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The purpose of the article is to identify and characterise the features of critical listening as a strategy for evaluating an
audio signal in the context of the art of sound recording. To provide the overall view and understanding of the research issues,
the method of generalization and systematization of scientific knowledge on the phenomenon of sound in musicology was
applied, as well as analytical and synthetic methods, method of musicological analysis, typological and system-structural,
which have helped to organise the information, study the sound and music and the variety of elements, determine the
place of critical listening in the art of sound recording, etc. The specifics of critical listening is investigated and systematic
methods for identifying, evaluating and forming artistic elements of sound recording are analysed; four components of
sound quality evaluation are identified and characterised — spectral content, musical context, dynamic context and dynamics
in critical listening evaluation. Conclusions. The art of sound recording is implemented through the listening skills, in order
to recognize nuances and create professional high-quality recordings, as well as the ability to use the recording process
and technical equipment to create sound with artistic sensuality. Critical listening involves the sound quality evaluation
to determine its characteristics following the context or to identify any undesired sounds or characteristics that affect the
conceptualization of a piece of music as a single entity.
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Introduction

Among artistic, art and technical specifications of the qualitative characteristics of sound recording, listen-
ing and critical analysis hold a special place in the art of sound recording.

Perception of sound quality and global form exist at certain levels in perspective and types of listening.
These concepts are central to the evaluation process as they allow producing the sound as an object at all lev-
els of auditory perception in details. The transmission of audio quality information is central to all aspects of
music production. Almost all audio industry positions should report on the content or sound quality. However,
there is no vocabulary to describe the sound quality or the evaluation process of its components. Sound quality
information is usually obtained by describing the values and actions of the physical states of the timbre com-
ponents. Sounds are described through the characteristics that make them single — they are actions and states
that occur in the components of the timbre of the sound source.

Critical listening and technical needs of the audio industry are usually combined with creative applications
and analytical process of listening. The scientific novelty lies in the fact that in this study an attempt was made
to formulate these differences in addition to the perception of quality at different hierarchical levels. Investigat-
ed the specificity of critical listening and analysed systematic methods for identifying, assessing, and shaping
the artistic elements of recording; identify and describe the four components of the assessment of sound qual-
ity — the spectral composition, musical context, dynamic context and dynamics in critical listening evaluation.

At the beginning of the 21st century, context research of sound recording shows that there are several
trends peculiar to its development: specifics of the sociocultural space (in the context of the specific cultural
and historical period), national traditions (styles peculiar to sound direction schools), individual qualities (spe-
cific creative perception of a sound by a sound producer), genre and stylistic features (the effect on a sound
recording by characteristics that are unique to each of the music genres). Thus, V. Diachenko (2018) explores
the creative activities of Ukrainian sound producers in the context of the development of Ukrainian culture
of the second half of the 20th — beginning of the 21st century; D. Kocherzhuk (2018) covers some aspects of
the influence of sound directing arts on the specifics of the pop genre; I. Gorbunova (2017) characterizes the
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basic principles of the computer recording studio as a system to work with music composer, artist, and music
engineer, includes a description of the mechanisms for the creation, development, preservation, dissemination
and reproduction of culture as a socio-cultural work.

Analysis of the studies suggests that at the present stage the process of sound perception in the context of
the art of recording requires detailed research regarding the arts.

Purpose of the article

The purpose of the article is to identify and characterise the features of critical listening as a sound evalu-
ation strategy in the context of the art of sound recording.

The purpose of the article requires the following objectives: to investigate the specifics of critical listen-
ing and to analyse systematic methods for identifying, evaluating and forming creative elements of the sound
recording; identify and characterise four components of sound quality evaluation — spectral content, musical
context, dynamic context, and dynamics of critical listening evaluation.

To review and comprehend all sides of the research issues, the method of generalization and systemati-
zation of scientific knowledge on the phenomenon of sound in musicology was used in the article, as well as
analytical and synthetic methods, method of musicological analysis, typological and system-structural, which
have helped to organise the information, music research in the entity and variety of elements, determining the
place of critical listening in the art of recording, etc.

Main research material

Modern Ukrainian researchers describe the sound recording as a new cultural phenomenon that influences
the intensification and improvement of intercultural correlations (Diachenko, 2018, p. 2), arguing that in mod-
ern times sound production is transformed into a synthetic kind of human activity, a dualism of the arts and the
tech, which is the critical characteristic of the activity.

The British scientist E. Hamilton (Hamilton, 2003, p. 345), exploring the artistic status of sound recording,
points out that “recording has transformed the nature of music as art by reconfiguring the opposition between
the aesthetics of perfection and imperfection”. Mechanical reproducibility, in his opinion, causes the decline
of art’s aura — that numinous quality of presence which characterizes the unique, authentic artwork. Record-
ing sacralises as well as commercialises music, and evidence for the decline of the musical aura, according to
T. Adorno (Adorno, 1991, p. 35), is the “regressive listening”. An opposed view is that recordings themselves
acquire an aura. I. Eisenberg (Eisenberg, 1987, p. 65) argues that the aura of music work is enhanced by re-
cording.

According to V. Sibiriakov (Sibiriakov, 2017, p. 9), sound recording across the forms is an aesthetic in-
terpretation, since it determines the individual outlook on the sound field, which articulates and marks a new
historical period in musical art, and, as relevant, the theory of musical aesthetics.

An expanded definition of the art of recording includes those forms of music whose primary medium is
the recording — in the composition and its digital developments the notion of “performance” is replaced by that
of “sounding” (Hamilton, 2003, p. 362).

Sound is a common phenomenon since many listeners can be involved in the process of listening to audio
material and evaluating its quality (for example, defining a musical theme, musical instrument, tempo rhyth-
mic, dynamic, timbre and other qualities of the listening material) (Rustamov, 2013, pp. 11-12). Instead, crit-
ical listening in the contemporary art of sound recording is described by theorists and practitioners as a stra-
tegic evaluation of the audio signal, “the creation of an individual object based on the sound (or its elements)
of certain music and background material, which allows distinguishing between existing defects or undesired
sound phenomena” (Nardi, 2014, p. 16).

Critical listening incorporates elements of analysis and aims to determine the quality of sound in terms
of physical presence, and then relates that information to the musical context in which the audio material is
presented and perceived. It includes certain sounds and then compares the sound with others. The listener
(usually an audio engineer) may be evaluating the technical quality of the sound for information related to the
frequency or spectral response, as well as listening for transient response, such as focusing on the sound quality
of the overall program or the particular characteristics of a single, isolated sound source.

Understanding the term of “sound quality” requires a concept statement of the “sound” as a term’s com-
ponent. At present, there are several approaches in the field of phenomenology to describe the phenomenon of
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sound (Casati & Dokic, 2011). In the context of this study, “sound” is interpreted as a process of wave distur-
bance of an elastic medium by an object that is vibrating and it causes sound perception (O’Callaghan, 2007,
p- 89). Accordingly, sound as an objective process of generating mechanical vibrations in an elastic medium is
related to the process of perception by its auditory system.

Sound as an entity has certain properties, such as volume and shape, noise, etc. The volume and the shape
of the sound are extremely specific — the vibrations are distributed differently in space, so the projection of
the sound may also be different. A. Shepsheleva (Shepsheleva, 2008, p. 8) states that “tightly compressing or
filling the whole acoustic space, infinitely continuing or pulsing, sound, like physical bodies, seems to make
a “contour” and exist as a point, a spot (dense, small-scaled, gradually emerging and rapidly disappearing),
waves (motion created by a smooth transition from point to wide sound-area and return to original state), line
(motion of sound-area by linear path). According to the researcher, the variety of forms of sound, which repre-
sent its ability to squeeze and grow to infinity, show great imaginative and artistic potential, which opens new
outlines of its expressiveness.

In the context of this study, we consider it expedient to consider in more detail and analyse the character-
istics of sound quality according to the specifics of critical listening.

Pitch density is the rating associated with the pitch of the sound characteristics of its qualities at the high-
est level of the rank structure. It can occur in a musical context or outside it. Analysis of main tone (for exam-
ple, perfect for percussion sounds), is another characteristic quality of the sound is related to its height, but at
a low hierarchical level (also not necessarily in a musical context).

Pitch density analysis contains the main tone in a musical context, but the analysis of percussion is out
of it. There are given ordinary or generalised approaches to the evaluation of timbre and sound quality that
state the information about the tonal component, which leads to the evaluation of timbre or sound quality. This
process involves the evaluation of the spectral content of the sound. Similarly, the dynamic analysis of the
contours involves the quality evaluation of sound at different structural levels.

The sound quality is recognised as the perception of sound to be a single concept or a single entity (Moy-
lan, 2012, p. 160). The listener perceives it in a global form or in the form of multiple levels of the hierarchy of
perception. The sound quality is recognised at all levels of perspective (details that are perceived).

Music of a certain type emphasises the dimensions of the overall musical texture, or sound masses, or the
sound quality relationships within the overall musical texture. The concept of giving musical significance to
the sound quality of the entire program, relationships of sound qualities and to pitch density can be found in
a wide variety of popular musical works (e.g. “A day in the life” by The Beatles). In most cases, this concept is
used in some industries. The concept of sound quality and pitch is what shapes the music, the dramatic motion
of the song’s transition part and its conclusion. The sound mass concept of pitch density is the primary musical
element, causing the timbre and sound quality to be the dominant artistic elements.

The sound quality is evaluated through the spectral content, musical context, dynamic context and dy-
namics in critical listening evaluation. The sound evaluation is performed at all levels of the hierarchy of
perception accordingly. At the highest levels, there are individual sources of sound that make up the texture
of the overall program and can be treated as individual spectral components. At the lowest level individual
spectral components, as well as sound sources that can be analysed for their contribution to the sound quality
of the overall program, are evaluated. In the musical context, this evaluation compares the sound source with
their overall quality through:

— individual dynamic contours (creating a musical balance);

— main pitch areas (creating pitch density evaluation);

— spatial characteristics.

In the process of critical listening, the contribution of the individual sound sources to the overall program
is analysed by the above parameters, but without relation to the musical time or context.

The audio professional usually deals with evaluating the individual sound source concerning its unique-
ness. Individual sound sources are evaluated according to their unique qualities as sound objects. The sounds
are evaluated to define their unique characteristics by determining the states and activities of the component
parts out of the musical context. This is the most common use of sound quality evaluation that is used for many
activities — from settings of the signal processors to evaluating the production of audio devices, as well as from
defining the general characteristics of the sound source (for example, to a detailed evaluation of a particular
guitar sound).

There are many other possibilities. Often the evaluation of the sound quality is performed on one isolated
presentation of the sound sources. An isolated presentation has its own unique level of the main pitch, dynamic
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level of performance, the method and intensity of articulations, etc. Studying a specific isolated presentation of
the sound source allows comparing different versions of the same source or other performing similar material.

Evaluation of sound quality is aimed at determining the state and activities of the dynamic envelope of
the source, spectral content and spectral envelope, and is also used thoroughly appreciated by the listener’s
perception of the pitch definition.

V. Molan (Moylan, 2012, p. 161) states that the quality of the sound is determined by the physical di-
mensions of its sources and their unique states and levels of perception by the listeners. The definition of the
fundamental frequency contributes to the formulation of the information on these values, especially on the
volume level of the fundamental frequency in relation to the rest of the sound spectrum, and the dominance of
the harmonic partials. Four components of sound quality evaluation are explored throughout the entire time of
the sound material and are depicted on a single time line. The researcher argues that the pitch definition and
dynamic envelope exist in terms of the overall sound, and the spectrum and spectral envelope are the inner
components of sound and are recognised at a lower level of perspective (Moylan, 2012, p. 161).

To determine the dynamic contour of the sound or the overall dynamics of its changes throughout the
dynamic level is quite difficult at the first hearings. Difficulties may arise through some strange changes in
volume and spectral component. According to researchers, the listener must focus on the actual volume and
not to take other parameters of the sound. The reference dynamic level and dynamic contour are required,
which is determined by the intensity level of the source (sound recording). The intensity level itself is the
dynamic level that evaluates the sound quality. It is used at the level of the spectral envelope, respectively the
same reference level operates on two levels of perspective, as well as one reference dynamic level operates
as a program dynamic contour, and for musical balance. Dynamic contour describes the shape and speed of
the dynamic envelope and its dynamic levels at specific points in time. By understanding how the change of
volume and defining the levels and the speed of these changes, the listener describes the physical elements of
sound, which affect each other. They include important components of the unique objective character of the
sound.

An extremely important aspect of critical listening is spectral content. Harmonics and overtones fuse to
the fundamental frequency, therefore, are perceived primarily as part of a whole (the global sound quality).
The researchers emphasise that a major part of the evaluation of the sound quality works against all listening
techniques and previous listening experiences (Moylan, 2012, p. 163). Only through practice and repeated
listening, one acquires the skills of accurately recognising the spectral components and monitoring of the
dynamic contours that make up the spectral component. The number of harmonics can be used to identify the
spectral components. For example, the listener can imagine the harmonic series as a chord above the main
part, and hearing the sound of this chord, to represent the height of the harmonic series while listening. This
will contribute to better identification of the pitch/frequency of the existing harmonic series. In addition to
the harmonics, it is also possible to determine the location of frequency/pitch, respectively, the listener will
be able to quickly determine where harmonic series is. Thus, the harmonic series is used as a template for
comparison and identification of existing frequency/pitch. This estimates the spectral content much more
accessible. A tone generator or keyboard can be used to assist in determining the levels of the frequency or
pitch of the main harmonics and overtones. The definition of harmonics, as well as specifying the content of
overtones provides a significant amount of objective information about the sound.

Description of the entrances and exits of the partials (harmonics and overtones), as well as individual
dynamic contours of these partials (spectral envelope), provides additional important information on the
quality of the sound. The spectral envelope is defined by scientists as “a function that provides amplitude to
exceed the frequency and is envelope magnitude of the short-time spectrum (STS)” (Rodet et al., 1987). The
spectral envelope used for the synthesis of musical sound thanks to their operational models as the model
of “source-filter”, and perception of musical sounds, such as timbre. Besides, they offer a view of important
sound properties, which greatly simplifies the management of synthesis models.

J. Schwartz and K. Kind (Schwarz & Rodet, 1999) note that the spectral envelope extremely contributes
to the analysis and synthesis of sound through their contact with models of production and perception, as
well as its ability to grab and manipulate the important properties of sound using intuitive “musical settings”.
Spectral components that are identified as spectral content, available at the level of the spectral envelope in-
cluding the fundamental frequency. It is divided into the fundamental frequency, subtones and subharmonics,
overtones and harmonics that make up the spectral content. When displaying the dynamic levels and contours
of these partials important information about the definition of pitch and character of the sound is obtained.
Thus, the listener gets extremely meaningful and objective information about the sound.
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The ability to evaluate the sound quality and timbre is extremely important for the sound producer, re-
cording engineer and producer, as understanding and learning these characteristics are necessary to convey
accurate and up-to-date information. The skills of listening and recognising the components of the quality/
timbre of the sound contribute to enhancing the artistic component of the recording.

Conclusions

The art of recording is realised through the ability to listen to, in order to recognise the nuances and create
a professional quality recording, as well as the ability to use the recording process and technical equipment
to create sound with artistic sensitivity. Critical listening involves evaluation of the sound quality to define its
distinctive features according to the context or to identify any undesired sounds or characteristics that affect
the conceptualisation of the musical work entity.

Directions for future research involves a thorough analysis of the features of critical listening to music
recordings of different genres.

References

Adorno, T. (1991). On the fetish character of music and the regression of listening. In J. Bernstein (Ed.), The culture
industry. Routledge [in English].

Casati, R., & Dokic, J. (2011). Sound. In E. N. Zalta (Ed.), The Stanford Encyclopedia of Philosophy. https://plato.
stanford.edu/search/searcher.py?query=Sound [in English].

Diachenko, V. V. (2018). Tvorcha diialnist ukrainskykh zvukorezhyseriv druhoi polovyny XX — pochatku XXI stolittia:
teoriia, istoriia, praktyka [Creative activity of Ukrainian sound producers in the second half of the 20th — beginning
of the 21st century: theory, history, practice]. (Abstract of PhD Dissertation). National Academy of Managerial Staff
of Culture and Arts, Kyiv [in Ukrainian].

Eisenberg, E. (1987). The recording angel: explorations in phonography. McGraw-Hill [in English].

Gorbunova, I. B. (2017). Kompiuternaia studiia zvukozapisi kak instrument muzykalnogo tvorchestva i fenomen
muzykalnoi kultury [Computer recording studio as an instrument of musical creativity and the phenomenon of
musical culture]. Society. Philosophy, History, Culture, 2, 87-92. https://doi.org/10.24158/fik.2017.2.21 [in Russian].

Hamilton, A. (2003). The art of recording and the aesthetics of perfection. British Journal of Aesthetics, 43,(4), 345-362.
https://doi: 10.1093/bjaesthetics/43.4.345 [in English].

Kocherzhuk, D. V. (2018). Rol i znachenie razvitiia zvukozapisi v oblasti vokalno-estradnogo iskusstva [The role
and importance of the development of sound recording in the field of vocal and pop art]. Vesnik Belaruskaga
dzjarzhawnaga wniversitjeta kultury i mastactvaw, 1(29), 71-75 [in Russian].

Moylan, W. (2012). The Art of Recording: Understanding and Crafting the Mix. CRC Press [in English].

Nardi, C. (2014). Gateway of Sound: Reassessing the Role of Audio Mastering in the Art of Record Production. Dancecult.
Journal of Electronic Dance Music Culture, 6(1), 8-25. https://doi: 10.12801/1947-5403.2014.06.01.01 [in English].

O'Callaghan, C. (2007). Sound: a philosophical theory. Oxford University Press. https://doi: 10.1093/
acprof:0s0/9780199215928.001.0001 [in English].

Rodet, X., Depalle, Ph., & Poirot, G. (1987). Speech Analysis and Synthesis Methods Based on Spectral Envelopes and
Voiced/Unvoiced Functions. European Conference on Speech Tech [in English].

Rustamov, A. R.-O. (2013). Zvukovoi obraz prostranstva v strukture khudozhestvennogo iazyka zvukorezhissury
[The sound image of space in the structure of the artistic language of sound engineering]. (PhD Dissertation).
St. Petersburg University of the Humanities and Social Sciences, St. Petersburg [in Russian].

Schwarz, D., & Rodet, X. (1999). Spectral Envelope Estimation and Representation for Sound Analysis-Synthesis. Proceedings
of the ICMC (pp. 351-354). https://pdfs.semanticscholar.org/0f2b/aeSc813a66b44fa36fc2tb7d387d10356bb7.pdf [in
English].

Shepsheleva, O. V. (2008). Zvuk v khorakh a cappella otechestvennykh kompozitorov poslednei treti XX veka: soderzhatelnyi
aspekt [Sound in choirs a cappella of domestic composers of the last third of the 20th century. substantial aspect].
(Abstract of PhD Dissertation). The Herzen State Pedagogical University of Russia, Astrakhan [in Russian].

Sibiriakov, V. N. (2017). Zvukozapis kak forma esteticheskoi interpretatci [Sound recording as a form of aesthetic
interpretation]. (Abstract of PhD Dissertation). Lomonosov Moscow State University, Moscow [in Russian].

The article was received by the editorial office: 21.03.2020

101



MY3NYHE MUCTELTBO
ISSN 2410-1176 (Print) « Bicank KHYKiM. Cepisti: MucrtenrsoznaBctso. Bur. 42 ¢ ISSN 2616-4183 (Online)

CIIEIIU®IKA | Bonkomop Biramiit Bikropouda
KPUTHUYHOI'O ITPOCJTYXOBYBAHHA | Buxkraoau,
B MUCTEUTBI 3BYKO3AIIUCY | Kuiscoxuii nayionanshuil ynieepcumem

Kynemypu i mucmeyms, Kuis, Yxpaina

Merta cTarTi — BU3HAUUTH 1 OXapaKTepU3yBaTh OCOOIUBOCTI KDUTHYHOIO TIPOCIIYXOBYBAHHS SIK CTPATErii OLIIHKH
3BYKOBOTO CUTHAITY B KOHTEKCTI MHUCTEIITBA 3ByKo3arucy. J{jist BceDiuHOro po3nisiy Ta OCMUCIICHHS 03HAYEHOT TPOOIeMaTHKN
3aCTOCOBAHO METOJ y3arajbHEeHHS Ta CUCTeMarn3allii HayKOBHX 3HaHb PO (PEHOMEH 3BYKY B raily3i My3UKO3HABCTBA,
a TAKOXK AHAITHIHUH 1 CHHTETHYHUI METO/IH, METOJl My3UKO3HABUOIO AHAITI3Y, TUITOJIOTTYHUI Ta CHCTEMHO-CTPYKTYPHHI,
110 TTOCTIPHSIIN CUCTeMaTH3alii iHdopMarii, T0CIi/DKEHHIO SBUILA My3HYHOTO 3ByKO3aITUCy B €IHOCTI Ta OaraToMaHITTi
€JIEMEHTIB, BU3HAYEHHIO MICIISI KpUTHYHOTO MPOCITYXOBYBaHHSI B MUCTELITBI 3ByKO3anucy Ta iH. HaykoBa HOBH3Ha.
JocnimkeHo crienudiky KpUTHYHOTO MPOCIYXOBYBaHHS Ta IIPOAHAII30BAaHO CHCTEMATHYHI METOIU BUSBJICHHSI, OI[IHIOBAHHS
Ta (OpMyBaHHs XyJOKHIX €JICMEHTIB 3ByKO3aIKCY; BU3HAUYCHO 1 0XapaKTEPHU30BAHO YOTHUPU KOMIIOHCHTHU OLIHKH SKOCTI
3BYKY — CIIEKTPAJIbHUI CKJIaJ], My3UUHUI KOHTEKCT, AMHAMIYHHI KOHTEKCT Ta JIMHAMIKY KPUTHYHOT OIiHKH MPOCITYXOBYBaHHSI.
BucHOBKHE. MUCTENITBO 3BYKO3AITHCY PEaNTi3y€eThCs 3aBASKU BMIHHIO CIyXaTH, 3 METOIO PO3ITi3HABAHHS HIOAHCIB 1 CTBOPEHHS
poQeCciiHOro SIKICHOTO 3aITUCY, @ TAKOK BMIHHIO BUKOPUCTOBYBATH MPOIIEC 3aIMCY Ta TEXHIYHE 00IaAHaHHs 1711 (HOpMyBaHHS
3BYKY 3 Xy/[I0KHBOIO UyTTEBICTIO. KpUTHYHE POCITyXOBYBaHHS BKIIIOYAE B ce0€ OLIHKY SKOCTI 3ByKY JIsl BASHAYCHHS OTO
XapaKTePHUX 0COOIMBOCTEH BIMOBIIHO 10 KOHTEKCTY a00 BUSBIICHHSI OyIb-IKUX HEOAKaHUX 3BYKIB UM XapaKTCPUCTHK,
110 BIUTMBAIOTH HAa KOHIICNITYaTi3allif0 I[JIICHOCTI My3UYHOTO TBODY.

Kniouosi cnosa: MUCTENTBO 3BYKO3aIKCY; KPUTHYHE MPOCITYXOBYBAaHHS; 3BYK; SKICTh 3BYKY; XyIOXKHbO-TEXHIYHI
napamerpu

CHELIU®UKA | Borkomop Buranuii Bukroposiy
KPUTHYECKOI'O ITPOCIAYWIMUBAHMS | Ipenooasamen,
B UCKYCCTBE 3BYKO3AIIMCH | Kuescxuii nayuonansusiii yrugepcumemn

Kynvmypel u uckycems, Kuee, Ykpauna

Llenb cTaTby — ONPENENINUTE U 0XapaKTEPHU30BaTh OCOOCHHOCTH KPUTHUECKOTO MPOCITYIINBAHMSI KaK CTPaTeruu
OLICHKH 3ByKOBOI'O CUTHaja B KOHTEKCTE UCKYCCTBA 3BYKO3alUCH. J[JI1 BCECTOPOHHETO PaCCMOTPEHUSI U OCMBICICHUS
0003HaYEHHOI1 TPOOIEeMaTHKK IPUMEHEH MeTO/] 0000IIEHHS ¥ CHCTEMATH3allMK HAyYHBIX 3HaHUI O ()eHOMEHE 3ByKa B 00J1aCTH
MY3bIKOBE/ICHHS, A TAK)KE aHATTUTHUCCKUIA U CHHTETHYECKUI METO/IbI, METO/l MYy3BIKOBEJUECKOTO aHAII3a, TUIIOJIOTUYECKUI
U CUCTEMHO-CTPYKTYPHBII, KOTOPBIE IOMOTJIN CUCTEMATH3allnN HH(POPMAIIIH, UCCICIOBAHHIO SIBICHUS MYy3bIKaIbHOMN
3BYKO3AIHCH B €MHCTBE 1 MHOTOOOPA3HH1 JIEMEHTOB, OIIPE/IEICHHIO MECTa KPUTHUECKOTO MPOCIYIINBAHUS B HICKYCCTBE
3ByKo3anucH u ap. Hayunas HoBusHa. MccnenoBana cnennguka KpUTHIECKOTO MPOCITYITMBAHUS W POAHATN3UPOBAHBI
CHCTEMaTHIECKUE METO/IbI BBISIBICHNS, OLICHKH 1 (DOPMHUPOBAHUS XYJO’KECTBEHHBIX IEMEHTOB 3BYKO3AINCH; OTIPEIEIICHbI
U OXapaKTepU30BaHbl YEThIPE KOMIIOHEHTA OLIEHKH Ka4eCTBa 3ByKa — CIIEKTPalIbHbIN COCTAB, My3bIKaIbHbIN KOHTEKCT,
JMHAMHYECKUH KOHTEKCT U ANHAMMKAa KPUTHUECKOM OLIEHKH MPOCTyIuBaHus. BoiBospl. MickyccTBO 3ByKo3anucu peanusyercs
Orarofapsi yMEHHMIO CIyIIaTh, C LENbIO PACIO3HABAHUS HIOAHCOB M CO3/IaHMsI TPO(ECCHOHANIBHOM Ka4eCTBEHHOM 3aITUCH,
a TaKke YMEHHUIO MCIIOJIb30BATh MPOIECC 3aMMCH U TEXHMYIECKOe 000pyI0BaHue [isi (POPMUPOBAHUSI 3ByKa C XYI0XKECTBEHHON
YyBCTBEHHOCTHI0. KpuTHUECKOE MPOCITyIIMBaHUE BKIIOYACT B C€0s OLIEHKY KaueCTBa 3ByKa JUIsl ONIPEACICHNUS €ro
XapaKTEPHBIX 0COOEHHOCTEH B COOTBETCTBUH ¢ KOHTEKCTOM HJIM BBISBIICHUS KAaKHUX-JINOO HEXKEIATEIbHBIX 3BYKOB MIIN
XapaKTEPUCTHUK, BIMSIOMNX Ha KOHIENTYaIN3aIHIO [ETOCTHOCTH MY3bIKQIBHOTO MTPOU3BEACHHSL.

Knrouesvie cnosa: NCKyccTBO 3ByKO3aIHCH; KPUTUYECKOE NMPOCTYIINBAHUE; 3ByK; KAUECTBO 3BYKa; XyI0KECTBEHHO-
TEeXHUYECKHE TTapaMeTphl
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