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1. O0me noJioKeHus

1.1. Ilocrymaromme B acnupaHTypy KoHcepBaTopunm mnpoXoAsT KOHKYPCHBIE BCTYNUTEIbHBIE
WCIIBITAHUS 110 MPOPUIBHON CHEIUAIBHON TUCIUIUIMHE (YCTHO, MUChbMEHHO), punocopun (YyCTHO) U
WHOCTPAHHOMY SI3bIKY (QHIIMHACKUN, HEMEUKHUH, (PaHIy3CKHH, WTAIbSIHCKUAN; PYCCKHMH — JuIs
WHOCTPAaHHBIX TpaxkaaH) (MMCbMEHHO, YCTHO).

1.2. JIna oueHUBaHMs PE3yNIbTATOB BCTYMHTEIBHBIX HCIBITAHUN HCHOJB3YeTCsl S-0ayuibHas cucrema
OLIEHOK.

2. Hay4yHasi cieuMajJbHOCTD
5.10.3 — Buabl uckyccTBa (My3bIKaJIbHOE HCKYCCTBO)

2.1. IIpopuabHBIi IK3aMeH MO CHeNUATBLHOCTH COCTOUT U3 2-X Pa3/IeioB, YCTHOTO W MUChbMEHHOTO.
2.1.1. CobecenoBanue mo TeMe OyAylIero AUCCEPTAIMOHHOIO MCCJIEJOBAHUS, B XOje
KOTOpPOT0 OOOCHOBBIBAIOTCSI HOBU3HA M aKTYaJIbHOCTh U30paHHOM TE€MBbI, 3aCITyIIUBAETCS OT3bIB
MPENIoJIaraeMoOro HAYYHOTO PYKOBOJUTEINS, BO3MOXKHOCTH 3aBepiieHusi padbotel Hamx HKP
(muccepranueil) B paMKaxX acUPaHTYPhI, 3aCIyIIUBAIOTCS OTBETHI MOCTYMAIOIIEr0 Ha BOIPOCHI
YJICHOB DK3aMEHAIMOHHON KOMHCCHH.
2.1.1.1. KoncepBaTopusi pEKOMEHIIYET CIEAYIOIIUE TeMbl B 00JIACTU WCKYCCTBOBEICHHS ISt
OyIyIINX HAyYHBIX UCCIICIOBAHMIA:

My3bIKallbHas KylbTypa Poccuu: uCTOpHs U COBPEMEHHOCT;

pycckast My3bIKka B TPOCTPAHCTBE MUPOBOW KYJIBTYPHI;

MHCTPYMEHTAJIbHbIE U BOKaJIbHBIE )KaHPbI MY3bIKH 3aI1aJHOEBPOIEHCKOro OapoOKKO;

MCTOYHUKOBEIUYECKHUE U/UITH TEKCTOJIOTHUECKHUE TPOOJIEMBI PU U3YUYEHUU UCTOPHH MY3bIKH;

METOJI0JIOTUYECKUE MPOOIEMbl U3YUEHUS CTAPUHHON MY3BIKH;

UCTOPUYECKH OPUEHTUPOBAHHOE UCIIOIHUTENECKOE UCKYCCTBO;

METOI0JIOTUYECKUE MPOOIEMbI MY3bIKAIbHO-TEOPETUUECKOIN HAYKH;

UCTOPU3M W/WJIM TEPMEHEBTHUKA B MY3bIKaTbHOU TEOPUH;

e METOJI0JIOTUYECKUE MPOOIEMbl U3YUEHHSI HOBEHIIIEH MY3bIKH.

2.1.1.2. Dx3aMeHAllMOHHAS KOMHUCCHS NPUHUMAET DPELICHHE IO KaXKAOMY IOCTyHaloleMy B

dbopme ronocoBanus. B ciydae pernieHuss 0 TaWHOM TOJIOCOBAHHH, KXl M3 YWICHOB KOMHUCCUHU

3aIOTHIET UHINBUAYAIBHBIN JIUCT TOJIOCOBAHUS.

2.1.1.3. UtoroBass omeHka 3a TpoQWIBHBIA JK3aMEH TPEJCTaBiseT Cco0ol cpemHee

apudmeTnyecKoe 3HAYCHUHN OIICHOK, BHICTABICHHBIX a0UTYpUEHTY BCEMH WICHAMU KOMHCCHUHU.

[loTeHunanpHble PYKOBOAUTENNM AaOUTYpHEHTOB B TOJOCOBAaHMM IO €ro KaHIUAAType He

Y4acTBYIOT.

2.1.1.4. TIpoao/KUTEILHOCTh YCTHOTO pasziesia — B Mpeesiax OJHOTO aKaJeMHYECKOTO daca.

2.1.1.5. Kpurepuu OLeHKH:

5 AOGUTYpHEHT MOKa3bIBaeT HABBIKK CAMOCTOSTEIbHON HAyYHO-UCCIIE0BATENIbCKON
0aJ/UI0B | JEATEIBHOCTH, aBTOPCKHE MTOAXO0/IbI B UCIIOIb30BaHUM 3HAHUM B CMEXHBIX
00JacTsIX My3BbIKJIbHOTO UCKYCCTBA U TEOPUHU M UCTOPUU UCKYCCTBA, COUETAET
TpaZuLUU MYy3bIKOBEEHUS U JIMYHYIO TBOPUYECKYIO UHUIIMATUBY, BIAJIEET
COBPEMEHHOM METOJI0JIOTUEN HAyYHbBIX UCCIEIOBAaHM, TOKA3bIBAET NEPCIIEKTUBY
okoH4aHus pabotel Hag HKP B Teuennu Tpex et o0yueHwus.

4 AOUTYpHEHT MOKa3bIBaeT HABBIKK CAMOCTOSTEIbHON HAyYHO-UCCIIE0BATENbCKON
0ania | IeATETbHOCTH, UCTIONB3Ys 3HAHUS B CMEXKHBIX 00JIACTSIX MY3bIKAIBHOTO
MCKYCCTBA U TEOPUHU U HCTOPUU UCKYCCTBA UCITONB3YS IPU 3TOM TPaJAULIMHU
My3bIKOBeieH . [Ipy 3TOM He BIOJIHE BIaJEeT COBPEMEHHON METOA0JIOTUEN
HAy4YHBIX MCCIIETOBAHUMN, TPOSIBIISIIOTCS HEIOCTATKN B YACTU HAYYHOI'O
000011eHus ¥ BbIBOJOB. OKOHYaHHE PA0OTHI B CPOK BBI3HIBAET COMHEHHUS.

3 AOHUTYpUEHT HE IEMOHCTPUPYET HABBIKH CAMOCTOSATEIBHOTO MOAX0a K




oas1a

MCCJIEI0BATENbCKOM paboTe, B HEIOCTATOUYHOM CTETICHU UCIIOJIb3YET 3HAHUS B
CMEXHBIX 00JIaCTSIX UCKYCCTBA, HE TTOKA3BIBAET HABBIKM CAMOCTOSTEIHHON
Hay4HO-UCCIIEIOBATEILCKON IeATeTbHOCTH. PaboTa He MOKET ObITh OKOHYCHA B
CPOK.

oasL1a

AOGUTYpHEHT IpeICTaBIseT HETIEPCIEKTUBHYIO 7S 1ajbHEHIIero CCiIeJ0BaHus,
BHE PaMOK PEKOMEHIOBAaHHBIX 00JIacTel UCCIEeOBAHUS TEMY, OTCYTCTBYET
pa3BepHYTHIH MJIaH UCCIIEAOBAHUS, AOUTYPUEHT HE BJIaJ€eT IPaMOTHOM
MOHOJIOTHYECKON PEUYBI0 U TEPMUHOJIIOTUYECKUM alapaToM, ¢ TPyObIMH
OIIMOKaMU OTBEYAET Ha BOIPOCHI KOMUCCHH.

0aJ11

BricTynnenune abutypueHTa HECBSI3HO, HE apTyMEHTHPOBAHHO,
HEnpo(EeCCHOHAIBHO; TOMYIIEHBI TPyObIe OMMMOKH B METOIaX MCCIICIOBAHUS
JaybHelas pabora 6eccMbICIIEHHA.

2.1.2. O6menpogeccuoHaNbHBII pa3iena (IMCbMEHHbIH pa3aen):

e 3aJaya MO rapMOHUM (MpeJaus) — BBHINOJHAECTCS S5 4YacoB 0€3 MPOWTPHIBaHMS Ha
dboprenunano;

e BOiiHAas YeThIpPeXroJiocHasi (pyra c paszJebHON SKCIo3UIKeH (U1t abUTYpUEHTOB Kadeapsl
TEOPHH MY3bIKH) — BBIIOJIHACTCA 7 4aCOB C IPOUTPHIBAHHEM Ha (OPTENUAHO 110 OKOHYAHUU
HAIlMCaHMs; WU TpexroJiocHass ¢yra (ans aOUTypUEHTOB HAYYHBIX MOApA3JEICHUNA U
Kagenp, kpome Kadeapsl TEOPHH MY3bIKH) — BBINOJIHICTCS 5 4acOB C MPOUTPHIBAHHEM Ha
¢dopTenuaHo Mo OKOHYAHWN HATTHCAHHUSL.

2.1.2.1. UtoroBelid 0alil MO CHEIUAIBHOCTH TMPEACTABISET COOOW cpeiHee apu(pMETHUIECKOoe

3HAYEHUH OIICHOK [0 YCTHOMY M IHCBMEHHOMY pasfenaMm npodUIbHOTO HK3aMeHa I0

CTIELUANBHOCTH.

2.1.2.2. Kputepuu OeHKH:

5 AOUTYpHEHT MMOKa3bIBAaET PELICHHE MMCbMEHHOTO0 33/1aHUs 0€3 OIMO0K, OTIMYHOE
0aJ/uUI0B | BIIAJICHHME TEXHUKOW HAMMCAHUS, C UCMOJIb30BAHUEM CTHIIMCTUICCKUX
0COOCHHOCTEH pa3NIUYHbIX 30X, TOKA3bIBAET OPUTHHAIILHOCTD HHTEPIIPETALINH
3aJIaHHOTO TeMaTu3Ma U (OpMbI, paboTa BBHIIIOJIHEHA B YCTAHOBJICHHBIN CPOK.
4 AOGUTYpHEHT MMOKa3bIBAaET PEUICHHE MHUCbMEHHOTO 331aHUSI C HE3HAYUTEIbHBIMU
0ajta | ommOKaMu, XOpolee BIaJCHHE TEXHUKOW HATMCAHUS, TPAMOTHO HCIOJIb3YET
CTHWJIMCTUKY 33JJaHHBIX 30X U KOMIIO3UTOPCKUX TEXHHUK, IPEACTABISAET
KIIACCHYECKYIO0 MHTEPIIPETAIHIO 33JaHHOTO TeMaTtu3Ma u popmbl, paborta
BBINIOJIHEHA B YCTAHOBJICHHBIN CPOK
3 AOUTYpHEHT MOKa3bIBACT PEIICHHE MMCEMEHHOTO 3a/IaHUS C PSIIOM
0ajsia | CTWIMCTUYECKUX U (HOPMOOOPa3yIOIIKUX OMIUOOK, HHTEPIIPETALNs 3alaHHOTO
TeMaTu3Ma, popMma 3aJaHusl, ero aKyCTHUECKOE 3ByUaHne B HEIOCTATOYHON
CTeNeHH yOeUTENbHbI, paboTa MOJTHOCTHIO HE BBINOJIHEHA B YCTAHOBJICHHBIN CPOK
2 AOUTYpPHEHT TMOKa3bIBaET pEIICHHE C OOJBIIMM KOJIMYECTBOM TEXHHUYECKHUX,
0ajyia | CTWIMCTUYECKUX, (OpMOOOpa3yromMX oOmuOOK, paboTa HE BBINOJHEHA B
YCTaHOBJICHHBINM CPOK
1 Pewienne 3ananus OJIHOCTBIO OTCYTCTBYET
0aJL1

2.2. ®uaocopus

2.2.1. DK3aMeHalMOHHBIE BOMPOCHl 1O (Quiaocopun (GOPMYTUPYIOTCSI B COOTBETCTBHU C
denepanabHBIMU TOCYIAPCTBEHHBIMI 00pa30BaTEIbHBIMU CTAHapPTaMHU BBICIIIETO 00PAa30BaHUSL.
2.2.2. DK3aMEHAIIMOHHBIA OWJIET BKIIOYaeT B ce0s JABa paslena, KaKIbd U3 KOTOPBIX
OLICHUBACTCS  CAMOCTOSATENIFHO, HWTOTOBas ~ OLEHKAa MpPEACTaBIseT co0oil  cpemHee
apu(dMeTHUECKOe 3HaYCHUE OLEHOK MO KAXKJA0MY U3 Pa3JIeNoB.



2.2.3. Kputepuu oneHKu:

5 OTBeT NOJIHBIN U MPAaBUIIBHBIN; A0UTYPUEHT CAMOCTOSITENIbHO U3J1aracT
0anoB | pakTonornyeckue CBeIeHus, CBOOOIHO BIAICET CIICIHATbHON TEPMHUHOJIOTHEH,
MOHOJIOTUYECKOHN PEYBIO.

4 OTBeT MONHBIN U MPABUIILHBIHN (C HABOASIIUMH BOIPOCAMH); AOUTYPUEHT
0ajsIa | caMOCTOSITENIBHO M3JaraeT (pakToJIOTUYECKUe CBEICHUs, CBOOOIHO BiIaJIeeT
CIIELUAJILHON TEPMUHOJIOTUEH, MOHOJIOTMYECKON peUblO; TOMYIEHbI
HECYIIECTBEHHBIE OLIMOKH, HCIIPABICHHBIE B XOJ€ OTBETOB Ha HABOIALINE
BOIPOCH! YWIEHOB KOMHCCHH.

3 OTBeT Ha OCHOBHOW M HaBOJSILIKE BOIPOCHI HEMOJHBIM, C (PaKTOIOrMUECKUMHU
0ajta | ommOKaMu; aOUTYPHEHT B HEIOCTATOYHOW CTENEHHW BIIAJIEET MOHOJIOTHYECKOMN
PEeYbI0 U TEPMUHOJIOTMYECKUM aIlIIapaToOM.

2 OTBeT HEMONHBII U HeapryMEHTUPOBAaHHBIH, TOMYIIEHBI CYIIECTBEHHbIE OIIMOKH,
0ana | Gakromornyeckue — CBEJACHHMA  M3JIOKEHBI  HEBEpHO; TIpPH  OTBETe  HA
JOTIOTHUTEIbHBIE BOMNPOCHl paHee JOMYIICHHbIE OMIMOKH HCIpaBiICHbl HE
IIOJIHOCTBIO.

1 OTBEeT Ha OCHOBHOM M HABOASUIME BONPOCHI HEMOJHBIA, HECBI3HBIM,
0aJsn HEapryMEHTHPOBAHHBIN; JTOMYIIEHBI TPYyOble OMIMOKU B ONpENeTCHUX, JAaTax H
T.I1., ICKQYKAOIIME CMBICI MIOHATHH.

2.3. NHoCcTpaHHBIH A3BIK

2.3.1. Dx3aMeH TO WHOCTPAHHOMY SI3bIKY CTaBUT CBOCH IIE€JbIO BBIABUTH OOBEM 3HAHHM,
HGOGXOZ[I/IMBIX ACIIUPAHTY JIA paGOTBI Hazg 6y,Z[YH_II/IM AUCCCPTALIMOHHBIM HUCCJIICJOBAHUCM.

2.3.2. BcrynurenbHBIN SK3aMEH MPOBOAUTCS B (OpME YCTHOTO coOeceoBaHUs MO BOMpOcaM
HK3aMEHAIIMOHHOW KoMHccHuU (CM. Meroaudeckne peKOMEHAAlWH), BKIIOYas paccka3 Ha
WHOCTPAaHHOM SI3BIKE O TEME JMCCEPTAIMOHHOTO UCCIIE0OBAaHUS B Oecey Ha MpoQecCHOHaTbHbIC
TEMBI.

2.3.3. Kputepuu oneHku:

Iloozomoenennas u Henoo02omos1eHHAA peib Ha UHOCMPAHHOM A3blIKe
110 CIICHMAJIbHOCTHU 3K3aMEHYEMOT' O

«OMIUYHON rIyOOKOe 3HAHUE TPECTABICHHOMN MPOOIEMBI, OTIIMYHOE BIIAJICHHE
(5 6annos) JICKCHYECKUMH, TPAMMATHYECKUMHU ¥ CTHIIMCTHYECKUMHI HOPMaMH
«xopouLoy XOpoIlee 3HaHUE TeMBbI, OT/ACTbHBIC TEKCUIECKIE U TPaMMaTHIECKIE
(4 6anna) omuoOku (10 5 onmMboK)
«y00671emeopumenbHoy | yIOBIECTBOPUTEIbHOE 3HAHNE MPEACTABICHHON TEMBI,
(3 6anna) TEPMHUHOJIOTHYECKHE OMMOKH, HAPYIICHUE TPAaMMaTUYECKUX U

CTHJIMCTUYECKUX HOPM (5-9 ommboK)
«HEYO0811em8oOpUMenbHOy | YIAOBIECTBOPUTEILHOE 3HAHUE MPEACTABICHHOM TEMBI,
(2 6anna) TEPMHUHOJIOTHYCCKHE OMMMOKH, HAPYIICHUE TPAaMMaTUYECKUX U
CTIJINCTUYECKUX HOPM (5-9 ommboK)
«HEYI0ETIeMEOPUMETbHOY OTBET HAa OCHOBHOU U HvaBo/:[ﬂmHe BOIIPOCHI HEMOJIHBIN, HECBSA3HBIM,
(1 6ann) HEapryMEeHTHUPOBAHHBIN; TOMYIIEHBI TPyObIe OMMOKY B }
OTIPENICTICHUSX, 1aTax U T.II., UCKKAIOIINE CMBICT TOHSATUH




MeToanuyeckue peKoMeHAaluu
¥ NIPUMepBbI IK3aMeHAMOHHBIX 3aaHui

1 pasgea IlpoduiabHOro ’3x3amena no cneunajbHocTu. Pedepar

Bo BBeieHUM BCTYMUTEIBHOTO pedepaTa peKOMEHAYETCsS PACKPBITh aKTyalbHOCTb BHIOPAHHOM
TEMBbI U UCCIIEJOBAHUS.

B ocHOBHOI 4YacTM U3/1araloTcs BO3MOXKHBIE BAPHAHTHI pa3JeNieHHs IeTH HCCIeIOBaHUS Ha
KOHKPETHBIC 3aJa4d, CJAeslaTh 0030p IMOAXOJ0B K WX PEIICHHI0O W OOOCHOBBIBAIOTCS HamOoJsee
NOJXOAsIMe U3 HUX. [Ipu 3TOM peKoMeHAyeTcs MOMBITaThbC OTPA3HTh METOJOJOTHYECKYIO OCHOBY
Oyayluero uccie10BaHus, 1aTh PEICTaBICHUE O CTPOSHUH OyAyIIel AucCepTaLHH.

B 3akiI04YUTENBHOW 4YacTH BCTYNUTEJNbHOro pedepara o0003HAYAIOTCS —OXKHJAEMble
Pe3yJIbTaThl, @ TAKXKE BO3MOXKHOCTb UX ITPAKTUYECKOTO HCIIOJIb30BaHMUSL.

ITpu noarotoBke pedepara HEOOXOAUMO COOMIOIATH MPABHIIA IIUTUPOBAHHMSL, UCTIONB3YS CCHUIKH,
a MPH MPSIMBIX 3aMMCTBOBAHUSX — KaBBIUKH.

Ko BcTynurensHOMY pedepaTy xKenaTeabHO J00aBUTh CHUCOK UCNO0JIb30BAHHOM JIUTEPaTyphl,
BKJTFOYAIONIUH MyOJIMKAIMK 3a Tiocyieqaue S5 net u odopmiieHHbid B cootBerctBuu ¢ [OCT 7.1 — 2003
«bubnuorpaduueckas 3anuch. bubnuorpapudeckoe onrcaHue.

2 pasznea IIpodpuabHOro 3K3aMeHa MO CeHAJIBbHOCTH.
IIncbMeHHbIe IK3aMeHbI

[lucbMeHHBIE SK3aMEHBl 10 TAapMOHMM M TOJU(GOHHUU BXOIAT B CHUCTEMY HPOBEPKH
npodeccuoHaNbHBIX KayecTB aOUTYpHUEHTOB MY3BIKOBEIUECKHX (DaKylIbTETOB MpPH IMOCTYIUICHUH B
aCTIMPaHTYPYy.

BrinonHenue 3K3aMeHaMOHHOT0 3ajaHusI IPOUCXOIUT B ayUTOPHH:

rapMOHUS — B TEUCHHUE TISITH 4acoB (0e3 MpourpeiBaHus Ha popTenuano);

nonudoHus (IUIsi aOUTYpUEHTOB HAy4YHBIX ToJApasneieHuid u kadeap, kpoMe Kadenpsl Teopun
MySBIKI/I) — B TCYHCHHUC IIATH 4aCOB C IPOUTPBIBAHUCM Ha (bOpTGHI/IaHO II0 OKOHYaHHWU HalluCaHusl.

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

Pazpemaercs 15-MmuHyTHast mpoBepka Ha (OPTENUAHO YKE BHITIOJIHEHHON PaOOTHI.

TemaTtuszm AJI1 BCTYHNUTCIIBHOTO 3aJlaHUs 10 TapMOHHUU HJIA HO.HI/Iq)OHI/II/I MOXKET OCHOBBLIBATLCS
Ha 110001 rapMOHUYECKOH CHCTEME, COOTBETCTBYIOIIECH KOMIO3UTOPCKUM TeXHHKaM KoHia XX — XX
BEKOB.

I'apmonus. Ilpemnaraemas Ha BCTYNUTEIBHOM DJK3aMEHE B ACIHMPAHTYPY MpPEIOaUsd 110
TrapMOHUU HMMEET TJIABHOW WENBI0 ONPEACIUTh CTEIEeHb OCBOCHUS aOUTYPHEHTOM COBPEMEHHBIX
MPUHIIUIIOB KOMITO3HUIIUH.

AOUTYpUEHT NOKeH OGOPMHTH MY3bIKAJbHBIH MaTepuaji MbEeChl TaKUM 00pa30oM, YTOOBI OH
COOTBETCTBOBAJl XY/I0)KECTBEHHOHN MPAKTUKE OINPENCICHHOIO MEepruoia M, KeIaTelIbHO, KOHKPETHOTO
WH/IMBUAYAIbHOTO KOMIIO3UTOPCKOTO CTHIIS.

B xone BhIMONHEHUST pabOTHl HEOOXOAMMO AOOHWTHCS WHTOHAIMOHHOW BBIPA3HTEIBHOCTH BCEU
TapMOHHYECKON (aKTypbl, KOTOpas JOCTUTAETCA 3a CYET MOJU(DOHU3ANUUA TOJIOCOB MY3BIKATLHOM
TkaHu. OYeHb BaKHO MOKA3aTh T€ pa3lenbl B (opMe NPETIOINU, KOTOpPble HanboJiee 4acTo CoaepKar
HUMUTAIMUOHHBIC W KOMIUICMCHTAPHO-MCIIOAUYCCKUC BJIICMCHTBI, YCHUJIMBAIOIINUC XyI[O)KCCTBGHHBIfI
3¢ dexT oT pereHus 3a1aun.

1. Ocnosnas aumepamypa 05 NOO20MOBKU K IK3AMEH)):
e Biacosa H. O. TBopuectBo Apnonsaa LlIénbdepra. — 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. Xonomnosa).
Koroytek . Texnuka komno3unuu B My3bike XX Beka. — M., 1976.
Kypb6amnxkas C. Cepuiinas My3bIKa: BOIIPOCHI UCTOPUH, TEOPUH, ICTCTHKH.
Teopust coBpemenHoM komno3unuu. — M., 2005.

Xomnomnos [O. H. I'apmonus (Teopetrueckuit ¥ MpaKTUIECKUA KYPCHI).
Xonomnos 0. H. 3aganus no rapmonuu. — M., 1983.

Xononos 0. H. Ouepku coBpemeHHOM rapmoHuu. — M., 1974.

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

2. Obpaszey nUCbMeHH020 3a0aHUSL:
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Hoaudonus. J[nsg moctymieHuss B aclUpaHTypy aOUTYpUEHTHl HAYYHBIX MOJPA3/AEICHUN H
kadenap (kpome kadeapbl TEOPUH MY3BIKH) JOKHBI HAMMCaTh OJHOTEMHYIO (yry, aOUTypHEHTHI
Kadenpsl TCOPUU MY3BIKH — IBOHHYIO.

Jlnst aOUTYpHEHTOB HAay4YHBIX MojapasjaeieHuid u kKadenp (kpome kadeapbl TECOPUU MY3BIKH)
NpEearnoaraeTcs  HUCIONb30BAaHME CTPETTHI B PENpU3HOM  pasznene  (yru, yAepKaHHOTro
MIPOTUBOCIIOKEHUST WM JIBYX/TPEXTOJIOCHOW KAaHOHMYECKOH CEKBEHIIMM, COCJAMHEHHS B OOpaTUMOM
KOHTpAIyHKTE.

Jlis abutypueHTOB Kadeapbl TEOPUM MY3BIKM: MOMHMMO Ha3BaHHBIX BBIIIE, HCIOJIb30BaHUE
JIBOWHOTO KaHOHA B penpuse (Ppyru, yaepKaHHOTO MPOTUBOCIOKEHHUS M MHTEPMEANH (C BapuaHTaMU
MePECTaHOBKH T'OJIOCOB), PparMeHTOB ¢ 0OPaTUMBIM KOHTPAITYHKTOM.

1. Ocnosnas tumepamypa 0t HOO20MOBKU K IK3AMEHY:

e bare H. [lomudonus m dopma B cumdonudeckux npouspencHusx [I. Xunmemurta // Ilaynb
Xuagemut. CtaThu 1 HcclieqoBanusa. — M., 1979,

o Jlomkanckuit A. 24 npemoaun u ¢pyru /1. [lllocrakosuya. — JI., 1970.




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

3anepankuii B. [Tomudonns B uHCTpyMeHTanbHbIX npousBeacHusx /. lllocrakoBuua. — M., 1969.

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

Kysnenor U. Teopernueckne ocHoBBI onudpornn 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.

CoxonoB A. MysbikanbHast komnozunusa XX Beka: /lnanektuka tBopuectsa. — M., 1992.

Tep-Oranesoa WM. «Ludus tonalisy. OcHoBHble ocobGeHHOCTH —(opmooOpazoBanus//Ilayns

Xunaemut. CtaTbu U MaTepuaisl. M., 1979.

e Xoumomnos 0. O06 sBomonnu eBponeiickor ToHabHOU cucteMbl//[Ipodnemsr mana. — M., 1972.

e XomomoBa B. K mpobrneme wmy3wbikanbHbIX ¢dopMm 60-70-x romoB XX Beka // CoBpemeHHOE
HWCKYCCTBO MY3bIKaJIbHOU KoMIIO3uIMU. M., 1985. Tpynel 'MIIN um. 'nHecunbix. Beim.79.

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

2. Obpasey nUcbMeHH020 3a0aHUsL.

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

UMETh NPEJCTAaBICHUE O HAYyYHBIX, (QUIOCO(YCKUX M PEIUTHO3HBIX KapTHHAX MUPO3JAHHMS,
CYUIHOCTH, HA3HAYEHUH U CMBICIIE )KM3HU YeJIOBEKa, 0 MHOT000pa3uu GopM YeI0BEUYECKOro 3HAHMS,
COOTHOILICHUU HUCTHUHBI N 33.6.]Iy)i(,Z[GHI/I$I, 3HAHUSA W BCPbI, pAllMOHAJIBHOIO U HPpPAOUOHAJIBHOIO B
YeJI0BEYECKON JEATeIbHOCTH, 0COOEHHOCTSIX (YHKIIMOHUPOBAHMSI 3HAHUS B COBPEMEHHOM OOIIECTBE,
O JYXOBHBIX ICHHOCTAX, UX 3HAYCHUHU B TBOPUCCTBC U HOBCCHHGBHOﬁ JKU3HU, YMCTh OPUCHTHPOBATHCA
B HUX;

IIOHUMATb POJIb HAYKU B PA3BUTUHN LIUBUJIIN3AlIMU, COOTHOIICHUC HAYKU U TCXHUKHU U CBA3AHHBIC
C HUMH COBPEMEHHbIE COLIMAJIbHbIE U ATHUECKUE MPOOJIEMbI, IEHHOCTh HAYYHON PAllMOHAIBHOCTH U €€
UCTOPUYECKHUX THIIOB, 3HATh CTPYKTYPY, (POPMBI M METOJIbI HAYYHOTO MIO3HAHUS U UX HBOJIIOIHIO;

MOHUMATh CMBIC B3aMMOOTHOIIEHHS JYXOBHOTO U TE€JIECHOT0, OMOJIOIrMYECKOTO U COIUAIBHOTO
Hadyall B 4YCJIOBCKC, OTHOUICHUA 4YCJIOBCKAa K MPUPOAC MW BO3HUKIIHNX B COBPCMCHHYIO OJIIOXY
TEXHUYECKOI'0 Pa3BUTHUS IIPOTUBOPEYM, KPU3UCA CYLIECTBOBAHUS YEJIOBEKA B IIPUPO/IE;

3HATh yCJIOBUS (POPMUPOBAHUS IUYHOCTH, €€ CBOOOIbI, OTBETCTBEHHOCTH 32 COXPaHEHHUE JKU3HH,
npupoabl, KYyJIbTypbl, NOHHMAaTh PpOJib HACWIUA B HUCTOPHUU U HYCJIOBCUCCKOM IIOBCACHHU,
HPAaBCTBEHHBIX 0053aHHOCTEN YeI0BeKa 0 OTHOUICHHUIO K APYTUM U caMoMy ce0e;

HUMCTh MNPCACTABIICHUC O CYHIHOCTH CO3HAHUSA, €TI0 COOTHOLICHUU C 6CCC03HaT€.HBHBIM, poiin
CO3HaHMS M CAMOCO3HAHUS B TMOBEACHUU, OOMIEHMM U JEeATENbHOCTH Jtojed, (OpMUPOBAHUU
JIMYHOCTH,;



3HaThb U YyMETh OIEPUPOBATh OCHOBHBIMH (HIOCOPCKUMH TOHSATHSIMHU, 3HAaTh OCHOBHBIC
HMCTOPHYECKHUE ITAIbl pa3BUTHs Gunocopuu;

3HaTh OCHOBHBIE 3aKOHOMEPHOCTH Pa3BUTHs HAYKH, UMETh MPEJICTABICHHE O JIOTHKE HAYYHOTO
MOKCKA, OCOOCHHOCTSIX HAYYHOW UCTHHBI,

UMETh NpeicTaBiIeHne O (Quiocopckux mpodiemMax H3OpaHHON HaydHOW CIEIHaTbHOCTH,
B3aUMOCBSI3U HUI0CO(PUHN M KOHKPETHOM HAYKH.

[IpomomKUTENPHOCTS 3K3aMeHa (Ha OAHOTO aOuTypHeHTa) — B IpeAenax OJHOTro
aKaJIeMUIeCcKOro yaca (BKII04asi BpeMst Ha MOATOTOBKY — 30 MUHYT).

Vcnonp30BaHne BCIIOMOTaTEIbHBIX MAaTEPHAIOB MIPU MOJITOTOBKE K OTBETY 3aIPEIICHO.

IIpumepHbIe BONIPOCHI:

1. ®unocodus, ee mpeamer u crenupuxka. Mecro Qumocopun B KyImbType: COOTHOIICHUE

¢dbunocoduu u peaUrum, UCKyCCTBa, HAYKH, HJICOJIOTHH.

Crpykrypa dpunocodhckoro 3HaHHUS.

Hayxka kak ¢opma mo3HaHus ¥ COIMATbHBIN HHCTUTYT.

[Tpobnema UCTHHBI B HAYYHOM M (PUI0COPCKOM 3HAHHH.

Onronorust. dunmocodckuii cMbICT TOHATUS OBITHUSA B aHTHYHOCTH, B Cpennue Beka U B HoBoe

BpEMS.

Omuctemonorus (rHoceosiorus). Crnenuduka U GopmMbl TO3HAHUS B HICTOPUU MBICTH (HA TpUMEpe

IBYX (prumocockux KOHLEIIHIA).

7. CoumanbHas ¢unocopus. OOmecTBo Kak mpeamer ¢uiaocodckoro aHanusa (Ha MpUMEpE JBYX
¢bunocohckux KOHIEINN).

8. ®wunocodckas antponosorus. [Ipodiema uenoeka B ¢pumocopun XX Beka (Ha mpuMepe OTHOM
KOHIIEIIIUH 110 BEIOODPY).

9. ®unocodckoe noHnManue KyabTypbl. COOTHOLIEHHE KYIbTYPhI U [IUBUIM3AIINH.

10. Dcreruka kak pazzaen GuIOCOpuH, e MPeIMET U OCHOBHBIE KATETOPUH.

11. ®unocodus m rymaHuTapHble Hayku. [IpoOiema TOHMMaHUS B COUUAIBHO-TYMaHUTAPHOM
3HaHUM.

12. Axcuonorus. [Ipo6reMa 11eHHOCTH B COBPEMEHHOM COIIMAJIbHO-TYMaHUTAPHOM 3HAHUH.

13. Oruka kak pazznen ¢punocopuu: oCHOBHAs MpoOIeMaTHKa.

14. ®unocodus UCKycCTBA: ATAMBI PA3BUTHS U KITIOUYEBBIE TIPOOJIEMBI.

15. S3pik u wmbiuieHne. Puinocopus sA3pika (Ha TpuMepe OAHOM (MIOCOPCKOM KOHLEHIMH T10
BBIOODY).

16. Ilepuojpl, MKOIBI U KIIOYEBHIE MOHATUA APEBHEH HHAMNICKON pumocoduu.

17. ®unocodckue xonnenuuu Koudyums u Jlao 11361

18. Antnunas unocodus. OCHOBHBIE 3Talbl PA3BUTHUS, MPEACTABUTEIH, IIKOJIbI, IPOOIEMaTHKA.

19. dunocodus «10cokpaTukoBy. OCHOBHBIE IIIKOJIBI M IPOOIEMaTHKA.

20. Coxkpart u co(puCTBI: aHTPOIOJIOTHUECKHUI TOBOPOT B aHTUYHOM (hrstocoduu.

21. Ilnaton u ero counHenusi. OHronorus u ruoceosorus [1narona.

22. CoumanpHo-noauTH4Yeckoe ydeHue [lnarona: copaBeasuBOCTh, TOCYIApCTBO, BOCIUTAHHE,
HCKYCCTBO.

23. Apucrotenb U ero counHeHus. OHTOJIOTUS U THOCEOIOT U APUCTOTEIIS.

24. OCHOBHbIE UJIeU aHTHYHOM 3CTETUKHU: MEPa, TAPMOHHSI, KATapCUC, MUMECHC.

25. ®uocodus 310X JUIMHU3MA: PEICTABUTEIH, IIKOJIbI, UICH.

26. ®unocopuss B Cpemgnme Beka. [IpoGnema Bepbl m paszyma. OCHOBHBIE JTambl Pa3BUTHS
CpeIHEBEKOBOM XPUCTHAHCKOM (procodumu.

27. Busantuiickas ¢punocodus. [IpencraBurenn u 0COOEHHOCTH pa3BUTHSA.

28. Dcrernka Buzantun. Conepxanue cropa MKOHOOOPIIEB ¢ MKOHOMOYUTATENIMU. Teopus oOpaza
HNoanna JlamackuHa v €ro apryMeHThI B 3aIUTY UKOH.

29. ®unocodckue unen Appenusi ABrycTuHa.

30. ®oma AKBUHCKHI U pacIBET CPEAHEBEKOBOW YHUBEPCUTETCKOU TPAAUIIIH.

31. CpenneBekoBblii ciop 00 yHuBepcanusx. OCHOBHBIC MO3UIMH U TPEACTaBUTEIH.
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32.

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.

Qunocodust smoxu  BozpoxkaeHus: NPUHLIUN aHTpomoueHTpusMa. KoHIenuus «y4eHoro
He3Hanus» Hukomnas Kysanckoro.

DcTeTndeckue uaeu 3Moxu Bo3poxkieHus B IuTepaType, KUBOIUCH U MY3bIKE.

Hayunas pesomtonust XVI-XVII BB. u ee Bmusaue Ha dunocoduto Hosoro Bpemenun (Hukomait
Konepnuk, /Ix. bpyno, 'anuneo INanuneit, Mcaak HploTOH — Ha mpumepe OJHOTO Y4YEHOIO IO
BBIOODY).

@unocodust . bakona. [IpuHIUTIBI HAYIHOW WHAYKIIUH.

®dunocodus P. [lekapra. aes HoBoro metona B pusiocopuu 1 HayKe.

@unocodust b. CiuHO3b1. MOHN3M U TaHTEN3M B yueHUH CIIMHO3BI.

®dunocodus I'. JleliOHuIa: MPUHIUII TTIOPATM3Ma U TTOHATHE MOHA/IBI.

OcTeTrnka 6apoOKKO: OCHOBHBIE MPUHIIMITEL, y4EHHUE 00 OCTPOYMHH.

®dunocodus T. ['o66ca u [[x. Jlokka. [Ipobiema mo3HaHUs, COMATBHO-TIOJIMTHYECKHUE HJICH.
OcHOBHBIE IPUHLUIIBI 3CTETUKH Kiacculiu3ma. Tpakratr H. byano «Iloatnueckoe nckyccTBoy.
Odunocopust smoxu IlpocBemieHus (KIrOYEBbIE MPOOJIEMBI W TPEACTABUTEIN Ha MpPUMEpe
aHIJIMICKOTO0, HEeMeNKoro win ¢paniry3ckoro IIpocsenienus — mo BEIOOPY).
Tpancuenaentanbaas punocodus M. Kanra: obmas xapakrepuctuka. Unen «Kputuku guctoro
pasymay.

Otuka KaHTta: uaes KaTeropu4yeckoro ummeparuBa. Jcretuka KaHta: aHamMTHKa MPEKPacHOTo U
BO3BBILICHHOTO, TOHITHE TCHUSL.

Konnenmus «acrernueckoro Bocnutanus» @. Hlunnepa u uaest «3cTeTUYECKOr0 rocyaapcTBay.
®unocopcko-3CTeTHUECKUE UAEH HEMELKOro poMaHTH3Ma (Ha IpUMEpe TBOpYECTBAa OpaTheB
[nereneii, I'€npnepnuna, HoBanuca, [nefiepmaxepa, Lllenauara — mo BeIOODY).

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

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

Wnest uctopuum ucKyccTB B 3cTeTUKE [ 'erens.

[To3UTHBH3M: OCHOBHBIE MPEICTABUTEIH U UJICH.

Kputuka rerenpsitictBa B (uitocodun  BTopoit momoBuHBl XIX BB.  (A. Illomenrayap,
C. Ksepkerop, ®@. Hume, K. Mapkc — 1o BeIOODY).

«Dunocodus xuzan» (B. dunpret, ®. Humme, A. beprcon — mo BeiO0py).

OcHoBHbIE Hieu Quiocopun Mapkcu3mMa. MapKCu3M Kak KpUTHKA UACOJIOTHH U KaK UICOJIOTHUS.
Awmepukanckuii nparmatusm (Y. [Tupc, V. Ixemc, k. JIpton — o BEIOOPY).

OcHoBHble npoOiemMsl punocoduu sx3uctennmanuzma (M. Xaiigerrep, K. Scnepce, XK.-I1. Captp,
A. Kamrio — o BeIOOpY).

Amnanutuueckas ¢punocodus (b. Paccen, JI. Butrenmreiin).

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

dunocodekue unen kinaccuueckoro gpperiauzma. Heodpeitamsm.

dunocodcekas meiciab B Kuesckoit Pycu (X — Xl BB.).

®dunocodckast Mpiciab B MockoBcekoit Pycu (XIV — XVII BB.).

OcHoBHble HampaBieHus ¢umocodpckoir Mbicmn B Poccum XVIII Beka (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'. Yepnbimesckuii, B.B. Cracos — 1o
BBIOODY).

Penurunosno-dunocodcekue B3rmsaasr @. M. JlocToeBcKoro.

Penurnosno-dpunocodckue u scrernueckue B3risas JI. H. Toncroro.

@unocodust Bi. C. ConoBbeBa: KpUTHKAa OTBJICYCHHBIX Hayal M HJES LEIbHOTO 3HAHUS.
[IpoGnematuka BceeqUHCTBA, COGUOIOTUH, UICTOPUUECKOTO MpoIecca, TEOKPATHH.

Ocretndeckne uaen pycckoro cumBonmm3ma (Bm. C. ComnoBbeB, Bsu. WM. Wsanos, II. A.
®nopenckuii, A. benbrit, A. A. biok — o BeIOOpY).

OcHoBHble pritocodpckue HampasiaeHus B Poccun Hay. XX B. (Ha mpuMepe IBYX HaIlpaBICHHIA).



69. OcoGeHHOCTH pa3BUTHUs OTeyecTBeHHOU (punocodcekoit mpicnu B XX Beke (I'.B. Ilnexanos, B. U.
Jlenun, I'. T'. IlInet, A. ®. JloceB, M. M. baxTun — 1o BeIOODY)
70. ®uocodus MOCTMOAECPHA: OCHOBHBIE MPEICTABUTEIH U IPOOIeMaTHKA.

Oo0s13aTesIbHbIE TEKCTHI AJIs1 YTeHUs (1S OTBETA Ha JOTOJHUTEIBHBIM BOIPOC HA 3K3AMEHE):

I'epaknum. @parMeHThl

IInamon. Anonorus Cokpara

Ilnamon. Tlup.

Aspenuui Aseycmun. cnioBeas (11 xuura).

Jlexapm P. PaccyxlieHne o MeToe.

Kaum U. Oter Ha Bonpoc «Yto Takoe IIpocsemenne?»

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

Mapxc K. Tesucel o Deiiepbaxe.

Capmp K.-I1. Dx3UCTEeHIIMATIA3M — 3TO TYMaHHU3M.

0. Acnepc K. Beaenue B Gpunocoduro: 1. Uro takoe punocodus? 2. McToku mpoucxoxaeHus
dbunocodumn.

RBOooo~NoTgR~LNE

Jluteparypa 1Jisl NOATOTOBKU

Y4eOHUKH MO 001IUM BOIIPOCaAM

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

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

Qunocogus. Yueonux / I1oo peo. B.J[. ['vouna u E.FO. Cudopunou. 5-e uzo. — M., 2012 (u
npeovloyuue u3o.).

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

CioBapu ¥ SJHUMKJIONEIUH

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

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

CoBpemennas 3anagHas ¢punocodusi. Cioaps. — M., 1999 (u mepeunsn.).

Pycckas ¢punocodusi: Maiblii SHIMKIIONEAMYECKUil ciaoBapb. — M.: Hayka, 1995 (1 nepeusz.).

Y4eOunku no ucropun gpuiaocopun

Ucropus dunocoduu. 3aman — Poccust — Boctok. B 4-x xH. [lox pea. H. B. MoTtpommunoBoit. — M.,
1996 (u1 nepeunsn.)

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

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

3envrosckuil B.B. Vctopus pycckoii punocopuu. — M., 2000.

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

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

XpecromaTumn
Xpecromatus 1o ucropuu gunocopun. Yacts1-2. — M.: Ilpomereit, 1994.
Xpecromarus nio ucropuu punocodpun. Yactu 1-3. — M.: «Bmamgocy, 1997.

HNHocTpaHHbIi A3BIK
AHIJIMHACKHUA, HEMEI KUl AHIY3CKUH, UTAJBAHCKUI
s s Pp y s

BnageHne MHOCTpaHHBIM SA3BIKOM B II€PUOJ MHTEHCHUBHOTO Pa3BUTHSA HAayYHO-TEXHHUYECKOIO
Iporpecca OTKpPBIBA€T JOCTYII K MHPOBBIM JOCTHKEHUSAM HAYKH, TEXHUKH, KYJIbTYpPbl JPYTHX
HapOJIOB, CIIY)KUT OOMEHY HOBEHIIIMMU JTOCTHKECHUSMH B Pa3IMYHBIX 001aCTAX HAYKHU U MPAKTUKH.
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3HaHWE WHOCTPAHHOTO S3bIKA CIIOCOOCTBYET TOJYYEHUIO HeoOXoauMmon uHpopMau,
IIPAKTUYECKOMY MCIIOJIb30BAaHHUIO €€ B paboTe, MOBBILICHNIO MPO(ECCHOHANBHON KOMIIETEHTHOCTU U
MEXKYJIbTYPHOU KOMMYHUKAIIH.

N3ydyeHne WHOCTpAHHBIX SA3BIKOB B BY3€ SBIAECTCS HEOTHEMJIEMOW COCTABHOM YacThIO
MOJTOTOBKH CIIEIIMATUCTOB PA3IUYHOr0 MpOo(WiIst, MOCTYMAIOUIMX B aCIHPaHTYpy, KOTOpbIE B
coorBercTBUM C TpeboBaHusMu DI'T nOMmKHBI 1OCTHYbL YPOBHS BIAJEHUS HPOQPECCHOHATBHBIM
S3BIKOM, TI03BOJISIOLIETO MM IPOJOKUTH OOy4eHHE W BECTH NMPO(ECCHOHANBHYIO JAEATEIbHOCTh B
WHOSI3BIYHOM Cpejie.

[TocTymatone B acOUpPaHTYPY JOJDKHBI BiageTh opdorpadudeckoit, opho3mUIecKoi,
JIEKCUYECKOM, TIpaMMaTHYeCKOW M CTWIMCTUYECKOM HOpPMaMM M3Yy4aeMoro s3bplka B Ipenenax
IpOrpaMMHBIX TpeOOBaHMM By3a M MPaBWIBHO HCIIONB30BaTh HMX BO BCEX BHUAAX pPEUYCBOU
KOMMYHUKAIMHU, B HAy4HOU cepe B GopMe YCTHOTO U MUCbMEHHOTO OOIICHUSI.

Crenuduky BCTYNHUTEIBHOTO 3K3aMEHa O AHIIMKWCKOMY, HEMEIKOMY, (hpaHily3ckoMmy JuO0
UTAJIbSHCKOMY SI3bIKY IIPEJCTABIISAIOT TPEOOBaHMSI, TO3BOJISIOIINE ONPENENATh YPOBEHb 3HAHUH SA3bIKA,
YMEHUN U HAaBBIKOB 10 pa3jIMYHBIM BHUIAM pPEUEBOU JeATenbHOCTH. [locTynaromuii B acnupaHrtypy
JIOJKEH YMETh:

YUTATh JINTEPATYPy Ha HHOCTPAHHOM SI3bIKE 110 CBOCH CHEIMAIBHOCTH;

0hOpMITATH MOTYUYEHHYIO HHPOPMAIIUIO B BUJIE TIEPEBOJIA;

Oeces0BaTh Ha SI3BIKE 110 CBOEH CIEIMaTbHOCTH;

NEPEBOJIUTh CHELUATBHYIO U OOIEUCKYCCTBOBEUYECKYIO JIUTEPATYPY C MHOCTPAHHOTO SI3bIKA HA

PYCCKHUI M ¢ PyCCKOTO Ha HHOCTPAHHBIH;

BOCIIPMHUMATh MHOSI3BIYHYIO PE€Ub B PA3JINYHBIX COLUAIBHBIX CUTYaLUsX.

Ocoboe BHHMaHHME Ha BCTYNHTEIBHOM »JK3aMeHE oOpamaercs Ha YMEHHs M HaBBIKH IIO
pa3IMYHBIM BUJIaM PEUEBOM JESTEIbHOCTH:

YmeHue — BIAJICHUE BCEMHU BUIAMU YTCHHUS OPUTHHAIBHOM JUTEPATypHI 10 MpOodecCHOHATHLHON
NEATETLHOCTH (03HAKOMUTEIBHOE, MPOCMOTPOBOE, N3yUaloIIee);

2060peHue — yMEHHE COOOIIMTH TOATOTOBJICHHYIO WH(OpPMAIMI0O HAa HMHOCTPAHHOM SI3BIKE,
BJIaJICHHE HaBbIKaMU Oecezibl 10 TEME HAYYHOT'O UCCIIEOBaHUS;

Mcnonp30BaHue BCIIOMOTaTEIbHBIX MAaTEPHAIOB MIPU MOJTOTOBKE K OTBETY 3aIPEIICHO.

IK3amen eKouaem 6 ceds pazoenvl:

1. Pacckasz o meme ceoeco 6y0yweco HayuHo2o ucciedosanus (HaydHO-KBaATU(PUKAITMOHHON pabOThI) —
10-15 munyT.

2. beceoa na unocmpannom s3vike Ha memvl, NPOUOEHHBLE 8 BY306CKUX KYPCAX NO UCMOPUU MY3bIKU U
ucmopuu uckyccme — 5-10 MUHYT.

Kpumepuu OUECHKU omeema.

Iloozomoenennas u Henoo2omos1eHHAA peib Ha UHOCMPAHHOM A3blIKe
110 CIICHMAaJIbHOCTHU 3K3aMEHYEMOT' O

«OMIUYHOY rIyOOKOe 3HAHUE TPECTABICHHOMN MPOOIEMBI, OTIIMYHOE BIIAJICHHE
(5 6annos) JICKCHYECKUMH, TPAMMATHYECKUMHU ¥ CTHIIMCTHYECKUMHI HOPMaMH
«xopouLoy XOpoIlee 3HaHUE TeMBbI, OT/ICTbHBIC TEKCUYECKIE U TPaMMaTHIECKIE
(4 6anna) omuoOku (10 5 onmboK)
«y00671emeopumenbHoy» | yIOBIECTBOPUTEIbHOE 3HAHNE MPEICTABICHHON TEMBI,
(3 6anna) TEPMHUHOJIOTHYECKHE OMMOKH, HAPYIICHUE TPAaMMaTUYECKUX U

CTHJIMCTUYECKUX HOPM (5-9 ommboK)
«HEYO0811em8oOpUMenbHOy | YIAOBIECTBOPUTEILHOE 3HAHUE MPEACTABICHHOM TEMBI,
(2 6anna) TEPMHUHOJIOTHYECKHE OMMOKH, HAPYIICHUE TPAaMMaTUYECKUX U
CTHJIMCTUYECKUX HOPM (5-9 ommboK)
«HEYO0ETeMEOPUMETbHOY OTBET HAa OCHOBHOU U HvaBo/:[ﬂmHe BOIIPOCHI HEMOJIHBIN, HECBSA3HBIM,
(1 6ann) HEapryMEeHTHPOBAHHBIN; TOMYIIEHBI TPYObIe OMMOKY B }
OTIPENICTICHUSX, 1aTax U T.II., UCKAKAIOIINE CMBICT TOHSATHI
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IIpumepHBIil YPOBEHDb CJI0KHOCTH JIEKCUKH

AHIIMHACKUA 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
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
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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.

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
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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.

DpaHLy3CKHH 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 I'eau et celui
du ciel.

Pour traduire les trois ordres d'impressions que nous recevons de ce spectacle, la musique
dispose de trios éléments: 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 l'oeil y percoit.

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. lls 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
éléments de la peinture. Il les divise a I'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 premiére partie s'intitule "De I'aube a midi sur la mer", c'est-a-dire le passage de
I'aube au grand jour, et traduit I'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 I'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’ap6tre le plus éloquent de la polytonalité. Ce n'est pas du tout le
fin musicien, I’artiste subtil et délicat qu'est par exemple son ami Louis Durey. Ce n'est pas lui qui
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mettra en musique Théocrite ou Pétrene. La pureté de le. ligne n'est point son souci dominant, ni les
élégantes ciselurces d'un détail, ouvragé. 1l 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'idees,
"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 I’effet jusqu’a vous briser parfois dans des
violences trop continGment 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 premiére audition de la seconde Arabesque eut
sans doute lieu le 23 mai 1894. Par rapport a la Danse bohémienne de 1880, le progrés 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 1égéreté 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 tres neuf de la courbe vocale, harmoniquement
statique, qui est I’essence méme de 1a 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 trés
justement I’origine, dans la libre volute du chant grégorien, et dont il voyait I’apogée dans I’ceuvre de
Bach. Les deux pieces sefréclament de la forme ternaire, mais infiniment mieux équilibrée que dans la
Danse bohémienne. Si les souples triolets de la Premiére Arabesque en mi majeur peuvent évoquer
encore Massenet, mille détails, dans le traitement évoquer encore Massenet, mille details, dans le
traitement des arpéges, dans I’aisance des modulations, annoncent I'évolution future du musicien. La
péroraison en demi-teintes de la Deuxiéme Arabesque en sol majeur fait penser a I’humour des piéces
anglaises comme Général Lavine.

L’Arlésienne

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

Cette partition n'est pas celle d'un opéra ou d'un opéra comique: les personnages de la piece
parlent et ne chantent pas. Bizet a seulement écrit une ouverture, des entr’actes ou intermedes joués a
rideau baisse, quelques cheeurs et des phrases d'orchestre qui soulignent les scenes principales de la
piéce. On connait le sujet de cette piece dont I’héroine ne parait pas: ¢ est I'histoire d'un jeune paysan
provencal qui, en apprenant I'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 facon 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 Suites les pages principales. La premiere suite comprend
I’ouverture, ecrite d'apres le chant populaire de la Marche des Rois, L’intermezzo rapide occupe
I'entr'acte du 2 au 3 tableau, un court adagio et le carillon qui précéde le 3° acte. La deuxiéme suite
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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 publiée 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 célébre et richissime protectrice de Tchaikoveki. Le 8 septembre
1880, de Fiesole, pres de Florence, Mme von Meck écrivait précisement 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 manguée et le tout manque
d'unité”. Ce jugement sévére u'est pas tout a fait injustifie, 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 median en si majeur, la reprise, tres
écourtée, 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 gewdhnlich die Sonate fir Klavier und Violine Op.47, die dem
beriihmten Geiger Rudolf Kreutzer gewidmet ist. Geschrieben wurde sie 1805 fur den Violinwirtuosen
Brigetower, der damals in Wien konzertierter. Ries teilt mit, daR diese Sonate in kurzer Zeit entstanden
ist, "obschon ein Teil des ersten Allegros friih fertig war”.Brigetower drangte ihn sehr, weil sein
Konzert schon bestimmt war und er seine Stimme tben wollte. Eines Morgens lie mich Reethoven
schon um halb fiinf Uhr rufen und sagte: Schreiben Sie mir diese Violinstimme des ersten Allegros
schnell ans. (Sein gewohnlicher Kopist war ohnehin beschéftigt.) Die Klavierstimme war nur hier und
da notiert. Das so wunderschéne Thema mit Variationen aus F-Dur hat Bridgetower aus Beethovens
eigener Handschrift im Konzerte morgens um 8 Uhr spielen mussen, 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.
Beethoven setzte nachher an dessen Stelle, da es doch fur diese Sonate zu brillant sei, die Variationen,
die sich jetzt dabei finden.

Dal die Kreutzersonate technisch nicht leicht ist und in der Auffassung nur von echten Kinstlern
bewaltigt wird, sei angemerkt. Die beste Auffiihrung, die ich gehort habe, war die durch D’ Albert und
Bronislav Hubermann.

Robert Schumann

Die dritte Symphonie ist in Disseldorf 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
zuriickzufuhren; 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 maRigem ZeitmaR verleiht diesem Satz eher den Charakter eines Menuetts.
Der dritte Satz ist trdumerisch und elegisch, wahrend der vierte feierliche Tone anschlagt; 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
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Zeremonie". Schumann hat diese Bezeichnung jedoch, um jeden Gedanken an eine Programmusik
auszuschliel3en, wieder gestrichen.

Bald nach dem groRen 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 Ubergab es , nachdem er inzwischen zwei weitere Symphonien geschrieben hatte,
als seine vierte Symphonie, dieder Entstehung nach also die zweite ist, der Offentlichkeit.

Auler seinen vier Symphonien sind von den Orchesterwerken Schumanns nur noch einige
Ouvertliren 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” (nd
"Genoveva" nicht aus. Die Manfred-Ouverttre darf zu Schumanns bedeut endsten Werken (berhaupt
rechnen.

MOZART

Das Bedeutendste, was Mozart fir das Klavier geschaffen hat, eine seine Konzerte. Die Jahre
1783 bis 1786, wo er am moisten aufgetreten ist, waren fir 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 Oktavengange bekannt waren, vermeidet er sie. Er glaubte, sie
konnten der Leichtigkeit und Geschmeidigkeit der Hand schaden. Legte Mozart einen grof3en Wert auf
Klarheit und Geldufigkeit, so waren seine geistigen Anforderungen an den Inhalt nicht weniger
bedeutend.

Die Rolle, die Mozart dem Orchester Giberwies, muR 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 lief3 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 ausschliel3lich 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 grof3en Zeitgenossen Chopin ebenburtig. Die Werke des spaten
Beethovens missen auf Schumann einen groRen Einflu} ausgelibt 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 wahrend der Heidelberger
Studentenzeit entstandene und als Werk 1 veroffentlichte Arbeit sind die Variationen tber den Namen
"Abegg".

Die "Phantasiestlicke™ 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 kdnnen. Das trdumerische "Des Abends™ und die
humorvollen "Grillen™ sind als die bekannteren hervorzuheben.

HUTanbaHcKui A3LIK

L’ULTIMA OPERA BUFFA

Cosi fan tutte (1790) é I'ultima opera buffa composta da Mozart ed € anche I’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). Il 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 é 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, 1o
hanno fatto invece Wagner e Beethoven, naturalmente in senso negativo. Ne hanno dato un giudizio
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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 I'opera, il che non gli impedi certo di utilizzare come modello per la sua
grande aria di Leonora [nel Fidelio] il rondo 'Per pieta’, 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'e alcun dubbio che questo sia uno dei segni migliori della sua attualita e vitalita. Nell’Ottocento si
cerco addirittura di “salvare” la musica di Mozart sostituendo lo “scandaloso” libretto di Da Ponte con
un testo piu innocuo, e 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'é alcun motivo di credere — come piu volte é stato ditto — che il
compositore Yabbia musicato malvolentieri.

UNA TRAGEDIA CHE FECE FURORE

Norma é 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'e la musica se non esce dalla Norma ricolmo delle ultime pagine
del secondo atto fino a traboccarne”.

Non molto ci é noto delle vicende biografiche che ne accompagnarono la composizione, e 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 I’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 I’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 I’opera
prima dell’inizio fissato per le prove (il 5 dicembre); un periodo che puo 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 i libretti musicati da
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. | 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 inizio a comporre
senza fretta, certo che I’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 é 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 e 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
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era piuttosto soddisfatto. Delle fasi successive della composizione sappiamo poco, perché il carteggio
belliniano é assai lacunoso.

LE ISPIRAZIONI DI DA PONTE

Le fonti dirette del libretto, quelle cioe da cui Da Ponte prese le mosse, sono difficilmente
individuabili. Il 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 e facile
ricondurre il tema centrale di Cosi fan tutte — due giovani innamorati mettono alla prova la fedelta
delle rispettive amanti — a opere letterarie e 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; é 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 topos 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.

HNHocTpaHHbIi A3BIK
(pycckuii)

JK3aMeH COCTOUT M3 JBYX Pa3lesioB, KaXIbld M3 KOTOPBIX OIEHHMBACTCS MO S5-0ayuTbHOM
CUCTEME OIICHOK C MOCJICYIOIIUM BBIBEJICHHEM cpeaHero Oamna. Llenb sk3ameHa onpenenuTh ypoBEeHb
S3IKOBOM M KOMMYHHMKAaTHBHOM KOMIIETEHIIMM TOCTYMAIOLIEro MJs peUIeHHs 3aJady B paMKax
O0IIEsA3BIKOBOTO, Y4€OHO-HAYYHOTO U KYJIbTYPHOTO OOILICHHS.

Ha »kx3ameHe aOMTypHEHT-WUHOCTpaHel] JOKEH MPOJEMOHCTPUPOBAaThH YMEHHE MOJIb30BAThCA
PYCCKHM SI3BIKOM KaK CpPEICTBOM MPOQPECCHOHATHHOTO M KyabTypHOro oOmienus. [loctynaromuit
JOJKeH BIageTh Op(O’MUYECKUMH, JIEKCUKO-TPaMMAaTHUYECKUMH, CTUIUCTHUYECKUMH HOPMaMH
PYCCKOTO si3pIKa B Mpeaenax MPOTPAaMMHBIX TPEOOBaHWMU, a TakKe BIAJETh MPUEMAMH PYCCKOTO
peueBoro moBeneHusi (yposens TPKU-2 /B2 — European Language Portfolio — gy BeIMyCKHUKOB
By30B; ypoBeab TPKU -1 / Bl — European Language Portfolio — mns mpomieammx AByXrogudHOE
oOyueHue B Ka4eCTBE CTAKEPOB).

AOUTYpHUEHT IOJDKEH BJIAJIETh MOJTOTOBICHHON M HEMOATOTOBJICHHOW MOHOJIOTHYECKON PEUblo
Ha PYCCKOM SI3bIKE; BJIAJIETh JHUAJIOTHYECKON PEYbl0 B CHUTYallUX OBITOBOTO U MPOECCHOHATHLHOTO
oOuieHust B mpenenax mporpaMMbl. OH JOJDKEH MOHMMATh Ha CIyX PYCCKYIO IUAJIOTHYECKYIO U
MOHOJIOTHYECKYIO PeUb MO0 CIEeNUaTbHOCTH, BKITIOYAst TIEKIUHU (7151 BBIMYCKHUKOB BY30B).

TpebGoBanusi K BCTYNHUTEIbHOMY O3K3aMEHY B aCCHUCTEHTYPY-CTaKHPOBKY U acIHUpaHTYpy
NpUOIMKEHBI K TPeOOBAaHUM K K3aMEHY 32 MOJHBIN By30BCKUN Kypc 00yUYEHHSI pyCCKOMY SI3BIKY Kak
WHOCTpaHHOMY, T.e. cooTBercTByloT Il ceprudukanmmonnomy ypoBHiO ['ocymapcTBeHHOTO
obpazoBarensHOro crangapra no PKU (obmiee BiageHue + npoeccuoHANbHBINA MO ).

DK3amen ek0uaem 6 ceda 0ea pazoena.

1. Pacckaz o meme ceoeeo 6yoyujeco HayuHoeo ucciedosanus (HayqHO-KBATH(PUKAIIMOHHONW pabOTHI).
[IponomxurenbHOCTh 0TBETa — 10 MUHYT.

2. Beceda na unocmpaHHoMm s3viKe Ha membl, NPOLUOEHHbLE 8 8Y308CKUX KYPCAX NO UCMOPUL MY3bIKU,
UCmopuu UCKYCCme U pycckoeo A3vika — 9-10 MUHYT.
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Kpumepuu OUECHKU omeema.

Iloozomoenennas u Heno0020MOGIEHHAA PeUb HA UHOCMPAHHOM A3bIKe
10 CTHENHATBHOCTH SK3aMEHYEMOTO

COMAUYHOY MMOHUMaHHUE BOIIPOCOB M BBICKA3bIBAHHI YK3aMEHATOPa, OTIMYHOE BJaJCHUE
(5 6annos) JICKCHYECKUMH, TPAMMAaTHYCCKUMH U CTHIIMCTHUYCCKUMHU HOPMaMH, TIOJTHOE
COOTBETCTBHE COJICPIKAHUS TEKCTa 3asBICHHON TeMe, JIOTUYHOCTh U
CBSI3HOCTh peuH, (haKTHIEeCKass TOUHOCTh, aZicKBaTHAs PEaKIUsl Ha PEILIUKHY,
YMEHHE BbIpaXkaTh U apryMEHTHPOBATh CBOIO TOUKY 3PEHUS, JaBaTh
Pa3BEPHYTHIN OTBET
«XOpOULOY MMOHUMaHUE BOIIPOCOB M BBICKA3BIBAaHUI HK3aMEHATOPA, XOPOIIee 3HAHUE
(4 6anna) TEMBI, OTJCITbHBIC JICKCHICCKUE U TPAaMMATHICCKUE OITHOKH (10 5 ommOoK),
COOTBETCTBHE (B IIEJIOM) COJICPKaHUsI TEKCTa 3asSBJICHHOMN TeMe, IOTHIHOCTh
U CBSI3HOCTB pPeuH, PakTHUECKas TOUHOCTh; aJICKBaTHAs peaKIus Ha
PEIUIMKH, YMEHHUE BBIPa)KaTh CBOIO TOUKY 3PEHUs, 1aBaTh OTBET C MIOMOIIbIO
HABOJISAIINX BOMPOCOB
«Y0081€MBOPUMENLHOY 3aTpyHCHMSI B TOHMMAaHWUU BOIIPOCOB ¥ BRICKA3BIBAHUIA SK3aMEHATOPA,

(3 6anna) YIOBJICTBOPHUTEIBHOE 3HAHKUE MTPEICTABICHHOW TEMBI, TEPMHUHOIOTHUECKUE
OIINOKH, HAPYIIICHHE TPAMMAaTHYCCKUX U CTHIMCTHYSCKUX HOpM (5-9
OIMOO0K), HETIOJIHOE COOTBETCTBHUE COJICPIKAHUS TEKCTa 3asBICHHON TeMe,
OIIMOKY B JIOTHYHOCTH U CBSI3HOCTH, B (JaKTUYECKON TOYHOCTH, 3aMeJICHHAS
peaKius Ha PEILIUKY, SIBHbIC 3aTPYIHECHUS U OIIMOKYA B YMEHUH BBIPAKATh
CBOIO TOYKY 3PCHHSI, JaBaTh Pa3BEPHYTHIA OTBET U ApIYMEHTHPOBATH CBOIO

MO3ULIUIO
«Hey0081emBOPUMENIbLHO» | CEpbe3HBIC 3aTPYIHEHHS B IOHUMAHUHU BOIIPOCOB M BHICKA3BIBAHUIA
(2 6anna) 9K3aMEHATOpa, YAOBJIETBOPHUTEIHHOE 3HAHHUE MTPEICTABICHHON TEMBI,

TEPMUHOJIOTUYECKHE OIIMOKH, HApYLICHUE TPaMMaTHIEeCKUX U
CTHIJIMCTUYECKUX HOPM (5-9 ommOO0K), HECOOTBETCTBUE CONEPKAHUS YCTHOTO
pacckasza 3asBJICHHON TeMe, HETOYHOCTH B U3JI0KEHUH (PaKTOB, HAPYIIICHUS
JIOTHYHOCTH U CBA3HOCTHU
«HEYO0EIEMEOPUMETHHOY Hel'IOHI/IMUaHI/Ie BOIIPOCOB U BBICKA3bIBAHMI1 SFSaMeHaTOp%, OTBET Ha

(1 6ann) OCHOBHOU U HAaBOJSAIIME BOIIPOCH! HETIOJIHBIN, HECBA3HBIM,
HEapryMEHTHUPOBAHHBIH; JOMYIICHBI TPYObIC OIIMOKH B
ONPENENEHUAX, JAaTaxX U T.I., ICKaXAIOIIHE CMBICI IOHATUI

IIpuMepHBIH YPOBEHDb CI10KHOCTH JIEKCUKH

HUcnonnurenscknii Tagant A.H. Ckpsadnna

Anexcanap HuxonaeBuu CkpsiOMH BoIIed B MCTOPHIO MY3bIKM HE TOJBKO KaK KOMIIO3UTOD,
o0nafaBmIuil SIPKUM HEOOBIYHBIM CTHJIEM, HO M KaK HE MEHee OpPUTMHAIbHBIA nmuaHuct. 1 B 3TOM
OTHOIIEHWH MOKHO TMPOBECTH THapauie]b C BbIIAIOIMIKUMCA KOMIO3UTOPOM-HUCIOIHUTEIEM
PaxmanunoBbIM. OJHAKO 371€Ch €CTh CYIIECTBEHHOE OTNIMYMe — eciu Jisi PaxmanunoBa CxkpsiOnHa
OHa He 3aHsuta Takoe Mecto. C Npyroil CTOPOHBI, TBOPUYECTBO W HMCHOJHUTEILCTBO CKpsiOMHA
HEPa3phIBHO CBS3aHBI, OHU JIBYEAWHBI MO CBOEH cyTH. MHOTHME OCOOCHHOCTH HCIIOJTHHUTEIHCKOM
MaHepbl CkpsiOvMHa - HEepBHasi BO30YXJIEHHOCTb, HEYJIOBUMO M3MEHUYUBBIE TEMIT U PUTM, TOHYAMIIAs
rpajanus 3By4aHHs - HAllUTM OTPaKECHHE B €ro GopTenuaHHoOM TBopuecTBe. CKpsAOMH ObUT HE TOJIBKO
TeHUATBHBIM KOMITO3UTOPOM, '"3BE3/I0M MEpBOM BEJIMYMHBI', HO M YPE3BBIYAMHO CBOCOOPa3HBIM
nuanuctoM. Hanbonee sipko muanu3m CkpsiOMHA pacKpbIBAICSA B UCIIOJTHEHUH UM CBOMX COOCTBEHHBIX
COYMHEHMI. DJTa SIBHO BBIpA)KCHHAs HANpPaBJIEHHOCTh HHTEPECOB KOMIIO3UTOpa Oblla CBs3aHa, B
MIEPBYIO OUYEPE/b, C YCIOBUSMU €r0 JKU3HM, C PAaHO BBISIBUBLIECHCS MMAaHUCTUYECKON oJapeHHOCThI0. C
JNETCKUX JIET OH poc B Mupe ¢oprenuanHon My3biku. Kpome Ttoro, CkpsOWH mMody4dan CBOE
oOpa3zoBaHue y u3BecTHOro Mmockosckoro nenarora H.C. 3BepeBa, a 3atrem y B.M. CadonoBa, Takxke
pa3BUBIIMX NHAHU3M MOJIOAOr0 My3bikaHTa. CadOoHOB OYeHb OBICTPO OLEHWUT BBIJAIOLIEECS
MIMAHUCTUYECKOE 1apOBAHME IOHOIIM, U BCKOPE IPHU €ro NOJAEPKKE HAYMHAETCS UCIOJHUTENbCKAS
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nesrenbHOCTh CKkpsiOMHAa Ha KOHLEPTHOM ocrpane. Ilpuemsl, koTtopble mokazan emy CadoHoB,
nomoraiii CKpsiOMHY YCIEIIHO CTIPAaBIATHCS ¢ TAKUMH TPYAHBIMU Mpou3BeAeHus MU, kak Konnept No
1 ®. Jlucra, no3nHue coHarbl berxoBeHa, BupTyo3Hsle 3ToAbl lllymana, nbecsl lonena. Opgnako
MOJIO/ION MUAHUCT, a3apTHO YBJIEKIIUCH PA3BUTHEM CBOEH MUAHMUCTHUECKON TEXHUKH U He o0aas oT
IPUPOJBI TOCTATOYHO KPEMKOW M BBIHOCIUBOW KOHCTHUTYIHMEH, MEpeurpai npaBylo pyky (momoOHas
HUCTOpHS Cy4duiach B cBoe BpeMms ¢ wmonoasiM Illymanom). B Hauane 90-x romoB mepBbie
¢doprenuannbie omycbl CKpsiOvHa MOSABISAIOTCS B MOCKOBCKOM m3aarenberBe I1. FOprencona. B atux
nepBbIX counHEeHHUsIX CKpsOMHA TOBOJIBHO SIBCTBEHHO OIMYIIAINCH CIEAbl BO3ACHCTBUS YalKOBCKOTO,
Jlucra u ocoberno ropsuo mobumoro um Illomena. IlocTeneHHO MM MOJOJOTO KOMITO3UTOpA H
MUaHUCTa MPUOOPETAET U3BECTHOCTh B MY3bIKaIbHBIX Kpyrax Mockssl u IletepOypra. U Tam u 31ech y
HETO MOSABISIOTCS KaK TOpsSYHe MOKIOHHUKH, TaK U — M0 Mepe OOpETeHUsI UM OPUTHHAIBHOTO CTHIIA -
speie HemoOpoxenarenu. Eme B Te panHue roapl CkpsOWMH 001aman COMyTCTBOBABIICH €My BCIO
KHU3Hb CIIOCOOHOCTBIO C MEPBBIX )K€ B3ATBIX UM AaKKOPAOB YCTAHABIMBATH NCUXUYECKUN KOHTAKT C
ayJIMTOPHEH, UCTOYATh OT ce0s HEKW HEPBHBIN, THITHOTU3UPYIONTUH TOK, HEOTPA3UMO MOKOPSIBIIHI
ee. B ucnonnennn CkpsiOuHa ero coOOCTBEHHbIE COUMHEHMS Ka3aJlUCh UMIPOBU3ALMAMHU, KaK Obl TYT
K€ POXKIAABIUIMMUCSH, €HI€ HOCHBIIMMHM HEOCTBIBIIMN IbUI TBOPYECKOTO BIOXHOBEHHMS: CTOJBKO
CBOOOJIBI U MPUXOTIMBOCTU OBLIO B €r0 UIPe, TAKOH CBEKECTHIO M HEMOCPEICTBEHHOCTHIO BESUIO OT
Hee. HMcmomuurtenbckuit  oOmmk  3penoro  CkpsiOMHA  JOCTAaTOYHO  MPOTHBOPEUYWB.  ITa
POTHBOPEYNBOCTh, B YACTHOCTH, CKa3ajach B TOM, YTO B MEpPHOJ >KHU3HM, Korga CKpsOuH co3naBal
CBOM NO3JHUE IPOU3BEICHUS, OH CPABHUTEIBHO MajO0 Mrpal MX B KOHIEpTax. BoceMas coHara,
HarnpumMmep, He ObliIa UM UCTIONTHEHA HU pa3y. CKpsAOUH-TIMaHUCT MPOIaraHIupOBall IPEUMYIIECTBEHHO
cBou counHeHuss 10 50-x omycoB. McronHuTenbckas, Kak M KOMIIO3UTOPCKas, JEATEIbHOCTh
CkpsiOuHa BcerJa BbI3bIBajla MHOTOYHMCIIEHHBIC CIIOpPI W HEOJHO3HAYHbIE OT3BIBBI, YTO
CBUJETEIBCTBYET O TOM, 4T0 CKpsiOUH ObLI, HECOMHEHHO, BEJIMKUM MY3bIKaHTOM. PerieH3uu Ha ero
urpy ObUIM OYEeHb NMPOTUBOpPEUMBBHI. OJHUM Ka3aloch, YTO Kak MUAHUCT, CKpsOWH HE MpeAcTaBiseT
co0oif mepBOKIacCHOM BenM4MHBI. Ero TexHuka He OnecTtdina, yaapy HEJOCTaeT CHIIbI, TOH €ro
HECKOJIbKO 0JfHOOOpa3eH. [lpyrue cunranu, 4To HeNlb3sl TOBOPUTH O ero TexHuke. O Hel He TyMaelb,
ciymias ero urpy. Ciapluiib TOJIbKO U MEPEKUBACILb TO, YTO OH CBOEH TBOPUYECKOM BOJIEH 3aCTaBIISIET
CIIBIIIIATh M TIEPEXKUBATH, - 3TO BelnYaiiniee HCKyccTBO. [loromy, MoxeT ObITh iMeHHO CKpsiOWH U HE
BUPTYO03, HE UCTIOJHUTENH OOJIBILIOTO KOHIIEPTHOTO 3aJia, — CIMIIKOM TOHKA €r0 Urpa, CIMIIKOM MHOTO
B HEIl HIOAHCOB W HAcTpoeHus. M B 3TOM OTHOLIEHMM OH IIOX0)K HA CBOEro JYXOBHOI'O
npenumecrseHHrka — [llonena. Bee 3Ty oueHkH eme pa3 MOAYEPKUBAIOT TaKUE OCOOEHHOCTH UIPHI
CkpsibuHa, KaK UMITPOBU3AIMOHHOCTh, TOHYAMIIAS HIOAHCUPOBKA, MPE00IalaHue TUXUX 3BYYHOCTEH,
B rpasanuy KOTOpeIX CKpsiOMH OB HETTOBTOPHUM.

Cxpunuynoe teopyectBo U. C. baxa

Cxpunuunoe Hacnenue WM. C. baxa, XOTS OHO U OTHOCHUTEJILHO HEBEJIMKO, OKa3aj0 BO MHOTOM
OTIpe/ICTISIONIee BIMSHUE Ha CTAHOBIIEHHWE EBPOIEHCKOTO CKpPUIIMYHOro HuckKyccTtBa. Jlo cux mop
COXpaHSIET OTPOMHYIO XYIO0KECTBEHHYIO II€HHOCTh. bbUIO OBI, OJHAKO, HEBEPHO BBHIICIATH B
TBOpuecTBe baxa m paccmarpuBaTh OTAENbHO crenuUKy CKpUIIUYHOTO CTHIA. Buaumo, ciemyet
TFOBOPHUTH O TCX WJIM MHBIX YCPTAaX TPAKTOBKH CKPHIIKK B paMKaxX €ro nejIoCTHOI0 KOMITIO3UTOPCKOIO
MBIIIIEHHS], ONMPAIOIIETOCS] CKOpee Ha OPTaHHbIE U XOPOBbIE BHIPA3UTENbHBIE CPEACTBA U TEMOPOBBIE
KOMIIJICKCBI, MBbIINIJICHUS, HOCAIICTO CUHTETUYECKUU XapaKkTep, TBOPUCCKU B06paBLHeFO n
nepepadoTaBIIEro JOCTHIKEHUS €BPONECHCKON MY3BIKAIBHOW KyNbTYyphl. [lomudonndeckuii xapakrep
MbIIUIEHUs baxa sApKo NposiBUIICA U B €r0 CKPUIIUYHBIX NMPOU3BEACHUSIX. OH KOPEHUTCS B TPAIULUAX
HapOJHBIX HEMEIKUX TaHLEB, HAPOJHOW HMHCTPYMEHTAJIbHON HPAKTHUKH MHOTOTOJIOCHOW HWIpPbl Ha
MHCTPYMEHTaxX C OypAOHHUPYIOIMMH cTpyHamMu. Henb3s He yUMTHIBaTh M TPAJAULUN MIPHI HA BUOJAX
(ocobenHo ramOe), JOJbIIE BCEro 3aJepikaBImIMXcs MMEeHHO B ['epmanun. B dhopmupoBanum
0axOBCKOTO CTHJISI 3aMETHBI MTAJbSIHCKUE TPAJUIIMU, B IEPBYIO OodYepeab UAyIHe OT BuBambau, 4To
cKazajioch Ha monxojie baxa k kpynHoii popme, hopMHpoBaHUH B €70 TBOPUECTBE MPEIKIACCHUECKOTO
TUNIA CKPUIIMYHOTO KOHLEpPTa. B TpaKTOBKE CIOWTHI W CTApUHHONH COHAThl OCOOCHHO 3aMETHBI
YellCKHe, MOJNbCKUE, 0TYaCTH (paHily3ckue BiusgHus. Ho, Tak win nHaye, BCe ATH BIUSHUS OCTAIOTCA
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JUIIb B Tpefenax «BEpPXHEro ciosi» — (akTypbl, OTICIBHBIX IPHUEMOB, TpaHed (QOpPMEI.
[IpeobOpazoBanHbIe TBOpUECKOHN (paHTa3MEH TEHUSI, OHH TIOJYYal0T HHOE XY/I0KECTBEHHOE OCBEIIECHHUE,
npUoOpeTaloT CaMOOBITHBIN XapakTep. YHUKAIbHBIM CO37aHHeM 0aXOBCKOTO I'€HHsI SBISIOTCS IIECTh
COHAT M MaPTHUT ISl CKPUIKH coto (Hanmucanbl okojio 1720 rona B Kérene). 3aeck ckpurika, B OTIUIHE
OT UTAJIbSIHCKUX TPAagULMi, TPAKTYeTCs KaK CaMOCTOSITENIbHbII MHOTOTOJOCHBIM HHCTPYMEHT,
o0jafalolmuil  OTPOMHBIMHM  BBIPA3UTENBHBIMU BO3MOXKHOCTSIMM — U TIOJHO3BYYHEM OpraHa, u
BOKQJIBHOM TMEBYYECThIO, THOKOCTHIO YEJIOBEYECKOI0 Iojioca, U 60rarcTBOM OpPKECTPOBBIX TeMOpoB. B
coHaTax bax mpojomkaeT Kak TpaaulMi HEMEIKOW HApOJHON MY3BbIKH, CBSI3AHHBIE C MHOTOTOJIOCHOM
GbakTypol, HUMOPOBHU3AIMOHHOCTBIO  H3JIOKEHHSA, TPAKTOBKOM TaHIEB, TaK M  TPaIULUU
npodeccnoHaTbHOM MY3bIKM HEMELKUX, UTATbSIHCKUX M aBCTPUUCKUX KOMITO3UTOPOB. bax BO MHOroM
U OTKa3bIBAE€TCA OT NMPEKHUX TPAAULIMN, IEPEOCMBICIMBAET UX, CO3AET HOBBIE. Y HETO COBEPILIEHHO
OTCYTCTBYET CKOpJaTypa MpuMeHeHHe O0JIbIIOro KoauuecTa ykpameHuid. OH MUPOKO ONMUpaeTcs Ha
SApKHE 3BY4YaHMs, YaCTO MCIOJB3YET OTKPBITbIE CTpyHbl. He ciydaiiHO ABe COHATBl M JIBE MapTHUTHI
HamucaHbl B TOHAIBHOCTSIX BCEX OTKPBITHIX CTPYH CKpHUNKHU. B 11e10M HE0OXOAMMO paccMaTpuBaTh
COHATHl ¥ MApTUTHl KaK €IWHBIA IPaHAMO3HBIA LUKJ, PACKPHIBAIOIINN OMpEAEIeHHYI0, (PHI0COPCKU
HACBIIICHHYIO MpOrpaMMy, B KOTOPOM HaXxOASAT OTPAKEHHE W3BEYHBIE TEMbl XKU3HHU U CMEpPTHU
YeJoBeKa. XOTs MO cXeMe CKpunHuyHas coHara y baxa cxomna c¢ conaroil da chiesa mrambsHCKHX
KOMIIO3UTOPOB, HO CaMa TPAaKTOBKAa COJEp>KaHUs 4YacTed BO MHOIOM OTJIM4YaeTcs. Tak, INepBble
ME/IJICHHbIE YaCTH COHAT y UTAJbSHIIEB PECTABISIOT COO0W OOBIYHO BCTYIUIEHUE K OBICTPON YacTH,
B TO BpeMsi Kak y baxa 3TO — mOJHbIE NaTeTUKW W SKCIPECCHH CAMOCTOSITEIbHBIE YacTU
MOHOJIOTHYECKOT0, pEUNTATUBHO-UMIIPOBU3AIMOHHOTO XapakTepa. Bropele wactu y baxa — ¢yru,
MOJIHO3BYYHbIE, OOraTble TMHAMUYECKUM Pa3BOpOTOM pa3BuTHUS. X 00pasbl CBs3aHBI C JECTBHEM,
KOJJICKTUBHBIM HayajoM, Oojee OOBEKTHBHBIM XapaKTepOM BBIpaKEHHUS. TpeTbH dYacTu —
JUPUYECKUN IeHTp coHaThl. lllupokas HameBHOCTb, 3MOLMOHAIbHAS MPUIOIHATOCTh, IOPOU
MPOSIBIISIIOIIASCS  «UYBCTBEHHOCTb» HWHTOHAIMH, CYOBEKTHUBHAs JMPUYHOCTb BBICKA3bIBAHHS, 3TU
YEepThI CTAHYT XapaKTEPHBIMU JJI1 MYy3bIKM BTOPOU MOJIOBUHBI BeKa. 3/1ech bax onepexaer BO MHOTOM
MY3BIKQJIbHOE Pa3BUTHE CBOETr0 BpeMmeHU. PuHaIBl cOHAT — MOJIM(POHUYHBL, B HUX bax mactepcku
MpPUMEHSIET CKPBITYI0 Monudonuto. OHM BO MHOTOM MOTOPHBI, UM CBOMCTBEHHBI CEKBEHTHOCTD,
MOBTOPHOCTb, OJJHOTHUITHOCTD (haKTypHBIX (puryp. My3bika (pMHAJIOB BBI3BIBAET ACCOIMALIMU C TOTOKOM
CaMoO# JKM3HHU, CTPEMHUTEIIBHOCTBIO BpeMeHH. 311ech bax qocturaer O0bIION ETbHOCTH HE CTOJIBKO 3a
CUeT JpaMaTypruu (B 3TOM OTHOIIEHUHM IJIABEHCTBYIOT IIE€PBBIE JIBE YacCTH), CKOJBKO 3a CUET
00001IeHNs, CO3AaHUs OUIYUICHHsS Mpa3gHuKa. MOXXHO OTMETUTh B CBSI3U C 3THUM M HEKOTOpOe
MPOHUKHOBEHUE >KaHPOBO-TAHIIEBAJBHBIX 3JEMEHTOB (OHHM, KOHEYHO, INPHUCYTCTBYIOT, IMOpOH B
CKPBITOM BHUJIE, U B IPYTUX YACTAX, 0COOeHHO B (pyre). CkpunuuHble MapTUTHl baxa sBISIOTCS Kak Obl
aHTUTe30i coHaT. CoHaTa M MOCIENYIONAas MApPTUTA COCTABIISAIOT KOHTPACTHBIE MaphI (JIBE MEPBBIX —
MUHOpHBIE, MOCIeHss Mapa — MakopHasi). OCHOBY JIByX MEPBbIX COCTABJISAIOT TPAJAULIMOHHBIEC YACTH
CTapHHHOH CIOMTHI — ajlIeMaHJa, KypaHTa, capabanna, xura, 0yppe. Ho y baxa onu — He mpocto
TaHIIeBaTbHBIE HOMepa. OOpasHas wmertamopdosza 37ech 3HauMTeNbHAa. Hawmboniee cBeTsIOM,
KHU3HEepaJocTHOH siBisiercss Tperbst maptuta E-dur. OHa BO MHOTrOM mpenBocXuIlaeT cTwib baxa
JEUIUNATCKOro Imnepuona. VIMEHHO OHa CTaHOBUTCS 3aBEPIICHHEM BCErO IMKJIA, €r0 HUTOrOBBIM
cMbicioM. TakuM 00pa3oM, IKCO3uIMs IHKIa — (uinocopckoe pasmbliuieHne — conara g-moll,
HauboJee «TeMHas» 1Mo TeMOpy, ONMUparoIascs Ha caMyl0 HU3KYIO CTPYHY CKPHUIKHU. 3aBepliaroiias
YacTh IMKJIA JIMKYIOIIUNA Mpa3nHUK — mapTtura E-dur, B KOTOpO#l Hcronp30BaHa camasi «CBETIas
TOHAJIBHOCTh Ha CKPUIIKE, YTO CBA3AHO C BBICOKOW HETEMIIEPUPOBAHHOM MO HACTPOWKE CTpyHOU MHu.
B3auMONIpOHMKHOBEHHE YacCTEd COHATBHI U MAPTUTHI MPOUCXOJUT UMEHHO B Hux. Tak, B Ilepsoi
COHaTe JBe MoclieJHIe YacTu — ctouTHble (Cunnnuana u Presto, kak cBoeoOpaszHas Bapualvs Ha Hee
— ny6ine), a B Tperbeit mapTuTe neppast 4acTb coHaTHas — 3HameHUThIN [Ipemton. Llukn umeer u ase
CMBICIIOBBIE KylnbMUHanuu. llepBas cBsi3aHa C JIMYHOCTHBIM HayalioM, Ccyab0Oil uyenoBeka u
peasin3oBaHa B YakoHE — TpaHAMO3HOM IIOXOPOHHOM ILIECTBUU-pa3MbIIUICHUU. Bropas —
KU3HEYTBEpXKAaroas — peanuzoBanHas B ¢yre D-dur, moctpoenHoi Ha Teme xopana «['psau, ayx
cBATOM». OJgHA M3 3TUX JBYX KYyJbMUHALUN OJMIETBOPSIET HACTOSILEE BPEMs, 3EMHYIO JKU3Hb,
KOHEYHOT'O YeJOBeKa, Apyras — BEYHOCTb, JIYXOBHYIO JXKH3Hb, CBETJIOE OyIyllee, BO3POXKIACHHE
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KU3HU, OTPULIAaHUE CMEPTH, HEYMHparolyto Kpacoty Yenoseka. OcHOBOM s baxa B 3TOM LIUKJIE TEM
CaMbIM CTaHOBUTCS MOCTPOEHUE CKBO3HOM JpaMaTypru LEJIOro, OCHOBAHHOW Ha ONPENEICHHOM
3aMpIcie, Oau3koM 0axoBcKUM «CtpacTsim». YakoHa — YHUKaJIbHOE COUYMHEHHE JJISi COJNMPYIOIECH
CKpHUIIKH, MOIIb 3BY4YaHUS M SKCIOPECCHUS KOTOPOM MOXOIAT 31€Ch J0 OPraHHOM M OPKECTPOBOM.
YakoHa HAYMHAETCS MEUICHHBIM IPOBEIEHHWEM OCHOBHOW TOMO(OHHOW TeMbI — TEpUOjaa. 3aTeM
CIIEIyIOT TpUIAUATh JBE BapHallMd Ha Hee, pa3BOpayuBaloOlIUecs OOJbIIMMH IUHAMHYECKUMU
BoiHaMu. B 1wmkie baxoM wucnonb3oBaHa sBHAasS W CKphITasg MONU(OHUS, HOXOASIIAs IO
YeTBIPEXTOJIOCHOTO CKJIaaa, ocobeHHo B gyrax. [Ipu nepenoxennn YakoHbl 175 KJIaBUpa WM OpraHa
bax mepeBen 3Ty CKpbITYI0O NOAUGOHUIO B peanbHylo. Ho B opHrmHaze MacTepcTBO BEIHKOTO
noJIn(OHUCTA B UCIIOJIB30BAHUU Pa3HOOOPA3HBIX BHIPA3UTEIBHBIX BO3MOXKHOCTEN CKPUITKH HACTOJIBKO
BBICOKO, YTO IIPU HUCIIOJIHEHMM CO3JAeTCs OLIYIIEHHE DPEAJBHOIO 3BYYaHUs BCEX 3aJyMaHHBIX U
HaMEUYEHHBIX KOMIIO3UTOPOM T'OJIOCOB.
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