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CONCEPTUAL FOUNDATIONS OF UKRAINIAN GUITAR STUDIES :
A REVIEW OF RESEARCH IN THE FIRST DECADES OF THE TWENTIETH CENTURY

Kurach Yurii — PhD student at the Department of Music History, Senior Lecturer at the Department
of Folk Instruments, Mykola Lysenko Lviv National Music Academy

The basic conceptual foundations of Ukrainian guitar studies are analysed on the basis of the analysis of
scientific research of the first decades of the twenty-first century.

It is argued that the most studied problems in the field of guitar studies of the first decades of the twenty-first
century are such as the history of guitar art in the synthesis of performing and composing creativity, the concept of
universalism in explication on guitar creativity, the features of which can be considered on the example of the activities
of most prominent guitarists, traced some ways of forming the Ukrainian guitar school, analysed numerous examples of
musical works by foreign and Ukrainian authors, etc.

At the same time, a number of problems that are extremely relevant for the further formation of the guitar studies
field need to be studied, including a holistic vision of the ways of evolution of the Ukrainian guitar school as a
phenomenon of European musical art, the connection of the musical and performing archetype of the guitarist and his
‘stylistic portrait’ with national, mental, aesthetic, psychological and other important factors of influence. In studying
these issues, we see prospects for further research in the field of guitar studies.
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CONCEPTUAL FOUNDATIONS OF UKRAINIAN GUITAR STUDIES :
A REVIEW OF RESEARCH IN THE FIRST DECADES OF THE TWENTIETH CENTURY
Kurach Yurii — PhD student at the Department of Music History, Senior Lecturer at the
Department of Folk Instruments, Mykola Lysenko Lviv National Music Academy

The purpose of the article is to identify and characterise the main conceptual foundations of Ukrainian guitar
studies based on the analysis of scientific research of the first decades of the twenty-first century.

Research methodology. The study uses the basic principles of historiographical and source research methods,
which allowed us to systematise the information about the scientific works under consideration in a certain way. The
methods of analysis and synthesis allowed us to distinguish the main ideas of these works from the positions relevant to
modern Ukrainian guitar studies.

The results. The analysis of the main content created in the first decades of the XXI century in the field of
guitar studies has shown that the most studied problems are such as the history of guitar art in the synthesis of
performing and composing creativity, the concept of universalism in explication on guitar creativity has gained
significant development, features of which can be seen in the work of most prominent guitarists, traced some of
the ways in which the Ukrainian guitar school was formed, analysed numerous examples of musical works by
foreign and Ukrainian authors, etc.

At the same time, a number of problems need to be studied that we consider extremely relevant for the further
formation of the guitar studies field, including a holistic vision of the ways of evolution of the Ukrainian guitar school
as a phenomenon of European musical art, the connection of the musical and performing archetype of the guitarist and
his «stylistic portrait» with national, mental, aesthetic, psychological and other important factors of influence. In
studying these issues, we see prospects for further research in the field of guitar studies.

Novelty. The scientific novelty of the study lies in the identification and systematisation of the main ideas of
scientific works of the first decades of the twenty-first century in the field of Ukrainian guitar studies.

The practical significance. The results of the study can be used in the educational process in music institutions of
higher education.
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Ilcamom Ne 67 Jleci Juuko Bmepmie MpOaHATi30BAaHO B KOHTEKCTI TYXOBHOI XOPOBOi TBOPYOCTI KOMIIO3HTOPKH.
BusneHo 00pa3HO-3MICTOBI, JpaMaTypriuHi, KOMIO3WIIIHHI, CTPYKTYPHI Ta CTHIICTUYHI OCOOIMBOCTI TBOPY. 3’SICOBAHO, IIIO
3MICT arleJIioe JI0 ITJHECEHO-YPOUrcToi 0Opa3HOCTI i eMOLiiHOCTI; OyZ0Ba MOEHYE PHCH TPHYACTUHHOI (DOPMH PENpU3HOTO
THILy 1 POHZIO 3 BUKOPHCTaHHM IPHHIIMIIB BapiallifHOrO PO3BUTKY; IUIICHICTh KOMIO3MII] peali3yeThCsl Ha PI3HUX PIBHSX —
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00pa3HOMy, (HOPMOTBOPUOMY, TOHAIBHOMY, (aKTypHOMY. Bif3HaueHO pOJIb CHHECTE3IHHOTO MUCIEHHS KOMIIO3UTOPKH Y
KOHIICTIIIii XOPOBOTO TBOPY, IO BHSIBISIETHCS Yy 0araTcTBi KOJOPHUCTUYHHMX ©(QeKTiB. Pe3ylbTaTd CTHIICTHYHOTO aHalli3y
BKa3yIOTh HA CHHTE3 TPAANIIIHO-KIIaCHYHIX, HAIlIOHATFHIX 1 IHHOBAILIIHIX TIPUHOMIB XOpOBOTO TTHCHMA.

Knrouosi crosa: icamom, 1yxoBHa My3HKa, X0p, YKpalHCbKa KyJIbTypa, TBopuicTs Jleci Juuko.

Axmyanvuicms memu. XOpoBa My3UKa € TMPIOPUTETHOIO KAaHPOBOIO CQEpor0 TBOPYOCTI BHIATHOL
ykpaiacekoi kommosutopku Jleci [uuko (Hap. 1939 p.). Sk 3a3mavae H. Bemik-3omotappoBa, came «xop €
HEBIiJl €MHOIO KOHCTaHTOIO TBOpYoro mucieHHs JI. Jlndko, Kpi3p MpU3My SKOTO PO3KPHBAETHCS CBITCHKE Ta
IyXOBHe, cydacHe i oapiuHe» [1; 229]. baratcTBo i rmmOuHa Xym0XKHIX 00pa3iB MUCTKHHI OCOOIHMBO BHPa3HO
BTJICHI Y XOPOBHUX OIycax AyXOBHOTro 3MmicTy. OmuH i3 Takux npukiamniB — «llcamom Ne 67» mis sxiHO4OTrO XOpy
a capella. Ileit TBip OpraHiuHO BIHMCYETHCS Y KOHTEKCT MCATIMOBOI TBOPUYOCTI YKPAIHCHKUX KOMIIO3UTOPIB, sSKa
HHUHI aKTHBHO PO3BHBAETHCS, PENPE3CHTYIOUM SICKpPaBi TBOPYI EKCIEPUMEHTH 3 PI3HUMU BHKOHABCHKHUMH
CKJIaJIAaMH Ta ’KaHPOBO-CTHIILOBUMU pimeHHsAMH. OTxe, 3BepHenHs JI. [Iuuko no tekcry «llcanTtups», cyroaocue
Cy9JaCHUM TEHJICHIIISIM TIOCTYITY YKPaiHCHKOI My3HKH, YHAOUHIOE aKTyalIbHICTh 00paHOT TEMH JTOCITIDKEHHS.

Ananiz ocmannix nyonixayiu. YXurrerpopuicts JI. lako HeomHOpPa30BO MpHBEpTaja yBary BUEHUX,
3okpeMa, M. [opgiiiuyka [2], JI. Tlapxomenko [6] ta C. I'punum [3], — aBTOpiB MOHOTrpagiuHUX MpaLb.
My3HuKO3HaBII BHUBYAIOTH 1 XAHPOBO-CTHJIBOBI AacleKTH TBOPYOCTI KOMIO3UTOpKU. Cepen HaHOinbII
ITPYHTOBHHX JIOCII/DKEHb ii XopoBoi my3uku — mpans O. Ilucemennoi [8], B AKiii BHOKpeMIIEHHI pO3Iil
«lyxoBHa TBOPYICTE». Y I[bOMY PO3[iNi aBTOPKA PO3TISAIAE KOMIO3HIIHHI Ta MOBHO-CTHIIICTHYHI O3HAKU
HU3KHM PI3HOKAHPOBUX IyXOBHUX TBOpiB JI. /luuko, ane ocoOnuBy yBary mnpuiiise sxaHpy jmityprii. o
JTYpTiHHOT MY3WKH KOMITO3UTOPKU arellfoe i KOJIEKTHBHA CTATTS YKPATHCHKUX JOCHTITHUKIB, TIPHUCBIYEHA
0COOJIMBOCTSIM XepyBUMCBHKHX MmiceHb [11]. Pi3Hi acieKTH XOpOBOTO CTHIII0 MUCTKWHI BHCBITIICHI TaKOX Y
poborax T. I'ycapuyk [4], H. Crenanenko [10], H. Benik-3omorapworoi [1], JI. Cepraniok [9] Ta €.
[Taxomogoi [7]. OmHak «Ilcamom Ne 67» anst )kiHOYOTO XOpy & cappella y »xomHii Tipalli He pO3TISAAETHCS.

Mema cmammi — npoananizyBatu «llcamom Ne 67» Jleci [Iudko B KOHTEKCTI JYXOBHOI XOpOBOI
TBOPYOCTi KOMITIO3UTOPKHU Ta BUSIBUTH OCOOIMBOCTI CTUITICTUKH LIOTO TBOPY.

Memooonoeiune niorpyrms. MeTonos0rist JOCITIIKSHHS CIIMPAETHCS Ha MDKIAUCIMIUTIHAPHUHN TTIXIM, 1110
BKJTFOUYA€E KyIBTYPOJIOTIYHUH, PENiriiHHO-PiI0CO(CHKH, TEKCTONOTTYHHI Ta My3HUKO3HABYHMN aCTIEKTH. 3aTydeHO
TaKi 3arajbHi Ta crieliajbHi METOAN: iICTOPUKO-KYIbTYPHHH, TEKCTOIOTIYHNH, CEMiOTHYHUH, My3UKO3HABYHH.

Buxnao ocnosnoco mamepiany. JI. Jlnuko — aBTOpKa 3HAYHOI KUTBKOCTI TBOPIB JyXOBHOTO 3MICTY,
6e3MocepeIHRO Ta OMOCEPEKOBAHO OB’ SI3aHUX i3 OOTOCITYKO00BOIO MPAKTUKOIO. i 3aIliKaBIeHiCTh KAHOHIIHIMU
TEKCTaMH{ Ta MY3HYHO-TIPABOCIIABHOIO TPAJIHLIEIO CSATAE IIE PaTHCHKOTO Mepiojty, KO pelliriiHa TemaTrka Oysa
3abopoHeHor. CUMNITOMaTH4IHO, 1110 came JI. /Iiudko crana mepiioro sKiHKO0 y CIIOB’STHCBKOMY CBITI, SIKa B3suiacst
3a HarmcanHs Jlityprii. Ha mymxy C. I'puim, «vorsio © BumaTvcs HENPHIAHATHAM YK HEBUIIPAB/IAaHKM HECTIO/IBAaHE
3BEpHEHHSI JIFOJIMHHU, BUXOBAHOI B PaSTHCBKOMY IYCl, 10 IIEpKOBHUX OoxecTBeHHUX JliTypriit. [Ipote ix po3ymiHHIO
HE MyCHJIa TepeAyBaTH peiriiiHa 3aaHraXKOBaHICTh CaMOr0 aBTOpa, a INBHIIIE KHOr0 MOPaIbHO-CTHYHI
niepexoHanHs1. Jlecs Juuko 3aBx/u OyJia MOKaIIMBOIO JIO CAKPATLHOTO B MUCTEIITBI, 10 HE3BIIaHUX HOTO TJIMOWH.
I B «JliTyprisix» ocsTHEHHS iX CEHCYy BiUyBaeThCs 3 yciero oueBHHICTIO» [3; 111-112]. Ha croromui mopoGok
MUCTKHHI Y IILOMY JKaHpi CKJIaJiae HU3Ky TBOPIB: «JIITyprisy U1 COMpPaHO 1 4OJIOBIYOTr0 XOpY Ha KAHOHIYHI TEKCTH
(1989 p.); «Jlityprist Ne 1» mist comicTiB Ta )iHOYOro Xopy Ha kaHoHi4Hi TekctH (1990 p.); «JliTypris Ne 2» mist
mirrasoro xopy a capella sa kanowniuni Tekctu (1990 p.); «Ypouncra Jlitypris» 1is mitanoro xopy (1999 p.).
OkpiM JiTYprii, BaXIuMBe Miclle B CerMeHTI ayxoBHOI TBopuocTi JI. JIMUko MmocigaroTh KOHLEPTHI OIyCH HA
KaHOHIYHI TEKCTH Ta ICATIMOBI BIpIIIi CIaBOCIIOBHOT'O Ta OJIarajbHOro (€KTeHiMHI MOJIUTBH) XapaKTepy sl COJICTIB
13 CynpoBOJIOM Oprany abo opkectpy: «Otue Harm» Juis Oaca i oprany (1995 p.), «bnarocioBu, ayie Mosl,
Tocrioma» uist conpato i kameproro opkectpy (1995-1998 pp.), «Tobi criBaemo, Tebe 61arocIOBUMOY IS
comnpano Ta oprany (1996 p.), «Xsaiuite 'ocrioga 3 Hebec» i TeHOPa, MeLO-conpaHo Ta oprany (1997 p.).
Li TBOpH XapaKTepU3yIOTHCS TBOPUOIO CBOOOJIOI0 Y BTIIEHHI OCOOMCTICHUX PO3JIyMiB Ta MOYYTTIB Mi3HAHHS
nianory JlronuHu 3 boroM Ta mparHeHHSM OCSTHYTH «...TJIMOMHHI NMPOLECH PUTYAIBHOTO Ta CBITCHKOTO B
JIyXOBHIN My3uiti» [2; 11].

«[Icanmom Ne 67» s xkiHodoro xopy a cappella (1999) noriuHo MpoaoBXKye JIHIIO 3BEPHEHb aBTOPKH JI0
«Kunuru ncanmis JlaBunoBux» Ha etari i TBopuux mourykis 1990-x pokiB. 3MicT IIbOTO Bipia y nepexnasi [Bana
Orienka’ [4] Brimoe BimayTTs TIHMOOKOro 3B 3Ky Mik JloguHoro 1 TBopiem, pamicTh Ta BASYHICTH
BceBuniapomy 3a Oyiarofarth i CBITJIO, MUP Ta MOPS/IOK, IUTIAHICTD Y (DI3MYHOMY Ta JyXOBHOMY ICHYBaHHI, a
TAKOX TIMOOKI PO3AYMH PO CMHKCI MPABEIHOTO XUTTS BipsHuHA. Llef ypouucTo-migHeceHuit ToHyC moe3ii
HaOyBa€e KpHILTAJICBOI YUCTOTH i J3BIHKOCTI B MY3MYHOMY 3BYYaHHI 3aBJSIKH BUKOPHUCTAHHIO KOMIO3UTOPKOIO
BUCOKOTO pericTpy kiHouux royociB. «Ilcamom Ne 675 mae aBTOpChKY NpHCBATY Xopmeiicteptn JIroqmui Baiini,
XyJIOXKHIH KepiBHUIII JKiHOYOro Xopy «[laBaHay, y BUKOHaHHI SIKOTO TBip Mpo3By4aB yrepine. [Ti3xirre s xoposa
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KOMIIO3HITiS 3aKpIITHIIacsl B KOHIIEPTHOMY peIiepTyapi 0araThboX YKpaiHCHKHX KOJICKTHBIB, 30KpeMa KamepHoro
xopy «KuiB» Ha 9o 3 M. I'o6mrraem ta KuiBebkoro kameproro xopy «Kpemo» minx opymoro b. [Tmimma.

«[Icanom Ne 67» BUPI3HAETHCS CTPYHKOIO KOMITO3HLIEIO BUTLHOI OYyIOBH, B SIKiil MOEIHYIOTHCS PUCH
TpudacTuHHOI popmu penpusnoro tuny (Beryn — OcnoBuuii po3nin — Coda) 3 enemenTamu ponao (A—B-—
A1-Bi1—A,) Ta mpuHIMIAMH BapiamifiHOTO PO3BHTKY. XapaKTepHa OCOOJHBICTH apXiTEKTOHIKH TBOPY —
TEMaTHYHI ¥ TOHAIBHI «apKW» MDK PO3AUIAMH, IO CIPHSIOTH LITICHOCTI W MOHOIITHOCTI JApamaryprii
KOMITO3UIIi1. Y HaBeleHii HIK4Ye TaONUIl CXeMaTHYHO MMO3HAYEHI CTPYKTYPHO-TEMAaTH4HI PO3/IiIN rcanma 3
BiJIIIOBITHUMH TOHAJIbHUMH IIEHTPAMH, Y TIOCIITOBHOCTI SIKAX MPOCTEXKYETHCS MTEBHA CHMETPIs:

Beryn A B Ay B; A, C Coda
«Hexai «Hexai «ITocepen «Xaii Tede «bo ™1 «Xaii Tede «3eMits «Hexaii
OyarocioBysie HAC Bor HapOJiB yCiX | BUXBAJIOT | MPABAOI0 | BUXBAJIIOTH | BPOXKal | OIarocioBis
Bor» MIOMUITY€ CHaciHHSA b HapOau» cynuut Hapoau» CBilt € Hac bory
Hac» TBoe» HapOJIN» JTaJIa
Maestoso Allegro Allegro Maestoso
Es-dur gis-moll Es-dur gis-moll Es-dur gis-moll cono | As-dur Es-dur
— Gis-dur

Sk BUHO 3 TabuIll, MPOBIZHY POJIb y ApaMaTyprii rcanma BiairparTh ToHansHOCTI ES-dur ta gis-moll.
VBara JI. /lngko 10 mUX TOHAIBHOCTEW, WMOBIPHO, 3yMOBJIEHA i 0COOIMBAM TapOM KOIBOPOBOTO CITyXY —
cuHorciero. 3rigao 3 TBepmkeHusM €. [TaxomoBoi [7; 205], ToHamsHicTh ES-dUr KOMIO3UTOpPKA acoIifoe 3
NOMapaH4YeBUM KOJBbOPOM, SIKMH B 1i ysBICHHI BHIPOMIHIOE TEpOiKy, Beiu4, Temio, a gis-moll — i3
MOMapaH4I0BO-)KOBTHM, ONucKoM 30i0Ta. IlomiOHe croctepeskenHs: BucnoBmoe W C. 'puma, KoHCTaTyroun
0c0o0JHBe 00pa3HO-CEMaHTHYHE 3HAYCHHS IE3HMX TOHAIBHOCTEH (30Kkpema it gis-moll) y TBopuomy mucieHHi
JI. JIn4ko: «1i€3Hi TOHATBHOCTI BTLIFOIOTH OCOOJIMBUI KOJIOPUT, CIIOBHEHHMIA SICKPABOCTI, MEPEXTIHHS, CBITJIA 1
OJUCKY, 1 YMM OiNTbIIIa KiTbKICTh KITFOUOBHX 3HAKIB, TUM KOJNIP CTA€ TEIUTIIINM 1 SICKPaBIillINM, a TOHAJIBHOCTI 3
OJTHUM-TPHOMA 3HAKaMH TIEPEBAYKHO MAIOTh XOJOAHI BinTiHKm» [3; 89]. OTxe, 3 OrIsAAy Ha i MipKyBaHHSI, JB1
JIaJIeKi 3a IIKaJIOk CIopiTHeHOCT ToHanbHOCTI — ES-dur Ta gis-moll, — siki BomHouac € ceMaHTHYHO OJIM3bKUMHU
B yABI KOMIIO3MUTOPKH, HEBUIIAJKOBO OPraHIYHO MOETHYIOTHCS a0o0 BIATIHSAIOTH OJHA OAHY B peanizarii
00pa3HO-3MiCTOBOI KOHIIETIIIiI TBOPY.

Amnani3z «llcanmva Ne 67» BusiBisie BiibHe cTaBiieHHs J1. Jludko 1o Tekcry 0ibmikiHoro nepmopkepena. Ha
e BKa3y€ BUKOPUCTaHHS 3aKJIIOYHOTO psjiKa IcajiMa Ha Touatky TBoOpy «Hexaili Onacocnosnsc mac boe...»
(Berym), sikuil ciyrye cBoepiaqHuM emirpadom i oopamiisie Ghopmy, 3’siBistiourch y koi. s tema (ES-dur), o
3BYYUTh OKTABHUM YHICOHOM, Ma€ PEYMTAaTUBHHUI XapaKTep McaaMo/Iii. XapakTepHa JeTalb FapMOHIl B PO3BHTKY
TEeMaTU3My — KOJIOPUCTHYHI KJIacTepy — OJMH 3 YIIOOJIeHMX CTUIboBHX mpuiiomiB JI. [lmuko. Sk 3a3Hauae
C.T'puma, «IMCOHAHTHA OCHOBA KJIACTEPHOI TapMOHii, IO #JIe B MHapi 3 COHOPHKOIO, JIOJAE TBOPAM
KOMITO3UTOPKH TOCTPOTH W HANPYKEHOCTi, MOJIEpHOI KooprcTHKm» [3; 79]. KnacrepHi «rpora» y Berymi, mo
TIPHTIAZIAIOTH Ha cIIoBa «Bory, «0ro», HeMOB «PO3LBIUYYIOTEY Y TeKCTi 3raaKy 1po TBopis.

OcuoBHa Tema TBOpY «Hexaii Boe nomunye nacy (A), Bukiagena B anbTiB SOl0 (4 TakTH),
XapaKTEePU3YEThCs MOBUIBHMM CMIYHUM MOCTYNOM, TOHAJbHOKW BH3HaueHicTio (gis-moll) 3 omeprsiM Ha
CTIMKY KBiHTY Ta MoJioHIYHOI (HaKTyporo (TeMa iMITYEThCSl Y MapTii CONMpaHO Ha T KOHTPAIyHKTUYHUX
npoBeJieHb B aibTiB). KynbMiHallis TeMu 3a0apBiieHa TOPIHCHKOI0 03HAKOIO, sIKa MPOCTEKYETHCS Y XOPOBIl
MapTUTYPi TOPU3OHTAIBHO (MEIIOWYHA JIiHif) Ta BEPTHKAIBHO (KJIACTEpPHI CIB3BYYYs y MapTii COMpaHO).
OcobnuBe CUMBOJIIYHE 3HAYEHHS HAJA€ThCS TYT IOOUIILIAM, 110 3By4aTh SIK y BUCX1THOMY pyci (IparHeHHs
3TUTTS 3 00YKECTBEHHUM HA4yalloM), TaK 1 HU3X1THOMY (3B’SI30K i3 3eMHUM OYTTSIM).

TemaTtnuHi Bepcii po3ainy A (A; Ta A;) BUPI3HSIOTHCS 1HIIMM €MOIIIMHUM 320apBIICHHSIM, BUPKEHUM
3minoro temity (Allegro) i rematndHoro marepiaiy. 30Kpema, TEMAaTH3M PO3IiTy A, MOOYIOBaHUI MUITXOM
BUWICHECHHS IOOUIAIIHMX pPO3CIHIiBIB, $KI TEpPEXOJATh BIJ COMPaHO JO IbTIB HAa TII BUTPUMAHHX
KOHTpanyHKTiB. [locTynoBo ¢akTypa YHIUIBHIOETECS PYyXOM TMapalelbHUX TPHU3BYKIB, JIOCSATAIOYH B
KyJIbMiHalii IIeCTH-CEMUTOJIOCHOTO 3BYYaHHS Y IIMPOKOMY Aianas3oHi. Po3ain 3aBepiryeTbesi B OHOWMEHHIH
Ma)XOpHill TOHAJIBHOCTI, 10 BUXOJIUTH 32 paMKH KBiHTOBOTO Kona (Gis-dur).

Posninu «lloceped napoodis ycix cnacinusi Teoey (B) ta «bo mu npasdoro cyouw napoouy (By) 00’eanye
OCHOBHa TOHaIBHICTH ES-dur. Ha BinmiHy Bix momioHiYHOT (akTypH, XapaKTepHOI Uit po3aAutiB A Ta Aj, TYT
JOMiHY€ TapMOHIYHAa BEPTHKAIb 13 YITKO BHM3HAYEHOI (YHKIIOHAJIHHOIO AKOPAMKOI Ta KiacTepaM 3
MIKCOMIIACHKMM 3a0apBiicHHsAM. My3u4Ha IHTEPIIPETalLlis TEKCTY CYNPOBOPKYEThCS 3MiHOKO MeTpy (4/4, 3/2,
4/4), 1110 BKa3y€e Ha NparHeHHS aBTOPKH MAaKCHMMAJIbHO HAOJIM3UTHUCS JI0 MIPUPOIHOTO 3BYYaHHS MEJIOCKIaMallii,
XapakTepHoi u1s ncanMoiroBaHHs. LIo10 KiacTepHIX KOMIUIEKCIB, TO i B iboMy Bunaiky JI. Iuuko Tpaktye ix
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K COHOpHI 3acoOM Ta eQeKTH, CTBOPIOIOYM CHHECTETHYHI BITUYTTA «BHUOJIMCKYBaHHS», «MHUTOTIHHS»,
«MEPEXTIHHS TOIIIO, Ki « 30ypIOIOTE” 3cepearHy (PYHKIIOHAIBHY chcTeMy» [3; 79].

KyneMinartist TBopy — po3aii «3emist pooicaii csitl danay (C), HaNMCaHUH Y TOHATLHOCTI CyOZOMIiHAHTH (As-
dur) y craeienni 1o octoBHoi (Es-dur). unamiune napoctanns Bix f no ff, rayuka nepenada texcry Bin omHiel
XOpOBOI MApTii 10 IHIIOI TOXKBABJIIOIOTH JIpaMaTypriuHiid po3BUTOK. BHCXinHe cekBeHIiiHe mpoBeaeHHs (pa3u
«boe nobnazocnosus nacy 3ByKaMu TOHIYHOTO TPU3BYKY (TpaHCIIOHYrOUYa cekBeHilist As-dur — 4-dur) 3 BupasHum
«auteiihom» TiicaHOo 3aBepiryeThesi OaratopazoBum crTBepkeHHsM «Hamr Bor!y». Lls ¢pasa y BuxoHaHHi
OKTAaBHOT'O YHICOHY >KIHOYHX TOJIOCIB CIIPUIMAETHCS SIK MPOMOBJIIHHS a0COIIOTHOI Ta Oe33arepeyHol iCTHHH.

Coda (Maestoso, Tempo |), sika TOYHO MOBTOPIOE TEMATHYHHE MaTepian BcTymy, cTBepmxye
ypouucTUil HacTpiii mncanma. SIckpaBo 3By4aTh KIJIACTEPH, 3aBEPIIYIOUM OKTABHO-YHICOHHI (pasu
TCaTMOAMYHOr0 XapakTepy. CKaHyBaHHsS KmodoBux cliB («bor» «Ioro») Bupaxkae amodeos pamocri,
mIaHW 1 BASYHOCTI TBOPIEBi, a OCTaHHIA aKOpa — TOHIYHUIA Tpu3ByK ES-dur, 1mo mpuxoanTh Ha 3MiHY
KJIACTEPHUM CITiB3BYYYSIM, — CHMBOITI3Y€E TepeXiJ] Ha BUIIHIA PiBEHh PO3YMIHHS CYTHOCTI BIpH.

Bucnoexu. Pesynpratn ananizy «lIcamma Ne 67» ms sxinodoro xopy a capella JI. /Iudko narots mincraBu
CTBEP/UKYBATH, IO TBIp BHUPI3HAETHCS BUIBHMM CTAaBJICHHSIM 10 TEKCTY IEpIIOMKepera, CTPYHKICTIO (hopmm,
TOHAJILHOIO T4 TAPMOHIYHOIO KOJIOPUCTHKOIO 3 BUKOPUCTAHHSAM COHOPHUX KOMILIEKCIB. SIK MPEeaCTaBHALS «HOBOT
(OJNBKIIOPHOT  XBIJT», KOMIIO3UTOpKa MAalCTEpHO, CYYacHHMMH 3aco0amMH MYy3WYHOI MOBH, iHTEpIpeTyBaja
0i0miliHI psiIKM B YKPaiHCBKOMY HaIliOHAIbHOMY Ayci. MIiHJIMBa KilIbKICTh XOPOBHX TOJIOCIB, MEJIOAWYHO-
JiHEeapHUH TUT XOpOBOI (haKTypH, TITiCaHIyI0Ul «KOB3aHHS) y 3aBEpIICHHI (pa3, BUKOPUCTAHHS MapajIeIbHOTO
TOJIOCOBE/IIHHSI, PI3HOBUJIB JIajiB HAPOIHOI MY3WKH, — YCI Ili O3HAKW TBOPY, IO TOXOIATH BiJ TpaauIlii
YKpaiHCHKOTO HAPOIHOTO 0araTorosoccsi, MepeocMHUCIIEH] aBTOPKOIO Kpi3b MPH3MY MOJCPHICTCHKOTO MHUCIICHHS
KiHIE XX CTONITTS Ta BIACHOTO CTHJIIO, IJIS SIKOTO XapaKTepHI CHHECTe3ilHe TpaKTyBaHHS POpMU i (akTypu Ta
KOJTbOPOBE BIIUYTTS 3BYKO-BHCOTHHX SIBUII (TOHAJIBHUX 1 TAPMOHIYHHUX ), 0OYMOBIICHE TApOM CHHOIICII.

Bukimazeni croctepekeHHS NEPEeKOHYIOTh, 1m0 JI. Jluuko, sika «BiAKpWiIa HOBI TOPU30HTH B XOPOBIM
OpKECTpOBI, y po3poOmi momidoHIYHOI 1 TapMOHIYHOI (akTypu, coHopuCTHKW» [l;215], Hamimmia
HOBaTOpChKMMH O3HaKamu it «[lcamom Ne 67». Lleit TBip € sickpaBUM pENpe3eHTAHTOM HAaIliOHATEHO-BHPA3HOTO
THHOBAIIHHOTO CTHITIO KOMITO3UTOPKH TIOPSIJI 13 1HIIMMH 11 XOPOBUMH TBOPaMH JTyXOBHOTO 3MICTY.

Hpumitkn
! s nupurenta xopy. Ha ctpynnux sHapsnisx. [lcamnom. ITicHs.
(67-2) Hexaii bor momuiye Hac, i Xai mo6JaarocioBuTh, Xai 3acse Hax Hamu oonnausim Ceoim, Cerna,
(67-3) 106 mizHaTu gopory TBOKO Ha 3eMITi, TOCEpPe]T HAPOIiB YCiX crnacinHsa Troe!
(67-4) Xaii Tebe BUXBaISAIOTH HapoaH, 0 bosxke, Xxail ciaBisars Tebe Bei Hapoau!
(67-5) Hexaii BecensiThes i criBatoTh miemena, 60 Ty mpaBaoio CyIuill HAPOIH i rieMeHa Bezenr Ha 3emui! Cena.
(67-6) Xaii Tebe BUXBaJSIFOTH HapoH, 0 boxke, xaii cinaBisars Tebde Bei Hapoan!
(67-7) 3emutst Bpoxkaii cBiil ana, bor mobnarociaoBus Hac, Haii bor!
(67-8) Hexait 6arocnosisie Hac Bor, i Bei kinmi 3emii xaii Gositeest Moro! [4].
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«PSALM NO. 67» BY LESIA DYCHKO IN THE CONTEXT OF SACRED CHORAL WORK OF THE COMPOSER
Hasanov Rafail — Postgraduate Student of the Department of Musicology and Musical Education,
Borys Grinchenko Kyiv Metropolitan University, Kyiv

«Psalm No. 67» by Lesia Dychko is analyzed for the first time within the context of the composer’s sacred
choral work. The figurative and content-related, compositional, structural, and stylistic features of the work have been
revealed. It is established that the content of the psalm appeals to elevated and solemn imagery and emotionality; its
structure combines elements of a three-part reprise type form and rondo, utilizing principles of variation development.
The integrity of the composition is realized at various levels — figurative, formative, tonal, and textural. The significant
role of the composer’s synesthetic thinking in the concept of the choral work is noted, manifesting in a richness of
coloristic effects. The results of the stylistic analysis indicate a synthesis of traditionally classical, national, and
authorial innovative techniques in choral writing.

Key words: psalm, sacred music, choir, Ukrainian culture, Lesia Dychko’s work.
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«PSALM NO. 67» BY LESIA DYCHKO IN THE CONTEXT OF SACRED CHORAL WORK OF THE COMPOSER
Hasanov Rafail — Postgraduate Student of the Department of Musicology and Musical Education,
Borys Grinchenko Kyiv Metropolitan University, Kyiv

The aim of this paper is to analyze Lesia Dychko’s «Psalm No. 67» in the context of her sacred choral work and
identify the features of the musical stylistics of this choral composition.

Research methodology is based on an interdisciplinary approach, which includes cultural, religious and
philosophical, textual and musicological aspects. The following general and special methods are involved: historical-
cultural, textological, semiotic, musicological.

Results. Lesia Dychko masterfully interpreted biblical verses in the Ukrainian national spirit using modern
musical stylistics. The work is characterized by a free approach to the original text, a streamlined form, and tonal
and harmonic coloristics that incorporate sonorous complexes. The content of the psalm appeals to elevated and
solemn imagery and emotionality. Its structure combines features of a three-part reprise form and rondo,
employing principles of variation development. The integrity of the composition is realized at various levels —
imagery, formal creation, tonality, and texture. The significant role of the composer’s synesthetic thinking is
noted, which manifests in the richness of coloristic effects. It has been proven that «Psalm No. 67» is a vivid
representative of the nationally expressive innovative style of the composer alongside her other choral works of
sacred content.

Novelty. The analysis of Lesia Dychko’s «Psalm No. 67» has been conducted for the first time within the context
of her spiritual choral works. The scientific results obtained can be utilized in the practice of choral conductors and
performers, as well as in the further study of the composer’s style and Ukrainian choral music from the late 20 — early
21 century.

Key words: psalm, sacred music, choir, Ukrainian culture, Lesia Dychko’s work.
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