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1. O01Me noJioKeHus

1.1. TIloctynmaromme B acnupantypy KoHcepBaTopuum mpoXoaaT KOHKYPCHBIE BCTYIUTEIIbHbBIE
WCIIBITAHUS 110 MTPOPUIBHON CHEIUATBHON TUCIUIUIMHE (YCTHO, MUChbMEHHO), punocodun (YyCTHO) U
WHOCTPAaHHOMY SI3bIKY (QHIIMHACKUN, HEMEUKHUH, (PaHIy3CKHH, WTAIbSHCKUAN; PYCCKHMH — JuIs
WHOCTPaHHBIX TpaxkaaH) (MMCbMEHHO, YCTHO).

1.2. [Insa oueHUBaHUSA PE3yJIbTATOB BCTYMHUTENbHBIX HCIBITAHUN MCHONB3YyeTCsl S-OajulbHas cucremMa
OLIEHOK.

2. HayuyHas cnenuajibHOCTh
5.10.3 — Buabl uckyccrBa (My3bIKaJbHOE HCKYCCTBO)

2.1. lIpoduabHBIH 3K3aMeH MO CHENHATBHOCTH COCTOUT U3 2-X pa3JejoB, YCTHOTO U MUCbMEHHOTO.
2.1.1. CobecenoBanne mo TeMe OYyAylIero IMCCEPTAIMOHHOIO MCCJAEI0BAHHUA, B XOJ€
KOTOpPOT0 OOOCHOBBIBAIOTCSI HOBU3HA M aKTYaJIbHOCTh M30PaHHOM TE€MBbI, 3aCIyIIUBAETCS OT3bIB
MPEIIoIaraeMoro Hay4HOro pPYKOBOJHTENS, BO3MOXKHOCTH 3aBepiieHusi paborsl Hax HKP
(muccepranueil) B paMKaxX acUpPaHTYPBhI, 3aCIyIIUBAIOTCS OTBETHI MOCTYIMAIOIIEr0 Ha BOMPOCHI
YJICHOB 9K3aMEHAIIMOHHON KOMUCCHH.
2.1.1.1. KoncepBaTopusi pEKOMEHIIYET CIEAYIOIIHE TeMbl B 00JIACTU WCKYCCTBOBEICHHS ISt
OyIyIINX HAyYHBIX UCCIICIOBAHMIA:

My3bIKallbHas KylbTypa Poccuu: UCTOpHS U COBPEMEHHOCT;

pycckasi My3bIKa B IPOCTPAHCTBE MUPOBOU KYJIbTYPBI;

MHCTPYMEHTAJIbHbIE U BOKaJIbHBIE )KaHPBI MY3bIKH 3aI1aJHOEBPOIEHCKOro 0apoKKO;

UCTOYHHUKOBEIYECKUE /UM TEKCTOJIOTUYECKHE TPOOIeMbI IPH U3YYEHUH HCTOPUH MY3BIKH;

METOJI0JIOTUYECKUE MPOOIEMbl U3YUEHUS CTAPUHHON MY3BIKH;

HUCTOPUYECKH OPUEHTUPOBAHHOE UCTIOTHUTEIBCKOE UCKYCCTBO;

METOI0JIOTUYECKUE MPOOIEMbI MY3bIKAIbHO-TEOPETUUECKOIN HAYKH;

UCTOPU3M W/WIIM TEPMEHEBTUKA B MY3bIKaJIbHOW TEOPUH;

e METOJI0JIOTUYECKUE MPOOIEeMbl N3YUEHHSI HOBEHIIIEH MY3bIKH.

2.1.1.2. Dx3aMeHallMOHHAsT KOMHUCCHSI NPUHUMAET PELICHUE IO KaXKIOMY IOCTYIAOLIEMY B

dbopme ronocoBanus. B ciydae pernieHus 0 TallHOM TOJIOCOBAHMH, KXl M3 YICHOB KOMHUCCUHU

3aII0JIHACT I/IH,Z[I/IBI/II[yaJIBHBII‘;I JIUCT T'OJIOCOBAHUAA.

2.1.1.3. UtoroBass omeHka 3a TpOoQWIbHBIA JK3aMEH TPEIACTaBiseT co0ol cpemHee

apu(pMeTHYECKOE 3HAUCHUH OLIEHOK, BBICTABICHHBIX aOUTYpHEHTY BCEMH YJICHAMU KOMHCCHH.

[loTreHunanpHble PYKOBOAUTENNM AaOUTYpHEHTOB B TOJOCOBAaHMM IO €ro KaHIUAAType He

Y4acTBYIOT.

2.1.1.4. TIpoaomKUTEILHOCTh YCTHOTO pazfiesia — B Mpeaeiax OJHOI0 akaJeMHUYeCKOro daca.

2.1.1.5. Kpurepuu oneHku:

5 AOGUTYpHEHT MMOKa3bIBaET HABBIKH CAMOCTOSTEIbHON HAyYHO-UCCIIEI0BATENbCKON
0a/UI0B | JEATEIBHOCTH, aBTOPCKHE MTOAXO0/IbI B UCIIOIb30BaHUH 3HAHUM B CMEXHBIX
00JacTsIX My3bIKQJIbHOTO UCKYCCTBA U TEOPUHU U UCTOPUU UCKYCCTBA, COUETAET
TpaZuLUU MYy3bIKOBEEHUS U JIMYHYIO TBOPUYECKYIO UHUIIMATUBY, BIIAJIEET
COBPEMEHHOM METOJI0JIOTUEN HAyYHBIX UCCIEIOBAHMH, TOKA3bIBAET NMEPCIIEKTUBY
okoH4aHus pabotel Hag HKP B Teuennu Tpex jget o0yueHwus.

4 AOUTYpPHEHT MMOKa3bIBaeT HABBIKH CAMOCTOSTEIbHON HAyYHO-UCCIIEI0BATENbCKON
0asia | IeATETbHOCTH, UCTIONB3Ys 3HAHUS B CMEXKHBIX 00JIACTSIX MY3bIKAIBHOTO
MCKYCCTBA U TEOPUH U UCTOPUU UCKYCCTBA UCITONB3YS IPU 3TOM TPaJAULIHU
My3bIKOBeJieHUs. [Ipy 3TOM He BIOJIHE BIaJCET COBPEMEHHON METOA0JIOTUEH
Hay4YHBIX MCCIIEJOBAHUMN, TPOSIBIISIIOTCS HETOCTATKN B YACTU HAYYHOT'O
000011eHus ¥ BEIBOJIOB. OKOHYaHHME Pa0OTHI B CPOK BBI3HIBAET COMHEHHUSI.

3 AOHUTYpUEHT HE IEMOHCTPUPYET HABBIKM CAMOCTOSITEIHHOTO MOAX0/a K




0a1a

HCCJIEI0BATENbCKOM paboTe, B HEIOCTATOUYHOM CTETICHU UCIIOJIb3YET 3HAHUS B
CMEXHBIX 00JIACTSIX UCKYCCTBA , HE TIOKA3bIBACT HABBIKUA CAMOCTOSITEIILHON
Hay4HO-UCCIICIOBATEILCKON IeATebHOCTH. PaboTa He MOKET ObITh OKOHYCHA B
CPOK.

oasL1a

AOGUTYpHEHT Ipe/ICTaBIseT HETEPCIEKTUBHYIO /7S 1ajibHEHIIero ccie10BaHus,
BHE paMOK PEKOMEH/I0BaHHBIX 00JacTeil ucCIeJOBaHUS TEMY, OTCYTCTBYET
pa3BepHYTHIN MJIaH HCCeA0BaHus, aDUTYpUEHT HE BIIaJeeT PaMOTHON
MOHOJIOTHYECKOI peubl0 U TEPMUHOJIOTHYECKUM arIapaToM, ¢ IpyObIMH
OIMOKaMU OTBEYAET Ha BONPOCHI KOMUCCHH.

0aJ11

Brictymnienne abutypueHTa HECBSI3HO, HE apT'yMEHTUPOBAHHO,
HENpo(EeCCHOHAIBHO; TOMYIIEHBI TPyOble OIMMOKH B METOIaX MCCIIECIOBAHUS
JaybHelas pabora 6ecCMbICIIEHHA.

2.1.2. O0menpodgeccnoHAIbHBINH pa3aes (IMCbMEHHBIH pa3jel):

e 3aJaya MO rapMoOHUM (MpeJausi) — BBHINOJHAECTCS S5 4YacoB 0€3 MPOUTPHIBaHMS Ha
dboprenunano;

e BOiiHAs YeThIPeXroJiocHasi (pyra c pazesbHON SKCo3UIMeH (JUIst abUTypUEHTOB Kadeapsl
TEOPHH MY3bIKH) — BBIIIOJIHACTCA 7 YaCOB C IPOUTPHIBAHUEM Ha (OPTENUAHO 110 OKOHYAHHUU
HAIlMCaHMs; WU TpexroJiocHass ¢yra (ans aOUTypHEHTOB HAYYHBIX MOApA3JEIeHUd U
Kadenp, kpome Kadeapsl TEOPUU MY3bIKH) — BBIIOJIHSAETCS 5 YacOB C NMPOUTPHIBAHUEM Ha
dbopTenuaHo Mo OKOHYaHUU HAITUCAHMUSL

2.1.2.1. UtoroBelii 0am 1o CHENUaTbHOCTH MpPEACTaBiIseT coboil cpemHee apupMeTHIecKoe

3HaYEHUN OIICHOK [0 YCTHOMY M IHCBMEHHOMY pasfenaM HnpodUIbHOTO HK3aMeHa I0

CTIELUANBHOCTH.

2.1.2.2. Kputepuu OleHKH:

5 AOGUTYpHEHT MMOKa3bIBAaET PElICHHE MMCbMEHHOTO0 33/1aHus 03 OIMO0K, OTIMYHOE
0aJ/uUI0B | BIIAJICHHE TEXHUKOW HAMMCAHUS, C UCMOJIb30BAHUEM CTHIIMCTUIECKUX
0COOEHHOCTEH pa3NIUYHbBIX SMO0X, TOKA3bIBAET OPUTHHAIILHOCTD HHTEPIIPETALIUH
3aJIaHHOTO TeMaTu3Ma U (OpMbI, paboTa BBHIIIOJIHEHA B YCTAHOBJICHHBIH CPOK.
4 AOGUTYpHEHT MMOKa3bIBAET PEUICHHE MUCbMEHHOTO 331aHUSI C HE3HAYUTEIbHBIMU
dajta | ommOKaMu, XOpolee BIaJCHHE TEXHUKOW HATUCAHUS, TPAMOTHO HCIOJIb3YET
CTWJIMCTUKY 33JaHHBIX 310X U KOMIIO3UTOPCKUX TEXHHUK, IPEACTABIISAET
KJIACCHYECKYIO MHTEPIIPETAIHIO 33JAHHOTO TeMaTtu3Ma u popmbl, paborta
BBITNIOJIHEHA B YCTAHOBJICHHBIN CPOK
3 AOUTYpHEHT MOKa3bIBAET PEIICHHE MMCEMEHHOTO 3a/IaHUS C PSIIOM
0aja | CTWIMCTUYECKUX U (HOpMOOOPa3yIOMIUX OMIUOOK, HHTEPIIPETAllUs 3alaHHOTO
TeMaTu3Ma, popMma 3aJaHusl, ero aKyCTHUECKOE 3ByUaHne B HEIOCTATOYHON
CTeNeHH yOeTUTENbHbI, paboTa MOJTHOCTHIO HE BBINOJIHEHA B YCTAaHOBJICHHBIN CPOK
2 AOUTYpPHEHT TMOKAa3bIBaET pEIICHHE C OOJBIIMM KOJIMYECTBOM TEXHHUYECKHUX,
0ajyia | CTWIMCTUYECKUX, (OpMOOOpa3yIomMX OIMOOK, pabdoTa HE BBINOJHEHA B
YCTaHOBJICHHBIN CPOK
1 Pewienue 3ananus OJIHOCTBIO OTCYTCTBYET
a1

2.2. ®dunocopus
2.2.1. Dx3am

CHALIMOHHBIE BOMPOCH MO (mIocopun (GOPMYIUPYIOTCS B COOTBETCTBHH C

denepanbHbBIMU FOCYIapCTBEHHBIMM 00pa30BaTeIbHBIMU CTAHJApTaMM BBICILIET0 00pa30BaHusl.
2.2.2. DK3aMECHALMOHHBIA OWJIeT BKIOYaeT B ce0s JBa pasfena, KakAbIH M3 KOTOPBIX

OLIEHUBAETCS

CaMOCTOSITCJIBHO, ~ WTOrOBas ~ OIlGHKAa  MpejAcTaBiseT  co0oil  cpemHee

apI/Iq)MGTI/I‘-IGCKOG 3HAYCHHUC OLICHOK IO KAXIOMY U3 pa3aciioB.



2.2.3. Kpurepum olleHKH:

5 OTBeT NOJHBIN U MPAaBUIIBHBIN; A0UTYPUEHT CAMOCTOSITENIbHO U3J1aracT
0anoB | pakToNOrHYECKHE CBEIEHUS, CBOOOIHO BIIa/ICeT CIIeMaTbHON TEPMUHOJIOTHEH,
MOHOJIOTUYECKON PEYBIO.

4 OTBeT MONHBIN U MPABUIILHBIHN (C HABOASIIUMH BOIPOCAMH); A0UTYPUEHT
0ajsIa | caMOCTOSITENIbHO M3JaraeT akToJIOTHYECKUe CBeICHUs, CBOOOIHO BiIaJleeT
CIIELUAJIbHON TEPMHUHOJIOTUEH, MOHOJIOTMYECKON peUblO; TOMYIIEHbI
HECYIIECTBEHHbIE OLIMOKH, HCIIPABICHHBIE B XOJ€ OTBETOB Ha HABOIALINE
BOIPOCH! YWIEHOB KOMHCCHH.

3 OTBeT Ha OCHOBHOW M HaBOJSILIKE BOIPOCHI HEMOJHBIM, C (PaKTOIOrHUECKUMHU
0ana | ommOKamu;, aOUTYpUEHT B HEJOCTAaTOYHOM CTENEeHM BIa/JeeT MOHOJIOTMYECKOU
PE€YbI0 U TEPMUHOJIOTHYECKUM AIIapaToOM.

2 OTBeT HEMONHBII U HeapryMEHTUPOBAHHBIH, TOMYIIEHBI CYIIECTBEHHbIE OIIMOKH,
0ana | Gakromornyeckue  CBEJCHHMA  W3JIOKEHBI  HEBEpHO; TMpPH  OTBETe  Ha
JOTIONTHUTEIbHBIE BONPOCHl paHee JOMYIICHHbIE OMIMOKM HCIpaBiIeHbl He
IIOJIHOCTBIO.

1 OTBEeT Ha OCHOBHOM M HAaBOASUIME BONPOCHI HEMOJHBIA, HECBI3HBIMH,
0aJsn HEapryMEHTHPOBAHHBIN; JTOMYIIEHBI TPYyOble OIMIMOKU B ONpENeTeHUsX, JAaTax H
T.I1., ICKYKAOIIUE CMBICI IOHATHH.

2.3. UHOCTpaHHBIH A3BIK

2.3.1. Dk3aMeH TO WHOCTPAHHOMY SI3bIKY CTaBUT CBOCH II€JbI0 BBIABUTH OOBEM 3HAHHM,
HGOGXO,Z[I/IMBIX ACIIUPAHTY JIA paGOTBI Hazg 6y,Z[YH_II/IM AUCCCPTALIMOHHBIM HUCCJIICJOBAHUCM.

2.3.2. BcrynutenbHBI 9K3aMEH BKJIOYAeT YCTHBIE OTBETHl Ha BONPOCH Omiera (CM.
Meroanueckue peKOMEHJAIMK), PaccKka3 Ha MHOCTPAHHOM SI3bIKE O TEME JUCCEPTALMOHHOIO
rccaenoBanus u 6eceny Ha TpodecCHOHABHBIE TEMBI.

2.3.3. Kpurepum oneHKH:

Iloozomoenennas u Henoo2omosieHHAA pedb Ha UHOCMPAHHOM A3blIKe
110 CICHMAaJIbHOCTHU 3K3aMEHYEMOT'O

«OMAUYHON rIyOOKOe 3HAHUE TPECTABICHHOMN MPOOIEMBI, OTIHYHOE BIIAJICHHE
(5 b6annos) JIEKCUYECKUMU, TPAMMATHYECKUMU U CTHJIMCTUYECKUMHU HOPMaMHU
«XOPOULOY XOpollee 3HaHNUE TEMbI, OTACNIbHbIE JEKCUUECKHE U TPaMMaTHUYECKUE
(4 banna) omuOKu (710 5 ommboK)
«y00671emeopumenbHoy» | yIOBIECTBOPUTEIbHOE 3HAHNE MPEACTABICHHON TEMBI,
(3 banna) TEPMHUHOJIOTHYECKHE OMMOKH, HAPYIICHUE TPAaMMaTUYECKUX U

CTHJINCTUYECKUX HOPM (5-9 ommboK)
«HEYO0871em8oOpUMenbHOy | YAOBIECTBOPUTEILHOE 3HAHUE MPEACTABICHHOU TEMBI,
(2 6anna) TEPMHUHOJIOTHYECKHE OMMOKH, HAPYIICHUE TPAaMMaTUYECKUX U
CTHJINCTUYECKUX HOPM (5-9 ommboK)
«HEYO0EIeMEOPUMENbHOY OTBET HA OCHOBHOU U HvaBo/:[ﬂmHe BOIIPOCHI HEMOJIHBIN, HECBS3HBIM,
(1 6ann) HEapryMEeHTHUPOBAHHBIN; TOMYIIEHBI TPyObIe OMMOKY B }
OTIPENICTICHUSX, 1aTax U T.II., UCKAKAIOIINE CMBICT TOHSATHH




MeToanyeckue peKoMeHAaluu
¥ NIpMMepbI IK3aMeHAMOHHBIX 3a1aHui

1 pasgea IlpoduiabHoro 3x3ameHa no cneunajbHocTu. Pedepar

Bo BBeieHUM BCTYIUTEIBHOTO pedepaTa peKOMEHAYETCsS PACKPBITh aKTyalbHOCTb BHIOPaHHOM
TEMBbI U UCCIIEIOBAHUS.

B oCHOBHOM 4YacTH M3/1araroTcs BO3MOXHBIE BapUAHThI PA3JIENCHUs LIEJIM HUCCIEI0BAaHUS Ha
KOHKPETHBIC 3aJla4d, CJAeJlaTh 0030p IMOAXOJO0B K WX PEHICHHI0O W OOOCHOBBIBAIOTCS HamoOoJee
noaxojsAuIe u3 Hux. I[Ipum 3ToM pexkoMeHIyeTcs MOMBITaTbCsl OTPA3UTh METOAOJIOTMYECKYI0 OCHOBY
Oyayuiero ucciaea0BaHus, AaTh MPEACTAaBICHUE O CTPOCHUH OyayIlel AuccepTaluH.

B 3akiI0YUTENBHONW 4YacTH BCTYNUTEJNbHOro pedepara o0003HAYAIOTCS OXKUJAEMble
PE3yNbTaThl, @ TAK)KE BOZMOXKHOCTh UX MPAKTUYECKOTO UCIOJIb30BaHNUS.

[Tpu moarotoBke pedepara HeOOXOAUMO COOMIOIATH MPABHIIA IIUTUPOBAHUSL, UCTIONB3YS CCHUIKH,
a P OPSIMBIX 3aIMCTBOBAHUAX — KaBBIYKH.

Ko BcTynurensHOMY pedepaTy xKenaTeabHO J0OaBUTh CHUCOK MCN0JIb30BAHHOI JIMTEpPaTyphl,
BKJTIOYAIOIIUH IMyOJIMKAIIMKY 3a Tocyienue 5 net u odpopmiieHHslid B coorBerctBuu ¢ ['OCT 7.1 — 2003
«bubnuorpaduueckas 3anuch. bubnuorpapudeckoe onrcaHue.

2 pasngea IIpoguiabHOIo 3K3aMeHa MO CNeHAJIbHOCTH.
IIncbMeHHbIe IK3aMeHbl

[TucbMeHHBIE SK3aMEHBl 10 TapMOHMM M TMOJU(GOHHUU BXOMAT B CHUCTEMY HPOBEPKH
npodeccuoHabHBIX KayecTB aOUTYpUEHTOB MY3BIKOBEIUECKHX (DaKylIbTETOB MpPHU IMOCTYIUICHUU B
aCTIUPaHTYPYy.

BrinonHenue 3k3aMeHaMOHHOTO 3aJjaHusl IPOUCXOIUT B Ay UTOPHH:

rapMOHUS — B TEUCHHUE TISTH 4acoB (Oe3 MpourpeiBaHus Ha (hopTenuano);

nonudoHus (sl aOUTYPUEHTOB HAy4YHBIX ToJApasneieHuil u kadeap, kpoMe Kadenpsl Teopun
MyBBIKI/I) — B TCYHCHHC IIATH 4aCOB C IPOUTPBIBAHUCM Ha (bOpTGHI/IaHO II0 OKOHYaHHWU HalluCaHusl.

nonmudoHus (sl aOUTYpUEHTOB Kadenphl TECOPUHM MY3BIKM) — B TEUEHHE CEMH 4YacoB C
IPOUTPHIBAaHNEM Ha (POPTENUAHO 10 OKOHYAHUH HAITCAHUSI.

Pa3zpemaercs 15-MuHyTHAsI mpoBepka Ha (OPTENUAHO YKE BHITIOJTHEHHON PaOOTHI.

TemaTtusm AJI1 BCTYNUTCIIBHOTO 3aJlaHUs MO0 TapMOHHUU HJIA HO.HI/I(l)OHI/II/I MOXKET OCHOBBLIBATHCS
Ha 110001 rapMOHUYECKOH CHCTEME, COOTBETCTBYIOIIECH KOMIIO3UTOPCKUM TeXHHKaM KoHIa XIX — XX
BEKOB.

I'apmonus. Ilpemnaraemas Ha BCTYNUTEIBHOM DJK3aMEHE B ACIHMPAHTYPY MpPEIOausd II0
rapMOHUU HMMEET TJIABHOW WENBIO ONPEACIUTh CTEIEHb OCBOCHUS aOUTYpHEHTOM COBPEMEHHBIX
MPUHIUIIOB KOMITO3HUIINH.

AOUTYpUEHT NOKEH OGOPMHTH MY3bIKAJIbHBIH MaTepuai MbEeChl TaKUM 00pa30oM, YTOOBI OH
COOTBETCTBOBAJl XY/I0)KECTBEHHOUN MPAKTUKE OIPENCICHHOTO MEepruoaa M, )KeIaTelIbHO, KOHKPETHOTO
WH/IMBUAYATbHOTO KOMIIO3UTOPCKOTO CTHIIS.

B xone BeIMONIHEHUST pabOTHl HEOOXOAMMO AOOHWTHCS WHTOHAIMOHHOW BBIPA3HTEIBHOCTH BCEU
TapMOHHYECKON (aKTypbl, KOTOpas JOCTUTAETCA 3a CYET MOJMU(OHU3ANUU TOJIOCOB MY3BIKATBLHOM
TkaHu. OYeHb BaXKHO MOKA3aTh T€ pa3lenbl B (opMe NPETOInd, KOTOpble HanboJiee 4acTo CoaepKar
HUMUTAIMUOHHBIC W KOMIUICMCHTAPHO-MCIIOAUYCCKUC BJICMCHTBI, YCHUJIMBAIOIIUC XyI[O)KCCTBGHHBIfI
3¢ dexT oT penieHus 3a1aun.

1. OcHnosnas numepamypa 013 n0020MoBKU K IK3AMEHY:
e Biacosa H. O. TBopuectBo Apnonsaa LllIénbdepra. — M., 2007.
e ['ynanuukas H. C. BBeneHnue B coBpeMeHHY10 rapmMoHuio. — M., 1984.




Hbsuxosa JI. C. 'apmonus B my3bike XX Beka. — M., 1994 u 2008.

Nnen FO. H. Xonomnosa B XXI Beke. — M., 2008 (crateu 0. H. Xonomosa).
Koroytek L. Texnuka komno3unuu B My3bike XX Beka. — M., 1976.
Kyp6amnkas C. Cepuiinas My3bIKa: BOIIPOCHI UCTOPUH, TEOPUH, ICTCTHKH.
Teopust coBpemenHoM komno3unuu. — M., 2005.

Xomnomnos 0. H. I'apmonus (Teoperrueckuiit U MpaKTUIECKUMA KYPCHI).
Xonomnos 0. H. 3ananus no rapmonuu. — M., 1983.

Xomnonos 0. H. Ouepku coBpemeHHol rapmonuu. — M., 1974.

e Xonomnosa B. H., Xononos 0. H. My3sika Bebepua. — M., 1999.

2. Obpaszey nucbMeHHo20 3a0aHUsL:
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Hoaudonus. J[nsg moctymieHuss B aclUpaHTypy aOMTYpUEHTHI HAYYHBIX MOJPA3/AEICHUN H
kadenap (kpome kadeapbl TEOPUH MY3BIKH) JOKHBI HAMKMCaTh OJHOTEMHYIO (yry, aOUTypHEHTHI
Kadenpsl TCOPUU MY3BIKH — IBOHHYIO.

Jlist aOUTYpUEHTOB HAyYHBIX TojapasaeiieHnid u kadeap (kpome Kadeapsl TEOPUU  MY3BIKH)
NpEearnoiaraeTcs  HUCIONb30BAaHME CTPETTHI B PENpU3HOM  paznene  (yru, yAepKaHHOTro
MIPOTUBOCIIOKEHUST WM JIBYX/TPEXTOJIOCHOW KAaHOHMYECKOH CEKBEHLIMM, COCJAMHEHHS B OOpaTUMOM
KOHTPAITYHKTE.

s abutypueHTOB Kadeapbl TEOPUH MY3BIKM: MOMHMMO Ha3BaHHBIX BBIIIE, HCIOJIb30BaHUE
JBOMHOTO KaHOHA B penpuse (yru, yaep:KaHHOTO MPOTUBOCIOKECHUS W HHTEPMEINH (C BapuaHTAMHU
MePECTaHOBKH T'OJIOCOB), PparMeHTOB ¢ OOPAaTUMBIM KOHTPAITYHKTOM.

1. Ocnosrnas tumepamypa 0Jist HOO20MOBKU K DK3AMEHY:

e bare H. [lomudonus m dopma B cumdonudeckux npouspencHusx [I. Xunmemura // Ilaynpb
Xuagaemut. CtaThu 1 HccleqoBanusa. — M., 1979,

o Jlomkanckuit A. 24 npemogun u ¢pyru /1. [lllocrakoBuya. — JI., 1970.




Exumosckuii B. Onuse Meccuan. )Kuznub u TBopuectBo. — M., 1987.

3anepankuit B. [Tomudonus B uHCTpyMeHTanbHBIX npou3BeacHusx /1. lloctakoBuua. — M., 1969.

3anepankuii B. [Tomudonndeckoe mpimuienne M. CtpaBunckoro. — M., 1980.

Kysnenor U. Teopernueckre ocHoBBI onudornn XX Beka. — M., 1994,

JluxaueBa U. 24 npemonuu u pyru P. Hleapuna. — M., 1975.

CumaxoBa H. KontpanyHkT ctpororo ctuis u pyra. Ku.2. @yra: ee moruka u mostuka. — M., 2007.

CokonoB A. My3bikanbHas komno3unus XX Beka: J{uanekrrka TBopuecta. — M., 1992.

Tep-Orane3oBa WM. «Ludus tonalis». OcHoBHBIE ocobeHHOCTH (hopmooOpazoBanus//Ilaynn

Xunaemut. CtaTbu U MaTepuaisl. M., 1979.

e Xomomnos 0. O06 sBomonu eBponeickoi ToHabHOU cucteMbl//[Ipodiemsr mana. — M., 1972.

e XomomoBa B. K mnpobrneme wmy3wsikanbHbIX ¢dopMm 60-70-x romoB XX Beka // CoBpemeHHOE
HWCKYCCTBO MY3bIKaJIbHOU KoMIIO3uIMu. M., 1985. Tpynsl 'MIIN um. I'necunbix. Beim.79.

e Xomnonosa B., Yurapésa E. Ansdpen [lIautke. Ouepk *u3Hu u TBopuecTBa. — M., 1990.

2. Obpaszey nucbMenHH020 3a0aHUL:

Heropust My3bIKH
Scher, aber nicht laugsam
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B cootBercTBrm ¢ @I'T nocTtynaroniuii B aCIUPAHTYPy HTOTKEH:

UMETh NPEICTAaBICHUE O HAYYHBIX, (QUIOCO(YCKUX M PEIMTHO3HBIX KapTHHAX MHUPO3JAHHMS,
CYUIHOCTH, HA3HAYEHUH U CMBICIIE )KM3HU YEJIOBEKa, 0 MHOT000pa3uu GopM YeI0BEUYECKOro 3HAHMS,
COOTHOILICHUU HUCTUHBI N 336Hy)I(,Z[GHI/I}I, 3HAHUSA W BCPbI, pAllMOHAJIBHOTIO U HPpAIUOHAJIBHOIO B
YeJI0BEYECKON JeATeIbHOCTH, 0COOEHHOCTSIX (YHKIIMOHUPOBAHMSI 3HAHUS B COBPEMEHHOM OOIIECTBE,
O JYXOBHBIX ICHHOCTAX, UX 3HAYCHUU B TBOPUCCTBC U HOBCGHHGBHOﬁ JKU3HU, YMCTh OPUCHTHPOBATHCA
B HUX;

IMOHUMATb POJIb HAYKHU B PA3BUTUHN LIUBUJIIN3AlIHUHU, COOTHOIICHUC HAYKU U TCXHUKHU U CBA3AHHBIC
C HUMH COBPEMEHHbIE COLIMaIbHbIE U ATHUECKUE MTPOOIIEMBI, IIEHHOCTh HAYYHON PAllMOHAIBHOCTH U €€
HCTOPUYECKHUX THIIOB, 3HATh CTPYKTYPY, (POPMBI M METOJIbI HAYYHOT'O TIO3HAHUS U UX HBOJIOIHIO;

MMOHUMATh CMBIC B3aMMOOTHOIIEHHS JYXOBHOTO U TE€JIECHOT0, OMOJIOIrMYECKOTO U COIUATBHOIO
Hadyall B YCJIOBCKC, OTHOUICHUA 4YCJIOBCKA K MNPUPOAC MW BO3HUKIIHNX B COBPCMCHHYIO OJIIOXY
TEXHUYECKOI'0 Pa3BUTHS IIPOTUBOPEUM, KPU3UCA CYLIECTBOBAHUS YEJIOBEKA B IIPUPOJIE;

3HATh yCJIOBUS (POPMUPOBAHUSI TUYHOCTH, €€ CBOOOIbI, OTBETCTBEHHOCTH 32 COXPaHEHHUE JKU3HH,
npupoabl, KYyJIbTypbl, HNOHHMAaTh PpOJib HACWIUA B HUCTOPHUU U UYCJIOBCUCCKOM IIOBCIACHHU,
HPAaBCTBEHHBIX 0053aHHOCTEN Ye0BeKa M0 OTHOUICHHUIO K APYTUM U caMoMy ce0e;

HUMCTh MNPCACTABIICHUC O CYHIHOCTHU CO3HAHUSA, €TI0 COOTHOLICHUU C 6GCC03H3.T€.HBHBIM, poiin
CO3HaHMS M CAMOCO3HAHUS B TMOBEACHUHU, OOMIEHMM U JEeATENbHOCTH Jtojed, (OpMUPOBAHUU
JIMYHOCTH;



3HaTh U YMETh OIEPUPOBATH OCHOBHBIMH (HIOCOPCKUMH TOHSATHSIMHU, 3HAaTh OCHOBHBIC

HMCTOPHYECKHUE ITAIbl pa3BUTHs Punocopuu;

3HATb OCHOBHBIC 3aKOHOMCPHOCTU PA3BUTUA HAYKU, HMCTh MPCACTABICHUC O JIOTUKC HAYYHOI'O

MOMCKA, 0COOCHHOCTSX HAYYHOUN MCTHHBI,

UMETh NpeiCTaBiIeHne O (QuiIocopckux mpodieMax H3OpaHHON HaydHOW CIEIHaTbHOCTH,

B3aUMOCBSI3U GUIT0COPUHN ¥ KOHKPETHOM HAYKH.

ol

10.
11.

12.
13.
14.
15.

16.
17.
18.
19.
20.
21.
22.

23.
24.
25.
26.

27.
28.

29.
30.
31.
32.

HpO,Z[OH)KI/ITCJIBHOCTB 9K3aMCHaA — B IIPECACIaX OAHOTO aKaACMHNYCCKOI0 Yaca.

IIpumMepHbIEe BONIPOCHI:

@unocodus, ee mpenMer u crnenudura. Mecto ¢uIOCOPUM B KYJIBType: COOTHOIICHHE
¢dbunocoduu 1 peTUrHm, UCKyCCTBa, HAYKH, HJICOJIOTHH.

Crpykrypa dpunocodckoro 3HaHHUS.

Hayxka xak ¢opma mo3HaHus ¥ COIUATBHBIN HHCTUTYT.

[Tpobnema UCTUHBI B HAYYHOM M (PUIOCOPCKOM 3HAHHH.

Onronorust. Gunmocodckuii cMbICT TOHATUS OBITHUSA B aHTUYHOCTH, B CpenHue Beka U B HoBoe
BpEMS.

Omuctemororus (rHoceosiorus). Crnenuduka u GopmMbl TO3HAHUS B HICTOPUU MBICITH (HA IpUMEpe
IBYX (prumocockux KOHLEIIIHIA).

Conumanehas ¢unocodpusa. OOmecTBO Kak npeaMer (rmocodckoro aHanmmza (Ha TpUMEpPE JBYX
¢bunocohckux KOHUETINMN).

®dunocodcekas antpomnosorus. [Ipodiema yenoseka B ¢unocodpun XX Beka (Ha mpuMeEpe OTHOM
KOHIIEIIIUH 110 BBIOODPY).

dunocodcekoe moHnManue KynbTypbl. COOTHOLIEHUE KYAbTYPhl U IUBUIN3AIUH.

OcTeTrka Kak paszzien puiaocoduu, ee mpeaIMeT U OCHOBHBIE KaTETOpUH.

Ounocopusi u rymaHuTapHole Hayku. [IpoGnema mMoHMMaHHS B COLUAIBHO-TYMaHUTapHOM
3HAHUU.

Axcuomnorus. [Ipo0Giema IeHHOCTH B COBPEMEHHOM COLMATbHO-TYMaHUTAPHOM 3HAHUH.

OTHKa Kak pasnen Guinocopuu: OCHOBHAsS MpoOIeMaTHKa.

®duniocodust UCKYCCTBA: ATAIbBI Pa3BUTHS U KIIIOUEBbIE TPOOIEMBI.

S3pik ¥ MmbinuieHue. ®Punocopus sA3bplka (Ha TpuUMepe OAHON (MIOCOPCKON KOHLEMIMH TI0
BBIOODY).

[Teproipl, MKOIBI U KIIOYEBHIC MOHATHS APEBHEH HHAMNICKON (puiocoduu.

®dunocodckue kounenuuu Koudynms u Jlao 1351

Antrnynas ¢unocodus. OCHOBHBIE 3TAIbI PA3BUTHS, IPEICTABUTENH, IIIKOJIBI, TPOOIEMaTHKA.
dunocodust «10cokpaTukoB». OCHOBHBIE LIKOJIBI U MTPOOIeMaTHKa.

Coxpar ¥ cOPHUCTBI: aHTPOTIOIOTUYECKHI TOBOPOT B AaHTHYHOU (HII0CODUH.

[InaTon u ero counnenus. OHronorus u raoceonorus [lnarona.

CoumanbHO-IONUTHYECKOEe y4yeHHe IlmaToHa: chpaBeqIMBOCTh, TOCYAApCTBO, BOCIHTAHUE,
HCKYCCTBO.

Apucrotenb 1 ero counHeHus. OHTONOTUSL U THOCEOJIOTUSI APUCTOTEIIS.

OcHOBHbIE HJIe aHTUYHOM 3CTETUKU: Mepa, TAPMOHHUS, KATaAPCUC, MUMECHC.

dwunocodust SMOXHU ITUHU3MA: TPEICTABUTEINH, IIKOJIBI, HICH.

Odunocopuss B Cpennme Beka. I[IpobGrema Bepsl m pazyma. OCHOBHBIE JTambl Pa3BUTHS
CPeIHEBEKOBOM XPUCTHAHCKOM (procoduu.

Buszantuniickas pumocodus. [IpencraBurenu u 0COOCHHOCTH Pa3BUTHS.

Octeruka Buzantuu. CoxepkaHue criopa UKOHOOOPIIEB C MKOHOMOYMUTATENsIMH. Teopust oOpasa
HNoanna JlamackuHa v €ro apryMeHThI B 3aIUTY UKOH.

@unocodcekue naen ABpennst ABIyCTHHA.

doma AKBUHCKHUH U PaclBET CPEIHEBEKOBON YHUBEPCUTETCKON TPAIHUIIUU.

CpenneBekoBbIii criop 00 yHHBepcanusx. OCHOBHBIE TIO3ULIUU U MTPEICTABUTEIH.

Odunocopuss smoxu  Bo3poxkaeHUs: TPUHIMI aHTpONOIeHTpu3Ma. KoHIENnus «y4eHoro
HesHaHus» Huxonas Ky3anckoro.



33.
34.

35.
36.
37.
38.
39.
40.
41.
42.

43.

44,

45.
46.

47.

48.
49.
50.
51.

52.
53.
54.
55.

56.
57.
58.
59.
60.
61.

62.
63.

64.
65.
66.
67.

68.
69.

70.

DcTeTndeckue uaeu 3Moxu Bo3poxkeHus B 1uTeparype, KUBOIUCH U MY3bIKE.

Hayunas peBomtonust XVI-XVII BB. u ee Bmusaue Ha dunocoduto Hosoro Bpemenun (Hukomait
Konepnuk, /[x. bpyno, 'anuneo INanuneit, Mcaak HploTOH — Ha mpuMepe OIHOTIO YYEHOIO IO
BBIOODY).

@unocodust . bakona. [TpuHIUTIBI HAYIHOW HHAYKIIUH.

®dunocodus P. [lekapra. aes HoBoro metona B priiocopuu U HayKe.

@unocodust b. CiuHO3b1. MOHU3M U TaHTEN3M B yueHUH CIIMHO3BI.

®dunocodus I'. JleliOHUIA: MPUHITUTI TTIOPATM3Ma U TTOHSATHE MOHA/IBI.

OcTeTrnka 6apoOKKO: OCHOBHBIE MPUHIIMITBI, y4EHHUE 00 OCTPOYMHH.

®dunocodus T. ['o66ca u [[x. Jlokka. [Ipobiema mo3HaHUs, COMATBHO-TTOJIUTHYECKUE HICH.
OcHOBHBIE IPUHLUIIBI 3CTETUKH Kiaccuiu3ma. Tpakratr H. byano «lloatnueckoe nckyccTBoy.
®dunocopuss smoxu IlpocBemieHuss (KIrOYEBbIE MPOOJIEMBl M TMPEACTABUTEIN Ha MpPUMEpe
aHIJIMICKOT0, HEMeNKoro win ¢paniry3ckoro Ilpocsenienus — 1mo BeIOOPY).
Tpancuenaentanbaas punocodust M. Kanra: obmas xapakrepuctuka. Unen «KpuTuku 4uctoro
pasymay.

Otuka KaHTta: uaes kaTeropudeckoro ummeparuba. Jcretuka KaHta: aHamuTHKA NMPEKPacHOTo U
BO3BBIILICHHOTO, TOHITHE TeHUSL.

Konnenmus «acrernueckoro Bocnutanus» @. Hlunnepa u uaest «3cTeTUYECKOr0 rocyaapcTBay.
®unocopcKo-3CTeTHUECKUE UAEH HEMELKOro poMaHTH3Ma (Ha IpUMepe TBOpYECTBAa OpaTheB
[nereneii, ['€npnepnuna, HoBanuca, [neiiepmaxepa, Lllennuara — mo BIOODY).

Hemenxumii  mpeanm3m.  OOmas  xapakrepuctuka. . I. duxre, ®. B. U. llennunr,
I'. B. @. I'erens.

@unocodcekas cuctema I'. B. @. I'erens: [lyx, AManekTHKA U UCTOPHUSL.

Wnest uctopuu CKyccTB B 3cTeTUKE [ 'erens.

[To3UTHBU3M: OCHOBHBIE MPEICTABUTEIH U UJICH.

Kputuka rerenmbstictBa B (uitocopun  BTopoit momoBuHB  XIX BB.  (A. lllomenraysp,
C. Kwepkerop, ®@. Humne, K. Mapkc — 1o BeIOOpY).

«Dunocodus xuzan» (B. dunbrent, ®. Hunime, A. beprcon — mo BeiOopy).

OcHoBHbIE Hieu Qriocopun Mapkcu3mMa. MapKkCu3M Kak KPUTUKA UACOJIOTHH U KaK UICOJIOTHUS.
Awmepukanckuii nparmatusm (Y. [Tupc, V. Ixemc, JIx. [Ipton — o BEIOODY).

OcHoBHble npoOiemMsl punocoduu sx3uctenunanuzma (M. Xaiigerrep, K. Scnepce, XK.-I1. Captp,
A. Kamrio — o BeIOOpY).

Amnanutnueckas ¢punocodus (b. Paccen, JI. Butrenmireiin).

dunocodckas repmeneTuka I'.-I". 'agamepa.

dunocodekue unen kinaccuueckoro gpperiauzma. Heodpeitamsm.

®dunocodcekas meiciab B Kuesckoit Pycu (X — XIII BB.).

dunocodckast Mpiciab B MockoBckoit Pycu (XIV — XVII BB.).

OcHoBHble HampaBieHus: ¢uimocodckoit Meiciim B Poccum XVIII Bexka (M. B. JlomoHOCOB,
A. H. Papgumes, H. Y. HoBuxos, M. M. Illep6aros, I'. C. CkoBopoaa — 1o BEIOODY).

Crop 3amaJlHUKOB U CIIaBIHO(UIIOB.

Ocretuka peannsma B Poccun XIX B. (B.I'. benunckuii, H. I'. Yepnsimesckuii, B.B. CracoB — 1o
BBIOODY).

Penurunosno-dunocodcekue B3rmsaasr @. M. JlocToeBcKoro.

Penmurunosno-dpunocodckue u scrernueckue B3rsas JI. H. Toncroro.

@unocodust Bia. C. ConoBbeBa: KpUTHKAa OTBJICYCHHBIX Hayal M HIES LEJIbHOTO 3HAHUS.
[IpoGnemartuka BceeUHCTBA, COGUOIOTUH, UICTOPUUECKOTO MpoIecca, TEOKPATUH.

Ocretndeckne uaen pycckoro cumBonm3ma (Bim. C. ConoBbeB, Bsu. WM. Usanos, II. A.
®dnopenckuii, A. benbrii, A. A. biiok — o BeIOOpY).

OcHoBHble pritocodpckue HampasineHus B Poccun Hau. XX B. (Ha mpuMepe IBYX HaIlpaBICHHIA).
Ocobennoctu pa3Butus otredecTBeHHOU (unocodckoit mpicau B XX Beke (I'.B. [Inexanos, B. H.
Jlenun, I'. I'. IlImer, A. ®@. JloceB, M. M. baxTun — 1o BeIOOpY)

®dunocodust MOCTMOIEpHA: OCHOBHBIE MPEACTABUTEIHN U MPoOIeMaTHKa.



Oo0s13aTesIbHbIE TEKCTHI AJIs1 YTeHUs (JU1s1 OTBETA Ha JOTOJHUTEIBHBIN BOIPOC HA 3K3AMEHE):

I'epaxnum. @parMeHTbl

IInamon. Anonorus Cokpara

Ilnamon. Tup.

Aepenuti Aseycmun. Ucnioenp (11 xuura).

Ilexapm P. PaccyxlieHne o MeToe.

Kaum U. Oter Ha Bonpoc «Yto Takoe [Ipocsemenne?»

Yaaoaes I1.1. Dunocoduieckue nmucbMa (TMCbMO TIEPBOE).

Mapxc K. Tesucel o Deiiepbaxe.

Capmp K.-I1. Dk3UCTEeHIIMATIA3M — 3TO TYMaHHU3M.

0. Acnepc K. Benenue B punocoduto: 1. Uro takoe punocodus? 2. McToku mpoucxoxaeHus
dbunocodum.

e S R e

Jluteparypa 1Jisi HOATOTOBKM:

Y4eOHUKH MO 001IUM BOIIPOCaM

Cnuprun A. I'. ®unocodus. Uza. 2. — M., 2009.

Qunocogus / [1oo ped. B.B. Muponosa. — M., 2005 (u nepeuso).

Qunocogus. Yueonux / I1o0 peo. B.J[. ['vouna u E.FO. Cudopunou. 5-e uzo. — M., 2012 (u
npeovloywue u3o.).

Cmenun B. C. Uctopus u punocodus nayku. M., 2011. (u mepeusn.).

CiioBapu ¥ SJHUMKJIONEIUH

Hosas dpunocodckas sumukimoneaus. B 4-x Tomax. — M., 2000-2001.

@unocodekmuii cnoBaps /Ilox pen. U.T. dporosa. 8-e uzn. — M., 20009.

CoBpemennas 3anagnas ¢punocodus. Croaps. — M., 1999 (u mepeunsn.).

Pycckas ¢punocodusi: Mainslii sHIMKIIONEAMYECKUi ciaoBapb. — M.: Hayka, 1995 (1 nepeusz.).

Y4eOunku no ucropun gpuaocopun

Ucropus dunocoduu. 3amanx — Poccust — Boctok. B 4-x xH. [lox pea. H. B. MoTtpommunoBoit. — M.,
1996 (u mepens.)

Peane /[oc., Aumucepu /. 3anagnas ¢uiaocodusi OT UCTOKOB 70 Hamux aHel. — B 4 1. — M., 1999 (u
nepeus.)

Crupbexx I'., ['unve H. Vctopus punocoduun. — M., 2000.

3envrosckuii B.B. Uctopus pycckoii punocopuu. — M., 2000.

Cepbounenxo B.B. Pycckas punocodus. Kypce nexmuit. — M., 2005, 2007.

Hcmopus pycckou gunocoguu: Yuebnuk ons 8y308 /Peoxon.: M.A. Macaun u op. — M.: Pecnybauxa,
2001 (u nepeuso.).

XpecromaTumn
Xpecromatus 1o ucropuu gpunocopun. Yacts1-2. — M.: Ilpomereit, 1994.
Xpecromarus o uctopuu dpunocodpun. Yactu 1-3. — M.,: «Brmagoc», 1997.

HNHocTpaHHBIN A3BIK

Bnaz[eHHe HHOCTpPAaHHBIM SA3BIKOM B TCPUOJA HHTCHCHUBHOI'O PAa3BUTHUA HAYYHO-TCXHHUYCCKOI'O
mporpecca OTKPBIBACT JOCTYN K MHPOBBIM JIOCTHKCHHSM HAayKH, TEXHUKH, KYJIBTYphl APYTUX
HapOJIOB, CIIY)KUT OOMEHY HOBEHIIIMMU JTOCTHKEHUSMH B Pa3IMYHBIX 0071aCTAX HAYKHU U MPAKTHKH.

3HaHWE WHOCTPAHHOTO sI3bIKa CIIOCOOCTBYET TMOJYyYEHHUIO HEOOXOAuMOW WH(POpPMAIINH,
MPAKTUIECKOMY HCIOJB30BaHUIO €€ B padoTe, MOBBIMICHUIO MPOPECCHOHATHHOW KOMIIETEHTHOCTH H
MEXKYJIBTYPHOU KOMMYHUKAITIH.
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N3yueHne WHOCTPAHHBIX S3BIKOB B BY3€ SBIIIETCS HEOTBEMJIEMOM COCTAaBHOW 4YacTbIO
MNOJrOTOBKM CIEIHAIUCTOB PAa3IUYHOr0 Mpo(uisl, MOCTYNAIOUIMX B aclHUpaHTypy, KOTOpbIE B
coorBercTBUM C TpeboBanusiMu PI'T MOMKHBI NOCTHYHL YPOBHS BIaJEHUS NPOPECCHOHATBHBIM
A3BIKOM, IO3BOJIAIOLIETO MM IPOJOKUTh OOy4eHHE M BECTH NMPO(ECCHOHANBHYIO AEATENBHOCTh B
HWHOSI3BIYHOM Cpee.

[TocTymarorue B acmupaHTypy JOJDKHBI BlafeTh opdorpadudeckoit, ophodmMIecKoi,
JIEKCUYECKOM, I'pPaMMAaTUYECKOM M CTUIMCTHYECKOM HOpPMaMu M3y4aeMOro s3blKa B Ipelernax
IIPOrpaMMHBIX TpeOOBaHMH By3a M MpPaBWIBHO MCIIOJIB30BaTh MX BO BCEX BUAAX pPEUYEBOU
KOMMYHHKAIIH, B HAY4HOI chepe B (hopMe YCTHOTO U MUCHMEHHOTO OOLICHHUS.

Crnenuduky BCTYNHUTEIBHOIO 3K3aMEHa IO aHIIMHCKOMY, HEMEIKOMY, (paHIly3cKOMYy JHOO
UTAIIBSHCKOMY SI3BIKY IIPEJCTABIISIOT TPEOOBaHMS, TO3BOJISIOIINE ONPEENATh YPOBEHb 3HAHUH S3bIKA,
YMEHHUI W HABBIKOB MO PA3JIMYHBIM BHJIAM PEUYEBOM JeATENbHOCTH. [locTymarommii B acnupaHTypy
JOJDKEH YMETh:

YUTATh JUTEPATYPy Ha HHOCTPAHHOM SI3bIKE IO CBOEH CIIELIMATIbHOCTH;

0(OpPMIIATH MONTYYSHHYIO HHPOPMALIMIO B BUJIE TIEPEBO/IA;

Oecen0BaTh Ha SA3bIKE 110 CBOEH CIEIMAIbHOCTH;

NEPEeBOJIUTH CHEIHUATBHYIO U OOIEUCKYCCTBOBEIUYECKYIO JIUTEPATYPY C MHOCTPAHHOTO SI3bIKA Ha

PYCCKHH U C PYCCKOT'O HAa MHOCTPAHHBIN;

BOCIIPUHUMATh MHOSA3BIYHYIO PEYb B Pa3IMYHBIX COLIMAIBHBIX CUTYaIUX.

Ocoboe BHHMMaHHME Ha BCTYNHMTEIbHOM OJK3aMeHe oOpamaercs Ha YMEHHMs M HaBBIKM IIO
Pa3IMYHbBIM BU/IaM PEUEBOU EATEIbHOCTH!

YymeHue — BIAJICHUE BCEMU BUJAMU YTEHHUS OPUTMHAIBHOMN JUTEPATyphl 110 NPOPECCHOHATBHON
JESTENBHOCTH (03HAKOMUTEIBHOE, IPOCMOTPOBOE, N3Y4AIOILEE);

2060peHue — yMEHUE COOOIIUTh MOATOTOBJIEHHYIO HH(OPMALMI0O Ha HMHOCTPAHHOM S3BIKE,
BJIaJICHHE HAaBBIKAMU OeCeIbl 10 TeME HAYYHOT'O UCCIIEIOBAHUS;

ITponoMmKUTENBHOCTD DK3aMEHA — B IIpeeaX OAHOI0 aKaJeMUIECKOro yaca.

IK3amen eKouaem 6 ceds mpu pazoena:

1. O630pHbILl OoKad (YCTHO) TIO OAHOM U3 3-X TEM U3 00JIACTH HCTOPUH EBPOICHCKOTO MY3bIKaIbHOI'O
n ucnomHutenbckoro uckyccrBa XVII-XXI BekoB, mpemiokeHHBIX Ha BBIOOp B Omiere. Bpewms
nokana — 10 MUHYT.

2. Pacckaz o meme ceoezo 6yoywezo nayunozo ucciedosarus (HayqYHO-KBaTU(UKAITMOHHONW pabOThI).
3. Peceda Ha uHOCMpPAHHOM s3blKe TIO BOIIPOCAM, CBSI3AHHBIM C TPO(ECCHOHATBLHOU NESATETHHOCTHIO
abutypuenta — 5-10 MUHYT.

Kpumepuu OUEeHKU omeema.

Iloozomoenennas u Hen0020mo6EHHAA peédb HA UHOCMPAHHOM A3bIKE
10 CICHUAJIbHOCTHU 3K3aMCHYCMOT' O

«OMAUYHO» riy0OKO€e 3HAHHE TPEICTABICHHON MPOOJIEMbI, OTIINYHOE BIIAZICHUE
(5 6annos) JEKCHYECKUMH, TPAMMATUYECKUMHU M CTHJIMCTHYECKUMH HOPMaMH
«xXopouio» XOpoIlee 3HaHUE TEMBI, OT/ICNIbHBIC JIEKCHYECKUE U TPAMMATHIECKHUE
(4 banna) ommOKu (J1o 5 onuboK)
«y00671emeopumenbHoy» | yIOBIECTBOPUTEIbHOE 3HAHNE MPEACTABICHHON TEMBI,
(3 6anna) TEPMUHOJIOTHUECKUE OMIMOKH, HapyIIEHHE TPaMMaTUYECKUX U

CTHJITUCTHYECKUX HOPM (5-9 ommOoK)
«HEY00871emeopuUmenbHoy | yAOBIECTBOPUTEIILHOE 3HAHUE MPEACTaBICHHON TEMBI,
(2 6anna) TEPMUHOJIOTHUECKUE OMMOKH, HApyIIEHHE IPaMMaTUYECKUX U
CTHJIIUCTUICCKUX HOPM (5-9 ommOoK)
(HEYO0BICMEOPUMETHHOY OTBET Ha OCHOBHOH U HvaBozmume BOIIPOCHI HEIOJIHBIN, HECBSA3HBIM,
(1 6anr) HeapryMeHTHPOBAHHBIN; TOMYIIEHBI TpyOble OMHUOKH B }
ONpENIETCHUSX, 1aTax U T.II., UCKAXKAIOIINE CMBICT TOHSATUHN
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Baoxu Tem nuis 1 pasnena sxk3amMeHa

Baok 1

A. My3sbikanbHas auHactus baxos. M.C. bax u ero cbiHOBbs

B. Brinatomuecs ucrnonHuTenu 6apounoit My3siku X X-XXI Ba.

C. bax 1 COBpeMEHHOE KOMITO3UTOPCKOE TBOPYECTBO (Ha mpuMepe My3bIku X X-XXI BB).

Baok 2

A. B. Mouapt u K.B. ['ntok: BeuKue COBpeMEHHUKH U pehopMaTOphl ONEpH.

B. Moii 1100uMBIIi MHCTPYMEHTAJIBHBIA KOHIEPT Mormapra M ero WHTEPHpPETalud COBPEMEHHBIX
HCIIOJIHUTENEH.

C. Mouapt u Canwsepu. ctopus B3aMMOOTHOIICHUH ABYX MPHUABOPHBIX KOMIIO3UTOPOB.

Baok 3

A. JI. beTxOBeH-IIeAaror u €ro y4eHUKH.

B. Moii  1100MMBI  HMHCTPYMEHTAIBHBIM  KOHIIEPT (KaMEpHO-MHCTPYMEHTAJIbHOE COYHMHEHHE)
berxoBeHa u ero UHTEpIpETAIIMU COBPEMEHHBIX UCTIOJIHUTEIEH.

C. 1. TaiiiH — pooHAYAIbHIK COBPEMEHHOTO CHM(bOHNIECKOr0 OPKECTPa U «OTel] CHMbOHUM».

baok 4

A. @. [IlyGepT 1 MO3THI €ro OKpy>KeHHs. TBOpUECKHE CBSI3U M MX OTPAXKEHHE B KaMEPHO-BOKAIBHOM
HaCJIEIUU KOMIIO3UTOpa.

B. @. Ily6GepT — KOMIIO3UTOP «IEPEIOMHOM MOXU»: MEKIY KIACCUITU3MOM U POMAHTU3MOM.

C. Tpauckpuniuu counHenuii [llyOGepra B TBOpuYecTBE JpPyrux KOMIIO3UTOPOB. Brimarommecs
00pa3ibl U UX 3HAMEHHUTBIC UCTIOIHUTEIH.

Bbaok 5

A. Knapa Buk u Po6ept lllymaH: «...d )U3HB, U CIIE3bI, U JITIOOOBH.

B. Jlutepatypubie npoobpa3sl B counHeHusx P.lllymana (Ha nmpumepe BOKaJbHBIX M (OPTENUAHHBIX
MTPOM3BEICHUN ).

C. llyman, lonen, Jluct, Ilaranuau, BensBckuii: heHOMEH KOMIIO3UTOpPA U UCIIOJHUTEINSA-BUPTY03a
B POMaHTHYECKYIO ATIOXY (Ha BHIOOD).

Baok 6

A. HoBble HHCTpYMEHTAJIbHBIE XKAHPBI SMIOXH POMAHTH3MA: KOMIIO3UTOPBI, COUMHEHUS U BbIAIOLIHECS
WCTIOTHUTENH (Ha BBEIOOD).

B. Unes «cuHTe3a HCKYCCTB» U €€ PAa3BUTUE B MY3bIKE SIIOXH POMAHTU3MA.

C. Tema mnyTemecTBui, CTPAHCTBUA U CKUTAJIBHUYECTBA B MPOU3BEACHUSAX MY3BIKAJIIBHOTO
pomaHTH3Ma (00IIHiT 0030p M KOMITO3UTOPHI Ha BEIOOD).

baok 7

A. JIxx.Bepau — Benukuii onepHsIid pedopmaTop.

B.Bepaun u Barmep: Benmkue CcoBpeMEHHHKH U pedopmatopsl omepbl. CXOICTBa M pa3IUyus
TBOPYECKUX KOHIICTIINMN.

C. JTrogsur 11 baBapckuii u Puxapa Barnep: Kopoib 1 KOMIIO3UTOP.

Baok 8

A. K. Jlebroccu 1 CHMBOJIUCTHI

B. JlebGroccu — OCHOBOIOJIOKHHUK MY3BIKQIBHOTO UMIIPECCUOHMU3MA (Ha IIPUMEpPE COYMHEHUH B Pa3HBIX
YKaHpax - o BEIOOPY).

C. OpkecrpoBoe nchbmo Kiona JleGroccn.
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Bbaok 9

A. Wcnanckas TemaTuka B counHeHusx M.Papens (o0muii 0630p).

B. Pasenb, ®okun u srunes: «ladpuauc u Xmnos» B «Pycckux ce3oHax».

C. M. Pagens — netsm (1ukin «Most matynika — ['ycerHs» 1 oniepa «JluTs 1 Bonme0CcTBOY).

Bbaox 10

A. ©®onbkiaopHble MOTHBBI B TBOpuecTBe b. bapToka.

B. UnctpymenTtanbabie counHeHus b.bapToka u ux nepBbie UCIIOTHUTEIH.
C. b.baprok B Amepuxke. [lo3nHuil nepuos TBOpUYECTBA.

Baok 11

A. «Xynoxauk Matuc» u(unm) «lapmonuss mupa» [I.XuHAemuTa: OT oOmnepsl K OJHOUMEHHOU
cuM(pOHUN

B. XungemMutr — «4enoBek-opkecTp» (0 MHOTOIPaHHOCTH TBOPYECKON JIMYHOCTH M HACIEAUS
KOMITIO3UTOpPA)

C. Heoxnaccumusm I1. XunaemuTa (Ha mpuMepe COUMHEHUN B Pa3HBIX )KaHPax — IO BEIOOPY).

Baok 12

A. M. I'mnHKa — OCHOBOIIOJIOKHHUK PYCCKOH KJIacCH4eCKOW My3bIKM. OCHOBHBIE BEXH TBOPYECKOTO
MyTH U )KaHPOBOE pazHOOOpa3ue.

B. ®osbKk10p pa3HbIX HAPOAOB B COUMHEHUAX M. [ TMHKH.

C.Onepsl ['muHKHK: 7Ba HaAmpaBJICHWS pa3BUTHUS >KaHpa B Poccum (oOmias XapakTepucTHKa |
IIPUMEPBI).

Baok 13

A. Pycckue omepei XIX Beka Ha ucropuueckue croxeTrsl (bopomwn, Mycoprckuii, Pumckuii-
KopcakoB): nureparypHble IEpBOMCTOUYHUKHU M KAHPOBOE pa3HOOOpasue.

B. «Pych GoraTeipckas» B OT€UECTBEHHOM MY3bIKAJIBHOM HCKyccTBe XIX Beka.

C. O6mue yepThl ACATEIBHOCTH KOMIIO3UTOPOB «Moryueil Kydku» U Xy105KHUKOB-TIEPEIBUKHUKOB.

Bbaox 14

A. Pycckue onepol XIX Beka Ha ctoxkeTsl A.C.IlymkuHa.

B. Brinaronuecss nHTepIpeTali BOKaIbHBIX M(MIM) MHCTPYMEHTAIBHBIX IIUKIOB Mycoprckoro (Ha
BBIOOD).

C. H.Pumckuii-Kopcakos — penakrop counnenuii M.Mycoprckoro.

Bbaok 15

A. H.Pumckuii-KopcakoB — BbIIAIOIIMICS TEOPETUK U TTPAKTUK UCKYCCTBAa HHCTPYMEHTOBKH.

B. «Cxka3ounsie onepel» H. A. Pumckoro-KopcakoBa B TeaTpanbHbIX NIOCTaHOBKax Hadana XXI Beka
(oOrmuit 0030p M MPUMEPHI KOHKPETHBIX CIIEKTaKJIEH Ha BBIOOD).

C. ®ounbknop pa3HbIx HapoaoB B counHeHusx H. A. Pumckoro-Kopcakosa.

Baok 16

A. I1. N. YaiikoBckuii 1 MOCKOBCKasi KOHCEPBATOPHS.

B. Beinaromuecs naypearst MexayHaponHoro koukypcea uMmenu I1. M. HalikoBckoro.
C. I1. N. YaitkoBCKHUI-AUPHKEDP: TPONATaHAUCT PYCCKON MY3BIKHU 3a TPAaHUIIEH

Bbaox 17

A. A.CkpaOUH U €ro uaes «CHUHTEe3a HCKYCcCTB» (TpUMEphl COYMHEHHH W HMX COBPEMEHHBIC
WHTEPIPETALIHH ).

B. Ckpsbun, PaxmanunoB, MerHep kak KoMmo3uTopbl CepeOpsiHOro Beka (KOMIO3HTOp U
MIPOM3BEICHUS — HA BHIOOD).
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C. banersl U.CrpaBunckoro B «Pycckux cezonax» C./larunesa.

Bbaox 18

A. CoBpeMeHHbIE MOCTaHOBKHU 0HOAKTHBIX onep C.B.PaxmanuHoBa.

B. C.PaxMaHMHOB — KOMIIO3UTOP-IIMAHUCT U HUCIIOTHUTEIh COOCTBEHHBIX COUMHEHUH.
C. «KomokonsHOCTHY» B TBOpUecTBe C.PaxmManmHOBa (COUMHEHUS 110 BBIOODY).

Baok 19

A.Moii 1100MMBIIi  MHCTPYMEHTAIbHBIM KOHIEPT (KaMepHO-UHCTPYMEHTAIbHOE / BOKAJIBHOE
counnenne) C. [IpokodreBa 1 ero HHTEPIPETALNH COBPEMEHHBIX UCTIOJHUTENCH.

B. Onepsi C. IIpokodbeBa: 1uTepaTypHble HCTOYHUKH, dKAHPOBOE U CTUIIMCTUYECKOE pa3HOoOpasue.
C. «Boitna u mup» B my3bike C. [IpokodreBa (Ha mpuMepe COUMHEHHI pa3HBIX KaHPOB).

Baox 20

A. Monorpamma DSCH B counnenusix /I. IlloctakoBuya.

B. Boigaromuecst oreuectBeHHbIe HcnonHuTenu counnenui /. Illocrakopuya.

C. «Boiina u mup» B my3bike /I.IllocTakoBrya (Ha nmpuMepe COUMHEHUN Pa3HBIX )KaHPOB).

IIpuMepHBIH YPOBEHDb CI10KHOCTH JIEKCUKH

AHIIMHACKUHA A3BIK

RALPH VAUGHAN WILLIAMS

The first symphony or sea symphony (1903— 1910) is written for solo voices, chorus and
orchestra, and is based on poems by Walt Whitman. Like the two symphonies following it, it is rather
descriptive. The four movements do not express contrasting feelings. Rather they should be considered
as four aspects of a single region of feeling. This is the case for Vaughan William’s other symphonies.

The first was followed by the London symphony, a portrait of the great city. The third is the
peaceful, pastoral symphony. After these evocative works, in 1935, appeared the fourth symphony,
more introverted and written under the sign of revolt. After the first performance of this work, the
author is supposed to have said “I had to get it out of my system”. This violent outburst after so much
reserve is characteristic of the English temperament.

The ballet “JOB* is as powerful as the fourth symphony. This again is an act of revolt, a protest
against what so often prevents the English soul from crossing boundaries, against that innate sense of
propriety, which breaks the most powerful impulses.

The fifth symphony was written in 1940, and develops on a range of gentle and serene emotions.

Pablo Casals “A Life” Lilian Littenhales

The significance of everything Casals does in music — whether as cellist’ conductor, pianist in
chamber music or as soloist in concert performances which give his listeners a feeling of a high ideal
attained and set the whole world of music on a higher plane — the uniqueness of him, in fact, remains
something that cannot be conveyed by mere description.

Berlioz and Schumann both said the good interpreter equals in value the composer to whose
work he is giving expression; but it is much more difficult to talk about the ways and the means of an
interpretive artist than those of any other exponent of the creative faculty. It would be a relatively
simple thing to judge of a writer by his book, or of a painter by his picture.

Pablo Casals is a secret; both charm and mystery lie in the fact that no one can say of him he
does this or he does that for the next time he plays he may do the same thing in an entirely different
way.

Perhaps his most amazing faculty is his ability to listen openly to himself. His aural perceptions
are extraordinary acute, and seem to provide him with a sharpened critical sense for tone so that he
listens to his own playing with a detached awareness, rare even among artists. Though he may settle
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down to hours of work each day and never has done one note without controlling it through the
consciousness of that one note‘s relation to the next his mind still remains fresh to receive the dictates
of his own spirit.

RANDALL THOMPSON

Thompson himself has said that his works fall into two distinct categories. Some of them utilize
melodic ideas with a decided national character, a great many other works are eclectic instead of being
American music, these compositions are music by an American.

But in whichever of these two categories his works may fall, they are all characterized by
economy and simplicity of the means and nobility of expression. Thompson has always felt the
necessity for a composer to write music “that will reach and move the hearts of his listeners in his own
day”. Consequently, he has never had any interest in esoteric styles or intricate techniques and forms;
but he has always tried to write with sincerity, high purpose, and depth offeeling within traditional
forms that are impressive because of their sound construction and logic.

Randall Thompson was born in New York City on April 21, 1899, and was graduated from
Harvard, where he took music courses with Spalding, Hill, and Davidson. For a while, he studied
music privately with Ernest Bloch. In 1922 he won a fellowship of the American Academy at Rome,
enabling him to spend 3years in Europe.

After returning to his country, he filled several posts as conductor, professor of music and
director. His earliest works followed romantic patterns with an occasional digression into jazz. Not
until his second symphony did he arrive at the style of his own and emerge as a significant composer.

SCHUBERT

Schubert found three ways to set verses to music. He wrote one verse of music and repeated it
for each verse of poetry; this is called strophic treatment. Second: he followed the text as closely as he
possibly could setting each line with its own music, depending on the unity of mood, style as well as
the interest in the words to make the song a coherent whole. Third: he combined the two, most often
by repeating his verse of music for two or more stanzas and then substituting entirely new music for
the final lines to lend emphasis and surprise.

Nobody has been able to decide which of the three methods is most effective. It is hardly a
burning issue now, but the argument ran hotly in Schubert’s day. Schubert himself favoured the freer,
through — composed style, and sometimes made it so free as to begin a song in one key and end in
another, because it seemed to him that was the best way to reveal the words’ innermeanings. Goethe
preferred to let the singer develop the expression by changing his inflections. Whatever the method,
Schubert filled his songs with intense lyricism, which he set off by flowing patterns of harmonic
change. Today the turns of phrase and harmonic devices he invented have become clichés through
other composers’ misuse of them. Nevertheless, in Schubert they can still sound fresh.

Schubert’s vocal line, like his piano accompaniments, was designed with utmost care and insight
to reflect, amplify and spiritualize the sense of the words.

Within each verse, Schubert followed the general pattern familiar in the popular songs of the
1830s, although his intentions were more serious, as a rule. Basically, this was the old tripartite song
form that found its way into everything from a dance on the village green to Beethoven’s symphonies.

RAVEL

Ravel took his first piano lesson at the age of six. His master, Henry Ghys, noted in his diary that
Maurice “appeared to be an intelligent boy”, but added that it was evidently his fate to have to teach
children. Six years later Maurice began to study harmony with Charles Rene, who had been a pupil of
Delibes and in 1899 he entered the Paris Conservatoire and was placed in Anthiome’s preparatory
piano class, from which he emerged two years later with a “premier prix” and medal. Promoted to
Charles de Beriot’s class the young Ravel first met there the pianist Ricardo Vines, who was to
become a lifelong friend as well as the most faithful and sympathetic interpreter of his works.
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1889 was the year of the Great Exhibition and, although then only a boy of fourteen, Ravel must
have been enchanted, as was Debussy then aged twenty-seven, by the oriental and other exotic music
that could be heard in the foreign countries pavilions on the Esplanade des Invalides. There is no doubt
that the famous Javanese “gamelang” orchestras, the Annamite dancers and the Hungarian Tziganes
attracted all the musicians in Paris to the Exhibition. Apart from Claude Debussy, who was wholly
subjugated by these fascinating revelations of Eastern art, these included Chabrier, Satie, and Rimsky-
Korsakov, who was then visiting Paris to conduct the Colonne orchestra in two symphony concerts of
Russian music.

Yet the direct influence of this exotic music, apart from the “gapped” scale of which the
composer of Ma Mere L‘Oye was especially fond, is on the whole less discernible in Ravel’s music
than in ‘that of Debussy. For instance, Ravel seldom employs the pentatonic or whole tone scale on
which Debussy’s harmony was so largely based. His music, in fact, is far more modal than Debussy’s
and takes its color less from the East than from early European sources. Moreover the oriental gapped
scale can also be considered as at variant of the Dorian mode.

BEETHOVEN’S SONATAS

In Beethoven’s youth the techniques of sonata composition had reached the point of complete
beauty, and the young man soon set about making the sonata the vehicle of personal expression. In
doing so he introduced some improvements into the form.

First of all he leaped to a greater freedom in the use of keys. He not only wandered into more
remote keys than his predecessors within the limits of the movement, but he made wider changes of
key in passing from one movement to another. He elaborated the slow introduction which preceded
many of his first movements and made it of high significance. He constructed the passage — work
leading from the first theme to the second out of material taken from the first themes thus making a
logical connection.

He sometimes introduced in the “working — out* part new thoughts derived from the original
matter. He made intentional and highly expressive use of the practice of running one movement into
another without a pause, a device which had been employed by Emmanuel Bach for purely musical
effect. Beethoven used it for purposes of emotional expression. In place of the old minuet movement
Beethoven introduced the scherzo.

Scherzo means joke, and the scherzo was originally a light, genial composition not to be taken
seriously. Haydn in writing his minuets took the stateliness out of their movement and imbued them
with humor. Beethoven preserving the form and rhythm of the minuet so changed its tempo and its
melodic style that it became a new kind of writing, which he called scherzo. But from a merely jocular
movement this grew in his hands to be one of grim humor, and even as in the G minor symphony, of
mystery and awe.

The slow movement usually follows the first movement. If "there four movements the scherzo is
usually third, and the finale, instead of being merely bright and lively, is raised to an emotional
importance nearly as that of the first movement, which it frequently follows in form.

PDpaHy3CKHH A3BIK

LA MER

"La mer" de Debussy est une suite de trois tableaux symphoniques dont le caprice n'est
qu'apparent. Le spectacle de la mer se présente a nous, simultanément, sous trois formes qui sont le
bruit, dont I'enflure obéit a celle méme des vagues; le mouvement, qui est I'ondulation'incessante de la
surface, enfin la couleur, ou se combinent, dans un échange toujours instable, le reflet de 1'eau et celui
du ciel.
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Pour traduire les trois ordres d'impressions que nous recevons de ce spectacle, la musique
dispose de trios €léments: ses sonorités, pour imiter la voix de la mer, ses rythmes, pour en suggérer
les mouvements, ses harmonies et ses timbres, pour donner a I’oreille I'équivalent des nuances et des
reflets que 1'oeil y pergoit.

Rappelons que Debussy a été le contemporain des peintres impressionnistes, qui, par le pinceau,
cherchent moins a figurer les paysages qu'a rendre les impressions que nous en recevons. Ils y arrivent
en substituant aux contours trop marqués du dessin le jeu des couleurs et des nuances.

Debussy en use avec les ¢éléments de la musique comme les peintres de son époque avec les
¢léments de la peinture. Il les divise a l'infini, par touches instantennées, mais nullement arbitraries.

L’ caractére méme des trois tableaux qui constituent son poeme musical de "La mer" montre un
dessein réfléchi; la premicre partie s'intitule "De 1'aube a midi sur la mer", c'est-a-dire le passage de
'aube au grand jour, et traduit 1'élément coloré et lumineux que nous relevons d'abord dans le spectacle
de la mer; le second morceau, intitulé "Jeux de vagues" répond davantage a I'élément "mouvemont"; le
troisieme, "Dialogue du Vent et de la Mer", rappelle surtout 1'élément sonore du spectacle maritime
Ces trois tableaux ne s'astreignent pas a des descriptifs, qui resteraient forcément sommaires: c'est dans
I’imagination qu'ils éveillent, avec une rare puissance de poésie, des impressions plus que des visions.

Darius Milhaud

Darius Milhaud fut, en France, I’apotre le plus ¢loquent de la polytonalité. Ce n'est pas du tout le
fin musicien, Dartiste subtil et délicat qu'est par exemple son ami Louis Durey. Ce n'est pas lui qui
mettra en musique Théocrite ou Pétrene. La pureté de le. ligne n'est point son souci dominant, ni les
¢légantes ciselurces d'un détail, ouvragé. Il n'a rien d’attique. Son langage est plein de rudesses et de
violences. Il traduira volontiers les états d'ame les plus sombres ou les éclats d'une joie furieusement
déchainée.

Les grands sujets épiques ou tragiques ont toujours tenté Darius Milhaud. Dans cet ordre d'idées,
"Agamemnon", les "Choéphores" et les "Euménides" comptent parmi les oeuvres dans lesquelles il
manifesta le plus complétement ses dons. Il se meut en pleine liberté et avec une rare puissance au
milieu des situations les plus effroyablement tragiques qui soient dans tout le théatre ancien et
moderne.

Dans I’accumulation des moyens qu'il emploie pour produire la terreur, I’epouvante, il y a peut-
étre quelque exces. Il abuse de se force, et il en prolonge 1’effet jusqu’a vous briser parfois dans des
violences trop continlment exaspérées. Mais il faut tenir compte des sujets qu'il traite. Si sa musique
se dechaine alors comme un cataclysme, elle peut paraitre a certains insupportable, elle n'en conserve
pas moins dans son extréme une allure naturelle et spontanée.

Deux arabesques

Composées en 1888, et donc postérieures de peu a La Damoiselle élue et aux Ariettes oubliées,
les Arabesques furent publiées par Durand en 1891. La premicre audition de la seconde Arabesque eut
sans doute lieu le 23 mai 1894. Par rapport a la Danse bohémienne de 1880, le progres est
considérable, et la, valeur de ces deux pages cxquiscs, tout autre que documentaire, leur assure une
place permanente dans le répertoire de la musique vivante. Elles sont méme plus .achevées et plus
personnelles que les pages pianistiques publiées cn 1890, de composition fort probablement antérieure.
Pour Léon Vallas, “leur souplesse fait songer a la brillante 1égereté des ballets dc Delibes». Cependant,
en leur élégance raffinée, elles nc renient pas non plus la douce tyrannie, de Grieg ou de Schumann.
Mais surtout, ells annoncent I’avenir par un sens trés neuf de la courbe vocale, harmoniquement
statique, qui est I’essence méme de la notion d’arabesque, si importante chez Debussy. Plus tard, dans
ses écrits, il devait sans cesse souligner I’importance de la “divine arabesque”, don’t il situait tres
justement 1’origine, dans la libre volute du chant grégorien, et dont il voyait I’apogée dans 1’ceuvre de
Bach. Les deux picces sefréclament de la forme ternaire, mais infiniment mieux équilibrée que dans la
Danse bohémienne. Si les souples triolets de la Premiere Arabesque en mi majeur peuvent évoquer
encore Massenet, mille détails, dans le traitement évoquer encore Massenet, mille details, dans le
traitement des arpéges, dans 1’aisance des modulations, annoncent 1'évolution future du musicien. La
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péroraison en demi-teintes de la Deuxieme Arabesque en sol majeur fait penser a I’humour des pieces
anglaises comme Général Lavine.

L’Arlésienne

Le drame célebre d'Alphonse Daudet qui a orné ensuite le répertoirede 1'Odéon a été créé au
Vaudeville en 1872. Une grande part de son succes est due a l'admirable partition de Bizet, qui
Faccompagne.

Cette partition n'est pas celle d'un opéra ou d'un opéra comique: les personnages de la picce
parlent et ne chantent pas. Bizet a seulement écrit une ouverture, des entr’actes ou intermedes joués a
rideau baissé, quelques cheeurs et des phrases d'orchestre qui soulignent les scenes principales de la
piece. On connait le sujet de cette piéce dont I’héroine ne parait pas: c'est l'histoire d'un jeune paysan
provencal qui, en apprenant l'indignité d'une femme qu'il aime, se tue par jalousie et désespoir. Daudet
avait mis dans son drame une peinture charmante de la vie rurale en Provence. De méme la musique de
Bizet ne se borne pas a interpréter, d'une fagon d'ailleurs infiniment sensible et pathétique, la pensée
des personnages. Elle évoque, avec une couleur exquise, la Provence lumineuse et ensoleillée.

Aussi cette délicieuse partition, un des joyaux de la musique francaise, a-t-elle passé du théatre
au concert ou l'on a groupé en deux Suifes les pages principales. La premiére suite comprend
I’ouverture, écrite d'aprés le chant populaire de la Marche des Rois, L’intermezzo rapide occupe
l'entr'acte du 2 au 3 tableau, un court adagio et le carillon qui précéde le 3° acte. La deuxiéme suite
referme la pastorale avec danses, I’andante fameux ou chante un solo de saxophone et un menuet lent
suivi d'une farandole.

Danse bohémienne

La' plus ancienne piéce pour piano connue de Debussy n'a été publi¢ée que plus d'un demi-siécle
apres sa composition (Schott, 1932). C'est I’ceuvre d'un adolescent de dix-huit aus, qui se trouvait alors
au service de Nadejda von Meck, la célebre et richissime protectrice de Tchaikoveki. Le 8 septembre
1880, de Fiesole, pres de Florence, Mme von Meck écrivait précisément au compositeur russe : “Je
veux soumettre a votre appreciation une petite composition — d'entre beaucoup d'autres de mon petit -
pianiste Bussy». Et Tchaikovski répondit un peu plus tard: C’est une fort gentille chose, mais
réellement trop courte. Aucune pensée n'y est approfondie, la forme en est manquée et le tout manque
d'unité¢”. Ce jugement sévere u'est pas tout a fait injustifié, et si nous sommes au contraire
reconnaissants a Debussy de n'avoir pas délayé davantage une matiere assez insignifiante, la Danse
bohémienne présente surtout un intérét aneedotique et historique : modeste point de départ d'une
trajectoire alors totalement imprévisible. Cest un. Allegro a 2/4 dans le ton principal de si mineur,
adoptant une simple forme ternaire. Aprés un petit développement médian en si majeur, la reprise, trés
¢courtée, est amenée par un trait chromatique de quatre mesures qui constitue peut-étre la trouvaille la
plus heureuse de I’ceuvrette, d’inspiration assez nettement slave, sinon tchaikovskienne.

HeMmenkuii A3bIK

KREUTZERSONATE

Unter diesem Namen geht gewOhnlich die Sonate fiir Klavier und Violine Op.47, die dem
berithmten Geiger Rudolf Kreutzer gewidmet ist. Geschrieben wurde sie 1805 fiir den Violinwirtuosen
Brigetower, der damals in Wien konzertierter. Ries teilt mit, da3 diese Sonate in kurzer Zeit entstanden
ist, "obschon ein Teil des ersten Allegros frith fertig war”.Brigetower dringte ihn sehr, weil sein
Konzert schon bestimmt war und er seine Stimme {iben wollte. Eines Morgens liel mich Beethoven
schon um halb fiinf Uhr rufen und sagte: Schreiben Sie mir diese Violinstimme des ersten Allegros
schnell ans. (Sein gewdhnlicher Kopist war ohnehin beschiftigt.) Die Klavierstimme war nur hier und
da notiert. Das so wunderschone Thema mit Variationen aus F-Dur hat Bridgetower aus Beethovens
eigener Handschrift im Konzerte morgens um 8 Uhr spielen miissen, weil keine Zeit zum Abschreiben
war. — Hingegen war das letzte Allegro in 6/8 A-Dur in der Violin — und Klavier-Stimme sehr schon
abgeschrieben, weil es urspriinglich zu der ersten Sonate (Op.30) in A-Dur mit Violine gehorte.
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Beethoven setzte nachher an dessen Stelle, da es doch fiir diese Sonate zu brillant sei, die Variationen,
die sich jetzt dabei finden.

Dal3 die Kreutzersonate technisch nicht leicht ist und in der Auffassung nur von echten Kiinstlern
bewiltigt wird, sei angemerkt. Die beste Auffithrung, die ich gehort habe, war die durch D’ Albert und
Bronislav Hubermann.

Robert Schumann

Die dritte Symphonie ist in Diisseldorf entstanden, wohin Schumann im Herbst 1850 gekommen
war. Der frische Geist, der das Werk durohzieht, und die Freude und Lust am Leben, die darin zum
Ausdruck kommt, haben ihr den Beinamen "Rheinische Symphonie" eingetragen. Ihre Entstehung ist
wohl auf unmittelbare Eindriicke Schumanns nach seiner Ubersiedlung nach dem Rheinland
zuriickzufiihren; nach seinem eigenen Ausspruch soll sie ein Stuleben am Rhein widerspiegeln. Das
markante, kraftvolle Hauptthema beherrscht den ganzen ersten Satz. Ein Scherzo folgt; sein einfaches
und behagliches Thema in madfigem Zeitmal} verleiht diesem Satz eher den Charakter eines Menuetts.
Der dritte Satz ist trdumerisch und elegisch, wéihrend der vierte feierliche Tone anschlédgt; Horner und
Posaunen lassen ein ernstes , mystisches Thema erklingen. Dieser kurze Satz verdankt seine
Entstehung den Eindriicken von den Feierlichkeiten im Kdlner Dom bei der Kardinalserhebung eines
Erzbischofs. Urspriinglich trug er die Uberschrift: "Im Charakter der Begleitung einer feierlichen
Zeremonie". Schumann hat diese Bezeichnung jedoch, um jeden Gedanken an eine Programmusik
auszuschlieBen, wieder gestrichen.

Bald nach dem groBen Urauffiihrungserfolg seiner ersten Symphonie (1841 im Gewandhaus in
Leipzig) schrieb Schumann eine "Symphonische Phantasie", die im gleichen Jahre im Gewandhaus zur
Auffiihrung kam. Da der Widerhall jedoch ein geringer war, lie er das Werk zehn Jahre liegen,
arbeitete es um und iibergab es , nachdem er inzwischen zwei weitere Symphonien geschrieben hatte,
als seine vierte Symphonie, dieder Entstehung nach also die zweite ist, der Offentlichkeit.

AuBler seinen vier Symphonien sind von den Orchesterwerken Schumanns nur noch einige
Ouvertiiren im Konzertsaal zu horen. Die zur "Braut von Messina" zu "Julius César", "Hermann
und Dorothea" und den "Faust-Szenen" halten einen Vergleich mit denen zu "Manfred" iind
"Genoveva" nicht aus. Die Manfred-Ouvertiire darf zu Schumanns bedeut endsten Werken iiberhaupt
rechnen.

MOZART

Das Bedeutendste, was Mozart fiir das Klavier geschaffen hat, eine seine Konzerte. Die Jahre
1783 bis 1786, wo er am moisten aufgetreten ist, waren flir ihn die produktivsten. Die in Wien
entstandenen Klavierkonzerte gehdren noch heute zu den Lieblingsstiicken der Pianisten.

Mozarts Technik scheint einfach zu sein, jedoch besitzt sie besondere Schwierigkeiten. Obgleich
zu Mozarts Zeit Terzen- Sexten- und Oktavenginge bekannt waren, vermeidet er sie. Er glaubte, sie
konnten der Leichtigkeit und Geschmeidigkeit der Hand schaden. Legte Mozart einen gro3en Wert auf
Klarheit und Gelédufigkeit, so waren seine geistigen Anforderungen an den Inhalt nicht weniger
bedeutend.

Die Rolle, die Mozart dem Orchester liberwies, mul} seine Konzerte in den Augen der Mitwelt zu
Wunderwerken gemacht haben. Abgesehen von der Neuheit der musikalischen Gedanken, setzte die
geistreiche Verflechtung des Orchesters mit dem Soloinstrument die musikalische Welt in Erstaunen.
In einer bis dahin unerhdrten Weise lieB3 er auch in Konzert, wie in der Oper, das Orchester mitreden.

SCHUMANNS KLAVIERMUSIK

Robert Schumanns Kunst wurzelt in der Klaviermusik. In den ersten zehn Jahren seines
Schaffens hat er ausschlie8lich Werke fiir das Klavier geschrieben, die wohl am ehesten berufen sind,
seinen Namen fiir alle Zeiten zu erhalten. Indem er den Ausdrucksbereich des Klaviers bedeutungsvoll
erweitert und vertieft hat, ist er seinem groflen Zeitgenossen Chopin ebenbiirtig. Die Werke des spiten
Beethovens miissen auf Schumann einen groen Einflufl ausgeiibt haben. Wohl hat Schumann sich
schon in jungen Jahren auch auf anderen Gebieten der Musik schopferisch betétigt, aber alle
veroffentlichten Werke sind Klavierkompositionen. Die erste noch wéhrend der Heidelberger
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Studentenzeit entstandene und als Werk 1 veroffentlichte Arbeit sind die Variationen iiber den Namen
"Abegg".

Die "Phantasiestiicke" sind acht kurze Klavierstiicke von reichem poetischem Gehalt, denen
Schumann Uberschriften gegeben hat, damit der Spieler und Hérer einen Anhaltspunkt haben sollte,
um die Stimmung der einzelnen richtig erfassen zu konnen. Das trdumerische "Des Abends" und die
humorvollen "Grillen" sind als die bekannteren hervorzuheben.

HUTanbaHcKui A3LIK

L’ULTIMA OPERA BUFFA

Cosi fan tutte (1790) ¢ ’ultima opera buffa composta da Mozart ed ¢ anche ’ultma opera su
libretto di Lorenzo Da Ponte, che gli aveva fornito i testi di altri due straordinari capolavori mozartiani,
Le nozze di Figaro (1786) e Don Giovanni (1787). 11 soggetto dell'opera, che il titolo completo
riassume egregiamente (Cosi fan tutte, o sia La scala degli amanti), ¢ il principale responsabile delle
critiche di cui ¢ stata oggetto nell'Ottocento, critiche che il nostro secolo ha in parte ereditato.
“Goethe”, ha scritto il musicologo Wolfgang Hildesheimer, “non ha espresso pareri su quest’opera, lo
hanno fatto invece Wagner ¢ Beethoven, naturalmente in senso negativo. Ne hanno dato un giudizio
morale, non separando neanche la forma dal contenuto, cosa che almeno hanno fatto i loro meno
illustri contemporanei. Secondo Wagner un simile soggetto non poteva ispirare a Mozart della buona
musica, difatti non gliela ispiro, il che a suo giudizio — di Wagner — depone a favore dell’uomo
Mozart. Beethoven respinse 'opera, il che non gli impedi certo di utilizzare come modello per la sua
grande aria di Leonora [nel Fidelio] il rondo 'Per pietd', coi due corni obbligati e nell'identica tonalita”.
Come accade con un numero piuttosto circoscritto di opere, tra cui ad esempio Carmen e Don
Giovanni, il soggetto di Cosi fan tutte e la filosofia che lo sottende fanno ancora oggi discutere, e non
c'¢ alcun dubbio che questo sia uno dei segni migliori della sua attualita e vitalitd. Nell’Ottocento si
cerco addirittura di “salvare” la musica di Mozart sostituendo lo “scandaloso” libretto di Da Ponte con
un testo piu innocuo, € ovviamente tali esperimenti non ottennero alcun successo, perché la musica
teatrale di Mozart non ¢ mai semplice rivestimento di settenari o endecasillabi, né mai prescinde dalla
situazione drammatica, dalla scena. Il libretto di Da Ponte, come i due precedenti scritti per Mozart, ¢
assolutamente perfetto e non c'¢ alcun motivo di credere — come piu volte ¢ stato ditto — che il
compositore Yabbia musicato malvolentieri.

UNA TRAGEDIA CHE FECE FURORE

Norma ¢ ritenuta a ragione il capolavoro di Vincenzo Bellini. Se non ebbe successo alla prima,
gia a partire dalla seconda recita la reazione del pubblico si muto in plauso entusiastico e dopo ben
trentaquattro trionfali rappresentazioni Bellini poteva scrivere soddisfatto: L’opera in complesso ha
fatto furore". A un secolo dalla morte del compositore, uno dei maggiori musicologi tedeschi, Alfred
Einstein, scriveva: “Nessuno sa cos'¢ la musica se non esce dalla Norma ricolmo delle ultime pagine
del secondo atto fino a traboccarne”.

Non molto ci ¢ noto delle vicende biografiche che ne accompagnarono la composizione, € sono
piuttosto rare le notizie attendibili nei mesi compresi fra il trionfo della Somnambula (6 marzo 1831) e
la prima di Norma (26 dicembre 1831). Fin da aprile Bellini sapeva di dover comporre un’opera nuova
che doveva inaugurare la stagione di carnevale alla Scala con due interpreti d'eccezione, Giuditta Pasta
e Domenico Donzelli, ma il soggetto non era stato ancora scelto. Il compositore trascorse 1’estate a
Villa Passalacqua sul lago di Como, da dove il 23 luglio scrisse ad Alessandro Lamperi una lettera in
cui si accenna per la prima volta alla nuova opera: "Ho scelto di gia il soggetto per la mia nova opera
ed ¢ una tragedia titolata Norma ossia ['infanticidio di Soumei, adesso rappresentata a Parigi e con
esito strepitoso. La mia opera alla Scala va in scena il giorno 26 dicembre iniallibilmente". Alla fine di
agosto Bellini si recava a Milano per iniziare il lavoro. Aveva solo tre mesi per completare 1’opera
prima dell’inizio fissato per le prove (il 5 dicembre); un periodo che pud sembrare a noi brevissimo,
ma che per I’epoca era considerato del tutto sufficiente. Il soggetto dell’opera fu scelto e proposto al
compositore dal suo librettista di fiducia, Felice Romani, autore di quasi tutti 1 libretti musicati da
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Bellini. Si trattava della tragedia omonima in cinque atti di Alexandre Soumet, andata in scena al teatro
Odeon di Parigi pochi mesi prima, il 5 aprile del 1831.

CON PIU CALMA E CON MOLTO DENARO

Diversamente dai suoi colleghi operisti, che arrivavano a scrivere anche quattro opere all’anno,
Bellini preferiva comporre con piu calma e allo stesso tempo, da quando era divenuto il maggiore
compositore d'opera del tempo (Rossini aveva abbandonato le scene nel 1829), pretendeva compensi
vertiginosi. I tre mesi a disposizione per scrivere Norma sarebbero stati sufficienti a qualsiasi altro
compositore, ma erano pochi per le abitudini di Bellini. Tuttavia il compositore inizid a comporre
senza fretta, certo che 1’epidemia di colera che aveva colpito Vienna sarebbe presto giunta a Milano, e
cio avrebbe causato la chiusura dei teatri. Cosi scrisse a un ignoto amico: "La mia salute ¢ sana, e di
gia sono applicato alla nuova opera che deve darsi alla Scala pel 26 dicembre prossimo. Il soggetto ¢
Norma, tragedia di Mr. Soumet: io la trovo interessante e se Romani ne ricavera una bella poesia, potra
venire un bel libretto; ma questa volta temo che la miavena mabbandoni perché la testa ¢ divagata da
quel maledettissimo colera che minaccia tutta Europa". Gia il 7 settembre il composito re aveva
terminato la sinfonia dell’opera e scritto I’abbozzo di un coro, e da quanto scrive a Giuditta Turina ne
era piuttosto soddisfatto. Delle fasi successive della composizione sappiamo poco, perché il carteggio
belliniano ¢ assai lacunoso.

LE ISPIRAZIONI DI DA PONTE

Le fonti dirette del libretto, quelle cio¢ da cui Da Ponte prese le mosse, sono difficilmente
individuabili. 1l carteggio mozartiano e le Memorie del librettista sono privi di qualsiasi informazione
al riguardo. Di solito i libretti di Da Ponte, non solo quelli per Mozart, sono chiaramente derivati da
testi precedenti, e lo stesso librettista non ne fa alcun mistero nella sua autobiografia. Tuttavia ¢ facile
ricondurre il tema centrale di Cosi fan tutte — due giovani innamorati mettono alla prova la fedelta
delle rispettive amanti — a opere letterarie ¢ drammatiche precedenti. Il tema della scommessa, da cui si
sviluppa tutta I’azione drammatica (Don Alfonso scommette con i due giovani che le loro amanti li
tradiranno, perché “cosi fan ttitte"), risale niente meno che al Decamerone (1348) di Boccaccio (nona
novella del secondo giorno), e piu tardi lo ritroviamo in Cymbeline (1609) di Shakespeare. Il tema del
marito geloso che vuole provare la fedelta della moglie ¢ un autentico topos letterario ed ebbe molta
fortuna a partire dal Medioevo; ¢ difficile dire quale fu la fonte diretta utilizzata dal librettista, ma
sappiamo che Da Ponte era un grande ammiratore di Ariosto e che nei canti 42 e 43 dell’Orlando
furioso il topos viene per I’appunto affrontato. Altro antecedente probabile ¢ La novela del curioso
impertinente di Cervantes, interpolata nel Don Quiyote (1605), ma tanti altri se ne potrebbero
irldividuare. Da Ponte, rifacendosi probabilmente anche a precedenti molto piu vicini a lui nel tempo e
che il pubblico viennese conosceva, trasformo il fopos aggiornandolo alle tendenze letterarie e
filosofiche piu recenti, creando in particolare un senso di cinico antisentimentalismo che la musica di
Mozart fu tuttavia in grado di mitigare e spesso contraddire.

HNHocTpaHHBIN A3BIK
(pycckmin)

JK3aMeH COCTOMT M3 TpeX pa3lesioB, KKIbIi M3 KOTOPHIX OIEHWBAETCS MO S5-0auTbHOM
CUCTEME OIICHOK C MOCJICYIOIIUM BBIBEJICHHEM cpeaHero Oamna. Llenb sk3ameHa onpenenuTh ypoBeHb
SI3BIKOBOM M KOMMYHHKATHMBHOM KOMIIETEHIIMM TIOCTYMAIOIIETO Il PEIICHHs 3aJa4 B paMKax
O0IIEsA3BIKOBOTO, Y4€OHO-HAYYHOTO U KYJIbTYPHOTO OOILICHHS.
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Ha »kx3amene aOUTypHUEHT-MHOCTpPAHEI] JODKEH IMPOJEMOHCTPHUPOBATh YMEHHUE MOJIb30BAThCS
PYCCKHM SI3bIKOM KaK CpEICTBOM MPO(PECCHOHANBHOTO M KyJabTypHoOro oOmienus. [loctynaromuit
JOJDKeH BIAJeTh OpP(OIMUYECKUMH, JIEKCUKO-TPAMMATHYECKHUMH, CTUIUCTHYECKUMH HOPMAaMH
pPYyCCKOro si3plka B Ipejeiax MpOrpaMMHBIX TpeOOBaHUN, a TakKe BIaJETh NMpPUEMAMH PYCCKOTO
peueBoro nosenenust (ypoenb TPKU-2 /B2 — European Language Portfolio - ansi BeITycCKHMKOB
By30B; ypoBeHb TPKU -1 / Bl — European Language Portfolio - ans mpomeammx IByXTroAM4IHOE
o0y4eHHEe B KaUeCTBE CTAXEPOB).

AOUTYpHUEHT NOJDKEH BJIAJIETh MOJATOTOBICHHON M HEMOATOTOBJICHHOW MOHOJIOTHYECKON PEUblo
Ha PYCCKOM SI3bIKE; BJIAJETh AHAJOTHUECKOW PEUbl0 B CUTYalUSX OBITOBOTO M MPO(ECCHOHAIBLHOTO
oOmieHust B mpenenax mporpaMMbl. OH JOJDKEH MOHMMATh Ha CIyX PYCCKYIO IUAJIOTUYECKYIO WU
MOHOJIOTHYECKYIO PeUb IO CIEeNUaTbHOCTH, BKITIOYAst TIEKIUH (7151 BBIMTYCKHUKOB BY30B).

TpeboBaHusi K BCTYNHUTEIbHOMY 53K3aMEHY B aCCHUCTEHTYPY-CTaKHPOBKY U acIHUpaHTYpy
NpUOIMKEHBI K TPeOOBAaHUAM K K3aMEHY 32 MOJHBIN By30BCKUN Kypc 00yUEHHSI pyCCKOMY SI3BIKY Kak
WHOCTpaHHOMY, T.e. cooTBeTrcTByloT Il cepruduxanmmonnomy ypoBHiO ['ocymapcTBEeHHOTO
obpazoBarensHOro crangapra no PKU (obmiee Biagenue + npoeccHoHATBHBINA MO ).

IK3amen exknrouaem ¢ cebsa mpu 3adanua (odiiee BpeMs Ha TOATOTOBKY K 1 1 2 pa3zienaM sK3amMeHa
— 30 MuHYyT):

1. O630puwiti pacckaz 00 0OTHOM W3 MPOU3BEICHUI PYCCKOW KJIACCHYECKOW TUTepaTyphl. Tpedyercs:
neperaTh OCHOBHOE COJIEpKaHUE MPOU3BENIEHUS, €r0 MpoOIeMaTHKY, 1aTh XapaKTePUCTUKY OCHOBHBIX
repoeB. [IponomxuTenbHOCTh OTBeTa — 10 MUHYT.

2. Pacckasz o meme ceoezo 6yoyue2o HayuHo2o ucciedosanus (HayqdHO-KBaTU(OUKAITMOHHOW PabOThI).
[IponomxurensHOCTh 0TBETa — 10 MUHYT.

3. beceda Ha pycckom s3blke TIO BOIPOCAM, CBA3aHHBIM C MPO(PECcCCHOHANIBHON NeATeIbHOCTHIO
aburypuenra. [IponomkurenbHOCTh Oecennl — 5-10 MUHYT, TPOBOIUTCS 0€3 MOATOTOBKH.

Kpumepuu OUECHKU omeema.

Iloozomoenennas u HenOO20MOGIEHHAA PeUb HA UHOCMPAHHOM A3bIKe
10 CTHENUATBHOCTH SK3aMEHYEMOTO

COMAUYHON MMOHUMaHHUE BOIIPOCOB M BBICKA3bIBAHMI SK3aMEHATOPa, OTIMYHOE BJaJCHUE
(5 6annos) JICKCUYECKMMH, TPAMMATHYCCKUMH U CTHJIMCTHYCCKUMH HOPMaMH, ITOJTHOE
COOTBETCTBHE COJICPIKAHUS TEKCTa 3asBJICHHON TeMe, JIOTHYHOCTh
CBSI3BHOCTH peuH, (haKTUIeCKas TOYHOCTh, afIcKBATHAS PEaKIUs Ha PEILTUKH,
YMEHHE BhIpaxaTh U apryMEHTHPOBATh CBOIO TOUKY 3pEHUS, 1aBaTh
Pa3BEPHYTHIN OTBET
«XOPOULON MMOHUMaHHUE BOIIPOCOB M BBICKA3bIBAaHHMM SK3aMEHATOpa, XOPOIIIee 3HaHUE
(4 6anna) TEMBI, OTJCIIbHBIC JICKCHIECKUE U TPAaMMaTHICCKUE OIMTHOKH (10 5 ommOoK),
COOTBETCTBHE (B IIEJIOM) COJICPKAHUSI TEKCTa 3asBJICHHON TeMe, IOTHIHOCTh
U CBSI3HOCTB pPeuH, PakTHUECKas TOUHOCTh; aJICKBaTHAS peaKIlHs Ha
PEIUIMKH, YMEHHUE BBIPA)KaTh CBOIO TOUKY 3PEHUS, 1aBaTh OTBET C MIOMOIIbIO
HABOJISAINX BOIPOCOB
«Y0081eMBOPUMENLHO) 3aTpy/THCHMSI B TOHMMAaHWUHU BOIIPOCOB ¥ BBICKA3bIBAHUIA SK3aMEHATOPA,

(3 6anna) YIOBJICTBOPUTEIBHOE 3HAHKUE MTPEICTABICHHOM TEMbI, TEPMHHOJIOTHUECKUE
OmMOKH, HAPYIIEHNE TPAMMATHIECKUX M CTHIIUCTHICCKUX HOPM (5-9
OIMOO0K), HETIOJIHOE COOTBETCTBHE COJICPIKAHUS TEKCTa 3asBICHHON TeMe,
OIIMOKY B JIOTHYHOCTH U CBSI3HOCTH, B ()aKTUIECKOH TOYHOCTH, 3aMeJICHHAS
peakius Ha PEIUIMKY, SIBHBIC 3aTPYIHECHUS U OIIMOKHA B YMEHUH BBIPAKATh
CBOIO TOYKY 3pEHHUS, aBaTh Pa3BEPHYTHIA OTBET U ApTYMEHTHPOBATH CBOIO

IO3UIHUIO
«Heydoeﬂemeopumeﬂblw» CCPBC3HBIC 3aTPYAHCHHA B IOHMMaHUH BOIIPOCOB U BBICKAa3BIBaHHUMI
(2 50.71]10) OK3aMCHATOpa, YAOBJICTBOPUTCIBHOC 3HAHUC Hpe,Z[CTaBJICHHOﬁ TCMBI,

TEPMHUHOJIOTHYECKUE ONIMOKY, HAPYIICHUE TPAMMATHIECKUX H
CTHJIMCTHYCCKHIX HOPM (5-9 ommOOK), HECOOTBETCTBHE COACPIKAHUSI YCTHOTO
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pacckasa 3asBICHHOI TeMe, HSTOYHOCTH B U3JI0KEHHUH (HaKTOB, HAPYILICHUS

JIOTHYHOCTH M CBS3HOCTU

«neydosremeopumensiioy | HETOHIMAHHE BOIIPOCOB 1 BBICKA3bIBAaHUU 9K3aMEHATOPa, OTBET Ha
(1 6amn) OCHOBHOW M HAaBOJAILIME BOIIPOCHI HENOJIHBIN, HECBA3HBIM,

HeapryMEeHTHPOBAaHHBIN; TOMYIEHbI TpyOble OUTHOKH B

ONpPEACIICHUSX, JaTaxX U T.II., ICKaKAIOIINE CMBICI IIOHATUI

IIpumepHBIl YPOBEHDb CJI0KHOCTH JIEKCUKH

Hcnoanureabcknii Tagdant A.H. Ckpsaduna

Anexcanap HuxonaeBny CkpsOMH BOIIEN B HUCTOPHIO MY3BIKM HE TOJIBKO KaK KOMIIO3HMTOP,
o0afaBIIMil SIPKUM HEOOBIYHBIM CTHJIEM, HO M KAaK HE MEHee OpPUTMHAIbHBIA nuaHuct. M B 3TOM
OTHOIIEHUHM MOYKHO IIPOBECTH THapajule]b C  BbIIAOIIUMCSA  KOMIIO3UTOPOM-HUCIOJHUTEIEM
PaxmannaoBbIM. OIHAKO 3/1€Ch €CTh CYIIECTBEHHOE OTIWYue — eciu g PaxmannnoBa CkpsiOuHa
OHa He 3aHsya Takoe Mecto. C Opyroil CTOpOHBI, TBOPYECTBO M HCHOMHHUTENHCTBO CKpsiOuHA
HEpPa3pbhIBHO CBS3aHbl, OHM JABYEAMHBI IO CBOEHl CyTH. MHOrue OCOOCHHOCTH HCIIOJIHUTEIbCKON
MmaHepsl CkpssOMHa - HEpBHAsE BO30YXKIEHHOCTh, HEYJIOBUMO M3MEHUYMBBIC TEMI U PUTM, TOHYAMIIAs
rpajanus 3By4aHHs - HAallUIM OTPa)KEeHHE B €ro GopTrenuaHHoM TBopuecTBe. CKpsAOMH ObUI HE TOJIBKO
TCHUAIBHBIM KOMITO3UTOPOM, '3Be3/10i MEpBOM BENWYHMHBI', HO W Ype3BbIUANIHO CBOEOOpa3HBIM
nuanuctoM. Hanbonee sipko nuanu3M CkpsiOMHaA pacKpbIBajics B UCIIOJHEHUH UM CBOUX COOCTBEHHBIX
COYMHEHHUH. DTa SBHO BBIPAKCHHAs HAINPABICHHOCTh WMHTEPECOB KOMIO3MTOpa Oblia CBs3aHa, B
IIEPBYIO OYEPEb, C YCIOBUSIMU €r0 JKU3HM, C PAHO BBIABUBLICHCA MMAHUCTUYECKON OJapeHHOCThI0. C
JIETCKUX JIET OH poc B Mupe ¢oprenuanHod My3blku. Kpome Toro, CkpsOMH modydan cBoe
oOpasoBanne y n3BecTHOro MockoBckoro nemarora H.C. 3BepeBa, a 3atem y B.W. CadonoBa, Takxke
pPa3sBUBIIMX THMAaHU3M MOJOJOr0 My3blkaHTa. CadoHOB oOuYeHb OBICTPO OLICHWJ BBLAAIOLICECS
IIMAHUCTUYECKOE NapOBAHME IOHOLIM, U BCKOPE IIPHU €ro NOANEPKKE HAYMHACTCS HCIIOJHUTEIbCKAS
nesrenbHOCTh CKpsiOMHAa Ha KOHLEPTHOM ocrpane. Ilpuemsl, koTtopble mokazan emy CadoHoB,
noMoranu CkpsiOMHy yCHEIIHO CHPaBIAThCSA ¢ TAKUMU TPYIHBIMHM Ipou3BeAeHusAMH, kak Konuept Ne
1 ®. Jlucra, no3nHue coHarbl berxoBeHa, BupTyo3Hble 3ToAbl Lllymana, nbecol llonena. Ongnako
MOJIOJIOW NMUAHKCT, a3aPTHO YBJIEKIIUCh Pa3BUTHEM CBOEH MUAHMCTUYECKON TEXHUKHU M HE 00anas oT
IPUPOJBI TOCTATOYHO KPEMKOW M BBIHOCIMBOW KOHCTHUTYIHMEH, MEpeurpas mnpaBylo pyky (momoOHas
HUCTOpHS Cy4duiach B cBoe Bpems ¢ wmoioasiM Illymanom). B nHauane 90-x romoB mepBbie
¢doprenuannbie omycbl CKpsiOuHa MOSABISAIOTCS B MOCKOBCKOM m3aarenbeTBe 11, FOprencona. B atux
NepBbIX counHEHHUIX CKpsOMHA TOBOJIBHO SIBCTBEHHO OIMYIIAINCH CIEAbl BO3ACHCTBUS YaliKOBCKOTO,
Jlucra u ocoberno ropsuo mobumoro uM Illonena. IlocTteneHHO MMsST MOJOJOTO KOMITO3UTOpA H
MUAHKUCTA IPHOOPETaeT U3BECTHOCTh B MY3BIKaJIbHBIX Kpyrax Mocksel u IlerepOypra. U tam u 31ech y
HEro NOSABJISAIOTCS KaK Topsyue MOKIOHHUKH, TaK U — M0 Mepe OOpeTeHNss UM OPUTMHAIBHOTO CTHIIA -
apble HemoOposkenarenu. Eme B Te pannue roxsl CkpsOMH oOnajan COMYTCTBOBAaBIIEH €My BCIO
KHU3Hb CIIOCOOHOCTBIO C MEPBBIX )K€ B3ATBIX UM AKKOPAOB YCTAHABIMBATH ICUXUYECKUN KOHTAKT C
ayauTOpuel, ucToyaTth OT ce0sl HEKM HEPBHBIM, TMITHOTU3UPYIOUINHA TOK, HEOTPA3UMO MOKOPSIBIIUI
ee. B ucnonnennn CkpsiOnHa ero cOOCTBEHHbIE COUMHEHMS Ka3aJUCh MMIPOBU3ALMAMMU, KaK Obl TYT
KE POXKIABIIMMUCA, €II€ HOCHBIIMMU HEOCTHIBIIMM IbUI TBOPYECKOTO BIOXHOBEHUS: CTOJIBKO
CBOOO/IbI U MPUXOTIMBOCTU OBLIO B €r0 UIpe, TAKOH CBEKECTHIO M HEMOCPEICTBEHHOCTHIO BESUIO OT
Hee. Hcnomuurtenbckuii  obmuk  3penmoro  CkpsiOMHa  OCTaTOYHO  HPOTHBOPEYHMB.  JTa
IIPOTUBOPEYUBOCTh, B YACTHOCTH, CKa3zajach B TOM, YTO B MEpPHUOJ >KMU3HU, Korga CKkpsiOuH co3naBal
CBOM IIO3HUE INPOU3BEICHMS, OH CPAaBHUTEIBHO MaJlo Mrpajl MX B KOHLEpTax. Bocbmas conara,
Harnpumep, He Obl1a UM UCIIOJHEHA HU pa3y. CKpsAOMH-NMAaHUCT MpONaraHupoBal IPEeUMyIIECTBEHHO
cBoM couMHeHHs 10 50-x omycoB. McmonHuTenbckas, Kak M KOMIIO3UTOPCKas, AEATEIbHOCTh
CkpsiOuHa BcerJa BbI3bIBaJla MHOTOUYUCIIEHHBIE CIIOpPbl M HEOJHO3HA4YHbIE OT3BIBBI, 4YTO
CBHJIETEIILCTBYET O TOM, 4T0 CKpsiOMH ObLJI, HECOMHEHHO, BEIMKHM MY3bIKaHTOM. PenieH3un Ha ero
urpy ObLIM O4YeHb NMPOTUBOpeUnBbl. OJHUM Ka3aJloch, YTO Kak NUAHUCT, CKpsOUH HE MpeAcTaBisieT
co0olf mepBOKIACCHONW BeMMYUHBI. Ero TexHumka He OnecTdlla, ynapy HEAOCTaeT CHJIbI, TOH €ro
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HECKOJIBKO OJTHOOOpa3eH. J[pyrue cuurtany, 4To HElIb3s TOBOPUTH O ero TexHuke. O Heil He JyMaelb,
ciymas ero urpy. Ciaplunis TOJIbKO U MEPEKUBACILD TO, YTO OH CBOEH TBOPUYECKOM BOJIEH 3aCTaBIISIET
CIIBIIIIATh M TIEPEXKUBATH, - 3TO BelnYaiiniee HcKyccTBO. [loromy, MoxeT ObITh iMeHHO CKpsiOWH U He
BUPTYO03, HE UCTIOJHUTENH OOJIBIIOT0 KOHIIEPTHOTO 3aJla, — CIMIIKOM TOHKA €Tr0 Urpa, CIMIIKOM MHOTO
B HEH HIOAHCOB H HACTPOCHUH. N B 3>TOM OTHOIIEHMHM OH IIOXO0K HA CBOETO AYXOBHOI'O
npenuecrseHHrka — [llonena. Bee 3Ty ouleHKH eme pa3 MOAYEPKUBAIOT TaKUE OCOOEHHOCTH UIPHI
CkpsbuHa, KaK UMITPOBU3ALMOHHOCTh, TOHYAMIIAs HIOAHCUPOBKA, MPE00IalaHue TUXUX 3BYYHOCTEH,
B rpaganuy KOTOpeIX CKpsiOMH OBLIT HEITOBTOPHUM.

Cxpunuynoe teopuectBo U. C. baxa

Cxpunuunoe Hacnenue M. C. baxa, XOTS OHO U OTHOCHUTEJIbHO HEBEJIMKO, OKa3aj0 BO MHOTOM
OTIpe/IeTISIONIee BIMSHUE Ha CTAHOBIIEHHWE EBPOIEHCKOTO CKPUIIMYHOrOo HucKyccTtBa. Jlo cux mop
COXpaHSIET OTPOMHYIO XYIO0XKECTBEHHYIO II€HHOCTh. bbUIO OBI, OJHAKO, HEBEPHO BBHIICIATH B
TBOpuecTBe baxa m paccmarpuBaTh OTAENbHO crenuUKy CKpUIIUYHOTO CTHIA. Buaumo, ciemyet
TOBOPUTBH O T€X WJIM UHBIX YepTax TPAKTOBKU CKPUIIKH B paMKaX €ro LEeJIOCTHOTO KOMITO3UTOPCKOTO
MBIIICHHS], OTMPAIOIIETOCS CKOpee Ha OPTaHHbIE U XOPOBbIE BHIPA3UTENbHBIE CPEACTBA U TEMOPOBBIE
KOMIUICKCBI, MBIIUICHUS, HOCAIIETO CHHTETUYECKUI XapakTep, TBOPYECKH BOOpAaBIIETO W
nepepadoTaBIIEro JOCTHIKEHUS €BPONECHCKON MY3BIKAIBHOW KyNbTYyphl. [lomudonndeckuii xapakrep
MblluieHust baxa sipko mposSiBUIICA U B €r0 CKPUMMYHBIX Mpou3BeieHUusIX. OH KOPEHUTCS B TPAIULIUASIX
HapOJHBIX HEMELKUX TaHLEB, HAPOJHOW HMHCTPYMEHTAJIbHON NPAKTHUKH MHOTOTOJIOCHOW HWIpPbl Ha
WHCTPYMEHTaX ¢ OYpIOHUPYIOIIMMH CTpyHaMu. Henb3si He YYUTHIBATh U TPATUIMI UTPHl HA BHOJAX
(ocobenHo ramOe), JOJbIIE BCEro 3aJepikaBIIMXcs HMMEHHO B ['epmanun. B dopmupoBanmm
0axOBCKOTO CTHWJIS 3aMETHBI UTAIBSHCKHE TPAIUIMH, B TIEPBYIO OUepelb HIyIIMe OT BUBambau, 4TO
CKazajioch Ha nmonxojie baxa k kpynHoii popme, GopMHpoBaHUH B €70 TBOPUECTBE MPEIKIACCHUECKOTO
TUTA CKPUIIMYHOTO KOHIIEPTa. B TpakTOBKE CIOMTHI W CTApUHHON COHAThI OCOOCHHO 3aMETHBI
YellICKUe, MOJIbCKUE, 0TYaCTH (paHily3ckue BiusgHus. Ho, Tak win nHaye, BCe ATH BIUSHUS OCTAIOTCA
JUIIb B TIpEleNnax «BEPXHEro cios» — (aKTyphbl, OTICIBHBIX MPUEMOB, TpaHed (HOopMEI.
[IpeobOpazoBanHbIC TBOPUYECKOHN (paHTa3MEH TEHUSI, OHHM TIOJYYaIOT HHOE XY/I0KECTBEHHOE OCBEIIECHHUE,
MpUOOPETAIOT CaMOOBITHBIN XapakTep. YHUKaIbHBIM CO3/IaHHEeM 0aXOBCKOTO T'€HHUS SIBISIOTCS MIECTh
COHAT M MaPTHUT ISl CKPUIKHU coio (Hanmucanbl okoJio 1720 rona B Kérene). 3aeck ckpurika, B OTIUYHE
OT WTANbAHCKUX TPATUIUN, TPAKTYEeTCd KaK CaMOCTOSITEIbHBIM MHOIOTOJIOCHBI WHCTPYMEHT,
o0jafalomuil  OTPOMHBIMHM  BBIPA3UTENIbHBIMU BO3MOMKHOCTSIMM — U TIOJHO3BYYHEM OpraHa, u
BOKaJIbHOM TEBYYECThIO, THOKOCTHIO YEIIOBEUYECKOI0 T0JI0Ca, U OOTaTCTBOM OPKECTPOBBIX TeMOpoB. B
coHaTax bax mpojomkaeT Kak TpaaulMi HEMEUKOW HApOJHON MY3bIKH, CBSI3AHHBIE C MHOT'OTOJIOCHOM
(bakTypoil, HMIIPOBH3AIMOHHOCTHIO  HM3JIOKCHHS, TPAKTOBKOW TaHIEB, TaKk ¥ TPAJAHUIUU
npodeccnoHaTbHON MY3BbIKM HEMELKUX, UTAJbSIHCKUX M aBCTPUUCKUX KOMITO3UTOPOB. bax BO MHOroM
M OTKa3bIBACTCS OT MPEXKHUX TPAJAUIIMI, EPEOCMBICINBAECT UX, CO3JACT HOBBIE. Y HEro COBEPILIEHHO
OTCYTCTBYET CKOpJaTypa MpuMeHeHHe O0JIbIIOro KoauuecTBa ykpameHuid. OH IUPOKO ONMUpaeTcs Ha
SIPKUE 3BYYaHUs, 4acTO HCIONBb3YET OTKpPbIThbIE CTpyHBbL. He ciydaiiHO J1Be COHAThl U JBE€ MAPTHUTHI
HamucaHbl B TOHAJIBHOCTSX BCEX OTKPBITHIX CTPYH CKpHUNKHU. B 1e10M HE0oOX0AMMO paccMaTpuBaTh
COHATHI ¥ MAPTUTHI KaK €IUHBIN TPaHIMO3HBINA LUKI, PACKPHIBAIONIUIN OMpeaeneHHy0, GUIocoPpcku
HACBILIEHHYIO TpOrpaMMy, B KOTOpPOM HaXOAST OTpaKEHHWE W3BEYHbIE TEMBbI >KM3HH U CMEPTH
YeJoBeKa. XOTs MO CXeMe CKpumnHuyHas coHara y baxa cxomna c¢ conaroil da chiesa mrambsHCKHX
KOMITO3UTOPOB, HO caMa TpPaKTOBKa COJAEp)KaHMsI 4YacTeil BO MHOIOM OTiInYaerca. Tak, MepBble
MEJICHHBIC YaCTH COHAT Y UTAIBSHIIEB MPEACTABISIOT COOON OOBIYHO BCTYIUICHHE K OBICTPOH 4acTH,
B TO BpeMsi Kak y baxa 3T0 — TMOJHbIE MAaTETUKU U HKCIPECCUU CAMOCTOSITENIbHBIE YacTH
MOHOJIOTHYECKOT0, PEUUTATUBHO-UMIIPOBH3AIIMOHHOTO XapakTepa. Bropeie wactu y baxa — ¢yry,
MOJIHO3BYYHbIE, OOraTble TMHAMUYECKUM Pa3BOpOTOM pa3BuTUs. VX oOpasbl cBs3aHbI C JCIICTBHEM,
KOJUIGKTMBHBIM HaudaiaoM, Ooyiee OOBEKTUBHBIM XapaKTepOM BBIpAKEHHUsA. TpeTbu YacTH —
aupuyecKkuid 1eHTp coHarbl. Illupokas HameBHOCTb, 3MOIMOHAIbHAS MPHUIOTHATOCTb, IOPOI
MIPOSIBIISIONIASCS «YyBCTBEHHOCTh» WHTOHAIIMMA, CYOBEKTHUBHAS JIMPUYHOCTH BBICKA3BIBAHUS, JTH
YepThl CTAaHYT XapaKTEPHBIMU ISl MY3bIKA BTOPOM MOJOBUHBI Beka. 31ech bax omepekaeT BO MHOTOM
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MY3BIKaJIbHOE Pa3BUTHE CBOETr0 BpeMeHU. PuHaIBl cOHAT — MOIM(POHUYHBL, B HUX bax mactepcku
MpPUMEHSIET CKPBITYI0 Monudonuto. OHM BO MHOTOM MOTOPHBI, UM CBOWMCTBEHHBI CEKBEHTHOCTD,
MOBTOPHOCTb, OJJHOTHUITHOCTD (DaKTypHBIX (puryp. My3bika (MHAJIOB BBI3BIBAET ACCOIMALIMHU C TOTOKOM
caMoM JXKM3HHU, CTPEMHUTEIIBHOCTBIO BpeMeHH. 311ech bax qocturaer 60IbIION ETbHOCTH HE CTOJIBKO 3a
CUeT JpaMarTypruu (B 3TOM OTHOIIEHUM IJIABEHCTBYIOT IIE€PBBIE JIBE YAacCTH), CKOJBKO 3a CUET
00001IeHNs, CO3AaHUs OUIYUICHHUsS Mpa3gHHKa. MOXXHO OTMETUTh B CBSI3U C ITHUM M HEKOTOpOe
IPOHUKHOBEHUE >KaHPOBO-TAHIIEBAJIBHBIX 3JIEMEHTOB (OHHM, KOHEYHO, INPHUCYTCTBYIOT, IMOpOH B
CKPBITOM BHUJIE, U B IPYTUX YACTAX, 0COOeHHO B (pyre). CkpunuuHble MapTUTHl baxa sBISIOTCS Kak Obl
aHTUTe30i coHaT. CoHaTa M MOCIENYIONIAs MApTUTa COCTABIIAIOT KOHTPACTHBIE Maphl (1B MEPBBIX —
MUHOpHBIE, MOCIeHsA Mapa — MaxkopHasi). OCHOBY JIByX MEPBbIX COCTABJISAIOT TPAJAULIMOHHBIEC YACTH
CTapHHHOH CIOMTHI — ajJieMaHJa, KypaHTa, capabanna, xura, 0yppe. Ho y baxa onu — He mpocto
TaHIIeBaIbHBIE HOMepa. OOpasnas wmertamopdosza 37ech 3HauWTeNbHAa. Hawmbonee cBeTiIOM,
KHU3HEepaaocTHOH siBisiercss Tperbst maptuta E-dur. OHa BO MHOTOM mpenBOCXHINaeT cTwib baxa
JEUIUNATCKOro Imnepuona. VMIMEHHO OHa CTaHOBUTCS 3aBEPIICHUEM BCErO ILMKJIA, €r0 HUTOrOBBIM
cMbiciioM. Takum 00pa3oM, SKCIMO3UIMS LUKIa — (QHI0COPCKOE pa3MbIIUIeHHe — coHaTa g-moll,
HauboJee «TeMHas» 1Mo TeMOpy, ONMUparoIascs Ha caMyl0 HU3KYIO CTPYHY CKPHUIKHU. 3aBepliaroiias
YacTh IMKJIA JIMKYIOIIUNA Mpa3aHUK — mapTtura E-dur, B KOTOpO#l Hcronb30BaHa camasl «CBETIas
TOHAJIBHOCTh HA CKPUIIKE, YTO CBA3AHO C BBICOKOW HETEMIIEPUPOBAHHOMN MO HACTPOMKE CTpyHOU MHu.
B3auMONIpOHMKHOBEHHE YacCTEH COHATBHI M INMAPTUTHl MPOUCXOIUT UMEHHO B Hux. Tak, B Ilepsoi
COHaTe JBe IMoclieJHIe YacTu — ctouTHble (Cunnnuana u Presto, kak cBoeoOpaszHas Bapualvs Ha Hee
— ny6ie), a B Tperbeit mapTuTe neppast 4acTb coHaTHas — 3HameHUThIN [Ipemton. Llukn umeer u ase
CMBICJIOBBIE KyJnbMUHanuu. llepBas cBsi3aHa C JIMYHOCTHBIM HayalioM, Cyab0Oil uyenoBeka u
peasin3oBaHa B YakoHE — TpaHAMO3HOM IIOXOPOHHOM IIECTBUU-pa3MbIIUICHUU. Bropas —
KU3HEYTBepXKAaroas — peanuzoBanHas B ¢yre D-dur, moctpoenHol Ha Teme xopana «['psau, ayx
cBATOM». OQHA M3 3TUX JBYX KYyJbMUHALUN OJMIETBOPSIET HACTOSILEE BPEMs, 3E€MHYIO JKU3Hb,
KOHEYHOT'O YeJOBeKa, Apyras — BEYHOCTb, IYXOBHYIO JXKU3Hb, CBETJIOE OyIyllee, BO3POXKICHHE
KU3HU, OTPULIAaHUE CMEPTH, HEYMHpaAIolyto Kpacoty Yenoseka. OcHOBOM s baxa B 3TOM LIUKJIE TEM
CaMbIM CTaHOBUTCS MOCTPOEHUE CKBO3HOM JpamMaTypru LEJOro, OCHOBAHHOW Ha ONPENEICHHOM
3aMbIcie, Oau3koM 0axoBcKUM «CtpacTsim». YakoHa — YHUKaJIbHOE COUYMHEHHE JJISi COJNMPYIOIIEeH
CKPHUIIKH, MOIIb 3BY4YaHUS M SKCIOPECCHUS KOTOPOM HOXOIAT 31€Ch JO OpPraHHOM M OPKECTPOBOM.
YakoHa HAYMHAETCS MEUICHHBIM IPOBEIEHHUEM OCHOBHOW TOMO(OHHOW TeMBI — TEepUojaa. 3aTeM
CIIENyIOT TpPUIAUATh JBE BapuallMd Ha HeEe, pa3BOpayMBaloOlIUecs OOJBIIMMH JUHAMHYECKUMU
BonHamHu. B 1mkine baxom wucmonp3oBaHa SBHAS M CKpbITas MONUGOHHUA, AOXOIAIIAas MO
YeTBIPEXTOJIOCHOTO CKJIaaa, ocobeHHo B gyrax. [Ipu nepenoxennn YakoHbl 175 KJIaBUpa WM OpraHa
bax mepeBen 3Ty CKpbITYI0O NOIUGOHUIO B peanbHylo. Ho B opHrmHaze MacTepcTBO BEIMKOTO
noJIn(OHUCTA B UCIIOJIB30BAHUU PAa3HOOOPA3HBIX BHIPA3UTEIBHBIX BO3MOXKHOCTEN CKPUITKH HACTOJIBKO
BBICOKO, YTO IIPU HCIIOJHEHUHM CO3JAcTCd OUIYIIEHUE DPEAJbHOIO 3BY4YaHMsS BCEX 3aJyMaHHBIX H
HaMEUYEHHBIX KOMIIO3UTOPOM T'OJIOCOB.
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