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Abstract: The article analyzes the musical art of Uzbekistan during the period of
independence, particularly focusing on the creative activities of female singers and their
role in society. It examines the initiatives carried out by President Shavkat Mirziyoyev to
engage youth in the arts and develop their creative potential. Special attention is given to
the role of female singers in preserving and promoting national music traditions. The
article highlights the contributions of female singers to the arts during the years of
independence, the role of folk music and ethnographic ensembles, and their participation
in international and national festivals. It also includes scholarly insights on how the
creative potential of female singers can be enhanced and their role in cultural and musical
development. Furthermore, the article discusses folk music, its connection to national
values, the process of its development, and modernization. The use of scientific sources and
related ideas demonstrates the harmony between traditional music practices and modern
performance techniques, with female singers playing a key role in this process.
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After Uzbekistan gained independence, numerous reforms and significant efforts have
been implemented to restore and develop our cultural heritage and values. Among these,
the study of the ancient and rich traditions of musical art has become one of the most
important tasks today. Our musical art has been an inseparable part of national spirituality
for centuries, maintaining its cultural significance. Particularly during the years of
independence, special attention has been paid to the development of this art, its further
enhancement, and the restoration of our national identity.

The decrees and resolutions adopted by the President of the Republic of Uzbekistan,
Shavkat Mirziyoyev, as well as the five key initiatives, have opened a broad path for the
development of national art fields. The first of these initiatives focuses on engaging young
people in the arts, leading them towards spiritual maturity and enhancing their creative
potential, thereby introducing new perspectives and breath. In this process, particular
attention has been given to the development of schools for female singers in the field of
musical art.

The role and importance of female singer schools in Uzbekistan's musical art is highly
significant. These schools have been fulfilling an important task in preserving, developing,
and passing on national musical traditions to future generations. During the period of




independence, much attention has been given to enhancing the creative potential of female
singers. They actively participate not only in national magom and traditional music
performance but also in contemporary music composition, helping to promote our national
identity to the world. Bright examples of this are the International Magom Festival held in
Shahrisabz, the International Bakhsichilik Art Festival in Termez, and the "Great Silk
Road" International Folklore Music Festival held in Margilan. The active participation of
female singers in these festivals has brought a new spirit and direction to our national
musical art, contributing greatly to its recognition on an international scale.

The role of female singers in the field of musical art stands out for its uniqueness and
diversity. While preserving national musical traditions, they continue to enrich the art by
introducing new directions and modern styles through their creativity. Particularly, the
development of their creative potential and the scientific study of this process has become
one of the important tasks today. Supporting female creativity, analyzing their contribution
to national musical art through scientific and practical research, and preserving their
creative legacy to pass on to future generations can further enhance their role in our national
musical art.

It is appropriate to refer to the valuable opinions of musicologist and professor S.M.
Begmatov when defining music. He states, "Music is an essential and necessary spiritual
nourishment for every person. This process, i.e., the understanding of music, has always
been the focus of attention for scholars and artists. The degree of understanding of music is
measured by research, human consciousness, and imagination, which transforms it into a
product of thought. Music is the perception of existence through harmony. Therefore, each
person understands music based on their own imagination and values" [1.22]. However,
during the development process, it becomes enriched by worldview, impressions, and its
development stages.

Although the folk musical art has been shaped and developed through oral traditions,
we can still express certain ideas about its distant past, its music, and its overall artistic
heritage today. This process is reflected in the oral creative traditions and practices of the
people, the research of artists, and the enhancement of the essence of female singer schools.
In the years of independence, women's creativity in Uzbekistan has gained new meaning
and value. During this period, the state policy towards women has undergone significant
positive changes, and wide opportunities have been created to support their social, cultural,
and creative activities. In this process, the role of folklore-ethnographic ensembles has been
of particular importance. Through these groups, women have played a crucial role in
preserving, developing, and transmitting national culture and traditions to younger
generations.

Folklore-ethnographic ensembles actively participate in various international and
national cultural events such as the “Sharq Taronalari,” “Boysun Bahori,” “Asrlar Sadosi,”
and “Kohna Zamin Ohanglari” festivals. These events not only present the rich heritage of
our national music and culture to the public but also contribute to its preservation and




development. Through these platforms, women demonstrate their unique creative talents
and abilities, and their participation and role on the cultural stage continue to grow stronger.

Folklore-ethnographic ensembles have played an active role in studying and
promoting folk songs, melodies, dances, and customs preserved in the regions they inhabit.
Their creative activities have not only contributed to the restoration and preservation of
national traditions but also strengthened public respect for historical heritage. For the first
time during the years of independence, the celebration of Nowruz and annual Independence
Day events featured performances by folklore ensembles on "big stage" platforms,
becoming a tradition. The performances of these groups have attracted great interest at both
international and national festivals, earning high praise for their creative talent.

Alongside folklore groups, solo performers of traditional songs, lapar, yalla, and
ashula hold an unparalleled position. They play a crucial role in preserving and developing
oral folk traditions and vividly showcasing the richness of national musical culture. Solo
performances on large stages have brought a fresh breath and creative freedom to our
musical art. Through solo performances by female singers, their roles in national music art
are becoming more prominently recognized.

Additionally, family ensembles participating in national competitions and reviews
have become one of the motivating factors. These traditional competitions contribute to the
development of folk art while helping preserve national values and family traditions,
passing them on to the younger generation. Through the activities of family ensembles, folk
music, songs, and dances have become an integral part of family education, and their social
significance has been further enhanced.

Professor R. Yunusov shared the following thought about Uzbek folk music: "The
ancient, rich, and diverse traditions of Uzbek folk music are rightly compared to the concept
of 'style’ within its various local forms. However, unlike literary scholars, the shared
qualities of all existing 'musical styles' give rise to the concept of a 'national musical style”
[2].

Folk art, as a truly dynamic and evolving form of art, not only preserves traditions but
also takes on new meanings with each performance, continuously developing. In this
process, the personal experience, creative emotions, and the unique demands of the era play
a crucial role. Folk art, particularly musical folklore, is expressed in various ways by
different performers and groups, reflecting the local style of each place. Performers, while
adhering to traditional rules, continuously develop musical folklore, modernizing it by
adding new subtle details, emotional waves, and innovative styles in every performance.

Folk musical folklore is the source of all forms of art and has played a significant role
in human life in its early stages. It has been closely connected with the lifestyle, customs,
and values of the people, and this connection has been preserved for centuries. Folk music
has served as an essential source for the development of not only musical art but also other
forms of art. Through the melodies, rhythms, and lyrics of folk songs and tunes, the




spirituality, life experiences, sorrows, and joys of the people have been depicted. Therefore,
folk art has always been valued as a creative process striving for perfection and truth.

Folk art, as a truly dynamic and evolving form of art, not only preserves traditions but
also takes on new meanings with each performance, continuously developing. In this
process, the personal experience, creative emotions, and the unique demands of the era play
a crucial role. Folk art, particularly musical folklore, is expressed in various ways by
different performers and groups, reflecting the local style of each place. Performers, while
adhering to traditional rules, continuously develop musical folklore, modernizing it by
adding new subtle details, emotional waves, and innovative styles in every performance.

Folk musical folklore is the source of all forms of art and has played a significant role
in human life in its early stages. It has been closely connected with the lifestyle, customs,
and values of the people, and this connection has been preserved for centuries. Folk music
has served as an essential source for the development of not only musical art but also other
forms of art. Through the melodies, rhythms, and lyrics of folk songs and tunes, the
spirituality, life experiences, sorrows, and joys of the people have been depicted. Therefore,
folk art has always been valued as a creative process striving for perfection and
truth.®onpkitop-sTHOrpaduk aHcamOIap TOMOHHUIAH MaXa/UIMid MeXHAT alTHUMIIapH,
MaBCYMHUI MapOCHM KYIIUKJIApH, Ty MapoCUM KYIIUKJIApH, JIarap Ba suijia Kabu xKaHpiap
CaxHaaa YCTaJIMK onian WXPO OTWINIIH Ha(i)aKaT XaJIK oOpaCruJga aHbaHAJApHUHT
CaKJIaHWIIIUTa X{CcCa KYIIMOKAA, OaJKH MIUIIMA MYCHKAa MaJaHHATAMHU3AA XaM SIHTH
axamusT KacO ATMOKIA. XaJTKHUHT MabHAaBUW Ba MaJaHui XaéTua KaTTa YypUH TyTraH Oy
HaMyHaJ1ap XaJKUMU3HHUHI yp(b-oz[aTﬂapI/I, aHbaHaJIapy Ba KaApUATIAapWHK CaK/Iallaa
MYXAM YpWH Jrajulaiii. byHUMHT HaTtwXkacuja XajdK MYCHUKAacH, alHHUKcCa, €Il aBJIOJ
opacujia sHajia oMMaamud 60pMOKIa.

bynmait wxomuit QaonuMATHUHT OMMa oOpacuja KEHI TapKaJIWIINra 3aMOHABUN
axO0poT BocUTaNIapH, XyCycaH, paauo Ba TEJICBUACHUE XaM CaJIMOKJIHN XHCca KYIIMOK/A.
Panuo Ba TeneBumenwena xap xadra oddupra y3aTWIaJAWraH XajdK WKOAUETUTA
OarvIUIaHTaH KypcaTyBiap XalK MYCHKAaCHHHHT OMMa oOpacuja TaHWIHWIIA Ba
pUBOXJIaHUIIIUTA KaTTa Epaam 6epmokaa. Macanan, “baxmunap nanusu’, “/lactma-nact”,
“Co3 ¥ypranum wmaktabu”, “Mepoc” kabu kypcaryBiaap Oy coxajgaru MyXHUM
tamab0ycnapaup. Ymly mactypiap Xajdk KYIIUKIapy Ba KyWIapu WXKPOCH, YIapHUHT
TapUXHW, PUBOKJIAHUIIIN BAa 3aMOHABUM TAJKUHJIAPU XAKUAA KEHI MabIyMOT 6€pa):[H. [y
TapuKa XaJIK MycHUKacu HadakaT MIJIJTUH MyCUKa MXKOAKOPIUTHMHUHT, OAKU CaHbaTHUHT
Oapua WYHANIMIUIAPUHUHT acoCUil moiaeBopu cudatuaa HaAMOEH OYIHUO, XaIKHUHT
MabHaBHM TyHECUTA MIKOOHM TabCHP KYpCcaTMOK/A.

Xo3upru KyHzaa V36ekucron XyAyaiapuaa (QONbKIOPHUHT TYpJIM >KaHpJapH,
XycycaH, KYIIMK, Te€pMa, Jiallap Ba sUlla >KaHpJIapd OMMAaBUN KYIIMKJIApAaH Oupura
aitnanau. By Typaarn MapocuM KyImuKnapu, macanas, “Amma”, “Ep-ép”, “Kenun camom”,
“Pamazon” kabu Kymmkiap acn kuédacuuu nespnu cakinad kenran Oyica, Oab3uiiapw,
xycycaH, “Pama3zon” kabu Kyinap BakTH YTUIIM OWJIaH MabIyM y3rapulliapra ydparas.




by xymmknap anbaHaBuil udoja MAaKUTAPUHKN CaKJ1ad KOJTaH XOJja, SHTU MKpoduiap

TOMOHHUJAH KalTaJlaH MXKPO STUIMOKJA Ba WXXTUMOUM MYXUT TabcHpua siHruua Kuéda
kacO aTMmokna. Komaepca, ymOy Kyillap caxHazna sSIHTM TaJKHHJIAp acoCuja MXpo
TUIMOKJA, OyH/1a aHbaHABUN Ba 3aMOHABUI yciIyOsiap YHFYHIAIIMOK/IA.

[[lynn xaMm TabKuIaml JIO3UMKH, XaJIK MYCHKMM MEpPOCH TypJd MHUHTaKajlapaa
V3UHUHT ¥3Ura XOC KUXaTJapuHU cakiad kenMmoknaa. Macanas, amryna skaHpu @aproHa
BouiicH, TomkeHnt, byxopo, Camapkanja, XuBa Ba Yprand maxapJjiapuaa KeHI TapKairaH
Oynca, kapcak »xaHpu acocad Cypxonaapé, Kamkanapé, byxopo, Camapkana Ba XKuzzax
XyIyAJlapyuja KeHI omMMmanamrad. by skaHpiap, ailHUKca, Typiud Mapocumiiap, Tyl Ba
Oaifpamiapia WXpO ATWITAHJIWTU Ty(alad XalK opacuja MyCTaxKaM YpUH TOITaH.
@onpKII0p KaHpAapy HUIUIap JaBoMUAA y3rapul, 3aMOHABHI caxHa CaHbaTUIa MOCJIAIINO
6opran. Yoy xapaénia GoiabkiIop HAMyHAIApUHU Y4 XU HYHATUIITa aXKPaTUIL MyMKHH:
OuprHYM yHanum — ¢oybkiIop HamyHanapunu milliy, TaOuunii Ba acn xonaruaa caxiao,
KaWTa WXpO KWIMII, WKKUHYA WYHaJIWIl — XaJIK KYyWIapMHU 3aMOHABUM CaxHa
Tajabyiapura MoC X0JiJa KalTa WIUIAlll, Ba YYMHYMA HYHAIMII — 3CTpaja WyHaIUIIHaa
VOKPO ATHUIL. DCTPaJaHUHT MWUIMH MYCUKHUHA (OJIBKIIOpra TabCUPH >KAXOHHUHI Oapua
HUpHUK MapKka3uil maxapiapuia Ky3aTwiaéTran kapaéniapiaan Oupu 0ynuo, Oy kapacH
V36eKiCTOHIa XaM 3 aKCHHH TOIIMOK/IA.

AitHuKca, €m aBjoJ oOpacuja A3CTpaja Ba XajK MYCHKACH YWFYHJIAIITaH WXPO
HIaKJUIapy TOOOpa OMMamamuo, yIapHUHT WK TAHUIITYBU XaJIK MyCUKacu OujiaH aifHaH 11y
HyHanmumimaru KYmdKiaap opkanu Oynamoxkna. MacanaH, XaJKUMHU3HUHT MaBCYMHI
MapocuM Kymuknapu Ba “Emrup éranok", "Boitueuak", "Mapsapun", "Ym-ydy",
"MaxHyHTON" KabM XaJIK KyiIapu 3aMOHaBUH 3¢cTpajaa TapoHacu cudaruaa suru kuédana
WKPO ATHIMOKIA. by kapa€H QOJbKIOpPHUHI MIaxap IIApOMTH]IA 3aMOHaBHMIAIING
OOpHIIMHM Ba axOJHM Opacuja OMMAJIAllyBUHH aHrjataau. ByryHru kyHaa ¢oibKiIop-
sTHOrpaduk aHcamOmapuHuar conu 300 naH opTHO KeTraHu xam Oy >KapaéHHUHT KEHT
Kynama amaira olmrpuiIaéTraHiian qanonar oepaiu.

Xank MycHKacu Ba (POJBKIOPY XaMOH 3aMOHaBUU IIaxap MyXHUTHJA SHTH Typ Ba
makuiap/ia HaMmo€H OYnaéTraHu, YHUHT ACTpaja Ba XajK MXKOIW YpTacuaaru y3ura Xoc
¥3apo TabcUp Ba YWFYHJIMKHU CakjlaéTraHu, Oy coxajgard WKOIud (aoausITHUHT
KEHraluII MWUINY MaJaHUSATUMU3 PUBOKHUIA MYXUM YPUH TyTa€TTaHUHU KypcaTaau.

MyxTtacap kunub aitaguran Oyicak, XaJiK MyCHKa WXKPOUuIapH, aéll XOHaHIAJIUTH
MakTaOmapyu (HAONMATUHUHT MOXMSITH XaMmJlia JKaMoallapy XalK opacujia YHYTHIUO
Oopwiaétran TypJid MaB3yJard XaikK Kyl - KYIIUKJIapu, TepMa Ba Jiarapiiapu, MUJUTHHA
VilMH Ba ackusl MaipoBiapu, ajia, Jlanap Xamja suulajapyuHy KaiTa TUKIA0, MXKposiapu
OunaH XamKMMU3 opacujua Taprud KuianbO kenMokganap. FOprOommmu3 TOMOHUAAH
ApaTWIaéTraH KeHI KaMpOBIM HMMKOHMSTIAP, KapaTWia€TraH bTUOOpIAap HaTHXKacuaa
XaJIK MYCHKa MDKpOYMIApU THHUMCHU3 MEXHAT KWJIUO, STHTHIaH — SITHTH WXKOJ MaxcCyJiapu
OWllaH XaJIKUMU3HHU XYyImIHYA 3TUO KenMmokna. Kenmakak EnumiapuMu3HU XallK Kyl —
KYIIMKIapy OXaHTH/Ia BOsITa €TUILIUAA MYCUKA HKPOUMIAPUHUHT YpHU OeKUECTUD.
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