© Hayka
TenesmaeHUs

UDC 78.07 + 78.02 + 008
DOI: 10.30628/1994-9529-2022-18.2-171-214
EDN: GYIVHM
Received 07.05.2022, revised 24.06.2022, accepted 27.06.2022

EVGENIYA G. EVPAK

HSE University

Khitrovsky pereulok, 2/8, korp. 5, 109028, Moscow, Russia
ResearcherlD: ADU-8177-2022

ORCID: 0000-0001-5961-5657

e-mail: eevpak@hse.ru

For citation

Evpak, E.G. (2022) HSE University’s “Media Sharks”: The Digital Music Record
Labelin a Classical University. Nauka Televidenya—The Art and Science of Tel-
evision, 18 (2), 171-214. https://doi.org/10.30628/1994-9529-2022-18.2-171-
214, EDN: GYIVHM

HSE University’s “Media Sharks”:
The Digital Music Record Label
in a Classical University*

Abstract. The article showcases the value aspects of a music record label in a clas-
sical higher education institution. In the article, | elicit specific features of conceptu-
alizing and starting-up the main operational cycle with Media Sharks record label,
which has been founded at the Faculty of Communications, Media and Design at
the HSE University. | overview the managerial and technological processes that are
related to the organization of the project operation at the start-up of digital music
product release with the forthcoming perspective of turning the project into the main
operation cycle.

Digital music record label in a classical higher education institution is deemed to
be an innovative direction in the media education in terms of project-type research
activity of the young scholars learning media literacy and music management: it
fosters realization of academic, industrial, and educational purposes, substantial for
popularization of personal brands of campus residents in the context of permanent
growth of the university’s image.

The model of launching the record label suggested in the article has been experi-
mentally tested between August, 2021, and February, 2022. Currently, Media Sharks

* Translated by Evgeniya G. Evpak
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label is at the turn between experimental operation and the main operation cycle.
The students—residents of the label release and promote their music compositions,
arrange concerts and hybrid-type performative fashion shows together with design-
ers and music industry professionals.

Keywords: digital music record label, university record label, digital music stream-
ing, audio-visual content, producing music videos, digital music distribution, digital
culture, innovations in creative media education, innovations in music industry, mu-
sic management, knowledge triangle
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«Media Sharks» HAY BLLI3 —
LMDPOBOE My3blKanbHOE U3AaTENBCTBO
B KNlaCCMYECKOM BYy3e

AHHOTauusA. B cTaTbe paccMaTpyvBaloOTCs LEHHOCTHbIE acmeKTbl MeaWiiHo-
My3bIKafbHOTO Nelibna s KNaccuyeckoro By3a. ABTOP OCBeLlaeT 0COOeHHOCTH
KOHUeNTyanM3auuy v 3anycka B paboTy onbiTHOW Mogenu neiibna «Media
Sharks», cospaHHoro npu dakynsteTe KOMMyHUKaUMA, Megua 1 AnsaiHa HNY
BLL3, a Takke ynpaBneH4ecKo-TEXHONOrMYecKme NpoLeaypsl, CBA3aHHbIe C opra-
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HM3aLUven paboTbl NPOeKTa Ha 3Tamne MNyCKOHanafaKW WU3AaTenbCKMX MpoLEeccoB
C NEPCNEKTUBON Nepexofa B OCHOBHOM OMepaLMOHHbIN LIMKA.

Lndbposoe n3aaHMe My3bIKaNbHOrO KOHTEHTA B KNACCMYECKOM YHUBEpCUTETE
SBNSETCS MHHOBALMOHHbBIM HanpaBneHnem B Meanaobpa3oBaHn v NMPOEKTHON
0esTeNbHOCTM  MONOAbIX  WMCCNefoBaTenel, M3y4atollyx MeanakoOMMyHMKaLum
Y My3bIKabHbIA MEHEPKMEHT, TaK KaK CMOCOBCTBYET peann3almmn akageMnyeckmx,
VHAYCTPYanbHbIX 1 MPOCBETUTENBCKUX 3aaY, CYLLECTBEHHbIX A5 MONyNspu3aumm
NepCcoHanbHbIX BPEHOB PE3VAEHTOB BY3a B KOHTEKCTE MEPMAHEHTHOTO MOBbI-
WEeHWS ero UMUK,

Mpepnaraemas Mofenb 3amnycka npoekTa Obina anpobrposaHa ¢ aBrycta 2021 no
eBpanb 2022 1. B HacTosWwmiA MOMeHT nenbn «Media Sharks» 13 cTagmm onbiTHOM
IKCNyaTaUumMm NepexoamnT B OCHOBHOW ONepaLyOHHbIA UMK, Pe3naeHTsl neinbna
M30at0T U MPOABUTaT CODCTBEHHbIE COMMHEHMUS, COBMECTHO C AM3alHepamu
M NPeACTaBUTENSAMU My3bIKANbHOM WHAYCTPUM OpraHn3ys KOHLEepTHble Mepo-
npusaTUs 1 nepchopMaTrBHble NoKa3bl rbprAHOro opmata.

KnioyeBble cnioBa: UMPPOBOE My3biKanbHOE M30ATENbCTBO, PeKopa-nenbn,
MY3bIKabHbI CTPUMWUHT, ayAMOBM3YanbHbIA KOHTEHT, NMPOAKCUMPOBAHNUE My3bl-
KanbHbIX KAWMMOB, UMdPOBas AMCTpUOLIOUMS, UMDPOBas KynsTypa, MHHOBaLMM
B MeavaobpasoBaHvin, MHHOBAUMW B My3bIKanbHOW WHAYCTPUM, My3biKanbHbIA
MeHemxmMeHT, knowledge triangle

BnaropapHoOCTW: 1CCnefoBaHWe BbLINOMHAETCS NPy BUHAHCOBOW noffepxKe
LleHTpa No nofAepKe NPOEKTHOW AeATeNnbHOCTH aKynbTeTa KOMMYHMKAUUNA,
Megva ¥ gusaiHa HWY BLI3 B pamkax Hay4yHoro npoekta «CospaHue My3bl-
KanbHOro n3gatensctsa “Media Sharks” HIAY BLLD».

INTRODUCTION

This article is dedicated to the phenomenon of the media-music label Me-
dia Sharks, a project which has been implemented since December 1, 2021, at the
School of Media of the HSE Faculty of Communications, Media and Design.

The choice of the object of research is not accidental: the question of the
value of a record label as a platform that provides students and teachers of the uni-
versity with an opportunity to publish a musical product of their own composition
in order to test the prospects for monetization of audiovisual content of a certain
genre on a simulated target audience is reckoned to be quite relevant.

The main objective of the study was to model the infrastructure for managing
a digital music product in the context of a full cycle of digital distribution of music
content on the student record label Media Sharks.

The article solves several tasks:

1) The achievements of the authors who see an economic perspective in the
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development of the direction of digital streaming of the music content are sum-
marized;

2) The models of digital music record labels are analyzed from the point of
view of institutional studies;

3) A proven concept of organizing the activities of a digital music record label
at the Faculty of Journalism of a classical university, corresponding to the “knowl-
edge triangle” model, is proposed.

The empirical data for the case study was the student record label Disrupcién
Records, created by undergraduates from the division of the Berklee College of Mu-
sic in Valencia (the project website is https://www.disrupcionrecordsofficial.com).
Of course, we did not set out to compare the disparate histories of development
of the Disrupcion Records and Media Sharks HSE labels, created at the universities
of different specializations, which represent the initial difference in the two cases
under consideration. The Berklee College of Music is an American university located
in Boston, with the only foreign branch in Valencia, which provides professional
training for musicians and sound engineers in the non-academic music. The Higher
School of Economics is a classical university that has branches only in Russia, and
the record label in question, as noted above, was created under the School of Media
of the HSE Faculty of Communications, Media and Design at Moscow campus of the
university. The main criteria for a possible comparative study of the two selected
cases were: the organizational models of the student label, the main activities of
labels, the nature of the unique selling proposition for the artists, and the ways the
labels solve the problem of promoting personal brands of the university students.

| believe that the conclusions about the models of organizing the educational
process using the opportunities of the digital music record label as a platform for
testing the project hypotheses of young researchers will help to contribute to the
consideration of the prospects for the development of digital music publishing in
universities, ensuring the deployment of fundamental research on the aspects of
digital distribution of music content in the context of hybridization of digital prac-
tices (edutainment, infotainment, digital music content management, etc.).

Literature review

Public and research interest to the issues of digital releases of the music con-
tent as one of the main forms of monetization of the musical creativity for the artists
has been actively growing since 2015 (Meier, 2015). This is motivated by the IFPI
annual reports and industry news regarding the growth of the global music market
in the segment of digital streaming (International Federation of the Phonographic
Industry [IFPI], 2015; IFPI, 2021), Bloomberg (Brunstein, 2015), Forbes (Owsinsky,
2015), RBC (Kuznetsov, 2015), Intermedia (Safronov, 2020, p. 28) and other industry
informational sources (Gokhberg, 2021, pp. 54-57).
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Over the past 7 years, the role of record labels and digital music streaming ag-
gregators as institutions involved in popularizing the work of musicians and ensur-
ingthe development of the fan communities of the artist, has significantly increased.
For example, in 2015, the issues of social and technological innovations related to
methods of paying for a subscription to streaming services, as well as the problem
of devaluation of the value aspect of music as an art form in the new perception of
music as an integral part of digital audiovisual product used to be relevant for the
global musicindustry in relation to digital streaming. In addition, the types of digital
promotion of artists on large and medium labels, as well as methods to combat the
digital piracy were widely discussed (IFPI, 2015). After 7 years, by 2022, along with a
steady increase in the contribution of digital streaming to the economy of countries
and individual regions with a developed creative economy, there is a shift in focus
to discussing models of interaction between labels and musicians themselves with
fan communities, the development of new forms of transmedia storytelling and the
emergence video application services in order to integrate content created by fans
from the original content of the artist into a single narrative (for example, Smule,
TikTok, Likee, TalkMe, etc.), with subsequent rethinking of the grouping of artists
in the context of the stylistic parametrization of their work and the categorization
of narratives created by virtual worlds, for example, k-pop bands (IFPI, 2021, p. 5).

The meanwhile, popular at the early stages of digitalization of the creative
economy, the trend of low-budget production of a music product known as the
DIY model (“Do-it-yourself”) by the beginning of the 2020s gradually started being
replaced by the model of creative teams conventionally denoted by the term “Do-
it-together” (DIT), that is similar to traditionally collective creative collaborations
in film projects, (Fauchart et al., 2022). This process had a place due to the digital
transformation of the music industry and the accompanying process of re-thinking
a music product into an audiovisual content format with a typical high role of the
visual component of the digital album covers and video sequences of music videos
as packaging elements of the music product on the showcases of digital streaming
services, which are easier for an artist to produce not alone, and with the support of
the staff of the record label or by a team of like-minded people.

In the academic field, the discussion about releasing the digital music is rep-
resented by the studies of various aspects, such as: creativity (Berg, 2022), digitaliza-
tion of creative industries (Throsby, 2008), digital activism (Partti, 2014; Harlow &
Guo, 2014) and digital practices (Page, 2021), music streaming (Kjus, 2022), music
consumption (Aguiar & Waldfogel, 2018; Sim et al., 2022; Napreenko & Rondarev,
2022), musician work in digital music editors (Gibbs, 2019; Brett, 2019; Cheng, 2022;
Reuter, 2022), online music creation and ubiquitous music (Miletto et al., 2011; Kel-
ler et al., 2014).
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In the article by Keith Negus (2019, pp. 368-370) exploring the trends in the
music and recording industry in the post-recording period, the author, referring to
the research of Rogers (2013), Marshall (2013) and a number of other scholars, iden-
tifies the following patterns of perception of the influence of record labels on the
process of popularizing the musical creativity of artists in the academic environ-
ment: (1) assessing the role of major labels in the binary utopian mode, (2) assess-
ing the phenomenon of digital piracy in the context of an unregulated market for
downloading the streaming music content in peer-to-peer mode, (3) description of
the reaction of record labels to the shift in the industrial paradigm towards the crea-
tion of fan communities for musicians using technological and social innovations,
(4) description of the activities of record labels by applying the 360 degree model,
(5) a change in the nature of music content licensing with the growth of sampling,
DJ-ing and the transition of the record labels to the 360 degree model.

The term “360” means that the record label receives a portion of the revenues
from the artist’s remuneration from the full range of digital streaming for the label’s
services of merchandising and digital music publishing of the artist's content by
publishing the music product through digital aggregators, in return providing the
artist with its partner platforms and a range of services aimed to promote the artist’s
music content in all segments of digital streaming, including (1) music placement
on online music stores and streaming services, (2) offering the artists’ music for syn-
chronization to television and radio broadcasters, (3) recommendations to advertis-
ing agencies for releases as music for advertisements.

Currently, there are very few special studies devoted to the operation of the
record label from the inside, in terms of organizing the digital music publishing pro-
cesses. Digital royalty statistics for artists are also trade secrets that labels do not
sharein the open sources. At the same time, the topic of digital streaming is the one
of considerable interest, since it comprehends the processes of managing a digital
music product, the relationship of actors and the regulation of copyright issues in
the activities of participants in creative collaborations.

The systemic focus on this problematic section characterizes the novelty of
this study.

DISTRIBUTION OF A DIGITAL MUSIC PRODUCT IN THE STREAMING ERA

The term “music product”, which appeared in the discourse of American mu-
sic producers at the turn of the 1960s-1970s as a studio production neologism, gen-
eralizing all stages of the full cycle of sound recording of a phonogram of a music
composition by the musicians with subsequent stages of packaging, selling and
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promoting the phonograms in the form of singles and albums, is semantically as-
sociated with the “product-market” concept, popular in the 1960s in the USA, in the
theory of product management (Negus, 2019, p. 370).

A digital music product distributed by releases on Internet platforms through
the digital streaming aggregators, by publishing it in online music communities,
social networks, video hosting websites (YouTube, RuTube, Vimeo, etc.) and other
specialized websites and thematic portals is diverse by genre and production func-
tionality. In addition to the traditional commercial music product (single/EP/album
releases/podcasts/sync music), it can be represented by sample packs, virtual syn-
thesizer plugins, noise effects libraries, audio branding packages and media music
(jingles, audio logos, intros, beats, fanfares), remixes, mashups and remakes of fa-
mous songs from DJs, new songs from unknown or little-known sound producers
offered for sale for artists and singers, as well as unlicensed content posted by the
Internet users: phonograms “-1” and karaoke versions of the popular songs on semi-
official Internet resources. According to the level of professionalism of the produc-
ers of the music product, there is a certain distinction between professional and
user-generated content.

Since the distribution of the first pirated versions of digital music editing soft-
ware products, such as Fruity Loops, Cubase and Ableton Live in the post-Soviet
space, digital music activism has been steadily growing from a hobby into a pro-
fession among the teenagers and economically active youth. Music production
and arrangement using digital audio editors, along with design and camera skills,
are becoming the most popular areas of additional professional education pro-
grams and the reason for changing the trajectories of professional development
of the residents of big cities, who find themselves prone to musical creativity. The
“flooding™ of the music market with novice arrangers, sound engineers and sound
producers who have undergone professional retraining at additional professional
education courses leads to a redistribution of the labor market for creative spe-
cialists in megacities and the continuous emergence of new experimental creative
collaborations between neophytes and industry representatives. Such collabora-

! The website of the Institute of Music Initiatives (https://i-m-i.ru) contains 501 CVs of music industry
professionals against 49 vacancies. Job seekers include 106 teachers, 11 executive producers, 4 concert
directors, 9 label managers, 33 music managers, 14 live sound engineers, 60 studio sound engineers,
136 music producers, 63 performers, 93 songwriters and 25 scouts and A&R managers, however, this
is a synchronous cut. A comprehensive assessment of the dynamics of the labor market in the music
industry requires a separate study. A remarkable attempt at such assessment was made in a study of
the creative economy of Moscow, conducted at the Institute for Statistical Studies and the Economics of
Knowledge, Higher School of Economics, in 2019-2020 by Mikhail Gershman and a team of the authors
(Gokhberg, 2021, p. 54). According to the data collected in this study, the number of people employed
in the music industry in Moscow in 2018, was 6,000 people working in 476 organizations, most of which
(53.7%) are micro-enterprises.
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tions, as a rule, create an audiovisual product—audio recordings of musical com-
positions and music videos. Creators of the digital music content and their creative
teams can share their creativity by posting the content on the social media and
video hosting websites, as well as by publishing the content through the digital ag-
gregators.

The most popular digital music streaming aggregators in Russia are Tunecore,
CD Baby, Multiza and the National Digital Aggregator. With their help, the authors of
music projects can publish their creative product on their own, without resorting to
the services of record labels. The digital release of the music of an unknown artist,
being the only way to popularize a new music product on the market, nevertheless
leaves the question of the efficiency of streaming as a source of income for musi-
cians, because the music market is oversaturated here. This effect is called “digital /
brand blindness” (Yang et al., 2021).

Considering this specific issue of digital streaming of music content via You-
Tube, this effect is reflected in the fact that every second uploading to YouTube of
thousands of pieces of information leads to the user’s lack of desire to listen to the
next music product recommended by targeted advertising. Thus, the efficiency of
the paid promotional campaigns decreases, and the role of music sharing grows
up within communities and fan groups of the artists. At the same time, a digital ag-
gregator, as a platform endowed with the technical function of distributing music
content through digital streaming services and online music stores, is, on the one
hand, an obligatory link in the full production cycle at the stage of distributing a
music product, on the other hand, it can be used directly by the musicians in self-
publishing models and a selfie record label. And this is where the discussion about
the competition of the two proposed distribution models arises: why should an art-
ist contact the representatives of the record label, if he himself can publish his own
musical product using the digital tools? The answer could be a value proposition
from the record labels that far exceeds the capabilities of self-publishing and re-
sponds to artists” demand for music content promotion services.

Let us consider the both models.

The self-publishing model for a music project and the artist as its initiator is
often unprofitable at the initial stages of development: the expenses on targeted
advertising of the release are added to the costs of rehearsals, sound recording,
photo shooting, cover design and video production for successful monetization of
the music product (music content unit—author’s notes, EE) in online media, on You-
Tube and on selected digital streaming platforms (for example, Apple Music, Spotify,
Yandex Music, SberZvuk, Boom, Shazam). The results of such a PR campaign are
unpredictable: even experienced marketers from major music labels do not give any
forecasts regarding the implementation of the new artist’s product, since the target
audience for new music projects has not yet been formed, and the musical prefer-
ences of the listeners of the new artist have not been identified.
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In order to ensure the success of a musical project with a high probability, the
implementation of the full cycle of its creation, distribution and support must be
carried out several times: with the release of an album and a series of singles by the
artist. However, the effect of the “black swan” from promoting content through new
media and social networks is not excluded, as happened with Monetochka with
regular posting of her piano songs through the social network VKontakte (Li, 2018),
with Klava Koka with the TikTok hit “Left the chat” (More than 50 million views on
YouTube) (Gaysina, 2020a) and Danya Milokhin—through TikTok with a clip-single
“m at home”, created during self-isolation (16.5 million views on YouTube) (Gay-
sina, 2020b).

All the three success stories demonstrate that the bloggers get into social
media trends due to the authors’ intuitive guessing of the format of music content
thatisin demand on these sites. The ability to popularize musical creativity through
social networks is a driver of digital activism for musicians and content makers that
add value to the music content self-publishing model. The social network as a plat-
form for the promotion of new names in the music business can also be consid-
ered as an alternative free marketplace used to promote releases. For example, the
official VKontakte communities of musicians being created and the VK Music and
Boom services appear as a hybrid form of new media that connects the social net-
work with the music streaming application.

Introduced in 2007 by Live Nation, the doctrine of a new organizational unit,
the Artists Nation, redistributed the segments of the music industry with which the
artists could interact through the new 360 model through a digital record label or by
creating their own record labels. Thus, if in the traditional record label model, the
main income of record labels was concentrated around the sales of sound record-
ings in five main segments, such as: (1) publishing; (2) merchandising; (3) attracting
sponsors to the artist’s project; (4) concert activities of the artists and (5) DVD sales;
and for the artist, such a business model represented a multi-way scheme—the
creation of a musical composition (song) through the search for a label, the produc-
tion of an album, concerts in clubs, the production of a video clip for a single, live
performance of music and participation in theater productions, the production of a
new album and, finally, the sale of the tickets for a solo concert in the arena of the
stadium with an average duration of the entire “promotion” process for 2-5 years;
then the model 360 reduced the artist’s “promotion” period to three months and
involved only three stages in the interaction between the label and the artist: (1)
one-time placement a single and a music video for the single online; (2) signing a
promotional agreement with a record label; (3) ticket sales to recitals in the arena
(as cited in Marchall, 2013, pp. 82-94).

It was assumed that the interaction model with the 360 record label, on the
one hand, reduces the time and financial costs of the artist for the production and
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promotion of music content, on the other hand, it should provide equal opportuni-
ties for the artists with competitive music material and high-quality music videos.

In parallel, the consumption of music content by the solvent population
through paid subscriptions to digital music streaming services is a driver for the
global music and recording industry. In this paradigm, musicians feel like content
providers rather than content producers, and the music product is perceived as
big data, gradually losing the artistic aspect of value as a work of art (Negus, 2019,
p. 369).

A study of user preferences of Russian music consumers, published by the In-
stitute for Cultural Studies of the Higher School of Economics (Napreenko, Rondarev,
2022) showed that 85% of the surveyed population listen to music on the Internet
(Napreenko, Rondarev, 2022, p. 18), while since 2019, agencies for collecting statisti-
cal data on the development of the music industry market, like PWC, ARG, RIAA (as
cited in Napreenko & Rondarev, 2022, pp. 20-21), record the rapid growth of paid
subscriptions to the music streaming services among the Russian population in the
age groups of 13-26 years old (zoomers) and 27-41 years old (millennials). Russia
ranks second on the world stage in terms of music streaming revenue growth and
15th in terms of music market size: in 2019, according to PWC, the Russian music
market was $694 million, of which the music market accounted for $156 million dol-
lars, and every year the music streaming market grows by about 1/3 (as cited in Nap-
reenko & Rondarev, 2022, pp. 20-21). The most popular streaming platforms among
Russians listening to music were YouTube, Spotify, VKontakte, Yandex.Music, Sound-
cloud, iTunes / Apple Music, and the top ten most popular music genres included
rock, electronic music, classical music, jazz/blues, pop music, metal, rap/hip-hop,
folk, reggae/dub, country (Napreenko & Rondarev, 2022, p. 60-61). The above data
illustrates the prospects for the development of the digital streaming as the main
source of income for the music market in the medium term, which, in its own turn,
indicates the wide opportunities for expanding the activities of record labels.

MUSIC RECORD LABEL AT THE UNIVERSITY

Educational programs for training the applied skills in producing multimedia
content involve students mastering work in software editors of the Adobe software
package (Photoshop, Lightroom, Premiere, Audition) and popular industry special-
ized video and audio editors, such as Final Cut for the video, and Cubase/Ableton/
Logic Pro/ProTools/Reaper for the audio.

However, after developing the competencies of a digital producer and the
skills to use multimedia editors, students often have a question: how to integrate
knowledge into a sustainable process of creating and monetizing the content? The
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problem here lies in the non-systemic approach of the students in the project-for-
mat activity and building creative collaborations for producing the content of vari-
ous formats, without forming an understanding of the principles of the full produc-
tion cycle.

The solution of the problem is proposed in students taking an additional
course on digital music product management and creating a university record label
with the functions of a creative hub and a career accelerator at the faculty of journal-
ism/ media production.

In the context of the described problems of building a specialized career ac-
celerator for producers of audiovisual content at the university, we will now con-
sider in detail the cases of the two student labels: Disrupcion Records (Berklee, Va-
lencia) and Media Sharks (HSE University, Moscow), using the method of comparing
the information presented in the open sources: lists of professional competencies
of students participating in both projects, concepts, functionality, goals and objec-
tives, organizational structure, label websites and analysis of project portfolios of
both music publishers in order to clarify the development vectors of both projects.

Disrupcién Records

The Disrupcion Records label was created in 2014 by a group of alumni from
the Master’s Program in Global Entertainment and Music Business at the Berklee
College campus in Valencia (Spain) and included the functions of an accelerator
for artists, bringing together talented Berklee graduates through creative collabora-
tions. with representatives of leading companies in the music industry. The label’s
team is responsible for managing artists, producing, packaging and distributing mu-
sic content, and promoting artists to the music scene. Each year, the chairman of
the student label is re-elected by the project team. The aim of the student label pro-
jectis to disrupt the traditional model of the old music scene? through the creative
interaction of new artists with visionaries that combine the best talents of Berklee
with the resources of the city of Valencia.®

According to official information on the Disrupcién Records website,* the la-
bel has educational programs that introduce Berklee College students aged 17 and
over with a list of professional skills in marketing, developing the artist’s fan com-
munities, distribution, synchronization and traditional forms of publishing musical
content in the format of training and production practices.

2 The model of the “old music scene” in this context means an accidental entry of a music project into
concert venues through the personal social connections of its authors, in its opposition to the modern
approach—the label’s activities in promoting a music project to the concert stage.

3 Disrupcién Records. (n.d.). A student-run label with functions as an artist accelerator, showcasing and
empowering Berkley talent in the music industry. Berklee Valencia. Retrieved April 27, 2022 from https://
valencia.berklee.edu/campus-initiatives-berklee/disrupcion-records/

“Disrupcion Records. (n.d.). About. Retrieved April 27, 2022 from https://www.disrupcionrecordsofficial.com/
about
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The specificity of Disrupcion Records’ partnership with artists is that: (1) the
artists own the full rights to their music; (2) the label enters into a short-term licens-
ing agreement with the artist; (3) digital distribution of the music product is carried
out through the aggregator The Orchard, (4) the label does not have style priorities
and exclusivity for artists—any subsequent release by an artist can be created in any
style, regardless of the style direction of the previous digital release; (5) the label’s
multinational team of mentors provides artists with the option of international mar-
keting of their music products.®

The website of Disrupcion Records (https://www.disrupcionrecordsofficial.
com), designed according to the principles of a one-page site, contains the blocks
“News”, “Releases”, information about the label and the “Let’s work together” feed-
back form, as well as links to social networks and the label’s YouTube account.

There are four creative initiatives in Disrupcién Records’ project portfolio: (1)
Summer Whistle (2021) collaborative songwriting summer school project for gifted
students in music schools, conservatories, online music communities and labels;®(2)
Feels (2020) Mood Song Contest for independent artists sponsored by the Sweet Re-
lief Musicians Fund,” a charitable foundation for medical and financial assistance to
musicians; (3) a series of thematic seminars, concerts and creative meetings Disrup-
cion x Women in Music (2018) as a product of the collaboration between the Berklee
College of Music and the non-profit organization Women in Music, as a result of which
the project participants created two music collections of song compilations Sincere-
ly, Women and Women in Music premiered at Valencia’s contemporary art gallery in
Matiss;® (4) ethno-cultural and genre sub-labels Zou, AER, TALA, Wa, created by 2019
to differentiate published music according to aesthetic and geographical criteria.’

There are currently six sub-labels under Disrupcién Records:*® (1) specializing
in the publication of Japanese music in European and the American market brand
Nikko;** (2) the brand Poetic Beats* representing South African music, having in the
management structure of the label founder, artist search manager, artist relations

© Disrupcion Records. (2021). About Summer Whistle. Retrieved April 27, 2022 from https://www.
disrupcionrecordsofficial.com/summer-whistle

" Disrupcion Records. (2020). About the Feels Songwriting Competition. Retrieved April 27, 2022 from
https://www.disrupcionrecordsofficial.com/feels-competition

& Disrupcion Records. (2018). Disruption x Women in Music. Retrieved April 27, 2022 from https://www.
disrupcionrecordsofficial.com/disrupcion-women-in-music

° Disrupcion Records. (2019). About Disruption’s Past Imprints. Retrieved April 27,2022, from https://www.
disrupcionrecordsofficial.com/past-imprints

0 Disrupcién  Records (2022a). Imprints. Retrieved April 27, 2022, from https://www.
disrupcionrecordsofficial.com/imprints

' Disrupcién  Records (2022b).  Nikko. Retrieved April 27, 2022, from https://www.
disrupcionrecordsofficial.com/nikko

2 Disrupcién Records (2022d). Poetic Beats. Retrieved April 27, 2022, from https://www.
disrupcionrecordsofficial.com/poetic-beats
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coordinator and marketing coordinator; (3) the Redgota Records* brand of jazz and
fusion music, managed by an artist and marketing manager; (4) the Ruzafa Records*
brand, managed by teams from the Artist Management and Marketing Departments,
with the primary function of integrating the Berklee creative community into the
Valencian music industry; (5) the Way up High* brand, which publishes music in the
aesthetics of queer culture and Latino; (6) the brand Parasol,*® a full-service enter-
tainment network specializing in multi-genre music.

Disrupcion Records is a full cycle record label. Unlike Media Sharks, Berklee
College’s student label is fully consistent with Marcelo Soares Pimenta’s “networked
music community” model (Miletto et al., 2011): the Disrupcién Records project team
brings together specialists from Lebanon, China, the Netherlands, Colombia, South
Africa, India, Canada, the Czech Republic, the USA and other countries. Such a vast
geography of mentors and project participants provides the publishing house with
the support of the globalization trend and wide opportunities for creative partner-
ships, cross-cultural musical projects, uniting the target audiences of the publishing
house’s sub-label artists, and providing special conditions for artists from project
partners. The main mission of the Disrupcion Records umbrella brand is thus to pro-
mote the music projects of Berkeley students. The infrastructure of brand partners,
represented by foundations and local communities to support the musical creativ-
ity of social groups, and access to local organizations of the music industry of Valen-
cia, provides the label with the opportunity to implement tasks at the local level in
terms of integrating student projects into the cultural life of Valencia, activating the
international exchange of talents through summer schools and competitions. At the
same time, the streaming of a musical product acts as a visiting card of the projects
of the artists presented on the label, and is used mainly in representative functions.

Media Sharks

The Media Sharks HSE label was launched by the author of this article in De-
cember 2021 at the Project Activities Support Center of the HSE’s School of Media
as a result of winning the autumn project competition of the Faculty of Communica-
tions, Media and Design.!” The starting mission of the project was to popularize the

B Disrupcion Records (2022e). Redgota Records. Retrieved April 27, 2022 from https://www.
disrupcionrecordsofficial.com/redgota

* Disrupcién Records (2022f). Ruzafa Records. Retrieved April 27, 2022, from https://www.
disrupcionrecordsofficial.com/ruzafa-records

% Disrupcién Records (2022g). Way up High. Retrieved April 27, 2022, from https://www.
disrupcionrecordsofficial.com/way-up-high

1 Disrupcion Records (2022c¢). Parasol Entertainment Network. Retrieved April 27,2022, from https://www.
disrupcionrecordsofficial.com/parasol

" HSE University. (2021, December 22). Muzykal'nyy leybl Vyshki “MediaSharks” ishchet artistov [Music
label of the Higher School of Economics “Media Sharks” is searching for the artists]. (In Russ.) Retrieved
May 6, 2022, from https://cmd.hse.ru/news/545000802.html
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creativity of students of the educational program “Media Communications”, study-
ing the discipline “Project Seminar, Creation of musical composition.” In the very
first months of the functioning of the Media Sharks label, several works presented
during the seminar were published, including the diploma project by the artist TA
IS Big Kids,* the course project by the artist Aril Is Be Good® and the projects of
the author of this publication under the stage name Jennie Moz-Art: Come Together
Online,*® Maybe | Just Wanna Love You* and Massage to Your Ego,* produced in col-
laboration with the students of the HSE’s Faculty of Communications, Media and
Design.

There are five structural divisions on the label: (1) department of artist man-
agement and talent scouting; (2) department of technical development of the CRM
system and the label’s website maintenance; (3) SMM and PR department; (4) pro-
mo and content department; (5) department for strategic development, organiza-
tion of concerts and designing the events of hybrid format.

The key distinguishing feature of the Media Sharks project is that, by analogy
with the classic major labels—Sony Music, Universal Music—the technical director
of Media Sharks label Alexander Shukaev has developed a system for visualizing
and automating the stages of digital publication of music content. It is the so-called
Media Sharks CRM system, that contains information about the stages of receiving
and processing demos from the artist, the processes of collecting elements of the
promotional release package and the stages of promoting a music product after
a digital release on the streaming services with parallel assignment of tasks for
functional specialists of the label departments and automation of the processes of
communication between an A&R manager and a label artist by sending the system-
generated messages at all stages of communication from the moment of approval
or rejection of the demo materials for the release until the completion of the “deal”
for the release and subsequent promotional campaign of the music product.

Each of the five departments of the label have an assigned responsible ex-
ecutor who receives a task from the Media Sharks CRM system and distributes the
flow of tasks for different artists’ projects among the label’s interns who come to
the project for an educational internship through the HSE Project Fair as part of

BTAIS. (2022, April 22). Big Kids [Audio]. Believe.com. Retrieved May 6, 2022, from https://bfan.link/big-
kids

9 Aril Is. (2022, April 29). Be Good [Audio]. Believe.com. Retrieved May 6, 2022 from https://bfan.link/be-
good

2 Jennie Moz-Art. (2022c, April 29). Soberyomsya onlayn [Come together online] [Audio]. Believe.com.
(In Russ.) Retrieved May 6, 2022, from https://bfan.link/soberyomsya

2 Jennie Moz-Art. (2022b, April 29). Maybe | just wanna love you [Audio]. Believe.com. Retrieved May 6,
2022, from https://bfan.link/maybei

2 Jennie Moz-Art. (2022a, April 29). Massage tvoemu ego [Massage to your ego] [Audio]. Believe.com.
(In Russ.) Retrieved May 6, 2022, from https://bfan.link/massazh
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the training and production practices. On the closed resource of the Media Sharks
website, student trainees have access to the training materials on the technical fea-
tures of using the Media Sharks CRM system and the stages of the production cycle
associated with the stages of the digital distribution and the subsequent promo-
tional campaign of a music release. Thus, as part of their internships, students of the
Faculty of Communications, Media, and Design of the Higher School of Economics
receive competencies and skills in managing a digital music product.

The website of the Media Sharks label (https://media-sharks.com), designed
similarly with the Disrupcién Records website, on the principle of a one-page site,
contains information in the sections “News”, “Releases”, “Artists”, “About the label”,
and the “Join” block, which provides the user with the two options: (1) any HSE
resident has an opportunity to send a demo of musical material for the purpose of
subsequent digital publication (https://media-sharks.com/demo/) and (2) any HSE
bachelor’s or master’s student can become a label employee by joining the project
for educational loans through an application at the HSE Project Fair.® The label’s
website has buttons for quick transition to the label’s communities on the VKon-
takte social network, Telegram channel, and the label’s official YouTube channel.

The conditions offered by Media Sharks to artists are similar with the tradi-
tional working conditions of the major labels, with the exception of a few features
related to the specifics of the implementation of projects at the Higher School of
Economics: (1) to sign a license agreement, an artist or a representative of the art-
ist’s creative team must have a direct affiliation with the HSE University; (2) an artist
enters a long-term license agreement, that includes annual royalties on a cumula-
tive system? directly from the digital distribution platform contractor; (3) from April
20, 2022, due to the termination of the activities of The Orchard in Russia, digital
distribution of the music content is carried out by Media Sharks through the ag-
gregator Believe Digital; (4) the label sells the music content of the trending direc-
tions chosen by A&R managers based on the analysis of the annual IFPI reports and
neoclassical music of Moscow academic composers, packaged into an audiovisual
product with the participation of students from the Faculty of Communications,
Media and Design of the HSE University; (5) the artist may participate in the label’s
concert and hybrid performance events on the stage of the HSE Cultural Centre at
the university’s Moscow campus and at external concert and exhibition venues in

# HSE University. (2022). Proekt “Razvitie kross-platformennoy muzykal’no-izdatel’skoy deyatel’nosti
studentov NIU VShE” [Project “Development of cross-platform music publishing activity of the HSE
University students]. (In Russ.) Retrieved May 6, 2022, from https://pf.hse.ru/602310038.html

* Since it is difficult to predict royalty rates for the digital distribution of the artists’ music content, it
is a common practice for labels to include a threshold amount in the digital distribution agreement,
below which the digital royalties are not paid to the artist. In this regard, the reporting period for the
accumulation of royalties for the digital distribution of music content on labels, especially for payments
to the new artists, is usually calculated to be equal to one year.
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Moscow; (6) in the context of changing geopolitical situation, from April 2022, Media
Sharks began to offer the service of re-releasing the music content to the artists who
previously published their own audiovisual products through the other streaming
aggregators and wish to continue receiving the regular royalties from the digital re-
leases of their music.

In order to formalize the legal relations with an artist at the initial stage of
interaction, the label signs an Agreement of Intention with the applicant of the
demo material on the digital edition of the audiovisual product, and by the time
the promo package of the release is collected, the label further concludes a license
agreement with the artist, including a basic free package of services in the form of:
(1) consultations with a promo producer on the concept of photo shoots and videos
for the artist’s promo; (2) consultations with the A&R manager on creating and up-
dating information about the artist’s positioning on the label’s website and network
resources, followed by posting information about the artist on VK Music and Yandex.
Music, if the artist has at least two digital releases of the music product; as well as (3)
consultations by an SMM manager on writing a press release for a digital release of
a music product (single, EP or album).

The Media Sharks project portfolio includes two completed events—(1) the
opening ceremony,” which took place on February 10, 2022, at the stage of the
Grand Hall of the HSE Cultural Centre in the form of a presentation highlighting the
strategic development plans of the label followed by the showcase concert of the
first residents of the project, and (2) a performance concert of the hybrid format
Fashion Alive,® held on March 30, 2022, with a show of the collection of designer
Mikhail Fedorov accompanied by the music /In C by Terry Riley performed by the
GAM Ensemble led by Oleg Paiberdin in the first part of the concert and subsequent
songs of the label’s artists dressed in FEDOROV BRAND designer outfits in the sec-
ond part of the concert.

The label’s initiatives also include the music and songwriting competition
events: (1) a regular monthly demo artist contest to expand the back catalog of re-
leases; (2) seasonal contests of thematic songs about love, about the HSE University
brand, as well as a song contest for Christmas and New Year themes; (3) a partner-
ship initiative implemented jointly with the HSE School of Design—a competition
of media music and audio branding packages from the students of the vocational
training program “Sound Design and Sound Art”, at the end of each competition itis

» Jennie Moz-Art Official. (2022, February 11). MediaSharks—muzykal’'noe izdatel'stvo NIU VShE [Media
Sharks - the music label of HSE University] [Video]. YouTube. (In Russ.) Retrieved May 6,2022, from https://
www.youtube.com/watch?v=WET7elLrd8FzA&feature=youtu.be

% HSE Art and Design School. (2022, March, 30). “Ozhivshaya moda’: Kontsert v Tsentre Kul'tur NIU VShE
[“Fashion Alive”: Concert in the HSE Cultural Centre]. (In Russ.) Retrieved May 6, 2022, from https://design.
hse.ru/news,/2182
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planned to hold a gala concert where the winning compositions shall be performed
by live musicians ensemble; in addition, the competitions provide a mandatory dig-
ital release of the applicants” music compositions. In the 2022-2023 academic year
the label plans to organize a conference for young scholars specializing on digital
distribution of music content.

The partnerships of Media Sharks label from launching to entry for trial op-
eration include intra-university units: Faculty of Vocational Professional Re-training
in Sound Design and Sound Art at the HSE School of Design, creative collabora-
tions with the postgraduate students of the HSE Postgraduate School of Art and
Design, regular interactions with the HSE Cultural Center—to provide the artists with
rehearsals and preparation of concert and hybrid performance events, regular net-
working activities with HSE Project Fair to attract students to study and project prac-
tice, as well as external organizations of the Moscow music industry: the GAM En-
semble, the Russian National Museum of Music and the Cosmos Recording Studio.

Thus, the Media Sharks label at this stage of its development, unlike the Dis-
rupcion Records label, is an experimental version of the Russian digital music pub-
lishing company, whose activity is aimed at creating horizontal partnerships with
enterprises and institutions of the music industry within the city and countries, to a
greater extent, than on the formation of international collaborations.

In the educational sense, the label project allows the students to test hypoth-
eses regarding the commercial potential of the music content they have created in
the classroom, on the one hand, as well as it helps the students obtain empirical
data for studying the digital music publishing trends, acquiring digital music con-
tent management skills, on the other hand.

Digital streaming statistics as a source of empirical data
on music consumption trends

While planning the promotion of a new musical product in the absence of
statistics on user preferences, releases with a pool of similar characteristics are used
as reference data. That is why the most vulnerable element of any student research
in a project-creative format is a hypothesis about a marketing strategy, especially in
the context of specific changes of Russian media space in modern times when the
infrastructure of social networks after February 2022 has been dramatically restruc-
tured. In this regard, the Media Sharks label, as a platform for testing hypotheses, on
the one hand, provides resident students with up-to-date information on working
models for promoting trendy style music content based on a reviews of the analyti-
cal sources in IFPI reports, its own database figures on released digital music con-
tent and expert information updates from the label’s partners—digital aggregator
Believe Digital; on the other hand, it collects and investigates the successful cases of
packaging and narrative representation of a music product by evaluating user reac-
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tions to music videos, covers and promotional creatives as part of published music
content in the infrastructure of its own and partner social networks. In this sense,
quarterly reporting on releases acts as an element of benchmarking in the context
of proving hypotheses about content marketing with statistics on its demand.

Later on, by continuing the research activities on trendwatching and bench-
marking, Media Sharks HSE shall accumulate an array of qualitative and quantita-
tive data, necessary for confirming a variety of research hypotheses about the use of
promotion strategies for music content of a given genre.

MEDIA SHARKS CONCEPT AND KNOWLEDGE TRIANGLE MODEL

The principles of sustainable development embedded in the concept of the
“knowledge triangle” (Maassen & Stensaker, 2011) involve the integration of indus-
trial goals and tasks of an innovative product with the public sector, the manufac-
turing sector (industry) and the educational sector (higher education institutions).
In the case of the classical university, the “knowledge triangle” is interpreted, in ac-
cordance with the Lisbon Strategy? for the Bologna Declaration (2010),% as the in-
teraction of the domains of education, research and innovation activity in the main
areas of performance of an educational institution (Organisation for Economic Co-
operation and Development [OECD], 2016).

Let us consider the design of Media Sharks in this context.

Demo form as a source of empirical data

Studies of creativity, music industry trends and music consumption are initi-
ated at the moment the applicant fills out the demo application form (https://me-
dia-sharks.com/demo). The last two mandatory fields of this form specify the degree
of motivation of the artist for digital distribution in cooperation with the label of a
particular musical product. And if the first part of the question—about the motiva-
tion for digital distribution—can be further interpreted as a part of an analysis of the
reasons that encourage HSE students and staff to become musically creative, then
the answer to the question about the artist’s immediate plans for cooperation with

7 Council of Europe. (n.d.). Lisbon recognition convention. Retrieved May 18, 2022, from https://www.coe.
int/en/web/higher-education-and-research/lisbon-recognition-convention

% Ruffio, P., Heinamaki, P., & Tchoukaline, C.C. (2010). Realizatsiya Bolonskogo protsessa v stranakh
Tempus (2009-2010) [State of play of the Bologna Process in the Tempus countries of the Southern
Mediterranean (2009-2010)]. Education Audiovisual and Culture Executive Agency Unit P10. (In Russ.)
Retrieved June, 10, 2022, from http://publications.europa.eu/resource/cellar/2a5535f5-bd4d-4eb1-b9da-
25c01a776455.0001.03/DOC_2
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the Media Sharks label becomes the basis® for building long-term relationships with
the artist based on his own wishes, predetermining the list of formats of interaction
with the label—from promoting the artist’s digital musical product published on the
label to integrating it into the label’s existing projects of creative collaborations with
internal and external partners in the context of the invention of hybrid forms of mu-
sical and performing practices, as, for example, in the case of Fashion Alive concert-
show, which integrated a youth clothing brand from Mikhail Fedorov, a postgradu-
ate student of the HSE Postgraduate School of Arts and Design, with a label partner,
the GAM Ensemble;®* or in the case of a digital release on the Media Sharks label of
the piano cycle Ladies of Philharmonic Society by composer Oleg Paiberdin per-
formed by Ekaterina Mechetina®* with the packaging of a musical product devel-
oped for the project by a student of the EP “Media Communications” of the HSE’s
Faculty of Communications, Media and Design Pham Hoang Ngoc Quynh as part of
a winter internship at the label.

CONCLUSION

In this article, I have studied the aspects of the functioning of the record labels
in the era of digital music streaming, that may bring light to evaluating the potential
of Media Sharks HSE project.

Its strengths include the integration of acquired knowledge into a single step-
by-step concept of producing a digital audiovisual product, which is reflected in the
research, industrial and educational activities of the label.

The potential “growth points” include the material part of the project: expand-
ing the base of artists, testing the hypotheses of the commercial potential of the art-
ists’ music content with and without options of targeted advertising, strengthening
partnerships with concert venues similarto the activity of Disrupcion Records label, as
well as subsequent case studies of efficiency of applied models and activities (based
on assessing the local market demand for performances by the invited artists).

The tactical result of the development of the Media Sharks project is seen in
the intensification of the discussion about technological innovations in the field of

# After the artist’s demo application form is obtained, the content-analysis interpreting the artist’s
responses in the questionnaire is performed, whereas the A&R-manager designs the project of the
release plan for the artist based on the content analysis outcomes.

* HSE Art and Design School. (2022, March, 30). “Ozhivshaya moda”: Kontsert v Tsentre Kul'tur NIU VShE
[“Fashion Alive”: Concert in the HSE Cultural Centre]. (In Russ.) Retrieved May 6, 2022, from https://design.
hse.ru/news/2182

1 Mechetina, E., & Paiberdin, O. (n.d.). Ladies of Philharmonic Society [Audio album]. Retrieved May 6,
2022, from https://bfan.link/ladies-of
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digital music publishing, the strategic result is assumed as the creation of oppor-
tunities for predicting strategies for popularizing various musical and performing
styles in the media.

BBEAEHUE

HacTosiwas cTaTbsi MOCBSLLEHa paccMOTpeHuto dheHoMmeHa MeaniiHO-
My3blkanbHoro neiibna «Media Sharks», npoexT koToporo ¢ 1 gexabps 2021 r.
peanusyeTcs npv [enapTameHTe meama daxynsTeTa KOMMyHUKaUWIA, Megma u
J13aiHa Bbicluen WKObl SKOHOMUKMN.

Bbibop obbekTa vccnefoBaHUS He CyyYaeH: BOMPOC LEHHOCTU peKopf-
nenbna Kak nnowaakun, NpegocTaBastowelt CTyaeHTam 1 npenogasatensm BY3a
BO3MOXHOCTb pa3mellaTb My3blKabHbINA NPOAYKT COBCTBEHHOMO COYMHEHUS ANs
TeCTMPOBaHWA MepCrneKTB MOHeTU3aLMKU ayAMoBU3YyanbHOTO KOHTEHTa onpe-
AENEHHOr0 XaHpa Ha CMOAENVMPOBaHHON LeneBoi ayauTopuu, NpeacTaBseTcs
BeCbMa aKTyanbHbIM.

Llenbto nccnegoBaHus cTano MogenvpoBaHue MHPPacTPyKTypbl ynpas-
NeHNs LndpPOoBLIM My3blKanbHbIM MPOAYKTOM B YCNOBWM OCYLLECTBAEHWS NONHOTO
LMKNa UndpoBO ANCTPUBBIOLMN My3bIKabHOMO KOHTEHTA Ha CTYAeHYECKOM pe-
Kopa-neibne Media Sharks.

B cTaTbe pellaeTcs HeCKOMbKO 3afay:

1) obobujatoTcs HapaboTKM aBTOPOB, BUAALIMX IKOHOMUYECKY Mnepc-
NeKTUBY B Pa3BUTUN LPOBOrO CTPUMUHIA MY3bIKaIbHOMO KOHTEHTa;

2) aHanU3npyTCS MOAENU LMPPOBBIX My3blKanbHbIX M3[aTENbCTB C TOYKM
3pEHNS UHCTUTYLVMOHANbHbBIX CCNefoBaHNI;

3) npegnaratoTcs anpobrpoBaHHas KOHLENLMS OpraH3aLlyn AesTenbHOCTH
LMPPOBOro My3blKanbHOMO M3AaTeNbCTBa NpW haKynbTeTe XyPHANUCTUKK Knac-
CMYEeCKOro By3a, COOTBETCTBYIOLYI0 Mogenu <knowledge triangle.

MaTtepuanom ans Kelic-CTaau CTan CTyAeHYecKnin pekopa-nenbn «Disrupcion
Records», co3gaHHbIin MarucTpaHTamy nogpasgenenns MyseikanbHoro Konnemia
bepknn B BaneHcuu (caT npoexta — https://www.disrupcionrecordsofficial.
com/). Mbl, pa3ymeeTcsi, He CTaBUM CBOEW Liefblo CPaBHWBATb HECOMOCTaBUMbIe
No CpoKaMm MCTOPWK pPa3BUTUS nebnos «Disrupcion Records» 1 «Media Sharks»
HWY BLU3, cozaaHHbIx Npu By3ax pa3Hoi Crneuvanusauumn, KoTopas sBnseTcs
VCXOAHbBIM PasnnyMeM B ABYX paccMaTpuBaeMbix keicax. My3blkanbHbl KONemK
Bepknn — amepukaHckuiA BY3, pacnonoxeHHsln B BOCTOHe, C eAMHCTBEHHbIM
3apybexHbiM noppasaeneHvem B BaneHcuw, 3aHMMalowmiics npodeccuoHans-
HOW MOArOTOBKOM MY3bIKAHTOB M 3BYKOPEXMCCEPOB HEAKAZEMUYECKOW My3bIKM.
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HauMoHanbHbIM  1UCCNefoBaTeNbCKUIA  YHUBEPCUTET «Bbicluas WKoAa 3KOHO-
MUKW» — KNaCCUYECKWM BYy3, WMEKLWWI NOApasfeneHns Tonbko B Poccuu,
a paccMaTprBaeMmblii peKopa-nenbn, Kak B0 OTMeYeHO Bbile, co3aaH npu fe-
napTameHTe Meama dakynsTeTa KOMMyHUKaUMA, Meava u arsaviHa HUAY BLU3
B MOCKOBCKOM kammyce yHuBepcuTeTa. OCHOBHbBIMY KPUTEPUSIMU BO3MOXKHOTO
CPaBHEHWS 11 COMOCTaBNEHNS [BYX BbIOPAHHbBIX KEVICOB CTanwu: OpraHu13aLMoHHas
MOAEeNb CTyAeHYEeCKoro nenbna, HanpasaeHns OCHOBHOM AeATENbHOCTY NeiibN0B,
XapaKTep YHVKaNbHOMO TOPrOBOTrO MPEeAfoXeHUs O apTUCTOB U CMOCOOb!
pelleHus nenbnamm npobneMaTuKM MPOABWIKEHWS NEPCOHanbHbIX OpeHaoB
cTypeHToB BY308.

[ymaeTcs, 4TO BbIBOAbI O MOAENsiX OpraHu3auuy y4ebHoro mnpouecca
C WCMONb30BaHNEM BO3MOXKHOCTEN LMGMPOBOrO My3blKanbHOTO M3AaTenbCTBa
KaK NNolagKn TecTVpOBaHUs MPOEKTHBIX TMMOTe3 MOMOAbIX MUcCnefoBaTenei
NOMOTYT BHECTW BK/af, B pacCMOTpeHMe MepCnekTVB pas3BuTus LndpoBoro
My3bIKa/IbHOTO M3aaHus B By3ax, obecneuns pa3sepTbiBaHne hyHAAMEHTANbHbIX
MCCNenoBaHnA acnekToB LUMdPOBON ANCTPUOBLIOLUMM MY3bIKAIbHOTO KOHTEHTA
B KOHTEKCTe rmbpuan3aummn UMhpoBbIX NPAKTUK (30bIOTEVHMEHT, UHDOTENHMEHT,
MeHemKMeHT UMMPOBOro My3blKanbHOrO KOHTEHTa 1 T.M.).

0630p numepamypel

OOLWLEeCTBEHHBIN U MCCNefoBaTENbCKUA MHTEPEC K UMPPOBOMY M3AaHMIO
My3bIKafbHOTO KOHTEHTa B KavecTBe OAHOM M3 OCHOBHbIX (DOPM MOHeTU3aLMK
MY3bIKa/IbHOTO TBOPYECTBa apTWUCTOB, HaumHas ¢ 2015 ., akTMBHO BO3pacTaeT
(Meier, 2015). MoTvBaUwMen Ans 3TOrO CNYXKaT eXerofHsle OTYETbI I 0TPaCieBble
HOBOCTHble COBbITUS O POCTE AOXOA0B MUPOBOTO My3bIKanbHOTO PbIHKA B CErMEHTe
uMdpoBoro cTpumuHra, nybnunkyemsie IFPI (IFPI, 2015; IFPI, 2021), Bloomberg
(Brunstein, 2015), Forbes (Owsinsky, 2015), PBEK (Ky3Heuos, 2015), IHTepmeamna
(CacbpoHos, 2020, c. 28) 1 NpoyMMKn OTpacieBbiMn pecypcamu (Bnacosa v kon-
neKTVB aBTopoB, 2021, c. 54-57).

3a nocnegHue 7 NeT ponb PeKOpA-nerMbnoB U UMGPOBLIX arperatopos
MY3bIKabHOTO CTPUMUWHIA Kak WHCTUTYUMIA, YHaCTBYIOWMX B MOMNyAspu3aLlmm
TBOPYeCTBa My3blKaHTOB 1 0becneynBatoLMx pa3BuTme haH-coobuecTB apTmucTa,
CylLecTBeHHO BO3pocna. Tak, Hanpumep, B 2015 rogy akTyanbHbIMU 1S MUPOBOK
My3bIKanbHON MHAYCTPYU B OTHOWEHUM LPOBOro CTPUMMHIA Oblnn BOMPOCHI
COUMANbHbBIX Y TEXHOMOTMYECKUX WHHOBALMNA, CBA3aHHbIX C METOAaMM OnnaThl
NOANMUCKY Ha CTPUMUHI-CEPBUCHI, KaK U npobneMa aeBanbBalMm LEHHOCTHOrO
acneKTa My3blKW KaK BMAa WCKYCCTBA B HOBOM BOCTPUSTMM My3bIKM KaK CO-
CTaBnsioller 4acTn UMPPOBOrO ayAanMoBM3yanbHOrO MPOAyKTa; Kpome Toro,
0bcyxaanmch BUAbl UMGOPOBOTO NPOABWIKEHNS apTUCTOB Ha KPYMHbIX U CPeaHMX
neibnax, a TarKe MeTofsl 6opbobl ¢ UMbpoBbIM NMpaTcTBOM (IFPI, 2015). CnycTs
7 net, K 2022 roay, Hapsay C YCTOMYMBBIM POCTOM BKNaAa LUndpoBOro CTPUMUHIa
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B 9KOHOMWKY CTPaH 1 OTAENbHbIX PETVOHOB C Pa3BUTOW KPeaTUBHO S3KOHOMUKOW,
HabntopaeTcs cMmelleHve dokyca Ha obcyxaeHne Mmoaenei B3anMoAencTBuUS
nevbnoB 1 cammx My3blKaHTOB C (aH-coobLlecTBaMm, pasBuTHe HOBbIX hopM
TpaHCMeana-CTOPUTENNNHTA 1 NOSIBNEHNE CEPBUCOB BULLOTNPUIOXKEHNI C LieNbio
VHTerpauvn KOHTEHTa, CO3aBaeMoro aHaTaMu U3 OPUrKMHaNbHOrO KOHTEHTa
apTuCTa, B eAuHbIii HappaTue (Hanpumep, Smule, TikTok, Likee, TalkMe v np.),
C nocneaytounM NepeocMbiC/IeHMeM TPYNNUPOBKMA apTUCTOB B KOHTEKCTe
CTUNEBON NapameTpu3aluyu WX TBOPYECTBA M KaTeropusauuu HappaTUBOB
CO371aBaeMbIM BUPTYalbHbIM MUPaM, HaANpVMep, My3blKalbHbIMKU Fpynnamu
Hanpasnexus k-pop (IFPI, 2021, c. 5).

MNpu 3TOM NONYNSPHbIA Ha 3ape LUMbpPOBK3aLMM KPEATUBHOW 3KOHOMUKM
TPeHa ManobioMKETHOrO NPOAIOCMPOBAHNS My3bIKalbHOMO NPOAYKTa N0 MOAEeNH
DIY («Do-it-yourself») k Hayany 2020-x nocTeneHHo cTan, NoAobHO TPaAMULMOHHO
KONNEKTVBHBIM TBOPYECKMM KOMNabopaumsam B KMHOMPOEKTAX, BbITECHATbCS MO-
AeNblo KONNEKTUBOB, YCNIOBHO 0603HAYaeMbIX YCTOWUMBBIM BblpaxeHuem «Do-it-
together» (DIT) (Fauchart et al., 2022). 310 cB3aHO ¢ UMPPOBOI TpaHchopMaL el
MY3bIKaflbHOM WHAYCTPUM 1 COMYTCTBYIOWMM MPOLECCOM  MEPEOCMbICEH NS
My3bIKA/16HO20 NPOOYKMa B hopMaT ayouo8u3yaibHo20 KOHMEHMA C XapaKTepHO
BbICOKOIM POMblO BM3yanbHOM cCocCTaBnstollein obnoxex UndPoBbIX anbboMos
M BUAEOPsAa My3biKanbHbIX KAMMOB KaK 3MeMEHTOB YNAKOBKU My3bIKalbHOMo
NPOAYyKTa Ha BUTPUHAX MOTOKOBbLIX CEPBMUCOB LMMPOBOrO CTPYMUHIAE, KOTOPble
apTUCTy Npolle M3roTaBNMBaTb He B OAMHOYKY, @ MpU NOAJEPHKKe nepcoHana
pekopa-nenbna Unm crnamm KONNeKTUBa enHOMbILLINEHHWKOB.

B akagemuyeckom none AMcKyccus o LMGPOBOM My3biKanbHOM U3[aTeNbCT-
Be NpefAcTaBfeHa M3yyeHrem KpeaTuBHOCTU (Berg, 2022), umdposmsaLmm Kpea-
TUBHbIX MHAYCTpUiA (Throsby, 2008), undposoro akTvem3ma (Partti, 2014; Harlow
& Guo, 2014) 1 undpoBbix NpakTUK (Page, 2021), My3biKanbHoro cTpumuHra (Kjus,
2022), notpebneHus my3bikn (Aguiar & Waldfogel, 2018; Sim et al., 2022; Hanpeetko,
PoHpapes, 2022), paboTe My3biKaHTa B LIMPOBbIX My3blKanbHbIX pegakTopax (Gibbs,
2019; Brett, 2019; Cheng, 2022; Reuter, 2022), ceTeBOro My3blKkanbHOro TBOpYeCTBa
¥ MOBCEMECTHO pacnpocTpaHseMol My3biku (Miletto et al., 2011; Keller et al., 2014).

B ctatbe Keitta Heryca (Negus, 2019, c. 368-370), MOCBSILLEHHOW MC-
CNefoBaHWI0 TPEHOB My3blKaNbHOM 11 3ByKO3anM1CbIBatoLlel MHAYCTPUM B Nepuos
«MOCT-3BYKO3aMMCU», aBTOP, CCbINasCb Ha uccnepoBaHus Pomkepca (Rogers,
2013), Mapwanna (Marshall, 2013) 1 psina apyrux aBTOpOB, BbiAeNseT cneayoLme
naTTepHbl BOCNPUATAS BAWUSHUS PeKopa-NeibnoB Ha Npouecc nonynspusaumm
MY3bIKaNbHOro TBOPYECTBA apTUCTOB B aKageMmyeckol cpepe: (1) oueHka ponu
M3VIKOP-NenbnoB B pexmnme bBUHAPHOW YTONMMYHOCTK, (2) oLeHKa SBneHns Lund-
POBOIO MMPATCTBA B YCIIOBWSAX HEPETYNMPYEMOTO PbIHKA NOTOKOBOIO CKaYMBaH s
MY3bIKa/IbHOTO KOHTEHTA B pexume «peer-to-peers, (3) onncaHme peaxLmnm pekopa-
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neibnoB Ha CMeHy MHAYCTPWanbHOM NapaanrMbl B CTOPOHY CO3aaHus daH-co-
OOWECTB A8 MY3bIKAHTOB C MPUMEHEHMEM TEXHONOMMYECKUX U CoLManbHbIX
VHHOBaLWK, (4) onucaHue aeaTensHoCTU pekopa-nenbnos no mopenu 360°, (5)
M3MeHEeHVie XapaKTepa NWLUEH3MPOBaHUS My3bIKaNbHOMO KOHTEHTa C POCTOM
TPEHA0B CAMMNANHIA, ANIKENHTA U NEPEXOAOM peKopa-neinbnos kK mopenm 360°.

TepMuH «360% O3Ha4YaeT, 4TO peKopa-neibn nonyyaet 4acTb 40X0Aa U3
BO3Harpa)<aeHuin apTucTa OT MOMHOMO CreKTpa PasHOBUAHOCTEN UMdPOBOro
CTPUMMHTA 33 YCyrv neinbna no MepyaHaan3nHry v uMdbpoBOMY My3blKanbHOMY
M30aHWIO KOHTEHTa apTucTa nyTeM nyonnkauum My3blKanbHOroO NpoayKTa Yyepes
UMPPOBble arperaTopsl, B3aMeH MNpefocTaBAss apTWUCTy CBOM MapTHepCKue
NAOWAAKM 1 CNEKTP YCAYT MO NPOABMKEHUIO MY3bIKaNbHOTO KOHTEHTa apTucTa
BO BCEX CerMeHTax UMMpoBOro CTPUMMKMHIA, BKMOYas (1) pasMelleHne My3biku
Ha nnowaakax My3blKanbHbIX OHNAMH-MArasMHOB W CTPUMMUHI-CEPBMCOB, (2)
NPEANONEHNS My3bIKM aApTUCTOB AN CUMHXPOHM3aLMW KOMMaHWsSM Tenesw-
3VIOHHOTO ¥ PaaVoBeLLaHNs, (3) peKOMeHAALMM PeKNaMHbIM areHTCTBaM penn3oB
B Ka4ecTBe My3blKanbHOro 0hOPMIEHNS peKnambi.

B HacTosiliee Bpems haKTUYeCKM OTCYTCTBYIOT CMelvanbHble Uccnegosa-
HWS, NOCBSLIEHHbIE BOMPOCaM W3yyeHus paboTbl pekopa-nerbna «U3HyTpu»,
T.€. C TOYKM 3peHUs 0p2aHU3ayUU NPOYECco8 Yupposozo My3biKan6HO20 U30AHUS.
CTaTncTuka UM@pOoBbIX POSATU N8 apTUCTOB TaKke SBASETCS KOMMepPYeCcKon
TailHoW neibnos. Mpw 3ToM TeMa UMOPOBOro CTPUMKHIA NPeacTaBnseT 3Ha-
YMUTENbHbIN MHTEpeC, BKIYas NPOLEeCcch ynpasneHus UydpoBbIM My3blKaabHbIM
NPOAYKTOM, B3aUMOOTHOLWEHMWsSI aKTOPOB U PeryavMpoBaHue BOMPOCOB aBTOPC-
KOro npaga B AesTeNbHOCTM Y4aCTHUKOB TBOPYECKMX KoNnabopaLymii.

CUCTEMHBI DOKYC Ha lIAHHOM NPOBNEMHOM Cpe3e XapaKTepy3yeT HOBU3HY
HacTosLLEero nccnefoBaHus.

AUCTPUBBIOLINA LNPPOBOIO MY3bIKA/IbHOIO MPOAYKTA
B 3NOXY CTPUMUHTA

TepMUH «My3bIKaNbHbIA MPOAYKT», MOSBUBLWMIACS B NEKCUKOHE aMepuKaH-
CKMX My3blKanbHbIX MPOAtOCEpPOB Ha pybewe 1960-x-1970-x Kak CTyauiHbIi
NPOW3BOACTBEHHDbI Heonoryam, obobuaowmnii Bce CTaguu MOAHOMO  LWKIa
3BYKO3aMMCK My3blkaHTamn QOHOrpaMMbl My3blKanbHOM KOMMNO3WLUMK C nocne-
AyloWMMM 3Tanammn yNakoBKY, NPOAaXu 1 NpoasueHus GoHorpamm B BuAae
CVMHINOB ¥ anbboMOB, CEMaHTUYeCKW CBsizaH C nonynspHbiM B 1960-x B CLUA
KOHLeNTOM «MPOAYKT-PbIHOK» B Teopuu ynpaeneHus npogyktom (Negus, 2019,
p. 370).
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LndpoBoit My3biKanbHbIA NPOAYKT, PAacNpOCTpaHseMbli nyTemMm 13naHus
Ha WHTepHeT-pecypcax 4Yepe3 arperatopbl UW(MPOBOrO CTPUMMHIA, MyTEM
nyonMKkauMm B CETEBbIX My3blKalbHbIX COOOWECTBAX, B COLMAbHbIX CETSX,
Ha BumpaeoxocTuHrax (YouTube, RuTube, Vimeo v ap.) ® Ha WMHbIX Cneunanu-
3VIPOBaHHbIX CaiiTax ¥ TeMaTUYeCcKux MopTanax, pasHoobpaseH Mo *aHpam u
NPOM3BOACTBEHHOMY (yHKUMOHany. Kpome TpaguuMOHHOMO KOMMeEpPYecKoro
MYy3bIKanbHOro nNpoaykTa (penusbl cnHMoB/EP/ansb60MOB/NOAKaCTOB/MY3bIKM
A5 CUHXPOHM3aUMK), 3TO MOryT ObITb CIMMA-MAKW, MAariHbl BUPTYanbHbIX
CMHTE3aTOPOB, OMOMMOTEKM LWYMOBBIX 3MEKTOB, MakeTbl ayanMobpeHanHra
W Meavamysbika (MKWMHMIbI, ayAno-NoroTuMbl, 3acTaBkW, OTOMBKM, haHdapsl),
PEMUKChI, M3WWanbl U peMeikn V3BEeCTHbIX MeceH OT AWKEeeB, HOBble MEecHK
OT HEW3BECTHbIX WM ManoW3BECTHbIX CayHA-MPOAIOCEPOB, BbICTaBAsEMble Ha
npofaxy Ans apTUCTOB, a TaKke pa3Mellaemblii Nonb3oBaTensiMu MHTepHeTa
HE NIMLEH3MPYEMbIN KOHTEHT: (OHOrPaMMBbl «-1» 1 KapaoKe-BepCHm NMOMynspHbIX
neceH Ha nonyoduumnanbHeix VHTepHeT-pecypcax. Mo ypoBHo npodeccrio-
HanM3Ma W3roToBWTENEe My3bIKafIbHOTO MPOAYKTa 3AeCb MOXHO BbIAENUTH
NpogeccuoHabH.Il Y N0/16308GMENBCKUL KOHTEHT.

Co BpeMeHM pacnpoCcTpaHeHWst Ha NOCTCOBETCKOM MPOCTPaHCTBE MepBbIX
NUPaTCKMX Bepcuii LmMdPoBbIX My3biKanbHbIX peaaktopos Fruity Loops, Cubase
n Ableton Live UMDPOBOIN My3blKanbHbI aKTUBM3M CTAabUNBHO MepepacTaeT
13 x066w B npodecchio y NOAPOCTKOB ¥ 3KOHOMUYECKW aKTUBHON MOMOAEXM.
My3blkanbHOe MpOAICMPOBaHME W CO3[aHME apaHXMPOBOK C MpUMeHeHWeM
UMdPOBbIX ayaVOpPeAaKTopoB, Hapsdy C AWM3aiHOM W OMNepaTopCKMM MacTep-
CTBOM, CTaHOBSTCS CaMbIMK BOCTPEOOBAHHbBIMY HanpaBneHnsMy NporpaMm Ao-
NONHWTENbHOrO NPOMEeCcCcMoHanbHOrO 06pa3oBaHKs ¥ NPUYMHON M3MEHeHUs
TPaeKTopuu NpoecCcMoHanbHOrO Pas3BUTHS XUTeNell Meranofmncos, obHapy-
XUBAKOLWWMX B cebe CKNOHHOCTb K My3blKanbHOMY TBOpPYeCTBY. «HaBoaHeHue!»
My3bIKa/IbHOTO PblHKa HOBOWCMEYEHHbIMU apaHXMPOBLLMKAMY, 3BYKOPEXMC-
cepamu 1 CcayHA-nNpofrcepamu, NpoweawnmMy npodeccuoHansHyo nepenog-
FOTOBKY Ha Kypcax [OMONHWUTENbHOTO npodeccroHansHoro obpas3oBaHus,

! Ha caiite «MIHCTUTYT My3blKkanbHbIx HMumatue» (https://i-m-i.ru) npeacrtasneHo 501 pestome cneuw-
ANUCTOB My3blKaNbHOW UHAYCTPMM NPOTUB 49 BakaHCWIA. B yucne cneumanvcTos, ULLyLwx paboTy,
npeactasnero 106 npenogasareneld, 11 NCNOAHUTENbHbBIX NPOAIOCEPOB, 4 apT-AMPEKTOPA KOHLEPT-
HbIX NNOWAAOK, 9 neinbn-meHemKepos, 33 My3blKabHbIX MEHeMKEP, 14 KOHLEPTHBIX 3BYKOPEXMCCE-
poB, 60 CTYAMIHbIX 3BYKOPEXMCCEPOB, 136 My3blKaNbHbIX MPOAKOCEPOB, 63 UCNONHMTENS, 93 aBTOpa
neceH 1 25 cKayToB 1 A&R-MeHeKepoB, OAHAKO, 3TO CHHXPOHHDIV cpe3. N5 KOMNAEKCHOMN OLeHKN
OVIHAMUKM PbIHKa TPYAa B My3blKabHOW MHAYCTpUN TpebyeTcs OTAeNbHoe nccnefoBanue. MNonbiTka
TaKoVi OLLeHKY bblna NPeAnprHsaTa B UCCNeS0BaHWN KpeaTMBHOW 3KOHOMUKM MOCKBbI, NPOBEAEHHOM
B VIHCTUTYTe CTaTUCTUYECKNX UCCNeA0BaHNI SKOHOMUKYM 3HaHKi HUY BLU3 B 2019-2020 rr. Muxannom
epLMaHOM 1 KONNEeKTUBOM aBTOPOB (Bnacosa, lepwman, foxbepr [u gp.], 2021, c. 54.). YncneHHoCTb
3aHATHIX B My3bIKaNbHOW MHAYCTPUM B MOCKBe Ha 2018 1., cornacHo aBTopam, coctaBmna 6000 Yenosex,
paboTatolnx B 476 opranmn3aLsx, boNbWMHCTBO 13 KOTOPBIX (53,7%) — MUKpONpeanpusTAS.
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NPVBOAWT K nepepacnpefeneHnto pbiHKa Tpyda TBOPYECKMX CNeuuanncTos
B Meranosmcax U HenpepbiBHOMY BO3HWKHOBEHMIO HOBbIX IKCMEPVIMEHTAbHbIX
TBOPYECKMX KoNnabopaumii HeodUTOB C NMpeacTaBUTENSIMU UHAYCTpUK. Takne
Konnabopauuu, Kak npaBuio, CO3AA0T ayAMOBU3YanbHbIA NPOAYKT — ayamo3a-
MUCK MY3bIKaNbHbIX KOMMO3ULUMIA ¥ My3blKanbHble KAWMbl. ABTOPbI U1dPOBOro
MY3bIKaNbHOIO KOHTEHTA U WX TBOPYECKME KONNEKTUBLI MOTYT A€NUTLCS CBOWM
TBOPYECTBOM, pa3mellas KOHTEHT B COLCETSX M Ha BMAEOXOCTMHrax, a Takke
130aBaTb KOHTEHT Yepe3 UMMPOBble arperaTopei.

Hanbonee nonynspHbiMi UMDPOBBIMU  arperatopamu  My3blKasbHOro
CTpuMumHra B Poccum asnsitotcs Tunecore, CD Baby, Multiza v HauvoHanbHbIM
undposoit arperatop. C 1X NOMOLLbLIO aBTOPbl My3bIKafbHbIX NPOEKTOB MOTYT
130aBaTh CBOM TBOPYECKMIA MPOMYKT CaMOCTOsTeNbHO, He Npuberas K ycnyram
pekopa-nenbnos. Lndposoe n3naHmne My3biki HEM3BECTHOMO apTUCTa, ABNASCH
eMHCTBEHHbIM CNOCOBOM MOMYNAsSpU3aLMM HOBOTO MY3bIKAIbHOrO MpPOAyKTa
Ha pbIHKE, OCTaB/SET, TEM He MeHee, BOMPOC 006 3PMEKTUBHOCTU CTPUMMHIA
KaK UCTOUYHMKA AOXOMa ANs My3bIKaHTOB, T.K. My3blKaNbHbI/ PbIHOK 3Aech nepe-
HacbllleH. IPdeKT 3TOT NoNy4YMn HasBaHue «UndpoBoi / OPeHA0BOIM CAENOTb»
(Yangetal., 2021).

B oTHOWeHMN UMdPOBOro CTPUMUHIA MYy3bIKAbHOrO KOHTEHTa Yepe3
YouTube paHHbIZ 3DMEKT BbIpaXaeTcs B TOM, HTO €XeCekyHAHas BbIrpy3ka Ha
OaHHbIA BUAEOXOCTUHT ThICAY eanHUL MHDOPMaUMY MPUBOAUT K OTCYTCTBUIO
y MOMb30BaTeNs KenaHws MpocaylaTh O4epefHON My3biKaibHbIi MPOAYKT,
PEKOMEHAOBaHHbIA TapreTMpoBaHHOW peknaMol. TakMm 00pa3oM, CHUKAETCS
3P hEeKTUBHOCTD MAATHBIX NPOMO-KaMmnaHWiA 1 BO3pacTaeT posb My3blKanbHOMO
WepuHra B pam-Kax coobulecTB v daH-rpynn apTucTos. Mpu 3ToM UMdpoBo
arperaTop Kak nnollagKka, HageneHHas TexHU4ecKo MyHKUMen anctTpubbioumm
MY3bIKa/IbHOTO KOHTEHTa Mo Li)POBbIM CTPUMUHIOBbIM CEPBMCAM U My3blKabHbIM
OHNalH-MarasnHam, SBASETCS, C OAHOW CTOPOHbI, 00si3aTeNbHbIM 3BEHOM
NOMHOrO MPOU3BOACTBEHHOMO LMKMA Ha 3Tane AUCTPUOBLIOUMM My3bIKaNbHOMO
Npo-AyKTa, C APYroi, — MOXeT WUCMONb30BaThCS KaK HaMpsMyio My3blKaHTaMu
B MOJenv cammsgaTa, TaK v pekopa-nenbnom. M 3aeck BO3HMKaeT AWCKyCCUs O
KOH-KypeHUMW ABYX NMpefnaraeMbix MOfleNnei pacnpocTpaHeHs: 3a4eM apTucTy
obpallaTbCs K NpeacTaBuTensM neinbna, ecim oH caM MOXKET U3aaTbh COOCTBEH-
HbI My3bIKa/IbHbIN MPOAYKT, UCMONb3YS LMMPOBbIE MHCTPYMEHTHI? OTBETOM 3A€Ch
MO0 Bbl CTaTb LEHHOCTHOE MPEANOKEHME OT PEKOPA-NENB0B, CyLECTBEHHO
npeBocxofsliee BO3MOXHOCTY cammsfaTa v oTBeYalollee Cnpocy apTUCTOBR Ha
YCAYT1 MPOMOYTUPOBAHMS MY3bIKaNbHOMO KOHTEHTA.

PaccMoTpuM 0be Moaenu.

Modens camu3dama ons My3blKanbHOTO NMPOEKTa U apTUCTa, KaK ero vHu-
LMaTopa, Ha HadvanbHbIX 3Tanax pa3BUTUS Hepeako YObITOYHA: K pacxopam
Ha peneTnumu, 3ByKO3anmnchb, MOTOCECCUIO, AM3aiH 0BNOKKM M NPOM3BOACTBO
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KAMna Ans ycrewHow MOHEeTM3aUMM My3bIKanbHOMO KOHTeHTa A00aBAstoTCs
TpaTbl Ha TaPreTUpPOBaHHYO peKnamMy penusa B uHTepHeT-CMU, Ha YouTube u Ha
BbIOpaHHbIX MaoLaaKax UMbpoBoOro cTpuMuHra (Hanpumep, Apple Music, Spo-
tify, AHpexc.my3bika, Coep3Byk, Boom, Shazam). iTor nogobHol PR-kamMnaHmm
HemnpeacKasyem: Aaxe onbITHble MAPKETONOIM V3 KPYMHbIX My3bIKaNbHbIX 1€1M010B
He [atloT HMKaKVX MPOrHO308B B OTHOLWEHUY peanv3alymn NpoayKTa HauynHarLwero
apTuCTa, NOCKONbKY LieneBas ayauTopus HOBbLIX My3bIKaibHbIX MPOEKTOBR ellle
He copMmpoBaHa, 1 My3biKabHble NPeanoYTeHNs ClyllaTenell HOBOro apTucTa
He BbISIBNEHbI.

09 TOro 4To6bI C BbICOKOK BEPOSTHOCTHIO 06€CNeYnTb YCNeX My3blKanbHOro
NpoeKTa, peann3aums NoaHoro UMK ero co3aanus, AMCTpuobIOLMM Y MOLAEPHKM
[OMKHA OCYLLECTBUTLCS HECKOMBKO pa3: C M3aaHneM anbboma 1 cepuyi CUHMOB
apTucTa.

OfHako He uvcktodeH K achdeKT «4epHoro nebeas» OT MPOABMIKEHUS
KOHTEHTa Yepe3 HOBble Meawa 1 coumanbHble CETH, Kak 3TO Cy4mnnock y MoHe-
TOYKM C PErynsipHbIM MOCTMHIOM ee dopTenuaHHbIX MeceH Yepe3 COLCETb
BKoHTakTe (/ln, 2018), y Knasbl Koka — ¢ TikTok-xnutom «[lokmnHyna yaT» (6onee
50 MnH npocMoTpoB Ha YouTube) (MalicuHa, 2020a) 1y [laHn MunoxnHa — Yepes
TikTok ¢ KAMNOM-CMHIOM «51 [OMa», CO3[AAHHBIM BO Bpems Camou30asaLMK
(16,5 MnH npocmoTpoB Ha YouTube) (FalicnHa, 20206).

Bce Tpw UcTOpUK ycrexa AEMOHCTPUPYIOT nonagaHue 6norepamun B TpeH-
Obl COUManbHbIX ceTeli MO MPUYMHE WHTYMTMBHOIO YrafblBaHWs aBTOpaMy
cbopmaTa My3bIKanbHOMO KOHTEHTa, BOCTPEOOBAHHOTO Ha AaHHbIX MOLAAKaX.
BO3MOXHOCTb MoNynspu3aumm My3biKaabHOMO TBOPYECTBa Yepes3 columanbHble
CeTV SBNSeTCS ApaviBepoM UMMPOBOrO aKTMBM3MA My3bIKAHTOB W KOHTEHT-
MeliKkepoB, 106aBASOWMM LEHHOCTb MOAENN CaMM3AaTa My3bIKaNbHOMO KOHTEHTa.
CouvanbHas CeTb Kak naowagKa Ans PacKpyTKWM HOBbIX MMEH My3blKanbHOro
Hr3Heca MOXET paccMaTpMBaTLCS M KaK anbTepHATUBHbBIA 6ecnnaTHblii MapKeT-
nneinc, 1cnonbayembln Ans MPOABMKEHUS penu3oB. Tak, HanpuMep, co3pa-
BaeMble ouLManbHble rpynnbl My3bikaHTOB BKoHTaKTe v cepBuchl VK Music 1
Boom npeacTatoT rubpuaHoin hopmMolt HOBbIX Meana, COeAVHsIoLel COLCeTb C
NPUNOXEHNEM My3bIKabHOMO CTPUMMHTA.

MpoBo3rnaweHHas 8 2007 . opraHu3auuent Live Nation [OKTpMHa HOBOrO
CTPYKTYpHOro nofpasgenenuns opranvsauum — Otaena no paboTte ¢ apTucTamm
(Artists Nation) — nepepacnpefennna CerMeHTbl My3blKanbHOW WHAYCTPUK,
C KOTOPbIMM apTUCT MOTr B3aWMOAENCTBOBATb MO HOBOW Modenu 360° yepes
uUMbpoBOW peropa-nenbn unn co3aas CBOM COBCTBEHHbIN pekopa-nenbn. Tak,
ecnun B TpaaMUVOHHOM MOeNu 3ByKO3anucy OCHOBHOM [10X0 PeKopa-nerbnos
KOHLEHTPVPOBANCS BOKPYT NPOAAXKM 3BYKO3AMMCEN B MSATU OCHOBHbIX CErMeHTaXx,
Takvx Kak (1) nabnuwuHr; (2) MepyeHaansuHr; (3) npusneveHve CrnoHCOpoB
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B NPOEKT apTuCTa; (4) KOHUEepTHas AesTenbHOCTb apTUCTOB U (5) npoaaxa DVD,
M 4N apTUCTa Takas br3Hec-mofenb NpefacTaBnsiaa MHOTOXOLOBYO CXemy —
co3aaHue My3blKanbHOM KOMMO3MUMKM (NeCcHW) NocpeacTBOM MoUCKa Neinbna,
M3roToBMeHMe anbboma, KOHLUEpPThl B Knybax, NMPOM3BOACTBO BWAEOKAMMA Ha
CVIHIN, XMBOE WCMOMHEHME MY3bIKA M y4acThe B TeaTpanbHbIX MOCTaHOBKaX,
M3rOTOBMEHME HOBOTO anbboma K, HaKoHel, NpoAaxy OUNeTOB Ha COMbHbIN
KOHLEPT Ha apeHe CTaAvoHa CO CpefiHel NPOAOMKMUTENbHOCTBIO BCErO NpoLecca
«pacKpyTKW» B TeveHWe 2-5 neT, To Mogens 360° cokpallana CPOK «PacKpyTKM»
apTucTa 4o Tpex MecsLeB 1 npeanonarana BCero Tpy 3tana BoO B3aMMOAeNCTBIM
nevbna u aptucTa: (1) eaMHOBPEMEHHOe pa3MelleHre CUHMa 1 My3blKanbHOro
BUAEO K CYHINY OHNalH; (2) noanMcaHme NpoMOYTEPCKOro COrMalleHns C peKopa-
nenbnom; (3) Nnpopaxy BUNETOB Ha CONMbHbIE KOHLEPTHI Ha apeHe (uMT. no: Mar-
chall, 2013, c. 82-94).

Takum 06pa3oM, Npeanonaranock, 4To Modess 83auModelicmaus ¢ peKopo-
nelibnom 360°, C OAHOW CTOPOHbI, COKPALLaeT BpemMeHHble K DUHAHCOBbIE
pacxofbl apT1CTa Ha NPOU3BOACTBO M MPOMOYTUPOBAHME MY3bIKANbHOTO KOH-
TeHTa, C ApYyrol, — AomxHa obecneyviBaTb paBHble BO3MOXHOCTY apTUCTaMm
C KOHKYPEHTOCMOCOBHbBIM My3blKaNbHbIM MaTepUanoM 1 KayeCTBEHHbIMY My3bl-
KanbHbIMM BUEO.

MapannensHo ¢ 3TUM, NoTpebneHne MNNaTeXeCcnocobHbIM HaceneHneM
My3bIKafbHOTO KOHTEHTa Yepe3 naaTHble NOANMCKM Ha UMdPOoBbIe My3biKanbHble
CTPUMUHT-CEPBUCHI ABNSETCS APariBEPOM ANS MUPOBOW My3blKanbHOW 1 3BYKO-
3anuceiBatolleid MHAYCTpuW. B 3Tol napapurmMe My3blKaHTbl OLlyLIatoT cebs
KOHTeHT-NpoBalaepaMn B OOMbLWEN CTeneHn, Yem KOHTEHT-MPoArCepamu,
a My3bIKanbHbIA MPOAYKT BOCMPUHMMAETCS Kak bonbline AaHHble, MOCTeNeHHO
yTpaymBas XygOXEeCTBEHHbIN acneKT LeHHOCTM B Ka4yecTBe NPon3BegeHs NCKyC-
ctBa (Negus, 2019, p. 369).

ViccnepoBaHmne MOMb30BaTeNbCKMX MPEANOYTEHMI POCCUICKMX MOTpe-
buTenein My3biki, onybanKoBaHHOE VHCTUTYTOM MUCCNEAOBaHWUIA KynbTypbl HAY
BLU3 (HanpeeHko, PoHpapes, 2022) noka3ano, 4To 85% onpoLeHHOro HaceneHus
cnywatoT My3biky B MHTepHeTe (HanpeeHko, PoHpapes, 2022, c. 18), npn 3TOM
€ 2019 ropa areHTCTBa MO COOPY CTAaTUCTUYECKMX AAHHBIX O Pa3BUTUM PbIHKa
My3blkanbHoM nHAycTpum (PWC, ARG, RIAA — umT. no: HanpeeHko, PoHaapes, 2022,
C. 20-21) DUKCHPYIOT CTPEMUTENBHbIV POCT MAATHbBIX MOAMMCOK Ha My3blKanbHble
CTPUMMHT-CEPBUCHI Y POCCUICKOTO HaceNeHms B BO3PACTHbIX rpynnax 13-26 net
(3ymepsbl) v 27-41 net (MunneHvansl). Poccus Ha MMPOBON apeHe 3aHMaeT BTOPOe
MeCTOo Mo TeMny NpUpOCTa A0X0Aa OT My3bIKaNbHOMO CTPUMMHIA U 15-e MecTo no
06beMy My3blkanbHOro psiHka (B 2019 1. no AaHHbIM PWC 06bem My3bikanbHoro
pbliHKka Poccuy coctaBnan 694 MAH [0NNAPOB, M3 KOTOPbIX Ha 0ObEM pbiHKA
MY3bIKaNbHbIX 3aMM1Ccein NPUXoAMNOCL 156 MAH 1011aPOB, MPUYEM EXKETOAHO PbIHOK
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MY3bIKaNbHOrO CTPUMUHIA NpUpacTaeT NpUMepHo Ha 1/3 (uMT. no: Hanpeexko,
PoHpapes, 2022, c. 20-21). Hanbonee nonynspHbIMy CTPUMUHM-NAATOPMaMK
cpenv caywatolyx My3biky poccusH beinm ctann YouTube, Spotify, BKoHTakTe,
AHpexc.My3bika, Soundcloud, iTunes / Apple Music, a B necsTke Hanbonee Boc-
TpeboBaHHbIX XaHPOB My3blKW — POK, 3MEKTPOHHAs My3blKa, Knaccuyeckas
MY3bIKa, AKa3/6.1t03, NoM-My3bliKa, MeTans, pan/xun-xon, GonK, parrv/nab, kKaHTpu
(HanpeeHko, PoHpapes, 2022, c. 60-61). MpuBeaeHHble AaHHbIe UAMOCTPUPYIOT
NepcneKTMBHOCTb Pa3BUTUS HanpasneHus UdpoBOro CTPUMIMHIA KaK OCHOBHOTO
MCTOYHMKa AOXOAa MYy3bIKaNbHOrO PbIHKA B CPEAHECPOYHON NepCrneKTuBe, YTo
B CBOW O4Yepefdb CBMAETENbCTBYET O WMPOKUX BO3MOXKHOCTSX Pa3BepTbiBaHMs
[eATeNbHOCTU peKopa-Nenbnos.

MY3bIKANIbHbIA PEKOPA-NENEN B YHUBEPCUTETE

ObpasoBaTenbHble NporpaMmbl 00y4YeHWs MPUKNAAHbIM HaBblkaM Mpo-
AIOCUPOBaHNS MyAbTUMeAVAKOHTeHTa MpeanonaraloT OCBOEHME CTyAeHTaMy
paboTbl B NporpaMMHbIx pegaxktopax naxketa Adobe (Photoshop, Lightroom, Pre-
miere, Audition) 1 NONyAspHbIX B MHAYCTPUM CNEUMan3MpoBaHHbIX BUAEO- W
ayavopegakTopax, Takmx Kak Final Cut ans Bugeo u Cubase/Ableton/Logic Pro/
ProTools/Reaper ans ayauo.

OpHako mnocne GOpMMpOBaHMS KoMmneTeHUMI UubpoBOro npogtocepa
M HaBbIKOB WMCMNONb30BaHWS PEAaKTOPOB MyAbTUMeaMa Y CTyAeHTOB Hepeako
BO3HWKaeT BOMPOC: Kak MHTerpupoBaTh 3HaHVs B YCTONYMBbIN NPOLLECC CO3AaHNs
V¥ MOHeTM3auun KoHTeHTa? MpobnemMa 3aeck cKpbiBaeTcs B beccncTeMHoM obpa-
WeHnn obyyatolWmMxcs K peannsalin NpoeKTOB B TBOPYECKMX Konnabopaumsx
MO CO3[aHUI0 KOHTEHTa pa3nnyHbix hOpMaToB, K TOMY xe, 6e3 hopMMpoBaHMs
NOHMMaHUS MPUHLUMMNOB NONHOTO NPOU3BOACTBEHHOIO LMKNA.

PelweHne npobnembl BUANUTCS B MPOXOXAEHWN CTYAEHTaMWN JONONHUTENb-
HOro Kypca No MeHeMKMeHTY LdPOBOro My3blKanbHOMO MPOAYKTa U Co3faHum
npwv hakynsTeTe XyPHANUCTUKM/NPOAIOCHPOBAHNS YHUBEPCUTETCKOMO PEKOpA-
neibna c PyHKUMAMM KpeaTUBHOMO Xaba 1 KapbepHOro akcenepaTopa.

B KOHTeKcTe onwucbiBaeMol NpobaeMaTuKX NMOCTPOeHUs creunanvsnpo-
BaHHOTO KapbepHOro akcenepaTopa A1 NPOAIOCEPOB ayAVOBU3YanbHOMO KOH-
TeHTa B By3e Temnepb NogpobHO pacCMOTPUM COBCTBEHHO KelChl neibnos «Dis-
rupcién Records» (bepknu, Banencus) n «Media Sharks» (HWY BLLU3, Mocksa),
MCNOoMb3ys METOf CONOCTaBNEHWS MPeACcTaBAEeHHOW B OTKPbITHIX MCTOYHMKAX
MHpOpMaLmMK: nepeyHen npodeccroHanbHbiX KOMMETEHUMI CTYAEHTOB —
Y4aCTHMKOB 060X NPOEKTOB, KOHUenuUun, hyHKUMOHana, Leneii v 3agay, opra-
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HMU3aLUMOHHOW CTPYKTYPbI, CaiTOB Nenbnos v aHannsa nopTdonno npoekTos
y 000X My3blKanbHbIX U3AATENbCTB C Lieblo NPOSCHEHWS BEKTOPOB Pa3BUTHS
060X NPOEKTOB.

Disrupcién Records

Neinbn «Disrupcién Records» 6bin cozgaH B 2014 rooy KOMNEKTUMBOM
BbIMYCKHMKOB MarncTepcKoin NporpaMmbl «MUpOBOI pa3BnekaTeNnbHbii U My-
3blKa/bHbIN OKU3HEC» NpUW Kamnyce KonnemKa bepknv B BaneHcun (MicnaHws)
M BKOYAN QYHKUMW akcenepatopa N8 apTUCTOB, 00befnHss TBOPYECKMMM
KonnabopaunsmMy  TanaHTAMBbLIX BbIMYCKHUKOB Bepkan ¢ npeactaButensMu
BeAyLIMX KOMMaHWIA My3blKanbHOW MHAYCTpUW. KomaHaa neibna 3aHumaeTcs
MeHEeMKMEHTOM apTUCTOB, MPOU3BOACTBOM, YMAKOBKOW 1 ANCTPUObIOLMEN My3bl-
KanbHOr0 KOHTEHTA, a TakKe NPOABKEHNEM apTUCTOB Ha My3blKabHYIO CLEHY.
ExxerogHo npeacenatenb CTyAeHYECKOro neibna nepensbrpasTcs KONNEKTUBOM
NPOeKTHOW KoMaHAbl. Lienblo MpoeKTa CTyaeHYeckoro neiibna sBaseTcs paspy-
WeHne TpaanUMOHHOM MOAENM CTapol My3biKanbHOM CUEHbI? Yepes TBOpYecKoe
B3aVMO/ENCTBME HOBbIX apTUCTOB C BM3MOHEPaMMW, COEAMHSIIOWMMY nydline
TanaHTbl bepknv ¢ pecypcamn ropofia Banencui®,

B cooTBeTcTBMM C odULManbHOM MHbopMalmeid Ha cainTe «Disrupcion
Records»*, B pamkax neitbna AeicTBytoT obpa3oBaTe/bHble NPOrpamMsbl, 3HaKO-
MsilMe CTYIeHTOB KOMeMKa bepKvi B BO3pacTe oT 17-TU NeT v CTaplue C nepevHem
npodeccroHanbHbIX HaBbIKOB B 061aCTU MapKETUH A, pa3BuTus daH-coobLiecTs
apTucTa, ANCTPUOBIOUNM, CUHXPOHWU3ALMW 1 TPAAULUMOHHbLIX (DOPM M3AaHUS My-
3bIKa/bHOTO KOHTEHTa B (hopMaTe y4ebHO-NPON3BOACTBEHHbIX MPAKTUK.

OcobeHHoCTAMK NapTHepcTBa nerbna «Disrupcidn Records» ¢ apTmcTamm
ABNSETCA TO, YTO (1) apTUCTbl B MOAHOM ObbeMe 006MafatoT npaBamMu Ha CBOO
MY3bIKY; (2) neiibn 3aKNo4aeT C apTUCTOM KPaTKOCPOYHOE NMLEH3NOHHOE COoMa-
weHwe; (3) umdposas AUCTPUOLIOLMS MY3bIKaNbHOTO NPOAYKTa OCYLLECTBASETCS
yepes arperatop «The Orchard»; (4) y neitbna oTCyTCTBYET CTUAEBOM NpuopuTeT
W 3KCKMNIO3MBHOCTb AN apTUCTOB — Nt0OOI NOCNeayOLLVIA PeNn3 apTucTa MOXET
6bITb cO3aaH B MOBOM CTUNE BHE 3aBUCKMMOCTM OT CTUIEBOMN HanpaBNeHHOCTM
npefplayLero LmdpoBoro penunsa; (5) KoMaHaa MEHTOPOB Neilbna, NPOXMBALOLLNX
B pasHbIX CTpaHax, NPefoCTaBAfET apTUCTaM OMUMIO MEXIyHAaPOAHOro MapKe-

2 Mof, MOfENbIo «CTapOl My3blKaNbHOW CLEHbI» B JaHHOM KOHTEKCTe NofpaslyMeBaeTcs NpoTHBOMNO-
CTaBNeHe AesTeNbHOCTY Neiibaa no NPOABIKEHNIO My3bIKasbHOMO MPOEKTa CyYaiiHOMy NonaaaHmio
TaKoBOrO Ha KOHLEPTHbIE MOLAAKM YePe3 IMYHbIE COLMAbHbIE CBS3M €10 aBTopa.

* Disruption Records. A student-run label with functions as an artist accelerator, showcasing and em-
powering Berkley talent in the music industry // Berklee Valencia: caiiT. URL: https://valencia.berklee.
edu/campus-initiatives-berklee/disrupcion-records/ (nata obpalleHus: 27.04.2022 r.).

“Disruption Records. About. caitT. URL: https://www.disrupcionrecordsofficial.com/about (gata obpatye-
Hus: 27.04.2022 ).
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TUHTa M3AaBaeMbIX My3bIKasbHbIX MPOAYKTOB®.

Ha calte neibna «Disrupcion Records» (https://www.disrupcionrecordsof-
ficial.com/), CKOHCTpyMpPOBaHHOM MO MPUHLMNAM OAHOCTPAHUYHOTO CaliTa, ecTb
6nokn «HoBoCTW», «Penn3bl», nHbopmauus o nerbne 1 hopma obpaTHOW CBA3M
«Let’s work together», a TakKe CCbINKM Ha coumanbHble ceTh 1 YouTube-akkayHT
nemnbna.

B npoekTHOM nopTdonuno neibna «Disrupcidon Records» AeNCTBYIOT YeTbIpe
TBOPYECKME MHMUMATUBSI: (1) MPOEKT NeTHel WKOMbl KONNEKTUBHOMO CO3AaHMs
neceH «Summer Whistle» (2021) ans ofapeHHbIX YHaLMXCs My3bIKanbHbIX WKOS,
KOHCepBaTOPWiA, CETEBbIX My3bIKafbHbIX COODWECTB W neibnos’; (2) KoHKypc
Ha co3faHune necHu nop HacTpoerme «Feels» (2020) ans He3aBUCUMbIX apTUCTOB,
OpraHn30BaHHbIA NpY NofaepXke 61aroTBOPUTENBHOMO MOHAA MEANLMHCKON
 PrHaHCOBOW NomoLLy My3bikaHTam «Sweet Relief Musicians Fund»’; (3) cepus
TeMaTUYeCKMX CeMUHapPOB, KOHLLEPTOB M TBOPYeCKyx BCTped «Disruption and Wom-
en in Music» (2018) kak NPOAYKT konnabopaLyn My3blKanbHOTO Konnemxa bepknu
C HEKOMMepYecKol opraHy3aLyen OKeHLLMHbI B My3bIKe», B PE3y/bTaTe KOTOPbIX
y4aCTHMKaMK NpoeKTa BbI0 CO3aHO ABa My3blKalbHbIX COOPHMKA KOMMUASLI
necex «Sincerely, Women» 1 «Women in Music» ¢ npemMbepHbiM UCMOAHEHNEM
B ranepee aKTyaNnbHOro UCKycCTBa BaneHcun B Matucce®; (4) aTHO-KynbTypHble
v aHpoBble cab-nenbnbl «Zou», <AER», «TALA», «Wa», co3gaHHble k 2019 rogy ans
avidbdepeHuMaumny 13aaBaeMor My3blKM MO 3CTETUYECKUM U reorpadunyeckmm
KpuTepuam®.

B HacToswmin MoMeHT npu neitbne «Disrupcién Records» hyHKUMOHMUPYIOT
wecTb cab-nenbnos?: (1) cneynanmamMpyroWnncs No U3aaHNIO SMOHCKON My3bIKK
Ha eBpOMNEeNCKOM W aMepuKaHCcKoM pbiHKe BpeHp «Nikko»'; (2) 6peHp «Poetic
Beats»? ¢ penpeseHTaumeint 1oxHO-ahpUKaHCKOWM My3bIKUW, UMEIOLLWIA B CTPYKTYpe
yNpaBneHns ocHoBaTeNs nenbna, MeHegkepa no noucKy apTCToB, KOOPAVHATOPa

Tam xe.

© About Summer Whistle. Disruption Records: caiT. 2021. URL: https://www.disrupcionrecordsofficial.
com/summer-whistle (nata obpauwerns: 27.04.2022 r.).

" About the Feels Songwriting Competition (2020). Disruption Records: cait. 2020. URL: https://www.
disrupcionrecordsofficial.com/feels-competition (nata obpaujeHns: 27.04.2022 r.).

& Disruption x Women in Music (2018). Disruption Records: cant. 2018. URL: https://www.
disrupcionrecordsofficial.com/disrupcion-women-in-music (gata obpauieHvis: 27.04.2022 1.).

° Disruption Records. About Disruption’s Past Imprints (2019). Berkeley Valencia, Campus Initiatives
Berkeley: caitt. URL: https://www.disrupcionrecordsofficial.com/past-imprints  (nata obpalleHus:
27.04.20227).

9 Imprints (2022). Disruption Records: calTt. 2022. URL: https://www.disrupcionrecordsofficial.com/
imprints (nata obpauenns: 27. 04. 2022 r.).

mprints. Nikko (2022). Disruption Records: cait. 2022. URL: https://www.disrupcionrecordsofficial.com/
nikko (naTa obpaujenns: 27.04.2022 r.).

2 Poetic Beats (2022). Disruption Records: cait. 2022. URL: https://www.disrupcionrecordsofficial.com/
poetic-beats (nata obpalerns: 27.04.2022 r.).
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No B3aMMOAENCTBUIO C apTUCTaMM U KOOpAMHATOpa Mo MapKeTuHry; (3) 6peHa
«Redgota Records»®, BbINyCKatoWMin AxKa30BYI0 U MbIOXKH-MY3bIKY, YpaBAsemMbi
MEHemKEePOM MO apTUCTaM U MapKeTUHr-MeHemkepoM; (4) bpeHp «Ruzafa Re-
cords»", ynpaBnsiemMblii KOMaHAaM1 OTAENOB MEHeMKMeHTa apTUCTOB U OTAena
MapKeTWHra, e OCHOBHOW (yHKUMel sBnseTcs MHTerpaums coobuiectsa
TBOPYECKMX NPOEKTOB bepknun B My3blkanbHy0 MHAYCTpUto BaneHcuu; (5) bpeHn
«Way up High»*®, n3gatowmii My3biky B 3CTETUKE KBUP-KYNLTYPLl W NaTWHO; (6)
HpeH[ pa3BneKaTenbHON CeTV NONHOTO UMKna «Parasol»®, cneuvanvavpyrouleincs
Ha MY/IETVXKAHPOBOY My3bIKe.

«Disrupcion Records» npeactaBnsieT coboii pexopa-nendn NoaHoro Luk-
na. B otmnuume ot «Media Sharks», cTygeHueckuin neiibn konnemxa bepknn
NOMHOCTLIO COOTBETCTBYET MOfAENN «CeTeBOr0 My3blKanbHOro CoobllecTsa»
B onpeneneHnn M.C. MumenTa (Miletto et al., 2011): komaHaa npoexTa «Disrup-
ciébn Records» obbenmHsaeT cneumnanucToB u3 J/lveaHa, Kutas, HuaepnaHaos,
Konymbun, tOxHom Adpukm, MHann, Kanaael, Yexun, CLUA 1 apyrx rocynapcrs.
Takasi obwurpHas reorpacduns MEHTOPOB M Y4aCTHMKOB NpoeKTa obecneynBaeT
M30aTensCTBy NOAAEPKaHVe TpeHaa rMobanu3auyn U WrpoKMe BO3MOXKHOCTY
TBOPYECKMX NAPTHEPCTB, KPOCC-KY/BTYPHbIX My3blKalbHbIX MPOEKTOB, 00b-
enVIHEeHUs LieNneBbIX ayauTopuii apTUCTOB cab-neibnoB w3gaTenscTBa, npe-
[OCTaBNEHMe chneumnanbHbiX YCNOBUIA NS apTUCTOB OT MapTHEPOB MPOEeKTa.
OCHOBHOW MMCCHEn 30HTMYHOTO BpeHaa «Disrupcidn Records» aBnsetcs, Ta-
KUM 0Bpa3oM, Monynsapusauus My3blKanbHbIX MNPOEKTOB CTyAeHTOB Bepkaw.
VHbpacTpyKTypa NapTHEPOB bpeHaa, NpeacTaBneHHbIX hoHAaMU 1 NTOKaNbHbIMK
COoObWeCTBaMN NO NOAAEPIKKE MY3blKabHOTO TBOPYECTBA COUManbHbIX rpyn,
M BbIXOAbl Ha NOKaNbHbIE OpraHW3aUuy My3biKanbHOW WHAYCTpUKM BaneHcuu
obecneynsaeT neribay BO3MOXHOCTL peann3almmn 3a4ay Ha NOKaabHOM ypOBHE
B 4aCTW WMHTerpauvun CTyfeHYeCKrX NPOEKTOB B Ky/bTYPHYIO XM3Hb BaneHcuu,
aKTUBM3MPYS MeXayHapoaHbli obmeH TanaHTamu 6narofaps NPOBOAVMBIM
NETHWUM WKONaM W KOHKypcam. Mpu 3TOM CTPUMMHI My3bIKaNbHOMO MPOAYKTa
BbICTYMAET KaK «BM3WUTHAsA KapTOYKa» NMPOEKTOB apTUCTOB, NPEACTaBNEHHbIX Ha
nenbne, n NCNob3yeTcs B OCHOBHOM B PEMpPE3eHTaTUBHbIX (DYHKLMSX.

5 limprints. Redgota Records (2022). Disruption Records: cant. 2022. URL: https://www.
disrupcionrecordsofficial.com/redgota (fata obpaueHus: 27.04.2022 r.).

“ Imprints. Ruzafa Records (2022). Disruption Records: caiiT. 2022. URL: https://www.
disrupcionrecordsofficial.com/ruzafa-records (nata obpateHus: 27. 04.2022 r.).

Imprints. Way up High (2022). Disruption Records: cai.2022. URL: https://www.disrupcionrecordsofficial.
com/way-up-high (gata obpatieHus: 27.04.2022 r.).

5 Imprints. Parasol Entertainment Network (2022). Disruption Records: cainT. 2022. URL: https://www.
disrupcionrecordsofficial.com/parasol (nata obpalueHus: 27.04.2022 r.).
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Media Sharks

Neinbn «Media Sharks» HWY BLU3 3anyuieH aBTOPOM HacTosiLlen CTa-
T B Aekabpe 2021 r. npu LleHTpe noaaep Kk MNPOEKTHOW AesTenbHOCTH
OenapTameHTa Meama HWY BLU3 B pe3ynstaTte nobedbl B OCEHHEM KOHKypce
NPOeKTOB (haKynsTeTa KOMMYHMKaUWMIA, Megva W amsainHa HWY BLISY. Crap-
TOBOW MUCCKEN NpoeKTa Obina nonynspusalms TBOPYECTBa CTyAEHTOB 0bpa3o-
BaTeNbHOM MporpaMmbl  «MearakoMMyHUKALMM»,  U3yYatoWmnX  AUCLMTIANHY
«[1poeKTHbI cemuHap. Co3faHue My3biKanbHOW KOMMO3WLUMW». B nepsble xe
MecsiLbl PYHKUMOHMpPOBaHWs neiibna «Media Sharks» 66110 1M3aaHbI HECKONBKO
npefcTaBNeHHbIX B PaMKax CeMUHapa NpOou3BeAeH i, CPeamn KOTOPbIX AUMAOMHBIV
npoeKT apTuctkn TA IS «Big Kids»*, kypcoBoit — apTuctkm Aril Is «Be Good»¥
Y NPOEKTbI aBTOPa HacTos el NydnunKkauymm nog TBOPYECKUM NCEBAOHMMOM Jen-
nie Moz-Art: «Cobepémcs oHnanH», «Maybe, | just Wanna Love You»? n «<Maccax
TBOEMy 3ro»¥, peann3oBaHHble B Konnabopauuy Co CTyaeHTamu dakynsreTa
KOMMYHWKaUWiA, Meavia 1 au3aiiHa HAY BLL3.

Ha neibne AeNCTBYIOT MATb CTPYKTYPHbIX nogpasgenenuii: (1) otgen
MeHeLKMeHTa apTUCTOB 1 MOUCKA TaNaHTOB; (2) OTAeN TEXHUYECKOW pa3paboTku
CRM-cucTembl 1 caiiTa neibna; (3) SMM- 1 nuap-otaen; (4) NPOMO- ¥ KOHTEHT-
oTgen; (5) oTaen No pa3BUTUID, OPraHM3aLMKN KOHLEPTOB 1 pa3paboTke COObITHI
rmbpuaHoro dopmara.

KnioyeBo  OTIMYMTENBHON 0COBEHHOCTBIO MpoekTa «Media Sharks»
SBNSETCA TO, 4TO MO aHaNOrUK C KNAaCCUYECKUMU Mamxop-nelibnamm — «Sony
Music», «Universal Music» — y neibna «Media Sharks» gns Bu3yanusaumn
M3AaTeNbCKMX MPOLECCOB TEXHWYECKUM [VPEKTOPOM feibna AnekcaHapom
LLlykaeBbIM pa3paboTaHa crcTema aBTOMaTW3aLmMy 3TanoB UMMPOBOro 13AaHNs
My3bIKanbHOTO KOHTeHTa «Media Sharks CRM», cogepxauias uHbopmaumio ob
3Tanax npviema 1 0bpaboTKM AeMo OT apTuCTa, nMpoueccax cbopa 31eMeHTOB
NPOMO-NaKeTa penwvsa v 3Tanax NPOABMXEHUS My3blKaNbHOrO NPOAyKTa nocne
UMdPOBOro M3AaHMsA Ha CTPUMMHI-CEPBMCAX C MapannefbHbiM Ha3HavyeHnem

I My3bikansHblid neinbn Boiwkm «<MediaSharks» nuet aptvctos // HUAY BLU3: caidT. 2021. 22 aekabps.
URL: https://cmd.hse.ru/news/545000802.html (naTa obpauieHns: 06.05.2022).

8 TA'IS. Big Kids: [CvHrn]. (22 anpens 2022 r.). URL: https://bfan.link/big-kids (gata obpalieHus:
06.05.2022r.).

9 Aril Is. Be Good: [CuHrn]. 29 anpens 2022 r.). URL: https://bfan.link/be-good (gata obpalieHus:
06.05.20221)

% Jennie Moz-Art. Cobepemcs oHnaiin: [Single]. (2022, April 29). URL: https://bfan.link/soberyomsya
(naTa obpauierns: 06.05.2022).

2t Jennie Moz-Art. Maybe | Just Wanna Love You: [Single]. (2022, April 29). URL: https://bfan.link/
maybei (aata obpalueHus: 06.05.2022).

2 Jennie Moz-Art. Maccax Tsoemy 3Jro: [Single]. (2022, April 29). URL: https://bfan.link/massazh
(naTa obpauierns: 06.05.2022).
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33724 AN GYHKUMOHANBHBIX CreumancToB OTAENOB Neibna v aBTomaTusalmnel
npouecca obuieHns A&R-MeHemxkepa C apTUCTOM nelbna nyteMm OTMNPaBKU
reHepupyeMblx CUCTEMOW COOBLLEHNI Ha BCEX 3Tanax KOMMYHWKaUMW OT MO-
MeHTa YTBEPXAEHWS UM OTKNOHEHNS MaTepuanoB AemMo K penunsy go MOMeHTa
3aBepUWeHNst «CAeNKM» Mo BbINYCKY M NOCNeAylolen NpoOMO-KaMnaHnm My3bl-
KanbHOro NPoayKTa.

3a KaXabIM 13 NaTV OTAeNoB neibna 3aKpenneH OTBETCTBEHHbIN MCNON-
HUTENb, NoayYatoLMiA 3aaady 13 cuctemsl «<Media Sharks CRM», 1 pacnpegensio-
WA NOTOK 3aAay Mo pasHbiM NMPOeKTaM apTUCTOB MEX[y CTaxepamu nenbna,
NPUXOASLLMMUN B MPOEKT Ha y4ebHYI0 CTAaXMPOBKY Yepe3 «IpMapKy MpPOEeKTOBR»
HIWY BLU3 B pamKax y4ebHO-NpOM3BOACTBEHHON NPAKTUKIW. Ha 3aKpbITOM pecypce
caiita «Media Sharks» cTyneHTam-cTaxepam AOCTYMHbI 0byYatolme MaTepuansl
O TeXHUYeCKMX O0COBEeHHOCTSX MCMonb30oBaHus cucTembl «Media Sharks CRM»
M 3Tanax MPOW3BOACTBEHHOMO UMKAA, CBS3aHHBIX CO CTagusmu UMppPoBOi
AVCTPUOBIOUMN ¥ MOCNEAYIOLLE MPOMO-KaMMaHMM My3biKanbHOMO penm3sa. Takmm
06pa3omM, B pamKax y4ebHO-MpOV3BOACTBEHHOM NPAKTUKN CTYAEHTLI (hakynbTeTa
KOMMYHVKaUMI, Meana v am3aiiHa HNY BLUS nonyyatoT KOMNETEHUMN 1 HaBbIKK
MeHemMKMeHTa LdpPOBOro My3blKanbHOMO NPOAYKTA.

Ha anekTpoHHOM pecypce neitbna «Media Sharks» (https://media-sharks.
com), CKOHCTPYMPOBaHHOM, NoAobHO canTy «Disrupcidn Records», no npuHLmny
OAHOCTPAHMYHOrO calTa, copaepxutcs MHbopMaums B pasgenax «HoBOCTW»,
«Penusbl», «<ApTUCTbI», <O neinbne», broke «MpUcoeaMHNUTLCS», NPEAOCTaBNAIOLIEM
nonb3osaTtento ase onuun: (1) nobomy pesnaeHty HMAY BLUIS — BO3MOXKHOCTb
OTNPaBUTb AeMO My3blKanbHOrO MaTepuana ¢ LUenbio nocneaytouero Umdposoro
n3naHus (https://media-sharks.com/demo/) n (2) niobomy cTyaeHTy bakanaBpuata
unv Maructpatypbl HAY BLU3 — cTaTb coTpyaHWKOM nelibna, NpucoefnHmBLINCS
3a 0bpasoBaTefnbHble KPEanThl K MPOEKTY Yepe3 3asBKy Ha «JpMapKe NpoeKToB»
HWY BLI3%. Ha caiiTe neibna vmetoTcs KHOMKKM BbICTPOro nepexoaa Ha coobliectsa
neibna B coumanbHol ceTu «BKoHTaKTe», Tenerpamm 1 Ha oduLManbHbliA KaHan
nenbna 8 YouTube.

Ycnosus, npepnaraemble «Media Sharks» apTuctam, He oTMyaloTcs OT
TPaAMLMOHHbIX YCNOBUIA PaboTbl M3NMKOP-NenbNoB, 3a UCKNYEHUEM HECKOMb-
KX 0COBEHHOCTEN, CBA3aHHbIX CO CneunduKkon peannsaLmm nNpoekToB B Bbic-
Wen wKone 3KOHOMMKM: (1) Ang noanMcaHus NMUEH3MOHHOMO COrnalleHus
apTUCT UNW NpeacTaBUTeNb TBOPYECKOTO KOMMEKTMBA apTWCTa [JO/MKeH UMETb
npsamMyto acddunmaumo ¢ HAY BLU3; (2) ¢ apTUCTOM 3aKM04aeTCs AOATOCPOYHOe
NVILLEH3VOHHOE COrNalleHne, BKIOYAOLLEE eXErOAHbIE POSTY MO KyMYASTUBHOW

% [NpoeKT «Pa3BuTre Kpocc-nnaThopMeHHON My3bliKanbHO-U34aTENbCKOV AEATENbHOCTU CTYAEHTOB
HIY BLU3» // HMY BLU3: caidT. 2022. URL: https://pf.hse.ru/602310038.html (gata obpatieHus: 06.05.2022).
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cucTeMe* HanpsMylo oT noapsayMka nnathopmbl LMOPOBOM ANCTPUOHLIOLNM,
(3) ¢ 20 anpens 2022 r. B CBA3W C npekpalleHneM B POCCUMM AeSTeNbHOCTY
koMnaHun «The Orchard» undpoBas AMCTPUOBIOLMS My3bIKANEHOMO KOHTEHTA
ocyuiectensetcs «Media Sharks» vepes arperatop «Believe Digital»; (4) neibn
peanu3yeT My3blKanbHbI KOHTEHT TPEHLOBbIX HaANpaBNEeHWN, BblbMpaeMbix
A&R-MeHexepaMn Ha OCHOBaHWWM aHanm3a exerogHbix oTt4yeToB IFPI n Heo-
KNacCUYeCKyHo My3blKy MOCKOBCKIX akaeMUYeCKIX KOMMO3KTOPOB, yNaKoBaHHYH
B ayAMOBU3YanbHbIA NPOAYKT MPY y4aCTUM CTYAeHTOB haKynsTeTa KOMMYHMKaLUI,
Meama W av3aiHa HWY BLI3; (5) apTUCT MOXeT y4acTBOBaTb B KOHLEPT-
HbIX W rMBPUAHbIX NephOopMaTUBHBIX MeponpuaTUsX neibna, peannsyemblx
Ha cueHe LeHTtpa kynbtyp HWY BLU3 B MOCKOBCKOM Kamnyce yHUBepCUTeTa
¥ Ha BHELHUX KOHLEPTHbIX 1 BbICTaBOYHbIX MioLagKax r. MOcKBbl; (6) B ycnoBumsx
M3MEHeHUs reononnTMyeckon cutyaumm neinbn «Media Sharks» ¢ anpens
2022 r. ctan npepnarats YCyry nepeusfgaHna My3blKaiibHOrO KOHTEHTa apTuc-
Tam, paHee nybAVKOBaBWINM COBCTBEHHbIN ayAMOBM3yaNbHbI NPOAYKT Yepes
Apyrve CTPUMUHI-arperaTopsl M xenatowmnm NpogomKaTh nonyyaTs 3a Ludpossblie
penun3bl perynsipHble OTYMCAeHUS.

[ns odopmneHns NpaBOOTHOLWEHWA C apTUCTOM Ha HadvanbHOM 3Tane
B3aMMOAEWCTBMS Neibn noanuchiBaeT C 3asBuTenem aemo-matepuana «Cor-
nalweHne 0 HaMepeHVsx» O UMPPOBOM M3haHUN ayarMOBK3YyanbHOrO NPOLYKTa,
Y K MOMEHTY cbopa NpoMO-MaKeTa penw3a 3aKk14aeT C apTUCTOM TULEH3VOHHBI
[OroBOpP, BKtOYatounii 6a30BbIi GecnnaTHbli NakeT ycnyr B Buae: (1) KOH-
CynbTauMin ¢ MNpPOMO-NPOACEPOM MO  KOHUENuMu hoToceccuini 1 Kaunos
apTucTa; (2) KoHcynbTaumin ¢ A&R-MeHemkepoM No Co3aaHuio U OBHOBAEHMIO
MHpOpMaUMK O MNO3WLVMOHMPOBAHMM apTWCTa Ha CaliTe U CeTeBbIX pecypcax
neibna ¢ nocneaytoLM pa3MelleHmeM nHhopMaumum 0b apTucTe Ha NaoLaaKax
VK Music v AHaekc.My3bika, B Cly4ae Hanmnums y apTucTta He MeHee ABYX LMD POBbIX
PENn30B My3blKanbHOrO MPOMYKTa; a Takke (3) KoHcynbTauni SMM-MeHemKepoMm
Mo HamMcaHM Npecc-penn3a K UMdpoBOMy 13haHMI0 My3blKanbHOTO NPOAYKTa
(cuHrna, EP nnu ansboma).

B npoektHoM nopTdonuo «Media Sharks» nmeeTcs ABa peann3oBaHHbIX
MeponpuaTus — (1) uepeMoHus OTKpbITUS, cocTosBliascs 10 despans 2022
r. Ha cueHe bonbuworo 3ana LeHTpa kynbtyp HWY BLU3 B hopme npeseHTaumm
C OCBelleHVeM CTpaTermyecKkmx NNaHoB pa3BUTUS nelibna n KoHuepTa nepsbix

% MNockoNbKy pasmepsl PosiTY 3a UhPOBYO ANCTPUOBIOLMIO My3bIKabHOMO KOHTEHTa apTUCTOB
CMPOrHO3MPOBaTh CNOXHO, Ha Neibnax CylwecTByeT NpaKTMKa BNUCHIBATb B 4OrOBOP O LUdpO-
BOVI AUCTPUObIOLMN pa3Mep NOPOrOBOI CyMMbI, HIKE KOTOPOI LIMAPOBbIE BO3HATPaXAeHNSs ap-
TWCTY He BbINNAYMNBAIOTCS. B 3TOM CBA3M OTHETHBIN NEPUOA HAKOMAEHNS POsSATY 3a LMDPOBYIO
ANCTPUOBLIOLMIO MY3bIKaNbHOTO KOHTEHTA Ha Neibnax, 0CO6eHHO 1S BbINAAT HOBbIM apTUCTaM,
NPUHSATO PACCHMTBIBATH PABHbIM rOAY.
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pe3naeHTOB NpoeKTa®, 1 (2) nepdopMaTHBHbIN KOHUEPT rmbpuaHoro dopmara
«OxmBlIas mofa»®, coctosBwmincs 30 mMapTa 2022 1. C MOKAa30M KoKy
avi3aliHepa Muxanna ®efoposa nog My3sbiky Teppwu Painum «In C» B UCNONHeHUH
FAM-AHcambns n/y Onera MaitbepavHa B NepBOM OTAENEHUN W NMECHN apTWUCTOB
neibna B avanHepckux Hapsgax FEDOROV BRAND BO BTOpOM oTaeneHuu
KOHLepTa.

VHnumaTvBbl neibna  BKAOYAIOT U KOHKYPCHble Meponpuatus: (1)
PETYNSPHBIA EXeMeCSYHbIA KOHKYPC AEMO apTUCTOB, MPOBOAMMBIA C UEMbHO
paclunperns O3k-KaTanora penvsos; (2) Ce30HHbIE KOHKYPCbl TeMaTU4ecKux
necex o Nto68M, 0 bpeHe BbiCLIEN WKOMbI IKOHOMUKY, @ TakKe KOHKYPC neceH
Ha POXAECTBEHCKME M HOBOrOAHME CloXeTbl; (3) MapTHEPCKyl WMHWMUMATKBY,
peannsyemyto COBMeCTHO co lkonol amsaiiHa HY BLLU3 — KoHKypC Meamamy3bl-
KW 1 MakeToB ayavobpeHAMHra OT CTy[eHTOB MporpaMmbl JOMOAHUTENBHOMO
obpazoaHua «CayHA-AM3alH W cayHA-apT», B (rHane Kak[oro KoHKypca
3anNaHMpoBaHO MpoBefeHMe rana-KoHUepTa C  MCMONHEHWEM COYUHEHWN
naypeatos 1 obnagateneit paH-MNpu; Kpome TOro, KOHKYPChI NpeaycMaTprBsatoT
obsi3aTenbHbliA LMMPOBOI penn3 My3bikanbHOro MaTepuana 3assuteneit. B nna-
Hax neibna Ha 2022-2023 y4ebHblii rog — opraHv3auns KoHdepeHLMn MONoabIX
Y4€eHbIX N0 BONPOCaM LindpoBO AUCTPUOBLIOLMN MY3bIKANbHOTO KOHTEHTA.

MapTHepcTBa neibna «Media Sharks» ¢ MOMeHTa ero co3faHus 10 MOMEHTa
BBOJA B OMBITHYIO 3KCMAyaTaLUMIO BKIOYAIOT B et BHYTPUYHMBEPCUTETCKUE
nogpasgenenuns: akynbTeT [OMOMAHWUTENBHOMO MNPOodeccroHansHoro obpaso-
BaHus no npodwnto «CayHA-AM3aliH ¥ cayHa-apT» npu LWkone av3aiiHa HWNY
BLU3, acnupaHTOB ACMMPaHTCKOM LIKOMLI MO WUCKYCCTBY W Am3aiiHy HWY BLU3,
LleHTp KynsTyp HUY BLU3 ans nposefgeHns peneTuumnin u NoaroToBKU KOHLEPTHbIX
v TbpuAHbIX NepdopMaTUBHBIX MeponpuATUR, «ipmapky npoextos» HY BLUS
ANS MpVIBAEYEHNs CTY[EHTOB Ha MPOXOXAEHME Y4eOHO-NMPOEKTHOW MPaKTVKK,
a TakKe BHELUHWe OpraHu3aLy My3biKanbHOM MHAYCTpun Mocksbl: TAM-aH-cambnb,
PoccrnCKmin HaUMOHaNbHbIN My3el My3biku 1 CTyAMIo 3ByKO3anncu «<Kocmoc»,

TakuM obpasom, neibn «Media Sharks» Ha gaHHOM 3Tane cBoero passuTus,
B OT/IMYMe OT neibna «Disrupcion Records», sBNSeTCS 3KCNepuMeHTanbHOM Bep-
CVeN POCCUMICKOTO UMAMPOBOTO My3bIKaNbHOrO M30aTeNbCTBa, aKTUBHOCTb KOTO-
pOro HanpasfeHa Ha Co3faHe roprU30HTaNbHbIX NAPTHEPCTB C NPEANPUATUAMY
M MHCTUTYUMSMI My3bIKaNbHOW MHAYCTPUW BHYTPY TOPOAA W CTPaHbl, B bonbluel
cTeneHu, 4em Ha (hopMUpOBaHME MEXAYHAPOAHbIX KONNabopaLmnii.

% MediaSharks — my3bikanbHoe n3gatensctso HWY BLU3: [Bugeo] // Jennie Moz-Art Official:
YouTube-kaHan. 2022. 11 despans. 01:23:52. URL: https://www.youtube.com/watch?v=WE7eLrd8Fz
A&feature=youtu.be (nata obpatieHus: 06.05.2022).

% «OxmBLas mogar. KoHuepT B LieHTpe Kynstyp HNY BLU3 // LWkona gm3aiiHa HMY BLUS (HSE Art
and Design School): caiit. 2022. 30 mapTa. URL: https://design.hse.ru/news/2182 (gata obpalieHus:
06.05.2022).
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B obpa3oBaTenbHOM CMbiC/ie MPOeKT neibna nos3sonseT CTyfeHTam Te-
CTMPOBATb rMNOTE3bl OTHOCUTENBHO KOMMEPYECKOTO NOTEHLMANa My3blKanbHOTO
KOHTEHTa, CO3AaHHOr0 UMUK Ha Y4ebHbIX 3aHATUSX, C OfJHOW CTOPOHbI, U 13y4aTb
TpeHabl LhpoOBOro My3bIKanbHOMO U3AaHWs, NPUOBPeTast HaBbIKU MEHeIKMeHTa
UMDPOBOrO My3bIKabHOTO KOHTEHTa, — C APYroW.

Cmamucmuka yughpogozo CMPUMUH2a KK UCMOYHUK IMNUPUYECKUX
OQHHbIX 0 MPEHOAX My3bIKA6HO20 nompebeHus

MockonbKy NpWU MNAHUPOBAHWM MNPOABWKEHUSI HOBOTO My3bIKanbHOMo
NPOAYKTa B YCI0BUSAX DAKTUYECKOTO OTCYTCTBUS CTATUCTUKM MONb30BaATENbCKMX
NpeanoyTeHnn B kadyecTBe pedepeHCHbIX AaHHbIX MCNOMb3YKTCS  Penun3bl
C NYNOM MOXOXMX XapaKTepuUCTUMK, Havbonee ys3BMMbIM 3NEMEHTOM 060ro
CTYeHYEeCKOro  WUCCNefoBaHNs NPOEeKTHO-TBOpYeckoro dopmata  sBnseTcs
rMnoTe3a 0 MapKeTUHIOBOW CTpaTerun, 0COOEHHO B YCOBHMSX XapaKTepHOro Ans
Poccvin HOBOTO BPEMEHU M3MeHeHWs MHBPACTPYKTYpbl COLMAnbHbIX CETEN nocne
beBpans 2022 r. leibn «Media Sharks» B 3TOM CBS3M KaK NAoLWIaAKa TECTMPOBaHMS
rMNoTes, C OAHON CTOPOHBI, NPeAOCTaBAAET CTYAEHTaM-Pe3nAeHTaM aKTyanbHyo
vHdopMaumo 0 paboTalolWmnx MOAENsX MPOABKEHNS MY3bIKaNbHOMO KOHTEHTa
TPEHOBLIX CTWUNel Ha OCHOBaHWKM 0630pa aHanNUTUYECKMX WCTOYHUKOB B OT-
yeTax IFPI, cobcTBeHHOM 6a3bl AaHHbIX MO BbIWEAWUM penvi3am U aKTyanbHOM
3KCNepTHOW MH(OpMaLMy OT NapTHEPOB Nenbna — undpoBoro arperatopa Be-
lieve Digital; c apyroi, — GuKcMpyeT ycnellHble Keincbl YNakoBKU U HappaTVBHOM
penpeseHTaLyu My3bikabHOro NPOAYKTa NO OLiEHKE N0Nb30BATENbCKUX PEaKLMiA
Ha My3blKanbHble KNUMbl, OOAOKKM W pPeKnamHble NPOMO-KPeaTuBbl B COCTaBe
V30aBaeMOro My3blKanbHOro KOHTEHTa B MHMPACTPYKType COOCTBEHHbIX 1 NapT-
HEPCKMX COLUManbHbIX CeTein. B 3TOM CMbICNe eXeKBapTabHasi OTHETHOCTb MO
penv3am BbICTYyNaeT Kak 371eMeHT GeHYMapKUHTa B KOHTEKCTE MOATBEPXAEHMNS
rMNOTE3 O MAPKETVHIe KOHTEHTA CTaTUCTUKON ero BOCTPeboBaHHOCTY.

B nepcnekTtvBe pa3suTus MNofobHbIX unccnegosaHuin «Media  Sharks»
AKKyMYJIMPYET MacCMB Ka4YeCTBEHHbIX M KOMMYECTBEHHbIX [AAHHbIX, NOATBEp-
KAGMOLLMX Pa3HOOOPa3Hble MCCNedoBaTeNbCKME TUMOTE3bl O NPUMEHEHUN CTPa-
Ternii NPoABMKEH S My3blKaNbHOTO KOHTEHTa 3alaHHOTO XaHpa.

KOHUENUWUA «MEDIA SHARKS» U MOAE/1Ib «KNOWLEDGE TRIANGLE»

MNpVHUMMbLI YCTOMYMBOIO Pa3BUTUS, 3aOXKEHHbIE B KOHUENUMio «knowl-
edge triangle» (Maassen & Stensaker, 2011), npegnonaratoT MHTerpauuto MH-
OyCTPUanbHbIX Uenei v 3agay WHHOBAUVOHHOMO MPOAYKTa C FOCCEKTOPOM,
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NPOM3BOACTBEHHbLIM CEKTOPOM (MHAYCTpUEl) 1 06pa3oBaTeNbHbIM CEKTOPOM
(BbICLUIMMM y4eOHbIMYM 3aBefeHVaIMY). B ciydae ¢ KnacCuYeckuM yHUBEPCUTETOM
«TPEYrONbHWK 3HAHWI» MHTEPNPETUPYETCs, B COOTBETCTBMM C JINCCabOHCKOW
cTpaterneii’” no bonoHckoit aexknapaumm (2010)%, Kak B3aMMOAeCTBME AOMEHOB
06pa308aHUS, UCCAO08AHUL W UHHOBAYUOHHOU GKMUBHOCMU B [eSTeNbHOCTM
obpasoBatensHoro yupexaeHus (The Knowledge Triangle, 2016). PaccmoTpum
B laHHOM KOHTeKcTe amn3aiiH «<Media Sharks».

CDOPMG npuema «OEMO» KaK UCMOYHUK AIMnupu4ecKux OaHHbIX

MccnenoBaHms KpeaTUBHOCTY, TPEHAO0B My3blKanbHOM UHAYCTPUM U My3bl-
KanbHOTO NOTPEBNEHUsT MHULUMUPYIOTCS B MOMEHT 3amofiHEHUs 3asiBUTENEM
dopmbl npuema paemo  (https://media-sharks.com/demo/). MocneaHve paBa
06513aTeNbHbIX MO AaHHOW (DOPMbI YTOYHAOT CTeneHb MOTMBALMKM apTuCTa
K unMdpoBOW AUCTPUOBLIOUMM B COTPYAHMYECTBE C NeibNOM KOHKPETHOro
My3blKanbHOrO MPOAyKTa. W ecnu nepsas 4YacTb BOMpoOca — O MOTMBaLMM K
LUMPPOBOW ANCTPUOBIOLMM — MOXET B AanbHeilleM WHTepnpeT1poBaThCs
B paMKax aHanwu3a npuyuH, Nobyxgatolmx CTyAeHTOB v coTpygHMKoB HMY BLUS
K My3blKafbHOM KpeaTWBHOCTU, TO OTBET Ha BOMPOC O LAVMANMLWMX NaaHax ap-
TUCTa MO CoTpyaHuyecTBy ¢ nenbnom «Media Sharks» cTaHOBMTCS OCHOBOI®
AN5 NOCTPOEHUS [ONFOCPOYHbIX OTHOWEHMW C apTUCTOM Ha OCHOBaHWUW cobC-
TBEHHbIX €ro NoXenaHwuii, Npefonpefenss nepeyeHb GopMaToB B3aMMOAENCT-
BUS C NelbAOM — OT NPOABWKEHUS M3aBaeMoro Ha nerbne uMdbpoBOro My3bl-
KanbHOrO MPOAYKTa apTWCTa [0 ero MHTerpauun B [eiCTBYlOLiME MPOEKTHI
TBOpYECKVX konnabopauuii neinbna ¢ BHyTPEHHUMM 1 BHEWHWUMI NapTHepaMu
B KOHTEKCTe M306peTeHns rvbpuaHbix hopm My3bikanbHO-nephopMaTrBHbIX
NpeAcTaBneHuii, kak, Hanprmep, BCy4ae CKOHLEPTOM-NMOKa30M «OxuMBLIas Moaar,
VHTErprpoBaBLIUM MONOAEXHbBIA BpeHa ofex/asl OT acnupaHTa ACNMPaHTCKON
WKONbl MO UCKycCTBY U An3aiHy HIY BLUD Muxamna ®egopoBa C NapTHEPOM
neiibna — TAM-aHcambnem®; vnm B cnyyvae UMBPOBOrO M3naHUs Ha nelibne
«Media Sharks» dopTennaHHoro unkna «Jambl GUAAPMOHNYECKOTO 0bLIECTBaY

higher-education-and-research/lisbon-recognition-convention (gata obpatuerus: 18.05.2022 r.).

% Pycdro d., XerHamsikn 1., Yykanur KH. Peannsaums BonoHcKoro npotecca B cTpaHax Tempus
(2009-2010) / MicnonHWTeNbHOE areHTCTBO MO BOMPOCaM 06pa3oBaHus, KyNsTypbl U ayavioBU3y-
ansHbiM cpeacTsam. OTaen P10 — Tempus 1 [4BYCTOPOHHEE COTPYAHWUYECTBO C MPOMBILUIEHHO
pa3BuTbIMK cTpaHamu. bproccens: Rue Colonel Bourg. URL: http://publications.europa.eu/resource/
cellar/2a5535f5-bd4d-4eb1-b9da-25c¢01a776455.0001.03/DOC_2 (faTa obpatyeHns: 19.05.2022).

» Mocne NoCTynneHns 3asBKM OT apTUCTa BbINONHSETCS KOHTEHT-aHaAM3 ero OTBETOB, Ha OCHO-
BaHWM KOTOPOTo A&R-MeHe)Kep NPOEKTUPYET PENN3HbINA NNaH.

* «OwwmBwasn Moga». KoHuepT B LleHTpe Kynstyp HAY B3 // Wkona an3aiiHa HAY BLUS (HSE Art
and Design School): caiit. 2022. 30 mapTa. URL: https://design.hse.ru/news/2182 (nata obpalleHus:
06.05.2022).
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komnoswTopa Onera ManbepanHa B MCNonHeHWW ExaTepuiHbl MeueTuHoR®:
C YNMaKoBKOW My3blKanbHOTO NPOAYKTa, pPa3paboTaHHOM AN NPOeKTa CTYAEeHTKON
On «MepmnakoMMyHVKaLMy» hakynsTeTa KOMMYHUKaLMIA, Meana 1 gnsanHa HAY
BLUS dam XoaHr Hrok KynHb B pamKax 3vMHel CTaXKMpPOBKY Ha neibne.

3AK/TIOYEHUE

3y4nB acnexTbl PyHKLUMOHMPOBAHUS Neib0B B 3MOXy LMGMPOBOTO My3bl-
KanbHOro CTPVMUHIa, OXapaKkTepusyem noTeHuymnan npoekta «Media Sharks» HUAY
BLU3.

K CVNbHBIM €ro CTOPOHaM MOXHO OTHECTU WHTEerpaumio MoayHeHHbIX
3HaHWUI B eaVHYI0 NOLIAroByio KOHLUEMNLMIO MPOAIOCUPOBAHYS LMPPOBOTo ayamno-
BV3YyaNbHOro NPOAYKTa, YTO OTPAKEHO B UCCNEAOBATENLCKOM, MHAYCTPUANBHOM
VI MPOCBETUTENBCKOM HanpaBneHusx AesTenbHoCTY neibna.

B KauecTBe «To4eK pocTa» BbICTyNaeT MaTepuanbHas YacTb NPOeKTa: pac-
WrpeHvie 6a3bl apTUCTOB, TECTVPOBaHVE TMNOTE3 KOMMEPYECKOro NoTeHUMana
MY3bIKa/IbHOTO KOHTEHTa apTWCTOB C MPUMEHeHVeM TapreTUPOBaHHON pe-
Knambl 1 6e3 TaKOBOW, YKPenaeHne NapTHEPCKUX CBA3EN C KOHLEPTHbIMU Mo-
wagkamu no obpaslly «Disrupcién Records», a Tawke nocnefyroLlme Keinc-cTagm
3(PEeKTUBHOCTU TaKoW AeSTEeNbHOCTM (Ha MaTepuane OUEHKM Cmpoca Ha Bbl-
CTYNAeHUs NPUBNEYEHHbIX apTUCTOB).

TaKTUYecKmniA pe3ynsTaT pa3BuTus npoekTa «Media Sharks» BuanTCs B akTw-
BM3aLMM AWNCKYCCHMN O TEXHONOTUYECKUX MHHOBALMAX LMPPOBOrO My3bIKanbHOMO
W3AaHWs, CTpaTernyeckuii — cosfaHne BO3MOXHOCTEN Ans MPOrHO3KPOBaHMS
cTpaTtervit nonynspvaummn B Megmna pasnuyHbiX My3biKanbHO-MCMONMHUTENbCKIX
cTunen.
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