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NOTES

Composer Artem Vedel represents the apex of the choral concerto in
the second half of the 18" century. His work marks the apogee of a
new style in Ukrainian sacred music. Vedel’s concerti are distinguished
by original stylistics, perfectly executed choral textures, and the organic
development of dramaturgical lines in composition. His a cappella works
combine hallmarks of Italian Classical music and choral singing typical of
the Ukrainian tradition.

In his works Vedel introduced an innovative tendency of “romanticizing”
choral concerti within the tradition of Ukrainian partesny singing. Primarily
this was reflected in his melodic development, where features of sacred
chants, ancient Ukrainian liturgical monody, partesny choral works based
on Ukrainian song folklore, and elements of secular genres are evident.

The defining trait of Vedel’s vocal compositions is the lyrical and dramatic
development of musical imagery. He interpreted canonical subjects
through a poetization of subjective experiences. Without losing the
contour of the religious subject matter, he concentrated on emotional,
sometimes even sensorial aspects, especially in the slow movements.

Compared to the works of his contemporaries Dmytro Bortniansky and
Maksym Berezovsky, Vedel’s adherence to the Ukrainian national choral
tradition is more pronounced. It was an innovation in Ukrainian sacred
music in the second half of the 18" century. This combination of Classicism
with the national particularities of music-making, especially melodic and
modal-harmonic development, became the stylistic trend in Ukrainian
national music in the 19™ century.

Artem Vedel’s special attention to the emotional aspect of a work and
the individualization of the musical imagery differentiated his works
from liturgical compositions by other composers of the period. His
sacred concerti demonstrate his rethinking of traditional and stylistically
established means of musical expression.

The composer’s melodic basis was its “singability,” inherent in old
Ukrainian monody, which, in conjunction with vocal turns from folklore,
signified its stylistic novelty. It can be argued that Vedel’'s works
combined the traditions of partesny performance utilizing paradigms of
Kyivan, znamenny, and other chants with elements of psalms, canticles,
and art songs. Unlike Bortniansky and Berezovsky, Vedel composed works
almost exclusively to canonical texts and primarily for performance during
religious services.




The time in which Vedel lived and worked was marked by the systematic
destruction of Ukrainian culture. The dismantling of Cossack institutions,
the denial of almost all elements of political, military, and religious
independence in the context of the total prohibition on national
self-expression and crushing Russification all contributed to deformed
cultural continuity in general, and in Ukrainian music in particular.

Artem Vedel infused sacred music with Ukrainian spirituality. Perhaps this
was what later led to the composer’s political imprisonment and a ban on
the performance of his works.

According to the conductor and composer Alexander Koshetz, who was
among the first in the early 20" century to revive Vedel’s musical heritage,
all his work was based on Ukrainian melodies. Koshetz wrote that Vedel
“should be regarded as the first and greatest spokesperson of the national
substance in Ukrainian church music.”*

Vedel’s sacred concerti, in particular, are permeated with folk motifs.
According to Ukrainian sacred music expert Pavlo Matsenko, in Vedel’s
compositions “melodies of historical and Cossack songs, dumas, folk
lamentations, moral and lyrical psalms, canticles and motifs from the
Irmoloi”? are present. However, the composer did not resort to direct
borrowing or quoting of folk songs, typical vocalization or specific

melodic turns. Instead, his musical vocabulary organically combined folk
vocabulary, the tradition of Ukrainian sacred music and western European
(mostly Italian) practice of composition.

Little remains of original materials and testimonies about Artem Vedel’s
life and work. This was the result of the composer’s virtual imprisonment
in an insane asylum, where he, at the personal order of the Russian tsar,
spent the last nine years of his life. The publication and performance
of his works were prohibited, resulting in many of them being lost. The
absence of original manuscripts and primary sources about his life led
to the marginalization of his legacy and a lack of awareness of his work’s
significance in the development of music in the second half of the 18®
century.

Vedel’s extant musical legacy consists of at least 20, possibly as many as
30, choral concerti, 12 of which have survived in his own autograph score
(and which are featured on this recording), two Liturgies, an All-Night Vigil,
three irmoi cycles, and various sacred choral works.?

The life and creative path of Artem Vedel, a composer of genius, singer,
conductor, and teacher, was brutally interrupted. For many years his
music was undeservedly forgotten. This gap of almost two centuries
interfered with the organic development of Ukrainian sacred music.
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Therefore, the restoration, performance, and interpretation of his works
has exceptional significance for re-establishing historical justice and
introducing Vedel’s work into the context of world musical culture.

Artem Vedel (Vedelsky) was born in 1767 into a burgher family in Kyiv. Until
1787 he studied music and theoretical subjects at the Kyiv Academy. He had
a beautiful voice, conducted a choir, and played the violin in the Academy
orchestra. There is some evidence that during his studies Vedel’s choral
works were performed to acclaim. It is not surprising, therefore, that when
a request for a talented scholar of church music came from Moscow, the
choice fell on the young composer-conductor. Vedel spent four years (1788-
92) in Russia, where he headed the cappella of the commander-in-chief.
Not finding a place for his creative ambitions, the composer left Moscow,
officially resigning for health reasons. Vedel moved back to Kyiv, where he
taught for a short time at the Kyiv Academy. In early 1794 he accepted the
invitation of General A. Levandinov to conduct a choir, entered military
service and headed the corps choir in Kyiv as Kappellmeister. He also had
the opportunity to work as a composer, and during this period he composed
six sacred concerti, dated 1794-95. His works, first and foremost choral
concerti, were becoming popular and were performed in the churches of
the Russian Empire. A year later, in 1796, Vedel moved to Kharkiv, where
he headed the choir of the local governor-general. There, in October-
November 1796, Vedel completed the eighth and ninth choral concerti:

“Hear, O Lord, my voice” and “A preacher of the faith and a servant of the
word.” In the same year, he wrote the concerto “The Lord is my shepherd.”

After the ascension of Paul | to the Russian throne, all cultural work was
curtailed—military choirs, regimental orchestras, and other music centres
were disbanded. Many administrative and music educational institutions
were closed. In 1797 Vedel was stripped of employment and applied for
dismissal from military service. The composer accepted an invitation to
lead the Kharkiv governor’s choir and to teach singing at the city’s fiscal
college. However, targeted attacks on culture—the closure of choruses
and the opera house, censorship of religious music, the prohibition
against performing sacred concerti in churches—prompted Vedel to leave
Kharkiv, and in 1798 he returned to Kyiv. It was in this period that he wrote
his concerti, “O God, the wicked are risen up against me” (No. 11) and “In
my trouble | cried to the Lord” (No. 12).

Despite the official prohibition against the performance of sacred concerti
in force in the Russian Empire since 1797, Vedel heard these works sung
during services at Kyiv’s St. Sophia Cathedral. It was perhaps the last time
he heard his own music.

The following year of Vedel’s life was one of tragedy and contradictions.
In the winter of 1799 he tried to leave secular life and took vows at the
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Kyiv Monastery of the Caves. Only a few months later, having lost faith
in his surroundings and not finding peace of mind, he left the monastery
and returned to his family’s home, where, according to the memoirs of his
father, he read a great deal, played the violin, and composed new works.
He may have continued teaching at the Kyiv Academy.

In May 1799, on the basis of real or falsified writings about the Russian
tsar, he was arrested and under the personal order of Paul I, Artem
Vedel was imprisoned in an insane asylum “without release,” that is,
for life. Without an investigation or trial, Vedel, only 32 years of age,
was incarcerated, denied paper, pen and ink, and forbidden to write
or compose. The political motives of this persecution are indisputable.

Following the assassination of Paul | less than two years after Vedel’s
imprisonment, Alexander | ascended to the throne, and in 1801 many
unjustly convicted prisoners were released under an amnesty. Vedel’s
sentence remained unchanged and, on the orders of the new Russian
emperor, the composer was doomed to remain “in his present condition”*
in the St. Cyril Home for the Insane.

After nine years in prison, the fatally ill composer was released to die in
his father’s home. Of sound mind, physically broken, but not spiritually
destroyed, Artem Vedel died in Kyiv on 26 July 1808 at the age of 41.

Even after Vedel’s death, his works were forbidden to be printed or
performed in churches. Despite censorship, his music was known from
manuscripts and copies made by conductors of church choirs. Subsequently
this led to discrepancies and the distribution of different versions and
redactions of the originals.> New recordings of the composer’s choral
works, coupled with the ongoing research of musicologists and chorus
masters, are essential for a complete representation of Artem Vedel’s
work.

Although Vedel composed in various genres of choral music, the
sacred concerto afforded him the opportunity to reveal his talent and
compositional principles most fully. The 12 concerti featured on this
recording date back to the second half of the 1790s and demonstrate his
fluent command of classical polyphonic and contrapuntal techniques in
choral writing. They combined innovative approaches to the interpretation
of canonical musical expression, the scale of the cyclic form, and
fundamentally new aspects of melodic and harmonic development in the
musical fabric, which became the defining features of his unique style of
choral writing.

Vedel’s surviving choral works were set to religious texts and intended
for performance by church choirs. Although his sacred concerti, like the
works of Maksym Berezovsky in this genre, were set to Davidic psalms,
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their musical reading was quite different. Vedel’s deep religiosity and
desire to adhere maximally to the traditional treatment of sacred works
were not obstacles to his innovative and undogmatic interpretation of
sacred music.

Scholars note that in their figurative and emotional musical elaboration
of the text, Vedel’s concerti can be classified as sacred works with
appellations to secular music.® The organic combination of musical and
canonical textology, the penetration into the essence of verbal structural
and syntactic elements, and the correspondence of semantic and prosodic
accents all speak to Vedel's deep understanding of the fundamental
stylistic and national foundations on which sacred works should be built.

The originality of his stylistics was diminished by publishers and copyists
in the 19" century. “Improvements” were introduced by conductors
according to their own ideas about canonical performance or in response
to the capabilities of a given choir. Since the ban on the publication
of Vedel’s works lasted for a century, from 1799 to 1902, his works
were subjected to corrections according to the “oral tradition” of
unauthorized performances. Interference with the original concerti was
often quite noticeable: tempi and modal textures were changed, and
the formal structure of the works was altered through the fragmentation
of the musical text or in the making of copies. The subjective treatment

of Vedel's works by church and amateur conductors resulted in the
adaptation of concerti to the technical level of a given choir. This led to
simplification of the musical text, which sometimes influenced rhythmic
changes and “corrections” in how melodic lines were notated.” Alexander
Koshetz was one of the first Ukrainian conductors who tried to revive
Vedel’s work at the beginning of the 20" century. He noted that “the great
technical difficulties of his solo parts, their broad aural sweep and the
need for large choruses for performance make Vedel’s works inaccessible
for ordinary choirs.”®

Even publications of the concerti made during the last century were not
without the deficiencies of their predecessors.” In view of this, the work of
music scholars and conductors is especially important for the restoration
of his choral concerti and the maximal approximation in performance to
the musical source.™

The three-part Concerto No. 1 (1794) is indicative of Vedel’s choral writing.
Dynamic development combined with a classically restrained form becomes
the basis for the exposition and development of choral layers. Subtle
lyricism and an elegiac expressiveness merge with virtuoso solo fragments
and massive choral tutti. In this work Vedel utilized rhythmic leitmotifs,
which contribute greatly to the “cementing” of the musical form. The
composer used this principle actively in parts of other choral works as well.
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The five-part Concerto No. 2 (1794) is characterized by a contrasting
juxtaposition of movements with a fairly Classical interpretation of
the modal and harmonic texture. This work is unified by the tendency
to “lyricize” the movements. There are certain associations with the
art song and traditional song-like turns in the middle sections of the
work. The thorough emotional development of the dominant musical
image, especially in the slow movements, later became a hallmark of
Vedel’s compositional style. Between the introduction and the last
movement, the melodic and elegiac aspect changes dramatically. This
is also facilitated by the dynamism of the vocal lines, using imitative
polyphony in the development of the theme in fugue form. The dualism
in the interpretation of the subjective aspect, by means of traditional
formal development and polyphonic writing gives this concerto its unique
emotional personification.

Concerto No. 3 (1795) is characterized by virtuoso vocal-choral technique
and a contrasting development of its movements. As in his Cherubic
Hymn, Vedel turns to melodic paradigms associated with the folk song
or canticle traditions. It cannot be said that he used direct borrowing
or quoted specific psalms, canticles or folklore sources. Rather, Vedel
adapted stylistically revealing segments of the folk song tradition. These
can be turns in cadence, rhythmic and harmonic constants, or even
melodic vocalizations associated with dumas and women’s laments. These

elements in combination with the musical stylistics of 18™-century secular
music mark one of Vedel’s most dramatic concerti. In Concerto No. 3, he
introduced melodized recitatives similar to dumas, which in conjunction
with repetitions and the combination of text fragments, created a
flexibility in the formal construction of the work.

This three-movement concerto is an example of the organic synthesis
of musical elements in Vedel’s works. It traces the stylistic features of
Classicism (mostly in form and harmony), the Baroque (the treatment of
the choral textures and the principles of development) and sentimentalism
(melody and vocalization characteristic of everyday, folk-song sources).
The work is highly lyrical, with minimal contrast between the three slow
movements. Even the last section, characteristic of solemn hymns, does
not come across as the antithesis of the meditative and contemplative
type of melodism, which dominates the entire concerto.

Although Ukrainian composers of the 18™ century had indisputably
individual styles, some parallels between Vedel’s Concerto No. 4 and
choral works by Maksym Berezovsky are apparent. In the comparative
analysis of their sacred concerti there emerges a common feature of
“personalizing” the emotional aspect. A slender form combined with
the logic of melodic and harmonic development gives this work a
refined elegance. Ensemble fragments, which assume the function of a
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full-fledged dramatic component, are based on the melodic turns inherent
in secular genres. The vivid imagery of this concerto is associated with the
formative features of the national choral style, which began to emerge in
the second half of the 18" century, owing to the sacral musical heritage of
Vedel, Bortniansky and Berezovsky.

Concerto No. 5 is an extension of the stylistic concepts established in
concerti No. 1 and No. 3. This work has typological features of a lyrical and
dramatic nature. The composer refers to the psalm text “Blessed is he that
understandeth concerning the needy and the poor,” where the supplicant
or pleading mood becomes dominant. Vedel uses a contrasting melodic
call-and-response formula. The contrasting energy is programmed in the
seed of the vocal line or an entire phrase, associated with the migrating
melodic turns of znamenny chant. The crystallization of certain short
melodic segments is finally used as a kind of leitmotif base for the melodic
development of the work’s slow movements.

This principle becomes especially helpful in constructing large-scale
concerti, such as the seven-movement Concerto No. 6. This work was
written in 1796 to the text “Have mercy on me, O Lord, for | am weak”
and counts among the greatest achievements in the sacred concerto. Its
versatility almost breaks out beyond traditions of genre and style. The
seven sections of the work are contrasting not only in their tempi and

formal characteristics (Adagio-Allegro-Adagio-Allegro vivace-Maestoso-
Adagio-Allegro vivace), but the composer permeated the entire work with
a pleading and sorrowful mood, which changed from a gentle lyricism
(dolce tranquillo) to a dramatically rebellious character in the fourth, fifth,
and final movements.

The internal cyclical construction of Vedel's concerti is more mobile
compared with choral works by Bortniansky or Berezovsky. He used
multi-movement structures in his concerti, from three to seven sections. At
the same time, the organizing typological principle to which Vedel adhered
in most of the concerti was dramatic comparison or even the juxtaposition
of lyrical psychology. While attempting to convey the moral nature of
the conflict embodied in the religious texts, he simultaneously treated
philosophical dualism as an individual aspect of universal humanistic canons.

Concerto No. 7, “Arise, O Lord,” which is not completely preserved, and
Concerto No. 8, set to the text “Hear, O Lord, my voice,” were completed a
few months apart in 1796. The latter, for all its active polyphonic texture, is
dominated emotionally by a chamber-ensemble atmosphere. In its form and
stylistic features, Concerto No. 8 is the most classically restrained.

Despite certain differences in the treatment of melodic and harmonic
development, these two concerti have common features in their use
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of monothematicism. The composer treats melodic lines, which have
features of folk melody, as micro-thematic centres. By using these
elements in different sections of the concerto with minimal changes,
or with slight rhythmic or intonational variations, Vedel achieves the
structural integrity of the work. Similar principles of “mini-leitmotivism”
were used in Ukrainian znamenny chants of the 18™ century. Quite often,
short typological motifs and fragments, unlike established modes, became
the formative blocks in works of this kind. A similar principle of melodic
development was also emphasized by the researcher of Ukrainian sacred
music Mykola Uspensky, who stressed that such fragments in znamenny
chants “gradually came into general usage as motifs of certain church
tones. They served as a kind of leitmotif for creating melodies for one
tone or another.”*

The tripartite Concerto No. 9 (1796), “A preacher of the faith,” written
to stichera of the Gloria, has a panegyric character. This work may have
been written for the celebration of a particular event and has a solemn
character. Concerti No. 9 and No. 10 both contain panegyric choruses
of a theatrical and eulogistic nature. The virtuoso melodic development
is analogous to the “instrumental” treatment of the choir, which was
characteristic of the Baroque and early Classical periods.

The five-movement Concerto No. 10 (1796), “The Lord is my shepherd,”
set to the text of Psalm 23(22), is based on contrasting exposition and the
further development of each movement through modulations in tempo,
tone, mode and harmony. However, when comparing the tonal plans of all
12 concerti, only two of them were written in a major key, C Major. Among
other common features that distinguish these two works is the magnitude
of the choral composition. Concerti No. 9 and No. 10 were conceived
as eight-voice choral scores for two choirs. Both compositions are built
on sophisticated melodies. The balanced symmetry of each movement,
together with the classical combination of tonal schemes, creates a sense
of festive elevation. The arched placement of the ensemble parts in these
works (in Concerto No. 10 it reaches nine parts) gives both concerti a
sense of harmonic architectonics and perfection of form.

The last two known concerti by Artem Vedel are the apogee of his work
in sacred choral music. In the textual part of Concerto No. 11, “O God,
the wicked are risen up against me” (1796), the composer used the last
stanzas of Psalm 86(85). The concentration, and to a certain extent, his
subtly selective use of the text reveals another interesting tendency of
Vedel’s final period. The composer reinforced the dramatic development
of the work by concentrating on certain stanzas of the psalm. He also
used the technique of repeating a rhythmic pattern in a different melodic
line. Vedel focused attention on certain verbal fragments or even short
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phrases. This technique is similar to the principle of ostinato repetition,
which enriches the drama of a particular segment.

By actively introducing polyphonic techniques in developing the choral
texture, Vedel constantly operated on the cusp of contrast, introducing
solo and ensemble “interventions” into the main text of each of the four
movements. A similar use of dramatic development, including figurative,
rhythmic, melodic, tempo, and tonal juxtaposition, gave both concerti
common features in the contrasting treatment of the cyclical choral
concerto as a whole.

The large Concerto No. 12, “In my trouble | cried to the Lord” (1798),
juxtaposes choral tuttiand lyrical trios or choral duets. Vedel’s characteristic
principle of using a thematic phrase-sentence finds new features in
this work. He achieved a compact construction of forms through the
introduction of common monothematic musical elements.

The stimulation of conflict through the combination of monological and
lyrical episodes with fugal arrays in the four-voice choir reaches the level of
a theatrical performance. Vedel gives the choral concerto features of the
oratorio, with elements of an almost operatic presentation of the musical
subject. | want to emphasize again that, unlike the output of Maksym
Berezovsky and Dmytro Bortniansky—the authors of the first operas in

eastern Europe—Vedel did not create any works for the stage. However,
the general tendency toward the intersection of stylistic elements in
religious and “secular” genres manifested itself organically in Vedel’s
sacred concerti. To a large extent, his works became the foundation
on which the Ukrainian liturgical and secular musical culture of the 19®
century continued to develop, albeit with great delays. His free command
of contemporary techniques of choral writing, combined with innovations
in adapting the particularities of Ukrainian melody, make Artem Vedel’s
works a unique phenomenon in the context of world musical culture.

Taras Filenko
City Music Center of Duquesne University, 2018
Translated by Lada Hornjatkevyc
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Choral Concerto No. 1

B moanTBax Heycunatouwyto boropoamuy

KoHaak Ha yTpeHi YcninHa MpecsaTtoi boropoaunui  MpucHoaisn Mapii

The Birthgiver of God, who is constant in supplications
Kondak (Collect-Hymn) from the Matins on the Feast of the Dormition of the

Mother of God

Adagio

B MonnTBax HeycbinatoLLyio
Boropoauuy, 1 B NpeacTaTenscraax
MUpPa HENPeNoXHoe ynosaHie, rpob
1 yMepLUBaeHie He yaepKacTa:

Andante
fikoxe 60 KMBOTa MaTep K KMBOTY
npeacTasu,

Allegretto
Bo yTpoby BcenmBbiica
NPUCHOABBCTBEHHY!O.

Adagio

The grave and death did not detain
the Birthgiver of God. She prays
perpetually and is our unfailing
hope of intercession;

Andante
For he transferred to life the
Mother of Life,

Allegretto
He who dwelt in the womb of the
ever-Virgin.

\ Luminous Voices
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Choral Concerto No. 2

Cnacu ma, boxe, AKO BHMAOWA BOAM...

Mcanom 68, ctuxu: 1, 4, 13, 3,14, 17, 18, 19, 33

Save me, O God: for the waters are come...
Psalm 68 [69]: 2 [1], 5 [4], 14 [13], 4 [3], 14 [13], 17 [16], 18 [17], 19 [18], 33 [32]

Allegro; Allegro maestoso

1. Cnacu ma, boXKe, AKo BHigowWwa
BOZbl A0 AYLIN MOEA.

4. YMHOXKMLWACA Nave BAACH MNaBbl
MOEA HEHABUAALLIN MA TyHe
YKpBNMWacs Bpasun Mov U3roHAL i
MA HenpaBeaHo, ...

Adagio

13. A3 »Ke MOIMTBOIO MOEIO K
Tebb, Boxe...

3. YTpYAMXCA 30BbIM ...

14. ...80 MHOXeCTBb muaocTu Teoen
YCAbILUN M, BO UCTUHHbE CnaceHis
TBoero.

Allegro; Allegro maestoso

2 [1]. Save me, O God: for the waters
are come in even unto my soul.

5 [4]. They are multiplied above

the hairs of my head, who hate me
without cause. My enemies are
grown strong who have wrongfully
persecuted me:

Adagio

14 [13]. But as for me, my prayer is
to thee, O Lord...

4 [3]. I have laboured with crying; ...
14 [13]. ...In the multitude of thy
mercy hear me, in the truth of thy
salvation.

17. Ycnbiwm ma, focnoaun, Ako
6nara mmnocT TBos, N0 MHOXKeCTBy
LLEeAPOT TBOUX MPU3PK Ha MA.

Allegro

18. He oTBpatvt AnLLa TBOEro oT
OTPOKa TBOETO, AKO CKOPOItO, CKOPO
YCAbILN MA.

Adagio
19. BoHMM Aylum moei, 1 n3basito:
Bpar Moux paaun usbasu ms.

Allegro
33. [a y3pAT HULWin n
BO3BeCeNATCA.

17 [16]. Hear me, O Lord, for

thy mercy is kind; look upon me
according to the multitude of thy
tender mercies.

Allegro

18 [17]. And turn not away thy
face from thy servant: for I am in
trouble, hear me speedily.

Adagio

19 [8]. Attend to my soul, and
deliver it: save me because of my
enemies.

Allegro
33 [32]. Let the poor see and
rejoice.




Choral Concerto No. 3

[okoni, Focnoayn, 3abyaewn ma
Mcanom 12, ctuxu: 1-6

How long, O Lord, wilt thou forget me
Psalm 12 [13]: 1-5 [6]

Andante

1. dokonb, focnoan, 3abyaewim ma
[0 KOHL@? IOKONH OTBPALLAELLN
nvue TBoe OT meHe?

2. [lokons NoNoxKy coBbThI B AyLIN
Mmoein, 6ob3HM B cepaLb moem
OEH 1 Howw?

[0KO/Tb BO3HECETCA Bpar MO Ha
ma’?

Adagio

3. Mpwu3pwu, ycabiwm ma, focnoaw,
ycnbiwm, Boske Moli: NpocBETU 04Un
MOMW, @ HEKOTAA YCHY B CMepT.

Andante

1. How long, O Lord, wilt thou forget
me unto the end? How long dost
thou turn away thy face from me?

2. How long shall | take counsels in
my soul, sorrow in my heart all the
day?

3. How long shall my enemy be
exalted over me?

Adagio

4 [3]. Consider, and hear me, O
Lord, my God. Enlighten my eyes,
that | never sleep in death:

4. la Hekoraa peyeT Bpar Moi:
YKPBMUXCA Ha HEro.

5. CTy»KatoLLin mn Bo3paaytoTtca a
Le NOABMXKYCA.

Andante

6. A3b e HamunocT Teoto

ynoBax, BO3paayeTca cepaLe

MOE O CnaceHin TBoem: BOCMOLO
focnoaesu bnarogbaswemy mHb, 1
noto umeHu focnoza BbIWHATO.

5 [4]. Lest at any time my enemy
say: | have prevailed against him.
They that trouble me, will rejoice
when | am moved.

Andante

6 [5]. But | have trusted in thy
mercy. My heart shall rejoice in thy
salvation: | will sing to the Lord,
who giveth me good things: yea,

I will sing to the name of the Lord
the most high.




Choral Concerto No. 4

Moto bory moemy, noto AoHAeXKe ECMm

Mc. 145, 2; Mc. 141, 2; MNc. 26, 10; Mc. 37, 12; Mc. 26, 10; Mc. 65, 18; Mc. 4, 1; Mc.

39, 2-3; Mc. 71, 18-19

I will sing to my God as long as | shall be
Psalm 145 [146]: 2; Ps. 141 [142]: 3 [2]; Ps. 26 [27]: 10; Ps. 37 [38]: 12 [11]; Ps. 26 [27]:

10; Ps. 65 [66]: 19; Ps. 4: 2 [1]; Ps. 39 [40]: 3 [2], Ps. 39 [40]: 4 [3]; Ps. 71 [72]: 18-19

Maestoso

Mc. 145, cT. 2

Moto bory moemy LOHAEXKE eCmb,
BOCxBato focnoAa B *KMBOTH MOEM.
Mc. 141, cT. 2

Mponito npes HUMB MOoNeHie MOE,
neyvan moto npes Hum Bo3BbLLY.

Adagio

c. 26, cT. 10

AIko oTel, MO M MaTK MoA
OCTaBWCTa M1,

Maestoso

Psalm 145 [146]:2

In my life | will praise the Lord: | will
sing to my God as long as | shall be.
Psalm 141 [142]: 3 [2]

In his sight | pour out my prayer,
and before him | declare my
trouble.

Adagio

Psalm 26 [27]:10

For my father and my mother have
left me:

Mc.37,ct. 12

N BAVKHIM MOW OT flanedye meHe
cTawa:

Mc. 26, cT. 10

[ocnog e BocnpiaT ms,

Mc. 65, cT. 18

BHAT r1acy MO/IEHIA MOETO,
Mc.4,ct. 1

1 yCAbIWa MOAUTBY MOIO.

Allegro vivace

Mc. 39, cT.2

M BO3BELLE MA OT pOBa CTpacTew,
i OT BpeHis TUHbI, M NOCTaBM Ha
KaMeHW Ho3b MOW, 1 UCNpaBuU
CTOMbI MOS.

Andante

Mc.39,ct.3

M BNOXu BO yCTa MOA NbHie HOBO,
nbcH bory moemy.

Allegro vivace

Mc. 71, cT. 18-19

BnarocnoseH locnoa TBOpAi
yyaeca eauH. M bnarocnoseHHo
MMA cnaBbl €ro BO BBK M B BBK BbKa.

Psalm 37 [38]:12 [11]

And they that were near me stood
afar off.

Psalm 26 [27]:10

But the Lord hath taken me up
Psalm 65 [66]:19

and hath attended to the voice of
my supplication.

Psalm 4:2 [1]

...and hear my prayer.

Allegro vivace

Psalm 39 [40]:3 [2]

And he heard my prayers, and
brought me out of the pit of misery
and the mire of dregs.

Andante

Psalm 39 [40]:4 [3]

And he put a new canticle into my
mouth, a song to our God.

Allegro vivace

Psalm 71 [72]:18-19

Blessed be the Lord ... who alone
doth wonderful things. And blessed
be the name of his majesty for ever.




Choral Concerto No. 5

BnaeH pasymisanii Ha HMLWaA i ybora

Mcanom 40, ctuxm 1-2; Mcanom 111, ctuxmn 5, 7, 8, 9; Mcanom 83, ctuxm 10-11

Blessed is he that understandeth concerning the needy and the poor
Psalm 40 [41]: 2-3 [1-2]; Psalm 111 [112]: 5-9: Psalm 83 [84]: 12-13 [11-12]

Adagio

Mcanom 40

1. BnaxeH pasymbBasit Ha HMLLA
nybora, B i€H NtOT N36aBUT €ro
[ocnoa.

2. Tocnoz fia COXPaHWT €r0, U KUBUT
€ro, U Aa YBNXKUT €ro Ha 3em/u, 1
[la HE NPEAACT €r0 B PYKM Bparos
ero.

Andante

Mcanom 111

5. Bnar myx wepapa v gan, ycrpouT
cnoBeca CBOA Ha CyAb: AKO B BbK He
NOABMKUTCA.

Adagio

Psalm 40 [41]

2 [1]. Blessed is he that
understandeth concerning the
needy and the poor: the Lord will
deliver him in the evil day.

3 [2]. The Lord will preserve him and
give him life, and make him blessed
upon the earth: and deliver him not
up to the will of his enemies.

Andante

Psalm 111 [112]

5. Acceptable is the man that
sheweth mercy and lendeth: he shall
order his words with judgment:

7. OT cnyxa 3na He ybouTcs.

8. [0TOBO cepAue Ero ynoeatu Ha
focaoaa, yTBepamca cepale €ro,
He ybouTcA LOHAEKe BO3PUT Ha

Bparv ceos.

9. Pactouu, fase ybornm, npasaa
ero npebbiBaeT BoO BbK BbKa, por
ero BO3HeceTcA B CaBb

Allegretto

Mcanom 83

10. AKO MUIOCT U UCTUHY NtOBUT
focnop, bor 6naroaaT 1 cnasy AaerT.

Andante

11. focnoa, He AMWIKT Barux,
XOOAWMX He 3106iem, focnoam,
Boxe cnnb, BnaxkeH YeNoBbK
ynoBasi Ha TA.

6. Because he shall not be moved
for ever.

7. ...He shall not fear the evil hearing.
His heart is ready to hope in the Lord:
8. His heart is strengthened, he shall
not be moved until he look over his
enemies.

9. He hath distributed, he hath given
to the poor: his justice remaineth
for ever and ever: his horn shall be
exalted in glory.

Allegretto

Psalm 83 [84]

12 [11]. For God loveth mercy and
truth: the Lord will give grace and
glory.

Andante

13 [11-12]. He will not deprive

of good things them that walk in
innocence: O Lord of hosts, blessed
is the man that trusteth in thee.




Choral Concerto No. 6

Momunyi ms, Ffocnoam, SKO HEMOLLLEH ECM

Mcanom 6, ctuxu: 2-9

Have mercy on me, O Lord, for | am weak

Psalm 6: 3-11 [2-10]

Adagio

2. Momunyi ma, focnoau, ko
HEMOLLLELL ECMb: UCLLBIN MA,
focnoau, AKO cMATOWACA KOCTH
MOS, 1 Aylwa cmATeca 3610, U Tbl,
focnoau, ookonb?

3. Obpatuca, focnoaw, nsbasu
[yLy MOtO, Cracu mMa paam
MWI0CTKN TBOEA.

Allegro

4. KO HBCT B CMepPTU MOMUHaAN
Tebe, BO afb e KTO MCMOBbLCTCA
Tebb?

Adagio

3 [2]. Have mercy on me, O Lord,
for | am weak: heal me, O Lord, for
my bones are troubled.

4 [3]. And my soul is troubled
exceedingly: but thou, O Lord, how
long?

5 [4]. Turn to me, O Lord, and
deliver my soul: O save me for thy
mercy’s sake.

Allegro

6 [5]. For there is no one in death
that is mindful of thee: and who
shall confess to thee in hell?

Adagio

5. YTpyamxca Bo3apixaHin Mommm,
M3MbIO Ha BCAKY HOLL /I0KE MOe,
c/1e3aMM MOMMU NMOCTENO MOIO
oMouYy.

Allegro vivace
6. CMATeCA OT APOCTU OKO MOE:
obeTlax Bo BChX Bpazbx MowX.

Maestoso
7. OTCTYNWUTE OT MEHE BCU
abnatoliv bessakoHie,

Adagio

AKO ycnblwa focnog rnac MoneHia
MOEFO.

8. focnoa MonAnTBy MO0 MpPiATS.

Allegro vivace

9. [1a NOCTbIAATCA M CMATYTCA BCK
BPasu MoW, @ BO3BPATATCA, U
YCTbIAATCA 35710 BCKOPb.

Adagio

7 [6]. | have laboured in my
groanings, every night | will wash
my bed: | will water my couch with
my tears.

Allegro vivace

8 [7]. My eye is troubled through
indignation: | have grown old
amongst all my enemies.

Maestoso
9 [8]. Depart from me, all ye
workers of iniquity:

Adagio

For the Lord hath heard the voice
of my weeping.

10 [9]. ... the Lord hath received my
prayer.

Allegro vivace

11 [10]. Let all my enemies be
ashamed, and be very much
troubled: let them be turned back,
and be ashamed very speedily.




Choral Concerto No. 7

BockpecHu, Mocnoaum, aa cyasTca A3mum npea Toboto
Mcanom 9, ctux 18

Arise, O Lord, let the gentiles be judged in thy sight
Psalm 9 [10]: 18

Allegro maestoso Allegro maestoso

18. Cyam cnpy, CMUPEHHY, Aa HE 18. To judge for the fatherless and

NPUNOKUT KTOMY BEWUYATUCA for the humble, that man may no

YenosbK Ha 3EMAN. more presume to magnify himself
upon earth.

Spiritus Chamber Choir

Phc

Dallas Southcott
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Choral Concerto No. 8

Ycnmuwn, Focnoam, rnac Mo
Mcanom 26, ctuxn: 7,8, 5,6, 4,9

Hear, O Lord, my voice
Psalm 26 [27]: 7, 8, 5, 6, 4, 9

Adagio

7. Ycnbiwn, focnoam, rnack Mo,
MMIKe BO33Baxb, MOMUAYI MA, U
YCABIWN MA.

8. Tebb peve cepaue moe: flocnoaa
B3blLLy, B3bicKa Tebb nLe moe,
nvua Teoero, focnoau, B3blLLy.

Allegro affettuoso

5. KO CKpbl MA B CENEHIN CBOEM, B
[€H 30/1 MOWX, MOKPbI MA B TallHb
ceneHiA COEro, Ha KaMeH BO3Hece
MA.

6. M HbIHB Ce BO3HECE rMaBy MOt
Ha Bparn mos.

Adagio

7. Hear, O Lord, my voice, with
which | have cried to thee: have
mercy on me and hear me.

8. My heart hath said to thee: My
face hath sought thee: thy face, O
Lord, will | still seek.

Allegro affettuoso

5. For he hath hidden me in his
tabernacle; in the day of evils, he
hath protected me in the secret
place of his tabernacle.

6. He hath exalted me upon a rock:

And now he hath lifted my head
above my enemies.

Largo

4. €anHo npocwux ot focnoaa,

TO B3bILLY, EXKE KUTU MU B JOMY
focnoAHwW BCA AHM KMBOTA MOETO,
3pBTM MM KpacoTy focnoaHto, 1
nockLLaTV Xpam CBATLIN €Ero.

Allegro vivace

9. He otBpaTu nnua Teoero ot
MEHE, U He YKNOHWUCA THEBOM OT
paba TBOErO, NMOMOLLHMK MOl Byau,
1 He OTPUHWN MEHE, N He OCTaBK
MEHE, boxe cnacuTento Mow.

Largo

4. One thing have | asked of the
Lord, this will | seek after; that |
may dwell in the house of the Lord
all the days my life. That | may see
the delight of the Lord, and may
visit his temple.

Allegro vivace

9. Turn not away thy face from me;
decline not in thy wrath from thy
servant. Be thou my helper, forsake
me not; do not thou despise me, O
God my Saviour.




Choral Concerto No. 9

MponosigHWKa BipW i cayry cnosa

CTuxmpa Ha NiTii CBATILWOro i BcexsasibHOro anoctona AHApia MepBo3BaHHOIO

A preacher of the faith and a servant of the word
Stichera (Hymn) from the Feast of the Apostle Andrew, the First-Called

Allegro vivace

MponosbaHMKa BBPbI, U Cayry
Cnosa, AHapes BOCXBannm; Toit 6o
13 NyBUHbI YEN0BLKM YI0BASET,
BMBCTO TPOCTM KPECT B pyKax
[LEPXKA M AKO YKe MeTas cuay,
BO3BOAMT AYLUM OT NECTU BPasKIa.

Andante

W npuHocut focnonaesu aap
6naronpiaTeH, TOro BbPHiK € AMKOM
Y4YeHMK XpUCTOBbIX BOCXBANNM, Aa
MmonAaTca Emy:

Allegro vivace
AIKo Aa munocTvs byaeT B AeH
CYAHBIN.

Allegro vivace

A propagator of the faith, and a
servant of the word, Andrew we exalt;
he who captivates from the depths of
man, instead of a cane holds a cross in
his hands, and wielding power, leads
souls away from cunning deception.

Andante

And bringing to the Lord a gracious
gift: his faithful, together with

the community of the disciples of
Christ, we exalt and pray to Him.

Allegro vivace
May He on the day of judgment be
merciful.

/

Luminous Voices
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Choral Concerto No. 10

[ocnoap nacet ma
Mcanom 22, ctuxu: 1-6

The Lord is my shepherd
Psalm 23 [22]: 1-6

Allegro maestoso

1. Tocnoa nacet MA U HUYTOXKe MA
NINLLINT.

2. Ha mbcThb 3na4Hb, Tamo Bcenu ma
Ha BoAb NOKOMHB BOCNMTA MA.

Adagio

3. dywy moto obpaTu, HacTasun ma
Ha cTe3n npasabl, UMbHbE paau
Csoero.

Allegro affettuoso

4. A we 60 1 noay nocpeab cbHm
CMEPTHbIA, He yBotocs 3na, AKo Tbl
CO MHOIO €CH, Ke3 TBOW v nasunua
TBOA, Ta MA yThlUMCTa.

Adagio

5. YrotoBan ecu NpeaOMHOI0
Tpanesy, CONPOTHB CTYXKatoLLMM
MHb, YMaCTWUA eCh ENEEM TNaBy
MO0, ¥ Yalwa TBoA ynoasatoLLm ma
AKO [lEPKaBHa.

Allegro vivace

6. N munoct Teos, focnoam,
NOXEHET MA BCA AHM KMBOTA
MOETO, U EXKE BCEUTUMMCA B AOM
focnoaeH, B AONTOTY AHIN.

Allegro maestoso

1. The Lord is my shepherd; | shall
not want.

2. He maketh me to lie down in
green pastures: he leadeth me
beside the still waters.

Adagio

3. He restoreth my soul: he leadeth
me in the paths of righteousness
for his name’s sake.

Allegro affettuoso

4. Yea, though | walk through the
valley of the shadow of death, | will
fear no evil: for thou art with me;
thy rod and thy staff comfort me.

Adagio

5. Thou preparest a table before me
in the presence of mine enemies:
thou anointest my head with oil;
my cup runneth over.

Allegro vivace

6. Surely goodness and mercy shall
follow me all the days of my life:
and | will dwell in the house of the
Lord for ever.
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Choral Concerto No. 11 Adagio

17. CoTBOpM CO MHOO 3HaMeHi€ BO
6naro, 1 fa BUAAT HEHaBUAALLIM

boxke, SaKOHOHpeCTyﬂHiLLVI BOCTalla Ha MA

Mcanom 85, ctuxu: 14-17

O God, the wicked are risen up against me

Psalm 85 [86]: 14-17

Andante

14. boxe, 3aKOHOMPECTYMHNULbI
BOCTAlLa Ha MA, U COHMb
[lepKaBHbIX B3blCKalla AyLly MOto,
1 Henpeanoxuwa Tebe npeg,
coboto.

15. M Tbl, focnoam boxke moi,
weapbli 1 MHOFOMMAOCTUBLIN,
[LONTOTEPMBANBBINA U UCTUHHbINA.

Allegro affettuoso

16. Mp13pKY Ha MA U NOMUAYIA MA,
[aXA, AEPKABY OTPOKY TBOEMY, U
cnacw cbiHa pabbl TBoes.

MA, U MOCTbIAATCA:

Allegro assai
AKo Tbl, focnogy, NOMorn mu, u
YyTBLIKMA MA ECK.

Andante

14. O God, the wicked are risen up
against me, and the assembly of
the mighty have sought my soul:
and they have not set thee before
their eyes.

15. And thou, O Lord, art a God
full of compassion, and merciful,
patient, and of much mercy, and
true.

Allegro affettuoso

16. O look upon me, and have
mercy on me: give thy command to
thy servant, and save the son of thy
handmaid.

Adagio

17. Shew me a token for good: that
they who hate me may see, and be
confounded,

Allegro assai

Because thou, O Lord, hast helped
me and hast comforted me.
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Choral Concerto No. 12

Ko locnoay, BHeraa ckopbitv mu

[Mcanom 119, ctuxum: 1-7

In my trouble | cried to the Lord

Psalm 119 [120]: 1-7

Adagio

1. Ko locnoay, BHeraa ckopbsTH M,
BO33BaX W yC/bIWa MA.

2. Tocnoau, n3basw ayLy moto ot
YCTEH HEMPABELHbIX, U OT A3blKa
NbCTVBA.

3. Y1o pgactca Tebb, Maun yTO
NPUNOKMNTCA TEDH K A3bIKY NbCTUBY.

Allegretto
4. CTpb/bl CUHAM M3 OLLPEHHBI CO
YIZIMU NYCTBIHHBIMU.

Adagio

1. In my trouble | cried to the Lord:

and he heard me.
2.0 Lord, deliver my soul from

wicked lips, and a deceitful tongue.

3. What shall be given to thee, or
what shall be added to thee, to a
deceitful tongue?

Allegretto
4. The sharp arrows of the mighty,
with coals that lay waste.

Andante

5. ¥Bbl MHb! kO NpuLencTsie moe
NPOAOKMNCA, BCENNXCA B CENEHIN
Knaapckumu.

6. MHOro npuwencTsosa Aywa
MOSA: C HEHaBMAALLMMU MUPa BbX
MUPEH.

Allegro maestoso
7. €rga rnaronax um, bopsaxy ms
TYHE.

Andante

5. Woe is me, that my sojourning
is prolonged! | have dwelt with the
inhabitants of Cedar:

6. My soul hath been long a
sojourner.

7. With them that hated peace |
was peaceable:

Allegro maestoso

When | spoke to them they fought
against me without cause.

23




Divine Liturgy of St. John Chrysostom

1. €kTeHina Ta XepyBumcbKa | Ektenia and Cherubic Hymn

focnoam, nommayit. focnoam,
nomunyi. Tebs, focnoam. AMUHBb.

Wike xepyBimbl TallHw wbpasytolle,
N XKMBOTBOPALLER TpoiLb
TPUCBATYIO MbCHb NpMNbBatoLLE,
BCAKOE HblHB KUTEICKoe DN0KUMD
noneyexie.

AMUHb.

ko aa Llapa BCbxb noanmems,
QHreNbCKMMMN HEBUANMW
OOPVHOCUMA YMHMW. Anannyia,
anannyia, anavnyia.

Lord, have mercy. Lord, have mercy.

To you, O Lord. Amen.

Let us who mystically represent the
cherubim and sing the thrice-holy
hymn to the life-giving Trinity, now
lay aside all cares of life.

Amen.
That we may receive the King of

all, escorted invisibly by ranks of
angels. Alleluia, alleluia, alleluia.

2. Munoctb mupa | The mercy of peace

MunocTb MMpa, KepTBy XBaneHiA.
M co oyxomb TBOMM®.
Mmamsbl Ko focnoay.

[ocToiHO 1 NpaBeAHO ECTb
NoKnaHATHCA OTuy M CbiHy

n Ceatomy [lyxy, Tponub
€AMHOCYLLHBM 1 HepasababHbIA.

CBATD, CBATD, CBATH [OCNoab
CaBaweb, NCMoMHb HeBO 1 3eMNA
cnaBbl TBOEA: WCAHHA Bb BbILUHWXD,
671aroc/I0BEHDb FPAbIA BO MMA
[oCnoAHE, WCaHHa Bb BbILLHMXb.

AMUHb. AMUHB.
Tebe noemb, Tebe 6n1arocno0BMMb,

Tebb 6narogapums, focnoam,
MONIMMTUCA, BorKe Halwb

The mercy of peace, the sacrifice
of praise.

And with your spirit.

We have lifted them to the Lord.
It is right and just to worship the
Father and the Son and the Holy
Spirit, the Trinity one in being and
undivided.

Holy, holy, holy Lord of Sabaoth,
heaven and earth are full of your
glory! Hosanna in the highest!
Blessed is he who comes in the name
of the Lord. Hosanna in the highest!

Amen. Amen.
We sing of you, we bless you, we

thank you, O Lord, and we pray to
you, our God.
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3. focroitHo ecTb | It is fitting

[OCTOWMHO ECTb AKW BOUCTUHHY
61axunTn TA, Boropoauy,
NpUCHOBNAKEHHYIO U
npeHenopoyHyto n Mateps bora
Hawerw. YecTHbILWYO XepyBbIMb
1 cnaBHbWYO 6e3b cpaBHEHIA
cepadimb, 6€3b UCTABHIA

bora CnoBa poxALuyto, CyLLyto
BoropoauLy, TA Benn4Yaemsb.

4. Otye Haw | The Lord’s Prayer

OT4e Halwb, UKe ECK Ha HebeChxb,
A CBATUTCA UMA TBOE: Aa NpingeTs
uapcTeie TBoe: Aa byaeTb BOMA
TBOA, AKW Ha HebecK, 1N Ha 3eMAun.
Xnb6b HaWb HaCYLWHbIA AaXKAb
HaMb AHEeCh: ¥ WCTaBW HaMb AOATU
HaLUA, KOXKE 1 Mbl WCTaBNAEMb
OOMKHUKWMb HalbIMb: U He BBEAU
HaCb BO UCKYLLEHIE, HO M3HaBM
Hacb M NyKasarw.

It is truly right to bless you, O God-
bearing One, as the ever-blessed
and immaculate Mother of our
God. More honorable than the
cherubim and by far more glorious
than the seraphim; ever a virgin,
you gave birth to God the Word, O
true Mother of God, we magnify
you.

Our Father, who art in heaven,
hallowed be thy name. Thy
kingdom come. Thy will be done on
earth as it is in heaven. Give us this
day our daily bread; and forgive us
our trespasses as we forgive those
who trespass against us. And lead
us not into temptation, but deliver
us from evil.

5. fa icnonHaTca ycta Hawa | May our mouths be filled with your praise

[la UICNONHATCA OyCTa Hala
XBaneHia Teoerw, flocnoam, AKw

[a noemb cnasy TBO, AKW
cnoaobunb ecn HaCch NPUYACTUTUCA
CBATbIMb TBOMMB DOKECTBEHHBIMD,
6€3CMepPTHbIMDB M }KMBOTBOPALLbIMbB
TaliHamb: cobatoam Hach BO TBOEM
CBATbIHM, BECb I€Hb MOYYaTUCA
npasab TBOeN. Anannyia, annunyia,
anaunnyia.

May our mouths be filled with your
praise, O Lord, that we may sing of
your glory. For you made us worthy
to partake of your holy, divine,
immortal, and life-giving mysteries.
Preserve us in your holiness that we
may meditate all the day upon your
justice. Alleluia, alleluia, alleluia.

25




TIMOTHY SHANTZ, conductor

Timothy Shantz is a conductor, choral collaborator, tenor soloist, and
teacher. He is the founder and Artistic Director of Calgary’s professional
choir, Luminous Voices, and the Director of Choral Activities at the
University of Alberta’s Department of Music. Choirs in Calgary flourished
during Timothy’s leadership as Chorus Master for the Calgary Philharmonic
Orchestra and Artistic Director of Spiritus Chamber Choir. Kenneth DeLong
of the Calgary Herald wrote: “It is hard to believe that it has been a full
decade since Timothy Shantz became the chorus master of the CPO
Chorus. During this decade, Shantz, always energetic and full of initiative,
has transformed the choral life of the city.” As a conductor, Timothy is
recognized for the breadth of his work, from early music to contemporary
works, and virtuoso unaccompanied choral music as well as large choral-
orchestral masterpieces. Under his direction, both Luminous Voices and
Spiritus Chamber Choir have earned national choral awards, including
Outstanding Choral Recording (Luminous Voices 2016 and 2018), and the
Healey Willan Grand Prize (Spiritus Chamber Choir 2017 and 2013).

Timothy Shantz has several recordings, including Sea Dreams, featuring
music by Peter-Anthony Togni (2020), Zachary Wadsworth’s The Far
West (2016), of which Joshua Kosman of the San Francisco Chronicle
wrote “beautifully sung, as everything here is, by the aptly named
Luminous Voices,” and Mendelssohn’s Te Deum (2015) with Luminous
Voices, as well as James MacMillan’s Seven Last Words (2014), All the
Stars Looked Down (2012), and Of Stars and Solitude (2010) with Spiritus
Chamber Choir. Timothy holds a Doctor of Music degree in Choral
Conducting from Indiana University Jacobs School of Music with a disser-
tation analyzing the unaccompanied choral work Sun-Dogs by composer
James MacMillan.
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LUMINOUS VOICES

“Few musical experiences are more beautiful than a choir that sings as well
as this one.”
—Kenneth Delong, Calgary Herald

Luminous Voices, Calgary’s professional chamber choir, was founded in 2012
by conductor and Artistic Director Timothy Shantz. The choir unites local,
national, and international artists and organizations to illuminate choral
music of the past and present, spanning cultures and traditions. Luminous
Voices engages audiences in Calgary and beyond through exceptional
sonic experiences encompassing live and virtual performances, recordings,
workshops, new commissions by contemporary composers, and community
education and development. The choir’s most recent commercial recording
is Sea Dreams featuring music by Peter-Anthony Togni, released in July 2020
on the Leaf Music label. Prior recordings include The Far West (2016) and
Mendelssohn’s Te Deum (2015). Of The Far West, Joshua Kosman of the San
Francisco Chronicle wrote “beautifully sung, as everything here is, by the
aptly named Luminous Voices under Timothy Shantz.” The Far West was
awarded the 2018 National Choral Award for Outstanding Choral Recording
from Choral Canada. The ensemble’s first recording, Mendelssohn’s Te
Deum, was awarded the same recognition in 2016.

LUMINOUS VOICES

SOPRANO
Julie Crouch
Nina Hornjatkevyc
Benila Ninan
Katie O’Brien +
Monique Olivier *
Hannah Pagenkopf +
Kathleen Warke

ALTO
Taylor Berry +
Aoife Bonaventura +
Julie Freedman-Smith *
Joanna Henry +
Anna-Marie Koszarycz
Julia Millen
Meghan Prescott
Sara Staples *
Patricia Thompson

* August 25-27, 2014 only (Concerti | through VIII)
+January 1-3, 2016 only (Concerti IX, XI, XI1)

TENOR
Boyd Hansen
Stuart MacQuarrie +
Oliver Munar
Caleb Nelson *
David Sawatzky
David Vanderwal

BASS
Nicholas Allen +
Aaron Bartholomew
Graham Fast *
Dave Latos
Wes Nickel *
Leonard Ratzlaff *
David Schey
Paul Speiser
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SPIRITUS CHAMBER CHOIR

“Quality attracts—and for lovers of fine choral music, Spiritus Chamber
Choir has come to mean refinement, poise and rich expression in choral
singing.” — Calgary Herald

Spiritus Chamber Choir is an internationally award-winning amateur
choir founded in 1995, based in Calgary, Alberta, Canada. Spiritus has
been recognized both nationally and internationally for its high-quality
performances, musicianship, and unique collaborations. Spiritus is
committed to excellence in choral music, performing for music lovers in
Calgary and surrounding areas.

Concert programming by the choir portrays a broad range of repertoire.
In addition to performing choral classics, the choir has commissioned
works by Canadian composers Allan Bevan, Georgina Craig, Quenten
Doolittle, Jeff Enns, George Fenwick, and Zachary Wadsworth. Spiritus
also collaborates regularly with such diverse groups as the Calgary
Philharmonic Orchestra, Calgary Opera, New Works Calgary, Old Trout
Puppet Workshop, Early Music Voices/VoiceScapes, and Pro Coro Canada,
as well as many local choirs including The Calgary Renaissance Singers &

Players, The Calgary Girls Choir, Cantare Children’s Choir, EnChor Chamber
Choir, and Mount Royal Kantorei, to name a few.

Among its many accolades, Spiritus was twice awarded the prestigious
Healey Willan Prize from the Canada Council for the Arts at the National
Competition for Amateur Choirs (2013, 2017). In 2014 the choir earned
second prize at the Fleischmann International Trophy Competition in
Cork, Ireland. At the same competition, Spiritus won the Heinrich Schitz
Perpetual Trophy for the best performance of a work by the German
composer. In May 2011, at the Florilege Vocal de Tours International
Choral Competition (Tours, France), Spiritus won the Ministry of Culture
prize for the best performance of a work by a French composer.

Spiritus has produced five recordings, including James MacMillan’s Seven
Last Words from the Cross (2014), All the Stars Looked Down (2012), Of
Stars and Solitude (2010), Never the Same River Twice (2001), and Crossing
Bridges (1999).
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SPIRITUS CHAMBER CHOIR

SOPRANO
Dawn Coulter
Julie Crouch
Lindsay Weryshko
Anne Heinemeyer
Mar James
Nina Hornjatkevyc
Carol Nickel
Katie O’Brien
Monique Olivier
Kim Reinhart
Kathleen Warke
Bonnie Woelk

ALTO
Katherine Duncan
Kathy Hanna
Anna-Marie Koszarycz
Diep Lipkind
Julia Millen
Meghan Prescott
Donna Rupparell
Marian Zekulin

June 22-24, 2014 (Concerto X & Divine Liturgy of St. John Chrysostom)

TENOR
Heather Gamber
Boyd Hansen
Oliver Munar
Paul Newman
Rod Olson
John Partridge
Mark Ross
Dallas Southcott
Dennis Voth
Zachary Wadsworth

BASS
Aaron Bartholomew
Jamie Bertram
Graham Fast
Bryan Hryciw
David Latos
Wes Nickel
Colin Redekop
David Schey
Jose-Manuel Serrano
Tom Van Hardeveld

Timothy Shantz
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SOLOISTS

CONCERTO |

Nina Hornjatkevyc, soprano
Monique Olivier, soprano
Patricia Thompson, alto
Oliver Munar, tenor

David Vanderwal, tenor
Leonard Ratzlaff, bass

CONCERTO Il

Benila Ninan, soprano
Monique Olivier, soprano
Sara Staples, alto

Patricia Thompson, alto
Oliver Munar, tenor
David Vanderwal, tenor
Leonard Ratzlaff, bass

CONCERTO Il

Benila Ninan, soprano
Sara Staples, soprano
Patricia Thompson, alto
David Vanderwal, tenor
Oliver Munar, tenor
Paul Speiser, bass
Leonard Ratzlaff, bass

CONCERTO IV

Julie Crouch, soprano
Benila Ninan, soprano
Meghan Prescott, alto
Anna-Marie Koszarycz, alto
Oliver Munar, tenor

David Vanderwal, tenor
Paul Speiser, bass

CONCERTO V

Nina Hornjatkevyc, soprano
Meghan Prescott, alto
Anna-Marie Koszarycz, alto
David Vanderwal, tenor
Oliver Munar, tenor

Paul Speiser, bass

CONCERTO VI

Julie Crouch, soprano
Patricia Thompson, alto
David Vanderwal, tenor
Oliver Munar, tenor
Leonard Ratzlaff, bass

CONCERTO VII
Nina Hornjatkevyc, soprano
Anna-Marie Koszarycz, alto

CONCERTO VIII
Kathleen Warke, soprano
Monique Olivier, soprano
Sara Staples, alto

David Vanderwal, tenor
Oliver Munar, tenor

Paul Speiser, bass

CONCERTO IX

CHOIR 1

Nina Hornjatkevyc, soprano
Julie Crouch, soprano

Aoife Bonaventura, alto
Oliver Munar, tenor

Boyd Hansen, tenor

Paul Speiser, bass

CHOIR 2

Kathleen Warke, soprano
Benila Ninan, soprano
Patricia Thompson, alto
David Vanderwal, tenor
David Sawatzky, tenor
Aaron Bartholomew, bass
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CONCERTO X

CHOIR 1

Nina Hornjatkevyc, soprano
Monique Olivier, soprano
Julia Millen, alto

Meghan Prescott, alto
Boyd Hansen, tenor
Jose-Manuel Serrano, bass
Aaron Bartholomew, bass
Bryan Hryciw, bass

Dave Latos, bass

CHOIR 2

Kim Reinhart, soprano
Kathleen Warke, soprano
Julia Millen, alto

Kathy Hanna, alto

Oliver Munar, tenor
Jamie Bertram, bass
Graham Fast, bass

CONCERTO XI

Nina Hornjatkevyc, soprano
Julie Crouch, soprano
Meghan Prescott, alto
Oliver Munar, tenor

David Vanderwal, tenor
Paul Speiser, bass

Wes Nickel, bass

CONCERTO XlI

Nina Hornjatkevyc, soprano
Benila Ninan, soprano
Patricia Thompson, alto
Oliver Munar, tenor

Paul Speiser, bass

Divine Liturgy of
St. John Chrysostom

1. Ektenia & Cherubic Hymn

Mar James, soprano
Kathleen Warke, soprano
Kathy Hanna, alto
Timothy Shantz, tenor
Boyd Hansen, tenor

Wes Nickel, bass

2. The mercy of peace
Julie Crouch, soprano
Julia Millen, alto

Boyd Hansen, tenor

3. It is fitting

Kim Reinhart, soprano
Monique Olivier, soprano
Julia Millen, alto

Boyd Hansen, tenor
Jose-Manuel Serrano, bass

4. The Lord’s Prayer

Nina Hornjatkevyc, soprano
Meghan Prescott, alto
Jamie Bertram, bass

5. May our mouths be filled
with your praise

Nina Hornjatkevyc, soprano
Kathy Hanna, alto

Wes Nickel, bass
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ARTEM VE DE L Twelve Sacred Choral Concerti & Divine Liturgy of St. John Chrysostom

Luminous Voices & Spiritus Chamber Choir

VOLUME |
CONCERTO |
1-3 “The Birthgiver of God,
who is constant in supplications”
CONCERTO Il
4-8 “Save me, O God, for the waters have come...”
CONCERTO 1l
9-11 “How long, O Lord, will you forget me?”
CONCERTO IV
12-16 “I will praise the Lord while | live”
CONCERTO V
17-20 “Blessed is he who considers the poor”
CONCERTO VI
21-27 “Have mercy on me, O Lord, for | am weak”
CONCERTO VII
28 “Arise, O Lord, let the nations be
judged in your sight”
CONCERTO VIII
29-32 “Hear, O Lord, when | cry with my voice”
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and broadcasting of this recording prohibited.

33-35
36-40
41-44

45-48

49
50
51
52
53

VOLUME II

CONCERTO IX
“A preacher of the faith and a servant of the word”

CONCERTO X
“The Lord is my shepherd”

CONCERTO XI
“O God, the wicked are risen up against me”

CONCERTO XII
“In my trouble | cried to the Lord”

Divine Liturgy of

St. John Chrysostom

1. Ektenia & Cherubic Hymn

2. The mercy of peace

3. It is fitting

4. The Lord'’s Prayer

5. May our mouths be filled with your praise
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