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AHOTANIA

Apedh’esa €. IO. Tloetuka Iropst CTpaBiHCHKOTO SIK T€OPisi KOMITO3UIIIMHOTO
CUHTE3Y: KyJbTypoJoriunui anams. — Kpamidikaiiiina HaykoBa Mpaiisl Ha mpaBax
PYKOIIUCY.

Hucepraniss Ha 3700yTTS HAYKOBOTO CTYyIEeHs JOoKTopa ¢diutocodii 3a
cnemianpHicTIO 034 — «KynpTyposoris». — HamioHanbHa My3uW4yHa akajaemis
VYkpainu imeni [1.1. YalikoBchkoro, Kuis, 2021.

JucepTariiiine TOCHIKEHHS MPUCBSYCHE aHaAI3y mpodsieM (opMyBaHHS Ta
(YHKIIOHYBaHHSI CHCTEM TMOETHKH, 30KpeMa MY3WYHOI MOETHKH B KyJIbTypi XX
cromitrs. [loetnka 1. CTpaBIHCBKOTO PEKOHCTPYIOETHCS SK KYJIbTYPOJIOTTUHUIMA
CUHTE3 Teopii Ta MNPAKTHKH, AaBTOPChbKA MOJEIb KOMIIO3MIIITHOIO CHUHTE3Y.
JloBeneHo, IO TMOETHKAa € OJHMM 3 THPOBITHUX 3ac00IB KOMITO3UIIHHOTO
IHCTpYMEHTapil0 B MHUCTEITBI, 30KpeMa B My3uIll. Bu3HaueHa aHTpPOIOJIOTIYHA
noMiHaHTa T1oeTUKU [. CTpaBIHCHKOTO (QHTPOIMOJOTIYHUI CEHC MY3UYHOTO
(deHoMeHa K aHasiora JIOACHKOI IUTICHOCTI) K 3acaja KOHCTPYIOBAHHS CBOEP1THOT
aBTOPCHKOI (PEHOMEHOJIOT1I — TMOETUKH SK TPOSIBY TapMOHI3YIOUMX BHUTOKIB
compositio. Iloetnka  BH3HaueHa $K TeOpis KOMIIO3ULIi, MIlaJor KYJIbTYD,
pUTOpHUKA.

My3uuna noetuka I. CTpaBiHCHKOTO MPE3EHTYETHCSA SIK CUHTE3 MHUCTELTB,
30KpeMa CHHTE3 MY3MYHOI CTUXii Ta OaJeTHHX eK3epcHciB y TBopax «BecHa
cBsmeHHay, «Ilerpymka» Ta iH. XopeorpadiuyHi TPUHIUIN MY3UYHOT KOMITO3HITI
[. CTpaBIHCBKOTO PEKOHCTPYIOIOTbCS SIK XOpes Ta aperes B TPaHCKPHUIIIIT
My3u4uHUX 1HHOBamid XX cromiTrsa. IlpoanamizoBaHo (QOJBKIOPHI BHUTOKH,
CTHJIBOBI, )KaHPOBI Ta BOKaJIbHI CKJIa/10BI KoMIo3uIlii TBopiB I. CTpaBIHCHKOTO SIK
HEBIJ’€MHA CKJIaJ]0Ba MOro My3WYHOI MOETHKHU. J[OBEEHO, 0 My3UYHa MOETUKA
I. CTpaBiHCBKOTO B KyJBTYPOJOTIYHOMY Ta MY3HMKOJOTIYHOMY MpocTopi XX
CTOJNIITTS € OpUTIHAJBHUM KpPEAaTUBHUM JIOPOOKOM, IO CIIOHYKa€e 0
HETPAJUINIMHOTO TIPOYMUTAHHA Ta IHTEpIpeTarii o0pa3HOTO I1HCTPYMEHTapito

KOMITO3UTOpA.



HaykoBa HOBHM3HA OTpPMMAaHHX pe3yJbTATiB IMOJSITa€ B TOMY, IO
BIIEpIIIC BUSBJICHO KYJbTYPOJOTIYHUM 0Opii TpaHcdopmarlii oOpa3HHX 3aca
MY3UYHOI TBOPYOCTI IK MOETUYHOTO IHCTPYMEHTAPII0 MUTLISL.

HaykoBa HOBHM3Ha pO3KPUBAETHCS B HACTYIHUX MOJOXKEHHAX, IO
BUHOCHUTbBCS Ha 3aXUCT:

Bnepuwe:

- BU3HAYEHO, IO TMOETUKA SK KaTeropis, TEOpeTHMYHa Ta MpaKTU4YHA
OpaKkTHKa KOpemoe 3 TakuMu chepamu peduekcii, K KyJIbTypHO-ICTOPUYHA
aHTPOIIOJIOTIs, €THKa, ecTeTuka. [loeTuka B IIMPOKOMY CEHCI BU3HAYAETHCS SIK
Croci0 mparii, TUI poOJICHHS, SIK poesis, 110 Hece B co01 Ha/I3BUYaHO BaXKJIMBUUN
KoMIo3uIliitHuil acriekt. Kateropii «compositio», «transpositio», «transpositive»
BU3HAYAIOTHCA SK PUTOPUYHI (Irypu, MO B MOETUI[l MAarOTh CBITOTJISIHO-
€CTeTUYHHH 1 €eTUYHUI BUMIPH;

- JIOBEJIEHO, 110 TeopeTudHa noetuka [. CTpaBIHCHKOTO TSXKIE O MOETUKU
3aBJAHUX KOHCTaHT, SIKY MOKHAa BHU3HAUUTH SK anpiopHO-(EHOMEHOJOTIYHY,
TpaHCIEHACHTAIbHY ToeTuKy. Skmo ¢enomenonoris I. Kanra Bu3Havae CBiif
OKpEMHH CBIT HasIBHOTO Ta HESIBHOTO ()EHOMEHA, 1110 B OLJIBIIOCTI MMO3HAYAETHCA SIK
estesis, SIK €CTETHYHUN CBIT, MOJIENIOE 37aTHICTh CMaKy Ta KOPEIIOE 31 CBITOM
mi3HaHHS, Mpakcucy, To (herHomenonoris poesis I. CTpaBiHCBKOTO cTae 3acoO0M
rapMoHi3arllii TEOpeTUYHOI (€KCIUTIIUTHOT) Ta MPAKTUYHOI (IMIUTILIMUTHOT) MTOETUKH.
ToOGTo 1e (eHOMEHOJIOTIsI KaHTIBCHKOTO THITy, L0 € OJHIEI0 13 CKJIAJOBHX
«HOOJIOTI» MY3UKH, SKIIO BHKOPUCTATH JIaBHHOTPEIbKY TEPMIHOJIOTIIO, Ta
«IPAKCEOJIOTI» MY3UYHOT'O €TOCY, 110 Ma€ MOPAJIbHUI MiATEKCT. My3uuHHI €ToC
IOpe3eHTy€e camMe NPaKTUYHY [1I0 JIIOJMHU B CBITI JIIOJCBKUX 3A10HOCTEH 10
TBOPYOCTI;

- BU3HAYEHO, IO TSOKIHHS JO0 amnmpiopHUX YyHIBEpCaTiii B TOETHI Yy
[. CtpaBiHCBKOTO OYJI0 XapaKTEPUCTHKOIO i1 SK PO3TOPHYTOT CUCTEMH MOSTHYHHUX
MaKCHUM OHTOJIOT1YHO-aHTPOIIOJIOTIYHOIO THUITY, 110 KOPEJIIOITh 3 PUTOPUKOIO Ta
IHCTpYMEHTApIEM MY3WYHUX apTe(akTiB, K1 OyJId JOCTaTHbO OMPAIbOBAHI B

NOETHUIl 1 PUTOPHULI MY3UYHOrO TEKCTy Oapoko, 30kpema. [. CtpaBiHChKUI



BU3HAYAE QaHTPOTIOJIOTTYHUN aCMeKT POesis B My3UUYHIN TBOPUOCTI K HA/I3aBIaHHS,
[0 B TMEBHIA Mipl HEIOOIIHIOBAJIOCS B MHUCTEUTBO3HABCTBI. IIpobOiemu, sKki
nigHiManucs B ¢inocodii 30-x pokiB XX CTOMITTS, OyJIn CYyTO €K3UCTCHIIIMHUMH,
BU3HAYAIHM aHTPOMOJIOTIYHUI MOZYC OYTTS JIFOIUHU;

- JIOBENIEHO, IO TOETHKA SIK TEOpis KOMITO3UINI € Maj0 BHBYCHOIO B
KOHTEKCTI MY3WYHMX KOHCTAaHT, fKI TIOB’SI3YIOThCS 3 cCOmpositio, ToOTO 3
PUTOPUYHUM HAO0OpPOM MeTaboJ SK IHCTPYMEHTapieM OyIb-1KOI MOETHKH, IO

JOCTaTHRO BH3HAYEHO B PI3HUX MOETUYHMX IIKOJAaX. 30KpeMa, B MIKOJI

O.IloTebH1 — 1e JOMIHaHTa METOHIMIi, MeTadopH, CHHEKIOXH; B IIKOJI
P. SIxoGcona, sika OykBasibHO mOoBTOprOoE iaei O. Ilotebni, — 1me goMiHaHTa
metoHimii. [. CTpaBiHCBKMII B  CBOIU TEOPETHUYHIA  TBOpPYOCTI  OyB

«CUHKPETHCTOM», 3aHyPIOBaBCS B MEPBUHHUMN IMITYJIbC Ai1 200 MiCsali aHTUYHOT
xopei (puT™M), e TaHOK SK MOJCTIOIOYMI MPUHLMIT IMariHaiii My3udHoi maTepii
BUHOCHB PUTM Ha BEpXHil map cBoe€i moetnyHoi cuctemu. Brim, 1. CtpaBinchkuii
HIKOJIM HE TOBOPHTH, IO TAHOK € TOMIHAHTHHUM, aJi¢ Y BChOMY KOHTEKCTi HOTo
MY3UYHOI TO€TUKM TAaHOK CTa€ THUM IHTEPIPETAaTUBHUM MEXaHI3MOM, SIKMH B
naBHiA ['pemii BHUIIISAaB SK CHCTEMa BUTAHIIbOBYBAaHHS MJIiaJlOTiB, TIACTUYHOI
Ipe3eHTallli YyTTEBOTO KOCMOCY;

Ymouneno:

- my3uyHa mnoetuka [. CTpaBiHCBKOTO HE po3ropHyTa B (i10codChHKO-
€CTeTUYHY CHUCTEMY, ajie B IUJIaHl IMIIEPAaTHUBHOI, allpiOPHOi MOSTHUKU BUTIIAAE SIK
CBO€epigHa MakciMa pedriekcii KOMIIO3UTOpA, TUIACTUYHUN €K3EPCHUC, BI3EPYHOK,
MY3UYHHUHN apTedakT sK YHiBepcasis abo TpaHCIEHIASHTalsd CUHTETUYHOTO THUIY,
110 Hece B cOO1 KOHTEKCT CHHEPT1i XOPETUHOTO THITY;

- My3UYHHUHN apTedakT poesis BU3HAYAETHCS K TPAHCICHICHTALHUHN, TOOTO
3aBJIaHU¥ 330BHI CBIT. 3aBaHUN KOMIO3UTOPCHKUM MPUHOMOM, HOTO TBOPUICTIO,
KUTTEBUM IUIAXOM, BUMHKOM, IPE3EHTOBAHMM y BUMIpax TOi MOETHKH, IO
OTMaHOBAaHA y TBOPYICTI KOMIIO3UTOpA. binbiie TOro, My3w4HHE (EeHOMEH
NPE3CHTYEThCS K «HOEMay, «EHepreMay, a Iie BxkKe Kareropii (peHOMEeHOJOTii

E. I'yccepns, O. JloceBa. Amnpiopusm I. CTpaBIHCBKOTO TOXOIUTH BiJ TPaaMIli



«pO3YMOBOi TMpaili», 5Ky crnoBigyBaB M. Pumcekuii-KopcakoB, 10 Kopenwoe 3
1CUXaCTChKOIO XPUCTUSHCHKOIO TPAIUIIELO, SIKOT KOMIIO3UTOP HE MIT M030aBUTHUCS
IPY BChOMY 3aXOIUJICHH] SI3MYHUAIIBKUMU MOTHUBAMU;

- I. CtpaBiHCBhKUI HE BUOYJIOBY€ EKCIUIIIIUTHOTO MPOEKTY (PEeHOMEHOJIOTIi
MOETUKH, BIH JIMIIE TOBOPUTH IMPO AHTPOIMOJIOTIYHUN (EHOMEH MY3HKH SK
aprepakt moetuku. Llei apredaxt BuUOyAyBaHWN HACTUIBKM MyHKTUPHO 1 HE
Ipo30po, IO MOro BApTO IHTEPNPETyBaTH caMe€ B TUX KOHCTAHTaX, SIKI HaJae
(eHOMEHOJIOTIsl K CUHTE3 IMIUTIKALIKA anpiOpHOTO TUILY;

Hicmano nooanvuwiuil po3eumox:

- XyJI0XKHE BHU3HAYEHHS €CTETUYHOI JoMiHaHTU poesis y I. CTpaBiHCBKOTrO
BU3HAYAETHCS SIK YYTTEBHM MPOCTIp, €MOIiiiHA O3HaKa, L0 MPE3EHTYEThCT Y
peamisx  ecretndyHux  (¢eHoMmeHiB.  I. CTpaBIHCBKMII  CTBOPIOE  BJIACHY
(eHOMEHOIOriI0 MYy3W4YHHX apTeakTiB, sKa IHTEPHPETYETbCA SIK My3H4YHA
MOETHKA B paMKax THUX MpaBWJI 1 HOPM, sIKI iM OyJu 3ampolOHOBaHI Mija 4Yac
YUTAHHS JICKI[1{ 3 TOCTUKU B ['apBap/ICbKOMY YHIBEPCHUTETI;

- my3uuHa noetuka . CtpaBiHCbKOro chopMyBaiach sIKk CHHTE3 MHUCTELTB.
Came TOMY BOHA BHM3HAYA€THhCS K TEBHUN CHUHKPETH3M [lii, 110 MPE3EHTYE
JTABHBOTPEIIHKY XOPEI0 Y KOHTEKCTI TaHKY;

- kommo3uilis . CTpaBiHCHKOTO ITIe HE BUBUCHA B KOHTEKCTI ajieaTOPUKHU abo
HOBITHIX CHUCTEM KOMYHIKaTUBHHMX MpE3EHTalliil, A€ TBOPUICTh Xxopeorpada crae
CIIOHYKOI) CHHTETHYHOI TBOPYOCTI B IUJIOMY, Ja€  MOXJIMBICTb CTBOPEHHS
CUHTETUYHMX MYy3W4yHUX TBOpiB. Bimomo, mio I. CTpaBiHCEKUII CTBOpPIOBAB CBOI
TBOpU TiJ BIUIMBOM IuiacTuku B. HikMHCBKOTrO, ajpke KPUTHUKYBaB MHOTO SIK
xopeorpada, pexucepa xopeorpapiyHUX MAHTOMIM, X04a W HE MIT TO30yTHCS
BIUIMBY MAKCTpa;

- XOpeiYyHu#M IMIYyJIbC CHHKPETU3MY MY3WYHOTO TBOPY € HAI3BHYAWHO
BOXJIMBUM JJIs1 pounuTaHHss TBOpUYOCTI . CTpaBiHCHKOTO SIK TPOOJIEMH CHHTE3Y
MUCTENTB. My3uka KOMIIO3UTOpa € CHHKPETHMYHOIO B IJIaHI METaKyJIbTYpPHHUX
aII031, €THOCTI XPUCTUSHCHKUX Ta SIBUYHUIIBKUX MOTHBIB, (POJIBKIBOPU3MY,

TPAHCLICHACHTANI3MY, KJIACUKA Ta HEOKJIacukd. Llell KOHTEeKCT He MiIIaeThes



aJIeKBaTHOMY Ta OJHO3HAYHOMY aHaji3y, aje WOro BaXJIWBO 3a3HAYUTH SIK
CBITOTJISITHUM, aHTPOIOJIOTTYHUN (PeHOMEH 3BEpHEHHS 10 BUTOKIB.

TeoperuuHe 3HaA4YeHHs] OTPUMAHUX Pe3YJbTATIB MMOJIATAaE B TOMY, LIO Y
JOCITIPKEHH] BHU3HAYAIOThCS AHTPOIOJOTIYHI Ta KYJIbTYPHO-ICTOPUYHI BUMIPH
My3u4HOi moeTuku [. CTpaBIHCHKOTO SK TMEBHOI (DEHOMEHOJOril TBOPYOCTI.
[TpoananizoBaHi CTUJIBOBI Ta >KaHPOBI BUMIPU TBOPIB KOMIIO3UTOpPA B KOHTEKCTI
HOro 3axOIUICHHS HEOKJIACHKOI, (QoJibkiIopu3sMoM. JloBeneHo, 1o oOpieM
peduiekcii Haa My3UYHOIO IUTICHICTIO TBOPY Y I. CTpaBIHCHKOTO € aHTPOMOJIOTTYHE
OadeHHsl LUIICHOCTI My3W4HOro ()eHOMEHa, 110 € HaJ3BUYAHO aKTyaJbHUM 1 B
CYy4aCHOMY KOHTEKCTI KyJbTYpPOJIOTTYHOI pedieKcii.

KaouoBi ciaoBa: My3M4yHa TIOCTHKA, KOMIIO3HIISL, aAHTPOIIOJIOTIA,

(hEeHOMEHOJIOT1s1, CTUJIb, JKaHP, POJIBKIIOP, XYI0KHIH 00pa3s.



SUMMARY

Arefyeva E. Yu. Poetics of Igor Stravinsky as a theory of compositional
synthesis: culturological analysis. — Qualifying scientific work on the rights of the
manuscript.

The dissertation on competition of a scientific degree of the doctor of
philosophy on a specialty 034 - "Culturology". - National Music Academy of
Ukraine named after P.I. Tchaikovsky, Kyiv, 2021.

The dissertation research is devoted to the analysis of problems of formation
and functioning of systems of poetics, in particular musical poetics in culture of the
XX - th century. L. Stravinsky's poetics is reconstructed as a culturological
synthesis of theory and practice, the author's model of compositional synthesis. It
is proved that poetics is one of the leading means of compositional tools in art, in
particular in music. The anthropological dominant of I. Stravinsky 's poetics
(anthropological meaning of a musical phenomenon as an analogue of human
integrity) as a basis for constructing a kind of authorial phenomenology - poetics as
a manifestation of harmonizing origins of compositio - is determined. Poetics is
defined as the theory of composition, dialogue of cultures, rhetoric.

I. Stravinsky's musical poetics is presented as a synthesis of arts, in
particular a synthesis of musical elements and ballet exercises in the works "Sacred
Spring", "Parsley" and others. The choreographic principles of 1. Stravinsky's
musical composition are reconstructed as a chorea and arete in the transcription of
musical innovations of the twentieth century. The folklore origins, stylistic, genre
and vocal components of the composition of 1. Stravinsky’s works as an integral
part of his musical poetics are analyzed. It is proved that the musical poetics of
I. Stravinsky in the culturological and musicological space of the twentieth century
is an original creative work that encourages non-traditional reading and
interpretation of figurative instruments of the composer.

The scientific novelty of the obtained results is that for the first time the
culturological horizons of transformation of figurative bases of musical creativity

as poetic tools of the artist are revealed.



Scientific novelty is revealed in the following provisions, which are
submitted for protection:

For the first time:

- it 1s determined that poetics as a category, theoretical and practical practice
correlates with such areas of reflection as cultural and historical anthropology,
ethics, aesthetics. Poetics in a broad sense is defined as a way of working, a type of
doing, as poesis, which carries an extremely important compositional aspect. The
categories "compositio", "transpositio", "transpositive" are defined as rhetorical
figures that in poetics have ideological, aesthetic and ethical dimensions;

- it is proved that the theoretical poetics of I. Stravinsky tends to the poetics
of applied constants, which can be defined as a priori-phenomenological,
transcendental poetics. If I. Kant's phenomenology defines its separate world of
existing and non-existing phenomenon, which is mostly referred to as estesis, as an
aesthetic world, models the ability to taste and correlates with the world of
knowledge, practice, the phenomenology of I. Stravinsky's poesis becomes a
means of harmonizing theoretical (explicit) and practical (implicit) poetics. That is,
it is a phenomenology of Kantian type, which is one of the components of the
"noology" of music, if we use the ancient Greek terminology, and "praxeologists"
of the musical ethos, which has a moral connotation. Musical ethos presents the
practical action of man in the world of human creative abilities;

- it was determined that I. Stravinsky's attraction to a priori universals in
poetics was a characteristic of him as a developed system of poetic maxims of
ontological-anthropological type, correlating with rhetoric and tools of musical
artifacts, which were sufficiently elaborated in poetics and rhetoric of baroque
music. I. Stravinsky defines the anthropological aspect of poesis in music as an
overriding task, which to some extent was underestimated in art history. The
problems that arose in the philosophy of the 1930s were purely existential,
determining the anthropological mode of human existence;

- it is proved that poetics as a theory of composition is little studied in the

context of musical constants associated with compositio, ie with a rhetorical set of



metabolites as a tool of any poetics, which is sufficiently defined in different poetic
schools. In particular, in O. Potebny's school he is a dominant of metonymy,
metaphor, synecdoche; in R. Jacobson's school, which literally repeats the ideas of
O. Potebny, it is the dominant of metonymy. I. Stravinsky in his theoretical work
was a "syncretist", immersed in the primary impulse of action or aftereffect of
ancient chorea (thythm), where dance as a modeling principle of the imagination of
musical matter brought rhythm to the top layer of his poetic system. However,
I. Stravinsky never says that dance is dominant, but in the whole context of his
musical poetics dance becomes the interpretive mechanism that in ancient Greece
looked like a system of dancing dialogues, a plastic presentation of the sensual
space;

Updated.:

- Stravinsky's musical poetics is not deployed in the philosophical and
aesthetic system, but in terms of imperative, a priori poetics looks like a kind of
maxim of the composer's reflection, plastic exercise, pattern, musical artifact as a
universal or transcendental of the synthetic type;

- musical artifact poesis is defined as transcendental, ie caused from the
outside world. Tasked by the composer's technique, his work, way of life, deed,
presented in the dimensions of the poetics that is mastered in the work of the
composer. Moreover, the musical phenomenon is presented as "noema", "energy",
and these are the categories of phenomenology of E.Husserl, O. Losev.
I. Stravinsky's a priori originates from the tradition of "mental work" professed by
M. Rimsky-Korsakov, which correlates with the hesychastic Christian tradition,
which the composer could not get rid of with all his admiration for pagan motives;

- I. Stravinsky does not build an explicit project of the phenomenology of
poetics, he only speaks of the anthropological phenomenon of music as an artifact
of poetics. This artifact is so dotted and opaque that it should be interpreted in the
constants provided by phenomenology as a synthesis of a priori implications;

Received further development:



- L. Stravinsky's artistic definition of the aesthetic dominant of poesis is
defined as a sensory space, an emotional feature that is presented in the realities of
aesthetic phenomena. 1. Stravinsky creates his own phenomenology of musical
artifacts, which is interpreted as musical poetics within the rules and norms that
were offered to them during lectures on poetics at the University of Harvard;

- I. Stravinsky's musical poetics was formed as a synthesis of arts. That is
why it is defined as a certain syncretism of action, which presents the ancient
Greek chorea in the context of the tank;

- 1. Stravinsky's composition has not yet been studied in the context of
aleatorics or the latest systems of communicative presentations, where the
choreographer's work becomes a stimulus for synthetic creativity in general, allows
the creation of synthetic musical works. It is known that 1. Stravinsky created his
works under the influence of V. Nizhynsky's sculpture, because he criticized him
as a choreographer, director of choreographic pantomimes, although he could not
get rid of the influence of the master;

- The choreic impulse of the syncretism of a musical work is extremely
important for reading Stravinsky's work as a problem of art synthesis. The
composer's music is syncretic in terms of metacultural allusions, the unity of
Christian and pagan motifs, folklore, transcendentalism, classics and neoclassics.
This context cannot be adequately and unambiguously analyzed, but it is important
to note it as a worldview, anthropological phenomenon of turning to the origins.

The theoretical significance of the obtained results lies in the fact that the
study determines the anthropological and cultural-historical dimensions of
I. Stravinsky's musical poetics as a certain phenomenology of creativity. The
stylistic and genre dimensions of the composer 's works in the context of his
fascination with neoclassicism and folklore are analyzed. It is proved that the
horizon of reflection on the musical integrity of the work in I. Stravinsky is an
anthropological vision of the integrity of the musical phenomenon, which is

extremely relevant in the modern context of culturological reflection.



Key words: musical poetics, composition, anthropology, phenomenology,

style, genre, folklore, artistic image.
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