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1. Heiab BCTYNHTEIBLHOIO HCNILITAHUS

[lens BCTYMUTENRHOTO MCHBITAHUA — ONIPEIEINTh YPOBEHD BIANEHUSA MHOCT PAHHBIM SA3BIKOM KaK
CPEICTBOM OCYHIECTBIECHUSA KOMMYHHMKAIIMA B WHOA3BIYHOM A3BIKOBOM Cpene B Mpeaenax
MPOTPAMMHBIX TPEOOBAHMH K OCBOEHWIO TUCIMIUITUHBEI «HOCTPAHHBIN S3BIK» 3a MOJHBIM KypC
00yueHUs B BY3€ IO IPOTPAMMAM CITEIMATUTETAa U MATUCTPATYPHI.

2. CﬂHEp}RﬂHHE BCTYIIHTEC/JIBHOI'0O HCIIBITAHHHA

BerynmurensHOE MCHBITAHME HA TMPOTPAMMEBI BBICHIETO O0pa30BaHUA B (POPME ACCHCTEHTYPHI-
CTQKUPOBKHU IO AuCIMIUIMHE «HOCTpaHHBIN SA3BIK» NPOBOOUTCA MO OTHOMY W3 TPEX MHOCTPAHHBIX
A3BIKOB: AHINIMHCKOMY, HEMELIKOMY, (DPAHITY3CKOMY.

BerynurensHO€ MCIBITAHUSA MPOBOAUTCS B (popMe 3K3aMeHa mo OuieraMm B yCTHO-TTHCEMEHHOM
popme.

Ha sBcTynuTensHOM MCHBITAHUM TOCTYHAIONIMHM TODKEH MOPOAEMOHCTPHUPOBATE YMEHHUE
ITOJIL30BATHECA WHOCTPAHHBIM S3BIKOM KaK CPENCTBOM KYJIBTYPHOTO M MPO(hecCHOHATBHOTO OOMICHHMS.
[Tocrymarommi  gomken Braners opdorpapuuecknmu, (POHETHUECKUMM, JTEKCUMIECKUMHU U
rpaMMarn4eCKMMI HOPMAMHM HHOCTPAHHOTO S3BIKA WU IPABHILHO MCIOJB30BATE MX BO BCEX BHUIAX
PEUEBOM IEATETHLHOCTH, MIPEACTABICHHEIX B C(pepe mpo(pecCHOHATEHOTO O0MICHUS.

Tpebopanma K 3HAHMAM W YMEHHAM Ha BCTYIUTEIHHOM HK3aMEHE OCYMIECTBIAIOTCA B
COOTBETCTBUHU C YPOBHEM CHAEAYIONINX A3BIKOBBIX KOMIETEHIIUII:

T'oBopeHHe H _avVIHpPpOBAaHHE - HA HK3aMEHE IMMOCTYIIAONIMM [JOJKEH II0KA3aTh BIAICHUE
MOATOTOBJIEHHON W HEMOATOTOBJICHHOM MOHOIOIMYECKOM W OUAJIOTHYECKOM PEYBI0 B CUTYALMH
o(puIanbHOTO O0MIEHMA B Mpemesax BY30BCKOH HpoTpaMMHON Temaruku. OIEHWBACTCS YMEHHE
aJICKBATHO BOCITPUHUMATH PEUb W TABATH JIOTHYECKN 000CHOBAHHBIE PA3BEPHYTHIE OTBETH HA BOMPOCHI
HK3AMEHATOPA.

UreHHe - KOHTPOIUPYIOTCS HABBIKU M3YJAIONIETO M OPOCMOTPOBOTO 4TeHUA. B mepBom cinydae
NOCTYMAKIIMI OO/DKEH IPOAEMOHCTPUPOBATE YMEHHE YWUTATh OPUTHMHAIBHYIO JIATEPATYpPY MO
CHENUATEHOCTH, MAKCUMAJIBHO MOJTHO U TOUHO MEPEBOAUTE €€ HA PYCCKUM A3BIK, HOIB3YACE CIOBAPEM
U OmMpasck HAa NPO(ECCHOHAIBHBIE 3HAHWUSA W HABBEIKA S3BIKOBOM M KOHTEKCTYAIbHOW TOTAIIKH.
[TuceMEHHEIIT TEpPeBOI HAYYHOTO TEKCTa IT0 CHEI[MATBHOCTH OIEHWBAETCS C VYETOM O0OmIeH
ANEKBATHOCTU  IEPEBOAA, TO €CTh OTCYTCTBHA  CMBICIOBBIX  MCKAKEHUM, COOTBETCTBUSA
CTWJIMCTHYECKUM HOPMaM PYCCKOTO S3BIKA, BKIOYAs ymorpedmenue TepMuHOB. [Ipu mpocMOTpoBOM
/OErIOM ITEHUM OT[EHWBAETCA YMEHUE B TEUCHHME OTPAHUIEHHOTO BPEMEHHN U 0e3 CIoBaps OMPEICTUTE
KPYT PacCMATPUBAEMEBIX B TEKCTE€ BOMPOCOB, BEISIBUTH OCHOBHBIE ITOJIOKEHUS ABTOPA U MEPECKA3ATH
TEKCT HA MTHOCTPAHHOM S3BIKE.

IlepeBo - OOCTyHmamIMKU AOKEH YMEThH IEPEBOOUTHE MUCBMEHHO CO CIIOBAPEM TEKCT MO
CHEHUATEHOCTH C MHOCTPAHHOTO fA3BIKA HA PYCCKUM B TEUEHHUE 3a0aHHOTO BpemeHu. [leperon momken
COOTBETCTBOBATE HOPMAM PYCCKOTO S3BIKA.

JlekCHYeCKHI 3a1aC MOCTYNAIOMIEr0 B ACCUCTEHTYPY-CTAKUPOBKY JOKEH COCTABUTL HE MEHEE
3000 mekcuyeckux €IuHUIl ¢ YIETOM BY30BCKOTO MHUHMMYMA W MOTEHIMAILHOTO CIOBAPA, BKIIHOYASL
npuMmepHO 300 TepMHHOB MPOMUIMPYIONIEN CHEHUATBHOCTH.

I'paMMaraka - Ha 5K3aMEHE MOCTYMAMONIMI JOKEH ITOKA3aTh BIAJAECHME TPAMMATHUYECKHUMHU
HOPMAMHU MHOCTPAHHOTO S3BIKA:

Anenutickuil A3vIK

[Topamok cmoB mpocroro mnpemnoxkeHusa. (CIOKHOE TMPEMIOKEHUE: CIO0KHOCOUMHEHHOE H
CJIOKHOTIONUMHEHHOE mnpemtoxkeHusa. COro3sl M OTHOCHUTEIBRHBIE MECTOMMEHMS. YIOoTpedieHue
TUUHEIX (POpPM rnarojia B aKTUBHOM 3anore. (CormacoBaHUE BpeM
ATEHTUBHBLIM JIOMOJHEHUEM, 0€3 areHTHBHOTO [JOIIOJTHEHUS, ,J%fr aﬂ%?ﬁ;?ﬁﬂgﬂﬁﬂlﬁﬁ.m
OANCKAMICE COOTBCTCTBYCT PYCCKOMY KOCBCHHOMY HIH IIP 1“[~|w-|-::|:-m:.a-r:r:mamm:emmaummwmir:FaFEﬁ:.M?ﬁ
uH(pUHATHBA, 000POT «IOMOJHEHHE ¢ WHOUHUTHBOMY» (OOBEKTH] Baaicici:Myrues Biitop Aneicéssn
«ITOmJIeKaNnIee C MH(PUHATHBOM)» (MMEHUTEIBHBEIN IMAgekK C eIt £ 00 Mo (11 724
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mpudactue B (DYHKIIMH ONPENENeHWUS W ONPENCTUTENLHBIE MPUYACTHEIE OOOPOTHI; HE3ABUCUMEIN
MPUYACTHEI 000pOT (adCOoMIOTHAS MPUYACTHAS KOHCTPYKIMA); NPHUIACTHRIN 000pOT B (PYHKIIMH
BBOJHOTO 4WJIECHA; 000POT «IOTIOMHEHHE ¢ mpuaacTueM» (000poT 0OBEKTHRIH MaAeK C MPHYACTHEM);
npemroxkeHus ¢ mpuaactueM | wam I, crosnmm Ha mepBoM MecTe B MPENIOKEHUA U ABIITIONIMIMCS
JACTRIO JBYWIEHHOTO Cckazyemoro have +cymiectBurensHOoe + mnpuuactue. OYHKIMM TEePYHIUS,
repyHanansHee 000poTel. CocnararensHoe HakgoHeHWe. MoganpHeie miaroasl. MOmag pHBIE TITATOITEL
C mpocTeiM | meppekTHeIM wHpuHUTHBOM; (QyHKIMH wiarogoB should w would. VYcmosuwie
MpemIoKeHuss. ATpUOYTHBHBIE KOMILIEKCHI (TIETIOYKHM CYHIECTBUTENBHEIX ). HMuBepcus. OcHOBHEBIE
COUMHUTEILHEIE U ITOAUYNHHU TEIEHBIE COIO3EI.

Hemeyxkuu sa3vix

[IpocTeie pacnpocTpaHeHHBIE, CIOKHOCOYMHEHHBIE M CIOKHOMOOUUHEHHBIE IPEIJIOKEHHUS.
PamogHas KOHCTPYKIIUS U OTCTYIUIEHUSA OT Hee. MeCTO 1 mopAI0K CIOB NPUAATOUHBIX MPEIIOKEHUI.
Corw3el u koppematel. MuorozHaunoctes coro30B. llepegaua mormueckux  OTHOIIEHWM B
CJIOKHOMOJAUMHEHHOM  TPEIIOKEHUH. beccoro3Hrle mpuaarouHeie npemiokeHus. DOyHKIH
npuaactuil. CTEneHn CpaBHEHUS MTPUIArareabHbIX. CyieCTBUTENBHEIE, PIIATATENBHEIE U MPUYACTUS
B (PyHKIIMM TIPEOUKATUBHOTO OIPENEIEHUS. YKA3arelbHBIE MECTOMMEHHMSA B (PYHKIIMM 3aMEHEI
CYHIECTBUTENBHOTO. OTHOPOIHBIE UJIEHBI MOPENIOKEHUS PA3HONO0 THUIA, B TOM YHUCIE CIUTHBIE.
MupuHUTHBHEIE W MPUYACTHEIE 000POTEI B Pa3MMuHEIX (PYHKIMIX MOTaTsHBIE KOHCTPYKIHH S€in u
haben + zu + infinitiv (B0 Bcex BpemenHbx (popmax). Momansubeie mraromsr ¢ nH(puaUTHBOM [ 1 11
AKTUBA WU MACCUBA BO BCEX BPEMEHHBIX (popMax. KOHBIOHKTUB M KOHIUIMOHAIUC B PA3TUYHBIX THITAX
npennoxenul. Oyrypym 1 u Il B mogansnom 3Hauenun. Mopaneneie cnoBa. DyHKIMKM maccuBa u
KOHCTpyKIMH sein + Partizip 11 nepexomgnoro rmarona. [laccuBHeii 3anor.

Dpanyy3ckuul A3bIK

[Topsnok cmoB mpocroro mnpemmoxeHusa. CII0KHOE MNPEMIOKEHUE: CI0KHOCOUMHEHHOE U
CJIOKHOTOTUMHEHHOE TpemmokeHus. Coro3el. YmoTpeOieHne MMYHBIX (OPM TIIArONIOB B AKTUBHOM
zanore. CormacoBanne BpemeH. [laccuBHas (opma mmarosa. Bo3BparHeie mnaroiasl B 3HAYEHHUH
nacCUBHOU (popmel. bezmiuneie kOHCTpyKImu. KoHCTpykimu ¢ wH(puHATHBOM. Hemnunsie (opMel
r7arojia: WH(MHUTHUB HACTOAMIETO M MPOIMIEANIETO BPEMEHHU; AECENMPUYACTHE; CIOKHOE MPUYACTHE
MPOMIEANIEr0 BpeMeHu. AOCOMFOTHEIM NPUYACTHEIA 000poT. YemoBHOe HakmoHeHue. CocmararensHoe
HakyjoHeHnne. (CrenmeHu CpaBHEHMA NOPWIATATENBHBIX W Hapeund. MecroumeHus: JHM4YHEIE,
OTHOCHUTENEHEBIE, YKA3ATEIEHEIE.

Coodepotcanue 3K3aMeHayuOHHO20 bulema 6 acCuCmerHmypy-cmadcupoeKy no UHOCMPAHHOMY A3bIKY
1. ITucemennsiii mepeBon (CO CIOBapeM) TEKCTA MO CHEHUATBLHOCTH (C MHOCTPAHHOTO HA PYCCKHUH).
O6vem — 2000 m.3. Bpems BermoHEeHUS — 45 MHH.

2. Ilepemaga comepikaHUs TEKCTA MO CIMENHATBHOCTH (UTeHMe 0e3 CroBaps) Ha MHOCTPAHHOM SI3BIKE.

O6vem — 2000 m.3. Bpems BermomHenus — 5-10 v,

3. becena ¢ sk3aMeHAropoOM Ha MHOCTPAHHOM S3BIKE IO BOMPOCAM, CBI3aHHBIM ¢ Ouorpadueii, yuedoit
M COENHUATBHOCTEIO ITOCTYHAMIIETO.

Oo0pasubl IK3aMeHAIHOHHBIX 0HJIeTOB
10 AHIVIHHCKOMY fI3BIKY JUIH CIIeIHAILHOCTH

54.09.07 «MckyccTBO pecTaBpamui (1f i JNOKYMEHT MONMHCAH
= i AJTEKTPOHHOH TTOAITHCBERK)
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buier Ne




1. ITucemennsmi mepeBon (CO CIOBAPEM) TEKCTA MO CIEIUATEHOCTH (C MHOCTPAHHOTO HA PYCCKUN).
O6vem — 2000 m.3. Bpems BermoHEeHUS — 45 MUH.

The sixteenth century in central Italy was dominated by the colossal genius of Michelangelo
Buonarroti. His earliest masterpiece is the Pieta, done in 1498-99/1500 during his first stay in Rome.
The perfect formation of the slender Christ, lying across the knees of his mother, excited the
admiration of Michelangelo's contemporaries. The exquisite Virgin looks as young as her son. The
ageless Virgin is a symbol of the Church, she presents the timeless reality of Christ's sacrifice. The
extreme delicacy in the handling of the marble and the contrast between the long lines of Christ's
figure and the crumpled drapery folds produce passages of a beauty that Michelangelo never
surpassed, despite the grandeur of his mature and late work.

The heroic style for which Michelangelo is generally known is seen in the David more than 14 feet in
height, which was carved in 1501-4. When the statue was completed, it was so beautiful that it was
placed in front of the Palazzo Vecchio, where it became a symbol of the republic ready for battle
against its enemies. The David became the first true colossus of the High Renaissance.

Michelangelo's vision of a new and grander humanity reaches its supreme embodiment in the Creation
of Adam. Instead of standing on earth as in all earlier Creation scenes, the Lord floats through the
heavens and is enveloped in the violet mantle he wears in all the scenes in which he appears. The
violet colour is required for the vestments of the clergy during Advent and Lent, the penitential periods
before the coming of Christ at Christmas and his resurrection at Easter. Michelangelo's Creator for the
first time makes believable the concept of omnipotence. A dynamo of creative energy, God stretches
forth his hand, about to touch with his finger the extended finger of Adam. Adam means "Earth" and
the finger is shown ready to be charged with the energy that will lift him from the dust and make him a
"living soul". Adam's body is the most perfect structure ever created by Michelangelo. It embodies the
beauty of Classical antiquity and the spirituality of Christianity.

2. Ilepenaua comgepikaHusa TEKCTA MO CHEIUATBEHOCTH (UTeHHe 0e3 CI0BapsA) HA MHOCTPAHHOM SI3BIKE.
O6sem — 2000 m.3. Bpewms BermoHeHus — 10 mun.

As was noted earlier, the claims discussed so far for the ways in which the arts can affect individuals
and society as a whole have all represented different variants of what Abrams (1953, 15) defined as a
‘pragmatic’ theory of arts. In other words, the claims and the positions reviewed so far with regards to
the ‘positive’ tradition, all share a fundamental belief that the arts have a function to fulfill in society. A
corollary of such views of art is that, whilst aesthetic criteria remain central in the judgement of works
of art, nonetheless, the extent to which the artwork in question is seen to be successful in fulfilling the
function attributed to it is also an important indicator of its value.

Ideas of the autonomy of the aesthetic sphere are often referred to, especially in contemporary public
debates around the arts, as ‘art for art’s sake’. The theoretical reference for the label, as we will see, is
represented mainly by theories of art developed between the eighteenth and the nineteenth centuries in
France and England, and originating, ultimately, from a misunderstanding and distortion of Kantian
thought. However, even before the eighteenth century, various attempts had already been made to
carve out a certain degree of autonomy for the aesthetic sphere.

As we have seen, in classical antiquity, the arts, and particularly poetry and the theatre, were perceived
as a moral guide and the repository of the deeply held beliefs and values of a society.

This status quo remained fundamentally unchallenged in the Early Christian times, when, as we have
seen, poetry, literature and the arts were still seen as subordinate to the expression of Christian values,
and the articulation of the newly developed Christian doctrine. In his historical study of Italian

literature, for instance, Petronio (1991, 34) argues that all the lit¢" e JOKYMEHT IOAMACAH
: .y .l AJIEKTPOHHOM NMOANHCHIO
tenth and thirteenth century was of a religious nature.

CeprHipHEaT: 009B4F021D1AB09DD41CD11CF3FBE3AATS
Baanenen: Mytobes Buktop Anekceesuy
Helicreurenen: ¢ 14.09.2023 no 07.12.2024




3. becema mwWa WHOCTPAaHHOM S3BIKE II0 BOMPOCAaM, CBA3aHHBIM ¢ Oworpadueit, yueboit wu
CHENHNALHOCTHIO IMOCTYIAIOIIETO.

1. Could you describe your educational background: what institution of higher education did you
graduate from? When was it?

2. Did you take part in any restoration projects when you were a student?

3. What factors influenced your decision to continue your studies?

4. Who 18 your favourite artist or architect?

buier Ne
1. ITucemennsmi mepeBon (CO CIOBAPEM) TEKCTA MO CIEIUATEHOCTH (C MHOCTPAHHOTO HA PYCCKUN).
O6vem — 2000 m.3. Bpems BermoHEeHUS — 45 MUH.

In order to produce a classification of the ‘impacts of the arts’, we will explore the claims that have
been made over a period of about two and a half millennia, for what the arts ‘do’ to individuals, how
they can transform them (for the better or the worse), and the role they ought to have in society and in
relation to the state. Thus, the book will deal with the notion of ‘impacts’ in its broadest sense, which
encompasses notions of the functions of the arts, and their effects on people.

The primary source of material for our enquiry is provided by the writings that are usually referred to
as belonging to the ‘Western intellectual tradition’, that is, the diverse body of work that is now part of
the accepted curriculum for Arts, History, Philosophy and Politics degrees in educational institutions
throughout the Western world. The label “Western intellectual tradition’, however, though commonly
used in academic writing, does not correspond to a fix entity. So, for instance, Bronowski and Mazlish
(1960), in a book suitably entitled The Western Intellectual Tradition, start their history of ideas from
the period of the Renaissance, on account of the fact that the notions of the individual and the secular
state, which are central to their discussion, were first elaborated during that time. Other scholars,
however, have stressed the pivotal role of the theoretical elaborations undertaken during Antiquity and
the Middle Ages (e.g., Haren 1992; Colish 1997).

The decision to begin our survey from the times of Classical Greece — that is, from the times when
written records of philosophical elaborations in the West properly began — is rooted in the desire to
offer as complete a picture as possible of the trajectory of a few key ideas about the arts and their
effects. The reconstruction of the historical evolution of these ideas can, in turn, help us to understand
better the ways in which these ideas have developed into commonplace beliefs in our own time.

2. Ilepenaua comgeprkaHmsa TEKCTA MO CHEI[UATBEHOCTH (UTeHHe 0e3 CI0BAapsA) HA MHOCTPAHHOM S3EBIKE.
O6sem — 2000 m.3. Bpewms BermoHeHus — 10 mun.

Nineteenth-century aestheticism

What this passage indeed highlights is the way in which Madame de Sta€l reinterpreted Kant’s work,
thus elaborating one of the central tenets of the art for art’s sake doctrine: the separation of art from
morality and from any didactic function. In nineteenth-century aestheticism this principle of the
separation between the aesthetic and the moral sphere will be further emphasised, and art and morality
came to be viewed not just as separate, but as incompatible. As Oscar Wilde put it, ‘no artist has ethical
sympathies’, and Nietzsche declared that ‘the struggle against a purpose in art is always a struggle
against the moral tendency in art — against its subordination to morality. An important component of
nineteenth-century aestheticism was also the rejection of the
consequently the refusal to accept that art and poetry ought to b
place, the pursuit of beauty for its own sake became the supreme ‘if*!fl_"{"‘.‘lli'f“*_":; SORRHEPRIOL TR ISRIGTRA S
to Théophile Gautier’s novel Mademoiselle de Maupin (PUbISNEd ;e - 14 66 2003 no o7 12 20:

G NOKYMEHT ITOANMTHCAH
i /TEKTPOHHOM TIOAIHCHIO
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One of the most ridiculous things in the glorious epoch in which we have the good fortune to be alive
is undoubtedly the rehabilitation of virtue. [...] The fashion to-day is to be virtuous and Christian.

The rejection of Christian morality is therefore the necessary prerequisite for the substitutive cult of
beauty. As Gautier further explains:

Nothing is really beautiful unless it is useless; everything which is useful is ugly, for it expresses some
need and the needs of man are ignoble and disgusting, like his poor feeble nature. [...] Instead of some
useful, everyday pot, I prefer a Chinese pot which is sprinkled with mandarins and dragons, a pot
which is no use to me at all. [...] I should very happily renounce my rights as a Frenchman and as a
citizen to see an authentic picture by Raphael, or a beautiful woman naked [...] for pleasure seems to
me the goal of life and the only worthwhile thing in the world.

3. becema wWa WHOCTPAaHHOM S3BIKE II0 BOMpPOCAaM, CBA3aHHBIM ¢ Oworpadmueii, yueboil u
CHENMATLHOCTHIO IMOCTYIAIOIIETO.

1. Could you describe your educational background: what institution of higher education did you
graduate from? When was it?

2. Did you take part in any restoration projects when you were a student?

3. What factors influenced your decision to continue your studies?

4. Who 1s your favourite artist or architect?

O0Opa3snbl Sx3aMeHAIIHOHHLIX OHJIETOB
10 AHIVIHHACKOMY SI3BIKY ISl CIIeNHAIBLHOCTH
53.09.01 «MckyceTBO MY3BIKA/ILHO-HHCTPYMEHTAILHOI0 HCIIOJTHHTE/ILCTBA (10 BHIAM)»

buier Ne
1. ITucemennsIii mepeBon (CO CIIOBAPEM) TEKCTA MO CIIEIUATEHOCTH (C MHOCTPAHHOTO HA PYCCKHUH).
O6vem — 2000 m.3. Bpems BermoHEeHUS — 45 MUH.

THE ACCORDION AND ITS HISTORY

Chinese history books trace back to the very birth of music itself, an event pinpointed in the Book Of
Chronicles (Schu-Ching) as occurring during the reign of the legendary "Yellow Emperor", Huang Ti,
around the year 3000 B.C. Huang's other accomplishments included the invention of boats, money, and
religious sacrifice. He is said to have sent the noted scholar Ling Lun to the western mountain regions
of his domain to find a way to reproduce the song of the phoenix bird. Ling returned with the cheng (or
sheng), and captured music for mankind, taking the first step toward the genesis of the accordion.

The cheng is in fact the first known instrument to use the free vibrating reed principle, which is the
basis of the accordion's sound production. Shaped to resemble the phoenix, the cheng had between 13
and 24 bamboo pipes, a small gourd which acted as a resonator box and wind chamber, and a
mouthpiece. Other instruments using a free vibrating reed were developed in ancient Egypt and
Greece, and were depicted in many beliefs.

Virtually unchanged after centuries of use, the cheng attracted the attention of European musicians and
craftsmen after being taken to Russia around the year 1770. Assertions that this marked the
introduction of the free-vibrating reed principle in Europe are debatable. Among the earlier variations
on this design in the West was the portative, which was widely heard in England during the 12th and
13th centuries. The portative consisted of a small keyboard, bellows, and reed pipes, and was strapped
onto the player. The regal, later termed the Bible regal because of its wide use in churches, was the

next step along this line. It had a keyboard, one or two sets of by’ . MIOKYMEHT MOAMHCAH
el ) AJIEKTPOHHOM MOANHChIO
other open-reed instruments, close beating oboe-like reeds. This | =
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2. Ilepenaua comeprkaHusa TEKCTA MO CHEI[UATBEHOCTH (UTeHHe 0e3 CI0BApSA) HA WHOCTPAHHOM S3BIKE.
O6vem — 2000 m.3. Bpewms permomHenus — 10 muH.

Cyrillus Damian, a Viennese instrument maker, has often been credited with the creation of the first
true accordion. He was, in fact, the first to patent an instrument of that name, having received royal
patronage for his invention in 1829. Damian's design featured two to four bass keys that produced
chords within a range of an octave. But the first true accordion made its appearance in 1822, when a
German instrument maker named Christian Friedrich Buschmann (1775-1832) put some expanding
bellows onto a small portable keyboard, with free vibrating reeds inside the instrument itself. He
dubbed it the hand-aeoline, and helped spread its fame in 1828 by leaving Berlin and touring with it.

There were actually many varieties of the free-vibrating reed instrument developed during the early
1800s. Some of them are still quite well known today. Sir Charles Wheatstone (1802-1875) was
awarded the British Patent No. 5803 for his concertina in 1829. Heinrich Band (1821-1860) of Krefeld,
Germany, invented the bandoneon in 1840; this square-shaped instrument, played by pressing finger
buttons is popular with Argentine tango bands. That same year Alexandre Debain finished his
harmonium in Paris. In this pipeless organ (commonly found in churches and households until the
advent of electric organs in the 1930s) air is passed to the reed blocks via foot-operated bellows. In
some early models a second person was required to pump air into the instrument through bellows

attached to the rear of the keyboard.

As the renowned for accordions grew, so did a demand for instruction manuals. The first such
textbook, featuring both original music and arrangements of familiar pieces, was written by A. Reisner
and published in Paris in 1832. Another tutorial volume, Pichenot's Methode pour l'accordeon,
appeared later that year. In 1834 Adolph Muller published his instructional book in Vienna, and since
then the music market has sustained a flood of similar programs, with about 30 titles published during
the 1860s alone.

3. becema wWa WHOCTPAaHHOM S3BIKE II0 BOMpPOCAaM, CBA3aHHBIM ¢ Oworpadmueit, yueboit wu
CHEIHUAEHOCTHIO MOCTYIAIOIIETO.

1. Could you describe your educational background: what institution of higher education did you
graduate from? When was it?

2. Did you take part in any concerts when you were a student?

3. What factors influenced your decision to continue your studies?

4. What musical instruments do you play?

buaer Ne
1. ITucemenns mepeBon (Co CIoBapeM) TEKCTA IO CIIEIUATBEHOCTH (C MHOCTPAHHOTO HA PYCCKUN).
O6sem — 2000 m.3. Bpems BeimoHEeHUS — 45 MUH.

Meanwhile, from 1830 onwards, the development of the accordion continued at an accelerating pace.
Still, there were some important differences between the instruments of that era and those of today. For
one, early accordions did not have shoulder straps that allowed the player to hold the instrument close
to the body. The older models were played by placing the thumb, the little finger, and sometimes the
fourth finger of the right hand under the treble keyboard, leaving only the remaining two or three
fingers free to press the keys. The thumb of the left hand was also placed under the instrument to
steady it, with only the second and fifth fingers used for playing.

The chromatic accordion, which produced the same note on the press and the draw of the bellows,
came into use in 1850 when an accordionist named Walter reque 4“ JOKYMEHT HOATICAH
His model, incidentally, also featured 12 bass buttons, cleverly d Bat dil 120key s onaty

v
could be accommodated.
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One interesting development from this period was the appearance of what subsequently became known
as the Schrammel accordion, first used in 1877 with a quartet comprising an accordion, two violins,
and bass guitar. The Schrammel had 52 treble buttons arranged in three rows that produced the same
notes, together with 12 basses that produced different notes, on the press and draw of the bellows. This
model was used often at Viennese gatherings and can still be heard today, but its popularity is limited
because of its small range of notes and the difficulty with which it is mastered.

[t seems clear that at this stage the accordion was being conceived of as a portable type of organ. Pipe
organs had of course become extremely sophisticated by then, with tones produced through open-
ended wooden or metal flue pipes of up to eight feet (for the lowest C then in the instrument's range) in
length, and with its own free vibrating reeds set in a brass plate, to be activated when the reed stop is
engaged. This exact design was incorporated into the accordions of that era, with several brass or steel
reeds embedded into a long wooden block in a somewhat simplified version of the modern accordion
design.

2. Ilepenaua cogepkaHus TEKCTA MO CHEI[UATBEHOCTH (uTeHue 0e3 CI0BAPS ) HA MHOCTPAHHOM SI3BIKE.
O6sem — 2000 m.3. Bpewms BermoHeHus — 10 murw.

When the first piano accordion, or the first accordion to feature a piano-style ivory keyboard, was
produced in Vienna in 1863, many performers regarded it as a means of liberating themselves, to a
limited extent, from being confined to their massive and immobile walls of pipes. As with the modern
accordion, these keys were much smaller than those on the piano, and more rounded to allow for faster
playing. Design requests from musicians helped refine the shape and appearance of the accordion
keyboard even more over the next several years. One of these artists, Pietro Deiro, brought his custom
built piano accordion to the United States and, thanks to a successful New York concert at the
Washington Square Theatre in 1909, earned a reputation for himself as the father of the American
accordion playing.

During the early part of the twentieth century the leading accordion manufacturers began increasing
their output and, thanks to pressure from professional players, settling on a general standard size and
shape for the instrument, with 192" the agreed length for a 41 note keyboard. One company in
particular managed to establish a solid slot for itself in the industry hierarchy. It is commonly accepted
that Matthias Hohner (1833 - 1902) was to the accordion what Henry Ford was to the automobile and
enterprising figure who made his product available to a great number of people at reasonable prices.
Originally a clockmaker in Trossingen, Germany, Hohner had begun building accordions at his
workshop in 1857, but by roughly 20 years after his death the business he had founded was creating
them by mass production.

3. becema wWa WHOCTPAaHHOM S3BIKE II0 BOMPOCAaM, CBA3aHHBIM ¢ Oworpadmueit, yueboil u
CHEIHUAEHOCTHIO MOCTYIAIOIIETO.

1. Could you describe your educational background: what institution of higher education did you
graduate from? When was it?

2. Did you take part in any concerts when you were a student?

3. What factors influenced your decision to continue your studies?

4. What musical instruments do you play?
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1. ITucemennsmi mepeBon (CO CIOBAPEM) TEKCTA MO CIEIUATEHOCTH (C MHOCTPAHHOTO HA PYCCKUN).
O6vem — 2000 m.3. Bpems BermoHEeHUS — 45 MUH.

Classical music is probably more familiar than we might at first imagine. Indeed, nowadays it is all
around us, whether it be in restaurants, supermarkets, lifts, for advertising or as theme and incidental
music on television. A great deal of film music either directly uses or draws from the 'classical’
tradition; a good example might be 2001: Space Odyssey' and the music John Williams has composed
in recent years for such blockbusters as the Star Wars and Indiana Jones trilogies.

In the vast and wide-ranging world of 'classical' music there is truly something there for everyone -
pieces which once discovered represent the start of an exciting journey which will provide a lifetime's
listening pleasure. For example, those who are particularly excited by hearing instrumentalists working
will thrill to the likes of Liszt and Paganini, or the chamber music of Haydn or Mozart would be a
good starting point. If a full symphony orchestra is more to your taste then Tchaikovsky or Richard
Strauss could well fit the bill, whereas those who have already warmed to Vivaldi's Four Seasons'
might well try the music of some of the great Italian's contemporaries such as Handel, Johann
Sebastian Bach or Domenico Scarlatti.

Any attempt to define what is meant literally by the term 'classical' music is fraught with difficulty.
How does one encapsulate in just a few words a musical tradition which encompasses such infinite
varieties of style and expression, Gregorian chant to the laid-back jazz of Gershwin's Rhapsody in
Blue, from the elegant Mozart's Eine kleine Nachtmusik to the emotionalism of Tchaikovsky's
Symphony? One is treading on very dangerous ground indeed if one pre-supposes that it is simply
'superior' to other musical types such as popular, jazz, rock and the like, let alone the music of other
cultures.

2. Ilepenaua comgeprkaHusa TEKCTA MO CHEIUATEHOCTH (uTeHue 0e3 CI0BApPS) HA MHOCTPAHHOM S3BIKE.
O6vem — 2000 m.3. Bpewms permoHeHus — 10 muH.

The characteristics of music festival audiences

In Gardner’s (2004) participant ethnographic study of bluegrass festival life, he characterises the
festival as a homogeneous community, where festival attendees are socialised to a festival code. The
geographical location of the festival is mobile, changing from year to year, providing an alternative to
traditional place-based communities. Its enabling of the temporary segregation of the attendees from
their home-based social ties is considered an important feature of the social life of the festival. The
established rules and norms of the festival code are defined by social interaction, leading to the
creation of a stable enduring community according to Gardner.

Crompton and McKay (1997) found that known-group socialisation as well as interaction and
socialisation with previously un-known others were important and unanticipated features of festival
attendance. Commenting on social interaction at festivals, Long, Robinson and Picard (2004) suggest
that festivals may provide opportunities for cross-cultural understanding.

Larsen and O’Reilly (2005) also highlight socialising as a feature of festivals, dividing it into three
levels: with known people, with new people and with the festival attendees as a whole. Their
interviewees identified festivals as particularly encouraging of all these styles of social networking,
although they did not present any evidence of newly-formed long-lasting friendships.

Studies examining the social composition of festival audiences are identifiable. Oakes’ (2003)
demographic survey of the audiences for jazz and classical music festivals confirmed the high
educational level of both sets of audiences, as well as a high proportion of over 65s at the classical
festival, and only a slightly younger age profile at the jazz festival. Regarding cross-genre attendance,

there was very little attendance by classical festival attendees/” i+ MOKYMEHT ITOZUNTHCAH

. . . - SJTEKTPOHHOH NMOATTHCBHO)
attendance at classical festivals by jazz fans. These surveys a
audiences in terms of music tastes and echo other studies in te
for jazz and classical music attendance.
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3. becema mwWa WHOCTPAaHHOM S3BIKE II0 BOMpPOCAaM, CBA3aHHBIM ¢ Oworpadmueii, yueboil u
CHENHNALHOCTHIO MOCTYIAIOIIETO.

1. Could you describe your educational background: what institution of higher education did you
graduate from? When was it?

2. Did you take part in any concerts when you were a student?

3. What factors influenced your decision to continue your studies?

4. What musical instruments do you play?

buier Ne
1. ITucemennsi mepeBo (CO CIIOBAPEM) TEKCTA MO CIEIUATBHOCTH (C MHOCTPAHHOTO HA PYCCKHUH).
O6vem — 2000 m.3. Bpems BermoHEeHUS — 45 MUH.

Gregorian chant which is monodic (i.e. written as one musical line) gradually developed during the
11th to 13th centuries into organum (i.e. two or three lines moving simultaneously but independently,
therefore representing the beginnings of harmony). Organum was, however, initially rather stifled by
rigid rules governing melody and rhythm, which led ultimately to the so-called Ars Nova period of the
14th century, principally represented by the composers de Vitry, Machaut, and Landini.

The fifteenth century witnessed vastly increased freedoms, most particularly in terms of what is
actually perceived as 'harmony' and 'polyphony' (the simultaneous movement of two or three
interrelated parts). Composers (although they were barely perceived as such) were still almost entirely
devoted to choral writing, and the few instrumental compositions which have survived often create the
impression of being vocal works in disguise, but minus the words.

There is obvious new delight in textural variety and contrast, so that, for example, a particular section
of text might be enhanced by a vocal part dropping out momentarily, only to return again at a special
moment of emphasis.

The second half of the 16th century witnessed the beginnings of the tradition which many music lovers
readily associate with the normal feel of 'classical' music. Gradually, composers moved away from the
modal system of harmony which had predominated for over 300 years (and still sounds somewhat
archaic to some modern ears), towards the organisation of their work into major and minor scales,
thereby imparting the strong sensation of each piece having a definite tonal centre or 'key'.

This was also something of a golden period for choral composition as a seemingly endless flow of a
capella (unaccompanied) masses, motets, anthems, psalms and madrigals flowed from the pens of the
masters of the age. In addition, instrumental music came into its own for the first time, especially
keyboard music in the form of fantasias, variations, and dance movements.

2. Ilepenaua comgepikaHmsa TEKCTA MO CHEIUATBEHOCTH (UTeHHe 0e3 CI0BAapsA) HA MHOCTPAHHOM S3EBIKE.
O6sem — 2000 m.3. Bpewms BermoHeHus — 10 mun.

The Clayton-Hamilton Jazz Orchestra

In 1986, John Clayton, Jeff Clayton and Jeff Hamilton came together to form the Clayton-Hamilton
Jazz Orchestra. "When Jeff Hamilton and I were with Monty Alexander, one of the things that we did
in our spare time was listening to some of the great big band records. We were absolutely in love with
the Thad Jones/Mel Lewis band. We thought it'd be cool if someday we were involved with a big band.
After leaving Monty Alexander, I moved to Holland, Jeff moved to L.A. and played with the L.A.
Four. When we got back together, we still thought that having a big band would be a great idea. My

brother, who had lived in Los Angeles the whole time, knew all of e NOKYMEHT ITOIITHCAH
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compatible they were personality-wise, so he basically put the ba
Although it was a bit illogical to form a new big band in the |
Orchestra was a success from the start. One of its main strengths
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beginning my brother was responsible for getting the musicians, I was responsible for writing music
that would get them to keep on coming back since they hated to rehearse, and Jeff Hamilton was
responsible for finances which meant that Jeff Hamilton didn't have anything to do for a long long
time!” Since then things have changed.

To be a member of the Clayton-Hamilton Jazz Orchestra, musicians not only have to be technically
skilled and excellent jazz players but they need other qualities. "Musicians have to really want to be a
part of our band and what we do. They have to show us through their devotion and dedication that they
are not blowing smoke in our face. We don't want people to just want to have a gig. We want musicians
who love what we do and want to be in this family.

The band had its own sound from the start and has continued to evolve. "I think what we are doing
now is more sophisticated than what we were doing at the beginning. The element of swing is always
going to be there and we do not want to deny it but we are also looking for other colors and other
feelings."

3. becema wWa WHOCTPAHHOM S3BIKE II0 BOMPOCAaM, CBA3aHHBIM ¢ Oworpadueii, yueboit u
CHENUATBHOCTBIO IMOCTYITAOMIETO.

1. Could you describe your educational background: what institution of higher education did you
graduate from? When was it?
2. Did you take part in any concerts when you were a student?
3. What factors influenced your decision to continue your studies?
4. What musical instruments do you play?
Oo0pasubl IK3aMeHAIHOHHBIX 0HJIeTOB
10 AHIVIHHCKOMY fI3BIKY JUIA CIIeIHAILHOCTH
53.09.05 «MckyCceTBO THPHKHPOBAHUSA (10 BHIAM )»

buaer Ne
1. ITucemennsi mepeBon (CO CIIOBAPEM) TEKCTA MO CIEIUATBHOCTH (C MHOCTPAHHOTO HA PYCCKHUH).
O6sem — 2000 m.3. Bpems BeimoHEeHUS — 45 MUH.

Classical music is probably more familiar than we might at first imagine. Indeed, nowadays it is all
around us, whether it be in restaurants, supermarkets, lifts, for advertising or as theme and incidental
music on television. A great deal of film music either directly uses or draws from the 'classical’
tradition; a good example might be 2001: Space Odyssey' and the music John Williams has composed
in recent years for such blockbusters as the Star Wars and Indiana Jones trilogies.

In the vast and wide-ranging world of 'classical' music there is truly something there for everyone -
pieces which once discovered represent the start of an exciting journey which will provide a lifetime's
listening pleasure. For example, those who are particularly excited by hearing instrumentalists working
will thrill to the likes of Liszt and Paganini, or the chamber music of Haydn or Mozart would be a
good starting point. If a full symphony orchestra is more to your taste then Tchaikovsky or Richard
Strauss could well fit the bill, whereas those who have already warmed to Vivaldi's "Four Seasons'
might well try the music of some of the great Italian's contemporaries such as Handel, Johann
Sebastian Bach or Domenico Scarlatti.

Any attempt to define what is meant literally by the term 'classical' music is fraught with difficulty.
How does one encapsulate in just a few words a musical tradition which encompasses such infinite
varieties of style and expression, Gregorian chant to the laid-back jazz of Gershwin's Rhapsody in
Blue, from the elegant Mozart's Eine kleine Nachtmusik to the emotionalism of Tchaikovsky's
Symphony? One is treading on very dangerous ground indeed if one pre-supposes that it is simply

'superior' to other musical types such as popular, jazz, rock and (sl OKYMEHT TIOATINCAH
Cultu['es. ' “ SJTEKTPOHHOH NMOAITHCBKO
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2. Ilepenaua comgeprkaHusa TEKCTA MO CHEIUATEHOCTH (uTeHue 0e3 CI0BApPS) HA MHOCTPAHHOM S3BIKE.
O6vem — 2000 m.3. Bpewms permoHeHus — 10 muH.

About the Conducting Program

Collaborating and performing with outstanding performers is an important part of the conducting
experience at Northwestern. Students engage in rigorous academic coursework, participate in twice
weekly seminars with their principal teachers, and receive opportunities to conduct the school's major
ensembles. There are 16 officially sponsored ensembles at Bienen, with each offering three major
performances each academic year.

The school's close proximity to downtown Chicago allows for a wide range of musical enrichment
activities for both players and conductors. Students may attend performances by such world-class
organizations as the Chicago Symphony Orchestra and the Lyric Opera of Chicago, as well as at the
Ravinia Festival and Millennium Park. Countless other cultural organizations throughout the area offer
additional opportunities.

Chicago and the surrounding suburbs house many community, regional, and professional orchestras.
These organizations give our conducting students the ability to gain professional experience while
studying at the Bienen School of Music. This is not only vital to the educational process, but also in
establishing the contacts needed for post-graduate success. All entering doctoral students receive the
equivalent of full tuition funding.

The Bienen School of Music sponsors 16 major ensembles, several of which are open to non-music
majors as well as members of the Evanston community. Each organization offers approximately three
major performances each academic year.

Placement in ensembles is based on a performance audition, and priority is given to students fulfilling
degree requirements for their major.

3. becema wWa WHOCTPAaHHOM S3BIKE II0 BOMpPOCAaM, CBA3aHHBIM ¢ Oworpadmueit, yueboil wu
CHENMATLHOCTHIO MOCTYIAIOIIETO.

1. Could you describe your educational background: what institution of higher education did you
graduate from? When was it?

2. Did you take part in any concerts when you were a student?

3. What factors influenced your decision to continue your studies?

4. What musical instruments do you play?

buner Ne
1. ITucemennsi mepeBon (CO CIIOBAPEM) TEKCTA MO CIEIUATBHOCTH (C MHOCTPAHHOTO HA PYCCKHUH).
O6vem — 2000 m.3. Bpems BermoHEeHUS — 45 MHH.

Gregorian chant which is monodic (i.e. written as one musical line) gradually developed during the
11th to 13th centuries into organum (i.e. two or three lines moving simultaneously but independently,
therefore representing the beginnings of harmony). Organum was, however, initially rather stifled by
rigid rules governing melody and rhythm, which led ultimately to the so-called Ars Nova period of the
14th century, principally represented by the composers de Vitry, Machaut, and Landini.

The fifteenth century witnessed vastly increased freedoms, most particularly in terms of what is
actually perceived as 'harmony' and 'polyphony' (the simultaneous movement of two or three
interrelated parts). Composers (although they were barely perceived as such) were still almost entirely
devoted to choral writing, and the few instrumental compositions which have survived often create the

impression of being vocal works in disguise, but minus the wordsf” .+« JIOKYMEHT [TO/INTMCAH

. . . . . l } SJNEKTPOHHOH NMTOAITHCBKO
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of text might be enhanced by a vocal part dropping out moment
moment of emphasis.
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The second half of the 16th century witnessed the beginnings of the tradition which many music lovers
readily associate with the normal feel of 'classical' music. Gradually, composers moved away from the
modal system of harmony which had predominated for over 300 years (and still sounds somewhat
archaic to some modern ears), towards the organisation of their work into major and minor scales,
thereby imparting the strong sensation of each piece having a definite tonal centre or 'key'.

This was also something of a golden period for choral composition as a seemingly endless flow of a
capella (unaccompanied) masses, motets, anthems, psalms and madrigals flowed from the pens of the
masters of the age. In addition, instrumental music came into its own for the first time, especially
keyboard music in the form of fantasias, variations, and dance movements.

2. Ilepenaua comgeprkaHusa TEKCTA MO CHEIUATEHOCTH (uTeHue 0e3 CI0BApPS) HA MHOCTPAHHOM S3BIKE.
O6vem — 2000 m.3. Bpewms permoHeHus — 10 muH.

AMERICAN ACADEMY OF CONDUCTING AT ASPEN

The American Academy of Conducting at Aspen (AACA) provides participants with intensive
conducting training with a skilled orchestra, assists them in gaining podium experience, and supports
each individual's development as a conductor. The heart of the Academy is the opportunity for 12-14
conductors to work with an orchestra of experienced musicians, and to play as a member of that
orchestra under the baton of program colleagues - all under the guidance of master conductors.
Participants learn by conducting a wide range of repertoire and types of performances, including
orchestral concerts, concerto performances, opera master class arias and scenes, repertoire readings,
and composer readings.

The Academy brings to each participant the national attention that is critical to establishing a career.
Established conductors, orchestra managers, artist managers, music critics, and other music executives
may come to Aspen each summer to spotlight the brightest emerging talent.

Each AACA participant will receive a full fellowship. The participant will be active as a conductor in
front of the fifty-five member Academy Orchestra, with the goal of permitting each conductor at least
thirty minutes of podium time in at least six of the Academy's eight weeks. When off the podium, most
conductors will play an instrument in the orchestra; however, a limited number of conductor spaces are
available to pianists and non-orchestral instrumentalists.

Participants will rehearse and conduct concerts of orchestral and concerto repertoire, and opera master
class scenes and/or arias. They share repertoire-reading sessions and rehearse contemporary scores. All
sessions are videotaped for individual use and artist-faculty review.

Beyond the podium, the Academy offers all participants an extensive curriculum covering both
musical and extra-musical elements, including a set of intensive sessions on score analysis.

3. becema wWa WHOCTPAaHHOM S3BIKE II0 BOMPOCAaM, CBA3aHHBIM ¢ Oworpadmueit, yueboil u
CHEIHUAEHOCTHIO MOCTYIAIOIIETO.

1. Could you describe your educational background: what institution of higher education did you
graduate from? When was it?

2. Did you take part in any concerts when you were a student?

3. What factors influenced your decision to continue your studies?

4. What musical instruments do you play?

Oo0pasubl IK3aMeHAIHOHHBIX 0HJIeTOB
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Salzburger Festspiele

Sie haben erheblich zum Ruhm Salzburgs beigetragen und gehdéren zu den hochkarétigsten
Musikfestivals der Welt: die Salzburger Festspiele zeichnen sich seit ihrem Bestehen durch hdchste
musikalische Qualitiit, das Engagement internationaler Kiinstler und eine gegliickte Kombination aus
Tradition und Moderne aus.

Die Anfinge

Gegen Ende des Ersten Weltkriegs entstand die Idee, in Salzburg Festspiele zu griinden. Regisseur
Max Reinhardt, der am Salzburger Landestheater seine Karriere als Schauspieler begonnen hatte,
reichte 1917 in Wien eine entsprechende Denkschrift ein; der Dichter Hugo von Hofmannsthal
publizierte seinerseits 1919 eine Festspielprogrammatik.

Die Geburtsstunde des Festivals schlug am 22. August 1920, als auf dem Domplatz Hugo von
Hofmannsthals Moralitdt Jedermann in der Regie von Max Reinhardt aufgefiihrt wurde. 1921 gab es
neben der Wiederaufnahme dieser Produktion erstmals Konzerte, 1922 kam als weitere Sparte die
Oper hinzu. Die Nutzung der Felsenreitschule als Spielstiitte (1926) und der Bau eines Festspielhauses
(1925-27) ermdglichten eine Ausweitung des Spielplans. Salzburg wurde bald zum Treffpunkt der
besten = Regisseure  und Dirigenten, Schauspieler  und Sénger threr  Zeit.

Der Krieg und die Jahre danach
Mit dem Anschluss Osterreichs verindert sich das Profil der Salzburger Festspiele. Viele der Kiinstler,
die das Festival in den Jahren zuvor geprigt hatten, durften nicht mehr auftreten. Die Werke des
Festspielgriinders Hugo von Hofmannsthal wurden vom Spielplan verbannt, das internationale
Publikum blieb aus. Die Stadt wurde als Propagandainstrument der Machthaber missbraucht. Nach
Kriegsbeginn wurde das Programmangebot deutlich reduziert. Doch schon im Sommer 1945 fanden
wieder Festspiele statt. Im darauf folgenden Jahr 1946 setzte der eigentliche Prozess der
Normalisierung und Verstetigung ein: Ensemblemitglieder der Wiener Staatsoper und die Wiener
Philharmoniker standen wieder zur Verfiigung. Und schon 1948 riickte ein Mann in den Vordergrund,
dessen Name bis heute untrennbar mit den Salzburger Festspielen verbunden ist: Herbert von Karajan.
www.salzburg.info

2. Ilepenaua comepikaHusa TEKCTA MO CHEIUATBEHOCTH (uTeHHe 0e3 CI0BapsA) HA MHOCTPAHHOM S3BIKE.
O6vem — 2000 m.3. Bpems permoHenus — 10 muH.

Geschichte der Dresdner Musikfestspiele

Die Dresdner Musikfestspiele haben sich im Laufe ihrer mehr als dreiBigjihrigen Geschichte als
prigende Kulturinstitution in Dresden etabliert und ziehen das Publikum weit {iber Deutschlands
Grenzen hinaus jdhrlich zwischen Mai und Juni an die Elbe. Wihrend dieser zwei Festivalwochen
reisen namhafte Orchester, groBBe Solisten und Ensembles nach Dresden, um an einer Vielzahl der
schonsten Spielstitten im Stadtzentrum und der Umgebung Konzerte zu geben und die Stadt mit
Musik zu fiillen.

Wenngleich die Dresdner Musikfestspiele bereits in den Musen- und Zwingerfesten der sédchsischen
Kurfiirsten historische Vorldufer haben, verdanken sie ihre eigentliche Existenz einem
regierungsamtlichen Dekret inmitten des Kalten Krieges. Tatséichlich erwies sich dieser Beschluss
»von oben« als duBert fruchtbar, wurde das aus der Taufe gehobene Festival trotz mangelnder Devisen
zu einem kulturellen Ereignis.

Weltstars wie Ren¢ Kollo, Barbara Hendricks, Dietrich Fischer-Dieskau kamen, um einmal in der
Musikstadt Dresden aufzutreten oder um gemeinsam mit der ¢ o JIOKYMEHT TTO/ITUCAH

. . . B JIEKTPOHHOM TIO/IIHCBIO
legendir in den Jahren des Eisernen Vorhangs waren die gro
Karajan und die Berliner Philharmoniker, Claudio Abbado und
Zubin Mehta und das New York Philharmonic.
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Mit der Wende mussten sich die Dresdner Musikfestspiele neuen Herausforderungen stellen und es
galt, das Festival in einem offeneren und zusammenwachsenden Europa zu verankern. In den mehr als
30 Jahrgingen wurde musikalisch nicht nur an die bis zum sédchsischen Hof zuriickreichende Tradition
der groBen Opern, Ballette und Feuerwerke angekniipft, sondern wurde neben Orchester-,
Kammermusik- und Solokonzerten auch Alte Musik, Neue Musik, Weltmusik, Jazz und Tanz geboten
— eine Vielfalt, die bis heute das Programm der Dresdner Musikfestspiele prigt. Die seit der Griindung
bestehende Tradition des jdhrlich wechselnden Festspielmottos wird bis heute fortgefiihrt und riickt so
jedes Jahr eine neue musikalische Welt in den Fokus, die es fiir das Publikum zu entdecken gilt.

www.musikfestspiele.com
3. becema mwWa WHOCTPAaHHOM S3BIKE II0 BOMPOCAaM, CBA3aHHBIM ¢ Oworpadueit, yueboit wu
CHENHNALHOCTHIO IMOCTYIAIOIIETO.

. Sind Sie berufstatig?

. Haben Sie schon Berufserfahrung?

. Um welche Stelle haben Sie sich beworben?

. Was ist fur Sie wichtiger ein sicherer Arbeitsplatz oder ein gutes Einkommen?
. Ist die Stellensuche fur Akademiker mit einem Doktortitel einfach?

. Warum beschlossen Sie sich mit diesem Thema zu befassen?

. Haben Sie einmal an einer wissenschaftlichen Konferenz teilgenommen?

. Sprechen Sie uber die Schwerpunkte Ihrer Promotionsschrift (Dissertation)!

. Wie ist das Thema Ihrer Dissertation?

10. Aus wieviel Kapiteln besteht Ihre Arbeit?

11. Haben Sie Ihre Artikel (Beitrage) zum Dissertatiosthema schon veroffentlicht?
12. Ist das Thema aktuell und informationsreich?

13. Kann man die Aspirantur als Weiterbildung betrachten?

14. Wann und wo veranstaltete man diese Konferenz?

15. Welche Voraussetzungen gibt es fur Weiterbildung im Auslande?

16. Wer ist Thr wissenschaftlicher Betreuer?

17. Womit befassen Sie sich jetzt?

18. Welche Probleme werden in Threr Dissertation hervorgehoben?

OO0 ] O n s o

O0Opa3snbl >x3aMeHAIIHOHHLIX OHJIETOB
o (ppaHIy3CKOMY HA3BIKY
buiner Ne
1. ITucemennsi mepeBo (CO CIIOBAPEM) TEKCTA MO CIEIUATBHOCTH (C MHOCTPAHHOTO HA PYCCKHUH).
O6vem — 2000 m.3. Bpems BermoHEeHUS — 45 MUH.

La polyphonie. L’événement décisif pour la musique occidentale est I’avénement de la polyphonie,
principalement vers 1200 avec 1’¢cole de Notre-Dame (Léonin, Pérotin). La polyphonie atteint un
nouveau sommet au XIV siecle avec I’Ars Nova, personnifie par Guillaume de Machaut. Un
precurseur anglais, John Dunstable, assure la transition vers I’€cole franco-flammande a la polyphonie
plus douce et plus harmonieuse (Dufay, Ockeghem, Josquin Des Prés). Les grands genres sont la
messe, le motet et la chanson. La polyphonie vocale tend a se passer des instruments, qui deviennent
autonomes.

Le XVI siecle voit un recul du sacré et I’apogée de la chanson francaise (Janequin). Des écoles
importantes se développent en Espagne (Vittoria) et en Angleterre (Byrd). En Allemagne, la musique
est transformeée par un €lément primordial, la Réforme, et 1’Italie, ou nait le madrigal, attire de plus en

plus les musiciens du Nord, tandis qu’apparait un génie universely” g JIOKYMEHT TTO/ITTHCAH
v qen , = AJIEKTPOHHOM NMOANMHUCHIO
Le baroque. Le passage a I’ére baroque, vers I’an 1600, est E
. . . . . CeprripmraT: 009B4F021D1AB09DD41CD11CFIFBE3AATS
polyphonie fait place a la monotonie accompagnée et au st
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nouveauw: ’opéra. Le XVII siecle, celui du style concertant, est dominé en Allemagne par Heinrich
Schiitz, en Angleterre par Henry Purcell. Les formes purement instrumentales prennent leur essor,
comme la suite de danses (Froberger), ainsi que, d’abord en Italie, la sonate et le concerto (Corelli,
puis Vivaldi). L’opéra s’implante en France avec Lully, dont le grand rival est Marc-Antoine
Charpentier, et 1’école versaillaise (sous Louis XIV et au début du régne de Louis XV) est illustrée
notamment par Michel-Richard Delalande et par Frangois Couperin. En Allemagne, le grand
predécesseur de Bach est Buxtehude, en particulier par sa musique d’orgue et par ses cantates. Pendant
la premiére moiti¢ du XVIII siécle, Bach, Rameau, Hindel et D. Scarlatti dominent la scéne musicale
europeenne.

2. Ilepenaua comgeprkaHusa TEKCTA MO CHEIUATEHOCTH (uTeHue 0e3 CI0BApPS) HA MHOCTPAHHOM S3BIKE.
O6vem — 2000 m.3. Bpewms permoHeHus — 10 muH.

Les orgues de Saint-Sulpice. La tradition de I’orgue a Saint-Sulpice est ancienne. Avant que I’église
actuel fat sorti de terre, on note deja la présence d’organistes célebres, comme Guillaume-Gabriel
Nivers et Louis-Nicolas Clérembault.

En 1781, a la fin de la construction de la nouvelle église, Clicquot avait installeé dans le buffet de
Chalgrin un instrument doté de cinq claviers et soixante quatre jeux, qui passait pour I'un des premiers
du Royaume. Nicolas S¢jan en fut titulaire. Aristide Cavaillé-Coll (1811 — 1899) le reconstruisit de
1857 4 1861, en en remployant de nombreux ¢léments car il voulait réaliser le «trait d’union entre 1’art
ancien et I’art nouveauy». La célébrité du «cent jeux» de Saint-Sulpice, chef d’oeuvre de son créateur,
s’est étendue au monde entier. Il reéunit la tradition classique et le renouveau romantique.

A Lefébure-Wély, nommé en 1863, succéda en 1870 Charles-Marie Widor, un des maitres de la
brillante école frangaise d’orgue du XIX siecle. Nomme provisoirement a 1’age de 26 ans, il ne sera
jamais titularisé mais assurera 63 années de présence a Saint-Sulpice. Le 31 décembre 1933, il céda la
place a Marcel Dupré, autre grande personnalité du monde d’orgue. Dupré mourut dans ’aprés-midi
de la Pentecote de 1971, apres avoir joue les offices de la matinée. Pendant un peu plus d’un siecle,
seulement deux organistes s’¢taient succedés a Saint-Sulpice. Marcel Dupre a eu comme successeurs
Jean-Jacques Grunewald, puis le titulaire actuel, Daniel Roth, qui joue regulierement les compositions
de ses prédécesseurs, comme celles des autres maitres de la musique d’orgue, frangais ou étrangers.
L’orgue de choeur date de 1844. En 1858, il a été reconstruit lui aussi par Aristide Cavaillé-Coll qui lui
a donné une composition tres complete. Ce remarquable instrument, dont André Messager et Gabriel
Fauré n’ont pas dédaigné d’étre les titulaires, arrive a remplir 'immense vaisseau de Saint-Sulpice
avec seulement 21 jeux. Aux messes, ou le grand orgue intervient avec des oeuvres du répertoire et des
improvisations, I’orgue de choeur accompagne les chants.

3. becema wWa WHOCTPAaHHOM S3BIKE II0 BOMpPOCAaM, CBA3aHHBIM ¢ Oworpadueit, yueboit wu
CHELMATLHOCTEIO TOCTYITAOIIETO.

1. Pourquoi avez-vous décidé d’entrer a I’école doctorale?

2. Quelle est la direction de vos recherches, est-ce que vous avez deja formulé le sujet de votre
doctorat?

3. Pouvez-vous citer des savants qui se spécialisent dans le domaine de la science que vous avez
choisi?

4. Pour passer le concours, combien d’examens devez-vous passer et quels sont ces examens?
5. Avez-vous pris part aux conférences ou aux colloques scientifiques?

3. HPHEHJIH H MOPHIAOK IIPOBEACHHS BCTYIIHTE/IBHOI'O HCIILITAH M

BerynurensHOe MCHBITAHME MPOBOAUTCS 6 YCHIHO-RUCHN 4%y JIOKYMEHT IOZIITMCAH
o) JIEKTPOHHOM TTOATHCHIO
guoeokoHgepenyceasu (C 00sM3aTeTBHBEIM  HMCHOJB30BAHUEM | &
CeprudKkaT: 009B4F021D1AB09DD41CD11CF3FBE3AATS
MUKpO(pOHA BO BpEMs BCTYNUTENRHOTO WCHBITAHUA). lex
BCTYNUTEIBHOTO UCTIBITAHUS CO CTOPOHBI MOCTYITAIOMIETO JIEKHUT
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[Tepen HagaoM BCTYMUTENBEHOTO UCIBEITAHUS SK3aMEHAIIMOHHASA KOMUCCHS ITPOBOIUT MPOLIEAYPY
UICHTA(PUKAIMKM JTHMYHOCTH TOCTYyHAmIMX JMO0 ¢ ImyTeM MPOBEPKH | CTpaHWIEl TMACmopTra
nocrynaromux. [locrynaromemy npodemoncmpuposames Ha Kamepy CmpaHuuy nacnopma C
gpomocpagpuein, @®HO, oamoit u mecmoMm porcoeHUs, HAUMEHOBAHUEM OpP2aAHA, 6blOAGUIEZO
OOKYMeHm U oamoil e2o evioauu i 0003PEHUS YJICHAMH MPEIMETHOM KOMHCCHM W BHU3YAJIBHOTO
CpaBHEHUSL.

Taxxe sx3aMeHAIMOHHAA KOMHCCHS TPOBEPSET pabdodee MECTO MOCTYHAINIETO. 3aImpenieHo
HATM4YMEe HA padodueM MecTe MOCTYIMAINMX JIMYHBIX BEMIEH, 3a HCKIFOUEHHUEM MATepPHaToB H
MPUHAIICIKHOCTEH, PA3PEMIEHHBIX K MCIOIL30BAHUI0 (KOMIBIOTEP (HOYTOYK), BHOEOKamepa,
MUKPO(OH).

Bo Bpems mpoBeneHms BCTYNMUTENBHBIX HCHBITAHWIN MOCTYMAIONIMM 3AMpPENiaeTCs UMETh HpPH
ce0e 1 UCITOTb30BATh:

— DOMOJIHUTEIBHEIE CPENCTBA CBA3H;

— KaHIEIPCKUE MPUHATIEKHOCTH, 3a UCKIFOYEHUEM JTUCTA OTBETA/UUCTOTO JTUCTA, PYUKH;

— cIpaBouHbIe Marepuansl (yueOHeie mocoOus, MOHOTpaguu, KOHCHEKTH W T.J.), 34
UCKJTFOUeHUEM OYMaKHOTO CI0Baps (AHIIIO-PYCCKOTO, (DPAHITY3CKO-PYCCKOTO, HEMEIKO-PYCCKOTO ).

Buibop Homepa IKzaMeHauuoHH020 Ouliema OCYWieCmensAemca ¢ UCHOAb306AHUEM

ceHepamopa CAy4YaiHplx yucen (CEKperapp KOMHCCHM —yKa3plBaer obOmiee KOJTMYECTBO
5K3aMEHAIMOHHEIX OWIETOB W TEHEepUpyeT HoMep Owiera s Kaxaoro IMOCTYIMAIONIero Ha
KOMITBIOTEPE).

[lepen HagamoM MMCEMEHHOTO HEPEBOAA CEKPETAPh HK3AMEHAIMOHHOH KOMHUCCHH IMPOBEPSAET
JIUCTHI OTBETA mocTymaronwx. [locrymaronme ayis moAroTOBKHA MEPEBOIA MOTYT HMCHOJB30BATh JTUO0
JIUCT OTBETA, BEICJAHHBIM CEKPETAPEM KOMHCCHHM HAKAHYHE SK3aMeHa, JU00 "uCTeIi jucT (hopmara
A4.

Oonoepemenno é pedcume guoeokonpepenyuu npucymcemeyiom ne donee 10 nocmynaroujux.

Ilepebrii  2man. llocrymaroniemMy Ha OIEKTPOHHYIO MO4YTY BBICBUIAKOTCH TEKCTHL  ITO
CHELMATLHOCTH I MMCBEMEHHOTO MEPEBONA C MHOCTPAHHOTO fA3BIKA HA PYCCKWUH, COOTBETCTBYIOIINE
HOMEpAM HK3aMEHAIMOHHEIX OmiaeroB. B rteuenme 45 muHyT mocTymaronipe ¢ HMCIOIB30BAHUEM
OYMa)XHOTO CJIOBApS TOTOBAT IHUCBMEHHBIN NEpeBOn TEKCTOB. HMcnonb3zoeanue 3nekmpoHHbIX
crnoeapeni 3anpeuieno. 110 ncredeHun BpEeMEHHM HA MNOATOTOBKY, MOCTYMAONINE CKAHUPYIOT HIH
(pororpadupyroT mEpPEeBOABI M HAPABIIAIOT UX HA JIEKTPOHHYIO odTy no(@webmail.spbgik.tu. ITocne
TOTO, KAK BCE MOCTYIAIONINE BRICIATH HA SMEKTPOHHYH MOUTY MMEPEBOALI, B KOH()EPEHIIMHN OCTAETCA
OOUH IOCTYIANIUM (COMIACHO 3apaHee CPOPMUPOBAHHOMY CEKPETAPEM KOMMCCHU CIHCKY C
HOPAAKOM OTBEUAOIINX ), KOTOPBEIM YCTHO 3a4WUTEIBAET CBOW MEpPEBOA Sk3ameHaropam. Ilapannensno
3K3aMEHATOPHI CAEOAT 3a BEPHOCTHIO NEPEBOA MO BEICIAHHOMY MOCTYIMArommM TekcTy. [Ipn Hamiaun
0mMOO0K, 3aMEYaHNH, YK3AMEHATOPEI 03BYUHNBAIOT WX ITOCTYIAOIIEMY.

Bmopou 3man. Ilocne o3HakOMJIEHMS C€ TMMCBMEHHBIM NEPEBOAOM, IOCTYIAIOMIEMY HA
SIEKTPOHHYIO ITOYTY BEICBLIACTCSI TEKCT MO CIEHMANBEHOCTU I IMEepecKasa (Ha MHOCTPAHHOM S3BIKE)
CormacHoO pacmpenenenHomy Ownery. Mcnons3zoBanue cnoBaps A MOArOTOBKH MEPECKA3A 3ATIPEMIEHO.
[To ncreuennm Bpemenu Ha MOATOTOBKY mepeckasa (5-10 munHyT), mocTymaronivil yCTHO O3BYUMBAET
€r0 HK3aMEHAIIMOHHOM KOMMCCHM. JK3aMEHAroOphel MOTYT 3a4ark MOCTYMAIONIEMY YTOUHSIOMINAE
BOTIPOCHI I10 TTEPECKA3Y, O3BYUUATH TOMYIIEHHBIE OMMUOKHA, HETOYHOCTH.

Tpemuii man. llocnemHuM 5TanoM SK3aMeHa sBISAETCAS Oecema C SK3aMEHAropaMu o
BOITPOCAM, CBA3aHHBIM ¢ Omorpadmeit, yaeO0il 1 CHEIMATBHOCTEIO MOCTYMAONIET0 HA MHOCTPAHHOM
A3BIKE.

[Tocne oTBeTa mOCTYNMarONIUM BEIXOOUT U3 BUIEOKOH (PEPEHIINN.

[To oxoHYaHWM BCTYMUTEIRHOTO UCIBITAHUA (IPOXOKICHUE BCTYNMUTEILHOTO UCHBITAHUS BCEMHU
MPUCYTCTBYIOMIMMH HA HEM ITOCTYHAIOIUMH ) KOMUCCHS B TEUEHUE HE
pe3ynasraraM  BCTYOUTENBHOTO wucneITanusa. [Ipu  oOcywxkme
BUICOKOH(D €pEHTICBA3D HE OcymiecTBsIeTcsa. Ornenka 00bABISIET (I RYNENATIARS Gl W (521 e oT): 1o (5371
BCTYIIUTEABHOTO MCHOBITAHUA IO DJEKTPOHHOW modTe. Pe3ym| pruwnen:Mytes Baiop Aneiceesi
MYOTMKYIOTCS HA MH()OPMAIMOHHOM CTEHAE M HA calTe MuCTuTy /e e 14092025 10 07122024
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[Tporienypa mpoBeneHns BCTYMUTEIBHOTO UCIBITAHUA 3AMMCHIBAETCS M XPAHUTCS B MPUEMHOMN
KOMHCCHH 0 JATHl 3aBepuieHus mpueMHoi kammannu Ha 2024-2025 yaeOHEbIi ro/.

4. Iloxka3aTe/ln K KPHTEPHH OHCHKH BCTYIIHTE/IBHOI'0 HCIILITAHHHA

BerymiTensHOE HCIBITAHUE TI0O HHOCTPAHHOMY S3BIKY OrieHnBaeTcs mo 100 OawtbHo# mKane.

OCHOBHBIMM MOKA3aTEIAMH OLIEHUBAHUSA BCTYIMUTEILHOTO UCTILITAHUS SABISIOTCA:

— 3HAHWE TPAMMATHIECKOTO MATEPHUAIA;

— BJIAICHUE JIEKCHIECKUM MUHUMYMOM OOMIEHAYYHOTO U CIIEIHATHHOTO XaPaKTepa;

— YMEHHME MEPEBOAUTH OPUTMHAIBHYI0O WHOA3BIMHYIO CIEHUATW3UPOBAHHYIO JUTEpPATypy Ha
PYCCKHH SA3BIK;

— BIaJeHUE (POHETUIECKUM CTPOEM UHOCTPAHHOTO S3BIKA;

— 3HAHWE TPAMMATHIECKOTO MATEPHUAIA;

— BJIAICHUE JIEKCHIECKUM MUHUMYMOM OOMIEHAYYHOTO U CIIEIHATHHOTO XaPaKTepa;

— BJIQJICHUE HABBIKAMH YTEHUSA U 0OCYKIEHUS TEKCTOB MO CHEI[UATEHOCTH;

— BII4/ICHUE HABBIKOM CMBICIOBON KOMITPECCHH TEKCTA;

— BIaJeHUE (POHETUIECKUM CTPOEM UHOCTPAHHOTO S3BIKA;

— 3HAHWE TPAMMATHIECKOTO MATEPHUAIA;

— BJIAICHUE JIEKCHIECKUM MUHUMYMOM OOMIEHAYYHOTO U CIIEIMATHFHOTO XaPaKTepa;

— BJIQICHUE HABBIKAMH UTEHUSA U 0OCYKIEHUS TEKCTOB MO CHEIUATEHOCTH;

— BII4/ICHUE HABBIKOM CMBICIOBON KOMITPECCHH TEKCTA.

Kpurepun oneHku:

90-100 6a//10B (OLEHKA «OTJIHYHO)) BEICTABIIETCA NPU CIEAYIOMIMX YCIOBUAX:
— MIEPEBO/I TEKCTA BEIITOIHEH TOYHO, MTEPEBO/I SKBUBAIEHTEH MO CONEPIKAHUIO;
— BEIOpAaHBI ONTUMATBHBEIE MEPEBOMUECKUE PEIIEHHS, MEPEBO TEKCTA M3JI0KEH B COOTBETCTBHUM CO
CTHIUCTUYECKUMI HOPMAMU PYCCKOTO S3BIKA;
— MOKAa3aHbl TTYOOKHME 3HAHWS CHEIMATBHOHN JIEKCHKW U TPAMMATHYECKUX CTPYKTYP I aIEeKBAaTHOTO
MEPEBOaA CIEHUATU3UPOBAHHOTO TEKCTA;
— aH WCYEPIBLIBAIONIME, O0OOOCHOBAHHBIA W JIOTMUECKA BBEICTPOEHHBIH OTBET HA BOIPOC
HK3aMEHAIMOHHOTO Omiera;
— OTBETHI HA BOMPOCH AK3aMEHATOPA AAIOTCA IMOJHO, COOMIOTAETCS JTOTHUECKAs MOCIEeI0BATEIbHOCTE
BBICKA3BIBAHMA;
— MOKAa3aHbl TTYOOKHWE 3HAHWS CHEIUATBHOHN JIEKCHUKW U TPAMMATHYECKUX CTPYKTYP I aIEeKBAaTHOTO
BOCITPUATHSA ~CIEIUATA3UPOBAHHOTO TEKCTA, W3JIOKEHUS CONEPKAHMSA TEeKCTa | Oecempl 110
COIEPIKAHUIO TEKCTA;
— MOKA3aH BEICOKUH YPOBEHB BIANEHUS YCTHON PEUBIO ISl OECEBI MO COMEPIKAHUIO TEKCTA.
— aH WCYEPIBIBAIONIME, OOOCHOBAHHBIA M JIOTMUECKH BBEICTPOCHHBIH OTBET HA BOIPOC
IK3aMEHAIMOHHOr0 Omiera;
— OTBETHI HA BOMPOCH YK3aMEHATOPA JAAIOTCA IMOJHO, COOMIOMAETCS JTOTUUECKAS MOCIEeN0BATENFHOCTE
BBEICKA3BIBAHUA;
— TOKa3aHbl TIyOOKME 3HAHWS CHENHATBHON JIEKCMKA M TPAMMATHYECKHUX CTPYKTYD IS YCTHOTO
oOmienns B mpoeccuoHanbsHoM chepe;
— TMOKAa3aH BBICOKUM YPOBEHb BIANECHUA YCTHOM PEUBI0 IS WHOS3BIYHOW MPO(EeCCHOHATBEHO
OPUEHTUPOBAHHON KOMMYHHKAI[UH.

75-89 0a/1710B (OLl€eHKA «XOPOILI0») BEICTABIAECTCS NPU CAEAYIONINX YCIOBUAX:
— MEPEBOJT TEKCTA BBIMOJHEH JOCTATOYHO TOYHO, HO UMEIOTCS He3HAYUTEIbHEIC ONTMOKH - OYKBAJTbHEIH

IEPEBOT, HETOUHBIH MOI00P YKBUBAJICHTA;
— IIEPEBOJ BBHIMOJHEH B I[€JI0M B COOTBETCTBHH CO CTUIMCTHYE

HMCIOTCA HC3HAYUTCIIEHBIC ITOTPCIHHOCTH, :
w CepraipuraT: 009B4F021D1AB09DD41CD11CF3FBE3IAATS
— MOKA3dHO JOCTATOYHOC 3HAHHUEC CIICIIHAJIBHOW JICKCHKH W TPAM] Biajenci: Mytoes Buktop Anexceesny
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—MaH JO0CTAarOYHO TIYOOKM W O00OCHOBAHHBIM, HO HE WCYEPIBIBAONIMI OTBET HA BOIPOC
IK3aMEHAIMOHHOr0 Omiera;
— OTBETHI HA BOMPOCH HK3aMEHATOpa TAr0TCA B 1IEJIOM ITOJHO, HO HE BCETAA UCIOJIB3YIOTCS CPENCTBA
JIOTHYECKOHN CBA3U U COOTFOTAETCS JIOTHUECKAS TTOCIEN0BATEMFHOCTE BEICKA3BIBAHUSA
— MOKA3aHO JOCTATOYHOE 3HAHWE CIEIMATBLHON JEKCUKM M TPAMMATHUYECKUX SBICHUN, HEOOXOIUMBIX
IS W3JI0KEHUS COAEPIKAHUS TEKCTA MO CHEeNMATBFHOCTH M I YCTHOTO OOMIEHHS MO COAEPHKAHUIO
TEKCTA;
— MOPOAEMOHCTPUPOBAH XOPOWIMI YpPOBEHb BIAAECHUA YCTHOM pEYbl0 C HE3HAYUTEIBHBIMHU
(poHETHUECKUMH OTIMOKAMH.
—MaH J0CTAaro4HO DIYOOKMA W 00OCHOBAHHBIM, HO HE WCYEPIBIBAONINNA OTBET HA BOIPOC
IK3aMEHAIMOHHOr0 Omiera;
— OTBETHI HA BOTIPOCH! YK3AMEHATOPA JAIOTCS B MEJIOM ITOJTHO, HO HE BCETAa COOMIONAETCS JIOTHYECKAS
MOCIEN0BATENbHOCTE OTBETA;
— MOKAa3aHO JOCTATOYHOE 3HAHWE CIEIMATBEHON JEKCUKH M IPAMMATHUYECKHUX SBICHUN, HEOOXOINMEIX
1L YCTHOTO 00mieHus B mpo(eccuonanpHoM chepe;
— MOPOAEMOHCTPUPOBAH XOPOUIMII YpPOBEHb BIAACHUA YCTHOM pedYsl0 C HE3HAYUTETBHBIMHU
(poHETHUECKUMH OTITHOKAMH.

60-74 0a/11a (olleHKA «YI0BJIeTBOPHUTEIBHO») BEICTABILIETCS ITPH CAECAYIOMINX YCIOBHAX:
— IPU NEPEBOAE COAEPHKAHNE TEKCTA B OCHOBHOM IIEPENAHO IIPABUILHO, HO JONYCKAINCH OTACILHEIC
OIIMOKH, MCKAKAOTIINE CMBICIT TTPEIIOKECHUI;
— MOKA3aHbl HEQOCTATOYHO YBEPEHHBIE HABBIKM MCIIOJB30BAHMA CIEIUAIBHOM JIEKCMKH H
rPAMMATUYECKAX SBJICHUN, HEOOXOMUMEBIX [IJI1 TEPEBOAA, IPOSBIEH HENOCTATOUYHBIA ONBIT B
Pa3IMUEHNUH CIOBAPHOTO U KOHTEKCTYAJIbHOTO 3HAYEHUA CJI0BA,;
— OTBET HA BOIPOC 3K3aMEHAIMOHHOTO Omera maércs HeOOCTAaTOTHO ITOJHO IIPH CIA00H JIOTHYECKOM
0()OPMIIEHHOCTH BBICKA3BIBAHUS;
— OTBETHI HA BOMPOCH! 3K3aMEHATOpa HEQOCTATOYHO ITOJTHEIE TPU CIA00H JIOTMYECKOH 0()OpPMIIEHHOCTH
BBICKA3BIBAHUA;
— MOKAa3aHbl HENOCTATOYHO YBEPEHHBIE HABBIKM MCIIOJB30BAHMA CIEIUAIBHOM JIEKCMKH H
rPAMMATUYECKAX SBJICHUN, HEOOXOMUMBIX ISl OECeBl MO TEKCTY, MPOSBIIEH HEAOCTATOUYHBIM OTBIT B
nepedpazupoBaHU{, B AKTUBHOM BJIAIEHUH OPUEMAMH CHHOHHUMUH, AaHTOHUMHH;
— MPU MEPeCKa3e U B YCTHOM peur BO Bpems Oecembl ¢ SK3aMEHATOPOM JOMYIIEHB TPAMMATHYECKHUE
OIIMOKH, BEIYIIME K ICKAKEHHUIO CMBICTA OTAETBHEIX MPEIJI0KECHNH;
— JIaH B OCHOBHOM IIOJIHEIH OTBET HA BOIIPOC SK3aMEHAITMOHHOTO OMiIeTa;
— OTBETHI HA BOMPOCH! 3K3aMEHATOPa HEAOCTATOYHO MOJTHEBIE TPU C1a00H JTIOrMYeCKOH 0(POpPMIIEHHOCTH
BBICKA3BIBAHMA;
— MOKA3aHbl HEQOCTATOYHO YBEPEHHBIE HABBIKM MCIIOJB30BAHMA CIEIUAIBHOM JIEKCMKH H
IrPaMMAaru4eCcKiX SBJIEHUH, HEOOXOIUMBIX I YCTHOTO 00mIeHHs B Tpo(peCCHOHATBEHON Chepe;
— IPU NEPEeCKa3e W B YCTHOM PEUM JOTMYIICHB IPAMMATHUECKHE OIMNOKH, BEAYIIME K MCKAKECHUIO
CMBICJIA OTJIENBHEBIX TPEITOKEHUM.

0-59 6a/1/10B (OLeHKA «HEVIOBJIEeTBOPHTEIbHO0») BEICTABIAETCS MPHU CIEAYIONINX YCIOBUAX
- IPU HATMYWHY 3HAYUTEIEHOTO KOJIMUECTBA UCKAKEHUH CMBICIA MPEAT0KEHUI TP NEPEBOE;
- IpU HEMOJIHOM mepeBoze Tekcra (menee 60%);
- IIPU HEJOCTATOYHOM 3HAHWU CIEHUATBHOW JIEKCUMKH U TPAMMATHUYECKUX SABJICHUM I
OCYILIECTBICHUS MEPEBOA TEKCTA MO CIEIIHATBHOCTH.
- HE BBIMTOIHEHEI YCIOBUS, TO3BOIAIONINE BEICTABUTE OLIEHKY «YIOBIETBOPHUTEILHOY
- HE BBIMMOIHEHEI YCI0BUS, TO3BOIAIONINE BEICTABUTE OLIEHKY «YIOBJIETBOPHUTEILHO.
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Miquel. —Paris : CLE international, 2009. — 192 p.
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