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AKTyaJbHicTh. [0OBOpsSYM TIpO My3W4YHE BUKOHABCTBO, HAWYacCTillIe AKICHT
poOUThCA Ha 30HAX, MOB’SA3aHUX CYTO 3 MpoOJeMaMu BHUKOHABLIB (TEXHIYHUMH,
METOJIMYHUMHU, TICUXOJIOTTUHUMH Tom0). OMHAK HEOOXiTHO PO3YMITH, III0 OCHOBOO
BUKOHABCTBA Ha OYJb-SKOMY IHCTPYMEHTI € Horo penepryap. Tomy, 3BepHEHHS 0
npoOjeM pemnepryapy, BU3HAUYCHHS HaWOUIBbII 3HAKOBMX TBOPIB Ta aHami3 iX
cnenuiYHUX O3HAK € aKTyaJbHUM SIK JJIi TEOPETUYHOTO y3arajlbHEHHS, TaK 1 JJis
KO>KHOT'O BUKOHABIISI OKPEMO.

3a3Ha4yMMoO, 1110 TOBOPAYM MPO BHUKOHABCHKUU perepTyap, ClliJ] BpaXxOBYBaTH,
IO JIEBOBY WOTO YacTKy CKJIaJal0Th TBOPHU, SKI TOTPEOYIOTh KOJEKTUBHOTO
MY3WKyBaHHs, a caMmMe pi3HI 3a CKJIagoM KaMmepHi aHcamOmi. PobGora B Takux
KOJIEKTHBAX MOTpeOye BiJ BUKOHABIIB J0JATKOBUX MpodeciiHUX HAaBUYOK, OJHA 3
AKUX TIOJSTAE Yy YITKOMY PO3YMIiHHI CBO€i posii B 3aJaHOMY TBOPYOMY IIPOIIECi.
Busnauenns miei QyHKIII € BaXIMBUM Ta HEOOXITHMM, aJKe BOHA € JIOCHTH
MOOUTBHOIO 1 Oyjie 3ajekaTH SK BiJl CTHJIBOBOI'O KOHTEKCTY, TaK 1 BiJl 3arajlbHOTO
TeMOpoBOTO pineHHs. OcTaHHe 0araTo B YOMY € BHUPIIIATBHUM, aJK€ POJIb KOKHOTO
3 BUKOHABIIIB, CTYIIHb HOT0 aBTOHOMHOCTI O€3I0CcepeIHbO 3aICKHUTh BiJ 00paHOTO
KOMITO3UTOPOM CKJIaJy BHKOHABIIB 1 crmenmudiku iX B3aeMOli, a came — YMOBHO
MOHOTEMOPOBH CKJIaJl (CTPYHHHI a00 TyXOBUI ) UM MOTITEMOPOBUIA. 3ayBaXKUMO, 110
B MOJITEMOPOBUX aHCAMOJISIX MPUHIIMIU B3a€MO/IT OyAyTh OUIBII CKJIQJHUMH, AJIKE
KOXKHUM I1HCTPYMEHT Ma€ BJAacCHI IHCTPYMEHTAJIbHI XapaKTEPUCTUKH, TeMOpalbH1

SKOCT1 Ta XYJIO0XHbO-TEXHOJIOTIYHI 3acoOM BUpakeHHsA. B aHcamOmi 111 SKOCT1



MiATOPSAIKOBYIOTHCS 3aKOHAM CYMapHOTO BHPAXEHHS IJIS XYIO0XHBOTO BTUICHHS
aBTOPCHKOTO 3aJyMy 1 MPHU3BOAATH 10 TEBHOI HOBOi SKOCTI 3BYYaHHS KOXKHOTO
IHCTpyMEHTa OKpeMO W aHcaMOJIo 3arajoMm. AJle TOCSATHEHHS IIbOTO PE3yJIbTaTy
notpedye Bil BUKOHABIIB HE TUIbKM aKTyaji3auii 6a30BuX NpodeciiiHuX HaBHUOK,
TaKUX K PO3BUHEHHM MY3WYHHUH CIIyX, IMAM'Th Ta MOYYTTS PUTMY, & ¥ 3HAYHOI
KOpEKLIi HaBUYOK COJIBHOTO MY3MKyBaHHsA. HeoOXigHMMHU CTaloTh IHTOHALIWHA
BUBIPEHICTh 3ByYaHHS IHCTPYMEHTIB 3 PI3HUMHU «MY3UYHUMH aMILTya, y3T0JKESHHS
TEMITy, METPOPUTMY, TWHAMIKH, apTHUKYJIAILIi, YCBIIOMJICHHS >XaHPOBO-CTUILOBUX
0COOJIMBOCTEH BUKOHYBAHOT'O aHCAMOJICBOTO TBOPY, PO3YMIHHS (aKTypPHO-POJIBOBOTO
Ta (QYHKIIAHOTO CIIBBITHOIICHHS aHcamMOyeBux Tmaptid. OcTaHHI 3aBIaHHS €
BU3HAYAIBHUMU, aJK€ caMe Il CHIBBIIHOIICHHS KOPETYIOTh MIAXiJ A0 MOOYI0BU
aHcamOJieBoi 1iTicHOCTI. OHAK, BUPIIICHHS JaHOTO MUTAaHHS HANYacTille JICKUTh B
CYyTO TIPAKTUYHIN cdepi i HE Mae JOCTOHHOrO TCOPETHUYHOIO y3arajabHEHHS. ToMmy
oOpaHuii B poOOTI acmeKT — po3misia crenudiku GopMyBaHHS IUTICHOTO aHCaMOJIO
Kpi3b TIPU3MY aHajiizy (aKTypHO-POJIBbOBOrO Ta (DYHKIIMHOTO CITiBBITHOIIIECHHS
aHcaMOJIEBUX MapTii — BBAXKAETHCA NOIUIBHUM 1 TaKUM, 1[0 BU3HAYAE AKTYaJIBHICTH
JOCJI’KeHHS.

OcobOmmBe wMiciie B cdepi KaMEpHO-IHCTPYMEHTAIBHOI MY3UKH 3aiiMae
dopremnianne Tpio. CBOEIO MOMYIAPHICTIO IIEH KaHp 3aBIASYY€E HE B OCTAHHIO YEPTy
caMe CBOIM IOJITEMOPOBUM SIKOCTSIM, «yOCOOJIEHHSM» KOXXHOI 1HCTPYMEHTAJIBHOT
COAWHUI», BUOKPEMJICHHSIM ii TeMOpoBo-crmenudiyHuX xapakrtepuctuk. Came
TEMOpPOBa PIZHOPIAHICTH JaBaja KOMIIO3UTOPAM MOXMIIMBICTH PI3HOXAPaKTEPHOTO
MPEICTaBICHH MY3UYHOI JYMKH, 11 00pa3HOTo BTUJICHHS.

Tpagumitinum ckianom GOpTEiaHHOTO TPI0 BBAKAETHCS (HOPTEIiaHO, CKPUITKA
Ta BioJIOHYEeNb. B Takomy TeMOpoBOMY pIillleHHI JaHWUM JKaHp IIUPOKO
BUKOPUCTOBYETHCSI B KOMIIO3UTOPCHKIA TMPAKTUIIl Ta KOPUCTYETHCS 3aCTy>KEHOIO
nonyJisspHicTio. OJHAaK icCHye 6arato MPUKIAIIB TPIO 3 IHIIMM CKJIaJ0M BHUKOHABIIIB,
BaroMy 4YacTHUHY 3 SIKUX CKJIaJaloTh (opTemiaHHI TPiO 3a yyacTio kjapHera. Jlo
KaMEpHOT0 XaHpy caMe 3 TaKUM TeMOpaIbHUM pillleHHSM (000B’SI3KOBa MPUCYTHICTh

KJIaBlpy Ta KJIapHeTy -+ckpurika/dieitta/Biononuens/ ¢(aroT, TOIIO) 3BEpTAIUCA
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KOMITO3UTOPH aOCOJIIOTHO PI3HUX CTHJIBOBUX HampsMKiB. TBOpM B Takomy CKJail
nucanu B. A. Mouapr, JI. berxoBen, ®. MeH1enbCOH, 1. bpamc, M. bpyx, b. baptoxk,
1O. Imenxko, €. CrankoBuy Ta 1HNIl. Halfyacriiie BOHM BU3HAYAIUCh aBTOPAMU CaMe
AK Tp10, aJie MOTJIM MaTH | 1HIII )KaHPOB1 BU3BHAUEHHS AK Hanpukiaa « KoHuepTmTiok
U1 KjaapHeTa, OaccetropHa 1 Qopremniano» @®. Menaenbcona abo x «8 m’ec s
KJIapHeTa, albTa Ta popreniano» TB. 83 M. bpyxa.

Kommnosutopu 3Bepraroynch 10 KiIapHETa SK aHCaMOJIEBOTO Yy4YacHUKA,
Opi€HTOBaH1 Ha crenudigyHi TeMOPOBI MOXJIMBOCTI KJIapHETa, Ha €MOI[IMHICTh Ta
Ha/3BUYAiHO OaraTwii CHEKTp BUPAKATHHUX MOXIHBOCTEH IOTO OJMCKYUYOTO
iHCcTpyMeHTa. OnHak Oe3yMOBHO, POJb KJapHeTa, Moro 3HaueHHS y (popmMyBaHHI
IUTICHOT 3BYKOBOi KApTUHU Ha KO)KHOMY iCTOPHKO-CTHIILOBOMY eTarri Oyna pizHoto. |
TOMy 0OpaHuil B poOOTI MiAXiJ, 3BEPHEHHS 0 3HAKOBUX TBOPIB PI3HOI CTHUIHOBOI
opieHTaIlii J03BOJISIE€ TIPOCTEIKUTH 3 TPOIIECOM ITi€T BUITO3MIHH.

Tak ananiz Tpio B. A. Momnapra KV 498 103BojIMB BUSBUTH, III0 KOMIIO3UTOP
3HAYHO PO3IIMPUB BUPA30Bl MOXKIUBOCTI KJIapHETAa BUKOPUCTOBYIOUM HOTO HE TUTBKH
SIK «CHIBalOYMN IHCTPYMEHT», a W SK JIOCUTh MOOUIBHHUM I1HCTPYMEHT, IIBHUIKO
pearyrouuMii Ha BCi TIOBOPOTH 3BYKOBOTO CIOKETY TBOpPY. TOOTO i1HCTpYMEHT
BUKOPUCTOBYETHCS aBTOPOM HE TUIBKHU SIK HOCIHi OCHOBHOTO MEJIOAMKO-TEMATHYHOTO
Marepiany, a ¥ IK yJaCHUK aKTHBHUX JIQJIOTIYHUX IIPOIIECIB.

be3zymoBHO, ancambiieBe BUKOHAHHsS Tpio BUMarae BHCOKOTO PiBHS CIUTIBHOL
XYJ0KHBOI 1 IHCTPYMEHTAJIICTIB, KA 3a0e3neuye CHHXPOHHE 3BYYaHHs BCIiX MapTiid,
30a7aHCOBAHICTh B CHJIl iX 3BYYaHHS, y3TOJKEHICTh MPUHOMIB 3BYKOBHIOOYBaHHS
KOXXHOTO IHCTpYMEHTAa. BUKOHAaHHS IMX BUMOT TPYHTYETHhCS Ha BMIHHI CIyXaTu
3arajpbHe 3BY4YaHHS aHCaMOJIO0 Ta YCBIOMJICHHI POJBOBOi Yy4acTi y CHUIBHOMY
BUKOHABCHKOMY 3aJyMi. 3a3Ha4€HO, IO HAWBAKIMBIMIOI YMOBOI TBOPYOTO
MPOHUKHEHHST B XymoxHiK 3micT Tpio B. A. Momapra € ocobucticHe OCMUCIEHHS
CYTHOCTI KOMTO3HIlIi 3 OMOPOI0 HAa KOJEKTHUBHUN XapakTep MpoIecy TIyMadeHHS
My3u4gHOTO TBOPY. Came Takuil MiAXiJ € CBOEPIAHUM TapaHTOM TOYHOCTI 1 SKOCTI

KIHIIEBOTO pe3yJIbTaTy.
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Tpio a-moll t8. 114 . Bpamca € TIpHKIagOM POMAHTHYHOTO TPAKTYBAHHS
KJIApHETY, HepeayciM sik TeMOpy JipuyHoro. CaMe KJIapHETy y TBOP1 JOPYHYEHI SK
JIPUYHI MICEHH1 MENOJ1HI MPOBEACHHS, TaK 1 HANPY>KEH1 JpaMaTU4yHl PEUUTATUBHI
nexnamanli. KinapHer sickpaBo mokasye cebe y BIPTyO3HHX Macaxax, Kl OJucKyde
3By4aTh y PI3HUX pPEricTpax, pUTMIYHUX 1 (irypauiiiHux noeaHanHsx. Kommnosutop
MpeJCTaBUB TeMOpalibHy MPUPOJY KJIapHETa Yy BCiM i 0araToO0apBHOCTI — MAaTOBHI
TeMOp HH3BKOTO PETICTPY, PO3MOBIIHUN Ta MHJIO3BYYHHH XapaKTep CEPEAHBOTO
pericTpy, OJUCK 1 ICKPaBICTh BEPXHBOIO PETICTPY.

3BykoBa TkamuHa Tpio TB.114 11 Bpamca BiIpi3HAETbCS BHCOKOIO
HACHUYEHICTIO, 0COOJIMBOIO 00'€MHICTIO, B TOMY YHCJI 1 0araTo B YoMy 3a PaxyHOK
NO€THAHHS MEJIOJUYHO CAaMOCTIMHHUX JIIHIA KOKHOTO 1HCTpyMeHTa aHcamOumio. [Ipu
BCIi HamoOBHEHOCTI BUKIAny (akTypu aHcamOmo0, HOMYy BiIacTHBa peTeIbHa
PO3pOOJICHICTh, JACTaNT30BaHICTh, OPraHIuYHICTh aHCAMOJIEBOTO MHUChMa, O€370TaHHE
NO€THAHHS THCTPYMEHTAIbHUX TeMOpiB. ToMy BUKOHAHHS TBOPY BUMAara€e HaBHUIIIOTO
piBHs mpodeciitHol MalcTepHOCTI y4acHUKIB aHcamOito. Ilpu 1iboMy BakiinBa He
TUIBKHM JIEMOHCTpAIIisl BIPTYO3HOT'O BOJIOAIHHS CBOIMHU IHCTPYMEHTAMH, a M BIAUYTTSA
ABTOHOMHOCTI TapTid y TOE€IHAaHHI 3 MAaKCHUMaJIbHUM TIPAarHEHHSM KOXKHOTO
aHcamOJricta OyTH PIBHONPABHUM Y JIOCATHEHHI €IMHOT XY0KHBOT METH — CTBOPEHHS
SICKpPaBOi 1 MEPEKOHJIMBOT IHTEPIPETAITii.

Tpio FO. Imenxka (2015 p.) € mpuKIagOM JIPUYHOTO aMILTya KIapHETY.

KoxeHn iHCTpyMeHT B aHCcaMOJi € HOCIEM TIEBHOTO o0Opa3y-aMIllya, XyI0XKH1
BJIACTUBICTI SIKOTO TPOSIBISIOTHCS 32 JOIMOMOTOI0 TeMOpY — CIEKTPY 3BYKOBUX
SAKOCTEH, 1110 BHOKPEMITIOIOTh HOT0 Y CYKYITHO-IHCTPYMEHTAIbHOMY 3By4YaHHi. Tpio He
BITHOCUTBCS /10 HAJITO TEXHIYHO CKJIAJHUX, BIPTYO3HHUX TBOPIB, MPOTE MOTPEOyE Bif
BHUKOHABI[IB MaliCTEPHOTO BOJIOIIHHS IHCTpYMEHTaMH. ABTOP Pi3HOMaHITHO PO3BHUBAE
THCTpYMEHTaIbHI apTii 1 CTBOPIOE BEMKHUI MPOCTIp /715 (haHTa311 BUKOHABIIIB.

B 1pio lO. lmenka yqyacHUKHM KaMepHOT0 aHCaMOJII0, 3 OJJTHOTO OOKY, 3HAXOASITHCS
B pIBHONPABHUX BIJHOCMHAX 1 € YMOBHO aBTOHOMHHUMH, 3 IHIIOTO — BOHU

nepeOyBalOTh B IHTOHAI[IMHO-TEMAaTUYHIA €qHOCTI. BuKOHaHHS IUX BHUMOT
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IPYHTY€EThbCSI HAa BMIHHI CJIyXaTH 3arajibHe 3BYYaHHS aHCaMOII0 Ta YCBIOMJICHHI
POJILOBO1 Y4YacTl y CIIJIBHOMY BUKOHABCHbKOMY 3ayMI.

Takum unHOM, OOpaHUIl BEKTOp AOCIIIKEHHS € LIKaBUM Ta NEPCIEKTUBHUM
NP1l 32 BCe JJ1sl BUKOHABIIIB-aHCAMOJTICTIB, a/1K€ I03BOJISIE€ TOUHILIE PO3YMITH IIPOLIEC
pOOOTH MPHU KOJEKTUBHOMY MY3UKYBaHHI, PE3yJbTaTOM SIKOTO € CTBOPEHHS IUTICHOL
BUKOHABCHKOI IHTEpIIpEeTallii.

Knrwwuosi cnoea. xnapHer, KaMepHO-IHCTpYMEHTaJlbHE Tpio, aHcamOJieBa
peanizaiis, BUKOHABCHKi 3aBnaHHsa, B. A. Momapr Tpio KV 498, I. bpamca Tpio

TB. 114, 0. Immenko Tpio a1 knapHera, ckpunku ta popreniano (2015 p.).

SUMMARY

Pavlovych S. I. "Clarinet in piano trios: artistic and expressive ensemble
possibilities and their realisation (W. Mozart, J. Brahms, Y. Ishchenko)™ Qualification
scientific work on the rights of a manuscript. Scientific substantiation of a creative art
project for the degree of Doctor of Arts in speciality 025 "Musical Art" (field of
knowledge 02 "Culture and Art") - P. Tchaikovsky National Music Academy of
Ukraine, Ministry of Culture and Information Policy of Ukraine, Kyiv, 2023.

The relevancy. Speaking of musical performance, the emphasis is often placed on
areas related purely to the problems of performers (technical, methodological,
psychological, etc.). However, we need to understand that the basis of performance on
any instrument is its repertoire. Therefore, addressing the problems of repertoire,
identifying the most significant pieces and analyzing their specific features is relevant
both for theoretical generalization and for each performer individually.

When we are talking about the performance repertoire, it should be borne in mind
that the lion's share of it is composed of works that require collective musicianship,
namely chamber ensembles of various composition. Working in such ensembles
requires additional professional skills from performers, one of which is a clear
understanding of their role in each creative process. Defining this function is important
and necessary because it is quite mobile and will depend on both the stylistic context

and the overall timbre solution. The latter is largely decisive, because the role of each
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of the performers, the degree of their autonomy, directly depends on the composition
of performers chosen by the composer and the specifics of their interaction, namely, a
conventionally monotone composition (string or wind) or polyphonic. It should be
noted that in polyphonic ensembles, the principles of interaction will be more complex,
because each instrument has its own instrumental characteristics, timbral qualities and
artistic and technological means of expression. In an ensemble, these qualities are
subject to the laws of total expression for the artistic realization of the author's intention
and lead to a certain new quality of sound for each instrument separately and for the
ensemble in general. However, achieving this result requires performers not only to
update their basic professional skills, such as a developed ear for music, memory and
sense of rhythm, but also to significantly improve their solo musicianship skills. It is
necessary to develop intonational accuracy of the sound of instruments with different
"musical roles”, coordination of tempo, metrical rhythm, dynamics, articulation,
awareness of the genre and style features of the ensemble piece being performed,
understanding of the textural, role and functional relationship of ensemble parts. The
latter tasks are crucial, because it is these correlations that adjust the approach to
building ensemble integrity. However, the solution to this issue often lies in the purely
practical sphere and does not have a worthy theoretical generalization. Therefore, the
aspect chosen in this work - consideration of the specifics of forming an integral
ensemble through the prism of analyzing the textural, role and functional correlation
of ensemble parts - is considered appropriate and determines the relevance of the study.

A special place in the field of chamber instrumental music is taken by the piano
trio. This genre owes its popularity not least to its polyphonic qualities, the
"personification” of each instrumental "unit", and the distinction of its timbre-specific
characteristics. It was timbre heterogeneity that gave composers the opportunity to
present musical ideas in a variety of ways, to embody them figuratively.

The traditional composition of a piano trio is piano, violin and cello. In this timbre
solution, this genre is widely used in composers' practice and enjoys well-deserved
popularity. However, there are many examples of trios with a different composition of

performers, a significant part of which are piano trios with the participation of clarinet.
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It should be noted that composers of completely different stylistic directions have
approached the chamber genre with this timbre solution (the obligatory presence of a
clarinet and a clarinet + violin/flute/cello/bassoon, etc.). Works in this composition
were composed by W. A. Mozart, L. Beethoven, F. Mendelssohn, J. Brahms, M. Bruch,
B. Bartok, Y. Ishchenko, E. Stankovych and others. Most often, they were defined by
the authors as trios, but they could have other genre definitions, such as " Konzertstlick
for clarinet, basset horn and piano” by F. Mendelssohn or "8 Pieces for clarinet, viola
and piano" by M. Bruch. 83 by M. Bruch.

When composers turn to the clarinet as an ensemble participant, they are focused
on the specific timbre capabilities of the clarinet, on the emotionality and the extremely
rich range of expressive possibilities of this brilliant instrument. However, of course,
the role of the clarinet, its importance in shaping a holistic sound picture at each
historical and stylistic stage was different. That is why the approach chosen in this
work, turning to iconic works of different stylistic orientation, allows us to trace the
process of this modification.

Thus, an analysis of Mozart's Trio KV 498 has revealed that the composer
significantly expanded the expressive possibilities of the clarinet, using it not only as a
"singing instrument” but also as a rather flexible instrument that responds quickly to
all the twists and turns of the piece’s sound plot. That is, the instrument is used by the
author not only as a carrier of the main melodic and thematic material, but also as a
participant in active dialogue processes.

Undoubtedly, the ensemble performance of the Trio requires a high level of joint
artistic action of the instrumentalists, which is ensured by the synchronous sounding of
all parts, balance in the strength of their sound, and coherence of the sound production
techniques of each instrument. Fulfilment of these requirements is based on the ability
to listen to the overall sound of the ensemble and awareness of role participation in a
common performance idea. It is noted that the most important condition for creative
insight into the artistic content of W. A. Mozart's Trio is a personal comprehension of

the essence of the composition based on the collective nature of the process of
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interpreting a musical work. This approach is a kind of guarantee of the accuracy and
quality of the final result.

Brahms's Trio in a moll Op. 114 is an example of a romantic interpretation of the
clarinet, primarily as a lyrical timbre. It is the clarinet that is entrusted with both lyrical
song melodic passages and intense dramatic recitations in the work. The clarinet shows
itself vividly in virtuosic passages that sound brilliantly in different registers, rhythmic
and figurative combinations. The composer has presented the timbral nature of the
clarinet in all its many colors - the matte timbre of the low register, the narrative and
melodious character of the middle register, the brilliance and brightness of the upper
register.

The sound material of J. Brahms' Trio Op. 114 is highly saturated and particularly
voluminous, including in many ways due to the combination of melodically
independent lines of each ensemble instrument. For all the fullness of the ensemble
texture, it is characterized by careful elaboration, detail, organic ensemble writing, and
a flawless combination of instrumental timbres. Therefore, the performance of the
work requires the highest level of professional skill of the ensemble members. At the
same time, it is important not only to demonstrate mastery of their instruments, but also
to feel the autonomy of the parts, combined with the maximum desire of each ensemble
member to be equal in achieving a single artistic goal - creating a vivid and convincing
interpretation.

The Trio by Yurii Ishchenko (2015) is an example of the clarinet's lyrical role.

Each instrument in the ensemble is a carrier of a certain image-role, the artistic
properties of which are manifested through timbre - a spectrum of sound qualities that
distinguish it in the overall instrumental sound. The trio is not a technically complex,
virtuosic work, but it requires mastery of the instruments from the performers. The
composer develops the instrumental parts in a variety of ways and creates a great deal
of space for the performers' imagination.

In Yuriy Ishchenko's trio, the members of the chamber ensemble, on the one hand,
are in equal relations and are conditionally autonomous, and on the other hand. They

are in intonational and thematic unity. Fulfilment of these requirements is based on the
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ability to listen to the overall sound of the ensemble and the awareness of role
participation in a common performance idea.

Thus, the chosen vector of research is interesting and promising, first of all, for
ensemble performers, as it allows them to more accurately understand the process of
work in collective music making, which results in the creation of a holistic performance
interpretation.

Key words: clarinet, chamber-instrumental trio, ensemble realisation,
performance tasks, W. A. Mozart Trio KV 498, J. Brahms Trio Op. 114, Y. Ishchenko

Trio for clarinet, violin and piano (2015)
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