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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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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”).
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Hukn cknamaeTscs 3 TppoX mec, y Ha3Bax B akux (Idylle,
Aubade, Meditation) Hemae >KOIHOTO HATSIKY Ha Te, IO BiIOyBasoCcs
HaBKoJo. Un BUHUKAIOTH Y My3ulli “Avant-derniéres pensées” npsimi
napa’jeni 3 Toro4acHoro atmochepor? MalyTh, mo Hi. [ Tomy mo-
cITigHUKY TBopuocTi CaTi el oIyc aHali3yI0Th (aKTHYHO Yy BiIpUBI
Bif icropuuHoro ¢ony. “IlepenoctanHi 1yMKH” pO3IISIAAIOTHCS SIK
octanHil popreniananii nuka 1910-x poki., K TBip HepioAy “MicTu-
¢ikaniii Ta ekcueHTpraHOCTI” (1897-1915) abo sik mprKIIaa BTiIEHHS
JKaHPY “MY3HMKH 3 KOMEHTapsIMH, aJie HisIK He KOMITO3HUIIis BOEHHOT'O
yacy. OnHaK, HE3B)KAIOUU Ha Te, IO 3Ja€ThCA, 10 MY3UKa BCLISIKO
BIZIBOIMTH HAC BiJ TEMaTHKH BilfHH, BCE K TaKW MOXXKHA MPHITYCTH-
TH, IO IUKIJI CTaB CBOEPIIHOIO PEaKIli€r0 Ha Bce, IO BiaOyBasocs.
MoskauBo, TakuM YnHOM CaTi HamaraeThCs 3HaAWTH LI OAMH CIOCi0o
BiJIBOJIIKTHUCS BiJ] TOTO, IO BiI0YBa€THCS HABKOJIO.

Bararo yBaru OCHiIHUKHM OPUIIISIOTH MPUCBITI, Ky Ma-
I0Th KOKHa 3a mec: “Inumis” npucesiueHa Knony [lebrocci, “Pan-
koBa cepeHaga” — llomro [lroka, a “Menurtamis” — Anbbepy
Pyccento. Yci Tpoe Oynu cyyacHHUKaMH, GpaHIly3aMH, KOMIO3UTO-
pamu Ta apy3smu Cari. Lo ne? [loprpetn B KapukaTypHiii MaHe-
pi, my3uuHi emirpamu? Cati He 1a€ IPsAMOi BiIMOBi/Ii HA I, JTUIIE
HATSKH, SIKI XOBAa€ y BJIACHOPYY HAIIUCAHOMY CIOKETHOMY TEKCTi,
AKUH, OMHAK, Y BAKOHABCHKil MPaKTUIi HE O3BYUYETHCHL.

AOcypa, mpuTaMaHHUI KOMIIO3UTOpY B3araii, CpalboBYE i
Ha 1ie pa3. BepOaibpHuii TEKCT Y KOXKHIH 3 TPHOX IT'€C HAUEOTO Mae CEHC
1 LiJIKOM MOXke OyTH peanbHUM, ajle B IOEAHAHHI Bce L OijblIe Hara-
nye rpy ciiB. Bunrkae nutanss: uui e AyMku? MoxJuBo, 1ie JyMKH
camoro Cari. Toxi e cxoke Ha BHYTpILIHINH MoHOJNOT. Yu e mpuiry-
HIEHHS KOMIIO3UTOpa LIOJ0 TOTO, SIKUMH MOTTIM OyTH MepenocTaHHi
IYMKH Horo aapecaris? | yomy came Taki AyMKH — IepelocTaHHi?

3po3yMinio, mo B cUTyauii BiHHM Ta KaTacTpodu KOKHA
JyMKa MOKE CTaTH OCTAHHBOIO 1 I1e He 000B’SI3K0BO Ma€ OyTH LIOCh
Jy>ke BUCOKe 4M momre3He. OcTaHHS JyMKa He 3aBXIu Oyzae ycBi-
JnoMJeHHaM Qinany. Ane Cari, cyasuu 3 Ha3BH, aKIIEHTYE yBary Ha
TOMY, LI0 HOTO MY3H4Hi JYMKH — Il HE OCTaTOYHHH KiHenb. KoMm-
MO3UTOPY BUCTAa4yae ONTHUMI3MY, 00 MepekBaiidikyBaTH ix y me-
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penocranHi. Bepbamizaris Hux AyMOK i came IX HOHCEHC OKPECITIOE
MOMEHT CTaBJIEHHsI KOMIIO3UTOpa A0 KatacTpodu sk 1o abcypmy.
He3anosro g0 mouatky podotu Hax “Avant-dernieres pensées” Cari
nanuie [lomto [oka — omHOMY 3 THX, KOMY IPUCBSITHB HOMED 3
uukiy: “Jlng MeHe 1 BiliHa cX0)ka Ha CBOTO poAy ATOKaiICHC,
CKOpillle 1110THYHA, HiX peanbHa’ [2, c. 65].

I'pa 3 Ha3BOIO Ha HbOMY He 3aBepIlyeThes. CrocTepiraeTbes
[IEBHE TAPO/IiFOBAHHS: BUKOPUCTAHHS “BUCOKOI” Ha3BH B TIOETHAHHI
3 Iy’Ke MPOCTOI MY3UKO. [nies “ocTaHHIX ciiB TeHis” y cydacHi
st Cati yacu Oyna po3X0XKMM MaTepianoM, MEBHUM IIabIoHoOM. |
KOMITO3UTOpP BUKOPHCTOBYE LieH Ma0JIOH, Tpa€ 3 HUM, y pe3yJIbTaTi
4oro “ocTaHHi JyMKH , Ha0yBarOuu MIUPOKOTO BKUTKY, BTPAdalOTh
ceHc. Y upoMy moJsirae ipoHis TBopy. CripuiiMaiouu BiifHY SIK IIOCh
no30aBiieHe 30POBOrO Ty3Aay, a He TpariuHe, CaTi 3anuiaeTses
BipHUM €001 1 CBOEMY CKEICUCY LIO0 OTOYYI04YOro. Un He CBITUHUTD
Le Ipo HamMaraHHs NMonpu Bce 30epert cede, CBOIO CBIOMICTh Ta
JIOASIHICTB BiJl TpaBMY04HX peaniii? Skmo tak, To “Ilepenocranni
OYMKH~’ KOMIIO3UTOPa MaroTh LIe U ‘‘TepaneBTUYHO-NPOQinakTHy-
HY IIparMaTuky’: 30epiraTu TBEpE3iCTh i ICHICTh pO3yMY, HE BIaja-
TH y nagoc, 3aJIMIIaTUCS BITBHUM BiJ 17110311, Oy TH JIOIUHOIO.
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Eric Satie was forty-eight years old when the First World
War began. For some time, he served as a corporal in the ter-
ritorial defense of the Paris suburb of Arcueil-Cachan, where he
lived. His duties included patrolling the area at night along with
other members of the militia. But due to residents’ complaints
about noise, they were disbanded. (1. 103-104)

The conditions of martial law seriously destroyed the mu-
sical life of France. Publishers stopped ordering music from the
composer, and the expected publication of his compositions writ-
ten in 1914 were stopped. Since the composer had given up play-
ing the piano in Parisian cabarets (his main source of income for
many years), he could rely only on the generosity of friends and
the occasional private lessons he gave. However, Satie continued
his composing activity and in 1915 (between August 23 and Oc-
tober 6) his “Avant-derniéres pensées” appeared.

“Avant-dernicres pensées” consists of three pieces, the titles
of which (Idylle, Aubade, Meditation) have no hint of what was
going on. Does the music of “Penultimate Thoughts” have direct
parallels with the atmosphere of that time? Probably not. That is
why researchers of Satie’s work analyze this opus actually in iso-
lation from the historical background. “Avant-dernicres pensées”
is regarded as the last piano composition of the 1910s, as a work
of the period of “mystifications and eccentricities” (1897-1915) or
as an example of the “music with commentary” genre, but by no
means a wartime composition. However, despite the fact that it
seems that the music takes us away from the theme of the war in
every possible way, it can still be assumed that “Avant-derniéres
pensées” became a kind of reaction to everything that was hap-
pening. Perhaps in this way Satie was trying to find another way
to distract himself from what was happening around him.

Musicologists pay a lot of attention to the dedication each
composition has: “Idylle” is dedicated to Claude Debussy, “Au-
bade” to Paul Dukas, and “Meditation” to Albert Roussel. All
of them were contemporaries, French, composers and friends of
Satie. What is it? Portraits in a caricature manner, musical epi-
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grams? Satie does not give a direct answer to this but only hints,
which he hides in the plot text written by his own hand. However,
this is not voiced in performing practice.

The absurd, inherent in the composer in general, works this
time as well. The verbal text in each of the three pieces of music
seems to make sense and may well be real, but combined it all
feels more like a wordplay. The question is: whose thoughts are
these? Perhaps these are the thoughts of Satie himself. Then it
seems like an internal monologue. Is this the composer’s guess
as to what the penultimate thoughts of his addressees might have
been? And why are such thoughts the penultimate?

Obviously in a situation of war and disaster, every thought
can become the last and it does not have to be something very
sublime or pompous. The last thought will not always be the
awareness of the finale. But Satie, based on the title, emphasizes
that his musical thoughts are not yet the end. The composer has
enough optimism to requalify them in the penultimate. Verbali-
zation of these thoughts and precisely their nonsense can outline
the point of the composer’s attitude to the disaster as an absurd.
Shortly before starting work on “Avant-derniéres pensées”, Sa-
tie wrote to Paul Dukas — to whom he dedicated “Aubade”: “For
me, this war is like a sort of Apocalypse, more idiotic than real.”
(2. 65)

The game with a title does not end there. A certain parody
is observed: the use of a “high” title combined with very simple
music. The idea of “the last words of a genius” in modern times
for Satie was common, a specific pattern. The composer uses this
template, plays with it. As a result of which the “last thoughts”,
becoming widely used, lose their meaning. This is the irony of
the work. Perceiving war as something devoid of common sense,
rather than tragic, Satie remains true to himself and his skepti-
cism about everything around him. Does this not indicate an ef-
fort to preserve oneself, one’s consciousness and humanity from
traumatic realities despite everything? If so, then the composer’s

“Penultimate Thoughts” also have “therapeutic and preventive
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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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KATACTPO®A BIMHHU Y TBOPUOCTI ii BATHAHIIIB

Kumrouosi caoBa: sicaup oou, mysuxa 0obu /[pyeoi ceimogoi
sitinu, meopuicme 1. Cmpasincokoeo, meopuicmo A. [llenbepea.

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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