AHOTAIISA

bakymeunv A. 0. KaHPOBO-CTWJILOBI 0CO0JIMBOCTI XOPOBHUX UHMKJIB
YKPAIHCbKUX KOMNIO3UTOPiB KiHAg XX - mouarky XXI croairra. —
KBamidikariitHa HayKoBa mparis Ha MpaBax PyKOIUCY.

Huceprariis Ha 3700yTTA cTyneHs nokTopa diocodii 3a cnemianpHicTiO 025
My3uune wMuctenTBo. HarionanbHa akajaemiss KepiBHUX KaApiB KyJIbTypH 1
MUCTENTB, MIHICTEpCTBO KyJbTYpH Ta iHQOpMaIiitHOi nomiTuku Ykpainu. Kuis,

2021.

VYkpaiHChKka XOpoBa My3HMKa OCTaHHIX JECATWIITH K OJHAa 3
HaMBaKIMBIIINX [IAPUH CYYacHOT XyA0KHbOT TBOPUOCTI NepedyBae B 30H1 IEPETUHY
JOCIITHUIIBKUX 1HTEepeCiB. TeopeTnuHe My3uKO3HABCTBO 3ayBaXKy€ B HIM TEHIEHIIIT
70 OHOBJIEHHS BXE€ C(HOPMOBAHHMX >KAHPOBUX I1HBAPIAHTIB Ta TMOSBU HOBUX,
HETUIIOBUX 3pa3KiB XAHPOBOTO CHHTE3y. Y XOPO3HABCTBI BHBYEHHS CydacHOI
KOMITO3UTOPCHKOI TBOPYOCTI € HAWBAKJIUBILIINM 3aBIAHHSAM HE TIIbKH B HAyKOBO-
JOCTIIHUIIBKOMY paKypci, aje i 3 MepCHeKTHBH BHMKOHABCHKOI MPaKTHKH, 00
OCTaTOYHOIO METOI0 PI3HOOIYHMX 1 0araToacreKTHUX TEOPETHYHUX JOCIHIKEHb €
NPAaKTUYHE BHUKOPUCTAHHS pE3yJbTaTiB aHaji3y XOpPOBUX KOMIO3MIIA JAJst
CTBOPEHHS apryMEHTOBAHHUX 1 XyJI0)KHBO JIOCTOBIPHUX 1HTEPIpPETAIliH.

JUis cydacHUX My3MYHUX TBOPIB, Y TOMY 4YHCIlI W XOpOBUX IIMKIIB,
XapaKTepHUM € CHHTE3 MUCTELTB Ta IHTEPTEKCTYaJbHICTb. Y MPOLEC] KaHPOBOTO
B3aeM030arayeHHsl XOpOBi IIMKJIM 3a3HAIOTh BIUIMBY 3 OOKY BEJIMKHX BOKAJIBHO-
CUM(OHIYHUX KAHPIB, B HUX OPTraHIYHO TOETHYIOTbCS PI3HI BUIU MHCTEITB,
B3a€EMOJIIIOTh YKPAaiHChbKI Ta 1HIIOMOBHI BepOaibHI KOMIIOHEHTH, CIIBICHYIOTh
cakpajbHE 1 CBITChKE Hadasa, a, OTKe, BIMOYBAEThCS CHHECTCTHYHE IMOETHAHHS
TEKCTIB PI3HUX KYJBTYPHUX €TOX.

HaykoBuM 3aBIaHHSIM JucepTallii € )KaHPOBO-CTUIIbOBA XapaKTEPUCTHUKA

XOPOBOI'O LUKy B HOBITHIN YKpaiHCHKIM My3HII.



TeopeTHuHUMU TiABAIMHAMEU POOOTH CTAIM (PyHIaMEHTaIbHI JOCIIIKCHHS
3 Teopii kaHpy 1 cTiwio B My3udHomy muctentsi (b. Acad’eB, M. ApaHOBCBHKUIA,
M. baxTtin, B. bo6poBcekuii, O. Komenaa, 1. Koxanuk, O. Jliryc, M. Jlo6aHoBa,
JI. Masens, M. Muxaiinos, B. Mockanenko, €. Hazalikincekuii, C. IlaBmuim,
O. Pyd’eBchka, C. CkpebkoB, A. Coxop, 1. Crioco6in, b. Crota, C. Tumko, C. [lun
TaiH.), MUKIy 1 mukaigHocTi B Mysuill  (B. boOpoBcekmii, H. ['epacumona-
[lepcunceka, H. I'oproxina, M. Ineuxo, I. Koxanuk, A.KpaBuenko, JI. Mazens,
B. MockaieHko, €. HazalikiHChKHiA, C. IaBaummH, JI. IlapxomMeHko,
O. PyuneBchka, C. Ckpedkos, I. Crioco6in, b. Crora, C. Illum Ta iH.).

Moayc HUKIIYHOCTI B MY3HIll Ma€ JaBHIO ICTOpIIO, aJKe BiH CIyTr'yBaB
«MEHTAJIbHUM)» KapKacoM IS 3aXiJHOEBPOIMEHCHKUX XOPOBUX KAHPIB, TAKUX SK
Meca, opaTopis, kaHtata. Ha ykpaiHCbKOMY I'PYHTI CTAaHOBJIEHHSI XOPOBOTO LIUKITY
IpUIaga€e Ha yacu 0apoko (mapTecHU KOHUEPT) 1 KIaCUIU3MYy (XOpOBUM KOHLIEPT),
HOro po3BUTOK B HOBUX XAHPOBHUX imocTacax mnpogaoBxyeTbcs y XIX ta XX cr.
VYkpaiHcbka XOpoBa My3WKa Ha ChOTOJHINIHIA JIeHb € HaWOUIBbII JTOCIIHKEHOIO
cepesl ycix BHAIB My3uuHOro Mmwucrenrsa. IpynroBri crymaii H. I'epacumoBoi-
[lepcuncebkoi, M. 3araiikeBuy, JI. Kusnoscwkoi, JI. Kopniit, JI. [TapxomeHko,
O. Hanaii-Axumenko, O. lIpeep-TrkaueHKo NPUCBAYECH] «KUTTIO» XOPOBOI My3UKH
B 100y Oapoko, poboru I'. batmuko, B. boiika, M. Bapakytu, B. Ocunenko,
O. lymininoi, M. FOpuenka — 1yXOBHOMY XOPOBOMY KOHUEPTY 00U KIaCUIIU3MY.
Xopoee mucrenrBo XIX cr. posrmsHyto y npausgx JI. Apxumosuy, B. boiika,
M. T'opaitiuyka, M. 3ararikeBuu, T. Kapumeoi, JI. KusnoBcrskoi, M. UepenanuHa,
T. Weddep, JI. ApoceBuu Ta iH., XopoBa My3uka XX — noyatky XXI cT. crana
npenMeToM HaykoBux peduekciit  O. Adoninoi, b. AkckoroBa, O. benu,
O. beperosoi, M. l'opmiituyka, H. I'oproxinoi, B. 3omnoueBcekoro, O. 3ocim,
A. Kupunenko, JI. KusnoBebkoi, O. Kozapenka, A. Jlamenka, JI. [TapxomeHnko,
JI. Cepranmok, 1. Cikopebkoi, A. Tepemenko, 0. Hupumi ta in. [lonpu 3naununii
MacHB HAyKOBHUX IIpallb, MPUCBSIYEHUX YKPATHCHKIN XOpOBI MYy3HII, JWHAMIiKa

PO3BUTKY XOPOBOTO IHMKJIY B HOro cGOpMOBAaHUX CTaOUIBHUX 1 MOOUITBHHX



KOMIIOHEHTAaX, SIKI BIUIMBAIOTh Ha >KAHPOBY Ta CTUJILOBY creuudiky TBOpy, Ha
CHOTOJIHI JIMIIAETHCS «3a KAZAPOM».

My3u4HMl LMK, Yy TOMY YHCII H XOPOBHUH, XapaKTEPU3YETbCS TaKUMU
napamMeTpaMM: HasBHICTh CAMOCTIMHHUX YAacCTHH, L0 KOHTPACTYIOTh MIXK CO0OIO,
00’ €IHaHHS YaCTHH €IMHUM 3a[yMOM TBOPY Ta BHYTPIIIHbOIO My3UYHO-CTHIIHOBOIO
imeeto. Came 115 SIKICTh BIAPI3HSE UK BiJ] IHITUX OaraTO9acTUHHHUX TBOPIB — 301pKU
ab0 anbOoMy. /l1aeKTUYHO CKIIAIHUN XapaKTep HUKITY BUSBISETHCA Y MOEAHAHHI B
HBOMY JAMCKPETHOCTI 1 0€3MepepBHOCTI.

Y XOpoBUX IHMKIAX CyYaCHMX YKPAiHCbKUX KOMIIO3UTOPIB KaHPOBI
KOHCTaHTH 3MIHIOIOTHCS Y 3B’ 513Ky 3 HOBUMHU 3MICTOBUMH MMapaurMaMu, siKi, y CBOIO
4yepry, BIUIMBAIOTh HA MOCIA0NICHHS CTPYKTYPHUX MPHUHIIMIIIB KaHPOBOI MOJEI, a
TOMY Ha TMEpHIMH IJIaH BUXOJIUTh CEMAaHTUYHUNA pIBEHb. XOPOBUU ILHKI Y
NOCTMO/ICPHOMY BHSIBI BIJ3HAYEHWM 1HIUBIAYaJbHICTIO JApamaTypriyHOro Ta
AKaHPOBO-CTUJIHOBOTO PILICHHS, IPU I[bOMY BiH, SIK PAaBUJIO, HE BIAXHUISETHCS Bl
yCTaJeHO1 MOJIENI, sIKa € BITI3HABAHOIO.

Po3mekoBaHO TOHATTS IUKIIYHUKA XOPOBUH TBIp, J€ IHMKIIYHICTh €
npUHIMIOM (opMOTBOpeHHs!, Ta xopoBui 1uki (C. LlitoBa), B skOMy aBTOpCbKa
KaHpOoBa HOMIHAaIIA (OpPMy€E HOBY KAHPOBY MOJIEIb — 1HAMBIIyali30BaHy KaHPOBY
dopmy (O. batoBcrka). HoBa xanpoBo-ctunboBa Mozens (C. Cangan) popmyerbes
3a iHAuBIAyanbHUM xkaHpoBuM ctuiieM (C. Illum), ne cTuiibp BUCTyNae eI1eMEHTOM
xanposoi egHocTi (b. Crota).

Taka MeTakaHpoBa CTPYKTypa XapaKTepu3y€ MYJIbTHUMEIIAIbHY MOJEIb
XYJI0OKHBOI IIJIICHOCTI B IUKJIIYHUX XOPOBHX TBOpPax KOMITO3UTOPIB KiHI XX —
noyatky XXIct. MynbTuMenianbHICTh CTa€ KOMIIO3HIIMHO-ApaMaTypriyHuM
NPUHIIUIIOM OpraHizaiii y XxopoBomy uukii. KirouoBuit daktop nuxmizamii —
€MHICTh TEKCTIB PI3HUX BHIIB MHUCTCUTB (CHHECTETUYHE IOETHAHHS JTaBHBOI
MY3UYHOI MOHOJIi 1 TNPUHIUIIB BHPA3HOCTI (PECKOBOTO  MUCTEITBA),
CITIBICHYBaHHS BEpOAIbHIUX KOMIIOHEHTIB, 110 PEMPE3CHTYIOTh Pi3H1 TUIH KYJIbTYPHU
— IepKOBHYy (IpaBOCIaBHY Ta KaTOJIMIBKY), CBITCbKY, HapOAHY, MO€IHAHHSA

TpaauIllid TyXOBHOT MY3UKH (3HAMEHHUU PO3CIIIB, aHTU(HOHHUM Ta PECIIOHCOPHUM
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THUIIH CITIBY) Ta 3aC001B Cy4aCHOI KOMIIO3UTOPCHKOT TEXHIKK (COHOPHUKA 1 TEeMOPOBHUIA
3BYKOITUC, aKyCTUYH1 €(DEKTH U €JIeKTPOHHI 3BYUYaHHs ).

[IpoananizoBano mnporec (OpMyBaHHS XOPOBUX UHMKIIYHUX JKaHPIB B
YKpaiHChKIM My3uuHiil KyaeTypi. OKpeclieHO OCHOBHI eTanmu (opMyBaHHS Ta
PO3BUTKY XOPOBOTI'O WLHUKJIY: mapTecHoro kKoHuepry XVII — mepmroi mosoBuHH
XVIII ct. nns xopy a cappella, sikuii ckinamaeTbest 3 psay KOHTPACTHHX €IMI30/iB;
KJIACUYHOTO XOPOBOr0 KOHLEPTY Japyroi mnosoBuHu XVIIIcr. — Tpu- Tta
YOTUPUYACTUHHOTO XOpPOBOTO MWKy, J€ JOMIHYE KOHTPACTHUW TMPUHIIUII
31CTaBJICHHS YaCTHH.

Po3risiHyTO HIISIXH PO3BUTKY CBITCHKOI X0poBoi My3uku XIX ct. BkazaHo Ha
CUHTE3 KJIACUIIMCTUIHUX Ta POMAHTUYHHUX PUC, XapAKTEPHUH SK IS TyXOBHHUX, TaK
1 CBITChKUX kaHpiB. [Topsy 3 moka3oBuMHU aTpuOyTaMu MONEPEAHBOT T00H — ICHOIO
KOMITO3HITIHHOKO JIOTIKOK0, CTPYHKOIO CUMETPUUHICTIO (HOopM, (DYHKITIOHAIBHICTIO
TapMOHIYHOT MOBH ¥ aKOPJIOBHM BUKJIAJA0M (DaKTypH, XOpPOBI TBOPU 30aradyroTbcs
Cy0’€KTHBHUM JIIPU3MOM Ta €MOIIMHOK I1HAMBIAYAJIbHICTIO — MapKepaMu
POMaHTH3MYy, IO TPOSIBISIIOTECS Y  HAA3BUYAWHIA BUPA3HOCTI TUTMHHHUX
MeJIOANYHUX JIIHIH, 30arayeHH1 Ja0-rapMOHIYHOT KaHBH.

bes3zanepeunum € BIUMB (OJBKIOPHOTO CEPEIOBUINA: HAIlIOHAIBHI MOTHUBH
MPOHU3YIOTh YCIO XOpoBYy My3uky XIX ct. Illle ogHMM IpOsiBOM pOMAaHTUYHHX
TEHJICHI[1/ CTa€ OHOBJICHHS KaHPOBOI CUCTEMU. BUHMKa€ dKaHp XOPOBOi MIHIATIOPH,
gKa CTa€ OCHOBOIO JUIs YTBOPEHHS XOpoBoro uukiny. Hamano 3aranbhy
XapaKTEPUCTUKY KaHpPaM CBITCHKOIO XOPOBOTO LMKJIY Ta LMUKIIYHOI KaHTaTH Ha
npukiaai <«OKosuipa» M. BepukiBcbkoro Tta «Paayiics, HHBO HEMOJUTAasD
M. JIucenxka.

[IpoananizoBaHO €BOJIIOIIIO JYXOBHUX Ta CBITCBKMX XOpPOBHMX IIMKIIB B
yKpaiHCchKii My3utli XX ct. BUCBITIEHO AISIBHICTD 3aXiHOI 11aCTIOpH i pO3BUTOK
XOPOBHX LIUKJIIB AYXOBHOTO 3MICTY B TBOPUOCTI MUTIIIB-EMITpaHTIB. 3a3HAYEHO, 110
XOpOB1 TBOPH MoYaTKy XX CT. MEpIoAy BIIPIZHAIOTHCA MOCHICHHS 1HTEPECY N0
CYyCNUIPHO 3HAUMMHUX Ta QuiocoPchbkux TeM. OxapaKTepu30BaHO PO3BUTOK

YKpaiHCHKOI XOPOBOi MY3UKH B PAITHCHKY J100Y.



OKpecJIeHO HOBITHI TEHJICHIII PO3BUTKY XOPOBOTO MHUCTELTBA y JApYTii
noioBuH1 XX cr. Cepen HUX — TOKIHHS 10 BEJIUMKHX ITUKJIIYHUX KOMITO3UIIIA Ha
TEKCTH BIIOMUX TOETIB (KJIACHUKIB 1 Cy4aCHUKIB), XOPOBUX IMPOrPaMHUX IUKJIIB Ha
temy «llopu poky», 3BepHeHHs 10 ¢onpkiopy. Lleit mepion Bia3HAYEHUU
dbopMyBaHHSIM HEO0apPOKOBOTO XOPOBOTO KOHIIEPTY, CTBOPEHOTO Y TPaIUIIIAX
YKpaTHCHKOTO JAYXOBHOTO KOHLIEPTY, @ TAaKOX PO3IIUPEHHSAM >KaHPOBOI MaiTpU
XOpOBHUX IMKJIIYHUX TBOPIB — BiJ KaMepHUX (KaMepHa KaHTaTa, IUITHUX) 0
MOHYMEHTAJIbHUX IHUKIIB (OpaTopis, JITyprisi, KOHLEPT, Ppecka, XOpoBa omepa,
XOpoBa Croita). XOpOBI LMKIM TSKIOTH 10 TOTalbHOI CcuUMQOHI3aIii Ta
MDK>KaHpPOBOI B3a€MO/TII.

OxapakTepu30BaHO >KAaHPOBO-CTHJIOBI ~ PI3HOBUAM  XOpPOBUX  TBOPIB
YKpaiHCHKUX KOMIO3UTOPIB KiHISI XX — nmoyatky XXI cT. B HUX yTBepIKy€eEThCS
IHBaplaHTHUM B3a€MO3B’S30K 3 MOJCISIMH MHHYJIUX €M0X — O0apOKOBOTO,
KJIACUIIUCTUYHOTO, POMaHTUYHOT'O XOPOBOT'O KOHIIEPTIB.

3a3HayeHo, 10 Yy Ieil mepioJi yKpaiHCbka XOpoBa My3HMKa 30aradyyeTbcs
MUKIIYHUMHA KaHTaTaMU Ha BIPIIl CyYaCHUX YKPAlHCHKUX IOETIB Ta MYy3UYHO-
noetnuHoro «llleBuenkianow». «HeodonbkaopHa XBWIsSA» 1HCIIPOBAHA MOLTYKOM
HOBHUX CMHCIIIB TPaJaBHIX TPaaUIid, CydacHOTO OaueHHs (OJIbKIOPHO-3BUYAEBHX
apXeTHIIB yKpaiHIIB, a TaK0X PEKOHCTPYKII€I0 TIUOMHHUX IUIACTIB CHIBOYOT
00psII0BOI KYJIBTYPU YKPATHITIB.

Posmmmproerbes  skaHpoBa  majiTpa XOPOBUX LUKIIB, MpEICTaBlIeHA
JyXOBHUMU TBOpaMHU [l XOpIB a cappella Ha KaHOHIYHI JIATUHCBKI Ta
[IEPKOBHOCJIOB STHCHK1 TEKCTH, 1103a00T0CITyKOOBUMHU OITycaMu Ha 010J11iH1 TEKCTH,
AK1 IPE3EHTYIOTh HAIIPSIM «HOBOI CaKpajbHOCT». KoMmo3uTopu y TBOpax AyXOBHOI
TEMaTUKH 3BEPTAIOTHCA JI0 CHUMBOJIYHO-CAKPAIBHUX MOJYCIB — YCTaJeHHX
ICTOpUYHHUX JKAaHPOBUX apXETUIIB MECH, PEKBIEMY, XOpPOBOIO KOHLEPTY,
JITYpPTriyHUX MiCHECHiBIB). JlpamaTypris OHOBJIEHOTO JYXOBHOTO KOHLEPTY
noOyJjoBaHa 3a MPUHIMUIIOM KOHTPACTY-31CTABJICHHS OCOOMCTOrO / 3arajibHOTO,
CyO’€KTUBHOTO / 00’ €KTUBHOTO, J€ MaKCUMaJbHO MOBHO MPOJAEMOHCTPOBAHO BCl

aHcaMOJIeBl MOMKJIMBOCTI XOpY, @ XOpOBE KOHIEPTYBaHHS 3aCHOBAHE Ha CHUHTE3I



MPUHIUIIB BIPTYO3HOCTI Ta KOJOPUCTUKH. 3a3HAYEHO, 1110 «HEOCAKPAIbHA» MOJIETh
Cyd4acHOI YKpaiHCbKOI MY3MKH CTajla IPOSIBOM  CTWIbOBOI  TEHJCHIIT
MOCTMO/IEPHI3MY y TBOPUOCTI YKPAiHCBKMX KOMIO3UTOPIB KiHISI XX — MOYaTKy
XXl cr.
KonkpeTnzoBaHo 3arajbHI KaHPOBO-CTHJIOBI TEHJCHIIT KOMIO3UIIIITHO-
IpaMaTyprivHuX 1 CEMAaHTUIHUX 0COOIMBOCTEH XOPOBUX IUKIIIYHUX TBOPIB.
KoHuent «mopu poky» y XOpoBHUX TBOpaxX YKpaiHCbKMX KOMIIO3UTOPIB APYToi
noJioBUHU XX CT. peati3yeTbcs y TPhOX BUMIpax — 3MICTOBHOMY, (DOPMOTBOpUOMY
Ta CTUJIHLOBOMY. 3MICTOBHUM BUMIp BimoOpaxkae (pinocodchKy i7er0 BIYHOCTI U
MUKJITIYHIA MOBTOPIOBAHOCTI Ta € YHIBEPCAJBbHUM IS YCIX MpOaHaII30BaHUX
XOpPOBHUX IHMKIIB; (POPMOTBOPUYHI BUSABISETHCS y 3BEPHEHHI KOMIIO3UTOPIB 0
YOTUPUYACTUHHOTO XOPOBOTO IUKITY, JI€ YaCTUHHU TOEJHYIOTHCSA 32 MPUHIUIIOM
CIOITHOCTI; CTHJIbOBUH MapaMeTp AO03BOJSE BUOKPEMHUTH TPU THUIH TBOPIB. Y
UKJIaX, [0 OPIEHTYIOTHCS HA POMAHTHYHY CTHUJIICTHKY, MEpeBa)ka€ IMen3akHa
obOpa3HicTh (xopoBi mukiu bopuca JlarommHcekoro Ta Tapaca Kpasiosa);
Heo(obKIOpHI TBOopU (x0poBi 1ukiau Jleci Jluuko Tta BanenTtnHum MapTuHIOK)
amneNio0Th 10 apXaiyHUX HApPOJHUX YSBIEHb MPUPOIHOTO IUKITY; IHTEJIEKTyalbHa
MOJIICTHUIIBOBA I'pa BUPI3HAE XOpoBHi uki MupocnaBa CKopHKa, a TAKOXK EBHOIO
Mipolo mpezcTaBieHa B TBopax B. Maptuniok ta T. Kpasiosa. Yci Ha3BaH1 HUKIU
B1/I3HAYAIOTHCS 1HIUBIyaIbHUM MIPOYUTAHHSAM YHIBEPCATIbHO1 1711 IIUKITYHOCTI.
Ha ocHOBI aHamizy CEMaHTHYHHX Ta KOMIIO3ULIHHO-ApaMaTypriqHux
ocobmuBocTeil xopoBoro 1ukiy «®pecku Kuera» (2016) Bikropa Cremnypka
BU3HAYEHO, M0 XapaKTEpHOIO O3HAKOI0 XOpPOBOTO IMHUChbMa KOMIIO3UTOpA €
CHHECTETUYHE TMOEAHAHHS XYIOKHIX TPUHIMITB MY3UYHOTO (JaBHS IIEPKOBHA
MOHOIs1) Ta Bi3yalnbHOTO ((pecka) wmucreurB. BOHO BUSABISETBCS dYepes
IHTEepMEIaNbHICTh apXITEKTOHIYHO-KOMIIO3HUITIHHOT OpraHi3aiiii TBOpYy.
BepbanbHuii  KOMIIOHEHT XOpOBOTO IMKIy Banentunu MapTuHiok
OB’ sI3aHUM HOTO TEMOIO | 1/1e€t0, 110 BigoOpakeHo B Ha3Bi 301pku — «MoJroch 3a
VYkpainy» (2005). BaxxnuBoro 3HadeHHs JJIs1 MY3UKU I1'ITU XOPOBHUX MIiHIAaTIOp

UKy HaOyBae€ iesi BIATBOPEHHS PI3HOMAaHITHUX 3BYKOOOpPa3iB — 3HAMEHHOTO
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CITIIBY, IIEPKOBHUX A3BOHIB, «TYKaHHS» IpaJaBHIX BECHSHHUX OOPsIIiB, COHOPHHX
e(eKTiB MpoOyKEHHS MIPUPOIU, KOJIUCKOBOI Martepi-Ykpainu, siki BUOy10BaH1 y
[UTICHY ApaMaTypriuxy JiHii0, 110 00’ €IHY€ I’ ATh YaCTUH TBOPY B LIUKJL.

VY TiIeHHs TyXOBHOTO 3MICTY Y CBITCBKOMY XOPOBOMY ITUKJII CIIOCTEPITaEMO Y
TBOp1 Ipunn Anexciituyk «Jluctu 13 mynuti» (2005), anst sKoro xapakTepHUN HE
JIMIIe TOHKUHM 3BYKOITUC Ta CUMBOJII3M, a i 0COOIMBA MOJIUTOBHA 30CEPEKEHICTb,
110 J03BOJISIE TOBOPUTH MOJMUTOBHUI JUCKypc y TBopl. lloenmnanHs cydacHoi
KOMIO3UTOPCHKOI TEXHIKH 13 TPATUIISIMU TyXOBHOI MY3HKH Y XOPOBOMY MHUCHMI
(30Kpema, aHTU(OHHHUM CITIBOM 1 3HAMEHHUM PO3CITIBOM ), BAKOPUCTAHHS IIIUPOKOTO
CIIEKTPY CYYaCHMX BHUpPaXaJIbHUX 3ac00IB (COHOpPHKA, TEMOPOBHUH 3BYKOIIHC)
3poOuiu TBip 1. Anekciiiuyk 3pa3koM BUCOKOXYI0’KHBOT METUTATUBHOT JTIPUKH, 1110
CIIPaBEUIMBO BBAKAETHCA OJIHIEIO 3 IEPJIMH CYUaCHO1 YKPaiHCHKOT XOPOBOT MY3HKH.

Ha mpuknami muxmy Bikrtopii IlomsoBoi «Caitini micHecmiBu» (2015)
MIPOCITITKOBAHO 0COOIMBOCTI BTIJICHHS 1/1€1 MEIMTATUBHOCTI B MEKaX MOJIUTOBHOTO
nuckypcy. [Ipuiiomn XopoBoro nucbma, BAKOPUCTaH1 y TBOPI, a came MO€THAHHS
3aKPUTOTO 1 BIAKPUTOTO 3BYKY, COJIBHOTO i aHCAMOJIEBOTO 3By4YaHHS (TpaauIlis
PECIIOHCOPHOTO CITIBY), 31CTaBJIEHHS PI3HUX IPYI XOPY, MOJAUT XOpY Ha JiBa MIBXOPH
(Tpaauiist aHTUQOHHOTO CIIiBY), POPMYIOTh 3BYKOBUM MPOCTIpP, IKUN PEMPE3CHTYE
0araToBIKOBY HalllOHAJIbHY MY3WYHY TpaJMLiI0 — BiJ JaBHbOI IMPaBOCIABHOI
MOHO/IIi 10 COHOPUKHM €JEKTPOHHMX 3BydaHb. [ JIMOWHA CHMBOJIYHOTO BTIJICHHS
XYJIOXKHBOT 171€1, MO€IHAHHS €BPOIMENUCHKOI M YKpaiHChKOI MY3MYHUX TpaaWLIH,
BUKOPUCTAHHS HU3KHU CYYaCHUX BUPaXaJIbHUX 3aCO01B JI03BOJMIM aBTOPIIl Y TBOP1
«CBITJ11 MCHECIIBWY JOCSATHYTH BUCOKOTO PIBHS MY3WYHOTO y3arajibHEHHsI, 1[0 J1a€
MiJCTaBH BBA)XXATH HOTO OJHIEIO 3 BEPIIUH YKpaiHChKoi My3uku XXI cT.

CyyacHUM  XOpOBUM  IIMKJIaM TMpPUTAMaHHE CTWJIbOBE  PO3MAITTH,
CHIBICHYBaHHS PI3HMX €CTETHUHUX KOHLEMUIA (aBaHrapA 1 HEOPOMaHTH3M,
HE00apOKO ¥ COHOPHICTHKA) 1 CHOJYYCHHS iX y XYI0XKHHOMY MPOCTOPI OJHOTO
TBOPY. Y 1IbOMY BUSBIIIE€THCS €CTETUKA TTOCTMOJIEPHIZMY 3 XapaKTEPHUMHU ISl HEl
MOIIyKaMU CMHUCJIOBOI TJIMOWMHU Ta TOEIHAHHSAM KapIWHAIBHO TMPOTUIICKHUX

CTWIBOBUX TeHAeHIi. CydyacHa yKpaiHChKa XOpOBa My3HMKa B IIPOILIECI CBOTO
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OHOBJICHHSI 3HAMEHY€E BIJIPOUKEHHS TPaJULiil Ta OAHOYACHE IX MEPEOCMUCIIECHHS
BIJIMOBIHO /10 AYXY €MOXH.

KurouoBi cioBa: ykpaiHChbKa XOpoBa My3WKa, XOPOBUH LHKJ, XOPOBHIA
KOHIIEPT, NPOrpaMHICTh, XOpOBE KOHLEPTYBaHHS, META)KaHPOBA MOJEIIb,

MYJIBTUMEA1aIbHICTh, TOCTMOAEPHI3M.
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Ukrainian choral music of recent decades as one of the most important fields
of modern art is in the area of intersection of study interests. Theoretical musicology
notices in it tendencies to updating of already formed genre invariants and
appearance of new, atypical samples of genre synthesis. In chorology, the study of
modern compositional creative work is the most important task not only from a
scientific-research perspective, but also from the perspective of performing practice,
because the ultimate goal of diverse and multifaceted theoretical study is the
practical use of the results of the analysis of choral compositions to create reasoned
and artistically reliable interpretations.

Modern musical works, including choral cycles, are characterized by a
synthesis of arts and intertextuality. In the process of genre enrichment, choral cycles
are influenced by large vocal-symphonic genres, they organically combine different
arts, Ukrainian and foreign verbal components interact, sacred and secular principles
coexist, and, consequently, there is a synesthetic combination of texts from different

cultural periods.



The scientific objective of the dissertation is the genre and style
characteristics of the choral cycle in modern Ukrainian music.

The theoretical foundations of the work were fundamental study on the theory
of genre and style in music (B. Asafiev, M. Aranovskyi, M. Bakhtin, V. Bobrovskyi,
O. Komenda, I. Kokhanyk, O.Lihus, M. Lobanova, L.Mazel, M. Mykhailov,
V. Moskalenko, Ye.Nazaikinskyi, S.Pavlyshyn, O. Ruchievska, S. Skrebkov,
A. Sokhor, 1. Sposobin, B. Siuta, S. Tyshko, S. Shyp, etc.), cycle and cyclicity in
music (V. Bobrovskyi, N. Herasymova-Persydska, N. Horiukhina, M. Ilechko,
I. Kokhanyk, A. Kravchenko, L.Mazel, V.Moskalenko, Ye. Nazaikinskyi,
S. Pavlyshyn , L. Parkhomenko, O. Ruchievska, S. Skrebkov, I. Sposobin, B. Siuta,
S. Shyp, etc.).

The mode of cyclic nature in music has a long history, because it served as a
"mental" framework for Western European choral genres, such as mass, oratorio,
cantata. On Ukrainian ground, the formation of the choral cycle dates back to the
Baroque (party concert) and classicism (choral concert), its development in new
genre guises continues in the 19th and 20th centuries. Today Ukrainian choral music
is the most explored among all the types of music art. Thorough studies of
N. Herasymova-Persydska, M. Zahaikevych, L. Kyianovska, L. Kornii,
L. Parkhomenko, O. Tsalai-Yakymenko, O. Shreier-Tkachenko are devoted to the
"life" of choral music in the Baroque period. The works of H. Batychko, V. Boiko,
M. Varakuta, V. Osypenko, O. Shumilina, M. Yurchenko are devoted to a spiritual
choral concert of the period of Classicism. Choral art of the 19th century is
considered in the works L. Arkhymovych, V.Boiko, M. Hordiichuk,
M. Zahaikevych, T.Karysheva, L. Kyianovska, M. Cherepanyn, T. Sheffer,
L. Yarosevych, etc. Choral music of the 20th — early 21st centuries became the
subject of scientific reflections of O. Afonina, B. Aksionov, O. Bench, O. Berehova,
M. Hordiichuk, N. Horiukhina, V. Zolochevskyi, O.Zosim, Ya.Kyrylenko,
L. Kyianovska, O.Kozarenko, A.Lashchenko, L.Parkhomenko, L. Serhaniuk,
I. Sikorska, A. Tereshchenko, Yu. Shchyrytsia and others. Despite of a significant

array of scientific works devoted to Ukrainian choral music, the dynamics of the
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choral cycle in its formed stable and mobile components that affect the genre and
stylistic specificity of the work, today remains "behind the scenes".

The musical cycle, including the choral one, is characterized by the following
criteria: the presence of independent parts that contrast with each other, the union of
parts with a single idea of the work and the inner musical and stylistic idea. This
quality distinguishes the cycle from other multi-part works — collections or albums.
The dialectically complex nature of the cycle manifests in the combination of
discreteness and continuity.

In the choral cycles of contemporary Ukrainian composers, genre constants
change due to new semantic paradigms, which, in turn, affect the weakening of the
structural principles of the genre model, and therefore the semantic level comes to
the fore. The choral cycle in the postmodern manifestation is marked by the
individuality of the dramatic and genre-style solution, and it, as a rule, does not
deviate from the established model, which is recognizable.

The paper distinguishes the notion of cyclic choral work, where cyclicity is
the principle of formation, and choral cycle (S. Shchitova), in which the author's
genre nomination forms a new genre model — individualized genre form
(O. Batovska). The new genre and style model (S. Saldan) is formed according to
the individual genre style (S. Shyp), where the style is an element of genre unity
(B. Siuta).

This meta-genre structure characterizes the multimedia model of artistic
integrity in the cyclical choral works of composers of the late 20th — early 21st
centuries. Multimedia becomes a compositional and dramatic principle of
organization in the choral cycle. The key factor of cyclization is the unity of texts of
different arts (synesthetic combination of ancient musical monody and principles of
expressiveness of fresco art), coexistence of verbal components representing
different types of culture — church (Orthodox and Catholic), secular, folk, and
combination of traditions of spiritual music (significant chant, antiphonal and
responsive types of singing) and means of modern compositional techniques

(sonorism and timbre sound, acoustic effects and electronic sounds).
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The author analyzed the process of formation of choral cyclic genres in
Ukrainian musical culture. In addition, the author outlined the main stages of
formation and development of the choral cycle. The party concert was formed during
the 17th — first half of the 18th century for a cappella choir, which consists of a series
of contrasting episodes. Classical choral concert was formed during the second half
of the 18th century: three-part and four-part choral cycle, where the contrasting
principle of comparison of parts dominates.

The paper considers the ways of development of secular choral music of the
19th century. It pointed out the synthesis of classicist and romantic features,
characteristic of both spiritual and secular genres. Along with the demonstrative
attributes of the previous period — clear compositional logic, harmonious symmetry
of forms, functionality of harmonious language and chordal presentation of texture,
choral works are enriched by subjective lyricism and emotional individuality —
markers of romanticism, manifested in the extreme expressiveness of flowing
melodic lines, enrichment of the harmonic canvas.

The influence of the folklore environment is indisputable: national motifs
permeate all the choral music of the 19th century. Another manifestation of romantic
tendencies is the renewal of the genre system. There is a genre of choral miniature
that becomes the basis for the choral cycle formation. The general characteristics of
the genres of secular choral cycle and cyclic cantata are given on the example of
"Zhovnir" by M. Verykivskyi and "Raduisia, nyvo nepolytaia" by M. Lysenko.

This paper analyzes the evolution of spiritual and secular choral cycles in the
Ukrainian music of the 20th century. It highlighted the activity of the Western
diaspora and the development of choral cycles of spiritual content in the works of
emigrant artists. It is noted that the choral works of the early 20th century differ in
increasing interest in socially significant and philosophical topics. It described the
development of Ukrainian choral music in the Soviet era.

The author outlined the latest tendencies in the development of choral art in
the second half of the 20th century. The attraction to large cyclical compositions on

the texts of famous poets (classics and contemporaries), choral program cycles on
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the theme of «Seasonsy», an appeal to folklore are among them. This period was
marked by the formation of neo-baroque choral concert, created in the tradition of
Ukrainian spiritual concert, as well as expanding the genre palette of choral cyclic
works — from chamber (chamber cantata, diptych) to monumental cycles (oratorio,
liturgy, concert, fresco, choral opera, choral suite). Choral cycles tend to total
symphony and inter-genre interaction.

The author characterized genre and style varieties of choral works of
Ukrainian composers of the late 20th — early 21st centuries. They establish an
invariant relationship with the models of past periods — baroque, classical, romantic
choral concerts.

It should be noted that during this period Ukrainian choral music is enriched
by cyclic cantatas based on the poems of modern Ukrainian poets and musical-poetic
"Shevchenkiana". The "neo-folklore wave" was inspired by the search for new
meanings of ancient traditions, a modern vision of folklore and customary
archetypes of Ukrainians, as well as the reconstruction of the deep layers of the
singing ritual culture of Ukrainians.

Represented by spiritual works for choirs a cappella for canonical Latin and
Church Slavonic texts, by extra-liturgical opuses for biblical texts, which present the
direction of the "new sacredness" the genre palette of choral cycles expands. In
spiritual theme works composers turn to symbolic-sacred modes — established
historical genre archetypes of Mass, requiem, choral concert, liturgical chants). The
drama of the renewed spiritual concert bases on the principle of contrast-comparison
of personal / general, subjective / objective, where all the ensemble capabilities of
the choir are fully demonstrated, and the choral concert is based on a synthesis of
virtuosity and colour. The paper notes that the "neo-sacred" model of contemporary
Ukrainian music became a manifestation of the stylistic tendency of postmodernism
in the works of Ukrainian composers of the late 20th — early 21st century.

The author concretized general genre and style tendencies of compositional-

dramaturgical and semantic features of choral cyclic works.
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The concept of "season" in the choral works of Ukrainian composers of the
second half of the 20th century is realized in three dimensions — meaningful,
formative and stylistic. The meaningful dimension reflects the philosophical idea of
eternity and cyclical repetition and is universal for all analysed choral cycles;
formative dimension reflects the appeal of composers to a four-part choral cycle,
where the parts unite on the suite principle; style parameter allows distinguishing
three types of works. The cycles focused on romantic stylistics are based on the
predominance of landscape imagery (choral cycles of Borys Liatoshynskyi and
Taras Kravtsov); neo-folklore works (choral cycles by Lesia Dychko and Valentyna
Martyniuk) appeal to archaic folk ideas of the natural cycle; intellectual polystylistic
play distinguishes the choral cycle of Myroslav Skoryk, and to some extent is
represented in the works of V.Martyniuk and T. Kravtsov. An individual
interpretation of the universal idea of cyclicity marks all these cycles.

The analysis of semantic and compositional-dramatic features of the choral
cycle "Frescoes of Kyiv" (2016) by Victor Stepurko determined that a characteristic
feature of the composer's choral writing is a synesthetic combination of artistic
principles of music (ancient church monody) and visual (fresco) arts. It appears
through the intermediality of the architectural and compositional organization of the
work.

The verbal component of Valentyna Martyniuk’s choral cycle is connected
with its theme and idea, which is reflected in the title of the collection — "I Pray for
Ukraine" (2005). The idea of reproduction of various sound images becomes
important for the music of the five choral miniatures of the cycle, for example,
symbolic singing, church bells, "shouting" of ancient spring rites, sonorous effects
of awakening of nature, lullabies of Mother Ukraine, which are built into a single
dramatic line, uniting five parts of the work in a cycle.

The embodiment of spiritual content in the secular choral cycle can be
observed in the work of Iryna Aleksiichuk "Letters from a shell" (2005), which is
characterized by not only subtle sound and symbolism, but also a special prayerful

concentration, which allows speaking prayer discourse in the work. The combination
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of modern compositional techniques with the traditions of sacred music in choral
writing (in particular, antiphonal singing and significant singing), the use of a wide
range of modern means of expression (sonorism, timbre) made the work of 1.
Aleksiichuk a model of highly artistic meditative lyrics, which is rightly considered
one of the pearls. Ukrainian choral music.

Viktoriia Poliova’s cycle "Light Songs" (2015) shows the peculiarities of the
embodiment of the meditation idea within the prayer discourse. The choral writing
techniques used in the work, namely the combination of closed and open sound, solo
and ensemble sound (responsorial singing tradition), comparison of different choir
groups, division of the choir into two hemispheres (antiphony singing tradition) form
a sound space. The sound space represents centuries-old national musical tradition:
from the ancient Orthodox monody to the sonorism of electronic sounds. The depth
of the symbolic embodiment of the artistic idea, the combination of European and
Ukrainian musical traditions, the use of a number of modern means of expression
allowed the author to achieve a high level of musical generalization in the cycle
"Light Songs". It gives reason to consider it one of the peaks of Ukrainian music of
the 21st century.

Modern choral cycles are characterized by stylistic diversity, coexistence of
different aesthetic concepts (avant-garde and neo-romanticism, neo-baroque and
sonorism) and their combination in the artistic space of one work. This reveals the
aesthetics of postmodernism with its characteristic search for semantic depth and a
combination of radically opposite stylistic tendencies. Modern Ukrainian choral
music in the process of its renewal marks the revival of traditions and their
simultaneous rethinking in accordance with the spirit of the period.

Key words: Ukrainian choral music, choral cycle, choral cycle, program

music, choral concerting, meta-genre model, multimedia, postmodernism.
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