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Nanuoe uananue npencramnser cooft nepsbik B Ofelecteennoit u 3apy-
GexHolt nmpaxkTHke KOMIUIEKCHBI YYEBHUK no ciiyXosomy ocsoeHiiio
COBDEMEHHON! My3bikH., B nem 01oGpabl M cHcreMaTHIHPOBaAH b) RapaktepHsté
TPYAHOCTH OCBOGHHS My3kiKanbHoro adeika XX Béxa (ero AdioBbie, MedonMue:
CKHE CTPYKTYphI, aKKopHuKa, putmiika). CrieunanbHoe bHuMbiiYe yiesieno fpo-
Gremam uTenns c aucra COBPEMEHHONG HOTHOIO TEKCTA. ABTopom pa3paboranbi
CneuHanbHbie KOMMieKch) MHTOHAUMOHHDBIX, PUTMHUYECKUX U HOTOrpaguueckux yn-
POKHEHHU, coBpatbl CCOTBETCTBYIOMME IPUMeEDHI K3 My3abiky koMftiosntopoB XX B.

ATEPHAN y4eGHHKA MOXET GbITb MCHONBIORAH Bo Bcex (hopmax paGotbl
fo conbenxuo: nenunu, C/TYXOBOM aHA/IN3e, MY3bIKAILHOM AUKTAHTE.

Yactb nogo6panmbix MY3bIKANLHbIX NPUMEPOB NpedHasHaYeHA Takxe WA

UCTIONL3OBAHUA  A6MTYpHEHTaMK NPH NOAroToBKe K BCTYNUTENBHOMY 3Kk3aMeHY
no conbdpenxuo B pys.

Hns yyawmxcs MyssikanbHbix IKOI, YYHAKIL ¥ By30B.

This book is the first complex course of solfeggio in the world, which is
based on a new approach to XX century music. The main aim of this book is to
teach the students how to sing, perform and understand easily the modern music.
Among the variety of musical means the author has selected basic components of
modern musical language (its modes, melody lines, chords, rhythmic system) which
are the specific difficulties for the ear-training and sight-singing. Hens the system
of training exercises have been elaborated by the author and plenty of musical
examples have been chosen from the modern musical literature.

This course may be used for any form of work at the lesson: sight-singing,
€ar-training, dictation.

It is for students of musical colleges and conservatories — for everybody
who wants to become proficient in contemporary musical practice.
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