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AHOTANIA

bypean I. O. KomyHikaTHBHI Ta J1aJOT14HI OCOOJIMBOCTI KOHLEPTY AJIs JBOX
dbopTeniaHo 3 OPKECTPOM: TEOPETUKO-KYJIBTYPOJIOTIuH1 acniekTu.- KBamidikariiina
HayKOBa Ipalls Ha MpaBax PYKOIHCY.

Hucepramiss Ha 3100yTTS HAYKOBOTO CTyIeHs JokTopa (imocodii 3a
cremanpHicTIO 034 «KyneTyposorisiy». — HailloHansHa My3u4yHa akajaemis
VYkpainu imeni 1. 1. YalikoBcwskoro, Kuis, 2021.

Hucepraliiiiny poOOTy TMPUCBIYEHO BHUBYCHHIO KOMYHIKATUBHHMX Ta
JAJIOTTYHUX OCOOJIMBOCTEH MaCHITA0HOTO aHCAMOJIEBOTO JKaHPY — KOHIEPTY JJIsI
IBOX (hOpTEMiaHO 3 OPKECTPOM.

VY My3uuHIM KyJbTypl CY4YaCHOCTI CIIOCTEPIrarOThCs TEHJCHINT 0 Jaenal
OLIBIIOT aKTyami3aiii ancaMOJIeBOro BHUKOHABCTBaA. [Tincnnenus
KOMIO3UTOPCHKOTO, BUKOHABCHKOTO Ta CIyXallbKOTO 1HTEpeCy 10 aHcaMOJIeBOi
MY3UKH COPUYMHUAIIO HEOOXIAHICTh AETAIBHOIO HAYKOBOI'O OCMHUCIIEHHS KaHPIB Ta
cnenudikd aHcamMOJIEeBOTO MY3HKYBaHHS y MpocTopl KylabTypu. OcoOnuBOro
3HAYEHHS B [IbOMY CEHC1 Ha0yBa€ JAOCTIIXKEHHS JKaHPY, SIKUHA OpraHIvyHO MOETHYE B
co01 pi3H1 BUIU THCTPYMEHTAJILHOTO aHCaMOIt0 ((opTeniaHHOro 1 CUM(POHIYHOTO)
Ta MPOJOBXKYE MEPEKUBATU MEPIOJI CBOTO PEHECAHCY M akTyami3alii B My3U4HIN
KYJBTYp1 — XKaHPYy KOHIIEPTY IS 1BOX (popremiaHo 3 opkecTpoM. Llelt yHikanbHUN
Ta PIAKICHUN MY3WYHUH JKaHP BIJI3HAYAETHCS CKIIATHOIO AUHAMIKOIO 1CTOPUYHOTO
PO3BUTKY: MOABIMHUNA (DOpTemiaHHUN KOHUEPT MEPEKUBAB YacH CBOTO PO3KBITY,
MIOBHOTO 3a0yTTA, BiIPOHKEHHS 1 YIIEBHEHOTO BU3HAHHSI.

HesBaxaroun Ha BeNUKy poJjib, SIKY BIIITpa€ MiaJior B KOHIEPTI ISl JBOX
dopTemniaHo 3 OPKECTPOM, Crelu(iKy LbOrO TUIY B3a€MOJIl B TaHOMY *aHpPl HE
Oy70 B MOBHIM Mipi JOCHDKEHO. Y Hammii aucepTariiHii poOOTI JOMOBHEHO
ICTOpUYHUN TUIAX TMOJABIMHOTO (HOPTEMIaHHOTO KOHIIEPTY BiJ BHUTOKIB JI0
CHOTOJICHHS MAJIOBIJOMUMHM M JIOCI HEJOCHIIPKCHUMU TBOpPaMHU, PO3IVISTHYTO
HaliCyyacHillll 3pa3Kd 3a3HAYEHOTO JKaHPY Ta BUIIPABJICHO JESIKI HETOYHOCTI Y

dakrtax. LleHTpasbHe Micie B JOCIHIDKEHHI BIABEIECHO BHUBUCHHIO 1aJOT14HOI



crienrdiKu KOHUEPTY JJis ABOX (popTemiaHO 3 OPKECTPOM. A BOHA, B CBOIO UEpry,
MOCTA€ YACTUHOI MY3UYHO-KOMYHIKATUBHOTO IPOCTOPY KYJIBTYPH.

Jlucepraliisi CKJIaAa€ThCs 31 BCTYIy, OCHOBHOI YaCTHHH, BUCHOBKY, CITUCKY
BUKOPHUCTAHUX JKEpeN Ta JNOJATKIB. Y nepuiomy po30ini PO3TISHYTO AiajoriyHi
KOHIIEMII B TaKWX Taly3siX HAyKOBOTO 3HaHHS, K (igocodis, KyJIbTypOJIOTid,
My3uKo3HaBCTBO.  OcoOnmuBY  yBary  30CepeKeHO  Ha  JIOCHIJKEHHI
KOMYHIKaTUBHUX OCOOJMBOCTEM aHcaMOJeBOi KyJbTYpH Ha MPUKIAAL KaHPY
KOHIIEPTY JUIsl 1BOX (opTemiaHo 3 opkecTpoM. Po3kputo mianoriuny crenugiky
IIbOTO KaHPY B KOHTEKCTI ii COIllaibHOI 3HAYyIIOCTi. TaKoK OKPECICHO OCHOBHI
eTany CTAaHOBJICHHS M PO3BUTKY MOABIMHOTO (POPTEMIaHHOTO KOHLEPTY Y MPOCTOPI
MY3UYHOI KYJbTYpH: MPELe/IeHT BUHUKHEHHS TOBIHHOTO KJIAaBIPHOTO KOHILIEPTY Y
tBopuocti M. C. Baxa, kpucTami3amiio )aHpy KOHLEPTY IS JBOX (OPTEIiaHO B
KJIaCMYHUU Tmepion (30kpema y TBopuocTi B. A. Momapra), mosiBy KOHIIEpTIB
POMaHTUYHOIO THUITY (3aKL[EHTOBaHO OCOOJMBY yBary Ha BHecky ®. Mennenbcona
B PO3BUTOK KaHPY), ApaMaTUUHY JOJIO XaHpy y Apyrii nosoBuHi XIX CTOMITTS.
BusiBieHo mNpuUYMHM TOBTOPHOI akTyamizamii >KaHpy KOHUEpTY s JBOX
dopreniano 3 opkectpoM y XX CTOJITTI 1 B cy4yacHId My3uuHid KynbTypl. Ha
OiJCTaBl aHajidy HOTHUX Ta ayalo MarepialdiB TIPYHTOBHO JOCIHIIKEHO Ta
OXapaKTePU30BaHO BEJIMKWNA MacWUB TOJBIMHUX (OpTemiaHHUX KOHIIEPTIB BiJl
BUTOKIB JO Cy4YacHOCTI. BwusiBIeHO BIAMNOBIAHICTE MOJENIlI KOJEKTUBHOIO
KOHIIEPTYBaHHS MaHIBHUM TEHACHIISIM Yy MY3MUYHIA KyJIbTypl NEBHOTO NEPIOAY,
OKPECJIEHO 3MIHH, 110 BIOYJIUCS 1] BILIMBOM MPOBIAHUX MOTJISAIIB Ta KYJIBTYPHO-
€CTETUYHHUX TPUHLHUIIB €MOXH. Y Opyeomy po30ini TPOaHATI30BaHO (PYHKIIT
Jlajory B KOHIEPTI i BOX (OPTEIiaHo 3 OPKECTPOM Ta CTBOPEHO iX BIAMOBIIHY
kinacudikanio. Takox oxapakTepu3zoBaHO cHeuudiKy BTUICHHS MPUHIUIIB
KOHIIEPTHOCTI Ta KOHIIEPTYBaHHS B KOHIEPTI JJIs1 ABOX (hOPTEMIaHO 3 OPKECTPOM,
MIPOCTEKEHO B3a€EMO3B’SI30K MDK KOHIIEPTHICTIO Ta MJIAJOTIYHICTIO, PO3KPHUTO
NOHATTS  JiajoriyHoro  aHcamoOmoo.  JliaJioriuHy  HOpupoay  KOHUEPTY
MPOAHANI30BaHO 3 TO3UIII JyadbHOTO NPHHIMIY B KyJIbTypi. Po3risHyTo

MO>KJIMBOCTI BCTAHOBJIEHHS MIDKKYJIBTYPHOI'O J1ajory LIJISXOM KOHILIEPTYBaHHS 1



CTBOPEHHSI PUTOPUYHO-AIAJOTIYHOI cHUTyalii B KyJabTypi. IlpoaHanizoBaHO
MEXaHI3MHU BIUIMBY KOMYHIKaTMBHOI CBOEPIHOCTI KOHIIEPTY Ha (POpMyBaHHS
HOBITHIX BUKOHABCHKHX CTpAaTeriil y cy4acHiil KyJabTypi. ¥ GUCHOBKAX BUKIIAJECHO
OCHOBHI ITOJIOKEHHS JUCEPTALIHOTO JOCIIIKSHHS.

BcranoBineno, mio 0coOauBICTH aHCaMOJIEBOIO  YCTPOIO  IOJBIMHOTO
dopTeniaHHOTO KOHUEPTY BIA3HAYAETHCS €CKaJalllel0 KOMYHIKAaTUBHOTO MPOIECY.
Kanp koHuepty mis ABox (opremniaHO 3 OPKECTPOM MOEIHYE B COOl PUCH JBOX
JIANOTiYHUX JKaHpiB: (OpTEniaHHOrO aHcaMONI0 Ta KOHLEPTY JIA COJCTa 3
opkecTpoM. Y QopremianHOMy aHcamOJli TPOBIIHUM € TapUTETHUH abo X
JIAJTOTTYHUIM TIPUHIIUAI B3a€MOI11. YYaCHUKH J1aJ0TIYHOTO aHCaMOJIIO MParHyTh J0
BIJIHOCHOT CaMOCTIHHOCTI CTOpiH, PIBHOI[IHHOCTI 3MICTOBOTO HABaHTA)KECHHS
napTiii, CHiIBTBOPYOCTI Ha 3acajax Jlajory (Ha BIAMIHY BiJ 1HTErpPaTUBHOIO
aHCaMOJII0O — TPU B YOTHPU PYKHU 3a OJIHUM IHCTPYMEHTOM, CHPSIMOBAHOI Ha
MaKCHMaJbHy BHYTPIIIHBOAHCAMOJEBY €IHICTh Ta HEMOJIBHICTH aHCAMOJIEBOTO
npoctopy). Y Ham 4ac (4ac CHHTE3Yy, CHUCTEMHOCTI Ta IHTErpailii) BUHUKIIA
HEOOXITHICTh MOAAIBIIOTO YCKJIAIHEHHS J1aJ0Ti9YHOCTI, aX 10 TIEPETBOPEHHS ii B
OararomipHuii mianor. [loegHaHHS KaMepHOrO MY3HKYBaHHSA 3 CUMGMOHIYHUM
NPUBHOCUTH Yy KOHIIEPT 17iei PIBHOMPABHOCTI, PIBHOI 3HAYYMIOCTI TBOPYHX
IHIUBITyaTbHOCTE BHKOHABIIIB KaMEPHOTO aHCaMOJIO, /i€ KOXKEH YYacHUK €
costictoM. Jliasioriydi BiAHOCHMHU CTBOPIOIOTHCSA HE TIIBKM MiXK MiaHICTaMH, a U B
aHcaMOJyi coJicTiB 3 opkecTpoM. CHiIM yYaCHUKIB KOHIIEPTHOTO «3MaraHHs»
BIJIHOCHO YPIBHIOIOTBCS, «3MaraHHs» 3 OPKECTPOM TpaHCPOPMYEThCS Y
J1aJIOTTYHUM aHcaMOJb. 3ByKOBa Millb, BJIACTHBA JBOM POSUISIM MOXE€ CMUIMBO
«IO3MaraTucs» 31 3By4aHHAM CUMQOHIYHOTO OopkecTpy. Lle mposBiseTbCst TaKoXK
Ha piBHI (PakTypHOi CBOOOAM Ta MOKJIMBOCTI BUIBHOTO PO3BUTKY TEMAaTU3MY, HE
CKYyTOTO  perictpoBuMH, (akTypHuMH  «pamkamu». JliajgorigyHicte  Mu
CIIOCTEpIraeMo y  BimHOCMHax 3  gupureHtoM. Curyaris  TOTaJIBHOTO
aBTOPUTAPU3MY (COJIBHOrO ab0 HaBMaKW JUPUTCHTCHKOT0) MaKCHUMAaJIbHO
YHEMOXKJIMBIIIOETHCSI 32 PAaXyHOK BTUICHHS B IMOJBIMHOMY KOHIEPTI TPHUHITUITY

pPIBHOI 3HAUYyHIOCTI CTOPIH, BJIACTUBOTO KaMEpHOMY MY3UKyBaHHIO. To00TO



HEMOJIMBUM  CTa€ «TOTali3yBaHHs», CHpUUHATTS [HIIOro sk 00’ekra.
PiBHOIIIHHICT, ~ yYacCHUKIB  aHCaMOJIO  CIOpsIMOBaHa  Ha  B3aEMOJIIO
1HAMBIAYaIbHOCTEH, CTBOPEHHS aTMochepu BIAKPUTOCTI A0 [HIIOro, mpuiHATTS
HOr0 HETIOBTOPHOCTI, BAHUKHEHHS CTaHy «CHiB-OyTTs 3 [HImM». Y Mexax gaHoro
OiAXO0AYy HaA3BUYAWHO AaKTyaJbHOTO 3ByuaHHs HaOyBae Te3a MHCIUTEIN,
nuceMeHHuKa K.-I1. Captpa: «..meHi notpibex [Hiuii, 1006 ITICHO OCATHYTH BCl
CTPYKTypH cBoro OyTTs...». CydacHi 1€l mpo TakK 3BaHE «KOMYHIKAaTHBHE
ICHYBaHHS» BIJUI3€PKATIOIOTHCS B JKaHPl KOHIEPTY s ABOX ¢opTemaHo 3
opkecTpoM. BiH mocTae CBOEPIAHUM IUISIXOM JO «KYJbTYPHOTO CBITY» MOBOIO
MHUCTELTBA, 10 aKTyalli3y€ >KUTTEBO BAXJIMBI MPOOJIEeMHU — mnpobyeMu
HEOOX1IHOCTI KOMYHIKamii 1 JlajJiory KyJbTyp, HapoiB, HalllOHAJIbHOCTEH,
COIlIAJIbHUX TPYN Ta IHAMBIAIB, a TAKOX TJ00aJIbHI TPOOJIEMH 1aJIOTi3My
KyJbTYp Ta TapMOHI3allii 3B’ 3KIB MK JIFOJJUHOIO Ta OTOUYIOUUM CBITOM.

HaykoBa HoBH3HAa. VY Jucepranii BIeplIe KOMIUIEKCHO JOCIIIKEHO
KOMYHIKAIii{H1 W [1aJIOT14HI 0COOJIMBOCTI MOJBIMHOTO (HOPTEMiaHHOTO KOHLEPTY,
MIPOCTEIKEHO 3B’SI30K JKaHPY 3 Punocodiero A1aori3My, PO3TISHYTO MAJIOBIIOMI Ta
HOBITHI 3pa3Ky KOHLIEPTIB JJIs ABOX (POPTEMIaHO 3 OPKECTPOM B KOHTEKCTI MOBHOI
MaHOPAaMH PO3BUTKY IIHOTO KaHPY B ICTOPIi KyJIbTYpH, BCTAHOBIIEHO aKTYalbHICTh
MOJIeNII KOJEKTUBHOTO KOHIIEPTYBaHHS B PI3HI MEpioaAM 1CTOPii MY3UYHOI
KyJbTYPH, BUSBICHO KYJbTYPHI YAHHUKH 3pOCTaHHS a00 MaJliHHSA BUKOHABCHKOTO
1 KOMIIO3UTOPCHKOTO 1HTEpECYy [0 3a3HAYEHOIo KaHpy, OXapaKTepHU30BaHO
MEXaH13MHU T1JBUIICHHS TeHACHIIM KOHIEPTHOCTI Ta J1AJIOTTYHOCTI B MOJABIMHOMY
dbopTreniaHHOMY KOHUEPTI, KiIacu(pikoBaHO (PYHKIIII 1aJI0Ty B KOHUEPTI JJIsl ABOX
dopTemniaHo 3 OPKECTPOM, OKPECIEHO MICIIE KOHIEPTY I IBOX (opTemaHo 3
OpPKECTPOM B CyYacHI My3WYHIN KyJbTypl Ta BUKOHABCHKIM MPAKTHUIl, BUSBICHO
BIUIMBM KOMYHIKaTHBHOI CBOEPITHOCTI KOHUEPTY SIK Ba)JIMBOIO YHHHHMKA Y
¢bopMyBaHHI HOBITHIX BUKOHABCHKUX CTPATET1H Y CydacHii KyJIbTypi.

I[IpakTHyHe 3HA4YeHHS] OTPUMMAHUX pe3yJabTaTiB. MaTepianu auceprauli
MOKYTh BHUKOPHCTOBYBATHCSl B TaKMX Kypcax BHUIIMX HaBUAJIbHHMX 3aKiIajiB, SIK

«lcropist My3u4HOI KynabTypu», «lctopis kyneTypu», «Ictopis doprenianHOTO



MUCTenTBay, «lcTopis My3ukm». Pe3ympTaTei MOCHIDKEHHS MalOTh OCOOJHBY
IIHHICTh JJIA T1aHICTIB-BUKOHABIIIB, SK1 3aIlikKaBJeHI B PO3IIUPEHHI aHCaMOJIEBO-
OPKECTPOBOTO pemnepTyapy Ta IiJBUINEHHI CBO€i aHCcaMOJIeBOI MalCTEPHOCTI
INUSIXOM TJIMOOKOTO PO3YMIHHS BHYTPIINIHBOAHCAMOJIEBUX KOMYHIKATHUBHHUX
nporueciB. Marepianu poOOTH TaKOXK CTaHYTh KOPUCHUMH JJIsi KYJbTYPOJIOTIB,
MY3UKO3HaBIIIB, TUPUTCHTIB Ta BUKOHABIIIB HA 1HIIUX My3WYHHUX 1HCTPYMEHTAX.
Kuarwo4oBi ciioBa: KoHIEPT /Ui 1BOX (opTemiaHO 3 OPKECTPOM, MOJBIMHUN
dopTeniaHHUI KOHLIEPT, KOMYHIKallis, MJlajor, JiaJor y KyJbTypi, aHCamOJb,

KOHLIEPT, KOHIIEPTYBaHHS, My3U4Ha KyJIbTYypa.



SUMMARY

Burhan 1.0. Communicative and dialogical features of concerto for two
pianos and orchestra: theoretical and culturological aspects.- Qualifying scientific
work on the rights of the manuscript.

The thesis for a Degree of Doctor of Philosophy in specialty 034 «Cultural
Studies». — Tchaikovsky National Music Academy of Ukraine, Kyiv, 2021.

The thesis is devoted to the study of communicative and dialogical specifics
of the large ensemble genre — concerto for two pianos and orchestra.

In modern musical culture, there is a tendency towards ensemble performing.
Composers’, performers’ and audience's increased interest in ensemble music has
caused the need for a detailed scientific understanding of ensemble genres and
their specifics in the cultural context. In this sense, the study of the genre, which
organically combines various instrumental ensemble elements (piano and
symphonic) and continues to experience the renaissance and actualization in
musical culture — concerto for two pianos and orchestra. This unique and rare
musical genre has a complicated historical development: the double piano concerto
passed through its golden age into complete oblivion, then experienced a
renaissance and later gained a confident recognition.

Despite the great role that dialogue plays in a concerto for two pianos and
orchestra, the specificity of this type of interaction has not been fully explored. In
the thesis, the author supplements the historical path of the double piano concerto
from the beginnings to the present with little-known, still unexplored works,
analyzes modern examples of this genre and corrects some discrepancies. The
central focus of the work takes the research of the dialogical specifics of the
concerto for two pianos and orchestra, which, definitely, constitutes a part of the
musical and communicative space of culture.

The thesis consists of an introduction, two chapters, conclusions, references
and annexes. The first chapter presents the dialogical concepts in philosophy,
cultural studies and musicology. Particular attention is focused on the study of the

communicative features of ensemble culture on the concerto for two pianos and



orchestra. The dialogical specifics of this genre are revealed in the context of its
social significance. The main stages of the formation and development of a double
piano concerto in the space of musical culture are also indicated: the precedent of
the emergence of a double clavier concerto in J.S. Bach’s creative heritage, the
crystallization of the genre of concerto for two pianos in the classical period (in
particular, in the works of W.A. Mozart), the appearance of the romantic type of
concertos (emphasis is placed on F.Mendelssohn’s contribution to genre’s
development) and the dramatic fate of the genre in the second half of the 19th
century. The reasons for the re-actualization of the concerto for two pianos and
orchestra in the 20th century and in modern musical culture are also revealed.

Based on the analysis of music and audio materials, a large array of double
piano concertos has been thoroughly investigated and characterized. The
correspondence of the collective concertizing model to the dominant tendencies in
the musical culture of a certain period is revealed. And the changes that have
occurred under the influence of the leading views and cultural and aesthetic
principles of the era are indicated.

The second chapter analyzes the functions of dialogue in a concerto for two
pianos and orchestra and creates their classification. The embodiment specificity of
the concertness and concertizing principles in a concerto for two pianos and
orchestra is also characterized, the relationship between concertness and
dialogicity traced and the dialogical ensemble concept revealed. The dialogical
nature of concerto is analyzed from the standpoint of the dual principle in culture.
The possibilities of establishing intercultural dialogue through concertizing and the
creation of a rhetorical-dialogical situation in culture are considered. The
mechanisms of the influence of a concerto’s communicative originality on the
formation of new performing strategies in modern culture are analyzed. The
conclusions set out the main provisions of the dissertation.

It has been established that the peculiarity of the ensemble system of a double
piano concerto is marked by an escalation of the communicative process. The

concert genre for two pianos and orchestra combines features of two dialogical



genres: a piano ensemble and a concerto for a soloist and an orchestra. In a piano
ensemble, the leading principle is the parity or dialogical type of interaction. The
participants of the dialogical ensemble strive for the relative independence of the
parties, the equivalence of the semantic content of the parties, co-creation on the
basis of dialogue (in contrast to the integrative ensemble — playing duet at one
instrument, aimed at maximum intra-ensemble unity and indivisibility of the
ensemble space). In our time (the time of synthesis, consistency and integration),
the desire arose to further complicate dialogicity, up to its transformation into a
multidimensional dialogue. The combination of chamber music with symphonic
music brings to the concerto the idea of equality, equal significance of the
performers’ creative individualities from the chamber ensemble, where each
participant is a soloist. Dialogue relationships are created between pianists and also
in an ensemble of soloists with an orchestra. The forces of the participants in the
concert "competition" are relatively equalized, the "competition" with the orchestra
is transformed into a dialogical ensemble. The sound power inherent in two grand
pianos can easily “compete” with that of a symphony orchestra. This is also
manifested at the level of texture freedom and the possibility of free thematic
development, not constrained by register and texture "frames". We observe
dialogue with the conductor. The situation of total authoritarianism (solo or vice
versa, conductor's) is excluded as much as possible due to the implementation in a
double concerto of the principle of equal importance of the parties, inherent in
chamber music. That is, it becomes impossible to "totalize", to percept the Other as
an object. The equal value of the ensemble members is aimed at the interaction of
individuals, the creation of an atmosphere of openness to the other, the acceptance
of its uniqueness, the emergence of a condition of "co-existence with the Other."
Within this approach, the thesis of the philosopher J.-P. Sartre: "... [ need the Other
to fully comprehend all the structures of my being ..." — is extremely relevant.
Contemporary ideas about the "communicative existence" are reflected in the
genre of concerto for two pianos and orchestra. It becomes a kind of path to the

"cultural world" in the language of art, actualizes vital problems — those of the



need for communication and dialogue of cultures, peoples, nationalities, social
groups and individuals, as well as global problems of culture dialogism and
harmonization of relations between man and the world around him.

Scientific novelty. The thesis for the first time comprehensively investigates
the communicative and dialogical features of a double piano concerto, traces the
connection of the genre with the philosophy of dialogism and considers little-
known and new examples of concertos for two pianos and orchestra in the context
of a complete panorama of the genre development in the history of culture. The
thesis also establishes the relevance of the collective concertizing model in
different historical periods of musical culture, clarifies the cultural factors of the
growth or decline of the performer’s and composer's interest in this genre and
characterizes the mechanisms of increasing tendencies of concertness and
dialogicity in a double piano concerto. The paper also classifies the functions of
dialogue in a concerto for two pianos and orchestra, defines the place of a double
piano concerto in modern musical culture and performing practice. Finally it
reveals the influence of the communicative originality of the concerto as an
important factor in the formation of the newest performing strategies in modern
culture.

The practical significance of the findings. The materials of the thesis can be
used in such courses as History of Musical Culture, History of Culture, History of
Piano Art, History of Music. The research results are of particular value for
pianists-performers who are interested in expanding the ensemble-orchestral
repertoire and improving their ensemble mastery through a deep understanding of
intra-ensemble communicative processes. The work will be also useful for
culturologists, musicologists, conductors and other musicians.

Key words: concerto for two pianos and orchestra, double piano concerto,
communication, dialogue, dialogue in culture, ensemble, concerto, concert,

musical culture.



CIIACOK ONYBJIIKOBAHUX MPALb 3A TEMOIO JIUCEPTAILIII

CrarTi y HAayKOBHX (paXOBUX BHAAHHAX YKpPaiHM TA iHO3eMHOMY BH/IaHHI,
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