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Cymapyk A. II. Heodoabkiopui pucu 0assHHOI TBopYocTi Bosogummupa
PyHuaka (10 nMTaHHS BUKOHABCHLKOIO iHTOHYBaHHs). — KBanidikaliiiHa HayKoBa

npars Ha IpaBax PyKOIHCY.

HayxoBe 00rpyHTYyBaHHS TBOPUOTO MUCTEI[BKOTO MPOEKTY HA 37100YTTS HAYKOBOTO
CTYIEHS JOKTOpa MHUCTEITBA 3a creliaibHIicTI0 025 «My3uuHe MHUCTEITBO» (Taly3b
3HaHb 02 «Kynberypa 1 mMucrentBo»). — JIbBIBChKa HalliOHaJIbHA MY3UYHA aKaJeMis

imMeni M. B. JIucenka. JIsBiB, 2025.

VY mpartii BUCBITACHO TBOpUY MocTarh Bonmognmupa PyHuaka sk BimoMoro ajgenra
Cy4yaCHOT0 MHCTEITBa, IO CTOITh Ha 3acajax pO3BUTKY YKpaiHChKOI OasHHO-
aKkopIeoHHOT KynbTypH. OCHOBY TpOEKTY (opMye MY3UIHO-CTHIIICTUYHUN Ta
BUKOHABCHKHI aHani3 OasHHUX TBOpIB Kommo3utopa. Crnenudika iHCTPYMEHTAIbHOT
MOBHM MUTIIS IPOAYKYE TPOOJIEMH BUKOHABCHKOTO 1HTOHYBAaHHS Ta BHCYBAa€ MUTAHHS
CY4YacCHOTO XY/I0’KHbO-BUKOHABCHKOTO M1AXOTY.

VYkpaiHchbka OasiHHa KyJabTypa € TIOPIBHSHO MOJIOAWM SIBUIEM B icTOpii
HAI[IOHAJIBHOTO MY3WYHOI'O MHUCTEITBA, IO aKTyaji3ye MpoOJIeMU TEOPETHUYHOTO Ta
IPaKTUYHOTO JMOCHIIHKeHHS Oararbox ii acmekrtiB. Ha npyry monoBuHy XX CTOMITTS
npunazgae HaOUTbIT IHTCHCUBHHUHN €Tam PO3BUTKY, MOB'SI3aHU 3 HAOMMKCHHSAM J10
TOPU30HTIB MOJICPHOI €BPOMNEHCHKOI Tpajuilii Ta BUXOAOM Ha TnpodeciiHuii
KOHIIEPTHO-aKaIeMI4HMi piBeHb. TBOpUicTh Bononumupa PyHuaka, 1mo po3ropraerscs
B ocTaHHIN TpeTnHi XX — Ha moyarky XXI CTOMITh, € ICKPaBOIO LUTFOCTPAIIIEI0 SKICHOTO
OHOBJICHHSI Ta 30aradeHHs JIEKCUYHOTO (oHay OasHHOT MY3UKH, PO3IMIUPEHHS
KAHPOBOTO KOJa, TEXHIYHOTO Ta 3ByKOBHPA30BOTO IMOTEHINIANY, IO € HaJI3BUYAIHO
BaroMMM BHECKOM B ICTOP1I0 PO3BUTKY IHCTPYMEHTA T4 BUKOHABCHKOT'O MUCTEIITBA.

VY cBiTii akTyamizaimii Heo(OIBKIOPHUX BisIHb Y MHUCTEIBKOMY TpocTopi XX
CTONITTSI KO’KEH HOBHM JOTHK J0 aBTCHTHYHHUX JDKEPEN MPOMYyKye HE3BUYHI (popmu
MEePEIOMIICHHS] TIHOMHHUX HApOAHUX IUIACTIB, CHOHYKAaIOUM KOMIIO3UTOPIB [0
IHAUBIIYaJbHO-TBOPUOi MPOEKIii (DOIBKIOPHUX MOZAENEH Yy CHCTEMI aBTOPCHKOTO

ctuito. Biarak, 3 mumpokoi nanitpu 6asHHoi TBopuocTi Bonogumupa Pynuaka o0paHo



TS TOCTIKSHHSI My3U4YHI 3pa3ku HeO(OIBKIOPHOTO CIIPSIMYBaHHS, IO PO3KPUBAIOTH
HaIllOHAJIbHO-MEHTAaIbHY 1IEHTUYHICTh MUTISI Ta HOro pgiajgor 3 (HOJBKIOPHOIO
Tpaauiieto. st KOMIIEKCHOTO JOCHIIKEHHS TOLUIBHO 3yMMMHUTHUCS Ha TBOPAaX PI3HUX
NepiofiB Ta XaHPiB, JUIsl COJILHOTO Ta aHCAMOJIEBOIO BUKOHAHHA (COiTH Ay OasiHa
cono «Tpu donbkiopHi 1’ ecu», «Iloprpern KoMo-3UTOpiB», «KUTAMCHKUN TUNITHUX
Ne2, «'yuynbcbka Mo3aika» A OassHa i CKPUIIKH).

Kito4oB1 HampsiIMKM JOCHIIKEHHS PO3MOAUIAIOTHCS BIAMOBIIHO MDK TphOMa
pO3IiTaMH, IO MPUCBSYCHI ICTOPUKO-KYIBTYPOJIOTIYHUM Ta XYA0KHBO-ECTCTUIHUM
3acajiaM HeO(OIbKIOPU3MY, ONTHIII My3UIHO-CTHIIICTUYHOTO MMOYEPKY KOMIIO3UTOPA Y
TBOpax 3 HEO(POIHKJIOPHUMHU MOTHBAMH Ta MPOOJIeMaM BUKOHABCHKOTO IHTOHYBaHHS 3
MPOEKITIEI0 HAa MHUPII 3acagr (yHKIIOHYBaHHS KOMITO3UTOPCHKOI Ta BUKOHABCHKOT
TBOPYOCTI Y MUCTEI[LKOMY MPOCTOPi MOCTMOACPHI3MY.

Y mepmomy po3nii chOopMyIbOBAHO TMOHATIHHWKA amapar (OJBKIOpU3MY Ta
HEO(OJTBKIOPU3MY, BHUCBITIICHO OCHOBHI PI3HOBUIM 3 aKIIEHTOM Ha KOMIIO3UTOP-
cekoMy (ponpkitopu3Mi. BecTaHoBIEHO, 110 caMme BiH 30epirae opraHiuHUM 3B'A30K 3
TBOPYO-IHTOHAI[IMHUMU Ta XYIOXKHbO-€CTETUYHUMHU  KaTETOPisIMU  MY3UYHOTO
MUCTEITBA, TOYMHAIOUH B1J] TIEPIINX €TariB CTAHOBJICHHS YKPaiHCHKOI KOMIIO3UTOP-
ChbKOi IIKONH. BUSABIEHO [iana3oH TBOPYOIO MEPETBOPEHHS (POIBKIOPHUX MEPIIO-
JOKEpeJl B ICTOPUYHIN TUIOMIMHI — BiJ JEKJIapaTHBHOTO 300pakKaIbHOTO XapaKTepy y
POMaHTUYHINA MY3WYHINA TpaauIlii 10 1HIWBITYyaTi30BaHOT MPOEKIii. 3aKOHOMIPHO, IO
HaWOUIBIII JETAThbHO OXOIIEHO MpoOjemMu (YHKI[IOHYBaHHS HEO(MOIBKIOPU3MY SIK
XyAOKHBO-MHUCTEIILKOTO HampsiMKy. BiAMoBiAHO 70 IbOTO OKpeclieHa 1CTOPUKO-
XpOHOJIOTIYHA TMaHOpama, O0Opa3HO-TEeMaTHYHE TOJI€ TBOPUYOCTI Ta KOHIENTYyaJbHI
[UISIXA CTHJIICTUYHOTO BTUICHHS (ONBKIOPHUX MOIENeH y My3WYHId MOBI
KOMITO3UTOPiB XX CTOMTTA. Y 1IbOMY KOHTEKCTI BHCBITJIEHO MOCTaTh Bomomumupa
Pynuaka Ta akryani3oBaHO crnpoOW TBOPUOTO TMEPEOCMUCICHHS (DOIBKIOPHUX
MOJIeTIel y pI3HHX >KaHpax HWOro JopoOKy. BusBieHo (yHKIIOHAIBHY TMUIONIHHY
JAJIOTy «KOMIIO3UTOP-(ONBKIOp» 3 Omisiay Ha OiorpadiuHi Ta COLIOKYIBTYpHI
(dakTopu, BCTAHOBIICHO [Iala3oH CTWIICTUYHUX mMomykiB B. PyHuaka y TBOpax

HEO(DOIBKIIOPHOTO HAMPSIMKY.



Hpyruili  po3aul  JOCHIIKEHHS TNPUCBAYEHUM pO3MIsiAy OassHHUX TBOPIB
Bonoaumupa PyHuaka 3 METOIO BUSIBIEHHS MY3WYHO-IHTOHALIMHOI perentii (pobK-
JOpHUX MoJeNield (Ha Marepialli COJbHMX Ta aHcaMOleBUX 3pa3kiB). JleTanabHO
MPOAHAI30BaHO MPUHIUNN (POPMO-TBOPEHHSI Ta MY3MUYHO-JIEKCUYHY MNAJITPY, L0
BKa3y€ Ha MIMPOKHUM CIEKTP 3aIydEeHUX ETHOXAPaKTEPHUX Mojeliel (YKpaiHChKUH,
pOCIiCbKMIA, KHUTalChbKUM (PonbKiIop). 3AIMCHEHO XapaKTEPUCTUKY KIIOUOBHX
€JIEMEHTIB MY3HYHOI MOBH (MEJNO-pUTMIYHA KaHBA, (DaKTypHO-TEMATUYHUNA PO3BUTOK,
rapMOHIYHa MOBA, TOHAJIBHHMN IUIaH), MYy3WYHO-JAPAMATYPriYHOTO Ta CTPYKTYPHO-
KOMITO3UIIHHOTO PO3BUTKY. BH3HaueHO 0CcOO0MMBOCTI 00pa3HO-TEMAaTHYHOIO MOTEH-
iany QoJbKIOPHUX MOZEJIEH Ta iX poJib y XyNOKHBO-P110c0(ChKIN KOHIETIIT TBOPIB.
Po3kprTO OCHOBHI HUISIXM MY3UYHO-CTUJIICTUYHOT MPOEKIIiT (POITBKIOPHUX €JIEMEHTIB
(cTrumizarisi HAPOIHOTO KOJOPHTY JIaJIOTAPMOHIYHUMH, PUTMIYHHMH, CTPYKTYpPHUMH,
COHOPUCTUYHUMHU 3aco0aMu, alro3ii Ha CTWI, 3allydeHHS NPUHOMIB HapOIHO-
IMITPOBI3AIIIMHOTO MY3UKYBaHHS).

Y TpeThOMy pO3AUII BHUCBITICHO KJIIOYOBMM, BUKOHABCHKUH AacCMeKT, IO
PO3KPUBAETHCA Y KOMIUIEKCHOMY minxoai. Hacammepen BCTaHOBIEHO MPUHIIMITH
B3a€EMO/IIT KOMIO3UTOPCHKOT W BHKOHABCHKOI TBOPUOCTI B ICTOPUYHOMY pPO3pi3i,
3aJTy4eHO TOHATIMHHMM armapaT BUKOHABCHKOTO CTUJIO, IO (YHKIIOHYE Y YHCICHHUX
nedirimiax. BigTak BHABIEHO MEXaHI3MH KOMITO3UTOPCHKO-BUKOHABCHKOI CHIBIII Ha
npukiaanai 6asHHoi TBopuocTi Bomogumupa PyHyaka: BCTaHOBIEHO KJIIOYOBI TBOPUi
COIO3H, IIUISIXU CTUMYJISIII KOMIIO3UTOPCHKOTO KPEaTUBY Ta BAKOHABCHKOI MISITEHOCTI.
OxpeMo 3anmponOHOBaHO MY3UYHO-BUKOHABCHKUI aHalli3 00paHuX OasHHUX TBOPIB, 1€
OKPECJICHO OCHOBHI TpoOiieMu iHTeprpeTallii (TeXHIYHO-BUKOHABCHKI, MY3HUYHO-
CTHJIICTUYHI Ta XyIOKHBO-KOHIIENTyaldbHI 0co0nuBOCT). HaouHuM mOMOBHEHHAM
BUKOHABCHKUX acmekTiB TBopuocTi B. PyHuaka ctaB TBOpumii miajor-iHTepB’to 3
MHTIIEM, IO BMIIIye TMPaKTHYHI PEKOMEHMIAIll IIOA0 I1HTepHpeTalii TBOPIB,
MaJioBiIoMi (haKTH KOMITO3UTOPCHKO-BUKOHABCHKUX 3B’SI3KiB, 1CTOPII0 CTBOPEHHS Ta
BUKOHAHHS OKpEMHX TBOPIB OasSHHOTO perepTyapy.

3BaKa0uM Ha KOMIUIEKCHUW XapaKTep OCHTIKEHHS, 3aTydeHHS CYMDKHHX

TEOPETUYHUX Ta MPAKTUYHUX AacHeKTiB, (OPMYeEThCS MEPCIEKTUBA MOAAIBIIOrO



PO3BUTKY 3asBieHUX npodaeMm. Lle crocyeTbcs, 30KkpeMa, Cy4acHOi BHKOHABCBHKOI
MPaKTUKH, 10 MOTpeOye HOBOrO MiAXOAY A0 IHTEpIpeTalliil, BUSBICHHS NOJAJbIINX
po0sIeM XyA0KHBO-TBOPUOi KOMYHIKaI[li KOMIIO3UTOpA Ta BUKOHABLSA. AKTyalbHUMU
3QJIMIIAIOTECSA TMHUTAHHS PO3IIMPEHHS MarepiaibHOI 0a3u JOCHIKEHHS I1HIIUMU
TBOpamu B. PyHuaka, anami3 iHTepnpeTauiiHUX Bepcidi TBOPIB Ta 3arajioM
nonynapusaiiss OasHHMX 3100yTKIB y KyJIbTYpPHO-NIPOCBITHUIIbKIN, IEJarorivHii,
MY3UYHO-IPOMAJICHKI, My3UKO3HaBU1 cepax.

Knwuosi cnosa: yxpainceka Mmy3uuna Kymmypa, OasHHe MUCMeymeo,
IHOUBIOYANbHUL KOMNOZUMOPCLKULL CMUL, NOCMMOOEPHI3M, MY3UYHUL a8an2apo;
OAAHHO-THCMPYMEHMANbHA ~ MOBA;  HEOQOIbKIOPUIM, @onvkaopHi  Momueu,

BUKOHABCLKUU CIMUIL, MY3UUHA IHMEpRpemayis.



SUMMARY

Sumaruk A. P. Neofolk signs of Volodymyr Runchak’s bayan creativity: to

the issue of performing intonation. — Qualifying scientific research as a manuscript.

Scientific justification of the creative artistic project for obtaining the educational-
artistic degree of Doctor of Arts in the specialty 025 «Musical Art» (field of knowledge
02 «Culture and Art»). — Lviv Mykola Lysenko National Music Academy, Lviv, 2025.

The work explores person Volodymyr Runchak as one of the greatest reinventor
of modern bayan creativity, that actively supports the development Ukrainian bayan
and accordion culture. The project is based on music stylistic and performing analysis
of the composer's bayan works. The specificity of the instrumental means produces
issues with performing intonation and provides a close connection of composer's and
performing creativity.

Ukrainian bayan art is a relatively recent phenomenon in the history of national
musical culture. This actualizes the issues of theoretical and practical research. An
active stage of development occurs in the second half of the XX century. It is associated
with approaching to the modern European tradition and entering a new professional
and academic level. V. Runchak’s creativity covers a period the last third of the XX
the beginning of the XXI centuries. It reflects the qualitative renewal of lexical fund,
expanding the genres, technical and sounding potential. It became a significant
contribution to the development of instrument and performing perspective.

In the process of actualization neofolkloristic trends occuried the unusual forms
conversion of innards folk pools. It provoked composers to the individual creative
reflection folk models in the author's style. Therefore from large variety of Volodymyr
Runchak’s bayan creativity were elected neofolkloristic music works. For the complex
research were chosen solo and ensemble works from different periods and genres
(suites for solo bayan «Three folklore pieces», «Portraits of the composers», «Chinese
diptych» Ne2, «Hutsul mosaic» for violin and bayan).

The key areas of the research are divided amongst three chapters. It dedicated to

the historical and cultural, artistic and aesthetic principles of neofolklorism (first
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chapter), Volodymyr Runchak’s musical style in the neofolkloristic works (second
chapter) and problems of performing intonation (third chapter). It projects on
comprehensive plan of composer’s and performing creativity in the music art of
postmodernism.

The first section discusses the conceptual apparatus of folklorism and
neofolklorism. The composer’s neofolklorism preserves fundamental connection with
intonational and artistic-aesthetic categories of musical art from the first steps in the
development of Ukrainian composer’s school. Revealed the range of creative
modifications of folklore sources in the historical plane — from declarative character in
the musical tradition of romanticism to intuitive projection in the art of postmodernism.
It is natural the problems of functioning of neofolklorism as artistic direction are
covered by the most profound. In accordance with this historical and thematic character
of creativity and conceptual ways of stylistic implement folklore models in the musical
language are indicated.

The second chapter is devoted to examining Volodymyr Runchak’s bayan works.
Peculiarities of musical intonation reception of folklore models are revealed (based on
solo and ensemble works). The principles of formation and music-lexical fund are
analyzed in details. It gives a characteristic of main factors of music expression:
melorhythmic models, thematic development, harmonic language, tonal plan, music-
dramaturgical and structural compositional details. The features of thematic and story
potential of national models, it’s role in the philosophical concept of works are
educated. It reveals basic ways of music-stylistic projection of folklore elements
(stylization of folk peculiarity through harmonic, rhythmic, structural, sonoristic
models, allusions to style, folk improvisational performance techniques, etc.).

The third chapter covers the key performance aspect of research, theoretical and
practical issues. Principles of interaction between composer and performer creativity
in historical perspective are primarily established, conceptual apparatus of performing
style are involved. The characteristic of composer-performer interaction on the
example of V. Runchak's bayan works are revealed. It suggests music performance

analysis of bayan works, the main problems of interpretation (technical, stylistic,



artistic, conceptual). Creative dialogue-interview with the artist serves as a supplement
to performance aspects of V. Runchak's works. It consists of practical recommendations
for interpreting works, unknown facts of composer and performer communication,
history of the creation and performance works.

Prospect of further development is formed given the complex type of the study,
involving related theoretical and practical aspects. This applies in particular to modern
performing practice, new approach to interpretations, identification of further problems
of creative communication between composer and performer. Topical questions
concerning the expanding material base by V. Runchak's works, analyzing
interpretative versions and generally popularizing bayan achievements in the cultural

and educational, pedagogical, music and public, musicological spheres.

Keywords: Ukrainian music culture; bayan creativity;, composer's unique style;
postmodernism, music avant-garde; bayan instrumental language,; neofolklorism,

folklore models,; performing style; music interpretation.



