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Topic: Children’s Folklore
Plan:
1. The composition, generic structure, and distinctive features of children’s folklore
2. The artistic and poetic features of the genres of children’s folklore (lullaby, song, game, riddle, tongue twister, proverb)
	Key concepts: Children’s folklore, alla (lullaby), huya (men’s lullaby), cradle song, everyday songs, satirical songs, game folklore, active games, word games, riddle, tongue twister, proverb.
As future teachers of language and literature become acquainted with examples of children’s folklore, they should not limit themselves to simply memorizing them; rather, they must grasp the educational and psychological logic that underlies each genre and be able to assess it from their own professional standpoint. To this end, two types of sources - one theoretical, the other practical and methodological - are compared and analyzed below, together with our own assessment of each.
In addressing the scholarly interpretation of the concept of children’s folklore, it is worth citing the following definition: children’s folklore is “a distinctive branch of oral folk art that has arisen from the mutual interweaving of the world of small children and the world of adults, and in which games, songs, and musical-poetic genres have merged into a single, integral system”[footnoteRef:1]. In our view, the most valuable aspect of this definition is that it presents children’s folklore not as a static, “finished” phenomenon, but as a process of ceaseless interweaving between the two worlds - and it is precisely this process that allows children’s folklore to be continually re-created with each new generation and never grow obsolete. Jumaboyev explains this dual nature even more precisely: “children’s folklore is most often created by adults (the lullaby), while in some cases children themselves, working from their own toys, compose lullabies, songs, and soothing rhymes”[footnoteRef:2]. We consider this observation important from a practical standpoint as well: the teacher should distinguish between the lullaby, which is primarily recommended as an instrument of upbringing for adults (parents), and game songs or teasing nicknames, which represent natural creative expression within the children’s own community *- since the educational function and mode of influence of these two categories are not the same. [1: "Bolalar folklori. Xalq og‘zaki badiiy ijodi haqida ma’lumot" // ilmiybaza.uz. – URL: https://ilmiybaza.uz/document/bolalar-folklori-xalq-ogzaki-badiiy-ijodi-haqida-malumot-bolalar-folklori-tabiati-va-janriy-tarkibi-qoshiqlar-maqollar-topishmoqlar-masallar-tez-aytishlar-ertaklar/ ]  [2: Jumaboyev M. Bolalar adabiyoti va folklor. – Toshkent, 2006. – B. 6.] 

As for the composition of children’s folklore, one source states: “Uzbek children have created a rich variety of games and a colorful repertoire of songs, in which the stirrings of the childhood soul, its interests and passions, its distinctive attitude toward reality, and its psychology all come vividly to light”[footnoteRef:3]. In our view, this observation shows that there is no single “correct” way to classify children’s folklore: it may be grouped by genre (song, game, riddle), by function (soothing, teaching, amusing), or by the age of the performer. For this reason, for the sake of practical convenience we adopt below two conventional categories: everyday songs (foremost among them the lullaby) and game folklore (active games together with word games - riddles, tongue twisters, counting rhymes). Students should keep in mind that this classification is conventional: a riddle, for instance, may be regarded either as a “word game” or as an independent genre in its own right- which, in our view, is itself evidence that the boundaries between genres in children’s folklore are not rigid. [3: Mirzayev T., Turdimov Sh., Jo‘rayev M., Eshonqulov J., Tilavov A. O‘zbek folklori: Darslik. – Toshkent: “Tafakkur-bo‘stoni”, 2020. – B. 181.] 

Turning to the nature of children’s songs, the source offers the following observation: in two-to-five-year-olds, whose sense of rhythm has begun to take shape under the influence of their mothers’ lullabies, “a tendency arises to rhythmically assess and control their own movements and games,” and this tendency manifests itself in noisily chanted “qiqillama” rhymes (rhythmic chants) that rarely exceed two lines[footnoteRef:4]. What is notable here is that the researcher explains the child’s first “poetic act” not as a result of adult influence, but as arising from the child’s own need to perceive his or her body rhythmically — which, in our opinion, encourages us to regard children’s creativity not as a simplified copy of adult creativity, but as a phenomenon with its own independent psychological foundation. On the growing complexity of song form with age, it is noted that “songs of three, four, five, six, and eight lines have arisen,” and that dialogic exchanges “built on the principle of dialogue” are likewise widespread[footnoteRef:5]. Beyond this, satirical songs occupy a special place: as soon as children “notice a natural or moral flaw or shortcoming in one another... they find a rhyming nickname to match the name,” and mock one another through humor and banter[footnoteRef:6]. For the future teacher, this observation carries practical significance: when children in the classroom address one another by a “nickname,” it is important, in our view, to be able to recognize this not solely as a breach of discipline but also as a manifestation of their natural folkloric creativity, and to guide it appropriately. [4: O‘sha manba. – B. 181–182.]  [5: O‘sha manba. – B. 182.]  [6: O‘sha manba.] 

Regarding game folklore, the following definition is worth noting: games become the “most delightful constituent part”[footnoteRef:7] of children’s folklore. According to their purpose, games are classified as follows: a) active games, in which “imitation, an object, and the poetic word serve as the means”; b) intellectual or word games, in which the child “plays with words and thereby advances up the steps of intellectual maturity”[footnoteRef:8]. The pedagogical significance of this classification, in our view, lies in the following: where the aim is physical activity, the active game is appropriate; where the aim is to develop speech and thinking, word games (riddles, tongue twisters) are preferable. Another important observation is that in such games the child is simultaneously both performer and spectator[footnoteRef:9] - and it is precisely this feature that, in our opinion, makes game folklore the branch of folklore closest to modern interactive teaching methods. As for the song’s function within the game, it “either summons the game, or serves as its prelude, or acts as a condition for the game itself”[footnoteRef:10]. [7: "Bolalar o‘yin folklori xususiyatlari va harakatli o‘yinlar" // abiturtest.uz. – URL: https://abiturtest.uz/mavzular/bolalar-oyin-folklori-xususiyatlari-va-harakatli-oyinlar/ (murojaat sanasi: 13.09.2026).]  [8: Mirzayev T. va boshq. Ko‘rsatilgan asar. – B. 183–184.]  [9: "Bolalar o‘yin folklori xususiyatlari va harakatli o‘yinlar" // abiturtest.uz.]  [10: Mirzayev T. va boshq. Ko‘rsatilgan asar. – B. 183.] 

Turning now to our second question — the artistic and poetic features of the genres of children’s folklore — it is appropriate to begin the analysis with the oldest and most thoroughly studied genre, the lullaby (alla). Jumaboyev writes of the lullaby: “The alla is sung to the child while still in the cradle, even before he has begun to speak. In other words, the cradle song enters the child together with his mother’s milk”[footnoteRef:11]. This formula — “entering with the mother’s milk” — is, in our view, no mere pretty metaphor: it signals that the lullaby exerts its influence on the child long before speech emerges, that is, at an unconscious level, which is why the lullaby may justly be called the “first language lesson.” There is an intriguing hypothesis concerning the origin of the word itself: the word “alla” is said to derive from “Alloh” (God), expressing an appeal to the Creator to keep the infant under His protection; among the Turkic peoples this genre is also known by the name “balu-balu”[footnoteRef:12]. Whatever the scholarly merits of this hypothesis, we believe it nonetheless points to the religious and devotional foundation of the lullaby. As for the lullaby’s distribution among the peoples of the world: the Russians call it “bayki,” the Turkmens “huvdi,” the Tatars “alli-balli,” the Karakalpaks “heyya-heyya,” the Turks “nini-nini,” the Persians “lo-lo,” the English “cradlesong” or “lullaby,” the Germans “Wiegenlied,” the French “berceuse,” while the Uzbeks and Tajiks use the terms “alla” and “allo”[footnoteRef:13]. This list, in our view, is the most convincing evidence that the lullaby is a universal human phenomenon: in every language and culture, a mother soothes her child in precisely this way — through melody. [11: Jumaboyev M. Ko‘rsatilgan asar. – B. 6.]  [12: "Alla: o‘zbek bolalar folklori janri" // Wiki.TSUULL.UZ. – URL: https://wiki.tsuull.uz/content/alla/ (murojaat sanasi: 13.09.2026).]  [13: Mirzayev T. va boshq. Ko‘rsatilgan asar. – B. 185.] 

Within the lullaby genre it is also worth noting a differentiation by performer: lullabies sung by women make up the overwhelming majority, whereas men’s lullabies - the huya - are sung mainly among Uzbeks engaged in animal husbandry, and are performed by fathers and grandfathers[footnoteRef:14]. This information was first recorded in 1926 by G‘ozi Olim Yunusov in the journal “Maorif va o‘qituvchi” (“Education and the Teacher”)[footnoteRef:15]. In our view, the fact that the huya has been studied less than women’s lullabies is not evidence of a lack of scholarly interest in the genre, but rather of the fact that such examples were recorded considerably later. The content of the huya illustrates this clearly:  [14: O‘sha manba. – B. 186.]  [15: O‘sha manba. Qarang: Yunusov G‘.O. Allalar haqida so‘z // “Maorif va o‘qitg‘uvchi” jurnali, 1926, 4-son.] 

“Huya, bolam, huyang qani? 
 Buvang bergan tuyang qani...”[footnoteRef:16] [16: Mirzayev T. va boshq. Ko‘rsatilgan asar. – B. 186.] 

This reflects how, when women were occupied with household chores, the task of soothing the infant fell to the men. Students should understand that the huya is not merely “the men’s variant of the lullaby,” but an independent genre formed within the distinct socio-cultural context of the pastoral way of life.
As for the classification of lullabies by content, it is noted that the researcher Oxunjon Safarov divided lullabies into scattered (parokanda), narrative (voqeaband), domestic (maishiy), and historical (tarixiy) types[footnoteRef:17]. The most widespread of these types is the tender, soothing lullaby, since its principal function is to caress the child, to acquaint him with the world around him, and to depict his destiny through a succession of hopes and wishes — the cradle itself, indeed, is often given a distinct poetic description[footnoteRef:18]. Yet it must not be forgotten that the lullaby genre is not confined to joyful themes alone: the category known as mourning lullabies includes such inner types as laments sung as if in the voice of the deceased, the “sadr tushirish” laments (grief-easing lullabies), and “yo‘qlov” laments (dirges of remembrance)[footnoteRef:19]. In our view, the existence of mourning lullabies considerably broadens the boundaries of the lullaby genre: it has served as a source of spiritual support for the people not only at the cradle’s side, but also in the most difficult moments of human life. [17: Wiki.TSUULL.UZ. Qarang: Safarov O. O‘zbek bolalar poetik folklori. – Toshkent: O‘qituvchi, 1985.]  [18: Mirzayev T. va boshq. Ko‘rsatilgan asar. – B. 187.]  [19: O‘sha manba. – B. 187. Qarang: Safarov O., O‘rayeva D., Narzullayeva D. Motam allalari haqida mulohazalar // O‘TA, 5-son, 30–34-betlar.] 

In order to reinforce these theoretical observations with a living example, we offer below a sample recorded directly from life: 
Allaning oti Haqdir, 
 Haqdan tilaklar ko‘pdir, 
 Yetkirsa tilagimni, alla, 
O‘lsam armonim yo‘qdir 
This lullaby, sung by Zuhra bibi Qilichova, a seventy-five-year-old woman from Qorako‘l, expresses a mother’s own heartfelt wishes as though spoken through her child’s voice; she herself specifically noted that she had learned this song as an inheritance from her own grandmother[footnoteRef:20]. The value of this example lies in the fact that it demonstrates the lullaby to be not merely an ancient relic, but a phenomenon still living today on the tongues of active performers — which means that students may still record such examples in the field even now. The educational significance of the lullaby is not confined to its words alone: Abu Ali ibn Sino (Avicenna), in his work The Canon of Medicine, noted that the child’s “aptitude for physical exercise through the body and for music through the spirit” is thereby formed, and modern medical research has likewise confirmed that gentle music has a positive effect on the health of prematurely born infants[footnoteRef:21]. In our view, this medical evidence shows how folk experience coincides with the conclusions of modern science — which, in turn, allows us to present folklore to students not as an “outdated custom,” but as a scientifically grounded instrument of upbringing. [20: Mirzayev T. va boshq. Ko‘rsatilgan asar. – B. 187–188.]  [21: Wiki.TSUULL.UZ. Qarang: Ibn Sino. Tib qonunlari.] 

The genre that most clearly reveals the intellectual potential of children’s folklore is the riddle: “hidden within every riddle lies an answer to the question ‘who?’ or ‘what?’”[footnoteRef:22]. We believe it is no accident that this definition places emphasis on the “hidden answer” — it is precisely this quality of concealment that prompts the child toward active thinking and comparison. Consider the following examples, given here in the original Uzbek, since the wordplay of a riddle cannot survive translation: “Tunda ko‘rib, cho‘g‘ deysan, / Tongda turib, yo‘q deysan” (a star); “Qo‘shaloq tovoq, / Ichi to‘la yog‘” (a walnut)[footnoteRef:23]. As can be seen, in both examples the object is “concealed” not through its outward appearance but through its behavior or structure — which, in our view, clearly demonstrates the role of the riddle genre in shaping abstract thinking in children. [22: Jumaboyev M. Ko‘rsatilgan asar. – B. 9.]  [23: O‘sha manba. – B. 9.] 

Of tongue twisters, it is said that they serve as “an exercise in spoken language that develops in young children the skill of pronouncing certain sounds correctly and melodiously”[footnoteRef:24]. Examples (retained here in the original Uzbek, as their effect depends on sound rather than meaning): “Oq choynakka oq qopqoq, ko‘k choynakka ko‘k qopqoq”; “Qurilishga terak kerak, / Demak, ekmoq kerak terak”[footnoteRef:25]. In our view, the most valuable aspect of this genre is that, behind its “playful” outward appearance, a serious speech-therapy function lies concealed; for this reason we believe that primary-school teachers may consciously employ tongue twisters in correcting speech defects. [24: O‘sha manba. – B. 9.]  [25: O‘sha manba. – B. 9.] 

As for proverbs, they are considered “the distillation of the wisdom and life experience of the people across many generations, the product of their collective sagacity”[footnoteRef:26]. Examples (retained here in the original Uzbek): “Yurt qo‘risang o‘zarsan, qo‘rimasang to‘zarsan”; “Egri ozadi, to‘g‘ri o‘zadi”; “Birliksiz kuch bo‘lmas”[footnoteRef:27]. It should be emphasized here that the proverb is not, strictly speaking, solely a “children’s genre” — it is also one of the principal genres of adult oral creativity; however, its use in the upbringing of children is explained, in our view, precisely by its conciseness and memorable form: a single proverb sometimes has a more effective impact than lengthy admonition. [26: O‘sha manba. – B. 8.]  [27: O‘sha manba. – B. 8.] 

In summarizing the sources cited above, it must be emphasized that examples of children’s folklore, “as they have passed from generation to generation, have been continually enriched and refined; as they have circulated from mouth to mouth, they have grown ever more polished, and, reflecting the national spirit of the people ever more deeply, have for centuries ensured the spiritual and moral continuity of successive generations”[footnoteRef:28]. In our view, the practical value of this conclusion lies in the fact that it presents children’s folklore not as a “relic of the past,” but as a living phenomenon that can be actively applied in the upbringing of present and future generations. For the future teacher, the conclusion is clear: the lullaby, the song, the game, the riddle, the tongue twister, and the proverb — each of these is a distinct pedagogical instrument, and the ability to select and apply them appropriately to the child’s age, the situation, and the educational aim is, we believe, one of the essential aspects of professional mastery for the modern teacher of language and literature. [28: "Bolalar folklori. Xalq og‘zaki badiiy ijodi haqida ma’lumot" // ilmiybaza.uz.] 

Review Questions:
1. Enumerate the concept of children’s folklore and its constituent parts.
2. Explain the difference between the lyrical and satirical types of children’s songs.
3. What are the distinctive features of active games and word games?
4. Discuss the origin of the lullaby genre and the lullabies of women and men (huya).
5. Enumerate and explain the types of lullabies according to their content.
6. What is the significance of riddles, tongue twisters, and proverbs in the upbringing of children?
7. Share your views on the possibilities for applying examples of children’s folklore in modern pedagogy.
GLOSSARY
Children’s folklore – a distinctive branch of oral folk art that has arisen from the mutual interweaving of the world of small children and the world of adults, in which games, songs, and musical-poetic genres have merged into a single system.
Alla (lullaby) – a gently sung cradle song intended to soothe and put a child to sleep, performed by women (chiefly mothers).
Huya (men’s lullaby) – a lullaby performed by men (fathers, grandfathers), most often within families engaged in animal husbandry.
Game folklore – a branch of folklore arising from children’s games, encompassing both active games and word games.
Riddle (topishmoq) – an ancient folklore genre in which the features of an object or phenomenon are expressed in concealed form, with the aim of having the answer guessed.
Tongue twister (tez aytish) – a folklore genre serving as a speech exercise, intended for the rapid and precise pronunciation of a particular sound or combination of sounds.
Proverb (maqol) – a genre in which the people’s life experience and wisdom are expressed in concise, aphoristic form.
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