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Blumenstiick, 0p. 19. . . ..ot 8.21
Symphonic Etudes, op. 13 and op. posth.
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Etude V (Variation [V). . .. ..o 1.00
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Widmung (Liebeslied), S. 566a (encore) . . . . . . . . ... 4.01
Frahlingsnacht, S. 568 (encore) . . . . . . . . . . . . 2.59
Franz Liszt (1811 — 1886)
Liebestraum, S. 541 No. 3 (encore) . . . . . . .. . . . . ..o 4.02
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“A sonnet sequence” would be an aptly description for the series of piano pieces writ-
ten by Robert Schumann in the decade of the 1820s and 1830s. The creative planet of
Schumann was especially generous in 1839, when, as if in a single burst, he wrote the piano
cycles Nachtstiicke, Faschingsschwank aus Wien, and small- and large-scale pieces Ara-
besque in C Major and Humoreske. Blumenstiick, op. 19, is among his masterpieces too.

But what does the name of this Schumann music mean? It is known that “blumensttick”
in painting is a special genre of still life, which depicts flowers. Did Schumann know the cycle
of drawings Times of Day by the German romantic painter Philipp Otto Runge, in which floral
ornaments were drawn in thin lines? In any case, the refined sound outlines of Schumann’s
piece are clearly associated with fantasy patterns woven from flowers. The atmosphere
of the Schumann piece is as subtle and fanciful: the elusive melodic lines curl, intertwine,
suddenly interrupt, as if “hanging” in a sonorous space, or intonationally tend upward in ca-
pricious and unpredictable melodic curves. This is the very spirit of romanticism, namely
Schumann’s romanticism with its mysterious images.

For Schumann, the genre of the so-called instructional etude, which was particularly
widespread in the 19th century, is just an excuse to express deep emotional states. From
confusion to euphoric impulses, from dreamy absorption to the triumph of the spirit — a
confessional romantic feeling speaks to us in an “ennobled language of the soul” (Thomas
Mann). The first edition of the cycle (1837) included only twelve variations; the composer de-
cided not to publish the other five. As late as in 1891, when Johannes Brahms was preparing
a new edition of the Etudes Symphoniques, he restored the five pieces that were previously
excluded by Schumann; that is why they appear as posthumous opuses (i.e., published after
Schumann’s death). It is interesting that the performer is given complete freedom here: he or
she can perform the additional etudes in any order.

In the age of the superficial triumph of bravura pianism, the genre of concert transcrip-
tions was one of the most popular ones because the fashionable piano virtuosi demonstrated
all the grandeur of the piano, that “king of instruments,” in all kinds of piano transcriptions
of scenes or arias from operas. However, referring to Sigismond Thalberg’s “brilliant style,”
Schumann remarked that “true virtuosity is giving us something more than mere flexibility
and execution”; Schumann characterized his paraphrases and potpourris of every stripe as
“highly spectacular arrangements of the original melodies, which showed through in a friend-
ly way everywhere, no matter how much all kinds of scales and arpeggios twined around
them.” Unlike the pianistic Kunststuicks that would appear “year after year to disappear again
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soon,” the transcriptions written by Franz Liszt were definitely fraught with something funda-
mentally different.

Yes, we can hear the same “skillfulness” in Liszt's transcriptions as well, but we do feel
that there is “something more” to them — they were congenial to their originals. Whether
they are transcriptions of Franz Schubert’s or Frédéric Chopin’s songs, scenes from Rich-
ard Wagner’s operas, or original piano arrangements, Liszt's flexible pianism seems self-suf-
ficient and even sovereign; the pianist's mastery par excellence is manifested both in the
way he handles textural diversity and in the way how, in the best traditions of romantic pia-
nism, he develops the vocal or orchestral nature of the musical sources. At the same time,
we find here a golden synthesis of high piano virtuosity, vocal melodiousness and a rich
orchestra palette.

The piano transcriptions hold pride of place among Franz Liszt's works. Suffice it to say
that almost half of Liszt's works are transcriptions.

Liszt created most of the transcriptions during the heyday of his concert career. The
piano arrangements of Schubert’'s songs were made during that period: Der Wanderer from
the Schubert cycle 12 Lieder (1838), Aufenhalt from the cycle Schwanengesang (1838-39),
Litanei from Geistliche Lieder (1841), Der Muller und der Bach from Die schone Miillerin
(1846) — we can call these and many other transcriptions of Schubert’s lieder Liszt’s tribute to
the first German romantic. Liszt’s version of Die Loreley (1844) opens his cycle entitled Book
of Songs for Piano. Later, in the 1850s, Liszt turns to Chopin’s vocal compositions that were
littte known to his contemporaries and creates the cycle Six Polish Songs (in the Chopin leg-
acy catalogs, nineteen songs written in different years are listed as op. posth. 74).

The Pilgrims’ Chorus and Death of Isolde from Wagner’s Tannhauser (1860) and
Tristan und Isolde (1867), respectively, are certainly masterpieces of the genre of opera
transcriptions.

The geniuses of romanticism through the prism of Lisztianism — is it another “sonnet
sequence”? Exactly.

* Kk x

Russian pianist Dmitri Alexeev is one of the world’s most highly regarded artists. His
critically acclaimed recitals on the world’s leading concert stages and concerto appearances
with the most prestigious orchestras have secured his position as one of “the most remark-
able pianists of the day” (Daily Telegraph).



He has performed in all major concert halls around the world and has performed with all
leading orchestras such as the Berlin Philharmonic, Chicago Symphony Orchestra, Philadel-
phia Orchestra, Royal Concertgebouw of Amsterdam, the five London orchestras, Orchestre
de Paris, Israel Philharmonic and the Munich Bavarian Radio Orchestra amongst others. He
has worked with conductors such as Ashkenazy, Boulez, Dorati, Gergiev, Giulini, Jansons,
Muti, Pappano, Rozhdestvensky, Salonen, Svetlanov, Temirkanov, Tilson Thomas and Klaus
Tennstedt amongst many others.

Alexeev has also collaborated in chamber music with some of the world’s most re-
nowned musicians including Rostropovich, Bashmet, Joshua Bell, Nicolai Gedda, Lynn Har-
rell, Barbara Hendricks and Elisabeth Séderstrom.

Alexeev has been a juror for many of the world’s most prestigious International Piano
Competitions, including the Leeds, Chopin (Warsaw), Van Cliburn, Santander, Beethoven
(Vienna) and Tchaikovsky (Moscow) International Piano Competition. He regularly gives
master classes around the world.

Alexeev has made many fine recordings for EMI, BMG, Virgin Classics, Hyperion and
Russian labels. Following his Virgin Classics recording of the complete Rachmaninov Pre-
ludes, which won the Edison Award in the Netherlands, BBC Music Magazine described him
as “a pianist at once aristocratic, grand and confessionally poetic. This is an inspiring disc.”
In 2019 Alexeev finished his recording project of the complete works by Scriabin which will
be released in the near future. His recording of the complete Chopin Mazurkas was released
in 2014. A recording that Gramophone Magazine referred to as “one of the best recordings of
the Chopin Mazurkas that have appeared in the past three quarters of a century - one of the
best alongside those of Rubinstein and Yakov Flier.”

Alexeev’s two piano transcriptions of works by Shostakovich and Gershwin as well as a
his transcription of Brahms’ Ballade for Viola and Piano were recently published by ‘Muzyka’
in Moscow.



«BeHkoMm coHeToB» MOXHO Obino Obl HasBaTb 4Yepedy (OpPTENUAHHBIX COYMHEHWI
Po6epta LllymaHa, cospgaHHbix B Aecsitunetne 1820 - 1830-x rogoB. OcobeHHO Lweapa
TBOpYeckas nnaHeta Llymana B 1839 roay, korga CNoOBHO Ha OAHOM AbIXaHUWM CO34al0TCH
dopTtenunanHblie umknbl “Nachtstlicke”, “BeHckuin kapHasan”, nbecbl ManbiX U KPYNHbIX hopm
“Arabesque in C”, “Humoreske”. Cpeawn wenespos 1 “Blumenstiick” op. 19.

Ho 4TO 03HauaeT camo HasBaHWe 3TOW LYMaHOBCKOW My3blkW? VI3BECTHO, YTO B XW-
Bonvcu Blumenstliick — ocobbif xxaHp HaTiopMopTa, Ha KOTOPOM M300paxeHbl LBeTbl. 3Han
nm LymaH ceputo pucyHkoB «Bpems aHs» Hemeukoro pomaHtuka ®ununna OTtTo PyHre, B
KOTOPbIX TOHKMMW NIUHWSIMU MPOPUCOBAaHbI pacTUTeNbHble OpHaMeHTbI? Bo Bcsakom crydae,
n3biCkaHHble 3BykoBble abpuchkl nbecbl LlymaHa siBHO accouumpyloTcs ¢ haHTa3niiHbIMK
y3opamu, CnfeTéHHbIMU 13 LBeToB. ATMOCepa LUIYMaHOBCKON MbeChbl CTOMb Xe TOHKa U
NPUXOTNMBA: HEYNOBVMbIE MeNoAnNYeckue NHUN BbIOTCS, CrNeTalTcst Mexay cobon, Heo-
XUOaHHO NpepbIBaloOTCs, Kak Obl «3aBUCcas» B COHOPHOM MPOCTPaHCTBE, MO0 MHTOHALMOH-
HO CTPEMSTCSl BBEPX B KanpusHbIX U HenpeackadyeMblx Menoanyeckunx narnbax. 3gecb cam
[yX POMaHT13Ma, UMEHHO WYyMaHO8CKO20 POMaHTM3Ma, C ero TanHCTBEHHOWN 3aragoqHOCTbIO
06pa3os.

XaHp Tak Ha3blBaeMoro «MHCTPYKTUBHOrO 3Tioda», OCOOEHHO PacrnpoCTPaHEHHOro
B 19 Beke, ans lWymara — nuwb noBoa ANst BbIpaXeHusi ryBoKUX AyLIEBHbIX COCTOSIHUNA.
OT CMAATEHHOCTU K 3MPOpUYECKM NopbIBaM, OT MeUTaTeNbHON NOrPy>XEHHOCTMN K TOPXKECTBY
ayxa — Ha «obrnaropoxeHHOM a3blke aywmn» (Tomac MaHH) ¢ Hamm roBOpuT McnoBedansHoe
pomaHTuyeckoe 4yBcTBO. B nepeom nsgaHum umkna (1837) durypmposanu Toneko 12 Bapu-
aumit, apyrue xe nsTb aBTop pelwwmn He nybnukosaTb. Jvwe B 1891 rogy, npu nogrotoBke
HOBOro n3aaHnsa «CumdoHnyeckux atiogos» MoraHHec Bpamc BocctaHoBMN NATL Mbec, pa-
Hee UCKNIYEHHbIX LLlymaHoM; noTomy oHU 1 curypupytoT kak atiogbl op. posth. (T.e., ony-
6nukoBaHHble Mocne cMepTu komnoautopa). JlobonbITHO, YTO UCMOMHWUTENO 34echb AaHa
nonHas csoboaa: OH MOXET UCMONMHATL AOMONHUTENbHbIE 3TIOALI B NoBoii nocneaoBarerb-
HOCTW.

B nopy noBepxHOCTHOro Tpuymda 6paBypHOro nMaHuama >aHp KOHLEPTHbIX TPaHCKpU-
LM — OAMH U3 CaMblX NOMYNAPHbIX, BeAb MMEHHO BO BCEBO3MOXHbIX (DOpTEnnaHHbIX nepe-
TNOXEHUAX CLEH UNW apuii U3 onep MOAHbIE MMAHUCTBI-BUPTYO3bl AEMOHCTPMPOBany BCE Be-
nMKonenve posinsa — 3TOro POMaHTUYECKOro «KOponst MHCTPyMeHTOBy. MNpaBaa, kak 3amevan
LymaH B cBsi3n ¢ «Bnectawmm ctunem» (“style brilliant”) C. Tanb6epra, «McTUHHas BUPTY-
03HOCTb HeYTo borbliee, YeM NpocTo 6ernocTb N UCKYCHOCTbY; ero napadpasbl 1 nonyppu
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Bcex macTten LymaH xapakTepusoBan Kak «B BbiCLUel cTeneHn adeKTHbIe NepenoxeHns
Mernoauin opurinHana, kotopble BCIOAY MPUBETNMBO NPOCTYNanu, ckornb Bbl UX HU onnetanu
BCSKME raMMbl U apriemxmox. V1 ecnn nogobHble MMaHNCTUYECKUE KYHCTLUTIOKU MOSBASANUCH
«M3 rofda B rof, YToGbl BCKOPE CHOBA UCYE3HYTb», TO TpaHcKpunumm depeHua fiucta Hecnu B
cebe HeuyTo NpUHLUMNMNanbHO NHoe.

[la, v B MMCTOBCKMX TPAHCKPUMLUSX Mbl CTIbILLMM Ty Camyto «MCKYCHOCTb», HO U «HEYTO
bonbliuee» — OHW ObINMM KOHreHnasnbHbl CBOMM opurMHanaM. byab To TpaHckpunuum neceH
dpaHua LWybepta nnu dpuaepvika LWonera, onepHbix cueH Puxapaa BarHepa vnu aBTop-
CKMX (hOpTenuaHHbIX NepenoxeHni, rmbkas NMaHNCTUYHOCTL y JlncTa KaxeTcs camogocTa-
TOYHON W [axe MOSHOBNACTHOW; MacTepcTBO nMuaHucta par excellence nposiBnsietcs u B
TOM, Kak JIuct Bnageet hakTypHON pasHOMMIaHOBOCTbIO, M B TOM, KaK pa3BuBaeT — B MyYLLNX
TPaAnLMAX POMAHTUYECKOrO NMMaHnaMa — BOKarnbHYH UM OPKECTPOBYHO NpUpoay My3blkarb-
HbIX NEPBOMCTOYHMKOB. BMecTe ¢ TeM 3aech HaldeH 30M0ToM CUHTE3 BbICOKOW (hopTennaH-
HOW BMPTYO3HOCTU, BOKarbHOW NecCeHHOCTM 1 BoraToi opkecTparnbHOCTY.

B TBOpuecTBe PpaHua Jlncta chopTennaHHbie TPAHCKPUNLMK 3aHMMALOT, NoXanyn, oaHy
MX rMaBHbIX NO3MLMIA. [lOCTaTOMHO CKasaTb, YTO NOYTU MOMOBMHA COYMHEHWUN Jlucta — NMeH-
HO TPaHCKpUNLMK.

BonblWWHCTBO TpaHckpunuui JIncT co3paéT B rogbl pacuBeTa CBOEN KOHLEPTHOW Ka-
pbepbl. PopTenuaHHble nepenoxeHnst neceH LLlyGepta oTHOCATCS MMEHHO K 3TOMY nepuo-
ay: «Ckutaneu» n3 wybepToBckoro umkna «[BeHaguatb neceH» (1838), «MpuoT» U3 umkna
«JlebegnHasn necHsa» (1838-39), «JlutaHusa» n3 «[JyxoBHbix neceH» (1841), «MenbHuk n py-
Yel» n3 «MpekpacHon MenbHUYMXmU» (1846) — aTW, Kak U MHOXECTBO APYrUX TPaHCKPUNLUi
LwybepToBCKMx Lied MOXHO Ha3BaTb My3blkanbHbIM MOAHOLWEHMEM JlucTa NnepBoMy Hemell-
KOMY poMaHTuKy. ABTOpckas obpaboTka necHu «Jlopenesi» (1844) oTkpbiBaeT cOGCTBEHHO
TNINCTOBCKWUIA LUMKN NoA, Ha3BaHneM «KHura necex ans poptenmaHoy. Mosxe (B 1850-e rogpl)
Jluct obpaiyaetcs k Mano M3BECTHbIM [Ns COBPEMEHHVKOB BOKarbHbIM COYUHEHWUSM
LLloneHa n co3paet umkn «llecTb nonbckux necex» (B katanorax Hacnegus LoneHa 19 ne-
CeH, HanncaHHbIX B pasHble roApl, 3Ha4aTtcsi kak op. posth. 74). K weaeBpam xaHpa onepHbix
TpaHcKpunuuin 6e3ycnoBHO OTHOCATCS «XOp NUNUTPUMOB M3 onepbl BarHepa «TaHrensep»»
(1860), «CmepTb M3onbabl u3 onepbl « TpuctaH n Usonbga»» (1867).

leHnn pomaHTM3Ma CkBO3b MPW3MY NUCTUAHCTBA — €eWé OAWMH «BEHOK COHEeTOB»?
VIMeHHo TaKk.

Bnadumup YuHaes



* Kk ok

«OOuH U3 cambix 3amedamesibHbIX MUaHUCmMo8 Hawux OHeu»
Daily Telegraph

My3bIKaHT UCKIIOYNTENBHOTO [apoBaHus, LUMpOYalLlero TBOPYECKOTO [AuanasoHa,
AMuTpui Anekcees NoyTy NonBeka BXOAWUT B 3NUTY MUPOBOTrO hopTENMaHHOIO UCKYCCTBa.

Ero KoHUepTbl NMpoxoAsT B KpynHenwrx 3anax mvpa. OH BbiCTynan co MHOMMMU Mpo-
CnaBneHHbIMK KoMnnekTuBamu: opkectpamun JloHgoHa, BepnuHa, Yvkaro, ®unagensdum,
Mapwxa, Amctepaama, Puma, MioHxeHa, Mocksbl, CaHkT-lNeTepbypra, V3pauns nog ynpas-
INleHVeM Takux Bblaarowwmxcs aupuxépos, kak Mbep bynes, Pukkapgo Mytu, Kapno Mapus
[xynunn, Knayc TenHwTeaT, Bnagumup AwkeHasw, MeHHaguii PoxpgectseHckuin, EBreHnn
CeetnaHos, FOpui TemupkaHos, Banepwuii leprues.

Omutpuin Anekcees poguncs B Mockse. My3bikanbHoe obpasoBaHue nonyunn B LIMLL n
MockoBcKoW kOHCcepBaTOopWK, rae ero negaroroM 6bin BblgaloLWmMines nnaHueT Omutpuii baiw-
KVPOB.

Mocne nobeabl B HECKONBbKUX MeXAyHapPOAHbIX KOHKYpcax Havanacb MHTEHCUBHAs KOH-
LuepTHasi AesTenbHOCTb nuaHucTa. OH MpUHMMaeT yyacTue BO BCEMMPHO W3BECTHbIX ¢e-
CTVBansX, rae BCTPeYaeTcs U My3uuMpyeT C TakMMU 3amedaTenbHbIMU My3blkaHTaMu, Kak
McTucnas Poctponosud, JubH Xappenn, HOpuit Bawmert, Bap6apa Xengpukc, [Oxollya
Benn, Hukonan Mepna, Onusabetr CEQepcTpéM U MHOTUMK OPYTMU.

OmuTpuin ArnekceeB OCYLLECTBWUIT MHOTOYMUCIIEHHblE 3anucu Ha dupmax EMI, RCA,
Virgin Classics, ero guckam npucyxganvcb NpecTuxHble MexayHapoaHble Harpaabl. Cpeaun
ero rnocrefHvx 3anucen — nonHoe cobpaHve Masypok Lonexa. B 2019 rogy Anekcees 3a-
BEpLUWIT MHOTOMNETHWIA NPOEKT, 3anncaB BCce CorbHble popTenmaHHble codmHeHns CkpsbuHa.

Kak uneH >topu [l. AnekceeB npuHMMan y4actue B paboTe KpynHeWLmnx MexayHapoa-
HbIX KOHKYpcoB — M. YankoBckoro B Mockse, uMm. B. KnubepHa B Texace, um. LLoneHa B
BapLuaBe, B Iluace (Benvkobputanus), B CaHtangepe (Mcnanust), um. BetxoBeHa B BeHe u
BoHHe, 1 MHOrMX Apyrux.

Ero TpaHckpunummn gns 2-x dooptenmaHo npousseaeHun LLloctakosmya u MepusuHa ony-
6GrnvKoBaHbl B MOCKOBCKOM M3aatenscTBe «My3sblkay.
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104.55
CDh1 TT: 41.06
PoGepT LLymaH (1810 — 1856)
Blumenstick, 0p. 19. . . ..o 8.21
CumdoHuyeckune aToabl, op. 13 u op. posth.
TeMa. Andante . . ... ... 1.27
Otiog | (Bapnaumsi 1). Un poco Pill VIVO . ..o v oo 1.13
Omogl (Bapuaumsa ll) . ... ..o 2.41
OTIOO 1. VIVACE . ..o 1.28
Omoa IV (Bapuaums ) ..o 0.59
Omioa V (Bapraumsa IV). . .o 1.00
Omiog VI (Bapyaumsa V). AgItato . . .. ..o 0.59
Omiog VII (Bapuauus VI). Allegromolto . . .. .. ..o 1.26
Bapuaumsa |, op. posth .. ..o 0.55
Bapuauus Il op. posth. ... ... . 2.08
Bapuauus Il op. posth . . ... 1.54
Bapuaums IV, op. posth ... ... 2.13
Bapuaumsi V, op. posth. . ... 1.57
Omog VIl (Bapnaumss VII). . ..o 1.18
Omiop IX. Presto possible . ... ... 0.38
Omiog X (Bapuaumsi VII). ..o 0.45
Omiog Xl (Bapraums IX) .. ..o 2.07
Omioa XIl. Finale. Allegro brillante ... ... .. 7.32
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CD2 TT: 63.49
Puxapp BarHep (1813 —1883) — ®paHu Jluct (1811 — 1886)

Xop nunurpumoB u3 onepbl «TaHrensep», S. 443 Ne 1. . . . . . . . . ... ... .. 5.46
CwmepTb M3onbapbl 3 onepbl «TpuctaH v U3onbaax», S.447 . . . . . . . . . . . . .. 7.51
®paHy LWy6ept (1797 —1828) — dpanu JlucT (1811 — 1886)

MenbHuK M pyderr, S.565Ne 2 . . . . . . .. L 5.20
Mpuior, S. 560 Ne 3. . . . . . . . 3.32
NMutanma, S.562 Ne 1. . . . . . . . e 4.04
Ckutanen, S. 558 Ne 11 . . . . . . . . . e 6.03
®paHy fluct (1811 — 1886)

Jlopenes, S. 532, aBTopckas TpaHCKpUNLuUsi COBCTBEHHOM necHn, S. 273 . . . . . . . 6.08

®pupepuk LLoneH (1810 — 1849) — PpaHy Niuct (1811 — 1886)
M3 «WecTtn nonbcknx necex», S. 480:

Ne 5. Mo  MUINOMKA . . . . . o o o e 3.18
NeB.2KeHMX . . . . . . . . 1.26
Ne2.BecHa . . . . . . . . . . e 2.07
Ne 3. KomeuKko . . . . . o o e 2.49
Ne 4. TIpylKa. . . . . . . . . e 1.51
Po6epTt LLymaH (1810 — 1856) — ®paHu Jinct (1811 — 1886)
MocesweHne, S. 566a (6UC) . . . . . . . . . v o 4.01
BeceHHsI HOUb, S. 568 (BUC). . . . . . . . . . 2.59
®paHy luct (1811 — 1886)
Mpésbl No6BK, S. 54T N3 (BUC) . . . . . . v v v ottt 4.02
®pupepuk LoneH (1810 — 1849)
Masypka go-ames mvHop, op. 63 Ne 3 (buc) . . . . . . . . . .o 2.29

Amutpun Anekcees, chopTenmaHo
3anuce ¢ koHuepTa B Manom 3ane MockoBCKoOW rocyaapCTBEHHON KOHCepBaTopumn
um. MN.U. YaiikoBckoro, 24 ceHTa6psa 2012 roaa

3ByKopexuccép: AHTOH BylumHckuin. MactepuHr: Enena Coiy. UkxeHep: Angpei Ilebenes.
[unzainH: Anekceii Muctok. MicnonHutensHbIn npoatocep: Esrennii MNnatoHos
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SMCCD 0275-276 [DIDID]
TT: 104.55

CD1 TT: 41.06

LymaH
BIUMENSLUCK, OP. 19. . . . o ettt et e e e e e e 8.21
[2]- CuMdoHMYecKMe aToabl, 0p. 13 M 0p. POSth.«+ « -« « v v e v 32.45
CD2 TT: 63.49
BarHep — Iluct. Xop nunurpymoB u3 onepbl « TaHrensep», S. 443 Ne 1 ... .. 5.46
CwmepTb M3onbabl 13 onepbl «TpuctaH 1 N3onbaay, S. 447 . 7.51
Wy6epT — JNucT. MenbHuk v pyden, S. 565 Ne 2 . .. ... .........cooue .. 5.20
MpUoT, S.560 N2 3 . . ..ottt 3.32
JIMTaHUS, S 562 N2 1 . oottt 4.04
[6] Crutanen, S. 558 Ne 11, .. ... 6.03
TIMCT. JTOPEMest, S. 532 . ..ottt e ettt 6.08
= LLoneH — JIUCT. MsTh NOMLCKAX NECEH, S. 480, . ...\ o vt 11.31
- LllymaH — INucrt. MNoceswwenne, S. 566a; BeceHHsas Houb, S.568. . ... ....... 7.00
TIeT. Tpé3bl Mo6BM, S. 541 NO. 3. . ..ottt 4.02
LlloneH. Masypka go-avMe3 MMHop, op. 63 Ne 3. . ... ... ... ... .. ..., 2.29

Omutpuin Anekcees, chopTennaHo
3anuck ¢ KoHLepTa B Manom 3ane MockoBCKo rocyapCTBEHHOM
koHcepBaTtopumn uM. MN./. Yaikosckoro, 24 ceHTsbps 2012 roga

3Bykopexuncceép: AHTOH BylumHckuin. Mactepur: Enena Cobliv.
WrxeHep: AHapen Jlebenes. [nsaiH: Anekcen MHuctok
WcnonHuTenbHbI npoatocep: EBreHnii MNMnatoHoB
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