Mucmeymeso i mumyi 6 uacu Kpu3z ma kamacmpog

pragmatics™: to maintain sobriety and clarity of mind, not to fall
into pathos, to remain free from illusions, to be human.
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OnHUM i3 BEpIIHUKIB ANOKaJincucy noctae BiitHa. Ii aTpu-
OyTH 3aJMIIAIOTHCS HE3MIHHUMH IPOTATOM CTOJITh, 3MIHIOETHCS
TiTBKH MacTaOHICTh Juxa. BiliHa poOUTH OiTel cuporamu, xi-
HOK BJIOBaMHU, 3HUIIYe 1ini cim’i. Ti, XT0 He Oaxkae craBaru ii 3a-
pPYYHUKaMH, 3MYLICHI MOKUHYTH pigHi AomiBku. [lounmnarouum 3
[epmoi cBiTOBOI, CTae 3po3yMmijo, 10 MICIlb, A€ MOXKHA BiJICHIi-
TUCH y Oe3neli, ctae nenaii menie. Hamepenoani Apyroi cBiToBo1
BIlHM TakuUM MicLleM 3/1aBajlach AMEpHKa — JaJeKUil KOHTHHEHT,
Maiike 1HIIWK CBIT 32 TOroyacHUMH Mipkamu. CBiT, SIKMH IOCAT
neBHOI CTabiNbHOCTI, Ha IO HE MOXKHA OyJIO pO3paxoByBaTH B
€Bporti, sKa 3HaAXOAMJIACh HA KPUXKOMY JIbOAY HONITHYHOI, €KO-
HOMI4HO1, (iocodcbko-ineonoriunoi kpuzu. ToMmy He IHBHO, IO
Ha aMEepUKAaHCHKOMY KOHTHMHEHT] 3HaWIIIM HOBHM IiM i OaraTto
3BHYAHHUX JIIONEH, 1 YNMAJIo Aisi4iB KYJIBTYPH Ta HayKd. 3HAYHY
YacTHHY 3 HUX Ha OaTBbKiBIIMHI YeKaa CMepPTh 3a iXHi MPUHLIHIIH,
cBiTOmIs1 a00 HABITH 3a MOXO/MKEHHs. Tyau mepeixainu HiMellb-
kuil (isuk AnpOepT EWHIITEHH, yKpaiHCHKHI aBiaKOHCTPYKTOP
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Irop Cikopcbkuii, MaitOyTHiit aepxcekperap CLIA TI'enpi Kicin-
JUKep, MUCbMEHHMIIS Ta 3aCHOBHUIS 00’ekTUBI3MY AlH Penn ta
Oarato iHmux. Cepenq HUX TakOX iMEHa JIBOX KOMIIO3UTOPIB, sIKi
JIOBTUI Yac yOCOOJIFOBaIU COOOK CAMOCTIHHI MONIOCH pauKaib-
HOT'O OHOBJIGHHS €BPOIEHCHKOI MY3MYHOI Tpaauiii, — ApPHOIbBA
enGepr ta Irop CTpaBiHCHKUH.

MoTuBauis g0 nepeizay B 000X pizHa. €Bpeld 3a MOXOIXKeH-
Ham, HlenGepr y 1933 poui psAaTyBaBcs BiJ nepeciigyBaHb ¢auc-
TiB-aHTUCEMITiB. CTpaBIHCHKMH BIANPABUBCI 3a OKEaH Mi3HilIe
3 gekinbkox mpuumH. [Iporsrom 1938-39 pokiB momepnu ioro
JOHBKA, Apy>KHHA Ta MaTh. [lonynspHicTh #oro My3uku B €Bporri
moyasia 3HMKyBaTHUCsI, OOILI0YHM MaTepianbHi Herapa3au. Tomy 3a-
MPOIICHHS Ha YUTaHH: Kypcy Jekiil y [apBapni BiH npuiiHsB 0e3
Oynb-sIKHX BaraHb.

[in uac BiKiHu Illenbepr i CrpaBiHCBKHMI OCETHIIUCS B
BeBepini-Xin3 Henopaik OAMH BiJg OAHOTO, BTIM Maifke He 3ycCTpi-
yasucs. [X 0TodyBana MUCTELbKA CIIiIBHOTA TAKHX K€ eMirpaHTiB:
kommozutopu Ceprili PaxmaniHoB Ta Xanc FEiicnep, aupuren-
™ Otto Knemnepep, bpyHo Banwrep, Bionmonuenict I['puropiit
[I’situropcekuii... TBopUicTh y iXHIX pykKax cTaBaja 30po€to, Me-
YeM Ta [MIUTOM, TOJIOCOM, 110 MPOTOJIOLIYE KUTTS 1 MalOyTHE.

Apnonpa Illenbepr OyB 3 THX, XTO HamaraBcsi OOpPOTHCA 3
17Ie0JIOTiEI0 HAIIM3MY, KOPUCTYIOUHCH ipoHi€r0. BiH BUKpHUBaB XUT-
Ke Ta HEJOBrOBiUHE MOJIOKEHHS AUKTaTopa B nepeaMoBi “Onu 1o
Hanoneona bonanapra” (1942) Ha onHoliMeHHY TIoeMy cepa J[>xop-
mxa baiipona. Kommosutop oOupae xaHp oau, SKUH OTpHUMAaB
repes BiHHOK HOBE KUTTA. SICHICTh aHTMYHOTO CTaHAApPTy B XX
CTOJITTI IEPEOCMHUCITIOETHCS, 30aradyy€eThCsl JOAaTKOBUMH IIapaMu
3micTy i HaOyBae HOBOI rmuOuHu. Cepen 3pa3KiB kaHpPy B Mepion
Hpyroi cBiTOBOI BimoMi i JiTepaTypHi npuknanu (moema “Liberté”,
abo “Csobonma” (1941) ¢panmysskoro noeta Ilons Emtoapa), i my-
3uuHi (“T'ima CB. Cecunii” b. Bpitena (1941), “Ona Ha xiHenp Bild-
uu” C. [Ipokod’esa (1945)).

Jo nHanmucanHs oau Takox ynascs I. CrpaBincekuil. CBiid
TBip BiH Ha3BaB “Opja. Exeriunmii HacmiB B TpbOX YacTHHax’
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(1943). Lle#t omyc Oysio 3aMOBJICHO JUIS BIIaHYBaHHS mam’sati Ha-
tanii KyceBumpkoi, apyxunu Bizomoro aupurenta Cepris Kyce-
BUIILKOTO, Ha TOi yac KepiBHHUKa BOCTOHCHKOro opkecTpy. IXHs
CiM’sl — Taki X eMIrpaHTH, K i KOMIO3UTOp. Y CUM(POHIYHOMY
“TpUNTUXY” HE YyTH BIATOMOHY BiifHM. CTpaBiHCBKHI abcTpary-
€TBCS BiJl 30BHILIHBOI'O KOHQIIIKTY, 30CEPEIKYIOUNUCh Ha Tepu-
NETiAX 0COOMCTHX Ta BHYTpilIHbOMY3n4yHUX. Ona B Horo TBOpi
BTpauae BepOanbHy CKJIaA0BY. Y IIbOMY BEJIHKY POJb Bimirpana
BJIaCHE MTparMaTuKa MPUCBSTH: XKiHKa BiAiiIIIa B iHIIUH CBIT, yci
CJIOBA BXKE€ CKa3aHO, 3aJIMIIMIINCA JHIIE CyM Ta MaM’sITh Ipo Hei.
Hatomicte ¢dirypa k. balipona B intepnpeTtanii A. lllenGepra
BUSBHJIACS caMe B HOro KpUCTaJi30BaHil JJIsl CyCHiJIbCTBa CYTi —
foro mnoesii.

OO0unBa KOMIIO3UTOPH, KOXKHHI TO-CBOEMY, TpaHCPOPMY-
I0Th XaHp “ypOYHUCTOI HiCHI”, MEepeTBOPIOIOYM Ii Ha CBOEPIAHY
“anTH-ony”. OAMH — 3aMiCTh yCJaBJIEeHHS (aKTUYHO TIIy3y€ Haj
JiJepoM Halu3My, ApyTUi — BiAMOBIISETHCS 3arajoM Bif CIiB Ta
xBajiebHoro madocy “oam”, mo0 3aHYpUTHCA B “MOXOBAJBLHUHN
njay” enerii.

O0u1Ba KOMIIO3UTOPH MEPEKUBAITH COLIANBHY KatacTpody.
O6oM moBesoCh MIyKaTH 3aco0M MPUCTOCYBAHHS Ta pearyBaHHS
Ha JKaxiTTs CBiTOBOI BiiHH. OnuH — OOpOBCS 3 iAeSIMHU Ta PeXU-
MOM HaWMPHUPOAHIIIUMHU JJ5 HBOTO iHCTPYMEHTaMH — CJIOBOM i
MY3HKOI0, IPYTUH — HE yCKaB PO3KOJIOTUH BIHHOIO HABKOJIUIITHIH
CBIT Y CBOE€ MUCTELTBO, IiANOPSAKOBAHE JINIE 3aKOHAM MaHyBaH-
HS YMCTOI MY3UKH. Taki MpOTHIIEkKHI peakilii Ha colialbHi KaTa-
KJII3MH €JHAIOTHCS B OJHOMY — iX IPUCTPACHOMY 3alepeyucHHi.

Mu TeX MycHMO IPOAOBXKYBAaTH KUTH. binbk Ta rope, sike
BCI MU BiIuyBaeMo, He Ma€ 3yNMUHATH Hac. Jluie Hamie icHyBaH-
HA SIK IIaClIMBHUX, CHOBHEHUX ifiel Ta miaHiB Ha MailOyTHE oco-
OoucToCTelH JOMOMOXKE B 0OPOTHOI 31, 3AAETHCS, BCCOCSHKHUM 3JI0M.
He MoxHa 3ynMHATHCH HA AOCSATHYTOMY, TIIBKHM HEBOUHHUN PyX
BIEpEl.
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One of the horsemen of the Apocalypse is war. Its attributes
remain unchanged for centuries, the only difference is the magni-
tude of the disaster. War makes children orphans, women become
widows. It destroys entire families. Those who do not wish to be-
come its hostages are forced to leave their homes. Since the First
World War, it has become clear that there are fewer and fewer places
where you can feel safe. On the brink of the Second World War,
America seemed to be such a place — a distant continent, almost an-
other world. A world that has achieved certain stability, not expect-
ed in Europe, which was on the fragile ice of the political, economic,
philosophical, and ideological crisis. Therefore, it is not surprising
that many ordinary people, as well as more prominent cultural and
scientific figures, found a new home on the American continent.
Death awaited many of them in their homeland for their principles,
worldview, or even just for their origin. A German physicist Albert
Einstein, a Ukrainian aircraft designer Thor Sikorsky, a future US
Secretary of State Henry Kissinger, a writer and founder of Objec-
tivism Ayn Rand, and many others moved there. Among them are
also the names of two composers who for a long time represented
the opposite poles of the radical renewal of the European musical
tradition: Arnold Schoenberg and Igor Stravinsky.

The motivation for moving is different for both. Schoenberg,
a Jew by origin, was escaping persecution. Stravinsky had several
reasons. During 1938-39 his daughter, his wife, and his mother died.
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In the meantime, his popularity in Europe began to decline, that
boded financial troubles. Therefore, he accepted the invitation to
lecture at Harvard without any hesitation.

Schoenberg and Stravinsky lived in Beverly Hills, not far
from each other, but hardly crossed paths. They were surrounded
by an almost exclusively artistic society of the same emigrants:
composers Serhey Rachmaninoff and Hans Eisler, conductors Otto
Klemperer and Bruno Walter, cellist Hryhoriy Pyatigorskyi ... Crea-
tivity in their hands became a weapon, a sword, and a shield, a voice
proclaiming life and the future.

Arnold Schoenberg was one of those who tried to fight the
ideology of Nazism through irony. He exposed the unstable and
short-lived position of the dictator in the preface to his “Ode to Na-
poleone Buonaparte” (1942) based on the same named poem by Sir
George Byron. The composer chose the ode genre, which acquired
a new life before the war. The clarity of the antique standard was
reinterpreted in the 20th century with several additional layers of
meaning and a new depth acquired. Among the representatives of
the genre during World War II are both literary examples (the poem

“Liberté” or “Liberty” (1941) by the French poet Paul Eluard) and
musical ones (“Hymn of St. Cecilia” by B. Britten (1941), “Ode to
the end of the war” by S. Prokofiev (1945)).

I. Stravinsky also resorted to writing an ode. He named his
work “Ode. Elegiac chant in three parts” (1943). Commissioned by
the famous conductor, also an emigrant, Serhii Kusevytskyi, the
head of the Boston Orchestra at the time, this piece was created in
memory of his late wife. Despite the time it was written, the sym-
phonic “triptych” does not contain any echoes of war. Stravinsky
distanced himself from the external conflict focusing on personal
and internal musical vicissitudes. The ode loses its most fundamen-
tal — verbal — component, dictated by the nature of dedication: the
woman has gone to another world, all the words have been already
said, and only sadness and her memory remain. In the meantime, the
figure of J. Byron in the interpretation of A. Schoenberg is revealed
precisely in his crystallized for the society essence — his poetry.
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Both composers, each in their own way, transform the genre
of “solemn song” turning it into a kind of “anti-ode”. The first one,
instead of glorification, actually mocks the leader of Nazism, the
other abandons the words and laudatory pathos of the “ode” in gen-
eral in order to plunge into the “funeral lament” of the elegy.

Both composers experienced a social catastrophe. They both
had to look for means of adaptation and response to the horrors of
the world war. One fought against the ideas and the regime with the
most natural tools for him — words and music, the other did not let
the war-torn surrounding world into his art, which is subject only to
the laws of the rule of pure music. Such opposite reactions to social
cataclysms are united in one thing — their passionate denial.

We too must go on living. The pain and sorrow we all feel
should not stop us. Only our existence as happy individuals, full of
ideas and plans for the future, will help in the fight against the seem-
ingly all-encompassing evil. It is impossible to stop at what has been
achieved; only relentless movement forward.
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KurouoBi cioBa: kamepno-eoxkanvha My3uka, NpUHyunu
CNiBGIOHOUIEHHS NOEMUYHO20 MA MY3UYHO20 MEMPO PUMMY.

Haii0inpmoro 4yTTEBICTIO OO HOJIEHOCHHUX 3pYLIEHB, SIK TO-
Ka3ye MMPaKTHKa, BiAPI3HAECTHCS AyIIEBHA OpraHi3amisi MUTIS, KOJIU-
BaHHS SIKOI 3HAXOIUTD BUX1A y Horo TBop4ocCTi. [cTopist My3uku 3Hae
YMMaJo 3pa3KiB TBOPIB BUAATHUX KOMIIO3UTOPIB, SIKI CTaJX BiATY-
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