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1. O01mue moJ1oKeHus

1.1. Tlocrymatouie B acnupantypy KoHcepBaTopun TMpOXOASAT KOHKYPCHBIE BCTYHHTEIbHbIC
WCTIBITAHUS 110 TPOPMIHHON CHCIMAIBHON ITUCHUILTHHE (YCTHO, MUChbMEHHO), (prtocodun (yCTHO) U
WHOCTPAaHHOMY SI3bIKY (QHIIMACKUN, HEMEUKWH, (pPaHIly3CKHH, WTaIbSHCKUH; DPYCCKUH — s
WHOCTPAHHBIX TpaXkaaH) (MMCbMEHHO, YCTHO).

1.2. Jlna oueHWBaHUS PE3yJIbTATOB BCTYNHUTEIbHBIX HCIBITAHUI MCHONB3YyeTCs S-OayibHas cucTeMa
OLICHOK.

2. lIpoduab — My3bIKaJIbHOE HCKYCCTBO

2.1. ITpo¢punbHbBIH IK3aMeH N0 CNEeNHAJTbHOCTH COCTOUT U3 2-X Pa3/IelioB, YCTHOTO U MUCbMEHHOTO.
2.1.1. CobecenoBanne mno TemMe OyAylIero IMCCEPTAIMOHHOIO MCCJIEI0OBAHHUA, B XOJ€
KOTOPOTO OOOCHOBBIBAIOTCS HOBH3HA M aKTYAJIIbHOCTh M30PAaHHON TEMBI, 3aCITyIINBACTCS OT3HIB
OpPENoNaraeMoro Hay4HOTO pPYKOBOAMTENS, BO3MOXKHOCTh 3aBepiueHus pabotsl Haj HKP
(Iuccepranueil) B paMKax acCIUpPaHTYPBbl, 3aCIyIINBAIOTCS OTBETHI MOCTYMAIOLIETO Ha BOIPOCHI
YJIEHOB 9K3aMEHAIIMOHHON KOMUCCHH.
2.1.1.1. KoncepBaTopusi peKOMEHIIYET CJIEIYIONIME TeMbl B 00JIACTU WCKYCCTBOBEICHHS JIsi
OyIyIIMX HayYHBIX UCCIIEOBAHUI:

e My3bIKaJIbHas KyJabTypa Poccun: uctopust 1 COBpEMEHHOCTb;

e pycckas My3blKa B IPOCTPAHCTBE MUPOBOM KYJIbTYPBI;

e UHCTPYMEHTAJIbHBIE U BOKAJIbHBIE KaHPbl MY3bIKH 3a1aIHOEBPOIEHCKOr0 OapOKKO;

® MCTOYHUKOBEIYECKHUE U/UIIU TEKCTOJOTHUECKUE MPOOIEMBI IPU U3yUEHUH UCTOPUU MY3bIKH;
* METOJOJIOTUYECKHE TPOOIEMbI U3YUYEeHUS] CTAPUHHONW MY3BIKH;

® HCTOPUYECKU OPHUEHTUPOBAHHOE UCIIOJHUTEIBCKOE UCKYCCTBO;

* METOJIOJIOTHYECKHE TTPOOIEMbI My3bIKaJIbHO-TEOPETHUECKON HAYKH;

e MCTOPU3M H/MJIM FepMEHEBTHKA B MYy3bIKaJIbHON TEOPUH;

e METOJIOJIOTUYECKHE TPOOIEMbI N3Y4YEeHUS! HOBEHIIIEH MYy3bIKH.

2.1.1.2. Dx3aMeHaMOHHAsd KOMHUCCHS INPUHMMAET PELIECHUE IO KAKIOMY IOCTYNAKLIEMY B
¢dopMme rojocoBanus. B ciayuae pemieHust o TallHOM rOJIOCOBAHUU, KaXKAbIH U3 YIEHOB KOMUCCUU
3aIoJIHAeT UHAUBUYAJIbHBIIN JIUCT TOJIOCOBAHUS.

2.1.1.3. UtoroBast omeHka 3a TNpOQWIBHBIA OSK3aMEH TMpPEICTaBIseT CO0OH  cpeaHee
apru(MeTHUeCKOoe 3HAUYEHUM OLIEHOK, BBICTABIECHHBIX AOUTYpHUEHTY BCEMH WIEHAMH KOMUCCHUM.
[loreHnanpHbple PYKOBOJUTEIN AaOUTYPHEHTOB B TOJIOCOBAaHMM II0 €r0 KaHIUAAType He
YUYacTBYIOT.

2.1.1.4. [IpogomKUTENBPHOCTh YCTHOTO pa3ziefla — B MpeJesiax OJHOTO aKaJeMHUYECKOro yaca.

2.1.1.5. Kpurepun oueHku:

5 AOHUTYpHEHT MOKA3bIBAET HABBIKM CAMOCTOSTEILHON HayYHO-UCCIIEI0BATENbCKON
0aJ/JI0B | IEATEIBHOCTH, aBTOPCKHE MTOAXO0/IbI B UCIIOJIb30BAHUM 3HAHUN B CMEXHBIX
001acTAX MY3BIKaJIBHOTO UCKYCCTBA U TEOPUU M HCTOPUU UCKYCCTBA, COUETAET
TpaZuLuU MY3bIKOBEIEHUS U JINYHYIO TBOPUECKYIO HHUIMATUBY, BIa€eT
COBPEMEHHON METOJI0JIOTUEH HAYUHBIX UCCIEOBAHMM, TOKA3bIBAET EPCIIEKTUBY
okoH4aHus pabotsl Hag HKP B Teuennu Tpex jet o0OyueHus..

4 AOUTYpUEHT MOKa3bIBAET HABBIKM CAMOCTOSITEIbHON HAY4YHO-HUCCIIE0BATENILCKOM
f0a/uia | 1eATENbHOCTH, UCIIOJIb3YS 3HAHUS B CMEXHBIX 00JIACTAX MY3bIKaJIbHOI'O
HCKYCCTBA M TEOPHH U UCTOPUH UCKYCCTBA UCIIONB3Ys IIPU 3TOM TPATULUU
My3bIKOBeIeHHs. [Ipy ’TOM He BIIOJIHE BIAJEET COBPEMEHHONW METOAO0JIOTHEN
Hay4HbIX UCCIICIOBAaHUM, IPOSIBIIAIOTCS HEJOCTATKH B YACTU HAYYHOTO
0000111eHus ¥ BbIBOJOB. OKOHUYaHHE Pa0OTHI B CPOK BBI3BIBACT COMHEHHUSI.

3 AOHUTYpHUEHT HE IEMOHCTPUPYET HAaBBIKM CAMOCTOSITEIBHOTO MOAX0a K
0ajuia | MccaenoBaTenbcKo paboTe, B HEJOCTaTOYHOM CTENEHH MCIIONIb3YET 3HAHUS B




CMEXKHBIX 00J1acTIX HCKYCCTBa , HC ITOKA3bIBACT HABBIKH CaMOCTOSITCIILHOU
HAYYHO-KMCCIICIOBATEIbCKOM IeATEIbHOCTU. PaboTa He MOXKET ObITh OKOHUCHA B
CPOK.

2 AOUTYpPHUEHT MPEAICTaBISET HETIEPCIICKTUBHYIO JIJIsl TaTbHEHIIIET0 NCCIIeIOBaHMUS,
0a/u1a | BHE paMOK pEKOMEHJOBAaHHBIX 00JIacTei NCCIeI0BaHUs TEMY, OTCYTCTBYET
pa3BEpHYTHIH IJIaH UCCIIEAOBAHMs, AOUTYPUECHT HE BIIaIeeT IPAMOTHOM
MOHOJIOTUYECKOH PEUbI0 U TEPMHHOJIIOTUIECKHM aIIapaToM, ¢ TpyObIMU
OH_II/IGKEIMI/I OTBCYACT HAa BOIIPOCHI KOMUCCHUMU.
1 BricTymuieHre abutypueHTa HECBSI3HO, HE apTyMEHTHPOBAHHO,
0ayn Henpo(heCcCHOHANBLHO; TOMYIICHBI TPYObIe OMMOKHA B METOIaX MCCIIEIOBAHUS

JanpHeHas padborta 6eccMBbICIECHHA.

2.1.2. O0menpodgeccuoHANbHBIN pa3aes (MMCbMEHHBIH pa3aes):

e 3aJa4Ya MO TapMOHHHU (MpPeJIOAWs) — BBINOJHAETCS 5 4YacoB 03 NPOUTpPHIBAHUSA HA
¢dopTrenuaHo;

e IBOiiHAsl YeThIpexroJiocHasi (pyra c pa3nenbHON SKCIO3UIHEH (I aOUTYypUEHTOB Kadeapsl
TEOPHH MY3bIKH) — BBINOJIHACTCS 7 4acOB C MPOUTPHIBAHHEM Ha (OPTENUAHO 110 OKOHYAHUU
HANHMCaHUs; WIH TpexrojocHass ¢yra (mus aObuTypueHTOB Kadeap HCTOPUU MY3BIKH,
MEXIUCHUIUIMHAPHBIX CHELMATN3aLUN MYy3bIKOBEI0B, ICTOPUU U TEOPUH HCIIOJIHUTEIBCKOTO
MCKYCCTBA) — BBIMIOJHSAETCS 5 YacOB C NPOHWTPHIBAaHHEM Ha (OPTENHAHO MO OKOHYAHHH
HaIMCaHMsL

2.1.2.1. UtoroBeIii 6ayim Mo CHEIUATBHOCTH TMPEICTABIsAET CO00M cpemHee apudMeTUudecKoe

3HaYeHUH OIIEHOK [0 YCTHOMY M IIHMCbMEHHOMY pas3jienaM NpOoQUIBLHOIO 3K3aMeHa II0

CHEIHAIBHOCTH.

2.1.2.2. Kpurepun oneHKH:

5 AOUTYpHEHT MOKAa3bIBACT pEIICHHE MUCbMEHHOTO 3a/1aHus 6€3 OUIMO0K, OTIMYHOE
0aJUI0B | BJIaJICHUE TEXHUKON HATMCAHUs, C UCIOJIb30BAHUEM CTUIMCTHYECKUX
0COOEHHOCTEN pa3IUYHBIX SMO0X, TOKA3bIBAET OPUTHHATILHOCTD HHTEPIIPETALIMH
3aJJaHHOTO TeMaTu3Ma U (GopMbl, paboTa BBHITIOJHEHA B YCTAHOBIICHHBIH CPOK.
4 AOUTYpHEHT MOKAa3bIBAET PEIICHUE MMCbMEHHOTO 3a/1aHus C HE3HAUUTEIbHBIMU
f0amma | ommOKamu, XOpoliee BIaJeHINe TEXHUKOW HAITMCAHUS, TPAMOTHO HCIIOJIb3YeT
CTHJIMCTUKY 3aJJaHHBIX 310X U KOMIIO3UTOPCKUX TEXHUK, IPEICTABIISET
KJIACCUYECKYIO0 MHTEPIPETAINIO 33JaHHOTO TeMaTh3Ma U PopMbI, paboTa
BBITNIOJIHEHA B YCTAHOBJICHHBIN CPOK
3 AOUTYPHEHT MOKa3bIBAET PEIICHUE MMCHbMEHHOTO 3aJJaHUs C PSIAOM
fdata | CTUIMCTHYECKUX B (POPMOOOPA3YIONINX OMIMOOK, HHTEPIPETALHS 3a1aHHOTO
TeMaTu3Ma, popMa 3aJaHusl, ero aKyCTHUeCKOe 3ByYaHHe B HEAOCTATOYHOU
CTENeHH yOeIUTeNbHbI, pa0d0Ta MOJHOCTHIO HE BBINOJIHEHA B YCTAHOBJICHHBIN CPOK
2 AOUTYpHEHT TMOKa3bIBAE€T PEIICHHE C OOJIBIIUM KOJUYECTBOM TEXHUYECKHUX,
f0a/uta | CTUIMCTHYECKUX, (OopMOOOpa3yromux oOmubok, padoTa HE BBHINOJIHEHA B
YCTaHOBJICHHBIM CPOK
1 Pemmenue 3a1anus MOTHOCTBIO OTCYTCTBYET
a1

2.2. @uaocodpus

2.2.1. DK3aMEHAMOHHBIE BOMPOCH 1O Qurocopun (GOpMyIUPYIOTCS B COOTBETCTBHH C
denepanbHBIMU TOCYIAPCTBEHHBIMU 00pa30BaTeIbHBIMU CTaHIAPTAMU BBICILIETO 00Pa30BaHUSL.
2.2.2. DK3aMeHAIMOHHBIM Ouier BKJIOYaeT B ce0s JBa pas3ziena, KakIbli M3 KOTOpPBIX

OLCHUBACTCsA

CaMOCTOATCIIBHO, HUTOroBas OLICHKa OpeaACTaBJIsICT coboit cpeaHee

apI/I(i)MCTI/IIICCKOG 3HAYCHHUEC OLCHOK I10 KaXXJI0MY U3 pas3acIoB.



2.2.3. Kputepum OlleHKH:

5 OTBeT NOJHBIN U IPABUIIbHBIN; A0UTYPUEHT CaMOCTOSITEIBHO U3JIaraeT
0a/u10B | (pakTONIOTHYECKHE CBENICHUS, CBOOOIHO BIAJCET CICIIUATBHON TEPMUHOJIOTHEH,
MOHOJIOTHYECKOHN PEYBIO.
4 OTBeT MOJHBIN U TMTPaBUIILHBIN (C HABOIAIIMMHU BOIIPOCAMH); aOUTYPUEHT
f0a/uta | CaMOCTOATEIHHO U3NaraeT (PaKTOJIOTHUECKHUE CBEJICHHS, CBOOOTHO BIAJACET
CIeMaIbHON TEPMUHOJIOTHUEN, MOHOJIOTUYECKOMN pEeUblO; TOMYIIEHbI
HECYIIIECTBEHHBIC ONMIMOKH, HCIIPABICHHBIE B XO/I€ OTBETOB HA HABOSAIIUE
BOITPOCHI YWICHOB KOMHUCCHH.
3 OTBeT Ha OCHOBHOI M HABOJISIIME BOIPOCHI HEMOJHBIN, C (HaKTOJIOTHUYECKUMHU
oaIa ommOKamMHu; aOUTYpHEHT B HEJOCTATOYHOW CTENEHU BIAICET MOHOJOTHYECKOU
pPEYbI0 U TEPMUHOJIOTHUECKUM anlapaToM.
2 OTBeT HEMOJHBIA U HEAPTYMEHTUPOBAHHBIN, JOMYIICHBI CYIIECTBEHHBIC OIIMOKH,
f0asua | QaKTONOTMYECKUE  CBEJCHHUS  W3JIOKEHBI ~ HEBEPHO; TMPU  OTBETe  Ha
JIOTIOTHUTEJIbHBIE BONPOCHl paHee [OMyLICHHbIE OLIMOKH HCIpaBiIeHbl HE
MOJIHOCTBIO.
1 OTBeT Ha OCHOBHOM M HaBOASIIME BOIPOCHl HEMOJHBIM, HECBA3HBIM,
0ayn HEapryMEHTUPOBAHHBIN; JOMYIIEHBI TPyOble OMMOKH B OMPEICICHHSX, JaTax W
T.I1., UICKaXKAIOILIUE CMBICI MOHATHM.

2.3. MHOCTpaHHBIH A3BIK

2.3.1. Dk3aMeH 10 HMHOCTPAHHOMY $3BIKY CTAaBHT CBOEH IENIbI0 BBIABUTH OOBEM 3HAHHIA,
HEOOXOUMBIX aCIUPAHTY AJIs paObOThl HaJ OyAyIUM JAUCCEPTALIMOHHBIM UCCIIEJOBAHUEM.

2.3.2. BerynurenbHblil 3K3aMEH BKJIIOYAET YTEHUE W NMHUCbMEHHBIM IEPEBOJ CO CIOBAapeEM Ha
PYCCKHI S3bIK OPUTHHAJIBHOTO TEKCTa MO MPOQUIIIO MOATOTOBKH, pedeprupOBaHUE HA PYCCKOM U
MHOCTPAaHHOM S3BIKE TEKCTa O MPOQUIIIO MOATOTOBKH, Oecey Ha HMHOCTPAHHOM S3BIKE 10 TEME
JMCCEPTALMOHHOTO UCCIIE0BAHUSL.

2.3.3. Kpurepuu oueHkmu:

ITucomennowiii nepeeoo meKcma 110 CIICHUAJIBHOCTU C MHOCTPAHHOTI'O S3bIKAa HA pYCCKI/Iﬁ

5 [IpaBunbHBIN NEPEBOJ TEKCTA, 3HAHUE TEPMHUHOB, 1—3 HE3HAUYUTEIbHbBIE
0aJIJIOB | CTHJIMCTUYECKUE OLUTHOKHU

4 [IpaBuibHBIN IEPEBOJ] TEKCTA, 3HAHUE TEPMUHOJIOTHH, 3—6 TpAaMMaTUUECKUX U
0ajljia | CTWIMCTUYECKUX OIHOOK

3 YacTuuHbIN EPEBOJ TEKCTA, HETOYHOCTH B MIEPEBOJIE TEPMUHOB, YACTUUHOE
0ajs1a | UCKa)KEHUE CMBICIIA TEKCTa

2 HenpaBuibHbIi 11epeBO/I, MOJTHOE UCKAKEHNE CMBICIIA TEKCTA
0aJu1a

1 OTBeT Ha OCHOBHOM M HABOJSIIKME BOIIPOCH! HEMOJIHBIN, HECBA3HBIM,

0ajs1 | HeapryMEHTHPOBAHHBIN; JOIMYIIEHbI TPyOble OIINOKY B ONIpEAEIEHUsX, JaTax U

T.II., MCKAXAaIMC CMbICJI MOHSITHIH.

Boinonnenue 3a0anuii na nonumanue codepafcanu}l RPOYUMAHHO20 OPUCUHATIbHO20

meKcma Ha NHOCTPAHHOM S3bIKC

5 [TonHOE MOHMMaHKE COAEPKaHUSI POYUTAHHOTO OPUTHHAIBHOTO TEKCTA;
0aJu10B | TTpaBUJIbHOE BhINOJHEHUE 8—10 3aganuil

4 IToHnMaHre OCHOBHOTO COAECPKAHUS MPOYUTAHHOTO OPUTMHAIIBHOTO TeKcTa; 3—4
0ajsia | omuOKY, TONYIIEHHBIC TPH BBHITIOJHEHUH 33 IaHUN

3 YacTuuHOE NOHMMAaHUE COJIEPKAHUS TPOUYUTAHHOTO OPUTMHAJIBHOTO TEKCTa; 5—6
0ajsia | omuOOK, TOMYIICHHBIX TP BBITOJIHEHUH 3aJaHHH




2 HenpasuiibHOE NOHMMaHUE COEPKAHUS IPOUYUTAHHOIO OPUTMHAIBHOTO TEKCTA; 7—
0ajaaa | 10 ommOOK, MOMYIIEHHBIX MTPH BBHITTOJIHEHUH 3aJaHHH

1 OTBeT Ha OCHOBHOM M HABOJISAIINE BOIIPOCH! HEITOJIHBIN, HECBS3HBIM,
0ajqs1 | HeapryMEHTHPOBAHHBIN; JOMYIIEHBI TPyOble OIIMOKY B OTIpEACNCHUsX, JaTax U
T.II., ICKQKAIOINE CMBICIT TOHSITHH.
beceda na unocmpannom sazvike 1o NpodUIIO MOATOTOBKU 9K3aMEHYEMOT0

5 ['my0Ookoe 3HaHME MpeICTaBICHHON POOIEMbI, OTIIMYHOE BiIa/ICHUE
0aJIJIOB | JIEKCUYECKUMH, TPAMMATUYECKUMU U CTUIMCTUYECKUMU HOpMaMu
4 Xopoliee 3HaHUE TEMbI, OT/ICTbHBIC JICKCHYECKHE U TpaMMaTHYeCKUe OmuOKH (110 5
0ajia | omuOoK)
3 yIOBJIETBOPUTENILHOE 3HAHKE MPEACTABICHHON TEMbI, TEPMUHOJIOTUYECKUE
0ajsia | omMOKY, HApyIIEHHE TPaMMaTHYECKIX M CTHIIMCTHYECKUX HOPM (5-9 ommuboK)
2 Y 10BIIETBOPUTENBHOE 3HAHUE TTPEJCTABICHHON TEMBI, TEPMUHOJIOTUUECKHE
0ajsia | omuMOKY, HApyIIEHHE TPaMMaTHYECKUX M CTHIIMCTHUECKUX HOPM (5-9 ommboK)
1 OTBeT Ha OCHOBHOM M HABOJSIIME BOIMPOCHI HEMOIHBIN, HECBSA3HBIMH,

0ajqs1 | HeapryMEHTHPOBAHHBIN; JOIMYIIEHbI TPyOble OIINOKHU B ONIpEAEIeHUsX, JaTax U
T.I1., ICKaXKAIOLUE CMBICJI IIOHSATHUH.

3. IIpodpuan — Teopusi 1 UCTOPHUS UCKYCCTBA

3.1. IIpoduabHBIH 3K3aMeH MO0 CNeHaTbHOCTH COCTOUT U3 2-X YCTHBIX pa3/IeNoB.

3.1.1. CobecenoBanne mno TemMe OyAylIero JMCCEPTAIMOHHOIO MCCJIEJI0OBAHHUA, B XOJ€

KOTOPOTO OOOCHOBBIBAIOTCS HOBH3HA M aKTYAJIIbHOCTh M30PAaHHON TEMBI, 3aCITyIINBACTCS OT3HIB

MPENoNaraéMoro Hay4YHOTO PYKOBOJUTEINs, BO3MOXHOCTh 3aBepiueHust paborst Hanx HKP

(muccepTanmeii) B paMKax aclUpaHTYpPHI, 3aCIyIIMBAIOTCS OTBETA MOCTYIAIOUIETO HAa BOIPOCHI

YJICHOB K3aMEHAIIMOHHON KOMUCCHH (CM. npunodceHus Ne 1,2,3).

3.1.1.1. KoHcepBaropusi peKOMEHAYET CIEAYIOIIUE TEMbl B OOJACTH HMCKYCCTBOBEICHUS IS

OyIyIIuX Hay4HbIX UCCIIECIOBAHMI:

e XYyJIOKECTBEHHas KyJIbTypa Poccun: ucTopus 1 COBpEeMEHHOCTD;

® PYCCKOE HCKYCCTBO B MPOCTPAHCTBE MHUPOBOU KYJIBbTYPHI;

* HCTOYHUKOBETYECKHE W/MIM TEKCTOJIOTMYECKHE TpPOOJIeMbl TMpH M3YyYEHHH HCTOPUHU
HCKYCCTBA;

® METOJIOJIOTUYECKHE TPOOIEMbI HCKYCCTBOBEICHUS;

e UCTOPHU3M W/WJIH TePMEHEBTHKA B TEOPUHU UCKYCCTBA,

e METOJIOJIOTHYECKHE TIPOOIEMbI N3yUYEHUS] HOBEHIIIETO HCKYCCTBA.

3.1.1.2. ODk3aMeHAaMOHHAsT KOMHUCCHUSl NPUHUMAET DPELIEHUE M0 KaXKIOMY IOCTYNAKIIEMY B

¢dopme romocoBanus. B cirydae pemeHns 0 TalHOM TOJIOCOBAHUH, KOKIBIH U3 WICHOB KOMHCCHU

3aMoIHsIeT UHANBUAYaIbHBIN JIUCT TOJIOCOBAHUS.

3.1.1.3. UtoroBass oreHka 3a NpoQHIBHBIA JK3aMEH MPEACTABIICT COOOH cpemHee

apudmMeTHuecKoe 3HaUYCHUH OIICHOK, BHICTABICHHBIX a0UTYPUEHTY BCEMH WICHAMU KOMHCCHUHU.

[loreHnanpHbple PYKOBOJUTENN AaOUTYPHEHTOB B TOJIOCOBAaHMM II0 €r0 KaHIUAAType He

Y4acTBYIOT.

3.1.1.4. [Ipo10IKUTENBHOCTh YCTHOTO pa3fiesia — B Ipelienax OAHOIO aKaJeMHUYECKOro dvaca.

3.1.1.5. Kpurepuu oueHKH:

5 AOUTYpPHUEHT MMOKa3bIBaET HABBIKM CAMOCTOATEIbHONW HAyUHO-UCCIIE10BATEIbCKON
0aJUI0B | I€ATEIbHOCTH, ABTOPCKHUE MOJIXO0/IbI B UCIIOJIb30BAHUU 3HAHUM B CMEXHBIX
00J1acTsIX MYy3bIKQJIBHOTO UCKYCCTBA U TEOPUH U UCTOPUU HCKYCCTBA, COYETAET
TpPaJWLIMU MY3BbIKOBEJICHUS U INYHYIO TBOPUECKYIO HHUIIMATHUBY, BIaIeeT
COBPEMEHHOM METO/10JI0THEN HayUHbIX UCCIIEJOBAHUM, JOKA3bIBAECT IEPCIIEKTUBY
okonuaHus pabotel Hal HKP B Teyennu Tpex et o0y4eHusl.

4 AOUTYPHEHT MOKa3bIBAET HABBIKA CAMOCTOSITEIHHOM HAYYHO-UCCIIEOBATEIHCKOM




f0a1a | IEeATEITbHOCTH, UCTIONB3YS 3HAHUSI B CMEKHBIX 00JIACTSIX MY3bIKAJIbHOTO
UCKYCCTBa M TEOPUHU U HCTOPUU UCKYCCTBA UCIIONB3YsI MPU 3TOM TPATUIIHH
My3bIKOBeIeHHs. [Ipy ’TOM He BIIOJIHE BIAJEET COBPEMEHHON METOAO0JIOTHEN
HAYYHBIX UCCIICJIOBAHUA, IPOSBISIOTCS HEAOCTATKU B YaCTU HAYYHOTO
0000611eHMs ¥ BBIBOJI0B. OKOHUYaHKE PabOThI B CPOK BBHI3BIBAET COMHEHHSI.

3 AOUTYpPHUECHT HE JEMOHCTPHUPYET HABBIKK CAMOCTOSITENILHOTO IMOAX0/1a K
oa1a HCCIIE0BATENIbCKOM paboTe, B HEIOCTATOUYHOM CTEIICHU UCIIOJIb3YET 3HAHUS B
CMEXKHBIX 00JIACTSAX UCKYCCTBA , HE TTOKA3bIBAET HABBIKA CAMOCTOSITEILHON
HAy4YHO-HCCIIEeI0BATEIbCKON AesiTeNbHOCTU. PaboTa HE MOXKeT ObITh OKOHYEHA B
CPOK.

2 AOUTYpHEHT Mpe/ICTaBIseT HEMIEPCIIEKTUBHYIO /7S JajbHEHIIEero ucciIe10BaHms,
f0a/uta | BHE paMOK pEKOMEHIOBAHHBIX 00JacTei NCCIIeIOBaHUS TEMY, OTCYTCTBYET
pa3BepHYTHIH MJIaH HCCeA0BaHNs, aDUTYPUEHT HE BJIaJIeeT IPaMOTHON
MOHOJIOTHYECKON PEUYbI0 U TEPMUHOIIOTUYECKUM alapaToM, ¢ TPyObIMH
OIMOKaMU OTBEYAET Ha BOPOCHI KOMUCCHH.

1 BricTynneHne abuTypueHTa HeCBS3HO, HE apryMEHTHPOBAHHO,
0asn Henpo(hecCHoHANBHO; TOMyIeHbI TPyOble OMMOKHA B METO/1aX MCCIIEA0BaHUS
JanbHelas pabora 6eCCMBICICHHA.

3.1.2. O6menpodeccuoHATbHBINH 3K3aMeH (KOJUIOKBHYM) — cobecejoBaHME IO TpodiieMaM

COBPEMEHHOI'0 UCKYCCTBO3HAHHS.

3.1.2.1. KomtokBuyM mpoBogutcst B Qopme cobecenoBanus 0e3 OWIECTOB MO CIETYIOIIUM

pazzaenam:

® BOINpPOCHl, HEMOCPEACTBEHHO CBS3aHHbIE C TEMAaTHKOM BCTYyNMTENbHOro pedepara 1o
CHEIMAIbHOCTH; 3HAaHHUE JIUTEPATYpPhl CMEXKHBIX 00J1acTel NCKYCCTBOBECHUS; 0053aTEIbHO

e BOIPOCHI, OCBEUIAIONIME MPOOIEMATHKY MEXIUCLMIUIMHAPHBIX CBA3E€H MY3BIKOBEIEHUS CO
CMEKHBIMU HCKYCCTBOBEJYECKUMH U (PUITOCO(CKO-ICTETUYECKUMU AUCHUIUINHAMM;

® BOIPOCHI, TOCBSIICHHBIE METOJOJIOTHYECKUM IpoOIeMaM H3Y4YEeHUST TEOPUU U HCTOPUHU
UCKYCCTBa, €r0 OCHOBHBIX HallpaBlIeHUH (B 00BEME MporpamMm creuuaiurera U (WUim)
MarucTpaTypbl).

3.1.2.2. [TocTynatomuii B acmUpaHTypy JMOJDKEH IOKa3aTh TITyOOKHE 3HAHUS MPOTPAMMHOIO

COJICpKAaHUS TEOPETUUECKUX TUCLMILINH, UMETh NpeJCTaBiIeHne o0 (QyHIaMEeHTalIbHbIX paboTax

U TyONWKamusaxX TMEepUoIUYecKod meyatn B W30paHHOW 007acTH, OPHEHTHPOBATHCS B

npoOjaeMaTuke JUCKYCCHUM M KPUTHYECKMX B3IVIAJ0B BEAYIIMX YYEHBIX IO 3aTparuBaeMbIM

BOMIPOCaM, YMETh JIOTMYHO H3JaraTh MaTepHaj, IOKa3aTh HABBIKK BIIAJCHHUS TOHITHHHO-

UCCIIE10BATEIbCKUM anmnapaTom IPUMEHHUTETBHO K oOnactu CreLMaIn3aluy,

IPOJEMOHCTPUPOBATh CBOOOJHOE BIAJCHHE MAaTEPHUAJIOM, H3JI0KEHHBIM BO BCTYNUTEIHHOM

pedepare U HaydHBIX paboTax.

3.1.2.3. Kaxxaplii U3 pasnenoB KOJJIOKBUYMa OLIGHMBAETCS OTAEJIbHO, WTOTOBBIM  Oail

npezcTaBisieT coboil cpeaHee apudmMeTnuyeckoe 3HaUE€HUI OLIEHOK, BBICTABICHHBIX 3a KaJIbIH

UX pa3/esioB KOJJIOKBUYMA.

3.1.2.4. [Ipo10KUTENBHOCTD YCTHOTO pa3jieNa — B IpejiesiaX 0JJHOr0 aKaJeMUYeCKOro yaca.

3.2. ®dunocopus

3.2.1. Dk3amMeHalMOHHBIE BOMPOCHl MO ¢unocopun GHOPMYITUPYIOTCS B COOTBETCTBUU C
denepanbHBIMU TOCYJAPCTBEHHBIMU 00pa30BaTEIbHBIMU CTaHAapTaMU BhICIIET0 00pa30BaHusl.
3.2.2. DKk3aMEHAIMOHHBIM OWJIeT BKJIIOYaeT B ce0s JBa pasfena, KaxAbld M3 KOTOPBIX
OIICHUBAETCS  CAMOCTOATENIhHO, WTOTOBash  OIICHKA IMPEJICTaBIseT Cco0Ooil  cpeaHee
apudmeTryeckoe 3HaUE€HUE OLIEHOK O KaXKIOMY U3 Pa3/iesioB.

3.2.3. Kpurepum oueHku:



5 OTBeT MOJHBIN U MPABUIIBHBIN; AOUTYPUEHT CAMOCTOSITEIIbHO U3JIaraeT
0a/ioB | pakTONMOTHYECKHUE CBEICHHUS, CBOOOIHO BIACET CleUaIbHOU TEPMUHOIOTHEH,
MOHOJIOTHYECKOHN PEYBIO.
4 OTBeT NMOJHBIN U MPABUIIBHBIN (C HABOISAIIUMH BOIPOCAMH); A0UTYPHUEHT
f0a/u1a | cCaMOCTOATEIBHO M3NaraeT (akToJIOrHuecKue CBEeJCHHs, CBOOOHO BIaJEET
CIIELIMATIbHOM TEPMUHOJIOTUEN, MOHOJIOTUYECKON PEUbIO; IOy IEHBI
HECYIIECTBEHHbIE OIIMOKH, UCTIPABICHHbBIE B X0O/I€ OTBETOB Ha HABOAIIUE
BOIIPOCHI YWICHOB KOMHCCHHU.
3 OTBeT Ha OCHOBHOW M HaBOJSILKE BOIMPOCHI HEMOJHBIM, C (HaKTOIOTHUYECKUMHU
f0amma | ommOkamu;, aOUTYpUEHT B HEAOCTATOYHOW CTEMEHHW BIIAJICET MOHOJIOTHYECKOM
PEYbI0 U TEPMUHOJOTHYECKUM anlapaToM.
2 OTBeT HETOJHBIN U HeapryMEHTUPOBAHHBIN, JOMYIIEHBI CYIECTBEHHBIC OLTHOKH,
f0auta | QpakTONMOTMYECKUE  CBEJCHHUS  HW3JIOKEHbl  HEBEpPHO; TMpPU  OTBETe  Ha
JOTIOTHUTEIbHBIE BOMPOCHI paHee [OMYIICHHBIE OIIMOKH WCIpaBICHBl HE
MTOJIHOCTBIO.
1 OTBeT Ha OCHOBHOM M HaBOASIIME BOIMPOCHl HEMOJHBIM, HECBS3HBIM,
0ayn HEapryMEeHTHPOBAHHBIIM; JOMyIEHbl TpyOble OMIMOKN B ONMpENENeHUsIX, JaTax U
T.I1., UICKAXKAIOIIUE CMBICII TOHSATHIA.

3.3. UHOCTpaHHBII A3BIK

3.3.1. Dk3aMeH TI0 HMHOCTPAaHHOMY S3BIKY CTaBUT CBOCH II€JIbIO BBISIBUTH OOBEM 3HAHUH,
HEOOXOIMMBIX aCITUPAHTY AJIsl paObOTHI HaJl OyAyIIUM JAUCCEPTAIIMOHHBIM UCCIIEJOBAHUEM.

3.3.2. BctynuTenpHbIM AK3aME€H BKIIIOYAET YTEHUE W MHUCbMEHHBIA IMEPEBOJ CO CJIOBapeM Ha
PYCCKHI1 SI3bIK OPUTHHAIBHOTO TEKCTa MO MPO(UITI0 MOATOTOBKH, pehepupoBaHre Ha PYCCKOM H
MHOCTPAHHOM SI3bIKE€ TEKCTa MO MPOQUIII0 NOATOTOBKH, Oecely Ha HHOCTPAHHOM SI3bIKE TI0 TEME
JUCCEPTAMOHHOTO MCCIIETOBAHUS.

3.3.3. Kpurepum oueHku:

Iucomennwlii nepe6od mekcma 10 CIELUAIBHOCTU C HHOCTPAHHOTO S13bIKA HA PYCCKUI

5 [TpaBHIIBHBIN IEPEBOJ TEKCTA, 3HAHUE TEPMUHOB, 1—-3 HE3HAUNTEIbHbBIE
0aJJIOB | CTWJIMCTUYECKUE OLIMOKHU

4 [IpaBunbHBIN EPEBOA TEKCTA, 3HAHUE TEPMUHOJIOTUH, 3—6 TpaMMaTHYECKUX U
0a1a | CTWINCTHYECKUX OLIMOOK

3 YacTuuHbIl IEPEBOJ TEKCTA, HETOYHOCTH B IIEPEBOJIE TEPMUHOB, YACTUYHOE
0ajljIa | NCKa)KEHUE CMBICIIA TEKCTa

2 HenpasuiibHbII IEpeBO, MTOJHOE UCKAKEHUE CMBICIIA TEKCTA
d0aJu1a

1 OTBeT Ha OCHOBHOM M HABOJSIIKME BOIIPOCH! HEMTOJIHBIN, HECBS3HBIM,

0ana | HeapryMEHTUPOBAHHBIH; JOMyIEHbI ITPyOble OIIMOKU B ONPEAEICHHSIX, 1aTax U

T.II., MCKaXAaIHUC CMbICJI TTOHSTHIH.

Buinonnenue 3a0anuii Ha nonumaHnue codep.)fcauu}l RPOUYUMAHHO20 OPDUCUHAIbBHO20

meKkcma Ha NHOCTPAHHOM SI3BIKC

5 [TonHOE MOHMMAaHKE COAEPKAHUS MPOUUTAHHOTO OPUTMHAIIBHOTO TEKCTA;
0aJu10B | TIpaBUIIbHOE BhIMoaHeHUE 8—10 3amanuit

4 [ToHuMaHre OCHOBHOTO COJIepKaHUsl IPOUYUTAHHOTO OPUTMHAIIBHOTO TeKCTa; 3—4
0ajia | olMOKH, TONYIIEHHbIE IPU BHINOJHEHUH 33JaHUN

3 YacTuHOE MOHMMAHUE COJIEP>KaHUS IPOYMTAHHOTO OPUTHHAIIBHOTO TEKCTA; 5—6
0ajia | omuOOK, TOMYIICHHBIX MTPH BBIOJIHEHUH 3aJaHUM

2 HenpasuiibHOE NOHMMaHUE CONECPKAHUS IPOUUTAHHOIO OPUTMHAILHOIO TEKCTA; 7—
0aana | 10 ommOOK, MOMYIIEHHBIX NMPU BHITIOJHCHUH 3aJaHUI

1 OTBeT Ha OCHOBHOU M HABOJSIIKME BOIIPOCH! HEMTOJIHBIN, HECBS3HBIM,




0aJ1 | HEapryMEHTUPOBAHHBIN; JOMYIIEHBI IPyObIe OITMOKU B ONIPEACTICHUAX, aTaxX U
T.11., UICKAKAIOIINE CMBICII IIOHSTHIA.
becedoa na unocmpannom azvike 1o NpoQUITIO MOATOTOBKH AK3aMEHYEMOTO
5 I'my©okoe 3HaHUE MpeACTaBIEHHON MPOOIEMBI, OTIIMYHOE BIIAJICHHE
0aJ1JIOB | JIEKCMYECKUMU, TPAMMATHYECKUMH U CTUIMCTUYECKUMH HOPMaMH
4 Xopoliiee 3HaHUE TEMBI, OTJEJIbHBIC IEKCHYECKHE U TPAMMATHYECKUE OMIUOKH (110 5
0ajia | omuOOK)
3 YIOBJIETBOPUTEIBHOE 3HAHHUE MPEACTABICHHONW TEMbI, TEPMHHOJIOTUYECKUE
0aja | omuOKHY, HAPYIIEHHUE TPAMMATHUYECKUX M CTUIIMCTHYECKUX HOPM (5-9 ommbok)
2 Y 10BJIETBOPUTENBHOE 3HAHUE MTPEACTABICHHON TEMBI, TEPMUHOJIOTUYECKUE
0ajia | omuOKHY, HAPYIIEHHE TPAMMATHUYECKUX M CTUIIMCTHYECKUX HOPM (5-9 ommbok)
1 OTBeT Ha OCHOBHOM M HABOJISAIINE BOIIPOCH! HEITOJIHBIN, HECBS3HBIM,
0ajqs | HeapryMEHTHPOBAHHBIN; JOMYIIEHBI TPyOble OMMOKU B OTIpEACNEHUsX, JaTax U
T.II., ICKQKAIOINE CMBICIT TOHSITHH.




MeToanyeckue peKOMeH AU
U IPUMePbI IK3aMEHAIHOHHBIX 3aJaHNH

1 paznen IIpodunbHoOro 3xk3amMena no cnenuajJabHocTu. Pedepar

Bo BBeeHNH BCTYMUTEIBHOTO pedepaTa peKOMEHAYETCsl paCKpPhITh aKTyalbHOCTh BHIOpaHHOU
TEMBI U UCCIICTOBAHMUSL.

B 0CHOBHO# 4YacTH H3JIaraloTCs BO3MOXKHBIC BAPUAHTHI Pa3EeJICHUs e WCCICIOBaHUS Ha
KOHKPETHBIC 3aJa4M, CAeJIaTb 0030p IMOAXOJOB K WX PEIICHHI0O W OOOCHOBBIBAIOTCS HamOoJiee
noaxojsure U3 HUX. [Ipu 3TOM PEeKOMEHIYeTCs TMOMBITAThCS OTPA3UTh METOJ0JIOTHYECKYI0 OCHOBY
OyIylIero ucciaenoBaHus, T.€. JaThb OTBETHI Ha BOMPOCH! KaKue KOHKPETHBIE METO/IbI MPEIoIaraercs
WCIIOJIb30BATh NIPH PEIICHUU 3a7ad.

B 3akaw4uTe/IbHOI 4YacTH BCTYNHTENbHOro pedepara o0003HAYAIOTCS OXXKHIaeMbIe
PE3YNBTATHI, & TAKKE BO3MOXXHOCTh UX MPAKTUIECKOTO UCIIOIb30BAHUS.

[Tpu noaroroBke pedepara HeoOX0AUMO cOOIIOIATh MPaBUIIA IUTUPOBAHUS, UCIIONB3YS CCHUIKH,
a TpY TPSIMBIX 3aMMCTBOBAHUSAX — KaBBIUKH.

Ko BcrynurensHOMy pedepary KenaTeslbHO J0OaBUTh CNMCOK UCIO0JIb30BAHHOM JTUTEPATYPBhI,
BKJTIOYAIOIIMH MyOIMKaIuK 3a nocienaue S et u opopmiennsiii B coorBercteuu ¢ 'OCT 7.1 — 2003
«bubnmorpaduyeckas 3anuck. bubanorpaduyeckoe onvcaHue.

2 pazae [IpodpuibHOro 3K3aMeHa M0 CNeUATbHOCTH
ITncbMeHHBbIe IK3aMeHbl (Mpoguib «My3bIKAIbHOE HCKYCCTBOY)

[lucbMeHHBIE SK3aMEHBI 10 TapMOHHUM H TOJU(GOHUU BXOIAT B CHCTEMY IPOBEPKH
poeCCUOHATIBHBIX KAyeCTB AaOMTYpUEHTOB MY3bIKOBEIYECKMX (aKyJIbTETOB INPH IMOCTYIUIEHHMH B
aCTIMPaHTYPYy.

BrinonHeHnue sK3aMEeHaIMOHHOTO 3aJJaHNs IPOMCXOIUT B Ay TUTOPUU:

rapMOHUS — B TCUCHHUE TSATH Y4acoB (0e3 MpouTphIBaHMs Ha (DOPTEIHaHO);

nonudoHus (s aOUTypUEHTOB Kadenp HCTOPHH 3apyOeKHOH, HMCTOPUM PYCCKOW MY3BIKH,
MEXTUCIMIUTMHAPHBIX CHEIMAIbHOCTE MY3BIKOBEJIOB, HCTOPUM M TEOPHUH HCIOJIHHUTEIHCKOTO
UCKYCCTBAa W JIPYI'MX HAy4HBIX HOJpAa3[elIeHUi) — B TE€YEHUE IMATH YacoB C INPOUTPHIBAHUEM HA
(dopTennano Mo OKOHYaHWW HATTMCAHHUS.

nonupoHus (ans aOUTYpUEHTOB Kadeapbl TECOPUU MY3bIKM) — B TEYEHHE CEMH YacoB C
MPOUTPHIBAaHNEM Ha (POPTEMUAHO 10 OKOHYAHUH HATTCAHUSI.

Paspemaercs 15-MuHyTHas npoBepka Ha (pOpTENHAHO yKe BBIMOJIHEHHON paboThI.

TemaTusM Ui BCTYNUTENFHOTO 33JaHHS 110 TAPMOHHUH WJIH MOJM(OHUN MOXKET OCHOBBIBATHCS
Ha J1I000¥ TapMOHUYECKOM cucTeMe, COOTBETCTBYIOIIEH KOMIO3UTOPCKUM TexHUKaM KoHIa XIX — XX
BEKOB.

I'apmonus. IlpennaraeMass Ha BCTYNHUTENBHOM 3K3aMEHE B AaCHHUPAHTYPY MNPEIIOAUS IO
rapMOHMH HMMECT TJIABHOW IIEJIBI0 OMPEICUTh CTEICHb OCBOCHHUS a0WTYPHEHTOM COBPEMEHHBIX
MIPUHIIMIIOB KOMITO3HUIINH.

AOUTYpHEHT JTOJDKEH O(POPMHUTH MY3BIKAJIbHBIA MaTepHUasl MbEChl TAKUM 00pa3oM, 4TOOBI OH
COOTBETCTBOBAJ XYI0XXECTBEHHOW MPAKTHKE OMPEACICHHOTO TMEepHoja H, JKeIaTeabHO, KOHKPETHOTO
WHIUBHY aJIBHOTO KOMITO3UTOPCKOTO CTHIIS.

B xone BeimosHEHHsT pabOTHI HEOOXOIUMO JTOOUTHCS MHTOHAIIMOHHOW BBIPA3UTEIHLHOCTH BCEH
rapMOHHYECKOH (haKTypbl, KOTOpas AOCTUTACTCS 3a CYET MOJU(POHHU3AIUU TOJOCOB MY3bIKaIbHON
TkaHu. OYeHb BaXXHO IOKa3aTh TE pa3Jeibl B (pOpME MPETOIUH, KOTOPbIC HanOOJIee 9acTo COoepkKar
UMHTAIMOHHBIE M KOMIUIEMEHTAPHO-MEJIOIMUYCCKHE 3JEMEHThI, YCHIUBAIONIME XYI0KCCTBECHHBIN
3¢ (deKT OT pereHus 3a/1a4H.



OcnosHnas tumepamypa 011 n0020MoGKU K IK3AMEHY:

Bnacosa H. O. TsopuectBo ApHonpaa [IIénbepra. — M., 2007.
I'ynaaunkas H. C. BBeaenue B cOBpeMEHHYI0 rapMoHuto. — M., 1984.
Jpsuxosa JI. C. I'apmonus B my3sike XX Beka. — M., 1994 u 2008.
Unewn 0. H. Xononosa B XXI Beke. — M., 2008 (ctatbu FO. H. Xonomnosa).
Koroyrek L. Texnuka komno3unuu B My3bike XX Beka. — M., 1976.
Kypo6amxkas C. CepuiiHas My3bIKa: BOIIPOCHI HCTOPUHU, TEOPUH, ICTETUKH.
Teopus coBpemenHol komno3unuu. — M., 2005.

Xomnomnos 0. H. I'apmonus (TeopeTnueckuii u mpakTUIECKUN KYpCHI).
Xonomnos [O. H. 3aganus no rapmonuu. — M., 1983.

Xomnonos 0. H. Ouepku coBpemeHnHoi rapmonuu. — M., 1974.
Xonomnosa B. H., Xonomnos 0. H. My3sika Bebepna. — M., 1999.
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Ionaudgonns. lng noctymieHus B aCUpaHTypy aOUTYpPHEHTH! Kadeap UCTOPUU 3apyOexHON U
HCTOPHUHU PYCCKOM MY3BIKH, KaeAphl MEKIUCIUIIMHAPHBIX CIIEIHATLHOCTEH MYy3bIKOBEIOB, Kad)eaphl
UCTOPUU WM TEOPUU HCIOIHUTEIBCKOTO HMCKYCCTBA U JAPYTUX HAyYHBIX MOAPA3[CIICHUN JIOJKHBI
HamucaTbh OJHOTEMHYIO YTy, Ui aOUTYPUEHTOB KadeIpbl TEOPHUHU MY3bIKU — TBOMHYIO.

Jlnst abuTypHeHTOB Kadeap UCTOPUN MY3bIKH 3apyOex HON 1 UCTOPUH PYCCKON My3bIKH, KadeIpbl
MEXJUCLUUIUIMHAPHBIX ~ CIELMAJbHOCTEH  MY3BIKOBEJOB,  Kadenpsl  HCTOPUM U TEOPHUH
HCIOJIHUTENIBCKOTO MCKYCCTBA M APYTHMX HAayYHBIX NOAPA3ICIICHUN NPEANOIaracTcsi UCIOIb30BaHHUE
CTPETTHl B PENpHU3HOM pa3zzene (Gyr, yIAep>KaHHOTO MPOTUBOCIONKEHHUS WM JABYX/TPEXTOJIOCHOMN
KaHOHMYECKON CEKBEHIIMHU, COEIMHEHHS B 0OPATUMOM KOHTPAITyHKTE.

Jlns abutypueHToB KadeApbl TEOPHUH MY3bIKH: TOMHUMO HA3BaHHBIX BBIIIE, HCIOIb30BAHUE
JIBOWHOTO KaHOHA B penpuse (Qpyru, yIepkaHHOTO MPOTUBOCIIOKEHHUS M MHTEpMEIUH (C BapUaHTaMHU
MIEPECTAaHOBKHU T'OJIOCOB), (hparMeHTOB C 0OPaTUMBIM KOHTPAITYHKTOM.
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1._OcHosnas aumepamypa o1 n0020mMosKU K IK3AMEHY:

bare H. Ilomudonus u dopma B cumdonmdeckux npousBencHusx II. Xungemura // Ilaynb

Xuaaemut. CtaTbu U MccliegoBanusa. — M., 1979,

Homxanckuit A. 24 npemoauu u gpyru 1. Hlocrakosuua. — JI., 1970.

Exumosckuii B. OnuBbe Meccuan. JKuznp u TBOpuectBo. — M., 1987.

3anepauxuii B. [lonudonus B uncTpyMeHTalbHbIX Tpou3Benenusax /. llocrakouua. — M., 1969.

3anepaukuit B. [Tomudonnueckoe mpinuierne M. CtpaBunckoro. — M., 1980.

Kysnenos U. Teopetnyeckre ocHOBBI oo XX Beka. — M., 1994.

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

CumaxkoBa H. Kontpanyskr ctpororo ctwis u pyra. Ku.2. dyra: ee moruka u mostuka. — M., 2007.

CokosoB A. My3bikanbHasg komno3uiusa XX Beka: [nanektuka TBopuectBa. — M., 1992.

Tep-Orane3oBa WM. «Ludus tonalis». OcHoBHble ocoOeHHOCTH (opmooOpazoBanust/Ilaynb

Xunnemut. Ctatbu 1 MaTepuansl. M., 1979.

XomormoB 0. O6 sBosmonny eBporeiickoi ToHaNbHOM cuctembl//IIpobiemsr nana. — M., 1972.

e XomomoBa B. K mpobrneme My3bikanbHbIX ¢Gopm 60-70-x TomoB XX Beka // CoBpemeHHOE
HCKYCCTBO My3bIKaJIbHOM KoMmnio3uuuu. M., 1985. Tpynsl 'MIIN um. I'hecunbix. Boimn.79.

e Xononosa B., Yurapésa E. Ans¢ppen [HIautke. Ouepk xu3Hu u TBopuecTBa. — M., 1990.

2. Obpaszey nucbMeHH020 3a0aHUsL:
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2 pa3aeda IIpO(l)I/IJIbHOFO IK3aMeHa Mo ClienuaJIbHOCTH
KossiokBuyM (npopuian «Teopusi H HCTOPHS HCKYCCTBA»)

BerynurensHoe ucnbiTaHue TpoBoauTca B hopme cobecenoBaHus (KOJUIOKBUYM) Oe3 OHIIETOB
TI0 CIICTYIONINM pa3ieiam:

1. Bompocsl, HEMOCPEICTBEHHO CBS3aHHBIE C TEMAaTUKOH BCTYNMUTENBHOTO pedepaTa IO
CTIeNaTIbHOCTH;

2. Bompocsl, ocBemniamonme npoOiIeMaTHKy MEXAUCHUILUIMHAPHBIX CBSI3€H MY3BIKOBEIECHUS CO
CMEXHBIMH HCKYCCTBOBEJUECKIUMH U (PHIIOCOPCKO-ICTETUUCCKIMH TUCIUIUINHAMUY;

3. Bormpocsl, MOCBSIIEHHBIE METOIOJOTHYECKUM IMpoOiieMaM H3Y4YEeHUS HCTOPUH U TEOPUHU
HCKYCCTBa.

[TocTynaronuii B aCUpaHTypy JODKEH MOKa3aTh INyOOKUe 3HAHUS MTPOrPAaMMHOIO COJePKAHUS
TEOPETHYECKUX NUCHUIUINH, UMETh IMpPEACTaBIeHHE O (yHIAMEHTAIBHBIX padOTax M ITyOIMKaIUsaX
NEPUOINYECKON TmeyaTu B M30paHHON 0O0JIaCTH, OPHUEHTUPOBATHCS B IMPOOJIEMATHKE IUCKYCCHH U
KPUTHUYECKUX B3IJISIOB BEAYIIMX YUYCHBIX 10 3aTParMBaeMbIM BONPOCAM, yMETh JIOTMYHO H3JIaraTb
MaTepuall, IOKa3aTh HABBIKHM BIIAJCHUS MOHATUIHO-MCCIEIOBATEIbCKUM aIllapaTOM MPUMEHUTEIHHO
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K o0nacTy cnenuaau3alyy, NpoJeMOHCTPUPOBATh CBOOOJHOE BIIQJCHUE MATEPUAJIOM, U3JI0KEHHBIM
BO BCTYNHUTEJILHOM pedepare 1 HayuHbIX paboTax.

dunocopus

B cootBerctBrn ¢ ®I'OC BO noctymnamomuii B aCOUPAHTYPY TOJKEH:

UMETh MPEACTABICHUE O HAY4YHBIX, (UIOCO(CKUX M PEIUTHO3HBIX KapTUHAX MHUPO3JaHUSA,
CYIIHOCTH, HA3HAYCHUH W CMBICIIC KH3HU YEJIOBEKa, O MHOTOOOpa3uu (OopM YeIOBEUCCKOTO 3HAHMUS,
COOTHOIIICHUH HUCTHHBI U 3a0JyXXJACHHS, 3HAHHWS M BEpbl, PAIMOHAIBHOTO W HPPALMOHAIBLHOTO B
YEJI0BEUECKOM JeATEeTbHOCTH, 0COOCHHOCTAX (yHKIIMOHUPOBAHUS 3HAHUS B COBPEMEHHOM OOIIECTBE,
0 TyXOBHBIX IICHHOCTSIX, UX 3HAYEHUU B TBOPUYECTBE M MOBCETHEBHOM KU3HU, YMETh OPUEHTUPOBATHCS
B HUX;

MOHUMAThH POJIb HAYKHU B Pa3BUTUU LIMBUIU3AIIMU, COOTHOIIICHUE HAYKU U TEXHUKHU U CBSI3aHHBIC
C HUMHU COBPEMEHHBIE COIMAIIbHBIC U ATUYECKHE MTPOOIIEMBI, IICHHOCTh HAYYHOU PAaIlMOHATLHOCTH U €€
HCTOPUYECKUX TUIIOB, 3HATh CTPYKTYPY, POPMBI U METOIbI HAYYHOTO MO3HAHUS U HX IBOIIOLHUIO;

MOHUMATh CMBICT B3aUMOOTHOIIICHUS JYXOBHOTO M TEJIECHOTO, OMOJIOTMYECKOTO U COLUATIBHOTO
Hayal B 4YEJNOBEKE, OTHOUICHHs YeJOBeKa K MPHUPOAEC M BO3HUKIIUX B COBPEMEHHYIO JIOXY
TEXHUYECKOTO Pa3BUTHSI MPOTUBOPEUNIA, KpU3HUCA CYIIECTBOBAHMS YETIOBEKA B MPUPOJIE;

3HATh yCJIOBUS (HOPMUPOBAHHUSI TUYHOCTH, €€ CBOOOIbI, OTBETCTBEHHOCTH 32 COXPaHEHUE KU3HH,
MPUPOJBI, KYJIbTYpbl, IOHMMATh POJb HACWIMS B HCTOPUHM M YEJIOBEUECKOM IIOBEJCHUU,
HPABCTBEHHBIX 0053aHHOCTEN YeOBEKa MO0 OTHOIICHHIO K IPYTUM U caMoMy ce0e;

UMETh TIPEJICTABIICHUE O CYIIHOCTH CO3HAHMS, €ro COOTHOIICHHH C OeCCO3HATEIbHBIM, POJIU
CO3HAHMS M CAaMOCO3HAHHUS B TOBEACHUHU, OOIICHHMM M JEATENBHOCTH Itojed, (OpMUPOBAHUU
JIMYHOCTH,

3HaTh M YMETh OINEPUPOBATH OCHOBHBIMU (PHIOCO(PCKUMH TOHATHUSMHU, 3HATH OCHOBHBIE
HMCTOPUYECKHE ITAIBI Pa3BUTHS QUIOCOPUH;

3HAaTh OCHOBHBIE 3aKOHOMEPHOCTH Pa3BUTHUSI HAYKH, UMETh MPEJICTABICHUE O JIOTUKE HAYYHOTO
MOUCKA, 0COOCHHOCTSX HAyYHON UCTUHBI,

UMETh TMpejAcTaBleHue o ¢uiocopckux mnpodieMax H30paHHOW HAYYHOW CHEIHATbHOCTH,
B3aMMOCBSI3U PUITOCOPUH U KOHKPETHOW HAYKH.

[TpoaomKUTEeT HOCTD PK3aMEHA — B MpeesiaX OAHOT0 aKaJeMUIEeCKOro Jaca.

IIpumepHbIe BonpockI:

1. ®unocodus, ee mpeamer u cnermupurka. Mecto dumocopun B KyJbType: COOTHOIICHHE
¢mocopuu U peaurum, UCKyccTBa, HAyKH, UACOIOTHH.

2.  Crpykrypa ¢punocodckoro 3HaHHUS.

3. Hayka kak ¢opma no3HaHUS ¥ COLUATBHBIN HHCTUTYT.

4. IlIpobGmeMa UCTUHBI B HAYYHOM U (HUITOCOPCKOM 3HAHHH.

5. Ownronorus. ®unocopckuii cMbICT MOHATUS OBITHS B aHTUYHOCTH, B Cpennue Beka u B HoBoe
BpEMSL.

6. Dnucremonorus (rHoceonorus). Cnenudurka u GopMbl HO3HAHUS B UCTOPHH MBICIHU (Ha pUMepe

IBYX (pr10codCKUX KOHIICTIIIHA).

7. CommansHast puiocodus. OOmecTBo Kak npeamer (puinocockoro aHanusza (Ha MpUMepe IBYX
bumocoPpCcKux KOHIETITN).

8. @unocodckas anrponosorus. [Ipobnema uenoseka B ¢punocopun XX Beka (Ha mpuUMepe OJHOMN
KOHIICTIIIHH 110 BEIOOPY).

9. ®wunocodckoe MOHUMaHUE KyIbTypbl. COOTHOIIEHNE KYJIbTYPbI U IUBUIIN3ALIUH.

10. Dcrternka kak pazzaen guiocodpuu, ee MpeaMeT U OCHOBHBIC KaTETOPHH.

11. ®unocopuss u rymanutapHele Hayku. [IpoOiema MOHMMaHUS B COIMAJIbHO-TYMaHUTapHOM
3HaHUM.

12. Akcuomnorus. [Ipo6iieMa IEeHHOCTH B COBPEMEHHOM COIMAIbHO-TYMaHUTAPHOM 3HAHUH.
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13.
14.
15.

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

23.
24.
25.
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.

OTHKa Kak pazen Guiocouu: OCHOBHAS MpoOIeMaTHKa.

dunocodus KCKYCCTBA: ATAIbI PA3BUTHS U KIFOUYEBBIE TPOOIEMBI.

A3pik u mbmuieHne. Punocodus s3pika (Ha TpuMepe OJHON (GHuimocoCcKoi KOHICIIUU 10
BEIOODY).

[leproibl, IKOIBI U KIFOYEBHIEC MOHATHS APEBHEH MHANNCKON (hrmocodun.

dunocodekue konueniuu Konpyuus u Jlao LI3b1.

Antrunas punocodus. OCHOBHBIE 3TAlbl PA3BUTHUS, IPEACTABUTEIH, IIIKOJIBI, TPOOIEMATHKA.
dunocodus «10cokpaTukoB». OCHOBHBIE HIKOJIBI U TPOOIEMAaTHKA.

Coxpat 1 COQHCTBI: aHTPOTIOIOTUIECKHUI TIOBOPOT B aHTHYHON (PHITOCODUH.

[InaTon u ero counnenus. OHronorust U raoceonorus [lnaTona.

ConmanbHo-nnonuTHyeckoe ydeHue Ilnatona: crnpaBeqIMBOCTh, TOCYJapCTBO, BOCIUTAHUE,
HCKYCCTBO.

Apucrotens u ero counHeHust. OHTOJIOTUs U THOCEOJIOTUsl ApUCTOTES.

OCHOBHBIE U/IeV AHTUYHOM 3CTETUKU: MEpa, TAPMOHUS, KATapCUC, MUMECHC.

dunocodus 3NMOXU IUITMHU3MA: PEACTABUTENH, IIKOJIbI, HIEH.

Ounocopuss B Cpennue Beka. [IpobGmema Bepsl u pazyma. OCHOBHBIE O3Tambl Pa3BUTUA
CPEIHEBEKOBOM XpUCTHAHCKOM (hrmocoduu.

Buzantwuiickas ¢punocodus. [IpencraBurenst u 0COOEHHOCTH pPa3BUTHSL.

Ocrtetuka Buzantun. Copepskanue criopa HKOHOOOPIIEB ¢ MKOHOMOUYUTATEIsIMUA. Teopust oOpasa
Noanna JlamackrHa 1 €ro apryMeHTHI B 3aIlIUTY UKOH.

®dunocodekue naen ABpenusi ABrycTuHa.

®oma AKBUHCKHUI U PACIBET CPEIHEBEKOBON YHUBEPCUTETCKOM TPaULIUU.

CpenHeBexoBbIii criop 00 yHuBepcanusax. OCHOBHBIC TIO3HIIUHU H MTPEICTABUTEIH.

Ounocous smoxu  BospoxaeHus: NpUHIUN aHTpomnoueHTpu3Ma. KoHuenmms «y4eHoro
He3Hanus» Hukounas KysaHckoro.

DcTeTnueckue uaeu 31oxu Bo3poxaeHus B muTeparype, >KMBOMUCH U MY3bIKE.

Hayunas pesomonust XVI-XVII BB. u ee BiusiHue Ha ¢umiocoputo Hosoro Bpemenu (Hukonait
Konepnuk, [Ix. bpyno, I'anuneo I'anuneit, Ncaak HploTOH — Ha mpumepe OAHOTO YYEHOro IO
BBIOODY).

®dunocopus . bokona. [IpuHIUIIEI HAYYHON UHIYKITUH.

@unocodus P. lekapra. Mnes HoBoro Merona B puinocoduu u HayKe.

®dunocodpus b. CiuHo3b1. MOHM3M U TaHTEU3M B yueHUU CTIIMHO3BI.

@unocodus I'. JleHOHMUIIA: TPUHIIMIT TUTIOPATU3MA U TOHATHUE MOHA/IBI.

OcreTrKa 6apOKKO: OCHOBHBIE ITPUHIIUIIBI, YU€HHE 00 OCTPOYMUHU.

@unocodus T. ['060ca u k. Jlokka. [Ipobiema no3nanus, COUaIbHO-MOTUTUYECKHE UICH.
OcCHOBHBIE IPUHIMITBI ACTETUKHU Kinaccuumu3Ma. Tpakrat H. byano «IloaTnyeckoe ucKkyccTBoy.
@unocodus smoxu [IpocBemenus (KiaroueBble NPoOIEMbl M NPEACTaBUTENM HA IPHMEpe
AHTJIMICKOTO, HEMEIKOTo Wi ¢paHiry3ckoro [Ipocsemienuss — 1o BeIOOPY).
Tpancuenaenransnas ¢unocopus W. Kanra: obmas xapakrepuctuka. Unen «Kputuku ancroro
pazymay.

Otuka KaHTta: uiest KaTeropu4eckoro uMmiepatuBa. Jcretnka Kanra: aHanuTuka nmpeKkpacHoro u
BO3BBILICHHOI'O, TOHATUE TCHMUS.

Konnenmus «scrernueckoro Bocnuranus» @. Hlunnepa u uaest «3CTETUUECKOTO TOCY1apCTBay.
®unocohcKo-3CTETUYECKUE HACH HEMEIKOro pPOMaHTH3Ma (Ha TpHMEpEe TBOpUYECTBA OpaTheB
[nereneit, ['€npaepnuna, HoBanuca, lllneitepmaxepa, llennuara — mo BeIOOpY).

Hemenxwnit HAJCaIN3M. OO0masa XapaKTePUCTHUKA. HN.T. duxre, ®. B. 1. Iemmnr,
I'. B. ®@. I'erens.

®dunocodcekas cuctema I'. B. ®@. I'erens: [lyx, nunaieKTUKa U UCTOPHS.

Wnes ncropun UCKyCCTB B dcTeTUKe ['erens.

[To3uTHBU3M: OCHOBHBIE IPEICTABUTENN U UJIEH.

Kputuka rerenpsHctBa B ¢miocopuun BTopod monoBuHb  XIX BB. (A. llomenrayap,
C. Ksepkerop, ®. Humme, K. Mapke — mo BbIOOpY).
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52.
53.
54.
55.

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

62.
63.

64.
65.
66.
67.

68.
69.

70.

«Dunocodus xu3am» (B. Aunpreit, @. Humme, A. beprcon — 1o BeIOOpY).

OcHoBHbIe Heu Quiocopun Mapkcu3mMa. Mapkcu3M Kak KpUTHKA UAEOJIOTUH U KaK UIEOIOTHs.
Awmepukanckuit nparmatu3m (Y. Iupc, V. Ixemc, k. [Ipton — 1o BEIOOPY).

OcHoBHble npoOieMsl unocoduu sx3uctennmanuzma (M. Xaiigerrep, K. Scnepce, XK.-I1. Captp,
A. Kamio — o BeI6OpY).

Anamutnueckas punocodus (b. Paccen, JI. Butrenmreiin).

®dunocogdcekas repmenentuka I'.-I'. 'agamepa.

dunocodekue uaen kinaccuueckoro gpperiguzma. Heodpeiamsm.

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

®dunocodekast Mpiciab B MockoBckoit Pycu (XIV — XVII BB.).

OcHoBHble HampasieHust (unocodekoit mpiciin B Poccum XVIII Beka (M. B. JlomoHOCOB,
A. H. Pagumes, H. 1. HoBukos, M. M. lllep6aros, I'. C. CkoBopoga — 1o BbIOOpY).

Criop 3amaJHUKOB U CIaBIHO(UIIOB.

Octetuka peanusMma B Poccun XIX B. (B.I'. benunckuii, H. I'. Yepnsiuesckuii, B.B. Cracos — no
BBIOODY).

Penurnozno-dunocodekue B3rmsasl @. M. JloctoeBckoro.

Pemurnosno-dunocodcekue u scrernueckue B3risiast JI. H. Toncroro.

@unocodust Bi. C. ConoBbeBa: KpUTHKAa OTBJICYEHHBIX Hayal M MJAesA LEIbHOTO 3HaHUS.
[TpobnemaTnka BceenMHCTBA, CO(QUOIIOTHH, HCTOPHYECKOTO TPOIIECCa, TEOKPATHH.

Octernyeckue uaen pycckoro cumBonusma (Bn. C. ConoBeeB, Bsu. WM. HMeanos, II. A.
®nopenckuii, A. benbrii, A. A. biiok — o Bei6opy).

OcHoBHble puitocodpckue HanpasiaeHus B Poccun Hau. XX B. (Ha mpuMepe JBYX HaIllpaBlICHH).
OcobeHHocTr pa3BuTHs oTedecTBeHHOH (hrnocodekoit meican B XX Beke (I'.B. Ilnexanos, B. U.
Jlenun, I'. I'. lImet, A. ®@. JloceB, M. M. baxTun — 1o BeIOOpY)

®dunocodus MOCTMOJEpHA: OCHOBHBIE NPEACTABUTEIH U MTPOOIEMAaTHKA.

Oo0s13aTesIbHbIE TEKCTHI AJIs1 YTeHUs! (JU1s1 OTBETA HA JOTIOJHUTEIBHBIN BOIIPOC HA K3aMEHE):

=00k

I'epaknum. @parMeHTbI

IInamon. Anonorus Cokpara

Ilnamon. 1lup.

Aspenuu Aeecycmun. UcnioBens (11 xuura).

Jlexapm P. PaccyxneHue o MeToe.

Kaum U. Oter Ha Bonpoc «Yto Ttakoe IIpocsemenne?»
Yaaoaes I1.1. Dunocoduieckre mucbMa (MMMCbMO TIEPBOE).
Mapxc K. Tesucol o Deitepbaxe.

Capmp K.-11. Dk3uCTEeHIIMATIN3M — 3TO TYMaHHU3M.

Acnepc K. Benenue B punocoduto: 1. Uro takoe Gpunocodus? 2. IcTOKH MPOUCXOKICHUS
¢dbunocodumu.

Jlutepatypa 1,11 NOATOTOBKH:

Y4eOHMKH 10 001IIM BONIPOCAM

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

Qunocoghus / I[1oo peo. B.B. Muponoea. — M., 2005 (u nepeuso).

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

Cmenun B. C. Vicropust u punocodus Hayku. M., 2011. (u nepeusn.).

CJioBapu ¥ SHUMKJIONIE UM

Hosas gunocodckas samuknonenus. B 4-x tomax. — M., 2000-2001.

dunocodekmuii cnoBaps /Ilox pex. N.T. ®ponosa. 8- uzn. — M., 20009.

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

Pycckas punocodus: mainslii sHIMKIONEAMYECKUH ciaoBapb. — M.: Hayka, 1995 (1 nepeusn.).
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Y4yeOuuku no ucropuu puaocopuun

Uctopus ¢unocodunu. 3anax — Poccust — Boctok. B 4-x k. Ilog pea. H. B. MorpommnoBoii. — M.,
1996 (u mepeusn.)

Peane Jlxc., Aumucepu /. 3anamnas ¢miocodusi OT UICTOKOB J0 HamuX AHe. — B 4 1. — M., 1999 (u
nepeusa.)

Ckupoexk I., I'uiwve H. ictopust dpumocodun. — M., 2000.

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

Cepbunenxo B.B. Pycckas punocodus. Kypce nexnuit. — M., 2005, 2007.

HUcmopus pyccxoti ¢punocoguu: Yuebnux onsa 8y308 /Peoxon.: M.A. Macaun u op. — M.: Pecnybauxa,
2001 (u nepeuso.).

XpecTromaTuu
XpectomaTus no uctopun gunocodpun. Yacte1-2. — M.: [Ipomereit, 1994.
Xpecromatus o ucropun punocoduun. Yactu 1-3. — M.,: «Bmamocy, 1997.

HNHocTpaHHBI A3BIK

Branenne MHOCTpaHHBIM SI3BIKOM B IEPUOJ MHTEHCHUBHOIO Pa3BUTHUS HAy4YHO-TEXHUYECKOIO
Iporpecca OTKpPBIBAET JOCTYII K MHMPOBBIM JOCTHKEHUSAM HAyKH, TEXHUKH, KYJIbTYpbl JAPYTIHX
HapOJIOB, CIYKUT OOMEHY HOBEHIIIMMU JOCTHXKCHUSMHU B PA3IMYHBIX O0IACTAX HAYKH U MIPAKTHKH.

3HaHWE WHOCTPAHHOTO sI3bIKa CIIOCOOCTBYET TMOJYYCHHUIO HEOOXOaMMOW HWH(POpPMAIINH,
MIPAKTUYECKOMY HCIIOJIb30BAaHHUIO €€ B paboTe, MOBBIIICHUIO MPO(ECCHOHANBHON KOMIIETEHTHOCTU U
MEKKYJIbTYpPHON KOMMYHHUKAIUH.

N3yyeHne WHOCTpaHHBIX S3BIKOB B BY3€ SBISETCS HEOTHEMIIEMOW COCTABHOM YacThIO
MOATOTOBKH CIIELMATMCTOB PAa3IMYHOTO MNpouis, MOCTYMAOIIUX B aCHUPAHTYpy, KOTOpbIE B
coorBercTBUM ¢ TpeboBanussMH OPI'OC BO m0mKHBI JOCTHYBL YPOBHS BIAJCHUS MPOPECCHOHATIHLHBIM
S3BIKOM, MO3BOJIAIOIIETO UM MPOJOJDKUTH OOyd4eHHE U BECTH NMPOQPECCHOHANbHYIO NEATEIbHOCTh B
HWHOSI3bIYHOM CpEE.

[TocTymarorue B acmupaHTypy JOJDKHBI BiaAeTh opdorpadudeckoit, opdhodmMrUIecKo,
JIEKCUYECKOM, TPaMMATHYECKOM U CTWIMCTHYECKOM HOpPMAaMu M3y4aeMoro s3blka B Ipeaenax
MPOrpaMMHBIX TpeOOBaHMH By3a M MPABWIBHO HCIOJIB30BaTh KX BO BCEX BHJAX PEUYEBOM
KOMMYHUKAIIH, B HAYYHOH cepe B (hopMe YCTHOTO U TUCHbMEHHOTO OOIIECHUSI.

Crneunduky BCTyHNHUTEIBHOTO SK3aMEHa [0 aHTJIUICKOMY, HEMELKOMY, (paHIy3CKOMY JHOO
UTAIIBSHCKOMY SI3bIKY MPEJICTABISAIOT TPEOOBAHMS, TO3BOJISAIOIINE ONPEIENIATh YPOBEHb 3HAHUH SI3bIKa,
YMEHHUI W HaBBIKOB IO Pa3IMYHBIM BUJIAM PEUEBOMl AesTenbHOCTH. [locTynarommii B acmupanTypy
JOJKEH YMETD:

YUTaTh JINTEPATYPy HA HHOCTPAHHOM SI3BIKE IO CBOEH CIELUAIBHOCTH;

0OpPMIIATH MOTYyYEHHYIO HH(POPMAIUIO B BHJIE TIEPEBO/IA;

OecenoBaTh Ha S3bIKE MO CBOEH CHEIHATbHOCTH;

MEPEBOUTH CIEIUANBHYIO H O0IIEHCKYCCTBOBETYECKYIO JIUTEPATYPY C HMHOCTPAHHOTO SI3bIKA HA

PYCCKHII U C pyCCKOTO Ha HHOCTPAHHBIN;

BOCIIPUHUMATD MHOS3BIYHYIO PEUb B PA3JIMYHBIX COLUATIBHBIX CUTyalUsIX.

Ocoboe BHHMMaHME Ha BCTYNMUTEIBHOM OJK3aMEHE oOpamaercs Ha YMEHHS W HaBBIKH TI0
Pa3IMYHBIM BUJAM PEUEBOU JEATEIbHOCTH:

ymenue — BIIaJICHUE BCEMU BUIAMU YTEHUSI OPUTHHAJIBHOM JUTEpaATyphl MO NMPOPECCUOHAIBHON
JeSITeNIbHOCTH (03HAKOMUTENFHOE, TPOCMOTPOBOE, N3YYaIOIIIEee);

2080peHUe — yMEHHE COOOMIMTH TOATOTOBJICHHYIO WH(POpPMAIMI0O HAa HMHOCTPAHHOM SI3BIKE,
BJIa/ICHUE HaBhIKaMU Oecebl 0 TeMe HayYHOTO UCCIIEeIOBaHUS;

HUCbMEHHDBIII nepego0 — YMEHHUE aJIeKBAaTHO IIE€PElaTh CMBICI HMHOCTPAHHOTO TEKCTa IO
CHEIHMALHOCTH ¢ COOJIOJEHHEM HOPM PYCCKOTO S3bIKa, OMPEIEICHHOTO 00bheMa 3a OINpeaelieHHOe
BpeMsl.
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[IponomKuTenbHOCTh SK3aMEHa — B IIpeieax OJHOI0 aKaJeMUYECKOro yaca.
DK3aMeH BKIIIOYAET B ce0s TPH 3aJaHMSL:
YTeHne OPUTHHAJIBLHOT0 MY3bIKOBeTYecKOro TekcTa (00pem 2000-2500 neuaTHBIX 3HAKOB),
JlonmyckaeTcst UCIIONIb30BaHUE ClIOBapei — OOIUX U CTIEUANIbHBIX.
OneHnBaeTcsi yMEHHE MAaKCUMAJIBHO TOYHO M aJIeKBaTHO HM3BJIEKATh OCHOBHYIO WH(OPMAIHIO,
coJepxalyocs B TEKCTe, IMPOBOAUTH O0OOIIEHHME M AaHaJU3 OCHOBHBIX MOJOXCHHUH
NPEbABICHHOIO TEKCTA [l IEPEBOAA.
Bpems BwimonHenuss pabotel — 30-40 munyT. IlepeBon oueHuBaeTcss ¢ ydyeToMm oOwIei
aJIeKBaTHOCTHU, TO €CTh OTCYTCTBHUSI CMBICIIOBBIX UCKa)KEHUH, COOTBETCTBUS HOpMaM U IIpaBUIaM
A3bIKa MIepeBO/Ia.
Bersoe (mpocMoTpoBo€) UTeHHEe OPUTHMHAIBHOIO MY3bIKOBeAYecKOro Tekcra (0obeM — 600-800
N€YaTHBIX 3HAKOB).
Bpewms BeimonHenus — 5-10 munyT. @opma mpoBepKu — Nepeaada M3BJICYCHHOW WH(pOpMAIUn
Ha UHOCTPAHHOM SI3bIKE.
OneHuBaeTcsi yMEHHE B T€UEHHE KOPOTKOTO BPEMEHU ONPENEIUTh KPYI pPacCMAaTPUBAEMBIX B
TEKCTE BOIPOCOB U BBIIBUTH OCHOBHBIE TIOJI0KEHUS aBTOPA.
OnennBaeTcs Takke 00bEM W TOYHOCTh M3BIICYCHHOW WH(OPMAIMHU, TPABMIBHOCTD NEpeaadn
€€ Ha U3y4yaeMOoM SI3bIKE.
Becena ¢ ’k3ameHaTopaMM Ha HMHOCTPAHHOM f3bIKe II0 BOIpOCAaM, CBSI3aHHBIM C Hay4YHOMU
CHELUATbHOCTBIO AOUTYpUEHTA.
OneHuBaeTcsi yMEHHE MPOAEMOHCTPUPOBATH BIAJIEHUE IOATOTOBICHHOM MOHOJOTHYECKOM
peublo, a TakXe HEMOArOTOBJICHHON JMaJOrMYeCKOW pedblo B CHUTyallMd OQUIMAIBLHOTO
oOuieHus B npezenax NporpaMMHbBIX TpeOOBaHUI;
COJIepXKATeNbHOCTh, aJIeKBaTHas pealu3alusi KOMMYHHKAaTHBHBIX HaMEpPEHHi, JOTHYHOCTB,
CBSI3HOCTh, CMBICJIOBasl U CTPYKTYpHAas 3aBEPIICHHOCTb, HOPMAaTUBHOCTb BbICKA3bIBAHU;
Bpewms BeinonHeHus 5-10 MuHyT.

IIpuMepHbIi YPOBEHB CJI10:KHOCTH TEKCTOB /I epeBoaa

AHIJIMACKHAN 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.
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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
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.
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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.

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.
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DpaHIy3CKHi A3bIK

LA MER

"La mer" de Debussy est une suite de trois tableaux symphoniques dont le caprice n'est
qu'apparent. Le spectacle de la mer se présente a nous, simultanément, sous trois formes qui sont le
bruit, dont I'enflure obéit a celle méme des vagues; le mouvement, qui est I'ondulation'incessante _de la
surface, enfin la couleur, ou se combinent, dans un échange toujours instable, le reflet de 1'eau et celui
du ciel.

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 I'équivalent des nuances et des
reflets que 1'oeil y percoit.

Rappelons que Debussy a été le contemporain des peintres impressionnistes, qui, par le pinceau,
cherchent moins a figurer les paysages qu'a rendre les impressions que nous en recevons. 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 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
l'aube au grand jour, et traduit 1'élément coloré et lumineux que nous relevons d'abord dans le spectacle
de la mer; le second morceau, intitulé "Jeux de vagues" répond davantage a 1'élément "mouvemont"; le
troisieme, "Dialogue du Vent et de la Mer", rappelle surtout 1'élément sonore du spectacle maritime
Ces trois tableaux ne s'astreignent pas a des descriptifs, qui resteraient forcément sommaires: c'est dans
I’imagination qu'ils éveillent, avec une rare puissance de poésie, des impressions plus que des visions.

Darius Milhaud

Darius Milhaud fut, en France, 1’apotre 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 contin(iment 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 progrés est
considérable, et la, valeur de ces deux pages cxquiscs, tout autre que documentaire, leur assure une
place permanente dans le répertoire de la musique vivante. Elles sont méme plus .achevées et plus
personnelles que les pages pianistiques 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 ¢élégance raffinée, elles nc renient pas non plus la douce tyrannie, de Grieg ou de Schumann.
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Mais surtout, ells annoncent I’avenir par un sens trés neuf de la courbe vocale, harmoniquement
statique, qui est I’essence méme de 1a notion d’arabesque, si importante chez Debussy. Plus tard, dans
ses €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 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 arpeges, dans I’aisance des modulations, annoncent I'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 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 I'admirable partition de Bizet, qui
Faccompagne.

Cette partition n'est pas celle d'un opéra ou d'un opéra comique: les personnages de la picce
parlent et ne chantent pas. Bizet a seulement écrit une ouverture, des entr’actes ou intermedes joués a
rideau baissé, quelques cheeurs et des phrases d'orchestre qui soulignent les scenes principales de la
piece. On connait le sujet de cette piece dont I’héroine ne parait pas: c¢'est I'histoire d'un jeune paysan
provengal qui, en apprenant 1'indignité d'une femme qu'il aime, se tue par jalousie et désespoir. Daudet
avait mis dans son drame une peinture charmante de la vie rurale en Provence. De méme la musique de
Bizet ne se borne pas a interpréter, d'une facon d'ailleurs infiniment sensible et pathétique, la pensée
des personnages. Elle évoque, avec une couleur exquise, la Provence lumineuse et ensoleillée.

Aussi cette délicieuse partition, un des joyaux de la musique francgaise, a-t-elle passé du théatre
au concert ou l'on a groupé¢ en deux Suifes les pages principales. La premiére suite comprend
I’ouverture, écrite d'apreés 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 préceéde 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 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
écourtée, est amenée par un trait chromatique de quatre mesures qui constitue peut-étre la trouvaille la
plus heureuse de I’ceuvrette, d’inspiration assez nettement slave, sinon tchatkovskienne.

HeMmenkmnii 13LIK

KREUTZERSONATE

Unter diesem Namen geht gewohnlich 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, dall diese Sonate in kurzer Zeit entstanden
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ist, "obschon ein Teil des ersten Allegros frith fertig war”.Brigetower dringte ihn sehr, weil sein
Konzert schon bestimmt war und er seine Stimme iiben wollte. Eines Morgens lie 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.

DaB} 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. Ihre 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
und behagliches Thema in miBigem Zeitmal} verleiht diesem Satz eher den Charakter eines Menuetts.
Der dritte Satz ist trdumerisch 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 groBen Urauffithrungserfolg seiner ersten Symphonie (1841 im Gewandhaus in
Leipzig) schrieb Schumann eine "Symphonische Phantasie", die im gleichen Jahre im Gewandhaus zur
Auffiihrung kam. Da der Widerhall jedoch ein geringer war, lie er das Werk zehn Jahre liegen,
arbeitete es um und iibergab es , nachdem er inzwischen zwei weitere Symphonien geschrieben hatte,
als seine vierte Symphonie, dieder Entstehung nach also die zweite ist, der Offentlichkeit.

Auller seinen vier Symphonien sind von den Orchesterwerken Schumanns nur noch einige
Ouvertiiren im Konzertsaal zu horen. Die zur "Braut von Messina" zu "Julius César", "Hermann
und Dorothea" und den "Faust-Szenen" halten einen Vergleich mit denen zu "Manfred" iind
"Genoveva" nicht aus. Die Manfred-Ouvertiire darf zu Schumanns bedeut endsten Werken tiberhaupt
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 ithn 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 Oktavengénge bekannt waren, vermeidet er sie. Er glaubte, sie
konnten der Leichtigkeit und Geschmeidigkeit der Hand schaden. Legte Mozart einen grofBen Wert auf
Klarheit und Gelédufigkeit, so waren seine geistigen Anforderungen an den Inhalt nicht weniger
bedeutend.

Die Rolle, die Mozart dem Orchester tiberwies, 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 unerhdrten Weise liel3 er auch in Konzert, wie in der Oper, das Orchester mitreden.
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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 groBen Einflufl ausgeiibt haben. Wohl hat Schumann sich
schon in jungen Jahren auch auf anderen Gebieten der Musik schopferisch betétigt, aber alle
verdffentlichten Werke sind Klavierkompositionen. Die erste noch wéihrend der Heidelberger
Studentenzeit entstandene und als Werk 1 verdffentlichte 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.

HUTranbgaHCKNA A3BIK

L’ULTIMA OPERA BUFFA

Cosi fan tutte (1790) ¢ I'ultima opera buffa composta da Mozart ed ¢ anche 1’ultma opera su
libretto di Lorenzo Da Ponte, che gli aveva fornito i testi di altri due straordinari capolavori mozartiani,
Le nozze di Figaro (1786) e Don Giovanni (1787). 11 soggetto dell'opera, che il titolo completo
riassume egregiamente (Cosi fan tutte, o sia La scala degli amanti), ¢ il principale responsabile delle
critiche di cui ¢ stata oggetto nell'Ottocento, critiche che il nostro secolo ha in parte ereditato.
“Goethe”, ha scritto il musicologo Wolfgang Hildesheimer, “non ha espresso pareri su quest’opera, lo
hanno fatto invece Wagner 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 1'opera, il che non gli impedi certo di utilizzare come modello per la sua
grande aria di Leonora [nel Fidelio] il rondo 'Per pietd', coi due corni obbligati e nell'identica tonalita”.
Come accade con un numero piuttosto circoscritto di opere, tra cui ad esempio Carmen e Don
Giovanni, il soggetto di Cosi fan tutte e la filosofia che lo sottende fanno ancora oggi discutere, e non
c'¢ alcun dubbio che questo sia uno dei segni migliori della sua attualita e vitalita. 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
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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 ¢
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 1’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. Il carteggio mozartiano e le Memorie del librettista sono privi di qualsiasi informazione
al riguardo. Di solito 1 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.

Pycckuii a3b1k
HUcnonnureascknii Tagant A.H. Ckpsidonna

Anexcannp HukomaeBnd CkpsOMH BolIeNT B UCTOPUIO MY3bIKM HE TOJBKO KaK KOMIIO3UTOD,
o0najgaBIIni SIPKUM HEOOBIYHBIM CTHJIEM, HO M KaK HE MEHEe OpUTMHAIbHBIA nuaHuct. M1 B 3TOM
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OTHOIIEHWH MOKHO IIPOBECTH HapajuleJb C BBLAAIOIIMMCA  KOMIIO3UTOPOM-HCIOJHUTEIEM
PaxmanunoBbIM. OHAKO 371€Ch €CTh CYHIECTBEHHOE OTJIMYME — eciu Ansi PaxmanunnoBa CkpsiOnHa
OHa He 3aHsuta Takoe Mecto. C JApyrod CTOPOHBI, TBOPUECTBO M HCHOJHUTEILCTBO CKpsiOmHA
HEpa3phIBHO CBS3aHbI, OHU JBYEAMHBI MO CBOEH cyTH. MHOTrHME OCOOEHHOCTH HCIIOJHUTEIHCKOM
MaHepsl CkpsiOMHa - HEpBHAs BO30YXKICHHOCTh, HEYJIOBUMO M3MEHYMBEHIC TEMIT U PUTM, TOHYANIIIAs
rpajamnus 3By4aHus - HAIJIM OTpa)keHHe B ero GopTenuanHoM TBopuecTBe. CKpsOUH ObLT HE TOIBKO
TCHUAIBHBIM KOMITO3UTOPOM, "3BE3/I0i IMEpBOM BENWYHMHBI', HO W YpPE3BBIYAHO CBOEOOpA3HBIM
nuanucToM. Haubosnee sipko muanu3m CkpsiOvHa pacKphIBaiCs B UCTIOTHEHUH UM CBOMX COOCTBEHHBIX
COYMHEHMI. DJTa SBHO BBIPA)KEHHAs] HANPABIEHHOCTh HHTEPECOB KOMIIO3UTOpa Oblia CBs3aHa, B
MIEPBYIO OUYEPE/b, C YCIOBUSIMH €r0 )KM3HU, C PAaHO BBIABUBLICHCS MUAHUCTUYECKON 01apeHHOCThI0. C
NETCKUX JIET OH poc B Mupe ¢oprenuaHHod My3blku. Kpome Ttoro, CkpsOMH moOdyyan CBOE
oOpa3oBaHHe y U3BecTHOTO MockoBckoro menarora H.C. 3BepeBa, a 3atem y B.U. Cadonona, Taxxke
pPa3BUBIIMX @HaHU3M MOJIOAOr0 My3bikaHTa. CadoHOB OYEHb OBICTPO OLIEHWUJ BbIJAOLIEECS
MMAHUCTUYECKOE JapOBaHUE FOHOIIM, U BCKOpPE MPHU €ro MOJAJEPKKE HAYMHAETCS HCIOJHMUTENIbCKas
nestenbHOCTh CKpsiOMHA Ha KOHIEPTHOW 3crtpane. I[Ipuemsl, koropbelie mokazan emy CadoHos,
nomoranu CKpsiOMHY YCIEITHO CIPAaBIATHCS ¢ TAKUMU TPYIHBIMU Mpou3BeaeHusIMU, kKak Konmept Ne
1 ®. Jlucra, no3nHue coHatbl berxoBeHa, BupTyo3Hble 3TioAbl lllymana, nbecsl llonena. Oxnako
MOJIOZIOW MTUAHUCT, a3apPTHO YBJICKIIIMCH PA3BUTHEM CBOEH MUAHUCTHUYECKON TEXHUKH U HE 00iagas oT
MIPUPOBI TOCTATOUYHO KPENKON M BBIHOCIMBOW KOHCTUTYLIMEW, Mepeurpan npaBylo pyKy (1ogo0Hast
UCTOpHUSl Cly4ywiack B cBoe BpeMms ¢ MonoabiM Illymanom). B nHauwanme 90-x romoB mepBbie
¢doprenuannbie omychl CKpsiOMHA MOSBISIOTCS B MOCKOBCKOM m3natenberBe [1. FOprencona. B aTux
nepBbIx counHeHusx CkpsiOrvHa TOBOJBHO SBCTBEHHO OIIYIIANUCH CeAbl BO3IeHCcTBUS YalikoBCKOTO,
JIucrta u ocoberno ropstao modumoro M Illonena. IlocTerneHHO WM MOJOAOTO KOMIIO3HTOpA U
MUAHUCTa IPUOOPETAET U3BECTHOCTh B My3bIKaJIbHBIX Kpyrax Mockssl u IletepOypra. U Tam u 31ech y
HETO MOSBISIOTCS KaK TOpsSYHe MOKIOHHUKH, TaK U — 10 Mepe OOpETeHHsI MM OPUTHHAIBHOTO CTHIIS -
speie HepoOpoxkenatenu. Eme B Te pannue roabl CkpsiOuH oOnanai COMYTCTBOBAaBIICH €My BCIO
KHU3Hb CIIOCOOHOCTBIO C TMEPBBIX K€ B3ATHIX UM aKKOPAOB YCTaHABIMBATH MCUXHUUYECKUH KOHTAKT C
ayMTOPHUEH, UCTOYATh OT Ce0s HEKHil HEPBHBIM, TMITHOTU3UPYIONIUN TOK, HEOTPA3UMO MOKOPSIBIITHI
ee. B ncnonnennn CkpsibuHa ero cOOCTBEHHbIE COUMHEHMS Ka3aJUCh UMIIPOBU3ALMAMH, KaK OBl TYT
K€ POXKIABLIMMUCA, €HI€ HOCHBIIMMH HEOCTHIBIIMM IbUI TBOPYECKOTO BIOXHOBEHHS: CTOJBKO
CBOOOJIBI U MPUXOTIMBOCTH OBLJIO B €r0 UIPE, TAKOH CBEKECTHIO M HEMOCPEICTBEHHOCTHIO BESIO OT
Hee. Hcnomuurtenbckuit  oOmmk  3penoro  CkpsiOMHA  JOCTAaTOYHO  MPOTHBOPEUYWB.  ITa
MIPOTHUBOPEYNBOCTh, B YaCTHOCTH, CKazajach B TOM, YTO B MEpUOJ XU3HHU, Korga CKpsOuH cozmaBal
CBOM IO3JHUE IPOU3BEICHUS, OH CPABHUTEIBHO MAJI0 UIpajl MX B KOHIEpTax. BoceMas coHara,
Hanpumep, He Oblila UM UCIIOJTHEHA HU pa3dy. CKpsAOWH-TIMaHUCT MpOoNara’aupoBajl MPEUMYIIECTBEHHO
cBon counHeHuss 10 50-x omycoB. McnonHuTenbckas, Kak M KOMIIO3UTOPCKas, JEATEIbHOCTh
CkpsiOuHa Bcerja BbI3bIBaJla MHOTOUYMCIIEHHBIE CIOPHI M HEOJHO3HAYHBIE OT3BIBBI, YTO
CBUJETENBCTBYET O TOM, 4TO CKpsiOMH ObLI, HECOMHEHHO, BEJIMKUM MY3bIKaHTOM. PerieH3un Ha ero
urpy ObLTH O4YeHb MPOTHUBOpeurBbl. OJHUM Ka3alioch, YTO Kak MHUAHUCT, CKpsiIOMH HE MpeCTaBiseT
co0oil mepBoKiIacCHOW BenuW4MHBI. Ero TexHuka He OrecTdina, yJaapy HEAOCTaeT CHIIbI, TOH €ro
HECKOJIbKO 0HOOOpa3eH. [Ipyrue cuuranu, 4yTo HeNlb3si TOBOPUTH O ero TexHuke. O Hell He TyMaellb,
ciymas ero urpy. Cibluib TOJIBKO U MEPEKUBACIIb TO, YTO OH CBOEH TBOPUYECKOM BOJIEH 3aCTaBIISIET
CJIBIIIATh M TIEPEKUBATH, - 3TO Belnvaiiiiee HcKyccTBo. [Toromy, MoxeT ObITh nMeHHO CKpsiOMH U He
BHUPTYO03, HE UCIIOTHUTENH OOJBIIOT0 KOHIIEPTHOTO 3aJla, — CIMILIKOM TOHKA €0 Urpa, CIMIIKOM MHOTO
B HEH HIOAHCOB W HAacTpoeHHd. M B 3TOM OTHOLIEHMM OH IIOXO0X Ha CBOEr0 JyXOBHOTO
npenmectBeHHuka — [llonena. Bee 3T ouleHKM ele pa3 MOAYEPKHUBAIOT TaKHE OCOOEHHOCTHU UTPHI
CkpsibuHa, KaK UMITPOBU3ALMOHHOCTh, TOHYAMIIAs HIOAHCUPOBKA, NMPE00IaaHue TUXUX 3BYYHOCTEH,
B rpajanuu KOTOPsIX CKpsiIOMH OBLIT HETTOBTOPHUM.

Cxpunnunoe Teopuectso U. C. baxa

Cxpunuunoe Hacienue M. C. baxa, XO0TS OHO U OTHOCHUTEJIBHO HEBEJIMKO, OKa3aj0 BO MHOTOM
oTpesieNisolNIee BIUSIHUE Ha CTAHOBJIGHHWE EBPOIEHCKOTO CKpPUIIUYHOrO HcKyccTBa. [lo cux mop
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COXpaHSET OTPOMHYIO XYJOKECTBEHHYIO II€HHOCTb. bbUTO OBI, OJHAKO, HEBEPHO BBIACIATH B
TBOpuecTBe baxa m paccMaTpuBaTh OTIENBbHO CHENM(PUKY CKpUIMYHOIO cTWiId. Buammo, ciemyer
TOBOPUTH O TE€X HJIM MHBIX Y€PTaxX TPAKTOBKH CKPHUIIKH B paMKaX €ro IeJIO0CTHOTO KOMITO3UTOPCKOTO
MBIILIUIEHUS], OMUPAIOLIET0CsS CKOpee Ha OpraHHble U XOPOBBIE BbIPA3UTENIbHBIE CPEJICTBA U TEMOPOBBIE
KOMIUIEKCHI, MBIIIJICHNS, HOCSIIET0 CHHTETHYECKUH XapakTep, TBOPYECKHM BOOpaBIIero u
nepepaboTaBUIETO JTOCTUKEHUSI €BPOINEHCKOW My3bIKaJIbHOW KyJbTypbl. [lonudonnueckuil xapakrep
MbIIUIeHUsT baxa sipKo MPOSIBUIICS M B €r0 CKPUIUYHBIX Mpou3BeneHusIX. OH KOPEHUTCS B TPAJAULIUSIX
HapOJHBIX HEMELKHUX TaHIEB, HapOJHOH HHCTPYMEHTAJIbHON NPaKTUKH MHOTOTOJIOCHON MIpbl Ha
WHCTPYMEHTaX ¢ OypAOHHPYIOIUMH cTpyHamu. Henb3s He yYUTHIBaTh W TPAJAULUN WTPHI HA BUOJAX
(ocobenHo rambe), MOMTBIIE BCEro 3aJepXkaBIIMXCS HMEHHO B ['epmanun. B ¢opmupoBanuu
0axOBCKOTO CTHJISI 3aMETHBI MTAIBSHCKHE TPAIHIINU, B TIEPBYIO Oo4Yepeab WAyIIHe OT BuBampam, 4to
cKazajnoch Ha nojaxonae baxa k kpynnoii opme, popMHUpOBaHUM B €r0 TBOPUECTBE MPEIKIACCUIECKOTO
THUMAa CKPUIIMYHOTO KOHIEpTa. B TpakTOBKE CIOMTHI M CTAPUHHON COHATBl OCOOEHHO 3aMETHBI
YellCKHUe, MOIbCKHUE, 0TYacTh (ppaHity3ckue BaussHuA. Ho, Tak uiu uHaue, BCe 3TU BIUSHUS OCTAIOTCA
JUIIb B TIpEAeNax «BEPXHETO CIos» — (aKTyphl, OTICIbHBIX NPHUEMOB, TpaHed (HopMEI.
IIpeoOpa3oBanHble TBOpUECKOH (haHTa3Mel reHHs, OHU MOJIy4aloT HHOE XY0KECTBEHHOE OCBEILEHHE,
prOOpeTaloT CaMOOBITHBIN XapakTep. YHUKAJIbHBIM CO37JaHHEM 0aXxOBCKOTO T'eHHS SIBIISIOTCS IIECTh
COHAT U MapTHUT JUI CKPHUIIKH coJio (HamucaHbl okoso 1720 rona B Kérene). 3nech ckpurnka, B OTIU4NE
OT HWTANBSHCKUX TPATUIHNA, TPAKTYeTCsI KaK CaMOCTOSTENbHBIH MHOTOTOJIOCHBIH HWHCTPYMEHT,
o0najaromuil OrpOMHBIMHM BBIPA3UTENIBHBIMU BO3MOXHOCTSIMM — U IIOJIHO3BYYHMEM OpraHa, u
BOKaJIbHOW MEBYUYECThIO, THOKOCTHIO YEJIOBEYECKOIO T0JI0Ca, U OOraTCTBOM OPKECTPOBBIX TeMOpOB. B
coHaTax bax mpopoikaer kKak TpaJuliM¥ HEMELKOM HapOJHON MY3bIKH, CBSI3aHHbBIE C MHOT'OI'OJIOCHOM
(bakTypol, HWMIPOBHU3AIMOHHOCTHIO W3JIOXKEHHSA, TPAKTOBKOM TaHIEB, TaKk ©  TPAJAULIUU
po¢eCCUOHATLHON MY3bIKH HEMEIKUX, UTAJIbTHCKUX U aBCTPUHCKUX KOMIIO3UTOPOB. bax BO MHOroM
Y OTKa3bIBACTCS OT MPEXKHUX TPATUINN, IIEPEOCMBICIIUBAET UX, CO3/Ia€T HOBBIC. Y HETO COBEPIICHHO
OTCYTCTBYET CKOpJAaTypa MpUMEHEHHE OO0JIBIIOro KoludyecTBa ykpameHuid. OH NIMPOKO OMMUpaeTcs Ha
SApKUe 3BY4YaHHs, 4aCTO HCIIOJIb3YeT OTKpPBIThIE CTpyHBI. He ciyuaiiHO aBe COHAThl M JIBE MAPTHUTHI
HalucaHbl B TOHAJIBHOCTSX BCEX OTKPBITBIX CTPYH CKpUIKU. B 1e10M HEoOX0auMO paccMaTpHUBaTh
COHATBl U MAPTUTHl KaK €IWHBIA IPAaHAMO3HBIA LUKJ, PACKPHIBAIOIINN ONpEAeTICHHYI0, (HI0COPCKU
HACBIIIEHHYIO TNPOrpaMMy, B KOTOPOM HAaxOISAT OTPa)X€HHE H3BEUHBIE TEMbl XHU3HM M CMEPTH
yenoBeKka. XOTs M0 CXeMe CKpuIMuyHas coHaTta y baxa cxomna c¢ coHaroil da chiesa uTanpsHCKUX
KOMIIO3UTOPOB, HO CaMa TPaKTOBKAa COJEp’KaHWs 4YacTell BO MHOroM otTiaudaercd. Tak, mepBble
ME/JICHHbIE YaCTH COHAT y UTAIBSHIIEB PECTABISIOT COOOW OOBIYHO BCTYIUICHHE K OBICTPON YacTH,
B TO BpeMs Kak y baxa 3To — mojHBIE MaTeTMKHM U 3KCIPECCHU CAMOCTOSITENIbHBIE YacTH
MOHOJIOTUYECKOT0, PEUNTATUBHO-UMIIPOBU3AIIMOHHOIO XapakTepa. Bropeie wactu y baxa — ¢yru,
MIOJTHO3BYYHbIE, OOraThle TUHAMUYECKHM Pa3BOPOTOM pa3BUTHs. VX 0Opa3bl CBSI3aHBI C JAECHCTBHEM,
KOJJICKTUBHBIM HAyajioM, Oojiee OOBEKTHBHBIM XapakTepoM BbIpakeHHs. TpeTbum dYacTH —
aupuYecKkuil 1eHTp coHaThl. Illupokas HameBHOCTb, SMOLMOHAIbHAS MPHUIOAHATOCTb, HOPOH
MPOSIBJISIIOIIASCS «UyBCTBEHHOCTb» WHTOHAIMH, CYOBEKTMBHAs JHPUYHOCTb BBICKA3BbIBAaHUS, ATH
YepThl CTAaHYT XapaKTEPHBIMH JIJIs1 My3bIKHM BTOPOM MOJIOBUHBI BeKa. 31ech bax onepekaer BO MHOTOM
MY3BIKaJIbHOE pa3BUTHE CBOEro BpemeHHu. PuHANBI coHAT — MOJM(POHUYHBL, B HUX bax macrepcku
MPUMEHSET CKpPbITYI0 noyinpoHuo. OHM BO MHOIOM MOTOPHBI, UM CBOWCTBEHHBI CEKBEHTHOCTb,
MOBTOPHOCTb, OJHOTHITHOCTb (haKTypHBIX (puryp. My3bika (PMHATIOB BBI3BIBAET ACCOIMAIIUH C TOTOKOM
caMo¥ KM3HHU, CTPEMHUTEIIBHOCTBIO BpeMeHH. 311ech bax mocturaer 60JbIIoi MeIbHOCTH HE CTOJIBKO 3a
CYeT JApamarypru (B STOM OTHOIIEHUH TJIABEHCTBYIOT IIE€pBBIE JBE YACTH), CKOJBKO 3a CUYET
0000111eHus, CO3aHMsl OLIYIIEHUs] Ipa3JHUKa. MOXHO OTMETHTb B CBSI3U C ITHMM M HEKOTOpOe
MIPOHUKHOBEHUE >KaHPOBO-TAHIIEBAJIBHBIX 3JEMEHTOB (OHM, KOHEYHO, IPHCYTCTBYIOT, MOpOil B
CKPBITOM BHUJE, U B IPYTHUX YaCTAX, 0COOeHHO B (pyre). CKpUNUYHBIE MapTUTHI baxa sBISIOTCS Kak ObI
aHTuTe301 conat. CoHaTa M MOCJENyoIas MapTUTa COCTABISAIOT KOHTPACTHBIE Maphl (ABE MEPBHIX —
MUHOpHBIE, MOCIIEAHs apa — MakopHasi). OCHOBY JBYX HEPBBIX COCTABIISIIOT TPAJAULIMOHHBIE YaCTH
CTapUHHOM CIOMTHI — aJIeMaH/la, KypaHTa, capabanna, xura, 0yppe. Ho y baxa onu — He mpocto
TaHIleBaJIbHBIE HOMepa. OOpa3Has wmetamopdo3a 3aech 3HaumTenbHa. Hawmbonee CBETIIOH,
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XKU3HepanocTHoU sBisieTcs: Tperbss maptuta E-dur. OHa BOo MHOroMm mpenBocxuimaer ctuiib baxa
JEUNUUICKOro nepuoja. VMMeHHO OHa CTaHOBUTCS 3aBEpPLIEHMEM BCETO LMKIA, €r0 HTOTOBBIM
cMbIciioM. Takum 00pa3oM, SKCIO3UIHS MUKIa — (QHIOCOPCKOE pa3MBIIUIeHHe — coHaTta g-moll,
HauboJee «TeMHas» Mo TeMOpy, omuparomiascs Ha caMyl0 HHU3KYIO CTPYHY CKPHUIIKH. 3aBepliaroriast
4acTh MHKJIA JUKYIOIIMNA Mpa3gHuK — maptuta E-dur, B KOTOpOW HCIOJb30BaHA camasi «CBETIIas)
TOHAJIBHOCTh Ha CKPHUIIKE, YTO CBSA3aHO C BBICOKOM HETEMIIEPUPOBAHHOW MO HACTPOMKE CTpyHOU Mu.
B3anMOINIpOHMKHOBEHNE YacTed COHAThl M IMAPTUTHI NPOUCXOJUT MMEHHO B Hux. Tak, B IlepBoi
COHaTe JIBe MocyeqHue 4acTu — crouTHble (Cunnnmnana u Presto, kak cBoeoOpa3Has Bapualus Ha Hee
— ny0ue), a B TpeThelt mapTuTe niepBas 4acTh coHaTHAss — 3HaMeHUThIN [Ipemon. [lukm nmeeT u aBe
CMBICTIOBBIE KylnbMUHalMU. llepBas cBs3aHa C JHUYHOCTHBIM HayaloM, CcyAbOOil uenoBeka u
peanu3zoBaHa B YakOHe — TpPaHAMO3HOM ITOXOPOHHOM UIECTBHUHU-PA3MBIIUICHHHA. Bropas —
KU3HEYTBEepXKAarolas — peann3oBanHas B pyre D-dur, moctpoenHoit Ha Teme xopana «I psiau, ayx
cBaATOM». OnHAa M3 3TUX JBYX KyJIbMHUHALUN OJMLIETBOPSET HACTOSIIEE BpPEMS, 3€MHYIO >KU3Hb,
KOHEYHOTO YeJOBeKa, Apyras — BEYHOCTb, NYXOBHYIO JKH3Hb, CBETIIO€ Oyayllee, BO3POKICHHE
KHU3HU, OTPUIIAHUE CMEPTH, HEyMUparolyto kpacoty YemnoBeka. OcHoBoM 1t baxa B 3TOM IUKIIE TeM
CaMbIM CTAHOBUTCA TOCTPOEHUE CKBO3HOM JpamMaTypruv LEJIOro, OCHOBAHHOW Ha OMNpPEIEIEHHOM
3ambIcie, O0au3koM OaxoBckUM «CtpacTsaMy». YakoHa — YHUKaJIbHOE COUYMHEHUE JJISl COJIMPYIOIIEH
CKpHUIIKM, MOILb 3BY4YaHHUS U SKCIpPECCHs KOTOPOH IOXOAAT 3[€Ch 10 OPraHHOM M OpPKECTPOBOM.
YakoHa HAYMHAETCS MEUICHHBIM IIPOBEICHUEM OCHOBHOH TOMOGMOHHOW TeMBI — TIEpUOJa. 3aTeM
CIEeNyIOT TpUIUATh JBE BapUallMd Ha Hee, pa3BOpayMBaIONIUECs OONBIIMMH AUHAMHYECKUMU
BosHaMH. B 1mmkie baxom wmcmonp3oBaHa sBHAS M CKpBITas MONUGOHMSA, JOXOIAMIAs 0
YEeTBIPEXTOJIOCHOTO CKIaga, ocobeHHo B ¢yrax. [Ipu nmepenoxennn YakoHbl AJsl KJIaBHpa WU OpraHa
bax mepeBen 3Ty CKpBITYI0O MOMUGPOHWIO B peasbHyr0. Ho B opurmHaie MacTepcTBO BEIHKOTO
moM(OHUCTA B UCTIOTB30BAHUU PA3HOOOPA3HBIX BBIPA3UTENIBHBIX BO3MOXKHOCTEH CKPUITKH HACTOJIBKO
BBICOKO, YTO IIPU HCIIOJHEHUM CO3[A€TCs OIIyIICHHE PEAJBHOIO 3BYYaHHs BCEX 3aJyMaHHBIX U
HaMEUEHHBIX KOMIIO3UTOPOM T'OJIOCOB.
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