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1. egb BCTYNHUTEIHLHOTO HCIIBITAHUS

[lenb BCTYNMUTENHHOTO UCTIBITAHUS — ONPENEIUTh YPOBEHD BIIAJICHUSI HHOCTPAHHBIM 3BIKOM Kak
CpCACTBOM OCYHICCTBJIICHUA KOMMYHHKAIIUHU B HHOSI3BIYHOM  SI3BIKOBOU cpeac B Opcaciax
MPOTpaMMHBIX TpeOOBaHWN K OCBOCHHIO IHUCHUILIMHBI «MHOCTpaHHBIA S3BIK» 3a TOJHBIA KypC
o0ydeHus B By3€ I10 POrpaMMam CIeIHaTuTeTa U MarucTparyphl.

2. CoaepxaHue BCTYNUTEJIbHOI0 HCTILITAHUSA

BerynuTensHoe McnbITaHHE Ha MPOTrpaMMBbl BBICIIETO 0Opa3oBaHUS B (pOpME acCHCTEHTYpHI-
CTOXKUPOBKU MO TUCHUIUIMHE «MHOCTpaHHBIN S3BIK» MPOBOTUTCS MO OAHOMY M3 TPEX MHOCTPAHHBIX
A3BIKOB: aHIJIMHCKOMY, HEMELIKOMY, (PpaHIly3CKOMY.

BerynutensHoe ucbITaHUS MIPOBOAUTCS B (hopMe K3aMeHa MO OMieTaM B YCTHO-MUCHMEHHOM
dhopme.

Ha BCTYNUTETbHOM HCHBITAHHUM TOCTYNAIOMIMKA JIOJDKEH IPOAEMOHCTPUPOBATH yMEHHE
MI0JIb30BATHCSI MHOCTPAHHBIM SI3BIKOM KaK CPEJCTBOM KYJIBTYPHOIO U NMPO(ECCHOHAIBHOIO OOIEHMS.
[Toctymatomuii  momkeH BhaaeTs opdorpadpuyeckumu, (QOHETMUECKUMH, JIEKCHYECKHUMU U
rpaMMaTHYE€CKMMU HOPMAaMH HMHOCTPAHHOIO S3bIKa M INPAaBHJIBHO MCIOIb30BAaTh MX BO BCEX BHIAX
peUeBOi 1eATENILHOCTH, MPEICTABICHHBIX B chepe MpodhecCHOHAIBHOTO OOIIEHUS.

TpeOoBaHHs K 3HaHUAM M YMEHHSAM Ha BCTYINUTEIBHOM SK3aMEHE OCYLIECTBISIOTCS B
COOTBETCTBHH C YPOBHEM CIIEAYIOIIUX SA3BIKOBBIX KOMIIETEHIIHIA:

I'oBopeHne ¥ ayiupoBaHue - Ha 5K3aMEHE IOCTYNArOIIMH JOJKEH I10Ka3aTh BIaJICHHUE
IIOATOTOBJICHHOW ¥ HENOATOTOBICHHOM MOHOJIOTMYECKOM M JUAJOTMYECKOM pedbl0 B CHUTyaluu
ounmansHOro OOLIEHUA B IpeAenax BY30BCKOM IHporpaMMHON TeMmaruku. OLEHMBAaeTCs yMEHHue
aJIeKBaTHO BOCIIPMHUMATh peyb U JaBaTh JIOTHYECKH 000CHOBAaHHBIC pa3BEPHYTHIC OTBETHI HA BOIPOCHI
9K3aMeHaropa.

UteHue - KOHTPOJIUPYIOTCS HaBBIKM U3YYalOIIEro U MpOCMOTPOBOTrO uTeHHs. B mepBom ciyuae
NOCTYNAIOUMN JOJDKEH MPOJEMOHCTPUPOBaTh YMEHHME YWUTaThb OPUTMHAIBHYIO JIMTEpaTypy IO
CIELUATBHOCTH, MAKCUMAJILHO MOJTHO U TOYHO NEPEBOAMUTH €€ Ha PYCCKHI SI3BIK, MOJB3YSACh CIIOBAPEM
U ONMpasiCh Ha NpO(eCCHOHANbHbIE 3HAHMS W HABBIKM S3bIKOBOM M KOHTEKCTYyaJbHOW JIOTaJKH.
[TucbMeHHBIN TIepeBOA HAyYHOTO TEKCTa IO CIEMUAIBHOCTH OLEHHBAETCS C Yy4eToM oOrien
aJleKBaTHOCTH  TEpPEeBOAA, TO €CTb OTCYTCTBHSI  CMBICIOBBIX  MCKaXE€HHH, COOTBETCTBUS
CTMJIMCTUYECKUM HOPMaM PYCCKOTO $i3bIKa, BKJIIOYas yrnorpeOneHue TepMuHOB. [Ipu mpocMoTpoBoM
/GEeryIOM YTEHUU OLIEHUBAETCS YMEHUE B TEUEHHE OIPaHMYEHHOTIO BpeMEHH U 0e3 c0Baps ONpPEeAeIUTh
KpPYTI' pacCMaTpHBaeMbIX B TEKCTE BOIPOCOB, BBHIIBUTH OCHOBHBIC TOJIOKEHHS aBTOpa U INEPecKa3aTh
TEKCT Ha MHOCTPAHHOM SI3bIKE.

IlepeBoa - MOCTYMAaOUIMHA JOMKEH YMETh IEPEBOIUTH MUCHBMEHHO CO CJIOBAapeM TEKCT IO
CIELUATBHOCTH C MHOCTPAHHOTO sA3bIKa HA PYCCKUI B TEUEHUE 3aJaHHOIO BpeMeHH. [lepeBon nomkeH
COOTBETCTBOBATh HOPMAM PYCCKOTO SI3bIKa.

Jlekcuyeckuii 3anac MOCTYNAOLIETO B aCCUCTEHTYPY-CTaXKUPOBKY JI0JIKEH COCTaBUTh HE MEHEe
3000 nexcu4yecKux €QUHMIL C YYETOM BY30BCKOTO MHHMMYMa M NOTEHLUAJIBHOTO CIIOBaps, BKJIOYas
npumMepHO 300 TepMUHOB IPOYHIIUPYIOIIEH CIIENATHHOCTH.

I'pammaTHKa - Ha 5K3aMEHE MOCTYNAIOMIMN JIOJDKEH IOKa3aTh BIAZICHWE TPaMMaTH4eCKUMHU
HOpPMaMHU MHOCTPAHHOTO SI3bIKa:

Amnenuickuil A3k

ITopsmox cnoB mpocrtoro mnpeanoxeHuss. CIOXHOE MPEUIOKEHHE: CI0KHOCOYMHEHHOE H
CIIOKHOTIOJUMHEHHOE TpeanoxeHns. Coro3pl U OTHOCHTEIBbHBIE MECTOMMEHHUS. YIOTpeOneHue
JUYHBIX (QopM Imarosia B akTMBHOM 3anore. ComnacoBaHue BpeMeH. IlaccHBHbBIE KOHCTPYKLUH: C
areHTUBHBIM JOMNOJHEHHEM, 0e3 areHTHBHOTO JOIOJHEHUS; MAacCHBHAas KOHCTPYKIHS, B KOTOPOH
MOJJIeXKAIEe COOTBETCTBYET PYCCKOMY KOCBEHHOMY WM MPEAJIOKHOMY JonosHeHuto. DyHkuun
MHOUHUTHBA, 000POT «IOTMOIHEHUE ¢ WHOUHUTUBOM» (OOBEKTHBIM Majiex ¢ MHQUHUTHBOM); 000pOT
«ojuIexaliee ¢ MHOUHUTUBOM» (MMEHMTENbHBIM Nafex ¢ MHGUHUTHBOM). DYHKIMM NPUYACTUS:
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npuyactue B (YHKUIMU ONpPEACNCHHUS U ONpEeACIUTENbHbIE MPUYACTHBIE OOOPOTHI; HE3aBHCHUMBIN
MPUYACTHBIA 000pOT (aOCOMIOTHAST MpUYACTHAST KOHCTPYKIMS); MPUYACTHBIM O0OpOT B (YHKIUU
BBOJTHOTO WJIeHa; 00OPOT «JOIMOJHEHHE ¢ MpHYacTueM» (000pOT OOBEKTHBIN Ma/eX C MPUYACTHEM);
npeiokeHns ¢ npudactreM | wiau I, cTosSmMM Ha MepBOM MeCTe B MPEIJIOKCHUU U SIBISIOIIMMCS
YacThI0 JBYWICHHOTO CKa3dyemoro have +cymecrButensHoe + mnpuyactie. DyHKIHMU TepyHAMS,
repyHanaibHbie 000poThl. CocnarareibHOEe HaKJIOHEHHE. MoJallbHbIe TIaroibl. MoJalbHbIe TIIAroJIbl
C TpOCTBIM U TmepeKTHbIM HHPUHUTUBOM; ¢(yHKuMKH miaroigoB should u would. VYcmosHble
MPEUIOKEHNS. ATPUOYTUBHBIE KOMIUICKCHI (IIETIOYKH CYIIECTBUTENbHBIX). WHBepcus. OCHOBHBIC
COUYMHUTENbHBIC U MTOJJYNHU TEIbHbIE COIO3BI.

Hemeyxuii s3vix

[Ipocthie pacnpocTpaHEHHbIE, CIOKHOCOYMHEHHBIE W CIOXHONOJYUHEHHBIE MPEIIOKEHHUS.
PamouHas KOHCTPYKLMS U OTCTYIUICHHSI OT Hee. MeCTO U MOPSIOK CIOB MPUIATOYHBIX MPEATIOKEHUI.
Coro3bl U KOppensiThl. MHOro3HayHOCTh COI030B. llepegaya JIOTMYECKMX OTHOIICHWH B
CIIOKHOTIOJJUMHEHHOM  TPENJIOKEHUH. beccoio3Hble mpuparoyHble  OpemyiokeHus. DyHKUUU
npuyactuii. CTenenu cpaBHeHMsI puiarareabHbix. CyliecTBUTENbHbIE, TpUIarareibHble U MPUYacThs
B (yHKIMM TIpETUKaTUBHOTO OINpEAEICHUS. YKa3aTelbHble MECTOMMEHHUS B (YHKIMU 3aMEHBI
cyuiecTBUTeNbHOT0. OMHOPONHBIE WIEHBl MPEIJIOKEHUS Pa3HOro THIA, B TOM YHUCIE CIUTHBIE.
NHUHUTHBHBIE U NPUYACTHBIE 00OPOTHI B pa3iIMYHBIX (QYHKIUAX MomaabHble KOHCTPYKIHH Sein u
haben + zu + infinitiv (Bo Bcex BpemeHHBIX (hopmax). MomanpHbie Taroibl ¢ uHGuauTHBOM I 1 11
aKTHBa M MAaCCHBA BO BCEX BpeMEHHBIX (hopmax. KOHBIOHKTHB M KOHIUIIMOHAIUC B PA3IMYHBIX THITAX
npemioxkennit. @yrypym 1 u Il B moganbHOM 3HaueHuu. MoganbHble cioBa. DyHKIMMU TAcCUBa U
KoHCTpykKIuH sein + Partizip Il nepexognoro rarona. IlaccuBHbIiN 3a710T.

Dpanyy3ckuil A3b1K

[Topsimok cimoB mpoctoro mnpemioxkeHuss. CIoXKHOE MNPEUIOKEHUE: CI0KHOCOUMHEHHOE H
CIIOKHOIIOJUMHEHHOE TpeiokeHus. Coro3bl. YHOTpeOieHHe JUYHBIX (OpM IJIaroioB B aKTUBHOM
sasore. CornacoBanue BpemeH. [laccuBHasi ¢opma miarona. Bo3BparHbie Timaroibl B 3HAYEHUU
naccuBHOM (opmbl. besnuunbie koHCTpykuuu. Koncrpykiuu ¢ mHbuHMTHBOM. Henmuunsle (hopmbl
raroja: WH(OUHUTUB HACTOALIETO W MPOIIEAIIETO BPEMEHHM; ACEeNpUYAcTHE; CIO0KHOE IpUYacTHe
MPOIIEANIET0 BpeMEHU. AOCOMIOTHBINA MPUYACTHBINH 000pOT. YcioBHOe HakinoHeHue. CocnarareabHoe
HakiIoHeHHe. CTeneHu CpaBHEHUs [pUJIarareabHbIX M Hapeuudl. MecTouMeHus: JMYHbIE,
OTHOCHUTEIIbHBIE, YKa3aTeIIbHBIE.

Cooepotcanue 3K3aMeHaAYUOHHO20 OULema 8 AcCUCMEHMYPY-CMAaAXCUPOBKY N0 UHOCMPAHHOMY A3bIKY
1. IlucpbmeHHBIN mEpeBO (CO CIOBAapeM) TEKCTa MO CHEIUAIBHOCTH (C MHOCTPAHHOTO Ha PYCCKUM).
O6bem — 2000 11.3. Bpems BoimonHeHUs — 45 MUH.

2. Ilepenava comep>kaHus TEKCTa IO CHEIHAIBLHOCTH (4TeHUE Oe3 ClioBapsi) Ha WHOCTPAHHOM SI3bIKE.

O6bem — 2000 11.3. Bpems BeimonHeHust — 10 MuH.

3. Becena c¢ sk3amMeHaTOpOM Ha MHOCTPAHHOM SI3bIKE IO BOIIPOCAaM, CBSI3aHHBIM ¢ Onorpaduei, yue0oit
U CHEIHAIbHOCTBIO MTOCTYMAIOMIETO.

O0pa3ubl IK3aMEeHAIHOHHBIX OMJIETOB
M0 AHIIMHCKOMY SI3BIKY ISl CTIENHAJTBHOCTH

54.09.07 «AckyccTBO pecTaBpanuu (0 BUIAAM)»

Buaer Neo



1. [TuceMeHHBII TTepeBO (CO CIOBApPEM) TEKCTA IO CHEUATBHOCTH (C MHOCTPAHHOTO HA PYCCKUN).
O6bem — 2000 11.3. Bpems BoimonHeHUs — 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 comepkaHusi TEKCTA MO CTICIIHATBLHOCTH (UTEHUE O€3 CII0Bapsi) HAa MHOCTPAHHOM SI3bIKE.
O6bvem — 2000 11.3. Bpems Boimonnenus — 10 MuH.

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 literature produced in Italy between the
tenth and thirteenth century was of a religious nature.



3. becena Ha WHOCTpaHHOM SI3bIKE II0 BOINpOCaM, CBSI3aHHBIM ¢ Ouorpadueii, ydeboil wu
CTIEIIATIBHOCTHIO MOCTYHAOIIETO.

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 is your favourite artist or architect?

Buier Ne
1. [TuceMeHHBII TIepeBO (CO CIOBApPEM) TEKCTA IO CIEUATBHOCTH (C MHOCTPAHHOTO HA PYCCKUN).
O6bem — 2000 11.3. Bpems BoimonHeHUs — 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. [lepenaua comeprxaHus TEKCTA MO CIIEUATHLHOCTH (UTeHHE O€3 CIIOBapsi) HA HHOCTPAHHOM SI3bIKE.
O6bem — 2000 11.3. Bpems BeimonHeHus — 10 MuH.

Nineteenth-century aestheticism

What this passage indeed highlights is the way in which Madame de Staél 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 precepts of Christian morality and
consequently the refusal to accept that art and poetry ought to be the handmaidens of theology. In its
place, the pursuit of beauty for its own sake became the supreme end of the artist’s life. As the preface
to Théophile Gautier’s novel Mademoiselle de Maupin (published in 1835) declares:
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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 Ha WHOCTpaHHOM s3BIKE II0 BOMPOCaM, CBsA3aHHBIM ¢ Ouorpadueit, ydeboil u
CHEIHAIbHOCTHIO TOCTYIAIOMIETO.

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 is your favourite artist or architect?

O0pa3ubl IK3aMeHAIIMOHHBIX 0MJIETOB
M0 AHIVIHICKOMY SI3BIKY JJIfl CIIENNAJIBLHOCTH
53.09.01 «hckyccTBO MYy3bIKAJIbHO-HHCTPYMEHTAJIBLHOI0 UCIIOJIHUTEILCTBA (110 BUAAM))

Buier Ne
1. [TuceMeHHBII TTepeBO (CO CIOBAPEM) TEKCTA IO CIEIUATBHOCTH (C MHOCTPAHHOTO HA PYCCKUN).
O6bem — 2000 11.3. Bpems BoimonHeHUs — 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 bellows, and, unlike the accordion and
other open-reed instruments, close beating oboe-like reeds. This instrument eventually lost popularity
due to a tendency to go out of tune too easily. It was frequently used for accompanying madrigal
singers, between the 15th and 18th centuries.



2. Ilepenaua comepkaHus TEKCTA MO CHEIIUATBHOCTH (YT€HHE O€3 CJI0Bapsi) HA MHOCTPAHHOM SI3bIKE.
O6bvem — 2000 m1.3. Bpems Boimonnenus — 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 Ha WHOCTpaHHOM s3BIKE II0 BOMpPOCaM, CBsA3aHHBIM ¢ Ouorpadueit, ydeboil u
CHEINAIbHOCTHIO TOCTYAIOMIETO.

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. [TucebmeHHBIN IepeBo (CO CIOBapeM) TEKCTa MO CIEIHATBHOCTH (C MHOCTPAHHOTO Ha PYCCKUMN).
O6wem — 2000 1.3. Bpems BeimoaHeHUS — 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 requested that one be custom-built for him.
His model, incidentally, also featured 12 bass buttons, cleverly arranged so that all 12 key signatures
could be accommodated.



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.

It 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. [lepenaua comeprxaHus TEKCTA MO CIICUATBLHOCTH (UTeHHE O€3 CIIOBapsi) HA HHOCTPAHHOM SI3bIKE.
O6bem — 2000 11.3. Bpems BeimonHeHust — 10 MuH.

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 19%" 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 Ha WHOCTpaHHOM s3BIKE II0 BOMPOCaM, CBsA3aHHBIM ¢ Ouorpadueit, ydeboil u
CHEIHAIbHOCTBIO TOCTYAIOMIETO.

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?

O0pa3ubl IK3aMEeHAIHOHHBIX OMJIETOB
N0 AHIVIMICKOMY fI3BIKY AJIsl CTIeNHATbHOCTH
53.09.02 «ckyccTBO BOKAJIBHOIO HCIIOJHUTEILCTBA (110 BUAAM)»
Buier Ne
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1. [TuceMeHHBII TTepeBO (CO CIOBApPEM) TEKCTA IO CHEUATBHOCTH (C MHOCTPAHHOTO HA PYCCKUN).
O6bem — 2000 11.3. Bpems BeimonHeHUs — 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. [lepenaua comeprxaHus TEKCTA MO CIIEIUATBLHOCTH (UTeHHE O€3 CIIOBapsi) HA HHOCTPAHHOM SI3bIKE.
O6bem — 2000 11.3. Bpems BeimonHeHust — 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 at other jazz events, though more
attendance at classical festivals by jazz fans. These surveys appear to confirm the homogeneity of
audiences in terms of music tastes and echo other studies in terms of educational level and age profiles
for jazz and classical music attendance.

11



3. becema Ha WHOCTpaHHOM s3BIKE II0 BOMpPOCaM, CBSA3aHHBIM ¢ Ouorpadueit, ydeboil u
CHEIHAIbHOCTHIO TTOCTYIAIOMIETO.

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. [TucebmMeHHBIN TIepeBo (CO CIOBapeM) TEKCTa MO CIEIHATBHOCTH (C MHOCTPAHHOTO Ha PYCCKUN).
O6wem — 2000 1.3. Bpems BbimonHeHUS — 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 comepkaHusi TEKCTA MO CTIEIIUATBLHOCTH (YT€HHE O€3 CI0Baps) HA MHOCTPAHHOM SI3bIKE.
O6bvem — 2000 m1.3. Bpemst Boimonnenus — 10 MuH.

The Clayton-Hamilton Jazz Orchestra

In 1986, John Clayton, Jeftf 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 the best players in the city and how
compatible they were personality-wise, so he basically put the band together."

Although it was a bit illogical to form a new big band in the late 1980s, the Clayton-Hamilton Jazz
Orchestra was a success from the start. One of its main strengths is that it has three co-leaders. "In the
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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. becena Ha WHOCTpPaHHOM sI3bIKE II0 BOINpOCaM, CBSI3aHHBIM ¢ Ouorpadueii, ydeOoil wu
CTIEIIATIBHOCTHIO MOCTYHAFOIIETO.

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?
O0pa3ubl IK3aMEeHAIHOHHBIX OMJIETOB
M0 AHIIMHCKOMY SI3BIKY /ISl CTIENHAJTBHOCTH
53.09.05 «AckyccTBO IMpHAKUPOBAHNS (110 BUIAM))»

Buaer Ne
1. [TucebmeHHBIN IepeBo (CO CIOBapeM) TEKCTa O CIIEIHATBHOCTH (C MHOCTPAHHOTO Ha PYCCKUMN).
O6wem — 2000 1.3. Bpems BbimonHeHUS — 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.

13



2. [lepenaua comeprxaHus TEKCTA MO CIIEIUATBLHOCTH (UTeHHE O€3 CIIOBapsi) HAa HHOCTPAHHOM SI3bIKE.
O6bem — 2000 11.3. Bpems BeimonHeHus — 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. becena Ha WHOCTpPaHHOM SI3bIKE 110 BOINpOCaM, CBSI3aHHBIM ¢ Ouorpadueii, ydeGoil wu
CTIEIIATIBHOCTHIO MOCTYHAOIIETO.

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. [TuceMeHHBII TTepeBO (CO CIOBApEM) TEKCTA MO CHEUATBHOCTH (C MHOCTPAHHOTO HA PYCCKUN).
O6bem — 2000 11.3. Bpems BoimonHeHUs — 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.

14



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. [lepenaua comeprxaHus TEKCTA MO CIICUATHLHOCTH (UTeHHE O€3 CIIOBapsi) HA HHOCTPAHHOM SI3bIKE.
O6bem — 2000 11.3. Bpems BeimonHeHust — 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 Ha WHOCTpaHHOM s3BIKE II0 BOMpPOCaM, CBsA3aHHBIM ¢ Ouorpadueit, ydeboil u
CHEIHAIbHOCTHIO TOCTYAIOMIETO.

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?

O0pa3ubl IK3aMEeHAIHOHHBIX OMJIETOB
10 HEMELKOMY SI3BIKY

Buier Ne
1. [TuceMeHHBII TTepeBoO (CO CIOBAPEM) TEKCTA IO CIEUATBHOCTH (C MHOCTPAHHOTO HA PYCCKUN).
O6bem — 2000 11.3. Bpems BeimonHeHUs — 45 MUH.
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Salzburger Festspiele

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

Die Anfénge

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 Spielstétte (1926) und der Bau eines Festspielhauses
(1925-27) ermdoglichten eine Ausweitung des Spielplans. Salzburg wurde bald zum Treffpunkt der
besten Regisseure und Dirigenten, Schauspieler und Sanger ihrer 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 geprdgt 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 comepkaHus TEKCTA MO CIEIIUATBHOCTH (YT€HHE O€3 CI0Bapsi) HA MHOCTPAHHOM SI3bIKE.
O6bvem — 2000 11.3. Bpems BoimonHenus — 10 MuH.

Geschichte der Dresdner Musikfestspiele

Die Dresdner Musikfestspiele haben sich im Laufe ihrer mehr als dreiigjdhrigen Geschichte als
prigende Kulturinstitution in Dresden etabliert und ziehen das Publikum weit iiber Deutschlands
Grenzen hinaus jdhrlich zwischen Mai und Juni an die Elbe. Wéhrend dieser zwei Festivalwochen
reisen namhafte Orchester, grole 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 sdchsischen
Kurfiirsten historische Vorldufer haben, verdanken sie ihre eigentliche Existenz einem
regierungsamtlichen Dekret inmitten des Kalten Krieges. Tatséchlich erwies sich dieser Beschluss
»von oben« als duBlert fruchtbar, wurde das aus der Taufe gehobene Festival trotz mangelnder Devisen
zu einem kulturellen Ereignis.

Weltstars wie René Kollo, Barbara Hendricks, Dietrich Fischer-Dieskau kamen, um einmal in der
Musikstadt Dresden aufzutreten oder um gemeinsam mit der »Kapelle« zu musizieren. Geradezu
legenddr in den Jahren des Eisernen Vorhangs waren die grofen Orchestergastspiele: Herbert von
Karajan und die Berliner Philharmoniker, Claudio Abbado und das Orchester der Mailénder Scala,
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 Jahrgidngen wurde musikalisch nicht nur an die bis zum séchsischen Hof zuriickreichende Tradition
der grolen 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 pragt. Die seit der Griindung
bestehende Tradition des jahrlich 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. becena Ha WHOCTpPaHHOM sI3bIKE II0 BOINpOCaM, CBSI3aHHBIM ¢ Ouworpadueii, ydeOoil wu
CTIEIIATIBHOCTHIO MOCTYHAOIIETO.

. 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 Threr Promotionsschrift (Dissertation)!

. Wie ist das Thema Ihrer Dissertation?

10. Aus wieviel Kapiteln besteht Thre 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?

O 0 1N DN B W —

O0pa3ubl IK3aMEeHAIHOHHBIX OMJIETOB
1o (GPaHIy3CKOMY SI3BIKY
Buaer Ne
1. [TucebmeHHBIN IepeBo (CO CIIOBapeM) TEKCTa MO CIEIHATBHOCTH (C MHOCTPAHHOTO Ha PYCCKHUM).
O6wvem — 2000 1.3. Bpems BbimonHeHUS — 45 MUH.

La polyphonie. L’événement décisif pour la musique occidentale est I’avénement de la polyphonie,
principalement vers 1200 avec I’école de Notre-Dame (Léonin, Pérotin). La polyphonie atteint un
nouveau sommet au XIV siecle avec I’Ars Nova, personnifi¢é par Guillaume de Machaut. Un
précurseur anglais, John Dunstable, assure la transition vers 1’école 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 siécle 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 transformée par un élément primordial, la Réforme, et I’Italie, ou nait le madrigal, attire de plus en
plus les musiciens du Nord, tandis qu’apparait un génie universel: Roland de Lassus.

Le baroque. Le passage a 1’¢ére baroque, vers I’an 1600, est marqué par Claudio Monteverdi. La
polyphonie fait place a la monotonie accompagnée et au style harmonique; la musique devient
dramatique, avec I’expression des paroles et des sentiments individuels, et on voit naitre un genre
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nouveau: I’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
prédécesseur de Bach est Buxtehude, en particulier par sa musique d’orgue et par ses cantates. Pendant
la premicre moiti¢ du XVIII siecle, Bach, Rameau, Héndel et D. Scarlatti dominent la scéne musicale
européenne.

2. [lepenaua comeprxaHus TEKCTA MO CIICUATBLHOCTH (UTeHHE O€3 CIIOBapsi) HA HHOCTPAHHOM SI3bIKE.
O6bem — 2000 11.3. Bpems BeimonHeHus: — 10 MuH.

Les orgues de Saint-Sulpice. La tradition de I’orgue a Saint-Sulpice est ancienne. Avant que 1’église
actuel flt sorti de terre, on note déja 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 installé dans le buffet de
Chalgrin un instrument doté de cinq claviers et soixante quatre jeux, qui passait pour 1’un des premiers
du Royaume. Nicolas S¢jan en fut titulaire. Aristide Cavaillé¢-Coll (1811 — 1899) le reconstruisit de
1857 a 1861, en en remployant de nombreux ¢éléments car il voulait réaliser le «trait d’union entre 1’art
ancien et I’art nouveau». La célébrité du «cent jeux» de Saint-Sulpice, chef d’oeuvre de son créateur,
s’est étendue au monde entier. Il réunit 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 francaise d’orgue du XIX siecle. Nommé 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 1’aprés-midi
de la Pentecote de 1971, apres avoir joué les offices de la matinée. Pendant un peu plus d’un siecle,
seulement deux organistes s’étaient succédés a Saint-Sulpice. Marcel Dupré 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, francais 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 trés complete. Ce remarquable instrument, dont André Messager et Gabriel
Fauré n’ont pas dédaigné d’étre les titulaires, arrive a remplir I’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. becena Ha WHOCTpPaHHOM sSI3bIKE 110 BOINpOCaM, CBSI3aHHBIM ¢ Ouorpadueii, ydeOoil wu
CTIEIIATIBHOCTHIO MOCTYHAOIIETO.

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

2. Quelle est la direction de vos recherches, est-ce que vous avez déja 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. IIpaBuiia ¥ MOPSAAOK NMPOBEACHUS BCTYNUTEIbHOI0 HCIIBITAHUA

BerynuTtensHOe HCIBITaHUE TPOBOAMTCS B YCTHO-MMCbMEHHOW (hopMe ¢ HCHOJIb30BaHUEM
BUJICOKOH(EPEHIICBSI3U  (C  00s3aTelNbHBIM  HCIOJNB30BAHUEM TOCTYMAIOMIUM  BHUACOKAMEPHl U
MHUKpPO()OHa BO BpeMsl BCTYMUTEIBHOTO UCHBITaHUsA). TeXHUYECKoe oOecreueHue MPOBEACHUS
BCTYIUTEIHHOTO UCIIBITAHUS CO CTOPOHBI a0UTYpUEHTA JIC)KUT Ha CAMOM aOUTYpUEHTE.
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[lepen HayaIOM BCTYMUTENHHOTO UCTIBITAHUS DK3aMEHAIMOHHAS] KOMHCCHSI IIPOBOIUT MPOLIECAYPY
UJIEHTU(DUKAIUN JTHMYHOCTH aOUTYpUEHTOB JHMOO C HMCIOJIb30BAaHUEM CHUCTEMBbI MPOKTOPHHTA, JHOO
myreM TpoBepkd | cTpaHunbl macrnopra abutypueHTtoB. I[loctymarormemy Tmepen  HadalioM
BCTYNUTEIBHOTO MCIBITAHUSI HEOOXOJUMO MPOJEMOHCTPUPOBATh HA BHJEOKAMEpy JAOKYMEHT,
YAOCTOBEPSIIOIINIA €T0 JTUYHOCTH (CKaH-KOMHS KOTOPOro Obljla HAMpaBJICHA MPH MOAAYe 3asBICHUS) —
CTpaHHMILY, COZIEPKAITYI0 (paMUITHIO, UMs, OTUYECTBO U (hoTorpaduio.

Taxke K3aMeHallMOHHAsE KOMHCCHS TIPOBEPSiET pabodyee MecTo abuTypueHTa. B momerenuu, B
KOTOPOM MOCTYMAIOIINMA MPOXOAUT BCTYIUTEIBHOE UCIIBITAHNE, 3aPEIICHO HAJNYKe Y MOCTYMAIONIUX
JUYHBIX BEIeH, 32 UCKIIFOYCHHEM MATEpHUaioB U MIPUHAJICKHOCTEH, pa3pelIeHHbIX K UCTIOIh30BAHHIO
(xoMmrmibrOTED (HOYTOYK), BUIEOKaMepa, MUKPOGOH).

Bo BpeMsi mpoBeneHUs BCTYMUTENBHBIX UCHBITAHUNA aOUTYypHEHTAM 3allpellaeTcsi UMETh Mpu
cebe U UCMOIb30BaTh:

— MEePCOHATLHBIC BEIYUCIUTENbHBIC MAITMHBI (TIOPTATUBHBIE KOMITBIOTEPHI U T.]I.);

— CpencTBa CBS3H;

— KaHIIENSPCKUE MPUHAJICKHOCTH, 32 HCKJIIOUEHHEM JIMCTa OTBETA, BBIJAHHOIO CEKpeTapeM
HK3aMEHALIMOHHOW KOMUCCUU, PYUKH;

— CIIPaBOYHBIX MarepuanoB (y4eOHBIX MMOCOOMH, MOHOTpaduii, KOHCIEKTOB M T.J.), 32
UCKITIOYCHHUEM MTPOTPaMMBbI BCTYITUTEILHOTO UCIIBITAHHUS.

Boibop Homepa IK3aMEHAUUOHHO020 Oulema OCYULECMEIAEMCA C UCHONb308AHUEM
2eHepamopa  cayuaiuHvlX yucen (CeKperapb KOMHMCCHUHM — YKa3bIBaeT oOriee KOJIMYECTBO
AK3aMEHAIIMOHHBIX OUJIETOB M TEHEPHUPYET HOMEp OujieTa Jyuisl Kaxkaoro abutypuenta). Ha moarorosky
K OTBETy NMUChbMEHHOW dacTu dk3ameHa (1 Bompoc Owmiera) aOWTypUEHTY OTBOAUTCA 45 MUHYT.
AOuTYypUEHTY HE0OXOUMO MOATOTOBUTH MEPEBOJ TEKCTa MO CHEIUATbHOCTH, U BBICIATh €ro KOIHIO
YJIeHaM 3K3aMEHAMOHHOW KOMUCCUU IS POBEpKU. Mcnonb30BaTh Apyrue aucThl 3anpemnieHo. 1locne
3TOr0 aOUTYPHUEHTY BBICBUIAETCA TEKCT IO CHEUUaIbHOCTU I MOJATOTOBKM Iepeckaza (Bpems
noArotoBku — 15 munHyT). Ilo 3aBepuieHMH MOATOTOBKM aOWUTYpPHUEHT mepeckasbiBaeT TekcT. [locie
nepecka3a SK3aMEHAaTOphl U aOUTYpHEHT OecelyloT ¢ abuTypueHTOM. QOHOGpeMeHHO & pexcume
euUOeoKOH(hepenyuu npucymcmeylom He 0Oonee 5 adumypuenmoe (nocie omeema 00HO20,
noOK104aemcs ciedyrouiuil).

[Tocrne oTBeTa aOUTYPHEHT MEPEBOAMTCS B PEXKHUM OXHIAHUS IO OKOHYAHHUS BCTYMUTEIHHOTO
UCIBITAHUSA U OINALICHUS Pe3ylbTaToB. AOUTYpPHEHT BIpaBe HE JKAaTh OIVIAIIEHUS PEe3yJbTaroB U
MMOKUHYTh BUJCOKOH(PEPEHIIUIO.

[To oKOHYaHWM BCTYNMUTEIBLHOIO MCIBITAaHUS KOMHUCCHUS B TedeHue 20 MUHYT coBemaercs. [Ipu
OOCYXKJCHMH  OIICHOK YICHaMHU OSK3aMEHAI[MOHHONH  KOMHUCCHHM  BHUJACOKOH(EPEHIICBSI3b C
abutypueHtamMu He ocyuiectiserca. OueHka oObsABiseTcs aOUTypueHTaM B JIeHb IPOBEICHUS
BCTYNMHUTEIHHOTO HWCIBITaHUSA. Pe3ynbTaThl BCTYMUTEIBHOTO HCIBITAHUS MTyOTMKYIOTCS Ha caite
HNuctutyra.

[Tpouenypa mpoBeaeHUsT BCTYMUTEILHOTO WCIBITAHUS 3alMCHIBACTCS U XPAHUTCS B MPUEMHON
KOMHCCHH JIO JIaThl 3aBepiiieHus npueMHor kammanuu Ha 2020-2021 y4eOHbIi T/,

4. Iloxka3aream u KPUTEPUHA OLNCHKHU BCTYIMUTECJIbHOI0O UCIIBITAHUA

Cnava BCTYNMTEIBHOTO UCIIBITAHUS 110 PYCCKOMY SI3bIKY olleHUBaeTcs 1o 100 6annvhoii wikane.

OCHOBHBIMU NOKa3aTENISIMU OLIEHUBaHUS BCTYIUTEIbHOIO UCTIBITAHUS SIBIISIOTCA:

— 3HaHWE TPAMMaTHYECKOT0 MaTepHana;

— BJIa/IEHUE JIEKCUYECKUM MHUHUMYMOM OOIIEHAaYy4YHOT'0 U CIIELUAIbHOIO XapaKTepa;

— YMEHUE [EPEBOAUTH OPUTMHAILHYI0 HHOA3BIYHYIO CIEHUAIU3HUPOBAHHYIO JIMTEparypy Ha
PYCCKHI1 SI3BIK;

— BIIaJicHUue (POHETUYECKUM CTPOEM MHOCTPAHHOTO SI3BIKA;

— 3HaHHWE TPaMMaTHYECKOI0 MaTepHaa;

— BJIaACHUC JICKCUYCCKUM MUHUMYMOM 061ueHaquor0 U CIICHUAJIBHOI'O XapaKTepa,

— BJIa/ICHUE HAaBbIKAMU YTE€HUS U 00CYXJIEHUS TEKCTOB IO CIELUAIbHOCTH;
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— BJIa/ICHHE HABBIKOM CMBICIIOBON KOMIIPECCUM TEKCTa;

— BJIaJieHUe (POHETUYECKUM CTPOEM HHOCTPAHHOTO S3bIKA;

— 3HaHKME TPaMMaTHYECKOTO MaTepHaa;

— BJIaJICHUE JIEKCHYECKUM MUHUMYMOM OOIIEHAYyYHOT'0 U CIIEUaIbHOIO XapaKTepa;
— BJIaJICHUE HaBBIKAMU YTCHUS U 00CYXICHUS TEKCTOB I10 CIICIIHAILHOCTH,

— BJIaJICHUE HaBBIKOM CMBICTIOBOM KOMITPECCHH TEKCTA.

Kpurepuu onenku:

90-100 6ann0oB (OLEHKA «OTJIMYHO») 3a TMEPBBII BONMPOC HK3aMEHALMOHHOTO OuieTa
BBICTABJISICTCA MPU CIEAYIOIINX YCIOBUSAX:
— IIEPEBOJ] TEKCTA BBIMOJIHEH TOYHO, MIEPEBO/I SKBUBAJICHTEH IO COACPKAHUIO;
— BbIOpaHbl ONTHMAJIbHBIE MEPEBOAUYECKUE PELICHUS, MEePEeBOJl TEKCTa M3JO0XKEH B COOTBETCTBUU CO
CTUJIMCTUYECKUMHU HOPMaMH PYCCKOTO SI3bIKA;
— TMOKa3aHbl ITYOOKHE 3HAHUS CIIEUATbHON JIEKCUKH M FPAMMaTHUYECKUX CTPYKTYp AJIsl aJeKBAaTHOTO
nepeBo/ia CreluanTu3upPOBAHHOTO TEKCTA;
— JaH HWCYEPIBIBAIONIMK, OOOCHOBAaHHBIH W JIOTUYECKH BBICTPOCHHBIM OTBET Ha BOMPOC
9K3aMEHAIMOHHOIO OUJIeTa;
— OTBETHI Ha BOMPOCHI SK3aMeHaTopa AAI0TCs MOJHO, COOJI0AAETCs Joruueckas mocae10BareaIbHOCTh
BBICKA3bIBaHUS;
— MOKa3aHbl ITYOOKHE 3HAHUS CIIEUATbHON JIEKCUKH M FPAaMMaTHUYECKUX CTPYKTYp AJIsl aJeKBAaTHOTO
BOCIIPUSITHS CICIHAIM3UPOBAHHOTO TEKCTa, W3JIOKECHUS COACPKAHHUS TEKCTa M Oeceapl TI0
COJEPIKAHMIO TEKCTA;
— TMOKa3aH BBICOKUH YPOBEHb BIIQJICHUS YCTHOM pedbio JIJisi 6ecebl 0 COMEPIKaHUI0 TEKCTa.
— JaH HWCYEPIBIBAIOIIMK, OOOCHOBAaHHBI W JIOTUYECKH BBICTPOCHHBIM OTBET Ha BOMPOC
9K3aMEHAIMOHHOIO OUJIeTa;
— OTBETHI Ha BOMPOCHI SK3aMeHaTopa AAI0TCs MOJIHO, COOJI0AAETCs Jornueckas mocae10BaTeaIbHOCTb
BBICKA3bIBaHUS;
— TOKa3aHbl NIYOOKHE 3HAHUS CIENUATbHOW JIEKCUKM M TpaMMaTHYECKUX CTPYKTYp HJs yCTHOTO
oOmieHust B mpodeccruoHanbHou chepe;
— TMOKa3aH BBICOKUH YPOBEHb BIAJIEHUS YCTHOM pEYbI0 ISl HHOSI3BIYHOM MpodhecCHOHAIbHO
OPUEHTUPOBAHHON KOMMYHUKALIUH.

75-89 6aJ10B (O1LIEHKA «XOPOII0») BHICTABISETCS P CIEAYIOMINX YCIOBUAX:
— TIEPEBOJI TEKCTA BBIMOJIHEH JOCTAaTOYHO TOYHO, HO UMEIOTCSI HE3HAYUTEIbHBIC OMIMOKH - OyKBaJIbHBII
MepEeBO/I, HETOUHBIIN MOAOOpP HKBUBAJICHTA;
— IMEPEBOJ BBHIMOJIHEH B IIE€JIOM B COOTBETCTBUU CO CTUIMCTUYECKHUMH HOPMAaMU PYCCKOTO SI3bIKA, HO
MMEIOTCS] HE3HAYUTENbHBIE TOIPEIIHOCTH;
— TMOKa3aHO JO0CTAaTOYHOE 3HAHWE CIEIHAbHON JIEKCUKHA U TPAMMATUYECKUX SBICHHUN, HEOOXOAMMBIX
JUISL OCYIIIECTBIIEHUS ITEPEBOJA TEKCTA MO CIEUAIbHOCTH;
—aH JOCTaTOYHO TIYOOKH M OOOCHOBAaHHBIN, HO HE WCUEPNBIBAIONIUN OTBET HA BOIPOC
9K3aMEHAIlMOHHOIO OMJIEeTa;
— OTBETHI HA BOIPOCHI HK3aMEHATOpa JAIOTCS B LIEJIOM IMOJIHO, HO HE BCErJa UCIOJIb3YIOTCS CPECTBA
JIOTUYECKOM CBSI3U U COOJIIOAAETCS JIOTHUECKas MTOCIEI0BaTeIbHOCTh BBICKA3bIBAHNUS;
— TMOKa3aHO JO0CTAaTOYHOE 3HAHWE CIEIHAIbHON JIEKCUKHA U TPAMMATUYECKUX SBICHHUN, HEOOXOAMMBIX
JUIS WM3JIOKEHUS! COAEp KaHMsI TeKCTa MO CIEUUaIbHOCTU W JJI YCTHOTO OOIEHUs MO CONEp’KaHUIo
TEKCTa;
— TPOAEMOHCTPUPOBAH XOPOLIMH YpPOBEHb BIAJCHUS YCTHOW pEYbK0 C HE3HAYUTEIbHBIMU
(hOHETHYECKUMHU OIIUOKAMHU.
—7aH JOCTAaTOYHO TIIYOOKMHA ¥ OOOCHOBAaHHBIA, HO HE HWCYEPIBIBAOIIMK OTBET Ha BOMPOC
9K3aMEHAIMOHHOrO OUJIeTa;
— OTBETHI Ha BOIIPOCHI SK3aMEHATOpa JAIOTCS B IEJIOM IOJIHO, HO HE BCEeraa COOMI0aeTcs JJornuecKast
MOCJIEI0BATEIbHOCTh OTBETA;
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— MOKa3aHO JOCTAaTOYHOE 3HAHHE CHEIMAIbHON JIEKCUKH U TPAaMMAaTHUECKUX SBICHHUN, HEOOXOIMMbIX
JUTSl YCTHOTO OOIIEHUs B TpodeCcCHOHAIBHOM cdepe;
— TPOJEMOHCTPUPOBAH XOpOLIMI YPOBEHb BJIAJEHUS YCTHOM pEUbI0 C HE3HAUYUTEIBHBIMU
(hOHETHYECKUMH OITHOKAMHU.

60-74 0anu1a (omeHKa «yI0BJIETBOPUTEIbHO)») BBICTABIISETCS NIPU CIEAYIOINX YCIOBUAX:
— IIpH NIEPEBOJIE COJEPKAHUE TEKCTa B OCHOBHOM IE€PEJaHO MPaBWIBHO, HO JOMYCKAJIUCh OTAEIbHbIE
OLIMOKH, MCKAYKAIOIINUE CMBICT MPEII0KEHUH;
— IIOKa3aHbl HEJIOCTaTOYHO YBEPEHHBbIE HABBIKM MCIIOJIb30BAHUS CIELHUAIBHOW JIEKCUKU H
rpaMMaTHYECKUX SIBICHHH, HEOOXOMUMBIX [UIi TepeBOAa, NPOSIBICH HEIOCTAaTOYHBIA OIBIT B
pa3IMYEHUHN CIIOBAPHOTO U KOHTEKCTYaJIbHOI'O 3HAYEHHUS CIIOBA;
— OTBET Ha BOIIPOC K3aMEHAIIMOHHOTO Oniera 1aércs HeOCTaTOYHO MOJHO MpH c1aboi JIOTHYecKoi
0(hopMIIEHHOCTH BBICKA3bIBaAHMUSI;
— OTBETHI Ha BOIPOCHI IK3aMEHATOPa HEAOCTATOYHO MOJIHBIE MPH c1abo0i Toruueckoi 0pOPMICHHOCTH
BBICKa3bIBaHMSI,;
— TIOKa3aHbl HEJOCTAaTOYHO YBEPEHHBIE HABBIKM HCIIONb30BAHUS CIICHUAIBHOW JIEKCUKU H
rpaMMAaTHYECKUX SIBIECHUM, HEOOXOMUMBIX ISl Oecesbl 10 TEKCTY, MPOSBIEH HEAOCTaTOYHbIN ONBIT B
nepedpasupoBaHNH, B AKTUBHOM BJIAJICHUU TIPUEMaMU CHHOHUMUH, aHTOHUMHUH;
— IIpH MepecKka3e U B YCTHOM pedn BO BpeMs Oecellbl ¢ IK3aMEHATOPOM JIOMYIIEHbl IpaMMaTu4ecKue
OKMOKH, BEIyIHe K HCKAKEHUIO CMBICIIA OTACIbHBIX IPEAIOKECHUH;
— JlaH B OCHOBHOM IIOJIHBII OTBET Ha BOIPOC SK3aMEHAIIMOHHOTO OMIIeTa;
— OTBETHI Ha BOIPOCHI IK3aMEHATOPa HEAOCTATOYHO MOJIHBIE MPH cl1ab0i Toruueckoi 0pOPMICHHOCTH
BBICKa3bIBaHMSI,;
— TMIOKa3aHbl HEJIOCTAaTOYHO YBEPEHHBIC HABBIKM HCIIONb30BAHUS CICHUAIBHOW JIGKCUKU H
rpaMMaTUYECKUX SIBJICHUH, HEOOXOIUMBIX ISl YCTHOTO OOIIeHus B MpodeCcCHoHaIbHOM cdepe;
— NpH TepecKka3e U B YCTHOM peyd IOMyIIEHbl I'paMMaTHUYECKHE OUIMOKH, BEAyIIUE K HCKAKCHUIO
CMBICJIA OT/AETIbHBIX MPEIIOKEHUN.

0-59 0an0B (OLEHKAa «HEYIOBJIETBOPHTE/IBHO») BBHICTABISAETCA B TEX Clydyasx, KOrjga He
BBINOJIHEHB! YCIIOBUS, T03BOJISIONINE BEICTABUTh OLICHKY «yIOBJIETBOPUTEIBHOY,  TAKKE!
- IPY HAJIMYMH 3HAUYUTEIIFHOTO KOJIMYECTBA HCKAXEHUI CMBICIIA TIPEITIOKEHUH TIPH MTEPEBOJIE;
- U HETIOJIHOM TiepeBojie TekcTa (menee 60%);
- TOpH HEIOCTAaTOYHOM 3HAHUM CICIHANBHONW JIEKCUKM M TPAMMaTHUECKUX SIBICHHHA IS
OCYILECTBIICHUS MEPEBO/Ia TEKCTA MO CHELUATbHOCTH.
- HE BBITIOJIHEHBI YCIOBHS, TIO3BOJISIONINE BHICTABUTD OLIEHKY «YIOBJIETBOPUTEIBHOY
- HE BBIIIOJIHEHBI YCIOBHSI, IO3BOJISIIOIIUE BHICTABUTH OLIEHKY «YOBIETBOPUTEIBLHOY.

5. Pexomenayemasi qutepatypa Ajs HOATOTOBKH K BCTYNUTEIbHOMY HCIIBITAHUIO

AHIIUICKUH A3BIK:
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