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Abstract. The history of addressing of ballet art to literature has lasted for more than
one century. However this cooperation increasingly causes discrepant appraisements
from both specialists and viewership. They even offer opinions about unnatural character
of alliance of ballet and literature as completely heterogeneous phenomena. Literature
sources in their softer variant refer to be only a distant primary push for completely
self consistent and autonomous choreographer’s creativity. Such affirmations seem to
be not enough convincing. Bearing in mind inevitability of organic relations between
various phenomena, belonging to one and the same cultural sphere, while interacting,
each one reproduces definite features of the other. This is all the more characteristic in
the situation of intersemiotic translation of the text content into a language common to
a phenomenon of another indicative nature. In this case basis of adequate translation is
built from common significant patterns characteristic of the both texts. For literature and
ballet such patterns are visually entertaining aspects of a work, embodying narrative,
conceptual and emotional aspects of the content. They are internally enclosed into the
literature text, they are perceived by a choreographer, and they form basis for the creative
conception. Specification of a scenic image is an aspect of a complex of actual socio-
cultural contexts of the historic epoch, in which the act of transferring of literature into a
ballet action takes place.
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Yensabunckuil 20Cy0apcmeeHHblil UHCIUMYM KyIbmypol

Poccuiickas ®edepayus, Yensbunck

AHHoTaumsa. baieTHoe HMCKycCTBO MHOIOKpaTHO o00paliajoch K  CIOKETaM
Xy/IOKECTBEHHOM JINTEPaTyphl KaK HCTOYHHUKY XOpeorpaduaeckoro TBopuecTa. OqHaKo
3TO B3aMMOJCHCTBHE BCE OONBINE BBI3LIBACT PA3HOPEUMBBIC OLEHKH CO CTOPOHBI
CIECIIHAITICTOB M 3pUTEIHCKON ayauToprH. [10100HBIH COI03 TUTEpaTyphl 1 OasieTa BUIUTCS
B TOM YHCJIE€ INPOTUBOECTECTBEHHBIM B CHJIY HX NPUHLUUIHAIBHOW Pa3HOPOIHOCTH.
C Takol TOYKM 3PEHUS JINTEpaTypHblE UCTOUHUKU MPEICTABISIOTCS B JIydlleM Cilydae
HEKUM IIEPBHYHBIM TOJYKOM JJISI COBEPLIEHHO CAMOCTOSTEIBHOIO M ABTOHOMHOIO
TBOpUeCTBa Xopeorpada. Bmecre ¢ Tem aHaM3 MOKa3bIBaET, YTO MOJOOHEIC YTBEPIKACHHS
MPUHLUIHNAIBHO HETOYHBl. B HUX HEIOOLIEHMBAETCSl OpraHUYecKas CBA3b PAa3JIMUHBIX
SIBJICHUH, TPUHAIUICKANINX ONHOU cdepe KyIbTypHl, KOTHa IPH HX B3aUMOICHCTBUH
Ka)k[10€ HEn30eKHO BOCIPOU3BOIHUT OIPEAEICHHBIC YEPTHl OPYroro. OTO OCOOEHHO
XapaKTepHO JUIsl CHUTyallud HWHTEPCEMHOTHYECKOIO IIepeBojia COJIEpIKaHUS TeKCcTa
Ha S3BIK, IPUCYIIHI SBICHUIO UHON 3HAKOBOM mpupobl. [Ipyu 3TOM 0OqHUM U3 yCIOBHIA
aJICKBaTHOTO IIEPEBOJA CITy>KaT OOIIE BBIPA3UTENBHBIC MATTEPHBI, MPUCYIIHE 0O0HM
TeKkcTaM. B cuTyanum B3amMOICHCTBHS JUTEpPAaTYphl W OaneTa TaKUMH ITaTTepPHAMHE
SIBIISIIOTCS] BU3YaJIbHO-3PEJIMIIHbIE aCIEKThl IPOU3BEACHNUS, BOIUIOILAIOLINE CIOJKETHBIE,
CMBICJIOBbIE M HMOLMOHAJIbHbBIE CTOPOHBI colepxkaHuid. OHM M3HAYAJIBHO MPHUCYILU
JTUTEPATyPHOMY TEKCTY, BOCIIPHHUMAIOTCS XOpeorpadoM U BIHSIOT Ha €r0 TBOPYECKOE
peienue. KoHKpeTHOE BOILIOIEHUE CLIEHUYECKOI0 00pa3a yTOUHAETCSl COBOKYITHOCTBIO
aKTyaJbHBIX COLIMOKYJIBTYPHBIX KOHTEKCTOB HCTOPUYECKOTO BpPEMEHHM, B KOTOPOM
MIPOHMCXOANT aKT IIePeBO/Ia JTUTEPATyPHI B OallETHOE JICHCTBHE.

KnioueBble ciioBa: 6aneTHOE HCKYCCTBO, TUTEPATYPa, HHTEPCEMHOTHIESCKHI MIEPEBOJI,
BU3YyaIbHO-3pEIMIIHbIC MAaTTepPHBI, JUTEPAaTypHBIH IOATEKCT, BH3yajbHas Meradopa,
[IOBECTBOBAHUE U 3pEJIUILE, COLIMOKYIBTYPHBIN KOHTEKCT.

Hayunas cneunansHocTh: 24.00.01 — Teopust 1 UCTOPHSI KYJABTYPBI

Introduction

The reviewed subject is of interest pri-
marily in the wider context of visualization of
the modern cultural space. Visually significant
artifacts are becoming more and more influ-
ential. This takes special significance due to
a certain crisis of the book reading culture. In
this respect visualization of literature writings
is considered as one of the factors, support-
ing interest to literature texts. Simultaneously
this situation contributes to saturation of the
visually-spectacular sphere with informative
artifacts, which use literature texts of various
genres, different stylistics and degree of trans-

lation. The second aspect, having fundamental
significance, contains complex processes of in-
teraction of various phenomena in the sphere
of artistic culture. Transformation of the orig-
inal texts at their translation into the language
of different arts is retained as a cause of dis-
cussions about a degree of adequateness to the
sources, discrepancy in estimations given by
specialists and the audience of art. In this con-
text one of the most significant is the problem
of interaction between ballet art and literature.
Thus analysis of theoretical argumentation
of various positions, along with reference to
modern artistic practices are considered to be
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expedient to define characteristic foundations
for a possibility of substantial translation of a
literature text into a ballet action. It is also sig-
nificant to explore whether such transformation
can be considered as translation in the course
of interaction between the original text and the
succeeding spectacular performance, or if the
choreographer’s work arises as a completely
autonomous artifact, maintaining solely nomi-
nal connection with the literature source.

Theoretical framework

As the theoretical basis of this problem
analysis we consider a conceptual idea of or-
ganic connection between the phenomena, be-
ing the aspects of the same cultural sphere, but
embodied in various semiotic systems. Such
connection determines possibility of recod-
ing of one phenomenon in the language of the
other one. At such an intersemiotic translation
a newly arising text preserves a definite semi-
otic connection with the original source, but,
in view of linguistic difference, it also gains
additional senses. Adequacy of translation is
defined by presence of the common contextual
patterns, inherent in the both texts. Content-
richness and effectiveness of the derived text is
specified with the total of actual socio-cultural
contexts, operating at the process of intersemi-
otic translation.

Statement of the problem

The basic problem of analysis of inter-
action between ballet and literature is con-
tradiction between absolutization of the role
of ballet-master at resorting to a literature
source, representation of the complete self-
dependence of the ballet text, and inevitability
of projection of the literature work substantial
aspects in the scenic act. It gives rise to neces-
sity for search of factors and contextual con-
ditions, providing possibilities of translation
of a literature text into the language of scenic
forms, and also retaining semantic connection
between the original source and the derived
choreographic text.

Methods

We consider that the methods, adequate
to the examined problem, are the comparative

text analysis of conceptual positions in the as-
pects of ballet dramatizing literature works,
fact analysis of the modern artistic practices in
the aspects of the presented range of problems,
functional analysis of visually entertaining im-
ages as integrating foundations of writers and
choreographers’ creativity.

Discussion

The history of addressing of ballet art to
literature has lasted for more than one centu-
ry. This process is becoming a more and more
frequent practice during the 20™ and 21* cen-
turies. Choreographers are attracted with both
literature classics and the tests of the newest
epoch, textbook works, having «transparent»
subjects, and the most difficult artifacts with
«lurking» conceptual implications, not easy
for reading. The choreographic stylistics itself
is amazing for diversity of creative idioms of
ballet-masters and for courage of plastic con-
cepts.

However interactions of literature and bal-
let are not as simple as it may appear. Accord-
ingly Poel Karp supposes that between these
fields there are unnatural relations, because
«ballet, being not satisfied with something pen-
etrating into its flesh, starves for relying on di-
rect literature source» (Karp, 1980: 203). The
art critic insists on importance of the ballet text
itself and on its independence from «any props,
remaining outside the performance notwith-
standing if it is a voluminous literature work
or a tiny theatre playbilly (Karp, 1980: 206).
He is being repeated by Lugovaya, considering
self-sufficiency of the ballet text: «attempts to
join ballet with literature <...> are very rare to
be effective, because the language of ballet and
the language of literature are two completely
different languages, having diverse tools, di-
verse tasks and diverse manners of commu-
nicating with reader/spectacular» (Lugovaya,
2019: 366). Following this logic line the author
considers that the basis of independence of
ballet performance is connected not with the
quality of its literature source, and not with the
accuracy of its choreographic reading, but with
some «integral unity» as a result of «transla-
tion possessing artistic adequacy» (Lugovaya,
2019: 370). But what may this «adequate trans-
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lation» be, apart from exact choreographic
reading of a literature work?

However, this view contains its own dif-
ficulties. According to Poel Karp, «reserves
of adequacy are hidden in the structural-
informative basis of ballet», in what connection
«its creator may be only a human being, pos-
sessing specific ballet way of thinking, ballet
perception of reality. <...> the profession of a
writer itself doesn’t have any special suppo-
sitions to it, and it is extraneous for the most
writers» (Karp, 1980: 206).

And as ballet-master here and there has
no ability of plot-making» [Ibidem], there is
emerging vicious circle, meaning vision of lack
of prospects in a union between ballet and liter-
ature. This is even more convincing if one con-
siders that such a union is «just a stage in the
history of this kind of art» (Lugovaya, 2019:
370), accentuating this phenomenon as tem-
porary, transient. Even in dramatic writings,
which seem to assume, as one would think,
having also entirely expressed plastic basis,
one can see «load of the wordy», contradicting
the original language of ballet, which «reduces
verbal expression to a minimumy (Karp, 1980:
128). It gives birth to categorical judgments,
saying, for example, that dramaturgy of «Ham-
let», apart from not containing specific ballet
dramaturgy, is to a large extents anti-ballet
and can’t «be joined to ballet implementation»
(Karp, 1980: 206). This example is especially
illustrative in that aspect that such a judgment
is completely apart from reality. N.S. Shabali-
na gives a list of choreographers’ attempts to
work with «Hamlet» (beginning from 1788),
including 43 cases, and 38 performances from
this list belong to the second half of the 20" —
the beginning of the 21 centuries (Shabalina,
2018: 99-102). For example, a famous ballet-
master John Neumeier addressed the Shake-
speare’s text for four times (in 1976, 1985, 1997,
2013) (Shabalina, 2018: 88—90). This highly
professional choreographer has one very pre-
cise statement: «Hamlet is traditionally consid-
ered to be an anti-ballet play. But such plays
don’t exist. There are either plays, unlocked
with the ballet key, or ones which are not still
unlocked with it» (Quotation from: Shabalina,
2018: 88). Moreover, increase of number of bal-

let addressing to literature, being joined with
distinct widening of thematic diversity of liter-
ature sources gives evidence of not «imperma-
nence» of relations between choreography and
belles-letters, but of apparent development of
this tendency.

At that we should mention that differenc-
es in understanding interaction between ballet
and literature are quite stable. It is worthy of
note that in case of negative literature-based
estimation of a ballet performance the lead-
ing principle for criticism is the same — it is
fundamental diversity of languages of cho-
reography and belles-lettres — for example:
«We became witnesses of an effort to retell
the great tragedy by means of the language
of music and dancing, and this attempt be-
came homiletic for its ineffectiveness» (critic
M. Tarakanov about «Hamlet» performed by
K.M. Sergeev) (Quotation from: Shabalina,
2018: 84). Moreover, it repeatedly generates a
thesis about fundamental «non-transferability»
of a considerable part of literature into choreo-
graphic forms. According to this, Poel Karp,
for example, judgmentally announces: «Ballet
is the direct antipode of Chekhov’s dramay
(Karp, 1980: 110). Highly-eloquent response
to this statement can be given by means of a
far from complete list of choreographic inter-
pretations of Chekhov’s texts: «The lady with
the dog» (ballet performance by M. Plisetska-
ya with the music by R. Schedrina), «Anna on
the neck» (ballet performance by V. Vasiliev
with the music by V. Gavrilin), «Ward number
six» (ballet performance by Radu Pokletaru
with the music by Arvo Pyart), «Black monk»
(ballet performance by I. Reinholde with the
music by S. Prokofiev and D. Shostakovich),
«Seagully, «Black monk» and «Ward number
six» (ballets «Nina — materialization of immo-
lation» and «Nameless poison» — Black monk»
by Jo Kanamori), «Hunting drama» (ballet
performance by A. Fadeechev with the mu-
sic by P. Chaikovskiy and E. Dogy), «Cherry
tree garden» (ballets «S. V.» by P. Adamchi-
kov; «Endless graden» by Nacho Duato with
the music by A. Schnitke; «Whispering of
flowers» by Lin Hwai-min with the music by
J.S. Bach), «Three sisters» (ballet performance
«Winter dreams» K. McMillan with the music
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by P.1. Chaikovskiy), «Seagull» (ballet perfor-
mances by Jh. Neumeier and B. Eifman) (Kras-
nova, 2016: 174—175). Attention should be paid
not only to astonishing diversity of music ma-
terial, used by stage managers, but also to that
fact that each of them is a creator with unique
handwriting and individual, original and cre-
ative vision of ballet stylistics. Such contest
gives full legitimacy to the conclusion, done
by I. A. Krasnova, and saying that «Chekhov’s
Prose and dramaturgy contains image systems
of a high degree of «choreography-like» (Kras-
nova, 2016: 174).

However, it gives birth of an inquiry,
far from idle, which leads to recalling crit-
ics’ judgments about «unnatural character’
of community of literature and ballet art: are
choreographic ‘five-finger exercises» more at-
tempts to modify their literature motives than
to express them? Doubts of such a kind are
characteristic: literature basis of ballet per-
formances often undergoes so radical chang-
es that «kinship» with the primary source
looks very distant. Let’s take into consider-
ation a statement, made by a ballet-master
A. V. Elizarov: «Starting to work with a lit-
erature primary source, one should proceed
from the conviction that any primary source
is endlessly distant from the nature of choreo-
graphic theatre (Elizarov, 2013). This is an af-
firmation, as one would think, of categorical
diversity of literature and ballet texts.

It is not surprising that the most whimsy
shows appear at the stage. Thus at the perfor-
mance «Evgeniy Onegin» by Boris Eifman
the scene is carried over to «wild 90s» of the
20™ century with all the attributes character-
istic for that epoch. The subject is enriched
with the circumstances of the August putsch
of 1991, the characters are also defiantly mod-
ernized: Lenskiy has the look of a bard with
the inseparable guitar, the provincial smart so-
ciety resemble knackers, Tatiana’s husband is
presented as a «demonic» figure of a general-
businessman with bandit-like habits. Tatiana’s
dreams are filled with open eroticism, the duel
turns into a knife-fight, and peasant dancing
looks as a village discotheque. In the final
scent Onegin implants himself on the blinded
general-bandit’s knife... It should be added that

B. Eifman combined in his performance classi-
cal music by P.I. Chaikovskiy and the melodies
by a rock-musician A. Sitkovetskiy («Auto-
graphy). Is this a sacrilege? A stage manager’s
arbitrariness? But E. N. Tarasenko testifies: «In
retelling it sounds almost anecdotic, but at see-
ing the performance any stage manager’s whim
looks surprisingly convincing (Tarasenko,
2018: 93). And we should accentuate that such a
liberal dealing with the literature primary basis
is absolutely not an attribute of today. This also
took place earlier, including Pushkin’s classics.
According to M. A. Vedernikova’s saying, «the
ballet world remade in its own way, and goes on
remaking Pushkin’s writings, sometimes be-
yond recognition. For example, in «Goldfish»
by A. Saint-Leon (1867) the audience saw not
the old man and woman, but a young pair, or
there is another example: Sh. Didelot in «Cau-
casian captive» (1823) adds a character, whom
A.S. Pushkin hasn’t created — the captive’s
bride. In a version of «Queen of spades» by
Roland Petit (1978) Hermann fell in love with
the old countess, and she loved him back. Lisa
became a supporting character» (Vedernikova,
2019: 40).

But there are also other situations. For ex-
ample, in a staging of «Carmeny» by a Swed-
ish choreographer Mats Ek the principle hero-
ine corresponds with the character, written in
Prosper Merimee’s novella even in a greater
degree than the character of the Georges Bi-
zet’s opera. But we should have in mind that
in the case of intersemiotic translation, which
is transposition of one text into another sign
impressing system, the content of the primary
source is being objectively transformed. Anal-
ysis of art practices and materials of scientif-
ic researches shows that this translation into
the language of choreography works even for
the most difficult texts (Krasnova, 2018: 245).
The question is raised about a degree at which
a choreographic work preserves its semantic
connection with its literature source. The gen-
eral algorithm of such a translation is clear:
«at reading a literature work a choreographer
«translator» gets an idea, which later gives
birth to a new plastic reading the literary text»
(Krasnova, 2018: 247). But what gives birth to
an idea which makes it possible to transmit the
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semantic aspects of the literature text in an ar-
tifact of completely different indicative nature.

As a rule, analysis of this problem pro-
ceeds from statement of fundamental differ-
ence of the languages of literature and cho-
reography. Much less attention is paid to the
matter that connects them and even becomes
common for them. Agreeing that «ballet al-
ways has possibility to leave for non-narrative
play of forms and sensations» (Lugovaya, 2019:
373), it is necessary to note that it is addressing
literature that makes it possible to refrain from
coming into a «non-narrative play», retaining
other content aspects, connecting choreogra-
phy and the art of word together with the effect
of the «pure» ballet language. And such prac-
tices nowadays don’t prove that fact that ballet
«tries to speak with not its own voice». The
history of choreography has passed the stage,
when it «didn’t have enough its own artistic
means for expressing the aspects of a plot by
the language of dancing — and dance gave place
to melodeclamation, buffoonery, dramatic the-
atre (Belayeva, 2015: 131). Development of the
ballet language, besides its own choreographic
meaning, gave possibility to address literature
texts even not on the level of plastic «illustra-
tion», but as an independent version of their
imaginative semantic content in its own sign
expressive system.

Interpretation of this kind includes a wid-
est diapason of variations: from performanc-
es, following the narrative outline of a litera-
ture text and maintaining the authenticity of
historic details to performances of modernist
type, radically transforming the dramaturgy
of the primary source and actively using the
techniques of bricolage, rhizomality, intertex-
tuality and so on (Shabalina, 2018: 82). More
of this, researchers refer the original joining of
choreography with belles-letters to the general
tendencies of development of the ballet art of
the 21% century in general (Tarasenko, 2018:
93). Let’s note that the analogical approaches
to the imaginative determination at intersemi-
otic translations are used also in other kinds of
artistic culture — theatre, cinema, graphic arts,
music.

Thus we can surely suppose that stability
of this art-esthetic tendency together with the

widest range of its manifestations is defined
by objective basements of various levels. It
stands to reason that interaction between ballet
and literature forms a complex phenomenon,
which depends on many factors. It is expedient
to mark those of them which are more closely
connected with the peculiarities of transforma-
tion of a belles-letters text into plastic images.
One of them, as we consider, can be seen in the
cultural-anthropological basements of the art
phenomenon itself. As we know, the roots of
artistic activity are in the primary myth-ritual
complex. Myth is a narration for which ritual
is a form of its actual presentation, that is of its
entertaining implementation. Development of
artistic activity led to detachment and original
individualization of different kinds of arts. In
spite of this, mythological aspects went on to
project into the artistic sphere, in this respect
both literature and ballet are mythological in
their own way. Together with this, as it is stated
by K.A. Vorotintseva and E.V. Malikov who
analyze correlation between myth and narra-
tion in ballet, in the process of «degradation
of mythologized worldview and profanation of
socialized routine, myth experience is changed
for its auditing and / or reading; that is, mystery
is changed for text» (Vorotintseva, 2018: 63).

In such a manner, mythological aspects
more often get narrative literature forms, which
are less actual in their visual form. But dancing
preserves such visually-spectacular actuality,
including the force of its genetic connection
with its mystery roots. Moreover, this circum-
stance also defines the nature of ballet specta-
cle itself: «there are mystery roots in dancing,
and its ancient generic capacity presents itself
implicitly in ballet» (Vorotintseva, 2018: 63). In
this case misteriality means not mystery of the
action, but its image-symbolic staginess, em-
bodying certain narration in its open and vivid
visual form. Thereby ballet gains ability to turn
a story (narration) into a demonstration (show),
that is, figuratively speaking, is a step to come
back from reading to mystery».

Together with that such a common ap-
proach is not enough to give understanding of
what exactly in this translation gives a chore-
ographer an impulse for a strict plastic deci-
sion. At a contrastive analysis of literature texts
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and their ballet implementations researchers
exaggerate special role of undertones, con-
tained in primary sources (Krasnova, 2018:
245; Krasnova, 2016: 175). The literary tissue
of the literature text has implicitly present hid-
den senses, containing the inner essence, being
represented by interaction of personages and,
this being specifically important, forming the
specter of the emotional and sensual sinuosi-
ty of the plot. Something, not represented in
words, but being caught in the shades of intona-
tions, mimics, gesture and other situational de-
tails, makes it possible to transmit all that acts
in the characters’ souls (Krasnova, 2016: 175).
Besides, counterpoint and ambiguousness of
all the totality of the undertones makes it possi-
ble to construct his own author’s version of the
visuallt-spectacular reading of the literature
text more than to reconstruct the author’s ideas.

It is quite clear that such a procedure
has the character of an adapted translation, at
which some transformations of the plot col-
lisions, peculiarities of the cultural environ-
ment, historical peculiarities, represented in
the original source, are not only inevitable, but
in some instances are just necessary. At this
the most significant role belongs to emotional
efficiency, which composes a specific peculiar-
ity of the ballet art. That information, which
is hidden and just implicated, is revealed in a
choreographic variant, and is embodied into
a really perceived action. 1. A. Krasnova and
M. V. Lanina emphasize quite correctly: «in
many cases dance is capable to express the
most subtle shades of feelings, which can’t be
expressed by means of speech, and they are to
be read only in the subtext of a literature text»
(Krasnova, 2018: 245). Let’s give special atten-
tion to that fact that source of the sensual and
emotional structure of a ballet work is just the
subject of the literature text.

«But what is the physically expressed
«repository» of this content? As we suppose,
attention should be paid to the following: a
peculiar connecting bridge, providing in-
tersemiotic translation of literature images
into choreographic ones, can be arranged by
visually-spectacular aspects, being contained
in the nature of the both phenomena. It is espe-
cially significant in the modern cultural space,

in which the most significant role is given to
entertaining images. Visual perception gains
total character, at which «reader frequent-
ly gives place to spectator» (Krasnova, 2016:
173). Inner visuality of the literature text,
which 1is, as one would think, a well-known
circumstance, gains a specifically important
significance for its projection onto the ballet
stage. Just at the stage of the writer’s intention
visually-spectacular images and feelings, con-
nected with them, make substantial influence
on the subject ideas and the style of the work,
being represented in its text. And these images
don’t compose an «external cover» of the plot,
they convey not only ideas and feelings of the
personages, but also carry more total existen-
tial meanings. According to the pertinent re-
mark by T.A. Boborikina, «literature with all
its concentration on the word sphere, recourses
to visual image, which, as a formula, is capable
to condense meanings and to replace the whole
pages of descriptions» (Boborikina, 2019: 6).
Perceiving this content, choreographer also
catches spectacularly-plastic aspects, using
this basis for forming their visual equivalents
in the language of ballet, or, using T.I. Bobo-
rikina’s remark, visual metaphors (Boborikina,
2019: 6). Search of such a metaphor is the task
for a ballet-master, addressing a literature text.

But it shouldn’t be interpreted just as a
«free flight of imagination», randomness of
fantasy, limited only by a totality of choreo-
graphic expressive means. Decision of plastic
interpretation of the images is born with con-
sidering interpenetration of the contexts, con-
taining, besides the other, visually-spectacular
experience of the actors, included into the total
situation. This is the experience, belonging to
the author of a literature text and that culture
which he is a representative of. Further, this is
the visual context of the literature work as a
whole. Visual experience and peculiarities of
the choreographer’s plastic vision specifically
interact with the above-mentioned spectacu-
lar aspects. Finally, one of the most powerful
influences on developing a plastic metaphor is
produced by the context of the spectator audi-
ence’s visual culture. It is impossible to reach
a high level of the decision accuracy without
considering this factor. It is the choreographer
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who actualizes the function of combining all
these contexts and adopting the uniquely cre-
ative decision which considers all of them. It
is notable that E. N. Tarasenko, analyzing John
Neumeier’s productions of literature works,
marks: «stage manager is in time to think for
the performer, the ballet personage and for the
spectacular <...> considering various levels of
perception (narrative, poetic, symbolic, philo-
sophic) depending on the intellectual potential
of the audience (Tarasenko, 2018: 89).

Conclusion

Consequently we can resume: develop-
ment of literature and ballet art generates more
and more frequent cases of choreographers’ ad-
dressing to literature works. This translation of
narrative texts into visually-spectacular form is
determined from one side by reinforcement of
visualization of the cultural space, from the oth-
er side by compensatory desire of the modern
civilization to recover some archaic motives, in
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