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Abstract

The purpose of the article is to analyse the specifics of choral religious pieces by the Ukrainian composer
Viktoriia Polova on the example of Luminous Canticles. The methods of studying the features of the artist’s
choral style requires the use of the analytical method. The comparative method is necessary to highlight
the nature of the relationship between individual creativity and previous artistic choral practice. The
synthesis method is used to distinguish the philosophical and aesthetic basis of the Ukrainian composer’s
work. Results. The choral works of leading Ukrainian composer Viktoriia Polova are an outstanding
phenomenon in the context of contemporary national and world musical art. They are a kind of bridge
between the traditions of the past and contemporary composer techniques. The verbal text is a source of
inspiration for the artist, who forms musical fabric based on it. The choice of canonical texts in religious
works signifies V. Polova’s creative method. The phonism of choral singing is used to convey sacred
and divine images. The turning to the traditions of Renaissance polyphony, Znamenny Chant (Eastern
Orthodox Church traditional singing — translator’s note) is combined with sonorous complexes and
minimalism aesthetics. The compositional and phonic architectonics aim to reproduce the idea of the
harmony of the world, which is implemented by the means of choral sounding. Contrasting comparison
of different figurative spheres and tonalities is the basis of the composer’s style, in which there is no
place for drama and conflict. The colouristic of the harmonic verticals is formed due to the logic of the
polyphonic unfolding of the individual vocal layers. The scientific novelty of the article is in highlighting
the specificity of Viktoriia Polova’s choral compositions and distinguishing the stylistic dominants of her

creative method.
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INTRODUCTION

Viktoriia Polova is one of the leading Ukraini-
an composers of our time. The philosophical way of
thinking, the diversity of style and the progressive
nature of the artist’s artistic guidelines indicate the
significance of her creative legacy. The composer’s
choral works take an important place in the context
of national music because they demonstrate a con-
nection with national choral traditions and are inno-
vative at the same time. The study of Polova’s cho-
ral style’s features is a relevant task, contributing to
comprehension of the specifics of the development
of the national musical art.
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ANALYSIS OF RECENT RESEARCH
AND PUBLICATIONS

In modern musical literature, there are a number
of studies that outline the specificity of Polova’s com-
positional style. A general description of the artist’s
work is presented in V. Kuzyk’s article (2018). Some
features of V. Polova’s choral works are described in
N. Pertsova, V. Horobets and V. Hrytsenko’s publica-
tion (2017). The contribution to musical art is made
by L. Dychko and V. Stepurko is also mentioned. An
important basis allowing understanding the specifics
of the composer’s creative thinking is the interviews
conducted with V. Polova by such authors as D. De-
siateryk (Polova, 2019b) and O. Naidiuk (Polova,
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2019a). The issues of the philosophical foundations
of music are presented in the work of the leading
thinker A. Schopenhauer (1992), whose views are
interpreted in A. Tormakhova’s work (2009). A com-
prehensive understanding of the composer’s style as
a specific phenomenon of a complex nature has been
carried out by authors such as V. Lihus and O. Lihus
(2018). In their publication, different approaches to
the definition of style are provided, and the influence
of historical and cultural factors is outlined. The fea-
tures of choral thinking of contemporary Western
composers were analysed in O. Prykhodko’s work
(2017). The author focuses on ways of adapting basic
performance skills and methods to new composition-
al techniques that composers are inventing. Currently,
there is a lack of works devoted to analysing Polova’s
creative method, realised in the sphere of choral art.

The purpose of the article is to analyse the spe-
cifics of choral religious compositions by the Ukrain-
ian composer Viktoriia Polova on the example of the
Luminous Canticles.

Methods and approaches. The study of the fea-
tures of the artist’s choral style requires using the ana-
lytical method. The comparative method is necessary
to highlight the nature of the relationship between
individual creativity and previous artistic choral prac-
tice. The synthesis method is used to distinguish the
philosophical and aesthetic basis of the Ukrainian
composer’s work.

RESULTS

The oeuvre of the Ukrainian composer V. Polova
includes various works, among which there are both
instrumental and vocal-instrumental ones. Throughout
her creative growth, the composer’s musical language
has evolved. The range of styles the artist has worked
covers such opposed directions as avant-garde, polystyl-
ism and holy minimalism. In the works composed in the
mature period of creativity, the aesthetic of minimalism
prevails. These stylistic characteristics are formed due
to the interaction of various objective and subjective
factors. In particular, as O. Lihus and V. Lihus (2018)
note, “the strongly individual qualities of the compos-
er’s style are determined by national, historical, social
and psychological factors” (p. 674).

A prominent place among the composer’s works is
choral opuses because the artist turned to various choral
compositions both at the beginning of her creative ac-
tivity and in the mature period. The composer chooses
a choral piece to implement topics related to profound
philosophical ideas, problems of human existence, and
so on. The choir’s interpretation as a bearer of the sub-
lime and sacred origin is inherent to V. Polova. The
choral composition is appropriate to convey the deep

divine meaning, while the orchestral sound is associat-
ed with the human, objective and terrestrial dimension.
Among the genres the artist turns to, it’s possible to
mention cantatas, masses, choral cycles and individual
religious works. Polova chooses different choir line-
ups (women’s, men’s, mixed, children’s choirs) de-
pending on the artistic idea. Her choral writing can be
considered as a dynamic phenomenon that is the sum
of “the individual characteristics of a work (group of
works) arising from the nature of choral performance”
(Prykhodko, 2017, p. 3).

The desire to explore opposed figurative spheres
contributes to the fact that the author’s range of inter-
est includes the literary works of different poets. The
list of poetic texts is impressive, as it contains works
by Quintus Horace Flaccus, Simeon the New Theo-
logian, F. Schiller, A. Fet, D. Donne, D. Glanvill and
J. Brodsky. As N. Pertsova and others (2017) note,
a number of composers’ works are related to genres per-
formed during religious practices: “a significant number
of works are closely related to religious themes, which
are mainly composed on canonical texts. Folk texts are
used partially, and the words of famous poets are used
very rarely” (p. 616). The choice of canonical texts is
one of the composer’s authorial method features. The
verbal level demonstrates the connection with previous
composer practice and the tradition of national choral
art. V. Kuzyk (2018) points out that the composer’s reli-
gious works are characterised by “restraint, meditative-
ness and prayerfulness” (p. 337).

The interaction of verbal and musical components
is an extremely important issue for the composer. The
verbal text is an incentive for composing a piece of
music. It inspires the author and generates an auditory
fabric. The composer draws inspiration from the text
and is always primary concerning music. V. Polova’s
philosophical way of thinking manifests itself in need
for self-awareness through music, understanding each
sound’s deep meaning. In the interview on the essence
and specificity of the creative process V. Polova not-
ed that for her self-awareness is more important than
self-expression, and “it was the prayer texts that al-
lowed me to move internally, live and grow my essence
through sound... And first the word is sown in you and it
sprouts with music” (Polova, 2019b).

The composer’s interpretation of vocal and choral
genres indicates that she is rethinking the achievements
of national choral practice creatively, manifested ac-
cording to canonical religious singing. The author uses
canonical texts that strengthen the connection with the
practices of past centuries. The artist also turns to the
type of texture that has developed in choral music of
religious content. The musical content also correlates
with canonical elements. It includes, in particular, the
presence of recitative-related inserts, the use of rhetori-
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cal figures, which also illustrate the connection with Or-
thodox religious music.

There are many innovative features in the compos-
er’s choral works that are characteristic of contemporary
musical language. In particular, attention is paid to the
sonorism of individual sounds that are not functionally
linked. In V. Polova’s harmonious vertical, there is a for-
mation of vivid colouristic and colourful combinations
generated by the movement of horizontal lines. Due to
the attention to every colouristic shape, its sonorism, the
choral works seem to transport us into some extrater-
restrial time-space. It gives the impression of slowing
downtime. There is neither rapid change in chord ver-
ticals nor conflicting collision of topics. The principle
of contrast prevails in the combination of parts in cyclic
works. Choral works are full of “airs”, in which every
sound is clearly audible. The mastery of the composer’s
work is manifested in the “sparing” use of expressive
means. V. Polova uses elements of mode thinking and
extended tonality. There are often examples of the third
comparison of tonalities, which replace modulation and
deviation. Such a technique breaks the usual logic of
tonal development and adds dynamics to the presenta-
tion of the material.

The composer is characterised by attention to har-
mony, which V. Polova interprets in two ways. Harmony
is considered by her as a substantive characteristic of the
world, being coherent, beautiful, admirable. That is, it is
a broad understanding of harmony. The composer also
interprets harmony as a means of implementation of
this concept. In the interview conducted by O. Naidiuk,
Viktoriia Polova reveals her vision of the relationship
between harmony and music:

I trust music, the inexpressible beauty of the world, its
incredible harmony, the futility of my attempts to ex-
press this harmony, the endless sadness of those who
leave this world and the endless hope of being forever
with the Creator. (Polova, 2019a)

The colouristic of chord verticals is used to convey
a harmonious worldview. That is, the two dimensions of
harmony perception are correlated and interrelated.

Luminous Canticles is a work that illustrates the
features of Viktoriia Polova’s choral skills perfectly.
According to the author’s definition, this is a choral
symphony. The composition is written to be performed
by a mixed a capella choir and soloists, and consists
of fifteen pieces: Prayer to the Holy Spirit, the Canti-
cle of Simeon, Good King, Good Mother, Holy God,
Angel of God, Virgin Mary, Troparion of the Holy
Cross, Seeing God wondrously incarnate, Open to Me
the Doors of Repentance, The Prayer of Saint Ephrem,
King of Heaven, O Gladsome Light, It is Truly Right,
May Lord be Risen, Christ is Risen. The composer uses
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canonical texts in it that have often attracted the atten-
tion of masters (Virgin Mary, Troparion of the Holy
Cross, Open to Me the Doors of Repentance, May Lord
be Risen, Christ is Risen) and those that are less often
put on music (The Prayer of Saint Ephrem). In the work,
it’s possible to trace the similarity features with the cho-
ral concert genre. The definition of Luminous canticles
as a choral symphony brings the understanding of mu-
sical material to a deeper level. Based on the “classical”
interpretation of the symphony as a genre that can con-
vey the most complex philosophical concepts, the use of
this term is appropriate. In addition, it can be noted that
the Luminous Canticles are full of ritual and spiritual
meaning and symbolic messages that require decoding.

However, each phrase and sentence convey a symbol-
ic rather than a ritual meaning. And this feeling of the
symbolism of the message is enhanced by the mul-
tidimensional musical sequence, numerous allusions
and hints that refer to entire layers of European and
Ukrainian choral culture. (National Union of Compos-
ers of Ukraine, 2018)

In the work, the composer tries to convey the flu-
idity of the musical whole, which was characteristic
of Renaissance polyphonic music. The use of comple-
mentary rthythms and isorhythm are its manifestations.
The basic principle of the rhythmic organisation of the
piece is the use of constant movement in large durations.
A homophonic-harmonic style replaces the polyphony
only in the cadenza passages. The fluidity of the move-
ment ceases due to the appearance of the exact rhythmic
durations in all voices.

In this symphony, there are alternating sections in
which the entire choir sings, or individual choral groups
do, and so on. The first piece, Prayer to the Holy Spirit,
is sung by the whole choir, sounds solemn and sublime
and on a major scale. It acts as a kind of prelude to the
entire symphony. The tutti of the entire chorus is quick-
ly replaced by a section in which solos begin to come
to the fore. The soloists’ singing takes place against the
background of sustained chorus sounds, similar to an
organ point. The pieces associated with the female char-
acters are illustrated mainly through the transfer of the
melodic line to the soprano parts. In this case, the piece
O Gladsome Light, which is an example of lyrical and
extremely harmonious imagery, can be illustrative. The
author uses interesting chord consonances that embody
the idea of light. Each sound complex, produced during
long-term structural formations, has a vivid coloura-
tion. It is appropriate to recall the concept of synesthe-
sia— the unity of sound and colour — embodied in the
musical culture of the 19" and 20™ centuries. In some
performing interpretations, the impression of this piece
is enhanced by the use of lighting plot, which greatly
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enhances the psychological effect of music. V. Kuzyk
(2018) also draws attention to this, emphasising that
“choral singing is thought of as an angelic voice, a di-
vinely inspired echo of angelic singing. The ideas of sa-
cred silence and meditative listening and contemplation
of sound are embodied in the cycle” (p. 337).

The composer mainly uses registers of human voic-
es that are more “advantageous” due to the specifics of
the tessitura, the ability to achieve different dynamic
shades. But because of the theme of the work, a higher
register is used in it, which creates an allusion to angelic
singing that sounds in the heavenly dimensions.

In the most dramatic episodes of the work, the com-
poser uses low-register singing, which should empha-
sise the tragic nature of the content. Another means of
achieving such images is the use of clusters, which are
a kind of semantic centres, followed by the removal of
tension again. Thus, V. Kuzyk (2018) notes that:

Each of her opuses is a search for a compositional
and phonic architectonics, marked by a deeply pro-
fessional refined technique of contemporary writing,
aimed at revealing significant conceptual problems of
the spiritual life of a creative person and directly their
own. (p. 336)

The composer’s authorial style is the point of in-
tersection of two worlds — past and present. Traditions
and innovations are intertwined in it. The main purpose
of Polova’s music is to find the meaning for human ex-
istence, to give people solace in times of suffering.

For the composer, music is a means of healing
a person by reconciling him with the world’s imperfec-
tions. It can be seen as the concordance of A. Schopen-
hauer’s philosophy, who emphasised that genius is al-
ways in a state of suffering in his work The World as
Will and Representation. Only the inspiration that takes
the form of a piece of music can relieve him from his ex-
periences for a moment: “the creator often experiences
suffering and loneliness, and his reward is the art itself,
which gives him an advantage over others” (Tormakho-
va, 2009, p. 82). At the same time, musical art can re-
veal the truths of being. It happens unconsciously. This
process cannot be fully argued or explained logically.
However, music is the world, and the world is music,
for according to Schopenhauer, “Music disclose to us its
most secret meaning of all things ... just as well call the
world embodied music as embodied will” (Schopenhau-
er, 1992, p. 259).

CONCLUSIONS
The choral works of leading Ukrainian composer

Viktoriia Polova are a unique phenomenon in the con-
text of contemporary national and world musical art.

They act as a bridge between the traditions of the past
and contemporary composer techniques. The verbal text
is a source of inspiration for the artist, who forms mu-
sical fabric based on it. The choice of canonical texts in
religious works signifies V. Polova’s creative method.
The phonism of choral singing is used to convey sa-
cred and divine images. The turning to the traditions of
Renaissance polyphony, Znamenny Chant is combined
with sonorous complexes and minimalism aesthetics.
The compositional and phonic architectonics aim to re-
produce the idea of the harmony of the world, which is
implemented by means of choral sounding. Contrasting
comparison of different figurative spheres and tonalities
is the basis of the composer’s style, in which there is
no place for drama and conflict. The colouristic of the
harmonic verticals is formed due to the logic of the pol-
yphonic unfolding of the individual vocal layers.

The scientific novelty of the article is in highlight-
ing the specificity of Viktoriia Polova’s choral works
and distinguishing the stylistic dominants of her crea-
tive method.
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CHELU®IKA XOPOBUX TBOPIB BIKTOPII IOJILOBOI

HaraJia Peremia

KwuiBchkuil HallioHATEHUHN YHIBEPCUTET KYJIBTYPH 1 MUCTEIITB

AHoTanis

Mema cmammi — npoaHaizyBaTH Crienudiky XOpoBUX JyXOBHUX TBOPIB YKpaiHChKOi KOMIO3UTOPKH BikTopii
[MonmboBoi Ha npuknan «CBITIHX MiCHECHIBIBY. Memooonozis docioxicenHs 0COOINBOCTEN XOPOBOTO CTUIIIO
MHCTKHHI TIOTpeOye 3aydeHHsI aHATITHYHOrO MeToxy. [IopiBHUIBHUN METOn HEOOXiTHMI I BUCBITICHHS
XapakTepy B3a€MO3B’sI3Ky 1HAMBIAYaIbHOIO TBOPYOro Hayasia Ta IONepeHbOI MUCTELBKOT XOPOBOT IPAKTUKH.
Meron cHHTE3y 3aCTOCOBYETHCS IS BUAUICHHS (iT0cO()CHKO-ECTETHYHOTO MiATPYHTS TBOPYOCTI YKPaiHCHKOT
KOMITO3UTOPKH. Pesynbmamu. X0opoBi TBOPH MNPOBIAHOI yKpaiHChkoi kommno3uTopku Bikropii IlomsoBoi
€ BHU3HAQYHUM SIBHIIEM y KOHTEKCTi CyYaCHOTO BITYM3HSHOTO Ta CBITOBOIO MYy3HMYHOTO MHCTELTBA. BoHH
BUCTYNAIOTh Yy POJi CBOEPIAHOIO MICTKa MDK TpPaJMI[ISIMM MHHYJIOTO Ta Cy4aCHHMMH KOMIIO3UTOPCHKUMH
TexHiKamu. BepOanbHUI TEKCT HaJMXae MUCTKMHIO Ha BiANOBiIHE (GOpMyBaHHS My3W4YHOi TKaHWHU. BuOip
KaHOHIYHHMX TEKCTIB y JIyXOBHHX TBOPaX € 03HaKor TBopuoro mMeroxy B. [TonboBoi. ®oHi3M XOpoBOro criBy
BUKOPHCTOBY€ETHCS TSI TIEpeiadi CakpadbHUX Ta O0XKECTBEHHMX 00pa3iB. 3BepHEHHS O TpaaWIii momipoHii
no6u BimpomkeHHs, 3HAMEHHOTO pO3CIIBY, CIIOTYYalOThCSA i3 COHOPHUMH KOMIUIEKCAMH, E€CTETHKOIO
MiHiMami3my. KommosutiiHo-(hoHIUYHa apXiTeKTOHIKAa CHpsIMOBaHA Ha BINTBOPCHHS inei TapMOHIi CBITY, siKa
BTUTIOETHCS 3ac00aMK XOPOBOTO 3By4aHHs. KOHTpacTHe 3icTaBieHHs pi3HUX 00pa3HUX cep Ta TOHAIBHOCTEH
€ OCHOBOIO CTWJIIO KOMIIO3UTOPKH, B SIKOMYy HEMae Miclsl apamatu3my Ta KoHuikTHOCTI. Komopucruka
TapMOHIYHMX BEPTHKAJICH YTBOPIOETHCS SIK PE3YJIBTAT JIOTIKH IOJTi(POHIYHOTO PO3TOPTAHHS OKPEMHUX BOKAIBHUX
mapiB. Haykosa Hogu3zHa TIONSITAE Y BUCBITIICHHI crienndiky XopoBux TBOpiB Biktopii [TomboBoi, BHOKpeMIIeHHI
CTHJIBOBUX JIOMIHAHT ii TBOPYOTO METOJY.

Knrouosi crosa: xop; XopoBuid cTiib; Bikropis [lomboBa; cOHOpHKA; MiHIMAIi3M; CTHIIb; BepOaTbHUI TEKCT;
JpaMarypris

Information about the author

Nataliia Rehesha, Honoured Artist of Ukraine, Associate Professor, Kyiv National University of Culture and Atrts,
36 Ye. Konovaltsia St., Kyiv, 01133, Ukraine, ORCID iD: 0000-0002-8427-3537, e-mail: regeshanataliya@ukr.net

Indopmanis npo aBTopa

Haranis Perema, 3acimyxeHuil issa MUCTEUTB YKpaiHu, JIOueHT, KHiBCbKHMI HAaliOHAIBHHUIA YHIBEPCUTET
KyJIBTYpH 1 MUCTENTB, ByJ1. €Brena Konosainbir, 36, Kuis, Ykpaina, 01133, ORCID iD: 0000-0002-8427-3537,

e-mail: regeshanataliya@ukr.net

This is an open access journal, and all published articles are licensed under a Creative Commons Attribution 4.0.
BY

132



