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CBoe€ i yyxe: cniBiCHyBaHHSA aBTOPCLKOrO i 3ano3n4eHoro
B Cy4acHOMY My3U4HOMY TBOPI

AHOTALIAA = Ieruncskuii O. C. CBoe i uyxke: cniBicCHyBaHHS aB-
TOPCHKOIO i 3aM03UYEHOr0 B Cy4aCHOMY My3M4HOMY TBOpi. m B crarTi aHa-
J3YETHCSI CIIBBIHONICHHS aBTOPCHKUX CKJIATHHKIB 13 3amo3nueHHssMu. Ha npu-
knmagax 3 my3uku A. bepra i A. [1IHiTke MOKa3yeThCsl iXHA HAsIBHICTh HA Pi3HUX
piBHSX (DOPMH, MOSICHIOETHCS SIBUIIE KOMIIO3UTOPCHKOT «HEIOOLIHKI) BIACHOTO
aBTOPCTBA, [0 CHOCTEPIraeThCs, 30KpeMa, B komeHTapsix LIIHiTke, siki BiH Jo1aB
1o cBoei «CroiTi y cTapoBUHHOMY CTWii». [lopylieHne muTaHHs BIDIMBY CTHIIIC-
THUYHHX 3al103MYEHb Ha MUCTEIbKY LIHHICTh TBOPY 1 CTYIIHb HOTO MOMYJISIPHOCTI
cepel BUKOHABIIIB i MyONikd. Po3mIssHYTI CyMHIBHI CTEPEOTHIIN TPOSIBY Y TBOPI
«aBTOPCBHKOTO CJIOBa» — €JIEMEHTa, 110, Ha TYMKY aBTOpa CTaTTi, IPUCYTHIH B My-
3WII 3aBXKIM, X04a i TPOSBIETHCSA a00 Oe3MocepelHbO (PUCH IHAMBITYyaThHOTO
aBTOPCHKOTO CTHITIO), a00 y BUOOPI, peNyKIlii Ta MOEAHAHHI «9yKUX» CKIIATHHUKIB
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1 KoMIo3uIiitHNX npuifomiB. [Toka3aHa He3alIeKHICTH «aBTOPCHKOTO BHCIIOBIIIO-
BaHHS» BiJI XapakTepy My3WKH I THITy 3ByKOBHX 0o0Opa3iB. m Kurouosi cioBa:
aBTOPCHKE, 3aM03MUYCHE, CTHITICTUKA, CTHJII3aIlis, IHANBIAyalbHE, CI0iTa, OCydJac-
HEeHa CTapOBHHA.

AHHOTAILIMA wm lerunckuii A. C. CBoé u 4y:koe: COOTHOIIEHUE
aBTOPCKOI0 M 3aMMCTBOBAHHOI0 B COBPEMEHHOM MY3bIKAJIbHOM COYMHEHHH.
m B crarse aHamm3mpyeTcs COOTHOIIEHHE aBTOPCKHUX M 3aMMCTBOBAHHBIX CO-
crapnstonmx. Ha npumepax u3 My3siku A. bepra u A. IlIHuTke moka3zaHo UX Ha-
JMYUE Ha Pa3HBIX YPOBHAX (DOPMBI, IOSICHICTCS SIBIICHIE KOMITO3UTOPCKOH «HEIO0-
OIICHKM» COOCTBEHHOTO aBTOPCTBA, HAOIIOaeMOe, B YACTHOCTH, B KOMMEHTaPHSIX
[TuuTKe, cienanblx UM K cBoel «CIouTe B CTAPUHHOM CTUJIE». 3aTPOHYT BOIPOC
BIIMSTHASL CTHJICBBIX 3aMMCTBOBAHMN Ha XYIOKECTBEHHYIO IIEHHOCTH COYHHEHUS
U CTCMEHb €ro MOMYJSIPHOCTH CPEI UCIONHUTENCH U MyOiIuKu. PaccMoTpeHsI
COMHUTEJBHBIC CTEPEOTUIIH MPOSIBICHUS B COYMHCHUH «aBTOPCKOTO CIIOBAa» —
JJICMCHTA, KOTOpBIﬁ MPUCYTCTBYET B MY3BLIKE BCEraa, XOTd U IMPOABIIACTCA J'[I/I60
HEMOCPEIICTBCHHO (YEPTHI HHIUBHIyaTHhHOTO aBTOPCKOTO CTHIIA), JINOO B BEIOOPE,
PEIYKIIMH U COYETAaHUH «IY>KHUX» COCTABIIIONNX U KOMIO3HIIHOHHBIX TIPHEMOB.
ITokazana HE3aBUCHMOCThH «aBTOPCKOTO BBICKA3bIBAaHUS» OT XapakTepa MY3bIKH
¥ TUTA 3BYKOBBIX 00pa3oB. m KiiioueBble cj10Ba: aBTOPCKOE, 3aMMCTBOBAH-
HOC, CTWJIMCTHUKA, CTUJIU3AlWd, UHAUBUAYAJIBHOC, CIOMTA, MOACPHU3UPOBAHHAA
CTapuHa.

ABSTRACT m Shchetynsky O. S. Original and borrowed: correlation
of the author’s and referred elements in modern musical work.

m The phrase “author’s speech” the most frequently uses in musicological
texts without exact definition but rather as a metaphor. However, its senses are
not clear enough. The correlation of original and “borrowed” elements in music
work also needs clarification. The objective of this article is to analyze the role
of the author’s and borrowed elements, as well as their impact on artistic value of
musical work on the examples of creativity by the composers of the XX century.

Some examples of the “author’s speech” do not show any problem, as we
clearly feel, when exactly the author suggests his/her personal commentary to
the “events” that were depicted before. Among these are the sorrow solos of
wind instruments in the symphonies by Dmitry Shostakovich, which he usually
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introduced after tragic culminations or the D minor orchestral interlude before the
last episode of “Wozzeck” by Alban Berg. The author himself characterizes this
interlude as the “author’s speech” directed to the audience, which represents the
humankind.

However, episodes of similar character (author’s “direct speech”) are not
obligatory in music. Huge number of works by Shostakovich, Berg and other
authors does not include them. Certainly, this does not mean they lack the
“author’s speech”. While identifying this element in the piece, it is important to
reject the stereotype to bind it with slow music of certain character (meditative,
melancholic, sorrow, festive, solemn, etc.). In the same time, although such
connotations sometimes are working, the faster episodes of another nature, with
thematic contrasts and intensive development, should not be associated only
with dramatic quasi-theatrical action. The author cannot avoid various emotions
(doubt, trouble, uncertainty, protest, searching for a decision, multivalency of
reaction, and many others), which definitely will be reflected in his/her piece and
will producing a music of very different kinds. If we consider the music work in
technical aspects, we find the combination of individual and “borrowed” elements
at all levels of the compositional structure. So, we may conclude the author’s
individuality manifests itself everywhere, and the meditative episodes do not enjoy
any priority in comparison to episodes of another figurative character and type of
movement.

“Suite in the old style” for violin and piano (harpsichord) by Alfred Schnittke
is a good example of such practice. In his dialogues with Dmitry Shulgin Schnittke
characterizes this work as total stylization, except several tiny details. Nevertheless,
the analysis of the piece reveals the more serious personal contribution. In addition
to found by the researcher Olena Vashchenko harmonic and melodic elements
that have their origin rather in the 20th century, the present article shows similar
content in formal structure of the Suite and in part-writing of its polyphonic
movements. Individual style reveals also in Schnittke’s choice of certain elements
of “old styles” and their combination with the 20th century musical writing.

Why Schnittke ignored his real stylistic contribution and qualified his Suite
lower than it deserved? The author of the article finds an explanation in the
composer’s work of the late 1960s and early 1970s, when the Suite was composed.
In those years, the main Schnittke’s phenomenon — poly-stylistic writing — was
coined in such wide-scaled works as the First Symphony, Piano Quintet, Requiem
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and others. Being occupied by these works that indicate his personality much
stronger, Schnittke mentions just that feature of Suite, which stayed in his conscious
as dominant, exactly stylization, so the explanation may be found in psychological
field. Totally stylized piece would never become so popular and beloved both by
the performers and the public as the Suite does. There is no reason to play and
listen to pure stylization, when it is possible to have dealing with an original work.
A listener and a performer are attracted by the combination of the original and
stylized elements in the Suite, their interaction and flexible transition of one into
other. This may be called as “modernized antiquity”. Due to this feature, the piece
stays one of the most popular and wellknown works of the composer.

Conclusion. The importance of the original and “borrowed” elements does
not depend directly on the quantity of these elements and even on the ratio between
them. The author’s individuality may show itself in various aspects in the context
of the dominating stylization. The creative power of the author depends, first of all,
on the strength of the author’s personality and his/her ability to adapt somebody
else’s achievements to his/her own tasks, to fill them with new content and to
create a new context for them. In case of a positive answers to these challenges
the author gets the ability to utilize somebody else’s idiom similar to his/her own,
and a listener, a performer and a researcher get a reason to refresh in memory the
poetic prophesy by Osip Mandelstam:

“... and will again the skald create somebody else’s song,

and he will utter her as if it will his own”.

m  Key words: original, borrowed, stylistics, stylization, individual, suite,

modernized antiquity.

IMocTranoBka mpodjemu. Bupas «asmopcoke sucnosnogansy Haii-
YacTille Y>KUBAIOTh B MY3HKO3HABYil JliTeparypi 0e3 TOUHOTO O3HAYCHHS
1 HaBiTh HE Y IPSIMOMY CMUCII, a sTk MeTadopy. IIpoTe, ioro cMuciu ganeko
HE 3aBXKIHU € 0O4eBUAHUMHU. Tak camMo MOTpeOyIoTh YTOYHEHHSI CIiBBiIHO-
LICHHS CBOTO 1 3a1103MYEHOT0 (TOOTO «HEABTOPCHKOT0») B My3UYHOMY TBO-
pi. Um 3aBxau KilbKiCHE TIepeBasKaHHS TEPIIOro Haj APYTHMM HEoOXigHe
JUISL TIOSIBU TBOPY BHCOKOI MHCTEIbKOI IIIHHOCTI, & MepeBakaHHs IPyroro
HaJ TIepIINM TIpUpiKae TBip Ha HeBnauy? CTaTTa Ma€ Ha MeTi 3’scyBaru
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POJIb «aBTOPCHKOTOY 1 «3aII03UYEHOI0», IOKA3aTH IXHIO HEOJHO3HAYHICTh
Ha MPUKJIIaAaxX 3 My3uKd XX CTOpiyys.

Jlesiki BUNIaIKU «aBTOPCHKOI'O CIIOBa» BUIVISIAIOTH OE3MPOOICMHUMMU:
MM SICHO BiIYYBAa€EMO, KOJIM Y TBOPI HACTAE Yac JJIsl aBTOPCHKOTO «KOMEH-
Taps», 3MICTOBHOI'O y3arajJbHEHHS THUX «IHOMAIN», 10 1X aBTOP IOWHO 30-
OpasuB. /lo TakMX BHITAJKiB MOXKHA BiIHECTH, HAIIPHKIIA[, PO3JIOTi CyMHI
MOHOJIOTH JyXOBUX cojio B cuMoHisx IllocTakoBuua, 1mo 3’sBISIOTHCS
31e01IBIIOTO MTiCs TPariyHuX KyJbMiHAIH, a00 OPKECTPOBY pe-MiHOPHY
IHTEPIIOMII0 TIEpe/] OCTaHHBOK KapTHHOI «Borieka» bepra. B gomnosini,
BuronoteHoi 3 6epesnst 1929 p. nepexn mpem’eporo «Borekay B Tearpi
Mmicta OnbrenOypr, aBTop 3a3Hadae: «llepex 3akimiouHoro crieHoro <...>
W€ JOBOII PO3JIOTUI OPKECTPOBHUI (parMeHT. 3 IpaMaTUuIHOI TOUKH 30pY
IIe eIJIOT TicTs caMoTyOcTBa Borreka, asmopcore eucnosniosanis [Kyp-
cuB Ham — O. II1.], 1o BUXOQUTH 32 MEXi JipaMaTU4HOI TeaTpaabHOI Jii,
3BEpHEHHS 10 MTyOTiKH, [0 PETPe3eHTYE TONCHKICThY [2].

[Ipote noiOHI po3/1iK HE € 000B’ I3KOBUMH, 3HAYHA KIJIbKICTh TBOPIB
i llocrakoBuua, i bepra, i iHmMx 30y/10BaHa 0€3 TAKOTO «y3aralbHEHHS.
Ta xi0a B HUX ci1adIIe Bi9yBa€ThCs «aBTOPCHKE CIIOBO»?

B MucTtenTsi 3ByKiB i 3ByKOBHX 00pa3iB HE Tak B¥Ke i JIETKO I0OBECTH,
SIKy caMe MY3HKYy 1 III0 came B Hild BapTO ymoaiOHIOBaTH (3HOBY MeTado-
pal!) 10 aBTOPCHKOTO BUCJIOBIIOBaHHS. [CHY€ CITOKyca ITiTH 32 HeMMCAaHUM
NPaBWJIOM: TIOB’SI3aTH aBTOPCHKUH TOJIOC 13 MEBHUM XapaKTepOM MY3UKH
i meBHMM THIIOM pyXy. M1eThes Ipo MOBiNbHI YacTHHM 260 PO3AiTN ypo-
YHCTOTO, CIOMISAAAIbHO-MENAHXOMIHHOTO UM KYPIUBOTO XapakTepy, Mo-
3HA4YCHI €IHICTIO TEMATU3MYy U eMOIiHOTO 3a0apBiIeHHs. AHAIOTIS IIiJI-
KOM 3p0O3yMiJia, OCKUIBKU areitoe 0 JipU4Hoi moesii, Ae aBTop BHCIOB-
JIIOETHCS «BiJT TEPIoi 0coOM» MPUOIM3HO B TOK-Taku crocid. Haromicts
po3ainm abo YacTHHU TBOPY OiNbII aKTUBHOTO, AI€BILIOTO Xapakrepy,
y WBUALIOMY TEMIIi, 13 HAPyKeHUM TEMaTHUYHUM PO3BUTKOM, KOHTpac-
TaMH", TTIOETHAHHSAM KUTBKOX TE€M, YaCTUMHU 00pa3HO-EMOIIMHIMHY 3MiHAMHU
HIOM JIOTIYHIIlIE TIOB’SI3aTH 3 JII€I0, TeaTPATbHO-APaMATUIHUM PO3BUTKOM,
13 300pa’keHHSIM, TTOMII€BICTIO, aJle @K HisIK HE 3 aBTOPCHKHM TOJIOCOM.

Uu € B TakoMy Miaxoi cynepedHicTb? YoMy «coBO aBTopa» mepe-
Oavae 4iTKy 00pa3Hy BU3HAUCHICTh LILOTO «aBTOpa»? AJKe MOXKHA JIETKO
YSIBUTH, 1110 IIKaJIa HOTO OCOOUCTUX EMOIliH HE 0OMEKY€EThCS 00pa3HICTIO
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MMOBUTFHUX YacTHH THUKITY. OOmudus aBTopa Moxke OyTH IyXKe pizHOMa-
HiTHUM. VlOro cyMHIBM, TPHBOTH, HETIEBHICTh, HE3TOMA i IIPOTECT, HONIYK
BIJIMOBI/Ti, 3PEIITOI0, HEOTHO3HAYHICTh peakiii i 0ararto iHIKX BiATIHKIB
HOro TMCHXiKM — BCE IIe He MOXKE HE BiJI3epKAIOBATHCh Y HOTO TBOPI,
oTXkKe, moTpeOyBaTiMe AyKe Pi3SHOMaHITHOI MajiTpu eMOIlil, XapaKTepiB,
TEMIIiB, THITIB PyXy. SIKIIO 3K PO3MISAATH TBIP y TEXHIYHO-KOMIIO3HUIIIHHIN
IUTOIMHI, MU Maiike CKpi3b, Ha BCIiX piBHAX (opmHu, OynemMo OaunTH TicHe
TIEPETIETEHHS «CBOTOY 1 «3aII03UYEHOTOY.

Cripo0yeMO MPUITYCTUTH, 10 aBTOPCHKE JIUIIC 1 «IIPsiMa MOBa» KOMITO-
3UTOpa MpOnIsIae y Oyb-saKiid Horo My3ulli. B mboMy cMucii Jipu4Hi 4u
«CTIONISAIANIbHI» PO3/IM HE MATUMYTh JKOJHOTO IIPIOPUTETY MEpes] yciMa
iHmmMy. HaBiTh y BiABEPTHX 1 CBIZOMMX CTHIII3ALisIX MU 3aBXK U IOYYEMO
TOJI0C aBTOPA, X04a Cy0’ EKTUBHO BiH IMPArHYyB JIUIIE BiITBOPUTH YKy CTH-
mictuky. | e minkom 3po3ymine, 60 Big ceOe He BTeuelll, a HaITO y BUMAAKY
CWJIBHOT 1 c(hopMOBaHOT MUCTENIbKOT 0coducTOCTI. ["'apHNil TpHUKITa] TaKoi
npakThkh — «CroiTa y CTapOBUHHOMY CTHIID JIJIsl CKPHITKH 1 (popTerniaHo
(xmaBecuna) A. IlIHiTKe, IO 1i aBTOp COPOM’SI3IMBO HAa3MBAaB «HE CBOEIO
My3uKoro»: «I[Ipou3BenieHne mpencTapisier COO0H OTKPOBEHHYIO CTHIIH3a-
LUI0, TIOJl KOTOPOI MHE U pacHucChIBaThCs HEYynoOHO. Bo Bpems ucmomnne-
HUS 3TOTO TIPOU3BENCHIS, KOT/Ia MEHS BBI3BIBAIIH, S J]a)Ke HE BBIXOJIHIL.

— ITouemy?

— IToToMy, 4TO OHO HE “MHOI”, UTO JIU, HAITUCAHO — OTKPOBEHHAS CTU-
nuzanus» [6: 61].

[Ipore aHamni3 TBOpY IMOKa3ye, 1110, MOPS i3 MAKCTEPHO BiATBOPEHOIO
KJIACUYIHOIO 1 0apOKOBOIO CTHUJIICTUKOIO, TYT € PUCH, ipuTaMaHHi came LIIHiT-
Ke 1 BiJIoMi 3a HOro He CTHIII3aTOPChKUME TBOpaMH. [Ipo 1ie roBopuTh i cam
aBrop: «Dopma TpaIUIMOHHA, HO B KaXKIOM HOMEpE €CTh 0 OJTHOI MaJleHb-
KO “KJIsIKce” — “KIISTKCa’ TI0 OTHOIICHHIO K CTApHHHOMY CTHITIO. Hampumep,
B (pyre — 310 cuHKOMBI — 3, 3, 2 — TUNIMYHAs TaHIIeBaJbHAs (opmyna <...>,
TJIE-TO €CTh CEKYHIBI, HE OUCHD XapaKTEPHBIC TPEHUS TOJIOCOBY [6: 61].

Hocnigauns kameproi my3uku [lniTke Onena Barenko 3HaXoauTh
B TapMOHIYHIA MOBi 1 MEJOTHWIlII IBOTO TBOPY 3HAYHO OIIBIIE «aBTOP-
CHKUX» CKJIQJIHUKIB, II0 BUXOJSATHh 32 MEXI KJIaCHKO-0apOKOBOI CTHIIiC-
TUKA. «B mepBoit yactu <...> TeprKre HOHBI, HEOKUJIJAHHO BKIMHHBAFO-
HIMecs: B TPE3BYYHBIC TAPMOHHH, BO BTOPOH YaCTH — OTKPOBEHHBIN BBIXO]]
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B 12-ToHOBYIO chepy 3 D-dur u TpUTOHOBBIE METTOTUICCKUE XOBI B KYITh-
MuHaimu (TT. 90-96). B 1ByXx Temax BHeIIHE HenmpuTA3aTeabHol “Dyru”
TauTCs TEMa KPeCcTa: B KAUeCTBE OCTOBA IEPBOI1 C 3aII0JTHEHHBIM XOJJOM Ha
yM. 7 ¥ B OTKPOBEHHOM, pebe()HOM BHJIE BO BTOPOM M3 HUX C HAPOUUTO
pacIIMpEeHHBIMH JI0 IBYX OKTaB ckaukamu e'-h*-c’-dis' (1. 50). A B kynbmu-
HalMHU 1ATOH yacTH, “TlanTomMmumbr”, Ha hone rapmonuu D,y CKpunku mo-
SIBJISIETCS TUCCOHMpYIoIee eMy co3Byune as'-fis?-g? (T. 57), rapmoHHuyec-
Kas “KJIsIKca’”, 3Bydaras B TedeHrne 10 TakToB M HapyIIaromias rapMOHNY-
HOCTBb 00pa3Horo mmpa 3toro ¢unana. [lostomy u komna “TlanHTOMUMBI”,
HACTYMAIOIIasi MOCIe BO3BPALICHUS] YMUPOTBOPEHHON HA4albHOM TEMbI
(cM. mocnenHre 8 TAKTOB), HE MPUHOCUT YTBEPKACHUS MPOCBETIEHHOTO
TOHA, 3aBepuIasch MajbiM Do» [4: 105-106].

Jomamo, 1o aHami3 ¥ 1HMKUX CKIATHUKIB GOPMHU TaK caMoO IMOKa3ye
HETHUIOBI Il «CTAPOBHHHOI» CTWIIICTHKH (MPUHAWMHI, B TaKkiii KOHIICH-
Tpamii) pucu. OcTaHHe BapilioBaHE MPOBEACHHS JBOX TEMaTHYHUX JIiHIH
B Iepiii yactuHi (T. 66—72) Mae HekBapaTHy Oy0BYy (4 + 3 TakTH), 1110 HA-
BiTh ITOCHJIFOETHCS B KO (BiJX T. 73 /10 KiHIS YacTHHHM): 3 +3 +2+3+4 Tak-
Tr. B momioHIYHUX YaCTHHAX 8cepeduni CHHTAKCHYHO IITICHOT TO0yI0-
BHU 3MIHIOETHCS KIJIBKICTB ronociB (Hanpukiafd, B T. 50-51 i 59-60 npyroi
YaCTUHM, [I€ PATOBO 3 SBISETbCA W OIpa3y K 3HMKAE JONATKOBUH Mia-
TOJIOCOK). SIKIIO K KiNBKICTh TOJOCIB JIMIIAETHCS HE3MIHHOIO, HE3aJIeKHO
BiJl CHHTAKCUYHOTO TIOALTY BiJJOyBa€ThCS THYYKUH MTePepO3NOALIT PYHKITIH
MIPOBIHOTO, IPYTOPSTHOTO (ajie METOMYHO BaYKJIIMBOTO) M CYIIPOBITHOTO
ronocis. Tak, B T. 44 4eTBepTOi YaCTHHM HMKHIM TOJIOC MUTTEBO, MOCE-
pen IpoBeAeHHS TeMu (YT y CKPHUIIKH, BTPauyae TeMaTU4HY HACUUCHICTh
i CTae MEJIOMUYHO HEUTpaIbHUM rapMoHiuHuM OacoM. [lomiOHe siBuIe
cam [IniTKe TOMiTHB y TBOpax lllocrakoBuua, a [HHa bapcosa 3HaxonnuTh
B My3uili Manepa [1: 428].

TakuM 4MHOM, aBTOPCHKUI eneMeHT npucyTHid B CIOiTi Ha pi3HHX
PIBHAX — y IpiOHMX JeTansx, B rapMoHii, momidoHnii, hpasyBanHi, pUHIHA-
nax po3poOku touo. [IposBusieTscs BiH Ak y TunoBux came mis HIniTke
€JIEMEHTaX My3U4HOI MOBH, TaK 1 B HOr0 — aBTOPCbKOMY ! — IO€IHAHHI KJIa-
CHYHHX 1 0apoKoBHX 3ac00iB i3 mpuitomaMu nucbmMa XX CT.

YoMy KOMMO3HUTOp, BHCIOBIIOOUKCH npo Croity, HIONUTO MpHUMEH-
nrye cBoe aBTopcTBO? Onpasy BIIKHHEMO SIK HECYTTEBHHA B JAHOMY BH-
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manKy (GpakTop JIONCHKOI CKPOMHOCTI, OCKITBKH TaKHil iHTEIEKTyaabHO
MOTY>KHUH 1 KyJIbTYpHO OCBiYeHHI KoMmo3uTop, sk LIHiTKe, MaB yci
MOXKIIUBOCTI 00’€KTHBHO OIIIHUTH BIacHi 3100yTku. Ilpo 1e cBiguarhb
HOT0 BUCIIOBIIOBaHHS MPO 1HIIN CBOI, 1 HE TIJILKA CBOi, TBOPHU (JIHUB.,
30kpeMa, [3]). Horo crosa npo CroiTy Oynu ckasani uepes Kinbka po-
KiB Ticis 11 CTBOpEHHS — POKiB, HAIOBHEHUX IHTEHCHBHOIO TBOPYICTIO,
KOJIM PO3BHMBABCS UM He ToyioBHUH (eHOMeH LIIHiTKe — monmicTUIiCTHKA,
a 3 I #oro mepa BUHIILUIM BHHATKOBO CBOEPIAHI 3a KOHIICIIIIEIO M KOM-
MO3UTOPCHKOI0 TEXHIKOIO OMYCH, II0 BUMAarajid BijJ aBTOpa BEIHYE3HOT
TBOpUOi KoHIeHTpaii — [lepma cumdonis, DoprenianHuil KBiHTET, Pek-
BieM. CaMe TakuM CyCIJCTBOM MO)KHA YacCTKOBO MOSCHHUTH aBTOPCHKY
«Heo0 exTuBHICTHY. LlIHiTKe Haronomye Ha Tii puci CroiTh, 1m0 Biguy-
BaJIacs HUM SIK TOMiHyI09a, — Ha «BiABEPTiH cThiizalii». HatomicTs, BU-
Pa3HO aBTOPCHKI pHCH OyJIM BUTICHEHI 3 MO0 CBiJIOMOCTI pOOOTOI HaJ
HOBHUMH TBOpaMHM, JI¢ KOMIIO3UTOPCbKA 1HAMBIIyalbHICTh HPOSIBHIIACS
Habararo cuibHilIe 1 MacmTadHime.

3ayBa)KuMo, 1110 3HaYHA NOMyssipHicTh CI0iTH HaBps YU 3yMOBIICHA
1 «CTHITI3aTOPCTBOMY, 00 HABIIIO TPATH UM CITYXATH IIOCH 3aB1IOMO «BTO-
PUHHE», KOJH € «OopuriHam». | cmyxaya, i BUKOHABLS MPUBAOIIOE B LBO-
MY TBOPI1 pajIile CIiBBIIHOIICHHS 3aII03MYEHOTO 1 CBOTO, iXHS B3a€EMOIs
1 THYYKICTh II€pEeXoy OJHOTO B iHIE, ocyuacHena crapoBuHa. [lepmmii
BHUKOHaBeIb TBOPY, ckpunanb Mapk JlyOompkuid, 3ramye: «5 cran Ha-
CTauBaTh HA TOM, OT 4Yero Anbdpea BHAYANE PEIIUTEIHLHO OTKa3bIBaJIC:
00bEIMHUTH HECKOJIBKO HOMEpOB “OapouHoro [IIauTke” B CrouTy B cTa-
PUHHOM CTHJIE [UI CKPUIIKU U GOPTENHaHO. DTH 04aPOBATEIbHBIE IIbECHI
BBIIUIM U3 T€YaTH HECKOJIBKO MO3JHEe M Cpa3zy CTaJIH YpPEe3BbIYANHO
nonynsipabiMu. Tem He mMeHee, Anbdpen <...> He BOCIPUHUMAET 3TU
IBECHl KaK CBOIO MY3BIKY, KOpOY€ TOBOPS, OH WX cTecHsercs. A eco
He nonuman u yacmo ecmasasn Croumy 6 ceou npocpammsl» (KypcuB
nanr — O. 11.) [3: 250].

OTxe, CIIBBIHOILEHHS Y TBOPI aBTOPCHKOTO 1 3aII03MUEHOTO HE 3BO-
JIUTHCS IO TIPOTIOPITii OPUTIHAIBHOTO W CTHITI30BaHOTO. ABTOPCHKE HAYaIIO
nposBIsie cede OaratorpaHHo, B TOMY YHCII TaMm, Jie TIepeBa)kae CTHIIi3a-
uis. Moro cuma 3ameuTh He BiJ KiTBKOCTI «CBOIO» i «HE CBOTO» MarTe-
piaity y TBOpi, a BiJ] MOTY>KHOCTI TBOPYOI OCOOMCTOCTI aBTopa, BijJ| HOTO
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BMIHHS QIalITyBaTH 9yXKi 300yTKH 10 CBOIX MOTPeO i HACUTUTH iX HOBUM
3MICTOM, 3aHYPHUTU B HOBUI KOHTEKCT. ToJli aBTOp 3MOXKE KOPUCTYBaTHCh
YYICOI0 MOBOIO 5K CB0€10, & CIyXad, BUKOHABEIb 1 JOCITITHUK MaTUMYTh
MiZICTaBH 3rajlaTd MPOPOILTBO MaH/ebIITaMa;
«M cHOBa CKaJb/l 4yXKYIO TIECHIO CIIOKUT
U kak cBoto €€ mpou3HeceT.
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