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HISTORIOGRAPHY OF RESEARCH OF UKRAINIAN CHAMBER ART:
CHRONOLOGICAL, PROBLEMATIC AND METHODOLOGICAL ASPECTS
OF CLASSIFICATION

The purpose. The article analyzes the studies of the Ukrainian chamber art with the aim of classifying their
types according to chronological, problematic and methodological criteria. Methodology. Historiographical, source study,
analytical, typological and comparative methods of research are applied. Scientific novelty. The author's classification
of the types of research of Ukrainian chamber art is presented in terms of their chronology, problems and methodology,
which made it possible to identify existing gaps, to find and approve the necessary criteria for further analysis of artifacts
of chamber creativity as cultural and aesthetic phenomena in their historical, cultural, semiotic and intermediate parame-
ters. Conclusions. Chamber art is an integral part of the Ukrainian musical culture, which becomes an object of national,
regional, bio-bibliographic research in the aspects of historical, cultural, philosophical, art criticism and musicological
problems. The analysis of the special literature reveals the dominance of classical musicological strategies for studying
historical genre, style and stylistic aspects of Ukrainian chamber creativity. Despite the attraction of musicology to the
interdisciplinary approaches of modern humanitaristics and the existence of some works, where the poly-methodological
principles have been successfully applied to the analysis of musical phenomena of classical and non-classical chamber
art of Ukraine, the theoretical and methodological potential of related sciences is not sufficiently involved. In this regard,
theoretical and methodological studies lead scientists to the level of deep cultural, aesthetic and philosophical reflection and
the development of the newest research parameters for the chamber art, which provide for the application of integration
approaches based on the synergy of musicological traditions and modern interdisciplinary opportunities for scientific inter-
pretation of the "old" and "new" "music (the philosophy, aesthetics and semiotics of music, the theory of intermediality, cul-
ture-hermeneutic analysis, cognitive interpretation, etc.). Approbation of these necessary criteria for the analysis of musical
artifacts as cultural and aesthetic phenomena lays the foundation for a new cultural doctrine of modern musicology, which
leads to a comprehension of the historical, cultural, semiotic and intermediate aspects of chamber art in the context of the
universalistic paradigm of postmodern culture. Consequently, the expediency of searching for a system research model that
would allow forming a comprehensive view of the development of the Ukrainian chamber art is unquestionable.

Keywords: chamber art of Ukraine, historiography of the problems of the Ukrainian chamber art, the semiology
of art, cultural musicology.

Kpas4yeHko AHacmacis lzopieHa, kaHOudam mucmeuymeo3Hascmea, dokmopaHm kagedpu Kyrnbmypornoeil
ma KyribmypHO-MUCMeUubKux rnpoexkmie HauioHanbHoi akademii kepigeHUX kadpie Kynbmypu i mucmeyms

IcTopiorpachis gocnigaXeHHA KamMepHO-IHCTPyMeHTanbHOro MucTeuTBa YKpaiHW: XPOHOJOriYHi, npo-
6nemMHi Ta MeTogonoriyHi acnekTn knacudikauii

MeTa po6oTu. Y cTaTTi 34iNCHI0ETLCA aHani3 AocnigKeHb KaMepHO-IHCTpYMEHTanbHOro MucTeuTesa Ykpaidu 3
3acTocoBaHo icTopiorpadiyHui, oKepenosHaByniA, aHaniTUYHUA, TUNOMOFYHUIA, MOPIBHAMbHUIA METOON OOCHIMKEHHS.
HaykoBa HoBu3Ha. HagaHo aBTOpCbKy knacudikauito TUMiB OOCMiAXKEeHb YKPAIHCBKOrO KamepHO-iHCTPYMEHTarnbHOro
MUCTeLUTBa B acnekTax ix XpoHororii, NpobnemMaTuk/ i MeTo4oMOrii, WO A03BONMUIO0 BUSBUTM HasIBHI NporanvHu, BigHamTu
Ta 3aTBEpAUTU HEeOOXiaHI KpMTEepii NoganbLIoro aHanidy apTedakTiB KaMmepHO-aHCamMbneBoi TBOPYOCTi K KynbTypHUX i ecTe-
TUYHMX SBULL, Y iX ICTOPUKO-KYNBTYPHUX, CEMIOTUYHUX Ta iHTepMefianbHnX BuMipax. BucHoBKKW. KamepHo-iHCTpyMeHTanbHe
MWUCTELTBO € HEBIOQ'EMHOK CKMNagoBOK My3WYHOI KyrnbTypu YKpaiHW, WO crae o6’€KTOM HauioHanbHUX, perioHanbHuX,
GiobibniorpadiyHnx AocnigKeHb y BUMIpax iCTOPUYHOI, KyNbTyPOIOrivyHOI, (iflocotCbKOl, MUCTELTBO3HABYOI, My3UKO3HaBYOI
npobnematuku. AHania cnewjanbHoi nitepaTtypy BUSIBNSE OOMiHYBaHHS KIMACMYHMX MY3WMKO3HaBYMX CTpaTerini JOCMigKEeHHS!
iCTOPUKO-KaHPOBUX, CTUNBOBUX Ta CTUMICTUYHUX acneKTiB BiTYM3HAHOT KaMepHO-IHCTPYMeHTarnbHOI TBOPYOCTi. Hesaxatroun
Ha TAXIHHA MYy3MKO3HaBCTBA A0 3arnydYeHHs iHTepaMCUMMMiHAPHUX MOXIMBOCTEN Cy4dacHO! ryMaHiTapuUCTUKU Ta HasiBHICTb
OKpemux npaup, Ae noniMeTodonoriyHi APUHUMNM YCMILLHO 3aCTOCOBaHi LWOAO aHamnidy My3n4YHUX (DEHOMEHIB KMacU4Horo i
HEKIMaCM4HOTO KaMepHO-IHCTPYMEHTanbHOrO MUCTeLTBa YKpaiHW, TEOPETUKO-METOAONOMNYHUA NOTEHLUian CyMDKHUX Hayk 3a-
TNNLIAETBCA HEAOCTaTHBO 3agisHUM. Y 3B’sI3KY i3 LIMM, TEOPETUKO-METOAONONIYHI PO3ayMM BUBOOSATE HAYKOBLIB Ha piBEHb MO-
rmmbneHoi KynbTypOrorivHOI, ecTeTUKo-(inocodCbKoi pedinekcii y po3pobui HOBITHIX nNapameTpiB AOCMIMKEHHS KamepHO-
iHCTpyMeHTansHoro M1CTeLTBa, Lo nepeabayae 3acTOCyBaHHS iHTErpaTMBHUX NiAXOAIB HA OCHOBI CUHEPTil HAsiBHUX MY3MKO-
3HaBYMX TpaauLin Ta CydacHUX iHTepAUCLMNMIHAPHUX MOXITMBOCTEN HayKOBOI iHTepnipeTauii "cTtapoi” Ta "HoBoI" My3uku (30-
Kpema, dinocodii, eCTETUKN Ta CEeMIOTUKN MY3MKK, Teopil iHTepMeaianbHOCTI, KyrnbTyp-repMeHEBTUYHOIO aHanisy, KOrHiTMBHOI
iHTepnpeTauji). 3aTBepaKeHHs1 UMX HEODXIAHMX KpUTEpIiB aHanisy My3udHUX apTedakTiB SK KyrnbTYPHUX i €CTETUYHMX SABULL,
3aKnagae MigBanuMHU HOBITHBOI KyMbTYPOOMYHOI JOKTPUHM Cy4aCHOro My3MKO3HAaBCTBA, L0 BeAe A0 OCMUCIIEHHS iCTOPUKO-
KyNbTYPHUX, CEMIOTUYHUX Ta iHTEepMeaianbHUX BUMIPIB KAMEPHO-IHCTPYMEHTarnbHOro MUCTELTBa, B KOHTEKCTI YHIBepcanicTChb-
KOI MapaamrMy MocTcydacHoi KynbTypy. Biatak, He nignsarae CyMHiBY AOUINBHICTb MOLLYKIB CUCTEMHOT AOCTIOHMLBKOT MoZerni,
LLIO Jo3sonuna 6u chopmyBaTh KOMIMIIEKCHUI NOMSA HA PO3BUTOK KAMEPHO-IHCTPYMEHTASNIbHOrO MUCTELITBA YKpaiHW.

Knto4yoBi cnoBa: kaMepHO-iHCTpyMeHTanbHe MUCTEUTBO YKpaiHu, icTopiorpadis npobnem ykpaiHCbKOro ka-
MEPHO-IHCTPYMEHTaNbHOIro MMCTELTBA, CEMIONOTiS MUCTELTBA, KYNbTYpPOSOriYHe My3UKO3HABCTBO.

© Kravchenko A., 2017
172



BicHuk HauioHanbHOI akageMii KepiBHUX KaapiB KynbTypu i mucteutB Ne 4’2017

KpaeyeHko AHacmacusi M2opesHa, kaHOudam uckKyccmeosedeHusi, JoKmopaHm kaghedpbl Kyibmypoao2uu u
poeKkmos Kynbmypbl U UcKyccmea HayuoHanbHoU akademuu pyKogoodsujux kadpoe Kyribmypbl U UCKyccme

UcTopuorpacdma nccnegoBaHns KaMepHO-MHCTPYMEHTaNbHOro UCKyccTBa YKpauHbl: XpOHOMNOrn4eckue,
npobnemHbie N MeToAONOrMYecKme acnekTbl knaccudukaumm

Llenb paboThl. B cTaTbe NpoBoAMTCS aHanus UccnefoBaHnii KaMepHO-MHCTPYMEHTaNbHOIO UCKyCCTBa YKpanHbl C
Lenbio Krnaccudukauum nx TMNOB NO XPOHOMNOrMYECKUM, NpobneMHbIM 1 MeToaonorndeckum kputepusam. Metoponorus.
MpumeHeHbl ncToprorpanyeckmin, NCTOYHUKOBEAYECKNI, aHANUTUYECKNIA, TUMONMOMMYECKUA, CPaBHUTENbHBLI METOAbI
uccrnefosaHusa. HayyHaa HoBu3Ha. [lpefocTaBneHo aBTOPCKYH KnaccuduvKkauuio TUNOB MCCReaoBaHWM YKPauHCKOro
KaMepHO-MHCTPYMEHTarnbHOrO MCKYCCTBa B acnekTax UX XpOoHomornv, npobnemaTvkm u MeToAornorun, Yto no3sonuno
BbISIBUTb MMetoLumecs npobenbl, HauTU 1 yTBEpPAUTb HeobxoanMbIe KpUTEPUM AanbHEWLIero aHanm3a aptedakToB Ka-
MepHO-aHcambrieBOro TBOpYECTBA KaK KyMbTYPHbIX U 3CTETUYECKUX SABMEHUA B X UCTOPUKO-KYNbTYPHBIX, CEMUOTUYE-
CKMX W UHTepmeaunanbHbIX napameTpax. BeiBoabl. KamepHO-MHCTPYMEHTanbHOe UCKYCCTBO SBMSETCH HEOTbeMIeMON
COCTaBMALEN My3blKanbHON KynbTypbl YKpawHbl, KOTOpas CTAHOBUTCA OOBLEKTOM HaUMOHambHbIX, PervoHasbHbIX,
Brobubnuorpadumyecknx nccnegoBaHUn B U3MEPEHUsIX UCTOPUYECKOW, KyrbTypOrornyeckon, ¢unocodgckomn, UCKyc-
CTBOBEAYECKOW, My3blkoBeaYeckon npobnemaTukn. AHanus cneunanbHON nutepaTypbl 06HapyXvMBaeT 4OMUHUPOBaHNE
KNaccuyecknx MysblKOBEQYECKUX CTpaTerni nccrnefoBaHns UCTOPUKO-KAHPOBbLIX, -CTUMEBbLIX W CTUITUCTUYECKUX acnek-
TOB YKPauHCKOro KaMepHO-MHCTPYMEHTarnbHOro TBopyecTBa. HecMOTps Ha TAroTeHue My3blKOBEAEHUS K NMPUBMEYEeHUto
VHTEPANCLMMINHAPHBIX BO3MOXHOCTEN COBPEMEHHON r'yMaHUTApUCTUKM U Hannmune OTAerNbHbIX paboT, rae monvmeTto-
Aornornyeckne NPUHLMMNLI YCNeLHO NPUMEHEHbI K aHan13y My3blkanbHbiX P@HOMEHOB KNacCU4eCKOro U HeKmaccuyecKo-
ro KAMepPHO-UHCTPYMEHTaNbHOro UCKyccTBa YKpauHbl, TEOPETUKO-METOA0MNOMMYECKNI NOTEeHUMan CMEXHbIX HayK ocTa-
eTCs HedOoCTaTO4YHO 3a4eNCTBOBaHHbIM. B CBA3M C 3TUM, TEOPETUKO-METOAONOrMYeckMe pasmbllLNEHNs BbIBOASAT
YYeHbIX Ha YpOBEHb MMYyBOKOW KynbTypOrorniyeckon, acTeTnko-cmnocodckon pednekcun B paspaboTke HOBENLWINX na-
pamMeTpoB MCCNeAoBaHWUA KaMepHO-UHCTPYMEHTanNbHOrO MCKycCcTBa, NpeaycMaTpyBaloLMX NPUMEHEHWe WHTerpaumoH-
HbIX MOAXOA0B HA OCHOBE CUHEPrMU MMELLNXCH MY3bIKOBEAYECKUX TPaAULMNA N COBPEMEHHBLIX MHTEPANCLMMITMHAPHBLIX
BO3MOXHOCTEIN Hay4yHON uHTepnpeTauun "ctapoin” n "HoBon" My3blkn (B 4aCTHOCTU, hmnocodun, 3CTETUKMA U CEMUOTUKN
MY3bIK/, TEOPUM WMHTEPMEAMAanbHOCTU, KyMbTyp-TepMEHEBTUYECKOro aHanusa, KOrHUTWBHOW WHTepnpeTauuun). YTBep-
XOeHne 3TNX HeobXOoOMMbIX KPUTEPUEB aHanmaa Mys3blKarnbHbIX apTedaKkToB Kak KyNbTYPHbIX N 9CTETUYECKUX ABIEHUIA
3aKnagbiBaeT OCHOBbI HOBOW KyfbTYpONOrMyeckoln JOKTPUHBI COBPEMEHHOIO My3blKOBEAEHWS, YTO BEAET K OCMbICIIEHMIO
NCTOPMKO-KYIbTYPHBIX, CEMUOTUYECKUX U WMHTEpMeAnanbHbIX U3MEPEHU KaMepHO-UHCTPYMEHTanbHOro MCKYCCTBa B
KOHTEKCTe YHMBEpCanucTCKON napagurMbl NOCTCOBPEMEHHOW KynbTypbl. CriegoBaTenbHO, He MOANEXUT COMHEHMIO Lie-
necoobpa3HOCTb MOUCKOB CUCTEMHOW MCCNeaoBaTenbCckon MOAenu, kotopas nossonuna 6el cpopmmposaTb KOMMMEKC-
HbI B3rNsA Ha pasBUTUE KAMEPHO-MHCTPYMEHTarnbHOrO UCKYCCTBA YKpanHbl.

KntouyeBble croBa: KamepHO-MHCTPYMEHTaNbHOE UCKYCCTBO YKpauHbI, Uctopuorpadums npobnem ykpamHCKoro
KaMepHO-MHCTPYMEHTanbHOro UCKYCCTBa, CEMMONONUSA UCKYCCTBA, KySlbTypOnorMyeckoe My3blkoBedeHue.

Relevance of the research topic. In recent decades, the Ukrainian musicological discourse has high-
lighted the tendency of a significant increase in the research of chamber ensemble problems, which, accord-
ing to I. Polskaya's observations, "was not at the forefront of musical-theoretical thought and belonged to the
accidental, peripheral branch of it" [6, 29]. In this connection a situation has arisen, where the functioning of
ensemble practice in the "world of art" (B. Oliva [4]) and the accumulation of factual data about the compos-
er's and performing chamber creativity of Ukraine far outstripped their scientific, theoretical comprehension.
Considering the above, the relevance of further systemic, rather than selective, overview studies of this art
form remains urgent, which raises the need for analyzing existing scientific works for determining promising
vectors for studying the theory and history of the chamber ensemble and, in general, ensemble art as a cul-
tural and artistic phenomenon and a multicomponent system.

The purpose of the article. The article analyzes the studies of the chamber art of Ukraine with the
aim of classifying their types in aspects of the problems, methodology and chronology, which allows identifying
the existing gaps, finding and approving the necessary criteria for further analysis of artifacts of chamber crea-
tivity as cultural and aesthetic phenomena in their historical, cultural, semiotic and intermedial parameters.

Statement of basic material. In the general system of the musical genre hierarchy, the chamber en-
semble occupies an important place, characterized by the forked genre invariants (with practically inexhaust-
ible possibilities for further modifications of their organology) and unique aesthetic-semantic parameters,
which are characterized by "the creation of an atmosphere of easy communicativity and semantics of the
combination of the personal and general-human, and also the extraordinary ability to display in the "micro-
frame" a lot of actual features of the modern era” [1, 189]. All this focuses the research attention on the prob-
lems of the chamber ensemble not only in the genre-historical and theoretical plane, but also in general on
the questions of chamber art in all the variety of material and spiritual components of compositional, concert-
performing, pedagogical creativity that finds its reflection in the researches of special and general directions.

General studies include works of a panoramic nature, where the study of questions of chamber art is
not the main subject of scientific understanding, but one of the components of a more general musicological
problem. The data on ensemble creativity available here, as a rule, are not analyzed comprehensively and are
not systematized in detail, and therefore are presented in an overview. However, in special musicological studies,
an analytical projection of general theoretical and methodological positions on a specific material of chamber crea-
tivity is carried out, the comprehension of the specifics of which is of an in-depth and targeted character.

Scientific works can be classified according to chronological criteria into several main groups. Among
them, studies whose authors have the goal of investigating the genesis of the Ukrainian chamber ensemble
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during long historical periods, for example, the end of the XIX—XX centuries (T. Slyusar) or the XX century
(V. Andrievska, P. Dovgan). In other studies, narrower chronological frameworks are selected, for a detailed
analysis of transitional cultural processes and phenomena against the background of certain historical, so-
cio-cultural transformations or the study of chamber music in the context of the study of bio-bibliography of
life periods and the creativity of some personalities. For example, the attention of scientists is directed to the
study of chamber creativity and performance of the 1920s — the stage of the revival of national culture
(M. Gerega, |. Savchuk). Intensive understanding is acquired by the art of the epoch of the "sixties"
(Ye. Basalaeva), including the nature of the influence of its cultural and creative potential on the ensemble
music of the following decades — 1960-80s (N. Dika), 1960—2014 (A.Utina). In addition, scientists study
chamber music of the periods of the last third of the XX century (G. Astalosh, T. Omelchenko), 1970s—1980s
(L. Volkova), 1980-90s (O. Beregova) and the turn of the XX—XXI centuries (O. Grabovska, A. Chibalashuvili).

In addition to special studies, the questions of the Ukrainian chamber art of these and other chrono-
logical segments are also included in a fragmentary way in general research, where the study of chamber
problems is carried out at the national, regional and bibliographic levels in the aspects of its historical, art
criticism, musicological, cultural and philosophical comprehension.

At the national level of research on these issues, the main place is occupied by musicological stud-
ies on the history, theory and practice of composer's and performing (including pedagogical) chamber art.
Among the above subject areas, studies on the history and theory of genre evolution are highlighted. They
are devoted to creating a holistic view of the functioning of certain genres in the "morphological system"
(A. Sokolov) of Ukrainian music. For example, in Ukrainian science, a historical and musicological view on
the dynamics of the development of national invariants of ensemble genres, such as the suite (P. Dovgan),
the violin sonata (T. Omelchenko), the piano trio (L. Volkova) in terms of their typological, structural-semantic
and performance analysis is developed. The attention of scientists is also given to the genesis of ensemble
genres in the regional context of the interaction of European, national and local musical traditions. In particu-
lar, there are complex historical and genre studies of the Lviv chamber sonata (T. Slyusar) and genre models
of the chamber ensemble from the heritage of composers of Donbass region (A. Utina) are systematized
according to the principle of structure formation.

The pieces of Ukrainian ensemble music also fall into the analytical discourse of special historical and
genre studies of the European chamber tradition. For example, in the theses of M. Karapinka and L. Zima
some works of Ukrainian composers (V. Bibik, G. Gavrilets, V. Stepurko, Yu. Ishchenko, S. Zazhytko, B. Lya-
toshinsky, V. Silvestrov, J. Gomelska, A. Tomlionova) are "inscribed" in the context of the study of the evolu-
tion of the genre paradigms of the sonata for viola and piano and the piano quintet from the Baroque to the
turn of the XX—XXI centuries. A holistic interpretation of the questions of performing and interpreting charac-
ter in the context of the genre genesis of the piano duo in European music, where several pieces of Ukraini-
an authors are present (Yu. Ishchenko, B. Filts), is made in the research works of O. Shcherbakova and
Yu. Shcherbakov. Some information about chamber music of Ukrainian composers is also present in studies
of a general direction, which do not directly concern the chamber ensemble problems, where the questions
of the evolution of certain genres of instrumental music are raised in their historical dynamics (A. Melnik,
V. Metlushko, I. Tukova, M. Borisenko, O. Kurchanova, K. Chechenya).

As this review shows, the problems of historical genre in musicological studies constantly intersect
with the historical style research, which is an essential and integral part of the comprehension of evolutionary
cultural and artistic development. After all, the processes of genre formation take place against the back-
ground and in interdependence with the processes of style formation in music, when "the peculiarities of mu-
sic characteristic of each genre simultaneously serve as the embodiment of both the national style and the
historical style" [3, 70]. Proceeding from this, it is possible to single out a group of scientific works, where the
attention of scientists, first of all, is directed to comprehending the historical style (and/or historical stylistic)
situation in the genre context of Ukrainian chamber music.

In the scientific heritage of Yu. Gribinenko, N. Dika, Ye. Basalaeva, G. Astalosh, V. Andrievska,
O. Kolesnik, there are wide-ranging issues related to the problems of style and stylistics in the intersection of
composer creativity and performance. Among them, there are, for example, studies of musical poly-stylistics,
typological classification of intertextuality (its textological, aesthetic-axiological and artistic features), general
and distinctive style trends in the creative work of various regional schools in the national context of the de-
velopment of chamber art, the study of the stylistic aspects of ensemble performing practice, peculiarities of
the stylistic timbre evolution of ensemble parties and the expressive means of some instruments, as well as
the specificity of the cultural-style originality of the author's "handwriting" on the materials of chamber music
of Ukrainian composers and their performing and interpretative implementation.

In addition to special studies, questions of composer’s and performing style and musical stylistics are
also raised in the works of general direction, where among the widely represented genre diversity, some ex-
amples of chamber music of Ukrainian authors also appear. Let's recall, for example, the thesis of I. Yergiev
(genre, style and stylistic expressive transformations of modern accordion music), D. Androsova (minimalism
as style-direction and style-thinking in compositional and performing practice), O. Gorodetska (style specifici-
ty of academic, neo-folklore and avant-garde trends in Ukrainian music of the 60s of the XX century),
Ye. Kharchenko (intertextual reading of style, genre and intonation in solo-ensemble and symphonic music
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of Ukraine of the XX century), Z. Yadlovska (historical style and stylistic trends of development the violin art
of Ukraine in the 1960s-1980s), K. Meidenberg-Todorova (interpretative style principles of modern aleatory
and sonoristic compositions), O. Goblik (style and genre interpretations of the Ave Maria incipit: from canoni-
cal to secular instrumental music), etc.

The analysis of some Ukrainian chamber compositions can also be found in the theoretical musico-
logical works, which, along with other musical examples, factually support and illustrate certain theoretical
concepts. Among them, for example, studies of artistic integrity as a universal category and a factor in the
modeling of musical compositions (B. Siuta), motority as a category of musicology (O. Subbota), phenomena
and concepts of variability (O. Verba), modality as a specific quality of timbre properties (M. Denisenko), mo-
bility of the structures of instrumental sound formation (V. Muzhchil), and others.

However, despite the obvious dominance of classical musicology strategies in the study of the
chamber art of Ukraine, we observe the processes of gradual integration of artistic, philosophical and cultural
positions of scientific understanding of the ensemble heritage. When using the musicology of the interdisci-
plinary methodological capabilities of modern humanitaristics, "the credibility of the subjective factors of the
creative process, the perception of music and culture as phenomena of a holistic psychological nature, inter-
est in altered states of consciousness as self-valuable "signs"—artifacts of other dimensions of reality, be-
comes very revealing” [7, 18-19].

Thus, the expansion of the spectrum of the problem field of musicology to the art history, criticism
and cultural sciences is mainly actualized in studies on the cultural "regionica" (V. Lychkovah), where the
cultural and historical specifics of the artistic space and phenomena localized within individual fragments of
the national landscape are comprehended. In regional studies, chamber art is viewed as an integral system
which functioning in the regional socio-cultural space presupposes a certain balance and interaction of struc-
tural components, including compositional and performing creativity, pedagogical ensemble school, instru-
mental and material resources, concert organizations and art-management. In studies, the importance of the
creative activity of composers, performers, scientists, educators, public figures — movers of regional and na-
tional cultural processes in Ukraine (O. Grabovskaya, A. Kravchenko, A. Utina, and others) is also empha-
sized. Despite the fact that the study of chamber music in regional aspects began recently, these studies still
do not distinguish by variety of their geography, but there is a tendency of its gradual expansion.

Cultural vectors are also actualized during the research of chamber creativity as one of the compo-
nents of the national artistic culture. For example, the study of the semiotic influence of art polylogue is car-
ried out on the basis of ensemble pieces in various planes and technologies of interaction between music
and painting, literature, theatre, numerical symbols, computer and digital devices in the genre, stylistic, form-
building and program-contextual aspects of modeling music (A. Chibalashvili, M. Perepelitsa, |. Rakunova,
and others).

The search horizons of musicology, aimed at analyzing the specific musical structural and perform-
ing parameters of creativity, are also very enriched by the principles of philosophy and the aesthetics of mu-
sic. This provides not only musicological analysis (genre and style palette, textural, technical-constructive,
expressive possibilities and related problems of performing and interpretative nature), but also coverage the
guestions of spiritual life and sensual-aesthetic intentions of composers' creativity. It is this philosophical and
aesthetic view of the Ukrainian chamber music, which, in the course of the historical evolution of its genre
and semantic qualities, preserves the "genetic genre code — the semantic core of chamberness as an aspira-
tion for a higher spiritual sphere" [5, 103] and makes a philosophical approach to studying musical past and
reality is especially relevant.

According to these positions and based on the developed philosophical methodological foundations
of the study of the nature of composer’s thinking and figuratively-semantic, musical-expressive levels of
compositions, the pieces of chamber art of Ukraine are studied in the theses of O. Beregova, |. Savchuk, bio-
bibliographical research works of O. Martsenkivska, D. Kanevska, R. Varnava, and others.

Through the prism of various interdisciplinary aspects of comprehension of musical life, chamber
problems are partly included in general research. Among them, let us recall O. Kozarenko's scientific works
(the genesis of the national musical language as a semiotic system in the stages of pre-style, style and me-
ta/over-style), B. Stronko’s (universal-ontological basis of the typology of qualities of being-time in music),
N. Pilatyuk’s (philosophical, psychological and social aspects of the functioning of derivative genres),
0. Ushapivska’s (ethical-philosophical and cultural studies of the reflection of landscape in the music of
Ukrainian composers of the XX century), T. Bondarchuk’s (study of systemic stylistic and figurative-semantic
interconnections of various arts of the postmodern era), M. Maksimenko’s (synthetics, multi-graphic arts of
performance in the cultural and information continuum of today) and others.

This complex way of understanding the issues of chamber art in the variety of its historical, musico-
logical, artistic, cultural and philosophical positions is a clear indication of the "extraverted development" (ac-
cording to O. Samoylenko) of contemporary musicology. Because the "exit" for its own categorical framework
in the interdisciplinary zone of the projection of scientific ideas, complements the factography and factology
of ensemble creativity, performance and pedagogy with extremely important details. In this regard, further
interdisciplinary studies of chamber music on the basis of the positions of philosophy and the aesthetics of
music (V. Lichkovak, V. Medushevsky, V. Sukantseva, O. Ryabinina), musical semiotics (O. Kapichina), theory
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of intermediality (O. Aznacheeva, I. Borisova, R. Brugzene), cultural-hermeneutic analysis (V. Moskalenko,
A. Kolesnik), cognitive interpretation (A. Amrakhova) and other approaches of the philosophical and aesthet-
ic spectrum that lay the foundation of the theory and history of the chamber art of Ukraine are promising.
Therefore, the approval of these necessary interdisciplinary criteria and approaches to the study of modern
music in the context of the semiology of art and "cultural musicology" (according to Markova [2]) and their
approbation on the material of composer’s and performing art is topical and deserving theoretical attention.

Scientific novelty. According to this, we note that the author's classification of the types of research
of Ukrainian chamber art presented in this article, in terms of their chronology, problems and methodology,
made it possible to identify the gaps, to find and approve the necessary criteria for further analysis of arti-
facts of chamber ensemble creativity as cultural and aesthetic phenomena in their historical, cultural, semiot-
ic and intermedial parameters, which is the novelty of the study.

Conclusions. In the conclusions, we note that chamber art is an integral part of the Ukrainian musical
culture, which becomes an object of national, regional, bio-bibliographic research in the aspects of historical,
cultural, philosophical, art criticism and musicological problems.

Historical research tends to comprehend the formation, regularities and periodization of the devel-
opment of the chamber art of Ukraine from amateurism to professionalism in the context of socio-cultural,
political, educational and artistic processes of the corresponding era. Art criticism is focused on highlighting
the dynamics of the development of chamber art as a multicomponent system. Musicological research is
concerned primarily with the analysis of the composer's (genre, style, form, content), performing and inter-
pretative vocabulary (technical-articulatory, intonational, artistically expressive performing means) in their
unity and conformity to the historical and cultural context. The cultural vector of the analysis of chamber
problems is presented in the studies of national and regional processes of cultural creativity and their movers —
creative personalities. In scientific works, where the spiritual, intellectual and ideological potential of a person
is revealed, the study of genre, style, cultural and intonational connections of European, national, regional
traditions of chamber art and features of the author's "handwriting" of composers acquires a philosophical
emphasis.

The revealed tendency of a gradual increase in the number of studies of the philosophical-cultural
and aesthetic direction has a great importance for the reconstruction of the picture of the national musical
culture. However, despite the attraction of musicology to the interdisciplinary approaches of modern humani-
taristics and the existence of some research works where the poly-methodological principles have been suc-
cessfully applied to the analysis of musical phenomena of classical and non-classical chamber art of
Ukraine, the theoretical and methodological potential of related sciences is not sufficiently involved. The
analysis of the special literature reveals the dominance of classical musicological strategies for studying his-
torical genre, style and stylistic aspects of Ukrainian chamber music, often without the using of non-classical
and post-non-classical approaches and categories.

In this regard, theoretical and methodological reflections lead scientists to the level of cultural, aes-
thetic and philosophical studies and the development of the newest research parameters for the chamber
art, which provide for the application of integration approaches based on the synergy of musicological tradi-
tions and modern interdisciplinary opportunities for scientific interpretation of the "old" and "new" "music (the
philosophy, aesthetics and semiotics of music, the theory of intermediality, culture-hermeneutic analysis,
cognitive interpretation, etc.). Consequently, the expediency of searching for a system research model that
would allow forming a comprehensive view of the development of the chamber art of Ukraine is unquestion-
able. Approbation of these necessary criteria for the analysis of musical artifacts as cultural and aesthetic
phenomena lays the foundation for a new cultural doctrine of modern musicology, which leads to a compre-
hension of the historical, cultural, semiotic and intermediate aspects of chamber art in the context of the uni-
versalistic paradigm of postmodern culture.
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MY3UKA Y NOBY BIPYCHOI KOMYHIKALLII:
YacTtuHa gpyra

MeTa po6oTu nondarae y BUSIBNEHHI iMNMO3NBHUX edDEKTIB MUTTEBOI KOMYHiKaLii y Cy4acHUX My3n4HKX i napa-
My3u4HuX copmax. MeTogonoria gocnigkeHHa nepenbayae 3BepHEHHSA OO0 3ararlbHOHAYKOBMX METOAIB; OO METOAIB
TEOPETUYHOrO My3MKO3HABCTBa (aHani3 enemMeHTiB My3u4HOi BUPa3HOCTI i hopMm) i Mikpocouionorii (aHani3 acopaaHcy
1 IHCKPWNUiR); TakoX MakoTb MicLe NONemMiYHui Ta iHTpocnekTuBHUIA nigxoan. HaykoBa HoBM3Ha poboTu nonsrae y Bu-
SIBNEHHI MapKepiB BipanbHOCTiI Cy4aCcHUX MY3UYHUX OOPM; Y OCMUCIIEHHI MY3MYHOIT KOMYHiKaUil K gianekTukn adopaaH-
cy 1 iHckpuvnuii (cueHapilo) megia; y AOCHiIKEHHI PUHITOHY SIK iIHTOHaLIMHOI NPaKTUKN MUTTEBOI KOMYHiKaLjii. BUCHOBKW.
MpobnemaTn3aLis Temu BipyCHOCTI B iH(bOpMaLiiHOMY Moni KynbTypy LO3BONSE BUATW HA HOBI KOPAOHWU KOHLENTyanisa-
Lii NOHATTA MepfiaBipyCy SIK YACTOrO CUHIYNSPHOrO CMUCIY, MOBEPXHEBOro ehekTy, BiflbHOroO Bif YCAKOrO 3HAYEHHS; K
Takoro, WO BUHUKAE B pe3ynbTaTi BUOyXy "6€3yMHOro CTaHOBIEHHS", KONW eniMiHauis Yacy i NPOCTOpY 3HEXMBIIOE cam
npouec curHidikawii Ak yHKUIT AMCTaHLiIlOBaHHS MK 03Ha4yBaHUM Ta 03Ha4yHMKOM. My3uka, K HaliMeHL dbirypaTvBHe 3
yCiX MUCTeUTB (BiaTak, HanbinbLl CXunbHE OO0 HOHCEHCY i NapafoKCy) i K MUCTEUTBO HapaTuMBHe (Yacose), nepeabavy-
BaHO nepexmuBae Hag3BMYaMHO IHTEHCUBHWUIA BNMMB cUTyauil "MUTTEBOI KOMYHiKauUii", y SKii ONUHMBCA CBIT CbOrogHi. Y
cTaTTi 3pobneHo cnpoby annikauii inev apomonorii (Monk Bipinbo) A0 NNOWWHU MEMETUKN Y KOHTEKCTI Cy4aCHUX My3Uny-
HO-KOMYHIKaTUBHWUX cTpaTerii. Y pesynbTaTi rmobanbHoi Kpu3n yBaru i "CMHOPOMY NepeMuKaHHs KaHaniB" Ha CcueHi
3'ABNATLCA MY3WYHI | Tapamy3nyHi hopmu, Lo NocTanu B pesynbTaTi MakCcuManbHOT KOMNakTU3auii My3u4HOT OyMKU i €
Hacnigkom ctparerii NPOMIHEHTHOCTI Ik OCHOBHOIO Mapkepy BipanbHOCTi. [1o Takux hopm BiAHOCATLCA PUHITOHM, [KUH-
rnu, aygio-norotunu. KnwyoBy ponb y CTaHOBMEHHI AaHWX PeHOMEHIB Bifirpano 3pyLUeHHS My3uku Big edipHux opm
00 MpMBaTHUX, B pe3ynbTaTti YOoro cuTyauis "BMMYyLLEHOI yBarn" KOHLEPTHOro 3any 6yna BUTICHEHa TOTanbHOK HENiHilHi-
CTIO NepcoHanbHMXx Mefia. BubyxoBa aHTn-HapaTMBHa AiANbHICTb BipanbHUX My3M4HUX OPM CMOHYKae A0 BUPOGNEHHS
HOBUX cTparTerin "HecniwHWX" NpakTuK, ski 6 403BONMNM YNOBINBHUTYM Yac.

KnroyoBi cnoBa: meaia, MmegiaBipyc, MmemeTuka, iMnnosisa, adpopaaHc, pUHITOH.

Kyw, EezeHuli BaOdumosudy, kaHOudam uckyccmeosedeHus, doueHm, dokmopaHm HauuoHasnbHol akademuu
PyKO80OsILUX KaOp08 Kyribmypbl U UCKycCcme

My3bika B 3noxy BUPYCHOW KOMMYHMKaLuUu

Llenb paboTbl 3aKkno4aeTCcs B BbIABNIEHUN UMMNIO3MBHBIX 3P HEKTOB MITHOBEHHON KOMMYHUKALMN B COBPEMEHHBIX
My3blkanbHbIX U MapamysbikanbHbix hopmax. MeTogonorus nccnegosaHus npegnonaraet obpalleHue K o6LeHayYHbIM
MeToAdaMm; K MeToam TeOPEeTUHECKOTO My3blKOBEAEHNS (aHanmu3 3aNeMeHTOB My3bIKaribHOW BbIPa3uTENbHOCTU U DOPMbI) U
MUKpocoLmonorun (aHanus adopaaHca v MHCKPUNLMIA); Takke MMEIOT MeCTO NONEMUYECKNIA U MHTPOCNEKTUBHBIA NoAX0abl.
Hay4Has HoBM3Ha paboTbl 3aKnioyYaeTCcsi B BbISIBIIEHAN MapKepoB BMParibHOCTW COBPEMEHHbIX My3blKarbHblX (hopM; B
OCMbICIIEHUN My3blKarbHON KOMMYHMKaLMKN Kak AuanekTvkm acdopaaHca v MHekpunummn (cueHapvs) Meauwa; B uccregosa-
HWWN PUHITOHA KaK MHTOHALMOHHOWM NPaKTUKA MIHOBEHHOWM KOMMyHUKaumn. BeiBoabl. [pobnemaTtnsaums TeMbl BUPYCHOCTM
B MH(POPMAaLMOHHOM Mone KynbTypbl NO3BOMSET BbIATU HA HOBbIE rPaHULIbl KOHLEMTyanu3aumm NoHSATUS MeamaBnpyca Kak
YNCTOrO CUHIYMSAPHOrO CMbICna, NOBEPXHOCTHOro adhdpekta, CBOOGOAHOrO OT BCAKOTO 3HAYEHWS; Kak HEYTO TaKoro, BO3HMKa-
loLero B pesynbTtarte B3pbiBa "Ge3yMHOro ctaHoBneHus", Korga anuMyMHaumusi BpeMeHu 1 NpoCTpaHCTBa NULLAET XU3HW cam
npouecc curHudmKaummn Kak yHKLMWM OUCTaHLMN Mexdy O3HavaeMblM 1 o3HavarowmmM. Mysbika, Kak HameHee durypaTtus-
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