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1. O01Me noJioKeHus

1.1. TIloctynmaromme B acnupantypy KoHcepBaTopuum mpoXoaaT KOHKYPCHBIE BCTYIUTEIIbHbBIE
WCTIBITAaHUS TIO0 TpOoQHIbHONW cHenuanbHOW auciuiuimHe (ycTHo), ¢uinocobpun (yCcTHO) 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 cienquaJIbHOCTb —
5.10.1 — Teopusi u HCTOPHUSA KYJbTYPbI, HCKYCCTBA

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
MPENI0JIaraeMOro0 HAYYHOTO PYKOBOJUTEINS, BO3MOXHOCTH 3aBepiieHusi padoter Hamx 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:

e 1ucKyccTBO Poccuu: uCTopus U COBPEMEHHOCTb;
® PYCCKOE UCKYCCTBO B IPOCTPAHCTBE MUPOBOM KYJIbTYPHI;
® HCKYCCTBO Kak II€JIOCTHasl CUCTeMa, ero BHUIbl UM UX (DYHKUUU (HA MpUMEpPe KOHKPETHBIX
HCTOPUYECKHX AIOX U CTPaH);
® HCKYCCTBO KaK II€JIOCTHBIM BBIpA3UTEIb HALMOHAIBHOM Tpaauluu (HAa KOHKPETHBIX
npuMepax);

CJIOBO M MY3bIKa B Pa3JINYHbIE HCTOPUUECKHE SIOXU;

M300pa3uTeILHOE UCKYCCTBO U MY3bIKa B Pa3JIMYHbBIC HCTOPUUYECKUE ;

CHUHTE3 UCKYCCTB KaK MpobiieMa COBPEMEHHOT0 TBOPUECKOTO MBILIUICHHUS;

MyJIbTUMENA U HOBBIE ()OPMBI CLICHUYECKOTO HCKYCCTBA;

METOI0JIOTUYECKUE MPOOIEMbI HCKYCCTBOBEICHUS;

WCTOPU3M W/WJIH TEPMEHEBTHKA B UCKYCCTBOBEICHUU;

e METOJI0JIOTUYECKUE TPOOIeMbl U3yUYeHHs] (OPM HOBEUIIETO UCKYCCTBA.

2.1.1.2. Dx3aMeHallMOHHAsT KOMHUCCHSI NPUHUMAET pPELICHUE IO KaXKIOMY IOCTYIAOLIEMY B

dbopme ronocoBanus. B ciydae pernieHus 0 TallHOM TOJIOCOBAHHH, KaXKIbIM M3 YICHOB KOMUCCUU

3aMoJIHAET UHIUBUIYAIbHBIA JTUCT TOJIOCOBAHMS.

2.1.1.3. UtoroBass omeHka 3a TpoQMIbHBIA JK3aMEH TPEJCTaBisieT co0ol cpemHee

apuMeTHnuecKoe 3HAYCHUN OIICHOK, BHICTABICHHBIX a0UTYPUEHTY BCEMH WICHAMU KOMHCCHUHU.

[loTeHunanpHble PYKOBOAUTENNW AaOUTYpHEHTOB B TOJOCOBAaHMM IO €ro KaHIUAAType He

Y4aCTBYIOT.

2.1.1.4. TIpogomKUTENLHOCTh YCTHOTO pazfiefla — B Mpeaesax OJHOI0 aKaJeMHUYeCKOro vaca.

2.1.1.5. Kputepuu OeHKH:

5 AOGUTYpHEHT MOKa3bIBaeT HABBIKK CAMOCTOSTEIbHON HAyYHO-UCCIIEI0BATENbCKON
0aJUI0B | I€ATEIbHOCTH, ABTOPCKHUE MOX0/IbI B UCIOJIb30BAHUU 3HAHUI B CMEXHBIX
00JacTsSIX My3BbIKQJIbHOTO UCKYCCTBA U TEOPUHU M UCTOPUU UCKYCCTBA, COUETAET
TPaAUIIUU MY3bIKOBEJCHUS U JIUYHYIO TBOPUECKYIO UHUIIMATUBY, BJIaJICET
COBPEMEHHOM METOJI0JIOTUEN HAyYHBIX UCCIEIOBAaHMH, TOKA3bIBAET NMEPCIIEKTUBY
okoH4aHus pabotel Hag HKP B Teuennu Tpex et o0yueHwus..

4 AOGUTYpPHEHT MMOKa3bIBaET HABBIKH CAMOCTOSTEIbHON HAyYHO-UCCIIEI0BATENbCKON
0aj1a | JeATENBHOCTH, UCMOJNIBb3YS 3HAHUS B CMEXHBIX 00JIACTSIX MY3bIKAIHHOTO
MCKYCCTBa U TEOPUHU M UICTOPUU UCKYCCTBA UCIIOJIBb3Ys MIPU 3TOM TPAJAUIINU




My3bIKOBeZIeHHS. [Ipu ATOM He BMOJIHE BIaJ€ET COBPEMEHHOM METOL0JIOTHUEN
HAYYHBIX MCCIICOBAHUMN, IPOSBISIOTCS HEAOCTATKU B YaCTH HAYYHOTO
0000611eHNs ¥ BEIBOIOB. OKOHUaHUE PaOOTHI B CPOK BHI3BLIBAET COMHCHUSI.

3 AOUTYpHEHT HE IEMOHCTPUPYET HABBIKU CAMOCTOSITEIILHOTO MOAX0/1a K
0a/u1a | MCCIEN0BaTENbCKOM paboTe, B HEIOCTATOUYHOM CTENIEHU UCIIOJIb3YET 3HAHUS B
CMEXHBIX 00JIACTSIX UCKYCCTBA , HE TIOKA3bIBACT HABBIKUA CAMOCTOSTEIILHON
Hay4HO-UCCIICIOBATEILCKON IeATeIbHOCTH. PaboTa He MOKET ObITh OKOHYCHA B
CPOK.

2 AOUTYpHUEHT MPEeCTaBIsET HEMEPCIEKTUBHYIO IS JATbHEHIIIETO UCCIIeI0BaHMSI,
0aji1a | BHE paMOK PEKOMEHIOBAaHHBIX 00JacTel UCCIEeOBAHUS TEMY, OTCYTCTBYET
Pa3BEpHYTHIN MJIaH UCCIEAOBaHUS, AOUTYPUEHT HE BJIaJICET IPAaMOTHOM
MOHOJIOTHYECKON PEUYBI0 U TEPMUHOJIIOTUYECKUM alapaToM, ¢ TPyObIMH
omurOKaMu OTBEYAET Ha BOITPOCHI KOMUCCHH.

1 BricTynnenue abuTypueHTa HECBSI3HO, HE apTyMEHTHPOBAHHO,
0asn Henpo(hecCHOHATBFHO; TOMYIIEHBI TPyOble OIUOKHA B METO1aX MCCIIEI0BaHUS
JaybHelas pabora 6ecCMbICIIEHHA.

2.1.2. Ob6umenpodeccuoHaILHBII pa3aen (KOMJIOKBHYM): cobeceoBaHHE IO MpoOiIeMaM
COBPEMEHHOT'0 UCKYCCTBO3HAHHUS.

2.1.2.1. KoyutIoOKBUYM MPOBOJAUTCS MO CIAEAYIOIINM pa3eiaM:

® BOIPOCHL, HEMOCPEACTBEHHO CBS3aHHBIE C TEMAaTHKOM BCTYNUTENBHOro pedepara 1o
CIELUATbHOCTH; 3HAaHUE JTUTEPATYPhl CMEKHBIX 00J1aCTel UCKYCCTBOBEACHMS; 00s3aTEIbHO

® BOIPOCHI, OCBEUIAIONIUE MPOOIEMATHKY MEXIUCIHUIUIMHAPHBIX CBA3EH MY3BIKOBEIECHUS CO
CMEXHBIMU HCKYCCTBOBEUYECKUMH U (PUIO0CO(CKO-ICTETUIECKUMU AUCHUTUINHAMY;

® BOIPOCHI, MOCBSIIEHHBIE METOJOJOTHYECKUM IpoOsieMaM H3Yy4EHUs TEOPUU U HCTOPUHU
UCKYCCTBa, €r0 OCHOBHBIX HallpaBiieHUU (B 00BEME MporpaMm cCrernuainuTera u (Win)
MarucTparypsl).

2.1.2.2. [Toctynaromuii TOMKEH TOKa3aTh TJIyOOKHE 3HAHHMS MPOTPAMMHOTO COJEPKAHMS

TEOPETUYECKUX JAMCLUUIUIMH, HMETh MpEJICTaBI€HHE O (QyHAAMEHTAIbHBIX paboTax W

nyOoJIMKauusax TEepUOJUUYECKOW TedyaTh B H30paHHOM 0O0NacTH, OpHUEHTHPOBATHCA B

poOJeMaTUKe TUCKYCCUH M KPUTHYECKMX B3IVISIIOB BEAYIUMX YYEHBIX I10 3aTparMBacMbIM

BOIpPOCaM, yMETh JIOTMYHO H3JIaraTh MaTepuall, MoKa3aTb HAaBBIKA BIAJEHUS MHOHATHUIHO-

HCCIIEI0BATEILCKUM anmnapaTrom IPUMEHUTEIBHO K obsactu Crelualn3aluy,

IPOJAEMOHCTPUPOBATH CBOOOJHOE BIAJCHUE MATEPUAIIOM, H3JIOKEHHBIM BO BCTYNUTEIBHOM

pedepaTe u HaydYHBIX paboTax.

2.1.2.3. Kaxxaplif 13 pa3fenoB  KOJUIOKBHYMa OLIGHHBAETCS OTHAEIbHO, HMTOTOBBIA  Oait

IpeJCTaBIseT co00il cpeaHee apu(pMeTHYeckoe 3HaUeHUH OLIEHOK, BBICTABJICHHBIX 3a KaX/bIi

UX pa3JeNoB KOJUIOKBUYMa.

2.1.2.4. [Ipo0omKUTENBHOCT YCTHOTO pa3zieiia — B IIpesieax OJHOI0 aKaJeMHUUYECKOr0 Jaca.

2.1.3. UtoroBelii 0ayim TO CHENMATBHOCTH TMPEACTaBISET CO0OW cpemaHee apupMETHIECKOoe
3HAYEHUH OLIEHOK MO ABYM pa3zesiaM Ipo(uIbHOTO SK3aMeHa M0 CIeHaIbHOCTH.

Kpurtepun onenkn:

5 OTBeT NONHBIN U MPaBUIILHBINA; AOUTYPUEHT CAaMOCTOSITENILHO U3JIaraer
0aJ10B (bakToNornuecKue CBEACHM, CBOOOTHO BIAJACET CIEIHAIBHOM
OTJIMYHO TEPMHUHOJIOTUEH, MOHOJIOTHYECKON PEYBIO.
OTBeT NOJHBIN U MPABUIIBHBIHN (C HABOAALIMMH BOIIPOCAMH ); AOUTYPUEHT
4 CaMOCTOSITENIbHO U3J1araeT (PakToJIOrnYecKue cBe/leHus, CBOOOIHO BIAEET
0aJ1a CIELUAaIbHOM TEPMHUHOJIOTUEN, MOHOJIOTMYECKOU PEYblO; JOIMYIIEHbI
XOpOoLIO HECYIIECTBEHHbIE OIIMOKH, UCIIPABICHHBIE B X0OJI€ OTBETOB Ha HABOJSIIME
BOIIPOCHI YWIEHOB KOMHCCHH.




3 OTBeT Ha OCHOBHOM M HaBOJIAIIIME BOITPOCH! HEMOIHBIN, C (PaKTOJTOTHYECKUMH
0aJ1a omuOKaMu; aOUTYpUEHT B HEIOCTATOYHOM CTETICHU BIa/IeeT
YIOBJIETBOPH | MOHOJIOTHYECKOM PEUbIO M TEPMUHOJIOTHICCKUM aIapaToM.
TCJIBHO
2 OTBeT HENMONHBIA U HEAPTYMEHTUPOBAHHBIH, JTOMYIIEHBI CYIIECTBEHHBIE
0aj1a OIMOKH, PaKTOIOTUISCKUE CBEICHUS U3II0KEHBI HEBEPHO; IIPH OTBETE HA
HEY/IOBJIETBO | JOIIOJTHHUTEIIBHBIC BOIIPOCH, paHEE JOMYIIEHHBIE OMMOKHN UCTIPABIICHBI HE
pI/ITeJ'II:HO ITOJTHOCTBHO.
1 OTBeT Ha OCHOBHOW U HABOASAIIME BOIPOCHI HEMOIHBIN, HECBSI3HBIM,
0aJ HEapryMeHTHPOBAaHHBIN; TOMYIIEHBI TPyOble OUTMOKH B ONPEIEICHUAX, AaTaxX
HEYIOBJIETBO | H T.MI., UCKAKAIOIINE CMBICT TTOHSITHH.
PHUTEIBHO

2.2. dunocopus

2.2.1. Dx3aMeHaMOHHbIE BOMpochkl 1O ¢uiocopun (cM. Meroandeckue pPeKOMEHIAINH)
(bopmynupyroTcs B cOOTBETCTBHM ¢ DenepanbHbBIMU TOCYAAPCTBEHHBIMUA TPEOOBAHUSIMH.

2.2.2. DK3aMECHALMOHHBIA OWJIeT BKIOYaeT B ceds [Ba pasfena, KakAblH M3 KOTOPBIX
OLICHUBAECTCA  CaMOCTOATENBbHO, WTOrOBas  OLIEHKAa  IpeAcTaBisieT  co0oM  cpenaHee
apu(MeTHUeCcKoe 3HAYEHUE OLIEHOK MO KaXXJOMY U3 pa3zeioB.

2.2.3. Kputepnu olleHKH:

5 OTBeT MONMHBIN U IPABUIILHBIN; A0UTYPUEHT CaMOCTOSITEIBHO H3JIaraet
0aioB | pakToNIOTMYECKHE CBENIEHNUS, CBOOOIHO BIIaJIeeT ClIelUaIbHOW TEPMUHOIOTHEH,
MOHOJIOTHYECKON PEYBIO.

4 OTBeT NOoJIHBIN U MPaBUIIBHBIN (C HABOJSIIMMH BOIIPOCAMU); a0UTYPUEHT
0ajli1a | CaMOCTOSITENIBHO M3JaraeT (aKTOJIOTUYECKUE CBEICHUS, CBOOOIHO BIIaICET
CIIeIIMaIbHON TEPMUHOJIOTHEN, MOHOJIOTUYECKON PEeUblO; TOMYIIEHbI
HCCYIICCTBCHHBIC OH_II/I6KI/I, HCIIPABJICHHLIC B XOAC OTBCTOB HAa HABOJAIINC
BONPOCH! WICHOB KOMHCCHHU.

3 OTBeT Ha OCHOBHOI M HABOJIMIIME BOIPOCHI HEMOJHBIH, C (HaKTOIOTUUECKUMHU
0ajmma | ommOkaMu; aOUTYpHUEHT B HEJIOCTATOYHOW CTENEHH BIaJleeT MOHOJIOIMYECKOMN
PCYBI0 U TCPMHUHOJIOTMYCCKUM allliapaToM.

2 OTBeT HEMONHBII U HeapryMEHTUPOBAaHHBIM, TOMYIIEHBI CYIIECTBEHHbIE OIIMOKH,
O0ajita | akTonOrMUecKWe ~ CBEACHHMSI ~ W3JIOKEHBI  HEBEpHO; MpH  OTBETE  Ha
JOTIONTHUTEIbHBIE BOMNPOCHl paHee JOMYyIICHHbIE OMIMOKH HCIpaBiIeHbl HE
MOJIHOCTBIO.

1 OTBEeT Ha OCHOBHOM M HAaBOASUIME BONPOCHI HEMOJHBIA, HECBI3HBIMH,
0aJ HEapryMEeHTHPOBAaHHBIHN; JOMYyIIEHbl TpyOble OUIMOKH B OINpeNeNeHusIX, AaTax U
T.1., ICKQYKAIOLIUE CMBICII TOHSITHH.

2.3. MHoCTpaHHBIH A3BIK

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

2.3.2. BcrynutenbHBI  9K3aMEH BKJIOYAeT YCTHBIE OTBETHI Ha BOMPOCH Omiera (CM.
Meroanueckue peKOMEHJAIMK), PaccKka3 Ha MHOCTPAHHOM SI3bIKE O TeME JUCCEPTALMOHHOIO
nccaenoBanus U 6eceny Ha Ipo(ecCHOHABHBIE TEMBI.



2.3.3. Kpurepum oneHKH:

Iloozomoenennas u Heno020mo6neHHAA peédb HA UHOCMPAHHOM A3bIKE

10 CICHUAJIbHOCTHU 3K3aMCHYCMOT' O

«OMAUYHO» riy0OKO€e 3HAHHWE TPEICTABICHHON MPOOIEMbI, OTIIMYHOE BIIAZICHUE
(5 6annos) JEKCHYECKUMH, TPAMMATUYECKUMHU M CTHJIMCTHYECKUMH HOPMaMH
«xXopouio» XOpoIlee 3HaHUE TEMBI, OT/ICNIbHBIC JIEKCHYECKUE U TPAMMATHIECKUE
(4 banna) ommmOKu (J1o 5 ommboK)
«Y0081€mMeopuUmenbHo» | yAOBIETBOPUTEIFHOE 3HAHUE MTPEACTABICHHON TEMBI,
(3 6anna) TEPMUHOJIOTHUECKUE OMMOKH, HApyIIEHHE IPaMMaTUYECKUX U

CTHJIITUCTUYECKUX HOPM (5-9 ommnOoK)

«HEYO0811emMEOPUMENLHON
(2 banna)

yIOBJICTBOPUTEIHHOE 3HAHKUE TIPECTABICHHOMN TEMBI,
TEPMUHOJOTHYECKUE OIMOKH, HAPYIICHHE TPAMMAaTHYECKUX U
CTHJINCTUYECKUX HOPM (5-9 ommboK)

«HEeYy0061emE8OPUMENLHO N
(1 6bann)

OTBET Ha OCHOBHOM M HABOJIAIINE BOMPOCHI HETIOJIHBIN, HECBA3HBIH,
HeapryMEeHTHPOBAaHHBIN; TOMYIEHbI TpyOble OUTHOKH B
OTIPENICTICHUSX, 1aTax U T.II., UCKAKAIOIINE CMBICT TTOHATHI




MeToanyeckue peKoMeHAaluu

1 pasgea IlpoduiabHOro ’3x3ameHa no cneunajbHocTu. Pedepar

Bo BBeeHUM BCTYNUTENIBHOTO pedepaTa peKOMEHAYETCS PACKPBITh aKTYaJIbHOCTh BHIOpaHHOU
TEMBbI U UCCIIEIOBAHUS.

B oCHOBHOI YAacCTH M3/1araloTCs BO3MOXHBIC BAPUAHTHI pa3/IelCHUS IIENTM HUCCICIOBAHUS Ha
KOHKPETHBIC 3aJ[aud, CJAeJlaTh 0030p IMOAXOJ0B K WX PEHICHHI0O W OOOCHOBBIBAIOTCS HamOoJiee
MOAXOAIINe U3 HUX. [Ipyu 3TOM PeKOMEHIYeTCsl TOMBITAThCS OTPA3UTh METOHOJIOTHYECKYI0 OCHOBY
Oyayuiero ucciaenoBaHus, T.€. aThb OTBETHI Ha BONPOCH! KaKMe KOHKPETHBIE METObI MpeAroaraeTcs
WCIOJIb30BATh MIPH PEIICHUH 3a]1a4.

B 3akiw4uTeSBbHON 4YacTH BCTYNHUTEILHOTo pedepara 0003HAYAIOTCS OXKHUIACMBIC
PE3YNBTATHI, @ TAK)KE BO3MOXKHOCTh UX MPAKTUIECKOTO UCIOIb30BAHUS.

[Tpu moarotoBke pedepara HeOOXOAUMO COOIIIOIATh TPABUIIA IIUTUPOBAHUS, UCIIOJIb3Ys CCHUIKH,
a TP TIPSIMBIX 3aMMCTBOBAHUSAX — KaBBIYKH.

Ko BerynurensHoMy pedepary xenaTesibHO J00aBUTH CIMCOK MCIOJIb30BAHHOM JIMUTEPaTyphl,
BKJTIOYAIOIIUH MyOIUKAIMK 32 TocieqHue S et u opopmiennslii B coorBercteuu ¢ 'OCT 7.1 — 2003
«bubmmorpadudeckas 3anucek. bubauorpaduyueckoe onrcaHue.

2 pasznea IIpoguabHOIo 3K3aMeHa MO CNeHAJIBHOCTH.
Konnoxksuym

BerynurensHoe ucnbITaHWE TPOBOIUTCS B (popMe cobOecenoBaHus (KOJUTOKBUYM) 0e3 OUieToB
0 CJIEYIOUINM pa3/ieiaMm:

1. Bompochkl, HEMOCPEACTBEHHO CBS3aHHBIE C TEMATHKOW BCTYMHTEIBHOTO pedepaTa 1o
CIICHUAJIBHOCTH,

2. Bompocsl, ocBemaronme mpooieMaTuky MeXAUCHUITIMHAPHBIX CBSI3€H MY3BIKOBEIIEHUS CO
CMC)KHBIMHU UCKYCCTBOBCAUCCKUMHU U (I)I/I.HOCO(l)CKO-E)CTCTI/I‘ICCKI/IMI/I JUCHUITIIMHAMMU

3. Bompocsl, MOCBSAIIEHHBIE METOJOJIOTUYECKUM MpodieMaM H3yuyeHUsT HCTOPUM U TEOpUHU
HCKYCCTBA.

[Toctynaronuii B acOUpaHTypy JOJDKEH MOKa3aTh MIyOOKHE 3HAHUS IPOrPaMMHOTO COJEpKaHUS
TEOPETUYECKUX TUCLHUIUIMH, UMETh IpeJCTaBleHUue O (pyHIaMEHTaJIbHBIX paboTax W MyOJIMKALUAX
MepUOANYECKON mnevyath B M30paHHOW 00JacTH, OpPUEHTUPOBATHCA B MPOOJIEMAaTHUKE TUCKYCCHM H
KPUTHYCCKUX B3TJIAJ0B BCAYUIUX YYCHBLIX IO 3aTparuBacMbIM BOINPOCaM, YMCTb JIOTUYHO H3JIaraTb
MaTepuai, MoKa3aTh HABBIKU BJIAJCHUS MOHATUHHO-UCCIENOBATEIBCKUM alllapaToM MPUMEHHUTEIbHO
K 06J'IaCTI/I cricnuaan3anu, nmpoaACMOHCTPHUPOBATH CBO60,Z[HO€ BJIAAICHUC MATCPpUATIOM, HU3JI0OKCHHBIM
BO BCTYNUTENHHOM pedepare u HaydHBIX padoTax.

Puiiocodus

B coorBerctBum ¢ @I'T nocrynaromiuii B aCIUPaHTYyPy HOJKEH:

UMETh MPEICTABIEHUE O HAy4YHBIX, (PUIOCO(MCKUX U PEIUTHO3HBIX KapTUHAX MHPO3AAHUSA,
CYITHOCTH, HA3HAYCHUH U CMBICIIE )KH3HU YEIIOBEKa, O MHOTOOOpa3uu (opM YeIOBEUYECKOTO 3HAHMS,
COOTHOILICHUN HUCTHHBI W 3a0JyXJCHUs, 3HAHUS U BEpbl, PAllMOHAIBHOIO U HPPALHMOHAIBHOTO B
YeIIOBEYECKON JeITeTbHOCTH, 0COOCHHOCTSIX ()YHKIIMOHUPOBAHMSI 3HAHHUS B COBPEMEHHOM OOIIECTBE,
O IYXOBHBIX LIEHHOCTSIX, X 3HAYEHUH B TBOPUYECTBE U MMOBCEIHEBHOW KNU3HHU, YMETh OPUEHTUPOBATHCS
B HUX;

ITIOHUMATh POJIb HAYKW B PAa3BUTUU LIMBWIM3ALMN, COOTHOILIEHNE HAYKU U TEXHHUKHU U CBSI3aHHBIC
C HIMH COBPEMEHHBIE COIMATbHBIC U ATHUECKHUE MPOOIIEMBI, IICHHOCTh HAYYHON PAIIHOHAIBHOCTH H €€
HCTOPUYECKHUX TUIIOB, 3HATh CTPYKTYPY, POPMBI U METO bl HAYYHOTO IMO3HAHUS U X HBOJIOLHIO;



MIOHUMATh CMBICJI B3aUMOOTHOILIEHHS! JYXOBHOI'O U TEJIECHOT0, OMOJIOTHYECKOT0 M COLUAIBHOTO
HayaJl B 4YEJIOBEKE, OTHOIICHMS YelIOBeKa K MPUPOAE M BO3HHUKIIMX B COBPEMEHHYIO JIIOXY
TEXHUYECKOT'0 Pa3BUTHUS MPOTUBOPEUUI, KPU3HCA CYIIECTBOBAHNUS YEIOBEKA B IIPUPOJE;

3HATh YCIOBUS (POPMHUPOBAHUS TMYHOCTH, €€ CBOOO/IBI, OTBETCTBEHHOCTH 33 COXpaHEHHE KHU3HH,
OPUPOJBI, KYJIBTYpBl, IOHHMMAThb pOJIb HAaCWIUS B MCTOPUM M YEJIOBEYECKOM MOBEICHHH,
HPaBCTBEHHBIX 00S3aHHOCTEH YeT0BEeKa [0 OTHOUICHHUIO K IPYTHM U caMoMy ceoe;

UMETh TPE/CTABICHUE O CYIIHOCTH CO3HAHHUS, €r0 COOTHOIIEHHH C OECCO3HATENbHBIM, POJIH
CO3HAaHMSA M CaMOCO3HAaHMSA B TIIOBEICHHWH, OOIIEHHMH M JEATENbHOCTH Jrozei, (opMHpOBaHHU
JMYHOCTH;

3HaTh W YMETh OINEPHUPOBATh OCHOBHBIMH (GHMIOCO()CKUMH TOHATHSMH, 3HATh OCHOBHBIC
MCTOPHUYECKHE ITarbl pa3BuTHs punocoduu;

3HATh OCHOBHBIE 3aKOHOMEPHOCTH Pa3BHTHS HAYKH, UMETh MPECTABICHHE O JOTUKE HAYYHOTO
MOUCKA, OCOOCHHOCTSIX HAYYHOW UCTHHBI,

UMETh TMpejacTaBieHue o (Qumiocopckux mpodiemMax H30paHHONW HAyYHOW CHEIUATbHOCTH,
B3aUMOCBSI3U (PUIOCOPHH U KOHKPETHON HAayKH.

[TpoIomKUTETHHOCTS 3K3aMEHa — B TIpeJiesiaX 0JJHOTO aKaIeMHUYECKOTo Jaca.

IIpumepHbIe BOPOCHI:

1. ®unocodus, ee mpenmer u cnermuduka. Mecro dunocopun B KyJabType: COOTHOIIEHHUE

¢unocopun U peauruu, NCKyccTBa, HayKH, UACOJIOTHH.

Crpykrypa prnocodckoro 3HaHuUS.

Hayka kak (opma mo3HaHUs ¥ COLUANBHBIA HHCTUTYT.

[TpobGnema ucTUHBI B HAy4HOM U (PUIT0COPCKOM 3HAHUH.

Onronorus. ®unocopckuii cMbICI TMOHATHS OBITHS B aHTHYHOCTH, B Cpennue Beka u B HoBoe

BpeMsL.

6. Dmnucremonorus (rHoceonorus). Cnenuduka u GopMbl TO3HAHUSA B HCTOPUH MBICIIU (Ha TIpuMepe
IBYX (pri10cOPCKUX KOHIICTIIIH).

7. CommansHas puimocodust. OOmecTBo Kak npeamer (uiocockoro aHanusza (Ha MpUMeEpe IBYX
bumocopckux KOHIENIINN).

8. @unocodckas antpononorus. [Ipobnema yenoseka B ¢punocopun XX Beka (Ha mpumMepe OJHOMN
KOHIICTIIINH TI0 BEIOOPY).

9. ®wunocodckoe mMoOHUMaHUE KyJIbTypbl. COOTHOIIEHUE KYIbTYPhI U IIUBHIIN3AIUH.

10. Dcrernka kak pa3aen Gpuiocopuu, ee IpeaMeT U OCHOBHBIC KaTETOPHUH.

11. ®unocodbus u rymaHuTapHble Haykd. [IpoOiieMa TOHMMAaHHS B COIUAIBHO-TYMAaHUTAPHOM
3HAHUU.

12. Akcuomnorus. [Ipo6iema IeHHOCTH B COBPEMEHHOM COIIMAIbHO-TYMaHUTAPHOM 3HAaHUH.

13. Dtuka kak pa3aen griocopuu: OCHOBHas TpoOIeMaTHKA.

14. ®unocoust UCKYCCTBA: ITAMBl PA3BUTHUS U KIIIOYEBBIE TPOOIIEMBI.

15. S3pik um mpimuieHue. dunocodus s3pika (Ha mpuMepe OoaHOW (GUITOCOPCKON KOHIEHIIUU T10
BBIOODY).

16. Ilepuompl, MIKOJIBI ¥ KITFOUYEBBIE MOHITHS APEBHEH HHAMNCKOHN dumocodum.

17. ®unocodekue konuenuu Kondyuus u Jlao 11361.

18. Antnunas uocodus. OCHOBHBIC 3TAIBl Pa3BUTHSI, PEJCTABUTEIH, IIIKOJIBI, POOJIEMaTHKA.

19. ®unocodus «g0cokpaTHKoB». OCHOBHBIE IIKOJIBI U MPOOIEMaTHKA.

20. Cokpat 1 coOHUCTBI: aHTPOIIOJIOTHYECKUM MMOBOPOT B aHTUYHOM (uocodum.

21. IlnatoH u ero counnenus. OHToN0TUA U THOCeosorus [naTona.

22. CounanbHO-noJUTHYECKOE YydeHue Ilmarona: cHpaBemIMBOCTh, TOCYIAapCTBO, BOCIHUTAaHUE,
HCKYCCTBO.

23. Apucrotens U ero counHeHus. OHTOJIOTHSI U THOCEOJIOTUS APUCTOTENIS.

24. OCHOBHBIE UJIEW AHTUYHOM 3CTETUKU: MEPA, TAPMOHMSI, KATAPCUC, MUMECHC.

25. ®unocodus AMOXHU AILIMHU3MA: TTPEICTABUTEINH, IITKOJIBI, UICH.
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26.

27.
28.

29.
30.
31.
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.

Q@unocopust B Cpennme Beka. [Ipobrmema Bepsl u pazyma. OCHOBHBIC OTambl pa3BUTHS
CPEIHEBEKOBOM XPUCTUAHCKOW (prtocopuu.

Buzanruiickas ¢unocodus. [lpeacraButenu 1 0COOEHHOCTH pa3BUTHSI.

Ocrteruka Buzantun. Copepkanue criopa HKOHOOOPIIEB ¢ MKOHOTIOUUTATESIMU. Teopusi oOpasa
Noanna JlamacKkuHA U €ro apryMEHTHI B 3aILUTY UKOH.

dunocodckue uaen ABpenus ABrycTHHA.

®omMa AKBUHCKHUI U paclBET CPEAHEBEKOBON YHUBEPCUTETCKOM TpaJHULINN.

CpenneBekoBbIii criop 00 yHuBepcanusax. OCHOBHBIE TIO3UITMN U TIPEICTABUTEIIN.

Q@unocodust smoxu BozpoxkaeHus: NPUHLIUI aHTPONOUEHTpU3Ma. KoHIenuus «y4eHoro
He3Hanus» Hukomnas Kysanckoro.

DcreTndeckue naeH 31oxu Bo3poxkaeHus B INTEpaType, )KUBOIIUCH U MY3bIKE.

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

@unocodust . bakona. [TpuHIUTIBI HAYIHOW WHAYKIIUH.

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

@unocodust b. CiuHO3b1. MOHU3M U TaHTEW3M B yueHUH CIIMHO3BI.

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

OcTeTrnka 6apoOKKO: OCHOBHBIE MPUHIIMITBL, y4EHHUE 00 OCTPOYMHH.

®dunocodus T. ['066ca u [[x. JIokka. [Ipobiema mo3HaHUs, COMATBHO-TTOJIUTHYECKUE HICH.
OcHOBHbIE IPUHLUIIBI 3CTETUKH Kiacculin3ma. Tpakratr H. byano «Iloatnueckoe nckyccTBoy.
®dunocopuss smoxu IlpoceemieHuss (KIrOYEBbIE MPOOJIEMBl M TPEACTABUTEIN Ha MpPUMEpe
aHIJIMICKOT0, HEMeNKoro win ¢paniry3ckoro IIpocsenienns — mo BeIOOPY).
Tpancuenaentanbaas punocodust M. Kanra: obmas xapakrepucrtuka. Unen «KpuTuku 4uctoro
pasymay.

Otuka KaHTta: uaes kaTeropudyeckoro ummeparuBa. Jcretuka KaHta: aHamuTHKa MPEKPacHOro U
BO3BBIIIEHHOI'O, IOHATHE T€HU.

Konuenmus «acrernueckoro Bocnutanus» @. Hlunnepa u uaest «3CT€TUYECKOT0 rocyaapcTBay.
®unococko-3CTeTHUECKUE UAEW HEMELKOro poMaHTH3Ma (Ha IpUMepe TBOpYECTBAa OpaTheB
[nereneii, I'€npnepnuna, HoBanuca, [neiiepmaxepa, lllennuara — mo BIOOPY).

Hemenkumii  mpeanum3m.  OOGmas  xapakrepuctuka. . T. duxre, ®. B. U. llennunr,
I'. B. @. I'erens.

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

Wnest uctopum ucKyccTB B 3cTeTUKE [ 'erens.

ITo3uTHBU3M: OCHOBHBIE NPEACTABUTEIN U UJIEH.

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

«Dunocodus xuzan» (B. dunbreit, ®. Hume, A. beprcon — mo BeiOopy).

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

OcHoBHble npobiemMsl unocoduu 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 — XIII BB.).

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

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

Crop 3amalHUKOB U CIIaBIHO(UIIOB.

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



64. Penurnosno-¢punocodckue B3rsiapl ©. M. JloctoeBckoro.

65. Penuruosno-dunocodckue u scrernueckue B3rsiabl JI. H. Toncroro.

66. @unocopus Bn. C. ConoBbeBa: KpUTHKA OTBJIICYCHHBIX Hadall W HUAES M[EILHOTO 3HAHMUS.
[IpoGnematuka BceeIUHCTBA, COUOIOTUH, UICTOPHUUECKOTO MpOoIecca, TEOKPATHH.

67. Dcrernueckue wuaen pycckoro cumBommsma (Bm. C. ComoBweB, Bsu. WM. HWBanos, II. A.
®dnopenckuii, A. benbrit, A. A. biiok — o BeIOOpY).

68. OcHoBHbIe (punocodcekue HanpasieHus B Poccun Hau. XX B. (Ha mpuMepe JIByX HarpaBlICHUH).

69. OcobenHocTH pa3BuTHs oTeduecTBeHHOM (hrimocodckoit mpicau B XX Beke (I'.B. [lnexanos, B. U.
Jlenun, I'. I'. IlImer, A. ®@. JloceB, M. M. baxTun — 1o BeIOOpY)

70. ®unocodusi MOCTMOJEPHA: OCHOBHBIE TIPEJICTABUTENN U MTpoOIeMaTHKA.

O0s13aTebHbIE TEKCTHI AJI YTeHus (171 0OTBETa Ha JTOTIOJIHUTENIbHBIM BOIIPOC HAa SK3aMEHE):

1. T'epaxaum. ®parMeHTHI

Ilnamon. Anonorusa Cokpara

Ilnamon. I1up.

Aspenuii Aseycmun. cnoBens (11 xaura).

Jlexapm P. PaccyxJieHue 0 METOE.

Kanm U. OtBet Ha Bonipoc «HTo Takoe IIpocBenienue?»

Yaaoaes I1.41. Dunocoduueckue muchMa (MMUCbMO TIEPBOE).

Mapxc K. Te3ucer o Oeiiepbaxe.

Capmp 7K.-I1. DK3UCTEHIIMAIN3M — 3TO TYMaHU3M.

0. Acnepc K. Brenenue B punocoduto: 1. Uto takoe prnocodpusa? 2. ICTOKM MPOUCXOKICHUS
¢dunocodpumn.

S0 NO U R W

Jluteparypa 1Jisi HOATOTOBKM:

Y4eOHnKkH Mo 001IMM BONIpOcam

Cnupxun A. I'. unocodus. Uzn. 2. — M., 2009.

Qunocogus / I[100 ped. B.B. Muponosa. — M., 2005 (u nepeuso).

Qunocogus. Yueonuk / I1oo peo. B.J[. I'vouna u E.JO. Cuoopunoti. 5-e uzo. — M., 2012 (u
npeovioywue u3o.).

Cmenun B. C. Uctopus u punocodus Hayku. M., 2011. (u mepens.).

CiioBapu v JHUMKJIONIENH

Hogas ¢unocodcekas snnuxiionenus. B 4-x romax. — M., 2000-2001.

dunocodcekuii cnosaps /Ilox pen. U.T. ®ponosa. 8- uza. — M., 2009.

CopemenHnas 3anaanas ¢puinocodus. Cioaps. — M., 1999 (u nepeunsn.).

Pycckas ¢punocodust: manbiii SHIMKIONEAUYECKU cioBapb. — M.: Hayka, 1995 (1 nepenss.).

Y4eOHuKH N0 ucTopuu puiocopuu

Uctopusa ¢unocoduu. 3anax — Poccust — Boctok. B 4-x kH. Ilox pex. H. B. Motpommnosoit. — M.,
1996 (1 nepeunsn.)

Peane Jic., Aumucepu /]. 3anagnas guiocodust OT UICTOKOB J0 HamuX AHei. — B 4 1. — M., 1999 (u
nepeunsi.)

Crupbexxk I'., l'unve H. Uctopus dunocodun. — M., 2000.

3envrosckuii B.B. Victopus pycckoit punocoduu. — M., 2000.

Cepobunenxo B.B. Pycckas ¢punocodus. Kypc nexuwmii. — M., 2005, 2007.

Hcmopus pyccroii punocogpuu: Yueonux onsa eyzos /Peoxon.: M.A. Macaun u op. — M.: Pecnybnuka,
2001 (u nepeuso.).

XpecromaTuu
Xpecromatus o uctopuu punocodun. Yacts1-2. — M.: TIpomereit, 1994.
Xpecromatus no ucropun punocoduu. Yactu 1-3. — M.,: «Bramoc», 1997.



HNHocTpaHHBIH A3BIK

BnangeHne MHOCTpaHHBIM SA3BIKOM B IIE€PUOJ MHTEHCHBHOTO Pa3BUTHSA HAyYHO-TEXHHUYECKOIO
rporpecca OTKpPBIBA€T JOCTYII K MHPOBBIM JOCTHKEHUAM HAYKH, TE€XHUKH, KYJIbTYpbl JAPYTHX
HapOJIOB, CIIY)KUT OOMEHY HOBEHIIMMU JTOCTHKEHUSMH B Pa3IMYHBIX 001aCTAX HAYKU U MPAKTUKH.

3HaHWE WHOCTPAHHOTO SI3bIKa CIIOCOOCTBYET TMOJYyYEHHUIO HEOoOXOoAuMoW WH(POpPMAIINH,
MPAKTUYECKOMY HCIIOJIb30BAaHHUIO €€ B paboTe, MOBBIIICHUIO MPO(ECCHOHANBHON KOMIIETEHTHOCTU U
MEXKYJIbTYPHOH KOMMYHHKAIUU.

N3yueHne WHOCTPAHHBIX S3BIKOB B BY3€ SBIIIETCS HEOTBEMJIEMOM COCTAaBHOW 4YacTbIO
MOJATOTOBKH CIIELUATIUCTOB PAa3IM4HOr0 MNpo(duis, MOCTYMNAIUX B aCHUPAHTYpPy, KOTOpbIE B
coorBercTBUM C TpeboBanusiMu PI'T MOMKHBI IOCTHYHL YPOBHS BIaJEHUS NPOPECCHOHATBHBIM
SI3BIKOM, TTO3BOJISIFOIIETO MM MIPOAOKUTH OOy4YeHHE M BECTH NPO(ECCHOHATBHYIO AESITEIbHOCTH B
HMHOSI3BIYHOM Cpee.

[TocTymarorue B acmupaHTypy JOJDKHBI BlaAeTh opdorpadudeckoit, ophodMMIecKo,
JIEKCUYECKOM, IpPaMMAaTUYECKOM M CTUIMCTHYECKOM HOpPMaMU M3y4aeMoOro s3blka B Ipelernax
MPOrpaMMHBIX TpeOOBaHMU By3a M NPAaBWIBHO HCIOIB30BaTh KX BO BCEX BUIAX peUYEBOM
KOMMYHHKAIIIH, B HAY4HOH chepe B (hopMe YCTHOTO M MUCHMEHHOTO OOLICHHUS.

Creunuky BCTYNHUTEIBHOTO SK3aMEHa IO aHIJIMICKOMY, HEMELUKOMY, (paHIly3cKoMy IHOO0
UTAIIBSHCKOMY SI3BIKY IIPEJCTABIISIOT TPEOOBaHMS, TO3BOJISIONINE ONPEIENATh YPOBCHb 3HAHUH SA3BIKA,
YMEHHUI W HABBIKOB MO PA3JIMYHBIM BHJIAM PEUYEBOM JeATEebHOCTH. [locTynarommuii B acnupaHTypy
JOJKEH YMETh:

YUTATh JIUTEPATYPY HA HHOCTPAHHOM SI3BIKE TIO CBOEH CIIEUAIBHOCTH;

0(pOpPMIIATH MOTYYSHHYIO HHPOPMALIMIO B BUJIE TIEPEBO/Ia;

OecenoBaTh Ha A3BIKE [0 CBOEH CHEMAbHOCTH;

NEPEeBOIUTH CHEIHUATBHYIO U OOILEUCKYCCTBOBEIUYECKYIO JIUTEPATYPY C HMHOCTPAHHOTO SI3bIKAa Ha

PYCCKHH U C PYCCKOT'O HA MHOCTPaHHBIN;

BOCIPUHHUMATh MHOSA3BIYHYIO PEYb B Pa3IMUHBIX COLIMAIBHBIX CUTYaIUX.

Oco0oe BHHMMaHuWE Ha BCTYINUTEIHHOM 3JK3aMEHE OOpalaeTcsi Ha YMEHUS M HaBBIKU IO
Pa3IMYHbIM BU/IaM PEUEBOU €ATEIbHOCTH!

Yymenue — BIAJICHUE BCEMU BHIaMU YTEHUSI OPUTHHAIIBHOM JUTEpaTyphl 1O MpodeccuoHaIbHON
JESTENHOCTH (03HAKOMUTENIBHOE, IPOCMOTPOBOE, N3Y4AIOILEE);

2060penue — yMeHUE COOOLIUTH MOATOTOBJIECHHYIO HMH(OpPMAIMI0 Ha HHOCTPAHHOM S3BIKE,
BJIaJICHHE HAaBBIKAMU OECeIbl 0 TeME HAYYHOTO UCCIIEOBAHUS;

[IponomKUTENBHOCTD SK3aMEHA — B Mpeenax OJHOr0 aKaJeMUYECKOro yaca.

IK3amen eKouaem 6 cedsa mpu pazoena:

1. O630pHbItl OoKad (YCTHO) IO OAHOM U3 3-X TEM U3 00JIACTH HCTOPUH EBPOIICHCKOTO MY3bIKaIbHOI'O
n ucnomHutenbckoro uckyccrBa XVII-XXI BekoB, mpemiokeHHBIX Ha BBIOOp B Omiere. Bpewms
nokana — 10 MuUHYT.

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

Baoxu Tem nuis 1 pasnena sxk3amMeHa

Baok 1

A. My3bikanbHas 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. ['1tok: BeMKue COBpeMEHHUKH U pehOpMaTOphl ONEpHI.
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B. Moii m00MMBIii MHCTPYMEHTAJIBHBIM KOHLEpT Mouapra M ero MHTEpHpeTalud COBPEMEHHBIX
UCIIOJIHUTEIIEH.
C. Monaprt u Cansepu. Mcropust B3aMMOOTHOILIEHUH IBYX TPUABOPHBIX KOMIIO3UTOPOB.

Baoxk 3

A. JI. beTxoBeH-NIearor U €ro y4eHuKH.

B. Moit 1100MMBIi  MHCTPYMEHTAJIbHBIM  KOHLEPT (KaMEPHO-UHCTPYMEHTAIBHOE COYMHEHHE)
berxoBeHa M €ero MHTEPIPETALUN COBPEMEHHBIX UCIIOTHUTEIEH.

C. 1. Taiign — poloHAYaTLHAK COBPEMEHHOTO CHM(OHHYECKOTO OPKECTPA M «OTEI CHM(OHHID.

Baok 4

A. ©. [IlyOepT u mOATHI €ro OKpyXeHHUsI. TBOpUECKHE CBSA3M M UX OTPAKCHHE B KAMEPHO-BOKAJILHOM
HaCJIEIUU KOMIIO3UTOpA.

B. @. [llyGepT — KOMITO3UTOP «IIEPEITOMHOMN AMOXUY»: MEXKAY KIIACCUIII3MOM U POMaHTU3MOM.

C. Tpauckpunuuu counHenuii IllyGepra B TBOpUecTBe Jpyrux KOMIIO3MTOPOB. Beinatommuecs
o0pasIpl ¥ UX 3HAMEHHUTHIE UCIIOJIHUTEH.

Baok 5

A. Knapa Buk u PoGepr lllymaH: «...u )KU3Hb, U CI€3bI, U JTIOOOBbHY.

B. Jlutepatypubie ipooOpa3sl B counHeHUs1x P.lllymana (Ha mpumepe BOKadbHBIX M (DOPTEHMHAHHBIX
IIPOU3BEICHNUI).

C. llyman, lonen, Jluct, [larannan, Benssckuii: heHOMEH KOMITO3UTOPA U UCIIOJTHUTEIIS-BUPTY03a
B POMAHTHUYECKYIO 310Xy (Ha BHIOOD).

Baok 6

A. HoBble MHCTpYMEHTATBHBIE )KaHPBI SMTOXH POMAHTU3MA: KOMITO3UTOPBI, COUMHEHHSI U BBIIAIOIIHECS
UCIIOTHUTENH (Ha BBIOOD).

B. Unest «cuHTE3a HCKYCCTB» U €€ pa3BUTHE B MY3BIKE TIOXH POMAHTH3MA.

C.Tema myTemiecTBUil, CTPAHCTBHUH © CKUTAILHUYECTBA B IPOU3BEIACHUSIX MY3bIKATHHOTO
pomaHTH3Ma (00IIH 0030p U KOMIIO3UTOPHI Ha BHIOOD).

Baok 7

A. JIx.Bepau — Benukuii onepHslii peopmarop.

B. Bepnu u Barnep: Benmukue coBpeMEHHUKH M pedopMaropsl omepbl. CXOACTBa M pazinyus
TBOPYECKUX KOHLIETILIUHN.

C. Jlronsur Il baBapckuii u Puxapa Baruep: Koposib 1 KOMIO3UTOP.

Baok 8

A. K. Jlebroccu ¥ CHMBOJIMCTBI

B. JleGroccr — 0CHOBOMOJIOKHUK MY3bIKaJIbHOTO UMIIPECCHOHMU3MA (Ha PUMEPE COUMHEHUN B Pa3HbBIX
XKaHpax - Mo BEIOOPY).

C. OpkectpoBoe mucbmo Kiona Jlebroccu.

Baok 9

A. Wcnanckas Tematuka B counHeHusix M.Pasens (oOmuit 0630p).

B. Pagens, ®okun u Jarunes: «/ladpauc u Xmos» B «Pycckux cezoHax.

C. M. Pagenb — netsim (ki «Most Matymika — I'ycbiHsa» U onepa «JuTs 1 BodmeoCcTBOY).

Baox 10

A. ®onpKIIOpHBIE MOTUBBI B TBOpUecTBE b. bapToka.

B. NucrpymenTanbabie counHeHus b.bapToka u ux nepBble UCIIOJIHUTEIN.
C. b.baptok B AMepuke. [1o3nHuil mepuoa TBOpUECTBA.
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Baok 11

A. «Xynoxauk Matuc» u(unm) «lapmonuss mupa» [l.XuHmemuTa: OT oOmnepsl K OJHOUMEHHOU
cuM(poHUN

B. XungemMur — «4enoBek-opkecTp» (0 MHOTOIPaHHOCTH TBOPYECKON JIMYHOCTH M HACIEAUS
KOMITIO3UTOpA)

C. Heoxnaccumusm [1. XunaemuTa (Ha mpuMepe COUMHEHUN B pa3HBIX )KaHPax — IO BEIOOPY).

Baok 12

A. M. I'muHKa — OCHOBOIIOJIOKHHUK PYCCKOH KJIacCU4eCKOW My3bIKM. OCHOBHBIE BEXH TBOPYECKOTO
MyTH U )KaHPOBOE pazHOOOpa3ue.

B. ®osbK10p pa3HbIX HAPOAOB B COUMHEHUAX M. [ THHKH.

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

Baok 13

A. Pycckue omepei XIX Beka Ha wucropuueckue croxeTsl (bopomwmn, Mycoprckuii, Pumckuii-
KopcakoB): nureparypHble IEpBOMCTOUYHUKH M XKAHPOBOE pazHOOOpasue.

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

C. O6uue yepThl ACATEIBHOCTH KOMIIO3UTOPOB «Moryueil Kydku» U Xy105KHUKOB-TIEPEIBUKHUKOB.

Bbaox 14

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

B. Brinaronuecss nHTepIpeTalii BOKIbHBIX M(MIM) MHCTPYMEHTAIBHBIX IIUKJIOB Mycoprckoro (Ha
BBIOOD).

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

Bbaok 15

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

B. «Cxka3ounsie onepel» H. A. Pumckoro-KopcakoBa B TeaTpanbHbIX NOCTaHOBKax Hadana XXI Beka
(oGrmuit 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. Brinaromuecs naypearst MexayHapoaHoro koukypcea uMmenu I1. M. HalikoBckoro.
C. I1. 1. YaiikoBCKHI-AUPHKEDP: TPONAraHAUCT PYCCKON MY3BIKH 3a TPAHUIIEH

baox 17

A. A.CkpaOUH U €ro uaes «CHHTe3a HCKYCcCTB» (IpUMEphl COYMHEHUH W HMX COBPEMEHHBIC
WHTEPIPETALIHH ).

B. Ckpsbun, PaxmanunoB, MerHep Kak KoMmo3uTopsl CepeOpsiHOro Beka (KOMIO3HTOp U
MIPOM3BEICHUS — HA BBIOOD).

C. banetsl U.CtpaBunckoro B «Pycckux cezonax» C./larunesa.

Bbaox 18

A. CoBpeMeHHbI€ MOCTaHOBKHU 0HOAKTHBIX onep C.B.PaxmanuHoBa.

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

Baok 19

A. Moit 1100MMBIIi  MHCTPYMEHTAIbHBIM KOHIEPT (KaMEepHO-UHCTPYMEHTAIbHOE / BOKAJIBHOE
counnenne) C. [IpokodreBa 1 €ro HHTEPIPETALNHA COBPEMEHHBIX HCTIOJHUTENCH.
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B. Omnepsl C. IIpokodsesa: murepaTypHble HCTOYHUKH, )KaHPOBOE U CTUIIUCTHYECKOE pasHooOpa3ue.
C. «Boitna u mup» B Mmy3bike C. [IpokodreBa (Ha mpuMepe COUMHEHHI pa3HBIX KaHPOB).

Baox 20

A. Monorpamma DSCH B counnenusix /[I. IlloctakoBuya.

B. Boimaromuecst oreuectBeHHbIe ncnonHauTenu counnernui /. Illocrakopuya.

C. «Boiina u mup» B my3bike /I.IllocTakoBrya (Ha mpruMepe 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
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
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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.

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
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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.

D®paHny3CKUH 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 ¢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 1’oreille I'équivalent des nuances et des
reflets que l'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 ¢léments 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’ caractere méme des trois tableaux qui constituent son poeéme musical de "La mer" montre un
dessein réfléchi; la premiere partie s'intitule "De l'aube a midi sur la mer", c'est-a-dire le passage de
l'aube au grand jour, et traduit 1'é1ément coloré et lumineux que nous relevons d'abord dans le spectacle
de la mer; le second morceau, intitul¢ "Jeux de vagues" répond davantage a I'¢lément "mouvemont"; le
troisieme, "Dialogue du Vent et de la Mer", rappelle surtout I'élément sonore du spectacle maritime
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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’apétre le plus éloquent de la polytonalité. Ce n'est pas du tout le
fin musicien, 1’artiste 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 publié¢es 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
péroraison en demi-teintes de la Deuxieme Arabesque en sol majeur fait penser a I’humour des picces
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 piece
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 piece dont I’héroine ne parait pas: ¢ est I'histoire d'un jeune paysan
provengal 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
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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 frangaise, a-t-elle passé du théatre
au concert ou l'on a groupé en deux Suites 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 précede 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 pi¢ce pour piano connue de Debussy n'a été publiée que plus d'un demi-siccle
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 séveére 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. Apres un petit développement médian en si majeur, la reprise, tres
¢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.

Hemenxnii a3LIK

KREUTZERSONATE

Unter diesem Namen geht gewdhnlich die Sonate fiir Klavier und Violine Op.47, die dem
beriihmten 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 friith fertig war”.Brigetower dringte ihn sehr, weil sein
Konzert schon bestimmt war und er seine Stimme iiben 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.
Beethoven setzte nachher an dessen Stelle, da es doch fiir 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 Kiinstlern
bewiltigt 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 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. Thre Entstehung ist
wohl auf unmittelbare Eindriicke Schumanns nach seiner Ubersiedlung nach dem Rheinland
zurlickzufiihren; 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

17



und behagliches Thema in méBigem Zeitmal} verleiht diesem Satz eher den Charakter eines Menuetts.
Der dritte Satz ist traumerisch und elegisch, wéhrend der vierte feierliche Tone anschldgt; 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 groflen 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, lieB er das Werk zehn Jahre liegen,
arbeitete es um und {ibergab 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" {ind
"Genoveva" nicht aus. Die Manfred-Ouvertiire darf zu Schumanns bedeut endsten Werken iiberhaupt
rechnen.

MOZART

Das Bedeutendste, was Mozart flir das Klavier geschaffen hat, eine seine Konzerte. Die Jahre
1783 bis 1786, wo er am moisten aufgetreten ist, waren fiir 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 Oktavengdnge 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 iiberwies, muB} 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 unerhorten Weise liel 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 ausschlieBlich 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 grofen Einflul 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 wiéhrend der Heidelberger
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 Horer 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.

HUTaabaHcKui 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,
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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 e 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, € 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 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. 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 ¢
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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
(pycckmit)

JK3aMeH COCTOMT M3 TpeX pa3/lesioB, KaXIbli U3 KOTOPBIX OLIEHUBAETCA MO S-OamipHOU
CHCTEME OIICHOK C MOCJIEIYIOIIUM BbIBEJICHHEM cpeaHero Oama. Llens sk3ameHa onpenenuTb ypoBeHb
SI3BIKOBOM M KOMMYHHKATHBHOM KOMIIETEHIIUM IIOCTYMAIOMIETO JJs peHIeHHs 3aJad B paMKax
00IIEs3BIKOBOTO, YICOHO-HAYYHOTO U KYJIBTYPHOT'O OOIICHHS.

Ha sx3ameHe aOMTypUEHT-WHOCTpAHEI] JOJDKEH MPOAEMOHCTPUPOBATH YMEHHUE I0JIb30BATHCS
PYCCKHM SI3bIKOM KaK CpEICTBOM INPO(PECCHOHANBHOIO M KyJabTypHoro oOmienus. Iloctymaromuit
JOJDKEH BIAJeTh Op(O’MUYECKHUMH, JEKCHKO-TPAMMATHYECKUMH, CTUIMCTUYECKHMMU HOpMaMu
pYyCCKOro si3plka B Ipejesax MpOrpaMMHBIX TpeOOBaHUM, a TakKe BIaJETh NpPUEMAMH PYCCKOTO
peueBoro nosenenust (ypoBenb TPKU-2 /B2 — European Language Portfolio - ansi BeITycKHMKOB
By30B; ypoBeHb TPKU -1 / Bl — European Language Portfolio - ayns mpomeammx IByXTroAndHOE
o0y4eHHEe B KaUeCTBE CTAXEPOB).

AOUTYpHUEHT IOJDKEH BJIAJIETh MOJATOTOBICHHON M HEMOATOTOBJICHHOW MOHOJIOTHYECKON PEUblo
Ha PYCCKOM SI3bIKE; BIAJETh AHAJOTHUECKOW PEUbl0 B CUTYaIUSX OBITOBOTO M MPO(ECCHOHATBLHOTO
oOmieHust B mpenenax mporpaMMbl. OH JOJDKEH MOHMMATh Ha CIyX PYCCKYIO IUATIOTHYECKYIO U
MOHOJIOTUYECKYIO peydb MO CHEIHMAIbHOCTH, BKIIIOYAst JIEKIUHU (IS BBITYCKHUKOB BY30B).

TpeboBaHusi K BCTYNHUTEIbHOMY O3K3aMEHY B aCCUCTEHTYPY-CTaKHPOBKY U acCIHUpAHTYPy
NpUOIMKEHBI K TPeOOBAHUM K K3aMEHY 32 MOJHBIN By30BCKUN Kypc 00yUEHHSI pyCCKOMY SI3BIKY Kak
WHOCTpaHHOMY, T.e. cooTBercTByloT Il ceprudukanmmonnomy ypoBHiO ['ocymapcTBEeHHOTO
obpazoBarensHOro crangapra no PKU (obmiee BiageHue + npoeccuoHaANbHBINA MO ).
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IK3amen exknrouaem ¢ cebsa mpu 3adanua (oduiee BpeMs Ha TOATOTOBKY K 1 1 2 pa3zienaM sK3amMeHa
— 30 MuHYyT):

1. O630puwiii pacckaz 00 0OTHOM W3 MPOU3BEICHUIN PYCCKOW KJIACCHYECKOW TUTepaTyphl. Tpedyercs:
neperaTh OCHOBHOE COJIEpKaHUE MPOU3BENIEHUS, €ro MpoOIeMaTHKY, 1aTh XapaKTEPUCTUKY OCHOBHBIX
repoeB. [IponomxuTensHOCTh OTBeTa — 10 MUHYT.

2. Pacckas o meme ceoe2o 6yoyue2o HayuHo2o ucciedosanus (HayqIHO-KBaTU(OUKAITMOHHOW PaboThI).
[IponomxurenbHOCTh 0TBETa — 10 MUHYT.

3. beceda Ha pycckom s3blke TIO BONPOCAM, CBA3aHHBIM C MPO(PECCHOHAIBHON N1eATeIbHOCTHIO
aburypuenra. [IpomomkutenbHOCTh Oecennl — 5-10 MUHYT, TPOBOIUTCS 0€3 MOATOTOBKH.

Kpumepuu OUCHKU omeema.

Iloozomoenennas u Heno0020MOGIEHHAA Peib HA UHOCMPAHHOM A3bIKe
M0 CTHENUATBHOCTH SK3aMEHYEMOTO

COMIUYHOY MMOHUMaHHUE BOIIPOCOB M BBICKA3bIBAHMI SK3aMEHATOPa, OTIMYHOE BJaJCHUE
(5 6annos) JICKCUYECKMMHM, TPAMMATHYCCKUMH U CTHJIMCTHYSCKUMH HOPMaMHU, ITOJTHOE
COOTBETCTBHE COJICPIKAHUS TEKCTa 3asBJICHHON TeMe, JIOTHYHOCTh
CBSI3HOCTh peuH, (haKTHIeCKass TOUHOCTh, aficKBaTHAs PEaKIUsl Ha PEILIUKH,
YMEHHE BbIpaXkaTh U apryMEHTHPOBATh CBOIO TOUYKY 3PEHHS, JaBaTh
Ppa3BEPHYTHIN OTBET
«XOPOULOY MMOHUMaHUE BOIIPOCOB M BBICKA3BIBAaHUI HK3aMEHATOPA, XOPOIIee 3HAHUS
(4 6anna) TEMBI, OTJCIIbHBIC JICKCHIECKUE U TPAaMMaTHICCKUE OIMTHOKH (10 5 ommOoK),
COOTBETCTBHE (B IICJIOM) COJICPKAHUSI TEKCTa 3asBJICHHOMN TeMe, IOTHIHOCTh
U CBSI3HOCTB pPeuH, PakTHUECKas TOUHOCTh; aJICKBaTHAs peaKIlHus Ha
PEIUIMKH, YMEHHUE BBIPA)KaTh CBOIO TOUKY 3PEHUS, 1aBaTh OTBET C MIOMOIIbIO
HABOJISAIINX BOMPOCOB
«Y0081eMBOPUMENLHOY 3aTpy/THCHMSI B TOHMMAaHWUHU BOIIPOCOB ¥ BBICKA3BIBAHUIA SK3aMEHATOPA,

(3 6anna) YIOBJICTBOPHUTEIBHOE 3HAHHUE MPEICTABICHHOW TEMbI, TEPMUHOJIOTHUECKUE
OomMOKH, HAPYIIEHNE TPAMMAaTHIECKUX M CTHIIUCTHICCKUX HOPM (5-9
OIMOO0K), HETIOJIHOE COOTBETCTBHE COJICPIKAHUS TEKCTa 3asBICHHON TeMe,
OIMOKY B JIOTHYHOCTH U CBSI3HOCTH, B (JaKTUYECKOH TOYHOCTH, 3aMeJICHHAS
peakius Ha PEIUIMKH, SIBHBIC 3aTPYIHECHUS U OIIMOKHA B YMEHUH BBIPAKATh
CBOIO TOYKY 3PCHHSI, JaBaTh pa3BEPHYTHIA OTBET U apI'YMEHTHPOBATH CBOIO

MO3ULIHIO
«Hey0081emBOPUMENLHO» | CEpbe3HbIC 3aTPYIHEHHS B TOHUMAHUHU BOIIPOCOB M BHICKA3BIBAHUIA
(2 6anna) 9K3aMEHATOpa, YAOBJIETBOPHUTEIHHOE 3HAHHUE MPEICTABICHHOW TEMBI,

TEPMHUHOJIOTHYECKUE ONIMOKY, HAPYIICHUE TPAMMATHIECKUX H
CTHITUCTHYCCKHUX HOPM (5-9 ommOOoK), HECOOTBETCTBHE COACPIKAHUSI YCTHOTO
pacckasa 3asBJICHHON TeMe, HETOYHOCTH B U3JI0)KEHUH (DAKTOB, HAPYIICHUS
JIOTUMHOCTH U CBSI3HOCTH
(HEYO0BIEMEOPUMETBHOY HCI‘IOHI/IMUaHI/Ie BOIIPOCOB U BBICKA3bIBAHMI1 3z<saMeHaTop€1, OTBET Ha

(1 6ann) OCHOBHOU U HAaBOJSAIIME BOIIPOCH! HETIOJIHBIN, HECBA3HBIM,
HEapryMEHTHUPOBAHHBIH; JOMYIICHBI TPYObIC OIIMOKH B
ONPEAENEHUAX, JAaTaX U T.I., ICKAXXAIOIIHUE CMBICI IOHSATUI

IIpuMepHBIH YPOBEHDb CI10KHOCTH JIEKCUKH

HUcnonnurenscknii Tagant A.H. Ckpsadnna

Anexcanap HuxonaeBuu CkpsiOMH BoIIed B MCTOPHIO MY3bIKM HE TOJBKO KakK KOMIIO3UTOD,
o0nafaBmuil SIPKUM HEOOBIYHBIM CTHJIEM, HO M KaK HE MEHee OPUTMHAIbHBIA nmuaHuct. 1 B 3TOM
OTHOIIEHWH MOKHO TMPOBECTH TMapauie]b C BbIIAIOMIKUMCA  KOMIIO3UTOPOM-UCIOIHUTEIEM
PaxmanunoBbIM. OJHAKO 371eCh €CTh CYIIECTBEHHOE OTNIMuMe — ecnu Jisi PaxmanunoBa CkpsiOnHa
OHa He 3aHsua Takoe Mecto. C npyroil CTOpPOHBI, TBOPUYECTBO W HMCHOJHUTEILCTBO CKpsiOMHA
HEPa3phIBHO CBS3aHBI, OHU JIBYCAHWHBI IO CBOEH cyTH. MHOTHME OCOOCHHOCTH HCIIOJTHHUTEIHCKOM
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maHepsl CkpsOuHa - HEpBHAsE BO30YXKIEHHOCTh, HEYJIOBUMO M3MEHUYMBBIC TEMI U PUTM, TOHYAHIIAs
rpajamus 3By4aHus - HalJIM OTpa)K€HUE B ero GopTenuaHHoM TBopuecTBe. CKpsSOUH ObLI HE TOJIBKO
TCHUAIBbHBIM KOMITO3UTOPOM, '3BE3/10i MEpBOM BENWYHMHBI', HO W Ype3BbIUANIHO CBOEOOpa3HBIM
nuanuctoM. Haubonee sipko nuanuzM CkpsiOvHa pacKpbIBajcs B UCIIOJTHEHUH UM CBOUX COOCTBEHHBIX
COYMHEHHUH. DTa SBHO BBIPAKEHHAs HAINPAaBICHHOCTh WMHTEPECOB KOMIIO3MTOpa OblIa CBs3aHa, B
IIEPBYIO OYEPEIb, C YCIOBUSIMH €r0 )KM3HU, C PAHO BBIIBUBLICIHCS MMAHUCTUYECKON 01apeHHOCThI0. C
JIETCKUX JIET OH poc B Mupe ¢oprenuanHod My3blku. Kpome Toro, CkpsOMH modydan cBoe
oOpasoBanme y n3BecTHOro MockoBckoro nemarora H.C. 3BepeBa, a 3atem y B.W. CadonoBa, Takxke
Pa3BUBIIMX THMAaHU3M MOJOJOr0 My3blkaHTa. CadoHOB ouYeHb OBICTPO OIICHWJT BBLAAIOLICECS
MMMAaHUCTUYECKOE JapOBAHUE IOHOIIM, U BCKOPE MPHU €ro MOAJNEPKKE HAYMHACTCS HCIOJHUTENIbCKAs
nesrenbHOCTh CKpsiOMHAa Ha KOHLEPTHOM ocrpane. Ilpuemsl, koTtopble mokazan emy CadoHoB,
nomorayin CKpsiOMHY YCIEIIHO CTIPAaBIATHCS ¢ TAKUMH TPYAHBIMU Mpou3BeAeHus MU, kKak Konnept No
1 ®. Jlucra, no3nHue coHarbl berxoBeHa, BupTyo3Hble 3ToAbl Lllymana, nbecsl lonena. Ongnako
MOJIO/ION MUAHUCT, a3apTHO YBJIEKIIUCH PA3BUTHEM CBOEH MUAHUCTHUUECKON TEXHUKH U He o0anas oT
IPUPOJBI TOCTATOYHO KPEMKOW M BBIHOCIUBOW KOHCTHUTYIMEH, MEpeurpa mnpaBylo pyky (momoOHas
HUCTOpHS Ciy4dwiach B cBoe Bpems ¢ wmonoasiM Illymanom). B nHauane 90-x rom0oB mepBbie
¢doprenuannbie omycbl CKkpsiOnHa MOABISIOTCS B MOCKOBCKOM m3aarenbeTBe 11, FOprencona. B atux
NepBbIX counHEHHIX CKpsOMHA TOBOJIBHO SIBCTBEHHO OIMYIIAINCH CIEABl BO3ACHCTBUS YaliKOBCKOTO,
Jlucra u ocoberno ropsuo mobumoro um Illonena. IlocTeneHHO MM MOJOJAOTO KOMITO3UTOpA H
MUaHUCTa MPUOOPETAET U3BECTHOCTh B MY3bIKaIbHBIX Kpyrax Mockssl u IletepOypra. U Tam u 31ech y
HETO MOSABISIOTCS KaK TOpsYHe MOKIOHHUKH, TaK U — M0 Mepe OOPETeHUsI UM OPUTHHAIBHOTO CTHIIA -
sapeie HemoOpoxenarenu. Eme B Te panHue roasl CkpsiOMH 00iaman COMyTCTBOBABIICH €My BCIO
KHU3Hb CIIOCOOHOCTBIO C MEPBBIX )K€ B3ATHIX UM aKKOPAOB YCTAHABIMBATH NCUXUYECKUH KOHTAKT C
ayJIMTOPHEH, UCTOYATh OT ceOs HEKW HEPBHBIM, THITHOTU3UPYIONTUH TOK, HEOTPA3UMO MOKOPSIBIIHI
ee. B ucnonnennn CkpsiOuHa ero cOOCTBEHHbIE COUMHEHMS Ka3aJUCh UMIPOBU3ALMAMHU, KaK OBl TYT
K€ POXKAABIIMMUCSH, €HI€ HOCHBIIMMHM HEOCTHIBIUMM IbUI TBOPYECKOTO BIOXHOBEHHMS: CTOJBKO
CBOOO/IBI U MPUXOTIMBOCTU OBLIO B €r0 UIPe, TAKOH CBEKECTHIO M HEMOCPEICTBEHHOCTHIO BESUIO OT
Hee. HMcmomuurtenbckuii  oOmmk  3penoro  CkpsiOMHa  JOCTAaTOYHO  MPOTHBOPEUYWB.  ITa
POTHBOPEYNBOCTh, B YACTHOCTH, CKa3zajach B TOM, YTO B MEpPHOJ >kKHU3HU, Korga CKpsiOuH co3naBai
CBOM NO3JHUE IPOU3BEICHUS, OH CPABHUTEIBHO MajO0 Mrpal MX B KOHIEpTax. BoceMas coHara,
HanpumMmep, He Obljla UM UCTIONTHEHA HU pa3y. CKpsAOUH-TIMaHUCT MPOIaraHIupoBall IPEUMYIIECTBEHHO
cBou counHeHuss 10 50-x omycoB. McnonHuTenbckas, Kak M KOMIIO3UTOPCKas, JEATEIbHOCTh
CkpsiOuHa BcerJa BbI3bIBaJla MHOTOUYHMCIICHHBIC CIIOpPbI M HEOJHO3HAYHbIE OT3BIBBI, YTO
CBUJETEIBCTBYET O TOM, 4TO0 CKpsiOUH ObLI, HECOMHEHHO, BEJIMKUM MY3bIKaHTOM. PerieH3uu Ha ero
Urpy ObUIM OYEeHb NMPOTUBOpPEUMBBI. OJHUM Ka3aloCch, YTO Kak MUAHUCT, CKpsOWH HE MpeAcTaBiseT
co0oif mepBOKIacCHOM BenUM4MHBI. Ero TexHuka He OnecTtdina, yaapy HEJOCTaeT CHIIbI, TOH €ro
HECKOJIbKO 0JfHOOOpa3eH. [Ipyrue cuuranu, 4To HeNlb3sl TOBOPUTH O ero TexHuke. O Hel He TyMaellb,
ciymas ero urpy. Ciaplunis TOJIbKO U MEPEKUBACID TO, YTO OH CBOEH TBOPUYECKOM BOJIEH 3aCTaBIISIET
CIIBILIIATH M TIEPEXKUBATH, - 3TO BelnYaiiniee HcKyccTBo. [loromy, MoxeT ObITh iMeHHO CKpsiOWH U He
BUPTYO03, HE UCTIOHUTENb OOJIBIIOT0 KOHIIEPTHOTO 3aJia, — CIMILKOM TOHKA €r0 Urpa, CIMIIKOM MHOTO
B HEHl HIOAHCOB W HAcTpoeHus. M B 3TOM OTHOUIEHMM OH IIOX0)K HA CBOEr0 JYXOBHOI'O
npenmecrseHHrka — [llonena. Bee 3Ty olleHKH ele pa3 MOAYEPKUBAIOT TaKue OCOOEHHOCTH UIPHI
CkpsibuHa, KaKk UMITPOBU3ALMOHHOCTh, TOHYAMIIAS HIOAHCUPOBKA, MPE00JIalaHue TUXUX 3BYYHOCTEH,
B rpasanuu KOTOpeIX CKpsiOMH ObLIT HEITOBTOPHUM.

Cxpunuunoe teopuectBo U. C. baxa

Cxpunuunoe nacnenue WM. C. baxa, XOTS OHO U OTHOCHUTEJILHO HEBEJIMKO, OKa3aj0 BO MHOTOM
OTIpe/IeTISIONIee BIMSHUE Ha CTAHOBJIEHHWE EBPOIEHCKOTo CKpUIIUYHOrOo HucKyccTtBa. Jlo cux mop
COXpaHSIET OTrPOMHYIO 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
MBIIIEHHS], ONMPAIOIIETOCS CKOpee Ha OPTaHHbIE U XOPOBbIE BHIPA3UTENbHBIE CPEACTBA U TEMOPOBBIE
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KOMIUICKCBI, MBIIUICHUS, HOCAILIETO CHHTETUYECKUI XapakTep, TBOPYECKH BOOpABIIETO W
nepepadoTaBIIEro JOCTHIKEHUS €BPOMECHCKON MY3BIKAIBHOW KyNbTYphl. [lomudonndeckuii xapakrep
MblluUieHus: baxa sipko MposSiBUIICA U B €r0 CKPUMHMYHBIX Mpou3BeieHUusIX. OH KOPEHUTCS B TPAIULIUASIX
HapOJHBIX HEMEIKUX TaHLEB, HAPOJHOW HMHCTPYMEHTAJIbHON NPAKTHUKH MHOTOTOJIOCHOW HWIpPbl Ha
WHCTPYMEHTaX ¢ OYpIOHUPYIONIMMH CTpyHaMu. Henb3si He YYUTHIBATh U TPATUIMI UTPHl HA BHOJAX
(ocobenHo rTamOe), JOJbIIE BCErO 3aJepkaBImIMXcs MMEHHO B ['epmanun. B dopmupoBannum
0axOBCKOTO CTHWJIS 3aMETHBI UTAIBSHCKUE TPAIUIMH, B TIEPBYIO OUepenb HIyIIMe OT BUBaIbau, 4TO
CKazajioch Ha monxojie baxa k kpynHoii popme, GopMHpoBaHUH B €70 TBOPUECTBE MPEIKIACCHUECKOTO
TUTA CKPUIIMYHOTO KOHIIEPTa. B TpakTOBKE CIOMTHI W CTApPUHHON COHATHI OCOOCHHO 3aMETHBI
YellICKHe, MOJIbCKUE, 0TYaCTH (paHily3ckue BiusgHus. Ho, Tak win uHaye, BCe ATH BIUSHUS OCTAIOTCA
JUIIb B TIpEleNax «BEPXHEro clos» — (aKTyphbl, OTICIBHBIX MPUEMOB, TpaHel (HOopMEIL.
[IpeobOpazoBanHbIe TBOpUYECKOHN (paHTa3MEH TEHUSI, OHH TOJYYal0T HHOE XY/I0KECTBEHHOE OCBEIIECHHUE,
MpUOOPETAIOT CaMOOBITHBIN XapakTep. YHUKaIbHBIM CO3/IaHHEM 0aXOBCKOTO T'€HHUS SIBIISIOTCS IIECTh
COHAT M MAPTHUT ISl CKPUIKHU coto (Hamucanbl okojio 1720 rona B Kérene). 3aeck ckpurika, B OTIUIHE
OT WTANbAHCKUX TPATULUN, TPAKTYEeTCd KaK CaMOCTOSITEIbHBIM MHOIOTOJIOCHBIH HWHCTPYMEHT,
oOjafaroluil  OTPOMHBIMHM  BBIPA3UTENbHBIMU BO3MOKHOCTSIMM — ¥ TIOJHO3BYYHEM OpraHa, u
BOKQJIBHOM MEBYYECThIO, THOKOCTHIO YEJIOBEYECKOT0 Iojioca, M O0rarcTBOM OPKECTPOBBIX TeMOpoB. B
coHaTax bax mpojomkaeT Kak TpaaulMi HEMEUKOW HApOJHON MY3bIKH, CBSI3AHHBIE C MHOTOTOJIOCHOM
(bakTypoil, HMIIPOBH3AIMOHHOCTHIO  HM3JIOKCHHS, TPAKTOBKOW TaHIEB, TaKk ¥ TPAJAUIUU
npodeccnoHanTbHOM MY3BbIKM HEMELKUX, UTATbSIHCKUX M aBCTPUUCKUX KOMITO3UTOPOB. bax BO MHOroM
U OTKa3bIBA€TCS OT NMPEKHUX TPAAULIMN, IEPEOCMBICIMBAET UX, CO3JAET HOBBIE. Y HETO COBEPILIEHHO
OTCYTCTBYET CKOpJaTypa NpuMeHeHHe O0JIbIIOro KoaudecTBa ykpameHuid. OH IUPOKO ONMupaercs Ha
SIpPKUE 3BY4YaHUs, 4acTO HCIONBb3YET OTKpPbIThbiE CTpyHbL. He cinydailHO JBe COHATBhl U JBE€ MAPTHUTHI
HamucaHbl B TOHAJIBHOCTSX BCEX OTKPBITHIX CTPYH CKpHUNKHU. B 11e10M HE0OXOAMMO paccMaTpuBaTh
COHATHI M MAPTUTHI KaK €IMHBIN TPaHIMO3HBINA LUKII, PACKPHIBAIONIUIN OMpeaeeHHYy0, GUIocoPpCcKu
HACBILIEHHYI0O TpOrpaMMy, B KOTOpPOM HaXOAST OTpPaKEHHWE H3BEYHBIE TEMBbI >KM3HH U CMEPTH
YeJoBeKa. XOTs MO CXeMe CKpunHuyHas coHara y baxa cxomna c¢ conaroil da chiesa urambsHCKHX
KOMITO3UTOPOB, HO caMa TpPaKTOBKa COJAEp)KaHMsI 4YacTeil BO MHOIOM OTiInYaerca. Tak, MepBble
MEJICHHBIC YaCTH COHAT Y UTATBSHIIEB MPEACTABISIOT COOON OOBIYHO BCTYIUICHHE K OBICTPOM 4acTH,
B TO BpeMsi Kak y baxa 3T0 — TMOJHbIE MAaTETUKU U DKCIPECCUU CAMOCTOSITENbHBIE YacTH
MOHOJIOTHYECKOT0, PEUUTATUBHO-UMIIPOBH3AIIMOHHOTO XapakTepa. Bropeie wactu y baxa — ¢yry,
MOJIHO3BYYHbIE, OOraTble TMHAMUYECKUM Pa3BOpOTOM pa3BUTHUS. X 00pasbl CBs3aHBI C JCICTBHEM,
KOJUIGKTMBHBIM HaudaiaoM, Ooyiee OOBEKTUBHBIM XapaKTepOM BBIpOKEHHUsA. TpeTbu YacTH —
aupuyecKkuid 1eHTp coHarbl. Illupokas HameBHOCTb, 3MOIMOHAIbHAS MPHUIOTHATOCTb, IOPOI
MPOSIBIISIONIASCS «YyBCTBEHHOCTh» WHTOHAIIMNA, CYOBEKTHUBHAS JIMPUYHOCTH BBICKA3BIBAHUS, JTH
YepThl CTAaHYT XapaKTEPHBIMU ISl MY3bIKH BTOPOM MOJOBUHBI Beka. 31ech bax omepexkaeT BO MHOTOM
MY3BIKQJIbHOE pa3BUTHE CBOEro BpeMmeHHn. DWHANBI COHAT — MOMM(OHUYHEI, B HUX bax macTtepcku
MPUMEHSIET CKPBITYI0 MonudoHuto. OHM BO MHOTOM MOTOPHBI, UM CBOMCTBEHHBI CEKBEHTHOCTb,
MMOBTOPHOCTb, OJTHOTHITHOCTH (PAaKTypHBIX GUTYp. My3bika (UHAIOB BBI3BIBAECT ACCOIMALIUN C TIOTOKOM
caMo# JKM3HHU, CTPEMHUTEIIBHOCTBIO BpeMeHH. 311ech bax qocturaer O0bIION ETbHOCTH HE CTOJIBKO 3a
CYeT ApaMaryprui (B 3TOM OTHOIICHUM TJIABEHCTBYIOT IE€pPBbIE JIBE€ YacTH), CKOJIBKO 3a CYET
00001IeHNs, CO3AaHUs OUIYUICHHUsS Mpa3gHuKa. MOXXHO OTMETUTh B CBSI3U C 3THUM M HEKOTOpOe
MPOHUKHOBEHUE JKAaHPOBO-TAHIIEBATHHBIX JJIEMEHTOB (OHH, KOHEYHO, NPUCYTCTBYIOT, IMOpPOH B
CKPBITOM BHJIE, U B IPYTUX YACTAX, 0cOOeHHO B (pyre). CKkpunuuHble MapTUTHl baxa sBISIOTCS Kak Obl
anTuTe30i coHaT. CoHaTa W MOCIENYIOIIas MapTUTa COCTABIIIOT KOHTPACTHBIC Taphl (JBE MEPBBIX —
MUHOpHBIE, MOCIeHsA Mapa — MaxkopHasi). OCHOBY JIByX MEPBbIX COCTABJISAIOT TPaJAULIMOHHBIEC YACTH
CTapHHHOH CIOMTHI — aJyieMaHJa, KypaHTa, capabanna, xura, 0yppe. Ho y baxa onn — He mpocto
TaHIIeBaIbHBIE HOMepa. OOpasnas wmertamopdosa 37ech 3HauuTeNbHA. Hawmboniee cBeTsIOM,
KHU3HEepaJocTHOH siBisiercss Tperbst maptuta E-dur. OHa BOo MHOTrOM mpenBocxuInaeT cTwib baxa
JeHnIuUrckoro mnepuonaa. VMIMEHHO OHa CTAHOBHUTCS 3aBEpLICHHMEM BCEro IUMKJIA, €ro HMTOrOBBIM
cMbIciioM. Takum 00pa3oM, SKCIO3UIMS LUKIa — (QHI0COPCKOE pa3MbIIUIeHHe — coHaTa g-moll,
HauboJee «TeMHas» 1Mo TeMOpy, ONMUparonIascs Ha caMyl0 HU3KYIO CTPYHY CKPHUIKHU. 3aBepliaroiias
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YacTh IMKJIA JIMKYIOIIUNA Tpa3IHUK — mapTtura E-dur, B KOTOpO#l Hcronp30BaHa camasi «CBETIas
TOHAJIBHOCTh HA CKPUIIKE, YTO CBA3AHO C BBICOKOW HETEMIIEPUPOBAHHOMN MO HACTPOUKE CTpyHOU MHu.
B3auMONIpOHMKHOBEHHE YaCTEH COHATBHI M IMAPTUTHI MPOUCXOIUT UMEHHO B HuxX. Tak, B Ilepsoi
COHaTe JIBe MocieHue 4acTu — crouTHble (Cunmianana u Presto, kak cBoeoOpa3Has Bapualysi Ha Hee
— ny6ins), a B Tperbeit mapTuTe neppast 4acTb coHaTHas — 3HameHHThIN [Ipemton. Llukn umeer u ase
CMBICIIOBBIE KyiabMHMHanuu. IlepBas cBs3aHa € JMYHOCTHBIM HayaJloM, CyAbOOM deloBeKa U
peanu3zoBaHa B YakoHe — TIpaHAMO3HOM IIOXOPOHHOM IIECTBUU-PA3MBILUICHUHA. Bropas —
KU3HEYTBepXKAaroas — peanuzoBanHas B ¢yre D-dur, moctpoenHol Ha Teme xopana «['psau, ayx
cBaATOM». OJHA M3 3TUX JBYX KYyJbMUHALUN OJMIETBOPSIET HACTOSILEE BpPEMs, 3E€MHYIO JKU3Hb,
KOHEYHOI'0 YeJIOBEeKa, Apyras — BEYHOCTb, JYXOBHYIO JKH3Hb, CBETJIOE Oynyllee, BO3POXKICHHE
KU3HU, OTPULIAaHHE CMEPTH, HEYMHpAIOLyto KpacoTy Yenoseka. OcHOBOM [ baxa B 3TOM LIUKJIE TEM
CaMbIM CTAHOBHUTCSI TIOCTPOCHHE CKBO3HOW [paMaTypruM IL€JIOr0, OCHOBAaHHOW Ha OIPENEICHHOM
3aMpIcie, OaM3koM 0axoBCKUM «CtpacTsim». YakoHa — YHUKaJIbHOE COUYMHEHHE JJISi COJNMPYIOLIECH
CKpHUIIKH, MOIIb 3BY4YaHUS M OSKCIOPECCHUS KOTOPOM JOXOIAT 31€Ch JO OpPraHHOM M OPKECTPOBOM.
YakoHa HAYMHAETCS MEUICHHBIM IPOBEICHHWEM OCHOBHOW TOMO(OHHOW TEMBl — TEpUOjaa. 3aTeM
CIIEAYIOT TPUALATh [BE BapHallud Ha Hee, pa3BOpauMBAIONIMECH OOJBIIMMHU JMHAMUYECKUMHU
BoiHamu. B 1mmkie baxom wucmonp3oBaHa SBHAS M CKpbITas MONUGOHHUSA, HOXOIAIIAs MO
YEThIPEXT0JI0CHOTIO CKJIaAa, 0coOeHHO B (pyrax. IIpu nepenoxennn YakoHs! Ui KIaBUpa WIN OpraHa
bax mepeBen 3Ty CKpbITYI0O NOIUGOHUIO B peanbHylo. Ho B opHurmHaze MacTepcTBO BEIMKOTO
NOJU(OHUCTA B UCIIOJIb30BAaHUH Pa3HOOOPa3HBIX BBIPA3UTEIBHBIX BO3MOKHOCTEH CKPUIIKM HACTOJIBKO
BBICOKO, YTO IIPU HUCIIOJIHEHMM CO3JAeTCs OLIYIIEHHE DPEAJBHOIO 3BY4YaHUs BCEX 3aJyMaHHBIX U
HaMEYEHHBIX KOMIIO3UTOPOM T'OJIOCOB.
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