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The purpose of the article is determined by an urgent need to comprehend the creative work of I. Shamo as a phenomenon
of national cultural scale by identifying and comparing genre and style dominants and characteristics of national and style
determinants of the Ukrainian composer’s art. The research methodology is a combination of analysis, synthesis, historical
and chronological, culturological and musicological methods used to create a holistic picture of the phenomenon of the
diverse musical heritage of the Ukrainian composer I. Shamo. The scientific novelty consists in building an effective model
of the creative personality of the Ukrainian composer 1. Shamo, the author of the anthem of Kyiv, which reflects the mixed
and impulsive, mosaic expression of the master’s creative interests at different stages of his life. Conclusions. The study
shows that there are close interrelations and mutual influences between different types of I. Shamo activities, and in the
model of the composer’s universalism the transition from one genre to another is carried out by smooth flow-modulations.
The genre and style panorama of the composer’s musical work covers numerous and various manifestations — from song
genre, romances and opera to chamber-instrumental and symphonic works, which became popular not only in Ukraine but
also far beyond the national cultural space. Reconstruction of the genre and style diversity of the musical creative work of
I. Shamo gives grounds to state that, constantly fuelling the master, the folk melody ensured its effectiveness and viability,
suggesting certain concepts, images, and even spheres of feeling, determining the choice of style guidelines, genres, and
musical and expressive means. Combining deep national and stylistic traditions, amazing melody, bright harmonic colours,
multi-faceted creative work of I. Shamo, among other things, became an important milestone in the formation of the national
composition school in Ukraine in the 50-80s of the 20th century.
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Introduction

Thor Shamo (1925-1987), a composer, music theorist, is one the masters who represent the Ukrainian
musical creative work of the second half of the 1950s, and is one of the greatest creative figures, whose 95th
anniversary is widely celebrated by the admirers of his work this year. I. Shamo was a creative personality with
high standards of the individual and style characteristics of both composing and musical and performing art,
who accumulates the uniqueness of personal world-view and non-standard musical thinking, synthesizes a po-
tential creative promotion of artistic works that cover numerous and diverse genre and style manifestations.
However, the vast majority of the composer’s works, despite their scientific, theoretical and artistic value, have
not been comprehensively studied yet. In-depth analysis of the creative heritage of I. Shamo, highlighting the
need for scientific understanding as a phenomenon of national cultural scale, testifies to the relevance of this
issue, which is determined by the logic of the development of musical art, one of the tasks of which is to form
a new, unbiased view on the artistic heritage of Ukraine of the Soviet period.

The analysis of research and publications on this topic shows that the Ukrainian art criticism today lacks
the fundamental complex scientific research related to the understanding of the multifaceted creative heritage
of I. Shamo and its in-depth analysis in the Ukrainian art studies. Some fragmentary research can be found
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in the works of some scientists, Ukrainian and foreign representatives of creative professions who were re-
lated to the art of music in different years. In particular, such musicologists as Yu. Malyshev, Ye. Yavorskyi,
R. Kofman, I. Tsarevych, V. Hnedash, Yu. Vokhranov, L. Yefremova, as well as Ukrainian poets, on whose
poems the composer wrote many musical works, — D. Lutsenko, O. Vratarov, V. Yukhymovych, P. Chervyn-
skyi, artists, singers, directors, teachers (Ye. Baliiev, V. Harashchenko, L. Hubareva, O. Dovhyi, M. Mash-
chenko, A. Mokrenko, T. Kopylova, S. Pashkova) addressed to the creative work of I. Shamo. However, the
life of the Ukrainian composer and musician is fully revealed in the study of the musicologist T. Nevinchana
(Nevenchannaia, 1982), who in her scientific and publicistic works made an attempt to understand the colour-
ful life and work of the master, whom she knew personally. Some newspaper and chronological publications,
annotations, booklets and concert programs were also a significant supplement to learn about artist’s musical
achievements and their analysis, which is carried out by genre and chronological principle, according to which
the most significant and representative works of the Ukrainian composer are distinguished.

Scientific and analytical processing of these and some archival materials helps to fill in the gaps in the
field of the research of the socio-cultural phenomenon of I. Shamo, considering it through the prism of creative
universalism of the Ukrainian composer. It gives the reason to say that in the field of scientific publications the
stated problems still remain terra incognita for modern researchers, because there are no analytical materials
that would reflect the multi-genre creative heritage of the great virtuoso musician. Thus, the lack of proper
attention of modern scientists to the designated topic has prompted the writing of this analytical study.

The scientific novelty consists in building an effective model of the creative personality of the Ukrainian
composer I. Shamo, the author of the anthem of Kyiv, which reflects the mixed and impulsive, mosaic expres-
sion of the master’s creative interests at different stages of his life.

Purpose of the article

The purpose of the article is determined by an urgent issue related to the coverage of diverse creative work
of I. Shamo, which in terms of its scale has a cultural and national character. Having discovered a wide range
of genre and style dominants of his musical works, which are distinguished by the versatility of the master’s
creative universalism, this article attempts to analyse and compare them, which makes it possible not only to
identify, but also to explore these dominants, which have concentrated the resonant polyphony of the Ukraini-
an melos in the cultural and artistic space of the country in the 50s-80s of the 20th century.

Main research material

Creative work of the outstanding Ukrainian composer and musician, erudite art critic I. Shamo occupies
a prominent position in the national culture of the mentioned historical and cultural period. The master’s musical
heritage, which includes a large number of works of various genres, requires more detailed analytical coverage in
terms of more complete disclosure of the specifics of the author’s piano culture, innovations in piano writing, as
well as in the stage performance of his works. These musical works over a long period are the vivid representa-
tion not only of a component of his own creative approach to their development, but also a specific feature, so to
speak, of the famous artist’s “pianism”. Written in different periods, they reflect the gradual transformation of the
individual composer’s style, which was much different from the others.

The 1950s were in many ways fateful for the young composer, opening the possibilities for his creative de-
velopment. Graduating from the Kyiv Conservatoire in 1951 in the composition class of B. Liatoshynskyi, one of
the most famous composer-symphonists of Ukraine at that time, from the first years of his creative life, I. Shamo
immersed himself in the work, as evidenced by some of his early musical works, which were partially performed
in films, performances, and concert halls, where he sometimes performed.

Music admirers felt that a new big star appeared on a horizon of the musical culture. This was evidenced
by the fact that his works, with bright imagery and characteristic picturesqueness, stood out prominently in the
musical and stylistic kaleidoscope of the Ukrainian composers. All this gave grounds to talk about the formation
of I. Shamo’s own style, which later was difficult to confuse with the music of his colleagues in the music “pro-
duction”.

I. Shamo achieves such artistic expressiveness, first of all, thanks to the organic connections with musical
folklore, enriched by direct contact with folk performers during his numerous trips to the different regions of the
country, where he felt the lively atmosphere of the local culture. Having learned a lot about the ways of formation
and development of the folk art and folklore, he gradually plunged into the world of lonesome autochthonous
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melodies and songs that struck with their originality of the melodic rhythms. One can easily see it by analysing
the master’s early works, which showed that the musical creative work of I. Shamo has deeply inhaled the orig-
inal beauty of the folk music. Its poetic images, embodied by the means of that time presentations of the songs,
appear as a result of the study of the master’s creative heritage, bringing together certain moments of his full
of pathos melodious creative work with the high simplicity of folklore. The young composer enthusiastically
plunged into the new song and music treasury, admired the beautiful folk melodies, originally coloured songs
with authentic rhythmic and intonation structure.

Recordings of folk songs, dance melodies, the sound of ancient musical instruments of different nations, he
got acquainted with, as well as his earlier recordings of the Ukrainian folk songs, in particular, music to the poetry
of T. Shevchenko, I. Franko, L. Ukrainka, were included into the various folklore and ethnographic publications
and many special music collections. Moreover, immersion in folk art had a positive effect on the formation of the
composer’s world-view and led to the first successes in his creative work in the years of his early professional
maturity. Creating his musical works, filled with the aroma of the Ukrainian songs, and saturating them with
typical techniques in the spirit of the Ukrainian musical culture, he conveys a peculiar national flavour of folk art.

The young composer does not limit himself to the Ukrainian resources of folk art, but also directs his energy
to a thoughtful, deep investigation of folk treasures of other nations inhabiting the territory of the former Soviet
Union. This is manifested at least in the fact that the leading positions in his work, in addition to the Ukrainian
folk, lyrical, humorous and dancing, epic songs, themes of other national folklore receive a new artistic life and,
that is, the peoples with whose musical culture he managed to get acquainted during his expedition trips around
the country.

The master has always had a great respect for the national culture, traditions, customs and rituals (as, by the
way, to the culture of neighbouring countries), recognizing them as national and cultural markers. A significant
number of works by 1. Shamo has appeared under the influence of exciting events in his life, which sensitively
disturbed the master’s soul. Having visited Bulgaria at the festival of pop songs “Golden Orpheus”, the composer
conveyed his impressions of the music of this country in the String Quartet No. 5, which he called “Bulgarian”.
The structure of the Bulgarian musical folklore, imitation of the sound of the instruments and even a peculiar
performing manner of folk musicians can be clearly traced. A sincere admiration for the Moldovan melodies be-
came an impulse to create such musical works as “Moldavian poem-rhapsody” (1950) and the symphonic picture
“Fluerash” (1953), which became popular not only in Moldova, but also on the territory of Ukraine (Efremova,
1958, p. 49).

Prior to the post-Conservatoire period of I. Shamo’s creative work in the 1950s, his Suite for string quartet
“Friendship” can be considered among the most significant works of the composer. Listening to this musical
work, admirers immediately catch Ukrainian, Estonian, Armenian, Georgian, Azerbaijani and Moldovan dancing
melodies, with the national culture of the peoples he has managed to get acquainted with and which the master
has taken deeply to his heart and soul. The fact that everyone, who listens to this work can understand it, shows
the depth of his awareness of the cultural component of many nations, which at that time were the part of the
Soviet community. The appearance of this Suite has become a noticeable phenomenon in the Ukrainian musical
culture. It was marked by a bright national character, had deep roots in the folk culture and the simplicity of the
musical language, which naturally fitted in the composer’s “early” period of his creative work and enriched his
style, polishing the individual manner of the intonation.

And yet the thirst for the poetic word, which is the impulse for musical works creation at the stage of the
formation of this creative personality, significantly prevailed over other genres, where he constantly tested him-
self. Skilfully working with folk song, the master always tried to preserve the authentic character of its folk basis,
which gave evidence concerning the heartfelt musical reading of the poems by T. Shevchenko (10 romances),
I. Franko (4 choruses A Capella), R. Berns (Vocal cycle “Love”). It was the song genre, where the composer
proved to be a real connoisseur of poetry.

The language of the folk songs, filled with lyricism and vivid imagery, became the pearl that requires a fur-
ther development. Thus, in his lyrical work “How can I not love you, my Kyiv”, written in the rhythm of a waltz,
the master expressed his sincere love for his native city, where he was born and where the best years associated
with the formation of his creative personality were spent. In this work, the composer almost virtually in the
musical and symbolic form constructed a kind of a bridge from the silver haired old times to modernity. In this
heartfelt song, which became the apotheosis of the master’s wonderful songs, many people felt the composer’s
deep, tender soul, devoted to his city and native Ukraine, which was manifested in a delicate sense of the Ukrain-
ian melodics, special nuances of the sound of national folklore — all the beautiful things that were created by the
people for many centuries.
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The music was melodious and at the same time full of deep inner strength, pride, comforted by the sincere
warmth of the human heart. So, joint work with D. Lutsenko led to the appearance of a bright song about love.
It may not outlive Kyiv, but we can say with confidence that it will live as long as Kyiv and Kyivans exist.
I. Shamo’s work exalted not only the ancient capital of Kyivan Rus, but also the entire Ukrainian community
with its heartfelt melody filled with the breath of freshness and sun, which immediately became a favourite
work of individual soloists and choral groups. The song’s popularity notably increased after the recording on
the Ukrainian radio accompanied by an orchestra, where Yu. Huliaiev was the soloist. Children’s choirs were
also quick to include this song in their repertoire. Among them were groups of children’s music schools and art
schools all over Ukraine, including a musical educational institution named after this famous Ukrainian com-
poser (Pashkova, 2019, p. 237).

Having a fine artistic sense of reality, the composer’s works charm with the depth and sincerity of the musi-
cal language, the psychological truth of poetic images and scenes of everyday life, the sincerity of the relation-
ship of those in love, etc. Among them, there are many works that often resemble the composer’s declaration
of the sincere filial love for his Homeland — native Ukraine. One of the best of the master’s songs related to this
topic was “Ukraine — my love” (on the words of D. Lutsenko), the composing of which was a challenge to the
official censorship in the song and music segment. In the song, the composer skilfully emphasized the original
composition, inexhaustible melodic wealth of folk treasures, he professionally used the techniques in harmony,
very close to the way it sounds in the authentic performance.

The military theme of protecting the homeland from the enemy has been observed through all the work of
1. Shamo. And this is natural, considering the fact that the four years of war made up a whole historical period
in people’s lives, when the worst enemy of humanity — fascism - was defeated. The theme of the soldier, as well
as the war, was close to the composer. Among the “fiery” song works of 1. Shamo, it should be mentioned such
exciting musical works as “Front-line soldiers”, “Immortal battalion”, “A song of harsh years”, “My fate is an
attack!”, “A ballad about immortality”, “A ballad about an unknown soldier”, “Kherson Cart”, “Carpathian
thoughts” (Shamo, 2006, pp. 135-136). Undoubtedly, this is not a complete list of his songs on such familiar and
sensitive issue both for the composer and for many millions of people who, feeling the threat of the invasion
of the German Fascist army, united and stood up, defeating the enemy in a tough struggle. Such musical works
could be useful and inspiring for the heroic deeds of the Homeland defenders even today in the conditions of the
stormy days associated with the military events in the Donbas region.

All these songs and music of I. Shamo touched the souls of a large audience. Moreover, the composer’s cre-
ative heritage included other, very diverse songs that glorified the heroic spirit and romance of labour, kindled
the hearts of young people who went to restore cities, develop the virgin lands of Kazakhstan, conquer Siberia,
Altai, and so on. Evidence of this is, in particular, the names of that time music collections — “Comrade song”,
“Songs of the fiery years”, etc. However, sometimes their content was determined by a certain subjectivity of the
artistic expression, pathos, which was still supplemented by a noticeable tendency to reflect the inner world of
the personal experiences of the characters. However, it is worth noting that, despite this, they always possessed
the subtlety of the artistic techniques and the desire to embody a single artistic image. Therefore, it is not surpris-
ing that they quickly won the sympathy of people of different age groups. The high professionalism of the com-
poser testified for itself, although the themes of some of his works are not of current interest (“Comrade song”,
“Romantic”, “Song about a friend”, “Song about happiness”, “Ships will return to port”, “Song-waltz”, etc.).

In the 1950s - 1980s, a lot of musical works by 1. Shamo could be heard on the Ukrainian radio and tele-
vision, all over the country, and this contributed to their entry into the public environment and to their popu-
larization among the population in the vast expanses of the USSR. Most of them are characterized by a deep
philosophical reflection on the path of life that every person in the world looks for and wants to have. Written
in different years, the songs enriched the artistic palette of the musical creative work of 1. Shamo, its thematic
focus, strengthening what was found at an early stage of the formation of master’s professional skill. However,
over time, new songs and music trends appeared, but nonetheless there are many I. Shamo’s songs that have not
yet lost their relevance and freshness (“Dnieper waltz”, “Clear stars over the Dnieper”, “Only in Kyiv”, “Song-
waltz”, etc.) - famous singers, as well as, amateur artists used them for their concert performances.

I. Shamo, as a creative person, generously gifted with his own features of the world perception, simply
could not be inert and in his creative life stay away from the issues that concern every person. It also related to
the themes of love and female beauty, which in all inexhaustibility and various attractiveness of their glistening
areal always fascinated him (“Medotsvety” on the words of A. Malyshko and “Love” on a poem of R. Burns, a
collection of “Lyric songs” and songs about youth, friendship and love on the words of A. Slesarenko, “Dnieper
waltz” on the words of V. Kurynskyi (Lutsenko, 1985, p. 3).
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I. Shamo glorified the topic of motherhood, which he addressed repeatedly throughout his creative life. In
this context, the popular song “Your hands are two wings (on the words of L. Kovalchuk) looks natural. Poetic
words of the song “Mother, I love you, thank you for everything!” imbued in fact with love for all mothers.
The sanctity of the Mother is an equally untouched height for any person in the world. This musical work was
highly appreciated by millions of listeners and received the first prize at the all-Ukrainian television competi-
tion for the best song of the year (Mokrenko, 2003, p. 14). In this musical-song author’s address to the Mother,
who represents the Motherland, is a real filial love, a passionate love for the peace, won in battles with the
sworn enemy, and in life in general.

At the turn of the 1960s — 1970s, when the need to update the opera repertoire with an emphasis on do-
mestic themes and music became acute in the Ukrainian music, I. Shamo, without rejecting the musical-song
genre, addresses the most problematic issue at that time — the creation of the National Opera. It was during that
historical and cultural period that the musical genre of Opera became in the focus of attention of the public
and music critics. Concern for the fate of this unique musical genre, the desire to find out the reasons for its
lag in comparison with others — all this has largely determined the activities of creative organizations in the
coming years. A number of articles in leading newspapers and magazines were devoted to these issues. They
have become urgent for the Composers’ Unions of the USSR and Ukraine, the relevant ministries, whose spe-
cial resolutions have activated appearances in the press and on television of famous composers, performers,
musicians, scientists, who discussed the course of its development, its themes, dramaturgy and even musical
language. All this was enthusiastically discussed by the general musical community, pushing the composers’
unions to the practical action.

Thor Shamo also showed his active position. His contribution to the creation of the Ukrainian Opera was
a unique A Capella choral Opera “Yatran Games”, which was released in the second half of the 1970s (Shamo,
2006). It should be mentioned at the same time that this was not an easy path for the composer. However, his
long experience of creating music for musical and drama theatre performances and numerous films naturally
led the composer to the implementation of his own idea in a genre new for him, which he had dreamed of since
his student years.

The master pondered over the theme for a long time, until V. Yukhymovych - a well-known Ukrainian
poet, proposed a folk theme and even agreed to write a libretto. Soon, after agreeing on the working title with
the composer, V. Yukhymovych became not only a co-author of the script, but also of numerous choral texts.
As a connoisseur of folk sources, he managed to bring his stylized poems as close as possible to the Ukrainian
folklore, which received a new sounding in A Capella choral Opera “Yatran Games”.

The originality of the I. Shamo’s idea consisted in the fact that a theatrical stage performance in the form
of'a modern folk festival was realized in the score for the choir in the style of a choral folk Opera. According to
the master’s plan, there was no orchestra, and all creative tasks were to be performed by four soloists, a choir
and a ballet. According to the stage plan, all the performance begins with an introduction. In the sound of mu-
sic, you can feel the picture of a wide expanse, the birth of a spring day, the awakening of nature, which was
marked by a special author’s style, giving the composer the opportunity to convey melodically the idea with
the utmost efficiency.

As an experimenter in music, the master immersed in the deep layers of national folk art, recreated in
a synthetic musical and theatrical spectacle the beauty of the old tradition of Ivan Kupala ritual - an organic
component of Ukrainian folk and traditional culture. The composer was able to convey skilfully close to folk
sources intonation and manner of singing, which the girls loved so much. It is characteristic that, while doing
this, the author did not actually use any authentic folk sample, but the impression of a truly folk sound was
constantly noticeable in this musical work. The music was melodious and at the same time full of deep inner
strength, warmed by the sincere feeling of the human heart and very close to the folk melodies. All this testifies
to the master’s wide awareness and sense of the peculiarities of the nature of folk songs, and this helped him
to melodically adequate recreate it in the opera created by the composer.

Thor Shamo, as the master of the composition, knew the orchestra perfectly. This is evidenced by his
skilful, colourful orchestration, distinguished by its perfection, rich sound palette, variety of timbre colours,
easiness and young enthusiasm. His harmonious language, fantastic composing technique, nearly all musical
genres, which abounded his many-sided creative work, subjected to the master easily. However, up till now,
it has not attracted the sufficient attention of the Ukrainian musicology. Therefore, the scientific research of
experts in cultural studies, art studies, and historians may become the impetus that will lead to more thorough
study, more than one topic of future theses devoted to a comprehensive analysis of the creative achievements
of this talented Ukrainian composer of the second half of the 1950s.
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Looking through certain articles that provide fragmentary coverage of I. Shamo creative work in the field
of chamber, instrumental and vocal music, it is worth paying attention to the fact that their authors correctly
pointed out the free way of master’s reproduction of folk art character, and that in his works “the plastic of the
truly folk melodic structure is somehow imperceptibly merged with the sharpness of the author’s harmonic
thinking” (Kalenychenko, 2008, p. 234). Such statements (as well as critical ones) can be found in many stud-
ies of his musical works. The same traits of compositional talent are shown not only in opera music, but also
in other piano works of the artist.

The manner of embodying national features of folklore is extremely concentrated in some of I. Shamo’s
works, and this, according to the famous Ukrainian pianist and musicologist Yu. Vakhranova, “influences cer-
tain moments of performing piano interpretation of his musical pieces” (10 concert pieces for bandura), which
are rich in folk melodies. Most of the composer’s themes reveal deep intonation connections with real folk
songs, which is manifested in their breadth, extreme softness of entire traditional musical phrases (Vakhranov,
1969, pp. 11-12).

Such melodies are mostly traced in the master’s works, reflecting the pictures of folk life, native nature,
folk music. In particular, in the Fifth novel there is a folk melody to the words of T. Shevchenko “The wide
Dnieper roars and moans”, and in the novel “My thoughts” - there is a folk song of the same name. A similar
picture can be observed in “Spring songs” - the song “The girl was standing in the inner porch” and some oth-
ers. Such hidden quotes are subtly “woven into the polyphonic fabric, colouring it with folk song motifs and
thereby exacerbating the imagery of musical works” (Murzina, 1966, pp. 70-79).

Listening to I. Shamo’s piano music one can feel that it almost “sparkles” with the rhythms of the Ukrain-
ian dances. The thematic material of dance-coloured plays, which are associated with song, instrumental, and
even song-instrumental melodies (“Spring songs”, “Round dance”, “A birch tree”’), demonstrates the vocal
polyphony, amazing melody and bright harmonic colours. This has been repeatedly emphasized by both musi-
cologists and representatives of related creative professions (Degen, 2004, p. 7).

An interesting event in the creative life of I. Shamo was the creation of the piano suite “Pictures of Russian
painters”. The poetic structure and musical language of the work somehow brings it closer to the Russian folk
art, transmitting the “voiced” atmosphere of the canvases of B. Kustodiev, I. Golikov, I. Levitan, M. Nesterov,
and others, emphasizing what unites such different masters.

In preparation for this musical work, the composer took as a model the suite of M. Mussorgsky “Pictures
from the exhibition”, where the author in a musical and figurative form “voices” what he saw in the paintings.
The impetus for this new genre in the Ukrainian musical culture was the master’s desire to “express himself”,
search for his (personal) handwriting, focusing on the emotional and social structure of artists, as well as
specific genre techniques. To implement his plan, he works a lot in the archival collections of museums, in
a private collection gets acquainted with sketches of some paintings, in particular, “Baba” by B. Kustodiev,
“Troika” by I. Golikov, “The Vladimirka” by I. Levitan, “Birch trees” by M. Nesterov, “Morning in the forest”
by A. Rylov, etc. Looking at the pictures, the composer, despite their stylistic and theme diversity, saw the
versatility of human life, the human interest to the harmony and communication with nature, the pleasure of
communicating with it, which were transmitted by artists through the prism of picturesque images, characters,
moods, etc. (Shamo, 2006, pp. 69-70). All this can be clearly seen in his musical cycle. Of course, not all six
interpretations of the paintings of the above-mentioned famous artists can be called the pinnacle of perfec-
tion. However, the masterful, highly artistic disclosure of pictorial paintings by means of music is convincing
enough to imagine, after listening to the piano suite, the silver chime in the “Troika”, which is allegedly ap-
proaching us, overcoming the frosty haze (I. Golikov’s painting), an irrepressible whirlwind of fun and danc-
ing (“Na Huliantsi” by B. Kustodiev), dreamy peace (“Summer evening” by 1. Levitan), smooth girls’ dance
(“Birch trees” by M. Nesterov) and even the heavy rumble of fetters (“The Vladimirka” by I. Levitan).

Viewing the 1. Shamo’s epistolary heritage, such rare lines, where the composer, reflecting on a particu-
lar work, resorts to extensive author’s explanations can also be found. In particular, he has its own dramatic
development beaded on a plot - the name of which is formally literary, but the main thing is the emotional
and imaginative transformation by means of music and its entire arsenal in confirmation of the program of the
picture as its primary basis. The Golden fund of the Ukrainian radio and television still holds the best musical
recordings, including “12 Poem-preludes”, two of which were performed directly by the author. However, it is
worth noting that a significant part of them has not yet been explored, studied and evaluated; they are waiting
for its researchers and admirers of the composer’s musical creative work.

The originality of I. Shamo’s creative work is confirmed by its multi-faceted genre and style diversity. His
symphonic works also occupy a prominent place in this musical kaleidoscope. The master started writing them
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in the second half of the 1960s. As a result of familiarization with the composer’s work of this period, it can
be said that he tries different genres, styles, constantly experiments, and having mastered them, easily rejects,
synthesizes, taking on new ones. Many of the composer’s works are quite an interesting material for analytical
observation and conclusions in this segment of his work.

Unique genre phenomena are of a special interest, in particular vocal and choral prelude, which is his-
torically more inherent in the chamber and instrumental music. Let us remind that the Ukrainian instrumental
music culture of the second half of the 20th century is represented by wonderful piano preludes by A. Kara-
manov, O. Kyva, L. Shukailo, V. Huba, etc. It is worth adding that their musical works written in this genre use
different stylistics. It is illustrated by the fact that I. Shamo represented it with somewhat romanticized “cy-
cles” (12 preludes for piano”), and this gives grounds to speak of the author as of an experimental composer
who presented the instrumental prelude in the Ukrainian music quite extensively and creatively, but already
in the form of preludes for piano called “cycles” (Kalenychenko, 2008, p. 218-220); they make it possible to
embody a vivid world of colours, moods and different emotions in each of them. Experimenting, the composer
not only enriched his genre traditions, but also the expressive resources of the Ukrainian piano music.

The attention should also be paid to the fact that “polystylistics” is one of the characteristic features
of I. Shamo’s music. These features also clearly identify the symphonic music of the Ukrainian composer,
which belongs to the best examples of the musical art. The three symphonies created by the composer are on
the same level as the works of such certain masters of symphonic music as Ye. Stankovych, H. Maiboroda,
B. Buievskyi, V. Kyreiko. The Ukrainian composer well knew and appreciated classical music, was concerned
about its assimilation and preservation, and popularized it in the concerts where he performed as a pianist the
music of [. Bach, M. Berezovsky, D. Bortnyansky, A. Vedel, which has always been the subject of his deep
interest.

The idea of writing a symphony appeared in the plans of I. Shamo in the first third of the 1960s, but he
embodied it in the actual large picture-figurative symphonic form a bit later, demonstrating his professional
maturity as a composer-symphonist. The appearance of the First symphony on an all-Union scale took place
when in 1967 The Leningrad (now Saint Petersburg) branch of the “Muzyka” publishing house published a
collection of articles that included the best symphonic works by the Soviet composers. Among these publica-
tions was the analytical article by Yu. Malyshev about this musical work, which was performed to full house
at one of the concerts in Kyiv at the end of 1965 for the first time and was welcomed by the audience. So the
name of this talented Ukrainian composer appeared on the same level with the outstanding “symphonists” of
the Soviet era B. Lyatoshinsky, M. Myaskovsky, S. Prokofiev, D. Shostakovich and others (Tigranov, 1967,
pp- 398-400).

The Second symphony not only demonstrated the high level of I. Shamo’s professional maturity for crea-
tion of large musical canvases, but it also seemed to shed light on his First Symphony, finally determining its
place in the evolution of the composer’s style. A lot of things that had been laid down in the First symphony
work were completed and confirmed in the Second one. This is, first of all, the general lyric and epic character
and style of the master’s large symphonic form. I. Shamo considered “Simfonietta-concert” to be his Second
Symphony. It recreated a concentrated complex world and a wide stylistic range of reflections and emotions
of the composer, and this musical work ends not with the emotional anger, pain or despair, but with the peace,
reconciliation and forgiveness. The premiere concert audition was well received by art critics. It also did
not go unnoticed by the mass media. However, the title of the work raised some polemical questions among
critics. The author himself gave a good answer and explanation during one of the events. But the best answer
was given by a well-known Ukrainian musicologist-theorist and pianist Yu. Malyshev, who reasoned that the
Second symphony was not accidentally named by the author as “Simfonietta-concert” for chamber orchestra,
because “concert” is one of the features of the composer’s instrumental music. It is therefore no accident that
it is dominated by the genres of suite (“Theatre kaleidoscope”, “Suite-variations”), rhapsody, concert, cycle
of plays (10 concert pieces for bandura) (Shamo, 2006, p. 68). By using them, Thor Shamo tried to create
maximum opportunities for performing musicians to best identify and demonstrate their musical skills and
individuality.

Usually, all symphonic works, concerts and many vocal-symphonic works (oratorios, cantatas, etc.) at
that time were written as a response to the most important events of current interest that took place in the
country, bringing up modern and important topics. The Third symphony for chamber orchestra by I. Shamo,
dedicated to the memory of the World War II heroes, confirms this statement. And though, it is known that the
composer did not like to talk about the horrors of war, because he knew it from the personal experience, yet
this emotional theme has occupied its proper place in the musical and symphonic genre form. Having passed
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the victorious path from the Volga to Vienna, the master only in music gave way to his emotional feelings
related to the war experience, which greatly disturbed him and resulted in the dramatic Third symphony.

Moreover, the optimistic note was clear in it -the theme of celebrating peace and happiness, which are
especially close to everyone after the hardships of war, which were also successfully recreated by author’s
means of musical expression in this symphonic work. While listening to it, admirers of symphonic music felt
an unbearable pain of loss, heartbreak, and deep grief. The imaginative and emotional structure of the music
evoked certain analogies with the heroic and tragic symphonic works that were associated with the theme of
war by other composers. Therefore, it is not surprising that this musical work was called “In memory of the
heroes of the Great Patriotic War”, where the bright heroic image of those who died in the battle for freedom
and happiness of those people, who live now was revealed by means of orchestral expressiveness.

Analysing the creative work of I. Shamo, it is worth noting that this master is considered one of the most
talented Ukrainian composers of the second third of the 20th century, who wrote a bright page in the musical
culture of that time. I. Shamo was good at nearly all musical genres. He devoted a lot of his thematic works to
the subject of worthy formation of the best human qualities in the younger generation. They were performed
at youth forums, during complex cultural and artistic events, and I. Shamo’s concerts for the youth and the
general public became serious lessons of musical and cognitive education.

Conclusions

I. Shamo was and remains the outstanding Ukrainian composer, erudite theorist, and, by necessity or at
the call of the soul, also the talented pianist, whose work is an extremely bright and distinctive page in the
musical culture of Ukraine. He was a master with a wide creative range in the song genre, choral music and
even opera, who wrote chamber and symphony works, created melodies of high artistic quality and of great
inspiration for films and theatre performances. At the same time I. Shamo has always shown a fine sense of
orchestral colouring. His symphonic works were marked by dynamism, wide breath; the author’s individu-
ality and national features of the Ukrainian melodics can be distinctly traced in his works. With special love
the composer worked in the field of song creation. All these different hypostases of the creative personality
harmoniously coexisted in one person.

This study showed that diverse creative heritage of 1. Shamo contains a great artistic and educational
potential, which is based on such typical signs as humanistic orientation of the art content, and the desire to
truthfully convey a literary text in the language of music with the help of thought, intellect, sincerity. Figu-
rative unity of the poetic and musical thinking in creating harmony, rooted in the folklore basis, the repro-
duction of the colourful spectrum of feelings, emotional states of a person and their contrasting comparison,
as well as the subtle psychologization of musical and figurative characters, their expressive figurative and
emotional development and variety of genre and style features of the master’s palette, combined together,
give the opportunity to imagine a panoramic vision of the configuration of the artistic work of the composer.

Reconstruction of the genre and style diversity of the musical creative work of 1. Shamo gives grounds
to state that, constantly fuelling the master, the folk melody ensured its effectiveness and viability, suggesting
certain concepts, images, and even spheres of feeling, determining the choice of style guidelines, genres, and
musical and expressive means. Combining deep national and stylistic traditions, amazing melody, bright har-
monic colours, multi-faceted creative work of I. Shamo, among other things, became an important milestone
in the formation of the national composition school in Ukraine in the 50-80s of the 20th century.
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KAHPOBO-CTUJIBOBE PO3MAITTSI | Poii €greniit Coreniiiosny'?,

MY3](I‘IHQOi TBOPYOCTI II'OPSI IIIAMO | IMamkosa Ceitnana Muxonaipaa®
TA UOTI'O ITPOSB Y MUCTEUBKO- | !Joxmop icmopuunux nayx, npogpecop,
KYJII)TYPO.I[OFILIHOMY IMPOCTOPI | 2Cmapuwwuii suxnadau, memooucm,
YKPAIHMU (50-80-T1i poxu XX CT.) | *Kuiscoruii nayionansnuii ynisepcumem

Kynomypu i mucmeyms, Kuis, YVkpaina
SKuiscvka oumsua mysuuna wikona Ne 7 im. I. Illamo,
Kuis, Yxpaina

MeTta HayKOBO1 poOOTH 3yMOBIICHA aKTyaJIbHOIO TOTPEOOI0 OCMHUCICHHS TBOpUOro Aopodky I. llamo sk sBUIIa
HAaIiOHAJTBHOTO KYJBTYpPHOTO MacmTaly MUISIXOM BHUSBICHHS i CIIIBCTABIICHHS KaHPOBO-CTHIIHOBOI JOMIHAHTH Ta
XapaKTEePUCTHK HAI[lOHATbHO-CTHIIFOBUX JIETEPMIHAHT MUCTENTBA YKPATHCHKOTO KOMIO3UTOPa. METOm0IOT s OCIiKEHHS
TIOJISITa€ B TIO€THAHHI METO/IIB aHAIi3Y, CHHTE3Y, 1CTOPHKO-XPOHOJIOTIYHOT0, KYJIBTYPOJIOTIYHOTO i My3HKO3HABIOTO METOIB,
1110 BUKOPHUCTAaHI Jy1st ()OPMYBaHHSI IIJTICHOTO YSIBJICHHS 1Po (PeHOMEH OaratoykaHpoBOI My3UUYHOT CIIaAIIMHN YKPATHCHKOTO
kommozutopa [. lllamo. HaykoBa HoBU3HA moJsirae B MoOy/IOBI JisUIBHOT MOJIEII TBOPYOi 0COOMCTOCTI YKPaTHCHKOTO
xommnosuropa I. [llamo, aBropa rimuy KueBa, sikuii Bijji3epKaitoe 3MilIaHO-IMITYJIbCHBHE, MO3aTuHE BUSIBIICHHSI TBOPUUX
IHTepeCiB MUTIIA HA PI3HUX CTAIiAX HOTO KUTTEBOTO NUIAXY. BUCHOBKH. BeTaHOBIEHO, 110 MiX PI3HIMH BUIAMU JBLUTBHOCTI
I. Illamo icHYIOTH TiCHI B3a€MO3B’SI3KH Ta B3a€MOBILIHUBH, a B MOJIEJII TBOPUOTO YHIBEpCaTi3My KOMIIO3UTOPA TIepexia
BiJI OZTHOTO aHPY /10 1HIIOTO 3/1iHCHIOETHCS TNIABHUMH MEPETiKaHHAMU-MOIYISALIIMU. JKaHPOBO-CTHIIHOBA TAaHOpaMa
MY3UYHOTO JOPOOKY KOMITO3UTOPA OXOIUIIOE YHCIICHH] i PI3HOMAHITHI IPOSIBH — BiJl ICEHHOTO JKaHpPy, POMAHCIB Ta OIepH
JI0 KAaMEPHO-IHCTPYMEHTAJIBHUX 1 CUM(OHIYHKX TTOJIOTEH, SIKI CTaJM MOIMYJSIPHIMHU He TUTBKK B YKpaiHi, a il fjajeko 3a
MEKaMH HalliOHAJIbHOTO KYJIBTYPHOTO IIPOCTOPY. PEKOHCTPYKILis )KaHPOBO-CTHIILOBOTO PO3MAITTS My3UYHOT TBOPUOCTI
I. IlTamo mae mincTaBH CTBEPAXKYBATH, II0, IIOCTIIHO MiHKUBIIOI0YN MUTIA, CAME HapoIHa MEJIOANKa 3abe3neuyBaia il
e(eKTHBHICTB, ITiKa3yI0YX aBTOPOBI MTEBHI KOHIIEIIi1, 00pa3u i HaBiTh c()epr MOIYTTiB, 3yMOBIIOIOUH BHOIP CTHIIHOBUX
OpIEHTHUPIB, KAHPIB 1 My3UIHO-BHpaKaIbHUX 3ac00iB. [loeqHyroun B 001 TIIHOOKI HAIliOHATHHO-CTHIIBOBI TPATHUIIii,
JMBOBIKHY MEJIOAIHHICT, ICKpaBi rapMoHiliHI (apou, 6ararorpanHa TBopuicts . [Ilamo, okpim iHmIoro, crana me i
Ba)XJIMBOIO BiX0I0 y ()OpMYBaHHI HalliOHAJIILHOT KOMIO3UTOPCHKOT KoM B YKpaini 50-80-x pokiB XX cT.

Kouosi cnosa: croita; TBOpUMil yHIBEpCaIi3M; )KaHPOBO-CTHIHLOBA IOMIHAHTA; My3UYHE BUKOHABCTBO; CUM(OHI3M;
akariesibHa (hOJIbK-0IIepa; LIUKIT; POMAHC; XOP
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KAHPOBO-CTUJIEBOE | Poii Esrennii EBrenseuu'?,
PABHOOBPA3UE MY3BIKAJIBHOI'O | INamkosa Cetnana Hukonaesna®®
TBOPYECTBA UT'OPSI HHIAMO UM EX'O | ' Joxmop ucmopuueckux nayx, npogeccop,

HPOSIBJIEHUE B XYIOXKECTBEHHO- | >Cmapuwuii npenooasamens, memooucm,

KYJABTYPOJIOI'MYECKOM | *Kuescxuii nayuonansusiii yHueepcumen

IMPOCTPAHCTBE YKPAUHBI | xynemypuor u uckycems, Kues, Yrpauna
(50-80-€ roant XX B.) | *Kuescrasn demcxas mysvikanvnas wixona Ne 7 um. M. Illamo,

Kues, Yxkpauna

Lenp HAy4HOI1 pabOTHI MpegonpeIesieHa aKTyalbHOW TOTPEOHOCTHIO OCMBICICHHS! TBOPUYECKOTO HACIEIHS
W. llamo Kax sIBJI€HHs HALMOHAJIBHOTO KyJIBTYPHOT'0 MaciuTada IMyTeM BBISIBJICHUS U COMTOCTABIICHUS KaHPOBO-CTHIIEBON
JOMHWHAHTBI U XapaKTCPUCTUK HAIMOHAJIbHO-CTUWICBBIX JICTCPMUHAHT UCKYCCTBA YKPAUHCKOI'O KOMITIO3UTOPA. MeTOZ[OJ'lOFI/IH
HCCIICIOBAHMS 3aKJIFOUAETCS B COUCTAaHUI METOJIOB aHAIN3a, CHHTE3a, HCTOPUKO-XPOHOIOTHYECKOTO, KYIIBTYPOIOTHIECKOTO
1 MY3bIKOBETYECKOTO METOAOB, KOTOPBIE HCIIOIb30BAHBI AJIs1 (POPMUPOBAHUS IIETOCTHOTO MPEJCTABICHUS O (heHOMEHE
MHOTOKaHPOBOT0 My3blKaibHOro Haciueaus M. [llamo. HayuHast HOBU3HA 3aKITIO4AETCs B TIOCTPOCHUU JIEATENLHON MOAETH
TBOPYECKOH JIMYHOCTH yKpanHCcKoro komnosuropa M. [llamo, aBTopa rumHa Kuesa, KOTOpbIi oTpajkaeT CMEIIaHHO-
HUMIYJIbCUBHOE, MO3aUYHOE BBISBIIEHHUE TBOPUECKUX MHTEPECOB XYNOKHHUKA HA PA3HBIX CTAJUAX €ro )KU3HEHHOTO
myTH. BBIBOJBI. YCTaHOBIIEHO, UTO MEX1y pa3sHOOOpa3HbIMH BHJIaMu aesTeiabHocTh M. [1lamo cymecTByIoT TecHbIe
B3aMMOCBSI3H U B3aUMOBIIUSHUS, @ B MOJIETIH TBOPUYECKOTO YHUBEpCaIU3Ma KOMIIO3UTOPa MEPEXo]l OT OAHOTO >KaHpa
K IpyrOoMy OCYIIECTBIISIETCS IUIABHBIMU MEPETOKaMU-MOAYIAIUAMU. JKaHPOBO-CTHIIEBAs TAHOPAMA MY3bIKaIbHOTI'O
HaCJIEIHsI KOMITIO3UTOPA OXBAThIBAET CaMble Pa3HOOOpa3HbIE MPOSIBICHUS — OT IIECEHHOTO YKaHPa, POMAHCOB U OTIEPHI
JI0 KaMEPHO-WHCTPYMEHTAIIBHBIX 1 CUM(OHUYECKHX TTOJIOTEH, KOTOPBIC CTAJIN TOMYJISIPHBIMH HE TOJIBKO B YKpanHe, HO
1 JTAJIeKo 3a Ipe/iesiaMi HallMOHAJIBHOTO KYJIBTYPHOTO MPOCTPAHCTBA. PEKOHCTPYKIMS )KaHPOBO-CTHIIEBOTO PO3HOO0pA3ns
My3bIKalbHOTo TBopuecTBa . [llamo qaeT moBox yTBEp:KAaTh, UTO, HOCTOSHHO MOJAKPEIISs XY/I0’KHUKA, IMEHHO HapOHAs
MenozuKa odecriednBaia eif 3hGeKTHBHOCTD, OICKa3bIBasi aBTOPY OIPEIe/ICHHbIC KOHIICIIINY, 00pa3bl U Jaxe cdepsl
YyBCTB, 00YCJIOBIIMBAsI BLIOOP CTHJIEBBIX OPUEHTHPOB, )KaHPOB M MY3bIKAJIIbLHO-M300pa3UTeIbHbIX cpeacTB. OObeanHs s
B ceOe nIyOOKHe HAaIlMOHAIbHO-CTHIIEBBIC TPAJUIINH, YIUBUTEIBHYIO MEJIIOINIHOCTD, IPKUE TAPMOHNYIHBIE KPACKH,
MHOTOXaHpoBoe TBopuecTBO M. [Ilamo, kKpoMe mpodero, cTajo emie 1 BaXHOH BeXol B (HOpMUPOBAHIH HAITMOHATHHON
KOMIIO3UTOPCKOM 1miKoibl B Ykpaune 50—-80-x ronoB XX B.

Knrouesvie cnoea: croouta; TBOPUECKHUN YHHBEpCAIM3M; >KaHPOBO-CTHJIEBAas JOMUHAHTA; MYy3bIKaJIbHOE
HCIIOJTHUTENLCTBO; CUM(OHN3M; aKarenbHast (PoJIbK-0TIepa; LUK, POMaHC; XOp
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