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EANHCTBO UMKINA POMAHTUYECKUX MUHUATIOP:
XYAOXECTBEHHASA MHTPOBEPCUA YETBIPEX BANIIAL
AansAa ®OPTENMUAHO OP. 10 MOXAHHECA BPAMCA

B ctaTbe paccmoTpeH umkn M. Bpamca "YeTbipe 6annaabl Ans cdopTtenvaHo op. 10" Kak LieHTpanbHbI onyc
paHHero nepvoga TBOpYecTBa komno3wtopa. VccnegoBaHa npobnema eoMHCTBa MUHMATIOP B LMKIMYECKMX chopmax
copTenmaHHoro Hacneaus M. Bpamca. BuisiBieHbl OCHOBHbIE CpeacTBa 0bbeanHeHNs 6annag B eAuHbIA LIKM: CTPpeM-
neHue k cpunocogckomy 0606LLEHNIO, CakpanbHOCTb Kak TMN 06pa3HOro MbllfeHUsi, 06pa3HO-CMbICIIOBLIE apKW, TOHa-
NbHO-CMbICITOBOE €AMHCTBO, NpMeM "npopactaHusa” pasHbiX TEM U3 O4HOTO MHTOHALMOHHOIO 3epHa U ap.

Knrouesnle criosa: copTenuaHHbin umkn, dopTenmaHHas MuHuaTiopa, 6annaga, cakpanbHOCTb, MHTPOBEPCUS,
dmnocodckoe o606LLEeHNE.
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€QHIiCTb LMKNY POMaHTUYHUX MiHiaTIOp: XyA0XHS iHTpoBepcia YoTupbox 6anag ana dopreniaHo op. 10
MoxaHHeca Bpamca

Y cratTi posrnaHyTo uvkn M. Bpamca "Hotupu 6anagm ansa dopreniaHo op. 10" sk LeHTpanbHWiA Onyc paHHLO-
ro nepiogy TBOp4YOCTi komnoautopa. focnigxeHo npobnemy eqHOCTI MiHiaTiop y LMKMNIYHUX chopmax dopTeniaHHOI cna-
AwmAn M. Bpamca. BusieneHo ocHOBHI 3acobu 06’eaHaHHs 6anad y €4vMHUIA LMKN: NpardHeHHst 4o ¢inocodcbKoro yaa-
ranbHeHHs!, CakparbHiCTb SK TUn obpa3Horo MucrneHHs, obpa3HO-CMMCNOBI apku, TOHaNbHO-CMWUCMOBA EAHICTb, 3aci
"NpopocTaHHA" Pi3HMX TEM i3 OAHOrO IHTOHALUINHOMO 3epHa Ta iH.

Kno4osi crioga: chopTeniaHHMIA LUK, doopTeniaHHa MiHiaTiopa, 6anaga, cakpanbHicTb, iHTpoBepcis, dinocod-
CbKe y3aranbHeHHs.
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A unity of the romantic miniatures’ cycle: an art introversion of Johannes Brahms Four Ballades for
Piano, op. 10

The article is dedicated to Brahms' cycle "Four ballads for piano op.10" being central of the composer's creative
work early period. The problem of miniature unity in cycle forms of Brahms piano legacy is investigated. The main means
the ballads unity into indivisible cycle are revealed such as an aspiration to philosophic generalization, sacredness as a
type of figurative mentality, of sense-figurative arches, tone-sensed unity, and method of "sprout" of different themes
from the one intonational grain. Johannes Brahms creativity occupies a prominent place in the history of Western music.
Being a representative of the German school of composition, he derived from the tradition of the German classical music
and winning of musical romanticism, Brahms put them in his work by a new way and has made a significant contribution
to the development of musical art, entering the history of music as late romantic one.

The purpose of this article is to explore the issue of integrity and its cycle of miniatures solutions in the early
period of Brahms creativity using "Four Ballades for Piano, Op. 10". The research goal is to implement a comprehensive
musicological analysis of pieces of the cycle to identify its musical and dramatic features, genre and stylistic originality as
a cycle of piano miniatures.

Examining Brahms early works, we can conclude that the very first piano works of the young composer impress
us by their deep philosophic creative thinking. Committed to the scale and form of those embodied in the multipart and
cycling, the composer showed with starting his first works — piano sonatas (Op. 1, 2 and 5) — and kept in all the periods
of his work. "Four Ballades, Op. 10" is psychologically profound, philosophical reflection, generalization in four parts,
combined image-specific semantic arches and dramaturgic techniques. Ballads number 1 and number 3 are similar in
the minor color. Such sphere contains images of an active action — the middle part of Ballad number 1, the extreme
episodes of the second section of Ballad number 2, the first section of the Ballad Number 3, brings cycle into the some
features of heroics, militancy, manly harsh strength and strong-willed spirit.

The cycle has two climaxes: an emotional (Ballad number 3) and an intellectual, semantic (Ballad number 4).

Intermezzo became one of the favorite genres for Brahms. The composer began to write extensively Intermezzo
from the late seventies. Basically there were some plays of revelation, which developed an intimate type of lyrics,
revealing psychological depth and individuality of human feelings. Composer treats Intermezzo as an independent work
for piano miniatures genre. Also, he created the whole cycle of plays — Intermezzo for Piano, which combines different
genres such as ballad Capriccio, romance and rhapsody.

From the standpoint of drama, especially noteworthy tonal semantic unity cycle: Ballad number 1 — d-moll,
Ballad number 2 are written in the same Major — D-dur. Ballad number 3 — VI is in the key stage on D-dur, as h-moll,
which is also parallel to its tonality. In its turn, the Ballad number 4 completes the cycle tone eponymous majeure with
respect to h-moll, that is, H-dur. Consequently, it can be argued that the composer in terms of relations closely related
tonalities, moving from one song to another, as if immersed the listener in a single selected by coloristic figurative-
emotional sphere, achieving this holistic perception of the work.

One of the clearest means of expression, combining parts of the whole, is the use of syncopated rhythmic
patterns. They have the ability to transmit different value and meaning of images. Preservation and transfer of means of
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musical expression from one work to the next turns the syncopated monorhythm union member in two opposite shaped
spheres.

Important factor in the consolidation cycle works is the use of receiving "germination" of different themes from
one grain of intonation by the composer. Among the most important melodic intonation and relationships in the cycle
should be highlighted: the first movement harmonic relatives topics Ballad number 2 with the second theme Ballad
number 1, intonation and rhythmic similarity between the first and second motifs Ballad number 1, the second motive
Ballad number 3 with the second theme Ballad number 1 etc. The commonality of cycle pieces is also apparent in the
use of a single composer harmonic language.

The conclusion of our study is that "Ballad op. 10" although belongs to the early works of Brahms, striking skill
and maturity scale of composer’s thinking, his desire for philosophical generalization cycle and persuasiveness of this
idea by musical means.

Keywords: piano cycle, piano miniature, ballad, sacredness, introversion, generalization philosophical.

TeopuyecTBo MoxaHHeca (MoranHeca) BpaMca 3aHMMaeT BblAaloLLIeecs MecTo B MCTOPUM 3anafHoe-
Bpornenckon Mysbiku. NpeactaBuTenb HEMELIKON KOMMO3UTOPCKOW LUKOMbI, ONUPaBLUUMICA Ha Tpaguuuu He-
MELIKOII KIacCUYecKoii My3blKi U 3aBOEBaHWUS My3biKarbHOro poMaHTuama, V. Bpamc no-HoBomy npeTeopun
MX B CBOEM TBOPYECTBE U CAenarn 3Ha4yMTeNbHbIA BKNa B pa3BuThe My3blkaribHOrO MUCKYCCTBA, BOWAS B UC-
TOPUIO MY3bIKM Kak MO3AHUIA POMaHTUK.

TeopuecTso M. Bpamca npusnekano MHOIMX UccnegoBaTenen — OT COBPEMEHHVKOB M APY3en KOM-
nosmTopa, buorpadoB 1 nccnegosartenen NCTOPUN My3blkM OO YYEHbIX-MY3bIKOBEAOB W KyIbTYpOSIOroB Ha-
wmnx gHen. Ocobyto LIeHHOCTb AN1A HaLero uccregoBaHns nmenu moHorpadum M. Fana (1986) [1], K. Merpu-
Hrepa (1965) [2], ®. Mpacbeprepa (1980) [3], M. OpyckuHa (1959) [4]. Bonpockl rapMoHum 1 ctunmnctukmn W.
Bpamca paccmoTtpeHbl B gncceptauusx A. 'yceson (1985), C. AHToHoBOM (2007); anucTonapHoe Hacregue
WN. Bpamca npoaHanuauposaHo B aucceptauumn C. Porosoro (2001). OgHako Gonblas 4yacTb 3Tux pabot
KacaeTtcsa buorpacum, a Takke NO3gHUX NEPUOSOB TBOPYECTBA XYAOXHMKA, B TO BPEMS KaK ero paHHue npo-
n3BeaeHusi NOYTU He paccMaTpuBarnuchb.

Linkn YeTbipe 6annagsl op. 10 M. Bpamca B My3bikoBEe4YECKO NUTEPaType OCBeLLeH HEeA0CcTaTou-
HO, XOTSs1 STOT OMyC 3aHMMaeT BaXHOe MEeCTO B KOHTEKCTE paHHEero nepuoga TBopyecTBa KomnosuTtopa. Ero
6erno ynoMmmHanu B CBoUX TpyAax My3blKanbHble UCTOPUKK, Hanpumep, K. 3eHkuH B kHure "®opTennaHHas
MUHMATIOPa U NyTN My3bIKanbHOro pomaHTuama" [5]. bonee nogpobHLIN aHanM3, XOTS U KacaloLwwMnes Nullb
ogHon (Ne1) 6annagbl AaHHOrO LMKNa, npeactaBneH B MoHorpadmm T. UbitoBud [6]. Tem He meHee, HM
OOVH M3 BbILLEYNOMSIHYTbIX aBTOPOB HE CTaBMWIT CBOEW 3agadven LenocTHoe, yrnybrneHHoe ndyvyeHne gaHHoro
Npon3BefeHnsi, KOMNIEKCHbIV NOAX04 K ero aHanuay, BKIYaloLWni Kak My3blkarnbHO-TeopeTnyeckne o606-
LLIEHWS1, TaK U KyNbTYpONOrM4ecknii acnekT nccneaoBaHus.

Bce BblweckasaHHOe 00yCrnoBnMBaeT akTyanbHOCTb MYy3bIKOBEOYECKOro, MCTOPMEBEOYECKOrO U UC-
KyCCTBOBEAYECKOro aHanmsa umkna M. Bpamca Yetbipe 6annaasi op. 10.

Llens gaHHoM paboTbl — uccnegoBaTb NpoOneMy LENMOCTHOCTU LMKIa MUHUATIOP U €€ pelueHust B
paHHeM nepviode TBopyecTsa M. Bpamca Ha npumepe YeTbipex 6annag ans cdoprtenuado op. 10. 3agavua
nuccnenoBaHus — OCYLLECTBUTL KOMIMIEKCHbIN MYy3blIKOBEAYECKUIN aHanu3 nbec LMKNa Ans BbIABNEHUS ero
My3bIKanbHO-ApaMaTypPrnyeckmx 0COBEHHOCTEN M XKaHPOBO-CTUMNMCTUYECKOIO CBOEOOpasns Kak umkna gop-
TEeNMaHHbIX MUHUATIOP.

Wceneposas paHHuUin nepuoa TBopyecTsa M. Bpamca, MOXHO caenaTh BbIBOf, YTO Yxe nepsble go-
pTenuaHHble NPon3BedeHNs MOIOA0r0 KOMNO3UTopa nopakatoT rmybrnHon n prunoconYHOCTLI0 TBOPYECKO-
ro mbiwneHns. CtpemneHne K macwtabHocTM TeM 1 (bopM, BOMMOLLEHHOE B MHOrOYaCTHOCTU U LUKIUYHOC-
TW, KOMMO3MTOP NMPOSIBUT, HAYMHASA CO CBOUX MEPBbIX COMMHEHUI — DOPTEMMAHHbBIX coHaT (op. 1,2 n 5), — u
COXpaHWT BO BCE NepMobl CBOEr0 TBOPYECTBA.

Bornblioe BMVSIHUE HA 3aMbICen LMKNa okasano 3HakoMcTBo M. Bpamca co cGopHukom neceH "To-
noca Hapogos B necHax" ("Stimmen der Volker in Liedern", 2-e nsg. 1807 r.) HeMeLKOro nctopuka KynbTypbl
BTopor nonosuHbl XVIII Beka WN. Mepaepa. OH, pasBuBas naen HapoaHOCTU (ero ydyeHue O Aayxe Hapopa),
onybnukosan B 1778—1779 rr. aHTONOIMIO NECEH pa3HbiX HAPOAOB MUPA, B TOM YNCIE CNABAHCKMX U LLOT-
naHackux. M xotst Tonbko nepeas nbeca op. 10 MMeeT aBTOPCKYHO CCbISIKY Ha HApPOAHYIO LWOTMNaHACKyo 6arn-
nagy "OpBapa” n3 atoro cOopHUKa, ocTanbHble 6annaabl Takke NPOHU3aHbl AyXOM 1 0OPa3HOCTLIO CTapyH-
HOro LwoTnaHackoro anoca. (CTouT 3amMeTuTb, YTO Ha 3Ty e LOoTnaHacKylo 6annagy "Oasapa” KoMnoantop
CoumnHseT B 1877—78 rr. BOKanbHbLIN OyaT, KOTOPbIA BXOAUT B op. 75 "YHeTwipe Gannagbl n pomaHca Ha fBa
ronoca". Tawke B anurpade k op. 117 "Tpu nHTepmeuuo” (1892) M. Bpamc NpMBOAMT CTPOKW M3 3TOi e
aHTonornn. Oba aTK onyca OTHOCATCS K MO34HEMY Nepuoay TBOPYECTBA KOMMO3MTOpa.)

UeTblpe 6annagsl op. 10 ana cdoptenmaro M. Bpamca — eanHoe npousseaeHve, obbeanHsiollee
psg MYHMaTIOP 00LWUM 3aMbICNIoM, (OMNOCOMCKOM KOHLUENLUMEN, OTpaxatoLen B3rnsag KoMno3ntopa Ha cyL-
HOCTb YernoBeyeckoro 6biTns. bannagpl "uemMeHTMpoBaHbl" B €AMHbIN LMK 0bLwen agpamaTypruen, sBHbIMU 1
CKPbITLIMW WHTOHALUMOHHBbIMU, Nafo0TOHANbHBIMU U METPOPUTMUYECKUMU CBA3SIMUM MeXy NMbecamu, CMbIC-
NOBBLIMY M TEMATUYECKUMUN apkamu, CXOXKMMU BUOAaMN OaKTYPHOrO U3NOXKEHUS U T. M.

Livkn npepcraeT nepen vccnegoBaTenieM kak NMCUXOSOMMYECKM yrnyOneHHoe, dmnocodckoe pas-
MbILLIIEHNE, 06006LLEHNE B YETbIPEX YacTsX, 00beAMHEHHbIX 06Pa3HO-CMbICITIOBBIMM apkamMu U onpeaerneH-
HbIMK Apamatyprudeckumn npuemamu. bannagbl Ne 1 n Ne 3 6nuskn no cBoeMy MUHOPHOMY KOMOPUTY.

255



MucTeuTBO3HaBCTBO TNle6egena 3. .

Cdpepa, copgepxallaa obpasbl akTUBHOIO OENCTBUS, — cpefHsia yacTb bannagel Ne 1, kparHue anu3ogbl
BTOpOro pasgena bannagel Ne2, nepsbin pasgen bannaabl Ne 3, NPUBHOCUT B LMK YepTbl FEPONKM, BOUHC-
TBEHHOCTU, CypOBOW MY>KECTBEHHOW CUIbl M BOMEBOIO AOyXa.

C 3TMMKM NMbecamn CONOCTaBNATCA NPOTUBOMONOXHbIE MO xapaktepy bannagbl Ne 2 n Ne 4. B Hux
npeobnagaeT neceHHas npuvpoga B WHCTPYMEHTANbHOM MPOSIBIIEHMU CBOWMX BO3MOXHOCTEN, NMpuyeckas
obpasHoCcTb, NpugarLas M yMUPOTBOPEHHO-CO3epLIaTENbHbIN XapakTep U NensaxHocTb. A obpalleHne K
Ma>KOPHbIM TOHarNbHbIM cd)epam NPUBHOCUT CBETbIN, OXUBAAIOLWMIA KonopwuT. lNepeble pasgensl aTux 6an-
nag — npumep uHTUMHon nupukn WN. Bpamca. B Toxe Bpems 3TM Nbecbl camble MacliTabHble No OxBaTy U
MHOroobpasHble No 06pasHOMy CTPOKO B CPaBHEHWM C APYTMMW MUHMATIOPaMK 3TOrO onyca.

Livkn nmeeT ABe KynbMuHauumu: aMouunoHansHyo (bannaga Ne 3) U CcMbICNOBYIO, MHTENNEKTyanb-
Hyto (Bannapa Ne 4). bannaga Ne 3 h-moll (Intermezzo) pencTBUTENBLHO SABNAETCA KYNbMUHALMOHHBLIM
ueHTpom Bcero umkna. OHa camasi AMHamMu4Has, noneTHas, apkasi, coeguHsolasl B cebe gpamatnyeckme u
3ann4YHble 06pa3bl. ATO €AMHCTBEHHAs Mbeca LMKIa, Ha4YMHaKLWaacs ¢ AeNCTBUS, a He C COo3epLaHns N pas-
MbILWeHn (TemnoBoe o6o3HadveHne Allegro, anHammnyHbI pasmep 6/8 n HioaHc forte). B aTon nbece, 6onee
4yeM B OPYrMx U3 3TOro onyca, NPOCMEeXMBaKTCA YepTbl MUCTUYHOCTU, XapakTepHble ANng xaHpa bannagsl.

bannaga Ne 4 — eguMHCTBEHHas Mbeca M3 BCEro ornyca, Kotopasi, o CpaBHeHuUo ¢ apyrummn 6anna-
Aamu, He NOCTPOeHa Ha CTONKHOBEHUWN U YepefoBaHUM KOHTPACTHbIX obpa3os. NMpoussegeHe NocBsLLEHO
He JenCcTBuo, a PUNOCOCKOMY OCMbICIIEHMIO NPEALIECTBYIOWMX COBbITUA. VIMEHHO NO3TOMY ee ann3odbl
He KOHMIMKTHbI, HE CTaNnKMBalTCA U AaXe He COMOCTaBMSTCH, a Kak Obl ocBeLlatoT npobnemy ¢ pasHbIX
CTOpOH. lNpremMbl OCTUHATHOrO PUTMMYECKOTO PUCYHKA U MOHOTEMAaTM3Ma UCMOoNb30BaHbl Anst 06beanHeHus
YyacTew uernoro. Kak dunocodckoe 3aknioyeHne, kak BOCNIOMUHaHNe 1 06obLLeHre ckasaHHOroO B kode ABa-
XAbl NpOXoAWT nepBasi Tema 6annagpl, Yepeayscb ¢ HeGoNbLWMMU MeNoanYecknMn parmeHTamMmm BTOpOro
pasgena. 3To — elle oHa CMbICIIOBas apka, LeMeHTupyoLwas n o6beguHsIoLWas LUK B eAnHoe Lenoe.

AHanuanpysi popmoobpasytollee eanHCTBO LuKNa, my3blkoBed T. LibiToBu4 oTmedaeT: "YeTtbipe
6annagpl op. 10 obpasyoT nogobue coHaTHOro uukna, rae Ne 1 BbInoNHSAeT yHKLMK COHaTHOM YacTtu, a Ne
4 — nupwnyeckoro cmHana-anunora" [6, 375]. BO3MOXHO, Kakne-to 4epTbl COHAaTHO-CMM(POHMYECKOrO LIMKIIa
30€eCb 1 MPUCYTCTBYIOT (Hanmpumep, KOHTPacTHOe YepedoBaHne YacTen), HO BPSA Nn criyluaternb Ux oTMeva-
eT. Ha Haw B3rnsa, 4yepTbl €4MHCTBA LKA B 3TOM Onyce NpOSsiBMASOTCA B APYrOoM.

C TOYKM 3peHnsa gpamaTtypruum, npexage Bcero, obpaiwiaeT Ha cebs BHUMaHWE TOHaNbHO-CMbICIOBOE
eavHceTBo umkna: bannaga Ne 1 — d-moll, Bannaga Ne 2 HanncaHa B ogHOMMEHHOM Mmaxope — D-dur. ban-
napga Ne 3 — B ToHanbHocTu VI ctyneHun no D-dur, 1. e. h-moll, koTopas saBnseTca ee e napannenbHOn To-
HanbHOCTLI0. B cBOl oyepeab, Bannaga Ne 4 3aBepliaeT UMK TOHaNbLHOCTLIO OAHOMMEHHOIO Maxkopa no
oTHoLeHuto K h-moll, To ectb H-dur. CnegoBaTtensHO, MOXHO yTBEpPXAaTb, YTO KOMMO3UTOP Yepe3 COOTHO-
WeHns 6nunskux mexagy cobor ToHanNbHOCTEN, ABUrasiCb OT OOHOW MbEChl K APYroW, CIIOBHO MOrpy>KaeT Cry-
waTens B eAVHYH BbIDpPaHHYHO MM KOJTOPUCTMYECKYD 0OpasHO-aMoLMOHanbHylo cdepy, obneasdck aTum
LLeNIOCTHOrO BOCNPUATUSI NPOV3BELAEHUS.

Taknm obpasom, reporn GpamcoBckux Gannag NpUOTKpbIBAeT CBOM GoraTbii BHYTPEHHUA Mup, bna-
roAaps onbITy MPOLLIIOro, MCKPEHHErO NEPeXMBaHNA HACTOSALLEro 1 HanpaBneHHocTn B Gyayuiee. . Bpamc
nonb3yeTtcs apHeKkTomMm nepeHeceHnss onNpeaeneHHOro BHyTpEHHEe COCPEAO0TOYEHHOIo AMOLIMOHANbHOro Coc-
TOSHWA U3 ogHoW BGannagbl B Opyryto, Kaxabii pa3 gobasnsas HoBble kKpacku. byaTo oguH repon gokycupyeT
B cebe pasHble rpaHy 3MOLMOHArbHbIX COCTOSAHWUIA, NPOXMBAas NyTb, NOMHbIA B3neToB 1 nageHun. Cosgaetcs
rnybokas MHTPOCNeKUNs KOH(PIIMKTOB reposi CO CBOMM "A" 1 OKPYXKatoLLMM €ro BHELLUHUM MUPOM.

OOHVM 13 SIpKMX Bblpa3nTenbHbIX CPEACTB, 00beaNHALIMX YacTu LEenoro, SABMseTcs MCnonb3oBa-
H/WEe CMHKOMWPOBAHHbIX PUTMUYECKMX PUCYHKOB. OHM 06nagaloT BO3MOXHOCTbIO Mepefadu pasfnyHbiX Mo
3Ha4YeHuo 1 cmbicny obpasoB. CoxpaHeHWe 1 NepeHOC 3TOro CpeacTBa My3blKarbHOW BbIpa3uTENbHOCTU U3
ofHow Oannagbl B CredyoLlylo npeBpallaeT CMHKONMPOBAHHbI MOHOPUTM B 3NIEMEHT 00beanHEeHNst ABYX
NPOTMBOMNONOXHbLIX 06pa3Hbix cdep. B bannage Ne 2 MOHOTOHHbBIV CUHKOMMPOBAHHLIN PUTM U OAHOBPEMEH-
HO, CMOBHO "packaymnBatoLlascsa” u3 CTOPOHbI B CTOPOHY, Menogmyeckas NMHNs 6acoBoro u cpegHero rono-
COB, OTMeYeHHasi aBTOPOM peMapKon espressivo, co3gatoT apekT BOCNOMUHAHWSA, MbICIIEHHOro BO3Bpa-
WeHnst B npowsoe. Yxe Bo BCTynneHun Bannagbl Ne3 croBHO "BOH3aeTcs" B CIyxX akLeHTUMpOBaHHas
kBuHTa h—f Ha cnabyto gonto, Kak 6bl NpeaBelas Tpesory. CuMHKoMa, Kak 1 Bo BTtopon Gannage, nponuThbl-
BaeT PUTMUYECKYIO TKaHb BCero npomssegenns. Ho, B otnuume oT npedplayLien nbechbl, 34eCb CUHKOMa Uc-
Nnonb3yeTcs Kak CMMBOS TPEBOM, HaMNPSXKEHHOCTUN, COXPaHSOLLENCs NO Mepe obpa3HO-TeMaTUYECKOro pas-
BUTUA. OHa co3faeT MOCTOSHHYIO HanpshkeHHOCTb BO BCeM Tematusme. B nepsom moTtuse Intermezzo
OTCyTCTBME MocreaHux gonen, "obopBaHHOCTL" BOCXoasLLiero MoTmBa (stac. Ha nocrnegHen BOCbMOW) npu-
0aloT NOPbLIBUCTOCTb Y UMMYMbCUBHOCTL XapakTepy 3By4aHWUsi Tembl. B aTom moTuse (TT. 3—8) IBHO YyBCTBY-
eTcs BnusHue P. LLlymaHa, ncnonb3oBaH ero "MpuHLMN KOHLEHTpauumn cyTu obpasa B kpaTyaniem nocrpoe-
HAM MOTMBA... CaM MOTMB 3akntoyaeT B cebe makcmmym HeyctomumsocTu' [5, 162]. B cpegHem pasgene
NbeCbl BHUMaHWe CryLuaTerns BHOBb NpMBMeEKaeT k cebe cuHkona, HO Ha Celn pa3, OHa CMMBONU3MpyeT obpa3s
OTMEPEHHOWN ANWUHBI XXM3HU. Ha NpoTsbkeHun Bcero pasgenia oHa Oyaet HanomuHatb O cebe "30BOM KyKyLl-
Kn" — HACXOLSALLEN KBAPTOM B BepxHeM pernctpe (11. 48—49; 57-58), koTopast MOXET YepeoBaTbCsl C HUC-
xoasiien oktaBon (TT. 67—70) n APYrMMN HUCXOAALWMMM MHTEpPBanamMu B pasHbiX nnacrtax daktypbl. "30B
Kykywkun" B Intermezzo — He NpocTo Npuem 3ByKOM300pasnTenbHOCTU. DTOT rNyBoKo HapogHbIn obpas npo-
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poyecTBa kak Obl NpefckasbiBaeT byayllee, OTCUMTBIBAET repoto OCTaBLUMINCHA OTPE30K BPEMEHMU €T0 XU3HMW,
KOTopasi e Ha ucxoge.

BaxHbiM hakTopoMm 06beanHEeHUst NPOM3BEAEHUN UMKa SBASETCH NCMOMb30BaHME KOMMO3UTOPOM
npuema "npopactaHms” pasHbIX TEM U3 OQHOIMO0 MHTOHALMOHHOIO 3epHa. Cpeaun BaXXHENLLIMX UHTOHALMOHHO-
MenoanYecKknx B3aMMOCBSA3eN B LMKNE crnedyeT BblAenuUTb: POACTBO raMMOOOpPa3HOro ABUXKEHWS MEepBOK
Tembl bannagel Ne2 co BTopon Temon bannagbl Ne1, MHTOHAUWMOHHOE U PUTMUYECKOE CXOACTBO MEPBOrO U
BTOporo motmeoB B bannage Ne1, sBToporo motmea bannagbl Ne3 co BTopon Temon Bannagel Ne1 v gp.

OBLHOCTb Nbec LMKNa Takke NPOSABMSeTCs B MCMOMNb30BaHMM KOMMO3UTOPOM €4MHOIr0 rapMoHUYeC-
KOro si3blka — nnaranbHOCTW, HaTypanbHO-NafgoBbIX, AMAaTOHUYECKMX 0O0POTOB, COMOCTaBMEHMS Napannenb-
HbIX 1 OAHOVMEHHbIX TOHANbHOCTEN B KaXJ0N nbece.

3HaunTenbHOe MeCTO B BbiCTpauBaHuu gpamaTyprum Lukna 3aHMmaeT Xopar Kak XaHp, kak Tun da-
KTYPHOTO M3MNOXeHUs TemaTtuamMa W, raBHOe, Kak SpKOe BblpasvMTenbHOE CPeacTBO, Hecyllee B cebe obbe-
OVHSAIIOLLYIO Nbechl hrnocodCcKyo MAeK cakpanbHOCTU. Tak, aNn304 B XOparibHOM U3MOXEHWUM NPUCYTCTBYET
B cpeaHeMm pasgene bannagpl Ne 2 (11. 69-73). CpegHsis yacte bannagpl Ne 3 (1TT7. 43—92) NONHOCTLIO Bbi-
JepxaHa B aKkkopgoBOW xoparnbHOW (hakType U 3By4YaHuu, KOTOPOE He BbIXOAUT 3a npeferbl HiaHca pp u
Aaxe gocTuraeT 3BYKOBOro npegena ppp. Takke ykasblBaeT Ha CBSA3b C npegplayliMn Gannagamu umkna
(ocobeHHO NeNe 2 u 3) nsnoxeHHoe B hakType LIEPKOBHOIO xoparna BTopoe npennoxeHue B penpuse ban-
naabl Ne 4.,

MoxHO yTBepXaaTb, YTO CakparbHOCTb 06Pa3HOro MbILLMEHUS N XOparbHOCTb Kak dakTypHoe BOM-
rnowleHne 3ToM naen B LUKIe — obbeamHsaLee Havano Bcex 6annag. XopanbHasa cdepa NposBnsieTcs BO
Bcex B6annapax, gaxe B bannage Ne 1, xoTst xopana kak TakoBOro, SIBHO BbINMUCAHHOrO, TaM HeT. Ho ecniu
paccmaTpuBath 3Ty 6annagy B KOHTEKCTE ApYrnx, TO MOXHO NPeanorioXnTb, YTO TeMa, C KOTOPON HauvHae-
Tcsa MNepBasa 6annaga (1TT7. 1-8), BbI3bIBAET accoumaumio ¢ TpaypHbIM LUECTBUEM, BCrea 3a KOTOpbIM naeT
paccka3 0 MOKMHYBLLEM XMBOW MUp repoe. Ee cpegHas yacTb — Kak sBneHne aywu nepeq boxbum cygom
(TT. 27-59). My3bIKanbHbIN XapakTep 3TOro 3nNu3oga rpaHAMO3HbIN, MOTYLLECTBEHHbIA N BENTUHECTBEHHBIN.
[Be crnegywowme bannagsl NOrpyxarT B MAP BOCMOMUHAHWUI — pearbHbIX )KM3HEHHbIX, MOPON ApaMaTUYHbIX,
CcoObITUIN, a TakKe rMyOOoKUX BHYTPEHHUX NEPEXMBAHUA U pa3MbILNEHNA. B CBA3M C 3TUM NosiIBNeHne xopa-
nbHOro TemMaTtuama B nocnegHen dannage (11. 91-136) MOXXHO paccmaTtpuBaTh Kak NPOLLEHME N pacKkasHue
y)Xe Ha Hebecax YenoBeka, KOTOpbIM YLIEN U3 XXU3HU HE B CBOW CPOK, HE YCNEB 3aBEPLUUTbL NpeaHavyepTaH-
Hoe. Xy0oXeCTBEeHHbIN xe obpas B koge (TT. 137—150) MOXXHO TpakTOBaTb Kak MPOLLUEHHYHO HEBUHHYIO YLy,
BO3HOCHLLYOCA Ha Hebeca.

lMpoBeneHHoe uccnegoBaHue no3BonsieT caenatb BbiBoA: Bannagpl op. 10, XoTd U OTHOCATCS K
paHHUM npousseaeHuam V. Bpamca, nopaxalT MacTepCTBOM M 3periocTbio, MacUTabHOCTbIO MblLLNEHNS
KOMMo3nTopa, cTpemMrieHnem K comnocodckomy o60o0LLeHMIO B LMKINE 1 YOeanTEeNbHOCTBIO BONSOLWEHNST 3TON
naen MysblkanbHbIMU CPeaCTBaMM.
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