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VOCAL FRANKIANA OF BOHDAN-YURIY YANIVSKY

The purpose of the article is to highlight the musical language of the vocal Frankiana by Bohdan-Yuriy
Yanivskyi. Methodology of the research consists in application of musicology approach for implementation of musical
and theoretical analysis of vocal works by B.-Yu. Yanivskyi based on the poems by I. Franko. Scientific novelty lies in the
fact that musicological analysis of the vocal Frankiana by B.-Yu. Yanivskyi, presented in printed sheet music publications
and materials of archival funds, was done for the first time. Conclusions. Vocal Frankiana of B.-Yu. Yanivskyi includes
three songs for solo performance: "Chervona kalyno, chogo v loozi gneshsia?" ("Guilder rose, why do you bend in the
meadow?"), "Oi zhalyu miy, zhalyu" ("My sorrow, my sorrow") and "Sobachyi vals" ("Dog waltz"). It is characterized by
the deep penetration of the composer into the poetry by Kameniar and subtle "transmission" of all its nuances, which are
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reflected in the musical language. Vocal Frankiana of B.-Yu. Yanivskyi has organically combined folklore sources, tradi-
tions of the classical romance and the achievements of modern Ukrainian popular music.
Key words: lvan Franko, Bohdan-Yuriy Yanivskyi, vocal creativity, musical language.

T'ony6inka Xpucmuna Muponisna, acnipanm xagheopu MemooOuKy My3uiHo20 8UX08anH:A I oupuzyearus [[po-
200UYbKO20 0ePIHCABHO20 nedazo2iuHo2o yHigepcumemy im. leana @panxa

Boxanbna ®@pankiana bornana-lOpis SIniBcbKoro

MeTa podoTH — BHUCBITIMTH OCOOJIMBOCTI My3M4HOI MOBH BoKaiibHOI @pankianu borpana-FOpis SniBckKorO.
MeTonomoris J0CTIDKEHHS TIONSTae B 3aCTOCYBaHHI MY3MKO3HABUOTO IAXOAY (U1 3MIMCHEHHS MY3HUYHO-
TEOPETHYHOTO aHaii3y BoKasbHHX TBOpiB b.-}O. fniBckkoro nHa Bipmi I. ®@panka). HaykoBa HoBm3Ha. Brepre
3IiHCHEHO MY3WKO3HaBUYMi aHani3 BokanbHOI ®Ppankiann b.-1O. SIHiBCbKOTrO, mMpeacTaBieHol y JAPYKOBaHUX HOTHHX
BUJAHHAX Ta Marepianax apxiBHHX (onzai. BucHoBkn. Bokansna ®pankiana b.-lO. fHiBcbKOro BKIIOYAE TpU cooc-
miBy: "UepBoHa KaIHWHO, 4Oro B Jry3i THenics?", ""Oi xaimo Mild, xaimro" Ta "Cobaunii Basbc". 1151 Hel XapaKTepHe MTHO00Ke
TIPOHUKHEHHST KOMITO3UTOpa y noe3ito KameHspa, ToHka "mepenada BCix ii HIOAHCIB, SIKi 3HAMILTH BiAI3epKaICHHS B MYy-
3u4Hil MoBi. Bokaipna ®pankiana b.-FO. SIHIBCbKOro opraHiuHO moeaHaa (oNbKIOPHI HKEpeNa, TPAIHIlii KIaCHYHOTO
pOMaHCy Ta JOCATHEHHS CY4acHO! YKpalHCBKOI €CTpaHOI MY3UKH.

Koarouogi ciioBa: IBan ®panko, bornan-tOpiii SIHiBChKMiA, BOKaJIbHA TBOPYiCTh, My3UUHA MOBA.

Tonyounxka Kpucmuna Muponosna, acnupanm xagheopvi Memoouxu My3bIKaibHO20 6OCHUMANHUSL U OUPUICU-
posanusa [{poeobbiuckozo eocydapcmeennozo nedazo2uieckoeo ynueepcumema um. Meana @panxo

Boxanbnas ®@pankuana bornana-lOpus SIlaueckoro

Lean padoTbl — OCBETUTH OCOOEHHOCTH MY3BIKAJILHOTO si3bIka BOKaybHOM ®panknanbl bornana-lOpus SHu-
BCKOro. MeTo010rusl CCIIEJOBAHUS 3aKITI0YAETCS B IPUMEHEHHH MY3bIKOBEAUECKOr0 MOIX0AA (U1 OCYLIECTBICHHUS
MY3bIKaJIbHO-TEOPETHUECKOr0 aHanu3a BoOKaJdbHBIX mnpou3BeaeHuil b.-l0. SnuBckoro Ha crtuxu WM. ®Ppanko).
HayuyHasi HOBU3HA B CTaThe: BIEPBBIE OCYIIECTBIEHO MY3bIKOBETIECKUH aHam3 BokanbHoH PpaHkuanbl b.-FO. SIHuBCKO-
T0, IPE/ICTABICHHOM B NEYaTHBIX HOTHBIX M3JIaHUSIX U MaTepHaiax apXuBHbIX (oHIOB. BeiBoabl. BokanbHas OpaHku-
aHa b.-10. fInuBckoro Brimouaer Tpu pomMaHnca: "KpacHas kamuHa, yero B Jyry rHembcsa?", "O#l coxaieHue MoE,
coxanenue" u "Cobaunii Banbc". [Ins Hee XapakTepHO IiTyOOKO€ MPOHMKHOBEHHE KOMIIO3UTOpa B moasuto Kamenspa,
TOHKas "mepenaya’ BCceX ee HIOAHCOB, KOTOpbIE HAIIJIM OTPa)K€HHE B MY3BIKaJIbHOM si3bIke. BokanbHass @paHkuana
b.-10. SIHuBCKOrOo OpraHMYHO coenuHMIA (OIBKIOPHBIE NCTOUHHUKH, TPAAULUH KIACCHYECKOI'0 POMAHCAa U IOCTHXKE-
HUSI COBPEMEHHOM YKPauHCKOW 3CTPaJHON MY3bIKH.

KuroueBbie ciioBa: san ®@panko, bornan-tOpuit STHUBCKHIA, BOKaJIbHOE TBOPUYECTBO, MY3BIKAIBHBIN S3bIK.

Relevancy of the research. The scale of the development of Ukrainian music culture at the present
stage put forward an issue of the need to study life and creative work of the personalities, who were nearly
deprived of scientists’ attention.

B.-Yu. Yanivskyi (1941 — 2005) belongs to such figures. There are musical works of different genres
in his creative contribution (this is testified by the artist’s archive that was handed over to the funds of the
department of "Palace of Arts named after Tetiana and Omelian Antonovych”, Lviv National Scientific
Library of Ukraine named by V. Stefanyk, Lviv National Music Academy named after M.V. Lysenko and
Solomiya Krushelnytska Musical-Memorial Museum in Lviv).

This article is dedicated to the study of peculiarities of music language and composer writing of
B.-Yu.Yanivskyi's vocal Frankiana.

Different aspects of life-creativity of the composer B.-Yu.Yanivskyi were studied in a sporadic way
by V. Kozlov [4], O. Kolubayev [6], A. Mukha [7] and V. Dutchak [3]. Creative portrait of the artist is de-
scribed in periodicals and articles of Ya. Feilo [10], B. Gnatovskyi [2], |. Kolodiy [5], B. Stelmakh [9] etc.

A lot of musical experts, in particular S. Lyudkevych, M. Zagaykevych, R. Sov'yak, A. Tereschenko,
L. Kyianovska, I. Bermes, G. Karas, O. Frayt, A. Rudnytskyi and others addressed the issue of study of mu-
sical Frankiana. It is worth mentioning a dissertation research of L. Nemtsova "Choral Frankiana: socio-
cultural and genre-style dimensions" [8], in which Ukrainian choral Frankiana of the late XIX — beginning of
XXI centuries has been considered.

The purpose of the article includes to the coverage of the musical language of B.-Yu. Yanivskyi's
vocal Frankiana.

Presentation of basic materials. Composer, pedagogical and performance activity of B.-Yu. Yanivskyi is
the achievement of Lviv musical school. "The present day it should be spoken about School (musical board-
ing-school named after Solomiya Krushelnytska — K. G.) and Conservatoire (Lviv National Music Academy
named after M.V. Lysenko — K. G.) with respect, these words should be written with capital letters. Because
they are Lviv music institutions. And they are absolutely special”, — indicated B.-Yu. Yanivskyi in one of his
interviews to the newspaper "Moloda Galychyna" [2, 2].
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B.-Yu. Yanivskyi used to work as a teacher at the Department of Music and Composition Theory at
the Donetsk State Conservatory named after S. Prokof’yev (since 01. 02. 1993), as a senior lecturer (since
1996) and as a professor (since 1996).

At Lviv State Music Academy named after M.V. Lysenko he held a position of vice-rector of inter-
national relations (since 01. 07. 2000) and professor of general and specialized piano (dual job-holding) since
28. 08. 2000. His multi-year experience of a composer, pedagogic, theatrical and performance activity had
been drastically appreciated by the honorary title of "People’s Artist of Ukraine" (1991) as well as Laureate
of the Taras Shevchenko National Prize (1996).

A great place in the musical heritage of B.-Yu. Yanivskyi is occupied by vocal works (more than 100
solos) on the lyrics of contemporary poets (B. Stelmakh, R. Kudlyk, 1. Kolodiy, R. Lubkivskyi,
P. Shkrab'yuk, L. Kostenko, G. Okhotska, P. Makh and others). Among Ukrainian poet-classics to whom the
artist addressed in his vocal creativity there are T. Shevchenko, 1. Franko and M. Shashkevych.

"l am obliged to I. Franko, because thanks to the music, to his works ("Lys Mykyta") "Fox Mykyta",
("Ukradene Schastya™) "Stolen happiness” — K. G.). | have got the T. Shevchenko reward. | consider this to
be only the advance that will oblige me to work constantly on Franko's works, for we have nothing as much
great and high that might not be associated with Ivan Franko’s name", — made an accent B.-Yu. Yanivskyi in
his article "My Frankiana" [12, 22].

Vocal works of B.-Yu. Yanivskyi on the poems of lIvan Franko — "Chervona kalyna, chogo v loozi
gneshsia?" ("Guilder rose, why do you bend in the meadow?") and "Oi zhalyu miy, zhlyu" ("Oh sorrow, my
sorrow") — are included in the second cluster of lyric collection "Ziv'yale lystia" ("Faded leaves"). They
"...had not only acquired listeners’ love, but were consolidated in the repertoire of professional singers, also,
they had opened new facets of the author’s display of eternal love themes that are compassionate sorrow,
identification of a human-being with nature, and correspondingly philosophical understanding of life through
the prism of creativity of the poets of the past”, — opportunely remarks V. Dutchak [3, 14].

It was during 125-birthday anniversary of glorious Kamenyar (Brick layer) that the song "Chervona
kalyna, chogo v loozi gneshsia?" (“"Guilder rose, why do you bend in the meadow?") to the music of
B.-Yu. Yanivskyi, performed by the soloist of Lviv opera house N. Melnyk and 1. Nahirnyi was heard for the
first time in the assembly hall of Lviv University. The performers commented in such a way "the first reading"
of this piece: "The way we pave the road to the song will realize its pace through life. That is why our attitude
to the work was first of all immensely responsible, with the aspiration to bring exciting Franko's word to the
listener and original melody of the song in the most expressive manner"; 1. Nahirnyi — "Bohdan Yanivskyi ap-
proached the text specially attentively. He was able to express his deep thoughts, lyricism, everything that wor-
ries both heart and mind in a subtle and sincere way. | am sure that a new song will have a nice future" [10, 3].

A solo "Chervona kalyna, chogo v loozi gneshsia?" ("Guilder rose, why do you bend in the mead-
ow?") is created for a mixed solo duet. The text is close to the folklore sources. It is made in the way of re-
marks of an oak and a guilder rose, that are searching for an answer, traditional for many folk-song samples:
why they cannot coexist, or even more-to be a couple? Due to Ukrainian folk symbolism of images, "a red
guilder rose is a symbol of life, maiden beauty, love — Franko interprets it as a beautiful girl, an oak is a
symbol of unbelievable power, health, bravery, longevity, Franko interprets it as a young fellow" [1, 51]. A
person’s love to life is revealed in the aspiration of guilder rose to reach the sun, but as an oak ruins its
strength, it suffers, that shows hard human feelings. Images of nature and person’s fortune are closely inter-
laced in Franko's poetry. And a peculiar kind of "hierarchy" of a tree and a bush contains a hidden philosoph-
ical content and stipulates the associations with the life of a society, where everyone occupies "his or her
own place under the sun".

The composer reveals a tragic content of poetic lines in a lyrical and elegy spirit. On the one hand he
is eager to preserve reserved and objective way in the expression of feelings that is characteristic to the folk-
lore. It is testified by a smooth gradual motion of the melody, with a rhythmic drawing, absence of abrupt
contracts between units, harmonious combination of male and female voices which merge in "the sixth play-
ing of the second part". On the other hand, the solos are saturated with expressive harmonies — the seventh-
non accords with interrupted turns and seconds detentions that "are exposing emotions™ and dramatizing mu-
sic in the spirit of the subjective lyrics of romantic composers. Such approach is characteristic of the creative
work of many artists, who took an example of a folk-song motive model. At the same time, in the solo
"Chervona kalyna, chogo v loozi gneshsia?" ("Guilder rose, why do you bend in the meadow?"), as well as
in a plenty of other works of B.-Yu. Yanivskyi, there is another important musical style, which is based by a
composer, namely, upon the intonations and rhythms of the modern variety art. Definitely, if one compares it
with other songs of B.-Yu. Yanivskyi, this feature is manifested here in the least manner. But such elements
as a trio-syncopated rhythm of a solo part; a series of "jazz harmonies" — a chain of chords with the retention
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of the second line repeated twice D9* — I; — low VIly — Dy (11 — 12 times); or the completion of the song
(V17 — lg) — all these things give special "charm" to the music and identify the singularity of the creative im-
age of the composer.

The solo is written in a coupling-variation form. Five lines of 1. Franko's poetry are divided into
three variants. The piano prelude of "Chervona kalyna, chogo v loozi gneshsia?" ("Guilder rose, why do you
bend in the meadow?") is thematically independent and resembles a lullaby. With the exception of the initial
octave jumps the smooth gradual downward movement prevails with second detentions. This gives the mel-
ody singing that is characteristic of the romantic lyrics. Arpeggio figures of the left hand draw attention too,
that will be the basis of melodies for a whole style of the solo, as well as tense harmonious sequences would
include altered chords. In the end of a prelude (7 — 8 time) the intonation "grain" of the vocal part appears
with the singing of sounds in a trio-syncopated rhythm.

After a piano eight times prelude in the first section a question-like remark of the oak sounds. It is
performed by a masculine voice. These two stanzas with a duplicate lines in each stanza give the chance "of
singing™ of the melody. During her repetitions it is dubbed by the female voice in the sexta, enriching the
timbre of the song. After 4-times playing, (on the material of the prelude), the second section (the third and
the fourth stanza) is analogous to the first one. But this time it is a guilder rose’s answer, that is why the
voices change their places — a feminine voice starts, and the masculine supplements to it in a repeat-chorus.

Important refrains are traced in the third section of the solo. It is not accidentally that a composer re-
peats twice the last poetic stanza — "I am not striving up, | am not equal to the oaks, but you, the oak shaded
me like a cloud", announces the guilder rose. This is a dramatic culmination of the work. And even though
the melody is repeated without any changes, the music of the third section sounds half a ton higher (b-moll
instead of a-moll) with the reference of dynamics (f instead of p) and a consolidation of the style in the piano
accompaniment (full-bodied chords, subsequently ascending gamut-like passages, two consecutive fermatas
on sonorous harmonies DDy and Dy). All these things make musical material dynamical, strengthen the ex-
pression of utterance. The introspection comes only in the last two times: tension falls (up to pp), the temp
slows down and the style dilutes (a transparent bilingual accompaniment).

What concerns the basic tune of the work, it had united both crooning and recitation, rhythmic exact-
ingness and repetition of unvaried phrases, clearness of harmonic language (in particular moderate variability
a-moll — C-dur, that is characteristic of folklore) and the colorfulness of individual chords (except for the
mentioned above one may isolate the sequence with the delayed sounds: reduced DDVII; — D7 — VI; — Dy
(Dg) — sor Dy (Dg) — (s) IV7—llgs — ts —-DDg —-D7 — t in the time 23 — 28).

The lyric-sentimental mood of the first two sections of the solo episode changes with sorrowful feel-
ings in the third chapter. Besides mentioned already above changes (tonality, style and dynamics) it is worth
pointing out an even fluctuation of the chords, which might be associated with the funeral chime by the lis-
teners. The completion of the work strikes the most. Stormy flash of emotions and the same return to the
previous state.

The leading place in I. Franko's intimate lyrics occupies the theme of unlucky love. A special atten-
tion should be attributed to the verse "Oi zhalyu miy, zhalyu™ ("Oh sorrow, my sorrow"), where the author’s
personal relationship, connected with his relationship with Olha Roshkevych and Yuzepha Dzvonkovska
interweave with the traditional for many folk-song samples images of separation, unshared feelings, loneli-
ness and sorrow.

B.-Yu. Yanivskyi's solo on the verses of I. Franko is peculiar for its manifestation of emotions, great
scale of composition in the way of opera aria, by the richness of piano style that resembles orchestra voices.
"To be the author of the music on the words of lvan Yakovych, — means a new estimation of life, a rise to the
peak of the philosophic, esthetic thought”, — underlined B.-Yu. Yanivskyi in a conversation with a reporter
Ya. Feylo [10, 3].

Composer’s aspiration to transmit a local "Hutsulian coloring™ also attracts attention. And whereas in
the first two times of the piano prelude one might happen to notice intonations that are typical of the romance
lyrics, then it the third-fourth times sounds a typical of the plenty of folklore patterns of the Carpathian re-
gion low tetrahedron (IV — 11l — Il — 1) in the background of the alternative subdominant harmony with the
elevated IV step (tense interval of the decreased octave, that arises due to the variance of stage 1V, it per-
forms both a colorist function as well as strengthen the expression of a musical representation). A connection
with folklore sources of the solo "Oi zhlyu miy, zhalyu" ("Oh sorrow, my sorrow") is manifested in the
sphere of intonation-rhythmical structure or a vocal part, in which one may feel the signs of improvisation in
the parlando-rubato spirit.

Besides a mentioned above harmonious language, it is worth differentiating the various-variation
principle of development of the music material that is characteristic of the folk singing-dancing creativity. As
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an example we should mention the third time of the piano prelude that stipulates the third time to the words
"upustyv ya golubon'ku" ("I have dropped the pigeon"). After some time this peculiar intonation will sound
in a two — time piano playing between the first and the second stanza of the text, causing the association with
kolomyika strum of the Carpathian pipes.

A music form of the work that comprises six stanzas of Franko poetry can be defined as a couplet-
variation one.

Prelude A playback B As B A Playback A
a+b+b, c+d+d;
4 2+2+2 2+2+2 6 6 6 4 7

A peculiar "introductory verse of a song" is a section A and its versions, and a "refrain"” is a section
B with its corresponding derivatives. Alongside with this a vocal part in each "couplet” is presented practi-
cally without any alterations. The composer enriches a musical image first of all thanks to a miscellaneous
style of the piano accompaniment. Together with an accord accompaniment, traditional for a romance lyric
the author uses expressive supporting voices that are shadowing a basic melody of a vocal part and in such a
way makes the style melodious. So, it is worth pointing out an expressive supporting voice with the usage of
a strained harmony of a reduced double septacord (reduced DD-). Whereas at the beginning of a second
"couplet" (A1) the main theme sounds in a more reserved and calm way, thanks to the equal pulsation of a
tonic triad d-moll on the background of a smooth, descending chromatic motion of the bass voice with half-
length. When the composer returns again to an initial supportive voice (A, — to the words "zabrala vsi mriyi,
vsi vtikhi, nadiyi) ("has taken away all the dreams, all the pleasures, hopes™), then the vocal line sounds on
the background of a quite tremolo of the right hand on the oncoming "lulling” arpeggios of the right hand of
the piano, that expresses a spiritual state of reconciliation with a destiny. It is also certified by a refrain of an
introductory verse of a song of the first couplet at the end of the work. This creates a corresponding "arch"
and is taken as a kind of a reprise-code.

But still dramatic aspirations of a hero of a solo remind a "rebellion” in a creative work of plenty of
creative composers, e.g. R. Shuman. A section "B" indicates it very vividly being saturated with clear con-
trasts, strong dynamic growth, with the aspiration not only to express the general mood of a verse, but the
content of separate words. So, the first two times ("yak bula blyzenko, ne dav yiy prynady") ("when | was
very near, he did not give any enticement™) sound very clear and tender in the lulling rhythm with the transi-
tion to the parallel majors (F-dur). But the very next phrase ("A teper ya ne znakhodzu dlya sertsya rozrady")
("But now | am not able to find any consolation for my heart") is understood as a cry of despair. Tense into-
nations (reduced septima, reduced tertia), a sequence of acutely dissonant consonance (in particular, reduced
DDy, D ), sinister dynamic growth during a time from pp to f with the delay at the highest sounds of a solo
(d, cis) — all these things create a bright music effect. It is used twice — at the end of sections B and B1 (to the
words "ta zabrala za soboyu moyu dushu z tila" ("and took with her my soul from the body"). Certainly, after
such a dramatic culmination of the events an emotional decline takes place. And after the next sounding of
the original theme (A.), there is no new "refrain” (B-). It is replaced by a piano playing (the material of a
prelude) and a reprise code-repeating of the section A.

The work is finished with a plagiarized harmonies (VI — Dss — (IV) s7 — ts — II7 — t7), that already
sounded before that in the previous "couplets"”, but now they are performed in the arpedzhiato in the style of
bandura melodies. Again, it connects the composer’s music with the folklore sources.

A special example of a song creative work of B.-Yu.Yanivskyi on Ivan Franko's words became a
"Dog waltz" (a verse "Sidoglavomu" ("To the grey-haired") is included into the cycle ("Poklony™) ("Bows")
from the poetry collection "Miy Izmaragd" ("My poetry collection of religious content"), a page of this man-
uscript was found in the archive of the composer that was handed over into the funds of the department of
"Palace of Arts named after Tetiana and Omelian Antonovych", Lviv National Scientific library of Ukraine
named by V. Stefanyk. A verse by I. Franko is a kind of "Laugh through tears" on the level of grotesque, "it
does not impose a battle, but gives a quite defeat now and then to his different rivals ... this poet's all round
defense is not only from his outer enemies that are his contemporaries, the same goes to his future ones, but
it is actual for his internal enemies — his own anxieties and doubts” [11, 13 — 14] one may feel the author’s
pain and worry about a destiny of his own people.

B.-Yu. Yanivskyi did not only skillfully voice words of I. Franko, but his music sharpened them. He
underlined the blaming tone. He devoted his work as it is indicated by the author’s entry to the "Galician
knights of all times, princes, earls, barons, masters and magistrates”, to all of them, who were "baptized" by a
Great Kameniar (a brick-layer) with a good word "pig". The artist defined a manner of a song as "dog waltz".
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In a small piano introduction the composer used the quote of a popular "dog waltz". In this contest
this music is understood as an indication of primitiveness, banality and narrow-mindedness. At the same time
the author had preserved a rhythmic pattern of a "dance"” (as it is known, it's music in a quadrilateral meter
instead of a traditional trilogy.) But he "fixed" a bit of an intonation structure of a melody, and what is the
most interesting, made a harmony of the accompaniment more complicated: instead of a tonic trident you
may hear something like "dog bark™ — this is an integral consonance fes — ces — as — b — c¢. what concerns the
song itself, it is sustained in the spirit of the music of a light genre. By the way, the mentioned above conso-
nance comes across in the ninth time of the song, that starts with the words "a ya sobi sobaka" (and | am a
dog to myself").

So, three solos to the words of I. Franko certify a deep penetration of the composer into the poetry of
a great Kameniar (a brick-layer), a subtle transfer of all of their nuances presented in the musical language.
B.-Yu. Yanivskyi motivated his approach to the poetry of I. Franko in such a way: "The genius of Franko is
SO omnipresent — in a poetry, prose, history, economics, ethnography, linguistics, in a number of other
branches-you can only get surprised... | approached to the immortal legacy too" [10, 3].

Scientific novelty of the article lies in conducting of musicological analysis of vocal Franciana by
B.-Yu. Yanivskyi, introduced in printed musical publications and in the materials of archive funds. So, vocal
Frankiana of the composer united integrally folklore sources, traditions of a classic romance and the
achievement of modern Ukrainian variety music. This defines the uniqueness of the composer’s style. Har-
monious language of a composer is rich and expressive. It has a widespread usage of sept-non-acords and
separate "jazz consonance".

It can be stated that Franko's poetry has found a persuasive embodiment in the author music of
B.-Yu.Yanivskyi. It is full of sincere human feelings and profound philosophical generalization.
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CUMYJATUBHICTh ®OHOI'PA®II IK TEMIIOPAJIBHA TPOBJIEMA

Merta ctaTTi nosnsirae y oOrpyHTYBaHHI OHTOJIOTIYHOTO cTaTycy (hoHOrpadii sik CAMYJISTHBHOI JisITBHOCTI Ta BU-
SIBJICHHI BIiJITIOBIJTHAX TEMIIOPATBHUX MapKepiB. MeToaouorisi JOCTiPKeHHsT IPYHTYEThCSI Ha 3aCTOCYBaHHI KYJIbTYpO-
JIOTTYHOT0, KOMITAPATUBHOTO Ta ICTOPUKO-JIOrYHOro MeroziB. HaykoBa HoBHM3Ha mosirac B yTBep/hKeHHI (oHOrpadii
(HaBiTh y Ti JOKYMEHTAIIBHIN (OpMI) SIK CUMYISTHBHOI iSUTBHOCTI. Takok NPOIOHYETHCS Te3a: CUMYIISIKD, K e(eKT "3B0-
POTHOI TemmopanbHOCTI" (KOmisi BUNIEpEKae OpPUTiHa) € TIepeTyciM MpoOIEeMO0 CITyXY, SIK HAHOLIbII TOYHOTO aHalliza-
TOpa 4acy, a "mosi(OHIYHICTE" CIYXOBOTO CHPHUHSTTS € MPSIMHUM IUISIXOM 10 HaJlaHHS MO3UTUBHOIO OHTOJIOTIYHOTO
CTaTycy CUMYJIbOBaHiii peanbHOCTi. BucHOBKH. Cutyaris "mm3odoHii" (po3’eaHaHHs BI3yaJIbHOI PUYUHU 1 ayAialIbHOTO
HaciJKy) Oe3rnocepeHbO MOPYIIMIA MUTAHHS PO CUMYJILOBaHICTh "00’eKTHBHOI peanbHocTi" (onorpadii. Temnopans-
HicTh (hoHOrpadii 3 JErKiCTIO MeperopTae 3 Hir Ha rOJIOBY HOPMAJIbHY TIOMIEBICTh (B3STH X04a O LUKIIIYHE BiJTBOPEHHSI,
sIKe B3araJii IPUHIILIIO y CBIT BIiepie came 3i 3Byko3anucoM). Cro[iil MOXKHA BIJIHECTH 1 MOHTaX, SIK HENiHIfHY (parMeH-
TaIlil0 Yacy, 1 MOTPEKOBE HakJafaHHs (Tak 3BaHMU "Nabn-tpek"), sSIK CYNEpHO3UIiI0 KUIbKOX YacOBHMX JiHIM, 1 Oara-
TOMIKpO(OHHHUI 3a1HC, SIK YCEPUCYTHICTh — MOKJIMBICTh CHOTIISAAHHS OJTHOYACHO 3 PI3HUX PaKypCiB 1 IUIaHIB.

Koarwuosi ciioBa: Mezia, TeMIopaibHICTh, poHOrpadisi, 3ByKOPEKUCYpa, CUMYIISKD, (PEHOMEHOIOT11.

T'onybenko Mapuanna Hukonaegna, couckamenv Hayuonanvroil axademuu pykogooauux Kaopos Kyabimypul
U ucKyccms

CHMYJIATHBHOCTH (POHOrpaduy KaKk TeMNopaJbHasi mpodiemMa

Henp cTaTbu COCTOMT B OOOCHOBAHMH OHTOJIOTMYECKOro craTyca (oHOrpaduu Kak CUMYIATHBHOH NEATelb-
HOCTH ¥ BBISBJIEHHH COOTBETCTBYIOIIUX TEMIIOPAJIBbHBIX MapKepoB. MeTom0/I0Tusl HCCIICIOBAaHNS OCHOBaHA Ha IpUMe-
HEHHH KyJIbTYPOJIOTMYECKOr0, KOMIIAPATHBHOTO M HCTOPHKO-JIOrNYecKoro MeTonoB. HayuHasi HOBH3HA 3aKII0YAeTCS
B yTBEpKAeHUH (GoHorpadun (1axke B ee JOKYMEHTAIBHOH (opMe) Kak CUMYISTHBHOH NedaTenbHOCTH. Takke npena-
raercs Te3UC: CUMYISIKD, Kak 3pQekt "o0paTHOH TeMmopaabHOCTH" (KOMHS OMEpekaeT OPUTHHAN) SIBISETCS MPEex/Ie
Bcero mpobieMoii ciryxa, Kak HanOoiee TOYHOrO aHAIM3aTopa BPEeMEHH, a "'TOMU(POHNYHOCTE" CITyXOBOTO BOCIIPHUSATHS
SIBJIIETCS IPSIMBIM IIYTEM K IIPEIOCTABICHHIO MOJIOKHUTEIBHOIO OHTOIOTHYECKOTO CTaTyca CUMYJIMPOBAaHHOM peanbHo-
ct. BeiBoabl. Curyanus "mm3oonun” (pa3beAHEHUE BU3YalbHOM PUYMHBI M ayIHAIBHOTO CIEICTBUS) HEMOCPE/-
CTBEHHO TIIOCTaBWJa BOIPOC O CHMYJISATHBHOCTH "OOBEKTHUBHOW peanpHOCTH" (oHOrpadguu. TemmopanbHOCTh
(oHOrpaduu ¢ JIErkocThIo MEPEBOPAYMBACT C HOT HA TOJIOBY HOPMAIIbHYIO COOBITUHHOCTD (B3SITh XOTS OBl IIMKIMIECKOES
BOCIIPOM3BEICHHE, KOTOPOE BOOOIIE NPHILIO B MUP BIEPBBIE UMEHHO CO 3BYKO3amuchio). CroJa MOXHO OTHECTH U
MOHTaX, KaK HEeJIMHEHHYI0 (parMEeHTaIMI0 BPEMEHHU, U TOTPEKOBOE HAJIOKEHHs (TaKk Ha3bIBaeMbIll "Habn-Tpek"), Kak
CYIEpIO3UINI0 HECKOIBKUX BPEMEHHBIX JIMHUH, 1 MHOTOMHKPO(OHHYIO 3aIHCh, KaK BCETIPUCYTCTBHE — BO3MOYKHOCTD
HaOII0IeHUsT OJJTHOBPEMEHHO C Pa3HBIX PAKYPCOB U IUIAHOB.

KiroueBble cji0Ba: Me/ua, TEMIIOPAIEHOCTD, (hOHOTpadHs, 3BYKOPEIKUCCYPa, CAMYISKD, (PEHOMEHOIOTHSI.
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The simulation of phonography as a temporal problem

The purpose of the article is to substantiate the ontological status of phonography as a simulative activity and
to identify relevant temporal markers. The methodology of the research is based on the application of cultural, compar-
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