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Cyxaenko IOpii CepriiioBud. «MoBOI cepusi»: aHTOJIOTisl TBOPIB /I
kiaagecuny K.-®.Pamo y mapagurmi cydyacHoro ¢opTeniaHHOr o
BHUKOHABCTBA

HayxoBe oOrpyHTYBaHHSI TBOPYOTO MHUCTEIBKOTO MPOEKTY, MOJAHOIO Ha
300YTTS CTYIEHS JOKTOP MUCTENTBA (cremniaibHIcTh 025 — My3uuHe MUCTEITBO,
rany3p 3HaHb 02 — Kymbrypa 1 wmucrenrBo). XapKiBCbKUMN HallOHAJIbHUN
yHiBepcuteT muctentB imeHi I I1. KotmspeBcbkoro, MiHICTEpCTBO KYIbTYPH
VYkpainu. Xapkis, 2026.

HukimiyHe BHUKOHAHHS TBOPIB OJHOTO KOMIIO3UTOpA akKTyaji3ye HOro
CHAAIINHY, AKICHTYIOUM 11 CaMOJOCTATHIO I[IHHICTh Ta YHAOUYHIOIOYH ITOCTATh
MHUTIIS SIK HUTICHUHM XyH0XKHIN (peHoMmeH. Po3pi3HeH1 KOMIO3UINT y MeKaX €IMHOTO
KOHIIETITYaJIbHOTO NPOEKTY B3a€EMOJIIOTH HAa HOBOMY CMHCIOBOMY pIBHI,
OKpECIIIOI0YM CKJIAJIHY TPAEKTOPIIO0 MOLIYKIB aBTOpa. PI3HOMaHITHUN TBOpYUA
JIOCBI/I BIJIKPUBAETHCS y OPraHIYHINA €IHOCTI, Kpi3b SKY MOXE BrajyBaTHUCS
reHepajibHa HacTaHOBa KUTTeNIsIbHOCTI MuTLs. g XKana-diminna Pamo (1683—
1764) Taky HacTaHOBY OJHO3HAYHO C(HOPMYIIIOBATH HEMOXKIIMBO Y€pPEe3 MHOXKUHY
HOro TBOpUYHMX 1MOCTace, ajie KJIAaBECHHHA TBOPYICTH J03BOJIIE OCATHYTH JIOTIKY
WOr0 MHCIICHHSI, 3HAaWTH BHUTOKM MOr0 IEPEKOHAHHs, INO CIIPAaBXKHS MYy3UKa
TOBOPHUTH ‘“‘MOBOIO CEPIIS .

VY KkoHIepTHIN mpakTuii TBopu i kiaBecuHy JK.-®. Pamo mocraioTh sk
[JapvHAa CTBEP/XKEHHS 1CTOPUYHO 1H(HOPMOBAHOTIO BUKOHABCTBA, 30PIEHTOBAHOIO Ha
0apOKOBUI I1HCTpYMEHTapiii Ta PEKOHCTPYKIIIO BIAMOBIHOIO 3BYKOBOI'O
MuUcIeHHs. BogHouyac mpuiamToBaHi A0 KOHUEPTHOTO POSIs CTApOBHMHHI HOTHI
TEKCTH TIOCUTM 4YIJIbHE MiCIle Yy pernepryapl MIaHICTIB, SKI KepPYIOThCS
METOJIOJIOTTYHUMHU 3aCalaMH Cy4acHOro MiaHi3My. MK [IUMH 1HTepIpeTaliiHuMH
MiJIX0/IaMH BHHUKAIOTh IEBHI CYIMEPEUHOCTI, AKI 1 BU3HAYAIOTh MPOOJEMHE I10JIe

AaHOI'0O MUCTCUBLKOI'O ITPOEKTY.



TBopua cKkJlajoBa TMPOEKTY TMpeACTaBiIeHa TpbOMa KOHUEPTHUMU
porpaMamM, IO YTBOPIOIOTH AHTOJIOTiIO KiaBecMHHOi TBopdocTi XK.-®. Pamo.
30KpeMa Iepiia KOHIIEpTHa mporpama mija Ha3Boio «Début» oxommma «Premier
livre de pieces de clavecin» ta croiti 3 «Pieces de clavecin». [Ipyra koHiepTHa
nporpama «Concorde» Bximouna moBHui Uk «Pieces de clavecin en concerts» i
penpe3eHTyBaia aHCaMOJIeBUM, MIAJIOTIYHUM BHUMIP TBOPYOCTI KOMIIO3UTOpA.
Tperiii kourept «Carte de visite» 06’ exnas «Nouvelles suites de piéces de clavecin»
Ta okpemi TBopu «La Dauphine», «Les Petits Marteaux» i «Menuet». JIpamaryprito
UKy BUOYZYBaHO SIK MOCJI0OBHE BUsBIEHHS TBOpUOi ocoductocti XK.- . Pamo —
BiJl PAaHHBOTO KJIABECHHHOTO JEOI0TY Yepe3 aHCamMOJIeBY J1ajOTiKy O CBOEPITHOL
MUCTEIBKOI «BI3UTIBKI» KOMIIO3UTOPA.

AKTyajlbHICTb TEMH 3yMOBJIEHAa CTIHKOIO TPHUCYTHICTIO KJIaBECHMHHOI
cnagmuan K. -®O. PaMo y cydyacHii KOHIEPTHIM MIPaKTUIll Ta BOJHOYAC
JUCKYCIMHICTIO TNHTaHHS 1i BHUKOHaHHS Ha (opTeniaHo; HEOOXITHICTIO
MEPEOCMUCIIEHHSI OIMO3MIllT MIX I1CTOPUYHO 1HPOPMOBAHMM BHKOHABCTBOM Ta
aKaJIeMIYHUM IT1aHI3MOM SK B3a€EMOBHUKJIIOUHMMH IHTEPIIPETAIIHHUMU MOJICJISIMH;
noTpedor0 cucTeMaTu3allli ICTOpUYHUX (OpM MOBEPHEHHS KIABECUHHHMX TBOPIB
KOMITO3UTOpA JI0 BHKOHABCHKOI NPakTUKH XIX—XXI cTomiTh; HEOOXITHICTIO
PO3POOJIEHHS] CTUIIICTUYHO ¥ OPraHoJIOrYHO BMOTUBOBAHUX MPUHIMITIB aJanTali
0apOKOBOro KJIABIPHOTO TEKCTY JO aKyCTHUYHMX 1 TEXHIYHHUX MOXJIUBOCTEH
CYy4acHOT'O POsiJIs.

MeTta TBOPYOro MHUCTENLKOI0 MPOEKTY — cPopMyBaTH Ta ampoOyBaTu
KOHIENTYyaJIbHY MOJIeJIb aaanTailii kjaaBecuHHux TBopiB JK.-d. Pamo no cyyacHoro
dopTeniaHo Ha OCHOBI OPraHOJOTIYHO 3YMOBJICHMX NPHHIIUIIB KIJIABECUHHOI
Tpanuiii ©0e3 peayKilli BHUPA30BUX MOXJIMBOCTEH pOsUIi Ta MPE3EHTYBATH
3a)ikcoBaHYy B HOTHOMY TE€KCTI «MOBY cepiis» JK.-D. Pamo sk akTyalibHE Ta L[IKaBe
MHCTELTBO, a HE SIK MY3€MHUN €KCITOHAT.

OO0’ eKTOM J0CTITAKEHHS € a/1anTaIlis TBOPIB PPaHITYy3bKUX KIIABECUHICTIB 10
cydyacHoro ¢opremniaHo; NMpeAMeTOM — XYyJI0KHbO-IHTEpPHpETaliiiHl MeXaHI13MU

BIITBOPEHHSI «MOBHU CEpIS» Ta eMOIliiHOI Oe3mocepeHocTi 0apoKOBUX TBOPIB



XK.- ®. Pamo B ymoBax cydacHoro (opremiaHHOro BHKOHaHHA. MarepiaJu
AOCJTiKeHHsI OXOIUTIoe BCl TBopu st kiaBecuHy K. -@. Pamo, BMilieHi y
«Premier livre de piéces de clavecin», «Piéces de clavecin», «Nouvelles suites de
piéces de clavecin», conpHi Ta aHcamOieBi Homepu «Piéces de clavecin en
concerts», a takoxx okpemi kommosuilii «La Dauphine», «Les Petits Marteaux» i
«Menuet».

HaykoBa HOBM3HAa OTPUMAHHUX Pe3yJbTATiB MOJSITae B TOMY, IO BIIEpILE
kiaBecuHHy craamuny JK.-®@. Pamo pernpe3eHTOBaHO B KOHTEKCTI (iocodchkoi
JOKTPUHHM KOPJOLIEHTPU3MY Ta AIAJNIOTI3MY CAJIOHHOI KylbTypu DpaHiiii nepiuoi
nosoBuHU XVIII cTOMTTSA; KOMIUIEKCHO PEKOHCTPYHOBAHO U CHUCTEMATHU30BaHO
OCHOBHI eTanu Ta (OpPMHU MOBEPHEHHS KJIABECUHHOI CMAJIUIUHU KOMIIO3UTOpa y
BUKOHABChKY MNPakTHKY XIX—XXI cTONiTh 1 BHsIBIEHO poiib (OpTEmiaHHOI Ta
KJIABECMHHOT TpajMIlii y 1bOMY IIpOLI€Ci; CTBOPEHO MW  OOIPYHTOBAHO
KOHIENTyaJIbHY MOJI€NIb MIKIHCTpYMEHTalnbHOi anantaiii TBopiB XK.- @. Pamo 10
peaniii cydacHOro ImiaHi3My; MPaKTUYHO anpoOOBAaHO MOXJIMBICTH 1 JOLUIBHICTh
MPENICTAaBICHH y MYOJIIYHOMY MPOCTOpl YKpaiHU aHTOJIOTii MOro TBOPIB MJis
KJIABECUHY.

CTpykTypa HAyKOBOro OOIPYHTYBaHHSI MIATOPSIKOBAHA IEPEXONY Bif
1ICTOPUKO-KYJIbTYPHOTO OCMHCIIEHHS KiaBecuHHOi TBopyocTi JK.-d. Pamo 1o
dbopMyBaHHS Ta TPAKTUYHOI TEPEBIPKM BIIACHOI BHKOHABCHKOI KOHIEMIli. Y
NEPIIOMY PO3ILII TBOPUY IOCTaTh KOMIIO3UTOPA PO3IVISIHYTO Y KOHTEKCTI
(bpaHIy3pKOTO MY3UYHOTO MHCTENTBA Ta I1HTENEKTyalbHOI KyiabTypu XVIII
cromiTTs. KoHuemniis «crnpaBKHbOI MY3UKN» SIK «MOBH CEPIIsH BU3HAUCHA SIK OJHA
3 KIIFOYOBUX XYHO0XKHBO-eCTETUYHHMX HacTaHoB JK.-D. Pamo, 1m0 HE mpoTucTasisie
EMOIIIIHICTD 1 palliOHATBHICTH, a Tiependavyae iXHio0 B3aemMoli0. BecranoBneHo, 1o
JOTTYHICTh MY3U4YHOi ()OpPMHU, TapMOHIYHA CKJIAQJHICTh 1 CTPYKTYypHa SICHICTHb Y
KJIABECUHHHUX TBOPAaX KOMIIO3UTOPA CHIBICHYIOTh 13 BATOHUEHICTIO, T€ATPAIIbHICTIO,
00pa3HICTIO Ta 0€3MOCEPEAHICTIO €MOIIHHOTO BUCIIOBY.

OxkpeMy yBary NOpuIIJIEHO KOMYHIKaTHBHIA cneuudimi  QpaHIiy3pKoro

canony nepiuoi nonoBuHu XVIII cromitrs. CanoH ocCMUCIIIEHO HE JIMIE SIK Miclie



OPUBAaTHOTO MY3MKYBaHHS, a SK IMPOCTIp MJIaJoTy, €CTETHUYHHX JUCKYCIH,
CIIOCTEpEXKEHHS 34  JIIOJACBKUMHU  XapakTepaMM W MHCTENTBAa  BIYYHOI
XapaKTEpUCTUKHU. Y LBOMY KOHTEKCTI MPOrpaMHi Ha3BH KjaBecMHHHX I1'ec K.-
®. PaMO TpaKTYIOTbCS SIK BOXKJIMBUM KOMIIOHEHT MY3MYHOI XapaKTEpOJIOrii: BOHU
CHpPSMOBYIOTh BHUKOHABCHKE M CIyXallbKe CIPHUHATTS OO0 XapakTepy, >KecTy,
MICUXOJIOTIYHOTO CTaHy, pyXy a0o TearpajabHOro TUMaxy. Takui miaxia 103BOJISIE
PO3TJIA1aTH IPOTPAMHICTh TBOPIB KOMIIO3UTOPA HE SIK 30BHIIIHIO 1IFOCTPATUBHICTb,
a SK MeXaHI3M KOMYHiKalli, Oe3mocepeHbO TIOB’SI3aHUNH 3 BHUKOHABCHKOIO
IHTEpIpETAaIlI€IO.

PekoncTpykiis ictopii moBepHeHHs kiaBecuHHOi ciagmmuan XK.-®. Pamo y
XIX—XXI cTOMTTIX 3acBiAYMIa MHOKHUHHICTE (POpM 11 akTyastizalii Ta iCTOpUIHY
MIHJIMBICTh ySBIEHb PO aJ€KBATHE BUKOHAHHS CTAPOBUHHOTO MY3UYHOTO TEKCTY.
VYV XIX cromitti (popTeniaHHE MHCTEHTBO CTAJIO OJHHUM 13 TOJOBHUX OCEPEIKIB
30epexeHHs i noBepHeHHs My3ukH JK.- @. Pamo : yepe3 peaakTopchKli, eJaroriuxi
Ta KOHUEPTHI MPAaKTUKU KIABECUHHUU pernepTyap OyB 1HTEIrpPOBaHUN IO HOBOTO
KyJbTYPHOTO TIPOCTOPY. BipomkeHHs iCTOpUYHOro KiiaBecuHa HanpukiHii XIX —
y XX CTOMNITTI HE cKacyBajio ¢GOopTeNiaHHOI Tpaauliii, a chopMyBasio MOPS 13 HEIO
IHIIMH NUITX BUKOHABCHKOTO OCBOEHHS 1€ My3UKH. Y 7100y 3ByKO3amucy oOHiBa
HaMpsSIMHA PO3BUBAIUCS MAPANEITHHO, IO MOCTYMOBO CTBOPHIIO CYYacHY CHUTYaIlifo
KOHKYPEHIII1 KJIABECUHHUX 1 (DOPTEMiaHHNX IHTEPIPETaIliii.

Y npyromy po3zaiii npoosiemy intepnperaiii TBopiB JK.-D. Pamo po3risiHyTo
B OPraHoJIOTIYHOMY acrekTi. BusBieHo Bu3HAa4YalbHY POJb 3BYKOBOTO 00paszy
IHCTpyMeHTa y (opMyBaHHI I1HTEpPHpPETAIiiHOI KOHIEMIII Ta JIOBEICHO, IO
iCTOpUYHO 1H(QOpPMOBAaHE BHMKOHABCTBO ¥ aKaJeMIYHHMI TaHi3M JOIIBHO
OCMUCJIIOBATH HE SIK B3a€MOBUKITIOYHI CUCTEMH, a SIK P13HI BUKOHABCHKI MTapaiurmMH,
3/1aTHI JI0 B3a€MOZIi Ta B3a€EMHOTrO 30arayeHHs. IcTopuuHe 3HaHHS PO OAPOKOBY
apTUKYJALII0, OPHAMEHTHKY, aroriky, ¢pa3syBaHHs, arunkarypy, (GakTypHy
Oprasizailio Ta 3ByKOBHJ00YBaHHS MOKe OyTU HE apryMEHTOM IPOTU CY4aCHOTO
posiyIsi, a MIATPYHTSIM JJIsl CBIIOMOTO BHKOPHCTAHHS MOTO BIACHUX aKyCTUYHUX,

JUHAMIYHUX 1 TeMOpoBHX pecypciB. Ha il OCHOBI 3ampomOHOBaHWI MPUHITUTI



JIOTIOBHIOBAHOCT1 («d1 — 1»), SKUW 3aMIHIO€ AHTHHOMIYHY MOENb «abo — abo»
3YCTPIYHUM PYXOM JBOX TPAJIUIIIN.

CdopmoBaHa KOHIENTyaJlbHA MOJENb MDKIHCTPYMEHTAIBHOI —ajamnTalli
YMOBHO BH3HAa4deHa MeTa(oporo poslis «IliJi Mackooy» KIaBecHHa. Ii CYTHIiCTb
NoJisira€e He B IMiTalli TeMOpy ICTOPHUYHOIO 1HCTPyMEHTa i HE B OOMEKEHHI
BUPA30BUX MOXJIMBOCTEH CydacHOro (hopTemiaHo, a y BpaxyBaHHI OPraHOJIOTTYHO
BMOTHMBOBAHUX MPUHIIMIIB 1 BAKOHABCHKUX MPHUIAOMIB KJIABECUHHOI TPaAuIli 3 iX
HNOJANBIIUM TEPEOCMHUCICHHSM BIAMOBIIHO JI0 AKyCTUYHOI MPUPOIU POSIISL.
[Toni6HO 10 aKTOPA, SIKU BXOIUTH Y POJib, HE BTpAYat0Yy BIACHOI TPUPOIH, TTIAHICT
3aCBOIOE KJIABECMHHHUM THUI MY3WYHOTO MUCJIEHHS, 3aJHUIIAal0YMCh BUKOHABIIEM HA
CydacHOMY posiii. [HcTpymeHT 30epirae CBi KOHIEPTHUNM TOTECHIlIA, aje
MTOPSIKOBYE HOTO CTHITICTUYHO BMOTHBOBAaHOMY 3BYKOBOMY 00pa3sy.

VY mpomeci peanizaiii TBOPYOTO TMPOEKTY KOHKPETHU30BAHO CHUCTEMY
BUKOHABCHKMX 3ac00iB, 3a JIOMOMOTOI SIKHX OPraHOJIOTIYHI  MPUHIUITH
KJIABECUHHOI TpaJMIlli MOXYyThb OYyTHM aJanToBaHI JO AaKyCTUYHOI HpPUPOIU
cydacHoro ¢opremiano. [{o HuX HajmexaTh QYHKIIOHATFHO OOMEKEeHa TIeAam3altis,
MIKpOApTUKYJSLIHHA TU(epeHLialis, aKTUBHICT 1 TOYHICTh 3ByKOBUAOOYBaHHS i
MITPUXOBA JeTali3allis, 3aIy4eHHs €JIeMEHTIB CTApOBUHHOI arlIiKaTypHOI JIOTIKH,
PEricTpoBO-TeMOPOBA KOHTPACTHICTh, TU(PepeHIliioBaHe BUKOHAHHS OpPHAMEHTHUKH,
ypaxyBaHHs Tpunuunis Style brisé ta BHyTpimmHbOi puTMiuHOi mymbcamii. Ix
3aCTOCYBaHHS CHPSMOBAHE HE HA 30BHIIITHE HACIIyBaHHS KJIABECUHHOT'O 3BY4YaHHS,
a Ha TpaHcdopmalliro camoro cmocol0y (opTemaHHOr0 MUCIICHHS: 3BHYHI JIJIS
miaHicTa mejamzariis, kanTwieHHe legato, nuHamiube BUpiBHIOBaHHS (DaKTypu Ta
CHPSMOBAHICTh /10 HACKPI3HOI KyJbMIHAIll BTPayalOTh CTATyC YHIBEpCATbHUX
OpUMOMIB 1 MIOpa3y MEPEOCMUCIIOITLCS BIAMOBIAHO J0 apTUKYJISIINAHOIL,
PUTMIYHOI Ta OOpa3HOiI JIOTIKM KOHKPETHOTO TBOPY. AnamnTamis MOCTaE, TAKUM
YUHOM, HE SIK CHPOIIEHHS YW MOJEpHI3allisl 1ICTOPUYHOrO TBOPY, a sk ¢opma
orJIM0JIeHOT BUKOHABCHKOT pediekcii.

[IpakTyna anpoOaiisi y TpbOX KOHUEPTHUX Nporpamax MiATBEpAIIa

3aCTOCOBHICTh OPraHOJIOTIYHO BMOTHBOBAHOI MOJIEIII O COJIbHUX Ta aHCAMOJICBUX



TtBOpiB JK.-®. Pamo piznux nepioais. KonmeprHa peasni3zaliist aHTOJIOT11 3aCBlTUunIIA,
10 MPUHIMIH KJIABECUHHOTO BUKOHABCHKOTO MUCJICHHSI MOXKYTh IHTETPYBaTUCS Y
MPaKTUKY CY4aCHOIO MiaHICTa SIK OCHOBA IUTICHOTO 1HTEPIPETALIITHOTO 3ayMy, a
HE K 30BHINIHIN icTopuyHui aexop. KiaBecuHHa craainiHa KOMIIO3UTOpa B
TaKOMY MPOYMUTAaHHI HE OOMEXYEThCS (DYHKIIEI ICTOPUYHOIO JTOKyMEHTa abo
«MY3eHHOTr0 eKCIIOHaTay: ii «MOBa ceplis» 30epirae 31aTHICTh 10 O0e3MocepeHbOr 0
€MOIIIITHOr0 BIUIMBY M aKTyaJbHOI KOMYHIKAII 13 CYYaCHUM CIIyXaueM.
IIpakTHyHe 3HAYEHHS] OTPUMAHHUX Pe3yJbTATIB TOJATAE Yy MOXKIUBOCTI
BUKOPUCTaHHS 3alpONOHOBAHOI MOJIEJl Ta BHKOHABCHKUX PEKOMEHAAIN Yy
KOHIIEPTHIN MPaKTHIll, KJIacaxX CHelialbHOro (popTeniano, poOoTi 31 CTapOBUHHUM
KJIaBIPHMM TEKCTOM, a TaKOXX Yy HaBUAJIbHUX Kypcax 3 icTopii (opTemiaHHOoro
BUKOHABCTBA, My3WYHOI 1HTEpIIpeTaLii Ta iCTOpUYHO 1HHOPMOBAHOT'O BUKOHABCTBA.
Kniouoei cnosa: K.-®D. Pamo, hopmeniano, knagecun, kKamepHuil ancamoi,
aoanmayis, IHmMepnpemayis, OpPeaAHON02IiA, 368YKOSUUl 00pas IHCmMpymMeHma,
iCMOpUYHO IHHOPMOBAHE BUKOHABCMBO, AKAOEMIYHUU NIAHI3M, BUKOHABCHLKA

IHmepnpemayis, «mMoea cepysiy.



SUMMARY

Yurii Sukhlenko. “In the Language of the Heart”: An Anthology of
Jean-Philippe Rameau’s Harpsichord Works in the Paradigm of
Contemporary Piano Performance.

Scientific substantiation of the artistic project submitted for the degree of
Doctor of Arts (specialty 025 — Musical Art, field of study 02 — Culture and Art).
Kharkiv I.P. Kotlyarevsky National University of Arts, Ministry of Culture of
Ukraine. Kharkiv, 2026.

The cyclical performance of works by a single composer brings his legacy
into renewed focus, emphasizing its self-sufficient artistic value and revealing the
figure of the artist as a holistic artistic phenomenon. Within a unified conceptual
project, individual compositions interact on a new semantic level, outlining the
complex trajectory of the composer’s creative quest. Diverse creative experience 1s
revealed in an organic unity through which the artist’s overarching creative
orientation may be discerned. In the case of Jean-Philippe Rameau (1683-1764),
such an orientation cannot be formulated unequivocally because of the multiplicity
of his creative roles; however, his harpsichord oeuvre makes it possible to grasp the
logic of his thinking and to trace the origins of his conviction that true music speaks
the “language of the heart.”

In concert practice, Rameau’s harpsichord works constitute a domain of
historically informed performance, oriented towards Baroque instruments and the
reconstruction of the corresponding mode of musical thinking. At the same time,
early keyboard texts adapted to the concert grand piano have taken a prominent place
in the repertoire of pianists guided by the methodological principles of contemporary
pianism. Certain contradictions arise between these interpretive approaches, and it
Is these contradictions that define the problematic field of the present artistic
project. The creative component of the project is represented by three interconnected
concert programmes that form an anthological panorama of Rameau’s harpsichord

oeuvre. The programme Début included the Premier livre de pieces de clavecin and



the suites from Piéces de clavecin; Concorde was devoted to the complete cycle of
Pieces de clavecin en concerts and represented the ensemble-based, dialogical
dimension of the composer’s work; Carte de visite brought together the Nouvelles
suites de pieces de clavecin and the individual works La Dauphine, Les Petits
Marteaux, and Menuet. The dramaturgy of the cycle was conceived as a gradual
unfolding of Rameau’s creative personality: from his early harpsichord debut,
through the dialogical interaction of the chamber ensemble, to a distinctive artistic
“calling card” of the composer.

The relevance of the topic is determined by the continuing presence of
Rameau’s harpsichord legacy in contemporary concert practice and, at the same
time, by the ongoing debate concerning its performance on the piano; by the need to
reconsider the opposition between historically informed performance and academic
pianism as mutually exclusive models; by the necessity of systematizing the
historical forms through which the composer’s harpsichord works returned to
performance practice in the nineteenth—twenty-first centuries; and by the need to
develop stylistically and organologically grounded principles for adapting Baroque
keyboard texts to the acoustic and technical capacities of the modern grand piano.

The aim of the artistic project is to develop and test a conceptual model for
adapting Rameau’s harpsichord works to the modern piano, based on
organologically conditioned principles of the harpsichord tradition without reducing
the expressive capacities of the grand piano, and to present the composer’s
“language of the heart,” encoded in the musical text, as a living and relevant art open
to contemporary listeners.

The object of the research is the adaptation of works by French harpsichord
composers to the modern piano; the subject is the artistic and interpretive
mechanisms through which the “language of the heart” and the emotional
immediacy of Jean-Philippe Rameau’s Baroque works are recreated in
contemporary piano performance. The research material comprises all of Rameau’s
works for harpsichord contained in the Premier livre de pieces de clavecin, Pieces

de clavecin, and Nouvelles suites de piéces de clavecin, the solo and ensemble pieces



from Piéces de clavecin en concerts, as well as the individual compositions La
Dauphine, Les Petits Marteaux, and Menuet.

The scientific novelty of the results lies in the fact that, for the first time,
Rameau’s harpsichord legacy has been represented within the context of the
philosophical doctrine of cordocentrism and the dialogism of French salon culture
of the first half of the eighteenth century; the principal stages and forms of the return
of the composer’s harpsichord legacy to performance practice in the nineteenth—
twenty-first centuries have been comprehensively reconstructed and systematized,
and the respective roles of the piano and harpsichord traditions in this process have
been identified; a conceptual model of the inter-instrumental adaptation of Rameau’s
works to the realities of contemporary pianism has been developed and
substantiated; and the feasibility and artistic validity of presenting an anthology of
his harpsichord works within Ukraine’s public cultural sphere have been tested in
practice.

The structure of the scientific substantiation reflects a progression from the
historical and cultural understanding of Rameau’s harpsichord ocuvre to the
development and practical testing of an original performance concept. The first
chapter considers the composer’s creative personality within the context of French
musical art and the intellectual culture of the eighteenth century. The concept of
“true music” as the “language of the heart” is defined as one of Rameau’s key artistic
and aesthetic principles: rather than opposing emotion and rationality, it presupposes
their interaction. It has been established that logical musical form, harmonic
complexity, and structural clarity coexist in the composer’s harpsichord works with
refinement, theatricality, vivid imagery, and the immediacy of emotional expression.

Particular attention is given to the cultural and communicative environment
of the French salon in the first half of the eighteenth century. The salon is understood
not merely as a setting for private music-making, but as a space for dialogue,
aesthetic debate, observation of human character, and the art of incisive
characterization. Within this context, the programmatic titles of Rameau’s

harpsichord pieces are interpreted as an important component of musical



characterization: they direct performers’ and listeners’ perception towards a
character, gesture, psychological state, movement, or theatrical type. This approach
makes it possible to understand the programmatic dimension of Rameau’s works not
as external illustration, but as a mechanism of communication directly connected
with performance interpretation.

The reconstruction of the history of Rameau’s harpsichord legacy in the
nineteenth—twenty-first centuries has revealed the multiplicity of forms through
which it was revived and actualized, as well as the historical variability of ideas
concerning the adequate performance of early musical texts. In the nineteenth
century, the piano became one of the principal media through which Rameau’s
music was preserved and returned to active practice: through editorial, pedagogical,
and concert activities, harpsichord repertoire was integrated into a new cultural
environment. The revival of the historical harpsichord in the late nineteenth and
twentieth centuries did not displace the piano tradition, but established alongside it
another path of performance engagement with this music. In the age of sound
recording, the two traditions developed in parallel, gradually creating the
contemporary situation in which harpsichord and piano interpretations coexist.

The second chapter examines the interpretation of Rameau’s works from an
organological perspective. The decisive role of the sound image of the instrument in
shaping an interpretive concept has been identified, and it has been demonstrated
that historically informed performance and academic pianism should be understood
not as mutually exclusive systems, but as distinct performance paradigms capable of
interaction and mutual enrichment. Historical knowledge of Baroque articulation,
ornamentation, agogics, phrasing, fingering, textural organization, and tone
production can serve not as an argument against the modern grand piano, but as a
basis for the conscious use of its own acoustic, dynamic, and timbral resources. On
this basis, a principle of complementarity “both—and” is proposed, replacing the
antinomic “either—or” model with a convergence of the two traditions.

The resulting conceptual model of inter-instrumental adaptation is

metaphorically defined as the grand piano “under the mask” of the harpsichord. Its



essence lies neither in imitating the timbre of the historical instrument nor in
restricting the expressive capacities of the modern piano, but in transferring to it
organologically grounded principles and performance techniques of the harpsichord
tradition and subsequently rethinking them in accordance with the acoustic nature
of the grand piano. Like an actor entering a role without losing their own identity,
the pianist adopts a harpsichord-oriented mode of musical thinking while remaining
a performer on the modern grand piano. The instrument retains its full concert
potential while subordinating it to a stylistically grounded sound image.

In the course of implementing the artistic project, a system of performance
techniques was defined through which the organological principles of the
harpsichord tradition can be adapted to the acoustic nature of the modern piano.
These include functionally restricted use of the pedal, micro-articulatory
differentiation, active and precise tone production, detailed articulation, the use of
elements of historical fingering practice, registral and timbral contrast, differentiated
realization of ornamentation, consideration of the principles of style brisé, and
particular attention to the internal rhythmic pulse. Their application is aimed not at
externally imitating harpsichord sonority, but at transforming the very mode of
pianistic thinking: pedalling, cantabile legato, the dynamic homogenization of
texture, and a continuous drive towards an overarching climax cease to function as
universal devices and are instead reconsidered in accordance with the articulatory,
rhythmic, and expressive logic of each individual work. Adaptation therefore
emerges not as a simplification or modernization of the historical work, but as a form
of in-depth interpretive reflection.

The practical testing of the model in the three concert programmes confirmed
the applicability of the organologically grounded approach to Rameau’s solo and
ensemble works from different periods. The concert realization of the anthology
demonstrated that the principles of harpsichord performance thinking can be
integrated into the practice of the contemporary pianist as the foundation of a
coherent interpretive concept rather than as external historical decoration. In such an

interpretation, the composer’s harpsichord legacy is not confined to the status of a



historical document or “museum exhibit”: its “language of the heart” retains its
capacity for immediate emotional impact and meaningful communication with
contemporary listeners.

The practical significance of the results lies in the possibility of applying
the proposed model and performance recommendations in concert practice, in
specialist piano teaching, in work with early keyboard texts, as well as in university
courses on the history of piano performance, musical interpretation, and historically
informed performance.

Keywords: Jean-Philippe Rameau, piano, harpsichord, chamber ensemble,
adaptation, interpretation, organology, sound image of the instrument, historically
informed performance, academic pianism, performance interpretation, “language

of the heart”.
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