TPEBOBAHUS K KAHAUJATCKOMY 2K3AMEHY
1O UTHOCTPAHHOMY A3BIKY

I atam - Pedepar
CrpykTtypa n opopmiaeHue:

Pedepar o mHOCTpaHHOMY SI3BIKY MPEACTABISAET U3 ceOs MEPEeBOJ ¢ MHOCTPAHHOIO SI3bIKA Ha PYCCKHM
HAyYHOTO TEKCTAa M0 TeMaTHKe, OJM3KOH K TeMe THCCePTAMOHHOTO NCCIEIOBAHUS acIIMpanTa, 00beMOM
40 TBICSY 3HaKOB (c mpoOenamu).

CrpykTtypa pedepara:

1. TUTYNBHBIN JUCT, COCTABJICHHBIA B COOTBETCTBHM C 00paslioM (B JBYX 3K3eMIUIApax — mepBas
KOITUS pa3MEIIaeTCs C BHEITHEHW CTOPOHBI 00JI0KKY MAMTKU-CKOPOCIITUBATENS, BTOpast IOMEIIAeTCs
BHYTPb);

2. CTpaHHUIA C BBIXOJHBIMHU JIJAHHBIMH OPUTUHAIBHOTO TEKCTA;

3. mepeBoj TeKCTa Ha PYCCKHIA S3bIK B cTaHAapTHOM (opmaTrpoBanuu (mpudT Times New Roman,
14 kerb, MOYTOPHBIN HHTEPBAT MEKITYy CTPOKAMH, OTCTYIT KpacHOM cTpoku 1,25, BRIpaBHUBAaHE
0 [IMPHHE);

4. opurHHAJ BCEX CTPAHUI] OPUTHHAIHHOTO TEKCTa HA MHOCTPAHHOM SI3BIKE B BHJIC HEPACIIO3HAHHBIX
CKaHOB.

TpeGoBaHusi K MOA00PY MaTepHaJia:
K ucrnonb30BaHMIO JOMYCKACTCS TONBKO CIACTYIONHA MaTepHa:

e paHee He MepeBe/eHHas Ha PYCCKUH SI3BIK CTAThs M3 HAYYHOTO KypHAIIa;
e iaBa (pparMeHT Ii1aBbl) U3 HEMlepeBeICHHON Ha PyCCKUH SI3bIK HAYYHOU JINTEPATYPHI.

Martepuan A0JDKeH 00s3aTeIbHO MMETh BBIXOJAHBIC JaHHBIE. boiiee NpeArnoYTHTENbHBIMU SIBISIFOTCS
TEKCTHI, oryOnukoBaHHble He Ooniee 30—40 net Hazazn. [lpexxne yem npuctynuTh K paboTe Haa pedeparom,
PEKOMEHIyeTCsl OTIIPABUTH BEIOPAHHBIIN TEKCT MPOBEPAIONIEMY Ha YTBEPKICHHE.

Cpoku ciaum:

I'oToBbIii BapraHT pabOTHI (B 3JEKTPOHHON BEPCHN) aCIIMPAHT CIAET IPOBEPSIOLIEMY HE TIO3/IHEE, UM 32
3—4 Henenu 10 JaThl 3K3aMeHa. [lociie MPOBEpKHM acCHHMPaHT BHOCHT HEOOXOIMMBIC MPABKH B TEKCT U
TOTOBUT €ro K neuyaTtd. ['oToBBIH pedepar ciaercsa B pU3MUECKOM BUIE MUHMMYM 3a HEAEJIO A0 AaThl
Jk3aMeHa. B ciydae HempenmocrtaBieHus pedepara acnupaHT HE MOXKET OBITh JAOMYyIIEH K cjaade
KaHIUAAaTCKOTO SK3aMeHa.

II 3Tanm — OTBeET MO OMJIETY
DK3aMeHAIMOHHBIN OUIET COCTOUT M3 TPEX BOIPOCOB:

1. muceMeHHBIH MEPEBOJ CO CIOBAPEM HE3HAKOMOT'O HeaJalTHPOBAHHOTO TEKCTA [0 HAYYHO-MY3bIKaTbHOMN
TeMaTuke 00beMoM 0K0J10 2500 3HaKOB ¢ MHOCTPAHHOTO S3bIKA HA PYCCKUH;

2. VCTHBIA TIEpecKa3 Ha WHOCTPAaHHOM s3BIKE HE3HAKOMOTO HEaJalTUPOBAHHOTO TEKCTa IIO
o0memMy3bIKaTbHON TeMaTuke 00beMoM o0koi10 1500 3HaKOB;

3. ycTHas Oecesla Ha HTHOCTPAHHOM SI3BIKE 110 TEME AUCCEPTAMOHHOTO HCCIIEI0BAHNS aCIUPaHTa (MOHOJIOT
o6veMoM MUHUMYM 15-20 nipeIokeHn, a TAaKXKe OTBETHI Ha BOIIPOCHI IK3aMEHATOPA).

O01m1ee BpeMst IOATOTOBKH OTBETA 10 Omiiety — 60 MUHYT.



Ilpunoscenue 1.
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KAHJIUJIATCKHUN DK3AMEH
MO UTHOCTPAHHOMY SI3BIKY

CrneuunaabHocTh 5.10.3 BHABI HCKYCCTBA (MY3BIKAJIbHOE HCKYCCTBO)

BUJIET Ne 3
1. IluceMenHsbIi epeBoy co cioBapeM TekcTa Ne 3 «Castrati in the Church and Opera»
2. Ycrabrii nepeckas Tekcta Ne 3 «Béla Bartok and His Trip to Tiirkiye».

3. becena Ha aHMIMIICKOM SI3bIKE IO TEME JUCCEPTAlMOHHONW pabOThl aclupaHTa.

Ilpeacenaresb KOMHCCHHI ( )
MHOJIHUCH DHO
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Tekcr 1451 NMCbMEHHOTO nepeBoaa Ne3
CASTRATI IN THE CHURCH AND OPERA

History does not let us know precisely how and when boys came to be castrated to create
the adult male soprano and contralto, but music historians concur that the Roman Catholic church
was involved in perpetuating the practice. Owing to Saint Paul's dictum "Let your women keep
silent in the churches", women had never been allowed to sing in the church choirs. When high
voices were desired, prepubertal boys, or falsettists, or eunuchs came to be used.

Around 1600, appreciable numbers of eunuchs existed, and in April 1599 the first two
acknowledged Italian castrati, Pietro Paolo Folignati and Girolamo Rossini, had been noted in the
records of the pope's chapel <...>. Pope Clement VIII, pontiff from 1592 to 1605, preferred the
eunuchs' voices to the falsettists' voices, and he "declared officially that the creation of castrati for
church choirs was henceforth to be held 'to the honor of God' ".

The church's stand in regard to the castrati was a complete contradiction. Although any
person involved in castration was subject to excommunication, the castrati sang in all the churches
of Italy, including the pope's chapel. Indeed, eunuchs continued to sing in Italian churches through
the end of the nineteenth century, almost a century after they had ceased to perform in opera.
Finally, Leo XIII, who was pope from 1878 to 1903, exiled the castrati from the Sistine Chapel.

The last castrato of St. Peter's seems to have been Alessandro Moreschi, who made some
phonograph recordings in 1902 and 1903, when he was music director of the Sistine Chapel.

The eunuchs' rise in the papal chapel in the early 1600s was paralleled by their ascension
in opera, which was first developing at that time in Italy. A castrato sang a prominent role in
Monteverdi's Orfeo (1607). According to the music scholar Heriot, by the eighteenth century 70%
of all male opera singers were castrati. Another scholar estimates that in the 1700s "as many as
four thousand boys were castrated in Italy each year".

Some of the most famous composers who wrote operas for the evirati were Monteverdi,
Scarlatti, Handel, and Gluck. Mozart composed parts for castrati in I[domeneo and La Clemenza di
Tito. The castrati sang in the churches, opera houses, and courts of nobility of Italy, and in the
opera houses and royal and noble houses of England, much of Europe, and Russia.

By all accounts the musici thrilled their audiences. A German connoisseur, William Heinse,
wrote that "nothing in all music is so beautiful as the fresh young voice of a castrato; no woman's

voice has the same freshness, strength and sweetness".



Texker aJ1s1 yeTHOrO nepeckasa Ne3
BELA BARTOK AND HIS TRIP TO TURKIYE

In 1936, Hungarian composer and musicologist Béla Bartok embarked on a journey
to Tiirkiye, exploring the common heritage between Hungarian and Turkish folk music, a
significant endeavor that revealed the shared origins of their musical traditions.

Bartok arrived in Istanbul in November 1936. There, he received the support of the
Turkish composer and music expert Ahmet Adnan Saygun who assisted him as an
interpreter and worked with him on the annotation of texts.

They traveled to Ankara and across the country collecting the folk songs. Bartok
had come prepared with a phonograph, though it was unable to record singing and
instruments simultaneously. Another problem was that Bartok had varying success in
finding individuals who were willing to sing for him.

One person who agreed to sing for Bartok an old man of 70 named Bekir. Bartok
relates that: “He sang an old narrative, about some war of the old days. I could hardly
believe my ears, for it sounded just like a variant of an old Hungarian tune.” Bartok was
overjoyed to have found what he had been looking for.

Later, he also reached the nomads who agreed to sing for him. He returned to
Hungary with the material of 87 melodies he had accumulated.

Being a perfectionist, Bartok was disappointed with his work, but he was still able
to draw a significant conclusion from what he had collected: some of the material, he wrote,
“points to a common Western-Central Asiatic origin of both Turkish and Hungarian

materials, and determines their age as of being at least 15 centuries old.”



