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FOLKLORE INTONATIONS IN THE CHORAL WORKS OF
UKRAINIAN COMPOSERS

@D 0JILKJIOPHI IHTOHALIT Y XOPOBUX TBOPAX YKPAIHCHKHX KOMIIO3UTOPIiB

When we look at the history of Ukrainian musical art, we can see the dominant
role of vocal and choral music among other musical forms. While instrumental
music — chamber and symphonic — developed rapidly in the 20th century, relying
on relatively few earlier examples, choral art has deeper and older roots. Because of

215



My3uuna ma xopeozpaghiuna oceima ¢ KOonmeKkcmi KyJibmypHo2o0 po36Umky
cycninocmea (24-25 srcoemua 2025 poky)

this, it demonstrates a wide range of genres based on national traditions. In the mid-
20th century, many works by Ukrainian composers appeared, and some of the
brightest examples were written for choir. Studying the specifics of choral genres of
this period helps identify the characteristic features of Ukrainian compositional
thinking and how it was expressed by different authors.

In 20th-century musical culture, choral art continued to develop, and many
genres were represented. A significant role was played by works based on
arrangements of folk songs. For example, the textbook for the course “Choral
Conducting” (1971), compiled by A. Kolomiyets, included various examples of the
national choral school, combining both arrangements and original compositions.
“Ukrainian folk songs are represented in arrangements by outstanding Ukrainian
composers whose work flourished in the first half of the 20th century: Ye. Kozak,
P. Kozytskyi, O. Koshyts, M. Leontovych, S. Orfeyev, K. Stetsenko.”

While the works of well-known composers such as Borys Lyatoshynsky,
Kyrylo Stetsenko, and Mykola Leontovych have been studied in depth, the creative
style of other composers who were also active in the choral genre remains less
researched. It is useful to highlight certain common features typical of Ukrainian
composers who worked in the mid-20th century. First of all, many of them focused
on the song genre — among them Ye. Kozak, 1. Shamo, P. Maiboroda,
H. Maiboroda, and O. Bilash. Many of these authors have not yet received sufficient
recognition in modern musicology.

One of the main features of their creative approach is interest in the expressive
possibilities of the human voice. They paid great attention to arranging folk material,
composing solo songs, and using elements of folk melodies as the thematic basis of
their works. Very often even their original compositions were “genetically”
connected with folk song material, using its characteristic features (Belik-
Zolotarova, 2015). A particularly respectful attitude toward folk songs can be seen
in the works of Ye. Kozak (1907-1988). He often used Bukovynian and Boyko
folklore in his music and introduced song- and romance-like intonations in both his
choral and vocal compositions.

Another important feature of Ye. Kozak’s creativity was his interest in the
light-entertainment genre. He wrote many vocal works for different ensembles, and
several of them had multiple versions — for choir, for women’s quartet, or for solo
voice with accompaniment. These became popular songs that combined folklore-
based intonations with dance and stage rhythms (Maichyk, 2009). “Popular songs
were especially numerous in the works of A. Kos-Anatolsky and Ye. Kozak. At that
time, they often took on the social role of stage songs, since Western popular music
was 1deologically prohibited. Galician composers willingly introduced the
intonations of kolomyikas and other specific folklore genres into solo songs. On the
other hand, these songs continued the tradition of the song-romance, often with waltz
or barcarolle rhythms, and were connected with the chamber-vocal culture of the
previous century” (Kyianovska, 2007). Popular rhythmic and intonational elements
therefore appeared in Kozak’s choral works of that period.
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The connection between folklore sources and a composer’s individuality may
vary in degree. For example, in his choral works M. Kolessa tried to combine Lemko
folklore with a modern musical language. His cycle “Lemko Wedding” occupies a
central place in his creative heritage and uses folk material interpreted in a new
artistic way.

Studying the choral works of composers-songwriters of the 1950s—1970s
makes it possible to identify several characteristic features. In the works of I. Shamo,
H. Maiboroda, P. Maiboroda, and O. Bilash, the song genre plays a leading role.
Their connection with folklore can be seen in their interest in choral arrangements,
borrowing melodic and rhythmic elements, and using folk-based modes and
harmonies in original compositions. Their choral scores often include features
typical of folk vocal style and imitate the sound of folk instruments. Another
characteristic of these composers is their frequent use of Taras Shevchenko’s poetry.
The traditions established by these composers were continued by later generations.
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