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Abstract

Despite the intense popularity of Bard song in the former Soviet Union, research has
only recently begun to analyze the lyrics of the songs and the political and artistic
importance therein. Through close textual reading and taking into account the
literary and cultural history, I analyze the music of Bulat Okudzhava, Yuri Vizbor,
and Vladimir Vysotsky and the way in which these poet-singers conceptualize
society. Using the theories of Jean Baudrillard and Michel de Certeau, I analyze how
the travel songs of these Bards depict as a form of dissent utopias, dystopias,
homotopias, and heterotopias in relation to the “cult of nature” and “cult of
machine”, the metaphoric aspects of the road in relation to different segments of life,
and finally the idea of movement as transformation and change. Throughout I also
compare the Bards’ songs with the lyrics of select songs of American singer-

songwriter Woody Guthrie.
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Introduction

Even though they are out of the ordinary experiences, music and dance (and talk
about music and dance) do encourage people to feel that they are in touch with an
essential part of themselves, their emotions and their ‘community’. It is perhaps for
this reason that the ‘resistance through rituals’ discussed by Hall involved the
rituals of subcultural groups enacted principally through music and behaviour in
relation to music (Stokes’ comments on Hall and Jefferson 1976, in Stokes 12)

Music as discussed in the above quotation is a perfect site for protest and
subversion as it brings people together into a ‘community’ against another group. In
the Soviet Union dissent in the form of music was originally called Bard song and
was also termed "author song" [aBTopckas necHsi| and "do-it-yourself song"
[camopnesTenbHas necHs]. Subversion in the form of music later developed into rock
and punk music in the late 1970s and ‘80s.

Bard song in the Soviet Union is lyrics accompanied by the acoustic Russian
guitarl, played with few exceptions by the poet himself. In this sense it sounds to the
North American ear like singer-songwriter music, belonging in the folk music
tradition, however, it firmly belongs in the Russian literary tradition, similar to
spoken poetry, because of the quintessential literary nature of the lyrics. Bulat
Okudzhava, the first Bard, says of his song poetry: “I do not know how to write
music, and my compositions bear little relationship to the stage, because this is

poetry which I perform to the accompaniment of the guitar” (65 Ilecen = 65 Songs

22).

1 The Russian guitar has seven strings instead of the standard six-string acoustic
guitar (Songs to Seven Strings 1).

2 Various versions of “John Henry” have been performed by such artists as Johnny
Cash, Bruce Springsteen, Harry Belafonte, Van Morrison, Gillian Welch, Jerry Lee



It must be mentioned that because of the nature of Bard song, which was not
officially sanctioned by the government of the Soviet Union but became popular
through the dispersion and live performance of the songs, that the texts that I
analyze were not static and underwent change and development. Thus, versions of
texts included in my thesis must not be considered the only versions of these lyrics,
however, the majority of the song-poems that I analyse in my thesis do, in fact, come
from published collections of lyrics. And, these published versions do not contain
any reference to the music in terms of the melody, guitar tabs, or chords - a
common practice in Russia, though not in North America. While these songs are
essentially oral in nature, they have a strong textual basis in Russian society and for

this reason I limit myself to analyzing the lyrics alone.

Biographical Information

Bulat Okudzhava (1924-1997), Yuri Vizbor (1934-1984), and Vladimir
Vysotsky (1938-1980) three extremely popular Russian Bards all had anti-Soviet
political leanings. The personal histories of Okudzhava, Vizbor, and Vysotsky in
many ways informed the topics of their songs and how their personal politics are
manifest in their lyrics.

Okudzhava, the first Russian Bard, was born in Moscow to a family of
Communists from Tblisi, Georgia and is considered not to be Russian but instead of
South Caucasian heritage. His parents were both killed as a result of the Stalinist
purges and he volunteered for the defense of Transcaucasia when he was still quite

young (Twentieth-Century Russian Literature: A Critical Study 254). Okudzhava went



to University in Tblisi, Georgia and then went on to work as a teacher in a few places
in the Kaluga region of Russia. He eventually moved back to Moscow, spending
much of his time on and around the street Arbat in the center of Moscow. He died in
Paris, France (“buorpadus bysnaTt OkymxaBa“ [Biography of Bulat Okudzhaval).

Vizbor was born in Moscow. His father was a painter who was arrested and
rehabilitated posthumously in 1958, that is to say his father was no longer
considered to be a criminal. For a while his mother, a nurse, moved them to
Khabarovsk and then eventually back to Moscow. Vizbor studied to be a pilot for
many years, though eventually he became a school teacher in the north, worked as a
ski instructor, and spent much time mountaineering (“ABTo6uorpaus”
[Autobiography] FOpuii Bus6op: OduyuansvHbsiii catim. [Yuri Vizbor: Official Site]).

Vysotsky was born in Moscow. His main training and work was as an actor in
the Taganka theatre in Moscow, though originally he had studied to be an engineer.
In addition to being a stage actor, he also stared in many films, including the famous
serial “The Meeting Place Cannot Be Changed” and the movies “The Vertical” and
“Intervention”. He began writing songs in 1960 and travelled widely around the
Soviet Union and abroad for movie shootings and performances (?Ku3Hb u cmepm
Baadumupa Buicoykozo [The Life and Death of Vladimir Vysotsky]).

Within the Bards’ songs about travel, I discuss select works by Okudzhava,
Vizbor, and Vysotsky, all three of whom are exceptionally famous musicians of great
importance to Soviet society. Bard song is considered to have started with the music
of Bulat Okudzhava, who began writing regularly in 1957 and performed first in

1960 (65 IleceH = 65 Songs 44 and 26, respectively). From that time Bard music



easily became the most listened to music in the Soviet Union, with Vysotsky
becoming a cult figure and Vizbor also being an important contributor to the genre

of Bard music.

The general topics covered by the lyrics of Bard songs are based upon
everyday life. The lyrics are statements of how life is and the Bards’ discontent with
the everyday, without being overtly political and at times appearing on the surface,
in fact, innocuous. This thesis argues that the Bards express dissent through their
lyrics, using depictions of extreme societal types: utopias, dystopias, homotopias,
heterotopias. Specifically, I look at the Bards’ depiction of society from the point of
view of travel.

In this thesis I argue that the way society is depicted in the travel songs of the
Bards is a form of subversion because of the separation and distance that the road
and travel afford the traveller, creating a new space while allowing views of the
outside world. In my first chapter [ discuss the ways in which the cult of nature and
the cult of the machine act as destinations for travel and the way in which the cults
of nature and machine are used to represent movement towards a utopian space. In
my second chapter [ examine the way life and travel are connected metaphorically
as utilized by the Bards to express despair at the current state of life, nostalgia for
the past, and hope for future societies. My third chapter combines elements of my
previous two chapters and focuses on the need and search for change in current and
future societies. Throughout my thesis I compare Russian Bard music with examples

of the how the road is used in North American culture in similar ways. In particular I



look at the songs of Woody Guthrie, who holds a near analogous place in American
culture as that of the Bards in Soviet culture and also with the literature of members

of the Beat generation, specifically Jack Kerouac.

Societal Models

The types of extremes societies that are depicted in the lyrics of the Bards’
travel songs are utopias, dystopias, heterotopias, and homotopias. Depictions of
utopian societies have a long history of being part satirical in nature and part
sincere hope for a better future society. Sir Thomas More’s Utopia, the first idealized
society thus called, was no exception. The action of Utopia being a conversation
between the narrator who goes by the name of More, a friend of his, Peter Giles, and
a traveller, Raphael Hythlodaeus, in which Giles tries to convince Hythlodaeus to act
as an advisor to Kings and rulers because he has travelled so much and is extremely
well read and educated. In this conversation Hythlodaeus describes his travel to
Utopia and the reasons why his council would not be useful to rulers. ].C. Davis
states that in Utopia More criticizes the aristocracy’s values and attacks the practice
and ethics of the merchants and lawyers of England at that time (Utopia and the
Ideal Society 44). Though, it is not certain as to whether or not Utopia was meant by
More to be a possible solution for England, or in fact that England was unable to
remedy their situation (Searching for Utopia: The History of an Idea 61).

Similarly, in The Republic Plato describes a different ideal city, a good city,
one ruled by philosopher kings, who want to gain nothing for ruling, but simply rule

because the city’s good is what interests them. Plato’s The Republic was written,



according to Francis MacDonald Cornford, because of Plato’s concern with how
society could be transformed so that man might achieve his fullest potential
(“Introduction” xv). The Republic was meant to serve as an example of what men
might be if society were reorganized.

Dystopias, heterotopias, and homotopias also, have been used in Western
literary history as social satire and all are variations of the utopian ideal. Notably,
George Orwell’s extremely popular Nineteen Eighty-Four is about a dystopia written
at a time nearer to that of the Bard musicians, 1949. Dystopias are societies that are
characterized by squalor, discontent, shortages, and disease. Nineteen Eighty-Four,
though not a travel narrative, is a political satire based upon Orwell’s time spent
fighting during the Spanish Civil War and subsequent disenchantment with the
Soviet Union (Searching for Utopia: The History of an Idea 179).

The utopian spaces created in the lyrics of Okudzhava, Vizbor, and Vysotsky
are those idealized spaces that have no physical place in real life. More common are
heterotopias, utopias that have a place, though not necessarily with geographical
markers. Michel Foucault originally used the term heterotopia in his short writing
“Of Other Spaces”. The aspects of Foucault’s description of heterotopias are that
they are places for people “in a state of crisis” or for people undertaking deviant
behaviour, places that can be reutilized to create different meanings, thus a single
place where multiple spaces are capable of being represented and juxtaposed. They
are places linked with a break in regular time, places where the entry and exit are

controlled, and finally a place that is linked with the space surrounding it.



On the other hand, homotopias are spaces of extreme control and where
there is a lack of free will in a perfect society, while dystopias are societies in which
misery and oppression are the main characteristics. Homotopia is a term coined by
Lars Erik Larsen in his dissertation “Rewriting the Road: Representing Modern

Social Space through American Highway Narratives”.

Methodology

In relation to these different types of societies, I discuss how Jean
Baudrillard’s America and Michel de Certeau’s The Practice of Everyday Life inform
extensively on travel and how it changes the traveller’s view of these societies. The
traveller’s view of society is of utmost importance, because it allows for a subversive
depiction of society as it was seen to be - dystopias and homotopias - or how it was
wished to be - utopias and heterotopias. Baudrillard and de Certeau also discuss
how travel changes and creates a new society in the space of the traveller’s vehicle
and also separates the traveller from society around them, that is outside of the
vehicle or in the case of my discussion of nature in my first chapter the travelled to
space of the mountains.

Baudrillard describes the way in which the journey and its movement act to
change the place of the road, making it a space different from what it had been
before:

Movement which moves through space of its own volition changes into an

absorption of space itself - end of resistance, end of the scene of the journey

as such (exactly as the jet engine is no longer an energy of space-penetration,
but propels itself by creating a vacuum in front of it that sucks it forward,

instead of supporting itself, as in the traditional model, upon the air’s
resistance) (America 10-11)



The road as Baudrillard describes above, creates a new space out of itself, one that is
created by speed and movement. This space of the road simultaneously becomes
separate from the other places and at the same time a vacuum absorbing everything
around it. Further, it is the movement that plays this role, for Baudrillard it is the
speed of the motor vehicle that encourages this function of being sucked forward
and the speed that aids in the separation of the traveller from the space they travel
through. As he says, “disaffection finds its pure form in the barrenness of speed” (5).
The speed of the vehicle on the highway separates the traveller from the outside.
Additionally, this space is not static, but instead continuously sucks the traveller
into it, “In this way, the centrifugal, eccentric point is reached where movement
produces the vacuum that sucks you in” (Baudrillard 11). From this it is understood
that Baudrillard’s space is not in fact an actual space, but movement alone:

[...] aim for the point of no return. This is the key. And the crucial moment is
that brutal instant which reveals that the journey has no end, that there is no
longer any reason for it to come to an end. Beyond a certain point it is
movement itself that changes. (10)

For Baudrillard the movement of the vehicle along the road, the literal change of
place at a heightened speed, creates a constant though not static space in which
transformation can occur. The keys to Baudrillard’s new space, created for the
traveller by movement, are speed and the separation created by speed.

Separation is also an important aspect in how de Certeau thinks about travel

in The Practice of Everyday Life. He discusses train travel and the way in which it

acts to separate and bring back moments of one’s past, “The windowglass and the

iron (rail) line divide, on the one hand, the traveller’s (the putative narrator’s)



interiority and, on the other, the power of being, constituted as an object without
discourse, the strength of an exterior silence” (de Certeau 112). De Certeau notes
that there is no interplay between the outside and the inside, but instead that how
the outside appears affects how the traveller views themself and their own past,
“But paradoxically it is the silence of these things put at a distance, behind the
windowpane, which, from a great distance, makes our memories speak or draws out
of the shadows the dreams of our secrets” (de Certeau 112). Thus, travel results in
two separate systems on each side of the vehicle’s window.

De Certeau further analyzes the role that the traveller’s mode of
transportation and the machine itself plays in shaping what and how the traveller
sees. The distortion of the traveller’s view:

Between the immobility of the inside and that of the outside a certain quid

pro quo is introduced, a slender blade that inverts their stability. The chiasm

is produced by the windowpane and the rail. [...] The windowpane is what

allows us to see, and the rail, what allows us to move through. These are two

complementary modes of separation (de Certeau 112, original emphasis)
In regard to the windowpane, de Certeau specifically notes the inverse relationship
of seeing to possessing. Travel with its increased speed and at times improved
vantage point, for example from a plane, allows the traveller to see lots but possess
nothing, as they are not a part of that outside society, “The first [, the windowpane,]
creates the spectator’s distance: You shall not touch; the more you see the less you
hold - a dispossession of the hand in favor of a greater trajectory for the eye” (de
Certeau 112). He further clarifies this thought, noting the effects of extreme

separation and distance:

The blessed in trains are humble, compared to those in airplanes, to whom it
is granted for a few dollars more, a position that is more abstract (a cleaning-



up of the countryside and filmed simulacra of the world) and more perfect

(statues sitting inside an aerial museum), but enjoying an excess that is

penalized by a diminution of the (“melancholy”) pleasure of seeing what one

is separated from (de Certeau 113-114)

Separation of the view as result of the windowpane is what accounts for the
traveller’s romanticized view of society, because it eliminates the imperfections, the
same way that the desert appears barren but in fact has a multitude of life within it,
as Baudrillard notes (3).

Similarly movement separates the traveller from this outside society. The
only experience available for the traveller is the view, not the actual outside place,
which is what the traveller constantly attempts to capture:

The second inscribes indefinitely the injunction to pass on; it is its order

written in a single but endless line: go, leave, this is not your country, and

neither is that - an imperative of separation which obliges one to pay for an
abstract ocular domination of space by leaving behind any proper place, by

losing one’s footing (The Practice of Everyday Life 112)

For the traveller to take the outside as their own is impossible because of the
fleeting nature of movement in mechanical modes of transportation.

De Certeau sees the machine as the basis for all that travel offers and allows.
He calls it “the solitary god from which all actions proceed” in that “it not only
divides spectators and beings, but also connects them” (113). As the machine is a
god, de Certeau likens the musings of the traveller to prayers and railway cars to
“halos-holes (auréoles-alvéoles), [...] places of laziness and thoughtfulness,
paradisiacal ships sailing between two social meeting-points” (113).

The effects of travel as Baudrillard and de Certeau see them, as being mostly

based upon the separation and distorted view of society that they offer, show the

importance of the machine and the movement itself in what the traveller

10



experiences. In particular, how they traveller sees the space of the machine and also
the spaces they travel through. Baudrillard and de Certeaus’s writings show the
position of the traveller to be an excellent vantage point from which to view society
or to offer a different view of society. Because of this excellent vantage point
Okudzhava, Vizbor, and Vysotsky’s depictions of societies from the perspective of
the traveller offer the listener a vision of Soviet society that is different from the
mundane, because of the traveller’s separation. The portrayals of Soviet society that
the Bards present are societal extremes of utopias, dystopias, heterotopias, and

homotopias.

Literature Review

Very little has been written on societal depictions in Bard music. A. V. Kulagin
in “The Work of V. S. Vysotsky in the Context of Russian Literature of the 20t
Century” [TBopuecTBO B. C. BbICOLIKOI0 B KOHTEKCTE PyCCKOU JIuTepaTypbl XX
Beka], part of conference proceedings, notes in one point that Vystosky depicts
dystopias in songs such as “Paradises’ Apples” and “Revolution in Minds from Edge
to Edge” and that dystopias in Russian literature have their beginnings in Evgeni
Zamyatin’s seminal novel We.

The topic of travel also has been looked at by only a few scholars in relation

“e

to the Bards’ lyrics. However, Oleg Kling in his article “/A Long Road Is Yours by
Fate’: The Myth of the Journey in Bulat Okudzhava’s Lyric Poetry” offers much

interesting information on how journeys are portrayed in Okudzhava'’s lyrics and

how in his oeuvre Okudzhava’s conception of the journey changes. Kling sees the
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road’s importance to the lyrics of Okudzhava’s songs in that journeys and paths in
Okudzhava’s oeuvre are representative of fate and life, a vein that I explore in my
second chapter.

The idea that the theme of travel in the lyrics of music and in literature
creates another space has only been touched on slightly in terms of the Bards’
music, with Inna Sokolova analysing the exotic destinations of some songs. In
regards to the music of Vizbor, Sokolova discusses his song “Madagascar” in her
article “Bardic Song: Exotic to Utopia”. She analyses how his depiction of
Madagascar is a complete fiction, but that this is Vizbor’s point in writing the song;
Madagascar is the unknown and thus acts as a utopia through the distance that
exists between himself, his listeners and the actual country of Madagascar.
Sokolova’s argument shares many similarities with mine in that we both see how
the Bards use spaces as depictions of societal types; however, Sokolova limits her
argument to simply exotic spaces, while my argument takes the movement and
travel itself as key to the separation and the ultimate creation of spaces different
from Soviet society.

Because there is so little scholarly research on the depiction of societies

through travel in the music of the Bards, I look to the scholarship on North American

Beat literature that covers similar topics. The idea of the road creating and

transforming places into subversive spaces has been analysed in the literature of the

Beat generation, notably in regard to the music of Bob Dylan and the novels of Jack

Kerouac.
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In his article “Mobility as Resistance: A Geographical Reading of Kerouac’s
‘On the Road” Tim Cresswell argues that On the Road uses mobility to counter the
cultural norms of the time. He finds that Kerouac uses mobility and the road to
express his general dissatisfaction with all places in America, finding solace only in
movement itself, as he is unhappy with the ‘American Dream’ of a house, job, wife,
and children.

In Todd Kennedy’s dissertation, “Hitting the American Highway: The
Ontology of the Hobo-Hero in Twentieth-Century American Culture” he tackles the
concept of the Hobo-Hero and the American road through a variety of angles, but
encapsulates the idea that the mobility offered by the road is a masculine expression
of autonomy. Interestingly, Kennedy sees this in the Beats’ vision of the road and
also in the lyrics of Bob Dylan. Kennedy argues that Kerouac’s “beat’ ethos” focuses
on a search for a specific location and that how in movement a person can achieve a
personal epiphany in separation from society. Kennedy argues that Dylan views
mobility as anti-capitalist and as a response to modernity and the only form of
rebellion to modern society, He sees Dylan as a postmodern ‘Hobo-Hero” as opposed
to the Beat “Hobo-Hero”, who is unable to separate himself from society.

For his part, Richard Elliot in his article “The Same Distant Places: Bob
Dylan’s Poetics of Place and Displacement” looks at the way in which Bob Dylan’s
lyrics use places to reference a type of collective memory to be called upon to create
a commonality between the protagonist of the songs and the listeners, as well as the

sense of displacement through travel to create a longing for home.
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Lars Erik Larson in his dissertation “Rewriting the Road: Representing
Modern Social Space through American Highway Narratives” shares many
similarities with my work. Larson argues that American highway narratives serve to
change the space of the road as the author of the narrative so desires; in some cases
the authors rewrite the road as a place for the wealthy to tour and sightsee, while
other authors create a space of sexual freedom. Like Larson’s dissertation, my thesis
looks at the Bards’ goal of subversion through depictions of travel and the way in
which their societal descriptions from the road work to create or undermine

societies.

The Russian Bards as represented by Okudzhava, Vizbor, and Vysotsky
demonstrate the subversive quality of societal depictions in their travel songs. In my
thesis I explore this topic and the way in which these lyrics compare with North
American music of a similar style, specifically Woody Guthrie. This thesis seeks to
examine the ways in which the theme of travel represents extreme societal forms
and how these forms serve as subversive elements in the lyrics of Bard music from

the Soviet Era.
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Chapter 1: Long Live the Mountain! Long Live the Machine!
Nature and machines seem to be binary opposites for which there is no

common ground and for which there shall be no reconciliation. The cult of nature

and the cult of the machine were both precursors in Russian thought to the period of

time in which Bard music was popular (1960s-1980s). Proponents of the cult of
nature regard nature in a semi-religious manner (Romanticism against the Tide of

Modernity 38). Though it is also present in earlier times, the cult of nature’s roots

are found mainly in the Romantic period and it opposes modernity and the machine.

The cult of the machine found popularity with the Futurists of the early
Soviet era, a prime example being Vladimir Mayakovsky. With the influx of

mechanization came the idea of a totalizing mechanization of life as Michael Lowy

and Robert Syre state in their book Romanticism against the Tide of Modernity (38).

Examples of both the cult of nature and the cult of the machine are demonstrated
separately in the lyrics of Bulat Okudzhava, Yuri Vizbor, and Vladimir Vysotsky.
Utopias as destinations in Bard music center on these two ideas.

In addition to the Bards’ separate treatment of these two topics, they also
take them and meld them so that they become each a part of one another. They do
not only sing songs on typical topics along the strain of the cult of nature, extolling
the beauty and superiority of the natural, but they use machines as extensions to
nature and machines as forms of nature. The blending of these two binaries adds
dynamism and freshness to the lyrics and concepts addressed by the Bards and
shows changes in society. In particular it shows the changes in those societies

depicted by Bulat Okudzhava, Yuri Vizbor, and Vladimir Vysotsky through the

15



innovative way in which they combine nature and machine. The Bards create a

different idea of utopia by making machines an extension of utopia.

Cult of Nature

In the songs of the Bards that are about travel to nature, specifically to the
mountains, travel is towards utopian spaces. The mountains are portrayed as a
utopian space that comes out of the Romantic and Sentimental veins of the Russian
literary tradition, as mentioned above. These utopian places were not easily
available to the majority of the population in Soviet society, allowing them to simply
be seen as separate from everyday living.

The cult of nature is not new to poetry or song, as nature has often been a
heavily romanticised topic, one that is linked especially with the exotic and the
primitive. In the history of Russian travel literature, the cult of nature finds its
beginnings in such novels as Nikolai Karamzin’s Letters of a Russian Traveler 1789-
1790: An Account of a Young Russian Gentleman’s Tour through Germany,
Switzerland, France, and England, modelled after Laurence Sterne’s A Sentimental
Journey. Further, nature is also especially prevalent in Mikhail Lermontov’s A Hero of
Our Time and it is a good example of the romanticisation of nature and the
mountains within the frame of a travel narrative, as in it the narrator travels
through the Caucasus hearing stories about the character Pechorin.

Another key text of Russian travel literature is Ilf and Petrov’s American Road
Trip, originally published as an article in both the newspaper Pravda and the
magazine Ogonek. Elena Siemens in her article "In Search of True America: Images

from IIf and Petrov’s 1935 American Road Trip” writes, “IIf's photography, while it
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may fall out of the creative paradigm of the early Russian avant-garde, nevertheless
delivers a revealing portrait of the 1930s US.” (2) Like the Bards’ depictions of the
societies they travel through, IIf and Petrov’s photo essay acts to form a picture of
true America for the Soviet population, and this America is an America encapsulated
by a “gas station ‘at the intersection of two roads’ (Siemens 11).

In addition to the road, the idea of nature as representing freedom is also not
new - the word “nature” being the root of the word “natural” - that is “how things
should be”, a free state of being. Nature, as Raymond Williams discusses it in “Ideas
of Nature”, is a concept that has a plethora of meanings and, at times, these multiple
meanings can be disparate. From the multiplicity of meanings that Williams
presents, the ways in which he examines nature that are relevant to this discussion
are nature as an ideal, that which is uncorrupted by humans, nature as a refuge, and
nature as anti-modern. These ideas form the basis of the Bards’ conceptualization of
nature and how it relates to the modern society of their time as it is presented in
their lyrics and how it is seemingly both coherent, when they idealize nature, and
incoherent, when they idealize the machine.

In Russian literature, Alexander Pushkin’s Journey to Arzrum tells of his
travel from the city to nature as he travel from Moscow through the Caucasus
mountains to Arzrum to deliver a message. The travel notes tell of Pushkin'’s travels
from Europe into the heart of Asia, epitomized by his experience of seeing a harem.
For Pushkin, though he truly sees Europe as ideal in terms of luxury he is
overwhelmed by the scene of the Caucasus, “I dropped behind the convoy, having

lost myself in contemplation over the enormous cliffs, between which the Terek
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beats with indescribable fury” (Pushkin 26). Indeed, in spite the dangers presented
by the area in terms of bandits, Pushkin still views the mountains as a safe place,
“the Caucasus received us into its sanctuary” (Pushkin 26).

The way that Okudzhava, Vizbor, and Vysotsky treat nature in their songs is
mainly in an idealistic manner, similar to that of how Pushkin sees the Caucasus.
They also share their understanding of nature with Seneca, in his belief that the
State of Nature is: incorrupt things, where things are straightforward, and a place
where people are content - similar to the Garden of Eden before the fall (Williams
290). The Russian Bards present such idyllic views of nature throughout their
works, thereby contributing to the continuance of the cult of nature in modern
society.

One particular song of Vizbor’s that takes such an idyllic view of the
mountains is “Grove of Summits” (1978):

We enter the mountains, like we enter a grove.

Its top - in white snow flowers.

Its trunk sheer and boundless,

And glaciers, like petals hang.

Refrain:

And our path is clean, and the path is not near -

On the crests of mountains, on the poles.

There is an eternal call to a person,

There is an eternal call to a person,

In the mountains, on the sea and in the heavens,

In the mountains, on the sea and in the heavens.

In the grove of summits grow their own fruit.

They produce difficulty and friendship.

And such fruits nowhere are sold,

Since they are called noble.

(Refrain)
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We do not look in this grove for women,

Because of this it does not smell of betrayal.
Respectfully bending their antennas,

For us only following our fellow travellers.
(Refrain)

In the grove of summits grows one mountain,
Which is higher and more beautiful than them all,
And because the road to there is dangerous,

It is time for us to get on it!

(Refrain) (Translation my own, original Russian from Tbt y meHs 00Ha = You
and I are One 150)

The ways in which this song is in line with Seneca’s State of Nature are twofold.
First, that the tops of the mountains are described as “white snow flowers”,
demonstrates their representation of pureness, similarly the place of the mountains
is pure because like the Garden of Eden before Man'’s fall from Grace, those who are
there “do not look [...] for women”. The mountains represent an uncorrupted space.
Second, the people who are in the mountains live a simple and content existence: “In
the grove of summits grow their own fruit. / They produce difficulty and friendship.
/ And such fruits nowhere are sold, / Since they are called noble”. So, even though
the lives of those in the mountains may not be easy, from their experiences the
climbers gain things that they can get nowhere else, and that no amount of money
will buy them. The difference between the Garden of Eden and the Grove of Summits
is that the Grove of Summits produces the sublime fruits of trouble and friendship as
opposed to the famous fruits of the Garden of Eden - the knowledge of Good and
Evil and of life. With the way that Vizbor describes the mountains, it is not hard to

see that this song is a direct allegory of the Garden of Eden myth.
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In relation to this portrayal of the Garden of Eden, that there has been no fall
from grace and that there is “no smell of betrayal” is what makes the last stanza of
the songs so gripping and important. The way up the highest and most beautiful
mountain is treacherous but there has been no fall from grace as there are no
women up until this point in the song. Thus, the mountain grove is a true utopia -
free of the downfalls of previous utopias such as the Garden of Eden. It is dangerous
but there is an inevitability of success in this song. It is at the end of the song that the
path taken by this band of climbers climaxes because for them the future lies on the
highest mountain, the ultimate utopia. They continue to push their utopian society
onward: “And because the road to there is dangerous, / It is time for us to get on it!”
The highest mountain is dangerous but there is an inevitability of success in the
song.

The cult of nature is established in the songs of the Bards in another manner
than the direct allegory employed by Vizbor in “Grove of Summits”. Vizbor and
Vysotsky both see that which is not the city, the Soviet center, as being key to a
person’s true character, a concept common to Romanticism. Mountains in particular,
and specifically those that are untouched and unscaled, they see as ideal sanctuaries
in which to be one’s self and to free one’s self from the dreariness of everyday life.
This is similar to how nature is present in the literature of the Romantic era as
James C. McKusick explains in the chapter “Nature” from his book, A Companion to

European Romanticism (431).
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The way that the Bards consider the mountains is very similar to Boris

Pasternak’s poem “The Urals for the First Time” (1916), especially in this excerpt of

the second and third stanzas:

In thunder, the masses and bronzes of mountains,
Accidentally struck, avalanched down.

The train went on panting. And somewhere this made
The spectres of firs go shyly to ground.

The smoke-haze at dawn was a soporific,
Administered slyly - to mountain and factory -
By men lighting stoves, by sulphurous dragons,
As thieves slip a drug in a traveller’s tea.
(216-217)

For Pasternak the mountains are the ideal that are threatened by machines and
factories and poisoned by the sickly puffing train that causes people to fall asleep, a
euphemism in this poem for death. This escapist aspect of travel to and in the
mountains and the idea of untouched nature as the idealized space is most clearly
seen in Vysotsky’s “Farewell to the Mountains” (1966) translated by Nathan Mer:

During the fuss of cities and in the streams of cars,

We are returning - simply nowhere else to go.

And we descend from the submissive peaks,

Leaving our heart, there in the mountains.

Refrain:

So leave the unnecessary arguments,

[ proved everything to myself:

Better than mountains can only be mountains

On which no one had ever been.

Who will want to stay in trouble all alone?

Who will want to leave, not minding what the heart has to say?

But we just descend from the submissive peaks...
Because even gods used to descend down to earth.

(Refrain)

How many words and hopes, how many songs and topics!
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The mountains will be with us and they beg us to stay.

But we descend, some for a year, some forever,

Because always, because always we will have to return.

(Refrain) (Songs and Poems Vol. 1 60)

This song echoes Pasternak’s poem in that the mountains in Vysotsky’s song are
idealized. Pasternak likening the mountains to bronze statues while Vysotsky
depicts them as the dwelling place of gods. Also, in both Vysotsky’s song and
Pasternak’s poem modern modes of transportation have negative connotations, in
Pasternak’s poem the sickly train and in Vysotsky’s song, “During the fuss of cities
and in the streams of cars”.

“Farewell to the Mountains” is a representative example of other songs that
the Bards sing about mountains. In the lyrics of the Bards, a common purpose for
the car is as a means of escape from modern society; it enables the protagonist to
escape the city and get “back to nature”. It is the first two lines of the song that
epitomize the escapist sense of the action. For the protagonist, there is “simply
nowhere else to go”. These lines simultaneously give a sense of defeat, with a feeling
of urgency and a necessity for change that is echoed in the Bards’ other songs about
travel, be it simply a change of scenery or a change in society - a change that is from
the bad to the better.

The way in which utopia is addressed in this song is similar to the manner in
which it is discussed in Vizbor’s “Grove of Summits”. The untouched and unscaled
mountains are the most desirable “Better than mountains can only be mountains /
On which no one had ever been”. The utopia of the mountain for the traveller is

distinctly different from the others because in travel in the mountains there is no
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separation of the traveller from a real place in the world, as opposed to the
separation of the traveller as discussed by de Certeau and Baudrillard. There is no
vehicle to create a different space, but instead only separation from Soviet society.
The utopia instead exists in truth for the traveller to move in but also through.

In this song there exists the dichotomy of mountains and not mountains. The
mountains represent where the heart is safe, while where there are no mountains, is
a place of “unnecessary arguments” and “stay[ing] in trouble all alone”. This
dichotomy reinforces the concept of the mountains as a utopia that is separate from
Soviet society. “Farewell to the Mountains” is one of several songs of Vysotsky’s
about the mountains, some of which are featured in the film “The Vertical”, which is
what skyrocketed Vysotsky to stardom (Mer 60).

A major theme in all of the Bards’ songs about the mountains is the
comradery between the climbers, which serves as an example of an ideal society for
them. Vysotsky has one song in particular that addresses this theme directly, “A
Song about a Friend” (1966), here translated by Nathan Mer:

If all of a sudden a friend has become

Not a friend, not a foe, but something else.

If you can’t tell the first time,

Whether he’s good or bad.

Ask him to go to the mountains with you.

Never leave him alone up there.

Let him always be joined with you.

Then you’ll know who he is.

If a lad is afraid of high peaks,

If he gets sour and is about to fall,

Made his step on the ice and down,

Made a slip - and then screamed...

That means someone else stands beside you.

Never scold him, but hurry him.
Those ones are never taken to the top.
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Nobody sings about them.

If he didn’t howl nor whimp,

If he was angry, but still, went on,

And when you fell from the cliff,

He moaned, but held on.

If he went with you, as though to fight,

On the summit he stood, all brave,

That means trust him like you do yourself,

Always depend on his help. (Vladimir Vysotsky: Songs & Poems, Vol. 1 65)
The theme of comradery is directly addressed in this song. It makes clear that only
in the mountains while climbing is it possible to know who is a true friend. The
mountains act as a space where trust can be tested and people’s true nature are
made known.

The mountains in this song also serve as a metaphor for separation from
Soviet Society. As with the other songs about mountains, the peak itself serves as the
goal and ultimate utopia that the climbers are moving towards. While in this song,
the person who behaves poorly in the mountains is denied that final utopia, “Those
ones are never taken to the top”. The peaks of mountains in all three songs are the
ultimate untouched places and while in “Grove of Summits” and “Farewell to the
Mountains” the climbers never reach their destinations, in “A Song about A Friend”
the true friend will in the end stand on the summit bravely.

Some other songs about travel to and in the mountains by Vysotsky are “To
the Summit”, “The Summit”, and “You Are Walking the Edge of an Iceberg”. Vizbor
also sings about travel in the mountains in the songs “Hello, Comrade Participants”,
“I Have Returned”, “Nakra”, “Mom, I Want to Go Home”, and “But We Go to the

Mountains...”. These songs all talk about the way in which the utopia of the

mountains separates people from everyday life in Soviet society.
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Mountains are not the only aspect of nature that the travel songs of the Bards
focus on. Also, important to the theme of travel in Russian Bard music is the North, a
theme important in the songs of Russian Bard Alexander Gorodnitsky, and exotic
foreign places, notably, America, Africa, and the Far East, though the travel within
the mountains is especially interesting because of the lack of modes of

transportation to separate the traveller from the space they travel through.

Cult of Machine

North American folk music of the same era as the Bards, that is the pre-
revival folk music as well as that of the revival of the 1960’s, has no use for cities and
also takes its ideal as “natural” (see Back to the Garden). The music of the pre-
revival and early revival focuses on travel as a means of survival. Particularly the
songs of Woody Guthrie tell of the life of the migrant worker and specifically the
Okie, a migrant worker from Oklahoma, and the necessity of travel to find work and
to survive. Both groups, North American and Russian, at those times are expressing
their discontent with the societies in which they live, the politics of many of the
artists being the opposite of the ruling party. It would seem that because of how the
Bards treat nature in their lyrics, that is in such a Romanticized fashion, that they
would be against machines and modernity, however, the Bards cannot be described
as anti-modern as is common to discussions of North American folk music (see
McKay). Instead, modernity in the songs of the Bards is a positive force as it links

with the cult of machine as well as acting as an extension of the natural.
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The way that the Bards treat the topic of modernity and the machine follows
a similar vein to that of the Russian Futurists. Celebration of the machine becomes
more focused in the songs of the Bards when viewed in comparison to the Russian
Futurists, however. Machines as modes of transportation are what play central roles
in many of the most famous Bard songs. The modes of transportation that are
mentioned in the songs vary from horses and walking, to trains and the more
intimate public transit of buses and trams to the large-scale types such as airplanes.

Depiction of the machine in Bard music is unique because rarely does it have
a negative connotation. That Okudzhava, Vizbor, and Vystosky are capable of seeing
the positive side of the machine makes their music interesting as it maintains the
societal ideas of the time, the cult of machine, and is vastly different from how North
American folk music of the same period represents machines.

A good example of the attitude of North American folk music’s view of
machines is the song “John Henry”, which exists in a variety of versions performed
by a multitude of people?, though I refer to the version written and performed by
Woody Guthrie. The basic story of the John Henry fable is that John Henry, a railroad
track worker, challenges a steam-powered track-laying machine to a race to see
which of them can lay the most track in the quickest amount of time. John Henry
wins the race, but is so exhausted that he dies as soon as the race is over. In this
case, the track-laying machine is vilified while the train is not. The train in this fable

instead of being vilified acts to unify the people and the space of the nation and is

2 Various versions of “John Henry” have been performed by such artists as Johnny
Cash, Bruce Springsteen, Harry Belafonte, Van Morrison, Gillian Welch, Jerry Lee
Lewis, Peter Seeger, and Ramblin’ Jack Elliott.
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therefore a positive force. The train serves all humans in connecting the nation
while the track-laying machine is meant to replace workers’ livelihoods. The false
belief that the machine should replace humans and deny them the ability to make
their livelihood is shown in how laying the train track is not only a job, but John
Henry’s vocation:

John Henry when he was a baby

settin’ on his mammy’s knee

picked up an hammer in his little right hand

Said “Hammer be the death of me me me,
hammer be the death of me!”

[...]

They took John Henry to the graveyard

Laid him down in the sand

Every locomotive comin’ a-rolling by by by

Hollered “there lies a steel-drivin’ man man man

There lies a steel-drivin’ man!” (Woody Guthrie Sings Folk Songs)

The track for the train is meant to be built and John Henry is the man predestined
from birth to build it. This song is meant to change society’s view that machines are
more productive than humans and that humans should have the right to work for
their wage as they are better workers than machines. In this way, the song poses a
direct affront to modernity.

In the songs of the Bards, machines such as trains act as extensions of the
body for the traveller, taking them out of the busy city and the every day and putting
them in a place of repose or in some cases the machine acts as the location of repose
itself. This sense of the machine as a positive force in society is a concept derived

from modern society. Machines are meant to help and aid in the creation of an easier

life. Before the time of Bard song in the Soviet Union this was what machines had
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been doing, explaining the Futurist’s “cult of the machine”, which is also founded in
Soviet society’s faith in the machine as the tool of progress. Vladimir Mayakovsky,
one of the most famous Russian Futurist poets and a supporter of the Revolution in
Russia, describes factories in “A Story of Kuznetskstroi and Its Builders”:
There will be a garden-city here
with lights,
and flowers,
and all.
The burst and boom of dynamite
Will shoo away
the bear,
While monster-mines
in quest of coal
the bowels of earth
will tear.
Pitch high the walls of factories!
Let whistles wheeze with steam!
With hundred-sun-power furnaces
Siberia will gleam.
(Mayakovsky 121-122)
In this excerpt from the poem it is possible to see the interplay between nature and
machines and the Soviet cliché of construction and building. Soviet society will build
with their hands and shovels a “garden-city”, complete with all the idyllic aspects of
nature represented by flowers, while keeping away all of the harmful with the
example of the bear. In this poem nature in the form of the bear is seen as harmful,
with the bear symbolizing Imperial Russia and old ways of doing things, depicted in
this poem as uncivilized and dangerous. For the Russian audience the bear having a
negative connotation would be a particularly poignant image because of its cultural
significance. In this way, the poem shows Soviet society’s desire for a new future,

one free of the clichés of Imperial Russian culture. Similarly, the poem shows how

the Soviets desired supreme control over nature in how Mayakovsky describes, the
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“monster-mines [...] the bowels of the earth / will tear” and their factories furnaces,
in fact, will burn brighter than the power of one hundred suns and a casting off of
the way in which things had been done. In “A Story of Kuznetskstroi and Its
Builders”, nature’s uninhabitable Siberia is turned by the Soviet machine into a
veritable Garden of Eden. Nicholas Klepinin, a Russian religious scholar in his 1930
article on the war on religion in Soviet Russia discusses this understanding of
machines as religious in nature:

The machine is the highest attainment of organisation, the most perfect form

of precision. To create a man and a community that will live with just such an

ideal precision and mechanism as that of the machine, this is the ultimate aim
of Communism. Thus the machine acquires the aspect of a symbol, which
incarnates this ideal of Communism. Hence the present cult of the machine in

Soviet Russia. (522)

In Mayakovsky’s poem the dynamite and “monster-mines” are given the role that
Klepinin describes as moulders of the world. And the precious furnaces, sources of
heat and power, transform Siberia and make it “gleam” like gold. Kuznetskstroi
transforms Siberia from a wasteland into a gleaming paradise. And, this idea of a
mechanically built paradise is drawn upon by the Bards, as they make machines
themselves spaces of utopia, in the same way they portray the peaks of the
mountains.

One song that quickly springs to mind when discussing the cult of the
machine is Okudzhava’s “Midnight Trolley” (1957). In his famous anthem “Midnight
Trolley”, translated here by Eve Shapiro, the machine creates a sanctuary. The tram
saves the protagonist physically from the outdoors and also provides psychological
aid:

When I haven't the strength to master my misfortune,
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when I feel despair coming on,

[ hop on the passing blue trolley,
the last one,

the chance one.

Midnight trolley, rush along the streets,
circle the boulevards,

pick up all those who were shipwrecked
in the night,

in the night.

Midnight trolley, open your door!

[ know how in the cold midnight

your passengers-your sailors-

come to my aid.

With them more than once I've left my troubles behind,

we've rubbed shoulders together...

Just imagine-what kindness there is,

in silence,

in silence.

The midnight trolley sails through Moscow,

like a river, Moscow calms down,

and the pain which pecked at my brain like a starling

dies down,

dies down.

(65 Ilecen = 65 Songs 39)
The tram in this song dislocates the protagonist from the world outside and acts as a
barrier between pain and the protagonist. The tram creates a heterotopian space for
the narrator in the separation it creates, just as Baudrillard’s car and de Certeau’s
train separates the travellers from the land they travel through. Not only does the
tram save the protagonist psychologically but it also acts as a saviour physically, by
picking the protagonist up off of the street. The tram takes the protagonist away

from his troubles. Yet, it in actuality takes him nowhere, for as Okudzhava relates,

the tram “circles the boulevards”, and the protagonist exists in the heterotopian
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space of the tram, a non-place. The protagonist’s ultimate destination is unknown,
as in the song the protagonist never gets off the tram.

In “Midnight Trolley” nature also plays an important role. Nature’s more
inclement side is presented in the coldness of the night and the shipwreck imagery
that is juxtaposed to the inside of the tram where there is warmth and friendliness.
Nature is what, among other things, the protagonist is trying to escape. In the lines
of the song, also, there is also a negative depiction of nature with the pain in his
head that he compares to a pecking starling that eventually quiets down as a result
of the tram. Moscow, the city itself, is likened to a river - that can be turbulent or
calm depending upon the weather, whereas Moscow is turbulent or calm depending
upon what the people in it are doing.

Vizbor has a song concerning the trams that looks at Moscow from the other
side of the day, “First Tramway” (1980):

Over the city, over pale roofs

Ice flies, dressed in dark blue.

With shabby wheels from frost

The tramways take off for Moscow.

Even though, each day it is necessary to connect it again

Far away regions of the provinces.

In Cheremushky, Cherkizovo, Chertanovo

“Let's go by tram to the city”, they say.

On the roofs silver dawn huddles,

And the returning rails squeal,

And faces made by warmed fingers

On icy windows tremble.

Snow over our city is sown,

Ice flows from the cupolas of the earth,

As it should scatter to the North
And a pitcher spilled white cold.
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Long live Moscow Tram Workers!

The temporary mooring of dawn's fate,

Alarm clocks are the comrades’ best friends,

And comrades getting up in the night.

With worn season's tickets

We sail into the blue of the great day,

And the half-season's collar,

Like the flag of winter on a ship is raised.

Until in Moscow not many saw

This morning's first snow,

Hello you, residents of the monastery,

Rolling along morning Moscow! (Translation my own, original Russian from

Tot y MeHs1 00Ha = You and I are One 224-225)
This song deals with how the trams move from the outer regions of Moscow to the
center, whereas Okudzhava'’s song “Midnight Trolley” deals with a single trolley
circling the same streets in the center of Moscow. The two songs display different
reasons for travel, as well. In “Midnight Trolley” the protagonist travels for escape
from the night, while in “First Tramway” the riders are on the tram on their way to
work in the morning. In this song the tram acts to connect people as the train does
in “John Henry”. Both Vizbor and Vysotsky’s songs represent public modes of travel,
transport available to those people with little money. And while “Midnight Trolley”
protects the protagonist from the harsh elements of nature, the “First Tramway”
privileges the riders by allowing them to see certain aspects of nature when those
who have more money and who are able to live in the center of Moscow do not:
“Until in Moscow not many saw / This morning's first snow”. In each song, the
machine serves as a space separate from nature

“First Tramway” does not completely romanticize nature or machines.

Instead, nature is again seen as destructive, but only mildly, “with shabby wheels
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from frost”. The majority of the song does romanticize nature, shown in how the
passengers are in need of shelter from the weather, “And the half-season's collar, /
Like the flag of winter on a ship is raised”. They, however, are not portrayed as
complaining about the elements but instead are only described in romantic images
in connection with the weather, “and faces made by warmed fingers / On icy
windows tremble”, which is similar to the image of the workers being best friends
with their alarm clocks and the early morning riders of the trams. The early morning
event of the tram leaving for Moscow is extremely romanticized. For the riders, the
tram acts as a separate space, one where everyone is content and happy to going
into the great day together. The tram is the picture of the heterotopia of the car and
its effects described by Baudrillard and the train car described by de Certeau. And,
the travellers, from their privileged heterotopian position, view the great beauty of
Moscow and the pristine and unblemished effect of a new snowfall.

In addition to nature playing the dual role of being both positive and
negative, the Bards and the Futurists both see the machine as a positive force. The
Futurists, however, make no distinction between types of machines, while the Bards
do. For the Bards the machines that are viewed as positive are those that are modes
of transportation. The Bards glorify movement as an expression of freedom and thus
the machines that make more movement possible are given a place of importance,
while other machines are seen as destructive.

The melding of nature and machine is exemplar of how the Bards made the

two cults —-nature and machine - as the formalist scholar Viktor Shklovsky would
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term it “strange”. Shklovsky states that art is the result of “making strange” how
things are generally perceived in everyday life:

In our phonetic and lexical investigations into poetic speech, involving both
the arrangement of words and the semantic structures based on them, we
discover everywhere the very hallmark of the artistic: that is, an artefact that
has been intentionally removed from the domain of automatized perception.
It is ‘artificially’ created by an artist in such a way that the perceiver, pausing
in his reading, dwells on the text. This is when the literary work attains its
greatest and most long-lasting impact. The object is perceived not spatially
but, as it were, in its temporal continuity. That is, because of this device, the
object is brought into view (12)

The Bards master this idea in how they incorporate the two concepts of nature and
machine into a single coherent unit.

An excellent example of the melding of both the cult of nature and the cult of

) “

machine to make them both strange and new again is Vysotsky’s “Train in the
Desert”:

[ remember, I remember that night.

[ do not meet with my love, nor the holiday table.
Today I was there the main dispatcher,

And today I myself moved arrows.

And let me send a train to the desert,

Where there are only sand dunes in hot rays.
My trains don't return empty,

As my oasis is not withered.

And again I send a train across the world,

[ do not fold my arms and I do not sob bitterly.

[ do not force myself upon them, the other passengers,
[ plant myself in the train and [ want someone.

[ let me send my train into the desert,

Where there are only sand dunes in hot rays.

My trains don't return empty,

As my oasis is not withered. (Translation my own, original Russian from
Bards.ru)
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The song starts with a very dire image of a lonely train dispatcher at his job. From
this dismal point, similar to the position of the protagonist of the “Midnight Trolley”,
who lacks the will to not be depressed about his situation in life, the protagonist
looks for a way to make himself feel better. The protagonists in both songs manage
this through machines, through mechanized modes of transportation. In “Train in
the Desert” there is an important difference, however, for it is the protagonist
himself who dispatches the train out to his oasis. He is the driving force towards the
utopia, while in the “Midnight Trolley” the protagonist surrenders himself to the
heterotopian power of the ever-circling trolley. Thus, the strength of the protagonist
presented in “The Train in the Desert” is much more empowering, than the
protagonist in “Midnight Trolley”.

Another important difference between the two songs is the interactions and
relationships between the protagonists of these two songs with their “fellow
travellers”. In “Midnight Trolley” the protagonist feels a sense of comradery with the
other passengers. The lines, “I know how in the cold midnight / your passengers-
your sailors- / come to my aid. / With them more than once I've left my troubles
behind, / we've rubbed shoulders together... / Just imagine-what kindness there is, /
in silence, / in silence,” make it clear that the passengers are exactly like the
protagonist, looking fro a means of escape from the city. In “Train in the Desert”,
however, the protagonist is separate from the other passengers and he feels no
commonality with them: “I do not force myself upon them, the other passengers, / |
plant myself in the train and I want someone”. The passengers in “Train in the

Desert” are not in fact the same type of travelers as those in “Midnight Trolley” as
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the protagonist in “Train in the Desert” is the dispatcher and so he does not in fact
take his trip to the desert. The fellow travellers of the protagonist in “The Train in
the Desert” are elements created by the dispatcher’s mind, while within the song the
fellow travellers of the narrator of “Midnight Trolley” are presumed to exist. In
“Midnight Trolley”, the relationship between the travellers is one of comradery
while in “Train in the Desert” the protagonist remains isolated. In spite of this
difference it is important that the different relationships exist because they
represent how the protagonists see the other members of their heterotopian and
utopian societies, the protagonist of “Midnight Trolley” surrounded by people
similar to himself, while the protagonist of “The Train in the Desert” is essentially
travelling alone.

A further difference is that in “Train in the Desert” the cult of nature is
present in the protagonist’s ultimate idealized spot, as it was in the songs of the
mountains in relation to the peaks. Nature is the final epitomized utopia of the
utopian train trip in “Train in the Desert”. A desert oasis amidst the emptiness of the
“sand dunes and hot rays”, acts as the protagonist’s utopia, where his trains gathers
something to take back to his sad and lonely place at work and in society, whereas
Okudzhava’s “Midnight Trolley” and Vizbor’s “First Tramway” more depict the
inclemental aspects of nature with only a hint of romanticisation.

To conclude, Bulat Okudzhava, Yuri Vizbor, and Vladimir Vysotsky’s
treatment of the topics of nature and machines as they relate to travel were not
static and not simply just continuations of the cult of nature’s nor the cult of

machines’ literary histories. The Bards’ treatment of the topic of nature and
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specifically the topics of mountains show that exoticized “uninhabited” places form
ideal utopias for the traveller. This is because there is no separation of the traveller
from the space that they travel through, while in the songs about different modes of
transportation the travellers are separated from the places they see by the vehicle
that they travel in. Similarly different is the way that the machines act in the songs
not as exoticized “uninhabited” places but are depicted as positive new spaces,
places of peace and possibility, and mainly places of comradery. The effect of
machines as modes of transportation being considered in a positive light is that it
creates a sense of promise in machines. For the Bards like the Futurists, the future is

not doomed to be a dreary “mechanistic” experience.
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Chapter 2 One Way Ticket

"What's your road, man?--holyboy road, madman road, rainbow road, guppy road,
any road. It's an anywhere road for anybody anyhow.” - Dean Moriarty in Jack
Kerouac’s, On the Road, Part 4, Ch. 1 p. 226

Like Dean Moriarty in Kerouac’s On the Road, the narrators in the Bards’
songs express their discontent with the state of their society through their depiction
of the space of the road as a symbol for action in life. The road is also particularly
useful in depicting different lengths of time and different amounts of control. It
always, however, represents movement in one direction, whether that is movement
from one point to another or circling. Yet, there is never movement backwards. The
way in which the road as a metaphor of dissent works in these songs is that the
narrators and protagonists are able to represent their place in the world as
movement along the road; movement that represents a space of complete control or
totalizing freedom, utopia or dystopia or a mixture of the two.

The most prolific depiction of the road is the cliché depiction of the road as
life. Okudzhava’s “The Night Conversation” (1962), here translated by Alec Vagapov,
is one song in which the road is used to represent the end of life:

- My horse is worn out,

My shoes are well down at heel.

Now where shall I ride? -

Will you tell me, please, - where shall I ride?

- Along the Red River, my dear,

towards the Blue Hill,

towards the Blue Hill,

there, down by the Red River side.

- And how do I get there?

My horse is so tired tonight.

Which is the right way to get to the place?

Tell me, please.
- You ride to the bright light, my dear,
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you ride to the light,
you ride to the bright light, my dear,
you’ll find it with ease.

- But where on earth is the bright light?

And why doesn’t it shine?

I've propped up the sky with my shoulder for ages
at night...

- The lamplighter lights it, but he is asleep,

it's his line;

he must be asleep...

And I've nothing to do with the light.

He rides on, alone, into darkness,

not knowing the way.

But where is he off to?

Night’s coming right up to the eyes!...

- Well, what have you lost there? -

[ shout as he rides away.

- Good Heavens, [ wish that I knew it myself, -

he replies... (@Rhymes from Russia: Bulat Okudzhava)

The song is a conversation between a young traveller and an old man and is
thought provoking because of the interaction between the two characters and the
odd lacking of a change as a result of their encounter. The young man, whose horse
is a little tired, asks for advice in terms of directions on where he should go. The old
man responds, telling him the way to the dark blue mountain and eventually the

o)

bright light by way of the Red River. Kling in his article “’A Long Road Is Yours by
Fate’: The Myth of the Journey in Bulat Okudzhava’s Lyric Poetry” discusses the
significance of the colour blue to Okudzhava’s understanding of the journey, stating
the importance of the Blue mountain as a final destination for travel (54). If travel
represents the life of the young man, it would follow that the Red River, which the

old man tells him he must follow, conveys the young man’s life through symbolically

representing the river as his blood be that through depicting positively his lifeblood,
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negatively blood of suffering, or as a more romantic image the blood could be a sign
for the young traveller to follow his heart.

In terms of its societal depictions “Night Conversation” is very interesting
because it shows the interaction between two different generations. Kling on this
topic sees the two characters in “Night Conversation”, the young traveller and the
old man, as two sides of Okudzhava’s poetic “I” (54). If this is indeed the case, it is
important to note the differences and interactions between them. The first
character, the traveller, is a young man as shown in his use of the polite forms of
verbs and phrases, for example “ckaxxute MHe, 6yabTe 106pbl” [“Will you tell me,
please”]. While on the other hand, the old man whom he speaks to uses the familiar
verb forms [-ewb] and addresses the traveller using the familiar form [Ts1], also
calling him most pagocTts [my dear, or more literally, my joy or delight]. The outcome
of the two men’s exchange as well proves extremely intriguing because the young
man is unable to heed the advice of the elder man, “He rides on, alone, into darkness,
not knowing the way”, literally, he goes alone without a path into the dark [“oH egeT
oAivH 6e3 goporu Bo TbMy”]. Even though the young man wants to find the proper
way the old man’s advice does not help him. Though, the old man finds hope in the
young traveller and assures him that he will find the Blue mountain and bright light
without work.

Though the old man has told the young traveller the way, along the Red
River, to the Blue mountain, to the bright light, he is “without a road” [6e3 goporu],
while Vagapov translates it “not knowing the way”. The differences between these

two lines are important in the characterization of the young traveller, the first
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implying that the way has not been travelled before and the second implying that
the young traveller simply is unaware of the way to go.

Vagapov’s translation lacks the concept that the road to the Blue mountain
has not been travelled before, missing the fact that part of the inability of young
character to find the proper way to go stems from the older man’s not having
reached the light. It is because the old man has “nothing to do with the light”, the
young traveller has no path to follow. The song also, does not tell of the old man’s
fate, though the listener does know that up until he meets the traveller he has
“nothing to do with the light”, which means that he has not reached this utopian
space, but is instead still in the dark and unenlightened.

In this song, there are many utopian spaces referenced, and it is interesting
how Okudzhava uses them to portray life and the road of life. For Okudzhava in this
song the utopian spaces are meant to be the destination of the travel. The Blue
mountain, similar to the mountain destinations as discussed earlier in Chapter 1 and
also the bright light, which is commonly associated with death and otherworldly
places, are the utopian spaces in this song. Keeping in mind that the utopias are the
destinations of the travel, it is important to note the way in which Vagapov

», W

translates the last lines of “The Night Conversation”: “’- Good Heavens, I wish that I

»n

knew it myself, - / he replies...”. In Russian the lines are “U o oTBevaeT: — Ax,
ecsiv 6 51 3HaJ1 3To caM..” more closely translated as "And he answers, - Oh, if only I
knew that myself”. Vagapov’s translation adds the possibility of a religious element

to the song that is not present in the original.

“The Night Conversation” offers a multitude of meanings and levels at which
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it may be understood. Kling offers much interesting information on how journeys
are portrayed in Okudzhava’s lyrics and how in his oeuvre Okudzhava’s conception
of the journey changes. Kling sees the road’s importance to the lyrics of Okudzhava'’s
songs throughout, however, he sees the “The Night Conversation” as a break in
Okudzhava’s oeuvre. In this song, he sees the beginning of Okudzhava’s
exacerbation with the Romantic perception of the world, exemplified in the first
couple of lines “’- My horse is worn out, / My shoes are well down at heel*“(54).

The song is not quite as depressing as it might seem to some critics, such as
Kling, who sees Okudzhava as “doubting the viability of the journey”, ““Now where
shall I ride? - / Will you tell me, please, - where shall [ ride?”” (54). Instead it must
be noted that though the young traveller is without a road, riding into the dark, and
wishes he knew if he had lost anything. The song is not conclusive and in the end the
fate of the young traveller is unknown.

As it depicts a traveller on a horse who is trying to find his way, this song is
reminiscent of Viktor Vaznetsov’s famous painting A Knight at the Crossroads
[Bumsi3b Ha pacnymbe] (1882, oil on canvas). Vaznetsov’s painting depicts a bogatyr,
a Russian knight, on a horse with its head wearily hanging at sundown in a field full
of the bones of other horses and men in front of a menhir, a stone marking the
crossroads, that marks a split in the road and addresses the idea of making choices
for the future. In the case of this legend, there is no good option for the bogatyr to
choose. The lack of a positive option for him in this depiction of legendary Russia, is

echoed in the despairing language of Okudzhava’s song shown in the repeated use of
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the image of things being wornout or tired and the young traveller’s pathless future
travel.
Vystosky’s song “Conversation on the Tramway” (1967-1969) is a curious

example of the way in which Vysotsky changes the use of the road as a metaphor for
life:

Citizens! Why push,

The scandal and fights come to a head?-
Do you want to sit? Long road?...

[ give in to you, for God’s sake!

Citizens, even drunks!

All of us are constant passengers,

All of us live, tickets torn,

Everyone goes through life on the tram...

Are you crowded? And in vain swear -
Why aren’t we going forward?

You probably don’t cook porridge...

[ am no comrade to you!

All legs are tromping like hooves

Out already is a fist sized hole in his uniform.

Wake this man -

He sings swears in his sleep.

Citizens! Life ends -

You aren’t able to get off in the third circle!

“With you, comrade, the price - calculate!

No? Then ride again!” (Translation my own, original Russian from Baadumup

Buvicoykuli: CobpaHue couuHeHutl 8 odHom mome = Vladimir Vystosky: Complete

Works in One Tome 398)
Instead of the common idea of the road of life starting at one end and finishing at a
utopian destination, Vystosky’s tram instead circles with no end possible for the
majority of the riders.

The focus in this song is the societal aspects of travel as life, as opposed to in

Okudzhava’s “Night Conversation”, which focuses on the lack of a predetermined
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path to the ultimate goal, the utopian spaces of the Blue mountain and the bright
light. In “Conversation on the Tramway” Vysotsky uses a tram ride to represent life -
the tedious waiting, the sometimes unpleasantness of a crowded trip, filled with
people of all different types, from drunks to workers as opposed to the uncertainty
of the future and lack of set way.

The society that this song depicts in the first couple of stanzas is crowded
and unpleasant and there are shortages in it. In short, it is a dystopia, like Orwell’s
Nineteen Eighty-Four. The way that this dystopia is depicted and the interactions
between the narrator and the others do not seem to fit the common discontent
expected in a dystopia, however. The narrator, instead of complaining, is
enlightened about their state of life, so while the other passengers complain, he is
kind to them. The protagonist in this song sings about his comradery with the other
passengers on the tram, similar to the protagonist in “Midnight Trolley” discussed in
Chapter 1. In “Conversation on the Tramway” the comradery of the protagonist is
displayed in his willingness to give up his seat for others in order to make the ride
more comfortable for them, and this comradery he even extends to the drunks.

In the third stanza I translate the word “pyraetecb” as “swear”. In addition to
“to swear” this word also means “to complain, scold, severely criticize and abuse”.
The use of this word by Vysotsky could offer different understandings of this song,
depending upon how it is translated. My use of the word “swear” offers a sense of
sincerity to what the passengers are saying, whereas if | had translated it as

“criticize severely” it would give the phrase a much more subversive feel, because of
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how the citizens are criticizing the lack of progress in society, “in vain criticizing /
why aren’t we going forward?”

The words “in vain” at the start of the third stanza, however, do convey a
sense of a lack of change in society. These words imply that the people’s complaints
are not being heeded and that the people can see no progress in the tram ride. These
two words can be read to show the discontent at a lack of progress in Soviet society,
as well.

In the last stanza Vysotsky references Dante’s third circle of hell, gluttony,
“Citizens! Life ends - / You aren’t able to get off in the third circle! / ‘With you,
comrade, the price - calculate! / No? Then ride again!"” This stanza also further
underlines the economic satire and class distinctions present in the lyrics. This is
because it is only those who are unable to pay the fare for the ride on the tram that
are doomed to a continued existence, or repeated existence, on the tram ride that is
life in Soviet society. Vystosky references Dante and Dante’s travel down the circling
road through the seven circles of Hell. In “Conversation on the Tramway” Vysotsky’s
narrator and his comrades on the tram represent Virgil and Dante who travel
through the circles of hell.

The sin of gluttony is important in this song because it is a reference to the
different classes in society. Those people who do not have enough money to get off
the tram are saved from the sin of gluttony, but also are better off because they are
saved from an eternity of being alone. For, as Dorothy L. Sayers states in her notes
on her translation of the Comedy of Dante Alighieri: The Florentine V. 1, in the third

circle of Hell there “is no reciprocity and no communication; each soul grovels alone

45



in the mud, without heeding its neighbours - ‘a sightless company’, Dante calls
them” (107). Instead, in spite of their suffering, as Vystosky describes in the song,
there is great comradery between the people on the tram, whereas individuals with
money are able “to get off the tram” they do so alone. The individuals get off in to
real hell, while those on the tram simply suffer and are not, in fact, actually in hell.
The tram is simultaneously both a place of suffering yet of brotherhood, therefore
there is the possibility for repose but not the possibility of a wondrous utopian state.

The metaphor of the tram ride itself representing life is particularly
interesting because the tram is a form of transportation that is open to any person
to take, as the price to ride the tram is so insignificant that anyone may afford it.
Along the same vein follows the greater meaning behind the line “You probably
don’t cook porridge... / I am no comrade to you”. This line uses the Russian word
“roBapuin”, which literally means comrade but can also mean friend. The use of the
word “roBapuin” [comrade] underlines the subversive nature of the song by those
two lines in particular in which the protagonist separates himself from another
passenger who “probably [doesn’t] cook porridge”. That the protagonist does not
consider himself a comrade of this fellow passenger reveals the social status of the
protagonist as being that of a member of the lower and working class and a person
who eats and cooks their own porridge on a regular basis. Both metaphors are
subversive as they privilege the lower class and gives them a voice, while
simultaneously showing disdain for those better off.

The narrator also voices common complaints shared by the riders: that it is

crowded, that the rider is tired, and that the rider feels like the tram is not going
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anywhere. These complaints echo peoples’ everyday concerns and complaints about
how they feel like they are not going anywhere in life and are generally unhappy
with their existence. The feeling of a lack of movement forward by the passengers in
this dystopia is an example of the importance of speed as Baudrillard and de Certeau
note in the creation of a utopian space through travel. Despite the lack of a utopian
space for the majority of people on the tram, the protagonist notes that the tram is
in fact going somewhere, be it only in circles and not to a utopian destination. The
underprivileged are on the seemingly stuck tram that goes around in circles, while
those who are not comrades to the protagonist get off of the moving vehicle. In this
way, even though some cannot afford to get off of the tram, they still can find
freedom in the speed and movement that it offers.

The train ride in the novella, Moscow to the End of the Line, bears much
similarity to the tram of Vysotsky’s song as the train is a suburban commuter train,
filled with drunks and standard citizens of the Soviet Union. Moscow to the End of
the Line by Venedikt Erofeev is an important work of anti-Soviet establishment
literature, one in which travel is, again, a metaphor for the road of life. In Moscow to
the End of the Line the train acts as fate and brings the protagonist to his eventual
death be that real or simply imagined. Both the tram of Vysotsky’s song and the
suburban commuter train in the novella are modes of transportation used by people
of lesser means, as they cannot afford to buy private modes of transportation such
as cars and private berths or seats on faster trains. These modes are viewed as being
inconvenient as they are slow as a result of the many stops they make. The

similarity also branches into the moods of both texts, as the protagonists in each
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text find their fellow comrades on their respective modes of transportation. And,
there is among them a sense that they are enduring their miserable fates together.

Vizbor’s song “Goodbye” (1974) is an example of how the Bards’ use travel to
represent another aspect of life, in this case a relationship between lovers:

Goodbye, my dear boy, goodbye!

Unfortunately, you aren’t with us on the road.

Distancing becomes the distance.

Goodbye, my dear boy, don’t grieve.

Our train was flying to joyfulness, and to anguish,

[ only had to get off the train.

And at the station with the name

“Separation” -

Goodbye, my dear boy, don’t grieve.

Our short love with you was married,

If it was not so - forgive me.

Only life does not repeat from the beginning again.

Goodbye, my dear boy, don’t grieve.

[ believe that everything will be for us like before,

Only it is a necessarily long road to go down.

And until the stop named “Hope”

Goodbye, my dear boy, don’t grieve. (Translation my own, for the original

Russian see CuHuii nepekpecmok = Dark Blue Crossroads 323-324)
“Goodbye” spans a similar amount of discourse time as both “The Night
Conversation” and “Conversation on the Tramway”, though covers a very different
topic. In all of these depictions of travel the individual moment of travel expands for
an understanding of the entirety of life or in this case a relationship, through
reflection, metaphor, and implied repetition.

This song is written from the point of view of woman to her former lover, as

can be seen in the tone of the language used. The Russian “/loporoi#t moit” I translate

as “my dear boy” though it is only “my dear” in Russian with masculine endings. |
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use the word “boy” in my translation to denote the intimacy and familiarity between
the interlocutor and the addressee in the song while at the same time making clear
the gender of the addressee. The ambiguity that would result in the English
translation if “boy” was left out could result in multiple other understandings of this
song particularly because of the line “Our short love with you was married”. The
word “married” [BeH4asia] signifies the seriousness of this short love, as the word
suggests more than simply that the couple was together but was in fact married
together in a church in the sight of God. The word shows the true separation that
takes place in this song as the two characters have been joined in the sight of God
are now separated both physically and spiritually from one another.

The song has a very hopeful tone to it, as well. The title of this song, “/lo
ceuJianbsl” [Goodbye] is a very common word in Russian but it does not simply
mean “goodbye” as it is commonly translated, which is instead “IIpomanue”.
Instead, “Zlo cBuganbsa” implies that there will be another meeting at a later time
between those involved. This is not present in the English word “goodbye”.
Linguistically, the elements of the Russian phrase are “/lo” meaning until and
“cBulaHbsa” meaning [next] meeting. Vizbor was cognizant of the different meanings
of these two words because he has songs entitled “/laBaiiTe npomaTtbcs, Apy3b4...”
[Let Us Bid Farewell, Friends...], “IIpomaii, MockBa” [Farewell, Moscow], and
“ITpomanus c Cubupsio” [Farewell to Siberia].

Similarly, the line “paccraBaHbe nepexoauT B pacctosinbe” I translate as

"distancing becomes the distance”. In Russian the line literally translates as “parting
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becomes the distance”, which does not convey the alliteration of the shared prefix
“pacc-”, meaning to split apart, or the potency of the Russian letter “p”.

The names of the train stations in this song also help to create the romantic
view of travel as portrayed in Vizbor’s lyrics. The formal stations he refers to are
“Separation” and “Hope”. In addition, he also refers to joyfulness and anguish as
destinations of their travel. These places are drastically different from proper train
station names that are standardly the names of cities. These ideas that Vizbor uses
as names for his stations, though not concrete, still prove to be as important of
centers as cities on a train line in the relationship discussed. They also complete
Vizbor’s metaphor of a train ride representing the destiny and inevitability for the
narrator of this relationship.

The separation in this song is of a very serious manner. The train, like how de
Certeau discusses it, acts as a metaphor for the couple’s relationship in terms of the
speed and ease, portrayed by the word “flying”, “Our train was flying to joyfulness,
and to anguish” and it also serves to create the separation for the couple, “I only had
to get off the train. / And at the station with the name / “Separation” -“. At the end of
the song, the train is also meant to facilitate the bringing together again of the
couple as depicted in the last stanza, “I believe that everything will be for us like
before, / Only it is a necessarily long road to go down. / And until the stop named

»nn

“Hope””. Hope is not for the train the last stop, but where the narrator will get back
on the train, which leaves the song without a firm conclusion.

Many of Woody Guthrie’s songs would serve as excellent comparisons to the

songs discussed in this chapter. I will, however, only be looking at the song “This
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Train Is bound for Glory” as it is one of Guthrie’s most famous. The first verse of
which is:

This Train is bound for glory, this train

This train is bound for glory, this train.

This train is bound for glory,

Don'’t carry nothing but the righteous and the holy.

This train is bound for glory, this train (The Woody Guthrie Songbook 226)

The songs “Night Conversation” and “This Train is bound for Glory” have
many similarities. In both songs the narrators are both headed for the “light” and
this light is contrast with the darkness and night. However, in Guthrie’s “This Train
is bound for Glory” the narrator knows where he is headed, while in “The Night
Conversation” neither character has knowledge of where they are going. “The Night
Conversation” is inconclusive, while Guthrie’s song is very straightforward, “this
train is bound for glory, this train,” and leaves the listener no doubt about the way to
get to glory, though whether the listener wants to get to that particular glory is
unclear.

Vysotsky’s “Conversation on the Tramway” and Guthrie’s “This Train Is
bound for Glory” are extremely similar. Both songs separate the different classes of
society, into those included on the train and tram and those excluded. It is
interesting to note that Guthrie satirically portrays the gamblers, liars, thieves, big-
shot ramblers and others as excluded from the train to glory, while Vysotsky
privileges the lower-class directly in his song by keeping the poorer people on the

tram, while the rich get off. The two songs are inverted versions of one another,

though serve the same end purpose.
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The mode of transportation in “Goodbye”, the train, plays an important role
as it represents fate. The nature of life and travel are thus represented as being
composed of many different parts. Fate plays an important role in this song as it
does in many of Vizbor’s songs. The train as a mode of transportation portrays the
teleological aspect of travel like no other mode through its fixed start and finish with
predetermined stops in between down a line of fixed track. This is the same as in
Guthrie’s song “This Train is bound for Glory”, and especially reminiscent of it is the
line “our train was flying to joyfulness”. For both Guthrie and Vizbor the destination
can be a space of utopia - a place of freedom - though that predetermined path may
or may not in fact be seen as the only way to that utopia, depending on if the song is
ironic or not.

To conclude, the road as representing different aspects of life is a common
metaphor, and yet one that offered the Bards a variety of ways to be voices of
dissent for the Soviet people. Of particular interest is the way in which the Bards
represent the dystopian and utopian aspects of society by means of this metaphor.
Vysotsky’s negative picture of society as everyone as riders of the same stuffy tram
certainly contrasts with the pristine utopian scenes of the mountains and machines
discussed in Chapter 1. Though the saving grace of Okudzhava’s “Midnight Trolley”
appears to be closely connected to Vysotsky’s tram, in terms of riders helping one
another and as a safe haven, whether it is perceived by the riders as one or not. The
songs that Bards wrote that use travel to represent life vary in many ways. Some
represent only a portion of life, for example a relationship, while others encapsulate

the entirety of it. In spite of these differences, the travel in all of the songs acts to
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create and separate different spaces and these spaces are used as points of
dissention. Life the Bards depict depending on the song as utopias, heterotopias,

dystopias, or homotopias.
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Chapter 3 Changing Ways

This cutting-off is necessary for the birth, outside of these things but not without
them, of unknown landscapes and the strange fables of our private stories.

- de Certeau (The Practice of Everyday Life 112)

In the lyrics of Bard song the road and the movement involved in travel make
the place a utopian or heterotopian space. Utopian spaces not physically exist in the
world, while heterotopian spaces are utopian spaces do in real life. Whether the
spaces are utopian of heterotopian, in travel they serve as an inbetween for the
starting point and the destination. Baudrillard and de Certeau discuss travel and the
space of the vehicle as a transitive space between these two points. This transitive
space is found not only by them, but also Okudzhava, Vizbor and Vysotsky as well as
others, in travel as not just a space of transition between two points, but also as a
place of transition within society. Foucault describes this existing idealistic space of
transitioning meaning as a heterotopia, a place capable of changing society but also
a place that is extremely marked by it. Foucault does not designate the road as the
sole heterotopia, but he does note that the boat makes the ideal heterotopia. By
extension, the space of travel in general and the road in particular make an excellent
space of dissent for the Bards to protest against the society of the Soviet Union in an
attempt to change it, while still partaking in it.

It is necessary to understand the difference between space and place, as
these terms will be used in this chapter. De Certeau in The Practices of Everyday Life
differentiates space from place clearly by stating that “space is a practiced place”,
using the example of a street being a place that is transformed into a particular

space by the actions of walkers on it (117, original emphasis). Thus in regard to
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travel within the lyrics of the Bards’ songs, it is the travellers who transform the
place into a space. This is similar to Stokes’ understanding of music and its effect on
place as quoted in the introduction. For Stokes’ the performance and/or the practice
of playing music transforms a place into a space that is separate, a space of dissent.
In this chapter I discuss the spaces of dissent that the Bards create in their lyrics and
how these spaces are intrinsically linked with travel and utopian concepts. And how
this transformation and change from place to space is the intended purpose of
depicting societies. The reason that they depict society not as it is, is in order to offer
suggestions to improve it.

Some concepts that Okudzhava’ attempts to change are those of home and
travel and the interplay between the two. These topics are very significant to his
oeuvre and are present in many of his lyrics. His song “Canadian Shore...”, though
brief, gives an interesting view of the concept of separation and how it can affect a
person:

The Canadian shore under my wing.

My wing over the shore hangs.

Arbat is my home, but the whole world is

my home....

Everything else has no meaning. (Translation my own, original Russian in ITo

npuxomu cydwv6ul: /lupuka = At the Whim of Fate: Lyrics 214)

Okudzhava is mainly famous for his lyrics about the Arbat, where today there even
stands a statue to him. This song serves as a small kernel that portrays Okudzhava'’s
conceptualization of the Arbat and idea of home. Here, he sings about how he sees

commonality in the ideas of home, the Arbat, and the world, which is a change from

how home is commonly represented by the image of the hearth of a dwelling.
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Similarly, Okudzhava’s song also looks for a change in thought in how people
understand the natural and man-made. In “Canadian Shore...”, Okudzhava likens the
natural of the clean, Canadian shoreline to the man-made of the Russian street in the
middle of the thriving metropolis of Moscow, the Arbat, that is full of people and
artists. This song shows that Okudzhava’s utopian ideal of home is not limited in its
scope. In Chapter 1 I show that the utopian is not limited to the natural or the man-
made, but is also found in combinations of the two, and further in this song for
Okudzhava there are even no distinctions between home and away or between
natural and man-made.

Another point of interest is the juxtaposition between the perspectives of the
two places mentioned in the song. Okudzhava’s figure is often linked with walking,
especially on the Arbat, eternalized not only in his songs but in the statue of him
walking with his hands in his pockets on the Arbat in comparison to this poem that
locates the idea of home and the Arbat is flight on an airplane.

Another song of Okudzhava'’s in which the lyrics are more directly subversive
is “Song of the Open Door” (1959), translated here by Eve Shapiro:

When the snowstorm howls like a beast -

Long, long and wild,

Don’t lock your door,

Let the door stay open.

If along journey lies ahead

A hard journey, imagine,

Don'’t forget - throw open your door,

Leave your door open.

Leaving in the night silence,

Silently decide:

Mix the fire of the pine
With the fire of the soul in your stove.
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Let the walls be warm,

The little bench be soft...

Closed doors aren’t worth a grosh,

Alock’s not worth a kopeck! (65 IleceH = 65 Songs 70-71)

The lyrics of this song are a direct call for change and transformation. Both of which
are critical for the subversive nature of the lyrics of Bard music. The words of “Song
of the Open Door” are more than just a list of the ways in which people are unhappy;
though this certainly would make the music “anti-Soviet”, instead the song offers a
course of action to the listeners and those who are discontent with society. In this
song there is a call for action and this desire for change is necessary so that the
lyrics of songs are able to suggest possibilities for a new and different future. The
idea that people and society should change is what really makes this song
subversive, through the idea of a different space of the road that does not belong to
society.

Change, in the specific case of this song, is subversive because it calls for a
drastic change in societal norms through the leaving of doors unlocked and open,
things that go against common sense. This transformation of the road is crucial to
the creation of Okudzhava’s heterotopia. In “Song of the Open Door”, Okudzhava
highlights the dichotomy between the outside and the inside; the outside being
harsh and wild, while inside it is warm and there is a fire. The change that the
protagonist in this song wants is for people to transform how they behave by
leaving the door open and unlocked, allowing the warmth to spread outside and for

the cold freshness to come in. These actions in the lyrics represent a greater change

that the protagonist wants for society. One possibility is that the change represents
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how the protagonist believe that people should help one another when they are in
trouble, which is represented in the song by the cold blizzard, while the inside and
fire represent the help of others. Another possibility would be for the cold of the
outside to represent conversely new ideas while the warmth of the inside behind
the door represents the status quo that needs to be changed.

Such hopeful calls for change were not limited to Russian Bards, some were
shared by earlier American singers. For example, Okudzhava’s “Song of the Open
Door” shares many similarities with Guthrie’s famous “This Land is Your Land”. Both
songs share a preliminary hopeful utopian vision. In the first three stanzas of “This
Land is Your Land” a utopian America is elaborated on while in the second last
stanza the narrator comments on how individuals own the land of America and that
it really is not the utopian space he has just described.

Similarly, in the last stanza the narrator describes “his people”, who are
unable to provide for themselves and find no help in the societal institutions that are
meant to help them, namely the church and the government. This is shown through
the images of the steeple and the relief office:

As I was walkin’ - [ saw a sign there

And that sign said - no tress passin’

But on the other side ... it didn’t say nothing!

Now that side was made for you and me!

In the squares of the city - In the shadow of the steeple

Near the relief office - I see my people

And some are grumblin’ and some are wonderin’

If this land’s still made for you and me. (The Woody Guthrie Songbook 226-

228)

The relief office is an important image here because it shows that the people of

America were not satisfied just to be given relief but instead wanted to earn their
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pay?3 (American Protest Literature 316). Guthrie’s "people" in the song are
questioning the utopian society that he has so eloquently described in the previous
verses. The people serve to undermine the all-consuming belief that America is a
land of abundance and freedom with plenty of jobs.

The wealth of the American land is another aspect that, as Mark Allan
Jackson articulates in his article “Is This Song Your Song Anymore?: Revisioning
Woody Guthrie’s “This Land Is Your Land’”, Guthrie manipulated throughout the
song’s performances. In performance Guthrie would change the verses to reflect
different concerns and the song still has verses added to it and changed that reflect
performers’ similar discontent with the current false vision of America as a land of
success or as a pristine, un-touched wilderness. In this article Jackson also discusses
the development of “This Land is Your Land” and how Guthrie originally titled it
“God Blessed America” a direct and poignant response to Irving Berlin’s “God Bless
America” because Guthrie did not feel that Berlin’s song adequately reflected the
reality of the majority of the population of the United States as Berlin’s song was too
blindly optimistic (252). For Guthrie, Berlin’s song did not portray the problems that
needed to be fixed in the United States.

Utopian spaces occur prominently in Okudzhava’s and Guthrie’s non-place of
the road and travel. Through the poets’ lyrics, they charge the general public with a
call to action; there songs are a call to transform the current state of society into

something utopian. Guthrie does not extol the virtues of the United States and its

3 Guthrie’s opinion of Okies is apparent in his comments about John Steinbeck, in
that Steinbeck “felt in his heart and knew in his head that us Okies was a lookin’ for
‘A Living WITH Labor.” (Guthrie quoted in American Protest Literature 316, original
emphasis)
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government, but instead puts forward his vision of how the USA should be, not just
that “God Blessed America” as Berlin saw it, but that “This Land is Your Land”. And
thus, that the land should not have signs that deny people access to it.

Guthrie believed that “a folk song is whats|[sic.] wrong and how to fix it or it
could be whose[sic.] hungry and where their mouth is [...] or whose[sic.] out of work
and where the job is or whose[sic.] broke and where the money is or whose[sic.]
carrying a gun and where the peace is” (Guthrie in a letter to Alan Lomax, from the
Library of Congress). A folk song contains the problem and the answer for that
problem. While “This Land Is Your Land” has more of an ironic tone to it than
Okudzhava’s “Song of the Open Door”, both contain the problems and the solutions
for the peoples’ societies. And, it is this desire for and promotion of change through
the solution that is subversive and addresses people directly.

Also prevalent in the lyrics of the Bards are dystopias. The presence of
dystopias is of particular interest as they hold an important place in Russian literary
history; the primary one being Evgenii Zamyatin’s We, published in 1921 in
tamizdat’ [TamusgaTts], that is in the West. The dystopias of the Bards’ music, as
they relate to travel share similarities with Zamyatin’s We, mainly in the sterility
and Tayloristic, extreme efficient organization of the machines and society. Such
precision depicted as a dystopia is seen particularly in Okudzhava’s “Song of the
Moscow Metro” (1956-1964):

For me in my metro

Never is it crowded.

Because from childhood

[tis like a song

Where instead of the chorus.
Instead of the chorus is:

60



“Stand on the right,
Walk on the left!”

The procedure is eternal,

The procedure is holy.

Those that on the right stand - stand.

But those that walk,

Always should

Keep to the left.

(Translation my own, for the original Russian and an alternate translation

and see Shapiro’s in 65 IleceH = 65 Songs 110-111)
This song appears deceptively simple. Initially it seems to be humorous and basic in
how it echoes the announcements in the metro stations. In these lyrics, however, the
audience is presented with the trappings of a heterotopia, a place in which everyone
follows the rules and is happy. At first these lyrics do not even appear to be
homotopian, but instead heterotopian. The homotopian aspect, however, lies in the
absurdity and extreme juxtaposition within the second and final stanza between the
lines “The procedure is eternal, / The procedure is holy” and the lines “Those that
on the right stand - stand. / But those that walk, / Always should / Keep to the left”.
The comparison of the everyday decision to stand or walk on the escalator in the
metro station to the elevated ideas of eternity and religion shows that the song is
more than a foolish ditty about an escalator. Instead, the song serves as a call to fight
society’s status quo and most basically as a refusal to conform to the rules of society.
And, though this thesis does not examine how the lyrics are performed musically, it
is also possible to hear this dissent in the seriousness with which Okudzhava

performs this song, despite the fact that the lyrics are about how to behave

according to society on the escalators in metro stations.
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Vystosky’s song “Someone Else’s Rut” (1973) is also a good example of how
the Bards use travel to depict dystopian spaces:

No one to blame now for my lot -

[ groan and weep:

In someone else's rut I got,

it's very deep.

[ used to pick and choose my goals,
[ felt so proud,

And in this rut, it's just no go -

no getting out.

It has such slippery and steep
Rough edges, and it is so deep.

[ am cursing those who made this rut,
['m afraid I shall soon burst a gut,

I'm declining the noun, like a nut:

“Of the rut, to the rut, by the rut...”

[ wonder why I can't stay put -

such cockiness.

Conditions in the rut are good -
well, more or less.

No one will slap you down, no fear -
no fear at all!

And if you want a nice career -

get on the ball!

The folks are always nice and fat,
Quite comfortable in the rut,

And I quickly convinced myself that

We are all in the same cosy rut.

Steady, mate, as you go: wheel to wheel -
You'll end up where everyone will.

Then someone shouted boiling mad,
“Make way, you there!”

And he began to fight the rut,

the crazy bear.

He burnt in argument his whole
tank of good will,

Phut went the inerts of his soul -
snap went the wheel!



And still, the silly ass fought hard,
It's wider now, the bloody rut.

Soon we see that his track is cut short -
Someone's booted the crank off the road.
And indeed, who was he to obstruct
Heavy traffic in that good old rut?

My turn to fret, the cooler's dead,
it will not cool.

No driving, this - it's blood and sweat,
It’s push and pull.

I mean, [ should get out and push -

[ really ought,

But other stragglers in the slush

may pull me out,

[ wait and wait for help in vain,

“This rut's all wrong,” I think again.

How I'd like to spit slush, slime, and muck
In this alien rut's stupid mug -

[ dug deeper, and got firmly stuck,

And killed all hope for those at the back.

[ felt myself break out in sweat,

now cold, now hot,

And I went gingerly ahead

along a board.

Just look, the rut's been washed away
by springtime floods,

We're saved at last - there is a way
out of this rut!

My wheels kept spitting viscous mud -
To hell with this ungodly rut!

Listen you, stragglers, do as I do!
Do not trail me, I'll go it alone.
This is my rut, it isn't for you -

So get out by a rut of your own! (Vladimir Vysotsky: Hamlet with a Guitar 82-

87)
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This song is quite different from Okudzhava’s homotopian “Song of the Moscow
Metro”, though it does share many interesting similarities with Okudzhava’s “Song
of the Open Door”. Both “Song of the Open Door” and “Someone Else’s Rut” are calls
to action as is “This Land is Your Land”. Okudzhava’s song “Song of the Open Door”
does not specify who this call to action is for whereas Vystosky’s song makes quite
clear that it is for the everyday person, the straggler, someone like the narrator. The
same way that Guthrie’s song is a call to action for the protagonist and each
individual American who hears “This Land is Your Land”. Vystosky’s “Someone
Else’s Rut” also has echoes of his “Conversation on the Tramway” in that both songs
tell of the everyday person’s place and the near unchallengeable course of the rut. In
“Someone Else’s Rut” there occurs a fight against what de Certeau discusses as the
incarceration of train travel, a harsh separation of the space of the moving vehicle
from the place that it moves through.

Vysotsky’s final stanza articulates de Certeau’s second mode of separation
that of moving through a space by means of the rails or in the case of Vysotsky’s
song ruts. This thereby simultaneously forces the audience to leave their comfort
zone for something more than they have in the line, “so get out by a rut of your
own”, and that is at the same time as foreign to them as it is new.

Vystosky’s songs tend to focus on the internal action of the vehicle and on the
narrator who experiences the travel and dislocated space that moves. Contrarily,
Vizbor’s lyrics explore what is occurring outside of the vehicle while still noting the

interior happenings of the vehicle. The inward turn of the traveller in “As I Flew In A

Plane” (1977) is mediated by the window through which the traveller looks. De
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Certeau understands the power that the window holds in separating and creating
distance. The window separates the traveller from that space that they are travelling
through, and the separation from this space increases the perceived distance. This
perceived increase in separation causes the traveller to turn their thoughts inwards
to see how their past and hopes for the future are reflected in what they are passing
through outside of the vehicle. The traveller tries to thus impose their personal
thoughts on the outside as a way of making themselves belong to the space that they
travel through. Vizbor, like de Certeau, understands the external landscape as a
manifestation of the internal, paradoxically it is the silence of these things put at a
distance, behind the windowpane, which, from a great distance, makes our
memories speak or draws out of the shadows the dreams of our secrets (The
Practice of Everyday Life 112).

Vizbor’s song “As I Flew In A Plane”, like Okudzhava’s songs mentioned
earlier in this chapter depicts a homotopia. And, like for Vysotsky’s narrator in
“Conversation on a Tramway” and de Certeau’s travellers on the train, it depicts the
exterior of the vehicle as a manifestation of the traveller’s interior self:

(A true song about when I flew in a plane and during the flight I thought
about what was happening in my life now)

And my wife right now lights a lighter

And starts to smoke a “Yavu”, and purrs ether,

And some unhappy one says to her “Listen, Galya,
Don't look darkly on things, as the world is beautiful!
Well, but maybe now we are lucky to have you with us,
Well, but maybe this one breaks like most airplanes.”

And everything that happens, later our airplane rushes
And with shouts the air breaks slightly before the wing,
And everybody here wishes to land a little earlier

(But, my god, not earlier than it says in the schedule,
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approved by the Ministry of Public Aviation).

And by the navigator of comrade Semyonov

Built lousily in general.

[t reasonably understands, that it is not as far as noon

[t ingested some sort of substance like borscht.

And this hurt its stomach, but into its heart everything is sucked.
But when will comrade navigator,

Our excellent worker,

Find a wife a fourth time?

And all this happens, later our airplane rushes
And with shouts breaks the air break slightly ahead of the wing.

And we fly, we fly everything, we fly to the city Nizhyn,

And from there a smart boy through a telescope looks at us.

The telescope is all ice, the city of Nizhyn is all covered in ice,

The boy saw our flashing light and was excited in his breast.

He thought that we were a UFO.

Smart boy, you make a mistake, we all because we are local, our own.

And all this happens, later our airplane rushes
And with shouts breaks the air break slightly ahead of the wing.

And [ sit there, all fasten their seat belts,

And congestion of the population watches over us.
And all my life I fly in different coloured fires,

And a flying saucer in the sky apparent inconsistency.
And I think that the proper composer is D. Tukhmanov

And Poet V. Kharitonov, that noted each

After careful thought and multiple verifications,

that really, this world is wonderful.

And all this happens, later our airplane rushes

And with shouts breaks the air break slightly ahead of the wing.

(Translation my own, for the original Russian see Bards.ru)

The narrative of “As I Flew In A Plane” is a good example of what de Certeau
describes in how separation causes one to become introspective. The narrator, in
this case Vizbor’s narrational “I”, looks inward and discover his own dreams

through distance and silence that separates him from what he views out the window

of the airplane. Vizbor himself notes this in his comments on the song “A true song
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about when I flew in a plane and during the flight [ thought about what was
happening in my life now”. From this turn to the interior there is no creation of
utopia but instead simply awareness for the narrator not of any physical place or
political space, but just of himself.

The song begins with Vizbor’s narrator describing the actions taking place in
the interior of the plane and slowly moves through to the airplane itself, again
outward to city of Nizhyn where they are headed, and finally to the most abstract,
the narrator’s place amongst popular authors and musicians of the time, who were
supported fully by the Soviet government. This movement from the internal of the
plane outward to the most abstract epitomizes de Certeau’s understanding of what
happens to the traveller.

The first stanza is important to understanding of the song in its entirety as
they portray the prescribed outlook of the people of the Soviet Union. These two
lines of the first stanza “And some unhappy one says to her ‘Listen, Galya / Don’t
look darkly on things, as the world is beautiful!”” tell a distinct Soviet truth; people
were unhappy, and yet they pretended to live in a beautiful utopian world. Directly
following these lines, are lines depicting hope and uncertainty for the future, “Well,
but maybe now we are lucky to have you with us, / Well, but maybe this one breaks
like most airplanes”. These four lines set the tone for the entire song with a
dichotomy between dissent and the suffering of toleration being set up between the
authorial “I” and his wife against the others on the plane. The majority of the

passengers on the plane are unhappy but content to suffer, while the narrator and
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his wife see the problems of society and in certain ways see themselves as separate
from them and society.

“As I Flew In A Plane” like other songs discussed, specifically “Song of the
Moscow Metro” and “Conversation on the Tramway”, is serious and at the same time
humorous in how it comments on Soviet society. The passengers’ fears become
representative of Soviet citizen’s everyday fears, “Well, but maybe now we are lucky
to have you with us, / Well, but maybe this one breaks like most airplanes,” and the
particularly darkly humorous lines “And everybody here wishes to land a little
earlier / (But, my god, not earlier than it says in the schedule, / approved by the
Ministry of Public Aviation)”. Both of these lines portray the uncertainty of travel
and, specifically, the uncertainty found in Soviet life - the duality of wanting not to
be flying because the airplane is of poor quality and has a high probability of failing,
as well as, not wanting to finish the flight too soon because there is also the need to
not break the law rather than uphold it.

In addition, the “smart boy” with the telescope plays a crucial role in the
song. The narrator says that the boy calls them a UFO, aliens, those who do not
belong. This is a particularly interesting commentary, as Nizhyn is a city in Ukraine
and not in Russia. In this way the boy is inadvertently calling the Russians and the
Soviet system intruders in Ukraine. The narrator, however, corrects the boy saying
in his mind that they are not UFOs or strangers and that they do belong and are like
him - that is, against the Soviet system.

The “smart boy” and Vizbor’s narrative “I” in fact have more in common than

is seen at first appearance. Both are looking through glass that allows them to see
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things that are far away, for the boy a telescope and Vizbor’s narrator the airplane
window. These two glass surfaces act to separate and distance even though the
boy’s telescope, ironically, is meant to allow people to see in greater detail that
which is far away as if, in fact, it was close by. As de Certeau discusses, the glass acts
as a thin and barely perceptible separation. The duality of this image in the song
thus is very intricate, for not only is the telescope covered in ice, but the whole city.
Therefore, though the narrator feels that himself and his fellow travellers are like
the smart boy and belong in the city of Nizhyn, ultimately, a separation exists - be it
because the airplane in this case represents Soviet society and its purported great
modernity or more basically because of the two different ethnicities represented. It
is also interesting to note that the glass in the boy’s telescope is frosted. Through
this image it can be seen that the “smart boy” performs the role of a psychological
mirror for the narrator, who sees the city covered in ice. The boy’s role as mirror
extends further in that the narrator sees the Soviet Government as not just alien to
Ukraine as the boy does, but alien to his own country, Russia.

The biting satire in this song is unmistakable. Not only is the supposed
grandeur of Soviet society undermined by the fear of the quality of the airplane and
equipment, but the cultural values of the society are undermined through the
commentary on wives. The narrator’s wife travels with him while Vizbor wonders
when will the pilot, “comrade navigator, / our excellent worker, / find a wife for a
fourth time?” It is through these lines that it is easily seen that the airplane and its
pilot represent Soviet society, though not ethnically Russia - as Vizbor sees himself

representing.

69



The similarities between Russia and Ukraine are not just found in the

”

authorial “I”’s association with the smart Ukrainian boy but instead is there from the
beginning of the song. Cleverly, Vizbor specifically personifies the airplane in the
third stanza, “It reasonably understands, that it is not as far as noon / It ingested
some sort of substance like borscht. / And this hurt its stomach, but into its heart
everything is sucked.” The airplane is the Soviet machine - it is not Russia. It has
sucked the borscht like substance of Russia and also Ukraine into “its heart” and
though it has caused it problems it continues to work, though not exactly the way it
is supposed to.

The homotopia depicted by Vizbor in “As I Flew in a Plane” is easily the song
that I have analyzed that is the most directly critical of Soviet society, because of
how it mentions specific cities and ethnicities, as well as because of how it mocks
Soviet airplanes and rules. Vizbor’s criticism, however, is made more poignant
because of the separation and duality that is offered in travel to the narrator’s point
of view, that of a traveller on the Soviet airplane.

In conclusion, whether it is a utopia, heterotopia, homotopia, or dystopia that
the lyrics of the Bards’ music depict is not what is important. More so, it is the
separation that is implied in the Bards’ artistic use of the image of the road and its
relation to these societal forms that allows and creates the criticism of Soviet
society. This criticism occurs through the creation of a new space apart from Soviet
Russia or in the case of the last song as a metaphor of Soviet life as criticism from
inside Soviet Russia. Through this analysis it can be seen that the element of travel

that is important is the dynamic part, the movement, and in these last few examples,
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the change. These changes the Bards use to create a new space outside of the Soviet

reality.
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Chapter 4 Down the Road

“-Oh, road, road,

but where do you fly to, where to?

- I am flying among the mountains,

['m amazed at where

[ have been taken.

[ take and fling

a suit-of-diamonds-red setting sun

on your windshield,

battered glass.”

- Yuri Vizbor “Oh, Road, Road...” (Translation my own, original Russian from Cunuti
nepekpecmok = Dark Blue Crossroads 48)

Many opportunities are present in movement, because the essence of
movement is that which is not the same, endless change. The lyrics of Bulat
Okudzhava, Yuri Vizbor, and Vladimir Vysotsky’s songs engage with the concept of
utopia, heterotopia, dystopia, and homotopia in multiple ways. Some ways in which
the travel songs engage with the societal types are in terms of the destinations, how
they represent and view separation, and finally how societies are depicted as the
road and movement themselves.

The destinations of travel in the songs of the Bards vary a great amount. Of
vital importance to the destinations is the dynamic between nature and machine.
Crucial to the natural destinations are exotic spaces, for example the mountains,
ocean and sky in Vizbor’s song “Madagascar”(see Bardic Song: From Exotica to
Utopia, Sokolova), but more the mountains of the Caucasus, a basic example of a
sparse and clean environment. The Bards, also, specifically Bulat Okudzhava, find

their destinations to be the machines transporting them, this is seen in particular in

Okudzhava’s song “Midnight Trolley”. The Bards also mix the two, nature and
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machine, resulting in different dynamic types of societies that both separate and
isolate the traveller, which puts the traveller in a dynamic space outside of society.

The road is often used as a metaphor for different aspects of life and these
portrayals are also intrinsically linked with subversive depictions of society. From
these depictions the aspects of separation from the outside society and comradery
within the vehicle are also key points. Separation also touches on societal depictions
in its essential factors of nostalgia for a better past and hope for the future. The
utopian, heterotopian, dystopian, and homotopian elements of life as they are
represented by the road and travel served as outlets for the Bards’ unhappiness
with the Soviet society in which they lived, and the possibilities for the future, just as
they did in the songs focused on nature and machine as utopic destinations of travel.

Thirdly, subversive societal depictions are found in the travel songs of the
Bards in the space of the road itself. In movement the Bards find their ultimate
expression of dissent. The road acts as a placeless space, a literal utopia that is not
bounded by geography. The space is at the same time created and encapsulated by
the movement of the person and the machine in tandem and their resultant
changing. The Bards portray this space as utopian or heterotopian and dystopian or
homotopian to different ends. The utopian and heterotopian space they create as a
space separate from Soviet society, a place outside of the harsh realities of life and
an escape, whereas the dystopias and homotopias are meant to mock Soviet society
or as a more basic call for change within the society.

The ways in which the Bards engage with these different societal types, the

utopian, heterotopian, dystopian, and homotopian, form vignettes of prospective
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societies and create a coherency of purpose in their lyrics about travel that allows
society a way in which to move forward and not simply stagnate. The songs depict
the problems of society and the solution that the Bards see for them - the road and
travel. The topic of travel in literature works as a way for people to depart from the
past, to move through challenges, while, yet, looking back at the past, and offering
hope for the ever-arriving future.

Today in Russia, Bard music is looked upon with great seriousness and
nostalgia of its own. Bulat Okudzhava’s birthday, coinciding with Victory Day, is still
celebrated each year on Trubnaya Square in Moscow with concerts of by a variety of
Bard musicians put on by the School of Contemporary Play Theatre (Siemens,
Theatre in Passing 130). The study of Bard music from the Soviet Union is still a very
new area of research and the topic of travel within this music is a fruitful and
important area for further inquiry. Many other aspects of travel, such as the role of
foreign nations, the traveller themselves, forced travel, and the way in which travel

depicts love have yet to be fully explored.
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Appendix A: Songs of Bulat Okudzhava

Okudzhava, Bulat. “Kanagckuit 6eper nog mouM kpblioM...” [“The Canadian shore
under my wing...”] ITo npuxomu cyduv6bl: /lupuka. [At the Whim of Fate:
Lyrics]. MockBa: 3e6pa E, 2009. 214. Print.

KaHazackuii 6eper noj MOUM KpbLJIOM.
Moé Kpblsio Ha/i 6eperoM HaBUCIIO.
Ap6art - MOl 10M, HO ¥ BECb MUP -
MOMH JIOM...
Bcé octasbHOe He UMeeT CMbIC/Ia

Okudzhava, Bulat. “HouyHoii pasroBop” [“The Night Conversation”] ITo npuxomu
cyououl: Jlupuka. [At the Whim of Fate: Lyrics]. MockBa: 3e6pa E, 2009. 81-
82. Print.

- Moi1 KOHb IPUTOMMUJICS, CTONTAJIMCh MOU OallIMaKH.

Kyna ke MHe exaTb? CKaXKuTe MHe, Oy/bTe J0OPHI.

- Bnosib KpacHoi peky, Mol pafocTh, BAOIb KpacHo! peky,
Jlo CuHel ropsbl, MOs1 paZioCcThb, ;0 CUHEHN rOpBbI.

- Arpe x Ta peka, Ta ropa? [I[puToMuiica MOM KOHb.
CkaxkuTe noxaJyyMcTa, Kak MHe IpoexaTb Tyza?

- Ha gcHb1M OroHB, MOS paZloCTh, HA ICHBIU OTOHB,
E3ail Ha OTOHb, MOSI paJlOCTh, HaWAellb 6e3 TpyAa.

- ArJie ke TOT SICHbIM OTOHb, I0OYEMY He TOPUT?

Cto JieT mo/nuparo 1 He60 HOUHOE MJIEYOM...

- @oHapIIMK ObLI AOKEH 3a3KeUb, HO POHAPIIUK TOT CIIUT,
@®oHapIMK-TO CIIUT, MOSI PaJIOCTh, A 51 HU [P YEM.

M cHoBa OH eJieT o/ivH 6€3 J0POTH BO ThMY.

Kyza ke OH eZieT, Bejb HOUYb MOACTYIIUJIA K IJ1a3aM!..
- Tbl 4TO MOTEPAJ, MOSA PAZOCTh? - KPUUY 5 €MY.

A oH oTBeyvaeT: - AX, ecji1 6 g 3HaJI 3TO caM!

Okudzhava, Bulat S. “Ilecenka o MockoBckoM MeTpo.” [“Song of the Moscow Metro.”]
65 Ilecen = 65 Songs. Ed. Vladimir Frumkin. Trans. Eve Shapiro. Ann Arbor:
Ardis, 1980. 110-111. Musical score.

MHe B MOeM MeTpo
Hukorpaa He TecHoO.
[ToToMy 4TO € fleTCTBA
OHoO KaK necHs],
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['ne BMecTo npuIena,
BMmecTo npunesa:
"Cto¥iTe cpaBa,
[IpoxoauTe cieral!”

[Topsanok BeyeH,

[Topsamok cBAT.

Te, 4yTo cipaBa CTOAT - CTOAT.
Ho Te, uTo uayr,

Bcerpa J0/KHBI

JlepKaThbCsA JIeBOU CTOPOHBI.

Okudzhava, Bulat S. “TleceHka 06 oTkpbITOM ABepH.” [“Song of the Open Door.”] 65
Ilecen = 65 Songs. Ed. Vladimir Frumkin. Ann Arbor: Ardis, 1980. 70-71.
Musical score.

Korpa meTesib KpUYUT, KaK 3B€Pb —
[IpOTSAXKHO ¥ CepAuTO,

He 3anupaliiTe Bauy ABepb,

[lycTb 6yzieT ABEPH OTKpPBITA.

W ecnu nsxeT fJaNbHUAM Y Th
Henerkuy nyThb, npeCcTaBbTe,
/IBepb He 3a0y/1bTe pacnaxHyTh,
OTKpBITOM /iBEPb OCTaBbTE.

Y, yxo/is1 B HOYHOM THIIH,
Be3 iMHUX c10B pelianTe:
OroHb COCHBI C OTHEM AYLIH
B neuu nepemeianre.

[lycTb 6yzieT Tensow cTeHa

W MsArKkow — ckaMeMKa...

/IBepsiM 3aKpbITBIM — I'POII L|€Ha,
3aMKy 1ieHa — KormneKnkal

Okudzhava, Bulat. “IlTosibHO4HBIN Tposelbyc” [“The Midnight Trolley”] ITo npuxomu
cyououl: Jlupuka. [At the Whim of Fate: Lyrics]. MockBa: 3e6pa E, 2009. 34-
35. Print.

Korza MHe HEBMOYb IepecUsiuTh Geay,
KOr/la MOACTYNaeT OTYASTHbE,

s1 B CHHUM TPOJIJIEROYC CaXKyCh HAa X0/,
B IIOCJIEJHHH,
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B CJIy4YaWHBIH.
A B cHHUM TpoJIIEHOYC caXKyCh HA X0y,
B IIOCJIEJHHH,
B CJIyYaWHBIH.

[TocnegHui TpoJLIeobyc, Mo yauiie MYH,

BepILHU M0 OyJIbBapaM KPY>KeHbe,

4YTOO BCEX M0J00paTh NOTEPIEBIIMX B HOYH |

KpYILEHbE, |

KpYLIEHbe. | 2 pasa

[Tocnepuuit TpoJsielbyc, MHe ABeEpPb OTBOPHU!

/1l 3Hat0, KaK B 310Ky0 OJTHOYb

TBOM MACCAKUPbI, MATPOCHI TBOU |

NPUXOAAT |

Ha MOMOIIIb. | 2 paza

Sl c HUMU He pa3 yxoAUJ OT Gebl,

s1 K HUM IIPUKaCaJICA IJIe4aMHU...

Kak MHoro, npesacTaBbTe cebe, J06POTHI |

B MOJIYaHbe, |

B MOJIYaHbE. | 2 paza

[TocnegHuit Tposiebyc nbIBeT o MockBe,

MockBa, Kak peka, 3aTyXaer,

Y 60J1b, YTO CKBOPUYOHKOM CTy4aJia B BUCKE, |

CTUXaeT, |
|

CTUXaeT. 2 pasa
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Appendix B: Songs of Yuri Vizbor

Vizbor, Yuri. “Ax, nopora, gopora.” [“Oh, Road, Road.”] Cunuii nepekpecmok. [Dark
Blue Crossroads.] MockBa: 3kcmo, 2009. 48. Print.

- Ax, fopora, gopora,
3HaKoMas CUHsS nTuia!
MHe 1aBHO IOJII0OOUJIaCh
KpyTas TBO4 noJioca.

3HOU NYCTBIHB, UIyM TaMrH,
30J10ThbI€ CTEMHbIE 3aPHUILBI
Y uCcTOKOB TBOHX

OcHoBaJIM CBOU MOJIOCA.

[lo 1nny TBOEMY

[IponosizaloT HOYHbBIE TYMaHBI,
KapaBaHbl MalivH

Ton4yT WIMHaMHU TeJo TBOE,

Hap TBOe€I rojioBoM

3aXUrarwTcs 3Be3/, KapaBaHBbl,

A B HOoTax TBOUX COJIHIIE,

Kak nyTHUK TBOU BEYHBIH, BCTAET.

- Ax, fopora, gopora,

Kypna e sieTuiib Thl, Kysa Thi?
- f nedy o ropam,

Y AUBJIAIOCH, Ky/ia K 3aHECJIO.
/1 6epy u WBBIPsIO

By6HOBbIe MacTH 3aKaTa

Ha TBOE BeTpoBOe,

BuzaBuiee BU/bI CTEKJIO.

Kak BeceJible 3aH1bI
BbINpBIrMBalOT MOBOPOTHI,
PasBeBaroTcs BeTph],

Kak nuiai 3a Moero CIMHOM.
Joporaga gopora,
KuByliero Mmyupa BopoTa,
OTBOpUCH Ipesi0 MHOM,
OTBOpUCH Ipei0 MHOM.

Vizbor, Yuri. “Zlo cBupanbs.” [“Goodbye.”] Cunuli nepekpecmok. [Dark Blue
Crossroads.] MockBa: 3kcmo, 2009. 323-324. Print.

Jlo cBUJaHbs, JOPOTOM MOM, /10 CBUIaHbA!



K coxasieHb10, HaM ¢ TO60M He 0 MYTH.
PaccTaBaHbe nepexoJUT B PacCTOSIHbE.
Jlo cBUZaHbs, JOPOTOM MOM, HE TPYCTH.

[Toe3n Hall jieTes ¥ K paZloCTH, U K MyKaM,
TosibKO MHE IPUAETCS C oe3/1a COUTH,
W Ha ctaH M c Ha3BaHueM "Pa3nyka" -
Jlo cBUJaHbs, JOPOTOM MOM, HE TPYCTH.

Hac kopoTkasi ito60Bb ¢ TOOOM BeHYaIa.
Ecaiv 6b1J10 YTO He TaK - MeHs IPOCTH.
To/IbKO XM3Hb He NIOBTOPSETCS CHavaJa.
Jlo cBUZaHbs, JOPOTOM MOM, HE TPYCTH.

Bep1o 1, 4TO ByZieT Bce y HaC, KaK Mpex/e,
Jluub A0pOTy HY>KHO J0JITYI0 IPOUTH,

W no crannuu c Ha3BaHueM "Hagexga" -
Jlo cBMlaHbs, ,OPOrOM MOW, He TPyCTH!

Vizbor, Yuri. “Kak s ieten Ha camosieTe.” [“As | Flew In A Plane.”] Bards.ru n.p. n.d.

Web. 15 Dec. 2012.

A xeHa Mos1 ceiiuac 3aXKUraeT 3aKUTaJIKY

U 3akypuBaet "ABy", u MypJibiKaeT 3dup,

M kako#-To HexopoIllui roBopuT ei: "Cayiwai, anka,
He cMmoTpu Ha Beljd MpayHo, - KaK NpeKpaceH 3TOT MUP!
Hy, a MoXeT 6bITh, ceiiuac HaM € TO600 MOBE3ET,

Hy, a MoxeT, pa3o6beTcsl 3TOT caMbli caMoJieT".

M Bce 3TO MPOUCXOUT, TOKA CAMOJIET HAlll MUYUTCS

W c kpuKOM pBeTCs BO3YX YYThb BIIEPEIU KPblJa,

M Bce MBI TYT 3KeJ1aeM NMopaHbllie MPU3EMJIUThCS

(Ho, 607xe Mo, He paHblile, YeM CKa3aHO B pacCMCaHUH,
yTBEpPXKJIeHHOM MUHHCTEPCTBOM IpakiaHCKOH aBUAIUH).

Ay wtypMaHa ToBapuia CeMeHOBa

HacTtpoeHue napuimBoe Booo11e:

OH pe30HHO MOHUMAET, YTO He Jlajiee KaK B OJIJJeHb
CbeJs Kakyo-To CyOCTaHIMIO B Hopliie.

W 6osUT ero xeyJi0K, a Ha cep/ilie BCe COCeT:

Hy korpa » ToBapuly IITYpMaH,

Hai 3aMeyaTesibHbINA pabOTHHUK,

OH xeHy cebe B YeTBepThIi pa3 HaWAeT?

1 BCce 3TO IMPpOUCXOAHUT, IIOKA CaMOJIET HAll MUHUTCA
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W c kpukoM pBeTca BO3yX 4yThb BliepeJy KpblJa.

W neTuM Mbl, Bce JIeTUM, poJsieTaeM ropos HexxuH,

W oTTyja yMHBIM MaJIbuUMK B T€J€CKON Ha HAC IJISAAUT.
Teneckon Bech JieAsiHOH, ropo/i Hexx1H Becb 3aCHEXeEH,
MasibuuK BUAUT Halll OHAPHUK U BOJIHYETCS B IPY/AH.

OH-TO AiyMaeT, YTO Mbl Ha JIeTAlOIeN TapeJKe.

YMHBIN MaJIb4YHK, ThbI OI_LII/I6CH, MbI Belb MeCTHbIE, CBOU.

W Bce 3TO NpoMCXOAUT, NOKA CaMOJIET HAll MUUTCS
W c kpukoM pBeTcd BO3yX 4yThb BIepe iy Kpbla.

U cuxy g TyT, CHXKY, BeCb IPUCTETHYThI pEMHSIMY,
U ckonsieHbe HacesleHbs HA6JII0a0 1O/, COOOH.

W Bc4 KM3Hb MO4 JIETUT Pa3HOLBETHBIMU OTHSIMH,
W neTtarouyx Tapesiok B Hebe sBHbIM pa3HOOOM.

W g pymaro, yto npas komnosutop /J.TyxmaHoB

1 noat B.XapyUTOHOB, YTO 3aMeTUJIN OLHAXK/bI

[locsie TIaTebHBIX pa3fAyMUl U IPOBEPKHM MHOTOKPATHOH,

YTo, el CTBUTENBHO, NPEKPACEH 3TOT MUP.

W Bce 3TO NpoMCXOAUT, NOKA CaMOJIET HAll MUUTCS
W c kpukoM pBeTca BO3yX 4yThb BiepeJy KpblJa.

”

Vizbor, Yuri. “IlepBbIii TpaMBaH.

Hap roposioMm, Haj KpbliiaMy 6eJieCbIMU
JleTuT MOpO3, 0Z1€THIN B CUHEBY.

Beﬂb Ka)K,[[bII‘/JI A€Hb CBA3aTb UM HY>KHO 3dHOBO

[IpoBHHLIMY OT/AAIEeHHBIE Kpas.
B Yepemyiikax, Yepkusoso, YepTaHoBO
"JlaBaii moeieM B ropoji”, TOBOPSIT.

CepebpsiHBIN pacCBET Ha KPbIIIaX eXKUTCS,
U pesibcbl NOBOPOTHBIE BU3XKAT,

M nasbliaMu NpoOTOMNJIEHHBIE POXKHUILbI

Ha sieisiHbIX OKOIIEYKaX JpOKaT.

CHera Ha/, HAlIUM rOPOJIOM NOCEAHBI,
Mopo3 cTeKaeT ¢ KyInoJIOoB 3eMJIH,

Kak 6yzToO 11€es1 110 ceBepy paccestHHbIN
W KpbIHKY € 6€J1bIM X0J10/{0M POJIHII.

Jla 3JpaBCTBYIOT MOCKOBCKHE TPaMBaMILUKHU!

[“First Tramway.”] Tbt y meHsi odHa. [You and I Are
One.] MockBa: 9kcMmo, 2009. 224-225. Print.
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PaccBeTHBIX cy/ie6 BpeMeHHbIH puyal,
By iunpHUKOB BepHeWIlIMe TOBAPHUILH,
ToBapuILM BCTAOIIMX [10 HOYAM.

C noTepThIMU GUIETAMU CE30HHBIMU
[l1b1BEM B CHHEBY 60JIBLIOTO JHS,

M BOPOTHUK NaJbTO AEMUCE30HHOTO,
Kak ¢1ar 3uMbl Ha KOpa6J/IAX MOAHSAT.

[Ioka B MoCKBe He MHOTHe YBU/JIEJIU
CerozHsALIHero yTpa nepBbIU CHET,
[IpuBeT BaM, 06UTaTENHU OOUTEIH,
Karsamelica no yrpenneid Mockse!

Vizbor, Yuri. “Cag Bepuiun.” [“Grove of Summits.”] Tst y MeHsi odHa
One.] MockBa: 3kcMmo, 2009. 150. Print.

MBI BXOA¥M B rOpbl, CIOBHO BXOJWM B CaJ,
Ero Bepxa - B iBeTEHbe 6E€JI0CHEKHOM.
Ero cTBOJIbI OTBECHBI U 6€36PEXKHBI,

W nefHYKHY, KaK JIeeCTKH, BUCAT.

[Ipunes:

M nyTh HAlll YUCT, U TYyTh HEGJIU3O0K -
Ha rpe6Hu rop, Ha mnoJitoca.

EcTb yesioBeKy BeUHbIH BbI3OB,

EcTb yesioBeKy BeUHbIU BbI3OB -

B ropax, B MOpsiX 1 B Hebecax,

B ropax, B MOpsix U B Hebecax.

B capy BepIvH pacTyT CBOU MJIO/bI.
OHM TPY/ZIOM U JPYKOOM O0CTAIOTCS.
W Te nJioAbl HUT/IE HE IPOJAIOTCS,
[IocKOJIbKY MX Ha3BaHUSA FOPAbI.

[Ipunes.

MBI 2KEeHILIUH He [TyCKaeM B 3TOT caf,
[loaToMy He naxHeT TYT U3MEHOM.
[IoYTHUTENIBHO CKJIOHUB CBOU aHTEHHB,
3a HaM¥ TOJIbKO CIIyTHUKH CJIeJAT.

[Ipunes.

B cazy BepiiuH pacTeT ofiHa ropa,

.[You and I Are
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KoTopas Bcex Bblllle U IpeKpacHeH,
W noTtoMmy, 4TO NyTh Ty/Zia ONACHEH,
Ha 3ty ropy BeiiiTH Ham nopa!

[Ipunes.
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Appendix C: Songs of Vladimir Vysotsky

Vysotsky, Vladimir. “I'paxkaane! 3auem Tosikaetech...” [“Conversation on the
Tramway.”] Baadumup Buicoykuii: CobpaHue couuHeHuli 8 00HOM mMoMe.
[Vladimir Vystosky: Complete Works in One Tome.] 398. Print.

['paxkpane! 3ayeM To/IKaeTecCh,

Ha ckaHzgan u ccopy HapbiBaeTech?-
Cectb xoTuTe? JlanbHsAda fopora?..
A Bam ycrynuito, pagu bora!

['paxxnane, naxke nbsiHbie!

Bce MbI - maccakupbl OCTOSIHHBIE,
Bce »xuBeM, OUJIETHI OTPBIBAEM,
Bce no xu3HU efleM TpaMBaeM...

Tecno Bam? U 3p4a pyraerecs -
[loueMy Briepe He npojABUraeTech?
Kawmu ¢ Bamy, BUAMMO, He CBapULb...
Hukakol s1 BaM He ToBapuy!

Horu Bce npokonbITHUIIY,

BoH y»xe apIpa B KyJlak Ha KUTeJle.
Pa3byguTe 3TOr0 My>4uHy -

OH BO CHe MOeT MaTepLUHY.

['paxxpane! )Ku3Hb KoH4YaeTcd -

TpeTuit Kpyr COUTH He moJydyaeTcs!

"C Bac, ToBapuil, WITpad - pacCCYHUTAUTECH!
Het? Torpga emie nokataurecn!"”

”

Vysotsky, Vladimir. “Ilecus o apyre.” [“A Song about a Friend.”] Vladimir Vysotsky:
Hamlet with a Guitar. Eds. Yuri Andreyev and losif Boguslavsky. Moscow:
Progress Publishers, 1990. 62. Print.

Ecau apyr okasasicsa BAPYT

W He fipyT, ¥ He Bpar, a Tak,

Ecnu cpasy He pa3bepelb,

[1y10X OH WK XOpoll,-

[lapHs B ropbl TSSHH, PUCKHH,

He 6pocaii ogHoroO ero,

[lycTb OH B CBSI3Ke B O/IHOM C TOOOH -
Tam nmoMMelb, KTO TaKOM.

Eciu IMapeHb B ropax - HE dX,



Ecsiu cpasy packuc v - BHU3,
[llar ctynu/ Ha JIeAHUK U CHUK,
Octynuiice - ¥ B KpUK,-

3HAUUT, PAZOM C TOOOMU - UYKOH,
Tbl ero He 6paHU - TOHY,-

BBepx Takux He 6epyT, U TYT
[Ipo Takux He MOIOT.

Ecaiv K OH He CKYJIWJI, He HbLJ,
[lycTb OH XMyp OBLI U 30J1, HO L€,
A Korpa Tbl ymaJ co cKaJi,

OH cToOHaJI, HO AepKaJl,

Ecsau m1es1 3a To60H, Kak B 60H,

Ha BepiiiriHe CTOS1J1 XMeJIbHOH, -
3HaAYUT, KaKk Ha cedbd caMmoro,
[Tos10kKCh Ha HETO.

)

Vysotsky, Vladimir. “Iloe3f B nycTbiHe.’
Web. 26 Feb. 2012.

Al noMHI0, 1 IOMHIO TOT Bevep.

He BcTpeuych c 1t06KMMOM, He Tpa3{HUYHbIHI CTOJI.
CeroziHs 4 TaM caMbl¥ IJIaBHBIW JUCIIETYED,

U cTpesiku ceroiHs g caM nepeBeul.

W nycTh oTnpasslo {1 Moe3/, B MyCTHIHIO,
['ie TosibKO 6apXaHbl B TOPSAYUX JIyyaX.
Mou noesza He BEpHYTCS YCTHIMH,
[Toka Mo 0a3uc coBceM He 3a4ax.

1 BHOBB OTHIpaBJIAI0 4 I0E3/ [10 MUDY,

A pyk He JioMal0, HaB3pbIJ, HE KpUYY.

VX MHe He HaBAXKYT, 4y>KUX NaCCaKUPOB,
Caxkaro g B oes3/; Koro 3axoyy.

W nycTh oTnpassAlo {1 Moe3/, B MyCTHIHIO,
['ie TosibKO 6apXaHbl B TOPSAYUX JIyyaX.
Mou noesza He BEpHYTCS YCTHIMH,
[Toka Mo# 0a3uc coBceM He 3a4ax.

Vysotsky, Vladimir. “IIpomanue ¢ ropamu.” [“Farewell to the Mountains.”]
Baadumup Beicoykuti: CobpaHue couuHeHuli 8 0dHom mome. [Vladimir
Vystosky: Complete Works in One Tome.] 86-87. Print.

[“Train in the Desert.”] Bards.ru n.p. n.d.
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B cyeTy ropoioB ¥ B NOTOKU MalllMH
BosBpaiaeMcs Mbl - IPOCTO HEKYAA AeThbcs! -
U cniyckaeMcsi BHU3 C TOKOPEHHbBIX BEPIIIKH,
OcTaBJisis1 B ropax CBOe cepALe.

[Ipunes:

Tak ocTaBbTe HEHYXHbIE CIIOPHI -

1 cebe yxe Bce Jjoka3aJ:

Jly4iie rop MOTYT OBbITh TOJIBKO T'OPBbI,
Ha koTophIx elie He GbIBaJIL.

Ha koTophIx elie He 6biBa!

KTo 3axoueT B 6eJie ocTaBaTbCs O/IUH,

KTo 3axoueT yiTH, 30By cep/ilia HE BHeMJIA?!
Ho cnyckaeMcsi Mbl ¢ TOKOPEHHBIX BEPLIUH, -
YTo Ke Jies1aTh - U 6OTY CMYCKaJUCh Ha 3eMJIIO.

[Ipunes.

CKOJIbKO CJIOB M HaZleX /|, CKOJIbKO ITeCeH U TeM
['opbl 6yAAT y HAC - ¥ 30BYT HAc ocTaThbcs! -

Ho cniyckaeMca Mbl - KTO Ha rofi, KTO COBCeM, -

HOTOMy 49TO BCeraa Mbl JOJI2)KHbI BO3BpallldTbCA.

[Ipunes.

Vysotsky, Vladimir. “Uy>kas kosies1.” [“Someone Else’s Rut.”] Vladimir Vysotsky:

Hamlet with a Guitar. Eds. Yuri Andreyev and losif Boguslavsky. Moscow:

Progress Publishers, 1990. 82-86. Print.

CaM BMHOBAT - U CJIe3bl JIbIO,
Y 0Xalo,

[Tomas B 4y>Kyto KoJiero
IJ1y60KYIO.

{1 nesnn HaMeyvyaJs CBOMU

Ha BbIOOp caM -

A BOT Teneps U3 KOJIeH

He BbIOPAThCS.

KpyTbie cKo/Ib3KHeE Kpasd
HUMeeT 3Ta KOJIE4.

A K1AHY IpOJI0KMBILIKX €€ -
Ckopo JIonHeT TepleHbe Moe -
W ck/10HA10, KaK LIKOJIbHUK IJIOXOU:

94



Kouielo, B KoJiee, c KoJieeH...

Ho nouemy HeliMeTcs MHe -

HaxaJIbHbIM 4, -YC/10Bbs, B 06111eM, B KoJiee
HOpMaJIbHbIe:

HuKTO He CTyKHeT, He IPUTpET -

He KaJlyucs, -

Kenaewsb gBUraTbcs Brepes -
noxxasnyucra!

OTKa3a HeT B eJle-IUThe
B yroTHOM 3TOM KOJIEE -

U 51 xuBO cebs yoeauI:
He oguH 4 B Hee yroaui, -
Tak gepxaTb - KoJieco B KoJiece! -

W noeny Tyza, Kyaa Bce.

BOT KTO-TO KpUKHYJI CaM He CBOM:

"A Hy, nyctu!" -

M Havas1 cnopUTh € KoJieeH MO TJIYNOCTH.
OH B cniope cxker 3anac /10 JHa

TemnJa Ayl -

1 nosieTesiu KjanaHa v BKJIabIIIH.

Ho nokopexuJ1 oH Kpad -
W mupe ctana KoJes.

Bapyr ero o6pbiBaeTcs CJef,..

Yynaka oTTallUIU B KIOBET,

YTO06 He MOT OH HaM, 33/JHUM, MellaThb
[lo 4yy»0¥ KoJlee Mpoe3xaTh.

BoT 1 ko MHe npuiia 6e/a -
crapTep 3aeJ, -

Teneps y>x 3T0 He e3/a,

a ep3aHbe.

W Hazio 6 BBIATH, NOATOJKHYTD -
HO IPBITH HET, -

ABoCb IObE/IET KTO-HUOY b

Y BBITSIHET.

HampacHo xay noamoru 4 -
Yyxad 3To KoJes.

PacnieBaTbCs 6b1 IJIMHOM U PXKOU
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C KoJieel 3TOU CaMOU - YyKOH,
TeM, 4yTo 5 ee caM yriayou,
Ay 3aHUX HaZEXKAY YOI

[Ipouin6 MeHs X0JIOAHBIN MOT
J,0 KOCTOYKH,

U g npoutesicd 4yTh Bliepes,
110 IOCTOYKE, -

['1s12Ky - pa3MblId Kpau py4Ybu
BECEHHME,

Tam Bble3[, eCTb U3 KOJIEU -
cnaceHue!

A rpa3p10 U3-N0J, LIUH IJII0X0
B 4y»Ky10 3Ty KoJI€elo.
J¥ BbI, 3aiHUe, Jesal Kak !

JTO 3HAYUT - He Ha/Jl0 32 MHOM.

KoJiest 3Ta - TOJIBKO MOH,
Bbi6upaiiTech cBoel KoJieei!
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