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KIRISH (falsafa doktori (PhD) dissertatsiyasi annotatsiyasi)

Dissertatsiya mavzusining dolzarbligi va zarurati. Jahon musiga merosida
o‘tmishda yashab ijod etgan allomalarning qoldirgan merosi o‘zining keng
gamrovligi bilan ahamiyatlidir. Umumjahon amaliyotida milliy gadriyatlar, badiiy
meros shu bilan birga musiqa san’ati ham asosan tarixiy, nazariy, filologik,
adabiyotshunoslik, estetika sohalaridagi mezonlar va me’yorlar asosida tahlillangan.
Buning zaminida esa musiga san’atiga doir masalalar, shu bilan birga manbalar,
jumladan xalglar madaniyatining o‘zaro ta’sirida shakllanib, rivojlangan musiqiy
meros keng gamrovda izlanishlar olib borilishini taqozo etadi. Bunda o‘tmish
allomalarining hissalari jahon musigashunosligida muayyan darajada dolzarbligi
bilan ahamiyatlidir.

Dunyo musiqa ilmida xalglar ma’naviyatini shakllantiruvchi milliy musiqa,
an’analar va qadriyatlarni birlamchi manba sifatida ilmiy va musiqiy-nazariy
jihatlarini tadqiq etish muhim ahamiyat kasb etadi. Tarixiy manbalarni tadbiq etish,
ular asosida mavjud bo‘lgan musiqiy namunalarni janr-uslub, shakl, ohang, metr va
ritm, ijrochilik va ularning musiqiy xususiyatlari kam o‘rganilgan jabhalardan biri
bo‘lganligi sababli ilmiy merosni amaliyotga tadbiq etish, janr hususiyatlarini
nazariy jihatdan tahlil qilish, musiqiy manbashunoslik sohasida maxsus ilmiy-
amaliy tadqigot olib borilishini tagozo etmoqda.

Yurtimizda madaniyatni, xususan musiga san’atini hamda insoniyat
tamadduni rivojiga hissa qo‘shgan shaxslarni ijodini o‘rganish, ilmiy anglash,
og‘zaki va yozma manbalarni tadqiq etish, doimo davr talabi va dolzarb masala
bo‘lib kelgan. “... adabiyot, san’at va madaniyat yashasa, millat va xalq, butun
insoniyat bezavol yashaydi?. Demak, mamlakatimizda musigashunoslar tomonidan
musigiy namunalarni tahlil gilish, ijro uslublari, parda va usul xususiyatlari shu bilan
birga ajdodlarimiz tomonidan qoldirilgan ilmiy manbalarni o‘rganish va amaliyotda
tadbiq etish dolzarb ilmiy masalalardan biridir.

O‘zbekiston Respublikasi Prezidentining 2017 yil 8 avgustdagi PQ-3178-son
“O‘zbekiston davlat konservatoriyasi faoliyatini yanada rivojlantirish va
takomillashtirish chora-tadbirlari to‘g‘risida”, 2017 yil 17 noyabrdagi PQ-3391-son
“O‘zbek milliy maqom san’atini yanada rivojlantirish chora-tadbirlari to‘g‘risida”,
2018 yil 26 avgustdagi PQ-3920-son “O‘zbekiston Respublikasi madaniyat va san’at
sohasini innovatsion rivojlantirish chora-tadbirlari to‘g‘risida”, 2022 vyil 10
fevraldagi PQ-126-son “Qadimiy yozma manbalarni saglash va tadgiq etish tizimini
takomillashtirishga doir qo‘shimcha chora-tadbirlar to‘g‘risida”gi qarorlarida
belgilangan vazifalarni amalga oshirishga ushbu dissertatsiya tadgiqoti muayyan
darajada xizmat giladi.

Tadgiqgotning respublika fan va texnologiyalari rivojlanishining ustuvor
yo‘nalishlariga mosligi. Dissertatsiya respublika fan va texnologiyalari
rivojlanishining [.“Axborotlashgan jamiyat va demokratik davlatni ijtimoiy,
huquqiy, iqtisodiy, madaniy, ma’naviy-ma’rifiy rivojlantirish, innovatsion
igtisodiyotni rivojlantirish™ ustuvor yo‘nalishiga muvofiq bajarilgan.

Muammoning o‘rganganlik darajasi. Amir Xusrav Dehlaviyni boshga
barcha sohalar kabi musigashunoslik ilmi bo‘yicha ham ijodiy faoliyati ilmiy va

! Xalq so‘zi gazetasi. 2018 yil 8 avgust Ne 162 (7120)



iIlmiy ommabop jihatdan asoslangan holda o‘rganilgan va tadqiq etilgan. Ularda
jjodkorning musiqa sa’natini turli yo‘nalishlariga qo‘shgan hissasi, ijrochilik,
bastakorlik san’ati xususidagi fikrlar bayon etilgan va uning ijodining sermahsulligi
gayd etib o‘tilgan.

Amir Xusrav Dehlaviyning hayoti va ijodiy faoliyati va o‘sha davr musiqga
taffakuri hagida: — Amir Xusrav Dehlaviyning “E’jozi Xusrav™?,} “aa s lal xS 2als
slaa ¢ls, Jlapemr Anmm Yanrm “Tpaxrat o myseike’™, Mohammad Wahid Mirza®,
Q.Fatimi®, Rashid Malik, Davlatshoh Samargandiy, A.Nizomov, A.Rajabov,
Z.Nasullaev, Sh.Nizomiddinov’, G.To‘ychiva®, J.Mirsaidov®, Sh.Shamuxamedov?°,
G.Alieval!, R.X.Tagaymurodov, M.Narziqul va boshga olimlarning tarixiy hamda
badily asarlarida ba’zi ma’lumotlarni uchratish mumkin. Ushbu berilgan
ma’lumotlar dissertatsiyaning o‘ziga xos ilmiy salohiyatinii ochib berishga xizmat
giladi.

Xusrav Dehlaviy hayotining tarixiy mezonlari aks ettirilgan, adabiy merosiga
ahamiyat berilgan, hind musiga nazariyasi va cholg‘ulari haqida N.K.Sinxa,
A.Ch.Banerdji*?, K.Z.Ashrafyan,*®* K.S.Lal'%, G.B.Ranade®®, N.Mallaev® kitoblari
XI-XITII asrlarga tegishli tarixiy va siyosiy jarayonlarni yoritib o‘tgan.

Ram Babu Saksena'’, Sh.Chauxan'®, Garsin de Tassilar esa Dehlaviyning
adabiyot sohasidagi o‘rnini va yutuqlarini baholaydilar. Shu bilan birga
M.A’zamova!®, Madxumita Dutta?®, Sunira Kaslival?*, B.Chaytanya Deva??, Sunil
Bose?® lar hind musigasi madaniyati, tarixiy va nazariy, musiqiy cholg‘ulari hagida
ma’lumotlar keltiradi.

Z.Nasullaev o‘zining “Amir Xusrav Dehlaviy asarlarida musiga hagida
ma’lumot” o‘quv uslubiy qo‘llanmasida Amir Xusravning shoir hamda musiga
sohasiga qo‘shgan hissalari haqida filolog hamda manbaashunos sifatida yoritib
beradi.

Musigashunos F.Azizovaning “IIlammaxom u para’?* kitobi ikki xalqg mumtoz
musiga aloqalarigi bag‘ishlangan. Muallif kitobning kirish qismida Amir
Xusravning nazariy faoliyatiga qisqacha to‘xtalib o‘tadi. Unda muallif tarixiy

2Amir Xusravi Dexlavi. E’jozi Xusravi. — Dushanbe, 2013.

3979 glad el amsen el 0S¢ aals

*Ilapsem Anu Yanru. Tpakrat o mysbike. Ilep. Cemenoro. — T., 1946.

SMohammad Wahid Mirza. The Life and Works of Amir Khusrau. — The Baptish Mission Press, Calcutta, 1929.
5Fatimi Q. Amir Chusro’s contribution to indo-muslim tradition. — Islamabad, 1975.
"Nizomiddinov Sh.M. Amir Xusrav Dehlaviy. — T., 1969.

8To‘ychieva.G. Xusrav Dehlaviy ma’naviyati. Sarchashma jurnal — 1998/3.
®Mirsaidov J. Amir Xusrav Dehlaviyning ahlog hagidagi garashlari. — T., 1982.
10Shamuxamedov S.A. V poiskax ideala. — T.: Fan, 1982.

1Alieva.G.Yu. Amir Xusrav Dexlaviy. Matla’ al anvor. Kirish so‘zi. — M., 1915.
2Cynxa H.K., banepmxu A Y. Uctopus Uugun. — M.,1954.

BAmpadsan K.3. Henniickuii cynranar. — M., 1960.

14Lal K.S. History of the Khaljis. — Allahabad, 1950.

>Ranade G.B. Maharashtra-jivan. — Puna, 1960.

6Mallaev N. O‘zbek adabiyoti tarixi. Birinchi kitob. — T., 1965.

’Ram Baby Saksena. A history of urdu literature. — Allahabad, 1927.

18Chauxan Sh. Ocherk istorii literaturst xindi. — M., 1960.

¥A’zamova M.R. Boburiylar davri musiga madaniyati. — T., 2007.

Madhumita Dutta. Let's Know Music and Musical Instruments of India. — New Deli, 2008.
21Dr. Suneera Kasliwal. Classical musical instruments. —New Delhi, 2001.

Yayxan I1I. Ouepk uctopuu aureparypsl xuaau. — M., 1960.

2Sunil Bose. Indian classsal music. — New Deli, 1995.

% AsuzoBa @. [llammakom u para. — Dushanbe, 1999,
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manbalarda zikr etilgan fikrlar xususida ma’lumot berish bilan chegaralangan.
Xusrav Dehlaviyning musiqgiy merosi alohida bir tadqiqot tarzida o‘rganilmagan.

Askarali Rajabov va Asliddin Nizomov?®®lar tomonidan tagdim etilgan
manbalarning bir bo‘limi Xusrav Dehlaviyning hayoti va ijodiy faoliyati hagida
ma’lumotlar keltiriladi.

D.Karamatovaning “The 12-magam System and its Similarity with Indian
Ragas”?® magolalari o‘n ikki maqom va ragalarni qiyosiy o‘rganishga bag‘ishlangan
bo‘lib, Xusrav Dehlaviyning bastakorlik faoliyati xususida ham fikrlar keltiriladi.

Shu bilan birga Misxobiddin Narziqulning “Tpakrtar Amupa Xycpasa
HuxnaBu «Ipmxkazu Xycpasmw» («Hyno XycpaBay) U Tpagulldu SMUCTOJIIPHOTO
)KaHpa B MCTOPUM IEPCHJCKO-Ta[KMKCKOW mureparypbl (X-XIV BB.)?” falsafa
doktorlik ilmiy darajasi uchun yozilgan dissertatsiyasida risola hamda epistolyar
san’ati haqida batafsil to‘xtalib, ilmiy tahlil gilinadi. Biroq dissertatsiyaga filologik
tomonlama yondoshilgani uchun musiqa ilmi haqida so‘z yuritilmaydi.

Dissertatsiyada chet ellarda va O‘zbekistonda nashr etilgan adabiyotlar va
musiqiy risolalardan kengrog foydalanishga harakat qilindi.

Tadqiqotning dissertatsiya bajarilgan oliy ta’lim muassasasi ilmiy-
tadqiqot ishlari bilan bog‘ligligi. Dissertatsiya tadqiqoti O‘zbekiston davlat
konservatoriyasining ilmiy-tadgiqot ishlari rejasiga muvofig “Milliy va jahon
musiqa san’atida professional kadrlar tayyorlashning ilmiy-ijodiy printsiplari”
mavzusidagi ilmiy yo‘nalish doirasida bajarilgan.

Tadqgigotning magsadi Amir Xusrav Dehlaviyning musiqiy merosini,
musiqga san’ati rivojiga qo‘shgan nazariy va amaliy ishlarini ochib berishdan iborat.

Tadgqigotning vazifalari:

Amir Xusrav Dehlaviyning ijodiy faoliyatidagi musigiy janrlar shakllanishi
va takomillashishidagi hissasini tarixiy omillarini aniglash;

“qavvali, “xayal”, “tarana” janrlarini tarixiy, nazariy va shakl jihatdan ustuvor
ahamiyatini ochib berish;

Amir Xusrav Dehlaviy ijodiga mansub bo‘lgan birlamchi manba va omillarni
aniglash;

Dehlaviy ijodida “E’jozi Xusrav” risolasidagi musiqiy-nazariy, “qavvali”,
“xayal”, “tarana” janrlarining (parda-ohang, usul, shakl, rivoj tamoyillari;) ilmiy-
nazariy, amally masalalari muhim o‘rin tutganligini asoslab berish.

Tadqigotning obyekti sifatida XII1-XIV asarlarda ijod etgan Amir Xusrav
Dehlaviyning ilmiy va amaliy merosi tanlangan.

Tadgigotning predmeti Amir Xusrav Dehlaviy ilmiy-amaliy merosi va ular
negizida shakllangan musiqiy ijodiyoti, “Risola-ul-E’joz” (“E’jozi Xusrav”) risolasi
hamda uning orgonologik, janrlarda hind va o‘n ikki maqom negiza yaratilgan
bastakorlik asarlarda aks etish jarayonlaridan iborat.

Tadqiqgotning usullari. Dissertatsiya mavzusini yoritishda tasniflash,
giyosiy-tarixiy metod kabi tadqiqot va tahlil usullari qo‘llanilgan.

Tadgigotning ilmiy yangiligi quyidagilardan iborat:

2 Asliddin Nizomi. Taspuxu Mycukun Toquk. — Dushanbe, 2014.

%Dilorom Karomat The 12-magam System and its Similarity with Indian Ragas (according to Indian Manuscripts)
2"Hapsuxyn M. Tpakrat Amup Xycpasa {uxnasu Jbmkasu Xycpasu (Uyno Xycpasa) U TpaUIUHU SIUCTOJSPHOTO %KaHPa B
HCTOPHUH MEPCUJICKO-TaLKUKCKO# suteparypsl (X-XIV BB). — Dushanbe, 2009.



hind musiqa ijrochilik amaliyotida qo‘llanilib kelinayotgan pushtu taal, zumra
taal, chautal taal usullari Dehlaviy tomonidan tabla cholg‘usi uchun yaratilganligi
“E’jozi Xusrav” risolasidagi ma’lumotlar asoslangan;

risoladagi gavvali, xayal, tarana kabi musiqgiy shakllar, bastakorlar ijodiyoti
va ular bilan bog‘liq hind mumtoz asarlarning muhim shakli sifatida ijro etilishi,
setor cholg‘usiga tor qo‘shilishi bilan qayta shakllanganligi, tabla cholg‘usi esa
yangi soz sifatida yaratilganligi, “E’jozi Xusrav” risolasida musiga nazariyasiga doir
ma’lumotlar mavjudligi bilan isbotlangan;

Amir Xusrav Dehlaviy tomonidan takomillashtirilgan (setor) va yaratilgan
(tabla) cholg‘ular hamda qavvali, xayal, tarana janrlari hind mumtoz musigasining
yetakchisi bo‘lgan ragalar asosida yaratilganligi dalillangan;

musiqiy namunalarning tuzilish tartibi va ijro uslubi bilan ajralib turuvchi
gavvali, xayal, tarana janrlaridagi “sulfakta”, “zumra taal” kabi usullar Amir Xusrav
Dehlaviy tomonidan yaratilganligi aniglangan.

Tadgigotning amaliy natijalari quyidagilardan iborat:

Amir Xusrav Dehlaviyning ijodiga mansub bo‘lgan cholg‘ular, janrlar va
risolasi birlamchi manbalardan olingan xulosalar musigashunoslik uchun muhim
nazariy-amaliy ma’lumotlar aniqlangan;

Dehlaviy ijodiyotida eng ko‘p uchraydigan shakl va janrlarning o‘ziga xos
jihatlari ushbu san’at negizlarini tushunishda asos bo‘lib xizmat qilishi dalillangan;

Xusrav Dehlaviyning musiga merosi, bastakorlik ijodiyoti negizida
shakllangan janrlarni keyingi avlod vakillari orasida keng targ‘ib etishda nazariy
masalalari asoslangan;

Oliy va o‘rta maxsus ta’lim muassasalarida, sharq musiqa san’atini
o‘rganishda qo‘shimcha adabiyot bo‘lishi, “O°zbek musiqasi tarixi”, “Sharq xalqglari
musiqa tarixi” kabi fanlarga oid darslik va o‘quv qo‘llanmalar yaratilishida tarixiy,
ilmiy, nazariy ma’lumotlar sifatida xizmat qilishi aniglangan.

Tadgqiqgot natijalarining ishonchliligi Tahlil etilgan birlamchi risolalardan
kelib chiggan holda xulosalar gilish imkonini berganligi, ularning asosliligi, olingan
natijalarning amaliyotda, ta’lim jarayonida foydalanilishi bilan izohlanadi.

Tadgqiqot natijalarining ilmiy va amaliy ahamiyati. Tadgigot natijalarining
ilmiy ahamiyati shundaki, nazariy xulosalar bugungi davr musigashunosligida
mavjud ma’lumotlarni kengaytiradi va to‘ldiradi, musiqiy manbashunoslik,
san’atshunoslik sohalarida ham birlamchi manbalarda mavjud musiqiy atamalar
mohiyatini teran anglash va yangicha, o‘ziga xos uslubda tadqiq etish imkoniyatini
beradi.

Tadgiqgot natijalarining amaliy ahamiyati shundaki, dissertatsiyadagi ilmiy
ma’lumotlarni oliy ta’lim muassasalarida “O‘zbek musiqasi tarixi”, “Sharq xalqlari
musiqa tarixi” fanida dasturulamal sifatida, qolaversa sozgarlik san’atida musiqiy
cholg‘ular haqidagi ma’lumotlarni amaliyotda joriy etish jarayonlarida foydalidir.

Tadgigot natijalarining joriy gilinishi. “Amir Xusrav Dehlaviy va musiqa”
tadqiqoti bo‘yicha olingan ilmiy natijalar asosida:

hind musiqa ijrochilik amaliyotida qo‘llanilib kelinayotgan pushtu taal, zumra
taal, chautal taal usullari Dehlaviy tomonidan tabla cholg‘usi uchun yaratilganligi
“E’jozi Xusrav” risolasidagi ma’lumotlar “O°zbek milliy maqom san’ati markazi”
tomonidan 2018 yil 6-10 sentyabr kunlari Shaxrisabz shahrida bo‘lib o‘tgan
“Magom musiqa san’ati va uning jahon tsivilizatsiyasida tutgan o‘rni” mavzusida
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Xalgaro ilmiy-amaliy konferensiya dasturida foydalanilgan (“O‘zbek milliy maqom
san’ati markazi”ning 2022 yil 3 iyundagi 100-son ma’lumotnomasi). Natijada
konferentsiya ishtirokchilarining Amir Xusrav Dehlavviy ilmiy va amaliy merosi
haqida yangi ilmiy ma’lumotlarga ega bo‘lishlariga erishilgan;

risoladagi gavvali, xayal, tarana kabi musiqgiy shakllar, bastakorlar ijodiyoti
va ular bilan bog‘liq hind mumtoz asarlarning muhim shakli sifatida ijro etilishi,
setor cholg‘usiga tor qo‘shilishi bilan gayta shakllanganligi, tabla cholg‘usi esa
yangi soz sifatida yaratilganligi haqida olingan natijalar “Mahalla” radiokanali
orqali efirga uzatilgan ‘“Adabiyot gulshani” turkum eshittirishi senariysida
foydalanilgan (O‘zbekiston milliy teleradiokompaniyasi “Mahalla” teleradiokanali
davlat muassasasiining 2022 yil 13 iyun 765-son ma’lumotnomasi). Pirovardida
radio tinglovchilar shu asosda Amir Xusrav Dehlaviy ijodi haqidagi ma’lumotlar
yuzasidan muayyan tasavvurga ega bo‘lganlar;

Amir Xusrav Dehlaviy tomonidan takomillashtirilgan (setor) va yaratilgan
(tabla) cholg‘ular hamda qavvali, xayal, tarana janrlari hind mumtoz musigasining
yetakchisi bo‘lgan ragalar asosida yaratilganligi O‘zbekiston kompozitorlari va
bastakorlari uyushmasida faoliyat yuritayotgan bastakorlar va musigashunoslar
sho‘‘ba majlislarida milliy maqomshunoslikning janr va ashulalari, mahalliy
uslublar shakllanishiga asoslangan holda foydalanilgan (O‘zbekiston kompozitorlari
va bastakorlari uyushmasining 2022 vyil 14 iyun 01-04/63-120-son
ma’lumotnomasi). Pirovardida yosh bastakorlar va musiqashunoslar Amir Xusrav
Dehlaviy va uning ijodi, adabiyot, musiga sohalarida amalga oshirgan ishlari
xususida qgizigarli ma’lumotlarga va muayyan tasavvurlarga ega bo‘ldilar;

musigiy namunalarning tuzilish tartibi va ijro uslubi bilan ajralib turuvchi
gavvali, xayal, tarana janrlaridagi “sulfakta”, “zumra taal” kabi usullar Amir Xusrav
Dehlaviy tomonidan yaratilganligi haqida olingan natijalar “Mahalla” radiokanali
orgali efirga uzatilgan “Adabiyot gulshani” turkum eshittirishi senariysida
foydalanilgan. (O‘zbekiston milliy teleradiokompaniyasi “Mahalla” teleradiokanali
davlat muassasasiining 2022 yil 13 iyun 765-son ma’lumotnomasi). Pirovardida
radio tinglovchilar shu asosda Amir Xusrav Dehlaviy ijodi haqidagi ma’lumotlar
yuzasidan muayyan tasavvurga ega bo‘lganlar.

Tadgqiqot natijalarining aprobatsiyasi. Tadgiqgot natijalari 2 ta xalgaro va 4
ta respublika ilmiy-amaliy anjumanlarida muhokamadan o‘tkazilgan.

Tadgqiqot natijalarining e’lon gilinganligi. Dissertatsiya mavzusi bo‘yicha
17 ta ilmiy ish, shu jumladan, O‘zbekiston Respublikasi Oliy attestatsiya
komissiyasining doktorlik dissertatsiyalari asosiy natijalarini chop etishga tavsiya
etilgan ilmiy nashrlarda 4 ta ilmiy maqola, 3 ta xalgaro va 10 ta ilmiy tezislar
respublika va xalgaro anjuman to‘plamlarida nashr gilingan.

Dissertatsiyaning tuzilishi va hajmi. Dissertatsiya kirish, uch bob, xulosa,
foydalanilgan adabiyotlar ro‘yxati, ilovalardan tarkib topgan bo‘lib, asosiy matn 127
betdan iborat.

DISSERTASIYANING ASOSIY MAZMUNI

Kirish gismida tadgiqot masalalari shakllantirilib, tanlangan mavzu va uning
hozirgi zamon san’atshunoslik ilm-fani taraqqgiyotida dolzarbligi va zarurati
asoslangan, tadgigotning maqgsadi va vazifalari, obyekt va predmetlari tavsiflangan,
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respublika fan texnologiyalari rivojlanishining ustuvor yo‘nalishlariga mosligi
ko‘rsatilgan, tadqiqotning ilmiy yangiligi va amaliy natijalari bayon etilgan, olingan
natijalarning ilmiy va amaliy ahamiyati ochib berilgan, tadgigot natijalarini
amaliyotga joriy qilish, nashr etilgan ishlar va dissertatsiya tuzilishi bo‘yicha
ma’lumotlar berilgan.

Dissertatsiyaning “Amir Xusrav Dehlaviy badiiy merosining ahamiyati”
deb nomlangan birinchi bobida XIH-XIV asrlar ijtimoiy-madaniy mubhiti,
jjodkorning adabiy merosi hamda “Xamsa” turkumining o‘rni haqida fikrlar
yuritiladi. Uning ijodiy faoliyati davomida erishgan yutuqlari va amallari yoritib
beriladi.

Har bir davrning ijtimoiy-siyosiy tuzumi bevosita madaniy hayotga, o‘sha davr
rivojiga o‘z ta’sirini ko‘rsatadi. XIII-XIV asr madaniyat sohalaridagi rivoji ham
bevosita davrning siyosiy mafkurasidan bebaxra golmagan. Bu davrda Markaziy
Osiyo allomalari tarqoq holda turli mamalakatlarda yashab ijod etishgani va o‘z
sohalarida ko‘plab yangiliklarni paydo bo‘lishiga sababchi bo‘lganini guvohi
bo‘lamiz. Pirovardida, har bir davrning o‘z mutafakkirlari, yorgin namoyandalari
dunyoga kelishiga sabab bo‘lgan tarixiy jarayon, u yoki bu darajada o‘z vazifasini
bajarishga xizmat gilgan. Amir Xusrav Dehlaviy ham Hindistonda tug‘ilishiga,
yashab-ijod etishiga, keyinchalik hayoti davomida adabiyot va san’at sohalarida
yangiliklar Kiritishiga ijtimoiy-siyosiy tizim ham ozmi-ko‘pmi o‘z ta’sirini
ko‘rsatganligini guvohi bo‘lishimiz mumkin.

Dehlaviy she’riyat dunyosida mislsiz ekanligini filolog olimlar gayta-gayta
ta’kidlaydilar. Uning she’riyat olmida ham yangiliklar yaratgani sir emas. ““Nux
sipehr” asarining uchinchi qismi mufta’ilun, mufta’ilun, mufta’ilun vazinda
yozilgan™®. Vahid Mirza “Shu davrgacha masnaviylar bunday vaznda
yozilmaganligini ta’kidlaydi — “Bu yangi vazinni men o‘zim kashf qildim va
igtidorim bilan uni qgimmatbaho toshlar bilan to‘ldirdim”?,

“Muftailun” — mustafilun rukni tarmoglari tarkibiga kirib, mustafilunning
“tayy” (yig‘ilish) zihofiga duch kelib, oxirgi bo‘g‘inlarining qisqa bo‘g‘inlarga
aylantirilishidan hosil bo‘ladi va matviy deb yuritiladi®®. Dehlaviy tomonidan
yaratilgan “muf-ta-i-lun- muf-ta-i-lun- muf-ta-i-lun” (- VV --VV --V V -) vazni
hagida Alisher Navoiyning “Mezon ul-avzon” asarida “Rajazi musammani matviyi
mahbun”! deb yuritiladi. Ya’ni, Rajaz bahriga tegishli murakkab vaznlardan biridir.
Lekin, shoirning o‘zi bu vaznga kam murojaat etganligi uning murakkabligidan
dalolatdir. Shunga qaramasdan amaliyotda qo‘llanilib, shoirlar ijodida 0‘z o‘riniga
ega bo‘lishga muyassar bo‘ldi. Mana shu vaznga misol tariqasida Navoiy quyidagi
baytlarni keltiradi:

“Kel ey rashki qamar, la’li labing tungi shakardandur,
Furgating o°‘tida ko‘ngul chekti sipehr uzra shakardur.
Muftailun muftailun muftailun muftailun’?

Qayd etilganidek, Dehlaviy ijodi ham ma’lum darajada tasavvuf g‘oyalari

bilan bog‘liq bo‘lgan. Shoirning ruhiy madadkori va piri bo‘lgan Shayh Nizomiddin

BTyitamesa Y. Apys B koHTekcTe rasereit Amup Xycpos Jexmasnii. — T., 2005 r., cTp-86
2Mohamad Wahid Mirza. The life and works of Amir Khusrau. — Dehli, Reprint, 1974. r-183.
30X ojiaxmedov A. Aruz nazariyasi asoslari. — T., 2018 y., 56-b

3INavoiy A. Mezon ul-avzon. — T., 1983y., 20-b

%2Navoiy A. Mezon ul-avzon. — T., 1983y., 20-b
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Avliyo uni “Turkulloh”, ya’ni “Alloh yaratgan turk” nomi bilan ataydi.®
ljodiyotining samarasi natijalari ham bunga guvoh desak ayni hagiqatdir.

Shoirlik maqomiga erishish uchun ijod yo‘lidagi pillapoyalaridan birma-bir
chigar ekan, asta-sekin kamolot cho‘qqisini zabd etadi. Amir Xusrav Dehlaviy ham
o‘zining ijodi davomida yozilgan asarlari biri-biridan gadr-gimmati oshib
boraveradi. Chunki, uning bir asardan ikkinchi asargacha tafakkuri, dunyo garashi
va tajribasi yuksaklanishini guvohi bo‘lishimiz mumkin. G‘azalnavislik hamda aruz
vazni ta’limotida ham o0°z o‘rniga ega bo‘lgan ijodkordir. Dehlaviy ijod qilgan yangi
vazni esa uni aruz ilmida ham shoirlik olamida yetuklikka erishganligidan dalolat
beradi. Uning ijodi hattoki Mirzo Boysungara va Mirzo Ulug‘beklardek buyuk
saltanat xukmdorlarining bahslariga sababchi bo‘lgan shaxsdir. U zamonasining
Ijtimoiy-siyosiy, madaniy hayoti xaqida so‘zlovchi tarixiy dostonlarini kelajak avliod
uchun bebaho boylik sifatida meros qilib ketdi.

Amir Xusrav Dehlaviyning “Xamsa” turkumida musiqiy iboralar, cholg‘ular
haqida ham baytlar mavjud. Ularni “Oinai Iskandariy” va “Hasht behesht” dostonlari
misolida ko‘rib chigamiz. Mazkur dostonlarda Dehlaviy ijrochilarga nisbatan:
mutrib, mug‘aniy, barbatnavoz, kextarnavoz, navozishkunon, sozandagi,
nag ‘masaroyi,

Cholg‘ulardan: barbat, arg ‘unun, rud, tanbur, chang, karnoi, nay, rubob;

pardalardan: Sarparda, Zuhra, Ushshoq, Hijoz, Buzurgon iboralarini
qo‘llaydi. E’tiborli jihati shundaki, “Oinai Iskandariy” dostonining deyarli barcha
bo‘limlarining oxirgi baytlari “Biyo mutrib” so‘zlari bilan boshlanadi va butun asar
davomida 14 marta keladi. Masalan:

bué, mympubo, bapraw ososzu map,
Jumozu mapo map kyn az co3u map.
Pasonu xyn, ku xywk acm pyou py6oo,
A3 on 0acmu uyn abpu 60pon-u 06>,

Dehlaviy “navo” so‘zini turli tuslanishlarda mahorat bilan qo‘llaydi.
Jumladan, navozish, xushnavo, navozishkunon, navozandaroma zart, navozanda;

“Barbat” so‘zi cholg‘u sifatida barbati, barbatzani, barbatnavoz kabi
so‘zlarni mahorat bilan ishlatadi;

Arg‘unun so‘zi ilk bor “Oinai Iskandari” dostonida uchraydi. “E’jozi
Xusrav” risolasida bu cholg‘u haqida so‘z yuritilmagan, demak Dehlaviy “Oinai
Iskandariy” dostonining mazmunidan kelib chiqgan holda shu cholg‘u haqgida so‘z
yuritgan bo‘lishi ehtimoldan xoli emas.

ba xap wox mypye apeynyn coxma,

ba xap nazma eynboymn cap anooxma.

A3 on Haema, K-y 2opamu Xyui Kapo,
Myeannii mapanmuym papomypu kapo™;

Chang, rubob, rud cholg‘ularini asar davomida bir necha marta uchratishimiz
mumkin. Aynigsa ‘“chang” cholg‘usi haqida Dehlaviy beshinchi dostoni “Hasht
behesht”da alohida to‘xtaladi. Bu cholg‘uni Dilorom obrazi bilan qiyoslab, har

33To‘ychieva G. Xusrav Dehlaviy ma’naviyati. — Sarchashma jurnal 1998/3, 38-b.
34Amir Xusrav Dehlaviy. Osori muntaxab. — Dushanbe, 1972 y., 65-b
35Shu manba. 105-b
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ikkalisi naqadar go‘zalligi, Dilorom bu cholg‘uni chalganida undan taralgan sado
Bahromni hushini olgani ta’riflangan.

booau navau apeysonupane

Yueazap eawim oap mapanHymu yaue.
bap xypii 3-on canam, ku dap xama cos,
Ty eapubusy y 2apubnagos.
Xap mapagh nybame dupewiumcos
Tawm 3-oxaneu xyw xapugnaeos 3
Rubobdan taralgan sadoni Dehlaviy arg‘anun cholg‘usi singari xushovozligi
va uni tinglaganlarni joniga malhamdek ta’sir etishi haqida cholg‘uga ta’rif beradi:
Dypyman uyoa waneu Hamacapou,
Capageanoasy ucmooa 6a noti,
Xywoeo3zuu apeynyHy py6oo,
Ba macmon xamedoo oopyu x06°,

Shu bilan bir qatorda dostonlarda nafaqat cholgular, balki pardalar hagida
ham so‘z yurtitiladi. Zuhra pardasini ikki xil ma’noda qo‘llaydi: biri yulduz
sifatida; ikkinchisi esa musigadagi parda. Zuhra pardasi eng yugori parda
ekanligiga ishora qgiladi.

ba 6apbamszanii 3yxpau napoacos
111y0 a3 napoau no3 6apbammuasos 8.

Dehlaviy “Hasht behesht” dostonining Dilorom va Bahromga ta’rif berish

bo‘limida o*n ikki parda haqida shunday deydi:
Ak 6a sk 3epu doacmu xyo0 kapoa,
Yop co3y dyso3oax napoa.
bapbamae uyn naso baposapoii,
You 3u man 6ypousy daposapou .

Cholg‘ularga ta’rif berar ekan, ularni har biriga shoirona mahoratini yuqori
daraja ekanligini guvohi bo‘lamiz. Lekin, Dehlaviy cholg‘ularni tuzilishi yoki
ko‘rinishi haqida batafsil to‘xtalib o‘tmagan, faqatgina ularning sadolari naqadar
go‘zal tarannumga egaligi, ularning sirli ohanglarni tinglovchiga yetkazishi, yoqimli
va tarovatli sadolar orqali tinglovchini o‘ziga maftun etishi, oxir oqibat ko‘ngil
istagiga yetkazishga qodirligini ko‘rsatib beradi. Yana shuni ta’kidlash joizki,
Dehlaviy xonanda va sozandalarni juda hurmat qilgani, ularning iste’dodini yuqori
darajaga ko‘targanini har ikkala dostonda kuzatishimiz mumkin.

Amir Xusrav Dehlaviy ijodi Xamsachilik, tarixiy dostonchilik va
g‘azalnavislikda, O‘rta va Yaqin Sharq xalglari adabiyoti taraqqiyoti jarayonida
muhim bosqichilardan biri bo‘ldi. Amir Xusrav Dehlaviy jjodining abadiyligi, uning
ulug® Navoiy tomonidan “Hind sehrgari” deb nomlanishi fors-tojik adabiyoti
tarixida o‘chmas iz qoldirdi.

Amir Xusrav Dehlaviy asarlari o‘sha davrning oinasi sifatida namoyon bo‘ldi.
Uning asarlari davrning ijtimoiy va madaniy hayotini in’ikosidir. Xusrav Dehlaviy

36Shu manba. 360-b
37Shu manba. 108-b
38Shu manba. 114-b
39Shu manba. 265-b
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tarixchi bo‘lmasada, lekin uning asarlari tarix uchun katta manba sifatida xizmat
qildi.

XIII asrdagi ijtimoiy-siyosiy jarayonlar ta’siri madaniy hayotga ham o‘z
ta’sirini ko‘rsatdi. Chinogizxon Markaziy Osiyoni bosib olishi, aholinining turli
darajadagi, turli soha vakillari boshga yurtlarga gochib ketishi albatta keyingi davr
rivojlanish bosqichiga sabab bo‘ldi. Hamda musiqa, adabiyot, rassomchilik, hattoki
tillarda assimilyatsiya jarayonlari yuz berdi. Amir Xusrav Dehlaviy ijodida ham shu
holatni adabiyotda va musigada kuzatishimiz mumkin. Fors va hind tillarida rexta,
ya’ni shiru-shakar usulbida bir biridan go‘zal, purma’no g‘azallar, masnaviylar ijod
qilganligi e’tiborga molikdir.

Nazira an’anasini boshlab bergan, xamsanavis adib sifatida jahon
adabiyotshunosligida o‘z o‘rniga ega bo‘lgan ummondek ijodining tomchisi
“Xamsa” turkumi — ganchadan-gancha olimlarning izlanishlariga sababchi bo‘ldi.
Bu turkum ham tarixiy, badiiy, musiqiy obrazlarni o‘z ichiga qamrab olgan asardir.
Uning obrazlari badiiy tomondan mohirona yondoshib, muallif o‘zining iqtidori va
iste’doni yuqori cho‘qqilarida ko‘rsatib bergan.

Dissertatsiyaning “Amir Xusrav Dehlaviyning musigiy merosi” nomli
ikkinchi bobida Dehlaviyni ijodkor, ijrochi, musigiy ilm namoyandasi sifatida
amalga oshirgan ishlari haqida ma’lumot beriladi. Shu bilan birga “E’jozi Xusrav”
risolasining musiqa haqidagi bo‘limi batafsil yoritib berilgan.

Amir Xusrav Dehlaviyning musiqa san’ati rivojiga qo‘shgan hissasi buyukdir.
Manbalarda zikr etilishicha, u nihoyatda musiqani xush ko‘rgan va tafakkur
doirasida idroklagan musiga bilimdonlaridan biri bo‘lgan. Bu xususiyatlari musiga
san’atining sozandalik, bastakorlik, cholg‘u va ilmiy tadqiqotchilik yo‘nalishlarida
0°‘z aksini topgan. O‘tmish musiqiy an’analarini o‘zlashtirib, musiqiy risolalarni
mutolaa qilib, nomdor sozandalarni faoliyati bilan tanishib, o‘zi ham musiqani
ganday yaratish hissini, ya’ni sozandalik sohasini ixtiyor qiladi. Bu esa uning
qalbida musiqaga uyg‘ongan ishq edi.

Uning adabiy merosini o‘rganish jarayonida, xalq musiqa an’analarining
xususiyatlari va musiga ilmining nazariy asoslari hagida asosli bilimga ega
bo‘lganligiga guvoh bo‘lish mumkin. Zero uning asarlarida musiqa san’atiga xos
iboralar, janrlar, cholg‘ular ma’nolar kesimida, juda oqilona hamda o‘rnida
qo‘llanilgan. Amir Xusrav Dehlaviy oz davrining mohir sozandasi, bastakori hamda
musiqaga oid bir qator risolalar yaratganligi tarixiy manbalarda zikr etib o‘tilgan.
Jumladan, 40 8& oladws, "oy &))" (Sayfxon Fakirulloning “Rag darpan” (“Raga
oynasi”)), cxdlad G desa 1) e, " Amge 0l & (Mirza Muhammad ibn Faxriddin
Muhammadning “Qavoidi musiqiy” (“Musiga qonunlari”), e eaa " & 4l
e " (Muhammad Alining “Musiga hagida risola”si), ada dlu i desa, ™ deis
s3I, Muhamad Nursad Chishtiyning “Nag‘mai Ushshoq, & (e @5 Sada " o yae
Gleadll”, (Txakur Navvab Ali Xonning “Ma’ruf-ul- nag‘mat” (“Ajam va hind
musiqasi”), A. Rajabovning “Madaniyati musikiy tochik dar asrxoi XIII-XIV>,
K.Fotimining “Amir Chusro’s contribution to indo-muslim tradition™! (“Amir
Xusravning hind-musulmon an’analariga qo‘shgan hissasi”) va h.k.

40 Rajabov A. Madaniyati musikiy tochik dar asrxoi X111-XIV. Dushanbe, 1987 y .
“IFatimi Q, Amir Chusro’s contribution to indo-muslim tradition. Islamabad, 1975 y.
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Darxaqiqat, Amir Xusrav Dehlaviy ilmiy merosining ko‘lami keng, musiga
san’ati ijjodiyoti, amaliyoti va cholg‘ular dunyosi an’ana-zamon, amaliyot va ijro
kesimlarida va bir-biriga uyg‘un holda rivoj topgan.

Amir Xusrav Dehlaviy va uning merosiga har bir muallifning yondrshish
mezoni o°ziga xos. Ularda Dehlaviyning musiga san’atini amaliyoti va ijodiyotiga
qo‘shgan hissasi, 1jrochiligi hamda orgonologiya faniga qo‘shgan hissalari tilga olib
o‘tilgan. Manbalar ma’lumotlarining muxtasar bayonlariga asosan Amir Xusrav
Dehlaviy musiga san’atining to‘rt yo‘nalishi bo‘yicha samarali faoliyat olib
borganligini e’tirof etish lozimdir.

1. ljodkor — bastakorlik ijodi, ya’ni hind mumtoz musiqa an’anasi asosida
yaratgan yangi asarlari;
2. ljrochi — cholg“ushunoslik va cholg‘ularni takomillashtirish sohasida

hind mumtoz musiqa ijrochiligi amaliyotida moslashtirgan amallari;

3. Musiqgiy ilm-musiqgiy ijrolarni ma’nolar tizimida bayon etib,
musiqashunos sifatida namoyon bo‘lishi;

4, Ustoz-shogird — ta’lim jarayoni.

Xusrav Dehlaviy musigani shu darajada yuksaklashtirganki, doimo uni ilm
darajasidagi san’at sifatida e’tirof etib boradi.

Xusav Dehlaviyni musiga olamida shaxs sifatida tasavvurga ega
bo‘lishimizda uning “E’jozi Xusrav” risolasidagi fiklari juda katta omil bo‘lib
xizmat qiladi. Butun risola davomida uni o‘z zamonasining nafaqgat she’riyat
olamida, insho san’atida, balki musiqa ilmida ham daho bo‘lganligini isbotini topadi.
U o‘zi erishgan yutuglarini quyidagicha tasniflash mumkin:

1. Xonanda sifatida u juda go‘zal ovozga ega bo‘lgan “Zuhra bizning
yuqori ovoz pardalarni olishimizga havas bilan qaraydi”*2. Bu misralar Xusrav
Dehlaviy xonandalik sirlaridan ham xabardor bo‘lganligiga ishora sifatida xizmat
giladi;

2.  Sozandalik olamida ham mohirlikka erisha olgan. Turli kuylarni
uyg‘unlashtirib, bir laddan boshqga ladga o‘tishda juda mohir bo‘lgan;

3. Tovushlar tabiatini, ko‘plab cholg‘ular tuzilishini bilgan va sozlarni
takomillashtirgan hamda yaratgan;

4, U sadogatli shogrid va bilimdon hamda mehribon ustoz;

5. U bastakor — asosiy va yordamchi ladlar yaratgan, ya’ni maqom
namunalari;

6. U tangidchi.

Amir Xusrav Dehlaviyning musiga olamidagi hissasini fagatgina uning
barcha asarlarini o‘rganib, tahlil qilib, keyingina baho berish mumkin. Uning birgina
“E’jozi Xusrav” risolasi orqgali Xusrav Dehlaviyni dunyo musiqa olamida buyuk
olim, hind musiqa tarixida takrorlanmas daho siymosini ko‘rishimiz mumkin.

U buyuk ijrochi, musigashunos sifatida musigani-ilmiy jihatdan tadgiq etgan
olimdir. Uning musiqaga bo‘lgan muhubbati quyidagi misralarda o‘z ifodasini
topgan: “Hatto menning vafotimdan so‘ng, agar kimdir gqabrimga kelib quloq solsa,
u yerdan she’rlarimni xonishi emas, balki mukammal kuylarni shirin ohanglarini
eshitadi”™*3,

42Shu manba, 176-b
43Amir Xusravi Dexlavi. E’jozi Xusravi. — Dushanbe, 2013 y., 180-b.
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Ko‘p qirrali olim Amir Xusrav Dehlaviy nafagat shoir, bastakor balki,
musiqiy cholg‘ularni takomillashtirishda hamda usta ijodkor sifatida e’tirof etiladi.
Avvalo, cholg‘u yaratish yoki unga qandaydir o‘zgartirish kiritish uchun o‘sha
cholg‘uni yaxshi bilishiyu, unda ijro eta olishi talab etiladi. Ayrim manbalarda
“Xusrav Dehlaviy setor va tabla cholg‘ularini yaratgan” deyilsa, ayrimlarida esa
“takomillashtirgan” degan fikrlarni uchratish mumkin. Ma’lumki, yangi cholg‘uni
amaliyotga kiritish yoki unga qandaydir o‘zgartirish kiritish, takomillashtirish uchun
va bu o‘zgartirish asrlar davomida saglanib qolishi, ijrochilar tomonidan amaliyotda
qo‘llanilishi, ijrochilar uchun ma’qul, qulay, ijro imkoniyatlari keng bo‘lgandagina
sozandalar tomonidan tan olinadi hamda amaliyotda qo‘llaniladi.

Pirovardida Xusrav Dehlaviy setor cholg‘usini tom ma’noda yaratgan, deyilsa
mubolag‘a bo‘lmaydi. Chunki, u cholg‘uga bitta tor qo‘shib, ijro va ovoz
imkoniyatlarini kengaytiribgina qolmay, ijrochi uchun qulay sharoitni yaratib berdi.
Bu esa uni mohir sozgar va cholg‘uchi ekanligidan dalolat beradi.

Amir Xusrav Dehlaviyning cholg‘ular yaratilishi bilan bog‘liq 1jodi xususida
yana bir cholg‘u alohida gayd etilgan. Xususan, hind mumtoz musiqasi ijrochiligida
yetakchi hisoblangan tabla cholg‘usini yaratilishi, o‘tmish manbalarida Amir
Xusrav Dehlaviy nomi bilan bog‘ligligi e’tirof etib o‘tiladi. Tablaning kashf etilishi
ham hind cholg‘ularidan biri asosida amalga oshirilganligi xususida Sunil Bas
o‘zining “Indian classic music” kitobida bayon etib o‘tadi. Xususan “Urma
cholg‘uni kiritilganligi ham Xusrav tomonidan juda qizigarli bo‘lgan... ya’ni
“..pakxavajni** ikki gismga bo‘layotib tablaning birinchi namunasini kashf
gilgan”.*® Pakxavaj cholg‘usi Shimoliy hind klassik musiqasidagi asosiy urma
cholg‘u hisoblaniladi. Mazkur urma cholg‘u haqida tarixiy manbalar XII asrdan
oldin paydo bo‘lganligiga ishora qiladi. Bu cholg‘u ilgari “Mridang” deb atalgan.
XIII asrga kelib esa “Maddalam” deb atala boshlaydi. XV asrda “Pakxavaj” nomi
berilgan. Lekin shunga garamay “Mridang” so‘zi yo‘qolib ketmagan va uning
sinonimi sifatida qo‘llanilib kelinmogda. Pakxavaj cholg‘usi hind mumtoz
musiqasida eng muhim o‘rin egallagan cholg‘u hisoblanilgan. Chunki, u dxrupad
uslubiga, rabab, surangar, surbaxar cholg‘ulariga yagona urma jo‘rnavoz cholg‘u
hisoblanilgan. Lekin, musiqa amaliyotiga xayal janri va tabla cholg‘usini kirib
kelishi pakxavaj cholg‘usining mavgeyini tushiradi. Pakxavajning ijro jarayoni
ochiq qo‘l bilan zarb berishi, xayal, txumri setor kabi nozik va his-hayajonga boy
janrlar va cholg‘ular jarangini berkitgan. Tabla cholg‘usi esa barmoglar bilan zarb
berib ijro etishi, mazkur musiqiy janrlarning xarakterini yanada ko ‘proq ochib berish
imkoniyatiga ega bo‘lgan. Shu bilan birga tabla barmoqlar yordamida chalingani
uchun pakxavajga nisbatan usullarni tezroq ijro etish imkoniyatiga ega bo‘ladi.
Barmoglar yordamida uriladigan zarblar joyiga va zarbning sifatiga garab turli
tovushlar paydo bo‘ladi.

Amir Xusrav Dehlaviy tomonidan takomillashtirilgan cholg‘ular nafaqat
manbalarda, balki ijro amaliyotida ham 0‘z o‘rniga ega bo‘lgan hamda ijrochilar
tomonidan qo‘llanilib kelinmoqda. U o°z ijodi bilan hind cholg‘u dunyosini yangi
namunalar bilan boyitgan inson. Eng muhimi, uning yaratgan cholg‘ulari o‘zining
mukammalligi, murakkabligi—yu ijodida qulayligi, sadoda go‘zal, milliylikda juda

44pakxvaj — ikkiyoqlama zarb bilan ijro etiladigan cholg‘u
45Sunil Bose. Indian classic music. — Vikas Paperbacks, 1993 u. r-50.
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mosligi bilan xozirgi davrgacha 0‘z mavqeyini, o‘rnini saqlab kelmoqda. Chunki,
setor va tabla hind musiqiy cholg‘ularining sarasidir. Dunyoning har bir
mamlakatlarida bu cholg‘ularni bilmagan, lekin uning sadolarini yoqtiradigan
muxlislar juda ko‘p. Ijrosi esa umumbashariyat xalglari uchun juda ibrat sifatida
jozibalidir. Qo‘lyozmalarni tayyorlash jarayoni xattot va musavvir mehnatining
natijasidir. Ayrim qo‘lyozmalarda xattotlar rasm va bezak uchun joy ajratib
ketgandan so‘ng musaavvir o‘z iste’dodini namoyon qilsa, ayrim qo‘lyozmalarda
esa har ikkala mutaxassisning hamkorlikdagi ijodini namoyon etadi. Bunda rasm
o‘rtasida yoki pastki yoki yuqori gqismida baytlar kiritilganligini guvohi bo‘lishimiz
mumkin. Badiiy bezakli qo‘lyozmalar bir biridan farq qilinishining asosiy jihati ham
ular turli xattotlar va musavvirlarning ijodiy tafakkuri, iste’dodi, didi bilan
bog‘ligligidir. Xusrav Dehlaviyning dostonlariga ishlangan rasmlar Sharq
miniatyura®*siga xos bo‘lgan uslubda yaratilganligini guvohi bo‘lishimiz mumkin.
Dissertatsiya jarayonida ko‘rib chiqilgan va asosan musiqaga oid rasmlar turli
davrlarda, turli xattotlar va rassomlar tomonidan qo‘lyozmalarga ishlangan
miniatyuralardir.

Amir Xusrav Dehlaviy asarlarining qo‘lyozmalari XIV-XV-XVI asrlarda
Hindiston, Eron, Xuroson va Movoraunnahrda, XVII-XVIII asrlarda esa Buxoro,
Xivada ko‘chirilgan. Ular hozir jahonning turli qo‘lyozma fondlarida saglanib
kelinmoqda. Britaniya muzeyi, Parij milliy kutubxonasi, Dublindagi Chester Bitti
fondi, Vashingtondagi Galereya Frir, Turkiyadagi To‘rqopu muzeyi, Vena milliy
kutubxonasi, Hindiston fondlarida zarvaraglar va miniatyuralar bilan bezatilgan
qgo‘lyozmalar mavjuddir. Xusrav Dehlaviy dostonlariga ishlangan miniatyuralarda
asar mazmunini, uning dramatik holatlarini yoki ilmiy suhbat, jang maydoni, ov,
bazm, tabiat manzaralari, visol damlari kabi jarayonlar aks ettirilgan. Zamonasining
mashhur Xattotlari tomonidan ko‘chirilgan hamda o‘z zamonasining atoqli
musavvirlari tomonidan miniatyuralar chizilgan. Dehlaviyning asarlari har zamonda
o‘zining aktualligi bilan ijodkorlarni o°ziga jalb qilib kelgan. Uning qo‘lyozmalariga
ishlangan miniatyuralar esa miniatyura san’atining rivoji uchun ilmiy-amaliy
ahamiyat kasb etgan asarlar bo‘lib xizmat qilib qoladi. Dehlaviyning asarlariga
ishlagan ayrim asarlarda miniatyuralar soddaroq ko‘rinishga ega bo‘lsa, ayrimlarida
esa obrazlar, syujet g‘oyasini dramatizmni kuchaytirish maqsadida qo‘llanilgan
bezaklar, ranglarni boyitilgan holda chizilganini ko‘ramiz. Miniatyuralardagi ayrim
cholg‘ularning ko‘rinishi esa aynan Dehlaviy tasvirlagan yoki u zamonida mavjud
bo‘lgan cholg‘ular ask ettirilmagan. Lekin, o‘sha davr musigqiy madaniyatini,
xonanda-sozandalarning jamiyatdagi o‘rnini ko‘rsatib berilgan. Pirovardida, Amir
Xusrav Dehlaviyning asarlariga bo‘lgan qiziqish va intilish Firdavsiyning
“Shohnoma’si, Nizomiy Ganjaviy va Alisher Navoiylarning “Xamsa” dostonlariga
bo‘lgan e’tibordan kam emas. U o‘zining dostonlari orqali yana bir bor musiga
olamiga begona emasligini hamda bu ilmda yorqin yulduz singari o‘z o‘rniga ega
shaxs ekanligini isbotladi.

Amir Xusrav Dehlaviyning qo‘lyozmalari va ularga ishlangan miniatyuralar
0‘z zamonida ham e’tiborga molik bo‘lgan asarlar bo‘lganligidan dalolat beradi.

46Miniatyura so‘zi lotin tilidan qizil rangning nomlaridan biri, odatda qo‘lyozmaga ishlangan rasmlarga aytiladi. U- kalligrafiya,
sahifalarini ziynatlash, muqova bezagi bilan bir qatorda qo‘lyozmaning eng asosiy murakkab dekorativ unsurlaridan birini tashkil
qiladi. Miniatyura san’atining turli maktablari mavjuddir. Ular Arab va Eron, Turk va Ozarbayjon, Hindiston va Xirot miniatyura
maktablari o‘zining rivojlanish tarixi, 0‘z uslubiga ega.
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Ulardagi rasmlar esa tarixga sirli oyna orqali tushib qolgandek, o‘sha davrning
liboslaridan boshlab, arxitektura va uslublari hamda cholg‘ularni ko‘rinishi haqida
tasavvurga ega bo‘lishga asos bo‘la oladi. Qo‘lyozmalarning gadri-gimmati esa
zamonlar osha oshib boraveradi.

Tadqiqotning “Amir Xusrav Dehlaviyning bastakorlik ijodiyoti” nomli
yakuniy uchinchi bobida Qavvali, xayal, tarana janrlari, ularning tuzilishi, hind
mumtoz musiqasidagi o‘rni haqida so‘z yuritiladi.

Musiqgiy janrlar xalg ijodiyoti va amaliyotida yuzaga keladigan hamda
muayyan shakl, xususiyat, sifat va an’analarni o‘zida mujassam etishi begumon.
Hind musigasining mukammal mumtoz musiqa janri ragadir. Lekin raga yo‘llariga
mos yoki mumtozlik kasb etuvchi janrlar ham hind mumtoz musigasiga Xxos
xususiyatlar kasb etishi e’tirof etilgan. Oddiy musiqiy janrlarning takomillashishi
davr rivoji, xalq ma’naviy barkamolligining nishonasidir. Har ganday istigbolli omil
ravnaq topishi va mukammallik yo‘lida takomillashishi mugqarrardir. Hind musiga
madaniyati tarixiga oid manbalarning bayon etishicha, hind mumtoz musiga janrlar
hisoblanmish gavvali, hayal, dhrupad va taranalar ana shunday bosgichlarni kechib
o‘tgan janrlar qatoridan o‘rin olgan.

Amir Xusrav Dehlaviy zamonasida ilm-fan rivoji, ijtimoiy-igtisodiy
hayotning rivojlanish davri kechganligi bir gator tarixiy risolalarda gayd etiladi.
Musiqa san’atiga doir amaliy va ilmiy jarayon ham bundan mustasno emas. Bunga
yorqin misol sifatida oddiy xalq musiqa janri bo‘lgan va keyinchalik rivojlanish
orqali takomillashib mumtoz janrga aylangan qavvali janri ko‘p hollarda qayd etib
o‘tiladi. Janrning takomillashuviga hissa qo‘shgan namoyanda sifatida Amir Xusrav
Dehlaviy e’tirof etiladi. Darhaqiqat, gqavvali janri mumtozlik xususiyatlarga ega
bo‘lib shaklan, mazmunan, dramaturgik jihatdan va ijroviy mezonlari bilan
murakkab va mukammalligini e’tirof etish lozimdir. Uning o‘ziga xos shakliy va
ijroviy jihatlari gavvalining alohida janr sifatida kamol topishida, asosiy mezon
sifatida xizmat gilgan. Amir Xusrav Dehlaviy tomonidan bastalangan Yaman ragasi
xozirgi kunda ham hind musiga amaliyotida mavjud. Yaman yoki Eman nomi bilan
ataluvchi bu raga Shimoliy Hindiston musiqasi Hindustani yo‘nalishiga xosdir.
Uning yuqoriga yo‘naluvchi tovushqgatori quyidagicha: ni, ri, ga, ma, dxa, ni sa,
ya’ni si, re, mi, fa, lya, si, do. Pastga yo‘naltirilgan tovushqatori esa sa, ni, dxa, pa,
ma, ga, re, sa, ya’'ni do,si, lya, sol, fa, mi, re, do.

Bu raga Xindol va Nayriz kuylari uyg‘unligida paydo bo‘lgan. Hindol ragasi
kalyan taatdan tarkib topgan bo‘lib, u ham xindustani yo‘nalishigia mansub. Bahor
fasli va kunning birin yarimida ijro etiladi*’. Uning yugoriga yo‘naltirilgan
tovushgatori quyidagicha:
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Pastga yo‘naltirilgan tovushqatori:
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4’Bhatkhande V.N. Rgas and raginis. — Bombay, 1935 u., r-132.
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Amir Xusrav Dehlaviy ijodida Navo, Rost, Farg‘ona, Shahnoz, Dugoh,
Husayni kabi nomlar Eron musiqa an’analarida o‘rganganligi natijasida paydo
bo‘lgan ragalar bo‘lishi ehtimoldan holi emas. Jumladan, Pokistonlik musigashunos
olim, doktor Sohib Rahib Xusayni o‘zining “Amir Xusrav Dehlaviy va Hind
musiqgasi” maqolasida “Eron musigasida o‘n ikki maqom bor. Ular: Rost, Ushshoq,
Busalig, Baravo, Isfahon, Buzruk, Navoxo, Ustod, Iroq, Zangula, Roxui, Xijoz *
deb ta’kidab o‘tadi.

Amir Xusrav Dehlaviyning qavvali janri istigboliga xos xizmatlarini e’tirof
etish lozim. Bunga mavjud tarixiy ma’lumotlar asos bo‘la oladi. Amir Xusrav
Dehlaviy o‘zining “E’jozi Xusrav” risolasida “Qavvali ijrochlarining mahoratini
baholar ekan (Dehlaviy ularni gavvalan deb ataydi) Bog‘dod va Misr xonandalari
bilan raqobatlasha oladigan darajada yuksak ekanligini ta’kidlaydi. Hamda o‘za
davrning mashhur gavvalchilaridan Ho‘ja Latif Qavval ismini keltiradi*®”

Xusrav Dehlaviy davrigacha bu janrlar mavjud bo‘lganligi xaqida ham
fikrlarlar yo‘q emas. Dehlaviy davrida bu janrlar mashhur bo‘lganligini sabablaridan
biri u turkiy qavmdan bo‘lganligi hamda hind va fors an’analarini uyg‘unlashuvi
natijasida ushbu janrlar aynan uning ijodida badiiy barkamollikka erishgan bo‘lishi
ehtimoldan xoli emas.

Xususan fikrni muxtasar qilib aytish joizki, darhagigat gavvali Xusrav
Dehlaviy zamonasigacha muayyan shaklda qo‘llanilgan. Xusrav Dehlaviyning
Xizmati janrni har tomonlama boyitganida ko‘rish mumkin. Xususan, janrni: a) ikki
va undan ziyod qavvallar ijrosiga moslashtirgani; b) muntazam tarzda jo‘rnavozlarni
rolini kuchaytirgani; v) so‘z matnlarini mumtoz adabiyot namunalaridan
foydalanganligi; g) tasavvufiy xususiyatlar bilan boyitganligi; d) va nihoyat shaklan
boyitib mukammallikka — mumtozlikka xos rivojlantirganligida ko‘rish mumkin.

Ikkinchidan, Xusrav Dehlaviy takomillashtirgan ko‘rinishlarda muayyan
asarlar yaratib amaliyotga joriy gilinganligi ham alohida ahamiyat kasb etadi.
Qavvali janrining mumtoz ijodiyotda keng ommalashishining sabablaridan biri
shunda bo‘lsa ajab emas. Zero, janr jozibasi, mazmun—mohiyati hamda ijroviy
jihatdan murakkab va mahorat talab etishi ham ijrochilarni va tinglovchilarni o°ziga
jalb etgan desak to‘g‘riroq bo‘ladi.

Uchinchidan, gavvali nafaqat hind musiqiy an’analari, balki uni forsiy
an’analar bilan boyitganligi janrni yanada mukammaligiga hissa qo‘shgan deyish
mumkin.

Asrlar mundarijasi shuni ko‘rsatadiki, Qavvali janri Amir Xusrav Dehlaviy
davrigacha mavjud bo‘lgan, lekin uni umrboqiy va jahon musiga madaniyatida
o‘zining alohida o‘rinni egallashiga, Pokiston va Hindiston mumtoz musigasining
“olmosi” sifatida qadrlanishida Dehlaviyning xizmati beqiyosdir. Asrlar davomida
avloddan-avlodga, asrdan-asrga o‘tib o‘zining jozibasini, qimmatini yo‘qotmagan
holda yetib kelishi, hind mumtoz musigasining gadrini va uning yetuklik darajasini
belgidashda asosiy omil sifatida xizmat qiladi. Xech qanday ikkilanishsiz “Qavvali”
janri Dehlaviy ijodiga mansub uni umrbogqiy janr bo‘lib xizmat gilishiga ham zamin
yaratdi deyilsa mubolag‘a bo‘lmaydi.

48Sohib Rahib Xusayni. Amir Xusrav Dehlaviy va Hind musiqasi”. / Amir Xusrav Dehlaviy va musiqa. — T., 1979 y., 54-b
49Amir Xusravi Dexlavi. E’jozi Xusravi. — Dushanbe, 2013y., 181-b
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Xayal — arabchada meditatsiya, kayfiyat, tasavvur ma’nolarini bildiradi.
Dxrupad *° janriga nisbatan musiqada alohida janr sifatida shakllanganligi, o‘ziga
X0S Xususiyatlari mavjudligi bilan ajralib turadi. Ya’ni, xayal erkin holda ijro
etiladigan janr va hech ganday qonuniyatlarga bo‘ysunmaydi. Bunday tarkibni
inobatga olinsa, unga ko‘proq tasavvur ma’nosi to‘g‘ri kelishi ehtimoldan xoli emas;

Sanskrit tilida xayalning “khela” o‘zagi dramatik ijro ma’nosini anglatishi
bilan bir gatorda jismoniy, sevilgan, quvnoq ma’nolarini ham bildiradi. Agar “khela”
so‘zini “pada” qo‘shimchasi bilan tuslasa, ya’ni “khelapada” so‘zi jismoniy qgadam
ma’nosini anglatadi. Shu o‘rinda agar dxrupad so‘ziga ham “pada” qo‘shimchasi
qo‘shilsa, og‘ir, gqat’ty qadam ma’nosi kelib chigadi. Darhaqiqat, xayal janriga
nisbatan dxrupad janrining sur’ati og‘ir, usuli qat’iy bo‘lsa, xayalning surati yengil,
usuli esa erkinroqdir. Shu sababli yuqoridagi kxayalga berilgan “engil qadam”
ma’nosi ham janr ta’rifiga mos keladi. O‘tmish risolalari va olimlarning
ma’lumotlari asosida qavvali va xayal janrlarining amaliyotga mos shakl topishida
Amir Xusrav Dehlaviyning xizmatlari ahamiyatli ekanligini e’tirof etish lozimdir.
Hind ragalari asosida Markaziy Osiyo musigasining turli jihatlari bilan boyitib
o‘ziga xos namuna shakllantiradi. Xayal esa amaliyotda mavjud dxurpaddan kelib
chiqgan, o‘zgacha xarakterdagi musiqiy shakl ixtiro etiladi. Bunda Amir Xusrav
Dehlaviyning xizmati janrlarni shakllantirish, xalqonalik jihatlar bilan sug‘orish va
ommaviyligini ta’minlash bo‘lgan deyilsa to‘g‘riroq bo‘ladi.

Tarana-fors tilida kuy, qo‘shiq, ohang ma’nolarini bildiradi. Musiqada esa o‘z
shakli va shamoiliga ega bo‘lgan muayyan janrdir.

Tarana xaqida turli fikrlar yuritiladi, ba’zilarida janr sifatida, ba’zilarida shakl.
Ushbu janrni evolyutsiyasiga nazar solar ekanmiz, ayrim manbalarda tarana janri
Xusrav Dehlaviy yashagan davrgacha ham bo‘lganligini zikr etiladi. Lekin, u bu
janrni umrboqiy bo‘lishiga sababchi ijodkor” deyilsa, boshqa manbalarda “Tarana
janri aynan Xusrav Dehlaviyga tegishli” degan ma’lumotlarni ko‘rishimiz mumkin.
Ushbu ma’lumot tarananing aynan hind musiqa amaliyotida shakllanganligiga
nisbatan bayon etilgan bo‘lishi kerak. Chunki tarana boshqga xalglar amaliyotida
keng ommalashgan janrlardan biri bo‘lganligi tarixiy maba’larda bayon etilgan.
Bundan aytish mumkinki, Amir Xusrav Dehlaviyning mazkur janrga bevosita ta’siri
qay darajada bo‘lmasin albatta samarali bo‘lgani ehtimoldan xoli emas.

Tarixiy genezisi esa tarana janrini XI1-XIII asrlardagi tarixiy jarayonlarning
natijasi deya e’tirof etish mumkin. Farogat Azizi ham o‘zining doktorlik
dissertatsiyasida “XIII asrda fors-tojik she’riyati bilan birga tarona hind ragalariga
ham kirib bordi. Taronaning ragalarda qo‘llanilishining ilk namunalari Amir Xusrav
Dehlaviyga mansubdir™®! deb ta’kidlaydi. Darhaqiqat Tarana va tarona nafaqat so‘z,
balki turkumning tarkibiy gismi, uning vazifasi, janr xususiyatlari jihatidan bir biriga
juda o‘xshashdir. Shu nuqtai nazardan kelib chiqqan holda Tarona hind musigasida
tarana so‘ziga aylanib, maqom va raga o‘rtasida ko‘prik vazifasini bajarishida Amir
Xusrav Dehlaviyning ijodi vosita sifatida xizmat qildi.

Amir Xusrav Dehlaviy nafagat Hindiston musiga madaniyatda, balki jahon
musiqa madniyatida ham XIII asr namoyandasi sifatida e’tirof etish mumkin. Uning

S0Dxrupad — hind mumtoz musigiy janrlaridan biri, ragalar yo‘lida yoki asosida yuzaga kelgan janr deyish to‘g‘riroq bo‘ladi. Shakl
jihatidan unchalik murakkab emas, lekin ularning tarkibiy jihatlari rivojlanish mezonlarida mumtozlik xususiyatlari mavjud.
SlAsmzn @.A. MakoM u (anak Kak SBICHUS TPO(ECCHOHATLHOTO MY3BIKAIBLHOTO TBOPYECTBA Ta/KHKOB. ABTOpedepar —
Hosocubupck, 2009 r., ctp. 49
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Ijodi nafaqat adabiy asarlarini, g‘azallarni, balki musiqa olamiga tegishli bo‘lgan
deyarli barcha jabhalarni ham qamrab olganligini guvohi bo‘lishimiz mumkin.
Uning janrlar borasidagi amalga oshirgan kashflari ham hind mumtoz musigasini
yana bir pog‘onag‘a oshirganligini soha mutahasislari manbalari orgali, uning
jjodiga bo‘lgan qiziqishlar orqali anglash mushkil emas. Dehlaviy tomonidan
Qavvali va tarana janrlarini takomillashtirilishi, xayal janrini yaratilishi esa uni hind
musigasini mukammal egallaganligini shu bilan bir gatorda ajam xalg musiga
madaniyati va nazariyasi bilan ham tanish ekanligidan dalolat beradi.

XULOSA

Amir Xusrav Dehlaviyning ijodini o‘rganishda “E’jozi Xusrav” risolasi
tayanch manba sifatida gayd etilgan. Uning musiqiy tafakkuri va merosini o‘rganish
asosida quyidagi xulosalarga kelindi:

1. “E’jozi Xusrav” risolasidan Amir Xusrav Dehlaviyning ijtimoiy-Siyosiy
voqge’lik zamirida tutgan o‘rnini belgilash uchun muhim ilmiy-nazariy faktlar
o‘rganildi.

2. Mazkur risola manbashunoslik nuqgtai nazardan alohida amaliy
ahamiyatga ega. Risoladagi musiqiy iboralar (mutrib), janrlar (gavvali, xayal,
tarana) hozirgi kunga gadar musiga ijrochiligi amaliyotida mavjud va ahamiyatli
jihatlari aniglanib ilmiy nugtai nazardan tadqiq etildi.

3. Hind musiqiy cholg‘ulari dunyosiga hind musiqasining “qalbi’ga
aylangan — “fabla” urma cholg‘usini in’om qildi. Hind diyorida “Cholg‘ular
malikasi” deya nom olgan “setor ’ni takominlashtirib, uning torlarini ko‘paytirib
muvofiglashtirdi va ijrochi uchun muayyan qulaylik yaratilganligini e’tirof etilishi
aniglandi.

4. Amir Xusrav Dehlaviy tomonidan “sulfakta”, “pushtu”, “zumra taal”,
“chautal taal” kabi musiqiy usullar kashf gilingan va hind mumtoz musiqasida
amaliyotga joriy gilinganligi hamda hozirgi davrgacha amaliyotda qo‘llanilib
kelinayotganligi tasdiglandi.

5. Bastakorlik amaliyotida Dehlaviy tomonidan yaratilgan “Yaman”,
“Zilaf”, “Sazgari’ ragalari o‘n ikki maqom tizimiga muvofiq holda va hind ragalari
asosida yaratilganligi aniglandi.

6. “Qavvali” janri Dehlaviy davrigacha xalq orasida oddiy musiqiy shakl
sifatida mavjud bo‘lgan. Ushbu janrni sayqallar bilan boyitib, mumtozlik jihatlar
bilan rivojlantirib, amaliyotga joriy etganligi o‘rganildi hamda hozirgi kungacha
ijro etib kelinishiga asosiy sababchi sifatida e’tirof etilganligi aniglandi.

7. Hind mumtoz musiqa merosidan o‘rin olgan va yirik namunalaridan
hisoblangan “dxrupad” asosida unga shaklan yaqin, lekin xarakter jihatidan xalqona
uslubga yaqin hisoblangan “xayal” janrlari shakllantirgan va ijro amaliyotida keng
ommalashishiga asos soladi.

8. Hind mumtoz musiqa merosida qo‘llanilib kelingan musiqiy
namunalaridan biri bo‘lgan “Tarana” janri Dehlaviy ijodida ilk bor fors-tojik
she’riyati asosida qo‘llanilganligi aniglandi. Ushbu janr tarixiy va nazariy jihatdan
tahlil gilinib o‘rganildi va uning turkumdagi o‘rni jihatidan Shashmaqom tarkibiga
Kiruvchi Taronalar bilan o‘xshash jihatlari ma’lum bo‘ldi.
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BBEJEHMUME (anHoTamusi 1uccepranuu 1okropa ¢pusocodun (PhD))

AKTYaJIbHOCTb W BOCTPe0OOBAaHHOCTH TeMbl auccepranuu. Hacnenue
YUEHBIX MpOLUIOro Oyaroiapss CBOEW MHOTOOXBATHOCTU  MPEACTAaBISETCS
3HaUMMbIM B MHPBOM MY3BIKaJbHOM KYJIbType. B MHPOBOM mNpakTUKE
HAallMOHAJIbHBIE IIEHHOCTH, XYJOXXECTBEHHOE TBOPYECTBO, B TOM YHUCJIE U
MY3bIKQIBHOE  HMCKYCCTBO, AHAJU3UPYIOTCS HA  OCHOBE  HMCTOPHYECKUX,
TEOPETUUECKHX, (PUITOTOTUIECKUX, TUTEPATYPOBEAUECKUX, ICTETUUECKUX TTO3UIIHA.
B TOM 4ucne BONpOCHL, CBSI3AHHBIE C MY3BIKAJIBHBIM HMCKYCCTBOM, a TaKkKe
MCTOYHUKH, B TOM YHUCJIE My3bIKaJIbHOE Haceaue, GopMupyeMoe U pa3BUBaroOIIeecs
B pe3yipTaTe B3aUMOJEUCTBUSA KyJIbTYp HapoJOB TpeOyloT OOLIMPHOTO
UCCe0BaHMsl. B 3TOM OTHOILIEHWHM B MHUPOBOM MY3BIKOBEJICHHM BKJIAJ YUEHBIX
IPOIIJIOTO B ONPENCIICHHOW CTEIEHW 3HAYUTENEH W HE TMOTEpPsUl CBOEHU
AKTyaJIbHOCTH.

B MupoBOli My3BIKQJIBHOW HAayKe Ba)KHOE 3HAYECHHE MMEET HCCIIEIOBAHME
HAayYHBIX U MY3BIKAJIbHO-TEOPETUYECKUX aCHEKTOB HALMOHAIBHOW MY3BIKH,
TpaauLUil W LIEHHOCTEW B BUJE NMEPBOUCTOUHUKA, (POPMHUPYIOUIETO TYXOBHOCTh
Hapoja. BHeapeHuMe  MCTOPUYECKMX  MCTOYHUKOB, AHAIN3  HMMEIOLIUXCS
MY3BIKQJIbHBIX HPHUMEPOB IO >KAHPOBO-CTUIUCTHUECKUM, (OPMOOOPA3YIOLINM,
METPO-PUTMUYECKUM, MEJIOJAUYECKUMH, HCIOJHATEIbCKUM mapamerpam. Ilo
MPUYMHE UX MAJIOU3YYEHHOCTH CJENaTh TEOPETUUECKUN aHAIW3 JJI BBISBICHUS
KaHPOBBIX 0cOOEHHOCTEN. JJ11 ATOrO mporecca Tpedyercs HayqHO-PAKTHYECKOE
MCCJIEI0BAaHKE B 001aCTH MY3bIKAIIBHOTO HCTOYHUKOBEIECHUS.

B Hamieil crpaHe m3ydeHUE NPOM3BEACHHUM JUYHOCTEW, BHECUIMX BKJIAJ B
pPa3BUTHE 4YEJIOBEYECKOW LHMBUIM3ALMHN, HAYYHOE OCMBICIEHUE, HCCIEAOBAHUE
YCTHBIX W TMCBMEHHBIX HCTOYHHMKOB, Bcerja ObUIO TpeOOBaHWEM BpPEMEHH U
aKTyaJIbHBIM BOIIPOCOM, «...€CJH OyayT KUTbh JIUTEpaTypa, UICKYCCTBO U KYJIbTYpa,
HAIMS U HAPOJ, BCE YEJIOBEYECTBO OYAET KUTh MHUPHO»!. DTO, B CBOIO OuYepenb,
03HAYaeT, YTO W3YYEHUE U IPAKTUYECKOE IMPUMEHEHUE HAay4YHBIX HCTOYHHKOB,
OCTaBJICHHBIX HALIMMH IMIPEeIKaMH, aHAJIN3 MYy3bIKaJIbHbBIN 00pa3lioB My3bIKOBEIAMU
C TOYKHU 3PEHMsI UCIIOJIHUTENBCKOTO CTWIIA, JaJla U PUTMUYECKHX OCOOEHHOCTEH
ABJISIFOTCSL aKTYaJIbHBIMH BOIIPOCAMMU.

JlaHHO€E IHCCEpTAaMOHHOE MCCIIEJOBAHUE B ONPEACIICHHON CTENEHU CIYKUT
BBITIOJIHEHUIO 3a7a4, HameueHHbIX B [locranoBnenusx Ilpesunenra PecrmyOnnku
V36ekucran: IlocranoBienue Ilpesunenta Pecnyonuku Y30ekuctan Nelll1-3178
or &8 asrycta 2017 roma «O Mepax MO JAIbHEUIIEMY pPa3BUTHIO U
COBEpILEHCTBOBAHUIO  JesTelnbHOCTH  ['ocygapcTBEHHOM  KOHCEpBaTOPUU
V306ekuctanay, Nelll1-3391 ot 17 Hosi6pst 2017 roga «O mepax no ganbHeeMmy
Pa3BUTHUIO Y30EKCKOTO HAIlMOHAJIIBHOTO MCKyccTBa MakoMay, NelII1-3920 ot 26
aBrycta 2018 roga «O Mepax 1o HUHHOBAITMOHHOMY Pa3BUTHUIO CEphl KyJIbTYPHI U
uckycctBa B Pecriyonuke Y30ekuctan» u NelllI-126 ot 10 deBpans 2022 roga «O
JOTOJHUTENBHBIX Mepax II0 COBEPIICHCTBOBAHUIO CHCTEMBI XPAaHEHUS U
HCCJEIOBAHMUS JIPEBHUX IMCBMEHHBIX MCTOYHUKOB», a TaKXe B JAPYyIrHX

! Haponamoe coBo. 2018 rox 8 asryct Ne 162 (7120)
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HOPMAaTUBHO-TIPABOBBIX JOKyMeHTax PecrmyOnuku VY30eKucTaH, Kacaroumxcs
JAHHOM cepbl AeSITEIILHOCTH.

CooTBeTCTBHE UCCJIEI0BAHNS IPUOPUTETHHIM HANIPABJIEHUAM Pa3BUTHS
HAYKHM M TeXHOJIOTMii pecmyOjmnku. J{uccepTanusi BBIIIOJIHEHAa B COOTBETCTBUU C
OPUOPUTETHBIM HAIpPaBICHUEM pPa3BUTHUS HAYKW M TEXHOJOTUH pecryOSuKu
«Co1manbHO-TIpaBOBOE, 3KOHOMUYECKOE, KyJIbTYpHO-IYXOBHO-00pa30BaTEIbHOE
pa3BuUTHE WHOOPMAIMOHHOTO OOIIECTBA M JAEMOKPATHYECKOro TOCYAapCTBa,
pa3BUTHE NHHOBALIMOHHON YKOHOMUKID.

CreneHbp H3y4eHHOCTH MpoOJeMbl. TBOpUeckas AEATEIbHOCTE AMHpa
XycpaBa [lexyiieBu B 00JaCTH MY3bIKOBEICHUS, KaK U BO BCEX APYrUX 00JIACTSX,
M3y4ajgach M HCCIEIOBAIACH C HAYYHOM M HAyYHO-TIOMYJISIPHOM TOYEK 3peHus. B
HUX OIMCBHIBACTCS BKJIQJ MYy3bIKaHTa B pa3jM4YHble OO0JAcTH MY3BIKaJIbHOTO
HCKYCCTBa, MHCHHUS 00 MCTIOJTHUTEIBCKOM, 0aCTaKOPCKOM MCKYCCTBE M OTMEYAETCs
IUIOJ0TBOPHOCTH €70 TBOPUYECTBA.

HekoTopsie cBeneHust o KuU3HU U TBopuecTBe Amupa Xycpasa JlexneBu u
MY3bIKaJIbHOM MBIIIUIEGHUH TOTO BPEMEHU MOXKHO HAWTH B XYJA0>KECTBEHHBIX
NPOU3BEIACHUSX TaKUX VYYeHbIX, Kkak Amup XycpaB [exieBun «IBxo3u
Xycpab»?,2slad els 7ua s 1ol xS 2l Jlapem Anu Yanru « Tpakrar o My3bIke»?,
Mohammad Wahid Mirza®, Q.Fatimi®, Rashid Malik, Jlapnatmax Camapkanmu,
A.HuzomoB, A.Pamxa6oB, 3.Hacymiaes, 1. Hu30MUIIMHOB ', F.TyﬁquBag,
XK Mupcangos®, IllIHamyxamenos!®, TI'.Ammesal!, P.X Taraiimypomos, M.
Hap3ukyn u gpyrux ydeHbIX. OTa uHGOpPMALUS CIYKUT I PaCKPBITUS
YHUKAJIBHOTO HAYYHOTO MOTEHIIHAJIA TUCCEPTAIINN.

Kuuru H.K.Cunxa, A.U.Bamepmxu'?, K.3.Ampadpsual®, K.C.Jlanal?
I'.5.Panane®®, H.Mannaesal® ocsemaror ucropuueckue u nojIuTuYECKUe IPOLECCHI
XI-XITII BB., Takxke OTpa)keHbl HICTOPUUYECKHE KPUTEPUHU KU3HU XycpaBa Jlexsesu,
yJIeJIeHO BHUMAHUE €r0 JIMTEPATypPHOMY HACIEANIO, HHIUNCKON TEOPUU MY3BIKH U
MY3bIKaJIbHBIM HHCTPYMEHTAM.

Pam Baby Cakcena'’, Ill.Yayxan®®, I'apcun ne Taccu OLEHMBAIOT MECTO U
nocTmkenus Jlexuesu B o0macTu amTeparyphl. B To ke Bpems M. Anzamosal®,

2 Amup Xycpasu Jlexmasn. Ibxo3u Xycpasu. — JymanGe, 2013

3. 819 glad eds” amg e 5S¢ 2l

4 Napsem Amm Yanru. Tpakrar o myssike. [lep. Cemenoro. — T., 1946.

5 Mohammad Wahid Mirza. The Life and Works of Amir Khusrau. — The Baptish Mission Press, Calcutta, 1929.
6 Fatimi Q. Amir Chusro’s contribution to indo-muslim tradition. — Islamabad, 1975.

" Huzomuunos II1.M. Amup Xycpas Jlexnasuii. — T., 1969.

8 Tyitumesa.l'. Xycpas Jlexnasuii MabHasusTu. CapuanMa xypaai — 1998/3

9 Mupcannos XK. AmMup Xycpas JlexsaBUitHUHT axJI0K XaKuaaru Kapamapu. — 1., 1982.
10 IITamyxamenos C.A. B nouckax uneana. — T.: Dan, 1982

1 Anmesa.T".JO. Amup Xycpas lexnasuii. Matna’ an angop. Kupu cj3u. — M., 1915.
12 Cunxa H.K., Banepmxu A Y. Uctopust Unauu. — M.,1954.

13 Ampadsn K.3. Jlenuitckuit cynranar. — M., 1960.

141 al K.S. History of the Khaljis. — Allahabad, 1950.

15 Ranade G.B. Maharashtra-jivan. — Puna, 1960.

16 Mannaes H. V36ex anabuérn Tapuxu. bupumun knro6. — T., 1965.

17 Ram Baby Saksena. A history of urdu literature. — Allahabad, 1927.

18 Yayxan I1I. Ouepk uCTOpHH IUTEPATYpHI XUHIM. — M., 1960.

19 Anzamora M.P. Bobypwuiinap naBpu Mycuka mananusta. — T., 2007.
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Manxymura dyrra?’, Cynupa Kaciupan®, B.Yaiirans Jlesa?’, Sunil Bose® paror
HUCTOPUKO-TEOPETUYECKYI0 HH(POpMALNIO 00 MHAUNCKON MY3BbIKAJIBHON KYyJIbTYypE,
MY3bIKaJIbHbIX HHCTPYMEHTAX.

3.HacynnaeB B cBoeM yueOHO-METOANYECKOM NTOCOOMH «CBENEHUS O My3bIKE
B InpousBeneHuAX Ammpa XycpaBa /[lexyieBW» pacckasbplBaeT O BKIage Amwupa
XycpaBa B 0071aCTh IM033UHU U MY3bIKU KaK (DHIIOJIOT U UICTOYHUKOBE/I.

Knura myseikosena @®.AsuzoBoii «Illammakom u para»?®  mocesmena
KJIACCUYECKUM MY3bIKaJIbHBIM B3aMMOOTHOLIEHUSAM ABYX HapoJoB. Bo BBeneHnn K
KHHUI'€ aBTOpP KpPaTKO 3aTparuBaeT Teopernyeckue padotel AMupa Xycpasa. B Heit
aBTOp OrpaHUYMBACTCS MPEJOCTaBICHIEM HHPOPMAIIUHU 00 UAESIX, YIOMUHAEMBIX B
HMCTOPUYECKUX HUCTOYHMKAxX. My3blKanbHOE Hacieaue Xycpasa JlexieBu B BHIE
OTJEJIBHOTO UCCIEN0BAHUS HE H3y4AJIOCh.

B yacTM HCTOYHMKOB, MpelCTaBleHHbIX Ackapanu PamkaOoBbeiM U
Acnupnunom HuzoMoBBIMZ, copepuTcs MH(GOPMAKUsS O JKU3HU U TBOPYECTBE
Xycpasa [lexnesu.

Crateu JI. KapamaroBoii «The 12-magam System and its Similarity with
Indian Ragas»?® mocesIeHbl cpaBHUTENEHOMY M3y4€HUIO ABEHAATH MaKaMOB U
par, Tak)Ke BBICKA3bIBAIOTCA MBICIH O OAaCTaKOPCKOM MeATelnbHOCTH XycpaBa
JexieBu.

B To xe Bpems B nuccepraunu Mucxoduanuna Hapsukyna «Tpaktat Amupa
XycpaBa [uxmaBu «IOpaxazu Xycpasuw» («Uymo XycpaBa») W Tpaguluu
AIUCTOJIAPHOTO XaHpa B MUCTOPUHU NEPCHICKO-TAKUKCKOMN smrepaTtypnl (X-XIV
BB.)»?'| HAaIlMCAHHOI HAa COMCKAHME YYEHOM CTENEHU JOKTOPa (PUIOCOPUH, TPAKTAT
M DJIHUCTOJIIPHOE  HUCKYCCTBO  MOAPOOHO  PacCMOTPEHbl U HAYYHO
MpoaHanu3upoBanbl. OHAKO H3-3a (PUIIOJIOTMYECKOr0 MOAXOJa K JAMcCCepTaluu
HayKa 0 My3bIKE HE 00CYK1aeTcs.

B nuccepranuy npeanprHATA MOMBITKA MUPE UCIOJIB30BATh JUTEPATYPY U
MY3bIKaJIbHbIE TPAKTATHI, U3JJAHHBIC 32 pyOS)KOM U B Y30€KUCTaHE.

CBsi3p JMCCEPTALIMOHHOIO MCCJACJOBAHUS C IUIAHAMH HAaYy4HO-
HCCJIEI0BATEIBCKON padoThl BbICIIET0 Y4eOHOI0 3aBeJAeHMs, I/le BHINOJHEHA
auccepraums. J(uccepralmoHHOE HCCIIEIOBAHUE BBIMIOJHEHO B COOTBETCTBUM C
IUTAHOM HAy4HO-UCCJIEI0BATEeNbCKOW paboThl ['ocynapcTBEHHOM KOHCEPBATOPHUH
V36ekucrana Ha  TeMy  «HayuHo-TBOpueckMe  OCHOBBI  IOATOTOBKU
npoeccHOHaNbHbIX KaJpOB B HAlMOHAIBHOM W MHUPOBOM MY3BIKaJIbHOM
HCKYCCTBE».

Leab nccsieoBaHus - paCKpbITh My3bIKaJIbHOE HACIEAUE, TEOPETUUECKUE U
npaktuyeckue Tpyabl Amupa Xycpapa JlexieBu, crocoOCTBOBABIIME PA3BUTHIO
MY3bIKAIBHOTO UCKYCCTBA.

20 Madhumita Dutta. Let's Know Music and Musical Instruments of India. — New Deli, 2008.

2 Dr. Suneera Kasliwal. Classical musical instruments. —~New Delhi, 2001.

2 Yaijrans Jlepa b. Unnauiickas my3sbika. — M., 1980.

23 Sunil Bose. Indian classcal music. — New Deli, 1995.

2 Asuzosa @. [llammMakoM u para. — Jyman6e, 1999,

25 Acmuymun Huzomutt. Tabpuxu Mycukud Toquk. — Jlyman6e, 2014,

2% Dilorom Karomat. The 12-magam System and its Similarity with Indian Ragas (according to Indian Manuscripts)

2" Hapsukyn M. Tpaxrtar Amup Xycpasa Jluxnasu Dbmkasu Xycpasu (Uyno Xycpasa) U TpaIUIUK STTHCTOJSPHOTO KaHPa B
HCTOPHUH MEPCUIICKO-TaKUKCKOM suteparypsl (X-XIV BB). — ymran6e, 2009.
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3amauu uccjieI0BaAHNS:

OTpENENUTh UCTOpUYECKUE (akTopbl BkIaga Amupa Xycpasa JlexyieBu B
(GbopMHpPOBAaHUU U COBEPIICHCTBOBAHUU MY3bIKAJIbHBIX KAHPOB B €r0 TBOPYECKOM
NEATEIIbHOCTH;

PacKpbITh TPUOPUTETHYK) 3HAYMMOCTh JKAHPOB «KaBBAJIM», «Xauamy,
«TapaHa» C UICTOPUYECKOM, TeopeTHuecKoi U (hopmMaoOpa3yIolux CTOPOH;

BBISIBUTH MIEPBOMCTOUYHUKHU U (PAKTOPBI, TPUHAAIEKAIINE TBOPUECTBY AMUPa
Xycpasa [lexneBu;

o0OCHOBaTh, YTO B TBOpYECTBE J[exysieBM BakHOE MECTO 3aHUMAIOT
MY3BIKAIBHO-TEOPETUUECKNE, HAYYHO-TEOPETUUECKAE U TMPAKTUUYECKHUE BOIPOCHI
KAHPOB «KaBBAJIN», «Xalal» M «TapaHay» (TOHAIHHOCTh-MEIOAM, METO, dhopma,
MIPUHLIUIBI PA3BUTHUSA ).

B kauectBe 00BeKTa WCCJIENOBAHUA BHIOPAHO HAYYHO-TPAKTUYECKOE
Hacneque Amupa Xycpasa JlexmeBu, cosmaBaBmiero npousBenaeHus B XIII-XIV
BEKaXx.

IIpeaMeTromM HUcCC/IeI0BAHMSA SIBJISICTCS HAYyYHO-IIPAKTUYECKOE HAcCeaue
Amupa Xycpasa JlexieBu U cOpMUPOBAHHOE HA €r0 OCHOBE €r0 MY3bIKAJIIbHOE
TBOpPUECTBO, TpakTaT «Pucona-yn-Opxo3» («9mxko3u  XycpaB») U €ro
OpPraHOJIOTUYECKUE, UHAUNCKUE T10 KaHpaM KOMIIO3ULIMM, CO3JaHHbIE HAa OCHOBE
JBEHAILIATH MAKOMOB, COCTOSIIIUE U3 ITPOLECCOB OTPAKEHUSI B IIPOU3BEICHUSX.

Metoabl  ucciaexoBanmsi. JIsi  OCBEHIEHHWS  TE€Mbl  AUCCEPTALUU
HCTIOJB30BAIMCh METOJIbI MCCIEOBAHUS M aHalu3a, TaKue Kak Kiaccudukaius,
CPaBHUTEJIBHO-UCTOPUUYECKUN METO/.

HayuHasi HOBU3HA UCCJIEIOBAHMS 3aKJII0YAETCS B CICAYIOLIEM:

000CHOBAaHbBI CBEJICHUS U3 TPAKTaTa « IBK03U XyCpaBy, pUTMbI nyumy maal,
3ymMpa maan, 4aymain maai VCIOJIb3yEMbIE B UHIUWCKOW MY3bIKAIBHON MPAKTUKE
co3nanbl [lexieBu 711 MHCTpyMEHTa Taua;

B CTPYKTypE€ U HCIOJHUTEIBCKUX (OpMaX MY3bIKAIBHOTO TpaKTara
BBISIBJIEHBI OCOOEHHOCTH KaHPOB KABBAIU, XAUAL U MAPAHA, OTIAYAIOIIUECS
CTUJIEM;

My3bIKaJIbHbIE (OPMBI Kaganu, xauau, mapana, TBOPUECTBO OACTAKOPOB B
TpakTare, U Kak BakHas (opMa - UCIOJHEHUE CBS3aHHBIX C HUMH WHIUNCKHX
KJIACCUYECKUX  TPOW3BEJCHUN, MHCTPYMEHTHI CeTop W  Tabima  ObUTH
YCOBEPILICHCTBOBAHbl B BHUAE HOBBIX MY3bIKQJIbHBIX HMHCTPYMEHTOB, 4YTO
MOATBEPKICHO HAIMYMEM CBEICHUM KACAIOLICHCAd TEOPUU MY3bIKM B TPAKTATE
«Ipxk03u XyCpaBy;

OTJIMYUTEJIbHBIC YePThl MHCTPYMEHTOB CETOp M Taljia M HUCIOJHUTEIbCKUX
TpaaulMi B MHAWKWCKOM MY3BIKAJIbHOM HACJEIWH, UX IIUPOKas MOMYJISPHOCTh U
pa3BUTHE B MPAKTHUKE MOCIEAYIOUIMX IIOKOJEHUA OCHOBAaHO Ha aHAJIU3€
MIPOU3BEICHUN B COBPEMEHHOU HCIIOIHUTEIBCKOW PAKTUKE;

JIOKa3aHO, 4YTO YCOBEPIIECHCTBOBAaHHbIH AmupoMm XycpaBoMm [lexneBu
MY3bIKQJIbHBII MHCTPYMEHT CETOP M CO3/JaHHBIA MHCTPYMEHT Tabja, a Takke
MY3BIKAJIBHBIE KAHPBl KABBAIU, XAAI, Mapana CO3JaHbl HA OCHOBE BEIYIIUX
KJIACCUYECKHX par UHAUNCKOW KIACCUYECKOU MY3bIKH;
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IIpakTH4yeckue pe3yabTaThl HCCJIEA0BAHUSA, CIEAYIOIINE:

ONPENIENICHO, YTO MY3bIKaJIbHbIE MHCTPYMEHTBI, KaHpPbl U TpakTaT Amupa
XycpaBa [lexneBH, OTHOCSIIMECS K €ro TBOPYECTBY, BBIBOJIbI, MOJYYEHHBIE W3
NEPBOMCTOYHUKOB, SBJISIOTCS BaXKHOM TEOPETHKO-IPAaKTHUYECKOW HH)opMmaruein
IUIS1 My3bIKOBEICHUS;

JI0OKa3aHO, YTO OCOOCHHOCTH HauboJjiee pacHpoOCTPaHEHHBIX POPM U KaHPOB
B TBOpYECTBE J[€XJIEBU CITy>KaT OCHOBOM JIJI IOHMMaHUs OCHOB 3TOTO UCKYCCTBA;

00OCHOBaHBI TEOPETHUYECKHUE BOIPOCHI MO IIMPOKOW MpomaraHje >KaHpoB,
cOpPMUPOBAHHBIX HAa OCHOBE MY3bIKAJIbHOTO HAclHeaus H 0acTaKopCKOTOo
TBOpUeCcTBa Xycpasa JlexyieBu, cpeid MPeICTaBUTENEH CIEIYIOIIETO MOKOJIEHHUS;

ONPENENICHO, 4YTO JAaHHOE WCCIENOBAHUE IIOCIYKUT JIONOJTHUTEIBHON
JUTEPATypOd TNPHU H3YYEHUUM BOCTOYHOM MY3BIKM, HCTOPHUYECKOM M HAy4YHO-
TEOpeTUYeCKOr MH(pOpMAaIMEil MpU CO3AaHUN YUYEOHUKOB M YUEOHBIX IMOCOOUI 11O
npeametam «Mctopus y30ekckoil My3bIkn», «ctopus My3bIkd Hapo10B BocTokay
B BBICILIUX U CPEJIHUX CIIELUATbHBIX YUEOHBIX 3aBEICHUSIX

JI0CTOBEPHOCTH Pe3yJIbTATOB MCCJeJ0BAHUSA OOBSCHSAETCS TEM, YTO OHO
NO3BOJIWJIO CIeJaTh BBIBOJABI HA OCHOBE IPOAHAJIM3UPOBAHHBIX TPAKTATOB-
NEPBOMCTOYHUKOB, UX JOCTOBEPHOCTH, UCIIOJIb30BAHUS MIOJyUCHHBIX PE3YyJIbTaTOB
Ha MPAKTUKE U B y4eOHOM IpOLECCE.

HayuyHnasi m npakTH4YecKasi 3HAYMMOCTD Pe3yJIbTATOB HCCJIeI0BAHUSA.

Hay4Hnas 3Ha4MMOCTh pe3yJIbTATOB MCCIEAOBAHUS 3aKI0YAETCA B TOM, YTO
TEOPETUYECKHE BBIBOJBl PACHIMPSIOT U JIONOJHAIOT HMEIOIIHMECS CBEICHUSA B
COBPEMEHHOM MY3BbIKOBEACHUH, JAIOT BO3MOYKHOCTh TJIyOOKO MOHATH CYUIHOCTb
My3bIKaJIbHBIX ~ TEPMUHOB,  BCTpeyaromuxcsi B cepax  My3bIKaJIbHOTO
HMCTOYHUKOBEACHUS, UCKYCCTBOBEACHUSI M B NEPBOMCTOYHMKAX, U TMPOBEACHUS
MCCJIEIOBAHUI HOBBIM, OPUTMHAIBHBIM CITIOCOOOM.

[IpakTryeckast 3Ha4MMOCTh PE3YyJIbTaTOB UCCIIETOBAHMS 3aKIIFOYAETCSA B TOM,
YTO Hay4Hast HHGOpMaLUs TUCCEPTALMU MOJe3Ha B IPENOAABaHUH IPOrPaMMHBIX
muciutuind «Mcropust y30ekckoit My3bikny, «VcTtopust My3biku Hapo10B BocTokay
B BBICIIMX Y4€OHBIX 3aBEJCHUIX, HapsAdy € 3TUM HH(OpMaLUsS O MYy3bIKaJIbHBIX
MHCTPYMEHTax OyleT HeoOXOAuMOW B TMpoIlecce BHEAPEHHUS CBEIECHUN 00
UCKYCCTBE UX U3TOTOBJICHUSI.

BHenpenune pe3yJibTaTOB HCCJIEI0BAHHUS 3aKJIKYACTCHA B CJeAyHOLIEM:
BBISIBJIEHBI BBIBOJBI IO TEPBOUCTOYHHKAM TPUHAJICKAIIUE TEOPETUYECKO-
PaKTUYECKUE CBEJICHUS Ba)KHbIE NIl My3bIKOBeAeHHs. Ha ocHOBE MOJyuyeHHbIX
Hay4YHBIX PE3YJbTATOB 10 UCCIEA0BaHNIO « AMUp XycpaB JlexJieBU U My3bIKay:

[lonydyeHHsle  pe3yabTaThl MO  U3YYEHUIO  MY3BIKIbHBIX  KAHPOB,
MY3bIKaJIbHBIX MHCTPYMEHTOB M MY3bIKaJIbHBIX TPAKTAaTOB, BHECIIMX OOJIBIIONI
BKJIaJl B Pa3BUTHE MY3bIKAJIbHON KYJbTYpPbI B IEPUOJT )KU3HEACATEIBLHOCTH AMUpa
Xycpara JlexseBu ObUTH MCTIOJIB30BaHbI B TIporpamme MexayHapoaHOW Hay4dHO-
MPaKTUYECKONW KOH(EPEHITNH, TMOCBAIMICHHONH Teme «My3bIKalbHOE HCKYCCTBO
MaKoMa M €ro MECTO B MHPOBOH IIMBHIIM3ALMHY, IMPOBEACHHOW «Y30EKCKUM
HallMOHAJIBHBIM IIEHTPOM HCKyccTBa Makoma» 6-10 centsOps 2018 roma B T.
Hlaxpuca63e, (cnpaBka Ne 100 «Y30€KCKOr0 HallMOHAJILHOTO LIEHTPa MCKYCCTBa
Makomay ot 3 utoHs 2022 roga). B pesynbrare yqacTHUKHM KOH(EPEHIIMH TOTYYUIN
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HOBYIO HayudHyl0 HHGOpPMAIMI0O O HAyYHO-MPAKTUYECKOM Hacjenun Amupa
Xycpasa JlexieBu;

MOJIyYeHHBIE pe3yJIbTaThl O MY3bIKaJbHOM Hacjeauu Xycpasa JlexieBu, ero
OacTakopckoe TBOPUYECTBO, MOMYJIAPU3AIMST UM TaKUX KAHPOB, KaK Kag8aiu, Xauan
U mapana M UCTOJIb3yeMbIe B HUX PUTMBI “‘CylibdakTa”, ‘“3ympa Taai” CO3/IaHHbIC
JlexsieBH, a Tak)ke MHCTPYMEHTBI CETOP U TabJia ObUIA UCTIOIb30BaHbI B CLIEHAPHUAX
[UKJIa iepeaad «Anaduér ryimanny, TPaHCIUPYyEeMOl Ha paguokaHaie « Maxamisy
(cmpaBka Ne 765 rocynapCTBEHHOTO YUYpPEXACHHUS TelepaaukaHana «Maxamis
HarmonanwsHoii Tenepanuoxkommnanuu Y3oekuctana ot 13 wrons 2022 roga). B
UTOT€ Yy paguociyliarelied Ha 3TOM OCHOBAHHH CIIOXKHWIOCH OIPENEIIEHHOE
MpeAcTaBIeHHE 00 HHPpOpMaLUK O AesTelbHOCcTH AMupa Xycpasa [lexiieBy;

[lonydeHHBIE pe3yJbTaThl O POJIM MY3BIKM B TBOpUecTBE Amupa Xycpasa
JlexsieBU U MY3bIKAJIBHBIX BOIIPOCAX B IMPOU3BEIACHUU «Xamcay, ONpeleeHus,
JAaHHBIE WHCTPYMEHTaM, W TpaJUlMM Ha3upa B HaAMKMCAaHUM Xamca ObUIU
UCIIOJIb30BaHbl B CIIEHApUM IuKIa mnepedad ‘“‘Namaste” B adupe paavokaHana
“Yoshlar” (cnpaBka No 875 rocymapCTBEHHOTO YUpEXKACHHS TeJlepaldoKaHaa
“Yoshlar” HanimoHnanbHOM TeaepaarokoMIaHun ¥Y30ekrucTtana oT 16 centsops 2022
roja). B urore y paguociyiiarenei Ha 35TOM OCHOBaHUU CIIOKUJIOCH OIIPEIETICHHOE
npenacTaBiieHre 00 nHpopMaluu o aestenbHoctd Amupa Xycpasa Jlexiienu;

My3bikanabHbIe 00pa3ilbl, co3faHHble XycpaBoM J[lexiieBu, U pe3yibTaThl,
JOCTUTHYTBIE UM B BOITPOCAX UCIIOJIHUTENBCTBA, HA OCHOBE (POPMUPOBAHUS )KAHPOB
Y MIECEH HAllMOHAIBHOI'O0 UCKYCCTBA MAaKOMa, MECTHBIX CTUJIEN OBLITN HCIIOIb30BAHBI
Ha CEKIMOHHBIX 3acellaHuiIX OB M MY3bIKOBeNOB, pabotatomux B Coro3e OB U
OacrakopoB Y30ekwucrana, (cmpaBka Ne 01-04/63- 120 Coro3a oB u 6acTakopoB
V3b6ekucrana ot 14 urons 2022 ronma). B utore moisiofpie bl U MY3bIKOBEbI
MOJIYYHJIM MHTEPECHYI0 MH(POPMALIMIO U OTIpEICIICHHbIE TPEICTaBIEHUs 00 AMupe
XycpaBe JlexyieBH M €ro TBOPYECTBE, €ro paboTax B 0OJACTH JUTEPATYPHI U
MY3bIKH.

Anpobauusi pe3yabTAaTOB HCCIeI0BaHus. Pe3ynbTaThl ucCCIeAOBaHUN
oOCyXmamuch Ha 2-X MEXKIYHAapOAHBIX M 4-X peCcnyOJIMKaHCKUX Hay4YHO-
MPAKTUYECKUX KOH(DEPEHITUSX.

IIyonukanuss pe3yabTaroB uHcciaenoBanms. Ilo Tteme aucceprauuu
ony0sMKoBaHO 17 HaydHbIX paboT, B TOM uHncie 4 HaydHbIE CTaTbU OMYOIMKOBAHbI
B HAyYHBIX HU3JIAHUAX, PEKOMEHJIOBAaHHBIX BpICHIEN aTTECTALMOHHOM KOMHUCCHUEU
PecniyOnuku Y30ekucTaH ajig MyOJMKalMKd OCHOBHBIX PE3YJbTATOB JTOKTOPCKUX
nuccepraumii, 3 crarb M 10 HayyHBIX TE3UMCOB OMYOJIMKOBAaHbI B COOpPHHKax
pecnyOIUMKAHCKUX U MEXKTYHAPOIHBIX KOH(EpEHIUH.

Crpykrypa U 0o0beM auccepramum. /[rccepranusi COCTOUT W3 BBEICHUS,
TpeX TJIaB, 3aKJIIOYEHHUs, CHUCKA HCIOJb30BAHHON JIUTEPATYphl, MPUIOKEHUH.
OCHOBHOM TEKCT COCTOUT U3 127 cTpaHMII.

OCHOBHOE COAEP XAHUME IMCCEPTALIMHU

Bo BBenenum 000CHOBaHa I/I36paHHa}I TEMa, €€ aKTyaJJbHOCTbh H
BOCTpe6OBaHHOCTB B Pa3BUTHH COBPCMCHHOI'O HCKYCCTBOBCICHUAA,
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chopMyIupOBaHbl BOMPOCHI MCCIENOBaHUA, JaHO ONUCAaHUE IeJNed U 3aj;ad,
00BEKTa U NpPEeIMETa UCCIEAOBAHMS, MOKa3aHO COOTBETCTBUE C MPUOPHUTETHBIMU
HaIpaBJICHUSAMHU PA3BUTUS HAYKH U TEXHOJIOTHI pecryOJIMKH, U3J10KEHa Hay4Hasl
HOBH3HA U TPAKTUYECKHE PE3YNbTaThl HCCIEAOBAHUSA, PACKpbITA HAy4dHas |
MpaKTHYeCKasi 3HAUMMOCTb IMOJIYY€HHBIX PE3yJIbTaTOB, MpUBEICHA HHPOPMAIIHS O
BHEJIPEHUU PE3YJIbTATOB HMCCIEIOBAaHUS, OMYyOJIIMKOBAaHHBIX padOTaxX U CTPYKTYype
U CCEpPTALIUH.

B mepBoil rmiaBe  guccepTrauMM MO Ha3BaHUEM  «3HadeHHe
XyJ0KeCTBEHHOro Haciaeausa Amupa Xycpasa /[lexsieBW» paccMmarpuBaerTcs
counokyinbTypHas cpena XIII-XIV BekoB, nureparypHOE HaclieIUue TBOPYECKOU
JUYHOCTU U pOJib HuKia «Xamca». OCBELIEHbI €ro JTOCTUKEHHS U JIEWCTBUS BO
BpEMsI TBOPYECKOM AECATEIBHOCTH.

OO0111eCTBEHHO-TIOIUTHYECKUI CTPOM KaXKJIOrO IMEpUOo/ia HEMOCPEICTBEHHO
BIIMSIET HA KYJIBTYPHYIO KU3Hb U Pa3BUTHE 3TOTO nepuoaa. Pa3Burue KyJIbTypHBIX
chep XII-XIV BekoB He O00OIIJIO CTOPOHONH M TIOJUTUYECKYIO HJCOJIOTHIO
Onkaiiero nepuoza. B aTot mepro Mbl MOKEM CBUETENBCTBOBATh, YTO YUEHbIE
LenTpanbHOW A3UHU KWW B Pa3HBIX CTPaHax, U OHU CO3JAJIM MHOTO HOBILIECTB B
cBOMX 0OJacTsIX. B KOHEUHOM UTOre MCTOPUYECKUH MPOIECC, KOTOPBIM MPUBEN K
MOSABJICHUIO MBICITUTENIEN U APKUX NEATENEH KaXKAOro NMEPUoAa, B TOM WM WHOU
CTENIEHU BBIMOJHSI CBOIO 3a/1auy. AMHUp XycpaB JlexsieBu poauscs, K1l 1 padoTai
B Muaun, W mo3xe B €ro XU3HU Mbl MOXKEM 3aCBUACTEIBLCTBOBATH, YTO
OOIIIECTBEHHO-TIOJIUTHYECKAs CHUCTEMa OKa3aja BIIMSHME HAa HEro B o001acTH
JUTEPATypPHI U UCKYCCTBA.

Yuenbie-puii010ru HEOJHOKPATHO MTOAUYEPKUBAIOT YHUKAIBLHOCTD [lexieBu B
mupe 1no33uu. He cekper, 4To OH co37all HOBIIECTBA U B 00JIaCTH MO33UU. « TpeThs
yacTh npousBeaeHus «Hyx cumexp» HamucaHa CTUXOM My@dmaunyH, mMy@pmaunyH,
my¢pmaunyn»*®. Baxug Mupsa noguepkusaet, 9o «MacHaBH 10 TOTO BPEMEHH HE
MACAIUCh B TAaKOM paszMepe» - «f caM OTKpbUI 3TOT HOBBIM pa3Mep U CBOUM
TaJaHTOM HAIIOJIHMJI €r0 JIParoleHHBIMA KaMHAMI» 2,

«Mydraunyn» o0pa3yercsd MyTeM MpeBpalleHUs] MOCIEIHUX CIOrOB B
KpaTKHE CJIOTH, BXOSIINE B OTBETBIEHUS CTOJOIA MycTaduUIyH, CTAIKUBAICH C
MycTadHIyH «Taiin» (cooupanue) 3uxod, 1 HaszpiBaeTcs MaTBU . O pazmepe «myg-
ma-u-nyn-myp-ma-u-nyu-wy@-ma-u-myny (- VV - -V V - -V V -), coznanHoMm
Jexnesu Ha3Ban Ammimepom Hasou «Paxasu MyccaMMaHU MaTBHiM MaxOyH»S! B
«Me30H yn-aB30H». TO €CTh OJIUH U3 KOMIUIEKCHBIX Pa3MEpOB, MPUHAJICKAINX K
Pamxas G6axpu. OgHako TOT ¢akT, 4TO caM TOIT PEIKo oOparaeTcs K ITOMY
pasmepy, SBISETCS JOKa3aTeIbCTBOM €ro CJIOXKHOCTH. TemM He MeHee, OHO
MCIIOJIb30BAJIOCH HA TPAKTHUKE U YCIIEIIO 3aHATh CBOE MECTO B TBOPYECTBE MOATOB. B
Ka4yeCcTBe IIpUMepa 3TOro pasmepa HaBou npuBOaUT CIIEyOMIUE CTUXH:

“Ken 3i1 panrku kamap, JabJid JaOUHT TyHTH [aKapAaHayp,
@ypKaTUHT yTUAA KYHTYJl YEKTH CUIIEXP y3pa LIaKap.
Mydraunyn mydraunys myraninyd MypTamayn”

28 Tyitunesa I'.Y. Apy3 B KoHTekcTe raseneit Amup Xycpos Jlexnasuit. — T., 2005i1., 86-6

2% Mohamad Wahid Mirza. The life and works of Amir Khusrau. — Dehli, Reprint, 1974. p-183.
30 Xoxnaxmenon A. Apys Hazapusicu acocnapu. — T., 2018 ii., 56-6

31 Hapowuii A. Me3on yi-ap3on. — T., 1983ii., 20-6

32 Hapowuii A. Me3on yi-ap3on. — T., 1983ii., 20-6
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Kak yxe ymoMuHanocs, TBopuecTBo JlexieBu Oblia B OpeIeTICHHON CTETICHH
cBsi3aHa ¢ uaesmu cypusma. lleitx Huzamuaaun ABiué€, 1yXOBHBIA TOMOIIHUK U
HACTAaBHUK I103Ta, HA3bIBAET €r0 UMeHEM « TypKyJiax», TO €CTh «TIOPK, CO3JaHHBIN
Borom»*®. I B NelCTBUTENBHOCTH, 06 3TOM CBUIETENLCTBYIOT PE3yJIbTAThl €ro
TBOPYECTBA.

UT0oOBI 10CTHYB cTAaTyca M03Ta, OH MOCTENEHHO, MMPEOA0JIeBas CTYIIEHU OJIHY
3a Jpyrou, TIOJHAMAETCS Ha IyTH TBOpPYECTBA M JIOCTUTa€T BEPIIMHBI
coBepuieHcTBa. [IponsBenenus Amupa Xycpasa JlexieBr, HalMCaHHBIE B MEPHUOA
€ro JACSITEIBHOCTH, IPUOOPETAIOT BCE OOJBINYIO IIEHHOCTh. [[oTOMY 4TO MBI MOXKEM
HaOJII0/1aTh, KaK €r0 MBIIUICHUE, MUPOBO33PEHUE U OMNBIT MEPEXOJAT OT OJIHOM
paboThl Kk Apyroi. OH - TBOpUYECKask TUYHOCTh, KOTOpask 3aHUMAET 0C000e MECTO B
HAyKE HANUCaHWs Ta3eled W MPUMEHEHUs pasMepa apy3. HoBbwi pasmep,
CO3/IaHHBIN J[eXJIeBH, MOKA3bIBAET, YTO OH JOCTHUT 3PEJIOCTU U B MUPE M033uu. Ero
TBOPYECTBO SIBIISIETCS MPUYMHOM CIIOPOB BEJIMKUX MPABUTENEH CylTaHATa, TaKUX
kak Mup3o boiicynkapa u Mupzo VYayroexk. OH ocTaBWI Kak HacleAue CBOU
UCTOPUYECKHUE JAaCTaHbI, paccKa3bIBarolIye 00 OOIIECTBEHHO-TIOJUTUYECKON U
KyJIbTYPHOM >KU3HU CBOETO BPEMEHH, KaK OECIIEHHOE COKPOBHINE JUIsl OymayIIuX
ITOKOJICHUH.

Cepus «Xamca» Amupa Xycpana [lexsieBu coiepKUT 0TI 0 My3bIKaIbHBIX
dpazax u wuHCTpyMeHTax. PaccMoTpuMm uX Ha mnpumepe nactaHoB «OuHau
Uckannapuii» n «Xamt 6exemT». J[exiaeBu B 3TUX AacTaHaX UCIOJIB3YET CI0Ba MO
OTHOIIICHUIO K UCHOJHUTEISAM: Mympub, Mmy2anui, 6apoamHasos, KexmapHasos,
HABO3UUWIKYHOH, CO3AHOA2U, HA2MACAPOUU;

My3bikabHbIE HHCTPYMEHTBL: Oapbam, ap2yHyH, pyo, manbyp, 4ane, KapHou,
Haii, py60o;

OH ucnons3yet Boipaxenus: Capnapoa, 3yxpa, Ywwak, Xuoocos, By3ypeon.
[IpumeyaTenbHO, YTO TIOCHIEIHNE CTPO(BI MOUTH BCEX pas3fieioB nactaHa «OuHau
Wckanmapuii» HaunmHatoTCs co cloB «bu€ MyTpub» M Ha MPOTSKEHUU BCETO
IPOU3BENCHUS UCIIOIB30BaHbl 14 pa3. Hanpumep:

bué, mympubo, bapraw oso3u map,
Jumoeu mapo map KyH a3 co3u map.
Pasonu xyn, ku xywx acm pyou py6oo,
A3 on 0acmu uyn abpu 6opon-u 06>,

JlexneBn yMello MCIOJIB3YET CIOBO «HABO» B Pa3HbIX 3HAYEHUSIX. B ToM
YHUCIIE HABO3UUL, XYUWIHABO, HABO3UWKYHOH, HAB03AHOAPOMAB3APM, HAB03AHOA,

CnoBo «bap6aT» yMeno uCnoib3yeT Kak My3bIKaIbHBIA HHCTPYMEHT B TAKUX
CJIOBax, Kak oapbamu, bapbam3zanu, 6apoamuasos;

CioBO apryHyH BHIepBble MosiBisieTcsa B jactaHe «OwHaum MckaHnmapuiny.
ODTOT MHCTPYMEHT HE YNOMHUHAETCA B TpakTaTe «DKO3U XyCpaB», MOITOMY
BO3MOXHO, 4TO JleXJIeBM YHNOMSIHYJ 3TOT MHCTPYMEHT, UCXOJsSl U3 COJEp KaHUs
nacrana «Ounau Vckangapuii».

ba xap wiox mypyz ap2ynyn coxma,
ba xap nazma eynboymn cap anooxma.

33 Tyitunesa I'. Xycpas JlexnaBuii MabHaBuATH. — Capyammva sxypHaan 1998/3, 38-6.
34 Amup Xycpas Jlexnasuii. Ocopu MmyHTaxa6. — Jlymanb6e, 1972 i., 65-6
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A3 on Hazma, K-y eopamu xyu kapo,
Myeannii mapannym papomjui kapo™;

Heckonbko pa3 B MOpPOU3BEACHHUM MBI MOXKEM BCTPETUTh Ha3BaHUS
UHCTPYMEHTOB 4aHr, py000, pyJ HMHCTPYMEHThl. B wyacTHOCTH, MATHIA JacTaH
HexneBu «XamT OexemT» MOCBALIEH WHCTPYMEHTY «4aHr». CpaBHHMBasi 3TOT
UHCTPYMEHT € U300paskeHreM J{umopom, onuchiBaeTcs, Kak MpeKpacHbl OHU 00a, U
korja JuiopoM urpaia Ha 3TOM HHCTPYMEHTE, UCXOSMIINUNA OT HETO 3BYK IIPUBOIHAI
baxpoma B OecriamMsTCTBO.

booau navau apeysonupane
Yueazap cawm oap mapanuymu yame.
bap xypii 3-on canam, ku dap xama cos,
Ty eapubusy y 2apubnagos.
Xap mapagh nybame dupewumcos
Tawm 3-oxaneu xyw xapu@naeos
JlexJieBH OMUCHIBAET 3BYK, UCXOSIINMA OT py0ada, Kak MPUSATHBIN, KaK 3BYK
UHCTPYMEHTA apTyHYyH, BO3JICHCTBYIONINI Ha cyliaTeniei, Kak 0anb3am:
Dypyman wyoa uaneu Hazmacapotl,
Capagheanoasy ucmooa 6a not,
Xyuoeoszuu apeynyHy pyooo,
Ba macmon xameoo0 oopyu x06°',

Kpome Toro, B nmacraHax yIMOMHHAIOTCS HE TOJBKO WHCTPYMEHTHI, HO W
TOHAJIBHBIM Jaabl-TIapaa. TOHAIBHBIM Jag-apAa 3yXpa HCIOJIb3YETCS B JBYX
CMBICJIax: BO-TIEPBBIX, KaK 3Be371a; BO-BTOPHIX — TOHAJIBHBINA Jaa B My3bike. OH
YKa3bIBaCT, YTO TOHAJIBHBIN JIa] 3yXpa SBISETCS CaMbIM BBICOKMM TOHAIBHBIM
JaioM.

ba 6apbam3zanii 3yxpau napoacos
I1lyo a3 napoau no3 6apbamnasos™,

B pazgene, onuceiBaromem Jlunopom u baxpom B macrane «Xamr bexemr,

JlexJyieBu TOBOPUT O JIBEHAJIIIATH TOHAIBHBIX JIaJaX:

Ak 6a sk 3epu dacmu xyo0 kapoa,
Yop co3y dyso3oax napoa.
bapbamae uyn naso 6aposapaii,
You 3u man 6ypousy oaposapou.

Mpb1 BUAMM, Kak MPU ONMHUCAHUU MHCTPYMEHTOB [[eXJeBU MCIONB3YyeT CBOM
BBICOKHMM YPOBEHb MOTUUECKOTO MacTepcTBa. OqHako [lexaeBu He cTtall moapoOHO
OCTaHABJIMBATHCS HY HA CTPOEHUU, HU HA BHEITHEM BHJI€ MHCTPYMEHTOB, OH TOJIBKO
MOKa3bIBaeT, KaK NPEKPACHbl HMX 3BYKH, KaK OHHU JOHOCAT [0 CJIyIIaTess
TaWHCTBEHHbBIE MEJIOJINH, OYAPOBBIBAIOT CIIyIIATENS! NPUATHBIMU U OCBEKAIOIUMU
3ByKaMU W, HAKOHEI], TOKa3bIBAIOT CITIOCOOHOCTh JOCTUYD KeNaHus cepama. Ctout

35 Tor e ncrounuk. 105-6
36 Tot e uctounuk. 360-6
37 Tot xe ucrounuk. 108-6
38 Tot e ucTouHmK. 114-6
39 ToT e HCTOUHHK. 265-6
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TaKK€ OTMETUTh, 4YTO JIeXJIeBM OYEHb YyBa)KaJl NEBIOB M MY3BIKAHTOB H
IPEBO3HOCHII UX TAJIAHT HA BBICOKYIO CTYNEHb B 000MX JJaCTaHaX.

TBopuecTBO AMupa Xycpasa [[exneBu sIBUIOCh OAHUM U3 BaXKHBIX ATAIOB B
pa3BUTHM JuTepaTypbl HaponoB Cpennero u bnmxHero Boctoka B obnactu
HaIMCAHUS XaMca, ICTOPUYECKOTO 310ca U ra3enei. BedHocTs TBOpuecTBa AMupa
XycpaBa JlexneBu, 1O, 4yTO BeJUKHW HaBou HaszBan €ro «MHAUNCKUM Maromy,
OCTAaBWJIM HEU3IJIAIUMBIN CII€]l B HCTOPUHU MEPCUJICKO-TAI)KUKCKOM JINTEPATYPHI.

TBopuecTBO AMupa Xycpasa J[exeBu sIBUIOCH 3€pKajioM TOro BpeMeHH. Ero
paboOTHI OTpakaroT OOIIECTBEHHYIO U KYJIbTYPHYIO KH3HB TOTO BPEMEHH. XyCpaB
JlexsieBu HE OBLT HCTOPUKOM, HO €TI0 TPYIBI MOCTYKUIU PEKPACHBIM HCTOYHUKOM
10 UCTOPHH.

Bnusitnue obmectBeHHO-TTouTHYeckux mporeccoB B XIII Beke ckazaioch u
Ha KyJbTypHOM >Ku3HHM. 3aBoeBaHue YuHruz-xaHom Cpennedl Asum, OErcTBo
HACeJICHUsI Pa3HOr0 YPOBHS U CJIOEB HACEJEHUsS B APYTHE CTPAHblI ONMPEICICHHO
OoOyCJIOBWJIM 3Tan pPa3BUTUA CIEIYIONIEro nepuoaa. Takxke acCUMHIAIMOHHBIC
IIPOLIECCHI ITPOMCXOAUIN B MY3BIKE, JIUTEpPAType, >KUBOIIUCU U JaXe B SA3BIKAX.
Takyio ke cuUTyalMio Mbl MOXEM HaOJ0JaTh B TBOpuecTBe Amupa Xycpasa
JlexneBu B Jareparype U My3blke. IlpumeuarenbHO, 4TO Ha MEPCUACKOM U
VHJIMMCKOM $I3bIKaX OH CO3JaJl KPAaCUBBIE, COJEPKATEIbHbBIC Ta3€]IM U MAaCHaBU B
CTUJIE PEXTA, TO €CTh B CJIaIOCTHO-HEKHOM CTUIIE.

[ukn «Xamca», KaKk Kamisi B OKEaHE TBOPYECTBA IMHUCATENSA-XaMCAHABUCA,
ITOJIOKHUBIIETO HAYaAJI0 TPAAULIMKA Ha3upa U 3aBOEBABLIETO CBOE MECTO B MHUPOBOM
JIUTEPATypPOBEACHUH, CTal MPEAMETOM MCCIEIOBAHUNA MHOTHX YYEHBIX. B 3TOT
LUK BXOJAAT TaKKe€ UCTOPUUYECKUE, XY/I0KECTBEHHBIE, My3bIKaJIbHbIE 00pa3bl. Ero
00pa3bl UCKYCHO MOJI00paHbl ¢ XyA0KECTBEHHON TOUKHU 3pEHUs], U aBTOp TMOKa3aj
CBOM TaJaHT U JApOBAHWE HA MTUKE CBOETO PA3BUTHSL.

Bo BTopoi1 riase guccepranuu 1o HazpaHuem «My3bIKajJbHOE HacJIeaue
Amupa XycpaBa /lexsieBW» npeAcCTaBIEHbI CBEIACHUS O JIEITEIBHOCTH JlexiieBu
KaK TBOpLA, UCIIOJHUTEIS, MIPEICTABUTENS MY3bIKAJIbHOM Hayku. B TO ke Bpems
o ipoOHO OCBEMIAECTCS pa3/iesl O My3bIKe TpaKTaTa « IbKO3U XyCPaBy.

Bemnk Bkiag Amupa XycpaBa JlexsieBM B Ppa3BUTHE MY3BIKAIBHOTO
UCKYCCTBa. B HCTOYHMKAX yIIOMHUHAETCSI, YTO OH OBLIT OJTHUM M3 3HATOKOB MY3BIKH,
KOTOpbIE JICUCTBUTEILHO JIIOOWIM MY3bIKy W BOCHPUHMMAIA €€ B paMKax
MBIIIUICHUSI. DTH OCOOCHHOCTH HAXOSAT CBOE OTPAXKEHHUE B MY3bIKE, KOMITO3UIIUH,
WHCTPYMEHTAX W HAy4YHBIX HCCleqoBaHUsAX. OcBamBasi My3bIKAJIbHBIE TPAIAUIUN
MPOILIOr0, YNTasi MY3bIKAJIbHBIE TPAKTATHI, 3HAKOMSICh C TBOPUECTBOM M3BECTHBIX
MY3BIKAHTOB, OH CaM OTKpPBIBAeT ISl ce0s YyBCTBO CO3/IaHUSI MY3BIKH, TO €CTh
MY3bIKQIbHYIO 00s1acTh. W 3TO ObLIa JI000BH K MY3BIKE, KOTOpasi MpoOy1uiiach B
€ro cepaue.

B mporecce u3yueHus ero JUTEPATypPHOTO HACIEAUS MOXKHO YOSAUTHCS B
TOM, YTO OH XOPOIIO 3HAJ] OCOOCHHOCTH HAPOJHBIX MY3bIKAJbHBIX TPAJAHUINN U
TEOPETUYECKUE OCHOBBI MY3bIKaJIbHOW HayKd. [IoTOMy 4TO B €ro nmpousBeAecHUsIX
¢dpas3bl, )KaHPBI U WHCTPYMEHTHI, XapaKTEPHBIC I MY3BIKAJILHOTO HCKYCCTBA,
HCHOJIB3YIOTCA OYE€Hb PALMOHAIBHO M YMECTHO. B HCTOPHMYECKHX HCTOYHUKAX
ynomuHaetcsi, uro Amup XycpaB JlexineBu ObUT UCKYCHBIM MY3BIKAHTOM U
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0acTakopoM CBOETO BPEMEHM M CO3/all Psif TPAKTaTOB O My3bike. B wacTHOCT
A S8 ladw, "o y0 &))" (Caiidxona Dakupymio “Par mapman” («3epkajo para») ,
Gl A8 ) deaa Ve, MAege A" (Mupza Myxammana ubn DaxpuaiaHa
Myxammana “KaBouan mycukuit” (“3aKOHBI My3bIKH”), (slo desa, "' Sl gall (& allu ),
(Myxammazna Ama “TpakTar 0 My3bIKe”), adia dbu i deas, "L 4, Myxamana
Hypcanga Unmry “Harman Yok, o e w3 Sakh, "laadll oy pna, ) S8 Jladu,
« & By («Mapyd-yr-HarmMaT» («ApKaM U MHIMFACKAs My3blka») Txakypa
Happaba Anm Xana, “MamaHustd MyCHKMH TouMK aap acpxom XIII-XIV»4
A.Pamxa6osa, K.@otumu “Amir Chusro’s contribution to indo-muslim tradition”*
(«Bxnag Amupa XycpaBa B MHI0-MYCYJIBMaHCKYIO TPAAMLIMION») U JP.

JeiicTBuTenpHO, MaciTadbl HayyHOro Hacinenus Amupa Xycpasa [lexiieBu
IIMPOKH, MUP MY3BIKaIbHOTO UCKYCCTBA, TBOPUYECTBA, MPAKTUKUA U UHCTPYMEHTOB
pa3BUBAJICS B TAPMOHUU JIPYT C JAPYTOM C TOYKH 3PEHUS TPAJULUHU, NPAKTUKU U
UCIIOJIHEHHS.

[Tonxox kaxnoro asropa Kk Amupy XycpaBy JleXineBH MW €ro HaclIeOuio
yHuKajgeH. OHM ynomMuHaroT BKiajx JlexineBn B IPakTUKYy W TBOPYECTBO
MY3bIKaJIbHOTO MCKYCCTBA, €T0 HMCIIOJHEHUE M €r0 BKJIaJ B HAyKy OPIraHOJIOTHUU.
Hcxoas U3 KpaTKuX U3JI0KEHUH UCXOTHOW MH(pOpMaluu, HE0OXOAUMO IPU3HATD,
yro Amup XycpaB JlexJaeBH akTHUBHO palOoTall B YEThIPEX HaINpaBICHUAX
MY3bIKaJIbHOTO UCKYCCTBA.

1. TBopen - 6acTakOpCKOE TBOPUECTBO, T.€. HOBBIE POU3BEACHHS, CO3aHHbIE
Ha OCHOBE MHJIMVCKOM KJIACCUYECKOM MY3bIKaJIbHOMN TPAIULINH;

2. VcnionHuTenb - B 00J1aCTU MHCTPYMEHTOBEICHUSI U COBEPILIEHCTBOBAHUS
MHCTPYMEHTOB, JE€WCTBUM, aJallTUPOBAHHBIX B MPAKTUKE UCIIOJIHEHUS WHIUNCKON
KJIACCUYECKON MY3BIKH;

3. IIpencraBuTens HayKW MY3BIKOBEICHHUS, KOTOPBIA OMMUCAT MY3bIKAJIIBHYIO
HAyKy U MY3bIKQJIBHOE UCIIOJIHEHHE B CUCTEME 3HAYECHU;

4. YuuTenb-y4eHUK - yueOHBIN mpoIiecc.

XycpaB JlexyneBH BO3BBICHJ MY3bIKY 10 TaKOW CTENEHHM, YTO OHa BCEraa
IPU3HABAJIACh HCKYCCTBOM Ha YPOBHE HAyKH.

Ero koMMeHTapuu B TpakTate « IbK03M XyCpaBy CIIyKaT BaKHBIM (PaKTOpPOM
B HallleM BOCIpUATHM XycpaBa JlexJieBM Kak 4eloBeKa B MUpe My3blkh. Ha
NPOTSHKEHUH BCETO0 TpakTaTa Mbl HaXOAUM JOKa3aTeNbCTBA TOTO, YTO OH OBLI
T€HUEM CBOEI0 BPEMEHH HE TOJIBKO B MHUPE M033UHU, UCKYCCTBA 3CCEUCTUKH, HO U B
Hayke O My3bike. Ero AoCTHXKEHUS MOXKHO KiacCU(pUUMPOBATh CIEAYIOIIUM
obpazom:

1. Kak neBen, y Hero Obul O4eHb KPacHUBBIN roJioc, “3yxpa OU3HUHT IOKOpU
0BO3 MapaJapHy OJIMIIAMHU3TA XaBac Ounan Kapaiian”*2. (Benepa sasudyem, umo y
HAC 8bICOKUE 20]10C08ble MOHANLHOCMU). ITU CTUXH CIIY>)KAT HAMEKOM Ha TO, 4TO
Xycpas JlexneBH TakKe 3HaJl CEKPEThI IEHNUS;

40 Paxka6oB A. Mananustn Mycukwmii Tounk nap acpxou XII-XIV. Jlyman6e, 1987 r.
4l Fatimi Q, Amir Chusro’s contribution to indo-muslim tradition. Islamabad, 1975 y.
42 Tot e UcTOUHHK, 176-6
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2. OH Takxe cMOr JOCTHYb MacTepCcTBa B MUpE KOMMO3ULMU. OH O4YEHb
XOpOLIO yMEJI TapMOHUPOBAaTh pPa3HbIE MEJIOAUM M TNEPEXOIUTH OT OJHOU
TOHAJIBHOCTH K IPYTOMH;

3. OH 3Han mnOpupony 3BYKOB, CTPOEHHE MHOTMX HMHCTPYMEHTOB,
COBEPUIEHCTBOBAJ U CO3/1aBajl My3bIKAJIbHbIE HHCTPYMEHTHI,

4. OH — npeJlaHHBIA YUEHUK, 3HAIOITUN U JOOPBIN yUUTEIIb,

5. OH — KOTOPBIH cO3/1aJ1 OCHOBHBIE M BCIIOMOTATEIbHBIC JIAJbl /TaMMBbI/ T. €.
00pa3Ipl MaKoOMa;

6. OH - KpUTHK.

Bxnang Amupa XycpaBa /lexineBH B MUP MY3BIKH MOYKHO OLIEHUTH TOJBKO
NOCJIE€ M3YYEHUS M aHaJIu3a BCEX €ro npousBelcHuil. biaromapst ero Tpakrary
«Ipx03u XycpaB» Mbl BUAMM XycpaBa JlexJlaBu Kak BEJIMKOTO y4EHOIO B MHUpPE
MY3bIKHA, HEIOBTOPUMOI'O T'€HHUSI B UCTOPUU UHIUNCKOU MY3bIKU.

OH npeKpacHbIl UCIIOTHUTENL, MY3bIKOBE, YUCHBIM U3y4YaBIIUM MY3bIKY C
Hay4YHOU TOYKH 3peHus. Ero 1000Bb K My3bIKE BbIpaKeHa B CIAEAYIOMIMX CTUXAX:
“XaTTo MEeHUHT BaOTHUMIAH CYHT, arap KUMIUp KaOpumra Keaud KyJokK cojca, y
€pllaH IWIebpPJIAPUMHU XOHHUIIM 5Mac, Oalkhu MyKaMMal KyWlapHU [IUPHUH
oxanrnapuau smmtany’ ., («Jaosce nocie moeti cmepmu, eciu kmo-Hubyob npudem
HA MO0 MO2UNLY U NPUCTYULAEMCsl, OH YCIbIUWUM He 0eKIaMayuio MOUX Cmuxos, da
CIAOKUe MOHA COBEPULEHHBIX METIOOULL»).

MHororpaHHbiii yaeHbiii AMup XycpaB JlexiaeBru Ipu3HaH HE TOIbKO MO3TOM,
0acTakopoM, HO U MAaCTEpOM-CO3AaTelIeM MY3bIKaJIbHBIX UHCTPYMEHTOB. lIpexne
BCEr0, YTOOBI CO37]aTh UHCTPYMEHT UJIU YCOBEPIIEHCTBOBATh, HEOOXOUMO XOPOILIO
3HaThb 3TOT UHCTPYMEHT U yMEThb HA HEM Wrparb. B HEKOTOPBIX HMCTOYHHKAX
TOBOPUTCS, 4TO «XycpaB JlexJeBu co3/an MHCTPYMEHTHI ceTop W Tabia», a B
HEKOTOPBIX UICTOYHUKAX MOYXHO HAaWTH MHEHUS, YTO OH «YJIy4dIlIWI» UX. M3BecTHO,
YTO BBEJICHME B IPAKTUKY HOBOI'O MHCTPYMEHTA WJIM BHECEHUE B HErO0 KAKUX-TO
WU3MEHEHNW, Ul YCOBEPILUECHCTBOBAHUSA, U 3TO MU3MEHEHHE COXPAHSIETCS BEKAMM,
WCIIOJB3YETCSl HAa NPAKTUKE HWCIOIHUTEISIMH, MPU3HAETCA W HCIOJb3YeTCs Ha
MPaKTUKE MY3bIKAHTAMH TOJBKO TOT/A, KOIJa 3TO MNpUeMIIeMO, YIO0OHO st
VICTIOJIHUTENEN U JAaeT HUPOKUN CIIEKTP BO3MOKHOCTEU UCIIOJTHEHHUS.

B 3axmtouenue He OyneT mpeyBelMYEHHUEM CKa3aTh, 4To XycpaB JlexieBu
OYKBaJIbHO CO3/1aJl MHCTPYMEHT cetop. [loTromy, 4To OH 100AaBMII K UHCTPYMEHTY
OJIHY CTPYHY, U HE TOJIBKO PACIIMPHUI BO3MOKHOCTHU UCIIOJHEHNS U 3BYyYaHHUs], HO U
co3/1aJ1 0JIaronpusITHBIE, yTOOHBIE YCIOBHS AJIs1 UCTIOIHUTENS. DTO I0Ka3bIBAET, UTO
OH HCKYCHBIM MY3BIKAHT-UCIIOJIHUTEIb W MAaCTEP-U3TOTOBUTENb MY3bIKAJIBHBIX
UHCTPYMEHTOB.

TBopuecTBO AMupa Xycpasa JlexeBr CBSI3aHO C CO3JaHUEM MY3bIKAJIbHBIX
WHCTPYMEHTOB, OTAEIBHO YIIOMHHAETCS €UI€ OJWH MY3bIKAJIbHBI HHCTPYMEHT. B
YaCTHOCTH, CO3/IaHUE UHCTPYMEHTA mabid, CAUTAIOIIETOCS JTUACPOM B UCIIOJIHEHUU
VHIUHACKOU KJIACCUYECKON MY3bIKH, B HCTOYHHUKAX O MPOILIOM IPU3HAETCS, UYTO OHO
cBs3aHO ¢ mMeHeM Amupa Xycpasa [lexneBu. Cynun bac B cBoeit kuure «Indian
classic music» o0OwscHseT, yTO Tabysia ObLI W300peTEH HAa OCHOBE OJHOTO W3
VHJAWCKAX MY3BIKQJIBHBIX MHCTPYMEHTOB. B wacTtHOocTH: «BBenmenume ynapHOro

43 Amup Xycpasu Jlexnasu. Dbxko3u Xycpasu. — Jlymante, 2013 i., 180-6.
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MHCTpyMeHTa XycpaBa ObLJIO TaKKe O4€Hb MHTEPECHO... TO €CTh «... H300peTeHne
nmepsoro obpasua Tabma HyTeM pasfeleHus NakxaBamka* Ha 1nBe wacT»™.
[TakxaBaK CUYMTAETCS OCHOBHBIM YIApPHBIM HHCTPYMEHTOM B KIIACCUYECKOU
my3bike CeBepHoit Muauu. Hcropuueckue HMCTOYHMKA OO0 3TOM yJIapHOM
UHCTPYMEHTE CBHUJETEIbCTBYIOT O TOM, 4To OH mosiBwics no Xll Beka. Dtor
UHCTpyMEHT paHee HaszwpiBajca «Mpumganr». K Xl Beky oH Ha3zbiBajcs
«Mannanam». B XV Beke Obuto nano HazBaHue «llakxaBamk». OgHAKO CIOBO
«MpuaaHT» HE UCUE3JIO U UCIIOIb3YETCS KaK ero CMHOHMM. [lakxaBamx cuuraercs
CaMbIM Ba>KHBIM MHCTPYMEHTOM B MHJIMMCKOM KJIIACCUYECKOU My3bIKe. [IoToMy 4TO
OH CUMTAJICSl €AMHCTBEHHBIM YAAPHBIM HHCTPYMEHTOM JJISl COIIPOBOXK/ICHHUS JKaHpa
IXpynaa HWHCTpyMeHTamMu pababd, cypanrap, cypbaxap. OpHako BBEICHHE B
MY3bIKaJIbHYI0 TPAaKTUKY >KaHpa Xalan W MHCTPYMEHTa Tadlla CHUXKAET CTaTycC
MHCTPYMEHTA MaKxaBa/DK. VIcronHeHne Ha makxaBa/kKe MPOUCXOIWIO yIapaMu
OTKPBITOM PYKH, YTO 3ariylIaJiOo 3By4aHUE TOHKUX W 3MOLIMOHAIIBHBIX JKAHPOB U
MHCTPYMEHTOB, TaKMX KakK Xalall, TXymMpHu ceTop. McrnoiHeHne Ha MHCTPYMEHTE
Tabjia OCYLIECTBISUIOCH MajbllaMH, U 3TO JaBaj0 BO3MOXKHOCTb elle OoJblie
PACKpBITh XapaKTEp ATUX MY3bIKAJIbHBIX KaHPOB. B TO ke Bpemsi, MOCKOJIbKY Ha
MHCTPYMEHTE Talja WrparoT € IMOMOIIBI0 MAaJbLEB, OH HUMEET BO3MOXKHOCTb
BBITIOJIHATH MPUEMBI OBICTpEE, YeM IMaKXaBa/K. YJapbl MajbllaMUd MPOU3BOIST
pa3HbIe 3BYKHM B 3aBUCUMOCTH OT MECTA M Ka4yecTBa yJapa.

VYcoBepiieHcTBOBaHHBIE AMHpoM  XycpaBoM JIeXJI€BU HMHCTPYMEHTHI
HaxXoJSTCS HE TOJbKO B HCTOYHHUKAX, HO M B HCIHOJHHUTEIbCKONW NPAKTHKE M
UCIIONB3YIOTCA UcnoJHUTENsIMUA. OH 000raTWil MUP HMHIUHUCKUX MY3bIKaJIbHBIX
MHCTPYMEHTOB HOBbIMU oOpa3uamu. (Camoe TJIaBHOE, YTO CO3JaHHbIE UM
UHCTPYMEHTBI COBEPILEHHBI, CJIOXHBI, NMPOCTHI B HM3TrOTOBJIEHWHU, KPACHUBBI IIO
3BYYaHHUIO, OYEHb IMOAXOIAT JUIsl HAMOHAIN3MA U COXPAaHUIIM CBOE IOJIOKEHUE J10
Hactosimiero BpemeHu. [lotomy 4To cerop M Tabja — 3TO caMble JIydlllde U3
VHJIMMCKUX MY3BIKAJIbHBIX MHCTPYMEHTOB. B KaX1011 CTpaHe MUpPa €CTb MHOXKECTBO
MNOKJIOHHUKOB, KOTOPbIE€ HE 3HAIOT 3TUX MHCTPYMEHTOB, HO JIOOST UX 3ByyaHue. A
WCIIOJIHEHHE OYE€Hb MPUBJIEKATENbHO, KaK MPUMEp Ha3UJaHUs Uil HAPOJOB MHUPA.
[Ipoliecc MOATOTOBKM pyKONUCEH — pe3ylbTar padoThl Kaurpadgo u
XYIOKHUKOB. B HEKOTOPBIX PYKONMHUCAX MOCIE TOTO, KaK KaJuIUrpadbl OCTABISIOT
MECTO JIJIsl )KUBOMUCHU U JIEKOPUPOBAHMUS, XYJO0KHUK MPOSBIISIET CBOW TAJIAHT, a B
HEKOTOPBIX PYKOMUCAX MOKA3aHO COTPYAHUYECTBO OOOMX CIEUUATUCTOB. B aTOM
cllydae Mbl BHUJUM, YTO OEHUTHI BCTABJSIOTCS MOCEPEAMHE, BHHU3Y WU BBEPXY
n300paxenus. [ maBHOE OTIIMYNE XY05KECTBEHHO O(DOPMIICHHBIX PYKOITUCEH B TOM,
YTO OHHU CBSI3aHbl C TBOPYECKUM MBIIIJICHUEM, TaJlaHTOM M BKYCOM pPa3HBIX
KaJuurpadoB M KUBOMUCLEB. Mbl MOXKEM CBUJIETEIBCTBOBATH, YTO KAPTHUHBI K
nacraHaMm Xycpasa JlexJeBH CO3JaHbl B CTWJIE, XAPAKTEPHOM [UJII BOCTOYHOM
MuHHATIOpBI®®. KapTuHEI, paccMaTpuBaeMble B XOJE€ JUCCEPTALIMU U CBA3aHHBIC B

4 TakxaBa[k - HHCTPYMEHT, Ha KOTOPOM UIPAIOT C JBYX CTOPOH.

4 Sunil Bose. Indian classic music. — Vikas Paperbacks, 1993 y. p-50.

46 CnoBo «MHHMATIOPa» MPOMCXOAMT OT JATHHCKOTO, OJHOTO W3 HA3BAHMH KPACHOTO IIBETAa, OOBIYHO OTHOCAIIErocs K
U300paXKEHUAM, CISIAHHBIM B pyKonucsax. Hapsay ¢ kammrpadueii, opopMIeHHEM CTPAHHUILL U OBJIOKKH OHO SBIISETCS OJHUM M3
OCHOBHBIX CIIOXHBIX JIEKOPATHBHBIX 3JIEMEHTOB pykomucd. CYIIECTBYIOT pa3Hble IIKOJIbI MHHHATIOPHOIO HCKYCCTBA. JTO
apabckasi ¥ MpaHCKas, TypelKas ¥ azepOailpkaHcKasi, HHIMNACKAS M TepaTcKas IIKOJIbl MHUHUATIOPHI, KOTOPHIE UMEKOT CBOKO
UCTOPHIO Pa3BUTHSL, CBOM CTHJIb.
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OCHOBHOM C MY3bIKOW, MpPEACTaBISAIOT CO00M MMHHATIOPHI, CO3JIAHHBIE JUIS
pYKOIKCEeH pa3HbIMU KajmurpadaMu U XyI0KHUKAMU B pa3HbIC TIEPUOJIBI.

Pykonucu npoussenennii Amupa Xycpasa JlexiieBn konupoBaiuch B uauu,
Upane, Xopacane u Masepannaxpe B XIV-XV-XVI BB., B byxape u Xuse B XVII-
XVIII BB. Ceituac oHM XpaHATCS B PA3IMYHBIX (POHIAX PYKOIUCEH TT0 BCEMY MHPY.
B bpurtanckom mysee, Hanmonansnoi Oubnunoreke [lapuxa, @onne Uectepa burtu
B JlyOonune, ranepee @pup B Bammnrrone, myzee Typkony B Typuuu, Benckoi
HAI[MOHATLHOU OMOIMOTEeKE, MHAUNUCKUX (DOHIAX UMEIOTCS PYKOITUCH, YKpallICHHbIE
OpPHAMEHTOM M MUHHUATIOpaMu. MUHHATIOPBI K JactaHam XycpaBa JlexiieBu
U300paXKaIOT CO/IepKaHUE MPOU3BENICHHUS, €T0 IpaMaTHUYECKUE CUTYaIlUU WM TaKue
polecchl, Kak Hay4dHas Oeceja, moje OWTBBI, 0XO0Ta, Mpa3gHOBaHUE, MEW3aXU
OPUPOJIbI, MOMEHTHI BCTpeud BIIOOJEHHBIX. Ero mnpousBereHHs] NepenucaHbl
U3BECTHBIMM KaJUIMrpagaMu CBOEro BPEMEHHM M pacKpalleHbl MHUHHATIOpaMH
M3BECTHBIX XYJI0KHUKOB CBOETr0 BpeMeHHu. PaboThl JlexneBu Bcerja MmpHUBIEKaId
XYJIO)KHUKOB CBOE€M aKTYaJIbHOCTbIO. MMUHHUATIOPHI, BBIIIOJHEHHBIE [0 €r0
PYKOITACSIM, TOCIYXAT MPOU3BEACHUAMH, UMEIONIMMH HAYYHOE U IMPAKTUYECKOE
3HAYEHHE ISl pa3BUTHUSL UCKYCCTBA MUHMATIOPBI. B HEKkoTOpbIX padorax JlexieBu
MUHHATIOPBI UMEIOT 00Jiee MPOCTOM BUJ, @ B HEKOTOPHIX M3 HUX Mbl BUAUM, YTO
M300paKeHMsI, JACKOPAallMM M LBETAa MCIOJB3YIOTCS ISl YCHICHHS JApaMaTh3Ma
CIO’)KETHOM MJeU. BHEIIHMI BUJ HEKOTOPBIX MHCTPYMEHTOB Ha MHUHHATIOpAx HE
COOTBETCTBYET B TOYHOCTH TOMY, YTO omnmcan /[lexneBu, wiMm HHCTPYMEHTaM,
CYILLIECTBOBABIIMM B TO Bpems. OgHaKo IOKa3aHa My3bIKajbHas KYyJbTypa TOTO
BpPEMEHH, MECTO NEBLOB-OB B 001IeCTBE. B KOHIIE KOHILIOB, MHTEPEC U CTPEMIICHUE
no3HaTh TBOpUecTBO Amupa Xycpasa J[ex1eBr HE MEHbIIIE BHUMAaHUS, YAEISIEMOTO
«Taxname» @Duppoycu, aactanaM «Xamca» Huzamm I'sHmkeBn u Amuiiepa
Hagoun. CBoMMHM JacTaHaMU OH €ILE Pa3 J0Ka3ajl, YTO OH HE Uy>KOW B MUPE MY3bIKH
Y, 4TO OH Y€JIOBEK, KOTOPBIN 3aHUMAET CBOE MECTO B OTOM HAyKe, KaK spKas 3Be3/a.

Pykommncu Amump XycpaBa JlexyieBM M CIENaHHBIE HA HUX MHHHUATIOPHI
CBUJIETENBCTBYIOT O TOM, YTO OHM OBLIM 3aMeYaTeIbHbIMA IPOU3BEACHUSIMU J1aXKe
JUISL CBOEr0 BPEMEHHU. A KapTHUHBI B HUX MOTYT ObITh OCHOBOM [JIsl COCTaBJICHUS
MpeAcTaBieHus] 00 OONHMKE apXUTEKTypbl M CTWJIEH, HAauMHAs C OAEXIbl TOrO
BPEMEHM, CIIOBHO NOMNazasi B UCTOPUI0 4YE€PE3 TAMHCTBEHHOE OKHO. LleHHOCTB
PYKOITHCEN CO BpEMEHEM BO3PACTAET.

B 3akimOuYMTENBbHOM TPETHEM TJIABE HCCICIOBAaHHUS I10J HA3BAHHUEM
«bacrakopckoe TBOpYecTBO Amupa XycpaBa JlexjeBW» paccKa3bIBaeTcs O
*aHpax Kaspanu, xaiiay, TapaHa, O CTpyKType U CTPOCHHM JAHHBIX JKAHPOB, a
TaKXX€ 0 3HAYMMOCTHU B UHAUNCKOMN KIIACCUYECKOU MY3BIKE.

HecoMHEHHO, YTO My3bIKaJIbHBIE JKAHPBI BO3HUKAIOT B HAPOIHOM TBOPYECTBE
Y MPAKTHKE W BOIUIOMIAIOT B ce0e ompeneneHHbie (HopMbl, 0COOCHHOCTH, Ka4eCTBa
u Tpaguuuu. VeanbHbli )KaHp KIACCHYECKOW MY3BIKA B MHIWMCKOW MY3BIKE —
para. OgHaKO IPU3HAHO, YTO JKAHPBI, KOTOPbIE COOTBETCTBYIOT JIMHUSAM paru WIH
OpUOOPETAIOT KJIACCUYECKUE YepThl, TaKKe XapakTepHbl ISl HMHAMMCKOM
KJIACCUYECKOM MY3bIKH. Pa3BUTHE NMPOCTBIX MY3bIKAJIbHBIX KaHPOB — IMPU3HAK
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pa3BUTHS BPEMEHH W JYXOBHOW 3penocTd Hapoaa. Hewszbexno, 4To 000
MHOTOooOemarmui ¢hakTop OyAeT MpOoIBETAaTh U COBEPUICHCTBOBATHCA. COrIacHO
VMCTOYHUKAM I10 UCTOPUU UHIUNCKON MY3bIKAJIbHOM KYJIBTYPBI, )KaHPbl NUHAUUCKOU
KJIACCUYECKON MY3bIKM, TAKME KaK KaBBAJIM, Xalall, IXpyIMaa U TapaHa, BXOIAT B
YUCJIO KAaHPOB, MPOLIEAIINX TAKUE ITAIIBI.

B psne ucToprueckux TpPaKTaTOB OTMEYAETCS, YTO BO BpemMeHa AMupa
Xycpaa JlexneBu ObUT MepUo Pa3BUTHS HAYKU M OOIIECTBEHHO-?KOHOMHUYECKOM
*W3HU. [IpakTrueckuii 1 Hay4HBIN IPOLIECC MY3BIKAJIBHOTO HCKYCCTBA HE SIBJISIETCS
HCKJIIOYEHHEM. B kauecTBe sIpKoro mpuMepa 3Toro BO MHOTHX CIIy4asX OTMEYaeTCs
YKaHpP KaBBAJIM, PEJICTABISBILINANA cOOOM IPOCTOM KaHP HAPOAHOU MY3bIKH, a 3aTEM
pa3BUBILMICS B KiIaccuueckuil xaHp. Amup Xycpas [lexneBu npusHan purypoi,
BHECILIEH CBOI BKJaJ B COBEpPILIEHCTBOBaHUE XaHpa. Ha camoM nene HeoOX0auMo
MPU3HATh, YTO KaHP KABBAJIHU CJIOXKEH M COBEPIICHEH MO (popme, CoAepk aHUIO,
JIpaMaTyprui U UCIOJHUTEIbCKUM KputepusiM. Ero yHukanbHble popMaibHbIE U
VICTIOJIHUTEIBCKUE aCIEKThI IMOCIYKUIIA OCHOBHBIM KPUTEPUEM Pa3BUTHUSL KaBBaJU
KaK OTAEIBHOTO XKaHpa. SIMaH-para, HanncanHass AmMupom XycpaBoM Jlexiesu, 10
CUX IIOp NMPUCYTCTBYET B MHAMMCKOM My3bIKaJbHOU IpakTuke. Ha3Bannas fIman
WM DMaH, 3Ta para NpUHAJJICKUT HAIPABICHUI0 XUHIYCTaHU My3biku CeBepHOI
WNupnu. Ero Bocxoasias mociaea0BaTeIbHOCTb 3BYKOPsia, CIEAyIOIas: Hu, Y, Ia,
Ma, JXa, HH, ca, TO €CTh CH, pe, MU, (Da, 51, cu, 10. 3BYKOPS/, HAIIPABJICHHBIA BHU3
— 3TO ca, HU, JXa, 1a, Ma, ra, pe, ca, T. €. 10, CH, Jisl, colb, Ppa, MU, pe, J10.

Orta para Oblia co3iaHa myTeM o0beAMHEeHUs Menoauid Xunaoia u Halipusa.
XHWHAON para COCTOMT M3 KajbsiH TaaT U TaKXE OTHOCHUTCS K HaIIPaBJICHUIO
XuHaycTtanu. Ero HCHONHSIOT BECHOM W B TIEPBOM MOJIOBUHE nast’. Ero
BOCXOJSIIIUI 3BYKOPS BBITJISAUT CIETYIONIMM 00pa3oM:
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Takue na3zBanus, kak Hao, Poct, ®eprana, Illaxnos, [dyrox, Xycaitnu B
TBOpuecTBe AMupa Xycpasa JlexseBu, BEpOsiTHO, SBIAIOTCA paraMu, BO3HUKITUMU
B PE3YyJbTATE €r0 M3YYCHUS MPAHCKUX MY3bIKaJIbHBIX Tpaauuuud. B wacrocty,
MaKUCTaHCKUM My3bIKoBe, 1okTop Caxubd Paxub XycaitHu, B cBoel cTaTbe « AMHP
Xycpas JlexyieBM U MHAUMKCKAss My3blKay noauepkuBaer - «B HMpaHckon my3bike
UMeeTcs JIBeHaAaTh MakoMoB. Jto: Pocrt, Yok, bycanuk, bapaso, Mcdaxon,
Byspyk, HaBoxo, Ycron, Upok, 3anryna, Poxyn, Xumkasz.»'®

Cnenyer npusHaTh 3aciayru Amupa XycpaBa [[exneBu B pa3BUTHUHU KaHpa
KaBBaJIM. ITO MOXKET OBITh OCHOBAHO Ha HMEIOIIUXCS HCTOPUUCCKUX JaHHBIX. AMUP
XycpaB [lexyieBU B CBOEM TpakTate «IbxKO3M XyCcpaB» YTBEPXKAAET, 4YTO,
«OoIleHUBAst MacTepcTBO ucnojuuTeneii Kasamu (JlexaeBu Ha3bIBACT X KABBALAH),

47 Bhatkhande V.N. Rgas and raginis. — Bombay, 1935 y., p-132.
48 Coxub Paxu6 Xycaiinu. Amup Xycpas Jexnapuii Ba Xung mycuxacu”. / Amup Xycpas Jlexnasuii Ba mycuxa. — T., 1979 ., 54-
0
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CIEeAYeT CKa3aTh, YTO OHU MOT'YT KOHKYpPUpPOBaTh ¢ neBuamu barnaaa u Erunra. On
Takke ynomuHaeT ums Xomku Jlatuda KaBBama, OgHOTO M3 H3BECTHBIX
KaBBAJHUCTOB TOTO BpeMeHu»™,

Takke CyIIECTBYIOT MHEHHMS O CYIIECTBOBAHHUM ITUX KAHPOB JI0 BPEMEH
Xycpasa JlexneBu. OnHON M3 NPUYMH MOMYJISPHOCTH 3TUX XKAHPOB BO BpEMEHA
JlexneBu SIBISIETCS TO, YTO OH OBbUI BBIXOJIEM U3 TIOPKCKOM OOIIMHBI, U HE
UCKIIFOYEHO, YTO 3TH >KaHPbl JOCTUIJIM B €r0 TBOPYECTBE XYHOKECTBEHHOIO
COBEpUIEHCTBA B PE3YJIbTATE COEAUHEHUSI MHANNCKUX U MEPCUICKUX TPAIHULIUH.

B wactHOCTH, CTOUT 000OIIMTE MBICIBL O TOM, YTO KaBBAJIM B TOM WJIA MHOMN
dbopme ynotpebisiuch A0 BpeMeH XycpaBa JlexseBu. 3acnyru Xycpasa [exiieBu
MO>XHO YBHUJIETh B TOM, YTO OH BCECTOpPOHHE oOoratui kaHp. B wacTHOCTH, OH
aJanTUpPOBaj ATOT >KaHP K: a) HUCIOJHEHUIO JBYX WM Oojiee KaBBajoB; 0)
PETryJIsIPHOMY YCHJIEHUIO POJM XOpPOBOTO HCIIOJHEHUS; B) HCIIOJb30BAHUIO B
TEKCTaX CJIOB U3 00pa3lloB KJIACCUYECKOW JUTEpaTyphbl; T) O0OOTalleHUIO
MHUCTHUYECKUMHU (CY(UICKUMHU) CBOMCTBaMHU; 1) M, HAKOHELI, 3TO MOKHO YBHUJIETh B
oborareHuu 1o GopmMe U pa3BUTHUIO 10 COBEPIICHCTBA - KJIACCUYHOCTH.

Bo-BTOpBIX, OCO0OO€ 3HaueHHe uMeeT TO, 4To XycpaB JlexyeBu cosman
ONpENEICHHBIE IPOU3BEIACHUSA U NIPETBOPHWII UX B NIPAKTUKY. HeyIMBUTENBHO, UTO
ATO OAHA W3 MPUYMH IIMPOKOU MOMYJIAPHOCTH >KAHpPa KaBBaJu B KIACCUYECKOM
ucKyccTBe. Tak Kak, MPUBIIEKATENbHOCTh JKaHPA, €r0 COJAECPKAHUE, CIOKHOCTh U
MacTEPCTBO UCIIOIHEHUS PHUBJICKAIN HUCIIOIHUTENIEH U CIyIIATENeH.

B-TpeThux, MOXKHO CKa3aTh, YTO KaBBAJIM OOOTAaTHJ HE TOJIBKO UHJUKUCKHE
My3bIKaJIbHbIE TpPAgUIMU, HO M TMEPCUACKHE TPAAULUHU CIHOCOOCTBOBAIU
COBEPILIEHCTBOBAHMIO JKAHPA.

JleTonuch BEKOB IOKAa3bIBAE€T, 4TO kaHp KaBBanu CymiecTBoBaj €Iie [0
BpeMeH AMupa Xycpasa JlexneBu, HO BkiaJ JlexsieBu B €ro Npu3HaHHOE U 0cO000e
MECTO B MUPOBOW MY3bIKAJIbHOM KYJIBTYPE U MPU3HAHUE B KAUECTBE «OPUIUTMAHTAY
kiaccuyeckoi my3biku [lakucrana u Muaum wecpaBHuM. ToT ¢akrt, 4To KaHp
NEPEXOAMII U3 IIOKOJIEHUS B IOKOJICHHE, U3 BEKA B BEK, HE TEPSSI CBOETO OYapPOBAHMSI
Y LUEHHOCTH, CITY’KUT IJIABHBIM (PaKTOPOM, OMPEEISIONIUM HEHHOCTh UHIUNCKON
KJIACCUYECKOM MY3bIKM M YpPOBEHb €€ 3pesnoctu. He konebnsach, MOXHO 0e3
NpeyBeINYEHUs1 CKazaTh, 4TO XaHp «KaBBanw», mpuHagIexanuid TBOPUYECTBY
JlexsieBH, co3aan Mo4By JJsl TOr0O, YTOObI OH CITYKUJI )KaHPOM Ha BCIO JKU3Hb.

Xalian B mepeBojie C apaOCKOro O3HAayaeT MeauTalus, HacCTPOEHUE,
BooOpaxkeHue. I1o0 CpaBHEHMIO € XKAaHPOM IXpyHnan  OTIMYAETCS TEM, YTO
(dopMupyeTcs Kak OTAEIbHBIN KaHP B My3bIKE U UIMEET CBOU 0COOEHHOCTU. T0O ecTh,
xaian— >kaHp CBOOOJIHO UCIIOJIHSIEMbIA U HE TOJUUHSIOIUNCSA HUKAKUM 3aKOHAM.
YuuThiBas Takyr KOMIIO3UIIMIO, OH, BEpOSITHO, OylneT uMeTb Oojiee oOpazHoe
3HAYEHHUE;

Ha canckpute kopeHb cioBa xaianm «khela» o3Hauaer npamarudeckoe
NpeCTaBICHUE, a Takke pusndeckoe, moouMoe, pagoctHoe. Eciu k ciioBy «khelay
no6aeuth cydhdurc «pada», To cinoBo «khelapaday o3nauvaer uznyeckuii mar. B
3TOT MOMEHT, €CIIH, K CJIOBY, AXpymnaa A00aButh cydhdurc «pada», momydaercs

4 Amup Xycpasu Jlexnasu. Dbxosu Xycpasu. — yman6e, 2013ii., 181-6

%0 MMpaBunsHee GBUIO GBI CKa3aTh, YTO AXPYNAL - 3TO OJMH M3 KIACCHUECKUX WHMICKHX My3BIKATHHBIX KAHPOB, MPABHILHEE
OyIET CKa3aTh, JKaHP, BO3HUKIIMIT Ha OCHOBE par. OHU HE OYEHb CIIOXKHBI 1O (OPME, HO UX CTPYKTYPHBIE

ACTIEKTHI IMEIOT KJIACCHYECKHE XAPAKTEPUCTUKH C TOUKH 3PEHHUST KDUTEPUEB PA3BHUTHS.
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3HAYEHHE TSHKEJIOro, TBepJaoro mara. Ha camom zerne, 0 CpaBHEHMIO C KaHPOM
Xaiay, TeMI )aHpa JXpynaj TSKENbId, a METOJI CTPOTHii, Toraa Kak o0pa3 jkaHpa
xaian jgerkui, a meroj 6osee cBoOOAHBIN. [l0aTOMY 3HaUEHHE «JIETKOTO ILaray,
IPUIaBaE€MOE IPUBEICHHOMY BBIIIE KXasULy, TAaKKE€ COOTBETCTBYET OIIPEACIICHUIO
xaHpa. OCHOBBIBAsICh Ha MPOLUIBIX TPAKTaTaX M CBEJCHUSIX YUEHBIX, HECOOXOIMMO
IIpU3HATh, 4TO 3aciayru Amupa Xycpasa /[exiaeBr BaKHBI B IIOMCKE NMPAKTUYECKOU
(opMBbI )KaHPOB KaBBaIM U Xailan. Ha ocHOBe MHIMHCKUX par OH 00OTalaeT ero
pa3IMYHBIMM ACHEKTaMU CpPEAHEAa3HMaTCKOW MY3bIKM U (OPMHUPYET YHUKAJIBbHYIO
MOJIEJIb. A XaWhaJl MPOUCXOAUT OT CYIIECTBYIOIIErO B MPAKTUKE AXyprnaaa, H
nzo0peraercs Mys3blkaiabHas (opMa ocoboro xapakrepa. IIpaBuibHee ObUIO OBI
CKaszarb, 4To 3aciayra Amupa XycpaBa JlexJeBH 3aKirodajacb B TOM, YTOOBI
(GopMUpPOBATH JKaHPBI, HAMTOJIHATH UX (POIBKIOPHBIMU dIIEMEHTAMH U 00€CTICYHBATh
UX TOMYJIAPHOCTb.

Tapana ¢ mepcicKoro o3HadaeT HalleB, NECHS, MENOAus. A B My3BIKE 3TO
0COOBII1 JKaHp, UMEIOTUI CBOIO (hOPMY U OOJIHK.

EcTb pa3zHble MHEHHS O JKaHPE TapaHa, KTO-TO PACCMAaTPUBAET Kak kKaHp, KTO-
TO -Kak (opmy. ' Ha HBOJIIOLMIO 3TOTO KaHpPa, B HEKOTOPHIX MCTOYHHKAX
YIIOMHUHAETCs, YTO JKaHpP TapaHa CyIIecTBOBal 10 BpeMeH Xycpasa [lexnesu. Ho
€CJI TOBOPSIT, YTO OH «TBOPYECKAS] TUYHOCTbD, CACIABIIAS 3TOT KAHP BEYHBIMY», TO
B PYTMX UCTOYHHKAX Mbl MOKEM YBUJETh HH(OPMAIUIO O TOM, UTO «KaHpP TapaHa
npuHauIexKuT XycpaBy JexneBu». Ty nHOOPMALIMIO CIEAYET MOSCHUTH B CBSI3U C
TEM, YTO JKaHp TapaHa C(QOPMHUPOBAICA B NPAKTUKE HHIUNWCKOH MY3BIKH.
[TockonbKy TapaHa ObLJI OJJHUM M3 CaMbIX HOITYJISPHBIX KaHPOB B MPAKTUKE APYTHUX
Hapoa0B, 00 3TOM TOBOPUTCS B HUCTOPHUUECKHX HCTOYHMKaX. CiemoBaTenbHO,
MOHO CKa3aTh, 4TO npsimMoe BiMsHUE Amupa XycpaBa JlexJieBH Ha 3TOT JKaHP
BIIOJIHE BEPOSATHO, U 3TO ObLIO 3(EeKTUBHO B JIFOOOM Cliydae.

Hcropuyecknil TEHE3WC >KaHpa TapaHa MOXHO NPHU3HATH PE3YIbTATOM
ucropuueckux npoueccoB B XII-XIII Bekax. @aporat A3u3u Takke MOA4YEepKUBaa
B CBOEH JOKTOPCKOM JUCCEPTALIUH, YTO «HAPSALY C IEPCUICKO-TAKUKCKOM MO33UEN
B XIII Beke TapoHa Bouwia B uHAMKCKUE pary. [lepBele mprMepsl UCITOIb30BaAHUS
TapoHa B parax npuHamiexar Amupy Xycpasy Jexnesm»°l. Ha camom nene Tapana
U TapoHa OYEeHb MOXO0XKH MEXIy cOo00ll HE TOJBKO CJIOBOM, HO U COCTaBOM
KaTeropuw, ee (pyHKIMeH, ;xaHpoBbIMHU Npu3Hakamu. C 3TON TOUKM 3peHus TapoHa
cTaja CJIOBOM TapaHa B HMHAMICKOW My3bIKE, a TBOpuecTBO Amupa Xycpasa
JIexJeBr MOCIIYKUJIO CPEACTBOM, BBICTYIAs B KAYECTBE MOCTA MEXAY MaKOMOM U
paroim.

Amupa Xycpasa JlexyieBU MOXHO NPHU3HATH MPEICTABUTEIEM HE TOJBKO
VHJIUNCKOW MY3BbIKAJIbHOM KynbTypbl XIII Beka, HO ¥ MUPOBON My3BIKaJIbHOU
KYyJbTypbl. MOKEM CBUIETEIBCTBOBATD, YTO €0 TBOPYECTBO OXBATHIBAET HE TOJIBKO
JUTEpPaTypHbIE IPOU3BEICHHUS, Ta3€]I1, HO U MHOTHE aCIIEKThI, CBA3aHHBIE C MUPOM
My3bIKd. HeTpyHO MOHSATH MO UCCIEIOBAaHUSM CHEIUATMCTOH JJaHHOM cepsbl, 1Mo
MHTEPECY K €r0 TBOPYECTBY. Ero OTKPBITHS C TOUKU 3pEHUS )KaHPOB TAKXKE ITOH SN
VHJANWCKYIO KJIIACCUYECKYIO MY3BIKY Ha HOBBIM YPOBEHB. Y COBEPLICHCTBOBAaHHE
YKaHPOB KaBBaJIM W TapaHa, CO3/JaHue kaHpa xanan AmMupom XycpaBoMm Jlexiesu

SlAsmzn @.A. MakoM u (anak Kak SBICHUS TPO(ECCHOHATLHOTO MY3BIKAJTBHOTO TBOPYECTBA Ta/KHKOB. ABTOpedepar —
Hosocubupck, 2009 r., ctp. 49
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YKa3bIBa€T HA TO, YTO OH B COBEPLICHCTBE BIAJAC]I UHIAUNCKOW MY3BIKOH, a TAK¥Ke
ObLT 3HAKOM KYJIBTYPBI U TEOPHH MY3bIKH UPAHCKHUX-TIEPCUICKUX HAPOJIOB.

3AK/IIOYEHUE

[Ipu n3yuennn TBopuecTBa AMupa Xycpasa J[exieBru B KaueCTBE OCHOBHOTO
UCTOYHUKA OTMEYAETCS TPAaKTaT «IBXKO3M XycpaB». Ha ocHoBe u3yueHus ero
MY3bIKaJIbHOTO MBIIIJICHUS U HACJIEeIUs ObLIN CAEIAHbI CIEIYIONINE BEIBOIDIL:

1. U3ydyensl BakHbIE Hay4YHO-TEOpeTUUECKUE (DAKTBI U3 TpakTaTa «IDbKO3U
Xycpa» 17 onpeaeneHuss mecta Amupa Xycpasa /[exineBr B OCHOBE COUAIBHO-
MNOJINTUYECKON JEHCTBUTEIBHOCTH.

2. JlaHHBIA TpAKTaT UMEET 0CO0OE MPAKTUYECKOE 3HAYEHUE C TOUKH 3PEHHUS
MCTOYHHMKOBeeHUs. [IpencTaBiieHHbIE B TpAaKTaTe My3bIKalbHbIE (Ppa3sl (MyTpHO),
KaHpbl (KaBBaJlM, Xasll, TapaHa) B HACTOSIEE BPeMs MPUCYTCTBYIOT B MPAKTHKE
MY3bIKaJbHOTO HCIIOJIHUTENIBCTBA, WX 3HAYMMbIE ACHEKTHl BBISBICHBI WU
HCCIIEIOBAHBI C HAYYHOU TOYKH 3PEHUS.

3. Ero map mis WHOMKWCKOM KJIAaCCUYECKOW MY3BIKE — 3TO YyJIapHBIA
UHCTPYMEHT  «mabia»  CTAaBIIMH  «CepAUEM»  HMHJIUNCKOM  MY3bIKH U
YCOBEpPUICHCTBOBAHHBI MM HHCTPYMEHT «cemopy», W3BECTHbIM B MHAaum Kak
«KOPOJIEBA MY3BIKAJIbHBIX HHCTPYMEHTOBY, 3 CYET YBEIIMUCHUS KOJTMYECTBA CTPYH
MHCTPYMEHTAa OH CKOOPIMHHUPOBAJ €r0 M TEM CaMbIM ObUIO MPU3HAHO, YTO JUIS
UCTIOJTHUTEIS OBLIIO CO3/1aHO OIpeNIeTICHHOE Y100CTBO.

4. IloaTBepxaeHo, uto Amup Xycpas JlexneBu n300pesn Takhue My3bIKaJbHbIE
PUTMBI, KaK «Cy1bhakmay, «nywmyy, «3yMpa maany, «4aymani maaiy U IpUMEHNI
UX Ha MPAKTUKE B MHAUNCKOW KJIACCUYECKOW MY3BIKE. DTU PUTMBbI UCIOJIb3YIOTCS
Ha MPAKTUKE U B CETOJHAIIHEE BPEMS.

5. VYcranoBneHo, uTo co3naHHble JlexneBu paeu «Amany, «3unagy,
«Caseapuy, co3aHsl 110 CUCTEME JBEHALATH MaKOMOB M Ha OCHOBE MHJHWWCKUX
par.

6. XKanp «xassanu» 10 BpemeH JlexJeBH CYIIECTBOBAJ CpeAu Hapoda Kak
npoctas My3blKanbHas ¢opma. beuUtio M3ydeHo, 4TO ATOT KaHp ObLI 00padoTaH,
oOoralieH KIacCHYeCKMMU acleKTaMu, 3aTeM Obl1 BHEJPEH B MPAKTUKY XyCpaBOM
JlexyeBu, U 10 CHX ITOP OH MPU3HAETCA HHULUATOPOM €TO UCIIOJTHEHHS .

7. Ha ocHOBe «0xpynaody, BXOJAIIETO B HACIEANE UHANNCKOM KIIACCUYECKON
MY3BIKH M CUHMTAIOIIETOCS OJHUM M3 OCHOBHBIX €€ 00pa3loB, >KaHPBI «Xauany,
Onm3Kkre K HeMy 1o gopMe, HO CUMTAIOMUecs OJM3KUMU K HAPOJHBIM CTHIISIM C
TOYKHA 3pEHUS XapakTepa, JErJM B OCHOBY €ro IIMPOKOW MOIyJISPHOCTH B
VICTIOJIHUTEIBCKOM ITPAKTHUKE.

8. YcTraHOBIIEHO, UTO )KaHp « Taparay, SBIAIOIIMICS OJHUM U3 MY3bIKaJIbHBIX
00pasIoB, UCTOIB3YEMbIX B HACJICIUN HHIUNCKOMN KIIACCUYECKON MY3BIKH, BIIEPBHIE
UCIIOJIb30BaH B TBOpUYECTBE [[eXJIeBM Ha OCHOBE MEPCUICKO-TAIKUKCKON MOI3UU.
OTO0T XaHp ObUI MPOAHATU3UPOBAH U U3YUYEH B HCTOPUKO-TEOPETUUECKOM aCIEKTE,
U C TOYKH 3PEHUS €ro MeCTa B LIMKJIE CTaJ0 U3BECTHO, YTO OH UMEET CXOZACTBO C
Tapona, Bxopsammmu B coctas Illammakoma.
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INTRODUCTION (abstract of the PhD thesis)

The aim of the research is to study the musical heritage of Amir Khusrav
Dehlavi, highlight his theoretical and practical works that contributed to the
development of musical art.

Research tasks:

to determine the historical factors of the contribution of Amir Khusrav
Dehlavi to the formation and improvement of musical genres in his creative activity;

to express the historical, theoretical and formal significance of the gawvali,
hayal, tarana genres;

to identify primary sources and factors belonging to the work of Amir Khusrav
Dehlavi;

to substantiate that musical-theoretical, scientific-theoretical and practical
issues of the genres “qawvali”, “khayal” and “tarana” (tonality-melody, method,
form, principles of development) occupy an important place in Dehlavi’s work.

The object of the research. The scientific and practical heritage of Amir
Khusrav Dehlavi, who created works in the 13th-14th centuries, was chosen as the
object of study.

The subject of the research is the scientific and practical heritage of Amir
Khusrav Dehlavi and his musical creativity formed on its basis, the treatise “Risola-
ul-Ejoz” (“Ejozi Khusrav”) and its musical instrument classification (organology),
Indian by genres compositions created on the basis of twelve magoms, consisting
from the processes of reflection in works.

The scientific novelty of the research is as follows:

in the structure and performing forms of the musical treatise, the features of
the genres of gawvali, hayal and tarana, which differ in style,were revealed;

the musical forms of gawvali, hayal, tarana, the work of composers in the
treatise, and, as an important form, the performance of related Indian classical works,
the setor and tabla instruments were transformed into new musical instruments,
which is confirmed by the presence of music theory and scientific and practical
information in the treatise “Ejozi Khusrav”;

the distinctive features of the setor and tabla instruments and performing
traditions in the Indian musical heritage, their wide popularity and development in
the practice of subsequent generations are based on the analysis of works in modern
performing practice;

it was proved that the genres developed by Amir Khusraw Dehlavi and the
instruments he created were inspired by ragas, the leading genre of Indian classical
music.

Implementation of the research results. Based on the scientific results
obtained from the study “Amir Khusrav Dehlavi and Music”:

The results obtained in the study of musical genres, musical instruments and
musical treatises, which made a great contribution to the development of musical
culture during the life of Amir Khusrav Dehlavi, were used in the program of the
International Scientific and Practical Conference dedicated to the theme “Musical
art of magom and its place in world civilization”, held by the “Uzbek National
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Center for Magom Art” on September 6-10, 2018 in the city of Shakhrisabz,
(certificate # 100 of the “Uzbek National Center for Magom Art” as of June 3,2022).
As a result, the conference participants received new scientific information about
the scientific and practical heritage of Amir Khusrav Dehlavi;

the results obtained about the musical heritage of Khusrav Dehlavi, his
compositional works, his popularization of such genres as gawwali, hayal and
tarana, based on ragas, as well as setor and tabla instruments, which are convenient
to play Indian ragas, were used among representatives of the next generation in the
scripts of programs cycle “Adabiyot gulshani” broadcast on the radio channel
“Mabhalla” (certificate # 765 of the state institution of the television and radio
channel “Mabhalla” of the National Television and Radio Company of Uzbekistan as
of June 13, 2022). As a result, radio listeners, on this basis, had a certain idea on the
information about activities of Amir Khusrav Dehlavi;

The results obtained on the role of music in the work of Amir Khusrav Dehlavi
and musical issues in the work “Khamsa”, the definitions given to the instruments,
and the tradition of nazira in khamsa writing were used in the script of programs
cycle “Namaste” on the air of the radio channel “Yoshlar” (certificate # 875 of the
state institution of the television and radio channel “Yoshlar” of the National
Television and Radio Company of Uzbekistan as of September 16, 2022). As a
result, radio listeners, on this basis, had a certain idea on the information about
activities of Amir Khusrav Dehlavi;

The musical samples created by Khusrav Dehlavi, and the results achieved by
him in matters of performance, based on the formation of genres and songs of the
national art of maqom, local styles, were used at sectional meetings of composers
and musicologists working in the Union of Composers and Bastakors of Uzbekistan,
(certificate # 01- 04/63-120 of the Union of Composers and Bastakors of Uzbekistan
as of June 14, 2022). As a result, young composers and musicologists received
interesting information and certain ideas about Amir Khusrav Dehlavi and his
creativity, his works in the field of literature and music.

The structure and scope of the dissertation. The dissertation consists of an
introduction, three chapters, a conclusion and a list of references. The volume of the
dissertation is 127 pages.
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