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Abstract. The article examines the cultural changes taking place in the world in today’s era of
globalization, the influence of mass culture on young people’s consciousness, and the changing
attitude towards folklore. The process of returning to national values in the age of technology was
demonstrated with scientific foundations and specific analytical examples. Using the example of
Uzbek cinema, it was substantiated that the attitude towards folklore, which for many years was
ignored and viewed by artists as outdated, is changing today. This article analyzes trends in the use

of folklore in recent feature films by Uzbek filmmakers, as well as the issues of the manifestation of
images and motifs of oral folk art in the language of the screen. The main purpose of choosing a theme
is to preserve national identity in contemporary film content and to reveal the relationship between
traditional folklore poetics and the dynamics of the cinematic image within the artistic structure

of cinema. The research employed methods such as comparative-interpretative analysis, structural
analysis, an intertextual approach, and semiotic analysis. The integration of the folklore component
between the film script, the director’s concept, and the screen images were also considered separately.
Based on the analysis results, it has been established that the process of reviving national thinking and
strengthening emotional connection with the viewer through folklore images, symbols, ritual songs,
proverbs and sayings, and elements of epic poetics has intensified in contemporary Uzbek cinema. The
article shows that relying on folklore sources enriches the artistic language of cinema, brings national
cultural codes to life on screen, and becomes an important factor in creating new pictorial solutions.
The article provides a scientific analysis of the role and significance of folklore in modern society. In
it, rejecting the stereotype of evaluating folklore as a relic of the past, it is considered as a spiritual
wealth that has been formed and polished over the centuries and has not lost its relevance even
today. At a time when the influence of globalization and mass culture is growing, artists around the
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world are striving to revive national and cultural values and convey them to the younger generation
in a new way by turning to folklore. In the article, this very issue - the possibilities and effectiveness
of presenting folklore in a modern format - is analyzed and studied on a scientific basis using the
example of specific screen works (artistic, documentary, and animated films, visual aids).
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Introduction

ral creativity, traditions, legends,
myths, proverbs, and lullabies, which

have been hidden for millennia and are
common to peoples and cultures, have been
passed down from generation to generation.
[t expresses the wisdom, intellect, culture,
way of life, beliefs, art, and culture of
people. Later, with the development of
technology, humanity achieved remarkable
feats, and in the era of numerous world-
renowned discoveries, oral folk art was
considered outdated. Humanity, immersed
in modern life and various fashions, has
practically excluded folklore from its life.
But in the last decade, folklore has returned
to our cultural life. Today, this creative
process is considered not just a trend
but a powerful cultural phenomenon that
captures the minds and hearts of humanity.

In the period 2020-2025, the rapid
homogenization of mass culture in the
global media space - the dominance of
Netflix, YouTube, TikTok formats, and the
influence of global trends - forced national
film schools to revive their originality. In
these conditions, folklore serves to preserve
national identity in cinema, distinguish it
from global templates, and protect local
cultural codes. Consequently, the appeal
to folklore motifs is not only an aesthetic

tendency but also a means of strengthening
cultural sovereignty.

In recent years, cultural memory studies
have emerged as a separate field in film
studies. In Uzbekistan, interest in historical
memory, traditions, and the national
spiritual image has also increased.

Folklore is the collective memory of the
people, the main system of archetypes.
Therefore, cinema, turning to folklore,
creates a new semiotic platform for the
cultural memory of the “transitional period”
for the modern audience. This process
intensified in cinematic thinking in 2020-
2025.

In the last five years, Uzbek directors
have begun a trend towards folklore
as a source of mythological structure
(archetypes), aesthetic code, and visual
symbols. In the screening of folklore, it is
combined with modern and postmodern
styles; it acquires a new function within
minimalist cinema aesthetics; and it
becomes a symbolic code for revealing the
hero’s psyche. Therefore, the theoretical
foundations of this creative process have
not yet been sufficiently studied.

In Uzbekistan, scientific studies by film
scholars examine folklore motifs, films on
this topic in the history of national cinema,
and their dramaturgy. However, there is
practically no comprehensive research



on the creative interaction of folklore and
cinema: the adaptation of folklore to the
language of cinema, the semiotic functions
of folklore elements on the screen,

and folklore codes in visual and audio
culture. Therefore, this research serves

as a scientific work that complements the
existing conceptual gap.

Cinematography is the art and
technique of capturing moving images
on film or digital media. It involves
camera work, lighting, framing, color,
and movement to visually tell a story.
Cinema and folklore are interconnected;
folklore serves as a source, structure,
and symbolic reservoir for cinema, while
cinema revitalizes folklore in modern
cultural contexts. Folklore and cinema are
mutually reinforcing folklore gives cinema
timeless narratives and archetypes. Cinema
preserves, transforms, and globalizes
folklore. The study of this relationship
highlights how cultural memory survives in
modern media (Karimova 7).

Several scholars have studied the
influence of folklore on screen art. Valery
Fomin also presented his scientific views in
this area. In his research, Fomin identified
and analyzed the experience of national
cinema in assimilating folk traditions and
the main forms and principles of cinema’s
interaction with the world of folklore
(Fomin 456).

In the indirect appeal of filmmakers to
folklore, folklore is used not directly as a
plot, but through its elements, images,
music, dialects, or ritual elements. For
example, folklore is embedded in the film
through folk songs, proverbs, customs,
national costumes, and script details that
express the film’s general spirit. In this
case, folklore serves to enrich the context.
For example, we can cite the opening and
closing frames of the film “Afghan” (2012),
directed by Yolkin Tuychiyev (Abduhalikov
392). The first frames of the elephant begin
with Akbar playing the dutor on the roof
for his sister, Ansora, and performing the
mugom himself. The final episode ends

with Akbar returning from the war, playing
music for his child in the cradle on the
roof, and his family’s joyful laughter. Here,
Yolkin Tuychiev used folk melodies such as
“llgor”, “Kushtor”, “Dutor lazgi”.

These folk melodies, considered
examples of folklore, speak of the Uzbek
people’s resilience, will, and patience.
These songs speak of patriotism, love, and
devotion. It is not for nothing that oral folk
art is called the spiritual memory of the
nation. It is folk melodies that remind the
viewer of ancestral courage.

Yolkin Tuychiev’s film “Afghan” is a
work that explores human psychology,
psychological trauma, and the phenomenon
of loneliness in the most complex artistic
forms of modern Uzbek cinema. The
story in the film is not only a historical
memory of the Afghan war, but also
reveals, at a philosophical level, the internal
fragmentation of a person returning
from the war, the conflict between the
past and the present, and the processes
of remembering and forgetting. In the
dramaturgy of the work, real time and
memory intertwine, and the principle
of the “mixed world” in the character’s
consciousness becomes an artistic style.

One of the main features of Yolkin
Tuychiev’s style - minimalism, silence,
psychological space, creating an image
through detail - is also vividly manifested in
this film. The director strived to show not
physical actions, but emotional states, the
emotional experiences of a person returning
from the war. In this respect, the film
reinterprets the Afghan theme not through
typical heroism or epic drama, but as a
fragmented picture of human thought.

The use of folklore music in the
film is not accidental, but an artistic
technique with a significant semantic
and psychological load. One of the main
tasks of addressing folk melodies is the
restoration of cultural memory and national
identity in the audience. The topic of the
Afghan war requires addressing the painful
points of national memory. Folklore music
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establishes an emotional connection with
the character’s past, his childhood, and the
pure inner world before the war. Therefore,
the music serves as a door to the past in the
film. Another goal is to create psychological
contrast. Folklore music, as a symbol of
peace, tranquility, and homeland, creates

a sharp contrast to the cruel, alien, and
noisy atmosphere of war. Through this, the
film intensifies peace and war, friend and
stranger, order and chaos. This contrast
also artistically conveys the character’s
internal fragmentation.

Folklore music in the film also serves
as an emotional code in Uzbek culture. He
defined the value of nationality, identity,
customs, and traditions in the film. Such
music, especially in lyrical-life fragments,
activates the character’s “self-return
instinct.”

Many Uzbek folk melodies are based
on symbols such as road, separation,
return, and loyalty. Their inclusion in films
determines the inner spiritual path of the
main character - the “attempt to return
to oneseli”. He is physically at home, but
mentally still in the war zone. Folklore
music becomes a symbol representing.

Methods

The article uses complex, comparative,
critical-assessment, structural-functional
analysis, typological, and contextual
methods. In general, research methods
included scientific concepts of system-
structural analysis, observation,
comparative analysis, content analysis
(analysis of documents), and interviews
with experts.

Vladimir Ya. Propp studied the origins of
genres, plots, images, and motifs of folklore
not only based on examples from Russian
folklore, but also from world folklore. For
example, he considered miraculous motifs
related to birth against the backdrop of
the Epic legend’s folklore sources. In
this sense, this research also serves as a
necessary source for studying the issues of

adapting folklore traditions (Propp 448).

Folklore is a manifestation of the
spiritual world, socio-psychological
memory, and people’s creative thinking, a
rich spiritual heritage formed over centuries
and living in the hearts of generations.
Modern screen art, in particular films,
serves as an important tool for the
expression of folklore in new forms, as well
as for its reception, love, and promotion by
the younger generation.

Victor Gusev believed that the specificity
of the perception of folklore is connected to
the synthetic nature of the folklore text and
to its proximity to visual-acoustic (multi-
channel) art forms. This requires a certain
capacity for perception, which the author
defined as “non-differentiated synchronous
auditory and visual reactions” (Gusev 245).

Scientific studies reveal new,
original views on the aesthetic system
of contemporary forms of mass art and
the origins of mass screen performances.
The source, enriched with such specific
materials, belongs to Neya Zorkaya, who
studies literary lobby, balagan theater,
traditional puppet theater, and the
predecessor of television films. He connects
the origins of cinematic genres (detective,
melodrama, etc.) with folklore, tracing
their roots to Petrushka’s demonstrations
(Zorkaya 238).

In his research, Nikolai Khrenov studies
cinema in connection with literature,
folklore, circus, and balagan theater. The
scientist connects the development of
cinema with the introduction of mythology
and archetypal motifs. Cinema examines
the archaic stages of literary development.
When studying the interrelationship of
cinema and folklore, he emphasizes the
need for a new understanding of its genesis,
nature, and functioning in culture (Khrenov
220).

Discussion

Let’s analyze the example of the feature
film “Cho‘liq,” released in June 2025.



The very title of the film makes the viewer
think. What does the word “Cho‘liq” mean?
This word is also often found in folk epics.
Cho‘liq — shepherd’s assistant, means
junior shepherd.

The screenwriter and director,
Jamoliddin Qo‘ziboyev, develops the action
line through the story of Halim Bobo, who
tells his grandson about the events he
experienced. In the film, the events, the
state of the characters, their characters,
and situations are explained to the viewer
through retrospection. The film tells the
story of Halim Bobo’s youth, his childhood,
and his wonderful life on the farm.

Youth is a time when enthusiasm,
strength, determination, and the fire in the
heart ignite. Grandfather Halim was also
a fireman when he was young. He was a
cheerful, arrogant, self-confident, spirited
young man. His father, Norboy Ota, gave
Halim as an apprentice to the shepherd
Jovli to kill his son’s pride. So, the film is
about Halim Bobo, a young man with a
limp.

“Cho'liq” is a very sincere film. The
footage is quiet, and, thanks to the use of
folk melodies, it is pleasant to the heart,
reminiscent of childhood memories. The
actors’ performances also emanate sincerity
and simplicity. The director’s achievement
lies in his emphasis on national folklore
traditions. Examples of oral folk art were
actively used in the film. Here, the charm
of the dombra is depicted through unique
frames. In short, the events of “Cho‘liq” are
described with Uzbek charm.

Nowadays, the social importance of
Uzbek film studies is increasing, and the
works of local writers, including those
with folklore, historical, modern, and
philosophical themes, are being reworked
and brought to the cinema from a different
perspective. In Uzbek cinema, films
that appeal to the public, address social
problems, and use the local folk language
are at the forefront (Yusupova 741).

Folklore plots are also being
incorporated into historical films being shot

by directors. For example, in the feature
film “The Great Emir and Donna Maria”
(2025), legends and stories are actively
used. In this film, directed by Yolkin
Tuychiev, the legends are presented in a
new way, serving as a relevant theme in
depicting the justice of the Timurid era.
This not only helps maintain interest in
classics but also attracts a new audience.

In the film, Maria, moving between
periods, experiences various conflicts
and dangerous situations. This creative,
imaginative approach to folklore in the
historical film not only ensured the
screenplay’s success but also made it
beloved and visually appealing. The reason
is that folk oral art has deep roots in
people’s psyche. It was absorbed into the
blood through lullabies of mothers, fairy
tales heard from grandparents.

Also, the archetypal images used in
films help the viewer better understand
themselves and the world around them.
According to Carl Jung’s theory, the first
symbols and plot patterns found in all
cultures, preserved in humanity’s collective
consciousness, are called archetypes
(Jung 297). According to such archetypes,
the image of the father is interpreted as
a protector in the family, responsible for
order and justice, a shield-hero, and the
image of the mother as a kind, supportive,
and protective true friend in any situation.
Or from symbols, shadows, and darkness
are understood as calamities, desires,
fear, and evil that have befallen or may
befall a person. Such archetypes in Uzbek
folklore include Alpamysh - a hero who
fights the enemy and courageously passes
trials; Bibi Seshanba - a caring mother
embodying kindness and sincerity; dev - a
symbol of evil and horror; and Baychibor
- an assistant steed - a symbol of a loyal
friend. It has been preserved in the human
psyche for many centuries and is repeated
in various forms.

When studying the similarities between
architecture and cinematography. The
scholar compares the creation of the
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film to the construction of medieval
buildings. Here, the producer is the
archbishop (customer), the director is the
chief architect, and the scriptwriters are
scholastic advisors, who determine the
entire set of themes and plots. Of course, it
must be admitted that all arts are so closely
intertwined that one cannot be imagined
separate from the other (Panofsky 168).
For example, in the film “Chavandoz”
(2007), directed by Hamidulla Khasanov,
great emphasis is placed on the horse.
The film’s protagonist, Toshmurod (Boyir
Xomirzayev), doesn’t stray a single minute
from his stallion named Qora ko‘z (Black
eye). Throughout the film, there is a
spiritual closeness between Toshmurod
and Qora ko‘z (Black eye), bound by
pure feelings such as true friendship and
loyalty. This connection is reminiscent
of the eternal ties between nature and
humanity. The dream episode used in
the film was also a wonderful example
of folklore. Toshmurod’s words to Qora
ko‘z (Black eye) “...in my dreams, I saw
myself leading a foal. This one, this one,
[ thought it would be a boy, Black Eye.
Without him, my horsemanship is useless”,
there is also an appeal to folklore. Here, a
dream is considered an important image
that symbolizes reality and reveals destiny.
Through this episode, the viewer tries
to understand life and the future. The
presentation of such episodes in films
enhances their impact and invites viewers
to contemplate.

Results

Thus, the analysis of films on determining
the importance of folklore in the success of
cinema, in protecting today’s youth from
alien ideas, and in preserving centuries-old
traditions and values allows us to draw the
following conclusions:

1. The research results show that the
educational and ideological significance
of folklore is increasing amid rapidly
changing values among young people,

driven by globalization and digital culture.
Folklore has served as an effective means
of educating the younger generation about
values such as loyalty to national identity,
spiritual stability, and social responsibility.

2. At the same time, the analysis
confirmed that media communications -
particularly television, internet platforms,
and cinematography - can serve as the
primary conduit for conveying folklore
to young people in a modern, attractive
format. [t was revealed that processing
folklore samples through forms such as
animated films, ethnodramas, documentary
projects, and multimedia content on
YouTube and social networks increases
interest among young people.

3. The screening of folklore motifs
reinforces national identity in young
people’s minds, strengthens their sense
of preserving cultural heritage, and builds
immunity to global mass cultural attacks.
Analysis of specific examples showed that
the semiotic possibilities of folklore plots
and images in media texts are wide, and
through them, it is possible to express the
national idea and aesthetic thinking in a
modern style.

4. The fact that the return to folklore
is taking place precisely in the era of
globalization, with the development
of nanotechnologies, determines the
relevance of the issue. There are several
reasons for this. One of the most important
things is that, at a time when borders
between people and countries are gradually
disappearing, and mass cultural attacks
are intensifying worldwide, everyone is
looking for ways to preserve their cultural
identity. Folklore is the only means of
preserving people’s traditions, values, and
customs, and can present them in all their
charm. Folklore gives young people who
have become alienated from their identity
and are increasingly influenced by mass
culture information about who they are,
their ancestors, their cultural heritage, and
their values. In this sense, the importance



of folklore in today’s dangerous ideological
wars is immense.

D. Also, in the age of the Internet
and gadgets, it is important to use the
capabilities of the media to increase the
love of folklore among young people. It
is advisable to screen fairy tales, stories,
legends, and myths, which are considered
a spiritual and emotional link between
generations, in the format of fiction and
animated films, and present them to young
people through social networks. Films
rich in folklore quickly and effectively
convey cultural values and moral lessons
to viewers. Such films enrich imagination
and broaden one’s worldview. After all, in
the context of globalization, films that are
adapted by directly or indirectly addressing
the theme of folklore provide viewers
with information about their cultural
characteristics, identity, and ancestors, and
increase their love for their values.

The research results served as the
basis for formulating specific practical
proposals to strengthen the media’s role
in popularizing folklore, create formats
suitable for young people, and thereby
strengthen national spirituality.

Basic provisions

Today, humanity is under intense
psychological pressure, living under

the influence of emotional tension and
depression. To avoid such intense pressure,
people are drawing spiritual strength

from the miraculous world of myths and
legends. Running away from daily worries,
she watches stories about self-awareness,
values, and a bright future. Folklore
samples included in the films allow viewers
to find answers to important life questions,
expand their imagination, and encourage
thinking.

Trends in world cinema today show that
folklore is a powerful cultural foundation
for attracting global audiences while
preserving national identity. In this way,
people not only preserve their culture but

also promote it globally. In this sense, the
role and significance of folklore are clearly
manifested.

In a number of scientific sources, the
formation and development of theatrical
and cinematic performances, rooted in
folklore, have been studied. Syncretism
is characteristic of folklore performances
and children’s games in cinema (Vygotsky
3). In 1929, Alexandr Piotrovsky called
cinema a universal method of technical
renewal of art. At the time of the emergence
of theoretical ideas, there were opinions
that, in the absence of cinema, it was a
field of creativity close to folklore (archaic)
(Sputnitskaya, 14). It seems that folklore
and cinema have a lot in common.

Folklore is a factor of stable
identification of national culture. National
values, worldview, and spiritual norms are
passed down from generation to generation
through folklore. Therefore, in conditions
of increased influence of mass culture,
folklore serves as an important cultural and
educational resource for strengthening the
youth’s spirituality.

The digital environment offers unique
opportunities to revive folklore in a
modern format. Media platiorms, movies,
animation, podcasts, and social networks
are the main communication platforms that
quickly influence young people. Working
with folklore in these areas increases its
perceived value.

Cinematography is considered the most
effective means of visually reinterpreting
folklore images and plots. The screening
of folklore motifs allows young people
to perceive national heritage not only by
hearing or reading, but also by feeling and
seeing. This increases the impact several
times.

Folklore content serves to foster
national identity in young people. Attacks
of mass culture - cultural globalization,
subcultures, and Internet trends - quickly
influence the consciousness of young
people. Media texts based on folklore
provide a return to roots, conveying the
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national idea, historical memory, and
spiritual heritage in a style close to youth.

Conclusion

[f modern technologies play an important
role in popularizing folklore, then the
spiritual power of oral folk art strengthens
humanity. It’s no coincidence that digital
platforms like Netflix and Amazon are
actively investing in creating media
products that address folklore, directly
or indirectly. Indeed, folklore plays an
important role in the cultural development
of the world, inspiring and uniting
humanity. Folklore helps humanity
understand its cultural identity and form
a sense of respect for its values. Folklore
can be an ancient story, but it changes
and renews over time, acquiring a new
tone, charm, and color in each era. Due
to this flexibility, it remains relevant and
significant. Thus, folklore can inspire
Uzbek filmmakers and amaze audiences for
many years.

The people of Uzbekistan, like the
people of other Central Asian countries,
lived under Russian colonial rule for more

than 70 years. With independence, the
state’s first policy was to restore national
identity to society. In this regard, movies
have become one of the most widely used
channels, along with other mass media.
Many films with national identity content
have been shot since 1991. The films
“Chimildiq”, “Pari Momo”, “Dilhiroj”,
“Chayongul”, and “Yodgor”, which

were shot on this subject, are considered
successful. In these films, Uzbek national
identity was emphasized, and the identity
issues of minority groups were touched
upon, albeit briefly (Meliqo‘ziyev and
Yuldashev 561).

Folklore is not a vestige of the past,
but a spiritual support for today and
tomorrow. Its revival through the medium
of the screen, its reinterpretation, and its
transmission to the younger generation in
a modern format play an important role in
strengthening society’s spirituality. The
manifestation of oral folk art through films
and cartoons has not only aesthetic or
cultural significance but is also one of the
decisive factors in preserving the nation’s
historical memory, spiritual balance, and
national identity.
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Asusosa OmuHa

©O36ekcran Pecriybsnkace! Fouibiv akagemusicel, Oneprany unctutythl (Talukent, ©36ekcran)

KWUHO - ¥ITTbIH, ANHACDI: 3KPAHOA ¥NTTbIK K¥HAbINbIKTAPAI XXAHFbIPTY

Anparna. Makanaga Kasipri xxahaHaaHy 3aMaHblHAA anemae 60AbIN XaTkaH M3AEHW e3repicTep,
OyKapanblK M3AEHUETTIH, XacTap CaHacblHa acepi, COHAaN-ak (oNbKIOpFa AEreH Ke3KapacTblH, 63repyi
Typasnbl aiTbinaabl. TEXHOMOMMS FacbipblHAA YATTLIK KYHABIIbIKTAPFa Opay YAEpici FbllbIMU HEri3ae,
HaKTbl cCapanTaManblk, MbiCanfapMeH KepceTingi. ¥3ak xbingap 60obl eneycis kanbin, CypeTiwinep
eckipreH gen caHafaH GONbKIOPFa fereH Ke3KapacTblH, OyriHae e3repin XaTKaHblH Aanengey ywiH
©36€eK KMHOCbIHbIH, MbICabl KENTipinai. byn Makanaga CoHFbl Xblngapbl 636ek KMHopexuccepnepi
TyCipreH kepkem ¢unbMaepaeri GonbknopFa XyriHy ypaictepi, aybi3 agebuetinaeri obpasgap MeH
MOTUBTEPAIH 3KpaH TiNiHAe KepiHy Macenenepi TanjaHfaH. TakplpbINTbl TaHAAYAAFbl HETi3ri Makcam —
Ka3ipri 3amMaHFbl KUHOKOHTEHTTEri YATTbIK Biperennikti cakTay, KWUHOHbIH, KEPKEMIK KYPbUIbIMbIHAAFbI
LaCTYpAi HONbKNOPAbIK NO3TUKA MEH KUHOBEHE AMHAMMKACHIHbIH, ©3apa 6aiNaHbICbIH ally.

3epTTeyae canblCTbIpManbl-TYCiHAIpMenNi, KypbINbIMAbIK Tanaay, UHTEPMITIHAIK T3CiN, CEMUOTUKANBIK,
Tanpay cusaKTbl a0icmep KonpaHbinapbl. CoHpan-ak, GunbM CLeHapuiii, pexxnccepiik TYXbIpbIMAAMA XaHe
3KpaHablK 6eliHenep apacbiHAarbl GONbKAOPIbIK KOMMOHEHTTIH, MHTErPaLMsChl XXEKE KapacTblpbibl.
Tanpay Homusenepi 6ovibiHWA Kasipri ©36ek KMHOCbIHAA GOoNbKIOpbIK 6erHenep, pamisgep, cant
eneHaepi, Makan-mMaTengep, 3Moc NO3TUKACIHbIH, INEMEHTTEPI apKbl/bl YITTHIK OMayabl KaHFbIPTY
X3HE KepepMeHMEH 3MOLMOHaNAbIK 6ainaHbICTbl HbIFAMTY YAEpiCi XaHAaHFaHbl aHbIKTanabl. Makanasa
(ONbKNOPALIK fepeKKe3aepre CyiMeHy KUHOHbIH, KOPKEMAIK TifliH 6aMbITbIMN, SKpaHAAFbl YATTbIK, M3AEHU
KOATapAbl XXaHAAHLbIPbIN, XKaHa GeiHeney WwewiMaepiH Xacayaa MaHpi3abl hakTopFa aiHanaTbiHbl
KepcetinreH. Makanaga GonbknopablH, Kasipri KoFamaasbl pesni MeH MaHbI3blHA FbibIMU Tangay
xacanfaH. OHpa donbknopabl 6TKEHHIH, Xaairepi aen 6aranay crepeotuniHeH 6ac TapTa OTbipbIM,
Facblpnap 60¥bl KanbiNTaChblM, WbIHAAMbIM, OYTiHFi KYHi A€ ©3€eKTiNiriH XXoMMaraH pyxaHu 6ainbik peTiHoe
KapacTbipblnagbl. XXahaHpaHy MeH 6yKapasblk MaAEHUETTIH, bIKNabl KyLUeHin Kene xaTkaH 3aMaHaa
anem eHepnasaapsl Gonbkiopra 6eT 6ypy apKbibl YATTHIK XIHE MLAEHWU KYHIUIbIKTAPAbI KaHFbIPTbIM,
aC yprnakka >aHalla XeTkizyre ymMTbinyaa. Makanaga fan ocbl Macene — GobKiopabl 3aMaHaym
dopmMaTTa YCbIHYAbIH MYMKIHAIKTEPI MEH TWIMAINIT HAaKTbl 3KPaH TybIHAbINAPbI (KBPKEM, EPEKTI XaHe
aHUMaUumanblK, hunbMaep, KBpHeKi Kypanaap) MbiCanbiHAA FbIIbIMU HETi3[e TanfaHbim, 3epaAeneHes,.

TyiiiH ce30ep: epteri, onbkaop, KepkeM GunbM, 6ananap KMHOCHI, AHUMALMS, SAET-FYpPbiN, MIAEHM
eMip, xahaHaaHy.

Aaiiexces ywin: Asuzosa OMuHa baxpoMoBHa. ‘KUHO — YATTbIH, aiHAChl: 3KpaH4a YATTbIK,
KYHAbINbIKTApAb! XaHFblpTy”. Central Asian Journal of Art Studies, . 10, N24, 2025, 89-100 6., DOI:
10.47940/cajas.v10i4.1123

Asmop Koma3baHblH COHFbI HYCKACbIH 0KbIN, MAKY/10a0bl aHe Myddenep KaKmblfbiCbl #OK EKEHIH
Masnimoelioi.



CINEMA AS A MIRROR OF THE NATION: RECONSTRUCTION OF NATIONAL VALUES ON THE SCREEN

Omuna A3usoBa

WucrutyT nckyccrBosHanust Akanemun Hayk Pecniy6inku Y36ekuncra (Tatukent, YabekucraH)

KWMHO - 3EPKANO HALLIMW: PEKOHCTPYKLNA HALLMOHANbHbIX LLEHHOCTEW HA SKPAHE

AHHOTaums. B cTatbe paccMaTpuBakOTCS KYNbTYpPHbIE U3MEHEHUS], MPOUCXOLSLLME B MUPE B
COBPEMEHHYH 3MoXy Mobann3auum, BAMSHUE MacCoBOW Ky/bTYpbl HA CO3HAHWE MOIOLEXM, @ TaKXKe
MeHSsIoLLeecs oTHoleHMe K honbknopy. MNpoLecc BO3BpaLLEeHMS K HALLMOHANIbHBIM LLEHHOCTSM B BEK
TEXHOJOrUiA Bbl1 NPOLEMOHCTPUPOBAH C HAYYHbIMU OCHOBAMM U KOHKPETHBIMU aHANUTUHECKUMMU
npumepamu. Ha npumMepe y3bekckoro kuHematorpada 66110 060CHOBAHO, YTO OTHOLLEHWE K PObKAOPY,
KOTOpOE [0/rMe Fofibl UTHOPUPOBAIOCh M PACCMATPUBANOCh XYAOXHUKAMU KaK YCTapeBLUEE, CErOAHS
MeHsieTcs. B faHHOW CTaTbe aHaNU3MPYOTCS TEHAEHLUMU 06paLLeHus K HONbKIOPY B XYAOXKECTBEHHbIX
(bUNbMaXx, CHATLIX Y36EKCKUMMU KMHOPEXMUCCEPaMU B MOCTEAHUE TOAbI, BOMPOCh! NPOsBIEHUS 06pa30B U
MOTMBOB YCTHOTO HAPOAHOIO TBOPYECTBA Ha A3blke 3KpaHa. OCHOBHas Lenb Bbibopa TeMbl — COXPaHEHUE
HaLMOHaNbHOW UOEHTUYHOCTU B COBPEMEHHOM KUHOKOHTEHTE, PAaCKPbITUE B3aUMOCBS3M MEXAY
TPaAULMOHHOW (ONbKNOPHOW NMO3TUKOM U AMHAMUKOM KMHOO6PAa3a B XyL0XKECTBEHHOW CTPYKType
KMHO. B MccnefoBaHWMM UCMOMb30BaNMUCh Takne Memoosl, Kak CPaBHUTENIbHO-UHTEPNPETALLUOHHbIN,
CTPYKTYPHbI aHaNW3, UHTEPTEKCTYabHbIM NOAXO0A, CEMUOTUYECKMIA aHanu3. TakKe OTAENbHO
paccMaTpuBanach MHTerpaLus GobKJIOPHOrO KOMMNOHEHTA MeXay cLeHapueM GunbMa, pexXccepcKoi
KOHLLENUMEN U 3KpaHHbIMM 06pazamu.

Mo pe3ynemamam aHann3a yCTaHOBNEHO, YTO B COBPEMEHHOM Y36EKCKOM KUHO aKTUBU3MPOBAsICS
NpoLEecC BO3POXKAEHMS HALMOHANBHOIO MbILWIEHWUS U YKPEMIEHUS SMOLMOHANBHOM CBS3U CO
3puTeNneM NocpeacTeoM obKIOPHbIX 06pa3oB, CUMBOIOB, 06PSA0BbIX NECEH, MOCIOBUL, U MOFOBOPOK,
3/1IEMEHTOB MO3TUKM 3Moca. CTaTbsl MOKA3bIBAET, YTO ONOPa Ha PONbKIOPHbIE UCTOUHMKM oboraliaer
XYL,0XECTBEHHBIW A3bIK KMHO, OXKMBIISIET HALMOHA/bHbIE KY/IbTYPHbIE KOAbl HA 3KpaHe U CTaHOBUTCS
BaXKHbIM (DAaKTOPOM B CO34aHUM HOBbIX 0OPa3HbIX PeLIEHUIA. B cTaTbe NpeacTaBieH HayuHbIv aHanus
pONU U 3HaYeHMs GoNbKIopa B COBPEMEHHOM 06LLecTBe. B Hel, 0TBeprasi CTepeoTun OLEHKM
(honbKnopa Kak pennkBUMU NPOLLIOro, pacCMaTpUBAETCs AyXOBHOE 60ratcTBo, KoTopoe hopMUPOBaNoCh
U WANGOBANOCh Ha MPOTSKEHUU BEKOB M HE YTPATU/IO CBOENM aKTyaslbHOCTU Aaxe CerogHs. B 1o spems,
KOrza BAUsIHWE r106anm3aLmm 1 MaccoBOM KyNbTypbl pacTeT, XyLOXHUKM BO BCEM MUPE CTPEMSITCS
BO3POAWTb HALMOHANbHbIE U KY/IbTYPHbIE LLEHHOCTU U LOHECTU UX A0 MOJIOLOMO MOKONEHUS MO-
HOBOMY, 06paTMBLIMCH K (DONbKAOPY. B CTaTbe MMEHHO 3TOT BOMPOC - BO3MOXHOCTU U 3PHEKTUBHOCTb
npesctaBieHuns honbkaopa B COBpEMEHHOM OpMaTe - aHANU3UPYETCA U U3YYAETC HA HAY4YHOM
OCHOBE Ha MpPUMEPE KOHKPETHbIX IKPAHHbIX MPOU3BEAEHUN (XYL0XKECTBEHHbIX, LOKYMEHTA/IbHbIX U
AHUMaLMOHHbBIX GUIbMOB, HAarNSAAHbIX NOCO6MIA).

Kniouessbie cnosa: ckaska, honbKIop, XyL0XKECTBEHHbIN HUNbM, AETCKUIA GUNIbM, aHUMALMS, 0OblYau,
KY/IbTYPHas XU3Hb, rnobanusaums.

Ana yumupoeanus: A3nzoBa, OMUHA. «KKUHO — 3€pKano HaLMK: PpEKOHCTPYKLMS HALMOHAMbHBIX
LleHHOCTe Ha akpaHe». Central Asian Journal of Art Studies, T. 10, N2 4, 2025, c. 89-100, DOI: 10.47940/
cajas.v10i4.1123

Asmop, npoyumas u 0006pu8 0OKOHYaMenbHbIl 8apuaHM pyKonucu, ommeyaem omcymcmaue
KOH@UKmMa uHmepecos.
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