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TRADITIONS OF CHORAL CONCERT IN THE PSALMODY OF H. HAVRYLETS

The purpose of the article. The article analyzes the choral works, based on the psalm texts, by Hanna Havry-
lets, the famous Ukrainian composer, laureate of the Shevchenko National Prize. Ukrainian composers of past epochs
repeatedly referred to these texts, using them to create their choral concerts. In the works of H. Havrylets, the psalm
texts receive a new musical interpretation, enriched by the modern interpretation of genre traditions and innovations of
the musical language. The methodology of the research is a comprehensive approach to the study of this phenomenon.
It is based on the reference to the historical and analytical methods. The historical method provides grounds for identify-
ing several traditional features that can be found in choral concerts written over the past time. The analytical method al-
lows making reasonable conclusions regarding the peculiarities of the implementation of the psalm texts in large concert
compositions for the choir. The scientific novelty of the work is in resolving the range of issues by critically analyzing of
already known regulations regarding the genre of a choral concert in the works of Ukrainian composers of past epochs
and modernity. It is noted that in H. Havrylets’s choral works, based on the psalm texts, she offers different plot-
dramaturgical and musical interpretation of the content of these texts, shifting attention from the individual to the gen-
eral. The conclusions indicate that the subject of the article extends to the field of modern Ukrainian choral music and
reflects one of its tendencies related to the interpretation and modernization of the long-standing traditions of choral sing-
ing in the musical art at the turn of XX — XXI centuries.

Key words: creative work of H. Havrylets, choral concert, Psalm, concert cycle, choral fugue.

Bapakyta MapwuHa IBaHiBHa, kaHOudam mucmeymeo3Hascmea, doyeHm kaghedpu icmopii i meopii My3uku
[Hinponemposckkoi akademii my3uku im. M. [uHKu

Tpapuuii )kaHpy XopoBOro KoHuepTy y ncanmocniBax I'. FaBpuneub

MeTa poboTu. Y cTaTTi aHani3yroTbCa XOpOBi TBOPU, HAMUCaHI Ha TEKCTW Ncanmis, BiAOMOI yKpaiHCbKOI KOMMO-
31UTOpKK, naypeata HauioHanbHoi npemii iMeHi T.I.lLeByeHka MaHHM MaBpuneub. [Jo UuMx TEKCTIB HEOOHOPAa30BO 3BepTa-
NncAa yKpaiHCbKi KOMMNO3UTOPWY MUHYIMX enoX Mg Yac CTBOPEHHS CBOIX XOPOBMX KOHUepTiB. Y TBopax .[aBpuneup Tek-
CTW ncanMiB OAEpXylTb HOBE My3UYHEe NpPOYMTaHHHA, 30aravyeHe Cy4acHUM TPaKTyBaHHAM XaHpPOBMX Tpaguuin i
HoBaLisiMu1 My3n4yHoi moBu. MeTogonorisa OOCnigXEeHHS nonarae B KOMMIIEKCHOMY MiaxXodi A0 BUBYEHHSI BKA3aHOro BU-
Wa i 'pYHTYETLCA Ha 3aCTOCYBaHHI iCTOPUYHOrO Ta aHaniTUYHOrO METOAIB. |ICTOPUYHUIA MeTo4 Hafae NiacTaBu AN BUSAB-
NEHHs TPaAULiNHMX PUC Y XOPOBUX KOHLIEpTax, HanncaHux nNpoTaroM OCTaHHbLOro Yacy. AHaniTM4HWIN MeToA JO3BONsE
3pobuTN 0BrpyHTOBaHI BUCHOBKM LLOAO OCOBMNMBOCTEN BTINMEHHSA TEKCTIB MCanMiB y BEMUKMUX KOHLEPTHMX KOMMO3ULLisIX
ans xopy. HaykoBa HoBM3Ha poboTu nmondrae B po3B’A3aHHi MOPYLUEHOrO Koma MuUTaHb LUNSXOM KPUTUYHOTO aHarnisy
BXE BiJOMUX MOMOXEHb CTOCOBHO XXaHPy XOPOBOrO KOHLEPTY Yy TBOPYOCTI YKPaiHCbKMX KOMMO3UTOPIB AABHIX €nox Ta
cyyacHOoCTi. 3a3HavaeTbCs, WO B CBOIX XOPOBMX TBOPaXx, HanmMcaHUX Ha TekcTu ncanmis, [.FaBpuneLb, NPoONoHye iHwe
CIOKETHO-ApamMaTypriyHe i My3uyHe TPaKTyBaHHsSI 3MIiCTy LMX TEKCTiB, MEPEHOCSYM LIEHTP yBaru 3 iHAMBIQyanbHOro Ha
3aranbHe. Y BUCHOBKaX 3a3Ha4yeHo, L0 TeMaTrKa CTaTTi NOWMPIOETLCA Ha rany3b Cy4acHOT YKpPaiHCbKOT XOPOBOi My3UKM
i Binobpaxae ofgHy 3 ii TeHAEHUiN, NOB'A3aHy i3 NepenoMIneHHsaM 1 OCy4aCHEeHHSM AaBHIX Tpaguuii XOpoBOro ChiBy Y
My3n4HOMY MucTeuTBi pybexy XX-XXI ctonitb.

KnroyoBi cnoBa: TBopuicTb [.['aBpuneLb, XopoBu KOHLUEPT, NCanoM, KOHLUEPTHUI UMK, XopoBa dyra.

Bapakyta MapuHa UBaHOBHa, KaHAMAAT MCKYCCTBOBEAEHMWS, OOLEHT Kadedpbl UCTOPUM U TEOPUU MY3bIKU
[HenponeTpoBckon akagemun mMy3sbiku UMm. M. MnHKn

Tpaauumnm xxaHpa XopoBOro KoHuepTa B ncanimoneHusax A. NaBpuney

Llenb paboTbl. B cTaTbe aHanM3npyoTcs XOpoBble NMPON3BEAEHWS, HAaNMCaHHbIE Ha TEKCTbI NCarnvioB, M3BECTHO-
ro yKpamHCKOro Komnoautopa, naypeata HaumoHanbHon npemun umenn T.I.LLeBueHko AHHbI aBpuney. K atum Tek-
CcTam HeoAHOKpaTHO obpallanucb yKkpavHCKMe KOMMO3WUTOPbI MPOLLEALINX 3MOX, UCMOMNb3YS UX ANA CO34aHNs CBOWX XO-
poBbIX KoHUepToB. B npoussegeHusix A.laBpuneL TekCcTbl NcanMOB MNOMy4aloT HOBOE My3blKarbHOE MpoYTeHueE,
oboralascb COBPEMEHHON TPAKTOBKOW XaHPOBbIX TPaAMUMUA U HOBaUMSMU My3blkarnbHOro sisbika. MeTogonorus uc-
crnefoBaHNsA 3aKYaeTcs B KOMMIIEKCHOM MOAXoA4e K M3YYeHuo ykazaHHoro seneHus. OHa ocHoBbIBaeTCcs Ha obpalye-
HUWN K UCTOPUYECKOMY U aHanNUTM4YeckoMy metoaam. Mictopuyeckuin metoq gaeT OCHOBaHWS ANS BbISBIEHUS LLenoro ps-
0a TpagWLMOHHbLIX MPU3HAKOB, KOTOpPblE MOXHO OOHapyXWTb B XOPOBBLIX KOHLEPTax, HanMCaHHbIX Ha MPOTSKEHUN
nocrnegHero BpeMeHu. AHanuTUYeCcKMn MeTof Mo3BonseT caenatb 060CHOBaHHbIE BbIBOAbI OTHOCUTENBHO OCODBEHHO-
CTeln BONSOLLEHUS TEKCOB NCarMOB B KPYMHbIX KOHLEPTHbIX KOMNO3numax Ans xopa. HayyHas HoBu3sHa paboTbl cocTo-
UT B paspeLLeHnn yKa3aHHOro Kpyra BOMPOCOB NMNYTEM KPUTMYECKOTO aHanm3a yxe M3BEeCTHbIX MOMNOXEHWUIN OTHOCUTENBHO
»KaHpa XOpOBOro KOHLepTa B TBOPYECTBE YKPANHCKUX KOMMO3UTOPOB NPOLUeALLIMX 3MoxX 1 coBpemeHHocTn. OTMmevaeTcs,
YTO B CBOWMX XOPOBbIX MPOU3BEAEHUSAX, HAanNMCaHHbIX Ha TeKCTbl ncanmos, A.l@aBpuneu, npeanaraeT MHYIO CHXXETHO-
ApamaTypruyeckyto U My3sblkanbHyl0 TPAKTOBKY coAepXXaHUsA 3TUX TEKCTOB, NEPEHOCs BHUMaHue ¢ MHAMBUAYanbHOro Ha
ob6uwee. B BbIBogax oTMevaeTcs, YTO TemaThka CTaTbM pacnpocTpaHsieTcs Ha obrnacTb COBPEMEHHOW YKPaWHCKON XO-
pOBOM My3bIKi U OTpaXkaeT OfHY U3 ee TEHAEHLUUN, CBA3aHHYI0 C NPEenoMMeHneM U OCOBPEMEHMBAHMEM AaBHUX Tpaau-
LA XOPOBOIO NEeHNst B My3bIKanbHOM 1ckyccTBe pybexa XX-XXI Bekos.
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KntoueBble cnoBa: TBopyecTBo A.l"aBpuneLl, XOpOBOW KOHLIEPT, NCanoM, KOHLEPTHbIN LUK, XopoBas dyra.

Relevance of the research topic. Lately, Ukrainian composers have taken a significant interest in
choral music, which has become a leading direction in the development of Ukrainian musical culture. The
proof of this fact is a large number of works for various choir compositions written over the past two decades
by prominent Ukrainian composers whose creative career began in the 1960s and by the representatives of
the new generation of Ukrainian musicians, whose creativity has started during Ukrainian independence. In
these works, one can find the continuation of the ancient traditions of Ukrainian musical culture, which for a
long time was predominantly a singing one and had a well-developed choral performance. At the same time,
one can observe a tendency to modernize these traditions, to introduce new means of the musical language
and technique of composition, in accordance with the general processes of development of contemporary
European and Ukrainian musical art.

A peculiar mirror reflecting the trends in the development of choral music at the present stage of de-
velopment of musical art is the work of Hanna Havrylets (born in 1958), the famous Ukrainian composer and
the Shevchenko National Prize winner. In 2018 in honour of H. Havrylets’s 60" anniversary, it was organized
and conducted a number of concerts, in which many interesting and in many respects original choral works
were performed. The formation of the unique artistic world of H. Havrylets’s choral work was influenced by
and based on the transformation of the features of Ukrainian religious music and Ukrainian folklore, as the
composer was born in the Carpathian village of Vydyniv, and she had the opportunity to learn the culture
from the very childhood. The researchers of H. Havrylets’s creative work note that a folkloric fundamental
principle was laid down in a composer’s thought, and this is most fully manifested in the choral work. The
composer doesn’t miss choral traditions of ancient Ukrainian professional music, which appeared in the gen-
re of the choral concert in XVII — XVIII centuries and are now reviving.

H. Havrylets’s choral work is the embodiment of an integral artistic world which was formed under
the influence of the transformation of traditions, which gained an individual manifestation in the composer’s
work. This can be found in the works of any subject — secular, folklore, or religious. In the article, we focus on
what the artistic world in the choral religious music is and how the transformation of the traditions of the gen-
re of the choral concert occurs.

The aim of the research is to analyze the so-called psalmodies — religious works, created by
H. Havrylets, who put the psalm texts to music. Ukrainian composers of past epochs have repeatedly ap-
pealed to these texts to create choral concerts. In the works of H. Havrylets the texts of psalms receive a
new musical perception, enriched with modern interpretation of genre traditions and innovations of the musi-
cal language.

The analysis of research and publications. In the recent years, the scholars have heightened their in-
terest to the choral works of H. Havrylets. She was mentioned in the articles by O. Korchova [2], Yu. Puchko-
Kolesnyk [4], H. Stepanchenko [5], and others. Since 2016, two theses have been defended, which subject
matters include the choral religious works. These are the theses by T. Sukhomlinova (Kharkiv, 2017) [7] and
T. Maskovych (Odesa, 2018) [3]. Both researchers study religious works written on canonical texts and texts
of psalms in the aspect of “new sacrality”, fitting them into the context of contemporary culture, to which the
musical language of these works prompts.

The scientific novelty. Despite the attention of the researchers, some important issues, especially re-
garding the continuity of traditions in religious music, have not yet received sufficient clarification and require
additional, in-depth study, which became the main argument for choosing the topic and determined the sci-
entific novelty.

The basis matter. Psalms, as an old musical genre, which became the textual basis of part concerts
and choral ones in XVII — XVIII centuries, continues to attract the attention of contemporary composers. The
genre did not pass H. Havrylets’s creativity over. The composer repeatedly appealed to the poetics of the
Book of Psalms, thus the following works were written:

1) “Blessed are those, who have regard for the weak” for female choir (Ps. 41);

2) “In you, Lord my God, | put my trust” for male choir (Ps. 25);

3) “My God, my God, why have you forsaken me?” for mixed choir (Ps. 21);

4) “Truly my soul finds rest in God” for mixed choir (Ps. 61).

The most famous work written on the texts of the Book of Psalms is the Easter choral concert “May
God arise” for mixed choir (Ps. 67). The work was chosen as the research object of the article.

The tradition of using psalms as a text base for large, polyphonic cyclic compositions was formed in
the Baroque era. Both the authors of part concerts and composers of the second half of XVIII century used
their liturgical texts in their religious concerts. The most important place among them was given to the Book
of Psalms, which highly artistic texts reflected a wide range of human emotions and feelings — from joy and
happiness to suffering and despair.

There is a freer attitude to the poetic texts of the Book of Psalms in the works of composers of the
second half of XVIII century (M. Berezovskyi, D. Bortnianskyi, A. Vedel). This was determined by the efforts
of the composers to individualize the interpretation of the content of the psalm; therefore, choral concerts
often made attempts to transform its text in a variety of ways — from the singling out of the integral fragment
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and the use of the full text with small abbreviations to a combination of accurate and free presentation of the
text of a psalm (with possible permutations of the lines, shortening of phrases, inserts of another text, etc.)
and contamination of the lines taken from the texts of other psalms.

Psalms are not homogeneous in content and have several figurative and emotional lines — peniten-
tial, revealing, lament, and thanksgiving. All these sentiments were reflected in religious concerts, so the
works had different types and figurative-emotional state. For example, the musical content of concerts written
on the texts of the lament psalms was lyrical and dramatic, sometimes even sorrowful. Such concerts were
about life and death, about the moral self-improvement of a person who appealed to God with requests for
protection against evil forces and enemies. On the basis of the lament psalms in the second half of XVIII
century, a large number of lyric and dramatic concerts, marked by emotional openness, filled with emotional
honest, were created. There are real masterpieces of the concert genre, such as: “Do not cast me away
when | am old” by M. Berezovskyi, minor concerts by D. Bortnianskyi, the series of concerts by A. Vedel,
which substantially updated and enriched the figurative content of religious music of that time.

On the texts of the thanksgiving psalms, festive and solemn concerts are created, in which the affec-
tions of joy prevailed, and a man is embodied, who lauded the Lord. A large nhumber of such concerts are
written for double choirs (for example, by D. Bortnianskyi and S. Dehtiarov).

In order to continue the traditions, the choral concert “May God arise” by H. Havrylets is written on
the texts of the thanksgiving 67" psalm (in the Ukrainian translation). The appeal in this psalmody to the gen-
re of the choral concert is fixed through a multilevel system of associations — from the chosen means of re-
production of musical and poetic content, in which, despite the modern musical language, the principle of
baroque contrast dominates, to the peculiarities of the composition structure, organized on the principle of
cycling.

The concert is sung on Easter, and the composer retains the ritual significance of the psalm, select-
ing the first three lines for her work. They reflect the main — prophetic — idea of the psalm — the Resurrection,
the punishment of sinners, the joy of the righteous:

1. May God arise, may his enemies be scattered, may his foes flee before him.

2. May you blow them away like smoke — as wax melts before the fire, may the wicked perish
before God.

3. But may the righteous be glad and rejoice before God, may they be happy and joyful.

In general, this psalm refers to the resurrection of Christ, the salvation of the humankind, and the
death of the enemies.

Ukrainian composers, from M. Berezovskyi and D. Bortnianskyi, have repeatedly addressed the text
of the 67" psalm to write their religious concerts. H. Havrylets continues this line and gives her work the gen-
re name “concert”.

“May God arise” has a cyclic structure and consists of three parts (I part — Maestoso; Il part — Andan-
te; Il part — Allegro). In this work, the solemn, festive character prevails, and in Part Il there is a dramatiza-
tion of musical content, and it is connected with the text content of the corresponding line in the psalm. One
more figurative-emotional component of the concert is lyrics that come out as a way of achieving a contrast —
a mandatory component of the genre of the choral concert.

In Part | of the concert, the prophecy of the Resurrection of God is verbalized, which implies the end
of the earthly world and the beginning of the Kingdom of God. The peculiarity of the verbal text is the com-
parison of opposite figurative spheres — good (God, righteous) and evil (enemies of Christ and sinners). The
composer separates contrasting spheres of image and, at the same time, compares them and combines
them due to peculiarities of dramatic development of the musical texture.

A distinctive feature of Part | is a text repetition of the phrase “May God arise” during the initial musi-
cal construction and return to it in the last bars of the part. Also, other words that are bearers of the main im-
ages (“God”, “enemies”, “foes”, etc.) are separated from the text. In the musical embodiment of the initial
phrase and other phrases and words related to the image of God, the solemnity of the event of the Resurrec-
tion and divine semantics is emphasized — the dynamics f, an upward melodic motion, the chord texture, the
long rhythmic durations, etc., are used. As a result of the splitting of the choral unison, in the very first musi-
cal phrase the word “God” forms a cluster that sounds for three bars (bars 2-4), and then it appears again
when the initial phrase of the text is repeated.

There is a preference for the text, which is always followed by the music, in the construction of the
entire Part I. The initial line of the psalm is divided into four phrases, and on the basis of this four charters
are built up. The first chapter is based on the repeated proclamation of the words “May God arise” (bars 1-
21), in the basis of the second one is “may His enemies be scattered” (bars 22-57), in the third one is “may
His foes flee before him” (bars 58-77), in the fourth one the composer returns to the original phrase “May
God arise” (bars 77-110).

The system of contrast comparisons, inherent in the genre of the choral concert, penetrates already
into the first topic. In it, for four bars, a choral unison is found, based on the ascending melodic motion on the
tones of the scale e-moll (within the tonic third), and semitritonus clusters from the tones ¢ and b passing into
the triad of a-moll. Both constructions are united by accelerated dynamic growth, so the climax occurs in the
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second bar. In the transition from the choir unison to the cluster in the soprano part, there is an ascending
jump to the sixth; it enhances the feeling of a solemn-festive sublimity.

The second 13-bar sentence is based on the imitational development that occurs between the direc-
tions of the soprano and tenors (they also include basses). The imitation is an integral part of the genre of
the choral concert therefore its appearance in the very first musical construction of the analyzed concert of
H. Havrylets is quite logical.

The second chapter of Part | consists of three sentences and begins with the unfolding of the musi-
cal texture from unison to the 6-voice chord vertical, from p to f, with a rhythmic increase, enriching of voices
with chromaticisms and imitation interchanges between parties of altos and tenors, and the continuity of me-
lodic motion and development.

The subject of the second chapter is related to the musical material of Part 3. It is in a modified form,
and the distinctive feature is the accumulation of flat tones (Ces-dur, Ges-dur, as-moll, Es-dur).

The final chapter of Part | is marked by the reappearance of the first phrase of the psalm text “May
God arise”, which opens the concert. There is no musical reprise here, and the presentation is based on the
intonations from the second chapter, which are set forth in details. The melodic line consists of the ascend-
ing forth with subsequent downward motion in small seconds. It is performed in the soprano part, and then
the third is lowered in the alto part, whereas in the parts of tenors and basses in high tessitura it is given an
upward motion in small seconds which induce the tension increase. Three levels of the upward sequencing
lead to a climax, where the number of voices reaches eight. Musical reciprocity is manifested in the return of
a cluster consonance with long durations on the word “God” (bar 94).

Part Il of the concert (h-moll) is the biggest one. It performs a function of a slow middle which con-
trasts with the extreme parts. At the same time, the composer shows it as an unfolded strictly dramatic choral
fugue, in which the symbolism of the spell is embodied, the appeals to sinners for repentance, the intention
that they “blow away like smoke”. The emergence of the fugue as a slow part of the concert cycle is unusual
for a classical choral concert, in which the slow parts were usually solo-ensemble and had lyric-arious or
genre features.

Fugue consists of three mandatory sections (exposition — development — reprise). The exposition
has the obligatory holding of the subject in all choir voices, the big development is divided into four internal
sections, each of which is the next phase of development and the reprise is significantly reduced. The poly-
phonic composition and the prevailing development sometimes are changed to the chord-harmonic sound of
the vertical. Characteristic features are the oncoming melodic movement, sequencing of intermediate devel-
opment and linear-contrapunctual voice leading.

The exposition of the topic in sequence from bass to soprano gradually covers the entire singing
range. The first one-voice holding in the low tessitura symbolizes the image of sinners, whose voices seem
to be sung from the bottom of the spiritual life. The syncopated, continuously changing melody and variable
meter create a restless character that embodies the uncertain state of the sinful soul, its doubts and tempta-
tions, on the eve of God’s punishment. The range of the topic is equal to the octave and its structure is a kind
of prototype of the entire exposition.

The first phase of the development is based on a stretto subject, which is divided between the pairs
of voices — alto-soprano, bass-tenor. The second subject is entrusted to the part of altos and basses. There
is a new musical material that serves as a bond at the beginning of the second phase (“as wax melts before
the fire”, bars 46-54). In general, the second phase has the nature of constantly increasing tension which
occurs due to the use of loud dynamics, high tessitura of voices, divisi of choral parts (8 voices), poly
rhythms and tonal changes. The third phase (“may the wicked perish before God”) has a mirror-holding sub-
jects of the fugue; the main principle and the main feature of development is the imitation, which accelerates
the climax. The development of musical texture on the element of the subject is a characteristic feature of
the fourth phase of development (alternately in the part of sopranos and tenors, bar 83). The development of
musical material leads to the general culmination of the entire Part Il of the concert with the words “the wick-
ed before God” (bar 93).

In the reduced reprise on the pedal of male voices in quiet dynamics the subject of the fugue in such
parts as: soprano — alto, alto — soprano sounds. Such a combination of voices on the dynamics p gives a
sound a special depth. The tone instability of the reprise section is reminiscent of the active pre-tone devel-
opment that took place in the development. Both fugue and the whole part end in the tonality of C-dur.

Part Ill of the concert is the result of the previous dramatic development and apotheosis of the whole
cycle. The final has the character of a general triumph and the composer again uses the form of the fugue,
and in this case, it is typical for the ending of choral concerts. The subject of the fugue is based on the
phrase “may the righteous be glad”; the meaningful emphasis is on the word “glad”, which is singled out and
repeated many times. The subject is gradually held in all voices (from S to B); it has an upward exclamatory
forth intonation and consists of three bars. The fugue exposition takes 12 bars. The chord vertical is gradual-
ly established, which leads to a sense of harmony and gives the opportunity to listen to the text entirely. The
first intermediate, appearing after the subject exposition, is large in scope (16 bars), it has inheritance which
gradually leads to the expansion of the choral range.
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The development is based on another text phrase “and rejoice before God”, bar 29) and is based on
the development of a subject of fugue, which is conducted both in full and in reduced form. Along with the
imitation of the introduction of voices, to the musical development are actively involved choral pedals in dif-
ferent parts.

In the reprise before the subject is finished (“may them be happy and joyful”, vol. 60, G-dur) and in
the stretta as well a chord complex imitating solemn bells is added. The return of the original text line, “May
God arise” (bar 77) with the musical material of Part I, has the function of the codes of the whole cycle and
gives it the features of the arch end.

The conclusions and prospects for further research.

The Easter Concert “May got arise” by H. Havrylets is an example of the contmuatlon and renewal of
the traditions of the religious concert genre. The work is written on the text of the 67" psalm and is defined
as a three-part cycle with two fugues, and its parts are organized on the principle of “slowly — slowly — quick-
ly”. The composer does not limit frame herself with the tradition which is most fully manifested in the modern
features of musical language. Prospects for further research are the discovery of the synthesis of traditional
and innovative in concerts-psalmodies, written by contemporary Ukrainian composers.
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