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MUSICAL INTENTION OF OSWALD SPENGLER

The purpose of the work. The article is devoted to the problems of determination of dimension of existence of
music in philosophical and aesthetic views on art. The main theme of research is consideration of Oswald Spengler
musical intentions in relation to the ethos of culture. The research deals with his main views of music and draws parallel
with the concept of ethos of culture. There are central notions of Spengler’s philosophy on the implementation of culture
styles in music and the presence of faustian and apolonian in art. Methodology of the research consists of application of
comparative and historical-logical methods as well as contextual and systematic methods. The above methodological
approach allows to reveal and to analyze artistic phenomena as a part of cultural process. In addition, we used in our
research cultural method. This approach allows us to consider all parts and cultural layers in their relationship. Scientific
novelty lies in expanding notions of ethos of music as a manifestation of a dialogue between culture and music, as well
as classification of definite views of Oswald Spengler on music art in the context of development of cultures and
civilizations. The important factor in today's integrative art process is an emphasis on the identifying by philosopher
"inner form speech" of art, which actually refers to the ethos as the spirit of culture. Conclusions. The appeals to music
in Spengler’s heritage is based on his affirmation about the spirit of music as the spirit of era. This in its turn goes to the
ethos of music as the organic embodiment of the spirit of culture. In this context, ornamental ethos acts as a set of basic
intentions of the current era and universal logical system that unites us with many cultures.

Keywords: spirit of culture, ethos, metaphysical essence of music.

Ka6bnoea TemsiHa BopucieHa, kaHOuOam mucmeymeo3Hascmea, doueHm kaghedpu akademMidyHo20 ma ecm-
padHozo sokany IHcmumymy mucmeums Kuiecbkoz2o yHieepcumemy im. bopuca piHyeHKa

My3uyHi iHTeHuii OcBanbaa LLneHrnepa

MeTta po6otu. CtatTa npucBsideHa npobnemamMm BM3HAYEHHSI BUMIPY iCHYBaHHS My3uku B hinocodcbko-
eCTeTMYHUX nornsgax Ha MucteuTBo. LieHTpanbHOW TeMOIO cTae po3rnsg My3uyHux iHTeHuin Ocsanbaa LneHrnepa y
CNiBBIAHOLLEHHI 40 eToCcy KynbTypu. 34iNCHEHO Ornsag OCHOBHUX NornsaiB dinocoda Ha My3uky Ta NnpoBedeHo napaneni
3 MOHATTAM eToCy KynbTypu. HaBeaeHo LeHTpanbHi NoHATTA dinocodii O. LUneHrnepa woao BTiNEeHHs B My3uli cTunis
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KynbTypu Ta HasIBHOCTi (payCTOBCbKOro Ta anoroHicbkoro B MucteuTsi. MeTogonorisas JOCNigXeHHs1 nonsirae B 3acTo-
CyBaHHi KOMMapaTMUBHOrO, ICTOPMKO-NONYHOro MeToiB. TakoX BapTO BiAMITUTU KOHTEKCTHUA Ta CUCTEMHUA MeTOoaM, LLO
YMOXIMBIOKTL OOCNIMKEHHST XyOOXKHIX (DEHOMEHIB Y IXHbOMY Ge3nocepeaHbOMY BKITHOYEHHI Y LiNiCHICTb KynbTypu, B
cucTemy 1i opraHiyHMx B3aeMo3B’'si3kiB. OKpiM Toro, 6yrno BUKOPUCTaHO KynbTypONoriYHUiA MeToA, KM nepeadadae uini-
CHUI nigxia Ao beHomeHa KynbTypw, BUOKPEMIEHHS Y HbOMY CYTHICHMX LUApiB Ta acnekTiB, WO OpraHiyHo nepetuHa-
10TbCA OAUH 3 ogHUM. HaykoBa HoBM3Ha poboTu nonsrae B PO3LUMPEHHI YsIBNIEHb NPO €TOC MY3WKU 5K NPOsiB Adianory
MDK KynbTypOIO Ta My3MKOI0, a TakoX y cuctematusauii nesHmx nornsagis Ocsanega LneHrnepa Ha MMCTELTBO My3UKKM B
KOHTEKCTi pO3BUTKY KynbTyp Ta uuMBinidauii. Baxnveum B CbOrogeHHOMY iHTErpaTMBHOMY MUCTELLKOMY MpOLECi € ak-
LEHT Ha BM3HaYeHHi dinocodom "BHYTPILLHLOI MOBW hopMn" MUCTELTBA, SiKa 1 CMiBBIOHOCUTLCHA 3 €TOCOM K AYXOM
KynbTypu. BucHoBku. 3BepHeHHs o My3ukn B cnaawmHi O. LWneHrnepa 6a3yeTbcst Ha MOro TBEPAXKEHHI MPO AyX My3u-
Kn SiK gyx enoxu. Lle, B CBOI yepry, CnpsiMOBY€E 0O PO3YMiHHSI €TOCY MY3WKU SK OpraHiyHOro BTINMEHHS OyXy KynbTypu. B
TaKOMY KOHTEKCTi €TOC BUCTYMNaE Ik OpHaMeHTarnbHa CyKyMnHICTb OCHOBHUX iHTEHLLi enoxu Ta yHiBepcanbHa noriyHa cuc-
Tema, Wwo ob6'egHye Hac 3 baratbMa KynbTypamu.
Knto4yosi cnoBsa: oyx kynbTypu, etoc, MeTadianyHa cyTHICTb My3ukn, O.LLneHrnep, iHTeHLuis.

Kabnoea TambsiHa BopucoeHa, kaHOuOam uckyccmeosedeHusi, 0oueHm kaghedpbl akadeMuyecKoa0 U 3cm-
padHoeo 8okana MIHcmumyma uckyccms Kuesckozo yHusepcumema um. bopuca puHYeHKo

MysbikanbHble MHTeHUun OcBanbpa LlineHrnepa

Lenb pab6oTtbl. Ctatba nocesieHa npobrnemam onpedeneHuss ponu M Mecta My3blkM B PUIOcodCKo-
3CTETUYECKUX B3rMsAax Ha UCKycCTBO. LieHTpanbHon TeMol CTaHOBUTCA pacCMOTPEHNE My3blKasibHbIX MHTeHUM OcBanbda
LLineHrnepa B COOTHOLLEHWNE K 3TOCY KynbTypbl. OcyLlecTBieH 0630p OCHOBHbIX B3rNAA0B dhunocoda Ha My3biKy U NpoBe-
AeHbl napannenu ¢ NoHATMeM aToca KynbTypbl. MNprBeaeHsbl LeHTpanbHble NoHATMA cunocodumn O. LneHrnepa no son-
TNOLLEHMIO B My3bIKE CTUMEN KynbTypbl N HanuymMu ayCToBCKOrO 1 anonfoHUACKOro ayxa B uckycctse. Metogonorus vcc-
NefoBaHUs 3aKMoYaeTcs B MPUMEHEHWN CPaBHUTENBHOIO, MCTOPUKO-NIOMMYECKOro METOAOB, Takke cregyet OTMETUTb
KOHTEKCTHBIA U CUCTEMHbBIA METOAbI, AalOLLMEe BO3MOXHOCTb UCCNEA0oBaHNSA XyAOXKECTBEHHbIX (PeHOMEHOB B MX Henocpea-
CTBEHHOM BKINIO4YEHUM B LIENIOCTHOCTb KyNbTypbl, B CUCTEMY €€ OpraHN4eckunx B3ammocsssei. Kpome Toro, 6bin ncnonb3o-
BaH KynbTypONOrMYeckuin MeTof, KOTOpbI NpedycMaTpuBaeT LenoCTHbIN Nnoaxon K dheHOMeHyY KynbTypbl, BbiAeneHue B
HEeM CYLLHOCTHbIX CMIOEB W acnekToB, KOTOpble OPraHN4HO MepecekatoTcs Apyr ¢ gpyrom. HayvyHasa HoBu3Ha paboThl 3a-
KMoYaeTcs B pacluMpeHuy NpeacTaBrieHnin 0 3Toce My3blKM Kak NPOsiBNEHMN Auanora Mexay KynbTypon u My3bIKOW, a Ta-
I0ke B cucTemaTtusaummn onpegeneHHbix B3rnsagos Oceanbaa LUneHrnepa Ha MCKYCCTBO My3bIKM B KOHTEKCTE pasBUTUSA Ky-
NbTYp M UMBUNM3aLMA. B cerogHsWHEM MHTErpaTMBHOM XyAOXECTBEHHOM MpoLecce BaXHO akLEeHTMPOBaTb BHUMaHWE Ha
onpegenexHmn unocodom "BHYTPEHHEN peun hopMbl" MCKYCCTBA, KOTOpasi, COOCTBEHHO, M COOTHOCUTCA C STOCOM Kak
AyxoMm KynbTypbl. BbiBogbl. CrniegoBaTtensHo, obpalleHne k my3blke B Hacregum O. LneHrnepa 6asupyetcsa Ha ero
YTBEPXKAEHUM O Ayxe My3blKM KaK Ayxe anoxu. OTo, B CBO 0Yepefb, HanpasnseT K NOHMMaHMWIo 3Toca My3blKU Kak opra-
HWYECKOro BOMSIOLWEHNS dyxa KynbTypbl. B TakoM KOHTEKCTe 3TOC BbICTYNaeT Kak OpHaMeHTanbHasi COBOKYNHOCTb OCHO-
BHbIX MHTEHLIMI 3NOXM U YHMBEpPCanbHas fiornyeckas cucrema, oobeguHsIoLLas Hac co MHOTVMU KynbTypamu.

KntoyeBble crnoBa: Ayx KynbTypbl, 3TOC, MeTaduanyeckas CcyLHoCTb My3biku, O. LLneHrnep, nHTeHums.

Measurement of the existence in modern condition of culture-forming makes it necessary to turn to
the philosophical and aesthetic views on art. The role of the music in this context is out of historical context.
Music exists as a separate dimension, but is implicitly linked to cosmos. The real, meaningful and contextual
human existence is impossible without the whole picture of Life , in which a human can see total combined
vision and understanding of the historical process of spiritual intentions of his time. In this process there is
expressed commitment of Human to implement his will, desires, needs and moving towards to a new action
with the purpose to overcome suffering in spiritual activities. Musical culture is a true prototype of cultural and
philosophical idea range. Such ideas are characteristic of understanding, interpretation and demonstration of
the socio-historical paradigm of culture. However, human existence is impossible without socio-historical
context, where the total vision of the historical process and understanding of spiritual situation of the time are
combined. The complex processes of civilizational humankind development are aimed at the creation a
global paradigm of processes of mastering of cultural environment formation, which sometimes leads to
leveling of the spiritual and aesthetic diversity in culture, which at the same time diversifies and standardizes.
Against this background, the need for understanding cultural and historical processes is forming, and their
new creative implementation in certain constants that can serve as a method of study human existence,
which context coincides with a culture of human existence. It makes possible to return to the concept of
cultural creativity as an existential and contextual human self-awareness, that gets a spiritually and
aesthetically defined shape in specific kinds of art.

Music is a specific kind of cognition and expression of the world. It, according to T. Adorno, writes
out a seismogram of reality. At the same time, there is music that creates an illusory world that has nothing
to do with reality. Such music is removed into a special sphere from empirical reality, from all the traces of
the real in musical expression to such extent that it seems as if it has nothing to do with any human content.
The main task of such music is not to embody the worldview of the epoch, but to release people from the
strain of routine life, to cause hallucination entertaining or relaxation effects.

Contradictory position of music in the system of spiritual culture is caused primarily, by its duality:
music is an element of culture and, at the same time, is outside of it.

Music is also an attempt to express the very essence of the world to all and over all cultural
interpretations, music expresses the will itself (A.Shopengauer), in music there is the voice of being
(M.Haidegger), music is the unconscious metaphysical exercise of the soul that does not know that it
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philosophizes (G. Leibniz). The element of music sounding conceals the element of being and the
fundamental principle of culture. Through the modeling of musical art, not only the soul's cognition occurs,
but the harmony of life is perceived more deeply, as the most accurate and direct expression of our being.

There is a string passing from Plato to Rousseau, from Nietzsche to Adorno, a string of consistent and
contradictory reflections on the origin of music, its impact on society and culture in general. Such researchers
as M. Groth, A. Lynchenko F. Paulsen, Ivan Sirko, I. Sechin and S. Thomas studied of the role and place of
music in the context of culture of epoch, considering the aesthetic essence of the world and the correlation of
music. The questions of ontology, epistemology, anthropology and interpretation of music are studied in the
works of G. Makarenko, V. Lychkovaha, Mikhailova, Yu Shabanovoy, B. Khazanov and G. Eyhsa.

However, while Spengler’s ideological concept is studied enough, the issue of music as a part of
culture is not sufficiently covered in the works of musicologists.

The immanent connection of art with cultural and historical continuum perception of the world always
proposes the question of emancipation of artistic phenomena and art works subjectivity. However, the
embodiment of human development is dynamics of the inner world, which implicitly embodies existing
cultural space and finds the real material way out in creative and artistic objects, filled with spiritual content of
era. As pointed out by Vladimir Lychkovah the objective spirit is a creative factor of the artist’s activity, only
because through the obijectification of epoch spirit aesthetic expression in art is possible, and the art makes
objective spirit available for immediate contemplation and deep experience.[5, 8-9]. It directs us to the
concept of Oswald Spengler, who positioned art in the system of cultural and historical cycle as a significant
factor, which serves as a prime exponent of spiritual values and the symbolic nature of this culture [1, 128].

Oswald Spengler talks about the history of humanity as "a set of enormous ways of life", and as
"drama, which involves a range of powerful cultures" [7, 262-264]. In this context, culture appears almost as a
homogeneous substance, where internal forms’ unity of thinking and creativity combined with forms’ unity of
social, spiritual, religious and artistic life. This unity is defined as "soul" and "great symbol" of culture as the idea
of existence, accumulating irrefutable era values and gives her dynamics of development. This "great symbol"
is at the heart of every culture. It is a real spirit of the epoch, in which encoded the current culture encoded. In
other words according to Spengler this epoch spirit is the key for understanding the morphology of culture,
which allows us to understand the uniqueness of each culture and ensure the originality of its soul. This is the
basic concept of cultural and historical development — morphology of the world history.

Oswald Spengler identifies three phases of culture’s development: early mythos-symbolic culture,
metaphysics and religious high culture and later, stiff culture that passed into civilization. Civilization —
"decay" of Culture is the fourth phase and it is not a culture. Spengler insisted that the rise to civilization is
the fate of every culture [6, 108].

Every epoch creates a faith in the original spirit, the "idea" that acquires and gives meaning and
value to this era, and then rises into civilization, which marks the end of epoch. The philosopher
distinguishes eight cultures: Egyptian, Indian, Babylonian, Sinic, Classical (Greco-Roman), Magic
(Byzantine-Arabic), Mesoamerican (Mayan/Aztec) — the culture of the Maya people — they all had been
finished, and Faustian or Western (European/American), is at the final stage of its existence. Each culture
provokes the organic development of style. Spengler proposes to consider a history of culture as the history
of following one after another "like waves or bumps pulse" great styles. Spengler denies the possibility of
coexistence of different styles within a single cultural space: "In general historical picture of any culture could
exist only one style — the style of this culture" [7, 373]. Style implicit of culture is a symbol of culture and
reflects the essence of micro- and macrocosm. At the same time, Spengler emphasizes the existence of
Faustian culture. This kind of culture acting as the antithesis of poetic and metaphysical-rationalistic in the
infinity of space-time being. Faustian worldview is born by the sense of time and logic of epoch formation.
Against this background, Spengler introduces the concept of time vector, fate, which opens the irrational
world soul. This soul, the spirit of the epoch can be most clearly found in art. That means this soul is a
reflection of the basic concept of the worldview of the epoch. It can be adequately conveyed only through art.

For example, Spengler considers sculptural statue of a naked human body the best illustration of the
Apollonian soul (which belongs to the ancient culture). Quintessence of Faustian soul (belongs to Western
culture) he thinks, is the music of counterpoint and the art of fugue. Temporal or internal, Faustian is
opposed to external or corporal. In this way the philosopher sees a new approach to the division of art on
kinds and types. He proposed to abandon the definition of art by their appearance and means of perception.
"Inner speech of forms should become the main criterion for singling out kinds of art. This is a very important
and relevant for the present thesis about integrative processes in modern art, where there are almost no
"pure" types or genres. In this sense the possible and necessary analogy between all kinds of art: "In fact,
the sound is something extended, similar to the numbers, almost like lines and colors, harmony, melody,
rhyme, rhythm, almost like perspective, proportion, shading and outlines" [7, 230] .

Central point in these conditions is the fact, that all artistic processes occur in the common space,
which connects different aspects (social, political, economic, creative, etc.) of the same epoch into a
complicated unity. Art is the expression of ideas, goals of epoch, and its history is soul of culture, its spirit, its
ethos like the complex of history of religion, philosophy and even politics and economics. Spengler indicates
the ornament and imitation in all cultural epoch. He logically directs us to the nature of music, presented as
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the most intuitive and irrational kind of art. And this kind of art have a concrete embodiment of the real goal of
every cultural and historical continuum. Such dual, metaphysical essence of music embodies a metaphysical
nature of existence as well. Based on the fact that the world is presented as the unity and integrity, music
operates in our minds as being an echo in authentic form, which varies according to the cosmic harmonic
changes in the Universe. The concept of O. Spengler about imitation and ornament is based on it. He
considers human needs to seek a link with the world processes organization, in the arts as well, including
music. Imitation appears as a form that is aimed at those projects, which attracts internal rhythm and seems
harmonious and beautiful. It is the integration of forms and ideas of various components of human existence.

At the same time display, "copying” of the external forms of life is presented as a response to the
needs of humanity. This leads to the fact that it loses its main significant art features. The main component is
the isolation of the artist from the earthly and worldly to the highest symbols, signs-symulakry of music.

Ornament embodies the spiritual and symbolic content. There is formation of stable motifs and symbols
that have significance because at the ornamental work of art we can see the gleaming of sacred causality of
macrocosm. At the same time characteristic tendencies, which embody the rules and laws of past of temporary
forms, namely sintaksis, interpretation, stylistic, are determined in the ornament. If imitation is implicitly linked
with improvisation as a determinant of system of constant changes, ornament declares the spirit of a particular
era. Internal Faustian spirit is opposed to Apollonian spirit — external, bodily impression of sensual life.

The important thing is that ornamental forms express the only style that exist in religion, ideology,
culture, life and human life. At the same time the personality of the artist does not create a style, rather style
creates the artist and appears towards him as alter ego. Art organically and essentially comes into the
dimension of existence and makes it possible to bring the music intention of spirit of a particular cultural epoch.
Arts for Spengler can be combined with each other not only on the surface, but more likely on spiritual ideas,
which enable to imagine the large scale dimension and sense of cultural and historical continuum.

Consequently the art serves as a certain morphological constant, which homologously combines in
different coexistence dimensions. Extraction of Music in the fourth part of "The Decline of the Europe”,
entitled "Music and plastic" affirms it as a real opposition of Apollonian and Faustian in art.

Based on his statement we can say that the birth of spirit in musical art directs to the ethos of music
as an organic spirit's embodiment of the culture.
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