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Yepusisebkuil Irop BitaniiioBuy. Moaycu CKpMIIKOBOI BipTYyO3HOCTI y
mucrenTBi XIX cropivusi. HaykoBe oOrpyHTYBaHHsS TBOPUYOTO MHCTELBKOTO
MIPOEKTY, OJIAHOTO Ha 3700YTTS CTYyMNEHsS JOKTOP MUCTENTBa (creniaabHIcTh 025 —
My3uyHe MHCTEUTBO, Tany3b 3HaHb 02 — KynbTypa 1 MuctentBo). XapKiBCbKUI
HalloHaJIbHUI yHIBepcuTeT mucteuts iMeHi . I1. Kortnspescrkoro, MinictepcTBO
KyJbTYPH Ta CTpaTEriuyHUX KOMYyHIKalii Ykpainu. Xapkis, 2025.

JlocikeHHs TpUCBSIYeHE OCMHCTICHHIO KanpuciB XKaka-Depeons Masaca B
KOHTEKCT1 (popMyBaHHSI (PEHOMEHY CKPUIIKOBOI BIPTYO3HOCTI J0OU POMAHTU3MY. Y
doxkyci nepedyBae He JIMIIEe TEXHIYHA CKJIaJ0Ba €TIOHOTO JKaHPY, a ¥ BUSBICHHSI
MOJIYCIB — XapaKTepHUX CIOCOOIB MpPOSIBY BHUKOHABCHKOI MaMCTEpHOCTI, sKi
NOEHYIOTh TEXHIUHY JIOBEPUICHICTh 13 MY3WYHOI OOpa3HICTIO, PUTOPUKOIO Ta
iHTEepnpeTaliiHow cBoOom00. Y XIX CTOMITTI CKPHUIKOBA BIPTYO3HICTH Halyna
BUHSTKOBOT'O  CTaTyCy, pO3BHBAIOYUCh y  PI3HOMAHITHUX  XYJIOXHIX 1
COITIOKYJIbTYPHMX IUIOIIMHAX — BiJ MyOJIYHUX KOHIIEPTIB JO TeJarorigyHoi
npakTUKW. BipTyo3 craB He Juie BIPTyo30M TEXHIKM, a W HOCIEM ieany
apTUCTU3MY, EMOIIIMHOCTI Ta BUPA3HOT IHTOHAITI].

BoaHodac BipTyo3HICTh HE OOMEKYETBCSI JEMOHCTPATUBHOKO CKIIAIHICTIO. Y
IIbOMY JOCIIJKEHH1 3alpOINOHOBAHO PO3MISAAATH ii K CHCTEMY BHUKOHABCHKUX
napameTpiB, y sSIKii TEXHIYHA CKJIATHICTD € JIUIIE OAHUM 13 mapiB. [ToHATTS «MoayCy
BIPTYO3HOCTI» 3alpOBaKYETHCA AK AHANITUYHUN 1HCTPYMEHT, IO JO3BOJISIE
i1eHTHdIKYyBaTH CTIHKI (QPYHKI[IOHANBbHI KOH(DIryparlii, HanmpuKiaj, apTUKYISIIIHHY
MOOUTBbHICTD, TO3MIIIHE MUCICHHS, I1HTOHAIMHY IUIACTHUYHICTh, CIICHIUYHY
eMOTIiiHICT. Takuii miaXix T03BOJISE TOETHATH ICTOPUKO-ECTETHUHY TIEPCIIEKTUBY
3 aKTyaJTbHUMHU BUKOHABCHKUMH 1 IEIarOTIYHUMHU MTOTPEOaMHU.

MeTo10 OCHTIDKEHHSI € BUSBICHHS MOJYCiB CKPHUIIKOBOi BipTYO3HOCTI Y
XYJ0KHBO-ICTOPUYHOMY KOHTEeKCTI XIX CTOMITTS, 3 MOAAJIBIIAM aHAII30M iX
nposiBiB y kanpucax Kaka-®epeonst Mazaca sk crienudiudii Gopmi noeaHaHHS

rearoriyHoi (PyHKIIIOHATLHOCTI Ta BUKOHABCHKOI BUPA3HOCTI.



Kanpucun K. Mazaca  po3risgaaroTeCsi ~ SK  3pa3OK  [EJArorivyHo
1iIeCTIPAMOBAHOI, ale eCTeTUYHO MHOBHOLIHHOI BipTyo3HOi MiHiaTopu. IXHs
CTPYKTYpa BigoOpakae MpoAyMaHy JUAAKTUYHY MOCIIAOBHICTh, Y SIKIM MOCTYIOBO
YCKJIAIHIOIOTbCA TEXHIYH1 3aBAaHHS: BiJ IITPUXOBOI OpraHizamli 10 CKJIAaJHOi
MO3ULIAHOI pOOOTH, BiJ] €JIEMEHTAPHOT KAaHTUJIEHU 10 BIOpalliiiHOI BUPA3HOCTI Ta
HITPUXOBOro cuHTe3y. OCOOIMBY yBary NpHAUIEHO aHajli3y KOHKPETHUX KaIllpUCIB
13 onycy 36, y SIKHX OKPECIIOIOThCS 0a30BiI Ta PO3BHHEH1 MOJYCH BHUKOHABCHKOT
TexHiku. Uepes mpu3My MOJYCHOTO aHATI3y BHUSIBISETHCS MOTEHIIIAJ IIUX TBOPIB K
HaBYAJIBHOI'O Marepiany, 10 BOJHOYAC (OpPMYye BHUKOHABCHKY 1ACHTHYHICTD
MOJIOZIOTO CKPHITAJISL.

OO6’€KT JOCHIIKEHHS: CKPUITKOBE BHUKOHABChKEe MUCTENTBO XIX CTOMITTS.
IIpeamet 1OCTIIKEHHS: MOAYCH CKPUIIKOBOI BIPTYO3HOCTI SIK CYKYIHICTh TEXHIKO-
BUPA30BHUX, IITPUXOBHX 1 CTUIBOBHX MOJIENICH, PENpPE3eHTOBAHUX Y Kalpucax
Kaxka-Depeonss Mazaca Ta iXHIH 3B’S30K 13 BUKOHABCHKUMH TpaauiismMu XIX
CTOJITTSI.

IToctate K. Ma3aca € yHIKaJIbHOIO JIJIsl CBOT'O Yacy: BiH IHTETpyBaB (DYHKIIiIO
nejarora, BUKOHABISI 1 METOJ0JIOTa, CTBOPUBIIN €(PEKTUBHY MOJIETh CKPUIIKOBOI
ocBiti. Moro Kampucu Iie He HPOCTO BIPABH, a4 3Pa3Kh IHCTPYMEHTAIBHOTO
MUCJICHHS, SIKI CIYTyIOTh MICTKOM MK KJIAQCHYHOIO JIOTIKOK W pPOMaHTUYHOIO
BUPA3HICTIO. [XHS TEKCTOBA JOCTYIHICTh, BOJHOYAC i3 BUCOKHMM €CTETHYHHMH
BUMOTaMH, CTBOPIOE YMOBM I JEMOKpaTH3alii BIpTyO3HOro pemepryapy. Y
Cy4aCHOMY OCBITHBOMY ITPOIIECI 111 TBOPH 30€piraroTh CBOIO aKTYaJbHICTh 5K 3aci0
KOMITJIEKCHOTO (DOpMYyBaHHS TEXHIKO-1HTOHAIIIHOT Yy TIIMBOCTI BUKOHABIIS.

Taxum uynnoM, kanpucu JK. Masaca penpe3eHTyoTh NepexXiTHU TUT KaHPY
MDK HaBYaJbHUM €TIOJIOM 1 KOHIIEPTHOIO MIHIATIOPOIO 1 MOXKYTH CIIYT'YBaTH
OCHOBOIO JUI TOMIHMOJIEHOTO IHTEPIPETAIIMHOTO aHami3y. 3ampOnOHOBAHUM
MOJYCHUH MIAXiJ TO3BOJISE MOOAYUTH B HUX HE JIUIE MEIaroriyHy METOJIUKY, a U
BUSIB BUKOHABCHKO1 nmapaaurMu XIX cToniTTd B ii 0araTOBUMIPHOMY PO3BUTKY.

Marepiaiom HaykoBOoro OOIpYHTYBaHHS 0O0paHO JABI 30IpKH €TIOAIB

XK. Ma3zaca: «CrnemiansHi» Ta «bauckyui» op.36.



HaykoBa HOBU3HA JTOCITIDKEHHS TOJIATA€ B TOMY, IO BIIEPIIE 3MiHCHEHO
LTICHE My3UKO3HaB4Ye ocMHciIeHHs KanpuciB XK.-@. Mazaca sk aHTOJI0r1i MOIYCiB
CKPUIIKOBOI BIPTYO3HOCTI, PENpPEe3eHTATUBHOI JIJIi BUKOHABCHKHUX cTpaterii XIX
CTOJITTS. 3alpONOHOBAHO AaBTOPCHKY KIACH(IKAILI0 IMITPUXOBUX 1 BUPAZOBUX
Mojielield K OCHOBHHMX HOCIiB BIPTYO3HOI PUTOpPUKU. BBeneHO B HaykoBUM 00ir
MOHSATTSI «MOJIYC CKPUIIKOBOi BIPTYO3HOCTI» SIK KaTeropii, 0 JO3BOJSIE OMUCATH
CUCTEMHI MapaMeTpu TEXHIYHO-BHPA30BOTO MHCIEHHS CKpPUIAIS B ICTOPUKO-
NearorivHoMy i BUKOHABCHKOMY KOHTEKCTax. HalOiIbIll BaroMum pe3ysIbTaToOM
yCl€l JOCHITHUILIBKOI pOOOTH € Ti MpakTU4YHA IUIOIIMHA — TIOBHE BHUBYEHHS,
iHTeprpeTania Ta Bigeo3anuc 57 kanpuciB XK. @. Mazaca. Takuit miaxig He Jiuine
NOTJIMOUB PO3YMIHHS TEXHIYHOI M CTUIIICTUYHOI crienndiky 1[bOT0 Marepiaiy, a
J1aB 3MOTY OCMHUCJIUTH KalpUCH K IUTICHY IEIaroriyHy CHCTeMY, IO PO3KpPUBAE
JIOTIKY TTOCTYIIOBOTO (DOPMYBaHHS CKPUITKOBOI TEXHIKH.

BaxnuBo minkpecnuTH, 10 peatizaiis MOBHOIO IUKIY B KOHLEPTHOMY
BUKOHAHHI € PIAKICHUM SIBUIIEM y BUKOHABCBHKIN 1 MeToAu4HIN mipakTuili. [Tompu
aKTMBHE BUKOPHCTAHHS OKPEMHX KalpUCiB y HABUYAIBHUX MPOrpaMax, CHCTEMHE iX
TPAKTYBaHHS SIK XYJ0KHbO-IIUTICHOTO Ta METOJIMYHO BUTPUMAHOT'O PENepTyapy Bce
II€ 3aJUIIA€TbCS HEJAOCTATHRO TpeNcTaBlieHuM Yy (axoBomy cepenoBuili. Came
TOMY CTBOPEHHS BiacomokyMmeHTallii «CremanipbHux» Ta «bBIMCKydnx» KarpuciB
CTAaHOBHUTD HE JIUIIE TOCTITHUIIBKUN 1HTEpeC, a i Xy0)KHBO-TIEaroriyHy MiHHICTh:
SIK JUTSL BUKJIQ/IadiB, 10 ITYKAIOTh MPAKTAYHI OPIEHTUPH, TaK 1 IS CTYICHTIB, SKUM
MoTpiOHA CTWIIICTUYHO BHBaXK€Ha W TEXHIYHO TOYHA MoOACHb. [IpakTudHe
BUKOHAHHS  JIO3BOJIMUIO  IEPEBIpUTH  €()EKTUBHICTh TEXHIYHUX  IIJIXOJIB,
3aMpPOTNIOHOBAHUX y TEOPETHUYHIM YacTHUHI JOCTIDKCHHs, BUSBUTH iXHI CHJIBbHI
CTOPOHU Ta MOTEHIIIIHI TPYAHOLIl Y pealbHOMY BUKOHABChKOMY Tipoluieci. Takum
YUHOM, CaM€ MPAKTUYHA peaizamis JOCTIIHKEHHS CTajla BaXKJIMBUM MICTKOM MIXK
AHATITHYHAM OCMUCJICHHSM 1 )KHBUM MY3UYHHM BTUICHHSM, IO CYTTEBO MIACHITIOE
MPUKIAAHY I[IHHICTH POOOTH B MeXax SK METOAWYHOI, TaK 1 BHKOHABCHKOI

napagurMu.



Y po3oini 1 «BipTyo3HICTh SK €CTETUYHUN Ta BUKOHABCHKUM (HhEeHOMEH
ckpunkoBoro mwucrenrBa XIX cTopiyus» OKpecIeHO ICTOPUKO-€CTETUYHI
nepeaymMoBu GopMmyBaHHA (EHOMEHY CKPHUIIKOBOI BIPTYO3HOCTI B €BpOMEHCHKIN
KyabTypl XIX cTonitrs. PO3risiHyTO €BOMIONII0 MOHATTS «BIPTYO3HOCTI» Y 3B A3KY
3 Tpancdopmalliero odpasy My3uKaHTa-BIPTy03a, MPOCTEKEHO BIUIMB MPOBITHUX
HallIOHAIBbHUX CKPUIIKOBUX WIKUT Ha (QOpPMYBaHHS TEXHIYHMX 1 CTUIICTHYHHX
OpIEHTHPIB BIPTYO3HOTO BUKOHABCTBA. Y3araJlbHEHO THUIOBI PUCH POMAHTHYHOT
BIPTYO3HOCTI SIK KyJIBTYPHOTO KOJY €IMOXH, IO MOEIHYE TEXHIUHY BHUHITKOBICTH,
eMOIIIHY eKCIIPECit0, CTHIIICTUYHY CBOOOAY Ta CIICHIYHY Xapu3My.

Po3oin 2 «Kampucu XK.-®.Ma3zaca sk aHTOJNOrIE MOJYCIB CKPHUIIKOBOT
BIPTYO3HOCT1» NMPUCBSYCHUI mornubieHoMy ananizy kampuciB XK.-d. Mazaca sk
XYA0XKHBO-TIEAArOTIYHOTO0 KOPIyCY, IO pPEerpe3eHTye pi3Hi (HOpMU CKPUIIKOBOT
BIPTYO3HOCTL. Y miapo3aial 2.1 po3riasHyTO 3arajibHy apXiTeKTOHIKY 30IpKH SIK
MOETanmHO1 cucTeMHu npodeciitHoro po3ButTky. [limpo3ain 2.2 MICTUTh METOIUYHO-
aHAMITHYHUN ot mepmux KampuciB (NeNel-5, 7), y sKuUX MOpOCTEkKEHO
¢opMyBaHHA 0a30BUX BUKOHABCHKMX MOJYCIB — O€3[epepBHOrO 3BYYaHHS,
dbpaszyBaHHs, MITPUXOBOI BUPA3HOCTI, 1HTOHAIIMHOI apTUKYJALIl Ta BiOparmiiHOi
qyTAUBOCTI. Y migpo3aini 2.3 mpoananizoBaHo Okl ckiaaui kampucu (NeNel9, 20,
23, 26, 28, 38, 51), 1110 AEMOHCTPYIOTh MOCTYITOBHH MEPEXi 40 CHHTETHYHUX (HOPM
BIPTYO3HOCTI 3 aKIICHTOM Ha IO3WIIHHY MOOLIBHICTH, IITPUXOBY KOMOIHAIIIIO,
JTUHAMIYHE HIOAHCYBAHHS Ta IHTEPIPETAaIliiiHE MUCIICHHS.

Y eucnogékax y3araJbHEHO pe3yJdbTaTH JIOCHIPKEHHS CKpPUIIKOBOI
BIPTYO3HOCTI SIK 6araTorpaHHOTO SBHUINA POMAHTHYHO1 TOOH, 1110 OETHYE TEXHIUHY,
CTHJIICTUYHY ¥ IHTEepIIpeTaIliiHy CKIa0Bl. BU3HaueHO TUTIOBI MOTyCH BIpTYyO3HOTO
BUKOHABCTBa XIX CTOMITTS Ta mpoaHaTi30BaHO iX BUAB y Kampucax JK.-®. Maszaca.
JloBeneno, 1o 115 30ipKa € He JUIIE MeJaroriyHuM MaTepiajoM, a W XyIO0XKHbO
3aBEpIICHOI0 MOEIUII0 (POpMyBaHHS BHKOHABCHKOI 4yTiuBocTi. IlimkpecieHo
3HaueHHs XK. Mazaca sik pedopmaTopa CKPUIIKOBOT OCBITH, @ MOTO KAMpPHUCH — SK

THCTPYMEHT MOETANTHOTO PO3BUTKY TEXHIKM I MY3WYHOTO MHCIICHHS. MoaycHuUit



MIAX1]I, 3aCTOCOBAaHUMN Y JAOCTIIKEHH], BIIKPUBAE HOBI MOKJIMBOCTI JJI LLTICHOTO
aHayi3y BUKOHABCHKOT MPUPOJIH E€TIOTHOTO KaHPY.

KurouoBi cjioBa: CKpUIikoBa BIpTYyO3HICTb, MOJIYCH BIPTYO3HOCTI, TBOPYICTb
XK.-®. Mazaca, ckpunkoBe wmucteuTrBo XIX cTONITTS, €Bpomneldcbka My3udyHa
TpaaulIlis, Karnpuc, €TIOIHUN )KaHp, KOHIIEPTHA MIHI1aTIOpa, BAKOHABCHKE MUCJICHHS,

IHTEepIpeTaliiHa CTpaTeris, ITPUXOBA aPTUKYJIALLIS.

ABSTRACT

Cherniavskyi Ihor Vitaliiovych. Modes of Violin Virtuosity in 19th-
Century Art. Scientific substantiation of the creative art project submitted for
acquiring the Doctor of Arts degree (specialty 025 — Musical Art, field of knowledge
02 — Culture and Art). Kharkiv I. P. Kotlyarevsky National University of Arts,
Ministry of Culture and Strategic Communications of Ukraine. Kharkiv, 2025.

The research focuses on the caprices by Jacques-Féreol Mazas in the context
of the formation of violin virtuosity as an artistic phenomenon of the Romantic era.
The study goes beyond the technical dimension of the etude genre to explore
«modes» — distinctive patterns of performing mastery that combine technical
perfection with musical imagery, rhetorical expressiveness, and interpretative
freedom. In the 19th century, violin virtuosity attained exceptional status, evolving
across various artistic and sociocultural domains — from concert performance to
pedagogical practice. The virtuoso became not only a master of technique, but also
a bearer of artistic ideals, emotional expressivity, and musical intonation. Virtuosity,
however, is not confined to external complexity. This research proposes to
understand it as a system of performative parameters, where technique is only one
layer among many. The notion of a «mode of virtuosity» is introduced as an
analytical tool for identifying stable functional configurations such as articulatory
mobility, positional fluency, intonational plasticity, and stage expressiveness. This
approach connects the historical and aesthetic perspective with contemporary artistic

and pedagogical challenges.



The purpose of the research is to define the modes of violin virtuosity within
the historical and stylistic context of the 19th century and to analyse their
manifestations in the caprices by Jacques-Féréol Mazas as a unique synthesis of
pedagogical function and artistic expression.

Mazas’ caprices are examined as a pedagogically oriented yet aesthetically
complete model of virtuosic miniature. Their structure reveals a carefully designed
didactic progression, with technical tasks gradually increasing in complexity — from
articulation and bowing to advanced positional work, from basic cantilena to
expressive vibrato and stroke synthesis. Special attention is paid to the analysis of
selected caprices from Op. 36, where both basic and advanced performance modes
are identified. Through the lens of modal analysis, these pieces are presented not
only as study material but also as a medium for shaping the performer’s artistic
identity.

The figure of Mazas appears as uniquely positioned in his time, combining
the roles of pedagogue, performer, and methodologist. His caprices are not merely
technical exercises but embody instrumental thinking that bridges classical structure
with Romantic expressivity. Their accessibility, combined with high artistic
demands, reflects a democratization of virtuoso repertoire. In today’s educational
context, these works remain relevant as tools for developing a student’s technical
and intonational sensitivity. Thus, Mazas’ caprices represent a hybrid genre between
educational etude and concert miniature and provide a rich foundation for
interpretative analysis. The modal approach introduced in the research allows for a
deeper understanding of these works not only as teaching materials, but also as
manifestations of the broader 19th-century performance paradigm.

Scientific novelty lies in the first comprehensive musicological analysis of
Mazas’ caprices as an anthology of violin virtuosity modes representative of 19th-
century performance strategies. The concept of a «mode of violin virtuosity» is
introduced as a new analytical category to describe the system of technical and

expressive parameters in historical and pedagogical contexts.



A key outcome of the project is its practical component — the full interpretation
and video recording of 57 caprices by Mazas. This not only deepened the
understanding of their technical and stylistic specifics but also confirmed the
caprices as a holistic pedagogical system revealing the logic of violin technique
acquisition. Importantly, the public performance of the complete cycle remains rare
in professional and academic practice. Despite the widespread use of individual
caprices in curricula, the collection as a unified artistic and didactic whole is still
underrepresented. The creation of a full video documentation offers both a research
and pedagogical resource — for teachers seeking interpretive models and students
requiring stylistically accurate and technically refined references. Performing the
entire cycle allowed for testing the practical efficiency of the theoretical concepts
presented in the study and highlighted their strengths and challenges in real-world
interpretation. Thus, the practical realization of the project served as a vital bridge
between analytical reflection and artistic embodiment, enhancing the applied value
of the research for both methodical and performance-related contexts.

Section 1 «Virtuosity as an Aesthetic and Performative Phenomenon in 19th-
Century Violin Art» outlines the historical and aesthetic premises for the formation
of Romantic violin virtuosity. The evolution of the virtuoso image is examined in
connection with major European violin schools, highlighting the stylistic and
technical foundations of 19th-century violin performance.

Section 2 «The Caprices of J.-F. Mazas as an Anthology of Violin Virtuosity
Modes» presents a detailed analysis of Mazas’ caprices as a pedagogical and artistic
corpus. Subsection 2.1 explores the general structure of the collection as a step-by-
step system for performance development. Subsection 2.2 provides a
methodological analysis of Caprices Nos. 1-5 and 7, tracing the formation of basic
performance modes — continuity of sound, phrasing, articulation, and expressive
intonation. Subsection 2.3 examines more advanced caprices (Nos. 19, 20, 23, 26,
28, 38, 51), which demonstrate the progression toward synthetic forms of virtuosity
involving positional flexibility, combined strokes, dynamic nuance, and interpretive

awareness. Mazas’ caprices are shown to function as a structured model for



developing expressive sensitivity, where technique and artistry are interwoven in the
performer’s growth.

Conclusions summarize violin virtuosity as a complex phenomenon of the
Romantic age, encompassing technical, stylistic, and interpretive dimensions. The
study defines key performance modes of the 19th century and demonstrates their
realization in Mazas’ caprices. These works are recognized not only as pedagogical
tools but also as artistically complete pieces. Mazas is affirmed as a reformer of
violin pedagogy, and the modal approach developed in the research provides new
perspectives on the etude genre as a vehicle for performative thought.

Keywords: violin virtuosity, modes of virtuosity, J.-F. Mazas, 19th-century
violin art, European musical tradition, caprice, etude genre, concert miniature,

performative thinking, interpretative strategy, stroke articulation.



