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1. O0Me noJioKeHus

1.1. Tlocrymaromue B acnupantypy KoHcepBaTOpuu MNpOXOIAT KOHKYPCHBIE BCTYHMHUTEIIbHbBIE
UCIBITAHUS 1O MPOPUIBHON CHENUATBHON NUCHUIUIHHE (YCTHO, MTUCBMEHHO), Gunocoduu (YCTHO) U
WHOCTPAHHOMY SI3bIKY (QHTJIMMCKWN, HEMEIKUW, (QPaHIy3CKUM, HUTAIbSIHCKUNA, PYCCKHH — A
MHOCTPAHHBIX TpaxkaaH) (MMCbMEHHO, YCTHO).

1.2. Jlna oueHuBaHUs Pe3yIbTaTOB BCTYMUTENIbHBIX MCIBITAHUN HCIIOJIB3YyeTCsl S-OalibHas cucreMa
OLICHOK.

2. Hayuynasi cnenuajJibHOCTh
5.10.3 — Buabl uckyccTBa (My3bIKaJbHOE HCKYCCTBO)

2.1. IlpopuabHBIi 3K3aMeH MO CNEeNMAJIBLHOCTH COCTOUT U3 2-X Pa3JIeNoB, YCTHOTO U TUCHbMEHHOTO.
2.1.1. 3amuTa pedepara nmo Teme OyAYLIEro AMCCEPTAIMOHHOIO HCCJIEIOBAHHS, B XOJIC
KOTOpO OOOCHOBBIBAIOTCSI HOBH3HA M aKTYaJIbHOCTh M30PaHHOW TEMBI, 3aCIYIINBAETCS OT3HIB
IPEIIOIaraeMoro Hay4HOIro pPYKOBOIMTENs, BO3MOXKHOCTh 3aBeplieHus pabotel Hajxy HKP
(nuccepranueil) B paMKax acCUpPaHTYphl, 3aC/yIIUBAIOTCSI OTBETHI MOCTYIAIOIIEr0 Ha BOMPOCHI
YJICHOB K3aMEHAllMOHHON KOMHUCCHHU.
2.1.1.1. KoHcepBaTopus pPEKOMEHIYET CIEAYIOIIHE TeMbl B OOJIACTH HCKYCCTBOBEICHHS IS
OyAyIIUX HAayYHBIX UCCIICOBAHHN:

e My3bIKaJNbHas KyabTypa Poccun: ucropust 1 COBpeMEHHOCTb;

e pycckasi My3blKa B IPOCTPAHCTBE MUPOBOM KYJIbTYPBI;

* UHCTPYMEHTAJbHBIC U BOKAJILHBIC )KaHPBI MY3bIKH 3aI1aJHOEBPOIICHCKOr0 0apOKKO;

e JCTOYHUKOBEIUYECKHE /WM TEKCTOJIOTHYECKHE TIPOOIEMBI ITPU U3YUYEHUH UCTOPUU MY3bIKHU;
® METO/0JIOTUYECKHE POOIEMbI H3YUEeHHUsI CTADHHHON MY3BIKH;

® JCTOPUYECKH OPUEHTHPOBAHHOE MCIIOJIHUTEIBCKOE HCKYCCTBO;

® METOJI0JIOTUYECKUE MPOOIEMBI MY3bIKAIbHO-TEOPETUUECKON HAYKH;

e JCTOpPU3M U/WIM T€PMEHEBTHKA B My3bIKaJIbHON TEOPUH;

e METOJI0JIOTUYECKUE MPOOIEMBI U3YUEHHSI HOBEHIIEH MY3bIKH.

2.1.1.2. Dx3aMeHAlMOHHAs KOMHUCCHUS NPUHMMAET pPELIEHHE 0 KaXKAOMY IOCTyHamolleMy B
(dopMe rojocoBanus. B ciayyae perieHust o TalHOM rOJIOCOBaHUU, KaX bl U3 YIEHOB KOMUCCUH
3aI0JIHAET UHAWBUYAIbHBIN JHCT TOJIOCOBAHUSL.

2.1.1.3. UtoroBas omeHka 3a TOpOoQWIGHBIA OK3aMEH NpeACTaBiIseT coboil  cpenHee
apu(pMeTHYeCKOe 3HAUYCHHUH OlLIEHOK, BBICTABICHHBIX aOUTYPUEHTY BCEMH 4YIEHAMH KOMHCCHUHU.
[loTeHunanbHble PYKOBOJAUTENN aOUTYPHUEHTOB B TOJOCOBAaHMM IO €ro KaHAMJAType He
y4acTBYIOT.

2.1.1.4. [TponomKUTETLHOCTh YCTHOTO pa3jielia — B Tpeesiax OJHOTO aKaJIeMHUYECKOro daca.

2.1.1.5. Kpurepuu OleHKH:

) AOUTYpPHEHT MTOKa3bIBAET HABBIKM CAMOCTOSITEIbHON HAyYHO-UCCIIEI0BATEIbCKON
0aJUI0B | 1€ATEIbHOCTH, ABTOPCKHE MOXO0/IbI B UCIIOJIb30BAaHUU 3HAHUN B CMEKHBIX
06nacmx MY3BbIKaJIbHOT'O UCKYCCTBa U TCOPUH U UCTOPHUU UCKYCCTBA, COUCTACT
TPaAUIMU MY3bIKOBEACHUS U JIUYHYIO TBOPUYECKYIO HHULIUATUBY, BIAJECET
COBPEMEHHOM METOJIOJIOTMEN HAyYHBIX HCCIENOBAaHUM, TOKA3bIBAET IEPCIIEKTUBY
okonuanus padotel Hax HKP B Teyennn Tpex et o0yueHusl.

4 AOUWTYpHUEHT MOKa3bIBAET HABBIKH CAMOCTOSTEIFHON HAYIHO-HCCIIEI0BATEIHCKON
0ajia | IeATeNbHOCTH, UCIONB3YS 3HAHUS B CMEXKHBIX 00JaCTSIX MY3BIKAILHOTO
HCKYCCTBa U TCOPUH U UCTOPHUHN UCKYCCTBA UCIIOJIB3Yd IIPU 3TOM TpagulIlUH
My3bIKOBe/ieHus. [Ipu 3TOM He BIOJIHE BIAJEET COBPEMEHHOW METOA0JI0TUEN
HAay4YHBIX HCCHG}IOBaHI/Iﬁ, MPOABJIAIOTCA HEAOCTATKH B YaCTHU HAYYHOI'O
000011eHus 1 BBIBOAOB. OKOHYaHKE PadOTHI B CPOK BBI3bIBAET COMHEHHS.

3 AOUTYpHEHT HE IEMOHCTPUPYET HABBIKM CAMOCTOATEIHLHOTO MOAX0/1a K




oasL1a

HCCIIEIOBATEILCKOM paboTe, B HEIOCTATOYHOM CTETIEHU UCIIONB3YET 3HAHMS B
CMEXHBIX 00JIaCTSIX UCKYCCTBA, HE MTOKA3bIBAET HABBIKM CAMOCTOSTEIILHOMN
HAYYHO-HUCCIIEIOBATEILCKOM IesTenbHOCTH. PaboTa He MOKeT ObITh OKOHYECHA B
CPOK.

oas11a

AOUTYpPHUEHT IIPECTABISAET HENEPCIEKTUBHYIO JUIsl 1ajlbHEHNILIEro NCCIIEJOBAHMS,
BHE paMOK PEKOMEH/I0BaHHBIX 00JacTell UCCIeJOBaHUS TEMY, OTCYTCTBYET
pa3BEpHYTHIN IJ1aH UCCIIEN0BaHUs, AOUTYPUEHT HE BIIaIEET IPaMOTHOM
MOHOJIOTUYECKOM peubl0 M TEPMUHOJIOTHYECKUM aIlapaToM, ¢ rpyObIMU
OmMOKaMy OTBEYAET HAa BOMPOCHI KOMUCCHHU.

1
oasa

BrIcTyIUIeHHE a0OUTYPHEHTA HECBSA3HO, HE apryMEHTHPOBAHHO,
HEnpo(heCCUOHATBLHO; IOMYIICHBI TPYObIe OMMOKH B METOIaX MCCIICIOBAHUS
JanpHenmas pabora 6eccMBbICIEHHA.

2.1.2. O6menpodeccnoHaIBLHBIN pa3aes (MUCbMeHHbIH pa3jien):

e 3ajaya 1O rapMoOHuUM (NpeIoAusi) — BBINOJHSAETCS 5 yacoB 0e€3 MPOUTpPHIBAHUS Ha
¢doprenuano;

e IBOiiHas YeThIpexroJiocHasi pyra c pa3enbHOM SKCIo3unuen (Juist abUTypueHTOB Kadeapsl
TEOPUU MY3bIKH) — BBIMIOJIHAETCS 7 4acOB C MPOUTPhIBAaHUEM Ha (HOPTENUAHO MO OKOHUYAHUU
HANHMCaHUs; WM TpexroJiocHasi ¢yra (i aOUTypHEHTOB HAy4YHBIX MOJpPAa3JeIeHUN U
kadenp, kpome Kadeapsl TEOPHH MY3BbIKH) — BBIMOJHIETCS 5 4acoB C MPOUTPHIBAHHEM Ha
¢dopTennaHo o OKOHYaHUHU HAITUCAHUS.

2.1.2.1. toroBeiii O6ayim 1Mo CHEIUAIBHOCTH TMPEICTABIsAET COOOW cpefaHee apupMETHYECKOe

3HaYCHUH OIICHOK I10 YCTHOMY M THCBMEHHOMY pasfenaM MpoQHIBHOTO 3K3aMeHa I10

CHEIHATbHOCTH.

2.1.2.2. Kputepuu OleHKH:

5 AOUTYpPHEHT ITOKa3bIBAET PELICHUE TMCbMEHHOTO 3a/1aHus 0€3 OIMO0K, OTINYHOE
0aJ/UI0B | BIIAJCHHE TEXHUKOW HAMTUCAHUS, C UCIIOIB30BAaHUEM CTUITUCTHUYECKHUX
0COOEHHOCTEH PA3IMYHBIX 310X, OKA3bIBAET OPUTHHAIBHOCTh HHTEPIIPETAIIUN
3aJIaHHOTO TeMaTu3Ma U hopMbl, paboTa BBITIOJIIHEHA B YCTAHOBJICHHBIN CPOK.
4 AOUTYpHUEHT MOKa3bIBAET PEIICHNUE MUCHbMEHHOTO 3a/JaHUs ¢ HE3HAYUTEIbHBIMU
0amia | ommOKaMu, XOpollee BIaJeHHe TEXHUKOW HATUCAHUs], TPAMOTHO UCIIONB3YeT
CTHJINCTUKY 3aIaHHBIX AMI0X U KOMITO3UTOPCKHX TEXHHUK, ITPEICTABIISCT
KIJIACCHMYECKYIO0 MHTEPIIPETAINIO 33JaHHOTO TeMaTh3Ma u popmbl, paboTta
BBITIOJIHEHA B YCTAHOBJICHHBIN CPOK
3 AOUTYpHEHT MOKa3bIBAET PEIIeHHE MUChMEHHOTO 3a/IaHus C PAIOM
0a/u1a | CTUJIMCTUYECKUX B (OpMOOOPaA3YIONIUX OMUOOK, MHTEPIPETALUS 3aJaHHOTO
TeMaTu3Ma, popma 3aJaHusl, €ro aKyCTHUECKOe 3ByUaHre B HEIOCTAaTOYHOU
cTerneHu yOenIuTeabHbl, paboTa MOJHOCTHIO HE BHINOJHEHA B YCTAHOBIICHHBINA CPOK
2 AOUTYpHEHT TMOKa3bIBaeT peIIeHHe C OONBIIUM KOJIWYECTBOM TEXHUYECKUX,
0a/u1a | CTUIMCTHYECKUX, (opmooOpasyronux omuobok, paboTa HE BHINIOJHEHA B
YCTaHOBJICHHBIH CPOK
1 Perenue 3a1anust MOTHOCTBIO OTCYTCTBYET
0aJL1

2.2. ®unocodus

2.2.1. DK3aMeHalMOHHBIE BOMPOCHl MO Quiocopun (GOPMYTUPYIOTCS B COOTBETCTBHU C
denepanbHBIMH TOCYIApCTBEHHBIMEA 00pa30BaTEIbHBIMU CTaHIapTaMH BhICIIIETO 00pa30BaHUsl.
2.2.2. Dx3aMEeHAIIMOHHBIA OWJIET BKJIIOYaeT B ce0s [Ba pasfena, KaxAbli M3 KOTOPBIX

OLICHUBACTCA

CaMOCTOSITEJIPHO, ~ MTOTOBasi  OIEHKAa  MpPEACTaBIseT  co0oil  cpemHee

apI/I(I)MCTI/ILICCKOC 3HAYCHHUEC OLCHOK I10 KAXIOMY U3 PA31CIIOB.



2.2.3. Kpurepuu oleHKH:

) OTBeT NMOJTHBIN U MPABUIHHBINA; AOUTYPUEHT CAMOCTOSITENTLHO U3JIaract
0a/u10B | (pakTONOTHYECKHE CBEJIEHUS, CBOOOIHO BJIAJICET ClIeUaTbHON TEPMUHOJIOTHEH,
MOHOJIOTHYECKOM PEYBIO.
4 OTBeT MOJIHBINA U TPABUIILHBIHN (C HABOAIIMMHU BOIIPOCAMH ); AOUTYPHECHT
0a/ia | caMOCTOSITENIBHO M3JaraeT GaKkToJIOTUISCKUE CBEICHNUs, CBOOOIHO BIIAJICET
CIIEMaJIbHON TEPMHUHOJIOTUENH, MOHOJIOTHYECKOW PEYbIO; JOMYIIEHBI
HECYIIECTBCHHBIC OITMOKH, HCIIPABJICHHBIE B X0/I€ OTBETOB Ha HABOISIIUE
BOITPOCHI YWICHOB KOMHCCHH.
3 OTBeT Ha OCHOBHOW W HABOJSIIME BOIPOCH HEMOJHBIA, ¢ (haKTOJIOTHUYECKUMHU
0amia | ommOKkaMu; aOUTYpPHEHT B HEIOCTATOYHON CTEMEeHHM BIIAJICET MOHOJOTUYECKOM
PEYbI0 U TEPMUHOJIOTHUYECKUM alllapaToM.
2 OTBeT HETOJHBIN U HEapTYMEHTUPOBAHHBIN, JOMYIIEHBI CYIIECTBCHHBIE OITHOKH,
0amia | pakTojmormueckue — CBEACHMS ~ U3JOKEHBl  HEBEpHO; IMpH  OTBETE  Ha
JIOTIOTHATEIFHBIE BOTPOCHl paHee JOMYIICHHbIE OIIMOKH WCIPABJICHBI HE
MOJIHOCTBIO.
1 OTBeT Ha OCHOBHOM W HAaBOMASIIUE BOMPOCHI HEIMOJHBIA, HECBSI3HBIMU,
0aJsn HEapryMEeHTUPOBAHHBIN; TOMYIIEHBl TPyOble OMMOKH B OMpPENEICHUSX, JaTaxX U
T.II., HCKAYKAIOIIME CMBICIT ITOHSATHH.

2.3. UHOCTpaHHBIH SA3BIK

2.3.1. BerynuTenbHBINA 9K3aMEH 0 HHOCTPAHHOMY SI3BIKY CTaBHT CBOCH IENBI0 BBIIBUTH 00bEM

3HAHHMH,

HEOOXOMUMBIX acHUpaHTy Juis paboTel Haa OyaymuM JAMCCEePTAllMOHHBIM

HCCJIEIOBAHUEM.
2.3.2. DK3aMeH MPOBOJAUTCS B 2 3Tana (MUChbMEHHBIN — U3II0KEHUE, YCTHBIM — cobeceoBaHue,
BKJIFOYAIONIUH paccKa3 Ha WHOCTPAHHOM SI3BIKE O TEME JHCCEPTAIIMOHHOTO HWCCIICIOBAHUS U
Oeceny Ha podecCHOHaTbHbBIC TeMbI) (cM. MeToInYeCKHe PEKOMEHIAIIH).

2.3.3. Kputepuu oneHku:

IIucsMeHHBIH 3TAaN (M3/102KEHHE):

COMIUYHON CopneprxaHue niepe1aHo IMOJIHO U TOYHO, JIOTHKA 0e3yNpedHa, sI3bIK
(5 oal ]106) OoraThlii ¥ rpaMMaTHYECKU TPABUIIbHBIN, CTHIIb aJICKBATCH.
Jonyckatorcst 1-2 HerpyOble omuOKu
«XOpOUio» CopneprxaHue nepejaHo B OCHOBHOM BEPHO, BO3MOKHBI
(4 6anna) He3HaunTeIbHbIE (pakTHyeckue mpormycku. Jloruka He HapymieHa. Ectb

PSIT SA3BIKOBBIX / TPAMMATHYECKUX OLIMOOK, HE 3aTPyIHSIOIINX
IIOHUMaHHUE

«y00811€eMEOPUMENILHOY [lepemano ocHOBHOE cojiepKaHKe, HO €CTh (PAKTHUECKUE HCKAKESHUS
(3 6anna) WJIH CMBICTIOBBIE Tpo0ebl. Jloriuueckre CBsS31 MOTYT OBITh HapYIIICHBI.

3aMeTHOE KOJIMYECTBO OIIMOOK B PEYH M IpaMMaTHKe

«HEeYy0081emE8OPUMENLHON
(2 banna) CymiecTBeHHOE NCKaKEHHE/HETTIOHUMaHNE aBTOPCKOTO 3aMBICIIA;

«HEYO081EeMBEOPUMENLHON
(1 bann)

COKpallICHUEC TCKCTA CBLIIIC 30%; KPUTHUYCCKOC KOJIMYCCTBO FPY6I)IX
OIIHOOK I10 BCEM YCTAHOBJICHHBIM KPpUTCPUIM

YcrHblii 3Tan (codeceqoBaHue):

COMIAUYHO Y rIyOOKOE 3HAHKE NPE/ICTABIEHHON IPOOIEMBI, OTIIMYHOE BIIAJICHHE
(5 6annos) JIEKCUYECKUMH, TPAMMATHYSCKUMH U CTHIIMCTHYECKUMHU HOPMaMHU




«xopouLoy XOpolllee 3HaHUE TEMBI, OTACIbHBIE JISKCHYECKUE U TPAMMaTHUECKUE
(4 6anna) omuOKu (10 5 omHOoK)

«Y008I1eMEOPUMEeNbHOY | YAOBIETBOPUTENLHOE 3HAHUE TIPEICTABICHHON TEMBI,
(3 6anna) TEPMUHOJIOTHIECKHE OMIMOKH, HAPYIIICHUE TPaMMATHIECKUX U
CTHIIMCTHYCCKUX HOPM (5-9 ommOoK)

«HEY0061eME8OPUMENbHOY | YAOBIETBOPUTENBHOE 3HAHUE TIPEICTABICHHON TEMBI,
(2 6anna) TEPMHUHOJIOTHYECKUE ONIMOKY, HAPYIICHUE TPAMMATHUECKUX H
CTHIMCTHYCCKUX HOPM (5-9 ommOoK)

OTBET Ha OCHOBHOM M HAaBOISIIIHE BOIPOCHI HEITOJHBIN, HECBI3HBIN
«Hey0081emBOPUMETILHO» o AL p ’ >
(1 6a) HeapryMEHTUPOBAHHbIN; JIOMYIICHBI TPYObIC OTHOKH B OIPECIICHUIX,
JaTax M T.II., HICKAYKAIOIIKE CMBICI ITOHITUH




MeTtoanyeckue peKOMeHIauumn
U NpUMepPbI IK3aMEeHANUOHHBIX 3aJaHUI

1 pazges IlpodmiabHOro 3x3ameHa no cnenuaabHocT. Peepar

Bo BBegeHUH BCTYMUTEIHLHOTO pedepara peKOMEHIYETCsl PACKPBITh aKTYaJIbHOCTh BBIOpaHHOU
TEMbI U UCCIICIOBAHUSI.

B 0oCHOBHOI 4YacTM W31araroTcsi BO3MOXKHBIC BApUAHTHI Pa3CNICHUsS ICIU UCCICIOBAaHHUS Ha
KOHKpETHBIE 3aJaud, clenarb 0030p MOAXO0J0B K HMX pELICHHI0O M OOOCHOBBIBAIOTCS Hambolee
MOJXOASIINE U3 HUX. [Ipy 3TOM PEeKOMEHIYETCsl MOMBITATECS OTPA3UTh METOIOIOTHYECKYI0 OCHOBY
OyayIero ucciaeI0BaHus, 1aTh MPEACTABICHUE O CTPOSHUH OYAyIIeH AUCCepTaIiH.

B 3ak/i0YUTENbHOW 4YAaCTH BCTYNUTEJBHOro pedepara 0003HAYAIOTCS OXKHUJACMBIC
PE3YNIBTAThI, @ TAK)KE BO3MOKHOCTh UX MPAKTUYECKOT'O UCTIOIB30BaHUS.

[Tpu nmoarotoBke pedepara HEOOXOAUMO COONIOIATH MPABHIIA IIUTUPOBAHMS, UCTIONB3YsI CCHUIKH,
a MPH MPSIMbIX 3aMMCTBOBAHHUSIX — KaBBIUKH.

Ko BcTynurensHOMY pedepaTy KelaTeabHO J00aBUTh CHUCOK MCMOJIb30BAHHOI JIUTEPATYPHI,
BKJTFOYAIOIIUH TyOIMKAINK 3a Tociearue S aet u opopmiieHHbINH B cootBercTBum ¢ [OCT 7.1 — 2003
«bubmmorpadudeckas 3anuck. bubarorpaduyeckoe onucaHue.

2 pazgea IIpopniabHOro 3xK3aMeHa Mo CNeNUaAJIbLHOCTH.
IIucbMeHHbIe IK3aMeHbl

[lucbMeHHBIE 5K3aMEHbl 110 TapMOHMM W HOJU(POHUM BXOAAT B CHUCTEMY IPOBEPKHU
npoeCCHOHATBHBIX KayecTB AOUTYpPHUEHTOB MY3BIKOBETYECKHUX (PAKYyIbTETOB IMpPH MOCTYIUICHUU B
aCIMpPaHTYpYy.

BrinonHeHne 3x3aMeHaMOHHOTO 331aHUSI IPOUCXOUT B AyAUTOPUHU:

rapMOHUS — B TEUYCHME IISITH YacOB C HPOUTpbIBAHMEM Ha (OPTENHAHO IO OKOHYAHHUH
HaIUCaHMUs;

nojudonus (A1 aOUTYpUEHTOB HAy4HBIX MoApa3AeieHui u kadenp, kpome Kadeapbl TeOpuu
MY3bIKH) — B TEUE€HHE TISTH YaCOB C IPOUTPhIBAHMEM Ha ()OPTEIMHAHO MO0 OKOHYAHUW HATTCAHHSI.

nonudonus (s aOUTYypUEHTOB KadeIpbl TEOPHUM MY3bIKM) — B TEYEHHE CEMHM YacoB C
MIPOUTPhIBAHUEM HA (DOPTENHAHO 110 OKOHYAHUU HAITUCAHUSI.

Pazpemaercs 15-MunyTHas npoBepka Ha (YOPTENHAHO YK€ BBINOJIHEHHON paboTHI.

Tematusm A BCTYNMTENBHOTO 3aJaHMs IO TApMOHUM WM MOJN(OHUM MOXKET OCHOBBIBATHCS
Ha JII000 TrapMOHHUYECKON CUCTEME, COOTBETCTBYIOIIEH KOMIIO3UTOPCKUM TeXHHKaM KoHIa XIX — XX
BEKOB.

I'apmonms. Ilpennaraemas Ha BCTYNMTEIBHOM 3K3aMEHE B AaCMUPAHTYpy MPENIOAUs IO
TFapMOHUU MMEET TJIABHOM LENbI0 ONpEAEIUTh CTENeHb OCBOEHUS aOUTYPUEHTOM COBPEMEHHBIX
MPUHIIMIIOB KOMIIO3UIINH.

AOUTYpUEHT JOJDKEH OQOPMHUTH MY3BIKAJIbHBIN MaTepuaa Mbechl TaKMM 00pa3oM, 4TOOBI OH
COOTBETCTBOBAJI XYy/I0’)KECTBEHHOHN IPAKTUKE OIPENEICHHOIO MEpUOoJa M, KEJIATeIbHO, KOHKPETHOIO
UHIUBUAYAIBHOTO KOMIO3UTOPCKOTO CTUJIS.

B xone BbImoiHeHUs: paboThl HEOOXOAUMO JOOUTHCS WHTOHAIIMOHHON BBIPA3UTENILHOCTH BCEi
rapMOHHYECKON (aKTypbl, KOTOpas JOCTUTaeTcs 3a c4eT MOJU(OHU3AIUU TOJOCOB MY3bIKaTbHON
TKaHu. O4eHb BaKHO TMOKa3aTh T€ pa3Jliesbl B GOpMe MPENoIui, KOTOpble HanloJiee 4acTo cofepkar
MMUTAIMOHHbIE M KOMIUIEMEHTApHO-MEIOJNYECKHE 3JIEMEHTHI, YCHJIMBAIOIINE XYIOKECTBEHHBIN
3¢ (deKT OT perIeHus 3a1auH.

1. Ocnosnas numepamypa 01 n0020mMosKU K IK3AMEHY:
e Biacosa H. O. TBopuectBo Apnonsaa IllIénbepra. — M., 2007.




e ['ynanuukas H. C. BBenenue B coBpemMeHHyt0 rapmMonuto. — M., 1984.

e JlpstuxoBa JI. C. 'apmonus B My3bike XX Beka. — M., 1994 u 2008.

e Uneu 1O. H. Xonomnosa B XXI Beke. — M., 2008 (cratbu 1O. H. Xomonosa).
e Koroyrek 1. Texnuka koMmno3uiuu B My3bike XX Beka. — M., 1976.

e Kypo6amkas C. CepuitHas My3bIKa: BOIIPOCHI HCTOPHH, TCOPHH, ICTCTUKH.
Teopust coBpeMeHHO# koMmno3uuuu. — M., 2005.

Xomnonos 0. H. 'apmonus (TeopeTnueckuii 1 NpakTUUECKUNA KypChI).
Xonomnos 0. H. 3aganus no rapmonuu. — M., 1983.

Xomnonos 0. H. Ouepku coBpemeHnHo# rapmonuu. — M., 1974.

Xomnomnoga B. H., Xonomnos 0. H. My3bika Bebepna. — M., 1999.

2. Obpaszey nucbMenHo20 3a0aHUsL:
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Moaudonns. 11 moctymieHuss B aclUpaHTypy aOMTYpUEHTHl HAYYHBIX MOJpa3/eleHud H
kadenp (kpome kadeapbl TEOPUM MY3BIKH) JOJKHBI HAMUCaTh OJHOTEMHYIO (yry, aOUTypHUEHTHI
Kadeapel TEOPUH MY3bIKH — IBOWHYIO.

Jlis aOUTYypHEHTOB HAay4HBIX MOJApa3feneHuid u Kadeap (kpome Kadeapsl TEOPHUH MY3bIKH)
NpearnoiaraeTcss  HUCMOJNb30BaHUE CTPETThl B PENpHU3HOM  pasfene Gyrv,  yIep>KaHHOTO
MIPOTUBOCIIOKEHUS UM JIBYX/TPEXTOJIOCHON KaHOHHMYECKON CEeKBEHIIUH.

Jns abuTypueHToB KadeApbl TEOPHUH MY3BIKH. TOMHMO HA3BaHHBIX BBIIIE, HCIOIb30BAHUE
JIBOMHOTO KaHOHA B pernpuse Gyru, yaep:KaHHOTO MPOTHUBOCIOKEHUS U UHTEpMenuu (C BapHaHTaMu
MEPECTAaHOBKHU T'0JIOCOB), (hparMeHTOB C 0OPaTUMBIM KOHTPAITYHKTOM.

1. Ocnosnas numepamypa 011 ROO20MOBKU K IK3AMEHY.

e barpy H. [lonmudonus u dopma B cumbponuueckux npousBeaeHusx II. Xungemura // Ilaynsb
Xungemurt. CtaTteu U uccnegoBanusa. — M., 1979.

o Jlomxanckuit A. 24 npemoguu u ¢pyru /1. lllocrakosuya. — JI., 1970.




e Exumosckuii B. Onuse Meccuan. )Kuznp u TBOpuecTtBo. — M., 1987.

e 3anepankuit B. [Tomudonns B muHCTpyMeHTanbHbIX npou3seneHusx [1. lloctakoBuua. — M., 1969.

e 3anepaukuit B. [Tomudonnueckoe mpimuienne M. CtpaBunckoro. — M., 1980.

e Kyznenos U. Teoperndeckue ocHOBBI o ornn XX Beka. — M., 1994,

e JluxaueBa U. 24 npemtoguu u ¢yru P. lllenpuna. — M., 1975.

e Cumaxkosa H. Kontpamnyskr ctpororo ctwist u gpyra. Ku.2. dyra: ee moruka u nostuka. — M., 2007.

e CokoisioB A. My3bikanbHasi koMro3unus XX Beka: J(uanektuka teopuectsa. — M., 1992,

e Tep-OranezoBa U. «Ludus tonalisy. OcHoBHble ocobeHHOCTH (opmooOpasoBanus//I1aymnb
Xungaemut. Ctateu U MaTepuansl. M., 1979.

e Xomonos 0. O6 sBomtonMu eBponeickor ToHaIbHOU cucteMbl//[Ipobmemsr maga. — M., 1972.

e XomnomoBa B. K mnpobreme wmy3bikanpHBIX ¢opMm 60-70-x romoB XX Beka // CoBpeMeHHOE
HCKYCCTBO MY3bIKabHON Komno3unuu. M., 1985. Tpyasl I'MIIN um. I'necunsix. Boin.79.

e Xomnonosa B., Yurapésa E. Ansdpen [lIautke. Ouepk xu3uu u TBopuecTBa. — M., 1990.

2. Obpaszey nucbMenno2o 3a0anus:

HeTopusa My3bIKH
Scher, aber nicht laugsam
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B cootBercTBum ¢ @I'T nocTynaromiuii B aCIUPaHTYPy JOJKEH:

UMETh NPEJCTAaBICHUE O HAYUYHBIX, (PUIOCO(YCKUX M PEIUTHO3HBIX KapTHHAX MHUPO3JaHMS,
CYUIHOCTH, HA3HAYEHUU U CMBICIIE JKU3HH UYeJIOBeKa, 0 MHOrooOpa3uu (popMm 4elnoBEYECKOro 3HaHUS,
COOTHOILEHUH MCTUHBI M 3a0JyXJEHUS, 3HAHUS U BEpbl, PALMOHAIBHOTO M HPPALMOHAIBHOTO B
YeJI0BEYECKON 1eATeIbHOCTH, OCOOEHHOCTAX (PYHKIIMOHUPOBAHUS 3HAHUS B COBPEMEHHOM OOIIECTBE,
0 [yXOBHBIX IICHHOCTSIX, UX 3HAYEHNUU B TBOPUYECTBE U NOBCEAHEBHON KU3HU, YMETh OPUEHTHUPOBATHCS
B HUX;

IIOHMMATh POJIb HAYKU B Pa3BUTUHU LUBUIN3ALMU, COOTHOLICHHE HAYKH U TEXHUKHU U CBSI3aHHBIC
C HUMH COBPEMEHHBIE COLMAIbHbBIE U ATUYECKUE TIPOOJIEMBI, IEHHOCTh HAyYHOU pallMOHAIBLHOCTHU U €€
HCTOPUYECKHUX THIIOB, 3HATh CTPYKTYPY, (POPMBI U METOJIbl HAYYHOT'O MIO3HAHUS U UX HBOJIIOIHIO;

MMOHUMATh CMBIC] B3aMMOOTHOIIEHUSI JYXOBHOTO U TEJIECHOI0, OMOJIOTUYECKOTO U COLUAIBHOIO
Hayajl B 4YeJIOBEKe, OTHOUIEHMs] YeJOBeKa K MPHUPOJE U BO3ZHUKIIUX B COBPEMEHHYIO DIOXY
TEXHUYECKOI'0 Pa3BUTHS POTUBOPEUNH, KPU3UCA CYIIECTBOBAHUS YEIOBEKA B IPUPOJIE;

3HATh yCcJIOBUS (POPMUPOBAHUS IUYHOCTH, €€ CBOOObI, OTBETCTBEHHOCTH 3a COXpAaHEHHE KU3HH,
IPUPOABI, KYJIbTYpbl, IOHMMAaTb pOJb HAcCWINAg B MHCTOPUM M YEIOBEUYECKOM IIOBEICHHH,
HPAaBCTBEHHBIX 0053aHHOCTEN YeJIOBEKa M0 OTHOIICHUIO K IPYTUM U caMoMYy cebe;

UMETh TPE/CTaBIEHUE O CYIIHOCTH CO3HaHUS, €r0 COOTHOLICHHM C OeCCO3HATEeNbHBIM, POJIU
CO3HaHMSI M CAMOCO3HAHHWS B IMOBEACHHUU, OOUICHHMM M JEATENbHOCTH Jtojed, (OpMHUPOBAHUU
JINYHOCTH;



3HaTh W YyMEThb OINEPHUPOBaTh OCHOBHBIMH (HIOCOYCKUMH TOHATHAMH, 3HATh OCHOBHBIC
MCTOPUYECKHE ATalbl pa3BUTHA (unocoduu;

3HATh OCHOBHBIC 3aKOHOMEPHOCTH Pa3BUTHUSI HAyKH, UIMETh MPEICTaBICHHE O JIOTUKE HAYYHOTO
MOUCKA, OCOOCHHOCTSIX HAYYHOU UCTHUHBI,

UMETh IpejcTaBieHne o (unocopckux mnpobneMax H30paHHOW HAay4HOH CIEIUAIbHOCTH,
B3aUMOCBSI3U PHIOCOPHH U KOHKPETHON HAYKH.

[TponomKUTENBHOCT,  3K3aMeHa (Ha OJHOrO a0WTypHeHTa) — B Tpenenax OJIHOTO
aKaJeMHUYECKOro yaca (BKJItouas BpeMs Ha HoArotoBky — 30 MUHYT).

Hcnionp30Banne BCIOMOTAaTEIBHBIX MAaTEPHUAIIOB ITPH OATOTOBKE K OTBETY 3aIPEIICHO.

IIpumepHbIe BONPOCHI:

1. ®wunocodus, ee mnpeamer u crnenuduka. Mecto Qrmiocohun B KyJIbType: COOTHOIICHHE

¢unocopun u peaurum, NCKycCTBa, HAyKH, UACOJIOTHH.

Crpykrypa pritocopckoro 3HaHuUS;.

Hayka kak (opMa mo3HaHus ¥ COLMANBHBIA HHCTUTYT.

[IpoGnema ucTUHBI B HAYYHOM U (HUIT0CO(CKOM 3HAHUU.

Onronorus. @unocopckuii cMbICH MOHATH ObITHS B aHTHYHOCTH, B Cpennue Beka u B HoBoe

BpeMs.

Bnucremonorus (rHoceosorus). Criennduka u GopMbI MO3HAHKS B UCTOPUU MBICITH (HA IpUMEpe

IBYX (GUIOCOPCKUX KOHIICTILN).

7. CommansHast uimocodust. O0mecTBo Kak npeamer (uiIocockoro ananmuza (Ha MpUMEpe IBYX
buocoPpcKkux KOHIEIINN).

8. ®wunocodckas anrpomnonorus. [Ipobiema venoeka B ¢punocopun XX Beka (Ha mpumepe OJHOMH
KOHIEIIUH 110 BBIOOPY).

9. ®wuocodckoe moHUMaHKUE KylbTypbl. COOTHOIIEHUE KYIbTYPhI U IIUBHIIN3AIUH.

10. Dcreruka kak pazzaen puiaocopuu, ee MpeaIMeT U OCHOBHbIE KaTErOpUH.

11. ®unocopuss m rymaHutapHele Hayku. [IpoOrema moHMMaHUS B COLMAIBHO-TYMaHHUTapHOM
3HaHUM.

12. Axcuonorus. [Ipobrema IeHHOCTH B COBPEMEHHOM COLMAIBHO-TYMaHUTAPHOM 3HAHHH.

13. Oruka kak pazzen ¢punocopuu: OCHOBHAs MpolieMaTHKa.

14. ®unocodus uCKyccTBa: dTaNbl pa3BUTUS U KIHOUEBbIE POOIEMBI.

15. S3bik u MmblneHne. Punocodpus s3pika (Ha mpumepe OJHOW (PHUIOCOPCKON KOHLEMIUU MO
BBIOODY).

16. Tlepuojpl, MKOIBI U KIIOYEBIE MOHIATUS APEBHEH NHANNCKOM (unocoduu.

17. ®unocodckue konnenuuu Koudynus u Jlao 11361

18. AnTtnuHas punocodus. OCHOBHBIE 3TAIbl PA3BUTHUS, IPEACTABUTEIH, IKOJIBI, TPOOJIeMaTHKA.

19. ®unocodus «10cokpaTukoB». OCHOBHBIE MIKOJIBI H MTPOOIEMATHKA.

20. Coxkpart u co(puCTBI: aHTPONOJIOTMYECKHH TOBOPOT B aHTHUHOU (uitocopu.

21. Tnaron u ero counHenus. OHronorus u ruoceonorus [natona.

22. CoumanpHo-noauTH4yeckoe yudeHue IlnaroHa: crnpaBeaaMBOCTb, T'OCYJapCTBO, BOCHHUTAHUE,
HCKYCCTBO.

23. Apucrorenb U ero counHeHus. OHTOJIOTUS U THOCEOJIOTUs APUCTOTES.

24. OCHOBHBIE UEH AHTUYHOHN 3CTETHKH: MEpa, TApPMOHHSI, KaATApCUC, MUMECHC.

25. ®wuocodus 3M0XHU IUIMHU3MA: TIPEICTABUTENH, IIKOJIbI, UICH.

26. ®wuocopuss B Cpemnme Beka. [IpoGiema Bepsl u pasyma. OCHOBHBIE OJTambl pPa3BHTHUS
CpeIHEBEKOBOM XpUCTHAHCKOM (huinocoduu.

27. Buzantuiickas ¢umocodus. [IpeacraButenu 1 0COOCHHOCTH pa3BHUTHSI.

28. Dcreruka Buzantun. Cojep:kanue cropa MKOHOOOPIEB ¢ MKOHOMouHTaTensiMu. Teopust obpasza
Noanna /lamackiHa ¥ €ro apryMEHTHI B 3aIIUTY UKOH.

29. ®uocodckue uaen Appenusi ABrycTuHa.

30. ®oma AKBUHCKHUI U PACIBET CPETHEBEKOBOH YHUBEPCUTETCKON TPaIUIIUH.

31. CpenHeBekoBblii ciop 00 yHuBepcanusax. OCHOBHbIE TO3UIMU U MPEICTABUTEIH.
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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.

dunocopus snoxu  Bo3poxacHUSA: TPHHIMI aHTPOMOIEeHTpu3Ma. KoHIenmus «y4eHoro
He3HaHus» Huxonas Kysanckoro.

DcreTnueckue uaeu 31oxu Bo3poxaeHus B murepaType, )KMBOIMUCH U MY3bIKE.

Hayunas pesomonust XVI-XVII BB. u ee BnusHue Ha ¢uinocodpuio Hooro Bpemenu (Huxomaii
Konepnuk, [Ix. bpyno, I'anuneo I'anuneit, Ncaak HploTOH — Ha mpumepe OJHOrO y4E€HOro IO
BBIOODY).

®dunocodpus @. bakona. [IpuHIKIIBI HAYYHON UHIYKIIHH.

@unocodus P. lekapra. Mnes HoBoro metoaa B ¢puinocoduu 1 HayKe.

®dunocodpus b. CrinHO3b1. MOHM3M U TTaHTEN3M B ydeHUH CIIMHO3BI.

dunocodus I'. JIeiiOHUIIA: TPUHIIUTI TUTFOPATH3Ma U MIOHSATUE MOHA/IBI.

OcreTrKa 6apOKKO: OCHOBHBIE MTPUHIIMIIBI, YU€HHE 00 OCTPOYMUH.

@unocodus T. '066ca u [Ix. Jlokka. [Ipobiiema nmo3nanus, COUAILHO-TTOTUTHYECKUE UIICH.
OcHOBHbIE NPUHIMIIBI 3cTeTUKH Kinaccunu3Ma. Tpakrat H. byano «lloatnueckoe nckyccrBoy.
@unocodust smoxu [IpocBemenuss (KiIroueBble MPOOIEMBI M TPEACTABUTENH HA MpUMEpPE
aHTIuiicKoro, HeMenkoro win ¢panirysckoro [Ipocsenienus — mo BEIOOPY).
Tpancuenaenranbhas ¢unocopus W. Kanra: obmas xapakrepuctuka. Unen «KpuTuku yucroro
pazymay.

Oruka Kanra: naes xateropuueckoro ummneparuna. Jcretuka Kanra: aHanuThka npekpacHoro u
BO3BBILLIEHHOTO, TIOHSATUE TEHHUS.

Konnenuus «acrernyeckoro sociuranusy O. llniepa u uaes «3CTeTuYecKoro rocy1apcrBay.
dunococko-3CTeTUYECKUE UIEH HEMEIKOTO pOMaHTH3Ma (Ha MpHMepe TBOpYECTBa OpaTheB
[nerenei, ['€npnepnmuna, HoBanuca, lneiiepmaxepa, lllennuara — mo BIOOpY).

Hemenxuii HICATHU3M. O6mas XapaKTEepUCTHUKA. . 1. ®Ouxre, ®. B. 1. Iennunr,
I'. B. ®. I'erens.

®unocodcekas cucrema I'. B. @. I'erenst: [{yx, nuanekTuka u UCTOPHSL.

Wnes ucropun nckyccts B acteTuke ['eremns.

[To3uTHBU3M: OCHOBHBIE IIPE/ICTABUTEIIN U UJCH.

Kputuka rerenpsncTBa B Quiocodpuu Bropod mnosnoBuHbl XIX BB. (A. llomenrayap,
C. Keepkerop, @. Humue, K. Mapkec — no BeIOOpY).

«Dunocodus xu3an» (B. unbreit, @. Humme, A. beprcon — mo BeIOopy).

OcHoBHbIE Hieu Guitocopun Mapkcu3mMa. MapKkcu3M Kak KpUTHKA UI€0JIOTHH U KaK UAEOJIOTHUSI.
Awmepuxanckuit nparmatusm (Y. Iupc, V. [xxemc, [x. [Ipton — o BeiOOpYy).

OcHoBHble npoOieMsl (unocoduu sx3uctennmanuzma (M. Xaiigerrep, K. Scnepe, XK.-I1. Captp,
A. Kamrio — o Be16OpY).

Amnanutnueckas unocodus (b. Paccen, JI. Butrenmreiin).

®dunocodekas repmenenTuka I.-I'. 'agamepa.

®dunocodekue unen kiaccudeckoro gpperiquzma. Heodpeitanzm.

®dunocodekas mbicib B Kuesckoit Pycu (X — XIII BB.).

dunocodekast Mpiciab B Mockoekoit Pycu (XIV — XVII BB.).

OcHoBHble HanpaBiaeHus: ¢uiocodcekoir Mpicmu B Poccunm XVIII Beka (M. B. JlomoHocoOB,
A. H. Papumes, H. Y. HoBukos, M. M. Illep6aros, I'. C. CkoBopoja — 110 BEIOOpY).

Criop 3amaJHUKOB U CJIaBIHO(UIIOB.

Octeruka peanusMa B Poccun XIX B. (B.I'. benunckwuii, H. I'. Uepnsimesckuii, B.B. CracoB — no
BBIOODY).

Penurnosno-dunocodekue B3rmaasr @. M. JlocToeBckoro.

Penurnosno-dunocodekue u sacrernueckue B3rsabl JI. H. Toncroro.

@unocodust Bun. C. ConoBbeBa: KpUTHKAa OTBJICYCHHBIX Hayajdl W MO LEJIBHOTO 3HAHMSL.
[IpoGnemaruka BceeqUHCTBA, COPUOIOTUH, HCTOPUYECKOTO MpoIiecca, TEOKPATHH.

Ocrernueckue wuaen pycckoro cumBoiuzma (Bn. C. ConosbeB, Bsu. W. HMpanos, II. A.
®nopenckuii, A. bensrii, A. A. biiok — o BeIO0py).

OcHoBHble puritocodckue HampasiaeHus B Poccun Hay. XX B. (Ha mpuMepe IBYX HaIllpaBICHHA).
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69. OcobenHoctH pa3BuTHs oTedecTBeHHOM (husmocodcekoit mpicau B XX Beke (I'.B. Ilnexanos, B. U.
Jleann, I'. T'. [lmnet, A. ®@. JloceB, M. M. baxTia — 110 BsIOOpPY)
70. ®unocodusi TOCTMOJEPHA: OCHOBHBIE MIPEICTABUTENN U ITPoOIeMaTHKA.

O0s3aTeIbHbIE TEKCTHI I YTeHus (17151 OTBETa Ha JIOMOJHUTENbHBIN BOIIPOC HAa SK3aMEHE):

T'epaxnum. ®parmeHTsI

Ilnamon. Anonorusa Cokpara

Ilnamon. Iup.

Aspenuii Aseycmun. UcnoBens (11 xaura).

Jlexapm P. PaccyxJieHUE O METOJE.

Kanm U. OtBet Ha Bonpoc «Yrto Takoe [Ipocsemnienne?»

Yaaoaes I1.51. Dunocoduueckue nuchbMa (MUCbMO IEPBOE).

Mapxc K. Te3ucer o Oeiiepbaxe.

Capmp 7K.-I1. DK3UCTEHIIMAIU3M — 3TO TYMaHU3M.

0. Acnepc K. Brenenue B punocoduto: 1. Uro takoe putocodus? 2. ICTOKH MpOUCXOKICHUS
¢dunocodpumn.

BOoo~NoOOR~WNDE

Jluteparypa 1Jisl HOATOTOBKU

Y4eOHnKkH Mo 001IMM BONIpocam

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

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

Qunocogus. Yueonux / I[1o0o peo. B.J[. ['vouna u E.FO. Cudopunoii. 5-e uzo. — M., 2012 (u
npeovloywue u3o.).

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

CJiioBapu v SHUMKJIONIENH

Hogas ¢punocodekas sammknonenus. B 4-x romax. — M., 2000-2001.

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

CoBpemenHnas 3amagaas ¢punocodus. Cinosaps. — M., 1999 (u nmepeuss.).

Pycckas ¢punocousi: Manslii sHIMKIONEAMYECKUH cioBapb. — M.: Hayka, 1995 (1 nepeuss.).

YuyeOHuKkH no ucropuu puocodpun

Uctopus dpunocodpun. 3anag — Poccus — Boctok. B 4-x xH. [lox pea. H. B. Morpoumiosoit. — M.,
1996 (u nmepeuns.)

Peane /]c., Aumucepu /. 3anagnas ¢punocodusi OT UCTOKOB A0 Hamwmx AHe. — B 4 1. — M., 1999 (u
nepeus.)

Crupbexk I'., ['unve H. Uctopus punocodpuu. — M., 2000.

3envkoeckuii B.B. Uctopus pycckoit punocoduu. — M., 2000.

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

Hcmopus pycckoii punocoghuu: Yuebnux ons 8ysoe /Peoxon.: M.A. Macnun u op. — M.: Pecnybauxa,
2001 (u nepeuso.).

XpecromaTumn
Xpecromatus 1o ucropuu punocopun. Yacte1-2. — M.: Ilpomereii, 1994.
Xpectomatust o uctopuu punocoduun. Yactu 1-3. — M.: «Bnagocy, 1997.
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NHocTpaHHbI A3BIK
(aHrIMHCKU, HeMenKuH, GpaHny3CKUH, HTATbAHCKHN)

BnageHue MHOCTpaHHBIM $3BIKOM B IE€PHOJ MHTEHCHBHOI'O Pa3BUTUS HAyYHO-TEXHHUYECKOI'O
porpecca OTKpBIBA€T JOCTYIl K MHPOBBIM JIOCTHIKEHUSM HAyKHM, TEXHHMKH, KYJIbTYPbl IPYrHUX
HApOJIOB, CIY)KUT OOMEHY HOBEHIINMU TOCTHKECHUSMH B Pa3IMYHBIX 001aCTAX HAYKHU U MPAKTHKH.

3HaHUWE MHOCTPAHHOIO $3bIKa CHOCOOCTBYET IOJYYEHUI0 HEOOXoAuMol HH(popMaluH,
MPAKTUYECKOMY HCIIOJIB30BAaHHUIO €€ B padoTe, MOBBIMICHUIO MPO(HECCHOHATBHON KOMIIETEHTHOCTU U
MEXKYJbTYPHON KOMMYHUKALIHH.

N3yueHne WHOCTPAaHHBIX S3BIKOB B BY3€ SBIIETCS HEOTHEMJIEMOM COCTAaBHOM 4YacTblO
MOJrOTOBKM CIEIHUAIUCTOB PAa3IMYHOr0 Mpo(uis, MOCTYNAIOUIMX B AaclHUpaHTypy, KOTOpbIE B
coorBercTBUH C TpeboBanmsiMu PI'T mOmKHBI MOCTHYHL YPOBHS BIAJACHUS NPOPECCHOHATBHBIM
A3BIKOM, I1O3BOJIAIOLIET0 UM IPOAOJKUTh O0Y4EeHHE M BECTU NMPO(ECCHOHAIBHYIO NESTEIbHOCTh B
HWHOSI3BIYHOM CpeJie.

[loctynaronye B acHUpPaHTYpy [JOJDKHBI BiajgeTh opdorpaduyeckod, opho3nUuecKoi,
JIEKCUYECKOM, I'pPaMMAaTHUYECKOM M CTWIMCTUYECKOM HOpPMAaMH M3y4aeMoro sA3blKa B Ipelesax
IIPOrpaMMHBIX TpeOOBaHMN By3a M NPAaBUIBHO HCIOJIb30BaTh HX BO BCEX BHUAAX pEUYEBOU
KOMMYHHKAIIMH, B HAY4HOU cepe B popMe YCTHOTO U MUCbMEHHOIO OOIIEHUS.

Crenuduky BCTYNUTETBHOTO OJK3aMEHa II0 AaHIJIMHCKOMY, HEMelKoMy, (paHiy3ckomy,
UTAIBSIHCKOMY (MO0 pPYCCKOMY — JUIi HWHOCTPAHLEB) A3BIKY IPEACTABISAIOT TpeOOBaHMUS,
MIO3BOJISIIOIIME OIPEAEATh YPOBEHb 3HAHUU $3bIKA, YMEHMIl M HaBBIKOB I10 PA3IUYHBIM BHJaM
pedeBoi nearenbHocT. [locTynaromuil B aCIMpaHTypy JOJKEH YMETh!

YUTATh JUTEPATYpPy Ha THOCTPAHHOM SI3bIKE IO CBOEH CIELIUAIbHOCTH;

0(OpPMIIATH NMOJIYYEHHYIO HHPOPMALIUIO B BUJIE IEPEBO/IA;

Oece0BaTh Ha A3BIKE 110 CBOEH CHEIMATIbHOCTH;

HEPEeBOJIUTh CHELHUATbHYIO U OOIEMCKYCCTBOBEAUECKYIO JIUTEPATYPy C HHOCTPAHHOI'O SI3bIKA Ha

PYCCKHI1 M ¢ PYCCKOTO Ha MHOCTPAHHBIIA;

BOCIIPUHUMATh MHOSA3BIYHYIO PEYb B Pa3JIMUHBIX COLIMAIbHBIX CUTyalHsIX.

Ocoboe BHHMMaHHE Ha BCTYMHTEIBHOM OHK3aMeHEe oOpamaercss Ha YMEHHS M HaBBIKH TI0
Pa3IMYHBIM BUJIaM PEUEBOM EATENBHOCTH.

[IponomkutenbHOCT,  JK3aMeHa (HAa OJHOTO aOWUTypUeHTa) — B Tpelneiax OJJHOrO
aKaJeMHYECKOro Jaca.

Hcnonb30BaHne BCIOMOraTelIbHBIX MaTEpUaoOB MIPH MOATOTOBKE K OTBETY 3allpEIIEHO.

JK3aMeH M0 HHOCTPAHHOMY SI3bIKY COCTOHT U3 JIBYX JTAIOB:
1 — mucbMEeHHBIH ATan (U3J10KEeHUE);
2 — yCTHBIN dTam (cobece0BaHme).

1. IlncbMeHHbBIH 3Tan (M3JI05KEHUE) SBISETCS 00s3aTEIHbHBIM KOMIIOHEHTOM BCTYIMUTEIHHOTO
UCIBITaHUS B aCUPAHTYPY 1O HHOCTPAHHOMY SI3BIKY Hapsily C YCTHOM 4acThio (cobeceqoBaHHEM) U
HaIpaBJIeH Ha KOMIUIEKCHYIO OIIEHKY YPOBHS C(HOPMHPOBAHHOCTH MUCBMEHHOW KOMMYHHMKaTHBHOU
koMmreTeHIu. OH TakXke SBISETCS WTOTOM TPOBEPKU CHUCTEMHOW paboOThl MO (POPMHUPOBAHUIO
crenu(pruecKkuX HaBBIKOB BOCIIPHUSATHS CBSA3aHHBIX TEKCTOB Ha dTarax ayJIUupOBAaHUS M MUCHMEHHOTO
BOCIIPOU3BEICHHUS.

[TrcbMeHHBIN ATall SIBISETCS PEUTUHITOBBIM TECTUPOBAHHUEM, PE3YIBTAT KOTOPOTO CYMMHUPYETCS CO
CpeaHUM 0aJIOM YCTHOM 4acTu 3K3aMeHa.
He nomyckaercs wucnoip3oBaHuE JIIOOBIX TEXHHUYECKMX CpPEACTB JUIsl  ayJauo3almucu U
ayJIMOBOCIIPOU3BEICHUS.
[{enpro MMCBMEHHOTO ATana sIBISAETCS:
1. TlpoBepka ypoBHsI ayAUTUBHOTO BOCIPUATHS aOUTYpHUEHTA!

o CHOCOOHOCTh TMOHHMMATh YCTHYIO HHOSI3BIYHYIO pe€db B paMKax MpoTpamMMmbl crenuaiurera /

MarucTpatypsl (ypoBeus Bl);
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o YMEHHUE BBIACIATh B MPOCIYIIAHHOM TEKCTE KIIOYEBYI0 MH(QOPMAIMIO, CMBICIOBBIE OJOKH U
JIOTUYECKUE CBSI3U;

2. OrieHKa HaBBIKOB HH(POPMAIMOHHOM MepepabOTKH:

o COOJIOACHNE JIOTHYECKOH MOCIIeA0BATEILHOCTH U3TI0KEHHS,
3. KoHTponb ypoBHS S3bIKOBOI KOMIIETEHIIUU:

o BIaJIEHUE JIGKCUKO-TPaMMAaTUYECKIMHI HOPMAaMH HHOCTPAHHOTO SI3BIKA.
1.1. TpeGoBaHMs K TECTOBOMY 3aJIaHUIO:
AOuUTYypueHTaM NpeJIaraeTcsi Mpociymars TeKeT oobemMoM 230 CIIOB M MUCHMEHHO MOAPOOHO H
MaKCHUMaJbHO OJIM3KO K TEKCTY HM3JI0XKHUTh €r0 COJAEp)KaHWE Ha SI3bIKe OpUTHHANa (Ha aHTJIUHCKOM,
HEMEIKOM, (PpaHITy3CKOM, UTATBIHCKOM).
OO6beM BBIMOJIHEHHOT'O MUCBMEHHOTO TEKCTa He 10JKeH ObITh MeHee 120 cioB.
TemaTuka TekcTa COOTBETCTBYET YpOBHIO ciiokHOCTH (Bl) W HoOcUT Hay4yHO-TIOMYJISIPHBIMU,
npodeccnoHanbHO-OPUEHTUPOBAHHBIN XapakTep.
TekcT, 3amucaHHbIi Ha 3JIEKTPOHHOM HOCHUTEIE, BOCIIPOU3BOIUTCS TUKTOPOM JIBXKIBI C HUHTEPBAIIOM
B 5 (maTh) MUHYT. TeMIT peun — yMEpEHHBIN.
Oomiee BpeMs Ha BbimonHeHue padotsl — 60 MuHyT (1 9ac) Ge3 yyera BpeMeHHU Ha BOCIPOHM3BEACHUE
TEKCTa JUKTOPOM.
1.2. Kpurtepuu OlICHUBAHUS W3JI0KCHUS
1. Cooepoicamenvhas nonnoma
OrneHUBAETCS: TOYHOCTH IEpPEAadyd OCHOBHON MBICIH HCXOJHOTO TEKCTA; COXPAHEHHE KITFOUEBBIX
(haKToB, JIOTUKU U CTPYKTYPBI; BO3MOXKHOE HCIIOJIb30BAHHE CUHOHHUMOB;, OTCYTCTBUE WCKAKEHUU U
noGasieHusI mocTopoHHer nHpopMmaruu; CooOIroIeHIe MUHUMAIBHOTO 00BhEMA.
2. Jlocuunocmo u ceéa3Hocms
OrneHnBaeTCs: MOCIEIOBATEIBHOCTD HM3JIOKEHHS: TMPOBEPSETCS YMEHHUE JIOTUYHO, MOCIEeI0OBATEIHHO
U3Narath COJAEpKaHME MCXOJIHOTO TEKCTa, u30eraTb HEOIMpPaBJaHHBIX IOBTOPOB M HapyIICHUN
MOCJICIOBATEIHHOCTH BHYTPH CMBICIOBBIX 4YacTed HM3JIOKECHHS. He JTOmyCTHMBI  JIOTHYECKHE
HapYLICHUS, MEIIAIOIINE TOHUMAHUIO CMBICIIA U3JI0KEHHOTO.
3. I pamommnocmo
OnenuBaeTcs: COOMIOICHNE TPAMMAaTHYECKUX, IEKCUYECKUX U MYHKTYyallMOHHBIX HOpM (Ha 100 croB B
CpelHeM He JIOJDKHO OBITh B cymMMe OoJiee JecsATH OMMOOK: TpaMMaTH4eCKHux, opdorpaduueckux,
MYHKTYaI[MOHHBIX ).
1.3. COOTBETCTBUE KPUTEPUEB OLIEHUBAHUS CUCTEME OAJIIOB:
Kaxxapiii u3 KpuTepueB OICHUBAHUS U3JI0KESHHSI OIICHUBAETCS 10 5-0allJIbHOM IIKae:

«OMIIUYHOY CopeprkaHne TiepeaHo TMOJHO ¥ TOYHO, JIOTHKA Oe3yTpevHa, I3bIK 00TaThIN
(5 6annoe) W rpaMMaTHYECKH NPaBUIILHBIN, CTHIb afiekBaTeH. JlonyckatoTes 1-2
HerpyObIe OIUOKH
«XOPOULOY ConepxaHue niepeJiaHo B OCHOBHOM BEPHO, BO3MOXKHbI HE3HAYUTEIbHBIC
(4 6anna) ¢bakTrueckue npomycku. Jloruka He HapyiieHa. ECTh psijl S3bIKOBBIX /

IpaMMaTHYECKHX OINOOK, HEe 3aTPyIHSAIOIINX TOHUMaHUEe
«yoosnemeopumenvroy | llepenano ocCHOBHOE CofiepKaHUE, HO €CTh (PaKTUIECKUE HCKAKEHHUS MU

(3 6anna) CMBICJIOBBIE MPOOebl. JIorHueckre CBsI3u MOT'YT ObITh HAPYIICHbBI. 3aMETHOE
KOJIMYECTBO OIIMOOK B PEeUH U IPAMMATHKE

«HEYO0871emME8OPUMENLHON

(2 banna) CymiecTBeHHOE HCKaXCHHE/HETTOHUMaHHE aBTOPCKOTO 3aMbICIIa;
cokpamieHne TekcTa cBbiire 30%; KPpUTHIECKOE KOIHMYECTBO TPYOBIX OMIHOOK
110 BCEM YCTaHOBJICHHBIM KPUTCPHUAM

«HEeYy0061emE8OPUMENLHON
(1 bann)

AOuUTYpUEHT, MOTyYuBIIUN orieHKH OT 3,0 10 5,0 32 TOT UM UHOW KPUTEPHUI OIICHUBAHUS U3JIOKEHUS,
nonydaeT 0,1 pedTHHTOBBIN Oann. MakcuManbHO BO3MOXKHOE KOJIHUYECTBO PEUTHHIOBBIX OAllJIOB IO
BCeM Kputepusim oreHuBanus — 0,3.
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AOGutypueHT, noayuuBiui oreHkud 1,0 — 2,0 3a TOT WM WHOM KpUTEpUH OlleHWBaHMS, morydaeT 0
PEUTHHTOBBIX OAIIOB.

2. YcrHblii 3Tan (cobeceqoBaHMe) IPOBOAMUTCS 110 3aBEPIICHUU MMHCHbMEHHOTO 3Tara
(u3noxenwus). Llenp ycTHOro 3Tamna — ONpeneNuTh YPOBEHb 3HAHUN aOUTYpHEHTa MO HHOCTPAHHOMY
A3BIKY JUISI pelIeHUs HAyYHBIX M aKaJeMHUYecKux 3amad. Ha ycTHOM sTame aOUTYpHEHTHI JOJDKHBI
MIPOJIEMOHCTPUPOBATh YMEHHE MOJB30BAaThCS MHOCTPAHHBIM SI3BIKOM KaK CPEACTBOM KYJIBTYpHOTO U
npodeccronanbHoro odmenus. [locrynaromuii 1omkeH BiaaeTs opdporpadudeckoit, opGhoInUIecKo,
JIEKCUYECKOM, TpaMMaTHYecKOl W CTUIMCTHYECKONM HOpMaMM H3y4yaeMoro s3blka B Ipejaenax
IIPOrPaMMHBIX TpeOOBAaHMI M MPAaBUIBHO HMCIIOJIB30BaTh X BO BCEX BHUJAX PEYEBOM KOMMYHMKAIIWU.
AOUTYpPHUEHT JOJKEH BIIAJETh MOATOTOBIECHHOMN, a TAK)KE HEMOATOTOBICHHON MOHOJIOTUYECKON PEUbIO
HAa WHOCTPAaHHOM f3bIKE; BJAJETh AMAJOTMYECKOW pEYbl0 B CHTyalHUAX MNPOPECCHOHATIBHOTO M
ObITOBOIO OOILIEHUS B Mpefesiax M3YyYEeHHOIO B By3€ SI3bIKOBOTO MarepHalia U B COOTBETCTBHH C
n30paHHOHU crienuanbHOCThI0. OH JTOMKEH YMETh BBIPa)KaTh CBOM MBICIIH, HCIIONB3YsI pa3HOOOpa3HbIe
S3BIKOBBIE CPEACTBA B CUTyalUsX NPOo(eCcCHOHAIBHOIO M TMOBCETHEBHOTO OOIEHUS, Y4acTBOBATH B
IMCKYCCHSIX M OTCTaWBaTh CBOIO TOYKY 3PEHHS, YMETh CTPOHTBH SICHOE, HE IMpepbhIBaeMOE Iay3aMH,
MPaBWJIbHO OPraHW30BaHHOE BbICKa3biBaHUE. OH JOKEH yMETh MOHMMATh Ha CIyX HHOS3BIYHYIO
MOHOJIOTHYECKYIO peyb IO CIEINATbHOCTH, BKIIOYAs Pa3BEPHYTHIEC JOKIIA/IbI, JEKIIMH U COOOIICHHUS CO
CIIOKHOM apryMmeHTanueit. [loctynaroomuil J0KeH yMEeTh YUTaTh, IOHUMATh OPUTHHAIBHYIO HAYYHYIO
JUTEpaTypy MO CHENHATbHOCTH, ONHPasCh Ha W3YYCHHBIH S3BIKOBOW MaTepuan, (POHOBEIC
CTpaHOBeAYeCKHe U MpodecCHOHaIbHbIe 3HAHUS U HABBIKU SI3bIKOBOW M KOHTEKCTYAIbHOW JTOTAJKU.
OH [oDKeH BIAJeTh BCEMH BHIAMHM 4YTEHUS (M3ydaloliee, O3HAKOMHTEIbHOE, IOHCKOBOE U
IIPOCMOTPOBOE).

CobecenoBanne IpOBOIUTCS O€3 MPEIBAPUTEIBHON MOATOTOBKH.

Pa3nensi cobecenoBanus:

1. Pacckasz o meme ceoeco 6y0yue2o HayuHo2o ucciedosanus (HAyIHO-KBATU(UKAIIMOHHON paboThI) —
10-15 munyT.

2. beceoa na unocmpannom A3vike Ha membl, NPOUOEHHbBLE 8 8Y306CKUX KYPCAX NO UCMOPUU MY3bIKU U
ucmopuu uckyccms — 5-10 MUHYT.

Kpumepuu ouenxu:

COMAUUHO» r1y0OKO€ 3HaHKE MPEICTABICHHOMN MPOOJIEMBbI, OTIIMYHOE BIIaJCHUE
(5 6annos) JIEKCHYECKUMHM, TPAMMATHIECKUMH U CTHIIMCTHYECKUMH HOPMaMH
«XOpoOuLo» XOpOIliee 3HAHUE TEMBI, OT/ICIIbHBIE TIEKCHIECKUE U TPAMMATHIECKUE
(4 6anna) omuOKH (10 5 ommOOK)
«YO06IIeMBOPUMENbHO» | YIOBICTBOPUTEIHLHOE 3HAHUE TIPEICTABICHHON TEMBI,
(3 6anna) TEPMHHOJIOTHYECKHE OMIMOKH, HAPYIICHHE TPAMMATHIECKUX

CTUJIUCTUYECKUX HOPM (5-9 ommnboK)
«HEY00811emeopumenbHoy | YAOBIETBOPUTEIBHOE 3HAHUE MPEACTABICHHONW TEMBI,
(2 6anna) TEPMHHOJIOTHYECKHE ONIMOKH, HAPYIICHHE TPAMMATUICCKUX U
CTHJIUCTUYECKUX HOPM (5-9 ommboK)
«HEYO0BIEMEOPUMETHHOY OTBET HA OCHOBHOH U HvaBozls{mHe BOIIPOCHI HEIOJIHBIN, HECBSI3HBIM,
(1 6anr) HeapryMEeHTHPOBAHHBIN; TOMYIIEHBI TPyOble OMUOKH B }
OTIpE/ICIICHUSX, TaTaX | T.IT., HCKA)KAFOIIINE CMBICI TIOHATHI

IIpuMepHBIH YPOBEHDb CI10KHOCTH JIEKCUKH

AHTIHACKHAN 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
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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
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
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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

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.
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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 1’oreille 1'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. lIs y arrivent
en substituant aux contours trop marqués du dessin le jeu des couleurs et des nuances.

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

L’ caractere méme des trois tableaux qui constituent son poéme musical de "La mer" montre un
dessein réfléchi; la premiére partie s'intitule "De 1'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'¢lément "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’apétre le plus éloquent de la polytonalité. Ce n'est pas du tout le
fin musicien, ’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.
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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 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 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 publi¢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 ¢légance raffinée, elles nc renient pas non plus la douce tyrannie, de Grieg ou de Schumann.
Mais surtout, ells annoncent 1’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 €crits, il devait sans cesse souligner I’importance de la “divine arabesque”, don’t il situait trés
justement 1’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 arpeges, 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 piéces
anglaises comme Général Lavine.

L’Arlésienne

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

Cette partition n'est pas celle d'un opéra ou d'un opéra comique: les personnages de la picce
parlent et ne chantent pas. Bizet a seulement écrit une ouverture, des entr’actes ou intermedes joués a
rideau baissé, quelques chceurs 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: c'est 1'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
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 deuxieéme 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 piece pour piano connue de Debussy n'a été publiée que plus d'un demi-siccle
aprés 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
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réellement trop courte. Aucune pensée n'y est approfondie, la forme en est manquée et le tout manque
d'unité¢”. Ce jugement sévere u'est pas tout a fait injustifié, et si nous sommes au contraire
reconnaissants a Debussy de n'avoir pas délayé davantage une matiere assez insignifiante, la Danse
bohémienne présente surtout un intérét aneedotique et historique : modeste point de départ d'une
trajectoire alors totalement imprévisible. Cest un. Allegro a 2/4 dans le ton principal de si mineur,
adoptant une simple forme ternaire. Aprés un petit développement médian en si majeur, la reprise, trés
¢courtée, est amenée par un trait chromatique de quatre mesures qui constitue peut-étre la trouvaille la
plus heureuse de I’ceuvrette, d’inspiration assez nettement slave, sinon tchaikovskienne.

Hemenkuii A3bIK

KREUTZERSONATE

Unter diesem Namen geht gewohnlich die Sonate fiir Klavier und Violine Op.47, die dem
berithmten Geiger Rudolf Kreutzer gewidmet ist. Geschrieben wurde sie 1805 fiir den Violinwirtuosen
Brigetower, der damals in Wien konzertierter. Ries teilt mit, daf3 diese Sonate in kurzer Zeit entstanden
ist, "obschon ein Teil des ersten Allegros friith fertig war”.Brigetower drangte ihn sehr, weil sein
Konzert schon bestimmt war und er seine Stimme {liben wollte. Eines Morgens lie8 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 beschéftigt.) 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.

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

Robert Schumann

Die dritte Symphonie ist in Diisseldorf entstanden, wohin Schumann im Herbst 1850 gekommen
war. Der frische Geist, der das Werk durohzieht, und die Freude und Lust am Leben, die darin zum
Ausdruck kommt, haben ihr den Beinamen "Rheinische Symphonie™ eingetragen. Ihre Entstehung ist
wohl auf unmittelbare Eindriicke Schumanns nach seiner Ubersiedlung nach dem Rheinland
zuriickzufiihren; nach seinem eigenen Ausspruch soll sie ein Stuleben am Rhein widerspiegeln. Das
markante, kraftvolle Hauptthema beherrscht den ganzen ersten Satz. Ein Scherzo folgt; sein einfaches
und behagliches Thema in maBigem Zeitmal verleiht diesem Satz eher den Charakter eines Menuetts.
Der dritte Satz ist triumerisch und elegisch, wéihrend 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
auszuschlieen, 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, liel 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.

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

MOZART

Das Bedeutendste, was Mozart fiir das Klavier geschaffen hat, eine seine Konzerte. Die Jahre
1783 bis 1786, wo er am moisten aufgetreten ist, waren fiir ihn die produktivsten. Die in Wien
entstandenen Klavierkonzerte gehoren 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 Oktavengidnge bekannt waren, vermeidet er sie. Er glaubte, sie
konnten der Leichtigkeit und Geschmeidigkeit der Hand schaden. Legte Mozart einen gro3en Wert auf
Klarheit und Geldufigkeit, so waren seine geistigen Anforderungen an den Inhalt nicht weniger
bedeutend.

Die Rolle, die Mozart dem Orchester iiberwies, muf} 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 liel3 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 grofien Zeitgenossen Chopin ebenbiirtig. Die Werke des spaten
Beethovens miissen auf Schumann einen groflen EinfluBl ausgeiibt haben. Wohl hat Schumann sich
schon in jungen Jahren auch auf anderen Gebieten der Musik schopferisch betitigt, aber alle
veroffentlichten Werke sind Klavierkompositionen. Die erste noch wihrend der Heidelberger
Studentenzeit entstandene und als Werk 1 veréffentlichte Arbeit sind die Variationen {iber 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.

HNralbgaHcKuid A3bIK

L’ULTIMA OPERA BUFFA

Cosi fan tutte (1790) ¢ 'ultima opera buffa composta da Mozart ed ¢ anche ’ultma opera su
libretto di Lorenzo Da Ponte, che gli aveva fornito i testi di altri due straordinari capolavori mozartiani,
Le nozze di Figaro (1786) e Don Giovanni (1787). 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 ¢ stata oggetto nell'Ottocento, critiche che il nostro secolo ha in parte ereditato.
“Goethe”, ha scritto 1l 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 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'¢ 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 pit innocuo, € ovviamente tali esperimenti non ottennero alcun successo, perché la musica
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teatrale di Mozart non € mai semplice rivestimento di settenari o endecasillabi, né mai prescinde dalla
situazione drammatica, dalla scena. 1l 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, 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 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 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 ¢ sana, e di
gia sono applicato alla nuova opera che deve darsi alla Scala pel 26 dicembre prossimo. Il soggetto ¢
Norma, tragedia di Mr. Soumet: io la trovo interessante e se Romani ne ricavera una bella poesia, potra
venire un bel libretto; ma questa volta temo che la miavena mabbandoni perché la testa ¢ divagata da
quel maledettissimo colera che minaccia tutta Europa". Gia il 7 settembre il composito re aveva
terminato la sinfonia dell’opera e scritto I’abbozzo di un coro, e da quanto scrive a Giuditta Turina ne
era piuttosto soddisfatto. Delle fasi successive della composizione sappiamo poco, perché il carteggio
belliniano ¢ assai lacunoso.

LE ISPIRAZIONI DI DA PONTE

Le fonti dirette del libretto, quelle 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 ¢ 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
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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. 1l 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 ¢ 43 dell’Orlando
furioso il topos viene per ’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.

NHocTpaHHbIN A3BIK
(pycckuii)

JK3aMeH M0 HHOCTPAHHOMY SI3BIKY COCTOHT U3 JIBYX JTAIlOB:
1 — nuceMeHHBIH 3Tan (U3JI0KEHHUE);
2 — yCTHBIN dTamn (codeceoBaHue).

1. IInceMeHHBIN 3TAN (M3/105KeHHE) SABISETCA 00s3aTEIbHBIM KOMIIOHEHTOM BCTYIHTEIBHOIO
UCIBITaHUS B aCHUPAHTYPY [0 MHOCTPAHHOMY SI3bIKY Hapsily C YCTHOM 4acTbio (cobeceoBaHHEM) U
HanpaBjIeH Ha KOMIUIEKCHYIO OLIEHKY YpOBHS C(HOPMHUPOBAHHOCTH NMHUCBMEHHON KOMMYHUKaTHUBHOMN
KomnereHIMH. OH TaKkKe SBISETCS HTOTOM TIPOBEPKHM CHUCTEMHOW paboThl 1O (OPMHUPOBAHUIO
crieln(pUUYECKUX HaBBIKOB BOCIPUATHUS CBA3aHHBIX TEKCTOB Ha 3Tanax ayJUpOBAHUS U MUCBMEHHOTO
BOCIIPOU3BEICHUSI.

ITucbMeHHBIN 3Tan sABISETCS PEUTUHTOBBIM TECTHPOBAHUEM, PE3YJIbTaT KOTOPOTO CYMMHPYETCS CO

cpeaHuM 0ajIoM YCTHOM 4acTH SK3aMeHa.

He ngomyckaercss ucnoib3oBaHuME JIIOOBIX  TEXHWYECKMX  CPEIACTB s ayJuO3alucd U

ayJIMOBOCIIPOU3BEICHUS.

Lenbr0 MUCBMEHHOTO 3Tarna sSBJISEeTCS:

1. mpoBepka ypoBHS ayAUTUBHOTO BOCTIPUSITHS aOUTYpUCHTA;

2. CIIOCOOHOCTh NOHUMATh YCTHYIO HHOSI3BIYHYIO peub B paMKax HpPOTpaMMBbl cCleHUalnTeTa /
Maructpatypsl (yposens Bl);

3. YMEHHE BBIJIENIATh B TMPOCITYIIAHHOM TEKCTE KIIOUEBYI0 WH(OPMAIHIO, CMBICIOBBIE OJOKHA |

JIOTHUYECKHUE CBA3H;

OlIEHKa HaBBbIKOB MH(OPMAIIMOHHON NiepepaboTKy;

COOJII0/ICHHE JIOTMYECKON TIOCIIEI0BATEIbHOCTH H3JI0KEHUS;

KOHTPOJTb YPOBHSI SI3BIKOBOW KOMIIETEHITHH;

BJIaJIeHHE JEKCUKO-TPaMMaTHY€CKUMU HOPMaMU MHOCTPAHHOT O SI3BIKA.

1.1. TpeGoBaHMs K TECTOBOMY 33JIaHUIO:

AbGuTypueHTaM IpeajaraeTcs MpociymaTh TeKCT o0beMoM 230 CIOB M NHCbMEHHO HOJAPOOHO U

MaKCUMAaJIbHO OJM3KO K TEKCTY M3JIOKHUTBH €T0 COJIEpKaHWEe Ha S3bIKEe OpHTHHANa (Ha PYCCKOM SI3BIKE

U1 THOCTPAHHBIX AOUTYPHUEHTOB).

O0BeM BBIIOJIHEHHOTO IIMCHMEHHOI'O TEKCTA HE NOJDKEH OBITh MeHee 120 cIIoB.

TemaTnka TekcTa COOTBETCTBYET YpOBHIO clokHOcTH (Bl) W HOCHT Hay4HO-TOMYJISIPHBIM,

npoeCCHOHATLHO-OPHUEHTUPOBAHHEIIN XapaKTep.

Tekct, 3anMcaHHBI HAa 3JIEKTPOHHOM HOCHUTEINE, BOCIIPOU3BOIUTCS AUKTOPOM JBAKIBI C HHTEPBAIOM

B 5 (mATh) MUHYT. TeMI peun — yMepEeHHBIH.

Oomiee BpeMs Ha BbinosiHeHUE paboTel — 60 MuHyT (1 yac) Ge3 ydera BpeMeHH Ha BOCHPOHM3BEICHUE

TEKCTa TUKTOPOM.

1.2. Kpurepuu olileHUBaHUS U3T0KEHUS

1. Cooepoicamenvnas nonnoma

No gk
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OrneHuBaeTCs: TOYHOCTh IE€peJauyd OCHOBHOM MBICIM MCXOJHOIO TEKCTa; COXPAHEHUE KIIFOUEBBIX
(haKTOB, JOTMKH M CTPYKTYPbHI; BO3MOXHOE HCIIOJIb30BAHNE CHHOHMMOB; OTCYTCTBHE HUCKaXCHUH U
nobasiieHus mocroponuen nadopmanun; CobiroIeHne MUHUMAIIBHOTO 00bEMA.

2. Jlocuunocmo u c8A3HOCMb

OrneHnBaeTCs: MOCIE0BATEIBHOCT M3JIOKEHHS: IPOBEPSAETCSl YMEHUE JIOTMYHO, MOCIEI0BATEIbHO
u3jaraTb COJEp)KaHHE MCXOAHOTO TEKCTa, HM30erarb HEONpaBJaHHBIX MOBTOPOB M HapYIICHUH
II0CJIE/I0BATEIbHOCTH BHYTPH CMBICJIOBBIX 4acTed wu3ioxeHus. He gomyctumel Jjoruueckue
HapyLIEHUs, MEIAIOIINE TOHUMAHUIO CMBICIIA U3JI0KEHHOTO.

3. I pamomnocms

OnenuBaeTcs: COOMIOACHNE TPAMMAaTHIECKUX, IEKCHUECKUX U MyHKTyallnOHHBIX HOpM (Ha 100 cioB B
CpEAHEM He JIOJDKHO ObITh B cymMMe Ooiiee IecsAiTH OMMOOK: rpaMMaTHuYecKuX, opdorpaduyeckux,
IIYHKTYallMOHHBIX ).

1.3. CooTBETCTBHE KPUTEPUEB OLICHUBAHUS CUCTEME OALIOB:

Kaxnplif 3 KpUTepHeB OLICHUBAHUS U3JI0KEHHSI OLICHUBACTCS M0 S-0aIbHOM IIKaje:

COMIIUYHO» CopeprkaHne TiepeaHo MOJIHO U TOYHO, JIOTHKA Oe3yTpedHa, sI3bIK 00TaThIid
(5 oa ]103) Y TpaMMaTHYEeCKH MPaBUIBHBIN, CTHIIb ajiekBaTeH. Jlomyckatorcs 1-2
HerpyOble OmMOKH
«xopouio» Copep:xanne TiepelaHo B OCHOBHOM BEPHO, BO3MOKHBI HE3HAYUTEIbHBIE
(4 oan ﬂa) (aktryeckue mpomnycku. Jloruka He HapyiieHa. ECTb psi S3bIKOBBIX /

rpaMMAaTHYECKUX OHMIMOOK, HE 3aTPYIHSIOIIMX TOHUMAaHHUE
«Y0081EMBOPUMENLHOY Ilepenano ocHOBHOE conep)KaHUE, HO €CTh (PAKTUYECKUE UCKAKECHUS HITH

(3 6anna) CMBICJIOBBIE TTPOOebl. Jlornyeckne cBsi3u MOTYT OBITh HapyIIEHBI. 3aMETHOE
KOJINYECTBO OLIMOOK B PEYH U TPaMMATHKE

«HEYO0871emE8OPUMENLHON

(2 6anna) CymecTBeHHOE HCKaXKeHHe / HEMOHUMaHUE aBTOPCKOTO 3aMbICIIa;
cokpaineHue Tekcta cbie 30%; KpUTHYeCKOe KOJIMIECTBO TPYObIX OMIMOOK
10 BCEM YCTaHOBIJICHHBIM KPHTEPHSIM

«HEY0081eMEOPUMENLHON
(1 bann)

AOuTypHeHT, nmonyduBmni oieHkH oT 3,0 10 5,0 32 TOT WK WHOW KpUTEPH OLIECHUBAHUS U3T0KCHHS,
noy4aeT 0,1 pedTuHTOBBIN Oamin. MakcUMalbHO BO3MOXKHOE KOJMYECTBO PEHTHHIOBBIX OaJlJIOB IO
BceM Kputepusm ornenuBanus — 0,3.

Ab6utypueHt, nonyuuBminid oueHku 1,0 — 2,0 3a TOT WiaM MHOW KpUTEpHl olleHHMBaHHUs, nonxydaer 0
PEUTHHTOBBIX OAJLIOB.

2. Ycrbii 3ranm  (cobecegoBaHMe) IIPOBOAMTCS IO 3aBEPIICHMHM IMCBMEHHOIO 3Tara
(u3noxenwus). Llenp ycTHOro »srtama — ONpEAETUTh YPOBEHb S3BIKOBOM M KOMMYHHMKaTHBHOU
KOMIIETEHIIMM MOCTYMAIOLIEro JJIs pelIeHus 3a/1ad B paMKax OOIIEsS3bIKOBOTO, y4eOHO-HAYYHOTO U
KYJIbTYPHOTO OOIIEHHUS.

Ha sk3ameHe aOWUTypHEHT-MHOCTpaHEll JOJDKEH MPOJIEMOHCTPUPOBATh YMEHHME MOJIb30BaThCs
PYCCKHM SI3BIKOM KakK CpeICTBOM MpodeCcCHOHATBHOTO U KyJabTypHOro oOmieHus. [loctymaromnmuit
JOJDKEH BIaJeTh Op(hodNUYEecCKHMMH, JIEKCUKO-TPAMMAaTHYE€CKUMH, CTUJIMCTHYECKHMH HOPMaMHu
pYyCCKOro si3plka B Ipenenax MPOrpaMMHBIX TpeOOBaHWM, a TakKe BJIaJETh MPUEMAMH PYCCKOTO
peueBoro moseneHus (yposeHb TPKU-2 /B2 — European Language Portfolio - mnst BeimycKHHKOB
By30B; ypoBenb TPKU -1 / Bl — European Language Portfolio - ans mporreammx AByXroauvHoe
o0y4eHHe B KaUeCTBE CTAXEPOB).

AOUTYpPHEHT JTOJKEH BJIaJeTh MOJITOTOBJICHHON M HEMOATOTOBICHHONW MOHOJOTHYECKON PEeublo
Ha PYCCKOM SI3BbIKE; BJIAJIETh AMAJOTMUECKOW PeUbl0 B CUTYAIMSX OBITOBOrO M MPOQEeCcCHOHATHHOTIO
oOmieHust B mpenenax mporpaMMbl. OH JIOJDKEH MOHMMATh Ha CIyX PYCCKYIO AMATOTUYECKYIO U
MOHOJIOTHYECKYIO peyb MO CHEIMaIbHOCTH, BKIIIOYAst JIGKIIUH ([ BBIITYCKHUKOB BY30B).

TpeboBanusi K BCTYNHMTEIbHOMY 3K3aMEHY B aCCHUCTEHTYPY-CTaKHUPOBKY U aCIUPAHTYpPY
NpUOIMKEHBI K TPeOOBAaHMM K 9K3aMEHY 3a MOJIHBIN BY30BCKUH Kypc O0YUEeHHUsI PYCCKOMY SI3bIKY Kak
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WHOCTpPaHHOMY, T.e. cooTBeTcTBylOT II ceprudukannmonnomy ypoBHIO [ocymapcTBEeHHOTO
obpazoBatenpHOro crangapta nmo PKU (o6mee Bnagenue + npodeccuoHaibHbIi MOTYIb).
CobecenoBanue MPOBOAUTCS 0€3 MPeIBAPUTENBHOMN MOATOTOBKH.
CobecenoBanue BKIIOYAET B ce0sl pa3aebl:
1. Pacckaz o meme ceoeeco 6yoyujeco HayuHoeo ucciedosaruss (HayqHO-KBATH(UKAIIMOHHONW pabOThI).
[IponomxurensHOCTh 0TBETa — 10 MUHYT.
2. Beceoa na unocmpannom s3vlKe HA meMbl, NPOUOEHHbLE 8 8Y308CKUX KYPCAX NO UCHOPUU MY3bIKU,
Ucmopuu UCKyCCme U pycckoeo a3vika — 9-10 MUHYT.

Kpumepuu oyenxu:

COMAUYHON MMOHUMAaHUE BOMPOCOB U BHICKA3bIBAHUHN IK3aMEHATOPA, OTIWYHOE BIAJCHUE
(5 6annos) JIEKCUYECKUMH, FPAMMATHUYECKUMU U CTUJIUCTUYECKUMHU HOPMaMHU, TIOJTHOE
COOTBETCTBHE COJIEP)KAHUS TEKCTa 3asABICHHON TeMe, JIOTHIHOCTh H
CBSI3HOCTH peuH, (PaKTUIeCKasi TOYHOCTh, aJICKBATHAS PEaKIUs Ha PEILTUKH,
YMEHHE BbIpaXXaTh U apTyMEHTHPOBATh CBOIO TOUKY 3pEHUS, 1aBaTh
pa3BEPHYTHIN OTBET

«XOPOULON MMOHUMAaHUE BOTPOCOB U BBICKA3bIBAHUH DK3aMEHATOPa, XOPOIllee 3HAHNUE

(4 ba ]la) TEMBI, OT/ICJIbHBIC JICKCUYCCKHUE U TPAMMATHYCCKHIE OIIUOKY (110 5 OMIMOOK),
COOTBETCTBHE (B IEJIOM) COJEPKaHHsI TEKCTa 3asSBJICHHON TeMe, IOTHIHOCTh
Y CBSI3BHOCTPH peud, PaKTHIECKas TOUHOCTh; a/IeKBaTHAS peaKIus Ha
pEIUINKH, YMEHHE BBIPaXKaTh CBOIO TOUYKY 3PEHHUS, JABATh OTBET C IIOMOIIBIO
HABOJAIINX BOTIPOCOB

«Y00B8IEMBOPUMENLHOY 3aTpyIHEHMsI B TOHMMAaHWW BOTIPOCOB ¥ BRICKA3BIBAHUI SK3aMEHATOPA,

(3 6anna) YIOBIETBOPUTEILHOE 3HAHUE TIPEICTABICHHOMN TEMbI, TEPMUHOJIOTHIECKUE
omMOKH, HapyIIEHNE TPAMMAaTHUECKUX M CTHIMCTUYECKUX HOpM (5-9
OINOO0K), HETIOITHOE COOTBETCTBHE COMNEPKAHUS TEKCTa 3asBICHHON TeMe,
OIIMNOKY B JIOTHYHOCTH U CBSI3HOCTH, B (PaKTUIECKOH TOYHOCTH, 3aMeJIEHHAS
pCaKknua Ha pCIUIMKU, ABHBIC 3aTPYAHCHUA U OHII/I6KI/I B YMCHHHU BBIPpAXKATh
CBOIO TOUKY 3pEHUS, JaBaTh Pa3BEPHYTHIA OTBET U ApTYMEHTHPOBATH CBOIO

TIO3ULIUIO
«Hey00811emB8OPUMENIbHOY» | Cepbe3HbIC 3aTPYIHEHHS B TOHUMAaHUU BOIIPOCOB M BHICKA3BIBAHUIA
(2 6anna) 9K3aMEHATOpa, YAOBJIETBOPUTEIHHOE 3HAHUE IPEACTaBICHHON TEMBI,

TEPMUHOJIOTUYECKHE OIINOKH, HApYIIEHUE IPaMMaTUIEeCKUX U
CTHIIUCTUYECKUX HOPM (5-9 ommOoK), HECOOTBETCTBHE CO/ICPIKAHHS YCTHOTO
pacckasa 3asBIeHHON TeMe, HETOYHOCTH B U3JI0KEHUH (DaKTOB, HAPYIICHUS
JIOTMYHOCTH U CBS3HOCTHU
«HEYOOBIEMEOPUMENLHOY HeHOHI/IMjJ.HI/Ie BOIIPOCOB U BBICKA3bIBAHUI 3§3aMeHaT0p%, OTBET Ha

(1 6ann) OCHOBHOM U HaBOJSIIIUE BOIPOCH! HEMOJIHBIN, HECBA3HBIM,
HeapryMEeHTHPOBAHHBIN; TOMYIIEHBI TPyOble OMUOKH B
ONpeAeNeHUsAX, JaTaxX U T.1., ICKAKAIOIINAE CMBICII MIOHITUI

IIpumepHBIii YPOBEHDb CJIOKHOCTH JIEKCUKH

HUcnoanurensckuii Tagant A.H. Ckpsiouna

Anekcanap HukomaeBuu CkpsiOMH BolIeNn B MCTOPUIO MY3BIKM HE TOJBKO KaK KOMIIO3UTOD,
oOnasaBIIMil SIPKUM HEOOBIYHBIM CTHIJIEM, HO U KaK HE MEHEe OpUTHMHaNIbHBbIM muaHuct. M1 B 3TOM
OTHOIIEHWHM MOYKHO IIPOBECTM Tapajuieb C  BBIJAIOIIUMCS  KOMIIO3UTOPOM-HUCIIOJHUTEIEM
PaxmanunoBbM. OfHaKO 371€Ch €CTh CYIIECTBEHHOE OTiIMuMe — eciu i PaxmannHoBa CkpsiOnHa
OHa He 3aHsna Takoe Mecto. C Jpyroil CTOPOHBI, TBOPYECTBO M HCHOIHUTENBCTBO CKpsOuHa
HEpa3pbIBHO CBSA3aHbI, OHU JBYEIWHBI MO CBOEH cyTh. MHOrue OCOOEHHOCTH HCIOJHUTENbCKON
MmaHepsl CkpsOMHa - HEpBHAs BO30YXKIEHHOCTh, HEYJOBUMO M3MEHUUBBIE TEMI M PUTM, TOHYAMIIas
rpajamus 3By4aHus - HallJIM OTpa)kKeHHe B ero GopTenuanHoM TBopuecTBe. CKpsiOMH ObUT HE TOJIBKO
TeHUAIbHBIM KOMIO3UTOPOM, "3BE3[0H MEpBOIl BENUMYMHBI', HO M YPE3BBIYAMHO CBOEOOPA3HBIM
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nuanuctoM. Hanbonee spko nuanuszm CkpsiOMHa pacKpbIBaJICA B UCTIOJHEHUH UM CBOMX COOCTBEHHBIX
COYMHEHUH. DTa SBHO BBIPAKCHHAs HAIPABICHHOCTh MHTEPECOB KOMIIO3MTOpa OblIa CBs3aHa, B
MIEPBYIO OYEPE/Ib, C YCIOBUSAMM €0 KM3HHU, C PAHO BBISIBUBIIECICS MHUAHUCTUYECKOW OJIapEHHOCThI0. C
JIETCKUX JIET OH poc B Mupe ¢oprenuaHHod My3blku. Kpome Ttoro, CkpsiOuH mosydan cBoe
oOpa3oBanue y n3BecTHOro MockoBckoro neaarora H.C. 3BepeBa, a 3arem y B.M. CadonoBa, Taxxe
Pa3BUBIIMX THAaHU3M MOJOAOr0 My3bikaHTa. CadoHOB oOueHb OBICTPO OLIEHWI BBIJIAIOIIECECS
MMMAHUCTUYECKOE JAapOBAHUE FOHOIIM, U BCKOPE IMPHU €ro NOAJEPKKE HAYMHACTCS MCIOJIHUTEIbCKAs
nestenbHOCTh CKpsiOMHAa Ha KOHIEPTHOW dctpane. Ilpmembl, kotopeie mokazan emy CadoHOB,
nomoraiin CKpsiOMHY YCHEIIHO CIPaBIISIThCS ¢ TAKUMH TPYAHBIMH Mpou3BeaeHusIMH, Kak Konmept No
1 ®. Jlucra, no3nHue coHatbl berxoBeHa, BupTyo3Hsle 3TioAbl Lllymana, nbechl Illonena. Onnako
MOJIO/ION MUAHUCT, a3apTHO YBIEKIIUCH Pa3BUTUEM CBOCH MMAHUCTUYECKON TEXHUKU U HE 007aaast OT
MPUPOIBI TOCTATOYHO KPENMKON M BBIHOCIMBOW KOHCTUTYILHEH, MMEepeurpall mpaBylo pyky (mogoOHas
UCTOpHUSl Cilydyusiack B cBoe Bpemsi ¢ MosoabiM Illymanom). B Hawame 90-x rofoB mnepBbie
¢doprenuanabie omychl CKpsiOMHA MOSBISIOTCS B MOCKOBCKOM m3natenbcTBe [1. FOprencona. B atux
nepBbIx counHeHusx CkpsOuHa TOBOJBHO SIBCTBEHHO OIIYIIAIKMCH CJEbl BO3AeicTBHs YalKOBCKOTO,
Jlucra u ocoberno ropsiuo modumoro uM Illomena. IlocTeneHHO MM MOJOZOrO KOMIO3HTOpA U
MUAHUCTa MPUOOPETAET N3BECTHOCTh B MY3bIKAIbHBIX Kpyrax Mockssl u [lerepOypra. 1 Tam u 31ech y
HEro MOSBISIOTCS KaK ropsyre NOKIOHHUKHU, TaK U — [0 Mepe OOPETEHUsI UM OPUTMHAIBLHOTO CTHIIA -
apeie HepoOpoxkenatenu. Eme B Te panHue roasl CkpsiOuH oOnaian COMYTCTBOBABIIECH €My BCIO
KHU3Hb CIOCOOHOCTBIO C MEPBBIX K€ B3STHIX UM AKKOPJOB YCTaHABJIMBATH NCUXUYECKUN KOHTAKT C
ayTUTOpHEl, NCTOYaTh OT ce0si HEeKUil HEePBHBINM, THITHOTU3UPYIOIUN TOK, HEOTPA3HUMO MOKOPSBIIUI
ee. B ucnonnennn CkpsiOuHa ero coOCTBEHHbIE COUMHEHHUS Ka3aJIUCh MMIIPOBU3ALMIMU, KaK Obl TYT
K€ POXKIAABLUIMMUCSH, €II€ HOCHUBIIMMHM HEOCTHIBIIMM IIbUI TBOPYECKOTO BIOXHOBEHHUS: CTOJIBKO
cBOOO/BI U MPUXOTJIMBOCTH ObUIO B €0 UrPe, TAKOM CBEXKECTbIO U HENOCPEACTBEHHOCTHIO BESAJIO OT
Hee. Ucnomnutenbckuii oOmuk  3penoro  CkpsiOMHA  JOCTaTOYHO  IMPOTHUBOPEUYUB.  ITa
IIPOTUBOPEYUBOCTh, B YACTHOCTH, CKa3ajach B TOM, YTO B MEpPUOJ] XU3HHU, Korjna CkpsOuH co3gaBal
CBOM NO3JHUE IPOU3BEICHUS, OH CPAaBHUTEIIBHO Majo WUrpall UX B KOHLepTax. Bocbmas conara,
HanpuMmep, He ObUIa UM UCIIOJIHEHA HU pa3y. CKpsOMH-IMaHUCT MponaraiaupoBal MPEeuMyLIECTBEHHO
cBou counHeHuss 10 50-x omycoB. McnonHuUTeNnbCcKas, Kak M KOMIIO3UTOPCKas, JEATEIbHOCTh
CkpsiOHa Bceraa BbI3bIBaJla MHOTOYHUCIICHHBIE CIOPHI W HEOAHO3HAYHBIE OT3BIBBI, 4TO
CBHUJIETENILCTBYET O TOM, uT0o CKpsiOMH ObLI, HECOMHEHHO, BEIMKHM MY3bIKaHTOM. PelieH3uu Ha ero
urpy ObuUIM OYeHb MPOTUBOpPEUMBBHL. OJHUM Ka3aJloCh, YTO Kak muaHUCT, CKpsiIOMH HE MpeAcTaBiseT
co0oif mepBOKIAacCHOW BenMuYMHBI. Ero TexHuka He OiecTsiia, ynapy HEIOCTaeT CHJIbl, TOH €ro
HECKOJIbKO 0JTHOOOpa3eH. [[pyrue cuurtany, 4To HeIb3s TOBOPUTH O ero TexHuke. O Hell He AyMaellb,
ciymas ero urpy. CHBIINIIE TOJIBKO U MEPEXKUBACIIb TO, YTO OH CBOEH TBOPYECKOW BOJIEH 3aCTaBIIsET
CIIBIIIATh U MEPEXKUBATH, - ITO BeJnyaiiiee uckycctBo. Iloromy, MoxeT ObITh UMeHHO CKpsAOUH U He
BUPTYO3, HE UCIIOJHUTEIb OOJIBIIOr0 KOHIEPTHOTO 3aja, — CJIMIIKOM TOHKA €ro UTpa, CIUIIKOM MHOTO
B HEll HIOAHCOB W HAcTpoeHus. VM B STOM OTHOIIEHMM OH IIOXO0XK HA CBOEro JAYXOBHOI'O
npenmectBeHHnka — [llonena. Bee 3Tu oneHkM emie pa3 MOJUYEpPKUBAIOT TaKue OCOOCHHOCTHU HIPbI
Ckps0uHa, KaKk UMIPOBU3ALIMOHHOCT, TOHYANIIIAS HIOAHCUPOBKA, Mpeobialanie TUXUX 3BYYHOCTEH,
B rpajiaiiui KoTopblx CKpsiOMH OB HEMOBTOPUM.

Cxpunnunoe teopuectso H. C. baxa

Cxkpunuunoe Hacneaue M. C. baxa, X0Td OHO U OTHOCUTEIBHO HEBEJIMKO, 0Ka3aJ0 BO MHOIOM
OIIpECIAIONIEE BIMSHUE Ha CTAHOBJIIEHHE EBPOIEHCKOrO CKPUIIMYHOIO HcKycctBa. [lo cux mop
COXpaHsEeT OTPOMHYIO XYAOXKECTBEHHYIO II€HHOCTh. bbITO OBI, OZHAaKO, HEBEPHO BHIACIATH B
TBOpuecTBe baxa M paccMaTpuBaTh OTIENBbHO CHeUM(UKY CKpUNUYHOTrO cTwisd. Bumumo, ciemnyer
TFOBOPHUTH O TEX WJIM MHBIX 4Y€PTaX TPAKTOBKH CKPHIIKK B paMKax €ro mcjiIoCTHOIO0 KOMIIO3UTOPCKOI'O
MBILIEHHS], OMTUPAIOLIETOCS CKOpPee Ha OpraHHbIE U XOPOBBIC BBIPa3UTEIbHBIE CPEACTBA U TEMOPOBBIE
KOMIIJICKCBI, MBINIJICHUs, HOCAIICTO CUHTETHYECKHH XapaKkTep, TBOPUCCKU B06paBHIeFO n
nepepadoTaBIIEro JTIOCTUKEHUSI €BPONEHCKOM MY3bIKAIbHOW KyabTypbl. Ilonudonnueckuit xapakrep
MBIieHns baxa APKO HPOSABUIICA U B €TI0 CKPUITMYHEBIX ITPOU3BCACHUAX. On KOPCHUTCA B TpaJuluAaX
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HapOJIHBIX HEMEUKHMX TaHIIEB, HAPOJHOM WHCTPYMEHTAJbHON NPAaKTUKHM MHOTOIOJOCHOW WIphl Ha
WHCTPYMEHTaX ¢ OypIOHHPYIOIIMMH CTpyHaMU. Henb3si He YYUTHIBATh U TPAIUIMI UTPHl HA BHOJAX
(ocobeHHo ramOe), JOJbIIE BCEro 3aJepikKaBIIMXCs HMMEHHO B I'epmanun. B dopmupoBanmm
0axOBCKOTO CTHJISl 3aMETHBI MTAIbSHCKUE TPAJAMLIMHU, B TIEPBYIO OYepeb UAyIIue oT BuBanbau, 4To
CKazalioch Ha mojxojie baxa k kpynHoii popme, popMuUpoBaHUU B €r0 TBOPUECTBE MPEIKIACCHIECKOTO
TUIA CKPUIIMYHOI'O KOHLEpTAa. B TpakTOBKE CIOMTBI M CTAPUHHOM COHAThl OCOOEHHO 3aMETHBI
YellICKUe, MOJIbCKUE, 0TYaCTU (paHily3ckue BIusHus. Ho, Tak uiu nHave, BCe 3T BIUSHUS OCTAIOTCS
JUIIb B TpeAenax «BEpPXHEro cios» — (akTypbl, OTICIBHBIX IPHUEMOB, TpaHed (QOpMEI.
[IpeoOpa3oBaHHbIe TBOpUECKOW (paHTa3UEH TeHUs, OHU MOIYYalOT HHOE XYA0KECTBEHHOE OCBEIICHHE,
npUOOpeTatoT CaMOOBITHBIN XapakTep. YHUKAJIbHBIM CO3AaHHEM 0aXOBCKOTO I'eHHS SIBISIOTCS LIECTh
COHAT M MAPTHUT ISl CKPUIKH coJio (HanmucaHbl okoio 1720 rona B Kérene). 3neck ckpurika, B OTINYHE
OT UTAJIbSIHCKUX TPAaJULMM, TPaKTYeTCsl KaK CaMOCTOSITEJIbHBI MHOIOTOJIOCHBIH HWHCTPYMEHT,
o0naiarouil  OTPOMHBIMHM  BBIPA3UTEIbHBIMU BO3MOXKHOCTSIMH — U IIOJHO3BYYHMEM OpraHa, u
BOKQJIBHOM MEBYYECThIO, THOKOCTBIO YEJIOBEYECKOI0 IrojIoca, U 0OraTcTBOM OPKECTPOBBIX TeMOpPOB. B
coHarax bax mpopomkaer Kak Tpaguluu HEMEIKON HAPOJAHOW MY3bIKH, CBSI3aHHBIE C MHOTOI'OJIOCHOM
¢bakTypol, HMIPOBU3AIMOHHOCTHIO HW3JIOKEHHS, TPAKTOBKOMH TaHIEB, TaK M  TPaIULUU
npodeccnoHaNbHON MY3bIKM HEMELIKHX, UTATbIHCKUX M aBCTPUUCKHX KOMITO3UTOPOB. bax BO MHOTOM
U OTKa3bIBAETCS OT MPEKHUX TPAAULIUN, IEPEOCMBICIUBAET UX, CO3JJAaET HOBBIE. Y HETO COBEPIIEHHO
OTCYTCTBYET CKOpJaTypa MpUMEHEHHe OOJBIIOr0 KOMMUecTBa ykpameHuil. OH MIMPOKO OMHUpaeTcs Ha
SpKHUE 3BYYaHMsI, YaCTO UCIOJb3YEeT OTKPBITbIE CTpyHbl. He ciydaiiHO 1Be COHAThl M JIBE NApTUTHI
HAmuCcaHbl B TOHAIBHOCTSIX BCEX OTKPBITHIX CTPYH CKPHUIKH. B 1e10M HE0OX0AMMO paccMaTpuBaTh
COHATHI ¥ MAPTUTHI KaK CIWHBIN T'PAaHAMO3HBIN ITUKI, PACKPHIBAIOIINI OnpenencHHyo, Griocodceku
HACBIIICHHYIO MpOrpaMMy, B KOTOPOH HAaXOASAT OTPAKEHHE HU3BEYHbIE TEMbl >KM3HU M CMEPTH
YelloBeKa. XOTs IO CXeMe CKpuIn4Has coHata y baxa cxomHa ¢ coHartoil da chiesa WTambsHCKHX
KOMIIO3UTOPOB, HO CaMa TPAaKTOBKAa COJEPKaHUS 4YacTed BO MHOIOM OTJIMYaercs. Tak, IepBble
MEJIEHHBIE YaCTU COHAT Yy UTAJbSIHIIEB MIPEAICTABISAIOT CO00M OOBIUHO BCTYIJIEHUE K OBICTPOM 4acTH,
B TO BpeMsi Kak y baxa 3TO — MOJHbIE NAaTeTMKU U HKCIPECCUU CAMOCTOSTENIbHBIE YacTH
MOHOJIOTHYECKOTO, PEUYNTATHUBHO-UMITPOBU3AIIMOHHOTO XapakTepa. Bropeie yactu y baxa — ¢yru,
MOJIHO3BYYHBIE, OOraTble TUHAMUYECKHM Pa3BOPOTOM pa3BUTHS. VX 00pa3bl cBA3aHBI C JACHCTBHEM,
KOJUIEKTUBHBIM HayajuoM, Oojiee OOBEKTHUBHBIM XapaKTepOM BbIpaXeHUs. TpeTbu dYacTu —
nupudeckuil 1eHTp coHarbl. [llupokas HameBHOCTb, SMOLMOHAIbHAs MPUIIOAHATOCTb, MOPOH
MPOSBIISAIONIASACS «UYBCTBEHHOCTh» HWHTOHALMN, CYOBEKTHBHAs JIMPUYHOCTH BBICKA3BIBAHUSA, 3TH
YEepThl CTAHYT XapaKTEPHBIMU JIJIs1 MY3bIKM BTOPOW MOJIOBUHBI BeKa. 371ech bax omnepexaeT BO MHOTOM
My3bIKaJIbHOE pa3BUTHE CBOero BpeMeHHU. DuHambl coHaT — noaudOoHUYHbI, B HUX bax mactepcku
MPUMEHSIET CKPBITYyI0 Tonudonuto. OHU BO MHOTOM MOTOPHBI, UM CBOMCTBEHHBI CEKBEHTHOCTb,
MIOBTOPHOCTb, OTHOTUITHOCTH (PaKTypHBIX QUryp. My3bika (prHAIOB BBI3BIBAET aCCOLUAIUH C TOTOKOM
caMoil )KU3HU, CTPEMUTENBHOCTHIO BpeMeHH. 311ech bax nocturaer 60JbIION ETbHOCTH HE CTOJIBKO 3a
CUeT JpaMaTyprud (B STOM OTHOILIEHUU TIJIABEHCTBYIOT IEPBBIE JIBE€ YacCTH), CKOJbKO 3a CYeT
0000I1IeHUs, CO3/IaHMsl OUIYIIEHHUs Npa3JHUKAa. MOXXHO OTMETHTh B CBSI3U C 3TUM U HEKOTOpPOE
IIPOHUKHOBEHUE YKAHPOBO-TAHLIEBAJIbHBIX JJIEMEHTOB (OHM, KOHEYHO, INPUCYTCTBYIOT, HOpOil B
CKPBITOM BHUJE, U B IPYTUX YaCTAX, 0cOOeHHO B (yre). CkpunuyHbie MapTUTH baxa SBASIOTCS Kak Obl
aHTuTe30i coHaT. CoHaTa U MocCienyolas NapTUTa COCTaBIAIOT KOHTPACTHBIE Maphl (JIBE MEPBBIX —
MUHOpPHBIE, MOCIEIHss Mapa — MakopHasi). OCHOBY JBYX MEPBBIX COCTABIISIIOT TPAIUIIMOHHBIE YaCTH
CTapUHHOM CIOMTHI — ajlieMaHJa, KypaHTa, capabania, xura, Oyppe. Ho y baxa onn — He mpocto
TaHIleBaJibHbIe HoMepa. OOpasHas Meramop¢o3a 37ech 3HauuTenbHa. Hambosiee cBeTION,
XKU3HEpanoCcTHOU sBisieTcsi Tperes maptuta E-dur. OHa BO MHOTOM mMpeaBOCXHINAaeT CTUIb baxa
JEUNIUICKOro nepuona. VMIMEHHO OHa CTAHOBHUTCS 3aBEPLIEHUEM BCETO IMKJA, €r0 HTOrOBBIM
cMbicioM. Takum o0pa3om, dKCO3uIMs HHUKIa — (unocodckoe pa3mpliuieHne — conara g-moll,
HamboJee «TeMHas» MO TeMOpY, ONMUPArOIIAsIcS Ha CaMyI0 HHU3KYIO CTPYHY CKPHIIKH. 3aBepIIaroras
YyacTh LMKJIA JIMKYIOIUNA Nnpa3aHuK — naptuta E-dur, B KOTOpol HCIoNb30BaHa camasi «CBETJIas»
TOHAJIBHOCTh Ha CKPUIIKE, YTO CBA3aHO C BBICOKOM HETEMIIEPUPOBAHHOM IO HACTPOMKE CTpyHOH Mu.
B3anMonpoHMKHOBEHHE 4acTell COHATBHI M NAPTUTHI NMPOMCXOAUT MMEHHO B HuX. Tak, B IlepBoit
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COHaTe JIBe MocieHue 4acTh — crouTHble (Cunnnnana u Presto, kak cBoeoOpa3Hasi Bapualys Ha Hee
— ny6unp), a B Tperbelt mapTuTe mnepBast 4acTh COHaTHas — 3HaMeHUTHIN [Ipemton. Llukn umeer u ase
CMBICIIOBBIE KyJbMHMHanuu. IlepBas cBsi3aHa ¢ JMYHOCTHBIM HayajloM, CyAbOOH deloBeka U
peanu3zoBaHa B YakoHe — TIpaHAMO3HOM IIOXOPOHHOM IIECTBUU-PA3MBIIUICHUHA. Bropas —
KU3HEYTBep:KJlatollas — peanu3oBaHHas B Gpyre D-dur, moctpoeHHoi Ha Teme xopana «I'psau, 1yx
cBATOM». OJHA M3 3TUX ABYX KYyJbMHUHAIMI OJIMLIETBOPSIET HACTOSLIEE BPEMS, 3EMHYIO >KHM3Hb,
KOHEYHOI'0 YeJIOBEeKa, JApyras — BEYHOCTb, JYXOBHYIO >KH3Hb, CBETJIO€ Oynyllee, BO3POXKICHHE
KU3HU, OTPUIIAHUE CMEPTH, HEyMHparolyto Kpacoty Yenoseka. OcHoBoM /it baxa B 3TOM 1K€ TEM
CaMbIM CTAHOBHUTCSI IIOCTPOEHUE CKBO3HOM JpaMaTypruM LEJIOr0, OCHOBAaHHOW Ha OIPEIEICHHOM
3aMpIcie, OaM3koM 0axoBckUM «CTpacTsim». YakoHa — YHHUKaJIbHOE COUYMHEHHE JJISi COJNMPYIOIIEH
CKPHMIIKM, MOIIb 3BY4YaHMsI M SKCIPECCUS KOTOPOM IOXONAT 3€Ch O OPraHHOW M OpPKECTPOBOM.
YakoHa HAYMHAETCS MEJUICHHBIM IIPOBEICHUEM OCHOBHON TOMO(MOHHON TEMbl — TEpUOAA. 3aTeM
CIIEAYIOT TpUALATH [BE BapuHalul Ha Hee, pPa3BOpauyUBaroIIMecss OOJbIIUMH JUHAMHUYECKUMHU
BosHamMu. B 1mmkine baxom wucnonp3oBaHa SBHAS M CKpBITas MOMUGOHHUSA, IOXOIAMIAs O
YeThIPEXI0J0CHOI0 CKJIaa, 0cobeHHo B ¢yrax. [Ipu nepenosxenun YakoHbl A1 KJIaBUpa UM OpraHa
bax mepeBen 3Ty CKpbHITYIO NOIHM(POHUIO B peanbHylo. Ho B OpurmHaze MacTepcTBO BEIHUKOTO
NoJU(OHUCTA B MCIIOJIb30BAaHUU Pa3HOOOPa3HBIX BBIPA3UTENIBbHBIX BO3MOKHOCTEH CKPUIIKM HACTOJIBKO
BBICOKO, YTO IIPH HUCIOJHEHMM CO3JAETCS OUIYIIEHHE PEATBHOIO 3BY4YaHUs BCEX 3aJyMaHHBIX M
HaMEYEHHBIX KOMIIO3UTOPOM I'OJIOCOB.
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