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BUOJIOI'MYECKHUE HAYKH

AHTUBUOTHUKU TOJIb3A UJIN BPE/L?
CaBuHoOBa A.A.l, Casuuxkas C.P.
Email: Savinoval7184@scientifictext.ru

! Casunosa Anna Anamonvesia - Kanoudam cenberoXo3AUCMEeHHbIX HAYK, QOYeHn;
?Casuyrasn Cous Pycaanosna - cmydenm,
Kagheopa ecmecmeeHHOHAYYHBIX OUCYUNITUH,
Jlonckoii eocydapcmeennblil azpapHblil yHugepcumen,
n. Ilepcuanosckuii

AHHOmMauus: 6 OaHHOU cMambe paccmampusaemcs npoodiema Ha00OHOCMU UCNOIb30BAHUS
aHmMUOUOMUKO8 8 MeOuyuHe U CelbCKOM X035lcmee, 6uobl adanmayuu Oaxmepui K
AHMUOUOMUKAM, A MAKHCe NOOHUMAEMCS 2NAGHbIL BONPOC: 6peOum iU aHmMuOUOMUK
uenogexy?

Knroueevte cnoea: anmubuomuxu, oOaxmepuu, uH@exyus Xumus, 300p08be, UYelosek,
JHCUBOMHDLE, CENbCKOE XO3SUCBO.

ARE ANTIBIOTICS GOOD OR BAD?
Savinova A.A.', 'Savitskaya S.R.?

'Savinova Alla Anatolyevna - Candidate of Agricultural Sciences, Associate Professor;
Savitskaya Sofia Ruslanovna - student,
DEPARTMENT OF NATURAL SCIENCES,
DON STATE AGRARIAN UNIVERSITET,
P.PERSIANOVSKY

Abstract: this article discusses the problem of the need for the use of antibiotics in medicine
and agriculture, the types of adaptation of bacteria to antibiotics, and also raises the main
question: does an antibiotic harm a person?

Keywords: antibiotics, bacteria, infection chemistry, health, man, animals, agriculture.

VIK 632.3.01/.08

B Hamie BpeMsi aHTHOMOTHMKH WCIIONB3YIOTCS B MEIMIIMHE, CEIbCKOM Xo3siiicTBe. B
COBPEMEHHOM OOIIECTBE CYIIECTBYeT MHOXKECTBO Pa3sHOBHUOHOCTEH NAaHHOTO JIeKapCTBa.
BrepBrie aHTHOMOTHK CTall MACCOBO MCIIONB30BaThes B 1943 roxy, crmacast y9acTHHKOB OOEBBIX
neiicTBuii oT cercuca. OTKPBITHE 3TOTO JIEKAPCTBA KAPAWHAIBHO M3MEHIIO MHp B JIYYIIYO
CTOPOHY H3-3a BO3MOYKHOCTH HM3JICUUTh PAaHEE HEW3JICUNMbIe OOJNE3HM TaKHWe Kak: ITHEBMOHH,
TyOepKyIne3, ranrpeHa u apyrue uHpexuuu. [TomMumo denoBedeckux MpoOieM aHTHOHOTHK
permn mpodiaeMy M B CEBCKOM XO3SsIACTBE. JIIoAM CMOTTH HM3JIeUWTh CKOT OT OONe3Hei,
MIPOCTHUMYITUPOBATh POCT CaMMX KUBOTHBIX M YITy4IINTh MX MHIIEBapeHne. B pacTeHneBoncTBe
CMOITIH M30aBUTBCS OT OTYPEYHOM MO3aWKH, OaKTEpHO30B, MYUIHHCTOH pOCBI M APYIHX
3a0oneBannii. C Havala MCIIONB30BAHUS AaHTHOWOTHKOB TPOIDIO MHOTO BPEMEHH M CETOMHS
MHOTH€ COMHEBAIOTCS B ITOJIE3HOCTH 3TOT0 JIeKapcTBa. [IoMIMO 3TOT0, 11 B CETBCKOM XO3SICTBE
M3MEHMIACh OOCTAaHOBKA, YPE3MEPHOE HWCIIONB30BAHNE AHTHOMOTHKA MOXET NPHUBECTH K
BBIPa0OTKe ycToiunBOCTH Y OakTeprii. CTOUT JIH UCTIONB30BATh AHTHOUOTHKHU CETOIHS?

AKTYaJIbHOCTD:

B Hauase ux Ucronp30BaHNs AaHTHONOTHKY OBLTH PEBOTIOIIMOHHBIM OTKPBITHEM B MEIIUIIMHE
1 celbCKoM Xo3stiicTBe. CeromHs e aHTHOMOTHK 3TO OOBIIEHHOCTh M B CKOPOM BPEMEHH 3TO
JIEKApCTBO, ¥ BOBCE MOKET IOTEPATH aKTYaJbHOCTb. 3a BCE BPEMs HCIIONB30BaHMS MHOTHC
OaKTepuy CMOITIM AJANTHPOBATHCS, K IEHUIWUINHY W Oollee He BOCHPHUMMYMBEI K 3TOMY



nipertapaty. UtoOBl 3TOro HEe BOSHHMKAJIO CYIIECTBYET MHOI'O METONMK JUIS TPEIOTBPAIICHHUS
ajanTanuy OakTepuidi ¥ TpHOKOB. M Ha CeropHsIIHMI A€Hb 3TO aKTyaJbHO Kak HHUKoria. Benp
ecny MH(EKIUH BHIpabOTaI0T IMMYHHTET K aHTHOMOTHKY, TO paHee He BOSHHUKAIOLINE OONIe3HH
BEpHYTCS] BHOBb.

Leanio Moel cTaThu SIBISICTCS BBIICHCHHE HAJIOOHOCTH WCIIONB30BAHMS AHTHOMOTHKA B
YKM3HU YeJIOBEKA U B CEIIbCKOM XO3SIHCTBE.

3apavn:

1. Tpoanann3upoBaTh BIMSHUE IEHULWIIMHA HA OaKTEpHH.

2. V3yunTh BUIBI CHHTETHYECKUX U HATYPAJIbHBIX aHTHOUOTHKOB.

3. V3yunth MONB3y M Bpe aHTUOMOTHKA IS YEIOBEKA M CEITbCKOTO XO3SHCTRA.

Kakum o0pa3zom GakTepuy npucnocadJauBaOTCs K AeiiCTBHIO AaHTHOUOTHKA? YUEHbIE
BBIZISJISIIOT HECKOJIBKO CITOCOOOB aJlalTallii 3THX OpraHW3MOB K Imperapary. HaunéMm c
MyTaumii. bakrepu MOryT MyTHMpOBaThb, W3MEHSSI CBOM T'€HBI, YTO MOXET HPHBOAUTH K
W3MEHEHUIO MX CTPYKTYPHI U (YHKIHMHA. DTO MOXET CIENarh UX YCTOWYMBBIMH K JEHCTBHUIO
aHTHOMOTHKOB. Takue MyTalu MOTYT MPOW30MTH €CTECTBEHHBIM IyTEM WM ObITh BBI3BaHBI
M30BITOYHBIM ~ HCIIONB30BAHMEM aHTUOMOTHKOB. IloMuMO Myranuii OakTepud MOTYT
HCTIONb30BaTh TOPU3OHTAJIBHBINA TepeHoC reHoMOB. OHM OOMEHHMBAIOTCS T€HAMU C APYTHMH
OakTepusIMM TyT€M TOPH3OHTAIBHOrO IIepeHOCa TeHOB. B pesyinbrate Takoro ooOMeHa
YCTOWYMBOCTh K aHTUOMOTHKAM MOXKET MepenaBaThCs OT OIHOW OakTepuu K Apyroi. Taroke
0aKTepHy MOTYT CO3/1aBaTh OMOMMIBMBI, KOTOPBIE 3aLIUINAIOT UX OT JIEHCTBHSI aHTHOUOTHKOB.
BbrodunbMbI- 3TO CIOKHAsE TpeXMepHasi CTPYKTypa, B KOTOPOH OaKTepuH HAaXOJISITCS BHYTPH
CITM3UCTOrO0 MATPHKCA, KOTOPBIN CO37aeTcss UMHU caMu. bakrepun B OnodriibMax MOTYT ObITh
MEHee YyBCTBHUTEIBHbI K aHTHOMOTHKAM, 4YeM CBOOOINHO IUIABAIOIIME KIETKH. S BblIenuia
IJIaBHBIE CHIOCOOBI MPOTUBOCTOSHUIO aHTHOMOTHKA. OTCIOfa CIIeyeT, YTo KaK M JI00as MHas
(opma ku3HM OakTepuu AENaroT BCE IS BO3MOXKHOCTH BbDKHMTH. Ho kak Torma OopoThes C
HUMU?

Kakne anTHOMOTHKH ObIBAIOT?

Ha naHHBIi MOMEHT CYIIECTBYET MHOXECTBO AHTHOMOTHKOB KaK CHHTETHYECKOro, TaK M
MPUPOIHOro NMpoucxokaeHus. Kakue ske u3 HuX sydine crpasstcs ¢ 3aboneBanuemM? JIoruuno
NPEAIIOIOKUTb, YTO CHUHTETMYECKOrO IIPOUCXOKACHWS, HO KaKue BHIABI CHHTCTHUCCKHX
AQHTUOMOTUKOB OBIBAIOT?

CuHTeTHYeCKHe AaHTHOMOTHKM - 53TO AaHTHOMOTHKH, KOTOpBIE OBUTM CO3JaHBI B
71abOpaTOPHBIX YCIOBHUSX, a He MOMyYeHbI U3 IPUPOAHBIX HCTOYHUKOB. Hexoropble n3 Hanbomee
PpacIpoCTpaHEeHHBIX CHHTETHYECKIX aHTHOMOTHKOB IIPEACTABIIIOT COOOMH:

o Tlenuyunnunsl - 310 IpyIIa aHTHOMOTHKOB, KOTOPbIE ObUIM CO3aHbI CHHTETHYECKH Ha
OCHOBE €CTECTBEHHBIX NEHUILIMHOB, MOMYYEHHBIX M3 TpuboB. Mcrons3yercs mis moneit u
KUBOTHBIX.

o Ilegpanocnopunvi, mempayurnunvl, MaKpoaudsvl- TPYIIa AHTHOMOTHUKOB, KOTOpHIE
OBbLIH CO3/IaHBI HA OCHOBE BEIIIECTB, MOTYIEHHBIX 13 OAKTEPHIA.

o Keunononsi- 310 rpynmna aHTHOMOTHKOB, KOTOpbIE OBUIM CO3JAHBI CHHTETHMYECKH Ha
OCHOBE XWHOJIOHA (MCTIONB3YIOTCS TS PO(IIAKTUKN M JICUeHHST MH(PEKIUH MOYEBBIBOISIINX
MyTei, PeCnUpaTOpHbIX HWHGEKIMH, HHQPEKIHUH KEeTyJT0YHO-KHIIEYHOTO TPAKTa, KOXKHBIX
nHbeKIHMN U Apyrux 3a00neBaHuil Jiroel U )KUBOTHBIX. OHU paboTar0T yOuBasi GaKTepUH WITH
OCTaHOBMB WX pOCT, ONOKHpys crenuduaeckne (epMeHTB, HEOOXOIMMBIE [UIT X
Pa3MHOXKEHUS ¥ BBDKUBAHUSL. )

o Cmpenmomuyun WCTIONB3YyeTCs U1 OOpeOBI € OaKTEpHANEHBIMHA WH(EKIHAMA
pacTeHnii, TAKUMHA Kak OaKTepHaTbHBIN 00T TabaKa M OryPEUHBIN JKEeITHIH JIHCT.

o  Pugpamnuyun nipumMeHSIOT 111 OOpEOBI ¢ OaKTepUATBHBIMA WH(EKIMAMH PACTECHUH,
TaKUMH KaK OaKTepUaIIbHBIA PaK IPYIIH.

o Kacyzamuyun wcrnons3zyercs it OOpbOBI ¢ OakTepHaTbHBIMH WHGEKIMSMH pHCA,
TaKNMH Kak OakTeprasibHast OpaKOBKYCHOCTb M OaKTepraIbHOE 3a00I€BaHIE JIUCTHEB.



e  Oxcumempayuknun TPUMEHSIOT Ui OOpbOBI ¢ OaKTepHANBPHBIMH HH(EKIAMH
PacTeHHIA, TAKIMH KaK OTYPEYHBIH KEITBIN JIMCT U OaKTEepHAIbHBINA pakK.

Taxke CyIIECTBYIOT U pACMeHUA AHMUOUOMUKU - TO PACTUTEIBHBIE 3KCTPAKThl WIIH
COEZIMHEHNSI, KOTOphIe 00JIaIaloT 0aKTepHOCTAaTHYECKUMH WM OaKTEPHULIMIHBIMHA CBOHCTBAMH,
TO €CTh OHM MOT'YT YOMBAaTh WM OCTaHABJIMBATH POCT OakTepuil. PacTennst aHTHOMOTHKY MOTYT
HCTIONB30BATHCA VTS JICYEHMS pa3iIMIHbIX MH(EKIWI 1 3a0oneBanuii. K HUM OTHOCST: YeCHOK,
9XHMHAIEI0, KYPKYMY, JIaBPOBBIH JIUCT, YaliHOE IepEBO, aJloe Bepa, UIMOUPH U T/I.

BpeneH jiu aHTHOMOTHK YeJIOBEKY?

C omHOW CTOPOHBI 3TO JIEKAPCTBO SIBISIETCS BaKHBIM HMHCTPYMEHTOM B 0Oopebe ¢
OakTepUabHBIMA WH(QCKIUSIMUA M CIIOCOOCTBYIOT YIIYYIIICHHIO 3JI0POBbS M OJaromomydus
monedl. OHO WCHONB3YIOTCS Ul JICYEHUS! Pa3iMYHbIX HMH(EKIMH, TakuX KakK ITHEBMOHWS,
CHHYCHUT, MH(EKIMH MOYEBBIBOLIIIMX ITyTeH, WH(MEKIMH KOXXH, XPOHHYECKHE WH(EKIMH H
JPYTHX. AHTUOMOTHKH TaKKe UTPaOT BaKHYIO POJIb B MpOQuIakTHKe NH(EKINH, CBSI3aHHBIX C
MEJMIMHCKIMH TIPOLEAYpaMH, TaKMMH KaK XHUPYPrUUECKHE BMEIIATENbCTBA W 3yOHbBIE
niporieaypbl. OHM TaKKe MOTYT TOMOYb YMEHBIIUTh 3a001€BAEMOCTb M CMEPTHOCTh )KUBOTHBIX,
YIIY4IIUTh THUIIEBAPEHHE U POCT, a TAKKE YBEJIWUUTh ypOXKaWHOCTh pacTeHuid. OnHAaKo W B
JKU3HU YeJOBEeKa M B CENBCKOM XO3SHCTBE ATOT Tpernapar CTOMT HCIIONB30BATh C JIOIDKHOM
OCTOPOYKHOCTBIO U TOJIBKO 10 Ha3HAYEHHIO Bpaya, TaK KaK HENPaBUIBHOE MCIIONB30BAHUE WITH
I/136BITO‘-IHOC HCITI0JIb30BaHUC aHTI/I6I/IOTI/IKOB MOXET IMPUBECTU K PA3BUTUIO yCTOI‘/lI‘H/IBOCTI/I K
JICUCHUIO Y OAKTEpHH, YTO MOXKET CO3/1aTh MPOOJIEMbI B JiedeHHH OaKTepHUabHBIX UHEKIMI B
Oynymiem. HecMoTpsi Ha TO, UTO aHTHOMOTUKH SIBISIFOTCS S((EKTHBHBIMU JIEKapCTBEHHBIMU
CpeaACTBaMU I JICUCHUSA 6aI(TepI/IaJ'IBHBIX I/IH(i)eKIlHﬁ, HX HCTIPAaBWIBHOEC WJIN I/136BITO‘-IHOC
HCIIOJIb30BAHUE MOXKET BbI3BIBATH PAJ HEraTUBHBIX HOCJ'ICJICTBI/II‘/II JUI 310POBbA Y€JIOBCKA. Kax
ObLIO HAIMCAHO paHee, HM30bITOYHOE WCIIONB30BAHUE AHTUOMOTUKOB MOXET MPHBECTH K
Pa3BUTHIO YCTOWYMBOCTH K JiedeHHIO y OakTepuid. [IoMHMO 3TOro, 1eKapcTBO MOXKET NPUBECTH
K HapyIIEHUI0O MUKpOOMOMa. AHTHOMOTHKM HE TOJIBKO YHHUYTOXKAIOT OAKTEPUH, BHI3bIBAIOIINE
HMHEKIMIO, HO TAaKKe YHHYTOXKAIOT IIOJE3HbIE OAaKTEpHH, KOTOpble HAXOAATCA B HAlIeM
opraHusMe. JT0 MOXKET PUBECTU K HApYLIEHUIO OaaHca MUKPOOUOMa, YTO MOXKET PUBECTH K
npobiemMaM CO 3A0POBbEM, TAKUM KaK JUCOAKTEpHO3, AJUIEPIUH, OKUpeHMio W apyruM. He
JIMIIEHBl aHTUOMOTUKM M MOOOYHBIX 3(exToB. Hampumep, oHM MOryT BBI3BaTh IHUApEI0,
TOIIHOTY, PBOTY, QJUIEPTHUECKYIO PEAKIUIO U APYIUE MPOSBICHUS.

Bce BelenepedncieHHble TPOOJIEMBl TakKe OTHOCATCS M K CENbCKOMY XO3SIHCTBY,
KHUBOTHBIM U PACTEHHUSM B YaCTHOCTH.

BbiBoa: AHTHOMOTHK OIHO3HAYHO TIOJIE3HOE M HY>KHOE M300pETeHHE B HACTOSIIEE BpeMsI.
be3 Hero HaMm Obl OBUIO TPYIHO CYIECTBOBATh M YKUTh TAKXKE XOPOIIO, Kak U ceitdac. Ho
AQHTHOMOTHUK, ATO HE MAaHaIles, WCXOAA M3 BBILICTIEPEUHCICHHBIX yOeXKIeHU. UTOOBI 3TOT
TperiapaT OCTaBAJICs TAKUM K€ JIEHCTBEHHBIM HY)KHO HE 3JI0YNOTPeONISITh UM M TOCTOSIHHO
MOIU(HUIIUPOBATH, YTOOBI GOPOTHCS C HOBBIMU MYTAIIMSIMU U BAPUALIMSAMU OaKTEPHIA.
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2. Mazac

Annomauyun: 6 cmamve AHATUUPYEMCS UCKYCCMBO 92CUCKUX YUBUAUIAYUL, UZVHUEHUIO
KOMOpo2o omeedeHo Maio mecma. B mo epems xak no c6oeobpasuio u cogepuleHcmay oHo
He ycmynaem uckycemey [lpeeneco Eeunma u  Opyeux OpesHe8OCMOUYHbIX CMpaH,
UCCe008AHUIO KOMOPO2O NOCEAUjeHbl MHo2ue moma. M3yyenue uUcKyccmea 2eticKux
YUBUIU3AYUL NOMO2Aem HAM Y3HAMb 60bUE O MOM, KAK OHO 3apOACOAIOC, KAK NPOMEKdl
npoyecc e2o cmanogneHus. B Opeenue e6pems npoucxoouno muodcecmeo codvimuil,
KOmMopble MO2U 8 KOPHE USMEHUmMb Mupoowyujenue nioodel. Yenoeex noxaszvieaem uepes
UCKYCCMBO0, Ymo 05l He20 HA OAHHbIL MOMEHM SL8ISLeMCst NePEOCMENEHHBIM.

Kniouesvie cnosa: Dezeiickue yusunuzayuu, Kyismypa, mpaouyuu, 00uecmaso, UcKyccmeo

THE ART OF THE AEGEAN CIVILIZATIONS
Chemurziev U.T.!, Nalgiev M-A.A.?

! Chemurziev Umar Turkeevich — Senior Researcher;
ZNalgiev Muhomed-Amin Adamovich — bachelor,
DEPARTMENT OF HISTORY
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MAGAS

Abstract: the article analyzes the art of the Aegean civilizations, the study of which is given
little space. While in terms of originality and perfection, it is not inferior to the art of
Ancient Egypt and other ancient Eastern countries, the study of which is devoted to many
volumes. Studying the art of the Aegean civilizations helps us learn more about how it
originated, how the process of its formation proceeded. In ancient times, many events took
place that could radically change the worldview of people. A person shows through art what
is paramount for him at the moment.

Keywords: Aegean civilizations, culture, traditions, society, art.
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W3ydenne »Srefckoil KyInbTypel — OIHA W3 CPaBHUTENBHO MOJOMABIX OOJacTel
HCTOPHYECKOM HayKH. B pasBUTHH KylIbTyphl HaponoB, KUBIIMX y Cpeau3eMHOTro Mopd,
OOIIBIIYIO PONB CHITpajiia dreiickast KynbTypa. OHa pa3BHBaiach Ha OCTPOBAaX W Oeperax
Orefickoro Mops, B BOCTOYHOM dacTu Cpean3eMHOMOpBS, B TEUCHUE ITOYTH IBYX THICSIY
net, ¢ 3000 mo 1200 r. 1o H.3. oMHOBpeMeHHO ¢ uckycctBoM Ermmra u JIBypeuss. LleaTpom
arefcKoi KyibTyphl ObUT ocTpoB Kput. Ona 3axBarhiBana Taxke Kukiamckue ocTpoBa,
[Nemomonnec, rae Haxomwnuck ropoga Mukensl, [Tnnoc n Tupuad, n 3amagHOE MOOEpEKBE
Manoii A3un, B CEBEpPHOM YacCTH KOTOPOrO Haxomwnack Tpos. Oredckyio KymbTypy
HA3BIBAIOT TAKXKe KPUTO-MHUKEHCKOM [ 1, c. 2].

OO0 OreiickoM Mupe coxpaHuiach HaMsaTh B JereHaax u mucax Jpesneit ['perum, a
ckazaHus o apeBHel Tpoe — B smoce I'omepa. Hukto HEe coMHeBajics B JETCHIAPHOM



XapakTepe CBEAECHHH O JOIPEUecKHX OOMTaTeNsIX TI'PEYecKOd 3eMiIM, IO0Ka BO BTOPOH
nonoBuHe 19 B. HeMmenxuil apxeonor I'enpux Illnuman He packoman Ha ['HccapibIKCKOM
XOJIME pealibHbIe OCTATKH TOMEpOBCKOH Tpou, XOTsl OH U HE cyMeln pa3o0paThes, KaKoW M3
PacKONaHHBIX UM KYJIBTYPHBIX CIIOEB OTHOCHJICS K BpeMeHaM, oIicaHHbIM B «nnane».

JlBa ThICAYENETHS CyIIecTBOBajla J3relcKas KyibTypa, €AWHas B CBOMX OCHOBAax M
OecKOHEYHO pa3HOOOpa3Hasi B JETalsX, MOAYAaC HACTONBKO CYIIECTBEHHBIX, YTO OHH
ONpeNeNAa HOBOE HANpaBICHHWE WIM CTHIb. JTa KYJIbTypa CO3/ala BENIHUKOJIEIHEIE
MaMATHUKA apXUTeKTypel — nBopisl Kpura m kpemoctu Ilemomonneca [2, c. 103].
VYxpamasmme 3TH ABOPUBI (PPECKH HE YCTYNAIOT 10 CBOEMY COBEpIICHCTBY HamOoiee
3HaMEeHUTBIM pocrnucsiM JlpeBHero Erummrta W orTim4aioTcss O0COOCHHBIM, CBOEOOpa3HBIM
cTwieM. M3ymuTenbHbIE IO TOHKOCTH WCIIONHEHUS M JEKOPATHBHOMY MAacTepCTBY
MPOM3BEACHUS  NPHUKIATHOTO  HCKYCCTBa  TPHHQIIEXKAT K  JIydlIUM  oOpasuam
XyA0KECTBEHHOTO TBOPYECTBA HApOAOB JApeBHOCTH. CHpaBelIMBO 1M, KaK A3TO JENalu
MHOTHE 3apyOe)KHbIE y4eHble, OOBSICHATH JOCTIIKEHUS! TEHCKOro MCKYCCTBA BIIMSIHUEM H
NPSMBIMH  3aMMCTBOBAHUSIMA Y HapoJIoB JpeBHEBOCTOYHBIX cTpaH? ComocraBieHue
KYJIBTYPBI U UCKYCCTBA ATEHCKOI0 MUPa C COBPEMEHHBIMU €My JPEBHUMH [IUBUIIU3AIMSMH,
npexxe Bcero ¢ ErunromM u ctpanamu JIBypeubst, €CTECTBEHHO M 3aKOHOMEPHO.

OTH  KyIbTYphl CYIIECTBOBAJIM M  Pa3BUBAINCh  HEM30JIMPOBaHHO. JlaHHBIE
apXEOoJIOTMUECKUX PACKOIOK CBUAETEILCTBYIOT 00 WX TECHOH CBs3W Mexnay coboi. Ha
Kpure u B MukeHcKoil I'periun HeOHOKPAaTHO HAXOWIH U3/IeNINS eTUIIETCKUX MacTepoB [3,
c. 20]. Hekoropsle U3 3THX H3JA€NHM, KaK, HalmpuMep, Ba3bl C KapTyIIaMH ETHIIETCKUX
(apaoHOB BpeMEHHU NPABJCHUSA TMKCOCOB, HaiaeHHble B KHOCce, SBISIOTCA HApPCKUMH
AapamMy, TIIpUCIAaHHBIMHU B Ka4d€CTBE CBUACTCILCTBA JAPYKECKUX OTHOIICHUH MEXAY
Erunrom un Kpurom.

He MeHee mHTepecHa M Ba)KHa Ta POJb, KAKyI0 3TO UCKYCCTBO CBHIIPAJIO B Pa3BUTHU
CMEHUBLIETO €ro Ha Teppuropuu I'penun uckyccrtsa I TeicsiueneTus o H. 3. Jlonroe Bpems
3TO IIOCNIEAHEE Ha3bIBAJIOCH COOCTBEHHO I'PEYECKHM B OTIMYHE OT IAOTPEYecKOro, KpUTO-
MHUKEHCKOT'0, ¥ X pa3In4ue NOAYEPKUBAJIOCh CHIIbHEE, 9YeM CXOACTBO [4, c. 45].

Jopuiickoe HallleCTBHE, pa3pyLHBLIee OIECTAIIYI0O MUKEHCKYIO IMBHIM3ALHIO, SBUJIOCH
BaXKHBIM TEPETOMHBIM IIYHKTOM, Pa3[eiIMBLIMM JBE OOJbIINE UCTOPUYECKUE AMOXH. DaKT
perpecca oOIIECTBEHHOro CcTposi B ['peliuu B MOCIEAYIOLIMIA Mepruoa HecoMHeHeH. [locne
NaJIeHNs] MUKEHCKUX TOCYAapCTB U pacceleHus Ha TeppuTopuu I'perun TOpuHCKUX IPpEeKoB
3/IeCh YCTaHABJIMBACTCSl POJOBOM CTPOH, B KOTOPOM paOCTBO, JOCTAaTOYHO DPAa3BUTOE B
MHKEHCKOM OOIIEeCTBE, CYIIECTBOBAJO, MOXET OBITh, JHIIb B 3a4aTOYHOM BHIE.
IToHamoOMiIOCh HECKONBKO BEKOB Mt (OpMUpOBaHUS B ['pelyn HOBOTO KIIacCOBOTO
paboBiaaenbueckoro odmectna [5, c. 59-60].

Tpamumuu Dreiickoil apXHTEKTypsl B H3BECTHOW MEpE COXPAHWINCh W MEpeluId B
IPEUECKYI0 KIIACCHUYECKYIO ApPXHUTEKTYpy. DTO KacaeTcs M TAKHX CYIIECTBEHHBIX €€ YepT,
KaK JOpHUYecKas KOJIOHHA, HECOMHEHHO, BOCXOZSMIas K KOJIOHHE KPHUTO-MHKECHCKOH, W
CaMoro NPHUHIMIA IOCTPOCHUS TPEYECKHX XpaMOB, B OCHOBE KOTOPBIX JIEXHT THH
MerapoHa, CyIIeCTBOBABIINI Ha TeppUTOpHH | penny HECKOIBKO THICAUYENeTHi [6, c. 458].

Orefickasg  KyJnbTypa, CO37aBIIas  3aMedaTelbHbIE IPOWU3BEACHHA  HMCKYCCTBA,
obmamaromye OONBIION HENpeXOomsIled EeHHOCThIO, HE Mpomnia OeccleaHo, OHa BHECTa
CBOH BKJIaJ] B UCTOPHIO MUPOBOI'O UCKYCCTBA U SIBUJIACh TOM OCHOBOW, HA KOTOPOW BBIPOCIIO
HCKYCCTBO Kiaccuueckoi ['penun.
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Annomayusn: 6 cmamve AHATUBUPYIOMCA  COBPEMEHHbIE TNO0O0X00bl K  NPUMEHEHUIO
Hetipocemell 8 KPYNHbIX KOMNAHUAX OISl onmumusayuu ousnec-npoyeccos. Hetipocemu 3a
nocaeonue 2004 Cmaiu OOHUMU U3 CAMBIX IPOEKMUBHBIX UHCIPYMEHMO8 AHAAU3A OAHHBIX,
Vnpasnenusi OU3HecoM, MAPKEMUH2OM, ONMUMUSAYUL NPOUIEOOCEEHHbIX NPOYeccos8 U
npunamuil pewenuti. OHu NO38ONAIOM YMEHLUIUMb YUACTIUEe Yel08eKd 6 npoyecce, 00HAKO
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APPLICATION OF NEURAL NETWORKS FOR OPTIMIZATION
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Abstract: the article analyzes modern approaches to the use of neural networks in large
companies to optimize business processes. Neural networks in recent years have become
one of the most effective tools for data analysis, business management, marketing,
optimization of production processes and decision-making. They allow you to reduce human
participation in the process, but their implementation costs a lot of money. Many large
global companies are trying to use neural networks everywhere. Russian companies were no
exception.

Keywords: neural networks, business, optimization, demand, supply, recommendation,

efficiency, company.
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B macrosimee BpeMsi MCKYyCCTBEHHBIE HEHPOHHBIE CETH IIHPOKO HCIONB3YIOTCS IPU
PEILICHNH caMBbIX Pa3sHOOOPA3HBIX 3a/1a4 OCOOCHHOM TaM, IJie OOBIYHBIC ANTOPUTMHUYECKHUE
pemeHusl OKa3bIBalOTCs Hed(D(HEKTHBHBIMH HIM BOBCE HEBO3MOXKHBIMH. Hampumep, npu
pacIio3HaBaHWHU TEKCTOB, UTPe Ha ()OHIOBBIX PBIHKaX, KOHTEKCTHOH pekiame B VHTepHeTe,
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¢uIbTpanMy crnama, IMPOBEPKH INPOBENCHHS TOI03PUTENBHBIX OIEpaldi Mo OaHKOBCKUM
KapTam, CHCTEMBI 0€30ITaCHOCTH 1 BHJICOHAOIIOIEHHS | JIp.

TepMHH «HCKycCTBEHHAsi HEWpOHHas ceTh» o0Oo3HauaeT rpad y3JIOB, COCTUHEHHBIX
CBSI3IMH, TAE KaXK1ash W3 CBsA3EH MMeEeT ONpeseNieHHBIH Bec. Y3eln HEeWpOCceTH SBIIETCS
CBOETO pO/ia IOPOTOBBIM OIEPATOPOM, KOTOPBIA MO3BOJISET CHTHAITY NMPOXOJWTH JablIe
TOJBKO IIOCNE cpadaThiBaHUS ONpeNeieHHOW (YHKIMM aKTHBALMH. OTO OTJAJICHHO
HaIlOMUHAET TPUHIMI, 110 KOTOPOMY OpraHW30BaHBl HEHPOHBI TOJIOBHOrO Mo3ra. Kak
MIPaBUIIO, TIPOLIECC 00YYEHHsT HEWPOCETH COCTOMT M3 BHIOOpA MOAXOMASAIIMX 3HAUYEHHH Beca
JUISL BCEX CBs3eH B ceTH. TakuM oOpa3oM, HeHpoceTh criocoOHa armpOKCUMHUPOBATH JTIO0YIO
(YHKIMIO U MOXKET PacCMaTpUBATHCS KaK YHUBEPCAJIBbHBIM amlIPOKCHMAaTOpP, KOTODBIH
onpeJieNisieTcsl TEOpeMOr YHUBEpCaIbHON anmnpokcumanui [1, 22].

OnHM U3 KPYITHBIX POCCHHCKUX KOMIIAHWH aKTUBHO BKJIQ/IBIBAIOTCSI B UCCIIECJOBAHUS U
pa3paboTky HeHpOHHBIX cereil. PaccMOTpUM HECKOJIBKO TaKMX KOMIIaHHH, KOTOpbIE
YCIENIHO CO3/IaJIN M BHEJPUIIA CBOU COOCTBEHHBIE HEHPOCETH.

1. Awuoexc. Sunexc - omna w3 Bemyumx IT-xkommanwmii B Poccum, KoTopas akTHBHO
paspabatbiBaeT Helipocerd. OJHUM W3 CaMbIX HM3BECTHBIX NPOEKTOB SIHIEKca sBiseTcs
HelpoceTs "Jluaor", KoTopas UCTIONB3YyeTCs B TOIOCOBOM MOMOIIHHMKE ANHCe.

2. Coepboank. COepbank — KpymHeWmuii OaHk B Poccum, KOTOpBIM aKTUBHO
UHBECTUPYET B UCKYCCTBEHHBIM MHTEILIEKT U HEMPOCETH.

3. Tasnpom nepmo. I'a3nipoM HedTh - O/THA U3 KPYMHEHIMX HedTera3oBbIX KOMIAHUH
B Poccuu, koropast Takke aKTUBHO BHEIPSIET HEUPOCETH B CBOIO JIESATENLHOCTb.

4. I'pynna xomnanuii Mail.ru. MailRu - Begymas IT-komnanus, akTUBHO
pa3pabaThIBaloOIias CBOM COOCTBCHHbIC HEHPOCETH.

HetipoceTn Moryt ObITh NPUMEHEHBI B Pa3IMYHBIX 00JACTSIX, HO OJHOW M3 HambOoiee
MIPUOPUTETHBIX OTpaciel - onTUMHU3alus Ou3Hec-nporeccoB. Hanpumep, HelipoceT MOryT
OBITh MCIIOJIB30BAHBI Ul aHAIN3a JAHHBIX O KIMEHTaX M MPEeICKa3aHMs UX MPEeAOoYTeHHH,
YTO MO3BOJIUT OPTaHU3ALMSIM HACTPaUBaTh CBOM MapKETHHIOBBIC CTpAaTErMu W NpeAaraTb
0oJee nepcoOHATM3UPOBAHHBIE MIPOLYKTHI MU YCIIYTH.

Hetipocetu Taxoke MOryT OBITh HCIIOIB30BAHBI IS IPOTHO3UPOBAHMS CIPOCA HA TOBAPBI
u ycryru. OHM MOTYT aHAJIM3HPOBATh JaHHBIE O MOKYIKAaX, IOroje, Ce30HHBIX (hakTopax n
JPYTUX BaXKHBIX IIapaMeTpax, 4TOOBI IPeACKa3aTh OyIyIIuid cripoc.

Heiipocetn MoryT aHaiu3upoBaTh AaHHbIE O MOBEICHUU KIMEHTOB, MPEANOYTCHUSX U
HHTEpecax, YTOObI NPEITIOKUTh HHANBHAYAJIbHBIE PEKOMEHAAIMH 1 TIPEATOKCHHS.

Heiipoceru Moryt o0pabaThiBaTh U KiIacCH(PUIIMPOBATh OOJIbIINE 00BEMbI IAHHBIX, YTO
MIO3BOJISIET CHU3UTH HATrPY3KY HA COTPYAHUKOB U YCKOPUTH BBHIMIOTHEHHUE 3a1a4 [2].

Poccuiickue HelpoceTn YCHEIHO NPUMEHSIOTCS B Pa3IMUHBIX OTPACIsIX, U y HUX y¥Ke
€CTh Macca IMOJIOKHUTEIBHBIX OT3BIBOB OT 3aKa3YMKOB. Takue OTe4eCTBEHHBIE pa3paboTKy,
kak «AHnekc [lepeBomunk», «Iuamor Mapker», «Annca) U MHOTHE APYTHE, TOKA3BIBAIOT
BBICOKYIO 3()(eKTHBHOCTb M HAIKHOCTh B UCIOJIb30BaHUH.

Poccuiickue HEHpOCETH YUUTHIBAIOT —CIENU(PHUISCKIe OCOOSHHOCTH POCCHHCKON
MEHTAIFHOCTH W KYyIbTYpel. B psime 3amad HeiipoceTu, paspaboranHele B Poccum,
MIOKa3bIBAIOT 00JE€€ TOUHBIE PE3YNbTaThl, TAK KaK YUUTHIBAIOT HAIIMOHAJIBHBIA KOHTEKCT.
DTO MO3BOJISAET CO3AaTh KaUeCTBEHHBIC aJITOPUTMBI aHAIN3a U PeKOMeHaanui [3].

B nenom, poccuiickue HEUWpPOCETH MUMEIOT CBOM MPEUMYIECTBA TEpes 3amagHbIMU, HO
3TO HE O03HAYAET, YTO OHM MeHee 3((EKTUBHBI WIN XyXE MOAXOAAT Ul ONPEACIECHHBIX
3amad. BaXHO y4YMTHIBaTH WMCTOPHYECKHH KOHTEKCT, Ka4decTBO OOYdYEHMs, HaJIHIHE
pecypcoB, KyabTypy WHHOBAIMH M WHTETPAlMIO C OPYTHMH TEXHOJIOTMSIMHU IIPH BBIOOpE
MOIX OIS MOICTIH HEHPOCETH I KOHKPETHOM 3aJadm.

3a 1mecTHAANATS JIET CymecTBOBaHMs HerpoceTel mmeHHo ChatGPT-4 cMmor npuaate UM
TaKylo IOIYJSIPHOCTh M TOATOJKHYTh BECh MHp, B TOM 4ucie W PoccHio K CO3aHHIO
COOCTBEHHBIX aHAJIOTOB. DTO OBLT HacTosAIMiA OyM B chepe MCKYCCTBEHHOIO WHTEIUICKTA.
Teneps HelipoceTH NBITAIOTCS HHTETPUPOBATH BO Bce cdephbl OOIIeCTBA W OYCHH Jaxe
yIa4yHO, a TNpPUMEpHl NPHUMEHEHUs HeHpoceTed B OW3HECE AEMOHCTPHUPYIOT, Kak 3TH
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TEXHOJIOTUH MOTYT ITOMOYb KOMIIAHUSIM ONTHMH3UPOBATh CBOW ITPOLIECCHI, YIPABIATH
pUCKaMH W TNpUHUMATL Oojiee OOOCHOBAaHHBIE PEIIEHHS Ha OCHOBE MaHHBIX. OJIHAKO,
BHEJIpPEHHE HeWpoceTell TpeOyeT Cephbe3HOro IOIXoJa W KBaIH(DHIMPOBAHHBIX
crierianucToB. HecMOTpss Ha 93TO, KOMITAHHWH, KOTOpPBIE TOTOBBI BJIOKHTH YCHIHS B
U3yYeHHUE W TMPUMEHEHUE HEWpOoceTel, MOTYT JOCTHYh 3HAYMTEIBHBIX BHITONl U ITOBBICUTH
CBOIO KOHKYPEHTOCIIOCOOHOCTE Ha PHIHKE.
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COMMUNICATIVE ACTIVITY IN THE DEVELOPMENT OF THE
THEORY OF MIND IN CHILDREN WITH HEARING
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Abstract: children's understanding of other people's mental states contributes to effective
social interaction. However, the observed delays in the theory of mental development of
children with hearing impairments are characterized by an insufficient amount of social
communication and the specifics of its nature, which prevents full access to interpersonal
relationships between relatives.

Keywords: children with hearing impairments, theory of mind, social interaction, auditory
perception, sign language, oral speech.

Teopust pazyma WM TEOpHUs IIOHUMAaHHS CO3HAHHS MPEICTaBIsieT cO00M CIIOcOOHOCTD
NOHMMAaHUsA, 4YTO YY)XO€ CO3HAHHE OTIHMYaeTcsi OT TBOETO M YMEHHs JIeHCTBOBATh
cooTBercTByIome. Teopust pa3yma, KIFOUYEBOM aCleKT COLMAIBHOTO IO3HAHHUS, M3ydaeTcs
NICUXOJIOTAMH Pa3BUTHS HA TPOTSHKEHWM JecsiTWwieTnil. B cBoeM ocHoBomomararomem
nccnenoBannu [Ipemak u Bympadd ompenenmmmm Teopuro pa3BuTHA, KaKk CIIOCOOHOCTH
«TPUITUCHIBATE IICHXHMYECKHE COCTOSHUS cebe M IPYrMM» M KOTHHTHBHO pacCyXIaTh 00
STHX HEHAOIIOAAeMBIX COCTOSHHUAX (HAIpUMep, YOexkIeHHe, 3HaHHE, MBIIUICHHE), YTOOBI
«JenaTh NPOTHO3BI OTHOCUTENBHO TMOBeIeHus» cebds u apyrux [1]. Takue mccnenoBarenu
kak ['apdunn, Ilerepcon u Ileppu, o0bscHnm, uro «Teopus pasyma — 3TO KOTHUTUBHOE
JOCTI)KEHHE, KOTOpOE IIO3BOJIIET HaM COOOIIaTh O HAMMX IPOMO3HIMOHAIBHBIX
YCTAQHOBKax, IIPUIMCHIBATh TaKWe YCTAaHOBKM JAPYTMM H  HCHONB30BaTh  TaKHe
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MIOCTYJIMPOBAaHHbIE WJIM HaONIOJaeMble ICHXWYECKHE COCTOSHHSA Ul TpeACKa3aHus M
o0bscHenus moBeneHus» [2]. [Ipu Takom omnpenesieHny CTaHOBHUTCS SICHO, YTO OBJIAJCHHE
MOJIETIBIO TIOBEJCHUSI — O3TO KOTHUTHUBHO CIIOKHOE JIOCTIDKEHHE DPas3BHUTHS, KOTOpOE
KOHLIETITYaTbHO M AMIMPHYECKH OTINYAETCS OT JPYIHX, OO0Jee IMPOCTBIX COLMAIBHBIX
HaBBIKOB M aTpHOYTOB, TAaKMX KaK OOIIUTEIbHOCTH, BOCIPHUITHE HAMEPEHHH W >KEJIaHWH,
paclio3HaBaHWE OSMOLMHA M OMIATHSA, HE TpeOyIoIlee METANpPEACTaBICHUSI M yXKe
MIPUCYTCTBYIOT B TOHM MM MHOU (hopMe K MO3JHEMY MIIaJICHUECTBY.

HaGmonaemble 3a1epKku B TEOPHM YMCTBEHHOTO PA3BUTHS y JIETE C HapyHIEHUSMHU
cllyxa U IpYruX AeTed IPUBEH K OIMMCAHUIO TEOPUU YMCTBEHHOTO Pa3BUTHS U €€ 3a/IepiKeK
C TOYKHM 3PEHHUs XapakTepa M KOJMYECTBAa COLMAIBLHOTO OOMIEHMS, KOTOpOE JEeTH
HCTIBITHIBAIOT MPSMO (CJIOBECHO) M KOCBEHHO (depe3 CIyXoBoe BocmpusaTue). Teopus pazyma
OOBIYHO OIICHMBAETCS C IIOMOIIBIO 3a/ad Ha JIOKHBIE YOEKIEHUs, TpeOYIOIHX
Npe/ICKa3aHus TOBEACHHS TJABHBIX TEPOEB, KOTOpbIE IPHICPKUBAIOTCS  JIOKHBIX
yOeXKAEHMI, KOTOPHIX HE pa3JeiseT TeCcTUpyeMbli uyenoBek. [Ipu mccnenoBanum jerTel ¢
HapyHIEHUSMH CIyXa 3K3aMeHAaTop OOBIYHO MPEMOJAHOCUT 3a]laudl Ha JIOXKHBIE YyOeXIeHus,
WHOTJa C KyKJIaMH, MapHOHETKaMHU WJIM JAPYI'MM pEKBU3MTOM, YTOOBI 00€CHeYnTh
nonumanue. OHON U3 Takux 3ajad siBasieTcs «3anada Cawiu 1 DHHY», aBTOpaMH KOTOPOM
siBsitorest Yummep u [lepaep. B aToM 3a1anum peOEHKY MMOKa3bIBatOT ABYX Kykoi, Cayum u
OuH. Y Camnu ecTh KOp3WHKa, a y DHH — KopoOka. Pe6énok Bumut, kak Cammm knanér
CBOM IIapHK B KOP3WHKY 1 yxoauT. [Toka Canm HeT, 030pHUIA DHH NEepeKiaIbIBaeT MapuK
U3 KOP3UHKU B CBOIO KOpOOKy M Toxke yxomuT. Temepp Camnm Bo3Bpamaercs. PeO&Hka
cnpammBatot: «I' e Cannu Oyzner uckath cBoM mapuk?» CoriacHO JaHHBIM HCCIIEJOBAaHHUN
C MCIOJIB30BAHNEM 3a/IaHUM Ha MOHUMAaHME JIOKHBIX YOXKACHUH, AeTH Miaame 4 JeT, Kak
NpaBUJIO0, HE MOTYT IIPABMJIBHO PEIINTh 3Ty 3aj1auy [3].

B omnnune ot MoBCEMECTHBIX PE3YNIbTATOB Y AETEH ¢ THIIMYHBIM Pa3BUTHEM CITyXa, IETU
C HapylIEHHEM CIIyXa, YbM POXUTENN 00a CIBIIAT, 4acTO JEMOHCTPHPYIOT 3aJEpKKU B
OBIIAJICHUH Teopuell pasyma B pa3Hoii crenieHu. [lerepcon u Curan oOGHapyxuiy, 4o Oonee
MIOJIOBUHBI TIIYXUX JeTel B Bo3pacTe OoT § 10 13 jeT W3 ciplmanmx ceMeil, KOTOPEIM OHHU
JaBald 3aJaHus Ha JIOKHBIE YOeXIeHHS (HMCIOIB3Ys JKECTOBBIM M YCTHBIM fA3BIK), HE
CIpaBWINCh C HUMHU [4]. BriociaencTBuu oHM CpaBHWIM TPH TPYIIIbI JETEH, MPOXOIUBIINE
3a[laHus Ha JIOKHBIE YOSXKICHUs: (a) TIIyxue AETH U3 CIbIIAIIUX ceMel; (0) riyxue AeTH,
OT IIIyXUX DPOAWUTENCH, BIAJCIOLUIME >KECTOBBIM SI3BIKOM; (B) ClblIIamue AeTH. bputo
BBISIBJICHO, YTO TIIyXHe JNETH C TIIYXUMH POIJUTENIMH Pa3BUBAJIN TEOPHUIO pa3yMa IO TaKoH
e 3aKOHOMEPHOCTH, YTO U CJbIIIAININE AETH, B TO BpeMs KaK IIyXHe AETU U3 CIBIIIAIINX
ceMeil cepbe3HO OTCTaBally.

[loHuMaHWIO JEThMU IICUXHYECKHX COCTOSHMH JPYrHMX JIIOJeH CHOCOOCTBYIOT
COLIMAJIHOE B3aMMOJEHUCTBHE M Pa3roBOPHI (OCOOCHHO O IICHXMYECKHX COCTOSHHAX) CO
CBEpCTHUKAMH, OpaThsIMH M CECTpaMM, POAMTENSIMH M JPYIHMMH JIIOABMH, a TaKxKe
cilydaiiHOe OOydYeHHE ITyTeM BOCIPHATHS Pa3TOBOPHOW pedd IPYTHX WM BU3YaJIbHOTO
BOCHPHUATHS TIYyXHX poAguTeneil (kecTOBBIM s3bIK). OMHAKO TIyXHE AETH W3 CIBIIIAIINX
ceMeil yacTo He y4JacTBYIOT B CEMEHHBIX pa3roBOpax, OCOOEHHO HA TEMBI, OTHOCSIHUECS K
TEOpPHUH pPa3yMa, TaKHe KaK MBICIH M YyBCTBa Jofiel. TO €CTh OTCYTCTBHE CBOOOIHOTO
BIIQJICHUS] JKECTOBBIM SI3bIKOM Yy OOJBIIMHCTBA CHBIMIAIINX POAWTENCH, a TaKkXkKe IOTeps
cIyXxa y JAeTed MpemsITCTBYIOT IOMHOMY JOCTYIy K MEXIMIHOCTHOMY OOIICHHUIO
ponuTeneii, OpaTbeB U cecTep.

Eme mo toro, kak Teopus pazyma cTaja IEHTPOM HCCIEIOBAHUHA B OOJACTH JETCKOTO
Pa3BUTHS, pa3IMYHBIE MCCIEIOBAHMS MTOKA3AJH, YTO TIyXHE JETH OTCTAIOT OT CIBIMIAIINX
CBEpCTHUKOB B 3ajadax, TPEOYIOIIMX CIIOCOOHOCTH NPHHHUMATh albTEPHATUBHBIC TOYKU
3peHns, Kak B CONHMAIbHOM, Tak W B ¢u3nmdeckoM 1uraHe [5]. Takwme nmaHHBIE
CBHUJICTENBCTBYIOT O TOM, YTO KOMMYHHKATHBHBIN OIBIT, TAKOW KakK CIOXETHO-POJIEBBHIE
UTPBl U 0OCYXK/IEHHE pOJeld M YCIOBHH HWIPHI C JIPY3bSIMH— CHIIBHBIH KOPPEST TEOPHH
pasyma Ayl CIOBIIAINX JIeTeH, a Taioke o0mre (akTopsl JTMHIBHCTHYECKOTO Pa3BUTHS B
Pa3BUTHH TEOPUH pa3yMa Kak ISl TTyXHUX, TaK ¥ JUIS CIBIIIAIINAX JAETeH.
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CounanbHO-pa3rOBOPHBIA OTYET O pa3BUTHH TEOPHM pa3syMmMa Yy TIyXHX JeTeil Obll
noazepkaH KypTHHOM, KOTOpBIA HCCIIENOBAll MOBEACHHE JOKHBIX YOEXKIECHHH Y TIIYXHX
jJereil 5-8 ner OT MIyXuX poauTened, IIyXuX AeTed OT CIBIMIAIUX pPOJUTENeH u
CHBIIIANMX JAeTeld OT ciplmamux poauTenaed. OH OOHAapyXWil, 4TO 1O CPaBHEHHUIO CO
CIBIITANIMMY JIETBMH CIBIIAINX pOANTeNel Oosee ueM B /1Ba pa3a OOJbIle TIyXuX JAeTer
TIIyXHUX POJMTENICH, KOTOPBIE C POXKICHUS UMENH MONHBINA M 3 ()EeKTHBHBIN TOCTYI K S3BIKY
U COIMAITBHOMY OOIIEHHIO TMOCPEACTBOM S3bIKAa JKECTOB, CIPABWIIMCH C 3aJaHUsIMU Ha
JIO)KHBIE YOexxeHusi. Kpome Toro, moutu B qBa pasza OOJbIIE MITyXHX JIETEH, YbH CIBIIIAIINC
poauTeny OOIIANMCh C HAMH C TIOMOIIBIO sI3bIKa JKECTOB, CHAIM 3a/IlaHUSl Ha JIOXKHBIE
yOSXKAEHHS 10 CPaBHEHHIO C TIIyXHMH JI€TbMH, YbW CIIBIIIANIME POJIUTENN OOINAINCH C
HUMH TOJIKO TIOCPECTBOM pa3roBOpHOH peun. Bmecte ¢ sSBHBIMH >(dekTtamu pocTta, STH
pe3ynbratel ooy KypTHHA MOTYEpKHYTh Ba)KHOCTh PAaHHETO 3HAKOMCTBA C SI3BIKOM
JUISL Pa3BUTHUSI TEOPUU pa3yMa M IMOTEHIIMAI S3bIKa )KECTOB ISl 00ECTICYSHUS! TITyXHX AeTel
U ux poaureneil 3(p¢eKTUBHBIM O0MIMM CrocoOOM Bce Oosee CIOKHOIO COIHAaIbHOIO
00LIEeHNs 110 MEpe B3POCIIEHUs JeTel.

PazButHe Teopuum pasyma SBHO CBSI3aHO C SI3bIKOM, KaK C TOYKM 3pPEHUS] YpPOBHS
SI3BIKOBOT'O PAa3BHUTHS JIETEH, TaK M C TOUYKU 3PEHUS JOCTYIA K SI3BIKOBBIM B3aHMMOJICHCTBUSIM
(>KECTOBBIM WIIM YCTHBIM), OCOOCHHO B COIMAJIBHBIX YCIOBMsX. [JIyXue neTn, KoTopble
UMEIOT OrPaHHYCHHBIN NOCTYN K 3(P(QEKTUBHOMY OOIICHHIO JHOO IMOTOMY, YTO OHH II03)KE
y4arcsl Kectam, JU0O0 MOTOMY, YTO X CIBIIIAIIHE POJUTENIN MeHee KBaTH(UIIMPOBAHBI UITU
HEJOCTaTOYHO BJIAJEIOT SA3BIKOM JKECTOB, CKOpEe BCEro, IMONydaT MEHBIIE IOJIb3bI
KOMMYHUKATUBHOT'O BSaHMOJIGﬁCTBHﬂ.

Jaxe korga counuanbHas KOMMYHHMKAIMs o0Jjerdaercd 3a CY4eT COBMECTHOI'O
HCIIOJIb30BaHUs POAUTEIIIMU U TNIIYXUMH JOCTbMH SA3bIKa XXCECTOB, KaK B INIYXHUX, TaK U B
CIBIIIALIMX CEeMbsX, CllydaiiHoe BochpusitTHe uHpopManuu Moxer ObITh Oolee
OTpaHUYEHHBIM, IIOCKOJIbKY OHO 3aBHCUT OT OTHOCHUTEIBHO OIHOHAIPAaBIECHHOTO
HaOJIIONCHUA, a HEe OT BCEHANPaBICHHOTO BOCHPHATHSA Pa3TOBOPOB MEXKAY IPYIHMH
moapMu. Takue orpaHUYeHus, B CBOIO O4€PE/ib, MOT'YT TOBJIMSTh HA KOTHUTUBHOE Pa3BUTHE
B JONOJHEHHE K COLMAIBHOMY H SI3BIKOBOMY pa3BUTHIO, a TaKKe Ha JajbHeiiiee
B3auMozeiicTBUE Mexay BceMH TpeMs. OnHaKo 3TH MpoOJIeMbl B 3HAYUTENBHON CTENeHH
OCTAIOTCSl SMIIMPHYECKUMHU BOIPOCAMHU, YIUTBIBAsk OTHOCUTENBHO HEOONBIIOE KOINYECTBO
HCCIIEOBAaHUN, B KOTOPHIX H3Yy4aJoCh JOJITOCPOYHOE BIMSHHE pPAaHHEro JOCTyna K
COLIMAJIbHOMY OOILEHHIO Ha TPOJBHHYTHIN YPOBEHb TeOpuH pasyma. Takxke ceifuac JeTH ¢
HapYLIEHUAMH CIIyXa MONY4aloT Bce Oosiee MIMPOKHI TOCTYI K YCTHBIM JaHHBIM Onaromaps
UCIIONB30BAHHIO KOXJIEAPHBIX HMIUIAHTOB W IHM(POBBIX CIYXOBBIX AamllapaToB, TaKUM
oOpa3oM, TIpemtaraer Ipyrylo IepCIeKTHBY U, BO3MOXHO, eme OxuH akTop,
CIIOCOOCTBYIOIIHI Pa3BUTHIO HX TEOPUH pazyMa.
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Annomayusa: umsa xomnosumopa Mopuca Paeensi 6 ucmopuu Mupoeoi My3blKAIbHOU
kynemypol cesizano ¢ Knooom Jebioccu. Oonarko, 6blio 6bl HeGepHbIM CMABUMb MENCOY
HUMU Xomb HebOMbwol, HO 3Hak paeencmea. Oba asmopa pabomanu 8 pycie 08YX
MBOPUECKUX HANPAGICHUL — UMRPECCUOHUCTNCKOM U KIACCUYUCTIOM, XAPAKmep, UxX My3blKu
omeeyan  U3bICKAHHOMY, — YMOH4YeHHOMY 6Kycy. Pagemb — oxomuamenvno — ucuepnan
UMNPECCUOHUCMCKULL CMUb 6 Meyenue nepeoco nepuood cgoell OesimerbHOCmU U,
Ce008aMmeNbHO, pa3gumue KOMIO3UMOPA Wil0 8 HANPAGIeHUU, NPSMO HPOMUBONONONCHOM
oebroccusmy. Hosast pomanmuynocms H0B020 6eKa HeCAaA C80U 0OPA3bl, MbICIU, HEO DbIUHbIE
uHmepecHvle 3aMbiCIbl.

Kniouesvie cnosa: xomnozumop, My3vika, mMeopuecmeo, Kyibmypd, —UCKYCCMBO,
Hanpaenenue, POMAHMusm, YUK

ON A PIANO COMPOSITION BY MAURICE RAVEL
Polatkhanova N.Sh.

Polatkhanova Nargiz Shamilyevna — Professor,
DEPARTMENT SPECIAL PIANO,
STATE CONSERVATORY OF UZBEKISTAN,
TASHKENT, REPUBLIC OF UZBEKISTAN

Abstract: the name of the composer Maurice Ravel in the history of world musical culture is
associated with Claude Debussy. However, it would be wrong to put even a small, but equal
sign between them. Both authors worked in line with two creative trends - impressionistic
and classicism, the character, their music corresponded to an exquisite, refined taste. Ravel
finally exhausted the impressionist style during the first period of his activity and,
consequently, the development of the composer went in a direction directly opposite to
Debussyem. The new romanticism of the new century carried its own images, thoughts,
unusual interesting ideas.

Keywords: composer, music, creativity, culture, art, direction, romanticism, cycle.

UccnenoBatenn TBopuectBa M.PaBenst ormewanu mepwox ¢ 1895 mo 1914 rom kak
MIPOMEXYTOUHbIM 3Tam. llpomsBeneHus, CO3JaHHBIE TOTJa, OBUTM BECbMa HECYLIVMHU:
“Crapunnbii  menydT’, “[laBama”, ‘“Urpa Bomer’, “Otpaxkenus’, “llexepesama”,
“Hcmanckas parcomus”, “Ucnanckwii wac”, “ladnanc n Xnos” u “Hounoit ['acmap”.

Yxe B “Urpe Bompl”, coHatmHe, “OtpaxkeHmsix’ M.PaBenp mnokazam cebs Kak
MIPE/ICTABUTEN> HOBOTO MHAHMUCTHYECKOTO CTHIIS, MPOAOJIKAS POMAHTHUECKYIO TEH/ICHIINS
JIucra, Bpamca. Kommosutop mposiBHI ce0s Kak MacTep, BIAACIONIMHA CEKPETOM
MenpuUaiiiiel meTann3aliil Ha CaMbIX pa3HBIX YPOBHSAX: MeENOAWH, puUTMa, (aKTypEHI,
PETHCTPOB, YTOHYEHHOH N 000CTpeHHON rapMOHHNH. Bee 3T0 B ONMTHON Mepe posSBUIIOCH B
ero 3ameuarenbHoM nukie «Hounoi Nacapy.

OcHOBOW TMIKJIa TIOCIYKHJIM CTUXOTBOpEHHUs B mpo3e Anomsmyca beprpana (1802—
1841), mosTa-poMaHTHKa, MPUHAUISKABIIEr0 K JIATEPATOpaM, HACAIBl KOTOPBIX
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c(hopMHUPOBATICEH B MPEIPEBONIONMOHHBIC oI Havana XIX Beka. O0passl beprpana OpuH
63Ky ayxy nponsBeaenui darapa Ilo, meicisiv Hlapns Bomepa.

JbsiBonbckass HOUHast (haHTacTHKa CBOCH NMPHU3PAavYHON CYIIHOCTHIO BBI3Bana y PaBens
CTpeMJICHHE COYHMHSATH, 0OCOOEHHA BJIACTHO ITPOSIBUBILIEECS TTOCIIE TSDKENION YTPaThl — CMEPTH
oria. PaBenb nmucai, 4To «MHE KaXKeTcsl, BIOXHOBEHHE BHOBD ITPOCHYIIOCH BO MHE.

JlupraHOCTh YHIMHBI HaXOAWT HEXHEHIINe Kpackd. PaBenp cuurtani, 9To «My3BIKA...
HECMOTpS HH Ha YTO JOJDKHA OBITH PEKpacHoi». [TMKaHTHOCTh M OCTPOTY €ro COUNHEHUSIM
npujaer rapMoHus. B «YHAWHe» KpacoYHOCTh TapMOHHHU TIOJEpKaHa pa3HOOOpa3HBIMH
TUMaMu  (OPTENIMAaHHOW TEXHWKH. 3]IeCh JIeraTo B MEJOAMM TPOXOAUT Ha (QoHe
TPEMOJIMPYIOIIEH MaccakHOM, OJNM3KOW K TIIMCCaHAO TOKKaTHOW Qakrype. bonee Toro,
TOKKaTHOCTB BooO111e cBoiicTBeHHa «HouHomy ["acnapy» B niesom.

VY napbl norpe0aabHOro KOJIOKOJIA TIyX0 Pa3HOCATCS 1Mo 3emiie: «UTOo TaMm HIEBETUTCS Y
Bucenuup (Paycrt) — Tak HauMHAETCs MOJHAS DKCIPECCHMH BTOpas IodMa IHKIa
«Bucenumay. 3acypIWHEHHBIH JIEBOW MEAalbl0 OECKOHEYHO JOJNTHil OpTraHHBIA ITYHKT
HMUTHPYET TOXOPOHHBIM 3BOH: «Uro 3T0? TO 1M Berep BOET cpenu HOYM; TO JIU Ha
BHCEJIUIIE CTOHET MOBEIEHHBIN?».

Psin MenieHHBIX aKKOPOB MOJYEPKUBAET 3HAYMMOCTD 3aBOPAYKHBAIOIIETO OICTICHEHHS,
Mepeslatoiero CaMbIMH  Pa3HOOOPa3HBIMH  CPEICTBAMH  OIIYIIEHHE HWIUTFO30PHOCTH,
(aHTacTUUHOCTH Tpoucxojsiero. «Bucenuie» KOMIO3UTOP Kak OBl MOTPYKEH B MHUP
Tparu4eckux M OHKyTKuX o0pa3oB. Cumonbel CpenneBexoBoil @Ppaniuu, ¢ oOuiueM
KpOBaBbIX HCTOpHﬁ, HaBCBAKOTCA l'[OFpe6aHBHBIMI/I KOJIOKOJIbBHBIMH 3BYUYHOCTSIMH,
PACTBOPAIONIMMUCA B HOYMU C €€ TPArud€CKUMHU BUACHUAMU BHUCCIIbHUKA. «ITO KOJOKOJI
3BOHHUT Y TOPOJCKHMX CTeH W OarpsiHbli 3aKaT 3aJlMBaeT KPOBBIO TOPH30HT M OCTOB
YIaBJICHHUKAY.

CBoeoOpa3HOe coueTaHWE AWHAMUKA W apTUKYISALMH, AKTUBHOE HCIIOIb30BaHUE
MapTe/UIATHO-PETNETUIIMOHHOTO  M3JIOKEHUsI CO3JacT B IbeCE IPHU3PAYHBIA  IIOPOX,
3By4Yallldii CKBO3b HPOHHYECKYI YCMELIKY »KYp4alllero, 3BEHALIEro M, 4acTo, TYIKOro
posuisi. Mmenno B «Ckap0o» MOXHO TOBOPHUTH O HEOObIYAlHO CBOEOOpPA3HBIX
rapmoHundeckux peuenusix Pasens. FO.H. XomomoB B cBoeit moHorpaduu «Ouepku
COBPEMECHHOWH TrapMOHHMM» NHIIET, 4TO «PaBenb HCHONB3yeT caMble TpaJULUOHHBIC
NPUHIMIBI KIacCHueckoi (OpMBI, pasymeeTcsi, BOBCE HE OIPaHUYMBAsCH IIPU ATOM HOBBIM
UCTIOTHEHUEM HX C IOMOILb CBOMX OPUTHMHAIBHBIX FapMOHMYECKUX CPEICTB (MOJaJIbHAsS
TEXHHKa «BHYTPUTOHHYECKOTO PACCIOEHUS», SIKCIIOHUPOBAaHHAs JOBOJIBHO YacTO, TEXHUKA
BBIJICJICHUs] CaMOT0 OCTPOrO 3JIEMEHTa AaKKOpJa, PpacClIOCHHE CIOXKHBIX aKKOPIIOB;
NPUBOAAIIEE M MOIUTOHAIBHBIM 3(dekram)» [1, 198]. Bce mnepeuncrneHHsie mnpHeMbl
TapMOHHUYECKOT'O SI3bIKa ONpEEIsiET pPOMaHTHUECKO-TPOTECKOBBIN JIMK «CKkapOoy.

PaBenr He BOCIIONB30BAJICS IOTCHUUAIBHBIMM BO3MOMKHOCTSMH OEpTPaHOBCKOTO
JIUTEPaTYPHOT'O CLIEHAPHs, HAIPOTHUB, OH CTPOUT IIbECy Ha TEMaxX — MOITUIECKUX CHMBOJIAX,
KOTOpBIE B TPOILIECCE PAa3BUTHSA CTAHOBATCS 0a30i, PyHZAMEHTOM [UII pa3pabOTKH, T.C.
JUTEpaTypHas OCHOBA, OE3yCIOBHO, TIOMYNHEHA MY3BIKIBHOM.

Kectkoctp My3bIKambHOrO cTpoeHHs «Ckap0o» OIIyImaeTcs B TMPHOIMKCHUH €ro
(GOpMBI K COHaTHOMY QJUIErpO, I/€ ©CTh OKCIIO3MIMA, OONbIIas M OpUrHHAJbHAs
pa3paboTka, AUHAMHYecKast penpusa. DaHTaCTHKAa W MUCTHKA, POMAHTHKA U SKCIPECCHS.
Ckap60 OXHMBaOT B TPOW3BENCHWU BBICOUAHINEH MOATHYHOCTH, BBUINTOW B CTPOTYIO
My3bIKaJbHBIE (opmMy. B 5TOM couMHEeHMHM W TapMOHHSA TIOJHMMAeTCs 10 YPOBHS
(hopmooOpa3oBaHus. 31eCh TOHATBHO-HEYCTOHUMBBIC SMU30MBI YEPEIyIOTCS C TOHAIBHO-
OIIPEJICTICHHBIMY, HAXOSIIMMHUCS, BIPOYEM, B TJIABCHCTBYIOIIEM, JIOMHHHPYOLIEM
TIOJIO’KEHHH.

Wutepecern ¢dakrypHbii pucyHOK «CkapOo», BBITYKIOCTh W APKOCTH KOTOPOTO
000CTPEHBI MHOTOYHCIIEHHBIMH JTCCOHUPYIOIIMMHU aKKOpPAAMH, TIEPEXOIAIINMH U3 OJJHOTO
perucTpa B JIpyroid, W3 MapTHH NPaBOW PyKHM B mapTUT JjieBoil. OOMiIMe yMeHBIICHHBIX
CEeNTaKKOPJOB, CHMBOJHMKA MEJIOANYECKMX IIONEBOK, HCIIONB30BAaHUE IIEJTOTOHHOW
TIOCJIEIOBATENIFHOCTH, YacTO€ BKIIOYEHHE, XPOMATHUKH TIPH HCIIOIb30BAHWM IPHUHIMIIA
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MHO)KECTBEHHOTO ¥ KOHIICHTPUPOBAaHHOTO BO3JCHCTBHS, JacT BO3MOXKHOCTH OBICTPO H
IITyOOKO IPOHUKHYTH B CYIITHOCTh MY3BIKJIBHOTO 00pa3a nmpuspaka Cxap6o.

Mopwuc PaBeinb — KOMIO3UTOP-CUM(OHHCT, U MBICIIWII OH OpKecTpoBo. [loaToMy BrionHe
3aKOHOMEpPHO, YTO 3aMbICE]l U IpOorpaMMa Ka)XIoH Mbechl HeOOBIYalfHO OOraThl IO CBOMM
«OPKECTPOBBIM BO3MOXHOCTSIM». B (hopTenMaHHBIX COUMHEHUSX OH UCTIONB3YET pa3InIHbIe
opkectpoBble 3G QexTsl. OH TOBOPHII, YTO JUIsl TIOIHOLEHHON TIepeauyl Hy)KHOTO XapakTepa
B MIEPBOM TaKTe 3By4aHHE JIOJDKHO OBITh KaK Ha «KOHTpadarorey», TPEMOJIO B CIEAYIOIINX
TaKTax — «KaK Ha MajoM OapabaHe», a OKTaBbI B TaKTaxX 366 u 369 — «Kak JIUTaBpbI».

B penepryape mnmanuctoB ¢oprenuanueii 1wkin «Hounoit T'acmap» — oxHo u3
cnoxHeHmmx counHeHnd. [lo mMHeHwro A. [lybmiBaHra, MUaHUCTUYECKHH OJIECK 3TOrO
LUKJIAa TIPEeBOCXOAMT Bce, 4YTO ObI0 Hammcano U.PaBemem. HeBepositHO crnoxxHOE
MIPOM3BEACHUE  HACBIIEHO PA3NWYHBIMM  TEXHHYECKUMU TPYIHOCTIMH. OT0 H
CTpEMUTENbHBIC TIEPEXOABI OT OBICTPHIX MAaBLEBBIX MAacCakeil K MACCUBHBIM aKKOPIOBBIM
JIOCNIEIOBAaHUSIM B Pa3jM4YHBIX OKTaBaX, OTPOMHOE KOJIMYECTBO XOJOB MapajuleNbHBIMU
CEeKyHJaMH B pAa3JIMYHbIX HAMNpaBIEHUSIX, B TOM 4YHCI€ M HHUCXOJAIIEM JOMaHHOM
JBIDKEHHUH, MIMPOKOe NMPUMEHEHHE JBOWHBIX HOT: MapauleibHble TePLUH, KBAPThI, CEKCTHI
YepeayloTcs C ABOHHBIMU CEKYHJaMH, pa3HOOOpa3HbIMU M M3bICKaHHBIMH. Bce 310 crano
OJITHUM W3 IMAHUCTUYECKUX OTKPBITUI PaBens.

@oprenuannbiii  numkn  «Hounoit Tacmapy», HammcaHHBIE 03 Malloro BOCEMb
JIECSITWIETUN Ha3al, NPOJOJDKAET NIPUBJIEKaTh BHUMAHUE U CIyLIATENEH, U UCIOJHUTENEH
He Toibko BO PDpaHIUy, HO U B JApyrux crpaHax. KomMmo3uTop, mpuuucCiIeHHBIH BCeMH K
UMIIPECCHOHUCTAaM, MPOSIBUI ce0sl B 3TOM LIUKJIE KaK MacTep pPOMaHTUYECKOH MY3bIKaIbHOM
TIO3THKH, OJlyXOTBOPEHHOH (haHTacTHKH. MIMIIpeccHOHNCTHYECKast 3BYKOITHCh B OTOM LIUKJIE
cTajla OJHUM W3 TIIOACIOPHEB IMPHU PACKPBITUM BHYTPEHHETO MHpa YHIUHBI, TIepost
BHCeNHIbI, npuzpaka Ckap0o.

Mopuc PaBens — komnozurop XX Beka, OHAKO, HA HAlll B3IJIsA, HAIIMCAHHBIE UM OKOJIO
CTa JIeT Ha3aJ COYMHEHMS AaKTyallbHbl M CO3BYYHBI COBPEMEHHOMY Ciyliareno. Bechb
PaBEeNEeBCKUI My3BIKaJbHBI MHUp, €ro ONecTsLIHe CTPaHUIbI, OpUTHHAIbHBIC 00pa3bl, He
MOTEPsUTM CBOGH IPENECTH M CErofHsA. OTO K€ Mbl MO MpaBy MOXKET OTHECTH MU K
¢doprenuannomy nukiny « Hounoii I'acriapy.
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Annomayun: 6 npoyecce 00yYeHUs KOHYEPMMEUCMEPCKOMY UCKYCCMGY CMYOeHmbl
SHAKOMAMCSA  CO  MHOJNCECBOM NPOU3BEOCHUl, HANUCAHHLIX 6 PA3IUYHbIX JICAHPAX
BOKANILHOU U UHCIMPYMEHMANbHOU My3biKU. Buibop aputi «Hasbaxopy, « Yuwuoky uz onepul
P.BL. Inuspa u T. Caowikosa «Jlevunu u Medocuyny 6 kauecmee mamepuana Oisl
uccnedosanus ooycioenen  caedyiowumu obcmosamenvcmeamu. C  00HOU CMOPOHUI,
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HA36AHHbIE APUL NPOYHO BOULTU 8 KOHYEPMHUBIL penepmyap 60KAIUCMOS, UX UCNOTHAIOM 8
VUUTUWAX, KOHCEPB8AMOPUU, OHU 368YYAm 8 camblx paziuunvix Kouyepmax. C Opyeou
CMOPOHBL, HECMOMpPsi HA 6ONLUWYIO NONYISPHOCHb, MY3bIKALLHYIO YEHHOCMb U YUeOHYIO
NONE3HOCMb IMUX aApUutl Ol BOKAIUCMO8 U NUAHUCHIOG-KOHYEPMMELUCMePos, 0emanbHblll
MY3bIKOBEOUECKULl AHANU3, PABHO KAK U NOCAE008AMENbHOE DPACCMOMpPEHUe OAHHO20
Mamepuana 6 MemoouyeckoM acnekme, 00 CUX nop Omcymcmeyem.

Knrouegsle cnosa: sokanucm, my3vlka, KOHYepm, RUAHUCT, JCAHD, COTUCT, POPpMA, AHATU3.

SOME FEATURES OF THE ANALYSIS OF OPERAS BY UZBEK
COMPOSERS IN THE CLASS OF ACCOMPANIST SKILLS
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Abstract: in the process of teaching the art of accompanist, students get acquainted with
many works written in various genres of vocal and instrumental music. The choice of the
arias “Navbakhor” “Ushshok” from the opera "Leyli and Majnun" by R.Y. Glier and T.
Sadykov as material for research is due to the following circumstances. On the one hand,
these arias have firmly entered the concert repertoire of vocalists, they are performed in
schools, conservatories, they sound in a variety of concerts. On the other hand, despite the
great popularity, musical value and educational usefulness of these arias for vocalists and
pianists-accompanists, a detailed musicological analysis, as well as a consistent
consideration of this material in the methodological aspect, is still missing.

Keywords: vocalist, music, concert, pianist, genre, soloist, form, analysis.

B mmpoxkoM 1maHe JIOTMYHO HaMeTUTh TPU 3Tama B paboTe TEBLOB H
KOHLEpTMelcTepoB. HauanbHblii — O3HAaKOMIIEHHE € MCTOpUEN co3naHus omnepel P.M.
I'mmwpa u T. CagpikoBa “Jleitnu u MemkHyH”, ¢ ee IHOPETTO U OCOOECHHOCTSMH
MY3bIKaJIBHOTO CTHJISI; MOCJIEAYIOMNH — 3HAKOMCTBO C HETIOCPEICTBEHHO aHAIU3UPYEMbIM
MaTepuajoM, OompeneleHre ero (OpMbl, CPEICTB MY3BIKAIBHOW BBIPa3HTENBHOCTH,
TEeXHUYECKHX IPUEMOB HCIIOJHEHMS, HAKOHEl, OCHOBHOH — pabora comucra W
KOHILIEpTMelcTepa HaJl IPOU3BEJCHUEM C YUETOM HOJIyUYCHHBIX MU 3HAHUH.

CrapuHHOe cKa3aHHe O TO3THYecKoM IoOBH Jleinim u MemKHYHa MOJIb30BANIOCH
OOIIBIIION MOMYISIPHOCTRIO ¥ HapomoB Bocroka. HekoToprie mecimemoBaTeu CKIOHSIOTCS K
MBICTH O TOM, 4TO 00pa3 MemkHyHa WMeNI CBOW IMPOTOTHI B XKU3HH, pacCKa3aBIIMN
HCTOpHUIO cBOEH M00BH B ctuxax eme B VII Beke. OmHUM W3 MEPBBIX, KTO XYAMKECTBEHHO
obpaboTan 3T0 mpenaHue, ObUT BeMUKUi a3zepOaiimxanckuii modT Huzamu [anmxwsu (XII
Bek). [lozxe, B X1 Beke ObL1a HamrcaHa mo3Ma OMupa X0CpOBa, MOIB30BABIIASCS, KCTATH,
Oonpmmoi momyisipHOCTEIO. WM, HakoHenm, B 1483 romy k 3TOMy ke cMeTy oOpatwmics
Benukuid y30ekckuit modT Asmmmiep Hasow. Ero mosma «Jleitnu m MemxHYH» U Jleria B
OCHOBY OIHOMMEHHOH MY3BIKANBHOW IpaMbl, co3maHHOM B 1933 romy mpamartyprom III.
Xypmmaom u komnosutopoM T. CaamkoBsiM. Ee Menmomwdecknii mMarepuan COCTOSI W3
(parMeHTOB MaKOMOB W HapoOAHBIX meceH. [locne rirybokoi mepepaboTKu 3TOW Apambl B
1940 romy P.M. I'mmpom u T. CampikoBeiM, nipu yuactuu 1. Xypmmpma, Opma co3gana
mepBas y30ekckas JHpHUKo-ApamaTHdeckas omepa «Jleiinn m Memkuayn». B ee mubperTo
OIIPEZIETIeHbl /IBA MPOTHBOOOPCTBYIONIMX Hadala, IOMYYUBINHE SPKOE MY3bIKaJIbHOE
Bomtonienne. C omHOIN CTOPOHBI, 3TO 00pa3bl nonoxurensusle — Jleinn, Kaiic, Haydans,
Maxmu, ¢ apyro#, orpunarensusie — Omup, MOH-Canom. TpakToBKa repoeB OIEpPHOrO
JTUOPETTO HECKOJBKO OTIMYAETCS] OT JIMTEPAaTYpHOTrO NMEpBOMCTOYHHKA. B 4acTHOCTH, 3TO
Kacaetcs xapakrepucTuku Kaiica. B mosme oH craHoBUTCS MemkHYHOU (OJEp>KUMBIM) H3-
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3a mo6Bn k Jleinmm, a B muOperro opepxkuMocTh Kaiica HOCHT —COIMaNbHYIO
HAIPaBJICHHOCTh: I'epOl BBICTYIAET MPOTUBHUKOM DEIUTHO3HBIX JIOTM HCIama, OCYXIaeT
OecripaBHOE TIOJIOKEHNE JKEHIIMHBI.

I'naBubie nefictByromue nuna (Katic, Jleitnmin, OMup) HafeneHsl IPKUMH JIESHTMOTHBAMH.
Ha My3bIKanbHBIX XapaKTepUCTHUKAaX 3TUX I'epoeB IOCTPOEHa yBEPTIOpa ONEPHI, BCTYIUICHHE
U OTHEIbHBIM KapTuHaMm. My3bikanbHble TeMbl Jlelnu u Kaiica JupuuHbI, HameBHBI, UM
MIPUCYILl CKOPOHO-TIOBECTBOBATENHHBIA TOH IO3THYECKOTO BBICKa3bIBaHMs. JIEHTMOTHB ke
Owmupa, HampoTHB, pE30K, YIJIOBAaT, ero oOpa3 Haubonee penbeHO TIOKa3aH B
WHCTPYMEHTAIEHOM JISHTMOTHBE, Xapakrep KoToporo To4Ho moxmedeH S. Ilékkepom:
«HacroiiunBo moBTOpsieMble 0achl C MpPaYHBIMU MPU3BYKaMU (HOPIIUIATOB U MOCIEIYIOIUE
BCITBIIIKY TPEJICH, Kak OBl epEeNatoT THEB M 3JI00HOE YIPpAMCTBO oTiia Jleimu»[1, 91]. Pe3ko
KOHTpacTHBIN ¢ TeMamu Jleinu u Kaiica, nelitMoTiB OMupa BBHITIONHSIET B ONEpe BaXKHYIO
MY3bIKaJIbHO-ApaMaTHueckyr0  (yHKuuH. BokanpHylo mapruro  Owmupa  OTJIMYAeT
pEeYNTATHBHO-/IEKIIaMallMOHHOE HAYalIo.

B neiitmoruBax Jleiinu m Kaiica uMeroTcss HeTUNHWYHBIE ISl Y30CKCKOHM DJIEMEHTHI
apabckoli My3blku (MHTepBasl yB. 2). KoMIO3WTOpBI, BHANMO, pPEIIMIN TOAYEPKHYTH
CPE/ICTBAMH MY3BIKAJILHOW BBIPA3UTENBLHOCTH, (B JaHHOM Cllydae TapMOHHYECKHMHU)
apabckoe npoucxoxacHue Jleinn u MemkHyHa.

My3bIKaJIbHbIE XapaKTEPUCTUKU TJIABHBIX ACHCTBYrOIMX Jjuu, Jleinun u MemkHyHa,
03BYYMBAIOTCSl CTPYHHOH TPYIIOH HHCTPYMEHTOB, OTpHIIATENbHBIE K€ MEPCOHAXH, B
yacTHOCTH OMHp, OXapaKTepU30BAHbI I'PYMIOI TyXOBBIX WHCTPYMEHTOB. 3HAYUTEIHHOE
MECTO B oOllepe yaeleHo aHcamOmsM, xopam, Oanery. OOpamaioT Ha ceds BHUMaHHUE
HareBHbIE PEYNTATUBbBI, NHTOHAIIMOHHO OJM3KKE y30eKCKOI pa3roBOpHOi peyu.

B omepe mmpoko mnpeacTaBiIeHbl y30eKCKHe HapoIHble Menoaud. KommozuTopamu
HCTIONIb30BAHbI KAHPBI TUPUUECKON TMECHH, KaTTa alryna (JXy3Tbl, aHCaMOIH, CLEHBI), HUTH
(mmau B nmpuunTaHuax matepu Jleinu Han TeoMm gouepH, B wiavyax Maxau u Kaiica).

B My3bIKambHBIX XapaKTEPUCTHKAaX TEpOEB aBTOPbI ONEpPbl 4YacTo oOpamuaercs K
uurataM. Menoaust apum Kaiica u3 Il kaprunel “Pazmydmnm MeHs ¢ moOumoit”
3anMcTBOBaHa u3 Makoma “Upok”, apus Kaiica u3 IV kapTuHBI OCTpoeHa Ha MY3BIKaJIEHOM
OTpBIBKE TamkeHTckoro makoma “Illaxuo3 I'ynép” (wacte ['upbs), B apun-ruiade Kaiica u3
VII xapTuHbl (Ha CTapoM KIaJ0WIIE) HCHONb30BaHa Menoausi u3 Mmakoma “Cerox”. B
MY3BIKAIBHBIX HOMepax Jlelnu mcrmonp30oBaHbl TeMbl MX MakoMoB “YHoprox” u “Yamanmozu
I'ynép”. Hapoassie mampl [HOpUACKMNA, MHUKCOMHIMICKUN) W JIEHTTEMBI, OCHOBaHHBIC Ha
HapOAHBIX HalleBaX, KBAPTO-MBUHTOBBIE 1 HATYpaJIbHbIE 00OPOTHI, CHHKOIIBI, BAPUATUBHOCTB,
PUTMHYECKas OCTUHATHOCTD, TOAIEPKHUBAIOT HAIIMOHATIBHBIN KOJIOPHUT OMEPHL.

Ilocne 3HaKOMCTBa BOKAJlMCTa M IIMAHUCTA C CIOKETOM OIEPHI, C OCHOBHBIMU YepTaMHU
MY3bIKaJIbHO-CMBICIIOBOTO ~ COZEPXAHUSI MOXHO IIEpeWTH K  HEMOCPEACTBEHHOMY
PaccMOTPEHUI0 OCOOCHHOCTEH NCITOMHEHUs KakuX-1100 ee pparmenToB. Tak, B apun Kaiica
“HaBb6axop” (Pannss BecHa) u3 Il KapTHHEI Omepsl 3BYy4UT TeMa, KOTOpas Ha MPOTSHKEHUN
BCEH OIEpBI COMYTCTBYET 3TOMY reporo. Ecnm B Hadase CreKTakisl OHa Oblila OKpalleHa B
JMUPHYECKHE TOHA, TO K (HHAIY NpHOOpeTaeT IpaMaTHYecKHe depThl. My3bIKaJabHOE
coJiepyKaHKe 3TOM apyu MEpefaeT HaCTPOEHHS TOCKH, OJJMHOYECTBA, OTYASHHA.

Crenyrommii My3bIKalbHBIA (pparMeHT SIBISICTCSI MOArOTOBKOM K ay/mky. B 28 Takrte
MEHSETCS PUTMUYECKHH PUCYHOK B JIEBOW pyKe, MOSBISAETCS IYHKTUD, TPUIAONINHA My3bIKE
XapakTep B3BOJHOBAHHOCTM W  OecmokoiictBa. MHCTpyMeHTanbHAas  MHTEPIIOANS
MOATOTABINBAET MEBHUILY K APaMAaTHUECKOH KyJIbMHHAIINH, KOTOPAast NCIIOMHIETCS] CBOOOTHO,
MaTeTHIEeCKH HanoiHeHO. KynmbMUHAIMOHHBIA OABEM CMEHSETCS CIIaIoM ANHAMUKH.

Hecomuennsnii uHTEepec mpencraBmser apus Jleimm “Camom” (“Ymmmok”) u3 IV
KapTHHBI OMephl. 3/1eCh TIepel HAMU COBEpIIeHHO mHas Jlewnu: JIeHm OTKpPBITO TOBOpAIIast
0 cBOEH JIOOBM M TOTOBAs IOWTH MPOTHB BOJIHU OTIA. DTy apHio HAa3bIBAIOT apueH ¢ XOpOM,
TaK Kak ee (puHai 3By4nT C XOpPOM JEBYIIEK, XOTSI B KOHIIEPTHOM HCIIOJIHEHUH MapTHs X0opa
OTCYTCTBYET. B OCHOBE maHHOTO HOMEpa JISKWT HapoxHas menomus “Ymmok’. Popma
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apUU CIIOXKHAS IBYXYACTHAs, TIC TIEPBast 4aCTh MPENICTABICHA IPOCTON TPEXIACTHOU (HOPMOT,
a BTOpast 4acTh OoJiee CBOOO/IHA IO CTPYKTYPE, MMOCKOJIBKY B €¢ (PHHAI BKITFOYEH XOP.

Wrak, MBI pacCMOTpENd HEKOTOPhIE OCOOCHHOCTH WCIIONHCHUS W W3YYCHUS B
KOHLEpTMeNcTepckoM kiacce apuit u3 omepbl P.M. Tmmspa u T. CanpixoBa “Jleitnu u
MemxnyH”. OCHOBHYIO 4YacTh CTaTbu IO CYTH Ji€la, MOXHO paccMaTpuUBaTh Kak
BO3MOXHBIN “KOHCHEKT W3YYEHHUS B KJlacCe€ Ha3BaHHBIX Mpou3BeneHui. OIHAKO, CleayeT
OTMETHTh, YTO aBTOP INPEIHAMEPEHHO CIeNal akIeHT He Ha ‘‘00meoOpa3oBaTebHOM™
3HAKOMCTBE C OIEpOoi U (hparMeHTaMu U3 Hee, IIOCKOIbKY CBEICHUS TAKOI'0 TUIaHA MMEIOTCS
B COOTBETCTBYIOLIEH JuTepaType. B leHTpe BHMMaHMS — TPEXAE BCEro caM IMpOLECcC
paboTHI MCIIOTHUTENEH Hall M30pPaHHBIM-TIPOM3BEACHUEM — O0JacTh U3YYCHHS HE TOJNBKO
Ype3BbIUAHO UHTEPECHAS, HO U aKTyallbHasl B CUIIY CBOE€H HE OCBEIICHHOCTH. ABTOP CTaThU
HAJEETCs, YTO MPOBEACHHBIA aHAIN3 MPOU3BEICHHUIA TOMOKET UCIIOHUTEIISIM B paboTe HaJ
HUMH, PACIIUPUT U MEAATOTMYCCKHI penepTyap 3a CUeT JYYIIUX MPOU3BEICHUN Y30CKCKOH
MY3BIKH.
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Abstract: it would not be an exaggeration to say that the Spring of Youth gala concert, held
in 2014 by the Youth Symphony Orchestra, for the first time left unique impressions on
listeners and art connoisseurs. It is impossible not to say how difficult and at a high level
the preparation for this gala concert was. Experienced singers of our republic, laureates of
republican and international competitions, young musicians and performers took part in
this gala concert. The young conductor K.T.Urinbaev did a painstaking job of gathering this
team and bringing it to the stage together. The fact that a young conductor treats each
performer with special respect requires high skill, teaches high-quality performance,
organizational work, in general, perfectly prepares all aspects and brings them to the stage.
Keywords: music, art, orchestra, concert, competition, ensemble, genre, singer.

HOBBI B31JIA A HA JEATEJABHOCTb MOJIOJEXHOI'O
CUMOOHMNYECKOI'O OPKECTPA
Ycemonos T.b.

Vemonos Toxupowcon Baxmuép yenu - obnaoamens meoanu «3nax Yzbexucmarnay,
naypeam PecnyOnukanckux u MexcOyHapOoOHbIX KOHKYPCO8,
Konyepmmeticmep Monoodesxcrnozo cumgponuyeckozo opkecmpa Ysbexucmana,
2. Tawxenm, Pecnybauxa Y36exucman

Annomayun: ne 6yoem npeyserudeHuem cKazamv, ymo 2aia-kowyepm «Becna onocmuy,
npogedennulii 8 2014 200y Monodeschvim cumghonuseckum opKecmpom, enepavie OCMAsUL Y
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cyuamenetl u yeHumeneu UCKyCCmea Henogmopumvle gnevamienus. Henvss ne ckazamo o
MOM, HACKONILKO CNIOJNCHOU U HA GbICOKOM YPOGHe Oblid NOO20MOSKA K 3MOMY 2ald-
KOHyepmy. B amom eana-koHyepme npuHsaiu yuacmue onvimHvle negybl Hauiell pecnyOnuKy,
aaypeamsvl pecnyONUKAHCKUX U MENCOYHAPOOHBIX KOHKYPCO8, MOI0Oble MY3bIKAHMbL,
ucnoanumenu. Monooou Oupuocep K.T. Ypunbaes npodenan xponomnugyro pabomy no
cObopy 23mM0o20 KOLIeKMUBA U 8bl6eOCHUI0 €20 Ha CYery 60eduro. To, umo monodoil oupudicep
€ 0CoObIM YBadiCeHUeM OMHOCUMCA K KaAXCOOMY UCHOTHUMENo, mpedyem npu 3mom
BbICOKO20 MACMEPCMEA, YHUN KAYeCMEEeHHOMY UCHONHEHUIO, OP2AHU3AMOPCKOU pabome, 8
obwem, OMIUYHO ROO2OMABIUBAC 6Ce ACNEeKMbL U 00800UM 00 CYEHDL.

Kniouesvle cnoea: mysvika, uUCKyccmeo, opkecmp, KOHYEPN, KOHKYPC, AHCAMONb, JICAHD,
nesey.

The youth symphony orchestra organized many different concerts and events during its
creative activity. In 2016, a new gala concert called “Breath of Spring” was presented at the
Alisher Navoi State Academic Theater. In this concert, they performed works of various
genres from the masterpieces of world art. The Georgian composer Mkhedruli personally
attended the gala concert with a specially written work for the Youth Symphony Orchestra,
and he kindly participated in the premiere of his newly written work. “Suvori” young dance
ensemble, composed of our young ballet masters, heated up the stage with a wonderful
performance to this work. The impressions of this concert reached the city of Tbilisi, and
later this Youth Symphony Orchestra visited the Republic of Georgia with a concert tour.

On May 17, 2016, the residents of Fergana region had the opportunity to enjoy real art
samples through the concert program of the youth symphony orchestra, the only one in
Central Asia, called “Breath of Spring”. This concert of the youth symphony orchestra was
received with great enthusiasm by the people of Fergana, who are true art lovers. It is
possible to know from the comments and interviews of the listeners who came to the concert
that the audience enjoyed the event. The program started with the song “Fasli navbahor”
interpreted by Otabek Muhammadzahid and continued with the live performances of Shirin
Mamatova, Barno Ismatullaeva and other opera singers who are world famous through art.
The program, consisting of Uzbek national tunes and songs, and the best examples of world
opera, turned the regional theater-concert hall, which included 5,000 people, into a real
music night. It is noteworthy that for the first time the stage will be held in the open air and
a large space will be organized for the audience outside. Especially at the end of the event, a
potpourri of Uzbek tunes encouraged the audience to play in their seats. This Gala concert
was broadcast live on television.

On March 25, a concert called “Spring Symphony” was held in the Palace of
International Conferences ‘“Uzbekistan” with the participation of the Youth Symphony
Orchestra and talented young opera singers. State and public organizations, representatives
of foreign diplomatic corps and international organizations operating in our country, foreign
guests who came to observe the election of the President of Uzbekistan, and music lovers
were invited to it. The importance of the art of music in raising the spirituality of a person,
instilling good ideas in his heart and mind, strengthening friendship and solidarity between
nations and peoples, and cultural and educational ties is incomparable.

In our country, special attention is paid to consistent development of all directions of
music art, support of representatives of the industry in every way. In this process, various
contests and festivals serve noble purposes, such as identifying talented young people,
developing love for art in their hearts, helping them to show their abilities and potential, and
expanding creative cooperation.

In different regions of our country, higher and secondary special education, culture and
art centers that meet world standards have been established, and the existing ones have been
reconstructed. As a result of reforms aimed at bringing music education to a new level in
terms of quality and content, young people of Uzbekistan succeed and win prizes at
prestigious international competitions, art festivals, and concerts every year.
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International “Sharq taronalari” music festival, “Yagonasan, muqaddas Vatan!”,
“Tashkent Spring” and “Tashkent Spring” are traditionally held in our country, showing the
great achievements and milestones achieved in all areas of music art to the fans. in this
regard, it is gaining importance in further expansion of creative communication. As a result,
the traditions of Uzbek schools of conducting, performing, composing, and performing
opera are getting richer. The successful organization of competitions for young musicians
such as “Competizione dell'Opera” international competition of opera singers, “Spring of
Youth” art festival, “Motherland Melodies”, “Sozlar navosi” along with the discovery of
new talents, It is an important factor in the growing number of world-class fans of Uzbek
music. The establishment of the “Nihol” award is of particular importance in identifying
young talents in all areas of music, introducing them to the general public, and raising their
creativity to a higher level.

The youth symphony orchestra and opera performers include many prize winners of
prestigious international competitions. Along with talented opera singers such as Rahim
Mirzakamolov, Ramz Usmanov, Jenisbek Piyazov, Jabrail Idrisov, Masuma Boltaboeva,
Barno Ismatullaeva, Shirin Mamatova, Milena Matmusaeva, young musicians such as Tahir
Usmanov, Alina Qoriyeva, Babur Muhammadjonov, Davron Hoshimov from France, He
was successful in international competitions and creative festivals held in Italy, Austria,
Romania, Belarus, Kazakhstan and other countries. At the moment, their performances and
creative achievements indicate the high level of attention and care shown to the
development of art in our country. The best musical works of world and Uzbek composers,
arias from famous operas and songs were greeted with excitement and pleasure by the
audience. Along with famous works such as George Bizet's “Song of the Toreodor”, Leo
Delibe's “Flower Duet”, Karl Orff's “Luck”, Tomaso Albion's “Adagio”, Manas Leviev's
“Plum Blossoms”, “White Tulips” songs, the aria “Haji Darga” from the opera “Maysara's
Work” by Suleyman Yudakov made an unforgettable impression on the audience. The
scenes shown on the huge screen in harmony with the content of the music serve to better
understand the essence of the work, its philosophy and impressiveness. Every audience felt
that the charm and beauty of Koklam was transferred to the stage in the style of a true spring
symphony through the magical and charming tones of music. This Gala concert was
broadcast live on TV channels.

What is particularly noteworthy is that the observers from foreign countries were
surprised that there is such an orchestra in Uzbekistan, the performance level is high, the
performance is perfect in every way, the performance of the work at a high level according
to the composer's style amazes the guests.

During its creative activity, the youth symphony orchestra toured and performed gala
concerts in all parts of our continent. If we look at history, on August 13, 2016, in Riga, the
capital of the Republic of Latvia, the orchestra performed N. Rimsky-Korsakov's piece
"Shaherezada" and

The “Bayram Overture” by M. Tajiyev was performed at an excellent level. When the
Youth Orchestra went on tour for the first time, the preparation process was extremely
difficult. Dealing with each performer individually, producing clean sounds separately, and
then gathering together with the units, caused fatigue. A great deal of work has been done
by organizing auditions for the orchestra going on this tour every week, memorizing the
difficult parts of the pieces, memorizing the whole phrase if necessary and playing it at
different speeds.

As part of the Culture Days of Uzbekistan, which lasted until September 14, folk art
exhibitions on various topics were organized. A roundtable discussion called “Cultural
heritage of Uzbekistan — in the eyes of the world” was also held. The fact that this event was
held at a high level and received praise from Russian and foreign guests made us all happy.
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Abstract: a large orchestra is inherently very expensive and requires a salary for about a
hundred performing musicians. In addition, there are production, administrative and
advertising costs. A recent study by Flanagan of the current financial situation of orchestra
management found that orchestras are not financially self-sustaining, but costs are at or
below their income level. Because of this financial reality, orchestras must rely on
additional income from private and public subsidies.

Keywords: orchestra, music, art, culture, analysis, research, concert, performance.
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Annomauusn: 60nbuioll opKecmp no coell npupooe oYeHb 0opoz u mpebyem 3apnaamvl
npumepHo  O0fA  COMHU  MY3bIKaHmog-ucnoanumenet. Kpome moeo, cywecmsyiom
nPoU300CmeeHHble, AOMUHUCPAMUBHYIE U PeKaMHble pacxoosl. Hedasnee ucciedosanue,
nposedennoe Daanazanom mexywe2o QUHAHCOB020 NOLONHCEHUA YNPABIEHUA OPKeCmpamu,
NOKA3A0, YMO OPKeCmpbl He AGIAIOMCA CAMOOKYRACMbIMU 8 DUHAHCOBOM OMHOWIEHUU, d
pacxoobl HA Ypo8He UX 00X0008 uau Hudce. HM3-3a smoil uHaHco80lU peanbHOCMU
opKecmpubl  OOJHCHbL NONA2AMbCA HA  OONOIHUMENbHbIE 00X00 3d CHem HACMHbIX U
20Cy0apCcmeeHHbIX CYOCUOUI.

Kntouesvle cnosa: opxecmp, My3viKa, UCKYCCMBO, KVAbMYPA, GHAIU3, UCCIEO08AHIe,
KOHYepm, UCNONIHEHUE.

Flanagan's study of alternative forms of financing serves as a modern update of the work
of Baumol and Bowen, who identified and analyzed the “cost disease” of the performing
arts. From the middle to the end of the last century, labor productivity increased
significantly in all fields except the arts, resulting in higher wages in these fields. Wages in
the arts industry have had to match these increases to attract and retain employees. Initially,
the costs were passed on to the consumer in the form of an increase in ticket prices.
However, after encountering price resistance, the gap between revenues and costs had to be
met through a combination of donations and public assistance.

The development of multiple forms of competing entertainment (film, television, sports)
and multiple methods of sourcing music over time will lead to serious competition for
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entertainment and lower music prices. However, production and management costs for the
orchestra rose, creating an economic dilemma and an untenable market situation. This
scenario is detailed by Hilburn and Gray in The Economics of Arts and Culture. In line with
the notion of the importance of cultural capital, they argue that there is a social obligation to
preserve and support the artistic values that enrich a society and its culture. Arguably,
orchestras and many art forms operate under conditions of "market failure" and therefore
need to receive funding and additional compensation for the benefits they provide. Today's
support of orchestras by governments and donors is no different than “art subsidized by
Austrian, Russian” and others in history.

The level of government support for orchestras varies according to government policies
in different countries. Galinsky and Lenman analyzed orchestras in the United States, Great
Britain, and East and West Germany to determine how they were financially supported. The
current status of orchestras in each region varies depending on their historical background
and individual gift history in each country. The remarkable origins of orchestral music in
Europe allowed for a transition to a significant state subsidy model. Orchestras were
considered an important component of the cultural structure of society.

This level of state support for European orchestras is usually associated with a
significant impact on the orchestra's activities. German orchestras are used and controlled as
instruments of “government-sanctioned culture”. The US does not offer the same level of
oversight and protection, holding that each orchestra is responsible for its own sustainability
and developing its own business plan. The UK uses a system somewhere between the two,
with a mix of private and public subsidies.

Demographic data provided the basis for developing targeted marketing strategies to
attract audiences to orchestral concerts. The goal was not only to encourage repeat visits
from established fans, but also to attract new audiences. Osborn and Rentschler provide
insight into the positive impact of prioritizing different targeting strategies on increasing
orchestra attendance. Their thesis is that if classical music attendance is becoming
increasingly diverse, this will create a need to provide more diverse programming that
resonates well with the modern market.

To achieve this, it is important to truly appreciate and understand the factors in the
repertoire and the corporate interface that serves to develop the overall authentic experience.

Previously, it was considered sufficient to create a passive relationship with the audience
dedicated to the orchestra's artistic and creative choices. This is due to the greater ease with
which consumers can access music, as well as the wider variety of music that has been
around for longer than the general popularity of orchestral music. However, it is generally
recognized that people appreciate many types of music and generally welcome the
opportunity to develop themselves culturally. These challenges suggest that the development
of innovative marketing and communication programs and the diversification of educational
programs should be a key focus for professional orchestras, and will enable them to
resolutely attract and engage new audiences.

Focusing on a small number of orchestras allows for a detailed analysis of organizational
management parameters and their impact on financial and artistic results. Although Maitlis
and Almendinger looked at general themes of orchestra management across a large
geographic area, the findings were too general and lacked a clear understanding of the
practices associated with individual organizations and their associated outcomes. The
effectiveness of detailed analysis through specific case studies to identify organizational and
management patterns is evident in Williams's work. This work has shown that concentrating
research on a small number of orchestras allows for a more detailed analysis of orchestra
operations, and to see the complex design of organizational management. The large sample
sizes used by Maitlisim provided insight into key themes of orchestral management and
internal relations in different geographic regions. In contrast, William's research provided a
more detail-oriented analysis, looking at individual relationships within the orchestra.
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Each country has its own social, political and economic environment. Thus, linking
individual orchestras' internal organizational and management practices to outcomes could
be confounded by broader country-specific factors.

However, it should be recognized that the world economy has become globalized and
there has been significant convergence in management practices between developed
economies. It is assumed that external factors, even if they exist, do not mask any unique
management strategy adopted by the orchestra leading to certain outcomes.

Each country's environment presents unique challenges that each organization must
contend with. This includes demands for government control, labor laws, political
intervention, and economic outcomes. However, each country has some degree of problems
in this area, and any differences here do not negate the comparison of orchestras from
different countries. On the other hand, some perceived disadvantages may be associated
with certain advantages. Thus, increased state control and political intervention can be a
means of strengthening state support.

It will be interesting to compare the organizational structure of different orchestras in
detail. By looking in detail at the type of functional departments and the number of people
involved in specific management operational activities, it is possible to compare the
difference in resource allocation, differential management and productivity between
orchestras. This comparison was found to be very difficult to make. It was found that there
are many unique regulatory and governance factors that must be addressed by specific
orchestrations. This prevented the analysis of specific orchestral positions, where many
positions were unique or overlapped with several positions in other orchestras. As a result, a
direct comparison of the types and numbers of employees in different departments was
deemed inappropriate. Instead, a broad comparison is made between artistic, administrative
and executive departments. Direct comparisons include “orchestral musicians” and “boards
of directors” common to all orchestral organizations. A detailed comparison of orchestral
management and operational performance can be an interesting topic, providing useful
information for arts administrators, government bodies and potential donors.

In addition to paid concerts, the orchestra presents a series of free concerts aimed at
attracting non-regular attendees and people who may not have the opportunity or
opportunity to attend paid events.
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Abstract: holding large-scale events by a symphony orchestra at a high level depends on the
performers. However, at present we cannot imagine organizational and administrative
aspects without management. A simple example: we used to buy tickets at the box office to
go to concerts or events, but now we can easily buy tickets directly from the comfort of our
home through www.iticket.uz or other electronic sites. Of course, these things don't happen
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on their own. Behind this, we can see that methods such as human labor and mental labor
are used, the principles of management and informing the population about this event
through the necessary principles at the right time.

Keywords: music, management, art, internet, program, orchestra, methodology, concert,
performer.
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Annomauyun: nposedenue MACUIMaOHbIX MePORPUAMUL CUM@OHUYECKUM OPKECHPOM HA
8bICOKOM yposHe 3asucum om ucnonanumenei. OOHaxKo 6 nacmosiujee 8pemsi Mbl He MONCEM
npeocmasums  Op2aHU3AYUOHHbIE U  AOMUHUCMPAUGHLIE ACHEeKMbl 0e3  YIpasieHus.
Ipocmoti npumep: panvuie Mbl HOKynamu Ouieml 6 Kaccax, Ymoowvl NOUMu Ha KOHYepmuvl
WU MEPORPUSMUS, HO MEeNepb Mbl MOJICEM JIe2ko Kynumbv Oulemvl npsimo, He 6biX00si U3
c80e20 doma, yepez www.iticket.uz unu opyeue snexmponnvie catimol. Koneuno, smu sewju ne
npoucxoosm camu no cebe. 3a dmum Mvl MOJNCEM GUOeMb, YMO UCHOTb3VIOMCS MAKue
Memoobl, KAaK Hen0edecKuil mpyo u YMCMEEHHbI Mpyo0, NPUHYUNbL YHPAGIeHUs U
ungopmuposanusi Haceienusi 00 MOM COObIMUU Yepe3 HeoOX0OUMble NPUHYUNDL 68 HYICHOE
8pemsL.

Knrwouessle cnosa: my3vika, MEHEOICMEHM, UCKYCCMBO, UHMEPHEM, NPOZPAMMA, OPKeCmp,
MemoOUKd, KOHYEpm, UCHONIHUMEb.

Nowadays, we all use mobile devices. Before, we could listen to weather information
after news programs. But now, in order to prevent any emergency situations, we regularly
receive SMS messages on our mobile devices, about the weather, about the heat of the day,
or about the danger of floods in mountainous areas. Of course, all this is not free, we pay a
small amount for every sms, and in return we receive an important message.

It would be appropriate to work on symphony orchestra management based on the
internal and external working methodology of each team. Because the mandatory
application of management principles can lead to disorganization of the team. Therefore, in
the current changes in the world economy, the field of management is divided into different
directions.

Unfortunately, the symphony orchestra manager training course is not available. But this
obligation is assigned to different workers in all communities. Each team has to support
itself, and the investment made during the year should be higher than the money coming
from the annual budget. That is, compared to the money allocated from the budget, the
money earned from various events and concerts during a year must be more, otherwise this
organization will not only harm the state budget. For this, we should teach our young people
the basics of modern marketing and management in accordance with new, modern
requirements, and if necessary, help them to study in foreign countries, without always
turning to the management with problems.

Let's talk about the methodology of working on symphony orchestra management. Let's
take a closer look at this topic on the example of a simple case.

The audience who came to normal classical orchestra concerts would not even have half
a hall in front of them. Selling tickets was a struggle, tickets were almost always left unsold,
and a solo performer was forced to buy 400-500 tickets. Not to mention advertising. There
were always insufficient funds in the team budget or special account number. The average
price of tickets was from 3,000 to 15,000 sums (taking inflation into account).
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Now, if we take concerts as an example, we are witnessing that the Great Hall of the
Uzbekistan State Conservatory cannot accommodate the audience, and even at every
concert, additional chairs are prepared and placed for the audience. Why did such changes
happen in a few years? It is correct to say that the reason is the attention paid to the current
youth, the return of talented Kurds to our country and the creation of necessary conditions
for them and the opening of all opportunities.

First, concerts, events and open lessons were held in remote villages of our republic with
his youth orchestra, following the tradition of mentor-disciple. they proved in practice that it
is superior to foreign countries, but not inferior. Today, this orchestra has been changed
from the youth symphony orchestra to the state symphony orchestra of Uzbekistan.

The content of the indirect influence of politics on the musical management of a
particular country is determined by whether this country belongs to the Eastern or Western
type of society.

Let's explain this with specific examples using a pair of suggested main functional
characteristics of Western and Eastern type societies.

The first pair: orientation to the material characteristics of society.

For a manager starting his career in a Western-style society, this means that in order for
his management to be effective, he must begin by "ordering" the material part of the
ensemble entrusted to him, consisting of a team of performers, as well as material assets
(musical instruments, concert costumes, notes etc.). The manager should start his career by
changing the composition and character of the team entrusted to him in a way that saves at
least a part of it.

To do this, he will have to turn the ensemble into, say, a quartet or a sextet, select only a
few of the most talented performers and dismiss the rest. The manager can receive the first
monetary contribution for the survival of such a reformed community by selling the vacated
part of the props and giving the right to lease the occupied buildings.

The situation is completely different for the manager. In order to "attract" his team, he
should not reform the material part - he should not reduce the number of musicians. Practice
shows that in eastern-type societies, firing employees in any field, whether it is a tire
factory, the Ministry of Agriculture, or a research group, does not lead to good things.

We would like to note that in addition to material benefits, non-material factors should
not be forgotten. For example, he can offer free advertising for the establishment to the
owner of the hall he likes; they promise that when they become famous, they will always
come to him and give concerts for a minimal fee, attract customers to the establishment, etc.
In a word, the manager appeals to the mind of the owner of the enterprise and offers him to
weigh all the “positive” and “negative sides”, correlate costs and benefits and make a
rational choice.

The rational choice model works only in relationships of equal partners. On the other
hand, the manager, even if he is the “seventh speaker in the cart”, is not an equal partner of
the official of the regional government: it is impossible to equalize their social status “by
definition”. Therefore, it has two alternative models of behavior: either to act as a humble
applicant or to ask for help. In both cases, the main emphasis should be on feelings, not on
logical explanations. In the first case, the balance of power is as follows: The manager is
only the applicant. He knows that his social position is lower than that of a local official.
Therefore, his main task is to ask for qualified help.

Another important psychological subtlety that should be taken into account and used.
When the official begins to cooperate with you, change the emotional tone of the
conversation, turning it into a constructive channel. Form your attitude towards an official
according to the following scheme: “ugly boy” — “good boy” — “good official”. After you
get most of the help, change your positions without any problems: now the official is a
"good dad" (or "good mom"), he can do his job perfectly, you will definitely be a good
leader. You bring information.

29



The last pair: pluralism, the multiplicity of development and functioning logics of
economic, cultural, etc. subjects, institutions, and structures - in Western societies, and the
desire to maximally unify political, economic, cultural, etc. subjects, structures, and
institutions — Eastern type from societies.

The search for the unusual is everything that increases the diversity of this type of
human activity. Only in this case, the manager's work will be most effective, because it
corresponds to the desire for maximum diversity of elements and structures of the Western
social system. Since the stability of these types of social systems depends on the level of
diversity, the performance of a string ensemble manager at the macro-social level is
supported by the social system. Macrosocial support is usually expressed when a person
begins to be lucky: either he “accidentally” meets the right people, then he “accidentally”
receives a preferential loan that he did not even believe in, and then he “absolutely
unexpectedly” makes a famous recording. offers to sign a profitable contract with the
company.

In our country, the tendency to unite existing diversity is a dominant macro-social trend.
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Abstract: the article examines the stylistic features of composer's writing - venerable
composer, state prize laureate, honored cultural worker of the Republic of Uzbekistan F.
Yanov-Yanovsky. Special attention is paid to the dodecaphon method that the composer used
in his Concerto grosso No. 1. Methods of building a musical form, using means of musical
expressiveness of this work are revealed. The author's reliance on Uzbek classical and folk
music is considered, which are reflected in the composer's use of characteristic features of
rhythm, meter, melody, intonation turns of Uzbek macomes.
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Komrmozuropckoe TBOpUECTBO B Y30eKHCTaHEe MPEJCTABICHO MHTEPECHBIMU HOBATOPCKUMU
pElIeHUSIMH B IUIAHE CUHTE3a TPAIULMOHHOTO M HOBATOPCKOTO MOmxoja K (opme, >KaHpy,
00111eMy 3ByKOBOMY KOHTEKCTY MY3bIKaJIbHOTO 1esnoro. denvke SIHOB-SIHOBCKuMit — cOXpaHsieT B
CBOEM TBOpYECTBE HE3BIONIEMbIE OCHOBBI MBINUICHHS BIYMYMBOTO XYJOXKHHKA-TBOpLA —
¢unocodckoe pa3MbIILICHHE, SMOLOHAIBHYIO KOJIOPUCTHKY, IICHXOIOrMYeCKyI0 TOHKOCTb. OH
NIPUAEPKUBACTCS CIIOKUBILIMXCS KAHOHMYECKHX YCTOEB KOMITO3UTOPCKOM MBICIH — OHOpY Ha
nonudoHUYeckoe — pa3HooOpasue, MHOIOOOpa3Hyl0 3BYKOBYIO —TMAIMTPY, MacTepcKoe
UCHOJIB30BaHWE OpKEeCTpOBKU. Taioke OH oOpamaercs M K COBPEMEHHBIM CpeICTBaM
KOMITO3UTOPCKON TeXHUKH. Cpeny HUX 0c000e MECTO 3aHUMAeT JofeKadOHMS.

JonexaoHHBI MeTON KOMIIO3MIMH IIMPOKO NMPUMEHSUICS ero coziaTeieM ApHONBIOM
[11énbeprom. HexoTopbie KOMIO3UTOPBI COCTABIISUIN CEPUM M3 HEOOIBIIOTO YHCIa 3BYKOB (4 -
9), u Takasg TEXHMKa KOMIIO3UIUHU SIBIIsETCS cepuitHod. CepHaibHas TEXHHKA OTIIMYAETCS OT
cepuitHocTH. B Heii ocnenoBaTensHOCTh 00pa3yeTcsl He TOJIBKO CO CTOPOHBI 3BYKOBBICOTHOCTH,
HO TalKe 33JeHCTBOBAaHbI M JApYrHe NapaMeTpbl My3blKaJbHON TkaHM. K HUM oOTHOCSTCA
PUTMHUYECKHE JUTUTEILHOCTH, TUHAMUKA, IITPUXH, HIOaHCHpOoBKa. CepruaibHOCTh B OCHOBHOM
TIPIMEHSIETCS] SNM30AMYECKH B KPYMHOMACIITAaOHBIX Mpom3BeneHHsX y bymesa, BebepHha,
[Tokxray3ena. [loqHOCTBIO B 3TOH TEXHUKE, K TIprMepy, AHTOH BebepH counnm «[1aTh mhec
1t opkectpa». CepuifHast My3blka ObUTa B IIEHTPE BHMMAHHS KOMIIO3HTOPOB B Pa3IMYHBIX
CTpaHax 10 CEpeauHbI NpOUUIOro Beka. Ero ObII 3aMHTEpEecOBaH B CBOE BpEMs JaxKe
CrpaBuackuii. B 60-x romax emg Oornee CIIOKHBIE CHCTEMBI B MY3BIKAJIBHOW KOMITO3HUIIUU
npumensiy [Isep byne3 u Kapn [lrokxray3en. Ha npenBocxuiieHne NpuHUMIIOB OCTPOSHUS
Jonieka)OHHONW Cepur B TBOPUECTBE KOMIIO3UTOPOB PA3IMYHBIX 30X yKas3bIBaeT O. JIeHHCOB:
«IIporiecc xpomaTu3alvu napayuieibHO MIET U B PA3BUTHH TAPMOHUYECKOTO si3biKa. Beé yarte
CTaJ TIOSIBIISITBCS CO3BYUHSI, TI0 CBOEMY 3BYKOBOMY COCTaBY CTOSIIME BHE JAHHOIO JIaja, W
KOMITO3UTOPbl HMHTYWTHBHO YK€ OIIyIIaJd HOBBIC 3aKOHBI JBWKEHHA rapMoHnmn. C
CaMOCTOATENIbHBIM, BHEJIAJIOBBIM MPUMEHEHHEM rapMoHur B MYy3bike X VIII—XIX BekoB MbI
BCTPEYaEMCsl JHMIIb KaK C MCKIIOYEHHEM, TaK Kak BeAylleld OCTa€Tcs CHCTeMa TATOTEHHH K
TOHAIPHOMY HEHTpPY, ¥ TPUMEPHI BHE(YHKIMOHATEHOW TPAKTOBKH TAPMOHHH CKOpEEe MOKHO
HaiiTh B Magpuramax XVI Beka, HeXenw B MOCIE0axXOBCKMH TEpHON, KOrja TI'apMOHHS
CTAHOBHUTCS OCO3HAHHO (DYHKIMOHATBEHOW [1].
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Spkuit Tematusm “Concerto grosso Nel” @.fIHOB-SIHOBCKOro HposSBUICA B caMOM TeMe
BCTYIUIEHHS, YTO U SIBUJIOCH TIEPBBIM MMITYJIBCOM KO BCEMY MY3bIKAIBHOMY M3/0XeHnro. OHa
TIPEIENIBHO SICHAsI C YETKUM METPO-PUTMHYECKUM JIEJICHHEM OIpE/IeisieT TJIABHBIM NMIIEpaTHB
counHeHus. Jlanee, Tema uM3naraemas C IEpBBIX TAKTOB 3aXBaThIBACT BHUMAHHE CITyIIATEIIS
CBOGH pa3MEpEeHHOW apXHTEKTOHWKOH, B €€ XapakTepe OTpakeHa HeKas MOIHas
MOHyMEeHTaJIbHas criia. 11 oHa HammcaHa kak jponekadonnas cepus[4]. CrpoeHne nepBoit 4actu
Concerto grosso peleHo B He00apouHOM CTHIIE, a UMEHHO BapHAaLLOHHOH (GopMme ¢ pU3HaKaMu
poHaansHOCTH. Tema — ceprsi MHOrOKpaTHO TIOJIBEPTaeTCs PUTMHUYECKOMY U (DHUTypAIIIOHHOMY
BapbUPOBAHMIO. YeM JO0CTUraercsi MOHOTEMaTHYeCKOe M MOHOWHTOHAIIMOHHOE Pa3BUTHE BCEH
nepBoi 4actu. JlaHHBI TpWHOMI pa3BUTHS (sSIpo +pa3BEPThIBaHME) OBUI XapaKTEpHBIM,
ONPEIENSIONM CTHIMCTHIECKMM TPUEMOM B U3JIOKEHHH MY3BIKAJIGHOTO Marepuaia Jyis
OapouHOii My3bIkH. Ho, B JaHHOM ciydae, KOHEYHO TIPOMCXOAWT TpaHchopMarms
TEMaTHYECKOr0 3epHa IyTEM METPO-PUTMHUYECKOTO BapbUPOBAHMS, YEM JIOCTHTAETCS WHAs
MEJIOJIMKO-PUTMHUYECKAsT XapaKTepHOCTh TeMbl-cepuu. [lomudonrdeckas dakrypa pa3BuBaercs
TPYIIIOBBIMH H3JI0KEHUSIMH COJTMPYIOLIEro KBapTeTa, EPBBIX U BTOPBIX CKPUIIOK C aJIbTAMH, U
HIDKHEH CTpYHHOM Tpynmol — BHOJIOHYENed ¢ KoHTpabacoM. TpéXcloHHOCTh OpKECTpPOBOIA
(akTypbl TaKUM 00pa3oM 0OECIIeurBaceT JIBIKEHIE (PAaKTyPHBIX TIACTOB MY3bIKaJIbHOM TKaHU —
BEPXHEr0 — COJIMPYIOIIETO, CPEIHEro — PUTMHYECKOTO M HIDKHEro — 0acoBoro. JTH TUIACThI
HHOTJIa MEHSIOT CBOU (pyHKIMHU perbeda U (oHa.

B My3bIKalbHOM H3JIOKEHUH TPOW3BE/ICHUS IIPOCIEKHMBACTCS COBMeENICHHE (DYHKIHI
yactel, K TpUMepy IIePBOHAYATIBHOE H3JIOKEHUE TEMBI-CEPUM TAKXKE COICPKHUT B cebe
(YHKLMIO BCTYIUIGHUS, YeEMY CIIOCOOCTBYET HadaIbHOE OTHOT0JIOCHOE OPKECTPOBOE tutti.

Slpkasi ¢ TYHKTHpHBIM PHTMHYECKHMM pPHCYHKOM TeMa B MapTUM aibTa, KOTOPOM
KOHTPAITYHKTOM H3JIarac€TcCs BTOpasd TEMa B MMapTHUH CKPUIIKHA — HHTOHAIIMOHHO POJICTBCHHEI. HO,
3TO CXOJCTBO HE JIMIIAIOT KAKAYIO U3 TEM SIPKOH XYI0)KECTBEHHON MHAMBUAYaIbHOCTU. Takas
TeMaTH4ecKasi pPacIBEYCHHOCTb JOCTUTAETCS MyTEM PUTMHYECKOW MNEpEOpHEHTALs CEpUM.
BapuanmoHHOCTh OCHOBaHa Ha MPOBEJCHUU TEMBI U (PUTYPAILIMOHHBIX BApUALMN — YTO CO3/1aéT
POHIATIBHOCTH MO THIY CTapuHHOTO poHmo — A,A1,A,A2,A A3 nt.a. Crnemyer oTMETHTh H
YepThl COHATHOCTH mpucyrcBytome B l-gactu “Concerto grosso Nel” koTopwle Takke
YKa3bIBAIOT Ha €r0 HEO0APOUHYIO XapaKTEPHOCTb.

Bropast wacTe — nHMpUKO-IpamMaTHYECKUi LEHTp npousBeneHus. OOpasHoe coiep)kaHue
BTOpOM 4acTH, Largo , HEMOCPEACTBEHHO CBSI3aHO C APaMaTyprUYeCKUM HAIPsHKEHUEM IEPBOM
yactu. IlepBoHayanbHBIA 00pa3 MOKHO Ha3BaTh CKOPOHBIM OLICTICHEHWEM WM MPAYHBIM
pasmpiuieHreM. Kommnosurop obparmaercss K MHOTO3HAYHOCTH, BO3BBIIICHHOCTH U CTPOTOCTH
0aXOBCKOro Xopajia, K BRIPa3UTEIbHOCTH JIAMEHTO3HBIX UHTOHAIM [2,102].B HéM mposiBIIIOCH
MAacTepcTBO KOMIIO3UTOpa B IUIAHE CO3MaHHMS OECKOHEYHBIX MEJIOANYECKUX JIMHUH B
nonudoHndeckor akrype. YuTeHsl TeMOPOBBIE XapaKTEPUCTUKH UHCTPYMEHTOB CTPYHHOT'O
OpkecTpa, ¢ Ooraroil HaIUTPON JMPUKO-APAMATHYECKOrO 3BYYAaHWS PA3IUUHBIX TPYIII
CTPYHHBIX MHCTPYMEHTOB. PHUTMHM4YECKasl CTPYKTypa CHOKOHHO-ypaBHOBEIIEHHAs, MAPTHTypa
HACBIIIEHA XapaKTepHBIMH (aKTypHBIMH “B30OX aMH, “‘BCIDIECK aMH, IUHAMHYECKIMH
B3J€TaMU U CIycKaMH. Pa3BuTHE MY3BIKaJIBHOTO MaTepHaia OCYIIECTBIAETCS KaHOHUYECKIMH
MMUTAIMSIME MEXTY COJMPYIOIIMM KBapTETOM M OPKECTPOBBIMH ToOJOCaMH. Menmonuueckoe
Pa3BUTHE HANPABJIEHO K BEPXHEW KYJIbMUHALMOHHON TOUKE BCEH YacTH, MOCIE YETO CITYCK K
OCHOBHOMY TOHY OCYIIECTBIISCTCS PAKOXOAHOM WMHUTalMed HAYaJbHOTO TEMAaTHYECKOTrO
npoBeaeHns. Takum 00pa3soM YacThb APXWTEKTOHWYECKH TIPEACTaBJICHA CHMMETPHUYHO
PACIIONOXEHHBIM BCTYIUICHHMEM, OCHOBHOM YacCThIO M 3aKJIFOUEHHEM. 10 ecTh, OT Hayayia K
KOHI[y BTOPOM YacTW TEpEeKHHyTa TeMaThWdecKas ‘“‘apka”, 4ro emé Oomee ykperuiser eé
KOMIO3UIIMOHHOE CcTpoeHue. K 3ToMy Hajmo M00aBHUTH TO OOCTOSTENHCTBO, YTO ITOAOOHOE
CTPOECHUE MENOJMYECKON JIMHUM C IMOCTYNEHHBIM JBIKEHUEM, C 3aBOEBBIBAHMEM BCE BBILIEC
CTOSIIIMX CTYNEHEH, W C pacllMpeHHreM Auara3oHa BEeCbMa XapaKTepHa U1l TeMaTHYECKOro
pa3BuTHSA B y30EKCKHX MaKoMax [3].

ITyTe ckBO3HOrO 00pa3HOTO Pa3BUTHSA OT TEPBOH, a 3aTeM BTOPOM YAacCTH MPUBOIUT K
TpeThel, Basso ostinato, KOTOpyt0 MOXHO Ha3BaTh caMOM CIIOKHOM 110 00pa3HOMY COJEP)KaHHUFO
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Y KOHCTPYKTUBHOMY 3aMBICITY YacThio TipomsseseHus [2, 103]. Tema “Basso ostinato” — tarke
NpEe/ICTaB/ICHA B BHUJE Cepul. B clneacTBMM NpUMEHEHHs CEpUIHOM TEXHMKU BO3HUKAIOT
IUIOTHBIE, ~ XPOMATH3UPOBAaHHBIE  AaKKOPAOBBIE  IOCIEAOBaHMA.  SIpKUM  CpEICTBOM
BBIPA3UTEIFHOCTH BBICTYNAeT pUTMHUECKoe odopmieHne (axrypsl opkecTpa. B maprusx
CONUPYIOLIEr0  KBapTeTa  MpPEACTABICHA  OTYETIMBAs ~ XapaKTEpPUCTHKA  OAWHOKOIO,
CONpOTHBIIAIOIIErocs repost. PaxTypa paccianBaeTcs Ha TPU COCTABIISIOIIMX IPYIIIBI OPKeECTpa,
I7le U3HAYAIBHO |- CKpHIIKa, a 3aTéM U BECh COMUPYIOIMHA KBapTeT COCTaBISAIOT OAWH ILIACT
MY3bIKQJIbHOM TkaHW. Tema — cepusi 3By4MT B OSTOM IUIaCTe€ B HHOM PUTMHUYECKON
riocieoBarenbHOCTH. OCHOBHOM — HWKHHMH IUIACT (aKTypbl COCTAaBISIIOT KOHTpabac H
BuonoHuenu. Cepust B HMX 3BYYaHMH MMEET XapakTep TpPO3HOrO HATHUCKA, HEMHHYEMOTrO
CTeUeHHs1 00CTOATENBCTB — (paTyma. TpeTwil miacT — pUTMHYECKHH KapKac B MapThsIX 2-X
CKpHIIOK OpKecTpa U KBapTeTa C CeKyHJOBBIMM U TEPLIOBBIMH aKLIEHTaMH CO3Ja€T MOCTOSHHYIO
PUTMHUYECKYIO (PUTYpALMIO, CBOEOOPa3HYIO PUTMO(OPMYITY TPEBOXKHOIO XapaKTepa.

B mocTtpoeHnM My3BIKQIBHOM TKAaHU NOMHMO CaMOW CEpUU HCIONIB30BaHA €€ MHBEPCHS,
M3HAYaIbHO M3JlaraeMas B MapTUM ajbTa COJIMPYIOLIEro KBapTera. Tema-cepus UMeeT SIBHBIN
XapakTep TATOTEHWS K TOHHYECKOMY LEHTpY. DTOMY TaKkKe CIIOCOOCTBYIOT BKIIFOYEHHE B
MeJIOAMYEeCcKOe IBIKEHHE oneBaHus TOHUKH depe3 VII nmoseiennyo u 11 Huskyro cTynenu.

Hcnonb3oBaHue pUTMHYECKHX KAapKacoB, WIM PUTMOGOPMYI C  HAIMOHAIBHBIMU
XapaKTepUCTUKAMH, KOTOpbIE BOCIIPHHUMAIOTCSI KaK YCyib — (HeM3MeHHas putModopMmyinia Ha
NPOTSUKEHUH  BCETO MPOU3BEACHUs); IpeoliiajaHue JIaJoBbIX OCOOEHHOCTEH Y30EeKCKOi
KJIACCHYECKOH MY3BIKH (MakoMbl) WK (OJIBKIOPa; CTPEMIICHHE K TOHKOH MHIUBUIyaIH3alluy
HMHCTPYMEHTOB OpKecTpa — TeMOpoBasi JApamaTyprusi, BO3pacTaHHE pPOJIH COHOPHOCTH;
noiupoHn3anys  GakTypsl — NOMHGOHMS IUIACTOB;, MOHOMHTOHAIMOHHOCTh (CEKyH/I0Bas
MHTOHALIMS «CETr0X»), MOHOTEMATH3M (CepHsi, WM MEJIOJMUECKHUE TOCTPOSHHSI 3aMCTBOBaHHbIE
M3 KJIACCHYECKON WIM HAapOXHOM MY3BIKW); HACBHIIIEHWE TAPMOHHYECKOW BEPTHUKAIM 3a CUET
npeodiaaHusl HaTypPaIbHO JIAJIOBBIX COOTHOIICHHH B aKKOpAOBOW (hakType, B CTPOSHUH
MY3BIKIBHOTO LIEJIOTr0 — OMopa Ha KIIaCCHYECKHe TMPUEMBI KOHTPACTa M COMOCTABIICHUS YacTeH
LIENOro, HA WHTOHAIMOHHYIO pa3pabOTOYHOCTh — KakK MEPEOCMBICIICHHE COHATHOCTH,
POHIATIBHOCTE C BapbUPOBAaHHMEM — KaK KajeiIockon COOBITHH, HMHAYe TOBOPS —
KUHEMaTOorpaMaHOCTh; TPEXYACTHOE PEMPU3HOE CTPOCHUE — KK YCTOSIBILIASICS, TPAUIIOHHAS
(dopMa M3JIOKEHHST MY3BIKAJBHOTO IIENIOr0. 3aMeTHA TEeHJCHIMS OpPHEHTAIlMM Ha CTPOSHHUE
MY3BIKaJIBHOTO IIEJIOr0 MPECTABICHHOrO B y30€KCKOW KIIACCHYECKOH MY3BIKE, B YaCTHOCTH —
MaKOMaxX, YTO MpOSBIIETCS B CXOKECTH IIOCTEIEHHOTO M MOCTYIEHHOTO BOCXOSIIIErO
JBIKEHNS K KyJBMUHAIIMM W CITyCKa C HAWBBICIIEH TOYKM 3MOIMOHAIBHOIO HATPSHKEHUA K
OCHOBHOHM HIDKHEH omope — ¢ «(ypoBapaoM» (3aKIFOUMTENbHAS YacTh MY3BIKAIBHOTO
U3JIOKEHHS) B MaKOMaXx.
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Abstract: the article is devoted to the issue of sound engineering of theatrical performances
and holidays and the peculiarities of this type of artistic creativity. At the same time, special
attention is paid to the joint creative activity of the director of the event and the sound
engineer. Reveals the main functions of the sound engineer of mass events and
performances. Defines the specifics of the interaction of specialists in the group of sound
engineers.

Keywords: sound engineering, sound engineer functions, interaction in a group of sound
engineers, sound engineer of mass events.
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Annomayusa:  cmamvs  NOCEAWEHA  BONPOCY  38VKOPENHCUCCYPbI  MeampanbHbiX
npedcmasneHull U Npa3oOHUKO8 U OCOOEHHOCMAM 3M020 68Udd XY00HCeCmMBeHHO20
meopyecmea. Ilpu smom ocoboe 6HUMAHUe YOeTAeMCsA COGMECHHOU MEOPUeCcKoll
O0eamenbHOCImU  pexcuccepa Meponpuamus U 38yKopedcuccepa. Packpvieaem ocHosHble
dyHKkyuu  38yKOopedcuccepa  Maccosvix Meponpusmuii  u - cnekmakneil. Onpedensem
0COBEHHOCTU 83AUMOOEICIBUS CHEYUATUCTIOS 8 SPYNNE 36VKOPEHCUCCEPOS.

Knioueswie cnosa: 38yxopescuccypa, QyHKyuu 36yKopexcuccepa, 83aumooeticmeue 6 cpynne
38YKOPENHCUCCEPOB, 38VKOPEHCUCCED MACCOBBIX MEPONPUAMULI.

Sound direction is a kind of artistic creativity related to sound dramaturgy and the
birth of audio concept, creation of audiovisual images, new sound, as well as the process
of its processing. Modern sound directors, first of all, are familiar with the technical
subtleties of this process, know everything about acoustics and the physics of sound.
Usually, these are people with musical education.

Good technical listening is one of the key professional skills for a sound director. It
allows you to easily clarify the virtual audio space, determine the advantages and
disadvantages of the sound. Today, it's hard to imagine a public celebration without a
sound director behind a multi-channel sound console, and sometimes only using a tablet,
controlling it from anywhere in the hall. Sound direction specialists are an integral part of
the directing and staging team of theatrical performances and celebrations.

In the modern world, due to the development of technical progress and rapid changes
in audiovisual technologies, the sound director of theater performances and holidays is
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faced with the problem of not only knowing the technology, but also looking for unique
sound solutions for the stage project.

Taking into account the variety of public holidays and the specific characteristics of
the places where they are held, it is worth noting the complexity of the process of
sounding these places. After all, in addition to knowing the basics of sound direction,
accurate mathematical calculations are also required: the technical power of the
equipment, the amount of equipment, its location, logistics, installation of the equipment,
maintenance, etc. Working as an artist to create a musical dramaturgy of a holiday project,
a sound director of theatrical performances and holidays should be able to express his
creative thought in a clear sound score, understand the world of music, know musical
terms and concepts (tempo, rhythm, interval, chord, etc.), must understand phonogram
recording technology, create original musical works and mixes, use special effects and
synthetic sounds.

When working with musical groups and performers, the sound director must know not
only the methods of placing them on the stage and sounding, but also the specifics of
rehearsals, correctly drawing up a schedule of sound checks (soundcheck), as well as
being indicated by one or another performer and must meet pre-approved requirements.
One of the important issues of voicing a certain space is the issue of the psychology of
sound perception, which is related to the characteristics of the hearing apparatus and the
musical requirements of the audience. Determining the contingent of the audience gives
the sound engineer a clear understanding of the choice of specific technical parameters of
the sound equipment, its correct placement and use. In each individual case, an individual
sound field is created for each creative project. In this matter, the sound director of
theatrical performances and holidays relies on the professional staff of the technical
director of the project, stage sound directors, sound engineers and other sound
technicians.

Taking into account that nowadays almost all celebrations and performances cannot
take place without the sound of the scene, you need to navigate in the huge information
field of this specialty and choose the right resources for your tasks.

All this is a complicated, but very interesting process of working on the
implementation of a directorial plan in cooperation with the director of a theater
performance or holiday.

In the practice of theaters, cinema, radio and radio broadcasting, as well as in the field
of management of shows and events that we are interested in, “musical design”, “sound
solution”, “noise control”, “music break” and other concepts are often encountered.
However, all of these terms are related to the three main concepts of sound direction:
music, noise, and sound decoration or design. Music includes various works and forms
belonging to this genre. As for the noises, we include all the sounds in the world around
us. The concept of sound decoration, design includes everything that we now call a
phonogram. It also includes various synthetic sound samples (samples) and effects. If
music and noise have been present in directing activities since the beginning of the
theater, the sound design of theatrical movements appeared with the emergence of sound
direction and, first of all, with the development of technological progress. The
combination of these technical innovations and the ability to amplify sound initially
eliminated the backstage noise crew and later removed many orchestras and choirs from
the stage. In their wake, he pulled out a huge arsenal of instruments and sound-emitting
devices. With the further development and improvement of the technique, the rapid
emergence of new equipment and the popularization of new sound technologies, the
renewal has not only simplified the sound design process that has existed for years, but
also led to the expansion of the creative possibilities of the director. Sound direction, as
mentioned above, is an integral part of the staging process. To this day, the director
occupies the first place in the matter of sound. However, the voicing process is directly
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related to the recording technique. Thus, with the emergence of new technologies, a new
creative unit — the sound director — appeared.

Modern means of communication lead us to the emergence of new technologies and
the development of devices that require fine-tuning and maintenance by a high-level
specialist. It should be noted with confidence that the sound director is not only a
participant in the creative process, but also a modern artist of the sound design of this or
that project. Its success directly depends on the professional level of the creative team.

The main duties of the sound director. The sound director is responsible for all the
sounds in a theater performance or celebration. Its main task is to create a sound solution
that clearly and completely reveals the director's idea of the events that are happening,
conveys the character of the characters and their emotions, creates a sound picture of the
action scene and causes an emotional reaction in the audience. consists of If the director
creates visuals on stage, then the sound director creates the sonic “look”. It is this addition
of sight and sound that doubles the impact on the viewer. The sound director as a
composer — writes the sound, as a conductor - controls the sound of each performer.

The main functions of the sound director of theatrical performances and events are as
follows:

* The main task of the sound director is the competent management of audio streams.
He determines and is responsible for what and how the audience hears, which audio is
played in the background and which is broadcast;

* Sound director - artistic voice is the creator of the image;

* Sound director - creates high-quality audio in all aspects (volume, musical balance,
tonality, timbre, technical and natural noises);

* The sound director controls the entire acoustic system during the entire event;

* Sound director - works as a designer of the sound field in non-traditional scenes of
performances. That is, it works on the acoustic deficiencies of a certain space where the
event is taking place.

The professions of director and sound director are very close to each other in the
creative process and many concepts are similar. For example, in directing there is the
concept of mise-en-scéne, and in sound directing there is misanphonation, that is, the
placement of sound in space. If the director works with the performer, then the sound
director works with the voice. The director creates an artistic image, the sound director
creates a sound image. Both have common concepts: dramaturgy, design, theme, plot, etc.
But the process of working on the project itself is a single union of the director's and
sound director's thoughts, image and technical image.

The work of the director and sound director is a single, collective process in which
artistic sound goes through to create an image. Therefore, it is very important to have
direct contact with the director himself to determine the idea and mission of the event. At
this stage of the studio work, the main features of the music for the future performance,
such as character, genre, period and theme, are determined. This is followed by an
important process of selecting phonograms, sounds and noises. At this stage, the sound
director looks for the necessary compositions that match the theme, idea and function of
the theater performance. As a rule, every sound director has his own database or sound
library, which contains musical tracks of various themes and genres that the sound
director has collected during his work. If the sound library does not have the necessary
compositions, then the sound director turns to the search for other sources, including
using the sound library of Internet resources. A professional sound engineer often offers
to create new soundtracks - in this case, the sound engineer works directly with the
composer and arranger and records the composition they create.

Often, due to the large number of teams and performers involved in holiday projects,
there may be no way to adjust the sound. This stage requires knowledge of the technical
characteristics of microphones and the characteristics of the human voice or musical
instrument. There are no specific recommendations for recording, because the signal of
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different voices and instruments received by different microphones in different acoustic
conditions requires an individual approach. As a rule, experienced sound directors almost
unconsciously adjust the sound based on the acoustic characteristics of the room and
microphone set up in the studio, because they know these characteristics in advance.

The final stage of preparation is the assembly and editing of phonograms. Here, work
is carried out on shortening or lengthening of the composition, correcting the mistakes of
the performers during recording, and direct Swedishization of the musical track. During
the editing process, it is very important to avoid differences in the speed, level and
character of the music. It is also important to think about logical musical beginnings and
endings for connected parts. In this case, the tonality between the works and its rhythm
should be taken into account. Transition from one phonogram to another in an unfinished
musical phrase is not completely correct. The assembly process should be approached
carefully.

At the stage of the implementation of the event project, the sound director is joined by
the entire sound director's team (sound operators, sound technicians, fitters, sound director
of the festival area and objects, DJs, sound directors of performers, etc.) to work with the
sound director's team, all its participants and their It is important to know the functions.

Sound director (see Audio Engineer, Sound Director) is a creative profession related
to creation of artistic sound images, formation of sound dramaturgy, sound concept,
creation and processing of new sounds. A sound director is a specialist who has a musical
or special education and is involved in the creation of a sound image. His working tool is
his ears.

A sound operator (sound engineer, soundman) is a sound recording and sound
processing specialist who carries out technical control in accordance with the tasks set by
the sound director.

Sound engineer (sound engineer) - develops installation schemes and installs sound
equipment.

The sound director of the Monitor group is involved in sounding the scene and
managing the sound field.

Microphone group operator - ensures the placement of microphones, controls the
microphones during operation.

A mechanic is an equipment maintenance specialist.

The sound director must have a plan for the rehearsals of the teams and performers.
Rehearsals are the creative process of a sound director's work. The ability to choose the
right settings and sound balance is the key to success and a good atmosphere among
performers.

The process of adjusting the sound equipment is completed at least half an hour before
the start of the event. It's almost impossible to review everything during rehearsal, and
most of the event is spent directly in the workflow. Events in the style of "live sound" are
the work of a professional sound director with sound experience: game scenes, presenters'
texts, presenters' performances, amateur and professional teams and performers. As a
result, the audience's emotional reaction to the “live sound” and the performers are
grateful for the fact that the stage space has become a comfortable sound space. Another
feature of the sound director of performances is the duration of the events taking place:
from several hours to several days. Meanwhile, a group of sound directors is like a single
organism living in one project

Many directors of shows and events have permanent directing and production teams.
The long-term cooperation between the director and the sound director optimizes the
preparation stage and allows for complex staging tasks to be completed in a short time.

The development of techniques and technologies in the field of sound direction opens
up great prospects for sound artists. All this leads to the creation of projects and theatrical
performances that will endlessly surprise the viewer. Currently, there are many subtleties
in the installation of a technical complex and the creation of an artistic acoustic space. But
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these technologies can be mastered by the most highly qualified specialist in the field of
sound engineering. Today, sound direction is an interesting creative process that rightfully
belongs to the type of artistic activity in the field of theater art.
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MHorue BelrKie My3bIKaHTbI padoTajIi B pa3HbIX CTpaHaX MHPA, CIIOCOOCTBYS Pa3BUTHIO U
000TaIeHNI0 MY3bIKAJIBHOTO MCIOJIHUTENBCTBA M TIE€aroruky. J{octarouHo Ha3bplBaTh MMeEHa
Opunepuka Ilonena, ®epenna Jlucra, Moranneca bpamca, Kamumsa Cen-Canca, Cepres
PaxmanunoBa, Hukomnast Mernepa, Ceprest IIpokodsesa.

B MupoBOil HCIIONMHWUTENBCKONH HayKe C YCIEXOM pa3BHBAIOTCS M BHEAPSIOTCS HAYIHO
000CHOBaHHBIE TEOPUH, MPAKTHKU U TPaJUIMH PA3HBIX HAIMOHAIBHBIX (POPTEIMAaHHBIX IIKOJI,
SIBISIIOLIMXCS ~ TeHepaTopaMHM  TBOPUECKMX MeTomoB M waell. [lmanuctel  ciemyror
HCTIOTHUTEIILCKIM M METOIMKOIIEIATOTMYECKUM TIPUHIMIIAM B COOTBETCTBHH C COBPEMEHHBIMH
CTWIECBBIMH TEHACHLMSIMUA M COLMOKYJBTYPHOH cpenoi. Ha ocHOBe pe3ynbTaToB Hay4dHBIX
WCCNIEJIOBaHNN B JIAHHOM OOJNAcTH OHHM JIEMOHCPHPYIOT ~MOIM(HUIMPOBAaHHBIE (DOPMBI,
TIPEICTABIISIONIME COOOM KauecTBEHHO HOBBIE 3BYKOBBIE SIBJICHHS, CBHUJICTEIHCTBYIOIINE O
CTUJIEBOM MHOYKECTBEHHOCTH, MCIIOJTHUTEIHECKOH KYJIbTYype B CAMOM IIMPOKOM €€ IIOHMMaHHH,
ACTETUYECCKUX MPUOPUTETAX COBPEMEHHOr0 (hOPTEITMaHHOrO MCKyccTra [1, 693].

HarnpionaneHbli BKJIag B pa3BUTHE Y30EKCKOM MY3BIKAIBHOW KYJABTYphl BHecnH I eopruii
Mymiens, Anekceit KoznoBckuii u MHorue npyrue. Opranuzaiysi MeXxXIyHapoaHbIX (ecTuBaseit
W KOHKYPCOB, JHEH KyJbTYpbl HAalMOHAJBHBIX PECIYOJMK HMMEET CBOM TPAJUIUHA |
TPO/IOJDKEHUST KaK BaKHEWINMH (aKTop COTPYJHMYECTBA, OOMEHA OIBITOM, OJaroTBOPHO
CIOCOOCTBYSI Pa3BUTHIO MEXKYJIBTYPHBIX KOMMYHHKAllMH, KOTOpBIE MPUOOpETH HOBOE
cozmepkanre B Hamie Bpemsi. «l TOMbKO ¢ OOpeTeHHeM HE3aBHCUMOCTH, - IOIYEPKHUBAET
3aCIy)KCHHBIN JiedTenb WCKycCTB Y30ekucraHa u Kapakanmakcrana, npodeccop Kadeaps
crienmaibHoro  QopremmaHo [ocymapcrBeHHOW — koHcepBaTopuu  Y30Oekucrana —Odenust
IOcymoBa, - mepex My3blkaHTaMH Y30€KHCTaHA OTKPBUIUCH IIMPOKHUE BO3MOXHOCTH IS
y4acTHs B MEKIyHapOIHBIX KOHKypcax, (peCTHBAJSIX, Macrep-Kiaccax, IZie OHH Cpa3y Ke
oOpatmnu Ha ceOs BHMMaHHE CBOWUM TAJIAaHTOM U mpodeccHoHatm3sMom» [2, 5] u,
JEHCTBUTENBHO, HE IIEPEYECTh BCEX TAIAHTOB, MY3bIKAHTOB-HCIIONHUTENEH, U B YacCTHOCTH,
[IMAHUCTOB, YTBEP)KICHHBIX HA MHPOBBIX MY3BIKAIBHBIX CLEHAX, SAPKO U CaMOOBITHO
MPOIEMOHCTPHUPOBABILINE UCIIOHUTEIBCKOE HCKYCCTBO Y30€KHCTaHa.

B roznpl He3aBUCUMOCTH MOJIOZIbIE Y30EKCKHE MY3bIKAHTBI CTald y4acTBOBATH B KOHLIEPTax
Ha TONy4YEeHHE TPAHTOB OOy4EHUs] B 3apYOSKHBIX OOpa30BATENIBHBIX YUPEKICHHSIX... ITO
OTKpBUIO HOBBbIE BO3MOXKHOCTH U IIEPCHEKTHBBI MEXKKYJIBTYPHBIX KOMMYHUKALMH, W3y4eHUs
MHpOBOrO OMbITa. Tak, aBTOp 3THX CIPOK, O3HAKOMUBIINCH C MEXKYJIbTYPHBIMU
00pa3oBaTebHBIMU MPHHIIMIIAMY, 3aWHTEpEecoBaliach CTapTyiomed nporpammoii AMA (Art
mayjor Asia) FOxxno-Kopeiickoro YHuBepcurera UCKyCCTB, BKIIOUAOIIAst B ce0sl 00yueHue Ha
OCHOBE T'PaHTa C MPEJOCTAaBICHUEM €KEMECSYHOW CTHIICHOWH, U pellia IonpodoBaTh CBOH
CHJIBL, IPUHSIB yYacTHe B JAHHOM IporpaMme.

Moe 3asiBiieHHEe OBLUTO MPUHSTO U CTAJO yAadeH B Moeil kim3HuU. [lodyduB oTBeT, s penmia
NOeXaTb YYUTHCS B JIAHHBIA YHHUBEPCUTET, YTO CTAIO BaXKHBIM 3TalloM B MOEM TBOPYECKOM
Ppa3BUTUH U PO(ECCHOHATIEHOM POCTE.

B Pecmry6mmike Kopest s1 mo3HaKoMmach ¢ 00yJaromiIMUCS B YHUBEPCUTETE CTYICHTAMH 13
Hentpamproit n KOro-Boctounoit Aswmm, 9TO 00BEIMHMIIO HAC B CTPEMJICHHH OCBaWBaTh
MY3bIKaIFHOE UCKYCCTBO ITI0 MHHOBAIIMOHHOH 0Opa3oBaTeNIbHON IporpaMme, 0OOoramiaTh CBOM
JyXOBHBIF MHp HOBBIM BOCIHTAHHEM, 3HAHMEM U ONBITOM. Ha MpOTsDKeHHM 4eThIpex MecsIeB
MBI U3y9aTd KOPEHCKHUH S3BIK, KOTOPBIA OBUT IS HAC HE TOJBKO CPENCTBOM OOIICHUS, HO U
CPEICTBOM IOTy9EHHSI BO3MOXXHOCTH 00pa30BaHMSI.

YHUBEpPCHUTET MCKYCCTB HAXOAWTCS B OJHOM W3 TpeCTIKHBIX paifonax HOxuont Kopewn,
KOTOpBIN HazbBaeTcs KanrHam. PsmoM HaxomuTest GONbIIoi KOHIIEPTHBIH 3aJ1 ¥ OIIEPHBII TeaTp
B (opMe HAIMOHATIHHONH MY)KCKOH MIanKH. TaMm jke TOMOIMA W TAHIYIOIIHMH TOX MY3BIKY
¢ontan. Atmocdepa BO3IE KOHCEPBATOPHM 3aMmedaTenbHas. Mol  mpodeccop 10
cnerpansHocT! MM Jixonr Tn, Beimycknuk mkonsl Jhxymuapa B Hero-Fopke, CILIA, roBopui
CO MHOM Ha aHTJIMHACKOM, YTO O0JIer4ajo MHE C HUM CBOOOIHO Pa3bsCHATHCS, HO IPYIIIOBHIC
3aHATHSI BCe OBUIN Ha KOpEeHCKOM si3bIke. [1epBbIit rox ObLT UTst MEHSI CaMblii CIIOXKHBIM, TaK Kak
IUIOXO TIOHMMaJIa, O YeM HAET pedub. K TperseMy Kypcy s y»ke CBOOOIHO MOTJIa TOBOPHUTH Ha
KOPEHCKOM SI3BIKE.
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B ronpr yuedst B Oxxn0-Kopelickom yHuBepcHTeTe s MHOTO BBICTyNAla Kak C COJNBHBIMH
KOHIIEpTaMH, TaK M B aHCAMOJIIX ¢ MOMMH KOJUIETaMH, CTyJIEHTaMU yHHBepcuTeTa. B cBOMX
TporpamMMax st ocoboe BHUMaHHUe yzensiia Y30eKCKOH (hOpTeNMaHHOH MY3BIKE U TIPEKIE BCETO,
counHeHNsM Pycrama AOmysnaeBa, BeAyIIero KOMIIO3UTopa Y30eKnucTaHa 1 MOETO JIFOOMMOro
OTI[a B OJIHOM JIHIIE, Y€ TBOPUECTBO OBUTO MHE 3HAKOMO C jaerctBa. S| mrpama ero Ilepmwrit
(bopTenmaHHbI KOHIIEPT, KOTOPHIA MPOW3BEN OTPOMHOE BIIEUATIICHHE Ha CIyLIaTeNel cBoer
SIPKOH (hopTenHnaHHo| (GakTypoii, IMIPOBU3AIIIOHHON CTPYKTYPO#, TMHAMHYHOMN SHEpTHEH.

Oco0b1ii MHTEpEC y CiymaTtened Bb3BaN Takke (oprenuanHbid 1ukn «[Ipemonus u
Tokkaray P.AGmynmaeBa, KOTOpBI BOIMIET B TEIarOTHYCCKUA W KOHIICPTHBIM penepryap
TTMaHUCTOB.

Tonpr 06y4enns B FOxnoit Kopen Obiin He3aObiBaeMbl. MHE O4eHb ITOHpaBWIIACh U CTalla
Onm3Ka KyIbTypa KOpEHCKOro Hapoja, yBa)KEHHME CTapUIMX W IIOYWTaHUE HAIMOHAIBHBIX
Tpaauiuii. Kopelickast KyxHs cTaia OTHOH M3 MOHX JTFOOMMBIX.

O0pa3oBartenbHas mporpaMMa AMA CyIIIeCTBYeT 10 Ceif IeHb, U TaJIAaHTINBAas MOJOASKD U3
cTpaH A3uw, BKIOYast Y30EKUCTaH, UIMCIOT BO3MO)KHOCTD YUHMTRCS B 3TOM MPEKPACHO CTpaHe.

BozBpamasice Ha pomyHy, 5 CTajia BHEAPSATH B CBOIO TBOPYECKYIO NPOrpaMMy 3HaHHE U
onbIT, nprodpereHHble B Pecriyonuke Kopest B mpouecc paboTsl Ha Kadenape CrienuaibHOro
¢oprermano B ['ocymapcTBeHHOM KoHcepBaTtopuu Y30ekucraHa. OIBIT MEXKKYIbTYPHBIX
KOMMYHHKAIIMA OCOOEHHO ITIOMOT MHE B OCBOCHHH aHCAMOJIEBOTO UCIIONTHUTENBCTBA, MHTEPEC K
KOTOpOMY Yy MeHS HosBWICA B roipl yuéosl B IOxuo-Kopelickom yHusepcurere. Sl crana
paborath Haj co3JaHMeM Kypca (opTenuaHHOro aHcamOias M HM3ydaTh aHCaMOJIEBYIO
OCO6CHHOCTB BCJIIMKUX TMMAHUCTOB MHpPA, B YACTHOCTH KOMIIO3UTOPOB-IIMAHUCTOB JIIOXU
MoznepHr3Ma. CTOMT OTMETHTh, YTO WUIpa B aHCaMOJe ONTHMAaJbHO CIIOCOOCTBYET Pa3BHTHIO
COTBOPYECTBA, YyBCTBA KOJUIEKTHBU3MA M KOMMYHHKAIIMH, YTO O4YEHb aKTyalbHa B HAIIE BpeMsI
JUIs O0OTaIlIeHHsI OTIbITA U 3HAHMS, @ TAKKE TPAAULIMI KYJIBTYPhI U UCKYCCTBA.

Be3ycnoBHO, MEXKYIBTYpHbIE KOMMYHUKAIMH 3TO OJWH U3 CAMBIX MEPCHEKTHBHBIX ITyTei
Ppa3BUTHSA MY3bIKaJIbHOIO UCKyccTBA B X XI Beke. MeXKyJIbTypHbIE KOMMYHUKALMH YKPEIULIOT
TBOPUYECKUE KOHTAKTBI MY3bIKAHTA-MCIIOJIHUTENS U B TO K€ BPeMsl 0J1aroTBOPHO CIIOCOOCTBYIOT
Pa3BUTHIO WHIMBHIYaIbHBIX KAa4eCTB MY3bIKaHTa, €ro HENOBTOPUMOW CaMOOBITHOCTH Kak
MPEIAHHOrO CBOEH paboTe HAIIMOHAIBHON KYJIBTYPBIL.
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Abstract: works written for piano ensemble can be divided into two main types. These are
special works written for the piano ensemble, and works adapted for the piano ensemble,
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paraphrases, transcriptions. Pieces specially created for the piano ensemble are pieces of
music of various genres and forms. In this we can see musical works from small forms and
genres to large genres. Among the works specially written for the piano ensemble (duet) are
plays, marches, waltzes, fantasies, rhapsodies, sonatas, program and serial works. The
works adapted for the ensemble include symphonic works performed as part of a piano
ensemble, a symphony, a concerto, paraphrases, transcriptions, excerpts from operas.
Keywords: music, piano, ensemble, form, genre, play, concerto, symphony.

OB MY3bIKAJIBHBIX NTPOU3BEJIEHUAX UCITOJHAOIIHUECSA
B YUETBIPE PYKU J1JIS1 ®OPTEITUAHO
Mupsakamanosa J.P.

Mupsaxamanosa Sanypa Pycmamosna - cmapuuii npenooagamens,
Kageopa cneyuanvbHo2o opmenuano,
Tocyoapcmesennas koncepsamopus Y3bexucmana,

2. Tawkenm, Pecnybnuxa Y36exucman

Annomauus: npoussedenust, HANUCAHKBIE OIS POPMENUAHHO20 AHCAMOJIS, MONCHO PA30e/UNb
HA 084 OCHOGHBIX MUNA. MO CneyuaibHble NPOUEEOCHUs], HANUCAHHbIE Ol POPMENUAHHOZO
ancamons, u npouseedeHus, aoanmuposantvle Ol GOpMenuanHozo ancamons, napagpasvl,
mpanckpunyuy. Tlpoussedenust, cneyuaibHo co30aHHble Ol POPMENUAHHO20 aHCAMOII,
npeocmaensiiom coboll My3bIKAbHbIe NPOU3EEOCHUs. PAZIUYHBIX HCAHPOE U hopm. B amom mul
ModiceM YBUOemb MY3bIKAIbHbIE NPOU3EEOeHUsT OM MAbIX (OpM U AHCAHPO8 00 OONbUUUX
arcanpos. K uuciy npoussedenutl, cneyuanbio HANUCAHHBIX O (POPMENUAHHO20 AHCAMOIIS
(Oyama), OMHOCAMCA NbeChl, MAPULL, BATLCHI, HAHMA3UU, PANCOOUL, COHAMbL, NPOSPAMMHbLE U
cepuanvbbie npoussedenus. B uucno npouseedenuil, adanmuposannvix OsL AHCambis, 6X00am
cum@honuneckue NpouseeoeHUsl, UCHONHAEMbIe 6 COCmAase (QOPMEnUanHozo aHcamons,
cumehonuuy, KoHyepma, napagpassl, MPAHCKPUnYul, OMpuIGKU U3 Onep.

Kniouesvle cnosa: mysvika, opmenuano, awcambuv, Gopma, xHcamwp, nvecd, KOHyepm,
cumghonust.

In the mid-19th century, interest in works for two or more pianos led to the adaptation of
many transcribed works - variations on popular operatic themes, orchestral suites, overtures,
and even symphonies - for the concert stage. In these years, the rapid and extensive
development of the genre reached its peak. The work of F. Schubert occupies a special place in
the development of the four-hand ensemble. he fully embodies all the good things inherent in
the nature of musicology. The great Schubert legacy has elevated the piano duo genre to
unprecedented and unattainable heights. The works of Franz Schubert play a special role in the
development of the four-hand ensemble. With them, the history of the genre entered its
heyday. None of the great musicians left so many duet works. F. Schubert wrote them
throughout his life from childhood. Similar processes took place in Russia at the same time.
For Russian composers, Mikhail Ivanovich Glinka's operas "Life for the King" and "Ruslan
and Lyudmila" were an inexhaustible source of inspiration for various arrangements and
imaginations of the themes. And it can be assumed that the universal admiration for this
wonderful music and the desire to endlessly play and listen to favorite overtures, arias, dance
pieces seriously stimulated the composer's ingenuity in the field of ensemble arrangements. It
was not only the only means of presenting new music available to a small audience, but also
an important step in the creative process, working on a polyphonic score. The author's
adaptation of Assar into a duet has become one of the important aspects in the professional life
of the duet genre.

Performance programs for piano ensembles can be divided into specially created original
works and adapted works. Adapted works are mainly aimed at popularizing symphonic music.
Both parts of all types and repertoires of the piano ensemble (concert pieces and works
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adapted for piano) can be successfully used during the training process. Orchestral
transcriptions are a great resource for developing sheet-reading and note-to-play skills. Special
duet works and concert transcriptions, as they are intended for public performance, require a
full and transparent performance from the performer. Studying such works helps to understand
the various requirements of the ensemble, enrich the performers creatively, and improve their
pianistic skills [1, 58].

The rich possibilities of the piano are further expanded due to the presence of two
performers, two instruments. Playing the piano, working on pieces for the ensemble is an
integral part of the educational process. While learning to play the piano, students will learn
the techniques and methods of working on piano duets along with a whole range of solo piano
skills. During the years of study, the skills and abilities of performing in various ensembles
improve students' auditory, rhythmic and imaginative imagination, as well as form their
musical and aesthetic taste in high artistic examples of world music classics, strengthen the
sense of partnership, enrich horizons. Ensemble members are united by the pursuit of a
common goal. During the performance, the creative experience turns into sympathy, which
means the complete emotional "unity" of the partners. An ensemble player must have a special
ability not only to understand and share the feeling of another musician playing nearby, but
also to anticipate possible improvisational nuances of a partner.

When psychologists talk about the advantages of group teaching, they note such positive
aspects: the amount of material to be mastered and the depth of understanding are growing;
learning activity and creative independence are growing; disciplinary difficulties are
decreasing. Thanks to ensemble parts enriched with harmonic colors, the work sounds more
lively and interesting. This allows partners to participate in playing polyphonic music. In the
conditions of collective creativity, interpersonal cooperation in the form of dialogue, partners
develop more vividly than in the conditions of only individual training. Creative
communication ensures unity of partners, strengthens emotional ties between them. Joint
performances have a positive effect on the psyche, relieve the performers from the feeling of
loneliness on the stage, free them psychologically, increase the level of self-confidence, in
their abilities.

In addition to communicative qualities, personal qualities such as purposefulness, will,
hard work, and discipline are formed in joint work. Thus, the situation of joint actions to
achieve the result determines the need for personal changes for the benefit of the common
cause. Piano ensemble lessons help develop a whole range of professional musical and
performance skills. The piano duet became the main genre of the 19th century, and there were
many objective reasons for this. The development of the young ensemble type continued at a
rapid pace. At the beginning of the 19th century, he already had a wide repertoire and showed
himself as a fully independent form of musical creativity. The most important reason for such
rapid "growth" of the piano duo was its deep democracy. It is known that the general processes
of democratization of musical life, the widespread traditions of home music were inseparable
from the spread of the piano, which became a favorite and necessary instrument, it was played
alone, in various ensembles, accompanied by songs, dances and taught the students.

In Russia, there is a lot of widespread evidence of the rapid spread of the piano duet as a
form of amateur musical creativity, as well as an important component of the pedagogical
process. However, unlike the European tradition, it is clear that the duet as a concert genre was
born very slowly in Russia. Four-hand compositions, an integral part of everyday life, were
mainly performed in salons, but not in concert halls. With the gradual disappearance of salon
culture and the concentration of Russian musical life on concert stages and conservatories,
compositions for two concert pianos were increasingly performed on the concert stage. A
rapidly expanding repertoire replaced the interior, chamber traditions of the genre, and interest
in creating four-hand music declined significantly.

The second half of the 20th century expanded the horizons of studying the genre, enriched
the research thought with new scientific ideas and various works: for the first time, the
problems of duet performance, in particular, the emotional leadership of the duet participants
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in playing together, the dialogic relationship of the two parties in the duet text of professional
duet compositions works dedicated to the specific features of pedagogical education also
appear. Scientific events devoted to the development of the piano duet genre seem natural. All
researchers of this time agree that the piano duet of the 20th century is no longer just a form of
joint playing, but an expression of meaningful and linguistic conceptual ideas. In the 20th
century, the stylistic prototype of the two-piano ensemble was the piano concerto. The
appropriate regularities of the distribution of thematism, texture, the dramatic principle of the
dialogic development of the form in general - all these signs in certain proportions distinguish
both the classical concert type and the romanticism of the 20th century, changed the innovative
piano duet and brought it together. A new level of development - as if the evolution of the
genre - was clearly manifested in the duet compositions of S. Rachmaninov and I. Stravinsky.
From the point of view of the evolution of the genre, the comparison of the romantic type of
the concerto and the neoclassical one on the example of S.Rachmaninov's works for two
pianos allows us to draw very interesting results and conclusions.

At the end of the 20th century, a number of methods appeared, characterized by new
approaches to learning to play in a piano duet, aimed at clarifying the specific conditions of
duet performance.
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AHnnomayua: cmamvs NOCeAUeHA KPAMKOU Meopuu OUPUNCEPCKO20 CMUTISL U3BECMHO20
oupuxcepa  Myxmapa  Awpagu. Hcnonvzosanuco ucmopuxo-meopemuieckue,
CPABHUMENbHO-AHATUMUYECKUEe Memoobl. ABMOop u3yuunl u NpoaHAIU3UPOBAsl My3elnble,
apxusHvle OaHHble, HAYYHbIE CMAMbU U JUMepPamypy no UCMOPUU Y3OEKCKO20 ONEpHO20
OUPUIICUPOBAHUSL, CEA3AHNYI0 ¢ meopuecmeom Myxmapa Awpagu. B pesynremame Ovlia
meopemuuecky usyyeHa oupudicépckas maumepa Myxmapa Awpagu u evipasiceHvl e2o
MHEHUSL.
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TASHKENT, REPUBLIC OF UZBEKISTAN

43



Abstract: the article is devoted to a brief theory of the conducting style of the famous
conductor Mukhtar Ashrafi. Historical-theoretical, comparative-analytical methods were
used. The author studied and analyzed museum, archival data, scientific articles and
literature on the history of Uzbek opera conducting, related to the work of Mukhtar Ashrafi.
As a result, the conducting style of Mukhtar Ashrafi was theoretically studied and his
opinions were expressed.

Keywords: conducting, opera, theater, composer, style, manual technique.

Kak wu3BecTHO, CyIIECTBYeT MHOXECTBO HMCTOYHHKOB, OCBEIIAIOIIMX TBOPYECKUN
MIOPTPET AMpIKepa, Komrosuropa MyxTtapa Ampadu. B nensx u3ydeHus U aHajgu3a ero
TBOPUYECKOT0 HacleAns: ObUIN MPOBECHBI Pa3In4Hble HAYIHO-IIPAKTHIECKNE KOH(pEPEHIIUH
¥ U37aH psii COOPHHKOB. B M3yueHHoil nuTepaType' BO MHOMMX CIydasX OIHCHIBAJIOCH
KOMITO3UTOPCKOE TBOPYECTBO, INeJdarorndyeckass W OOIIEeCTBEHHAas JEeATeNIbHOCTh, HO
JMPIKEPCKast IesITeNbHOCTh TOPOOHO He 3aTparuBaiack. [loguepkuBas kauectBa Myxrapa
Aurpadu KaK ornepHOro AMPUKEpa, ero MaHyalbHasi TEXHUKA U TUPYIKEPCKUHA CTHITb UMEIOT
cBou ocobeHHOCTH. OH B COBEPILEHCTBE BIIAJIENl TEM, YTO JUPIKEPHl OOBIYHO HA3bIBAIOT
MaHyaJbHOW TEXHUKOH, IBM)KEHHS €r0 PYK OBUIHM BBIPA3WUTENbHBI U KPacuBBI, a HAOIIOIaTh
3a IyJIbTOM JOCTaBIIIO 0c000€ Y0BONBCTBUE. BO-11epBBIX, OPKECTp, XOP U IEBIIBI MO €ro
YIipaBJICHUEM O6CCHC‘-II/IJ'II/I YUCTOTY 3BY4YaHUS U LEIBHOCTH I/ICHOHHGHI/IHZ. HOCKOHbe M.
Auipadu Hayas CBOO JIEITENbHOCTh B Y30€KCKOM MY3BIKaJIBHOM TeaTpe (XYI0XKEeCTBEHHBIN
PYKOBOIUTENh U TIaBHBIN nuprxep ¢ 1937 r.), qupmkupys My3bIKaJbHBIMH JpaMaMu U
ABTOPCKMMH TMPOM3BEJCHUSIMU, OH UTPAaeT BAXKHYIO POJb B NPO(ECCHOHAILHOM Pa3BHTHU
orpaciu. VMMeHHO Ha ero oOpa3e OBLUIO OCHOBAaHO HCKYCCTBO Y30EKCKOTrO OIEpHOro
JuprxkupoBanus. [lpuHMMas BO BHHMMaHue TOT (aKT, YTO OH 3ANOKHI (YyHAAMEHT
BO3HUKHOBEHMS HanmoHanbHOI omepsl M MpodeccHOHaNbHO MM IUPHKUPOBAN, YKPEIHII
poib  cUM(OHMYECKOTO  OpKecTpa B TeaTpe, CIpeMWIcd  CO3[4aTh  BIIOJIHE
c(OpMHPOBABINYIOCS OIEPHYIO MapTHTYPY, €ro CleayeT Ha3BaThb OCHOBONONOMCHUKOM -
oupuxcép (K.A.). Kpome Toro, eme oqHAM BaKHBIM acCIEKTOM €r0 Kapbepbl SBISIETCS TO,
YTO OH BBICTYNaJl B Ka4yecTBE peXKHccepa-AUpIKEepa MHOTHX TeaTPalbHBIX IIOCTaHOBOK.
OOnagass TyOOKMM YYBCTBOM OIIGPHOW JApaMaTyprud, OH CUHMTaercs o0JanarereM
BBICOKOT'O MacTepCTBa B BBIPAKEHHUH XapaKTEPOB HA CIIEHE Yepe3 AUPHKEPCKUe AEHCTBHS.
"A TakxKe ero Ienb - TOYHO M MOAPOOHO HU3YYUTh BCE TOHKOCTH WCIIONHEHHS Ha
MHOTOYHUCIIEHHBIX PENETUHUAX C IEBUAMH U OpKecTpoM. MyxTap AmpadoBUY HE CTaBHI
NeBLAM KOPOTKHE CPOKHM OOy4eHHs, He THaJCS 32 BPEMEHEM B IOCTAHOBOYHOM rpaduke
BeicTyrienni. st Hero pematomum ¢daktopom siBisiercss KAYUECTBO u HanexHOCTBH
BBITIOJTHEHHOH PaGOThI, UTO PACKPHIBACT HHIMBHIYaTbHOCTh HCIIOTHUTEIS .

'"Temuna E.A. TeopeTuueckue BOMPOCHI B3aUMOJECHCTBUS MY3bIKAJIBHBIX CHCTEM YCTHOM U
KOMITO3UTOPCKOM Tpaauiuu B peruoHe Boctoka (Ha Matepuane B TBopuectBa M. Awmpadwu) //
KaHIuaaTckas aquccepranus 1984 r.

Ampadu M. My3bika B moeii xu3an. T., 1975.

Ampadu @., ConomonoBa T. Myxrtap Ampacdu. T., 2004.

Myxtop Ampaduii Ba XXlacp // COOpHUK HAYYHBIX U TBOPUECKHX MaTepuainoB koHdpepeniwmu. T.,
2012.

Myxrop Ampaduii Ba Y36ekucTon Mananuii xaétuan maBxanap // Coopruk crareit. T., 2015.
*Cnonum A. HepaspsiBHas HHTh Tpamumuii u TBOpuccTBa // MyxTop Ampaduii Ba Y36ekucron
MaJaHuil XxaéruaaH napxanap / Coopuuk crateit. T., 2015. 60-61 c.

*Cnonmm A. HepaspsiBHass HUTh Tpamumuii U TBOpuccTBa // MyxTOop Ampaduii Ba Y36ekucron
MaJaHui XxaéruaaH napxanap / CoopHuk crareit. T., 2015. 61 c.
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Puc. 1. Myxmap Awpagu (1912-1975).

3neck cieayeT YHOOMSHYTh, YTO OH COTpyAHHMuYan ¢ apamaryproM K. SmmHemM u
pexuccepamu M. MyxammenoBbiM, 3. KaOyIoBbIM B TAKHX CIICHHYCCKUX MPOU3BEICHHSX, KaK
«Kumra» (1932), «Mukapuna» (1933). Kak ykaspBan S.b. Tlekkep, B 4yeM OTIMUYHME IbECHI
«BHyTpr» OT mpyrux npomsBeaeHHi 3Toro skaHpa? IIpexe Bcero, oH OCHOBaH Ha OIBITE
niepexona OT OpKecTpa Y30eKCKHX HApOJHBIX MHCTPYMEHTOB K CHM(OHHUECKOMY OPKECTpY,
KOTOpbII aKKOMIIAHUpYET IIE€BLAM B YHUCOH. XOTS IPHUHLMIIBI IPEKHETO MY3bIKAJILHOIO
OIMCAaHUsA TIEPCOHAKEH IPOM3BEACHHA-YJACTHHKA, OCHOBAHHOIO Ha (DONBKIOPHBIX TeMax,
COXpaHWIHCh, «BHyTpm» 3aHMMaer oco0oe MecTo Kak oOpasell €ro OpPHUrHHAIBHOTO
npou3BeeHus .

MyxTtap Ampadu ObUT He TOIBKO KOMIIO3HTOPOM, CO3ZaTeNeM IPOW3BENCHHH, OH ObLI
CTPacTHBIM IIPONATaHIUCTOM MY3bIK&JIBHOIO HCKYCCTBA, AUPIKEPOM, MIMPOKO MCTIOIHSBIINM
TPOM3BE/ICHUs] CBOMX KOJUIET, PYCCKHX KOMIIO3HTODOB M MHPOBBIX Kiacchko”. Oriepa
«Kapmen», cunTaromasicss OTHOM M3 KJIAacCHUECKUX omep 3amagHoid EBpormbl, crana mepBbIM
OIBITOM, TIOCTaBJIEHHBIM Ha CIeHE y30€KCKOTO MY3BIKAIIBHOrO Teatpa. IIpy 3ToM creHapucThl
00paTHINCh K MAaJIOM3BECTHON BepcuM Orepbl, oOHapyxeHHOH B 1930 romy dpaniy3ckum
My3bIkoBeZioM MapkoM /[lenmsma. Dta Bepcust ObUla HCIIONHEHA HA CIICHE TeaTpa BIEpBHIC B
VY30ekucrane. «Onepa «Kapmen» ObUia BaXKHBIM MPOU3BEICHUEM JTUPIKEPCKON JESITEIbHOCTH
M. Ampadu. HenonyssipHasi penakiiysi epBoil MEPOBOH KIIACCHYECKOM OIEPHON MapTUTYpPhI
OTKpBUTA TIEepell IUPIKEPOM IIHPOKUE TBOPYECKWE W HCIIOIHHUTENBCKUAE IIEPCHIEKTHBBIL.
KOMMEeHTapHH Ha TIpeMbepe CBHIETEILCTBYIOT O OONBIIOM yCIieXe y30eKCKOro aupikepa»’. B
cBoel cTatbe B. My3aneBckuil JEIUTCS] CBOMMH BIIEYATIICHUSAMH OT IIPEMbEPBI 1 KOMMEHTUPYET
ocobenHocTH JUpmkupoBanus M. Ampadu onepol «Kapmem»: «Myxrtap Arpadu cmor
ITyOOKO BITUTATh CTHIIb ONEPHOro kaHpa. CHiia My3bIKaJIbHOTO HCTIONHEHHS B onepe «Kapmem»
BUIWIACh TPEXKAE BCErO0 B CIAKEHHOCTH aHcamOneld, B THOKOM MOHOJIMTHOM TOHE
TEaTpaJIbHOTO XOpa, B XOPOIIEM 3BYYaHWH YBEPTIOPHl M WHTEPMEIMII ONEphl (IaXke eciu
KOMIIO3UIIMS OPKECTp OBUT HEMONHBIM). Ampadu yaaaock HAWTH KUBYIO, HO HE BIIOJHE
(PMKCHPOBaHHYIO TEMITOBYIO KapTHHY BBICTYIUICHHS, & caM B IPOLECCE JOCTHT ITMKA CBOETO
JIPIKEPCKOro MacTepcTRa’ .

M. Ampadwu, paboras Han omepoit YaiikoBckoro «IlmkoBas mama», WCHONHSIET ee Ha
Y30EKCKOM SI3BIKE MOl CBOMM XYAOKECTBEHHBIM M MY3BIKAJIBHBIM PYKOBOJACTBOM. Ilo3ke oH
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Abstract: the problem of mode is one of the topical in modern music theory. The nature and
formation of mode, the ways of its historical development in the music of various regions of
the globe, the place and role of mode organization in the works of modern composers - all
these are questions that need to be resolved. However, some significant issues remain
unresolved. First of all, this concerns modern music, where their solution is hampered by
both the complexity, novelty and extraordinary variety of material, as well as the lack of
development of some general questions of the theory of mode, the methodology of its
analysis. This article is devoted to one of the issues of the methodology of mode analysis.
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Mode is one of the most important aspects of musical organization [1]. It is in it that, first of
all, not only the high level and extraordinary complexity of this organization is manifested, but
also its specific character. To understand the nature of mode means to understand something
extremely essential for musical art, for its specificity. In the domestic theory of music, the study
of mode is given very great importance. Along with works devoted to modal organization in folk
music, in the work of composers of various ideological and artistic trends, there are a number of
in-depth studies that summarize the accumulated diverse and rich material.

What should be the object of modal analysis? Does mode appear as an immanent property of
a musical work outside of its relation to the listener, to the subject who perceives it? Or is
harmony a property of a person's musical consciousness, which organizes the sound flow
according to the laws developed in musical experience, but does not depend on the object
directly given to it? Or, finally, does harmony manifest itself in the perception or internal
intonation of music, in the interaction of a musical work and a person comprehending it, and is it
the result of subjective comprehension of objectively given sound structures? These seemingly
abstract questions, which at first glance seem far from the tasks of a concrete analysis of musical
works, are in fact essential and important. Their comprehension is necessary to clarify the
methods of modal analysis, to solve specific problems.

Defining the foundations of the methodology for analyzing modal phenomena, we must first
of all keep in mind that “musical reality is revealed in two forms: on the one hand, there is an
area of musical phenomena, as a complex of actually perceived facts, on the other hand, music,
being one of the factors human life, causes the appearance of special forms of human activity: a
person either creates music, or perceives, or explores” [6, 103]. Really perceived facts are
musical works, objects of creativity or perception with a well-defined structure, in particular,
pitch. The qualities of this structure, which are of no small importance for modal characteristics,
are not modal in the proper sense of the word, since they do not include the other side of musical
reality - human activity and its inherent psychological characteristics.

The musical object is opposed by human consciousness. Taken outside of this or that form of
activity, it, in essence, does not reveal itself, since in this case it does not have a real or imaginary
object, it is not realized in a specific pitch construction. It is also impossible to speak about the
manifestation of a mode, a modal consciousness, otherwise we would get a form without content.
Real modal structures arise in the process of live musical activity, that is, during the creation,
reproduction, perception of a musical work. In this case, a specific sound material (real or
imaginary) serves as the content of the musical process, organized by consciousness, controlled
by it. Musical consciousness itself, passing from the mode of possibility to the mode of reality,
ceases to be an empty, meaningless form, and receives an internal meaningful content. It is in the
unity of a specific sound object (object) and the musical consciousness organizing it (subject)
that modal phenomena arise.

A piece of music is a specific object of human activity, relatively independent and
independent of the subject. Let us consider how the pitch relations are manifested in it. The pitch
side of a musical work is a certain structure formed from various kinds of elements. This
structure is hierarchical: it has different levels and aspects of organization. It fits into a certain
musical system, into a certain pitch scale, within which various sound elements are formed,
various kinds of relationships are manifested. Let us point out the simultaneous and successive
combinations of sounds, the interweaving of horizontal and vertical. It is also possible to single
out the ratios of heights as such and the natural acoustic relationship or inconsistency of sounds.

Thus, we see that a piece of music as such has many properties that characterize the modal
organization in music. But outside of human activity, all these properties determine only its
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possibility. A musical work has a high-pitched, but not a modal structure. The foregoing is well
illustrated by such properties of the mode as stability and instability, gravitation and resolution,
harmonic tension, which follow from the properties of a real sound structure, but cannot be
directly understood in it and require the involvement of the subject as an active participant in the
process of musical perception or creativity. The interconnections of various sounds in
monophonic tunes, the pitch structure of polyphonic plexuses, the structure and connections of
chords in homophonic-harmonic music cannot be analyzed as something independent, existing
according to purely material laws, since they are determined not by reasons internal to the sound
material, but by the human psyche. Whatever logical methods we use, the “objectivist”
consideration of musical laws will inevitably turn out to be outwardly descriptive, since in this
case the actual internal functions of a musical work, which are revealed only in the human
auditory experience, cannot be revealed.

The subjective organization of sound material requires a specific musical logic, in particular,
modal logic, which is a mechanism for comprehending pitch musical constructions. The
functioning of this mechanism allows us to say that the formation, the formation of a modal
structure in the process of perceiving music (and, more broadly, the formation of a musical sound
image in general) is not a passive process in which only a “wax cast” of a really given sound
material is created in our minds. On the contrary, modal perception presupposes the activity of
the subject, the functioning of the internal research apparatus, which makes it possible to
“understand” the laws of the external sound structure, to formalize the object of his perception or
representation for the subject. The subjective modal setting affects the nature of the division and
ordering of what is heard. On the same basis, the impression of complicity and harmonization of
sounds arises [4], they are combined into an integral sound construction. This should be
understood as the transformation of the pitch organization of a musical work into a modal one.

So, the internal sound construction turns out to be in some respects richer than the external
sound range, but in other respects it is poorer than the latter, since in the act of perception, in the
process of sensory-intellectual analysis of the sound flow, a person is able to catch only some of
the really possible connections. A similar picture can be found when comparing the modal
construction that arises in the mind of the composer and the material sound construction that
corresponds to it. And in this case, we will see that the latter, while losing proper modal
properties and relations, at the same time conceals in itself such possibilities of hearing that the
composer did not even imagine. This is due to the fact that a piece of music is included in the
objective social musical environment, which is a much more complex and rich system than the
thesaurus of a composer or a listener who is able to learn only some of its aspects.

Nevertheless, the relative poverty of a specific individual modal hearing in comparison with
the diverse possibilities that a piece of music provides should not obscure the fact that by actively
perceiving, comprehending a piece of music, forming a specific modal structure in his mind, the
listener discovers the creative nature of modal thinking. All of the above allows us to consider
that the mode in music is similar to the form in conceptual thinking, mode, modality is that side
of musical thinking that controls the perception and awareness of the pitch side of a musical
work. The modal consciousness shapes the sound flow, gives it an unambiguous structural
certainty.

Modal consciousness is a specific mechanism that allows differentiating different pitch
elements of a sound stream, organizing them and thus building an internally dissected structure.
It presupposes an organic unity of analysis and synthesis, carried out in a specific form of human
activity (musical thinking), aimed at the pitch side of a musical work. Here, first of all, one
should point out the ability to distinguish pitches in their successive temporal change (for
example, in a melody) and in their simultaneous combination (in chords, in the interweaving of
various voices). Next, we need to talk about distinguishing elements of a higher level that have
their own internal structure, such as chord, motif [2], harmonic turnover, tonality as an element of
a multi-tonal whole, etc.

The ability to structure consists in combining elements of different levels into a single
system, in a certain classification of these elements, as well as in establishing various kinds of
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relationships between them. We note a certain coordination of heights, the ability of the subject
to respond to the degree of their acoustic subordination, as well as to the coordination of those
elements of a higher level that we spoke about earlier. In other words, we are talking about a
hierarchical understanding of the pitch construction, a multi-tiered structure of modal perception,
which corresponds to the hierarchy and structure of the expressive means of musical art in
general and this work in particular (10, p. 31). Modal consciousness also implies the
subordination of various pitch elements, the specific subordination of some elements of the
modal structure to others. Coordination and subordination of tones, their multi-tiered hierarchy
create a single, but internally dissected modal structure, the elements of which perform a
particular function. The temporal nature of musical art determines the direction of modal
structuring towards the process unfolding in time. Therefore, the “exploratory action” of the
listener is a kind of internal movement, and the formative power of the mode manifests itself as a
“feeling of the potentiality of movement”. The complex functional structure of the mode appears
in the diverse nuances of gravity and resolution, in their subtle play. This leads to the fact that the
mode contributes to "overcoming the discontinuity" of the objective sound range [1, p. 23], the
merging of successively sounding elements into a single, internally conditioned process of
development. A discretely constructed fabric acquires the features of a continuum, discontinuity
turns into continuity.

This is the basis for building a musical whole. Of course, modal patterns, which are only one
of the aspects of the organization of the musical process, participate in the construction of the
whole, along with other factors of shaping. The role of modal factors in the formation of musical
integrity can be different. In some cases, it performs the function of a "structural dominant" and
is the leading moment in the construction of a musical whole. In other cases, other factors play a
major role. Nevertheless, we can say that the mode as a factor of integrity manifests itself both at
the level of a small melodic sequence [3] and in the construction of monumental sound
structures, as is the case, for example, in Beethoven's sonatas. Thus, modal consciousness, modal
perception presuppose the ability of a person to perceive the pitch side of a musical work in a
differentiated way, to shape it into a hierarchically constructed structure, on the basis of which
the discontinuity of the musical fabric is overcome and an important prerequisite for a holistic
perception of a musical work or individual stages of its development is created. The foregoing
allows us to consider modal-clarified perception as a necessary condition, a way of knowing a
musical work. But the function of clarification, which we point to, should not obscure from us
the complexity of the mechanism of modal perception, the presence in it not only of various
possibilities for understanding a musical work, but also of internal contradictions explained by
the inconsistency of the formation of modal thinking.

In conclusion, I would like to make a number of remarks concerning the analysis of the
modal side of a piece of music. The history of musical-theoretical teachings that consider the
problems of mode and harmony shows that researchers have always, in essence, analyzed
specific musical works, the living practice of intonation. The approach to a musical work as a
musical object independent of consciousness has never been manifested in its pure form. Even
those researchers who, it would seem, took such positions, in fact brought into the analyzed
phenomena such moments that reflected the position of the listener, the subject. It is also
impossible to analyze the mode, the mode consciousness in general outside of its specific
manifestations [8]. Even those researchers who believe that mode is an abstraction, an
apperceptive system - and nothing more - analyze not this “system”, but specific musical works,
live music. All the general provisions of the theory of music, its concepts and schemes are
nothing but a theoretical generalization of concrete material, living processes of musical
intonation. Various kinds of modes and modal systems are found only in musical works, and we
can know about them only by analyzing these manifestations.

Hence, music theory analyzes the pitch structure of a musical work as an object given to us in
perception or representation, analyzes modal thinking in its concrete manifestations, its
implementation in living intonation material. This does not mean that in music theory we must
remain at the empirical level. Mode is always concrete, although in cognition of it we make
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extensive use of theoretical generalization. One should not just transfer these abstractions to the
object under study. The modal organization is always individual, but we can analyze it by
applying the principles revealed by the theory of music to it.
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Abstract: musical culture plays an important role in the spiritual life of society. Because
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hearing a person is freed from inner suffering. One forgets all difficulties, even hunger and
thirst. Music is the best way to unwind after hard work. The influence of music can be seen
even from the fact that a crying child calms down and falls asleep when he hears his mother
singing.

Keywords: music, culture, painting, literature, intonation, composer, piano, concert.

OBPA3 HUOJIAHTBI U3 OIIEPBI «<MOJIAHTA»
I.H. YAKUKOBCKOI'O
TypcynbaeBa ®@.b.

Typcynbaesa @amuma bamuposna - cmyoenm,

Kageopa akademuuecko2o nenusi U ONEPHOL NOO20MOBKU,

T'ocyoapcmeennas xoncepsamopus Y3bexucmana,
2. Tawxenm, Pecnybauxa Y36exucman

50



AnHomayun: My3vIKaIbHAA KyIbmypa uepaem 6adcHyl0 poib 6 OYXO8HOU JICU3HU
obwecmsa. [lomomy umo my3svika npodyscoaem 6 cepoye 4en08eKka NPeKPacHvle Yyecmed U
nobysicoaem e2o k 000pwvim deram. B mo gice epems My3bika, 0COOEHHO «NPUSIMHDBLI 20710CY,
UMeem CUNbHOE GIUSHUE U YCTIBIUAS YeT08EK 0CB000ACOAeMCS OM BHYMPEHHUX CIPAOAHULL.
Yenosex 3abvieaem 6ce mpyoHocmu, O0adce 20100 u caxcoy. Mysvika ayywiuii cnocob
paccrabumoscs nocie msdicenol pabomvl. Bausuue mysviku 6uoHo Oadce u3z mozo, umo
naauywull pebeHoK YCnoKaueaemces, U 3acvindaem, yCibluiae neHue mamepu.

Kntouesvle cnosa: mysvika, Kyavimypd, HCUGONIUCH, TUMePAmMypa, UHMOHAYUS, KOMIOZUMOP,
@opmenuano, KoHyepm.

The main aesthetic principles of Tchaikovsky were formed in the 60-70s of the XIX century,
during the period of a high rise in social and artistic thought, the heyday of Russian literature,
painting and music. With an acute tragedy of attitude, the most important feature of Tchaikovsky
is a harmonious, optimistic perception of life. Tchaikovsky loved life, man. The truthful
disclosure of emotional experiences is the essence of his music.

P. Tchaikovsky is a deeply national composer. In his works, he shows the life of Russian
society, its way of life; gives pictures of Russian nature. The music is intonationally close to the
Russian folk song.

The dramatic nature of the composer's talent was reflected in the choice of literary subjects
for the program composition. The central task for him was the embodiment of the idea, the main
conflict of a literary work. Tchaikovsky entered the history of the development of world
symphony as. creator of lyrical-dramatic, lyric-tragedy symphonies. In his instrumental works, he
revived Beethoven's principles of generalization of ideas and images on a large symphonic scale.

In Russian music of the 19th century, only Tchaikovsky managed to raise the symphony,
according to B.V. Asafiev, to the level of “emotional philosophy in sounds”. The lyrical nature of
his symphonism, psychologism, reliance on the genre specificity of images, inclination towards
generalized understandable programming are revealed by means of an effective and dynamic
symphonic method.

In a letter to Taneyev, Tchaikovsky called the symphony “the most lyrical of musical forms”,
and in letters to von Meck, emphasizing its advantages, he wrote about great scope for fantasy.
Feeling the symphony as “a lyrical confession of the soul, on which a lot has boiled”, and its
creation as a "purely lyrical process", Tchaikovsky primarily reflects the complex psychological,
emotional life of a person.

Throughout his career, Tchaikovsky tends to embody sharp conflicts of opposing forces in
his symphonic works. And this feature brings together Tchaikovsky's non-programmed and
program instrumental music.

The composer has also been working hard for the last decade. During these years, he wrote
the operas Mazeppa, The Enchantress, The Queen of Spades, the lyrically light Iolanthe, the
ballets The Sleeping Beauty and The Nutcracker, the Serenade for string orchestra, the Italian
Capriccio, the Fifth Symphony, the tragic Sixth symphony.

Characteristics of the work of P.I. Tchaikovsky, incorporating the best achievements of
European and Russian musical culture, relying on Russian folk art and urban romance of the 19th
century, creating classical examples of Russian national musical art. He created lyric opera,
Russian classical ballet; his piano and violin concertos are a great contribution to the world of
chamber instrumental music. His piano miniatures and lyrical romances sounded in a new way.

P. Tchaikovsky strove to create a lyrical opera based on a realistic perception of life, not
pretending to be entertaining external action and depicting not idealized romantic heroes in
extraordinary circumstances, but people close to their contemporaries.

Opera occupies a large place in his work. The composer wrote 10 operas: “Voevoda”.
“Ondine” (subsequently destroyed as not meeting his requirements), “Blacksmith-Vakula”, an
opera later called Cherevichki; 3 operas on a historical plot — “Oprichnik”, “Mazepa”. “Maid of
Orleans”; opera “The Enchantress”; bright, life-affirming lyrical “Iolanta”. The pinnacle of
Tchaikovsky's operatic work is the operas “Eugeniy Onegin” and “The Queen of Spades”.

51



Most operas are lyric-psychological dramas based on human life, thoughts and feelings.

Tchaikovsky was attracted by “plots in which real, living people act, they feel the same way
as I do”. The composer consistently adhered to the thoughtful principles of the operatic genre.
Having absorbed the diverse styles and trends of European and Russian music, Tchaikovsky
creates a new type of realistic opera.

P. Tchaikovsky wrote a total of ten operas, varied both in their subject matter, figurative
structure, and in terms of musical and dramatic expressiveness. However, the type of lyrical or
lyrical-dramatic opera from the life of ordinary people, not surrounded by a halo of heroism and
romantic exclusivity, but capable of deeply and strongly feeling, suffering and sacrificing oneself
in the name of fidelity to one's feeling, was closest to him.

Opera P.I. Tchaikovsky's “Tolanta” belongs to the genre of lyrical musical drama. Lyric opera
in one act (Currently, the opera is in two acts.) It was created in 1891 from July to September and
became the composer's last opera.

The opera “lolanta” is rightfully considered the author's most iridescent and serene work. It
was created based on the poetic drama of Heinrich Hertz “The Daughter of King Rene”,
translated by F. Miller and later remade by V.R. Zotov.

The opera opens with an introduction entrusted exclusively to wind instruments. Such
instrumentation aroused bewilderment among the composer's contemporaries, who undoubtedly
had the right to speak out on this score.

lolanthe is a lyric opera. Poetic spirituality, nobility and purity of feelings, touching sincerity
made it one of the most harmonious and bright works of Tchaikovsky. Her music embodies a
life-affirming belief in the victory of the bright beginning, in the spiritual strength of a person
striving for truth and goodness.

The beginning of the opera embodies its main idea - the contrast of darkness and light. The
orchestral introduction is sustained in mournful, gloomy tones; string instruments were excluded
from the orchestra. Cold, whimsical sounds of woodwinds intensify the feeling of vague anxiety,
lingering anxiety. A bright contrast is created by the scene following the introduction: the
introduction of the serene song melody of the violins with the light accompaniment of the harp is
perceived as a sudden stream of sunlight.

The Iolanta orchestra is distinguished by its extraordinary subtlety and richness of colors,
which struck some of its contemporaries with its bold, unusual timbre effects. In particular, the
woodwind group finds wide and varied use in this last opera by Tchaikovsky.

The instruments of the same group sound completely different in the finale of the opera. The
above theme of the hymn of thanksgiving first appears on the flute in a high light pp register,
accompanied by light figurations of the harp, like good news coming from a distant heavenly
height. Only gradually the sound of the orchestra thickens, and as new instruments enter, it
becomes more and more bright and brilliant.

Diverse in themes and musical means, romantic operas, revealing the subtle, vulnerable and
at the same time quivering, generous with revelation and compassion, the world of the human
soul, marked a new stage in the operatic performing art associated with dramatic intonations,
expression, confession, truthfully conveying a rich range of human feelings and emotions. In the
arena of the struggle for vocal priorities, natural voices win - tenors and female sopranos, who
combine technical skills with cantilena, expressing truth, thought, and mood.

Opera is the kind of musical art that was closest to Tchaikovsky and loved by him. In letters,
diaries and critical articles one can find numerous statements of the composer about the
importance of the operatic genre, its democratic nature; thoughts about what colossal
opportunities this type of musical stage art provides the composer.

Singing, as one of the ways of expressing human emotions, as a kind of language of
communication through the musical and intonation colors of the voice, gradually acquired those
forms, those qualities that contributed not only to the crystallization of the best features in it, but
also to the development of exemplary vocal and technical skills.

Corresponding to the aesthetic ideas of its time about the essence of the musical word.
Closely connected with linguistic culture, patterns of versification, pronunciation of vowels and
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consonants, from which singing intonation is formed, it developed along with other types of art,
and, most importantly, with music, contributing in turn to the development of many of its types
and genres.
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Kageopa akademuuecko2o nenusi u ONepHoL NHOO20MOBKU,
T'ocyoapcmeennasn koncepsamopus ¥Y3bexucmana,

2. Tawkenm, Pecnybnuxa Y36exucman

Annomayun: ¢ omauyue om mHoeux xomnosumopos XVIII eexa, Moyapm ne npocmo
paboman 80 8cex MY3bIKAIbHLIX (OpMAX C80e20 8peMeHlU, HO U O0OUNCA 8 HUX 60bUL020
yenexa. Muoeue u3 eco couuneHUll NPUSHAHBL Wede8PaAMU CUMPOHUYECKOU, KOHYEePMHOU,
KamepHoll, onepHotl u xoposoii my3viku. Hapsaody c Iaiionom u bemxogenom npunaonexcum
K Haubonee 3HauumenvHuvlM npedcmagumenam Benckoil knaccuueckoll wkonvl. Buozpagus
Moyapma, 6 ocobenHocmu e2o 00pa3s HCuUsHU U OOCMOAMENLCMBA €20 PAaHHell cMepim,
ObLIa NPeOMemom MHOLOHUCTEHHBIX CREKYIAYUL U CHOPOB, KOMOpble 8 C8OI0 ouepedb 0au
nOY8Y 011 NOABNEHUA PASTUYHBIX XYOOHCECMBEHHBIX BLIMbICILO08 U PACXONHCUX MUPOS.
Kntoueswvle cnosa: mysvika, popma, KOMRO3UMOp, onepa, meamp, Hcawp, apus, KOHYepm,
xop.

One of the most popular classical composers, W.A. Mozart, had a great influence on
world musical culture. According to contemporaries, Mozart had a phenomenal musical ear,
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memory and ability to improvise. The youngest member of the Bologna Philharmonic
Academy (since 1770) in its entire history, as well as the youngest holder of the Order of the
Golden Spur (1770).

The Vienna Classical School is a direction of European music of the second half of the
18th - the first quarter of the 19th centuries. Composers Joseph Haydn, Wolfgang Amadeus
Mozart and Ludwig van Beethoven belong to it.

The three great composers of the Viennese school are united by their virtuosity in the
most diverse styles of music and compositional techniques: from folk songs to baroque
polyphony. The Viennese classics created that high type of instrumental music in which all
the richness of figurative content is embodied in a perfect artistic form.

The Magic Flute — is a philosophical and allegorical opera associated with the poetics of
the folk theater and the aesthetics of the magical singspiel, hence its features of a medieval
mystery and magical musical comedy, the traditions of seria and buffa operas. And the
image of the Queen of the Night belongs to both seria and buffa.

In the majesty of the images, there is also a humorous beginning at the same time, hence
the ambivalence of the images and their musical characteristics. In fact, The Magic Flute is a
beautiful fairy tale, and with elements of social satire, because Freemasonry, represented by
Sarastro, enters into battle with the church, represented by the Queen of the Night. With the
traditional division of heroes in fairy tales into positive and negative, the Queen of the
Night, of course, against the background of the noble and courageous Tamino or the wise
and fair Sarastro, looks like an insidious witch, an evil sorceress who plots. And the Three
Ladies, the servants of the Queen, also look like evil fairies from many fairy tales. But in
this respect, the character of the Queen is ambiguous.

The image of the Queen of the Night is necessary as an antipode to Sarastro, her
intrigues are needed in order for reason, harmony, goodness and justice to triumph. We are
talking about the significance of the "shadow side" of the world. The insidious temptress as
a symbol of the unconscious principle (evil, darkness, instinct, fear, doubt) creates obstacles
for the heroes, and they, passing through these obstacles and ritual actions, comprehend the
truth (goodness, light, reason, courage, confidence). This explains why the three leading
figurative and semantic spheres of the opera (Queens of the Night, Sarastro and Papageno),
with which different complexes of genre and musical and expressive elements are
associated, do not enter into a dramatic clash, do not create a conflict, but coexist peacefully
in an epic deployment, are compared in the dramaturgy of parallel layers.

Let us analyze the musical language of the famous aria in order to reveal other, secret
meanings of the image of the Queen of the Night. Such is seen as a symbol of death,
personified by the Queen, to whom Mozart expresses a personal relationship. This meaning
will help us to reveal a variety of semantic signs - rhetorical and Masonic figures, general
classical musical formulas and genre models, symbolic tonalities in Mozart's work and
author's semantic figures of the composer.

And now let's analyze the musical language of the aria, which reveals the true essence
and deeply symbolic meaning of the opera heroine. The secret meaning of the aria of the
Queen of the Night will be revealed gradually, in the process of parsing the symbols by
“syllables”, by “letters”.

Musically, this is a revenge aria typical of the seria, and the brilliant coloratura, together
with the dramatic intonations in the middle and lower registers in the heroine's part, are
called upon to express a strong affect in a concentrated manner. However, let us turn to the
rhetorical figures on which W.A. Mozart relied in his work, to the semantics of tonality, the
symbolism of melodic figures, typical formulas and the author's features of the musical
language. Universal rhetorical figures - ascending scale-like movement within a fourth,
swift as arrows, passionate demonic tirates, dissonant tritone moves, descending figures on
the sounds of a diminished seventh chord and jumps to wide intervals with the capture of the
top note - "fa" of the third octave - represent a special type of expressiveness , which can be
defined as anger, determination, militancy, threat. These musical elements invariably
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accompany traditional revenge arias. In addition, researchers identify special Masonic
figures, among which chromatic moves, movements along a reduced seventh chord,
dissonances symbolize darkness, evil, superstition, and discord.

A special D-minor semantic complex is added to these expressive means. The tonality of
Don Giovanni, the D-minor piano concerto, and the Requiem is associated with images of
sorrow and death, the effects of fear and suffering. And D minor in the aria of the Queen of
the Night also acts as a symbol of death, fate, fatality (the words of the aria also speak about
this). The Queen of the Night herself in the opera symbolizes the "pole of death".

The aria of the Queen of the Night is an example of the endless semantic ambiguity of
Mozart's music. The genre and stylistic features of the issue (general style vocabulary,
intonation patterns of the era, genre signs) bring new meanings to it, create an important
semantic layer. The first layer in the aria of the Queen of the Night is formed by the
aesthetics and musical language of the opera seria, which made it possible to embody high
ethical and philosophical themes. However, the second semantic layer in the part of the
Queen of the Night is the element of parody. Mozart combines the serious with the comic.
Therefore, he puts buffoonish figures into the mouth of the “Queen of Darkness” — jumps at
wide intervals at a fast pace, staccato, repetition of sounds, rotation of short motifs, short
durations, a comic patter in which, choking with rage and impotence, the heroine's anger
“chokes”. This also includes game syntax: the techniques of repeating remarks, trampling on
one sound, invading phrases, movements in a labyrinth, eccentric accents and exclamations,
an unrestrained stream of small durations. All this makes the brilliant aria of the Queen of
the Night a parody of an aria of revenge, moreover, a parody of a D minor aria with death
threats. The D minor aria of the Queen of the Night “in addition to being a parody of the
type of revenge aria, contains another semantic content - this is the embodiment of the
demonic sphere (it is not accidental that D minor is that infernal, otherworldly force that in a
different genre and in Within the framework of a different concept, it was embodied in Don
Juan. But the infernal D minor appears even earlier - in Idomeneo, in the part of Elektra.

It seems that the parody of the aria of revenge is connected not only with the “fabulous”
side of the image of the Queen of the Night, with its not real, but rather symbolic essence -
with the fact that death will not win, which will still be for reason, goodness, love , light.
Parodic death is unreal, powerless, helpless. Parodying death, showing it from a comic side,
"laughing" at it, Mozart conquers fear over death. This is the laughter of the immortal. It is
not for nothing that for pictorial purposes “the figure of catabasis depicts the defeated
conspirators led by the Queen of the Night in the finale of The Magic Flute (or three ladies
falling into the “hell”, quintet N12)”, and this is the “symbolic subtext of the spatial (sky -
abyss) and light (light - dark) opposition of the main plot spheres. in a carnival-grotesque
context, the Queen of the Night becomes just a mask that “allows you to look at the world in
a new way, to feel the relativity of everything that exists and the possibility of a completely
different world order”.
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Annomauyun: 0auHas HAYYHASL CIAMbSL UCCTEOYEN BAJICHOCb PA3GUMUSL IMOYUOHATbHBIX
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RESTARTING THE THINKING OF THE SENIOR MANAGER
Shcherbakova I.M.

Shcherbakova Inna Mikhailovna — candidate of psychological sciences,
GENERAL DIRECTOR OF REALITY RESTART LLC, MOSCOW

Abstract: this scientific article explores the importance of developing emotional skills and
mind control for top managers. The author presents the "Thinking Restart" technique based
on the use of the A frequency to correct the emotional state and systematically reboot
thoughts. This technique provides improved decision-making speed, emotion management
and goal achievement. Emphasis is placed on the importance of managing emotions, setting
bright goals, and controlling thoughts. The practical significance of the methodology lies in
increasing the competitiveness of managers and their ability to successfully manage
business processes.

Keywords: senior managers, skill development, emotional behavior, mind control, decision
speed, goal setting, mind reset.

BBenenue

B coBpemeHHON Ou3Hec-cpeae MEHEIKEpaM  BBICIIETO 3BEHA  IPEICTOUT
CTaJIKUBAThCS C OBICTPHIMH M3MEHEHHUSIMH M KPU3UCHBIMU CUTYalMsIMH. s yCTIEIIHBIX
TOII-MEHEPKEPOB BA)KHA HE TOJBKO CIIOCOOHOCTh K ONEPATHBHOCTH B IPUHATHH
pemeHuii, HO ¥ 3(QQPEKTUBHOE YNPABJICHHE CBOUM SMOLMOHAIBHBIM COCTOSIHHEM. B
CBETE JTOH aKTyal bHOW MOTPEOHOCTH, aBTOP CTAaThH NpeasiaraeT MeToauky «Pecrapt
MpInuieHus», HAPaBJICHHYIO Ha Pa3BUTHE W ONTHMHU3ANMIO YIPaBICHUYECKUX HABBIKOB
yepe3 YIpaBJICHHE SMOIUSIMHI ¥ MBIIIUICHAEM.

JlaHHast MeToAWKa, OCHOBAaHHAas Ha KCIOJIB30BAHWM YacTOTHl A AN KOPPEKIHH
SMONHMOHAIBHOTO COCTOSIHHS, MPEACTABISIET WHHOBALMOHHBIA ITOAXOA K Pa3BUTHIO
MeHemkepoB. OHa TO3BOJSET YHPABIATH 3MOIMSIMH C MOMOIIBIO (PH3MOIOTHYECKOi
HACTPONKM MoO3ra, o0ecreynBas CTPecCOyCTOMUMBOCTD B CIOXKHBIX CHTyanusx. Kpome
TOro, METOAMKA IpeaiaracT MOATANHYI CHCTEMY Iepe3arpy3kKd MBICIEH, BKIIIOYast
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yOpaBlieHHEe TOPMOHAMHM MO3Ta, aHaJlIW3 M MOCTPOSHHE Melel, WCIOIb30BaHNe
HCCIIEZIOBATEIBCKOTO /1apa U 3aIyCK LEIH B IIPOCTPAHCTBO.

BaxxHBIMH aCHEKTaMU TMPAKTUYECKOW 3HAYMMOCTH JaHHOH METOIHMKH SBIISIOTCS
BO3MOXXHOCTh II€pe3arpy3kd MBbICIEH Ha ONpeAeleHHBIX YacToTaX, a TakKKe
CIIOCOOHOCTh MEHEIKEPOB YIPABISATH CBOMMH MBICISIMH M 3MOIUSAMH, HCIIONb3Ys
WHAWBHUYaJIbHBIE YaCTOTH MO3Ta. DTO BKJIIOYAET B ce0sl MPUHIMITEI HEHPOIICHXOJIOTHH,
HelipoOuonornu, GU3UKK W MeTapU3WKH, YTO TPEAOCTABISET PYKOBOIUTEISIM
WHCTPYMEHTHI /7151 3 (PEKTUBHOTO YIIpaBiIeHHs OU3HEC-TIPOLeCCaMu.

OcHoBHaf 4yacTh

Hcnoavsosanue yacmomul A 015 KOppeKyuu IMOYUOHANLHO20 COCTOANUA

CoBpeMeHHbBIE BBI30BHI M JWHaAMHU4YecKas OW3Hec-cpelna TpeOyIOT OT MEHEIKEpOB
BBICIIIETO 3BEHA BBICOKOH CKOPOCTH HPHHSTHUS PEIIEHUH W JTOCTHMIKEHHUS TI00albHBIX
neneid. OHAKO YCIENIHOE YIpaBJIeHue He OrPaHUYMBACTCS TOJIBKO aHAJU30M JIaHHBIX U
CTpaTerHuecKuM IUIAaHUPOBAHHEM. DMOILMOHAJIBHOE IMOBEJCHHE M COCTOSHUSI HTParoT
B&XHYIO POJIb B MPUHITHU PEIIEHUH U B3aUMOJIEHCTBUU ¢ KOMaHA0#H. B aTOM KOHTEKcTe
Hay4yHasi HOBM3HAa MeToauku «Pectapr MpblluieHUs» 3aKio4aeTcss B HCIHOIb30BAHUU
COCTOSIHMI 4YacTOTBl A JUIsi KOPPEKLUUH 3MOIMOHAIBHOTO COCTOSHUS, OOecreunBas
0osee 3¢ (PEKTUBHOE YIPABICHUE PEIICHUSIMHU U MOBEACHUEM MEHEKEPOB.

D¢ pexmusnas nosmannas cucmema nepe3azpy3xKu muiciel

Mertonuka «Pecrtapt MpiuieHus» 6a3upyercs Ha CHCTEME MOATATHON Mepe3arpy3ku
MbICHef/ll, KOTOpas BKIIOYACT YE€ThIPC KIOYEBLIX OTama:

1. YnpaBinenne ropmonamu Mmo3ra: HacTpoiika BakKHBIX TOPMOHOB MO3Ta UTpaeT
pelIaNyl0 pojdb B OMOIHOHAIBHOH CTaOWMIBHOCTH M YETKOCTH MBILIUICHUS.
CdopmynupoBannas 3akoHOMepHOCTh «10-5-3-con» oOecneunBaer 3((HEKTUBHYIO
HACTPOHKY FOPMOHOB ISl yIPaBISHHUS IMOLMOHATIBHBIM COCTOSHHEM.

2. Ananu3 u noctpoeHue nenu: ONTHMadbHOE NMPUHATHE PEIICHUN M TOCTHKECHHE
neneil TpedyeT SICHOrO0 BHUAEHHUS JKEIaeMOro M PalMOHAJbHOTO aHalM3a cUTyauuu. B
9TOM KOHTEKCTE Ba)KHOMW SIBJIsIETCS posib 3nudu3a u ero paboThl ¢ OeTa 4yacTOTOH, YTO
103BOJIsIeT CHOPMHUPOBATH SAPKYI0 KapTUHY LEIM M YYeCTb BaXKHBIE ACIEKTHI I
JOCTHXXEHUS ycIexa.

3. Ucnonk3oBanue napa ucciemoBares: s foctrxeHus memneit 4acto Heo0X0auMOo
MIPeoOoJIeTh COMHEHHS U CTPaxH, MEIIAloue JIBWKCHUIO Briepes. MccienoBaTenbCKuii
Jap CIOCOOCTBYET yAalleHHIO JTHX OJIOKOB, oOecredyuBas Oojiee YBEPEHHOE U
aJaNTUBHOE MTOBEJCHNE MEHEIKEPOB.

4. 3amyck UenH B HPOCTPAHCTBO: DPPEKTUBHOE IOCTIKEHHE IIelud Tpedyer
co3manus  nmoaxonsmed  armocdepsl.  McmonmpzoBanme — Anbda  4yacToTEl M
9JIEKTPOMArHUTHOTO TOJS YeJIOBeKa CIOCOOCTBYET YCIEIIHOMY BOIUIOLICHHIO LEJIH B
peanbHOCTb.

Ipaxmuyeckas 3HAYUMOCY U NPUMEHEHUE

IIpakTuueckass 3Ha4UMOCTh MeTOAMKH «Pectapr MpluleHU» 3aKIOYAETCS B
CHOCOOHOCTH Iepe3arpy3uTh MBICIH YeJIOBEKa Ha ONpPENeIeHHbIX YaCTOTaX, YTO BIUSACT
Ha SMOIMOHAJIBHOE COCTOSHHE W CIIOCOOCTBYeT Ooiee 3(p(HEeKTHBHOMY YIIPaBICHHIO
NOBEJICHUEM W  NPUHATHIO  pemeHuid.  Tom-MeHeIDKepbl,  HCIONb3ySd  CBOH
WHIWBUAYaJIbHBIE YacTOTHI MoO3ra, MOrYT J(QQEKTHBHO YIPaBIATH MBICISAMH |
SMOLMSIMH, ONHPAsACh Ha NPUHIMIOB TAaKUX HayK, KaKk HEHPOICUXOIOTHA,
HelipoOuonorus, Gu3nka u MeTapu3nuKa.

Cdepsl mpuMeHEeHUS METOIUKH OXBAaTHIBAIOT:

1. VYmpaBrneHue MBICIUTENBHBIME mpouneccaMu: ONTHMU3ANUS MBINUICHHS U
palMoOHAIBbHOE IPUHATHE PEIICHHH.

2. Pa3BUTHE BOJM K JOCTHXXEHHSM I1o0aibHbIX Heneil: Co3naHue spKod KapTHHKU
neneil 1 ycuieHne MOTHBALNH.

3. DOMomuoHanbHas KOMIETEHTHOCTh: YTpaBJICHHWE OMOLUSAMH uid  Ooisee
3(PeKTUBHOTO B3aNMOACHCTBHS.
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4. CHmxeHrne KOH(JIWKTHOCTH JIMYHOCTH: YCTpaHEHHE CTpPaxoB M COMHEHHI,
BEIYIINX K KOH(IUKTaM.

5.  CrpeccoycroitunBocth:  DopMHupoBaHHE CTaOHIBHOTO  SMOIMOHAIBHOTO
COCTOSIHHSI J1a)Ke€ B CIIOKHBIX CHUTYaIHSIX.

Ponb wacmom mosea 6 npoyecce nepesazpysxu

AKTHBHOCTH MO3Ta IIPEJCTaBIsET COOOH CIIOKHYIO CUM(OHHUIO YaCTOTHBIX PHUTMOB.
Pa3Hble puTMBI OTpaXKaloT pa3Hble BUABI JESATEIBHOCTH M COCTOSIHHUS denoBeka. Alnbga-
PUTMBI CONPOBOXKJIAIOT COCTOSIHME OT/ABIXa, OeTa-pUTMBI - KOHIEHTPAIMI0 BHUMAaHUS,
TeTa- ¥ raMMa-puTMBbl - pellleHHe KOTHUTHBHBIX 3aj1ay. V3ydyeHne AMHAMHKH PUTMOB
mo3BouiseT OoJiee IMOJHO MOHATH B3aMMOJEMCTBHE PA3IMYHBIX 00JacTel Mo3ra W WX
BKJIaJl B IPUHSATHE PELICHUH.

Cucmema obpabomku ungopmayuu

C yd4eTroMm TOro, 4To >KM3Hb IPOTEKAET Ha BCETO JIMIIb 5 OMNpEeJEIeHHBIX YacTOTax
Mo3ra, Meronuka «Pectapt MblluieHUs» mpeliaraeT MOCTPOUTh CHCTEMY 00pabOTKH
nH(pOpMaINK, YYUTHIBAsE B3aUMOCBS3b PAa3JIMYHBIX HayK. DTa cHUCTeMa BKJIIOYaeT B ceOs
4 srama, pacCMOTPEHHBIX paHee, KaKIbIH M3 KOTOPBIX HAamNpaBlieH HAa ONTHMH3AIHIO
MBIIUJICHHS U YIPaBICHHUS SMOLUSIMHU.

IIpaxmuueckoe snedpenue

O¢ddexTrBHOE BHenpeHue MeToAuku «PecrapT MBIIIIEHN» OCYIIECTBICHO 4Yepe3
nporpammel, Takue kak «Jlenqokonm» u  «lluH-kom». OHM TO3BOJSIOT NPUMEHUTH
NPUHIUIBI 3TOH METOAMKH Ha IpakTHKe, olecneunBas ydacTHUKaM J((EKTUBHBIC
WHCTPYMEHTHI Ul pa3BUTUA CO6CTB€HHOF0 MBIINIJICHWA, CO3HAHUA U UHTCJIJICKTA.

OcHogHnbie pesynbmamel U 6b1600bl

CpaBHeHI/Ie CYHIECTBYOIIUX MPOTpaMM TPEHUHI'OB JIMYHOCTHOI'O pOCTa IOKA3bIBACT,
YTO OHM YacCTO OTPaHMYMBAIOTCS MOBEPXHOCTHBIM BO3JCHCTBHEM U HE 00€CIeYMBAIOT
yCTOHYMBBIX pe3ynbratoB. Metoauka «Pecrapr MpeluuieHus» obecrneunBaer Oolee
rIy0oOKoe W KOMIUIEKCHOE BO3JeHiCTBHE Ha YPOBCHb MBILUICHHUS, CO3HAHHUA H
HHTEIJIEKTa. DTO OCHOBAHO HA HAYYHBIX MPUHIIUIAX!

-HeiipoOuosorusi: MakcumanbHOE KCIIOJIb30BaAHHUE MTOTEHI[MAIA MO3Ta.

-Hetipodusuonorus: YnpapiieHue HEPBHBIMH KJIETKAMU U IIPOLIECCAMHU MO3Ta.

-®usuka: [IpuMeHeHre 00X 3aKOHOB MTPUPOJIBL.

-Cunepromnorusi: OpraHuzanus U ynpaBicHHE ABI)KEHHEM CHHEPTHU B Pa3JIMUHBIX
chepax.

-Meradusuka: Pazputre npupoaHbIX peaibHOCTe Mupa.

-Heliponcuxonorus: [loHuManue B3auMMOCBS3€Ml MEXAY MO3TOM M IICHUXHYECKUMH
IIPOIIECCAMU.

-Data Scientist: AHanu3 JaHHBIX JUIS TOBBINICHUS J(PQPEKTUBHOCTH 3314
nepe3arpysKu.

-Heiipoananuz: C6op n 06paborka nH(POpPMAINH IO TTepe3arpy3Ke.

-Heiipoanropurm: Co3naHue HWHIWBHIYaJdbHBIX aJITOPUTMOB II€pe3arpy3kKu s
W3MEHEHHUS PEabHOCTH.

33 80:10011 81

Meronuka «Pecrapt MpimuieHus» MpeAcTaBiseT cO00W TIIyOOKHH W MHOTOTPaHHO
000CHOBAHHBIN TMONXON K Pa3BUTHIO JTUYHOCTH W 3P(GeKTHBHOCTH MBIIIeHUs. OHa
YUHUTHIBACT CIOXHOCTh MO3TOBOM AKTUBHOCTH M OCHOBAaHA HAa CHHEPTHH Pa3INYHBIX
HayK. OTOT METOJ MOXET NPUMEHAThCI B pasNmudHbIX cdepax, obecreunBas
yJ4acTHHKaM BO3MOXKHOCTH 0Oonee TiIyOOKOTO W YCTOMYMBOTO poOCTa  Kak
Mpo(heCCHOHANOB, TaK U JTMIYHOCTEH.
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VII. ABEPXKUHCKOI'O, A. 39, CTPOEHUE 8

U3 IATEJIb:
000 «OJIMMII»
VUPEJINTEJIb: BAJIBLIEB CEPI'Eil BUTAJILEBIY
153002, Pd, UBAHOBCKAS OBJI., I'. UBAHOBO, VJI. JKUJEJIEBA, /. 19

60



NMPOBINEMbI HAYKU

s o
% ot
“08A10 5 2000

M3OATENBLCTBO «MPOBMEMbI HAYKW». HTTPS:/MWWW.SCIENCEPROBLEMS.RU
ISSN 2304-2338(Print), ISSN 2413-4635(Online). EMAIL: INFO@P8N.RU, +7(915)814-09-51

CBUAETENLCTBO MU N2 ®C 77-47745

HAYUHAA SNEKTPOHHAA Poccumiickas
BUBINMMOTEKA KHV>KHaA nanarta

HAYYHO-METOOUYECKUW XYPHAN «MPOBNEMbI COBPEMEHHOW HAYKU M OEPA30BAHMS
/IPROBLEMS OF MODERN SCIENCE AND EDUCATION»
B OBA3ATENIbHOM NOPAAKE PACCBINTIAETCA:

1. Bubnuoteka AamuHuctpaumu MNpesnaenTta Poccuiickon ®egepauunn, MockBa;
Appec: 103132, Mockea, Ctapasa nnowags, a. 8/5.
2. NMapnameHTckan 6ubnuoreka Poccuiickoi ®egepaunu, Mocksa;
Appec: MockBa, yn. OXOTHbIN psg, 1
3. Poccuiickas rocyaapcTBeHHaa oubnuoreka (PIB);
Apgpec: 110000, MockBa, yn. BosaBuxkeHka,3/5
4. Poccuiickaa HauuoHanbHaa 6ubnuoreka (PHB);
Appec: 191069, CaHkr-Tetepbypr, yn. Cagosas, 18
5. HayuHaa 6ubnuoteka MockoBCKOro rocyaapCcTBEHHOrO YHMBEPCUTETA
umeHu M.B. JllomoHocoBa (MI'Y), MockBa;
Appec: 119899 MockBa, BopobbeBhl ropel, MY, HayuyHas 6ubnuoteka

MONHbIA CMUCOK HA CAUTE XXYPHANA: HTTPS:/IPI1.RU
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