AHOTAIIS

Tapabanoe A. I1. Haconpocmip gpopmeniannux conam XVIII-XIX cmonimeo
y eukoHnascoKiii npakmuuyi. — Ksamidikaiiiina HayKoBa Iparis Ha MpaBax PYKOIHCY.

HaykoBe 0OrpyHTYBaHHSI TBOPUOTO MHCTEUBKOTO TNPOEKTY Ha 3100yTTS
TBOPYOTO CTYMEHS IOKTOPA MUCTEITBA 3a CremiaibHICTIO 025 « My3udHe MUCTEIITBOY
(ramy3p 3Hanb 02 «KynmpTypa 1 mMucTenTBO»). — XapKIBChbKUH HalllOHATbHUN
yHiBepcuTeT MmucTenTB iMmeH1 [.II. KoTiaspeBchbkoro, MiHICTEpPCTBO KyJIbTYpH Ta
1H(popMaIiiHOT NOMITUKH Y Kpainu, Xapkis, 2023.

OCHOBOIO TBOPYOTO MHUCTEILKOIO MPOEKTY OOpaHO BU3HAYHHKA (QEeHOMEH
3aX1THOEBPOIEUCHKOT KOMIIO3UTOPCHKOI Ta BHUKOHABCHKOI TBOPYOCTI — IKaHP
KJIaBIpHOI/(pOpTENniaHHOT COHATH Yy XPOHOJIOTIYHHUX Mexax Bix moudatky XVIII mo
cepenunu XIX CTONITh, SIKAW PO3TIITHYTO B YaCONpOCMOpO8ill NPoeKyii. 3aisl IIbOTo
3aJIy4eHO HaMOUIbII TTOKAa30Bl MOro 3pa3Ku, CTBOPEHI B O3HAYEHUM MEpioj, a came:
okpeMi conaru J[. Ckapaarti, K. ®. E. baxa, . Taiinaa, B. Mormnapra, M. Knemenri,
JI. Ban Berxosena, ®. Illy6epra, P. [llymana, ®. Jlicta Ta 1. Bpamca.

Otxe, akmyanpnicms 00paHoi B JOCIIKEHH] TPOOJIEMATUKH TIOJISITAE B TOMY,
IO PO3TJIAIAETHCA PO3MAITTA BUSIBIB JKaHPY KiaBipHOi/opTemiaHHOI coHaTh Ta ii
TOJIOBHOTO aTpUOYTy — COHATHOI (POPMU — SIK HAWBAXKJIMBIILIOTO JOCSTHEHHS B LIapHHI
IHCTPYMEHTAJIbHOI MY3UKH, 110 O€3M0CcepeTHbO 3HANIIIIO BiII3EPKAJICHHS B €BOJIIOLIT
BHKOHABCHKOI TBOPUOCTI B I[IJIOMY Ta MIaHICTUYHOI KYJbTYpH 30Kpema.

Memoro mucmeyvkoco npoekmy, WO BU3ZHAYAE MNOTO HOGU3HY, TIOCTAE
BUSBIICHHSI Ta 3aCTOCYBAHHSI YACONPOCMOPOB020 MiOX00y IO BHUBUYEHHS Ha3BaHUX
KJIaBIpHUX/(POPTEMiaHHUX COHAT 1 MOTo BIUIMB HAa Cy4aCHY BUKOHABCHKY NMPAKTHUKY.

Memy 1 BIITIOBIIHUM 10 HET npeomem HayKo8020 0OIPYHMYBAHHS MUCTEYbKO2O
NpoEKmy CTAaHOBUTH OialeKmuxka 63acmoolii 0ymmeeo20 ma BUKOHABCLKO2O
yaCconpocmopis KiasipHoi/popmenianHoi conamu y 3pa3kax BKa3aHOTO 1CTOPUYHOTO
nepiogy. Y 3B’S3Ky 3 IMM 3a3HAYEHO, L0 BUKOHABCLKULU 4YACONPOCMIp COHAT
3aKOHOMIPHO TIOB’SI3aHUW 13 OYMMEBUM UACONPOCMOPOM, AK€ BUKOHABCHKO-
IHTepIpeTalliifHi BJIACTUBOCTI OyIb-SKOTO TBOPY 3aKJIaJieHI B MOro 1MaHEHTHUX

MY3UYHHX SIKOCTSIX — 3MICTI Ta (YOpMI SIK €HOCTI KOMIIO3UTOPCHKOTO 3a7yMYy.



TeopernyHe MIAIPYHTS Ta 3pa3Kd XyAOKHBOI TIPAKTUKH 3 O3HAYEHOI
npoOJIeMaTUKU CHCTEMHO PO3TOPHYTO Y JBOX pO3AUIAaX 1 AT MiIPO3ALIaxX
nociixeHus. Y Pozoini 1 «Kanp knagipnoi/gpopmeniannoi conamu ma ¢hopma
COHaAmMHO20 anezpo 6i0 eumokie 00 cepeounu XIX cmonimmsa: Oymmeeuil
yaconpocmip» aBTOPCHbKY KOHIICTIIIIO TMPEACTAaBICHO 6i0 3 SCYyBaHHS MIiCIs
dopTemniaHHOi COHAaTH B JAMCKYpCl CIYXOBOI MEpLENIii MY3WYHOi KIJIACUKH 3
ypaxyBaHHSM BUKIIMKIB CHOTOJICHHS (nidpo30in 1.1.), uepe3 3aKOHOMIPHHUIN PO3TIIST
KIFOUOBUX €TalllB PO3BUTKY KJIaBIpHOi/GOpTEMmiaHHOI COHAaTH B OyTTEBOMY
4aconpocTopi (niopo30in 1.2.), 0o aCeKTIB aBTEHTUYHOCT! Y BUKOHABCTBI, 3ByKOBOT'O
00pasy IHCTPYMEHTa, CTaBJIEHHS J10 HOTHOTO TEKCTY (niopo30din 1.3.).

BcranoBneno, mo y mporeci (QopMyBaHHS JKaHPOBUX O3HAK COHATH,
ICTOpUYHUX TpaHCPOpMALi 1HIUBIIyaIbHO-aBTOPCHKOIO TPAKTYBAHHS 11 KaHPOBOL
MOJIei, 3MIHIOBAJIMCS cllyXallbKa TMepUemnilis Ta 1HTepec 3 OOKYy BHKOHAaBIIIB.
BukoHaBcbka Tpamuilisg IOJI0 KJIaBIpHOi, a 3roJgoM 1 ¢opTemniaHHoi COHATH
BIJIJI3EPKAIIIOE CYTTEBUIN BIJIMB HA HEI 1HCTPYMEHTAJIbHOI €BPOINEUCHKOI KYJIbTYpH,
IpOLIECiB, TOB’SI3aHUX 13 YJOCKOHAJICHHSIM IHCTPYMEHTIB Ta, BIJIMOBIJIHO,
IHCTPYMEHTAJILHOTO ~ CTWJII0O  MY3UKYBaHHS,  BIPTYO3HOCTi,  TEXHIKH  TpH,
apTUKYJSALIMHUX MPUAOMIB, a TAKOXK 3MIHY aKyCTHYHO-IIPOCTOPOBUX MapaMeTpiB
IHCTPYMEHTIB Ta KOHIIEPTHUX MpuMiieHb. L{i Ta 1HOI TeHAEHIi cepel 1HIIOTo
dopMmyBanu  neTepMiHaHTH  OYTTEBOTO Ta  BUKOHABCHKOTO  YacOMPOCTOPY
KJIaBipHUX/(OpTEeniaHHUX COHAT.

My3uko3HaBYMi Ta BHUKOHABCHKHI JHUCKYPCH Y TIPEACTABICHOMY PO3Iiii
JIOTIYHUM YWHOM B3a€MOJ1t0Th. CTOCOBHO IBOTO MiJAKPECIEHO, IO KaHP COJIBHOT
KJIaBipHOi/popTenmiaHHOT COHATH BUMAra€e BiJ] MYy3WKaHTA-TIaHICTA CIPaBXKHBOI
MaMCTEpPHOCTI 3aJJIsl CTBOPEHHS XYAOKHbO IEPEKOHJMBOI 1HTEpHpeTalii, BMIHHS
JIOCKOHAJIOTO BIJTBOPEHHSI JIOTIKM COHATHOI MOOY/OBM, 3aCHOBAHOI Ha JlaJCKTHII
KOH(ITIKTHOCTI a00 IIOHAWMEHIIIE KOHTPACTHOCTI MPOBIJHUX COHATHUX TEM, IO Y
KOMITO3UTOPCHKOMY 3ayMi Ta BUKOHABCHKIM KOHIIEMIIT BTUIIOETHCS 32 JOMOMOTOIO
KAHPOBO-CTUJILOBUX, JIpaMaTypridyHUX, (OPMOTBOPUMUX, TEMATUYHHUX, TEMOPOBO-

(GakTypHUX, TEMIIOBUX, AMHAMIYHUX, APTUKYJALIMHUX MEpeKIoueHb. BomHouac



M1JKPECIICHO, 1110 KJIaCUYHUN COHATHUHN LUK y opTemiaHHii My3Hlll K MePEeBaAXKHO
MOHYMEHTaJIbHa My3W4YHa KOMIIO3HMIIisl BUMArae BiJl BUKOHABIISI JOCBIAY LIJTICHOTO
OCSITHEHHSI Ta y3arajlbHEHHS APaMaTypriyHoi €1HOCTI (OpMH.

Y po3mim TakoX MPEACTaBICHO ICTOPUYHY MO3aiKy TBOPUHUX TOPTPETIB
«COHATHUX» KOMIIO3UTOPIB 3a TMPHUHIMIIOM XPOHOJOTIT IXHBOT ISUTBHOCTI,
BIITBOPEHHS Ta HACIITyBaHHS TpaauIlii y chepi hopMyBaHHS Ta €BOJIONIT HE TITBKU
BJIACHE XAHPOBOI MOJENI COHATH, a W COHAaTHOI (POPMH Ta COHATHOTO IHKIY SIK
JICTEPMIHAHT I1i€]1 €BOJIIOIIII.

Bukopucrane 3a151s 1IbOTo MOHATTSI OYMMmMEBO20 YacoOnPOCmopy CTa€ MOX1THUM
B (1710COPCHKOTO 3HAUYCHHS SABUIA «OYMMmMEGICMb) Ta «Oymmsiy», CIPOEKTOBAHOTO
Ha «orcummsy (€K3UCTEHIIII0) COHATHOTO >KaHpPy B ICTOPUYHIN JAMHAMII PO3BUTKY
HOro 3MICTOBHO-()OPMOTBOPYMX BIACTUBOCTEH. Y 3B’S3KY 3 UM «YACONPOCMIDY
YCBITOMJICHHI aBTOPOM SIK KBIHTECEHIISl 30BHIIIHIX (ICTOPUYHUX, COLIOKYJIbTYPHUX
TOINIO) MEPEAYMOB BHHUKHEHHSI COHATH Ta i1i BHYTPIIIHIX IMAHEHTHHX O3HaK (BiA
KAHPOBO-CTUJIHOBUX 10 (POPMOTBOPUYMX, TEMATUYHUX XAPAKTEPUCTHK) SIK OKPEMOi
MOTYXHOT c(hepr KOMIO3UTOPCHKOT, @ TAKOK BUKOHABCHKOT TBOPUOCTI. 3a3HAUEHO, IO
BOHA CYTT€BO BIUIMHYJIa Ha 3arajbHi MPOLIECH €BOJIIOLII MY3MYHOTO MUCTELTBA Ta
My3U4HOTO MHucIeHHs. OTxke, Ha OAyMKY aBTOpa JOCTIKEHHS, BHSBICHHS
BUKOHABCLKO20 YACONPOCMOpPY COHATH YHEMOKJIUBIIOETHCS 110332 PO3TISAOM  ii
0YymMmes0o20 4aconpocmopy.

OctanHiii yBiOpaB 0arato CKJIaJOBUX JACTEPMIHAHT — ICTOPUKO-KYJIbTYPHY
(XpoHOTOTIHY, emoXalibHy), reorpadiuHy (HaI[lOHaJbHa BH3HAYEHICTH), >KaHPOBO-
CTWJIbOBY, 3YMOBJIEHY €BOJIOLIEI0 MY3UYHOI TBOPYOCTI, OYPXJIMBHUM PO3BUTKOM
MY3UYHOTO 1HCTPYMEHTApPiI0 Ta BUHUKHEHHSM HU3KH IHCTPYMEHTAJIbHUX TBOPIB, LIO
CIPUSUIIO IOCTYIIOBOMY (DOPMYBAHHIO HOBHX PO/IIB 1 BUIIB THCTPYMEHTAILHOT MY3UKH
3 BIAMOBIJHUM KOPITyCOM MY3HYHO-BUpPa30BHX 3acai. CoHaTa cTajia OJHUM 3 TaKuX
SIBUIII 13 TPUBAJIOIO 1CTOPIEIO PO3BUTKY, 110 1 JO3BOIMIIO BUSHAYUTH B POOOTI TOHSTTS
il oymmesozo uaconpocmopy.

Y Po30ini 2 naykoBoi po3Binku — «Knagipui/gpopmenianni conamu XVIII-

XIX cmoaims y uaconpocmoposiit 6UKOHABCLKIN NPOCKYii» — BU3HAYCHO,
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OOTPYHTOBAHO Ta KOHKPETU30BAHO YUHHUKU BUKOHABCHKO20 YACONPOCMOpPY, CTIOYATKY
y 3pa3kax KJIaBIpHUX COHAT Bim A00u mi3Hboro bapoko g0 Knacummsmy -—
JI. Cxapunarri, K. ®. E. Baxa, V. Taitana, B. Mouapra, M. Knementi (nioposdin 2.1.),
HaJalll — y COHaTHUX TBopax Mexi Kmacunmsmy ta PomanTu3smMy Ha mnpukiani
tBOpuocTi JI. Ban berxorena 1 @. lllybepra (nioposzodin 2.2.). Yci TBopH, 10 3aTydeHi
B LIbOMY pO3JAUII 10 aHami3y, YBIMIUIM O TBOPYOi CKJIAJ0BOi MPOMOHOBAHOIO
MHUCTEIBKOTO MPOEKTY, a BIATAK BIIOOPAKAIOTH MPAKTUYHI PE3YJIHTATH aBTOPCHKOTO
MOIIYKY BIJIMOBITHUX XapaKTEPUCTUK BHUKOHABCHKOTO YacCOMPOCTOPY B COHATaX.
BongHodac Ha OCHOBI pi3HUX CTHJIBOBUX IMIPOEKIIM COHATHOTO >KaHPY JOBE/ICHA
VHIBEPCANbHICMb A8UWA BUKOHABCHKO20 YACONPOCMOpPY MY3UUHOTO TBOPY SIK TaKOTO,
10 XapaKTepU3ye BECh KOMILJIEKC BUKOHABCHKUX 3acaj y TBOPI, HOTO BUKOHABCHKE
«38YKOMCUMMS», BIIA3EPKANIOE OIaNeKMUKY 63aEMO0ii BUKOHABCLKO2O HuACy ma
BUKOHABCHKO20 NPOCMOP) .

Cepen 1#oro yHiBepCcalbHUX JACTEPMIHAHT BHU3HAUCHO 38)YKOBUCOMHICMb,
MeMnopantbHiCmb, 63AEMOO0II0 MA B3AEMOBPIBHOBAINCEHHST CIMAMUKY WA OUHAMIKU,
op2aHizyoyy QYHKYII0 BUKOHABCHLKO20 YACYy 6 MY3UYHOMY (HOPMOMBOPEHHI,
MEeMPOPUMMIYHY BUKOHABCHKY I[HEPYIt0, KOHMUHYANbHICMb UYaCONpoCcCmopy ma
BUKOHABCLKE NepedbayeHHs (aHmuyunayiio), BUKOHABCLKE (OPMOOCACHEHHs Yepe3
onpayrosanus demasiel. TakoX BCTAHOBJIEHO POJIb ACUXOJIO2IYHO20 UACONPOCHOPY
BUKOHABYSL, IO YCBIIOMITIOETHCS B pOOOTI SIK 0coOucmuti ma 0cooOucmicHutl, aKuil Mae
BENUKULL BNIUB HA BUKOHABCHKY AHMUYUNAYII0 MA XYOOMCHIU pe3yIbmam My3UyHOi
IHmepnpemayil. Ilcuxonociunuu yaconpocmip CIIPSIMOBY€ BHUKOHABCBHKY
IHTEpHpeTalilo K XyAOKHbO YHIKaIbHY, JOEAHYIOUM 1i J0 OPUTIHAIBHOIO
KOMITO3UTOPCHKOTO 33JIyMy TBOPY.

Bucnoeékamu HaykoBOTO OOTPYHTYBAaHHS TBOPYOTO MHCTEI[BKOTO IPOEKTY,
CKEpOBAaHOTO CY4YaCHOIO TIPAaKTUKOK BHUKOHAHHSA, B TOMY YHCII BJIACHUM
BUKOHABCHKHUM JOCB1JIOM KOHIIEPTHUX 1IHTEPIIPETAIliil aBTOpa POOOTH, € YCBITOMIICHHS
HarajgbHOI HEOOXIJHOCTI B aKTHUBI3allll KOHIEPTHO-IPOCBITHUIIBKOI JISUTBHOCTI
MY3UKaHTIB 3 METOIO 3aJIy4€HHs HIUPIIOL ayAUTOPii 10 CKapOHUII CBITOBOI My3UYHOT

KJIACUKH, IO CIIPUsE€ BUXOBAHHIO CIyXalbKOI KyJIbTYpPH MUCJIEHHS Ta CIIPUMMAHHS.
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BuBueHHsI 11aHICTOM BUKOHABCHKOT'O YaCcOIMPOCTOPY KiIaBIpHUX/(PopTeniaHHUX COHAT
€ BOXJIMBUM Y MIITOTOBYIN Ta KOHIEPTHIHN MisUTBHOCTI.

Kniwwuosi cnoea: knasipui/popmenianni  conamu  XVII-XIX cmonims;
KOMNO3UMOPCbKA MBOPUICMb I GUKOHABCHKA NPAKMUKA, OYMMEBUU MA BUKOHABCHKULL
yaconpocmip — My3uuHO20  MEOpPY;  UUHHUKU  BUKOHABCHLKO2O  YACONPOCMOpPY,

NCUXONOLTUHULL YACONPOCMID BUKOHABYS, BUKOHABCLKA MAUCMEPHICMb NiaHicma.

SUMMARY

Tarabanov A. P. Chronotope of Piano Sonatas of the 18th and 19th Centuries
in Performing Practice. — Qualifying scientific work on the rights of the manuscript.

Scientific substantiation of the creative art project for obtaining the creative
degree of Doctor of Arts in the specialty 025 “Musical Art” (field of study 02 “Culture
and Arts”). Kharkiv [.P. Kotlyarevsky National University of Arts, Ministry of Culture
and Information Policy of Ukraine, Kharkiv, 2023.

As the basis of the creative art project, a significant phenomenon of Western
European composing and performing art, the genre of the clavier/piano sonata in
chronological limits from the beginning of the 18th to the middle of the 19th centuries,
i1s chosen. It is considered in time-space projection. For this purpose, the most
representative samples of it, created in the specified period, are involved, namely:
individual sonatas by D. Scarlatti, C. P. E. Bach, J. Haydn, W. Mozart, M. Clementi,
L. van Beethoven, F. Schubert, R. Schumann, F. Liszt and J. Brahms.

Hence, the relevance of the issues chosen in the research is that the variety of
manifestations of the clavier/piano sonata genre and its main attribute — the sonata form
— are considered as the most important achievement in the field of instrumental music,
which was directly reflected in the evolution of performing art in general and pianistic
culture in particular.

The purpose of the artistic project, which determines its novelty, is the
identification and application of a spatio-temporal approach to the study of the named

clavier/piano sonatas and its influence on modern performing practice.
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The purpose and the subject of the scientific substantiation of the artistic project
is the dialectic of existential and performing chronotope interaction in the clavier/piano
sonata samples of the specified historical period. In this regard, it is stated that
performing chronotope of the sonata is naturally connected with existential chronotope,
because the performance-interpretive properties of any work are embedded in its
immanent musical qualities — content and form as a unity of the composer’s idea.

The theoretical basis and examples of artistic practice from the specified range
of issues are developed systematically in two sections and five subsections of the study.
In Chapter 1 "The Genre of the Clavier/Piano Sonata and the Form of the Sonata
Allegro from the Origins to the Middle of the 19th Century: Existential Chronotope",
presentation of the author’s concept begins with the clarification of the piano sonata
place in the discourse of the auditory perception of musical classics, taking into account
the challenges of today (subsection 1.1). Subsection 1.2 provides a systematic overview
of the key stages in the development of the clavier/piano sonata in existential
chronotope. Subsection 1.3 examines the aspects of authenticity in performance, the
sound image of the instrument, and the attitude to the musical notation.

It has been established that during the formation process of the sonata genre
features, historical transformations of the individual and authorial interpretation of its
genre model, the perception by the listener and the interest on the part of performers
changed. The performing tradition of the clavier, and later the piano sonata, reflects the
significant influence of European instrumental culture on it. Among other things, these
are processes related to the improvement of instruments and, accordingly, the
instrumental style of music making, virtuosity, playing technique, articulation
technique, as well as changes in the acoustic-spatial parameters of instruments and
concert spaces. These and other trends formed the determinants of existential and
performance chronotope of clavier/piano sonatas.

Musicological and performing discourses logically interact in the presented
section. In this regard, it is emphasized that the genre of solo clavier/piano sonata
requires real skill from the musician-pianist in order to create an artistically convincing

interpretation, the ability to reproduce perfectly the logic of the sonata structure. The
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latter is based on the dialectic of the conflict or at least the contrast of the leading sonata
themes, which is embodied in the composer’s idea and performance concept with the
help of genre-stylistic, dramatic, form-creating, thematic, timbre-textural, tempo,
dynamic, articulation switches. At the same time, it is underlined that the classical
sonata cycle in piano music, as a predominantly monumental musical composition,
requires from the performer the experience of holistic understanding and generalization
of the dramatic unity of the form.

The chapter also presents a historical mosaic of creative portraits of "sonata"
composers based on the principle of the chronology of their activity, reproduction and
imitation of traditions in the field of formation and evolution of not only the sonata
actual genre model, but also the sonata form and the sonata cycle as determinants of
this evolution.

The concept of existential chronotope used for this purpose is derived from the
philosophical meaning of the phenomena of "essentiality" and "being", projected onto
the "life" (existence) of the sonata genre in the historical dynamics of the development
of'its content-forming properties. In this regard, "time-space" is perceived by the author
as the quintessence of external (historical, socio-cultural, etc.) prerequisites for the
emergence of the sonata and its internal immanent features (from genre-stylistic to
form-creating, thematic characteristics) as a separate powerful sphere of composer’s
and performer’s creative work. It is noted that the sonata significantly influenced the
general process of evolution of musical art and musical thinking. Therefore, according
to the author of the study, the identification of performing chronotope of the sonata is
impossible without consideration of its existential chronotope.

The latter absorbed many constituent determinants — historical and cultural
(chronotopic, epochal), geographical (national determination), genre-stylistic,
conditioned by the evolution of musical art, the rapid development of musical
instruments and the emergence of a number of instrumental works, which contributed
to the gradual formation of new genres and types of instrumental music with the

corresponding corpus of musical and expressive principles. The sonata became one of
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such phenomena with a long history of development, which made it possible to define
the concept of its existential chronotope in the work.

In Chapter 2 of the proposed research — "Clavier/Piano Sonatas of the 18th and
19th Centuries in Time-Space Performing Projection" — the factors of performing
chronotope are defined, substantiated and specified. At first it is carried out in samples
of piano sonatas from the late Baroque to Classicism — D. Scarlatti, C. P. E. Bach,
J. Haydn, W. Mozart, M. Clementi (subsection 2.1), later — in sonatas on the border
between Classicism and Romanticism on the example of creations by
L. van Beethoven and F. Schubert. All the works involved in the analysis in this section
have been performed by the author of the study within the creative component of the
artistic project, and thus reflect the practical results of the author’s search for the
appropriate characteristics of performing time-space in sonatas. At the same time, on
the basis of various stylistic projections of the sonata genre, the universality of the
phenomenon — performing time-space of a musical work — is proven as such, which
characterizes the entire complex of performing principles in the work, its performance
"sound life", reflecting the dialectic of the interaction of performing time and
performing space.

Among its universal determinants are defined pitch, temporality, interaction and
mutual balance of statics and dynamics, organizing function of performing time in
musical form-making, metro-rhythmic performing inertia, continuity of time-space and
performer’s prediction (anticipation), performer’s comprehension of form through the
processing of details. The role of performer’s psychological time-space, which is
understood in the work as personal and personalistic, has also been established, which
significantly affects performer’s anticipation and artistic result of the musical
interpretation. Psychological time-space directs the performance interpretation as
artistically unique, connecting it to the original composer’s intention of the work.

The conclusions of the scientific substantiation of the creative art project, guided
by modern performing practice, including the author’s own performance experience of
concert interpretations, are the awareness of the urgent need to intensify the concert

and educational activities of musicians in order to attract a wider audience to the
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treasury of world musical classics, which contributes to the education of listener’s
culture and perception. A pianist’s study of performing chronotope of clavier/piano
sonatas is important in preparatory and concert activities.

Keywords: clavier/piano sonatas of the 18th and 19th centuries; composer’s art
and performing practice; existential and performing chronotope of a musical work;
performing chronotope factors; psychological chronotope of a performer; performing

skill of a pianist.



