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In particular, the fund “Vere music fund”, which supports young
Ukrainian performers and helps them to be accepted to the inter-
national music stage, started “Open Stage Day” format which gives
talented musicians of different age (from pupils of music schools to
students, postgraduates and graduates from music academies) an
opportunity to participate in international concert events, musical
projects, to get grants for participation in masterclasses carried out
by leading masters, in international festivals and contests.

Ukrainian music art is also recognized in the opera field. Its
precursor is the first night of “The Aladdin” ballet by Alexander
Rodin which is planned in Kaunas State Musical Theatre (29.10.22).
This work is to be added to the repertoire of the Lithuanian compa-
ny in the future. As Petro Kachanov, the director of Kyiv Municipal
Academic Opera and Ballet Theatre for Children and Youth claims,
it is a landmark event for Ukraine, as there are still no productions
of Ukrainian authors in European theatre.(5)

So, the crisis which Ukraine is experiencing now is an envi-
ronment of opportunities, and it is a matter of everyone whether to
use it or not.
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HOWLeHHSI MY3UKU Ma Xopeozpapii.

O0pa3 nonboTy SIK KpacuBa, BAana MeTadopa moa0 Mo3Ha-
YeHHsI IParHeHb TBOPYMX JIIOJEH MOXKE PO3IIAJaTHUCs SIK TIeBHUN
MucTenTBo3HaBunid mrami. Opnak moxpo Cepris Muxaiinosuua
JIndapst (1904—1986) — cnaBHO3BICHOTO (hpaHIly3bKOT0 XOpeorpada
i TaHIIBHUKA YKPaTHCHKOTO MOXOMKEHHS — 1I€ HE IPOCTO BAATHH
BHUCIIIB, ajie i Kpego Horo ®UTTS 1 TBOpUOCTi. Ypomkenens Kuesa
(1904), cBinoK (a iHOA1 i aKTUBHUI YYaCHHK) IEPETOMHHUX iCTOpUY-
Hux noxii (1917-1923) — pesomtonii, naginas Immepii, rpomansH-
cekoi BiiiHU — C. JIudap y 17-piuHoMy Bili MOTpanuB A0 KUIBCHKOI
“Ilkonu pyxy” bponicnaBu HixkuMHCBKO, 110 BU3HAYMIIO HOTO IIO-
Janbluil KUTTEBUH nuisx. CaM aBTOp XapaKTepu3ye Lieil mepion
CBOTr'O IOHAIITBA SIK JHI “BEJIMKOTO MOTPSICIHHSA MO€EI OaThKIBIIUHH,
KOJIU BIIEPILE 5 BiAUYB MaTEPito MO€i 1yXOBHOI Oy/IOBH, KOJIH Kara
JI0 KUTTS Ta JO HEBIJJOMOT0 OMaHOBYBaja Moo icTory. <...> Tomi
3/1aBaJIOCS. MEHi, III0 CMEPTi MOXKHA 3aMO0ITTH, TOA1 BIPHB s, IO S
CHJIBHILINI 32 CMEPTh, 1 He 3HaB IIe, 110 He 5 rpaB 3 Helo, a Bona 3i
MHOI0, LII0 BOHA HAMITHJIA 1 Miii CTPOK, MOIO Uepry, 3aKpUTy Bi Me-
He” [2, c. 9]. lloxo 3axoruieHHs xopeorpadieto 3a3HaYMMO, 1110, 32
HOro cI0BaMH, KpiM OCHOB 0aJeTHOI TEXHIKH, 3 IKUMH BiH 03HAHO-
MUBCS y IIKOJI, BCE iHIIE OYyJI0 AOCSITHYTO “CaMOTY>KKH, MPaIIOr0-
9H Nepes J3ePKaioM 3 0e3:KalIbHOIO HAMOJIETTHBICTIO, BAKOHYIOUN
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HalickyiagHimi BopaBu A0 noBHOI 3HeMoru” [1, ¢. 21-22]. Tlepmit
eTan Takoi poOOTH MpUIAB caMe Ha KWiBCBKUU Mepion KUTTS, KO-
mu C. JIudap micas Bin'isny b. HixuHcbkoi-BuKIaga4a 3a KOpIOH
HaBiTh BiB KUTTS MyCTENbHUKA, 32a4MHUBLINCE Y KIMHATi 1 IPOTS-
TOM KiJIBKOX MICSIiB KaTylouH cebe 0araTo4acoBUMH 3aHSTTIMH
nepen a3epkanoM. I1oTiMm, 3 BEIUKUMH CKJIATHOIIAMH €MirpyBaB-
mmm 1o @pannii (1923) i onuauBmuck B anTpenpusi C. Jlsrinesa,
BiH OyB 3MYLICHUH MPOJOBKUTH CBOE CAaMOBJOCKOHAJIEHHS, 1100
JIOBECTH CBOE MPABO CTATH COJIICTOM. 1929 pik, Bifg3HAueHUH BiJ-
YyTTSAM KPHU3H B €BponelicbkoMy OaneTi (momuparoTh A. IlaBiosa,
C. Hdsrines, 3anumae cueHy B. HiKnHCBKHIT) cTae mepeIoMHUM 1y
TBOpYiil moni MUTLA: BiH npuitmae Bix “I'pana-Omnepa” 3ampomieH-
Hs oyonuTH OanetHy Tpymy. Y uinomy C. Jlugap 3aiiMaBcs mum
YBEPTH CTOJIITTS, MapajeNbHO BingaBIu (paHIy3bKill CleHI 1aHb
TaKOX SIK TAHLIIBHHUK Ta Xopeorpadg.

O6pas3 nonsoty cynpoBomxxyBas C. JIudaps Bce Horo xutt,
MPOXOASYH Yepe3 CHU, CIIoraiu AUTUHCTBA, onuck Kuesa (3aBxau
e 0COOJIMBHM paKkypc OrMIALy MicTa — “3 NTAIIMHOTO MOJBOTY; 1
HaJalli NOIIYK TaKMX MaJbOBHUYMX TIPCHKUX BEPIIUH, 3 SIKUX BiJ-
KpuBaBcs 0 BUIIIAA, “SK Ha pigauii Kuis”, TpuBa Bxe y ®panuii,
I'penii, y Oynp-sikii Touni nepeOyBaHHs TaHIiBHUKA). [loMbOTHICTD
BiH BU3Ha4Ya€ OAHIEIO 3 TOJIOBHUX O3HAK Oanery: “baneT — ue nume
Kpaca i rpamisi apabecok, THYUYKiCTh PyXiB, CMUIMBICTh MOIBOTY”
[1, c. 56]. Mo Hel mpuBepHYTO yBary MmaiicTpa B HOro MipKyBaH-
HSIX Mpo OalleTHi BUCTaBU Ta o0pasu: “<...> ponb JKizemni mixgHiMae
TaHI[IBHUIIO, iAHOCUTH, BiIpUBA€E BiJ JIHCHOCTI, 1 BECh 4ac Mae
3/1aBaTHUCs, 0 BOHA HE TOpKaeThes 3emuti” [1, . 55]. Ctpubok-mo-
nit, sskuMm C. JIudap Bpasus Cepris Jsrinesa mig yac nepmoi pe-
NEeTHIi1, CTaB JEHTMOTHBOM HOTO BJIACHOTO BUKOHABCHKOT'O CTHITIO
K y HOBoMogHUX TBOpax (“3edip ta ®nopa”, “Buninus Po3u” ta
iH.), TaK 1 B OHOBJIEHUX Ha cueHi “I'pana-Onepa” KIacHYHUX 3pas3-
kax (“Cunpdina”, “XKizens”, “Jlebennne 03epo”, “Crisiua kpacyHs”
Ta iH.). HaliBumum BupakeHHsM ifei monsoty cTtaB Oajner “Ikap”
(1935), no skoro cam OaneTMelcTep CTaBUBCS SK 10 HaBaIu-
BILIIOTO y CBOIH TBOPYOCTi, OCKiJIbKM HA MPAaKTHUILi LeH TBip mpe-
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3eHTYBaB i1ei, BUKJIaJeHI B HOro TeopeTHuHii mpaui “Manidect
xopeorpada” (1935). BignoigHo m0 nudapiBcbkoi KOHIEMIIIT CITiB-
BiJTHOIIEHHSI MY3HYHOI 1 TAaHIIOBAaJbHOI CTOpiH y OaneTHil BHCTa-
Bi, My3UKa OBUHHA MiAKOPATHCHA XOpeorpadiuHOMY TEKCTY, a HE
JUKTYBaTH CBOI BUMOTH, 3a NPUHLHUIIOM ‘“HOPOBHUCTOI” HapTUTY-
pH, AKa Maii>ke BECh Yac CyNepednTh TaHNo. Po3ymitoun puT™ €1-
HAJBHOIO JIAHKOIO MiXK MY3HKOIO i TAaHIIEM, MOXJIMBO CTBOPIOBATH
CHiNBbHI MPOEKTH, AKi JUIIE BUTPalOTh Y egHocTi. OgHak nepiue i
OCTaHHE CJIOBO B 0ajieTi Mae OyTH 3a TaHLEM.

3a cioBamu xopeorpada, “moiT, a HOTiM CIIOKYTHE MaJiHHS
Ikapa Mornu BiIJIyHIOBATH JHILE THILEIO ab0 TIIYXUMHU yJapaMu
JIOACBKOTO cepisl. Bynb-sika TPUBOXKHICTb, OyAb-sSIKMH 3BYKOBUUI
“xaiMaT” 34aBanucs O WITYYHUMHU W BiIBONIKANIHM yBary risjgada
BiJ cyTi npamu. Pi3kuii 3ByK, o BuOyxae cepen v, Oyae Haii-
KpalliM aKOMIIAHEMEHTOM KyJbMiHaLil; Oyab-aK1il MenoginHui
abo rapMOHIHHUHI BCTYII, HABMaKH, ocnadmioe ix. Tox st BUpILIUB
BYMHHTH iHaKIe: Miil “Ikap” TaHIIOBaTUMETHCS 0€3 MY3HKHU — TaK
BiH BUT'pA€ B €KCIIPECii, i, KpiM TOTO, MOKaXe, Ha 10 37aTCH TaHOK,
SIKIIO 00X0nUTHUCS 63 OyIb-SIKOT0 aKOMIIAaHEMEHTY YH MIPHHAKMHI
CTBOPIOBaTH Takui, KOTpuil Homy macye” [1, c. 53]. ¥V pesynbrari
HapoauBCsl OaneT, y AKOMY POJb MY3MYHOTO CYNmpoBony Oepe Ha
cebe mepkycilinuii ancamOnb (To6To C. Jludap HagaB cBOO Bep-
Cito iz1ei BITBHOTO TaHLIO, Ky aKTHBHO PO3POOJISIN Ha MOYaTKy
XX cromittst B Himewuunni P. Jlaban ta M. Birman). [laptutypy,
SIK 3a3HadeHo B oiuiiHuX adimax, migrotrysaiu A. OHerrep Ta
. Citep. BesnepepBHicTh pUTMIYHOTO (hOHY CTA€ HEPBOM BUCTABH,
BH3HAYAIOUH eTalu Xopeorpadiunoi npamaryprii, mo nodyaoBaHa
Ha KOHTPAIyHKTi aHCaMOJII0 TaHIIBHUKIB (4 miBumHH+4 XJIOTIII)
Ta comicra (Ikapa). Ponp “xonekTuBHOr0” O6JIM3bKa TYT 40 QYHKIIT
XOpy B aHTHUYHIN Tpareaii: MOBTOPIOIOYH, MiAXOIIIOIOUH, MPOAO-
BXKYIOuHM ab0 MPOTUCTABIAIOYM BiAacHI KomOiHamii TaHmo Ikapa,
aHcaMOJIb TaHIIBHUKIB-"XOpY” CTBOPIOE HE TIIbKHM MIACTHUYHHUI
¢oH, ane i cBoepiHA “eMoliiiHa XMapHHKa” OyAb-KOr0O MOMEH-
Ty. 3aBASKH 3arOCTPEHHIO BJIACHUX MEXaHi3MiB CIPUUHATTS MiJ
BIIJINBOM aCKETHUKH 3BYKOBOTO ()OHY BUHUKAE (POHIKO-TICUXOIIOT Y-
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Ha 1103151, KOJIK TIIsIAa4-CiIyXad MOYMHAE BiITBOPIOBATH Y BIIACHIH
ysIBl BICYTHI B MY3WYHIN HapTUTYpi soli CTpyHHUX Ta AYXOBUX
IHCTPYMEHTIB.

Kuwuru cnoranis C. Jlugaps (kpim poOit 3 icTopii i Teopii
TaHII0, OaneTMeicTep 3aMUIIUB MO co0l 3HAYHY CIaAIINHY B )KaH-
pi MemyapiB), SiKi MOXXHa COpUUMAaTH AK OaraTo4yacTHMHHE >KHBO-
MUCHE MOJIOTHO, BUMAJILOBYIOTH JIHIIO MOMBOTY B XKHUTTI MaiicTpa
OyKe 4iTKO. BHUCOKMH XyAOXHIM CMaK BHUAATHOTO TaHIiBHHUKA,
HOro TajmaHT A0 XUBOIUCY, JIOOOB 1O MOe3il BUpa3WIHCs B OCO-
OonmuBoMy (DOKyCi 30py, IO 3aJIOMIIIOE O€3idU I[iKaBHX JaeTalei,
MICUXOJIOTTYHUX XapaKTePUCTUK, EMOLIHHWUX OI[IHOK Ta JOKY-
MEHTaJIbHUX (PakTiB. BMiHHS BUXOIIIIOBATH 3 MOTOKY icTopii mo-
Nii HalBHINOI 0COOMCTOI I[IHHOCTI BPIBHOBAaXKEHI MPArHEHHIM JI0
o0’extuBHOCTI oniHOK. Knuru C. JIudapsi, y SIKuX BiH, pyXalO4HCh
XBUJISIMH TIaM’AITi, Y TMOAPOOUISX BiJHOBIIOE TMOJii CBOTO JKUTTS
W ermoxu — BiJ Hapo/keHHs Ta rHOCTI (“CTpamni poku”), yepes
nepiog mpodeciiiHo-ocobucTicHoro GopmyBaHHS B OaJeTHOMY
mucteutsi (“3 [srineBum™), no ¢iHanbHOrO y3arajabHEHHS Mif-
CYMKiB TBOPYMX Ta XXUTTeBUX NomykiB (“Crosigs Ikapa”) — mic-
TATH YYZOBHM MaTepiai sl 3HOMOK IPUTOAHHUIIBKOTO poMaHy. Y
UX TEKCTaX € Bce, IO BiAMOBiIa€ BUMOTraM LbOTO JIITEPaTyPHOT'O
Ta KiHeMaTorpaiuHOro >KaHpPiB: TOCTPOTA CIOKETHHX CHUTYaLlil
(mepecnigyBaHHS, y4acTh Y 3MOBaX, ‘“4yJICCHI BU3BOJICHHS ’, HU3KA
“IIaCIMBUX BHITAJIKOBOCTEH ), I[IKaBHI ICTOPUYHHUI KOHTEKCT, OI-
KPOBEHHS 3 ‘“SKUTTS cepus’. “ABaHTIOpaMU IOHOCTi” Ha3HBa€ cam
C. JIudap onucyBaHi nozii, po3risiAaloud aBaHTIOPHICTE “yIijIoM
CBOTO MOKOJIiHH". EMOLIIMHICTh OMOBiTaHHS, KPi3b SKY YiTKO MPO-
cTymae o0pa3 caMoro aBTOpa, BiAUyTTS HEPEaTbHOCTI ONMCYBAaHUX
MOAIHM MOPOIKYIOTH 1TF03110 MOAYJIALIT iICTOPHYHOTO TOKYMEHTa B
o0nacTh XyJOKHbBOI JiTepaTypHu. | 1ie HeBUMaaKkoBo. 3 OZHOTO OOKY,
e 3p03yMijio Oa’kaHHSIM aBTOpPa B IOHOCTI ‘““BECTH JKHUTTS, CIIOBHE-
He HeOe3neKn”, o 3HANIIo O1arogaTHUN IPYyHT y BUTIISAL CYITyT-
HBOTO icTopuyHOro Tia — Micta Kuesa 1917-1922 pokis. 3 npyroro
00Ky, MailOyTHi TaHIIBHUK i Xopeorpad hopmyBaBcs B arMocdepi
NEePUINX ASCATUNITE XX CTOMTTA — XyJOXKHBOTO KiimMary CpidHoi
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JI00H, KOJHM KUTTS peanbHe (y HOro oOMBATENbCBKOMY PO3YMiH-
Hi) OyJo nepeitnste izeero yxy, cnpuitmManoch HEBIAAIIEHUM Big
TsopyocTi 1 TBopenHs. LlimicHiCTh TUX HATYP PO3KpUBajacs B IKO-
MyChb TTHOMHHOMY PO3YMiHHI Ta MepeKuBaHHI mpoueciB Kutrs,
KoJu TpaHb Mixk JKutTsam i TBopuicTio cTUpaeThes, MPUBOASYH JI0
mozeni CryxiHHS (IpH UBOMY B pi3HHX Oiorpadisx MoxHa Oauu-
TH pi3Hi MoAudiKalii HbOro CIyKiHHS — MUCTEUTBY, i1ei, o0pa3y,
[pexpacHiit mami Toio). [Ipo “HEMOAIIBHICTD KUTTS i TBOPUOCTI”,
ixHe “Oe3cmia y BifipBaHocTi ogHiel Bia inmoi” nume C. Jlugap
y nepeamoBi 10 “CTpagHuX poKiB”.

KunrouoBoro ifeero BCix MeMyapiB CIaBETHOTO TaHIIBHHKA,
SIKOTO CYYaCHUKH BBa)kald ‘“‘IOOPUM TeHieEM TaHILIO’, CTA€ Kara
J0 KUTTS, IParHeHHs JIONWHU MiAHITHCSA Hall CBOEIO MPUPOIOIO.
JVBHUM YHMHOM IIe IEPEryKYEThCA 3 JyMKaMHU BUAATHOTO aBCTPild-
CBKOTO Tcuxiarpa Ta ncuxojora B. ®dpankna, po3poOdHHKa Teopii
0COOHMCTOCTI, OCHOBaHOI Ha HEOOXiTHOCTI MparHeHHs JIOAWHH JI0
MOLIYKY ceHCy KHUTTs. “KoxxHOoMy yacy moTpiOHa cBos IcuxoTepa-
nis”, — nucaB B. ®pankn. OxHak Taky pucy, IK “ynepTicts 1yxy’,
BiH PO3LIHIOBAB SIK 3[aTHICTh JIOAWHHU HE MiJdaBaTHCS, HE JaMa-
THCS TiJ yAapam# J0di, Mo oOpyLIyIoThca Ha Tijo 1 ayury. Taky
“ymepTicTb Iyxa’, )kary 1o KHUTTs nemoHcTpyBas i Cepx Jludap,
MPOTUCTABISIIOUN BUKJIMKAM 01 CBOIO HEBTOMHY JXary a0 TBop-
YOCTi, TOJBOTY.

P.S. Ha moruni nerenmapHoro aptucta Ha UBUHTapi CeHT-
XKener’eB-ne-bya B mepeamicti [lapuxa 3pobneno Hamuc ¢dpas-
ny3pkot0 MoBow: “Cepx Jludap i3 Kuema”. Ll mo3baBnena
30BHIIIHLOI €MaTa)XHOCTI, IMUOMHHO ICTHHHA JIO00B 10 CBOEI
0aTbKIBIIMHU Bpaxae OyIb-KOTO, XTO 3HailoMuii 3 6iorpadieto Maii-
ctpa. Bapto 3ragaru, mo Jludap OyB He mpocTo BU3HAHUM, aye i
oOnackaHui (QpaHIly3bKOIO AEPKaBOI, He Oynyun (paHIy30M 3a
MOXOKeHHsIM. Bin OyB ynocToeHU HaliBUIIIOT HATOPOAH KpaiHU —
opzena [logecHoro neriony, sikuii Homy BpydaB npe3uneHT Lllapns
ne [onp. @akT JereHaapHOro Aiajory MiX BETMKUM TaHIiBHUKOM
1 IIaBOIO Jep)KaBU 3raJyeThCsl y BCiX MarepialiaX, MPUCBIUYCHHUX
apTHUCTY, CTAaBLIM BXX€ YACTHHOIO Mi)y PO HHOrO: y BiANOBiAb HA
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nponosulito ae lonns odiniiHo NpuldHATH TpoMaassHCTBO Dpan-
uii, JIudap 3 BAAYHICTIO 1 TIAHICTIO Bi/IMOBIB, 0 3aJIMINAETHCS 32
(hakTOM HApPOJKCHHS YKPaTHIIEM Ta KHHUHOM.
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LIFE AS DESIRE FOR FLIGHT
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The image of flight, as a beautiful, successful metaphor
for denoting the aspirations of creative people, can be consid-
ered as a kind of art cliche. But as for Sergiy Mykhaylovych Lifar
(1904-1986), a famous French choreographer and dancer of Ukrai-
nian origin, this is not just a successful expression, but also a credo
of his life and work. Born in Kyiv (1904), a witness (and sometimes
an active participant) of critical historical events (1917-1923) — the
Revolution, the fall of the Empire, the Civil War., S. Lifar at the age
of 17 entered the Kyiv “School of movement” of Bronislava Ne-
zhinska, which determined his future life path. The author himself
describes this period of his youth as the days of “the great shock of
my homeland, when I first felt the matter of my spiritual structure,
when the thirst for life and the unknown took hold of my being. <...>
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Then it seemed to me that death could be prevented, then I believed
that I was stronger than death, I didn’t know that I wasn’t playing
with it, but it was playing with me, that it had set my deadline, my
turn, closed from me” [2, p. 9]. As for his passion for choreogra-
phy, according to him, in addition to the basics of ballet technique,
which he learned at school, everything else was achieved “indepen-
dently, working in front of the mirror with relentless perseverance,
performing the most difficult exercises to the point of complete ex-
haustion” [1, pp. 21-22]. The first stage of such work fell on the
Kyiv period of life, when S. Lifar, after the departure of his teacher
B. Nezhinska abroad, even led the life of a hermit, locked himself
in a room and spent months torturing himself practising in front of
the mirror. Then, with great difficulties, he was able to emigrate to
France (1923) and found himself in the private theatrical enterprise
of S. Diaghilev. He was forced to continue his self-improvement in
order to prove his right to become a soloist. 1929 was marked by a
crisis in European ballet (A. Pavlova and S. Diaghilev died, V. Ne-
zhinsky left the stage). That year was also a turning point in the
creative fate of the artist: he accepted an invitation from the Grand
Opera to lead a ballet troupe. In general, S. Lifar was engaged in
this for a quarter of a century, while simultaneously paying tribute
to the French stage as a dancer and choreographer.

As for the flight, this image accompanied S. Lifar all his life.
It passed through dreams, childhood memories, descriptions of Kyiv
(this is always a special angle of view of the city — “from a bird’s eye
view”; and in the future, the search for such picturesque mountain
peaks, from which the view would open “like on your native Kyiv”,
continued already in France, Greece, at any point of the dancer’s
stay). Flight is determined by him as one of the main features of
ballet: “Ballet is only the beauty and grace of arabesques, flexibility
of movement, courage of flight” [1, p. 56]. It attracted the attention
of the master in his reflections on ballet performances and images:
“<...> the role of Giselle lifts the dancer, elevates, takes her away
from reality, and all the time it should seem that she does not touch
the ground” [1, p. 55]. Jump-flight, with which S. Lifar amazed Ser-
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gey Diaghilev during the first rehearsal, became the leitmotif of his
own performance style as in newfangled courtyards (“Zephyr and
Flora”, “Rose’s Vision” and etc.), and updated on the stage of the
Opéra Garnier classical samples (“The Sylph”, “Giselle”, “Swan
Lake”, “Sleeping Beauty” and etc.). The highest expression of the
idea of flight was ballet “Icarus” (1935), which the choreographer
himself treated as the most important in his creativity, since in prac-
tice this work presented the ideas set out in his theoretical research
“Choreographer’s manifesto” (1935). According to Lifar’s concept of
the ratio of musical and dance sides in a ballet performance, music
should obey the choreographic text, and not dictate its own require-
ments, according to the principle of a “skittish” score, which almost
always contradicts the dance. Considering rhythm as the link be-
tween music and dance, it is possible to create joint projects that
only benefit from unity. But the first and last word in ballet should
belong to dance.

According to the choreographer, “the flight, and then the re-
demptive fall of Icarus could only be echoed by the silence or the dull
beats of a human heart. Any anxiety, any audible “climate” would
seem artificial and distract the viewer’s attention from the essence
of the drama. A sudden sound exploding in the midst of silence will
be the best accompaniment to the climaxes; any melodic or har-
monious introduction, on the contrary, weakens this. So I decided
to do something else: my “Icarus” will dance without music — so it
wins in expression, and, in addition, it will show what the dance is
capable of, if you do without any accompaniment or at least create
one that suits it” [1, p. 53]. As a result, a ballet was created, in which
the role of musical accompaniment is assumed by a percussion en-
semble (in other words, S. Lifar provided his own version of the idea
of free dance, which was actively developed in Germany at the be-
ginning of the 20th century by R. Laban and M. Vigman). The score,
as indicated in the official posters, was prepared by A. Honegger
and J. Szyfer. The continuity of the rhythmic background becomes
the nerve of the performance, defining the stages of choreographic
dramaturgy based on the counterpoint of an ensemble of dancers (4
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girls + 4 guys) and a soloist (Icarus). The “collectivity” role is close
here to the function of the choir in ancient tragedy: repeating, pick-
ing up, continuing, or contrasting their own combinations of Icarus
dance, the ensemble of dancers-“choir” creates not only a plastic
background, but also a kind of “emotional cloud” of any moment.
Due to the aggravation of the perception mechanisms under the
influence of an ascetic sound background, a phonic-psychological
illusion arises, when the viewer-listener begins to reproduce in his
own imagination sofi of strings and wind instruments that are not
present in the musical score.

The books of S. Lifar’s memoirs, which can be perceived
as a multi-part painting, draw the line of flight in the master’s life
very clearly. (In addition to his works on the history and theory
of dance, the choreographer left a significant legacy in the genre
of memoirs). The high artistic taste of the outstanding dancer, his
talent for painting, and his love of poetry were expressed in a spe-
cial focus, which refracts a lot of interesting details, psychological
characteristics, emotional assessments, and documentary facts. The
ability to select events of the highest personal value from the flow
of history is balanced by the desire for objectivity of assessments.
In his own books, S. Lifar moves in waves of memory, recreates in
detail the events of his life and era — from birth and youth (“Suffer-
ing years”) through the period of professional and personal forma-
tion in ballet art (“With Diaghilev”) to the final generalization of
the results of creative and life searches (“Icarus’ confession™). It
contains excellent material for filming an adventure novel. These
texts contain everything that meets the requirements of this liter-
ary and cinematic genre: sharpness of plot situations (persecution,
participation in conspiracies, “miraculous liberations”, a series of
“happy accidents”), interesting historical context, revelations from
“life of the heart”. S. Lifar himself calls the described events “adven-
tures of youth”, considering adventurism “the lot of his generation”.
The emotionality of the narrative, through which the image of the
author himself clearly appears, the feeling of unreality of the events
described, give rise to the illusion of modulation of the historical
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document into the field of fiction. And this is not accidental. On the
one hand, this is understandable by the author’s desire to “lead a
life full of danger” in his youth, which found fertile ground in the
form of a concomitant historical background — the city of Kyiv in
1917-1922. On the other hand, the future dancer and choreographer
was formed in the atmosphere of the first decades of the 20th cen-
tury — the artistic climate of the Silver Age, when real life (in its phi-
listine sense) was imbued with the idea of the spirit, it was perceived
as inseparable from Creativity and Creation. The integrity of these
natures was revealed in some deep understanding and experience
of the processes of /ife, when the line between life and creativity is
blurred, leading to a model of service (in different biographies you
can see various modifications of this service — to art, idea, image,
beautiful lady, etc.). S. Lifar writes about the “indivisibility of life
and creativity”, their “powerlessness in isolation from one another”
in the preface to the “suffering years”.

The key idea of all the memoirs of the famous dancer, whom
contemporaries considered a “good dance genius”, is the thirst for
life, the desire of a person to rise above his nature. In a strange way,
this echoes the thoughts of the outstanding Austrian psychiatrist
and psychologist V. Frankl, the developer of the theory of personal-
ity based on the need for a person to strive to find the meaning of
life. “Every time needs its own psychotherapy,” wrote V. Frankl.
However, he regarded such a trait as “stubbornness of the spirit” as
the ability of a person not to give in, not to break under the blows
of fate that fall on the body and soul. Serge Lifar also demonstrated
such “stubbornness of spirit”, a thirst for life, contrasting the chal-
lenges of fate with his tireless thirst for creativity and flight.

P.S. On the grave of the legendary artist in the cemetery of
Sainte-Genevieve-des-Bois in the suburbs of Paris, an inscription is
made in French: “Serge Lifar de Kiev”. This deeply true love for one’s
homeland, devoid of external outrage, impresses anyone who is fa-
miliar with the master’s biography. It is worth mentioning that Lifar
was not only recognized, but also favored by the French state, not be-
ing of French origin. He was awarded the highest award in the coun-
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try — Chevalier de la Légion d’honneur (1983), which was presented
to him by President Charles de Gaulle. The fact of the legendary dia-
logue between the great dancer and the head of State is mentioned in
all materials dedicated to the artist, having already become part of the
myth about him: in response to de Gaulle’s offer to officially accept
French citizenship, Lifar responded with gratitude and dignity that he
remained a Ukrainian and a resident of Kyiv since he was born there.
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EJBAPJ EJITAP: PEITY TALISI “HAMBLJIBII
HIMELBKOI'O” AHIJIIMCBKOI'O KOMITIO3UTOPA
B POKH MEPIIOI CBITOBOI BINHU

KarwuoBi cnoBa: E. Encap, penymayis, HAyiOHATbHUL CIMUTD,
MY3UKa 4acie GilHu.

3B’I3KM MUTILS ONHIi€] KpaiHW 3 KyJIbTYPOIO iHIIOI JOCUTH
YacTO PO3MIIANAIOTHCS B MONITUYHIN MJIOMIMHI, aJKe KyJIbTypHUN
BILJIUB € HE MCHII Ba)KJIMBUM 332 €KOHOMIUYHUH 4M BilicbKOBHil. Po-
3YMLJIH 1I€ 1 CTO POKiB TOMY, Koyii novasnacst [lepma cBiToBa BiliHa,
— HaBiTh y bpuTaHcekiil iMmmepii, xoua bputaHceki ocTpoBH 1 He Oy-
JIY 30HOIO NIepediry akTUBHUX 00HOBHUX i, KpiM OoMOapayBaHb 3
MOpsI Ta TOBITPSI.

[linTBepmKeHHs wLi€l OYMKH MOXHA 3HAWTH Yy BHBYEHHI
xUTTS 1 TBOpyocTi EnBapna Enrapa (1857-1934) B wacu “Benu-
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