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KUPHUIIL CY3U

V36eKHCTOH MYCTaKHILTHKKA YPUIITAaHHIAH CYHT MaJIaHHi MEpOCHH MyXo(asa KIIHII Gyinya Maxcyc KOHYHIap
KaOyyl KWJIMHIM Ba JaBjaT JacTypiapy MIuad Yukwiad. Maskyp KOHYH Ba JacTypiiap Y30€K XaJIKMHUHT MaJlaHui
MEpPOCHHH Cakjald Kelakak aBjo/ulapra eTKasuIla 3aMHUH sipaTMOKAa. [laBnar macTyprapuaa MajaHui MEPOCHHU
Myxo¢a3za KNI OyHnda XaIKapo XaMKOPIUKHU PHBOMJIAHTHPHUIN XaM aKC STTUPWIITAH.

Homopnmit mananmii Mepoc HaMyHalIapuHH XYXOKATIAITHPUII COXAacHJa IaBIaTHMHU3HMHI MyTacaIu
tamwkwioniapu Kopest Pecriyonukacuna tascuc stwiran FOHECKO paxnamonurunarn Ocué Ba TuHu okxeanu
MHHTaKacuaarn Homomnuit Maganuii Mepoc coXacHIary Xaakapo ax0opoT Ba XaMKOpITHK xainkapo mapkasu (MUKAIT)
omnan xamxoprnukau 2009 innga 6onwiad maBom 316 kemvoxma. MYKAIT ramkmmorn kymarnga Mapkasuii Ocué
XyIAyaua HOMOJUIMI MaJaHuii Mepoc coxacuaa (aoiust kypcaraérraH MyTaxaccuciap Ba TalIKWIOTIAp ypTacuaa
KEHT XaMKOPJIUK aJoKauap pHBOKIAHNO KeIMOKIA.

Yuify pucona Y30eKkHCTOH MyTaxaccucnapu ToMoHHaaH “Homommmii MamaHuii MepocHH Myxo(asa KHIHII
tyrpucuna’tu FOHECKO xonBennuscura MyBohuK, MaTaHUAT Ba CIIOPT HIUIAPX Ba3UPIUTH Kotmuaaru PeciryOmmka
XaJIK MOKOANETH Ba MaJaHUH-MabpuUpHil HIITIap WIMHH-METOANK MapKa3nd TOMOHH/IaH TACAWKIaHTaH MIJUINH pyiixar
acocupaa Tanépianau. Puconma “Mapxkasuit Ocué MuHTaKacuga HOMOAIUN MaJaHUH MEPOCHHU XYKKATJIAIITUPUIT
Homitn Y36ekncton Ba MUKAIT tamxunoruanar 2011-2014 iuiap XaMKOPIHK JOHHXACH T0MPACH/IA TAHEPIAHTaH.
Puconanm nHamp stumra skuaaan kymak oepran MUKAIT tamkmiorura ¥3 MUHHATIOPYHINTUMU3HHA OWIIIMpaMu3.

Anuwep Hkpamos
FKOHECKO wnmnapu 6yiinga Y36ekucton Pecybnukacu
Munuii KOMUCCHUSICH Machysl KOTHOU

PREFACE

Laws and state programs on protection of the cultural heritage were adopted in Uzbekistan since gaining of its
Independence. Legal acts and state programs allow safeguarding cultural heritage of the people of Uzbekistan and
ensuring its transmission to the future generations. State programs also encourage international cooperation in the field
of safeguarding of the cultural heritage.

Since 2009 specialists and institutions of Uzbekistan has been successfully cooperating with the International
Information and Networking Centre for Intangible Cultural Heritage in the Asia-Pacific Region under the auspices
of UNESCO (ICHCAP) on safeguarding and promotion of intangible cultural heritage. With support of ICHCAP the
collaboration networking between experts and professional organizations of Central Asia has been established.

Present booklet was developed by experts of Uzbekistan in line with provision of the UNESCO Convention for
the Safeguarding of Intangible Cultural Heritage (2003) and the National List of Intangible Cultural Heritage that had
been approved by the Republican Centre for Folk Art under the Ministry of Culture and Sports of the Republic of
Uzbekistan. The publication is the output of the joint cooperation project between Uzbekistan and ICHCAP under the
title of “2011-2014 Facilitating ICH Inventory Making and Using Online Tools for ICH Safeguarding in the Central
Asian Region”. We would like to express our sincere gratitude to the International Information and Networking Centre
for Intangible Cultural Heritage in the Asia-Pacific Region under the auspices of UNESCO (ICHCAP) for its invalu-
able support in preparation and publication of present booklet.

Alisher Ikramov
Secretary-General
National Commission of the Republic of Uzbekistan for UNESCO



KUPHUIII CY3U

Y30CKUCTOHHUHT HOMOJIMH MaJaHWd MEpOCH V30K XaJIKh PYXUHUHI MOXHSTH OYiu0O, acpiap JaBoMuaa
OOMUTHINO aBJIOIAH aBIoOAra YTHO KeIMOK/IA. Y 306KHCTOH HOMOIMI MaTaHUI MEPOCH XaJIKHUHT Y3JIUTH Ba FyPYpH
xucoOmaHau.

2010 #imnman 6yén, MUK AT Ba Mapkasuit Ocné maBnaTiapi HOMOJINI MaJaHUH MePOCHH TapFUO STUIII, aHTJIAII Ba
xa0apIOpIMKHA omHpHI Xamaa Mapkasuii Ocné MUHTaKacH HOMOIIIHA MaJaHHi MepoCHHU MyXodasa Kt 6y itraa
XaMKOPJIMK MACTypJIapHHA aMaira ommpud kenMoxma. Maskyp “Homoxmuit magannit Mmepocu OVyitnda pucora’HI
HamIp STUMI Jonxacu “Mapkasnuii Ocué MHHTaKacuIa HOMOJINN MaJaHUH MEPOCHH XyXCKATIAIITHPHUIIAA OHIAHH
TH3UMUIAH (oiiamaHuIT” HOMIIM FIIK Y9 WAJUTHK JIOMMXAHWHT HaTKalapuaaH (GolJaNaHuIITa MyJDKaUIaHTaH.

VYby solinxa MUHTaKa/la HOMOJUIMH MalaHnii MepocHH MyXxo(dasa Kuuniira 1aBoMuid xucca Kymraérran MUKATT
Tamkunotd ToMonugan FOHECKO wmnmapu Gyiimua V36ekucTon PecnyGmmkacn Musmii KoMHCCHACH GHiaH
XaMKOPJTHK/[A aMaJIra OIIMPUIIIH. Y 36eKHCTOH HOMOUIMI MaaH!ii Mepocura Garuianran ymoby pucona FOHECKO
wuiapy Oyitnua Y36ekucton Pecry6iukac MUt KOMHCCHACH TOMOHH/IAH YOI STHIIIH.

Maskyp puconma Homommuii mamannii mMepocHm Myxodasa xuiamm Ttyrpucuaarn 2003 #inmn KonBenmnmscu
coxanapura MyBODHK Y36eKMCTOH HOMOMIMII MaJaHHii MepocH OwiaH TaHmirTupany. Hampna kentupunrad 60
Ta IEMEHT OPKAJIM aBJIOJIAH ABJIOJTA IKOAKOPOHA YTHO KelaéTran Y30eKHCTOH HOMOJIMIA MaJaHHil MEpPOCHHUHT
TYpJH kabXallapiHN YyKyppOK aHDJIAIINMHA3Ta UMKOHUSAT SIpaTaIH.

Bbus ymby pucomanu y30ek Ba MHIIIN3 THJUTAPH/IA HAIIP STUIIAA ¥3 XMUCCACHHH KYIITaH MyallTid Ba MyXappupiapra
MUHHATAOPYMINTUMHI3HA U3X0P 3TaMu3. Maskyp pucona HaakaT KYITHHA JaBIaTIapiuHN 0aiku OyTyH AyHE axJIMHU
HOMOAJMN MaJlaHUM MEpPOCHM axaMMITHHM owupuira yHuaiau. UIyHMHIIek, mMaskyp XaMKOpJIMKAArd JIoMuxa
HaTIOKacH Y30eKHCTOHIa HOMOUIMI MaJaHHil MEpOCHH MyXoda3za KIIHIIIATH ¥3ap0 XaMKOPIUKHHA TapFud Kuiiaan
e ymMua OunanpaMus.

Kyon Xo

Jupexrop

IOHECKOHuuur Ocué Ba TuH4 okeaHn MUHTAKaCHIaru

Homonauit Mmaganuii Mepoc coxacuaaru Xajikapo ax0opoT Ba XaMKOPJIMK MapKaszu

FOREWORD

The intangible cultural heritage (ICH) of Uzbekistan is the essence of the Uzbek people’s souls, passed from gen-
eration to generation and enriched over centuries. The uniqueness and creativity of Uzbek ICH is regarded as the spirit
and the pride of the people.

Since 2010, ICHCAP and four Central Asian countries have carried out cooperative projects for promoting, under-
standing, and raising awareness on ICH and ICH safeguarding in the Central Asian region. This project, publishing an
ICH inventory booklet, is for making use of the outcomes from the first three-year project, Facilitating ICH Inventory
Making and Using Online Tools for ICH Safeguarding in the Central Asian Region.

ICHCAP, which continuously strives to safeguard ICH in the region, implemented the publication project in col-
laboration with the National Commission of the Republic of Uzbekistan for UNESCO. This booklet on ICH in Uz-
bekistan was published with the devotion of the National Commission of the Republic of Uzbekistan for UNESCO.

This publication introduces Uzbek ICH in accordance with the domains of 2003 Convention for the Safeguarding
of the Intangible Cultural Heritage. Looking through the sixty elements in this booklet, we can better understand dif-
ferent aspects of Uzbek ICH, which has been creatively transmitted from generation to generation.

We would like to express our sincere gratitude to the writers and editors for their hard work to publish the booklet
in Uzbek and English so that this publication will encourage not only the neighboring countries but also the world to
raise awareness of the significance of ICH. Also, we sincerely hope the outcome of the cooperative project will pro-
mote mutual cooperation for safeguarding ICH in Uzbekistan.

Kwon Huh

Director-General

International Information and Networking Centre

for Intangible Cultural Heritage in the Asia-Pacific Region under the auspices of UNESCO



List of Intangible Cultural Heritage of Uzbekistan

Oral Traditions and Expressions

HHocmonuunuk

JlocToH — JMPO-AIHK KaHpP, OF3aKH Ba €3Ma ajabnéTuaaru
KaTTa XaXkmra sra OynraH smuk acap. «JlocToH» cy3m Kucca,
XHKO$I, Caprys3allT, Tabpy( Ba MAKTOB MabHOJIAPH/IA UIILIATHIIA I
OF3aKy mKoJl HaMyHacH OyIIraH TOCTOHIAp KyTuiab BapHaHTIapra
sranmurd  (Mucon ydyH OHpruHa <AJMOMHID JOCTOHHHHHT
50ra sixuH, «[YpyFmm» TypkyM JOCTOHJIAPHHUHT [O3ra SIKWH
BapUaHTIApu E€3U0 OJIMHIAH), YKAMOABUIIIMIH, aHbaHABHUIIHIT
OnnaH €3Ma anabuér HaMyHacH OyiraH JOCTOHJIApAAH aXpaHo
Typagu. HMM sHT 1okcak HaMyHacu OYiraH JOCTOHJIAp OF3aKd
Y3namTupunang, OF3aky WKpO STHIAAU Ba OF3aKU Tap3a Mepoc
KOupriIa i, JIOCTOH MKpOINCH — OaxIIMHY PeCcITyOIMKaMI3Ia
TypJIF HOMJIap OWJIaH aTaria .

JloCTOHNIapHHUHT TapUXWi acociapy Kyda KaauMmuil 0ymmo,
YHZA TapUXUH BOKEIMK XaJK (paHTAa3MsACH acOCHAA yMyMIIAIlTaH
obpaznapza ¥3 uhomacuau Tonaau. JJocTornap KeHr KaMpOBIATH
Ba X@KMHMHHHI KaTTAIUTH, CIOKETMHHHI CEpPTapMOKIMIH Ba
JPaMaTH3MUAHUHT  YTKUPIUTH, TEPCOHAKIAPUHUHT  KYTUTHTH

OWiaH axpami® Typagd. Y30eK Xamk JOCTOHIAPH Opachia
«IYpyrmm» xampa «PycramMxoH» JIOCTOHJIApU  TYPKYMJIMIH
MaBKyz O¥1H0, yimap XaM ¥3 HaBOaTnIa Ky1uiab BapuaHTIapHH ¥3
HYUra Kampao oJajiu.

Joctonnmap ¥3 MasMyH MOXMSTHIAa Kypa KaxXpaMOHIIMK
(«Anmomun, «I'ypyrmm»), xanrsoma («fOcyd OGuman Axman»),
pomanuk («Manuka Aiép», «Jlamm», «KyHTyFMyL») Tapuxuii
(«Xypummoit», «IllaitGonniixon»), kurobuii («Dapxox Ba
lupus») kabu Typrapra OYnMHMHHO YpraHwnu® KeJIWHraH
Oyncana, Oymap opacuaa KaxpaMOHJIMK Ba POMaHHK IOCTOHIIAp
V3 Oamuuii XyCyCHSTH, SIHK KYJIaMH, Ma3MyH-MOXHUSTH, OF3aKd
WKOIra KYWWITaH ME30HJIAp HyKTal Ha3apuIaH aloXuia
aKkpamb Typau.

«KaxpaMOHJIMK» UKKH MabHOJA — KSHT MabHOJA, YMyMaH
¥30ex smocura HHUCOATaH, TOp MabHOAA, YHHHT OWp TypHTra
HUCOaraH wWUlaTWiaad. KaxpaMOHJIMK JOCTOHIapu Ou3rada
cod xomaa «AJMOMHUIID» MUCOIHIA €THO KelraH. «AJITOMHUIID
nocroHMHWHT MuHr Wwumarn 1999 iwnna  PecryOnkammza
XaJIKapo MHUKECIA KHT HUIIOHIIAH/TH.

Pomanuk  gocToHiapma KYTapuWHKH, POMAHTHK  CEBIH
MOTHBIIapH JOCTOH KaxpaMOHJIapUHUHT (haHTACTHK,
Falipy TaOuWWii capry3alimiapd THPAOOWIA TACBHUpPIIAHAJIM.
«Kynryrmym», «Jlammm», «PaBman», «Manuka aiiép» kaOu
OF3aKM IDKOJl HAMyHaJlapy aHa IIyHAal JOCTOHJIAp CHpacura
KHPAJIH.

XanmK ~ JIOCTOHJIADHHU ~ KyWJalml — aHbaHAIApH  XO3HPIH
JaBpra Kajap Amad KkenMokga. Y30exuctoHruHr CypxoHmapé,
Kamkamapé, Camapkann xamma XopasM BWIOSTIapuaa smad
KoM dTaéTraH OaXImwiapAaH Kymwiad JOCTOH HaMyHalapu
OyT'yHTH KyHJa XaM €310 OMHMOK/IA.

Doston Art

Doston is a lyric-epic genre, a large-sized epic work
in oral and written literature. The word “doston” is used
in the meaning of “narrative”, “story”, “adventure”,
“description” and “praise”. Dostons, which are examples
of oral creativity, differ from those which are examples of
written literature, with existence of versions (for example,
nearly 50 versions of doston “Alpomish”, and about 100
dostons from the cycle of “Goroghli” were written down
up to present), universality and traditionalism. Dostons,
which represent the brightest examples of intangible
cultural heritage, are usually mastered, performed and
transmitted orally. And bakhshis, who are performers of
dostons, are called differently across Uzbekistan.

Dostons have very ancient historical roots. They,
based on the imagination of the people, reflect historical
events through generalized characters. Dostons stand out
with their large-sized and large-scale coverage, acuteness

of dramatic plot and existence of many characters. From
among Uzbek folk dostons cyclicity is present in such
dostons as “Goroghli” and “Rustamkhon”, each of which,
in turn, has a number of versions.

Dostons, based on the content, are divided into the
following types: heroic ones (“Alpomish”, “Goroghli”),
jangnoma or sagas about battles (“Yusuf and Akhmad”),
romantic ones (“Malika Ayyor”, “Dalli”, Kuntughmush”),
historical ones (“Khurshidoy”, “Shayboniykhon”) and
book-based ones (“Farkhad and Shirin”). Nevertheless,
from the perspective of artistic feature, size, content and
criteria, heroic and romantic dostons stand out significantly.

The term “heroic” in Uzbek folklore studies is used
in two senses. In the broad sense, and in general, it is
used in relation to Uzbek epos. In the narrow sense it
is used in relation to one of doston types. From among
heroic dostons, which reached us in their pure form, it is
possible to mention the doston of “Alpomish”. Notably,
one thousandth anniversary of “Alpomish” doston was
celebrated worldwide in 1999.

In romantic dostons, elevated, amorous motives are
to be found in the whirlpool of fantastic and supernatural
adventures of a hero. Such examples of oral folk art as
“Kuntughmush”, “Dalli”, “Ravshan”, “Malika Ayyor”
represent romantic dostons.

The traditions of singing of folk dostons continue to
exist to these days. At present many examples of dostons
are being documented from bakhshis living and working
in Surkhandaya, Kashkadarya, Samarkand and Khoresm
regions of Uzbekistan.

(®)



Y30exkucmon nomooouit maoanuit mepocu pyiixamu

H.)iCpOllquMK canvamu

Hlawmaxom

[lammvakom (opcua — onTH MakoM) — V30€K Ba TOKHK
XaJIKJIapyu MyCHKa MepocHa MapKa3uil YpuH TyTraH Makomjap
TYpKYMH; MAaKOM — OXaHI, Tapja, XaHI, yCyJ, IIaKJ, yCIyo
Kabu BocuTanap OwiaH ¥3apo y3BHil OOFIaHTaH MyMTO3 YOIFY
Kyiin Ba amymamap Maxkmyd. lllammvaxkom XVIII acpmapma
12 makom Tusumu (JlyBo3max Makom) Ba ByXopo MyCHKHit
aHbaHanapu Hermsuaa Mapkasuii OCHEHMHT HHPHK MaJaHUH
Mapkasn Oymmuin Byxopoma maxmranrad.  [llammvakom —
ONTH MakoM TypkymH; by3pyk, Poct, HaBo, [lyrox, Cerox Ba
Wpok MakoMiIapHaH TAlIKWI TomraH Oymud, skamu 250 man
OPTHUK TYpPJIU MIAKJIIArH YOJFY Ba aulyia iyuapuaaH uoopar.
[lamMakOMHH TAIIKWII 3TTaH MAKOMJIAPHUHT Xap OMPH HKKH
— yorry (Mymkmior) Ba amyia (Hacp) #fupuk GYamMiapuian
ubopar OynmuO, 4HomFy Ba amyia Hymapu TypKyMIQpHHH
tamkun stagu. lllammvakom  eTyk co3aHga Ba XOHaHAAmap

TOMOHHAAH ¥30eK Ba TOXKHK TWIUIAPHUAA IDKPO ATHITAH
(amrynma ifyiiapuma MyMmMTO3 IIApK IIOMPIAPH  WIIKHH-JIMPHK,
(ancadmif, Hacuxatomys, AWHHH Ma3MyHIAard IICbPIapH,
IIYHUHIIEK, XaJlK INEhPUSTH KY/UTAHWITaH). ETakdyd 9onFy
— TaHOyp OynmuO, mMakomiap ymlOy YOIFy OpKajdM CO3JaHTaH.
Xap Oup maxomHuHT bonry Oymumum “TacHud”, Tapxesn”,
“Tapayr”, “Myxammac” Ba “Caxmin’ KuCMIIapumaH ubopar
OymuO, aHpaHara Kypa OWPHH-KCTHMH SXJIUT Tap3la SKKaco3
EKN YONFy aHcaMONIM OpKald WKPO STWITAH. YIApHUHT Xap
Oupy ¥3 OXaHTH, XapakTepH, INaKIH, JOMpa YCyIapu OWIaH
axpanub Typral. Auryna OyIuMIapy aHda Mypakkal IIakjaria
anrysa HyamapuaaH TallKWI TONTaH Ba yaap UKKU TyPKyM STbHU
MKKHUTA OIys0a rypyxuaa noopar: oupuHuncura — “Capax6op”,
“Tankun”, “Hacp” Ba “Ydap” kucmiapu Ba ynapHU OOFIOBYH
“Taponanap” (Typid IIaKiIM, KydHW Ba XapaKTepHArd amryia
HyIuIapu) erakau Xo(pu3 Ba XOHAHIANAp aHCaMOIM TOMOHHUIAH
WKpOo STIraH. Mkkuauncura sca “Myrymua” Ba “CaBr” xabu
Oetr KueMitk Typkymiap Kupras (“Upok” MaKOMHIAH TaIKapH).
[lamvakoM, acocaH, OF3aKH aHBAHAAA IDKON  ATHIITAH,
CaKJIaHTaH, CaiKal TOITaH, aBJIOIaH-aBIOAra “yCTO3-IIOTHPL
yenyouma  y3nmamrrupuirad.  [amvakom  Oacrakop  (oF3aku
AHPbAHAJIATH KOJKOP)JIAp MaxCyind OYiuo0, YTMHIIIA capoil Ba
11axap MaJIaHUATH JKapa€Hu1a TaJIKUH STWITaH. X03UPru KyH1a
[lIamMaKoM aHbaHanapy Y30eKMCTOHHMAT XaMMa XyJIy/UIapH/ia
TapKaJraH.

XX acpaan 6orwtab Hlanmvakom 316 omua i (B. YerneHekuid,
1Onyc Paxabuii, A.BOOOXOHOB), WiMHI YpraHwiad (HIMuii
TAAKUKOT, KHTOOMap, TYIUiamiap), SHTH MYCHKA TabJIHMH
opkamu (MycHKa MakTaOmapH, akaIeMHK JIHIE, KOJIeKIIap,

(6) .......................................................................................................

KOHCEpBaropwsi,  CaHbal  Ba  MAJAHUAT  WHCTUTYTHJIA)
V3NAITHPUIMOK/IA. V36exucronna npodeccuoHa Ba XaBackop
MaKOM aHCaMOJUIApA MaKOMYWIHK CaHbaTH TapFUOOTHra Karra
xpcca KymMokaa. 1975 HumaH XaBacKop MakOM jKaMoallapH
Ba 1983 fimnman Gomurad €m MakoM MDKPOUMIIAPH Ba MaKOM
aHcaMOulapu  TaHioBnapu Oynu6  yTmoxnma.  Illammvaxom
HaMmoOsiHIanmapu Ba Tapruborummapu —  JK. Hocmpos, I
Abnyranm, JI. Boboxonos, X. W6omos, [O. Paxabwii, b.
JlaBunosa, T. Anmumaros, M. I\/’Ii'/JI‘II/IeBa, ®. Comukos, V. Pacynos
Ba 0., xamza 10.Paxabuit Homumarn Makom ancamoim, byxopo
¢wrapmonmsicn makom ancamOmu. 2003 i “Illammvakom
mycukacu” FOHECKO Tomonunan “VHCOHUSTHHHT HOMOJUIUIA
MaJiaHuii Mepocu aypaoHacu” ne6 taH onuuau Ba 2008 hnnnan
6onw1ad FOHECKO=MHT PenpesenraTus pyiixaTura KUPHTHIIN
(V36exucTon-TOMKUKUCTOH).



List of Intangible Cultural Heritage of Uzbekistan

Performing Arts

Shashmagom

Shashmagom (in Farsi - “Six magoms”) is a
leading musical-cyclic genre of musical heritage
of Uzbek and Tajik people, which got formed
in the XVIII century on the basis of system of
12 magoms (or Duvozdakh magom) and music
traditions of Bukhara, which is considered one
of the most ancient cultural centers of Central
Asia. Shashmagom is a cycle consisting of six
magoms, namely Buzruk, Rost, Navo, Dugoh,

Segoh and Irog. Each of these consists of two

parts respectively, i.e. instrumental one (which

is called “Mushkilot”) and vocal one (which

is called “Nasr”), representing more than 250

cycles of instrumental and vocal compositions

in total. Shashmagom got formed in urban

environment, and its bearers of traditions were

well-known musiciansand singers. Its vocal part

was performed in Uzbek and Tajik languages.

The texts were mainly taken from the poems of

classics of oriental poetry and were dedicated

to love-related, lyrical, philosophical, didactic,

religious themes. Folk poetry examples were

also used. Most widely used musical instrument

was tanbur. Instrumental part of each magom

included instrumental compositions such as

“Tasnif”, “Tarje”, “Gardun”, “Mukhammas”

and “Sakil”, performed either solo or by

instrumental ensemble. Vocal parts are

considered the most difficult and complete ones

in terms of structure, melos and form and are

divided into two cycles (shuba): the first one

includes “Sarakhbor”, “Talqin”, “Nasr” and “Ufar”, performed
by a leading singer — hofiz; between main parts “Tarona” was
sung by vocal ensemble as a connecting one. The second cycle
(shuba) includes five-part cycles of “Moghulcha” and “Savt”
(except magom “lrog”), the creators of which were bastakors
(creators of oral musical tradition).

Starting from the XX century Shashmagom has been
recorded (by V. Uspenskiy, Yunus Rajabiy, A. Babakhanov)
and published in the form of separate collections, has been
scientifically studied and integrated in the new system of
music education (music schools, academic lyceums, colleges,
the Conservatoire, Institute of Art and Culture). Activities
associated with awareness-raising about Shashmagom are
nowadays conducted by professional and amateur magom
ensembles, operating in all regions of the country. Since 1975

competitions of amateur magom ensembles and since 1983
— international as well as republican competitions of young
maqgom performers and ensembles have been conducted. Among
the bearers of Shashmagom traditions it is possible to mention
Ota Jalol Nosirov, Ota Ghiyoz Abdughani, Levi Babakhanov,
Domla Khalim Ibadov, Yunus Rajabiy, Fakhriddin Sodiqov,
Berta Davydova, Turghun Alimatov, Munojot Yolchieva, Olmas
Rasulov and others. Among ensembles it is possible to mention
magom ensemble named after Y. Rajabiy, magom ensemble of
Bukhara Regional Philharmonic Society. In 2003 “The Music of
Shashmagom” was recognized by UNESCO as the “Masterpiece
of Intangible Cultural Heritage of Humanity” and in 2008 was
inscribed in the Representative List of Intangible Cultural
Heritage of UNESCO (joint nomination by Uzbekistan and
Tajikistan).
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HQIC[)OllquuK canvamu

Xopazm makomanapu

XopasM MaKoMJIapH — Y30eKHCTOHA TapKaraH JOKAl
MaKOM TYPKyMH TypH. Xopa3m Mmakomiapu Typkymu XV H-XIX
acp 6ouutapuna Illammaxkom Ba Xopasm MyCHKHUi aHbaHaIapy
Heru3uja UIaKJUIaHuO, KeHI puBoXIaHraH (amanuéria ymoy
TypkyM “Ontu sipum makom” éxu “Xopasm Llammaxomu” 1e6
Homnanran). Typkym tapkubu Poct, Byspyk, Haso, Jlyrox,
Cerox, Hpox Ba [lamxrox makommapuaan ubopar Oymuo0,
xap Oup makoMm ¥3 HaBOarmpma lllammvaxomra yXmam WKKH
OyMMMAaH TAIIKWJI TONTaH: YONFY Oynmumu — Yeptum Hymm
&xu Mancyp; amyna 6ynumu — Aiitum itynu éxku Mansym 1ed
aranaau. Xopa3sM MaKoOMJIapU TypKyMH
200 sKWH YoNFy Ba amlyla WyIIapuHu
Kampa0® onraH. XOpasMIIIK MaIIxyp
Oacrakopmap Huézxon Xjxka, Depys,

Komun Xopasmuii, Myxammaapacyin
Mups3o, Maréky6 ~ Xappar  Ba
Oomkamap MakKoMJIapra SHTH YOIIFy
KucMitap OacTanad, ymapHHM LIaKiIaH
Ba Ma3mMyHaH Ooitmtmunap.  Kyit
TY3WINIIY, JIaJ acocCliapy CaKJIaHTaH
xonna  XopasmMra  Xoc  MYCHUKHH
yenyOnapia WKPO ITHIMO KEJIMHIaH.
XopazM MaKOMJIapUHHUHT UYepTuM iynu
tapkubura “Tammmakom”, “Tapikesn”,
“Tapmyn”, “Myxammac”, “Caxun”
Kucmiapuaal tamkapu “‘Ilempas” Ba
“Vdap” kucmiiapu Kupras. ARTum iy
tapkubura “Tanmmaxom”, “Tamkun”,
“Hacp” Ba “Ydap” xucmmapu Ba
(hakarrmaa “TaHUMakoMHH~ OOFIOBUU
“Taponamap”  eTakuyd  XOHaHaJIap
TOMOHHAAH TaHOyp YOIFycH EKH
YONFY aHcaMmOJIM KYPHABONHWTHIA WXXPO STHITaH. Yiapra
Typrow Oynran Xopasmra xoc “Cysopa”, “Hakm”, “Papén”,
“Mykaaauma” kabu amryna Hymuiapy xaM aiTHiInO KelnHraH
(afiTim Hymnapuga MyMTO3 IIAPK MIOUPIAPH HINKHI-ITHPHK,
tdancadwuit, HacuxaTomy3 IMmebpiapuaaH (olmaniaHUITaH).
Vmly MakoM TYpKyMH BOXa WXXKPOUYMJIMK aHbaHaJIapH Oyiinda
SIKKaHABO3JIMK Tap3uga APKHH Ba OanuxaryiliiMk paBHIIIa
aifruiran. Xopasm makomnapu X1X acpHUHT OXHPTH 4oparuaa
Xusa xouu 6ynmum Myxamman Paxumxon Conmii (Depys-
moup Ba Oacrakop) TamabOycu Ownan “TanOyp uusurn’na
Tyaa (TanOyp Ba JAyTOP MAKOM TypKymJiapu) €3u0 OJIMHI'aH Ba
WOKPOYIIINK amMannéruaa, “ycro3-morupn” makradbmapuma XX
acpHuHT 40-4n nnnapurada KyaIaHAO KeIMHTaH.

XX acpman Oonutad Xopasm MakoMJIapu €310 ONMHIU

(E.PomanoBckas, M.FOcyroB), WiIMHH YpraHwid, SHIH
MyCHKa TabiuMu TH3UMH (XopasM MycHKa MakraOiapH,
KOJIEXKH,  YpraHu  yHHMBEPCHTETH  Ba  Y30EKHCTOH
KOHCEPBATOPHSICH) OPKAIIH y3namTupuiaMokaa.  Xopasm
MakoMJIapyu HaMOSIHAAJIapu Ba CakJIOBUMIapH Xynoitbepran
Myxpkan, Marnano XynoiibepraHos,
Marékyd Ba  Matrocyd — Xappor,
Mappaxum Illeposuii, Xoxuxon bonraes,
P. JKymanuézos, W. MHOpoxumos, K.
Orannésos, O. Xypoimykypos, P
Kyp6onos, ®. JlaBmaroB, P.bonraeB Ba
6. Xopasm Mmakomsapu Yprand, XuBa,
XoHKa mpodeccHOHan Ba  XaBAaCKOp
MaKoM >KaMoallapH TOMOHHAAH Taprud
STHIMOKJA,  YAApHUHT  aHbaHANapH
Y3IyKCH3 ~ CakKlaHWO, pPUBOXK  OJHIIN
Tabunii paBUIIIA JaBOM OSTMOKAA. Em
YDKpOUHIIap MaKoM aHbaHAIAPUHU
K.Orannésos Ba X.bonraenap HoMuIaru
(Xopasm)  xamma  O.XynoiinykypoB
nomumarn  (Kopakannok PecrnyGnukacu)
TaHJIOBJIAp/la HAMOMHIII TMOKIAJIap.

(8) .......................................................................................................

Khoresm Magoms

Khoresm magoms are one of the local types of magom, spread
in Uzbekistan. The cycle of “Khoresm magoms” emerged on the
basis of Shashmagom and music traditions of Khoresm at the turn of
the XVIII — XIX centuries and comprises of such magoms as Rost,
Buzruk, Navo, Dugoh, Segoh, Iroq and Pandjgoh (in practice they
are called “Six and a half magoms” or “Khoresm Shashmagom”).
Each magom in its turn is divided into two parts, i.e. instrumental
part called “Chertim yoli” (Mansur) and vocal part called “Aytim
yoli” (Manzum). The cycle includes about 200 instrumental and
vocal compositions. Famous composers of Khoresm, such as

Niyozkhon Hoja, Feruz, Komil Khorazmiy,
Muhammadrasul Mirzo, Matyoqub Harrat and
others created new instrumental compositions
and enriched them in terms of form and content.
Khoresm magoms have been performed with
application of own local traditions and musical
dialects. Instrumental part unites a cycle of
instrumental compositions as “Tanimagom”,
“Tarje”, “Gardun”, “Peshrav”, “Muhammas”,
“Saqil” and “Ufar”, which are performed
either solo or by instrumental ensemble. Vocal
part comprises of vocal and instrumental
compositions as “Tanimagom”, “Talgin”,
“Nasr” and “Ufar” (“Tarona” was performed
only after “Tanimagom”) as well as typical for
Khoresm compositions as “Nagsh”, “Suvora”,
“Faryod” and “Mugaddima”, performed solo
under accompaniment of instrumental ensemble.
Poems of classics of oriental poetry served as the
main sources of text in Khoresm magoms. Main
themes were love-related, lyrical, philosophical,
didactic ones. Khoresm magoms reached their
peak in development under the rule of Muhammad Rahimkhon Soniy
(who was a poet and bastakor under pseudonym of “Feruz”). On his
initiative a special musical notation “Tanbur notation” was created,
with a help of which Khoresm dutar and tanbur magoms were written
down in last quarter of the XIX century and which was used till 40s
of the XX century in musical practice based on “Ustoz-shogird”
(“Master-apprentice”) methodology.

Since the XX century Khoresm magoms have been recorded,
scientifically studied, and mastered through the new system of
music education. The bearers of magom traditions in Khoresm were
Khudoybergan Muhrkan, Matpano Khudoyberganov, Matyoqub
and Matyusuf Kharrot, Madrakhim Sheroziy, Khojikhon Boltaev, R.
Jumaniyozov, 1. Ibragimov, K. Otanoyozov, O. Khudoyshukurov, R.
Qurbonov, F. Davlatov, R. Boltaev and others. At present Khoresm
magoms are promoted by professional and folk magom ensembles of
Urgench, Khiva and Khanga. It became a good tradition to organize
traditional performance competitions named after Kh. Boltaev,
K. Oftaniyozov (Khoresm), O. Khudoyshukurov (Republic of
Karakalpakstan), which demonstrate traditions of Khoresm magoms.
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Dapzona-Toukenm maxKomaapu

®Qaprona-TOUIKEHT — MakoMIapu  —  Y30eKHCTOHIA
MaKOMYWJIMK caHbaTWHHHT  PaproHa Bommiicmma XIX-XX
acpiapya KeHr tapkanran typkymmn (3,5,7-xkucmimu @aprona-
Tomkent wMakommapu) Ba Typkymcu3 (DaproHa-ToIIKeHT
MakoM HyIUlapu) aimryjga Ba YOJIFy MakoM Hyiuapu 0yiuo,
ylmap BOXa MyMTO3 MYyCHKAa MEpPOCHIA €TaKdd YPHUHIAPHH
srayuiab, Ilammakom 1rysba (capaxbop, caBT, Kalikapda,
COKMitHOMa, ydap)napn Herusuga Ba MaxaJUMil KPOUHMIIHK
anbaHanmapu Ownan cyropmiraH. @aprona-TOMIKeHT MakoM

qoiry Typkymnmapu — “Mymkmnorn dyrox I-1117,  “Askam
taponanapu I-111”;  “Yoprox I-V”, “Muckun I-VII”; makom
armyrna typkymiapu - “Hacpymownit |-1117; “Hoprox I-V”, “Baér
1-V”, “baér Weposzmii 1-V”, “lUlaxnosz-I'ynép 1-V”;, “IIyrox-

Xycaitanii 1-V”. Yonry Hynnapu sikkaco3 €K YOIFY aHcaMOIIi

WKPOCHU/Ia, allyla Hyulapu ca XOHAHJA Ba YOJFY aHCAMOIH
JKYPHABO3IIUTHAA TATKUH STUIIA .

@aprona-TomkeHT MakoM TypKyMJIapHAaH — TallKapu
aJIOXU/Ia MAaKOM YOJIFY Ba MakOM alllyja Hyiulapy eTyK co3aHza
Ba Oacraxopmap TomoHuman (DaproHa BoaWIiCHTa XOC aIIryia
(Tom-kent Upokwu, Kiua 6ornu), karra amyna (EsBomit Yimmok,
Essouit Yoprox) Ba wonry ityiiapu (Uynu Upok), “Camapkan
éxn Xoxu Abmynasu3 Ymmoku”, “TomkenT éku Mymna Tyitau
Yummoku”, “X¥xkann éku ComupxoH xodu3 Ymmmoku” Ba X.
103ara kenrad. Bymapnman Ttamkapn ®aprona-TomkeHT MakoMm
cypHail ifymmapn xam Tamkmn Ttormran — “Haso”, “Cypmaif
Hyroxu”, “Cypuait Upoku” Ba 6. ®aprona-TomkeHT MakoMm
Wynnmapu Hadakar mraxap MaJaHHATH CKH XOH capoiliapuia,
Oanky xank XxaéT OMIaH OOFNMK TYpJIM BasWAT Ba IIAPOHTIAP
(ty#t mapocumm Ba Gasmm, jgopOo3nmap ViiMHM, calinia Ba
Gaiipamiiap)ia XaM FKpO STHIITaH.

Makomiap aHbaHaBHH  “‘yCTO3-IIOTHPH ~ MakKTaOlapH,
SHFM ~ MYyCHKa TablIMMH THU3UMH (CaHbAaT  KOJUISKIIAPU
Ba KOHCEPBATOPUS XaMja MYCHKAa MakrabiapH) OpKau
V3MamTupUiIMOKIa. ®aprona-TomkeHt MaKOMJIAPHHU
Tapru6 otumya  A. AbmypacynoB, T. Tommyxamernos,
C. bobGomapndos, IOnyc Paxabuii, A. Hcmomnos, A.
YmpzokoB, XK. CynroHoB, M. Y3okoB, P. Mamananmes, axa-
yka Illoymaposnap, aka-yka [lloxammmosnap, O. Xoramos, O.
Ammvaxcymos, O. MmomxykaeB, X. Hocuposa, C. KoOymosa,
T. Komupos, K. Paxumos, O. Oraxonos, T. Ammmaros, M.
Mymanera Ba GolIKATap MaKOM HyIUIAPHHH SHAaxa OOMHTHIL,
émmtap opacmzpa Taprud OSTHIIA KaTTa XHcca KyIITaHiap.
®aprona-TomkeHT MakoM Hyiiapu Xankapo Ba PecmyOmuka
MHKECHAArH €11 MaKOM FDKPOUMIIApH Ba MAKOM aHCaMOIIapH
TaHJIOBJIAPH JACTYPUIAH YPUH OJITaH.

Ferghana-Tashkent Magoms

Ferghana-Tashkent magoms represent a phenomenon
which is unique and original in the system of magomat
(magom art) of Uzbekistan existence of which is associated
with musical culture of the cities of the Ferghana Valley and
Tashkent region in the form of separate instrumental and
vocal samples and small cycles (from three to seven parts).
Ferghana-Tashkent magoms got formed at the turn of the
XVII-XIX century on the basis of shuba of Shashmagom
(sarakhbor, tarona, savt, gashqarcha, sogiynoma, ufar) and
musical traditions of the Ferghana Valley. Instrumental
magom cycles include: “Mushkiloti dugoh I-111", “Ajam
taronalari I-111”, “Chorgoh 1-V”, “Miskin I-VI11”, which are
performed solo (by playing on tanbur, dutar, nay, gidjak)
or by instrumental ensemble. Vocal magom cycles include:

“Nasrullo 1-111”, “Chorgoh
I1-V”, “Bayot 1-V”, “Bayot
Sheroziy I-V”, “Shakhnoz-
Gulyor 1-V”,  “Dugoh-
Husayniy 1-VII1”. Singing
style is solo, i.e. a singer
is accompanied by an
instrumental ensemble.
Development of musical
language of magoms is
closely connected with the
impact made on them by
peculiarities of traditional
music of the Ferghana
Valley, in particular: by such
genres as ashula (Toshkent
Irogi, Kocha boghi), katta
ashula (Yovvoyi Ushshoq,

Yovvoyi Chorgoh) and
instrumental melodies
(Choli Irog); or on the

basis of shuba Ushshoq
— “Khojand Ushshogi” or “Ushshoq Sodirkhon hofiz”,
“Samargand Ushshogi” or “Ushshoq Khodja Abdulaziz”,
“Toshkent Ushshogi” or “Ushshog Mulla Toychi”, which
bear the names of their creators or certain locality;
instrumental magom compositions and cycles for surnay
such as “Navo”, “Surnay Dugohi”, “Surnay Iroqi”, etc. They
were performed in urban environment, in the court of rulers
and in many folk events such as weddings, folk promenades
(sayils) and holidays, during tightrope walking (dorbozlik)
shows.

At present magoms and relevant composition are mostly
mastered verbally based on “ustoz-shogird” (“master-
apprentice”) methodology, while relevant information and
knowledge are being integrated into the new system of music
education (i.e. in colleges of music and art, Conservatoires,
musicschools). Considerable contribution to the development
and promotion of the Ferghana-Tashkent magoms was made
by famous musicians, singers and bastakors of Uzbekistan,
including A, Abdurasulov, T. Toshmuhammedov, S.
Babasharifov, Yunus Rajabiy, A. Ismoilov, A. Umrzogov, J.
Sultonov, M. Uzogov, R. Mamadaliev, Shoumarov brothers,
Shojalilov brothers, O. Khotamov, O. Alimakhsumov, O.
Imomkhojaev, Kh. Nosirova, S. Qobulova, T. Qodirov, K.
Rakhimov, O. Otakhonov, T. Alimatov, M. Yochieva and
others. It is thanks to these people that Ferghana-Tashkent
maqgoms were safeguarded, preserved and got enriched.
And it is thanks to these people that new generation of
young musicians and singers were brought up. Nowadays,
Ferghana-Tashkent magoms are included in the programmes
of international and republican competitions organized
among young performers of magom and magom ensembles.

)
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Jymop maxkom uynnapu

Iytop (popcua — UKKK TOpP) — TOPIH YEPTHM MYCHKA

gonrycd, Mapkasuii Ocué xank (¥30ek, TOKHK, YHFyD,
TYpPKMaH, KOpaKaJIloK)JIapyd MaJaHUsATH/IA KCHI TapKaJraH.
V36ex myropum MysoiiuM, Habuc Ba IIMpaTH  OBO3M
Ounan OolIKa YOJFyJIapaaH
axpanud Typagu. AHBaHABUI
WOKPOUMIIMK CaHbaTHlIA AyTOp

WKPOYMIIUTH  €TaK4d  YpHH
srajutaran  (Kympok — aémmap
opacuna). XIX-XX  acpma

V36exncronaa Gup Heua ayTOp
MKPOYHIINTY MaKTabimapy y3ura
X0C MaBKeW, ychnyOmapu Ba
HaMOSsIHIalapu OWJIaH MaIixyp
6ynran (TowkeHT, AHIMKOH,
daprona, Camapkanf,
Xopasm).
XopasMaa JyTOp MaKoM
typkymnapu XIX-XX acpnapna
KEHT' TapKaJlraH 6ynuo,
“Xopa3sm TaHOyp YH3UFH na
OJITHTA JyTOp MaKOMH — 3UXuit
Haszzopa-Ypramwxuii, MuckuH,
Paxosuit, Upokwuii, Oxép, Yoku
T'upubonnap Ba  ynmapHUHT
TypkyM (2 TtagmaH To 7 Taraya)
KUCMIIapu €3M0 ONWHTaH. Xap
Oup MaKOM TYpKyMH y3UTa XOC
KyHH, IIakid, ycyijaapu, Kyl
PUBOXH, IMIECHPUH MaTHIApU Ba
WKpo ycayOmapu Owminan axpanu® Typanu. Hamosumamapu
— T.Anumaro, ®.Copukos, K.Maapaumon, H.Bonraes,
Manpanm Ileposuii, A.Xamunos, M.3uéeBa Ba 6. lyTop
éutap opacuaa KeHr TapKajiraH 4oiry 0ynub, pecmyOnnka
MHUKECHIIA  AYTOp  WXKPOYMJIUTH  Oyiuua  TaHJIOBIAp
MyHTa3aM paBUIIJa YTKa3HIMOKAA. JlyTOp MKpPOUYHINTH Ba
JlyTOp MAaKOM HYJIapu OJIMi Ba ypTa Maxcyc XxaMmjia MyCHKa
MakTabiapy YKyB jkapaéHUTa KUPUTHITAH.

Dutar Magom Cycles

Dutar (in Farsi - “two strings”) is a stringed musical
instrument, which is widely-spread in the culture of peoples
of Central Asia (Uzbeks, Uigurs, Tajiks, Turkmens and
Karakalpaks). Uzbek dutar differs from other musical

instruments with its soft, beautiful

and expressive sound. It bears
mentioning that this musical
instrument occupies a leading

place in traditional performance
(especially among women). In
the XIX-XX centuries several
schools of performance existed
in Uzbekistan (i.e. in Andijan,
Tashkent, Ferghana, Samarkand
and Khoresm). Though, each of
them differed from the rest with its
specific character, style as well as
bearers of traditions.

In the XIX-XX centuries
dutar magom cycles became
widespread in Khoresm. And by
using so called “Khoresm tanbur
notation” six dutar magoms (i.e.
Zikhi  Nazzora-Urganji, Miskin,
Rakhoviy, Irogi, Ohyor, Choki
Giribon) together with their cyclic
parts (each consisting of 2-7 parts)
were created. Each magom cycle
has its own distinctive melody,
form, methods of performance
and poetic texts. Famous bearers

of dutar performance traditions are T. Alimatov, F. Sodiqov,
N. Boltaev, K. Madraimov, M. Sherozi, A. Khamidov, M.
Ziyoyeva, and others. Nowadays, dutar is a widespread
musical instrument among the youth. In this regard various
competitions are organized regularly on the national level.
In addition, the techniques of playing on dutar as well as the
knowledge associated with dutar magom cycles are studied at
various secondary special and higher educational institutions.
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Cypuaii maxom uynnapu

Cypnaii — my¢uama-1aMiIin MyCHKa 4OJFycH, SIKMH Ba
Vpra llapk Xankiapi MaIaHHATHAA KSHI TapKaarad (cyp-
Hail, chipHeil, 3ypHa Ba X.). Y30eKHCTOHZa CypHaii, Me-
tap, OylamMaH HOMJIapW OWJIaH XaMMa Xyay/ulapjaa TapKai-
rad. OBo3m aH4a KywiH, 6amana. CypHalHUHT UKKH TYpH
tapkairan — ®aprona-TomkeHT (MEH3ypacH KEHIPOK, TO-
BYILIM MaiiH Ba Hoylanu) Ba Xopa3m (MeH3ypacu HucOaraH
TOPJMIHIAH TOBYLIM KECKUH Ba 4nitminok). CypHail xamuaa

KapHall, Joupa, HOFOpa YOJIFylIapu OWiIaH aHbaHaBUH Oaii-
paMOHa-MapoCHUM aHCAMOJWHHU TAlIKHI dTagd. Yiap OYHK
XaBoja XaJIK caimiuiapu, Oaifpamiapu, TY#H MapocHMIIapH,
kyua Tomomanapu (nop6osiap, KYFup4oKOo3map Ba X.)ra
Kyp Oynran xonjga amanuii xapakrep kac6 stagu (CypHaii
WOKPOUMITHTH dpKaKiiapra MaHcyo0).

®daproHa BoauiicHIa CypHaill MaKOM YOJIFy HYinapu oM-
Maiamrad 0ynub, Ty MapocHMIIapu Ba XajK IIoguEHama-
puna wxpo stunrad — by3pyk, Haso, [lyrox, Cerox, Upok,
V3301, Jyrox Xycaiinuii, Hoprox Ba 0. YIapHUHT MKO[-
Kopytapu ¥30ek OacTakopiapu Ba e€TyK CypHal4M-co3aH[a-
napu Oynumran. CypHall MakoM 4OJNFy HyJulapw anoxuaa
acap Ba TypKyM cudaruaa mwxpo KuiuHran — oymsap “Cyp-
Hait HaBocu”, “Cypnait lyroxu”, “HaBo — HaBo castu —
HaBo wapxm 1-2” Ba 6. CypHail yonry Ba cypHail MakoM
qory WymmapuHH Taprub ostumpa TomkeHT, Xopa3m Ba
daproHa Boxuiicu co3aHga-CypHaYMIAPUHUHT XH3MaTia-
pu karra axaMmusT kacO stran (Pycram mexrap, Aurypainu
MexTap, XaMpokxyn Oyna-
MaH, A. YMp30K0B, Xy-
nonbepran Kypbon yrimm,
A. Asumos, K. Bo6oxo-
Hos, Y. Toxues, A. Ocy-
noB, A. Xoxuboes, M.
Maréky6oB Ba 6.)

CypHall MXpPOYUIUTU
ouil Ba ypTa Maxcyc My-
cHKa YKyB Myaccacajapu
VKyB KkapaéHuWra KHUpHU-
tuiarad (tanaba cypHait
OunaH Oup BaKTHIa KyII-
Haii Ba OylgamaH ¥Kpo-
YIIUTHHU XaM Y3JIaIiTu-
panu). PecnyOnuka
MHUKECHa MyHTa3zaM pa-
BHIIA CypHail ¥OKpodu-
nura Oyiuda TaHIOBIap
YTKa3UIMOK/IA.

Surnay Magom Cycles

Surnay is a wind instrument, which is existent and
observable in the culture of the peoples of the Middle East and
Central Asia (it was also known under such names as “surnay”,
“syrney”, “zurna”, etc.). In Uzbekistan local variations of
surnay, i.e. metar and bolaman, became widespread as well. Its
sound is distinct, somewhat shrill and high so that it is always
played in the open (for this reason it is sometimes called as “a
street instrument”). In Uzbekistan two styles of performance

on surnay are widespread, i.e. Ferghana-
Tashkent style (in which mensuration
is broader, the sound is beautiful and
somewhat ornamental) and Khoresm
style (in which mensuration is less thick
while the sound is soft and resonant).
Along with karnay, doira and naghora
it is usually used by traditional festive
ensembles. As a rule it is used to notify
about important events in someone’s life
(about wedding ceremony, for example),
in the life of a community (about folk
festivities, sayils, holidays such as
Navruz, etc.); or about spectacular
performances (shows of puppeteers,
ropewalkers, etc.).
Magom pieces and cycles for surnay
(independent pieces, such as “Surnay
navosi” or “Surnay dugohi” as well as
cycles as “Buzruk — Buzruk savti”, “Navo
— Navo savti — Navo charhi 1-2” etc.), are popular in Ferghana
Valley. Their melodies, usuls and structures are almost identical
with those of Shashmagom, though they differ in terms of
performance traditions and styles, which are peculiar for
Ferghana Valley. Popularizers of surnay and surnay magom
pieces were famous musicians like Rustam mehtar, Ashurali
mehtar, Khamroqul bolaman, A. Umurzoqov, Khudoybergan
Qurbon oghli, A. Azimov, Q. Bobojonov, A. Yusupov. At
present these are Y. Tojiev, A. Khojiboev, M. Matyaqubov and
others.

Nowadays the traditions of playing on surnay are mastered
through “ustoz-shogird” (master-apprentice) methodology and
through the official system of music education at music and art
colleges, conservatoires, etc. (Notably, a performer of surnay,
while studying at these educational institutions, simultaneously
masters the skill of playing on bolaman and qoshnay). In
addition to the aforementioned, competitions of traditional
performance on surnay are organized on a regular basis.
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Depys

Depy3 (Tomn HKOOIH MabHOCH) — XOpa3Mm/ia KeHT TapKaJiraH
Ba Mamxyp amryna iymiapu: ®@epys I-V. Xopasm maxommapu
TypkymuHHHT “HaBo” Ba “Cerox” MakoM mrys0aigapu acocuua
1o3ara kenrad. @Depysnap Y3MHUHT KyiM, THK aBKJIapu Ba
YIApHUHT WXPOCHAATH KOUMpHMIapy Omtan Xopas3M ycIyOnHH
OenrmioBuM amryna Hymmapu xucoOmanaau. XIX  acpHHHT
Oommia Myxamman
Paxumxon | (1807-1826)
JaBpuia fo3ara  KelraH
Ba Xopazm MYyMTO3
anrynaazapu opacua
“depy3” ned HOM onraH
OeHa3Wp HaMyHallapUIHUP.
Aitankca, Qepys 1 Ba
Depy3 2 amrymamapu  ¥3
JaBpuia  XalK ~ OF3Hra
TymmO,  3uépamiapHHHT
KYpKura aimaHn® KeTras.
Iy Oomc xank opacuaa
OupuHu  “THIUIO  y3YK”
ne6, WKKUHYNCHHU YHTa
“raBxap Komiek” sipammod
Keamuoau JIeHHINTraH,
cababu Oup-OupuIaH ry3an
Ba ahzan Depysmap gyHéra
kenraH. Manbanapra Kypa
Kyluapy Ba  UHIebpiapu
Myaui(u TaHWKIM moup Ba Oacrakop Depys (Myxamman
Paxumxow |1) 6ymran. Yrmmmna “Ockn Gepys” ned HOMIAHTaH
Ba ynapaa depys mebpiaapu Kyuianrad. KeMHYamuK XOHHUHT
y3u  “Depy3 17- makom amryna iynm makauga OraXuiHUHT
“MyUIKHH KOUIMHTHU XaWbaTH, YA YallMH JKaJUIoJ] yCTHHA”
fasany OwiaH aNTWIMIIMHA aMp OSTras. “®epy3 2”7
OraxuitauHr “Bax, He Oamoaup OmnmagmM, 31 1umpado, Komry
Ky3uHr” Fazanura Oorianrad, Kyiu “Hommm™” Xopasm moctoH
oxaHru ycnyouna. Typkymaaru keiimaru “@epysnap” caBT Ba
yap makn Ba ycymiapuia; XapakTepiaapH HIyX4aH, KYIIKAH
Ba ko3ubamupok. “Pepy3” amryna TypKyMH TYJIUK paBHIIIA
XoxkuxoH bonraes penepryapuad YpUH OJIraH.

Feruz

Feruz (literally - “stone of happiness”) is a widespread and
well-known vocal genre in Khoresm. It represents a five-part
cycle called “Feruz I-V”. It evolved based on shuba of magoms
of “Navo” and “Segoh”, representing the cycle of “Khoresm
maqoms”. Feruz is an original vocal cycle, which has its own local
features. It embodies Khoresm singing style, and is observable in

the repertoires of famous singers of Uzbekistan.
As adistinct vocal genre under common name of
“Feruz” it became widespread at the beginning
of the X1X century, more exactly, during the rule
of Muhammad Rakhimkhon I (1807-1826), and
emerged as a result of creative collaboration
of famous bastakors (creators of oral music;
composers) and singers. In particular, Feruz
1 and Feruz 2 were once very popular among
connoisseurs of music and no event or feast
was organized without performance of these
vocal pieces. They were so popular that among
the people even the saying emerged, “if the
first one is ‘a golden ring’, then the second
one is its ‘pearl’”. In accordance with written
sources, the author of poems and melodies was
considered Feruz, a famous poet and bastakor
(Muhammad Rakhimkhon I1). In the past vocal
pieces under the title of “Eski Feruz” (“Old
Feruz”) were performed based on the poems
of Feruz. However, on his initiative Feruz 1
began to be performed based on the poem of Ogakhiy called
“Mushkin goshingni hayati, ul chashmi jallod ustina”. Feruz 2
is also based on the poems of Ogakhiy named “Vah, ne balodir
bilmadim, ey dilrabo, goshu kozing”. It is constructed based
on intonations of instrumental interlude of epic melody called
“Nolish”. Subsequent pieces in the cycle of Feruz (Feruz 3-5)
are predominantly in the form as well as usuls of savt and ufar;
and in terms of their melody-tonal and rhythmic nature they are
sophisticated and perfect. These pieces are passionate, cheerful
and enchanting; have intensive doira rhythms. One of those, who
are able to perform the whole cycle of Feruz 1-5, is Khojikhon
Boltaev, a famous singer of Khoresm.
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Vimok  (apabya —  omHMKIap) — ypra acp JgaBpuua
TapKaJran “VH MKKA Makom” (dyBo3max MakoM) TH3UMHJIA
MyaiisiH MaKOM (9HT KaIUMTH, OUpHHYHM MaKoM 1e0  araraHiap
(YmMMm  ym-amBop — Makom jgoupacu onacu), [lammaxom
TYPKYMH/Ia Mamixyp HOIybOAHUHT HOMH.  JIMpWK (MIUKWHiT)
mebpraap OWIaH WKPO STUIAAUTAH acap XamJa OLIMKIap
TWIAJAH aWTHWITaHH Y9yH yHTa “YIImok” HOMH Oepuiras.
V36ex Ba TOKHMK XaJKIapd MyCHKa Mepocuia YILIIOK
MYCTaKWI MakoM cudaruzia eTtud kearaH. AMMO YHHUHT HOIFY
Ba amryia Wyiapu keHr tapkanrad. lllammakom Typkymuaa
Poct wmakomumard Myxammacu Yok —(4onFy  #yim),
Tankunau Yok, Hacpu Yok Ba Vapu Vimmok (1 rypyx
mrypbacu) xampa Casru Yook (2 rypyx amryia TYpKyMH)
Mamxyp 6ynran mysbamapaup. MyxaMmacu YIIMIOKHUHT Kyit
TY3WINIIM, IIaKJIH, JOUpa YCylIn JKyaa Mypakkab Oyicana,
YHUHT OXaHIIapH Ba BapHaHTIAPHHU OOILIKa MaKOMJIAPHHHT
Myxammacinapuga ydpaTHIl MyMKHH. YIIIIOK —amryia
Wymiapu xaM MypakkaO, Kyinapyu pUBOJKIaHTaH, EPKUH Ba
xko3ubanopiu. By3pyk Ba Poct Mmakomiapu airyna iymmapu
IIyp0aTapUHAHT aBXIIapua YIIIIOK HOMH OWIaH aTairaH
HaMyJ KYOpok yupailau. XopasM MakoMIapu TypKyMUaa
Vunmok nrysbanapu Ba Hamyan Yok xam yapaiim.

VuIox amrysa uysinapu Xajlk opacuia KeHI TapKaJraH.
Vs6ex  Gacrakop (A.Abmypacyios, 10.Paxxabuii,
®.Mamasanues)inapu Ba eryk xonanzaa (T.Tommyxamenos,
C.BoGomuapunoB)iap WKOAIApH TOMOHHIAH YIIIIOKHUHT
TypJIH BapHaHTIapH sipatiirad — CamapKany YIIIIOKH EKU
Xoku A6aynazu3 Vuumoku (3eOyHHnco fasamu “Buéku
3yndu KKy YaimMi cypMaco HHK0CT”), TomKeHT YIIoKH
éku Mymna Tyiun VYmmoxku (Haouit fasamm “Kapo
KY3yM, Kely-MapIyMIuf SMad (ad xuwwun’), XyxaHn
Virmoku éxu Virmoku Copupxon (JKomwuii razamu “ba sk
Kapaiima 3ynaixo Baim Juid Mopo”), myHuHraek Kykox
Vumoky, Pacynkopu VYummoku, OpupxoH ViImokw,
®darroxxon Yok, Kamumuii Yook, lapomanu
VYmmok, Casru Yok, 3ukpy Ymmmok, Ymp3ox Ilonson
VYimoky, Yook Ba 6. Yirmoxkauar daproHa Bonuiicnaa
karta amyna (Esouit Yumiok) Ba cyphaii wonry ityinapu
(CypHait Yimmoku) xaM MaBkyl.

XX acpma rtanumkim Oacrakop Ba XoHaHga DaTTOXXOH
MamazanaueB TOMOHHJIAH VYIIIIOK MaKOM allyla TYpKyMH
wxon stuarad; Pacynkopu MamananueB sca YHIILIOK acocuaa
HOJIFY Ba aulyia MyIuiapd, MapcusuIap spatraH. Y30eKHCTOH
KOMITO3UTOPJIUK WKOANETHIA XaM MYCHKAlIHW JApama, OIepa,
YOIIFy Ba XOp acapiapuia, poMaHciapia YIIIIOKZAaH KeHT
(oliganaHuraH.

Ushshoq

Ushshoq (in Arabic — “lovers”) is the name of one of the
magoms in magomat system consisting of twelve magoms (i.e.
duvozdakh magom) and popular shuba (piece) of Shashmagom
cycle, which was widespread in the Middle Ages. In general
a pieces of lyrical and love-related theme, performed by the
voices of lovers, is called “Ushshog”. Ushshogs in the form of
instrumental and vocal pieces are widely existent in musical
practice of Uzbek and Tajik peoples at present. Parts of magom
Rost — Muhammasi Ushshoq (instrumental piece), Talgini
Ushshog, Nasri Ushshoq and Ufari Ushshoq (1st shuba group
of vocal section), Savti Ushshoq (2nd shuba group of vocal
section) — are considered to be popular shubas in Shashmagom
cycle. Notably, melodic structure, form and doira usuls in
Muhammasi Ushshoq are complex ones, though its intonations
and melodic variations are to be found in Muhammases of other
magoms. In vocal pieces of magoms of Buzruk and Rost popular

are namuds under the title of “Ushshog”. It is also possible to
see shubas of Ushshogq and Namudi Ushshoq in the cycle of
Khoresm magoms.

Among people some variations of vocal pieces of Ushshoq
became widespread. These were created by Uzbek bastakors (A.
Abdurasulov, Y. Rajabiy, F. Mamadaliev) and famous singers
(T Toshmuhammedov, S. Babasharifov). These usually bear the
names of regions or creators. From among them it is possible
to mention Ushshogq of Samarkand or Ushshogq of Khodja
Abdulaziz (based on the poem of Zebuniso called “Biyoki
zulfi kaju chashmi surmaso injost”), Ushshoq of Tashkent or
Ushshoq of Mulla Toychi (based on the poem of Navoi called
“Qaro kozum, kelu-mardumlig emdi fan qilghil”), Ushshoq
of Khodjent or Ushshoq of Sodirkhon (based on the poem of
Jomiy called “Ba yak garashma Zulaykho vashi dili moro”), and
Ushshoq of Kokand, Ushshogi Rasulgori, Ushshogi Orifkhon,
Ushshogi Fattokhkhon, Qadimiy Ushshog, Daromadli Ushshog,
Savti Ushshoq, Zikru Ushshog, Umrzoq Polvon Ushshog, etc.
In Ferghana Valley, on the basis of Ushshog, songs of katta
ashula (Yovvoyi Ushshoq) and instrumental pieces for surnay
(Surnay Ushshogi) became widespread.

In the XX century a famous bastakor and singer,
Fattakhkhon Mamadaliev, created vocal cycle of Ushshog. In
addition, on the basis of Ushshog, Rasulgori Mamadaliev, a
singer from Ferghana Valley, created instrumental and vocal
pieces as well as funeral-related songs (marsiya - dedication).
In contemporary times composers of Uzbekistan use Ushshoq
in operas and music dramas, in instrumental, choral, chamber
and vocal genres.
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baxwuuunuk

Baxumm — snmk mwxoakop. «baxum» cy3u Typau JaBpiaapia
[IIOMOH, KOXHH, KaJaHzap, kappoxX, (HonouH, KOTHO, XHUcoOuH,
ycron, Mabpudatyd KaOu Typiad MabHOMapHU wudonanad
xenrad. «baxmm» XalK OF3akd IDKOIMHHHI SIHK Ba JIMPHK
Typra Xoc HaMyHQJIAPUHHU alTyBYH, KyIlJIOBUM MpPO(hECCHOHAT
WKPOUMTIAPHU N(ONATOBIN TYIIyHYA. baximm, STbHU CaHBaTKOP
JOCTOHYIUIAPHM 31 Opacha 10300IIH, COKH, CAHHOBYH, CO34H,
KHPOB 1e0 XaM ataiiaunap. V3 HaBGaTHIa GaX AP XaM MabiIyM
OUp Xy/IyIHHHI JIOKAl XyCyCHSITIapH, WXpo ac6ob (rymomupa,
KYOu3, TyTop, TOp)JIapH Xam/a WKpo yciyOu (M4 OBO3, TallKH
oBo3)ra kypa (apkimkiapra sra. Kypron, Bymyuryp, Hapnaii,
[lepoOon kabu Typiau AOCTOHYMIIMK MakKTaOnapuaa eTHIINO
YUKKAH OaxIIwiap ¥3 WKpO YCIyOW, MMKOHHSTH, perepTyapH
Ownan Oup-Oupuaan GhapkIaHud Typa.

baxmmnap, acocaH, WKpoYHM Ba IDKOAKOp Oaxiimiapra
OymuHamu.  Vbkpoum — Oaxmmap,  yCTO3WAAH — YpraHTaH
JIOCTOHJIAPHU JKy3bUH
y3rapummap  OwnmaH — aifHaH
Kyinacanap, KOIIKOP
Oaximap OF3aKd MUK
aHbaHA aCOCHIA JOCTOHHHHT
¥3 BapHaHTIApH, XarTo YIap
acocHIa SIHTH JOCTOHJIAp XaM
siparagunap. bynnaii 6axmmnap
«aronp» 1ed XaM IOpHTHIIaJIN.

Opram  mounp, Dosun  woup,

[ynkan  moup,  AOmymia
moup, Xuaup moup, Komup
PaxumoB  kabu  Oaximiap

JOCTOH Ba KYIIMKIApHU KyOu3,
IyMOMpa, AyTOp KabW co3map
KYpIUruaa Kyinarad. Xopasm
Oaxmmmapu JIOCTOHJIAPHU
acocan TOp OWIAaH  IKpO
STaIAp, yiaapra FIDKKaK Ba
OymamMoHma — co3ummap  Kyp
Oymammwtap. [loctoHn Kyibrami,
LIOTUP/T €TUILTHPUIIIA KATbUI
TapTuO,  KOHYH-KOHMJajapra,
ycTO3 HIOTUPTIHITIK
aHbAHAJIAPUTA PUOS KWIIMHIaH.
Baxmm penepryapuga YHIa0
JNOoCTOHNMap  Oynmmmy,  Oup
JOCTOHHH  TypiH  OXAHI,
HaFrMaznapaa IKpO 3Ta OJUIIN
MYMKHH.
OnMK  WKOL  Xap
oup XaJIKHUHT Oamuuii
tapuxunup. Hlynpgait  okan,
YHHHT KPOUWIApH OYIMHII OaxIIwiap XaM MWUIAT TapHxu,
CaHbaTH, MAJIAHUSTHHE MUHT HUJUIap TaBOMHAA acpab-aBBaiiinad
KenaéTraH, aBlIOJIaH-aBIIONra eTKa3aéTraH, MILUIHMH MaJaHUsAT,
tapux Ba (ancadara Y3MHUHT OCHA3Up YIAYLIIMHU KYIIHO
KenaéTraH YIKaH JKOAKOpnapaup. <«Anmomunr, «Iypyrmm»,
«ammm», «PaBman», «Pycramxon», «KyHTyrmym», «Ommg
Fapu6 Ba llloxcanam» kabu yikaH Oaauuii odunanap xam ousra
aHa IIyHJall SMHK WKOAKOpIapAaH Mepoc OYIIi0 KOonraH.

Vs6exncron Pecnbymikacuna HMM  Gyoran  asTHOOp,
«Xak OaxIIMCKH» JIeraH FOKCAK YHBOHHUHT KXOPUH STHIITaHJINTH,
Oaxmmm-moupnap ypracuna Typiad KYpUK Ba (ecTHBAJUTAPHUHT
Oymub  yTaérranimry, MWUTHHA  KaJPUSTIAPHUHT Ty1a0
SIIHAIIM, OaXIIMWIMK CAaHBAaTHMHI SHAJa PUBOXK TOIHILH,
YCTO3-IIOTUPIUMINK aHbaHAIAPHHUHT OapIOBOMIIMIUIA MyXUM
axaMusITra sra 0yIMOK/Ia.

[o6epmu bonraes, AbayHasap [loénos, Kaxxop Paxumos,
Kanangap HopmaroB kabu kyminad xank Oaxummapu OyTryHTH
KyH/[a XaM TypiH TagOHup Ba WHFMHIAP/A, TEJIEKYpcaTyB XaMm/a
PaaMOSIINTHPHUIILIAP OPKAIX Y3 CaHbaTIapHHA HaMOWHII 3THO
KeJIMOK1asap.

(14)

Bakhshichilik - Folk Narration

Bakhshi is a performer of epic. The word “bakhshi” at
different times meant different things, for example, a “forecaster”,
“dervish”, “surgeon”, “fortuneteller”, “clerk”, “book-keeper”,
“mentor” or “enlightener”. “Bakhshi” is a term, which is used
in relation to a professional performer, who sings and performs
examples of epic and lyric forms of oral folk art. Bakhshis, i.e.
narrators of dostons, are sometimes called among the people
as “yuzboshi”, “sogi”, “sannovchi”, “sozchi” and “jyrau”.
At the same time, bakhshis differ based on local features they
represent, musical instruments used (dombra, gqobiz, dutar, tor)
and performance style applied (singing with inner voice, singing
with external voice). Bakhshis, who represent various schools
of doston narration (such as Qorghon, Bulunghur, Narpay,
Sherobod, etc.), differ from the others with their performance
styles, available possibilities and repertories.

Bakhshis are divided into the following as well: bakhshi-

performers and bakhshi-creators.
While the former ones usually
perform  dostons, which they
learned from their mentors, with
slight changes, the latter ones,
based on oral epic traditions,
create their versions of dostons (or
even new dostons). These types
of bakhshis are sometimes called
as “shoirs”. For example, such
bakhshis as Ergash shoir, Fozil
shoir, Pulkan shoir, Abdulla shoir,
Khidir shoir, Qodir Rakhimov
performed dostons and songs
under accompaniment of stringed
instruments as qobiz, dombra
and dutar. Bakhshis of Khoresm
perform dostons mainly with a help
of the stringed instrument called
“tor”, which is accompanied by
musicians, who play on a reed-
pipe. In performing dostons and in
training students bakhshis strictly
adhered to the rules as well as
traditions of “master-apprentice”.
The repertoire of one bakhshi may
have dozens of dostons; and he can
perform each one by using different
tunes and methods.
Epic  creativity can be
considered simultaneously as a
kind of artistic history of a nation.
Therefore, bakhshis, who perform
dostons, are great men of art. They are those, who have been
preserving and transmitting national history, art and culture from
generation to generation for thousand years. And they are those
who have been making invaluable contribution to the national
culture, history and philosophy. And it is thanks to these men of
art, who perform epics, it became possible for us to inherit such
invaluable artistic works, as “Alpomish”, “Goroghli”, “Dalli”,
“Ravshan”, “Rustamkhon”, Kuntughmush”, Oshiq Gharib and
Shokhsanam” .

Attention, which is paid to intangible cultural heritage in
the Republic of Uzbekistan, institution of the honorable title of
“People’s bakhshi”, organization of diverse competitions and
festivals among bakhshi-shoirs, promotion of national values
and further development of the art of folk narration — these all
are very important in ensuring continuity of “master-apprentice”
traditions.

Nowadays, many bakhshis demonstrate their art at various
events and gatherings, TV and Radio programmes. From among
them it is possible to mention Shoberdi Boltaev, Abdunazar
Poyonov, Qahhor Rakhimov and Qalandar Normatov.
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Karra amyma kM maTHHC amryna — Y30GeKHCTOHHHHT
®aproHa BoAWMCHIa XOC HHUpUK alryiaa HYau, MyCTakKuil
JKAHPH, Y3UTa X0C MXKpo ycnyou Ba ycynu. Ukku €ku yHIaH
optuK (Gemrrarada) XOHaHAa TOMOHUAAH YOJIFY KYPIUTUCH3
ranMa-ran aitunaau. banana napaanapia nwxpo dTHIMIIH,
KaTTa aBXJap MaBXKyIJIUTH, CY3IapHUHT THHIIIOBUMIApra
paBoH eTn0 OopWIIM Ba TabCHPUYAHIWTH KaTTa alryjara
xoc Oynub, yHuHT “EBBOIHM Makom” (EBBOI/Iﬁ Vimoxk,
EsBonii Yoprox), “ésmoiim amyma” (EsBonmii TamoBap,
EBBonii MyHnoxor), “sxkkaxomnuk” (Oxkum, I'ymyzopum
kanu, Tormvanmm) Ba wonry itynm (EBBomit Yoprox —
SKKaco3 Hail ydyH) Kabum >KaHpIapu MaBXyIIUTHIaH
napak 6epagu. Karra amyna kaaumuii MapocuM Ba MEeXHAT
KYIIMKJIapH, MapcHsl XaM/Ja apy3 Ba3HUAArW Fa3aldapHUHT
KaguMui YKuann yenyonapu (“ra3aixoHauk”) 3aMUHEA
BY)KyATa KeNTaH. YHUHT YyTMHIIAATH HAMyHaJlapHuaa JTUPUK
Ba HAcHUXaToMmMy3 Fazauiap OwinaH Oup KaTopla IUHUH,
TacaBBy( Ba 3aMOHABHH HYHaNWIIJAard MmebpiIap Xam
kyinanagu. XX acpiaH dpKak XOHaHJalapJaH TallKapu
aélutap xaM KaTTa allylaHd Wxpo dtumrad (Xamuma

Hocuposa, ®otuma Bopyxosa, 3aiinad [TonBoHOBA).

KaTTa anmynaHMHT H)KPOYHINK MaJlaHUSATH IOKCATHIIN A
YHHMHT ¥3Mra X0C WXXKPOYMIMK MaKTaOlapu IIaK/UIaHAW —
Kykon (D. Kapumos, Xampokyn kopu, P. Mamananues),
Maprunon (M. Carrapos, b. Paxa6os, XK. CyntoHos, M.
V3okoB, T. lapunos pax6apaurugaru “Hoprox” rypyxmu),
Aunpnxon (O©. Mamananues, O. IOcynos, C. CangHa3apos,
X. Xacanos), Hamanran (M. Xamuugos, A. Fosues, U.
HcokoB), TomkenT (A. Ba D. Xaitnaposnap, M. Toxuboes,
M. Wymumesa, B. ycrmypomos, A. H6poxumos, C.
Huésos, JI. Koaupkynosa, H. [Tupmarosa).

Karra amyna wxpoumnapu VIl-um Xankapo Mycuka
Konrpeccu (Mocksa, 1971), IV-un Ocué Mycukanu
Mun6apu  (@uwiunmub, 1976), Espoma  donbkiop
¢decruanu (1985), AKII mycuka ¢Goibkiop (ecTuBamu
(1987), “Illapk Taponanapu” Xankapo MyCHKa (eCcTHBAIH
(Camapkann, 1997-2015), “Acpnap camocu” AHbaHaBH
maganusT  (ectusann  (YV3Gexucron, 2008-2013) kabu
WHpHUK  aHXyMaHJapia, HaBpy3 Ba Mycrakummiuk
yMyMXaJK Oalipammapuia ¥3 WKPOYHINK MaxXopaTiIapuHU
Hamoinm 3t™Mokanap. 1984 iiunnan 6ouutab pecmybnuka
MHUKECHJIAa MyHTa3aM pPaBHIIJa KaTTa allyia WKPOUYWIapH
tamnoBnapu  yrrasuimorkaa (2013 dimwnm  TomkeHT
Bustositaa 0ynu6 yram). Karra amynann Mmyxodasa KHIHIII,
cakmam Ba Taprub® oSTHm OYitmua Tapkuba noHuxacu
ACCU IOHECKOuuur (Snonus) OnTud Menand OujaH
takaupnanan. Karra amyma 2009 #imnma FOHECKO
HUHT “VIHCOHMATHWUHT HOMOAIMW MaJaHWil Mepocu”
Penpesentarus pyixarura KUpUTHIIN.

Katta Ashula

Katta ashula or Patnis ashula (literally “great song”, “lofty
song” or “tray song”) is a vocal direction, a song genre typical
for the Ferghana Valley, in which peculiar style and manner
of singing is observed. It is performed by two or more (up to
five) singers in turns and without accompaniment of musical
instruments. Typical for katta ashula are performance on a
high pitch, existence of culmination points, expressiveness
and bright emotionality. There are different versions of katta
ashula. These are: “Yovvoyi magom” (“Yovvoyi Ushshoq”,
“Yovvoi Chorgoh”), “Yovvoyi ashula” (“Yovvoyi tanovar”,
“Yovvoyi munojot”), “Yakkakhonlik” or vocal-instrumental
one (“Oh kim”, “Gulizorim gani”, “Topmadim”) and “Cholghu
yoli” or instrumental one (Yovvoyi Chorgoh — suitable for solo
performance on nay). The origins of katta ashula genre should be
looked for in ancient folk-ritual chants, songs of “praise” (such as
marsiya, navkha, ayolgu), in distiches of ghazals (ghazalkhonlik),
written in aruz prosody. In terms of subject matter katta ashula
songs can be divided into love-lyrical, didactic, religious and
contemporary ones. It bears mentioning that in the XX century,
along with men-singers, katta ashula songs were performed by

women (for example, they were performed by Khalima

Nosirova, Fotima Borukhova, Zaynab Polvonova).
Relevant knowledge and skills, traditions of singing
are mastered based on “ustoz-shogird” (“master-
apprentice™) traditional learning methodology in the
following performance schools: Kokand performance
school (E. Karimov, Hamroqul gori, R. Mamadaliev),
Margilan performance school (M. Sattorov, B. Rajabov,
J. Sultonov, M. Uzoqov, “Chorgoh” group under
leadership of Turdiali Sharipov), Andijan performance
school (F. Mamadaliev, O. Yusupov, S. Saidnazarov),
Namangan performance school (M. Hamidov, A.
Ghoziev, 1. Isoqov) and Tashkent performance school
(A. Khaydarov, E. Khaydarov, M. Tojiboev, M.
Yolchieva, B. Dostmurodov, A. Ibragimov, S. Niyozov,

D. Qodirqulova, N. Pirmatova).

Singers of katta ashula (or katta ashulachi) have so
far participated in the VII International Music Congress
(Moscow, 1971), IV Asia Musical Platform (the Philippines,
1976), European Folklore Festival (1985), US Festival of Music
Folklore (USA, 1987), “Sharq taronalari” International Music
Festival (Samarkand, 1997-2015), “Asrlar sadosi” Festival of
Traditional Culture (Uzbekistan, 2008-2013), etc. Also, they
became regular participants in nationwide holidays, such as
Navruz and Mustaqillik (Independence Day). Since 1984 a
national competition among performers of katta ashula has
been conducted. Furthermore, the programme of the Republic
of Uzbekistan, “Protection, preservation and popularization of
Katta Ashula of the Ferghana Valley”, was awarded with a prize
(gold medal and diploma) of the Asia/Pacific Cultural Center for
UNESCO (ACCU, Japan) as the best practice in protection of
ICH. And in 2009, katta ashula was inscribed on the UNESCO
Representative List of Intangible Cultural Heritage of Humanity.
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Cyeopa

Cysopa  (¢popcua
V36exucronnuur Xopasm

“cyBopuii” -  OTIHMK) —
XYAyAHIa KEHI TapKajiraH

WUpUK amyna Ba 4oJFy Hyau, Xopa3M MakoMIapu
TapKkuOuMIaru anryia Ba 4oy Hymmapu  (Kyiiapu
PUBOXJAHTaH, YyCylJdapd Mypakkad Exu OIIUUpOK

ymyosuaa). CyBopanapHUHT Ou3rada Oemira acoCuil Hyiu
Ba Wurupmara skuH CaBTu cyBopa Ba Y Gopu cyBopaiapu
eTub Kenras.

CyBOpaHHHT amyiaa Hynm oxnuii ya4oBUAArud noupa
yCynuAa MyMTO3 I[IOMPIApPHUHT MIEbpIapu acocuia
wKpo sTunaau. Jur kaaumuii OHa cyBopa (Karra cyBopa
éxku Tox cyBopa xam paeitmnanu), Oraxuii Ba Mampab
cyznapu Owunan aiitunagu. Vokpo ycnyOm sKkaHaBO3
yosry (Taubyp, ayTop éku TOp) kypHaBoznuruaa. Cysopa
amyna Wymnapu opacuna Yamanposu cysopa, Sk mapna
cyBopa, Kaxxanr cysopa, Kym (Xym) napaa cysopa,
Bemr mapna cyBopa xabu acapiap KeHr TapkairaH. CaBTu
cyBopa 12 Ba yHAAaH Ky KUCMJIH OYIHIIN MyMKHH, KeHUH
Ydopu castu cyBopa Ba ['yn ydop caBTu cyBopanap xam
IKPOUMIHK amannétu Oynran. Mupuk CyBopa auryma
TypKyMiapu Tapkubuaa acocuid CyBopajapaaH TalIKapu
ukkutagan CaBt Ba Ydopnap mxpo sTunagu. Youry
Wymnapu y3ura xoc Kyiiapu Ba ycyanaapu OuiaH axxpanub
typanu. ®aprona Boamiicuga CyBopa amryna Ba cypHai
YOJIFy MYyJulapu XaM KEHI TapKajraH.

WMxpounnuk  amanuéruna  Malxyp  XOHaHOaJgap
tomoHunan sparunran Cysopanap Mmaexyx — CyBopaun
Komun (K. Oranuésos wxoau), Kopumonuii cysopa (X.
Bonraes), Munamac cysopa (K. Hckanmapos), ['yxaiiu
cysopa (O. U6poxumos), Hum napaa cysopa (P. KypGoHoB)
Ba 0. CyBopanap mxpouunapu opacuna X. boaraes, K.
Oranunésos, O. Xynoitmykypos, Manpaum Illeposuii,
K. Uckanmapos, P. Kypbonos, M. XynoiiHazapos Ba 0.
Xoxuxon bonraes penepryapuaa 50man oprux CyBopa

MakKoM ailyna #ymnapu, amyia TypKymiapu, amyia
Wynnapu ypuH oJITaH.
CyBopa amyna Hymmapum  acocuga  Xopasmjaa

XOHaHAAJApHUHT WXKOIUK Mycobakamapu “uitpanamma”
yrrasunaau (Oup Ky acocuaa Typiid MaB3yAard mebpiap
wKpo stuiuimy 103uM). CyBopamap acocuaa 3aMOHaBH
scTpaga Kymukaapu xam sparunmoxga (O. Cobupos, V.
OnnaGepranos Ba 0.).

Suvora

Suvora (in Persian—“ahorseman”) is a large vocal-instrumental
piece, a piece of vocal section of the cycle of Khoresm magoms,
which is widespread in Khoresm. The term “Suvora” is derived
from Persian word “suvori”. According to the masters of this genre,
the rhythm of suvora, its usuls of doira remind of the sound of a
hoof of an ambling horse. In traditional performance practice, it is
possible to observe five large vocal pieces of suvora and more than
twenty variations of Savti suvora and Ufari suvora.

Suvora are performed on the basis of poems of oriental poetry
classics, and have lengthy, lyrical type of melody, which is based
on a simple rhythm (usul) of doira. The most ancient from among
them is “Ona suvora” (“Mother suvora”; sometimes called as
“Katta suvora” (“Big suvora™) or “Toj suvora” (“Crown suvora™)),
which is performed on the basis of the poems of Mashrab and
Ogahiy; and has expressive as well as emotional melody. The
style of singing in suvora is solo, which is accompanied by own
play on tanbur, dutar or tor together with doira. From among the
most popular suvora pieces it is possible to mention Chapandozi
suvora, Yak parda suvora, Kajang suvora, Qosh (Khosh) parda
suvora, Besh parda suvora. In addition, Savti suvora is a widely-
spread vocal piece and a cycle, consisting of 12 and more parts
(the same are Ufari savti suvora and Gul ufari savti suvora). When
it comes to vocal cycles of large suvoras, along with main suvoras,
singers perform Savt and Ufor (each two times). Instrumental part
stands out with its peculiar tunes and methods applied. Also, in
the performance practice of the Ferghana Valley suvora for surnay
became widespread.

In the performance practice there are suvoras created by
famous singers. The examples include: Suvorai Komil (by K.
Otaniyozov), Suvora Qorchmoni (by K. Boltaev), Sovora Indamas
(by Q. Iskandarov), Gojayi Suvora (by O. lbragimov), Nim parda
Suvora (by R. Qurbonov), etc. Suvora is included in the repertoires
of famous singers as well. In particular, the repertoire of Khojikhon
Boltaev includes 50 vocal pieces of suvora.

It became a good tradition to organize various competitions
on suvora performance (called “Diyralashma™) among singers.
In accordance with the rules of such competitions, singers should
sing based on a single melody but using various poetic texts.
Furthermore, these days it is possible to observe creation of
contemporary interpretations of suvora, which are suitable for the
variety direction (for instance, pieces created by Oghabek Sobirov,
Olmas Allaberganov and others).
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Haxkw

Hakm (MabHOCHM — 0e3ak, KymIuMK, Maki) — Yy30ex
aHbaHaBUIl Mycukacujga alTHUM Ba allyna Hyanapu.
V3bexucroununr ~ @aproHa  BOAMHCHAA  TapKaurad
TYH MapocUM KYLIIUFH — H3pKakjap TOMOHHUIAH YOJIFY
KYpIAUTrUcU3 KyEBHU KeJIMHHHU yiura Ky3aTuil kapaéHuaa
aliTHITaH, AKKaTypyX Tap3uaa. XalK LebpUsATH KYUIaHTaH,
y30eKk Ba TOXHUK
TUODAapuUIa
WXKPO  ATUITaH.

Mycuxkmui

KOHYHUSTIApHU

Ba WXpO yciybu

Oyiinua y3ura

XOCIUK Ownan

axpanub Typanu.

Mapocuwm

KYIIUK TYpKYyMH

cubpartunga

MaBKyH: Karra

HaKIl €KW HaKIIu

KaJIoH, Vpra

HaKIl €KW HaKIIU

muiiona, Kuunk

HakKIl €KW HaKIIU

xypa, Tepma HaKI

€KY HAKIIW OJIHI

(HaKmu XanKui).

Karra HaKII

eTyK XOHaHJajap

TOMOHHUIAH

rajMa-raj, 3pKHUH

ycaybna OamaHa oBo3da aiTunradH OyiauO, kaTTa amnryjia
ycnybura skuH. Konran Hakumiap skka TypyxX Tap3uaa
KylJlaHagu: TepMa HaKII T'ypyX LIaKJIHMAa T€3pOK ycynuaa
IKPO STHITAH. Y36ekucToHHUHT DaproHa BHIOATH aiipHM
TyMaHJIapujaa CakKjiIaHuO, XajdK WKPOYHJIapH TOMOHHUIAH
HUKOX TYHJIapu MapoCUMJIapUaa MKPO ITHIMOK/A.

Haxmr — y30ek MyMTO3 MyCHKAacuaa KEHI TapKalraH
amyna iymu. Ypra acp pucomamapuia HaKm Kyif, BasH
Ba LIEBP Ty3WJIMACWIapHUIAaH MOOpAT MyKamMMal MYCUKHIH
makJ, mucos yuyH Hakmwu Baér — y3ura xoc mypakka®
amyna Wynu. ®Paprona-TomkeHT MakoMm Hynimapu Ba
Xopa3M MakoMJapH TypKyMmJapu TapKuOumaru amrymia
Wynu. Makomuapnaru CaBt ycayOnapura sKdH Ba YXIIan,
TaJKUH €KW HACp ycCyJjapura 3pramras IIakj, MacalaH,
Cerox Hakmu. Xopa3Mm TaHOyp YHM3HUTHAArH IyTOp
MakomiIapuaa KYNruHa Hakunulap keiaTupuwiran — Haxmm
Muckun, Hakmun Tankunaum VYprawxui, Haxkmm Canpu
Upox Ba X. Mupuk HamosHaanapu — Maapaum Llleposuii,
Kommmkxon Oranuésos, Py3umar )Kymanuésos Ba 6.

Naqgsh

TS ” o«

Nagsh (literally - “an ornament”, “a song”, “a form”) is a
song and a lyrical-vocal piece in Uzbek traditional vocal music.
In the Ferghana Valley it represents a widely spread wedding
and ritual related song-cycle, which is performed by men while
seeing off the groom to the house of bride. Characteristic features
of nagsh can be observed in the use of examples of folk poetry,

bilingualism (i.e. it is

sung in Uzbek and
Tajik languages), and
performance  without
any instrumental

accompaniment by

usage of strong and

high  pitched  voice.

Nagsh song cycles are

represented by Katta

nagsh or Nagshi kalon

(i.e. Great nagsh), Orta

nagsh or nagshi miyona

(Middle nagsh), Kichik

nagsh or nagshi khurd

(Small nagsh), Terma

nagsh or nagshi oddiy

(Nagshi khalg —simple

or folk nagsh). Katta

nagsh was performed

solo by leading singers

without  instrumental

accompaniment in turns

and with a high pitched

voice in a free rhythmic

manner. The other nagsh songs were performed solo and by a

group without musical accompaniment (for example, Terma nagsh

was sung in fast tempo by a group in unison). In some districts of

Ferghana region of Uzbekistan it is possible to observe existence

of nagsh as performed by folk singers during wedding ceremonies.

Nagsh is a developed vocal piece, which is used as an

independent piece or part of the vocal section of the cycle of

Khoresm magoms; or as a vocal piece of Ferghana-Tashkent

magom cycles. In the medieval treatises of scholars dedicated to

music, Nagshi Bayot was considered an an original as well as

complex vocal form and genre. The types of nagsh, which are to

be found in magoms, in terms of their feature, correspond to the

usuls of Savt. From the perspective of intonation and rhythm they

are even closer to Talgin and Nasr (for instance, Segoh nagshi).

In Khoresm dutar magoms (in accordance with “Khoresm tanbur

notation™) it is possible to find several nagsh songs, such as

Nagshi miskin, Nagshi Talgini Urganji, Naqgshi Sadri Irog, etc.

The bearers of nagsh traditions are Madraim Sherozi, Komiljon
Otaniyozov, Rozimat Jumaniyozov and others.



Y30exkucmon nomooouit maoanuit mepocu pyiixamu

HQ’C[)O’!MJIMK canvamu

Mymmo3s awyna

MyMTO3 amryia — JIMPUK XapaKTepHAard PHBOXKIJIAHTAH Kyil
Ba IMIAKJIMra sra OYiaraH HUpUK aiThM-amnyaa Wynu. Amnryna
VY3UHUHT Kyil PHBOXH, Ba3MHH JIMPHK EKH OFHD XapaKTepH,
XQDKOHJIM Ba JApyId MasMyHH, JHAlla3oH KCHIIMTH, YCYII-
PUTMHHHHI CE3MJIApIH  JlapaXkaga MypakkaOJIurd Ba HKPO
yciryOu MyKamMMaiumiry Owtan axpanu6 typamu. llapk mymTo3
LIOMPJIAPHUHT apy3 Ba3HM 1A E3UIIraH Fa3ajl, pyOouii, Myxammacsap
amryna JKaHpuJa KeHI KYJUIaHMO KeJMHTaH. Alnyiaza cy3 Ba
Ky#i y3Bui Oornmmukmup, Oy Xxonar
acapHuHr  OyTyH  Ma3MyHHHH,
MOXMSTHHH ~ TAlIKWI  3TaJH.
UyHKHU yHAArd yMyMUI MaHTUKUI
OOFNTMK/IMK, Ba3H, KO(US, OXaHI,
MYCHKHIUIMK THHIJIOBYMIA 3aBK-
MaBK  yHFOTAaHM,  XasDKOHIIH
Kaiiust a0 KHJIaJIu.
ViapHUHT PHBOXKJIAHHMII KapaSHU
JmapoMauiaH  Ooruianu®  Tobopa
ABKIIAHTaH XOJI/1a PUBOXKITAHA/IA.

Alyna IIaKiIvaard  acapliap
MyMTO3 Ba GacTakopimK
wromuéiapuia  KeHr  YpHH
OJIraH, YHUHT JIOKaJl BapUaHTIapu
MaBXyn, SKymsagad, byxopoma
XaJK ~amryia Ba  MyXammac,
Xopasmza cyBopa Ba  HaKu,
@daprona  Boguifcuzia  aunyia
Wymtapy, Karra ainysa, EBBOUM
amryna ae6 ropuriwiany. nauii Ba
HaH/-HACUXAT MaB3yJaru MyMTO3
amryna  Myjulapg  —  MYHOXOT,
HabT, KaJaHAap, XOHAKOHW, XaMml,
MaH3yma J1e0 roputmwiaau. by
anrynanap sKKaHaBo3 WXKPOCHIA, YOIFY aHCaMOJH SKYpIUrua
aiTum6  kenumeran.  “Tawosap”,  “Mynoxor”,  “Tmps”,
“Anamranmvan”, “Emrns”, “Komaruar”, “Kypa”, “On xabap”
kabu wmymros iymupary; “Kyiirait” (FO.Paxabwuii), “Cencan
cegapum” (O.Xoramos), “Haiinmaitun” (OK.Cynrronos), “Di,
yexpacu To60HUM” (D.Comukos), “Iuépumcan” (K.XKa66opos),
“Bup nmpa 6wian” (M.Myprasoes), “I'yiy3opum” Ba “Kyp6Gon
yaam” (A.A6nypacyinos), “Kadon Gyiraii” (M.Mupsaes) Ba 0.
GACTAKOPIHK AlTyIATapy. Y36eK IKPOUMINK aMANUETHA allIy/a
Typkymsiapu xam Mapxyn - “Tanosap | =V, “Kamanmap | -V”,
“Kanannapu-Camannapu”, Ba 0.

Mumtoz Ashula

Mumtoz ashula (or traditional ashula) is a lengthy lyrical song
that has a developed melody and form. Ashula stands out with its
melody development, content (which is of calm and lyrical, excited
and sorrowful nature), existence of wide range, complexity of usul-
rhythm and performance style. Ghazals, rubais and mukhammases
of oriental classics, written in aruz prosody, are widely used in
ashula genre. Importantly, words and melody create a single whole

in ashula, and helps to uncover the
meaning as well as the content
of the song. General logical
interconnectedness, rhythm,
rhyme, melody and musicality,
observable in ashula, lifts the
spirits of the listener, elevates his
mood. As a rule, ashula begins
with the opening and progresses to
the culmination point.

Ashula occupies significant
place in traditional (mumtoz)
music and bastakor’s (composer’s)
creativity. There are various local
versions of ashula. For example,
in Bukhara there is khalq ashula
and mukhammas, in Khoresm —
suvora and nagsh, in Ferghana
Valley — ashula, katta ashula,
yowvoyi ashula. There is also the
type of ashula, which has religious
and didactic content (such as
“munojot”, “nat”, “galandar”,
“khonagoi”, “hamd”, “manzuma”,
etc.). In particular, “Tanovar”,

“Munojot”, “Girya”, “Adashkanman”, “Yolghiz”, “Qomating”,
“Qurd”, “Ol khabar” are to be found in traditional (mumtoz)
genre. In addition, there are vocal pieces in ashula genre created
by Uzbek bastakors, such as “Kuygan” (Y. Rajabiy), “Sensan
sevarim” (O. Khotamov), “Naylayin” (J. Sultanov), “Ey, chehrasi
tobonim” (F. Sodiqov), “Diyorimsan” (K. Jabborov), “Bir ishva
bilan” (M. Murtazaev), “Guluzorim” and “Qurbon ulam” (A.
Abdurasulov), “Qachon bolghay” (M. Mirzaev). In performance
practice also the cycles in genre of ashula became widespread. The
examples include “Tanovar | -V, “Qalandar |1 -V”, “Qalandari-
Samandari”, etc.
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Hnna

Snna - KeHr Tapkajiran
anryaa-pakCCHMOH JKaHp OyiIHu0
UIIKUA-TUPUK  Ma3MyHH OWiaH
SIKKaHaBO3 (XOHaH/a CKU sUIIAYM)

TOMOHHMAAH YOIFy  aHcaMOmu
KYpIUTHIA  WKPO  ITUNAAN.
MymMTO3 sumnanap Xank Hyaunaru
sUUTanapra HucOaraH KEHT

JIMANa30HIN PHBOXKIIAHTAH KyiiH,
KO3UOaMH Ba YHHOKH XapaKTepu
Omnman  Qapk Kwmaaun.  XaJik
SULTANIapy TOP JHUAMA30HIN KyiiH,
XaJK IIEBPUSATH Ba SAKKA-TYPyX
ycmyOu xaMaa pakc XapakaTiapu
SIKKaXOH ~ SULTAYM,  HAKOpaTh
3ca TypyX TOMOHHJAH YOIIFy
Kypauru (moupa €k ayTop)aa
aliTn® kenauHraH (sUUia Xank
Tga — Oy “VitHa0 Kyiuiam
Kyumrn”): “Smama épum”, “Xo-
x0 suuia”, “Kusruna” kabu xayik
SILTANIapH.

MywMmTO03 syumanap Kyiinapu
Ko3ubanu xapakrepuna OYymuo,
ycyban ydap cudar oxaHriap
TaKpOpHUTa acOCIaHraH, y3ura X0oC PakcOOm YIYOBIH PUTM-
yeynuaa aiitunaan (MyMTO3 Ba 3aMOHaBUIl ¥30€K IIOMpIApU
mIebplapH  acocHma).  Y30eK  MKPOYIIMK  CAaHbaTHIA
MasmypkoH Y3okoB, TaBakkan KommpoB kabum xoHaHmamap
peniepTyapiapuia suIagap CalMOKIN YPUH OMUO, KeHT OMMa
opacwujia TapFub STrIraH, xkymiaaat, “Kanam korururuar” (Exu
“YXonon Gymaman”), “Mycraxzon” (M.Xapparos), “Torman”,
“Cyparuur”, “IlapBo st ker”, “Skxka Oy PDapronama”,
“Kysnapunr” (M.Mup3aes) Ba 6. Hamanranma suuia TYpKyM
(Karra suma Ba KHYMK SUDTA)Tapd MaBxyd OyiamO, smaqu
aénap TOMOHMJAH JOMpa KYpiauruia Ty mMapocumiapu Ba
0a3miapma mwKpo STWirad. Vokpouwmnuk amanuéThga amnryia
Ba SULTA TYPKYMJIApH XaM MaBxkyi, Kymianas, “Ep ucra6” sa
“Mycraxzon’, “®aprona pydoiucu” Ba 6. X03Upru KyHIa
suLIaNiap 3cTpajia HyHaIMIMKUAA XaM HKPO STHIMOKAA.

Yalla

Yalla is a song-dance genre of Uzbek oral art, which is
widespread in Uzbekistan. The majority of songs in this genre
are associated with love-related themes and lyrics. The poems
are based on those, which were created by oriental classics
and contemporary Uzbek poets. The manner of singing is solo
with instrumental accompaniment. Melodies of yalla are more
developed and songful, joyful and dance-suited. If looked from
the perspective of music and poetic content, then traditional
folklore and contemporary music layers are typical for mumtoz
yalla.

Mumtoz yalla differs significantly from widely-spread
folklore songs in yalla genre, which use folk poetry and solo-
group manner of singing with accompaniment of doira or dutar
(among the people “yalla” means “singing with a dance”).
The examples include “Yallama yorim”, “Kho-kho yalla”,
“Qizgina”, etc. (pa3psiB)

Yallagenre occupiedsignificantplace
in the repertoires of famous singers
of Uzbekistan, such as Mamurjon
Uzoqov, Tavakkal Qodirov, and
others, who acted also as popularizers
and promoters of this genre among
people. The repertoires of these singers
included such yalla songs as “Qalam
qoshliging” (or “Jonon bolaman) and
“Mustakhzod” (by M. Kbharratov),
“Doghman”, “Surating”, “Parvo etib
ket”, “Yakka bu Farghonada” and
“Kozlaring” (by M. Mirzaev), etc.

Notably, women-yallachi
(performers of yalla songs) sang cycles
of yalla with doira (Katta yalla and
Kichik yalla) during family-related
festivities in Namangan. Also, in
performance practice such cycles of
ashula and yalla as “Yor istab” (ashula)
and “Mustakhzod” (yalla), “Farghona
ruboisi”, etc., became widespread.

Atpresent, yalla is being introduced
and interpreted in a contemporary sense
in variety art.
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Tanoeap

TanoBap ((opcua — >Kacyp, KyApamid, Kyw€win) —  y30ek
WKPOUMIIMK CAHBATH/IA KEHI' TAPKAIraH XajK Ba MyMTO3 aTHM-

amyna Ba 4yonry iymmapu. Oparga “TaHoBap” mOopacu HKKH
CY3aH TAIIKWI TONMTaH: “TaH” — SBHU XKUCMHH, ‘OBap” — 3ca
3aBK OJMO KNI MabHONAPUHM aHIaragu. Ymoly wubopa
aMaluii CcaHBaTJaH KeMMO0 YHMKKAH Ba KCTEBMOITA  KUPHO
KeNraH: KOCHOUMIIMK aManuéTuaa XoMamé OWIaH WIUTAIHUHT
WIK >KapaéHu, OmIuil TepuHH Mociab (omnwrab) Oepuin Ouiau
OormvK (MacaiiaH, MaxCH THKHJIHMIIMIArH MypPaKkal skapaéH
€KUM THKWITaH MaxCHHUHI FHY-FUY TOBYLIUIAPHH  YHKAPHILIM
“raHoBap” JCHIITaH).

TaHoBapHHHT OyHEra KeIWMIIM XaM OHp KOCHOHHHT
WwKomy OwnmaH OOFMMKINP — §3 CEeBIWIMCHTa araraH MakTyo.
®aproHa BOAMICHAA KEHT TapKaJiraH XaJK KYIIUFU Ba MyMTO3
alIylacH, XaJK Ba MYyMTO3 MLICHPUSTH acoCHAA spaTHIraH
xamzpa pakc cudarmga
XaM ~ OMMAaBHIIALIraH.

VYHoa ¥30ek KHU3UMHHHT

CEeBTUIINCH Onman

y4palliil  Ba BHUCOJITA

CTHIIM  MyKappapiuru

aKc STTUPWITaH.

TanoBapHUHT XaJK

aiitum iiymmparn “Kopa

coua”, “Cymbyna”

(xank cysmapw), “OHau

ceHiek” (Mykummuit

[ICbpH)  BapHaHTIAPH

JIyTOp KYpHABO3JIUIHIA

TaJIKUH JTHIraH OYmuo,

KeHMHYaInK YHUHT

MyMTO3 allyna, Karra

anrysa Ba 4OJIFy Hyiuiapu

IIAKJIAHTaH, KyMIIaJaH,

“TanoBap”, “Amomar

TaHoBapH”, “EBowit

ékm [lapmum TaHOBap”,

“®aproHaya  mr1axHo3”,

“KyKoHua TaHoBap”,

“Mapfriion TaHOBapu',

“Hamanran TaHOBapu',

“Slaru  TaHoBap” Kabu

JIOKaJT BapUaHTIApU

(20 opruk);  amyna

typkymu (Tauosap [-V),

0acTaKopiIMK — amrymagapu

“Ynxyn xonon”( 5.Mupsaes), “Epowuii Tanosap” (K. CynroHOB),
“TanoBapuu THHIIA0” (A.McMomioB); wonry iymiapu “Kykox
taHoBapu”(ytop), “Typryn taHoBapu” (myTop, TaHOyp Ba
caro), “T'ynbaxop Ba TaHoBap” (4aHT) WXKOI STUINO, XAIKAMH3
opacuia omMmaammod kerrad. “TanoBap” — Oy MyCHKHIA IIIaKT Ba
YCYJIHHUHT XaMmjia ZyTOp CO3M HOMJIApH XaMIHp.

TanoBap — Mamxyp ¥30ex pakcu, wik Oop Mykappama
TypryH6oesa Tomornaan XX acpuutr 40-uu iinapuaa caxHara
o0 YMKWITAaH Ba Y3WMTa XOC PakC CaHbaTH acapu cudaruma
ommamnn6 kerraH. MyccaBup b.Kanonos “TanoBap” HOMIH
Maxobamii TacBUpHi cypar acapu siparrad (“Baxop” KoHuepT
samu yuyH). “TanoBap” XX acpna H.MwupoHos, B.YcneHckuii,
E.Pomanosckas, A.Kosnosckuii, FO.Paxabuiinap ToMmoHHAaH €310
omuurad. Kommosurop A.Kosnosckuii 1936 inmu X.Hocuposa
wkpocua “TaHoBap ’HU HOTara oMo, yHHHT acOCH/Ia XOHAH/a Ba
CHM(OHUK OPKECTPH YUIyH OpHIMHAT MycHKa acapy, ““TaHoBap”
cumponrk mosma (1940) Ba “Tanosap” Ganeru (1971)mapunu
wxon o1raH. “TanoBap” acocuna T.CoqukoB XOHaHA Ba OPKECTD,
M.BypxoHoB “DHom ceHnek” amryiaaHd xypcus xop, A.Habuen
“TanoBap”Hu QopTenuaHo yuyH KaiTa Mnuiad ys3ura xoc acap
SIpaTUTaH.

(20)

Tanovar

“Tanovar” (in Persian language — “brave”, “strong”) is a
vocal and instrumental piece, which is widespread in Uzbekistan,
in particular in the Ferghana Valley. The word “tanovar” itself is
made up of two words, i.e. “tan” — “body”, or “soul” and “ovar”
— “delight”. In other words it can be read as “a delight of soul”.
The word was initially used in folk trade and was associated with
tanning, which was part of the process of production of traditional
footwear called “makhsi” (“ichigi”). The most difficult part of the
work and typical sounds of “ghich-ghich”, which emerge during
walking, were named as “tanovar”. Also creation of song (about
irreplaceable love and affection) is associated with a craftsman,
for whom it was a kind of love message to his beloved one.

“Tanovar” is a woman’s folk song, which tells about love
and difficult-to-achieve encounter of a girl with her beloved one.
Examples include “Qora soch”, “Sumbulla” (folk texts) and “Endi

sendek” (poems of Mugimi). “Tanovar”
songs are usually of lyrical nature with
very expressive melody (accompanied
by dutar), which became the basis for
creation of more elaborate vocal and
instrumental pieces of similar name but
with local features (such as “Tanovar”,
“Adolat tanovari”, “Yovvoyi” or “Dadi
Tanovar”, “Farghonacha shakhnoz” or
“Farghonacha Tanovar”, “Qogoncha
Tanovar”,  “Marghilon  tanovari”,
“Namangan tanovari”, “Yangi
tanovar”, etc.). In the XX century more
than 20 versions of “Tanovar” emerged
and became widespread.

In the process of evolvement
“Tanovar” got enriched significantly
in terms of genre composition. For
instance it is possible to find it in the
form of a folk song (“Qora soch”);
in the form of a vocal piece in ashula
genre (“Endi sendek”, “Adolcha”);
in the form of katta ashula (““Yovvoyi
Tanovar™); in the form of a variety song
(“Tanovar”); in the form of a cycle of
songs (Tanovar I-V); in the form of
a vocal piece of ashula genre in the
creative activity of bastakors (“Ulkun
jonon” by B. Mirzaev, “Yovvoyi
tanovar” by J. Sultanov, “Tanovarni

tinglab” by A. Ismailov, etc.).

Apart from the above-mentioned, “Tanovar” represents the
name of a music form and usul (rhythm formula) as well as the
name of dutar tuning (“Tanovar sozi”).

“Tanovar” is also a well-known Uzbek dance, which was
performed onstage for the first time by Mukarram Turghunboeva
in the 40s of the XX century and which became a symbol
of woman’s dance in the dancing art of Uzbekistan. It bears
mentioning that B. Jalolov, a painter and sculptor of monuments,
created a work called “Tanovar” (in the concert hall of “Bahor™).

In the XX century “Tanovar” was recorded by N. Mironov,
V. Uspenskiy, E. Romanovskaya, Y. Rajabiy and others. In 1936,
composer A. Kozlovsky recorded “Tanovar” in performance of
Khalima Nosirova. Having processed the recording, he created
an original vocal piece of “Tanovar” for a singer and symphony
orchestra. Later the composer created a symphonic poem of
“Tanovar” (1940) and ballet of “Tanovar” (1971). Also, vocal
pieces of T. Sodiqov for a singer and orchestra were created under
the same name based on “Tanovar”. M. Burkhanov, based on the
song “Endi sendek” created an original adaptation for four-voice
chorus (capella), while A. Nabiev created an original work of
“Tanovar” for piano.
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Maepucu

Maspuru byxopo Mycuka aHbaHajgapura Xoc 3pKakiap
Ba aémmap ¢onpkiop xaHpu. “Maspuru” ubdopacu byxopora
XypOCOHHUHI Xap KOWlIapuaaH KyduuO Kenrad, aiHHKCa,
Maspuitnk  (xo3upru  TypKMaHHCTOHHHHT Mapu  1axp)
SPOHUWIIApUTa TaadyKIu Oynaran ‘“MaBpuil” cy3umaH Kelub
YHMKKaH. AHUKpOFH, Byxopo amupnury naspuaa Maspaat Kyano
KeJraH APOHUIIAPHUHT MYCHKHH VOKOIMETH OyXOpPOIUKIAp
opacHia KeHI TapKaanOd, Maxaumil MaJaHUITIapHUHT
TabCHUpPUJIA IIAKIUIAHUO, Y3rapuiuiap kach sTraH.

Maspuru — Byxopona XIX Ba XX acp Gonutapuaa puBox
TONTaH KaJuMHKA XallK TYpPKYM KYIIUKIApH CHJICHJIACH
O6ymub, acocaH jgoupa Kypnuruaa wkpo stiiaagn. Oxucra
OouutaHaaW, KeHMH Te3Jallajy, SHI XyLIIOXaHT KyWId IIyx
Mapomyiap OwWiaH amkura ymkaau. Kymmknapnan Tarikapu
opanapua MyxamMMaciap WKpo STHITaH, pakciap Kyp OyiraH,
TOXHK Ba ¥30K TUIUIAPUIA TAIKHH 3THIAIN (XaJK HIChPHATH
TYpUIMKIapaan ubopar). VDKpOHHHT acocwit KHCMJIapU
Mlaxx (Mykammuma), Tapakkuér (puBokianuin) Ba [lupoBapa
(eunm) ne6 aramagu Ba yinap Oup-Oupw OwiaH OOFJIAHWIIH,
yTumm sca y3apo y3BUH 3amkup cudarmpary OeraHMIITa
sra. “IlMaxa” xymwrn (Xopus razanu OuiaH SpKUH yciryOna
TaJKWH KWJIMHAIM), CYHIpa TYpJH KyHH Ba yCyiaa KYIIHKIap
(STx3ap6, dapomamu Yopsap6, Yopsap6, [apmon, Maiinaxonu,
Maiina rasan, Ep-ép, baua-6aua, OBapzan, Xyl omanaH, ABK,
Myxammac, Ydap, 3anrcosu Ba 6.) mKkoia MUIaT Kaco 3Ta .

Magpuru  “Hozannn” Ba “Moxu cutopa”  domnbkiop

aHcaMOJulapy TOMOHMJAH THUKJIAHUO, Taprub oStmnan. ETyk
HamostHnanapu — Tyxdaxon ITuaxacoBa, Onmma XacaHoBa,
Opu¢ Aroes, Xaiinap llloaues, Mypon 6060 Xacanos, PabHo
Mycaesa, bormaryn Typaesa, ['ymuexpa Mamenosa, Marnab
PaxaboBa Ba yHUHr Gap3aHamapu — Mampad, Mamkypa
Ba Mypon Komuposanap. Cypxanpapéna cypHail Hynumaru
“Maspuru” Kyitnapu TapkajiraH.

Mavrigi

Mavrigi is a song cycle typical for musical traditions of
Bukhara, which has its own distinctive features and performance
style. The term “mavrigi” is derived from word “mavri”, which
is used in relation to Iranian peoples, who came to Bukhara from
various parts of Khorasan (mainly from Merv, which represents the
area close to present-day Mary, Turkmenistan) at different times and
settled. Music-related creativity of Iranian peoples became quickly
widespread among population of Bukhara. Consequently, it got
improved and changed under influence of local traditions. As a result
of these, mavrigi, a new musical style in singing practice, emerged.

Mavrigi is a cycle of folk songs, which, in terms of melos, are
diverse. Mavrigi songs have a couplet form, are very laconic and
emotional. They are usually accompanied by playing on doira,
which occupies an important role in uncovering the character
and the dance. Between mavrigi songs there are pentastiches
(“muhammas™). Typical feature is presence of an improvisatory
musical and poetic text. As a rule, mavrigi opens with a part called
“Shahd”, a small, lengthy lyrical song of free rhythm (which is
based on the poems of Khofiz). Then, as the singers move from one
song to another, the tempo gets accelerated with songs becoming
more cheerful and energetic. Traditionally, the songs have different
contents; but mostly relate to love-related and lyrical themes. They
are sung in Uzbek and Tajik languages.

Main partsinmavrigisongsare called Shahd (“Intro”), Taraqgiyot
(“Progress™) and Pirovard (“dénouement”, “culmination”), which
are organically connected with each other as a chain through certain
songs (such as Yakkazarb, Daromadi Chorzarb, Corzarb, Gardon,
Maydakhoni, Mayda ghazal, Yor-yor, Bacha-bacha, Ovardan,
Khush omadan, Avj, Muhammas, Ufar, Zangbozi, etc.).

In the majority of cases mavrigi songs are performed during
weddings. And at present, these types of songs became part of the
repertoires of singers (sozanda and khonanda from Bukhara) such
as Tuhfakhon Pinkhasova, Olima Khasanova, Khaydar Shodiev,
Orif Atoev, Murod bobo Khasanov, Mavluda Murodova, Rano
Musaeva, Boghdagul Toraeva, Gulchekhra Mamedova; of family
ensembles such as Qodirovs family ensemble (as represented by
Mashrab, Mashkhura and Murod Qodirovs, who continue the
traditions of their mother, Matlab Rajabova, famous sozanda of
Bukhara), etc. It bears mentioning that the traditions of mavrigi
were revived and became part of the repertoires of such folklore
ensembles as “Nozanin” and “Mokhi sitora” (Bukhara). In addition,
instrumental melodies of “Mavrigi” for surnay became widespread
in Surkhandarya region.
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Kapcak

Kapcak — yrmumma y30ek Ba TOXKHK XaJKIapH Opacuiua
KeHI TapKaJlraH KYIIMK JKaHpH, OSpKakiap JaBpa VYiuH-
kymmru. Camapkann, byxopo, Cypxonmapé, Kamkamapé
BUJIOATIApUaa, alHuKca, Mamxyp. Ulesp wmarnnapu
cudaruga Typau MaB3yJard XalK Cy37dapH Ba ILIEbPUSTH
Ky/utanaau (Typriaukiapaad ubopar). Kyitnapu comua, KAYuK
NIUana30HIN, OOIITaHFUY OXAHT OpKAalM PHBOXKIAHAIH.
Xapakrepu eHFWI, K03uOanu, VitHOKM (YiAMH Ba pakc
Xapakamiapu yHra Xxampox). Vkpo ycmyOum sIKKaHaBO3-
rypyx €Kd  TypyX Tap3uia, Joupa Kypauruiaa (KyIuKKa
Kapcak XamJa KUHKUpPUK OBO3JIap €pAamMuaa YHHH ycyinu
xocui1 KuirHau). Kapeak Ty Mapocumiiapuia Ba OMMaBHii
TagOupnapga aWtwirad.  Kapcak  KYMIHKIapu — TypKyM
cudarnga xam atTwirad — Sk kapeak, [y kapcak, Ce Kapcaxk,
Yopkapcak Ba bemkapcak (HOMJIapu [0Mpa yCyiapud Ba
Kapcak wYajauin ycnyonapu OwiadH Goriuk). HasOar Ounan
TypKyM Tap3uja WKpo dTUIaJUraH YHHUH Ba TepMa-KyIIUKIap
“ax kapc”, “kym kapc”, “Oem Kapc” kabum ycymmapaaH
nbopar. X0o3upru KyHJa Kapcak KYIIUFH Ba KYIIUK TYPKYMH
acocaH (QOIBKIOP-3THOrpadUK aHCAMOIUTApH penepTyapuIaH
ypun omran. CamapkaHi BWIOATH YPryT TyMaHHJara
“bemkapcak” Qonpkiop  aHcaMOmM TOMOHHUZAH Kapcak
KYIIUKJIApU TUKIAHUO, pernepTyapuiaH *Koi ONraH.

Kapcak  — ¥30ex xank VyHHHH Ba pakc TYpPKyMH.
“bemkapcak” Ba “Maiiza kapcak” OynmumiapunaH ubopart.
“Maiina kapcak” (SIkka kapcak, Kyur kapcak Ba Te3 Kapcak
(éxkn Y3ma) HOMIIM YHHH-paKCIApHH 3 WYWra OJaju. YHHa
Kapcakiap OWiIaH XOCWI KHJIMHAIUTaH ycyn, Oailt, Omp
0BO37a alTWIaguraH KyIIMKJIap Ba pakCc Xapakariapu
oupmamanu. Kym sxoimapna wxpounmnap EHMa-€H TypraH
€ku YTHpraH Xxojjaa IaBpa EKU SpHM JaBpa XOCWJI KWIHO,
Yypragaru yimHYNra XaMoxaHr 0ymub, ycynra Moc daiikainuo
Typagunap. “bemkapcak” &HMa-éH TypuO maBpa XOCHI
KWITaH XO0JJa MabIyM CypbaT Ba ycynaga — Oemr Kapcak
(3-1-1)  yitHamaguraH OMMAaBHIl paKCIUp. YHHHT KarTa
naBpanapuaa 20 Ba yHIAH OPTHK KHIIM HIITHPOK OITau.
Kapcax yituan XKuszzax, Camapkann, byxopo, Kamkanapé Ba
CypxoHnapé BIIIOATIApUIA CaKJIaHHO KeIMOK/IA.

Qarsak

Qarsak (literally, “handclap™) is a widespread and popular
song genre, a song cycle and folk dance of Uzbek peoples of
Uzbekistan. It currently represents musical and dance traditions
of Samarkand. Qarsak, in the past, was a song performed by
men in a circle, which was accompanied by playing on doira,
handclaps and dances. Qarsak songs were performed during
weddings, various folk festivities, promenades and rituals.

Beshqarsak is a song cycle of garsak, which unites the
following types of songs: Yakgarsak (“one handclap”),
Dugarsak (“two handclaps”), Seqarsak (“three handclaps”),
Chorgarsak (“four handclaps”) and Beshqarsak ( “five
handclaps”). Each song, which is accompanied by playing on
doira and dancing, is performed based on certain verses (beits);
and based on such genres as terma-goshiq with usuls of “yak
gars” (“one handclap”), “qosh gars” (“two handclaps”), “besh
gars” (“five handclaps™), etc. Nowadays garsak, and traditions
associated with it, make up the core of the repertoire of folklore
ensemble “Beshqgarsak” of Urgut district, Samarkand region.

Qarsak is a dance-game, performed by men (and later — by
a mixed group of participants) in a circle. At the same time,
dancing cycle of garsak consists of two parts, i.e. “beshgarsak”
(exists in mountainous districts) and “mayda garsak” (exists in
flat lands). “Mayda garsak™, in its turn, contains “Yakka garsak”,
“Qosh garsak” and “Tez garsak” (“Quick handclap”) or “Uzma
garsak” or “continuous handclap”). Each garsak combines
a poem, song and usul, which are associated with dancing
movements (the number of participants can be 20 or more). In
“mayda garsak” the dance is perceived as a single whole action
with a dance taking place in circle. In contrast, in “beshgarsak”
the rhythm changes, which results in emergence of new dancing
movements, which are diverse in nature (rhythm and handclaps
are in the form of 3-1-1). In “beshqgarsak” it is possible to notice
such features as improvisation and contest.

Speaking about history it should be mentioned that the
elements, which are to be found in garsak, originated from
hunters’ rituals. And with a lapse of time, garsak got developed
and acquired the status of a spectacular performance with
accompanying songs, poems, dances and games.
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Ona annacu

Amma — oHamap TOMOHMzaH &ml, Trynak Oomamapra
alfTunagural KymuK Oymub, OeBocuTa OONaIapHU yXJIATHII
nmadTHAa alTIIAnN. AJUIQHUHT CY37apd OHAHUHT KaH(uATH
Ba XONATHHU XHCOOra onraH Xoiia Oamuxaryiiuk acocuuaa
Tykunaan. OHa Xanu Cy3mapHH TyLIyHMalaurad y3 ¢ap3anan
OunaH Ccy3 Ba MYCHKA, SIbHM KYIIMK BOCHTAaCHa alloKara
KHPUIIAIU Ba YHTa ¥3 0p3y UCTAKIAPH, YMUUTAPHHH U3XO0P ITUIL
OpKaJIM yHY THHWIAHTHPHINTA Xapakar Kiiaan. Ajia ona OuiaH
0oJaHM pyXHil TOMOH/IaH OOFIIaif OJIaJUTaH aJoKa BOCUTACHANP.

Annana  QoiinanaHunaiuraH MyCHKHMH OXaHIIap XaM
OHAHHUHT Kal(uATH Ba XONATHIAH KeIHO YMKaIN Ba OHA OHTMAA
mry maiTaa maiino OYdraH, SbHM SHTMAAH TYFUITaH OYIMIIN
MYMKHH.

I'¥naxHuHr Tesna yiKyra KeTHIIM ydyH YHUHT SKUCMOHUM
Ba PyXHH XOTHP)KAMIINTH Tajgad JTHITAaHW OOHC, aKcapHsT
xommapaa 0oia OemMKKa COMMHMO, OMp Mapomza TeOpaHHIIN
KapaéHuaa aituinaay. Ymyr omum AOy Anu Mor Cuno tapbupu
OunaH aifTranna, Oemmk GoNaHu KUCMOHMIT TOMOHJAH YiKyra
Tanépraca, ajyia yHra pyXui XOTUpKaMJIMKHU aTo 3TaIu.

Ona atanapuHUHT Jedpin  Oapuacuiga “‘auraé, amma”
cy3nmapu MaBxyn 0y, Oy cy3map O0ab3aH Xap OMp KaropaaH
KeitnH, 6ab3aH Xap UKKU KaTop SKYHHUIA Al THIIa .

Anna aifTm Mamakacu OHamap TOMOHHIAH Ku3lapra
Tabumii paBuma yraguran Mepoc OynuO, yHM aiftuiura
Maxcyc yprarwimaiimm. B kusuanap Gupranukna iurunn6
VilHaIl JaBpWja OHAJApHra TaKIWA KWiIHO, aia adTuinra
XapakaT KWIWIIAIM Ba OHAJapH aifTraH ayuia cy3llapuHH 3ci1ad
KalTapuIra XapakaT KWIMIIaay Ba ‘Y3 amiana’puHA HXTHPO
KUJIHUIIAAN.

Alla (Lullaby)

Alla (or mother’s lullaby) is a song sung by mothers for
their babies. It is performed by them while lulling a baby to
sleep. Based on mother’s mood and condition the words used
in alla song are indited in impromptu manner. Importantly,
with a help of the alla song, which comprises of certain words
and music, the mother communicates with her baby, expresses
her hopes and wishes for him, tries to soothe him. As such
alla could be considered as the medium of communication that
helps to connect mother with her child on spiritual level.

Melodies used in alla songs can emerge in a spontaneous
manner depending on mother’s mood and condition.

In order to make sure that the baby falls asleep it is
required to achieve the condition, when he is calm physically
and spiritually. That is why in the majority of cases alla song
is performed while rocking the cradle under certain tempo (i.e.
after the baby was put to the cradle). In the words of great
scholar Abu Ali ibn Sino (Avicenna), while cradle prepares the
baby to sleep in physical sense, the song of alla ensures that he
is calm in spiritual sense.

All alla songs have the words of “allayo, alla”, which are
sung by mothers at the end of every line or every two lines of
the song.

Alla singing skills represent the ones, which are inherited
by young girls from their mothers in a natural way and as such
do not require special training. Young girls, while playing
together with their peers and by imitating their mothers, try
to sing these kinds of songs, They try to remember the words
of alla songs sung by their mothers to them and by so doing
gradually invent their “own alla songs”.
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Xangauunuk

Xopazmaa XaJlK KYIIMKJIapd Ba DJMMK  acapiapHH,
yiaapJaH OJIMHTaH Mapyajap Ba alpuM TepMajapHU KyWJIOBUM
WKOAKOpIapHU Xandanap ned roputmwiaan. Xaadaduwiuk —
Xopa3Mm BOXacuJia KEHI TapKaJlraH MaxaJUIMi OF3aKd WXKOZ
HaMYHAJIapUHU MapoMMIa eTkasud, MXKpo OHTyBuM adiiap
canbard. Xandamgap (aonusAT KypcaTHII IMIapOMTHra Kypa
MabIyM HyHanuira OYNIMHAIW. YONFY OpKaNW KyHIapHH
yamyBun “xanda cos3mit”, Tyl Ba Oasmuapaa KYIIHKIap
WKpo 3TyBun “Xanda €mormii”, IOCTOH Ba yHIAru Tepma-
KYIIHKIApHA MKPOYHCH “Xanda IO0CTOHYH, PaKC TYIIYBUH
aémmap “xanda pakkoca €ku  YitmHun” Xamga “xanda
KUTOOMI” — Tab3us Ba MapocUMiIapAa KUTOO YKyBuM aéil.
Vnap wxoakop cudaruga mebp Ba KYMIUKIap Myautaduapu
xam Oymuiran. Mamixyp xuBaiuk Osxusa xanda (OHaOuOu
OraxonoBa)unar 30 maH OPTUK MICHP-KYIIHKIAPH KYITHHA
Xanganap TOMOHHAAH KyHTAaHMOKIA. YTMHIIIA ‘“WdKkapu’ma
aéiapra Xxu3mMar KWirasmiap.

Xandaunnuk caHbaTH MKKU Typra OYnuHamu: aHcaMmOIIm
xanganap (xanda &m1oru, co3u Ba pakKoca) Ba skka xaidanap
(xanpa xutoOMii). AHcamOman xandamap y4 KHIIHAAH
ubopar, sbHE ycro3 xanpa (aiiHm BakrTaa rapmon (XIX
acpaa pyc rapMoHd Xopa3MJa TapKaiauO, OMManamud KeTraH
Ba yHH “Kyn co3” aefimnanu) danmaaM Ba KYIIMK aiTajau),
noupaur (KYIIUKIapra sxyp Oynmamm, 0ab3aH pakc TyIIau)
Ba Yimuumnap (pakc Tymiaad, Kafipox OwnmaH YidHaiiam,
eTakud xandara KymuauO, KYIIMK XxaMm aiitaau, Oab3aH
JOMpa XaM dYanajau) Oupaamub, KaMoaHH TAIIKWI 3TaJuap.
“Xanda Emormil” TV KYmMKIapW, jamap Ba sUUTaNapHHU;
“xanga HOCTOHYM” XalK AOCTOHJIAPUHM, YAapaaH OJHMHTaH
napyajapHu Ba JOCTOH TepMa-KYIIUKIAPUHM, OHpraimkaa
y3mapu sipatraH €ku OOIIKA MIKOIKOpJIAp acapiapUHU TalKUH
sTaaunap. Skka xandansap J0CTOH, IIebPIaPHH Ba TEPMAJIApHU
YOJIFYCH3 WXKPO JTaauiap. Yiap [AOCTOHJApHU EnJaH —

orzaky E€ku €3Ma aHbaHaga, TYpPIM MaB3yJaru KHTOOHaH
ExuMIIM oXaHraa ykuitnmiap. Xandanap Maxaului XaJIKHHHT
Oapua Tyi-xamamiapuia, TypJId Mapocumiapia, agmiap
HuruHIapy Ba Galipamiiapyia KaTHamaauiap, Tyil Ba Ba Oomka
MapoCHMIIapHH OOIIKapaamIap, )KyMiaaH, HUKOX TYHIapuHH
“Tyit my6opax” €ku “T¥it GonutoBu” KyIIMKIapyu Ouiian o4no
oepamunap xamaa “TVit sxkaBoOu” OuIaH sSKyHIaiUIap.

XOHMII KWINII, KyHIapHH MOXHpPOHAa WXXPO OTHII,
Fa3aJulapHM Kyiira coim0 YKWII, THHIJIOBYMIAPHU pPOM
Kuni, Gaguxary ik xaadaduiiK CaHbaTHHUHT XapaKTepIin
xycycusiiapy. Xandaduiauk jko3udany Ba HaBKUPOH aéiiap
cawpari cudaruga XopasMm Boxacuaa (XO3Hpru KyHIa
Xopasm Buiositn  Ba Kopakamnorucron —PecnyOnukacu
DIUIMKKAIba BWIOATH) Iy KyHJIapAa XaM KCHI J[aBOM
9TMOKIa. Xanhauymiuk HaMmosiHanapu bubu mowupa, Oxuza
xanga, XonumkoH xaida, Onaxon Cacdaposa, Hasupa
Cob6upona, Po3ust Marunés xusm, Caomar XymoitbepraHosa,
[Mommro Canamamar ku3u, Ambapykon Py3umeroBa, AHOpPKOH
Pa3z3oxoBa Ba 6.

Xangpaunnmuk  Hadakar aHbaHaBUil  “‘ycros-morupx’
MakTabnapy, Oajku 3aMOHaBUI XMBa MycuMKa MakTadiapy,
Vpranu Ba DIUIMKKaIba CaHbAT KOJUIGKIAPHIA, JKyMIIaJaH,
XuBaja maxpuaa Tamkumi dtiirad “Xanda” kuznap Makradu
OpKaJM Y3JalITUPUIMOKAA. Xaida IKPOYWIapH TaHJIOBH
Xopa3maa Ba Kopakanmoructon PecryOnukacu DiumMKKamba
Buiosituaa “Hadocar 6ycronnM MaHuM” HOMIIM  (heCTHBAIH
noupacuaa (2013 iwiman)  YTKasWIMOKAA.  XOpasMIIUMK
xandamap y3 caHpaTH Ba IKPOUMIMK MaxopaTiIapHHU
“Boiicyn Oaxopu” Ouuk ¢oabkiop ¢ectuBanu, “Acprap
cagocu” AwnbpaHaBuii MagaHusaT (¢ectuBamu Ba “Illapk

TapoHasnapu”’ Xankapo MycHKa (ecTHBayuIapuaa HAMOWHII
sT™oKaanap. Xandaduiuk canbaru hecTuBaar XuBa maxpuia
yrrasuimokaa (2016).
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Khalfa Art

Khalfaisawoman-performerof folk songsand instrumental

music, a poetess in Khoresm Oasis, who embodies traditions
of oral folk art. In terms of activity, there are the following
types of khalfas: khalfa sozi
(khalfa-musician), who
performs folk instrumental
melodies; khalfa yodoghiy
(khalfa-singer and khalfa-
poetess), who performs
folk songs at wedding
ceremonies and festivities,
while accompanying her
singing by playing on a
musical instrument; khalfa
kitobiy (khalfa-book lover),
who reads old books of
religious themes during
commemoration and rituals
events  (“mushkulkushod”
— literally “relief”); khalfa
dostonchi (khalfa-narrator);
khalfa ragqgosa or khalfa
oyinchi (khalfa-dancer).

In Khoresm two
directions of khalfa
performance became
widespread, i.e. ensemble
performance  and  solo
performance. In ensemble
performance it is possible
to see a leading woman-
performer, who sings songs
under accompaniment of
accordion  (i.e.  Russian
diatonic accordion, which
has been existence in
Khoresm since XIX centure and which is called “gol s0z”),
doira player (who accompanies singing by playing on doira;
sometimes she can act as a dancer as well) and dancers (who
accompany singing with their dances; they usually dance with
kajraks (castanets), or sometimes, sing along and play on
doira). Khalfa yodoghi opens a wedding feast by performing
wedding-related ritual songs (such as Toy muborak, Toy
boshlovi) and conclude by singing a song called “Toy javobi”.

The repertoire of khalfa is vast and diverse. It includes:
wedding-related ritual songs as well as other types of ritual
songs; lyrical songs; lapar and yalla songs; romantic
and didactic songs, which are based on the poems of
Makhtumquli, Munis, Ojiza khalfa; own songs as well
as those relating to other khalfas; fragments and songs
taken from epic stories; romantic dostons (such as
“Tohir va Zukhra”, “Oshiq Gharib va Shokhsanam”,
etc.).

For khalfas, who perform solo, typical is small
declamation-like recitation of dostons and old
religious books during organization of religious rituals
in womanly circles.

Khalfa is a woman-performer of folk songs,
dostons and instrumental music. She is also a
poetess and author of her own songs. Typical for her
are: expressive singing; skillful use of the musical
instrument (“gol soz”); skillful performance of
dostons; ability to improvise (i.e. ability to create and
indite new things during performance); emotionality
while reciting poems (in combination with a songful
melody).

Till nowadays the songs and poems of Ojiza

khalfa (literally, “Blind khalfa™; in reality her real is Anabibi
Otajonova (1889-1961)), who was the author of more than
30 songs, enjoy popularity among khalfas. She herself trained
a number of talented
khalfas, among whom
it is possible to mention
Nazira Sobirova, Raziya
Matniyoz qizi, Saodat
Khudoyberganova and

others.

Khalfa art is still
popular among the
population of Khoresm
region and Ellikgala
region of the Republic
of Karakalpakstan.
The bearers of khalfa
traditions are Bibi shoira,
Ojiza khalfa, Khonimjon
khalfa, Onajon Safarova,
Poshsho Saidmamat qizi,
Ambarjon Rozimetova,
Anorjon Razzoqova.

For the purposes
of  preservation and
popularization of khalfa
art under Music School
of Khiva Children’s
Khalfa ~ School was
established.  Currently,
the traditions associated
with this genre are
mastered  not  only
through “ustoz-shogird”
(“master-apprentice”)
traditional method of

learning, but also through studying at music schools of Khiva,
colleges of art of Urgench and Ellikgala. Moreover, khalfas
regularly participate in review competitions of bakhshi-shoirs
(since 1999). In Khoresm and Republic of Karakalpakstan
various competitions of khalfa performers are organized
(in particular, there is a competition of khalfa performers,
which has been organized since 2013 within the framework
of the festival “Nafosat bostonim manim” in Ellikgala region
of Karakalpakstan). In addition, the festival of khalfa art is
organized Khiva (Khoresm region, 2016).
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Xopa3sm pakcu - nazzu

XopasMm pakc MakTaOH Kyga KaJuMuil tapuxra sra 0ymuo
Xopa3sMm Boxacujaa IIAK/ulaHraH. busraua ycenupun énuap

wkpocugarn  «Yaranok» (Kym Homu), «IOMpOHKO3HKY,
«Hopum-HOpum», «Anukambap», «Opa3ubon», «Mypu»,
«Xy06umboit», «lllupuH HOBOT» pakcmap eTud Kenras.
Pakc MWKPOYMIIAPUHMHT XapaKamiapuaa 4YyKyp MasMyHHH
nhoaanoBIn y3ura
Xoc KUXariaap
PaKKOCIapHUHT  KYII,
o€KIapu opKanu

nbogamanmanu.
«Ammanmgapos»,

«Maxom Ybapu»
aca aémiap  paxkcu
XHUCOOTaHA M.

X op a3 M
PaKCIapHHUHT
akcapuATuga OE€K Ba
KYJUIApHUHT  XOJIaTH
Ba XapakaTiapy
y3ura Xoc  Tapsna
0ymu6, OyHma TaBia
anoxuaa xonaa
XapakaTlaHaAUTaH
xXojamiap — ydpaiau.
Opkakiap paxciapuaa
YyTupub-typuum,
LIYHUHTACK Ky
OapMOKIapHHU
“maKuIIaTu Il

Xam yupaiiau.
Kyn xoJjamiapiaa
IpKaK pakkocmap
OEKJIapUHU KEHT

Kyiu6  (Tu33anapuHu
€H TOMOHra KaparraH
X0J1/12) Ba3MHUH
Xapaxariaap Omnan
CHIUIT YTupuo
Typaaunap. ['aBnanunr
Oy Xapaxariapu
IaBoMHIa OapMOKIIap
“makuianarunanu’
ékn  Kalipox OwmmaH
MyCHKara ycyn
Oepuaay. Aénnap
pakciapu 3ca Y3UHUHT
KYMKUHIUT U,
Ky Ba enka
XapaKaTIapUHUHT PAaHT
- OapaHmmry, TaBiaa
XapakaTIapHHUHT  3ca
KECKUHJIUTU OWJIaH a)Xpanud Typau.

Xopasm pakcimapum Huuga OHr  Mamxypu  Jlasrm”
xucoOmannO, Oab3u MyTaxaccucnap ¢ukpuya, Omam ATo
KUCMHTA PYXHUHT KHPUTWIUION Ba YHHHT SKOHJIAHUIIHHHI
uponanaiiqyn. Ulynuar yuyn xam “Jlasru”HuHr Oapua
BapHaHTIApH aBBaJl )Kyda Ba3MHH TeMIga OomutaHud, acra
CEKHUH Te3namub Oopaan Ba Kyaa Te3 TEMIIa IKyH TOTAIH.

Xopa3M pakCc MakTaOWHHMHI aHbAHAJIAPWHH CaKJIall Ba
KeNTyCH aBJOATa eTKA3WIIAA XH3MaT KHITaHJap OpacHaa
Onaxon xanpa Cobupona, C.Ammabepranona, P.Xakumosa,
P.OraxoHoBa, Kambap-6orra, Kanapak-6oma  Caunzos,
Konmupbepran OraxonoB, XynaiiOepran TYK-TYK, [aBxap
MarskyOoBanapHi aloXHa TabKHUIAIl MYMKHH. XOpasm
pakciapu XO3WprH KyHAa NPOoGEecCHOHANI Xamjaa XaBacKop
pakc xamoanapu (GpaoausTH OPKAIU TApFUO ITUIMOKIA.

(26)

Dance of Khoresm - Lazgi

Khoresm dancing school emerged already in antiquity,
and has evolved for centuries in Khoresm Oasis. From
among the dances, which came down to us, those which
are performed by young men, such as “Chaghaloq” (dance
of bird), “Yumronqoziq” (dance of marmot), “Norim-
norim”, “Aligambar”, “Orazibon”, “Mori”, “Khubbimboy”,

“Shirinnovot”, stand
out with their deep
meaning, that can be

understood thanks to the
movements of hands, legs,
and body. The dances
named “Ashshadaroz”
and “Magomufori” are
considered to be purely
women’s dances.

In Khoresm there were
whole sets of original
dances, which comprised of
many poses (i.e. different
positions of legs and arms,
while the whole body was
in active movement; with
squatting and tapping).
In this types of dances, a
dancer spraddles his feet,
stretches knees to sides
and slowly squats while
gracefully moving his
body and accompanying
himself  with  cajraks
(stone castanets).
Women’s dances can be
distinguished by virtuosity
and scintillant movement
of hands and shoulders; it
is also possible to observe
gruffish and somewhat
emphasized movement of
the whole body (torso).

The most populardance
is called “lazgi”. Some
specialists consider that
this dance emerged at the
time, when the first human
(Adam) appeared on Earth.
They think that the God,
while creating the first
human being could not
bring him to life because
the spirit did not want to
enter inside the human’s

body. As a result the God made him enter inside human’s body
through music. And it is said that “lazgi” dance demonstrates
exactly this process of bringing human to life. For this type
of dance typical is the following feature: the more the nature
of melody changes and the more rhythm accelerates, the
“warmer” gets dance, and then ends swiftly.

From among masters who took active part in promotion
and development of Khoresm dance, it is possible to mention
Onajon-khalfa Sobirova, S. Allaberganova, R. Khakimova,
R. Otajonova (participants of the ensemble led by Onajon-
khalfa),Qambar-bola, Kanarak-bola Saidov, Qodirbergan
Otajonov, Khudoybergantog-tog, Gavhar Matyoqubova,
and others. Nowadays Khoresm dance traditions are being
developed further thanks to the activity of many professional
and folklore ensembles.
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Byxopo pakcu napson

Byxopo pakcmapu xo3upru byxopo Buiostu my3odoruaa
makwiannd  pusoxianran. Oparnma  Byxopo  pakcnapu
Kyn Xapakamiapu Owiman OolutaHaay, KeWWHYAId raBia
Xapakamiapy Kymwiu0, YHIaH KeiimH 08K Xapakariapu
Ouman Tynaupuiaan. byHna raBoaHWHT Typnu XONamiapH,
oprra Oykwmu, ¥3 yKu arpodupa aiiaaHuil, KYJUIQpHUHT
paHr-GapaHr Xapakamiapyd paKCIApPHUHT >KO3MOaJOPIUTHHU
ommpaau. Byxopona aémmapHuHT TH33ara YTUpHO, YpHUIAH
TypMaciaH TaBJaHH Xap TOMOHTa OyKHII, eJlKalapHH
CWIKHTHLI, KYJUIADHUHT OIYMI Ba YaKKOH Xapakariapy
BOCHTACH/IA MXKPO STHIIAJIUTaH PakcH “3aMuH 603u” (ep pakcu)
nerunany.

Byxopo pakcrmapuHHHT SHr Mypakkad Typu — “map3oH”
(kY1 KaQTIapUHMA CHJIKWTHII) HOMHHH ojiraH Oynu6, OyHma
pakkocaap TypiH TaKHHYOKJIap OiaH Oe3aHraH XONaa sulaHr
08K pakcra tymagunap. Jlap3on pakcuia pakkocanap OyTyH
TaBIAaCHHH CHIKUTHO, éHaETraH OJOB/A alaHTa XapakaTapura
yXmam xapakamiapHu —Oaxapumanau. Byxopo pakciapu
XapakaTIapUHHUHT aJoXKAa HOMHU OYnIuO, yIapHUHT Xap OUpH
pam3uii MabHOTa 3ra Oyiaau.

Byxopo aémnap pakciaapuna pakkocanap Ky Ba o€Kkiapura
3aHr (KMYMK KYHFUpOKYANap TYIUIAMH) TaKKaH XOJijia, LIy
OunaH Oupra Kyiiapuaa KalpoK TOII OWJIaH pakcra TYIIHII
3aHr Ba KalpoOK TOLIIAp paKc
XapakaTiapy Ba PakC yCylIUra MOHAH/ PaBHIIA CATOJaHHUIIH
MYXUM axaMHsTra ora.

Byxopo pakc aHbaHanapMHMHI CaKJIaHMIIM Ba KEHUHIU
apioara erkazmmmuga M.Xanmosa, YUepBon xoHum, Mcaxop
Oxwuios, Bunost Oxunosa, Tyxdaxonum [Inaxacosa, OnusixoH
XacaHoBa Ba OONIKAJAPHUHT XU3MATIApH KaTTa.

Xosupru kyHna byxopo pakcrnapu anbaHamapu “Byxopo”
Ba “MaBpuru” npogeccruoHa xamoanapy, IyHHHIIeK Byxopo
BwiosATAAa (aonuAT KypcaraéTraH XaBackop (OJBKIOp-
STHOrpaduK Xama pakc xamoauapuaa 1aBoM dTTHPHIMOK/IA.

xoJatiiapy  Kysarujiaau.

Dance of Bukhara - Larzon

Bukhara dance got formed and evolved in the territory
of present-day Bukhara region. Usually Bukhara dances
begin from arm movements, i.e. arm dances. Different
movements of the body, decorative tances (positions),
elements of acrobatics (suchasbending like a bridge, circular
movement of body, etc.), which smoothly intertwine with
other movements make it possible to perform this kind of
dance without standing. In Bukhara such women’s dances
are wide spread, in which performers dance without standing
on their feet, i.e. on knees. These kinds of dances are
called “Zaminbozi” (“The dance of Earth”). Woman-dancer
performs it by sitting on her knees and bending her body up
and down, then shakes gently her shoulder and with finger
touches the ground.

The most difficult type of Bukhara dance is called
“larzon” (literally — “shaking the palms”). According to it,
women-dancers, who wear different adornments on their
body, perform barefooted. The dancer shakes different parts
of her body like a fire. Also, each movement has its own
name and designation.

In Bukhara women usually dance by decorating their feet
and hands with bracelets and wearing a corsage with small
bells (zang- small bells). These are used during the dance.
In addition a woman-dancer always uses gayroq tosh (stone
castanets).

Contribution to the development of Bukhara dance
was made by such prominent masters of dance as Kirkigi
(M.Khaimova), Chervon-khonim, IsakharOgqilov, Viloyat
Ogilova, Tukhfakhon Pinkhosova, Oliyakhon Khasanovaand
others.

At present the traditions associated with Bukhara dance
are being preserved and promoted by both professional
ensembles (such as “Bukhoro” and “Mavrigi”’) and amateur
folklore and dance collectives.
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Cypxon pakcu

CypxoH pakciapu Oomika ¥30ek pakc MaxTaOmapuaaH
Ky4UMaH4YM axXOMMHUHT TypMyII Tap3u OHIaH OOFIMKIUIH
Ounan axpanubd Typaau.

Enrnn  Ba ganumn  Kagam — Talnulall, MabHOIM  KYJ
XapakarTiapy, TaBIaHUHT MaiiMH XapakamIaHWIIM OuiaH
OoiuTHATaH aémiap pakCcuaa akcapusaT Xojulapaa TypMyliaa
UIUIATHIAJUIaH KOLIMK, YpPUYyK, YHFUPHK, YHPOK Ba OOIIKa
py3rop OyrommapunaH ¢oilganaHwiagd. DpKakiap pakcuaa
Xapakatiaap EpKHHPOK XYCYCHST
kach THO, JOMMHUI paBuIIa OUp
0€KJ1a cakpalll, epra 4yKka TyIITraH
Xonaa TaBJaHUHT aitnanMa
XapakxatiaapH, KYJUIapHHHT caMora
TYfpu €KkM €H TOMOHIa XyaIu
KaHOTTa yXImad 4y3uIuin OuiaH
axpamubd  Typamu.  Dpkakiap
pakcuza mnuyoK, €rod Taékiap
kynpok unutarunaau. Uy cababiu
oy pakciapHu OypryTHHUHT
yUMIINTa Takiaug cudaruia Xam
KaOysT KUJTUII MYMKHH.

CypxOH  pakclapuga  Xam
Gapua XapakaTJapHUHT aloXujaa
HOMJIAHMIIM ~ Oynub, ymapHUHT
Xap OuTracu MabiIyM MabHOTa
ara. Macanan: «TYIKaMa»,

«TeOpaHMa», «UPUUTMA», FaKUP
KYHIU», «KAaHOT», «Mypajiau,
«MYJIOHUMY, CIITMIIITAIAY,
«CUIITaMa», «y4upMa» Ba X0Kas30.

Aémmap nubocupa Mmaxaudii maromap — anada, 0Y3,
KaHAanaH ¢oipamanunaad. MaronapHUHT paHIJIapH dca
Kyna EpKUHINTH OuiaH axkpanud Typaau. PakkocamapHUHT
OyitnH, KyJI0K Ba Kymiapu 3eburapmoH, 3adabanz, moaa
MapiKoH, OWJIaKy3yK, 3UpakK, HO3UrapJoH, KU(TaK, KyKpak
TYMOp, MYHYOK, KYJITHK TyMOp CHHI'apu TaAKWHYOKNIAp OuiaH
Oe3aTunaay.

Opkakiap fKTak €K ONAMH KYHIaK, IIONBOpP KHUHraH
X0J/1a O8KIapuaa MyKkH (EHTHII TepH YOpHK) OWIIaH pakcra
TyHIaaumnap.

CypXOH pakCIapuHHUHT CaKJIaHUIIN Ba TAPFUO STHIUIINAA
Xomuk Xypcaumnos, A6mymia Kapum yrmm, Mymma XKyma
Hyrtopuii, Xoxxu bonta pakkoc, Op3uryn pakkoca, Xypcang
Kyp6ou ¥yrmu, Mynna VYmap ytopun, 3ukpuiia YMapos,
Abnyxanun Hazapos, Illoupa Kypbonosa, Komun Paxmonos
Ba OOIIKANApHMHT XW3MaTH KarTa. Pakc aHBaHamapu

“boitcyn”, “Llanona”, “bynOynuryé” xanx ancamOmnapuaa
JTaBOM 3TTHPHINO, TapFud STHIMOK/IA.

Dance of Surkhan

Surkhan dance or the dance of Surkhandarya stands out with
its originality. Its formation and development is closely linked
to ancient nomadic life style and culture of the population,
living in the south of Uzbekistan.

Women’s dances are more heartfelt and bright, reflect
light and vivacious walk. The movements of arms and hands
are expressive, and the body stance is smooth and elegant.
During the dance women-dancers always use certain everyday

items such as wooden spoons, chighiriq (spinning wheel for
spinning threads), chiroq (candelabrum), etc. Men’s dances are
more active. They constantly use jump outs and squatting with
refined bending of the body (torso) and raising arms in upward
direction. Mostly this type of dance reminds of passionate
hopping (especially such dances as “dance with knives”
and “dance with wooden sticks”). Some times these dances
resemble “flyingeagles”.

Much like in other dances, in the dances of Surkhan there
are peculiar movements, which have their own names and
purposes. For example: “tolgama”, “tebranma”, “irchitma”,
“ghajir gondi”, “ganot”, “moralash”, “muloyim”, “shilshila”,
“siltama”, “uchirma”, etc.

Women-dancers usually used dresses made from local
fabric (such as alacha, boz, janda). The colors of fabrics stood
out with brightness. There were always some adornments (like
bijouterie items) on the neck and on hands. Men’s dresses

consist of the following: yaktakor
oddiy koynak, sholvor; on the feet
— muki.

The bearers of Surkhandarya
dancing traditions are Kholiq
Khursandov, Abdulla Karimoghli,
Mulla Juma Dutori(dutori — the
person who plays on dutar), Sharif
oghli, KhojiBoltaraggos(raqgos -
dancer), Orzigul raqqosa, Khursand
Qurbonoghli, MullaUmar Dutorchi,
Zikrilla Umarov,  Abdukhalil
Nazarov, Shoira Qurbonova, Komil
Rakhmonov and others.

The traditions of  folk
dances are currently  being
revived and promoted by such
folklore ensembles as “Boysun”,
“Bulbuligoyo”, “Shalola”, etc.
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Dapzona eoduiicu paxcu

®daproHa paKCIApUHUHT WIAU3IapH MaloHIap/ia HaMOMHIIT
ST YYyH MYJDKaJJIaHTaH “‘KarTa YHWH Ba MEXMOHXOHa
Ba XOHAJIOHJIApAa HAMOMWII STWIAAWTaH “‘KUYMK YHHH Ta
6opu6 Ttaxamamu. “Karra Vitun” 280man optHK ycymiapra
MOCJIaHTaH Xapakamiap MaXMyHIaH uOopar OYmmod, Y3UHUHT
MaB3y Ba TH3UMHUTA Kypa Xap OWTTa pakc XapakaTd y3 HOMH
Ba yHra Moc ycyaura sra Oynran. “Kuumk pakc” sca acocaH
JMPUK Ba JKYIIKWH XapakamlapJaH TAIIKHI TOMHO, aKcapHsT
XoJulapzia goupa €K MUJUIME YONFynap aHcaMONMH Kypiuruzaa
KYImHK (s/U1a Ba Jiarap)uapra pakc TYIIUII acOCUra KypHIITaH.
®PaproHa Boauiicua suulady aéuiap TOMOHUAAH KyilaHaauraH
“Ilyqaa”, “Smmama épum”, “Kopa cou”, “Kaitrapma” xamma
“TaHoBap”HUHT BapHAHTIAPUra PaKC TYLIHII KEHT TApKAJITaH.

®daproHa pakciapuaa >pKakiap O0y3 MaToCHIaH THKUITaH
KYHIIaK Ba HUMYa €KY €HIWIT XajaT, MUJUIMH 1IanBop, o€Knapuaa
9THK Ba OOIUIApHra IYNNK KAHTaH XOJNjAa pakcra TyLIaauniap.
Aémap xuitumu EpKUH paHmiapra 0ol xoHaTiac, Oekacam Ba
KpenJelMH MaToCUIaH THUKWITaH €Kaau KyWlak, HUM4Ya, UIaKk
MaTOCHJIaH THKUITAH HINTOH, OOLITapura 3ca MapaHr, ayppa
MIaKIIapyia Ypanrad pyMoi, o€KJIapHa MacT MOMIHAIN Ty(iH,
OViinH, Ky Ba KyJOKIApUra OCWITAH Typiu 3e0y-3uitHaTiapu
OnimaH axpanud Typaau.

@aproHa paKCIapyHUHT CaKJIAHMIIH, CAaXHAIAIITHPUIHIIN
Ba TaprudoTHIA Ocydrxon
3wk laxapxxonos, Yera Omum
Komunosnapauar XU3MaTH
Oexuécmup. VYnap SpKaKIap
pakKcIapuiaH TalKapy aéuIapHIHT
caxHa paxcrapuHu TamapaxoHHM,
Myxkappama TypryHOoeBa, Posus

Kapumosa, TI'aBxap Paxumosa
cuHrapu  ammapra  ypraruo0,
MIJUIAH  pakc aHbaHAIAPUHUHT

CaKJIaHMIIN Ba KENTYCH aBIIOATa
Y3aTWIIHIINIA KYTIPHK Ba3u(acuHn
Yramunap.  Kelimawamuk — ymoy
anbananap Kynmy3 Mupkapumosa,
Junadpys Kacboposa, Kuznapxon
JlyctmyxamMmernosa, Masbmypa
OpramieBa CHHTapu Kartop pakc
yCTanapy Ba yCTO37ap TOMOHHIAH
PUBOXIIAHTUPUIIIIN. Xo3upru
kyHna PaproHa pakcmapu Kyruiabd
npodecCHOHa paKc skaMoaaapu
Ba  XaBACKOpIMK aHCaMOIapu
penepryapuiaH KeHI' YpUH OJIraH.

Dance of Ferghana Valley

Therootsof Ferghanadance needto be looked forin “Katta
oyin” (“Big dance”), which evolved and was specifically
designated for squares, and “Kichik oyin” (“Small dance”),
which was performed in reception halls and courtyards.
“Kichik oyin” consisted of lyrical, passionate and heartfelt
dances, performed by folk dancers and professionals during
singing of yalla and lapar songs under accompaniment of
doira, dutar and other musical instruments. The dances
performed by yallachi (in particular, “Duchava”, “Yallama”,
“Qorasoch”, “Qaytarma” or “Tanovar” cycle of dances) are
especially popular in Ferghana.

Men dance by wearing camisole made from coarse
calico and silk, light robes, wide trousers, waist belts,

beautiful skullcaps and colorful
boots. Women wear dresses
made of khon atlas and begasam
fabrics (types of local fabric),
or more often — dresses made
of Chinese silk of white color
with a collar; elegant sleeveless
jackets, brocadewaistcoats, silk
trousers, kerchiefs, headscarfs
(parang, durra), shoes on small
hills, and various adornments and
accessories.
Great are the merits of
Yusufjon giziq Shakarjonov and
Usta Olim Komilov in revival and
development of onstage (scenic)
form of Ferghana dance in the XX
century, in its enrichment with new
elements. It is they, who began
staging solo and group dance
performances designed for men
and women.Notably, such individuals like Tamara-khonim,
Mukarram Turghunbaeva, Roziya Karimova, Gavhar
Rakhimova, Kunduz Mirkarimova, Dilafruz Jabborova,
Qizlarkhon Dostmuhammedova, Mamura Ergasheva
and others, by applying experience accumulated by their
teachers, further continued the traditions associated with
Ferghana dance.

At present Ferghana dance is being developed and
promoted by professional and amateur anceensembles,
ensembles of song and dance.
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Jopoo3nuk

Jop6o3muk — nop yiuH — 6ajaHa O0p yCTHAA TOMOIIA
KypcaTHIl TOMOIIA CaHbaTH >KaHpH, XX acpJaH IUPK
CaHBATH JKAHPH XaM. VY36ekucroHma mopGosmuk (zop
ViiuHN, cUMOO3IUK, CUMAOP, CUM YHHHH, KaTTa Ba KHYHUK
JOp YHUHIAPH) XAJK TOMOIIA YAUHU 0YIn0, KaJuM Tapuxra
ora. baws3zu man6amap Amup Temyp capoitnna axornd gop
VHuHIapu KypcaTWJITaHUHU Tacaukiaian. JopOos3muk
V36ekncTonHMAT Gapya maxapnapuaa, aiiHukca, Kysa Ba
Acakajga Tapakkmii 3TraH. YTmumiia y30ex aopOosmapu

Xwuro#t, XwuuauctoH, Adronucton, Oponga, XVIII-
XIX acpmapman Poccusga ¥3 maxopaTiapuHH HaMOWHIIT
STraHmapy  TYFPUCHAA  MabiyMoTiap 6op.  Y36ek
nopbosmapu 25-30 M. OGamaHIMKAArd ycTyHIapra KHs
KUIno TOPTHIATUTAH
apKOH  yCTHAa  JIaHTap
yyn OunaH Oynaaurax
VHUHIIApHU, TYypJau-TyMaH

MalIkjJapHu Oa’kapuIlraH.

Jop yitunnapu nop rtaruaa

TIOJIBOHIIAP YUKUIIH,

PaKKOCIapHUHT YHUHIIAPH,

KH3UKYH, Macxapabos,

ACKUSYUTAPHUHT

YUKHUIITapH xamaa

aHbaHaBUU LHUPK

TypKyMIIapugaH CHMIOD,

Eéro4o€K, HaHpPaHTOO3NHK,

Oecysk,  MyalJaKIHIUK,

ypratuiaran aluK,

WUIIOH, MaWMYH, OT, J4YKHU

ViinHnapu co3aHjanap

KYpHaAaBO3IUTHUAA

(rapxubuma CypHai,

KapHail Ba kuuuwk goyn (Oapabam) €Eku jgoupa) OwiaH
Ooupranukga onud Oopunran. JlopOO3mMHK caHBATH OYHUK
MaigoHnapaa, yrvmumpaa Oo3op Ba Peructon karTa
MaiiioHnapuna, Ty#H-ToMomanap, caiwinap, Haspys
Oaiipamiapu Ba KaTTa sSpMapKa-Kyprasmanapia HaMONHUII
STHUITAH.

XX acpma y30ek 1opOO3NUK CaHBATUHU SHTU Ma3MyHIa
PUBOXIAHTHPUIIJA Ba aHbaHAJIAPHH HaBOM STTHPHUIIIA
Acaka mop0o3Napu CyJIOJaCHHUHT aTOKJINW HaMOSHIAcH
Tomkan60oif DraMOepIUEeBHUHT XU3MaTH XKyaa Karra. XX
acpuunr 30-4yum ¥#umtapumad — gopbo3imap pemepryapura
OMpMyHYa  y3rapTuUpHIIap  KApuTwigd.  Myxodaza
BOCHTaNapuaaH (HoiaTaHnuII HATHKACUA 0P YCTH/IA SHTH
Mypakkal YHuHIap WwKpo 3THiIa 6onutanau TomkanboeBnap
cyionacu TamabOycu OunaH HOpOO3NUK OYMK MalJOHAAH
énuk OWHOTa YTAM Ba HUPK TOMOLIAJApHUra aljlaHIu Xamaa
YHUHT YHHHIApH sHaga Mypakkabnamau. Karra nop Ounan
KHYHK J0p (CUMIOp) YiMHIapH aManira OLIIH.

V36ekncronna 40-ta OMIIaBUI IOpOO3ITHK
(Tomkenbaesnap “Vzbeknucron mopbosnapu”, FOuycamn
Fosue (Aummxon), TypcyHanu Manamunos (DeproHa),
Vikram IOmycos (Ammmxon), Baxomup JlamaxoHOB
Ba 6.) rypyxjgapu (GaonusAT KypcarMOKaa. AKCapusT
KaTHanrguiuapy éuuiap (HUFUT Ba KU3JI1ap), 10p YHHHIADUHE
omna skapaéHuma “ycTo3-morupa’ aHbaHalapu OpKalH
xamzaa Pecny6mnuka sctpaza Ba HIUPK KOJJISKHIA JOPOO3IHK
aHbaHanapu €nulap TOMOHHUJAH  Y3JalITHPHIMOKIA.
Jlop0o3MMK caHBATHHU cakjaml Ba Taprud HTHIIIA
pecmybOnukana nopbo3map KYPHUK-TaHIOBIApU Ba
¢decruBamnapu (oxuprucu 2014-2015 iinnnapu), “Maiinon
tTomoria canbatu” Ba “KyxHa 3amuu oxauriaapu” (2012-
2014 iimnnapu) rtenepectuBasmapu, Quiabmiap, Haspys
Ba Mycrakwuink Oadipamiiapuia YUKHIUIAp — IIyJap
KYMIIACHIaH.

(30)

Dorbozlik - Rope Walking Art

Dorbozlik is the art of rope walking, a genre of folk-spectacular
art of Uzbekistan. It bears such names as “dor oyin”, “simbozlik”,
“simdor”, “sim oyini”, “kata dor oyini”, “kichik dor oyini”. Dorbozlik
has ancient roots. Some written sources testify that in the palace of
Amir Temur magnificent performances were staged with participation
of ropewalkers. It exists in all regions of Uzbekistan, though it
is especially well developed in Quva and Asaka cities. There is
information that in the past Uzbek ropewalkers demonstrated their
skills in China, India, Afghanistan, Iran, and from XVIII- XIX
centuries - in Russia.

Dorbozes skillfully demonstrated their stunts by holding langar
(a balancer or long balancing pole) on a rope, which was installed
at the height of 25-30 m. Notably, the performances of ropewalkers

were always combined with those of polvons
(strongmen), illusionists, dancers, gizigchi and
askiyachi (comedians and wisecrackers), tamers
and musicians (who played on surnay, karnay
and doira).

In the beginning of the thirties of the XX
century dorbozlik migrated from open air areas
to the circus arena, i.e. to indoor area. This
resulted in the emergence of onstage ropewalking
practice, with demonstration of performances on
both “katta dor” (“large rope™) and “kichik dor”
or “simdor” (“small rope”). Also technical means
and equipment changed (for example, in place
of woolen rope a wire began to be used, in place
of wooden poles — metallic ones began to be
mounted; safety belt was introduced (in the past
there was no such device)).

Actually it was dorbozlik art, which laid
the foundation of Uzbek circus and promoted
its development. And the first person, who

introduced the new types of performances to dorbozlik art was
Toshkenboy Egamberdiev (and his family dynasty), who regardless of
his advanced age, demonstrated his performances on both types of dor
(i.e. on “kata dor” and “kichik dor”). Some changes were introduced to
the repertoires of ropewalkers as well.

At present, besides professional dorbozes of “State Circus of
Uzbekistan” (they are called “Dorbozes of Uzbekistan”) there are
more than 40 family-based groups and troupes of dorbozes, (Yunusali
Ghoziev and Oktam Yusupov (Andijan), Tursunali Madaminov
(Ferghana), Bakhodir Dadajonov (Namangan)), which work in all
regions of the country.

Nowadays, Uzbek dorbozes demonstrate their performances
in many foreign countries. For example, dorbozes, representing the
family dynasty of Tashkenbaevs (Olimjon, Tohir and Murad), have so
far been participating in many international festivals and competitions
dedicated to spectacular art.

With the aim of safeguarding and promoting dorbozlik art the
following are organized on regular basis: festivals and competitions of
dorbozes (the last one was organized in 2014-2015); “Maydon tomosha
sanati”” and “Kohna zamin ohanglari” Television Festivals (2012-2014);
scientific seminars and conferences. In addition, scientific studies are
conducted, books are published, films are produced (for example,
“Dorbozes of Tashkenbaev family dynasty”, which was produced by
National Television and Radio Company of Uzbekistan; a film named
“Dorboz”, which was created by cameramen from Germany). Also, it
is possible to observe active involvement of young people (including
girls) in the activities of dorboz troupes.

In general, dorbozlik is a family-based tradition. And knowledge,
skills as well as traditions associated with this art are transmitted
from generation to generation based on “ustoz-shogird” (“‘master-
apprentice”) methodology. Currently the traditions of dorbozlik art are
mastered in Republican College of Variety and Circus Art. Furthermore,
dorboz troupes constantly participate in such holidays as Navruz and
Independence Day; etc.
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Ackus

Ackust (apabua “askuc”- YTKHp 3EXHIM, XO3HPKaBOO)
— ¥30eKk XaNK OF3aKH W)KOAWHHHT XyIIYaKyaK Ba KYJTWIN
TOMOIIA CAHBATUHUHT OMMAJlalliTaH »JKaHpH. Y onaria
XaJK caimiuaa, Tyinapaa Ba OoliKa MapocHMiapaa HKpO
ITUNAIU. V36eKMCTOHHUHT ®daprona Boauiicu Ba TomkeHT
BUWJIOATIIApU/Ia PUBOXKIIAHUO, CaHBAT Japakacura KyTapuiraH.
X03uprkaBOOIHK, 3UHPAKINK Ba JOHUIIMAHUTIKHH, 1Ty OMIaH
Oupra, THI Ba Cy3 OOWIMTHHH, OaHUNA-ICTETHK IUIHH Taiaad
9TaJIUraH aCKWsIIa NKKH €KW YHJIAH OPTUK KHIIIY EXY/I TY 12 OpKaITH
MyHO3apanamamiH,
oy aca ¢bukpap
MyHO3apacHu,
XO03UPKABOOIHK Ba
CY3aMONNUKAUD.
Aiitunaérran acKus
OMPOBHUHT IIAXCHATHTA
Tern0 KeTMACIIUTH yuyH
xap oup cy3 Ba nbopanu

WIUTATHINIA  FDKPOUH
HUXOSTAA  JXTHETKOP
oYM 3apyp.

Esma Tapuxuit
ManOanapza ACKHS
XV-XVII acprmapaa

keHr Tapkairad. Illoup

Ba OJUM 3aliHAIIVMH

Bocuduit  (XVI acp)

Xuporna ackusi KEHI

aBRK ONTaHMHM €331 Ba YHIa0 MOXUp acKUsS4YMIap Opacuia
SHI HCTeBIOAAM MasnoHo AOmynBocebs MyHIIMHA HCMHHU
kentupamu. Ackus xakuga Ammmep Hasowi, 3axupumanH
Myxamman boOyp, Xormamupiap xaMm MabIyMOT OepHIITaH.

Ackusiia TaHpOB  CHOKETH  alloXuaa Oamuuid — acap
XHMCOONaHa/M, Y AaCKUSHHHI MyKaMMaJUIAlTaH Ba Mypakkad
ycynmu cudaruaa u3duia GuUKpiap okumu OYnub, MabiayMm Oup
MaB3yHHHI MabHOCHHM OOIIMIaH oxupurada ednd Oepaim.
AckusYmMIap MaB3ly JOWMpacHIa dYeTra YuKMaimmiap. YHIa
anbaHaBuil TadpoBmap Gymvum “Yxmaraum”, “Bymacimu’”,
“T'ynmucus, paiixonmucus”, “benana”, “Xascana”, “Kodus”,
“Bbunrannap, Ownmaranmap”, “Jlaka0”mapiaH  Talkapu,
3amoHaBuii MaB3ynap “Tlaxra”, “Owuna”, “Kuno”, “JIop603muk”,
“Amyna”, “@yrtdon” Ba X, ypun onras. [laiipoBaa Oup maB3y
arpoua Ba UyKyp OUMIMINN JO3MM. MaB3ylaH YeKHHHII
ACKHMSYUHUHT MaFTyOusTUIAH Janonar Gepaan.

XX acpHUHT MKKUHYH SIPMHIAH aCKHUSHH CaXHABHH CaHbar
Japakacura eTKasWIja Malixyp Cc¥y3 ycTalapu opacuia
Jexkon 1o3001mm [lepuazapos, Smapkyn Ocranakynos, IOcyd
ku3uk laxapskoHoB, WxpokomOyBa, Foitn6 ora Tormaros,
TypcynOyBa AmmHOB, AOmynxaii Mabcym KozokoB Ba 0.
xucca Kyuraniap. Yrvuma daprona Boamiicura xoc Oyiras
KaTTa anryjla Ba MAaKOMYMWIMK CaHbaTH HAaMOSHIAJIApH, €TyK
akTép Ba Oacrakopiap TaHHKIM acKusuwiap cudaruia Xxam
TaHWITaHJIap.

AckusiHM Myxodaza KWIHIL, acpall Ba TapFU0 KHJIMII
Ba KENTYCH aBJOATa eTKA3HIIJa acKUSIMIap jKaMoalapH Ba
rypyxJjiapu, sxymnanaH, Kykon ackusumitap xryom JKypaxoH
[TynaroB Ba Akpom>xkoH AkOapoB Gomramianruia, Mapruonaa
Mawmacuauk [llupaeB, AHAMKOH BHIOSTH XOHOOO HIaxpuia

Myxunaua  CyntoHoB, Acakaza JKymaBoit  Xyppamos,
Kopacysna Kaxpamon AOmyBoxumoB paxOapiauruia (aoiaust
IOpPUTMOKAJIAp.

ACKHSIHU cakJjall Ba Taprub ATHIINA WIMHH TaJKUKOTIAp,
tannoBnap, QecruBamiap, “Ackus  kedanapu”  (TOIIKEHT,
XoHo60/1, Mapruiion), Tefekypcarysnap, GuiabMIap, Hampiap
KHTHHMOKIA. Y30EKHCTOH CAHBAaT BA MAJAHUAT HMHCTHTYTH
YKyB kapaéHUra ackus aHbaHAJIAPU KUPHUTHIMOKIA. ACKUS
cambati JOHECKOHUHT “VHCOHUATHUHT HOMOIMI MaJgaHui
mepocu” Penpesentarus pyiixarura kuputuiad (2014).

Askiya

Askiya (in Arabic — “azkiya”, literally means “witty”,
“resourceful”) is an original genre of folk-spectacular art, and
oral folk creativity, which evolved and became widespread
in the Ferghana Valley and Tashkent region. As a result of
continuous evolution it achieved the level of art.

Askiya is a demonstration of thoughts, resourcefulness
and eloquence, a performance in the form of a dialogue or
competition, in which two or more participants take part in
order to show resourcefulness in speech and wittiness, richness

of language and vocabulary, artistic
and aesthetic tastes. Not to offend
his rival the performer (askiyachi
or askiyaboz) has to use carefully
and skillfully each word and phrase
during askiya.

According to written sources,
askiya was already spread in the
XV-XVII  centuries.  Zayniddin
Vosifiy, a poet and scholar of the
XVI century, wrote that askiya
was particularly developed in
Herat; and mentioned the name of
Mavlono Abdulvose Munshi from
among dozens of talented bearers
of askiya traditions. Also, some
early information about askiya is
provided by Alisher Navoi, Zahir-
ud-Din - Muhammad Babur and

Khondamir.

As arule, every askiya is based on payrov (a theme), which
represents an independent artistic creation. It emerges thanks to
the consistent expression of thoughts, and through impromptu
creation of wits. And certain theme in askiya is developed
completely (i.e. from beginning to end) by participants. In so
doing, they are not allowed to go beyond it.

Apart from traditional payrovs, such as “Okhshatdim”,
“Bolasizmi”, “Gulmisiz, rayhonmisiz”, “Bedana”, “Khavsana”,
“Qofiya”, “Bilganlar, bilmaganlar”, “Laqgab”, it is possible to
observe usage of the contemporary ones, such as “Pakhta”,
“Oila”, “Kino”, “Dorbozlik”, “Ashula”, “Futbol”, etc.

Starting from the second half of the XX century askiya
became the type of art, which was began to be performed
onstage. This occurred thanks to the activity of famous word
men, such as Dehqon yuzboshi Shernazarov, Yasharqul
Ostonqulov, Yusuf giziq Shakarjonov, ljrogombuva, Ghoyib
ota Toshmatov, Tursunbuva Aminov, Abdulkhay Masum
Qozoqov and others. Among performers of askiya there were
famous singers of katta ashula and magom songs, actors and
bastakors, who were also popular and talented askiyachi.

Traditions associated with askiya are nowadays preserved
and promoted by collectives and groups of askiyachi. These
are: Kokand Club of Askiya Fans (led by Jorakhon Polatov
and Akromjon Akbarov), askiya groups in Margilan (led by
Mamasidiq Shiraev), Khonobod (led by Muhiddin Sultonov),
Asaka (led by Jumavoy Khurramov) and Qorasu (led by
Qahramon Abduvohidov).

In order to safeguard and promote askiya art the following
measures are undertaken: organization of competitions and
festivals of askiya performers; preparation of TV programmes;
production of films; holding of “Askiya evenings” (in Tashkent,
Margilan and Khonobod); publication of books and collections;
carrying out scientific studies, etc. In addition, relevant
knowledge about this genre is introduced to the educational
process of Institute of Arts and Culture of Uzbekistan.

It bears mentioning that askiya art was inscribed on the
UNESCO Representative List of Intangible Cultural Heritage
of Humanity in 2014.
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Kyzupuoxboznuk

V36ek KyFUpUOK TOMOIIATAPH aHBAHABMI XalK TOMOIIA
CaHBATHHUHT aloXyjaa HyHamumu OYynuO Y3 aHbaHaIapura
ora. by campar Cypxonmapéma “CysxotuH”, Xopa3mia
“Ammmanapo3”, “Macxapa6o3”, “IlonmBon” Hommapu OwiaH
IOPUTHJITaH.

Kyfup4yoknapan yHHATHIIHUHT Typiapd MaBxyx Oyiuo,
YHH MWUIMHA  KYFEPYOKOO3map “Kyn  Kyrupuok” (KYIKOII
cudaruaa KAWUIaMral KyFUpUOKiIap yayH), “UIl KYFUPUYOK”
(MapuoHeTKa KYFUPYOKIApU YUyH), “Maiiza KYFUp4oK~ Ba
“karTa KYFUPUOK~ HOMJIApH OWIIAH aTallajIu.

Kyrupuox TOMOILIAJapu
KarTa callum  Ba  TOMoIlIAjapjaa
AaHBAHABMIIIMKHM  CaKJIaraH Xoijaa

YHUHT 3aMOHABUH TyplapuIaH XaM
¢doiinanaHuI omaT TycHra KHpraH.
byuma “Or yiun”, “Illep6o3” (wep
YIWHATYBUYM) CHHIApU TOMOILIAIAP XaMm

Kymuimib, KapHaii-cypHad, mompa
Ba HOFOpaJgapAaH TAIIKWI TONTaH
aHcaMOJb  KYpAWTHIAa  HAaMOWHII
STUNAAN.

Vrran acpuuar 50 Hummapuaan
KeHUH KYFUPYOKOO3NUKHUHT ~aCpHi
aHbaHaBUH Typmapu Oup Mygjar
YHyTHIIA OOoIILIaHH. Xo3upru
KyHTa Kenno KYFUPUOKITAPHU
SICOBYM  XyHApPMaHIJIAPHUHT  cailbu
xapakariapu Tydainm yura anpaHanap
TUKJIAHUIITa Wyn Tytau.  byHnai
ycTamap nupaa XopasM BUIIOSATHHHHT
Xonka Tymanugan Mancyp Kypsizo
anoxuna ypunra osra. YyHku y V3
WKOANUJA KYFUPUOK Talépialll caHbaTH
OwnaH yHM VHHaTHII —CaHBATHHU
KaMpab onraH. Kyrupdox Taiiépmam
CaHBATHHUHT HaMOEHIATapu cudaruaa
Tomxkent maxpunan [lodaiizu lomyxunauaos, [1ynarxon
Jouuépos, Asum OypyHmapHu, XuBaank MaékyOo Bowcos,
IOcyd TyxraeBnapuu, byxopoman J[lonumsp IlloxcyBopos,
Kemxa XKymaes, Onum [llamcueBnapuu, ®aprona BUIOATHAAH
Iapudpxkon  MupzapaxumoB, TummaxoH — Matéky0osa,
Mupszakapum Fadyposnapau, Camapkangman Kymu 60060
HasBoroB, Kapum Maxuanapau, Xommypon CHATUKOB,
Hapsynmno Xampoesnapau, Lllaxpucad3nan Mycrado bepaues,
Tapu Aurypoenapun, AHTIDKOHAAaH AGaycamar Wymgoures,
XKypaboii OTaboeBIapHN KEITUPUII MyMKHH.

Puppetry

Uzbek puppetry is considered to be a traditional art genre,
which evolved in the form of an ancient traditional theatre
of people. Notably, puppetry in Surkhandarya was called as
“Suvkhotun”, in Khoresm — “Ashshadaroz”, “Maskharaboz”
or “Polvon”.

Folk puppeteers use “gol qoghirchoq” (puppet played
with hands or gloves), “ip goghirchoq” (puppet-marionette),
“mayda qoghirchoq” (small puppet) or “kata goghirchog”
(big puppet).

A puppet show, which combined traditional as well as

contemporary ideas, was staged together with folk pantomime
dances, such as “Otoyin” (“The game on wooden horse”),
“Sherboz” (“The tamer of tiger”), under accompaniment of
music (surnay, karnay and naghora or surnay and doira).
After the fifties of the XX century some of traditional
types of puppetry were almost forgotten. At present this art
is being revived again thanks to the activity of craftsmen,
who make puppets and actors-puppeteers. One of such
masters, who is both a skillful creator of puppets and
an actor, is Mansur Kuryazov from the city of Khanka
(Khoresm). From among other
bearers of puppetry traditions it is
possible to mention the following
as well: Shofayzi Shomukhiddinov,
Kenjaboy  Tursunboev, Polatjon
Doniyorov, Azim Burun (from
Tashkent), Mayoqub Voisov, Yusuf
Tokhtaev (from Khiva), Doniyor
Shokhsuvorov, Kenja  Jumaev,
Olim Shamsiev (from Bukhara),
Sharifjon Mirzarakhimov, Tillakhon
Matyaqubova, Mirzakarim Ghofurov
(from Kokand), Kuli bobo Novvotov,
Karim Majid (from Samarkand),
Kholmurod  Siddigov,  Narzullo
Khamraev (from Gijduvan), Mustafo
Berdiev, Tari  Ashurov  (from
Shakhrisabz), Abdusamat Yoldosheyv,
Joraboy Otaboev (Andijan) and
others.
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Xank yuunnapu

Xank YWWHIApW TapakKMETHUHT Oapya OOCKHWIapHaa 3

JIaBpH OJIAMIIADMHUHT XaTH, TYpMyII Tap3M, MEXHAT [IAPOUTH,
MWUIATH, IWHA Ba OOMKa Y3ura xoc OeNTmiIapuHH Y3uaa
MyXaccaM 3THO KeiraH Ba HINTHPOKYMIIAPIA YaKKOHJIHK,
YUJAMIIMIIMK, VOKOJMM TONAFOHJIMK, FaHpamIMIMK, KyWIMIMK
crudamaprHu TapOrsIIaIra Xu3Mar Kuinrad. bomanap yinHmapuna
my OwnmaH OWp KaTopla €HIWJI Xas3ull, MycoOaka, >KaMOaBHI
OupIUKKa HyHANTUPYBUM cupamiap KYMpOK Ky3ra TalllIaHad.
V36ek xaiik ituriapunn Typinaa rackuduiant MyMKni. Macanas,
VHHH UIITHPOKIMTApHUHT imra HucOarad (Oomanap, yemupap,
Karrajiap), JkuHcra HucOarad (Vrunm Ba Ku3 Oomamap €ku dpKak
Ba aéyuiap), MaBcymra Hecbaran (6axopru, KHIIKH, €3rd, Ky3ri),
ViiHamaguran xodra HucOaran (MaiioH,
CyB, xOHa), KacOra nucOaran (IEXKOH,
XyHapMaHI, 4OpBaJiop Ba OOIIKa), Xyayara
uucOaran (MIMMONHIA, KaHYOHMH, IIaPKHIA
éku rapbmii). bBu3 sca ymapHu maiimo
Oynmm s>kapaéHura HucOaTaH Kydumarnda
TacHu(Iaran Oymap IK:

e opummuk Yiwmmnapu (Fanr, XKamOw,
Jlammak, Ommk, Xarmak, Ywuprmsak Ba
Oor1Ka);

e uymion yitmamapu (Tymromr, Kyrapma
Tor, Duku YitnH, Yynon Ba moxon, Kamama
TaéK, Yk, [Togaun, Yanra, Yys-uyB Ba
Oorka);

* XyHapMaHUTHK Yitnanapu (anmapax,

Uapxnanak, bem 6Gapmoxk, [lakuimiok,
Jlanka, Ywrupuk, Y3yk conmu, Bappak,
Caprapor, K33 6ormap Ba Gorika);

o nexxoHummuK yiutapu (Ilamaxmow,
XKou Oypram, ComoH cernu, YaHok YitnH,
IHadromum makap, Kyprkau Ba Oo1ka);

e Tammaui  yimamap  (Xoma-xona,

Tonanok, Kum omamué, Anvk YitnH, Xypo3 ypumrupui, OKCoK
TypHa, bocapu, Acanapu, Fosmnap Ba 6orka);

e xapakaw yitnanap (Uynaka mryBok, Unm orumr, Kum Tes,
Xypkau, Tydanox, Yopn uambap, Mymyk-ciukon, Frou ok,
Iyppa comurr, XanuH4ak Ba OOIIKa);

e cy3 yimmmapu (Kum gakkon, Bonkon-6omkon, Bormon-
6ormoH, Kydrvu-tok, Ok KyéHum anomar, OK Tepakmd, KYK
Tepak, [Tupp 31/ Ba GoIIKa);

e tiwrun Yitnanapu (Can-ramrak, Tk itna, TTommo-sasup,
Tommro-ypu, Apim abio Ba OOIIKa);

e Kypam Ba y Owran Oormmk Yimmmap (Mmumii Kypari,
TMonBou603mK, Enkana kypa, Bern o Kyparim Ba 6011Ka);

* yaBanno3muK Yimanapu ( Yasron, Yiok-kymkapu, ITnéna
noiira, Ontua K000k, Lorymok, Ku3 kyBumi, Durak MHHAM Ba
6or1Ka).

Folk Games

From time immemorial folk games have embodied peoples’
lifestyle, their everyday life and labor habits, national values
and principles, their ideas about honor and courage, their desire
of having physical strength and intellect. Their participants had
to demonstrate such qualities as dexterity, swiftness and beauty
of movements, resourcefulness, endurance, creativity, drive for
victory and collective actions. In children’s folk games it is
possible to observe existence of humor, jokes and competitive
fervor. The movements oftentimes are accompanied by sudden
and joyful moments, alluring and interesting counting rhymes,
nursery rhymes and draws. All these have their artistic charm
and aesthetic value, and as such, represent invaluable and

inimitable folklore.

Uzbek folk games, in terms of features, prevalent in them,
are classified as follows:

» Hunting games (Gang, Jambil, Lappak, Oshiq, Khappak,
Chirgizak);

» Shepherds’ games (Tuptosh, Kotarma tosh, Echki oyin,
Chopon va shoqol, Qadama tayoq, Chillik, Podachi, Chanta,
Chuv-chuy, etc.);

» Games associated with crafts (Dandarak, Charkhpalak,
Besh barmog, Pagillog, Lanka, Chighirig, Uzuksoldi, Varrak,
Sartarosh, Koz boghlar, etc.);

e Games associated with agriculture (Palakhmon, Jon
burgam, Somon sepdi, Chanoq oyin, Shaftoli shakar, Qoriqgchi,
etc.);

e Imitation games (Khola-khola, Topalog, Kim oladi-

yo, Ayiq oyin, Khoroz urushtirish, Ogsoq turna, Bosari,

Asalari, Ghozlar, etc.);

 Action games (Chunka shuvog, Chim otish, Kim
tez, Hurkach, Tufalog, Chori chambar, Mushuk-sichqgon,
Yoghoch oyoq, Durra olish, Khalinchak,etc.);

 Word games (Kim chaggon, Bolkon-bolkon,
Botmon-botmon, Juftmi-tog, Og quyonim alomat, Oq
terakmi, kok terak, Pirr etdi, etc.);

» Games played during get-togethers (Gap-gashtak,
Topiq oyin, Podsho-vazir, Podsho-oghri, Arshi alo, etc.);

e Folk wrestling and the games associated with
it (Milliy kurash, Polvonbozlik, Yelkada kurash, Bel
olishkurashi, etc.);

» Riders’ games (Chavgon, Ulog-kopkari, Piyoda
poyga, Oltin gobog, Shoghulog, Qiz quvish, Eshak
mindi, etc.).
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bewiuk myiu

Bemmk Tyitn 6ona TyFuiaraHna €TTH, TYKKH3, YH OUpUHYN
KyHJIapu €KU KeJIMH-KYEBHUHI OTa-OHAJAPUHUHI  ¥3apo
KeJIUITyBIapy OnaaH OeNTHIaHTaH KyHJa acocaH KapHHIOII-
YPYyF, KYHH-KYIIHWJIAp HIOTHPOKWAA YTKazwinaan. AifHaH
Oemmk TYHMHU OOIIKa OWIABHH MapocumiapaaH (apku
LIyHIAK{, yH7AA SpKakjiap KaTHAIIMAaiIu Ba acocaH XOTHH-
KH37ap UIITHPOK STHUIIATH.

Onarna, Oemmk TYHH OWiIanard OupuHYM  (TYHFHY)
(dap3aH yuyH YTKa3UIaay Ba y TAaHTAHAIN KEIaau.

bemmk Tyiu yTKasmwaguraH KyH YakaJOKHUHI OHA
TOMOHUJAH KApUHAOUIIAPH KyTHO ONWHTa4, HUATIAAPU OK
Oymumm, Oojara OaxT Twiam pam3u cudaTuga yIapHHHT
I037apura yH Ccenwiaad. MexXMOHIap MJacTypXoH Ty3ad

Oe3armirad xoHara taknmu¢ stunagy. Iy BakT 6omka xoHaga
Oomka ypd-omatmap MWKpO STUINO YaKAJOKHH OCHIMKKA
Oexanr MapoCUMH YTKa3HIIaIu.

Xopazmzia OemmMK Ty yd9yH Maxcyc Tapsfa xanuda
aémrap Takaud KumumHAAWM. Yaap Y30eK Xank JOCTOHIApHIaH
napyagap YKHTaHIap Ba TypIM XUKOS XaMIa PUBOSTIAPHH
Wurunraniapra aitn® Oepran. Xandamap acocaH OHUpUHYH
TyFUITaH  (ap3aHaHu “Oemmk TYH nmapuaa HUIITHPOK
JTraHnap.

ABBas OCIIMK TYHU MapOCUMH YIyH Maxcyc KYyXOpHIaH

TaiiépnaHrad Taomiap OepuiTaH.
UyHKH KYXOPH y30ekmapaa
CepIYIITINK pamM3u Oynran. Xo3upaa
3Cca MapOCUMTIa TypiH MIUPUHIHKIAP
Ba Maxcyc NaJloB TalépiaHaau.

bemuk Tyiin Mmapocumu sSIKyHHA

€ OHAaHMHT Yalm TOMOHHWTA OCUIMK
KyiHmnu0, oHa OONaHM SMHU3TaH Ba
yHra ¥y3u OWiraH aijiaHd aWTras.
V36exnap TacasBypura kypa Gorara
MKKH Hapca SHT MyXuM Oyiran
0ymu6, Oymapman OWpPH OHa CyTH
Oyinca, UWKKMHYUCH OHA aJlacu
xucobmanran. Illy Oomc Kusmapra
éuUMK BaKmIapAaH Oomwtad ama
alTHII ypraTuirat.

Bemmk Tyitn Onnan 60FauK 6apya
ypb-onatmap 6akapu® OYTUHraHIaH
CYHT  MeXMOHIap  OHPHH-KETHH
ky3atunagu. lly Owuman Mapocum
SKyHJIaHAIHN.

(34)

Beshik Toy

Beshik toy (the ceremony, organized on the occasion of
putting baby to beshik for the first time) is organized with
participation of the relatives and neighbors on the seventh,
ninth and eleventh day after baby’s birth or on any other day
with mutual consent of parents of the newly married couple. In
beshik toy ceremony the participants are women only. And it
is this feature that makes it different from other family-related
ceremonies.

In most cases beshik toy ceremony is carried out in honor of
the first-born, and is solemn in nature.

On the day of beshik toy, after relatives on mother’s side
of the baby were welcomed, flour was poured on their faces,
symbolizing their good and pure intentions, good wishes to

the baby. Then, the guests were
invited to the room, where festive
table was laid. At the same time, in
another room, another ceremony
was observed, i.e. the ceremony of
putting baby to beshik.

In Khoresm, special women-
performers called “khalfa” were
invited to beshik toy ceremony.
They performed various fragments
of Uzbek folk eposes and told
various stories and legends. As a
rule, khalfas participated in beshik
toy ceremonies of the first-born.

In the old days, during beshik toy
ceremony special food made from
white durra was offered, because
it was considered that white durra
is a symbol of fertility. Nowadays,
however, during the ceremony
various sweets and specially
prepared palow is offered.

At the end of beshik toy
ceremony, beshik was placed to the right side of a young
mother, who breastfed her baby and sang a lullaby she knew.
In accordance with the views held among Uzbeks, for a baby
two things are necessary. The first thing is mother’s milk. The
second thing is a lullaby sung by his mother. It is therefore,
girls, starting from their tender age, began to learn singing
lullaby songs.

After holding all ceremonies, associated with beshik toy, the
guests are seen off. In such a way beshik toy ceremony comes
to an end.
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Cynnam éxku xamna myii

V36ek xankuaa KaauMaaH CakIaHuG KemaéTraH MapoCHM
XaTHa KAmMm (YFuo TYHH)aup. Y36CKHCTOHHMHT TYpIH
xXyayiapuaa Oy MmapocuM “cyHHAT Tyin”, “dykpon”, “xaTHa
Tyitn”, “kynuan xanomam (moxiaimn)” kabu HOMIap OwitaH
IOPUTHIIA .

Mapocum yrun 6onanapaa 3-5-10 émna, alipum xomnapaa
11-12 &émravya yTkazwirad. KYHU-KYIIHWIap Ba KapUHIOLI-
ypyFaap xamjaa jkamoa MIITHPOKUAa YTKazunaau. Tyhparu
9HT KaTTa MapoOCHMH — dIra Om  OepuIl XHCOOTaHAIH.
AHbpaHara Kypa Mapocumra tampud OyropraH MEXMOHIapra
4ol Oepmirad, MapoCHM Y4YyH Maxcyc Tal€piaHraH MayoB
TOPTHITAH. MexMoHXOHANapaAa
(aémmap nukapuma) 6a3M, Fa3aIXOHIUK
YTKasunraH, Oaxmmuap JOCTOHIAPIAH
napuajgap WKpo Kuirad. TYHHUHT
spTacm KyHH Oab3aH KyNKapH Ba
Oomka MycoOoKamap YIOUITHPHIHO,
ronubmapra  COBpPHHJIAp  OepuiraH.

Xycycan, Xopasmaa “OnTHH KOBOK,
daprona Boamiicuaa “KylmoK uy3an”,
Tomxentna sca “mact Ooma” kabm
Oomanap YHHHIApH YIOIITHPUITAH.
CyHHar TyiM sKkyHHOa Ty Oorna

ycTa-capTapom  TOMOHMAAH  XaTHa
KWINHTaH. Xo3upAa 3ca  Maxcyc
Bpaunap €paammua  MasKyp —amal
OakapuiIay. ABBannapu ycTa

0OJIaHMHT ab30CH yunra rapoB (érouan

siCJITaH KMCKHY) KUCTUPHO, ab30HUHT

YHINMHAJATAaH KUCMHHHU yCTapa THFH

Oouman kecu® onran. Kecmm BakTmaa

Ooara yMpH y30K, pu3Ky OyTyH OYIcuH

JeTaH HUSTAA HOH THIIIATWiraH. by

YIYMHHMHT YTKa3WIMIIU OFPUK MalTUAA

0onmaHM YANFUTHII YIyH XaM XH3Mar

kuiarad. CyHHaT KUIuHraH Oojna 2-3 KyHIaH KeHHH YpHHUIAH
Typrad, KaBM KapHHIONIIAp Ba KYIIHM a&niap WIITHPOKHIA
JKOW HUFUII MapOCUMH YTKA3UJITaH.

Sunnat Toy or Khatna

One of the ceremonies, which have been preserved among
Uzbek people, is called “oghil toy” and is conducted on the
occasion of circumcision. In different regions of Uzbekistan it is
known under different names, such as “sunnat toy”, “chuqgron”,
“khatna toy”, “qolini halollash (poklash)”.

This ceremony was carried out among boys of 3-5-10
years old (sometimes, when they turned 11-12 years old) with
participation of relatives, neighbors and members of local
community. Offering palow to people is considered to be the
biggest ceremony in this festivity. As a rule, after tea was
offered to the guests, palow was offered, which was prepared

specifically for this ceremony. A feast was
organized, poems were recited, fragments
of dostons were performed by bakhshis in
sitting rooms (women were inside). On the
next day (after the festivity) kopkari (a goat
hunting) and other types of contests were
organized and their winners were given
prizes and awards. Children’s games (such as
“oltin qovoq” - in Khoresm, “quloq chozdi”
- in the Ferghana Valley, “mast bola” - in
Tashkent, etc.) were organized as well.

At the end of the festivity a skillful
barber circumcised a boy (in honor of whom
actually it was organized). Nowadays,
however, circumcision is done by surgeons.
In the past, a skillful barber held tight the tip
of boy’s genital organ with a help of special
wooden pin called “gharov”, and then cut off
the required part. During circumcision, by
wishing long life and abundance, flat bread
was given to the boy, who bit one piece of it.
By so doing people wanted to attract boy’s
attention away from the pain, emerging
as a result of circumcision. After 2-3 days,

the boy, who was circumcised, stood up from his bed. Then,
with participation of women-neighbors and relatives a ritual of
making the bed (joy yighish) was conducted.
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Myuan éuiu

AmnpaHara kypa, My4ai € YH UKKU HIJUTHK Oup Myagar
Tyrab, KeWWHrH Oouutanum naspuzaa (seHu, 12-13, 24-25,
36-37... émma Haspys Oaiipamu KyHIapua HHIIOHIAHTAH.
AitHuKca, OMpUHYN MydYall ajJMalldld — YH UKKH EIIaH YH
yu émrada yrum (0omka Mydan Enuiapura KaparaHjia) Karra
TaHTaHa OMJIaH HUIIOHJIAHTaH.

Myuwan émmra OaFWIUTaHTaH MapoCHUM Omjaja OTa Ba

OHa TOMOHMAAH OYNraH KapHHAONUIAp HINTHPOKUAA XaMaIa
KYHU-KYIIHY, KapuHO0MI-
ypyFaap UIITHPOKHIA
TaIIKMUTAIITHPUIITAH. By
MapoCcHM  KaTTa  TaHTaHara
alllaHran Ba Mapocum
KaTHaITYUIapura Maxcyc suédar
Oepwnran. 3uédarmap Typiau
JKOMIap/a Typiauya YTKa3uiIraH.
PecnyOnnkaMu3HIHT 0an3u
JKoinmapuia 6apua yayH yMyMUit
JIACTypXOH  €3uica,  alpum
JKoinapaa onnuH Ooxanap, CyHT
KaTTasap Ba OXUPHa KapHHIOII
Ba KYUIHWJIAp Y4yH HACTypXOH
Ty3a0, 3uédar Oepuiras.

Vu HKKHUTra TYIra"
Oapua VFUIT-Ku3nap OK
muboc kuimmmoO, Oup Koira
TymnaHumrad. Myvan émura
TynaraH — YFWiI-Kuzaap — Oup-
OupnHn Kymiamrad. CyHrpa
yaap Kydajapma Oupra caiip
kummmrad.  Kagumpa  mydan
émmmra OaFWIUIAHTaH  caimn
Hagp¥3 Gaiipamu Tagbupiapura
KYymuo YTKa3UIraH.

Mycrakumink  witapuna  «Mywan  émm»  omiia
ap307apy, JOYCTHAap JgaBpacHAarMHa SMac, MakTabmapaa
XaM yromTtupuwiaaurad Oymam. KeiimHrn Hwmapma mydvan
émm  pecnyONMKaMU3HUHT KYNTHHA MakTabmapuaa ora-
oHanap mmrtupoknna Haspys apadacmma TaHTaHamm Tapsna
YTKa3UIMOK/IA.

Muchal Age

According to tradition, muchal age was celebrated during
Navruz holiday, more specifically, after the end of twelve-year
cycle (i.e. at the age of 12-13, 24-25, 36-37...). The end of the
first muchal period, i.e. turning of 12 years old, was usually
celebrated solemnly and with grandeur (in comparison to other
muchal ages).

The ceremony dedicated to muchal age was carried out with
participation of relatives and neighbors. The ceremony itself

turned into a grandeur
celebration, during
which its participants
were offered a special

feast.  Though, the
feast was organized
differently in various

places. If in some areas
of the country common
table was laid, in other
areas feast was offered
in three stages: first it
was offered to children,
then adults and finally —
to relatives.

As a rule, all
children, who turned 12
years old, wore white
dresses, gathered in one
place and congratulated
each other. After that
they promenaded in
the streets. Notably,
in former times
promenades on the
occasion of muchal age

were celebrated together with Navruz holiday.

After gaining Independence, muchal age began to be
celebrated not only in family circle, but also at schools. And
over the last few years muchal age has been solemnly celebrated
with participation of parents at majority schools of Uzbekistan
on the eve of Navruz holiday.
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Hukox myiiu mapocumu

«Hukox» cy3u apabua 0Y1mu0, 3p-XOTHHIUKHE IIAPHAT iy ITH
OnnaH KOHYHHI pacMHIUIAIITHPUIN, OMIABUH HTTH(OK JeraH
Mab HOHHM Owmaupamn. Hwukox TYitm PecrmyOmukaMu3HUHT
TYPITH XKOITapuIa KHUKOX TYHH», «IK00 TYHI», «yil Tymmpap
TYWN», «KaTTa sUIOK KU3apTHpap TYHm» 1e0 HOMIIaHTaH.

Hukox 1yitn TM3umuna Oup KaH4Ya MapoCHMIIap MaBxKyI:
yit kypap (Ku3 Kypap), COBYMIIMK, CEll Taxjap, TYKKH3
Gepuin (TYKKHA3 TOBOK), KM3 Ol (KU3JIap MaXKIIMCH), KEJIUH
TymUpUI, 6aKOH TyTHII, 103 OYAH, KEJIUH CalloM, Yopiap Kabu
MapocuMiIap Ba ynaap OuWilaH OOFIIHK
pacM-pycymmap.  Ymap  Xo3HWprada
CakJIaHKO, aMaJl KWJIMHUO KEeJIMHAIH.

V3bexmapaa  coBumnap — KHYMK,

KarTa copumiapra OymmHagu. «Kuamk
copum»iap (KymuH4a aémiap) WIIHA
OnTHpnO KaWTraHimapuaaH CYHT «KaTTa
COBUM»IAp Tyl XapakaTIapuHU Ba
alipuM Koislap/la KajauH MHUKJIOPUHU
Oenrumarasiap.

dortuxa TYHU AKyHUIA ¥3ap0 UKKU
TOMOHHMHI KeJMIIyBUTra Kypa Ty Ba

HUKOX KyHH Oenrmimanran. dormxa
TYWnmaH KaTta Tyiurada OynraH
BaKTJAa KyJajlap TOMOHHJAH  TOBOK

KalTapuil, «Kypma coiiaum», TYKKHU3,
«ku3  omm (KM3 MaXIUCH)» Kabu
MapoCUMIIap YTKA3MITaH.

Tyii xyHu €ku Tyiiman Oup KyH
OJIMH KW3HWHT OTACHHUKHUJA HHUKOX
mapocuMu  yTkazwinaau. Ky€B sKkuH
KYpacH, ToracH OmiaH Oynaskak KeJIUH
XOoHazoHWra OopraH. MMom Oymaxax
KyEéBra OSp-XOTHHJIMKHHHT Oypd Ba
XYKYKIapUHH TYIIMHTHPrad, KH3HUHT
SIHTaCH OPKAJIM PYXCATHHH OJNO KeHIH
«XyTOan HUKOX» YKHTaH.

Kenmuaan kyéBHUKWra onmd KETTyHYa  YTKA3WITaH
KeNMH SIIHpap», TYII Tajamiap», «UT HPWLIAp», <IHPOK
afTaHTHpap», «KaMIHp YIAW», <«KaMOHP TYHI KYpIau»,
«cou cuimarap», «oiHa Kypcarap», «KyI Kucap», «TYIIaK
TYIaupap», kKabW KaTop yaymiap YTKaswiraH Ba YJIapHHHT
afipyMIIapy XO3UP XaM CaKJIaHHO KOJNTaH.

Nikoh Toy - Wedding Ceremony

“Nikoh”, being Arabic word, means official solemnization
of marriage, matrimony, based on Shariah. Festivity on the
occasion of wedding bears different names in different places
of Uzbekistan, i.e. “nikoh toyi”, “ijob toyi”, “uy tushirar toyi”,
“kata yaloq gizartirar toyi”, etc.

Wedding comprises of several ceremonies and rituals,
such as “uy korar” (or “qiz korar”), “sovchilik”, “sep takhlar”,
“toqqiz berish” (or “toqqiz tavoq”), “qiz oshi” (or “qgizlar
majlisi”), “kelin tushirish”, “bagon tutish”, “yuz ochdi”, “kelin

salom”, “chorlari” and the customs associated
with them. They have been preserved to our days
and are still observed.

There are two types of matchmakers among
Uzbeks, i.e. “big matchmakers” and “small
matchmakers”. As soon as “small matchmakers”
(mostly, these are women), who sorted out the
business, come from the house of future bride,
“big matchmakers” go to the same house in order
to determine expenditures for the forthcoming
wedding (as well as bride-money to be paid, which
is observable in some places of Uzbekistan).

At the end of “fotiha toyi” (the ceremony of
engagement), based on mutual consent, the day of
official wedding was fixed. In the period between
“fotiha toyi” and “kata toy” (“big wedding”)
matchmakers organize such ceremonies and
rituals as “tovoq qaytarish”, “korpa soldi”,
“toqqiz”, “qiz oshi” (or “giz majlisi”).

On wedding day or one day before that day
solemnization ceremony is carried out at the
bride’s house. The groom usually came with
his closest friend and uncle (on mother’s side).
Imam, after explaining rights and responsibilities
of newly married couple, and getting the consent
of the bride with a help of her matchmaker, prayed
(“hutbai nikoh” — “wedding prayer”).

Before the groom took his bride to his house, the following
ceremonies and rituals were observed: “kelin yashirar”, “tush
talashar”, “it irillar”, “chiroq aylantirar”, “kampir uldi”,
“kampir tush kordi”, “soch siypatar”, “oyna korsatar”, “qol
gisar”, “toshak toldirar”. Interestingly, some of them have been
preserved and are observed to present as well.
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Ilanoe maoanuamu eéa anvanaiapu

[lanoB-om  y30eKIMapHUHT  SHT  CEBHUMJIHM  TaOMHU

XUcoOmannO, y Y30ekmapHUHr OyTyH XaéTH JTaBOMHIA
wynnomm Oynanu, necak xaro Oynmmaiinu. UyHku, dap3ang
TYFUIITaHJIa aKUKA OLIH, CYHHAT TYHH MyHOca0aTH OWIaH Ty
oI, KyIauWIHK OONUTaHWIIN MyHOcabatu OmmaH doruxa
OIM, KM3JIApHH y3aTHII MyHOCa0aTH OMIaH KHU3 OIIM, HUKOX
TY#1 MyHOcabaty OMiIaH HUKOX OIIHW, KyEBIUKHU HUIIOHJIAII
MyHOca0atu Ounan
KyéB ommu, xap Outra
Tagoupraru aémmap
MUFMHKAIA Ca XOTHUH OIIIH,
SpKaKJApHUHT  4YOMXOHA
OIIH, YTrannapHu
acmabd  TaiiéprmaHaguraH
9XCOH oOmW Ba OomIKa
KypuHummzIapmna
9HT MyXHM TaoM
cudaruga  WHCOHJIAPHU
SIKHHJTAITHPAIN.

I'amxoB-o0m
JaBpmap  CHJICHIACHIA
HHCOHIAapHIH
SKHHIAMTHPAaAUTAH,

OupnamTHUpagUTaH

MKTUMOMH xozaucara

alimanran. Xap  Oup

omaa xKyna Oymmaranaa

xaracura Oup (omarma

najimanba KyHu) EKn

Oump Heua Mapra ymoly

TaoM TaWépiraHagu Ba

ymdy Taomra aroxXuaa XypMar OWIIHpUInO, OMIaHUHT Oapya
ab30JIapu OKaMy-)KaMJIMKIa CHHIMIINTa anoxuaa 3>bTHOOP
KapaTHiaad. Y30eKk XOHAaJOHHIra KeJraH MEXMOH anbarTa
om OwnaH CcHWilaHaaW, SKUH OycTiap WAFHIaAWTaH Oyica
xaMm ambarra om mumupwiagn. Owiaga YTKa3uIagurad
Oapua Tanbupnapna, xamap, OaiipaMm Ba calmIIapaa XaM OmI
TUIIAPUIAIN.

Om Kkaepma Ba KaHIai
Xaxkmia TaiépraHMacuu
yHU Tadépnama KYmYuInK
HUIITUPOK 3Taau. XOHAJOHJA
KUMANDP THé3 apTaau, KUMAUD
Typyd TO3amalad, KHMAUD
maxapo0 Taiépraiiau.

Tyinap Ba karTta caiminapia
Tail€piaHaaurad ouugap ydyH
aca Maxcyc cab3u  apumin
WNFUHIIApH XaM  YTKa3wiuo,
y XaM Karta  Taadupra
aitmann6  xeraam.  Oparnma
KaTTa omuiap IpKaKIap,
owJIaBMil omuiap s3ca aémmap
TOMOHHU/JIAH Tai€pnanaau.
OmHn Maxcyc Taiépnaiinuran
MyTaXacCHUCIApPHU aca
omma3 ned aramamu Ba Oy
KacO  yCTO34aH  OIOTHPATa,
aBIIOAIaH-aBIIOATA Y3aTHIA M.

TaoMHE TaHOBYT KHJIHII
XaM ¥3 aHbaHajapura ora.
bynna ¢€mm  ynyr kummiap
TaHOBYJTHH Oomnrald, KeHUH
Oomkamap xam efiumra
KHUPHIIATIH.

Culture and Traditions
Associated with Palow

Palow (or osh) is the most beloved and highly regarded
food among Uzbeks. It is spread in all regions of Uzbekistan.
Palow accompanies Uzbeks throughout their lives. It is
prepared on different occasions. These are: on the occasion
of the birth of the first child (agiga oshi); on the occasion of
circumcision ceremony (sunnat toyi oshi); on the occasion of
engagement ceremony (fotiha toyi oshi); on the occasion of

seeing off a bride
to the house of a
groom (qiz oshi);
in connection
with wedding,
for men only
(nikoh oshi);
in connection
with wedding,
for women only
(khotin oshi);
after wedding,
only for friends
of a groom
(kuyov oshi);
on the occasion
of child’s birth
and carrying out
“beshikka solish”
ritual (beshik
toyi oshi); on
the occasion of
commemoration
of the deceased
(ehson oshi); on the occasion of anniversary of death day (yil
oshi).

Palow, with a lapse of time, turned into a kind of social
phenomenon, which unites family (for example, each family
at least once a week, i.e. on Thursdays, or even 2-3 times
a week prepares palow; guests are never let go without

eating palow), friends and
colleagues  (men’s  close
friends or colleagues often
form a group and regularly
prepare palow in tea-houses
(chaikhana); in a similar
vein women gather and
prepare palow), neighbors
and relatives (in all family-
related ceremonies and rituals
palow is considered the main
food). Palow is also prepared
during celebration of national
holidays (such as Memorial
Day, etc.), folk promenades,
hashars and on any other
occasions, for which people

gather.
As a rule, many people
participate in palow

preparation. And it is not
the process of feasting itself,
but the one associated with
preparation or the one, which
takes after it (when people
communicate  with  each
other), plays an important role
in bringing people together.
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“F03 ouou’ mapocumu

V3bekucTona  HUKOX —TYilM MapOCHMHIAH — KCHHHTH
KyEBHMHI XOHOZIOHMJIA SIKMH KapUHJOILIAp Ba KYHU KYIIHUIIAP
WIITHPOKUZIA YTKA3WIIAWTaH MapocuM ‘103 Oo4nu’ IeHIIajH.
Mapocnm Y36ekicTORHIET Typii MEHTaKanapima “F03 oam”,
“IO3 kypcarap”, “ber ouap” éku pyKymon” (TOXUKIA Py — 103,
KYIIIOH — 04ap) Kabu HOMITap
OWITaH FOPUTHIIAIH.

“103 ouan”
MapoCHMHA KeITMHHN
siHTasapu épramuja ro3ura
OK PYMOJI Tamuiarad Xojijaa
WuFniraniaap Xy3ypura
om0 uymkwirad. Ulyxnan
CYHI  XOHAQJOHHUHI €Il
0oracH TOMOHHAAH YHHHT
[03UJIard  pyMoin €KM 0K
Xapup mapaa VYKIOB EKu
MEBAIIM JIAPaXTHUHT IIOXH
OWiaH OYMIITaH Ba Y30KPOK
JKOWra omMd  KOYHMITaH.
ABBaJUTapH  KEMUH  FO3H
ouragjai cyHr |y y3u
TYKUraH  pyMoiyanapHu
KyEB TOMOHIaT!
Oonasutapra TapKaTraH.
KenuHHUHT 103MHM OdYHIIIA
MEBAI JAPAXTHHUHT IIOXHIAH
¢otinananmnaau. bynna meBamu
JApaXTHUHT CEepIYIITINK
XyCYCHUSITH KeJIMHTa Xam
yTcuH, cepdap3aHn  OyiacuH,
JIeTaH HUSAT My)KacCaMIIAIlTaH.
Komnagepca, ém 601a ToMOHHIAH
KeMMHHUHT  03MHH  OYIMJIMIIN
xaM ymOy yIyMHHHT OYIFycH
omna cepdap3an OYICHH JeraH
HUAT/A aMaJra OIIHPHIIA/IHL.

“IO3  oumu” MapocuMHIA
“Cympa conaun” onaTu
OaxapuiraH. By onar
PecmyOnikanuHT Oapua
XyAyIiapu Oyitnad KEHT
tapkanrad. @aprona Boauiicuaa
Mapocumaa KaTHAIITaHIap
nmaBpacura cympa &3m0 Oup
TOBOK yH cosnuHaau. KaiHona
cympajard yHAaH Oup XOBYY
0O, KeMMHHUHT KYJIUTa TYKaJIH.
Kenun sca ynnu cynpara Tykaau.
By xonm y4 mapra TakpopiaHaJL.
Bynunr cababu ¥30ekmapma yH
OKJIIMK, EPYFINK XHCOOIaHAHL.
Iy ca6abman “cympa commu”
YAyMHOA SIXIIM HUAT  OWIaH
KEIMH-KYEBHUHT XaéTH  EpKUH
OyIcHH, MYIT KYITYAIIKIA
py3Fop TYTCHH JleraH THJIaKAa
YTKa3unaau.

“IO3  oumu”  MapocHMmHTa
KeITMHHUHT BaKHJI OTaCH Ba TOFAaCH
MapOCHMHUH  TaloB  Tai€piad
KO30HH OwWiaH KyEBHHHT yiura
onu0 kemamu.  AWHAH MasKyp
TaoM OWJIaH Mapocumra Tampud
Oyropranmap 3ué(ar KIIHHAIH.

“Yuz Ochdi”
(“Face-Opening’) Ceremony

In Uzbekistan, a ceremony, which is carried out at groom’s
house with participation of close relatives and neighbors
after wedding ceremony, is called “yuz ochdi”. During the
ceremony, the people gathered give their presents to the bride.
The ceremony is called differently across Uzbekistan and it

bears such names as “Yuz ochdi”,

“Yuz korsatar”, “Bet ochar” or
“Rokushon” (in Tajik language
the word “ro” means “face” and
“kushon” — “to open”).

In accordance with *“yuz
ochdi” ceremony, the bride came
to the gathered in the company
of matchmakers with a white
veil hiding her face. Then, one
of the youngest representatives
of a family, with a help of
a rolling pin or a branch of
fertile tree took off that white
veil and run away. In the past,
after opening of her face,
the bride gave handkerchiefs
(embroidered by herself) to the
children, who were relatives
of the groom. Interestingly, for
opening bride’s face a branch of

fertile tree was used. This symbolized
a hope that fertility of the tree
would be transmitted to her and that
she would have many children. In
addition, opening bride’s face by a
small Kkid reflected a hope that the
newly emerging family would have
many children in the future.

“Yuz ochdi” ceremony had a
special custom called “supra soldi”.
It is spread almost in all areas of
Uzbekistan. In the Ferghana Valley,
for example, in front of the gathered
a tablecloth is laid on which a cup
flour is poured out. Mother-in-law,
by taking a handful of this flour,
pours it on bride’s hand. Then, the
bride pours it on the tablecloth. This
action is repeated three times. This
is done because there is a belief

among Uzbeks, that flour is a
symbol of purity and bright
life. It is for this reason, with
wishes of bright life for the
newly married couple, with
wishes of abundance, the
custom of “supra soldi” is
practiced.

According to  “Yuz
ochdi” ceremony, the
entrusted  person  (vakil
ota) and uncle of the bride
on mother’s side brought
ceremonial palow together
with a kettle to the house
of the groom. It is this
food, which is offered to
the guests arriving to the
ceremony.
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Haepys

Hagp¥3 — stHTH KyH, YITlyCHHHT YIyF KyHH, Oaiipam, mamMcus
(kyém) #im1 xpcoGuna iuIHuHr GupuHun Kynu. Ypra Ocué Ba
[apx MamakaTiapyga SIOBYM XaJKIAPHHHT SHT KAJAUMUI
ambaHaBuii Gaiipamu. Baxopru tenr kyriaukka (21 éxu 22 mapr),
spHr Ky€mHuar Xaman OypiKura KUpPHUIIUTa TYFPH KelaJu.
HaBpy3 meXKOHUMIWK WIUTapuHE Oomuiam OailpaMu  Xam
xucobnmanaau. HaBpys Oalipamuaa oMMaBHi XalK cadmiuIapu
YIOIITHPHIITaH, SIHTH
YHTaH KyKaTaapAaH TaHCHUK
TaoMap MHUIIAPUITaH,
0ab3M  OKWHJIADHM  HKHII
OOILTaHTaH.

Tapuxuit ManOanapra
kypa, HaBpyzuu Oaiipam
KWINII TypKUH —XaJIKiapjaa
9HI KaTTa TaJOuplIapuaaH
Oupu xucoOnanran. Maxmyn

Kourrapuitnuar «JleBoHy
JIYFOTHT  TypK»  acapupa
Hagpyra OarHIUIaHTaH
Kymmab Xalk —KYIIHKIapu
KeJITUPUJIITaH. Hagpys
Oaiipamu XaKU1aru
MabIyMOTIIap Ady
Paiixon bepynuitnunr
«Kaznmru XankiaapaaH
KOJITaH énropiukapy,
Ymap Xan#éMHUHT

«HaBpy3noma»cuna,
Amnmiep Hasowif, 3axupuanua Myxamman boOyp Ba Gomrka
QUIOMAJAPHHUHT acapiapuia yapaiim.

V36eKxucTORNMIBHIHT TypitH xoiinapiia HaBpys Gaitpamu
Typiuda HHIIOHJIAHTAH Ba Oy IIOAY XyppaminK OwWp Heda
KyHpaH, Oup xadrarada, Xarro OHp oiira Kajap AaBOM STTaH.

HaBpy3 acocan Maxcyc calmiaroxyiappa, KHp-aJupiapaa

HUMIOHJIaHTaH. baifpam kyHu opra TOHIJIAaH ~ KapHaii-
CypHaiiap JajWHTaH, JKapauiap ofaMiIapHu OaiipaMra Takiud
sTnmrad. YaBoH03/1ap, MOJBOHIAP, KH3UKYM Macxapabo3miap,
Oaxmap, KYMUKYH xohu3nap, YHHHYU-pakkociap Oaiipam
caiinura tampud Oyopraniapra ¥3 TOMOIIAJIAPHHN HaMONHII
srumrad. Iypo ty3ymu maBpupa acoccus pasuniia Haspyi
quHui  OalipaM Ba MapocHMiIap KaTOpHIAa MaH KWJIHHIH.
V36eKHCTOH MyCTAaKIIUIMKKA OPMINrad, OGOIKA KaApHATIAp
karopuna HaBpys OaffpamMu siHa THKJIAHAW, SHTHYa Ma3sMyH
Ba MOXMAT Kamip >tau. HaBpy3 XalKMMH3HHHT SHT CEBHMIIH
Oalipammapuyian  Oupu cudarnga HUIIOHIaHaTW. HaBpys
KYIIHMKIapy, TAOMJIApH, CyMaJlak CailiH, JIoJa, Tyd CalliiIapy,
TOMOILIA CaHbaTH, LIOX-MOWIAp, KYINKapH, XalK YHHHIapH,
Kypar, OemanryBap,
Ooifuedyak MapocumH KaOu
ypd Ba aHbaHAMApU ymOy
OalipaMHUHT y3BHI TapKUOUI
KHCMH XHCOOTaHAIN.

Hagpys HOMOJJUTHT-
MaJaHui Mepoc
HaMaHyJIapuIaH oupu

cuctarua xankapo KOHECKO
TAUIKWJIOTUHUHT pYyixaTtuaan
JKOM OJITaH. XanKumus
TapUXH Ba MaJaHUATHHHHT
Ooup Oynarm Oynran Hampys
XaM KaIuMuil Oyiuimm OuinaH
Oupra, xap imim Ou3 OwinaH
Oupra SHTHJIaHUO, aHTIAHHO
OopaéTran yiayF Ba HaBKUPOH
oup Oaitpamup.

Navruz

Navruz is a new day, a majestic day in the lives of the
people. It is the festivity, the first day of solar calendar. It is
the most ancient holiday of the peoples living in Central Asia
and the East. The day of Navruz festivity matches with that of
spring equinox (21 or 22 March), i.e. when the sun enters the
constellation of Aries. In addition, Navruz is considered to be the
festivity which celebrates the beginning of agricultural works.

As a rule, during Navruz folk
promenades were organized,
delicious foods with use of fresh
greens were prepared, sowing of
some crops was initiated.

According  to  written
sources, Navruz was one of the
biggest festivities among Turkic
peoples. Mahmud al-Kashgari
in his work called “Diwanu
I-Lugat al-Turk”  mentions
about many folk songs, which
were dedicated to Navruz. Also,
the information about Navruz
festivity can be found in such
works as “The remaining traces
of past centuries” (written
by Abu Rayhan al-Biruni),
“Navruzname”  (by  Omar
Khayyam), and those written
by Alisher Navoi, Zahir-ud-Din
Muhammad Babur and other

scholars.

Navruz was celebrated differently in various places of
Uzbekistan. The celebrations usually lasted from one day to
one week or even one month.

Navruz was celebrated mostly in special squares and hilly
areas. On the day of festivity, early in the morning, heralds
invited peoples to the festivity under accompaniment of karnay
and surnay music. Horsmen and strongmen, gizigchi and
maskharabozes, bakhshis and singers, dancers demonstrated
their performances to the guests of the festivity.

During Soviet times, Navruz was banned along with other
religious festivities and rituals without any objective reasons.
And only after Uzbekistan gained Independence, celebration
of Navruz festivity (together with other things) was revived,
thereby acquiring a new essence and content.

In Uzbekistan Navruz is one of the most beloved festivities
of Uzbek peoples. It could be told that songs and dishes,
sumalak (sumalak sayli), tulip (lola sayli) and flower (gul
sayli)festivals, various performances, folk games (kopkari,

kurash), competitions, rituals
(snowdrop ritual), etc., are
all essential components of
Navruz festivity.

It bears mentioning
that Navruz became one of
the elements, which was
inscribed on the UNESCO
List of Intangible Cultural
Heritage of the Humanity.
Representing part of the
history and culture of our
people, Navruz, besides
beingancient, isconsideredto
be a majestic and wonderful
festivity that is reinterpreted
and reconsidered by us every
year.
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Cymanax caiinu

Cymanax caitmn — HaBpy3 OGalfipaMuHUHT y3BHiT OUp KHCMH,
MWUIMA Ba YMyMHHCOHMH KaJapusTiapra 1 OyiaraH Taaoup,
HMM=uunar €pkuH HamyHacu.  Cymamak HaBpy3HuHT 110X
TaOMU XMCOONMaHMO, XYIIXYp Ba TaHCHK TaoM XHCOOJaHAIH.
Bab3u mabiaymorra kypa, cymanakauar tapuxu 3000 dunmgan
ommK OynuO, Oaxop mnaWTHma, HaBpy3HuHr OomnnraHHMIIMIA
Taii€pnann® kenuHam. Amup Temyp naBpura owpa TapuXui,

amabmii  maHOamapma XaM — cymajak
caiinm  OwmaH  OOFIMK  aHbaHAIAp
Haspy3 OalipaMUHUHT ~ TapKUOUi

KACMJIapuaH OupH cudaruma Kenumu
yprynaHaau. byHpail caiiwiiap Kup-
aquprnapaa, OOFmapia, IIAxXapiapHUHT
KarTa MaifjoHnapuaa, PerucTOHNIapia,

yopcy Ba  pacramapia,  MyKaagac
KajaMKollapaa, Maxallla, Tysapiapaa
VTkasmwmbd, Oup  xadraman  Oump
oifraya naBoM stradH. byTyH wmaxamna
WIITUPOKMIA  Tal€plaHraH Ccymajak
KYTTYHINKKA yrammo YUKHITaH.

Opmamimap CyMalakHH TaTtuO KYpHII
apadacuma, Oaxopra eTraHmra IIyKp
Km0, WWIHUHT XM,  Xalpiy,
Oapakany KeIWIIMHA TWiab myomnap
kwmmrad.  Cymanak — cailmy, Typiu
ToMOmIO Oa3miap, KyH-Kymmkmapra yiaaHuO kerraH. Oparra
Kypa Xap Oup KHIIM SXIIM HUAT OWIaH CyMalaKk NHUIIaéTraH
JOIIKO30HHN KOBJNAImM mmapT. KumMpa-KuM KO30H KOBIAII
OaxTrmaH OeHacHO KoJIca, y Y3MHN KaMCUTWIITAH CaHaiIu. AHI
naiitna HaBpy3 apadacy, cymanak mumiaérrad BakTIap >KaMHUKH
9CKU THHA-KyZApaTiap yHyTHIHO, apa3lii KUIIMIAp SPAITaH Ba
Oy xonamiapHUHT Oapu ¥n 6o — HaBpy3, cymanak mapodary,
ne6 annmranrad. Cymanax OmnaH oup kKaropaa HaBpy3 kyrnapuna
xammM, HaBpy3 rixa kaOu TaHCHK TaoMJIap XaM MHUIIHAPUITaH.
Acpmap oma smad KenaéTraH CyMalak —caiiim  Kabu
MIJUIMH KaApUAT Ba aHbaHAJAPUMHU3 XaIKAMHI3HHUHT KaIuM
TapUXH Ba PyXUATH OwnaH dambapuyac OOrnmmK OynmuO, ymapna
tabuaraarn Yysrapunuiap, ¢acimap alMalldHyBH Y3 aKCHHH
TONTaH YBTUKOAMN Kapalap Ba — aXIOTApHMH3 KYHIIHIAH
KeuyBYM HEKOWMH XUC TyHFyJap Y3WHUHT Oamuuii mdomacuHu
TOINTaHJIUTUHU KYpaMU3.
Cymanak caitnn Ownan OornmmK ypd-omaTr Ba aHbaHamap
XaJKUMHU3 Opacuga OyryHTH KyHTada KeHI HHUIIOHJIaHHO
KeITMHA/N.

Sumalak Sayli (Sumalak Festival)

Sumalak sayli is an essential part of Navruz festivity.
It is an event, which embodies national as well as universal
human values, a bright example of intangible cultural heritage.
Sumalak, being the main food that is offered during Navruz
festivity, is considered to be delicious and tasty. According
to somesources, sumalak, which has always been prepared in
spring (i.e. at the beginning of Navruz festivity), has more than

3000 years of history. Notably,
in historical and literary sources
of AmirTemur’s epoch, it was
mentioned that the traditions
associated with sumalak festival
represented an integral part of
Navruz.

Sumalak  festivals  were
organized in steppes, gardens,
small town squares, registans,
markets, holy sites and mahallas,
and lasted from one week to one
month. And sumalak which was
prepared with participation of the
entire mahalla, was distributed
among peoples. Before trying it,
peoples, thankful of the fact that
they survived into spring, prayed

and asked for the good, successful and abundant year. As arule,
sumalak festival was accompanied by various performances,
feasts and songs. According to tradition, each person with a
good intention had to stir sumalak which was boiled in the pot.
Those, who were not lucky to do so, felt a bit upset. At the same
time on the eve of Navruz, during preparation of sumalak,
grievances were forgotten, quarrels were ended. And it was
considered, that all these were the merits of the beginning of
the year, i.e. Navruz, and of its main food - sumalak. During
Navruz, along with sumalak other delicious foods were
prepared, including halim and goja.

National values and traditions as embodied in sumalak
festival are closely linked with ancient history and spirituality
of our people. And we can see that in this festival found its
reflection our ancestors’ artistic expressions about nature and
religious beliefs.

It bears mentioning that the traditions, customs and rituals
associated with sumalak festival continue to be observed
among the peoples at present.
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Boiiueuax mapocumu

Boituewak mapocumu — Typkuii XaJaKmapaa Kykjiam Keauo,
Ooifueyak YMKKaHAA YTYBUM MapoCcuM, OaXOpHHUHT HIIK TyJINTa
Oarmmnald yTkazuwmagurad caifwi. baxop Owian OOFnuK
«Jloma», «'yn» kabu kymnad calfmnmapHuUHr uOTHAOCHIA
«boitueyax»
TaXJIWIH LIYHH KypcaTaauKH, KaauMaa Oy MapoCHM KHII
Ba KYKIaMHHMHI KypamuHu udopanaran. byHnaili mapocum
Ba Gaiipamiap TOF
Oarpuia, Kup-aaupiapia,

Oormapna yTkasmiarad. By
MapocuM ymyc xaéruaa
MyXHM CaHalraH Ba yHTa
Maxcyc Taéprapianx
KYpuiIras. Mapocumia
cy3 KOMITIOHEHTUHUHT
HUcOaTaH Tyraja Xojaria
cakjIaHuo

MapoCHUMHU TYypaaH. boiiueuak Mapocumu

KOJIraHJIUT'HU
napak  Oepanu.
HacraBBan KaTTanap
mwKpocuaa YTKa3uiIran
0y MapocHM KEHUHYAIHUK
Oonanap ¢domprIIOpH
KYPUHHUILLIHHH OJITaH.
3epo, YHYTWIraH KyNnruHa
MapoOCHMIIAPHHUHT  M3JIapH
aitHan Gonanap QorpkIopu
TapKkuOuga CakJIaHuo
Konaau. boiyeuak TyTraH
Oomamap yiima-yit 1opuo0,

UIyH/JaH

XOHAJJOHJIap/iaH KUIITHH
xainarannap.  Mapocum
KaHYJIHK TaHTaHAJIN
yTca, yHOa KyiIaHras
KYKITaMHH YIYFIIOBUU
KYIIUKIap KaHYaJInIK
OanaH KyHaHca,
KHII HIyHYAITHK Te3

XOHAJOHJIAPHHU TapK STTaH.
Kyknam uedarnm bBoliuewax
3ca  XOHAJOHIapra IIOA-
XyppamiItuK, 6axr  Ba
oMa/l, TYKUHIJINK Ba
Oapaka  onub  Kemagu
ne6 TacaBBYp KHJIMHTAH.
XoHamoH sranapu
Ooitueuax KeJITHUpPraH
Oonayapra KUIIHH KyBHO
Xalmab, yiura KyKIaMHH OJHO KeNTaHH YJyH COBFa-
caioM ynamrad. boldedakHu KypuO KyBOHHII, YHH Ky3UTa
CYypTHII KYyKiIaM-OOifuedakHUHT FanadacWHM, KHII Tyrao,
Oaxop OoONUTaHTaHMHU aHMIaTraH.MabIyMKH,
JKOHJIAaHUTHPUO TacaBBYp KWiIMII, OyTyH OOpIMK KHII
naiTe Yiuo, KYKiaaM Keirad Kaita THpwiIaan Ae0 TYLIyHHII

TaOuaTHU

aifHu >xkapaH KuII Ba €3HUHT aéBcH3 Kypammga yraau aed
TaJKUH OTHII JyHEHUHr Oapuya Xalkjgapu Taxpuodacuua
yupaiinu. Illy acocuzpa KYynumink Xajakiaap KUII Ba KyKiIam
KypaIlMHA MaxCyC TeaTpiIallTUPUITaH XO0JJ[a TAaCBHP ATYyBUH
MaruKk MasMyHJIH Mapocumiap yiomrupumrad. Kemaérran
KYKIaMHHHT Oy Kypamijga KUIIHE SHTUIIN Tabuarra TabCehp
Kunany, 1e6 TynryHuiarad. «boiuedak» Mmapocumu Ba y OmiaH
OOFIMK KYMMKIAp PECHyOIKaMU3HHHT TypIu XyAyAIapuaa
OyTryHTH KyHrada WXpo 3TUIHO KEIHHAIH.

Boychechak (snowdrop) festival

Boychechak (snowdrop) festival represents a ceremony,
which is conducted among the Turkic people after arrival of
spring, after boychechak (snowdrop) blooms. It also represents
a festival, which is organized on the occasion of blooming
of the first flower. And it is Boychechak (snowdrop) festival
which stands at origins of such festivals as “Lola sayli” (“Tulip
festival”), “Gul sayli” (“Flower festival”).

Analysis of the festival
indicates that in the antiquity
it embodied the struggle
between winter and spring.
Such festivals were organized
in  foothills, steppes and
gardens. They were considered
important in the life of the
people. Therefore preparation
for them was special as well.
Indeed, preservation of word

components in a relatively
complete  form, which is
observed in this festival,

acknowledges this fact.

Initially organized with
participation of adults,
Boychechak (snowdrop)
festival, later on acquired the
form of children’s folklore. In
general, it is interesting to note
that the traces of many forgotten
festivals have been preserved in
the form of children’s folklore.

As a rule, during
Boychechak (snowdrop)
festival ~ children, carrying
snowdrops, walked around
houses by expelling winter
from them. And the more
solemn the ceremony was,
the louder songs glorifying
spring were performed, the
faster winter left houses. It
was believed that a snowdrop,
which is a spring flower,
brought joy, happiness and luck,
abundance and grace to houses.
The owners of houses, in their
turn, gave presents to children,
who brought snowdrops, and
who by, expelling winter from
houses, brought spring into

them. To be happy by seeing snowdrops, passing them over one’s
eyes meant the triumph of spring and snowdrops, meant ending
of winter and beginning of spring.

Imaging the nature as something that lives, considering that
all the living dies in winter and comes to life with arrival of spring,
interpreting this in the context of grim struggle between winter
and spring — all these can be found in the practice of different
nations of the world. Based on this distinct way of understanding
the nature, these nations conducted their rituals by incorporating
some magical features. In these rituals they demonstrated in a
spectacular manner the struggle between winter and spring. In
addition, it was popularly believed that spring’s victory over
winter in such struggle impacted the nature.

It bears mentioning that “Boychechak” (snowdrop) festival
and the songs associated with it continue to be performed in
different regions of Uzbekistan.
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Pama3zon

Pamaszon xwxpuii iun xucobununr 9-oiin. Mcnmom auHMzaa
Pamason oitna Oiutox Myxammai(cas)ra KypboHHN Baxuii Kuiia
oomutaras, ne6 Tankus stmwiaad. Ly cabadmu Pamason Mykamnac
ol xucobnanaau, Oy Ol JaBoMuIa MyCyJIMOHJIApra py3a TyTHIL
OyropuIIaIy.

Pamazon — apabnappa nciomaaH aBBairy 4 MyKazaiac oiiaHn
oupy; nactiab €3 Qacnura TYFpu kenrad. Mciom auHM KOpuUit
stk apadacuna Makkaga PamasoH ofinia sXum amamiap
Kuil (TaXaHHyC) aHbaHa Oyirad. PamMasoH OMUHUHT 27-KyHHUTa
yrap kedacu Myxamman(caB)ra KypbOH HO3WI KWJIMHIAH
(Jaitnaryn-kaap). Pamason ofimga py3a TYTHII XUKPATHUHT
2-iinm sxopuit sTIran. MycyiaMoH Mamitakatiapuia Pamasonra
OHJI MapOCHM Ba aHbaHANAp Xap OUp YIKAHUHT y3ura Xoc yph-
oflaTapu/IaH Keub YMKKaH X0l YTKa3HIIaiu.

Pamazonnma my Ownman Oupra “Pamaszon” Owian OGOFIMK

Kymkiap wkpo stiirad. 1y myHocabar Ouan KyH OOTraHmaH

cyHr, Oonamap Kydama-kyda ropu0, Xap OHMp XOHAmOH SIIHTH
oJMia SIXIIAINK, pusK, (ap3any, 6apaka Tiiad, Pamason oiinan
MYKaJU1aC SKaHJIMIMHU MaJX STUIITaH. XOHAIO0H rajapy paMa3oH
alTyBumyIapra HOH, IIMPUHJIMK, Iy, KHMUMIIMK Ba OOIIKa
HHBOMIIAp OEpHIITaH.

PamazoH KynmKiIapy anbaHaBuii 6orniama, Pamason TaBcupu
Ba XOHAJIOH dTaJlapMHUHT MaJIXH Ba sSKyHJIama — onkuit ($horrxa)
naH ubopar. PaMazoH KYIIMKIApUHUHT Xap OWp Xymayara Xoc
BapHaHTIApU MaBXyl. bap3u Myraxaccuciap TalKuHUra Kypa
Pamazon kymmkimapu TapuxaH boifuedak Kymmumkimapu acocuzaa
MIAK/UTAHAO, MYCTaKWII JKaHpra aiinanran. MyTaxaccuclIapHHHT
OyHmail ¢ukpra kemummra Pamas’oH KYIIMKIApUHUHT aiipuM
BapHaHTIapuIa KeTyBUYM MHCpapiap KaTHIard MasMyH cabad
Oynran. boifdeyak MapOCHMMHMHT YTHIN TapTHOHW, yHIa
alTimyBun Ooiuedak KymmFn PamasoH KYIIMKIapura OXaHT
Ba IIAKJI JKUXATUIAH YHFYH OSKaHJIWTH, OyryHTHM KyHIa XaMm
Kyinanysun Pamason kymmkiapu opacuna boituedak mapocumu
M3Iapy CakIaHnO KoIrarwanry Oy pukpHU Tacauktaimm. [lyrnait
Oyrmimra Kapamai Xap UKKA MapOCHM XaM OHp Katop »koifmapia
éuma-EH s1ab KeJIMOKIa.

Ramadan

Ramadan is the ninth month in the Muslim lunar year. In
Islamic religion it is believed that Allah began revealing the
Koran to Muhammad in this month. For this reason the month
of Ramadan is considered as the holy one, and it is during this
month that Muslims are obliged to keep the fast.

Ramadan, which was considered among pre-Islamic Arabs
as one of the four holy months, initially fell on summer. Also, on
the eve of the spread of Islamic religion there existed a tradition
of doing good deeds (tahannus) during the month of Ramadan
in Mecca. The Koran was revealed to the prophet Muhammad
on the night before 27th day of the month of Ramadan (Laylat
al-Qadr). And fasting during this month was initially prescribed
in the 2nd year of hegira.

In Muslim countries the traditions and rituals associated
with the month of Ramadan are observed based on the own
customs and traditions.

During the month of Ramadan songs associated with
Ramadan were performed as well. As such, after sunset little
boys and girls, by walking in the streets and wishing everyone
well-being, children and grace, glorified holiness of the month
of Ramadan. The house owners, in their turn, gave breads,
sweets, money, clothes and other types of presents to these girls
and boys, who were singing Ramadan songs.

Ramadan songs consisted of the traditional beginning, in
which qualities of Ramadan and house owners were praised
and the conclusion, in which blessings were expressed. It
bears mentioning that in every place of Uzbekistan there are
own peculiar versions of Ramadan songs. According to some
researchers, Ramadan songs emerged on the basis of Boychechak
(snowdrop) songs, and transformed into a separate genre. And
as the proof they refer to the hemistiches, which are found in
some versions of Ramadan songs. Also, the procedure which
is followed in conducting Boychechak (snowdrop) festival,
similarity of motifs and forms of Boychechak (snowdrop)
songs to that of Ramadan songs, existence of some traces of
Boychechak (snowdrop) festival in the verses of present-day
Ramadan songs — all these seem to support the above-mentioned
idea. Despite this fact, both continue to exist together in some
places of Uzbekistan.
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Emzup wakupuw mapocumu Rituals of rain making
Emrup YaKUPHII Rain making ritual. When in

MapOCHUMHU. Jlanmu
JEKOHUMINK  KUJIMHAIWTaH
epnapaa Oaxopna — EMFHp
érmacaan KYPFOKUYMIIUK
Oomuianca EMFUpP YaKUPHII
Oounan 6ornuk “CycT XoTHH”,
“Cyt xotun”, “CyB xotun”,
“Yama xotun” xabu HOMIAp
OuyaH HOMJIAHTAaH MapoCUM
YTKa3uIraH.

“Cyer XO0THH” MapocuMu
V36eKUCTORHIHT Kuszzax,
Kamkanapé,  Cypxonnapé,
Hamanran BunosTmapuaaru
alipum KUILJIOKIapaa
aémnap, UWypun, Kocon
TyMaHmapuza Ba  y30ex
nakaimapuga IpKaKiIap
UIITUPOKMJA  YTKA3MUJITaH.
bynna Oenrmmanran BakTAa
yH yu Oem wHadap almiap
Maxcyc scajiraH KyFUPYOKKa
KeKca aClIHUHI KUHMMMHU
Kuiigupumrad. YHH ~ Oup
aén kyTapub onraH Ba
KOJITaHJIap yHUHT OPKacHIaH
spramuo, KHIIJIOKIaru
yiinapra O6upma Oup Kupuo
YUKUIUraH. XOHAJO0H Jracu
Jca MaMHysT OWJIaH ynmapra
aTaraH HapcalapuHU Xaas

STULITAH. Mapocumaa
ém  OomamapHUHT  KYTPOK
Oynuimra XapakaT

the areas, where dry agriculture
was present, there was less rain
in spring and consequently
droughts began, the ritual of
rain making was performed.
This ritual was known under
such names as “sust khotin”,
“sut khotin”, “suv khotin”,
“chala khotin”.

The  ritual of  “sust
khotin” was conducted with
participation of women in
some villages of Jizzakh,
Kashkadarya, Surkhandarya
and Namangan regions of
Uzbekistan. In contrast, in
Shurchi and Kasan districts
main participants were men. In
accordance with the ritual, at a
certain time 10-15 women put
a dress of an elderly woman
on a specially created dummy.
Then, one of the women carried
it, while the rest followed her.
This procession visited each
house in a village by singing a
song of “sust khotin”. This was
followed by watering of the
participants of the procession
by a hostess of the house and
giving out presents. Whenever it
was possible more children were
attracted to the participation
in the ritual because people

KWJIMHTaH, YyHKH yiap TyHoxcu3 Oynu6, nyomapu sixmum  believed that children’s prayers will be accepted since they are
mK00aT OYIUIIMra UIIOHHUIITaH. sinless.

(44) . ceeesecasettetisateitetisattttesnsens
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boiicyn

Boiicyn maganuii MyXuTu WIK OOp jKaXOH XaMyKaMUATIapU
MajaHui oobekTnapuannarl9 nomunantiapu opacuaa FOHECKO
TOMOHH/AH “VIHCOHMATHHHI OF3aKM Ba HOMOIIMH MajaHWil
Mmepocu” cudaruma sprEpod sTiwran (2001), 2008 iimmu sca
IOHECKO nunr “VIHCOHMSTHMHI HOMOIUIMHA MajaHuii Mepocu”
PenpesenTarus pyiixarura kuputuwigu. by y3 Hasbatuna boiicyn
XaJIK MaJIaHUATU Ba YHUHT 0aINKii aHbaHAJIApUHHU CaKJIalll Ba €310
OJMIIJA XaMJa KEHI KyJaMa WIMMH TaaKUK STHUII KapaéHura

cabab 6ynuu.
Boiicyn  Y30eKMCTOHHMHT ¥3Mra XOC TapuUXUi-MaJaHui
MEpPOCHHMHI HOEO o0ObekTH Oynu0, MabiymM Japaxana

HOEO EAropiMKIApHH cakaad KeJIMOKIa, KymulagaH, Magait
kuuwtoruaary  Temmkromr  ropujard  KaguMMHA - ofaM-
HeaHjeprauiap Typap koiu, JapOanmaru uerapagom Kymaxn
nesopu Ba Temmp napBo3a, rpek-maxefqoHmukiap Kypronszon
KaJrbacu, KyIoH aaBpu [1o8HKYproH Karbacu Ba 0.

BolicyHHuHr reorpaduk MyXUTH KYITHHA XaJIK MaIaHUATH
aHbaHAJIAPUHK TAOUNIT X0J1/1a CAKIaHHO KOJHUIINTa HIMKOH Oep i —
Oynap YTpOoK Ba KyuUMaH4YM TypPKUI Ba IAPKUI SPOH XaIKIapUHUHT
aHbaHaBUH TYpMyLI Tap3H, Y3Mra XoC XajK MXKOAUETH, YHHUHT
(OIBKIIOp MYCHKACH Ba OF3aKH MO3TUK IKOIAM XaM/Ia XaJIK 310CH
— JIOCTOHJIAP, XyHapMaHAYMINK Ba MWLM nubocnap, KaauMuit
MapocKuM Ba ypd-omamiap, Xalk YHHIapuIa HAMOEH OYIraH.

boiicynHuHr  aHbaHaBUH =~ MaJaHUATHAA Oaunii
XyHapMaHIYWIMK Ba TYpIM XaJK XyHapiap axamusr KacOh
sTaau — Oynap Boxara Xoc OYiraH cepKuppa KallTaqMIIvK,
THIaMAY3IHK (FaXKapuii, TAKUpP, OKIHITH, TepMa, KOXMa, JKYJIXHPC
Ba X.), KHTU3JIUK, TYKUMAYHIUK, EF0U YIMAKOPIIUTH, CO3rapivK,
KYJIOYIJIMK (THHIIAHTaH), TSPHU KaiiTa UIUIaLl XyHapiap.

BoiicyHHMHT MyCHKa MKOIM Ba MXKPO CaHbATH UKKMTA UMPUK
JKaHpIap TypyxX OVJAMHII amManuii (ajia, MEXHar, MapoCHM
KYIIMKJIApH Ba YOJFY KyHJIapH) Ba HOAMaInid (JIMPHK Ba MAMILIHIL
KYIIMK Ba KyHJIapH, Maxcyc TepMma, KYIIWK, Jiarap Ba alryla)
JKAHPJIAPH XaM/1a JOCTOHYMIIMK CaHbAaTHHHU TAIIKHII 3THO, Xy/LyAia
SIIOBYM Y30eK Ba TOXKHMK XaJKJIapH Mepocd OYiuo, ymapHUHT
¥3apo Jax)KaBUi TabCHpiapy OriiaH OOFINK

Boiicyn MmamaHuii MyXUTHHH MyXxodaza KWIIMII, Cakjall
Ba Taprub oSrumiga, boicyH (eHoMeHH YpraHuin Makcaauia,
IOHECKO xamkopiuruma wimuii sxcneauimsiiap (2002-2005)
YIOIITHPHITHO, MaTepraliapi acocuIa Hampiap (2 MoHorpadus,
8 tymiam Ba anmsbom, CD, DVD, wmynerumenua), “Boiicyn”
(onbkiop aHcamOu Kormzaa 6omanap “Dosbkiop Axagemusicn”
TALIKWI ATHIIM. DHT 10Ty — “Boiicyn 6axopu” Ounk ¢omnbkiop
(decTuBanmM Ba YHUHI JOMpacd Xajkapo WIMHH amKyManiap
yrrasumamm  (2002-2006).  FOHECKO  xamkoprmruaa  “Xank
WKOIMETH MapKasu~ KypWIIH; YHUHT Kommia “BolicyH amammit
caHbBaTW My3eiH Ba XyHapMaHIap yCTaXOHACH XaM/la aHbaHABUH
“ycro3-mornpn” MakTadnapu (GaonuAT KypcarMokaa. XO03Upru
kyHpa Kymkypron-boiicyn-I'y3ap Ttemup Wynu Kypridmu
Boiicynra caiiéxiapau Tampud STULINTAa HUMKOH SIPaT/IU.

Boysun

Cultural space of Boysun was recognized by UNESCO
as the “Masterpiece of Oral and Intangible Cultural Heritage
of Humanity” among the first 19 nominations (i.e. objects of
cultural heritage of world community) in 2001. Consequently,
in 2008, it was included in the Representative List of the
Intangible Cultural Heritage of the Humanity of UNESCO.

Boysun, as a unique object of historical and cultural
heritage of Uzbekistan, already by the middle of the
XX century stood out as the distinct territory with key
archaeological sites and monuments. The most unique of
them are: the site of Neanderthal man in the cave of “Teshik-
Tash” near Machay village; “Kushan Border Wall” and “Iron
Gates” gorge near Derbent; Greco-Macedonian fortress
of “Kurganzol”; Kushan fortress of “Poyonkurgan”, etc.
Geographic location of Boysun ensured preservation of many
traditions of folk culture — traditional way of life of settled
and nomadic Turkic and Eastern Iranian peoples, original
traditions of folk art, which manifest themselves in folklore
music and oral poetic creativity; in originality of epics, folk
crafts and national dresses; in sustainable existence of the
most ancient rituals; in folk games.

Artistic and folk crafts occupy an important place in the
traditional culture of Boysun. The most widespread ones
are embroidery, carpet-making, felt-making, weaving, wood
carving, making of musical instruments, pottery, tanning, etc.

Music of Boysun is represented by two large groups
of applied (lullaby songs, ritual- and labor-related songs
and melodies) and non-applied genres (lyrical and daily
life songs and melodies; terma, qoshiq, lapar and ashula),
which represent the heritage of Uzbeks and Tajiks. These are
preserved and promoted by “Boysun” folklore ensemble.

Folk and epic legends (i.e. dostons), which are performed
by applying recitative-guttural manner of singing under
accompaniment of dombra, are represented by Sherobod-
Boysun performance school. The bearers of traditions of this
particular school are Shoberdi Boltaev (Munchoq village)
and Abdunazar Pyonov (Khonkom village).

Goal-oriented scientific expeditions (2002-2005) were
carried out to study Boysun phenomenon with support of
UNESCO and Japanese Fund in Trust. Based on the materials
gathered during the expeditions the following were produced:
two monographs dedicated to Boysun; 8 collections and an
album of the festival of “Boysun bahori”; CDs, DVDs and
multimedia.

One of the most significant measures was organization
of “Boysun bahori” open folklore festival and within
its framework - organization of international scientific
conferences (2002-2006). Also, with support provided by
UNESCO a Center for Folk Art, museum of “Applied Arts

of Boysun” and workshops
of folk craftsmen were
constructed and began to
function. In addition, a
school on weaving and
carpet-making, which is
based on “ustoz-shogird”
(“master-apprentice”)
methodology, was created.
Construction of the
railroad, connecting
Kumkurgan, Boysun and
Guzar, ensured inflow of
foreign tourists to this
unique  historical  and
ethnocultural region.
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Homo00uii maoanuit mepoc
Mmyxoghazacuoa maxanna-
masicpuoacu

Masnymks, Maxamuia (GyKkapoJapHHHT TamadbOycu OwiaH
TALIKHJ STUATAH TAPUXUIl RAMOATUp. Y TMHIINA Ba XO3MpAa
XaM Maxajula TapOusl Y4OFHM, MWUINI KaJapusTiap MacKaHU
XUCOOMaHUO, HOMOAMWN MajaHuil MepocHH MyXodasa
KHJIyBUM y3Ura XO0C HHCTHTYT Xucoonanran. [lyoxacus y36ex
XaJIKK XaM y30ekiapra Xoc MIJIIMH Y3JIMKHH, ypd-oaaTiapu
Ba MapoCHMJIAPMHU aBailab cakjamja acocaH Maxajuiara
TasiHAN.

Tapuxuit sTHOrpaduk anabmérinapra E3WIHIINYA,
MaxaJjia JieraH/a KaTTa owia €Ki Oup Hedya oWjiajJapHH y3ura
OMpIamTHpraH XyIyIu OWpIMKIard )kaMoa TyIIyHWJITaH.

Maxasura OKCOKOJUTapy eTaKIYMIIUTUAA TYH MapoCHMIapH
(6emmk TYH, cyHHAT TYil, HUKOX TY#H) Ba MOTAM MapOCHMH,
xank cadimiapu (Haspys, Jloma caitmu, Xocuin Oaiipamu,
MexpxoH)ia Oonanap HIITHPOKKAA MHIUIMHA Kypaml Ba
KYIKapy KaOu XalK YHUHIApH YIOIITHPHIA M.

AliHaH Maxaaia JioMpacuaa yTKa3wiaguraH TypiH
JKaMOaBHI aHbBaHaJap OpKamu Yy30ekiapra Xoc HOMOIAWI
MaJ@aHUAT aHbaHAJAPM Ba MabHABUHA  TaMoWmIapra
acociaHraH opo0-axJyiok Tm3umu ypratmiagu. Komasepcea,
ém aBnoxara Oy TanOuprapia acocaH 33TYIHKKA HyFpHIraH
ypd-onar Ba anpanHanap cuHrmupwiaau. lly Gomcnan xam
y306exmapna «OraHr-maxaiuia, OHaHI Maxauta», «bup Gomnara
eTTH KYIIHKU OTa-oHa» 1e0 Oeknsra alTHiIMaraH.

Xymnac, Maxaia TapuXUi KaJpUsATIapHUHT THKIAHUIIH,
PUBOXIIAHTHPHIIMIIK, HOMOJJAWI MEPOCHM aKAo/uIapiaH
aBjiojuIapra eTKa3WIja, YIapHHHT KyHIAlNK XaéTra skopuit
STUIIMIINA Y3Ura X0C MakTad XMCOOIaHAIH.

Experience of Mahalla
in Safeguarding Intangible
Cultural Heritage

Asitisknown, mahallais a historically evolving community, which
is created on the initiative of residents. As it was in the past, at present
mahalla, being the place, where upbringing of an individual takes place
and where national values get formed, is considered a unique institution
that preserves intangible cultural heritage. Undoubtedly, people rely
on mahalla when it comes to the issues of national consciousness,
traditions, customs and rituals, which are peculiar to Uzbeks.

In accordance with historical and ethnographic literature, under
the term of “mahalla” a territorial community uniting one big family
or several small families was understood. And mahalla is a historically
evolving community, which is created on the initiative of residents.

Under the leadership of elders (ogsoqol) various ceremonies, (such
as beshik toy, sunnat toy, nikoh toy, etc.), commemorative events,
national wrestling (kurash) and goat hunting (kopkari) contests were
organized during open air celebrations (such as Navruz, Lola sayili,
Hosil bayrami, Mehrjon) in mahallas.

It is thanks to the observance of common traditions in mahallas
that ethical and moral ideas are instilled, which are based on traditions
of intangible culture as well as spiritual principles typical for Uzbeks.
What is more, through these kinds of events younger generation
learns customs, rituals and traditions, at the root of which lie kindness
and generousness. It is for this reason it is possible to observe among
Uzbeks such sayings as “Mahalla is your father, Mahalla is your
mother” or “One child has seven parent-neighbors”.

As such, mahalla is considered a peculiar type of “school” in
reviving and developing historically evolved values, in transmitting
intangible heritage from generation to generation, in adapting younger
generation to daily and adult life.
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Anvanasuil éa Xanx maoooamu

Bapua [LIapk XaIKIapuuard CHHrapy Y30eKHCTOH XyIyIuia
XaM JKyJa KaJUMHUI nian3napra sra Oynran xank tabo0aTti KeHr
TapKairaH. Yoy MabIyMOTIApHUHT )Ky/a Karta Kucmu byxopo
maxpy éaupard AQIoHa KUIUIOFHA TYFIUITaH Ba OyTyH TyHETa
ABHIICHHA HOMM OWJIaH TaHWITaH HOPTAOLIMMU3 TOMOHUIAH
€316 onmMHKMO, amanuéTa KYUTAHIAIIN HATHKACK A 3aMOHABUI
MEJIMIMHA WIMHK JTyHEra KelraHIMTHHA TapuX HCOOTIai.

3amoHaBHil TaboOarTma XaM, aHbaHAaBHM TaboOarma Xam
KaCAJUTMKHY JIABOJIAIIA TAIIXKC KYHHIN JKyla KaTTa axamMusTra
sra. Xaik Tabobaruaa Oy >kapaéH — 6EMOPHHUHT TOMHD YPHIINHH
SUIMTHIL, TAaHAHWHT TETMLUIM KUCMHMHU Kyn OwiaH maiinaciad
Kypum Ba Ky3 OWiaH TEKLIMPHII OPKAIM amalra OLIMPHINO,
aKcapusAT XoiulapJa OEMOPHHHI MIDKO3HIIAH Kenmubd YHKu0
JIaBOJIALl YCYJUIApH TaHJIaHa/U.

Xask Tabo0aty ycTanapvH{ MIAPTIM paBHIA ydra Typra
QKPATHII MyMKHH:

* Kyt OmiaH JaBonani (MaHyan Tepars);

* c¥3 Ba MycHKa OunaH JaBornaiil (IICHXOTeparus);

* Topy OWIIaH JTaBOJIAll.

Ommmii xank wuymga Oemopra OupuHYM THOOMEH Epaam
Kypcarui yciryOnapi Xxam KeHr TapkasiraH. Macajian TaHaHWHT
OUpop KUCMH KyHraH/a KaToIIKaH! KecuO OOCHIN, KeHHMHYAINK
KyHraH jxolra ro3 €FMJaH CypHIl, KyJIOK HMYWra Mnaima €Ku
KYHFU3 KUpUO 4YMKOJIMal KoNraH Oyica KyJIOKKa OHAa CyTHJIaH
TOMU3MII, €K TOMOKKa OMpOp Hapca TyKOIHO Koica OapMOK
OwiaH 4uKapub onuin (MITHPIKK) KaOu
Kylda Kymiab yciayOnmapaaH —xajmrada
(oitnananmiamu. [y 6unan Oup Karopaa
XalK WuYMja aHbaHaBUH TabobarmaH
kacO cubaruaa uIyFy/UlaHMaca-1a, y3
KIOUIAPUIIAH YpraHraH yciyona Typin
XoJamiapaa OupuH4Yd THOOWIT Epmam
KypcaTuil Ba JABOJNALl  CHPJIAPHHU
Ontairad Kymoiad KUIIIap TOIHIIA .

Xank ~ Tabo0aTH ~ MHCOHJIAPHHHT
JIMHUI KapauuiapH, XYKaJlIuK I0TYKJIapH,

KacO-XyHap Taxxpruoamapu xamza
STHKET KOWJAJAPUHMHI MYIITAPAKINTH
HaTWKacHia [IAK/UTaHTaH.

Xank ~ Tabobarth  KacayUTHKIAPHU
ONIMHM OJMII Ba JIABOJALI, TAIIXUC
KyWuI XamJa Typiu YCHUMIIMK, XailBOH
Ba MEHHpAJUIap/iaH J0pu Talnépiai Kabu
BasuanapaaH uoopar.

Xank TaboOary OWIMMIIApH acpiap
JaBOMUIa  aBJOJUIAH-aBIOATA  YTraH
xonma puBokiIaHuO kenraH. Oparda
ymly OWIMMIIap CHUp CaKJIaHTaH XOJja
orajaH-yruwira  yrrad.  Kampan-kam
Xo/ulapaa ycra Tabmb y3ura yergaH OOIIKa MIOTHPA TaHIad
onras. [lorupy TaHaad oI Ba MIOTUPUIMK MaKOMH XaM aHdya
MypaKkkad Ba y30K MyIIaTHH Tajaad KUITaH.

Xank Tab00aTn aHbaHANAPH TYPJIH XaJKIapaa, yiakamapjaa
MaBKyq Oyicana 6apyacu y3ura XOCIUrH OUaH aXpaiiud Typajiu.
ByHra Oup KaHYa OMIJUIAP TABCUP KWITaH: aXOIMHUHI aCOCHii
MAIIFYJIOTH, TeorpayKk KOWNAIIyBH, MKIMM IIApoHTH, (ropa
Ba (hayHAHWHT ¥3HMra XOCJIMIU Ba XOKa3oJapja KYpHUIl MyMKHH.
Byuu V3bexucron Mucomuma Kypamuran oyacak, CypxoH
BOXAaCH Ba BOIMIa CHHMKYM KacOW OwiaH IIyFyJUlaHyBYMIIap
COHM 3apadiuioH Xyayaura HucOaraH (TOFIHM  XyAyJUTapHH
xucobra onmaranza) anda kym. [IIyHra Moc XoJaraa ToFra sKUH
SAIIOBYM aXOJIM YCUMIIMKIAPHUHT MH(POOAXI XyCyCHSTIAPUHH
Oomikayapra HucOaraH sSXIIMPOK Owiaau. VKKHMHYUM TOMOHMaH
YOpBAJOp axoidM Opacuia CyT Xamza TYIT MaxCyJIOoTIapHIaH
TaliépraHran JOPUBOpIap KYI ydpaca, ACXKOHYMIIMK KacOu
MaIIFyJ axoly ypracuia YCHMJIMKHHHT Typid KHCMIIAQpHIaH
Taiiépranaguran Jopuiiap acocuil YpuHaa Typaju.

Tabobar roTyKmapu y3apo MHTErpanus KapaHu MagaHWi
MyHOcabatiap, Xyayuiap ypracuiaru CaBio-COTHK Ba KapUH/IOLI
YPYFUIINK HATIHKAaCU/Ia aMalira OIIHPHIITaH.

Traditional and Folk Medicine

As in other countries of the East, in Uzbekistan traditional
medicine has ancient roots. This is testified by the works of great
healer, Abu Ali ibn Sino (Avicenna), who was born not far from
Bukhara (Afshona village). And it was him, who gathered some
unique methods of treatment and curing, which, later on, formed the
foundations of contemporary medicine.

As in the case of contemporary medicine, in traditional medicine
main role is allocated to establishing diagnosis. Folk healers do this
by applying various means and methods: by checking pulse and
blood pressure, by visual and manual inspection of relevant body
parts, by identifying “mijoz” (i.e. patient’s propensity to certain type
of food), etc.

Folk healers conditionally can be divided in to the following
types:

« Folk healers who heal their patients manually (who do manual
therapy);

* Folk healers who heal their patients with a help of words and
songs (psychotherapy);

* Folk healers who heal with a help of drugs (treatment by using
natural drugs).

Also, among the people various methods of providing first aid
to the injured exist, which were inherited from older generation. For
example, when there is a burn, then goose grease is put on it, or if it
is a small, insignificant burn, then a part of peeled potato is put. Also,
when there is an insect in someone’s ear and it cannot leave it, then

breast milk is poured inside it, or when solid
object gets stuck in someone’s throat, then it is
taken with a help of little finger.

Prescription of a diet for a patient is yet
another very important thing in traditional
medicine. In this regard, the food being
consumed can be divided into three types, i.e.
warm, cold and mixed ones. As such, food is
usually prescribed depending on the type of
disease and “mijoz” of patient.

Traditional ~ folk  medical  practice
emerged as a result of symbiosis of religious
views, achievements in economic activity,
accumulated professional experience and the
rules of etiquette.

The tasks of folk medical practice, among
others, are prevention and treatment of diseases,
preparation of medicine, made using different
parts of plants, animals and minerals.

Knowledge associated with folk medical
practice, by passing from generation to
generation, evolved for several centuries. As
a rule, this knowledge was kept in secret and
was transmitted from father to son. Only in

rare instances skillful doctors selected their students (apprentices)
from among the outsiders. The process of selection and obtaining
the status of a student (apprentice) was a complicated one, which
required significant efforts and time.

The traditions of folk medicine and practice are generally
observable among different nations and countries. At the same time,
all of them have their own peculiarities as well. And this kind of
diversity could be explained by the impact of several factors, such as:
type of economic activity of the population; geographical location;
climatic conditions; peculiarities of flora and fauna, etc. Let’s take
Uzbekistan as an example. In Surkhan Oasis the number of people
dealing with bone setting is more than that of Zarafshan Valley (if
we do not take into account mountainous areas). Or people, living
near mountains, know comparatively better healing properties of
plants than the people, living elsewhere. Next, if medicine made of
dairy and meat products is more observable among cattle breeding
peoples, among the peoples, dealing with agriculture and farming,
medicine is usually made using different parts of plants.

In general, exchange of knowledge and achievements in medical
practice has been conducted thanks to cultural relations, commercial
and family ties between different regions.
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Yopsauunuk ounan 602nuK
ounum éa KyHuKmanap

YopBauwmiK  y30eKmap XY>KalMK MAIIFYIOTIAPUHUHT JHT
KaJUMHH ~ KYpUHHIUIapuAaH Oupu  OYmubd,  3apayluTHIIHK
JUHUHUHT MyKaJJac KUTOOM «ABecTo»ia dYopBara, aiHMKCa,
0T, KOpamoJI Xam/a Maija TyEKIM yil XaliBOHJIapura YbTUKOIUIMA
MyHOca0aT W30XJIaHTaH.

V36exucTomia YOpBAaYMIMK OMJIAH TOFNH, TOF OO XamIa
JAIT XyIyUlapuaa acoCHil  XYKaIMK TapMOKJIApuIaH OupH
Oymran. YopBaumiMKKa OWJI MapocHM Ba ypd-omamiapHUHT
MOXMSITH Ba KYy3JIaHTaH acOCHH Makcaj JOMMO Oup XuWil, SIbHH,

YOPBaHU KYMAWTHPHUIL, YHU TYpiIu KacaUIMKJIApAaH, YiaTiIaH,
€BBOMM MMPTKUY XalBOHJIApAAH Ba YFpUIapaH XUMOS KIJIMILITa
KapaTuiraH.

ABBayutapy y30eK1ap/a NKKU XU W1 XUCoOU 0o, TeXKOH
i 22 Mapraan OoIuTanca, 9ynoH i 16 Maprian Oonutanras.
Xap WmnM 4opBaHM SANOBra ONMMO YMKUO KETHIIJAH aBBai
uynoHap nupu YYToH ora Ba 4opBa mupy 3aHruorara Oaruiuiad
KypOOHINK KWIMO, uc uynkapraniaap. Hopsagopiap opacuia Xap
Oup XallBOHHMHT y3WTra XOC NUpH OyiraH Ba Hmpa Oup Mapra
Ma3Kyp mmpra Oarumnuiad KypOOHIMK KuimuHraH. JKymmanaH, Kyi
mipu — UymoHoTa, KOpaMol MHpPH — 3aHTHOTA, OTHUHT MHPU —
Kambapora, sukuauar nupu — Ynrarora GyraH.

Vs6ermap opacia Gupop Gup yit XaHBOHMHHI — OT, CHTHP, Kyt
Ba TysSHH OCK OWJIaH TEIUII XaM OFHpP TYHOX CaHaJIraH. Xopasm
V30eKkapuia, XaTToKH, TYSIHUHT )KYHUHH XaM OEK OCTHTa Taluiad
OynMaiini sieran TacaBByp Oyira.

Knowledge and Skills Associated
with Cattle Breeding

Cattle breeding is one of the ancient activities dealt by
Uzbeks. Even the holy book of Zoroastrianism, “Avesta”, calls
upon careful attitude towards cattle, in particular, in relation to
horses, bovine animals, sheep and goats.

Cattle breeding was one of the main activities in mountainous,
submontane and steppe areas of Uzbekistan. The essence of
traditions and ceremonies, associated with cattle breeding and
goals pursued by them, were always the same - they were aimed

at breeding animals, protecting them from various diseases,
predators and thieves, preventing their loss, etc.

In former times Uzbeks used two calendars. As such,
agricultural year began from 22 March, while cattle breeding year
— from 16 March. Every year, before putting cattle to mountain
pasture, shepherds used to make a sacrifice to “holy” protector
of shepherds, Chopon ota, and protector of cattle, Zangi ota.
Indeed, it was believed among cattle breeders that each animal
has its own protector, to which, once a year, a sacrifice needs to
be made. Thus, the protector of sheep was Chopon ota, of bovine
cattle — Zangi ota, of horses — Qambar ota, of goats —Chighat ota.

Among Uzbeks it was considered as a grievous sin to kick
any type of domestic animal (be it horse or cow, be it sheep or
camel). Moreover, there was a belief among Uzbeks of Khoresm,
according to which it was even prohibited to throw the hair of
camel under one’s legs.

(48) sesesrseressecnttstesrensorsecns
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Jlexkonuunuk ea 00200puunuK
Ounan 002nuUK ouIUM 6a
KYHUKManap

V36eKucTon Xyayauaa WK AeXKOHUHIHKHUHT HOTHIOMI
KYpPHUHHUIIK HEONMT JaBpupa OounianraH Oyica-ja, cCyropma
JEXKOHUYMIMKHUHT OOIUIAaHWIIN MIIoffgaH aBBaard |l mumr
WrumKHEHT Gommia Kaqumri bakrpus xymnymuaa (Cypxonmapé
BHJIOSITH/IA) Ky3aTHIA M.

MabiayMky, acpriap JaBOMUA IEXKOHUMIMK XY KaTHUTHHH
oputiin Oyiiya TYIUIaHTaH KarTa Taxpuba Ba ycyiuiap,
HO3MK (DCHONOTMK Ky3aTHIUIap Kamid KuiuHrad. bymap
acocuja 3ca  y3WMra Xoc IEXKOHUMIMK aHbaHAIapU XamIa
MapoCHMJIapy  IIaKJJIaHraH. JlexKoHI1ap,
0orOOHIap Ba dYOpBajopiap af3mu KyHJIapaaH
OMOH-ICOH YMKNO, GaXOPHUHT MCCUK KyHJIAPUHU
WHTUKIMK OWiIaH KyTHO, KarTa JEeXKOHYMIHK
UIUIapura SKAJJUR  Taléprapiuk  Kyprasmiap,
OMOY-OYHHHTYpYKJIapHH, MOJIaJapHH  CO0371a0,

TaxT KWIraHjiap, OTIap COBYTHJIIaH, apa,ajap

Ty3aTWMO HWIra SIPOKJIM  XOJITa KEeITHPHO

Kyimwiran. Acocwii WIIMM  Kydd — OyiraH

XYKU3MAapHA SXIIM TapBapuIuiad, yIapHU ep

xaiimamra omu6 umkkannmap. Illy Oomc xam

Vpra acpmapaa bByxopoma Oy JICXKOHUMIHMK

Gaitpamu “HaBpy3u kummaBop3on” — “nexKoHmap

Oaiipamn” neimirad. 3axMarkaml —JIEXKOHIJIap

aifHaH Iy KyHHU Jajnara KyIl 9Yukapu0 pacTiabku

YPYFHU epra Kajarauiaap. AHIKOH Y30ekaapuia

Oaxopru ep XaimamHu ImaHOa KyHH Oomuianl

no3uM jeimiraH  Oyica, XopasMm  y30ekiapu

opacuia Xocui1 Oapakaiy OYIUIIN ydyH AyIIaHOa Ba 4opiiaHOa
KyHIIapH ep Xaiigad SKHH SKHII Xafpian aman XHcOOJIaHraH.
Arap ep xaiimam KyHay3 KyHH Oyiica mmMornra, kedacu Oyica
JKaHyOra Kapa® XaiiganraH.

V36exuctonHuHr Kymiab Xydymlapuaa apra 0axopia
Jananapra CyB KelaJuraH acoCHil apuK Ba KaHAIIap Xarmap
ycynuaa IoKalaH To3ajJaHrad. AHbaHara Kypa, 1eXKOHUMINKIA
CKYII 4YUKApUID», «II0X MOMIap», «KYII OLIM» HOMIIApU
OwraH aWTWIYBYM MapoCHMiap YTKa3WiaraH. XOCHIHH Ypuo
Tyrajam apadacuna OyFaoi ypuMmura HUFHITaH Xallapyiiap
HIITHPOKUJIA Maxcyc MapocuM — «O0mo Gapaka» YTKa3uIraH
Oyyica XOCWIHM WUFUINTAPUO YOIIra TYIUIaraHIapuaaH KeWuH
«XAKyJI0» MapOCUMHU OaxkapHIIraH.

V3bexnap JeXKOHUMIMKIA y3ura Xoc Ooif Takpuba
coxubmapu Oymunuiapy OwnaH OuWpra, IEXKOHYWINK —Ba
OOFIOPUMINK PUBOKM OMiaH OOFJIHMK aHbaHara amaj KWJITaH.
Vsbexnapaa omnaza YFHI TyFUiICA, YHTA aTab MAxcyc apaxt
SKHII OJIATH KEHI' TApKa/raH. Y3 HapGaruma Gupop Gup MeBaim
Japaxr Kypub Koica, y JappoB KecwO TamuranradH. UyHKH
XaJKOHa TacaBBypra Kypa, KypuraH AapaxT ymOy XOHAJOHIa
HaBOarmary YauMm OYIUIINHA UCTAp JKaH.

Knowledge and Skills
Associated with
Agriculture and Gardening

While primitive forms of early agriculture on the territory
of Uzbekistan emerged in the late Stone Age, the emergence
of irrigated agriculture dates back to the beginning of the II
millenium B.C., and can be observed on the territory of Bactria
(present-day Surkhandarya region).

Peculiar agricultural traditions and ceremonies evolved based
on centuries-long agricultural experiences as well as methods,
careful phenological observations.

Having passed successfully through frosty days and waited

impatiently for warm spring days, farmers, gardeners and cattle
breeders carefully prepared for large-scale agricultural works
(i.e. prepared their ploughs, harrows and horses, repaired carts,
made tools ready for usage). In addition, they organized a good
care for oxen, which were considered the main work force used
during ploughing. In this connection, there was a festivity called
“Navrozi kishavorzon” (“Navruz of Farmers”) in Bukhara during
Middle Ages, during which farmers brought a team of oxen to
fields and sowed seeds.

It bears mentioning that among Uzbeks of Andijan it was
necessary to begin spring ploughing on Saturday, while among
Uzbeks of Khoresm, it was good to begin ploughing and sowing
on Monday and Wednesday (because it was believed that it would
result in having rich harvest). In addition, there was a rule of
ploughing. In accordance to it, during the day time ploughing was
done in northward direction, and in the evening — in southward
direction.

In the majority places of Uzbekistan, main irrigation ditches
and canals (through which water flowed to the fields) were
cleaned from dirt usually by means of hashar.

In the field of agriculture there were ceremonies as “gosh
chigarish”, “shoh moylar”, “qosh oshi”, etc. For example, on
the eve of completion of harvesting works, with involvement
of khashar participants (who gathered for harvesting wheat)
a special ceremony of “Oblo baraka” was organized. After
harvesting was completed and wheat was gathered in heaps, a
ceremony of “haqullo” was carried out.

Uzbeks, besides being the owners of rich experience
in agriculture, observed the traditions associated with the
agriculture and gardening as well. For instance, it was a widely-
spread tradition to plant a tree on the occasion of son’s hirth.
Also, when a fertile tree withered, it was immediately cut down.
This was done because there was a popular belief, according to
which a withered tree wished death upon someone from among
the members of the family of the house.
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byxopo 3apoy3nucu

V36ekucTon  amanmii-0e3ak  CaHBATMAA — AHbAHABHIL
KaIITAaYWINKHAHT KEHI TapKalraH Typu 3apay3immk, XX
acpauHr 90-um Hmwutapura kenub KalWTa THKIAHAWA. YHHHT
MIAKUIAaHUIIA y30K TapuXWi JaBpiapra Oopu0O Takasiamu.
Esma ManGanapra Ba apXeoJOIIapHUHT TOMMIMAIAPUTa Kypa
3apIy3NUK Maxap XyHapMaHTIWINKHAHT €Takdy IIaK/uIapiaH
oupumnp. XIX acp oxupum — XX acp OGomurapuma Byxopo
3apay3nuK Mapkasu OynraH Ba ymOy XyHap OWiIaH acocaH
SpKaKiap myryuiaHuiran (omwnagaru aémiap yiapra épaam
Oepuiuran). KeiinHuanuk aémiap caHbaThra —aijaHra.

3apays3iauMK caHbatHaa 3ap WO (THUTa Ba KyMyIl CYBH
IOPUTHITaH), HO3UK CHM, HIIaK OWiaH KaiuTa THKHO, Gaxmal,
o, MOBYT, 4apM Ba OomKka Maronapra Oe3ak-HaKILIap
3apaysu ycymuga  (Ourm3 Eku urHa opkanu) Oyromiap
SIPaTHIITaH.

AnpaHaBuil ypd-omamiap Ba MapoCHMIAPHIHT THKIAHHIITN

KapaéHHUAa 3apAy3nuK  OyloMiapH TypiaM —Makcaaiapia
Ky/utaHnna Oonutagy. 3apAy3NUKHA YOIOH, TYH, IYIIIH,
remonadan 1, 0eooF, KHUifnK4Ya, HUM4Ya kKaOu Y30eKk aHbaHaBUI
nubocnapy; YAMHIIIIUK, >KOMHAMO3, TaXMOHITYII, 3WHILYIH,
Iaiipu, iHynmynr Ba Typiiu xaiarada (4oif,
IIyJ, THY0K, MyXp Y4yH) KaGu Oyromiap
MaWIMi XaéTHHUHT aXpajMac KHCMHUTa
aitmanmokza. 1y 6nman 6upra, xo3upru
KyHAa Maxo0amiy MIAKIIard 3apay3u
Oylomiap — MaB3ydH IIaHHOJAp, TeaTp
rmaprajapy  Xamja CoBFa  OyromIap,
WTHAJIOHJIAp, Ky30HHAK FITo(H, yma-3mK
CyMKauaJlapHU ymly caHbaT Typura
xoc OynraH ycymrapga Oe3aTHII KeHT
PUBOXIIAHAN. 3apAy3H yCynmuaa THKHII
Mypakkad, Kyn OOCKHWIN jKapaéHHH
¥3 uuura onaau — 3apAy3d, 3aMUHAY3H,
TYAIy3n, OepUIIMMAY3H, IyJIaKdaTy3H.
VYmly kacOna KyaIaHWIagural YCHMIIIK
Ba XaHJaca HaKOUIapy OpacHaa »dHT
ryszaurapu 1e6 JaBKyp, JapXam, JOHaua,
Oomomuii, OyTamop Ba 0. XEcoOIaHaH.

Byxopo, AHJVKOH, Hamanran,
®daproHa, Tomkent, Camapkanp,
VYpryr, Kapmm, >Kuzzax maxapiapi,
Cypxonpaapé BUJIOSITH 3aMOHaBUI

3apAY3IIMK CAaHBATHHUHT MapKa3IapuIup.

baxummo  XKymaes  (Byxopo)  aHT

TaXprOaJu Ba €TyK ycra-3apay3 xucobnanamu. HamostHanap
opacuzaa /1. TomeBa, M. Xabu6osa, B.Capaymnaesa (Byxopo),
M.®axpuesa (Camapkann), C.CapumcokoBa (JKuzzax) Ba 6.
9IIra MatIxyp.
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Gold Embroidery of Bukhara

The highest form of urban craft was gold embroidery. Based
on the findings of archaeologists and written sources, it could be
told that it has ancient roots in the territory of Uzbekistan.

At the end of the XIX — beginning of the XX century
Bukhara was the center of crafts associated with gold embroidery.
Notably, at that time gold embroidery was mostly dealt by men.
But in some cases, when there were more orders than expected,
women (who were close relatives of gold embroiderers) could
act in the role of assistants. During that period many household
items were embroidered with a help of gold and silver threads.

These were chimildiq (a curtain, which divided
room into two parts), joynamoz (prayer rug),
takhmonpush (cover for bedclothes), small items
as sacks (for money, tea and stamps), sheaths for
knifes and individual parts of horse munitions
(zinpush  (saddle-cloth), dauri (horsecloth),
yolpush (coverlet for saddle)). Gold embroidered
patterns were used in decorating women’s festive
dresses, men’s dressing-gowns worn by the
nobility and Emir himself, children’s dresses,
waistcoats, boots and other types of shoes. In
gold embroidery such fabrics as velvet, (imported
or local) silk, satin, muslin, broadcloth, wool,
leather and local half silk fabric called “alocha”
were used. Various types of metal threads served
as primary materials. Bukhara gold embroiderers
applied several methods of embroidering. These
were:

1) “zardozi-zamindozi” — solid embroidering
of the background with gold threads;

2) *“zardozi-guldozi” — embroidering based on design
(image), which is cut out from paper;

3) “zardozi-guldozi-zamindozi” — a combined method of
embroidering, which unites the above-mentioned two methods;

4) “zardozi-berishimdozi” —combined embroidering;

5) *“zardozi-pulakchadozi” —gold embroidering with
spangles.

During the 1920-1980s, the art of gold embroidery got
significantly transformed: gold embroidered items began to be
produced on a massive scale (as souvenirs). Since the 1990s, it

has become a widely-spread type of artistic craft in Uzbekistan.
Also, since that time the system of apprenticeship has been re-
established across the whole country and the best traditions of
gold embroidery art of Bukhara have been revived.
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Kanoakopnuk

Kanngakopiuk (Metayur GyromyiapHu YHAMAKOPIUK YyCIyOou
caubari) Y30eKHCTOH aMauii Ba Gaguuil XyHAPMAHIUMITHK
CAHBATHMHUHT KAJIUMHH Ba PHBOXJIAHTAH TYpUaaH OupH
xucoOmanaay. Ymoly caHbaT Xakuaa apXeoJIOTHK TONWIIMAap
V36exucTon Xymyamapuga Kyla KaAMMIAH MaBiKy[UTHTHHH
kypcaraqun — Conomnurena Ba JKapkyToHmarn HOEO OpoH3a
Oytomnapu (Mmir.as. XV acp), caklapHUHT MapocuM OpoH3a
ko3onnapu (Mut.aB. V-1V acprap), THiIa Ba KyMyIIIaH sicaira
cyrn Oyrommapu ( V-VIII acprmap), Moapoyuuaxp Oaquuii
kargakopiuk acapiaapu (IX-XI1I acp Gouwtapu), Temypuiinap

JaBpu TWILIA, KyMyll Ba
OpoH3a/IM  MMII-TOBOKJIAP
arymnap JKyMJIACHJIaH.

V36eKHCTOHHUHT aHbaHABH I
KaHJAKOPJIMK MapKasjapH Ba
acocuil Makrabmapu ¥30ex

XOHJIMKIIAp Joupacuia
IaKJJTaHTaH (xXVv-
XX acp OGomwtapu). Muc
KaH/IaKOPJIHK OyroMIapu
nraxap XYHapMaHTIUITIK
KACMU  cudaTuia  PHUBOXK
onrad. byxopo, Camapkanz,
K¥kon, Xwuna, Kapruu,
[Haxpucads, TomkeHT

yuoy gaBpiapaaH 0Oornuiad
KaHJIAKOPIHK  OyIOMIIapHHU
niuad YHKAPUII
MapKaszjapura aijgaHras.
JlacTtnabcxkmu
Oyromapra adcoHaBHii
KaxpamMoHJIap TaCBUPH,
apabnap HCTHIIOCH A
xaHgacuil Hakuuiap (6esax
Japaxacuaru apab
é3yByapu), KeHMHYAIMK OaJuuii KaHJIaKOPJIMKAA Oe3aKiiu
HakIl (KaHAaKopu — 4yKyp yimanamr, yn3ma — caé3 yiunran)
J1ap MyXHUM MaB3yJy Ba MIAKJIH OMHJLIap 0Yam0, OyroMiIapHUHT
Bas3udaBmui
OCNTWIAHMIIM  Xamja
YHUHT TEXHOJIOTUK
kapaCHu, amiécu OwiaH
y3BUIl OOFIIMK  XOJia

KE4JIu. Kannakopnuk
OyroMiapu opacuja
odToba, YO IHIII,
JIACTILYH, Haduc
nuénanap, Oapkari,
cepBH3Iap; alfpum
OyromMiap TVid Ba
JUHUA  Mapocumiiapia
KEHT' KYJUTaHUIIAIH.
VeuMaIunukcumMoHn
HakKIwiap, SBHU

HUCIUMHNA yCITyO acocHii

Hakmr  Oynmub, ¥3uma

CaHOKCH3 TypJiapH KeHT

TapKajiraH. XaHaacaBuii

Hakm  (FUIIT, MeXpoo,

3aHXKUp KaOW)aap, sS’bHU

THPUX YCIayOH XaMm Muuiatiiaad. bab3aH XalBOHIAp KHCMITH
HAaKIUIap MyHOCHO YHFyHIAIITHPHITaH.

1970 #mmmap Gommaa Gaguuii KaHIAKOPIMKAA HILIOBYH
ycTajap Ba Mapkasiap COHH KaMaiiii; KaHAaKOPJIHK
OyrOMIIapHH HMILTA0 YUKAPHUILH XaM CyCailin. X03Upry BaKTH/A
Oanunii KaHIAaKOpNMK Mapkasinapd TUkIaHau  (TOLIKeHT,
Byxopo, MapruioH, XuBa).

Engraving

One of the most ancient types of applied arts of Uzbekistan
is the art of metal working. This fact is testified thanks to the
unique bronze items from Sopolitepa and Jarqoton ancient
sites (related to the XV century B.C.), ritual cauldron of saka
people (related to the V-1V century B.C.), Soghdian items
made of gold and silver (V-VIII centuries A.D.), the work of
artistic engraving of Mawarannahr made of bronze and copper
(IX - beginning of the XIII century A.D.) and gold, silver and
bronze dishes, related to the Temurids epoch.

Major schools and centers of traditional engraving evolved
in Uzbek khanates in
the XVII —beginning
of the XX century. In
general it could be
told that production
of engraved items,
made of copper,
was part of urban
crafts. As such, main
centers of engraving,
at the time, were
located in  the
cities of Bukhara,
Khiva, Kokand,
Samarkand, Karshi,
Shakhrisabz and
Tashkent.  Leading
techniques in
finishing the surface
of copper items
are deep engraving
(kandakori) as
well as shallow
engraving (chizma).
The items of the

XIX - beginning of the XX centuries were diverse in terms
of shape and functional purpose. From among them were
popular the following: wonderfully decorated jugs for water
and tea; all possible cup-shaped
vessels for water, milk, fruit
juice, beverages, sweets and
fruits; trays; buckets; vessels for
keeping food; scoops for water;
braziers; cases for ceramic bowls;
vases; wash-basins; containers
for keeping small coins; caskets;
devices for smoking; snuffboxes;
writing utensils (such as pen cases,
inkpots, lamps); ritual-related
items (bowls for alms and censers,
hunting drums), etc. Patterns used
in engraving are rather typical and
can be observed in other types
of Uzbek decorative-applied
arts.  Wide-spread ornamental
pattern called “islimi” (a curly
vegetative pattern), has various
versions. Geometric ornamental
pattern called “girih” was used
by engravers as an auxiliary one.
Zoomorphic images, created in a stylized manner, were less
common.

By the beginning of the 1970s the number of masters and
centers of engraving sharply reduced. Production of engraved
items suspended in many centers of Uzbekistan. At present,
however, centers of engraving are being revived (Tashkent,
Bukhara, Margilan, Khiva.
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Tunamoysnuk

V3bekncTona THNAMAY3IMK — Ba  KHTH3AY3IMK XAk
XYHApMaHIUIIMKHAHT KaJuM TyplapumaH OupH XpcoOnaHaIu
Ba APUM KyuMaHuW (4OPBAJOPUMIIMK) Tap3ia XaET KeuMpyBYH
FOHT Maxcylor (acocaH Kyl Ba Tysi)iapura xyjaa 00d Maxaiuimii
KaOWIaJIapHUHT acOCHIA MalTFyI0TH Oynran. Kymia runaM TYKuin
HHXOST/A CEPMAIIaKKaT WIII, TYKyBUMAAH KyHT, AU Ba Maxopar
Tanad Kwiagn. MyFymiapaaH OIIWHTH AaBpiapaa TypKUR
KaOumacu OYIIMHII OFy3JIapHUHT THIAM/IY3IAK OyrOMIIapu JOHT
yuKaprad. TeMmypuiinap JaBpuia SpOHUM Ba TypKuil aHbaHara
YUFYHIAIITUPIITaH TuiaMays3mura Xamaa X VI acpnan 6omuad
MoBapoyHHaxpa — JaITHKMITYOK ~— y30eK  KaOWiaJapuHUHT
TIIAMIY3/UK OyIOMJIapy KEHI TapKajiraH. YOy TYPKHHCHMOH

XaJIKJ1apu TWIAMIY3/IMK ~ aQHbAaHAIAPUHUHT  TapUXUH
MYTAaHOCHONMIH ~ Y30CKMCTOH ~ MIJUTMH  THIAMLY3THHHAHT
STHOMAIAHUATH aCOCTAPHHH TAIIKWI 3TN,

V36eKuCTOHHMHT ®daprona BOJIMIACH, Camapkasg,

Kamkamapé, Cypxonmapé Ba XopasM BWIOATIApH Xamja
Kopakammoructon PecrmyOnukanapuna cakaaHHO, THIaMITY3IUK
mapkasnap (aéwiap iyFysulaHyBum) —cudarnaa  (Gpaouik
KWIMOKJIA. T'unamnap
(y3yH Ba KHCKa FOHIIIH
XamJa IOHICH3 THiIamiap
—  OKYIXHMpC,  TaXKapui,
KOXMa, OKdIeH, TepMa,
Takkup THiaM Ba 0.) Ba
TIIAMIY3MUK  Oyromiapu
(6¥Fx0Mmy, SKOMHOMO3,
Harpamad, XYp>KUH, TYpBa,
KaOMyK,  JTOB  IKHXO03
(xyp, Gackyp)mapu Ba 0.).
Typmu makngary, Oe3ak-
HaKIUM THiIaM Oyromiapu
yit-py3rop LIapoOUTHIA
KYI1aHuo, YAapPHUHT
KYIUIUTH  COBFajlap y4yH
MYJDKaJUIaHraH.  XO3Mpru
KyHJa aHbaHaBUI
XyHapMaHIUMINTY, JaBJar
Ba XyCyCHil KOpXOHaJlapuja
ri¥agmamMpays3auk
PHBOXKIIAHMOK/1a.
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Carpet-Making

One of the most labor-intensive artistic crafts in Uzbekistan
is carpet-making, the traditions of which go back to the ancient
times. Carpet items of Uzbekistan, in terms of execution
technique, can be divided into long-piled, short-piled and
pileless types. Women carpet-makers made various types of
carpets. Among them it is possible to mention the following:
piled carpets, which were laid under one’s feet; panels called
“bugdjoma”, used for covering beds while moving from one
house to another; carpet tapes called “kur” and “baskur”, used for
fixing framework of a jurt; pileless woolen rugs called “gadjari”,
“gokhma”, “terme”, “taqir gilam”; kit bags called “napramach”;
saddlebags called “hurdjun”, etc. Ornamental design of Uzbek

carpet items reflected rich and diverse
world of nomadic lifestyle. Their
prevailing motifs were of cosmogonic and
zoomorphic nature, and were expressed
through orderly geometric lines and
images. From among piled carpet items,
those produced in Andijan and Samarkand
as well as carpet items used in decorating
Karakalpak yurts were the most popular
ones. From among carpets of Samarkand,
high-piled fluffy carpet called “julkhirs”
(a bearskin) stood out with its originality.
It bears mentioning, that based on artistic
features, one can unite into single group
the items of pileless carpet-making, made
by Uzbek tribes living in the districts of
present-day Jizzakh region. As such, in
terms of style these pileless carpet items
are close to those made by Uzbek tribes
of Kungrat, residing predominantly in
Boysun district of Surkhandarya region
and Dehqgonobod district of Kashkadarya
region.

At present, carpet-making art is
developing in Khoresm, Samarkand, Urgut, Nurota, Ferghana
Valley, Surkhandarya and Kashkadarya regions. Folk masters
(carpet-makers), while creating new carpets, are adopting and
reviving the carpet-making traditions of the past. Notably, after
gaining Independence, the production of silk carpets was set up
in several cities of Uzbekistan, which marked a new stage in the
development of this type of artistic craft.
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Jynnuoysnuk

By Kaco
KaIuMJaH  OpOHUM
Ba TYpKUH Xaikiap
opacuia KeHT
Tapkayrad.  JIymimm
TypKUCTOH Xankiapu
opacuia  (aifHHKca
V36exncron Ba
ToXKHUKHUCTOH
XyIyAuaa) — MAJUTHI
mboc  3IeMeHTHTa
alnmanratms.
Bomka XaJKiap
IYTITIIAPHUIAH Y30eK
OYIIIapy  y3ura
XOC IIaKiIM, Oe3aru
Owtan (apKIaHay.

Ty yu
KACMIaH —  Tema
(aitmana Ba
TYpTOypUaK IIaKIHaa
OWuWIagM),  KH3aK
(rapmumn  mraksmza)
Ba KUSIKIAH
Ty3WITaH, yrnu
pecnyONTUKAaMU3ZHHUHT
TypIH OKOMNapuma — Typiuda
Oe3aTuiay, KHACMIIapH
OMpIAIITHPUITaH Typinda
KypuHHITa 5ra 0ynamm. Kamra
THKHO OesarmiraH  Oymakmap
KM3aKKa acTap ENUIITHPHING
Mali]a HO3MK YOK/a KaBIUIA]H,
KABUKJIap Opacura IaxTra EKu
KOFO3aH miiTa Kyinnaam. CYyHr
Taliép Oymaxmap Oump-Omprra
ymaHagu. Jymmmny3mik  OmmaH
acocaH aéJutap IIyFyJUIaHa I

XX acpumar  20-

Hnuapuaan XyHapMaHz
ycTanap apremapra
OMPIAINTHPWIIN, KEeHHHYAINK
(abpukanmapma MexXHAT —Kuiia
Oomutagumap.  XOHaIOHIapIaH

TalKapu JYTITTATY 3ITHK
xo3upna byxopomarm “3apmyz”
AKIVSIOPITHK KAMUSITU]IA,

Tomxentmarn  “Illapx  rymu”
KOpXOHaJapza Ba OoIIIKa >KoiIap/ia Hyra KyHrmraH.

(habpuxacuna,

Doppidozlik

(Skullcap embroidery)

Skullcap embroidery
was developed among
Iranian  and  Turkic
peoples since olden
times. Skullcaps make
up part of the national
dresses of the peoples
of Turkestan, especially
of Uzbeks and Tajiks.
They differ in terms of
form and décor from one
nation to another. The
same can be told with
regard to the traditions
of their creation.

Skullcaps are
cut out from single-
colored silk and satin
materials, embroidered
by wusing simple, silk
and gold threads. Parts
of skullcap, decorated
with fancywork, are put
on lining and sewed to
each other. The edges
are  decorated  with
braids. Depending on the
style, a skullcap can be
quadrangular or cone-
shaped. Skullcaps are
made predominantly by
women.

In the 20s of the XX
century master-craftsmen
were united in co-
operative craft societies,
and later on specialized
enterprises (mills) were
created. Along with
artisanal production,
skullcaps are produced
on industrial basis. Today
it is possible to observe
production of skullcaps
in  Bukhara (“Zardoz”
joint-stock ~ company),
Tashkent (“Sharq gquli”

mill), and on enterprises of Chust city (Namangan region).
Nevertheless, it should be mentioned that it was manual

embroidery of skullcaps through which local
artistic traditions continued their evolvement.
Also, in Tashkent, Andijan, Margilan and
Boysun a new type of women’s skullcap
emerged, which uses seaming technique of
“Iroqgi” and light-shadowy satin stitch.

Traditional types of skullcaps got enriched
withnew details. Skullcapembroidery continues
its evolvement, mostly in the form of home-
based traditional embroidery. Because of many
objective reasons it disappeared in Tashkent,
Pskent and Bukhara and got widespread in
rural areas of Uzbekistan. Handywomen,
by repeating traditional patterns, carefully
introduced to them new motifs, presented them
in more expressive manner.
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Kynonuunux

V36eKUCTOH KyIOTUMINK CAHBATUHHHT 3HT 00if MEPOCHHH
cakinad KoiraH MackaH XucOONaHagW, YyHKHM 3aMOHaBHUi
aHbaHABUI Ba HOAHbAHABUI KyJaomumivk canbary (XX acpaa
TapuxaH IIaKJUIaHI'aH) BAKWILIAPUIA MaXaJlInil MaJaHUSTHUHT
TapUXMH  Kamlamjapura — KH3UKHWIDIApW — Ky3aTHIMOKZA.
V36ekucTORIa KaiUMIAH Xap BOXAHUHT XyHAPMAHIHITHK
MapKazjiapu ByXKyara kenm0 ImakiuiaHrad. Mnmora® gmkapumnn
ycryon Oyiinda KylnOMYWIMK HKKATA acoCHM  Typiapra
OynmuHTaH — cUpJlaHTaH Ba cupinanMaraH. CupraHmara
KyJomamink KaauMm tapuxra sra. VI acp oxupu — IX acp
Oommaa MoBapoyHHaxXp IIaxapiapuaa CHUpJIAHTaH KyJOJIIMK
kenr rtapkanraH. IX-XVIII acpmappa ymOy yciay6 Oamumii
KaMOJUTMKKA Ba IOKOPH TEXHOJIOTHMK cuarra sra Oymmm. XX
acpIaH X03Mpru Y306eKHCTOH XyIy/UIApUaa acocuii MakTabmap
Ba Mapkasnap taumkumi Tornau: a) Camapkania-byxopo makrabw,
Tomkent, Camapkang, Ypryt, Byxopo, Fruxnyson, [laxpuca63,
Kuto6, Karrakypron, JlenoB mapkasznapu Owian; 6) ®aprona
makTabu Pumron Ba Fypymcapoil Mmapkasiapu Ouiad; B)
Xopasm maktabu XoHka, Moaup kuuwioru, Karrabor, YumOo0i
Mapka3iapu OwraH. Xap Oup Mapka3 y3ura Xoc MaXaJuidi
XyCyCUSTIIapUHM  cakjiarad.  yiapaa
XO3UPrH BaKTAA COMOJ HMAMILIAPHUHT
siccu  (kocanap, Jlaramiap), Oayas,

SBHU IOKOpHTa Kapad HyHaITHpHIraH
(ky3amap, Xxymuap) Typiapu Ba  yid-
py3rop Oyromiap nnuiab YMKapHIMOK/IA.

®aprona Ba Xopa3M KyJIOIYUIHTHAA
aHbAHABUI MOBHUH paHIJArM HIIKOPIN
cup Taiiépnam iyinra KyHuirad, amMmmo
ymap ¥y3ura xoc Oe3ak-HaKIUIapH Ba
OYIOMJIADHUHT XHJIMa-XWUINTH OHIaH

axpaub  Typaau  (HaMOsHIANIapu
M.Typornos (Fypymcapoit),
W.Kommnos  (Pumron), P.Maruonos

(Xopasm) Ba 6. Byxopo-Camapkan

coron OyroMJIapu KapaHriop Haduc

OyMMO YMKUIIMIA KYPFOIIMHIN CHpP

Ba CapFHIL-AIIMNI, KHrappaHr OyExiap

MYXHM YpHH drajuiaiian (HaMoéHaanapu

Amumiep Ba AOnmymwia Hap3ymiaesnap

(FwxnyBon), Hamo3 Ba  HybMoH

O6nokynosnap (Vpryr), X.Xakbepaues

(Camapkann). Kamxkamapé  (KacOu)

KyJIOJTYHIATH A XO3UPTH KyH/Ia

(daxar cupranmaran Oyromiap unuiab

YUKAPUIMOK/A. Bauuii KyIOMuMINK CaHbaTH Xap TOMOHJIaMa
KYJ1a0-KyBBaTIaHMOK/[A Ba Tapru0 ATHJIMOKJQ, YHHHI sHaJa
PHBOX OJIMILM YYyH KyJail [apouTiIap SpaTuiIMOKIa.

Artistic Ceramics

One of the most ancient and exceptionally interesting types
of applied arts of Uzbekistan is artistic ceramics. In terms of
execution technique it is divided into two types, i.e. unglazed
and glazed ceramics. Though, unglazed moulded ceramics has
more ancient origins. Since the end of the VIII — beginning of
the IX century glazed ceramic wares emerged and got widely
spread in the cities of Mawarannahr. During the IX-XI1 centuries
glazed ceramics resembled a true artistic perfection and were of
high quality.

In the XIX century major schools and centers of ceramics
got formed on the territory of present-day Uzbekistan. These
were: a) Samarkand-Bukhara school with its centers located in
Tashkent, Samarkand, Urgut, Bukhara, Ghijduvan, Shakhrisabz,
Kitab, Kattakurghan and Denau; b) Ferghana school with its
centers located in Rishtan and Gurumsaray; c¢) Khoresm school
with its centers located in Khiva and Chimboy as well as in
settlements of Madyr and Kattabogh. Notably, ceramics of each
center preserved their local features. In Ferghana and Khoresm
ceramics, for example, it is possible to observe predominantly
blue and skyblue colors. These colors emerged as a result of
application of ishqor (alkali) glaze, which, after relevant glazing

(firing) works, made décor look blue.
Nevertheless, ceramics of these centers
differed from each other in terms
of décor, shape and type. Ceramics
of Bukhara-Samarkand school had
ocherous-yellow and greenish colors
(this was the result of application of
lead glaze). In terms of patterns used
and types of wares created, Bukhara-
Samarkand school of ceramics is
much closer to Ferghana school of
ceramics. By the middle of the XX
century several centers of ceramics
ceased to exist. This was accompanied
by gradual loss of technological as
well as artistic traditions. In contrast,
at present, many centers of glazed
ceramics are being revived (for
example, in Shakhrisabz and Boysun),
conditions for marketing ceramic
wares made by masters (potters)
are being created, and the system of
apprenticeship is being re-established.
To date, traditional ceramic wares are
produced in such centers as Rishtan, Ghurumsaroy, Andijan,
Tashkent, Bukhara, Samarkand, Urgut, Ghijduvan, Denau and
Boysun, in the settlements of Maddyr and Kattabogh (not far
from Khiva).
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TI'anukopnux

[aHYKOpIHK ¥ 36EKHCTOH MEPMOPUHITHK-0€3aK CAHbATHHHHT

KaauMui TyprapugaH Ompu O0ynm0, XX acpra xemu® Xwusa,
Byxopo, Tomkent, Camapkann, AnmmxoH, Hamanran, KyxoH
KaOu Imaxapiapu YHUHT acOCHH MapKaslapumaH XHCOOIaHaIH.
laHYKOpIMK caHBaTH XaJK aMallMi-0e3aK CAaHBATHHHHT OOIIKa
Typrlapura KaparaHga, MEbMOPYMIMK CaHBbATH OWNAH Y3BHIl
OormmK. YyHKM TaHYKOPIMK a3ajgaH Ccapoi, MacKHI Ba
Majapaca OWHONMAapW Xamaa OaJaBiarT IIAXapiIHKIApHUHT Yii-
Koimapuan 6e3a0 Typras. JlacTial, KypriMIniapaa Maxauidi
MakTalapra Xoc aHbaHaJap OWIaH OOFIAHUII KydIH OYITaH.
Byxopo MakTabu TaHYKOPIUTUHUHT TEXHHK XKapaSHH OnpMyHUa
Mypakkal, HWILUIOBIAPHUHT HOEO yciayOnmapu Ba paHr-OapaHr
OXaHIIapu OwiaH  axpamud  Typaau.
Camapkasg yCTalapHHUHT HIILTaI
ycmybnapu Byxopo raHUKopiurura SIKMH
OymuO, Mypakkad TaHYHUHT CTaJaKTHT
ycayOum — OpKaau — AEBOpiap  IOKOpHU
OypyakimapuHi  YyiiMa HaKIUIM — IaHHO
Oezarmuimy OwWinaH axpanagd. TOIIKeHT
MakTabuaa KeHr TapKalraH YCHMIIHK-
UCTIMMUA ~ KOMIIO3UIUSUIAp  (papFOHAINK
yCTalapHUHT ~WMIDIapura sIKUH  Oymmo,
KyTHYa “YCHUMITUK 3aHKUPH’ TYPKYMHIATd
HaKIUIapHU Talkui1 3taau. Kykon Ba Xusa
TaHYKOpP YCTAJTAPHHHUHI UIUIAPU Mypakkad
opacta kuéany XaHIacaBUil HAKIUIAPH —
TUpUXJIap Ouna Ooif.

XX acpHHHT fApMHAA TaHYKOPIIHK
aHbaHaANapu Hykomum apadacuaa OymiraH,
nekur  1970-um  diwmapuman  Gorwiab
ToukeHT Ba Y30EKHCTOHHHHI  OOLIKA
mraxapiaapua JaBlaT axaMHSATHUTa MOJUK
OOBEKTIIapHM,  MarasuH, KadenapHHHT
KypUIHIINAA  TaHYKOPIUKIAH — YHYMIIH
(oifnananumra Xapaxar KUJTHH]IHL
Iy 6ouc 1990 #mwmiapma TorikeHTaA
FOKOPH JIapaKalld TaHYKOPJIMK Makrtabu puBok omub (“Yero”
OWpJalIMacy ycTaiapu), YIapHUHT (DaoUIMruaa MOMTaXTHUHT
Typian OuHONMap uHTepbepiapu Oesarmwnan  (“Ok  capoii”
Kapoproxu, Onuii Maxxic 6uHocH, “TypKHCTOH” KOHIEPT 3aJIH,
Temypmitnap tapuxu JaBnar wmyseiin, “HaBpy3” Hukox Yiim,
MONTAXT TeaTpiapH, METPOIIOIUTEH CTaHIMSIIapH Ba 0.).

Xo03upru BakTIa TaHUYKOPIHK aMalnii-0e3aK CaHbATHHHHT
eTyK Typu Oymub, yHMHr  Y3GEKHCTOHZArH MEhMOPUHIHK
MHIIOOTAapH  Oe3alga  axaMusATH — KaTrTa. | aHIKOpIIHK
yCTaJlapUHUHT KO HaMyHajapura Oyiran Tanabd Xaiakapo
MUKECH 1A SKaHIUTHHI KypcarMok/a (Ko3orucTtoH, TOKUKHCTOH,
Poccus, Ykpauna, I'epmanus, @panuus, Manaitzus, Typkus,
AKII, Iseiinapus Ba 6.).

Ganch Carving

Ganchcarving is one of the mostancient types of architectural-
decorative arts of Uzbekistan. In the XX century its main centers
were located in Khiva, Bukhara, Tashkent, Samarkand, Andijan,
Namangan and Kokand. Ganch carving was widely applied in
decorating palaces, madrasahs, mosques and residential houses
of rich citizens.

Bukhara school of ganch carving stood out with diversity of
motifs used and with elegance these motifs were presented. And
in terms of refinement of style ganch carving works of masters
of Samarkand are closer to those of Bukhara. However, what
makes them different is the application of more sophisticated
technique of creating ganch stalactites, which decorate upper

corners of walls with carved panels.
Tashkent school of ganch carving,
in contrast, is characterized by
application of ornamental patterns
of larger size, by leaving much
space for the background. Also,
elegant are girihs (representing rich
and complex knots of geometric
patterns) to be found in ganch
works of Kokand and Khiva

masters.
By the middle of the XX
century  traditions  associated

with ganch carving were almost
lost. However, by the 1970s its
active application is observed
in  designing  administrative
buildings, cultural sites, shops and
cafes of Tashkent and other cities
of Uzbekistan. By the 1990s a
distinct school of ganchkors (ganch
carvers) got formed in Tashkent,
which participated in finishing
the interiors of various buildings
of the capital. From among the works done by this school it is
possible to mention wonderful carved ganch panels to be found
in “Turkiston” palace, “Navruz” Marriage Palace, buildings of
“Oliy Majlis” and Stock Exchange Center, as well as in various
theatres, subway stations and other buildings of independent
Uzbekistan.

At present ganch carving remains one of the leading types
of folk decorative and applied arts of Uzbekistan, and its role
increases in designing the architectural buildings. In addition,
contemporary ganch carvers of Uzbekistan are working on
decorating interiors of various buildings located in foreign
countries (for example, in Kazakhstan, Tajikistan, Russia,
Ukraine, Germany, France, Malaysia, etc.).
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E2ou yumakopnuzu

V36ekucTon amanuii caHbpatiia GFOY YHMAKOPIATH Y3ura
XOCTIMK OMJIaH a)Xpasu0 Typau, 9yHKH YHUHT yCTaiapu Hadakat
Maummii Oyromiap, Gajku ynap MEbMOPHI KHCM (YCTYH, SIIIHK,
napBo3a Ba 0.) OwigaH OMp Karopia ydl >KMXO3IapHH Oe3ar
XaM KeHI TyC ONWIIMTA (AOMIMK KIMINTaH. LFod yCTyH,
SIIMK JapBo3aiap Ba Oomika
MebMOpUI KUCMJIApHU
KEeHI WIUIATHINIIH  ¥30eK
XOHJIUKJIApU nolraxTiapu
OymumI, Xwuna, Byxopo,

Kykon xamma Camapkann
Ba TomkeHIapHUHT
MEbMOPUMINTHIA Kypui1
MyMKuH. Frou yiiMakopmuru
Ba HAKKOUUIMTUHUHT  ETYK
MapKasJiapuIaH oupu
XuBa Oymm0, XwuBa &rou
yCTaTapUHUHT CaHBaTH
MNyan-kanea Ma)kmyacu
HHIIOATIIApH YCTyHIapu
Ba OIHKIApH  (KymIIa/aH,
Kyma macxkun €nropauru
HMHTEpbeparu Yimakop
yCTYHJIap)aup. XuBa Erod
VAMaKoOpIMK ~ MaKTaOWHHUHT
Malxyp  HaMOsHIAJapuaaH
Ooupn IlomBoHOBmap cymomacw, ymap opkam XIX-XX
acp Oommma XuBa KYNTHHA YHMakop YCTyH Ba OSIIHKIAp
OaxapuiraH. KyxoHHUHT
TaHUKIIH ycTamapuIan
oupn K.XaitmapoB y3uHHHT
WwKoIuaa Kykon érou
YiiMaKopiIuru MakTadu
aHbaHAIAPUHU cakao,
HOE0 OyloMJIapHH spaTras.
VHUHT  wKoauaa  DIIUK,
MaHHO, (hpu3Iap, ycTyH Kadu
MEBMOPYMIINK  KHUCMIIApH,
yiimMakop CTOJI, Kypcuiap,
JaBxJiap, KaJaMmIoHIap KaOu
Typau Maumuid  Oyromiap

YpuH onraH.

XIX-XX acprmapra
TomkeHt HUpUK érou
YHAMaKkopiuru — MapkasuiaH
Oupu  Oynran.  TomkeHT
ycTamapu WKoOIuna — HUpHK
MebMOpUi HHIIOATIIApU
OGamumii Oe3arn Ba MawWIInit
YHMaKOpIUK CaJIMOK/IN
Ypun onrad. TomKeHTIHK
Mamxyp ycTanapu -
C.X¥yxaes, M.Kocumos,

A.@aizynnaes, X.Kocumos,
H.UG6poxumoBIap
aHbaHAJAPUHU 1990-un
Wungan A.A3mapoB, cysona
ycracu M.U6poxumoBa,
C.PaxmarymaeB, X.XacaHoB
Ba 6. V36ekucTon xymyauma

acocaH TYpTTa érou
ViiMakopnura  MakTaOnmapu
(KykoH, Camapkapi,
Tomkent, XWBa) MaBKY[I

o0ymuob, ymap ¥3 ycmyOmapu
Ba iyHamunuiapy —OwiaH
(apknaHay.
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Wood carving

Distinguishing feature of this type of applied art in
Uzbekistan is that masters (i.e. wood carvers) produced not
only various household items and goods, but also participated in
creation of carved wooden columns, doors and other elements
of architectural significance. Wide-scale application of carved

wooden columns, doors

and other architectural
elements could be observed
in the architecture of
capital cities of Uzbek
khanates, i.e. in Kbhiva,

Bukhara and Kokand.

It bears mentioning that

one of the leading centers
of wood carving art was

Khiva, the most prominent

examples of which are
columns and doors to be
found in the buildings
of Ichan-Qala complex
(carved wooden columns
in Juma mosque). The most
famous representative of
this school was the dynasty
of  Palvanovs.  These

were they, who created a

considerable number of carved columns and doors in Khiva

in the XIX - beginning of the XX century. Also, popular are
wonderful and refined works
created by famous master from
Kokand, K. Khaydarov, who
incorporated in his creativity
activity the best traditions
of Kokand school of wood
carving.  Assortment of his
products is represented by
various architectural  works
(doors, panels, friezes) and
different  household items
(decorated  tables,  stools,
reading-stands (lavh), pencil-
cases (galamdon), etc.). One
of the leading centers of
wood carving in the XIX-
XX centuries was Tashkent.
Along with artistic finishing of
architectural buildings, masters
from Tashkent dealt with
creation of carved household
items. And since 1990s the
traditions once  developed
by famous wood carving
masters of Tashkent such as
S. Khodjaev, M. Qosimov,
A. Fayzullaev, Kh. Qosimov
and N. lIbragimov have been
continued by A. Azlarov
(and his apprentices), M.
Ibragimova, S. Rakhmatullaev,
Kh. Khasanov and others.

In  the territory of
Uzbekistan there are 4 main
schools of wood carving
(Kokand, Samarkand, Tashkent
and Khiva), which differ
with their own distinct styles,
methods and directions.
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Kamwumauunuk

Kamraummak — Y30eKMCTOH —aMaimii-6e3ak  caHbaT
Typi1apu opacuja ¥3UHUHT KaAUMHUIl aHbaHaIapHra 3ra OyIran
aéIuiap WIyFyIUIaHuG KeIraH caHbar TypH XucoOnaHamu. Y36ex
KaIITaJapUHUHT HOEONWTH Ba TY3a/UINTH, YHHHT Oe3ak-
HaKIUIapH Ba TEXHUK YCY/UIAPUHUHT KYTUIUTH Ba KaIUMIIHTH
ymOy caHbaTHHHT OOl aHbaHAJTapUAaH Jajionar Oepajin.
Kamraunmmik acocaH caBmo-XyHapMaHIUIINK —Iaxapiaapiaa
Ba MHPHMK KMILIOKIAPIA Xamja Y30eKMCTOHHHHI KaXuMHil
JNCXKOHUMJIMK — MaJaHuMATH  Mapkasiapuza  (XopasmaaH

TalIKapy) KeHr Tapkanub kenrad. Kamradumiuk acapiapu

MaXaJUTMid XaJKHUHT Oaifpamiapy, Ty MapoCHMIIapUHUHT
aKpanMac KHCMH CaHamuO, TypMylra 4HKaéTraH Kusiap
yayH Gepumajgurang “cer’”HH Y3mapu Taiépmamrad. MHpHk
0e3aKIMK  KAITAYMINTH  Y30EKHCTOH IAXap aXOJIMCHHH

BasuGaBmii Oenrwiapu  Oyitmya
Oup-Hewa Typiapra OYIWHaIH.
Bynap neBopwii maHHO Ba Gpuziap
— Cc¥y3aHa, HUM cy3aHa, Oil mnanak,

3apaeBop, Jopred, KHpIIeY;
napjiajgap — SKOWIyIHI, pPYHHXO,
TyAKypHa, 4doWmab, TaKusIMyId,
JaCTypXOH - CaHJAHITYI,

skoHaMmo3 Ba 0. Knyuk makigaru

Oylomimap —oifHa XanTa, IIOHA

XaJita, KuinmMiIap — Kyunax, Jynmu,

HUMYa, TemOoHa0aHA,  Kamap,

0e00F, KO3BWKJIICHTH, JKUSIKIAp

Ba 0. Xap Omp KamTaHUHT 0e3aK

MaB3yH Ba IIAKIy-IIaMONIIApH

y €ku Oy OyrOMHHUHT Basugacura

Kapab OGenrmwiaHagu. WMuMpHK Kamrazap — cy3aHaiap
Ma3MyHHM Ky&€ml, oH, ongysiap HWHpPUK Ba KHYKHHA
Tynbaprryn Hakimm (KOCMOTOHHK Tamfa cudaruna);
VCUMJIMK, XaHJacHWil Ba YCIyOWil XaliBOHJAp TaCBUPH
YpuH onra.

XX acpma Oaaunii KaIITa9MINK €TyK MapKasiapu —
Hypora, byxopo, Camapxkang, Illaxpuca63, ®aprona Ba
TomkeHT maxapiapu 6yiraH. AHbaHABHN KAl TAYHIHK
Kamkanapé Ba CypxoHnapé BHIOSTIapHIA aXOJIUHIHT
Manmmii  Xaéruma  (aHbaHABUE  KyJNma  THKHII
KallTa4WIINTH) KeHT TapKajiraH coxa 0yiand KeJMOKIa.
V36eKHCTOHHMAT  3aMOHABHIl  KAIITAYMIMKIA SHIH
ycrnyOna  KyHAaldWK —JIMOOCIApHUHT MabiyM OWp
KUCMJIApMHH Ba MaWmuii OyrommapHu Oesamga Kyt
kenu0, coxara onp Oe3akiap TH3UMHHH Y3JIalITHPHII
Onnan Oupra, 3aMOHaBUH HCTEBMOTYMHHUHT JUIUHN
KOHJMPAANTaH, COBFA0ON OyIOMIapHH THKHII XaM
PHUBOXIIAHMOKJIA.

Embroidery

Beauty of Uzbek embroidery, ancient origins of its patterns
and diversity of techniques applied indicate to the fact that this
craft has passed a lengthy process of historical development,
and has rich traditions. Embroidery was spread mainly in
large commercial cities and villages, in ancient centers of
settled (agricultural) culture of Uzbekistan. It did not exist
only in Khoresm. Large-sized decorative embroidery, made
by settled population living in urban areas of Uzbekistan, can
be divided into several types. These are wall-mounted panels
(suzani, nimsuzani, oypalak), bedspreads, bedsheets and pillow
overlets (ruyidjo, joypush yakkandoz,
ulkorpa, choyshab, takyanpush), coverlets
or sandal (sandalipush), embroidery
sed for decorating upper parts of walls
zardevor, dorpech or kirpech), prayer
ugs (joynamoz), etc. Embroidered items
f small size are represented by sacks for
eeping mirror and comb (oyna-khalta
nd shona-khalta), skullcaps (doppi),
owels and waist kerchiefs (belbogh or
oziglungi), embroidered edges used for
ecorating certain elements of a dress
jiyak), etc. Ornamental pattern and
omposition of embroidery depended on its
ractical purpose (i.e. for what purposes it
as used). Large-sized embroidery had a
entral area and an edge. Main embroidery
otifs are symbols of cosmogonic origin
i.e. sun, moon, stars in the form of large
and small rosettes), vegetative and geometric patterns, stylized
images of animals and birds. In the XI1X century leading centers
of artistic embroidery evolved in Nurata, Bukhara, Samarkand,
Shakhrisabz, Tashkent and Ferghana. Traditions related to

embroidery existed in such regions as Jizzakh,
Kashkadarya and Surkhandarya as well. In
present-day embroidery of Uzbekistan a new
stage can be seen. For example, embroidered
items of skillful designers (from Tashkent
and Namangan), who revive the technique
and décor typical for embroidery of Nurata,
Bukhara and Samarkand, are in great demand
among people. Furthermore, the traditions
associated with hand embroidery of the XX
century are being preserved in Surkhandarya
and Kashkadarya regions. Hand-embroidered
items from these regions are intended for
usage in daily life and make up part of bride’s
dowry.
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ﬂocmoulmﬂuk CaHbvamu

JIOCTOHUMINK CaHbaTH — XalK OF3aKH IIOATUK
WKOIUAArM KaauMuil snuk anbaHa, HMMHuHr sHr €pkuH
HamyHanapuaaH Oupu. JlacTiaOKyIMK IIakiIuaard, MycCHKa
ac6obucy3, KeHHHYAIMK MabiymM Oup Mycuka (mymbupa,
KyOn3 Ba X0Ka30) MXKpocHIa MapocHMiIapia KyWlaHaJuras
acapiap sipatiira. JloCTOHUYMIINKHUHT KaJJMMUH HaMyHaJIapH
nOTumoniaaBpuapaa TypKHH KaOwiaigap opacuaa ByXyara
KenraH. ONHK JOCTOHJAPHM SIpaTyBUd Ba KyWHJIOBUH
Oamuxaryimap Kymaiu® OopraH capu YCTO3-IIOTHPIAK
aHbpaHaJIapHu Byxydra kema Oommramu. HarmkamaXV — XVI
acprapra Kenud KyNTuHa JOCTOHYWIMK MakTabmapu maiino
oynran, XIX acpra kenu0 sHama Tapakkuil dtraH. byHnmait
MakTabiaapaa xap OMp AOCTOHYM €KH JOCTOHUMIIAD TyPYXH
y3ura xoc MOITHK Hymu, yciaybu Ouman Oup-Ouprapunan
¢bapk kunaau. bomrkaua kuinb aTranaa, yMyMIIamrad myxra
SMUK aHbaHa JOUPACHIA MabJIyM Oaxmu EKU Oaximuiap
rypyxura Xxoc ajoXuJa IXKOOUHM Xycycusmiap, Hymniap,
ycnyOnap y3radanurd rozara kenajad. ByryHru kyHra kajaap
Bynynryp, Hapnaii, Kypron, Xopaswm, [llaxpuca6s, lllepobox
Kabu HMpPUK TOCTOHYMIMK MakTabnapuaaH tamkapu, Kamai,

IMuckent, kabum OomIka Mapkasliap XaM MablIyM. Yiap
penepryapnapu, ycayOu, MabIyM FIKOJ TaMOHHIHM Ba MKPO
ycynnapura kKypa Oup-OupumaH axxpanud Typaaun. Xap Oup
MakTad y €ku Oy OaXITHHHT HOMHM Ba (aoiuaTu OuiaH OmiaH
yambapuyac Oornuk. Mwucon yuyH, KyproH nocronunuru
Opram  JKymanOynOyn, bynynryp noctonumnurun @Dosun
Vlynuom V¥, Hapnait nocronumnuru Mcrnom Haszap yrum,
laxpuca63 nocronumnurd Aoaymia Hypanmum  YrauHuHT
(daonusiTi OUIaH OOFIHK.

JlocTOHUMIINK /A KaTbUil TApTHOTa PHOST KWIIMHTaH: IOCTOH
SIIUTHII YIyH Maxcyc Kedajap YIOMITHPWITAH, WIrapuiIapy
TyH-XamaM, KaTTa HUFHHIAp OaxIIMIapcH3 yTMaras.
Baxmm mym6upa xypauruga «Kymmapnm», «JIyMOupam»
TepMaJlapiHU aliTHO, THHIJIOBYMIAP YBTUOOPUHH Y3HTa KAl
9Traf. baxmm mxpo gaBoMuIa JOCTOHAATH Xap Oup TacBupra
MOC c¥y3 TommO, yma cy3mapra MOHAaHI XaTTH-Xapakariap
Kunrad. THHITIOBUMIAPHM KH3MKTHUPUIN OwWiaH, ¥3u XaMm
ToOOpa aBkra 4MKKaH. VIKTHIOPIH JOCTOHYMIAP HKKU-Y4
Ke4a MoOaifHu/1a, XaTTo 0i1ad NOCTOH Kyiail onrannap.

JIOCTOHUMJIMK aHBaHACH OYryHTM KyHJa XaM JaBOM
9TMOK/Ia, aMMO Kyiislan TapTuOm Ba mapoumiapuaa OupMyHda
y3rapumiap 6op. boiicyn, lllepo6ox, Kusupuk, [lekkoHobor,
Xopa3zm kabu Kyruiabd JIOCTOHYMWINK MakTaOW BaKWIIapH
21 Opacuja MalIXyp Ba TypJiM WUFUH Ba TagOupiapaa ¥3
CaHbaTIAPUHU HAMOUUII 3THO KeIMOKAAIap.

(58)

The Art of Doston Narration

The art of doston narration is an ancient epic tradition in
oral poetic creativity, one of the brightest examples of intangible
cultural heritage. Initially the works were created which were
performed during rituals in the form of a song and without
musical instruments. Later on these began to be performed under
accompaniment of musical instruments (dombra, gobiz, etc.). In
fact, ancient examples of doston narration emerged among Turkic
tribes of the antiquity. And as the number of poets-improvisers,
who created and sang epic dostons, increased, the traditions of
“master-apprentice” began to emerge. As a result of this, by the
XV-XVI centuries many schools of doston narration emerged, and
developed further in the XIX century. In such schools each doston
narrator (or group of doston narrators) differs with his own original
poetic direction and style. In other words, within the framework
of generalized and solidified epic traditions certain peculiarities,
original directions, styles, which are typical for a certain bakhshi
(or a group of bakhshis), emerge. At present, besides such large
schools of doston narration as Bulunghur, Narpay, Qorghon,
Khoresm, Shakhrisabz, Sherobod, also other ones are known, such
as Qamay and Pskent. Their repertoires, styles, certain principles

and paces of performance differ from each other. Moreover, each
school is associated with the name and activity of certain bakhshi.
For example, Qorghon school of doston narration is associated
with the activity of Ergash Jumanbulbul, Bulunghur school of
doston narration — with Fozil Yoldoshoghli, Narpay school of
doston narration — with Islom Nazaroghli, Shakhrisabz school of
doston narration — with Abdulla Nuralooghli.

In narrating dostons strict rules were adhered to: in order
to listen to dostons special evenings were organized; in the
past weddings, festivities and large-scale events were not
organized without bakhshis. Bakhshi, after tuning his dombra,
addressed with a song of “Nima aytay”, then sang such songs as
“Kunlarim”, “Dombiram” and in such a way attracted listener’s
attention to himself. Bakhshi, while performing, tried to find the
words corresponding to each description in doston, and made
movements in accordance with these words. Besides making
listeners interested in his doston, he gradually tried to achieve the
peak. Typically talented doston narrators could sing dostons for
two-three days, and even for several months.

Traditions of doston narration continue today as well. Though,
certain changes are observed in the manner of performance and
the conditions available for it. Nowadays representatives of many
schools of doston narration (such as Boysun, Sherobod, Qizirig,
Dehgonobod, Khoresm) are very popular among the people; and
they demonstrate their art at various events.
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Kyous usicpouunuzu Performances with Qobiz
Ky6u3 Mapkasuii Ocué XalKJIapUHHUHT TOPJIH-KaMOHIIH Qobiz isan ancient bowed string instrument of the people of
YOIFycH XucoOnaHamu. Y HOKCHMMOH miakiaa nukapu kucmu — Central Asia. It does not have upper sounding board and consists
yilunran gapaxt  (akcapusr of hollowed piece of wood
Xomapaa — TyT  JIapaxTH) (mostly it is mulberry
KyH/IaCHJIaH Taiépranran tree). Its resonator has
OYJIaKkka YpHATHITaH JacTaaad pear-shaped form to which

TaIIKAI TOIA M. ToBymt
XOCHJI KWJIAQAWTaH KUCMHUHHHT
TOpalraH TOMOHHU TYSTHUHT >KaF
KUCMMIAH ONMHTaH TepH OMIaH
kommanaau.  OT  gymmaaH
Tail€piaHral  MKKUTa  TOp
TEepU YCTUTa KYWHIraH Xxappak
opKaiu yTHO, KyOU3HUHT Jacta
KUCMHUHHUHT IOKOPHCHIaTH
Kynokmapra  ymanagu. Ot

neck, which is slightly
bent, is attached. In the XX
century it was proved that
qobiz is the most ancient
bowed instrument in the
world. It was created by
Turkic tribes already in
antiquity. This instrument
is considered to be the
forefather of many bowed

JIyMHUJAH TaW€pliaHraH STUK instruments, including,
KYpHUHHIIIATH KaMOHYa Vielle and Rebec, which
TaliépiaaHaan Ba YHH KyOus represent European

TOpHra  WINKANAIl  OPKAJH
TOBYII XOCHJ KAIHHAIH.

XX acpma  KYOM3HHHT
ep I03MJaru OHI KaAUMMH
KaMOHJIM  YOIIFy 9KaHJIMHIH,
TypKUil KaOuiiaiap TOMOHHIAH
Kyda  KaauM — 3aMOHIapAa
SIPAaTHITAHINTH  HCOOTIAHTaH.
Iy cababmm yHum Oapua
KaMOHJIM YONFYJapHUHT, Iy
xymnagaHn Espoma domrycn

ancestors of violin.

Qobiz, which is to be
found in Karakalpakstan,
preserved its archaic form
and origins. In Kazakhstan,
in contrast, it has modern
and renovated appearance.
Melodies of qobiz remind
of howling wolves, horse
gallops, sound of flying
arrow, or sound of swan,

cudparuga  OytyH  OyHETa etc.
TapKaJraH CKPHUIKA Ba YHHHT The history of
OMJIACHHUHT YTMHIIIONIH performances with qobiz
Oynran ®@unens Ba Pebek is associated with religious
YOIFYJIAPUHUHT XaM “‘oHa”cH 71e0 XUcOoOamar. and magical rituals of shamans. Apart from this this, playing on
Vrran acp Goummapuaa xo3upru Yzbexucron xyaymuaunar  qobiz represented an essential part of ritual events. At present,
XaMMa ~ SKOWHIa  HIUIATHITaH though, performances with
KyOM3 XO3Uprd  KyHma (akar qobiz are mainly associated
KopakajlmoFrucTOHIAarnuHAa with epic creativity of
cakinaHu®O  KomraH. Y epua jyraus.
MasKyp  YOJNFYy  KaXpaMOHJIUK In the past jyraus
JOCTOHJIAPHHH KyHJIOBUH worked at courts of khans
JKUPOBJIAPHUHT YOIFYCH CH(aTHIA in the capacities of military
uuuatuiIMokaa. Kyousma Xxocui and political advisers. They
KUJIHHAIATaH TOBYILIAPHU glorified heroic deeds of
rox OYpUHMHI YBHJUIALIM, TOX khans and batyrs (warriors).
OTJIAPHUHT enjail ydaétran OEK Nevertheless, with a lapse
TOByIUIApHHH, Yy4ub OGopaérran of time qobiz, and the
KAMOH VKU KM TypHaJIApHHHT traditions associated with it,
0BO3MIa KHECITAIl MyMKHH. began to die away, with its
Fumap  opacmma  ymby traditions remaining in the
YOIIFY MXJIOCMAaHUIAPHHHHT hands of jyraus.
KaMJIMTH Ty(ailin X03Upru KyHza At present the traditions
KYOM3  WOKPOUMJIMTH — HYKOJIHO associated with qobiz are
OGOpMOK/Ia. Iy  wmyHocabar disappearing. It is possible
Ounan KopakaimorucTonaara to observe only a few
Oonanap MyCHKAa Ba  CaHBAT followers of these traditions
Makrabiuapu, MaJaHUAT Ba among the young people.
caHbar  KOJUICXKIApUAa Maxcyc In this regard, with the
cunurap ounnra. [y Guinan Gup aim of preserving qobiz-
Karop/a KyOu3 siCOBYM YCTaTapHU related traditions in the
parbarnanTupuni,  yuioy — HOED College of Art (Republic of
WOKPOYMITHKHI bonbKIIOp Karakalpakstan) and several
TAHJIOBJIApU Ba (peCcTHBAIIAPHIA other children’s music and
TapFub STUI OPKAM YHH CaKiad art schools special gobiz
KOJIMIITA XapaKaT KHITMHMOK/IA. classes are being opened.
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bewuk ounan 6021ux
ypgh-ooamnap

Anpanara Kkypa ¥y30exsmappa OCImINMK YaKaJOKHHHT
OHa KapuHAomutapu-6o6ocH, OyBHCH, TOFa Ba XOJlalapu
TOMOHH/IaH KHJIMHTaH.

5\736e1<nap11a OomaHn Oemmkka Oenamjga KapWHAOII-
ypyFIap Ba Maxa/ulafa XypMaTiH, YbTHOOPIIH, YBaIH-KyBaJIH
aémnap TaHiaHraH. Bymapman Gupu mos Momo (dHara) E€ku
y3uHMHT Karrta OyBmcu OYnmumm no3um Oynran. KaiiBonun
aén XOHAHUHI ypracura Ky3MyHYOKIap, KYFUPYOKIap
Ba TyMOp Xamia Typnu Oe3axiap
ocmirad, 6axmai Ba MOHUIAH Typin
émuurnaiap  émwiraH  OeNMIMKHU
010 KenraH Ba YHH OOII TOMOHHHU
kubmara Kapatu® Kysan. bBomanm
OermmKka Oemamina “KypKrMac
6oTHp OYITHH, COFJIIOM YCTHH, y30K
smarua!” ne6 typunran. Iy Tap3ma
Oomannm Oemmkka Oemammd, Ky
o6ru OOFIaHTaHAAaH KeHHMH OemuK
arpoduna  TYIUIAHTaHIAp  OEIIHNK
YCTHIAQH TypIIH COUKHJIAp COYTaHIap.

Bemmkka Oenamia yakaiok YFul
Oora 6¥nca, ynraiind aGxkup YaBaHI03
OyicuH, JeraH HUATIA OCIIMKHHHT
yctura KaMud, Ku3 6oma Oyiica, geBap
OyncuH, ned Kypama KamTaiu ECTHK,

HUHA, UII KyinO kyhmmamu. CyHrpa
HCHPHK TyTaTHjgagd Ba  OEMHK
yCTHAQH yd MapTa allaHTHPHIAIH
Bemmkka Oemaérran kaliBoHW aé:
“Oracu Kengu OCIMIMKKA, IIAWTOH
YUKCHUH OIIMKKa”, - 1e0 aWTub
typran. Oparma Oemaérran  aénm
oF3Mra HOH THILIA0 onub, TOo Oeirad
oynryHHYIa rarypMaras. Bona
Oema®d OYynMHTaHMAH CYHr KalBOHU
oF3uard HOH &m 0o0Ja TOMOHHIAH
“ympu y30K, pusku OanmaHzm Oyicun”
JleTaH HUATIA Y30KPOK JKoira onmd KOYMITaH.

@aprona Boamiicua aHbaHara Kypa, OolaHH OeMIMKKa
Oemamga €cTHFM OCTHra Kyil4a, Ty3, NHYOK, OlfHa,
CypxoHnapéna oiiHa, Tapok, TOIIKeHTOa 3ca OWHA, IMHYOK,
KajgaMnup kabm Hapcamap Kydmnran. by nHapcamapHuHT ¥3
pam3uii MabHOCH OynraH. Hom pusk-nacmba Oynum OnimaH
Oupra WHCOHHUHT JOMMHUH Hynmomm Xam Oynran. ITmdok
Ba OWHA KyHumjia ryjgak xaé€Tu OWHaJIeK TUHUK, MUYOKIAH
YTKHp OYICHH AeraH HUAT My)KacCaMJIAIITaH.

Customs and Traditions Associated
with Beshik (Cradle)

According to Uzbek traditions, beshik (cradle) was brought to
the house of the newborn by mother’s relatives, i.e. by grandfather,
grandmother, uncles and aunts.

In line with Uzbek traditions, the women, who were mothers
of many children, and who were held in high esteem and had
authority with relatives and people of mahalla (local community),
were selected for putting baby to beshik. One of such women
needed to be a midwife or grandmother (or great-grandmother).

According to the tradition, a well-informed
woman brought beshik (which was decorated
with beads from evil eyes, toys and amulets,
and was covered with beautiful velvet and silk
coverlets) to the middle of the room, and put
its head part in the direction of giblah. When
baby was put to beshik, she told, “be strong,
grow well, be healthy and live long”. After the
baby was put to beshik and his hands and legs
were tied with a help of a string, all gathered
people brought their presents inside the room
and showered over beshik.

If it was boy, who was put to beshik, with
ahope that he would become a good horseman
in the future, a horsewhip was put over
beshik. If it was girl, who was put to beshik,
with a hope that she would become a good
needlewoman, small embroidered pillows,
needle and threads were put over beshik.
Then, beshik was smoked three times with
isirig (peganum). Also, there was a custom,
according to which the woman, who put baby
to beshik, told, “Egasi keldi beshikka, shayton
chigsin eshikka “(“The owner of beshik came,
so devil, go out”). Usually, the woman, who
put baby to beshik, took flat bread, bit it, and
kept it in her mouth and did not speak until
the baby was completely put to beshik. After
that, a wish was made, “May life be long, and

living abundant”, and then this piece of bread was put aside.

In accordance with established traditions, salt, knife and mirror
were put under pillow of the baby in the Ferghana Valley; mirror
and comb - in Surkhandarya region; mirror, knife and pepper - in
Tashkent. These items were put because they had some symbolic
meaning. For example, bread, a necessary livelihood, has always
accompanied human. Knife and mirror symbolized a hope that the
newborn would have such a life, which is bright as mirror, and
sharp as knife.
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Xangauunuk

XopazMaa XanK ~ KYIIMKIApM Ba  ONHMK  acapliapHH,
yiIap[aH ONMHTAH Iapyajap Ba alpuM TepMaJapHU KyWIOBIH
WKOIKOpapHu  Xandanap ae6 ropurtwiaan. XaupauymimK —
Xopa3M BOXacuja KEHI TapKaJfaH MaxauIMid OF3aKH HXKOJ
HaMyHaJIapUHA MapoOMUra eTKasuO, IDKPO OTyBUM aéiuiap
canbary. Xandanap GaonusaT KypcaTull apouTUra Kypa MabIlyM
WyHamuira OYIrHaIu: YOJIFy OpKalu KyWIapHU YaryBuH “‘Xanda
co3mit”, Tyi Ba Gasmiapia KYIIMKIAp IKPO ATyBUM ‘‘Xaia
EnoFmii”, JIOCTOH Ba YHAArd TepMa-KYIIMKIAPHU IKPOUUCH
“xana moctoHun”, pakc TynryBuH aéimiap “xamda pakkoca Exu
yimHan” xampa “xanda kurtobmit” - Tap3us Ba MapocHMIIapa
KUTOO YKyBuM aén. Yiap mwkoaxop cudarnia mebp Ba KyIKiIap
MyaJumsiapy Xam Oynmumrad. Mamxyp xuBamuk Oxmnza xanda
(Onabuon OtaxxonoBa)uuur 30 AaH OPTHK IMIEHP-KYIIMKIAPU
KynruHa xandanap TOMOHMAAH — KyilJJaHMOKZA. Vrmumna
“mukapn”’ma aéimiapra Xu3Mar KujiraHiap.

Xanpaumk caHbaTH HKKHA Typra OYIMHAIM. aHcaMOIIM
xandanap (xaada €10FM, CO3U Ba PaKKoca) Ba sKKa xadaap
(xanda xurobuit). Ancambum xandamap yd Kummaad ubopar,
stbHH ycTo3 Xasiha (aiinu Bakraa rapMoH (XX acpaa pyc rapMoHu
Xopazmzaa TapkanuO, omMMmanammb KeTraH Ba YHH “Kyn co3”
Jeraan) yanajad Ba KYIIMK aiftaju), Joupadd (KYImKiapra
KYp Oyamu, 6ab3aH pakc TyIIaau) Ba YiinHumMIap (pake Tyiaam,
Kalpok OwnaH YyiHaimu, erakun xaidara KymmamO, KYIIMK
XaM aiitaju, 6ab3aH JoMpa XaM Yaliaju) Oupranmo, KaMOaHH
Tamkw sraguwiap. “Xanda €normit” TYH KYIIMKIapy, jamap Ba
sanapay; “xanda TOCTOHUM” Xajk
JOCTOHJIAPUHM, yNapAaH  OJNMHTaH
napJajapHi  Ba  JIOCTOH  TepMa-

KYIUIMKJIapUHY, Oupraavkaa y3mapu

saparran &ku OOIIKa IKOIKOpIap

acapiapuHM  TAIKMH  JTajiuiap.

Slkka xasganap TOCTOH, IIEbpiIapHH

Ba TEPMAIApPHU UOIFYCH3 FDKPO

sramwiap.  Ymap  JIOCTOHJIApHU

énnan — or3aku €ku €3Ma aHbaHa/a,

TypAn MaB3ylard KUTOOMaH EKUMITI

oxaHrga  yruimaiap.  Xanganap

MaxaUMid  XaJKHUHT Oapya  TYil-

XaramyIapyza, TypIIH MapoCHMIIAp/a,

alnap HurnHIapu Ba Oalipamuiapia

KaTHaIIaguiap, Tyl Ba Ba OoIIKa

MapOCHMJIApHU OOIIKapawiap, >KyMJIalaH, HUKOX TYWIapHHH
“Tyit mybopak” €xn “T¥i OomutoBn” KymmKIapy OWIaH o4n0
Oepamunap xamaa “Tyit sxkaBoOu” OunaH sIKyHIaluIap.

XOHUII ~ KWIWIL, KyHJIapHH MOXMpPOHA IXKpO  OTHIL,
FasaUIApHU KyHra coian0 YKWI, THHIIOBYWIAPHA POM KHJIMII,
Oamuxaryinmuk — Xandaumiuk —~— CaHBATUHHHI  XapakTepin
Xycycusiiapu.  Xanpaduiauk SKO3HOamd Ba HaBKUPOH aémmap
canbatu cudarnma XopasMm Boxacuaa (XO3uUpru KyHIa Xopasm
Bunoatn Ba Kapakammoructon PecryOmukacu — OiuMKKaiaba
BIJIOSITH) LIy KyHJIapaa XaM KSHT JaBOM 3TMOKZAA. Xa(padnink
HamostHIamapu bubn mownpa, Oxmza xanda, XoHUMKOH xaida,
Onaxon Cadaposa, Hasupa Cobuposa, Posust Marunés kusm,
Caonar Xynotibepranosa, [lommmo Canmmamar Kusd, AMOap:KoH
Py3umeroBa, AHopxoH Pa33okosa Ba 6.

Xanpaumnmuk ~— Hadaxkar — aHbaHaBUH  “ycTO3-LIOTHPH”
MakTaOapH, 0aKy 3aMOHABHH XHBa MyCHKa MakTaOIapH, Yprand
Ba OIUIMKKATbha CaHbaT KOUIOKIAPHAA, SKyMIIalaH, XwWBaJIa
maxpuaa Tamkwi stwmad “Xanda” Kuzaap Maktabu OpKajiu
V3mamTupuaMokaa. Xanda WKpOUMIapH TAaHIOBH Xopasmza
Ba Kopaxammorucron PecrnyOmikacun DIUHMKKanba BHIIOSTHIA
“Hadocar Oycronnm MaHuM” HOMIM  (pecTHBAIM JOMpacHia
(2013 #innman) YTra3UIMOKIA. XOpa3MiInK xandanap ¥3 caHbaru
Ba WKPOUMIIMK Maxopariapuay “boiicyn 6axopu’” Ounk (oibkiiop
¢ectuBay, “Acpnap canocu” AHbaHaBUI MafaHUAT (HeCTUBAIN
Ba “Ulapk Taponamapu” Xamkapo MycHwKa (ecTHBaIIapuIa
HaMOWHIII TMOKAaIap. Xan(padmiiK caHbaTh (ecTHBam XuBa
maxpuia yrrasuimokaa (2016).

Khalfa Art

Khalfa is a woman-performer of folk songs and instrumental
music, a poetess in Khoresm Oasis, who embodies traditions of oral
folk art. In terms of activity, there are the following types of khalfas:
khalfa sozi (khalfa-musician), who performs folk instrumental
melodies; khalfa yodoghiy (khalfa-singer and khalfa-poetess), who
performs folk songs at wedding ceremonies and festivities, while
accompanying her singing by playing on a musical instrument;
khalfa kitobiy (khalfa-book lover), who reads old books of religious
themes during commemoration and rituals events (“mushkulkushod”
— literally “relief”); khalfa dostonchi (khalfa-narrator); khalfa raggosa
or khalfa oyinchi (khalfa-dancer).

In Khoresm two directions of khalfa performance became
widespread, i.e. ensemble performance and solo performance.
In ensemble performance it is possible to see a leading woman-
performer, who sings songs under accompaniment of accordion (i.e.
Russian diatonic accordion, which has been existence in Khoresm
since XIX centure and which is called “qol soz”), doira player (who
accompanies singing by playing on doira; sometimes she can act as
a dancer as well) and dancers (who accompany singing with their
dances; they usually dance with kajraks (castanets), or sometimes,
sing along and play on doira). Khalfa yodoghi opens a wedding feast
by performing wedding-related ritual songs (such as Toy muborak,
Toy boshlovi) and conclude by singing a song called “Toy javobi”.

The repertoire of khalfa is vast and diverse. It includes: wedding-
related ritual songs as well as other types of ritual songs; lyrical songs;
lapar and yalla songs; romantic and didactic songs, which are based

on the poems of Makhtumaquli, Munis, Ojiza
khalfa; own songs as well as those relating
to other khalfas; fragments and songs taken
from epic stories; romantic dostons (such
as “Tohir va Zukhra”, “Oshiq Gharib va
Shokhsanam”, etc.).

For khalfas, who perform solo, typical is
small declamation-like recitation of dostons
and old religious books during organization
of religious rituals in womanly circles.

Khalfa is a woman-performer of folk
songs, dostons and instrumental music. She
is also a poetess and author of her own songs.
Typical for her are: expressive singing;
skillful use of the musical instrument (“gol

s0z”); skillful performance of dostons; ability
to improvise (i.e. ability to create and indite new things during
performance); emotionality while reciting poems (in combination
with a songful melody).

Till nowadays the songs and poems of Ojiza khalfa (literally,
“Blind khalfa”; in reality her real is Anabibi Otajonova (1889-1961)),
who was the author of more than 30 songs, enjoy popularity among
khalfas. She herself trained a number of talented khalfas, among
whom it is possible to mention Nazira Sobirova, Raziya Matniyoz
qizi, Saodat Khudoyberganova and others.

Khalfa art is still popular among the population of Khoresm
region and Ellikgala region of the Republic of Karakalpakstan. The
bearers of khalfa traditions are Bibi shoira, Ojiza khalfa, Khonimjon
khalfa, Onajon Safarova, Poshsho Saidmamat gizi, Ambarjon
Rozimetova, Anorjon Razzogova.

For the purposes of preservation and popularization of khalfa
art under Music School of Khiva Children’s Khalfa School was
established. Currently, the traditions associated with this genre are
mastered not only through “ustoz-shogird” (“master-apprentice”)
traditional method of learning, but also through studying at music
schools of Khiva, colleges of art of Urgench and Ellikgala. Moreover,
khalfas regularly participate in review competition of bakhshi-shoirs
(since 1999). In Khoresm and Republic of Karakalpakstan various
competitions of khalfa performers are organized (in particular, there
is a competition of khalfa performers, which has been organized
since 2013 within the framework of the festival “Nafosat bostonim
manim” in Ellikgala region of Karakalpakstan). In addition, festival
of khalfa art is organized Khiva (Khoresm region, 2016).
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baxwuuunux

baxmmm  — osnuk  wkoaxop. «baxmm» cy3u  Typau
JMaBpiapaa [IOMOH, KOXHH, KajaHaap, skappoX, (osouH,
KOTHO, XMCOOUH, yCTO, MabpudaTdn Kabu Typiid MabHOJAPHH
ndonanab kenrad. «baxmm» —XaJk OF3aKW MKOJMHUHT SIHK
Ba JIMPUK Typra XOC HaMyHaJlapuHM alTyBuM, KyisoBYM
npodeccHoHaN IKpoUnIapH H(pOAANIOoBYM TyllyH4a. baxuim,
S'’bHU CaHbAaTKOP JOCTOHUMJIAPHU 2J1 opacuja 10300111, COKH,
CAHHOBYHM, CO34H, KHPOB je0 XaM aTaiimumap. Y3 HaBGarnna
Gaxmimiap xaM MabJIyM OMp XyIyJHUHI JIOKaJ XyCyCHUSITIApH,
WKpPO ac0o6(aymOupa, KyOu3, HyTOp, TOP)JIapu XamIaukKpo
yeinyOu (M4 OBOB3, TamiKu OBO3)ra Kypa (apkiaukiapra
ara. K¥pron, Byaynryp, Hapmaii, IllepoGon kabu Typiu
JOCTOHYMIIMK Makralnapuia eTHUIIHO YMKKaH Oaxiwiap ¥s3
YDKPO YCIIyOW, UMKOHMSITH, penepryapu Owian Oup-OupuaaH
(hapkiaanu6d Typamu.

bPaxmunap,
acocaH, WXpO4H Ba
IDKOIKOpOaxmuiapra
oymunaau.  Vbxpoun
Oaxmuiaap,

YCTO3MJAH YpraHrax

JIOCTOHJIAPHU KY3bUI

y3rapuiuiap — OuinaH

allHaH  Ky#Jjacanap,

WKOJKOp  Oaximiap

OF3aKM DIHK aHbaHa

acocHa JIOCTOHHUHT

¥3 BapUaHTIIapH,

XaTTo yinap acocuia

SIHTU JIOCTOHJIAP XaM

sparaaunap. bynnait

Oaxmmiap — <IIOHp»

ne6 xaM FOpPHUTHIAIH.

Opraw woup, Do3un

110U, [Iynkan

mwonp, Abaymia moup, Xumup moup, Komup PaxumoB kabu
Gaxmimiap IOCTOH Ba KYIIMKIAPHU KyOu3, aymoOupa, IyTop
Kkabu co3map SKypauruaa Kyitmaradn. Xopasm OaxIinmuiapu
JOCTOHJIAPHHU acocaH Topja OWiIaH WKpO dTaauiiap, yiaapra
FIDKOKaK Ba OYiaaMoHma coszumiap kyp Oymamwmap. JloctoH
KyWnai, LIOTHPJ eTHINTHPUIIA KaTbuil TapTud, KOHYH-
KOMJanapra, YCTOX LIOTUPIYMWIMK aHbaHAapura  pHos
KWinHraH. baxim penepryapuia YHiad TOCTOHIAP OYIHIIH,
OMp JIOCTOHHHM TYpPJIM OXaHI, HarMmajapja WXpO 3Ta OJIMILN
MYMKHH.

Onuk WwKox Xap Oup XaJKHUHT OaJuuil TapUXUAUD.
Ulynpaii 9kaH, YHHHT IDKpOYMJIApH Oynmuin Oaxmiiap
XaM MUJUIaT Tapuxu, CaHbaTH, MaJaHUATHUHU MUHI ﬁﬂﬂﬂap
maBoMuaa acpab-aBBaiiad kemaéTraH, aBJIOJIAH-aBIIOJra
eTka3zaéTrad, MIUINI MaJaHuAT, Tapyx Ba ¢ancadara y3MHUHT
OeHa3up ylIymHMHM KYIIHO KeiaaéTraH YIKaH KOAKOPIApIHp.
«ANNIOMUII», «YpyFam», «Jlannm», «Pagran»,
«Pycramxon», «Kynyrmym», «Omunk Fapud Ba Illoxcanam»
kaOu yikaH Oamuuii oOumamap xaMm OW3ra aHa HIyHIAH MUK
YDKOZIKOpJIapAaH Mepoc 0Yaub KoJraH.

V36exucron PecnGymukacuza HMM 6ynran >stu6op,

«Xank ~Oaximpcu» JeraH  IOKCaK YHBOHHHHI  JKOPHH
STWITAHIIUTH, OaXIIU-LIOUpiap ypracuaa Typiau KYpHK
Ba (ecTHBAUIAPHUHT OYynuO YraérraHiaury, MHJUIUH

KaJPUSTIAPPHUHT TY/U1ad sIIHANIM, OaXIIHWINK CaHBATHUHT
sAHaga pUBOXK TOIUIIN, YCTO3-LIOTUPAYUIUNK aHbaHAJIAPUHUHT
0apIOBOMJIHTHIa MYXHM aXxaMUsITra ara 0YIMOK/Ia.

[lo6epnu bonrtaes, Admynasap [Toénos, Kaxxop Paxumos,
Kanaunap HopmaroB kabu kyruiab xank 6axuimiapu OyryHru
KYH/Ia XaM TypJIu Taa0up Ba HUFHHIApaa, TEICKYpCaTyB Xama
PAAMODILIUTHPUIIIIAD OpKAJIK Y3 CaHbaTIApUHU HAMOWHII
3THO KeJIMOKIaap.
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Bakhshichilik - Folk Narration

Bakhshi is a performer of epic. The word “bakhshi” in
different times meant different things, for example, a forecaster,
dervish, surgeon, fortuneteller, clerk, book-keeper, mentor or
enlightener. “Bakhshi” is a term, which is used in relation to a
professional performer, who sings and performs examples of
epic and lyric forms of oral folk art. Bakhshis, i.e. narrators of
dostons, are sometimes called among the people as “yuzboshi”,
“s0qi”, “sannovchi”, “sozchi” and “jyrau”. At the same time,
bakhshis differ based on local features they represent, musical
instruments used (dombra, qobiz, dutar, tor) and performance
style applied (singing with inner voice, singing with external
voice). Bakhshis, who represent various schools of doston
narration (such as Qorghon, Bulunghur, Narpay, Sherobod,
etc.), differ from the others with their performance styles,

available  possibilities
and repertories  (see:
The Art of Doston
Narration).

Bakhshis are
divided into the
following as  well:
bakhshi-performers and
bakhshi-creators. While
the former ones usually
perform dostons, which
they learned from their
mentors, with slight
changes, the latter
ones, based on oral epic
traditions, create their
versions of  dostons
(or even new dostons).
These types of bakhshis
are sometimes called as
“shoir”. For example,

such bakhshis as Ergash shoir, Fozil shoir, Pulkan shoir, Abdulla
shoir, Khidir shoir, Qodir Rakhimov performed dostons and
songs under accompaniment of stringed instruments as qobiz,
dombra and dutar. Bakhshis of Khoresm perform dostons
mainly with a help of the stringed instrument called “tor”,
which is accompanied by musicians, who play on a reed-pipe.
In performing dostons and in training students bakhshis strictly
adhered to the rules as well as traditions of “master-apprentice”.
The repertoire of one bakhshi may have dozens of dostons; and
he can perform each one by using different tunes and methods.

Epic creativity can be considered simultaneously as a kind
of artistic history of a nation. Therefore, bakhshis, who perform
dostons, are great men of art. They are those, who have been
preserving and transmitting national history, art and culture from
generation to generation for thousand years. And they are those
who have been making invaluable contribution to the national
culture, history and philosophy. And it is thanks to these men of
art, who perform epics, it became possible for us to inherit such
invaluable artistic works, as “Alpomish”, “Goroghli”, “Dalli”,
“Ravshan”, “Rustamkhon”, Kuntughmush”, Oshiq Gharib and
Shokhsanam” (see: Doston).

Attention, which is paid to intangible cultural heritage in
the Republic of Uzbekistan, institution of the honorable title
of “People’s bakhshi”, organization of diverse competitions
and festivals among bakhshi-poets, promotion of national
values and further development of the art of folk narration —
these all are very important in ensuring continuity of “master-
apprentice” traditions.

Nowadays, many bakhshis demonstrate their art at various
events and gatherings, TV and Radio programmes. From among
them it is possible to mention Shoberdi Boltaev, Abdunazar
Poyonov, Qahhor Rakhimov and Qalandar Normatov.
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Mapzaunon XynHapmanouuiuKHu
puesodcranmupuwi mapkazu. Amnac
6a Aopac myKuut aHbaHAGUL

MEXHO/I102UACUHU caKialil
MapfunoH xyHapMaHOYMITUKHU PUBOXKITAHTUPULL Map-
kasun — Y36ekncToH PecnybnvkacuHuHr ®aproHa BunosTm
MapfunoH waxpuaa xonnatwirad. MapsunoH Bytok mnak
nynuaa xovnawraH 6y-
nmo6, magaHun anma-
WMHYB Ba WKTUCOAMN
XaMKopnukga — Myxum
YPYH arannaraH.
OpamusgaH aBBar-
M 3 acpga MapfunoH
XyHapmaHgnapv — una-
KNy martonapHu umwnab
YMKAPWVLLHU PUBOXKIAH-
Tmpnwga Ba OcuménaH
EBponara kapap ert-
ka3nb GepraH.
2007 wvnpa Atnac
Ba Agpac TyKuLW aHab-
HanapvHu 0aBOM 3TTU-
pyvLL Ba Kenaxkak aBnoa-
ra eTkasuLl makcaguaa,
V36eknctoHn Pecny6nu-
Kacu XyKyMaTUHUHI Ta-
wabbycn 6unaH KOHE-

CKO xamkopnuruga
MapfunoH Lwaxpugaru
Canng  Axmag  Xy-
xa Magpacacu-
na MapfunoH

XyHapMaHOYUIUKHU pU-
BOXNaHTUPULL MapKasu
TalwKun aTungu.

Mapxkazna Kyiugaru

aBJIOf  BakWwLIapu  (Qa-

OJIHSAT Kypcaraiap:

Pacymxon Ba Paxumxon

Mup3aaxmeznosiap (9 apiox Bakmiuiapu), Anuiep Axmaiaiu-
eB Ba Maxmypkon Typcynos (3 aBnox Bakuiuiapu) xamza [lep-
30mxk0H Fo3ues (2 aBnox Bakuin).

Mapruion maxpuia atiac, aapac, OekacaM Ba IIOHHK
tykum 6mran 500 nan opTHK ycTanap HIyFy/uIaHuO Kelaauiap.
Vnapra épaam OepyBunm omia ab30JIapy Ba LMIOTUPUIApU OMIaH
xucobmaranna 3000 opTuk onam mry kacO OMIaH UILTAHIN.

Mapxkas ycracu KagumMuili Mma-

TOJIApHHM Ba TaOumi OYEKHM ImIy-
HUHTZEK OOIIKa Makrabiap Maro-
JIApUHY THKJIAMmAa (Gaos UIITHPOK
st™okaa. Kagumuii Byxopo “Abio
Baxman” maTocu TYKWINII TEXHU-
KaCHHH KaiiTa THKJIAraHIUTH YIyH
2005 imnna Pacymxon Mup3aax-
menoB FOHECKOnuHT abio cudar
cepTrUKaTH ONIIAH TAaKAUPIIAHH.

Mapxkaz MapruiioH maxpujgaru

“Muunii XyHapMaHTIMIHK Kaco-
XyHap Kkoiexu’ OwiaH ¥3apo
XaMKOpIMK ~ Oyiinya mraprHoMa
nm3onanrad. Xap #mmm 100 optux
KOIIeXK — Tamabamapu  Mapkaszia
MWIUIMHA MaTollapHU Taiépiamr Ba
Tabunii 6yExnapaan (oinanaHu

Oyiirua amanuéTaa KaTHaIAIuIap.

The Margilan Crafts Development
Centre: Safeguarding of the Atlas
and Adras Making Traditional Tech-
nologies

The Margilan Crafts Development Centre is located in Mar-
gilan, Ferghana Valley of Uzbekistan. Located on the caravan
routes of the Great Silk Road, Margilan was an important venue

for commerce and cultural ex-
change. Since Il century AD,
Margilan’s masters continu-
ously worked on improvement
of silk fabrics, which were then
delivered by merchants to vari-
ous destinations in Europe and
Asia.

The Crafts Development
Centre was established in 2007
in Margilan in cooperation
with UNESCO Tashkent Of-
fice. Its aim is revitalization,
safeguarding,  development
and transmission of Uzbek tra-
ditional atlas and adras mak-
ing. The Government provided
the restored building of Sayid
Akhmad Khoja madrassah, as
the premises for the centre.

Following masters repre-
sent the Margilan Crafts De-
velopment Centre: Rasuljon
Mirzaakhmedov and Rakh-
imjon Mirzaakhmedov (9th
generation  representatives),
Alisher  Akhmadaliev  and
Makhmudjon Tursunov (3rd
generation  representatives),
Sherzodjon Goziyev (2nd gen-
eration representative).

Today more than 500 skil-
ful masters are dealing with

adras, begasam and ikat weaving in Margilan. Approximately
3000 people, representing the families or apprentices of masters,
are involved as assistants.

Master of the Center contributed to revitalization of dif-
ferent aspects of ancient ikat making and natural dyeing
as well as other textile schools. Among them it is possible
to mention the old design of Bukhara silk-velvet ikat — “Allo

Bakhmal”, for which Mr.
Rasuljon  Mirzaakhm-
edov was awarded
UNESCO's “A Seal of
Excellence” (2005).

The Center con-

cluded a cooperation
agreement with Na-
tional Crafts College lo-
cated in Margilan. This
allows organizing prac-
tical sessions for about
100 young people an-
nually on learning the
secrets of ancient at-
las and adras making,
technologies of natural
dyeing, to enhance their
skills and creativity.
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Hon ounan 6021ux anvananap

V36eKkuCTORIa HOHJNAD Y3MHHHT XHIMA XHI BAa DAaHI-
GapaHmTHrH GUTaH Kpanubd Typagn. Y30eKkmapaa  HOHHHHT
«yH HOHH», «OOW HOH», IIMPMOW HOH», «IIMPMOH Kyada»,
&FIM HOH, «KM33all HOH», «IHE3ITM HOH», KKOBOKIH HOHY,
«raTup HOH» Kabu KYymiad Typrmapw Oynwmm OwimaH Oupra
xap OMp MUHTaKa aXOJHMCH OpacH/a HOH TaHEpIalIHuHT y3ura
XOC TEXHONIOTHSCH Ba MakTabum Oynran. CamapkaHI Xakuua
ésran 3axupuminH Myxamman boOyp «Xy0 HOHBONMKIApH Ba
OIIITa3MIIMKIIApU OOpAyp»,-1e0 Kaiin 3TraH .

V36ex ommamapuaa dapsanmiap GOMATMK IaBPHAAHOK
HOHHM  9B3037all, YyHH Hcpod KWIMACIHK pyXuaa

tapOmsitanrad. HoH Xed Ka4oH OEK OCTWTa TalllaHMaraH.
HomH# 6OCHII OFUp TYHOX XHCOOMaHTaH. Y36eKmapa érauran
epaa HOH €0 OynMaiian. Arap €ToKIa HOH eiuiica KU EMOH
Tyl KYpHO TyIINIA alaxCHpamy MyMKHH, 10 XHCOOIaHTaH.
V36exucTonaa xap Gup xoHagoHra Tampud GylOpraH MEXMOH
onaura E3WNaAWraH  JACTYpXOHTa JHT aBBaJO SHI YIyF
HEbMaT Tap3fa HOH ONMO KeNMWHTaH Ba KyWWITAaH HOH OWIa
OonuTHFM TOMOHUAH CHHAMpHITaH. HoHHN midok éku Gomka
KecyBur Oyromuiap OWJIaH yHIaTWII IOy MyKaamac HebMarra
XypMaTcH3IuK cudaruga 6axolaHTaH.

Moram  MapocMMHAaH ~ TamKapd ~ Jedpnn  Oapda

MapocuMIlapra KeliraH MEXMOHIap y3iaapu OwiaH HOH OJHO
Oopranmap Ba ¥3 HaBOaruma, ymoy
TaHTaHaJIapJaH HOH ONMHO KalTranmap.
Hukox TYHHUHU OOLIAaHUIIIN 1A
COBUMJIAD TOMOHHAAH KH3HHHT OTa-
OHacHIaH PO3MITHK aJloMaTapu
ONTMHTaY, Kekca €I, Ky (pap3aHyim,
OMp HHUKOXTM KHIIM HHTUT Ba KH3
TaKIUPUHUHT MyCTaxKaM OOFIaHHIIN
XaKkura Iyoum Qotumxa YKuO, Kymura
KH3 TOMOHU/AH JTaCTypXOHTa KyHuiaran
Ba WUTHT TOMOHWJAH ONUO KeITWHTaH
HOHNapJaH OWuTragan omaud KyQpT
KAIagl Ba HOHHM [o3a Tapadura
KapaTuO TEHT KWINO CHHIUpaan. Yoy
yaym ¥30exmapia  HOH — CHHIWPHII,
ned HOMJIQHTaH. Mapocumua
KeKca €NUIM KWIIMHA  HOHHH XKy(T
CHHAMpHUIA 3ca KeIWH KyEBHUHT
KyIIa KAapUIIN XaKuIarn Op3y-MCTaK
HaMOEH OYIWIIMHU aHIIaTca yHoy
MapoCHM Xap WMKKM TOMOH YypTracuia
KapUHIOIIIIITHK pHIITanapu
OOFJTaHTAHIINTH paM3H XHCOOJIaHTaH.
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Traditions Associated with Bread

Bread stands out with its variety in Uzbekistan. Besides
the fact that there are different types bread, which are known
among Uzbek peoples (such as “uy noni”, “obi non”, “shirmoy
non”, “shirmoy kulcha”, “yoghli non”, “jizzali non”, “piyozli
non”, “govoqli non”, “patir non”, etc.), each of the regions
had its peculiar method and school of bread making. Even
Zahir-ud-Din Muhammad Babur, while describing the city
of Samarkand, wrote, “Here bread is baked and meals are
prepared wonderfully”.

In Uzbek families, children were taught to be in respectful
attitude to bread since early childhood. They were warned

and told not to be prodigal in relation to it.
Therefore, bread was never thrown under
one’s feet. Stepping on it was considered to be
a grievous sin. In addition, among Uzbeks it
was not allowed to eat bread in the bedroom.
In accordance with popular belief, if there was
bread in the bedroom, then a person could
slightly wander in his dreams, and see bad
dreams. As a rule, bread is put in front of a
guest as the most preferred dish in every house
of Uzbekistan. And it is usually split into parts
by the owner of the house. Cutting bread with
a help of knife or other cutting devices was
considered as disrespect for this holy food.
Arriving guests brought bread with
themselves to almost all rituals and ceremonies
(except mourning ritual). They also came back
from these events with bread. At the beginning
of wedding ceremony, after matchmakers had
secured consent of bride’s parents, an aged
man, who had many children and was married
only once, prayed for a newly married couple (he wished them
strong marriage bonds). Then he took a pair of breads from
among those brought by matchmakers, put them on the table
(at bride’s house), and split them into halves. This ceremony
among Uzbeks was called “non sindirish” (“splitting bread”).
It symbolized a hope that a newly married couple would be
respected like bread, and that they would never lose their
dignity. Splitting bread sometimes symbolized a hope that a
newly married couple would grow old together. In general,
this ceremony was considered as a symbol of strengthening
bonds between two sides.
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Mamonap Fabrics
V36eKuCTON amasIvil CAHBATHHIHT TAPUX Uil aHbaHATAPH OHIIAH Artistic finishing of fabrics is one of the remarkable types
Ooif OynraH coxa — XyHapMaHIYMIMKHUHT of applied arts of Uzbekistan, which has rich

historical traditions. Main centers, producing
Uzbek artistic fabrics, evolved in the XIX
century. Along with cheap fabrics of mass
consumption, which were produced under
house-based conditions almost in all villages and
cities, there were special weaving workshops,
where beautiful and high-quality cotton, half-
silk and silk fabrics called “abr” were produced.

In terms of production technique abr fabrics
are divided into two large groups: silk fabrics,
in which warp and weft are made of natural silk
and the fabrics like adras, in which warp is made
of natural silk and weft — of cotton threads. The
thickness of the weft thread is usually wider than
that of the warp, thanks to which the surface
of the fabric becomes ribbed. In the past there
was a method of “abrbandi”, which involved
reservation of separate areas by means of

TYKAMQUWIMK ~ Typu Oaaumii  Oesanran
marosap. XIX acpma y30ex Oamumii Maronap
nnuiad YMKapHIl MapKasliapy  INaKIUIaHIIu.
Byxopo, Hamanran, Maprunon, Camapkan,
Ilaxpucads, Kwurtod, Kapum, Xjxansm,
Ypryr Ba XuBa maxapiapud Y3lIapUHUHD
Maronapu OwinaH Mamxyp Oynwmmran. [laxap
Ba KUIUIOKJapia yi IMapouTHAa OMMalOor
ap30H HApXJIM COIa MaronapfiaH TallKapH,
Maxcyc KOCHOYMJIMK aHbaHAJapH acoChja
maino OynraH ycraxoHamapia Haduc IOKOPH
crar 10K Ba SIPUM ILOMH MaTojap — adpiu
raziaMasiap Uiuad YHKapuira.

Abpiu rajamaiapu
TEXHOIIOTHK  yCITyOnmapu
OyliMya WKKUTa KarTa
rypyxjapra  OyIiHaIW:
1OMHK, acocu Ba YTOKU

TaOUHA HIaKIaH
XaMmza azgpac Maronapy,
YHHHT ~ acocH  TaOmmit
WINAKAAH, YTOKIApU Hca
UI-Ta3jaMajiaH. Yok
MO KAIMHIATH  OUp-
Heya Maporaba acocuii
IIONAJAH KarTa OYIIraHu
ydyH [O3ard  YHMBHKIN

rasjiama. “Abpbanmu’”
yoryou — —  Mypakkad
TEXHOJIOTHK KapaéH
OmIad Oupraimkra,

Tabunii  OYEKmap Xamuma
HaKUl — MabHOJNAPHHUHT
cupy CHHOATIAPU
HIUTATHILIAD. Viby
IIOHHM MaTonapHu 6YEKIap
YUFYHIUTUIA paHmap
OMyXTa Xocws Oynamm
(MKKkM  paHDIMIAH Ky
panmiaprada). AGp Maro
(ampac, moiin, Gexacam,
amiac)napyd  HaKIUIapHaa

YCUMITHK, XaHJaCH
Ba XAlBOHJIAp TacCBHPH
KYJUIaHUTaH, alHMKCA,
MauIIHi Oyromap
TacBUPU KY UK
HaKIUTApHA TaIIKKI
ITajH, KyMJIaJIaH,

TapoOKH, YpPOKH, Kocary,
HOFOpa, YaKpyM, WIOH W3H, IIOTH, Kara
kabu TtacBupnmap. Kym paHmm  Hakm
Ky©CII CNEKTpH paHIIapuiaH — ubopar
— “tupu kamoH” (kamanak), “Gaxop”
(Gaxop  dacim), “uaman”  (rymabd
smHaérran). XX acp  Gomurapurada
V36eKiCTOHHMET MapKasuii  Boxanap/a
abpm rasjamasapiaaH JpKaKmIap
YOIOHNIAPH,  aApaciapiaH  Kypramap,
écTuknap, mapaanap Ba 0. Taii€prmaHraH.

stitching with consequent dying in accordance
with the pattern and color. Such method allowed

creating an interesting effect, i.e. the
pattern acquired fuzzy outlines. The
color scheme of such silk fabrics ranged
from two-colored to multicolored ones.

The patterns of abr fabrics can be
divided into vegetative, zoomorphic
and geometric ones. Also, there are
many patterns which reproduce images
of household items. A multicolored
pattern, which includes all colors of
solar spectrum, bears the name of “tiri
kamon” (rainbow), “bahor” (spring)
and “chaman” (blooming). Until the
beginning of the XX century in central
districts of present-day Uzbekistan
men’s strict-cut dressing-gowns were
made using abr adrases. Decorative
adras fabrics were used in making
pillows, kurpachas (bed quilts) and
furniture.

In the second half of the XIX
century weaving in Uzbekistan was
the most developed type of craft.
Cities of Bukhara, Namangan,
Margilan, Samarkand, Shakhrisabz,
Kitab, Karshi, Khodjent, Urgut and
Khiva were famous with their fabrics.
Notably, folk masters (abrbandchi)
skillfully used plant-extracted dyes
until the 70s of the XIX century. Later
on, however, aniline dyes began to
enter textile industry. From the 1930s
to the end of the 1980s in Tashkent,
Samarkand and Margilan industrial
enterprises began to operate, which
resulted in diminishing of the role of

home-based crafts. Consequently, production
of hand-made cotton and half-silk and silk
fabrics curtailed.

In the 1990s, thanks to revival of

traditional customs and festivities, due to
greater attention paid to national dresses, the
demand for hand-made artistic silk fabrics
increased. Within last few years in different
regions of Uzbekistan, especially in the
cities of the Ferghana Valley (Margilan and
Kokand), the production of silk fabrics began
to be revived anew.

Xo3upru Bakraa Mapruion, Hamanran,
AnnmxoH, KYKoH maxapnapy 3aMOHaBUN
aHbaHABUI TYKUMAUIMKHUHT
MapKasJapH. Aiipum BOXaJapza
y3ura xoc Oamuuii Maromap WILIA0
ynKapmwiany, okymnanad, CypxoHmapé
BwIostH bolicyH Tymanmma “amada” Ba
“>kaHma” raznaMaiapu Ba 0.
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3apzapnux

3aprapink  Y30EKHCTOH — aMaiuii-6e3ak  CaHbaTHHUHT
9HI KaauMuil Typnapuaan Oupu OYnu0, Xo3upraya Y3WHHHT
XaéTHIUTuHE cakinad kemmokaa. XIX-XX acpmapma byxopo,
Xwusa, Tomkent, Camapkanza, Kykon, Kapmm, [laxpuca0s,
Knto6 kabm maxaprmap 3aprapJIMKHHHT HHPHK MapKaslapH
xucobnananu. 3aprapauk Oyiommapu (acocan aémiap 3e0-
3uiHaTIapy) Basu(aBuii OENTMIAHUINM XaMja YJIapHUHT
TEXHOJIOTHK yciyOnapura kypa Oup-Heda Typiapura 0yauHanu;
V36exncronma JIOKaI ycmyonapu
Oyitmua HomuaHamu. bymap Oom, yakka,
nemana, OYHHWH, KyJlIOK, KyKpakiapra
MyspKauanrad Oyiom  (3e6-3uiiHar)ap
opacuia THUIAKOLI, TapjioH, TaKus-
Ty3d, MOXU-THJIIA, CHPFa, TOX, 0O10M-
OH, CHJICHIA, COYIOMYK, THILIO-TAprak,
TOcayKene, MIOKWIA, TaXak, KyII-Iyo,
OyTYH-THPHOK,  SIPUM-THUPHOK, 3HpK,
XajKa, rya0aHi, TemWII-H-Iui, HO3Hp-
rapaoH, 0e33ak-ky00a, OYinH-TyMOp,
KYKpak-Tymop, —amynermiap  (KyITHK-
TyMOp), GHITaK-y3yK, y3yK Ba 6. Y TMumia
Byxopo-Camapkann Boxacuaa SIIOBYH
aémmapna OypyHHH CaHUMIN aHbaHACH
OynraH Ba OayIOK TakWII ofaTH OynraH
(apaBak, natu0a, narOuHK, XOJOWHU Ba
6). Bonanap 6yitnan yuyn yk-eii (YK Ba
KaMOH) TaKMHYOKJIAp OYIIraH.

1920-1930-un irutapu 3aprapiiuk
XaJIK ycrajapura KiMmar6axo (Tuiuia Ba
KyMylI) MeTajiapian Qoiifananuira
Wyn xyunmanu, Oy coxa HOKOHYHHUH
TagOupkopiauk 1e6 Oaxomanam. XX
ACPHUHT SpMHUIa V36exucronna
3aprapiuk  (adpukamapn  OYHIHO,
WKOA KWITaH yCTa-3aprapjiap  HIl
kapaéHpuJa — acTa-CeKMHIMK  OWiIaH
MaBXy/l aHbaHanapiaH impoxnamia Oopmwiap. Harmxana
ynap TOMOHHJAAH WILIA0 YMKapuiaraH OyIOMIIApHMHT IIaKII-
maMoinnu y3rapu0, Oup-Oupura 3un OyIraH MaH3apaHU
103ara KeJITHUP/U Ba 0ab3n aHbaHATAPHU OyTKyN HyKONWIIHTra
o6 kenan. Kym immtap naBomuza ynap ¢akar MeIXHOpPOIaH
¢oinanannira Maxxoyp Oynmunap.

XX acpuunr 90-un imapuaaH 3aprapivk caHbaTH Ba
YHUHT MapKa3Jiapy THKJIAH W, SHT aCOCHHCH yapra KuMMaroaxo
Mmetamt (THnia, KyMyll, [UIaTHHA, OpOH3a) MarephaiiapuiaH
(oiinanaHuITa UMKOH SIPATHIIIH. XO03UPTH KyHZAA 3aprapink
coXacupaa ¥KoJ KWIaéTraH ycrajap acocaH MKKH HyHaIHIIaa
MaxaJUIMi 3aprapivk aHbaHaJlapyd Ba yCIyOllapuHU KaWTa
THKJIA0, WIUIAMOKIanap. BUpHHYNCH TOIIKEHTIMK ycTajapra
XOC — 3aprapiuK aHbaHAJIAPHU THKJIA0, 3aMOHaBHIl yciyOnapu
OMYXTaJIamTHPHO, OyIoOMIIapHH MUIIMN pyXJa spaTMOKIazap
(®.Tanamyxamenos cynonacu, [ Mynnomesa, A.ViymGekosa,
D.locreB, Y.XonmyponoB). MKKHHYHCH OyXOpOJIHK ycTajap
(A XaiimapoB Ba YHHHI MIOTHpIApH). XO3UPTH KyH[a
Tomxkent, byxopo, Xusa Ba Kykon ycra 3aprapiap 6unan 6up
Katopza Y30eKkucToH1a Mabaym bupMaima (PoHoH, YeTo30/1a)
Ba Mapkaznap (MycaBBup) GpaoJUTHK KHIMOK/IA.

Jeweller’s Art

Jeweller’s art is one of the most ancient types of folk
art of Uzbekistan, which has retained its vitality to this day.
Major centers of this art in the XIX-XX centuries were located
in Bukhara, Khiva, Tashkent, Samarkand, Kokand, Karshi,
Shakhrisabz and Kitab. Depending on the functional purpose,
jewelry can be divided into several types. Sometimes jewelry,
used for the same functional purpose but created in different
regions of Uzbekistan, bore different names. The group of

jewelry used for adorning head, forehead
and temples includes takya-tuzi, mokhi-
tilla or tilla-gosh, toj, bodom-oy, zulfitilla
or zulfizar, bibishak, ot-tuyoghi, tilla-
bargak, etc. Jewelry for forehead-temporal
and neck parts is represented by silsila,
tosaukele and shokila. In addition, there isa
special group of jewelry items for temporal
part only, such as gajak, naycha, qush-duo,
butun-tirnog, yarim-tirnog. There were
also cervical jewelry items for boys, such
as 0g-yoy (bow and arrow). Jewelry items
for plait include sochpopuk, tillo-bargak.
In the past, among women of Bukhara and
Samarkand regions, there was a tradition of
nose piercing and wearing ringlets which
were called “aravak”, “latiba”, “latbini”,
“kholbini”, etc. Most spread items of
Uzbek jewelers were those intended for
ears (i.e. diverse types of earrings such as
halga and zirak). There were also different
types of large-sized jewelry items worn
on breast. Among them it is possible
to mention gulband, tepish-i-dil, nozi-
gardon, zebi-sina, haykel, bezzak-kubba,
kalit-boghi, boyin-tumor, kokrak-tumor.
In addition, there were underarm amulets
(goltig-tumor). They were worn because there was a popular
belief concerning spirit, which flies out from underarm like
a bird. Also popular were women’s wrist adornments such as
bracelets (bilak-uzuk), rings (uzuk), etc. Aforementioned items
were widely spread at the end of the XIX — beginning of the XX
century in Bukhara, Tashkent, Khiva, Samarkand and Kokand.

In the 1920-30s folk jewelers were prohibited to use gold
and silver. Further to this, jewelry making was considered
as unlawful practice. Later, in the middle of the XX century,
industrial production of jewelry began to be set up in Uzbekistan.
This resulted in extinction of traditional jeweller’s art, and in
the usage of barren melchior alloy by folk masters as the main
material.

At present ancient traditions of jeweller’s art are being
revived. A. Khaydarov (jeweler from Bukhara) and his
apprentices try to preserve old traditions as much as possible.
F. Dadamuhammedov and his apprentices, as well as G.
Yoldosheva, representing jewelers of Tashkent, work in
compliance with folk traditions. At times, however, they depart
from traditional canons, and try to demonstrate their own unique
designs.



List of Intangible Cultural Heritage of Uzbekistan

V3/IMKHH HAMOEH YTHINHHHT Oral traditions and expres-
OF3aKM IIAKJI Ba aHbaHAJIAPH sions

JlocTOHYMITNK Doston Art

5

MkpouymiinK caHbaTH Performing Arts
[ammakom Shashmagom
6-7

Xopasm MakomIIapu Khoresm Magoms

8
®daprona-TOIIKEHT MaKOMJIApH Ferghana-Tashkent Magoms

9
JlyTop MakoM iyiiapu Dutar Magom Cycles

10
CypHaii MaKoM iyIutapu Surnay Magom Cycles

11
Depy3 Feruz

12
Vinmrox Ushshoq

13
Baxmmannmuk Bakhshichilik - Folk Narration

14
Karra amrysna Katta Ashula

15
CyBopa Suvora

16
Haxum Nagsh

17
MymT03 aryna Mumtoz Ashula

18
Snna Yalla

19
TaHOBap Tanovar

20
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Maspuru Mavrigi

21
Kapcak Qarsak

22
Ana Alla (Lullaby)

23
Xanhaunmnk Khalfa Art

24- 25

Xopas3Mm pakcH - JIa3ru Dance of Khoresm - Lazgi

26
Byxopo pakcu Dance of Bukhara

27
CypxoH pakcu Dance of Surkhan

28
®daproHa BOJIHUICH paKkCcH Dance of Ferghana Valley

29
Jlop6o3muk Dorbozlik - Rope Walking Art

30
Ackust Askiya

31
Kyrupuokbo3mmk Puppetry

32
Xank yinHmapu Folk Games

33

KamusaTHHHT yp(h-oaaT Mapo- Social practices, rituals and
CHM Ba Daiipamiiapu festive events

Bermmk tyitn Beshik Toy

34
CyHHar €ku xaTHa Ty Sunnat Toy or Khatna

35
Mywuain émm Muchal Age

36
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Taduar Ba KOHHOT OMJIAH
0oryiuK ypg-onaraap

Emrup wakupuin Mapocumu

Boticyn

Homomamit MaJIaHuH Mepoc
Myxo(hazacuaa Maxauia-Taxpuoacu

Anpanasuii Ba XaJk Tado0baTu

Yopauminuk Owiian OOFIMK OWIMM Ba
KYHUKMaap

JIeXKOHUMJINK Ba OOFIOPYMIMK OuiaH
OOFJIMK OMIIMM Ba KYHUKMaap

AHbaHABUI XyHAPMAHTYNINK
OMJIaH OOFJIMK OUJIMM Ba
KYHUKMAJ1ap

Knowledge and practices
concerning nature and the
universe
Rituals of Rain Making

Boysun

Experience of Mahalla in Safeguard-
ing Intangible Cultural Heritage

Traditional and Folk Medicine

Knowledge and Skills Associated
with Cattle Breeding

Knowledge and Skills Associated
with Agriculture and Gardening

Traditional craftsmanship

44
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Kanngaxopmuk

T'unampaysnuk

JAynnuayznmux

Kynonunnuk

T"an4xopnuk

Erou yitmakopmuru

Kamraunnuk

3yniauk 0Onian myxodasa ocTura
OJIMHUILM JIO3MM OYJIraH HOMOIIUH
MAaJaHUH Mepoc 00beKTIIAPHMHUHT
pynxaru

IOHECKOnunar MHCOHHMAT HOMOI AU
MaJlaHU MEPOCH PENPE3EHTATUB
py#xarura TaBcHs STUIUILIN
peXanamTupuIaéTral 00beKTIIap
pyuxaru

Engraving

Carpet-Making

Doppidozlik (Skullcap Embroidery)

Atrtistic Ceramics

Ganch Carving

Wood Carving

Embroidery
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in need of urgent safeguarding

ICH elements recommended for in-

clusion into the UNESCO’s Repre-

sentative List of Intangible Cultural
Heritage of Humanity
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FOHECKOHnuaT HoMomnuit Maganmii List of Documents Recommended
MepOoC Myxo(hazacura OUJI SHI SXIIH for Inclusion Into the UNESCO
TaxprOaaap peecTpura KAPUTUII YIyH Registry of the Best Experiences in
TABCHs STUIAIUTAH XYKKaTaap pyixaru Intangible Cultural Heritage

Safeguarding

HMMHuuHT Maxaiutii pyixatiapuian Elements from the local lists of ICH
00BeKTIap

Viuby nawpoa Ysbexucmon Pecnybnuxacu Madanusm éa cnopm uwnapu sazupiueu Pecnyénuka
XK UHCOOUEMU UTMULL YCTYOUEM MAPKA3U MOMOHUOAH MACOUKTIAH2AH HOMOOOULL MAOAHUL MePOC
obvekmaapunune Munauii pytixamudan 54 nom300, 3yonux ounan myxogaza ocmuea OIUHUUU
MYMKuH Oynean obvekmaap pyuxamudan 2 nomzoo, FOHECKOnune HMM myxoghazacuea
ouod 3He Axwiu masicpubanap peecmpuea Kupumuwi pyuxamuoar 1 nomsoo ea HMM maxannuii
pyuxamaapuoan 3 HOM300 OYVUUYA MABLIYMOMILAD HCAMIAHSAH.

Present booklet contains the information on 54 elements from the National List of Intangible Cul-
tural Heritage that was approved by the Republican Centre for Folk Art under the Ministry of
Culture and Sports of the Republic of Uzbekistan, 2 elements from the List of ICH in Need of
Urgent Safeguarding, 1 element from the List of Documents Recommended for Inclusion into the
UNESCO Registry of the Best Experiences in ICH Safeguarding and 3 elements from the local lists
of ICH.

.................. (71)
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