AKi BUHMKAIOTD IIiJ Yac CIIiBY, BifirpaloTh BEIMKY PO/Ib L[OO KOHTPOJIO 3a TOIOCOM,
OCKi/IbKI BOHY BUPI3HAITHCSA CTAabIIbHICTIO.

CrocoBHO KOHTPOMIOIOYMX 3aXOfiB 3a TONOCOYTBOPEHHAM Ha Ileplle Micle Cif
IIOCTABUTY CNYX, TOAi AK Apyre Miclie 3aiiMae M’sI30Be BiJyTTA — PYXOBMUIl KOHTPOTID.
IIpu cucTeMaTHYHNX, PeTeNbHNUX, L/IECTIPIMOBAHNX 3aHSATTAX M SI30B1 BIf4y TTsI MOK/IBO
HATPEHYBATV TAKVMM YIHOM, IO CTYZIeHT B YMOBAaX OBHOTO aKYCTIUYHOTO 3aI/TylIyBaHH,
Oyze MaTy 3MOT'Y CIiBaTH IHTOHALIITHO YICTO, 3 IPABIIBHOIO BOKa/IbHOI Honuiiero. Criif
Bi[I3HAUMTU: PYXOBMI KOHTDPOJIb, 3HAYHOIO MipOI0, IPOAB/IAETHCA Ha KiHIIEBOMY eTalli
3aCBOEHHA CHiBal[bKMX PyXiB. [loyaTKOBMIl eTam romocoBoro BUXOBaHHA 3/ilICHIOEThCA
TOTIOBHMM 4YJHOM 32 PaXyHOK CTyXOBOT'O KOHTPOJIIO.

OTxe, HeOOXiHICTD PO3YMIHHA BMK/IafjadeM aKafeMiYHOTO CIIBY, 110 € AiiiCHO
AKICHO, a 110 He 30BCiM, Y IOYYTOMY BOKa/IbHOMY BYKOHAHHi Oe3nepeyHa.

BuxoBaHHS BOKa/IbHOTO CMaKy, 6yj0Ba 00pa3y eTa/OHHOTO 3BYKa B ysBI BUK/Iafada
aKaJleMi4HOTO CIIiBY € JOCUTD BX/IMBUM aCIIeKTOM y Ipoweci opMyBaHHs npodeciitHux
MY3UYHUX 3[{I0HOCTEIT, & CaMe y TPeHYBaHHI BOKaJbHOTO CTYXY.

®opMyBaHHA BOKaIbHOTO CIYXY HEOOXi/IHO 3/i/ICHIOBATI KOMIIIEKCHO, & CaMe:

1. Y mpoueci BUXOBaHHS TONIOCY, TOOTO I YaC HAKOMMYEHHs IIPAKTUYHNUX YMiHb Ta

HaBUYOK.

2. Ilpu mpocmyxoByBaHHI BiTHOCHO BeIMKOI KilTbKOCTi BOKa/IbHOI My3UKIL.

BaxcmiBo sAKoMora Oimble cayXaTy 3pasky BOKAIbHOI TBOPYOCTI fK Y 3aIliCYy,
TaK i B KBOMY BUKOHAHHI BiJOMVX Ta BUJATHUX CIiBaKiB. Ocob6muBo ¢ BigMiTUTI
HeOOXifIHICTh Tpoliecy 0OroBOpeHHs I aHaisy mouyToro. TakuM YMHOM, CTYAEHT
HaOyBae HeoOXIJHOTO AOCBIfY PO3PISHATI SAKICHE BUKOHAHHA Bl HEJOCKOHA/IOTO.

I1ix yac crinKyBaHHA 3 BUKTafayaMy Bil0YBa€TbCA KOPETyBaHHA CBOIX 0COOMCTHX
HOI/LAIB 3 fyMKamu HpOQeciiiHuX My3JMKaHTIB, 110, BOYEBN/b, BIUIMBAE Ha IOSBY
0COOMCTO yMKI 3 IPUBOJY TIOYYTOTO.

Ilocriitne, mocnifioBHe, BiANOBiZa/NbHe KePiBHMLUTBO BUK/IajadeM  HpOLeCy
BIXOBAaHHA BOKaJIbHOTO CTYXy CTY/leHTa — 3aIlOpyKa JI0ro CaMofl0CTaTHOCTi Ta YCHilHOL
Ma17l6yTHbo'1' BOKaJIbHO- BUKOHABCHKOI Ta BUK/TAAI[bKOI Jis/ThBHOCTI.

I. Kupux

AHCAMBJ1b KOHLEEPTMENCTEPIB Y KJTACI XOPOBOIO IMPUT'YBAHHSA:
CMELUUDIKA POBOTU

I Kyryk

ENSEMBLE OF CONCERTMASTERS IN THE CLASS OF CHORAL CONDUCTING:
SPECIFICS OF WORK

Ocrannimu pokamu xoposi akyinbrern 3BO Ykpaitu CTHKAIOThCA 3 HeCTayelo Ipo-
eciitHux KafpiB, KOTPi MAIOTb MOX/IUBICTD 1 Oa)KaHHA IIPALIIOBATI KOHL[EPTMelicTepaMut
Y K/Iacax XOpOBOTO IMPUIyBaHH:A. 3a HAABHOCTI BE/MKOI Ki/IbKOCTi BUITYCKHUKIB-TiaHic-
TiB Maibke BCi IIparHyTh OyTH BUKIafadamu QopreriaHo abo cOMCTaMi-BUKOHABLIAMIL.
Criyy 3a3HA4NTH, 1O MaHICTH, AKi HAMATAIOThCA ONMAHYBATH POOOTY Y K/1aci AMpUIyBaH-
Hl, CTUKAIOTbCA 3 OararbMa TpygHolamu. [T0BHOLiHHe HaBYaHHA MOJIOJOTO JMPUIeH-
Ta Ha yPOKaX HEMOXJIMBe 06e3 MAKCHMa/lbHOrO NPYUOMIDKEHHA YMOB Po6OTH B KiIaci 10
pobotu xopmeiictepa besnocepenHbo 3 XopoM. [l 1poro i moTpibHa pobora He TiMbKM
BUK/IA/la4a Ta CTYJEHTa, a il JBOX KOHIePTMeliCTepiB, fAKi IPaloTh B aHCaMOIi JBOXOPHI
Komo3util a cappella, xoposi TBopu a cappella 3 comictoM, TBOPH i3 CYIPOBOLOM, BE/MKi
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BOKa/IbHO-cuM(oHiuHi Gopmu Ta omepHi cLeHn. BinTBopeHHS ofHUM KOHIiepTMelicTe-
POM OpKeCTPOBOI TIapTil, a PYTUM — BOKaTbHO-XOPOBOI IIAPTUTYPH HO3BONAE CTYAEHTY
BifjdyTH BCIo OBHOTY QakTypu TBOpy. OToKe, BUHMKAE HEOOXIHICTD OKPECIMTH CrIeny-
iy poboTu aHCaMOMI0 KOHIIepPTMelCTepiB Y K/Iaci XOpOBOTO IMPUTYBaHHS.

3 yMIHHAM KOHLEPTMeIICTepiB [JOCAITH aHCAMOMO IIOB’A3aHO OesjoraHHe
OpIEHTYBAHHS X y [MPUIEHTCHKUX JKeCTaX (TeXHIYHMX Ta XYJOXHIX), OCKUIbKM came
PO3yMiHHA AMPUTEHTCHKNX OaXkaHb 6e3I0CepeiHbO BINMBAE HA CTYIIHb MaiCTEPHOCTI
BIKOHABCbKO] iHTepnperaii. Ilepuoyeprose saBraHH:A KOHIEPTMENCTEPiB — PO3YMiHHA
ayQTaKTiB-XecTiB, 10 BiTBOPIOIOTH yCi CKIafOBI MY3MYHOro mporecy. B aypraxrax
3aK/IaJIeHO Bil4yTTs IIPaBUJIbHOTO IUXAHHS MY3UKI, AKe CIPYUAE BUPA3HOCTi BUKOHAHHSA
Ta CUHXPOHHOCTI B I'pi.

Ha mouaTkoBoMy eTari po60TH 3 TBOPOM BaXK/ITMBUM € BMiHHA KOHILiepTMeiicTepa
LIBUAKO OpPIEHTYBATUCA B HOTHOMY TeKCTi. JIIi OCATHEHHS IIMOVHM XYHOXHBOIO
00pasy TBOPY BMKOPHCTOBYITb 1 JIOr0 IPOCTyXOBYBaHH:A B 3amuci. lle momomoxe
KOHI[epTMeIiCTepy SACKPaBO YABUTH 3aBJAHHA OPKeCTPOBOI TKAHUHU y QOpTeniaHHOMY
BUK/IaJeHHi Ta Bif4yTM CIiBOYY IPMPOJY BOKaNIbHO-XOPOBOI MAPTUTYPUL.

MaiicTepHicTb KOHIIepTMeiicTepiB T0B’sI3aHa 31 CTyIeHeM PO3BUHEHOCT] iX My3Hd-
HOTO MMC/IEHHS, BII4yTTAM CMICIOBOTO 3HAa4EHHA KOXHOI My3uyHOI iHTOHauii. 3Bifcu
BJHUKAE {IeHTIYHICTb Y BUKOHAHHI Iay3, 1e3yp, Y ppa3yBaHHi Ta arori4HMX 3PYIICHHAX.
Ha neBHux eramax posy4yBaHHA TBOPiB KOHLIEPTMENCTEPY MOXYTb IIPaLlOBAaTy CaMo-
criitHo (6e3 gupurenta). Taka poboTa crpsMOBaHa Ha BUHAXOKEHHS IMHAMIYHOrO 6a-
JIAHCY, BUOKPEM/IEHHS TOJIOBHOTO Ta JPYTOPALHOTO MaTePiay, IepepO3MOKiT My3IMIHOTO
Marepiany MK jBOMa iHCTpyMeHTaMM (Y BEIMKUX 6araTOXOPHUX KOMIIOSMIIIAX).

OpnHUM 3 TOOBHMX KOMIIOHEHTIB aHCaMOJIeBOi Ipi KOHIIEPTMeICTepiB € BigayTTs
temrry. OCHOBHMII TeMIl y Oyfb-AKOMY TBOpi Mae HeBemvki BimxumeHHA. Des rux
BiIX1/1eHb BUKOHAHHST I‘y6I/ITb CBOIO eMOLIiJIHICTb Ta BupasHicThb. KoHueprmerictepam, 1o
rpalTh B aHCaMO/Ii, HeoOXi/IHO PO3BMBATH BifYyTTA TEMILy Ta 3allaM ATOBYBATY TEMIIOBI
3MiHI Y TBOPaX.

HarironmmM 3aco60M BUAB/EHHS il lepefjadi [YMOK Ta MOYYTTiB BUKOHABCHKOIO
MuCTenTBa € TeMOpanbHe 3abapBieHHs 3ByKa. ToMy A KOHLepTMeiCTepiB, KOTpi
TpalTh B aHCAMO7I, BifuyTTa TeMOPOBOI MAJIITPM OPKECTPOBOTO Ta BOKAIBHO-XOPOBOTO
3ByYaHHA — HeOOXijIHa AKiCTh BUKOHAHHA. 30iHeHa TeMOpOBa NaiTpa 3BYKY IpH Ipi Ha
IHCTpYMEHTi HOBHICTIO /IMIIA€ TBip ACKPaBOI eMOLIHOCTI Ta 3MiCTOBHOCTI.

Oco6miBy cKafiHiCTh Mae Ipa B aHcaM671i XopoByX TBOpiB a cappella, Gakrypa sxux
He BiJTBOPIOETHCA HA OJHOMY iHCTpyMeHTi. CaMe TYT KOHIepTMelicTepaM HeOOXiTHO
MaricTepHO BOMOZiTH XapakTepoM Tyie legato (imitanisa «cmiBy Ha iHCTpyMeHTI»), 06
oTpuMary pisHO6apB’s TeMOpiB XOpoBOI (aKTypH, OPM3OHTANIbHY Ta BEPTUKAIbHY
BMPA3HICTb XOPOBOTO BUKOHAHHSL.

HatickmagHimmM € BiT4yTTA aHCAMONI0 KOHILIEPTMENCTEpiB B OINEPHUX CIieHAX.
BaxxnuBuM € Te, mo6 KOHIepTMelicTepy, Mepef TUM AK BYUTY XOPOBY CILeHY, MAlOTh
peTenbHO IpoaHami3yBamu oOpasHMil 3MICT CLieHH, TexHiuHi ocobmmBocti ii rpum,
TeMaTy3M, JeIITMOTMBY IIEPUIOTO Ta JPYLOro IVIaHy, 0COOMMBOCTI COMBHUX emi3oAiB
Ta peunTtaryBiB. | TiTBKM MiCA aHAMTHYHOI POOOTH HAJ CLIEHO MOXKHA MOYMHATH il
PO3ydyBaHHA Ha iHCTPYMEHTI.

Yci TBOpui aHcamOeBi 3aBJaHHS IOBMHHI BUPILIYBATHCA Ha OCHOBI KPOIITKOI
aHa/mTIYHOI po6OoTH MiaHicTiB. YnM MIMpIe My3UYHWIT CBITONIA MiaHICTIB, WM rmOuI
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JI0T0 MY3IYHIi acoliallii, CTyXOBi yABNEHHS, TUM Gibie TIEPEIYMOB [0 JOCATHEHHA y Ipi
ACKPABIX, PI3HOMaHITHYX BiTIHKIB My314HOro 06pasy, 6ararcrsa TeMOpOBOI HayIiTpiL.

KoHieprmeiictepu, siki 6arato pokis mpaliooTh B aHCaMO/i, Ha HTYiTHBHOMY piBHI
Bi[4yBalOTh OfjYIH OJHOTO, iXHE BUKOHAHHSA CTA€ JIOTiYHMM Ta BUPA3HUM.

A. Shchyrba

CREATIVE CONCEPTS OF FUNERAL MUSICAL GENRES IN MUSIC
OF CONTEMPORARY UKRAINIAN COMPOSERS

A. MTupba
TBOPYI KOHLENLYi TPAYPHUX MY3UYHUX XXAHPIB Y MY3ULLI CYYACHUX
YKPAIHCbKMX KOMMNO3UTOPIB

Spiritual music has always formed the main part of human aesthetic views and
accompanied each person throughout the life cycle: from birth to death. Generations are
changing with the music that comes with it.

While Orthodox memorial services were traditionally held only in churches until the
XX century, the requiem genre had already taken a prominent place in Western European
concert music since the XVIII century. However, in Ukrainian music literature, appeals to
the requiem genre were rare up until the 1980s and 90s. The appearance of V. Sylvestrov’s
“Requiem for Larysa” (1997-1999) at the turn of the XXI century was, of course, a notable
phenomenon in the development of the requiem genre in Ukrainian music literature.

The problems outlined by our topic were partially highlighted in the researches of
H. Karas, O. Vasylenko, O. Nikytiuk, O. Kramarenko, V. Yatsenko and others.

The purpose: consideration of the influence of Catholic and Orthodox funeral genres
formation on the contemporary music of Ukrainian composers (on such specific examples
as “Dirge for Those Who Died of Famine” by Ye. Stankovych; opera-requiem “Iyov” by
R. Hryhoriv, I. Razumeiko; “Maidan-2014” by V. Sylvestrov) and description of the creative
parameters of its realization.

“Panakhyda za pomerlymy z holodu” (“Dirge for Those Who Died of Famine”)
Music by Yevhen Stankovych. Lyrics by Dmytro Pavlychko

“Dirge for Those Who Died of Famine” is an oratorio for academic and folk choirs,
soloists, a reciter, and a large symphony orchestra. Commissioned by the Ukrainian
government in 1992, the piece consists of 15 parts and is characterized by the combination
of the canon of the ritual funeral church service and the artistic images in Pavlychko’s
poetic text.

“Panakhyda za pomerlymy z holodu” follows a deeply ritual storyline based on
funeral prayers, which have been used by the Ukrainian people since the adoption of
Christianity. Responsorial and antiphonal singing between two of the choirs represent the
church singing of the Orthodox tradition, and the lamentations of the nation. The use of
traditional spiritual hymns, such as “Hallelujah” and “Hospody Pomyluj’, the first and the
last parts of the composition “Amen” and “Eternal Memory’, (that canonically serve as the
beginning and the end of the funeral service), emphasizing the liturgical roots of the music.
Tetyana Novytska draws the parallels in traditions between the individually interpreted
Stankovychs “Holy God’, suggesting that in the Orthodox tradition, the former leans more
towards glorify. However, in Panakhyda-masterpiece, the “Holy God” takes on a dramatic
and tragic character, resembling the picture of Judgment Day in the traditional Catholic
“Dies Irae”
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