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The purpose of the research is to reveal the features of the development
of modern dance in Ukraine in the period from the late 1990s to the beginning
of the 2010s. Methodology: historical-chronological and biographical
methods, stylistic analysis, and semantic analysis made it possible to carry out
scientifically objective research. Scientific novelty: for the first time a wide
range of phenomena in the development of modern dance in Ukraine has been
systematized. Conclusions. As well as in other countries of the post-Soviet
space, during the 1990s, the phenomena of contemporary dance in Ukraine
took place in the context of information hunger and conceptual confusion. In
the conditions of the conservative state of professional theatrical dance, until
the 1990s, the hubs of the plastic experiment were sports, drama theater and
children’s dance. Clarity and certainty of the directions of the development of
contemporary dance in Ukraine began to appear only after a number of dancers
passed through training courses of European and American teachers. The most
noticeable and stable phenomenon in the researched field since the mid-2000s
was the activity of the theater “Kiev Modern Ballet”. The fact that the work of
this theater in its aesthetics is much closer to ballet art than to contemporary
dance is indicative. Similar facts can be observed during the development of
contemporary dance in Eastern Europe in the 1980s — the 1990s. This stage of
the research prepares the study of the work of Ukrainian dancers beyond the
connection with the ballet theater, and in the context of the development of
Western contemporary dance.
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Merta nocJiizKeHHs1 — BUSIBUTH OCOOJUBOCTI PO3BUTKY CYyYacCHOTO TaHIIO B
VYkpaini y nepion 3 kinug 1990-x o nmouarky 2010-x pokiB. MeTom0J10risi: iCTOPUKO-
XPOHOJIOT1YHHUIA Ta O10TpadiuHMil METOU, CTUITICTUYHHH aHalll3, CEMAHTUYHUHN aHai3
JI03BOJIUITY MIPOBECTU HAYKOBO 00’ €KTUBHE AociikeHHs. HaykoBa HOBU3HA: BIiepIe
CUCTEMATH30BaHO TUPOKE KOJIO SIBUIIT Y TTPOIIEC1 PO3BUTKY CYy4aCHOTO TAHITIO B YKpaiHi.
BucnoBku. Tak camo, K 1 B IHIIMX KpaiHax MOCTPAISIHCHKOTO TPOCTOPY, MPOTITOM
1990-x pp. siBUIIIA Cy4aCHOTO TAHITIO B YKpaiHi Bi10yBaJIMcs B yMOBax iH(OpMaIliitHoro
roJIOAYy Ta TOHATIWHOI MIyTaHWHU. B ymoBax 3akoHCEpBOBAHOCTI TpodeciiiHOro
TeaTPaJIbHOTO TaHIIO 10 1990-x pp. MPUXHUCTKOM IUIACTHYHOTO €KCIIEPUMEHTY OyiH
CIIOPT, IpaMaTUYHUN TeaTp Ta IUTAYUN TaHellb. SICHICTh Ta BUSHAYEHICTh HAMPSMKIB
PO3BUTKY CYYaCHOTO TaHIIO B YKpaiHi Modayia MPOSIBISATUCS TIIBKU TOM1, KOJH JEsKI
TaHIIBHUKU MPOUIIUIA KypCHU HAaBYaHHS B €BPOTNEHCHKIX Ta AMEPUKAHCHKUX BUKJIA 1aviB.
Hait6ip1r moMiTHUM Ta CTaOLIBHUM SBHINEM Y JTOCTIHKYBaHIA MapwHI 3 CepeauHu
2000-x pp. crana aisuibHICTB TeaTpy «KuiB mogepu-6aner». Toi axT, 110 moCTaHOBKH
IILOT'O TEaTPy 3a CBOEIO €CTETHKOIO HabaraTo OJvk4i 10 6aJIETHOTO MUCTEITBA, HIXK 10
CYy4acHOTO TAaHIIIO, € TTIOKA30BUM. AHaJOT14H1 (aKTh MOKHA CIIOCTEpIraTu y mporieci
PO3BUTKY Cy4acHOTO TaHITIO B kpainax CximgHoi €Bponu mpotsirom 1980-1990-x pokis.
Jlanuit eram JOCHIKEHHSI TOTY€ BUBYECHHsS POOOTH YKpPAaiHCHKMX TAHIIIBHUKIB 1034
3B’sI3KaMH 13 OaJIETHUM TeaTpoM, aje Yy KOHTEKCTI PO3BUTKY CYyYaCHOTO 3aXiTHOTO
TaHIIIO.

Kniouoei cnosa: xopeozcpagis,; cyvacnuui maneys 6 Yxpaini, cyuacuuii baiem.
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Leab wucciaenoBaHusi — BBIIBUTH OCOOCHHOCTH PAa3BUTHS COBPEMEHHOTO
TaHIa B YkpauHe B nepuoji ¢ koHua 1990-x go navana 2010-x rogos. MeTtoaoJiorus:
UCTOPUKO-XPOHOJIOTUYECKUN ¥ OMOTpapuUeCcKuii METObI, CTUIUCTUYECKUN aHAIIU3,
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CEMaHTUYECKHUI aHaliu3 MO3BOJMIA MPOBECTH HAYYHO OOBEKTHUBHOE MCCIIEIOBAHHE.
Hay4yHast HOBU3HA: BIIEPBbIE CUCTEMATU3UPOBAH IIUPOKUHN KPYT SIBJICHUM B POLIECCE
Pa3BUTHUSI COBPEMEHHOIO TaHIA B YKpanHe. BoiBoabI. Tak ke, Kak U B Ipyrux CTpaHax
MIOCTCOBETCKOTO MPOCTPAHCTBA, B TeueHue 1990-X rr. ABJIEHUS COBPEMEHHOIO TaHIA
B YKpauHE MPOUCXOJWIM B YCIOBUSX HH(DOPMAIIMOHHOTO TOJ0Aa M TOHSITHIHOMN
nyTaHUIbl. B yCcIoBUsSX 3aKOHCEPBUPOBAHHOCTU MPOQPECCUOHATBHOTO T€ATPATHHOTO
taHna 10 1990-x rogoB MpUCTaHUIIIAMH TIIACTHYECKOTO AKCIIEPUMEHTA OBUIA CIIOPT,
JpaMaTUYEeCKUN TeaTp M JIETCKUM TaHel. SICHOCTh W ONpPEIECIIEHHOCTh HalpPaBICHUN
pa3BUTHUSL COBPEMEHHOIO TaHIa B YKpauHE Hayajga MpOSBIATHCS TOJBKO IOCIIE
IIPOXO’KICHUS PSIJIOM TAHIIOBIIMKOB KyPCOB OOYUYEHUS y €BpOIEHCKIX U aMEPUKAHCKUX
npenonapareneii. Hanbonee 3amMeTHBIM W CTAOWMJIBHBIM SIBIICHHEM B HCCIICTyeMOM
chepe ¢ cepenunnl 2000-X ro10B cTana AeATEILHOCTh TeaTpa «KueB MogepH-0amery.
Tot ¢axkt, uTo pabOTHI 3TOTO TEaTpa MO CBOEH ICTETUKE ropasao OJuxke K 0arIeTHOMY
UCKYCCTBY, YEM K COBPEMEHHOMY TaHILy, SIBJISIETCS MOKAa3aTEIbHbIM. AHAJIOTUYHBIC
(bakThI MOYKHO HAOTIONIATh B XOJ1€ PA3BUTHsI COBPEMEHHOT0 TaHIIa B cTpaHax BocTounoi
EBpornbl B 1980—-1990-¢ roapl. JlaHHBIN 3Tl HCCIIEIOBAHUS TTOITOTABIIMBAET U3YUCHUE
paboThl YKPAaMHCKUX TAHIIOBIIMKOB BHE CBSI3M C OAQJIETHBIM TE€aTPOM, a B KOHTEKCTE
Pa3BUTHS COBPEMEHHOTO 3aMaIHOTO TAHIIA.

Knioueewie cnosa: xopeoecpaghus, coepemennvlii maney 6 Ykpauue, cO8pemMeHH bl
banem.

Actuality of the research topic. Watching the development of the contemporary
dance community in Ukraine, discussing this process with colleagues from East
European countries, one often has to face the constant problem — the lack of interest
of Ukrainian professional art critics to Ukrainian contemporary dance. Most often, the
following argument is given as the reason for such indifference. It is admitted that from
time to time, separate works of contemporary dance created by Ukrainian artists appears
to the Ukrainian audience. Some of them really deserve attention. However, these
phenomena are rare, the authors produces works irregularly and it seems problematic
to follow the work of the individual author during any significant period of time with
the example of at least six or seven works. Thus, the need to trace the processes and
phenomena of Ukrainian contemporary dance is obvious.

Analysis of recent research and publications. Productive attempts to research
art history processes of development of contemporary dance in Ukraine as a whole has
still not been undertaken. A number of articles are devoted to the work of particular
groups or authors. It should be noted the texts of Larisa Babiy (Where is the place for
body-memory in public discourse?) (Babii, 2016), Mariana Matveichuk (Shevchenko.
Fatigue (performance of “TanzLaboratorium”) (Matveichuk, 2014) and other analytical
articles of “TanzLaboratorium” participants, dedicated to the work of this group. Several
texts devoted to certain aspects of the work of Ukrainian dancers were provided by the
author of this study for publication in foreign journals (International projects of (with)
Ukrainian contemporary dance groups (individuals) 2010-2017). The function of the
relatively systematic journalistic tracing the magazine “Dance in Ukraine and in the
World” was carrying out from 2011 to 2016.
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The purpose of the research is to trace and describe the processes and phenomena
of contemporary dance in Ukraine from the late 1990s to the early 2010s.

In the Ukrainian dance community, there was always the conviction that
contemporary dance exists and develops in our country. This conviction was supported
by the section “contemporary choreography” in the program of ballet competitions, as
well as those dance styles and forms that were offered in children’s amateur groups and
which could not be fully attributed to either classical or folk-stage dance. Another sign
of the style was music: it was believed that an uniquely matched phonogram turned
any choreography into a work of contemporary dance. In addition, the confusion in the
concepts contributed pop genres such as backing dances or PJing in nightclubs.

In the late 1990s and early 2000s, some higher education institutions already
offered «contemporary dance» as a future profession. However, boys and girls, having
chosen this specialty, had a very vague idea about the subject, and this confusion often
did not become clear up even after graduation.

In 2001, specialists with higher education in “contemporary dance” were trained
by the Kherson State University, the Kiev National University of Culture and Arts,
the State Academy of Government Managerial Staft of Culture and Arts, the Kharkov
State Academy of Culture, the “International Slavic University”. At the same time, the
professional environment consisted of several unrelated phenomena:

—since 1996 in Kiev, under the direction of Aniko Rekhviashvili, the theater of
contemporary choreography “Aniko Ballet” has worked;

—since 1998, in Dnipropetrovsk, the process of organizing dancers around Elena
Budnitskaya and Marina Lymar has begun;

—1in 1999 in Kiev, Larysa Venediktova began publishing the magazine “World of
Art” and created a group “TanzLaboratorium”;

—1n 2000, Lyudmila Mova organized a dance and movement laboratory “Maluma
& Takete” in Kyiv.

It is generally accepted that in countries with a developed ballet theater, the
modern dance movement usually grows very slowly. For example, Merce Cunningham
called the situation with dancing in France in the 1960s as “pinned to classicism”
(Michel M. & Ginot 1., 2002, p. 175). However, one of the most powerful impulses for
the development of New Dance in France took place just at the Paris National Opera,
when in 1974 Carolyn Carlson, an American dancer from the Alwin Nikolas Company
was invited to the post of “Choreographer-Etoile” (Les saisons..., 1997, p. 8).

None of the six Ukrainian state theaters of opera and ballet (from west to east:
Lviv, Odessa, Kyiv, Dnipropetrovsk, Kharkiv, Donetsk theaters) has not yet decided
to admit to work “‘stranger”. The most radical experiments in the environment of the
ballet theater managed to make Radu Poklitaru. In 2002 he created his own version of
“Carmen Suite” in Odessa and the evening of one-act ballets: “Pictures at an Exhibition”
by Mussorgsky and “Rite of Spring” by Stravinsky in Kyiv.

Performances by Alla Rubina at the Kharkov Opera and Ballet Theater (“The
Rite of Spring” (1999) and “Petrushka” by Stravinsky (2000)) and Aniko Rekhviashvili
at the Kiev National Opera (“Vienna Waltz” (2001) by J. Strauss (father), J. Strauss
(son), Josef Strauss and “Daniela” (on on M. Chemberdzhi’s music) were made more

40



DANCE STUDIES. Issue 1

in traditional (ballet) way.

Changes were happening outside the ballet theater.

Alla Rubina, who graduated from Kiev State Choreographic College and worked
as a ballet dancer in Odessa and Kiev for ten years, left the theater in 1975 and began
working as a choreographer for sports acrobatics and gymnastics. She immediately
had to forget the ballet aesthetics. The search for tools based on completely different
vocabulary of movements had began. Then there was figure skating, and again the
learning of an unfamiliar language, the desire to speak out on it. Rubina had to learn to
refuse the temptation to impose her own choreographic ideas. Instead, she developed
the ability to understand the nature of the performer and develop his capabilities.

Rubina worked with athletes for twelve years, and it was an experimental work,
something fresh, unexpected and surprising was needed all the time. One could compose
a technique, a school from Rubina’s finds, but she was never carried away by the idea
of ordering and compiling a stable “language”. Her method of creation is different:
she offers the artist a detailed artistic analysis and gives an opportunity to get carried
away playing with it. If Rubina talks about some successful work, she will never say
“I created the dance”, but she will share her impressions about the creative process,
interaction with the performer.

Rubina never had her own company. In 1982, she created her first ballet “The
Circle” based on Shakespeare’s “Hamlet”, on Shostakovich’s music for the artists of
the Kiev Opera and Ballet Theater (Hamlet was danced by Sergei Lukin, Ophelia and
Gertrude by Lyudmila Smorgacheva). From 1982 to 1986, Rubina choreographed for
performances of the Variety Theater and Music Hall. From 1989 to 1995 she worked
at the Jewish musical and drama theater “Mazltov”, where she assembled a company
of ten ballet dancers and created performances “Path”, “Mikhoels”, “Small-town
extravaganza”, “Freilekhs” (Cranumesckuit, 2008, p. 290). Then performances in the
Musical Theater for Children and Youth: the ballet “May Night” (1994) (based on
Gogol, to the music of Stankovich), opera-ballet “Child and Magic” (to the music of
Ravel). Also the dance performance “Anna Frank™ (2004) with the pupils of the school
“Parostok” in Poltava, the ballets “Chosen of the Sun” (2008) in the folklore ensemble
“Kalina”, “Carmen Street” (2005) for the students of the children’s dance school
“Kiyanochka”, folk-opera-ballet “Fern Flower” (2003) in Grigory Verevka Chorus and
many other works. In 1994 and 1996 Rubina won the nomination “choreographers” of
Serge Lifar Contest, she was awarded several times the theatrical prize “Kyiv Pectoral”
for the plastic decision of dramatic performances.

In 2001, she created dance performance “The Incredible Ball” by the actors
of the Lesya Ukrainka Russian drama theater. The word “modern dance” flashed in
the newspaper reviews, although Rubina simply decided once again to approach the
potential of artists with whom she had worked for several years (bpexan, 2001).
Actors, like colorful glasses, twirled in common dances, and then froze in the tracery,
against which one character or a history of relationships glinted in different colors. The
music of “The Incredible Ball” was assembled from separate three-four-minute tracks
(Nino Rota, Renee Aubrey, Goran Bregovic), mise-en-scenes were also connected by
collage. But as a result, separate emotions joined together, resonated with each other,
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intensified, and there was the impression of a snowball rolling down the mountain.

Today Alla Rubina continues to work: conducts rehearsals, creates dances
for students of the Kiev Choreographic College, creates choreography for drama
performances, teaches composition for students of the Univercity of Theatre and the
University of Culture and Arts. And she continues to study her self, she tries not to miss
interesting events, whether it is a premiere of a dance performance, workshop of an
interesting teacher or performance at the Contact Improvisation Festival.

In 1996, Aniko Rekhviashvili, together with the students of the folk choreography
department of the Kyiv Institute of Culture, organized a theater of contemporary
choreography “Aniko Ballet”. Therepertoire of the company consisted of concert dances,
which compiled the program “Italian Album”, and several one-act ballets (Vivaldi’s
“Four Seasons”, Ravel’s “Bolero”, “Rondo” to the music of Gian Reverbery). In 2000,
“Aniko Ballet” together with the percussion orchestra “Ars Nova” (head of Georgy
Chernenko) created the program “New Day”. The company was institutionalized at the
Kyiv University of Culture and Arts, having formed the department of contemporary
and classical choreography.

Aniko Rekhviashvili was trained in dance studio at the Pavlo Virsky Folk
Dance Ensemble. However, the vocabulary of classical and folk-stage choreography
became for her only the building material from which her author’s style emerged. The
lyrical nature of ballet adagios or the cheerfulness of Virsky’s compositions are not
immanent in her style, she prefers complicated rhythms and extremely fast tempos.
The choreographer is not satisfied with the smooth and internally logical overflows of
one movement into another, she needs sharp changes of angles, fleet feet technique,
an unexpected contre-force in the turning. Dances of Rehviashvili are rarely built on
the narrative plot. Much more often the composition consists of several contrasting
emotions embodied in dance.

The understanding of contemporary dance as a phenomenon in Ukraine has
changed abruptly with the emergence of a new context. In 1998, the festival “Dance of
the XXI Century” appeared in Kyiv, consisting of several programs during the season.
Its organizers (leader — Oleg Kalishenko) found the opportunity to bring to Ukraine
choreographers and dancers of different directions of contemporary dance. The festival
was held on a grand scale, performances were shown on the central stages, a program of
workshops was organized. Kyiv saw dancers from France, Sweden, Poland, Belgium,
Switzerland, the United States, Israel. In addition, the program of the festival included
the dances of Ukrainian choreographers: Alla Rubina, Olena Budnitskaya, Tatyana
Ostroverkh, Eugene Chernov, and others.

Everything new that was shown in the “Dance of the XXI Century” was perceived
by the public with some difficulty. Most of the audience, including ballet lovers of
course, found nothing for themselves in what they saw. Often there were remarks like
“this is not a dance” or “it’s a dance for the sake of dancing” or “it’s too depressing”.
And, of course, new art inspired young and searching.

Grandiose plans of the festival management, including the functioning of
the “Contemporary Choreography Center” in Kyiv, were dissolved together with
the festival in 2001. But the content of the work of young, talented and ambitious
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Ukrainian choreographers has changed a lot. First of all, it became clear to them that
contemporary dance does not begin from nowhere right now. Ukrainian dancers began
to look for opportunities to learn.

In 1999, Ruslan Baranov (Santah) (supported by Oleg Kalishenko) became a
participant of the five-week series of workshops of the contemporary dance festival in
Vienna (ImPulsTanz). Since 2000, Tatyana Ostroverch has been trained in France at
the Rick Odums International Jazz Dance Center. Anton Ovchinnikov studied there in
2004. Before that for two years he studied jazz and modern-jazz techniques at master
classes in St. Petersburg and Moscow. Since 2001, Tatiana Vinokurova participated
intensives on the same techniques at the Open Look Contemporary Dance Festival in
St. Petersburg.

Larysa Venediktova danced in the early 1990’s in an English company, then
in 2001 she trained for ADF in the United States, since 2003 she participated in Min
Tanaka’s laboratory “Before the Dance” at the theater “School of Dramatic Art”.
Lyudmila Mova (psychologist by basic education) in 1994 participated in a two-week
actor’s psychotechnics and dance/movement therapy intensive of Vladimir Baskakov
and Elena Gorshkova; then from 1999 she studied at the programs of the Association of
Dance/Movement Therapy. Olena Budnitskaya from Dnepropetrovsk in 1997 came to
the festival ADF/Russia in Moscow. Marina Lymar in 1998 was at the MontpellierDanse
Festival in France.

Continuing to learn from foreign teachers, all of the above began to implement
new knowledge in their own work in Ukraine.

In 1996, Olena Budnitskaya and Marina Lymar organized in Dnepropetrovsk a
school of contemporary choreography “Other Dances”. After five years the same name
theater emerged from the pupils of the school. Since 2002, “Other Dances” held Free
Dance Festival in Dnepropetrovsk where invited companies from all over the world.
The forum lasted until 2008, and the programs of the last three years were held both
in Dnepropetrovsk and Kyiv. In 2007, “Other dances” were divided into two groups:
the first under the former name and Lymar’s leadership transformed into a children’s
studio, the second became a dance theater-school “Potoki” (Ieader Olena Budnitskaya).

Larysa Venediktova in 1997 began teaching at the Faculty of Choreography at
the “International Slavic University” in Kyiv. From 1999 to 2001 she published in
Ukraine the “World of Art” magazine, the content of which consisted of articles about
dance in the context of contemporary art, as well as translated articles. At the same
time the group “TanzLaboratorium” was organized. A few years before the others, this
group began to actively participate in European festivals and residences associated
with contemporary dance. The workspaces for TanzLaboratorium were the Les Kurbas
Center for Theatrical Art and the “Vilna Scene” Theater.

Lyudmila Mova in 2000 opened the dance/movement laboratory “Maluma &
Takete”.

Anton Ovchinnikov in 2005 organized a jazz ballet “Black O!Range”. In
2008 it was transformed to dance theater. In 2011 Ovchinnikov and his group started
ZelyonkaFest contemporary dance theater festival.

Tatiana Vinokurova from the beginning of the 2000s introduced the course

43



on modern jazz dance in her own children’s studio “FORS” and began to put dance
miniatures in this technique.

Ruslan Baranov (Santah) since 2000 began to give in Kyiv regular classes on
contact improvisation and release techniques.

Unexpectedly, in Kyiv appeared the performance “Le Forze Del Destino”, from
which the theater “Kyiv Modern-Ballet” of Radu Poklitaru soon grew up. The creator
of this performance by that time (2005) was already quite famous, but still a freelance
artist. In Kiev, there were already a lot of talented dancers who were not attached to any
stereotypes and, of course, also freelancers. Vladimir Filippov, the businessman and
Maecenas invested money in this expensive opera-ballet. After this performance, Radu
Poklitaru was offered to organize his own author’s theater in Kyiv.

As Poklitaru never studied any of the modern or contemporary dance techniques,
his approach to choosing “Kyiv Modern-Ballet” dancers was based mainly on an
intuitive sense of the artistic potential of castings members. The company was based
on the students of the Contemporary Choreography Department of Kyiv University
of Culture and Arts. They were taught the basics of modern, contemporary and jazz
techniques by Vladimir Buchko, Tatyana Ostroverkh, Olga Kebas, Anton Ovchinnikov,
Ruslan Santah, who later entered the company as dancer.

In the debut performance of the new theater, Poklitaru did not undertake radical
experiments, but he took the following approach to the subject he had previously
developed: “Carmen” of Bizet. His first “Carmen” was created in 2001 at the National
Opera of Moldova, next in 2002 in Odessa, with the dancers of the Opera and Ballet
Theater. In Kyiv, Poklitaru added the prefix “TV” to the title of the performance
and interpreted the well-known plot as a classical soap opera. From the edge of the
proscenium was placed a typical lover of Latin American passions, which seemed
to be watching Carmen’s story from the TV screen. She prompted the actions to the
characters, and fell in love with Jose, and hated the rival gypsy woman.

Against the background of sluggish stagnation in the ballet theater, “Carmen. TV”
of “Kyiv Modern-Ballet” looked extremely impressive. Olga Kondakova (Carmen)
metropolitan critics even nominated for the theatrical award “Kyiv Pectoral” as “the
best performer of the main role” (3abomnornas, 2007). Kondakova didn’t become a
laureate, but the first and subsequent performances of the theater (“Verona Myth:
Shexperiments”, “Bolero”, “The Rain”, “The Nutcracker” (all of 2007)) were awarded
in the nominations “Best Performance”, “Best Work of the Choreographer” and the
“Event of the Year”.

In the spring of 2008, “Kyiv Modern-Ballet” produced the performance
“Underground” on the music of Peteris Vasks. This work was not based either on the
material of previous creations of Radu Poklitaru, nor on ballets of classical heritage. A
laboratory method was used in this production, all the dancers’ proposals were tested.
“Underground” was no longer the creation of a choreographer for the company, but the
fruit of the work of the creative team, headed by the director.

The characters of the play were dressed in burnt tails, tuxedos and evening dresses.
People, completely unprepared for real stresses, Poklitaru threw in the underground
shelter and offered to study their behavior.
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The structure of the performance was built from pauses, filled with intense
listening in external sounds, into what was going on outside the subterranean. Each
new sound was a threat, could talk about approaching the end of the world, and this
greatly made acute the hearing of performers and spectators. The complex score of
the “Concerto for Violin and String Orchestra” (“Distant Light”) by Vasks was easily
opened with such a key. It became an acting force, a character. At the same time, the
director got the right to intrude into the world of sounds, and not just to illustrate it. The
scene could explode with a crash of falling columns-shells, buzzing from the tramping
of feet, moaning with a laugh of despair.

Unbalanced by the premonition of a catastrophe, the characters of “Underground”
rushed into opposite emotional states: from fear — to hope, from hope — to apathy, from
apathy — to ecstasy, from ecstasy — to yearning, from yearning — to frenzied cruelty,
from cruelty — to love, from love — to grief, from grief — again to hope. “Underground”
was successfully shown at international festivals in Estonia and Russia.

Institutionally, “Kiev Modern-Ballet” until 2009 was a private enterprise. Then,
after the cessation of funding from the bankrupt Vladimir Filippov, the company has
become part of the Musical Theater for Children and Youth. However, providing the
company with a space, and the dancers with a salary, the city budget has not incurred
any expenses connected with the theatrical production. For several years the company
created works in conditions of poor theater. Poklitaru transferred to “Kyiv Modern-
Ballet” his performances “Two for the Seesaw” and “In PIVO veritas”, created several
sketches for future works and staged a one-act “Quartet-a-Tet” (the work and original
music for it (Ad Maas) was commissioned by the Eindhoven Park Theatre).

In the last of these works, the choreographer explored the tools of abstract ballet.
The viewer was proposed to observe the metamorphoses of the scenic space, divided
into two unequal parts by a white screen, the size of the stage mirror. The space on
this side of the screen was understandable, for that — mysterious and beckoning. On
this side was a man, on that side — something that reacted to the touch, could repel or
envelop, condense in the form of a person or become emptiness.

The “other side” substance did not tolerate coercion. While someone was playing
with it, it responded with new transformations, but the attempt to immobilize certain
forms resulted the appearance of anti-creative energy: these forms crumpled, cringed,
became a shadow and disappeared. Only a huge white flat canvas left at the end.

In the same period, Poklitaru launched a laboratory of young choreographers
inside the theater. This was very important for his dancers, since most of them had
higher education in the specialty of “choreographer”. In the repertoire of “Kyiv
Modern-Ballet’ appeared “The Concert”, the content of which changed as the artists
prepare new works.

In 2012, the theater issued two big premieres: co-production with the Perm
Opera and Ballet Theater, the ballet “Gereven” on the music of Vladimir Nikolaev and
the performance “Crossroad”, a collaboration of “Kyiv Modern-Ballet” and the Kiev
National Opera. To the music of the Ukrainian composer Myroslav Skoryk (artistic
director of the National Opera), in collaboration with the stage designer Alexander
Druganov, Poklitaru created a two-act action about the homelessness of mankind, his
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desire to create a deity, the pursuit of the happiness and simplicity of truths. In contrast
to previous low-budget productions, Poklitaru and Druganov filled the stage of the
opera house with transforming architectural constructions, continuous video projection,
falling “from heaven” accessories, swinging pendulums and other theatrical wonders.

The example of “Kyiv Modern-Ballet” is unique for Ukraine. None of the other
new dance companies has private or state support (at least partially). None of the groups
has the same tour schedule and regular performances on its own venue. None of the
companies has the opportunity to work fully with scenography or lighting-design.

Partly this is explained by the fact that Poklitaru is developing his “Modern-
Ballet”, following institutional models, methods of management and marketing,
touring routes and other patterns formed by the ballet theater in the post-Soviet space.
The aesthetics of his performances are also related to the tradition of the ballet theater.
Hovever, he doesn’t continue it, but does something opposite, pushes back from the
ballet tradition and strives to develop his own plastic language. Poklitaru is not familiar
with new dance techniques, methods of composition, ways of relationships with the
spectators, formed by contemporary dance. “Kyiv Modern Ballet” does not study the
body-mind. Here the means of the dance embody the actual subjects, translate the
works of contemporary academic music into the language of the theater, interpret
classical ballet texts.

The tasks and ways of development of contemporary dance in Ukraine are
different. They will be discussed in the next part of this research.

Scientific novelty. The art history research on tracing and describing the processes
and phenomena of contemporary dance in Ukraine is carrying out for the first time.

Conclusions. In accordance with the purpose, on the results of the research it is
possible to formulate the following conclusions:

- As well as in other countries of the post-Soviet space, during the 1990s. the
phenomena of contemporary dance in Ukraine took place in the context of information
hunger and conceptual confusion.

- In the conditions of the conservative state of professional theatrical dance, until
the 1990s, the hubs of the plastic experiment were sports, drama theater and children’s
dance.

- Clarity and certainty of the directions of the development of contemporary
dance in Ukraine began to appear only after a number of dancers passet through training
courses of European and American teachers.

- The most noticeable and stable phenomenon in the researched field since the
mid-2000s was the activity of the theater “Kiev Modern Ballet”. The fact that the work
of this theater in its aesthetics is much closer to ballet art than to contemporary dance
is indicative. Similar facts can be observed during the development of contemporary
dance in Eastern Europe in the 1980s — the 1990s.

- This stage of the research prepares the study of the work of Ukrainian dancers
beyond the connection with the ballet theater, and in the context of the development of
Western contemporary dance.
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