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ANALYSIS OF THE REFLECTION OF THE SOCIO-ECONOMIC
SITUATION IN NATIONAL DRAMATURGY

The main objective of the article presented in the study is a mutual analysis of dramatic situations
and contradictions in modern Azerbaijani drama. It is noted that some works of the development
of this genre are based on the socio-economic status of people and their way of life. It is empha-
sized that the significance of each image is measured and compared with its attitude to its time
and contemporaries. Since, the correct interpretation and reading of images requires skill on the part
of the writer. Although each work is based on the fates of individual characters, it is able to depict
the fate of the masses.

Research method and methodology. The article is based on the application of systematic and the-
oretical methods of the research field. The article widely used general descriptive and compara-
tive methods, artistic and expressive means of realistic-romantic method, and especially methods
of hyperbolic analysis.

Novelty of the article. The novelty of the article lies in the fact that the works included in the study
interpret the socio-economic situation at a level that creates the drama of the situation. The process
of bringing a thoroughly researched article to the Azerbaijani and foreign literary community lies in
the ability to confirm its novelty.

Results. Finally, in the mentioned works the author characterizes the socio-economic situation
as a factor that creates the drama of the situation and highlights its important aspects. It is noted
that the main purpose of the study was determined by the examples conducted on the above works.
Reflecting the realities of today and interpreted by the public from different points of view, these
works retain their relevance, occupying a unique place in Azerbaijani dramaturgy.

Playwrights such as Elchin, Ali Amirli, Firuz Mustafa, Elchin Huseinbeyli, Agshin Babayev, Aga-
rahim Rahimov, Azhdar Ol and Aygun Hasanoglu won the sympathy of the audience by translat-
ing the socio-economic situation prevailing in the society into dramatic situations. Each work that
creates a cultural conflict in the formation and development of the national theater, in fact, carries

a certain content from the point of view of today s reality.
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Relevance of the problem. Social criticism is the
main direction of Azerbaijani dramaturgy. The mul-
tifaceted creative inertia of modern dramaturgy is of
particular importance, each of which is interpreted
separately. A number of significant works on Azer-
baijani literature differ from the traditional approach
both in content, volume and essence. This difference
is not fixed, it is dynamic, changeable. It is of prac-
tical importance, as it is formed on the basis of the
realities of the epoch. The works included in the study
are supplemented by criticism of the modern para-
digm of socio-economic development, justification of
the need for its renewal and the specific setting of the
creative attitude.

Analysis of recent research and publications.
The change of socio-political formation — the tran-
sition from socialism to capitalism — caused sharp
upheavals in human society, and socio-economic,

moral and political cataclysms brought new form
and content to Azerbaijani dramaturgy of the inde-
pendence period. These innovations, of course, also
differentiated dramaturgical style and language, cre-
ated completely different, new characters and literary
heroes, and the modernity of themes and problems
strengthened the artistic impact of theater art. In the
works of Elchin, Ali Amirli, Firuz Mustafa, Elchin
Huseinbeyli, Agshin Babayev, Agarahim Rahimov,
Azhdar Ol, Aygun Hasanoglu and others, the dra-
maturgical structure is more based on the events and
social problems of the transitional society and shown
in the family and domestic circle. For this reason, it
can be said that the characters and the idea of the work
reflected the new system of social relations.

From this point of view, Elchin Efendiyev’s dra-
maturgy is a work characterized by polyphony and
adequately responding to social processes, summa-
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rizing the atmosphere of the independence period:
“Defining the stages and problem classification of
Elchin’s dramaturgy, it is impossible not to dwell on
the richness and diversity of genre poetics. ... Elchin’s
dramatic works significantly enrich Azerbaijani dra-
maturgy in terms of genre poetics”|[ 1, pp.24-25].

His first comedy “Ah, Paris, Paris...”. (consisting
of 21 scenes) is of special interest from the point of
view of artistic solution of social and moral prob-
lems of the transition period in Azerbaijani society.
The events in the work unfold in the chaotic period
of 1991, on the eve of the collapse of the USSR —
in Baku there were slogans “To resign!”, “We want
to leave the USSR!™, “Shame on the traitors among
us, servants of the empire!”, “Garabagh is the beat-
ing heart of Azerbaijan!”. This coincides with the
time when slogans like “In such a situation, when
the socio-economic situation has deteriorated and
money has lost its value”, the examples of Babirzade,
Polyanichko and Iskanderzade families reflect moral
decay in the real colors of life.

The plot of the comedy reflects the desire of a mil-
lionaire named Ahmed Bey to come to Azerbaijan
from France and marry an Azerbaijani girl; the director
of the meat processing plant, Asadullah Babirzadeh,
wants to force his own daughter, Zuleykha, to marry
that rich man; the actor Ivan Ivanovich Polyanichko
dreams of marrying his wife, Vera Nikolayevna, to a
rich man from Paris; Iskanderzade, who works in a
responsible position, also intends to force his daugh-
ter, Gulbeniz, to marry that rich man. It becomes clear
from the conversation between Asadullah, who works
in a meat processing plant and earns well and his wife
Firangiz, that despite the considerable wealth he has
accumulated, the socio-political situation has now
deteriorated, money has no value and the social order
is unraveling: “Asadullah. What is going to happen?
What was yesterday being worse today, tomorrow
will be even worse! Capitalize on the dog s suffering,
save money!... Stay like this now! The value of money
is dropping every day! Nothing to buy! No faith in
tomorrow!... You don't know capitalism; you don't
know socialism!” [2, p.205].

Elchin’s play “My Husband is Crazy” (consisting
of 19 scenes) is a comedy that uses the example of
a family to reflect the chaotic landscape and hard-
ships of the difficult transition period of the 1990s
and focuses on moral and ethical issues. The events
unfold by creating comical situations from the every-
day life of a small poor family of journalists living
under financial hardship. None of the characters in
the work have specific names: Husband, Wife, Son,
Daughter, Professor, Friend, Neighbor, Lady, Party
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Leader, etc. In the exposition of the work, it becomes
clear from the dialog between the Man and the Wife
that the house is in a complete state of disrepair: “7The
walls are being torn down! The bathroom is in a ter-
rible state! There isn't a hole in the kitchen for the
weather to change, and when a man cooks he almost
suffocates! There is not a single hole in the kitchen
for us to breathe, but there is a mouse hole in every
corner of the house! By God, those mice live in this
house better than we do!™ [3. p.397].

The head of the family has been promising to
renovate the house for seven years, but has not done
so. The wife complains that there is no carpet in the
house. When she leaves, she gives the man documents
to pay the utility and electricity bills and asks him to
buy bread. The son is a communist but dreams of a
private car, the daughter is having affairs, loves Susie,
gives the father a prescription for medicine so he can
buy medicine for Susie’s grandmother, etc. Thus, the
complaints continue day by day, the problems in the
family escalate, and the plot develops sharper and
sharper through parody scenes.

There are many such people who come to his
house to ask for help, and they are also characters
from the “old” Soviet era that have become indepen-
dent. The Husband is unable to fight soberly with his
family members and those who come to his house to
ask for help, and he finds a way out by driving him-
self crazy. He fights with antipodes like this: he buys
back the car that his once-fraudulent businessman
neighbor bought in his name, he has a politician repair
his house, he makes a false nationalist named Friend
buy a chandelier in Pan-Turkish, boxes come to the
house, etc. However, when the man one day admits
that he is not crazy, that he did it on purpose, and that
he will confess to everyone tomorrow, his wife is not
happy, but on the contrary, she begs him: “No! I beg
vou! Don t tell anyone anything! ... No! Don t tell! Let
everyone think you are crazy! You are so... so crazy!
My dear! It’s as if [ have a crush on you again!” [4,
p-473].

Against the background of the Husband’s family
and those returning home, a small model of the pres-
ent society is shown, in which no one is in his rightful
place in this family, and in society too; His political,
nationalist, pan-Turkist, business and religious views
are also fake. True, each of them justifies himself by
saying that he wants to live, not crawl. However, this
artificiality deepens the moral crisis and undermines
society as a whole. Doctor of Art History, Professor
M. Alizadeh writes that Elchin’s absurdism is based
on the madness syndrome, and these madmen are not
physically inferior, they are those who came out of
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the social, moral, socio-psycho-cultural madness of
the 1990s: “Society has forced most of Elchin’s ‘mad-
men’to become madmen, to hide in madness, to turn
madness into a protest flag, to rebel with the help of
madness” [5, pp.14-15].

Task statement. The main objective of the article
presented in the study is a mutual analysis of dramatic
situations and contradictions in modern Azerbaijani
drama. It is noted that some works of the development
of this genre are based on the socio-economic status
of people and their way of life. It is emphasized that
the significance of each image is measured and com-
pared with its attitude to its time and contemporaries.

Outline of the main material of the study. Plays
of Ali Amirli, who is considered “a playwright of
sudden, unexpected events, dramatic situations and
temperamental characters” (A. Talybzade), have a
variety of purposes for laughter and reflect the broad
panorama of the times in which we live through mate-
rial and spiritual trials. His play “The Rich Woman”
reveals with sharp nuance the moral decay caused by
the economic hardships of the time through the exam-
ple of a family of scholars. The author called his work
an eccentric black comedy, but critic Aydin Talybzade
disagreed, drawing attention to the play’s fluidity and
dynamism, openness to stage improvisations and other
aspects: “... on the one hand, it is a comedy of situa-
tions, on the other hand, it is a comedy of errors: and
there is nothing black comedic in it. On the contrary, I
would say that the funniest, most dynamic, even ‘col-
orful’, rhyming shalakhoi** comedy of Ali Amirli is
“Rich Woman” [11] (**Shalakhoi, Shelagoy or Shela-
kum is a dance popular in the South Caucasus and
Azerbaijan. The rhythm of “Shalakhoi” is 6/8. The
form of the dance may vary depending on the region).

Theater critic A. Dadashov, analyzing the dra-
matic situation in the play, writes that the spectator
feels the psychological tension felt by Sary Garayev
in this family, laughs bitterly, and the playwright ...
knows how to present a healthy comedy at the expense
of showing immorality arising from social problems.
The fact that the family, which already has a billion,
does not achieve happiness is outside the idea of the
work, is due to the resolution of the dramaturgical
contradiction in the unrealized dreams in the mosaic
model” [6, p. 50-51].

Ali Amirli’s two-part dramatic comedy “The Old
House” is also notable for its small cast of charac-
ters: Gudrat, Melek, Zahra, Jana, Kamran Kizilses,
Bojek. During the transition period, due to financial
difficulties, the old house was sold to a businessman
named Sahib who was unaware of the owner, Gudrat
Gurbanovic’s grandfather. The inner faces of the fam-

ily members are revealed and it becomes clear that
each of them has their own intentions. Gudrat’s wife
has died, and he lives in the house with his daugh-
ter Zahra, granddaughter Jana, and seventy-year-old
daughter-in-law Melek, who has become a surrogate
mother for the children. The first part of the comedy
shows a party that takes place after many years in an
old house decorated in the style of the 1960s and 1970s
with antique items. Melek is depicted decorating the
party table. Her statement “I forgot to set the table”
and Gudrates words to Melek, who did not know the
reason for the party, leave the audience with a broad
impression of the political and economic crisis of the
1990s, as well as the past — the era of socialism: “Is
this a party? The country is falling apart, people are
swarming in the streets like ants looking for a piece of
bread, and here you are setting the table and setting
the table? Or do you think these are old times, Soviet
times?” [7, p.310].

Academician T. Alisanoglu evaluated the work
“The Old House” as “a cheerful comedy depicting
the realities of the day”, comparing it with the works
“The Book of Mother” (J. Mammadguluzade) and
“The Last Night of the Last Year” (Anar), noting
that all three works take their themes from the abrupt
change of time, i.e. transitional periods when our
world was upside down and their similarity is not in
terms of ideological plan and scale of artistic intent,
but in terms of nostalgia for the ‘old’ and eternal anxi-
ety for the “new”. The critic concluded that “Gudrat
Gurbanovich’s daughter Zahra-Zara, whose stage
fate was left behind yesterday, and her lover Kamran
Gyzylses, who suffered the same misfortune, under
the pressure of the emerging money society are forced
to move from the center of the growing society to its
periphery and are doomed to live in Yasamal — Yama-
sal” [8, p. 781].

These events in the life of the theater actress
Elmina were echoed in the press as well. In Part I, a
reporter from the newspaper Maishet, who failed to
interview her about her happiness, arrives at the home
of the abandoned woman in Part II. The reporter is
outwardly similar to Galib, his poverty, his inability
to perform surgery on his sick mother due to lack of
funds, his sister’s inability to pay tuition and threat
of expulsion from the institute, living in a hostel, etc.
Such facts convey to the audience the difficult socio-
economic situation of the time: “What would you say
if you lived with three people in a seedy dorm room
like me?

Elmina. God forbid!

Reporter. Of course, God forbid! A room of ten
square meters, my mother is bedridden, my sister is a
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grown-up girl, I'm getting old too, I want to get mar-
ried, I cant, the prospects are bleak, they give you a
month's salary, not the next, the editor says, pay your-
self, earn it and bring it to me. Believe me, I want to
hang myself. (He snaps) I dont want to live [9].

At the end of the play, the playwright Ali Amirli,
using the language of a reporter, fully explains Elmi-
na’s inner world and the reasons for her situation.
Why Elmina, who always laughed, cannot laugh now,
because she has realized a lot of things and returned to
herself — to her true self: “Actually, you didn t love him,
his wealth, his Mercedes, his shiny white shirt attracted
your attention, he bought your soul. He destroyed your
identity, you were in a dangerous, frightening dream.
With his departure he freed you from your shackles,
now you are free, the period of confusion is over. You
are coming back to yourself” [10].

In Azerbaijan, known to the world for its industrial
sectors, the interests of society today are diverse. The
period before and after the restoration of our inde-
pendence related to construction was remembered by
many difficulties in terms of socio-economic situation
in the cultural sphere, as in any other sphere. In the
era of information abundance, it is quite acceptable
for theater halls, stages, directors and actors to receive
applause from the audience. Modern theater seeks to
expand the scope of society’s interests through inno-
vation, which in turn contributes to the development
of people’s cultural tastes and enrichment of their
souls.

Conclusion. Despite the fact that Azerbaijani
dramaturgy and theater were subjected to all kinds
of ideological pressure, persecutions and strict bans,
new and original works appeared in the field of mod-
ern dramaturgy and innovative traditions were laid
down. The search for modernity was at the head of
the content and essence of the dramaturgy and theater
of that period. In the literary process, among the most
problematic and acute issues were new stage works,
perfect stage direction, scenery, music, and most
importantly, the talent and skill of actors who could
convey the modern essence of these works to a wide
audience. In addition to the emergence of rapidly
innovative traditions in public life, mentality, literary
world, this is increasingly manifested in the works of
artists, who continue their creative style in a peculiar
way in the new literary stage [11]. The strengthen-
ing and establishment of Azerbaijan’s independence
has provided rich material for our playwrights, creat-
ing favorable conditions for the creation of new stage
productions on modern and historical themes. The
development of Azerbaijani dramaturgy and theater is
closely connected, in addition to the work of talented
playwrights, with the activities of the theater staff —
stage directors, actors, composers and other artists.
The artistic comprehension of contemporary themes
has also influenced the ways of their resolution in
various genres of dramaturgy, enriching the traditions
of modernity with national-spiritual ideas and human-
istic quests.
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I'yceiinoBa A. AHAJII3 BIIOBPA’KEHHSI COLIIAJIbHO-EKOHOMIYHOI CUTYALIT]

B HALIIOHAJILHII IPAMATYPIIi

Ocno6HOI0 Memoio NPeOCmasieHoi 8 OOCIIONCEHHT CIMAMMI € 63AEMHULL AHANI3 OPAMATMUYHUX CUMYAYil

i npomupiuy cyuacHiu azepoanoAcancoKitl Opamamypeii. 3aznauacmocsi, wjo Oesiki meopu PO3GUMKY Yb020 HCAHPY
IDYHMYIOMbCSL HA COYIANbHO-EKOHOMIYHOMY Cmanosuwi modet ma ix cnocodi scumms. Hazonowyemocs, wo
SHAYEHHS KOAHCHO20 00PAa3y BUMIPIOEMbCS MA NOPIBHIOEMBCS 3 U020 CIABTIEHHAM 00 C8020 4ACY M CYYACHUKIG.
OcKinbKu npasuivHa inmepnpemayis ma YumanHs 00pazie 6UMazac MaucmepHocmi 3 60Ky nucomenHuxa. Xova
8 OCHOBY KOJCHO20 MBOPY NOKIAOEHO Q0 OKpeMUX 2epoi, 6iH 30amuutl 300pazumu 00110 MAcu.
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Memoouka docniorscenns. Cmamms 6a3yEMbCA HA 3ACMOCYBAHHI CUCMEMHUX | MEeOPEeMUYHUX MemOodi8
00CAI02HCYBAHOL 2any3l. Y cmammi wupoko GUKOPUCMOBYBANUCS 3A2ANbHOONUCOBULL | NOPIGHATbHUL MEMOOU,
XYOO0IACHbO-BUPAICATLHI 3ACO0U PEANiCIMUYHO-POMAHMUYHO20 MemOoOy | 0coOnU60 nputiomu 2inepooriuHo2o
ananisy.

Hoeusna cmammi. Hosusna cmammi noisieae 8 momy, wo MiujeHi 6 00caiodicenti npayi mpaxmyonms
COYIanbHO-eKOHOMIYHY CUMYAYito Ha pi6Hi, KUl cmeopioe opamamusm cumyayii. Ilpoyec 0ogedens pemenvHo
docnidocenoi cmammi 00 azepOaud’Cancokoi ma 3apy0idicHOi Timepamyphoi CRiTbHOMU NONA2AE 8 YMIHHI
niomeepoumu ii HOGU3HY.

Bucnosku. 3pewmoio, y 3ea0anux npaysx asmop Xapakmepusye COYianbHO-eKOHOMIUNY CUmyayiio 5K
Gaxkmop, wo cmeopioc Opamamuzm cumyayii ma eucsimuioc it 6axciusi acnekmu. 3a3Havyaemscsl, U0 OCHOBHA
Mema 00CaiOdcen s OYad BUSHAYEHA HA NPUKLAOAX, NPOBEOCHUX 3d suwye3asHadyeHumu pobomamu. Li meopu,
wo 8i00Opadcaromv peaiii cb0200eHHs i MPaKmylomuscs nyOniKow 3 Pi3HUX MOYOK 30Dy, 30epieaiomb 80
AKMYanbHiCMb, 3aUMAOYU YHIKAIbHE Micye 8 a3epOatioicancoKitl opamamypeii.

Taxi Opamamypeu, sx Envuun, Ani Amipai, @ipys Mycmadgha, Envuun I'ycetinbetini, Aewiun babaes, Aeapaxim
Pazimos, Axcoap On ma Aueron I'acanoeny 3a6oreanu cumnamii 21s0a4ie, nepesisuiu coyiarbHO-eKOHOMIUHY
cumyayiro, Wo CKIAIAcs 8 CyCniibemsi, ¢ Opamamuyni cumyayii. Kosicen meip, AKuil ROpooACy€e KyibmypHULl
KOHIIKM Y CIMAHOBIEHHT M PO36UMKY HAYIOHATbHO20 meampy, HAcnpagoi Hece 8 COOI NeGHULL 3MICH 3 MOYKU
30pY Cb02OOHIUWHBOI OILICHOCTI.

Knrouosi cnosa. Azepoaiiosicancvra Opamamypeais, coyiaibHO-eKOHOMIUHe CMAHOo8ue, Komedis, npobiema,
CYCRIIbCMBO, CiM'sl.
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