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UZEYIR HACIBOYLIi. MASKALARIN OYUNU VO
LIiBERAL COMIYYOT ARZUSU

. Aliya Dadasova
ADMIU-nun Teatrsiinasliq kafedrasinin miiallimi

XIX asrin sonu, XX osrin ovveli diinyada vo Azorbaycanda miixtolif
qiitblorin toqqusdugu, bazonso qovusdugu zaman kosiyidir; tonqidi maarifci
tofokkiir vo aktivloson milli siiur, snans va yenilik, kegmiso vo golocoays yenidon
baxmaq ehtiyaci, bozonso macburiyyati, bu qiitblorin on ¢ox goriinonloridir.
Uzeyir Haciboyli belo bir zamanda yoni, iki asrin qovsaginda yasayib yaratmus,
coxsaxoli yaradiciligi ilo toplumun bir ¢ox ictimai, sosial, psixoloji vo moadoni
qatlarina toxuna bilmis soxsiyyatlordondir. Maarif¢ilik-xalqilik, milli ziyali
missiyas1 — diinyavilik, musiqinin sorhadsiz azadlig1 — anona, folklor, madoni-
tarixi irs vo yeni dovriin yeni diskursu... Biitiin bunlar onun yaradicligina
ziddiyyat yox, biitovliik gatirib. Olbatto, dovra vo ictimai-siyasi soraitin yaratdigi
diskurslara goro bu sadalananlarin hansisa daha ¢ox gabardilib, hansisa kolgada
galib. Xiisuson, todqigatlarda Hacibaylinin dramaturgiya vo publisistikasindaki
maarifci-satirik, tonqidi pafos vurgulanib, balks do miisllifin xiisusilo gdstormok
istomadiyi hansisa konyuktura qabardilib. Horgond, Uzeyir Hacibaylinin
dramaturgiya va publisistikasini diri tutan seylor yalniz yeni diskurs dediyimiz
seylor (Qadin hiiqugsuzlugu, zongin sinfin menovi iflasi) deyil, daha dorin
qatlarda gizlonmis yumor, psixoloji maqamlarla dolu olan daha basqa sosial
ziddiyyaetlordir.

Onun komediyalar1 funksionallig1 ilo janra sadiq qalir, sosial-psixoloji
balans yarada bilir, amma qiitblosmoni do dorinlosdirir. Tutalim, asag1 sosial
tobogonin varh ziimroys duydugu askar-gizli gozob-hosad hissi ikincilorin ifsasi
vo pis duruma diismosi ilo giiliiso sevrilir vo enerji bosalmasi bas verir, giiliistin
terapevtik tosirindon gorginlik yumsalir. Lakin bu ifsa hom do bu sinfin miivafiq
grupunu bir adla (mas: Riistom bay, qogu Osgor, Soltan bay), yeni mozmun
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yiiklomokls (pulsuz bay, cahil qogu, qizinin qagirilmasimimasini toskil edon bay)
daha uzun zamanlar igiin etiketloyir vo hodofo cevirir. Ki, olbotto, bu da
komediyaya xas cohatdir.

Molum olur ki, yalniz asag1 tobago yox, bu comiyyatdoki har kos sinfi
kompleks yasayir. Masalon, “O olmasin, bu olsun” komediyasinda Mosadi Ibad
gonc qizla evlonmok istoyir vo amma hom do hor hansi on bes yash qiz1 yox,
Riistom boyin qizint segir vo baylo qohum olub adi, bozonss tohriredici tacir
statusunu qaldirmaq istoyir. Is ondadir ki, Riistom boy do 6z bay statusunun
kolasidir, pulsuz bay qumarda uduzdugu pullar1 gaytarmagq iig¢lin namusunu girov
qoyub (“Bir bay kimi namusuma and i¢irom” deyorak). Burada pul vo namus
ekvivalentdir. “Pulumuz olmasa da, namusumuz, qeyratimiz var” kimi climloni
ancaq asag1 tobogadon olanlar qura bilirdiss, indi Riistom boay belo voziyysto
diisiib. O, 6z sosial maskasini (bay maskasi) qorumalidi...

Sosial maska fordin oziinii comiyyotds qorumaq mexanizmidir. Miiasir
Psixologiyada bu, cox vaxt fordi se¢imdi. Bizim misalimizda maska fordin 6z
secimi yox, avvalcadon ona verilmis, sosial statusa uygun maskadir. Ona gors do
har hansi ifsa — ki, maska varsa, ifsa da olacaq — fordin yox, comiyyotin ifsasidir.
Oslindo, hor kos yalniz bir maska, bir maskanin cizgilorini gozdirir vo bu,
patriarxal, ierarxik comiyyotin maskasidir. Vo hor kos do bundan aziyyast ¢okir.
Liberal comiyyot haminin arzusudur. Belo comiyyat olsa, hami azad vo xosbaxt
olar, secimlorini azad edor, ©sgor ozuniin secdiyi qizla evlonor, Marcan boy
arvadin1 bosamagq ticun bu ciir hoqqalar ¢ixarmaz, Masadi giiliinc olmaz, qisasi,
alqi-satqi, daha asan bas tutar, alicilar aldanmagq tohliikasi ilo rastlagmazlar. Ona
gora, Uzeyir Haciboyli komediyalariin istisnasiz biitiin komik personajlari —
istor, Moarcan bay, istor Minnot xanim, istor Masadi ibad, istor Rustom bay, istor
Osgor, istor Soltan boy, Istor Osgorin xalasi, istor Asiya, istorso do qullugcu
Senom — patriarxal-ierarxik comiyyatdon narazidi, onu icbari sokilde, miitlaq
taxilmali maska kimi iizindo gozdirir. Bozilori bu naraziligi dilo gotirir, xiisuson
qadinlar, bazilarise, masalon, Morcan bay, Osgor aga — sadaca ¢ix1s yollar1 axtarir.
Cunki na qodar imtiyazl sinif vo ya cins olsalar bels, bu ciir tobogoali comiyyat
ideal deyil va onlara da sorf etmir.. Demali liberal comiyat yoxdursa, pul har seyi
hall eds bilmir. Ona gora do, onlar yeni maskalar axtarisindadirlar. ©sgor kimi.

103



) 25.09.2025
“Uzeyir Hacibayli irsi teatr vo kino kontekstinda”

Respublika elmi-nozari konfransi

The Republican Scientific-Theoretical Conference on
The Heritage Of Uzeyir Hajibeyli In The Context Of Theatre And Cinema

Secilmis maska hom do bir macora vadidir. “Arsin mal alan”da Osgor arsin
malg1 maskasini gétiironds 6ziiylo hamini bir macoraya dovet edir. Masalo yalniz
tacir xislotli Osgorin sevgi axtarisi deyil. Ki, o da giildiiylimiiz “bu godor pul
verirom bir baxim ki neco mal aliram” deyon Mosadi Ibad kimi tacirdir vo ondan
gorunoan bir forqi gonc olmasindadir. Biz Osgorin basqa bir xasiyyatini gérmiiriik,
0, ancaq ola alver¢idir vo Soltan boys 6z xalasin1 vermok ii¢lin sévdolosondo
arsinmalct kimi daha rahat alver edir.

Osgor balka do, Mosadi Ibadin gancliyidir. Hotta ondan daha hiylogordir,
Mosadi ganuni yolla adaxlibazliga galirss, o kolok isladir.

Kimliyin gizladilmasi, yeni kimlik malum janrin komiklik yaradan osas
fondidir, lakin psixoloji qatda onda personajlari ifsa etmok hovasi gizlonib. “Or
vo arvad” komediyasinda kimliyini gizloyon Minnat xanim Marcan bayi, “Sorver
“O olmasin, bu olsun” deyon Mogadi Ibad™1, “Arsm mal alan” da Osgor karl
kiiroken iiciin qizin1 ogurladan Soltan boyi ifsa edir. Ifsa maskalarin oyunudur.
Hom do boraborlik gotiron oyunudur. Hor maska ifsast personajlarin bir birino -
no qodor maskalansa da, no godor geyri-borabor sortlorlo yasasalar da, eyni
istoklorlo yasayan borabor huquqlu tizv oldugunu xatirladir, har ifsa “biz eyni
oyundayiq” demakdir. Hor ifsa sosial statusun, cinsi statusun, ailodoki statusun
sorti oldugunu yada salir. Hotta ohvalatin sonunda hor kos 6z maskasini géturub
yenidan taxsa bela.

Olbotto yalniz bu, deyil. Ifsa etmok hovesindon basqa libido ehtiyaci daha
var. Sitat: “Maska libidonun topluma inteqrasiya obrazidir, Maska “men”,
stiuralt1 vo bilincsizliyin ictimai sazisinin olamatidir vo ortamidir” (“Min maska
bir mon” A.Talibzads). Uzeyir Haciboylinin hor iic komediyasmin qohromani
evlonmok istoyir. “Or vo arvad” daki Morcan boy ovvalco bosanmaq sonra
evlonmok istayir. Statuslar bazon libidonu gerc¢oklosdirmogo mane olur masolon
kasiblig, evli olma, yasli olma. Personajlarin kimlik oyunlari iso bu maneslori
aradan gotiirmok cohdidir. Demali, libido namino maskalanmaq oldugu kimi,
libido namino maskalardan, kimlikdon imtina eds bilirlor. Libido statusdan,
kimlikdon daha vacib olur. Komediya janriin fallik baslangic1 bu maqamlarda
0z yerini alir...

Uzeyir Haciboyli komediyalarini hito ¢evrilo bilocok ugurla tomin edon
amillordon biri do bodonsal vo ruhsal plastlarin kontrast vo konflikt namino
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islonmasidir. Komediyalarda asas olan tobii badon ehtiyaclaridir, alver predmati
ola bilocok masalalordir. Haciboaylinin komediyalarindan bohs edon moaqalosindo
pr. Aydin Talibzados buna gors ontoloji problemo fokuslanmigdi. Burdan baxanda
Sarvar vo Gulnazin sevgisi, oxunan qoazallor kdlgads qalir. Masadi ifsa olundugu
kimi, Sorver do ifsa olunur. O da evlonmok istoyir, oxudugu qozallordoki monovi
ruhsal yuksalisi dork edib onun dalinca getmokdonsa kaloya, evlonmayas, yoni,
rasional-moisot hoyata — siradanlasmaga uz tutur. Onun oxudugu qozallor 6zunu
dogrultmur, monasini itirir. Mogadininse sam yandira-yandira oxudugu beyt daha
cox monalanir;
Sab ast, sahido somo sarabo sirini,
Qonimat ost ke, sobi rilyi dustan bini.! (Hafiz)

Mohz bu universal psixoloji gatlar Hacibaylinin komediyalarinin diinysvi
ugurunu tomin edir. Onu karnavallagdirir — maskalarin boraborlik bayramina
cevirir. Zira bayramlarda ilk névbada barabarlaosdirma ideyasina gora hamini
xosbaxt edir. Novruzu xatirlaymn. “Or vo arvad” istisna olmaqla digor iki
komediya (“Arsin mal alan” vo “O olmasin, bu olsun”) miivaqqgosti do olsa,
mozmunca haminin arzuladigi liberalliga nail olur. Busa Hacibaylini istor sovet
sosializminin barabarlik diskursu iiciin, istorsa do universal psixoloji magamina
g0ra biitlin zamanlar {i¢iin aktual edir.

UDC: 792.5

UZEYIR HAJIBEYLI. GAME OF MASKS AND THE
ASPIRATION OF A LIBERAL SOCIETY
Aliya Dadashova
Lecturer of the chair of Theatre Studies,
Azerbaijan State University of Culture and Arts

The late 19th and early 20th centuries were a period in which various poles
intersected — and sometimes merged — both globally and in Azerbaijan: critical,
enlightenment-oriented thinking and an emerging national consciousness;
tradition and innovation; the necessity, and at times the urgent need, to reconsider

! Gecadir, gdzol dost, sam, sorab vo sirni.
Bir geco dostun liziinii gormok do gonimotdir.
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the past and the future — these were among the most prominent of these poles.
Uzeyir Hajibeyli lived and created precisely in such a time, at the turn of two
centuries, and through his multifaceted activity touched upon numerous social,
cultural, psychological, and civic layers of society. Enlightenment and populism,
the mission of the national intelligentsia, secularism, the boundless freedom of
music, traditions, folklore, cultural and historical heritage, and the new discourse
of the modern era — all of these elements do not create contradictions in his work;
on the contrary, they form its integrity. Naturally, depending on the epoch and
socio-political context, certain aspects might be more prominent, while others
remained in the background. Research especially emphasizes the enlightenment-
satirical and critical pathos in Hajibeyli’s dramaturgy and journalism, possibly
highlighting topical issues that the author himself preferred not to emphasize. Yet
what truly enlivens Uzeyir Hajibeyli’s dramaturgy and journalism is not only the
“new discourse” we often speak of — women’s rights, the moral crisis of the
wealthy class — but also deeper layers: humor, psychological nuances, and other
social contradictions that lie beneath the surface.

His comedies preserve both the integrity of the genre and serve a practical
function, effectively establishing a socio-psychological equilibrium while also
intensifying societal divisions. For instance, the overt and hidden envy and
discontent of the lower classes towards the affluent nobility are transformed into
humor when the latter are revealed or placed in compromising scenarios. This
release of energy alleviates tension through the healing power of comedy.
However, such exposure also labels the respective group within this class for an
extended duration, associating them with specific characters (for example:
Rustam-bey, the bodyguard Asger, Sultan-bey) and endowing them with new
characteristics (the liberated bey, the rude bodyguard, the bey orchestrating the
daughter’s abduction), thus rendering them subjects of critique. This is, of course,
a hallmark of the comedic genre.

It becomes evident that the class struggle is felt not only by the lower
classes but by all societal members. In the comedy “O Olmasin, Bu Olsun” (“If
Not That One, Then This One”), Mashadi Ibad aspires to marry a young girl, but
he does not simply choose any fifteen-year-old; he seeks the daughter of Rustam-
bey, intending to enhance his social standing through familial ties with the bey or
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connections to a wealthy merchant. The issue arises from the fact that Rustam-
bey himself is trapped by his own bey status: in an effort to recover money lost
to gambling, he wagers his honor (“I swear by my honor as a bey”). In this
context, money and honor become synonymous. Whereas previously, phrases
like “We have no money, but we have honor and dignity” could only be uttered
by those in the lower classes, Rustam-bey now finds himself in a similar
predicament. He is forced to uphold his social facade — the “mask of the bey”...

A social mask serves as a protective mechanism for individuals navigating
the complexities of society. In contemporary psychology, this is frequently
viewed as a personal choice. However, in our context, the mask is not a matter of
voluntary selection — it is predetermined and aligned with one's social standing.
Thus, any act of unmasking — and wherever a mask exists, unmasking will
Sfollow — is, in essence, not the unveiling of the individual, but rather a reflection
of society itself. In truth, each person dons a singular mask, revealing only the
expressions that stem from it — and this mask embodies the characteristics of a
patriarchal, hierarchical society. Consequently, everyone endures the
consequences of this reality. The aspiration for a liberal society resonates with
all. In such an environment, individuals would experience freedom and
happiness, relishing the liberty of choice: Asgar would wed the woman of his
desire, Merjan-bey would not need to concoct schemes to divorce his spouse, and
Mashadi would avoid ludicrous predicaments; in essence, commerce and
exchange would flow more seamlessly, and buyers would be shielded from the
threat of deceit. This is precisely why every comedic character in Uzeyir
Hajibeyli’s plays — without exception: whether it be Merjan-bey, Minnet-
khanum, Mashadi Ibad, Rustam-bey, Asger, Soltan-bey, Asiya (Asgar’s aunt), or
the maid Senem — harbors dissatisfaction with the patriarchal-hierarchical
structure and is compelled to wear its externally imposed mask as an obligatory
feature. Some articulate their grievances vocally, particularly the women, while
others — like Merjan-bey or Asgar-aga — merely seek an escape. For, regardless
of their class or gender privileges, such a stratified society proves neither ideal
nor beneficial, even for them. Therefore, in the absence of a liberal society,
wealth cannot resolve all issues. As a result, they pursue new masks, much like
Asgar does, for instance.
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The selected mask embodies the allure of adventure. In “Arshin Mal Alan”
(“The Cloth Peddler”), Asgar, by wearing the mask of the arshin boy (the
merchant), not only invites himself but also those around him into this thrilling
journey. It transcends mere romantic pursuits driven by Asgar’s business-savvy
nature. After all, he shares a kinship with Mashadi Ibad — whose humorous antics
bring us joy — being a merchant himself: “I’ll offer this amount — let’s see how I
procure the goods”. The primary distinction of Asgar is his youthfulness. We
observe no other character traits in him: he is simply an exceptional businessman,
and when he engages in negotiations with Soltan-bey regarding his aunt’s hand,
he adopts the guise of a petty merchant (small-scale trader), as it is more
convenient to operate under this persona.

It is conceivable that Asgar symbolizes the youthful spirit of Mashadi Ibad.
Furthermore, he exhibits even greater cunning: while Mashadi leans towards
deceit within legal boundaries, Asgar employs clever tricks and strategic
maneuvers.

The concealment of identity and the creation of a new persona is a central
device of this well-known genre, which produces comedy; yet on a psychological
level, it carries a hidden desire to reveal the characters. In the comedy “Husband
and Wife”, Minnet Khanum exposes Marjan Bey, who is concealing her identity;
Sarvar reveals Mashadi Ibad, who says “O Olmasin, Bu Olsun”; and in Arshin
Mal Alan, Asgar exposes Sultan Bey, who abducts his daughter to secure a
wealthy husband. Exposure is a game of masks. At the same time, it serves as a
game that fosters equality. Each act of revelation serves as a reminder to the
characters that, regardless of the number of masks they wear or the disparities in
their circumstances, they are all equal participants with identical desires; each
exposure appears to convey: ""'we are all in the same game." 1t also highlights
the constructed nature of social status, gender, and familial roles. Even if, by the
conclusion of the story, everyone puts their masks back on, the importance of the
revelation endures.

Certainly, the matter extends beyond that. In addition to the quest for
visibility, there exists a fundamental need for libido. As A. Talibzade articulates:
“The mask serves as a means of incorporating libido into society; the mask
represents the ‘I,” a symbol and a conduit of societal consensus between the
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conscious and the unconscious” (“A Thousand Masks and ‘I’”’). The protagonists
in all three comedies by Uzeyir Hajibeyli aspire to enter into matrimony. For
example, Marjan Bey in “Husband and Wife” initially contemplates divorce, only
to later desire marriage. Occasionally, social standing obstructs the fulfillment of
libido — factors such as poverty, familial situations, or age can play a role. The
characters’ explorations of identity are efforts to navigate these challenges. As a
result, characters don masks in pursuit of libido, yet for the same reasons, they
may also shed masks and identities. Libido emerges as a priority over social
standing or the mask itself. In these instances, the phallic principle inherent in the
comedic genre becomes particularly pronounced...

One of the key elements that contributed to the triumph of Uzeyir
Hajibeyli’s comedies, rendering them potential masterpieces, is the interplay of
contrast and conflict between the physical and the ethereal. These comedies
primarily spotlight natural bodily desires — concerns that can even transform into
subjects of negotiation or commerce. In her analysis of Hajibeyli’s works,
Professor Aydin Talibzade thus concentrated on the ontological dilemma. Viewed
through this lens, the affection shared between Server and Gulnaz takes a
backseat, as do the ghazals they recite. Just as Mashadi is laid bare, so too is
Server. He too aspires to wed, yet rather than pursuing the spiritual ascension
articulated in his ghazals, he is drawn towards cunning, matrimony, and the
rationalities of daily existence — towards the ordinary. The ghazals he recites fail
to vindicate him; they lose their essence. Concurrently, the quatrain that Mashadi
sings in the flickering candlelight acquires heightened importance:

“Shab ast, shahido shamo sharabo shirini,
Ganimat ast ke, shabi ryuyi dustan bini*? (Hafez)

It is precisely these universal psychological layers that contribute to the
worldwide acclaim of Hajibeyli’s comedies. They imbue the works with a
carnivalesque essence, transforming masks into a jubilant celebration of equality.
After all, during such festivities, it is fundamentally the notion of leveling that

2 Night, a dear friend, a candle’s glow,
Wine and sweets in soft shadows flow.
Oh, how precious the moment, so true,
When a friend's face in the night comes to view.
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brings delight to all. Take Nowruz as an illustration. With the exception of
“Husband and Wife”, the other two comedies — “Arshin Mal Alan” (‘“Arshin Mal
Alanand”), “O Olmasin, Bu Olsun” — even if only momentarily, attain the
liberality that everyone yearns for. This very quality renders Hajibeyli pertinent
not only to the discourse of Soviet socialism regarding equality but also to a
universal psychological understanding at any given time.
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