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HERMAN ISUPOV’S PERFORMING AND BALLET MASTER’S SEARCHES
IN THE LVIV OPERA AND BALLET THEATRE

Purpose of Research. The purpose of the research is to find out the features of Herman Isupov's creativity as an artist of bal-
let and ballet master. Methodology. The methodology of the research includes the following methods: analysis (to systematize of histo-
riographical sources), art criticism method (to find out the particularities of the performing manner and choreography of H. Isupov). They
have allowed us to research the figure of H. Isupov in the art space. Scientific Novelty. The scientific novelty of the research is the fact
that the author analyses the peculiarities of H. Isupov's performing manner and choreography and proposes the author’s typology of his
ballet master's works. Conclusions. The principles of the Leningrad Classical Dance School, which were studied by H. Isupov at the
Perm Choreographic Institution, were the condition of the high performing and ballet mastery skills in Lviv Opera and Ballet Theatre in
1963-2000. H. Isupov-dancer formed his own performing style, which had the following features: the technical artificiality, the depth of
performing images, expressiveness and a wide range of acting range from a grotesque, a comedy to a psychological drama or a deep
tragedy. We should note the part of Spartacus among his ballet parts. This image of the invincible man, free, brave hero was embodied
by the virtuoso dance technique. There were many author’s version of the classical ballets in H. Isupov’s ballet master’'s works («Swan
Lake», «Nutcracker» and «Vain Warning»), the choreographic dramas of the Soviet period («Bakhchisarai Fountain», «Romeo and
Juliet») and the choreography performances of the Ukrainian period («Lilia», «The Forest Song»). His ballet «The Seasons of Year»
(1980) is the example of his innovations in the ballet. Synthesis of the classical dance lexica and plastics of the contemporary choreog-
raphy characterize it. H. Isupov as a ballet master worked at the staging of a number of opera performances and always followed the
academic ballet traditions.

Key words: Herman Isupov, Ukrainian ballet, Lviv ballet theatre, artist of ballet, ballet master, choreography, ballet.

lempuk Onez OnezoeuY, HapoOHul apmucm YkpaiHu, conicm 6anemy JlbgigCbK020 HayioHaIbHO20 akademiyHO20
meampy onepu i 6anemy imeHi Conomii KpywenbHuybkoi, npogecop kagedpu pexucypu ma xopeoepadpii Jlbeigcbkoeo
HayjioHanbHoe20 yHigepcumemy imeHi IsaHa ®paHka

BukoHaBcbKi Ta 6aneTmencrepcbki nowyku NepmaHa IcynoBa y JIbBiBCbkoMy onepHo-6aneTHoMy TeaTtpi

MeTa gocnigkeHHs — BUABMTU 0cOGNMBOCTI TBOpYOCTi epmaHa IcynoBa sik aptucta 6anety Ta 6anetmerictepa. Metoao-
norif. AHania Ta cuctemartusauia ictopiorpadidHuX mxeperi, 3aCTOCYBaHHA MUCTELTBO3HABYOrO MeTody ANs 3'SICYBaHHS XYAOXHIX
ocobnmBocTel BUKOHaBCbKOI Ta GaneTmencTepcbkoi AisnbHocTi M. IcynoBa ganu 3amory NpoBEeCTU HayKOBO OO’€KTUBHE OOCHIOXEHHS.
HaykoBa HoBu3Ha. BusBrneHo ocobnvBOCTI BUKOHABCbKOI Ta BaneTmemncrepcbkoi AisnbHOcTi [. IcynoBa, 3anponoHoBaHO TWMONOTi0
noro baneTmencTepcbkmx TBopiB. BUCHOBKU. MpuHUMNM NEHIHrpaAChKOi WKOMW KNacu4YHOro TaHuo, Lo 6ynu onaHoBaHi . lcynosum y
MepMcbkoMy xopeorpachiyHOMY YyYMnULLi, CTanu 3aropykol BMCOKOrO PiBHSI BMKOHABCLKOI Ta GaneTmemncTepcbkoi MancTepHOCTi y
JIbBiBCbKOMY OnepHo-6aneTHoMy Teatpi B 1963—-2000 pp. I. lcynoB-TaHLUiBHUK chOpMyBaB BriacHUA BUKOHABCHKUIA CTUIb, LLO XapakTe-
pV3yBaBCSA PAHNYHOI TEXHIYHICTIO NEKCUKU, MNOUHOI PO3KpUTTA 06pasiB, eKCNPeCcuBHICTIO, LUMPOTOK aKTOPCHbKOro AianasoHy — Bif
rpoTecky, KOMeAiiHOCTi A0 NMCMXONOriYHOro ApamaTuamy, rmubokoro Tparismy. Cepep napTinn BuokpemmnioeTbcs CnapTtak — obpas Hes-
NIaMHOro MY>HbOrO, BONento6GHOro, BiABaXHOIO repos, peanisoBaHoro 4Yepes BipTyo3HYy TaHLIoBanbHy TEXHiKy. Y 6aneTMmencTepcbKomy
nopobky M. lcynoBa nepesaxatoTb pefakLii, cepea Aknx TBOpU KnacuyHoi cnagwmin («JflebegnnHe o3epo», «JlyckyHumk», «MapHa ne-
pecTtoporay), xopeogpamu paasiHcbkoro nepiogy («baxuncapancekuin poHTaH», «Pomeo i [KynbeTTa» TOLL0), BUCTaBM YKpaiHCbKOI
TemaTuku («Jlinesi», «JlicoBa nicHsi»). HoBaTOpCcTBO XapakTepuaye opuriHanbHuii 6anet «Mopu poky» (1980), e cMHTE30BaHO NEKCUKY
KINacMYHOro TaHLo Ta NNacTuKy cyvacHoi xopeorpadii. B sikocTi 6anetmencTepa I. IcynoB npautoBaB Haz NOCTAHOBKOK psily OMepHUX
BMCTaB. 3aBXAN AOTPUMYBaBCS akaAeMivyHUX 6aneTHWUX TpaauLii.

KnrouoBi cnoBa: Icynos NepmaH, ykpaiHcbkuii 6aneT, JlbBiBCbkMI baneTHun Teatp, apTuct banety, baneTmencrep, xopeo-
rpacpis, 6anert.

lempuk Onez Onezoeud, HapoOHbIl apmucm YkpauHbl, conucm b6anema JIb808CKO20 HaUUOHaNIbHO20 akadeMu4yecKo2o
meampa onepsbl u barnema umeru Conomuu KpywernbHuukou, npogeccop Kkaghedpbi pexuccypbl u xopeoepaguu JIb8o8cko20 Hayuo-
HanbHO20 yHugsepcumema umeHu MieaHa ®paHKo

UcnonHutenbckue n 6anetmencrepckue noucku NepmaHa Ncynosa Bo JlIbBoBCKkOM onepHo-6aneTHOM TeaTpe

Llenb nccnepoBaHusi — BbisiBUTb 0COGEHHOCTM TBOp4YecTBa ['epmaHa VcynoBa kak apTucta 6aneta u 6anetmeiictepa. Meto-
ponorusi. AHanus u cuctemaTusauusi UCTopuorpadpuyeckux UCTOYHMKOB, NMPUMEHEHNE MCKYCCTBOBEOYECKOTO METOAA ANS BbIACHEHUS
XY[AOXECTBEHHbIX OCOBEHHOCTEW WCMONMHUTENbCKOM M GaneTmencTepckon aesitenbHocTy [. MicynoBa no3Bonunu NpoBECTU HayYyHO
06bekTMBHOE uccnenoBaHne. HayyHass HOBU3HaA. BhisiBneHbl 0COBEHHOCTM UCNONMHUTENBLCKOW U GaneTMencTepckon AesTensHOCTU
. icynoBa, npepnoxeHa Tunonorusa ero 6aneTMencrepcknx nponsseneHuin. BoiBoabl. [MpUHLMNBI IEHMHIPAACKON LIKOMbI Knaccuye-
cKkoro TaHua, 6binm ocsoeHsbl I. Micynosa B MepmckoM xopeorpadmnyeckoM yuunuile, ctTanu 3aroroM BbICOKOTO YPOBHSI UCMOMHUTENb-
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ckoro n baneTmelnicTepckoro Mactepctea Bo JIbBOBCkOM ornepHo-6aneTHom Teatpe B 1963-2000 rr. I'. VcynoB-TaHUoBLUMK chopMmpo-
Barn CcOGCTBEHHbIN UCMOMHUTENBCKUA CTWUMb, KOTOPbLIA XapakTepu3oBarncs NpeaeribHON TEXHUYHOCTLIO NEKCUKK, FMyOUHON packpbITUst
06pa3oB, 3KCMPECCMBHOCTbLIO, LUMPOTON aKTePCKOro Ananas3oHa — OT rpoTecka, KOMeAMMHOCTM 40 NCUXOMOorM4eckoro ApamaTuama, rny-
6okoro Tparuama. Cpean naptun Belgensetcs CnapTtak — o6pa3 HECOKPYLUMMOrO MyXeCTBEHHOro, cBo6040M0bMBOro, OTBaXHOrO re-
posi, peanu3yemMoro Yepesa BUPTYO3HYIO TaHLEBarnbHyl TexHWKY. B 6aneTmernictepckom apceHane I. VicynoBa npeobnagatoT peakumu,
Cpeam KOTopbIX NpousBeAeHns knaccmyeckoro Hacneaus («JlebeguHoe o3epoy, «LllenkyHumk», «TweTHas NpeAoCTOPOXHOCTbY), Xope-
oppambl coBeTckoro nepuoga («baxuncapanckuii poHTaH», «PoMeo u [xynbetta» v T.M.), CNEeKTaKnM ykpamHckon tematukn («fnnes»,
«JlecHas necHsi»). HoBaTopcTBO XxapakTepuayeT opuriHanbHbii 6anet «BpemeHa roga» (1980), roe cMHTE3MpoBaHbl NEKCcMKa Knaccu-
YeCcKoro TaHua v nnacTnka coBpeMeHHou xopeorpadun. B kadectBe baneTtmerictepa M. Micynos paboTtan Hag nocTaHOBKONM psiaa onep-
HbIX CnekTaknen. Becerga npuaepxvmBancsa akageMmyecknx 6aneTHbIX Tpagnumn.

KnioueBble cnosa: Vicynos NepmaH, ykpavHckuii 6anet, JlbBoBckui BaneTHbIi TeaTp, apTucT Baneta, 6aneTmencrep, xo-
peorpadusi, 6anert.

Actuality of Research. Today, the national Choreology (Ballet studies), tries to get free from the
trends to consider the ballet theatre of Ukraine as part of the «central» theatres (Moscow and Leningrad in
the Soviet period and European and American Choreographic Centres — Paris, London, New York in the pe-
riod of Ukrainian independence). The analysis of the place and the role of the national opera-ballet theatres
in the context of the national and world choreographic art is actual. One of the best ways to consider the ac-
tivity of the theatres is to study the creativity of their outstanding representatives. In our opinion, Herman
Isupov, a well-known artist of the Lviv Ballet Theatre for a certain period, is worth to be researched.

Analysis of Researches and Publications. Yu. Stanishevskyi highlights fragmentally H. Isupov’s per-
forming and ballet master’s style in his monograph, which is devoted to the Ukrainian ballet theatre from the
ancient times to the beginning of the XXI century. [10; 11]. The figure of the famous ballet master is also
studied in the fundamental research on the history of the Lviv Opera and Ballet Theatre by O. Palamarchuk
[5], A. Tereshchenko [12]. Recently, many works have appeared, which reflect the history of the ballet thea-
tre of Ukraine from new position whereas they pass by H. Isupov's creativity. These authors are E. Kovalen-
ko [3] and A. Podlypska [7]. The important sources of information were the publications of I. Dychenko [1]
and O. Saiko [8; 9]. However, there is no any comprehensive study on H. Isupov’s works.

The purpose of the research is to find out the features of Herman Isupov's creativity as an artist of
ballet and ballet master.

Main Part. Herman Isupov was born in Perm and graduated from the Perm Choreographic College in
1956. According to the level of performing skills of the graduates, in the USSR Perm State Choreographic
College competed with Leningrad one, which concerns the history of the establishment of this educational
institution in Perm. During the blockade of Leningrad in 1941-1944, the Leningrad Academic Opera and Bal-
let Theatre named after S. M. Kirov (today — the Mariinsky Opera and Ballet Theatre) and the Leningrad
Choreographic College (today the Academy of Russian Ballet named after A. Ya. Vaganov) were evacuated
in Perm, which contributed to the development of choreographic culture of the region as well as attracted
many young people to that kind of art. Since 1945, a choreographic college has been officially established in
Perm. The first artistic director of the college (until 1956) Kateryna Heidenreich, who was a graduate of the
St. Petersburg Imperial Theatre College (1915), a soloist of the Mariinsky Theatre, a tutor of the Leningrad
Small Opera and Ballet Theatre. The teacher of the classical dance taught the traditions of the classical bal-
let. H. Isupov studied at the college, headed by K. Heidenreich. Tamara Obukhova-Troyanovska is consid-
ered his teacher [12, 125]. She was a former ballet dancer of the St. Petersburg Mariinsky Theatre. H.
Isupov was also fortunate to master classical dance under the tutelage of Julius Plakht, a graduate of the
Leningrad Choreographic College (1941) and the Leningrad Conservatory, a well-known specialist, who cre-
ated the foundations for men's classical dance at a Perm college. J. Plakht had been teaching the classical
and duet dance at the college since 1952 [6]. According to the memoirs of the well-known ballet dancer and
art critic R. Urazgildeev, Y. Plakht was an extremely music teacher, «he clearly built the line of each lesson.
His training combinations were small dances with the certain tasks, whereas J. Plakht controlled the purity of
positions and poses. He was attentive to the individual abilities and capabilities of the student, sought to dis-
cover the best features of his students» [14]. Thus, H. Isupov received a fundamental school of classical bal-
let from the outstanding teachers, which became the key to successful performance and ballet master's
works.

Before the Lviv Opera and Ballet Theatre, H. Isupov improved his performing skills in the classes of
the Bolshoi Theatre in Moscow, and as an artist of the Classical Ballet Ensemble under the direction of R.
Herbek at the Novgorod Philharmonic (1957-1961) and in Voronezh Regional Musical and Dramatic Theatre
(1961 — 1963) [13, 89].

H. Isupov's long-term career in the Lviv Opera and Ballet Theatre began in 1963. He performed solo
parts in the most part of the repertoire of the theatre during fourteen years of his performing career (1963—
1977) [13, 89] (O. Palamarchuk points out other years of H. Isupov’s dance career on the Lviv stage (1963—
1976) [5, 318].

Spartacus became one of H. Isupov’s successful parties. Yu. Stanishevskyi writes: «A virtuous mas-
tery of men's classical dance technique, a high and light jump, plastic expressiveness and bright actor’s skills
helped H. Isupov to show Spartacus’s resoluteness and courage, who was a rebel commander, his spirit and
humanity in the duets with Phrygia (N. Slobodyan)» [10, 257]. In general, the production of Spartacus by A.
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Shekera in 1965 was the important page in the history of the Lviv Opera and Ballet Theatre. It was the per-
formance, which showed H. Isupov’s talent as a dancer. According to A. Tereshchenko, “his Spartacus is a
courageous, people’s leader, who devoted his life to the struggle for freedom. The dancer easily overcame
the considerable technical difficulties of the party and created a lively, strong and tragic image of the leader
of the rebellious slaves, which became the embodiment of the idea of the man’s eternal desire for freedom
and happiness» [12, 112].

A significant event for the Lviv Theatre was M. Zaslavsky's production of the «Three Musketeers» by
V. Basner, a Soviet composer. H. Isupov, who demonstrated his excellent performing and fencing skills, suc-
cessfully embodied the image of D’Artagnan [12, 116]. The heroic parties allowed him to realize the coura-
geous, effective, temperamental role of the dancer.

The party of Tyl Ulenspiegel was very successful for H. Isupov, who played it in the ballet of the
same name by E. Glebov. M. Zagaykevych, an actress writes: «Heartly openness, love for people determine
the essence of his free movements and flight and dance elements ... First of all, H. Isupov's art attracts us by
his deep revelation of Tyl's character, his experiences and feelings, subordination of the high dance tech-
nique of expressiveness» [12, 125].

The role of the commander of Anthony was one of the brightest parties of H. Isupov. S. Drechin in
Lviv staged the ballet of E. Lazarev after the tragedy of Shakespeare «Anthony and Cleopatra» in 1969. The
amazing monologues and variations impressed the audience by their technical perfection, the efficiency of
highflying jumps, the classic completeness of the poses, and the deep penetration into the psychologically
complex of the world of Shakespeare's hero. The dancer was able to show the image in evolution, the
growth of his tragic motives, the internal disorder of the hero, which led to the tragic end.

H. Isupov’s creativity as a dancer has risen to his own style, which was based on the modern school
of classical choreography and the elements of the original plastics and acting. H. Isupov inspired the ballet-
masters to create the lexically and artistically ballet parties. He took part in the production of each new per-
formance. M. Zaslavskyi, the main ballet master of the theatre confessed: “Herman is my co-author on creat-
ing his parties. He finds the solution in a day or two. He always recreates the performance by improvising in
colours. It is not possible to «catch» and consolidate his ideas» [12, 126].

The scale of H. Isupov's talent went beyond performing. He created the composition and the images,
forcing the choreographer and the ballet masters to listen to him. For example, in the ballet «Orisia» by A.
Kos-Anatolsky, the most powerful moment is Les's monologue when he launched into a concentration camp.
Knowing the actor’s talent, M. Zaslavskyi entrusted the staging of this party to the Herman. He wanted to
make him improvise. Each time Les’s monologue was different, each time it was more tragic. A. Kos-
Anatolsky was impressed by H. Isupov’s dance and added 32 more tactical music to him» [8].

According to M. Zagaykevych, H. Isupov was a professional and knew «all the secret actions and
techniques of classical dance and to embody various characters ... The power and volitional energy of his
Spartacus, the romantic exaltation of the Prince («Cinderella»); the role of the brave D'Artagnan («Three
Musketeers»), a sincere Stephan («Lilia»)» [2].

I. Dychenko, an art critic remember H. Isupov: «He was a performer of the highest test as well as a
dancer and choreographer of the bright creative and personal dignity. His Spartacus was a greater patriot
than the Roman elite. Quasimodo, disturbed by love, hurt the audience by a hunchbacked figure. D'Artagnan
is a brawler, an embodiment of valor without fear. Tybald Human Beast is in Romeao's love for Juliet ... Her-
man was a master of the monumental strong images and united heroic character with lyrics. His noble ges-
tures reminded the ancient sculptures» [1].

«The day when... The audience called Herman Isupov danced the holiday. The Prince or Spartacus,
Albert or D'Artagnan, Franz or Quasimodo, Adam or Tyl Ulenspiegel, unique Romeo, Giray are all roles,
which differ each other in H. Isupov's plastic and acting. All of them are the perfection of the Lviv Ballet Thea-
tre» — A. Palamarchuk told about the performance of H. Isupov [5, 318]. However, he categorically qualified
H. Isupov's activity as a choreographer: «The former brilliant soloist Herman Isupov headed the ballet com-
pany, but did not say anything by his productions («Servant of Two Gentlemen», «Bakhchisarai Fountain»,
«Lilia», «Romeo and Juliet», «Nutcracker»). Certainly, the professions of a dancer and a ballet master differ»
[5, 327]. In our opinion, to compare two different spheres of activity of one artist according to the criteria of
innovation is not effective.

In 1978 H. Isupov became the chief ballet master of the lvan Franko State Academic Opera and Bal-
let Theatre after the death of M. Zaslavskyi. His debut was the ballet «Bakhchisarai Fountain», where the
choreographer shifted the accents and the main character became Khan Giray. R. Zakharov's choreodrama,
which was canonical in the Soviet Ballet Theatre, was reconstructed. So, the musical score was reduced,
and some characters were removed. For the first time, the Khan's party became a deployed one. The ballet
master did not focus on the exterior set design, but he paid attention to the dramatic events, actions, experi-
ences of the characters. H. Isupov played the character of Giray, realizing his dramatic talent. The artist's
inherent performing style, his energy, courage, and expression skills contributed to the creation of the strong
image of the khan. We could see the evolution the hero of H. Isupov.

There are many ballet masterpieces among H. Isupov’s works. They are «Swan Lake» by P. Tchai-
kovsky (1979, 1985), the original «Seasons of Year«» by A. Vivaldi (1980), the experimental, innovative bal-
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let, where classical choreography is combined with more free forms of modern plastics, «Servant of Two
Gentlemen» M. Chulaki (1980), E. Grieg's «Per Gynt» (1981), P. Tchaikovsky's «Nutcracker», S. Prokofiev's
«Romeo and Juliet» (1988), K. Dankevych's «Lilia» (1989), M. Skorulsky's «Forest Song» (1993), A. Petrov's
«Creating the World» (2000) [5, 371-378]. It should be noted a small number of original (first reading) bal-
lets, staged by H. Isupov. The ballet master adapted the classical ballets, the works of the Soviet period to
the performing capacity of the troupe. Sometimes, he mixed dramatic accents, interfering with the musical
score for the realization of his own design. However, he followed the academic traditions of ballet theatre.

H. Isupov also actively participated in the staging of the operas at the Lviv Opera and Ballet Theatre,
including S. Gulak-Artemovsky's «Zaporozhets by the Danube» (1987), J. Verdi's «Rigoletto» (1988), and P.
Tchaikovsky's «Eugene Onegin» (1988), «The Stolen Happiness» by Y. Meitus (1989). According to the
memoirs of the wife of O. Vrabel, the People's Artist of Ukraine, an opera singer, her husband went to H.
Isupov to perform in a ballet hall, where they practiced Rigoletto's behaviour. «This talented dancer, chore-
ographer, stage director, who was well-known not only in Ukraine, influenced the formation of O. Vrabel's
scenic «image» and developed his natural ability to transform into different heroes by facial expressions. The
singer was delighted with the talent of H. Isupov, especially his image of Quasimodo in the ballet «La Es-
meralda» by C. Pugni» [4, 20].

G. Isupov devoted the most part of his creative life to the Lviv Opera and Ballet Theatre as a dancer
and choreographer, maintained and developed the traditions of the classical school and formed the Lviv bal-
let school.

Scientific Novelty. The scientific novelty of the research is the fact that the author analyses the pecu-
liarities of H. Isupov's performing manner and choreography and proposes the author’s typology of his ballet
master's works.

Conclusions. The principles of the Leningrad Classical Dance School, which were studied by H.
Isupov at the Perm Choreographic Institution, were the condition of the high performing and ballet mastery
skills in Lviv Opera and Ballet Theatre in 1963-2000. H. Isupov-dancer formed his own performing style,
which had the following features: the technical artificiality, the depth of performing images, expressiveness
and a wide range of acting range from a grotesque, a comedy to a psychological drama or a deep tragedy.
We should note the part of Spartacus among his ballet parts. This image of the invincible man, free, brave
hero was embodied by the virtuoso dance technique. There were many author’s version of the classical bal-
lets in H. Isupov’s ballet master's works («Swan Lake», «Nutcracker» and «Vain Warning»), the choreo-
graphic dramas of the Soviet period («Bakhchisarai Fountain», «Romeo and Juliet») and the choreography
performances of the Ukrainian period («Lilia», «The Forest Song»). His ballet «The Seasons of Year» (1980)
is the example of his innovations in the ballet. Synthesis of the classical dance lexica and plastics of the con-
temporary choreography characterize it. H. Isupov as a ballet master worked at the staging of a number of
opera performances and always followed the academic ballet traditions.
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