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INTERDISCIPLINARY ASPECTS OF STUDYING CHAMBER ART IN THE CONTEXT
OF THE CULTUROLOGICAL DOCTRINE OF CONTEMPORARY MUSICOLOGY

The purpose. The article is devoted to the theoretical crystallization of methodology and the discovery of the
semiological significance of culturological art criticism in the complex study of the chamber art of Ukraine. Methodology.
Methods of historiographic, chronological analysis and interdisciplinary approach have been applied. Scientific novelty
consists in the categorical crystallization of the methodological foundations of culturological art criticism and the definition
of perspective tasks of understanding the chamber art of Ukraine in the discourse of the semiotic paradigm of culture of
late 20th and early 21st centuries. Conclusions. The analysis of the special literature reveals the importance of
comprehension the chamber art in an integrated way based on the strategy of culturological art criticism, which includes
the integration of historical-style musicological analysis and systemic-semiotic, hermeneutic methodological approaches
of a wide range, namely, the application of research instruments of the philosophy of music, musical textology, semiotics,
aesthetics, intermedial theory and cultural hermeneutics. Taken together, this lays the foundation for a new cultural
doctrine of contemporary musicology that leads to a comprehension of the historical, cultural, semiotic and intermedial
problems of chamber art in the context of the universalistic aspects of postmodern culture. From this perspective, the
need for aesthetic, philosophical and cultural studies of the chamber art of Ukraine in terms of solving the following
urgent problems: the definition of the characteristics of the sign-intonation traditions of the chamber ensemble and the
disclosure of their semiotic significance in the development of the musical culture of Ukraine in the postmodern era; the
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study of the intertextual and intermedial aspects of logic and the semiology of the creative process; the formation of the
aesthetic-hermeneutic concept of modern chamber performance in the semiotic context of a new system of artistic
communication based on interactivity and intermediality.

Keywords: chamber art of Ukraine, culturological art criticism, semiology of art, musical textology, the
philosophy of musical analysis, culturological hermeneutics, art polylogue, interactivity, intermediality.

KpaeyeHko AHacmacisi lzopieHa, kaHOudam mucmeymeo3Hascmea, 0okmopaHm HauioHanbHoi akademii ke-
pigHUX Kadpie Kynbmypu i Mucmeyms

IHTepancunnniHapHi acnekTn [oChiAKeHHA KaMepHO-iHCTPYMEHTarnbHOro MUCTELITBA B KOHTEKCTi Kynb-
TYPOJOriYHOI JOKTPUHM Cy4acHOro My3MKo3HaBCTBa

MeTa npucBsiyeHa TeopeTUYHI KpucTanisauii MeTogonorii Ta PO3KPUTTIO CEMIONONYHOrO 3HAYEHHS KynbTypo-
NOrYHOr0 MUCTELITBO3HABCTBA Y KOMMMEKCHOMY OOCHiIAXEHHI KaMepHO-iHCTpyYMeHTaneHoro Mmucteutsa Ykpainu. MeTo-
ponoris. 3acTocoBaHO MeToau icTopiorpadiyHOro, XpOHOSONYHOrO aHarnidy Ta MixgucumnniHapHuin nigxig. HaykoBa
HOBM3HA Mnonarae y kateropianbHii KpucTanisauii MeTo4onoriYHMX 3acag KynbTyporioriYHOro MUCTELTBO3HaBCTBa, a
TaKOX B OKPECMEHHI NepCneKkTUBHUX 3aBAaHb OCMUCIIEHHSA KaMepHO-IHCTPYMEHTanNbHOro MucTeLTea YKpaiHu y AUCKypCi
CeMiOTUYHOI Napagurmu KynbTypu KiHus XX — noyatky XXI ctonite. BucHoBKKW. AHani3s cneujiansHoi nitepatypu BUSBNSeE
OOUINbHICTE OCMUCINEHHS KAMEPHO-IHCTPYMEHTanNbHOro MUCTELTBa Y KOMMMEKCHUIA CMOCi6 Ha OCHOBI cTpaTerii KynbTypo-
TNOrYHOr0 MMWCTELTBO3HABCTBA, WO nepeabayae iHTerpauilo iCTOPMKO-CTUIIbOBOTO MY3UKO3HABYOro aHanisy Ta CUCTEMHO-
CEMIOTUYHMX, KyINbTYp-repMEHEBTUYHNX METOAOSOMNYHUX NiAXOAIB LUMPOKOTO CMEKTPY, @ Came: 3aCTOCYBaHHS JOCMIAHMLIBKOIO
iHCTpYyMeHTapito dinocodii My3nkn, My3nU4HOI TEKCTONOTI, CEMIOTUKKN, ECTETUKM, Teopil iIHTepMeaianbHOCTI, KyfbTyPOsioriyHOI
repmeHeBTUKW. Lle 3aknagae nigBanvHW HOBITHLOI KyNbTYPOMOMYHOI AOKTPUHW Cy4acHOro MY3WKO3HaBCTBa, WO Bede A0
OCMUCIIEHHS ICTOPUKO-KYNbTYPHMX, CEMIOTUYHMX Ta iHTEPMELianbHUX BUMIPIB KAMEPHO-IHCTPYMEHTaNbHOro MUCTELITBA B KOH-
TEKCTi YHIBEPCaNiCTCbKNX BMMIPIB MOCTCYYaCcHOI KyrnbTypu. HaraneHot ctae notpeba ecTeTnko-MUCTeLTBO3HABYOro Ta cino-
COPCHKO-KYNbTYPOOrivYHOrO AOCNIAKEHHA KAMEPHO-IHCTPYMEHTaNbHOro MMCTELTBa YKpaiH 3 METOI BUPILLEHHST akTyanbHNX
3aBAaHb, WO nepenbdbaqatoTb: BU3HAYEHHS cneumndikM MOBHO-IHTOHALIMHWX TpaguLii KaMepHO-IHCTPYMEHTanbHoro aHcambnto
Ta PO3KPUTTS X CEMIOTUYHOTO 3HAYEHHST Y PO3BUTKY MY3WUYHOI KyrnbTypu YKpaiHu NocTMOAEPHOT A00W; AOCHIOKEHHS iIHTEepTEeK-
CTyanbHMX Ta iHTepMefianbHUX acnekTiB Norikv i cemionorii TBOpPYOro MpoLecy; OBrpyHTYBaHHSI €CTETUKO-FePMEHEBTUYHOI
KOHLenuii Cy4acHOro KamepHO-iHCTPYMEHTanbHOro BUKOHABCTBA B CEMIONOrYHOMY KOHTEKCTi (popMyBaHHS HOBOI cuUCTEMMU
XYAOXHBO-MUCTELbKOT KOMYHiKaLil Ha 3acafax iHTepaKuioHanbHOCTI Ta iHTepMeianbHOCTI.

KntoyoBi cnoBa: kamepHO-iHCTpyMeHTanbHe MUCTELTBO YKpaiHW, KynbTypOrioridyHe MUCTELTBO3HABCTBO, CEMIO-
noris MucTeuTBa, My3nyHa TEeKCTONoris, ginocodis MysnMyHoOro aHanisy, KyrnbTypororiyHa repMeHeBTrKa, noninor muc-
TeuTB, iHTepaKLiOHanbHICTb, iHTepMeaianbHiCTb.

KpaeyeHko AHacmacusi UzopeesHa, kaHOudam uckyccmeogedeHusi, OokmopaHm HauyuoHanbHoU akademuu
PyKo80OsILUX KaOpo8 Kyribmypbl U UCKyccme.

WHTepaucumnnuHapHbie acnekTbl U3y4YeHUS KaMepHO-UHCTPYMEHTarlbHOroO MCKycCTBa B KOHTeKCTe
KyNnbTYpONorn4eckon AOKTPUHbI COBPEMEHHOro My3blKoBeAeHUS

Llenb nocesillieHa TEOPETUYECKOW KpucTannmnsaumm MeTogosniorMm U packpbiTUIO CEMUOSIONMYECKOro 3HaYeHUst
KyNnbTYPONOrM4eCKOro MCKYCCTBOBEAEHNS B KOMMMEKCHOM MCCMNeoBaHNM KaMEePHO-UHCTPYMEHTArbHOMO UCKYCCTBA YKpauHbI.
MeTtogonorus. [pumeHeHbl METOAbI NCTOPUOrPadOMHECKOro, XPOHOMOMMYECKOro aHanM3a 1 MeXancLUUnIIMHapHbIA Noaxos.
HayyHas HOBM3Ha 3akn4aeTCs B KaTeropyanbHOW KpucTanimsaumm MeTOAONOMMYECKMX OCHOB KyrbTYPOIOrM4eckoro uc-
KyCCTBOBEEHUS!, @ TAKKe B ONpeaerneHnn NepernekTBHbIX 3a4a4 OCMbICIIEHNST KaMEPHO-UHCTPYMEHTANbHOMO MCKYCCTBa YK-
pavHbl B AUCKYpCe CEMUOTUYECKON napagurmbl KynbTypbl kKoHUa XX — Hadana XXI| Bekos. BeiBoabl. AHanua crneumansHom
nuTepaTypbl 06HapYXMBaET LienecoobpasHOCTb KOMMIEKCHOTO N3yYEHUS! KaMEPHO-UHCTPYMEHTANbHOMO UCKYCCTBa Ha OCHOBE
cTpaTerum KynbTypOIOrvMyYecKoro MCKyCCTBOBEAEHWS, NPeAnoNnaratoLLe MHTErpaLmio NCTOPUKO-CTUIEBOTO My3bIKOBEAYECKOTO
aHanu3a u CMCTEMHO-CEMMOTUYECKMX, KyNbTYp-repMEHEBTUYECKNX METOLOSOMMYECKMX NMOAXOA0B LLUMPOKOrO CNeKTpa, a UMeH-
HO: NPVYMEHEHMS NCCNeaoBaTeNbCKOro MHCTPYMEHTapust (ounocomm My3sbliki, My3blKarlbHOM TEKCTOMOMUN, CEMUOTUKU, 3CTe-
TUKW, TEOPUN UHTEPMEQMNANBHOCTU, KYNbTYPONOrMYECcKo repMeHeBTMKN. DTO 3akrafdbliBaeT OCHOBLI HOBOW KyrbTyporioryec-
KOW [OKTPUHbI COBPEMEHHOr0 My3bIKOBEAEHWS, KOTOpasi BeAET K OCMbICIIEHVMIO UCTOPUKO-KYIIbTYPHOW, CEMMOTUYECKOW WU
MHTEpMeaMansHON NpobneMaTki KaMepHO-MHCTPYMEHTANBHOMO MCKYCCTBA B KOHTEKCTE YHUBEPCANMCTCKUX acreKToB MOCT-
COBPEMEHHOM KyrnbTypbl. icxoasa 13 aToro, CTaHOBUTCS OY4EBUMAHOW HEOOXOAMMOCTb 3CTETUKO-UCKYCCTBOBEAYECKOrO U humro-
COPCKO-KYNbTYPONOrMYECKOro U3yYeHUsi KaMepHO-MHCTPYMEHTaNbHOMO MCKYCCTBa YKpauHbl C LENbi0 PELLEHUS] aKTyarbHbIX
3afad, NpeaycMaTpyBatoLLMX: OCYLLECTBIIEHWNE XapaKTEPUCTUKN 3HAKOBO-MHTOHALWMOHHBLIX TPAAULIMIA YKPAUHCKOTO KamMepHO-
MHCTPYMEHTarNbHOIO MCKYCCTBA M PAaCKPbITUSI X CEMUOTUYECKOTO 3HAYEHWUS B Pa3BUTUM My3blKanbHOW KynbTypbl YKpauHbl
NMOCTMOAEPHUCTCKON 3MOXM; UCCreaoBaHNe UHTePTEKCTYarbHbIX U MHTEPMEANarnbHbIX acreKkToB FOrMKU U CEMUOSOTMN TBOP-
YecKoro npouecca; 060CHOBaHUE 3CTETUKO-TEPMEHEBTUYECKOM KOHLIENLMM COBPEMEHHOIO KaMEPHO-UHCTPYMEHTANbLHOTO UG-
NONMHUTENbLCTBA B CEMUOIOTMYECKOM KOHTEKCTE (DOPMUPOBAHUS HOBOW CUCTEMBI XYAOXKECTBEHHOM KOMMYHMKaLMM Ha OCHOBE
MHTEPaKUMOHArNbHOCTU U UHTepMeaManbHOCTU.

KnioyeBble cnoBa: kamMepHO-UHCTPYMEHTaNbHOE WMCKYCCTBO YKpauHbl, KyrnbTypONOrM4eckoe UCKYCCTBOBeAe-
HWE, CeMUONOrnsi UCKYCCTBa, My3blkarnibHasi TeKCTonorusi, pmunocodusi MysblikarnbHOrO aHanuaa, KyrnbTyporiornyeckas
repMeHeBTMKa, NOMUIOr UCKYCCTB, MHTEPaKLNOHANBbHOCTb, UHTEPMEANANBHOCTD.

Relevance of the research topic. The significance of the achievements of the composers and music-
performing creativity of Ukrainian musicians constitutes an inexhaustible source of research, which opens up
those parameters of scientific knowledge that can be considered the canons of modern musicology.
However, the available musicological analytical tools now do not seem completely exhaustive, especially
with regard to the phenomena of postmodern art. Theoretical reflections lead scientists to the level of
profound culturological and aesthetic-philosophical reflection in the development of the newest parameters
for the study of musical art, including the chamber art, which involves the application of integrative

103



MucTeuTBO3HABCTBO Kravchenko A.

approaches. Therefore, the relevance of the topic of this article is determined by the search for a universal
research model that would allow forming a comprehensive view of the development of the chamber art of
Ukraine on the basis of the synergy of existing musicological traditions and modern interdisciplinary
opportunities for scientific interpretation of "old" and "new" music.

Review of research and publications. The presence of interest in the problems of chamber art
causes the appearance of scientific works, which form a professional theoretical and methodological base for
chamber ensemble problems. Foreign and Ukrainian scientists raise the following general theoretical
guestions: genre-genus, categorical aesthetic and ethical specificity of the chamber ensemble (l. Polskaya),
the history of development and style evolution of chamber genres (T. F. Dunhill, D. N. Ferguson, M. Field,
A. Hyatt King, N. Kilburn, E. Lubin, R. H. Walthew, L. Polzun, G. Suvorovskaya), chamber creativity through
the prism of the composer's individual style (J. Horton, D. G. Mason, G. Abraham, E. H. Meyer), techniques
of ensemble performance and parameters of hermeneutic procedures (M. D. Herter Norton, H. Moldenhauer,
H. Ulrich, I. Borovik, A. Gottlieb, T. Kravchenko, T. Molchanova, E. Sigal) as well as a professional training of
an ensemble player (F. E. O'Keane, N. Lavrik, D. Blagoi, M. Milman, V. Polzun, I. Tsarevich and others).

The range of theoretical and musicological works broadens the research of the national and regional
specifics of the chamber and instrumental art of Ukraine, where an analytical projection of general theoretical
and methodological provisions on a concrete factual material is carried out. The analysis of these studies
allows us to identify existing gaps and outline ways to build modern methodological models for understanding
chamber art from musicological, philosophical-cultural and aesthetic art criticism positions, including on the
basis of the theoretical and methodological strategy of "culturological art criticism", which for this moment is
in a state of its categorical elaboration.

The purpose of the article. The article is devoted to the theoretical crystallization of methodology and
the discovery of the semiological significance of culturological art criticism in the complex study of the
chamber art of Ukraine, which provides for the solution of the following tasks: to present the analytical
discourse of the special literature related to various aspects of the study of the chamber art of Ukraine,
including composer creativity, performance, educational and pedagogical components; to characterize the
specificity of the functioning of the chamber art of Ukraine in the historical, cultural, semiotic and intermediate
aspects; to determine promising directions of theoretical interpretation of chamber art as a phenomenon of
musical culture from the point of view culturological art criticism.

Statement of basic material. The chamber art of Ukraine as a multicomponent system, which reflects
in the cultural space the balance and interaction of the structural components, — compositional creativity,
performance, pedagogical school, instrumental and material resources, the activities of art organizations and
art management, is an object of scientific research in various musicological aspects.

Studies, where the above-mentioned subject areas of scientific understanding of the problems of
Ukrainian chamber ensemble are present, can be systematized according to chronological criteria into
several main groups. Among them, scientific works, whose authors are aimed at investigating the genesis of
the chamber ensemble over a long historical period (V. Andrievskaya, P. Dovgan, T. Slyusar). Other choose
narrower chronological frameworks for a detailed analysis of transitional cultural processes and phenomena,
the flow of which is connected with the sign of historical and sociocultural transformations (G. Astalosh,
E. Basalaeva, E. Beregovaya, O. Grabovskaya, O. Veselina, L. Volkova, I. Yergiev, N. Dikaya, T. Omelchenko,
I. Savchuk, A. Chibalashvili), or the chamber creativity is considered in the context of the study of the
biobibliography of certain composer's personalities — V. Barvinsky (scientific works of G. Zhuk and L. Nazar),
B. Lyatoshinsky (M. Gerega, E. Martsenkovskaya), E. Stankovich (E. Sirenko), I. Karabits (O. Gurkova),
K. Tsepkolenko (M. Perepelitsa), A. Zagaikevich (. Rakunova), and others.

Among them, historiographic works in the aspects of compositional and performing problems of
chamber art make a significant part. For example, a panoramic musicological perspective on the genre-style
dynamics of the evolution of the Ukrainian chamber suite during the 20th century is provided in the study of
P. Dovgan [9], where the typology of the suite's genre (in its solo and ensemble forms) is typified and the
features of the interaction of the baroque, impressionistic and folklore tendencies in the process of forming
the national invariant of this genre are highlighted.

Regional studies, which, however, are not that wide in terms of their geography significantly deepens
the comprehension of the historical and style patterns of the functioning of the chamber art of Ukraine. In this
context, the most comprehensive view was formed by the scientists of the Lviv school, who dedicated their
work to their native cultural center. The theses of V. Andrievskaya and T. Slyusar [1; 14] present the research
of chamber art of Lviv within a wide range of problems, in particular starting from the formation of a retrospective
view on the historical genesis of ensemble genres in the interaction of European, national and regional
musical traditions and the analysis of aesthetic and style trends in the chamber pieces by the composers of
the Eastern Galician school of the last century — S. Lyudkevich, V. Barvinsky, N. Nyankankovsky, M. Kolesa,
R. Simovich, Z. Lysko, V. Witwitskiy, A. Soltys, T. Maerskiy, A. Nikodemovich, D. Zador, V. Flys, M. Skorik,
V. Kaminskiy, O. Krivolap, V. Kozarenko, Yu. Lanyuka and B. Froliak.

At the same time, the search horizons of musicology, aimed at analyzing specific musical and
structural parameters, quite enrich the principles of the philosophy of music. Among the few studies of
chamber art in Ukraine concerning this subject, we mention I. Savchuk's monograph "Chamber music of the
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1920s in Ukraine: an attempt of philosophical understanding” [13]. Here the author determines the prevailing
tendencies of pan-European modernism and highlights the significance of the phenomenon of existential and
specificity of its immanent manifestations in the chamber creativity of Ukrainian and Polish composers, who worked
in the center and in the west of Ukraine during this period — B.Lyatoshinsky, I. Belza, J. Kofler and Z. Cassern.

In addition, historical musicology often acquires certain culturological accents. For example,
O. Martsenkivska [10] singles out the spiritual intellectual and creative potential of the individual as a driving
factor in the development of musical art on the example of B. Liatoshynsky's creative activity. In the process
of studying his piano and chamber music, the influence on compositional thinking of the found features of the
cultural conception of "pan-Slavism" is substantiated, which, according to the scientist, determined the
character of the individual and creative rethinking of European and national (in particular, folklore basis) late-
and neoromantic traditions and the specific character of B. Liatoshinsky's musical language in (poly-)style
and expressive aspects.

The performing analysis of the chamber creativity of this composer (pre-war and post-war periods)
was provided in the study by M. Gerega "Chamber (with piano) ensembles of B. N. Lyatoshinsky: Some
qguestions of musical performance interpretation” [6]. Here is an analysis of small numerical models of the
ensemble (from the duet to the quintet) with the singling out of their performance-functional dominants,
where among other things, the "directing” significance of the piano is emphasized in the intra-role ensemble
interaction, and the decoding issues laid down by B. Lyatoshinsky, artistically semantic meanings and
balance of subjective and objective in the process of performing interpretation of his chamber-instrumental
compositions. The main attention to the issue of the evolution of the piano part (its technical and semantic
load) is also given in the researches of E. Basalaeva "Stylistic-timbral pluralism of the pianoforte in the
chamber works of Ukrainian composers of the generation of the 1960s" [3] and L. Volkova "Ukrainian piano
trio of 1970s—1980s in the aspect of performing problems"[5], where the timbre-color and textural specificity
of this instrument is considered in the context of traditional and innovative genre-style, cultural-symbolic,
technical-constructive and expressive possibilities.

The analysis of the above and some other existing works on the historical problems of the study of
the chamber art of Ukraine makes it possible to carry out certain generalizations and to reveal the fact of
gravitation towards the classical musicology methodology, oriented to analyzing the compositional (genre,
style, form, content) and performing "vocabulary" (technical, articulatory, intonational, artistically-expressive
performing means) in their unity and correspondence to one or another historical and cultural context.
Although, in some cases, we observe "deviations" in the interdisciplinary zone of the projection of scientific
ideas, however, in the studies of historical musicology, the theoretical and methodological potential of
philosophical, aesthetic and culturological thought is insufficiently involved.

However, it seems very important to prove the indispensability of not only the historical approach in
studying the formation and functioning of certain cultural phenomena and the peculiarities of the aesthetic
contours of the national musical culture. Study of the phenomenon in the process of its existence "here and
now", in the present tense is not less valuable.

In the late 20th and early 21st centuries, the processes of radical individualization of composer
"vocabulary" raise the problems of organizing the structural and aesthetic integrity of musical material. The
specific type of synergy of traditions and innovations determines the transformation of aesthetic-artistic and
style and genre orientations of chamber-instrumental creativity in the context of certain authorial strategies
for their stylistic and semantic modeling. "Semianalysis" (Yu. Kristeva) of the music-structural and formal-
logical parameters of modern chamber works of Ukrainian authors indicates the emergence of a new type of
structural and semantic organization of compositions based on intertextuality and intermediality, when at the
intrasemiotic (musical) and intersemiotic (extramusical) artistic-sign intersection of semiotics and cultural
texts numerous dialogical (polylogic) parallels are actualized.

In view of the rapid transformation of modern cultural space and the aesthetic and artistic reference
points of musical creativity, the classical research musical instruments need to be revised and supplemented
by the introduction and wide approbation of interdisciplinary approaches. In connection with this, in the
modern humanities we observe the processes of syncretization of cultural knowledge in the gradual
convergence of scientific, philosophical, mythological and artistic positions in the comprehension of the world
cultural heritage, including the musical one. The comprehensive knowledge of the ontology of musical life in
its historical, cultural, philosophical, aesthetic, semiotica and intermedial aspects is directly related to the
development of universal categories and methodological research approaches based on the philosophy of
music, musical textology, semiotics, aesthetics, the theory of intermediality and culturological hermeneutics.
In their totality, they are actualized in the emergence of a new direction in the comprehension of cultural
phenomena — "culturological art criticism", which lays the theoretical and methodological foundations of the
modern cultural doctrine of musicology and art criticism in general.

In this context, we observe the tendency of "philosophizing" of art criticism with the orientation
toward revealing the existential status of works of art, that is, the knowledge of their deep philosophical and
aesthetic sense. One of the biggest supporters of the embodiment of philosophical principles into musicology
is V. Lichkovakh, G. Makarenko, V. Medushevsky, A. Roschenko, V. Sukantseva, Yu. Chekan, and others.
However, the complexity of the theoretical and methodological concretization of the semantic concepts of the
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philosophy of music prompts further searches in this conceptosphere, in particular, the development of the
philosophy of musical analysis. The latter implies the development of integrative principles of combining
classical musicology and "discursive" (E. Moreva) analysis, which would allow us to understand not only the
constructive and technological aspects of the organization of the semiotics of musical information, but also
semantic, worldview-contextual aspects.

For example, comprehension of the philosophy of contemporary art is presented in E. Beregova's
dissertation "Tendencies of Postmodernism in Chamber Works of Ukrainian Composers of the 80—-90s of the
20th Century" [4]. Based on the developed philosophical and methodological foundations for the study of
"new" music, not only the author's view of the stylistic chamber (instrumental and vocal) palette of the
outlined period is provided here (V. Silvestrov, A. Kozarenko, K. Tsepkolenko, A. Schetinsky, G. Gavrilets,
I. Shcherbakov, and others), but also the issues of spiritual life and sensual-aesthetic intentions of the
postmodern artist are present. The latter is reflected in the artistic and aesthetic space of the compositions
under the influence of the cognitive mechanisms of self-awareness, comprehending oneself through a work
in the dimensions of the philosophical problems: "man and being," "man and super-existence," "man and
nature," "man and the universe in anticipation of the Apocalypse", "metamorphosis of the game" and "the
catastrophe of relations between man and society". This philosophical and aesthetic view of the postmodern
works of chamber art, as it were "from within," makes such an approach to the study of the musical reality of
the day relevant and deserving of theoretical attention.

The above-mentioned relationship of philosophy and music in the field of the generation of meaning
and the corresponding rapprochement of their scientific positions in the study of textual and content structures
leads art historians to the problem of understanding the modern state of musical textology, which directs the
further interdisciplinary expansion of the logical-conceptual apparatus of musicology to culturological vectors. In
this regard, system-semiology approaches based on the linguistic and literary basis (R. Bart, M. Bakhtin,
Yu. Kristeva, Yu. Lotman, U. Eco, St. P. Scher, A. A. Hansen-Love, W. Wolf and others), acquire a special
methodological significance in the studies of postmodern musical art, including the chamber art.

The existing research in the field of musical textology and semiotics is primarily aimed at
comprehending the diversity of inter-, para- and meta-textual attractions, which coexist universally in the
semantic-semiotic space of musical compositions, creating a kaleidoscopic effect of inter-style, inter-genre,
inter-author dialogue of "one's own" and "another's” complementary and antithetical, ancient and modern.
For example, the phenomenon of musical polystylistics from the positions of theories of hypertext and
intertextuality is explored by Yu. Gribinenko [8] on the material of chamber music of foreign and Ukrainian
composers (V. Silvestrov, Yu. Gomelskaya). Here, based on the analysis of compositional techniques of
citation, allusion, collage, stylization, the author proposes a typological classification of intertextuality, its
textual, aesthetic-axiological and artistic features in the context of comparison with the hypertext level of
musical semantics and consciousness. However, the study of stylistic sources of the organization of musical
material requires further reflection, in particular, from the point of view of the analysis of the influence of
polystylistic and intertextual tendencies on genre formation processes. Indeed, the existing artistic and
structural potential of the genre provides him, along with style, the role of one of the leading means of
compositional and semantic modeling of intertextual dialogical parallels (remember numerous examples of
so-called "genres-memory" in the work of Ukrainian composers).

At the same time, the issue of the correlation and consistency of inter-textual communications
requires scientific reflection not only on the intra-semiotic plane (that is, within the semiotics of musical
information), but also in the inter-semiotics. At the turn of the twentieth and twenty-first centuries, with the
expansion of technical, constructive and artistic expressive possibilities, there is a "way out" behind the
cultural-symbolic limits of music in the intersemiological space of the art polylogue — the interaction of
structural codes of its various types. In this regard, there is an expansion of the semiotic, semantic, aesthetic
and sociocultural space of functioning of the genres of chamber music, which makes it expedient to analyze
the semiotic and aesthetic-semantic interaction of different species artistic practices.

For example, the variety of art synthesis processes in art culture is considered by A. Chibalashvili in the
study "Conceptual synthesis in contemporary Ukrainian art culture (through the example of chamber music)"
[15], where the features of "inter-art synthesis", "interaction of arts", "intra-art synthesis" in the music works by
O. Bezborodko, A. Zagaikevich, S. Zazhytko, A. Karnak, V. Runchak, L. Sidorenko, M. Shorenkov are
systematized. In the other study — "Theatricality in non-theatrical musical genres of Carmella Zepkolenko's
works" (M. Perepelitsa [12]), the significance of the theatrical phenomenon in genre, stylistic, form-building,
program-contextual aspects of modeling works of postmodern art (and chamber pieces also) is revealed.

At the same time, the study of the semiotic influence of the polylogue of arts on the character of the
processes of sign-technological universalization of composer vocabulary and genre formation, carried out
from the standpoint of specifying the typology of inter-arts links and variants of their combinations, requires
in-depth examination of its manifestations. In particular, not only on explicit level (when the introduction of
another semiotic series plays a subordinate role in uncovering the idea of the composer and in no way
influences the genre's organology), but also at the implicit level, that is, in the intermedial plane of equal
interaction between the musical and extra-musical stylistics. We are talking about a study of synergistic
mechanisms of art interference, when the functions and techniques of other media are introduced into the

106



BicHuk HauioHanbHOI akageMii KepiBHUX KaapiB KynbTypu i MmucteutB Ne 3'2017

sign system of music by structuring musical matter according to the laws of semiotics of literary, pictorial,
architectural, cinematographic compositions, etc. In this regard, there is a need to adapt the literary concept
of intermediality to musicology "ground" and develop a typology of the system of intermedial links, taking into
account the spectrum of various combinations of compositional, structural, semantic, artistic, expressive and
nominative elements of various media functioning in the textual space of modern chamber music.

The cardinal renewal of the musical "vocabulary" of modern Ukrainian composers leads to the
expansion of the multidimensionality of the musical environment, its genre-style, repertoire variety and
simultaneously influences the appearance of the performing type of the universal interpreter. In this regard,
in the aesthetics of chamber forms of ensemble music making, we can see the introduction of scenario
methods for the deployment of artistic actions, overcoming distancing in communication with the audience,
as well as gravitation to the aesthetics of inter-arts synaesthesia, which influences the genesis of the new
artistic communication system, based on the principle of interactivity. In this process, Ukrainian ensembles
play not only a purely performing role, but also take an active stage-generating position, creating conceptual
projects with poly-functional semiotics aimed at intermedial interaction of music, painting, theater, ballet-
plastics, video art in unity of time, place and actions. This leads to the emergence of new cultural contexts
and activates inter-arts polylogue in the interactive and intermedial socio-cultural space of the new system of
artistic communication of the late 20th and early 21st centuries.

According to this, modern chamber creation needs detailed performing analysis, with the aim of
investigating the movement from locally-subjective procedures of performing work (over the technique of
sound, tempo-rhythm, dynamics, etc.) to objective awareness of the artistic and aesthetic intentions of the
composer's thinking, which is a prerequisite and a guarantee of maximum approximation to an adequate
musical performance interpretation. Therefore, for example, T. Omelchenko considers the system of
expressive means of sonatas of Ukrainian composers for violin and piano of 70—90s of the last century for
the development of their interpretational strategies [11]. At the same time, G. Astalosh concentrates on the
study of the expressive means of the piano part in the chamber ensembles by M. Skorik, E. Stankovich and
V. Silvestrov in the last third of the 20th century [2]. The sphere of chamber music making is also becoming a
subject of regional research, in particular, O. Grabovskaya [7] studies modern chamber performance of Lviv,
analyzing both the historical patterns and stages of the professionalization of music education, and the
peculiarities of local concert-performing practices of the late 20th century.

However, the modern "transmedia aestheticosphere" (O. Kolesnik) of musical art with its radical
individualism of artistic (musical and extra-musical) forms of expression raises the problem of complicating
the hermeneutical procedures of performing and listening decoding of artistic and semantic meanings.
Because at the intersection of the exchange of artistic and musical information in so-called medial channels
(i.e., between its generator, translator and perceiver), infinite variability and subjectivity of possible
viewpoints as interpretative versions and their reflection in the listener's perception arise. In the situation of
musicological comprehension, the classical methods of performance analysis prove to be insufficiently
effective, especially in the analysis of the artistic and aesthetic aspects of the semiology of performing
chamber art and the manifestations of the universalism of the dialogue of cultures in the ensemble aesthetics
of the late 20th and early 21st centuries.

In this regard, a comprehensive study of the aesthetic-hermeneutic concept of modern chamber
performance is possible only from the point of view of the strategy of culturological art criticism, involving
methods of cultural-hermeneutic analysis, cognitive interpretation and other approaches of the philosophical
and aesthetic spectrum, which have a significant scientific potential to solve urgent problems of the
disclosure of the meaning of the musical narrative of the postmodern era.

Scientific novelty of this study is to determine promising tasks and categorical crystallization of the
methodological foundations of cultural art criticism, as well as to disclose its semiological significance in the
complex theoretical interpretation of the chamber art of Ukraine.

Conclusions. Chamber art in all the diversity of spiritual and material components is an integral part
of the musical culture of Ukraine and becomes an object of scientific research, including regional ones. The
history of development and style evolution of chamber genres, ensemble creativity through the prism of the
individual style of composers, the question of ensemble performance, the interpretation of musical pieces
and the professional training of a musician-ensemble player are considered. The proposed analysis of the
special literature reveals the predominance of classical musicological strategies for the study of chamber-
ensemble problems. Despite the gravitation of musicology to the use of the interdisciplinary possibilities of
modern humanitaristics and the existence of separate works, where these principles have been very
successfully applied in the analysis of musical phenomena of classical and nonclassical chamber art, at the
moment the theoretical and methodological potential of philosophical, aesthetic and culturological thought
remains insufficiently involved.

However, the gradual expansion of the subject areas of the study of chamber art determines the
importance of its comprehension by integrated means, based on the strategy of culturological art criticism.
The latter assumes the integration of historical and style musicological analysis and systemic-semiotic,
hermeneutic methodological approaches of a wide range, namely, the application of research instruments of
the philosophy of music, musical textology, semiotics, aesthetics, intermedial theory and cultural hermeneutics.
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The discovery and approval of these necessary criteria for the analysis of musical artifacts as cultural and
aesthetic phenomena lays the foundation for a new cultural doctrine of contemporary musicology that leads
to a comprehension of the historical, cultural, semiotic and intermedial problems of chamber art in the
context of the universalistic aspects of postmodern culture.

Taking into account the above, it is increasingly evident that there is a need for further aesthetic,
philosophical and cultural studies of the chamber art of Ukraine in terms of solving the following urgent
problems: determination of the characteristics of the sign-intonation traditions of the chamber ensemble and
the disclosure of their semiotic significance in the development of the musical culture of Ukraine in the
postmodern era; study of the intertextual and intermedial aspects of logic and the semiology of the creative
process; and formation of the aesthetic-hermeneutic concept of modern chamber performance in the
semiotic context of a new system of artistic communication based on interactivity and intermediality.
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MY3UKA Y OOBY BIPYCHOI KOMYHIKALIT
(YacTtuHa nepuua)

MeTa cTaTTi nongrae y BUSIBNEHHi iMNM03UBHMX eDEKTIB MUTTEBOT KOMYHIKaLLl y CydacHUX My3U4YHUX i napamy-
3n4HMX popmax. MeTomonoria gocnigxeHHs nepegbadae 3BepHEHHs OO 3aranbHOHAYKOBMX METOAIB; A0 METOofAiB Teo-
PETUYHOr0 My3MKO3HABCTBA (aHani3 eneMeHTIiB My3n4yHOI BUpasHoCTi 1 dopmu) i Mikpocouiornorii (aHani3 adopaaHcy
iHCKpMNLiR); TakoX MaloTb MicLe NMOMeMiYHUI Ta iHTPOCNEKTMBHUIA nigxoan. HaykoBa HOBM3Ha Momnsrae y BUSIBNEHHI
MapKepiB BipanbHOCTi Cy4acHUX MY3UYHUX POPM; B OCMUCIIEHHI MY3UYHOT KOMYHiKaUiT K AianekTnkn adhopaaHcy m iHCK-
punuii (cueHapito) megia; y [OCNIMKEHHI PUHITOHY AK IHTOHALINHOT NPaKTUKM MUTTEBOT KOMYHiKaLii. BucHoBku. [Npobne-
maTtm3auis TeMu BipyCHOCTI B iH(DOpMaLiMHOMY Noni KynbTypu Aa€e 3MOry BUNTW Ha HOBI KOPOOHM KOHLUenTyanisauii no-
HATTA MeAaiBipyCy SIK YNCTOro CUHIYMSAPHOrO CMUCIY, NOBEPXHEBOrO edeKTY, BiNMbHOIO Bif YCAKOro 3Ha4YeHHS; SK Takoro,
L0 BUHUKaE B pe3ynbTaTi BUOyxy "6e3yMHOro cTaHOBMEHHN", KONK enimiHauisi Yyacy i MPoCTopy 3HEXWBIIOE caM NnpoLec
curHidpikauii Sk yHKUiT ANCTaHUiloBaHHA MiXK O3HayyBaHUM Ta O3Ha4YHWKOM. My3auka, K HarMeHLW irypaTtuBHe 3 YCix
MUCTeLTB (BigTak, HanbinbLL CXMMbHE A0 HOHCEHCY i NapafoKey) i AK MUCTELTBO HapaTuBHe (4acoBe), nepenbayvyBaHo
nepexvBae Haa3BMYaWHO IHTEHCMBHUIA BMAMB CUTyaUii "MUTTEBOT KOMYHIKaLii", y AKil ONMHMBCS CBIT CbOrOAHI. Y CTaTTi
3pobneHo cnpoby annikauii igen gpomonorii (Monb Bipinbo) 40 MMOWMHU MEMETUKN Yy KOHTEKCTI Cy4acCHUX MY3UYHO-
KOMYHiKaTMBHUX cTpaTerin. Y pesynbtaTi rmobanbHOi kpu3u yBaru i "CMHOPOMY MEepeMUKaHHs KaHaniB" Ha CueHi
3’ABMAIOTLCA My3WYHI 1 mapamy3nyHi hopmu, L0 NOCTanu B pesynbTaTi MakCMMarnbHOI KOMMaKTU3aLii My3n4HOI AyMKM i
€ HacrnigkoMm cTpaTerii NPOMIHEHTHOCTI Ik OCHOBHOIO Mapkepy BipanbHOCTI. [10 Takmx popm BIOHOCATLCH PUHITOHU, OXU-
HrK, aygio-norotunu. Kno4oBy pornb y CTaHOBMEHHI AaHUX (hEHOMEHIB Bidirpano 3pyLleHHSA My3uku Big edipHUX opm
[0 NMpuBaTHUX, B pe3ynbTaTi Yoro cuTyaLis "BMMYyLLEHOT yBarn" KOHLEPTHOro 3any 6yna BUTiICHEHa TOTanbHOK HENiHiNHi-
CTIO MepcoHanbHUX Media. BubyxoBa aHTM-HapaTMBHA AiSNbHICTb BipanbHUX MY3UYHUX POPM CMOHYKae A0 BUPOONEHHS
HOBUX cTparTerin "HecniwHWX" NpakTuK, ki 403BONMNN 6 ynoBinbHUTK Yac.

Knro4yoBi cnoBa: megia, megiaBipyc, MmemeTnka, iMnnosig, adopaaHC, PUHITOH.

Kyw, EezeHuli Badumosuy, kaHOudam uckyccmeosedeHus, doueHm, dokmopaHm HauuoHanbHol akademuu
pyKogoOsILUX Kadpo8 Kyrbmypbl U UCKYCCM8

My3bika B 3noxy BUPYCHOW KOMMYHMKaLUu

Llenb paboTbl 3aknovaeTcs B BbISBMEHUM UMMMO3UBHBIX 3¢phEKTOB MIHOBEHHON KOMMYHUKALMM B COBPEMEHHBIX
My3blKarnbHbIX U MapamMy3blkanbHeix dopmax. MeTogonorusa vccnenoBaHus npeanonaraet obpalleHue K obLieHayqHbIM
MeToaaM; K MeTogam TEOPETUYECKOrO My3bIKOBEAEHUSI (aHanNM3 31EMEHTOB MY3blKarnbHOW BbIPa3MTENbHOCTU U hOPMbI) U
MMKpOCOLIMOrormn (aHanmns adpopAaHca 1 MHCKPUMLUIAY, Takke MMEKT MECTO MONEMUYECKUA U MHTPOCTIEKTMBHBIN Noaxoapbl.
Hay4yHasi HoBM3Ha paboThbl 3aK04aeTCs B BbISIBIIEHWM MapKepOB BUParbHOCTV COBPEMEHHBIX My3blKaribHbIX POPM; B OCMbIC-
NEHUN My3bIKarbHOW KOMMYHWKaLMKN Kak AnanekTyku adpopaaHca U MHCKpUNUmKM (CueHapus) Meaua; B UCCnegoBaHum pUHITO-
Ha KaK MHTOHALWMOHHOWM NPaKTUKN MIHOBEHHOW KOMMYHUKaumn. BeiBoabl. MpobnemaTtunsaums Tembl BUPYCHOCTU B MHGOPMa-
LIMOHHOM nore KynbTypbl NO3BONAeT BbINTU Ha HOBbIE rPaHnLbl KOHUEeNnTyanusaumn noHATUA MegmaBupyca KakK YnCToro
CVHIYNSIPHOTO CMbICIa, NMOBEPXHOCTHOMO 3dpdhekTa, CBOGOAHOIO OT BCSIKOMO 3HAYEHMS; Kak HEYTO TaKoro, BO3HMKAIOLLEro B
pesynbTaTe B3pblBa "GE3yMHOro CTaHOBMEHMS", KOrga SNUMUHALMSE BPEMEHW U NMPOCTPAHCTBA JNIULLAET XU3HU CaMm NpoLiecc
CUrHUdMKaLMK Kak (OYHKLMM OUCTaHLMM MeXy O3Ha4aeMbIM 1 o3HavaroLwmm. Mysbika, Kak HaumeHee ourypaTmBHOE U3 BCEX
UCKYCCTB (CrieqoBaTernbHo, Hambonee CKIoHHOE K HOHCEHCY M NapaoKCy) U kak MCKYCCTBO HappaTMBHOE (BpeMeHHoe), npea-
CKasyeMo MepexvBaeT Ype3Bbl4aliHO MHTEHCYBHOE BO3AEVCTBME CUTYauMK "MIHOBEHHON KOMMYHUKaLMK', B KOTOPOW okasarcs
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