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A PERFORMATIVE IMAGE DEVELOPMENT IN
MUSICAL PERFORMANCE: THE STAGE STRATEGY OF
HENRY LAU

Summary: The article examines the principles of a per-
formative image development in modern musical perfor-
mance using the stage strategy of multi-instrumentalist
and performer Henry Lau as an example. The author views
Lau as the creator of a visual-auditory event where the
artist's image becomes the semantic centre of the stage
action, given the setting of performing thinking change,
the loss of strict genre determination, and the growth of
expressive means. In this sense, the performative image
acts as a meaning-forming core developed in the process
of complex interplay of sound, gesture, scenography, and
spectator perception.

The scientific novelty of the study lies in the introduc-
tion of a categorical apparatus related to the concept of a

As traditional approaches for comprehending
and performing a musical piece have been revised,
musicology has seen a discernible methodological
shift in recent decades. Musicologists have increas-
ingly expressed the opinion about a gradual depar-
ture from traditional ideas about musical meaning,
musical-linguistic parallels, and semiotic analysis of
music. In particular, in his work Feeling the Sound,
researcher N. Eidehem argues that: “...confining mu-
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performative image into the analytical field of musicology
as well as in a detailed analysis of Henry Lau’s performing
practice based on an audiovisual analysis of the cover ver-
sion of the composition “Believer” (Imagine Dragons). The
selected material allows us to trace how the interplay of
acoustic, plastic, and facial-gestural expressiveness forms
a new type of performing statement that goes beyond the
traditional piano discourse.

The work is aimed at developing a theoretical base,
reflecting the specificity of syncretic performance forms
and actualising the significance of performative thinking
in scientific discourse.

Keywords: performativity, image, strategy, scenogra-
phy, interpretation, gesture, performance.

sic within the narrow framework of semiotic analy-
sis is an unethical attitude to its nature...” and “...a
truly ethical approach requires the awareness that
music consists not only of sound materials, but also
of the materiality of the human body” [1, p. 32]. In
turn, researcher V. Yankelevich asserts that “...the
meaning of music is born not in some initially em-

bedded codes, but in a living, changing dialogue

between the sound and the perceiving conscious-
ness” [2, p. 516].

In Russian science, ideas about reconsidering
the nature of musical meaning and the performing
role are reflected in the works of V. Frolkin, L. Leip-
son, A. Kozhevnikova, V. Petrov, D. Demekhina, S.
Zhavoronkova, and others. Thus, in the article "Ex-
pansion of the Concept of Performance in Modern
Conditions: an Interdisciplinary Aspect”, Frolkin car-
ries out a comprehensive analysis of the perform-
ing practices transformation within the framework
of current ideas about performance. Moreover, he
identifies trends towards their expansion beyond
traditional ideas about musical performance. The
author draws attention to the traditional triad "com-
poser—performer-listener” becoming less distinct,
traces the shift from the theory of affects to the dy-
namics of the meaning formation in the performing
act, and analyses convergent tendencies that bring
musical performance closer to theatre, dance, and
other stage forms [3]. At the same time, Leipson
studies the transition from phonetic composition
to performativity in the Western European musical
avant-garde, recording changes in the understand-
ing of musical material. In the author’s studies, the
emphasis shifts from textual and structural organi-
sation to corporeality, gesture, the moment of pres-
entation, and theatrical nature of auditory action
[4]. In turn, examining composer V. Ekimovsky's in-
strumental works (which unite musical and theatri-
cal series and demonstrate the synthesis of arts as
a form of performative utterance), Petrov identifies
a typology of works based on the degree of event
saturation and demonstrates how theatricalisation
transforms instrumental presentation into a perfor-
mance that combines sound, gesture, movement,
speech, light, and scenography [5, p. 92].

It should be noted that the designated trends in
the scientific idea were preceded by shifts in perfor-
mance practice in the second half of the 20th cen-
tury. It was a time when instrumental theatre, one
of the most expressive forms of performance prac-
tice, emerged, marking a qualitatively new stage in
the evolution of performance: sound structuring
began to lose its autonomy, becoming part of a
complex stage action, which included speech, plas-
ticity, object manipulation, and spatial movements,
recorded in the score along with the musical ma-
terial [6, p. 3].

Such expansion of performative expressiveness
acquired special significance in the art of piano,

where the theatricalisation of stage action collided
with a stable tradition of concentration on sound
material and the strictness of the performing ges-
ture. Due to its constructive immobility and histori-
cally fixed idea of an “invisible” performer, the piano
remained on the sidelines of performative experi-
ments for a long time. However, in the context of
a general change in artistic thinking and the blur-
ring of the boundaries between genres, the instru-
ment was gradually drawn into the sphere of stage
practices, where the performer is no longer under-
stood as a mediator of the score concept, but as
the author of the visual and sound action.

In this coordinate system, the concept of the per-
formative image is affirmed as the meaning-forming
core of a musical event. This phenomenon surpass-
es traditional ideas about the illustrative function
of stage elements, radically altering the nature of
the musical statement. Here, the performer ceas-
es to be the "bearer” of technique and becomes a
“semantic reagent”, transforming the musical text
into living dramaturgy. Visuality (from microges-
tures to scenography) acquires the status of a full-
fledged element of musical semantics.

In this context, the stage strategy of Henry Lau,
an artist who forms a typologically new perform-
ing image in his work, is of particular interest. The
image is developed as a synthetic artistic structure
in which musical and theatrical expressiveness are
combined in a single performing act. It is notewor-
thy that here, the traditional boundaries of genres
and roles are subject to purposeful deconstruction:
the artist’s bodily-plastic behaviour, medial scenog-
raphy, and acoustic expression enter into a mobile
interaction, forming a new performing whole. In this
vein, Lau's performative image is not a “part” of the
performance, but the essence of the composition,
where the gap between the sign and the body is
overcome through the artist’s radical involvement
in the process of meaning generation. His image is
not composed of elements — it is born in their in-
separable tension, where the materiality of sound,
corporeality, and spatial dynamics are fused into a
single act of statement.

The scientific significance of the presented study
is determined by the absence of a holistic and meth-
odologically verified theoretical base capable of re-
vealing the artistic nature of the phenomenon of
syncretic artists who possess both instrumental vir-
tuosity and pronounced stage plasticity, active work
with space, and audience perception. At the same
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time, modern musicology lacks a holistic paradigm
capable of systematically comprehending both the
specifics of the performative thinking of virtuoso
pianists and the genesis of their stage strategy. The
gap in scientific studies is especially noticeable in
relation to those forms of stage action where mu-
sical material is transmitted through visual-kinesic
means, facial expressions, gestural expressiveness,
spatial movement, and theatricalisation principles.
The purpose of this article is to study the mech-
anisms of a performative image formation using
the stage strategy of pianist and performer Henry
Lau as an example, as well as to analyse the com-
plex of artistic, physical, and visual means by which
the performer is transformed into the subject of a
stage statement. The implementation of this goal
involves solving the following research tasks:

* to clarify the methodological foundations and
terminological apparatus associated with the concept
of a performative image in musical performance;

* to analyse Henry Lau’s stage strategy from the
standpoint of the performativity theory, as well as
to examine the acoustic, kinesic, and visual com-
ponents of his performance practice;

« to identify the performance mechanisms of a
performative image formation based on an audio-
visual analysis of the cover version of the composi-
tion "Believer” (Imagine Dragons) performed by Lau.

The analytical strategy of the study was based
on the application of the following methods:

* the method of theoretical and terminological
analysis used to clarify the conceptual apparatus
associated with the phenomenon of performativity
in musical performance and stage practice (D. De-
mekhina, S. Zhavoronkova, A. Kozhevnikova, etc.);

* the musical-analytical method aimed at iden-
tifying the structural and expressive characteristics
of the sound embodiment of Lau’s performing in-
terpretation;

« the method of structural modeling of perfor-
mance used to analyse the interaction of acous-
tic and visual-motor parameters of the performing
strategy (in order to identify the logic of the per-
formative image formation);

« audiovisual analysis, which provided a com-
prehensive examination of video materials of stage
performances, with a focus on the composition “Be-
liever” (the cover version performed by Henry Lau)
in order to identify the specifics of bodily plastici-
ty, facial expression, and visual dramaturgy as ele-
ments of the stage statement.
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The substantive transition to the analytical part
dictates the need for a categorical definition of the
main concept of our study - “performative image”.
In accordance with the data presented in J. Aus-
tin's works devoted to the theory of performative
acts and works expanding the boundaries of this
concept within the framework of theatre studies,
linguistics, and musicology, it should be said that
the performative image is an integral category re-
flecting the unity of artistic design, individual in-
terpretation, and stage embodiment. It is formed
through a combination of sound, visual, and kine-
sic elements, which together create a unique per-
forming style [1, p. 110].

In general, the performative image can be per-
ceived as a network of interconnected components,
which include:

 musical interpretation: analysis of stylistic and
technical aspects of performance, including work
with tempo, dynamics, articulation, and phrasing;

* non-verbal expressiveness: stage facial ex-
pressions and gestures that complement the mu-
sical interpretation and enhance the emotional and
dramatic effect;

« visual means: the influence of scenography,
costumes, and lighting design on the perception
of the performer’s image, etc.

Based on the above, it follows that the perform-
ative image is the result of a conscious choice of
interpretative and expressive means by which the
artist builds communication with the audience, turn-
ing the performance into a multi-layered artistic act.

Thus, having established the theoretical coor-
dinates of the concept of “performative image”,
we will consider its specific embodiment in Henry
Lau’s artistic practice by referring to his stage strat-
egy. Having become famous as a pianist, compos-
er, producer, and multifaceted artist, today Henry
Lau is one of the most prominent figures at the in-
tersection of academic and popular musical tradi-
tions. Possessing an academic education in the field
of piano performance, Lau is not afraid to demon-
strate the versatility of artistic thinking and the de-
sire for stage expression. Already in the early creative
period, participating in the activities of Super Jun-
ior-M, a South Korean band, the musician mastered
the specifics of the functioning of the pop industry,
which allowed him to develop professional skills in
the conditions of commercial music production [7].
This experience became an important stage in the
formation of Lau as a performance artist, in whose

Il 1. Henry Lau

work, instrumental skill is combined with theatri-
cal stage representation, and performances have a
synthetic form of performing art.

A preliminary analysis of the artist's work reveals
the characteristic features of his performative image,
including: organic interaction of musical and plas-
tic principles, as well as a paradoxical combination
of the performing function with a stable demon-
stration of individual artistic style. It is noteworthy
that these two key features are formed owing to his
unique stage strategy aimed at overcoming genre
and acoustic-visual boundaries. It should be not-
ed that such an approach to performances brings
his performing practice closer to current trends in
the field of other performative forms of stage rep-
resentation, where the performer acts simultaneous-
ly as a musician, performer, and author of a visual
image, combining elements of directorial and sce-
nographic thinking.

In particular, the artist’s creative method demon-
strates obvious continuity with respect to media art
(N. Paik’s TV Buddha, B. Viola's The Crossing, etc.),
in which the synthesis of sound and visual compo-
nents creates an immersive environment of percep-
tion. As in the case of advanced media installations,
Lau’s performative works suggest a holistic percep-
tion of a multisensory artistic space, where acoustic
and visual elements are in a state of constant inter-

action. Here, it is worth noting a special similarity
with experimental practices in electroacoustic mu-
sic (K. Stockhausen'’s Kontakte, 1. Xenakis's Bohor),
where, as with Lau, the traditional understanding
of musical performance is rethought. It is interest-
ing that, in both cases, there is a deconstruction
of the usual parameters of the musical text, an ac-
tive use of technological means, as well as the cre-
ation of new relationships between the performer,
sound, and space. At the same time, Lau’s artistic
strategy goes beyond purely technological exper-
iments, demonstrating a meaningful kinship with
such trends as sound performance (L. Anderson'’s
“O Superman”, M. Abramovic’'s Rhythm 0O, The Art-
ist is Present), immersive theatre, and intermedial
projects based on the interaction of various artistic
languages (R. Lepage’s 887, etc.) [8, p. 58].

Moreover, Henry Lau's stage strategy is char-
acterised by a unique musical mixture of cultural
and stylistic codes, which is especially noticeable in
his solo projects ("Nice Things”, “Fantastic”, “Unti-
tled Love Song"”, etc.). Combining Western academic
musical tradition and Eastern aesthetics, synthesis-
ing musical and theatrical expressiveness, and in-
troducing new technologies into performance, Lau
creates a unique hybrid style in which academic rig-
or is combined with elements of K-pop, electronic
music, and contemporary performance art.

The wealth of audiovisual material presented in
Lau’s performance practice allowed us to conduct
a detailed observation of the mechanisms of his
performative image formation. As a starting point
for the analysis, a cover version of the song “Be-
liever” by Imagine Dragons in Lau's interpretation
was chosen. The choice of the work is due to its
compositional flexibility, genre plasticity, and pro-
nounced potential for stage rethinking.

The analysis is based on the principles of an
integrated approach to the study of musical per-
formance, which involves the consideration of the
sound, visual, and physical levels of the stage state-
ment, and includes:

« study of the original musical material (musi-
cal-theoretical analysis, style, and genre analysis of
the original work);

« identification of the features of interpretation
and arrangement (transformation of the original
material by structural, metro-rhythmic, and textur-
al changes, implemented using a loop station and
mixed instrumental resources);

93



« consideration of the spatial model of perfor-
mance, which involves the artist’s interaction with a
specific environment (a city street, industrial space,
off-stage areas) and its acoustic and visual char-
acteristics;

« analysis of the artist's bodily-plastic expres-
siveness;

« study of the theatricalisation of stage action
and identification of the structural principles of stage
dramaturgy, intended to form the expression and
artistic integrity of the performance;

« synthetic conclusion, aimed at recording the
artist’s artistic strategy and identifying the charac-
teristics of his performative image as an integral
artistic phenomenon of the study.

It is important to note that the composition “Be-
liever” (authors: D. Reynolds, W. Sermon, B. Mack-
ie, D. Platzman, D. Grant) was originally released as
part of the album Evolve (2017) by the American
group Imagine Dragons. The song is a typical ex-
ample of the alternative rock style, which organi-
cally combines features of industrial pop, electronic
rock, and rhythmic elements that go back to the
hip-hop genre. The extension of the artistic palette,
which is characteristic of contemporary mass gen-

Il 2. Lau performs the composition «Believer».
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res, and the rejection of strict genre determinism
are shaped by such syntheticity. [9].

The composition is presented in the key of B-flat
minor, and the harmonic structure of the song is
built on the cyclical alternation of | - VI - lll - VII
degrees, within which the dominant function in its
classical form is absent. This sequence demonstrates
a distinct modal direction: the absence of the dom-
inant destroys the traditional tonal gravity, bringing
the language of the work closer to modal tech-
niques in rock music (Led Zeppelin's “Kashmir”, Ra-
diohead'’s "Pyramid Song”) and, to a certain extent,
to the methods of minimalist compositional tech-
nique (due to the ostinato repetition of chords).

The musical form of the composition gravitates
towards the verse-chorus (with the inclusion of a
contrasting section and a coda), built on the prin-
ciple of alternating thematic contrasts: intro - verse
(A) - chorus (B) - verse (A) - chorus (B) - contrast-
ing section (C) - chorus (B) - coda. Each section is
strictly maintained in duration and is accompanied
by a small dynamic build-up to the contrasting sec-
tion (C). In this case, section C performs the func-
tion of a culminating element, temporarily taking
the musical development beyond the main ostinato
cycle and enriching the form with contrasting relief.

The metro-rhythmic organisation of the compo-
sition is of particular interest: despite the recording
in 4/4, the combination of triplets in the vocal part
and the syncopated rhythm, created by means of
drum programming (digital rhythm programming),
create the illusion of a 12/8 meter, typical of blues-
rock and soul music. This technique is implemented
within the framework of an electronic arrangement,
in which the rhythmic pulsation is formed by shift-
ing the emphasis to weak beats, bringing the com-
position closer to the experimental genres of IDM
(Intelligent Dance Music), in particular the Aphex
Twin group, etc. It should be added that the con-
tinuous ostinato rhythmic pattern that permeates
the entire composition serves as the basis for the
formation of “rhythmic tension”, creating a feeling
of obsession, a manifestation of internal tension
and struggle, consonant with the textual content
of the composition. In the original, Dan Reynolds’
vocal line unfolds primarily in a recitative manner,
with the active use of small intervallic leaps, into-
nations of appeal and imperative, frequent repeti-
tions of sounds and rhythmic figures that bring the
vocal delivery closer to the form of a speech utter-
ance and give the melody the character of a pro-
test gesture [9].

Regarding the cover version of the composition
“Believer” performed by Henry Lau, it is important to
note that it is a deeply reworked artistic interpreta-
tion of the original material, in which semantic ac-
cents are shifted from protest-industrial expression
towards expressive-plastic, theatrical, and stylisti-
cally hybrid performance. The original (by Imagine
Dragons) exists in the paradigm of protest-industri-
al expression with its aggressive rhythm and harsh
timbre palette, whereas Lau'’s version transforms
the material into a multi-layered performative act,
combining expressive-plastic theatricality (gesture,
facial expressions, scenography), stylistic hybridity
(pop instrumentalism, academic techniques, elec-
tronic improvisation), and the dramaturgy of bod-
ily presence [10].

At the same time, it can be noted that Henry
Lau’'s interpretation is a unique example of genre
synthesis, in which the original material (charac-
terised by the signs of post-grunge stylistics with
elements of electronic rock) is processed through
the prism of pop instrumentalism, elements of aca-
demic instrumental music, electronic improvisation,
and performance dramaturgy. Such genre hybridity
makes it impossible to unambiguously determine

the cover's affiliation with any direction, which sug-
gests the conclusion that it is rather formed as a
performative cross-genre artifact focused on per-
sonal expressiveness and contact with the audience.

First of all, considering Henry Lau’s performa-
tive image through the prism of his stage strategy,
it seems appropriate to turn to the spatial model
of performance as a significant element in the for-
mation of the artistic integrity of the performance
and note that the spatial organisation of the per-
formance in “Believer” is extremely saturated with
semantic and expressive connotations. The cho-
sen location is an industrial facility — a production
facility, visually filled with heavy structures, con-
crete walls, metal elements, and the textured pati-
na of time. From a musicological point of view, such
a spatial solution functions as a complex acous-
tic-semiotic complex, where the architectonics of
the space determines the features of the sound
field. It is appropriate to assume that by choos-
ing this space, Lau, to some extent, implements
the principles of site-specific performance, within
which the architectural features of the location be-
come an organic part of the musical fabric: pipes,
tanks, and concrete surfaces create a specific re-
verberation, colouring the sound in cold industrial
timbres (consonant with the character of the com-
position), while metal structures function as natural
resonators, adding additional overtones and noise
components to the musical field. The image of the
performer, dressed in neutral clothes, organically
fits into this system, as if erasing the boundary be-
tween the musician and the environment. Lau ap-
pears as a "sound space technician” manipulating
the acoustic properties of the location.

In turn, theatricalisation in Henry Lau's perform-
ing practice is based not on the embodiment of a
ready-made stage image, but on the consistent con-
struction of artistic identity directly in the process
of performance. The artist builds a complex system
of stage behaviour, within which there is a constant
switching between various performing roles: instru-
mentalist, vocalist, sound engineer, and media per-
former (without breaking the integrity of the stage
persona). Such polyfunctionality forms the mode
of the performative subject, in which the perform-
er “plays” himself in an enhanced, artistically con-
centrated form. Thus, theatricalisation acquires a
“meta-level” - it does not reproduce conventional
reality, but constructs an artistic situation in which
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Ill 3. Loop station

each element of the action is understood as an ex-
pressive act.

As for the instruments in this composition, Lau
uses a specially selected set of instruments, fun-
damentally different from the original version. Un-
like the original, where the electronic-guitar texture
dominates, in Lau’s interpretation, the central place
is occupied by the loop station, which acts as a key
element of sound transformation, determining the
specifics of the entire arrangement. It implements
the principle of "acoustic accumulation”, when each
new sound layer is added to the previous ones and
enters into a complex interaction with them. This ef-
fect allows the performer to act as a kind of “sound
architect”, reproducing a predetermined structure
and constructing it in real time while maintaining
dramatic integrity. Due to the use of the loop sta-
tion, Lau’s vocal and instrumental improvisations
acquire the quality of “sound objects” that exist si-
multaneously in two dimensions - as a moment of
spontaneous creative act and as an element of a
cyclic structure. By using the loop station, Lau cre-
ates a unique time continuum in which the actu-
al performance constantly dialogues with its own
“casts” recorded in the loops [11, p. 21].

Analysing the technical characteristics of the de-
vice and seeing how Lau interacts with it, a logical
conclusion suggests that the device in the perform-
er's hands becomes a full-fledged participant in the
musical action; moreover, the delay time, the num-
ber of layers of musical fabric, and the nature of the
overlay determine the textural features and emo-
tional atmosphere of the work. The specific “me-
chanical” character of the sound of the melodic
loops after processing and their precise rhythmic
grid create an expressive contrast with the living,
“breathing” nature of the vocal and the piano, turn-
ing Lau’s performance into a striking example of
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HL 4. Lau’s toolkit

the modern synthesis of technological and artistic
principles in musical performance.

A kick drum and a white canister (metal and plas-
tic industrial tanks), used in the performance along
with the loop station, which the performer rhyth-
mically hits with drumsticks, function as industri-
al percussion objects that add a rough, resonant
noise timbre. It can be said that the sound of the
kick drum captured by the loop station, together
with the alternate strikes on the canister, combined
with the expressive movement of Lau’s hands and
body, represent a plastically sounded action that
sets the tone for the entire composition and forms
a rhythmic support.

Among other things, the performer’s arsenal in-
cludes a drill, which is an expressive means of sound
destruction. Its sound — rotating, distorted, some-
times close to a gliding noise — acts as an element
of performative provocation and as part of musi-
cal and theatrical dramaturgy. The integration of
the drill into the performance actualises the idea
of technological intervention in the musical struc-
ture; moreover, it creates tension between organic
and mechanical sound, between the instrumental
tradition and sound experiment.

In turn, in this performance, the piano has a
dominant and unique meditative function, acting
as a link between the acoustic nature of traditional
instrumentation and the digital reality of electron-
ic processing. Here, the instrument exists in a par-
adoxical triple state: on the one hand, it retains all
the attributes of classical piano sound production;
on the other hand, it is subjected to a radical re-
thinking through the prism of modern technology.
In the performance, at the moment when the artist
actualises its percussion potential through rhythmic
strikes on the its body, the piano also acquires the
status of a hybrid instrumental-percussion object.

In essence, Henry Lau uses the piano as a kind
of "acoustic converter”, combining virtuoso piano
technique and experimental sound production tech-
niques.

In this regard, the interaction dialectic between
the "authentic” piano sound and its digital transfor-
mations acquires special artistic value. In Henry Lau’s
interpretation, the piano solo at 2:08 becomes the
central event of the entire composition — a kind of
compositional and dramatic culmination, in which
the performer demonstrates technical mastery and
reveals the depth of the artistic rethinking of the
original. The solo arises as a powerful emotional
surge, absorbing all the preceding thematic and
rhythmic elements and bringing them to a new level
of dramatic tension. This episode accumulates the
energy of the entire piece and serves as a demon-
stration of Lau's individual style of piano playing:
when the nature of the instrument, with its rich
acoustic properties and natural dynamics, enters
into a complex dialogue with the “sterile” preci-
sion of fragments processed by the loop station,
the effect of “double exposure” is created, where
the same musical material appears simultaneously
in two guises — as a direct performance and as its
technological reflection.

It is noteworthy that Lau’s vocal part is also far
from the original: its basis is the alternation of chant,
recitative intonations, vocal effects, and subtonal
intrusions. The voice here serves as an expressive
instrument, entering into an active dialogue with
the acoustic and noise environment of the sound.
It is fundamentally important that Lau rejects tra-
ditional vocal articulation in favour of a free pop
manner: his vocal utterance is plastic, flexible, and
intonationally changeable. In places, the voice comes
close to the intonation models of the original song,
in other episodes — with instinctive vocal improv-
isation. Such a manner, as well as the entire per-
formance, demonstrates the desire to blur genre
and stylistic boundaries, to move from singing as
a representation of melody - to singing as an ac-
tion, process, event. Of particular interest is the use
of the live looping technique at 00:56, when Hen-
ry Lau records a vocal fragment in real time and
creates a multi-layered texture by superimposing
an additional voice, sounding a third higher. This
method of harmonisation in real time allows for
the creation of an effect of expanded vocal space
and gives the performance the character of cham-
ber polyphony [11].

It should also be added here that Lau’s entire
vocal technique demonstrates a large-scale layer
of various expressive approaches: from timbre con-
trast (through the opposition of quiet singing and
shouting) to spatial articulation of sound due to
movements around the stage.

To summarise the above, it can also be add-
ed that Henry Lau’s entire arrangement is the re-
sult of a deep textural and dramatic transformation
of the original material. Only the intonational-me-
lodic and harmonic contours are preserved from
the original, performing the function of semantic
landmarks, ensuring recognition during a radical
rethinking of the musical image. The linear struc-
ture of the composition is replaced by an expanded
sound space, organised according to the principle
of superposition and rhythmic variation of repeat-
ing fragments. During the performance, a complex,
dynamically mobile sound fabric emerges, in which
acoustic, electronic, and vocal components interact
as equal sound parts.

Having analysed Lau’s stage strategy and sum-
marising the above, it is important to conclude that
the artist’s performative image in the interpretation
of "Believer” appears as a holistic artistic phenom-
enon that synthesises musical performance, bodily
plasticity, and technological innovations. The con-
ducted research allows us to assert that Lau’s stage
strategy is based on a fundamentally new under-
standing of the relationship between sound, body,
and space; the traditional boundaries between these
elements are consistently blurred. At the same time,
the analysis of the stage strategy allows us to assert
that the key feature of Lau's performative image
is its processual nature. It is not a predetermined
model, it is constructed directly at the moment of
performance through a set of interconnected ac-
tions: the use of a loop station and non-standard
percussion objects, a radical rethinking of instru-
mental technique (transformation of the piano into
a percussion and noise instrument), innovative use
of vocal capabilities (from a whisper to electronic
processing), and a conscious inclusion of corporal-
ity in the musical fabric of the work.

The most important result of the study was the
identification of Lau’s stage strategy mechanisms,
through which the performer is transformed into
the subject of a stage statement:

- integration of various artistic languages (ac-
ademic, popular, electroacoustic);
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« recoding of traditional performance tech-
niques;

« creation of a stable system of interaction be-
tween sound, visual, and plastic components.

In addition, the conducted analysis allows us to
consider Lau's performance practice as a performa-
tive cross-genre artifact, within which a musical per-
formance is transformed into a complex stage act.
The system of interaction between various artistic
languages developed by the artist is of particular
importance here - from academic instrumentalism
to electronic sound design, from traditional vocals
to experimental sound production techniques.

In conclusion, we can state with confidence that
Henry Lau’s stage strategy serves as a strong foun-
dation for creating a unique performative image.
At the same time, a review of Lau’'s stage strat-
egy allows us to see that Lau’s performative im-
age in the interpretation of “Believer” is a skillful
demonstration of the transition from the classical
understanding of musical performance to a more
complex, multi-layered form of artistic expression.
The artist’s activity on stage transcends the typi-
cal performing role and becomes an act of artistic
construction, where meaning is created by the dy-
namics of what is happening on stage rather than
by a predefined structure.
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NEPO®OPMATUBHBIV OBPA3 B MY3bIKA/TbHOM
NCTIOJIHUTEJIBCTBE: CLLEHUNYECKAA CTPATEIMNA
FEHPU NTAY

AHHOMayus: 8 cMamee paccmMampuearomca NPUHYU-
nel popmuposarus nepghopmamueHo20 0bpasa e cospe-
MEeHHOM MY3bIKA/IbHOM UCNOJIHUMeIbCmae Ha npumepe
cyeHuyveckoli cmpameauu hepghopmepa u MyJlmuuHcmpy-
meHmanucma leHpu Jlay. B ycnosusx mpaHcgopmayuu
UCNOIHUMEICKO20 MbILWIEHUS, YMPamel XecmkoU XaH-
posoli demepMUHUPOBAHHOCMU U pacluupeHus 8sipasu-
mesieHbIX cpedcmes, asmop paccmampusaem guaypy I
Jlay kak uHuyuamopa 8usyasa6Ho-38Yk08020 cObbIMUS,
8 komopom 06pa3z apmucma CmaHo8UMCH CMbIC/108bIM
A0pom cyeHuYeckozo delicmaus. [MepgopmamusHeili 06-
pas, 8 makoM NOHUMAHUU, npedcmaem Kak cMbic/1006pa-
3yrowyee A0po, hopmupyroujeecs 8 npoyecce KOMNIEKCHO20
e3zaumodelicmeus 38yka, xecmad, cyeHozpaguu u 3pu-
mesibcko20 8ocCnpuUAMUS.

HayuyHas Hosu3Ha uccnedosaHus 3akaro4aemcs 8
geedeHuu 8 aHaauUMuU4eckoe noJje My3blKO3HAHUA Ka-
meaopuanasHO20 annapama, c8sA3aHHO20 C NOHAMUeM

B nocneaHve pecatnnetns MysbikoBegeHve ne-
pexvBaeT 3aMeTHbIN MeTOA0/I0rMUYECKUIA CABWT, CBS-
3aHHbIM C NEPEeCMOTPOM TPaAULMOHHBIX MOAXOA0B
K OCMbICNEHUIO Y UCMIONTHEHWIO MY3bIKaJIbHOTO MPO-
n3BeseHus. Bce valle B cpese nccnesoBateneii-my-
3bIKOBE,0B 3BYUUT MHEHME O NMOCTENEHHOM OTXOZe
OT TPAAWNLMOHHbIX NMPEACTaBAEHUI O My3blKaJbHOM
CMbIC/IE, My3bIKa/bHO-A3bIKOBbIX Mapasiensx u ce-

nepgopmamusHozo obpasa, u 8 demansHom pazbope
ucnosHumeneckoli npakmuku leHpu Jlay Ha ocHoge ay-
0u08U3yabHO20 AHAIU3A Kasep-s8epcuu KOMNO3uyuu
«Believer» (Imagine Dragons). BeibpaHHsili mamepuan
noseosisiem npociedume, Kakum obpasom eszaumoodeli-
cmaue akycmu4eckou, niacmu4eckoli U MUMUKO-Xecmoaoli
8bipasumesibHoCMuU opmupyem Hosbili mun UcnoiHuU-
MeJibCKo20 BbICKA3bIBAHUS, 8bIXO0ALWE20 3 PAMKU Mpa-
duyuoHHo20 ghopmenuaHHo20 Auckypca.

Paboma opueHmuposeaHa Ha pazsumue meopemude-
ck020 NoJisi, CNOCObHO20 OMPAzumMe cneyuguky cuHKpe-
muy4eckux ¢hopm UcnosHUMeALCMEd U akmyaau3uposame
8AXKHOCMb NePHOPMAMUBHO20 MbIWEHUS 8 HAYYHOM
duckypce.

Knroueseie cnosa: nepghopmamueHocms, 06pas, cmpa-
meeaus, cyeHoepagus, uHmMepnpemayus, xecm, ucno-
HeHue.

MMOTUYECKOM aHanunse My3biku. B yacTHocTH, uccne-
poBaTesnb H. Dlinexem B cBoel paboTe «HyBCTBYS
3BYK» YTBEPXKAAET, UTO: «...3aK/It0UeHMe MY3bIKMA B
y3KMe pamkin CEMUOTUYECKOrO aHan3a npeacras-
nset cobon He3ITUUHOe OTHOLLEHWE K ee NpUpPo-
f€...» N 4TO: «...MOAJMHHO 3TUUHBIV Noaxog TpebyeT
OCO3HaHWA TOro, YTO My3blka COCTOUT He TOJIbKO U3
3BYKOBbIX MaTepuanos, HO 1 U3 MaTepManbHOCTM
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yesnoBeyeckoro Tena» [1, c. 32]. B cBoto ouepeab
nccnepoBatenb B. AHkeneBnu yTBEpXKAaeT, UTo «...
CMbIC/ MY3bIKW POXAAETCA HE B HEKMX U3HaYab-
HO 3a/I0XKEHHbIX KOAAX, @ B XXMBOM, U3MEHUNBOM
Avanore mMexay 3ByYaHWEM U BOCMPUHUMAOLWLMM
CO3HaHuem» [2, c. 516].

B poccuiickoli Hayke naen o nepeocmbicae-
HUW NPUPOALI MY3bIKaJbHOIO CMbIC/A U UCMOAHN-
TeJIbCKOM POIN HaxoaAT oTpaxeHue B paboTax B.A.
®ponkuHa, J1.B. Neincon, A.P. KoxxeBHukosoi, B.O.
Metposa, 4.0. AemexnHol, C.B. XXaBopoHKOBOI 1
ap. Tak, B.A. ®ponkuH B cTaTbe «PaclumpeHune no-
HATUA <UCMOJIHEHNE» B COBPEMEHHbIX YCOBUAX:
MEXANCUMMANHAPHbBIV aCneKT» OCYLLEeCTBASET KOM-
NAEKCHbIN aHanun3 TpaHcGopmMaLMK NCNONHUTENb-
CKMX MPaKTWK B PaMKax akTyasbHbIX MPeACcTaBAEHUA
06 MCMONHNTENBCTBE, @ Tak>Ke BbISBAAET TEHAEH-
LMK K UX PacLUMPEHNIO 3a Npesesbl TPAANLNOHHbIX
npeacTaBaeHnin O My3blKaJbHOM UCMOAHEHWW. ABTOP
obpalLaeT BHUMaHMe Ha pa3MblBaHWE TPaAULMOH-
HOM TpWaabl «KOMMO3UTOP-UCMOAHUTENb-CAYLLA-
Te/lb», MPOCAEXMBAET CABUI OT Teopun apdekToB K
AHaMyKe GOPMUPOBAHMA CMbICA B UCMONHNUTENb-
CKOM aKTe W aHaM3npyeT KOHBEPTreHTHbIE TeHAEH-
uum, cbamxatroLime My3blkaabHOE UCMONHUTENBCTBO
C TeaTpoM, TaHLLEM U APpYTMMU cueHnYecknMn Gop-
mamu [3]. BmecTe ¢ Tem, J1.B. JlerincoH nccnepyet
nepexos ot GOHEeTUYECKON KOMMNO3nLMmM K nepdop-
MaTUBHOCTM B 3aMaZHOEBPONENCKOM My3blKajbHOM
aBaHrapge, GMKcMpys n3MeHeHUs B MOHMMaHUN
My3blKa/bHOro MaTepuana. B nccnepgoBanusx aB-
TOpa aKLEHT CMeLLaeTcs C TEKCTOBOM U CTPYKTYp-
HOW OpraHu3auMmn Ha TeNeCHOCTb, XXeCT, MOMEHT
NpeAbsABAEHUS U CLEHNYECKY NMPUPoay 3BYKO-
Boro gencteus [4]. B ceoto ouepeab B.O. MeTpos,
paccmaTpuBas MHCTPYMEHTa/IbHble COUMHEHWSA KOM-
nosumTopa B. EkuMoBckoro (06beanHsoWMe My3bl-
KaNbHbIV 1 TeaTpanbHbIV PAAbl U AEMOHCTPUpYHOLLME
CUHTE3 NCKyCccTB Kak dopmy nepdbopMaTmMBHOTO Bbi-
CKa3blBaHWS), BbIAENSET TUMOAOTUIO MPOU3BEAEHWI
Nno cTeneHn COBbITUNHOM HACBILLLEHHOCTN N JEMOH-
CTpUpYeT, Kak TeaTpanmsaunsa TpaHchopmMmpyeT UH-
CTPYMeHTaNbHOe UCMOJHeHME B NeppopMaHC vepes
CWHTE3 3BYKa, XeCTa, ABUXEHWSA, peun, cBeTa 1 cue-
Horpadwum [5, c. 92].

Hago 3amMetuTth, UTo 0603HaYEHHbIe TEHAEHL NN
B HAy4HOW MbIC/IM BblIV NpesBapeHbl CABMTaMn B
MCMONHUTEIbCKOM NPaKTUKe BTOPOW MONOBUHbLI XX
BEKa B TO BpeMSs, KOrAa BO3HMK/Ia OfjHa 13 Hanbonee
Bblpa3nTeNbHbIX GOPM UCMONHUTENBCKOM MPaKTUKN —
WHCTPYMEHTaNbHbIN TeaTp. VIMeHHO nosBaeHWe UH-
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CTPYMEHTaNbHOro TeaTpa 0603HaUMI0 KauecTBEHHO
HOBbIV 3Tan B 3BOJILOLUM UCMIONHUTENBLCTBA, KOrAa
3BYKOBas opraHu3auus Havana yTpaumBaTb aBTO-
HOMWIO, CTAHOBACh YaCTbO KOMTMIEKCHOTO CLieHN-
YeCKOro AeWCTBUS, BKAHOUAOLLLErO peyb, NAacTuKy,
npeaMeTHble MaHUMNYAALMKU N NPOCTPAHCTBEHHbIE
nepemMeLlleHns, 3adUKCMpPOBaHHbIE B MapTUType Ha-
pAay € My3blkaibHbIM MaTepuanom [6, c. 3].

MopobHoe paclumpeHmne NCMONHUTENbCKOM Bbl-
pasuTensHoCTV Nprobpeno ocobyto 3HaUMMOCTb B
dopTenmaHHOM MCKYCCTBE, TAe TeaTpanmsauma cue-
HWYECKOTO AEeNCTBUA CTONKHYAACh C YCTONYMBOM
TpaguLmel CocpesoTOYEHHOCTH Ha 3BYKOBOM Ma-
Tepuane 1 CTPOroCTbHO MCMONHUTENbCKOTO XecTa.
doprenunaHo, B cnay CBOeW KOHCTPYKTUBHOM HEMOA-
BMIXKHOCTU M UCTOPUYECKW 3aKpernaeHHOro npea-
CTaB/JI€HUA O «HEBUAVMOM>» UCMONHUTENE, AOTOE
BpeMs OCTaBafoCb B CTOPOHe OT nepdopmaTtmi-
HbIX 3KcnepumeHToB. OfHaKo B yC10BUAX 0bLLero
N3MEHEHMNA XYAOXECTBEHHOIO MbILUNEHNA U pa3-
MbIBaHWA rpaHUL, MeXAy >XaHpamu, MHCTPYMEHT Mno-
CTeneHHO BOBJ/EKCA B chepy CLLeHNYECKNX NPaKTHK,
rAe NCMOJIHUTENIb OCMbICIAETCA Y>Ke He Kak Meau-
aTop NapTUTYPHOro 3aMbIC/a, HO Kak aBTOp BU3Y-
aNbHO-3BYKOBOTO JeNCTBUA.

B 31Ol cncTeMe KoopaMHaT KoHLenuus nepdop-
MaTUBHOro obpasa yTBepxaaercsa Kak cMblcnoobpa-
3ytoLee AP0 My3blKaibHOTO CObbITUA — GEHOMEH,
NPEBOCXOAALLMNA TPaANLMOHHbIE NpeacTaBaeHns 06
WANOCTPATUBHOM QYHKLMN CLLEHNYECKMX NEMEH-
TOB U paAnKasbHO TPAHCHOPMUPYIOLWNIA NPUpPOoAY
€CaMoro My3blKaJlbHOrO BbiCKa3blBaHUWA. 34eCb UC-
NoJSIHWTENb NepecTaeT HbITb «<HOCUTENEM» TEXHUKM
N CTaHOBUTCA «CMbIC/IOBbIM peareHToOM», KOTOPbIi
npeobpasyeTt HOTHbIV TEKCT B XMBYHO ApamaTypruo;
BM3YaNbHOCTb Xe (OT MUKPOXECTOB A0 CLieHOorpa-
dunun) obpeTaeT cTaTyC NOAHOMNPABHOrO 31€MeHTa
MY3bIKaJlbHON CEMaHTUKMN.

Ha 3Tom ¢poHe ocobbili nHTEpec npeacTaBas-
eT cueHnYeckas ctpaterns FeHpwu Jlay — apTucTa,
dopmmpyroLLLero B cBoemM TBOpYECTBE TUMOAOT M-
Yeckn HOBbIA UCMONHUTENbCKNI 0baunK. Mepdop-
MaTMBHbIA 0bpa3 faHHOro apTncTa Gpopmmpyetcs
KaK CMHTeTMYecKas XyJo>XXeCTBeHHas CTPYKTypa, B
KOTOPOW My3blKa/ibHas 1 TeaTpasibHas Bblpa3uTesib-
HOCTb COMPATaloTCA B €ANHOM UCMONHNTENBCKOM
akre. [pnmeyaTenbHO, UTO 34eCh TPAANLMOHHbIE
rpaHunLbl XXaHPOB 1 poJiei NoABepPratoTCs LeneHa-
npaBAeHHOW JeKOHCTPYKLMW: TeNeCHO-NAacTUYeckoe
noBefeHne apTucTa, MeananbHas cueHorpaduma un
aKyCcTM4yeckas 3KCnpeccusa BCTynatoT B MOABUXKHOE

B3aMMOZeNncTBre, 0bpasys HOBOE UCMOJAHUTENbCKOE
uenoe. B atom kitoue neppopmatusHbIN obpas .
Jlay — He «4acTb» UCMOHEHMS, @ CyTb KOMMO3MLMW,
rae pa3spbiB MeXAy 3HaKOM U TENOM MpeosoneBa-
eTcs yepes pajrkanbHYH BOBAEYEHHOCTb apTu-
CTa B MpoLecc cMbicnonopoxaeHus. Ero obpas He
CKN1aZblBaETCs U3 3/IEMEHTOB — OH POXAAETCA B UX
Hepa3zeNMMOM HanpsaXXeHUW, rae MaTepuanbHOCTb
3BYKa, TeJIeCHOCTb 1 MPOCTPaHCTBEHHAA AMHAMMKKa
Cn/aB/ieHbl B eANHbIN aKT BbiCKa3blBaHWA.

HayuyHas 3HauMMOCTb NpeACTaBAEHHOro nccae-
JOBaHUA onpeaenseTcs OTCYTCTBUEM LLEIOCTHOWN
1N METOZLONOTNYECKM BbIBEPEHHOW TEOPETUYECKO
6a3bl, CMOCOBHOM PaCKPbITb XyAOXECTBEHHYHO NPWU-
poay deHOMeHa apTUCTOB CUHKPETUYECKOTrO TUNa,
ob6s1asatoLLNX KaK UHCTPYMEHTabHON BUPTYO3HO-
CTblO, TaK W BbIPa>KE€HHOM CLLEeHNYECKOW naacTmy-
HOCTbIO, aKTMBHOM PaboTOM C NPOCTPAHCTBOM W
3pUTENbCKUM BOCApUATUEM. Bmecte ¢ Tem, B co-
BPEMEHHOM MY3bIKO3HaHWUWN OTCYTCTBYET LLeN0CT-
Has mapaAurma, cnocobHas CMCTEMHO OCMbICAUTD
Kak cneunduky nepdopmMaTMBHOIO MblLLAEHWUS NK-
aHUCTOB-BMPTYO30B, TakK 1 FEHE3UC UX CLEEHNYECKON
ctpatermn. OcobeHHO oulyTMM nNpoben B Hay4YHOW
pediekcnn No OTHOLWEHUIO K TeM GopMaM cLe-
HWYECKOTO AeNCTBUSA, rAe My3blKasbHbI MaTepuan
TpaHCMPYeTCA NOCPEACTBOM BU3YyalbHO-KUHeECMYe-
CKWX CPeAcTB, MMMMUKO-XXECTOBOM Bblpa3nTebHO-
CTW, NPOCTPAHCTBEHHOTO ABUXEHWUS N MPUHLMNOB
TeaTpanusauum.

Llenb HacTosLLen cTaTby COCTOUT B UCCef0Ba-
HUM MexaHn3MoB dopmMupoBaHus nepbopmaTns-
Horo obpasa Ha npumMepe CLLEeHNYECKON CTpaTermm
nuaHucta n nepdopmepa leHpm Jlay, a Takxke B
aHann3e KOMMAEKCa XYAOXKEeCTBEHHbIX, TeNECHbIX
N BU3yasbHbIX CPEACTB, MOCPEACTBOM KOTOPbIX
oCyLLecTBAsETCA TpaHchopMaLus UCMOAHUTENS B
Cy6BEKT CLeHNYeCcKoro BbickasbiBaHUA. Peannsa-
LS NOCTaBAEHHOW Lenn npeanonaraeT pelieHune
CnesyoLlWmx nccnesoBaTeNbCckmx 3adau:

* YTOUHEHWe MeTOA0I0TMUYECKNX OCHOBaHWI 1
TEPMMHOIOrMYECKOro annapara, CBf3aHHOro ¢ no-
HATUeM NepdopMaTMBHOro obpasa B My3bikajlbHOM
NCMONHNTENbCTBE;

* aHanu3 cueHun4veckon ctpatermm MeHpu Jlay c
no3uuuii Teopun nepdbopMaTUBHOCTH, a TakxKe pac-
CMOTpPEHME aKyCTUYeCKNX, KNHeCMYeCcKnX 1 B13yanb-
HbIX KOMMOHEHTOB €ro UCMOAHUTENbCKOW NPaKTUKK;

* BbISIBAEHNE UCMOJNHNTENBCKMX MEXAaHN3MOB
dbopmupoBaHmsa nepdopmaTnBHOro obpasa Ha oc-
HOBe ayAnOBUW3yaNbHOrO aHaAn3a KaBep-BepCum

komno3uumnmn «Believer» (Imagine Dragons) B nc-
nonHenum I. flay.

AHanuTnyeckas cTpaTerns nccaesoBaHus onu-
panacb Ha NpMMeHeHue cnefyoWwmnx MeToA0B:

* MeTOZ TEOPETUKO-TEPMMNHONOTMYECKOrO aHa-
N33, NICMONb30BaAHHbIN 411 YTOYHEHWA NOHATUAHOIO
annapara, cBfi3aHHOro ¢ peHoMmeHOM nepdopmaTme-
HOCTW B My3blKalbHOM WUCMOAHUTENBCTBE U CLEEHNYE-
ckon npaktuke (4.0. AemexuHa, C.B. X)KaBopoHKoBa,
A.P. KoxeBHukoBa 1 Ap.);

* My3blKaJIbHO-aHaIUTUYECKNIA METOZ, HarpaB-
NeHHBIN Ha BbIIBAEHNE CTPYKTYPHbIX U Bbipa3u-
Te/IbHbIX XapaKTepUCTMK 3BYKOBOro BOMJIOLLEHNA
NCMONHNTENbCKOW MHTepnpeTaumu I Jlay;

* METOJ CTPYKTYPHOro MOZeANpoBaHuA nep-
dopmaHca, NPUMEHABLUNIACA ANA aHaM3a B3auMO-
[eNCTBMA aKyCTUUYECKNX U BU3yasibHO-ABUraTeNbHbIX
napamMeTpoB UCMONHNTENbCKOWN CTpaTerum (c ue-
NblO BbIABAEHUA NOTMKN popMUMpoBaHus nepdop-
MaTUBHOro obpasa);

* ayANOBU3yaNbHbIA aHanu3, obecneymBLINM
KOMM/eKCHOe pacCMOTpeHre BugeomMaTepuranos
CLEHNYECKMX BbICTYMIEHUH, C GOKYCOM Ha KOM-
nosuuyuio «Believer» (kaBep-Bepcra B ncnosHe-
Huu F'eHpwu Jlay), B Llenax BbiABAEHNA cneLndunkm
TeNeCHOW NAacTUKM, MUMUYECKOM 3KCMPeccum u
BM3yaJibHOM ApamaTyprm Kak 31eMeHTOB CLLeHW-
4YeCKOoro BblCKa3blBaHUS.

Coaep>kaTesibHbI Nepexod K aHaAUTUUYECKOM
4yacTu AMKTyeT HeoHbXOAMMOCTb KaTeropmanbHOro
onpegjeneHns OCHOBHOIO NOHATWA HaLLEro Nccaeso-
BaHWs — «neppopMaTUBHLIA 06pa3». B cooTBeTCTBUM
C AAHHBIMM, U3IOXKEHHBIMW B TpyAax, MOCBALLEH-
HbIX Teopun nepdopmaTnsHbIX akToB /1. OcTUHa 1
paboTax, pacLUMpPAIOLMX rPaHMLLbl AAHHOTO NMOHS-
TNA B pamKax TeaTpoBEeAEHMS, IMHIBUCTUKM, MYy3bl-
KOBeJeHMA creayeT ckasaTb, YUTo NepPpopMaTUBHBIiA
obpas npeacTaBaseT coboi MHTErpabHyto KaTe-
roputo, OTpaXkaroLLLyto eAMHCTBO XYAOXECTBEHHO-
ro 3ambiCna, MHAMBUAYaNbHOW MHTepnpeTaumm u
cueHunueckoro sonaoueHus. OH dopmmpyeTca no-
CPeACTBOM COYETaHMA 3BYKOBbIX, BU3yaNbHbIX U KK-
Hecnyecknx a31eMeHTOB, KOTOPble B COBOKYMHOCTMU
CO3Jat0T YHUKANbHbIN MCMOJHUTENBCKUIN MOYepK
[1, c. 110].

B uenom, neppopmatuBHbI 06pa3 MOXHO BOC-
NPUHUMAaTL KakK CeTb B3aMMOCBA3aHHbIX COCTaBASA-
FOLLIMX, B YMNCIO KOTOPbIX BXOAAT:

* My3blKasbHasa MHTeprpeTaLmnsa: aHanus cTuan-
CTUYECKNX N TEXHNYECKMX acneKTOB UCMOTHEH WS,
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BKAtOYas paboTy C TEMMNOM, AMHAMUKOM, apTUKy-
naumen n ppasnpoBKown;

* HeBepbanbHan BblPa3nUTEIbHOCTb: CLEHNYEe-
CKasi MYMMIKa W XKECTbl, JOMOJHAIOLLME My3blKalbHYHO
NHTepnpeTaumuio 1 ycuamBaroLme sMoLNOHaNb-
HO-ApamaTypruyecknin 3o pexr;

* BM3yasibHble CPeACTBa: BAUAHME CLEeHorpa-
dun, KOCTFOMOB 1 CBETOBOro obopMaeHns Ha BOC-
npuatve obpasa NCNONHUTENA U T.A.

Wcxoas n3 BbieonMcaHHOro cieayet BbiBOJ, UTO
nepdopmMaTuBHbIA 06pa3 NpescTaBaseT cobon pe-
3yNbTaT OCO3HAHHOTO BbIOOpa MHTePMpPeTaLMOHHbIX
W Bblpa3uTENbHbIX CPEACTB, MOCPEACTBOM KOTOPbIX
apTUCT BbICTPanBaeT KOMMYHMUKALIMIO C ayAnTOpu-
e, NnpeBpalLLas NCNONHEHVE B MHOTOCIOMHBbIN Xy-
JlO>XKECTBEHHbIN akKT.

Taknm o6pa3om, yCTaHOBMB TeopeTnyeckme Ko-
OpAWHAaTBI NOHATUA «nNepdopMaTUBHbIA 06pa3»,
pPaccCMOTPUM ero KOHKpeTHOe BOMOLLEHUE B XYy-
BO>XeCTBeHHOW npakTuke leHpu Jlay nocpescTBOM
obpalyeHuns K ero cLeHmnyeckon ctpatermu. Mpo-
CNaBUBLUMCb KaK MMaHUCT, KOMMO3UTOP, MPOAHO-
Cep M MHOFOMJ/IAaHOBbLIW apPTUCT, HA CErOAHALLIHNN
aeHb FeHpw Jlay aBaseTca ogHoM 13 Hanbonee 3a-
METHbIX GUTyp Ha nNepeceyeHUn akagemMmnyecko
1 NONyAsAPHON My3blkanbHOM Tpagnuun. Obnagas
akagemmnyecknum obpazoBaHneM B obnactm dop-
TENMaHHOro UCNONHUTENbCTBa, . Jlay He BouTca
NPOABAATb MHOTOCTOPOHHOCTb XYZ0XXEeCTBEHHOro
MBbILLIEHWS W CTPEMAEHME K CLIEHNYECKOW 3KCMpec-
CUK. YKe B paHHUI TBOPUECKNI Nepuog, y4acTBys
B AEATENbHOCTU FOXXHOKOPENCKon rpynnsl Super
Junior-M, my3bikaHT ocBoua cneumduky dyHKUN-
OHMPOBaHMSA NOM-UHAYCTPUN, MO3BOMBLLYIO EMY
cbopmmpoBaTb npodeccmoHanbHble HaBbIKK B YCIO-
BMAX KOMMEPYECKOro My3blKasbHOTO NPON3BOACTBA
[7]. 2TOT ONbIT CTan BaXHbIM 3TaNOM CTaHOBJEHMUSA
I. lay B kauecTBe nepdopmaHc-apTUCTa, B TBOP-
YecTBe KOTOPOTrO MHCTPYMEHTalbHOE MacTepCTBO
CoueTaeTca C TeaTpaM30BaHHOM CLIEHNYEeCKOW pe-
npe3eHTaLMel, a BbICTYMIEHUS UMEROT CUHTETUYe-
ckyto GopMy CLEHMYECKOTO NUCKYCCTBa.

MpeaBapuUTENbHBIA aHaaM3 TBOPUYECTBa JaHHOMO
apTuCTa BbIBAAET XapaKTepHble YepTbl ero nepdop-
MaTMBHOro o6pasa, B Unc/ie KOTOPbIX BblAENAOT-
CA: OpraHNYHOe B3aUMOAENCTBUE MY3bIKaJlbHOrO
M MAacTMYeckoro Havan, a Takxke napajokcaibHoe
COBMeLLeHMEe NCMONHUTENbCKON QYHKLIMK C YCTOW-
UMBOW AEMOHCTPaLMEN MHANBUAYAIbHOIO Xy 0XKe-
CTBEHHOTO noyepka. MprmeyaTenbHO, UTO 3TK ABe
KNtoueBble 0cOBeHHOCTU GopMUpytoTCa baarogaps
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€ro YHNKaNbHOW CLLEeHNYECKOW CTpaTernuu, Hanpas-
NNeHHOW Ha NPeosoNEHNME XXaHPOBbIX U aKyCTUKO-BU-
3yasbHbIX rpaHunL,. Hago 3amMeTutb, YTO NOAOOHbIN
NOAXOJ, K BbICTYNNEHUAM CONMNKAET €ro NCNONHM-
Te/IbCKYHO MPAKTUKY C aKTyalbHbIMW TEHAEHLMAMMN
B 061aCTN MHbIX NepdopmMaTnBHbIX GOPM CLieHWYe-
CKOW penpe3eHTaLuu, rae UCNOAHUTENb BbICTyNaeT
OAHOBPEMEHHO Kak My3bIKaHT, neppopmep 1 aB-
TOp BM3yanbHOro 06pasa, COBMELLAIOLLMNIA SNEMEHTbI
PeXmnCccepcKoro 1 cLeHorpadpuyeckoro MbiLLIEHUS.

B uacTHOCTW, TBOPUECKMIN METOA fJaHHOrO apTuCTa
AEeMOHCTPUpPYET OUEBUAHYHO NPEEeMCTBEHHOCTb MO
OTHOLLEeHWMIO K Meana-apTy (H.A. Mark «TV Buddha»;
b. Buona «The Crossing» v T.M.), B KOTOPbIX CMHTE3
3BYKOBbIX W B13YyabHbIX KOMMOHEHTOB CO34a€eT UM-
MEPCUBHYIO cpeay Bocnpuatua. Kak u B ciydae ¢
nepesoBbIMU MeAna-nHCTaAALNAMM, nepdopma-
TMBHble paboThl . Jlay npegnonaratoT LEenocTHoe
BOCNPUATUE MYIbTUCEHCOPHOTO XYAOXECTBEHHO-
ro NPOCTPaHCTBa, rAe akyCTuyeckme v Bu3lyasbHble
3/1eMeHTbl HaxoAATCA B COCTOSHUWN MOCTOAHHOrO
B3aMMOZAENCTBNA. 34eCh Xe cefyeT 3aMeTUTb 0Co-
60e CxOACTBO C IKCMEPUMEHTaNbHbIMU NPaKTUKa-
MW B 31eKTpoaKycTnyeckor my3bike (K. LLTokxay3eH
«Kontakte»; . KceHakuc «Bohor»), rae, kak ny I'. Nay,
TPaAVLIMOHHOE MOHMMaHWe My3blKalbHOro NUCMon-
HeHWs nepeocmbicafeTca. VIHTepecHo, UTo B 060mX
cnyyasx HabatogaeTcs AeKOHCTPYKLUMA NPUBbIYHBIX
napameTpoOB My3blKa/lbHOIoO TEKCTa, aKTUBHOE UC-
NoJib30BaHMe TEXHONIOTMUECKMX CPEACTB, a Takxke
CO3/laHNe HOBbIX OTHOLUEHWNA MEXAY NUCMONHUTE-
neM, 3ByKOM M NPOCTPaHCTBOM. [pu 3TOM Xyg0xe-
cTBeHHas cTpaterua I. Jlay BbIXOAMT 3@ paMKn YMCTO
TEXHO/IOTMYECKUX IKCMEPUMEHTOB, AEMOHCTPUPYS
copepkaTtenbHOe POACTBO W C TaKUMW Hanpasie-
HUAMMK, Kak cayHa-nepdopmanc (J1. AHgepcoH «O
Superman»; M. Abpamosuy «Rhythm 0», «The Artist
is Present»), UMMepPCMBHbIN TeaTp U MHTepMeam-
aNbHbIMW NPOEKTaMW, OCHOBaHHbIMU Ha B3anuMO-
AENCTBUM Pa3INUHbIX XYA0XXECTBEHHbIX A3bIKOB (P.
Jlenax «887» n 1.n.) [8, c. 58].

NMoMMMO NpoYero Ansa CLLeHNYeCcKor cTpaTerum
FeHpw Jlay XapakTepHO cBoeobpasHoe My3blkajbHOe
CMeLLeHne KY/IbTYPHbBIX N CTUANCTUYECKMX KOJOB, YTO
0COBEHHO 3aMEeTHO B ero cosibHbIX NpoekTax («Nice
Things»; «Fantastic»; «Untitled Love Song»u 1.1.).
CoeaunHAa 3anagHyro akajeMuUyecKyro My3blkaab-
HYH TPaAULMIO N BOCTOYHYHO 3CTETUKY, CUHTE3NPYSA
My3blKaJlbHYH W TeaTpasibHYH0 BbIPa3nUTEIbHOCTb U
BHeAPAA HOBble TEXHONOTMN B UCMOAHEHWMe, . Jlay
CO34aeT YHWKaNbHbIN TMOPUAHbBIV CTUAb, B KOTOPOM

akajemmyeckas CTPOroCTb COYeTaeTCs C INeMeHTa-
MU K-pop, 31€KTPOHHOM MY3bIK/ 1 COBPEMEHHOTO
neppopmaHc-mcKyccTBa.

BoratcTBO ayAMOBM3yanbLHOro MaTepumana, npes-
CTaBNEHHOIO B UCMOMHUTENbCKON NpakTuKe I. flay,
NMO3BOAN/IO NPOBECTM AeTalbHOe HabatogeHme 3a
MexaHu3mMamMu GopMrpoBaHUus ero nepdopmaTus-
Horo obpasa. B kauectBe UCXOAHOM 6a3bl ANS aHa-
Nmn3a 6blna BbibpaHa kaBep-Bepcus necHu «Believer»
rpynnel Imagine Dragons B nHtepnpeTauun I'. Jlay.
Bbibop npownsBeseHns obycnoBaeH ero KOMMNo3u-
LMOHHOW rMBKOCTbHO, XXAHPOBOW MAACTUUYHOCTLIO
N APKO BblpaXeHHbIM MOTEHLMANOM ANSA CLEHWN-
YeCKOro NepeocMbICAEHNS.

AHanus cTpomnTCca B COOTBETCTBUM C NPUHLMNAMM
KOMM/IEKCHOTO NMOAXOAA K U3YYEeHUHO My3blKaibHO-
ro nepdopmaHca, NpeanonaratoLLero paccMoTpe-
HWe 3BYKOBOTO, BU3ya/IbHOTO 1 TENECHOTO YPOBHEN
CLEHMYECKOrO BbICKa3blBaHWsl, U BKIOYAET B Ccebs:

* NccnefoBaHMe NCXOAHOTO MYy3blKalbHOMO
MaTepunana (My3blkasbHO-TeOPeTUYECKNA pa3bop,
CTWEBOW U XXaHPOBbIV aHa M3 OPUrMHANBHOIO MPOo-
n3BeaeHunn);

* BbIIBIEHNE OCOHEHHOCTEN MHTEpPNpPeTaLLnm
N apaHXMpPOBKM (TpaHCHOpMaLLMA NCXOAHOTO Ma-
Tepuana 3a cyeT CTPYKTYPHbIX, METPOPUTMUYECKNX
1 GakTypHbIX Npeobpa3oBaHWI, peann3oBaHHbIX C
NCMONb30BaHNEM NYN-CTAHLMN U CMELUAHHbIX UH-
CTPYMEHTa/IbHbIX PECYPCOB);

* paccMOTpeHMe NPOCTPaHCTBEHHON MoAenu
WCMNONHEHUS, Npeanoaratolein B3auMoaencTemne
apTUCTa C KOHKPETHOW cpesoi (ropoAckas yauua,
WMHAYCTpUaabHOE NPOCTPaAHCTBO, MN/OLWAAKM BHE
CLEHbI) N ee aKyCTUKO-BM3YyasibHbIX XapakKTEPUCTUK;

* aHaAW3 TesIeCHO-NNaCcTMUYECKOW Bblpa3uTesb-
HOCTW apTnCTa;

* M3y4YeHue NpoLeccoB TeaTpanmsaumm cue-
HWYECKOro AeNCTBUS U BbISIBAEHNE CTPYKTYPHbIX
NPUHLMMNOB CLLEeHNYECKOW ApamMaTyprum, Hanpas-
NeHHbIX Ha GOpPMMUPOBaHME IKCIIPECCUM U XYL 0XKe-
CTBEHHOMW LIeNoCTHOCTM nepbopmMaHCa;

* CMHTETUYECKWU BbIBOA, OPUEHTUPOBAHHbBIN Ha
burKcaLmo XyA0XKeCTBEHHON cTpaTerMm aptucta u
naeHTMdnKaLno xapaktepmuctmk ero nepdopma-
TUBHOTO 0bpasa Kak MHTErpasbHOro XyA0oXeCTBEH-
HOro SIBNAEHUA NUCCAe0BaHMS.

M3HauyanbHO BaXKHO OTMETUTb, YTO KOMMO3M-
ums «Believer» (aBTopebl: 4. PeriHonbac, Y. CepMoH,
b. Makn, A. MNnauyman, A. NpaHT) nepBoHavanbHO
6blna BbiMyLeHa B cocTaBe anbboma Evolve (2017)
amepukaHckor rpynnon Imagine Dragons. lMecHs

npegcTaBaseT cobol xapakTepHblil 0bpasew, CTUAA
an1emepHamueHslIl pok, B KOTOPOM OPraHUYHO CO-
yeTaroTCA YepTbl UHOACMPUAA-NON, 31eKMPOHHOU
pPOK N 31EMEHTbI PUTMUKN, BOCXOAALLEN K XKaHPY
xmn xon. Nogo6bHasa CMHTETUYHOCTL 0ByCcnoBAM-
BaeT xapakTepHoe A1 COBPEMEHHbIX MaCCOBbIX
>KaHPOB paclnpeHne CTUAEeBOM NaanTpbl U OTKas
OT XXEeCTKOW >KaHPOBOW AETEPMUHNPOBAHHOCTK [9].

Komno3unuus nsnoxeHa B TOHaAbHOCTK cu-be-
MOJIb MUHOP, @ rapMOHMYecKkas CTPYKTypa necHu
CTPOUTCA Ha LUKANYECKOM YepegoBaHun | — VI —
Il = VII ctyneHel, B paMKax KOTOPOro OTCYTCTBY-
eT JOMUHaHTOBaA QYHKLIMA B ee KNacCuyeckom
Buge. [laHHas nocnesoBaTeNbHOCTb AEMOHCTPU-
pyeT OTYETAMBYIO MOAANbHYH HanpaBAEHHOCTb:
OTCYTCTBME AOMWHAHTbI pa3pyLuiaeT TpajuLMOHHOe
TOHa/bHOE TAroTeHue, coamxan A3blk Npon3sese-
HWA C MOAaNbHBIMUN NPUeMamMu B poK-My3bike (Led
Zeppelin «Kashmir», Radiohead «Pyramid Song») u,
B ONpefeNeHHOoN CTeneHw, C npMemMamMm MMHUMa-
JNINCTCKOM KOMMO3UTOPCKOM TEXHUKM (3a CUET OCTU-
HaTHOro MOBTOPEHUA akKOPAOB).

My3bikanbHas popmMa KOMNO3nNLMKN TAroTeeT K
KyMNJeTHO-NPUMNEBHOW (C BKIHOYEHNEM KOHTPACTHO-
ro pasgena v Kofbl), BbICTPOEHHOW MO MPUHLMNY
yepeaoBaHMA TeMaTUYECKMX KOHTPACTOB: BCTyMe-
Hue — kyneT (A) — npunes (B) — kynaet (A) — npunes
(B) — koHTpacTHbIM pa3gen (C) — npunes (B) — koaa.
Kaxablin pa3zgen Bbldep>kaH CTPOro no AJnTeNbHO-
CTW 1 CONpPOBOXAaeTcA HeboNbLIM AMHaMUYe-
CKMM HapacTaHueM K KoHTpacTHomy pa3geny (C).
Pazpen C B saHHOM cnyyae BbiNOAHAET GYHKLMIO
KyNbMUHALMOHHOTO 3/1eMEHTa, BPEMEHHO BbIBOASA-
Lero My3blkasbHOe pa3BuUTHe 3a Npesebl OCHOB-
HOro OCTMHATHOrO Lnkaa 1 oborawatoLiero opmy
KOHTPacTHOW penbedHOCTbHO.

Ocobblii MHTepec NpeacTaBasgeT METPOPUTMU-
yeckas opraHumsauma KOMNO3nLMN: HECMOTPA Ha
3anucb B pasmepe 4/4, coueTaHne Tpuosel B BO-
KasbHOM MapTumM U CUHKOMWPOBAHHOIO PUTMa,
co3faHHoe nocpeactsoM drum programming (Lnd-
pOBOro NpPorpaMMMpoOBaHnA pUTMa), Co3aaeT ui-
ntosmto MeTpa 12/8, xapakTepHoro ans 6ar03-poka
N COyN-My3bIKK. ITOT MPUEM peasnn30BaH B paMKax
3/IEKTPOHHOM apaH>XMPOBKHK, MPU KOTOPON pUTMUYE-
cKas nynbcaums GopMUpyeTcs 3a CHeT CMELLIEHNA aK-
LLEHTOB Ha cnabble 40K, CONMXKaIOLLEN KOMMO3ULNIO
C 3KCnepuMeHTanbHbIMK XaHpamu IDM (Intelligent
Dance Music), B yacTHocTu rpynnoit «Aphex Twin»
n 7.n. Cneayet 06aBUTb, YUTO CKBO3HOW OCTUHAT-
HbIA PUTMUYECKNIA PUCYHOK, MPOHM3bIBAIOLWMNIA BCIO
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KOMMO3ULMIO, CYXXUT OCHOBOM Ans GOopMUpoBa-
HUS <PUTMUNYECKON HaMPAXKEHHOCTU», CO3aatoLLel
olyLleHMe HaBA3UYNBOCTY, MaHUbeCTaLumMm BHYTPEH-
Hero HanpsxeHus 1 60pbObl, CO3BYYHOMN TEKCTOBO-
MYy COAEpP>KaHWI0 KOMNO3nLUMK. BokanbHas AnHUS
[3Ha PeliHosbaca B opurMHane passopauynBaeT-
€Sl NPEUMYLLLECTBEHHO B PEYMTAaTUBHON MaHepe, C
aKTVBHbBIM UCMOJIb30BaHNEM MaiblX MHTePBabHbIX
CKa4yKoB, MHTOHaL M Npu3biBa U MMMepaTMBa, Ya-
CTbIMW MOBTOPEHMAMMU 3BYKOB U PUTMUYECKNX GU-
ryp, conmxarowmx BokanbHyo nogavy ¢ bopmoim
peyeBOro BblCKa3blBaHWA 1 NPUAAIOLLETO MeNoam-
Ke XxapakTep npoTecTHoro xecta [9].

Kacaemo kaBep-Bepcun KOMMO3nULUMK
«Believer» B ucnonHeHnunn MeHpu Jlay, BaxkHO 3a-
MeTUTb, YTO OHa NpeAcTaBaseT cobor rnyboko ne-
pepaboTaHHYH XyAOXXECTBEHHYHO MHTepnpeTaLmto
OpWIrMHabHOrO MaTepunana, B KOTOPOW OCyLLLecT-
BASIETCS CMELLEHME CMbICIIOBbIX akLLEHTOB C NpPO-
TECTHO-UHAYCTPUAbHOM 3KCMPECCMU B CTOPOHY
3KCNPEeCCUBHO-MNACTMYECKOTO, TeaTpanm3oBaHHO-
ro v CTUAUCTUYECKN TMbpuaHoro nepdopmanrca. A
ecav opurnHan (Imagine Dragons) cywecTsyeT B na-
paAnrMe NPoTECTHO-UHAYCTPUANbHOMN SKCMPeCccum
C ee arpeccMBHOW PUTMUKOM 1 XECTKON TeMbpasb-
HOW nannTpown, To Bepcus I. Jlay TpaHchopmupy-
eT MaTepuan B MHOFOC/AOMHbIN nepdopMaTBHbIN
aKT, COYeTaroLLMI SKCNPECCUBHO-MAACTUUECKYHO Te-
aTpanbHOCTb (XKecT, MMMUKa, cueHorpadms), CTMAn-
CTUYECKYIO TMBPUAHOCTb (MON-MHCTPYMEHTaNN3M,
akaZemmyeckue npueMbl, 31eKTPOHHas UMMNpPOoBM3a-
Lma) 1 gpamatypruto TenecHoro npucytcremns [10].

BmecTte ¢ TeM MOXHO OTMETUTb, UTO NHTEpMpe-
Tauus FeHpw Jlay sBASETCS YHUKAbHBIM NPUMEPOM
>KaHPOBOTrO CMHTE3a, B KOTOPOM OPUTrMHa/bHbIN
MaTepuan (xapakTepusyrLwWnnca npruaHakamm
MOCT-TPaHXeBON CTUAUCTMKM C 31eMEHTaMU 3/1ek-
TPOHMK-pOKa) nepepabaTbiBaeTca Yepes Npusmy
NOMN-MHCTPYMEHTANN3Ma, 31eMEHTOB akajemMuue-
CKOW MHCTPYMEHTaNbHOM MYy3bIKUW, 31€KTPOHHOW
nMnpoBmsaumn n gpamatyprum nepdopmarca. Ta-
Kas >XaHpoBas rMbpUAHOCTb AesaeT HEBO3MOXHbIM
OAHO3Ha4YyHOe onpeseseHne NPUHaANEXHOCTU Ka-
Bepa K Kakomy-mbo HanpaBAeHWIO, N3-3a Yero Ha-
npaLunBaeTca BbIBOJ, UTO ckopee OH dopmupyeTcs
Kak nepdopMaTUBHbIN KPOCC-XXaHPOBbIN apTedakT,
OPVEHTUPOBAHHbIW Ha JIMYHOCTHYHO Bblpa3nTenb-
HOCTb W KOHTaKT C ayAUTOpUEN.

B nepByto ouepesab, paccmatpusas nepdop-
MaTUBHbIV 0bpa3 eHpu Jlay CkBO3b MPU3MY ero
CLEHNYeCKOoM cTpaTernn, NpeacTaBaseTcs Lenecoo-
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6pa3HbIM 06PaTUTLCA K NPOCTPaHCTBEHHOM MOAeNH
NCNONHEeHMA KaK 3HaYMMOMy 31eMeHTy dopMupoBa-
HUA XyJ0XECTBEHHOW LLeNIOCTHOCTM NepdopmaHca
W OTMETUTb, YTO NPOCTPAHCTBEHHAA OpraHmn3aLms
nepdopmaHca B «Believer» npegenbHo HacblweHa
CMbICNIOBbIMW U BblPa3nTeNbHbIMW KOHHOTaLUAMM.
MecTom felicTBrA BbIbpaH MHAYCTPUaNbHbIN 00b-
€KT — NPOU3BOACTBEHHBIN LiEX, BU3yanbHO Hamnos-
HEHHBIN TAXENbIMU KOHCTPYKLMAMMK, HETOHHBIMU
CTeHaMW, MeTalANYeCckKUMM 3neMeHTaMu 1 GakTyp-
HOM nNaTMHOW BpemMeHun. C My3bIKOBEAUECKOM TOU-
KW 3peHns, NogobHoe NPOCTPaHCTBEHHOE peLLeHne
bYHKUMOHMPYET Kak CIOXHBIA aKyCTUKO-CEMUOTU-
YeCKUN KOMMJIEKC, TAe apXMTEKTOHMKA NPOCTPaH-
CTBa onpeaenser 0CO6eHHOCTN 3BYKOBOTO MoAs.
YMeCTHO NpesnonoxXuTb, YTO NOCPEACTBOM BbI6O-
pa AaHHoro npocTpaxcTea . Jlay B Kakol-To Mepe
peanusyeT NpuHUMNbI site-specific nepdopmaH-
ca', B pamMkax KOTOPOro apxmTekTypHble 0CobeH-
HOCTW JIOKaLMW CTaHOBATCA OPraHMYHOM YacTbto
My3blKaAbHOW TKaHW: TPYObl, LUCTEPHBI U BETOHHbIE
NMOBEPXHOCTW CO3AatoT cneumdunyeckyro pesepbe-
pauuio, oKkpaLumBas 3ByK B XONOAHble NHAYCTPUab-
Hble TeMBpPbI (CO3BYYHbIE XapaKTepy KOMMO3MLMK),
B TO BpeMs Kak MeTaannyeckme KOHCTPYKUUKN GyHK-
LIMOHMPYIOT KaK eCTeCTBEHHble pe30oHaTopbl, Aobas-
NAoWwme K My3blkasbHOMY MO0 AOMONHUTENbHbIE
06epTOoHbI U LYyMOBble KOMMOHeHTbI. Ob6pa3 ca-
MOTO MCNOHNTENs, 061a4YEHHOIO B HENTPabHYHO
0ofeXy, OPraHNYHO BNUCbIBAETCA B 3Ty CUCTEMY,
Kak 6bl CTUpaa rpaHnLy MeXay My3blKaHTOM U
oKkpy>atowen cpegoi. I'. Slay npeactaet B obpa-
3e «TexXHWKa 3BYKOBOrO NMPOCTPaHCTBa», MaHUMy-
NNPYIOLLLEro akyCTM4eckMmMmn CBOMCTBAMM OKaLUK.

B cBOlO Ouepesb TeaTpanmsaums B UCNONHM-
TEeNbCKOW npakTuke eHpu Jlay ocHOBaHa He Ha
BOM/IOLLEHUN TOTOBOrO CLeHMYeckoro obpasa, a
Ha nocnefoBaTeNbHOM KOHCTPYMPOBaHUN XyAo>Ke-
CTBEHHOW MAEHTUYHOCTM HEMOCPEACTBEHHO B NPO-
Lecce NCNOAHEHWA. APTUCT BbICTPanBaeT CNOXKHYHO
CUCTeMY CLLEHNYECKOro NOBeseHs, B Npeaenax Ko-
TOPOro NPOUCXOAUT NOCTOAHHOE NepekatoYeHme
MeXAy PasNYHbIMU NCMONHUTENBCKUMUN POASMU:
WHCTPYMEHTaNNCTa, BOKaANCTa, 3ByKopexuccepa
n meana-nepdopmepa (6e3 paspbiBa LLEJOCTHOCTM
CUEeHNYeCcKoW NepcoHbl). MogobHas NoAMGYHKLM-
OHanbHOCTb bopmumpyeT mogyc nepbopmaTMBHOroO
cybbekTa, B KOTOPOM UCMOJIHUTENb <UFPaeT» camo-

1. Site-specific neppopmaHc — xyaoxecTBeHHOe CobbITHE, CO-
3jaHHOe Ha 6a3e Kakoro-anbo obbekTa 1 NCMOoNb3ytoLLee
NPOCTPAHCTBO B Ka4ecTBe aKTUBHOM YacTu nepdopmaHca.

ro ce6s B yCUNEHHOW, XYA0XXECTBEHHO CKOHLIEH-
TpUpoBaHHON dpopme. TeM cambiM TeaTpanmsaums
obpeTaeT «MeTaypoBEHb» — OHa HE BOCMPOV3BOANT
YC/NIOBHYO peanbHOCTb, @ KOHCTPYUPYeET Xyaoxe-
CTBEHHYH CUTYaLIMIO, B KOTOPOU KaXAblA 31eMeHT
LEeACTBMA OCMbICNEH KaK Bblpa3uTeNbHbIW akT.

UTo KacaeTcs MCNOAb3YEeMOro MHCTPYMEHTa-
pus, TO B UCMOJIHEHUW AaHHOM Komno3uuuu [, Jlay
NpUMeHseT creLmanbHo NogobpaHHbI Habop MH-
CTPYMEHTOB, MPUHLUUNMNANBHO OTANYAOLWMIACA OT
OpPWrMHaNAbHOro BapnaHTa. B oTanume ot opurmHa-
na, rae AOMUHUPYET 31eKTPOHHO-TUTapHas dakTy-
pa, B uHTepnpetauun l. Jlay LeHTpasbHOEe MecTo
3aHMMaeT ayn-ctaHums (loop station)?, BeicTynato-
Las B KayecTBe KAOUEBOro 3/1eMeHTa 3ByKOBOrO
npeobpasoBaHuns 1 onpegensatoLiero cneyndm-
Ky BCel apaH>XupoBkun. OHa peannsyet NpUHLAM
«@KyCTUYEeCKOro HaKOMAEHWA», KOrAa KaxX bl HO-
BbIA 3BYKOBOW C/10M A0BaBaseTca K npeablayLum
M BCTYMaeT C HUMMW B CJIOXKHOE B3auMOAENCTBME.
VIMeHHO 3T1OT 3 dekT No3BOAAET UCMONHUTENIO BbI-
CTYNUTb B POJAN CBOEOOPA3HOro «3BYKOBOIO apXu-
TeKkTopa», BOCNPOU3BOAALLLErO 3apaHee 3afaHHYH
CTPYKTYPY Y KOHCTPYMPYIOLLETO ee B peasbHOM
BPEMEHU C COXpaHeHWeM ApamMaTypruyeckon Le-
NOCTHOCTW. 3a CYeT NCMONb30BaHMA NYyN-CTaHLUN
BOKaJ/IbHbl€ Y MHCTPYMEHTaJlbHble MMMPOBU3aLMK
I'. Jlay obpeTatoT KayecTBO «3BYKOBbIX OOBEKTOB»,
CYLLECTBYHOLLNX OAHOBPEMEHHO B JIBYX U3MEPEHM-
AX — Kak MOMEHT CMOHTaHHOrO TBOPYECKOrO aKTa v
KaK 3N1eMeHT LIMKANYECKOW CTPYKTYpbl. [ocpeacTBOM
ncnonb3oBaHua ayn-ctaHuum . Jlay dopmumpyet
YHUKaNbHbIA BPEMEHHOW KOHTUHYYM, B KOTOPOM
HacTosLLee UCNOJNHEHWNE NOCTOHHO AMaNorn3npy-
€T CO CBOVMMM COBCTBEHHbIMU «CienKamMm», 3adunk-
cMpoBaHHbIMK B neTasax [11, c. 21].

AHanun3snpys TexHuyeckme xapakTepucTuku
YCTPOWCTBA M BUASA, Kak C HAM B3aUMOZAENCTBYeT
I. Nlay, HanpaLwwWBaeTCA JIOTMYHbIN BbIBOJ, UTO fAaH-
Hoe NpucnocobiieHne B pykax NCMONHUTENs CTaHO-
BMTCA NMOJHOLEHHbIM YYaCTHUKOM My3bIKaJlbHOro
[eNCTBa, a BpeMs 3a4ep>KKu, KONMYECTBO CI0EB MY-
3blKaJIbHOW TKaHW 1 XapakTep HaloXeHus onpeje-
NA0T GaKTypHble 0COBEHHOCTU Y IMOLMOHANbHYHO
aTMocdepy npovssegeHuns. Cneunduuecknii «mexa-
HUCTUUECKNI» XapaKTep 3ByYaHUs MesoAMUYECKMX
netenb nocae o6paboTkM N NX TOUHAs PUTMUYECKas
CeTKa CO34atoT BbIPa3nTENbHbIA KOHTPACT C XXMBOM,

2. Loop station — undpoBoe ycTpoONCTBO A1 3aNncK, Hanoxe-
HMA Y LUKINYECKOro BOCMPOU3BeeHUs 3ByKOBbIX GparmeH-
TOB B peanbHOM BpemeHMm (live looping).

«AblllaLlen» NPUPOAON BOKasbHOTrO 1 dopTennaH-
HOrO UCMOJIHEHWS, U NpeBpaLLatoT BbicTyrnaeHune I.
Nay B ApKWIA NpUMep COBPEMEHHOTO CMHTE3a TeX-
HOJIOTMYECKOrO N XyA0XXECTBEHHOIO Hauaa B My-
3blKaJIbHOM MCNOJNIHNTENBCTBE.

Bouka 1 6enas kaHucTpa (MeTaNANUYECKNA 1
MNacTMacCoBbIV NPOMbILLIIEHHbIE pe3epBYyapsbl) UC-
nonb3yrolmecs B nepdopMaHce HapaBHe C yn-CTaH-
LMen, N Mo KOTOPbIM UCMOJHUTENb PUTMUUYECKHN
yaapseTt bapabaHHbIMU Nanoukamu, GyHKLMOHN-
PYHOT KakK MHAYCTPUasbHbIE MEePKYCCUOHHbIE 06b-
eKkTbl, fobaBasAloLWmMe rpyboBaTbi, PE30HAHCHbIN
LWymMoBOM TeMbp. MOXHO cKa3aTb, UTO 3aneyar-
JIEHHbIV Nyn-CTaHLmeln 3ByK HOUKM BKyMe C nooye-
PeAHbIMW YAapaMu Mo KaHUCTPe, COBMELLEHHbIMM
C 3KCMNPECCUBHbBIM ABUXEHUEM PyK 1 Kopnyca I
Nay, npeacTaBnstoT cCO60ON NNACTUUYECKN O3BYYEH-
Hoe AeNCTBO, KOTOPOE 3asaeT TOH BCEW KOMMO3U-
unmn 1 GopMUpyeT PUTMUYECKYHO OMOPY.

MomunmMo npoyero, B apceHase UCnosHuTe-
N NPUCYTCTBYET Apenb, NpeAcTaBasAioLLas cobon
Bblpa3nTesibHOE CPEeACTBO 3BYKOBOW AeCTPYKLUN.
Ee 3ByK — BpalLlatoLMIACs, UCKAXKEHHbIM, MecTaMu
6M3KMIA K TANCCaHAMPYOLLLEMY LUYMY — BbICTyNa-
€T KaK 3neMeHT nepdopmMaTUBHOM NPOBOKaLMMK U
Kak YacTb My3blKaNbHO-TeaTpasbHOW ApaMaTypruu.
WHTerpauwns gpenv B nepbopMaHC akTyanmsnpyet
NAEH TEXHONOTMYECKOro BMeLlaTeIbCTBa B My3bl-
KaJIbHYH CTPYKTYPY, a Tak)Ke CO3/aeT HanpsxeHue
MeXJy OpraHUYecKnM Y MexaHU4YeckuM 3ByUaHu-
eM, MeXJay UHCTPYMEHTaNbHOM TpaauLmen 1 3By-
KOBbIM 3KCMEPUMEHTOM.

B cBoto ouepegb, popTenmaHo B JaHHOM nep-
dbopmaHce BbINOHAET FNABEHCTBYHOLLYHO U YHUKab-
HYH MeAMaTUBHYH YHKLMIO, BbICTYMNas CBA3YOLLMM
3BEHOM MeXAy aKyCTUYeCKOlM NpUpoaon TpaanLm-
OHHOTO MHCTPYMEHTapus 1 LUPPOBOI peanbHOCTLHO
3NIEKTPOHHOWN 06pPaboTKM. IHCTPYMEHT 34€Ch Cylle-
CTBYET B MapajoKcaibHOM TPOWCTBEHHOM COCTOS-
HWW: C OAHOM CTOPOHBI, OH COXPaHSIEeT BCe aTpuObyThI
Knaccmyeckoro GopTenmaHHOro 3ByKOU3BIEUEHMS, C
ApYro — noggepraeTcs pagvkasbHOMY NepPeoCMbIC-
NEHUIO Yepes NPU3My COBPEMEHHbIX TEXHOIOTUA.
B nepdopmaHce popTennaHo Takxe npnobpetaert
cTaTyc rMbpUAHOro MHCTPYMEHTabHO-MePKYCCUOH-
HOro 06bekTa, B MOMEHT, KOrAa apTUCT akTyaansm-
pyeT ero yAapHblli NOTeHUMan Yepes puTMmMyeckmne
yAapbl No Kopnycy.

Mo cytn, TeHpm Jlay ncnonbsyet popTenmaHo Kak
CBOEOBPA3HbINA «aKyCTMUECKNn Npeobpa3oBaTesib»,
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coyeTaroLmii BUPTYO3HYH GopTenmaHHyH TEXHUKY
W 3KCMEpPUMEHTa/IbHbIE NPUEMbI 3BYKOU3BAEUEHWS.

B 3TOM CBA3M 0COBYHO XYyAOXECTBEHHYHO LiEH-
HOCTb NpuobpeTaeT AManekTnka B3auMoaencTBuS
MeXay «ayTeHTUUHbIM» GopTenuaHHbIM 3ByYaHu-
eM n ero umdposbiMu TpaHchopmaumamm. B nH-
TepnpeTtauum leHpu Jlay dopTennaHHoe cono Ha
2:08 MUHyTe CTaHOBUTCA LEHTPafbHbIM COBbITMEM
BCEM KOMMO3UL MM — CBOEOOPa3HON KOMMNO3NLNOH-
HO-ApaMaTyprmyeckon KyabMUHaLMeRn, B KOTOPOW
WCMOJIHUTENb IEMOHCTPUPYET TEXHNYECKOE MacTep-
CTBO W pacKpbIBaEeT rybuHY XyA0XeCTBEHHOrO ne-
peocMbicaeHuns opurmHana. Cono BO3HMKaeT Kak
MOLLHbIV 3MOLMOHaNbHbIV BCNIeCK, BOBUpatoLwmii B
cebs Bce NpeLuecTByOLLME TeMaTUUECKNE U PUT-
MUUECKME 31EMEHTbI U BbIBOAALLMMN UX HA HOBBI
YPOBEHb ApamaTypruyeckol HanpsXXeHHOCTH. TOT
3MNM304 akKyMy/MpYeT IHEPruto BCErO Npou3Bese-
HWUA U CAYXUT AEMOHCTPaLMen MHANBMAYaNbHOIO
ctmns dopTtenunaHHom urpsl . lay: korga npupo-
[la MHCTPYMEHTa, C ee boratbiMu akyCTUUEeCKMMU
CBOMCTBaMU 1 €CTECTBEHHON AMHAMUKOMW, BCTynaeT
B CJIOXKHBIN ANANOT C «CTEPUNBHON» TOYHOCTBIO 06-
paboTaHHbIX Nyn-CcTaHumen dparMeHTOB, CO3aeTCs
3P PeKT «ABOMNHOM 3KCMO3MLUU», TAE OAMH U TOT Xe
My3blKaNbHbI MaTepran NpescTaeT O4HOBPEMEH-
HO B ABYX MMOCTaCsAX — Kak HEMoCpeACTBEHHOE UC-
MOJNIHEHWE U KaK ero TEXHONOMMUYECKOe OTPaXKeHMe.

MpumeuaTenbHO, UTO BOKanbHasa naptua . Jlay
Tak Xe faneka OT OpuUrMHaa: ee OCHOBa — Yepe-
[ OBaHWe pacreBa, PeUnTaTUBHbIX MHTOHaLUWUN, BO-
KaNbHbIX 3PHEKTOB U CYyBTOHANbHbLIX BTOPXKEHUNA.
F'oN10C 34€eCb CYXXUT BbIpa3UTE/IbHbIM UHCTPYMEH-
TOM, BCTYNaroLLUM B akKTUBHbBIN Anaor C akycTude-
CKOW 1 LYMOBOW Cpesoi 3BydaHms. MpuHLMnmanbHo
BaXKHO, yuto . Jlay oTka3biBaeTca OoT TpaANLMOH-
HOW BOKaNbHOW apTUKYAALMM B MOAb3Y CBOBOAHOW
3CTPaZHOl MaHepbl: ero BOKasibHOEe BblCKa3blBaHWe
MAaCcTUUHO, TMBKO U MHTOHALIMOHHO NMepPeMEHUMBO.
MecTtamu ronoc cbamxaercs ¢ MHTOHALVNOHHbIMU
MOZAENAMUN aBTOPCKOW NECHW, B MHbIX 3MN304aX — C
WHCTMHKTVMBHOM BOKa/lIbHOM MMNpoBKM3aLmeln. Mo-
fo6Haa MaHepa, TakXe, Kak 1 Becb nepdopMaHc,
AEMOHCTPUPYET CTPEMEHNE K Pa3MbIBaHUIO XKaH-
POBbIX U CTUAIUCTUYECKUX FPaHUL, K nepexoay ot
MEHUs Kak pernpeseHTaumm Menoamm — K NeHUro
KaK AeNcTBUto, npoLeccy, cobbiTnio. OCcobbIn UH-
Tepec NpeacTaBAseT Mcnosb3oBaHve npuema live
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looping?® Ha 00:56 mMuH., korga MeHpu Jlay 3anucel-
BaeT BOKabHblI GparMeHT B peasibHOM BPEMEHW
W cO3jaeT MHOTrOC/I0VHYHO bakTypy nyTeM Hanoxe-
HWA AOMONHUTENBHOIO rOA0Ca, 3ByYaLlLero Ha Tep-
LM BblLLe. ITOT CNOCcob rapMoHM3aLMK B peaibHOM
BPeMeHW Nno3BoasAeT co3aatb 3pdekT paclumpeH-
HOro BOKa/JIbHOrO NPOCTPaHCTBa W NpUAaeT UCNo-
HEHWIO XapakTep KaMepHoro MHororoaocusa [11].
3peck xe cnegyeT 406aBUTb, UTO BCA BOKalbHas
TexHuka . Jlay AeMOHCTpUpyeT WinpokomacluTab-
HbIW MAACT Pa3/IYHbIX BblPa3nTe/IbHbIX MOAXOAOB:
OT TeMHBPOBON KOHTPACTHOCTU (Yepe3 NPOTMBOMO-
CTaBJieHMe TUXOTo NeHUs U KpWKa) 4O NPOCTpaH-
CTBEHHOM apTUKYSALMM 3BYKa 33 CYET MEPEMELLEHMN
no njioLajke.
O606ulas BbilleckazaHHOE, MOXHO TaK-
e fobaBUTb, UTO BCA apaHXupoBka leHpwn Jlay
npeacraBaset cobow pesyabtat rnybokon dakTyp-
HO-ApaMaTypruyeckon TpaHchopmaLmm NCXOLHO-
ro matepuana. OT opurmHana COXpaHATCA ANLLb
WHTOHALMOHHO-MeNoanyeckme n rapMoHmnyeckue
KOHTYpbI, BbINOAHAOLLME GYHKLNIO CEMaHTUYECKUX
OpUWeHTMPOB, obecneunBaoLLMX Y3HABAaEMOCTb NpU
pasvKaibHOM NepeoCcMbICIEHNN My3blKaabHOro 06-
pa3sa. J/InHeliHas CTPyKTypa KOMMO3ULIMK 3ameLlaeTcs
pa3BepHYTbIM 3BYKOBbIM NMPOCTPAHCTBOM, OpPraHun3o0-
BaHHbIM MO MPUHLMMY HaNOXEHWA U PUTMUYECKO-
ro BapbMpOBaHUsA NOBTOpPAOLWMXCA GparMeHTOB. B
npouecce NCNONHEHUA BO3HMKAET COXHas, AVHa-
MWUECKWN NOABMXKHaA 3BYKOBas TKaHb, B KOTOPOM
aKyCTM4YecKme, SNEKTPOHHbIE U BOKaJIbHble KOMMO-
HEeHTbl B3aMMOZEWCTBYHOT Kak paBHOMpPaBHble 3BY-
KOBble YacTu.

MpoaHann3npoBas cLeHnyeckyto ctpatermio I
Jlay v pe3tomypys BblLeCKa3aHHOE, BaXKHO NOABECTM
UTOT O TOM, YTO NepdopMaTUBHbIA 06pa3 gaHHOro
apTucTa B MHTepnpeTaummn «Believer» npeacraet kak
LLe/IOCTHOE XyA0XXECTBEHHOE AB/IEHWE, CUHTE3NPYIO-
Lee My3blKaabHOE UCMOAHUTENBCTBO, TENECHYHO MNa-
CTUKY U TEXHONOTUYeckne HoBaumu. MpoBeaeHHoe
nccnesoBaHme No3BOAAET YTBEPXKAATb, UTO CLieHNYe-
ckas cTpaterus . Jlay ocHoBaHa Ha NpuvHUMNnanb-
HO HOBOM MOHVMaHUWN B3aMMOOTHOLLEHWI MeXay
3BYKOM, T€/IOM W MPOCTPAHCTBOM, @ TPaZMNLIMOH-
Hble TPaHULbl MeXJAy 3TUMW 31eMeHTaMu nocse-
JoBaTeNbHO pa3mblBatoTCA. BmecTte ¢ Tem, aHanus
CLIEHNYECKO CcTpaTernn nNo3BoAsSEeT YTBEPXKAATh,
4TO K/IFOUYEBOWN OCOBEHHOCTbIO NepdopMaTUBHOIO

3. Live looping — npouecc 3anucy 1 MHOrokpaTHOro BOCMpPO-
n3BeAeHWN 3BYKOBbLIX GParMeHTOB B peasibHOM BpemMeHM, C
MCNONb30BAHNEM NYN-CTaHLUW.

obpaza . Jlay ABnseTca ero npoweccyanbHas npu-
pofa — OH He AB/IAeTCA 3apaHee 3ajaHHON Moge-
NIbtO, @ KOHCTPYMPYETCA HENOCPEACTBEHHO B MOMEHT
NCNOAHEHMS Yepe3 KOMMAEKC B3aMMOCBsA3aHHbIX
AEVCTBUN: MCMONb30BaHME NyMN-CTaHLMN U HECTaH-
JaPTHbIX MEePKYCCUOHHBIX 06BEKTOB, paAnKanibHOe
nepeoCcMbIC/IeHUE UHCTPYMEHTAIbHOW TEXHUKM (Npe-
BpaleHne popTenmaHo B NEPKYCCUOHHbIN U LWYy-
MOBOM MHCTPYMEHT), HOBAaTOPCKOE MCMOb30BaHWe
BOKa/ibHbIX BO3MOXHOCTeNM (OT WenoTa A0 3eK-
TPOHHOWN 06paboTKM) U OCO3HAHHOE BKAOUEHUE
TENECHOCTU B My3blKa/lbHYHO TKaHb MPOU3BEAEHMS.

BaxxHelLnM pe3ynbTaToM UCCAef0BaHuWs CTa-
N0 BbisiBJIEHME MEeXaHM3MOB CLIEHUYECKOM CTpa-
Terum I. Jlay, nocpescTBOM KOTOPbIX UCMOJHUTENb
TpaHchopMupyeTcs B CyObeKT CLLEHNYECKOrO Bbl-
CKa3blBaHWS:

e VHTErpauma pasinyHbIX XyA4OXECTBEHHbIX
A3bIKOB (aKaZeMMYecKoro, NonyaspHoOro, ek-
TPOaKyCTU4eCcKoro);

* nepekoaVpOBKa TPAANLNOHHbBIX UCMONHW-
TENbCKUX TEXHUK;

* CO3JaHWe YCTOMYMBOWN CUCTEMbI B3aUMO-
AEeNCTBUA MeXAY 3BYKOBbIMW, BU3YanbHbIMU U
NAaCTUYECKMMUN KOMMOHEHTaMMW.

MomM1MO npoyero, NPoBeAEHHbI aHaan3 No3Bo-
NAeT paccMaTpMBaTh CMONHUTENbCKYHO NPaKTUKY I

Jay kak neppopmaTuBHbIV KPOCC->XaHPOBLIN apTe-
baKT, B npesenax KOTOPOro My3blkaabHOE NpeacTaB-
NeHve TpaHCHOPMUPYETCA B CNOXKHbIN CLLEHNYECKMI
akT. Ocoboe 3HaueHWe 3aecb NpunobpeTaeT pas-
paboTaHHas apTUCTOM CMCTEMa B3aMMOAENCTBUA
Pa3INYHBIX XyAOXECTBEHHbIX A3bIKOB — OT aKkaje-
MWUUYECKOrO MHCTPYMEHTAaAN3Ma 0 31eKTPOHHOrO
cayHA-Amn3aliHa, OT TPaAULMOHHOrO BOKasla A0 3KC-
nepuMeHTaNbHbIX TEXHUK 3BYKOU3BAEYEHWA.
MoapbiTOXMBas BblLecKazaHHOE, MOXHO C yBe-
PEHHOCTbIO CKa3aTb, YTO CLieHMYecKas cTpaTeruns
FeHpu Slay cayxuT TBEpAOM NAaTGoOpMON ANns CO3-
JaHWsA yHUKanbHOro neppopmatmBHoOro obpasa.
BmecTe ¢ Tem, 0630p cueHnueckow ctpateruu . Nlay
No3BO/IAET YBUAETb, UTO NepdpopMaTmBHbIV 0bpas I.
Jay B nHTepnpetauun «Believer» — 310 ymenas se-
MOHCTpauua nepexoga OT K1acCMYeCcKoro noH1Mma-
HWA My3blKaAbHOrO MCNONHEHUSA K BOnee CNOXHOMN,
MHOFOC/NONHOM GOPMeE XyA0XKECTBEHHOIO BbICKa3bl-
BaHuA. CueHMYeckoe NoBeAeHne AaHHOro apTmcTa
BbIXOAMWT 3a Npejenbl UCMOAHNTENbCKON GYHKLMK
B ee TPaAMLMOHHOM CMbIC/Ie U MPeBpaLLaeTcs B
aKT XyAOXeCTBEHHOIrO KOHCTPYMPOBaHUSA, B KOTO-
POM CMbICA POXAaeTca He 13 3apaHee 3ajaHHOM
bopMbI, @ U3 AUHAMUKIN NMPOUCXOAALLEFO Ha CLIEHE.
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THE EFFICIENCY OF THE RUSSIAN SILHOUETTE
COMPETITION IN THE FASHION INDUSTRY
DEVELOPMENT

Summary: The article is devoted to the influence of
competitions for young fashion designers on the promo-
tion of the domestic fashion industry as an innovative pro-
Ject. The emergence and development of clothing designer
competitions in a historical and social context is funda-
mentally different from fashion shows, festivals, and pres-
entations. To give a strong impetus to young talents and
introduce promising designers to leading brands is the pur-
pose and the main mission of the Russian Silhouette com-
petition. Promotion of Russian culture and art, which is
the conceptual idea of Tatyana Mikhalkova, Correspond-
ing Member of the Russian Academy of Arts, President
of the Russian Silhouette Charity Foundation, Honoured
Artist of the Russian Federation, is directly related to the
formation of interaction between educational institutions
and business representatives in terms of finding talents
and creating conditions for creative competition among
young designers. Young design specialists’ career paths

The fashion industry plays a big role in glob-
al business and influences practically every sector,
from the arts to high technology and energy. The
evolution of clothing design as a whole is a crucial
component of world culture and art in the modern
era. When we think of fashion as a reaction to so-
cietal needs, we see a reciprocal process: fashion's
impact on how society is formed.

Competition in the fashion industry has always
been distinguished by a tough and principled strug-
gle for the buyer. Clothing designers began pro-
moting the concepts of elitism and luxury in the late
19th century, when the first couturiers appeared.
They focused on affluent clients who could finance
the development and creation of numerous proto-
types, samples, and trial search work. As a result,

need to be planned to create a new, productive class of
fashion industry professionals. The role and influence of
competitions directly depend on the degree of populari-
ty and significance of competition, the organisers’ strate-
gy, and the support of interested companies. Participants
from various regions are becoming more interested as a
result of the organisers’ effective communication with the
media and dissemination of the competition’s aims and
objectives. The development of micro and macro-business
shows that many new world brands are born from small
home studios. A qualitatively new information policy forms
a demand for original, but customer-oriented creativity.
Awareness of the initial request from manufacturers, based
on the results of competitions, motivates clothing design-
ers to work more purposefully.

Keywords: competition, design, fashion, business, pro-
duction, creative education, art, brand, competition, me-
dia space.

the emergence of world fashion houses and indi-
vidual outstanding representatives of the fashion
industry directly depended on the ability to follow
general global trends and did not leave the oppor-
tunity for experiments and promotion of young in-
dependent specialists. In the first half of the 20th
century, a new approach to training future cloth-
ing designers began to form. Bauhaus and VKHUTE-
MAS were the first higher education institutions to
train specialists with the focus on mass production
of clothing; however, they had certain freedom of
creativity within the limits of the market saturation
with goods. In general, the practice of selling ready-
made clothes had a serious impact on the work of
world fashion houses, and, as a result, the emer-
gence of not only haute couture lines, but also prét-
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