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TYPOLOGICAL FEATURES OF THE CHAMBER-VOCAL MINIATURE IN THE
WORKS OF MODERN UKRAINIAN COMPOSERS

The purpose of the article is to determine the main features of the interpretation of the vocal
miniature and chamber-vocal cycle by contemporary Ukrainian composers, which are now typological
national-style features of this genre industry. Methodology of work is determined by historical-style and
textual approaches, provides comparative characteristics of composer and performance parameters of
genre semantics. The scientific novelty of the article is the disclosure of the musical and symbolic purpose
of the genre form of chamber-vocal miniature in the process of its transformation into a "poem with music"
in the works of contemporary Ukrainian composers. Conclusions. The leading features of the interpretation
of vocal miniatures and chamber-vocal cycle by modern Ukrainian composers are the intensification of the
interaction of verbal-poetic and musical expression plans and the strengthening of the internal dialogue
organization; consistent build-up of the semantic potential of the musical side; the formation of new stylistic
means, techniques of textual and melodic development in accordance with the specific content of the poetic
source, actualization of national Ukrainian poetry, including contemporary one; the reliance on the
structural and semantic features of "poetry with music" as the most relevant to the interaction of two
author's artistic consciousnesses — the poet and the composer.

Keywords: vocal miniature, chamber-vocal cycle, modern Ukrainian composers, typological
national-style lines, pastels.

Anopin Anopinoeuu Iloakanoe 3000y8au kagheopu icmopii My3uku ma MY3UuHoi emHoepagii
Ooecwvkoi Hayionanvhoi mysuunoi akademii im. A. B. Heocoanogoi

Tunonociuni pucu KamepHo-60KAIAbHOI MiHIGmMIOpU y MEOPUOCMI CYUACHUX YKPATHCObKUX
KOMNno3umopie

Mema cmammi — euznauumu mi nPOGIOHI pucu MpaKkmy8aHHs 60KAIbHOI MIHIAMIOPU MA KAMEPHO-
B0KAIbHO20 YUKTY CYYACHUMU YKPAITHCOKUMU KOMNO3UMOPAMU, SAKI CMAomv CbO200HI MUNON02IYHUMU
HAYIOHATbHO-CIMUNILOBUMU  O3HAKAMU OaHOI dcanpoeoi 2anysi. Memodonozia pobomu 6U3HAYAEMbCS
iCmopuKo-cmunbo8UM ma MeKCMONO2IYHUM NioXo0amu, nepeodbaiae KOMNApamueHi Xapakxmepucmuxu
KOMHO3UMOPCbKO20 Ma GUKOHABCLKO20 napamempis dcanposoi cemanmuxu. Haykoea nosuzna cmammi
nojsicae  y PO3KpUmMmi  MY3UYHO-CUMBONIYHO20 NPUSHAUEHHSA IHCAHPOBOI hopmu  KAMEPHO-8OKANbHOL
MiHIamiopu 6 mnpoyeci ii nepemeopenHs HA «8ipul 3 MY3UKOI0» 6 MEOPYOCMI CYUACHUX YKPAIHCbKUX
Komnosumopis. Bucnoexku. [Ipogionumu pucamu mpakmy8aHHsi 60KAIbHOI MIHIAMIOpU Ma KaMepHO-
BOKAILHO20 YUKy CYYACHUMU YKPAIHCOKUMU KOMNOIUMOPAMU € aKMUgisayis 63aemMooii cl1o8ecHo-
NOeMUYHO20 Ma MY3UYHO20 BUPA308020 MNIAHIB, RNIOCUNIEHHS GHYMPIWHbOI 0ianociuHol opeauizayii;
NOCNI006HEe  HAPOWYBAHHA CEMAHMUYHO20 NOMEHYIany MY3U4YHOi CMOpPOHU, (DOPMYBAHHA  HOBUX
CMUICMUYHUX 3aC00i8, NPULIOMIE DAKMYPHO-MEN00UYHO20 PO3BUMK) Y 8I0N0GIOHOCMI 00 cheyughiunozo
3Micmy noemuyHo2o 0dcepena, aKkmyanizayisi HAyiOHANbHOI YKPAiHCbKOI noesii, y momy yYucii Cy4acHoi,
0nopa Ha CMpYKmMypHO-CEMAHMUYHI O3HAKU «BIpULa 3 MY3UKOIO» K HAUOIIbWL 8i10N0BIOHI 00 83A€MOOIT 080X
ABMOPCHLKUX XYOOHCHIX C8I0OMOCMeEl — noema ma KOMRO3Umopa.

Knrwowuosi cnoea: eoxkanvna MiHiamiopa, KAMEPHO-BOKANbHUL YUK, CYYACHI  YKPAIHCLKI
KOMRO3Umopu, Mmunoio2i4ii HayioHAAbHO-CIMUIbOGL PUCU, NACMEJli.
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Tunonozuueckue uyepmovl KAMEPHOU G0KANbHOU MUHUAMIOPbL 6 MEOPYECHEAd COBPEMEHHBIX
YKPAUHCKUX KOMRO3UmMopoe
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IJenb cmamovu — onpedenums me 0CHOBHbIE Yepmbl MPAKMOBKU 8OKAILHOU MUHUAMIOPBL U KAMEPHO-
BOKANILHO2O YUKIA COBPEMEHHbIMU VKPAUHCKUMU KOMNO3UMOPAMU, KOMOpble CMAHOBAMCA Ce200Hs.
MUNONO2UYECKUMU  HAYUOHATIbHO-CIUNLEGbIMU NPUSHAKAMU OAHHOU JHcaHposol ompaciu. Memoodonozus
pabomoel onpeoensiemcs UCMOPUKO-CIMUNEBLIM U  MEKCMON0SUYEeCKUM No0X00amu, HpeoycMampusaem
KOMNAapamugHvle XapaKmepucmuku KOMHO3UMOPCKO20 U UCHOTHUMENbCKO20 NAPAMEempo8 HCAHPOBOLl
cemanmuxu. Hayunaa wnoeusna cmamvu 3axKn0uaemcs 6 pAcKpolmuu MY3blKATbHO-CUMBOIUUECKO20
HA3HAYEHUs JHCAHPOBOU (PopMbl  KAMEPHO-B0KANbHOU MUHUAMIOPbL 6 npoyecce ee NpespaujeHusi 8
«CMuUxXomeopenue ¢ My3blKOU» 6 MmMEOPUECHBe COBPEMEHHbIX VKPAUHCKUX KOMNO3Uumopos. Buvleoowt.
Beoywumu uepmamu mpaxkmosxku 60KANbHOU MUHUAMIOPLL U KAMEPHO-B0KANbHO20 YUKAA COBPEMEHHbIMU
VKPAUHCKUMU  KOMNO3UMOPAMU  ABNIAEMCA  AKMUBU3AYUA  83AUMOOCUCEUL  CI0BECHO-NOIMUUECKO20 U
MY3bIKATLHO20 — BbIPA3UMENbHBIX — NIAHO8,  VCUNIEHUs.  GHYMPEHHell  OUANOSUYECKOU  Op2aHU3AYUU;
nocnedosamenbHoe HapaAWUBaHue CeMaHmuyecKko20 NOmeHyuad.

The relevance of the subject and the research direction of this article is determined
by the rapid development of chamber-vocal genre forms in the works of modern Ukrainian
composers, that is, representatives of those creative generations who began their musical
journey in the last third of the XX century, reached artistic maturity in the early third
millennium.

The trend of commercialization has emerged as dominant in many instrumental and
vocal areas of music at the end of the last day, remained a priority and at the beginning of a
new one, even as a transitional link between the compositional systems of the two centuries,
with the focus on the artistic events of the chamber-vocal music in chamber cantata and solo
interpretation. And the reason for this is not only the tradition of chamber-vocal singing at
different levels of the musical-poetic system, but also its special aesthetic foundation, due to
three components: the individualization of the synthesized musical and verbal content;
intimation of expressed sensory impressions, reflexivity; the positive exaltation, the
exaltation of embodied images.

The importance of chamber-vocal music for Ukrainian artists was increasing by the
fact that, on the one hand, in the mood of the "post-human worldview, it was possible to
Imbue the musical idea in vocal miniatures, devoid of conceptual pretensions, aimed at
enjoying the beautiful moments of being, while combining, that is, forming a cyclical
compositional sequence capable of achieving plot and dramaturgical unfolding, significance,
completeness. On the other hand, the chamber-vocal work made it possible to open national
poetic sources, to approve the national-style foundations of musical intonation as those
formed in the poetic and linguistic Ukrainian environment.

There is also a third, purely musical and linguistic reason for the growing role of

chamber and vocal work: in cooperation with instrumental accompaniment provided by the



piano or instrumental ensemble, new varieties of vocal melody are produced, corresponding
to changes in the musical "glossary"” of modern culture.

The aim of the article is to identify the leading features of the vocal miniature and
chamber-vocal cycle interpretation by contemporary Ukrainian composers, who are
becoming typological national-style features of this genre industry.

The main content of the work. The fundamental feature of the genre form of vocal
and poetic miniature was and still is the dialogic co-creative interaction of the word and the
musical form, which are modified depending on the semantic load of each of the plans of
artistic expression [1; 2-3]. A kind of rivalry between poetry and music is in fact an attempt
to best interact with one another by building holistic musical and poetic complexes. As the
poetic word is entrusted with vocal reproduction, the "pure"” musical material is concentrated
in the instrumental part, which determines its special mission. In the vocal music of the early
XX century, we encounter a new phenomenon - the instrumentalization of vocal melody, the
penetration of the elements of the instrumental cantilever. This is expressed in the fact that
the boundaries of musical phrases are determined not by the word, but by the regularities of
the instrumental melody, that is, not vocal, but compatible vocal and instrumental
development, with a certain advantage of the latter in the structure of the overall
composition. This dialogue of timbre and intonation levels is included in the musical and
poetic system of counter-rhythm, contributing to the tendency of conditional overcoming of
verbal text in the musical, that is, the tendency of preference of semantics of musical
material over the figurative content of the verbal and poetic. The dominance of the musical
material, and in it - the instrumental beginning, including the instrumental part, over the
vocal side of the work, becomes a distinctive sign of "a poem with music". It is this genre
form that marks the beginning of a new stage in the evolution of the chamber-vocal cycle in
Ukrainian music, as in other European composer schools [5]. The works of K. Dankevich [6]
and L. Dychko [4] on the poetic cycle of “Pastels” by P. Tychyna are convincing examples
of the cycle of "poems with music", which meets the new genre and style requirements and
conditions of chamber and vocal creativity. These verses are the basis of many musical
works, they attract music masters with a renewed symbolic character, a combination of
philosophical transcendence of content and colorful, sophisticated beauty of verbal and

poetic images.



It should be noted that the musical works written for this cycle by P. Tychyna have a
special programmatic orientation and allow to determine the possibilities of interaction not
only of poetic and musical, but also of musical and painting techniques. The idea of pastels,
as a technological material that can be used to reflect the world in particularly soft,
transparent, altered tones, has already been known to music. O. Grechaninov was one of the
first Russian composers who tried to embody the subtlety and versatility of pastel writing in
music. He owns two piano program cycles called "Pastels". The first work was written in
1894 (p. 3) and consisted of five plays - Complaint, Reflection, Autumn Song,
Thunderstorm, Starry Night, often performed separately. Particularly known is the third
cycle number - "Autumn Song". Another work was created in 1923 (p. 61) out of eight
issues: Prelude, Caprice, Caress, Fairy Tale, Caress, Dock, Sorrow, and Epilogue. The
sequence of numbers was associated with human life, as with birth, childhood, adolescence,
adulthood and its extinction.

The first to give a vocal reading of the colorful pastels was P. Kozytskyi (1920). In
1930, a series of miniatures with this title, already directly addressed to the poems of P.
Tychyna, was created by K. Dankevich. Later these verses were addressed by L. Dychko, L.
Grabovskyi, I. Karabits, G. Lyashenko, and others.

From these works, the dances of Dankevich and Dychko are distinguished by the
highest correspondence of poetic and musical symbolism, the conciseness of the
composition, which corresponds to the aphorism of the poetic style of Tychyna, the
extraordinarily vivid author's interpretations of harmonious and textural means, caused by
the necessity to recreate the atmosphere of art pastel that catches the attention of art masters,
freshness and purity of color, careful processing of the texture, the wave nature of the stroke.
The subtlety of the pastel technique approaches the subtlety of intonation in the vocal
miniature, especially from the side of the transparency of the artistic fabric and the special
conditionality - the unreality - of the created images.

Pavlo Tychyna's fame as a poet was born in 1918 in connection with the publication of
the collection "Solar Clarinets”. The amazing melody of the word and the manner of verse
itself put the collection on a par with the most musical models of this literary genre. In spite
of their free verse form, Tychyna's texts have a rhythmic equality and periodicity, sometimes
called "Tychyna's pan-rhythm".



P. Tychyna's subtle sense of song rhythm could be influenced by his teaching at the
seminary where he sang in the choir. The author embodied his musical talent as a choir
director. In 1916-1917 he was an assistant choir master at the Ukrainian Theater of M. K.
Sadovskyi, and in 1920 he sang in the chapel "Dumka", a year later, having organized his
own choir. Relying on folk-rhythm, it lends the original structure of the poem, inserting into
it a classic iambic, combining dactyl and chorea, using verlibra, which caused the rare
musicality of his poetry.

In his "pastels" P. Tychyna combines the ways of musical and verbal reproduction of
the game of natural forces. The picture side of the cycle is represented by gentle, watercolor
paints, at the same time, based on contrasting comparisons, on figurative switches, on a
complex associative game, which leads to the deepening of the metaphorical meaning of
verbal concepts - even to their symbolic transformation.

P. Tychyna thinks of the philosophical antinomy of Man and Time, both finite and
infinite. The seasons in the “Pastels” correspond to the stages of human life: autumn is a time
of thoughtfulness, light sadness; spring personifies youth; summer - maturity, coming of age.
Nature, and with it humans, live by the laws of constant variability, fluidity, movement in
time and space. The concept of the cycle is based on the poetic juxtaposition of the human
age with natural time, in which a person "also has its morning, day, evening and night". For
example, the first "pastel” gives a charming picture in the morning. In nature, the whirlwind
of human morning is his childhood. It comes to life with a fairy tale about a bunny, gullible
carelessness: “The bunny ran. Looks - dawn! Sits, plays, opens eyes to the chamomiles"”. But
to replace this picture, here comes the following: “And in the east, the palate smells. The
northern black cloak of the night flames of darkness, the sun”. Black and red-fiery colors
build the motif of the struggle between light and dark, good and evil, suggest the transience
of human life. The common name of the cycle ("Pastels™) provides a beautiful musical
solution to the creative problem with the advantage of delicate colors in it, smooth transitions
from one color to another. That is why sound moments and techniques occupy an important
place in the works of L. Dychko and K. Dankevich.

Comparing the “Pastels” cycles to the words of P. Tychyna by K. Dankevich and L.
Dychko, firstly, it is possible to distinguish the features of the genre "poem with music" that

are important for these composers; secondly, to identify the techniques most important for



the interpretation of poetic symbolism; third, to determine what is most important in the
chamber-vocal cycle for the formation of special musical symbolism.

First of all, both cycles are distinguished by the brevity, the conciseness of the musical
composition, corresponding to the laconicism, the effect of the unspokenness inherent in the
symbolic poetry of Tychyna. It should be noted that Dychko interprets the last two numbers
of the cycle as the most concise, and Dankevich sped the same with the first two. In addition,
Dankevich’s cycle is characterized by particular brevity, almost minimalism. Here is a table

of the number of cycles in cycle numbers:

Morning [Day|Evening |Night
Dychko 51 46 |32 42
Dankevich |19 10 |23 20

The laconicism of each number is complemented by the focus of the entire
composition to the last number. It embodies the complete inhibition of external movement,
the ultimate point in the daily solar cycle. In content, it is a deepening into the most secret,
an attempt to reproduce the music of peace. The piano drops of small seconds in the last
issue of “Night” in the Dychko cycle are widely scattered on the table. They appear out of
nowhere and form a mysterious background for the soloist's recitative phrases, which with
their replicas clarify individual nuances. Accentuated by deliberate statics, this episode is
reminiscent of the reception of a stop-motion in cinematography. Some animation comes
with the appearance of quasi-celestial overflows of the piano in the middle episode, but they
are also perceived as reflections of the cold moonlight on the night dewy meadows. Static
drops of small seconds with the mournful phrase of the soloist: "Cover me, hide ..." is the
final episode of the final romance of the cycle. However, it does not give the impression of
final completion, but rather returns to the beginning - requires a cycle renewal. In the
Dankevich’s cycle, and in Dychko's work, the last issue takes on a meditative and lyrical
character, plunges into a deep silence (PPP - Dankevich, PPPP - Dychko). We can say that
the music does not end as much as it disappears, it becomes inaccessible to hearing...

On the whole, the quiet dynamic is characteristic of the genre of "poem with music",
because it emphasizes its deep-psychological introspective character. This trend in the style
of the genre is associated with the frequent use of dolce, dolcissimo (especially in the
Dychko cycle). At the same time, contrasting loudspeakers that emphasize the meaning of

individual words are of particular importance. In the last reception, that means that in



emphasizing the individual words and ways of their musical and poetic intonation, the
specificity of "poems with music" is most manifested.

Composers literally "follow the word". This does not mean that they copy linguistic
intonation; they are trying to create an "image of the word" - and not so much as a concept,
but as a sounding - sonorous - phenomenon. Particularly noticeable is the development of
sonorous timbre and colorful illustrative thematicism in the Dychko cycle, however, this
only applies to the piano party. For the vocal - throughout the composition - replicable
construction, discretion, frequent pausing, a large number of trusses, reliance on individual
interval moves and giving them special semantics, rehearsal repetitions and sound delay at
one height, quite pronounced "melody" remain "normative".

From the standpoint of performing techniques, three principles become the leading
vocal part of cycles: freedom of development (a broad understanding of rubato); significant
accentuation (various ways of chanting as vocal linguistic affectation); limitations in
imaginative amplitude and expressiveness, a special economy of techniques that increases
the weight of each of them, enhances the value of details (literally - limited tessitura,
complete absence of external virtuosity, even some leveling of the beauty of the melody
line).

The last performance "condition™ of "a poem with music" leads to the strengthening of
the role of articulatory flow of one sound - especially if it is overblown. A striking example
is the “Evening” from Opus by Dychko. The musical character here follows from the
opening line of the poem: "fluttered in flutes where the sun went down ...". The tranquil
austinous rocking of the trio of accompaniment, overlaid with colorful harmonies,
reproduces the warm, as if tightened with transparent fog, colors of a summer evening, the
light breezes of the wind that disturb its silence. A vocal declamation by nature is closely
linked to the linguistic intonation and intrinsic emotionality of a living word. If "Morning"
and "Day" are notable for the wealth of impressions, "Evening" represents one state, one
mood, caused by the gradual fading of nature. But the similar phenomenon of intensification
of articulatory giving of sound we meet also in "Evening" of Dankevich at overlapped
endings of phrases. The freedom of the vocal party is expressed most rhythmically, due to
the frequent change of pace and character within the number, despite its brevity.

A characteristic common stylistic sign for both composers is the use of trios. The

reception of tenuto, as well as the usual accents, the backlog of notes contribute to the



chanting; note that this is a special singing chant, that is, specifically the voice effects that
enrich the singing style.

Between the cycles of Dankevich and Dychko sometimes there is almost a literal
closeness of the musical text, especially noticeable in the first two numbers. Yes, the vocal
part on the words "The Bunny Run" begins with P, after which Dankevich has a pause and
Dychko uses the farm; “surprise” - the impact of the first syllable is achieved by Dychko at
the expense of emphasis, Dankevich does it with the help of tenuto. Interestingly, the word
"sits" both use the rising second, and "played" - a trio. The middle part of "And in the east of
the palate ..." is indicated in both authors by quiet dynamics (Dychko - PP, Dankevich - P);
"... it smells" - every warehouse is extended: in Dychko farms, and in Dankevich tenuto. A
characteristic common feature of the second issue is the ascending wide interval on the text
“Blossom, meadows; then each one goes down to the middle register in its own w.

Symbolic functions in these cycles acquire those musical techniques that are directly
addressed to verbal semantics. Trying to convey as accurately as possible the "secret"
meaning of the word, to penetrate its symbolic riddle, to obey the word, the music opens its
own possibilities. Thus, the careful passage of the co-writer-poet allows the composer to
extend the boundaries of the musical poetics of the genre.

Cluster chord pedals are the common symbols for these cycles as a sign of "dawn and
sun" (see: Dankevich, "Morning", 15-16 vols; Dychko, "Morning", 26-28, 46-49 vols.),
forshlags, staggering sound production as a sign of "play”, and "game" is understood quite
broadly - as a game of natural forces, interval ascending steps on an octave, quarte (less than
a sexte) as a sign of "full clarity, confidence" (see: Dankevich, “Day”, 8 vols.; Dychko,
“Day”, 23-24 vols.).

A self-symbolizing stylistic sign is the prelude-under-voice filling of the invoice, as a
filling of the “space” of the work with a continuous sound, which conveys the twilight state
of the day and human consciousness. Both "Evenings" (in the cycles of K. Dankevich and L.
Dychko) clearly show this. In addition, the cycles of both composers are quite clearly
introduced to the new semantics of quiet dynamics, pauses, and trusses, which will later
deserve to be defined as "music of silence."”

New symbolic meanings are also given to specific performing techniques. The Dychko
cycle stands out in this regard - when it uses singing without words in two articulation

positions - "a" and "mm". Such singing techniques can be associated with the idea of



dissolution in sound - overcoming the conceptual shell of the word and direct adherence to
its musical primordial, according to O. Mandelstam's famous words: "... Remain foam
Aphrodite and return to music ...".

Based on an overview of the genre and style trends of chamber and vocal music of
Ukrainian composers, we can assume that their desire to create a symbolically complex
artistic "picture of the world" in the specific "pastel" tones, leading to the genre "poem with
music”, presenting it as an integral part of the artist himself and his worldview,
psychological composition, way of feeling; the main factor in the genre and semantic update
of chamber and vocal creativity is the need to discover and prove the true lyrical nature of
music.

The scientific novelty of the article is to reveal the musical and symbolic purpose of
the genre-shaped chamber-vocal miniature in the process of its transformation into a "poem
with music™ in the works of contemporary Ukrainian composers.

The conclusions of the study suggest that the leading features of the interpretation of
vocal miniature and chamber-vocal cycle of modern Ukrainian composers are the
intensification of the interaction of verbal and poetic and musical expression plans,
strengthening the internal dialogic organization; a consistent increase in the semantic
potential of the musical side, homogenization of all the drama of the cycle; formation of new
stylistic means, techniques of textural and melodic development in accordance with the
specific content of the poetic source, actualization of national Ukrainian poetry, including
contemporary ones; reliance on the structural and semantic features of the "poem with
music" as the most relevant to the interaction of the two author's artistic minds - the poet and

the composer.
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