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PHILOSOPHICAL FOUNDATIONS OF DALCROZE’S RHYTHMICS
IN THE FOCUS OF MUSICOLOGY AND CHOREOLOGY

Relevance of the problem. For more than a century, the system of Emile Jaques-Dalcroze's
rhythmics has remained within the focus of musicology and choreology. Its methodological
foundations are being reconsidered in the context of post-neoclassical philosophy, wherein issues
related to the interpretation of the category of corporeality are becoming increasingly actualized.
The aim of the study is to substantiate the philosophical foundations of Dalcroze's rhythmics in
their musicological and choreological projection. This aim has been specified in the following
tasks: 1) to identify the philosophical sources of Dalcroze'’s rhythmics; 2) to systematize the
categorical field of Dalcroze’s conception, particularly the role of the concept of corporeality,
3) to reconsider the methodological orientations of rhythmics within contemporary musicological
and choreological discourse. The methodology of the study is grounded in historical discourse,
which makes it possible to trace the formation of the categorical apparatus of Dalcroze rhythmics,
as well as in a number of scholarly approaches, including: the phenomenological approach, which
incorporates corporeality into the essential characteristics of the human being as its inseparable
ontological dimension, the anthropological approach, currently actualized in musicological
and choreological research, the hermeneutic approach, which facilitates the understanding and
interpretation of musical texts through plastic-motor means of expression, and the praxeological
approach, which enables the investigation of musical and choreographic creativity through the
prism of activity theory.

Research results. Among the philosophical sources of Dalcroze's rhythmics, the following may
be identified: the ontological-cosmic conception of the Pythagoreans, the ideas of ancient thinkers
concerning human perception of the rhythm and harmony of the universe through movement, as
well as the understanding of the body as an inseparable ontological dimension of human existence;
Friedrich Wilhelm Joseph Schelling's interpretation of art as a philosophical category and as the
highest form of human activity, wherein the absolute idea manifests itself and the conscious and
unconscious are synthesized; and the aesthetic and phenomenological postulates of Edmund
Husserl and Roman Ingarden, particularly the theory of aesthetic experience and the cognition of
the musical work “in itself”. The conceptual foundations of Dalcroze’s rhythmics are grounded in
the universal philosophical categories of space, time, and movement. The understanding of the body
as an inseparable ontological dimension of human existence made it possible to concretize these
categories through the notions of spatiality, temporality, and motility, including musical motility,
which are employed to explain the mechanisms of the artistic and cognitive appropriation of reality
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by the human being. The category of corporeality is presented in view of the phenomenological
postulates of Maurice Merleau-Ponty and his followers; the integration of the intellectual and the
physical is consolidated in the concept of the “body-mind”, while the term “practical knowledge”
is supplemented by the notion of “polyartistic awareness”. The methodological orientations of
rhythmics within contemporary musicological and choreological discourse are constituted by
artistic anthropology, with its attention to the category of corporeality; cognitive philosophy,
with its credo of the embodied mind; the postulates of hermeneutics, which make it possible
to understand and interpret the language of musical works through corporeal and plastic-motor
means of expression, and praxeological philosophy, which, when concretized within artistic
praxeology, enables the investigation of musical and choreographic creativity through the prism of
activity theory, particularly by examining the dancing mind and the thinking body.

Key words: philosophical foundations, Dalcroze's rhythmics, musicology, choreology, historical
discourse, phenomenology, artistic anthropology, corporeality, polyartistic awareness, plastic-
motor interpretation.

Introduction. For more than a century, the system of Emile Jaques-Dalcroze’s rhythmics has
remained within the focus of musicology and choreology. Its methodological foundations are
being reconsidered in the context of post-neoclassical philosophy, wherein issues related to the
interpretation of the category of corporeality are becoming increasingly actualized. At the turn of
the new millennium, the phenomenological thought of the mid-twentieth century has been actively
reinterpreted as an antidote to philosophical currents such as transhumanism, which neglects the
value of the body as an essential component of human nature. In particular, the ideas of Maurice
Merleau-Ponty concerning the inseparability of body and consciousness, as well as the “third
dimension” that becomes the source of epistemological integrity in the cognition of the object, are
being intensively developed. Philosophers representing the praxeological approach (W. Bowman
[6], D. Elliott [9], T. Regelski [15]) interpret the regularities of cognition in the context of musical
activity. In substantiating the categorical apparatus of rhythmics, the Finnish scholar M.-L. Juntunen
[13] considers it appropriate to employ the term body-mind, originally proposed by John Dewey.
Within the scholarly and artistic space of Poland, T. Drozdz demonstrates the importance of
philosophical reflection on choreological problems through the category of corporeality within the
framework of anthropology and cultural studies [8], while M. Stepien, rejecting Cartesian dualism,
emphasizes the decisive role of rhythmics in restoring the body to its objecthood [18].

At the beginning of the twenty-first century, within the national scholarly field, the concept of
musical corporeality [4] was constituted from anthropological perspectives at the intersection of
three spheres — linguistic, perceptual, and performative. Philosophical ideas consonant with the
conceptual foundations of Dalcroze’s rhythmics revolve around manifestations of corporeality in
various forms of culture [2]. Studies of the category of musical motility (its gestural nature and
its capacity to reflect the rhythm of vital pulsation in music), grounded in genetic and semantic
analysis, make it possible to interpret it as the energy of musical movement [5]. Nevertheless, the
philosophical foundations of Dalcroze’s rhythmics require more detailed elucidation within the
focus of musicology and choreology.

The aim of this study is to substantiate the philosophical foundations of Dalcroze’s rhythmics
in their musicological and choreological projection. This aim has been specified in the following
tasks:

1. To identify the philosophical sources of Dalcroze’s rhythmics.

2. To systematize the categorical field of Dalcroze’s conception, particularly the role of the
concept of corporeality.

3. To reconsider the methodological orientations of rhythmics within contemporary
musicological and choreological discourse.

The methodology of the study is grounded in historical discourse, which makes it possible to
trace the formation of the categorical apparatus of Dalcroze’s rhythmics, as well as in a number of
scholarly approaches, including: the phenomenological approach, which incorporates corporeality
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into the essential characteristics of the human being as its inseparable ontological dimension; the
anthropological approach, currently actualized in musicological and choreological research; the
hermeneutic approach, which facilitates the understanding and interpretation of musical texts
through plastic-motor means of expression; and the praxeological approach, which enables the
investigation of musical and choreographic creativity through the prism of activity theory.

Research Results. The analysis and systematization of a considerable body of scholarly studies
have demonstrated that the philosophical views of Emile Jaques-Dalcroze played a significant
role in the formation of his concept of rhythmics. A dominant place in the artist’s worldview was
occupied by the philosophical thought of the ancient Greeks, who characterized corporeality
through the unity of the sensory and psychic spheres as a ‘“variable spontaneous symphony of
new sensations, shaped and stylized by imagination, subordinated to rhythm, and harmonized by
consciousness” [16, p. 22]. In the works of Plato, with which Dalcroze was thoroughly acquainted,
one finds the following assertion: “Other living beings are unaware whether their movements
contain that order which is rhythm and harmony” [quoted in 20, pp. 134—135]. Plato emphasized
that “the gods granted humans the capacity to perceive rhythm and harmony and to experience
pleasure through them” [ibid., p. 135].

Louis Sechan referred to Dalcroze as a true heir of Hellenism. The renowned Swiss professor
and expert in ancient Greek literature stressed that it was not merely the similarity of formulations
that made Dalcroze a worthy successor of the ancient Greeks, but also the very essence of his
rhythmics, the object of which became the human being in his or her individuality and essence
[quoted in 7, p. 22].

The conceptual foundations of Dalcroze rhythmics are also grounded in the universal
philosophical categories of movement, space, and time. Within his postulates, movement appears
not merely as a physical action but as a mode of cognition and experience of the world, ensuring
the harmonious integration of sensory, emotional, and intellectual experience. For this reason,
contemporary rhythmics assigns primary significance to the practice of corporeal experiencing of
music through movement.

The philosophical interpretation of the categories of space, time, and movement in Dalcroze’s
conception is connected with the understanding of the body as an inseparable ontological dimension
of human existence. Through spatiality, temporality, and motility, the body registers the human
presence in the world and becomes a means of artistic and cognitive appropriation of reality. In
this respect, Dalcroze’s rhythmics reveals its affinity with the phenomenological tradition, which
emphasizes corporeality as an essential component of human experience and self-knowledge.

While laying the conceptual foundations of rhythmics, Dalcroze drew attention to the fact
that, in philosophy, the notions of space and time are inevitably related to the category of the
body. It constitutes a philosophical concept defining the sensory character of human existence
and represents its inseparable ontological attribute. It should be emphasized that the turn toward
the problematics of the body became one of the principal manifestations of the ontological turn in
twentieth-century philosophical thought.

The category of the body enabled Dalcroze to substantiate the interrelation between movement
and rhythm. The conception of rhythm is impossible without creating an image of a moving body.
In order to move, the body requires both a certain segment of space and a certain duration of time.
The beginning and the end of movement determine the measure of time and the measure of space
[12, p. 17]. It is precisely physical (bodily) movement that plays the dominant role in the formation
of the sense of rhythm, while Dalcroze’s rhythmics constitutes an indispensable instrument for
achieving perfection of movement.

In Dalcroze’s conception, the category of movement is closely correlated with the notion
of rhythm (from the Greek rhythmos — measured order), interpreted as the regular alternation of
linguistic, sonic, and visual elements in a corresponding sequence. It should be noted that Dalcroze
employs the concept of “rhythm” in multiple dimensions — in a philosophical sense, in the context
of musical art, and figuratively, as orderliness and harmony. The philosophical understanding of
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movement as the mode of existence of matter is concretized in Dalcroze’s conceptual proposition
that movement and rhythm constitute the foundation of life. Thus, the fundamental principle of
rhythmics is formulated: the perfect execution of rhythm requires the “mastery of movement within
the continuum of force, space, and time” [12, p. 18].

Among the philosophical categories upon which Dalcroze relies, those pertaining to aesthetics
should also be mentioned. In this respect, the ideas of twentieth-century Polish philosophers are
of particular interest. Thus, Wtadystaw Tatarkiewicz understood aestheticity as the capacity of
objects to evoke feelings. Widely known is Tatarkiewicz’s definition of art: “Art is the reproduction
of things, or the construction of forms, or the expression of experiences, provided that the result
of this reproduction, construction, or expression is capable of delighting, moving, or astonishing”
[21, p. 35].

Roman Ingarden, the distinguished student and follower of Edmund Husserl, employed the
phenomenological apparatus to develop his own theory of aesthetic experience. The philosopher
also analyzed music from epistemological and ontological perspectives, defining its quasi-temporal
character and emphasizing the importance of cognizing the musical work “in itself”. Within it, he
distinguished sonic components — melody, harmony, and rhythm, and non-sonic components —
quasi-temporal structure, movement, and form [10, pp. 115-116].

In developing the concept of rhythmics, Emile Jaques-Dalcroze (contrary to the commonly
accepted view that pure rhythm exists exclusively in music, where there are neither bodies
nor objects and where the category of time predominates) relied on the conviction of ancient
philosophers that pure rhythm is manifested only in dance (corporeal) movement. One should also
recall Dalcroze’s well-known assertion that education through rhythm and for rhythm may facilitate
a harmonious and enriched life [11], which, in a broad sense, constitutes a programme of education
in which music occupies the foremost position. Precisely in this respect Dalcroze emerges as the
heir to ancient ideas reflecting the primordial aim of aesthetic education — the cultivation of the
sense of goodness and beauty in youth.

Dalcroze’s contemporaries, recalling his passionate speeches, emphasized his constant
allusions to the Hellenistic worldview of music as the creator of harmony among diverse shades
of feeling. He maintained that a human being must possess music within oneself and understand
it in the ancient tradition — as a spontaneous symphony of new sensations shaped and stylized by
imagination, subordinated to rhythm, and harmonized by consciousness. Dalcroze stressed that
rhythmics aims at establishing inner connections between the conscious and the unconscious, and
that precisely the awakening and subsequent ordering of sensations can foster the development of
human personality [16].

The results of historical discourse demonstrate that Dalcroze’s search for the philosophical
sources of rhythmics at the intersection of musicology and choreology during the first quarter of
the twentieth century was carried out through the heuristic potential of the concept of corporeality.
Particularly significant was Emile Jaques-Dalcroze’s position concerning the dialectics of body,
mind, and spirit within the human person. He believed that: 1) the more ordered life becomes, the
freer a person feels; 2) the more developed an individual’s language becomes, the richer his or her
thoughts become; 3) the more automated the human body becomes, the more joyfully the spirit rises
above matter [12, p. 37].

Dalcroze’s philosophical and practical thinking resonates with the ideas of Maurice Merleau-
Ponty in striving to establish communication between mind (imagination, emotions, soul) and
matter (body, sensations, actions), and to ensure that the rational human being remains inseparable
from the physical one [14]. The principle that “the body is an inseparable ally of the mind” was
fundamental for Dalcroze. In Dalcroze rhythmics, cognition occurs through exploration, experience,
analysis, and the creation of music. Within these activities, the mutual stimulation of mind and body
is essential. Dalcroze was convinced that music, and especially rhythm, constitutes an excellent
educational means capable of establishing a connection between our inner and outer forces. His
aim was to employ the sounds of music to strengthen the bond between body and mind and to
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facilitate communication among sensations, actions, thoughts, and emotions. He believed that
rhythmics exerts a positive influence on personality development and human well-being, insofar as
it contributes to the establishment of harmony.

It should be emphasized that contemporary philosophical thought offers a concept consonant
with the present study — namely, the theory of embodiment, particularly concerning the corporeal
foundation of human experience, learning, and thinking, whose proponents oppose the Cartesian
division between the spiritual and the bodily. It is worth noting that the close relationship between
music and the human body was addressed in the works of the British ethnomusicologist John
Blacking and the American phenomenologist Thomas Clifton, who emphasized that music and
dance were once inseparable and, in certain African cultures, remain so to this day. Gesture, in their
view, is a natural and more effective means than words for expressing what we think about what
music conveys.

At the end of the twentieth century, representatives of the so-called praxeological philosophy
investigated cognition within the context of musical activity. Thus, Wayne Bowman explored
philosophical perspectives on the study of music; David Elliott developed a new philosophy
of music education; and T. Regelski proposed the use of Aristotle’s doctrine as the foundation
for constructing a praxeology of music. These scholars proposed shifting the emphasis from the
aesthetic and intellectual perception of music toward its processual dimension, i.e., toward music-
making itself. The praxeological aspects of dance activity were examined by Eleanor Stubley [19].
The scholar employs such notions as the dancing mind and the thinking body, explaining that
the mind is capable of accomplishing everything performed by the dancer, while the body itself
possesses the capacity for cognition [ibid.].

Within the national philosophical discourse, the ideas of Valerii Kosiak concerning the
philosophical interpretation of the human being and corporeality in various forms of culture are of
particular interest for substantiating Dalcroze’s ideas. The scholar notes that the conceptualization of
corporeality as a multidimensional existential attribute of the human being requires a poly-epistemic
approach and emphasizes the necessity of methodological plurality. Of special significance are his
interpretation of rhythm as rhythmoplasticity, his definition of dance as a language through which the
feeling of life as embodied rhythm is expressed, as well as his thesis concerning the actualization of
rhythm-thinking in the ancient world as a manifestation of universal embodied unity [2].

The central problem of Dalcroze’s concept of rhythmics becomes the dichotomy of mind and
feelings, spirit and body. A problem-oriented analysis of philosophical thought has revealed
considerable attention to artistic issues in the philosophy of Friedrich Wilhelm Joseph Schelling.
Within this framework, the German philosopher examines the opposition of “spirit — body”,
defining art as the highest form of human activity, wherein the absolute idea manifests itself and
the conscious and unconscious, nature and spirit, are synthesized, rising within the artwork above
both theory and practice. It was precisely Schelling who conceptually transformed art from mere
imitation of nature into a philosophical category that, like a key, opens the door to understanding the
world and the human spirit [17].

In art as living truth, the transcendent (spiritual) is reflected in the material. Schelling
systematized the Romantic experience by elevating art above other spheres and interpreting it
as humanity’s path toward self-knowledge. According to Schelling, within art the subjective
(consciousness) and the objective (nature), the conscious and the unconscious, the beautiful and the
ugly are reconciled, while the artist, as genius, consciously creates the unconscious. It is in art that
spiritual wisdom is manifested; art is understood as a process in which being is revealed and the
human being becomes united with nature. Within the finite form of the artwork, the infinite and the
eternal are embodied [ibid.].

It should be noted that, despite the considerable body of relevant research, the question of the
dichotomy between the intellectual and the corporeal — where mind and body exist as two distinct
substances — appears not to have been fully resolved. Within the categorical field of contemporary
artistic studies, this problem may, in our opinion, be partially “sublated” through such a category
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of mentality as “polyartistic awareness”. Thus, the aesthetic-semantic and figurative character of
artistic information contained in actual vocal works is conveyed through the manner of musical
language, harmonizing intellectual and emotional principles. Knowledge in the sphere of voice
production and purity of intonation enables the vocalist to present the sonic image of the universe
resonating through cosmic strings while glorifying eternal spiritual values. However, such
polyartistic awareness is likewise grounded in the experience of the corporeal realization of the
myoelastic and neurochronaxic theories of voice production. In this context, Dalcroze’s rhythmic
solfeggio develops the vocalist’s capacity to perceive pitch relations consciously and to intone
accurately, ultimately enabling the creation of perfect vocal images.

The philosophical foundations of Dalcroze’s rhythmics also correspond to the methodological
searches of choreology in its attempt to substantiate the emergence of modern dance and the
prospects for its development within the conceptual field of corporeality. Liberation from the
canons of ballet technique allows the body not merely to execute choreographic combinations
on stage but also to exist here and now, revealing its entire semantic repertoire of meanings and
doubts. Contemporary studies of postmodern dance within the context of the aesthetic paradigm are
attracting increasing attention, while the problem of corporeal semantics is being addressed through
the search for meaning, which constitutes one of the key inquiries in current choreological research.
In our view, the shared philosophical foundations of dance art and Dalcroze’s rhythmics testify to
the still underutilized potential of the latter within choreography.

As we have already emphasized, within the framework of Dalcroze’s rhythmics, Professor of the
University of the Arts Helsinki M.-L. Juntunen considers it appropriate to employ the term body-
mind, introduced into scholarly discourse by John Dewey, in order to emphasize the indivisibility
of body and mind in human activity [13]. M.-L. Juntunen stresses that, during the direct corporeal
exploration of the surrounding world, sensory practices and sensations merge with the subject’s
inner world. The body is regarded as an integral component of cognition and creativity, which,
according to Emile Jaques-Dalcroze, is convincingly demonstrated through musical-motor activity.
From the perspective of embodiment, it becomes possible to understand that human thinking and
action constitute an inseparable whole. Thus, the concept of the dualistic nature of the human
being, implying the separation of body and thought, is unacceptable within the framework of
Emile Jaques-Dalcroze’s rhythmics. On the contrary, body and mind are inseparable, although they
represent different aspects of a unified whole [13].

In recent decades, the interpretation of the conceptual foundations of Dalcroze’s rhythmics has
been influenced by the growing relevance of the problem of corporeality within the framework
of the anthropological approach (taking into account the interpretations of this category by
phenomenologists, cognitivists, and kinesiologists), which has become characteristic of both
musicological and choreological research. O. Poltavtseva emphasizes that “the creativity of human
corporeality plays the genetic role of an anthropological prerequisite for the existence of any art,
and music in particular” [4].

In this connection, one should recall the dissertation studies of the Polish scholar Tomasz
Drozdz concerning choreographic systems as profiles for the study of culture in the context of the
philosophical interpretation of the category of corporeality [8], as well as the work of the Ukrainian
researcher O. Subbota [5] on musical motility as a category of musicology. She defines motility as a
symbolic prototype of the artistic image in music that captures its genre and stylistic content.

Continuing the comparative terminological analysis within a comparative framework, let us
refer to V. Kosiak’s opinion [2], who recalls the category of rhythm-thinking, employed already
by ancient philosophers to denote embodied unity. The scholar studies dance as a language and
concretizes the category of rhythm as rhythmoplasticity. In turn, I. Pecheranskyi investigates the
bodily logos, within which analytical discourse is absent, while thinking in movement, employing
the language of dance, becomes present [3]. It is also necessary to mention the concepts of
the “thinking body” (the body possessing the capacity for cognition) and the “dancing mind”,
introduced into scholarly discourse by the Finnish researcher Eleanor Stubley [19].
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Corporeal experience possesses fundamental life-practical and epistemological significance.
Sensibility, having the status of a sensory-cognitive body, implicitly accompanies consciousness,
within which it is present in the images of the bodily embodied mind and the mechanisms of
consciousness itself. Bodily thought, nourished by sensory perceptions (that is, perceived by the
body), enters the structure of the sensory, embodied mind. On the other hand, within the framework
of choreology, the philosophical category of corporeality, embodying the sensory character of
human existence, may be concretized in the following postulate: through dance and movement, the
inner world of the individual becomes perceptible.

It should be recalled that, according to Dalcroze, inner corporeal experience consists of bodily
sensations — visual, auditory, kinesthetic, and others. Through the sensation of life, a human being
perceives oneself as a corporeal entity filled with space; within the sensation of movement, the
motility of our body is actualized as the text of our essence; the sensation of balance allows us
to perceive our position in space and unites the sensation of life with the sensation of movement.
Within the sensation of touch, the direct encounter of the human being with the external world
takes place, that is, a “touching” of objects is realized. The experience of touch, by its very nature,
like the sensations of life, movement, and balance, is likewise given to the individual internally
and corporeally as bodily-practical knowledge. This latter category attracted little attention from
epistemologists, who traditionally reflected upon higher, theoretical knowledge, until the “corporeal
turn” of the mid-twentieth century, initiated by phenomenologists and continued by cognitive
philosophers and psychologists.

The conceptual foundations of Dalcroze’s rhythmics may also be supplemented from the
perspective of cognitive philosophy, with its credo of the embodied mind. Particularly consonant
here is the proposition that pure contemplative thinking is impossible outside sensibility as the
foundation and guarantor of the connection between consciousness and the surrounding world, the
commonality of the structure of the human body and the conditions of life, and the conditioned
nature of human understanding of the world through the connection between mind and bodily
experience. Within non-classical philosophy, corporeal sensibility appears as an organic and
apodictic given within the structure of thought, without which thought itself would be impossible.

In the search for methodological orientations for integrating the conceptual foundations of
Dalcroze’s rhythmics into the national scholarly and artistic space, it is appropriate to turn to the
philosophical investigations of O. Homilko [1], who accepts the view that the understanding of the
body in a dual sense is fixed within the metaphysics of corporeality. On the one hand, according
to Martin Heidegger’s definition of metaphysics, corporeality constitutes the universal form of
existence of the total truth of being; on the other hand, from a phenomenological perspective, the
body is a phenomenon of being [1, p. 11]. The scholar maintains that the body is “a key category
of consciousness that organizes the understanding of being, i.e., of the world in general, and is
likewise a universal constituent of the human being, the condition of the possibility of his or her
existence, i.e., his or her ontological essence” [ibid., p. 12]. At the same time, V. Kosiak argues
that corporeal sensibility remains mysterious and inaccessible to the humanitarian “touch”, while its
comprehension may provide a fuller understanding of how the essential forces of the human being
are formed [2, p. 233].

With regard to philosophical discussions concerning the objective essence of the body, we adhere
to the position of Jean-Paul Sartre and Maurice Merleau-Ponty, who argued that the body, within the
experience of the sensory (spatio-temporal) constitution of objects, is not and cannot itself become
an object. Let us cite Merleau-Ponty’s opinion that when one’s own body sees or touches the world,
it cannot itself be either seen or touched. What prevents it from becoming an object, from being
fully constituted, is precisely the fact that objects exist only through it [14]. In other words, a human
being cannot attain the necessary distance or degree of detachment that would make it possible to
transform oneself into one’s own object of cognition.

An important aspect of Dalcroze’s rhythmics also lies in the interrelation between corporeal
means of expression and musical material interpreted plastically and kinetically. It is precisely
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the corporeal (corporeally anonymous) foundation of intersubjectivity that makes it possible
to explain the understanding of the incomprehensible language of music through the process
of corporeal intentionality: elements of musical language — tempo (speed of movement), rhythm
(configuration of movement), musical intonations, and others — acquire a specific “extramusical”,
“human” meaning. This occurs due to the existence of an initial (ontic) anonymous common
“space” of sensory and motor functions of existence, the coordination of which enables the non-
thetic (i.e. unreflective) comprehension, within the relation “Self-Other”, of the temporal structures
of corporeal expression in musical discourse.

It should be emphasized that musical language, being affective (i.e., according to Aristotle, the
language of states of the soul translated into the incomprehensible language of intonational and
sonic meanings), can never express suffering or joy without their corporeal manifestations. Such
genre characteristics as danceability, songfulness, and march-like quality constitute attributes
of corporeal structures themselves. For example, the conceptual field of musical motility in the
studies of O. Subbota [5] extends from the primary genre sphere to the recognition of motility as a
conducting phenomenon. The scholar interprets musical motility as the pulsation of vital energy in
sounds, as a foundational category of musicology, and as a specific concept that records the genre-
stylistic content of music.

Within the framework of interdisciplinary discourse, one should not overlook the phenomenon of
“aesthetic sensibility”, i.e., the primary aesthetic creativity of the human body, which constitutes a
necessary condition for the realization of art in general. In philosophical and aesthetic conceptions,
the opposition “soul/spirit — body” attracts particular attention. Scholarly discourse allows one to
conclude that the ontological-cosmic conception initiated by the Pythagorean school found its vivid
continuation in the already mentioned philosophy of art developed by Friedrich Wilhelm Joseph
Schelling.

Today, increasing scholarly attention to the problem of the comfortable satisfaction of one’s own
“corporeal” intentions raises concern, since during the second half of the twentieth century this
tendency contributed to the transition toward a consumer society and the formation of consumerist
culture, in which the meaning of consumption becomes not the satisfaction of vital needs but
consumption itself, while corporeality is frequently reduced merely to its physiological foundations.

Conclusions. The synthesis and theoretical interpretation of the analyzed scholarly positions
on the philosophical foundations of Dalcroze’s rhythmics in their musicological and choreological
projection enabled the formulation of the following conclusions.

Among the philosophical sources of Dalcroze’s rhythmics, the following may be identified: the
ontological-cosmic conception of the Pythagoreans; the ideas of ancient thinkers concerning human
perception of the rthythm and harmony of the universe through movement, as well as the understanding
of the body as an inseparable ontological dimension of human existence; Friedrich Wilhelm Joseph
Schelling’s interpretation of art as a philosophical category and as the highest form of human activity,
wherein the absolute idea manifests itself and the conscious and unconscious are synthesized; and the
aesthetic and phenomenological postulates of Edmund Husserl and Roman Ingarden, particularly the
theory of aesthetic experience and the cognition of the musical work “in itself”.

The conceptual foundations of Dalcroze’s rhythmics are grounded in the universal philosophical
categories of space, time, and movement. The understanding of the body as an inseparable
ontological dimension of human existence made it possible to concretize these categories through
the notions of spatiality, temporality, and motility, including musical motility, which are employed
to explain the mechanisms of the artistic and cognitive appropriation of reality by the human being.
The category of corporeality is presented in view of the phenomenological postulates of Maurice
Merleau-Ponty and his followers; the integration of the intellectual and the physical is consolidated
in the concept of the “body-mind”, while the term “practical knowledge” is supplemented by the
notion of “polyartistic awareness”.

The methodological orientations of rhythmics within contemporary musicological and
choreological discourse are constituted by artistic anthropology, with its attention to the category
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of corporeality; cognitive philosophy, with its credo of the embodied mind; the postulates of
hermeneutics, which make it possible to understand and interpret the language of musical works
through corporeal and plastic-motor means of expression; and praxeological philosophy, which,
when concretized within artistic praxeology, enables the investigation of musical and choreographic
creativity through the prism of activity theory, particularly by examining the dancing mind and the
thinking body.
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PLIIOCOPCHKI 3ACAJIN PUTMIKH JAJTBKPO3A Y ®OKYCI MY3UKOJIOI'TI
TA XOPEOJIOI'TT

Axkmyanonicme npoonemu. I[lonao cmonimmsa cucmema pummiku Emina Kax-/[anvxkposa
sanuuaemscs y oxyci My3u1<0ﬂoezz ma xopeonozii. Ii memooonoziuni 3acaou NnepeoCcMUCIIOMbCs 6
KOHMeKCmi NOCMHEKIACUYHOI quocoqblz y medcax saKoi dedani Oinbuloi akmyaibHocmi Haby8armo
numanHa iHmepnpemayii kamezopii minecnocmi. Mema 0ocniddcenna nonsieae 6 o6rpyHmy6aHH1
Ginocopcokux 3acad pummiku Janvkpoza 6 ix MY3UKONOIYHIN mMa XOpeonro2iuHitl NpOEKYii.
3asnauena mema KomKpemuzyemvcs 6 makux 3ae0anmnax: 1) eussumu ¢hinocogcvki Ooicepena
pummiku /lanekposa; 2) ynopsaokyeamu kamezopianvHe noie Komyenyii /lanvkposa, 30kpema poib
KOHYenmy minecHocmi; 3) nepeocmMuciumu MemoOOon02iuHi OpIEHMUPU PUMMIKU 8 CYYACHOMY
MY3UKONO2IYHOMY MA XOPEOoNo2IUHOMY OUCKypci. Memooonozia 00cnioyiceHHA TpYHMYEmvcsa HA
icmopuunomy OUCKYPCI, WO 00360JA€ NPOCMENCUMU CHAHOBIEHH KAme20pidlbHo20 anapamy
PUMMIKU ﬂaﬂbkpoaa a makodic Ha HU3Yyi HAYKOGUX nioxoois, cepeo SAKUX: gbeHOJweHOﬂoziuHuﬁ
Wo 6600umb MinecHicms 00 cmady cymHZCHux Xapakmepucmux JIOOUHU AIK ii Hegio emHull
OHMONOIYHULL  BUMID,  AHMPONONOIYHUL, aKmya/zz306aHuu Y cyuacnux My3u7<0/zoemnux i
XOpeonociuHUX OOCHIONCEHHSAX, 2epMEHeSMUYHULL, SAKUL CAPUAE PO3YMIHHIO U IHmepnpemayii
MY3UYHUX TMEKCMI8 uepe3 NAACMUYHO-PYX08I 3acobuU SUPA3ZHOCMI, NPAKCEON02IYHUL, WO 0036015€
00CIIOHCYBAMU MYZUUHY UL XOPeOocpapiuHy Mmeopuicms Kpizb npusmy meopii OisiibHOCHI.

Pezynomamu oocnioxycennna. Cepeo @inocoghcokux Odicepen pummiku JlanbKposza U3HAYEHO:
OHMONO2IYHO-KOCMIYHY KOHYenyito nighacopitiyis, ioei ahmuyHux Muciumenié wooo CNputiHAmmsL
JIOOUHOI0 pummy U 2apmonii Bceceimy uepes pyx, a maxodc po3yminHs mina siIK He8i0 EMHO20
OHMONO2IYHO20  GUMIpY JTH0OCbKo2o Oymms,  mpakmyeanus Lllennintom mucmeymea 5K
Qinocogcoroi kamezopii ma Hausuwoi Gopmu AHOOCLKOL OiANbHOCMI, Yy AKIU NPOAGIAEMbCA
abconomua ides U CUHME3YIOMbCA C8i0OMe ma Hecgioome, ecmemuyHi U GHeHOMeHON021UHI
nocmynamu Iycepna ma Ineapoena, 30kpema meopilo ecmemuyHo20 NepeiCusanis ma NisHAHHA
MY3UYHO020 mMeopy «camozo 6 cobiy. Iloxazano, wo KoHYyenmyanibHi NONONCEHHS PUMMIKU
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Janvkpoza tpynmylomecsa Ha YHIBepCalbHUX QIIOCOPCLKUX Kame2opisx npocmopy, dacy U
pyxy. Po3yminna mina K He8i0 €MHO20 OHMONO2IYHO20 BUMIDY JNHOCLKO20 Oymms 00380JULO
KOHKpemu3yeamu O3HAYeHI Kame2opii uepe3 NOHAMMA NpOCMOPOBOCMI, MEMNOPAIbHOCMI
ma MOMOPHOCMI, 30KpeMa MY3UYHOI MOMOPHOCMI, AKI BGUKOPUCMOBYIOMbCA Ol NOSACHEHHS
MEXAHIZMIB XYOOIUCHbO20 Ul NIZHABAILHO20 OCBOEHHSA OllicHocmi toduno. Kamezopiio minecnocmi
nooawo 3 o210y Ha ¢heHomeHnonoeiuni nocmynamu Mepno-Iloumi ma 1020 NocAi008HUKIE,
iHmezpayisi HMeENEeKMYaibH020 U (DI3UYHO20 3AKPINIIOEMbC 6 HNOHAMMI «MII0-po3yM», a
mepmin  «NpaKkmuyHe 3HAHHA»  OONOGHIOEMbCS  NOHAMMAM — «NONIXYOOHCHA — OOI3HAHICMbY.
Memooonociunumu opienmupamu pummiku 6 CYYACHOMY MY3UKONO2IYHOMY Md XOPEeOoN0IUHOMY
OUCKYPCI BUZHAYEHO MUCMEYbKY aHMPONOoNo2iio 3 il y6a2ow 00 Kame2opii milecHOCMi; KOSHIMUBHY
Qinocodhito 3 it Kpedo eminenoco po3ymy, NOCMYIAMuU 2epMEHeBMUKU, AKI 00360110Mb POZYMIMu U
iHmepnpemysamu MO8y My3U4HUX MEOPI8 uepes MileCHi ma NIACMUYHO-PYX08i 3acoOU BUPA3HOCTII,
Npaxceono2iuny Ginoco@iro, saKa, KOHKPEeMu3yUUCh y MUCMEYbKIl NPaKCceonoii, YMONCIUBTIOE
00CI0JHCeHHSI MY3UUHOI Ul XOpeozpaghiunoi meopuocmi Kpi3b npusmy meopii JisibHOCMI, 30Kpema
WLTIAAXOM BUBYEHHS PO3YMY, W0 MAHYIOE, | Mid, WO MUCIUMD.
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00I3HaHicmMb, NIACMUYHO-PYX08A IHMepnpemayis.
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