MVY3UYHE MUCTELITBO

2%D0%B0_(%D0%B2%D0%BE%D0%BA%D0%B0%D0%BB%D1%8C%D0%BD%D0%B0%
D1%8F _%D0%B3%D1%80%D1%83%D0%BF%D0%BF%D0%BO0) (in Russian).

5. Kocherzuk, D. (2017). Creation of a musical product with the help of innovative technologies of
sound recording systems (for example, the work of the vocal ensemble “Duke Time”) Kultura i
suchasnist almanakh [Culture and modernity: almanac], Kyiv, National Academy of Government
Managerial Staff of Culture and Arts, no. 1, pp. 122—127. (in Ukrainian).

6. Fraenov, V. (1987). Uchebnik polifonii [Polyphony textbook], Moscow, Muzyka. (in Russian).

7. Chufarov, D. Uroki aranzhirovki. Vvedenie. Muzykal’'nyy onlayn kolledzh [Lessons of
arrangement. Introduction. Online music college]. [Electronic resource]. — Access mode:
http://study-music.ru/aranzhirovka-vvedenie/. (in Russian).

8. Artists directory. Electronic resource, available at: http://tuzinfm.by/performer/89/1.html (in
Belarusian).

9. Pease, T. (2003) Jazz Composition: Theory and Practice, Berklee College of Music. (in English).

10. Rajaton, (vocal group). Electronic resource, available at: http://www.rajaton.net/fi/etusivu/ (in
English).

YK 78.083 : 784.1 : 78.071.1
Haranist Kpeuko

’KAHPOBI METAMOP®O03H TA YKPATHCHKE XOPOBE MUCTEILTBO
Y KOHTEKCTI TBOPYOCTI BOJIOAUMHUPA PYHYAKA

Y ecmammi 0ocnidosceno numanns dHcanposux memamopho3 y KoHmexcmi My3uKu aganeapoy.
Ilpocmeosiceno eminenns HOGaYill y KOHMEKCMI JHCaHpy, CMUNIO, QOPMU MA XYOOHCHbO-3HAKOBUX
CMpYKmyp Ha npuKAadi meopuocmi YKpaincbko2o komnosumopa ii oupuzenma Bonooumupa Pynuaka.
Axyenmosano Hosayii, emineni y cuHepeii cmapoeo il H08020, AKI NpUsHecia 8 YKpaiHcbKke Xopose
MUCMEYMBO NAesi0a CYYACHUX KOMNO3umopie. Poskpumo ocobausocmi ma 3HauenHs meopio2o 6HeCK)y
B. Pynuaka: npueHeceHHs 6 My3uuHe MUCMEYmeo eleMeHmie meampanoHOCmi, 6iOHAIOeHHs
MY3U4HO20 aKyioOHI3MY O peanili YKpaiHCbKoi MY3uku, cnocobu nonyaspuzayii i nponasanou
CYUACHUX MY3UUHUX MBOPIB, A MAKOIC ACNEKMU OP2aHi3amopcuKol OisnbHOCHI MUMyYSL.

Knwuogi cnosa: xopose mucmeymeso, meopyicmo Bonooumupa Pynuaka, scanposi mooeri,
MY3UYHEe BUKOHABCMBO, MY3UUHUT AKYIOHI3M.

Haranusa Kpeuxo

KAHPOBBIE METAMOP®O3bl U YKPANHCKOE XOPOBOE HCKYCCTBO
B KOHTEKCTE TBOPYECTBA BJAJIUMHUPA PYHUAKA

B cmamve uccned08ano 8onpoc JHCaHpoguix Memamopgho3 8 KOHmeKcme My3vlKu aganeapod.
Ilpocnediceno eonnowenue HoGayuil 8 KOHMEKCME JHCAHpA, CmMufis, QOopMbl U XYOOIICeCMEEHHO-
3HAKOBLIX CMPYKMYD HA NpUMepe meopyecmed YKpauHcKo20 KOMno3umopa u oupusicepa Braoumupa
Pynuaxa. Axyenmupoeano Hogayuu, 8onioujeHHble 8 CUHepeuu Cmapoeo U HO8020, KOmopbie ObLiu
NPUBHECEHBL 8 YKPAUHCKOE XOP0B0e UCKYCCMBO MIes00l COBPEMEHHbIX KOMNo3umopos. Packpvimul
ocobennocmu u 3HaveHue meopyeckozo 6xkaada B. Pynuaxa: enedpenue 6 MY3bIKATbHOE UCKYCCHBO
INEMEHMO8 MeampanbHOCIMU, nepeu300pemenue My3biKaibH020 aKYUOHUIMA 05l peanutl YKpAuHCKou
MY3bIKU, CHOCOObI NONYAAPUZAYUU U NPONALAHObL COBPEMEHHLIX MY3bIKAIbHBIX NpPOU3GeOeHUl, a
makdice acneKkmsl Op2aHu3amopcKoll 0essmenbHOCmu Macmepa.

Kniouesvie cnoea: xopoeoe uckyccmgo, meopuecmso Bradumupa Pynuaxa, owcanposvie
Mooenu, My3bIKANbHOE UCTOTHUMENbCIBO, MY3bIKANbHBIN AKYUOHUIM.
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Nataliia Krechko

GENRE METAMORPHOSIS AND UKRAINIAN CHOIR ART
IN THE CONTEXT OF VOLODYMYR RUNCHAK’S CREATIVITY

The article is devoted to the Volodymyr Runchak’s person. The musical culture of the
twentieth century entered into history due to the specifics of genre-style development, which was
distinguished by the special aspirations of composers to create a specific type of synergy of traditional
and innovative. A similar phenomenon can be described as genre metamorphosis, which is different,
inter alia, by the interaction of “old” and “new” systems in the sphere, respectively, of genres, style,
forms, artistic and sign structures. Here the richness of stylistic and genre synthesis, the desire for
unified harmony are the features of the most effective search of complex meaning in the objects of the
music world, which at first glance seem incompatible, but, meanwhile, are inwardly close. The
creativity of modern Ukrainian composers is characterized by the presence of crossings of traditions
and innovations, which is appropriate to trace at the level of individual manifestations. These
processes are embodied, in particular, in the completion and contribution of the advocate of
contemporary music, the Ukrainian composer, conductor, artist who combines music and
theatricality, by Volodymyr Runchak (born 1960). He is also called one of the “12 apostles” holding
musical an aspect of Ukrainian culture. Thus, the relevance is revealed in the actualization of the
strategy of adaptation to the reality of musical life, proposed by V. Runchak.

Volodymyr Runchak is a representative of the galaxy of composers-innovators, who, in the
inspiration of avant-garde music, and also pay attention to genre metamorphosis. Avant-garde music
has become the main source of inspiration for metamorphosis and experiments for V. Runchak. In the
center of his attention is a complex dissonant language, an expression of musical expression,
innovative techniques related to sound creation, atypical spatial-acoustic and timbre-colored means.
V. Runchak’s musical action art attracts attention to a range of social problems, thus removing the
additional question of the practical purpose of art. One of the characteristic features of modern times
is the use of the latest techniques of “designing” chamber instrumental compositions. In this case,
there is a complex, expressive space, which is formed with the help of musical techniques, modern
technical means, which influence the genre of the work. As one of the incarnations of genre
metamorphosis, it can be noted that intensely introduced into chamber and instrumental compositions
one of the main instruments of jazz and pop music — saxophone.

When composing works, V. Runchak, a composer and conductor, creates complex music for
the performer, but is easy to perceive as a listener. He owns a variety of works: for an orchestra, a
choir, with the introduction to the classical performance of instruments that are characteristic of jazz.
As an experimenter, he engages elements of theatricality, provocation, appeals to the synthesis of arts,
instrumental theater, as well as musical action art for the Ukrainian culture in the process of
performance of musical works. In addition, his work is connected with education and propaganda (in
the positive sense of the word) of avant-garde music of the twentieth century, as well as contemporary
music. V. Runchak acts as the organizer or initiator of conducting international and all-Ukrainian
musical contests, festivals and concerts. According to V. Runchak himself, such avant-garde stylistic
search helps to plunge into the modern musical context to adapt to it. The artist’s technique is an
example of a cultural dialogue represented by binary oppositions: old and new, past and present,
classical and innovative, avant-garde, secular and spiritual.

Keywords: choral art, Volodymyr Runchak’s creativity, genre models, musical performance,
the musical action art.

My3uuHa kynbrypa XX CTONITTS YBiHIUIA A0 icTopii 3aBASKK cHErUdimi >XKaHPOBO-
CTHJIBOBOTO PO3BUTKY, SKHH BiI3HAUMBCS OCOOJMBHM NpParHeHHSIM KOMIIO3HTOPIB CTBOPUTH
cneuniYHUN THIT CHHEPTii TpaauliifHOTO Ta HOBaTOPChKOTro. [loniOHuit heHOMEeH MOXKHA OKPECIUTH
SIK KaHPOBI MeTaMOp(hO3H, SIKi BIIPI3HAIOTHECS, 30KpeMa, B3aEMOII€I0 “cTapux” i “HOBHX~ CHCTEM y
cdepi, BIIMOBIAHO, caMUX XXaHPIB, CTIUIO, (OPMH, XyIOKHBbO-3HAKOBUX CTPYKTyp. TyT OaratcrBo
CTHJIBOBOTO ¥ JKAaHPOBOTO CHHTE3y, IParHEHHS IO €IMHOI TapMOHii BHCTYIAIOTh pPUCAMH
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Halpe3yNbTaTHBHIMINX MOIIYKIB CKIAIHOIO CEHCY B 00’€KTax My3WYHOTO CBITY, SKi 3[alOTHCS Ha
MEpIINK TOTJSA HECYMICHHMH, aje, MK THM, € BHYTPIIIHBO ONW3BKUMH. TBOPYICTh Cyd4acCHHX
YKpalHCBKMX KOMIIO3UTOPIB XapaKTepH3YEThCSI HASBHICTIO MEPETHUHY TPAAWIINA Ta HOBaLii, IO
JIOPEYHO MPOCTEKHUTU Ha PiBHI iHAWBIAyaJIbHUX MposBiB. JaHi mpolecH BTUMIOIOTHCA, 30KpeMa, B
JOpOOKy Ta BHECKY MpOMAaraHIucTa Cy4acHOi MYy3HKH, YKPaiHCBKOTO KOMIIO3UTOpA, AWPUTCHTA,
XyHOXKHHKa, SIKHH TIO€IHYe My3HMKy Ta TeaTpaibHicTh, — Bomoaumupa Pynuaka (map. 1960). Horo
TaKOX HA3WBAIOTh OJHUM i3 “12-TH amocToniB”, Ha SIKUX TPUMAETHCS MY3UYHHUN aCTHEKT YKpaiHCHKOI
KyJbTypH. BinTak, akTyalbHICTh BHSABJSIETHCS B aKTyamizamii nmpornoHoBaHoi B. PyHuakom crtparerii
ajanrarii 1o AiiCHOCTI My3UYHOTO JKUTTSI.

XanpoBuM Meramopdozam — “HmpaBHIy TapHOr0 TOHY  aBaHTapAHUX MY3HYHHAX Tediil —
npucBsiueHo mpani A. [lameninoi [5], dka AOCHiIKye, 30KpeMa, My3UYHHH aBaHTapA CepeirHU
XX cromiTts, — Tak camo, sk 1 JI. [enmneserut [9], a Takox 1. CaBuyka [7], KOTpOMY HaJIe)KUTh Mparlst
PO OCOOIMBOCTI MANITPU BUPaXKaIbHUX 3ac00IB Ta (DYHKIIH BHKOHABIB y KOHTEKCTI YKpailHChKOT
kamepHoi My3ukn Mexi XX—XXI cromite. XOpOBE MHUCTEITBO CIIY)XUTh NPEAMETOM BUBYCHHS
1HO3eMHHX HayKOBIB, a came: [1. ®@pipa [11] Ta M. Mopras [10]. TBopuicte Bonogumupa PyHuaka
nepedyBae y nentpi pobit M. bananko [1], C. ['opoxiBchkoi [2] (sKka B TOMY YHCII 3BEPTAETHCS JI0
TBOpUYOCTI yKpaiHCchkux kommo3utopiB C. 3axutbka Ta M. Illopenkosa), K. Koncrantunosoi [3],
O. ManpneBoi [4] (B ii crarTsax mnpoaHaii30BaHi JesKi TBOPH KOMIO3UTOpa, 30KpeMa COHATa
“Passione”) i O.Topbu [8], mo B nopoOky mpo MucTenbki HampamoBaHHs Bikrtopii IlonboBoi
TIPULIISE YBary i TBOpYiil cBoepigHOCTI BHECKY B. PyHuaka.

Merta cTaTTi — NPOCTEXKHUTH >KaHPOBI MeTaMOp(O3H, 110 MPHUBHECIU B YKpaiHCbKE XOPOBE
MUCTEITBO KOMIO3UTOPU-HOBATOPH, Cepel IKUX 0co0imBa yBara npuaiieHa Bonoaumuposi Pynuaky,
HaBKOJIO TIOCTATI SIKOTO 11 JOCIiKeHHS i o0y 1oBaHe.

Im’st Bonomumupa Pyruaka € moOpe BimoMuM y mMy3uuHii KynbTypi Ykpainn. Kommnosuropy
HaJIe)KaTh, 30KpeMa, TBOPHU I OasHa, AKi BiH ITOYaB IHCATH IIe B YacH cTymeHTcTBa. Cepeln HUX
HaiiBizomima “baxiana” (meguranii Ha temy BACH, 1979 poky). 3romom neii TBip yBiiimos g0 Croitu
Ne 1 anst 6astna B wotnphox yactunHax — “Iloprpern kommno3uropis” (a came: “baxiana”, “Hacmigyroun
. llocrakosuua”, “Iloprper H. Ilaranini”, “IlpucBsayetsest 1. CrpaBincekomy”, 1988 poky). o
IHIIUX BIIOMHUX pOOIT KOoMIo3uTOpa Hayexkath: “Crpacti 3a BmaguciaaBom™ (1988), Cumbonis mis
OasHa, cuMmdonigyHOro OopkecTpy Ta wmtog (1982-1988), Croita Ne2 (“Ykpainceka”), “Messa da
Requiem” (1982), Conata Ne 1 (“Passione”, 1985—-1989) romo. 3aranom Bonoaumup PyHuak HanucaB
rmoHax 70 TBOpiB misi cHM(OHIYHOTO i KaMEPHOTO OpPKECTPIB, @ TaKOX BiH BIJOMHH SIK TBOpPEIb
XOpOBOi Ta KAMEPHO-IHCTPYMEHTAIBHOT MY3HKH.

I3 1989 poky TBOpH MaiicTpa 4acTo 3BydYaTh Ha (ecTHBAIAX cydacHoi My3WkH B Yexii,
@pannii, Himewyumnn, [lompmi Tta iHmmX KpaiHax. barato TBOpiB KOMIIO3WTOp HamHCaB Ha
3aMOBJICHHS BIJIOMHUX 3apyOiXHHX BHUKOHaBIiB. Bomomummup PyHuyak — unen HamioHaneHOI crinmku
KOMIIO3UTOPIB YKpaiHu, YKpaiHChKoi cekiii MixHapoaHOT KOMIO3uTopchkoi opranizamii ISCM Ta
€BPOIEHCHKOI KOMITO3UTOPChKOi opranizaiii “Europa—Europa”. 3sepranus no tBopuocTi B. Pynuaka
Ta HOro IHAMBITYaJIBHOCTI SK MHTIIS, TAKHM YHHOM, 3YMOBJICHO psnoM ¢akTopiB. [lo-mepmie, Ha
JTaHUH MOMEHT € CYTTE€BHH PO3KOJ: 3 OJHOTO OOKY IOCTAa€ CeMaHTHYHA (YHKIISI TBOPYOI HisTIBHOCTI
MUTIS, a 3 IHIIOr0 — KOHCTAaTOBAHO HEIOCTATHICTh il MY3MKO3HABYOTO Ta KYJIBTYPOJIOTIYHOTO
JIocnmikeHHs. Takox, MO-Ipyre, CIOCTEpiraeThess NoTpedba B OOTPYHTYBaHHI 0COOIMBOCTEH
KOMIIO3UTOPCBHKOTO acleKTy HisuibHOCTi B. PyHuaka 3 mormsay THX TpoueciB, siKi BigOyBarOThCS B
Cy4aCHOMY XYyJO’)KHbOMY JKHTTi, BpaXOBYIOUH HAsIBHI CBITOTJISI/IHI, €CTETHYHI Ta CTHJIHOBI TApaUTrMHU.

Heabuska yCHIOIHICTH 1 MONMyJSPHICTE MY3WYHOTO aBAaHTApAy YacTO CIIy>KHTh IIEPIIO0
IHCTaHIIEI0 BUHUKHEHHS HOBHX TpaBWJ BUKOHAHHS MYy3WYHHX TBOpIiB, TpaHchopmarii
3araJbHONPUIHATAX Ta 3pO3YMUINX, IIEPEBAKHO 3aXiTHOEBPONEHCHKMX W  aMepHUKAaHCHKHX,
opieHTHpIiB. BiTUM3HsAHA MIKOTA HUHI JIUILE IOYHHAE 3aCBOIOBATH T€, IO BXKE IMOYAJI0 IPIKUBATHCS Y
My3W4HIA cdepi kpaiH €Bporn i AMEpPHUKH, B TOMY YHCII “BXOIUTH 10 HABYAIBHHUX MPOTrpam — y
BUTJISAI BUBUEHHS TBOPYOCTI CYYaCHHX KOMIIO3UTOPIB Ta My3W4HOro NopoOKy XX—-XXI cTomiTs.
“BOHM CHPUATHMYTh PO3MIMPEHHIO MOXIMBOCTEH I1HTEPIPETATOPCHKOT MISUTBHOCTI  COJBHOTO
BHUKOHABIIS Ta BUKOHABIS-OPKECTPAHTA, B SIKi CHOTOJHI, KPIM OTMIaHYyBaHHS MY3UYHO-BUKOHABCHKUM
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TEXHIYHAM apCCHANIOM, HEBIJI’EMHOKO CKIIAJIOBOI0 € aKTOPChKa MAaHCTEpHICTh, IMOMHOXXEHAa Ha
KyJIbTYpPHO-IHTENEeKTyanbHui qocsin” [1, c. 113—114].

Ha poni TeaTpaJbHUX €JIEMEHTIB y PO3BUTKY MY3UYHOI'O aKILIOHI3MY Ta 1HCTPYMEHTAJIbHOI'O
TeaTpy HarojoulyBaiu U Ha BceykpalHCbKOMY HayKOBO-IpaKTHYHOMY cemiHapi “IIpoGremu
IHCTPYMEHTANIbHOTO BUKOHABCTBAa B YMOBax Cy4acHoi MHUcTelbKoi ocBiTH” [5; 6]. OnHak moOyTyIOTh
IOyMKH, 10, B IIJIOMY, aBaHrap] OyB HETaTHMBHHM Ta PYHHIBHUM pyXxoM XX CTOJITTS, IEpiojjoM
BHUIPOOOBYBAaHHSI OCHOBHUX €IIEMEHTIB 3aXiIHOT MY3HWKH, TApPMOHINHOI (BEpTHKAILHOT) Ta MEIOIIHHOT
(ropusoHTanbHOI) [miaropiiicbkoi| “mialleKTHKH HOT’, PO3KBITY EKCIIPECIOHI3MY HIOAHCIB,
OPKECTPOBKH, IMHAMIKH, IHCTPYMEHTAJIbHOI CBOEPIAHOCTI TOLIO [9].

ABaHrapgHa My3uka crana a8 B. PyHuaka OCHOBHUM JKEpenoM HAaTXHEHHS Ha
Meramop(do3u Ta EKCHEPUMEHTH. Y IEHTpI HOro yBard — CKJIagHa IMCOHAHTHA MOBA, SKCIpPECis
MY3UYHOTO BHCJIOBIIOBaHHS, HOBATOPCHKI MPHUIOMH, ITTOB’S3aHi 31 3BYKOTBOPYICTIO, HETHIIOBHMH
MIPOCTOPOBO-aKyCTHYHUMH 1 TEeMOPOBO-KOJIOPUCTHYHUMHK 3acobamu. KpiM TOro, TBOpYICTH
KOMIIO3UTOPA BIJPI3HAETHCSA aleaTOPUUYHUMH Ta COHOPHO-KIACTEepHHUMH KOMIUIekcamMu. Maiictep
3allydae 0 BUKOHAHHS TBOPIB 1 03aMy3WYHI €JI€MEHTH, 30KpeMa: CIIEHIYHI 3aco0u, Bi3yaui3alliio Ta
BepOasizalito My3W4HHX 00Opa3iB, MpoBOKaTWBHICTH Tomo. Ha aymky Bomomummpa Pynuaxa,
MONIOHWI aBaHTapIHWI CTUIICTUYHUI MOLIYK JAOIOMAarae 3aHypUTHCA B CYyYaCHUH MYy3UYHUMA
KOHTEKCT, aJanTyBaTucs JO HbOro. TexHika MUTHOI — NOpPUKIa] KyJIbTYpHOIO Jialiory,
penpe3eHTOBaHOro OiHAPHMMHM OIO3MLISAMHU: cTape W HOBE, MUHYJIE 1 TemepilliHe, KIacu4yHe M
HOBAaTOPCbKE, aBaHrapHe, CBITCHKE Ta [yXOBHE. ..

OpHi€ero 3 XapakTepHUX O3HAK CYYaCHOCTI € BHKOPHCTaHHS HOBITHIX TNPHIOMIB
“KOHCTPYIOBaHHsI KaMEpPHO-IHCTPYMEHTAJIbHUX KOMIOo3uIii. [Ipy [bOMYy BHHHMKA€E CKIIAHHIA,
BUPa3HUI MPOCTIp, 0 HOPMYETHCS 3a JOMOMOTOI0 MY3WYHHX TEXHIK, CYJacCHHX TEXHIYHHUX 3ac00iB,
AK1 BIUIMBAIOTh Ha JKaHPOBY OCHOBY TBOpY. SIK OJHe 3 BTIJIEHb >KaHPOBUX MeTamMop(}o3 Mo>kKHa
BiI3HAYMTH, IO B KaMEPHO-IHCTPYMEHTANbHI TBOPH IHTCHCHBHO BBOISITH OJMH 3 OCHOBHHX
IHCTPYMEHTIB JKa30BO1 Ta eCcTpaJHoi MYy3WKH — cakco(oH (y BCIX pi3HOBHIAX: sax-s/a/t/bar/bass),
30Kpema, B kommo3uilii B. Pynuaka “OcanHa — My3WKaHTaM, SKHMX HEMa€ 3 HaMH... BKe 1 me” s
JIBOX cakco(oHiB, mepkycii Ta ¢popreniano 1997 poky. 3a cinoBamu 1. CaBuyka, “CHHTE3 MHUCTEUTB Ta
iX B3aeMomis, SKi YAaCTO TPOCTEKYIOThCS Ha TPHKIAIl KaMEPHO-IHCTPYMEHTAIBHOI MY3HKH...
B. Pyruaka... Moau(ikyloTh ycTaJeHi »aHPOBI MOIENi, a 1032 THM PO3MHPIOIOTh BHKOHABCHKO-
BHpaXallbHI MOXJIMBOCTI 1HCTPYMEHTa Ta pOJi BUKOHABI[IB Ha cueHi” [7,c.228]. Y TBopi
MIPOCTEXKYETbCA 0e37i4  IHHOBAaLlifHMX TNPHUIOMIB BHKOHABCTBA, IO CTOCYIOTbCS BBEICHHS
excrpeciitHoi ramu cakcopoHa. MoXXHa TOBOPUTH TPO TPU TPYNU NPUHOMIB, SKi 3aCTOCOBYE
KOMIIO3UTOD:

— IKa30B1 3aII03MYCHHS,

— TpaHcdopmMallis Ta IpUKIaJaHHA 1O cakco(oHa CHOCOOIB BUKOHABCTBA, XaPAKTEPHUX VIS
IHIIINX THCTPYMEHTIB;

— BUKOPHCTaHHS NPUPOTHO-ITYMOBHX €(DEKTiB.

AxmioHisM B. PyHuaka mpuBepTae yBary 10 KoJia COIaJbHHUX MpPOOJEeM, TaKUM YHHOM
3HIMAIOYH JI0JIATKOBE NIUTAHHS MPO MPAKTHYHE NpU3HauYeHHS MUCTeNTBa. OCOOIMBO e aKTyallbHO B
KOHTEKCTI CyCHiibHOI nismbHOCTI B. PyHuaka, amke malicTep HOTPUMYETHCS TYMKH, IO “‘CIIPABKHIO
KYJIBTypY POOJIATE CIIpaB)XHi JIFOAH, a HE Ti, SKi 3aiMalOTh Mocaan <...> CKOpo OyIayTh MiHYBaTH THX,
XTO 3BaHb He Mae” [3].

Binrak, “inctpymenrtanpHuii TeaTp B. PyHuaka € MpogoBXEHHSM Tpajuilii 3aCHOBHUKIB
xanpy — [x. Keiimka, M. Karens, JI. bepio, B iIkux yKpaiHCBKHII KOMITIO3UTOp TepeliMace TIeBHi iel,
MOEJHYE iX 31 CBOIMH W OTpUMY€E IIKaBUH My3WuHHUE cum0i03” [2, c¢. 191]. LlimkoM iMOBipHO, 11O
BBEJICHHS C€JICMCHTIB TeaTpajbHOCTI, SKE BOJHOYAC BHUpPaXKa€e 3MICTOBHICTh, KIHECTE31iHO
TpancopmyBao xopoBui ctunb B. Pynuaka. [latpik ®@pip migxpeciauB, MO XOPOBHHA JUPUTECHT
noBuHeH OyTu ninepom: “He nukraropom, He camojepxkiem, a came Jigepom” [11, c. 29]. Tpeba
BHU3HATH TOW (hakT, IO KOJU XTOCh CTOITh Iepe] XOPOM OAMH, BiH TaK UM iHAaKIIE BXXKE BUCTYIAE
TaKUM JIiiepoM. Y pe3yibTaTi IbOTO BHHHUKAIOTH TEBHI 000B’s3KkH. Lle TBepmkeHHs 0COOIMBO
aKTyaJbHE B KOHTEKCTI nismmbHOCTI B. PyHuaka y cdepi xopoBoro wmmcrenrtBa, I03ask BiH
HEOJIHOPa30BO HArojollyBaB Ha crenudimi cBoro OadeHHS TBOpYOi CBOOOMM Ta MOXKIUBOCTI
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CaMOBHpPa)XEHHS — Y 3raJlaHoMy Kirodi. XopoBi aHcaMOii yHIKaJbHI B TOMY, IO BOHH 3aJy4aloThb
PI3HOMaHITHI TPYITM BHKOHABIIIB, SIKi CIIBIPAIIOIOTH MiXK COOO0I0, 00 MOEHATH Y MY3HIII TBOPUICTh
KOMITO3UTOPIB 1 MOTIIyMaunuTH clioBa aBTopiB TBOpiB [ 10, c. 2].

Bonomumup PyHuak HamexuTh 10 TOKOJNIHHS MYy3WYHUX Jis4iB, sKi copMmyBaiu
IHMBIIyaIbHUHA CTWUJIb, MIX THM JICMOHCTPYIOUM >KaHpoBUM yHiBepcanmism. “Ile, Hacammepern,
B. [Tonboga, C. JlyasoB, B. Pynuak, O. Kozapenko, K. Ilenkonenko. [{nst B. ITonsooi Ta C. JIyHsoBa
yBara Jio XOpPOBHX, OCOOJIMBO JIyXOBHO-TITYPTiYHHX JKaHPIB, € BXE YCTAJICHOI TPAIUIIIEI0,
CBOEPITHOIO TYXOBHOIO MOTPebOoro <...> BOHM 3BepTalOThCS K O BEJIMKHX JKAHPIB — MECH, KaHTATH,
TaK i 10 XOPOBOI I1’€CH, XOPOBOT'O IIHKIY, CHHTCTUYHHX BOKaJIbHO-IHCTPYMECHTAJIbHUX KaHPiB” [8, c.
358]. LinkoM mpaBWIBHUMU TaKi ClI0Ba BUSBISIIOTHCS 1 s B. PyHuaka, mo3ask iHAMBIAyaJIbHICTh
HOT0 CTHIIIO — SICKpaBO NIOMITHA — HasiBHA 1 B XOPOBOMY KaHPi.

Bapro Takox 3a3HaunTH, M0 B. PyHuak akTWBHO BHCTYIIa€ 3a MpOMaraHay CydacHOi My3HKH.
Hanpukian, yxxe ciM pokiB Tenekanan “KynabTypa” TpaHCIIIOE HOTo MPOCBITHUIBKY Niepenady — “‘Hosa
My3uka B YkpaiHi”. Takok MHUTEIb € MOMYJIIPH3aTOPOM OPKECTPOBUX 1 aHcaMOJEeBUX OIYCIB
koMmmo3utopiB XX cromitrss, a came: JI. lllocrakoBuua, A.BebGepna, E.Bapesza, JI. Hono,
K. IlItokraysena, [. Jlireri, JI. Bepio tomo. Kpim nepenavi, kommno3utrop 3acHyBaB y 1998-1999
pokax 1 KamepHMH aHCaMOlb 3 Takow caMol HazBoww — “HoBa mysuka B VYkpaini”. Illozo
OprasizaTopceKkoi misuTbHOCTI B. PyHuaka, To BiH pempe3eHTye cebe sK iHIIIIaTOp MPOBEICHHS
KOHKYPCIB PI3HUX PIBHIB — SIK MDDKHAPOJHHX, TaK 1 BCEYKPaiHCHKHX, & TAKOX KOHIEPTIB, ()eCTUBAIIIB
Ta IHIKX 3aX0niB. Benuknii BHeCOK MalcTep 3pOOHB i B YKPaiHCEKY XOPOBY MY3HKY, IO Ba)KIHBO
JUIA BITYM3HSIHOI KyJIbTYpU 3 OINIAY Ha IUICAAY TaKuX IisS4iB My3UKH MHUHYJIOTO, sk A. Benens,
. boprasHcekuii, M. bepe3oBcbkuii. 3okpema, B. Pynuak B3sB yuacts y “Xop-tecti”. Tyt Oyno
BUKOHAHO TBOPH KOMITIO3UTOpA Il OPKECTPY Ta XOpY, MPHYOMY HAroJOMIEHO Ha CKJIAJAHOCTI HOTO
xopoBol My3uku. Bomogumup PyHuak mocrae mpomoBkyBaueM Tpamuiii, e My3UKa € CKIIaTHOIO
MPALICIO Ta CBOEPIMHUM “JKEPTBOIPUHONICHHAM” (32 BU3HAUCHHSIM A. TapKOBCHKOTO) JIJIsl My3UKaHTA,
ane, pa3oM 3 THM, Ll My3HKa BUSBISETHCS JIETKOIO A ciyxada. [lomiOHuit (akT mae OoCHOBY IS
KOHCTATallli XPUCTHSAHCHKUX IHCHIpaliif, Ha IO HAIITOBXYIOTb yX€ HAa3BH TBOPIB KOMIIO3UTODA,
Hanpukiaz, “Ha cmepts Icyca” un “Haripaa mpomosias”.

Bomogumup Pyryak — mnpencTaBHHK IDICSOH KOMIIO3HUTOPIB-HOBAaTOpIB, SKi, HAaTXHCHHI
aBaHTApPJHOIO MY3WKOIO, 3BEpPTAIOTh yBary Ha >aHpoBi Meramop¢osu. [lpm HammcaHHI TBOpIB,
B. PyHuak, KOMIIO3UTOp Ta IUPHUTEHT, CTBOPIOE CKIAMHY MY3HKY U1 BUKOHABIS, alie JIETKY JUIA il
CTIPHIHATTS CTyXadeM. oMy HameXaTh Pi3HOMAHITHi TBOPH: IS OPKECTPY, XOpY, 3 BBEICHHSIM 0
KJIACHYHOTO BUKOHABCTBA IHCTPYMEHTIB, XapaKTepHUX IJIs Ixka3y. SIk eKCcliepuMeHTaTop, BiH 3aIydae
IO TIPOIIECY BHWKOHAHHS MY3WYHHX TBOPIB €IIEMEHTH TEaTpajbHOCTI, NMPOBOKAMii, 3BEPTAETHCS MO
CHUHTE3y MHCTEITB, THCTPYMEHTAJIILHOTO TeaTpy, a TaKOX BIJIHAXOMUTH IUIS YKPaiHCBKOI KYJIBTYpH
MY3WYHHN akmioHi3M. OKpiM TOro, HOTro MisTBHICT MOB’sI3aHa 3 IPOCBITHUIITBOM Ta MpoNarasaoko (y
MTO3UTHBHOMY CEHCI IThOTO CJOBA) aBaHTApAHOI My3HKH XX CTONITTA, a TaKOXX MY3HKH Cy4acHOI.
Bononumup PyHuak BucTynae i B pojii oprasizaTopa 4M iHil[iaTopa MPOBEACHHS MIXHApOAHUX Ta
BCEYKpATHCHKUX MY3WYHHUX KOHKYPCIB, DECTHBAIB 1 KOHIIEPTIB.
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Auna IHonmoBa
Oabra Boiiuenko

3HAUEHHS MEJIATEXHOJIOI'TIA Y BUXOBAHHI
ECTPAJHOI'O BOKAJIICTA

Y cmammi eusnaueno nposione smauenms mediamexnonoziii 01 pO36UMKY eCMPAOHO20
sokanicma. Haeonoweno Ha ixuitl asxcnugiti poni y cboco0enti. OKpeciieHo, wo po3eumox eoxanicma
HEMOXMCIUBUL 03 BUKOPUCMAHHA KOMN TOMEPHOI MeXHiKU, Npocpam, CHPAMOBAHUX HA 3ANUC A
06pobKYy 36YKY, 3ACMOCY8AHHA YCMAMKYBAHHA, AKe obpobdasic ma nocumoe 38yk. Iliokpecneno, wo
BUKOPUCIANHA  MediamexHoNo2ill  donomMazac He Juuie YOOCKOHANEHHIO mda KOpeKyii enacHoi
BUKOHABCHKOT MaliCMepHOCi, a Ul NPOCY8AHHIO MA NOOAbULIL NoNYapu3ayii cnisaka.

Kntouogi cnoea: meoiamexuonozii, sanuc 36yKy, npospamHe 3aOe3nedeHHsi, ecmpaoHuil
goxanicm, 00pobKa 38YKy, GUXOBAHHSI.

AJgia IonmoBa
OJabra Boiiuenko

3HAYEHWUE MEJAATEXHOJIOT W B BOCIMTAHUA
9CTPAJJHOI'O BOKAJIUCTA

B cmamve onpedeneHo gedywee 3HaueHue MeOUAMexXHON02Ull ONsl pa3eumusi 3CmpaoHo2o
sokanucma. OmmeueHo ux Gadichylo poiavb 6 Hacmosiyem. OuepueHo, umo pazeumue GOKANUCNA
HeB03MOJICHO Oe3 UCHONb308AHUSL KOMNbIOMEPHOU MEXHUKUY, NPOSPAMM, HANPAGIEHHBIX HA 3aNUCL U
00pabomky 38yKa, npumeHeHusi 000py00eanus, Komopoe obpabamwvisaem u YCUTUBAEM 36YK.
TloouepkHymo, ymo ucnonb306aHue MeOUAMexXHOA02Ull NOMO2Aem He MONbKO COBEPULEHCMBOBAHUIO U
KOppekyuu cOOCMEEHHO20 UCHOTHUMENLCKO20 MACMEPCmBd, HO U NPOOGUIICEHUI0 U OanbHeliuell
nonyasApuzayuu negya.

Kniouessvie cnosa: meouamexmnonocuu, 3anuce 36yKa, npoepammHoe obecneuenie, 3CmMpaoHblil
gokanucm, obpabomka 36yKd, 0CHUMAHUe.
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