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Abstract: The article examines contemporary approaches to the formation and development of 

theatre audiences. Based on scholarly sources and modern stage productions, it explores the influence 

of theatre on personal spirituality, aesthetic perception, and social consciousness. Particular attention 

is paid to the artistic features of the performances “The Unfortunate Bridegroom,” “Mother Earth” 

and “Feast of Demons,” as well as their role in shaping the audience’s worldview.  
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At all stages of human development, culture and art have been the most powerful forces 

regulating the inner world of society, keeping its dreams and moral standards in balance. The role of 

theater art in preserving and enriching the high qualities of human spirituality is incomparable. After 

all, theater is a sacred place of enlightenment where a person understands himself, is spiritually 

purified, and his thinking is renewed. 

Mahmudkhoj Behbudi’s wise teaching that “Theater is a model, theater is a sermon, theater is 

a literature of influence. Theater is a mirror, in which general situations are instantly embodied and 

manifested, and the deaf and the deaf hear and are created” embodies the enormous power of theater 

art to reform society and lead it towards high ideals. This view is important not only as a stage 

aesthetic, but also as the main criterion for the formation of national identity. The main duty of the 

theater is the socio-spiritual education of the audience. In this regard, its task is to create a moral and 

psychological environment. Art critic S. Kadirova spoke about the educational importance of theater 

art and thinks that “The theater viewer should be educated. If a child is familiar with the theater from 

kindergarten age, then going to the theater will become his passion. It is not necessary to dismiss the 

theater audience, it is necessary to educate them from childhood”. The aesthetic taste and moral values 

instilled in the theater environment from childhood serve as the basis for bringing up spiritually 

mature members of society in the future. 

This task is directly related to the ideological direction of the play. In this regard, the view that 

“Performances should first of all be in harmony with the great works of our people, because art should 

remain impartial, fair and honest in any situation” is considered a priority. The wider the spiritual 

world of the stage creators, the higher the artistic taste, the deeper the complex symbols, 

psychological states and aesthetic metaphors in the play are perceived. 

During the development of theater art, its genre features, whether it is a tragedy reflecting the 

tragic conflicts of the human spirit, a comedy that corrects the evils of society with laughter, or a 

drama embodying social and household conflicts and evolutions in the human psyche, are always 

directed towards the single highest goal, bringing a perfect person to adulthood. Especially during the 

formation of the Uzbek National Theater, education was the main factor. Uzbek intellectuals of the 

late 19th and early 20th centuries considered theater to be the most effective tool for reforming 

society. The play “Padarkush”, staged on January 15, 1914, was not only the birth of our national 

theater, but also a new stage in the education of Uzbek fans. Through this tragedy, M. Behbudi proved 

that wrong education and ignorance lead to destruction, and knowledge and enlightenment are the 

way to salvation. 
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Later, the Uzbek theater, keeping pace with society throughout the 20th century, developed in 

accordance with the social needs of the time. In the early years, the art school performed the task of 

direct education and openly promoting certain moral standards, but over time this method improved. 

In particular, despite the strong ideological pressure on the theater during the Soviet era, its spiritual 

and educational mission did not disappear completely. On stage, concepts such as human qualities, 

love of work and patriotism were conveyed to the people, albeit mixed with the ideas of socialist 

realism. However, since the politics of that time required the audience to be firmly molded, the main 

conclusions in the performances were often presented in a ready-made form, in the style of an “open 

statement”. By the years leading up to independence, in the late 1980s and early 1990s, the theater 

was radically liberalized in content. The desire to restore historical truths, national values, and the 

people’s desire to return to their roots was reflected in art.  

Today, when we think about the role of theater in society and its spiritual and influential power, 

the following thoughts of director Bakhodir Yuldoshev define the social function of theater art: “We 

will someday reach the period of theater reform. The government will one day think about why the 

public consciousness stops developing, whether entrepreneurs have money or not, why they cannot 

exchange ideas about theater and music with foreign partners. 

Theater is a great tool for educating the nation. We will definitely come to this period.” Indeed, 

today we live in a period of understanding the true value of such art. 

The formation of a modern audience is carried out by forcing them to stir up their emotions, 

think and draw conclusions, and most importantly, analyze their own identity. Doctor of Philosophy 

M. Akhmetzhanova stated that “Theater is a powerful educational tool that directly and face-to-face 

affects the psyche of the viewer.” This idea shows that theater is not only a source of aesthetic 

pleasure, but also an active tool in the spiritual and mental development of the individual, once again 

confirming the strategic importance of modern spectator education. From this perspective, the 

educational and spiritual power of theater has manifested itself even in the most difficult and testing 

times. The pandemic conditions that arose in 2019-2020 caused cultural life to almost come to a 

standstill. 

The audience moved away from the stage, theater buildings became empty, and creators were 

forced to look for new formats and solutions in unusual and difficult conditions to continue their 

activities. Even in these difficult trials, the theater did not deviate from its mission, but on the contrary, 

strengthened its educational and spiritual role and continued its commitment to society and the 

audience. Through online performances and virtual performances, the theater maintained contact with 

the audience. In particular, in the conditions of social restrictions and a difficult epidemiological 

situation, the play “The Unhappy Groom”, staged at the Kashkadarya Regional Musical Drama 

Theater, demonstrated the high educational power of theater art in social life in new ways. At the 

heart of this work, written by the representative of Uzbek literature, Abdulla Qodiriy, are themes such 

as human values, restraint of desires, abstinence from extravagance and waste, as well as patience 

and gratitude. “The theater is not a place of admonition. The theater-audience, through entertainment, 

should answer the questions that have bewitched the audience and scratched their hearts.” This play, 

inviting the audience to spiritual dialogue, seeks solutions to their pain and suffering through the 

language of the stage, and combines responsibility in this regard with the director’s interpretation. 

The artist of the Republic of Uzbekistan Isok Turayev, using the “performance within a performance” 

method in the staging of the play, shaped the dynamics of events based on a philosophical concept in 

the national spirit. 

The appearance of the theater troupe on the stage with the opening of the curtain and the 

presence of the only female actress among them clearly reflects the limitations inherent in the social 
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landscape of that time. This work balances historical truth and the aesthetic influence of art in 

educating theater fans. 

Although the appearance of women on the stage was rejected by society at that time, their entry 

into the creative process forms in the viewer a high respect and analytical observation of the 

evolutionary development of our national culture. At the same time, through the melancholic melody 

emanating from national lyrics, the viewer is directed to deeply feel the complex historical path of 

art, its spiritual trials. In the exposition part of the play, the conflict between the troupe leader’s 

decision to disperse the team and the actors’ devotion to art reveals the form of social existence of 

the theater. The actors’ pulling of scenery onto the stage on a heavy wooden cart is not just a technical 

process, but a symbolic expression of the burden of life and a hint at the arduousness of the creative 

path. The “performance within a performance” method, which begins with the installation of wooden 

screens and woven ropes, turns the process of the actor’s entrance into the image of the hero into a 

living reality before the eyes of the audience. This transformation, through the magical power of art, 

discovers new facets of human existence. The lively sounds of the tanbur, gijjak, and daira sounding 

near the stage, while creating the atmosphere, serve as a leading element expressing the characters’ 

spiritual suffering and fateful twists. 

The character of Salih (S. Badirov) at the center of the play is presented as a simple, 

hardworking and loyal person. However, his simplicity and honest work make him fall for the tricks 

of those around him. His uncle Abdurahim (R. Tagniyev) is shown as a slave to his own desires, 

greedy and manipulative. Abdurahim leads his nephew Salih to a crisis through debt and a luxurious 

wedding, which clearly shows the strangulation of human freedom by material interests. Also, the 

indifference and preference of material interests over the natural love between father and child in the 

character of Fayziboy (K. Muzropov) lays the foundation for spiritual destruction for Rahima (M. 

Jumayeva). Fayziboy is ready to sacrifice his daughter’s happiness in order to maintain his social 

status. The tragic climax of the work does not end with Salih and Rahima becoming victims of 

injustice and lust and committing suicide. Perhaps the moment at the end of the play, when the 

“performance within the performance” ends and the actors return to their original state, the main 

character, S. Badirov, dies on stage with the cry “Everything is a lie! Life is a lie!”, indicates that the 

boundary between art and life has completely disappeared. The fact that the wooden cart carrying the 

burden of life at the beginning of the play turns into a coffin at the end is a powerful metaphor that 

symbolizes the tragic end of human destiny in the torment of social vices. Thus, the play “Unhappy 

Groom” encourages the viewer to reflect on national and universal values. 

This aspect is also clearly manifested in the play “Mother earth” staged by director Nigora 

Gaibnazarova at the Syrdarya Regional Musical Drama Theater. These stage works, as one of the 

important directions of the formation of the viewer in modern theater, serve to enrich his artistic and 

aesthetic thinking and expand his socio-philosophical views. The style of symbolism plays a central 

role in the artistic concept of the stage work. 

The scenery and props created by the artist Shukhrat Abdumalikov further enrich the content 

of the performance and transform visual images into philosophical conclusions. In particular, the 

device in the form of a double-decker train, used as the central decoration, is a symbol uniting the 

two vital poles of society. While the wooden beams located on the upper deck of the train symbolize 

the tragic life path of soldiers being sent to war, the lower deck is represented by a house destroyed 

by the war. This vertical solution used by the director skillfully reveals the contradiction between life 

on the front and behind it. 

The “bed” detail in the stage decorations also has a special dramatic meaning. It depicts torn 

and patched clothes of men, women, and children, which serves as a symbol of the difficult fate and 
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endless suffering of those left behind by the war. The three empty frames in the play are interpreted 

as portraits of the main character Tolganoy’s three sons who did not return from the war, as well as a 

symbol of the “black letter” that has entered each house. The static, that is, unchanging, state of the 

scenery throughout the play creates the impression that life has stopped in a time warp due to the war, 

which confirms that war is not only a physical, but also a deeply spiritual phenomenon. Each symbolic 

detail, musical decoration, and visual image in the play serves as a holistic spiritual system, enriching 

the viewer’s aesthetic outlook and enhancing their sense of belonging to national values. 

The success of a stage work and its vivid impact on the audience’s consciousness are 

undoubtedly determined by the skill of the acting ensemble. Art critic S. Kadirova writes about the 

personality of an actor: “The actor must arouse admiration in the audience through his behavior, 

demeanor, character, and relationship with others. Only then will the audience trust him and follow 

him.” If we apply this theoretical view to the interpretation of the central character, Tolganoy, in the 

play “Mother earth,” that is, the performance of the Honored Artist of Uzbekistan, Mavluda 

Mamatillaokhunova, we will see how well the actress harmonizes with the spirit of the heroine. In 

her performance, Tolganoy is not just a woman who experienced the tragedy of war, but a 

generalizing symbol that embodies the pain, suffering and perseverance of an entire generation. The 

play “The Feast of Demons”, staged at the State Drama Theater of Uzbekistan by the People’s Artist 

of Uzbekistan, director Olimjon Salimov, serves precisely these lofty goals and is recognized as one 

of the perfect works that reflects the complex experiences of the human psyche on stage. 

This work, based on the story “Lonely” by the writer Khurshid Dostmuhammad and dedicated 

to the 125th anniversary of the birth of the writer Abdulla Qodiriy, artistically analyzes the fate of 

creative people in the 1920s, the conflict of will and thought under the oppression of the tyrannical 

regime. The play reveals the bitter fate of the intellectuals who fought for justice and truth, and 

summarizes the tragedy of an entire generation through the personality of Abdulla Qodiriy in the 

center. Director O. Salimov used the style of humor and satire in this play as the main conceptual tool 

that reveals the oppression of the tyrannical regime and the tragedy of the era. The tragic 

contradictions of the era are fully embodied through the style of satire, the most acute expression of 

humor, which is embedded in the essence of the work. This approach visually and spiritually imprints 

on the viewer’s mind the brutal repressions that Abdulla Qodiriy was subjected to for his fiery and 

sharp articles in the magazine “Mushtum”. 

In the first appearance of the play, the theater troupe that occupies the stage exposes the false 

image of the tyrannical regime with its satirical performances, steeped in mockery and irony. As they 

convey historical truths that are impossible to say openly through irony and bitter laughter, this style, 

as a unique signature of the director, directly draws the viewer into the whirlpool of events. It is at 

this moment that the appearance of Qodiriy’s figure on the stage shows the tragic and heroic situation 

of the only person among the “demons”. While the clowns hide their rebellion behind laughter, 

Qodiriy, with his strong will, shows them that it is a human duty not to tire of telling them the truth. 

“Because, while watching the play, the audience comes to the conclusion that the tendency to “demon 

feasts” is inherent in human nature. If these aspects are dominant in society, “demons” will be the 

leaders, and it will be natural for there to be massacres in the country that “sell out” each other.” As 

such bitter truths are embodied on stage, the audience not only observes the tragedy of the past, but 

is forced to deeply reflect on the spiritual crisis of humanity and its tragic consequences. The image 

of the poet appears as the only light in this dark environment, calling for national pride and conscience 

to be put above any “demon feasts”. 
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Qodiriy, as interpreted by Honored Artist of Uzbekistan I. Berdiev, is a person who holds his 

conscience higher than the sword of repression, and he instills in the audience a high sense of respect 

and responsibility for the national hero. 

This emotional and psychological tension reaches its peak in the scene where Josiyat Bibi 

appears, performed by Honored Artist of Uzbekistan Madina Tokhtayeva. The image of the mother 

created by the actress appears as the highest example of loyalty and maternal fortitude for the theater 

fan. 

The appearance of the mother, who appears as if from nowhere, between the dream and the 

dream, next to her son, who has become weak and is facing death after 15 days of hunger in prison, 

is the highest psychological point of the play. Here, real reality and the inner spiritual experiences of 

the heroine merge into each other. The mother’s wail, crying for the sight of her child outside, moves 

into the dream, the imaginary world of Kadiriy, who is suffering inside. Josiyat Bibi, performed by 

actress M. Tokhtayeva, creates the image of the nation’s struggling mother through her trembling 

plea. Her cry: “I heard that Abdullah is not eating, my son has declared a hunger strike, why is he 

doing this? I brought food, please let him in. He eats from my hand. Let me see his face, please...” - 

reflects not only maternal love, but also the pain of an entire nation that has suffered injustice. On 

stage, the actress skillfully combines the endless pain of the nation and the strong will of the mother 

in the struggling image of the mother. Noting that the intellectual and spiritual preparation of the 

viewer is of great importance in this process, director Bakhodir Yuldoshev notes: “Theatrical works 

affect only those who have reached the value of art, those who have been educated or want to be 

educated. Such viewers, unfortunately, are a rarity”. 

At this point, the most delicate and vulnerable aspects of human nature are revealed through 

the images of Qodiriy’s close friends – Vose (Samidkhon Lutfullayev), Tojiboy (Suhrob Khurramov) 

and Ashkin (Ilkhom Ochilov). These heroes, defeated in the struggle between conscience and self-

interest under the pressure of the oppressive regime, betrayed not Qodiriy, but their own beliefs. To 

more effectively express this spiritual crisis, the director hangs trumpets around their necks. These 

details are a symbolic “curse of the devil” of lust and betrayal, and they represent a condemnation to 

eternal shame before history. 

The character of Kalvak Maqsum (Polat Normatov) interpreted in the play reveals the 

difference between the simple people of the time and the enlightened intellectual. His understanding 

of Mushtum magazine as a direct physical fist and Qadiri’s warm laughter mixed with pity for him is 

one of the most touching episodes that show how difficult it is to lift a nation out of the mire of 

ignorance. In addition, the unusual actions and wild dances of the character of the cunning 

investigator Agidulin (Shukurjon Sufiyev) bring the atmosphere of the play "Demon Party" to a 

logical conclusion. Artist Sergey Chufarnov's minimalistic scenography helps to perceive Kadiri’s 

fate as a whole with a three-part composition covering the house, the prison and the interrogation 

room. In the final scene, Qadiri’s cry “I am not alone” and the appearance of his family around him 

is a symbolic celebration of spiritual victory.  

“Because Qadiri in the interpretation of the work did not demand freedom from anyone. He 

started independence from himself. Even in prison, his spirit remained free. Iron bars could not take 

away his freedom of heart and thought”. It is this spiritual meaning that reshapes the viewer’s views 

on personal freedom. Therefore, the theater is a sacred place that invites a person to self-realization, 

to deeply feel the spiritual responsibility to history and the future. In conclusion, it should be noted 

that the plays “Unlucky groom”, “Mother earth” and “Demon’s Party” serve as a spiritual stimulus, 

urging the viewer to observe his time and personal life. Forming a theater fan does not mean putting 

him into strict patterns, but rather raising his feelings of humanity and sympathy. Each dependent 
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resistance on the stage reexamines the criteria of justice and honesty in the heart of the viewer. Thus, 

the theater is a spiritual mirror that shows the level of thinking of the nation, and the life lessons it 

gives serve to enrich a person’s worldview and take a worthy place in the social environment. 
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