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Onmno3uuus «aKyCTMYeCKUii — CUHTE3UPOBaHHbBI» CYyLIEeCTBYeT
B O0OIIECTBEHHOM CO3HAHMM C MOMEHTAa BO3HMKHOBEHMSI IE€PBbBIX
JIEKTPOHHBIX MHCTPYMEHTOB. LIMbpoBoit 3ByK MPUBBIYHO YIIPEKAIOT
B 5MOIIMOHAIbHOM MAaJOBBIPA3UTENbHOCTU, OTCYTCTBUM KYJIBTYPHBIX
accouyanuii ¥ B HEAyTEHTUYHOCTU 3BYKY JXMBOMY, BO3HMKAIOLIEMY
B pe3y/ibTaTe KoieGaHus CTPYHbI, BO3AYIIHOTO CTO/I0a WM MEMOPaHBI.
Llenp moknaza — B3MISIHYTh Ha CIOKUBILYIOCS CUTYaLMI0 CUCTEMHO,
CBSI3aB BOIPOCHI KauyecTBa IM(APOBOTO 3BYKa M OTHOLIEHMS] K HEMY
Pa3HbIX TPYIII JIIOEV (B TOM UKcie mpodeccroHaIbHbIX U Herpodec-
CMOHAJIbHbIX MY3BIKAHTOB) C AMHAMMKOI CTaHOBJIEHUST YOeKIeHMI
U IIEHHOCTEl B COBPEMEHHOM OO6IIIecTBe.

B KkauecTBe 06a3bl KPaTKO PAacCMOTpPEHA AMHAMMKA UCTOpUYE-
CKOTO pa3sBUTUS UMGPOBBIX KIABUIIHBIX MHCTPYMEHTOB (OT Hayajb-
HBIX «OecCTpPacTHBIX» BAapPMAHTOB CMHTE3aTOPOB 0e3 OMHAMMUYECKOM
KJIaBMATYypPbl) K MHCTPYMEHTAaM, B KOTOPBIX MTOSIBUJIACH HE TOJIbKO BO3-
MOXHOCTb U3MEHEeHMUSI TPOMKOCTHOV IUHAMUKY (CUHTE3aTOPbI, MUAM-
KJIABUATYPhI), HO 1 6OTaThI apceHas Tyie (BOCCO3AaHNe MOTOTOYKO-
BOT'0 MexXaHM3Ma B COBpeMeHHbIX IM(POoBbIX popTennano). [TokasaHo,
KaK OLHOBPEMEHHO C 3TMMM IIPoLeccaMy MeHSIJIOCh OTHOIIEHME K MO-
HSATUIO ayTeHTU3Ma. [JJMHaMMuKa LeHHOCTHBIX M3MEHEeHUN IO IIKajie
«eCTeCcTBEHHOEe — MCKYCCTBEHHOEe» pacCMOTpeHa B paKypcax:

1) mpo6yieMbl KMHECTETHMYECKOIO MOAXoAa (B YaCTHOCTH, PasHOIi
3HAYMMOCTU KauecTBa MMPUKOCHOBEHMUS K MHCTPYMEHTY y mpodeccuo-
HaJIbHBIX MMMAHUCTOB U MY3bIKAHTOB-JIIOOUTEIE);

2) mpobneMbl HaIMuMs / OTCYTCTBUSI SIKOpeii CEHCOPHOI MamMsITh
(MHOUBUOYAJIbHOV ¥ OOIIECTBEHHOI). [IeMOHCTpUpPYeTCsl, KaK Cero-
ITHS SJIEKTPOHHBIN 3BYK C M3HAYAJIBHO OTCYTCTBOBABIIMM B HEM Habo-
POM TIPUBBIYHBIX KYJIBTYPHBIX SIKOpEi (3BYK «KOCMMWYECKMX JIAOUPUH-
TOB») TIOCTEINIEHHO «06POC» TeEMOPOBBIMM SIKOPSIMM 3TI0XU 1960-X romoB
(B TpeHAe — BBIITYCK COBpEMEHHBIX CMHTe3aTOPOB C <BUHTaKHBIMU» TEM-
6pamu);
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3) ob1eit TeHOEeHIIMY K YHUBEpCaaM3alumu 1, B YaCTHOCTH, K CO-
30aHUI0 U TIOCJIeyIONeMy JTOMMHUPOBAHUIO HEKOEro yHUBEpPCasib-
HOTO MHCTPYMEHTa («MOJMWHAIONIEro» Iof cebs KiIaBeCUMH, OpraH
U IPOYMe MHCTPYMEHTHI — Ha MpuMepe MOCTENIeHHOTO MCYe3HOBEHUS
IM(MPOBBIX KIIABECUHOB).

B 11eHHOCTHO-aCcCOIMAaTUBHOM aclieKTe MPOoaHaJIU3MPOBaHbI OC-
HOBHbIE TUTIBI 9P PEKTOB, CYIIECTBYIONIMX HAa COBPEMEHHBIX IMdPO-
BBIX MHCTpYMeHTax. Cpeay HUX:

e peBepbOepalys — U HOBbIe BO3MOKHOCTY CO3JaHMUS BUPTYaJlb-
HOT'O MMPOCTPAHCTBA (OIIYIIEeHNS ceOsT B KOHIIEPTHOM 3ajie, BO3MOXKHO-
CTU «IIOCETUTb» HEM3BECTHBIE MVPBI);

e aucTOpuUMS («OUCTOPIIH») — U M3MEeHeHMe OTHOIeHMST K Kpa-
CMBOMY U HEKpPacuMBOMY B 06/1aCTH 3BYKa;

e «KOPYC» ¥ BMOPATO — U BOIMPOCHI LIEHHOCTYU CTPOITHOTO U He-
CTPOITHOTO 3BYUYaHMS, a TaKKe MOTEHIMATbHON PpycTpaimm Kiaccu-
YeCKy pa3BUTOrO / aBCOMOTHOTO CIIyXa.

Takke pacCMOTpeH LIeHHOCTHbI MapaMeTp IeBy4ecTM M HOBas
TeMOpOoBast PoOJb Mefaiy, O3BOJSIONIAs, HallpUuMep, TpaHCHOPMUPO-
BaTh TeMOp KJIaBeCHMHA B MHCTPYMEHT, ITOMOOHbBI STMOHCKOMY KOTO.
Bce npuMepbl CONMPOBOKAAIOTCS ayAMOUIIIIOCTPALASIMMA.

Illnpokoe pacmpocTpaHeHne HM@pPoOBbIX PopTenmaHo B onpene-
JIEHHOM CMBbICJIE MOXKHO CYMUTATh 3€PKajioM CTAHOBJE€HUS HOBBIX TE€H-
JeHLNi U LIeHHOCTe B COBpeMeHHOM 061ecTBe B 11eJioM U B Poccun.
B yacTHOCTH, OTMETUM IOBBILIEHNE YPOBHEN!:

e OOIIECTBEHHO TEPIIMMOCTH K IeBUAIMSIM (TIPMMEPDI ITOCTEITeH-
HOTO CHIDKEHUS «Tpamyca» HeTePIMMOCTH: pasHOoOOpasue UMEeH, «3ajIro-
BbIif» XapaKTep JOMYIeHNSI B PYCCKOM SI3bIKe aHTVIMIICKUX CJIOB U T. 11.);

e (DYHKUMOHAIBHOCTM IIPEIMETOB (Bellleil, KOTOpble He HaIo
HacTpauBaTh, IAAUTb, YNHUTh U T. [1.);

e MOOWIBHOCTM — (u3MUYeckoin (co3maHMss KOMIIAKTHBIX
M CKIaIHBIX (HOPTENMaHHbIX KJIaBMATyp) M BpeMEHHO! (MIHOBEHHOT
IepeCcTPOKM BBICOTHI 3BYKa, CTPOSI, TeMOpa U T. [1.);

*  VHTPOBEPTMPOBAHHOCTU — BOILIOIEHMS CTPEMJIEHMS K 3aKPbI-
TOCTM BHYTPEHHET'O MY3bIKaJIbHOTO Mypa (BO3MOXKHOCTU UTPBI O ce0st
B HayIIHMKAX, MMITPOBU3AIMM, HeOOS3HM OMIMOOK) U ITPOSIBJIEHMSI Ca-
MOZJ0CTaTOYHOCTH (Yepe3 BO3MOKHOCTb UTPbI OTHOBPEMEHHO CO CBOMM
COOGCTBEHHBIM aKKOMIIAHEMEHTOM, B HECKOJIbKMX TeMOpax M T. [I.);

e TeOMNOMUTUYECKON IKCITaHCUM KIaCCUMUeCKOl My3bIKM Ha BOCTOK,
B CTpaHbl A31M C BBICOKMM YPOBHEM BJIYKHOCTU (YaCTO JIeIarolMM Mpo-
671eMHBIM ITOEPsKaHNMe B HY’KHO (hopMe aKyCTUIeCKOTO MHCTPYMEHTA).

Takke pacCMOTpPEHbI BOMPOCHI OBITOBAaHUSI HM(PPOBOTO 3ByKa
(TpyAaHOCTel U mpeuMyIecTB) B My3bIKaJabHOI, B TOM 4MC/Ie OHJIAlH,
negaroruke.
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The opposition ‘acoustic — synthesised’ has existed in the pub-
lic mind since the emergence of the first electronic instruments. Digi-
tal sound is habitually reproached for its lack of emotional expression,
cultural associations, and non-authenticity to the natural sound, pro-
duced by the vibrations of a string, air column or membrane. The paper
aims to systematically analyse the current situation, linking the issues
of digital sound quality and attitudes to it of different groups of people
(including professional and non-professional musicians) with the dy-
namics of the formation of beliefs and values in modern society.

As a basis, I will briefly consider the progress of the historical de-
velopment of digital keyboard instruments from the initial ‘expres-
sionless’ versions of synthesisers without a dynamic keyboard to the
instruments which make it possible not only to change the sound in-
tensity (synthesisers, midi-keyboards), but also to apply a variety of
touches (a recreation of the hammer action in modern digital pianos).
It will be revealed how the attitude towards the concept of authentic-
ity altered simultaneously with these processes. The dynamics of value
changes on the ‘natural — artificial’ scale will be considered from the
following aspects.

1) Problems of the kinaesthetic approach (in particular, the differ-
ent importance of the quality of the touch among professional pianists
and amateur musicians).

2) The problem of the presence / absence of sensory memory an-
chors (individual and social). It will be shown how nowadays the elec-
tronic sound, which initially lacked the familiar cultural anchors (the
sound of ‘space labyrinths’), has gradually acquired the timbre anchors
of the 1960s era (the release of modern synthesisers with the ‘vintage’
timbres are trending).

3) The general tendency towards universalisation and towards the
creation and subsequent dominance of a certain universal instrument
(substituting for the harpsichord, organ and other instruments — on
the example of the gradual disappearance of digital harpsichords).
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In the value-associative aspect, the main types of effects that exist
on modern digital instruments will be discussed. Among them:

» reverberation and the new possibilities for creating a virtual
space (feeling oneself in the concert hall, the opportunity to ‘visit’
unknown worlds);

» ‘distortion’ and changes in the notion of the beautiful and ugly
in the field of sound;

e ‘corus’ and vibrato and questions of the value of the tuned
and untuned sound, as well as the potential frustration of classically
developed / perfect pitch.

The paper will also consider the value parameter of melodiousness
and the new timbre role of the pedal, allowing, e. g., to transform the
timbre of the harpsichord into an instrument like Japanese koto. All
examples will be provided with audio illustrations.

The widespread use of digital pianos, in a way, can be considered
a mirror of the emergence of new trends and values in modern society
in general as well as in Russia. Let us note the increase of:

» public tolerance for deviations (examples of a gradual decrease
in the ‘degree’ of intolerance: a variety of names, ‘volley’ nature of the
integration of English words into Russian, etc.);

« functionality of items (things that do not need to be tuned,
ironed, repaired, etc.);

« mobility, both physical (creation of compact and folding piano
keyboards) and temporal (instantaneous pitch or timbre retuning, etc.);

» introversion — the embodiment of the desire for the privacy
of the inner musical world (the possibility of playing for oneself in
headphones, improvisation, the absence of fear of mistakes), and
the manifestation of self-sufficiency (through the ability to play
simultaneously with your own accompaniment, in several timbres, etc.);

» the geopolitical expansion of classical music to the East, to
Asian countries with a high level of humidity (that often makes it
difficult to maintain an acoustic instrument in the proper condition).

The issues of the working with digital sound (difficulties and ad-
vantages) in music pedagogy, including online pedagogy, will also be
considered.



