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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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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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koi BiiHK”. Ha Toif wac E. Exrap yxxe OyB mpociaBIeHUM KOMIIO-
3UTOPOM, BHJATHOIO (PIryporo aHTIiHCBKOrO MY3MYHOTO >KHTTH,
yKe AecsATh POKiB sIK cep, YK€ HalucaB CBOI HalBiOMILIl TBOPH
(Bapiauii “Enirma”, yci Tpu oparopii, BKIIOUAIOUH HaA3BHYARHO
nonynspauit “Con I'epontis” (1900), obunsi cumdonii, Ckpun-
KOBHI KOHLEPT TOLIO), Bia3HaueHUH “OpneHom 3acinyr”. Ane mo-
YaTOK BIfHW MOCTABUB HOBHWIA, 1JICOJIOTIYHUN BHUKJIUK permyTarlii
KOMIIO3UTOPA, aJKe WOro XyAOXKHI OPIEHTHUPH, 3B’I3KH 1 BIacHE
TBOpu OyJM HaA3BUYaiiHO HiMEIBKMMHU. Tak, BiH 3aXOILTIOBABCS
P. Barnepom, kinbkapa3oBo OyBaB y baiipoiiTi, mo B mociigHu-
KiB OTpUMAaJo Ha3BY “NMaJOMHHUITBO; 3HAMEHUTHH TOCT Ha YECTb
“HepuIoro aHrMiHCHKOr0 MPOrPECUBHOTO KOMIIO3UTOPA” BUTOJIOCUB
P. lllTpayc, a mpoBiAHUM OUPHUTEHTOM HOro CUM(OHIYHUX TBOPIB
oyB I. Pixtep; napemri, Oe3nocepeaHiii BIUIMB “BarHEpPiBCHKOTO”
Ha TBopuicTh E. Enrapa € i rpyHTOBHO BHCBITIICHHM y HayKOBiiH
JiTeparypi, i BiIAUyTHUM OyAb-KOMY Ha ciyX. Yci 1i Ta iHmm ¢aktu
Oiorpadii KoMmo3uTopa CBiAYATH MPO Te, IO HOro CTAaHOBHILE OY-
70 mpoOiIeMaTHYHUM, a TBOPYICTh — “iJ€ONOTiYHO MiJ03PiJIoI0 Ta
HebOaxxaHor”. 3p03yMiJIo, IO MPOCTOTO NEpEPUBAHHS KOHTAKTIB 3
Ipy3aMH Ta ogHOAyMIsIMU 3 Himeuunnu Oyno 6 3amano. Tox mMu
PO3IIISIHEMO [1Ba TOJIOBHUX BEKTOPH, SIKi JOMOMOTTIH KOMIIO3UTOPY
“BpSITYBaTH” CBOE CTAHOBUIIE B CYCHIJILCTBI: 3 MO3ULi] TpOMasTHU-
Ha Ta 3 MO3ULi] MUTLISL.

[lepme moctae noctaTHbO 3po3yminuM. Sk ykazye P. Kas-
rin, y mepumni ABa TWXHI 3 moyarky BiiHu E. Exrap, posuapoBa-
HUH, 010 BiH 3acTapuil OyTH conmaTom, 3amucascs sk “OcobauBuit
koHCTeOnB” (“Special Constable™), a micias HpOro BCTYNUB A0 J10-
OpOBOJIBUOTO PE3EPBY, A€ “pErysIPHO BIPABISABCSA 3 TBUHTIBKOIO~
(319). Ane npyre € i 3HaYHO CKJIAJHIIIUM, 1 BaXKJIUBIIINM, HiXK TO-
TOBHICTh 57-piyHOrO 40JOBiKa Qi3M4HO Ciy UTH baTekiBuuHI. Y
poku BiiiHU y TBopuocTi E. Enrapa Hactae cyTTeBe 3pyIieHHs: i
YOTUPU POKHU HIOM “BUMajaroTh’ 3 Mepelliky HOro HaiBiAOMIIINX
TBOpiB (kpiM “TBOpLIB MY3UKH’, OAHI€] 3 HOr0 HAHOINBII IHTUM-
HUX po0iT). 3a pik no BiliHW BiH 3aBepmmB “Danbctada”, a B pik
i1 3aBepiuenHs 3’saBunuca CkpunkoBa conata, Ksinter i Kaprer,
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y 1919 — BiononvensHuii koHuepT. [IpoTe e HisIK HE 03HAYAE, IO
E. Earap Hivoro He mucaB — BEKTOp HOrO TBOPUOi aKTUBHOCTI OyB
inmmM. Kommosutop HammcaB Tpu Peuwmtanii ta “Ayx AHrmii” —
TPUYACTUHHHUM XOPOBUI TBip 0e3 YiTKOTO >KaHpPOBOTO HaliMEHY-
BauHA (“Tpu Bipui JI. biniiona, moknaneHi Ha My3HKy... EnBapaom
Enrapom™), ToOTO OYEBMIHUM € BiIXiJl BiJl TPAAHUIIHHUX yCTae-
HUX KaHpiB, HIMOBIPHO, BHACHIIOK HEMOXKJIUBOCTI MUCATH “SIK pa-
Hime”, IrHOPYIOYM KOHTEKCT CBOTO Yacy.

3ragani Tpu PeunTanii Hanucani Ha Bipmi Emins Kammepa /
Emile Cammaerts: “Ilepenzsonn” (“Carillon”, 1914), “I'onoc B myc-
teni” (“Une Voix dans le Desert”, 1916) Ta “benbriiicbkuii mpamop”
(“Le Drapeau Belge”, 1917). U. MakI'yaiip Ha3BaB MepLINi 3 TBO-
piB “MenoapaMol0 3 OpKeCTpOBMM akommaHemeHToM (218). Yci
TPH TBOPU IPUCBSYCHO 3acyakKeHHIO HachiakiB [lepmioi cBiToBoi
BilfHM Ta BIIAHYBAHHIO NIaM’ATi 3arUOIUX, a 32 3MICTOM BOHHU € JIe-
KJIaMaLli€l0 Ha TJIi OpPKECTPY (4ACTO MPEACTABICHOTO BUTPUMAaHUM
aKOpIIOM), II0 YEPryeThCsl 3 PO3TOPHYTUMH IHCTPYMEHTAIbHUMHU
enizogamu. Cama i7ies TBOpiB, AeKJIaMallisl 3 OpPKECTPOM, OYEBHTHO,
Bka3ye Ha BiaOuTTs E. Enrapom siBum my3uku XX CTONITTS 1 BU-
KJIMKae MeBHi acomiamii 3 “Yuiminum 3 Bapmasu” A. Illenbepra —
TAKOX 1 3aBISKH CBOIl TeMaTHLI.

Anie 0cOOIMBOrO 3HAYECHHS B PO3TIIAI XyAOKHHUIIBKOI BiAIO-
BiZl KOoMIo3uTOpa Ha BiliHy HaOyBae “/lyx Anrnii” (“The Spirit of
England”, 1917). E. Enrap He BU3Ha4ae HOTo >KaHPY, JTHUILAIOYHN LIe
“Ha Biakyn” gocnigHukam. OpuriHanbHy Ha3By mnpomnonye P. Kas-
i1, Ha3UBAaIOYHM CTATTIO Mpo 1eH TBip “BoenHuii peksiem Enrapa”
(Cowgill, 2007), i Taka Ha3Ba MiATBEPIKYETHCS TUM, 1110 B 1915 porri
3HalloMa KOMIIO3UTOpa Hamucajia HOMy JIMCTa 3 MPOMO3UIIEI0 Ha-
nucaty mock y ayci “ns 3arubnux” biniiona — “aynosuii Pexsiem”
(muT. 32 MakBi, 3203). “/lyx AHIi1” CKIaJaeThbes 3 TPHOX YaCTHH,
Ha3BaHUX BiJNOBIAHO A0 BipLIiB, HA sIKi BOHM Hamucadi: “UeTBepte
ceprst’”, “/lns xkinok”, “/{ns 3arubOnux”. KoxxHa 3 yacTUH Hece CBil
3MICT: TIepIla MPOroJoIIy€e NaTPIOTHYHI CEHTUMEHTH, HE3J1aMHICTh
OpHTAaHCBHKOTO AYXY; Apyra — 3BEpHEHHS 10 BCiX JKIHOK, SIKi O4iKy-
I0Tb Ha IOBEPHEHHS CBOIX OJIN3BKUX 3 PPOHTY; TPETS XK € BIIAHYBaH-
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HSIM MaM’SITi 3aruoaux BoiHiB (“3 TOPAICTIO Ta BASYHICTIO, AHIII,
MaTH CBOIX HiTeH, orIaKkye 3aruomaux 3a mopsimu”). Lli mpuHIMIoOBO
pi3Hi HAacTpoi BiAOMBAIOTHCA i B My3WYHOMY BT1UJICHHI: Y TIepILii ma-
HYe€ XKBaBa MEJOMis i3 TUIIOBUMH PUCAMHU BUPa’KEHHS BIIEBHEHOCTI,
10 JIa€ TPUBIJI JOCIITHAKAM BiIHECTU BECh TBIp JI0 IMIIEPiaIiCTHY-
HuXx (Cowgill); “lnis *iHOK” yCTaHOBIIOE AYX BOTHOYAC T€POTYHUIMA
Ta JIPUYHUH, BIJIMOBIIHO JO CIiB “AJPKe BH TaKOX iaere Ha Oiii”,
a B OCTaHHi{ yacTuHi, “J{7s1 3arn0aux”, BAKOPUCTAHO PIBHOMIpHUH
PUTM TpaypHOI XOIU 1 XOpOBY YHICOHHY MeJIOHil0 AN Iepenadi
TYTH. YTIM y YacTHHaX € CBOsI CKJIaJiHA CTPYKTYpa, B OCTaHHiH €
po3ain “BoHu minum 3 micHSIMH B 6ild”, 1€ aKTUBHUMH MTyHKTHpA-
MU, 3BY4aHHSAM Majioro 0apabaHy Ta pi3KMMH TPIOJBHUMH XOAaMH
HU3BKUX MIJHUX AYXOBHX 300paxkeHo arMocgepy OutBu. Ha Bin-
MiHy Big Oinbiocti TBopiB E. Enrapa, “lyx AHTii” 3aBepiyeThCs
0e3 amodeosy, ajke ies HeBIABOPOTHOCTI BTPAT, OMJIaKyBaHHS 3a-
rUOINX HE JO3BOJISIE BUKOPUCTAHHS “ONTHMICTUYHOTO” (hiHAITY.
Hapa3BuuaiiHO LiKaBUMH € MOTHBHI 3B’13kH “Jlyxy AHImi”
3 oparopieto “CoH I'epoHTis” — MOKa30BUM € Te, O Ha CIIOBaX
“Bammip €Bponn” uutyerbes Xop AeMoHiB. Y mucti go E. Hero-
MEHa KOMIIO3UTOP MOSCHUB 1€ TUM, 110 HACTIJIbKU BTPATHUB HAIII0
Ha JIONSHICTh “HIMELBKOi CTOPOHHW”, IO BiH HE 3MIr OM MpHAY-
MaTH 4OTOCh iHIIOTO, JOCTAaTHLO HUIOTO i TBapuHHOrO (Cowgill:
335). Tam xe E. Enrap ykasye, 1o HiMIll € 3HaYHO MOAIOHIIIUMH
JI0 IEMOHIB, IIO BTIINAIOTHCS 3HAHHIM TOTO, II0 BOHH IMallv, HiX
JI0 TAIIEHTIB NCHUXIaTPUYHUX JIKapeHb (SIKUX BiH AoOpe 3HaB 3a
CBOEIO POOOTOIO TaM y poJIi KepiBHUKA aHCAMOITI0), aJ’Ke OCTaHHI
3a3BUYail He YCBiJOMIIIOIOTH CBOTO CTaHy.
3pewToro, 3acIyroBye Ha yBary i Aoci He 3rajaHa “3emis
cBobonu i cnasu” (“Land of Hope and Glory”), sixa ctana onHi-
€10 3 HABiAOMIIINX OPUTAHCHKUX “TIaTPiOTHUHHUX TiceHs . [lopsn
3 “I Vow to Thee, My Country” I. Xoncta (hpparMeHTOM i3 croiTu
“ITnanetn” 1917 p.) us micHS cTaja OAHUM 3 TOJOBHHUX CHUMBOJIIB
0opoTrOH 3a cBOOOAY Ta mepemory. [Ipo Hel nmucanu K Mpo Taky,
IO JojaBaja CHUJIM i 3TypTOByBajia OpHTAaHLIB y 1X MaTPiOTH3MI.
Tox cepex mupokoro 3araiy ue OyB HaiBigomimmii TBip E. Enra-
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pa, KOMIIO3UTOpPA 3HAIIU caMme sik aBTopa “Land of Hope and Glory”.
Le i cTano 41 He HAWTOJOBHIIINM, IO BPATYBAJIO HOro MyOmidHy
pemyTanito, — aJKe caMme L0 MaTPiOTHYHY MICHIO 4acTO Ha3WBa-
IOTh OJHUM 3 HAWIOKA30BIIINX MPUKIAAIB BTUICHHS “Englishness”
y MY3HIi, TOX CyMHIiBaTHUCSl B MOJITHYHIN Ta KyJIbTYpHil Onaro-
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Ties of an artist of one country with the culture of another
one’s culture are often regarded from political standpoint, since
cultural influence is no less important than economical or military
ones. It was clearly understood in the years of World War I, even
in the British Empire, although the British Isles were not a place of
active warfare apart from naval and air raids.
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This thought can be confirmed on the example of Edward
Elgar’s creative life (1857-1934) in the times of the “Great War”. By
then Elgar was already a celebrated composer, he had been knighted
10 years before, he had already composed most of his famous works
(such as “Enigma” Variations, both Symphonies, all three oratorios
including “The Dream of Gerontius” (1900), Violin Concerto etc.),
he had been awarded The Order of Merit. But as the war broke
out, he was faced with another ideological challenge for his reputa-
tion since most of his artistic values, connections and the works
themselves were incredibly German. He adored Wagner, he visited
Bayreuth for several times, which was dubbed by the scholars as

“pilgrimage”; a well-known toast “to the first English progressive
composer” was pronounced by Richard Strauss, while his sym-
phonic music was championed by Hans Richter; finally, the influ-
ence of Wagner on Elgar is both well documented in research and
is perceptible for anyone’s ear. All these and other facts from the
composer’s biography show that his stance in the society was quite
problematic, and his creativity was “ideologically suspicious and
unwanted”. It is obvious that just cutting off ties with his German
friends and colleagues was not enough. Thus, we will look into two
main vectors through which Elgar was able to save his reputation:
from the standpoint of a citizen and from that of a composer.

The first one seems to be quite simple. As R. Cowgill says,

“frustrated that he was “too old to be a soldier,” Elgar signed up as
a Special Constable within two weeks of the outbreak of war, and
a few months later switched to the Hampstead Volunteer Reserve,
involving himself in regular drills and rifle practice” (319). But the
second one is both much more complicated and much more impor-
tant than willingness of 57-year-old man to serve his country physi-
cally. The years of the war cause significant shift in Elgar’s creative
work as these four years almost fall out of the list of his best-known
works (except for “The Music Makers”, probably his most intimate
work). In 1913 he finished “Falstaff™, and in 1918, year of the war’s
ending, he completed Violin Sonata, Quartet and Quintet, and the
next year Cello concerto. Although it does not mean that Elgar did

— 106 —

1l Yepxawuncoki yumanns

not write anything during these years, vector of his creativity was
completely different. Elgar wrote three Recitations and “The Spirit
of England”, a three-movement choral work without clear genre
definition (“Three poems by Laurence Binyon set to music ... by
Edward Elgar”). So we can clearly see his depart from traditional
genres, seemingly since it was impossible to carry on writing as
before, as if nothing had happened, ignoring the context of his time.

Abovementioned Recitations are written to Emile Cammae-
rts” poems: (“Carillon”, 1914, “Une Voix dans le Desert”, 1916 and
“Le Drapeau Belge”, 1917). Ch. McGuire (218) called the first one a
“melodrama with orchestral accompaniment”. All those three works
are devoted to judgement of the war and to commemoration of its
victims while musically they are declamations on the background
of the orchestra (which often plays one sustained chord) which take
turns with prolonged orchestral episodes. The very idea behind those
works, declamation with orchestra, obviously points to Elgar’s reflec-
tion of XX century music and creates association with Schoenberg’s
“Survivor from Warsaw”, also because of its war-related content.

But it is “The Spirit of England”, 1917, that is especially im-
portant in the context of studying Elgar’s artistic response to the war.
The composer does not indicate its genre, giving the scholars the
opportunity to define it themselves. R. Cowgill suggests quite an
unusual name for it, calling an article about this work “Elgar’s War
Requiem”, and this definition can be proven by the fact that in 1915 a
friend of Elgar’s wrote him a letter suggesting to write “a wonderful
Requiem for the slain something in the spirit of Binyon’s “For the
Fallen” (McVeagh, 3203). Each movement has its unique content:
the first one has patriotic sentiments; the second one addresses the
women who wait for the return of their beloved from the frontlines;
the final movement commemorates the fallen (“With proud thanks-
giving, a mother for her children, England mourns for her dead
across the sea”). These radically different moods are reflected in the
music: the first movement is reigned by a pretty upbeat melody with
the typical means to express certainty, which allows the scholars to
regard the whole work as an imperialistic one; “To the Women” cre-
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ates mood simultaneously heroic and lyrical, reflecting the words
“For you, you too, to battle go” and in the final movement, “For the
Fallen” Elgar uses plain thythm of funeral procession and choral
unison melody to convey grief. But those movements have their
own structure, the last one has section “They went with songs to
the battle” where the battle is portrayed with active dotted rhythms,
sonority of tamburo militare and harsh triplet motives of low brass
instruments. Unlike most Elgar’s works, “The Spirit of England” is
not ended with grand apotheosis as the idea of horrific losses, lament
for the fallen ones, makes it impossible to use the “optimistic” finale.
Of the highest interest are motivic connection of “The Spirit
of England” and oratorio “The Dream of Gerontius”, as it is indic-
ative that on the words “Europe’s vampire” Elgar quotes Demon
choir. In his letter to E. Newman he explains that he has lost hope
for humanity from the German side, that he could not create some-
thing lower and more bestial (Cowgill, 335). Also, in the same letter
Elgar notes that the German are much more like demons since they
snarl knowing they have fallen than like the patients of asylums
who Elgar knew well from his work there as a band leader since the
latter ones are usually unaware of their state.
Finally, one cannot ignore hereby not mentioned “Land of
Hope and Glory”, which became one of the most important British
patriotic songs. Along with Holst’s “I Vow to Thee, My Country”
from “The Planets” (1917) this song became one of the most iconic
symbols of the fight for the freedom and victory. It is said to have
given the people power, hope and having gathered them in their pat-
riotism. So the fact that most of the general public knew Elgar as
the author of “Land of Hope and Glory”, it became one of the most
important things that saved his reputation, since it is this patriotic
song that is cited as an example of the most obvious incarnations of
Britishness in music, so it would be absurd to question political and
cultural orientation of its author.
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"TIEPEJOCTAHHI IYMKMHW” E. CATI
AK MY3UKA BOEHHOI'O YACY

Knrouoei chosa: popmenianna meopuicme E. Cami; my3uxa
B0€HH020 Hacy, npazmamuxa npucesmu, 1910-mi poxu; abcypo; ne-
PeO0OCmanHi OyMKuU.

Konu mouanacs Ilepma ceiToBa Biitna, Epiky CaTti Oyio co-
POk BiciM pokiB. [leskuii yac BiH CIy>KUB KampajoM y TEpPHUTOpi-
anbHi o0opoHi nepeamicts [lapuxa Apkeii-Kamran, ne memnikas.
o #ioro 0o00B’I3KiB yXOOWJIO NaTpyIIOBaHHS pallOHY MO HOYax pa-
30M 3 iHIIMMH YJICHaMU OTIOTYeHHS. AJle yepe3 CKapru MELIKaHIIiB
Ha rajac Ta mym (GopMyBaHHS po3mycTHiu [1].

YMOBH BOEHHOTO CTaHy CEPHO3HO 3pyHHYBall MY3WYHE KHT-
Ts1 @panuii. BumaBui mpunuHUIN 3aMOBIISITH KOMIIO3UTOPY MY3HKY, &
ouvikyBana B 1914 poui myOnikamis HOoro KOMIo3uuii Oyia mpuIrHeHa.
OckiibKH KOMIO3UTOP BiIMOBHBCS BiJl I'pH Ha (OPTEIMiaHo B MapH3b-
KHX Kabape — CBOro OCHOBHOT'O JiKepesia IOXOAY MPOTAToM Oararbox
POKiB, BiH MiI' pO3paxOByBaTH JIMIIIE Ha MIEAPICTh APY3iB 1 MpUBaTHI
YPOKH, 5IKi jaBaB 4ac Bix yacy. Brim Cari mponoBxye CBOKO KOMITO3U-
TOPCHKY JISUTBHICTB, 1 Bxke y 1915 porri (Mixk 23 cepriHs Ta 6 5KOBTHS)
3’IBISIIOTHCS Horo “Avant-dernicres pensées” (“Tlepenoctanni gymku”).

— 109 —


mailto:s.polishchuk13@gmail.com
mailto:s.polishchuk13@gmail.com

