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1. KOHTPOJIUPYEMBIE KOMIIETEHIINUHU

B PE3YIbTATC U3YUCHUS JUCHUTIIINHBI (1)OpMI/Ipy1-OTC$I CJICAYHOUC KOMIICTCHIIUU:

Kon ®opMyJIHPOBKA KOMIIETCHIIUH
KOMIIeTeHIIUH
YK-4. CrniocoOeH NpUMEHSITh COBPEMEHHbIE KOMMYHUKAaTUBHbBIE TEXHOJIOTHUH, B TOM
yuciie Ha MHOCTPaHHOM(bIX) s3bIke(ax), M aKaJAeMHYeCcKOro U
po¢ecCHOHATILHOIO B3aUMOJICHCTBUS
YK-S. Crioco0eH aHAM3UPOBATh U YIUTHIBATH pa3HOOOpa3ue KyIbTyp B MpOIECcCe
MEXKYJIBTYPHOTO B3aUMOJIEHCTBUS
2. TPEBOBAHMS K PE3YJIIBTATAM OCBOEHMUSA JUCHUJIITHBI
®opmupyemble IInanupyemble pe3yJbTaThl 00yUeHHUs
KOMIIeTeHIIUH (MHAMKATOPLI 10CTUKEHUSI KOMIIETEHIINH)
YK-4. 3HaTh:
Criocoben — S3BIKOBOM Marepuan (JIEKCHYECKME €IMHHUIBI U TpaMMaTHYECKue
HPUMEHSTD CTPYKTYpBbI), HEOOXOAMMBIH M JTOCTaTOYHBIN Il OOIICHHUS B PA3IMIHBIX
COBPEMEHHBIE cpenax u cepax peueBoil 1esTeNbHOCTH;
KOMMYHUKAaTUBHBIE | YMeThb:

TEXHOJIOTHH, B TOM
YHCIIe Ha
WHOCTPaHHOM(BIX)
s3bpIKe(ax), A
aKaJeMHYECKOro 1

- BOCIIPUHMMAaThb Ha CIyX M IIOHUMAaTh COJEpXKAHHWE AyTEHTUYHBIX
OOIIECTBEHHO-TIOJIMTUYECKUX,  MyOJUIMCTHYECKUX  (MEOUIHBIX) U
[ParMaTU4ecKUX TEKCTOB, OTHOCSAILIMXCS K Pa3IUMYHBIM THUIAM pEYH,
BBIJICJIATH B HUX 3HAYUMYIO HH(POPMALIUIO;

- IOHHUMAaTh COJEpXKAHME HAYUHO-IIOMYJIIPHBIX M HAy4YHBIX TEKCTOB,

po(hecCHOHATLHOTO | OJIOTOB/BEOCANTOB;

B3aUMO/ICHCTBUS - BBIIGJATH 3HAYUMYKO HWHQPOPMALHMIO M3 TMParMaTHYECKUX TEKCTOB
CIPaBOYHO-MH(POPMAITMOHHOTO W PEKJIAMHOTO XapakTepa; - BECTH
aajor, coOiroias HOPMBI PEYEBOTO ITUKETA, WCIONB3Ys Pa3INYHbIC
CTpaTeruu; BEICTPAMBaTh MOHOJIOT;

- COCTaBIATH JENOBBIE Oymard, B TOM 4ucie OhOpMIIATh
CurriculumVitae/Resume u COnpoBOIUTEIIEHOE MTUCHEMO, HEOOXOIMMBIE
[IPU TIpUEMe Ha padoTy;

- BECTH 3allUCh OCHOBHBIX MbICICH M (akTOB (M3 ayJUOTEKCTOB M
TEKCTOB ISt YTCHU), 3aIUCh TE3UCOB YCTHOTO
BBICTYIUICHHSI/TIICBMEHHOTO JIOKJIa/a 110 H3y4aeMoi mpooieme;

- IOJIZICP)KUBATh KOHTAKTHI ITPHU TTOMOIIU JICKTPOHHOM MOYTHI.

Baaaers:

- TPaMMaTHYECKUMH KaTErOPUSIMHU U3y4aeMoro (bIX) HHOCTPAHHOTO (BIX)
sI3bIKa (OB).

YK-5. 3HaTh:

Criocoben - MEXaHHU3Mbl MEXKYJIbTYPHOTO B3aUMOJICHCTBUSA B OOIIECTBE Ha

aHAJIM3UPOBaTh W | COBPEMEHHOM JTarie;

YYUTBHIBATh Ymers:

pa3HooOpasue - TOJIEPAaHTHO B3aMMOJCUCTBOBATh C NPEACTABUTEIISIMU Pa3IHYHBIX

KYJIBTYp B TIPOIECCE | KYJBTYP.

MEXKYJIBTYPHOTO Baaners:

B3aUMO/ICHCTBUS - HaBBIKAMH MEKKYJIbTYPHOI'O B3aMMOJICHCTBHSI C YIETOM Pa3HOOOpa3us

KYJbTYD.




3. HACITIOPT ®OHJA OHEHOYHbIX CPEACTB

Ne n/m Kontponupyemsie Kon konTponupyemoit HaumenoBanue
paznensl (TeMbl) KOMIIETEHLINU OLIEHOYHOT'O CPEACTBA
JTUCLUAILINHBL (vm ee yacTh)
1. JIunrBucTrueckuit YK-4, YK-5 Jlexcuko-rpaMmmaTU4YeCKU
MaTepuan TECT
2. PeueBas nesaTenbHOCTD VK4, YK-5 Y CTHBIN OTBET;
[IucbMEHHBIN U YCTHBIN
epEBO/;
Ilepeckas;
4. ®OPMbI, YPOBHU U KPUTEPUU OLIEHUBAHMUS PE3YJIBTATOB
OBYYEHMUA 11O JUCHUITJIMHE
®dopma VYpoBHu onienuBanus | Kpurepuu onieHuBaHus
OIICHUBAHUS
[lepeBon He arrecroBan HENoJHbId mepeBox  (MeHee 2). Hemonumanue
(«HEYTOBIETBOPUTE | COJEP>KAHUS TEKCTa, OONBIIOE KOJTHMUYECTBO CMBICIOBBIX
JTLHOY) U TPAMMATHYECKHUX OITHOOK.
Huzkuit (¢parMeHT TeKCTa mepeBeleH He MOIHOCThIO (2/3 — Y2)
(«yIOBIETBOPUTENb | WM C OONBIIMM  KOJHYECTBOM JIEKCUYECKUX,
HOY) rpaMMaTUYCCKUX U CTHIIMCTUICCKUX OIIMOOK, KOTOPBIC
MPEMSITCTBYIOT 00IEMYy IMOHUMAHUIO TEKCTA.
Cpenuuit nonmabii  mepeBox  (100%-90%).  Bcerpewatorcs
(«xoporIoy) JIEKCUYEeCKHE, TpaMMaTUYeCKUe ¢ CTUIIMCTHYECKHE
HETOYHOCTH, KOTOpBIE HE MPEMSATCTBYIOT  OOIIeMy
MOHMMAHUIO TEKCTa, OJIHAKO HE COIVIaCyIOTCS C
HOpMaMH $I3bIKa IEPEBOAA.
Bricoknii nonabld mepeBos (100%) amexkBaTHBIA CMBICTIOBOMY
(«OTIIHYHOY) COAEPKAHUIO TEKCTa HAa pPYCCKOM s3bIke. Tekcr -
rpaMMaTUYeCKHd KOPPEKTEH, JIEKCHUECKHE E€IMHULIBI U
CHHTaKCHYECKHE CTPYKTYPHI IEPEBEICHBI aJIEKBATHO.
He arrecroBan nepenaHo menee 50 % OCHOBHOTIO COJEpKaHUs TEKCTa,
(«HEYIOBIIETBOPUTE | UMEETCSI  CYLIECTBEHHOE MCKa)XEHHE COAEpKaHUS
JILHOY) TEKCTa.
Huzkwuit TEKCT MepelaH B CXarod (opme C CyIIeCTBEHHBIM
(«yI1OBIETBOPUTENb | UCKAXKEHUEM CMBICIIA.
HOY)
[lepeckas Cpennuii TEKCT TMepe/laH CEeMaHTHYECKH aJIeKBATHO, OTpaHUYECH
(«xoporIoy) MEHBIIMM O0BEMOM, HO COJAEpKAHHE TMEpEelaHo He
JIOCTATOYHO IOJIHO.
Bricokuit TEKCT TMepelaH B  cxkarod (Gopme  anekBaTHO
(«OTIIHYHO) COJICP)KAHUIO TEKCTa, OIPAaHUYCH MCHBIIUM OO0BEMOM,
MOJIHOE MU3JI0)KEHHE OCHOBHOTO COJiep>KaHus (hparMeHTa
TEKCTa.
Ycrubiii otBer | He aTtTectoBan HENOJIHOE  BBICKa3biBaHue (MeHee '5), Oomee 15




(«HEYyIOBIETBOPUTE | TPAMMATHYECKUX / JIEKCHYECKMX / (OHETHYECKHX

JILHOY) OIMOOK, TpPaMMaTHYECKH HEO(hOpMIICHHAS pPeYb.

Huzkuit OpU BBICKA3bIBAHUM BCTPEYAIOTCS TI'paMMaTHYECKHE

(«ynoBneTBOpHUTENb | OIMOKHM, WHOTJA  OYeHb  cepbe3Hble.  OO0beM

HO») BBICKa3bIBaHUs cocTaBisieT He Oonee ‘2. Kak Bompocsl,
TaK ¥ OTBETHI BBI3BIBAIOT 3aTPYIHEHHE.

Cpennuii IOpU BBICKA3bIBAHMM BCTPEYAIOTCA TI'paMMaTHYECKHE

(«xopouIoy) ommOku. OO0beM  BBICKa3bIBaHUS  COOTBETCTBYET
TpeOOBaHUSAM WM HE cocTaBisier Oonee dem 20-25
NpeIoKeHUH.  Bompocel TOBOpSIIMA ~ MOHUMAET
HOJHOCTbIO, HO  OTBETHI UHOIZIAa  BBI3BIBAIOT
3aTpyAHCHUSI.

Beicokuit peub TIrpaMOTHas M  BbIpa3uTenabHas. lIpaBUIIBHO

(«OTIIMYHO») UCTIOJIb3YIOTCS JEKCUKO-TpaMMaTHYECKUe

KOHCTPYKIIUH, €CJIH JOMYCKAIOTCS ONIMOKH, TO TYT XKe
ucnpaBisitoTes  ropopsammM. OObeM  BBICKa3bIBaHUS
COOTBETCTBYeT TpeOoBaHUsAM. [ OBOpAIINII TOHUMAET U
aJIeKBaTHO OTBEYAET HA BOIPOCHI.

TectupoBanue | He arrecToBan [IpaBunbHO BhIMOTHEHO 40% W MEHee TECTOBBIX
(«HEYIOBIIETBOPUTE | 3aJaHHIA
JIbHOY)
Huskuit [IpaBunbHO BeIMoHEHO 41% - 60% TeCTOBBIX 3a7aHU
(«yI1OBIETBOPUTEID
HO»)
Cpennumii [IpaBuiabHO BbITIOTHEHO 61% - 80% TECTOBBIX 3a/laHU
(«xopouioy)
Bricokuii [IpaBunbsHO BhinoTHEHO 81 -100% TecTOBBIX 3a1aHUN
(«OTIMYHOY)

5. COAEP)KAHUE OLIEHOYHBLIX CPEJICTB

dopma KOHTPOJS 3HAHUK OOYYaroImuXcs Mo AucUUIUIMHE «HOCTpaHHBINA S3BIK (QHTIMHCKHIA
A3bIK)» BKJIHOYAET:
Texkymuii KOHTPOJIb:

- JIGKCUKO-TPaMMAaTHYECKUI TECT 110 IPOHICHHOMY MaTepuaiy;

Choose the correct answer.
1 He often

swimming.

a) go b) goes c) is going d) going

like going to school?

a) Does he b) Is he ¢) Heis d) He does
want to go out tonight.

a) not b) am not c) don’t d) are not

4 I’'m very good

2

31

a)in b) from c) at d) of

5 Who are you waiting
a) for b) from c) to d) at

6 I can’t stand
a) do b) to do c)does d) doing

English

?

€xams.




7 I’'m taking my car to the )

a) doctor b) dentist ¢) mechanic d) plumber

8 The only vegetables in the house are

a) cheese b) carrots c) apples d) oranges

9 What ? Yoga.

a) are you doing b) do you do c) you do

d) you are doing

101 the computer every day.

a) use b) using c) not use d) am using

11 Mum and Dad are sitting in garden.
a)a b)an c)— d)the

12 My friend has got old dog.

a)the b)an c)a d)—

13 Could we look at the , please?

a) card b) list ¢) food d) menu

14 The police don’t know who the bank.
a) thief b) stole c) robbed d) escaped

15 My father born in 1960.

a) was b)is c¢)did d)-—

16 When married?

a) did you get b) you got c) you were d) you

17 He want us to come to the party.

a) didn’t b) wasn’t ¢) not d) hasn’t

18 Who’s the boy the middle of the photo?
a)on b)in c)at d)to

19 I saw a very film at the weekend.

a) scared b) scary c) scare d) scaring

201 along the road when I heard a noise.
a) walk b) have walked c) walked d) was walking
21 I got an e-mail from Mark yesterday and today.
a) other b) other one c) another one

d) another ones

22 school, I went home.

a) Before b) After c) Afterwards d) Later

23 we were talking, a policeman told us to move.
a) When b) During c¢) While d) Same time

24 It’s a cold day. Put your on.

a) jumper b) tie c) belt d) blouse

25 Are you wearing trainers with no ? Isn’t that
uncomfortable?

a) shoes b) trousers c) skirt d) socks

26 This coat is longer yours.

a) than b) from c) that d) as

27 This is the day of my life.

a) bad b) worse c¢) worst d) better

28 What’s the expensive DVD player in the shop?
a) more b) most c¢) much d) very

29 This walk is very . I need to sit down.
a) tire b) tiring c¢) more tired d) tired

30 I"d like to try this dress, please.

a)up b)in c¢)on d)out

31 This room is small.




a) to b) too much c) enough d) too

32 We had a very time on holiday.
a) enjoy b) enjoyment c) enjoyed d) enjoyable
33 I love going on holiday.

a) sightseeing b) seeing sights c) seeing the sights
d) sightsee

34 Hello. Is there there?

a) somebody b) anybody c¢) nobody d) everybody
35 It’s not fair. wants to play football with me.
a) Nobody b) Somebody c) Anybody

d) Not anybody

36 I haven’t got money left.

a)no b)none c)any d) some

37 There’s a lovely from the window.

a) sight b) view c) look d) see

381 be home by 8 o’clock

a) can’t b) can c¢) haven’t d) have to

39 I’m sorry, | go with you.

a) can b) don’t have to c¢) can’t d) haven’t

40 to phone your mum?

a) You have b) You do have c) Can you

d) Do you have

41 Are you laughing me?

a)to b)at c) from d) for

42 The at the circus were really funny.

a) clowns b) acrobats c) gymnasts d) magicians
43 This hand computer is very easy to use.
a) held b) used c) carried d) lifted

44 What do after you leave school?

a) are you b) you are going to c) will you

d) do you

45 We will here for twenty years.

a) to live b) live c) living d) lived

46 If you any problems, I will come and help you.
a) have b) had c) will have d) do have

47 We won'’t catch the train if you hurry.

a) won’t b)aren’t c) don’t d) didn’t

48 Where if you have a holiday this year?

a) you go b) are you going c) did you go

d) will you go

49 Can you make a cup of coffee, please?

a)l b) me c) for me d)to me

50 The window is . You see, it has three sides.

a) triangle b) rectangle c) triangular d) rectangular

OTBeTHI
I1b2a3c4c 5a6d7c 8b 9a 10a 11d 12b 13d 14¢c 15a 16a 17a
18b 19b 20d 21c¢ 22b 23¢c 24a 25d 26a 27¢c 28b 29b 30c¢ 31d 32d
33a 34b 35a 36¢c 37b 38d 39¢c 40d 41b 42a 43a 44c 45b 46a 47 ¢
48d 49b 50¢c

- Ieépcaada CoacpKaHuA MpOUYNTAaHHOI'O:



[IpounTaiite TEKCT, IpUAYMaNTE K HEMY 3arojJOBOK M B HECKOJIbKUX IMPEUIOKEHUAX MepeaanTe
€ro COJICpaHUE Ha aHTJIMICKOM SI3bIKE.

The subjects we study in the arts and humanities are not set in concrete. We make changes
to them over time which reflect significant changes in our culture and the way we view it. For
obvious reasons, new subjects such as Communications, Film and Media Studies have come into
being quite recently. This has involved some shifting of boundaries in existing subjects such as
Literature, Art History and Philosophy. And even within these older disciplines the focus of
attention tends to shift over time. For instance, in recent decades feminist writers have
drawn our attention to the roles of women as writers and artists, as characters in novels
and as depicted in paintings, and as readers and viewers.

Also, what was always called English Literature is now often referred to as
Literatures in English. That extends the humanities, especially in an age when it is seemingly
vitally important for scholars of literature, history and the arts to engage in "collaborative work
with experimental scientists or even simply to make "intelligent use of the findings from
empirical science." But the last tendency puts the humanities on the verge of being absorbed and
ousted by the science mentioned. The notion that 'in today's day and age,' with its focus on the
ideals of efficiency and practical utility, scholars of the humanities are becoming obsolete was
perhaps summed up most powerfully in a remark that has been attributed to the
artificial intelligence specialist Marvin Minsky: “ With all the money that we are
throwing away on humanities and art - give me that money and I will build you to be
a better student."

- HAIMCAHWE aHHOTAIINH.

[IpouunTaiiTe TEKCT, COCTaBbTE K HEMY aHHOTAIIUIO.

Taking Care Of Your Voice

Vocal Techniques

by Aubrey Parsons

If you don't routinely warm your voice up before a gig, you're just asking for trouble. We
explain how your voice actually works and pass on some basic techniques for looking after
number one.

Most singers are sinners. Many singers commit the crime of self-abuse every time they
open their mouth, not because of the tone that comes out, but because of the damage they do to
their vocal cords due to lack of training, not looking after their voice, and worst of all, not
bothering to warm up.

I've been singing for 30 years, but it was only after I turned professional five years ago that
the penny dropped that I needed to look after my most important asset — my voice — because
without it I couldn't pay the mortgage. A series of colds and chest infections led to me cancelling
gigs, thus losing money, and it was only after I visited an Ear, Nose and Throat specialist and
paid for some singing lessons that I realised the damage I could have done to my voice. I was
lucky, because I hadn't caused any serious damage, and I was amazed to hear the difference in
my voice with just a few singing lessons. I don't expect you all to rush for the Yellow Pages and
sign up with a teacher, but following some of the simple pointers in this article could mean the
difference between ruining your voice forever and a long and prosperous singing career.

HUTOroBbIii KOHTPOJIb - 9K3aMEH MO MHOCTPAHHOMY S3bIKY, HA KOTOPOM IPOBEPSIETCS
KOHEYHBII YPOBEHb COOTBETCTBYIOIIUX YMEHUN U HABBIKOB.

Ne I[IpuMepbl KOHTPOJIbHO-U3MEPUTEIbHBIX MATEPHUAIOB MPOMEKYTOYHBIX
arrecTaumi

1 1. IlpounTtarh, mepeBeCTH U MEpenaTh HA AHTIUHCKOM SI3bIKE COAEpIKAHHE

CEMECTp tekcta 00beMoM 800 1.3. [TocTtaBuTh 7-10 MTUCEMEHHBIX BOIPOCOB K COACPIKAHUIO
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(3auer)

TekcTa. OTBETHTH Ha BOMPOCHI MPEMOAABATENS 1O COJACPKAHUIO TEKCTa: BpeMs
HOJATOTOBKH 45 MUHYT, BO3MOXHO HCIIOJIb30BaHUE CIIOBApSI.

Artistic Director and Chief Conductor - People's Artist of the USSR,
professor Nikolay Nekrasov

Academic Russian Orchestra of Radio and Television works in the staff of
Russian Radio and Television (RTR). This high professional orchestra performs
music of different styles and genres.

The Orchestra performs with the soloists of The Bolshoi Theatre of Russia,
Novaya Opera Theatre, Stanislavsky and Nemirovich - Danchenko Musical
Theatre, and other theatres; with world — class instrumentalists on the domra,
balalaika, Bayan (Russian accordion), accordion, violin, violoncello, saxophone,
piano.

Its repertoire consists of more than 9000 compositions: Russian and foreign
classical music, world folk music - Russian, Spanish, Italian, German, French,
Greek, Finnish, Hungarian, American, Turkish, Japanese, modern and popular
music. The orchestra successfully plays compositions by Glinka, Mussorgsky,
Borodin, Tchaikovsky, Rachmaninoff, Prokofiev, Shostakovich, Sviridov, Purcell,
Mozart, Beethoven, Brahms, Grieg, Sibelius, Debussy, Gavrilin, Kikta,
Krasilnikov, Rybnikov. A great number of interesting compositions the orchestra
records on Russian Radio and Television.

Great part in the creative activity of the orchestra occupy philharmonic
concerts in the Tchaikovsky Concert Hall, participating in music festivals, master-
classes. The orchestra's concerts and tours achieve great success in many Russian
cities, in the USA, Great Britain, Ireland, France, Spain, Portugal, Germany,
Japan, Turkey and other countries.

Thanks to the unique timbre of the Russian folk instruments the Orchestra
has beautiful fluent sound. It makes music with the skill and the expressiveness of
symphony orchestra, mentions "The Philadelphia Inquirer". " A Russian Miracle"
is how American newspaper "The New York Times" headlines its review!

In 2005 the Orchestra plans to celebrate its 60-th Jubilee. Among the plans
of the

Orchestra there are new concert programmes, preserving old traditions and
in-tune with our time.

2. YCTHOE U3J105KEHUE OJTHOW U3 MIPOUICHHBIX TEM.

2
ceMecTp
(3auer)

1. IlpounTaTh, mHepeBecTH M IMEpeAaTh COAEPKAHUE TEKCTAa HAYYHOTO
xapakrepa oobemom 1000 1.3. B BUIE pedepara.
Bpewms nonroroBku 45 MUHYT.

The Role of Observation: Empirical Musicology

Empirical musicology grew out of a desire to ground theories on empirical
observation and to construct theories on the basis of the analysis and interpretation
of such observations (cf. Rink, 1995; Clarke & Cook, 2004). The arrival of new
technologies, most notably that of MIDI and of the personal computer, were
instrumental to the considerable increase in the number of empirically oriented
investigations into music (Clarke, 1999; Gabrielsson, 1999). Huron (1999b) refers
to this reorientation as “new empiricism” and considers it, along with “new
musicology,” the most influential movement in recent music scholarship. Huron
stresses that this transformation arose within music scholarship, and he promotes

the adaptation of scientific methods, such as “the pursuit of evidence and
rigor” — in spite of the criticism of scientific methods in the postmodern literature
(cf. Natoli, 1997). In fact, the contrast between new musicology and new
empiricism could not be bolder, a contrast reminiscent of the methodological

8




differences between the humanities and the sciences. However, in the last decade
these two movements seem to have merged into a revitalized systematic
musicology that is based on empirical observation and rigorous method, but at the
same time is also aware of, and accounts for, the social and cultural context in
which music functions (cf. Clarke & Cook, 2004).

2. YCTHOE U3J105)KEHUE OJTHOW U3 MIPOUICHHBIX TEM.

3
ceMecTp
(9K3aMeH)

1. ITpounTaTh U MepenaTh cojepkaHue TeKCcTa (1o MpOoQUII0 HAIIPABICHUS)
oosemom 1500 1.3. B Buze pedepara.
Bpewms nonroroBku 35 MUHYT.

On the Growing Role of Observation, Formalization and

Experimental Method in Musicology

By HENKJAN HONING

University of Amsterdam

INTRODUCTION

THE term “musicology” has been defined in many different ways. In 1955,
the American Musicological Society described it as “a field of knowledge having
as its object the investigation of the art of music as a physical, psychological,
aesthetic, and cultural phenomenon.” The attributes used here give the definition
of musicology considerable breadth, although “music as an ‘art’ remains the focus
of attention” (Duckles & Pasler, 2001). However, in the last two decades an
important shift has occurred, that is, from music as an art (or art object) to music
as a process in which the performer, the listener, and music as sound play a central
role. This transformation is most notable in the field of systematic musicology (a
term introduced by Adler, 1885), which developed from “a mere extension of
musicology” [1] into a “complete reorientation of the discipline to fundamental
questions which are non-historical in nature, [encompassing] research into the
nature and properties of music as an acoustical, psychological and cognitive
phenomenon” (Duckles & Pasler, 2001).

This reorientation did not take place exclusively in systematic musicology.
For example, much of the pioneering work in the field of ethnomusicology
stressed the importance of systematic methods and the need to study music in its
wider social, anthropological, and cultural context (e.g., Kunst, 1950; Seeger,
1991). But systematic methods also gained more ground in, for example, the
semiotic approach to music (e.g., Nattiez, 1987). In addition, there are several
ongoing developments in musicology that promote interdisciplinary research
within the humanities (e.g., Kerman, 1985; McClary, 1991). [2]

In this text three recent strands of musicological research will be discussed,
namely empirical, computational, and cognitive musicology. They will be
interpreted in the context of the “cognitive revolution” in the humanities and the
sciences.

2. BbINONHUTE NMUCHMEHHBIM TEPEBOJ C AHTIMICKOrO S3bIKa HA PYCCKHMN
TeKkcTa 1o npoduiaro HampasieHuss oobemoM 1500 m.3. Bpems moaroroBku 60

MUHYT.

3. YcTHOE M3J10KEHNE OJJTHON U3 MPOWJICHHBIX TEM.
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