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Bapaskuna-TapacoBa Hanexna. /[yxoBHBIe CHMBOJIBI B KOHTEKCTe
MY3bIKATbHOr0 TekcTa («I'mMH Ykpauns» M. BepOunkoro Ha ciosa II.
Yy0uHCKOr0). AHAIN3 YKPAMHCKOTO THUMHA MPHUBIICKAET BHUMAaHUE MHOTHX
uccienoBaTesiell Kak B 00JacTH MCTOPUU W KYJIBTYPOJIOTHH, TaK U B cdepe
MY3BIKOBEACHUS U SI3BIKO3HAHNUS. My3bIKaIbHBIN TEKCT TOCYIapCTBEHHOTO TUMHA
JaeT BO3MOXHOCTb MPOAHAIN3UPOBATh CUCTEMHBIE U MEXAUCLUIIMHAPHBIE
npoOieMbl, KOTOpbIE JOCTAaTOYHO TPYAHO HCCIENOBaTh B KOHTEKCTE
y3konpodeccroHanbHbIX HanpasieHui. MccnenoBanue My3bIKallbHOM CHMBOJIMKA
TUMHA TMO3BOJISIET CHHTE3WPOBATh MY3BIKOBETUECKHE M KYIBTYPOIOTHYECKHE
COCTABJISIOIINE, BKJIIOYATh B NMPAKTUKY aHAJIM3a WCIONHUTEIBHBIH KOHTEKCT
MPOU3BEICHUS, €r0 MY3BIKAJIbHYIO0 apXHUTEKTOHHKY M HCCIEIOBAaHHUS 3HAKOBO-
CHUMBOJIBHBIX CTPYKTYP.

IIpoBeaeHHbII HAMU aHAIN3 TO3BOJISIET YTBEPHKAATH, YTO B MY3bIKAJIbHO-PEUEBOH
crpykrype «['mMHa YKpauHbD» BOILUIONIEH (BO3MOXHO, HHTYUTUBHO) T.H. METO[
MHUKPOMHHHATIOPHOTO MCKYCCTBAa, HMEIOIHUNA ATHOTpaduyeckne KopHHU. B
Menoauke «I'uMHa YkpanHe» M. BepOutikuii mpuMeHT CUMGOHHYIECKHIA METO]T
pa3BUTHS MY3BIKaJbHON MHTOHAIWH, Oiaromapsi KOTOPOMY €€ CKBO3HOE
IPOBEICHHUS C IOCTOSIHHBIM OOHOBJIEHMEM NpPHOOpETaeT HOBOE Ka4eCTBO B
LUEHTPaJbHON KYJIbMHUHAIMU Ha CJIOBAaX BEKOBOM KIATBBI «Jlylly U TEIO MBI
MIOJIOXKUM 3a HaIlly CBOOOIY».

KarwueBnbie cioBa: ['uMH YkpauHbl, 1yXOBHasi CUMBOJIUKA, MYy3bIKaJIbHAs
ApXUTEKTOHHKA

Bapaskina-Tapacosa Hanisi. JlyxoBHi cHMBOJIH Y TPOCTOPi My3HYHOTI'O TEKCTY.
(«TiMH YKpa'l'Hn» M. Beponubskoro Ha ciosa II. ‘lyﬁmxcmcoro) Jlocuimkenns
YKpaiHChKOro TiIMHY NpUBEpTAcE yBary 6araTb0OX JOCIIJHUKIB SIK y IIApUHI icTOpii Ta
KyJIBTYpOJIOTii, TaK i B C(bepl MY3HKO3HaBCTBAa Ta MOBO3HABCTBA. Taka LIMpOKa
yBary 0 OZJHOTO 3 IPOBIIHUX A€PKaBHUX CHMBOIIIB KPAiHH € 3p03yMIJIOI0, aIXKe B
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HepeBaKHill OLIBIIOCT] €BPOIEHCHKHX CHUIBHOT CaMe I'IMH yOCOOJIIO€ HAlliOHATIbHY
€HICTB, BUCTYMatOuu (nepedpasoByoun Ymoepro Exo) y poni «rimeprexcty»
MOKJTAJICHOTO Ha «TinepMy3uKy». Ha cboroiHi My3uKo3HaBYE 10 CJNIHKSHHS TIMHY
ICHY€ TepeBaKHO y BUIIISI )KAaHPOBOTO Ta (HOPMAIBLHOTO aHAITI3Y, 1110, Ha HaIlle
MEPEKOHAHHS, HE € JOCTAaTHIM JJIs TaKOrO BaXkJIMBOTO SIBUINA B Cy4acHii
YKpaiHChKU KynbTypi. My3UUHHIH TEKCT AE€p>KaBHOTO TIMHY HaJa€ MOXIUBICTh
MOMIpKYBaTH PO CUCTEMHI, MKAUCIMIUTIHAPHI Ta MbK(paxoBi npobiemu, sKi
JIOCTaTHbO BAYKKO aHAJII3yBaTH y Iapaurmi By3bpkonpodeciiinoro ¢inoaorivHoro
(B1acHE TEKCT) Ta MY3WKO3HABYOTO (JIUIIE My3UYHA TKAHHHA XOPOBOTO CITiBY)
cnpsiMmyBaHHs. OTHUM 3 BapiaHTIB TAKOTO aHAI3Y € 3aIPOTIOHOBaHA HAMHU y MEXax
nmucepTaniiHoro gociimkents (2014 p.) meToauka AyXOBHOTO aHaJTI3y My3HYIHOTO
TBOPY, 5IKa J03BOJISIE CHHTE3yBaTH MY3UKO3HABUY Ta KYJIBTYPOJIOTIYHY CKJIaJIOBI,
BKJIFOYAI0YH JI0 IIPAKTUKH aHai3y BUKOHABCHKUI KOHTEKCT TBOPY, HOr0 My3UYHY
apXITEKTOHIKY Ta JOCIIJUKEHHSI 3HAKOBO-CUMBOJIBHUX CTPYKTYp. BuchHoBku. ¥
«I'iMH1 Yipaiam» BTiIEHO (MOXKIIMBO IHTYITHBHO) T.3B. METO MiKPOMiHIaTIOPHOTO
MHCTENTBA, IPUTAMAHHOTO YKPaiHCHKUM HAapOAHHM MaiCTpaM, IO MOTpeOye
BHCOKOTO piBHS TBopYocTi. ¥ menomuiti «[iMmHy Ykpainm» M. BepOuipkuit
3acTOCYBaB CUM(OHIYHUI METOJ] PO3BUTKY MY3HMYHOI IHTOHALLIT, 3aBASKHU SIKOMY ii
HacKpi3HE NMPOBEAEHHS 3 MOCTIHHUM OHOBJICHHSIM HaOyBae HOBOI SIKOCTI B
LEHTpaJIbHIH KyJIbMiHaLl] Ha CI0BaX BIKOBOT KISITBH «JlymTy 1 TiJIO MU TTOJIOXKHM 32
Hamry cBOOOIy».

KurouoBi cijioBa: ['iMH Ykpainu, TyXoBHa CHMBOJIiKa, My3HWKaJbHA apXiTEKTOHIKA

Problem statement. The study of the Ukrainian anthem attracts the
attention of many researchers both in the field of history and cultural studies,
as well as in the field of musicology and linguistics. Such strong and constant
attention to one of the main state symbols of the country is understandable
- in most European societies, the hymn symbolizes national unity, speaking
(paraphrasing Umberto Eco) as a "hypertext" connected with "hypermusic".
To date, music studies of the anthem exist mainly in the form of genre and
formal analysis. In our opinion, this is not enough for such an important
phenomenon in contemporary Ukrainian culture.

The musical text of the national anthem gives an opportunity to analyze
systemic and interdisciplinary problems that are difficult to investigate in
the context of narrow professional areas. For example, the philological, in
the sections of which the actual text of the hymn is explored; or musicology,
which is oriented to the musical fabric of choral singing. One of the options
for such a systematic analysis is the proposed method for the spiritual
analysis of a musical work in the context of a dissertation study (2014),
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which allows synthesizing musicological and cultural components, including
in the practice of analysis the executive context of the work, his musical
architecture, and the research of symbolic structures.

The present state of research of the problem remains focused
on the historical and cultural direction. The history of the writing of
the Anthem of Ukraine, its performing and socio-political components have
their own circle of authors. Among the most notable works, we will highlight
aseries of professional publications, which, at least in part, raise the problem
of a symbolic essence or the text part of the hymn, or musical. First of all,
it is necessary to name the scientific works of prof. L. Kiyanovsky, who
has been studying stylistic and genre features of the musical heritage of
M. Verbitsky since the beginning of the 1990s [7, 8]. In the context of the
significance of the text of the work, interesting conclusions have been
made by the researcher-philologist S. Hirnyak (2015) [2]. In the
culturological direction, certain questions of the symbolism of the anthem
were raised by L. Solovey (2015) [10]. Ethnography and social pathos of
P. Chubinsky's works are analyzed in the researches of prof. G. Yevseyeva
(2014) [5]. All of these scientific works make up today a sufficient
historiographic basis for the analysis of the most important, as it seems to
us, problems of the synthetic study of the space of interpretations of the
hymn. In this direction we cannot overlook the long-term methodological
and theoretical searches in the context of musicology reflexology of the
Kharkov research scientist prof. L. Shapovalova [11-13], who kindly agreed
to speak as a scientific reviewer of the proposed article.

Presentation of the main study. The "Anthem of Ukraine" by M.
Verbitsky begins with a repetition of the same sound of C major — III
degree, which in energy terms is a sacred Golden ratio of the sound of the
major, its modal sound center, that is - its "heart". With the initial repetition
of the III degree, the dotted rhythm of the melody of the "Anthem", equally
marquee (on one sound), serves as a symbol of creation, which penetrates
into the manifested world as a holistic core. Separated by the dotted rhythm,
the starting point of the tonality is a sacred symbol of the unity of time and
space, it is connected with the main light of consciousness, it exists in the
higher dimension, it is the source of creativity. In the microstructure of the
thematic core of the Anthem’s melody created by N. Verbitsky there is a
point and its energetic "engine" which is the dotted rhythm, micro-element
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iambic foot of the Whole, — which serve as two symbolic parameters of
the formed core of the "Anthem" theme. They provide a fundamental
micro function of the heart level in the energetic layer of the "Anthem",
the function of the Supreme prayer to the Spirit that facilitates the
manifestation of spiritual consciousness in the density of the musical
structure.

Groupmode chanting (III-II-III-IV degrees of the major —t. 1) — music
sign of mathematical lemniscate — the symbol of eternal everlasting motion,
galactic unity in Space, the connection of the teacher of the Light with his
pupil, a sign of trust, balance, inner beauty and harmonious communication.
Symbolic poetic origin of the term comes from the Swiss mathematician
Jacob Bernoulli (1654-1705): so was called a bow, which was fixed on a
wreath on the head of a winner in a competition in Ancient Greece.

Tonic pentachord (V-IV-III-1I-I major — vols. 2/3) descending, filled,
even-tempered, which also opens from the dotted rhythm of the theme
core as the oriented graph from the vertex-source; its symbols are: a)
perfection, certainty, a representativesign of spiritual origin in the manifested
world, b) the symbol of the Vitruvian man (Leonardo da Vinci) — as an
emblem of the proportions of the highest harmony of the Golden ratio
points, inscribed in a circle of quinte purity.

Sound rocking or swinging (III-V-II-V-I in parallel minor — 3/4) is a
powerful symbol of unity, spiritual healing — even imitation of such bell
vibrations makes a huge impact on a man and his environment, on society,
cures space, tells us about the realities of spiritual life.

The flags that flutter (V-#IV-V-III-1I-II in C major — vols. 17/18) are a
sign of victory, an inspiration, a symbol of dignity, solemn unions of men; in
this musical context, the "Anthem of Ukraine" is a symbol accurately
manifested in the Central climax (the very beginning of the chorus — T.
17), modus — intonation up rise leads to it (in t.16).

Perfect fourth (initially — II-III-IV-V in major — vols. 1/2) — intonation
serves the creation of thematic core of the "Anthem of Ukraine" music, it
is inlaid in its music field in upward and downward movement, filled or
open, and basically sounds at the II-V levels, which are connected with
the "second, highest level" of modus attractions; the intonation resonates
with bells and ancient psychological feelings that represent an appeal to
victorious activities.
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The parallel key of a major and minor (in the author's manuscript in G-
dur—e-moll). Music of the "Anthem of Ukraine" begins in affirmed courage
of the major and finishes with a delicate, feminine softness of the parallel
minor, in their convincing systematic oscillation of their correlating
periodicity in melodic-syntactic structures. Here we find a unique modus
system of expressive symbols of image-bearing drama of the Ukrainian
folklore.

The point of the Golden ratio of the whole work falls on the word
"freedom", which is repeated many times in the chorus. While in the verses
of the solo parts the words change, in the chorus the first and systematic
appearance of this word is shown only in the Central climax, which occurs
at the beginning the chorus, that is, opens it. The word "freedom" is used
after the symbol "flags flutter". Thus, these two sacred symbols are designed
to emphasize the center of the vigorous development of the spiritual content
of the "Anthem." Aspiration to the most important philosophical and
psychological state of being of the man-mankind — to freedom is
programmed in it. There is a fundamental Law of the Forces of Light:
freedom of the will of a man, people and humanity is untouchable. Thanks
to this Law there is Life in Space. The spiritual greatness of the Law of
the act of the will to freedom lies in brotherhood, in the harmonious unity
of aman and people with Life which is strongly and permanently protected
by the Highest World.

Trichordal songs in quart and quint — serve to identify the ancient sources
of Ukrainian culture

1) Trichord in quart — V-III-II in C major ("seeded " in the beginning of
the chorus —vols. 17/18, 25/26).

2) Trichord in quinte in the parallel minor — II-V-I ("seeded" in the
whole musical field of the "Anthem" — vols. 3/4,7/8, 15/16, 23/24, 31/32).
In addition, there is its another version in parallel minor — III-V-I (vols. 9/
10, 13/14).

Let us take a closer look at the intonations.

1.Trichordin quart is encrusted in the theme core of the chorus in the
symbol of the "fluttering banners" (vols. 17/18, 25/26).

Trichord in quinte in the initial version of the melody for voice and
guitar could be heard only in the cadence of the 1st sentence (volumes 3/
4), where the symbol of the "bells" appears; and in choral and modern
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version it sounds in cadences of the 1st, 2d, 4th sentences of the solo part
and both cadences of 2 sentences in the chorus, that end the "Anthem."
As if each time the symbol programs the value of what happens in the
dreams of people and transfers actions into time and space. In that very
version the bells stylistics acquires heroic, large-scale winning sense.

The form of the verse in its traditional understanding is a Complex, 2-
part: solo part created in a Simple 2-part form of the extended type, chorus
—precisely repeated period. Areas of the points of the Golden ratio (p.g.r.):

1) the Central part of p.g.r. pulses in the middle of V. 20 (19,64) on the
word "freedom" (see paragraph 8);

2) in the 1st sentence on the word "glory" (V. 3);

3) in the 1st period on the word "brothers" (V. 5);

4) in the 1st sentence of the 2nd period on the word "dew" (V. 11);

5) in 2 period on the word "will rule" (V. 13);

6) central part of p.g.r. which pulsates as "a trace of sound memory",
that is, in the echo of the sound [9; 12; 14] — also on the word "will rule"
(V. 13).

In the first climax of the solo part the "gold flow of French horn" sounds
on the words "like dew in the sun" (V. 11): this is it, that "raises" the 1st
phase of culminating development in the "national Anthem", and it is the
only solo part solemnly-inspired major phrase in the environment of the
parallel minor, in which the 2d period of the solo part sounds (i.e., the
second musical idea of the piece). Prior to this, in 1st period of the solo
part, major and minor sounded in a paired frequency (2 times during the
square of 8-times).

The "gold flow of French horn" is repeated in the 1st sentence of the
chorus, it is the bearer (!) of culminating backing of the spiritual energy of
the words "for our freedom" (19; see above PP. 8; 10-1). The art material
in the area of the central climax of the "Anthem of Ukraine" is divided into
2 equal halves - 1 and 2 sentences (4+4), between which there is a
connection of the symbols "lemniscate" and "dotted rhythm"

The consecutiveties of symbolsof” fluttering banners", "tonic pentachord",
"gold flow of French horn" actsin the 1st sentenceof the chorus.

In the 2-d sentence — the first two symbols are identical: they assert
themselves once more, filling a poetic contents with new energy, and in
the end of the piece (its verse) the symbol of sound rocking or swinging
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returns in the parallel minor, which each time with its appearance in the
spiritual field of the "Anthem of Ukraine" indicates that the delineation of
clear-cut symmetry in the process of the form development / unfolding
and enhances the solemnity of the action of the transformed Life...

In the music architectonics of the "Anthem of Ukraine" on its highest,
inspiringly spiritual levels an internal pulsation of a powerfully promoted
rising spiral shape process is inherent, a process that originates from pair
periodicity of mode and tonality means in a square structure of the
composition, which through the 1st climax convolution increases its energy
potential, and through the central climax field suddenly gives such a
powerful image-bearing supply that potential of it can lead to the
transformation of emotions into feelings, thoughts into action.

When poetical and musical realia of the "Anthem of Ukraine" are sung
one can feel, clearly and strongly, the fundamental symbol of strong "Hands
of God", spiritually materialized by the poet, the composer — the people,
the hands that firmly support people's trust and happiness.

In the melody of the " Anthem of Ukraine" M. Verbitsky used a symphony
method of development in micro-structural process, whereby the through-
conducting motives and sub motives with their constant renewal acquire
new quality in the central climax.

Conclusions. In "The anthem of Ukraine" embodied (perhaps
intuitively) the so-called the method of micro-miniature art inherent in
Ukrainian folk masters, which requires a high level of creativity. In the
melody of the "Hymn of Ukraine", M. Verbitsky applied the symphonic
method of developing musical intonation, thanks to which her through-
conduction with constant renewal acquires new quality in the central
culmination of the words of the age-old oath: "Soul and body we put for
our freedom".

Perspective of the further development of the topic. We emphasize
that the concept of "theory of music" common to the Eastern European
understanding has another definition in Western professional culture -
"musical design". In this aspect, it seems probable for us to further explore
the musical texture of the text, to clarify the peculiarities of constructing
the morphology of the musical symbol.
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"Anthem of Ukraine". Contemporary musical printing
(Tonality of B-dur-g-moll).
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The first musical and poetic version of the "Anthem of Ukraine" for
voice accompanied by a guitar. Maintained in the Department of
Manuscripts of the Lviv National Library V. Stefanik
(Tonality of G-dur-e-moll).
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