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UZEYIR HACIBOYLI ROSMIi VO QEYRI-ROSMIi
MODONIYYOTLORIN OLAQO ZONCIRINDO

Aydin Tahbzadd
omoakdar incasanat xadimi,
Sanatsiinashyq tizra falsafa doktoru, professor

Indiki kimi yadimdadr, diiz 1999-cu ilin 31 dekabr tarixli némrasindo 0
vaxtin ¢ox populyar “Azadliq” qozeti Azerbaycanin taninmis elm vo Sonot
adamlar1 arasinda bels bir sorgu aparmigdi: “XX asr Azarbaycan madaniyyatinin
on gorkomli soxsiyysti Kimi hesab edirsiniz vo no ig¢in?” O zaman
respondentlordon Vagif Somadoglu, Vagqif Ibrahimoglu, Azad Mirzacanzada,
Agaboay Sultanov, Rahman Badolov, Cavansir Quliyev, man va daha bir nega
nafor Uzeyir boy Haciboyli demisdik. Vo homin bu sorguya osasan Uzeyir boy
Miza Colili, Sabiri, Cavidi, Zardabini va digarlarini xeyli gabaglayarag XX asr
Azorbaycan modoniyyatinin gérkomli goxsiyyatlorinin lideri olmusdu. Ancaq
kommentlor sirasinda Rohman Badslovun soyladiklari diggstimi daha ¢ox calb
etmisdi. O, deyirdi ki, Azarbaycan teatr modoniyyatinin iki giitbii var ki, onlari
da Uzeyir boy miioyyonlosdirib: bunlardan biri “Leyli vo Macnun”dur, digari
— “Masadi Ibad”. Ola fikirdir.

Lakin mon bugiin diisiiniirom ki, Azarbaycan milli teatr madaniyyatinin
Uzeyir bay torafindon konkretlosdirilmis ii¢ giithii var: “Leyli va Macnun”,
“Msadi Ibad” va “Koroglu”. Bu tosnifat sistemindo “Leyli vo Mocnun” sabih
teatr1 variant1, “Mosodi Ibad” masxara, qaravalli variant1, “Koroglu” iso asigq
teatri, epik teatr varianti kimi tosnif edilo bilor.

Mon “Sorq teatr: tarixi” dorsliyinds do yazmisam, hor dofo hind teatri
tarixini kegorkon miihaziralorimda do bunu tokrar eloyirom: diinya madoniyyati
capinda Uzeyir boylo miiqayisoya golocok yegano kimsa Rabindranat Tagordur.
Onlarin har ikisi 6z modoniyyatlori tiglin toqribon eyni missiyani yerino
yetiriblor. Olaganiistii vo universal istedada malik oluban bu iki soxsiyyat iri

hocmli musiqi asarlori bastaloyib, goxsayli mogalslor, pyeslor yazib, maarif¢ilik
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foaliyyatilo masgul olub, teatrin toskilkatlanmasi ugrunda misilsiz amok sorf
ediblor. Rabindranat Taqgor halo bunlardan slavs yaxs1 fir¢a ustasi da olub, seir
vo romanlar da galoms alib vo 1913-cii ildo Nobel miikafatina layiq goriiliib.
Ogor U.Hacibaylinin do ©zra Paund kimi ingilis dilina torciimogisi olsaydi, o
da Nobel miikafatina layiq goriilordi, siibhasiz. Amma masals bu, deyil: masalo
budur ki, no hind, no Azorbaycan modoniyystinin Taqor, Hacibayli godor
imummilli saviyyads kiitlalor tarafindan asl cosqu ilo sevilon, asan anlasilan,
bayanilan ikinci bastokari, adibi, maarif¢isi yoxdur. Nodir bunun sababi: niya
onlar ham diinya, hom yerli masstabda bu doracoda dayarli vo 6nomlidirlar, niya
xalq qavrayisinda az qala miiqgaddoas 6vliya kimi 6zlarine yer bulublar?

Moanco bunun on osas Sobabi odur ki, onlar xalqin geyri-rosmi
modaniyyatino pasport diizoldib onun rosmi modaniyysto kegidini tomin
elayiblor, folkloru, xalq havacatlarini, meydan oyunlarini, xalqin dastan, rovayat
va hekayatlorini diinyavi madaniyyatin dilina tarciima ediblor, millils diinyavini
ustacasina bir-birina diyiinloyiblor. Elo diiyiinloyiblor ki, bu hom adi seyrgi
kiitlasinin z6vqiinii oxsayib, ham da diinyavi auditoriyanin maragina sabab olub.

U.Haciboayli asorlorinin giicii, magiyas1 ondadir ki, bu asorlor bir biitévca
kimi xalqin anonovi modoaniyyatinin refleksiyasidir, onun yeni sosial-siyasi,
igtisadi, madoni olagolor kontekstinds interpretasiyasidir. Dahi bostokar
Azorbaycan xalq musiqisini diinyavi musiginin diline torciimoa eloyir, diinyavi
musiginin dilindo milli havacatlarin, nagms Vo laylalarin, agi vo morsiyalorin
neco soslondiyini, hansi formalarda zithura goldiyini gostorir. Sanki xalq
musigisinin mahiyyatini, cévharini 6z basto¢i individualligindan kegirib yenidon
formatlasdirir. Mogalalorin birinde Uzeyir bayin 6zii do bunu tosdigloyir: “Man
Azorbaycanda ilk operam olan “Leyli vo Macnun™u 1908-ci ildo yazarkon
qiivvatli orkestrovka vers bilmadim. Ona gors do 0, primitiv oldu vo mugamat
iisulunda yazildi. Bundan sonra yazdigim “Osli Kerom”, “O olmasin, bu olsun”
da belo miihiim bir négsana tutuldu. Bu nadon irali galirdi? Ciinki moan Avropa
musiqi texnikasi ilo silahlanmamigsdim”. Razilasaq ki, ¢ox miihiim bir etiraf.

Biitiin bu deyilonlor eynilo onun dramaturgiyasina da aiddir. Gotiirak, elo
“O olmasin, bu olsun” 4 pardali operettasini. Bu asar “Kegal pshlovan” kukla
tamasasinin, “Qarag6z” kolga oyununun, meydan masxaralarinin, garavallilarin
operetta janrina gotirilmis variantindan bagqa bir sey deyil. Operettanin
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gohroman1 Mosadi Ibad birbasa Kegal Pohlovanla, Qaragozlo assosiasiya
yaradir. Belo ki, Kegal Pohlovan da, Qarag6z ds xalq meydan oyunlarinin daim
evlonmok Tigiin qadin axtaran, gadinlar1 6zlorine moftun edon obrazlaridir.
Tosadiifi deyil ki, todqgiqatgilar bu obrazlarin hor ikisini Sorq Don Juanlari
adlandiriblar. Onlar pahlovan ciissali giiclii personajlardir: ancaq kegal olduglari
ticlin giiliis obyektloridir. Di gal ki, kegallik burada yalniz zarafatlagsmaq tigiin
bohanadir vo pozitivdo gavranilir. Ciinki kegallik kukla vo koélga oyununun
kontekstinds agil, biclik, hiinar va farasat alamati kimi yozulur.

Mosadi Tbad da rosmi madoniyyat miistovisine kogiiriilmiis Qaragdzdiir,
Kegal Pohlovandir. Lakin rosmi modaniyyat artiq Masadinin 1000 bigiburma
cavana dayacCok giiciino, evlonmok, ¢oxlu arvada yiyslonmok istoyina vo
kegalliyino giiliir. Uzeyir bay Mosadi Ibad1 6z pyesino daxil edor-etmoz onu
homonca masxaranin, sobadanin hadafi kimi oxucuya nisan verir va ilk ndvbado
zavallini niifuzdan salib, hormatsiz eloyib papagini basindan gotiiriir. Papaq,
arvad vo at Qafqazda kisinin geyratini, namus vo layagatini romzlosdirir.
Bunlardan birine satasmagq kisini asagilamaq anlamina goalir. Masadi Ibadsa oz
xosuna papagindan imtina edir, kegalini gostorir va belaliklo do miidafiasiz
qalir, sohor ohlinin, hambaldan tutmus qozetgilora, hamamg¢idan tutmus
qogulara, tolobadon tutmus millatparastlora gadar — haminin lag, mazo, zarafat
obyektino ¢evrilir. Halbuki kolgo teatrinda Qaragbziin papagi basindan
tosadiifon diisdiikdo, kegalliyi fas oldugda o, bark asobilasir, dalasqan olur, kim
qarsisina ¢ixdi, ozisdirir. Buradan da bels ¢ixir ki, meydan madaniyyatinin ¢evik,
aktiv, zarafatcil, hotta sobodobaz gohromanlari rosmi modoniyyatin kontekstino
adlayanda 6zlari masxars, tons, giiliis, lag obyekti olurlar. Rasmi madaniyyat
kegalliyi neqativda gériir, onu qocaliq, mahrumiyyat alamati kimi yozur va bu
tizdon do Masadinin evlonmak istayini nainki kaskin tongid atasins tutur, hatta
Masadinin 6zlinii agagilaytb onu meymuna banzadir, tohqir edir. Masals bu ki,
Orta osrlordon, Renessans dovriindon {izii bari rosmi madoaniyyat karnavaldan,
meydan masxaralarindon, sobads oyunlarindan haqigati zarafatla, lag, kinayo,
sobodo vasitosilo bayan etmok tendensiyasindan hor zaman ¢okinib, onu 6z
tekstlori sirasina yalniz sterilizo olunmus variantda gobul edib.

Masadi Ibad rasmi madaniyyatin sterilizo olunmus kecalidir.
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Tobii ki, bu zaman sorusulur, Mosadi ibad no giinahin sahibiydi ki, Uzayir
boy onu bu sayaq abirdan salirdi? Dogrudanmi, Masadinin evlonmak istayi pyes
miiollifini bu dorocods narahat etmisdi? Bu, Uzeyir Hacibayli kimi bir dahi
soxsiyyat ligiin ¢ox ciliz, xirda masalo deyildimi, sar1 moatbuatin xabarlorine
bonzomirdimi? Diizii, mon bu moaruzays hazirlasarkon “O olmasin, bu olsun”
operettasinda Uzeyir bayin Mosadiya miinasibotds goriikon istehzasinim,
nifratinin asas sabobini 6ziim {igiin yenidon kasf etdim. Son demo, bu nifratin,
kinayonin arxasinda onun dino, xiirafata qarsi etirazi vo maarifcilik jesti dayanir.

Uzeyir boyin tacir Ibadla he¢ bir isi yoxdur: onu maraqlandiran,
hovsalodon ¢ixardan bu insanin Mosadi tituludur. Osards iki Masadi var: biri
Ibad kisidir, o biri hamamg1 Qazonfor; Karbolayi Nasir isa, sadaca, bazar shlidir,
he¢ diiz-omalli pesosi do yoxdur. Burada Uzeyir boyin din adamlarma,
xurafatgilara miinasiboti tam aydinligi ilo goriiniir vo 0, bu operetta
hiidudlarinda “Baki Avropast” ilo “Baki Sarqi”ni étari qarsilasdirir. Ona gors
da intelligent Hosonbayin siifraarxasi, dil baximindan haftebecar nitginds asarin,
bela deyok do, kod ifadesi dila getirilir: “istinniy miisiilmanin”. Uzeyir bayin
da tohgiramiz tongidinin hodafi elo budur: o, 6z tongidilo bu “tilsimli” ifadoni
sindirtb onun altinda gizlonanlori giin isigina ¢ixarmaga, onlarin mahiyyatini,
cilizligini, dinin millatin inkisafina ongeal oldugunu gostarmays caligir. Els ona
goro do “istinnty miisiilmanin” Moasadi Ibadi horo bir ciir dolayir, bir ciir
xamlayir, bir ciir alo salir. “Baki Sorqi”nin digar tomsilgilari qogular, bagda qogu
Oskar olmagq sortilo, gopgu, qorxaq va tiryak xostosidirlor.

Amma va lakin...

... operettada “Bak1 Avropasi”nin saciyyasi do badnamdir: millatin guya ki
maariflonmis qismi do 6z dillorinds diiz-amalli danisa bilmayan, 6z eqolarina
osir diismiis, demaqoq, oyyas, firildag¢li, mahiyyatco bir abbasiya mdhtac
hambaldan secilmayan Kimsolordir. Mosolo bu Ki, osorin qadin obrazlar da
xatalidir. 15 yash Giilnaz 6z atasi evinds taloba Sarvar ilo sevgili kimi gorisiir,
Sonom do bu yasaq goriige sorait yaradir, yengo, aradiizoldon funksiyasini yerino
yetirir. Hami giinahkardir, hami sugludur vo bu situasiyada tabii ki, istor Mirzo
Colili, istor Sabiri xatirlamamaq olmur. Yens homin dalga, hamin koordinat. Ona
goro bu meydanda qalir yegano “tomiz adam” Mosadi Ibad: vo Uzeyir bayin,
nohayat ki, ona yazigi goalib bu “tifil miisolman1” Senamls evlandirir. Bununla
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da “O olmasin, bu olsun” operettasinin Kegal Pahlavani, Qaragozii kimi tosnif
etdiyimiz Masodi Ibad muradima catir, 6ziindon 20 yas kicik Senomi almaga
raziliq verir. Konflikt ¢dziildii, hami1 raz1 qaldi, Mosodi Ibad iso Azorbaycan
moadoaniyyat tarixins riisvay¢iligin romzi kimi diisdii, Oliaga Agayevin ifasinda
iSo bu obraz dini xurafati, kohnoliyi, geri zokaliligi simvollagdiran maskaya
cevrildi. Burada Uzeyir Hacibaylinin magsadi he¢ do Masadini urvatdan salmagq
deyildi, onun mogsadi bu masadilari, qogulari, kolokbaz talobalori, bosbogaz
intelligentlori yaritmaz bir sokildo meydana gotirmis ictimai miihiti tanqid
etmak, obyektivcasina bu miihitin neqativlarini, tarsmiitanasibliyini, balansdan
uzaq oldugunu gostormok idi. He¢ do tosadiifi sayilmaz ki, onun yazdig
sohnoaciklordon birinin gohromani mohz Masadi Millot adlanirdi. Moasadi
Millatdon Masadi ibada qadorsa comi iynayarimliq yol var.

Masadi Ibad — Magadi Millatdir.

Ona gora heg bir siibha yeri yoxdur ki, Uzeyir bayin giiliis, tonqid, toftis
hoadafinda mohz millat, miisolman comiyyati, onun anlasilmaz va hotta haradasa
gorxulu tozahiirlori dayanir. Bu goravi gergoklosdirmak magsadilo 0, ananavi
modaniyyat {iglin saciyyavi siijet vo motivlordon, oyun priyomlarindan rosmi
modaniyyat platformasinda faydalanaraq 6z oSorini toplumun biitiin
tobogolorindon 6trii  anlasigli etmoya ¢alisirdi, Azorbaycan madoaniyyatini
diinyavilagdirmak niyystinds bulunub ¢ox bdyiik ugurla milli madaniyyatin
miixtolif doyarli tozahiirlarini rosmi madaniyyat sobokasine 6z yozumunda daxil
edirdi, agar bastokarin gox sevdiyi metaforadan bohralonsak, “sapalanmiglari bir
yera toplayaraq” onlara bir név Sengen vizasi verirdi.

UDC: 792.5

UZEYIR HAJIBEYLI WITHIN THE SYSTEM OF INTERRELATIONS
BETWEEN OFFICIAL AND INFORMAL CULTURE

Aydin Talibzade
Honored Art Worker,
Doctor of Philosophy (PhD) in Art Studies, Professor

I vividly recall it as if it were yesterday: in its edition dated 31 December
1999, the then highly regarded newspaper “Azadliq” (“Freedome™) carried out a
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survey among notable individuals in Azerbaijani science and the arts, asking the
following question: “Who do you regard as the most remarkable figure of
twentieth-century Azerbaijani culture, and why?” Among the participants —
Vagif Samedoghlu, Vagif Ibrahimoghlu, Azad Mirzajanzadeh, Aghabey
Sultanov, Rahman Badalov, Javanshir Guliyev, myself, and several others —
Uzeyir bey Hajibeyli was mentioned. Consequently, Uzeyir bey was
acknowledged as the foremost figure among the most distinguished
representatives of twentieth-century Azerbaijani culture, significantly outpacing
Mirza Jalil, Sabir, Javid, Zardabi, and others. Among the various remarks, the
observation made by Rahman Badalov garnered the most attention. He pointed
out that Azerbaijani theatrical culture revolves around two central themes, both
distinctly defined by Uzeyir bey: one exemplified by “Leyli and Majnun?”, and
the other by “Mashadi Ibad”. This is a remarkable observation.

Nevertheless, I am currently inclined to think that Azerbaijan’s national
theatrical culture encompasses three key elements as articulated by Uzeyir bey:
“Leyli and Majnun”, “Mashadi Ibad”, and “Koroghlu”. In this classification,
“Leyli and Majnun” can be associated with a form of “shabih theatre”;
“Mashadi Ibad” aligns with a variant of “mashkhara” (or “karavelli”’); while
“Koroghlu” signifies “ashug theatre”, which is a type of “epic theatre”.

| have discussed this in my textbook “History of Eastern Theatre”, and |
revisit this concept each time | lecture on the history of Indian theatre: in the
context of global culture, the only individual comparable to Uzeyir bey is
Rabindranath Tagore. Both of these figures undertook fundamentally similar
roles within their respective cultures. Gifted with remarkable and universal
talent, they both created significant musical compositions, wrote numerous
articles and plays, participated in educational and enlightenment initiatives, and
made groundbreaking strides towards the institutionalization of theatre.
Additionally, Rabindranath Tagore was a talented painter, a poet, and a novelist,
receiving the Nobel Prize in 1913. Had Uzeyir Hajibeyli been supported by an
English-language translator of Ezra Pound's caliber, he would certainly have
achieved Nobel laureate status as well. However, this is not the primary concern.
The crux of the matter is that neither Indian nor Azerbaijani culture has another
composer, writer, or enlightener who, on a national scale, has experienced such
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genuine popular affection, has been so accessible to the general public, and has
been held in such high regard as Tagore and Hajibeyli. What, then, accounts for
this phenomenon? Why do they hold such significance and value both globally
and locally? And why have they, in the collective consciousness, nearly attained
the status of saintly figures, occupying a unique, sacred position?

| am convinced that the primary reason for their distinctive role stems from
their remarkable ability to formalize the “passport” of popular, unofficial culture,
thereby enabling its seamless transition into the domain of official culture. They
adeptly translated folklore, folk melodies, street games, epic tales, legends, and
popular narratives into the vernacular of secular culture, artfully weaving
together the national and the secular. Furthermore, this intricate weaving was
performed with such finesse that it not only delighted the tastes of the general
populace but also captivated the attention of the secular elite, thus establishing a
bridge between popular tradition and high culture.

The power and enchantment of Uzeyir Hajibeyli’s creations reside in their
profound embodiment of traditional popular culture, reinterpreted through the
lens of emerging socio-political, economic, and cultural dynamics. The
illustrious composer adeptly translates Azerbaijani folk music into the realm of
secular music, showcasing how national melodies, songs, and lullabies —
alongside sorrowful and funeral dirges — echo within a secular musical
framework and the diverse forms they take. One could assert that he channels
the very essence and spirit of folk music through his unique compositional voice,
reinventing it in a fresh light. Uzeyir bey himself attests to this in one of his
writings: “When | composed my inaugural opera in Azerbaijan in 1908 — “Leyli
and Majnu™ — | was unable to furnish it with a complete orchestration.
Consequently, it emerged rather rudimentary and crafted in the style of mugham.
My later compositions, “Asli and Karam” and “O Olmasin, Bu olsun”, faced
similar challenges. What was the reason for this? It was because | had not yet
acquired mastery over European musical techniques”. This, one must concede,
is a profoundly significant acknowledgment.

All of the aforementioned applies equally to his dramaturgy. For instance,
consider the four-act operetta “O Olmasin, Bu Olsun” (“If Not That One, Then
This One”). This piece exemplifies a variation of the operetta genre that has its
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roots in the puppet performance “Kegal Poahlovan” / “Kechal Pehlevan” (“The
Bald Hero”), the shadow play “Qaragoz” / “Karagoz” (“Blackeye™), street
masquerades, and the traditions of “karavelli”. The central character of the
operetta, Mashadi Ibad, draws a direct parallel to both the Bald Hero and
Qaragdz. The essence lies in the fact that both the Bald Hero and Qaragoz are
figures from beloved street performances, perpetually in pursuit of a wife and
adept at charming women. It is no surprise that scholars have dubbed these
characters as “Eastern Don Juans”. They are endowed with considerable physical
prowess; however, their baldness renders them subjects of jest. It is crucial to
note, though, that baldness in this context serves merely as a vehicle for humor
and is viewed in a positive light. In the realm of puppet and shadow theatre,
baldness is not regarded as a defect, but rather as an emblem of intelligence,
cunning, bravery, and keen insight.

Mashadi Ibad represents the Karagoz and the Bald Hero, integrated into
the realm of official culture. Yet, in this setting, official culture does not focus
on his remarkable physical strength — capable of defeating a thousand
mustachioed opponents with a single strike — nor on his ambition to marry and
take multiple wives, but rather on his baldness. As soon as Mashadi Ibad is
introduced in the play, Uzeyir bey presents him to the audience as a figure of
mockery and amusement, stripping him of dignity and symbolically taking away
his hat. In the Caucasus, a hat, a wife, and a horse are emblems of masculine
honor, dignity, and bravery. An attack on any of these symbols is seen as a
degradation of the man. However, Mashadi Ibad willingly removes his hat,
revealing his bald head, leaving himself vulnerable, and thus becomes the target
of ridicule, jokes, and scorn from all walks of life — from shopkeepers to
journalists, bathhouse workers to shepherds, students to patriots. In contrast, in
shadow theatre, when Karagoz’s hat accidentally falls and his baldness is
revealed, he becomes enraged, combative, and mercilessly punishes anyone who
dares to confront him. It is evident that the vibrant, dynamic, whimsical, and at
times, impish personas of street culture, when introduced into the realm of
official culture, inevitably become subjects of mockery, critique, and
amusement. Official culture views baldness unfavorably, seeing it as a mark of
aging and loss. As a result, Mashadi’s aspiration to wed is not only met with
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harsh judgment; he himself is belittled, reduced to a caricature reminiscent of a
monkey, subjected to insults and degradation. The crux of the matter is that the
official cultures of the medieval and Renaissance periods were perpetually wary
of directly adopting the methods of carnival, street festivities, and playful
amusements, where truth is conveyed through humor, satire, irony, and
cleverness. Such expressions were only assimilated into official narratives in a
sanitized, subdued manner.

Mashadi Ibad epitomizes a sanitized, neutered version of official culture.

This naturally raises an inquiry: what precisely did Mashadi Ibad do that
led Uzeyir bey to subject him to such degrading mockery? Was Mashadi’s
earnest wish to marry truly so vexing to the playwright? Could such a subject
genuinely be so trivial and inconsequential for a mind of Uzeyir Hajibeyli’s
caliber—barely more than the fodder for sensationalist tabloids? In all honesty,
while crafting this paper, | unearthed the authentic reason behind the irony and
nearly palpable disdain that Uzeyir bey exhibits towards Mashadi in the operetta
“O Olmasin, Bu Olsun”. It appears that beneath this derision and sharp humor
lies his protest against religious orthodoxy and superstition, alongside a
distinctly articulated gesture of enlightenment.

Uzeyir bey holds no ill will towards Ibad as a merchant; rather, it is the
title of Mashadi that truly disturbs and unsettles him. In this narrative, there exist
two Mashadis: one being Ibad-kishi himself, and the other, Gazanfar, the
bathhouse attendant; while Kerbalai Nasir is simply a figure of the bazaar,
lacking any distinctly defined profession whatsoever.

Here, Uzeyir bey’s perspective on religious figures and proponents of a
superstitious mindset becomes strikingly clear, as he inadvertently contrasts the
“Baku — Europe” with the “Baku — East” within the context of this operetta.
It is precisely for this reason that, in the banquet address delivered by the
intellectual Hasan bey — linguistically awkward and nearly inarticulate — there
emerges, so to speak, the pivotal formula of the entire piece: the “true Muslim.”

This notion becomes the target of Uzeyir bey’s sharp critique. Through
satire, he endeavors to deconstruct this “enchanted” phrase, revealing what lies
hidden beneath its surface, stripping it of its facade, exposing its triviality, and
illustrating how religion can become a hindrance to the progress of the nation.
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Thus, it is no mere coincidence that the “istinmiyy musulmanin” (“true
Muslim”) Mashadi Ibad, is deceived by everyone in their own unique way —
each individual leads him astray and ridicules him differently. Other figures
representing the “Baku East” — street thugs led by Kochu Asker — are depicted
as boastful, cowardly, and habitual opium users.

And yet — and still...

Within the operetta, the portrayal of “Baku Europe” is tainted by a
distasteful character: the so-called enlightened faction of society is illustrated as
individuals who struggle to articulate even their own language, prisoners of their
inflated egos, demagogues, inebriates, and deceivers — essentially no different in
essence from a porter barely scraping by on a single abbasi (coin). Furthermore,
the female figures in this narrative are equally troubling. The fifteen-year-old
Gulnaz engages with the student Sarvar in her parents' abode as if he were a
lover, while Sanam orchestrates these illicit meetings, taking on the role of a go-
between, a matchmaker, a yengi. Everyone shares the blame; everyone is
culpable —and in such circumstances, it is impossible not to evoke the names of
Mirza Jalil or Sabir. The same current, the same coordinates. Thus, within this
context, the only “pure” individual who remains is Mashadi Ibad. And Uzeyir
bey, finally moved by compassion, arranges for this “infantile Muslim” to wed
Sanam. Consequently, Mashadi Ibad — the very character we compare to Kechal
Pehlivan or Karagoz — ultimately fulfills his ambition in the operetta “O
Olmasin, Bu Olsun” (“If Not That One, Then This One”) and gains approval to
marry Sanam, a woman two decades his junior. The conflict reached a resolution,
leaving all parties content, while Mashadi Ibad became a figure of infamy in
Azerbaijani culture. In Aliagha Aghayev’s portrayal, this character transformed
into a mask that embodies religious superstition, antiquated beliefs, and
regressive ideologies. However, Uzeyir Hajibeyli’s intention was not to belittle
Mashadi. His objective was to critically illustrate the societal conditions that
give rise to such “Mashadis” — the street thugs, unscrupulous scholars, and
vacuous intellectuals — and to unveil, with objective precision, the detrimental
elements of this milieu, its dissonance, and its lack of equilibrium. It is no mere
coincidence that one of the figures in his sketches is named Mashadi Millet. The
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transition from Mashadi Millet to Mashadi Ibad is a minuscule journey, as
narrow as a needle's eye.

Mashadi Ibad embodies Mashadi Nation.

Thus, it is indisputable that the genuine target of Uzeyir bey’s humor,
critique, and examination is the populace itself — the Muslim community, with
its enigmatic and at times daunting characteristics.

To fulfill this ambition, he utilized motifs, narratives, and dramatic
techniques inherent to traditional culture, rendering his work approachable to all
segments of society via the medium of official culture. Uzeyir bey aspired to
secularize Azerbaijani culture, while adeptly weaving significant expressions of
national culture into the tapestry of official culture through his unique
perspective. To echo the composer’s cherished metaphor, he “assembled
disparate elements together, as if bestowing upon them a sort of Schengen visa.
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