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Serge Lifar was a French ballet dancer and choreographer of Ukrainian origin.
He is considered as one of the greatest male ballet dancers of the XX century. Lifar
was also a choreographer, director, writer, theoretician of dance, and collector.
As ballet master of the Paris Opera from 1930 to 1944, and from 1947 to 1958, he
devoted himself to the restoration of the technical level of the Paris Opera Ballet,
returning it to its place as one of the best companies in the world.

Although Lifar did not respect the Aristotelian rule of the three Unities (to
his mind the essential things were the ballet’s unity of style and unity of action),
nonetheless he paid particular attention to librettos. As he sought to refine his art and
come up with new creative and artistic ideas, Lifar chose ballet librettos which would
allow him to express his own quest as an artist: the quest for Beauty and the Absolute.
Like the Greeks, Lifar considered the theatrical arts — and ballet in particular — to
have a moral and ethical dimension, as well as an individual and collective cathartic
function. In “Boléro”, “Istar”, “Joan de Zarissa” and “L' Amour Sorcier” the creator-
composer chose characters he could himself identify, and he invited the audience to
share in the characters’ heroic quests through their representation in performance.

In relating ballet to tragedy, Lifar took up the Wagnerian quest for Total Art,
something that Jacques Rouché had been wanting to introduce to the Paris Opera
since 1914, and which had in fact prompted him to select Lifar as choreographer and
ballet master in 1930. From 1939 to 1944, Lifar attained his creative maturity and
forged new links between the arts.

Working with composers, Lifar tried to achieve harmony between music and
dance. Unlike “Icare”, for which the entire choreography was designed before Arthur
Honegger was asked to provide the music, “Le Chevalier et la Damoiselle” was a
collaboration, in which Philippe Gaubert’s music was sometimes composed and then
given to Lifar, and Lifar’s choreography was sometimes prepared and then given to
the composer. In “La Princesse au jardin”, he created motifs in the choreography
corresponding to Gabriel Grovlez's musical motifs. In “I’Amour Sorcier” and “Le
Jour”, Lifar had the principal characters “dubbed” by singers to help the audience
better understand the action and to highlight the dramatic art of his ballets, on the
model of classical tragedy.

Having completed his work with the musicians, Lifar would turn his attention
to the set designers, encouraging them to think of the sets not as an end in
themselves, but rather as something that should spring naturally from the drama of
the ballet. For Lifar, the set designer should take his cue from the dance; the creator
choreographer should not have to take his inspiration from the set, and he insisted
that the following two criteria be respected in set design. The first of these was that
the fixed background set should establish the general emotional tone of the drama,
with nuances introduced in the lighting. In “Joan de Zarissa”, Yves Bayer designed
a massive, heavy set redolent of tragic sentiment, with lighting that underscored
the subtly threatening atmosphere. His set creates an effect of immensity of scale
perfectly suited to the ballet’s overall tone, and, through the disproportionate size of
certain features, even strikes a supernatural note to underline the tragic aspect of this
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ballet. The second criterion was that the background set should focus the audience’s
attention on the dancers, who provide the dynamic foreground. Set designers had to
ensure that costumes harmonized with the colors of their background sets.

For “Le Chevalier et la Demoiselle”, the set designer Cassandre used colour to
reflect the tone of the ballet. The costumes, gloves and the ring of the squire change
on three dominant colors (red, blue and yellow), while the Knight is dressed in black
and the Princess in white. The aim was to direct the audience’s attention to the
ballet’s main object, which, for Lifar, was the dancing. To this end, the set designer
had to liaise with the creator-choreographer and the dancers in order to design
practical and aesthetically suitable costumes for them which would not impede
their movements and which harmonized at all times with the unfolding drama in the
choreography. For instance, in act 1, scene 1T and act II, scene X of “Le Chevalier et
la Demoiselle”, Lifar had to find some way of enabling the danseuse étoile, dressed
as the Princess in a heavy drape, to change into a doe and execute a graceful pas de
deux with the Knight Errant with whom she falls in love, and then a second dance
once her Knight has won the tournament. History made a place for Lifar as a serious
contributor to XX century ballet — one who did things his way. The New York Times
awarded S. Lifar a title of unforgettable star.
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FEHE3WUC TA TEHAEHLIII POSBUTKY «BIAEHCHKOIO BAJIbCY»
Y MPOrPAMI EBPOMNENCbKUX BAJIbHUX TAHLIB

D. Fedorchenko

GENESIS AND DEVELOPMENT TRENDS OF “VIENNESE WALTZ”
IN THE EUROPEAN BALLROOM DANCE PROGRAM

Tanerb 1aBHO i MIITHO YBIHIIOB Y MOBCAK/ACHHE KUTTS Jioanan. Huni ckiagno
3YCTpITH JIOKHY, sika 6 He GyJia 3HailoMa 3 TaKHM SICKPaBHM (peHOMEHOM CBITOBOI
KYJBTYPH, SIK «BIICHCHKUIT BaIbC>. BeanepedHo, mo mist 6iibInoi yacTiHn Jofeit
CJIOBO «TaHEIb» ACOIIIOETLCA 31 CIOBOM «Basibey. [liliCHO, Basibc MOKHA BiJIHECTH
JI0 KJIACUKH XOpeorpadiutHOTo MUCTEIITBA, & Bi/ICHCHKII BAJIbC 110 TIPABY HOCUTD iM'st
«KOPOJI TaHIIIB.

Axryambhicth  BUOOPY  BIICHCBKOrO — Baibcy B sKocTi  06'ekta st
MUCTEI[TBO3HABUOTO aHAJI3y 3yMOBJEHA THUM, IO HA CY4aCHOMY eTali PO3BUTKY
CTIOPTHBHUTT OANbHUI TaHelb 3a3Hae (DyHAAMEHTATbHI 3MiHH, & § BiIEHCHKOMY
BAJIbCl, IKKIT € HEBIIIBHOIO YaCTHHOIO CIOPTHBHOTO OAIBHOTO TAHIIO, 1[I 3MiHK
BUPKEH] HafbO1TbII SICKPaBo.

Sk rooputb M. Bacuibea-PoxecTBencbka: «[71aBa po Bajbe 0/1Ha 3 caMux
YyIOBUX 1 BAXKJIMBUX CTOPIHOK B iCTOPIi TAHITIOBAJIbHA MUCTEIITBAY.

[oHaTTst «BieHCHKUIT Basbe»> 3'stBsteThess Gusbko 1800 p. B emoxy
(bpaHILy3bKoi peBOIIONLi, KOJIM KYJIBTYypa BTpayae eJiTapHuii Xxapakrep. A BaJIbC TexK
YACTHHA KYJBTYPH IIbOTO Yacy — He BUIIA[KOBO BiH OTPUMYE HA3BY «MapCeJbE3a
cepiis». BaskauBy poJib y MONMpPeHHi Basbey 3irpas Binencbkuil KoHrpec, y mepion
npoBezerst skoro B 1814—1815 pp. Binews 311 ky1srypoio crasa ie-(hakto CToHIeo
€BpolIK, — BaJIbC OCTATOYHO BXOAUTH B oditiiiiy mporpamy Gaiis, B 20—30-1i pp.
CTa€ MPEAMETOM KOMITO3UTOPCHKOTO MUCTETITBA.

Icropis BunukHEHHS BifieHCbKOTO Basbey cxoautb 110 XII cromitrs. [o onniit
3 BepCill MOMEPeIHNKOM BaJIbCYy BBAKAIOTH JICHIJIED — TaHEIb Yy MYy3UYHOMY
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