlangan,
“Ovozni sozlash™ darslari ham yo‘lga qo‘yilgan, ammo ularning hamkorlikdagi
amaliyoti shakllantirilmagan.

Bugungi kunda Yunus Rajabiy nomidagi o‘zbek milliy musiqa san’ati
instituti “Magom xonandaligi” kafedrasida bo‘lajak maqom xonandalariga dars
berish jarayonida Yevropa ovoz sozlash mashglari bilan bir gatorda magom
xonandalari uchun milliy va zamonaviy ovoz sozlash tizimini ham ishlab
chiqishga harakat qilyapmiz. Ya’ni, talabalarning ovozini sozlash jarayonida ular
o‘rganayotgan maqom asariga ko‘ra mashg‘ulotlar tanlanadi.

Talaba gaysi maqomni ijro qiladigan bo‘lsa, o‘sha maqomning hanglaridan,
zamzamalaridan va ularda keladigan namudlaridan ovoz sozlash uchun mashglar
tuzib, ijro ettiriladi. Masalan, talaba Mo‘g‘ulchai Buzrukni ijro qilmoqchi. Unga
nafasini kengaytirish uchun Sarahbori Buzrukning hang va zamzamalaridan
mashq sifatida ishlatamiz. Talaffuzni jonlantirish uchun talgin yoki nasr doira
usulidagi Buzruk ladi bilan ishlab chigilgan mashglardan foydalanamiz. Tovush
ko‘lamining kengaytirish uchun mo‘g‘ulcha, qashqarcha, soqiynoma, ufar doira
usulidagi Buzruk magomi pardalarida yaratilgan mashqglarni bajartiramiz. Shunda
talaba ijro etmoqchi bo‘lgan maqomni pardalari, talaffuzi, ijro sur’ati, nafasni
to‘g‘ri joyda olinishi kabi ko‘nikmalarni hosil qilib, asar ijrosiga tayyorlanadi.
Kelajak rejalarimda yugorida keltirilgan tizimni asoslagan holda ilmiy — amaliy
qo‘llanma ishlab chiqarib, uni magom ohanglaridan iborat ovoz mashqlari aks
ettirilgan notalar, QR-kodlar bilan boyitish niyatim bor. Bugungi kunda bu borada
tizimli ishlar olib bormogdaman.

Shu o‘rinda, yana bir jihatni alohida ta’kidlashni istardim. Har bir xonanda,
u hoh maqom xonandasi bo‘lsin, hoh boshqa yo‘nalishda asar ijro qilsin, uning
ovoz gigiyenasi haqidagi bilimlarga ega bo‘lishi ham muhim. Chunki hayoti
davomida ovozining kuchini, go‘zalligini sog‘lom holatda asray olishi uchun ham
ma’lum bir ovoz gigiyenasi qoidalariga rioya etib borishi va ko‘nikmalarni
shakllantirishi lozim. Bundan tashqari, bu ko‘nikmalar yoshi ulg‘ayganda ham
ovozining jarangdorligi va tinigligini saglab golishiga yordam beradi. Shu sababli
ham endigina maqom xonandaligi yo‘nalishiga qabul qilingan talabalar uchun
“Ovoz gigiyenasi va salomatligi” darslarini tashkil etish va hech bo‘lmasa yarim
yoki bir yil davomida o‘rgatib borish kerak. Bu darslar jarayonida talabalarga



ovoz xosil qiluvchi a’zolarning tuzilishi, funksiyasi, ishlash mexanizmi, kasallik
holatlari, kasalliklarni oldini olish choralari, kasallikka yo‘ligqanida ganday
to‘g‘ri yo‘l tutish va kimga murojaat qilish lozimligi kabi bilimlar berib boriladi.
Bundan tashgari magom xonandasining kun tartibi, ovqatlanish qoidalari,
sportning ahamiyati, zararli odatlarning ovozga ta’siri, repetitsiya vaqtida, undan
avval va keyin ganday gigiyenaga rioya etish lozimligi, ovozni chiniqtirish
usullari kabi mavzular ham bo‘lajak maqom xonandalari uchun zarur sanaladi. Bu
bilimlar esa uning professional ijodiy hayoti davomida doimiy asqotadi.

Bir savol tug‘iladi. Agar oliy ta’limda talabalarga “Ovoz gigiyenasi va
salomatligi” darslari tashkil qilinsa va yo‘lga qo‘yilsa, bu dasrlarni kim olib
boradi? Tabiiyki, bu dars jarayonida ba’zi masalalar tibbiy jihatdan yoritilishi
lozim bo‘lgani uchun shifokorlar yoki pedagog — shifokorlarni jalb giish muhim
deb hisoblayman. Yanada aniqroq aytadigan bo‘lsak foniatr shifokorlar lozim
bo‘ladi. Bu darslar yo‘lga qo‘yilgunga qadar fonitar shifokorlar bilan
uchrashuvlar, master klasslar tashkil gilish ham mumkin. Bunday uchrashuvlar
ham talabalarga o‘z sohasi uchun zarur bo‘lgan ko‘plab ma’lumotlarga ega
bo‘lishlariga yordam beradi.

Aynan mana shu uchlik, ya’ni xonanda — ovozni sozlovchi mutaxassis —
foniatr uchligi maqom xonandalariga ta’lim berish jarayoniga jalb etilsa bugungi
kunda bo‘lajak maqom xonandalari orasida uchrayotgan ovoz va ijro bilan bog‘liq
bir gancha muammolarni bartaraf etishga va ularni oldini olishga erishgan
bo‘lamiz. Mana shu tarzda biz o‘zbek milliy ovoz sozlash va yo‘lga qo‘yish
tizimini ishlab chigishimiz mumkin. Xatto olimlarimiz bu borada bir gancha ilmiy
tadgiqgot ishlari olib borishlari ham mumkin. Chunki mavzu, darhagigat
dolzarbdir. Eng muhimi bu tizim asosida tashkil etilgan darslar orgali ta’lim olib,
maqgom xonandasi bo‘lib yetishgan kadr, ertaga kelajak avlodga to‘g‘ri yo*‘nalish
bera oladi.
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MUSIQIY MEROS - MARKAZIY OSIYO XALQLARINING YANGI
MULOQOT MAYDONI SIFATIDA

Ikrom XASHIMJANOV,

Qozog ‘iston xalqg Assambleyasi,

Qozog ‘iston o zbeklari etnomadaniy birlashmalari
“Do ‘stlik” hamjamiyati raisi.

Salimjon G‘ANIYEV,

Qozog ‘iston Respublikasi, J. Tashenev nomli
universitet katta o ‘qituvchisi, (PhD).

(Qozog ‘iston)

Annotatsiya: Mazkur magolada Markaziy Osiyoda millatlararo totuvlik va
ijodiy-ijtimoiy hamkorlik istigbollarini yuksaltirishda musigiy meros, milliy va
umuminsoniy gadriyatlar integratsiyasi tadqiq gilinadi.

Kalit so‘zlar: o ‘tmish, musiqiy meros, hamkorlik, bag rikenglik, Farobiy,
jamiyat, yoshlar, madaniy an’ana, qozoq xalqi, mulogot maydoni.

Insonni ruhan poklanishga, qalban ulg‘ayishga undovchi, imon-e’tiqodini
butun qiladigan botiniy kuch ma’naviyatdir. Ma’naviyati yuksak odam o°zini
yurt taqdiriga daxldor deb biladi, shaxsiy manfaatlarini jamiyat manfaatlaridan
ustun qo‘ymaydi. Ma’lumki, barkamol avlod tarbiyasida boshqa ko‘plab omil va
mezonlar qatorida musiqiy tarbiya ham alohida o‘rin tutadi.

“Sharq Arastusi” sifatida shuhrat qozongan alloma, Markaziy Osiyoning
ulug® mutafakkiri Abu Nasr Muhammad ibn Muhammad ibn Uzlug® Tarxon
Forobiy (873-950) gomusiy ilmlar sohibi edi.

Alloma birinchilardan bo‘lib, 0‘z davri ilmlar klassifikatsiyasini yaratdi.
Mavjud ma’lumotlarga qaraganda, u 160 dan ziyod asar yozgan. Uning falsafaga
oid asarlari qatorida “Fozil odamlar shahri” asari va “Musiqa haqida katta kitob”
nomli ko‘p jildli risolasi ham nihoyatda mashhur. Uning fikricha, “Agar inson
ilohiy ezguliklarga umid gilsa, uning hayoti quvonchli, hayot tarzi esa juda go‘zal
bo‘ladi. Go‘zal hayot tarzi esa xalq nazarida ham, Xudo nazarida ham yuksak
bo‘ladi” [7:37].

Mazkur asarida mutafakkir musiqani inson tarbiyasi va ruhiyatiga ta’sir
giluvchi vositalardan biri sifatida talgin giladi. Unda musiga nazariyasi va tarixi,
turli musiga asboblari, kuylar va ularning ichki tuzilishi, tovushlar, ritmlar,
ohanglar haqida ma’lumot beradi. Musiqa fanidagi ilmi iyqo, ilmi ta’lif fanlariga
asos solgan, Sharq allomalarining peshqadami bo‘lgan Forobiy “Musiqa haqida
katta kitob” asarida o‘tmishdagi musigashunoslar, tadqiqotchilar, mashhur
sozandalar, ularning musiqa madaniyati taraqqiyotiga qo‘shgan hissalarini
alohida ta’kidlaydi. Kuylarning uyg‘unligi, bir-biriga ta’siri, ijro etish usullari
haqida so‘z yuritadi. Uning bu asari Sharq musigashunosligi tarixida nihoyatda
muhim ahamiyat kasb etadi.

Rivoyatlarda keltirilishicha, Forobiy yangi musiqa asbobi yaratgan, o‘zi
kuylar bastalagan, mohir sozanda sifatida nom qozongan. Mutafakkirning



fikricha, musiqiy tasavvurlar va ohang inson ruhiyatiga, uning sezgi quvvatlariga
ta’sir qiladi. Odatda, musiga san’atining asl mohiyatini belgilovchi omillar
muayyan shakllarda o‘z ifodasini topadi. Forobiyning musiqa haqidagi falsafiy
ta’limoti negizida inson va uning aql-idroki singari ko‘plab muhim masalalar
mavjud. Uning “Odamzod oz ongi tufayligina inson bo‘la oladi” [7:34], degan
ta’rifi olimning shaxs haqidagi qarashlarining ma’naviy, ruhiy tomonlarini
ifodalaydi.

Shargning ikki buyuk gomusiy olimi inson kamolotga erishishining
mezonlaridan biri sifatida musigani tilga oladi. Abu Nasr Forobiy Sharqda keng
tarqalgan nay, nog‘ora, chang, rubob, kabi qator musiqga asboblari ta’rifini yozib
qoldirdi. Mazkur musiga asboblari bugungi kunda ham Markaziy Osiyo xalglari
musiga madaniyati va san’atining asosi hisoblanadi.

Mustaqgillikdan keyingina biz tariximizning unutilgan sahifalarini chuqur
o‘rganish imkoniga ega bo‘ldik, gadriyatlarimizni anglash va bir vaqtlar mutlaqo
teskari tavsiflangan ulug® tarixiy shaxslarning haqqoniy insonparvarlik va tarixiy
rolini tushunib yeta boshladik. Qozog‘istonda o‘tkaziladigan barcha ma’naviy-
ma’rifiy tadbirlarda,xalqaro forumlarda, adabiyot va san’at kunlarida, milliy
bayramlarda, yangi kitoblar taqdimotlarida, do‘stlik kechalarida, to‘y-
hashamlarda albatta hazrat Navoiy, Mirzo Bobur, Mashrab, Ogahiy g‘azallari
bilan kuylanadigan qo‘shiqlar ijro etiladi. Shu ijrolarning o‘zidayoq ulug‘ o‘zbek
shoirlarining so‘z tanlash mahoratiga, asarlariga ko‘rk bag‘ishlab turgan bu
so‘zlarning musiqiy ohangdorligiga, ichki jozibasiga qoyil golmaslikning iloji
yo‘q. Jamiyatning asosiy negizini tashkil giladigan yoshlarning har tomonlama
yetuk, barkamol inson bo‘lib voyaga yetishlarida ajdodlar an’anasi va madaniy
meros muhim vosita bo‘lib xizmat qiladi.

Abu Nasr Forobiy kabi buyuk allomalarning, gomusiy olimlarning hayoti
va faoliyati hozirgi Markaziy Osiyo zaminida yashayotgan barcha xalglarning
o‘tmish tarixidan sharafli o‘rin olibgina qolmasdan, zamonaviy tarixiy
rivojlanishda ham o‘z aksini topayotgani diggatga sazovordir. O‘tmish
merosimizni o‘rganmay, farzandlarimizga o‘rgatmay, unga suyanmasdan
kelajakka to‘g‘ri yo‘l va taraqqiyot yo‘nalishlarini aniglay olmaymiz.

Bugunning bolalari uchun buyuk ibrat maktabi vazifasini o‘tayotgan
Forobiy bobomizning falsafiy - ma’rifiy faoliyati jahoniy ahamiyat kasb etadi
hamda barcha qardosh ellar tadqiqotchilari tomonidan o‘rganilgandagina to‘la-
to‘kis o‘z ifodasini topadi. Bizning nazarimizda, XXI asr yoshlarining yangicha
dunyogarashi va qgizigishlariga mos tarzda madaniy merosni targ‘ib etishning
innovatsion usullarini yaratish va tatbiq etish payti keldi. Kitoblar tagdimoti va
ilmiy konferensiyalar o‘tkazayotganimiz juda yaxshi, endi maktablar, oliy o‘quv
yurtlari, ijodiy-madaniy tashkilotlar o‘rtasida onlayn va oflayn uchrashuvlarni
ko‘paytirishimiz zarur. Bu borada O‘zbekiston Respublikasi Madaniyat vazirligi
huzuridagi Millatlararo munosabatlar va xorijiy mamlakatlar bilan do‘stlik
aloqalari qo‘mitasi, O‘zbekiston Respublikasi Ma’naviyat va ma’rifat markazi,
Xalgaro Amir Temur jamg‘armasi, O‘zbekiston Yozuvchilar uyushmasi bilan
hamkorlikda  amalga  oshirilayotgan = ma’naviy-ma’rifiy, ilmiy-amaliy
tadbirlarimiz ko‘lami va ta’sir doirasini kengaytirishimiz maqgsadga muvofiq.



Bugun hech ikkilanmay aytish mumkinki, musigiy merosimiz Markaziy Osiyo
zaminida yashayotgan barcha xalglarning o‘tmish tarixidan sharafli o‘rin olibgina
qolmasdan, zamonaviy taraqqiyotda ham o°‘z aksini topayotgani diqqatga
sazovordir.

Madaniy merosga bo‘lgan qiziqishning tobora ortib borishi va uning
yana bir muhim jihati — azaldan bir-biriga qo‘shni bo‘lib yashab kelayotgan,
gardosh va qondosh (Qozog-o‘zbek xalglarining abadiy do‘stligining
mustahkamlanishidagi rolini alohida ta’kidlash zarur.

Xulosa o‘rnida shuni aytish mumkinki, dunyoda millatlar va
mamlakatlarni bir-biriga yaqinlashtiradigan, qadrdon giladigan omillar juda ko‘p,
lekin ularning orasida musiqiy meros yuksak cho‘qqilarni egallaydi. lImiy -
madaniy alogalarimiz kengayaverar ekan, turkiy xalglar olimlari, ijodkorlari bir-
birlarining ilmiy tadgiqotlari va ijod mahsullari bilan chuqurroq tanishib, mulogot
maydonimiz yanada kengayadi. Yosh avlod bundan fagat manfaatdor bo‘ladi,
milliy o‘zligini his qiladigan, ulug‘ ajdodlarlardan meros madaniy an’analari
bilan faxrlanadigan haqiqiy vatanparvarlar bo‘lib ulg‘ayadi.
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O‘ZBEKISTONDA MAQOM SAN’ATI TARAQQIYOTI VA TA’LIM
TIZIMINING MUSHTARAK JARAYONLARI XUSUSIDA

Iroda GANIYEVA,
O ‘zbekiston davlat konservatoriyasi professori v.b.

(O zbekiston)

Annotatsiya: Mazkur maqgolada O ‘zbekistonda maqom san’ati ta’limi va
taraqqiyoti yuzasidan gimmatli ma 'lumotlar o rin olgan. Bundan tashqari uning
yaqin o ‘tmishi va bugungi kundagi jarayonlari xususan magom san ati tarixi,
targ ‘iboti, maqom markazlari yaratilishi shuningdek Yunus Rajably nomidagi
O ‘zbek milliy musiga san’ati instituti tashkil etilishi alohida qayd etilgan.

Kalit so‘zlar: Ta’lim, an’anaviy ijrochilik, pedagogika, an’ana, magom,
san’at, ustoz-shogird, konservatoriya, Shashmagom.

Ma’lumki sharq musulmon olamida maqom tizimlari yuzaga kelishi uchun
zarur omillar IX-Xasrlarga kelib yuzaga kela boshlagan edi. Zero, aynan shu
davrlarda Abu Nasr Farobiyning (871-950) musigashunoslikdagi buyuk
xizmatlari o‘laroq Sharq musiga ilmiga asos solindi, kasbiy musiqa amaliyoti
yangi bosqichga yuksaldi, Ana shu bevosita va bilvosita omillar ta’siri o‘laroq
o‘rta asr Sharqining yirik (markaziy) shaharlarida o‘n ikki maqom tizimi yuzaga
kelgan edi [1]. Mazkur tizim tasnifoti dastlab Safiuddin Urmaviy (tax. 1230-1294)
va Qutbiddin Sheroziylarning (1236/37-1310) musiga ilmiga doir asarlarida
ishlab chiqgilgan bo‘lib, keyingi asrlarda Abdulqodir Marog‘ly (XIV),
Abdurahmon Jomiy, Zaynulobidin Husayniy (XV), Najmiddin Kavkabiy (XV1),
Darvishali Changiy (XVI-XVII) kabi ustoz amaliyotchi va nazoratchi olimlar
tomonidan ijodiy davom ettirilgan edi.

Shuningdek, magqomot O‘rta va Yaqin Sharg xalglari mumtoz musiqga
san’atida muayyan tovushqgatorlar va usullar tizimiga asoslangan maqom,
muqom, mug‘om, navba, dastgoh, tagsim (tagasim), peshrav kabi turkum
janrlariga nisbatan ishlatiladigan umumnazariy tushuncha hisoblanadi [1].

Sharq xalqglarining musiqiy merosi bo‘lmish, Magom, Mug‘om, Dastgox,
Navba, Raga kuyi kabi ijrochilikning murakkab turkumlari avloddan—avlodga
og‘zaki ravishda o‘tib kelgan. Tarixiy manbalar, bilimdon ustoz san’atkorlarning
fikri hamda ilmiy tadgiqotlarga garaganda, XII-XVII asrlarda O‘rta Osiyo,
Xuroson va Ozarbayjon xalqglari musiqasida quyidagi o‘n ikki (duvozdah) maqom
mavjud bo‘lgan.

Binobarin, arab xalglari Aljir, Tunis Marokash, Eron, Hind va boshga
xalglar an’anaviy musiqasi ham o‘ziga xos va mos tuzilishiga ega kasbiy
musiqalarga egadir. Ular magom nomi bilan atalmasada, ayrim jihatlari xususan,
ijro va shakl xususiyatlariga ko‘ra mushtarakliklarga ega.

Ma’lumki maqom ta’limini o‘rganish mazkur san’at paydo bo‘lishidan
boshlab vujudga kelgan bo ‘lib, Abdulqodir Marog‘iy, Abdurahmon Jomiy,
Zaynulobiddin Husayniy risolalari ham buni tasdiqlaydi. XIV asrdan e’tiboran
“Shashmaqom” turkumining shakllanish jarayoni boshlandi. Shu tarzda bu
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zaminida Shashmaqom, Xorazm maqomlari, Farg‘ona-Toshkent magom yo‘llari,
turli-tuman ko‘p gismli cholg‘u asarlar yuzaga keldi.

O‘zbek xalqining musiga madaniyati xalq va professional ijod mahsuli
bo‘lgan musiqa asarlari — maqom ijodiyoti og‘izdan — og‘izga o‘tishi asosida asrlar
davomida to‘plangan an’ana zamirida rivojlangan. Musigaga doir eski
manbalardan ma’lumki, maqomlarning tarixiy - nazariy va amaliy tamonlari bor.
Ularning nazariy masalalari IX-XV asrlarda yashab ijod etgan Kindiy, Farobiy,
Xorazmiy, Ibn Sino, Urmaviy, Sheroziy, Marog‘iy, Jomiy va Husayniy kabi
buyuk olimlarning risolalarida chuqur ilmiy asosda sharhlab berilgan.

Qolaversa o‘zbek maqom san’atini, ta’lim shakllari uzoq o‘tmishdan
shakllanib bugungi kunga gadar taraqqiy etib kelmogda. Binobarin XX asrning
20-yillariga kelib o ‘zbek musiqa ijodiyoti, an’anaviy meros, etnomusiga xususan
maqomlar masalalarini o‘rganish,uni yozib olish alohida o‘rinni egalladi. 1923-
yilning boshlarida V.A.Uspenskiy boshchiligida komissiya Buxoroda bo‘lib Ota
Jalol Nosirov va Ota G‘iyos Abdug‘anilardan magqom majmuasini hammasini
yozib oladilar. Lekin notaga yozishda bu dastlabki tajriba bo‘lgani uchun
maqomlarning ashula bo‘limlari tanbur ijrosida yozib olinib, she’r matni
qo‘yilmasdan 1924-yilda Moskvada nashr etildi [2].

Keyingi yillarda Shashmagom O‘zbekistonda qayta nashr etildi. Uni Yunus
Rajabiy notaga olgan bo‘lib, 1959 yilda Ilyos Akbarov tahriri ostida bosilib
chiqdi. Bu to‘plamda maqomlarning ashula yo‘llarida o‘zbekcha va qisman
taronalarida tojik tilidagi she’rlardan foydalanildi. Bunda she’r o‘Ichovlarining
kuylarga mos kelishiga, ularni shakl va mazmun jihatidan to‘g‘ri tanlab olishga
katta ahamiyat berildi.

Binobarin, maqom san’atining taraqqiyoti jarayonida 1972-yilda
O ‘zbekiston davlat konservatoriyasi goshida ochilgan Sharq musiqasi fakulteti,
“An’anaviy ijrochilik” kafedrasi o’zbek musiqa merosini o‘zlashtirish borasida
muhim vogea bo‘ldi. Uning faoliyati ikki asosiy yo‘nalish ya’ni an’anaviy
ijrochilik, hamda musigiy shargshunoslik borasida malakali mutaxassislar
tayyorlashdan iborat edi. Bir qator yetuk musigashunos-olimlar kafedra
faoliyatida tinmay ilmiy izlanishlar olib bordilar.

Magomlarni ilmiy va amaliy o ‘zlashtirish o’rta va boshlang’ich ta’lim
sohalarida ham joriy etila boshlandi. Shunday qilib, magom taraqgiyotida
vorisiylik hamda an’analarning uzluksizligini ta’minlashda muhim zamin
yaratildi. Bu jarayonning yana bir ahamiyatli tomoni shundaki, magom
markazlari sanalgan Xorazm, Buxoro, Samargand, Farg ‘ona va Toshkent musiga
bilim yurtlarida shu joylarning gadimdan shakllangan ijro uslublarini o ‘rganishga
e’tibor berila boshlandi.

Bir necha yillar mobanida Oliy ta’lim muassasalari ichida O ‘zbekiston
davlat konservatoriyasida kafedra faoliyati ikki asosiy yo‘nalish — musiqiy
shargshunoslik va ijrochilik sohalarida ish olib borildi. Kafedraning ijrochilik
faoliyatiga yetuk maqom ustozlari: Fahriddin Sodiqov, Rixsi Rajabiy, To‘ychi
Inogamov, Maxmudjon Muxammedov, Turg‘un Alimatov, Berta Davidovalar
jalb etildi. Bunday yondashuv tez orada katta samara keltira boshladi. Xususan,
Fahriddin Sodiqov rahbarligidagi talabalar cholg‘u ansambli ijrosidagi “Tarje’i



Buzruk” 1973-yil Olma-otada shahrida bo‘lib o‘tgan Xalgaro Osiyo Minbari
tanlovida Birinchi o‘rinni egalladi. Keyinchalik, kafedradan Shavkat Mirzaev,
Abduhoshim Ismoilov, Mahmudjon Tojiboev, O‘lmas Rasulov, Munojat
Yo‘lchieva kabi maqom san’ati ustalari yetishib chiga boshlad [3].

Musiqashunoslik oqimida san’atshunoslik doktori Is’hoq Rajabov
atrofidagi Otanazar Matyoqubov, Ravshan Yunusov, Aleksandr Jumaevlar
magomshunoslikning yangi zamonaviy tarmoglarini jonlantira boshladilar.
Kafedraning maqomshunoslik borasidagi, dovrug‘i xalgaro miqyosida ham obruy
topdi. Amerikalik Teodor Levin, germaniyalik Angelika Yung, polshalik
Slavomira Jeranska, sudanlik Salohiddin Xasanin, iordaniyalik Nabil Darroslar
O‘zbekiston maqomshunoslik maktabining dovrug‘ini yanada ko‘tardilar.

Mustaqillik davrida Toshkent konservatoriyasi, O‘zbekiston Davlat
konservatoriyasiga, “Sharq musiqasi” kafedrasi “Musiqiy shargshunoslik”
kafedrasi nomi bilan yuritila boshladi. Bu davrning bosh mezoni milliy kadrlarga
e’tibor qaratish edi.

O‘tgan davr mobaynida mamlakatimizda maqom san’atini o‘rganish va
rivojlantirish borasida muayyan ishlar amalga oshirildi. Ayniqgsa, o°‘zbek
“Shashmaqomi” nota matnlarining nashr etilishi va ularga muvofiq ravishda
magom kuy-qo‘shiqlarining magnit lentalarga yozib olinishi ulkan ilmiy-madaniy
ahamiyatga ega vogea bo‘ldi.

O‘zbekiston Prezidenti Sh.M.Mirziyoevning 2017-yil 17-noyabrda e’lon
qilingan “O‘zbek milliy maqom san’atini yanada rivojlantirish chora-tadbirlari
to‘g‘risida”gi PQ-3391 qarori xalqimiz madaniy me’rosining ajralmas qismi
bo‘lgan bebaho gadriyatini avaylab asrash va bo‘lg‘usi avlodlarga tagdim etish
borasida tarixiy vogea bo‘ldi Bu xujjatda maqom san’ati va maqomshunoslik
ilmini zamon talablariga muvofiq rivojlantirish yo‘lidagi (strategik) vazifalar
belgilangan. Ushbu garorning ijrosini ta'minlash magsadida Respublika va
hududlarda “Maqom markazlari” tashkil etildi. Markaz qoshida ovoz yozish
studiyalari ochildi. Barcha viloyatlar magom ansambllari safi kuchaytirildi, ta’lim
muassasalarini bitirib chiggan yosh mutaxassis xodimlar nafagat ijodiy, balki
ilmiy yo’nalishda ham tadqiqot ishlarini boshlab yuborishdi [4].

Qayd etilayotgan bu ijobiy holatlar magom ijrochiligi sohasi tobora keng
tus olayotganligini, bu yuksak san’at namunalaridan xalqimizning turli ijtimoiy
guruhlarini baxramand etish imkoniyatlari mavjudligini, shu jumladan, so‘nggi
asrlarda  maqomchilik an’analari ancha susaygan voxalarga (masalan,
Surxondaryo, Qashgadaryo va boshgalar) ham bu san’at yoyila boshlaganligini
ko’rsatadi. Bu quvonarli hol, albatta.

Darhagiqgat, so‘nggi yillarda Yangi O‘zbekiston muhitida ulkan tarixiy
jarayonlar san’at sohasida ham o°z ini’kosini topmoqda. Xususan, O‘zbekiston
Respublikasi Prezidentining “Madaniyat va san’at sohasining jamiyat hayotidagi
o‘rni va ta’sirini yanada oshirish chora-tadbirlari to‘g‘risida” 2020-yil 26-
maydagi PF-6000-son farmonida magom ijrochiligi, baxshichilik va katta ashula
yo‘nalishlari bo‘yicha kadrlar tayyorlovchi tayanch oliy ta’lim muassasasi —
Yunus Rajabiy nomidagi O‘zbek milliy musiqa san’ati instituti tashkil etilganligi
ham olamshumul vogea sifatida e’tirofga loyiqdir [5]. Mazkur institut yurtimizda
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magom, xalg musiqgasi, baxshichilik va katta ashula ijrochiligini yanada
rivojlantirish, bu borada shakllangan ijro va ijodiy maktablar va an’analarni,
buyuk bastakorlar, hofiz va sozandalar merosini chuqur ilmiy asosda o‘rganish va
qayta tiklash bilan shug‘ullanadi. Shuningdek, mumtoz musiqa merosimiz
namunalarini notaga olish, mavjud yozuvlarni takomillashtirish va amaliyotga
joriy etish kabi gator vazifalarni bajaradi.

Yunus Rajabiy nomidagi O‘zbek milliy musiqa san’ati instituti o‘z ta’lim
yo‘nalishlari bo‘yicha “ustoz-shogird” maktablarini tashkil etib, rivojlantirishi,
shuningdek, bu sohaga kirib kelayotgan yoshlar uchun muntazam ravishda
mahorat darslarini o‘tkazib borishi ham muhtasham maqom san’atimizning
taraqqiy etishida muhim omil bo‘lib xizmat qiladi.

Darhagqiqat, asrlar davomida ulug® shoir va olimlar, mohir bastakorlar,
hofiz va sozandalarning mashaqgatli mehnati va fidoiyligi, ijodiy tafakkuri bilan
sayqal topib kelayotgan ushbu noyob san’at nafagat yurtimiz va sharq
mamlakatlarida, balki dunyo miqyosida katta shuhrat va e’tibor qozongan.
Magom san’atining gultoji bo‘lgan “Shashmaqom” YUNESKO tomonidan
insoniyatning nomoddiy madaniy merosi sifatda e’tirof etilgani hamda uning
Reprezentativ ro‘yxatiga kiritilgani buning yaqqol tasdig‘idir. Asrlar davomida
xalqimiz qalbidan mustaxkam o‘rin olib kelgan mumtoz maqomlar hozirda
shakllanayotgan milliy mafkuramiz uchun bebaho ma’naviy qadriyatlardan
ekanligini unutmaslik kerak.

Xulosa o‘rinda mamnuniyat bilan ta’kidlash o‘rinliki, o‘zbek xalqining
necha asrlardan buyon bizgacha yetib kelgan musigiy madaniyati durdonalari
bugunga kelib to‘liq tiklangan va notalashtirilgan. Bunda marhum ulug’
ustozlarimizning xizmatlari beqiyosdir. Yuz yillar o‘tgandan so‘ng ham bu meros
yangi-yangi to‘ldirilgan ijrolar bilan sayqallanib boraveradi, xalqimizning
mugaddas ma’naviy boyligi bo‘lib qolaveradi

Xalgimizning ulkan musiqa merosini, folklor san’atini ilmiy tahlil qilib, uni
xalqga etkazish borasida musigashunos olimlarimizning ham Xxizmatlari katta
bo‘lib, o‘zlarining kitob va monografiyalarida, qo‘llanma, darsliklarida, maqola
va chigishlarida ilmiy nuqtayi nazar bilan asoslab bermoqdalar. Bu borada
Fayzulla Karomatov, Ilyos Akbarov, Isxoq Rajabov, To‘xtasin G‘ofurbekov,
Rustambek Abdullaev, Abdumannon Nazarov, Ogilxon lIbrohimov, Otanazar
Matyoqubov, Ravshan Yunusov singari tanigli musigashunoslarning mehnatlari
beqiyosdir. Binobarin, Sharq mamlakatlari maqomot tizimi va an’anaviy musiqa
madaniyatini anglash, idroklash albatta talabalardan ma’lum darajada
tayyorgarlikni talab etadi. Talabalar o‘z milliy musiqa merosini kerakli darajada
o‘rganib, muayyan bilimga ega bo‘lishlari lozim. Xorijiy tillarni ham bilishlari
ayni muddaodir. Zero, bu talabalarga turli tillarda yozilgan manbalar bilan
tanishishlari uchun imkon yaratadi.
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XORAZM MAQOM SUVORALARI

Shaxnoza AYXODJAYEVA,

O zbekiston davlat konservatoriyasi dotsenti,
san atshunoslik fanlari nomzodi.

(O zbekiston)

Annotatsiya: Ushbu maqgolada O ‘zbekistonda joriy bo ‘Igan uchta asosiy
magom turlaridan biri bo ‘Imish Xorazm maqgomlari va ular tarkibidan o ‘rin
olgan Taronaga turdosh ashula yo‘llaridan Suvora, Nagsh, Faryod, Sayri
Gulshan, Mugaddima kabi asarlar xususida so ‘z boradi va ular nazariy-tahliliy
Jjihatdan o ‘rganiladi. Shuningdek, Xorazm vohasiga mansub noyob nota yozuvi
bo ‘Igan “Xorazm tanbur chizig i”’da berilgan “Maqgom Suvorasi” mavjud nota
nashrlaridagi ko ‘rinishi bilan o zaro qiyoslanib, umumiy va farqli jihatlariga
aniglik kiritiladi. Xorazm vohasida ham magom suvoralari, ham mustaqil musigiy
janr sifatidagi “Suvora’ turkumlari amaliyotda mavjudligi bayon etiladi.

Kalit so‘zlar: O ‘zbekiston, Xorazm, Buxoro, Magom, Xorazm tanbur
chizig i, nota nashrlari, Tarona, Suvora, Naqsh, Faryod, Sayri Gulshan,
Mugaddima, o ‘Ichov, vazn, usul.

Markaziy Osiyoda, xususan O‘zbekiston hududida ko‘hna va o‘ziga xos
madaniy-ma’naviy qadriyatlari ila ajralib turuvchi Xorazm vohasi qadimdan
atoqli san’atkorlari, xususan bastakorlari, xonanda va sozandalari bilan mashhur
bo‘lib kelgan. Bu vohada shakllangan Xorazm maqomlari esa Buxoro
Shashmagomi bilan tub umumiylik jihatlarini namoyon etsa-da, uning mustaqil
musiqiy turkumligidan dalolat beruvchi omillari yetarlidir. Jumladan, o‘zga
magomlarda umuman uchramaydigan Suvora, Nagsh, Faryod, Sayri Gulshan,
Mugaddima kabi ashula gismlarning o°zi bunga yorqin misollardandir.

Xorazm magomlarining ham Shashmagom singari ijodkorligi va
ijrochiligiga oid yaxshi yoritilmagan sahifalari, tarixiy-nazariy jihatdan
o‘rganilishi lozim bo‘lgan muammolari mavjud. Ularning maqom aytim yo‘llari
tarkibidagi tarona va bir nechta o‘zgacha nomlar bilan yuritiluvchi unga turdosh
qismlar ana shunday alohida ilmiy o‘rganilmagan masalalardan sanaladi.

Xorazm magom taronalariga xos jihatlardan biri, ularning Shashmagom
taronalari kabi hajman ixcham, oddiy tuzilmaga ega ko‘rinishda emas, balki
ko‘proq nisbatan rivojlangan ashula ko‘rinishida ekanligidadir. Shuningdek,
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mazkur turkum taronalari Shashmaqomdan farqli o‘laroq, aksar misollarda
mumtoz shoirlarning she’rlariga bog‘langan.

Shashmagom va Xorazm magomlari nota yozuvlaridagi tafovut va
umumiylikni kuzatar ekanmiz, Matniyoz Yusupov tayyorlagan so‘nggi to‘liq
nashrda butunlay yangi vaziyatga duch kelamiz. Ya’ni, bu nashrda avvalgisidan
farqli o‘laroq, Shashmaqomdagi kabi aytim yo‘lida II qism, aniqrog‘i ikkinchi
guruh sho‘balarining tashkil etilishidir. Bunda mustaqil ashula turkumi sifatida
mavjud bo‘lgan suvora va uning (Kajhang suvora, Chapandozi suvora, Savti
suvora, Ufori suvora va Gulufori suvora kabi) turlari Kiritilgan. Suvora xususida
so‘z borar ekan, uning nota yozuvidagi asosan ikki xil usulli ko‘rinishiga duch
kelamiz: nomdosh usulli va ufar usulli suvora. Jumladan, Dugoh magomining |
qism aytimlari tarkibida Nasrdan so‘ng keluvchi Suvora ufar usulida berilsa,
navbatdagi Bayotdan so‘ng keluvchi Suvora nomdosh usulga bog‘lanadi.

Shuningdek, Il gismga kiritilgan suvora turlari masalan, Xushparda Suvora,
Chapandozi Suvoralar aksariyat taronalarning muvaqqat poydevori bo‘lgan 3/4
o‘lchamli doira usulida beriladi, qolgan turlari esa zarblari o‘zgartirilgan ufar
usuliga asoslanadi. Ushbu holatlarni ijro erkinligi deyish kerakmikin? Ya’ni, bu
manzarada I sho‘baning o‘zi ikki xil usulli Suvorani o‘z ichiga oladi. Aytish
joizki, bu yerda nomdosh usulli suvoralardan tashqari ufar usulli suvoralar ham
dastlabki sho‘ba tarkibiga kirib ketgan. Ma’lumki, II guruh sho‘basiga mustaqil
Suvora janrining turlari Kiritilib, ular ham asosan ufar usulida keladi.

Xususan, lug‘aviy negizi «suvoriy» so‘zidan kelib chiqqan «otligy,
«chavandoz» ma’nolarini anglatuvchi suvora, maqomlar tarkibiy qismi bo‘lishi
bilan bir gatorda mustaqgil aytim janri sifatida Xorazm vohasida keng targalgan.
Suvoralar hajm jihatidan maqomlarning asosiy aytim qismlariga teng bo‘lib,
katta, davomli avjlarni oz ichiga oladi.

Mazkur ashulalarning yana bir farqli tomoni shundaki, ular odatda she’riy
muxammaslarga bog‘lab kuylanadi. Bu esa maqomlarning boshga ashula
yo‘llarida kamdan-kam uchraydigan holdir.

Mustaqil ashula yo‘li bo‘lmish Suvora janri ham o‘z navbatida muayyan
turkumga jamlangan turli ko‘rinishlarga ega: «Suvora («Tani suvora» — asosiy
suvora), Chapandozi Suvora, Kajang Suvora («Ufori Suvora» deb ham
nomlanadi), Yak Parda Suvora, Qo‘sh Parda Suvora va nihoyat Suvora va
Chapandozi Suvoraning tarkibiy variantlaridan olingan, hamda asosiy vazn ila
usulga tobe’, «Savti Suvora» nomli gismlar shular jumlasidandir» [1.34].

Xorazm magom suvoralari esa asosan Tani maqom yoki Nasr sho‘balaridan
so‘ng keladi. Uni kamdan-kam hollarda Talgindan keyin ham uchratish mumkin.
Demak, Xorazm vohasida mustaqil turkumli janr bo‘lmish suvoralar bilan birga
magomlarning tarkibiy qismi sanalgan suvoralar ham mavjudki, quyida biz aynan
ular xususida so‘z yuritmoqchimiz.

Ta’kidlash joizki, maqom Suvoralari doimo 13/4 (7/4+6/4) o‘lchovli,
murakkab nomdosh usulga asoslanadi. So‘z matnlari esa aruz she’riyatidan
olinadi. Jumladan, Navoiy g‘azali bilan aytiluvchi Suvorai Rost hajman yirik asar
bo‘lib, uning umumiy kuy mavzui quyidagicha tuziladi:
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Suvoraning umumiy shakli xona-bozgo‘y bilan bir qatorda 3 qismli shaklga
ham to‘g‘ri keladi:

A As A
| 1 1 |
B! B2 Xs
X1 X3 B!
B! B?
X2 )
B! B?

pardalar uyushmasi «do»
ioniyga mos tushgan.

Kuy mavzui (bozgo‘y)ning 2-jumlasi asar davomidagi barcha xonalarning
so‘nggi jumlasi bo‘lib xizmat qiladi. Suvoraning dastlabki qismidan keyin
keluvchi cholg‘u nagaroti navbatdagi qismni tayyorlab beradi. Ushbu nagarot
o‘rta qism davomida deyarli har bir bozgo‘ydan so‘ng kiritilgan bo‘lib, uning
ohanglari ashula matnining 2-jumlasi asosida tuzilgandir. Bu cholg‘u nagaroti
o‘rta qismni ajratib, uning boshlanishida kelgan bo‘lsa-da, so‘nggida kiritilmagan
bo‘lib, bozgo‘y 3-qism xonasiga to‘g‘ridan-to‘g‘ri ulanadi.

Ashulaning o‘rta qismini ajratib ko‘rsatuvchi yana bir qirra, undagi
bozgo‘yning ta’kid tarzida (yana bir bor) bir oktava yuqoridagi joylashuvi bo‘lib,
unga monand holda xonalar ham oktava yugorida beriladi. Bu holat birinchidan
ashulaning yangi gismi boshlanganidan darak berib, ikkinchidan umuman asar
ohangining muayyan rivojlanish jarayonini anglatadi. Yakunlovchi 3-gism
dastlabki gismni to‘liq bo‘lmasa-da, aynan takrorlaydi.

Ashulaning musiqiy tili oddiy va ravon bo‘lib, asar boshdan oxirigacha
bitta ladga asoslanadi. Ammo Suvoraning umumiy diapazonini asosiy sho‘balar
ovoz hajmiga tenglashadi deyish mumkin: u 1-oktava «do»dan, 3-oktava «re»
gacha bo‘lgan masofani gamraydi.

Ta’kidlash joizki, Vatanimiz mustaqillikka erishgandan so‘ng milliy
gadriyatlarimizni tiklash, bebaho madaniy merosimizni yangicha, xolis nugtai
nazar bilan ilmiy o‘rganish va tadqiq etish masalalari davlat siyosati darajasiga
ko‘tarildi. Ana shunday noyob mumtoz musiga manbalaridan biri Xiva xoni
Rahimxon Feruz II topshirig‘i bilan saroyning bosh musiqachisi Komil Xorazmiy
tomonidan XIX asrning so‘nggi choragida ixtiro qilingan “Xorazm tanbur
chizig‘i” qo‘lyozma (nota) manbasidir. Ma’lumki, bu manba 0‘z ichiga Xorazm
maqomlarining tanbur cholg‘usi asosida kashf etilgan nota yozuvidagi
ko‘rinishini olgandir.

Urganch davlat universiteti “Musiqa kafedrasi” o‘qituvchilari va
O‘zbekiston davlat konservatoriyasi huzuridagi Ilmiy-ijodiy — markaz
mutaxassislari hamkorlikda ushbu nodir qo‘lyozmani besh chiziqli nota yozuviga
o‘girishdek foydali ishni amalga oshirdilar. Bu esa Xorazm maqomlarining XIX
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asrdagi holati bilan tanishish, uning tarkibidagi asarlarni bizga ma’lum bo‘lgan
namunalar bilan o‘zaro giyoslab o‘rganish, ular o‘rtasidagi umumiy va tafovutli
jihatlarni aniglash imkonini yaratdi. Jumladan, yuqorida ko‘rilgan “Suvorai
Rost”ni “Tanbur chizig‘i” manbasidagi “Suvoriy maqomi Rost” bilan taqqoslagan
holda nazariy-tahlil etish imkoni paydo bo‘ldi.

Qo‘lyozmadagi Suvoriy magomi Rost M.Yusupov nashridagi Suvorai Rost
bilan muayyan umumiyliklarni namoyon etadi. Xususan har ikki ashula yo‘li ham
bir xil “do”ioniy lad-pardasiga asoslanadi va nomdosh usul jo‘rligida ijro etiladi.
Fagat notalashtirish jarayonida to‘plovchi M.Yusupov asar o‘lchovini
2/4+3/4+2/4 tarzida ifodalagan bo‘lsa, bu yerda o‘lchov 4/4+2/4+3/4+2/4
ko‘rinishida berilgan (Suvora usulli taronalar Yu.Rajabiy nota nashrida 13/4
(7/4+6|4) murakkab o‘Ichovi bilan ifodalangan). Munis g‘azali bilan aytiluvchi
Suvoriy maqomi Rost ham yirik hajmli asar bo‘lib, uning umumiy kuy mavzui
Suvorai Rost bilan deyarli bir xil, fagat u kvinta yugoridan boshlanadi:

Suvoriy magomi Rost

M.M.J =90
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Ushbu ashula yo‘li ham xona-bozgo‘y shakliga asoslanib, unda bozgo‘y
cholg‘u yo‘li ko‘rinishida doimo bir xil bo‘lib keladi:

X1BX2BX3BX4BX5BX6BX7B

Ayni paytda har biri ikki jumladan iborat bo‘lgan bu xonalarni sho‘ba
shaklidagi qismlarga qiyoslash mumkin. Ya’ni, asarning shakli xona-bozgo‘y
bilan bir qatorda, sho‘ba shaklini ham yodga soladi. Sababi kuyning rivojlanish
jarayonida birinchi va ikkinchi xonalarga daromad deb garalsa, ulardan kvinta
yuqorida yangrovchi uchinchi va to‘rtinchi xonalalarni miyonxat deya baholash
mumkin. To‘rtinchi xonaning ikkinchi jumlasidan boshlab kuy yugoriga tomon
rivojlana boshlaydi. Beshinchi xona esa birinchi xonaga nisbatan bir oktava
yugorida yangrayotgan dunasrni yodga soladi. Oltinchi xona uchinchi xonaning
bir oktava yuqoridagi jarangi bo‘lib, ayni paytda unga asarning eng baland qismi
“avj” sifatida qaralsa mubolag‘a bo‘lmaydi. Yettinchi xonaning kuy tuzilishi
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uchinchi xonaning birinchi jumlasi va ikkinchi xonaning ikkinchi jumlasi
ohanglari asosida tuzilgan bo‘lib, u ma’lum ma’noda tushirim-furovard gismni
namoyon etadi. Suvoriy maqomi Rost bozgo‘y bilan yakunlanadi.

Ushbu ashulaning ham musiqiy tili oddiy va ravon bo‘lib, asar boshdan
oxirigacha bitta ladga asoslanadi. Ammo Suvoriyning umumiy diapazonini asosiy
sho‘balar ovoz hajmiga tenglashadi deyish mumkin: u ham 1-oktava «do»dan, 3-
oktava «re» gacha bo‘lgan masofani gamraydi.

Yuqorida ko‘rilgan har ikki manbadagi shakl taronalar bilan ma’lum
umumiylikni vujudga keltiradi. Ammo shu bilan bir gatorda, shakllarning ichki
tuzilishini kuzatadigan bo‘lsak, ular Shashmaqom taronalari singari asosan oddiy,
xalqchil, tuzilishi jihatidan uncha katta bo‘lmagan ko‘rinishda emas, balki
shaklan kattalashib ketgan va hatto sho‘balar darajasidagi ashula yo‘llaridir.

Suvoraning o‘ziga xos jihatlarini ajratmoqchi bo‘lsak:

e mazkur qismlar o‘zbek mumtoz shoirlari she’rlariga, xususan,
muxammaslarga bog‘langanini;

e ularning musiqiy tuzilishi asosan rivojlangan sho‘ba shakliga mos
kelganini;

e umumiy hajmi jihatidan gohida asosiy sho‘balarga tenglashganligini;

e qolaversa, o‘zining zarb to‘xtamlariga vobasta holda, nomdosh usulga
bog‘lanib kelishini kuzatish mumkin.

O‘z navbatida aytish joizki, Xorazm maqomlari tarkibida tarona va unga
turdosh namunalarning boshqa turkumlarga nisbatan eng ko‘p turi uchraydi. Va
bu gismlar har xil nomlar ostida taronalar kabi turlicha usullarga bog*‘lanib, asosiy
sho‘balar orasida keladi.

Foydalanilgan adabiyotlar:
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3. Muhammad Yusuf Devonzoda, Mulla Bekjon o‘g‘li Rahmon. Xorazm
musiqiy tarixchasi. — Toshkent, 1998.

4. Oyxo‘jayeva Sh. Magom taronalari. — Toshkent, 2011.

5. Rajabov I. Magomlar. — Toshkent, 2006.

6. Rajabov I. Magom asoslari. — Toshkent, 2014.
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8. Yunusov R. O‘zbek maqgomlari. — Toshkent, 2018.
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BASTAKORLIK IJODIYOTIGA DOIR

Chinora ERGASHEVA,
O zbekiston davlat konservatoriyasi dotsenti, (PhD).
(O ‘zbekiston)

Annotatsiya: Maqgola bastakorlik ijodiyotining ayrim masalalariga
qaratilgan. Bastakorlikning musiga ijodiyotidagi mohiyati ma’lum qonun-
qoidalar bilan bevosita bog‘liq holda yuzaga chiqishi, bunda, bastakor ko'p
asrlik an’anaviy kuylarning ritmik va ohang variantlarini yaratishi, shuningdek
kuy yo ‘llariga yangi lavhalar, tayyor holdagi avjlar (namudlar) kiritishi nazarda
tutiladi. Asrlar davomida qo ‘llanilgan qonun-qoidalar hozirgi davrda ham
an’analar davomiyligini ta ' minlab bermogqda.

Kalit so‘zlar: bastakorlik, ijodiyot, an’ana, musiqga, kuy, ashula, qgo ‘shig,
folklor, ohang, ritm.

Katta hududda istiqgomat qilib kelayotgan millionlab Sharg (musulmon)
xalglarining musiqa madaniyati va san’atida juda ko‘p mushtaraklik rishtalarini
kuzatish mumkin. Bulardan ustoz-shogird an’anasi, turli ko‘rinishlarda monodiya
uslubi, musiga merosining ikki asosiy qatlam, ya’ni folklor va mumtoz
(professional) turlarda saqglanib qolganligini ta’kidlash mumkin. Jumladan, ko‘p
asrli tarixga ega bastakorlik ijodiyoti aksariyat Sharq mamlakatlarida rivojlanib
kelmoqda.

Ushbu ijjodiyot sifatlarini anglash borasida “bastakor” so‘zining lug‘aviy
ma’nosi e’tiborlidir. Atogli maqomshunos olim I.R.Rajabovning bergan ta’rifiga
ko‘ra, “bastakor” forscha so‘z bo‘lib, uning zamirida “kuyni tashkil etuvchi
unsurlarni bir-biriga bog‘lovchi” degan ma’no yotadi (“basta” — bog‘langan,
“kor” — 1ish, ishlovchi ma’nolarida). Bastakorlikning musiqa ijodiyotidagi
mohiyati ma’lum qonun-goidalar bilan bevosita bog‘liq holda yuzaga chiqgadi.
Bunda, bastakor ko‘p asrlik an’anaviy kuylarning ritmik va ohang variantlarini
yaratishi, shuningdek, kuy yo‘llariga yangi lavhalar, tayyor holdagi avijlar
(namudlar) kiritishi nazarda tutiladi. Ashula yo‘llariga yangi she’rlarni moslab
tushira bilgan san’atkorlar ham bastakor nomiga sazovor bo‘lganlar [9:32].

Bastakorlar musiqa amaliyotida keng qo‘llanib kelingan kuy andozalari
asosida ham musanniflik qilganlar, ularni (kuylarni) she’riyat namunalari bilan
bog‘lab, ashula yo‘llarini ham yaratganlar. Bunda badiiy an’ana — eski va yangi
ijjodiy hodisa o‘rtasidagi biridan-biriga o‘tib boruvchi uzviy aloqa — keyingi davr
jjodkorlari tomonidan qabul qilingan va rivojantirilgan g‘oyaviy-badiiy
xususiyatlar tarzida namoyon bo‘ladi [1:227]. Bu jarayonda bastakorlar iste’dodi
ana shu an’analar doirasida badiiy mahorat ko‘rsata bilishga, tabiiy holda yangi
imkoniyatlarni yuzaga keltirishga, “tanish” shaklu-shamoyilning yangi girralarini
ochib berishga xizmat qiladi. Zotan, tarixiy rivojlanish jarayonida badiiy
merosxo‘rlik yo‘li bilan asrlar davomida ustozdan-shogirdga meros o‘tib
kelayotgan musiqiy qadriyatlar muayyan tarixiy shart-sharoitlarda turlicha
ko‘rinish kasb etib kelgan. Binobarin, badiiy an’ana yangilikni mustasno etmaydi,
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balki yangilik uchun muhim zamin, poydevor asos bo‘lib xizmat qgiladi [7:35].
Mugqim an’anani yangilik bilan boyitish uchun esa, tabiiyki, har bir ijodkordan
badily an’anani teran anglash hamda yuqori mahorat talab qilinadi.

Musigashunos olimlar an’ana va yangilik nisbatini Sharq musiqasida
gadimdan mavjud kuy (ohang, ritm) andozalari va ularning ijodkor tomonidan
muayyan uslubda rivojlantirilish omilini qonun-badiha (invariant-variant)
juftligida tavsiflaydilar [2:4-5].

Binobarin, xalg musiqgasida kuzatilgani kabi kasbiy musiga ijodkorligida
ham qadrli kuy andozalari mavjud bo‘lib, ular bastakorlar uchun qimmatli manba
bo‘lib xizmat qiladi. Ammo bastakorlar, xalq ijodiyotidan farqli o‘laroq, kuy
andozalarini nafaqat yangi qo‘shilmalar, muhim to‘ldirishlar bilan boyitganlar,
balki ularni kasbiylik negizida shakllangan mumtoz talablar asosida
rivojlantirishlari natijasida beqiyos (benazir) ko‘rinishlarini ham yuzaga
keltirganlar. Bu borada [.Rajabovning “Maqomlar nazariy va amaliy asoslarga
ega, zero mazkur xalqlar musigasining ustozona uslubidagi namunasidir” kabi
mulohazalarini eslash joiz [9:6]. Ba’zan badiiy yuksak asarlar ham ijodiy taqlid
uchun munosib namuna darajasini “ishg‘ol” etgan va shu asosda gator yangi
asarlar yaratilgan.

Shu bilan birga musiqa sohasida o‘zgacha badiiy qoidalar ham
mavjudligini nazarda tutish lozim. Albatta, bunda gonun-qoidalar ijod jarayoniga
“mexanik” (ko‘r-ko‘rona) tarzda ko‘chirilmagan. Bu haqda musiqashunos
V.S.Vinogradov quyidagicha fikrlaydi: “Sharq mumtoz musigasini ijro etish
usullari 1j0d1y jarayon bilan bevosita bog‘liq. Janr kanonlariga bo‘ysungan holda,
jjrochi har gal raga, maqom, mug‘omning badiiy shaklini go‘yo qaytadan
yaratganday bo‘ladi” [2:5]. Zero, musiqiy asarning badiiy qiymati o‘tmishda ham,
hozirda ham mudom uning barkamollik darajasi bilan belgilanadi.

Mutaxassislar musiqa risolalarida tavsif etilgan O‘n ikki maqomni nafaqat
mukammal asarlar turkumi, balki ayni paytda bastakorlik ijodiyoti uchun ham
muhim manba bo‘lganligini e’tirof giladilar [5:44]. Shunga ko‘ra, har bir ijodkor
risolalarda nazariy ishlanmalar asosida tasnif etilgan mukammal parda (magom),
ohang va ritm-usullari goliplaridan foydalangan holda amaliyotda shu andozalar
asosida yuksak namunalarga o‘xshash asarlarni yaratish imkoniga ega bo‘lganlar
[3:403-404].

O‘n ikki maqom tizimi xilma-xil musiqiy asarlarni ijod gilish manbai ham
bo‘lganligi haqida, masalan, tizimning maqomlar (jam’lar) guruhi mukammal
pardalar uyushmasini, sho‘balar guruhi esa Sharq xalqglarining qadimiy va qadrli
kuy-ohang tovushgatorlarini tashkil etishi hagida ilmiy fikrlar bildirilgan [4:93].
Bastakor esa ana shu tuzilmalardan ijodiy foydalangan holda mumtoz asar
yaratishi ko‘zda tutilgan.

Yozma manbalarda ushbu ijodiy jarayonga ishora etuvchi ko‘plab
misralarni uchratamiz. Bunga, masalan, Darvesh Ali Changiyning “Musiqa
risolasida” birgina Rost maqomi parda-ohanglarida gator asarlar yaratilganligini
bilvosita dalil keltirish mumkin. Jumladan, muallif Devonaiy Gulxaniyning
ma’lum bir she’ri Rost maqomi ohanglari va saqil usuli asosida ijro etilishi hagida
xabar beriladi. “Bundan tashqari Shox Muhammad Rost magomi pardalarida



boshga bir Kulliyot tuzdiki, u 0z ichiga 12 maqom, 24 sho‘ba va 6 ovozni oladi”
[10:46]. “Yaratilgan g‘azalga Mavlono Boqiy tezlik bilan Rost magomi pardlarida
musiqa bastaladi va bu kuy Darvish Ali zamonida mashhur edi” [10:53]. Shunga
o‘xshash misolning Husayniy maqomi bilan bog‘liq kelishi ham e’tiborlidir.
“Ustod Shodiy Xusayniy maqomi ohanglari va du-yak usulida shunday bir kuy
1jod gildiki, uni tinglagan bastakorlar va musiqa shinavandalari hayratda qoldilar”
[10:39].

Mavlono Kavkabiy bastakor ham bo‘lgan, maqom yo‘llari asosida
naqshlar, amallar va peshravlar ijod qilgan. Alohida, she’rlar tanlab ularni katta
mahorat bilan kuylarga bog‘lardi. U O‘rta Osiyo xalglari musiga madaniyatining
yirik ustozlaridan biri bo‘lgan [9:35].

Ma’lum bo‘ladiki, bastakorlar asrlar qa’ridan kelayotgan kuy va turli badiiy
andozalar asosida ijodkorlik giladilar:

1. O‘zbek xalq kuyi yoki qo‘shiglarining, shuningdek mumtoz ashula
so‘zlarini o‘zgartirib ijro etilishi (almashtirish, yangi so‘z bog‘lash);

2. Xalq qo‘shiqlarini yangi shakl qolipiga moslashtirish;

3. Xalq qo‘shiglarini qayta ishlash, ularga avj tuzilmalarini bog‘lab,
ashulaga aylantirish;

4. Ma’lum bir cholg‘u kuyi negizida ashula yo‘lini yaratish,;

5. Ashula yo‘li asosida cholg‘u kuyini ijod qilish;

6. Turli janrlarga oid (kuy, qo‘shiq, ashula) ohanglar asosida noyob asarlar
yaratish;

7. Ma’lum bir kuy yoki ashulaning dastlabki ohang asoslaridan
foydalangan holda yangi asar yaratish;

8. Xalq qo‘shiqglarini qayta ishlash (yangi so‘z topish, shaklini o‘zgartirish)/

Bir so‘z bilan aytganda, bastakorlar asrlar davomida hayotbaxsh va
ilhombaxsh an’analar asosida barakali ijod qilib kelmoqgdalar. Asrlar osha yashab
kelayotgan an’analar asosida yaratilgan ko‘plab asarlar hozirgi kunlarda ham
sevib ijro etilmoqda va tinglanmoqda.
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10. CeménoB A. Cpeanea3narckuii TpakTat o my3bike JlepBuria Anu
(XVII Beka). — Tamkent, 1946.

TPAJJUIIMA 1 COBPEMEHHOCTH B ®OPTEINIMAHHOMN MY3BIKE
Y3BEKUCTAHA
(ma npumepe bamuaas [[.3akupoBoii)

®epyza MYXAME/IOBA,

IIpopexmop no nayxe u unnosayuam Mncmumyma
HAYUOHATLHO20 2CMPAOH020 UcKyccmea um.b.3axuposa npu
T'ocyoapcmeennoil koncepsamopuu Y3oexucmanua,

0okmop ¢hunocoguu no uCkyccmsoseoenuio (PhD),
ooyenm. (Vzb6exucman)

Annomauun: Dopmenuannas mysvika Y30exucmama Ha ce200HAUHULL
OJeHb npeocmasnsem cobotl 2nyboko cneyuguieckoe coeouHeHue meopuecKu
nepepabomanuvix V30eKCKUx (OIbKIOPHBIX UCMOYHUKOE C COBPEMEHHOL
KOMNO3UMOPCKOU MEXHUKOU U Ompaddcaem HAYUOHATbHYIO CAMOObIMHOCb,
MEHMANLHOCMb, UCTOPUIO U MPAOUYUU Y30EKCKO20 HAPOOd CKBO3b NPUMY
coepemeHnocmu. B oOannoii cmamve aemopom uzyuaemcs camoObImMHOCHb
y30eKcKoU (opmenuanHol My3vlKU U 6 Kayecmee npumepa 0aémcs auaius
UCnoIHUmMenNbCckou unmepnpemayuu  bannaovl cospemennozo KomMnozumopa
Jlunnos 3axkuposoti, 6 KOmMopou penbedhHO npemeopsemcs HAYUOHANbHOE
c80eobpasue y30eKcKol My3vlKU U HEKOMOpble JJleMeHMbl CO8PEMEHHOU MeXHUKU
nucbMa.

Knwuesvie cnosa: ysbdexckas opmenuanunas my3vika, mpaouyuu u
COB8pPEMEHHOCMb, UCNONIHUmMENb, unmepnpemayus, /{.3axuposa, bannaoa.

B V306ekucrane pyoex XX-XXI BB. oTMeYeH HOBBIMU TEHACHIUSMH,
OOyCJIOBUBIIMMHM  YKU3HECIOCOOHOCTh  MY3BIKAJIbHOIO, MW, B YacCTHOCTH,
(GOpTENMAaHHOTO HCKYCCTBA M AKTyaJIbHOCTh €ro H3y4yeHusd. BaxHbIM
JNOCTH)KEHHEM  y30€KCKOM (OpTENUaHHOM MY3bIKM HA3BaHHOIO Mepuoia
ABJIEeTCS yriayOJeHue ee cojepkaHus. boliee 3HAYMTENbHBIM CTAHOBHUTCS
BOIUIOLEHUE MCTOPUYECKUX O0pa30B M KAPTUH U3 COBPEMEHHOM >KM3HHU, YTO
norpeboBajo B TOM  YHWCJIE€ TPUBJICUYECHHUS COBPEMEHHBIX  CPEJICTB
KOMITO3UTOPCKOU TEXHUKH.

dopTenuaHHble TPOU3BEIECHUS KOMIIO3UTOPOB Y30€KHUCTaHa, CO3aHHbIe
ONMHPAsACh, C OJHON CTOPOHBI, HA TPAIAWLHMOHHYI HAIMOHAIBHYIO KYJIbTYpPY, C
JpyroM, — Ha anpoOUpPOBaHHBIE €BPOIIEHCKUE TPAIULINH, IPEICTABISIOT HHTEPEC
KaK JUI UCIIOJIHUTENEH, TaK U 1S ucciienoBaTeneil. Co3gaHHasi KOMIO3UTOPAMHU
pecniyOnuku  QopTenuaHHas — JMTEpaTypa  COCTOMT U3 Pa3HbIX IO
XYJ0KECTBEHHOM 1IEHHOCTM COYMHEHMH M, O€3yCJIOBHO, JaeT OCHOBAHUE
TOBOPUTH O HEM Kak 00 MHTEPECHOM U SIPKOM HAIlMOHAJIBHOM siBJIeHUU. [ 1yO0oKO
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cnenupuyueckoe  COSAMHEHHE TBOPUYECKH  TMEpepadOTaHHBIX  y30EKCKHX
(GOJNBKIOPHBIX HMCTOYHHUKOB C COBPEMEHHOW KOMIIOBUTOPCKOM TEXHUKOU
ONpENENAET €€ OpPUTHMHAIBHOCTh M  XYJOKECTBEHHYIO 3HA4YMMOCTh. B
dbopTenraHHbIX MPOU3BEIACHUSX KOMIIO3UTOPOB Y30€KHCTaHa XYJ0KECTBEHHO
MHOTOTPaHHO OTOOpa)k€Ha HallMOHAIbHAs CaMOOBITHOCTh, MEHTAJIbHOCTD,
MCTOPHS Y 3IIOC HAIETO HApOAa, TPAIULIMU U COBPEMEHHOCTb.

B coumnenmsax koHma XX — Hayaima XX| BB. 3aMeTHO oOoramiaercs
dakTypa 1 TeMOPOBBIE BOBMOKHOCTH MHCTpYMEHTA. [10-HOBOMY HCTIONIB3YIOTCS
OpPHAMEHTHKA, a TaK)XE€ BBIPA3UTEJIbHBIE BO3MOXKHOCTH MEJIOIU3UPOBAHHOIO
peuntatuBa. [llupoko wucCHoab3ys TpaaWIMOHHBIE (OPTENUAHHBIE >KAHPHI
€BPONEHCKON MY3BIKH, KOMIIO3UTOPHI ¥Y30€KHUCTaHA HAMIOJHUIN CBOM COUMHEHUS
HAIMOHAIHHO XapaKTEPHOU 0OPa3HOCTHIO U BBIPA3UTEILHBIMU CPEICTBAMHU, TIPH
ATOM TBOPYECKH TEPEOCMBICIIMB 3THU, HAKOIJICHHbICE BEKaMu OorarcTBa W
OpTraHUYHO CUHTE3UPOBAB UX HOBBIM MHTOHAIIMOHHBIM CJIOBapeEM COBPEMEHHOMU
AIOXH.

OnHUM W3 TaKUX MOPOU3BEICHUM, B KOTOPBIX OPraHUYHO COYETAIOTCS
TpaJWIIMM W HOBU3HA, sBisieTcs bammaga mis QoprenuaHo COBPEMEHHOTO
y30ekckoro komrmosutopa JuibHO3 3akupoBoi, (opTenruaHHOE TBOPUECTBO
KOTOPOM BKJIFOYAET Takue counmHeHus, kak: Conatuna, [Ipemtonun, Tokkara, «O
SJITM, SUUTIO» W JApyrue mbecbl. HamoMHHUM, 4TO B My3BIKQJIbHOM HCKYCCTBE
bammagot  cuMTaeTca  ANMYECKUM  JKAHP  CHOKETHO-TIOBECTBOBATEIBLHOTO
XapakTepa, TpaJAUIMOHHO UMEIOIINIA CKBO3HOE pa3BuTHE. B s1oxy pomaHTH3Ma
ATOT POJ HCKycCTBa o00jagan o0co0OM MpUTATaTeIbHOCTHIO, TaK Kak
«MPOU3BOJILHOE COYETAHHUE HIUYECKOr0, MHUCTHUYECKOIro, APaMaTHYECKOro u
JUPUYECKOTO OTKPHIBAJIIO OECKOHEUHBINM MPOCTOP TBOpUECKOM panTazum» [3:81].

B bamnazge /I. 3akupoBoil Tpaauiuu xaHpa Oaniaabl NpOCIeKUBAIOTCS B
MOBECTBOBATEILHOCTH M APAMATUYHOCTH, OJTHAKO 1O (popMe JaHHOE COUYMHEHHUE
ABJIETCS] O0JIee JTaKOHUYHBIM U KOMMAaKTHBIM. B HEM penbedHO mpeTBopsieTcs
HAIMOHAIBHOE CBOEOOpa3ne TPATUITMOHHONU y30€KCKOM MY3BIKM M HEKOTOPBIC
AJIEMEHTHI COBPEMEHHON TEXHHUKHU NUCbMa. UTO KacaeTcsi CEMaHTHUKH, B TAHHOM
MIPOU3BEJICHUY 3aTPOHYT Xy 10KECTBEHHBII 00pa3 CKOpOU MO POTHOMY YEIIOBEKY
U r1y00K0-hunocodckre pa3MbIIUICHHS 0 )KU3HU. «ClI0KHAas TUANIEKTUKA 100pa
U 3714, BOCIIPUSATHE MHUPA B UPPAIMOHATILHON MapagurMe U BTOpKeHue B cdepy
MOJICO3HATENILHOT0, TATOTEHHWE K HAIMOHAJIBHOW CaMOOBITHOCTH WU HUCTOPHH,
peanuzanus WJeU CHUHTE3a HMCKYCCTB, CJIOBOM, BCE TO, YTO TNpPHUHEC C COOOM
pOMaHTHU3M, B Oajjiajie HAIllI0 BO3MOXKHOCTH JiJis BorutomeHus» [1: 207].

bannana JI.3akupoBoil MOCBSIIEHA MAMATH OTL[A KOMIIO3UTOPA — OJTHOMY
U3 TEPBBIX Y30€KCKUX MUAHUCTOB, 3aKOHUMBIIMX aCHUPaHTYpy TalIKeHTCKOM
rOCyAapCTBEHHOW KOHcepBatopuu umeHu M.Amipadu, KOTOphId B TedeHHE
NATUAECITH JIET 3aHUMAaJCsl MEeAaroruyecKkoil, a TaKXke aJIMUHUCTPATUBHOM
NeSATETLHOCThI0 B KAYECTBE JICKAaHA HCIIOJHUTEILCKUX (aKyIbTETOB, JEKaHa
doprennanHoro (Qaxkynprera u 3aBenytoniero kadeapod o0mero Kypca
doprenmano — Cabuxymine 3akupoBy (yuenuk H.S6moHOBCcKOTO). ['myOmna
TyIIeBHOTO moTpsiceHust J1.3akupoBoii OT cMepTH OTIa OblJIa HACTOJBKO BEJIUKA,
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YTO B My3blke bannanpl HacTOMYMBO MPOOMBAETCS MpauHbI U Tparudeckuit
XapakKTep.

@akTypa COUYMHEHUsI BECbMa HACBIIICHHAs, B HEH JOMHHUPYET OKTAaBHO-
aKKOP/IHOE HM3JIOXKECHUE B IIIyOOKHX 0acoBbIX peructpax. Adagio mcroiHseTcs
MEJIEHHO U TUXO, 3BYK MJIET U3/aJieKa U MOCTENEHHO NMPUOINKAsICh, IPUBOIUT
K OCHOBHOW Teme B pazaene Andante. BcryruieHwe, HeCMOTpsS Ha CBOIO
JJAKOHUYHOCTb, UTPAET BAXKHYIO POJIb, TAK KAK HA HEM CTPOUTCS BCE NaJbHENIIEe
pa3BUTHE MY3BIKQIBHOIO Marepuana. [InaHucTy HEoOXOAUMO YJIOBHTH
PUTMHUYECKOE JIBHXKEHHE, KOTOPOE MNPUAAET CKPOMHO-BEIUYABBIM XapakTep
OCHOBHOTO 00pa3a. B ryctom u3ioxeHNH akKOpa0B M (QUTypaluil BhISABISIETCA
MEJIOIMA B BEPXHEM PErHCTpe. DTOT pa3/iesl HOCUT B3BOJIHOBAHHBINA XapakTep,
MOTOK MEJIOAMYECKUX (PUTypaIyii Ha O0IbIIOM CreSCENdO HAITOMIHAET 3ByYaHHE
y30€KCKOTO  HAPOJAHOIO0  WHCTPYMEHTA, I[IUPOKO MPUMEHSIOMIErocs B
COBPEMEHHOMN KyJIbType Y30eKucTaHa — «4anr» (qumoana B eBpOneicKoii).

Cpennsis yacth mbecbl — Adagio — 3TO JIMPHUKO-IpaMaTHUYCCKUN EHTP
bamnanel. ABTOp HCHOJB3YeT 31ech TOHAIBHOCTH b-moll, B Teme nposBnsercs
CBSI3b C TPAJULMOHHON Y30€KCKON MY3BIKOM — uYepeloBaHUE JJIMHHBIX HOT U
HAIIEBHBIX BOCBMBIX, IOCTEIIEHHOE M IIOCTYIIEHHOE Pa3BEPTHIBAHUE MEJIOAMH,
YEeTKUH YCyJIb B JIEBOM pYyKE, MCIOJb30BAaHUE XapaKTEPHBIX MEJIU3MOB,
UMUTHPYIOIIMX 3BY4YaHHE pPaCHpPOCTPAHEHHOIO Y30EKCKOro HHCTPYMEHTa —
nyTapa, BCE A3TO MNPUAAET HEMOBTOPUMBIA HAIIMOHAJIBHBIA KOJOPUT IIhECE.
HcnonHurtento cieayeT B3STh OYEHb MENJICHHBIM TEMII U B 3MOLMOHAIBHOM
HaIpsHKEHUH, BHUMATEJIbHO BCIYILMBASICh B MIEPEIJIETEHUE TEM, BbIPA3UTh 00pa3
CKOpOM U 00 OT yTpaThl OJM3KOIO 4YeJOBEKa. 3/7€Ch Mbl CIBIIIMM MSTKHE
OTIEBaHMs MPOTSHKHOW TECHH, CTOJb XapakTepHOU miisi Qoiibkiopa, Ha (oHe
HEU3MEHHOTO PUTMHUYECKOTO yCyJsi. /{7151 BOIIOMIEHUS Xy0KECTBEHHOr0 00pa3a
NUAHUCTY HE0OX0IMMO 00paTUTh BHUMaHUE HA HNHTOHUPOBAHHUE, TaK KaK «BayKHA
HE TOJbKO HMHTOHALMOHHAs BBIPA3UTEJIBHOCTh B WCIIOJIHEHHMH MOTHBOB, HO U
WHTOHAIIHS, C KOTOPOW MPOU3HOCUTCS Ta Win uHas dpaza» [2: 67].

Jlasiee 3By4ar BapbUPOBAHHBIE TEMBI B PA3HBIX PETUCTPaX, U3JI0KEHHBIE B
HACBILIEHHBIX (DAaKTypHBIX NeperieTeHusx. [Inanucty crnenyer chirpatbh BeCh
3TOT IUIACT HA OJHOM JbIXaHUH, COXpaHss IWHAMHUYECKOE W 3MOLHOHAIBHOE
HanpsbkeHne. B csa3ymomem pasnene mepes  3akimoudtenbHoM  Andante
KOMITO3UTOP UCIOJIb3YeT TEXHUKY aTOHAJIIbHOCTH, B KOTOPOH OypHOE JBUKEHUE
HACJIOCHHBIX JApPYyr Ha Jpyra OKTaB, HMCIOJHSAEMbIX Ha CIUIOIIHON Meaal,
0OpBIBacTCS HA YBEIMYCHHOM KBApTE B OKTaBHOM m3J10ckeHuu Ha ff. Jloxxmasmmch
3aTyXaHUsl JUCCOHAHCHOTO 3BY4YaHHWs, BHOBb 3BYUMT HauyajibHas Tema Ha (oHe
HEU3MEHHOTO PUTMHYECKOTO pHUCYHKa (yCyjib), KOTOpas 3aMHpaeT u
pacTBOpsiETCS B JAJIEKOM U TIIyXOM PP B HHU3KOM OacoBoM peructpe. Tak, 3a
«KBUHTAICCEHLIMEN» BOJIHBI CIEAYET MOCTEIEHHOE YCIIOKOCHHE, 00pa30BaHHOE
PUTMUYECKUM U AUHAMUYECKUM CIIAJIOM.

[Tpu u3yuenun nanHou banmnanel nuaHucTy B mporlecce padoThl BaKHO:

* BBIICHEHHE TEMIIO-BPEMEHU B CBSI3M C OOpa3HbIM COJEpKaHUEM
IIPOU3BEICHUS;



* U3yYEHHE aKyCTUYECKUMX NPHUEMOB HAPOJIHBIX MHCTPYMEHTOB (AyTap,
py0ab, yaHr, foupa u T.1.);

* 3HaHUE METPO-PUTMHUYECKON OpraHu3alvy y30€KCKOH TpaJIuLIHOHHOU
MY3bIKH.

Takum 00pa3zom, HCHOJIB30BaHHE MOTHUBOB Y30€KCKOW HallMOHAIBHOM
MY3bIKM M TEXHUKH KOMIIO3UTOPCKOro nucbMa XX Beka B bamnane mo3Boiauio
KOMIIO3UTOPY CO3/1aTh OPHUIMHAJIBHOE NPOU3BEACHHUE, COEAUHUBIIEE B cede
TpaJAulIMM M COBPEMEHHOCTb. HECOMHEHHO, Takue NPOU3BEICHUS HE TOJIBKO
COXPaHSAIOT HACJIEeINe HApOJHOM MY3BIKM, HO M OJIMLIETBOPSIOT AYX U KYJbTYpPY
HallMU, B TO € BpeMs, IPUBHOCS CBEXKHMU B3IV Ha 3ByYaHUE CErOJHAILIHErO
JUHS.

Cnucok aureparypsbl:
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KAPAKAJIITAKCKOE TPAJUIIMOHHOE MY3bIKAJIBHOE
HACJIEAUE

IMaxuaa BEPIUXAHOBA,

Hoxmopanm (DSc) I'KY3, u.0.00yenm uncmumyma y30exckoco
HAYUOHATILHO20 MY3bIKANIbHO20 uckycemesa um. FO.Paoacabu, (PhD).
(V36exucman)

Annomayusn: Tpaouyuonnas myzvika Hapooos Llenmpanvrou A3uu umeem
boeamoe ceoeobpasue pecUOHANbHBIX U JIOKAIbHBIX CMUIel ¢ Henosmopumou
NATUMPOU  BbIPA3UMETILHBIX 803MONCHOCHE U UCNOJHUMENLCKUX NPUEMO8,
nepeoasasuuxcs u3 ycm 6 ycma, 0m nOKOJeHUs K NOKOJIeHUI0, HAps0y KOMOPULX,
0CO0YI0 3HAYUMOCMb NPeOCmasisnem Kapakainakckoe My3vblKalbHoe Hacieoue.
Jlannas cmamos nocésaujena cneyupuke 0CHOBHBIX IHCAHPOBLIX COCMABIAIOUWUX
Kapaxkainaxkckou mpaouyuoHHOU My3bIKU.

Knwuesvie cnoea: mpaouyuonuas my3vlka, Kapakainakckue Oacmambl,
BOKAbHASL MY3bIKA, OAXCHL, AHCLIPAY.

My3blkanbHasg KyJlbTypa KapakallakoB OJIHA U3 JPEBHEHIIUMX B
[HentpanbHoii Azuun. Kapakanmakckuii HapoJ Ha MNPOTSKEHUUM MHOIMX BEKOB
CO3/1aJl MMOMCTHHE YJIUBUTEIbHBIC, HEMOBTOPUMBIE U CAaMOOBITHBIE COKPOBHIIIA,
cocTaBisifone (QyHAAMEHT €ro JIyXOBHOW KyJbTypbl BOIUIOIICHHBIE B



TPAAUIIMOHHOM MY3bIKAIbHOM HACJEIUU MPEJICTABICHON MpPEeXIe BCEro B
AMUYECKUX CKa3aHMSIX - JacTaHaX, B MCKYCCTBE IEBIIOB-CKa3UTENICH KbIpay U
0axcel(0akchl), Pa3HOOOpaA3HBIX JKaHpaX IIECEHHOr0 U  TaHIIEBaJbHOIO
TBOPYECTBA, & TAK)KE B MHCTPYMEHTAJIbHBIX MEJIOAUSIX U HAUTPbIIIaX.

JIpeBHEUIIIMM HCTOYHMKOM MY3BIKaJIbHON CaMOOBITHOCTH lleHTpanbpHO-
A3HMaTCKOro peruoHa NpeJICTaBIseTCs )KaHPOM JJaCTaH, KOTOPhIE, IEPeIaBasiCh OT
MOKOJICHHsI K  TOKOJIEHWIO, OKa3blBaIM  OOJNBIIOE  BO3JCHCTBHE  HA
COBEpIICHCTBOBAHME  JIMYHOCTH HAa  BCEM  NPOTSHKEHUUM  COLMAIIBHO-
ucropuyeckoro pasputrus  obmecrBa. [lo cmoBam  CarurtoBa W.T.-
«Kapakanmakckuii 31moc sSBISIE€TCS OOJNBIIMM OOTaTCTBOM JTyXOBHOHM KYJIBTYPHI
KapakaJnakCKoro Hapoja, €ro BKJIAJ0M B COKPOBHUIIHUIYY MUPOBOU KYJIbTYPhI»
[4.102].

Cpenu kapakalakoB ¢ JaBHUX BPEMEH PacIpPOCTPAHEHO CIIOBO «JIaCTaHy.
B kapakanmnakckoi HAQpOJHOM MMO33UH UMEIOTCS I0BOJIbHO KPYITHBIE TO3THYECKUE
JKAHPBI, KOTOpBIE MO 00BbeMy OJM3KH K JacTaHy, MO COAepKaHUui0 U (dopme
OTJIMYHBI OT HETO: KTEPMEN», KTOJITAY», «IIEKUpe». TepMUH «IacTaH» BO3HHK B
cpene kapakaimnakoB He paHee X-XI| BB. JlacTaHbl HCTIOMHSJINCH YCTHO U OBLIN
CO3[IaHbl KOJUIEKTUBHO. OJTO KpYMNHBIE [MO3TUYECKUE TBOPEHHS, MECTaMHU
CMEIIaHHbIe C MPO30H, HMCIHOJHAIOTCS Ha KOOBbI3aX M JyTapax HapOJAHBIMU
neBlnaMu kbipay u Oaxcel. Copaepxanue u (opma JacTaHOB OCHOBaHBI Ha
TPAAUIUAX, CIOXHUBIIUXCS B TEUYCHHUE BEKOB, B IIHPOKOM IUJIAHE OHHU
paccKa3bIBaIOT O FEPOU3ME, JTI0OBH U ObITE HapoJa. JlacTaHbl MOTYT CO3aBaThCS
U OTJEIBbHBIMU KbIpay, 0axchl U mod3TamMu. CoOBITHS, O KOTOPHIX TOBOPUTCS B
JacTaHaX, HE OrPaHUYMBAIOTCA paMKaMHU KaKOTO-JIMOO OJHOTrO IUIEMEHHU.
PacckasbiBas 0 )KU3HU HECKOJIBKUX TUIEMEH, JACTaHbl BHIPAXKAIOT AYyMbI U YasTHUS
Bcero Hapoaa. Onu BKIIOYAIOT OT 5 10 20 Thicau cTpok. O0beM aacTaHa TECHO
CBSI3aH C €r0 0COOCHHOCTSIMH, TBOPUECKHUM CBOCOOPA3UEM CKA3UTEIIS, 3ABUCHUT OT
COOBITHH, O KOTOPBIX B HEM TOBOPUTCS.

Kapakanmnakckue smnuYecKkre MpPOU3BEACHUS — J1acTaHbl, IO CBOEMY
COJIEPKaHMIO PA3IEISIOTCS HA: TEPOMYECKUE CKA3aHUSl, TUPOINUUECKUE TTOIMBI,
JTACTaHBbl CKA30YHOTO XapaKTepa, UCTOPUYECKUE JACTaHbl (3aMMCTBOBAHHBIE OT
JIPYTUX HAPOJIOB).

[IInpoko H3BECTHBI JacTaHbl TEPOMUYECKOTO XapakTepa, TaKue Kak:
«Anmameicy, «Kobmany, «Keipk-kb3y», «Ep-1llopa», «bosyrnany», «Ep-3uyapy,
«Kypbanbek», «Kazkenen», «Ep-Kocait» u aqpyrue.

Kapakanmakckue qactansbl, OJIM3KU K peaibHOM KU3HU, K UCTOPUM HAPO/Ia,
pa3IMYaOTCd MEXKIY COO0OM CTENEHbI0 BO3BBIIICHHOCTHIO, TUMEPOOIU3AIUEH,
METOJJaMU OIKMCAaHUsl 3aBUCUMOCTH OT BpPEMEHH, KOrjJa OHM OBbUIA CO3/aHbI.
bopoBkoB A.K. aHanmu3upys snuueckue mnpousBeneHus LlenTpanbHoil A3uw,
noApa3aeisieT UX Ha TpHU TPynmbl: 1) 3M0C KBIMYAKCKHM, 2) 3M0C Ory3CKO-
TYpPKMECKHUM, 3) anoc kupruzckuid. Kapakanmakckuil 3110C BMECTE C Ka3aXCKUM
Y HOTAaWCKUM OTHOCHUTCSI K KBIIMYAKCKOW TPYIIIE 3MOCOB, O KOTOPOM MHIIETCS:
«KpImuakckuii 51M0C BO3MOXKHO U 00Jiee APEBHETO MPOUCXOXKICHUS, HO 00N
UCTOpUYECKH (OH WM <«3MHYecKoe Bpems» 3amucaHHbix B XIX-XX BB.
AMUYECKUX MPOU3BeACHUN 0THOCUTRCS K 3moxe XlI1-XV BB., a reorpaduueckas
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cpeaa — K 3amagHoM 4acTd MoJioBelko-kumuakcko crenu (Hemtn Kumuak
BOCTOYHBIX UCTOYHUKOB)»[3.67].

CarutoB WN.T., ucxons u3 COJAEpKaHUA DNUYECKUX TPOU3BEICHHUN,
YIOMHUHAIOLIUXCSI B HUX MCTOPUYECKHX COOBITUHM, reorpapuueckux Ha3BaHUH,
MIPOIIECC CO3/IAHUS KapaKaJIMaKCKOro 3I10ca pa3AeiisieT Ha JIBa Mepruoa: MepBbIi
Ha3bIBAETCS «HOTAMIIMHCKUMY» IepuogoM, oH oxBaTeiBaeT XIV-XVI BB. u
0O0JIBIIIOE KOJMYECTBO M3BECTHBIX AacTaHOB («Exurey», «Anmamsicy, «Kobmany,
«Ep Kocait», «KypbanOGex» u ap.) mo cioBaM aBTOpa OTHOCHUTHCS UMEHHO K
naHHomy nepuony. Bropoit nmepuoa «xopeamuiickum» XVI-XIX BB., kK HEMY
OTHOCHUT AacTaHbl Kak «Ep 3uyapy», «Kbeipk Ke3» u ap [4.35] .

Matepuaibl KapakajanakCKoro 31oca JarT BO3MOKHOCTh IIPEAIoiararh,
YTO JaCTaH KaK aHpP, XOTS MMEET CBOI APEBHIOI HCTOPUIO U TPAAUIINUH,
pacuBeT W BceoOllee NMPU3HAHUE Yy KapaKallakoB M MHOTHX CpPEIHEa3HaTCKUX
HapOJI0B MOJIYYHJI B 3TIOXY CPEAHEBEKOBBS.

PacnpocTpanenne kapakallmakCKUX JacTaHOB OCYIIECTBILIOCH YCTHO, OT
OJIHOTO TIOKOJICHHS CKa3uTeJIell K JpyroMmy, OT ycTaza(yduTens) K
marupTy(y4eHuKy). YpOBEHb XYyIOXKECTBEHHOTO MAacTepCTBa  HAPOJHBIX
CKa3uTEJeW OIpenensieT MIACHHO-XYNOXKECTBEHHYI0 IIEHHOCTh JacTaHa.
VYaydiieHne WiIM YXYyOIICHHWE KayecTBa JIaCTAHOB CBA3AHO C KOHKPETHBIM
MONOJIHEHUEM Tpou3BeAcHusA. HemanoBakHa 37ech poOJb UMIIPOBHU3ATOpA H
UCIIOJIHUTENEN JacTtaHoB. OTcCro/la CleQyeT BBIBOJ: KAaHPOBBIE OCOOEHHOCTH
KApaKaJIMMaKCKOro  3M0cCa PACKPBIBAIOTCS HE TOJBKO CHEHU(PUYECKUMHU
NpU3HAKaMHU J1acTaHa y KapakKajlakoB, HO TaKXe YCJIOBHSIMHU €ro CO3JaHMs,
pacnpocTpaHeHUs! U UCTIOJTHEHUS.

CnenyomuM OCHOBHBIM  KaHPOB  TPAaJULUMOHHOTO  MY3BIKAJIbHOIO
HacjelMsl KapakajlakoB MpEACTAaBIsIeT BOKajdbHAs My3blKa, B YacCTHOCTH
HapOJHOE MECEHHOE TBOPYECTBO. [lecHM KapakaanakoB — 3TO KUBOW MaMSTHUK
VCTOPUH, HEU3MEHHO COIPOBOKJAIOIINE OCHOBHBIE BEXM JKU3HEHHOTO ITyTH —
poXxaeHue, cBaib0y, CMEPTh: OHA TOBCEMECTHO PACHPOCTPAHEHA B OBITY, CIIYKUT
yKpaIlieHueM pa3InuHbIX TopxkecTB. Kak yTBepxkmaaer P.AOayniaeB «menue, mpu
OTCYTCTBUU MUCHMEHHOCTHU M MPHU HCKIIOYUTEIHHO U3YCTHOM Mepeaade Jro0bIX
TPaIULIUH, SIBISIOCH U SIBJISICTCS OJHUM U3 CTPEKHEN BCEU IyXOBHOM KYJIBTYPHI
yenoBeka... Jlaxke ceifuac, B yCIOBUAX BCEOOIEH T'PaMOTHOCTH M MAacCOBBIX
CPEICTB KOMMYHHMKALUWA, Jy4YOIMM CIIOCOOOM  yTBEPAUTH UTO-THOO B
OOIIIECTBEHHOM CO3HAHUU OCTAETCSI MECHS, 0OCOOCHHO B TeX €€ opMax, KOTOphIe
o3k gosbkiaopHbiM»[1.33]. DTO0, B CBOIO oOuYepelb HECOMHEHHO,
CBUJIETENBCTBYET 00 YHUKAIBHOCTH HAPOJHOTO NIECHETBOPUYECTBA.

DBOJIIOIMOHUPYS HA MPOTSHKEHUM MHOTHX BEKOB, MECEHHBIC JKaHP ObLIN
B3aMMOCBSI3aHbl ~ pUTyaJaMH, OObIYAsAMH, HMCTOPUUYECKUMU  COOBITHUSMH.
HeobxoaumMo 0TMETUTh, 9TO OCHOBHYIO YaCTh MTECEHHOTO TBOPUYECTBA 3aHUMAIOT
JMpUYECKUE XaHpbl. K nupruyuecknM XaHpaM KapakaallakCKOW TpaaullMOHHON
MY3bIKM CIIEyeT OTHECTM HApOJHBIE JUPUYECKHE TIECHU M HaIEeBbl U3
JUPUYECKUX JACTAaHOB, TaK KaK MMEHHO B HUX HAOJIOJAETCS CBONCTBEHHAS
JUPHUKE OJUIETBOPEHHE 00OTaTOr0 MUpPa YyBCTB W MEpPEKUBaHMS. BOIBITUHCTBO
TPAJUIIMOHHBIX JUPUYECKUX MECEH MPOHUKHYTO IPYCThIO. B HUX BocmeBaercs



J1000Bb W BEPHOCTh, OOOpPO MW 3710, KpacoTa MpocToro uyenoBeka. OHU
pa3HOOOpa3HbBl IO COAEPKAHUIO, OTIMYAIOTCA CTPOrOCTHIO KOMIIO3HILIUHU,
O0OrarcTBOM MHTOHAIlMM W TMO3THYECKUX OO0pa3oB, MEJIOJUYHOCTBIO MU
BBIPA3UTEIBHOCTHIO. [JIaBHYIO TEMy JINPUYECKUX IECEH 3aHHMMAIOT JIIOOOBHBIE,
KOJIBIOENIbHBIE, OOpSIIOBBIE TIECHM JAEBYLIEK: NMECHU O TSDKEIOM IIOJIOKEHUH
KEHIIMH, Hampumep, Kak: «Xayxap» (cBajaeOHas, IIECTBEHHO-BEIMYAJbHAS,
aHanoruuHas y30ekckomy «Ep-8p»), «3unman», «Kenrexan», «buiikemmy,
KOTOPBIE SIBISIFOTCSL 0CO00 M3BeCTHBIMU [2.15].

B necHsx kapakajanakoB, B MOTHBAaX M CIOKETaxX HaApOJHOrO 3M0CA HAILIU
CBOE€ MY3BIKAJIBHOE BOIUIOLIEHUE OOpa3bl MO33UM BBIIAIOIIMUXCA HApOJHBIX
nodToB, Kak bepnmax, Axunpna3, KyHxoxka, Kjgacchka TYpKMEHCKOM IIO33UH
MaxTtymKymu.

Ha coBpemMeHHOM 3Tame B mpolecce pa3BUTHS ICTPAJHOM M MacCOBOU
MY3BIKH, OCOOBIIl HMHTEpEeC NPEACTABISAIOT CHHTE3UPOBAHHBIC KOMIIO3UIUH,
O0BEIUHAIOIINE KAK BOKAJbHBIC, TAK U MHCTPYMEHTAJIbHBIE MPOU3BEIACHUS, a
TaK)K€ MCIOJb30BaHUE CAaMOOBITHBIX MHTOHALIMU TPAJWLIHUOHHOW MY3bIKHU, IJ€
TeMOpOBasi OKpacka CTAHOBUTHCS OJAHUM M3 IJIABHBIX KOMIIO3ULIMOHHBIX IPUEMOB
MHOTOYHUCIICHHBIX CIICHUYECKUX IPOU3BENCHUIM KOMIIO3UTOPOB CHUCKABIIIEE
IpU3HAHKE U JTF0OOBb Hapoa.

W3 My3bIKaIbHOTO HACIEAMSI Mbl MHOTOE Y3HAEM O TPAIULUAX U 00bIYasSX
Hapoja. OHU ChITPAIU UCKITIOYUTENBHYIO POJIb B (DOPMUPOBAHUH U CTAHOBJICHUH
HAllMOHAJIBHOTO  MCKyCCTBa  KapakKaJakKoB. N3yuenune  cneuuduxu
MY3bIKaJbHOTO  $13bIKa, JKAHPOBO CTWJIMCTUYECKHMX W  KOMIIO3UIIMOHHBIX
0COOEHHOCTEN KapakalnaKCKOW TPaJAUILIMOHHON MY3bIKU MPEACTABISIETCS OJHUM
HanOoJiee aKTyaJIbHbIX 3a/1a4 COBPEMEHHOI'O MY3BIKO3HAHHUS, TPEOYIOIIUX elle
00JBIIEro TITyOOKOr0 U BCECTOPOHHETO PACCMOTPEHHS.
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SHARQONA 1JRO TA’LIM TIZIMI

Saloxiddin AZIZBOYEYV,
Yunus Rajabiy nomidagi O ‘zbek milliy

musiqa san’ati instituti professori.
(O ‘zbekiston)

Annotatsiya: Ushbu maqgolada Sharq xalglari ijro an’analarining
mushtarakligi, o ‘zbek an’anaviy ijrochiligining o ‘ziga xosligi bayon etilgan.
Shuningdek, asrlar davomida bizgacha yetib kelgan “ustoz-shogird” ta’lim
tizimi, hozirgi kunda uning ahamiyati va keyingi avlod musigachi (ijodkor-
xonanda va sozanda)lari tomonidan ijodiy o ‘zlashtirib borilishi borasida so‘z
yuritiladi.

Kalit so‘zlari: an’anaviy ijrochilik va ijodkorlik, magqom san’ati,
dostonchilik, ustozdan shogirdga, musiqa merosi, sharqona ijro an’analari,
badiha, mahorat.

O‘zbekiston siyosiy hayotida o‘zgarishlar ro‘y berganidan so‘ng, yurtimiz
jahon axborot maydoniga kirib bordi. Mamlakat sarhadlarini yorib o‘tgan
O‘zbekiston turli xalgaro uyushmalar bilan madaniy aloqalarni o‘rnatishga
kirishadi. Ahamiyatga molik tomoni, o‘sha davrda o‘zbek san’atkorlari Turg‘un
Alimatov (tanbur, sato, dutor), Shavkat Mirzayev (rubob), Abduxoshim Ismoilov
(gijjak), Munojat Yo‘lchiyeva, Matluba Dadaboyeva, Maryam Sattorova
(xonanda), Yu.Rajabiy nomidagi Magom ansambli va boshq.) qator horijiy
davlatlarda o‘zbek milliy musiga san’ati targ‘ibotini boshlab yubordilar.

O‘zbekistonni jahon hamjamiyatiga dadil qadam qo‘yib borishi, musiqa
merosining rang-barangligi (an’anaviy ijrochilik va ijodkorlik, xalq dostonlari,
maqom san’ati, bastakorlik ijodiyoti va h.k.) ijro uslublari, shakli va janrlarining
boyligi — bu yurt chinakkam musiga maskani sifatida dunyoga mashhur bo‘lib
bordi. Pirovardida O‘zbekiston bir qancha nufuzli xalqaro musiqa festivallar
markaziga aylandi. Xalqgaro YUNESKO tashkiloti hamkorligida o‘tkazilgan
“Sharq taronalari” (1997-2024), “Boysun bahori” (2000-2005, 2017-2019),
“Asrlar sadosi” (2009-2013) kabi musiga festivallari hamda Xalgaro magom
(2018-2024 ) va baxshichilik (2019) anjumanlari buning dalilidir.

Aynigsa 1997-yildan buyon har ikki yilda Samargand shahrida keng
miqyosda o‘tkazilib kelinayotgan ‘“Sharq taronalari”, Shahrizabz (2018) va
Zomin tumanida (2024) bo‘lib o‘tgan Xalgaro maqom san’ati festivallari yurtimiz
nufuzini xalgaro maydonda yanada oshirdi. Yurtimizda mazkur xalgaro
tadbirlarni o‘tkazilishi xalglar va millatlar o‘rtasida o‘zaro do‘stona
munosabatlarni yanada jipslashtirish barobarinda, yana bir gancha buyuk soz va
ovoz sohiblari kashf etsa ajab emas. Bu kabi xalgaro festival va ko‘rik-
tanlovlarda, xalgaro ilmiy anjumanlarda musiqa san’atining milliy ijro unsurlarini
shiddat bilan namoyon etilishi Sharq xalglari musigasining mushtarakligidan
dalolat beradi.

Ma’lumki, sharqona ijro an’analari hamisha o‘ziga xosligi bilan farq qilib

157



kelgan. Agar g‘arb musiqa ijrochiligida har bir musiqiy tovush aniq balandlik va
cho‘zimga ega bo‘lib, tovushqatorda uning aniq joyi belgilab qo‘yilgan bo‘lsa,
sharqona ijrochiligida aksincha. Sadolanayotgan har bir tovushning kuchi va sifati
ijjro badiiyligini oshirib beradi, asarga xos “noyob parda”lar doimiy harakatda
bo‘lib, ko‘z ilg‘amas musiqiy ranglarda jilolanadi. Aynigsa, ehtirosli “nola va
qochirim” kabi musiqiy bezaklarni o‘z o‘rnida qo‘llanilishi, kuylarning av;j
nuqtasida sur’atni tezlashtirish natijasida “badihani amalga oshirilishi ohangni
yanada saykallashtirib beradi.

Hofizlik san’ati borasida ham bir gqancha noyob fenomenlarni misol
tariqasida keltirish mumkin. Ana shunday favqulodda iste’dodlardan biri bo‘lgan
mashhur o‘zbek maqomdon hofizi Domla Halim Ibodov bo‘lib, uning kuylash
paytida unli tovushdagi bir nafas cho‘zimi 22 dan 25 soniyagacha davom etgan.
V.A.Uspenskiyning yozishicha “Yevropa maktabi xonandasi uchun bunday nafas
cho‘zimi kamdan-kam uchraydigan holat. Shunday nafas kuchiga ega
xonandalardan men uch nafarini tinglashga muyassar bo‘lganman. Bular Ota Jalol
Nosirov (Buxoro), Hoji Abdulaziz Rasulov (Samargand) va Domla Halim
Ibodovlardir (Buxoro)...” [1: 28].

E’tiborli tomoni, sharqona ijrochiligiga xos bu xususiyatlar sozanda va
xonandalar tomonidan og‘zaki usulda, ya’ni ‘“eshitish” va “eslab qolish”
qobiliyatlari orqali egallab borilgan. Hususan, o‘zbek an’anaviy ijrochiligi ham
o‘tmishdan to bizning davrimizgacha og‘zaki, “ustoz-shogird” tizimi negizida
yetib kelgan. Bunda shogird azaldan ustoz san’atkorning oilasiga yana bir farzand
misoli gabul gilingan. Shu uyda tarbiya olgan, shu uyda hayotni o‘rgangan, aytish
joiz bo‘lsa, ustozidan bir daqiqa ham ayro tushmagan. Ustoz uni o‘z navbatida bir
necha usullarda sinovdan o‘tkazgan. Agar bola musiqiy qobiliyatga ega deb
topilsa, u ustoz xonadonida qolgan. An’anaga binoan shogird o‘z faoliyatini
dastlab ustozining xonadonidagi turli yumushlarni ado etishdan boshlagan.
So‘ngra musiqa ijrochiligidan saboq olib borgan.

O“qitish jarayoni ikki bosqichdan iborat bo‘lgan:

1-bosgichda — “ko‘rib o‘rganish”, ya’ni shogird dastlab to‘g‘ri o‘tirish va
cholg‘uni ushlash kabi jarayonlarni o‘zlashtirgan;

2-bosgichda — “tinglab idroklash”. Shogird cholg‘uni to‘g‘ri ushlashni
o‘zlashtirganidan so‘ng, sekin-asta ijro mashqlarini boshlagan.

Bu jarayon tinglab idroklash bilan chambarchas bog‘liq bo‘lib, yosh
sozanda uchun eng kerakli bo‘lgan “eshitish” va “eslab qolish™ qobiliyati, usul
sezgisi orgali zarb va usullarni his gilish, shuningdek, tovush tuslari (tembr) va
badiiy ifodaviylikni (dinamik chekinishlar, musiqiy bo‘yoqlar va h.k.) anglash
mezonlari shakllantirib borilgan. Yillar davomida malakasini oshirgan shogird
ustozidan duo olganidan keyin o‘zi erkin faoliyat olib borish huquqiga ega
bo‘lgan.

An’anaviy ijrochilik “ustoz-shogird” tizimi asosida o‘rgatib kelingan
bo‘lsada, musiqa ilmidan xabardor bo‘lgan yetuk musiqachilar zarur eslatmalarni
(lad, parda, qochirim) notalarga o‘xshash vositalarga, xonandalar esa so‘zlarni
o‘zlarining she’riy to‘plamlariga yozma tarzda muhrlab borganlar. Bu o‘ziga xos
“yoddan chigarmaslik uchun xotiraga joylab qo‘yish” vositasi bo‘lgan [2:56]. Shu



orqali tajribali musigachilar hech bir giyinchiliksiz barcha musigalarni xotirasida
aslidagiday saglay bilgan. Bu jarayon ijroga qo‘yiladigan nozik va yuqori
talablarni bajarish, shunga erisha olish an’analarni davom ettirish omilli sifatida
xizmat gilgan.

Aslida ustoz-shogird an’anasi nafaqat musiga bilimini ozg‘aki o‘rgatish
usuli, balki sof milliy ijrochilarning hayot va tafakkur tarzi hisoblangan. Bu
jarayon musiqachilar o‘rtasidagi o‘zaro munosabatlarning ham amaliy, ham
“nazariy”’, ham “falsafiy” jihatlarini 0‘z ichiga olgan murakkab tizimdir [3:2]. Shu
boisdan bu ta’lim tizimi xususiy o‘qitish shakllarida to‘laligicha saqlanib turgan,
ya’ni nota savodidan foydalanilmagan.

Bunday o‘qitish shakllari doimo rasmiy davlat ta’lim shakllari bilan
barobar faoliyat yuritgan, ularga hech ganday cheklovlar yoki yevropa nota
tizimini o‘rganish bo‘yicha ko‘rsatmalar bo‘lmagan. Musiqa maktablari, o‘quv
muassasalari, konservatoriya kabi davlat musiga bilim yurtlari bundan mustasno.
Chunki ushbu ta’lim muassasalari yevropa ta’lim tizimiga o‘tgan bo‘lib, ularda
yevropa nota tizimi qo‘llanilgan. Shunday bo‘lishiga qaramay, bu yerda og‘zaki
o‘rgatish va nota tizimidan foydalanish uyg‘un holda olib borilgan. Hususan,
1972-yili Toshkent davlat konservatoriyasining Sharq musigasi kafedrasida
tanigli musiqashunos va sozandalar oz faoliyatlarini olib borganlar. Shulardan
biri mohir ijrochi Turg‘un Alimatov (1922-2008) bo‘lgan.

Ustoz san’atkorlar o‘zlari tiklagan va yaratgan bebaho durdonalarni nafagat
yro etdilar, balki shogirdlariga ham o‘rgatdilar. Ustoz-shogird ta’lim an’anasi
vositasida meros bo‘lib o‘tib kelgan mumtoz musiganing yuksak namunalarida
ulug® ajdodlarimizning ichki olami, e’tiqod-ishonchi, yuksak ma’naviy
dunyoqarashlari badiiy ifoda etilgan. Zamonaviy ta’lim jarayonida ‘“ustoz-
shogird” an’anasi o‘zining badily qiymmatini to‘la saqlab qolgan desak
mubolag‘a bo‘lmaydi. Inchunin, o‘qituvchi va o‘quvchi munosabati aynan shu
an’ananing zamonaviy ko‘rinishidir.

Hozirgi kunda yoshlarga ijrochilik sirlarini egallashda o‘z sohasining yetuk
mutaxassislari aniqrog‘i, ham amaliy, ham nazariy musiqa ilmini egallagan
professor-o‘qituvchilar saboq berib kelmogda. An’anaviy ijrochilikka o‘rgatish
ikki xil uslub uyg‘unligida olib boriladi. Bunda yosh ijrochi o‘z mahoratini
o‘zlashtirish bilan birga, nazariy bilim va ko‘nikmalarni ham puxta egallashi
Zarur.

Xulosa o‘rnida aytadigan bo‘lsak, ijro an’analarini zamonaviy ilmiy
yondashuvlar hamda texnologiya va innovatsion nuqtayi nazaridan tadqiq qilish
va erishilgan natijalarni ta’lim tizimiga joriy qilish bugungi kun talabiga
aylangan. Shunday ekan, vyetishib kelayotgan iqtidorli yoshlarimiz milliy
merosimizni dunyoga tanitish barobarida Sharqona musiqly an’analarni
ijodkorona tadbiq etib, uni ilmiy nuqtai nazaridan chuqurroq o‘rgansalar
maqgsadga muvofiq bo‘ladi. Zero aniq fanlar ravnaqi, komil inson ta’limoti,
musiga ilmining fan sifatida shakllanishi musiga amaliyotini yuksalishiga zamin
hozirlaydi. Qolaversa, bugungi kunda hukumatimiz tomonidan yoshlarni ilm
olishlari uchun magistratura va doktorantura bosgichlarini joriy qgilinishi katta
ahamiyatga molik jarayondir.
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AFG‘ONISTON MUSIQA SAN’ATIDA O‘ZBEK SHASHMAQOMI
IZLARI

Azizullah ARAL,
Yunus Rajabiy nomidagi o zbek milliy
musiqa san’ati instituti dotsenti.

(O zbekiston)

Annotatsiya: Ma’lumki, shashmagom asosan o ‘zbek (turkiy) hamda tojik
(forsiy) xalglari musiga merosining o°‘q ildizini tashkil etadi. Afg ‘onistonda
shashmagom musiqasining taqdiri har doim yakka holda giziquvchi shaxslar
zimmasida bo ‘lib kelgan. Sharq xalglari musiqa boyliklari asosida yuzaga kelgan
shashmagom san’ati o ‘z navbatida Afg ‘oniston o ‘zbek musiqasida ham chuqur iz
goldirgan. Boshqgacha qilib ayzganda, Afg ‘oniston o zbeklariga xos shashmagom
san’atini gaysidir ma 'noda O ‘zbekiston mumtoz musiga san’atining olisdagi
takrori, kuy va ashulalar majmuining davomi yoki Afg ‘onistondagi nusxasi
deyish mumkin. Afg‘onistonda faqat mamlakat o ‘zbeklari orasida aynan olti
maqomdan iborat bo ‘Ilgan shashmagom: (buzruk, rost, navo, dugoh, segoh va
iroq) munosib tarzda o ‘z o ‘rnini topgan.

Kalit so‘zlar: Afg ‘oniston, musiga, san’at, o zbek, shashmagom, Buxoro,
Xorazm, O ‘zbekiston.

Ma’lumki, shashmaqom san’atining tarixi VII-VI1II asrlarga borib tagaladi
vabusan’at “Xusravoniy” turkumi nomi bilan atalgan. XI-XIII asrlardan boshlab
“Davozdah maqom” — (o‘n ikki maqom) turkumi keng tarqala boshlaydi. XVIII
asrga kelib ushbu musiga san’ati Buxoroda yangi turkum — shashmagom uzil-
kesil shakllandi. XIX asrda endi bu musiqa san’ati asosida ‘“Xorazm maqomlari”
turkumi va “Farg‘ona-Toshkent” maqom yo‘llari vujudga keladi.

Uzoq vyillar davomida AQSHda istiqgomat qilib kelgan Falastinlik
mashhur shargshunos olim Edvard Saidning fikricha, “O‘zini tanishtira
olmaydigan yoki o‘zini tanishtirmoqchi bo‘lmaganlarni boshqalar tanishtirishlari
kerak”. Shu ma’noda biz ham Afg‘onistondagi shashmaqom musiqasi xususida
qisqacha ma’lumot berib o‘tishga jazim qildik.

O‘zbekistondagi maqom san’atining rivojlanishida Yunus Rajabiyning
hissasi katta va O‘zbekiston san’atning noyob bu turiga alohida e’tibor bilan
qarab kelmoqda. Ammo Afg‘onistonda shashmaqom musiqasining taqdiri har
doim yakka holda san’atga qiziquvchi shaxslar zimmasida bo‘lib kelgan.
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Hukumat yoki madaniyat jamoatchiligi ushbu musiqga san’atiga deyarli e’tibor
bermay kelishgan. Afg‘onistonning zamonaviy siyosiy tarixida barchaning
e’tibori ataylab Hind musiqasiga qaratilib kelingan. Agar shashmagom musiqasi
bir amallab nafas olib kelayotgan bo‘lsa, u ham individual va juda cheklangan
holda ushbu san’at fidoyilari barakasidandir deyish mumkin. Afg‘onistonda
asosan mamlakat o‘zbeklari orasida mavjud bo‘lgan shashmagom Buzruk, Rost,
Navo, Dugoh, Segoh va Iroq tukumlarini o‘z ichiga oladi.

Ma’lumki mamlakatning beshta Shimoliy viloyati (Foryob, Juzjon,
Sarpul, Balx va Samangon), hamda to‘rta Shimoli-Shargiy miloyati (Qunduz,
Badaxshon, Taxxor va Bag‘lon)da asosan o‘zbeklar yashaydi. Shashmaqom
san’ati shu viloyatlardagi o‘zbeklar orasida, u ham bo‘lsa juda sayoz tarzda
yashab kelmoqda. Bu musiqa san’atining mamlakat an’anaviy musiqasi Rog yoki
Rogo bilan chambarchas bog‘liqligi ham aytiladi. Eronda “dastgoh”, O‘rta Osiyo,
Ozarbayjon va Turkiyada “maqom” nomini olgan bu musiqga san’ati gadimdan
dutor, tanbur, tor, setor, doira kabi musiqa cholg‘u asboblari yordamida ijro etib
kelingan. Afg‘onistonda esa bu musiqa san’ati birmuncha farqli ravishda asosan
dutor orgali kuyga solingan va shu tarzda davom etib kelmoqgda.

Tarixiy manbalarning guvohlik berishicha, gadimgi Movaraunnahr
hozirgi O‘rta Osiyo jug‘rofiyasida vujudga kelib, kamol topgan Shashmaqom
boshga har yerga nisbatan shu hududda, aynigsa O‘zbekistonda ko‘proq va
xo‘broq rivojlangan, o‘sgan? va sayqallashgan musiga san’ati hisoblanadi.
O‘zbek mutafakkiri Abdurauf Fitrat o‘zining 1922 yili «O‘zbek klassik musiqasi
tarixi» asarini yozishi bilan shashmaqom o‘zbeklarning qadimiy musiqa
boyliklaridan ekanini yana bir bor isbotladi.

Shashmaqom to Amudaryoning janubiy qirg‘oqlarigacha keng yoyildiki,
bu yerdan Afg‘onistonning shimoliy viloyatlarigacha yetib bordi. 19-asrning
o‘rtalarida Buxoro bilan Afg‘onistonning shimoliy tumanlaridan Andxuy
(Foryob viloyatining Turkmaniston bilan chegradosh tumani) o‘rtasida savdo-
sotiq va madaniy-ma’rifiy alogalar yo‘lga qo‘yila boshlanadi. Bu sohada birinchi
poydevorni qo‘ygan shaxs andxuylik savdogar Mullo Rahim Niyoziy bo‘ladi.
Niyoziy savdo karvoni bilan Andxuydan Buxoroga kelib, qaytib ketishda o‘zi
bilan unutilmas sovg‘a sifatida — shashmagom tushirilgan plastinkalarni olib
boradi.

Oradan ko‘p o‘tmay ikkinchi marta Buxoroga otlanadi, bu safar o°zi bilan
ikki o°g‘li — Muhammad Sharif Qara va Sayfuddin Maxdumlarni ham birga olib
keladi. Safardan bu galgi magsad Shashmaqom san’atini farzandlariga chuqurroq
o‘rgatish bo‘lgan. Buxoroda bir muddat qolgan ota-o‘g‘illar shashmaqomning
nafis sirlari bilan birga kuy va qo‘shiq san’atini puxta o‘rganib, katta ma’naviy
boylik orttirishadi. Tanburi, dutor, doira, surnay, shashmagom yozilgan
plastinkalar, grammafon kabi yangiliklar mazkur madaniyatsevar kishilar
vositasida birinchi bor Afg‘onistonga olib boriladi.

Mullo Niyoziylar xonadonining Shashmagom musiqasiga bo‘lgan qiziqish
va intilishlari Buxoroning mashhur ustakor Shashmaqom san’atchilaridan? Qori
O‘roq, Qori Objo‘sh, Siddiq Hofiz kabi musiga ustozlarini Buxorodan qo‘shni
Afg‘onistonning Andxuy shahriga yetaklaydi va shundan so‘ng bu o‘lkada
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shashmaqom ildizlari mustahkam o‘rnatila boshlanadi. Ularning shogirdlari
bo‘lmish Said Kamolxon Shavqiy, Sayfuddin Maxdum, Sadriddin Hofiz va yana
o‘nlab klassik ashulachilar barakatidan mana bir asrdan oshdiki Afg‘onistonda
shashmaqom san’ati og‘izdan-og‘izga o‘tib gullab - yashnab kelmoqda.

Said Kamolxonning farzandi “Ustoz G‘affor Kamol” nomi bilan mashhur
Abdulg‘afur Kamol shashmaqom alifbosini? otasidan o‘rganadi. So‘ngra uni
chuqurroq egallash magsadida Sayfuddin Maxdumga shogird tushadi va ustozi
yordamida ancha-muncha dutor va maqom sirlaridan bahramand bo‘ladi.
Sayfuddin Maxdum olamdan ko‘z yumganidan so‘ng G‘affor Kamol ustoz
Sadruddin Hofiz huzurida musiqa o‘rganishni davom ettiradi. Shu bilan birga
o‘sha paytlarda O‘zbekistondan borib Andxuy shahrida o‘zlariga maskan tutgan
Qori Objo‘sh nomi bilan mashhur buxorolik Qori Ibrohim, Siddiq Hofiz va
Umarqullardan shashmaqom san’atining nozik jihatlarini chuqur o‘rganadi.

O‘zbekistonlik musiqa ustozlarining Afg‘onistondagi so‘nggi karvoni
1975-yili olamdan ko‘z yumadi. Endi bu og‘ir va sharafli ishni olg‘a olib borish
mas’uliyati afg‘onistonlik shogirdlari zimmasiga yuklanadi. (Shu o‘rinda
ta’kidlab o‘tish joizki, o‘zbekistonlik bu fidoiy musiga ustozlarining hayoti va
1jodiy faoliyatlarini alohida o‘rganib chiqish kerak bo‘ladi).

Afg‘onistonda ustoz unvonini olishga muvaffaq bo‘lgan Ustoz
Abdulg‘affor Kamol (Xalq ichida G‘afforxon nomi bilan mashhur) o‘zining
“Qo‘qon” musiqa maktabini tashkil etib, shogirdlar tarbiyaladi hamda dutorda
maqom kuylarini bastalash va rivojlantirishga katta hissa qo‘shdi. Ustozning
shogirdlaridan biri uning o‘z o‘g‘li Said Kabir Kamol bo‘ladi, u hozir otasining
o‘rnini egallashda dutorda shashmaqom mahoratini namoyish etib kelmoqda.

Afg‘onistonda uzoq yillardan buyon davom etib kelayotgan urush va
cheklovlar musiga san’atining nafasini bo‘g‘ib kelayotgani, yosh san’atkorlarga
ajdodlari an’analarini davom ettirishiga to‘sqinlik qilib kelayotgani hechkimga
sir emas.

Afg‘onistonlik magomchilarni bevosita Hoji Abdulaziz Samarqandiy
(Hoji Abdulaziz Abdurasulov 1852-1936 yillarda Samargandda yashab, ijod
gilgan tanigli bastakor, o‘zbek maqom san’ati rivojiga beqiyos hissa qo‘shgan
betakror ovoz sohibi) kabi shashmagom ustozlaridan izdoshlik qilib kelgan
maqomchilar deyish mumkin. Chunki ular Qori O‘roq, Qori Objo‘sh va
Hofizakalarning yo‘l yo‘rig‘i, ko‘rsatmalari asosida shashmagomni bor zarofati
bilan egaddashgan. Bu ustozlarning sayi-harakatlari natijasida Mullo Abdulrahim
Niyoziy va uning farzandlari, ular yordamida Shoqul Sufiy nomi bilan mashhur
Hoji Shoymardonqul, Said Kamolxon Shavqiy, G‘afurjon Vafo, G‘afforxon
Kamol va boshga gator magomchilar yetishib chiggan.

Afg‘onistonlik maqomchilardan G‘affor Kamol 1996-yili mamlakat
Madaniyat vazirligi tomonidan rasman ustozlik maqomiga sazovor bo‘ldi. Uning
magomxonlikda ikkinchi ustozi — Toshkent radiosi bo‘lgan. U Toshkent radiosini
muttaasil tinglash natijasida va ustozlaridan olgan mashglar asosida bir gator
ashula va kuylarni maromiga yetkazib ijro eta olgan. Jumladan: bebokcha, bayot,
munojot, iroq, miskin, dilxiroj, mo‘g‘ulcha, dugoh, ushshoq, tanovar, shahnoz,
mustazod, ushshoqi rudakiy, qo‘shchinor, qalandariy, rohat kuyi, saraxbor, oromi



jon, savti kalon, fig‘on, girya, cho‘li iroq, nasri ushshoq, soqiynoma, chorgoh va
boshqgalarni misol keltirish mumkin.

Ustoz G‘affor Kamol hayotda ekan, shogirdlaridan Ziyovuddin, Said
Ja’far Quyosh, Ahmadqul Jaliliy, Nasrulloh Rahmonnazar, Xudoyberdi
Najjorlarni qo‘ldan berdi. 2008-yilda uning o‘zi ham bu foniy dunyoni tark etdi.
Ustoz G‘affor Kamol tarbiyalagan shogirdlari, jumlasidan: “Soqiy” nomi bilan
mashhur Xayr Muhammad, “Usta Malla” nomi bilan mashhur Said Ahmad,
(uning ukasi Abdurashid G‘ayrat va farzandi Abdul Mannon), shuningdek Sobir
Korgar, Said Kabir Kamol Afg‘onistonda shashmaqom san’atini omonatdorlik
bilan asrab kelishmoqda.

Afg‘oniston mumtoz musiqgasi haqida gap ketganda, u bilan qo‘shni
o‘lkalar mumtoz musiqalari orasida katta farq sezilmaydi, deyarli biri
ikkinchisining takroriga o‘xshab ketadi. Afg‘oniston turli etnik guruhlardan
tashkil topgan o‘lka bo‘gani uchun ham musiqa turlari ko‘pligi va xilma-xilligi
bilan ajralib turadi. O‘rta Osiyo va Sharqiy Osiyo mamlakatlari, O‘zbekiston,
Tojikiston, Afg‘oniston, Eron, Pokiston va Hindiston musiga san’atida juda
yaqinlik va o‘xshashliklar mavjud. Bu yaqinlik va o‘xshashliklarni eng avvalo til,
golaversa urf-odat va madaniyatlarning mushtarakligi asosida ko‘rish mumkin.

Afg‘oniston mumtoz musiqasi G‘arb musiqasi bilan mushtarak negizga
ega emasligi aniq, u forsiy g‘azallar va Hind roglari? Ragalari asosida
shakllangan. Rog (raga) so‘zi sanskrit tilida bezash va bo‘yash, ya’ni his-hayajon,
ishg-muhabbat, vafo va halovat ma’nolarini ifodalaydi. Eronda esa Rogni
Magomga tashbeh berib, Magom o‘rniga Rogni qo‘yshadi. Afg‘oniston mumtoz
musiqasida qo‘llaniladigan mashhur Roglardan Bahlovul, Bahramiy, Sarang,
Gandora, Pahoriy, Talangi Osovariy kabilardan misol keltirish mumkin.

Afg‘oniston mumtoz musiqasining o‘ziga Xxos xususiyatlari, ibora va
terminlari mavjud. Ushbu o‘ziga xoslikni Fors va Pushtu tillarida kuylavchilardan
Ustod Avvalmir, Ustod Mahvahsh, Ustod Rahimbaxsh kabi mumtoz musiga
ustalar ijrosidagi qo‘shiq va kuylarda paygash mumkin.

Endilikda afg‘onistonlik musigachi ustoz Vahid Qosimiy Afg‘oniston
musiqasini Hind musiqasidan ajratib, uning umumiy shaklini o‘zgartirishga
qisman muvaffaq bo‘lgan. Shu bois aytish mumkinki, bugungi kunga kelib
Afg‘oniston musiqasi tashqi musiqa ta’siri ostida bo‘lmay, o‘z ko‘rinish, ohang
va mazmuniga ega mustagil musiga hisoblanadi. Ammo shashmagom bundan
mustasno.

Ma’lumki Afg‘oniston 1980-yillardan boshlab tashqi va ichki kuchlar,
jumladan sovetlar, mujohidlar, toliblar va g‘arblik ittifoqchilar o‘rtasidagi
garama-qgarshiliklar maydoni bo‘lib kelmoqda. Qirq yildan ortigroq vaqtdan
buyon davom etayotgan urushlar mamlakatni iqtisodiy, ijtimoiy va madaniy
ingirozlar botqog‘iga yetakladi. Bularning hammasi mahalliy xalgining hayoti,
jumladan musiqga san’atini ostin-ustun qilib yubordi. Ammo shu orada 2014-
yilning yanvarida Parijda "Afg‘oniston o‘zbeklari musiqasi" deb nomlangan
hujjatli film namoyish etilganini, o‘tgan yillar mobaynida bu sohada erishilgan
yutuq deb baholash mumkin. Ta’kidlash joizki, yarim soatlar atrofida bo‘lgan bu
film Kembridj Universiteti professori Roziya Sultonovaning videoyozuvlari



asosida tayorlangan. Unda Afg‘oniston o‘zbeklarining mumtoz va zamonaviy
musiqa san’ati, jumladan shashmaqom ham tilga olinib o‘tilgan.
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HOBAS BETBb Y3BEKCKOW HAIIMOHAJIBHOM
KOMITIO3UTOPCKOM IIKOJIbI

Hopupoek MAXAPOB,

Hucmumyma y36excko2o HayuoHaIbHO20 MY3bIKATbHO20
uckyccemea um. FOnyca Padowcabu, u.o. ooyenm
(V36exucman)

Aunomayusn: B oanuoil cmamve npedocmasisiemcs UH@opmayus o
paszoenenuy HanpagieHutl. KOMRO3UYu no CMUIUCIUYECKUM OCODEHHOCMSIM,
HeobX00UMOCMb YUUMbL8amb CneyupuKy HanpasieHuil, npu 00yueHUuU KOMopbix
uzyyaiomest Hosvie npeomemol. Ilpedcmaesnena ungopmayus o neoazocoe no
Komnozuyuu, o oesameibHocmu kageopol «Komnosuyuu, bacmaxopcmeo u
obwezo popmenuarnoy Uncmumyma y30eKcKo20 HAYUOHATbHO2O MY3bIKATbHO2O
ucKyccmea.

Knrouesvle cnosa: xomnosumop, opkecmp, Kageopa, KOMRO3UMOPCKASL
WKOJIA, 1a0, MAKOM.

KoMmo3utop — COUMHUTENb MY3bIKH, KOTOPBI B CBOMX MPOU3BEICHUSIX
MOXXET OOBEAMHUTH pa3Hbl€ HAMPABICHUSA, CTUIM U TEXHUKHU. ¥Y30eKckas
KOMITO3UTOPCKasl IIKOJIa pa3BUBAJIACh BO BpPEMs COBETCKHX BpEMEH U OYypHO
pa3BuBasach. XX BEK ISl y30€KCKOM MYy3BbIKM CTal OY€Hb CBOECOOpa3HbIM U
IUIOJOTBOPHBIM BEeKOM. [I0TOMY 4TO, KaKk HaM M3BECTHO, HA 3TO MOBJMUSJIO BCE,
YTO HAC OKpPY)KaJlo, 3TO M COLHaJIbHAsA XU3Hb, 3TO U OBITOBas >KU3Hb, 3TO U
OPOU3OMICAIINE HCTOPUM, O3TO U (HOPMHUPOBAHME HOBOIO  MBIIUICHUS
yesoBedecTBa. 10, 4TO MPOUCXOAMIIO BOKPYT HAC, HECOMHEHHO MOKAa3aJl0 CBOE
OTpa)XE€HUE B PA3HBIX BUJIaX UCKYCCTBA, B TOM YUCIE U B My3bIKe [1: 48].

OCHOBBIBasACH Ha OMBITE 3aPYOEKHBIX CTPaH, IPU OOYUEHUU CTYJIEHTOB
1o HarpasieHno «Komnosumus» Heo0Xo1uMo ObUIO pa3AeanuTh UX Ha BETBHU 110
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cneuuduke  HampaBienus  counHenud. Kadeapa  «Kommosunumum wu
UHCTpyMEHTOBKM» ['ocynapcrBenHas KoncepBaTopus Y30ekucTaHa B OCHOBHOM
o0y4yaeT COUMHSTH IIPOU3BENCHUS aKaJEMUUECKOTro Xapakrepa. B koHie yuéonl
BBIIIYCKHMKM  OakanaBpuaTa JOJDKHBI ~ COYMHUTH  TPOMU3BEACHHE IS
CUM(pOHUYECKOTO OpKecTpa B KpynHoH (popme. Hanprumep, HHCTpyMEHTAIIbHBIE
KOHIIEPTHI, YBEPTIOPbI, MHOTOYACTHBIE MY3bIKaJIbHbIE KAPTUHKU. K BBITyCKHOMY
9K3aMEHY MArucCTPaHThl 3TOW K€ Kadenpbl MOAXOIAT MPEUMYLIECTBEHHO C
OJTHOYACTHBIMU CUM(POHUSIMH.

B mocnennue 20 net Ha xadenpe padboramu denukc MapkoBuy SHOB-
SAnosckuii, M. badoeBa, M. MaxmynoBa, ®@. AmumoBa, P. AGaymnnaes, A.
Mancypos, X. XacanoBa, O. AdaymiaeBa u apyrue npenoaaBarenu. Cpenu HUX
OTJIMYAJIUCh CTYJAEHThl Kkijacca npodeccopa D.M. SAnoB-AHOBCKOro. VY
MacCTO/I0HTa Y30€KCKOM KOMIO3UTOPCKOM MIKOJBI yunnuck Jxaxourup Lykyp,
Owmpe Cuxan Kanemn, ®@appyx AxkpamoB u npyrue. [lo cpaBHeHuu ¢ kinaccamu
Ipyrux mnpernojasareneil kapeapsl no « KoMmno3unum 1 HHCTPYMEHTOBKWY, 3TH
MOJIOZbIE KOMIIO3UTOPBI COYMHSIN B COBPEMEHHOM CTHJIE, IIPU 3TOM COXPAHSI
HAI[MOHAJIbHbIE OTTEHKHU U HCIOJb3Ysl pa3Hble TEeMOpalIbHbIE-MHCTPYMEHTAIbHbBIE
COOTHOIIECHMSI. My3bIKaJIbHBIM S3BIK KaXXJIOI'O CTYJAEHTa OTIMYAIUCH JAPYT OT
Ipyra, HaOJMIOAAIMCh HMHTEPECHBbIE M KpEaTHBHbIE IOAXOAbI K CO3JAHMIO
IIPOU3BENIEHUH, HAaIpUMEp, BEIOOPY cocTaBa UHCTpYMEHTOB. [IpousBenenns aTux
OTHOCUTEIBHO MOJIOABIX KOMIIO3UTOPOB IO CUX IOP YCHEIIHO UCIOIHSAIOTCS Ha
Pa3HbIX 3apyOEKHBIX CIIEHAX.

Kinaccer npodeccopo M. badoera, M. Maxmynosa, ®@. Anumona, P.
AOnynnaeBa OTJIMYAIOTCS CO CBOMM YIOPOM Ha HAlMOHAJIbHBIE MY3bIKAJIbHYIO
cneuduky. Crynentsl npodeccopa M. badoesa BbiaensoTcs mo padore ¢
PUTMUKOH U  CBOEOOpa3HOW HMHCTPYMEHTOBKOH. (OCHOBHBIE 3JIEMEHTHI
PUTMHUYECKOTO pPa3BUTUS B MPOMU3BEIACHUIX IIOKa3bIBAIOTCA C OOJIBIIUM
KOJIMYECTBOM YAAPHBIX MHCTPYMEHTOB, aKTUBHBIM HCIOJb30BAHUEM JINTABPHI.
Jpyrue BbIIaronpecs: KOMIO3UTOpbI-Tipodeccopa kadenpsl mnpu 00ydeHUH
ONUPAIOTCS Ha CBOEOOPA3HOCTh Y30EKCKOI0 TeMaTHh3Ma, XapaKTEPHbIE YEpPThI
MY3BIKQJIBHOM JKM3HHU PETMOHOB. B X IPOU3BEACHUAX OLIYIAE€TCS HACHIIEHHBIN
HAllMOHAJIBHBIA  KOJIOPUT, KOTOPOMY TAaKXe IIOMOTAlOT HAIMOHAJIbHBIC
MY3bIKaJIbHbIE HHCTPYMEHTHI.

HoBblil sTanm  y30eKkCckoil HAIMOHAIBbHOM KOMIIO3UTOPCKOW —IIKOJIbI
HAaYMHAETCs B COOTBETCTBUM ¢ YKa3zoM [Ipe3unenta PecriyOnuku Y36ekucran ot
26 mas 2020 roga Ne [Td-6000 «O mepax no JajibHEHILIEMY MMOBBIIIEHUIO POJIA U
BIIUSIHUA CPepbl KyJIbTYpPbl M UCKYCCTBa B 3kU3HU oO1ecTBa». 02 centsops 2020
roja no Ilocranosnennto Kabunera MunuctpoB Pecnybnuku Y36ekuctan «O0
OpraHu3allud  JIeATeIbHOCTH  Y30€KCKOTO  HAalMOHAJIBHOTO  MHCTUTYTA
MY3bIKaJIbHOTO UCKYCCTBa UMEHU IOnyca Pamxabu» ObLI
oprann3oBaH MHCTUTYT y30€KCKOT0 HallMOHAJIIBHOTO MY3bIKaJbHOIO MCKYCCTBa
umenu Onyca Pamxabu [2]. B uHcTUTYTE Jenaercs ynmop Ha M3y4€HHE OCHOB
MaKOMHOI'O TBOpYeCTBa. B mMocCnencTBUM pa3BUTHE JAHHOTO HAIIPaBJIEHUS B
COOTBETCTBUM COBPEMEHHBIX METOJOB W HMHHOBAL[MOHHBIX IOJXOJOB,
MIOCPEACTBOM HOBBIX apaH>XKUPOBOK U 00pabOTOK yacTeil Makoma.



[lo manmmatuBe O3om6eka HazapGekoBa (peKTop WMHCTUTYTa, MUHHUCTP
KyJIbTyphel Y30ekuctana) B 2022 romy Obuia coszmana kadempa «Kommosurus,
OacrakopcTBO U obiiee goprenuanHo». Ha kadenpe Obuta mocTaBiieHa 1€k, 1O
KOTOPOMY OYIyIIIHE MOJIOAbIE KOMIIO3UTOPHI JOJIKHBI COUMHSATH UCKITIOUUTETHHO
0 OCHOBE MaKOMHOI'O TBOpYeCcTBa. B cCoO34aHMM COUYMHEHUN CTY/IEHTOB
npenojaBarenu  Kadeapbl  oOpamiaroT  BHMUMaHue — ¢GopMe,  pPUTMHUKE,
Ja7000pa3oBaHuio U TemMaTuke. B oOpa3oBaHMKM OCHOBHOW ymop Jenaercs Ha
U3y4eHUe apy3a, TPaJUIIMOHHOE 0acTakOpCTBO U OcHOBaM Jiana [llammakom. Itu
TPU TpeIMeTa MOMOTralT OOYyYaloUMMCS OCO3HAHHO HCIOJIb30BaTh OCHOBBI
MaKOMOB B CBOUX IPOU3BEACHUSIX.

[TepBbie TOABI TpenomaBayi mpodeccop ABaz MaHCYypOB U JOICHT
Axpom XomumoB. OCHOBHOM COCTaB TpenojaBareneii kadeapsl — AOaymna3u3
XacanoB, Buktop Xannamsin u Hoaupbex Maxapos. B Hacrosiniee Bpemsi Ha
Kadeape padoTaeT OMBITHBIN MpernoAaBaTe)ib B JHIle mpodeccopa Mupxanmia
MaxmynoBa. OH mnoMoOraer HAYMHAKOMIMM KOMIIO3UTOpAM HW3y4yaTh as3bl
KOMIIO3UTOPCKOIO0 TBOPYECTBA, COUUHATh MEJOANN HAIMOHAJIBHOTO XapakTepa,
paboratb ¢ (opmMooOpazoBaHMEM (COBMEIIATh KJIAaCCHYECKHe (QOpMBI C
MaKOMHBIM (popMooOpa3oBaHueM). Takxke CTOUT OTMETUTH PabOTy MY3bIKOBEa
Hacu6s!1 FOngameBoi, koTopas B epBblil o ObUIa U.0. 3aBeayOIIEH Kadeapsl
W ToMmoraia ¢ opraHuzanue gokymeHToB kadenpsl. C 2023-ro roma
3aBeayromuM Kadeapoi ObuT BBIOpaH H.0. JOIEHT, OOJIafaTeslb Meaalu
«Kenaxak OyHEQKOPH», NOOEIUTENb MEKIYHAPOAHBIX KOHKYPCOB, KOMIIO3UTOD,
nokTopaHT ['ocymapcTBeHHOM KoHcepBaTopuu Y30ekucrtana — Homgupbek
Maxapos.

[IpenonaBatenu kadenpsl aKTMBHO y4YyacTBYIOT B  KOHLEpTax
pecnyOJIMKaHCKOro U MexIyHapoaHoro ypoBHs. Hanpumep, Honupoex Maxapos
corpynHuyaer ¢ Karapckum @unapMoHHdeckuM opkecTtpoMm. KoHiepTHas
nporpamma «Gulf Folk Meets the Philharmonicy» y»ke HECKOJIBKO JIET BbI3bIBACT
OypHbIE aIUIOJUCMEHTHI MyOJIMKW. 3pUTENHM BBICOKO OIICHMBAIOT BOCTOYHYIO
MEJIOAUYHOCTh W HMHTEHCUBHBIM Xapaktep mnpousBeAeHus «lllykpoHnay,
counHéHHas HomupObekom MaxapoBbiM HMMEHHO JUIsl O3TOW KOHIEPTHOU
nporpaMMel. Bmecte ¢ TeM, paboTaeT coBMECTHO ¢ MHUHUCTEPCTBOM KYJIBTYpPHI
KygeiiTa Han cuM(pOHHMUECKUMH KOHIIEPTAMHU.

Jlonient Buktop XanpamsH pa0OoTaeT Haja CO3JaHUEM DJIEKTPOHHOMI
3BYKOBOM 0a3bl HAITMOHAJIBHBIX MHCTPYMEHTOB (IyTap, 1oipa, TanOyp). Bukrop
Xannamsas u 3Bykopexkuccep Toa Opun Ctunsesu (CLLIA) noutu rog padoTtanu
BMecTe Haj co3fgaHueMm IlepBoro nudpoBoro uHCTpyMeHTa Aytap. OH ObuI
CO37aH Ha OCHOBE KOJUIEKIMM TPATUIMOHHBIX Y30€KCKHMX 3BYKOB JyTapa U
SBJISIETCS TIEPBBIM MPUMEPOM Cpeau IUGPOBBIX OMOIMOTEK BOCTOUHBIX 3BYKOB B
Mupe. SBisIsich  TOKTOpaHTOM HWHCTUTYTa, B. XanzgamsH wuccienyer
TPaJMIIMOHHBIE Y30€KCKHE MY3BbIKAIbHBIE HHCTPYMEHTHI B KOHTEKCTE Pa3BUTHS
OuOIMOTEK CEeMIUIOB (B HMCTOPUYECKOM, TEOPETUYECKOM U TPAKTUYECKOM
MJIaHaXx).

B anpene wupiHemHero roga Ha Kadenpe cocrtosuics IlepBbiit
Mexnynaponsslii  ¢ectuBanb  «CoBpeMeHHbIE  MPOOJIEMbI  MaKOMHOTO



TBOpUecTBa». B pamkax ¢ecTuBans ObUIM OpPraHW30BaHBI JBa KOHIIEPTA
(boprenmanHbii  KOHIEPT, cUMOHUYECKUN KOHIEPT), [-MexayHapoaHas
KoH(pepenuusa Ha TeMmy «CoBpeMeHHBbIE MPOOIEMbl MAKOMHOI'O TBOPUYECTBA» U
MacTep-KJIacchl OTEYECTBEHHBIX KOMIIO3UTOPOB U MpEJCTaBUTENCH 3apyOeKHbBIX
cTpaH. B koH(pepeHIN MPUHSIIM ydyacThe MPECTABUTENN CIEAYIOIMMNX CTPaH:
Tamxukucran, Karap, Kyseiit, Azepbaiimkan u Poccus.

ITonBoas utorn 2024-ro roga, HECMOTPS HA TPEXJICTHIOIO AEATEIBHOCTD
kadenpsl «Kommosuimu, OactakopcTBa U 00Imero (opTenuaHo», MOXKHO C
YBEPEHHOCTBIO CKa3aTh, UYTO MPOBEICHUE MEPOINPHUATHI HA MEXKIYHAPOIHOM
YPOBHE M PETyJsIipHOE YJacTHE TpeIcTaBUTENeH Kadeapsl Ha MEKTyHAPOTHBIX
CIIEHaX CBHJICTEIBCTBYET O IICJICHANIPABICHHOCTH Kadenpsl W SBISIFOTCS
MPU3HAKOM BBICOKMX PE3YyJIbTATOB.

Tak)ke CTOUT OTMETHUTh, UTO PA3BETBICHUE Y30EKCKON KOMITIO3UTOPCKOM
IIKOJIBI 3TUM Ha ocTaHoBUIIOCK. [1o moctanoBnenueM Ilpesuaenta PecyOnmku
V36ekuctan, ot 16.10.2021 roma Ne IIII-5261, Obin cosman MuHCTHUTYT
HallMOHAJIBHOTO  ACTPAJHOT0 HWCKycCTBa HMEHUM batelpa 3akupoBa mpu
['ocynapcTBeHHOM KoHCepBaTopuu Y30ekucraHa. Ha cerogHsmiHui JeHb
UHCTUTYT BEIIET AKTUBHYIO NEATEIbHOCTD u TOTOBUT
BBICOKOKBAIM(DUIIMPOBAHHBIX ~ CHEIUAINCTOB, TAaKXEe IO  HaIpaBICHUU
KOMIIO3UTOPCKOTO UCKYCCTBO.

ABa3z MancypoB — mnpodeccop, KOMIIO3UTOP U PEKTOpP JTaHHOIO
yupexaeHus. Kak oauH U3  gpyaldliux HOpeACTaBUTENEH  y30€KCKOM
KOMIO3UTOPCKOM TIKOJbI, OH OoOpaliaeT BHHUMaHUWE Ha pPa3BUTUE ACTPaJHO-
JI’KA30BOTO COUMHUTENbCTBA. Moioabsie cTyaeHThl Kadeapsl «Kommoszumuu u
apaHXUPOBKW» U3YUaIOT pa3HbIE ACTPAIHbIC CTUIIA, OCOOCHHOCTH ITUX CTUJIEH B
COOTHOIIIGHUM KJIACCUYECKUX (OpM, TEXHHUUECKHE U HUCIOJHUTEIbCKUE
OCOOEHHOCTH JCTPaTHBIX HMHCTpYMEHTOB. bbina cosmana naGoparopuisi, Tne
MOJIOJIbIE KOMITO3UTOPBI MOTYT 3KCIIEPUMEHTUPOBATH CBOU UAECH C 3CTPATHBIM
ancamOyieM. Bo3M0OXHOCTh COUMHUTB, TTOCIIYIIATh U UTPATh CAMOMY C aHCaMOJieM
0COOEHHO BaXKHBI ISl PA3BUTHUSI CBOOOTHOTO KOMITO3UTOPCKOTO MBIIIJICHUSI.

B nocneanue ronmpl y30ekckas HallMOHaJbHAsh KOMITO3UTOPCKAs IIKOJA
pa3BETBWIACH HA TPU HAMPABJICHUS: aKaJE€MUYECKOE, 3CTPagHO-IAKA30BOE U
HallUOHAJIBHOE COYMHUTENBCTBO. JTO IMO3BOJISIET MOJOAOMY TMOKOJICHUIO
BHIOMpaTh TO HamNpaBjeHHWE, K KOTOPOMY OHHM HMEIOT CKJIOHHOCTh H
pacrojoKeHHOCTh. B mayipbHElIieM Ha paBHBIX YCJIOBHUSIX pa3BUBATh HABBIKU
KOMIO3HUIIUHA U MBIIIJICHUS 110 BHIOPAHHOMY CTHITIO.

Cnucok aureparypsbl:

1. Maxapos H.T. Cra”oBienue y30€KCKOM HalMOHAJILHOU
KOMITO3UTOPCKOM TIKOIBI. [IpoOnaemMbl COBpeMEHHOUW HAayKH U 0Opa3oBaHUS.-
Mocksa, Beirmyck Ne35 2017 r. 48-51

2. https://lex.uz/ru/docs/4976751
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SHARQ XALQLARI MUSIQA MADANIYATIDA
RISOLALARNING O‘RNI

Nargiza XAMDAMOVA,

O zDK huzuridagi B.Zokirov nomidagi

Milliy estrada san’ati instituti kafedra mudiri, (PhD).
(O zbekiston)

Annotatsiya: Risolalar sharq xalqlari musiga ilmini o ‘rganishdagi asosiy
manba sifatida xizmat qiladi. Musiga madaniyatini yoritish mezonlari,
risolalarda ikki ko ‘rinishda ifoda etilib kelingan. Birinchisi bevosita musiqa
san’ati va uning tarmogqlarini yoritilga bag ‘ishlangan bo ‘Isa, ikkinchisi — turli
ilmlarni gamrab olgan risolalarning bir bo ‘limi musiqa san’atini yoritish bilan
chegaralangan.

Kalit so‘zlar: risola, xat, E’jozi Xusrav, harf, usul, musiga ilmi, veda,
Natyashastra, Gitalankara, Sangitaratnakar.

Risolanavislik azaldan tarixiy va amaliy jarayonni eng go‘zal namunalarini
bayoni bilan bog‘liq ekanligi yaratilgan manbalarda o‘z aksini topib kelgan.
Musiga madaniyatini yoritish mezonlari, risolalarda ikki ko‘rinishda ifoda etilib
kelingan. Birinchisi bevosita musiga san’ati va uning tarmoglarini yoritilga
bag‘ishlangan bo‘lsa, ikkinchisi — turli ilmlarni gamrab olgan risolalarning bir
bo‘limi musiga san’atini yoritish bilan chegaralangan. Jumladan al-Xorazmiyning
“Mafotix ul-Ulum” (Ilmlar kaliti) yoki Ibn Sinoning “Tib qonunlari asarlaridir.

Hindistonda risola yozish an’anasi bundan bir necha ming yil ilgari
boshlangan bo‘lib, hind musigasini rivojlanishida bebaho meros qoldirgan.
Tadgigotchi namoyandalar ijodi hind musigasi tarixiga zikr etilgan. Ular orasida
musiqa ilmiga e’tibor garatgan musigashunos olimlarning birinchilaridan
Bxaraning (er.av I asr) “Gitalankara™ risolasi bilan mashhur bo‘lgan. Unda veda®
va uning tamoyillarini yoritib bergan.

Eramizning II asrida yashab ijod etgan san’atkor, raqqos, “Natyashastra
risolasining muallifi Bxaratdir. Ushbu risola hozirgi kungacha bebaho hisoblanib,
katta hurmat bilan garab kelinadi. Risolada musiga nazariyasiga oid gadimiy
matnlar mavjud.

Tadqiqotchilar orasida 100 yil ichida bevosita Bxaratadan so‘ng taxminan
VI asrlarda yashagan “Brixaddeshi” risolasinig muallifi Matangu hisoblaniladi.
“Bu risolada ko ‘plab musiqaning xududiy shakllari, “deshi” deb nom olgan vokal

7

5 Bxarata “Gitalankara” — musiga xaqtdagi gadimiy risola. Musiga nazariyasi va estetikasi, lad, ritm xagida
tushunchalar berilgan.

® Veda —hinduiylikning qadimiy risolalari. To‘rtta Vedalar mavjud: Rig Veda, Sama Veda, Ajur Veda, Atarva
Veda.

7 “Natyashastra” — Bxaratning ensiklopedik xarakterdagi asar bo‘lib, unda rags, musiqa san’ati, dramatik san’at
hamda she’riyat haqidagi risola.
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shakllari hagida ma’lumotlar yozilgan. Deshi janri gandxarva® musigiy janri bilan
bir paytda rivojlangan™ [1:101].

Naradaning (VIII) “Sangita Makarandxa” risolasi “ikki gqismdan iborat
bo‘lib, birinchi qismi xonandalik va sozandalik san’atining tahliliga, ikkinchi
qismi esa rags va drama san’atlariga bag‘ishlangan” [1:103]. Abxinagupta® (X-XI
asr) “Tantraloka” risolasi ham musiqa ilmida o‘ziga xos o‘rin egallagan
asarlardan biri sifatida e’tirof etiladi.

Mashhur tadgiqotchi XIII asrda yashab ijod etgan Sharangadevaning
“Sangitaratnakar™? nazariy risolasi hozirgi kungacha yugori baholanib, musigiy
amaliyotda qo‘llanilab kelinmoqda.

Sharangadevadan so‘ng musiqaga oid yangilik kiritgan Xusrav Dehlaviy
deb ta’rif etiladi. Ma’lumki, Hindiston va Markaziy Osiyo xalglarining qadimiy
madaniy aloqalari, xususan musiga san’ati rivojlanish yo‘lida juda ko‘p ajoyib
asarlar vujudga kelishi katta ahamiyatga egadir. Bunga Xusrav Dehlaviy
qoldirgan merosi va qo‘shgan hissasi yorqin misol bo‘la oladi. U ijodiy faoliyati
davomida fors tilida yozgan bir nechta risolalari musiga sohasiga ham tegishlidir.
Bundan tashqgari manbalarning tafsiriga ko‘ra — “Xusrav Dehlaviy sanskrit tilida
musiqaga doir bir nechta risolalar yozgan bo‘lib, hind musiqasiga tegishli yangi
ilmiy-nazariy fikrlarni bayon etgan. U o°zining risolalarida Abu Nasr Farobiy, Ibn
Sino, Ibn Zayla kabi Shargning buyuk olimlarini musiga nazariyasi hagidagi
ta’limotlarini davom ettirib, ularning fikrlarini kengaytirgan™ [2:29-30]. Shu bilan
bir gatorda XVII asrda yashagan Markaziy Osiyolik musigashunos olim Darvesh
Ali Changily o‘zining musiqaga oid risolasini yozishda Xusrav Dehlaviy
asarlaridan keng foydalanganligini qayd etib o‘tgan [3:7].

Xusrav Dehlaviy ijodida alohida o‘ringa ega bo‘lgan risolalardan biri
“E’jozi Xusrav”dir. Ushbu risola o‘z davrining bir qator sohalariga tegishli
qimmatli ma’lumotlarni yoritishga bag‘ishlangan bo‘lib, musiga san’atiga ham
e’tibor qaratilganligi zamon olimlarining olib borgan ilmiy tadqiqotlarida qayd
etib o‘tiladi.

Xusrav Dehlaviyning “E’jozi Xusrav” (“Xusrav mo‘jizasi”’) ensiklopedik
risolasi mugaddima va beshta risoladan iborat. Har bir risola xat'!larga, xatlar esa
harflardan tashkil topgan. Risoladagi beshta bo‘limning barchasi “E’jozi Xusrav”
deb nomlanadi:

Risola Xat Harf
1 - Risola 10 57
2 - Risola 10 25
3 - Risola 2 27
4 - Risol 5 10

8 Gandxarva- sanskrit tilida xushbo‘y ma’nosini anglatadi. Maxabxorat, Ramayana dostonlarida qo‘shiqchi va
musiqachilar sifatida tasvirlangan.

® Abxinavagupta — mashhur hind faylasufi va musigachisi. Shivaizm maktabining yirik namoyondasi.

10 “Canrurapatakap” — “Mycuka yMMOHM® MYCHKA Ha3apusAcura OaFuIIaHrad Oyiamb, puconaia paraiapra,
MYCHUKHUH Oe3akiapra, yrdoBiapra XxaMmaa MyCHKUNA JOJFYJIap Xakua cy3 FOpUTHII]IH.

11 «“Sangitaratnakar” — “Musiqa ummoni” musiqa nazariyasiga bag‘ishlangan bo‘lib, risolada ragalarga, musiqiy
bezaklarga, o‘Ichovlarga hamda musiqiy cholg‘ular haqida so‘z yuritiladi.



| 5 - Risola | 6 | 15 |

Qadimiy risolanavislarning an’anaviy uslublariga ko‘ra uning kirish, ya’ni
debocha qismi xos tarzda hamd, na’t, madh etish qoidalari bilan boshlanadi.

Bu bo‘limda Dehlaviy “yangi uslub yaratish sababi hagida”, ‘“she’r
san’ati”, “Yozuvchilar (olimlar)ning puxta yo ‘nalishi vasfi va kotibning yangi
qalam tebratishi haqida”, “Kamina arabiy she’rlarining uzri haqida” kabi
mavzular xususida so‘z yuritilgan. Ikkinchi xat- “Mufradot (so zlar yo alohida
baytlar) hagida” deb nomlanib, beshta harfdan iborat. Bu bo‘limda ham asosan
so‘z san’atiga alohida e’tibor qaratgan, jumladan “Serma’no (ko ‘pma’noli)
so zlardan foydalanish to ‘g ‘risida”, “Sof forsiy lafzlardan jimjimadorlik
uslubining bayoni hagida” kabi bo‘limlari mavjud. Uchinchi xat- “Nahv
(sintaksis) lafzi latofati (nozikbayonligi) hamda mavjud undagi munosib hijoli
harflarning o ‘zgartirish usuli va ulardagi jimjimadorlik ko ‘rinishi” deb
nomlangan va u 8 ta harfdan tuzilgan. “Ma 'no va o ‘zgarishi ziyoda bo ‘ladigan
lafzlarning o ‘rinlarida va ularning sarf va nahvdan o xshashi hamda misollari”,
“Hijoli harflardan chiqadigan go zalliklar (latoif) haqgida”, “Forsiyda
Jjimjimadorlik baxsh etgan hijoli harflar go zalligi haqida” kabi bo‘limlarda
gramatika xususida so‘z yuritiladi. To‘rtinchi xat — “I/lmiy atamalar va lafzlardan
chigadigan nodirliklar hagida” deb nomlanadi. 4 ta harfdan tarkib topgan.

Beshinchi xat — “Qadimgi nomanavislikka magbul lafzlar va yangi uslubda
foydalanish kyrinishi” deb ataladi va bu xat 8 ta harfdan iborat. Mazkur xatda
Dehlaviy asosan so‘z ma’nolariga ahamiyat qaratgan bo‘lib, unda “Uzr so zi”,
“Insho Alloh” kabi so‘zlarning ma’no mohiyati haqida so‘z yuritilgan. Oltinchi
Xat — 3 ta harfdan tashkil topgan bo‘lib, “Noma (maktub) boshidan to magsad
boshigacha keladigan kitobat (yozuvlar), ismlar, taxalluslar, lafzlarning tarkibiy
munosabati haqida, “Muqgaddimalar bayoni xususida kabi mavzular yoritilgan.
Yettinchi xat — “Oltinchi harfga tegishli mazmunlar boshlang ‘ichi va yashirin
magsadlar to ‘g ‘risida” deb nomlanib, oltinchi xatning davomi sifatida mavzular
bayon etish bilan bir qatorda “furk, va hind xalglaridagi ismlar”, “qarindosh-
do ‘stlar o ‘rtasidagi munosabat”, “maktublar jo ‘natish, choparlar, hadyalar,
podshohlar muhri(hukm), tortiglar, musta’or (qarzlar), diniy ashyolar, diyonat
va boshqa turli ahvollar xususida” so‘z yuritilgan. Sakkinchi xat — 3 ta harfdan
iborat bu bo‘lim duolar, rasm-rusmlar to‘g‘risida. Jumladan, . ”Yangi rasm-u
rusumda erkaklar duosi(yvodi)”, “Yangi rasm-u rusumda eski so z va duolarni
foydalanish” kabi mavzular yoritilgan. To‘qqizinchi xat yettida harfdan iborat.
Bu bo‘lim o‘n ikki oy, mavsumlar, yulduzlarga qarab hafta kunlarini aniglash kabi
mavzular bayon etilgan.

O‘ninchi xat sakkizta xarfdan tarkib topgan. Kitob va maktub yozish
o‘rtasidagi farq va ularning uslublari to‘g‘risida batafsil so‘z yuritgan.

Ikkinchi risola “Risola ul-E’joz” deb nomlanib, 10 ta xatdan tashkil topgan.
Mazkur risola maktublardan tuzilgan bu risola hukmlar, shayx, qozilar
maktublari, ularni yozish qoida-tartiblari; astranomiya faniga doir quyosh, oy va
yulduzlar; ota-ona, farzand, qarindoshlar va wular o‘rtasidagi munosabat
to‘g‘risida; arabiy va forsiy yozuvlar, turli mevalar va gullar; musiga ilmi;
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shaxmat va narda, ulardagi toshlarning o‘yindagi va hayotdagi o‘rni kabi
mavzular haqida batafsil yoritib o‘tadi.

Uchinchi risola “Risola ul-E’joz”- ikkita xatdan iborat. Xusrav Dehlaviy bu
risolani "Risola Uul-E’joz dan yaratilgan narsalar latofati hagida deb so‘z
boshlaydi risolaning mugaddimasida. Butun risola nazm va nasr she’riy san’atiga
bag‘ishlangan bo‘lib, uning turli san’atlari, uslublari haqida batafsil so‘z yuritgan.

To‘rtinchi risola “Risola ul-E’joz” — 5 ta xatdan iborat. Dehlaviy mazkur
risolaga “Ma 'naviyat mezonlaridan iborat to ‘rtinchi risolada bayon etishi zarurat
bo‘lgan kayfiyat haqida. Tashbehlar, badiiy ajoyibotlardanki, bu gismning
yvoqimlisidir. Bu bo ‘limda tafsiliy harflar xo ‘bdur (vaxshidur) [4:248] — deb ta’rif
beradi. llImu-hikmat, odob-ahlog, shu bilan birga marosim va tabrik maktublari
mavzulari haqida so‘z yuritilgan.

Beshinchi risola “Risola ul-E’joz” — 6 ta xatdan tashkil topgan. Mazkur
risolada “Qalam uslubi”, “Yugori ajdodlar va astrologiya nisbati xususida”,
“Hukmlar tyg risida”, “Motam kitobati to ‘g ‘risida”, “Podshohlar toji (bosh
kiyim) hukmi tyg ‘risida” kabi harflardan iborat.

Mazkur bebeho asar epistolografiya hamda uning yo‘nalishlarining barcha
jabhalarini gamrab olgan nazariy asar hisoblanadi. Asar o‘ziga xos original
uslubda yozilgan bo‘lib, ikkinchi Risolaning 9-xati, 3-harfi “Harfi sevum dar
inshi’obi usuli furui musiqi” deb nomlanadi. Amir Xusrav Dehlaviy avvalo
asosan ushbu bo‘limda musiqa sohasi haqida fikr yuritadi.

Risola yozuvchilarni ikki guruhga ajratish mumkin, ya’ni musiqa amaliyoti
bilan shug‘ullanganlar yana biri musiga nazariyasini o‘zlashtirganlar. Xusrav
Dehlaviy esa musiga nazariyasi va amaliyotining mohir ustasi bo‘lgan va ushbu
ikki sohada qimmatbaho asarlar yaratgan musiqashunos olim desak mubolag‘a
bo‘lmaydi. Uning asarlarida adabiy va turli xil tarixiy voqgealar, shuningdek, hind
xalgi va hindlarning musiqgiy boy merosi hagida juda ko‘p ma’lumotlar mavjud.
U o‘z zamonasining to‘ng‘ich o‘g‘li sifatida musiqa haqida foydali amallar qildi
va uning har bir yozgan asarida yuqori nazariya va amaliy garashlar bilan sharx
berdi. Yozma manbalarga ko‘ra Xusrav Dexlaviy she’riyat va musiga olamiga
juda yosh kirib kelgan.U haqida juda ko‘plab asarlar yozilgan, musiqa ilmi va
amaliyotida esa uning nomi “Hind to‘tisi” taxallusini olgan.

Xusrav Dehlaviy musiganing rang-barang sadolarini topgan. Shuning
zaminida musiga nazariyasiga doir usul, ijro va ijod uslubi ustozona asarlarni
ijtimoiy ahamiyatga ega badiiy-ma’rifiy musiqalarni bayon etgan.

Keltirilgan tavsilotlarning manbai fors-tojik va hind musiqga ijodi va hind
tadqiqot tasnifi nuqtasidan Amir Xusrav “E’jozi Xusrav” musiqa faslida
tasdiglaydi. “Sanskrit tilidagi ma’lumotlar shuni ta’kidlaydiki, Amir Xusrav Hind
musiqa ilmi va amaliyotida juda ko‘p ixtirolar qilgan™ [5:143].

Amir Xusrav Dehlaviy jjodida o°ziga xos o‘rin egallagan va ijjodining yetuk
davrida yozilgan bu risolani, ijodkorning musiga borasidagi  bilim va
tajribalarning inikosi sifatida ko‘rish mumkin. Dehlaviy bu risola orqali musiqiy-
nazariyotchi, tangidchi, ustozlik, xonanda va sozanda kabi bilimlarini badiiy
ijodkor, musigashunos olim hamda adabiyotning yetuk namoyandasi sifatida
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tagdim etgan. Risola orqgali ijodkor nafagat adabiyotda, balki musiga ilmida ham
yetuk mutaxasis ekanligini isbotladi.

Foydalanilgan adabiyotlar:

1. AmMup Xycpasu [lexnaBu. 9mxo3u Xycpasu. — Jyman6e, 2013.

2.Baloch N. The Great Turk Genius Amir Khusraw and his
Accomplishments in Music. Avrasya Incelemeleri Dergisi — (AVID), I1I/1 (2014).

3. Hapsem Anu Yanru. Tpakrat o my3sike. [lep. CemenoBa. — Taikenr,
1946.

4. My3bIkanbHast 3cTeTHKa cTpad Boctoka. — Mocksa, 1967.

5. PamxaboB A. Maganustu mycukuii Tounk aap acpxou XIII-XIV. —

Jyman6e, 1987r.

SHARQ MAQOMLARIDAGI UYG‘UNLIK VA
O°‘ZIGA XOSLIK

Mohichehra SHOMUROTOVA,
Yunus Rajabiy nomidagi o zbek milliy
musiqa san’ati instituti dotsenti,

O ‘zbekistonda xizmat ko ‘rsatgan artist.

(O ‘zbekiston)

Annotatsiya: Betakror go ‘zallikka va mukamallikka, o ‘ziga xos tarixga ega
Sharq maqolmari bugungi kunda dunyo e’tibor markazida. Ushbu maqgolada
Sharg xalglaridan Turk va Ozarbayjon xalgiga mansub magomlar hagida
qisqacha ma’lumotlar berilgan.

Kalit so‘zlar: makam, mug ‘am, magom, mumtoz asarlar, Sharq xalglari.

Sharq xalqlari azaldan o‘zining betakror musiqa san’ati bilan dunyoni lol
qoldirib kelgan. Sharq san’ati hamisha sirli, jozibador, betakror, deya sifatlangan.
Eng muhimi bu musiqgalarning yaratilishi uzog- uzoq yillarga borib tagaladi.
Demak, asrlar, yillar davomida ular shakllanib, sayqgallanib, dillardan-dillarga
ko‘chib, bugugi kunga gadar yetib kelgan. Maqom atamasi bizda “maqom”,
Turklarda “makam”, Ozarbayjonlarda “mug‘am”, deb yuritiladi. Aytilishi,
talaffuzi deyarli bir hil. Ijro uslubida, tartiblanishi va tarkibida ham oxshashliklar
bor, ammo o‘ziga xosliklar bu san’atni aynan o‘sha xalqga mansubligini bildirib
turadi.

Turk musiqasida “maqgam” tushunchasi eng avvalo ladga tegishli sanaladi.
Magomlarning asosini o‘zaro farglanuvchi kichik ladli tuzilmalar tashkil etadi.
Ladlarning soni, ularning asosiy xosilalari ko‘p bo‘lib, hammasi ham amaliyotda
ishlatilavermaydi, tahminan 13-15 tasi ishlatiladi xolos. Lad-makamlarning
nomlanishi ko‘p hollarda geografik tushunchalarga, ya’ni ularning yaratilish
joyiga (Isfahon, Sheroz, Iroq, Nahavent), timsoliy tasavvurlar (Rost — to‘g‘ri,
xaqqgoniy, Polistan — atirgullar bog‘i)ga bog‘liqdir [12:35].

172



Turk musiqa san’ati tarixiga bag‘ishlangan adabiyotlarda qayd etilishiga
ko‘ra o‘tmishida jami 556 ta makamlarning nomi tilga olinadi. Shunday boisa-da,
ular tartiblashtirilmagan, turkumli holga keltirilmagan, ya’ni og‘zaki ravishda va
targog holda rivojlangan. Nomlari gisman yozma holda yetib kelgan ekan,
ko‘pchiligining parda tuzilishlari hozirgacha noma’lum bo‘lib qolmoqda.
Ba’zilarining nomidan kelib chigadigan bo‘lsak, ehtimol, ulardan ganchasi bir
xildagi parda asosiga ega bo‘lsa kerak.

“Makam” deganda turk musiqasida muayyan badiiy va mantiqiy ma’noga
ega, ichki tartibga asoslangan tovushgatorlar tizimi tushuniladi. Bu yerda lad,
ichki tuzilmalaridan tetraxord, pentaxord, geksaxordlar nazarda tutilgan. Makam
pardalarining o‘zaro birikmalari nihoyatda xilma-xil va ko‘p sonlidir. Ular
tuzilishi bo‘yicha oddiy, murakkab va ko‘chirilgan (bir tayanch pardadan
boshqasiga) toifaga ajratiladi. Shunday bo‘lsa-da, turk musigasida asosiy
makamlar soni 13 ta: Chargah, Hijaz, Puselik, Xumayun, Kurdiy, Uzzal, Rast,
Zengule, Ushshak, Karchigar, Huseyniy, Neva, Syuzinek [7].

Boshga manbada esa, an’anaviy turk musigasida jami 14 makam nomlari
keltirilgan bo‘lib, ular parda-lad ma’nolarini yo‘qotmay yuritib kelinmoqda.
Bular: Yegah, Zirgyule, Nim Hisar, Dugah, Ashiran, Segah, Ajam, Puselik,
Ashiran, Chargah, Irak, Hijaz, Rast, Neva.

Turk an’anaviy musiqa san’atida fasl nomli turkumli shakl ham keng
tarqalgan. Bu shakldagi asarning har bir bo‘limi aniq bir magom ko‘rinishida
bo‘ladi. Bunda ijrochiga shu lad chegaralaridan chigmagan holda katta
badihago‘ylik erkinligi beriladi. Faslni odatga ko‘ra, rivojlangan, shakliga mos
bo‘lgan instrumental kirish — peshrav ochadi. So‘ngra vokal epizodlar
instrumentallari — taksimlar bilan navbat almashadi. Musigachi-ijrochi tanlangan
lad me’yorlari asosida turli hil musiqiy parcha va passajlarni improvizatsiya
qgiladi.

Fasllar tarkibiy xususiyatlariga ko‘ra 3 ta yirik turga bo‘linadi: oddiy
(asosiy), ko‘chirimli (transpozitsiya), murakkab. Birinchi turdagi oddiy maqomlar
ikkinchi va uchinchi turdagi magomlarning asosiy omili sanaladi. Bir magomdan
boshlanib, boshga pardaga ko‘chirilgan fasl — maqomlar ko‘chirimli, ya’ni
tarnspozitsiyali maqomlar deb yuritiladi. Ko‘chirimli maqomlar tarkibiga —
Chorgoh, Busalik, Kurdi, Zerguleli, Hijoz, Neva, Segohlar kiradi. Bu magomlar
oddiy fasllardan hosil bo‘ladi. Murakkab maqomlar oddiy magomlarga nisbatan
shakl, mazmun va tarkib jihatidan murakkablashgan magomlardir.

Turk murakkab magomlarining kelib chiqish tarixi bir gator manbalarda
aytib o‘tilgan. Xususan, Turk olimi Yilmaz O‘ztuna o‘zining “Turk dunyasi el
kitabi” asarida shunday deydi: “Turk musiqasi tarixida Selim (1789-1808) ismi
bilan elga mashhur podsho bo‘lgan. U davrda ijrochi musiqachitlar juda kam
bo‘lib, podsho Selim 0°‘z musiqa maaniyatini boyitish magsadida musiqgachilarga
turli hil magomlarni yozishni buyuradi. Yozilgan har bir magom uchun esa ularga
mukofot ta’sis etadi. Ayrim manbalarga ko‘ra Selimning o‘zi ham bastakor
sifatida 15 ta maqom faslini yaratgan ekan” [2:63].

Tarixda shunga o‘xshash holat bizning yurtimizda ham bo‘lgan. Fagat bu
ishlar magomlarni kelajak avlodga yozma rivishda qoldirish magsadida olib
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borilgan. Muhammad Rahimxon Il Feruz o‘z zamonasida san’atga alohida xurmat
va ¢’tibor bilan yondoshgan. E’tibor shu darajaga yetdiki, xon farmoniga muvofiq
qo‘shiglardan iborat maxsus bayozlar tuzildi, musiqiy risolalar bitildi, olti yarim
magom notaga tushirildi.

Komil Xorazmiy Feruzning farmoni bilan «Tanbur chiziglari» deb
ataluvchi Xorazm notasini yaratdi va «Rost» magomining bosh gqismini notaga
tushirdi. Uning «Rost» maqomiga bog‘langan «Murabbai Komil», «Peshravi
Feruz» singari kuylari notaga yozilgani holda hozirgacha saqlanmoqda va
xonanda, sozandalar tomonidan kuylanmoqda [11:23].

Qadimiy va betakror musigiy madaniyatga ega Ozarbayjon xalgi ham
o‘zining mug‘omlari bilan ham faxrlanadi. Ozarbayjon mug‘omlari haqida so‘z
ochilganda, uning juda murakkab san’at turlaridan biri ekanini alohida e’tirof
etmoq joiz. U o‘zida mumtoz she’riyat bilan bilan birgalikda mahalliy uslubga
x0s bo‘lgan musiqiy badihachilik an’anasini jamlagan [9:12]. Uning cholg‘u
gismi ham, aytim qismi ham ijrochidan o‘ta yuqori professionallikni talab etadi.

Mug‘omlarning eng rivojlangan va keng tarqalgan davri XIII-XV asrlarga
to‘g‘ri keladi. Ozarbayjonda mug‘omlar gadimdan maxsus professional
tayyorgarlikdan o‘tgan, badihachilik xususiyatiga va ajoyib musiqiy xotiraga ega
bo‘lgan xonanda va sozandalar tomonidan ijro etilgan. Mug‘omlar an’analarga
asoslangan holda badihalanadi, avloddan avlodga og‘zaki tarzda yetkazib
beriladi, ko‘plab ijrochilarning ijodiy fantaziyasi yordamida boyitiladi.

Mug‘om ashulalari Ozarbayjonning o‘rta asr va zamonaviy she’riyatiga
asoslanadi. Mug‘omlarda asosiy mavzu sifatida ilohiy muhabbat kuylanadi. Shu
bilan birga, mug‘om kompozitsiyasi sufiylikka juda o‘xshash deyiladi, bir qancha
ilmiy manbalarda. Aniqroq qilib aytganda, ijrochi o‘zining badihachilik mahorati
bilan asarning rivojlanishi jarayonida Yaratganga yaginlashib boradi.

Mug‘om — dastgohlar aytim va cholg‘u ijrochiligining murakkab shakli
sanaladi. Ularning har biri o‘z ichki aloqalari va qonuniyatlariga ega bo‘lgan
butun, monotematik va keng ko‘lamli tizimdir. Ularda she’riy, shuningdek,
qo‘shiq va rags muqaddimasi birlashadi. Mug‘om — dastgohlarda tegishli mug‘om
qismlari ya’ni badihago‘ylik bo‘limlari (sho‘ba) va tasnif hamda rang kabi
Kiritilgan bo‘laklar mavjud. Ikkinchisi aniq usulga asoslangan tizim bilan ajralib
turadi va shu jihati bilan mug‘om bo‘limlarini o‘zaro birlashtiradi [10:64].

Ozarbayjon mug‘omlarining o‘ziga xosligi ohang rivojlanishida
badihachilik turining ustunligidadir. Ulardagi badihago‘ylik o‘ziga oid
pardatuzukdan chetlashmagan holda shakllanadi. Mug‘om dastgoh bo‘limlarining
asosini tashkil etuvchi musiqiy mavzular avval lad tonikasini kuylaydi, so‘ngra
tasnif va rangda ixchamroq shaklda takrorlanadi. Keyin badihago‘ylik yuqoriroq
registrga o‘tkaziladi, bu yerda qo‘shiq tersiya, kvarta, kvinta va oktavadan iborat
musiqgada ijro etiladi. Har bir bunday harakat rang yoki tasnif bilan yakunlanadi.
O‘rta va baland tessiturada qolgach, avjiga chigqandan so‘ng, ohang pastga
tushadi va boshlang‘ich pardasiga qaytadi. Umumiy pardatuzuk va yagona asosiy
pardatuzuk bilan o‘zaro bog‘langan aniq usulga ega va erkin usulli bo‘limlarning
(sho‘ba) almashinishi mug‘omlarda har bir bo‘limining (sho‘ba) badihago‘ylik
tarzida rivojlanishining mohiyatidir [1:73].
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Yana bir jihatga to‘xtalib o‘tish joizki, Ozarbayjon mug‘om ijrochiligida
tasniflar, ranglar kabi mug‘omlardan alohida shakllangan. Mug‘om dastgohlar
yuzaga kelishi bilan xonandalar tasnif va ranglarni mug‘om — dastgohlar tarkibiga
ularning erkin bo‘limlari sifatida kiritila boshlandi. Mug‘om — dastgohlarning har
bir bo‘limiga rang va diringilardan farqli ravishda tasniflarning qo‘shilishi har
doim ham shart emas. Bu mug‘om badihachiligining xarakteriga bog‘liq sanaladi.

Ozarbayjon xalq musiqasining ko‘zga ko‘ringan nazariyotchilaridan biri
M.S.Ismaylov mug‘omlarning umumiy shaklida tasnif va ranglarning uchta
vazifasini ajratgan:

1. Mug‘om bo‘limlari orasida mutanosiblikni yuzaga keltirish;

2. Mug‘om bo‘limlarining biridan boshqasiga o‘tishida bog‘lovchi;

3. Xonandaga tin olish imkoni [13:35].

Umumiy qilib aytganda Ozarbayjon mug‘omlari xalgning aytim-cholg‘u
kompozitsiyasining oliy namunasi sanaladi. Ular hissiyotga boyligi, chuqur
ma’naiy va falsafiy mazmunga egaligi bilan ajralib turadi. Asrlar osha mug‘omlar
rivojlanish jarayonini bosib o‘tdi va bugungi ko‘rinishda shakllandi. Qadimdan
“mug‘omot” yoki “mug‘om — dastgoh” o‘n ikki maqom, ya’ni Ushshoq, Navo,
Busalig, Rost, Iroq, Isfaxon, Zirafkand, Buzruk, Zangula, Revaxi, Xusayni, Xijoz,
24 bo‘lim, 48 gusha, 6 ovoz, ranglar va tasniflardan iborat sanaladi [8:28].
Ozarbayjon musigasida “mug‘om” atamasi ikki ma’noda ishlatiladi. Birinchi
ma’nosi bo‘yicha mug‘om pardatuzuk demakdir. Zamonaviy Ozarbayjon xalq
musigasida 7 ta asosiy pardatuzuk yoki mug‘om: Rost, Shur, Segoh, Chaxogoh,
Shushtar, Bayoti Sheroz, Humoyun va bir nechta qo‘shimcha mug‘omlar mavjud.
Ikkinchi ma’nosiga ko‘ra, mug‘om deganda o‘ta murakkab va qiziqarli, o‘ziga
xo0s tuzilmaga ega va bir necha bo‘limlardan iborat bo‘lgan musiqiy asar
tushuniladi. Har bir mug‘om ma’lum bir pardatuzuk asosida tuziladi va qat’iy
qoidalar doirasida rivojlanadi. Mug‘om ijrochilari, ya’ni xonanda va sozandalar
o‘zlarining ijodiy fantaziyalari, mahorat va iste’dodidan kelib chiggan holda
mug‘omlarni ko‘plab o‘zgarishlar, yangi ranglar, “zangula” lar bilan boyitib
keldilar. Xonanda va sozandalarning aynan badihachilik mahorati sababli
Ozarbayjon mug‘omlari bugungi shakliga qadar yetib keldi. Ozarbayjon mug‘om
ijrochiligida badihachilik an’analari bugungi kunda ham kuzatilmoqdaki, bu
mug‘omlar yanada rivojlanishda davom etmoqda.

Ozarbayjon mug‘omlari boshqa xalglarning maqomlaridan o‘zining
badihaga boyligi va yorqinligi bilan ajralib turadi. Shuning uchun ham
professional ijrochilar mug‘omlarning ijodkorlari sifatida ham namoyon
bo‘ladilar. Zarb — mug‘omlardan “Hayrati”, “Arazbari”, “Ovshari”, “Mansuriyo”,
“Samai Shams”, “Karami”, “Kasma Shikasta”, “Qorabog* shikastasi”” Ozarbayjon
mug‘omlarining alohida turlaridan biri sanaladi. Ushbu mug‘omlarning o‘ziga
xo0s bo‘lgan asosiy jihatlaridan biri shuki, mug‘omning aytim badihachiligida
xonanda aniq belgilangan metroritmga bo‘ysunib boradi. Bunda gaval va nag‘ora
asosiy kuzatib boruvchi vazifasini bajaradi [6:42].

Ushbu kichik izlanishim natijasida shunga amin bo‘ldimki, Ozarbayjon
mug‘om ijrochiligida badihachilik an’analari ilmiy jihatdan yanada to‘liqroq
o‘rganishni talab etadi. Musigashunos olimlar, tadqiqotchilar mug‘omlar bilan
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bog‘liq koplab jihatlarni, muammolarni, badihachilik ana’analarini ham gisman
o‘rganganlar. Ammo bu an’ana yillar davomida rivojlana borib, har bir
professional xonandaning o‘z badihachilik uslubi shakllanganligi, bu uslublarning
o‘zlashtirilish darajasi, ta’limdagi ahamiyati kabi muammolarni ochib berish va
tadqiq etish borasida ogsash kuzatilmoqda. Ammo o‘zbek olimlarining, xususan
musiqgashunos olim, professor R.Yu.Yunusovning Ozarbayjon mug‘omlarining
tarixiy va nazariy masalalari hamda ularni o‘zbek-tojik magomlari bilan giyosiy
o‘rganish borasida olib borgan samarali tadgiqotlari tahsinga loyiq. Aynigsa
uning 1992-yilda Toshkentda nashr etilgan “Makomi i mugami” nomli kitobidan
mavzuga oid ko‘plab ma’lumotlarni olish mumkin.

Biz gaysi bir Sharg xalglarining magomlariga murojaat gilmaylik har
birinig boshga bir xalg maqomiga o‘xshamaydigan betakror jihatlari mavjudligini
paygaymiz. Aynan mana shu jihatlar Sharq taronalarining mukammal bir san’at
ekaniga, rang baranglikda tengsiz ekaniga ishoradir. Biz barchamiz, yosh
tadgiqotchi olimlar oldida mana shu san’atni tadgiq etish, kelajak avlodga
yetkazib berish, butun dunyoga uning gavhar kabi bebaho ekanini namoyish
etishdek katta vazifa turganini unutmasligimiz lozim.
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13. FOnycoB P.}O. O cpaBHUTETHHOM H3yYE€HWH MAKOMOB U MyramoB //
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O‘ZBEKISTON XALQ ARTISTI KOMILJON OTANIYOZOV
YARATGAN “XORAZM LAZGISI”

Gavhar MATYOQUBOVA,

O zbekiston davlat xoreografiya akademiyasi
Urganch filiali professori,

O ‘zbekiston xalq artisti.

Annotatsiya: O ‘zbekiston xalg artisti Komiljon Otaniyozov sergirra
iste’ 'dod sohibi edi. Mazkur magolada buyuk hofiz yaratgan “Xorazm Lazgisi”
hagida so ‘z yuritiladi.

Kalit so‘zlar:  marosim, ilohiy kuy, maktab, hofiz, bastakor, vyalla,
“Lazgi”, qadriyat, Xorazm, an’ana, madaniy meros.

San’at turlari ichida milliy rags va musiqa inson ruhiyati va ongu shuuriga
tez ta’sir etuvchi vosita sifatida ajralib turadi. Yoshlar qalbida tarixga qiziqish va
hurmat, qadim gadriyatlarga muhabbat tuyg‘usini shakllantirishda, mafkuraviy
tahdidlar va ommaviy madaniyat ta’siriga qarshi tura oladigan komil insonlar
qilib tarbiyalashda san’at muhim ahamiyat kasb etadi. Albatta, har qanday milliy
madaniyatning asosini uning millatga ruh bag‘ishlovchi tarixi, san’ati, milliy
gadriyat va an’analari tashkil etadi.

Jahon san’ati va madaniyati, ilm - fani tarixiga nazar solsak, u to‘xtovsiz
ravishda muhtasham an’analar, umri boqiy tamoyillar, mustahkam negiz va
asosga ega milliy va umuminsoniy qadriyatlar hisobiga boyib borayotgani,
yuksak iste’dodli san’atkorlar yaratgan asarlar nafaqat o‘z millati, balki qardosh
xalglar ma’naviy kamoloti, milliy o‘zlik tafakkuri va rivojiga sezilarli ta’sir
ko‘rsatib kelayotganini ko‘rish mumkin. Ma’naviy madaniyati yuksak xalgning
gadriyatlari ham yuksak bo‘ladi. Qadriyatlar insonning o‘zligini anglashida,
komillikka intilishida alohida vosita hisoblanadi.

Xorazm san’atida xalqimizning boy tarixi, madaniy an’analari,
ajdodlarimizning orzu — intilishlari, gadimiy gal’alar jozibasi, me’moriy obidalar
nafosati, ona tabiat go‘zalliklarining betakror manzaralari to‘liq aks etadi. Buyuk
hofiz, O‘zbekiston, Turkmaniston va Qoraqalpog‘iston xalq artisti Komiljon
Otaniyozov serqirra iste’dod sohibi edi. Muhtaram Prezidentimiz to‘g‘ri
ta’kidlaganidek, “Ona yurt go‘zalligini, Vatanga muhabbat, sevgi va sadoqat,
ezgulik, mehr—oqibat kabi yuksak insoniy tuyg‘ularni avj pardalarda kuylagan
Komiljon Otaniyozov ham hofiz, ham sozanda, ham bastakor sifatida betakror
ijodiy maktab yaratib, tariximizda o‘chmas iz qoldirdi” [1].

Bu izlanishlar hofizning keyinchalik san’at olamida yangi yo‘nalishlar
yaratishiga zamin bo‘ldi. U she’r yozar, kuy bastalar, 0‘zi ijro etar, rol o‘ynar,
rejissyorlik ham qilar, bir so‘z bilan aytadigan bo‘lsak, o‘sha davr san’atining
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sardori edi. Ustoz arab tilini bilar, she’riy matnlarning mag‘zini chaqib,
shogirdlariga o‘rgatar, ularning kitob o‘qishini talab qilar, ham ilmiy, ham ijodiy
jihatdan haqiqiy ustoz edi. Uni hayotligidayoq o‘zbek san’atining faxri,
madaniyat tarixining katta bilimdoni sifatida e’tirof etishardi.

Zamondoshlarining xotirlashicha, “1949-yilda Komiljon Otaniyozov,
Zuhur Qobulovlar tashabbusi bilan Urganchda ashula va rags ansambli
tuzildi.Bunga yirik sozandalar va juda ko‘p yosh talantlar jalb etildi. Ansamblning
maqgsadi klassik — mumtoz kuy va ashulalar bilan bir qatorda xalq qo‘shiqlari,
termalarini to‘plab bir tizimga solish, shu asosda katta konsert dasturini vujudga
keltirish edi. Shunday qilib, Xorazm san’ati — sanoyi nafisasi tarixida birinchi
marta juda boy, rang-barang ko‘rinishdan iborat, ham mumtoz, ham zamonaviy
ashula va laparlar, dostonlar, Xorazm raqgslaridan iborat juda katta konsert dasturi
yuzaga keldi” [4:93].

K.Otaniyozov tamal toshini qo‘ygan vyallali ragslarning o‘ziga xos
murakkab tomonlari bor edi.Ya’ni, ijro uslubi asosan aytilayotgan qo‘shigning
ma’nosini raqs harakatlari orqali ifoda etib, tushuntirishdan iborat bo‘lgan. Ulug*
hofiz, raqqosa o‘zining maftunkor harakatlari bilan qo‘shigning ta’sir kuchini
oshirishi, musiga, matn va rags uyg‘unlashib, mukammal san’at asari darajasiga
ko‘tarilishi kerak, deb hisoblardi.

Buyuk hofiz iste’dodining bu qirrasi maxsus tadqiq qilinishi lozim. Zero,
“Komiljon Otaniyozov Xorazm raqs san’atida yallali, ya’ni qo‘shiqqa ragsga
tushish yo‘nalishi nazariyasini ochib berdi. Bu yangi yaralgan raqs yo‘nalishi
oldingi ragslar uslublaridan farq gilar edi. Yana shunisi muhimki, yalla ragslari
raqqosadan aytilib turgan so‘z mazmuniga qarab raqs harakatlari yaratishi,
yaralgan harakatlar bir-biriga o‘xshamasligi, bir harakatni gayta takrorlamasligi,
eng muhimi ijro etilayotgan qo‘shiq ichida yashashlikni talab etardi. Men
ustozning yallali ragslariga o‘yinga tushganimda u so‘zni yodlaganimni tekshirar,
repetitsiya davrida har bir so‘zni, harakatlarni o‘n martalab qaytartirar, bir-biriga
o‘xshamagan raqgs uslubini topishni talab gilar edi. Shu yo‘l bilan bizga ustoz ham
qat’iylik, sabrlilik, izchillikka da’vat qilib, yangilik yaratishga, ijod qilishga
o‘rgatgan”[7:96]. Bu o‘rganishlar besamar ketmadi, san’at olamiga endi kirib
kelayotgan yoshlar uchun yetuklik va kamolot sabog‘i bo‘ldi. Ularning bilim va
faoliyat doiralarini kengaytirdi. Keyinchalik ularning hayotini san’atga
bag‘ishlashi uchun poydevor vazifasini o‘tadi.

XX asr boshida rags harakatlarini sharhlab, ularni yoshlarga o‘rgatadigan
ustozlar ham kam bo‘lgan. K.Otaniyozovning raqqosalarga qo‘ygan talabi,
shartlari orqali izlanib, yig‘ilgan tajribalarga suyanib, raqs olamida “Yallali rags
jjrochi ragqosalar”i degan yangi san’at turiga asos solindi. Bu yangi yaralgan
rags yo‘nalishi oldingi ragslar uslublaridan farq qilar edi. Yana shunisi muhimki,
“yalla” raqgslarida raqqosa aytilib turgan so‘z mazmuniga qarab raqs harakatlari
yaratishi, yaratilgan harakatlarning bir-biriga o‘xshamasligi, bir harakatni gayta
takrorlamasligi, eng muhimi, ijro etilayotgan she’rning, qo‘shigning mohiyatini
anglab, uning ichida yashashi talab etiladi. Hofiz birinchi navbatda raggosaning
matnni  yodlagan—yodlamaganini tekshirar, repetitsiya davrida har bir so‘z
harakatlarining ma’nosini o‘n martalab qaytarar, bir-biriga o‘xshamagan raqgs
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uslubini topishni talab qilar edi. Shu yo‘l bilan shogirdlarida qat’iylik, sabrlilik,
izchillik hislarini uyg‘otib, ularni yangilik yaratishga, tinimsiz izlanishga, ijod
gilishga o‘rgatgan.

O‘tmishda ustozlar “Lazgi” kuyi inson yaralishining ilohiy musiqasi deb
hisoblashgan, unga so‘z bog‘lashga botinmay kelganlar. Hojixon Boltayev,
Sheroziy, Bola baxshi kabi mashhur san’atkorlar ham, xalfalar ham bu kuyni
dutorda, garmonda, torda ijro etganlar. Xorazm viloyat filarmoniyasi oltin
fondida ulardan meros kuylar durdona sifatida saglab kelinmogda. Ulargacha va
ularning davrida ham “Lazgi” kuyiga so‘z bog‘lash mumkin emas, deb gqaralgan.
Taniqli olim B.Muhammad Sharif to‘g‘ri ta’kidlaganidek, “O‘tgan asrning 20-30-
yillarida Xorazm ragslarini biladigan va talab darajada ijro etadigan raggos va
raqqosalar kamayib ketgan. Natijada Xorazmning takrorlanmas raqgs san’ati
oldida inqiroz xavfi paydo bo‘lgan. Bu tashvishli holatga mamlakatning Komiljon
Otaniyozov va boshqga yetakchi san’atkorlari o°z vaqtida e’tibor qaratmaganida,
kim biladi, hozir ahvol qanday bo‘lardi?”” [8:164].

“Xorazm Lazgi” sining uzoq asrlik tarixida uning “Masxaraboz Lazgisi”,
“Qayroq Lazgisi”, “Dutor Lazgisi”, “Surnay Lazgisi”, “Saroy Lazgisi”, “Xiva
Lazgisi”, “Changak Lazgi”, “Garmon Lazgi’si kabi 8 ta turi mavjud edi.
K.Otaniyozov san’at bo‘stoniga kirib kelganidan keyin ma’naviy jasorat
ko‘rsatdi, ya’ni atoqli shoir Komil Xorazmiy so‘zi bilan “So‘yla manga, ey
sanam, kimni sevar yorisan, ey qora ko‘z bo‘y-bo‘y” so‘zini naqorat qilib yangi
“Yallali Lazgi” raqsini yaratdi.

Hozirgi davrga kelib ustoz yaratgan bu “Lazgi” raqsi nafaqat
O‘zbekistonda, balki butun O‘rta Osiyoda yashayotgan o‘zbek san’atkorlarining
ijjodidan ham o‘rin olgan. Chet ellarda bo‘lib o‘tadigan bayram tantanalarida,
jahon sahnalaridagi konsert dasturlarini K.Otaniyozov yaratgan “Yallali Lazgi”
ragsisiz tasavvur qilib bo‘lmaydi. Buyuk hofiz yaratgan “Yallali Lazgi” raqgsi
jahonning 100 dan ortiq davlatlarida ijro etildi. Aynigsa, Hindistonda xorazmcha
yallali ragslarni ko‘rib, zavq va hayajondan ko‘zlari yoshga to‘lgan minnatdor
tomoshabinlar uni o‘rab olib, quchog-quchoq gullar hadya gilishgan edi. Ustoz
san’at orqali yoshlarni chiroyli hayotga, go‘zal yashashga rag‘batlantirish,
ularning iste’dodlarini kamolga yetkazish haqida ko‘p gapirar va o‘zi ham shu
tamoyillarga amal gilardi.

Darhagqiqat, “Komiljon Otaniyozov rahbarlik qilgan ansamblni “Lazgi” deb
nomlanishida ajoyib bir xislat bo‘lgan. Ansambl ishtirokchilari qayerda chiqish
gilsalar, ularda fagat bitta niyat — elga omonlik, tinchlik tilash orzusi bo‘lgan.
Avvalo, Komiljon aka san’at haqidagi xalq og‘zaki ijodida yuzaga kelgan
hikoyalarni juda sevar, ularni qiziqib mushohada qilardi. Ko‘p davra va
suhbatlarda soz, ashula orasida ajoyib notiq bo‘lib, xalqqa ularni hangoma qilib
bergan. Muxlislarda ajoyib tassurot qoldirib, xalq kuylaridan olgan jozibani
yanada boyitib berdi. Ustoz boshlagan bu an’ana hozirda ham uning shogirdlari
va izdoshlari tomonidan davom ettirilmoqda. Yurtimizda o‘tkazilayotgan bayram
tantanalari, to‘y-tomoshalar Komiljon Otaniyozov ijod qilgan “Lazgi’ning
“Omon-omon, omonay-omon” gismi bilan hofizlar tomonidan baland avjlarda
ijro etilib, yurtimizga tinchlik-omonlik tilab yakunlanmogqda™ [9:78].
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(O zbekiston)

Annotatsiya: Taqdim etilayotgan magqolada musiga san’atini poydevori
hisoblanmish tovush va tovushgator xususiyatlariga bildirilgan gomusiy hamda
musiqashunos olimlarning fikr-mulohazalarini o ‘rganish, uning zamirida
yangidan-yangi ilmiy-ijodiy jarayonlar ustida izlanishlar olib borilishi
mumkinligi hususida ozmi-ko ‘pmi ilmiy farazlar bilan ulashish magsad qilib
olingan.

Kalit so‘zlar: Sharq, tovush, interval, tovushgator, oberton, konsonans,
dissonans.

Musiqa olami koinot singari misli ko‘rilmas qirralarga ega bo‘lib, insoniyat
hamda jamiyat ma’naviyati, ruhiyatiga ozuqa ulashuvchi omil sifatida o‘ziga xos
o‘rin egallaydi. Fikrlarimiz aynan shunday boshlashimiz bejiz emas. Zamondosh
musigashunos-olimlarimiz D.Nurbaxsh, A.Nazarov, O.lbrohimovlar farazlariga
tayanib, tasavvuf an’anasida “musiqa” atamasi o‘rnida “samo’ ” so‘zidan istifoda
etilgan va u o‘z navbatida qiroatxonlik, zikr, hamdusano, munojot kabi
ma’nolarini ulashib, musiqa bilan bog‘liq barcha jarayonlarni qalban tinglash
tushuniladi deya ta’kidlangan [3:10].

Bizgacha yetib kelgan musiga nazariyasining yaralish tarixi hamda
nazariyasi gqadimgi Yunoniston musiga madaniyatiga tagaladi. Qadimgi Yunon
qomusiy olimlari fikrlariga ko‘ra musiga bu musiqiy-matematik-astronomik
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sintez asosida vujudga kelgan o‘ta qiziqarli sohadir. Nikomaxaning “O‘n qatorli
jadval”ida keltirilgan sonlarning quyidagi rang bilan ajratilganlari ketma-Kketligi
tabiiy oberton shkalasining 16 ta tovushlarini ifodalaydi.
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Yugqorida belgilangan “to‘rt qatorli jadval” Pifagor nazariyasi bo‘lib, tabiiy
oberton gatorining asosiy konsonans intervallariga mos keladi.
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Nikomaxaning “O‘n qatorli jadval”i intervallar oralig‘ini yanada kengroq
aniqlashga yordam beradi, xususan qadimda qo‘llanilgan turli sifatli katta
sekundalar, kichik sekundalar, tabiiy kata tersiyalar va Pifagor sozidagi
tersiyalarni keltirib o‘tish mumkin [1:394-395].

IX-X asrlarda O‘rta Osiyo hududida turli ilm yo‘nalishlarida izlanish olib
borgan, jahonga dong‘i ketgan atoqli qomusiy olimlar guruhi nom chigarganlar.
Shu gatorda ilmiy fanlar sohasida musiqga hagidagi ilm ham turli madaniyatlarning
kesishuvi sharoitida paydo bo‘lgan. U mahalliy musiqa an’analari bilan oziglanib
(o‘rta osiyolik va eronlik), boshqa mamlakat va xalglar musiqiy-nazariy
tafakkurining yutuglarini sintezlashtirgan. Shu jarayonda gadimgi Yunoniston
musiqa nazariyasining o‘rni beqiyosdir.

O‘sha vaqtlarda yunon ilmi keng oqim bilan Yaqin va O‘rta Sharqning
madaniy markazlariga quyilgan. IX asrda Bog‘dodda ‘“Donishmandlik uyi”ga
asos solinib, unda yunon risolalarini tarjima qilish va sharhlar bilan to‘ldirish
muhim vazifa hisoblangan.

Musigiy nazariy masalalarni ishlab chigish jarayonida Abu Nasr Forobiy,
Abu Ali Ibn Sino va boshga qomusiy olimlar o0‘z risolalarida birinchi navbatda
torli cholg‘ularda tajribalar o‘tkazib, tovushqatorlarni o‘rganish bo‘yicha o‘z
malaka hamda tajribalarini oshirganlar.
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Musiqiy tovushning fizik asosidan tashqari, o‘rta asr nazariyotchilari
tovushqatorning tuzilishini o‘rganganlar, shuningdek, torli cholg‘ularning
torlarini qismlarga bo‘lish malakalaridan kelib chiqganlar.

Dastlab, tovushqator o‘n ikki sof kvintalardan tashkil topib, ochiq holatda
bo‘lgan: boshlang‘ich tovush bilan o‘n ikkinchi kvinta tovushining farqi Pifagor
kommasini 24 (23,5) sentni tashkil etgan. Mazkur izlanishlarning davomida
asosity tovushqatorga vyana beshta tovush qo‘shish pirovardida uni
kengaytirganlar. Natijada oktava doirasida o‘n yetti tovushni qamrab oluvchi
tovushqator paydo bo‘lib, uning asosini 90 sentli (limma) kichik Pifagor toni va
24 sentli Pifagor kommasi tashkil etgan. On yetti pog‘onali tovushqator Forobiy
va Ibn Sino davrida aniqlangan, ammo uning eng so‘nggi ko‘rinishi XIII asrda
shakllanib, ushbu va keyingi yuz yilliklarda yashab ijod gilgan nazariyotchilar
Safiuddin Urmaviy, Mahmud Sheroziy, Abdulqodir Marog‘iy, Abdurahmon
Jomiy, Zaynulobidin Husayniy ishlarida asoslangan va mustahkamlangan [2: 93].

Mazkur tovushgator masalasi xususida XX asr musigashunosligida bir
qancha ko‘ndalang qo‘yilgan nuqtai nazarlar, hattoki bahslarga sabab bo‘lib,
o‘tgan asrda ijod qilgan olimlar o‘rta asr Sharq nazariyotchilarining o‘n yetti
pog‘onali tovushqatoriga tayangan holda, o‘z izohlarida “o‘n yetti pog‘onali
ladlar”ga aylantirganlar. Shunga asoslanib o‘n yetti pog‘onali lad tizimining
nazariyasi o‘zining boshlanishiga ega bo‘lgan, go‘yo oktavani uchdan bir va
chorak tonlarga bo‘linishining natijasi hisoblangan — deb aytgan T.Vizgo. [2: 93].

Ushbu farazlarga oydinlik kiritish maqsadida asl nusxalarga, ya’ni musiqa
haqidagi risolalarni aynan o‘ziga murojaat etilsa, shubhasiz bu fikrning ilmiy
asosga ega emasligi ayon bo‘lgan. Forobiy, Urmaviy va boshga Sharq
nazariyotchilar ham ladning (atamaning zamonaviy tushunchasi) o‘n yetti
pog‘onali tuzilishi haqida xech qanday fikrlar bildirmaganlar. Ularning
tadqgiqotlarida o‘n yetti pog‘onali ladni emas, balki tovushgatorni hamda sof
mavhum tarzda tuzilgani (intervallarni Pifagor tizimi orqali qo‘llanishi,
pog‘onalaning kvintali, kvartali va sekundali alogalarida asoslanganligi)ni
kuzatish mumkin. Biroq, nazariy jihatdan mavhum tuzilishga ega bo‘lgan
tovushgatorlar shak-shubhasiz amaliyotda keng qo‘llanilgan. Sababi, “Sharq
musiqasida har bir pog‘onaning varianti (ko‘pincha tersiya, seksta, sekunda,
septima) yoki ularning turli “nyuans”lari (nozik farqlari) o‘z ahamiyatiga ega”, —
deb yozgan T.Vizgo [2: 93-94].

O‘rta Osiyoda monodiya sozlanishining uzluksiz rivojlanishi X-XV asrlarga
to‘g‘ri kelgan. O‘sha davrda Yaqin va O‘rta Shargning buyuk mutafakkirlari
g‘oyat go‘zal madaniy yodgorliklar yaratganlar va shu orgali yugori darajali
musiqiy — nazariy fikrlarni namoyish etganlar. Bulardan Abu Nasr Forobiy (873-
950), Ibn Sino (980-1037), Safiuddin Urmaviy (1294 vaf. et.), Mahmud Sheroziy
(1236-1315), Abdurahmon Jomiy (1414-1492) va boshgalarning tadgiqotlarini
keltirish mumkin. Ushbu risolalarda musigiy vogealarni insonning hissiyotlari
bilan o‘zaro aloqgalari, har bir tovushning akustik xususiyati, konsonans va
dissonans intervallarining o‘zaro munosabati, tovushqator va kuylarda tonlarning
o‘zaro uyg‘unlashuv, musiqaning ritm asosi, musiqiy cholg‘ular kabi keng
doiradagi muammolar ustida izlanishlar olib borilgan. O‘rta asrda yashab ijod



qgilgan Sharq olimlari musiqa hagidagi ilmni matematikaga taallugli tartibning biri
deb bilganlar. Shundan tasdiglanadiki, barcha hodisalar asosini mutanosibliklar,
matematik qatorlar va h.k. lar singari sonlarning o‘zaro munosabati ifodalashi
mumkin ekan. Mahmud Sheroziyning fikricha: “sonlarning o‘zaro munosabatini
tushunish biror boshga masalalarga nisbatan osonroqdir... Birog, ular musiganing
o‘ziga xosligini badily ijod turlaridan biri sifatida anglamaganliklari tufayli,
tinglovchiga nisbatan hissiy ta’sir kuchiga ega ekanligini hamda musigani boshqa
san’at turlari bilan turdoshligini inobatga olmaganlar” [4: 298, 249].

Sharg musiga madaniyati uchun Pifagor va uning maktabi tomonidan ishlab
chigilgan musiqiy akustika sohasidagi izlanishlarning asosi ma’lum darajada
ahamiyat kasb etdi, ammo mazkur tajribalar nazariy hamda amaliy jihatdan
tekshirilib gayta tafakkur etilgan. Bu hagida T.Vizgo Forobiyning ilmiy
izlanishlari asosidan kelib chiqib quyidagi fikrni bildirgan: “Forobiy ustozlarining
ilmiy yutuqlarini o‘ta yuqori darajada baholagan bo‘lsa-da, biroq ularning ilmiy
xulosalarini to‘liq qo‘llab-quvvatlamagan. Olimlar tomonidan targ‘ib etilgan har
bir nazariy holat Forobiy tomonidan obdon muhokama qilinib, ko‘pincha shaxsiy
tajriba yordamida tekshirilgan. Aynan shu tufayli yunon musiga nazariyasiga
muhim tuzatishlar kiritish zaruriyatiga ehtiyoj sezilgan” [2: 76]. Sharq musiga
tizimining taraqqiy topishida musigiy — akustik ilm va antik hayot amaliyotining
yutug‘i sifatida tizimda umumlashtirishga ega bo‘lish, Sharq (qadim va o‘rta
asrlar) ko‘p asrlik tajribasining musiqa nazariyasi va amaliyotida bir yo‘sinda
davom etib kelishi sozlanish muammosiga bo‘lgan talab mana shunday yorqin
tasdiglanishga xizmat giladi.

Pifagor tamoyillariga oid tovushqatordagi pog‘onalar va intervallarni
kvintalar orgali topish uslubini Kindiy (tax. 790-874) risolalarida ham uchratish
mumkin.

Sharg musigasiga xos tovushgatorlar masalasining nazariy asosidan kelib
chiqib, tanbur cholg‘usida ijro etilgan “Nasri Segoh” kuyida ifoda etilgan
tovushlar munosabatini tyuner yordamida sentlar o‘lchami bo‘yicha aks ettirishga
harakat gildik. Mazkur amaliyot musiqashunoslik bo‘limi talabalari bilan
“Monodiyaning nazariy asoslari” darsida tahlil gilingan. Sozanda, O‘zbekiston
xalq artisti Turg‘un Alimatovning tanbur ijrosidagi ‘“Nasri Segoh”, “Kuygay”,
“Ey, Sabo” mumtoz kuylarining to‘liq notalashtirilgan, asarlarning tovush baland-
pastlik rivoji sentlarda o‘z aksini topgan.

Sharq an’anaviy musiqasining o‘ta murakkab hodisasi sanaluvchi
mikroxromatikani quyidagi Sharq mutafakkirlari: Abu Nasr Forobiy, Ibn Sino,
Safiuddin Urmaviy, Mahmud Sheroziy, Abdurahmon Jomiy risolalarida nazariy-
tarixiy tartibda keltirilgan ma’lumotlar yig‘indisi sifatida, aynan bir tizim
ko‘rinishida anglashdan iborat. Shu bilan birga, Sharq qomuschilarining dunyo
miqyosidagi musiqa nazariya rivojiga qo‘shgan hissasi va makonini aniglash
yo‘lida baholash zarurdir. Shuningdek, musiqa ijodiyotida mavjud mashaqqatli
hamda boshqa turli masalalarning yechimiga yo‘l ochish imkonini bergan ilmiy
farazlar natijasida quyidagi xulosaga kelindi:

Aynan sozlanish, tovush va tovushgator xususiyatlarini musigiy-matematik
tushunish hamda xis etish nazariyotchi-tadgigotchilar, shu qatorda ijrochi-



amaliyotchilar uchun ham keng imkoniyatlarni ulashishga xizmat qiladi.
Ajdodlarimiz an’analariga ko‘ra boshqa ilmiy sohalar bilan majmuaviy o‘rganib
kelinganligi, shuningdek tovushgatorlar tuzilishidagi tabiiy oberton gatori,
tetraxordlar ketma-ketliklarini hosil qilinish yo‘llari orgali erishilishi yangi
tadqgiqgotlar va ijodiy jarayonlarni rivoji uchun samarali tajriba sifatida baholanadi.

Foydalanilgan adabiyotlar:
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QADIMGI SHARQDAGI ILK EPIK SAN’AT

Asatillo SUNNATILLAYEV,
Yunus Rajabiy nomidagi o zbek milliy

musiqa san’ati instituti dotsenti.
(O zbekiston)

Annotatsiya: Sharg adabiyoti namunasi bo ‘Imish “Bilgamish” dostoni shu
vaqtgacha G ‘arbu-Sharg, Shimolu-Janub sarhadlarida yaratilgan epik
dostonlarning debochasi bo ‘lib, uning syujetidan keyinchalik juda ham ko ‘plab
boshqga asarlar, jumladan, dostonlar dunyoga kelgan. Ushbu maqolada gadimgi
sharqdagi ilk epik san’at, shumerlar madaniyati va adabiyoti ilmiy tahlil etilgan.

Kalit so “zlar: Shumer, Mixxat, Bilgamesh, Akkad, doston, Bobil, Ossuriya.

Yagin-yaqin vaqtlargacha bashariyatning madaniyat o‘chog‘i G*arb, qadim
Yunoniston, gadim Rim deb kelindi va shunday talgin etildi. Ming vyillar
mobaynida shu qarashga suyanilib, madaniy, ma’naviy, ilmiy tadqiqotlar qilindi.
[jtimoiy fanlar bo‘yicha tadqiqotlarning indallosi mazkur qarash bo‘ldi.

Albatta, buning o‘ziga yarasha asosli sabablari bor bo‘lib, ilmning qo‘li
yetib borgan joy - Zevs rahnomaligida ilohlar makon tutgan Olimp tog‘ini 0z
bag‘riga olgan Yunoniston edi. Ammo keyingi, qariyb, bir asr davomida yangi
arxeologik qazishmalarda qo‘lga kiritilgan topilmalar natijasida 1ilgari
surilayotgan ilmiy fikrlar yugoridagi garashning umri bitganligini, ilk madaniyat
o‘chog‘i antik madaniyat emas, balki Sharq ekanligini ko‘rsatmoqda.

U ham bo‘lsa, shumerlarning madaniyati, shumerlar o‘ziga xos dunyosi,
shumerlarning adabiyotidir. Ushbu xulosalarga olimlar birdaniga kelgani yo‘q,
albatta. Ushbu yangilik va xulosalarni birdaniga tan olmagan, tan olishni
istamagan olimlar ham bo‘ldi, ular haligacha ham bor. Bu orada bunday
qarashlarga tahrir kiritadigan olamshumul ilmiy izlanishlar ko‘payaverdi.
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Qadimgi Sharg, Shumer, Bobil (Vavilon)

Buning natijada amerikalik olim Samuel Kramerning “Tarix Shumerda
boshlanadi’[2] degan tadqiqot kitobi dunyo ilmiy jamoatchiligi e’tiborini
shumerlarga garatdi. Axir, bir necha ming yillar mobaynida insoniyat tarixda
bunday xalq yashab o‘tganini bilmas edi-da. Fagat XIX asrga kelib, Bobil
(Vavilyon) mixxatlarining siri ochilgandagina olimlar shumerlar hagida ilk xabar
topishdi.

Shunday qilib, shumerlar madaniyatidan so‘z ochguvchi mixxatlar bashar
ahlining madaniyat beshigi Yunoniston emas, balki shumerlar ekanini isbot qildi.
Toir Eftining Rossiyada amalga oshirgan, O‘zbekistonda chop etilgan “Shumerlar
va etruslar - insoniyat tamadduni ibtidosidagi qadimiy turkiylar”’[6] deb
nomlangan tadqiqoti so‘nggi yillarda yaratilgan va ayni shu masalaga ko‘p
jihatdan oydinlik kiritishi mumkin bo‘lgan tadqiqotlardan yana biri hisoblanadi.
Kitob shumer mixxatlarini o‘qigan va shumer tilining turkiy til bilan genetik
garindoshligini aniglagan Genri Roulinson, Yuliusa Opperto, Arno Peblya va
Samuel Nao Kramer xotirasiga bag‘ishlanadiki, shuning o‘zidayoq bu kitobning
yo‘nalishi, ahamiyati yaqqol ko‘zga tashlanadi.

2012-yilda Toshkentda o‘zbek olimi Zoir Ziyotovning “Shumerlar va
Turon qavmlari”’[S] degan kitobi nashr etildi. Kitob bejiz bunday nomlanmagan.
Unda bashariyatga tamaddun eshiklarini ilk ochgan shumerlar bilan Turon
gavmlari o‘rtasidagi alogaga ishora qilinmoqda. Albatta, shumerlarning kelib
chiqgishi hagida bir-birini inkor va tasdiq etadigan ko‘plab garashlar borligini
yodda tutmoq kerak.[1]

Shumer tamadduni hozirgi Iroq territoriyasida joylashgan ikki daryo
oralig‘ida paydo bo‘lgan. Bu daryolarning nomi Dajla (Tigr) va Frot (Yefrat)dir.
Lekin olimlarni “shunday katta tamaddunni barpo etgan xalq, shaharlar qayerga
g‘oyib bo‘ldi?” degan savol o‘ylantirib keladi. Chindanam, ular qayerga
ketishgan? Undan ham qizig‘i, shumerlar qayerdan kelishgan? Ular kim o‘zi?..
Yugorida nomlari zikr etilgan tadgiqotlar bashar ahlining tarix hagidagi
garashlariga jiddiy tahrirlar kiritadi, uni o‘ylashga, fikr yuritishga chorlaydi.
Ulardan kelib chigadigan xulosalardan asosiysi shuki, dunyo tamaddun
o‘choqlaridan biri, balki eng gqadimiysi bo‘lmish shumerlar madaniyati hamda
shumerlarning gadim ajdodlari turkiy gavmlardir. Aynigsa, Toir Eftining
“Shumerlar va etruslar - insoniyat tamadduni ibtidosidagi qadimiy turkiylar”
nomli tadqiqotida bugun Markaziy Osiyoda yashayotgan o‘zbeklar, qozoqlar,
turkmanlar, qirg‘izlar, Kavkazdagi ozarbayjonlar, Turkiyadagi turklar va boshqa
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turkiy gavmlar bilan shumerlarning ildizi bir ekanligi to‘g‘risidagi fikr har
tomonlama himoya gilinadi. Buning gay darajada hagigat ekanligini hali yangidan
yangi ilmiy tekshirishlar aytib beradi, lekin nima bo‘lganda ham shumerlar
madaniyatining borligi va u hozirgacha topilgan madaniyatlar ichida eng
qadimiysi ekanligining o‘ziyoq uning barcha madaniyatlarning sarchashmasi
mavqeyiga olib chigadi.

Javoharlal Neru 1955 va 1961-yillarda O‘zbekistonga kelganida olgan
taassurotlarini “Hindistonning kashf etilishi” kitobida qoldirgan edi. Kitobda
aytilgan quyidagi ma’lumotga e’tibor qiling: “Mening asl urug‘- aymog‘im kelib
chiqishi jihatidan kashmirlik hisoblanadi. Kashmirga bundan 4300 yil avval O‘rta
Osiyodan kelganlar sug‘orma dehqonchilikni yo‘lga qo‘yib, yangi yerlar
ochganlar, ekinzorlarni tashkil etib, xo‘jalik yuritishni yo‘lga qo‘yganlar va bu
bilan dunyo tamaddudini rivojiga katta hissa qo‘shganlar. Bu haqida olimlarimiz
tomonidan chuqur kuzatishlari asosida ko‘plab asarlar yozilgan”[5]. Chindan ham
shumerlar hozirgi Iroq territoriyasida joylashgan, ikki daryo oralig‘ida eramizdan
oldingi 4 va 3 ming yillik oralig‘ida 0‘z madaniyatiga asos solib, taxminan m.o.
1750-yillargacha hukm surgan. Keyin tashqi kuchlar ta’sirida sekin-asta
parchalangan. Bu parchalarning bir gismi Misrga, bir gismi Hindistonga, bir gismi
esa Italiyaga o‘tib ketadi. Bir qismi ikki daryo oralig‘ida qoladi. Javoharlal Neru
ilgari surayotgan 4300 yil oldingi o‘rta osiyoliklar haqidagi fikr 4000-5000 vyil
nari-berisida shumerlarning dunyoga o‘tkazgan ta’sirini yodga soladi.

Dunyoda birinchi yozuv shumer mixxatlari hisoblanadi. Mixxatlar loydan
yasalgan g‘ishtchalar (tablitsalar)ga bitilgan. U keyingi 100 yil ichida topilgan.
Manbalar Bobil (Vavilyon) madaniyati tilidan tashqgari bus-butun holda
Sshumerlardan (mixxatlardan) ko‘chirilgani aytiladi.

Demak, Bobil dunyoga madaniyat berdi, deganda bu madaniyatning asli
shumerlarga oid ekanligi endi ayon bo‘lib qoldi. Shumerlar deyarli hamma
narsani ilk bor yaratganlar. Dunyoning yaratilishi hagida miflar to‘qishgan,
dehgonchilik, chorvachilik, ustachilikni kashf gilishgan. Qum va tuproqgdan
g‘ishtlar yasab, imorat solishni eplashgan. Yana savdo-sotigni, ayirboshlashni,
o‘rmonchilikni puxta egallashgan, urush va tinchlik, sulh va uning shartlarini, er
va Xotin haqlarini yaxshi tushunib, kerak bo‘lganda ularning huquqlarini hozirgi
notarial idoralarda amalga oshirilganidek, qonun bilan himoyalab qo‘yishgan,
deyiladi manbalarda.

Taxminan 5-6 ming yil mugaddam shumerliklar dunyo miqyosidagi
toshqin to‘g‘risida yozishgan. Mixxatlar bular hagida, yana ilk kemani kim
qurganligi haqida, toshqin haqida batafsil ma’lumot beradi. Shumerlar eposlar,
dostonlar, qo‘shiglar bitishgan. Ulardan namunalar saqlanib qolgan. Masalan,
“Bilgamish” dostoni. Bu asarda olam va odamni Tangri yaratganligi hagida
kuylanadi. Qizig‘i shundaki, “Injil”dagi hikoyalar “Bilgamish”dagi hikoyalar
bilan judayam o‘xshash. Olimlarning fikricha, “Injil”’dagi ayrim hikoyalar shumer
hikoyalari ta’sirida bitilgan. Bu ish mixxatlarni ko‘chirib oluvchilar tomonidan
amalga oshirilgan bo‘lsa kerak, deb taxmin qilinadi. “Injil’da nomlari zikr etilgan
Nuh, Muso, Yoqub hagidagi rivoyatlarning ilk namunalari aynan shumerlar
adabiyotidan, o‘sha mixxatlarga bitilgan rivoyatlardan topilgani bugimgi



o‘quvchini lol qoldiradi. Yana aytish joizki, asarga giyosiy tipologik mezonlar
bilan yondashilganda, dunyo xalqglarining ko‘pgina eposlarining ildizlarini ham
aynan “Bilgamish” dostonidan topish mumkin bo‘ladi. Chunonchi, Homerning
“Iliada”, “Odisseya”, hindlarning “Maxobxorat”, “Ramayana”, o‘zbek xalqining
“Alpomish” va boshqa shu kabi ko‘plab dostonlar ildizlari aynan
“Bilgamishning tuproqlaridan suv ichadi, desak mubolag‘a bo‘lmaydi.

Bilgamishni G‘arbda Gilgamish deyishadi. Hatto rus manbalarida ham
shunday keladi. Nega? T.Eftining fikricha, bu ish chalg‘itish uchun atay qilingan.
Axir, Bilgamish so‘zining o‘zagi “bilge”, ya’ni “bilim”dan olingan. Bilgamish
degani bilimlar egasi, hamma narsani bilguvchi ma’nosiga keladi va bu so‘z,
shubhasiz, turkiy so‘zdir. Doston bosh gahramonining ismi turkiycha bo‘lib, u
turkiyda ana shunday chuqur ma’noni bildirar ekan, demak, Gilgamishning asli
Bilgamish ekanligi dunyo sivilizatsiyasining avvalida turkiylarning kelishini
ko‘rsatar edi. Ammo bu qarashni gabul qilish ko‘pchilik olimlar uchun albatta
oson emasdi.

Yuqoridagilardan shu narsa ko‘rinib turibdiki, Sharq adabiyoti namunasi
bo‘lmish “Bilgamish” dostoni shu choqgacha G‘arbu Sharq, Shimolu Janub
sarhadlarida yaratilgan epik dostonlarning debochasi bo‘lib, uning syujetidan
keyinchalik juda ham ko‘plab boshqga asarlar, jumladan, dostonlar dunyoga
kelgan.

Aslida har qanday afsona, rivoyat, dostonlar xalgning ma’naviyatining
mahsuli asosida paydo bo‘ladi. Tabiat vogeliklari va jamoatchilik hayotlarini
xayoliy tushintirish uchun xizmat giladi. Epik asarlarning manbasi, ashyosi
voqgelikning rivojlanishi fantastik shakllarda o‘zgartirilgan holda aks etadi. Bu
turli dinlar bilan bog‘liq holda yaratilgan afsona va rivoyatlarga ham tegishli.

Xullas, shumerlar madaniyati va adabiyoti bashariyat tarixining hozircha
fanga ma’lum bo‘lgan eng qadimiy qismi bo‘lib, uni tadqiq etish hali ko‘pdan
ko‘p chalkash muammolarga oydinlik kiritishiga shubha yo‘q.
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ZAMONAVIY QORAQALPOG*‘ISTON MUSIQA MADANIYATI
GLOBALLASHUV DAVRINING FENOMENI SIFATIDA

Gulzada BEKMURATOVA,
O zDK huzuridagi B.Zokirov nomidagi milliy
estrada san’ati instituti o ‘qituvchisi.

(O zbekiston)

Annotatsiya: Qadimdan musiqga inson ruhiga va qalbiga ta’sir gilishi
ma’lum. Uning bu xususiyatidan yillar davomida amaliyotda keng foydalanib
kelganlar, biroq so‘nggi vaqtlarda musiqaning ta’sir kuchidan foydalanish
kamyob bo‘lib qgoldi. Ushbu maqolada musiqa, xususan magom ohanglaridan
inson ruhiyati va salomatligini tiklashda foydalanganliklari hagida tarixiy
ma’lumotlar keltirilgan.

Kalit so‘zlar: musigly ohanglar, magomlar, ruhiyat, salomatlik,
magomterapiya, musiqaterapiya.

Sharq xalglari madaniy merosi, musqia san’ati, adabiyoti, arxitekturasi va
hattoki yashash tarzi bilan boshga xalglardan tubdan farg giladi hamda mana
shunday o‘ziga xos takrorlanmas hodisalar dunyo aholisini qizigtirmay, o‘ziga
choralmay qolmaydi. Sharq xalglarining aynan musiqasiga e’tiborimizni qaratsak
u har bitta millat va xalgning milliyligini, tarixi va bugungi kunini aks ettirishini
ko’rishimiz mumkun.

Mustaqilligimizga erishganimizdan kegin barcha sohalarni rivojlantirish,
shuning ichida san’at sohasiga uning rivojiga alohida ahamiyat berildi,
jamiyatimiz hayotida milliy va an‘anaviy madaniyat va san‘at yo‘nalishlari qayta
tiklandi. Masalan, ota-bobolarimiz meros qolgan, gadim zamonlardan buyon
bizning zaminimizda ‘“Navro‘z bayramini nishonlash to‘g‘risida”gi qonunni
gabul gilib, gadimiy bayramga rasmiy magom berdi.

O‘zbekistonda har bir inson o‘z xalqining tarixi, ona tili, madaniyatini
o‘rganishi, xalq urf-odatlari va an‘analariga rioya qilishi uchun sharoit
yaratilayotgani keng e‘tirof etilib, mustaqillik xalq hayotiga tub o ‘zgarishlar olib
keldi, ma’naviy tiklanishni tubdan rivojlantirish uchun zarur shart-sharoitlar
yaratdi. Bunday imkoniyatlar qoraqalpoq musiqa san’atining kelajagiga oz
ta’sirini ko’rsatmay qo‘ymadi.

1996-yil Qoraqgalpoq Davlat ashula va rags ansambli negizida “Ayqulash”,
Qoraqalpoq Davlat filarmoniyasining “Amu Tolqini” va “Gulzor” ansambllari
“O‘zbeknavo” Qoraqalpoq filiali tashkil etildi. Uning tarkibiga kichik sirk guruhi
ham kiritilgan. [1]

O‘zbekiston Respublikasi Mustaqillikga erishganidan so‘ng barcha
sohalardagi ro‘y berayotgan o‘zgarishlar singari, Respublika teatrlarida ham
yangicha uslublar bilan rivojlanish yuz bera boshladi. Mustagillikning dastlabki
yillarida teatrimizga buyuk shoyirimiz Berdaq nomi berildi. San’atga, uning
ichida teatrlarga alohida etibor qaratilib, bir gancha garor va farmonlar ishlab
chiqgildi. 1998-yili 26-marttagi 1980 sonli “O‘zbekiston Respublikasida teatr



san’atin ribojlantirish haqida”gi Farmoni, Prezidentimiz Sh.M.Mirziyoyevning
2017-yil 31-maydagi Madaniyat va san’at sohasini yanada rivojlantirish va
takomillashtirishga doir chora-tadbirlar tug‘risidagi qarori yoki, 2017-yil 3-
avgusttagi yurtimiz Prezidenti Sh.M.Mirziyoevning O‘zbekistonning ijodkor-
ziyolilar vakillari bilan uchrashganida chiqib so‘zlagan so‘zi va uchrashuvdan
so‘ngi ziyolilarga, teatrlarga ko‘rsatilayotgan g‘amxo‘rliklarini ayriqcha atab
o‘tish o‘rinli.

Bizning milliy san’atimiz tarixda juda katta yo‘Ini bosib o‘tib, uning eski
tomirlari xalq o‘yini va tomoshalariga borib taqaladi. Ammo, XX asrga kelib,
milliy teatr san’ati elimiz va jahon ko‘lamida shakllangan, davrlar sinovidan o‘tib
kelayotgan dastur va tajiribalar asosida yangidan paydo bo‘lganini va kamol
topganligini aytib o‘tish kerak. Shuning ichida poytaxtimizda, viloyat teatrlarida
qo‘yilib kelayotgan dunyo sahnasi namoyondalari o‘z vaqtida fagat yurtimiz
emas, balki, chet el tomoshabinlarini ham lol qoldilgani bu fikrni dalillaydi.
Shuning bilan birga teatr jjodkorlari tomonidan yaratilgan ko pgina milliy ruxdagi
saxna asarlari chet davlatlarda ham yaxshi ijro etilmoqgda. Teatr zamon bilan teng
qadam tashlashi kerak, Albatta, bu so‘z o‘zining isbotini topgan. Sababi, har
ganday davrda ham teatr ana shu xalgning dardi va quvonchi bilan yashaydi. Har
bir davrning turmuch sharoiti, siyosati bo‘lishi bilan birga qahramonliklarining
ham bo‘lishini tarix bizga ko‘rsatib beradi.

Berdag nomidagi Qoragalpoq davlat akademik musigali teatri jamoasi ham
xalgimizning ko‘nglidan chiqadigan va bugungi kun talablariga javob beradigan
spektakllar saxnalashtirmoqda. Teatr repertuaridan tarixiy janrlardagi patriotlik
mavzudagi, xalqlar do‘stligi, bir birovga bo‘lgan mehr-muruvvat, insonni
qadrlaydigan musiqali spektakllar o‘rin olgan.

Teatr yangi davrda, avvaldan kelayotgan dasturlarini davom ettirib, milliy
dramaturglar asarlari bilan yaqin xalglarning tarjima asarlarini saxnalashtirdi.
Milliy operaga ega bo‘lgan san’atimiz endi jahon klassik operalarini qoraqalpoq
tomoshabinlariga ko‘rsatdi. Sababi, teatrda solistlar, xor, orkestr, balet artistlari
yetarlichadir. S.Yudakovning ‘“Maysaraning nayrangi” (rej. N.Ansatboev),
S.Raxmaninovning “Aleko” (rej. Q.Abdireymov), operasi,
N.Muxameddinovning ‘“Ajiniyaz” operasi N.Muxameddinovning “Ayjamal”
baleti, A.Begimov, T.Allanazarovlarning “G‘arib oshiq” musiqali dramasi,
Q.Matmurodovning “Sharyar” dramasi (rej. B.Baymurzaev), A.Oripovning
“Sohibqiron” (rej. N.Ansatboyev) dramalari yaqshi saxnalashtiriladi.
Shuningdek, tomoshabinlar talablari inobatga olinib, kulki sevar xalgimizga
birgancha komediya janridagi asarlar K.Raxmanovning “Injigning muhabbati”,
Q.Matmurodovning “O‘mirbek va tozcha”, M.Nizonovning “Ikki dunyoning
ovorasi”, Sh.Bashbekovning “Temir qotin”, I.Sadikovning “Afandining qotini”
va boshga bir necha komediya janridagi spektakllar tomoshabinlar galbidan joy
egalladi.

Teatr repertuaridan inson gadr-gimmati, uning ichki dardi, umum
insoniylik masalalardagi psixologik dramalar va boshqga asarlar repertuardan keng
o‘rin egalladi.
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So‘ngi yillari “Tirsaklar” (avtorlari O.Abdurahmonov, Q.Zaretdinov),
“Qizing-or-nomusing” (avtorlari A.Uteniyazova, Sh.Paxratdinov), “Yor diydori”,
“Kuldirgichlar kasalxonada” (avtorlari K.Raxmanov, Q.Zaretdinov), “O‘lim
jazosi” (avtorlart K.Raxmanov, A.Turemurodova), ‘“Vijdon” (avtorlari
P.Tilegenov, S.Palo‘anov) musiqali dramalari saxnalashtirildi.

Mustaqillik yillarida biz kelajak ovlodga, biz kim edik, kimlarning
avlodlarimiz, ota-bobolarimiz kim bo‘lgan degan tarixiy xaqiqatlarni saxnada
gavdalantirib berishga erishdik. N.Davgaraev va N.Muxameddinovlarning
“Alpomish” (rej.N.Ansatboev), K.Raxmanovning ‘Edige” (rej. J.Sultabaev,
A.Qudaynazarov) musiqali dramalai, Q.Zaretdinovning ‘Tumaris” operasi, “Qirq
qiz” baletlari bunga misol bo‘ladi.

2009 yil yakuni bo‘yisha O°‘zbekiston Respublikalari teatrlari orasida
“Yilning eng faol teatri” nominatsiyasini olishga muaffaq bo‘ldi.

2017 yil o‘tkazilgan Respublika teatrlarining “Seni kuylaymiz
Zamondosh!” ko‘rik tavlovida K.Raxmanov, Q.Zaretdinovlarning “Muhabbat
shabadasi” musiqali dramasi 3-o‘rinni egalladi.

Har bir xalgning tarixi o‘z madaniyati va turmush tarziga boy, milliy
an‘analarning mohiyatini o‘zida mujassam yetgan. Ammo madaniyat 0‘z-o°‘zidan
hayotiyligini saqlay olmaydi, faqat an‘analarning saqlovchisi bo‘lib qoladi.
An‘analar rivojlanishi va asrlar davomida to‘plangan qadriyatlarga doimiy
ravishda yangi gadriyatlar qo‘shilishi uchun mavjud. Aynan shu yondashuv tirik
madaniyat daraxtini va odamlarning kundalik hayotini oziglantirishga,
zamondoshning xarakter xususiyatlarini shakllantirishga godir.

Bugungi kunda O‘zbekistonda ta‘lim va ilmiy-tadqiqot tashkilotlari (teatr
institutining badiily va teatr bo‘limlari, san‘at kolleji, Madaniyat instituti,
San‘atshunoslik instituti, respublika muzeylarining badily tarix jamoalari va
boshgalar mavjud bo‘lib ularning filial yoki bo‘linmalari Qoraqalpog‘istonda ham
faoliyat yuritib kelmoqda.

So‘ngi yillarda san‘atimiz rivoji uchun davlatimiz tomonidan keng
imkoniyatlar va sharoyitlar yaratilib berildi. Masalan, O°zbekiston davlat san‘at
va madaniyat instituti Nukus filiali 2008-yil 28-aprelda O‘zbekiston Respublikasi
birinchi Prezidenti I.A.Karimovning 845-sonli qgarori bilan ochildi va hozirgi
kunda San‘atshunoslik jurnalistikasi, Aktyorlik san’ati, Rejissyorlik san’ati,
Texnogen san‘ati, Folklor san’ati, Madaniyat muassasalarini boshqarish va tashkil
etish yo‘nalishlari bo‘yicha iqtidorli yoshlar bilim olib, 0‘z mahoratlarini teatr
san’atida, uning zamonaviy talablarga javob beradigan muxlislar ko‘nglidan joy
egallaydigan asarlar yaratishda va rivojlantirishda o‘z hissalarini qo‘shmoqda.

Respublikamizda iqtidorli yoshlarni qo‘llab-quvvatlash magsadida, “Opera
san‘atining ko‘p asrlik ijro yo‘llarini puxta o‘zlashtirish, yosh avlod vakillariga
o‘rgatish, ularga milliy va jahon klassik musiqasining noyob namunalaridan
bahramand bo‘lishlari uchun keng imkoniyatlar yaratish, shuningdek, opera
san’ati  bo‘yicha malakali mutaxassislar tayyorlash tizimini yanada
takomillashtirish maqsadida Vazirlar Mahkamasi tomonidan O‘zbekiston
Respublikasi Madaniyat vazirligi, Qoraqalpog‘iston Respublikasi Vazirlar
Kengashi, Ozbekiston kompozitorlari va bastakorlari uyushmasining 2021/2022
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o‘quv yilidan boshlab Qoraqgalpog‘iston Respublikasi Nukus shahridagi 24-son
bolalar musiqa va san’at maktabi negizida opera san‘atiga ixtisoslashtirilgan
maktab-internat (keyingi o‘rinlarda - maktab-internat) tashkil etish” to‘g‘risidagi
garor gabul gilindi va bugungi kunda yoshlarimizga bilim berishda salmoqli hissa
qo‘shmoqda. [2]

Qoraqalpog‘iston Respublikasida madaniyat va san‘at sohasi vakillari
hamda ijodkorlarni moddiy va ma‘naviy jihatdan qo‘llab-quvvatlash, o‘zbek va
goraqalpoq xalqglarining boy va gadimiy madaniyatini o‘zaro uyg‘un va
hamohang ravishda rivojlantirish, shuningdek, badiiy jamoalarning mahalliy va
xorijiy gastrol safarlarini tashkil etish ishlarini doimiy moliyalashtirish tizimini
yaratish magsadida Qoragalpog‘iston Respublikasi Vazirlar Kengashi huzurida
yuridik shaxs maqomiga ega bo‘lmagan Madaniyatni qo‘llab-quvvatlash
jamg‘armasi tashkil etildi.[3]

O‘zbekiston respublikasi vazirlar mahkamasining 2021 yil 5 aprel 186-son
Qarori bilan O ‘zbekiston davlat konservatoriyasining Nukus filiali tashkil etildi
va hozirgi kunda o‘zining yangi binosiga ega bo‘lgan filialda talaba yoshlar
yaratilib berilayotgan imkoniyatlardan foydalangan holda bilim olishmoqda.

Yugqorida aytib o‘tilgan bunday imkoniyatlar kelajakda butun respublika
musiqga san‘atini yuqori darajaga ko‘tarishga yordam beradi. Mana shunday oliy
musiqiy bilim yurtida tahsil olgan yoshlar musiqgali teatr, yosh tomoshabin teatri,
qo‘g‘irchoq teatrlarida, musiqa maktablarida, umuman san‘at sohasida kutilgan
yutuqglarga sazovor bo‘lishadi. Balki kelajakda opera teatri ochilishiga ham sabab
boladi.

Foydalanilgan adabiyotlar:

1. Qoraqgalpog‘iston Respublikasi Madaniyat va sport ishlari vazirligi
arxivi, 1996-yil hisobotidan

2. O‘zbekiston Respublikasi Vazirlar Mahkamasining 2020-yil 30-
sentabrdagi “Opera san’atiga ixtisoslashtirilgan maktab-internat tashkil etish
to‘g risida”gi 595-son Qarori.

3. O‘zbekiston  Respublikasi  Prezidentining  2023-yil  10-iyul,
“Qoraqgalpog‘iston Respublikasi Vazirlar kengashi huzurida madaniyatni
qo‘llab-quvvatlash jamg‘armasini tashkil etish to‘g‘risida”gi PQ-219-son
Qarori.
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BOBURIYLAR DAVRI AYOLLAR SAN’ATI

Nasiba TURG‘UNOVA,

O ‘zbekiston daviat san’at va madaniyat
instituti dotsenti, (PhD).

(O zbekiston)

Annotatsiya: Amir Temur va Temuriyzodalar oz hukmronlik davriarida
ayollar musiga san’ati bilan mashg ‘ul bo ‘lishlariga ham alohida e’tibor
qaratdilar. Xususan, Axsi saroyida ayollar san’ati ravnaq topishida Zahiriddin
Muhammad Boburning otasi Umarshayx Mirzoning xizmati beqiyosdir. Bobur
Mirzo ham otasi izidan borib mug ‘anniyalar ijodiga homiylik gilishi natijasida
ayol sozanda va xonandalar ijodi yanada gullab yashnadi. Gulbadanbegimning
ma’lumotiga ko ‘ra, saroy malikalari orasidan ham mohir sozandalar yetishib
chigadilar. Jumladan, Muzaffar Mirzoning qizi Mehrangizbegim bir gancha
sozlarni ijro qilishni puxta o zlashtirgan edi. Umarshayx Mirzo boshlab bergan
musiqa sohasidagi homiylik va an’analar uning o ‘g ‘li Bobur va Boburiyzodalar
— Xumoyun, Jahongir va Shoh Jahon hukmronligi davrida musiga san’ati o ‘zining
me 'rojiga ko ‘tarildi.

Kalit so‘zlar: san’at, ijod, sozanda, xonanda, mug ‘anniy, mug ‘anniya,
ragos, raggosa.

Turli manbalardan ayonki, ‘“arablarning yurishlariga gqadar ham, undan
keyin ham oliy va mahalliy hukmdorlar saroylarida kuy va qo‘shiq ijodkorlari
nazariy va amaliy musiqa bilan shug‘ullanganlar” [5: 3.]. Bular orasida ayollar
ham bo‘lib, ular qadimdan saroylarda musiqachi bo‘lib xizmat qilganliklarini
arxeologik topilmalar asosida anglab olish mumkin. Bu borada akademik
M.Rahmonovning e’tiborli fikr-mulohazalarini keltirib o‘tamiz: “Feodallarning
istiqgomat qiladigan Xorazmdagi Tuproq gal’a, Buxoro yonidagi Varaxsha,
Termiz atroflaridagi Xolchayontepa, Bolaliktepa, Dalvarzintepa qal’alarining
atroflari istehkomlar, baland devorlar, chuqurlar bilan o‘ralgan bo‘lardi. Bu
qal’alarda hayot zerikarli o‘tardi. Shuning uchun feodallar 0‘z qal’a va saroylariga
juda ko‘p san’at sohiblarini, sozanda, raqqos va aktyorlarni to‘plab, 0‘z qavmlari
va xonadonlari uchun tez-tez tomoshalar, bazmlar o‘tkazib turganlar [6:122-
169.].

Zartepadan topilgan ragqosa haykalchasi (V-VI) bu davrda rags san’atini
juda kamolotga yetganligini isbotlaydi... Qadimgi “Tan tarixi” kitobida va “Sefu
yuango‘y” qomusida 718 va 727 yillarda turk xoqonlari Xitoy imperatoriga
Samarganddan turli san’atkorlar yuborib turishgani haqida hikoya qilinadi.
Chunonchi, 727 yilda yuborilgan sovg‘alar ichida Samarqandning “Xusyuanu”
rags ijrochilaridan bir go‘zal raqqosa bo‘lgan. Xitoy shoirlari asarlarida VII-VIII
asrlarda Xitoyda keng tarqalgan Samarqand, Buxoro, Farg‘ona xalqlarining
“Xusyuanu”, “Xutenu”, “Chjechjiu” kabi ragslari to‘g‘risida ham juda zavqli
misralarni o‘qishimiz mumkin” (6: 122, 149, 169.).
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Sharg olamida islom dini keng yoyila boshlagan davrlarda ham xalifa va
xonlarning saroylarida she’riyat gqatorida musiqa va raqgs san’atlari doim e’tiborda
bo‘lgan. Qolaversa, “nafaqat shoh va amirlar, balki ularning amaldorlari — vazir,
bek va boshga zodagonlar xonadonlari va ular uyushtiradigan bazmlarni gullatgan
ham hofiz va sozandalar bo‘lishgan™ [5:3.]. Bunday bazm va boshqa madaniy
tadbirlarda ayol musiqachilar ham ishtirok etganliklari shubha tug‘dirmaydi.
Zero, o‘tmishga oid ayrim tarixiy manba va mo‘jaz miniatyuralar Somoniylar,
Qorahoniylar, Temuriylar, shuningdek, Buxoro, Xiva va Qo‘qon xonlarining
saroylarida ko‘plab musiqachi ayollar faoliyat ko‘rsatganliklaridan guvohlik
beradi [3.].

Amir Temur jangdan zafar qozonib gaytgach Samargandda shahar
tashgarisida o‘zi barpo etgan qasrlarda, “Bog‘ishamol” va “Bog‘i dilkusho”
bog‘larida navbati bilan xordiq chiqarar, qaysi bog‘ga ko‘chib o‘tmasin albatta u
yerda katta tantanalar va marosimlar o‘tkazilar edi. Klavihoning ma’lumotiga
ko‘ra bunday ‘“bayramlarga shunchalik ko‘p xalq yig‘ilar ediki, ularning
ko‘pligidan o‘tib bo‘lmas, faqatgina kuzatuvchi askarlar yo‘Ini ochib bersagina,
oldinga siljish mumkin edi” [7:122.]. Ana shunday hursandchilik kunlarida
dehqgonlardan tortib novvoylargacha podshoh chodiri atrofiga to‘planishar edi.
Sozandalarning aksariyati Amir Temurning atrofiga jamlanib o‘tirishar edi
[7:135.]. Sohibgironning zavjalari Bibixonim va  Saroy Mulk xonimlar
tomonidan malikalar bazmi vaqti-vaqgti bilan uyushtirib turilganligi manbaalarda
gayd etiladi. Tabiiyki, bunday tadbirlarda saroyda xizmat gilgan ayol sozandayu-
xonandalar ham ishtirok etganlar.

Bu an’ana Temuriyzodalar davrida ham munosib davom ettirilgan. Bunga,
xususan, sozanda ayollar chang, nay va doyra cholg‘ularida mashq qilayotgani
tasvirlangan o‘sha davr mo‘jaz miniatyuralaridan ko‘plab misollar keltirish
mumkin. Yana shunisi diggatga sazovorki, Samargand, Hirot va Buxoro saroylari
qatorida Farg‘ona vodiysida XV asrning ikkinchi yarmiga kelib gad ko‘targan
Axsi davlati saroyida ham ayollarning ijodkorligi ravnag topa boshlagan edi.
Mug‘anniyalarning bunday ijodiy an’anasi dastlab Zahiriddin Muhammad
Boburning otasi Umarshayx Mirzo hukmdorligi davrida shakllangan bo‘lib,
so‘ngra Bobur Mirzo homiyligida yanada rivoj topdi.

Ma’lumki, Zaxiriddin Muhammad Bobur 1526 yili Panipatda Sulton
Ibroxim binni Sulton Iskandar binni Bahlul Ludiyni yengib moddiy va madaniy
boyliklarni qo‘lga kiritgan edi. Boburning iznida bo‘lgan Xoja Kalonbek undan
“Xindiston havosi mijozimga to‘g‘ri kelmayapti” [4:13.] deb Qobulga ketishiga
ruhsat berishini so‘raydi. Bobur Xoja Kalonbek qo‘liga ro‘yxat beradi va anashu
ro‘yxat asnosida “vale’nematlariga va har bir begimga Sulton Ibrohimning xos
o‘yinchilaridan bir ragqosa” [4:16.] va boshqga boyliklardan berishni buyuradi.

Bobur Hindistonga ketar chog‘ida 96 ta ayollarni ham olib ketganligini va
ularning har biriga alohida maosh tayinlanganligini  Gulbadanbegim
Xumoyunnoma asarida qayd etadi. Albatta, bu ayollar turli bayram va
morsimlarda ishtirok etadilar. Xumoyunnoma orqali saroyda ayollarga xizmat
qiluvchi ayol san’atkorlar ham bo‘lganligi haqida qimmatli ma’lumotga ega
bo‘lamiz. Ta’kidlash joizki, malikalar ham o‘z davrining yetuk san’atkorlaridan



musiga san’atidan ta’lim olganlar. Xususan, Mirzo Bobur bilan Hindistonga
borgan ayollar orasida “ona tarafdan ammasi Sulton Husayn mirzoning nevarasi
Muzaffar mirzoning gizi Mehrangizbegim ham bor edi. Uni jon-dildan yaxshi
ko‘rishar, unga erlarning kiymini kiydirishardi. U anvoi hunar sohibi edi. U
zehgirtaroshlik, chavgonbozlik, yoy otishni bilar va ko‘plab sozlarni chalardi”
[4:36.].

Bobur va uning o‘g‘li Xumoyun jangdan gaytgach begimlarni, opa-
singillarini, gizlarini ziyorat qilishi odat tusiga kirgan edi. Ziyoratlarda ayollar
tomonidan erta tongga gqadar o‘yin-kulgi, bazmu-jamshid o‘tkazilar edi.
Gulbadanbegimning ma’lumotiga ko‘ra “Humoyun har qaysi begim va opa-
singillarning uyiga tashrif buyursalar, hamma begimlar va opa-singillar ularga
qo‘shilib birga kelardilar. Ertasi kuni bu haqir (Gulbadan)ning uyiga tashrif
buyurdilar. O‘tirish yarim kechagacha davom etdi. Ko‘pchilik begimlar, opa-
singillar, bekalar, og‘alar va og‘achalar, sozanda va xonandalar bor edi” [4:43.].

Boburning san’atga bo‘lgan qiziqishi va san’atkorlarni e’zozlashi farzandi
Humoyun va nabirasi Akbarga ham o‘tgan edi. Ular ham saroyda san’atkor
mug‘anniy va mug‘anniyalar uchun barcha sharoitlarni muhayyo qildilar.
Jumladan, Xumoyun Qobulda “Tilsim” nomli bog*ni yaratadi. Avvaliga bog‘ning
ochilish marosimini o‘tkazishadi keyinroq bog‘da mirzo Hindolning nikoh to‘yi
o‘tkaziladi. “Hovuz bo‘yida mehmonxona bo‘lib, uning darchalariga panjara
tutilgandi. Yoshlar ana shu mehmonxonada o‘tirishdi. O‘yinchilar o‘yinga
tushishdi. Qizlar bazmi ham avjida edi” [4:40-41.].

Hind musiqasining taniqli mutaxassisi S.Brihaspati bergan ma’lumotiga
ko‘ra, “musulmon oilalariga hind ayollarining kelin bo‘lib kirib kelishi va yangi
qo‘shma naslning paydo bo‘lishi bilan bir qatorda hindcha urf-odatlar ham
qo‘shildi. Hind ayol xonandalari va ragqosalarining kanizaklar sifatida musulmon
san’atkorlarning xonadonlarida saglanishi ham oddiy hol bo‘lib qoldi”[1:26.].

Ayolar orasida ham Boburning evaralaridan shoira va sozandalar yetishib
chiggan edi. Jumladan, Abu Zafar Muhiyiddin Muhammad Avrangzeb
(taxtbezagi) Olamgirning qizi Nodirabegim bolalik chog‘idan she’riyat va
musigaga qizigadi. Otasi saroyda xizmat qiluvchi Mullo Muhammad Ashraf
Isfaxoniy va Mullo Jevonni unga ustoz qilib tayinlaydi. Natijada Nodirabegim
yetuk shoira va xattot bo‘lib yetishadi. Ayollar orasida tanbur chertishda mohir
sozanda bo‘lib dong taratgan edi [8:58.].

Saroy ayol musigachilari orasida uyg‘ur shoirasi, xonandasi, bastakori va
musiga olimasi Malika Omonnisodek obro‘-e’tibor topgan san’atkor bo‘lmasa
kerak. 1854 yili Ismatulloh ibn Ne’matulloh Mo‘jiziy tomonidan yozilgan
“Tavorixi musiqiyun” asarida musigachilarning 17 nafar mashhur ustoz (pir)lari
qatorida zikr etilgan Omonniso xonim “Nafisiy” taxallusi bilan she’rlar yozgan,
xattotlikda ham mahoratli bo‘lgan. “Ayniqgsa, musiqa ilmida shunday kamolot
egasi ediki, podshoh unga oshiqu begaror, inon-ixtiyorsiz yaxshi ko‘rar edi” (5:
50.). Uning Shargiy Turkiston podshosi Sulton Abdurashidxon (XVI asr)
saroyiga kelib qolish tarixi Alisher Navoiyning “Sab’ai sayyor” dostonidagi shoh
Bahrom va Dilorom hikoyasini yodga soladi: “Sulton oz vazirlari va lashkarlari
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bilan Yorkand shahridan otlanib chiqib, Torim daryosi bo‘ylab, Taklimakon
dashtiga ovga chigadi va bir necha kun bu yerlarda bo‘ladi...

Bir kuni Sulton Abdurashidxon Akram ismli qo‘riqchisi bilan bir xaroba
uyga musofir sifatida kiradi. Bu uy Mahmud degan bir o‘tinchining uyi edi.
Podshoh uyning burchagida osib qo‘yilgan bir tanburni ko‘rib qolib, o‘tinchidan
tanburni chalib berishni so‘raydi. Shunda Mahmud: “Men tanbur chalishni
bilmayman, mana bu gizim menga tanbur olib bering, deb janjal gilib oldirgan
edi. Tanburni qizim chaladi”’,— deb javob qildi. Shunda podshoh: “Bo‘lmasa,
qizingiz chalib bersin”,— dedi. Mahmud qiziga buyurdi. Qiz tanburni qo‘lga olib
“Panjgoh” maqomiga shunday chaldiki, Sulton hayron bo‘lib qoldi. Qiz o‘zi
yozgan bir she’rni shu maqomga solib o°‘qidi. Sulton qizning mahoratiga qoyil
qolib, ishqi tushib behush bo‘lishiga oz qoldi” (5: 50-51.). Shu vogeadan so‘ng
podshoh to‘y qilib, qizga uylanadi. Yigirma yil Sulton Abdurashidxon nikohida
bo‘lgan Malika Omonniso “Devoni Nafisiy”, “Axloqi jamila” (“Go‘zal axloq”),
“Shuruh ul-qulub” (“Qalblar sharhi”) asarlarini yozadi, “Ishratangiz” (“‘Shodlik
qo‘zg‘ovchi”) nomli maqomni ijod qiladi. Malika 34 yoshida olamdan o‘tgach,
Sulton Abdurashidxon uning “yodida yig‘lab-yig‘lab olamdan o*tdi,'? deyishadi”
(5:52.).

Omonnisaxon 0‘z davrining yetuk sozandayu hofizlari bo‘lmish 400
mugom ijrochilarini Yarkanga jamlaydi. Bu shaharga tashrif buyurgan mugom
ijrochilari olib kelgan 2117 noxsho-sozni 13 yil davomida uyg‘ur 12 muqomiga
joriy etadi. Hozirda uyg‘ur muqomlari mana shu noxsholar asosida yaxlit bir
tizimga solingan edi (4: 10.).

Tarixiy manbalarni qiyosiy o‘rganish asosida shunday xulosaga kelindiki,
buyuk bobomiz Amir Temur va Temuriyzodalarning saroylarida kechgan ijodiy
jarayonlar va mavjud badiiy an’analar keyingi davrlarda ham ayollar san’ati o‘sib
borishi hamda yallachilik san’ati shakllanishida muhim ahamiyatga ega bo‘lgan.
Garchand XVI asrga kelib Temuriylar hukmronligi o‘z mavge’ini yo‘qotgan
bo‘lishiga qaramay, ularning saroylarida yuzaga kelgan ayollar san’ati izsiz yo‘q
bo‘lib ketmadi, balki O‘rta Osiyoda birin-ketin yuzaga kelgan Buxoro, Xiva va
Qo‘gon xonliklarida yangicha mazmun-ma’no kasb etdi.

Foydalanilgan adabiyotlar:

1. Achariya Brihaspati. MycynMmonnap Ba XWHIUCTOH SpUM OpOJIH
mycukacu. Tapxkumon 3.Hacymnaes. —Tomkent, 2009. — 79 ©.

2. bobupnoma pacmnapu. Ty3yBun X.CynaiimoH. — TomkenT,1969. -155 0.

3. Bezro.T.C.  My3bikanbHble  HHCTpyMeHTHl  Cpenneir  Asum
(uctopuueckue ouepku). — M.: Mysbika. 1980. C. — 190.

4. I'ynbanan6erum 3axupuaaud Myxamman boOyp ku3u. XyMoOHHOMA. —
Tomkent, 2016. - 102 6.

12 Sulton Abdurashidxon va Malika Omonniso voqeasi asosida dramaturg Hamid G‘ulom va kompozitor Shohida
Shoymardonova hamkorligida yaratilgan “Muhabbat navosi” musiqali dramasi 1989-yili Mugimiy nomidagi
musiqga teatrida sahnalashtirilgan.



5. Mybxusznii Ucmatyinox. TaBopuxu mycukuityH. — Tomkent, 2010. 104
0.

6. PaxmonoB M. V36ek teatpu. Kamumwuii 3amonnapgan XVIII  acpra
Kaaap. — Tomkent, 1975. — 287 6.

7. Pyn T'oncanec ne KnaBuxo. AmMup TeMyp uCHaH 3JIYUCH HUTOXH[A.
Tapxxumon Y. XKypaes. — Tomkent, 2019. 176 6.

8. Typryn ®daitzueB. Temypuit Manukanap. — Tomkent, 2013. 69 6.

9. TyprynoBa H. ®daprona Boamiicu suIauuivK caHbaTH. — Hamanraw,
2016.

10. Komup Kepum. Omonnucoxon. Nel. 2010ii1. 8-9 6.

UMUMSHARQ BAYRAMI NAVRO*Z NAVOLARI
(SHASHMAQOM MISOLIDA)

Shoxbozbek ABDUXOSHIMOV,

Yunus Rajabiy nomidagi o zbek milliy musiga
san’ati instituti o ‘qituvchisi, Institut matbuot kotibi.
IImiy rahbar: Ravshan YUNUSOV,

san’atshunoslik fanlari nomzodi, professor.

Annotatsiya: Mazkur magola gariyb uch ming yillik tarixga ega, butun
Sharq xalqlarining milliy va ko ‘hna bayrami — Navro z musiqasining barkamol
Shashmagom turkumiga ta’siri, unda tutgan o ‘rni xususida bo‘lib, unda
Shashmaqom tarkibidagi Navro ‘z nomli sho ‘balar tahlil etiladi.

Kalit so‘zlar: Navro ‘z, musiqa, magom, Shashmaqom, Navro zi xoro,
Navro zi ajam, Navro ‘zi sabo.

Butun dunyoga ma’lum va mashhur bo‘lgan ko‘hna va navqiron Navro‘z
miloddan avvalgi VI asr (ahamoniylar davri)dan boshlab to bugungi kunga gadar
yashab kelmoqgda.®

Ko‘plab Sharq mamlakatlarida muqaddas hisoblangan ushbu bayram
bizning hududlarimizda ham rivojlanib, uzoq va boy tariximizdagi eng gadimiy
shodiyonalardan biri sifatida hali-hanuz misli ko‘rilmagan hurmat va ¢’tiborga
sazovordir.

Navro‘z — qadim turkiy, forsiy va arabiy xalglarning mifologik
dunyoqarashi mahsulidir. Fanda dualizm yoki Binar muxolifati (oppozitsiyasi)
deb nomlanadigan ezgulik va yovuzlik, yorug‘lik va qorong‘ulik, issiglik va
sovuglik kabi bir garashda garama-garshi, lekin, aslida bir-birini to‘ldiruvchi
ushbu kategoriyalar kun va tun tenglashgan sana, ya’ni Navro‘z kuni
bellashadilar. Bu haqda XI asrda yashab ijod etgan o‘rta osiyolik ulug‘ alloma
Mahmud Qoshg‘ariy quyidagicha yozgan edi:

Qish yoz bilan to ‘qnashdi,

13 Qarang: O‘zbekiston milliy ensiklopediyasi “N” harfi. “Navro‘z” maqolasi. 24-26 betlar.



Qahrga to ‘lib garashdi.

Kurash uchun yaginlashdi,

Yengaman deb olishar.

Olimlarning yozishicha Navro‘z azaldan ozodlik va erkinlik kuni
hisoblangan ekan. Chunki, ushbu ulug‘ kunda mehnat qilish hatto ayb hisoblanib,
odamlar kundalik ish, vazifa, burch va tashvishlardan holi bo‘lishgan ekan.
Bayram kunlari barcha qiyinchiliklar, dardu alamlar unutilib, kishilar o‘zlarini
shod-u xursand bo‘lishga shaylagan ekanlar.

Navro‘z kuni ajdodlarimiz bahoriy taomlar tayyorlab, tanovvul qilganlar.
Jumladan, sumalak, halim, ko‘k somsa, ko‘k chuchvara kabi bahoriy ko‘katlar
(ismaloq, otquloqg, jag‘-jag)dan tayyorlanadigan ovqatlar pishirilgan. Qayd etish
joiz, ushbu an’ana bugunda ham davom ettirilmoqda. Bundan tashqari, turli xil
sayllar (lola sayli, boychechak va boshga gullar bilan bog‘liq sayllar), she’rxonlik
kechalari uyushtirilib unda kuy, qo‘shiq, yalla, lapar, terma va ashula kabi xalq
musiga namunalaridan ijro etilgan. Turli bayram tomoshalari, o‘yin, rags va
sayllarga jarchilar musiqiy ohanglar ila chaqiriq qo‘shiglarini ijro etishgan:
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Quyidagi nota misolida lola sayliga chaqirish qo‘shig‘i aks etgan:
LOLA SAYLI
(LOLAJON)

O'rtacha tez

Yur, sa - yil - ga bo - ray - lik, lo-la-lar-ni__  ko- ray - lik.

Lo-la, lo - la, lo - la-jon, o' -sar jo - ying_ da-la - da.

r
Lo -1la, lo - la, lo - la-jon, chi-da - ding - mu__ ja-la - ga?

14 yemon Kopaboes, M6poxum Xynoép. “Haspys”. Tomkent, 2000. 11-6er.
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Sharq allomalari Navro‘zni muqaddas bayram sifatida benihoya
ulug‘laganlar. Misol uchun: Umar Hayyom o‘zining “Navro‘znoma” asarida
“Kimki Navro‘z kuni bayram qilib quvonsa, keyingi Navro‘zgacha xurram
bo‘ladi va farog‘atda yashaydi” — deb yozgan bo‘lsa, Abu Rayhon Beruniy
o‘zining “Osor-ul boqiya” asarida Navro‘zni dunyoning yaratilishiga qiyos qilgan
edi. Boltaboy Shodiyevning yozishicha “... Navro‘zning paydo bo‘lishi O‘rta
Sharq hududida odamzod paydo bo‘lib, uning ongi, dunyogarashi o‘sib, olamni
va tabiatni anglay boshlash davriga borib taqaladi”.®

Darhaqiqat, Navro‘z gadim ajdodlarimiz hayotida o‘ta muhim ahamiyat
kasb etgan. Navro‘z bayramini folklorshunos, tilshunos, teatrshunos va boshga
soha olimlari maxsus o‘rganishgan. Endi esa, Navro‘z musiqasini tadqiq etish
musigashunoslar oldida turgan dolzarb masalalardan biri hisoblanadi. Afsuski,
Navro‘z musiqasi va u haqidagi ishonchli, aniq ma’lumotlarning miqdori ham,
salmog‘i ham juda kam. Shu sabali Navro‘z musiqasini tadqiq etish mashaqqatli
izlanishlar va chuqur tahlillarni taqozo etadi. Shuni ta’kidlash kerakki, Navro‘z
musigasi  hali-hanuz  o‘z  tadqiqotchisini  kutayotgan, dolzarb va
musiqashunoslikda maxsus o‘rganilmagan mavzulardan biridir. Mazkur
maqolada Navro‘z musiqasini mahobatli Shashmaqom turkumi misolidagina
baholi qudrat tadqiq etishga harakat gilamiz.

[X asr manbalaridan boshlab bizga ma’lum bo‘lgan O‘n ikki maqom tizimi
tarkibida ham Navro‘z nomi ostida keladigan bir nechta sho‘balar va bitta ovoz
uchraydi. Bular: Navro‘zi Arab, Navro‘zi Xoro, Navro‘zi Bayotiy va Navro‘zi
Sabo sho‘balari hamda Navro‘z nomli ovozdir. San’atshunoslik fanlari doktori
Is’hoq Rajabovning “Maqomchilik sohasidagi an’ananing davom ettirilishi
natijasida O‘n ikki maqom materiallari Shashmaqom shakliga keltirilgan” 1
degan ilmiy farazi asosida Shashmaqomga Navro‘z sho‘balari O‘n ikki
magomdan kelgan deyishimiz mumkin. Shashmaqom tarkibida bugungi
kungacha (Yunus Rajabiy nota yozuvi va o°zi boshchiligidagi magomchilar
ansambli ijrosidagi audio yozuvlarga muhrlangan) yetib kelgan Navro‘z nomli
sho‘balar quyidagilar:

Rost magomi “Navro‘zi Sabo” sho‘basi va uning talginchasi;

Segoh magomi “Navro‘zi Xoro” sho‘basi 3 ta taronasi bilan;

“Navro‘zi Ajam” esa bitta taronasi bilan.

Xorazm magomlaridan Segoh maqomi tarkibida “Navro‘zi Xoro”;

Farg‘ona-Toshkent magomlaridan “Navro‘zi Ajam” cholg‘u kuyi.

XIX asrda magomdon ustozlar tomonidan tuzilgan Shashmagomning
qo‘lyozma so‘z matnlari to‘plamlari — Bayozlarni ko‘zdan kechirganda ham
Navro‘z nomi ostidagi bir nechta sho‘balar mavjud bo‘lgani oydinlashadi. Bular:

Rost maqomi she’riy matnlaridan:

“Navro‘zi Sabo”. Jomiy g‘azali.

Segoh maqomi she’riy matnlaridan:

“Aknun Navro‘zi Xoro”. Jomiy g‘azali.

15 Bonrab6oii lloaues. “Haspys Gaiipamu (Tapuxuii itymu Ba Kaiita Tuknaaunmm)”. Tomxkent, 2001. 12-Ger.
16 Plcxox Paxa6os. Makomnap. Hampra Ta#iépnosun Ba maxcyc myxappup O.M6poxumos. Tomxkent, 2006. 144-
oer.



Shashmaqom turkumidagi Navro‘z nomli sho‘balar®ning giyosiy
jadvali
Xususiyatlari | Navro‘zi Navro‘zi Navro‘zi Talginchayi
Xoro Ajam Sabo Navro‘zi Sabo
Kimning Mixoil Mixoil Yunus Borux Zirkiyev
Ijrosidan Tolmasov Tolmasov Rajabiy Ijrosi
notaga Ijrosi Ijrosi ijrosi
olingani
She’r muallifi Nodira | Navoiy g*azali Ogahiy Munis g‘azali
gtazali gtazali
Lad-pardasi re doriy | sol miksolidiy sol sol miksolidiy
miksolidiy va vaioniy
ioniy
O‘Ichovi 6/4 6/4 (2/4+4/4) | 6/4 (2/4+4/4) 3/8+3/4
(2/14+4/4)
Usuli nasr nasr nasr talgincha
Diapazoni dt—e® fl—d® el —es® h-dd

“Suvorai Navro‘zi Xoro”. Muallifi noma’lum.

“Navro‘zi Ajam”. Muallifi noma’lum.

Iroq maqomi she’riy matnlaridan:

“Navro‘zi Turk”. Bedil g‘azali.l’

Shashmaqom tarkibida o‘gizdan-og‘izga, ustozdan-shogirdga o‘tib bizning
davrga gadar yetib kelgan noyob ashula sho‘balari bilan yagindan tanishib
chigsak.

Shashmaqomdagi sho‘ba shakli qonuniyatlariga xos va mos ravishda ijod
etilgan 1kki juft asar (Navro‘zi Xoro, Navro‘zi Ajam, Navro‘zi Sabo va
Talginchayi Navro‘zi Sabo)ni tahlil qilish natijasida quyidagi qiyosiy jadval
yuzaga keldi:

Ushbu sho‘balarning tovushqatorlari esa quyidagicha:

Navro‘zi Xoro tovushqatori:

P (@ ]

>

)

P (6]
b

té;’tb

Navro‘zi Ajam tovushqatori:

7 “ITammaxom” I-VI t1. E3u6 onysun FOnyc Paxa6uit. @ Kapomaros Taxp. T., 1966-75 iit.
18 Qiyosiy jadval Yunus Rajabiyning 1966-75 yillarda nashr etilgan olti jildlik “Illamvaxom™ nota to‘plamlari
asosida tuzildi.



P=Y <y =~
O

[® ]

(&) =

9

JE N

Navro‘zi Sabo va uning talqginchasi tovushqatori:
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Navro‘z nomi bilan ataladigan Shashmagomdagi ushbu 4 ta barkamol
asarlarning tovushqatori, lad uyushmalari ham juda o‘xshash. Umumiy
hisoblaganda 3 ta tetraxorddan tashkil topgan umumiy tovushgatorni tashkil
etayotgandek:
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Ko‘hna Navro‘z va mumtoz maqomlarning umumiy jihatlaridan yana biri
bu ularning gomusiyligidir deyish mumkin. Tanigli folklurshunos olimlar Jabbor
Eshonqul va Shomirza Turdimov nashrga tayyorlagan “Navro‘z qo‘shiglari”
nomli mo‘jaz kitobchada ‘“Navro‘z xalqimizning tarixi, madaniyati, diniy va
dunyoviy dunyoqarashini, ilmiy tafakkur tarzini o‘zida mujassam etgan qomusiy
bir ayyomdir” deb, ta’riflanadi. Sa’natshunoslik fanlari doktori Is’hoq Rajabov
esa “Magomlar — xalq musiqasi qomusidir”’ degan munosib e’tirofi navro‘z va
maqomlar o‘rtasidagi umumiylik, mushtaraklikdan dalolatdir.

Foydalanilgan adabiyotlar:

1. O‘zbekiston milliy ensiklopediyasi “N” harfi. “Navro‘z” maqolasi. 24-
26 betlar.

2. Ycemon Kopaboes, Mopoxum Xymo€p. “Haspyz”. Tomkent, 2000. 11-
oer.

3. bonraboit Hlonues. “HaBpy3 Oaiipamm (Tapuxuil Wynam Ba KailTa
tukianum)”. Tomkent, 2001. 12-6eT.

4. Ucxox PaxaboB. Makommap. Hampra Ttaii€pioBun Ba Maxcyc
myxappup O.U6poxumos. Tomkent, 2006. 144-6erT.

5. “IHammakom” I-VI t1. E3u6 onysun IOnyc Paxa6uii. ®.Kapomaros
taxp. T., 1966-75 iiii.
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