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ARTISTIC-POLYLOGICAL KNOWING-HOW IN ENSEMBLE MUSICKING:
PEDAGOGICAL CONDITIONS OF FORMATION

The article is devoted to the research of the problem of formation of artistic-polylogical knowing-how of future Mas-
ters of Musical Art. It is substantiated that such knowing-how provide the ability to effectively participate in ensemble
musicking. The aim of the article is defined, which consists in the development of pedagogical conditions contributing
to the formation of such knowing-how in the music-educational process of training future Masters of Musical Art in the
conditions of university education. By the method of theoretical analysis of music-pedagogical and music-psychological
interdisciplinary research it is determined that to prepare music students for effective communication in the ensemble,
pedagogical conditions are created that stimulate joint creative interaction by creating a collaborative learning environ-
ment, encouraging cooperation and communication based on empathy and reflection, as well as, integration of techno-
logies. Taking into account the results of the theoretical analysis of the literature and relying on axiological, hermeneutic
and integral approaches, we developed pedagogical conditions aimed at the formation of components of artistic-poly-
logical knowing-how of future Masters of Musical Art. As such conditions were defined: stimulating the value attitude to
musical art and musical ensemble musicking; inducing to analyse and understand the signs of artistic and intersubjective
poly-communication in joint artistic-interpretative work; inducing to understand and apply the signs of artistic and inter-
subjective communication to solve interpretative-performance tasks in the process of ensemble musicking. Empirical veri-
fication of the effectiveness of the developed pedagogical conditions for the formation of artistic-polylogical knowing-how
of future Masters of Musical Art in the process of ensemble musicking has been defined as a direction for further research.

Key words: polylogue, artistic communication, ensemble musicking, pedagogical conditions, future Masters of Musi-
cal Art.
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XYIOXKHBO-TOJIJIOI'TYHI YMIHHA B AHCAMBJIEBOMY MY3UKYBAHHI:
NEJATOT'TYHI YMOBHU ®OPMYBAHHA

Cmamms npucesayeHa O0O0CHIONHCeHHIO Npoonemu (GOpMYS8aAHHA XYOOHCHbO-NOMINLOSITUHUX YMIHb MAUOYMHIX Mali-
cmpie my3uunoeo mucmeymea. OOIpyHmosano, wjo maxi 6MiHHA 3a6e3ne4yioms 30amHicms epekmueHo opamu yuacms
6 ancambnesomy My3uKyeanni. Busnaueno menty cmammi, aKa noiseac 6 po3poodyi nedazoiuHux ymos, wo Cnpuamumyms
dopmysart0 Makux ymiHb y My3UUHO-0CEIMHbOMY NPOYeci Ni020MOBKY MAOYMHIX MA2ICMPIE MY3UUHO20 MUCEYMBA
8 YMOBAX YHiGepcumemcvko20 Hagyanis. Memooom meopemuiHo2o ananisy My3udHO-nedazo2iuHux ma My3udHO-ncu-
XONOSTUHUX MINCOUCYUNTTTHAPHUX OOCTIOINHCEHD BUBHAYEHO, WO OISl NIO2OMOBKY CIYOeHMIB-MY3UKAHMIE 00 eheKmuHoi
KOMYHIKayii 6 aHcambii cmeopioomscs neddazociuii yMogu, SIKi CIUMYIOIOMb 00 CRIbHOI MEopUoi 83aemolii uepes
CMBOPEeHH sl KONabOpamueHo20 cepedouyd HABUAHHS, 3A0X0YEeHH 00 CRIBPOOIMHUYMEA Mma KOMYHIKAYii, wo IpyHmy-
1omscs Ha emnamii il peghiexcii, a maxooic, inmezpayii mexHono2iu. 3 ypaxy8anHam pe3yivmamie meopemuiHo20 aHAlizy
aimepamypu ma 3 Onopoio Ha aKCiono2iuHull, 2epMeHe8MUYHULL Ma IHMe2PaibHUull Nioxoou 6y10 po3podieHo nedazoiuti
VYMOBU, CNPSAMOBAHI HA YOPMYBAHHS NONIKOMYHIKAMUBHO-MOMUBAYITIHO20, CEMIOMUKO-eNICMEMOJI02IYHO20, 0eCKPUNINUG-
HO-pereKcusHo2o, OUCKYPCUBHO-NAPMUCUNATNUBHO2O KOMIOHEHMIB XYOONCHbO-NOMLLOSIUHUX YMIHb MAUOYMHIX Maci-
cmpig My3uuno2o mucmeymea. Takumu ymogamu 6y710 GUSHAUEHO. CIMUMYIIOBAHHS YIHHICHO20 CIMABIEHHSA 00 MY3UYHO20
Mucmeymea ma My3utHo20 AHCAMOIe8020 MY3UKYBAHHA, CNOHYKAHHA 00 AHANIZY MA PO3YMIHHA 3HAKIE XYOOHCHbOI ma
iHmepcy6'eKmueHOT NOAKOMYHIKAYIT y CRITbHIU XYOO0NCHbO-IHMePNPemayiiuniil poOomi; CHOHYKAHHS 00 PO3YMIHHS Md
3aCMOCYBAHHSA 3HAKIB XYO0NCHbOI ma IHMepcyd'€KmuHoi KOMYHIKayii 01 po36'si3anHs iIHmepnpemayiiHo-6UKOHABCHLKUX
3a60anb y npoyeci aHcamonegoeo My3uKky8anHa. Ak Hanpam nooarbuux 00CiONCeHb BUSHAYEHO eMNIpUUHY nepesip-
Ky eheKmusHOCmi po3podieHUux neda2o2iuHux YMo8 GopmyeanHst XyO00HCHbO-NONIIO2IYHUX YMIHb MAUOYMHIX Mazicmpie
MY3UHHO20 MUCeYMBa 6 Npoyeci ancamoneso2o My3uKy8aHHs.

Knrouoei cnosa: noninoe, xy0oocHs KomyHiKayis, ancamonege My3uKy8aHHus, neda2o2iuni ymosu, Maubymmni mazicmpu
MY3UYHO20 MUCmeYmea.
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Problem statement. Ensemble musicking is one
of the most common and preferred activities of music
graduates for a number of reasons. In particular, par-
ticipation in an ensemble fosters a sense of belonging
and community among music students, increasing
self-esteem and intrinsic motivation for professional
growth (Nielsen et al., 2018; Forbes, 2020). Research
shows that music students perceive collaborative
musicking as an activity that has a beneficial effect
on their integration into the music-performing field of
activity, and also, increases their emotional and psy-
chological resilience to the stressors of concert per-
formance (Nielsen et al., 2018). In addition, ensemble
musicking is perceived by future musicians as a joint
activity that unites people interested in musical art
and musical performance in a joint creative process.
This feature causes a high level of emotional involve-
ment of music students in the creative process and the
desire to realise themselves in the sphere of ensemble
performance (Cohen, 2012; Gaunt, 2020).

Thus, an important aspect of collaborative ensem-
ble musicking is communication. In doing so, col-
laborative ensemble musicking is based on the con-
cept of communication, which can be characterised
as poly-communication. This term encapsulates the
multifaceted interactions that take place between the
participants, facilitating a collective dialogue aimed
at solving various performance and artistic-interpreta-
tive tasks. The nature of this communication unfolds
on several levels, primarily intersubjective interaction
and artistic communication, each of which contributes
to the complexity of ensemble dynamics.

At the level of intersubjective interaction, ensem-
ble members engage in an ongoing exchange of
interpretive and creative ideas that is essential to
effective collaborative work. This exchange is not
merely verbal; it includes a range of non-verbal cues
and shared understandings that enhance the musi-
cians' mutual awareness. As defined by A. Schiavio
and S. Heffding (2015), collaborative musical per-
formance is characterised by pre-reflexive aware-
ness, which is primarily based on intersubjective
communication, as a consequence of which cohesion
and mutual understanding between the participants
plays a qualitative influence on the artistic outcome
of joint creative activity in ensemble musicking.
This is consistent with the findings of E. Stolp et al.
(2022), who emphasise that interpersonal commu-
nication and shared enthusiasm for musical activ-
ity play an important role in collaborative musick-
ing, and therefore intersubjective activity becomes
important as it promotes a sense of belonging and
social interaction. Thus the intersubjective dynam-
ics of poly-communication are important for the
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development of a shared interpretive concept, as
they allow musicians to navigate the complexities of
ensemble performance together.

At the level of artistic communication, ensemble
members enter into a dialogue with the musical work
itself, interpreting its emotional content and contex-
tual meaning. This process involves an understand-
ing of the musical language and stylistic features that
influence the interpretive concept of the piece being
performed (Laroche et al., 2022). Artistic polylogue
thus becomes a complex process that requires partic-
ipants to reflect on their subjective understanding of
the musical language and its emotional connotations
while simultaneously seeking common understand-
ings and joint interpretive solutions.

As A. Cooper (2022), reflexive awareness of each
other's intentions and emotions significantly affects
social experience within the ensemble, emphasising
the intersubjective nature of musical interactions.
This complexity is further reinforced by the fact that
ensemble performance is not simply a joint reading of
a musical score, but primarily the creation of a coher-
ent artistic product that reflects the collective contri-
bution of all participants (Davidson & King, 2004).

The poly-communication inherent in ensemble
musicking requires the development of specialised
artistic-polylogical knowing-how in the participants.
Since a multi-level polycommunicative process plays
an important role in ensemble musicking, it seems to
be an important task to develop future music majors'
artistic-polylogical knowing-how that enable them to
participate effectively in ensemble musicking. In this
regard, the actual problem is the development of spe-
cial pedagogical conditions, the creation of which in
the process of university training of future Masters of
Musical Art will ensure the formation of their artis-
tic-polylogical knowing-how.

Research Analysis. The purposeful creation of
special pedagogical conditions in the process of uni-
versity education of future musicians to prepare them
for participation in musical ensembles is a common
strategy used to solve a variety of educational tasks,
such as: the development of teamwork skills and
improved communication (Zhang, 2024), the devel-
opment of abilities for artistic expression (Korcha-
gina, 2013). Researchers agree that such training
orientation not only contributes to the acquisition
of specific competences by music students, but also
forms an environment favourable for joint creativity
and communication in the ensemble.

As pedagogical conditions aimed at effectively
preparing future musicians for communication in the
ensemble, we propose, in particular, the creation of a
collaborative learning environment based on encour-
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aging co-operation between students. Among the tools
on which this condition relies is the organisation of
group projects promoting joint creative interaction, as
well as, stimulation of students' creative activity in the
artistic-communicative ensemble process. The last
mentioned condition is related to the introduction
of various forms of student self-management — for
example, having students conduct ensemble rehears-
als and encouraging students to make joint interpre-
tive decisions and share collective responsibility for
the outcome of the activity (Kokotsaki & Hallam,
2011; Scherer, 2023). Such an environment has been
argued to foster leadership skills and enhance a sense
of community amongst music students (Sutherland &
Cartwright, 2022), as well as, enrich their experience
of active creative artistic communication (Kokotsaki
& Hallam, 2011; Scherer, 2023).

It is argued that it is appropriate, in the context of
preparing music students for ensemble performance,
to incorporate components of curricula that explicitly
address interpersonal communication skills such as
active listening, empathy and non-verbal communica-
tion. These skills are crucial for effective collaboration
in an ensemble as they allow musicians to respond to
each other's cues and intentions (Lim, 2014).

An important aspect of empathy-based communi-
cation is reflection. Therefore, it is proposed that ped-
agogical conditions are created to encourage student
musicians to engage in reflective practice to enhance
their understanding of the dynamics of ensemble
interaction and their role in the ensemble. These con-
ditions can be implemented by methods related to
self-assessment and peer-assessment, which helps
students to recognise their values and priorities, as
well as, their thoughts and feelings about the collabo-
rative process (Gaunt & Treacy, 2020).

To date, most of the methodologies contain peda-
gogical conditions involving the integration of tech-
nologies, which is relevant in the context of the forma-
tion of music students' ability to poly-communicate in
an ensemble. In particular, it is pointed out that tech-
nologies (e.g. special digital platforms) can provide
remote rehearsals and organise students' project-cre-
ative work. It is emphasised that the introduction of
such environments creates additional opportunities
for communication, and also, helps student musicians
to gain valuable experience for contemporary music
practice, allowing them to adapt to different music
performance contexts (Cayari, 2021).

Also, as Lee Cheng (2019) rightly points out,
preparation for collaborative interpretation in ensem-
ble performance includes not only, directly, the pro-
cess of interaction in the ensemble, but also the process
of self-preparation, in particular, working with infor-
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mation of art history and music-theoretical direction,
which is facilitated by the use of digital technologies.

Thus, the creation of special pedagogical condi-
tions in the training of future Masters of Musical Art
is an effective strategy for the formation of artistic and
polylogical knowing-how necessary for effective par-
ticipation in joint ensemble musicking.

The aim of the article is to develop a set of peda-
gogical conditions that contribute to the formation of
artistic and polylogical knowing-how of future Mas-
ters of Musical Art, ensuring their readiness to partic-
ipate in ensemble musicking.

Presentation of the main material. In order to
achieve the purpose of the study, it is necessary to
clarify that pedagogical conditions in the research
literature are considered as specific educational
frameworks, strategies and environments that guide
the entire learning process. They include various ele-
ments, including teaching methods and forms, organ-
isational frameworks for collaborative work, integra-
tion of technologies — everything that can be aimed at
increasing the effectiveness of solving the tasks of the
educational process (Hill et al., 2023; Smorodskyi et
al., 2023; Scherer, 2023).

In order to ensure the process of formation of
artistic-polylogical knowing-how of future Masters
of Musical Art, it is proposed to create pedagog-
ical conditions that take into account the structure
of this construct. In previous studies it was found
that the artistic-polylogical knowing-how necessary
for effective participation in ensemble musicking for
future Masters of Musical Art include the following
components:

1) a polycommunicative-motivational component,
which is responsible for the intention to meaningfully
participate in the creative process, striving to make
their unique contribution and simultaneously working
towards the common goal of musical interpretation;

2) semiotic-epistemological component, which
was determined based on the understanding that
future Masters of Musical Art should have knowledge
of signs and symbols used in both intersubjective
and artistic polylogue, which is essential for effective
communication during ensemble work;

3) descriptive-reflexive component, which
includes the ability to decipher and understand the
signs of artistic and intersubjective polycommunica-
tion, including non-verbal signals that convey the per-
formance intentions of ensemble colleagues;

4) discursive-participative component, which is
responsible for the process of realising knowledge
and reflexive skills in the ensemble's polylogic com-
munication, facilitating strategic artistic planning and
co-creation.
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When developing pedagogical conditions that
contribute to the formation of the polycommunica-
tive-motivational component, its content was taken
into account, such as the intention to participate in a
joint creative process and the desire to make a unique
interpretive contribution, while showing empathy for
the vision of other participants. In order to develop
an appropriate pedagogical condition, it was taken
into account that intension is related to the value ori-
entations of the individual, i.e., intension is directly
dependent on the realisation of the value of the object
to which it is directed.

In the context of developing the pedagogical con-
dition that ensures the formation of the polycommu-
nicative-motivational component, it is important to
understand what can provide the motivation of future
Masters of Musical Art students to actively participate
in artistic polylogue and polylogic intersubjective
communication of ensemble musicking. Intentional-
ity in this context refers to the desire and aspiration to
participate in collaborative musical activities, while
value orientations refer to the perceived significance
and value of the musical-interpretative experience.
The formation of such value orientations is provided
by the reliance on the axiological approach, which
focuses on the concept of value attitude.

So, the intension of future masters of music art stu-
dents to participate in ensemble musicking is based on
their perception of the value of music as an art form
and as a collaborative process. S. Hill et al. (2023)
emphasise that the ensemble experience is deeply
rooted in the cultural history of music education and
is seen as an important component of musician train-
ing. This cultural relevance fosters a sense of value
in students, motivating them to actively participate in
ensemble musicking.

Inculcating values related to collaboration and
teamwork is important in developing positive atti-
tudes toward ensemble participation. A. Bilozerska
et al. (2021) argue that creating a supportive envi-
ronment that encourages collaboration and mutual
respect between ensemble members can significantly
increase students' intentions to contribute creatively.
When students feel valued and respected in an ensem-
ble, they are more likely to be invested in the collec-
tive interpretive process.

An important value basis for the intension to
achieve the shared artistic and interpretive goal of
collaborative ensemble musicking is also an under-
standing of the cultural and emotional significance of
the musical arts (Kivy, 1995). When students under-
stand the value of musical art as a cultural phenom-
enon that embodies the worldview, aesthetic aspi-
rations and spiritual experience of humanity, they
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perceive ensemble musicking as an opportunity to be
involved in global cultural contexts and will be more
willing to make meaningful contributions to the inter-
pretive-creative process.

Thus, for the formation of the polycommunica-
tive-motivational component of artistic-polylogical
knowing-how of future Masters of Musical Art it is
advisable, based on the axiological approach, to create
pedagogical conditions that stimulate the value atti-
tude to musical art and musical ensemble musicking.
The creation of such conditions implies encouraging
students to positive and engaged thinking, as well
as to experience a sense of ownership and responsi-
bility for their contribution to ensemble musicking.
The methods of implementing this condition should
provide an environment that emphasises the cultural
significance of music, and should be based on the
introduction of effective and innovative forms of col-
laborative learning.

The development of pedagogical conditions
for the formation of semiotic-epistemological and
descriptive-reflexive components was based on the
understanding of the complementary role of these two
components, due to the fact that the music-performing
process is based on the knowledge and understanding
of the signs and symbols of the musical text, as well as
knowledge of the signs of interpersonal communica-
tion, requires understanding based on reflection. Thus,
pedagogical conditions should integrally ensure both
the formation of the content of each component and
the formation of the ability to integrate such content
in ensemble-interpretation work. The meth-odologi-
cal basis of this process is provided by the hermeneu-
tic approach, which is responsible for the processes of
analysing, understanding and interpreting signs.

The hermeneutic approach in music education is
widespread as a methodological basis for understand-
ing and interpreting the signs of musical texts (Kin-
sella, 2006). However, this approach is also applica-
ble to the development of the ability to understand
the signs of human communication, in particular
the non-verbal cues exchanged between ensemble
members during performance. Collective musicking
requires a complex network of reciprocal and non-lin-
ear communicative processes involving different
dimensions, including bodily, affective and sociocul-
tural (Schiavio et al., 2019).

The aforementioned complexity of understanding
and poly-communication during ensemble musicking
requires the creation of pedagogical conditions that
can prepare future music majors to interpret both the
musical text and the non-verbal interactions taking
place in real time. Such conditions are the induce-
ment to analyse and understand the signs of artis-
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tic and intersubjective poly-communication in joint
artistic-interpretative work. This condition is imple-
mented by methods aimed at forming an epistemo-
logical basis containing information about the signs
of artistic and intersubjective polycommunication,
as well as the ability to discuss their meanings in the
polydiscourse of ensemble interaction.

The methods of forming an epistemological base
containing knowledge about the signs used for artis-
tic polycommunication with musical text should be
aimed at actualising music-theoretical knowledge,
including the analysis of musical forms, structures
and stylistic elements (Cheng, 2019). Such theoreti-
cal grounding will allow students to form their own
repository of musical signs and their possible descrip-
tions needed for interpretation.

In turn, understanding of non-verbal cues in
ensemble musicking should be supported by targeted
interventions, such as non-verbal communication
training, which will focus on building the ability to
recognise body language signs, facial expressions and
other non-verbal cues (Dobson & Gaunt, 2015; Laro-
che et al., 2022).

Encouraging students to engage in reflective
practice will, in turn, help them deepen their under-
standing of both musical and non-verbal communi-
cation. By analysing their performances and interac-
tions, students can develop an awareness of the signs
they encounter and may themselves use in ensemble
musicking contexts. In this way, reflective methods
ensure the development of awareness of poly-com-
municative behaviours that enhance the quality of
non-verbal communication between ensemble mem-
bers (Biasutti et al., 2016).

To ensure the development of specific interpretive
abilities required for collaborative ensemble work,
it is advisable to provide hermeneutic workshops
focused on hermeneutic analysis, which can help stu-
dents develop the skills needed to interpret musical
texts and non-verbal signs. These workshops could
include case studies of ensemble performances where
students analyse both the score and the interaction
between musicians, aiming for a holistic understand-
ing of the polylogical interpretive-creative process.

Pedagogical conditions promoting the formation
of the discursive-participative component of future
Masters of Musical Arts' artistic-polylogical know-
ing-how were developed taking into account the fact
that this component includes the ability to instantiate
in the process of ensemble musicking the knowl-
edge about the symbols of musical texts and signs of
non-verbal interaction in a musical ensemble, as well
as the skills of reflexive analysis of such symbols and
signs in order to understand them and develop a joint
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interpretative concept. Taking into account that this
process is associated with a complex poly-commu-
nicative interaction aimed at integrating a multitude
of communicative projections into a single artistic
and communicative whole, it seems appropriate to
apply an integral approach.

What is valuable in the context of the research
is the potential of the integral approach to organise
the process of combining the unique contributions of
each ensemble member into a unified whole, result-
ing in an artistic outcome that is more than a simple
summation of constituents (Wilber, 2005). This holis-
tic perspective allows student musicians to realise the
interconnectedness of their individual contribution
and collective artistic vision.

Based on the integral approach, it is necessary to
create special pedagogical conditions that encourage
future Masters of Musical Arts students to under-
stand and apply the signs of artistic and intersubjec-
tive communication to solve interpretive and perfor-
mance tasks in the process of ensemble musicking.
The implementation of this pedagogical condition
requires the use of methods based on the creation of a
special environment for collaborative learning, stimu-
lating their creative attitude to poly-communication in
ensemble musicking. Such an environment could be a
rehearsal process organised in such a way as to foster
polylogue and interaction between student musicians,
allowing them to collectively negotiate meaning and
artistic means of interpretation (Hill et al., 2023).
Such an environment fosters a sense of community
and collective responsibility for the musical outcome.

Furthermore, an important aspect is the actual-
isation of the value of each participant's individual
contribution. This focus requires the integration of
polylogic forms of interaction and facilitative peda-
gogical support. In particular, various forms of student
self-governance in the rehearsal process are applica-
ble in this process, when students organise and sup-
port the polylogue by their own efforts. In doing so,
educators should emphasise the importance of each
student's unique contribution to ensemble musick-
ing. By recognising and valuing individual strengths,
future music majors can feel empowered to express
their ideas and interpretations in an effort to construct
a shared artistic vision for the ensemble.

The integration of technology can also be benefi-
cial in the context of implementing this pedagogical
condition. For example, using technology to record
performances and applying reflective skills to ana-
lyse performances in a polylogue format can improve
descriptive skills and the application of communica-
tive signs directly in the ensemble musicking process
(Cheng, 2019). The use of digital platforms to conduct
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rehearsals remotely can contribute to music students'
particular experience in organising poly-communi-
cation in a complex environment, but using modern
means of information exchange.

Conclusions. Summing up we can state that the pro-
cess of formation of artistic-polylogical knowing-how
of future Masters of Musical Art should be organised
on the basis of axiological, hermeneutic and integral
approaches, creating special pedagogical conditions
in the musical-educational process of preparation for
ensemble musicking. In particular, on the basis of the
axiological approach it is advisable to direct efforts
to the formation of the polycommunicative-motiva-
tional component, which includes the intention to
participate in joint ensemble musicking and to make
their own contribution to the interpretive work, while
maintaining an empathic attitude to the artistic vision
of other participants. To form this component, it is
necessary to create pedagogical conditions that stimu-
late a value attitude to musical art and musical ensem-
ble musicking. The introduction of such conditions is
aimed at encouraging students to positive thinking,
stimulating their interest in musical art as a significant
cultural phenomenon, as well as, a sense of owner-
ship and responsibility for the joint creative process.

The hermeneutic approach is defined as an
approach, the application of which contributes to the
formation of semiotic-epistemological and descrip-
tive-reflexive components, which, in complex inter-
action, are responsible for the ability of future musi-
cians to analyse, descript, understand and interpret the
signs of the musical text, as well as signs of non-ver-
bal communication during ensemble musicking. To
achieve this goal, based on the hermeneutic approach,
it is necessary to create pedagogical conditions,
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inducing future Masters of Musical Art to analyse
and understand the signs of artistic and intersubjec-
tive polycommunication in joint artistic-interpretative
work. Among the methods of implementation of this
condition is the actualisation of music-theoretical
knowledge in artistic poly-communication with musi-
cal texts, encouragement to reflective practice, as well
as, it is recommended to conduct trainings of non-ver-
bal communication and hermeneutic seminars to dis-
cuss the joint interpretive concept of performance.

The integral approach is chosen to provide a pro-
cess for the formation of the discursive-participative
component, which is responsible for the ability to
instantiate knowledge about the signs of artistic and
intersubjective polycommunication directly in the
process of ensemble musicking. In this process, the
integral approach directs efforts to the creation of a
holistic joint creative product — a joint interpretation
that takes into account the artistic vision of each of
the participants, integrating them into a unique holis-
tic musical performance. Thus, the pedagogical con-
ditions that ensure this process are aimed at encour-
aging future Masters of Musical Art to understand and
apply the signs of artistic and intersubjective commu-
nication to solve interpretation and performance tasks
in the process of ensemble musicking. The applica-
tion of this condition should be based on methods that
provide an environment favourable to creativity and
facilitation support for students.

The direction of further research is the experi-
mental verification of the effectiveness of the devel-
oped pedagogical conditions on the basis of reasona-
ble approaches, in order to form artistic-polylogical
knowing-how of future Masters of Musical Art in the
process of ensemble musicking.
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