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The purpose of the article is to identify the features of R. Poklitaru’s interpretations of classical ballets in the context of
the choreographer’s philosophical and ideological paradigm. The research methodology for studying the characteristics of
interpretation of classical ballets on the example of the work of the leading choreographer, founder and artistic director of the
Kyiv Modern-Ballet Theatre Radu Poklitaru is carried out using the following methods: historicism is to identify the features
of cultural and artistic trends of our time, the typological method is to determine the specifics of the interpretation process
in choreographing), the method of stylistic approach is to understand the basics of ballet-master’s choreography). Scientific
novelty. There are well-researched features of ballet classics rendition by R. Poklitaru; analysis of the concept of “interpretation”
in contemporary choreography; the article seeks to conceptualise the innovation of approaches to classical ballets rendition
in the context of the choreographer’s philosophical and ideological paradigm. Conclusions. In the postmodern paradigm of
R. Poklitaru’s work, we found that in his work, the choreographer goes not just by the desire to modernise the classical work,
actualise it by integrating topics understandable to the 21%-century viewer, but the purpose to get the core message, get the
author’s point across a specific context. The choreographer’s philosophical and ideological views determine not only the
ballet transcension classical system and the renewal of the choreographic language but also the expansion and renewal of the
vocabulary of contemporary choreography, its plastic forms for understanding the psychology of human relations. Modernising
the classical ballet theatre in the understanding of R. Poklitaru is a means of enhancing the emotional impact on the viewer.
However, to touch the subtle conception, the artist must be adequate to the time he creates.

Keywords: R. Poklitaru; Kyiv Modern-Ballet; choreography; interpretation; ballet classics; postmodern aesthetics;
contemporary dance

Introduction

Choreography in Ukraine, having integrated into contemporary art, has acquired a new form, meaning
and role, testifying to the high level of dance development as a spectacle, social ritual, leisure activities, etc.,
a true artistic expression representing contemporary art. The prosperous heritage of the past, combined with
the innovation of experimental choreographers and various modern forms, allows dance to remain one of the
most significant cultural phenomena. The re-rendition agenda of well-known classical ballets by contempo-
rary choreographers of Ukraine under the specifics of the noughties’ postmodern aesthetics receives specific
manifestations, which actualises the study of this aspect from the standpoint of modern art studies.

This research is aimed at identifying the features of the process of finding innovative means of the cho-
reographic language of contemporary dance and their integrated combination with the traditions of academic
dance in the context of reinterpretations of ballets of classical heritage on the example of the work of the
leading choreographer, founder and artistic director of the Kyiv Modern-Ballet Theatre (since 2018-academ-
ic), Honoured Artist of Ukraine, winner of the Taras Shevchenko National Prize, People’s Artist of Moldova,
Professor of the Department of Choreography at the Kyiv National University of Culture and Arts Radu
Poklitaru.

The work of one of the leading contemporary choreographers of Ukraine, R. Poklitaru, has been active-
ly attracting the attention of domestic researchers in recent years, who mainly consider it in the context of
productions of the Kyiv Modern-Ballet Theatre, created in 2006. For example, in the publication “Changing
Images in the Carmen Ballet Correlated with World Trends in Cultural Development of the 20" and Early
21 Century” (2013), Ye. Shcherbak highlights some features of the author’s approach of R. Poklitaru to
productions, analysing Carmen. TV ballet (Kyiv Modern-Ballet, 2006); in the article “Integration of Different
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Imaginative Systems in the Work of Radu Poklitaru” (2013), Ye. Zinych considers the vectors of integration
of symbolic systems of various types of art in the performances of R. Poklitaru Pictures from the Exhibition
by M. Mussorgsky, Perekrestok by M. Skoryk and The Power of Fate by G. Verdi, G. Puccini, Camille Saint-
Saéns, A. Boito, A. Catalani, and others. However, despite the coverage of certain aspects of the choreogra-
pher’s interpretation of classical ballets, his interpretation of classical ballet heritage works remains insuffi-
ciently studied and requires detailed analysis.

The scientific novelty lies in the study of the peculiarities of ballet classics rendition by one of the leading
choreographers of Ukraine, the founder and artistic director of the Kyiv Modern-Ballet Theatre R. Poklitaru;
analysis of the concept of “interpretation” in the context of contemporary choreography; attempts are made to
conceptualise the innovation of approaches to reading classical ballets in the context of the choreographer’s
philosophical and ideological paradigm.

Purpose of the article

The purpose of the article is to identify the features of R. Poklitaru’s interpretations of classical ballets in
the context of the choreographer’s philosophical and ideological paradigm.

The research methodology for studying the features of interpretation of classical ballets on the example
of the work of the leading choreographer, founder and artistic director of the Kyiv Modern-Ballet Theatre
Radu Poklitaru is carried out using the following methods: historicism is to identify the features of cultural
and artistic trends of our time, the typological method is to determine the specifics of the interpretation process
in choreographing), the method of stylistic approach is to understand the basics of ballet-master’s choreog-

raphy).
Main research material

The realities of culture-specific elements confirm numerous attempts to modernise the classical heritage
in various art forms based on interpretation of the original artworks.

Researchers define interpretation as a fundamental operation of thinking, giving meaning to any
manifestations of human spiritual activity objectified in a sign or sensory-visual form, emphasising its
specificity-comprehension (decoding) of meaning embodied in various texts and cultural artefacts (Shvyrev,
2001, p. 134).

Concerning choreography, we understand interpretation as a process in which objective systems of signs
pass through the individual’s worldview (choreographer), turning into a subjective system of signs. Since the
worldview is formed due to the symbiotic interaction of an individual’s value attitudes, historical, social and
everyday realities, their diversity determines a variety of interpretations of objective sign systems and their
relativity.

Researchers note that any interpretation of a ballet director’s script is analysed from the point of view
of the figurative proximity of plasticity to the ideological and conceptual content of music (Abdokov, 2009,
p. 78).

According to O. Kirpichenkova, the choreographer can interpret the score in two aspects:

— musical content, which involves imitating the logic of the development of musical speech, preserving
the sequence of bills or using bills, compilations, revision with other musical works; extrapolation of stylistic
features of music to choreography, etc.;

— interpretation of the libretto, which is dissolved in the score, which involves a radical change in the
script (for example, introducing new characters, changing the location of the action and the essence of the
conflict), preserving the basis of the script (for example, changing the characteristics of the characters) or
preserving the script with a change in choreography (Kirpichenkova, 2017, p. 48).

Following the specifics of the current dominant aesthetics of Postmodernism, the desire to revise the ide-
ological and semantic content of the source sometimes leads to levelling the value foundations of the original
artwork. However, in the work of one of the leading choreographers of Ukraine, R. Poklitaru, the ideological
and aesthetic reference point is the criterion of compliance of the choreographic solution with the symbolic
and poetic content, structure and style of the musical score, which, however, do not exclude a radical change
in the plot-effective basis.

An extremely original interpretation according to R. Poklitaru’s vision received one of the most popular
ballets The Rite of Spring by 1. Stravinsky to the M. Roerich’s libretto (one of the key works of art of the
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twentieth century, one of the first plotless ballets, the characters of which were devoid of personal charac-
teristics, because the personality acts, has not yet understood itself; the plot is based on the ancient ritual of
spring pagan sacrifice: a young girl surrounded by elders dances until complete exhaustion to awaken spring,
and dies) (Chumina, 2014, p. 105), whose productions in their own choreography (since 1913, more than
1920 versions) were performed by leading choreographers of the twentieth century as V. Nijinsky (original
choreography of 1913), L. Myasin (1920 version, focused on spatial concepts of dance), M. Béjart (1959 ver-
sion in the style of abstract expressionism), P. Bausch (hyperrealistic version), J. Neumeier (1972 version as
a disturbing message to contemporaries), M. Ek (1984 version in classical Postmodernism), S. Oshima (1995
version), and others.

Ye. Yanina-Ledovska notes that the idea of R. Poklitaru in the process of staging Stravinsky’s The Rite of
Spring ballet (National Opera of Ukraine, 2002) was based on the desire to tell a story about how a little man
strives for personal happiness, “where there is an aggressive, cruel environment that is hostile to any manifes-
tations of independence and sincere feelings of an individual” (Yanina-Ledovska, 2014, p. 220). According to
the researcher, the choreographer is an opponent of conformism, thoughtless obedience to the regime and the
laws of society generated by it — this topic can be significantly traced in a number of his productions.

The story of Cinderella is devoid of charm and theatrical convention, which the choreographer presents in
two versions (to the music of S. Prokofiev and Rossini’s overture to the Cinderella opera, 2005 and the music
of O. Khodosko, 2006). R. Poklitaru moved the central part of S. Prokofiev’s classical ballet of the same name
from the house of his stepmother and sisters. The royal palace to the modern house of evil belongs to her step-
mother. The main character works in it as a cleaner. It gradually turns into a part of this world, and the prince
is a rich and capricious client, for whom his guardian chooses a “girl for entertainment” (Cinderella). Inspired
by the cinema of the early twentieth century, Hollywood melodrama and the specific atmosphere of the “pleas-
ure district”, the choreographer, in collaboration with artists A. Ipatieva and A. Zlobin, creates not a realistic
performance but a fantasy performance in the aesthetics of The Times of Marilyn Monroe and the heyday of
pin-up, presenting his vision of the Cinderella story about how a poor, offended, but kind and honest orphan
meets his beautiful prince as a kind of personification of universal justice — that even a person who has
nothing from birth, can achieve everything in life solely because of his personal qualities and spiritual beauty.

In the Carmen opera by G. Bizet, R. Poklitaru turns twice, having staged Carmen and Carmen.TV ballets
based on its motives in 2001 and 2006. The choreographer departs from the classical interpretation of the love
story of a passionate gipsy woman, presenting, based on traditional musical material, an innovative vision.
The main character in the production of R. Poklitaru becomes a pious peasant Micaéla — abandoned José,
who sits on the front stage in front of the TV throughout the performance, suffers and hopes for the return of
her beloved, and at key moments approaches the actors frozen in uncertain poses and changes their posing
and/or gestures, thereby making fateful turns of events that move the plot towards the denouement that she
wants herself. So, it is she who pushes the Iustful Carmen, who flirts with José and Escamillo during the stage
action, to death (José kills her while performing a Spanish dance), and she leads her lover by the arm to the
TV. According to the researchers, the director managed to update the plot as much as possible for the modern
viewer while maintaining the atmosphere characteristic of Spain of the century before last.

In the interpretation of R. Poklitaru, one of the most famous classical ballets, P. Tchaikovsky’s Swan
Lake (V. Begichev’s libretto) is a tragic story about the meaninglessness of the struggle in general and with
oneself in particular. The director changes the plot, transforming the classic fairy tale about a prince who fell
in love with an enchanted girl into a parable about the impossibility of living contrary to his nature, breaking
the central conflict — the transformation of a man into a swan. Stolen from a flock baby swan, turned by the
evil genius Von Rothbart into a charming young man Siegfried, lives in the black castle among a retinue of
depraved and half-drunk courtiers and buffoons and remembers his past only in dreams — mirages inspired
by a narcotic potion, in which he swims around the lake with beautiful birds with white wings and the most
charming of them — Odette. In reality, Siegfried grows up with the gothic royal Odile, and after reaching
military age, he becomes one of Rothbart’s soldiers, who leads his army, hunting/fighting swans.

According to the philosophical and ideological views of R. Poklitaru, the interpretation and staging of the
drama require inner laughter, which is healthy ideas about life.

However, unlike the classic close, it is full of tragedy: realising the impossibility of his own life in some-
one else’s body, Siegfried makes his first and last triumphant flight and is killed by hunters.

In 2007, R. Poklitaru performed one of the most famous classical ballets — P. Tchaikovsky’s The Nut-
cracker, defining the genre of the production as a phantasmagoria ballet for adults. In the choreographer’s
interpretation, the Nutcracker turns from a children’s fairy tale into “a dream in a dream”, which the beggar
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Marie saw when she froze to death under the windows of the rich Stahlbaum’s house. The love conflict con-
ceived by R. Poklitaru is extremely psychologically complex — a girl who was deprived of parental love falls
in love with the old hypnotist Drosselmeier. He, suffering from the immorality of his attraction to her, creates
his clone at a young age (The Nutcracker) and watches them throughout the stage action, suffering from
jealousy, daring to replace him only in the decisive scene of the performance: during the wedding with Nut-
cracker, at the moment of realisation of Marie’s dream, under the P. Tchaikovsky’s wedding adagio, a bride is
kissed by Drosselmeier, and the dreamy beggar falls into eternal sleep.

R. Poklitaru’s interpretation of the Giselle ballet by A. Adan (October Palace, Kyiv, 2016) is full of phil-
osophical understanding of the theme of love and betrayal and faith in the power of the human spirit, which
supports during the hard knocks. Unlike other classical ballets, the libretto of the fantastic ballet in two acts
T. Gaultier’s Giselle, or The Wilis (original title) was considered by the director, not as the primary source
based on which he creates his own story — the ballet about a destitute child of an urban, who dreams of real
big love has a typical storyline with the original, but as a result of modernisation, peasants, squires and wilis
turned into bikers, prostitutes and punks. In the version of T. Gautier, which was based on the belief about
Willis (dead dancers — young brides who died before the wedding, but at night they get up from their graves
and dance in the moonlight dressed in wedding dresses), recorded by H. Heine in the Florentine Nights story
and the V. Hugo’s Phantoms poetry, a village girl Giselle falls in love with Albert, goes crazy because of in-
fidelity and dies, once in the other world. However, according to the creative vision of R. Poklitaru, modern
Giselle is deprived of access to the idealised world of deceased souls, and her fate is more terrible because of
hopelessness and the inability to get out of the gap of poverty.

Theorising the peculiarities of interpretation of classical ballets by R. Poklitaru, we note the features
typical of his productions:

— unique aesthetics of plastic spectacle and integration of elements of symbolic systems of various types
of art into the gist of the production;

— perfect sense of musical accents, each of which gets a plastic reflection;

— unique dance vocabulary, which the choreographer creates due to the breadth and diversity of his dance
style, without denying any of the existing types of dance (elements of contemporary dance are combined with
ballet classics, such as in the Cinderella ballet by S. Prokofiev, neoclassical and contemporary), complex
technique movements and interesting lifts (for example, Swan Lake is built mainly on movements above the
stage);

— parody and irony, inspired by the tradition of classical productions; entertainment, humour and satire,
masking the tragedy of the situation because the final productions of the choreographer in his interpretation
usually do not change, only strengthening with various expressive means (from the type of construction of the
performance, choreographic text, consisting of solo and ensemble forms of multiple dance types and charac-
teristics, to the interaction of choreographic and musical arrangements, plastic idea, philosophical meaning of
choreographic images, etc.);

— personification in the image of a certain character of fate, supreme or dark forces that determine and
direct the actions of the characters and, accordingly, sequence of acts (for example, Micaéla in the Carmen.
TV ballet, Drosselmeyer in The Nutcracker, Rothbart in the Swan Lake ballet);

— create your own story based on the source (classical ballet libretto);

— strengthening the philosophical content of the plot using choreographic vocabulary, plastic expressive-
ness, stage solution, costumes, props, etc.

Conclusions

In the context of the Postmodern paradigm of creativity, R. Poklitaru seeks not only to stage the ballets in
the technique of classical dance, developing his choreographic texts but also significantly changes the plots,
which is due not so much to the desire to modernise the classical work, actualising it by integrating topics
and twists and turns for the 21%-century audience, as to convey the main idea, to convey the author’s view
a specific situation.

The choreographer’s philosophical and ideological views determine the ballet transcension classical sys-
tem and the renewal of the choreographic language and the expansion and renewal of the vocabulary of con-
temporary choreography, its plastic forms to try to understand the psychology of human relations. Modernis-
ing classical ballet theatre in the choreographer’s understanding enhances the emotional impact on the viewer.
However, to touch the subtle conception, the artist must be adequate to the time he creates.
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IHTEPIIPETALIA BAJIETIB | Biryc Onbra OneriBua
KJIACHUYHOTI'O CIIAAKY | Kanouoam mucmeymsosnascmea, doyenm,
Y TBOPYOCTI PAAY NNOKJIITAPY: | Kuiscoxuii nayionanonuii ynisepcumem
OLIIOCOPCBKO-CBITOIIIAAAHA | xyromypu i mucmeyms,
MMAPAIMT'MA MOJIEPH-BAJIETY | Kuis, Vkpaina

Mera cTarTi — BHSBHTH OCOOIHBOCTI aBTOPCHKUX iHTEpIIpeTartiil 6aneriB kitacuaroro cranky P. [Tokiitapy B KOHTEKCTi
¢inocohchko-CcBITOMISITHOT MTapagurMu OanerMeiictepa. MeTomomnoris JOCTiKEHHS 0COOMMBOCTEH iHTEpIpeTalii OaneriB
KJTaCHYHOTO CIIAJIKy Ha MPHKIAJi TBOPYOCTI MPOBIIHOrO OaneTMeiicTepa, 3aCHOBHHMKA Ta XyIOKHBOTO KEpiBHUKA Tearpy
«KwuiB moznepH-0aner» Pany Ilokiitapy 3aiiicHeHa 3a JOMOMOTOI0 TaKMX METOJIIB: icTOpu3My (IU1sl BUSIBIIEHHS 0COOIMBOCTEN
KyJBTYypPHO-MUCTEIIFKUX TEHACHIII Cy4acHOCT1), TUIIOIOTIYHOTO METOY (A1 BU3HAYEHHS CIIeIM(iKH IPOoIecy iHTeprpeTanii
B XOpeorpa(iyHOMYy MUCTEITBi), METOAY CTHIBOBOTO IIAXOAy (AT pO3YMIHHS 3acaa OaleTMeHCTepCchKOl AisIBHOCTI
xopeorpada). HaykoBa HOBH3HA. PeTenpHO MOCTIDKeHI OCOOMHMBOCTI mpounTaHHA OaneTHoi Kiacuku P. [lokmitapy;
NIpOaHalIi30BaHi TMOHATTS «IHTEpIpeTauis» B KOHTEKCTI Cy4acHOTo XopeorpaiuHoOro MHCTELTBa; 3poliieHa crpoda
KOHIICTITYaJli3yBaTH HOBAaTOPCTBO MIIXOMIB JO MPOYUTAHHS KIACHYHUX OalieTiB y KOHTEKCTi (PiI0COMCHKO-CBITOMISIHOT
napaaurmu Oanermeiicrepa. BuCHOBKH. Y paMKax MOCTMOAEPHICTCHKOI mapaaurmu tBopyocrti P. [TokiiTapy BcTaHOBHIH, 10
y BIACHIH AisUTHOCTI X0peorpad KepyBaBcs He CTUIBKY Oa’KaHHSIM OCYYaCHUTH KJIACHYHUH TBIp, aKTyalli3yBaTH IHTETPYBaHHIM
3po3yMiTHX mragady XXI CT. TeM, CKUTBKH METOI0 TOHECTH OCHOBHY i7I€I0, TIepeaTH aBTOPCHKY MO3HIII0 MO0 KOHKPETHOI
curyanii. ®imocodcrKo-CBITONIAIHI TOTIAIN OaneTMecTepa 3yMOBIIOIOTE HE JIMIIE BUXiJ OaIeTy 3a MEXi CTPOTrO BHBipEHOT
TUIACTUYHUX (HOPM JUISt OCMHUCIIEHHS TICUXOJIOT i JIFONCHKUX CTOCYHKIB. OCy4acHeHHS KJIACHYHOI CIIaJIMHN OaNeTHOro Tearpy
B po3yMmiHHi P. [Tokiitapy — e 3acid nmocuieHHs! eMOLIHHOTO BIUIMBY Ha IVIsijlada, i 11100 JOTOPKHYTHUCS JI0 TOHKOTO ILIaHY,
MHUTELb Ma€ OyTH afieKBaTHHI Yacy, B IKOMY TBOPHTb.

Knrouosi cnosa: P. Tlokmitapy, «KuiB momepH-Oanmer»; Xopeorpadis; iHTepmperaris; OaneTHa KIacHKa; €CTETHKA
MOCTMOJIEPHY; Cy4acHUi TaHeUb
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UHTEPIIPETALUS BAJIETOB | Buryc Onbra Onerosna
KIJACCHUYECKOI'O HACJIEAUSA | Kanouoam uckyccmeosedenus, doyenm,
B TBOPUYECTBE PAY INOKJIMTAPY: | Kuescruii nayuonansnwiii ynueepcumem
OUNJIOCODPCKO-MHUPOBO33PEHUYECKAS | xyromypor u uckyccms,
MAPAIUTMA MOIEPH-BAJIETA | Kues, Ykpauna

Lens cTaTb — BBIIBHTH OCOOCHHOCTH aBTOPCKHX WHTEpHperanyii 6anetoB kiaccmdeckoro Hacmenus P. IToxmurapy
B KOHTeKcTe (priocoCcKo-MHPOBO33pEHUECKOI MmapamurMel OanerMeiictepa. MeTomoNIOTHs HCCIENOBaHN OCOOCHHOCTEH
HHTEpIpeTany OaleToB KIACCHYSCKOT0 HACIEIHs Ha MpUMEpe TBOpPUYECTBAa BeMyIIEro OaieTMeiicTepa, OCHOBATENs
U XyJIO’)KECTBEHHOTO pyKkoBoxutens Tearpa «KueB monepu-6aner» Pany [loknmurapy ocyniecTiieHa ¢ OMOIIBIO CIIEAYFOLINX
METOJIOB: UCTOpH3Ma (ISl BBISBICHHSI OCOOCHHOCTEH KYJIBTYPHBIX TEHIEHIMH COBPEMEHHOCTH), TUIIOJOTHYECKOTO METOAA
(nuist ompezeneHust CreNU(UKK Tpoliecca MHTEPIPETAMU B XopeorpauueckoM MCKYCCTBE), METO[a CTHIIEBOrO IOIXO0/a
(1 TOHMMAaHMS OCHOB OajeTMeiicTepckoil nesTenpHOCTH Xopeorpada). Haydunas nHoBu3HaA. TmiaTenbHO HCCIICIOBAHBI
0COOEHHOCTH TIpOUTeHUs OaneTHol kimaccuku P. TlokimTapy; mpoaHaIn3MpOBAHBI TIOHATHS «HHTEPIIPETAINSD) B KOHTEKCTE
COBPEMEHHOTO XOpeorpaduueckoro HMCKycCTBA, MPENNPHHATA IOMBITKA KOHIENTYalIN3MPOBATh HOBATOPCTBO IIOIAXOIOB
K IPOYTEHHUIO KJIACCHYECKHX 0aJeTOB B KOHTEKCTE (DHI0CO(CKO-MIPOBO33PEHUECKOM MapaurMel OanermeiicTepa. BeIBoIbL.
B pamkax mocTmonepHHCTCKOW mapaaurMel TBopuectBa P. [Tokiurapy ycraHOBHIH, 4TO B CBOEH AESTENBHOCTH Xopeorpad
PYKOBOJCTBOBAJICS HE CTOJBKO JKEJTaHHEM OCOBPEMEHHTH KIIAaCCHYECKOE TPOU3BEICHNE, aKTyaTM3UPOBaTh HHTETPHPOBAHHIEM,
MIOHATHBIM 3puTeinto X X1 BeKa, a CKOIbKO JOHECTU OCHOBHYIO HJIEH0, IEPEAATh aBTOPCKYHO ITO3ULIMIO 110 KOHKPETHOM CUTYaLUH.
dunocodcro-MAPOBO33peHUECKHE B3B! OameTMelicTepa 0OyCIOBIMBAIOT HE TOJNBKO BBIXOZ OajieTa 3a Mpeneibl CTPOro
BBIBEPCHHON KJIACCHYECKON CHCTEMBI 1 OOHOBIICHHUS XOPEOTpapIecKOro sS3bIKa, HO M PACIIUPECHUS H OOHOBICHUS JICKCHKA
COBpPEMEHHOH XopeorpaduH, ee IacTHIecknx (HopM Uil OCMBICICHUS TICHXOJIOTUH YeI0BeYeCKHX oTHomeHuH. [Ipunanue
KJIacCH4YecKoro Hacnequsi OajeTHoro Tearpa B moHuManuu P. Tlokmurapy — 31O cpeacTBO yCHIIEHHS SMOLMOHAIBHOTO
BO3JICUCTBHSI HA 3PUTEIS, U YTOOBI IPHUKOCHYTHCS K TOHKOMY TIIaHy, Xy/IOKHUK J0JDKEH OBITh aIeKBaTeH BPEMEHH, B KOTOPOM
TBOPUT.

Knrouesvie cnosa: Pany Tloxkmmrapy; «KumeB momepH-OaneT»; xopeorpadusi; WHTEpHpeTarus; OaneTHas KIACCHKa;
ACTETUKA TIOCTMOIEPHA3MA; COBPEMEHHBIH TaHEeI]
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