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MY3bIKA KAK IBUXYILIAA CUJIA B IOJIMTUYECKHUX
IMPOLHECCAX
Hniika Imutpuii BajsepbeBu,

Marucrtpant UHcTuTyTa NapaaMeHTapu3Ma U IpenpUHUMAaTEIbCTBA

Annomauyusa. B cmamve paccmampusaemcs yumuposauue necer 8 noIUMuyecKol
My3blKe HA NpumMepe HeCKOIbKUX GblOAUUXCS KOMNO3UMOPO8- HO8amopos. B ucciedosanuu
NOKA3aHbL PA3IUiHble CHOCOObl, ¢ NOMOWBIO KOMOPBIX KOMNOZUMOPbl OKA3ANU MY3bIKAILHOE
GIUAHUE HA NOIUMUKY, A MAKICe YKA3AHbl UX 00cmourncmea u Heoocmamxu. Kak osusicenue
noaumu4eckas my3vlka npoyeemana bonvue éceeo 6 1930-e¢ u 1970-e ce. B mo epemsn muozue
MOJI00blEe KOMNO3UMOPbI COYUHAIU NOUMUYECKU MOMUBUPOBAHHbIE NpOoU3sedeHus. B ciyuae
¢ NONUMUYECKOU MY3bIKOU, 8 KOMOpOU ecmb mekcm, 3a nocieoHue 30 1em nosguics HO8bvlll
nO0X00, KOMOpbIli He 0000psem paHee NPUHAMYIO KOHBEHYUIO «NOO20HAMb MEKCH Hoo
My3viky». Hexomopule nonumuuecku opueHmuposanHvlie KOMNO3UMopsl, MeCcHO CA3AHHbIE C
meKkcmom, 0yOym paccmMampueamsvcsi OmoenbHO Kak uckmodenue us npasui. Ciyuau c
ROAUMUYECKOL MY3bIKOU 0e3 meKcma paccmMampusaemcs HA4UHAsS C MEXHUKU NpAMOU
yumamsl U 3AKAHYUBAS KYIbMYPHO OOVCIOBIEHHbIM, HO OOWENnpUHAMbIM B0CNPUAMUEM
MY3bIKU KAK COYpeanuama, 00 boee pasperceHHo20 nooxo0d K My3blKaabHOU CMPYKmMype KaKk
ROAUMUYECKOL AHATO2UU.

Kntouesvle cnosa: myszvikanbHOe yumuposawue;  NOIUMUYECKUE NECHU,  NeCcHU

npomecma, coyuaiucmuvecKkoe osuicerue.

MUSIC AS A MOVING FORCE IN POLITICAL PROCESSES
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Abstract. This article will examine the citation of songs in political music, as
exemplified by several prominent innovative composers. The study shows the various ways in
which composers exerted their musical influence on politics, as well as their advantages and
disadvantages. As a movement, political music flourished most in the 1930s and 1970s. At
that time, many young composers composed politically motivated works. In the case of
political music, in which there is a text, a new approach has emerged over the past 30 years
that does not approve of the previously adopted convention “adjust the text to music”. Some
politically oriented composers who are closely associated with the text will be considered
separately as an exception to the rule. The case of political music without a text is considered,
starting with the technique of direct quotation, ending with the culturally conditioned but
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generally accepted perception of music as socialist realism, to a more rarefied approach to
the musical structure as a political analogy.
Keywords: musical quotation; political songs; songs of protest; socialist movement.

Ha mnpotrskeHun Bcell MCTOpUM My3bIKa CMEIIMBAJIACh C TOJUTUKOM.
Kpacounble TOHa, NyJbCUPYIONIME PUTMBI M OCMBICICHHAs JIUPHUKA CTaJd
KaTaJnu3aTOPOM WJIM 3BYKOBBIM PSIJIOM JIJIsi IEPEMEH B 0OIIIECTBE.

I'pekn ObLTM OJHMMHM M3 TEPBBIX, KTO TO-HACTOSALIEMY OCO3HAJ
NOTEHIIMAIBHYIO CUITy MY3bIKH. ['peueckrie MHTENIeKTyallbl, U3BECTHBIE TEM,
YTO OHM CO3JAJIM JAEMOKPATHUIO U PECIyOJIMKY, TaK)KE€ MOHMMAJIM, KaK My3bIKa
MOKET MMOMOYb OOIIECTBY BOCCTATh MIPOTUB CBOETO MPABUTEIILCTBA.

B Awmepuke My3bIKy Kak GopMy mpoTecTa MOXHO ObUIO YCHbIIIATh Ha
xJIonKoBbIX moisix KOra Bo BpemeHna paOctBa, ¢ OMOJIEHCKUMH TECHSIMH,
KOTOpble M300pakaii TeMbl CBOOOJIbI W palCTBa, TakuMU Kak «Swing Low,
Sweet Chariot» u «Go Down Moses».

ok 1 pok necHu, B 1960-¢ rr., B UCIIOJIHEHUH TaKUX apTUCTOB, Kak boO
Junan (Bob Dylan), /Txxoan ba33 (Joan Baez) u ap. crioTwim jrojaei IpoTHB
BOMHBI BO BreTHame, a Takke MPOTUB COIMAIBHOTO HEpaBEHCTBA. Pam-mys3bika
koHna 1980-x rr. ¢ Takumu rpynmamu, kak «N.W.A.», «Onyx» u ap. ykazaia Ha
OombpIliee HEPABEHCTBO B OOIIECTBE, KECTOKOCTh MOJMIMH U TpoljemMax B
OemHbIX KBapTajiax. 3HaMEHUTOCTH, Takue Kak bproc Cnpunrcrtun (Bruce
Springsteen), U2 u Manounna (Madonna), 1eMOHCTPHPYIOT CBOU MOJUTHYESCKHC
yOEXIeHNS B CBOUX TIECHSX U JKUBBIX BBICTYIUICHUSX.

[Tonmutrueckass My3blka MpeaHA3HAUYEHA JJIS TOTO, YTOOBI ameuiipoBaTh
HE TOJIbKO K YTHETEHHBIM, HO M K T€M, KTO COUYYBCTBYET UM. MHOTUM U3 HUX
KQXKETCS, YTO MY3bIKa, BEPOSITHO, SIBJISIETCS €IUHCTBEHHBIM CPEJICTBOM, KOTOPOE
JIEHCTBUTEILHO MEPECEKaeT BCE TPAHUIIBI, BCE SI3bIKU U BCE CTPAHBI.

K npumepy, xo0an bas3, My3bIKaHT U NMOJUTUYECKUN aKTUBUCT, IPOBEJIA
OOJBIYI0 YacTh CBOCH KM3HU, OTCTaMBas BO3MOXKHOCTb, MCIIOJIH30BAaTh CBOU
TaJaHT B KaQ4eCTBE IEBIAa U TUTAPUCTA, YTOOBI OOBEAMHUTH JIt0/Iel B O0prOe 3a
Jy4IIUe yCIOBUA XKU3HU. JIOKYMEHTaNbHBIN (QUIBM O €€ KU3HHU B TOJIUTUKE U
My3bIke o7 Ha3BanueM «How Sweet the Sound» moxxHO TOCMOTpeTh Ha
u(POBBIX HOCUTENSX, MO0 B cetn MuTepHeT. [Ins Hee My3bIka Bcerna Oblia
CPEIICTBOM i JOCTIKeHUs 1enu. OHa CYUTAET, YTO COIMATbHBIC TIEPEMEHBI
HUKOT/Ia HE COBEPIIAIOTCS MY3BIKOW, OHH JODKHBI OBITh TOJKPETUICHBI
nevicreueM [1].

Jlns bans3 ato ObLI0 cBS3aHO ¢ momuepkoi Jlokropa MapTtuna JlroTepa
Kunra (Martin Luther King), Bo BpeMs Mapiia 3a rpaxkmaHckue npaBa. OHa
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ObLTa apecToBaHa 3a TO, YTO MOMOTJIa MOJIOJIBIM aMEpUKaHIIaM YKIOHUTHCS OT
puU3bIBa B apMUI0, I y4acTusi B OOEBBIX JNEHCTBUSAX BO BheTHame, W BhINIIA
Ha YJIMIBI pa3pylIeHHOro BoiiHoi CapaeBo, uToObI cieTh «Amazing Gracey.

«['maBHOE, O YeM TOBOPAT JIIOJU, KOTJAa OHU TOBOPAT O MY3BIKE H
COLIMAJIbHBIX JIBIDKEHUSX, — O3TO TO, YTO MYy3bIKa SBISETCS CBOETO poja
pecypcoMm IS JIIOeW B 3THUX JBIKCHHUAX, — cka3an Pon Ditepman (Ron
Eyerman), npodeccop comuonornn B MeapckoM YHHBEPCHTETE U aBTOpP KHHUTH
«My3bika U conmanbHbie nBrxeHus» (Music and Social Movements). — Ouu
UCTIONB3YIOT 3TO KaK OCHOBY JUUISl BEPOOBKH, HO ATO TAaK)KE YTO-TO JUIS JIFOJIEH
BHYTPH JBMXKCHHUS, 3TO CIIOCO0 CO3/IaHUS M YKPETUICHUS YyBCTBA KOJIJIEKTUBHOU
HUJICHTUYHOCTUY [2].

[lenp My3bIKH 0 CHX MOpP YCKOJb3aET OT MHOTMX YUYEHBIX, aHTPOIIOJIOTOB
u qoourened My3bpiku. HekoTopeie yTBEpKIarOT, YTO MPHUBJICKATEIHLHOCTD
MY3bIKA KOPEHUTCS B Halleil OMOJOTHYECKON DBOJIIOIMH; YEJIOBEYECKUH MO3T
HAy4YUJICS CBSI3BIBATH OIPEJICIICHHBIC 3BYKM BMECTE JIJISi BBDKMBAHMUS, JKUBS B
JTIUKOW TIPUPOJIE.

Hekotopble CBS3BIBAIOT MpPUMAT MY3bIKK C €€ OTHOIIEHHUEM K
yxaxkuBaHuto. CekcyajabHas MPHUBJICKATEIbHOCTh B MY3BIKE, C KOTOPOW MBI
3HAKOMBI, BO3BpAIIA€TCsI B TO BpeMsl, KOT/ia 3TO ObUI BaXXKHBINA CIIOCOO BhIOOpA
MOAXOJSIIero napTHepa. B kadecTBe Oojiee CBEXKETo MPUMEPA, BPAIIAIOIIHECS
6enpa Dnsuca [Ipecnu (Elvis Presley) Bo MHOroM moxoawim Ha pa3HOIBETHBIN
XBOCT MaBJIMHA.

My3bIka ¢ MOCIaHUEM MPOIBETAET B KUBONH OOCTAHOBKE MO MOHSTHBIM
NpUYMHAM, W MHOTHE TOJUTUYECKA CO3HATEIbHBIE MY3BIKAHTHI CTPEMSTCS
HAIPaBUTh YCUJICHHBIE IMOIIMHA CBOUX BBICTYIIJICHUN B HEUYTO MPOIYKTUBHOE.
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