AHOTANIA

Illeguenko P. C. Tpanchopmania 3BykooOpazdy OaHAypH Yy TBOPYOCTI
M. JIucenka (Ha npuKIaAi 00po0OK HAPOAHMX HiCeHb TAa COJOCHIBIB i3 HHKJIY
«My3uka 10 "Koo63apa" T. llleBuenka»). — Kpanidikariiina HaykoBa mparis Ha IpaBax
PYKOTHCY.

Jluceprarrist Ha 3700y TTS HAYKOBOTO CTYIIEHS JTOKTOpa (histocodii 3a CremniaabHICTIO
025 — Mmy3u4He MUCTENTBO. — JIbBIBCHKUI HalllOHALHUN YHIBepcUTET iMeH1 [Bana dpanka.
— JIBiB, 2023.

Jucepraiito OPUCBIYEHO BHUBYEHHIO OJHOTO 3 (PYHIAMEHTAJbHUX CETMEHTIB
3HaKOBOI cuctemMu M. JluceHka, 1m0 amantye 3acaaud Ko03apchKoro BHKOHaBcTBa XIX
ctomitta. Onuparounch Ha pai (pi1ocodis, (UIONOTIB Ta My3UKO3HABI[IB, PO3KPUTO BILIUB
O0aHIypHOr0 BUKOHABCTBA Ha ceMiojioriyHy cuctemy M. Jlucenka. BiqmToBxyo4uucsy Bij
meroponorii Y. [lipca, mormsaie M. Xas, O. KozapeHnka, sKi CTOCYIOTbCS TOHSATTS
«MY3UYHOTO 3HaKy» — BUBHAUYEHO TaKUM HOTO 0COOJMBUI PI3HOBUL K «OaHIypPHUN 3HAKY.
VY 3ragaHux npamsgx oOrpyHTOBAHO MOHSTTS TEMOPY SIK OJHOTO 3 YMHHHUKIB (POPMYBaHHS
HalllIOHAJIBHOTO 3BYKOBOTO 1ieally €THIYHOI KyJnbTypH. J[aHe nuceprauiiiHe JOCHIIKEHHS
MICTUTH C(OKYCOBaHI JYMKH, MIJKPITIJICH] BEJIMKOI KIJIBKICTIO HOTHUX MPHUKIAAIB, SK
JI0Ka3iB ICHYBaHHS OaHAYpHUX 3HAaKiB, C(QOPMOBAHUX 3aBISAKH caMmMe TeMOpabHIM
1HTerpaili 3Bykooopa3y 0aHaypHu.

BusznadeHno, mo came iMIpoBi3aiiiiiHe BUKOHAHHA K003apiB BIUTMHYJO Ha (opmy
BOKaJbHUX TBOPIB KOMIO3UTOpa. 3a JOMOMOTOI0 BIATBOPEHHS BHUKOHABCHKOTO CTHIIIO
k003apiB M. JIuceHKO CTBOPIOE IMITAllll0 aBTEHTUYHOI JTyMH B OKPEMHUX COJIOCIiBax.
Takox, MuTelb B1IOOpa3UB HANUOUIBIII TUTIOBI €JIEMEHTH KOO3apChKOTO BHKOHABCTBA Ta
bakTypy cynpoBoay ayMm. JlocmiKeHo, o0 03HAKK €MYHOT0 TBOPY BIUIMHYJIU Ha GopMy
pomaHCy Ta opradizamiro ¢opremnianHoi ¢aktypu. Kommo3uTop CTBOpPHB U030
K003apChKOi «3aIrIadKn», BOKAIBHI PO3/IIN CIIPUAMAIOTHCS SIK YCTYIH, IO BiAMEKOBaHI
HEBEJUMKUMH Treperpamu. BusiBneHo, mo y conocrniBax M. JIuceHko BiATBOpUB
IMIpoBi3aliiiHuil crocid MucieHHs KoO3apiB. Lle BimoOpasmiocs y MeTonax pO3BHUTKY

TeMaTUYHOTO Marepiany. OKpecieHo BapiaHTHY, CTATUYHY Ta Mikpo-nieperpy. Kommosurop



TpakTyBaB (epMaTH K LE3ypH, IO BIAOKPEMIIOIOTH YAaCTUHU MY3UYHOTO TBOpY Ta
BUJIUISIIOTH BaXKJIMBI 32 3MICTOM CJIOBA.

HaiiTunoBim eneMeHTH BUKOHAHHS KOO3apiB BU3HAUCHO SIK «OaHAypHI 3HAKWY, SKI
M. Jlucenko 1 BUKOpPHUCTaB, MEPEOCMUCITIOIYM NPUHOMH aBTEHTHYHOTO KOO3apChKOTO
MUCTeNTBa. BOHM cTanu yacTuHOO H0ro HallloHaNbHOI My3W4HOi MOBU. KoMIio3uTop Haias
iM HOBOTO OOpPa3HO-CEMAaHTHYHOTO TIyMadeHHsS Ta BIATBOPHUB y (opTemianHiii ¢GakTypi,
TUM CaMHM CTBOPIOIOYM €(EeKTH, HAOMMKEeHI A0 3BYYaHHS HApPOJHOTO 1HCTPYMEHTY.
[Ipuitomn OaHIypHOI T'pH, SIKI IMAHEHTHO Bi1IOOpaxXyloTbcs y (opremianHii (akTypi,
BU3HAYEHO TEPMIHOM «3HAKU-1KOHW». J{JI1 HUX XapakTepHE MOCTIMHO 3aKpiIjieHe 00pa3He
3HauyeHHs. BOHU BUKOHYIOTB pOJIb IECUTHATA T ICHOTATa, OCKUIBKY II03HAYAIOTh 00’ €KT Ta
Horo emoluiitHe BUpaxxeHHd. [y 30araueHHst popTeniaHHol NapTii CEMaHTUKOIO OaHIypu
KOMITO3UTOP MEPEBAKHO BUKOPUCTOBYBAB 3HAKH-1KOHHU.

3’sicoBaHO, 10 y CTBOPEHHI UM0311 OaHaypHOro akommnaHemMeHTy M. JluceHnko
BUKOPUCTAaB aMOiBaleHTHE TPAKTyBaHHA OaHAYPHHX 3HAKiB. IX BH3HAYeHO SK
«popremniaHHO-0aHAYPHI» 3HAKU, SKI BUCTYMAIOTh SK «3HAKU-1HAEKCH», OCKIIbKU
BKa3ylOTh Ha THUIIOBI O3HaKU cCymnpoBoay KkoO3apiB. Jloseaeno, mo M. Jlucenko
YCBIJIOMJIEHO BHUKOPMCTaB HAWIpPOCTIIIl MPUHOMH T'pu KOO3apiB, a came: NyOJIFOBaHHS
€JIEMEHTIB MeJIO/Ii1, BaplaHTH TPU3BYKIB 3 MPOMYIIEHOI0 KBIHTOIO 200 TepIIi€l0, CIIPOIIEH]
KaJlaHCH, BIATBOPUB IMAHEHTHI IITPUXH BUKOHAHHS HA ABTEHTHUYHOMY I1HCTPYMEHTI.
Kommno3utop ocMucieno nepenic ix y goprenianny Gpakrypy.

PosrisiHyTo BapianTH Ta crocoOu BTiIEHHS (OpTemaHHO-0aHIypHUX 3HAKIB B
o0poOkax HaponHux miceHb. [Ipu aHamizi QopreniaHHOi NapTii 3aCTOCOBAHO TEPMIH
«reMmOpanpHa iHTEerpamis OaHIypw» Ta TOAAHO WOro Bu3HadyeHHs. [IpoaHarnmizoBaHO
Bapla0eIbHICTh MOEAHAHHS 1HCTPYMEHTANbHUX (DAKTyp pIi3HOTO THUIy Ta BHU3HAYEHO IX
CUHTE3YI0Ul BUJIA: CUMO103, 3pOIICHHS.

JlocniKeHOo BIUIMB KOO3apChKOTO BUKOHABCTBA HA TEMOpaIbHY IHTETPAIIIIO B €MiKO-
JIpaMaTUYHUX COJIOCHIBaxX. 3aCTOCOBYIOUH MOPIBHSJIBHUN aHaANI3 AyM K0O3apiB, BU3HAYEHO
HOBI 3HAaKH-1KOHH, SIKI KOMIIO3UTOP IMaHEHTHO BIATBOPUB y BOKaJbHIN Ta opTemiaHHIH
naptifax. Po3mupeHHs 3HaKOBOI CUCTEMM B1AOYyJIOCS 3a paXyHOK BIPOBA/DKEHHS HOBUX

BUMIB ¢opuuiariB, BapiaHTiB ¢akTypHux irypamid, BHJIO3MIHEHUX pEIETHIIIH,



IHTOHALIHHO-PUTMIYHUX TPYI, K1 CIIPUIAMAIOTHCS K alo31s rpu k003apiB. Brimus iXHporo
BUKOHABCTBA MO3HAYMBCA Ha (POpPMyBaHHSA BOKaJIbHOI MapTii, 30KpeMa y BHUPaKEHHI
KyJbMIHAI{ METOIii.

B pe3ynpTaTi CEeMaHTHYHOTO aHali3y MPOCTEKEHO OiQYHKIINHHICTH 3HaKiB. Y
coJyiocmiBax Ta oOpoOKax HApOJIHUX IICEHb PI3HUX >KAaHPIB KOMIIO3UTOP 3aCTOCOBYBAaB
3HAaKU-1KOHU (Qoprurary, aprnepkiiioBaHl akopau) 3 I1HIIUM CEMaHTHYHO-00pa3HUM
HaBaHTakeHHsAM. [loABiMHICTE BJacTWBa 1 3HAKaM-1HAEKcaM. BapiaHTM HEMOBHUX
TPU3BYKIB 3 JAYOJIOBAHHSIM NMPUMU a00 KBIHTH aKOpAy y TPhOX ab0 YOTUPHOX OKTaBax,
CHpOIICHI KaJaHCH, XapaKTepHI €JIEeMEHTH CYNpPOBOAY JyM BHKOPHUCTOBYBAIUCS B
JIPUYHUX, KAPTIBIUBUX, TAHIIOBAJIILHUX, EMIKO-IpaMaTUYHUX coJociiBax. Bu3zHaueHo
CIOCOOM BTIJICHHS 3HAKIB Ta iX ()YHKIIFOBAHHS.

VY npamatuynux cosocrniBax M. JINCEHKO BUKOPUCTAB MYy3HUYHO-PUTOPHUYHI (IrypH,
mo Oyiu pPO3MOBCIOIKEHI B €HoXy 0apoko. IX OKpecleHO SIK «3HAKH-CHMBOIM», 3a
JOTIOMOT'OK0 KOTPUX BIATBOPIOIOTHCSI €KCIIPECHUBHI CTaHU. Y MO€AHAHHI 3 OaHAYpHUMU
3HaKaM{ BOHU CTBOPIOIOTH TParivHi, [paMaTu4dHi 00pasu, TUIIOBI JIsl KOO3apPCHKOTO Erocy
Ta NEPEBTIICH] KIIACUKOM HAI[IOHAJIbHOT MY3UKH Yy Cy4acHIM HOMy pOMaHTUYHI1{ BUPA30BIi
CUCTEMI.

JlocniKeHO CUHTE3 TeMOpPaIbHO-BUKOHABCHKUX 3HAKIB OaHIypH, JipH, 3BOHIB B
eMiKO-IpaMaTHYHUX POMAHCaX. IX TPAKTOBAHO SIK 3HAKHM-IKOHU J3BOHY Ta 3HAKU-iHIEKCH,
0 XapaKTepHI JUIsl CyNpoBOJIB K003apiB Ta JIpHUKIB. Take TMOe€IHAaHHsS 30aradye
dbopTenianHy GakTypy, BUSIBIISIE HOBATOPCHKI PUCH TEMOPOBOT'O MUCIICHHSI KOMITO3UTOPA Ta
MIJKPECTIOE OCHOBHY 171€10 My3UYHUX TBOPIB.

3Byko0Opa3 OaHIypu BIUIMHYB Ha MY3HUYHY MOBY KOMIIO3UTOpA. 3POLICHHS JBOX
(daxkTyp depe3 TpaHCIUIaHTallll0 KOO3apChKOro Hayajia MPUBEJIO J0 SKICHO HOBOI iMiTallii
K003apChKOT'0 CTHIIFO BUKOHAHHS.

HaykoBa HOBHU3HA OfIep>KaHUX PE3yJIbTaTIB OKpeclieHa ii METOI0 Ta KOMIUIEKCOM
JOCJIITHUIIbKUX 3aBJIaHb, PEIMETOM JOCTIHKEHH. Y aucepTarii

— enepuie:



® [IPOCTEKEHO BIUIMB OaHAypHOTO MHCTEITBA Ha MY3WYHY MOBY KOMIIO3UTOpa (Ha
MIpUKJIaJll 0OpOOOK HApOAHUX IMICEHB IS TOJIOCY 3 (hOopTeriaHo Ta CONOCIIBAX 3 MUKITY
«My3uka 10 "Ko63aps" T. [lleBuenkay);

e BUsBJICHO y TBOpYOoCTi M. JIuceHka HOBUI TUTT My3UYHUX 3HAKIB;

e 3 OISy Ha BUSIBJIEHY TeMOpasIbHy IHTETpalliio y popTreniaHHuX MapTiaX JUCEHKIBChKUX
TBOPIB — 111 3HAKH BIIEPIIIEe HA3BAHO «OAHOYPHUMUY;

® BU3HAYCHO «@opmeniaHHo-0AGHOYPHI» 3HAKU Ta CIIOCOOM iX BTUICHHS y (hopTemiaHHiN
napTii 00poOOK HAPOAHUX MICEHb Ta COJIOCIIBIB;

® Ha OCHOBI iCHYIOUUX (UIOCOPCHKUX, JIHTBICTUYHUX Ta CEMIOTUYHHUX JOCIIKEHb
KaTeropii «3HaKy» 3alpolOHOBAHO TIyMa4y€HHSI HOBHX THIIB OaHIypHUX 3HAKIB 3 iX
pPO3MEXyBaHHSIM Ha 3HAKU-1KOHU, 3HAKU-THICKCH Ta 3HAKH-CHMBOJIN;

® BBEJICHO TEPMIH «iMaHeHmHe 8i000padicenHss OAHOYPHUX 3HAKIBY,

® [IPOAHAJII30BAHO BUKOPUCTAaHHSA OaHAYpPHUX 3HAKIB y HHU3II OOpPOOOK YKpaiHCBKUX
HApOJIHUX IMICEHb Ta conociiBiB M. JInceHka ik 0JHOr0 3 XapaKTepHUX €JIEMEHTIB HOTo
MY3UYHOI MOBH;

® 3aIMPONOHOBAHO BU3HAYEHHS «AIIO3IUHUL TOJI0 OJHOTO 31 CIOCO0IB 3alpOBaKEHHS
OaHIypHUX 3HAKIB y (OpTEMiaHHY Ta BOKAJIbHY MAapTIiIO COJIOCIIBIB;

® BU3HAYEHO MPHUHIMII «HABMUCHO20 CHpOUjeHHs ¢hopmenianHoi axkmypuy [K
cnenupivHOTO aBTOPCHKOTO CIIOCO0Y OpraHizallii My3uyHO1 TKAHUHU,

® BUIBJICHO OaHAYpHI 3HAKU Y CEMAHTHUYHOMY aHaJli31 COJIOCHIBIB 3 LUKy «My3uKa 110
"KoOzapsa" T. IlleBuenkar;

® 3aCTOCOBAHO TEPMIH «memoOpanibHa inmezpayisi OAHOYpu».

e 3anpoITOHOBAHO HOBUH TOTJISA HA MOHATTS MYy3WYHOTO 3HAKy Ta JIOBEJICHO iCHYBaHHS
HOBOTO PI3HOBHJY MY3MYHOI 3HAKOBOi CHUCTEMHU —  «OaHAypHOTO 3HAKy», IO
YTBOPIOETHCS 3aBASIKA TeMOpasbHii 1HTerpalii OaHypHOro 3By4aHHs y popTeniaHHui
BUKJIA]I.

Jlonosneno:
HocnimkeHHs: HU3KK PopTemniaHHuX mapTiii B 00poOkax 1 conocniBax M. Jlucenka, B

SAKUX BUABIICHO OaHAYpHI 3HAKH SIK HACJHIIOK TeMOpabHO1 1HTerpartii.



TeoperuuHe i npakTUYHe 3HAYEHHSA OTPUMAHMX Pe3YJbTATIB

[IpakTiyHe 3HAYEHHS OJEpPXKAHUX PE3YyJbTaTIB TMOJATAE y MOMKIMBOCTI IX
BUKOPDUCTaHHA SIK y PO3BLAKaX HAyKOBOTO pIiBHS, TaK 1 MHCTELUTBO3HABUOTO Ta
KyJbTYpPOJIOTIYHOTO HampsiMKax. MaTepiaiv, HanpairoBaHHS W BUCHOBKH ITI€l TuUcepTaltii
MOKJIMKaH1 30araTuTu ()akTOJIOT1YHY Ta METOI0JIOTTYHY 0a3y 1CTOpii YKpaiHChbKOT My3UYHOT
KyJIbTYpH, 30KpeMa, popTernianae Ta 0aHIypHEe BUKOHABCTBO, JTAI0OUX YITKE YCBIIOMIICHHS
TeMOpaJIbHOI IHTETpallii MK JBOMA IHCTpyMEHTaMu. Pe3ynbraT auceprariii MOXyTh OyTH
BUKOPHUCTAaHI IS MOJAJIBIINX HAYKOBUX JOCTIIKEHb B OKPECICHUX HAYKOBHX Taly3siX, a
TaK0XX 3aCTOCOBaHI MpPHU PO3pOOIl MIAPYUYHHUKIB, METOJUYHUX MOCIOHMKIB, JEKIIHHUX
KypCiB 3 TaKMX JUCHUUIUIIH, K «IcTOpis yKpaiHCbKOI MYy3WKH», NMPU BUBYEHHI TBOPUOI
ocobuctocti M. Jlucenka ta ioro crnammuHu, «lctopis QopTeniaHHOro BUKOHABCTBAY,
«Kynbryponoris», «ETHOMy3uKo0T1s», «IcTOpii popTenianHol My3uK», B IHTEpIIpeTAaIlii
MY3UYHUX TBOPIB KOMIIO3UTOpA, NPH BUBYEHHI 1HCTPYMEHTO3HABCTBA (YKPaTHCHKHUX
MY3UYHUX IHCTPYMEHTIB, KypCy MY3H4YHOI CEMIOTHKHM, BHKJIQJaHHI OaHAypu SK
CHEI1aJTbHOTO THCTPYMEHTY).

Kurouosi ciioBa: M. Jlucenko, T. [lleBuenko, 0OpoOKu HApOJHUX MICEHb, POMAHCH,
KoO3api, ayma, OaHIypHI 3HAKH, ato3ii, TeMOpaibHa 1HTerpaiis 0anaypu, gopreniaHHa

daktypa, OanaypHa (hakTypa, 3B8ykoo0pa3 6aHIypu, BAKOHABCTBO, COHOP, KOHIICTIITisI.



ABSTRACT

Shevchenko R. S. The transformation of the sound image of bandura in the
works of M. Lysenko (on the example of arrangements of folk songs and romances
from the cycle «Music to ""Kobzar' by T. Shevchenko») — Qualifying scientific work as
a manuscript

Dissertation for specialty 025 — musical art. — Ivan Franko National University of
Lviv. — Lviv, 2023.

The dissertation is devoted to the study of one of the fundamental segments of the
sign system of M. Lysenko, which adapts the principles of the kobzar performance of the
nineteenth century. Thanks to existing works of philosophers, philologists and
musicologists, it reveals the influence of bandura performance on the semiological system
of M. Lysenko. According to the methodology of C. Peirce and already exsisting thoughts
of M. Khay, O. Kozarenko, which concerning the concept of «musical sign» — an absolutely
unique variety as a «bandura sign» has been defined. The mentioned works substantiate the
notion of timbre as one of the factors in the formation of the national sound ideal of ethnic
culture. This dissertation research contains focused thoughts supported by a large number
of musical notations, as evidence of the existence of bandura signs especially formed due to
the specific timbral integration of the sound image of bandura.

It was determined that the improvisational performance of kobzars influenced forms
of vocal works of M. Lysenko. By recreating the performing style of kobzars, composer
creates an imitation of authentic duma in separate romances. There, he reproduced the
improvisational method of kobzars' thinking and the invoice for the support of dumas. It
was investigated that the features of the epic work influenced the form of the romance and
the organization of the piano texture. The composer created the illusion of «zaplachka
«zaplachkay transliteration (the illusion of Kobzar's introduction), the vocal sections are
perceived as ledges transliteration (typical constituent words), delimited by small peregrams
transliteration (instrumental sections of an improvisational nature). Peregra is an
instrumental section between verses of an improvisational nature. It was revealed that

M. Lysenko reproduced the improvisational way of thinking of the Kobzars in his novels.
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This was reflected in the ways of developing the thematic material. Variant, static and
micro-overplay transliteration is outlined (with instrumental sections of an improvisational
nature). The composer interpreted fermatas as caesuras, which separate parts of a musical
work and highlight important words.

The most typical elements of kobzars’ performance are defined as «bandura signsy,
which M. Lysenko used, rethinking the techniques of authentic kobzar art. They became
part of his national music language. The composer gave them a new figurative and semantic
interpretation and reproduced them in a piano texture, as a result of that creating effects
close to the sound of a folk instrument bandura. Techniques of bandura playing, reflected in
piano texture, are defined by the term «signs-icons». Those signs-icons are characterized by
a permanently fixed figurative meaning. Systematically, they play the role of designatum
and denotatum, as they mark the object and its emotional expression.

To enrich the piano part with bandura semantics, the composer mainly used icon
signs. It was found that in creating the illusion of bandura accompaniment M. Lysenko used
an ambivalent interpretation of bandura signs. They are defined as «piano-bandura» signs.
They act as «index signs», after which they mark the typical signs of accompanying kobzars.
It is proved that M. Lysenko consciously used the simplest techniques of kobzars' play,
namely: duplication of melody elements, variants of triads with omitted quint or third,
simplified cadences. He also reproduced immanent strokes of execution on an authentic
instrument and meaningfully transferred them to the piano texture.

The variants and methods of transfer of piano-bandura signs in arrangements of folk
songs were considered. The term «timbral bandura integration» was used in the analysis of
the piano part and its definition was given. The variability (variance) of the combination of
various instrumental textures was analyzed. Types of texture synthesis such as symbiosis
and splicing are defined.

The influence of kobzar performance on timbral integration in epic-dramatic solos is
studied. Applying comparative analysis of kobzars' dumas, new signs-icons reproduced by
the composer in vocal and piano parts have been identified. The expansion of the signs
system occurred due to the introduction of new types of grace notes, variants of textured

figurations, modified repetition, intonation-rhythmic groups, which are perceived as an
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allusion to the play of kobzars. The influence of their performance affected the formation of
the vocal part, in particular in expression of the culmination of the melody.

As a result of the semantic analysis, the bifunctionality of the signs was traced. In
romances and arrangements of folk songs of various genres, the composer used sings-icons
(grace notes, arpeggiated chords) with a different semantic and figurative load. Duality is
also characteristic of sings-indices. Variants of incomplete triads with duplication of the
prima or the quint chord in three or four octaves, simplified cadences, characteristic
elements of duma accompaniment were used in lyrical, humorous, dance, epico-dramatic
solos. Methods of implementing signs and their functioning are defined.

In dramatic romances M. Lysenko used musical-rhetorical figures that were common
in the Baroque era. They are outlined as «signs-symbols» with the help of which expressive
states are reproduced. In combination with bandura signs, they create tragic, dramatic
images, typical for the Kobzar epic and reincarnated by the classic of national music in his
contemporary romantic expressive system.

The synthesis of timbral and performance signs of bandura, lyre, and bells in epic-
dramatic romances has studied.They are interpreted as bell icons signs and indices signs
typical for accompaniments of kobzars and lyrnyky (solo lyric singer). This combination
enriches piano texture, reveals the innovative features of the composer’s timbre thinking
and emphasizes the main idea of musical works.

The sound image of the bandura influenced the composer's musical language. The
fusion of two textures through kobzar source led to a qualitatively new imitation of the
kobzar style of performance.

The scientific novelty of the obtained results is outlined by its purpose and the
complex of research tasks.

- In the dissertation, it was studied out for the first time:

e The influence of bandura art on the musical language of the composer (on the example
of arrangements of folk songs for voice with piano and solo singing from the cycle
«Music to "Kobzar" by T. Shevchenko») was tracked;

e A new type of musical signs discovered in M. Lysenko's work;
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e In view of the revealed timbral integration in piano parties of Lysenko's works these
signs were for the first time defined and named «bandura signsy;

o «Piano-bandura» signs and ways of their implementation in the piano part of
arrangements of folk songs and romances are defined;

o The interpretation of new types of bandura signs with their differentiation into icon
signs, index signs and symbolic signs is proposed based on the analysis of numerous
philosophical, linguistic and semiotic studies;

e The term «immanent display of bandura signs» was introduced.

e The use of bandura signs in a number of arrangements of Ukrainian folk songs and
romances by M. Lysenko is analyzed as one of the characteristic elements of his musical
language;

o The definition of «allusive» is proposed in relation to one of the ways of introducing
bandura signs into the piano and vocal parts of romances;

e The principle of «deliberate simplification of the piano texturey is determined, as a
specific author's method of organizing the musical fabric;

« It was made a semantic analysis of romances from the cycle «Music to "Kobzar" by
T. G. Shevchenkoy in the context of identifying bandura signs;

o [t was used the use of the term «timbral integration of bandura.

« A new look at the concept of a musical sign is proposed and the existence of a new type
of musical sign system — the «bandura sign», which is formed due to the timbral
integration of the bandura sound into a piano performance - is proved.

The work is supplemented by vivid examples of piano parts in arrangements and solos
by M. Lysenko, in which bandura signs are revealed as a consequence of timbral integration.
The theoretical and practical significance of the obtained research results.

The practical significance of the results lies in the possibility of its use in research of
scientific level, art history and different cultural directions. Materials, developments and
conclusions of this dissertation are intended to enrich the factual and methodological base
of Ukrainian musical culture history, in particular piano and bandura performance, giving a
clear awareness of timbral integration between the two instruments. The results of the

dissertation can be used to further research in the outlined scientific fields, in the
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development of textbooks, teaching aids, lectures and courses while studying «History of
Ukrainian Musicy», while studying the creative personality and works of M. Lysenko,
«History of Piano performance», «Theory and History of Culture», «Ethnomusicology»,
«History of piano music», in the interpretation of the composer's musical works, while
studying instrumental studies (Ukrainian musical instruments, musical course semiotics or

teaching bandura as an instrument).

Keywords: M. Lysenko, T. Shevchenko, processing of folk songs, romances,
kobzars, duma, bandura signs, allusions, timbral integration of bandura, piano texture,

bandura texture, the sound image of bandura, performance, sonor, concept.
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