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iKoHOCTacy, 3aKOMMOHYBAaTW IKOHOCTAC TakMM YMHOM, LLO BiH 3aMHSB YBECH MPOCTIP CXiAHOI CTiHW. OTXe, MOXeMO
BBaXaTW, LLIO OCTaTOMHMIN BapiaHT Liboro ikoHocTacy ccpopmysascs y 1830 p.

BucHoBkM Ha nigcTaBi npoBeaeHnx 06CTexXeHb MOXEMO BUAINWUTM TPU €Tanu TBOPEHHS ikoHOCTacy, SKi
He 30BCiM criBnagaloTb 3 HaWVM NPUMYLLLEHHAM MpY nepLuoMy BidyansHoMy ornsgi. Onke, nepwui etan cnig
nos’adyBaTtu 3 Yacom o 1759 p., gpyruin — 3 1759 p., i TpeTin — 1830 p. BignosigHo, po3pisHAEMO Tpu eTanu
BMKOHAaHHS XXMBOMUCY — iKOHM HamicHoro sipycy — "CBB. lNeTpo i MNasno", "Xpuctoc-Yuutens", "bBoropoaunus-
OpuriTpia" Ta "Cs. Mukonawn", aani 6yno ctBopeHo ikoHu "Xpucta Benwvkoro Apiepes” (36epircst y anoctornbCbko-
My sipyci), "KopoHauis Mapii" (HanpecTonbHa ikoHa) Ta NPOoLECiMHUIA XPecT, siknin Byno BCTAHOBIEHO HA BEPLUMHI
ikoHocTacy. OcTaHHIl XXUBOMWC anoCTONLCLKOrO i MPa3HMKOBOIO SPYCIB Ta Npopoumnii psig 6yno cteopeHo y 1830 p.

3 ornsgy Ha BuLLEecKasaHe MOXEMO BBaXkaTh iKOHOCTac CBOEPIAHUM 3pPaskoM iCTOPUYHOIO HallapyBaHHS
uepkosHoro mucteutsa XVIII ct. Ta nepuoi nonosuHM XIX cT. 3'acyBaHHS NepioaiB BUHUKHEHHS L€ NaM aTKU
[03BONNSE HAM HaZIATUCA Ha MOXIIMBY PECTaBPaLLit0 Ta BiAHOBIEHHS LibOro ob’ekTa y SKMCh i3 iCTOPUYHMX hopM.
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THE PHENOMENON OF CHAMBER ENSEMBLE PERFORMANCE:
TO THE ISSUES OF PROFESSIONAL TERMINOLOGY

The purpose of the study. Within the theory of performance, methodologically studied in scientific works of
E. Nazaikinskyi, V. Medushevskyi, the theory of chamber ensemble performing claims independent quality and appropri-
ate conceptual and terminological framework. At present, there is a need for a common scientific and methodological
foundation of theory and history of instrumental chamber ensemble performance, which should be based on understand-
ing the processes of generic and species of chamber-ensemble genres and instrumental ensemble performance. The
study of the problems of chamber-ensemble performance is inextricably related to questions of art-space in the ensem-
ble subspecies, which requires expanding of conceptual and terminology according to a systematic approach to the
study of the historical foundations and theoretical bases of chamber ensemble performance that transforms into a sepa-
rate kind of music. Methodology of study consists in applying a systematic method that combines historical and theo-
retical approaches to the study of musicology processes of instrumental chamber ensemble genres and the art of cham-
ber ensemble performance; hermeneutic method is used for the interpretation of concepts relating to chamber
instrumental ensemble work. Scientific novelty. Expanding artistic interpretation of time-space, we propose an isolation
of concept of instrumental ensemble performing time-space that provides different quantitative/qualitative indicators of
ensemble structure, various types of communicating interactions, various acoustic and spatial conditions and the intro-
duction of the concept of dynamotop as the process of harmonizing-balancing of simultaneous sound in different aes-
thetic, social-cultural and acoustic-spatial performance conditions. The proposed terminology of micro-structural, dy-
namic and articulation instrumental ensemble indicators extends the methodological basis of teaching and performing
instrumental ensemble practice. Conclusions. Instrumental and ensemble performance is a system of combining per-
sonal artistic and performing intentions of each of the instrumentalists in an integrated common interpretation with the
coordination of all the components of ensemble complex, which includes both direct psychological and communicative
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interaction of the participants — performers, as well as timbre, acoustic, dynamic properties of all instruments involved in
the ensemble composition. This system includes mental sets at various levels of action: for practical playing activities,
using professional skills and technology of instrumental performance, which involves long-term mental sets for living of
artistic-sound image in real playing time, which involves short-term and simultaneous setting.

Keywords: chamber ensemble performance, ensemble playing, ensemble dynamics, ensemble articulation.

lMoe3yH Jlrodmuna leaHieHa, kaHOudam Mucmeuymeo3aHascmea, OoueHm, 3aesidysay KagheOpu KaMepHO20
aHcambriro, OokmopaHm Kaghedpu icmopii My3uku ma My3u4Hoi emHoepacbii OdecbKoi HauioHaIbHOI My3u4HoI akademil
im. A. B. HexxdaHoeor.

deHoMeH KaMepHOo-aHCaMbieBoro BUKOHaBCTBa: A0 NUTaHb NpodeciiHoi TepmiHonorii

MeTta pocnigxeHHs. B mexax Teopii BUKOHABCTBa, LLIO OTPUMAro MeTodonoriyHe o6rpyHTyBaHHA B HayKOBUX
npausix €. HasavikiHcbkoro, B. MeaylueBcbKkoro, Teopisi kamepHo-aHCaMOGEBOro BUKOHABCTBA NPETEHAYE Ha CaMOCTIHY
AKICTb Ta BiQNOBIAHWIA MOHATTEBO-TEPMIHOMONYHMI anapaT. Ha TenepilwHii Yac icHye noTpeba y CTBOPEHHi 3aranbHuX
HayKOBO-METOAOIONYHUX 3acag, Teopii Ta iCTopil KaMEPHOTo IHCTPYMeHTanbHo-aHcaMbneBoro BUKOHABCTBA, Lo Mae 6a3yBaTtucs
Ha OCMWCIEHHI NMPOLIECIB POAOBOMO i BUOOBOrO PO3BUTKY KaMepHO-aHCaMbNEBMX XaHpiB Ta iHCTPYMeHTanbHo-aHcaMbrneBoro
BMKOHaBCTBa. [locnimkeHHs npobnemMaTnkun KamepHO-aHCambneBoro BUKOHABCTBA HEPO3PMBHO MOB’'A3aHO 3 MUTaHHSAMM
XyAOXHbOrO XpOHOTOMa B aHcambreBux nigsuaax, Wo noTpebye po3WMPEHHS MOHSATTEBO-TEPMIHOMONYHOIO anapara
y BiONOBIAHOCTI A0 CUCTEMHOro MigXody Y BMBYEHHI TUX iCTOPUYHMX 3acafj Ta TEOPEeTUYHUX MiACTaB KaMepHOo-
aHcambneBOro BMKOHABCTBA, 3aBASKW SIKMM BOHO MEPETBOPHETLCA HAa OKPEMUIA Pi3HOBUA MY3MYHOTO MUCTELTBA.
MeToponoria JoCnifpKEHHS nonarae y 3acToCyBaHHI CUCTEMHOIO MeETOAY, WO NOEOHYE iCTOPUYHWUIA Ta TEOPEeTUYHWUIA
My3MKO3HaBYi NigXoAM [0 BMBYEHHS NPOLIECIB PO3BUTKY KaMEPHMUX iHCTPyMeHTalnbHO-aHCaMbreBumx XXaHpiB Ta MUcCTeL-
TBa KaMepHO-aHCaMOneBoi rpu; repMEHEBTUHHUIA MEeToh BWMKOPUCTaHUIA MpW iHTepnpeTauii NMOoHATb, WO CTOCYHTbCS
KaMepHOi iHCTpyMeHTanbHo-aHcambneBoi TBopyocTi. HaykoBa HOBM3Ha. Po3wmptoloun TpakTyBaHHSI NOHATTS XYL4OX-
HbOr0 XPOHOTOMY, NPOMOHYEMO BUOKPEMITEHHS MOHATTS BUKOHABCLKOrO iHCTPYMEHTanbHO-aHCaMBeBOro XxpoHoTomMy, LWo
nepenbayae pi3Hi KinbKiCHI/AKICHI NOKa3HWKM aHcambneBoro cknagy, pisHi TMMY KOMYHiKaTUBHOI B3aEMOIi, Pi3Hi aKyCTUYHO-
NpOCTOPOBi YMOBW, Ta BBEOEHHS NOHATTA AMHAMOTONY K NPoLecy Y3roKeHHsa-6anaHcyBaHHS CMiflbHOrO 3BYYaHHsI
B Pi3HNUX €CTETUYHMUX, COLOKYNbTYPHUX, aKyCTUYHO-NPOCTOPOBUX YMOBaxX BUKOHAHHA. 3anpornoHoBaHa TEepMiHOMNOoris
MiKPOCTPYKTYPHUX AMHaMIYHMX Ta apTUKYNAUIMHWUX IHCTPYMEHTarbHO-aHCaMbNeBMX MOKa3HUKIB PO3LLMPIOE METOLOMONIYHI
OCHOBM MEOaroriYHoi N BUKOHABCHKOI iHCTPYMEHTanbHO-aHCamMbneBoi NpakTvku. BucHoBKW. |HCTpymeHTanbHo-aHcambnese
BMKOHABCTBO € CUCTEMOIO MOeAHAHHsi OCOBUCTICHMX XYLOXHbO-BUKOHABCLKUX HAMIpiB KOXHOMO 3 iHCTpyMeHTanicTiB y
LinicHy cninbHy iHTepnpeTauito 3 y3ro4KeHHsM BCiX CKMagoBUX aHCamMbreBoro KoMMekcy, ki nepeabadvae sik 6es-
NoCcepeaH0 NCUXONOTNiYHO-KOMYHIKaTUBHY B3aEMOLII0 Y4aCHUKIB-BUKOHABLIB, Tak i TeMOparnbHi, akyCTUYHi, AMHAMIYHI
BNAaCTMBOCTI BCiX iIHCTPYMEHTIB, 3any4eHnx Ao aHcamb6neroro cknagy. [laHa cuctema MICTUTb HAaCTaHOBW Pi3HWX PiBHIB
Ail: Ha NPaKTUYHO-IrpoBY AiANbHICTb, WO 3anydyae NpodeciiHi HaBUYKW, TEXHOIOT0 IHCTPYMEHTaNbHOIO BUKOHAHHS, Y
SKiN 3afisiHi 4OBroTpuBari MCUXOJSOTiYHi YCTAHOBKKW, Ta Ha MPOXMUBAHHS XyOOXHbO-3BYKOBOrO 0b6pasy y peanbHOMYy
irpOBOMY Yaci, Konu 3afjisiHi KOPOTKOTPMBAri Ta CUMYIbTaHHI YCTaHOBKMW.

Knio4yoBi cnoBa: kamepHo-aHcambrneBe BMKOHABCTBO, aHcambrieBa rpa, aHcambrnesa auHamika, aHcambrnesa
apTuKynauis.

lMoe3yH Jlrodmuna UeaHoeHa, kaHOudam uckyccmeosedeHusl, doueHm, 3asedyrowull Kaghedpbl KamMepHO20
aHcambrisi, dokmopaHm Kaghedpbl UCmopuU My3biKU U My3biKaribHOU amHogpaguu Odecckoll HauuOHarbHOU My3bl-
KanbHoU akademuu um. A.B. HexxdaHosol

®deHOMEH KamepHO-aHCaMb1eBOro MCNONMHUTENbLCTBA: K BonpocaM npodgeccuoHanbHOn TepMUHONOrnm

Llenb nccnegoBaHusa. B pamkax Teopun UCNONHUTENBLCTBA, NOMY4YNBLLErO METOAONOrMYeckoe 060CHOBaHWE B
HayyHbIX Tpyaax E. HasalikuHckoro, B. MegyLiueBckoro, Teopusi kaMepHo-aHCaMmbeBOro UCMOMNHUTENLCTBA NpeTeHayeT
Ha CaMOCTOATENbHOE KayeCTBO M COOTBETCTBYIOLUMIA MOHATUAHO-TEPMUHOMNOrMYECKMIN annapart. B HacTosiwee Bpemsi
cyliecTByeT Heob6XoAMMOCTb B CO34aHMM 0OLMX HAaYyYHO-METOAONOMMYECKUX OCHOB TEOPUM U UCTOPMU KaMEPHOTrO MHCT-
pyMeHTanbHo-aHcaMb61eBOr0 UCMONMHUTENLCTBA, 6asnpyOLLMXCA Ha OCMbICIIEHMM MPOLECCOB POAOBOIO U BUAOBOMO
pasBUTUS KaMepHO-aHCaMBNEBbLIX XaHPOB M UHCTPYMeHTarbHOo-aHcambneBoro ncnonHutenscTea. MccrnenoeaHue npo-
6rnemaTukM kamepHo-aHCcambreBOro UCMONHUTENLCTBA TECHO CBA3AHO C BOMPOCaMM XYAOXECTBEHHOro XpoHoTona B
aHcambneBbIX NOABMAAX, YTO NpeanonaraeT pacluMpeHne NoHATUNHO-TEPMUHONOMMYECKOTO annapaTa B COOTBETCTBUM C
CUCTEMHBLIM MOAXOA0M K M3YYEHUD TeX. UCTOPUYECKMX (haKTOPOB N TEOPETUYECKNX OCHOB KaMepHO-aHCaMOneBoro mc-
nonHUTENbLCTBa, Gnarogapst KOTopbiM OHO (POPMUPYETCS B OTAENbHY PasHOBUAHOCTb My3blKanbHOrO MCKYCCTBa.
MeToaonorusa nccnenoBaHus 3aknoyaeTcsl B MPUMMEHEHUN CUCTEMHOTO MeToaa, 06 beANHSIIOLLErO UCTOPUYECKNE U
TeopeTnyeckne My3blkOBeJYeCcKMe NOAXOAbl K M3YYEHU0 MPOLIECCOB Pas3BUTUSI KaMepHbIX WMHCTPYMEHTarnbHO-
aHcaMbGneBbIX KaHPOB U NCKYCCTBA KaMepHO-aHCaAMOGEeBOW MUIpbl; FepMEHEBTUYECKUIA METO/, UCMONb30BaH AN UHTeprpe-
Tauun MOHSITUI, KacaloLUMXCS KaMepHOro MHCTpyMeHTanbHo-aHcaMmbneBoro TBopyecTBa. HayuHasi HoBu3Ha. Paclumpss
TPaKTOBKY MOHSATUSI XYAOXECTBEHHOro XpoHOToMna, npeanaraemM BblAeNeHne MOHSATUS UCMNOSNHUTENbCKOrO MHCTPYMEH-
TanbHo-aHCaMGeBOro XpoOHOTOMNa, NpeanoaratoLLero pasHble KONMYecTBEHHbIE/Ka4yeCTBEHHbIE NokasaTenu aHcamone-
BOr0 COCTaBa, pasHble TWMbl KOMMYHUKATUBHOTO B3aUMOAENCTBUS, pasHble aKyCTUYECKU-MPOCTPAHCTBEHHbIE YCMOBUS
WCMOSHEHUS], U BBEAEHUE MOHATUS AMHAMOTONa Kak NpoLiecca cornacoBaHus-6anaHcupoBaHnsi COBMECTHOMO 3By4aHHS
B pa3HbIX 3CTETUYECKMX, COLIMOKYIbTYPHbIX, MPOCTPAHCTBEHHLIX YCNOBUSIX UCMONHeHUs. [peanoxeHHas TepMUHONOrns
MUKPOCTPYKTYPHbIX AUHAMUYECKMUX U aKTUKYTSILMOHHBLIX MHCTPYMeEHTanbHO-aHcaMbreBbIX NokasaTernen paclumpseT Me-
TOOOSOrM4Yeckne OCHOBbI NMeaarormyeckon M UCMONHUTENBCKON MHCTPYMeEHTanbHO-aHcambneBon npakTuku. BbiBoAbl.
MHCcTpymMeHTanbHo-aHcambrieBoe WCMONMHUTENbCTBO SIBMSIETCS CUCTEMOW COEAMHEHWUSI JIMYHOCTHBIX XYOOXECTBEHHO-
MCMOSTHUTENbCKUX HAMEPEHUI KaxXaoro U3 MHCTPYMEHTANMCTOB B LIENIOCTHYHO COBMECTHYH MHTEpMNpETaLmMio C cornaco-
BaHMEM BCEX COCTaBNSALIMX aHCcambBneBoro KoMniekca, npeanonaratoLLlero kak HenocpeacTBEHHOE MCUXONOrMYeckn-
KOMMYHVKaTUBHOE B3aMMOAENCTBME YYaCTHUKOB-UCMOSHUTENEN, Tak U TeMbparnbHble, akycTuieckue, AMHaMU4Yeckue
CBOWCTBa BCEX MHCTPYMEHTOB aHcambrns. [laHHasi cuctema BKMOYAET YCTAHOBKU pasHbIX YPOBHEN OEWCTBUS: Ha npak-
TUYECKU-UTPOBYIO OesATENbHOCTb, UCMOMb3YLWY nNpodeccuoHanbHble HaBblKW, TEXHOMOMMIO MHCTPYMEHTANbHOMO
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MCMOSTHEHNS, B KOTOPOM 3a[eCTBOBaHbI ANUTENbHbLIE NMCUXOSOMMYECKNe YCTAHOBKU, U HA NPOXMBAHWE XY4O0XKECTBEHHO-
3BYKOBOro obpasa B pearibHOM UrPOBOM BPEMEHM, YTO 3a€MNCTBYET KPAaTKOCPOUHbIE Y CUMMYJIbTAHHbIE YCTaHOBKM.

KntoueBble cnoBa: kamepHo-aHcambrieBoe UCMOMHUTENLCTBO, aHcambreBasl urpa, aHcambnesasi AMHaMuKa,
aHcaMmbnesas apTUKyNALuSI.

Timeliness of the research topic. Within the theory of performance, which had methodological ground
in scientific works of E. Nazaikinskyi [4] V. Medushevskyi [3], the theory of chamber ensemble performing
claims to independent quality and appropriate terminology. Research issues of chamber instrumental en-
semble performance is at the intersection of solo music (technological and artistic problems on the instru-
ments of varying specificity of sound), social and musical psychology (physical and psychological compatibil-
ity, set of attitudes to achieve a common artistic goal: to set long and simultaneous actions), musical
aesthetics (harmonious sounding of different, sometimes contrasting, components of the ensemble com-
plex), speakers (dynamic-articulating coordination of performing, ensemble and listeners spaces). Unlike
solo performance, which has a long methodological basis and, accordingly, is provided by theoretical and
academic disciplines in educational programs of art institutions of higher education, theoretical course "his-
tory of ensemble performance" today is not in the curriculum of students, though its necessity is periodically
discussed in the scientific and methodological publications of musicologists and performers.

Review of the studies on selected issues is based on the works of Ukrainian and foreign musicolo-
gists, including: the theoretical development of the general concept of genre-style system operation (A. Sohor,
L. Mazel, S. Skrebkov), research of time and space aspects of genre varieties operation (I. Barsov, M. Lobanov,
N. Herasimova- Persydska, N. Shvets-Savytska), theoretical-cultural and musicological research of typology
of ensemble genres (l. Polska, Yu. Sokolovskyi) and theoretical concepts for musical performance and social
psychology (E. Nazaikinskyi, V. Medushevskyi, Yu. Lotman, O. Samoilenko). We can note that the analysis
of scientific papers on the problems under research revealed a shortage of performing chamber ensemble
genres that vary in quantitative, qualitative, communication time and space parameters.

The purpose of research. In our view, today there is an urgent need to consolidate research results and
the creation of general scientific and methodological foundations of theory and history of instrumental chamber
ensemble performance, which should be based on the understanding of the processes of generic and species
of chamber-ensemble genres and instrumental ensemble performance, because along with the changing of
historical-stylistic trends genre variety of chamber ensemble as well as ensemble complex components — aes-
thetic, spatial, acoustic, mise en scene, organological, articulation, dynamic and timbre transformed too.
Awareness of certain distinctions in genre and style structure of instrumental ensemble areas is a way to iden-
tify artistic features of chamber ensemble works and reliability of their playing by ensemble performers.

Presentation of the main material. The issue of combining different organological and performance
characteristics in common ensemble interpretation requires special synthetic training system as teaching
ensemble disciplines (chamber ensemble, string quartet, piano ensemble), as many years ago, is based on
practical work (training rehearsals, preparing for concerts, concert/performance competition), and only as an
exception, as electives, lecture courses of teaching methodology of chamber ensemble are introduced, al-
though the basic knowledge required by ensemble performers have been outlined by J. Mattheson in his
treatise "Perfect conductor” [5].

However, besides the knowledge of structure and features of the tools of technology and perform-
ance qualities and canons combination in the ensemble (by Mattheson), there is a need for a deliberate ap-
proach to articulation and dynamic “strategy” of ensemble performance in accordance with the acoustic
component of performer-listener used spaces and executive instrumental-ensemble staging.

Thus, the study of the problems of chamber-ensemble performance is inextricably related to the
questions of art-space in the ensemble subspecies, which can be distinguished by the conditions of perform-
ance, quantitative and qualitative characteristics and mise en scene location.

Musical space and time are among the most fundamental categories, out of which music phenome-
non does not exist: the space and the time in art is both physical and conceptual and perceptual and, ac-
cording to N. Herasimova-Persydska, the focus is usually focused on the last two aspects, the problem of
physical space relationship and time-space remains little studied [1, p. 54-55].

Scientific novelty. Within the musical performance physical space is an area of artistic play-space that al-
lows us to talk about the concept separation of instrumental ensemble performing time-space. And as each genre
kind of chamber-instrumental ensemble has purely external spatial and physical parameters (volume of the sound
field, acoustics echo, sound absorption, reverberation time) and space-time artistic properties (number of mem-
bers, timbre quality tools), concept of instrumental ensemble performing time-space can be defined as a combina-
tion of spatial and physical action of artists in the artistic space-time of musical work for a few actors.

The concept has caused a wider interpretation of the performing space and the possibility of differen-
tiation of model-performing ensemble and ensemble-listening spaces. The concept of the performing en-
semble space, providing different quantitative/qualitative indicators of ensemble, various types of interactive
communication, various acoustic and spatial conditions allow, in turn, to separate the concept of performing —
ensemble staging, as the union of a set of artists and musical instruments in solving common problems artists to
create a work of art.
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Various performing ensemble stage settings historically developed in performing practice, fix the se-
mantic foundations of chamber-instrumental genre varieties: duo violin/viola/cello and piano audio-visualized
in "horizontal projection; duo flute/oboe/ clarinet/ bassoon and piano blends more naturally in the "diagonal
projection"; four-hand clavier duo focuses on models “solo-second”, two-piano ensemble emphasizes the
role of functional-equivalence roles of performers; location of performers in the piano trio/quartet creates op-
timal conditions for Synchro-correction within the "zone of performance" and timbre, dynamic merger within
"listening area"; "disconnected" semicircle string in the Piano Quintet "concert" sound presentation in the lis-
tening space, as opposed to "closed" semicircles of string quartets that plays “chamber” communication ori-
entation in partner performing space.

Expanding the understanding of the concept of performance art-space, we propose to introduce the
concept of dynamic space (dynamotop) as the process of combining and balancing of all the instruments of
the ensemble according to the strength of sound in a variety of aesthetic, social and cultural, acoustically-
spatial terms of performance, which is a mobile index caused by acoustic-spatial indices of performing
space, timbre ensemble composition and quantitative structure of ensemble staging.

Thus, in addition to time and space (synchronicity of sound) in ensemble playing dynamic and space
(dynamotopic) (sound volume balance) task appear, depending on:

- spatial component, in which the performance is carried out (chamber, outdoor events, concert);

- timbre composition — timbre-homogeneous, heterogeneous-tone compositions (which respectively
have different or similar audio capabilities in different textures);

- quantitative component — natural sound volume aspect that creates aggregate instrumental sonority;

- staging location (ear control capabilities of sounding instruments ensemble in artistic interaction
with their own play).

Determining the emotional dynamic of each ensemble instrument takes place in constant awareness
of functionally important role of a particular party in the general content of the work: each artist presents his
own level of instrumental dynamics in the ensemble texture and guides/adjusts it in further evolution of the
work. Continuing the dynamic range, which cannot be determined by quantitative indicators, we introduce
term clarifying terms/signs:

» general interpretive dynamics (according to the author's intention);

» personal and instrumental dynamics (due to technology and performance features and organologi-
cal qualities);

* inter-instrumental dynamics (sound-dynamic balancing aesthetic within the sound of the main —
secondary);

» acoustic-spatial dynamics (correction of dynamic sound under acoustic-spatial conditions of per-
formance).

Performing work in the ensemble is defined by the combination of independent individual instrumental
voices and aimed at harmonizing of conscious complex of musical ensemble interaction to achieve the artistic
integrity of the performance. The variety differs both as quantitative and qualitative structure of the ensemble,
which is based on a combination of different timbre, register and organological qualities. Creative personality,
their temperament and performing opportunities differ too. In the instrumental ensemble, performing personality
is a subject to the requirements of general harmony, and as if sacrificed to the higher purposes of collective
work and, at the same time is included into the more significant artistic level, appearing already in new capacity.

Multi-level nature of instrumental interaction, performing communication requires coordination of all
components ensemble artistic whole. The process of performing ensemble, “joining the musical image” natu-
rally absorbs timbre, articulation sound pronouncing quality that harmonizes articulation performance of en-
semble textures.

Thus, the concepts and terminology of microstructural differentiation are necessary for articulation
area that as a collectively-invoice system (ensemble texture) comprises:

- performing instrumental articulation (due to the way of sound);

- inter-instrumental articulation (pronunciation, intonation coordination tool with different specificity of sound);

- interpretation and artistic articulation (combination of identical or comprehensive stroke texture in
the ensemble);

- adapted ensemble articulation (in the works, which include the possibility of alternative participation
of instruments).

Quantitative and qualitative distinction in genre varieties of chamber ensemble need adjustment of
aesthetic standards of sound, harmonization of psychological and communicative sphere as each ensemble
compositions in each performing situations, based on quantitative parameters and tone-acoustic properties
inherent in certain artistic and aesthetic criteria ( tempo, dynamics, articulation, choice of repertoire), figura-
tive sphere and even the purely material and physical performance.

Abovementioned leads to the conclusion that the traditional typology of genres of chamber ensemble
under quantitative and qualitative — timbre-organological — parameters encounter a significant number of ex-
ecutive genre varieties that do not fit in quantitative and qualitative format and are independent subsystems
with certain functional differences, including: genre of piano ensemble, in turn differentiated into four-, six
eight-hand on one instrument and two-, three, four-, five-hand ensemble, piano trio genre comes from the
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baroque trio sonatas. Thus, there is genetically inherent ability in it to mobility of organological structure: pi-
ano, violin, cello, piano, violin, viola, piano, viola, cello, piano, violin, clarinet, piano, clarinet, viola and many
other instrumental combinations of basic functions piano, a genre of piano quartet emerged in classicist era
as a replacement for one of the voices and string quartet provided classical composition instruments — violin,
viola, cello, piano. During development of genre the composition transformed by the introduction of a brass
instrument specific, but quantitative variation of organological structure is more limited than in the piano trio;
piano quintet genre, appearing in the works of Viennese classics in traditional piano-violin part-violin-viola-
cello, entered the intensive development in the romantic period, which is even called the "era of quintet." In
this part, the piano often served as orchestra "substitute", thus creating opportunities for artistic and dynamic
comparison of two instrumental groups — piano and string quartet. The instrumental composition was histori-
cally stable, although at present there are some foreign instrumental intervention; septet genres of piano,
piano sextet and big structures are quite rare in composers and performers practice that is probably con-
nected with the personal-communication features without significant amount of artists of conductor leader-
ship, and the acoustic-spatial properties of large instrumental combinations.

We have reviewed only a small part of performing chamber of ensemble genre varieties that have
expressed their historic sustainability and continue to be in demand in musical practice. They have different
ways of creating historical genre structure, selection and crystallization of instrumental means. They have
their own, different from other structures, staging performing, organological features, specific functions,
communicative ensemble interaction and semantic focus of the work.

Thus, for the evaluation of ensemble in unity of indissoluble components of artistic expression there
is a necessary condition — hearing-mental activity of each ensemble partners, carried out in the artistic action
parallelism at different levels of thinking, a certain "split mentality" of actor, captured by the expression of
passion and at the same time removed from the latter in rationalist self-evaluation of “affect play”.

For each of the ensemble performers natural may be as a direct auditory control over the execution-
intonation of partners and expressive intonation of his own party in the unity with all the parties and the
awareness of personal meaning, tone and mental intoning of further sound as the action of ahead thinking in
the comprehension of the musical work performed.

This understanding is consistent with Lotman’s findings regarding performance human behavior,
which is one of organic needs of the human psyche and one of the most important means of mastering dif-
ferent life situations. The play involves the implementation of a special — “performance” — behavior, but the
simultaneous implementation (not successive change in time) of practical and conventional behavior [2, 71].
The art of the performance lies in mastering the skills of two-dimensional behavior. Any shift from it — to one-
dimensional "serious" or one-dimensional "conditional" type of behavior — violates its specifics. An example
of such behavior is quite common stories about dressed mask that becomes its essence [2, 72].

Thus, the instrumental ensemble performance includes a combination of real time and space per-
formance behavior, which is a reproduction of a combination of regular and random processes. Moreover,
under the concept of Lotman, this behavior is the artistic model that provides pragmatic synthesis of natural
and artificial-conventional ways of self-realization that is opposite behavior types that exist simultaneously
and deepen each other. Yu. Lotman defines the fundamental difference between them: the art of the per-
formance is not applied in everyday terms. The performance is a mastery of skills, training in conventional
situations; art — the mastery of the world (modeling world) in the conventional situation. Game — “like work”
and art — “like life” [2, 78].

Conclusions. Therefore, performing on a musical instrument is "performance art" because it contains
instructions of different levels of action: the practical performance activities, involving professional skills,
technology of instrumental performance, which involve long-term mental sets and living of artistic sound im-
age in real playing time, when short-term simultaneous sets are involved. The possibility of performance set
change requires prior careful analysis and study of the works performed, which will allow by changing the
interpretation of one part replace it with another identical artistically without compromising artistic and holistic
interpretation of ensemble work.

All of the above leads to the conclusion that the ensemble music is a special system, combining per-
sonal artistic and performing intentions of each of the instrumentalists in an integrated common interpretation
of the agreement of all the components of an ensemble complex, which includes both direct psychological
and communicative interaction of the participants, performers and timbre, acoustic, dynamical properties of
all instruments involved in the ensemble composition.

Art of ensemble performance consists in ensemble harmony (artistic and dynamic, timbre, articula-
tion and tempo-rhythm) not according to formal characteristics, but only for the artistic and aesthetic and se-
mantic features. The main criterion for such a measure is meaningful understanding of its roles in any given
moment of music development. Introduction to professional circulation of the proposed terms of dynamic and
articulation micro structural instrumental ensemble parameters, in our view, significantly expands the meth-
odological basis of teaching and performing instrumental ensemble practice and enriches the conceptual
framework of the ensemble performance.
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CULTURAL FIGURES OF LEV TURKEVYCH
AND YEVHEN-OREST SADOVSKYI IN THE CONTEXT OF FUNCTIONING
OF UKRAINIAN CHORAL ART IN THE WESTERN DIASPORA

The purpose of the article is to analyze the beginnings of creative work of Ukrainian conductors Lev Turkevych and
Yevhen-Orest Sadovskyi and their choir guidance in Ukraine, in "displaced people camps" of the Western Europe and in emi-
gration to North America. Their contribution to international recognition of the world known male choir "Vatra" and more detailed
study of their conducting activities overseas need to be outlined. Research methodology is based on the use of such tech-
niques as system analysis and comparative studies. An attempt to reveal conditions of creative personality formation and to
study characteristic features of their artistic achievements has been made. We have tried to compare methods of their work
with choirs and individual performing styles on different stages of creativity, both individually and in tight cooperation that led to
the success of the Ukrainian choral art in diaspora. The article also deals with psychological differences of the artists, which
root from their genealogy, vital circumstances, educational levels, mastering specialty, concomitant ways of artistic self-
expression etc. Scientific innovation of the article lies in the fact that comparative approach to the foreign Ukrainian choral art
activists was used for the first time with the purpose to identify historical, socio-cultural and psychological fundaments of their
work for the benefit of their native culture. Conclusions. Lev Turkevych and Yevhen-Orest Sadovskyi descended from priests’
families that had distinguished artistic inclinations. However, L. Turkevych gained substantial professional education and
Ye.-O. Sadowskyi was more surrounded by theatrical environment, which accordingly had an impact on his conducting skills. Both
artists, though L. Turkevych to greater extent, contributed to the successful performances of the choir "Vatra" in the Western
Europe in 1946 —1949 years. They conducted church and secular choirs, performed theatre and stage productions, worked with
young people, were involved in publishing. L. Turkevych also gained fame as a symphonic conductor. Thus, the two representa-
tives of the Ukrainian choral art in diaspora contributed to its development, function and successful promotion in the world.

Keywords: conductor, choir, repertoire, tour, concert, diaspora.

CuHkeeu4y Hamanis TadeieHa, kaHOuGam Mucmeumeo3Hascmea, 0oueHm Kaghedpu MemoOuKU My3U4YHO20
8uxoeaHHs1 i OupuzysaHHs [po2obuubko2o dep)kagHO20 nedazozidHo20 yHieepcumemy im. leaHa ®paHka

MucTeubki noctari JleBa TypkeBuuya ta €BreHa-Opecta CapoBCbKOro B KOHTEKCTi (pyHKLiOHYyBaHHA
YKpaiHCbKOro XopoBOro MucTeLTBa B 3axigHin giacnopi

MeTta po6oTn — npoaHaniyBaT BUTOKM TBOPYOI Mpaui AMPUreHTIB, KEPIBHULTBO XOpamu Ha GaTbKiBLUWHI, B
"rabopax nepemilleHmnx ocib" y 3axigHin €sponi Ta nicnsa nepeisay Ao MiBHiYHOT AMeprKK; AOCHIAUTM iX BHECOK Y CripaBy
MDKHapOOHOro BM3HaHHS MPOCIaBeHoro Yonosivoro xopy "Batpa"; getanbHO BUCBITAUTU OMPUIEHTCbKY Ta iHLWi BUAK
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