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1. O0mue noJioKeHus

1.1. TIlocrynmaromme B acnupantypy KoHcepBaTopuu MpOXoAAT KOHKYPCHBIE BCTYINUTEIIbHbBIE
WCIIBITAaHUS 110 MPOPUIBHON CHEIUAIBHON TUCIUIUIMHE (YCTHO, MUChbMEHHO), punocopun (YyCTHO) U
WHOCTPAHHOMY SI3bIKY (QHIIMACKWN, HEMEUKHUH, (PaHIy3CKHH, WTAIbSHCKUN; PYCCKHH — JuIs
WHOCTPAaHHBIX TpaxkaaH) (MMCbMEHHO, YCTHO).

1.2. JInsa oueHWBaHUA PE3yJIbTATOB BCTYMHTENbHBIX HCIBITAHUN MCHOJIB3YyeTCsl S-OajulbHas cucremMa
OLIEHOK.

2. lIpoduias — My3bIKaabHOE HCKYCCTBO

2.1. lIpoduabHBIH 3K3aMeH MO CHENHATBHOCTH COCTOUT U3 2-X pa3JejoB, YCTHOTO U MUCbMEHHOTO.
2.1.1. CobecenoBanne mo TeMe OYyAylIero IMCCEPTAIMOHHOIO MCCJAEI0BAHUA, B XOJ€
KOTOPOT0 OOOCHOBBIBAIOTCSI HOBU3HA M aKTYaJIbHOCTh M30paHHOM TEMBbI, 3aCITyIIUBAETCS OT3bIB
MPEaroIaraeMoro Hay4HOro pPYKOBOJHTENS, BO3MOXKHOCTH 3aBepiieHusi paborsl Hax HKP
(muccepranueil) B paMKaxX acUpPaHTYPBbI, 3aCIyIIUBAIOTCS OTBETHI MOCTYIAIOIIEr0 Ha BOMPOCHI
YJIEHOB 3K3aMEHAIlMOHHON KOMHMCCHH.
2.1.1.1. KoncepBaTopusi pEKOMEHIIYET CIEAYIOIIHE TeMbl B 00JIACTU WCKYCCTBOBEICHHS ISt
OyIyIINX HayYHBIX UCCIICIOBAHMIA:

My3bIKallbHas KylbTypa Poccuu: uCTOpHsS U COBPEMEHHOCT;

pycckasi My3bIKa B IPOCTPAHCTBE MUPOBOU KYJIBbTYPHI;

MHCTPYMEHTAJIbHbIE U BOKaJIbHBIE )KaHPBI MY3bIKH 3aI1aJHOEBPOIEHCKOro 6apoOKKO;

UCTOYHHUKOBEIYECKUE U/UIIM TEKCTOJIOTUYECKHE POOIeMbI IPH U3YYEHUU HCTOPUH MY3BIKH;

METOJI0JIOTUYECKUE MPOOIEMbl U3YUEHUS CTADUHHON MY3BIKH;

MCTOPUYECKH OPUEHTUPOBAHHOE UCIIOIHUTEIBCKOE HCKYCCTBO;

METOI0JIOTUYECKUE MPOOIEMbI MY3bIKAIbHO-TEOPETUUECKOIN HAYKH;

WCTOPU3M W/WJIM TEPMEHEBTHUKA B MY3bIKaTbHOU TEOPUH;

e METOJI0JIOTUYECKUE MPOOIEeMbl U3YUEHHSI HOBEHIIIEH MY3bIKH.

2.1.1.2. Dx3aMeHallMOHHAsT KOMHUCCHS NPUHUMAET PELICHUE IO KaXKIOMY IOCTYIAOLIEMY B

dbopme ronocoBanus. B ciydae pernieHus 0 TallHOM TOJI0OCOBAHHH, KKl M3 YICHOB KOMUCCUHU

3aroJIHAET UHIUBUIYAIbHBIA JTUCT TOJIOCOBAHMSL.

2.1.1.3. UrtoroBast oueHka 3a MNpo(UIBHBIM 5SK3aMEeH TMpeACTaBiIseT CcoO0OW  cpenHee

apudmeTnyecKoe 3HaYCHUHN OIICHOK, BHICTABJIEHHBIX a0UTYPUEHTY BCEMH WIEHAMU KOMMCCHUHU.

[ToreHnuanpHbple PYKOBOAMTENH AaOUTYpPUEHTOB B TOJIOCOBAHMM IO €ro KaHAWAAType He

Yy4acTBYIOT.
2.1.1.4. [IpoI0OJKUTENBHOCTS YCTHOTO pasjefia — B Mpeaenax OJHOI0 akaJeMHUYECKOro 4aca.

2.1.1.5. Kpurepuu oeHKH:

5 AOUTYpHEHT MMOKa3bIBaeT HABBIKK CAMOCTOSTEIbHON HAayYHO-UCCIIEI0BATENIbCKON
0aJ/UI0B | IEATEIBHOCTH, aBTOPCKHE MTOAXO0/IbI B HCIIOIb30BaHUM 3HAHUM B CMEXHBIX
00JacTsIX My3bIKAJIbHOTO UCKYCCTBA U TEOPUHU U UCTOPUU UCKYCCTBA, COUETAET
TpaZULIUU MYy3bIKOBEEHUS U IMYHYIO TBOPUYECKYIO UHUIMATUBY, BIIAJIEET
COBPEMEHHON METOJI0JIOTUEN HAyYHBIX UCCIEIOBAaHM, TOKA3bIBAET NMEPCIIEKTUBY
okoH4aHus pabotel Hag HKP B Teuennu Tpex et o0yueHwus.

4 AOUTYpHEHT MOKa3bIBaeT HABBIKH CAMOCTOSTEIbHON HAyYHO-UCCIIE0BATENbCKON
0ajia | IeATETbHOCTH, UCTIONB3Ys 3HAHUS B CMEXKHBIX 00JIACTSIX MY3bIKAIBHOTO
HCKYCCTBA U TEOPUHU M UCTOPUU UCKYCCTBA UCITONB3YS IPU 3TOM TPaJAULINHU
My3bIKOBeJIeHUs. [Ipy 3TOM He BIIOJIHE BIaJCET COBPEMEHHON METOA0JIOTUEH
HAy4YHBIX MCCIIEOBAHUMN, TPOSIBIISIIOTCS HETOCTATKN B YACTU HAYYHOI'O
000011eHus ¥ BEIBOJOB. OKOHYaHHE PAa0OTHI B CPOK BBI3HIBAET COMHEHHUS.

3 AOGUTYpHEHT HE IEMOHCTPUPYET HABBIKU CAMOCTOSITEIILHOTO MOAX0/1a K
0aj1a | MccieoBaTeNbCKOM paboTe, B HEJOCTATOYHOM CTENEHH UCTIONb3YeT 3HAHUS B




CMEXHBIX 00JIaCTAX MCKYCCTBA , HE TTIOKA3bIBACT HABBIKM CAMOCTOSATEIbHON
HAYYHO-UCCIIEIOBATENIbCKON JAesITeNbHOCTH. PaboTa He MOXKeT ObITh OKOHUCHA B
CpOK.

2 AOUTYpUEHT NIPECTABISET HENEPCIEKTUBHYIO IS TAIbHEHIIIEro HcCaeI0BaHus,
0ajs1a | BHE paMOK PEKOMEH/I0BaHHBIX 00JacTel NCCIeOBaHUs TEMY, OTCYTCTBYET
pa3BEpHYTHIN IJIaH UCCIEIOBaHMs, ADUTYPHEHT HE BIIa/ieeT IPaMOTHOM
MOHOJIOTHYECKON PEUYbI0 U TEPMUHOJIOTUYECKUM alnapaToM, ¢ TpyObIMH
OIIMOKaMU OTBEYAET HAa BOIPOCHI KOMUCCHH.
1 BricTymienue abuTypreHTa HECBA3HO, HE apryMEHTHPOBAHHO,
0asn HEenpo(eCcCHOHANTBHO; TOMYIEHbI TPyOble ONIMOKK B METO/IaX UCCIIE0OBAHUS

nanpHelas padota 6eccMbICTIEHHA.

2.1.2. O6menpodgeccnoHaNbHBIN pa3aes (MUCbMEHHbIH pa3/en):

e 3ajaya MO TrapMOHUM (NPeJIOAUsi) — BBIMONHICTCS 5 YacoB 03 TPOUTPHIBAHHS Ha
doprenuaHo;

e JIBOiHAs YeThIPEXIoJI0CHAA (pyra C pa3aeibHON dKCIo3uIuen (111 abUTypHEeHTOB KadeIphl
TEOPUHU MY3bIKH) — BBITIOJIHAETCS 7 4acOB C MPOUTPhIBAHUEM Ha (HOPTENUAHO MO OKOHYAHUU
HalMCaHUs; WIM TpexrojdocHass ¢yra (it aOUTypueHTOB Kadeap HCTOPUU MY3BIKH,
MEXIUCHUIUTMHAPHBIX CHEeIHaTn3aluii My3bIKOBEI0OB, HCTOPUH U TEOPUHU HCIIOTHUTEIHCKOTO
HCKYCCTBAa) — BBIMOJHSCTCS 5 9acoB ¢ MPOWUTPHIBaHWEM Ha (HOPTEMUAHO MO OKOHYAHUU
HaIMCaHMUSL

2.1.2.1. UtoroBelii 0aim 1o CHEUaTbHOCTH TpPEACTaBiIseT coboil cpemHee apupMeTHdecKoe

3Ha4YeHUH O

[EHOK [0 YCTHOMY UM THCbMEHHOMY pa3jieiaM MpoQHUIbHOTO SK3aMeHa IIo

CIICIMUAJIbHOCTH.

2.1.2.2. Kputepuu OlleHKH:

5 AOGUTYpHEHT [MOKa3bIBAET PElICHHE MMCbMEHHOTO0 33/1aHus 03 OIMO0K, OTIMYHOE
0aJUI0B | BIIAQJICHHWE TEXHUKOW HAMMCAHUS, C UCMOJIb30BAHUEM CTHIIMCTUIECKUX
0COOCHHOCTEH pazIUYHbBIX 30X, TOKA3bIBAET OPUTHHAILHOCTD HHTEPIIPETALIUH
3aJIaHHOTO TeMaTu3Ma U (OpMbI, paboTa BBHIIIOJIHEHA B YCTAHOBJICHHBIH CPOK.
4 AOGUTYpHEHT MOKa3bIBAaET PEUICHHE MUCbMEHHOTO 331aHUsI C HE3HAYUTEIbHBIMU
0ajta | ommOKaMu, XOpolee BIaACHHE TEXHUKOW HATMCAHUS, TPAMOTHO HCIOJIb3YET
CTWJIMCTUKY 33JJaHHBIX 30X U KOMIIO3UTOPCKUX TEXHUK, IPEACTABIISET
KJIACCHYECKYIO0 MHTEPIIPETAIHIO 33 JAHHOTO TeMaTu3Ma u popmbl, paborta
BBITNIOJIHEHA B YCTAHOBJICHHBIN CPOK
3 AOUTYpHEHT MOKa3bIBACT PEIICHHE MMUCEMEHHOTO 3a/IaHUS C PSIIOM
0aja | CTWIMCTUYECKUX U (HOPMOOOPa3yIOIIUX OMIUOOK, HHTEPIIPETALlUs 3alaHHOTO
TeMaTu3Ma, popMma 3aJaHusl, ero aKyCTHUECKOE 3ByUaHne B HEIOCTATOYHON
CTeNeHH yOeTuTENbHbI, paboTa MOJTHOCTHIO HE BBINOJIHEHA B YCTAHOBJICHHBIN CPOK
2 AOUTYpPHEHT TMOKa3bIBaET pEIICHHE C OOJBIIMM KOJIMYECTBOM TEXHHUYECKHUX,
0ajsia | CTWIMCTUYECKUX, (POpMOOOpa3yomMX OImUOOK, paboTa HE BBINOJHEHA B
YCTaHOBJICHHBINM CPOK
1 Pewienne 3ananus OJIHOCTBIO OTCYTCTBYET
0aJL1

2.2. ®dunocopus
2.2.1. Dx3am

CHALIMOHHBIE BOMPOCH MO ¢mIocopun (GOPMYIUPYIOTCS B COOTBETCTBHH C

®enepanbHbBIMU FOCYIAapCTBEHHBIME 00pa30BaTeIbHBIMU CTAHJApTaMM BBICILIETO 00pa30BaHusl.
2.2.2. DK3aMEHALMOHHBIA OWJIeT BKIOYaeT B ceds [Ba pasfena, KakAblH M3 KOTOPBIX

OLIEHUBAETCS

CaMOCTOSITCJIBHO, ~ WTOrOBas ~ OIlEHKA  MpeAcTaBiseT  co0oil  cpemHee

apI/Iq)MGTI/I‘-IGCKOG 3HAYCHHUC OLICHOK IO KAXIOMY U3 pa3acCiioB.



2.2.3. Kpurepuu olleHKH:

5 OTBeT NONHBIN U IPABUIILHBIN; A0UTYPUEHT CaMOCTOSITEIBHO H3JIaraet
0a/uioB | (pakTONOTMYECKHUE CBENIEHNUS, CBOOOIHO BIIaJICeT ClIelUaIbHOW TEPMUHOIOTHEH,
MOHOJIOTHYECKON PEYBIO.
4 OTBeT NOoJIHBIN U MPaBUIIBHBIN (C HABOJSIIMMH BOIIPOCAMH); a0UTYPUEHT
0aji1a | CaMOCTOSITENIBHO M3JaraeT akTOIOTUYECKUE CBEICHNUS, CBOOOHO BIIaIeeT
CIIelIMaIbHON TEPMUHOJIOTHEN, MOHOJIOTUYECKON PEeUblO; TOMYIIEHbI
HCCYIICCTBCHHBIC OH_II/I6KI/I, HCIIPABJICHHLIC B XOAC OTBCTOB HAa HABOJAAIINC
BONPOCH! WIEHOB KOMHCCHHU.
3 OTBeT Ha OCHOBHOH M HABOJISIIME BOIPOCHI HEMOJHBIH, C (HaKTOIOTUUECKUMHU
O0ajmma | ommOkaMu; aOUTYpHUEHT B HEJOCTATOYHOW CTENEHH BIaJI€eT MOHOJIOTMYECKOM
PCYBI0 U TCPMHUHOJIOTMYCCKUM allliapaToM.
2 OTBeT HEMONHBII U HeapryMEHTUPOBAHHBIH, TOMYIIEHbI CYIIECTBEHHbIE OIIMOKH,
0ajita | GakTonmorMueckwe  CBEACHHMS ~ W3JIOKEHBI  HEBEpHO; TMpPH  OTBETE  Ha
JOTIONTHUTEIbHBIE BOMNPOCHl paHee JOMYIICHHbIE OMIMOKH HCIpaBiICHbl HE
MOJIHOCTBIO.
1 OTBEeT Ha OCHOBHOM M HAaBOASUIME BONPOCHI HEMOJHBIA, HECBI3HBIM,
0aJ HEapryMEeHTHPOBAaHHBIN; JOMYyIIEHbl TpyOble OUIMOKH B ONpENeNeHusX, AaTax U
T.1., ICKQYKAIOIIUE CMBICI TOHITHH.

2.3. UHOCTpaHHBIH A3BIK

2.3.1. DKk3aMeH 10 HHOCTPAHHOMY SI3bIKYy CTaBUT CBOEH I€JbI0 BBISBUTH OOBEM 3HAHHIA,
HEOOXOAMMBIX aCIUPAHTY AJIs paObOThI HaJl OyAYIIHUM AUCCEPTALIMOHHBIM HCCIIEJOBAHUEM.

2.3.2. BerynurenbHbld 3K3aMEH BKJIIOYAET YTEHHWE W NMHMCbMEHHBIN IIEPEBOJ CO CIOBAPEM Ha
PYCCKHUH SA3bIK OPUTMHAIBHOTO TEKCTA MO MPO(QUIIIO MOATOTOBKH, pedeprupOBaHUE HA PYCCKOM U
MHOCTPAHHOM SI3BIKE TEKCTa MO MPO(UIIO TOArOTOBKH, Oecely Ha HHOCTPAHHOM SI3BIKE 110 TEME
JMCCEPTALMOHHOTO UCCIIEOBAHMSL.

2.3.3. Kpurepum oueHkmu:

ITucemennwlii nepesod mexkcma 10 CICIUATBHOCTH C HHOCTPAHHOT'O SI3bIKA HA PYCCKHH

5 [IpaBunbHBIN NEPEBO TEKCTA, 3HAHUE TEPMUHOB, 1—3 HE3HAUUTEIIbHBIC
0aJUI0B | CTUJIMCTUYCCKUE OIIHOKH

4 [IpaBUnBHBIN EPEBOJ TEKCTA, 3HAHUE TEPMHUHOJIOTNH, 3—6 TPAMMATUYECKUX U
0a/u1a | CTUIMCTHYCCKUX OIMIUOOK

3 YacTuuHbIN IEPEBOJ TEKCTA, HETOYHOCTH B MIEPEBOJIE TEPMUHOB, YACTUYHOE
0a/u1a | MCKaOKEHHE CMbICIIA TEKCTa

2 HenpaBunbeHbII epeBoI, MOJHOE UCKAXKEHUE CMbICTIA TEKCTa
0as1a

1 OTBET Ha OCHOBHOW M HaBOSIIME BOMPOCHI HEMOJIHBIN, HECBSA3HBIM,

0ajy1 | HEapTyYMEHTHPOBAHHBIN; JOMYIIEHBI TPYObIe OMUOKHU B ONPEACICHUSIX, JaTax U

T.II., HCKa)XXaroIue CMBICII TTOHSATHH.

Bouinonnenue 3adanuii Ha nonumanue codepafcanuﬂ RPOYUMAHHO020 OPUCUHATIBHO20

meKkcma Ha NHOCTPAHHOM S3BIKC

5 [TonmHOE MOHMMAaHKE COAEPKAHUS TPOYUTAHHOIO OPUTMHAIIBHOTO TEKCTA;
0aJu10B | TIpaBUIIbHOE BhiNoJHeHue 8—10 3aganuit

4 [ToHnMaHre OCHOBHOTO COJIEp KaHUsI IPOUYUTAHHOTO OPUTMHAIIBHOTO TeKCTa; 3—4
0ajuta | ommOKH, JOMYIIEHHBIC TPH BBHITIOJHEHUY 3aJaHUI

3 YacTuHOE NOHUMAHUE COJIEPKAHUS TPOUYNTAHHOIO OPUTMHAIIBHOTO TEKCTa; 5—6
0aj1a | omuOOK, TOMYIICHHBIX MIPH BBITTOJIHEHUH 3aJaHHA




2 HenpaBunbHOe NOHUMaHUE COAEPKaHUS MPOUYUTAHHOTO OPUTHHAIBHOTO TEKCTa; 7—
0anna | 10 ommOOK, TONYIIEHHBIX MTPH BHIMIOJIHEHUH 33 JaHHH

1 OTBeT Ha OCHOBHOW M HABOSIIME BOMPOCHI HEMOIHBIN, HECBS3HBIM,
0aJu1 | HEapryMEHTHPOBAHHBIN; JOMYIIIEHBI TPYObIe OMMOKH B ONIPEACIICHHIX, JaTaX U
T.I1., ICKAYKAOIINUE CMBICIT TTOHSATHM.
beceoa na unocmpannom sa3zvike 10 NPOGUIIO TOATOTOBKH IK3aMEHYEMOT0

5 I'my6Gokoe 3HaHME MPEeACTaBICHHON MPOOIEMBI, OTIMYHOE BIIaJICHHE
0aJIJI0B | ISKCUYECKUMH, TPaMMAaTUYECKIMU U CTUIIMCTUYECKUMHU HOPMaMHU
4 Xopolee 3HaHUE TEMBI, OTAEIbHBIE JIEKCUYECKUE U IpaMMaTH4YecKue OHNOKH (10 5
0ajta | omuOoK)
3 yJIOBJIETBOPUTEIBHOE 3HAHHUE NPEACTABICHHON T€MbI, TEPMUHOJIOTHYECKUE
0aj1a | OomMOKY, HApyIIEHHE IPaMMAaTUYECKUX M CTHIIMCTHYECKUX HOPM (5-9 omuboK)
2 VY 10BIETBOPUTENIBHOE 3HAHHE TPEICTABICHHON TEMBbI, TEPMUHOJIOTHYECKHE
0aj1a | OmMOKY, HApyIIEHHE IPaMMAaTUYECKUX M CTHJIMCTHYECKUX HOPM (5-9 ommuboK)
1 OTBeT Ha OCHOBHOW M HAaBOSIIME BOMPOCHI HEMOJIHBIN, HECBSA3HBIM,

0ana | HeapryMEHTUPOBAHHBIH; JOMYIIEHBI TPYObIe OMMOKY B ONIpEICIICHUsX, aTaxX U
T.I., ACKAKAIOIUE CMBICII TOHSITHH.

MeTtoanyeckue peKoMeHAaluu
U MPUMeEPbI IK3aMEeHAIlHOHHBIX 3aJaHUI

1 pazges IlpodpuiabHOro 3x3aMeHa no cnenraabHocTu. Pepepar

Bo BBeIeHHM BCTYMHTEIBHOTO pedepara peKOMEHIYETCSI PACKPBITh aKTyalbHOCTh BBIOPAaHHOMN
TEMBI ¥ UCCIIEJIOBAHUSI.

B 0CHOBHOI YacTH W3/TaraloTCsi BO3MOJKHBIE BAPHAHTHI Pa3/eNeHUs IETH HMCCIICAOBAHUS Ha
KOHKpETHBIE 3aJaud, clenarh 0030p MOAXOJ0B K HMX pEIICHHI0 M OOOCHOBBIBAIOTCA HambOoiee
NOJXOAIINe U3 HUX. [Ipy 3TOM peKOMEHIIyeTcs MOMBITaThC OTPA3UTh METOIOJIOTHYECKYI0 OCHOBY
OyayIero Uccie0BaHus, T.€. 1aTh OTBETHI Ha BOIPOCHI KAKME KOHKPETHBIE METO/IbI IMPEAIOIAraeTcs
UCTIOJIB30BATh TPH PELICHUH 33/a4.

B 3ak/I0YUTENBHOW 4YacTH BCTYNUTENbHOro pedepara o0003HAYAIOTCS OXKUJAEMble
PE3YNBTAThI, @ TAK)KE€ BO3MOKHOCTh UX MPAKTHYECKOTO HCIIOIb30BaHMUS.

[Tpu nmoarotoBke pedepara HEOOXOAUMO COOMIOIATH MPABHUIIA IIUTUPOBAHHUSL, UCTIONB3YS CCHUIKH,
a MY IPSAMBIX 3aMMCTBOBAHHSIX — KaBBIUKH.

Ko BcTynurensHOMY pedepaTy xKenaTeabHO J0OaBUTh CHUCOK MCNOJIb30BAHHOI JIMTEpPaTyphl,
BKJTIOYAIONIUH IMyOJIMKAIIMKY 3a TiocyieiHue 5 net u ohopmiieHnsiid B coorBerctBuu ¢ ['OCT 7.1 — 2003
«bubnuorpaduueckas 3anuch. bubnuorpapuueckoe onrcaHue.

2 paszaea IIpopuabHOro 3k3aMeHa 1o CeuaJIbHOCTH
IIucbMeHHBbIE IK3aMeHbI (npoduib — My3bIKAILHOE HCKYCCTBO)

[TucbMeHHBIE SK3aMEHBl 10 TapMOHMM M TMOJU(GOHHUU BXOIAT B CHUCTEMY HPOBEPKH
poeCCHOHATPHBIX KayecTB A0MTYPUEHTOB MY3BIKOBETYECKHX (aKyJIbTETOB IMPH IOCTYILUICHHH B
aCTIHPaHTYPYy.

BeImonnHeHne SK3aMEHAIMOHHOTO 3aaHUsI IPOUCXOIUT B Ay JUTOPHU:

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

nonmudorus (st aOUTYpUEeHTOB Kadeap HCTOpUU 3apyOeKHOM, MCTOPUU PYCCKOH MY3BIKH,
MCKIAUCHTUIIIIMHAPHBIX CHCI_[I/IaJ'IBHOCTeI‘;I MY3BbIKOBCIOB, HCTOPUHU U TCOPUU HUCIHOJIHUTCILCKOTO
WCKYCCTBA M JIPYTMX HAYYHBIX TOJpA3JENICHUI) — B TEYCHUE IISITH YacOB C IMPOUTPHIBAHUEM Ha
(dopTrenuaHo 1Mo OKOHYAHUH HATTUCAHUS.



nomdonus (st aOUTYpUEeHTOB Kadeaphl TECOPUU MY3BIKM) — B TEUYEHHE CEMH YacoB C
IPOUTpHIBAaHHEM Ha (pOpTEnHaHo M0 OKOHYAHUH HATHCAHUSI.

Pa3zpemaercs 15-MuHyTHas mpoBepka Ha (HOPTENUAHO YXKE BHITIOJIHEHHON PabOTHI.

Tematuzm AJid BCTYMUTCIIBHOTO 3alaHUA 110 TapMOHUHN HJIN HOHH(bOHHH MOXET OCHOBBLIBATHCS
Ha JTI000M TrapMOHMYECKON CHCTEME, COOTBETCTBYIOMIECH KOMITO3UTOPCKUM TeXHHUKaM KoHIa XX — XX
BEKOB.

Fapmonus. Ilpemmaraemas Ha BCTYNHTEIRHOM 3JK3aMEHE B AaCIHUPAHTYPy MPETIOAUS TIO0
TapMOHUU HMMEET TJIABHOM MENbI0 ONPEACTUTh CTEIEeHb OCBOCHUS AOUTYPHEHTOM COBPEMEHHBIX
MPUHIIUIIOB KOMIIO3HIIHH.

AOUTYpHEHT AOKEH O(GOPMHUTH MY3BIKAJIbHBIA MaTepual MbeChl TAKUM 00pa3oM, YTOOBI OH
COOTBETCTBOBAJI XY/I0KECTBEHHOHN MPAKTUKE OIMPENCICHHOIO MEepruo/ia |, KeIaTelbHO, KOHKPETHOTO
WH/IMBUAYAIEHOTO KOMIIO3UTOPCKOTO CTHIIS.

B xone BemmonHeHUs pabOThl HEOOXOIUMO JTOOUTHCS WHTOHAIIMOHHOW BBIPA3UTEIBHOCTH BCEH
TrapMOHUYECKOH (PaKTypbl, KOTOpas IOCTHTAeTCs 3a CUET MOJM(OHH3AIHMUA TOJOCOB MY3bIKAILHOM
TkaHu. OYeHb BAXHO MOKa3aTh T€ pa3zieibl B popMe MPeNtoInd, KOTOphIe Hanboee 4acTo coaepKaT
UMHUTAIMOHHBIE W KOMIUIEMEHTAPHO-MEJIOUYECKAE DJIEMEHTHI, YCWJIMBAIOUINE XYHI0)KECTBEHHBIN
3¢ deKT OT perieHus 3a/1a4m.

OcnosHas tumepamypa 0.1 HOO20MOBKU K IK3AMEHY:

Bnacosa H. O. TsopuectBo ApHonbaa [lIénbepra. — M., 2007.
I'ynaauukas H. C. Beeaenue B COBpeMEHHYIO rapMoHuto. — M., 1984,
HpstuxoBa JI. C. 'apmonus B My3bike XX Beka. — M., 1994 u 2008.
Unen 1O. H. Xonomosa B XXI Beke. — M., 2008 (ctateu 0. H. Xomnomosa).
Koroyrek Il. Texuuka komno3unuu B my3bike XX Beka. — M., 1976.
Kyp6auxas C. CepuiiHas My3bIKa: BOIIPOCHI HCTOPHH, TEOPUH, ICTETUKH.
Teopus coBpemenHol komnosunuu. — M., 2005.

Xounonos 0. H. I'apmonust (TeopeTnuecknii 1 NpakTUUECKUNA KypChl).
Xononos 0. H. 3aganus no rapmonuu. — M., 1983.

Xounonos 0. H. Ouepku coBpemeHnHol rapmonuu. — M., 1974.
Xomnonosa B. H., Xonomnos 0. H. My3bika Be6epna. — M., 1999.
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Moaudonus. s noctyniaeHus B aCUPaHTypy aOUTYpUEHTHI Kadeap UCTOPUU 3apyOeKHON U
HCTOPUH PYCCKOI MY3BIKH, Kadeapbl MEeXIUCIUIIMHAPHBIX CIICIMAIBHOCTEH MY3bIKOBEIOB, Kadeapsl
UCTOPUM M TEOPHM HCIOJHUTENBCKOTO HCKYCCTBA W JPYIMX HAYYHBIX IOAPA3IACICHUNA JIOJIKHBI
Hanucath OJHOTEMHYIO QyTY, sl aOUTYpHEHTOB Kadeapbl TEOPUU MY3BIKU — IBOHHYIO.

st abutypreHToB Kadeap UCTOPUU MY3bIKH 3apyOeKHOH 1 HCTOPUH PYCCKOM MY3bIKH, Kadeapbl
MEXIUCIMIUIMHAPHBIX ~ CHENHAIBHOCTEH  MY3BIKOBENOB,  Kadeapel  HCTOpUHM M TEOPHHU
UCTIOJIHUTENICKOTO MCKYCCTBA M APYTHX HAYYHBIX MOAPA3JCNCHHUN MPEAINoiaraeTcsi UCIoIb30BaHNue
CTPETTHl B PENPH3HOM paszzene (yru, yAEpKaHHOTO IMPOTHBOCIONKEHUS WM JBYX/TPEXTOJIOCHON
KaHOHMYECKOH CEKBEHIINHU, COSANHEHHS B 00pPaTUMOM KOHTPAITYHKTE.

Jns abutypueHToB KadeApbl TEOPHUH MY3bIKH: TOMHMO Ha3BaHHBIX BBIIIE, HCIIOIb30BAHUE
JIBOMHOTO KaHOHA B pernpuse (yry, yaepKaHHOTO MPOTHUBOCIOKEHHUS W MHTEPMEIUH (C BapHaHTaMH
NIEPECTaHOBKHU T'0JIOCOB), (hParMeHTOB ¢ 0OPATUMBIM KOHTPAITYHKTOM.

1._OcHosnas numepamypa 011 H0020MOSKU K IK3AMEHY .

bare H. Ilomudonus u ¢opma B cumbonndeckux npousBenenusx 1. Xungemwura // Ilaynb

Xuaaemut. CtaThu B ucciegoBanusa. — M., 1979.

Homxkanckuit A. 24 npemonuu 1 pyru J[. Hloctakosuua. — JI., 1970.

Exnmosckuii B. OnuBse Meccuan. )Kusnp u TBOpuecTBo. — M., 1987.

3anepankuii B. [lonmudonus B uHCTpyMeHTanbHbIX pon3BeaeHusx J. locrakosuua. — M., 1969.

3anepanxkuii B. [Tonuponnyeckoe mpinuienue M. CtpaBunckoro. — M., 1980.

Kysnenos 1. Teopernueckue ocHOBBI noaudonun XX Beka. — M., 1994.

Jluxauesa U. 24 npemonuu u ¢pyru P. enpuna. — M., 1975.

CumaxkoBa H. KontpanyHkT ctpororo ctuns u ¢pyra. Ku.2. dyra: ee noruka u nostuka. — M., 2007.

CoxkonoB A. My3bikanbHasg komno3unua XX Beka: /nanektuka TBopyectsa. — M., 1992.

Tep-OranezoBa WM. «Ludus tonalisy. OcHoBHBIE o0ocoOeHHOCTH (popmooOpazoBanums//I1aynb

Xungemut. CtaTbu 1 MmaTepuainsl. M., 1979.

Xomomos 0. O6 sBosonnyu eBpornenckoit TonanbHol cuctembl//IIpodaemst nana. — M., 1972.

e Xomnonoa B. K mnpoGreme MmysbikambHbIX ¢opMm 60-70-x rogoB XX Beka // CoBpeMeHHOE
MCKYCCTBO My3bIKaJIbHOM Komno3unuu. M., 1985. Tpyasl ' MIIU um. I'necunsix. Boin.79.

e Xomnomnosa B., Yurapésa E. Ansdpen [lIautke. Ouepk xu3nu u TBOpUecTBa. — M., 1990.

2. Obpaszey nucbMeHH020 3a0aHUsL:
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B cootBerctBrn ¢ ®I'OC BO nocrynaomuii B acCOupaHTypy JTOJKEH:

UMETh MPEACTaBIEHUE O HAy4YHBIX, (UIOCO(CKUX M PEIUTHO3HBIX KapTUHAX MHUPO3JaHUSA,
CYIIHOCTH, Ha3HAUYEHUH U CMBICIIE KH3HHU YEJIIOBEKa, 0 MHOTO0Opa3uu (opM UYeIOBEUYECKOTO 3HAHMS,
COOTHOILIEHUU HUCTHHBI W 3a0JyXJCHHs, 3HAHUS U BEpbl, PAllMOHAIBHOTO W HPPALHUOHAIBHOTO B
YeJIOBEYECKON JIeATEIbHOCTH, 0COOCHHOCTAX (DYHKIIMOHHPOBAHHUS 3HAHHUSA B COBPEMEHHOM OOIIECTBE,
0 TyXOBHBIX IIEHHOCTSX, UX 3HAaYEHUH B TBOPUECTBE U MIOBCETHEBHOM KHU3HH, YMETh OPUEHTUPOBATHCSA
B HUX;

MOHMMATh POJIb HAYKU B Pa3BUTUU LIMBUIN3ALMU, COOTHOIIEHNE HAYKN U TEXHUKHU U CBSI3aHHBIC
C HUMHU COBPEMEHHBIE COLIMANBHBIE U ATUYECKHE MTPOOIEMBI, IEGHHOCTh HAYYHOM pallMOHAbHOCTH U €€
UCTOPUYECKHX TUIIOB, 3HATh CTPYKTYPY, (GOPMBI 1 METOABI HAYYHOTO MTO3HAHUS U UX HBOJIIOLIHUIO;

NOHUMATh CMBICII B3aMMOOTHOIICHHSI TYXOBHOTO U TEJIECHOTO, OMOJIOTHYECKOTO M COIUAIEHOTO
HayajJl B YeJIOBEKE, OTHOUICHHsS YeJOBeKa K MPHUPOAEC M BO3HHUKIIMX B COBPEMEHHYIO JIOXY
TEXHUYECKOTO Pa3BUTHUS IPOTUBOPEUNH, KPU3HCA CYILIECTBOBAHUS YEIOBEKa B IIPUPOJIE;

3HATh ycJIOBUS (OPMUPOBAHUS TUYHOCTH, €€ CBOOOAbI, OTBETCTBEHHOCTH 3a COXpaHEHHE KU3HHU,
OPUPOJBI, KYIbTYpHl, MOHHMMATh pOJIb HAaCWJIUS B KMCTOPUM M YEJIOBEYECKOM MOBEICHHH,
HPABCTBEHHBIX 00513aHHOCTEN YeJI0BEeKa M0 OTHOIICHUIO K IPYTUM U caMoMy cebe;

UMETh TPEJICTaBIEHUE O CYIIHOCTH CO3HAHUS, €r0 COOTHOIICHHH C OECCO3HATENbHBIM, POJIH
CO3HaHUS M CaMOCO3HAHUS B IMOBEACHHUU, OOUICHUM M JIEATENbHOCTH JIOAeH, (HOpMHUpPOBaAHHUU
JUYHOCTH;

3HaTh U YMETh ONEpPUPOBATH OCHOBHBIMU (PUIOCO(MCKHUMH TMOHATUSMHU, 3HATh OCHOBHbBIE
UCTOPUYECKHE ATl pa3BUTHA (punocoduu;

3HAaTh OCHOBHbIE 3aKOHOMEPHOCTU Pa3BUTHUSI HAyKH, UMETh MPEICTaBICHUE O JIOTMKE HAYYHOTO
MIOWCKa, OCOOCHHOCTSIX HayYHOU UCTHUHBI,

UMETh TpejcTaBieHue o (uirocopckux mpodiemMax H30paHHOW HAyYHOW CHEIUAIbHOCTH,
B3aUMOCBSI3M (PUIOCOPHH U KOHKPETHON HAyKH.

[TponomKUTETLHOCTD SK3aMEHa — B MpeiesiaX OJHOT0 aKaJeMHUeCKOro Jaca.

IIpumepHbIe BONPOCHI:

1. ®unocodus, ee npeanmer u crneuuduka. Mecto ¢miocopun B KyIbType: COOTHOIICHHE
bunocodun u peaUrum, NCKyCcCTBa, HAYKH, UICOJIOTHH.

2. Crpykrypa punocockoro 3HaHUS.

Hayxka kak (opma mo3HaHus U COIUATbHBIN HHCTUTYT.

4. TIlpoGnemMa HCTUHBI B HAYYHOM U (PMIOCO()CKOM 3HAHUU.

(8]



10.
11.

12.
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.

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

Snucremonorus (rHoceonorus). Cneunduka u GopMsl MO3HAHUS B UCTOPUU MBICTH (Ha IpUMeEpe
IBYX (pri1ocOPCKUX KOHIICTIIIHI).

Coumanbhas ¢unocodus. OOmecTBO Kak mpeaMeT Gpuiocopckoro aHanuza (Ha mpuUMepe ABYX
bunmocoPpckrux KOHIENIINHN).

@unocodekast antponosorus. [Ipobnema yenoseka B guiocopun XX Beka (Ha MpUMeEpe OJHOM
KOHIICTIIINH TI0 BEIOOPY).

dunocodckoe moHUMaHue KyabTypbl. COOTHOILIEHHE KYJIbTYPhl M LIMBUIH3AIHH.

DcreTHKa Kak paszen punocoduu, ee npeMeT U OCHOBHBIE KATETOPHUH.

Qunocodust W TymMaHuTapHele Haykd. lIpoOnemMa MOHUMaHHMA B COLUAIBHO-TYMaHUTAPHOM
3HAHUU.

Axkcuomnorus. [Ipo6iiema IeHHOCTH B COBPEMEHHOM COIHMATIbHO-TYMaHUTAPHOM 3HAaHUH.

DTHKa KaK pazzaen pumocoduu: ocHOBHAS poOIeMaTHKa.

dunocodust HCKyCCTBA: ATAIBI PA3BUTHS U KITIOUEBBIE TIPOOIEMBI.

A3pik w mbiieHue. dunocodus s3pika (Ha npumMepe ogHOW (GuiTocoPCKON KOHIEHIUU 110
BBIOODY).

[Teproapl, MIKOJIBI ¥ KITIOUYEBBIE TIOHITHS APEBHEH HHAMKCKOMN dumocodum.

®dunocodekue konnenuuu Kondynus u Jlao 11361

AnTtnynas gunocopus. OCHOBHBIE 3Tallbl Pa3BUTHS, TPEICTABUTENH, IIKOJIBI, TPOOIEMaTHKA.
dunocodust «10cOKpaTUKOB». OCHOBHBIE IIKOJIBI M MTPOOIEMaTHKA.

Coxkpar 1 copuCThI: aHTPOIMOJIOTHIECKU TTOBOPOT B aHTUYHOM (prtocoduu.

IInaton u ero counHenus. OHTONIOTUA U THOceonorus [lnaToHa.

CommanbHo-nonuTHyeckoe ydeHue Ilmarona: cmnpaBemIMBOCTh, TOCYAApCTBO, BOCHUTAHUE,
UCKYCCTBO.

ApucTOTEINb U €ro cOYMHEeHHs. OHTOJIOTUS M THOCEOJOT Ul APUCTOTEIS.

OCHOBHBIE U/IEN AHTUYHOM 3CTETUKU: MEPA, TAPMOHMSI, KATAPCUC, MUMECHC.

®dunocodust FSMOXHU AIMHU3MA: TIPEICTABUTENH, IIKOJbI, HIEH.

Qunocopust B Cpennme Beka. [Ipobrema Bepsl u pazyma. OCHOBHBIC OTambl pa3BUTHS
CPEIHEBEKOBOM XPUCTUAHCKOW (procopuu.

Buzantuiickas ¢unocodus. IlpeacraButenu 1 0COOEHHOCTH pPa3BUTHSI.

Ocrtetuka Buzantun. Copeprkanue criopa HKOHOOOPIIEB ¢ MKOHOTOYUTATEsIMU. Teopusi oOpasa
Noanna JlamacKkuHa U €ro apryMEHTHI B 3aILIUTY UKOH.

dunocodckue uaen ABpenus ABrycTHHA.

®omMa AKBUHCKHUI U paclBET CPEAHEBEKOBON YHUBEPCUTETCKOMN TpaJHULINN.

CpenneBekoBbIii criop 00 yHuBepcanusax. OCHOBHBIE TIO3UIIMN U TTPEICTABUTEIIN.

Qunocodust smoxu  BozpoxkaeHus: NPUHLIUN aHTpoNoOUEeHTpu3Ma. KoHIenuus «y4eHoro
He3Hanus» Hukomnas Kysanckoro.

OcreTndeckue naeu 31oxu Bo3poxxaeHus B InTeparype, >KUBOIIUCH U MY3bIKE.

Hayunas peBomtonust XVI-XVII BB. u ee Bnmusaue Ha dunocoduto Hosoro Bpemenun (Hukomait
Konepnuk, /[x. bpyno, 'anuneo I'anuneit, Mcaak HploTOH — Ha mpumMepe OJHOTO Y4YEHOIO IO
BBIOODY).

@unocodust . bakona. [TpuHIUTIBI HAYIHON WHAYKIIUH.

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

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

®dunocodus I'. JleiiOHUIA: MPUHITUTI TTIOPATU3Ma U TTOHATHE MOHA/IBI.

OcTeTrnka 6apoOKKO: OCHOBHBIE MPUHIIMITBI, y4EHHUE 00 OCTPOYMHH.

®dunocodus T. ['o66ca u [[x. JIokka. [Ipobiema mo3HaHus, COIMATBHO-TTOJIMTHYCCKUE UICH.
OcHOBHBIE IPUHLUIIBI 3CTETUKH Kilaccuuiu3ma. Tpakratr H. byano «lloatnueckoe nckycctBoy.
Odunocopuss smoxu [lpocBemieHuss (KIrOYEBbIE MPOOJIEMBI M TPEACTABUTEIN Ha MpPUMEpe
aHIJIMICKOT0, HEeMeNKoro win ¢paniry3ckoro IIpocsenienns — mo BeIOOPY).



43.

44,

45.
46.

47.

48.
49.
50.
51.

52.
53.
54.
55.

56.
57.
38.
59.
60.
61.

62.
63.

64.
65.
66.
67.

68.
69.

70.

Tpancuenaenranshas ¢unocopus M. Kanra: obmas xapakrepuctuka. Unen «Kputuku 4uctoro
paszymay.

Otuka KaHrta: uiest KaTeropudeckoro uMiepatupa. Jcretnka Kanra: aHanuTHKa IpeKpacHOro 1
BO3BBIIIEHHOT O, TIOHATHE T€HUS.

Konnenmus «acternueckoro Bocnutanus» @. [lunnepa u uaest «3CTeTUYECKOT0 rocyaapCTBay.
®unoco(hCcKo-3CTETUYECKUE HACH HEMEIKOTO pPOMaHTH3Ma (Ha MpUMEpe TBOpUYECTBa OpaTheB
[nereneit, ['€npaepnuna, HoBanuca, llneitepmaxepa, [llennuara — no BeIOOpY).

Hemenxwuit HIEaIu3M. O06mas XapaKTEPHUCTHUKA. N.T. Ouxre, ®. B. 1. Iemmmar,
I'. B. ®. I'eremns.

®dunocodcekas cuctema . B. @. I'erens: Jlyx, 1uanekTiuka U UCTOPHUS.

Wnes ucropun UCKyccTB B 3cTeTHKE ['erens.

[To3uTHBU3M: OCHOBHBIE MPEACTABUTEIN U UJIEH.

Kputuka rerenpsuctBa B ¢miocopun BTOpoil monoBuHb  XIX BB. (A. llomenraysp,
C. Ksepxkerop, ®. Hume, K. Mapkc — 1o BeI60OpY).

«Dunocodus xuzan» (B. Junbreit, @. Humme, A. beprcon — mo BeiOopy).

OcHoBHble uaeu ¢punocopuu Mmapkcuzma. Mapkcus3M Kak KpUTHKA UICOJIOTUU U KaK UJCOJIOTHUSI.
Awmepukanckuii mparmatusm (Y. ITupc, V. JIxxemc, Jx. [Iptou — o BeIOOpY).

OcHoBHbIe TpoOemsbl drtocodpun sx3ucteHmanuzma (M. Xaiaerrep, K. Scnepc, XK.-I1. Captp,
A. KaMmro — o BEIOODY).

Ananmutnueckas ¢unocodus (b. Paccen, JI. Butrenmreiin).

®unocodckas repmenentuka I.-I". 'anamepa.

dunocodckue uaen knaccuaeckoro gppeanzma. Heodpeitausm.

dunocodekas mpicab B Kuesckoit Pycu (X — XIII BB.).

dunocodckas meicib B Mockosckoit Pycu (XIV — XVII BB.).

OcHoBuble HampapieHust ¢uinocodcekoir mbiciu B Poccum XVIII Bexa (M. B. JlomoHoCOB,
A. H. Pagumes, H. 1. HoBukos, M. M. Illep6atos, I'. C. CkoBoposia — 10 BEIOODY).

Criop 3amaTHUKOB U CIIaBIHO(DUIIOB.

Ocretuka peanmu3Ma B Poccun XIX B. (B.I'. benunckuit, H. I'. Yepnbrmesckuii, B.B. Ctacos — o
BBIOODY).

Penmurnosno-dpunocodcekue B3rasaasr . M. JlocToeBckoro.

Penurunosno-dunocodcekue u scrernueckue B3risiasl JI. H. Toncroro.

®dunocopuss Bi. C. ComoBbeBa: KpUTHKA OTBJICUYCHHBIX Hadal W HJAEs IEJIbHOTO 3HaHUS.
[TpoGnemarrka BceeUHCTBA, COGUOIOTUN, UICTOPHUECKOTO MPOoIlecca, TEOKPATHUH.

Ocrternueckne wuaen pycckoro cumBoiuzma (Ba. C. ConosweB, Bsu. U. HBanos, II. A.
®dnopenckwii, A. benbiit, A. A. Biok — o BeIOOpY).

OcHoBHble punocodckue HanpasieHus B Poccun Hau. XX B. (Ha mpuMepe IBYX HAIIPaBJICHUH).
OcobenHoctu pa3BuTHs oTedecTBeHHOH (punocodekoit mpicin B XX Beke (I'.B. Ilnexanos, B. U.
Jlenun, I'. T'. IlInert, A. ®. JloceB, M. M. baxTun — 1o BeIOODY)

®dwunocodust MOCTMOIEpPHA: OCHOBHEIE MPEACTABUTEIH U MPOOIeMaTHKA.

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

i S I Al ol

I'epaxnum. @parMeHThl

IInamon. Anonorus Cokpara

Ilnamon. Tlup.

Aepenuti Aseycmun. Ucnioensp (11 xuura).

Jlexapm P. PaccyxlieHne o MeToe.

Kaum U. Oter Ha Bonpoc «Yto Takoe [Ipocsemenne?»
Yaaoaes I1.1. ®unocoduieckue nmucbMa (TMCbMO TIEPBOE).
Mapxc K. Tesucel o Deiiepbaxe.

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

. Acnepc K. Benenue B punocoduto: 1. Uro takoe punocodus? 2. McToku nNpoucxoxIeHUs

dbunocodumn.
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Jluteparypa /il NOATOTOBKU:

Y4eOHUKH MO 001IUM BOIIPOCaAM

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

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

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

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

CiioBapu M SJHUMKJIONEIUH

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

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

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

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

Y4eOunku no ucropun gpuaocopun

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

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

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

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

Cepbounenxo B.B. Pycckas dunocodus. Kype nekmuit. — M., 2005, 2007.

Hcmopus pycckou gpunocoguu: Yuebnuk onsa 6y308 /Peoxon.: M.A. Macaun u op. — M.: Pecnybauxa,
2001 (u nepeuso.).

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

HNHocTpaHHBIN A3BIK

Branenne WMHOCTpaHHBIM SI3BIKOM B IEPHOJ MHTEHCHUBHOIO PA3BUTHUS HAYYHO-TEXHHUYECKOTO
Iporpecca OTKpBIBA€T JOCTYIl K MHPOBBIM JIOCTH)KEHUSM HAyKH, TEXHHMKH, KYJIbTYpbl IpPYruX
HapOJIOB, CITYKUT 0OMEHY HOBEUIIUMU JOCTHXKEHUSMHU B PA3IMUHBIX 001aCTAX HAYKU U MIPAKTHKH.

3HaHWE WHOCTPAHHOTO S3bIKA CIIOCOOCTBYET TOJYYECHUIO HEoOXoauMmMon HHpopMau,
MPaKTUYECKOMY HCIOJB30BaHUIO €€ B padoTe, MOBBIILIEHUIO MPOGECCHOHATbHOW KOMIIETEHTHOCTU U
MEXKYJIbTYPHON KOMMYHUKALINH.

N3ydyeHne WHOCTpAHHBIX SA3BIKOB B BY3€ SBIAECTCS HEOTHEMJIEMOW COCTABHOM YacThIO
MOJTOTOBKH CIEIHAUCTOB PA3IUYHOr0 MpOo(WiIs, MOCTYMAIOUIMX B aCIHPaHTYpy, KOTOpbIE B
cootBetrcTBUH ¢ TpeboBanusMu ®I'OC BO nmomkHBI JOCTUYL YPOBHSI BIaJeHHUs MPOodhecCHOHATLHBIM
S3BIKOM, TI03BOJISIIOLIETO MM IPOJOJKUTH OOyYEHHE U BECTH NMPO(ECCHOHANBHYIO AEATENbHOCTH B
WHOSI3BIYHOM Cpejie.

[TocTynarone B acHUpPaHTYPY JOJDKHBI BiageTh opdorpadudeckoit, opho3mUIecKoi,
JIEKCUYECKOM, TI'pPaMMAaTHYECKOM M CTHUIMCTHYECKOM HOpPMaMM M3y4aeMoro s3blka B MHpenernax
IpOrpaMMHBIX TpeOOBaHMH By3a M MPaBWIBHO HCIIOJNB30BaTh HMX BO BCEX BHUAAX pPEUYCBOU
KOMMYHHUKAIMHU, B HAy4HOU cepe B hopMe YCTHOTO U MUCbMEHHOTO OOIICHUSI.

Crennuky BCTYNMHTEIBHOTO SK3aMEHa IO AHTJIMICKOMY, HEMEUKOMY, (paHIly3cCKOMY IHOO
UTAJIbSIHCKOMY SI3BIKY TPEICTABISIIOT TPEOOBAHMUS, TO3BOJISIIOIINE ONIPEAEISITh YPOBEHb 3HAHUM SI3bIKa,
YMEHUN U HAaBBIKOB 10 pa3jIMYHBIM BUAM PEUEBOU JeATenbHOCTH. [locTynaromuii B acnupaHTypy
JOJIKEH YMETh:

YUTATh JUTEPATYpPy Ha MHOCTPAHHOM SI3bIKE IO CBOEH CIIELIMATIbHOCTH;
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0(pOpPMIIATH MONTyYSHHYIO HHPOPMALIMIO B BUJIE TIEPEBO/Ia;

OecenoBaTh Ha A3BIKE 10 CBOEH CHEMAbHOCTH;

NEPEeBOJIUTH CHEIHUATBHYIO U OOILEUCKYCCTBOBEIUYECKYIO JIUTEPATYPY C MHOCTPAHHOTO SI3bIKA Ha

PYCCKHH U C PYCCKOT'O HA MHOCTPAHHBIN;

BOCIPUHHUMATh MHOSA3BIYHYIO PEYb B Pa3IMUHBIX COLIMAIBHBIX CUTYaIUX.

Oco0oe BHHMaHuWE Ha BCTYNUTEIBHOM 3K3aMEHE OOpallaeTcsi Ha YMEHUS M HaBbIKU IO
Pa3IMYHbBIM BU/IaM PEUEBOU EATEIbHOCTH!

Yymenue — BIAJICHUE BCEMU BHJIaMU YTEHUS OPUTHHAIIBHOM JIUTEpaTyphl MO MpodeccuoHaAIbHON
NESTENBHOCTH (03HAKOMUTENIBHOE, IPOCMOTPOBOE, N3YYAIOILEE);

2060penue — yMeHHUE COOOLIUTH MOATOTOBIEHHYI0O HMH(OpPMAIMI0 Ha HHOCTPAHHOM S3BIKE,
BJIaJICHHE HAaBBIKAMU O€CeIbl 0 TeME HAYYHOTO UCCIICOBAHUS;

RUCbMEHHbII nepeeod0 — YMEHHE aJeKBaTHO IepelaTh CMBICI HMHOCTPAHHOTO TEKCTa IO
CIELUANTBHOCTU C COOJIOACHUEM HOPM PYCCKOTO $I3bIKA, ONPEACICHHOTO 0O0beMa 3a ONpeieiICHHOE
BpeMsl.

ITponomKUTENBHOCTD SK3aMEHA — B IIPEAEIaX OAHOI0 aKaJEMHUECKOI0 aca.

DK3aMeH BKJIIOYAeT B ce0s TpU 3aJaHMUs:

UYreHHne OPUTHHAJIBLHOT0 MY3bIKOBeTUeCKOr0 TekeTa (00heM 2000-2500 rneyaTHBIX 3HAKOB);

JlomyckaeTcsi HCTIOIb30BaHUe coBapel — OOLINX U CHEeIMAIbHBIX.

OrneHrBaeTCsl yMEHHE MAaKCUMaJIbHO TOYHO M aJIeKBaTHO HM3BJIEKaTh OCHOBHYIO MH(OpMAIHIO,

colepKallylocs B TEKCTe, MPOBOAUTH 0000IIEHWE M aHAIU3 OCHOBHBIX MOJIOXKEHUHN

IIPEBSABIEHHOTO TEKCTa AJIs IEPEBOA.

Bpemst Bemonnenust paboter — 30-40 munyt. IlepeBoj omeHWBaeTcs C ydeToMm OOIIel

a/IeKBaTHOCTH, TO €CTh OTCYTCTBUS CMBICIIOBBIX HCKaKEHUI, COOTBETCTBHS HOpMaM U IIpaBUJIaM

s3bIKa MEepPeBo/Ia.
Berjioe (mpocMOTpOBOE) YTeHHE OPUTHHAIBHOIO MY3bIKOBeI4ecKoro Tekcra (oosem — 600-800
MeYaTHBIX 3HAKOB).

Bpewms BomonHenus: — 5-10 munyT. @opMa MpoOBEpKH — Nepeaaya U3BJICUEHHOW WH(pOopMauu

Ha NTHOCTPAHHOM SI3bIKE.

OneHuBaeTcsl yMEHHE B TEUEHHE KOPOTKOIO BPEMEHHU ONPEIEIUTh KPYr pacCMATPUBAEMBIX B

TEKCTE BOIPOCOB U BBISIBUTH OCHOBHBIE MTOJIOXKEHUS aBTOPA.

OrneHnBaeTCs Takke 00beM U TOYHOCTh M3BIICUEHHOW MH(pOpMAIMU, MPAaBUIBHOCTD NEpeaadn

€€ Ha U3Y4aeMOM SI3bIKE.

Becena ¢ 3k3ameHaTopaMM Ha HMHOCTPAHHOM $3bIKe II0 BOIPOCAM, CBSI3aHHBIM C HAay4HOH
CIEIUAaIbHOCTHIO A0UTYpPHCHTA.

OneHuBaeTcsl yMEHHE NPOAEMOHCTPUPOBATH BIAJEHUE IOATOTOBIEHHON MOHOJOTHYECKOU

peublo, a Tak)Ke HEMOATOTOBJICHHOW JMAJOrMYecKOll peubl0 B CHUTyallud OQUIHAIBHOTO

O0IIIeHUS B Mpeienax MporpaMMHBIX TPeOOBaHUH;

COJIEPKATEIbHOCTh, aJ€KBaTHAsl pealn3alusi KOMMYHUKATHBHBIX HAaMEPEHUN, JOTUYHOCTH,

CBSI3HOCTb, CMBICJIOBAsl U CTPYKTYpHasl 3aBEPILIEHHOCTb, HOPMAaTUBHOCTb BbICKA3bIBAHUI;

Bpewms Beimosnenus 5-10 MuHyT.

IIpyMepHBIH YPOBEHDb CJI0KHOCTH TEKCTOB JIJIfl llepeBOIa

AHIINHACKUA 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,
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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
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.
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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.

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.
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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 1'eau et celui
du ciel.

Pour traduire les trois ordres d'impressions que nous recevons de ce spectacle, la musique
dispose de trios €léments: ses sonorités, pour imiter la voix de la mer, ses rythmes, pour en suggérer
les mouvements, ses harmonies et ses timbres, pour donner a I’oreille I'équivalent des nuances et des
reflets que 1'oeil y pergoit.

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

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

L’ caractére méme des trois tableaux qui constituent son poeme musical de "La mer" montre un
dessein réfléchi; la premicre partie s'intitule "De 1'aube a midi sur la mer", c'est-a-dire le passage de
'aube au grand jour, et traduit 1'élément coloré et lumineux que nous relevons d'abord dans le spectacle
de la mer; le second morceau, intitulé "Jeux de vagues" répond davantage a 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, I’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 continliment 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.
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Deux arabesques

Composées en 1888, et donc postérieures de peu a La Damoiselle élue et aux Ariettes oubliées,
les Arabesques furent publiées par Durand en 1891. La premicre audition de la seconde Arabesque eut
sans doute lieu le 23 mai 1894. Par rapport a la Danse bohémienne de 1880, le progres est
considérable, et la, valeur de ces deux pages cxquiscs, tout autre que documentaire, leur assure une
place permanente dans le répertoire de la musique vivante. Elles sont méme plus .achevées et plus
personnelles que les pages pianistiques publiées cn 1890, de composition fort probablement antérieure.
Pour Léon Vallas, “leur souplesse fait songer a la brillante légereté 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 ’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 écrits, 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 1’apogée dans 1’ceuvre de
Bach. Les deux picces sefréclament de la forme ternaire, mais infiniment mieux équilibrée que dans la
Danse bohémienne. Si les souples triolets de la Premiere Arabesque en mi majeur peuvent évoquer
encore Massenet, mille détails, dans le traitement évoquer encore Massenet, mille details, dans le
traitement des arpeéges, 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 pieces
anglaises comme Général Lavine.

L’Arlésienne

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

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

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

Danse bohémienne

La' plus ancienne piéce pour piano connue de Debussy n'a été publiée que plus d'un demi-siécle
apres sa composition (Schott, 1932). C'est I’ceuvre d'un adolescent de dix-huit aus, qui se trouvait alors
au service de Nadejda von Meck, la 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,
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adoptant une simple forme ternaire. Aprés un petit développement médian en si majeur, la reprise, trés
¢courtée, est amenée par un trait chromatique de quatre mesures qui constitue peut-étre la trouvaille la
plus heureuse de I’ceuvrette, d’inspiration assez nettement slave, sinon tchaikovskienne.

HeMmenkuii A3bIK

KREUTZERSONATE

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

Dal} die Kreutzersonate technisch nicht leicht ist und in der Auffassung nur von echten Kiinstlern
bewiltigt wird, sei angemerkt. Die beste 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 mafigem Zeitmal} verleiht diesem Satz eher den Charakter eines Menuetts.
Der dritte Satz ist trdumerisch und elegisch, wihrend 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 groBen Urauffiihrungserfolg seiner ersten Symphonie (1841 im Gewandhaus in
Leipzig) schrieb Schumann eine "Symphonische Phantasie", die im gleichen Jahre im Gewandhaus zur
Auffiihrung kam. Da der Widerhall jedoch ein geringer war, lie er das Werk zehn Jahre liegen,
arbeitete es um und iibergab es , nachdem er inzwischen zwei weitere Symphonien geschrieben hatte,
als seine vierte Symphonie, dieder Entstehung nach also die zweite ist, der Offentlichkeit.

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

Das Bedeutendste, was Mozart fiir das Klavier geschaffen hat, eine seine Konzerte. Die Jahre
1783 bis 1786, wo er am moisten aufgetreten ist, waren flir ihn die produktivsten. Die in Wien
entstandenen Klavierkonzerte 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 Oktavenginge bekannt waren, vermeidet er sie. Er glaubte, sie
konnten der Leichtigkeit und Geschmeidigkeit der Hand schaden. Legte Mozart einen grof3en Wert auf
Klarheit und Gelédufigkeit, so waren seine geistigen Anforderungen an den Inhalt nicht weniger
bedeutend.

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

SCHUMANNS KLAVIERMUSIK

Robert Schumanns Kunst wurzelt in der Klaviermusik. In den ersten zehn Jahren seines
Schaffens hat er ausschlie8lich Werke fiir das Klavier geschrieben, die wohl am ehesten berufen sind,
seinen Namen fiir alle Zeiten zu erhalten. Indem er den Ausdrucksbereich des Klaviers bedeutungsvoll
erweitert und vertieft hat, ist er seinem groflen Zeitgenossen Chopin ebenbiirtig. Die Werke des spiten
Beethovens miissen auf Schumann einen 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 wéhrend 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.

HUTalbgaHCKNH 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). 1l 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 ispird, il che a suo giudizio — di Wagner — depone a favore dell’'uomo
Mozart. Beethoven respinse l'opera, il che non gli impedi certo di utilizzare come modello per la sua
grande aria di Leonora [nel Fidelio] il rondd '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.
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UNA TRAGEDIA CHE FECE FURORE

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

Non molto ci ¢ noto delle vicende biografiche che ne accompagnarono la composizione, € sono
piuttosto rare le notizie attendibili nei mesi compresi fra il trionfo della Somnambula (6 marzo 1831) e
la prima di Norma (26 dicembre 1831). Fin da aprile Bellini sapeva di dover comporre un’opera nuova
che doveva inaugurare la stagione di carnevale alla Scala con due interpreti d'eccezione, Giuditta Pasta
e Domenico Donzelli, ma il soggetto non era stato ancora scelto. Il compositore trascorse 1’estate a
Villa Passalacqua sul lago di Como, da dove il 23 luglio scrisse ad Alessandro Lamperi una lettera in
cui si accenna per la prima volta alla nuova opera: "Ho scelto di gia il soggetto per la mia nova opera
ed ¢ una tragedia titolata Norma ossia l’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 ¢ se Romani ne ricavera una bella poesia, potra
venire un bel libretto; ma questa volta temo che la miavena mabbandoni perché la testa ¢ divagata da
quel maledettissimo colera che minaccia tutta Europa". Gia il 7 settembre il composito re aveva
terminato la sinfonia dell’opera e scritto I’abbozzo di un coro, e da quanto scrive a Giuditta Turina ne
era piuttosto soddisfatto. Delle fasi successive della composizione sappiamo poco, perché il carteggio
belliniano ¢ assai lacunoso.

LE ISPIRAZIONI DI DA PONTE

Le fonti dirette del libretto, quelle cio¢ da cui Da Ponte prese le mosse, sono difficilmente
individuabili. 1l carteggio mozartiano e le Memorie del librettista sono privi di qualsiasi informazione
al riguardo. Di solito 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 e drammatiche precedenti. Il tema della scommessa, da cui si
sviluppa tutta 1’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
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sappiamo che Da Ponte era un grande ammiratore di Ariosto e che nei canti 42 e 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.

Pyccknii s3b1k

HUcnonnurenscknii Tagant A.H. Ckpsadnna

Anexcanap HuxonaeBuu CkpsiOUH Bolied B MCTOPHIO MY3bIKM HE TOJBKO Kak KOMIIO3UTOD,
o0afaBmIuil SIPKUM HEOOBIYHBIM CTHJIEM, HO M KaK HE MEHee OPUTMHAIbHBIA nmuaHuct. M B 3TOM
OTHOLIEHWM MOXHO TMPOBECTH Napajyiedb C BBIJAIOIMMMCSI  KOMIIO3UTOPOM-HCIOIHUTEIEM
PaxmanuHoBbIM. OJTHaKO 371eCh €CTh CYIIECTBEHHOE OTiIMuYue — eciau ainsi PaxmanunnoBa CkpsOuHa
OHa He 3aHsua Takoe Mecto. C npyroil CTOPOHBI, TBOPUYECTBO W HMCHOJHUTEILCTBO CKpsiOMHA
HEpPa3pbhIBHO CBS3aHBI, OHM ABYEAMHBI MO CBOEH CyTH. MHOrue OCOOCHHOCTH HCIIOJHUTEIHCKON
MaHepbl CkpsiOMHa - HEepBHasi BO30YXJAEHHOCTb, HEYJIOBUMO M3MEHUYUBBIE TEMIT U PUTM, TOHYAMIIAs
rpajanus 3By4aHHs - HAlUTM OTPaKCHHE B €ro opTenuaHHoM TBopuecTBe. CKpsAOMH ObUT HE TOJBKO
TeHUATBHBIM KOMITO3UTOPOM, '"3BE3/I0M MEpBOM BEJIMYMHBI', HO M YPE3BBIYAMHO CBOCOOPa3HBIM
nuanuctoM. Hanbonee sipko muanu3m CkpsiOMHA pacKpbIBAICS B UCIIOJTHEHUH UM CBOMX COOCTBEHHBIX
COYMHEHMI. DJTa SBHO BBIpA)KCHHAs HANpaBJIEHHOCTh MHTEPECOB KOMIIO3UTOpa Oblla CBs3aHa, B
IIEPBYIO OUYEPE/b, C YCIOBUSIMU €r0 JKU3HM, C PAaHO BBISIBUBLIECHCS MMAaHUCTUYECKON 0JapeHHOCThI0. C
JNETCKUX JIET OH poc B Mupe ¢oprenuanHon My3bikd. Kpome Ttoro, CkpsOWH Mody4dan cBoe
obpa3zoBaHue y u3BecTHOro Mmockosckoro nenarora H.C. 3BepeBa, a 3atrem y B.M. CadonoBa, Takxke
pa3BUBILIMX NHAHU3M MOJIOAOT0 My3bikaHTa. CadOoHOB OYeHb OBICTPO OLEHWT BBIJAIOLIEECS
MIMAHUCTUYECKOE 1apOBAHME IOHONIM, U BCKOPE IPHU €ro NOJJAEPKKE HAYMHAETCS UCIOJHUTENbCKAS
nesitenbHOCTh CKpsiOMHA Ha KOHIEpPTHOM dctpazae. [lpuemsbr, koTopele mokazan emy CadoHOB,
nomoranu CKpsiOMHY YCHEIIHO CHPABIATHCSA ¢ TAKUMHU TPYIHBIMH POU3BeAeHUsAMH, Kak Konuept Ne
1 @. Jlucra, no3aHue coHarsl berxoBeHa, BupTyo3Hbie 3TIoAbl [llymana, neecol lllonena. Onnako
MOJIOJIOW MUAHKCT, a3aPTHO YBJIEKIIUCH Pa3BUTHEM CBOEH MUAHMCTUYECKON TEXHUKHU M HE 00Janas ot
MPUPOJABI TOCTATOUYHO KPENMKON M BBIHOCIMBOW KOHCTUTYLHMEW, Mepeurpan npaByio pykKy (momoOHas
UCTOpUS Ciydwjack B cBoe Bpemss ¢ MosoabiM Illymanom). B Hawane 90-x romoB mnepBble
dboprenmannbie onychl CKpssiOMHA MOSABISIIOTCS B MOCKOBCKOM m3paaTenbeTBe I1. FOprencona. B atux
nepBbIX counHeHHsX CKkpsOuHa JOBOJBHO SIBCTBEHHO OLIYIIAIHMCH CIEAbl BO3AeicTBUS YalKOBCKOTO,
Jlucta m ocobenno ropsyo mooumoro um Illomena. IlocTtenmeHHO MMS MOJOIOrO KOMITO3MTOpA U
MUAHKUCTA IPHOOPETaeT U3BECTHOCTh B MY3BIKAJIbHBIX Kpyrax Mockssl u IlerepOypra. U tam u 31ech y
HEro MOSBISIOTCS KaK ropsyue MOKIOHHUKU, TaK U — [0 Mepe OOPETEeHUsI UM OPUTHHAILHOTO CTHIIA -
apble HemoOposkenarenu. Eme B Te panHue roxsl CkpsOMH oOnajan COMYTCTBOBAaBIIEH €My BCIO
KHU3Hb CIOCOOHOCTBIO C TMEPBBIX K€ B3SITHIX UM aKKOPJOB YCTaHABJIMBATH MCUXMUYECKUH KOHTAKT C
ayauTOpuel, ucToyaTh OT ce0sl HEKUl HEPBHBIM, TMITHOTU3UPYIOUINHA TOK, HEOTPA3UMO MOKOPSIBIIUI
ee. B ucnonnennn CxpsiOuHa ero coOCTBEHHBIE COUMHEHHUS Ka3aJMCh MMIIPOBU3AIMIMH, KaK Obl TYT
KE POXKIABIIMMUCA, €II€ HOCHBIIMMH HEOCTBHIBIIMM IbUI TBOPYECKOTO BIOXHOBEHUS: CTOJIBKO
cBOOO/BI U MPHUXOTIMBOCTH OBUIO B €0 Urpe, TAKOH CBEXKECTbIO U HEMOCPEACTBEHHOCTHIO BESJIO OT
Hee. Ucnonmuurtenbckuii  obmuk  3penmoro  CkpssOMHa  OCTaTOYHO  HPOTHBOPEYHMB.  OTa
MIPOTUBOPEYUBOCTh, B YACTHOCTHU, CKa3ajlaCh B TOM, YTO B MepUOJ KU3HU, Korja CKpsOuH co3naBal
CBOM IIO3[HUE INPOU3BEICHMS, OH CPAaBHUTEIBHO MaJlo Mrpajll UX B KOHLeEpTax. Bocbmas conara,
Hampumep, He ObUIa UM UCIIONIHEHA HU pa3y. CKpsAOMH-MMAaHUCT MponaraiupoBail NPeuMyIeCTBEHHO
cBoM couMHeHHs 10 50-x omycoB. lcmonHuTtenbckas, Kak M KOMIIO3UTOPCKas, AEATEIbHOCTb
CkpsOuHa Bcerza BbI3bIBaIa MHOTOYMCIIEHHBIE CHOPbI M HEOJHO3HAUHBIE OT3bIBBL, 4YTO
CBHJIETENICTBYET O TOM, 4T0 CKpsiOMH ObLJI, HECOMHEHHO, BEJIMKHM MY3bIKaHTOM. PenieH3un Ha ero
urpy ObUIM OYeHb MPOTUBOPEUYMBBL. OJTHUM Ka3aloch, YTO Kak MUaHUCT, CKpsOMH HE MpelCcTaBiseT
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co0oil mepBOKIACCHOW BeMMYUHBI. Ero TexHumka He OnecTdlla, ynapy HEIOCTaeT CHJIbL, TOH €ro
HECKOJIbKO 0JIHO0OpaseH. J[pyrue cumtaiu, 4To HElb3sl TOBOPUTH O ero TexHuke. O Hell He ayMaellb,
ciymas ero urpy. CHbIINIIE TOJBKO U MEPEXKUBACIIb TO, YTO OH CBOEH TBOPYECKOW BOJIEH 3acCTaBIIET
CIIBIIIATh M IEPEXKUBATh, - 3TO Belnvaiiee uckyccrBo. [loromy, Moxer ObITh MMeHHO CKpsiOUH U He
BUPTYO3, HE HCIIOJHUTENH OOJIBIIIOr0 KOHLEPTHOTO 3aj1a, — CJMIIKOM TOHKA €r0 UTpa, CIUIIKOM MHOTO
B HEH HIOAHCOB W HACTpoeHHsa. M B 3TOM OTHOHNICHMM OH IIOX0K Ha CBOErO JYXOBHOIO
npenmectBeHHuka — [llonena. Bee 3Tu oneHku emie pas3 Mmoa4epKUBAIOT TaKHe OCOOEHHOCTH WIPHI
Ckps6uHa, Kak MUMIIPOBU3ALMOHHOCTh, TOHUYAMIIAs HIOAHCUPOBKA, MPe00ialaHue TUXUX 3BYYHOCTEH,
B Tpajaiiuy KoTopslx CKpsOMH OB HEMOBTOPUM.

Cxpunuunoe TBopuectso U. C. baxa

Cxpunnunoe Hacineaue M. C. baxa, XOTS OHO U OTHOCHTEJIBHO HEBEJIMKO, OKa3aJi0 BO MHOTOM
OIIpEACIAIONIEE BIMSHUE Ha CTAHOBIIEHUE EBPOIEHCKOTO CKPUIIMYHOIO HcKycctBa. Jlo cux mop
COXpAaHSET OrPOMHYIO XYJIOKECTBEHHYIO II€HHOCTb. bb1O OBI, OJHAKO, HEBEPHO BBIJEIATh B
TBOpuecTBe baxa M paccMmarpuBaTh OTHENBHO CHENM(UKY CKPUIMYHOTO CTWISA. Buammo, ciemyer
TOBOPUTH O TEX WM MHBIX YepTax TPAKTOBKU CKPUIIKHA B PaMKax €ro LEJIOCTHOIO KOMIIO3UTOPCKOIO
MBILICHUS, OMUPAIOLIETOCS CKOpPEe Ha OpraHHbIe M XOPOBBIE BBIPA3UTEIIbHBIE CPEICTBA U TEMOPOBBIE
KOMIUIEKCBI, MBIIJICHNS, HOCSIIEr0o CUHTETUYECKUH XapakTep, TBOPYECKHM BOOpaBIIEro H
nepepabdoTaBIIEro TOCTUKEHUSI €BPOINEHCKON My3bIKaJIbHOW KynbTyphl. lomudonnueckuii xapakrep
MBbIIUICHNS baxa ApKo NposIBUIICA U B €r0 CKPUIIMYHBIX NMPOU3BEACHUAX. OH KOPEHUTCS B TPAIULUAX
HapOJHBIX HEMELKUX TaHLEB, HAPOJHOW HMHCTPYMEHTAJIbHON NPAKTHUKHM MHOTOIOJIOCHOW HIPHl Ha
MHCTPYMEHTaxX ¢ OypAOHHPYIOLMMH cTpyHaMH. Henb3s He yduThIBaTh M TpaJAMLUN UIPbl HA BUOJAX
(ocobenHo ram0e), MOJbIIE BCEro 3ajepXkaBIIMXcs HMeHHO B ['epmanun. B ¢opmupoBanum
0axOBCKOI0 CTHJIS 3aMETHbI MTAIbSHCKUE TPAJULMHU, B IEPBYIO odepeab UAaylMe oT BuBambau, uto
cKa3anoch Ha nojaxojae baxa k kpynHoii popme, GOpMHUPOBAHUH B €r0 TBOPUECTBE MPEIKIACCUIECKOTO
TUIIA CKPUIIMYHOTO KOHLEpTa. B TpaKkTOBKE CIOUTBI U CTApUHHOM COHAThl OCOOEHHO 3aMETHBI
YeIICKHe, MOJIbCKHUE, 0TYacTu (hpaHiy3ckue BiusHud. Ho, Tak uiam uHaye, Bce 3TU BIMSHUS OCTAIOTCS
JUIIb B HpeJenax <«BEpPXHEro cios» — (GakTypbl, OTICIbHBIX IPUEMOB, TpaHed (QOPMBIL.
ITpeoOpa3oBaHHbIE TBOPUECKOH (haHTa3Hel reHHs, OHM MOJIYYalOT HHOE XYA0KECTBEHHOE OCBEILICHHE,
IpUOOPETAIOT CaMOOBITHBIM XapakTep. YHUKAIbHBIM CO3JaHHEM 0aXOBCKOIO Ie€HMsI ABISIOTCS LIECTh
COHAT U MAPTUT ISl CKPUIKHU coJio (Hanmucanbl okoJio 1720 rona B Kérene). 3aeck ckpurika, B OTIUYHE
OT WTAJIBAHCKUX TPAaJULUM, TPAKTYETCS KaK CaMOCTOSTCIBHBII MHOTOTOJIOCHBIM HHCTPYMEHT,
o0Jiafalomuii  OrPOMHBIMU BBIPA3UTENBHBIMUA BO3MOXHOCTSIMM — U IIOJIHO3BYYHEM OpraHa, M
BOKQJIbHOU TIE€BYYECThIO, TMOKOCTHIO YEIOBEUECKOT0 Iojioca, U OOraTCTBOM OPKECTPOBBIX TeMOpOB. B
coHarax bax mpopoikaer Kak Tpaguluyd HEMELKON HApOAHOW MY3bIKH, CBSI3aHHBIE C MHOI'OI'0JIOCHOM
GbakTypol, HMIPOBHU3ALMOHHOCTBIO H3JIOKEHMSA, TPAKTOBKOM TaHLEB, Tak M  TpaguLUu
poeCCUOHATLHON MY3BIKH HEMEIKUX, UTATbSIHCKUX U aBCTPUHCKUX KOMIIO3UTOPOB. bax BO MHOroM
U OTKa3bIBACTCA OT NMPEKHUX TPAAULIMN, IEPEOCMBICIMBACT UX, CO3JACT HOBBIE. Y HETO COBEPLICHHO
OTCYTCTBYET CKOpJaTypa MpUMEHEHHe O0JIBIIOro KOJIM4YecTBa yKpameHuid. OH IMIMPOKO OMHUpaeTcs Ha
ApKHE 3BY4YaHMsl, 4aCTO MCIOJB3YET OTKPBITBIE CTpyHBI. He ciiyd4aiiHO ABE COHATBI M JIBE MapTUTHI
HaIKMCaHbl B TOHAJBHOCTSX BCEX OTKPBITBIX CTPYH CKPUIKHU. B 11emoM HEoOXoauMo paccMaTpuBaTh
COHAThl M MapTUTHl KAK €IMHBIA IPaHAMO3HBIA LIUKJ, PACKPHIBAIOIINN ONpEAENeHHYI0, Gpuiocopcku
HACBILIEHHYIO IIPOrpaMMy, B KOTOpPOM HaxXOASAT OTPaKEHHWE W3BEYHBIE TEMBI JKM3HHM U CMEPTH
YeloBeKa. XOTs IO CXeMe CKpuIhyHas coHata y baxa cxomna c¢ conaroir da chiesa wTaibsHCKHX
KOMIIO3UTOPOB, HO CaMa TpPaKTOBKa COJAEp)KaHMsI 4acTed BO MHOIOM oTiaudaercd. Tak, nepBble
ME/IJICHHbIE YaCTH COHAT y UTAJIbSHIIEB IPEJCTABIAIOT COOOH OOBIYHO BCTYIUIEHUE K OBICTPON 4YacTH,
B TO BpeMs Kak y baxa 3T0O — IOJHbBIE MAaTETUKU U DKCIPECCUU CAMOCTOSITENIBHBIE YacTH
MOHOJIOTHYECKOI'0, peUNTaTUBHO-UMIIPOBU3ALMOHHOIO XapakTepa. Bropele uactu y baxa — ¢yru,
MIOJTHO3BYYHbIE, OOraThle TUHAMUYECKHM Pa3BOPOTOM pa3BuUTHs. X 00pa3bl CBsI3aHBI C JCHCTBHEM,
KOJIJICKTUBHBIM HadajoM, Oojee OOBEKTUBHBIM XapaKTepoOM BbIpakeHHs. TpeTbu dYacTum —
JUPUYECKUN ILeHTp coHaThl. lllMpokas HANEBHOCTb, 3MOLMOHAIBHAS IIPUIOJHATOCTb, IIOPOU
MPOSBIISIIOIIASCS «UyBCTBEHHOCTb» HWHTOHAIMM, CYOBEKTHUBHAs JMPUYHOCTb BBICKA3bIBAHMS, 3TH
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YEepThl CTAHYT XapaKTEPHBIMU JJI1 MY3bIKHM BTOPOU MOJIOBUHBI BeKa. 3/1ech bax onepexaer BO MHOTOM
MYy3bIKaJIbHOE pa3BUTHE CBOEro BpemeHHu. DuHanmbpl coHaT — Moau(OHUYHBI, B HUX bax macTtepcku
MPUMEHSIET CKPBITYI0 monudonHuto. OHM BO MHOTOM MOTOPHBI, UM CBOWMCTBEHHBI CEKBEHTHOCTD,
MOBTOPHOCTb, OTHOTUITHOCTH (PaKTypHBIX GUryp. My3bika (MHAIOB BBI3BIBAET ACCOLMALIUN C TIOTOKOM
caMoil )KU3HU, CTPEMUTENFHOCTBIO BpeMeHH. 311ech bax jmocturaer 601b1I0# ETbHOCTH HE CTOJIBKO 32
CUeT JpaMarypruu (B STOM OTHOIIEHWHU TIJIABEHCTBYIOT IE€pPBBIE JIBE YaCTH), CKOJIBKO 3a CUeT
000011IeHUs, CO3/IaHMsI OUIYIIEHUS Mpa3IHUKAa. MOXXHO OTMETHTb B CBSI3U C ITHM M HEKOTOpOE
MIPOHUKHOBEHUE >KAaHPOBO-TAHLIEBAJIbHBIX JJIEMEHTOB (OHHM, KOHEYHO, NPUCYTCTBYIOT, IMOpPOH B
CKPBITOM BHUJE, U B APYTUX YaCTAX, 0COOCHHO B (pyre). CkpunuyHbie MapTUTH baxa sSBISIOTCS Kak Obl
aHTuTe30i coHar. CoHaTa U Mocienyolas NapTUTa COCTABIAIOT KOHTPACTHBIE Naphl (ABE MEPBBIX —
MUHOpPHBIE, MOCHEAHss Mapa — MaxkopHasi). OCHOBY ABYX MEPBBIX COCTABIAIOT TPAJAUIIMOHHBIC YACTU
CTapUHHOM CIOMTHI — aJuIeMaH/a, KypaHTa, capabanmaa, kura, oyppe. Ho y baxa onu — He mpocrto
TaHIleBaJibHbIE HoMepa. OOpasznHas wmeramopdo3a 31ech 3HauuTenbHa. Hawmbonee cBetoif,
XKU3HEpanocTHOU sBisieTcs: Tperbs maptuta E-dur. OHa Bo MHOTOM mpeaBocxuImaer cTuiib baxa
JEUNIUIckoro nepuona. MIMEHHO OHa CTAHOBUTCS 3aBEPLICHUMEM BCErOo IMKJIA, €r0 HMTOrOBBIM
cMmbiciioM. TakuMm 00pa3om, SKCHO3UIMSA HUKIa — (Qrtocodckoe pa3MbIIUIEHHEe — coHata g-moll,
HamOoJee «TeMHas» 1Mo TeMOpy, ONMUPArONIasIcs Ha CaMyl0 HH3KYIO CTPYHY CKPHIIKH. 3aBepIIaroIias
YyacTh LMKJIA JHUKYIOIIUNA Mpa3aHuk — mnaptuta E-dur, B KOTOpoi HCIONb30BaHA camasi «CBETJas»
TOHAJILHOCTb HAa CKPUIIKE, YTO CBA3aHO C BBICOKOM HETEMIIEPUPOBAHHOW 10 HACTPOMKE CTpyHOU MH.
B3anMONpOHMKHOBEHHE YacTel COHAThl M MAPTUTHI MPOUCXOAUT MMEHHO B HHX. Tak, B IlepBoit
COHaTe JIBe MmocijenHue 4actu — crouTHble (Cunnnnana u Presto, kak cBoeoOpa3Hast Bapuallys Ha Hee
— nyOusb), a B TpeTheit mapTuTe nepBas 4acTh coHaTHass — 3HaMeHUTHIN [Ipemton. [lukn umeer u nBe
CMBICIOBBIE KylnbMUHANMU. llepBas cCBs3aHa C JIMYHOCTHBIM HadaloM, Cyab0Oil uYenoBeka u
peanu3zoBaHa B YakoHe — TpaHAMO3HOM IOXOPOHHOM IIECTBUU-PA3MBIILIEHUHA. Bropas —
KHU3HEYTBepKIarolas — peanu3oBanHas B Gpyre D-dur, moctpoennoil Ha Teme xopana «[psiau, 1yx
cBaATOM». OJHa W3 3TUX [BYX KYyJIbMHHAUUN OJMLETBOPSET HACTOSIIEE BpPEMs, 3€MHYIO JKHU3Hb,
KOHEYHOTO YeJIOBEKa, Apyras — BEYHOCTb, JYXOBHYIO >KH3Hb, CBETJIOE Oynyiiee, BO3POKICHHE
YKW3HU, OTPUIIAHKE CMEPTHU, HEYMHpAroIyto KpacoTy Yenoseka. OcHoBOM 17151 baxa B 3TOM 1IuKIie TeM
caMbIM CTAHOBHUTCSI IIOCTPOEHUE CKBO3HOW JpaMaTypruH II€JIOr0, OCHOBAaHHOW Ha OIpENEICHHOM
3ambiciie, Oau3koM OaxoBckUM «CTpacTsaMy». YakoHa — yHUKaJbHOE COUYMHEHHUE JJISi COJUPYIOIIeH
CKPHMIIKH, MOIIb 3BY4YaHMS M 3KCIPECCUs KOTOPOM IOXOAST 34ECh 10 OPraHHOM M OPKECTPOBOM.
YakoHa HAYMHAETCS MEJICHHBIM IPOBEACHUEM OCHOBHOW TOMOGOHHOW TEMbI — TMEpHOJa. 3aTeM
CIIEYIOT TPUIUATh JBE BapUAIllMM Ha HEe, pPa3BOPAYUBAIONIUECS OONBIIMMH JHHAMHYECKUMU
BonHaMu. B nwmkie baxoMm wucnonb3oBaHa sBHag W CKpbITasg mnonudoHus, poxopdsimas 10
YEeTHIPEXTOJIOCHOTO CKIaaa, ocobenHo B gyrax. [Ipu mepenoxennn YakoHBI 1751 KIIaBUpa WM OpraHa
bax mepeBen 3Ty ckpbITyl0 MoiAM(pOHHIO B peanbHylo. Ho B opurmHaie MacTepcTBO BEIMKOTO
noM(OHUCTA B UCTIONB30BAHUU PAa3HOOOPA3HBIX BHIPA3UTEIBHBIX BO3MOKHOCTEH CKPUITKH HACTOJIBKO
BBICOKO, YTO NPH HUCIOJHEHUM CO3JAETCs OLIYIIEHHE DPEATbHOIO 3BYYaHHs BCEX 3aJyMaHHBIX WU
HaMEYEHHBIX KOMIIO3UTOPOM I'OJIOCOB.

22



