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Abstract

The article explores the work of Vagif Ibrahimoglu as a point of bifurcation of the theatre cultures of East
and West and notes that from the very beginning of theatrical activity East and West constituted a single
whole in the work of Ibrahimoglu. Vagif Ibrahimoglu before the creation of the YUG theatre, as well as in the
performances of this theater has been using theatrical forms of the East, he managed to harmonize them
with the European type of theatre of the West.
In the article the performances “Son”, “Key”, “Way”, “Oar”, “Shalom from Kafka” are considered as works
based on theatrical traditions of folk culture of performing art, on the verge of ethnic culture with Western
culture, as well as best practices of the world theater process.
The article notes that the first performance of the YUG Theatre “Salam” based on the poem “Heydar Babaya
Salam”, which is the theatre’s creative manifesto, was tuned to the aesthetic codes of the “yug” ritual, which
also used the elements “mersiye”, “teziye”, “mezdeke” and the art of ashigs.
The article also provides information on the theater poetics of “psychosophy”, developed by Vagif
Ibrahimoglu, examines the vagueness of the East—West paradox in the essence of this poetics.
Key words: East, West, culture of performance, poetics, conceptual art directing, yug.

Introduction know Vagif Ibrahimoglu’s attitude toward

In Vagif Ibrahimoglu’s creative activity the East—West. For him there wasn’t a
East and West were was knotted together serious confrontation between East and
at the East and West. Actually, for better West. It means that, for Vagif Ibrahimog|u
understanding the subject, we need to the East and the West didn’t contradict
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each other, they weren’t like the polar
concepts of night and day, good and

evil, regress and progress. “For him East
and West were two sides of a medallion.
They complete each other. Anyway, Vagif
Ibrahimoglu advocated convergence
between the East and the West, not
confrontation. In the the works of Vagif
Ibrahimoglu the East—West paradox is
solved from this aspect. Because, at first
glance, the paradox is only a strange,
inconsistent and controversial view of
ideas, judgments, situations or events. [1,
pp. 418 - 420]

Unlike some Western artists, East
attracted Vagif Ibrahimoglu with its
spirituality, not his exoticism. Exotic view
is only possible from the outside. The
essence of the human being cannot be
regarded as exotic.

Methods

It is not easy to determine the distance
between Vagif Ibrahimoglu as a creative
person and the East and the West. First of
all, we are talking about a living person,
not a scientific category. The person who
is in the living process is a transformative
one. A “person’s thoughts, preferences,
and essences” change within him. [3]
Therefore, all the considerations we
make when we speak of the East—West
bifurcation in Vagif Ibrahimoglu’s creativity
are relative, not necessarily. As the
corporeal body can move either linear or
wavy after the point of bifurcation, it is not
possible to predict in advance whether
Vagif Ibrahimoglu would move a straight
line (straight, West) or a wave (East).

We can only establish the fact that from
the time he began his career as a director,
the East and West have always been in
unity with Vagif Ibrahimoglu. Maybe we
can talk here more about symbiosis than
bifurcation.
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Results

Vagif Ibrahimoglu still used Eastern
theatrical forms during his pre-YUG
activities, and was able to integrate them
with the Western—European theatre
model. In the performances, such as
“Chain”, “One’s going to plateau”, “Act
is going”, “Long live the Sun”, staged in
the Experimental Studio and Educational
Theatre, there were used different forms of
street performances in the East in the field
of theatre in, “ashuq” (minstrel) art.

But in the YUG Theatre this process is
moving to a new phase. The YUG Theatre of
Vagif Ibrahimoglu was created at the point
where the East and the West converged.

The main factor that characterizes YUG
is that the theatre addresses the national
artistic thinking, theatrical traditions
derived from the folk play—performance
culture, and combines these traditions
with the best practices of the world
theatre process. All the performances on
this stage can be seen in the elements
of national play—performance culture. In
fact, the name of the theatre also serves
as a coding factor for its major creative
lines. Itis well known that “yug” is one
of the earliest Turkic rituals and can be
regarded as a model of YUG Theatre
performances. Yughs were the ceremony
of commemoration of the ancient Turks.
Before islam in Azerbaijan at the funeral
of brave people for memory of the famed
warrior, professional fencers, musicians,
singers, groups of men and women
took part in this ritual. "Yughchu” group
remembered the deceased, told and show
off his life. The philosophy of the “yugh”
ceremony can be perceived as a challenge
to death. [2, pp. 348 — 391] According
to some sources, in the cemetery, after
burying the dead, people’s making a love
was understood to undermine the absolute
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death and destructive power of the newly
created life.

V. Ibrahimoglu, who thought of his
mission as creating national theatre poetry,
in the first performance of YUG Theatre
“Salam” used the forms of East epic
theatre, folk play—performance elements.
Mainly , the stage works, embedded in the
aesthetic codes of “yugh” ritual, used the
elements of folk play—performances as
“mersiye”, “teziyye”, “mezheke”, and as
well as elements of ashug art.

Discussion

The performances of “Son”, “Key,” and
“Heaven” were staged on ethno-culture,
but they were extremely modern. Modernity
was evident in both the director’s
interpretation and the performing style.
This performances combined in the organic
way by the director the traditional theatre
forms, street theatre with its carnival
aesthetics, ashug art with elements of
modern Western theatre cutting-edge
trends, were skKillfully coordinated with the
actual problems of the present. [3]

Itis enough to look at the theatre’s
repertoire at that time to see the director’s
desire to create a national theatrical
poetry with performances based on
classical Oriental poetry and mythical
heritage. But Ibrahimoglu, who was always
looking for novelty and considers every
performance as a springboard to the
next level, was not content with it and,
although paradoxically, he began to look
for new ways of creating national theatre
poetry in new tendencies of Russian and
European theatre. If the director was
looking for the ways to create a true ritual
theatre on ancient texts and classical
poetry, we can see that as of 1994,
his directorial search led him in a new
conceptual direction. As Jerzy Grotowski,
V.[4, pp. 198 — 220] Ibrahimoglu refused

the ritual to reach it. In his theatre search
turned not to classical poetry, folklore

as an excuse, but to one of the newest
examples of modern Azerbaijani drama —
the plays of Kamal Abdulla and staged a
performance “One, Two, Our” (the words
of children playground rhyme).Famous
singer Alim Gasimov participated in the
“Way” performance, based on M. Fuzuli’s
“Hagigatus—Suada” poem. The text ofthe
poem was shared between the actor

and the singer with the mirror principle.
Actor Mammad Safa was presented as a
leader, narrator. Alim Gasimov acted as a
mercenary. The performance, which was
made in accordance with the principle

of assembly, which has a special place

in oriental culture, was minimized. The
spectacle of the Divine Revelations
focused on meditation. About ten years
later the director applied to Storyteller
theatre aesthetics and on 10th of February,
2006 he presented a new performance
“He remained silent”, based on Sugoro
Yamamoto’s “Hairy crab” and “Dried tree”
stories and on the principle of narrating.

Actors, as it was told about Chekhov’'s
characters “came, talked and went”. Only
four times throughout the performance —
the players, standing up in the passage
and performing various nonsense chants,
sat down on the stage, quietly telling the
stories of Yamomoto. [5]

The director used the synopsis
experience of the Western theatre’s latest
achievements in the "Vesl” (“I, Muhammad
Fuzuli...” theatre project), based on the
works of Muhammed Fuzuli, considered
one of the peaks of the Eastern poetry.

[6] He refused drama and prepared a
performative action, a characteristic
feature for western theatre. The play
“Shalom from Kafka”, based on the works
of Franz Kafka, one of the most brilliant
representatives of 20th century European
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literature, solved the shamanic spirit call
and the ritual of “yugh”. This performance
was to a certain extent, the western
“Kafka” of the east.

V. Ibrahimoglu tended to national roots,
but he was very sensitive to Western
theatre experience, as well. He had been
following trends in the world theatre and
trying to introduce exciting innovations
to the national theatre. Since the mid-
1990s, the effects of postmodernism
have been evident in YUG Theatre
performances. It was a time when not only
postmodernism, even modernism weren’t
accepted in the theatre. Everything apart
from classical art regarded as speculation,
antic. At that time, Ibrahimog|u tried to
eliminate the old theatre thinking and to
form a completely different world of art,
with the idea of palimpsest.

YUG Theatre in 1990s is possible
to be considered as a testing area for
new theatre ideas. Interested in the
trends of Western theatre, Ibrahimoglu
applied to the experience of performative
action and installation in the 90s. In
1995 he presented “Stone. Horse.
Woman” performance was based on
the installations of Teymur Daimi. In this
action actresses Mehriban Zaki, Gulzar
Gurbanova, Sonakhanim Mikayilova, Nelya
Sadovskaya, Afet Hajigizi, Yagut Pashazade
and Natavan Geybullayeva took part as
performers.

Vagif Ibrahimoglu's “Psychosof”

References:

theatrical peotry also arose from the
synthesis of Eastern and Western theatre
thinking. The basis of V. Ibrahimoglu’s
method of working with actors is the “fuzzy
set theory” (Lutfi Zade). This framework
defines the time and place, aims,
objectives, and means of the mediator’s
(actor’s) existence in the context of
PSYCHOSOF poetry. [7]

Conclusion

Psychosophical theatre poetry is so
modern and relevant that it is far from
canonization and dogmatism, open to
any development and interpretation. This
poetry is not focused on the actual issues
of the modern era, on the conventional
themes, but on the highest, most universal
understanding of humanity and the
human spirit. But the spirit has no age,
no nationality, no time. In this sense, this
poetry can become a part of the world
cultural universum. This universality gives
psychosophical poetry a longevity and the
potential to spread, understand, and be
recognized in a wider range. Because the
main material of Ibrahimogl|u’s poetry is
the human spirit, and the human spirit is
the masterpiece of the director’s creativity.
According to the director, the main focus of
performing arts is to influence the human
spirit, to enter into a spiritual contact with
the audience, and to let the soul relate to
what it sees. The Spirit neither knows the
East nor the West.
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3. Axadapos
O3ipbatixaH Pecrniybrniukacbl MadeHuem xXoaHe eHep yHU8epcumemiHiH OKbIMyubIChbl
(Baky, ©3ipbatixaH)

WbIFbIC NEH BATbIC TEATP MBAEHUETIHIH BUDYPKALIUA HYKTECI PETIHAE BATU®
UBPArMMOIY WbIFAPMALLBbUIbIFbIHBIH AJIATbIH OPHbI

AHparna:

Makanaga Barnd M6parnmorny wiFapMauwbinbiFbl LUbiFbIC NeH BaTbICTbIH TeaTp MOAEHMETIHIH,
OudypKaLns HYKTeci peTiHae 3epTrenedi »aHe LbiFbic neH baTbic M6parMMornyHblH TeaTp KbI3BMETIHIH,
6acblHaH 6acTan WhiFapMallblibIFbiHAG 6ipTyTac 60MFaHAbIFLI Aa alTbinagsl. Barnd U6parnmorny MYT
TeaTpblH KypFaHfFa AewiH, COHAan-aK atanmblll TeaTpablH cnektaknbaepinae WbiFbicTblH TeaTp dopmanapbiH
bBatbICc TeaTpbIHbIH, eyponasbiK TUMiHE COMKeCTEHAIpe anfbl.

Makanaga «CbiH», «Kntou», «[yTb», «lLlanom oT Kadbku» cneKktaknbaepi 6atbic MOAEHUETIHIH, biIKNasbl 6ap
3THO-MBAEHMWET WeETriHAe TYPFaH OpbliHAAQYLWbIIbIK OHEPAIH XablK MOAEHWETIHIH, A9CTYpPEpiHe, COHAaN-aK
aNeMAiK TeaTp YPAICiHiH 03blK ToXipnbeciHe Heri3aenreH wWwoiFapmanap peTiHAe KapacTblpbliaibl.

Makanaga «[pusetcTue leitaap6abe» N0aMachIHbIH Heri3iHae caxHanaHFaH «Canam» cnektakni MYT
TeaTPbIHbIH, WbIMbIIAbIFbIH TYPreH anfallKbl }XoHe eHep OLlaFblHbIH, WblFapMallblibliK MaHudecTi 60sFaH
KOMbIIbIM PETIHAE «AYyr» PUTYasbIHbIH, 3CTETUKAbIK KOAblHA HET3[E/INEHIH XaHe OHa «MEPCUNEr, «TE3UNE»,
«ME3XEeKe» MEH allyrTep eHePiHiH aNeMeHTTepI Ae KoNAaHblIFaHbl anTblnagbl.

CoHpavi—ak, Mmakanaga Barnd N6parnmorny agipnereH «ncnxocodus» TeaTpiblK NO3ITUKAChI Typasibl
aknapart 6epinegi, ocbl NO3TUKaHbIH HeridiHae LUbliFbic-baTbic Kapama-KanllblbIFbIHbIH, €KiYWTbINbIFbI Ad
KapacTblpblnagbl.

Tipek ce3pep: LLbiFrbic, BaTbic, oMHay-coMaay MOAEHMETI, MO3TUKA, TYXKbIpbIMAAMalbIK peXunccypa, nyr.

3. AxxkadapoB
lpenodasamens MHcmumyma Kynbmypbl u uckyccmea Pecriybriuku AzepbatixaH
(Baky, AsepbalixaH)

TBOPYECKASAl PABOTA BATU®A UBPAXUMA KAK TOUYKA BUDOYPKALIUU 3ANAAHBIX
U BOCTO4YHbIX TEATPOB

AHHOTauMA

B ctatbe uccneagyetcs TBopyecTBo Baruda Méparnmorny Kak Touka 6udypKaLumn TeatpasibHbIX
KynbTyp BocToKka 1 3anaga v oTMedyaeTcs, 4TO C caMOro Havyana TeatpasbHOM AeaTenbHOCTU BOCTOK M
3anapg cocTtaBnsnu eanHoe Lenoe B TBopyectse Méparumorny. Barnd Méparnmorny 4o co3gaHus Teatpa
MYT, a Tak»Ke CNeKTaKnax aToro TeaTpa UCMoNb30Ban TeaTpasnbHble GopMbl BocToKa, cMor cornacoBatb
X €BPOMENCKMM TUMOM TeaTpa 3anafa. B ctatbe cnektaknu «CbiH», «Kntoy», «[lyTb», «Becn», «Llanom
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oT Kadkun» paccMaTpmBaloTCcsl Kak NPoOM3BeLEeHNS OCHOBaHHbIE Ha TeaTpasibHbIX TPAAULMAX HAPOAHOM
KYNbTypbl MICMOSIHUTENIbCKOIO MCKYCCTBA, CTOSAILLME Ha FPaHM 3THO—KYbTYPbl C 3aMagHOM Ky/bTYPOW, a TaKKe
nepeaoBOro onbiTa MMPOBOIO TeaTpasibHOro NpoLiecca.

B cTaTbe 0TMeyaeTcs, 4To NepBblit cnekTakab Teatpa MYT «Canam» Ha OCHOBE NMo3aMbl «[IpUBETCTBUE
[enpapb6aber, ABNSIOWNNCH TBOPHECKMM MaHUdecToM TeaTtpa, Obll HACTPOE Ha ACTETUYECKME KOAbl pUTyana
«Ayr», rae TakXKe 6bln NCNOJIb30BaHbl 3/1IEMEHTbI «MEPCUIMEe», «TE3UNE», «<ME3XEKE» U UCKYCCTBA alllyroB.
ABTOpPOM B cBOeK paboTe pacCKa3dbliBaeT 0 TeaTpasibHOM MO3TUKE «Mcnxocodus», pasdpaboTaHHas Barndpom
M6parnmorny, paccMmaTpuBaloTCsi pacnibiB4aTOCTb NapafoKkca BocTtok—3anaj B CyTv AaHHOMW MO3TUKM.
KnioueBble cnoBa: BocTok, 3anag, KynbTypa Urpbl—WUCNoIHEHUS, MO3TUKA, KOHLUENTyaNbHas pexuccypa, nyr.
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