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Bulat Okudzhava: 
Bard and Voice ofa Waking Russian Nation 

ABSTRACT 

Bulat Shalvovich Okudzhava, the originator of the style of Russian bards, was the 
first to express his nation's disillusionment over the country's political system and 
government in a new and alternative way. 

For this purpose, he used the direct impact ofhis poetry, a part ofwhich he would 
sing for audiences, accompanied only by his guitar. This sort of communication between 
the writer and his interlocutors remained in sharp contrast with the means traditionally 
used by the official Soviet mass culture. The spreading of guitar poetry was impossible to 
control by authorities, since for popularization it used not only public gatherings, but also 
a new piece of technology at the time, tape recorders, a medium brilliantly used by 
Magnitizdat. 

As opposed to Okudzhava' s prose, the body of his poetry is largely understudied. 
One of the possible approaches to his poetic works may be that of classifying them 
according to their themes. 

In the poetry of Bulat Okudzhava, several distinctive thematic categories can be 
distinguished. The themes that dominated the poet' s creative years interpenetrate and 
overlap one another, as well as provide a reference for his secondary themes. 

In the present thesis, the dominant themes will be analyzed from a biographical 
and historical angle. War will be the first major theme explored. This will be followed by 
a description of Okudzhava's works dealing with the cult of Stalin and the associated 
personal tragedy of the author, who witnessed the execution of his father and deportation 
of his mother. Subsequently, the themes of work, creator and creativity, poet and poetry, 
music and painting will be discussed. Other themes typical foi Okudzhava are those of 
the city (especially Moscow), the street (especially the Arbat), nature, folklore, and 
Georgia. The body of the present thesis will conclude with the description of the basic 
thrusts of Okudzhava's ethics and philosophy, that are most clearly expressed in his 
"philosophical" verses (concerning belief, hope, love, destiny, women, friends, and man's 
inner world). 

Since Okudzhava's poetry is heavily grounded in the historical context of the 
Stalin and post-Stalin era and is an alternative voice to what was imposed by official 
literature, it is natural and valuable to see it against the background of the Socialist 
Realist canon of Soviet state-controlled literary production. 
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Bulat Okudzhava : 
Le chantre et la voix d'une nation russe réveillée 

RÉSUMÉ 

Bulat Shalvovich Okudzhava, l'auteur innovateur du style des chantres russes, fut 
le premier à exprimer sa désillusion de la nation vis-à-vis du système politique et du 
gouvernement du pays, et ce, d'une manière neuve et peu conventionnelle. 

À cette fin, il se servit de l'impact direct de sa poésie, une partie de laquelle il 
chanterait à l'auditoire, accompagné seulement de sa guitare. Ce type de communication 
entre le parolier et ses interlocuteurs vint rompre nettement avec les moyens que se 
donnait traditionnellement la culture de masse soviétique officielle. L'engouement que 
suscita la poésie pour guitare fut telle que les autorités ne purent en venir à bout. Pour cet 
effet de popularisation, on eut non seulement recours à des rassemblements publics mais 
on utilisa également le nouveau matériel technologique du moment, à savoir le 
magnétophone à bande, un moyen d'expression dont se servit avec brio Magnitizdat. 

Par opposition à sa prose, les textes de la poésie d'Okudzhava sont largement 
repris. Une des approches éventuelles à privilégier pour ses œuvres poétiques pourrait 
consister à les classer en fonction du thème abordé. 

Dans la poésie de Bulat Okudzhava, on peut distinguer plusieurs catégories 
thématiques distinctes. Les thèmes qui dominent les années créatives du poète 
s'interpénètrent et se chevauchent mutuellement, de même qu'ils servent de référence aux 
thèmes secondaires. 

Dans cette thèse, les thèmes dominants seront analysés à partir des points de vue 
biographique et historique. La guerre sera le premier thème principal exploré. Suivra 
ensuite une description des oeuvres d'Okudzhava. Celle-ci aborde le culte de Staline et la 
tragédie personnelle de l'auteur qui y est associée, à savoir qu'il fut témoin de l'exécution 
de son père et de la déportation de sa mère. Subséquemment, les thèmes portant sur le 
travail, le créateur et la créativité, le poète et la poésie, la musique et la peinture seront 
discutés. D'autres thèmes de prédilection chers à Okudzhava concernent la ville (Moscou 
particulièrement), la rue (surtout l'Arbat), la nature, le folklore et la Georgie. Cette thèse 
se conclura par la description des idées de base sur l'éthique et la philosophie 
d'Okudzhava, lesquelles sont exprimées le plus clairement dans ses versets 
«ophilosophiqueso» (à propos de la croyance, l'espoir, l'amour, du destin, des femmes, 
des amis et du monde intérieur de l'homme). 

Étant donné que la poésie d'Okudzhava est fortement ancrée dans le contexte 
historique de l'ère stalinienne et post-stalinienne et que sa poésie représente une voix 
parallèle à tout ce qu'imposa la littérature officielle, il est donc naturel et intéressant de 
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l'observer par rapport au climat qui régna à travers les règles réalistes socialistes de la 
production littéraire soviétique étatisée. 



VI 

A NOTE ON THE TRANSLATIONS AND TRANSLITERATION 

Translations of the poems and citations were done by the author of the thesis. 
They are not meant to be literary, but simply to render the meaning of the Russian works 
cited understandable to English-speaking readers. 

The transliteration system follows the Romanization mIes from the tables of the 
Modified Library of Congress and American Library Association (i.e. without the 
diacritical marks and ligatures). 
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Definition: 

INTRODUCTION 

... A rO)J.bI npOXO)J.HT, KaK neCHI1. 
I1Haqe Ha MI1p H rJIH)l(y. 

( ... And the years pass, like songs. 
And l see the world differently now.)l 

)J KJIaHHIOCb HI13KO ll03HaHI1H MOpIO 6e36pe)l(HoMy, 
pa3yMHbIH CBOH BeK, MHorOOllblTHbIH BeK CBOH JII06H. 

(I am bowing low before the endless sea of knowledge, 
Loving my intelligent and changing times.)2 

1 

For the purposes of the present thesis, Russian bards3 will be seen as 

representatives of a 1960s Soviet cultural reaction to the official state culture. The 

original English term bard is not linked with the notion of opposition or reaction to 

government4, and the Russian bards were not expressing the official ideology through 

their art, as the English meaning of the term bard may suggest. 

On the contrary, their story reveals how post-Stalinist Soviet society embarked on 

a path of cultural and civil disobedience to a govemment that had "[ assumed] the role of 

1 Bulat Okudzhava, "Arbatskii dvorik," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 2001) 
176. 
2 Bulat Okudzhava, "Byloe nel'zia vorotif, i pechalifsia ne 0 chem ... ," Stikhotvoreniia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 284. 
3 For more detailed information regarding the Russian bards, refer to Appendix 1 at the end of the thesis. 
4 Among the ancient Ce/ts a bard was a sort of official poet whose task was to celebrate national events -
particularly heroic actions and victories. The bardic poets of Gaul and Britain were a distinct social class 
with special privileges. The 'caste' continued to exist in Ireland and Scotland, but nowadays lisl more or 
less confined to Wales, where poetry contests and festivals, kno-wn as the Eisteddfodau, were revived in 
1822 (afler a lapse since Elizabethan times). In modern Welsh a bardd is a poet who has taken part in an 
Eisteddfod. In more common parlan ce the term may be half seriously applied to a distinguished poet -
especially Shakespeare. J.A. Cuddon, The Penguin Dictionary of Literary Terms and Literary Theory 
(Toronto: Penguin Books, 1999) 76. 
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an absolute spiritualleader,,5 for the country. Contained within the sources used for this 

thesis was the term minstrel6, which also refers to the Russian bards. 

Bulat Shalvovich Okudzhava7
, a Russian poet whose fame began to spread at the 

end of the 1950s and peaked in popularity in the 1960s, was a major Russian bard who 

created a genuinely new genre of bard song. The title of Russian bards is used for him as 

weIl as B. Akhmadulina, A. Galich, Y. Kim, V. Vysotskii and others. 

Limitations of the Subject Matter, Scholarship an~ Need for Study: 

Okudzhava was arguably the most important figure in the bard movement. He 

created a self-sufficient system of literary works based on humanistic issues and 

philosophical impulses, instead of submitting to the government' s dictates for literature. 

It is therefore surprising that no extensive and detailed research into his poetry exists. 

Therefore, a thesis focusing on the works of this Russian bard will be a valuable 

contribution to Slavic studies. It introduces a new approach to Okudzhava's poetry that is 

based on a thematic investigation of his works, focusing heavily on the shifting socio-

cultural and political situation before and during the time that he produced his works. The 

results should be of interest to scholars specializing in modern poetry at large, to those 

5 Rosette C. Lamont, "Horace's Heirs: Beyond Censorship in the Soviet Songs of the Magnitizdat," World 
Literature Today 53 (1979) 220. 
6 Originally, this term referred to a medieval singer or poet: Minstrel: J. A medieval musician who 
performed sangs or recited paetry with instrumental accompaniment. 2. A performer in a minstrel show. 3. 
Archaic or poetic: any poet, musician or singer. Cited after: William T. McLeod, ed. The New Collins 
Concise Dictionary of the English Language (London & Glasgow: Collins, 1982) 719. For more on the oral 
tradition, the Spanish-American payadores, northem France trouvères and southem France troubadours, 
consult Cuddon 512, 617, 653 and 949. 
Minstrel: One of a class of medieval musicians who sang or recited to the accompaniment of instruments. 
Originally the English equivalent of the French "troubadour" and the German "minnesinger". Cited after: 
Minister of Public Works and Govemment Services Canada, Termium. The Govemment of Canada 
Linguistic Data Bank, CD-ROM (Ottawa: Translation Bureau, 1999). 
7 For a detailed biography ofOkudzhava, refer to Appendix 2 at the end of the thesis. 
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interested in the poetry of other bards as weIl as to those interested in nove! forms of 

mUSIC. 

Okudzhava's poetry provides the primary sources for this thesis. Since 

Okudzhava was first and foremost a poet (in interviews he repeatedly stressed that he was 

not a guitarist or a songwriter but a poet8
), the focus will be on his poems. The poems that 

will be considered are those meant to be sung as weIl as those meant to be read. For the 

sake ofmanageability, certain delimitations have been imposedon the scope of the verses 

presented. In order to investigate the greatest possible number of his varied thematic 

blocks while respecting the prescribed length of the thesis, poems that did not clearly fit 

into a given thematic group were omitted. For the same reason, the study will focus on 

the subject matter of Okudzhava's poetry as the unifying vehicle ofhis works rather than 

style. Since Okudzhava' s prose works pro vide a complementary understanding of the 

bard, these are included as primary sources as well. Sorne attention to Okudzhava' s 

prosaic works and their somewhat transitory place in the writings of Okudzhava is 

devoted in Appendix 2. 

8 -lfmo KacaemCR 6apôa, 51 He coeceM XOpOUIO npeÔCmae1l5l1O - 'lmo 3mo 3Ha'lUm. 3mo 'lellOeeK, nolOU/uu 
C60U cmuxu, ôa? lIa. 11 uzpalOU/uu noô zumapy. Hy 2JlaeHOe, ecë-maKu, 'lmo 51 nuzuy cmuxu. 3mo 2JlaeHoe. 
A ecë ocmanbHoe - 3mo emopocmeneHHoe y:JICe. 3mo cpeôcmeo eblpa:JICeHUR cmuxoe: OÔUH ux 'lumaem 
npeKpacHo, ôpyzou Haneeaem noô zumapy. -A zumapa BaM nOMazaem? -HeMHO:JICKO nOMozaem, HO He eo 
ecex Cfly'laRX. Hem, ecmb cmuxu, Ha Komopb/e 51 MOZy npuôyMamb MeJlOÔUIO u Mazy cnemb, U ecmb cmuxu, 
Ha Komopb/e 51 He M02)l npuôyMamb MelloôulO u cnemb He M02)l. JlO'leMy? - 3mo maUHa, 51 ÔO cux nop 
3mozo nOH5Imb He Mazy. To ecmb, meopemu3upoeamb Ha 3my meMy 51 He UMelO e03MO:JICHOcmu. [-As for 
bard, 1 do not know exactly what this term means. It is someone singing his songs, right? Yes, to guitar 
music. But what is most important is that 1 write poems. This is the main thing. Everything else is 
secondary. This is a way of expressing poems: one person can read them very nicely, and another person 
sings them playing on a guitar. -And does the guitar help you? -It helps a bit, but not always. No, there are 
poems for which 1 can compose music and sing them, but there are also poems, for which 1 cannot come up 
with music or sing them. Why? - This is a mystery and 1 still don 't understand il. 1 mean, 1 have no 
possibility of theorizing about that]. Aleksandr E. Petrakov, Bulat Okudzhava: 'la nikomu nichego ne 
naviazyval. .. ' (Moscow: Knizhnyi magazin, 1997) 82-3. 
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The list of secondary sources includes a large number of articles regarding 

Okudzhava and his works. Authors of such articles include Bazhenova, Chudakova, 

Krylov and Rishina, among others. Additionally, other poets and bards such as 

Akhmadulina, Matveeva, Evtushenko and Voznesenskii also wrote about him. However, 

sorne of the secondary references cited are obsolete Soviet-era articles written with the 

political intent of silencing and even destroying the author's credibility with the people. 

It is a common situation in the case of an undiscovered and under-studied poet 

that only a very limited number of books and dissertations have been written on such an 

author. A collection of Okudzhava's responses to questions from the public (EYlzam 

OKYÔ;)ICa6a: JI HUKOMy HUf.JeZO He Ha6fl3bl6aJl ... ), edited by Petrakov, provides sorne 

interesting information and will be cited in the present work. As far as dissertations are 

concerned, only two were found, and in both cases attention was devoted to the au~hor' s 

prose works9
. 

The author of the present study has not located any monographie attempt to 

describe the poetry of Bulat Okudzhava. The many interviews, journal and paper articles 

that are available only provide scattered pieces to the whole picture of who Okudzhava 

was and exactly what he accomplished' in the field of literature. The failure of 

Okudzhava's poetic body of writing to attract weIl deserved scholarly recognition is yet 

another reason why the particular themes of Okudzhava's poetry, as well as sorne aspects 

of his creative laboratory, were researched. This kind of innovative work, thematically 

9 The two works are: Liubov Arsen' evna Krechkova, "Fiction and Reality: The prose of Bulat Okudzhava," 
diss., U. of North Carolina, 199\ and Lorraine Aten Ranchod, "The Early Novels of Bulat Okudzhava: 
'Bednyi A vrosimov' and 'Pokhozhdeniia Shipova': Political Allegory of the Period of Zastoi in the Soviet 
Union," diss., U.ofVirginia, \992. 
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discussing more than just a single volume of Okudzhava's poetry, should be useful III 

further research on his poetry. 

The fact that Okudzhava died III 1997 and has still received so little scholarly 

attention provides a further reason why in-depth and extensive research into his poetry 

should be carried out. The lack of research on Okudzhava's poetry represents a glaring 

omission in the critical corpus surrounding his work. With a focus on the themes of his 

poetry, this thesis aims to fill in this omission. 

Background: 

While the Soviet public had been used to obedience and one way of thinking 

under the terror filled mIe of StalinlO
, Okudzhava's works contributed to the process of 

10 [ . .] such writers as Bitov, Okudzhava, and Iskander seem to represent an extreme reaction against 
literary practices inherited from the Stalin period; the only trace of socialist realism in their works is 
clearly parodic. Deming Brown, The Last Years of Soviet Russian Literature: Prose Fiction 1975-1991 
(Cambridge: Cambridge UP, 1993) 60. 
J1 60m c cepeàuHbl 50-x 20à06, c ommeneJlU, ymenllU6UteU àyUtu U pa3MR2IJU6UteU cepàlja, HaIJUHaemCR 
6mopaR rjJma - U mpyàHo noà06pamb eu 60Jlee mOIJHOe Ha36aHue, 'leM «ColjUaJlUCmU'IeCKUU 
ceHmUMeHmaJlU3M». Ommb KpumUKa J/CecmKUX KJlacculjuCmU'IeCKUX KaHoH06, omKa3 om 
«COljUOJl02U3MW), cma6Ute20 «6YJlb2apHblM», - 6 nOJlb3y MOpaJlbHblX noàxoà06 no «àyUte» U no «C06ecmw>. 
B ljeHmpe 6HUMaHUR - Hen06mOpUMaR '1ell06e'leCKaR lIU'IHOcmb. «Jl1oàeu HeUHmepeCHblX 6 Mupe Hem» -
Kpeào OàH020 U3 3a'lUHamelleu 3m020 H06020 ceHmUMeHmaJlU3Ma E6zeHUR E6myUteHKO, cpa6HUMoe no 
3Ha'ieHUJO JlUUtb c 6eccMepmHblM Kapa.M3UHcKUM: «U KpecmbRHKu lIJ06umb YMeJOm». CH06a 06pmbl 
«MaJleHbKUX JlJOàeu», nopmHblx, 6YX2aJlbmep06 U '1yJlO'lHUlj 6Mecmo nOJlK060àlje6 U pam060plje6. rJla6HOe 
mpe606aHue K lIumepamype - uCKpeHHocmb, JlU'IHaR 6360JlH06aHHocmb, ucn06eàaJlbHOcmb. rlla6Hoe 
Hanpa611eHUe - «Hpa6Cm6eHHble nOUCKW), àoUteàuLUe IJymb JlU He ào cepeàeHbl 80-x, 6npOIJeM, yJ/Ce 6e3 
HaàeJ/Càbl Ha 06pemeHUR. A. B03HeceHcKuu, E. OK)làJ/Ca6a, B. A KceH06, A. Eum06, 10. KmaK06, 10. 
TPUrjJOH06, B. TeHàpRK06, - 6ce OHU rjJOpMUp06aJlUCb Ha 3mOM 2Jla6HOM Hanpa611eHUU, He3a6UCUMO om 
pm6poca nocJleàyJ01J4ux nymeu. «3cmpaàHaR n033UR», «ucn06eàaJlbHaR np03a», «20poàcKaR np03a», 
«2opoàcKOU pOMaHC» - maK06bl 6blllU 3HaKU U 6exu «ceHmUMeHmaJlbH020 60cnUmaHUR» 6 Hauœu 
CJl06eCHOcmu 50-x - 60-x 20à06. J1 mym J/Ce, KaK 6mopou, 603MyJ/CaJlb1U nepuoà m020 J/Ce à6UJ/CeHUR, Ha 
cMeHy JOHOU Me'lmamellbHocmu npuxoàum cyp06aR COllJ/CeHUljblHCKaR npon06eàb Hpa6cm6eHH020 
OIJU1J4eHUR: «J/Cumb He no lIJ/CU» ... T6apà06CKUU, «H06blU MUP», n03mUKa ZOpbKOU npa6àbl U My'lUMOU 
C06ecmu ... [And suddenly, at the beginning of the 50s, as a result of the thaw, which warmed souls and 
softened hearts, the second phase began - and it is difJicult to find a more exact name for it than "Socialist 
Sentimentalism ". Once again the criticism of severe classicist canons, rejection of "sociologism ", which 
became "vulgar" - towards a moral approach involving "sou/" and "conscience." Unique human 
individuality was in the centre of attention. "There are no uninteresting people in the world" - this was the 
credo of one of the pioneers of this new sentimentalism, Evgenii Evtushenko. Its importance can only be 
compared with the eternal Karamzin 's "even peasant women can love. " Once again portraits of "small 
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destroying the Soviet myth, Soviet canon élnd the omnipresent concept of napmuuHocmb 

[Party spirit]. Okudzhava's works romanticized the people's common life and 

encouraged people to seek their individual paths. Additionally, he evoked intimate 

feelings of empathy from the people, a dimension of personal experience that State 

officiaIs had prohibited from being expressed in literature. Okudzhava also revealed the 

beauty and good hidden in every person and in every social situation in a new way of 

sharing his own feelings and he encouraged his generation to see individuals in the 

faceless crowd. In a chamber-like way, free of any unnecessary pathos, he spoke of war, 

terror, town, nature, loneliness, women, love and death. It was Okudzhava, again, who 

for the first time changed the ideological tone into a much more elegiac and emotionally 

touching one while singing about war and its impact on a single human being ll as he 

opposed and questioned the idea of "just wars." 

Okudzhava's hero is a common person full of emotions that are acknowledged 

and not ignored for the sake of Soviet ideals to be unfeeling as a dead corpse. Such a 

portrayal of the Soviet hero was in complete disagreement with the State's officially 

people ", tailors, accountants and stocking-makers replaced those of army commanders and fighters. The 
main requirement from literature was sincerity, personal involvement and corifession. The overall direction 
- "moral quest" - continued almost into the mid-80s, but already without the hope ofyielding any results. 
A. Voznesenskii, B. Okudzhava, V. Aksenov, A. Bitov, lu. Kazakov, lu. Trifonov, V. Tendriakov - ail ofthem 
followed this main direction, although their paths subsequently diverged "Stage poetry", "corifession 
prose ", "city prose ", "city romance" - these were the aspects and landmarks of "sentimental education" 
in our literature of the 50s and 60s. And then, in the second period of the same movement, the young 
dreamers are phased out by Solzhenitsyn 's severe forecast of moral c!eansing: "live without lie" ... 
Tvardovskii, "Nov yi mir", the poetry of bitter truth and tormented conscience ... ] Michail Epshtein, 
Postmodem v Rossii: Literatura i teoriia (Moscow: Izdanie P. Elinina, 2000). 156. 
Il B neCHe «A KaK nep6aR 60uHa» OKyôJ/Ca6a, KaK 6cezôa, Z060pum He om UMeHu Hapoôa UJlU nOKOJleHUR, 0 
4eM Heu3MeHHo opamopCm606aJlU Ka3eHHble n03mbl, a - om c60ezo UMeHu. C60U onblm, C60R MblCJlb, C60R 
uHmoHaljUR. [In the song "And the First War" Okudzhava, as always, speaks not on behalf of the nation or 
generation, as official poets-orators invariably used to do; instead, he speaks for himself. His own 
experience, own thought, own intonation.] Mark Altshuller, and Elena Dryzhakova, Put' otrecheniia 
(Tenafly: Hermitage, 1985) 67. 



7 

blessed exemplary Soviet hero 12 of the high Stalin era production "with their crudely 

confident heroes, their contrived conflicts, their omniscient narrators, their uplifting 

sentiments and their compulsory happy endings"13 and with high moral values and a 

Stakhanovite approach to work. In contrast, Okudzhava' s characters do not live for and 

their actions are not govemed by the high Purpose of creating the great new world14
, or at 

least affirming State-sanctioned Soviet reality15. 

The structure of communication between Okudzhava and his audience contrasts 

vividly with the structure typical of the Soviet era. Okudzhava did not relate to his 

readers as an omniscient sovereign distant from the common citizens. Neither did he 

relate to them as the initiated one who needed to lead interlocutors as though they were in 

need of guidance regarding the truth of the govemment's actions. It was not, either, the 

12 [. • .} a hero [in the Socialist Realism noveI] appears from among the people, he is guided and matured by 
the party, which tempers his 'spontaneity' with its 'consciousness', and then he leads his brethren to great 
victories over enemies and natural obstacles in the name of the Great Future which the party is building 
[. . .}. Ail these figures have, however, something in common. They know, or discover, the laws governing 
their social existence, and the ultimate outcome of those laws in a Great Society of the future. This is the 
Purpose to which everything is subordinated. The positive characters have overcome, or they learn to 
overcome, their personal weaknesses, anything that stands in the way of unremitting struggle on behalf of 
this vision. Personal and private life is strictly regulated to the requirements of these public goals. Once 
knowledge and self-mastery have been attained, the hero is iron-willed, resolute, resourceful, able 
unfailingly to sum up situations al a glance and decide and decide exactly how to act. Geoffrey Hosking, 
Beyond Socialist Realism: Soviet Fiction since 'Ivan Denisovich' (New York: Holmes & Meier Publishers, 
1980) 18-19. 
13 Hosking, Beyond Socialist Realism: Soviet Fiction since 'Ivan Denisovich' 1. 
14 This is how G. Hoskirig explains the goveming position of the Purpose in Socialist realism fiction: Above 
everything else towers the Purpose in whose service the narrator stands, and towards which ail the 
characters are moving. Things and people are valued not for themselves, but for the extent to which they 
contribute to the Purpose or help us to see it. Reality is viewed exclusively in the light of ils 'revolutionary 
development', for what il tells us about the 'magnificent prospects' and the 'great new world' that is to 
come. Hosking, Beyond Socialist Realism: Soviet Fiction since 'Ivan Denisovich' 18-19. 
15 ln the heyday of the Stalin era the literature of socialist realism was aimed towards future, tending to 
infuse the reader with a positive faith in a glorious future after the universal victory of communism, as weil 
as with a confidence in the correctness of the historical path chosen by the Soviet people. Today socialist 
realism is a literature of affirmation. lt is supposed to affirm the Soviet way of life and to justify the policies 
of the Communist Party and the Soviet government. Therefore one of the few requirements for Soviet art 
accepted by ail Soviet theoreticians is that a work of literature not be anti-Soviet and that if should not 
question the political and ideological foundations of the established order of things. N.N. Shneidman, 
Soviet Literature in the 1970s: Artistic Diversity and Ideological Conformity (Toronto: University of 
Toronto Press, 1979) 13. 
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vertical dynamic typical of Maiakovskii or Evtushenko carried out during their mass 

poetry readings in huge stadiums. Instead, Okudzhava used a confessional relationship 

where one friend talks to another friend about the impact that the politicalleaders have on 

the personal lives of each citizen. The relation that Okudzhava used was horizontal, 

dialogue-like and intimate, not resembling the subjugation of an obedient servant to a 

flawless leader. The new dynamic between Okudzhava and his audience was one of a 

poet versus his nation; however, his nation consisted of c1early visible and 

distinguishable individuals. 

Since Okudzhava not only published his poems but also sang them at poetry 

readings, his poetry possesses a particular quality of speech and is placed between the 

written and oral tradition. Both aspects of his works, the texts and the medium of musical 

expression to accompany his unique personal performance 16, were important to him and 

stimulated a dynamic response 17
• Okudzhava acknowledged that his songs were a 

complex work consisting not only of separate poetic words, verses, and acoustical 

16 His performance style, a simple and modest demeanor, was a refreshing contrast to the declamatory 
mode of Soviet popular and mass song artists. His lyrics were poetic and personal, tragic or comic, but 
always authentic. Places, times, loves, and moods come alive in the realia of his verses about the Arbat, the 
last trolleybus, and old jacket, or the Smolensk Road But the lyrics alone, a spoken poetry, could never 
replicate the response that this artist evoked with his music. "Georgian Song" (Okudzhava is half­
Georgian by birth) and the "Prayer of François Villon" are among the most beautiful and singable 
melodies in ail of Russian music. Stites, Richard. Russian Popular Culture: Entertainment and society since 
1900 (Cambridge: Cambridge UP, 1992) 134-35. 
17 -Ilpu KaKou ayôumopuu 6bl 6011bU/e 6cezo 1ll06ume 6blcmynamb? -51 111061110 6blcmynamb nepe() llIOÔbMU, 
Komopble 3HalOm, Ha 'lmo OHU npuU1Jlu. HaUlu WlU He HaUlu - MHe 3mo 6cë pa6Ho. if 6 06UjeM, MHe n06e3110 
6 J/CU3HU, nomoMy 'lmo Ha 6ce MOU 6e'lepa 99% npuxoôWlu lllOôeu, Komopble 3HaJ/U, Ha 'lmo OHU uôym. 
Il03moMy OHU 6blllU KO MHe CHucxo()umeJlbHbl u 6elluKo()yUlHbl, u npoUjaJ/u MHe oUlu6KU U HaKJla()KU 
6CJlKue. A O()UH npo1jeHm - Komopblu nona()aJ/ cllyttallHo, Hy, MOJ/Cem 6blmb, U YXO()WlU. [-What is your 
most favorite audience? -1 like to perform in front of people who know what they came for. Ours or not 
ours - it is the same to me. And generally, 1 was lucky in my life, because 99% of the people coming to my 
evenings knew what they were coming for. This is why they were condescending and generous to me, 
forgiving al! sorts of mistakes or blunders. And one percent - these who were coming by chance - well, 
perhaps they left]. Petrakov 90. 
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intonations (musicY8, but there was also the meaning of each and every personal 

interpretation of the given song during each performance19
. 

Though Okudzhava's style is simple in its perfection, his poetic lexicom is also 

extremely rich, varying widely from poem to poem. He writes with a bewildering 

inspiration on the subject of war and then smoothly moves to the topics of man's inner 

world, city, village and folklore, easily incorporating popular consciousness into his 

discourse. Throughout Okudzhava's poetry, the reader will encounter a rough-and-ready 

quality that owes much to the expressions of everyday Russian life. Literary terms aside, 

he pleasures in incorporating aIl manner of coIloquial language, big-city jargon, prosaic 

expressions and dialectical stylization (such as rusticisms) as weIl as descriptive details 

into his work. His form of poetical expression is no longer the formaI language and 

schematized forms of idealistic Socialist Realist characters20
. Okudzhava's songs do not 

use Socialist Realist language and they are not abstract, either. His songs have a lyrical 

18 My3blKa 6 neCHRX OryÔJlCa6bl - omHlOôb He HeKUU HeUmpaJlbHblU ifJOH, He mOJlbKO cpeôcm60 
«ôoHeCeHU5I» cmuxa ÔO CJlyuwmeJl51 UJlU· ezo, cmuxa, 3MOlfUOHaJlbHblU yCUJlUmeJlb f . .}. My3blKa 'lacmo 
8blcmynaem KaK [ . .] napmHep n03mU'leCKOZO CJl08a; oHa 0680JlaKU8aem ezo oc060u 3MOlfUOHaJlbHOU 
amMocifJepou; My3blKa MOJICem npUnOÔH5Imb, pOMaHmU3up08amb ezo 38y'laHUe UJlU - npu nOMollfu 
UpOHU'leCKOU UHmOHalfuu - C6aJlaHCUp08amb, CHU3umb HeyMepeHHO p8Yllfeec5I U3 cmuxa 'ly8cm80; OHa 
060zallfaem CJl080 H08blMU KpaCKaMU, pOJICôaem Ô06a80'lHble CMblCJlOBbIe ommeHKU, 06pa3y51 CBoezo poôa 
KOHmpanyHKm K Ô6UJlCeHUIO cmuxa ... [Music in Okudzhava 's songs is not a neutral background, not only is 
it a means of "delivering" the poem to the listener, but also emotional amplifier for the poem. f . .] Music 
often appears as [ . .] a partner of the poetic word. It surrounds the word with a particular emotional 
atmosphere. Music may uplijt, romanticize the sounds of the words, or - with help of ironic intonation -
balance and subdue the emotional feelings escaping uncontrollably from the paem; it enriches the word 
with new colours, creates addition al shades of meaning, creating a sort of counterpoint to the movement of 
the poem ... ]. V. Frumkin, Commentary, 65 pesen, by Bulat Okudzhava (Ann Arbor: Ardis, 1980) 13. 
19 MeJloôu5I - nomoMy 'lmo 51 He 3anucbl6alO Hom, 51 Hom He 3HalO, U 6 3a6ucUMocmu om HacmpoeHUR 51 
6apbupylO MeJlOÔUIO 8 KaKou-mo cmeneHU: om zumapbl 3a8ucum, om ayôumopuu, om KJlUMama f . .}. l.{mo 
KacaemCR CJl06 - ecmb HeCKOJlbKO 8apuaHm06, 51 ux np06ylO: UHozôa MHe XO'lemC51 nemb mom BapuaHm, 
UHozôa ôpyzou. [The melody - since 1 do not write down notes, 1 do not know notes, 1 change the melody to 
some degree depending on the mood: it depends on the guitar, audience or climate [ . .}. Asfor the words­
there are several variations, and 1 am trying them out: sometimes 1 want to sing this variant, and 
sometimes another one.] Petrakov 73. 
20 This is how G. Hosking comments on the type of language used by Socialist Realist characters: Slang, 
dialect, jargon, obsolete words and neologisms are rigidly shunned as unworthy of the high subject-matter 
being presented, a situation reminiscent of the linguistic divisions in Russian literature of the eighteenth 
century. Hosking, Beyond Socialist Realism: Soviet Fiction since 'Ivan Denisovich' 19. 
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hero that tells his short story, often with a humorous twist of irony. This is why it can be 

said that the poet's style uses, to a certain extent, the vehicle of CKa3 [skaz]. 

Methodology: 

The investigated elements in this the sis involve thematic groups of Okudzhava's 

poems. Each group consists of a number of poems that are considered as a collective unit, 

bound by a major common theme. The main body of the thesis is divided into five 

chapters and each considers one theme or a group of themes of his poetry. The specific 

themes that constituted the focus of Okudzhava's lyrics and that are explored include: 

war, the cult of Stalin, work, creativity (the poet and poetry, music, painting), the city, the 

street, nature, folklore, verses on man's inner world (conceming belief, hope and love). 

Since Okudzhava's poetry is interrelated, sorne poems concemed with one main theme 

will also touch upon other secondary theme(s). 

The poetry of Okudzhava is analysed by working from the general to the specific. 

Based on the general theses made at the beginning of each chapter, together with a brief 

account of the political factors that determined and influenced the literary treatment of 

certain themes, a detailed analysis of the relevant works of fiction is conducted in order to 

prove the initial claims. The specifie methods that Okudzhava employed to reach his 

audience and readers, such as stylistics, lexis or versification, are explored in each 

chapter involving a limited number of poems. 
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A cultural-historical and biographicat21 approach, rather than a theoretical or 

critical practice, is taken in this thesis. Cultural and historical background is extremely 

important in comprehending and analyzing any poetry stemming from dissatisfaction 

with the official literary rules and political and cultural obstacles imposed by a 

totalitarian state, as well as from disillusionment with the system, and this is why it 

determines the development and organization of the present work22
. Soviet literature 

21 The historical-biographical approach has been evolving for at least two and a half centuries. [ . .] This 
approach sees a literary work chief/y, if not exclusively, as a ref/ection of ifs author 's life and times or the 
life and times of the characters in the work [ . .}. An historical novel is likely ta be more meaningful when 
either ifs milieu or that of its author is understood. [ . .] It seems reasonable, then, ta emplay historical­
biographical, textual-linguistic, or moral-philasaphical analyses amang other methods in getting at the 
tatal meaning of a literary work when the wark seems ta cali for them [ . .}.It is a mistake [ . .] to think that 
poets do not cancern themselves with social themes or that good poetry cannot be written about such 
themes. Actually, poets have fram earliest times been the histarians, the interpreters af contemporary 
culture, and the prophets of their people. Wilfred L. Guerin, Earle G. Labor, Lee Morgan, and John R. 
Willingham A Handbook of Critical Approaches to Literature (New York and London: Harper & Row 
Publishers, 1992) 5, 6 and 9. 
il aMRmHUK CaM na ce6e, B CBoeM cyU(ecmBe RBl/RemeR rjJaKmopoM ucmapuu, ucmopuu K)ll/bmypbl, 
ucmopuu l/umepamypbl u 6uozparjJuu aBmopa [ . .}. 06paU(eHue K 6uozparjJuu u K ucmopuu B UJUpOKOM 
CMblCl/e 3mozo Cl/OBa Hea6xoôUMo He mal/bKO Ôl/R a6'bRCHeHll5l (KaK npeônal/azaem r. lllnem) naMRmHUKa, 
HO B nepBylO OlJepeÔb ôM ezo nOHUMaHll5l, - nOHUMaHll5l 3CmemUIJeCKOZO B mOM IJUCl/e. Ecml Mbl He 6yôeM 
3Hamb, Kozôa npoU3BeôeHue COCmaBl/eHO, He 6yôeM BHocumb u3BecmHou ÔOl/U uCmOpUIJHOCmU B ezo 
BOCnpll5lmue, - OHO nponaôem Ôl/R CBoezo '1Umamel/R xyôoJ/CecmBeHHo. [ . .} J1cmOpUlJeCKUU noôxoô He 
mOl/bKO 06'bRCHRem HeIJmO Ôl/R Hac ôaHHoe, a B nepBylO OlJepeÔb pacuLUpRem HaUle nOHUMaHue 
npou3BeÔeHll5l [ . .}. 3HaHue 3noxu u J/CU3HU mBoPlfa n03BOl/Rem HaM nOHRmb MHozoe, IJmo B npomUBHoM 
Cl/ylJae npOUll/O 6bl MUMO HaUlezo nOHUMaHll5l. SOl/bUle mozo, 3HaHue 3noxu n03BOl/Rem HaM nOôHRmb 
naMRmHUK Haô 3mou 3noxoU. TaK J/Ce mOIJHO 3HaHue J/CU3HU aBmopa nOôHUMaem ezo Haô HUM CaMUM. [ . .} 
J1cmopu3M B nOHUMaHUU npoU3BeÔeHll5l UCK)lccmBa npoUIJ/ozo 06ozaU(aem 3mo nOHUMaHue. l{eHHocmb 
npou3BeÔeHll5l l/umepamypbl B03pacmaem om mozo, IJmo OHO Bblcmynaem B c03HaHuu IJUmameM KaK 
RBl/eHUe CBoeu 3noxu. [A literary work in ilself, in its essence, is an element of history, the history of 
culture, literature and the biography of ifs author [ . .}. Turning to biography and to history in the broad 
meaning of this word is necessary not only for explaining [ . .} the literary work, but first of ail for ils 
comprehension - including esthetic comprehension. Ifwe do not know when a literary work was written, 
we cannot contribute a historical factor to its perception - and the work will be artistically lost for ils 
reader. [ . .} The historical approach not only explains something that is given to us, but first of ail 
broadens our understanding of the literary work [ .. ]. Knowledge of the author's epoch and life permits us 
to comprehend many things that would otherwise be lefl not understood. Moreover, knowledge of the epoch 
allows us to raise the literary work ab ove the epoch. In the same wcry, knowledge of the author 's life raises 
the literary work above the author. [ . .} A historical approach enriches the understanding afworks of art 
from the pasto The value of the literary work grows if the work appears in the reader 's mind as the 
testimony of its epoch.] D.S. Likhachev, Ocherki po filosofii khudozhestvennogo tvorchestva (Sankt­
Peterburg: Russko-Baltiiskii informatsionnyi tsentr BLIC, 1999) 112-16. 
22 The thaw partially melted the icy monument into which the popular performing arts had been frozen 
during the last years of Sta/in. Circus, standup comedy, variety show -live and on the radio - took on new 
life. Stites 136-37. 
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cannot be approached in isolation from Soviet society, for many fictional incidents, 

characters and allusions are only fully explicable in relation to actual events. For this 

reason a historical approach, outlining relevant facts in the shifting political Soviet and 

post-Soviet history and the rupture between the official and underground culture23
, is 

very important and fruitful. The coincidence between Okudzhava's poems and major 

events ofhis personallife constitute one more reason for not separating Okudzhava's life 

from his works. 

Common responsibilities were to be seen in a new light, disagreeing with Soviet 

literature, and one possibility was through the lens of Okudzhava's art. 

The jirst overt manifestation of inde pendent youth culture appeared while Khrushchev was pursuing his 
policy of "destalinisation". It was a tense period, full of ups and downs, as tentative democratisation 
produced anxiety and frustration, especially among young people. Relaxation of political control created 
conditions conducive to various cultural developments, but these were oflen frustrated by the rigid 
framework of official cultural institutions which were inadequate as forums of broad cultural expression. 
[ . .] New cultural developments had a great impact in the country; there was an unprecedented boom in 
poetry as the younger generation expressed its aspirations for a better future. In poets and bards, new 
forms of social and political consciousness found expression. Poets like Evtushenko, Voznesenskii, 
Akhmadulina and Bulat Okudzhava could Jill indoor sports stadiums [ . .}. It was a poetry of new 
dimensions: pain/ully sincere and desperately optimistic. Young urban intellectuals provided the vanguard 
of this movement but, with the appearance of tape-recorders and more poetry publications, the entire 
country soon became involved [ . .] The newly emergedgenre of guitar ballads became popular and the 
famous poet, bard and satirist Bulat Okudzhava inspired a new movement. His songs were recorded and 
distributed unofficially, and many young people formed their own guitar-song groups. They met anywhere 
they could - in parks, gardens, apartments or on street corners; and they were officially frowned upon, 
although the authorities could do nothing to stop their activities altogether. [. . .] During those years, most 
of the institutions for official youth culture (primarily the Komsomol) became exceedingly formai and 
bureaucratic, endeavouring merely to implement the dominant Party ideology. [. . .] The younger generation 
turned away from them and the gap between official and unofficial youth culture grew wider ail the time. 
Tanya Frisby, "Soviet Youth Culture," Soviet Youth Culture, ed. Jim Riordan (Bloomington-Indianapolis: 
Indiana UP, 1989) 2-4. 
23 The 'thaw' was a period of uncertainty, not only in literature, but in ail aspects of Soviet life, when the 
death of Stalin, the denunciation of the 'cult of personality', the easing of terror and the amnestying of 
prisoners lefl many questions bewilderingly open. Hosking, Beyond Socialist Realism: Soviet Fiction since 
'Ivan Oenisovich' 20. 



Chapter 1 

WAR 

A nymf? 
ITymI 6bIJUI. olUm 'IaCTO. 

)l,a 'ITO 0 HHX paCCKa3bIBaTb,-
Bo'ÏfHa. 

(And bullets? 
There were bullets. They struck often. 

But why talk about them,-

Il CKpllna'lli JIO)!ŒJIlICb K rryJIeMeTaM, 
Il rryJIeMeTbI 611JIlICb Ha rpy.ll,lI. 
Ho 'ITO nO.ll,eJIaTb, 'ITO nO.ll,eJIaTb, eCJIli 
aTaKli 6blJl1l B MO.ll,e, a He neCHlI? 

(And violinists lay down with machine-guns, 
And the guns battered their chests. 
But what could be done, what could be done, 
If attacks were in fashion, and not songs?i5 

13 

The Great Patriotic War (1941-1945) constituted a discrepant experience in the 

life of the Soviet Union. Paradoxically, it was a period of a relative freedorn for the 

average citizen. The relaxation of the regirne brought new hope that victory would 

substantially improve the quality of life for the cornrnon Soviet citizen. 

Through the course of the war, censorship was less rigid, forbidden narnes 

reappeared, the widely-used form of address moeapuUju [comrades] was replaced by 

6pamb51 u cecmpbl [brothers and sisters]26, and the negative attitude towards the 

24 Bulat Okudzhava, "Sto raz zakat krasnel, rassvet sine!.. .," Bud' zdorov, shkoliar: Stikhi (Frankfurt-
Main: Pose v, 1966) 91. ' 
25 Bulat Okudzhava, "Dzhazisty," Chaepitie na Arbate (Moscow: Korona Print, 1998) 72. 
26 On 3 July /1941/, Stalin made a radiobroadcast speech, addressing the people with the words: 
'Comrades! Citizens! Brothers and Sisters!', He threatened the 'Hitlerite forces' with the fate that had 
overwhelmed Napoleon in Russia in 1812 [. .. ]. In the winter of 1941-2 his words were beginning to 
acquire a degree of plausibility. Robert Service, A History of Twentieth-Century Russia (Cambridge, 
Mass.: Harvard UP, 1998) 263. 
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Orthodox church diminished27
• The desperate situation of the war, such as, for example, 

the German assault on Leningrad, delayed the process of building a great Communist 

nation. The widespread hatred towards the Fascist oppressors brought civilians to 

volunteer en masse for the army. 

War, Okudzhava's most important theme, is developed in both his poetry and 

prose, and it frequently appears in conjunction with other major themes. The echoes of 

Okudzhava' s experiences as a seventeen-year-old sergeant reverberate through most of 

his poetry, including those poems that initially appear to have had little to do with his all-

pervasive preoccupation with war. This theme in his poetry is substantially conditioned 

by the discrepancies of the war period and by the incongruence of its understanding by 

the Intelligentsia living in the Soviet Union. 

Instead of portraying the war as the most positive and romanticized experience in 

the nation' s recent history, Okudzhava presented it in a unique way, in aIl of its harshness 

and suffering. Because of his first-hand experience on the front, war was a logical and 

ever-abiding theme. 

This chapter will illustrate'the ways in which Okudzhava's treatment of the theme 

of war differed from the existing official approach28 in works charged with political 

message and literary articles that emphasized the role of patriotism in the Soviet Union29
• 

27 Stalin alsa samewhat maderated his raugh appraach ta the religious faith of most Soviet citizens. At a 
lime when he needed the maximum co-operation in the war effort, il made no sense to give unnecessary 
offence to such believers, and the word was put about that the authorilies would no longer persecute the 
Russian Orthodox Church. In its turn the Church col/ected money for military needs and ils priests blessed 
tank divisions on their way from thefactories to the Easternfront. (Service 281-2.). 
28 Whereas the prose published in the Soviet Union {n the early 1960s remained predominantly realist, 
experimentation in language and style became the proVince of poetry. The originality and virtuosity of such 
young poets as Voznesenskii and Evtushenko attested to their revulsion against the debasement of language 
in the Stalin era. The revival ofpoetry in the early I960s reflected the growing spiritual emancipation of 
young Soviet people, whose enthusiasm for verse was so great that the Luzhniki sports stadium in Moscow 
could be packed by almost 15,000 people for a poetry recital. Stephen Lovell, and Rosalind Marsh, 
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Due to the available relative freedom to express ideas and opinions, Okudzhava 

revealed his experientially grounded, intimate views about war and for this reason many 

readers of his works associate a direct relationship between his poetry and the theme of 

the war. To them, Okudzhava is the bard whose verse, voice, and guitar express their own 

prote st against the cruelty and inhumanity of the bloodshed they endured. In 1965, two 

decades after the end of the Second World War, one of his first-person lyrical heroes 

sums up the gruesome experience of an entire generation: 

51 Bce 3a6bIJI [ ... ]. 
51 BbDKIUI. 51 H3 rreKJIa BbIIlIeJI. TaM He OCTaBHJI HHlJero. 
Terrepb )IŒBy rrOCepe)l.HHe Me)K)l.y BOHHOH H THIlIHHOH. 

(I forgot everything [ ... ]. 
1 survived. 1 got out ofhell. 1 left nothing behind. 
Now 1 live mid-way between astate ofwar and one of silence.) 30 

Along with the Revolution of 1917 and the reign of terror by Stalin, W orld War 

Two framed in the definitive existential matrix, social consciousness for the twentieth 

century Russian. Having survived the war and terror, Okudzhava through his poetry was 

able to fulfill two crucial missions: to appropriate justice for the victims of these events 

and to bear a true and telling account of the inescapable horrors and anguish created by 

them for future generations. Okudzhava's anti-war poems include several thematic sub-

groups (lack of experience of young soldiers; feelings associated with war, such as fear, 

anger, confusion, loss, guilt, doubt, cruelty; leaving for the army and separation from a 

"Culture and Crisis," Russian Cultural Studies: An Introduction, ed. Catriona Kelly, and David Shepherd 
(New York: Oxford UP, 1998) 6l. 
The cultural community was enlisted to popularize the major wartime themes: heroism and love of country; 
hate and ridicule of the invader. N.N.Shneidman, Soviet Literature in the 1970s: Artistic Diversity and 
Ideological Conformity (Toronto: University of Toronto Press, 1979) 14. 
29 Exemplary writers of this kind of works were K. Simonov, three times awarded the Stalin Prize between 
1941 and 1942, and 1. Ehrenburg, a multiple laureate of the same prize, a well-known writer and 
propagandist (compare Wolfgang Kasack, A Dictionary of Russian Literature Since 1917 [London: 
Overseas Publications Interchange, 1988] 696 and 884-85.). 
30Buiat Okudzhava, "Ne pomniu zIa, obid ne pomniu ... ," Proza i poeziia (Frankfurt Main: Posev, 1968) 
143. 
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beloved woman; tragedy of mourning women: mothers, wives and fiancées; disregard for 

the value of each single life, the need to return home, unpopular in those times; betrayal 

ofwartime affairs; military leaders, and fears of a possible new war). 

War survivors were often emotionaUy, as weU as physicaUy, handicapped for the 

rest of their lives. The war had forcefuUy weakened their morals to the crisis point where 

the will to further exist consumed the law to honor the lives of aU people. They were 

forced to shoot people just like them, to be cruel and inflict pain on their feUow human 

beings, and often kill against their will. Okudzhava would never forget his wartime 

experiences and summarized that in the following statement: 

EOJIbllIHHCTBO CTHXOB MOUX - H Te, KOTOpbIe '1HTalO, H Te, KOTopbIe nolO, - Ha 
BoeHH)'1O TeMy. Kor)1,a MHe 6bIJIO 17 JIeT, H H3 )1,eBHTOrO KJIacca yllIeJI Ha <jlPOHT. 
li H TOr)1,a CTHXOB He nHCaJJ, a nOTOM, O'leBH)1,HO, 3TH Bne'laT!leHHH IOHOCTH 
6bIJIH HaCTOJIbKO CHJIbHbI, '1TO OHH )1,0 CHX nop H)1,yT 3a MHOH no nHTaM. BOT 
'1T06 Bac He y)1,HBJIHJIO npe06JIa,naHHe BoeHHOH TeMbI y MeHH. (1961) [ ... ] li 
nO'leMy-To Bce BpeMH - )1,0 CHX nop - nOHBJIHIOTCH B OCHOBHOM BoeHHbIe CTHXH 
H BOeHHbIe neCHH. (1962) 

(Most of my poems-both the ones l read and the ones Ising-are about war. 
When 1 was seventeen, 1 1eft the ninth grade for the front. r wrote no poems 
during that time, but afterward, obviously, those youthful impressions were so 
strong that they continue to haunt me today. This is just so you won't be 
surprised to see the theme of war dominating my work (1961). [ ... ] And for 
sorne reason-even today-they mostly tum out to be poems and songs about 
war (1962).)31 

Bulat Okudzhava first turned to poetry as a serious pursuit in the late 1950s. His 

earliest publications, a handful of anti-war poems and a short story about a young student 

volunteering for the army, called Eyàb 3àop06, UlKOJl51p [Fare You Weil, Schoolboy], 

1961, evoked strong reactions upon publication and ultimately caused the author 

substantial difficulties: 

31 Petrakov 8-9. 

[ ... ] TYT )J(e CTaJJH Ha MeHH CbmaTbCH <jleJIbeTOHbI - 3TO Bce 6bIJIO B 
"JIHTepaTYPHOH ra3eTe". li KOH4HJIOCb TeM, '1TO B 62-M ro)1,y MeHH npHrJIaCHJI K 
ce6e y)J(e HOBbIH pe)1,aKTOp KOCOJIanOB, 3aMe'laTeJIbHbIH 4eJIOBeK, 04eHb 
cMymeHHbIH, 04eHb MHJICH, MHJICH H nOTOM MHe rOBopHT: "SbI 3HaeTe, MHe Bce 
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BpeMSI 3BOIDIT ln ~K If B03Mylll,aIOTCSI, lJTO 3aBeJJ.yeT OTJJ.eJIOM n0331Uf rIiTapHCT. 
KaK 6bITb?" .51 rOBOplO: ".51 yRJJ.Y, lJT06bl Bac He nOJJ.BOJJ.HTb" - H SI yweJI H3 
"JIHTeparypHoH rmeTbI". 

([ ... ] 1 was immediately bombarded with reviews-this was in the Literatumaia 
Gazeta. The new editor, Kosolapov, ended up inviting me up to his offices in 
1962. He was a fine person, very embarrassed, and he hummed and hawed 
before finaIly saying: 'Vou know, they constantly calI me from the Central 
Committee to worry about the poetry section being led by a guitarist. What 
should we do?' 1 said: "WeIl, what should we do? l'llleave, so you won't be in 
danger." And 1 left the Literatumaia Gazeta.). 32 

Publishing criticism of what was now glorious Soviet history in the still 

censorious post-Stalin atmosphere guaranteed Okudzhava punitive treatment. Even 

serious literary joumals continued to pro duce hard-line, politically conditioned pseudo-

criticism, often written by people of suspicious talent and expertise. Although 

Khrushchev' s political thaw had aheady begun to question Stalin' s "cult of personality" 

and other social issues and actions previously unquestioned, the State media was still 

constrained to the controlling influences of Stalin's long arm, as can be seen in the 

following citation of a direct reaction to Okudzhava and his writings, that, as sorne critics 

prodaimed, failed to portray the politically correct point of view: 

BOHHbI He CTHXI1HHble 6eJJ.CTBIfSI [ ... ], a [ ... ] COl..\l1aJIbHble, I1MelOml1e CBOIO 
IfCTOpIfiO B lJeJIOBelJeCKOM 06ll1,eCTBe - HalJaJIO If, Ka)KeTCSI, yJ/Ce He CmOJIb 

ôMeKUU KOHelf. .lt'MaTb HHalJe - 3HalJHT He TOJIbKO BnaJJ.aTb B 6eCCIfJIbHbIH, 
naCCIfBHbIH B CBoeH OC HO Be naI..\If<pIf3M, HO If 06eJJ.IDITb I1CKyCCTBO [ ... ]. 11 
cnpaeeÔJlUeble eOUHbl npIfHOCSIT HapOJJ.aM 60JIbWIfe )KepTBbI [ ... ]. 1941-1942 
rOJJ.bI B HaweH HCTOpHH 3TO C OC060H y6eJJ.HTeJIbHOCTblO JJ.OKa3bIBaIOT. 

(Wars are not natural disasters [ ... ], but [ ... ] social ones, with their roots in 
human society-from its beginning to its apparently fast-approaching end. To 
think otherwise means not only to faIl into impotent, fundamentaIly passive 
pacifism, but also a weakening of the Arts [ ... ]. Evenjust wars bring substantial 
losses upon nations [ ... ]. Our country's experience in 1941 and 1942 proves this 
particularly weil. )33 

What was expected ofwriters could be summarized in the following words: 

32 Petrakov 21-22. 
33 A. Kondratovich, "Chelovek na voine: Zametki kritika, Il Novvi mir 6 (1962): 228. Unless otherwise 
indicated, aIl italics in this and subsequent quotes are my own. 
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CBeT pOMaHTllKll [ ... ] rrepBhIX miTllJIeTOK, CBeT BbICOKOH rpa)l(LlaHCTBeHHOCTH 11 

r.rry60KOH 3allHTepeCOBaHHOCTH B cYL\l,6ax pOllHHbI, KOTOpaSi IIlJ1a HaBCTPeqy 
CXBaTKe C <paIllH3MOM. 

(romantic world [ ... ] of the first five-year plans, elevated civil spirit and deep 
interest in the fate of our country that marched to crush the fascism.i4 

This critic, Kondratovich, omits the fact that the sincere, young Okudzhava had 

easily accepted the Soviet propaganda during the 1940s, and had willingly volunteered 

for military service. In future interviews, the poet would speak laconically about this 

period: 

BoeBaJI. DhIJI MHHOMeT4HKOM. PHLlOBbIM, COJILlaTOM. B OCHOBHOM, CeBepo­
KaBKa3CKllH <pPOHT. PaHeH rrOLl M03LlOKOM H3 HeMeIl,Koro caMoneTa. OCTaJICH 
)l(flB. 

(I fought. r was a mortar man. A private, a soldier. On the North Caucasian 
front, most/y. 1 was injured by a German plane near Mozdok. 1 survived.i5 

Another example of the negative "critics" of Okudzhava is found in an article 

entitled "'Mapm 6eJlUKoôywHbru' E. OKyô:JICa6bl,,36. Near the end of the article, the critic 

states: 

y [rr033HH OKYLl)l(aBhI] eCTb eUfe CBOH rrOKnOHHHK, CBOH cnywaTeJIb. lIHTaTeJIH, 
nYMaJO, Bce-TaKIf HeT. 

(The [poetry ofOkudzhava] is still admired-by its listeners. As for readers, 
though, there are none.) 37 

At the time when this article was published, a "true" Soviet citizen was expected 

to believe in the ethical necessity of defense and victory in so-called "just wars". As 

official Soviet propaganda insisted, it was necessary for the fulfillment of the Communist 

plans. 

Okudzhava approached the war theme from different angles. He saw it first and 

foremost as an intimate experience of every individual. However, he did not forget to 

34 Kondratovich, "Chelovek na voine: Zametki kritika," 226-7. 
35 Petrakov 12. 
36 St. Kunaev, '''Mart velikodushnyi' B. Okudzhavy," Voprosy literatury 9 (1968): 30. 
37 Kunaev 30. 
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underscore its global meaning for his and future generations or to draw a powerful 

philosophical conclusion that the intrinsic nature of war is a rapacious tragedy for aIl 

humanity. By means of his writings he passes on this poetic exhortation to aIl posterity. 

The earliest works, from the story Syàb 3àop06, UlKOflflp to his poems suchas He 6eflU 

cmapUlUHa, 'imo6 6blfla mUUlUHa... [Sergeant, don 't order silence ... ], TaMaHb, and 

flep6btU àeHb Ha nepeà060U [First Day on the Front Line], are written from the point of 

view of an inexperienced and fearful schoolboy who volunteered for the front. For 

Okudzhava initiaIly believed the official propaganda that a war could be a "just war". But 

the inescapable revelation was that aIl war is pure horror stripping the human spirit of its 

dignity. The fact that Okudzhava was among the first to raise his voice against the 

tragedy caused him to suffer punitive repercussions in the 1960s. 

The lyrical hero of this earliest set of poems, a very naive person, was able to 

convince himself, just like the character of Fare You Weil, Schoolboy (1957): 

TaK BOT oHa - rrepeil.OBaH! 

B Hell HlIqerO HeT crpaUIHoro. 

(SO this is it-the front Hne! 
Nothing horrible about it.i8 

The implicit irony in this stanza becomes explicit in the very first phrase of the 

poem - BOflHeHU5l He 6blàa605l... [Concealing my fear ... ]. In this poem, the mask behind 

which the simple-minded lyrical hero hides, slowly cracks, and fear cornes to dominate 

his childish incomprehension. ParaIlelism, repetition, and ever-shorter and rhythmical 

verses serve to heighten the emotional tension of the lyrical hero's transition from a 

faithful and trusting young citizen to a reflective individual. He initially believes in the 

38 Bulat Okudzhava, "Pervyi den' na peredovoi," Bud' zdorov, shkoliar: Stikhi (Frankfurt-Main: Posev, 
1966) 85. 
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Soviet doctrine that war must be accepted, but when he begins to witness the tragic 

situations of his fellow comrades, he starts to change. He is taking ownership of himself 

as an individual who realizes that the Soviet ideal for war does not include, nor ever 

reaches, the subjective experience of the earnest individual Soviet who is attempting to 

support Communist country ideals and their further preservation. At tirst the schoolboy 

cannot understand the seriousness of the situation, and thinks: 

3BeWIT KOMapbI. 
3BeWIT, 3BeWIT 
B03ne MeIUl. 
J1enlT, nenlT -
KpOBII MoeH xonlT. 

(The mosquitoes are buzzing. 
Buzzing and buzzing 
Around me. 
Flying and tlying­
They want my blood.) 39 

The inexperienced youth in the trenches mistakes the whistle of bullets for the 

buzz of mosquitoes, but when he witnesses the death of his friends in the battalion, he 

cannot believe that this state of affairs constitutes reality. Instead he proclaims this state 

of experience as a surrealistic rupture in the delicate web of life and tums it into a bad 

dream: 

Il B)l,pyr rrorra)l,aIO B COH: 

)l,blM Cpa)KeHII5I, 
oKpy)KeHlIe, 
rIl6HeT, rIl6HeT 
MOH 6aTanbOH. 

(And suddenly l'm in a dream: 
Smoke of battle, 
Surrounded, 
My battalion 
Dies and dies. )40 

39 Okudzhava, "Pervyi den' na peredovoi," Bud' zdorov, shkoliar: Stikhi 85. 
40 Okudzhava, "Pervyi den' na peredovoi," Bud' zdorov, shkoliar: Stikhi 85. 
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In this very moment, the reality of war crashes like a heavy mortar shell into the 

lyrical hero's young heart. Although he is not yet ready to accept this gruesome reality, 

the moment of truth must come at last. In this moment, aU suffering sinks like lead into 

the intimate lives of each individual citizen. The government's game is to force each 

citizen not to look into this dimension of their being and to proc1aim that each individual 

citizen must live out the virtue of being a "Doer" and only a "Doer". Instead, in the 

footsteps of Socrates, the father of all who begin to hold themselves accountable as an 

individual to laws greater than any demand given by any govemment, Okudzhava broke 

out of the game of being just a "Doer". He becarne a citizen who refused to stay away 

from commenting on the state of his own individual being, as he resided in the Soviet 

system of ordering individuals to be Soviets. Reflective, the poet faithfully proc1aims the 

moment when the child realizes that the mosquitoes are the bearers of death who 

relentlessly feed off of the mortality of human being. The young soldier realizes that the 

mosquitoes are bringing death, and in simple, honest horror, he exclaims: 

)l{I1Tb XO'leTCH! 
)l{I1Tb XO'leTC5I! 
Kor)],a )!œ 3TO KOH411TCÛ 

MHe HeMHoro JIeT .. . 
nr6HyTb TOJIKy HeT .. . 

(I want to live! 
1 want to live! 
When will ail this end? 

l'm too young ... 
Th ' . d' )41 ere IS no sense m ymg ... 

The poem reaches its climax when the lyrical hero twice cries out "1 want to 

live!" for it is at this point that he is gripped with the realization that the most unguarded 

phenomenon in human existence is the will to continue living. He realizes and exclaims 

41 Okudzhava, "Pervyi den' na peredovoi," Bud' zdorov, shkoliar: Stikhi 86. 
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that the fundamental existential condition for the structure of human life (which is to-

continue-to-live), is neither in his control nor under the control of the State. The two 

exclamatory lines: "1 want to live! l want to live!" that follow the only other two in the 

entire poem ("So this is it - the front lines!" and "It's over!"), establishes the counterpoint 

of this passage. By virtue of Okudzhava posing this counterpoint, he is able to convey the 

great emotional strain that occurs inside his personal experience as a self-conscious 

Soviet individual. In doing so, he establishes a point of identification with every reader 

who peruses his poems, and the message that he passes on to them is that war is not for 

individuals of any state; which includes the Soviet Union. 

After the battle, the character slowly regains his composure as seen by the fact 

that his questions are centered on a nightmarish, surrealistic distortion of morality he and 

his comrades had tumed to. "Thou shalt not kill", one of the most fundamental structures 

in human sanity, had been transposed into "Thou shalt kill or be killed". With the 

disintegration of the "not" in his fundamental structure of sanity, he again feels fear but 

this time it is fear of what he has had to be in order to fight, and the emotion is once again 

naïve and childish: 

~ B rJIa3a TOBapMmaM rJI~lKY-rJUIJKy: 
a <ITO, eCJIM KTO-HM6Y):(b 

B TOM CHe IIo6bIBaJI? 
A 'no, eCJIM BI1):(eJIIi 

KaK ~ BOeBaJI? 

(Into the eyes of my comrades l look and look: 
What if someone 

Should enter this nightmare? 
And what if they saw 

Me fight?)42 

The poem's tonality and rhythm progresses through a series of changes dividing it 

into three sections: introduction, climax and denouement. The introduction, as weIl as the 

42 Okudzhava, "Pervyi den' na peredovoi" Sud' zdorov, shkoliar: Stikhi 86. 
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denouement, consists of significantly longer lines than the climax. The introduction, as 

seen above, consists of the character' s initial description of the front lines, "So this is it -

the front lines! Nothing horrible about it." The introduction is linked to the climax by 

way of repetition: it plunges into the nightmare of war, where the first section ends with 

the words 36ellflm KaMapbl [the masquitaes are buzzing]; the syIlabic tempo that 

comprises the climax picks up with a faster pace and then repeats itself for emphasis on 

the insanity of the situation (36ellflm, 36ellflm - they are buzzing and buzzing). This iarnbic 

dimeter sets a new pace for the poem: now the action unfolds more quickly and more 

chaoticaIly. This chaotic pace helps to capture the change the poet underwent when he 

was in the war. He changed from a human being driven by morals to treasure life for aIl, 

to a human being driven by the reversaI of Nietzchean morals of the will to overwhelm, 

control and master at any cost. The contraction of the stanzas from a length of four or five 

lines to a brisker three, also adds to the momentum. Vocabulary plays a role as weIl, as it 

is evidenced in words that, placed close to each other, sound dramatic: Kpa6b [blaad], 

2u611ymb [ta perish] , KpUl.Jamb [ta scream], xpunama [haarseness], npanaàamb [ta 

perish], and nyllu [bullets]. In the seventh stanza, just prior to the climax, the sweating 

character faIls at the foot of an aspen-a sign that he realizes that he is not invincible. He 

feels even more vulnerable, and weaker than that traditional symbol of frailty: 

KpWly, o6ecclUleB, 
Qepe3 XpIlIIOT)': 
«flponaiJ,aIo!» 
II K HomM OCI1HhI, 
BeCh B nOTY, npl1naiJ,aIo. 

(1 scream, collapsing, 
Losing my voice: 
"Ifs over!" 
And, sweating, 1 embrace 
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The trunk of the aspen tree.)43 

His will to continue to live is helplessly vulnerable to the buzzing of bullets that 

give a sting of death without any respect for human dignity. He realizes death is aIl 

around him and his comrades, stripping them of aIl that he knows of being a person with 

ethics. The buzzing beasts from Pandora' s box are changing him and his comrades into 

ugly surrealistic monsters. 

A stanza providing justification for his eamest desire to live follows the short 

eight-word climactic stanza in which the character exclaims his basic wish. The 

denouement follows with a considerably calmer tone. Here, the character retums to his 

comforting fantasies. He feels as though he were waking up from a nightmare in which 

he failed to meet his heroic challenge. Keeping low and still close to the aspen tree, 

where he finds a sense of security, he regathers his sense of who he is and who he was 

during that surrealistic moment of battle. He wonders whether anyone noticed his fear 

during the battle. The Soviet authorities who monitored literary ideas could never 

appreciate the presentation of a true witness for how a sincere Soviet citizen feels at war. 

The lyrical hero of the poem Sergeant, dan 't arder silence ... ironically perceives 

the war in a romantic, intimate, and ultimately idealistic way.44 One hour before battle, 

the young soldier promises to fight and even die with a smile on his face: 

lf yJIbI6Ky MOJO 

rrOJIQ)IŒTe Ha rpy)J,b. 

4T06bI Blf)J,emf Bpam MOlf 

il 3HaJIil 6bI Brrpe)J,b, 

KaK CqaCTJIHB H 3a 3eMJIIO MOJO 

yMepeTb! 

(And place rny srnile 
On rny ehest. 

43 Okudzhava, "Pervyi den' na peredovoi," Bud' zdorov, shkoliar: Stikhi 86. 
44 Sorne authors suggest the poern strikes false notes (see Altshuller, and Dryzhakova, Put' otreeheniia 71). 
However, what sounds "false" is rather ironie. 
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So my enemies will see it 
And know beforehand 

That for my country 1 am happy 
To die!)45 

The lyrical hero is ingenuously repeating official slogans, firm in the belief that 

the country's youth should be happy to die in a "just war" for their beloved country and 

omnipotent leader. Of course, young soldiers without any professional training were 

simply the latest victims of the totalitarian regime who were ordered to march to the 

front: 3a cOllôamoM - cOllôam [soldier after soldiert6 and to die in great numbers. 

Structurally, the poem finds its effect in contrast and in a polyptoton - the 

repetition of the word yllbl6Ka [smile] in various transformative derivations. The poem 

can be divided into two semantically contradictory parts: an overwhelming twenty-eight 

lines of the young soldier repeating propaganda is followed by a three-line rebuttal. 

While waiting for battle, the character carefully places a "happy mask" on his face and 

describes how he will remain smiling throughout the battle, even to his death. Stubbomly, 

as if out of self-doubt and a need for constant reaffirmation, he repeats a variety of words 

derived from yllbl6Ka [smile]: yllbl6HyCb [1 will smile], yllbl6ambCJl [to smile], and yllbl6Ka 

[smile]. He makes an attempt at one final unconvincing phrase: KaK Jl ClJaCmllU6 3a 3eMIllO 

MOJO yMepemb! [how happy 1 am to die for my country!t7. 

Okudzhava has repeatedly emphasized this noun "smile", and he has presented it 

with different nuances. He uses it in this poem to create the effect of saying something 

without having to say it. He is making a statement by virtue of the silence that resides in 

the twenty-eight lines that mention the term "smile". By having repeated the term, he is 

45 Bulat Okudzhava, "Ne veli, starshina, chtob byla tishina ... ," Bud' zdorov, shkoliar: Stikhi (Frankfurt­
Main: Posev, 1966) 89. 
46 Bulat Okudzhava, "Do svidaniia, marchiki," Chaepitie na Arbate (Moscow: Korona Print, 1998) 52. 
47 Okudzhava, "Ne veli, starshina, chtob byla tishina ... ," Bud' zdorov, shkoliar: Stikhi 90. 
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stating in the silence that the govemment' s mental conditioning of not considering the 

importance of the individual's welfare is unacceptable. He is saying that the govemment 

is setting up each individual Soviet citizen to be fodder for the Soviet govemmental 

machinery. 

The terseness of the poem's last three lines semantically pulls together the 

unstated statement that Okudzhava has woven in between the preceding twenty eight 

lines: 

)'Ml1paTb 

Bce paBHO, 6paT, 

He XOqeTCH. 

(Still, 
Brother, death 

l don't want.)48 

Any words placed at the end of a line, a stanza, or an entire poem bear the full 

impact of that unit's semantic value; similarly, Okudzhava lends these final lines 

additional impact. It is by means of the last three lines that the reader can discem 

Okudzhava's stinging criticism of the Soviet govemment's propaganda that each and 

every Soviet citizen should be and must be happy to die for the political machinery. The 

reader can instantly discem which part of the poem-the shorter or the longer­

represents the personal values ofthe author. 

Okudzhava uses a variety of poetic devices to communicate the feelings of his 

lyrical hero. Sometimes the character is torrnented by obsessive memories of war, and 

sometimes he asks rhetorical questions or repeats himself. This can be seen in the seven­

stanza trochaic poem, fJepHblu 'Meccep' [Black 'Messer ']. Here his sentences are very 

pointed and critical. He is angry, out of patience, perplexed and confused with the 

48 Okudzhava, "Ne veli, starshina, chtob byla tishina ... ," Bud' zdorov, shkoliar: Stikhi 90. 
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permanent damage, the inescapable war wound of all combat soldiers - the recurring 

nightmares that can never be laid to rest inside the mind: 

11 OIDITb JI BbIJIeTalO, 
n06e)l()J,aIo, 

li omlTb 
BbIJIeTaIO, 

n06e)l()J,aIO ... 
CKOJIbKO )1( MO)l(HO n06e)l()J,aTb? 

(And again 1 fly off, 
And 1 win, 

And again 
1 flyoff, 

And 1 win ... 
How many times can you win?t9 

He relives again and again the eating of his liver by the buzzards of Zeus as he 

and all combat soldiers must roll again and again the boulder of war memories back up to 

the mountain top so their own moral sanity will feel balanced. So the war survivors will 

not feel the surrealistic monster they forcefully became in the heat of battle as they killed 

a specious enemy. Who is the real enemy, after all, if not another human being with just 

as much will to live? How many more times must the lyrical hero survive this nightmare, 

and how much worse is it ifhe does not? The poet's struggle with such ethical dilemmas 

is the sure st sign ofhis humanistic world-view. 

The reader may observe in the above-cited part of the poem, how metrics 

influence its semantic layer. The semantics of the poem make use of freer versification 

towards its conclusion. In the body of the poem there appear sorne anacrusis (3, Il, 16, 

18,26,28,29) and pyrrhic feet (6, 10, Il, 12, 16,21,22,25, 30), as weIl as catalexis in 

the even lines of the first six stanzas. It is in the final stanza, however, that the 

irregularities of this poem truly become apparent. Although the last stanza follows the 

same metre as its predecessors, its graphic representation subverts the expectations of 

49 Bulat Okudzhava, "Chomyi messer," Chaepitie na Arbate (Moscow: Korona Print, 1998) 89. 
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traditional trochaic verse. It is spread out across six lines, singling out particular words in 

the process and investing them with a salient, independent value. The repetition and final 

ellipsis in the above-cited excerpt show how this particular construction combines to 

create a poetic impression of lilting timelessness. 

The artist utilizes his art to express his beliefs, and Okudzhava uses his to express 

his rejection of all wars, regardless of the ideologies or flags for which the people are 

dying. He gradually elevates the experience of the war: from the intimate and personal, 

where the lyrical hero speaks and thinks in the first-person singular, to the universal, 

where the artist communicates to the world community that the experience of war is a 

disaster no matter what generation reads his works. 

The first-person lyrical hero of the early war poems lS transformed into a 

collective voice: boys, men, girls, women, soldiers, widows, we; timelessly, aH people. In 

the se poems the author no longer confines his attention to the individual torments of a 

single character. Through his new, collective communicator, Okudzhava becomes the 

voice of a generation united. in the conviction that war is a twisted and unhappy 

experience. Since Okudzhava is preoccupied with human beings as individuals - as 

bearers of specific moral values and not as instruments of any particular social system - it 

can be said that his anti-war poems are not simply about the war itself, but are, more 

importantly, about the human being at war50
• 

50 Unfortunately, Okudzhava's des ire for peace was occasionally lost on his audience. As A. Zholkovskii 
rightly points out in Memuamye vin'etki i drugie non-fictions (Sankt-Peterburg: Urbi, 2000) 150: Rbl 

CJlblUJume, zpoxo'lym canozu... 'neJlOCb, UJazanOCb u cyèJWlOCb C mO'lKU 3peHuR canoz, XOmR, 6uèJum Boz, 
6CR COJlb 0KYèJJ/Ca6bl UMeHHO 6 xpucmuaHu3upy/OU{eu CMeHe 60eHHo-nampUOmU'leCKOU zepOUKU muxou 
Jl/0606b/O, zpoxo'lyU{ux can02 - cmapblM nuèJJ/CaKoM. [Do you hear the boots stomping. .. " was sung, 
walked and judged from the boots' point of view, although with God as my witness the whole essence of 
Okudzhava is found in the Christianising switch from Patriotic War heroics to quiet love-from stomping 
boots to the old coat]. 
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In Okudzhava's anti-war poetry, prominent use is made of departures 6 lfac 

nnameJ/Ca [at payment time], such as at the moment of leaving home for the army51. The 

ill-fated generation has a presentiment of death, but this does not prevent them from 

leaving their homes, stamping their boots in time into a peculiar dimension of time where 

aH reality melts into a surrealistic nightmare where the blood flows in abundance. Such 

poems as: IIecellKa 0 cOJlàamCKUx canozax [The Song of Army Boots], EeJlOpyccKuu 

60K3aJZ [Belorussian Station], /(0 C6uàallu51, MaJZblfUKU [Farewell, Boys], /(J/Ca3ucmbl 

[Jazzmen], /(oMa JlylfULe (lfmo cKpbz6amb?) [It's Better at Home (Why Hide It?)], IIoà 

MaMo1lm06Kou J/Czym Kocmpbz [Near Mamontovka the fires are burning. .. ], lfacuKu [The 

Little Watch] , IIecellKa 0 nexome [The Infantry Song] and Mbz 3a l{ellou Ile nocmoUM [We 

are Ready to Pay the Price] share this common theme. 

This group of writings is a c1ear departure from the official presentation on the 

subject ofwar. Often, as in the case ofK. Simonov, the subject ofwar was presented in a 

romantic manner that supported it. Okudzhava's anti-war poems provoke reflection and 

consideration on the sufferings that war-tom families were (and are) forced to live 

through. Such families face long years of grief beyond the reach of words, separation 

beyond the reach of reunion, poverty beyond the reach of financial rescue and even the 

collapse of the familystructure. Okudzhava's poetry proc1aims with the greatest honesty 

that war is reality twisted inside out and can only bring personal tragedy to the lives of 

each individual who is sucked into its blackness. 

51 Bulat Okudzhava, "Proshchanie s novogodnei iolkoi," Chaepitie na Arbate (Moscow: Korona Print, 
1998) 224. 
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While Simonov's positive view and romantic tone makes his lyrical hero in the 

poem )KOu MellR (1941) to ask to "wait for him", the lyrical hero inhabiting Okudzhava' s 

poetry does not even believe in the chance of a happy return home. 

Okudzhava often makes use of cinematic techniques in his poems. The poems 

unfurl like frames on a reel of film producing a very vivid and plastic description of the 

situations at hand. The juxtaposition of successive still scenes contributes to the 

impression of a tension-filled, first-hand experience of atmosphere and place. The reader 

clearly sees whole columns of men, disappearing forevermore: sons, fathers, husbands, 

and fiancés. The women 2JlRORm u3-noO pyKU [look on with shaded eyes] and they see a 

single pounding human mass, not of individual people with names or faces, but of 

doomed Kpy2Jlble 3amblJlKU [round backs ofheads]. 

In The song of army boots, the use of syllabotonic verse evokes the rhythm of a 

soldiers' march, and the remaining poetic devices similarly complement the semantic 

layer. The sound pervading the experience of the war generation, never to fade away, is 

again achieved through the simple repetition of support phonemes, morphemes, words 

and entire phrases. Its parallelisms are intensified by an uncomplicated, rhythmic, and 

perfectly suited musical background in the popular recording of the poem52
• Its regular 

cross rhymes also enhance its repetitiveness, as does it skillful use of tonal punctuation: 

four lines end in question marks, two in exclamation marks, and three in ellipses. Thus, 

the role of rhythm and prosodie repetitiveness (iambic accents, intonation, etc.) cannot be 

underestimated. 

52 Bulat Okudzawa, "Pesenka 0 soldatskikh sapogakh," Poezja spiewana, CD (Warsaw: Polskie Radio SA, 
2000). 
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Syntactic as weIl as intonational parallelism can be observed in The song of army 

boots. Compositional echoes between stanzas create additional patterns of repetition in 

the text, such as the repetition of the poem's opening words at the beginning of the 

second stanza (stanzas one and two both start with, Bbl CJlblUlume... [Do you hear ... ]. 

Anaphoras continue throughout the text: stanzas three and four both begin, A zOe :JICe 

HaUle/HaUlu ... [But where are our ... ]; the two middle lines in stanza one begin with u 

[and], a conjunction that also creates a breathless rush between the lines. The first three 

lines of final stanza six start with u as weIl. In stanza two we find the lengthy 

reduplication, npolllauC51 CHeu, npOlllaUC51 CHeu [say goodbye to her, say goodbye to 

her], not to mention the words myMaH [mist] and 5lCHeU [clearer] repeating three times in 

close proximity (epizeuksis, where the same words repeat two or more times in a row). 

This pattern reaches its extreme in stanza five, where there is a double reduplication: the 

first and second lines begin, A Mbl ... [And we ... ]; the third and fourth lines follow with, a 

no nOJl5lM/n51maM .. , [And on the fields/heels ... ]. Enumeration and repetitions help to 

recreate the never-ending experience of the rhythm of the soldiers' boots and of the 

stomping which remains in the memory forever. 

Vocabulary is also used with the purpose of creating rhythm. Certain words are 

skillfully woven into the canvas of the poem and repeat several times in this short text. 

For example, the word canozu [boots] and the long phrase, u nmW-1b1 OUlaJleJlble Jlem5lm/ u 

:JICeHllIUHbl zJlJl051m u3-noO pyKU [And mad birds fly/ And women look on with shaded 

eyes] brace the poem. Additionally, the reprisaI of elements from the first stanza in the 

last gives it a ring-like structure. 
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Turning to phonetic repetitions, The Song of Army Boots also makes use of 

tautophony, where the same or similar sound patterns are repeated within neighboring 

words. Consonants such as "g", "r", "b", "v", and "zh" ["r", "p", "6", "B", and ")l("] are 

often repeated together with the vowels "0" or "a" ["0" or "a"], adding to the fast-paced 

tension (e.g.: "gro-kho-chet ba-ra-ban", "vo-rov-stvom", "zhi-re-et vo-ro-nio", "voi-na 

gro-cho-chet"). Alliteration is applied to lend the poem a distinct roughness of utterance: 

Oiced consonants· "g" "b " "v" "zh" as well as "n" and "r" ("r" "6" "B" ")l(" as well v . , , , , , , , , 

as "H" and "p") accumulate throughout the poem. 

As a result, the sound layer gains a significant autonomy from the semantic layer 

of the poem, with its own valuation independent of the meanings it vocalizes. In terms of 

individual words, semantic meaning may often be coupled with an enhanced phonetic 

value: for example, the onomatopoeic word zpoxomamb means "to rumble", its sound 

reflecting and relating to its semantic sense. 

The fact that this long poem is constructed using only six sentences helps to foster 

an impression of rushed and passing happiness. These sentences each occupy an entire 

stanza and are graphically paired off on the page, with the second stanza consistently 

indented to produce an additional sense of movement. Since each pair of stanzas 

demonstrates not only unit y of graphie presentation but of sense and sound as well (e.g. 

the cross rhyme in the last stanza), the reader might choose to analyse the poem in terms 

of three stanzas rather than six. In addition, the unity of the poem as a whole is bolstered 

by the nearly perfect coincidence of its four opening and c10sing lines. 

Okudzhava's B noxoÔ Ha 'tyJ/CylO cmpaHy c06upanc5l KOpOllb ... [The king was off 

to conquer a foreign land ... ] is another anti-war poem with c1ear allegorical and ironie 
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paralle1s between the Soviet government's disregard for the value of the individual 

citizen and the king's disregard for the value of the individual subject in the fictitious 

world created in the poem. The poem is written in the third person so that a short sad 

story can be used to criticize the Soviet government's reckless disregard for the value of 

the comerstone of Soviet society, the individual citizen-soldier. Okudzhava constructed 

the poem using balanced intonation and line lengths of either fourteen or fifteen syllables. 

The mood of this piece is further reinforced by the great continuity provided by 

the conjunction "FI" [and] at the beginning of nearly every stanza: H 6uàum KOpOJlb -

"And the king sees", H 60m omèpeMeJlO - "And a shout rang out"S3, etc. The third-person 

narrative tells the story of a king who decides to conquer a foreign country with help of 

his ten little soldiers (cOJlàamuKu). As in the village setting sketched out in the poem as 

both fantastic and cruel at the sarne time, it is just as dangerous to be branded a pacifist in 

the Soviet village as well. Thus the queen's final advice to the king before he leaves: 

llon)"Iwe HX 6ew, a He TO npocnbIBeWb nau,mlmcToM, 
fi np5IHflKOB cna.uKHX OTH5ITb y Bpara He 3a6YJlb. 

(Beat them well, for ifnot, you will become known as a pacifist, 
And don't forget to take ginger bread from the enemy.)54 

Pive sad soldiers were killed in the battle. However, the king saw them as lost 

causes from the outset and retumed home in triumph with the remaining five happy 

soldiers and a sack of ginger bread in tow. There is irony in the king's unexpected lack of 

remorse for the lives of his men. It is an insignificant detail to the king, who is perfectly 

happy with the loot and the success of the war: 

MHHyTHOW neqanfl He CTOHT, .upy3b5I, npe.uaBaTbC5I, 

53 Bulat Okudzhava, "V pokhod na chuzhuiu stranu sobiralsia korol'. .. ," Proza i poeziia (Frankfurt Main: 
Posev, 1968) 141. 
54 Okudzhava, "V pokhod na chuzhuiu stranu sobiralsia korol' ... ," Proza i poeziia 141. 



Be)l,h rpyCTHhIM COn)l,aTaM HeT CMhICna B )IUIBhIX 
OCTaBaThCSI 

11 npHHl1KOB, KCTaTl1, BCer)l,a He XBaTaeT ,llJIH Beex. 

(My friends, do not grieve even for a minute, 
It would be senseless for sad soldiers to 

Survive 
And besides, there is never enough ginger bread for all.)55 
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The cruelty of these careless words reflects directly upon the Soviet govemment' s 

attitude conceming the value of the common citizen. The population of the US SR has 

always been high and their lives have consistently been considered an expendable asset 

by the government56
• When the common citizen is viewed as expendable, then 

unnecessary losses are accepted as common practice. AlI a commander needed was a 

justified excuse to be the first to conquer a given piece of land, or a convenient reason for 

ordering an heroic, though imprudent attack. 

As a token of the soldier's insignificance in this system, the author uses the 

diminutive form cOJlÔamUKU [tittIe soldiers] instead of the more fully realized COJlÔambl 

[soldiers]. Among avid readers of Okudzhava's writings, this word, cOJlÔamUKU, 

immediately brings to mind another song: EyMaJ/CHbtU cOJlÔamUK [The Little Paper 

Soldier]. In that song, the fragility of the soldier's life is emphasized by the epithet 

6yMaJ/CHblU [of paper] and by the fact that he, like his life, Ha HUmOI{Ke BUceJl [hung by a 

threadJ57. This also resonates with the expression OJlOB5lHHblU COJlôam [a tin soldier], with 

its own connotations of a trifling toy. Following this thread of associations and 

considering the necessity of poet's using Aesopian language lead to the conclusion that 

for the leaders, Soviet soldiers are little more than cheap children's toys. 

55 Okudzhava, "V pokhod na chuzhuiu stranu sobiralsia korol' ... ," Proza i poeziia 141. 
56 Altogether, probably some 20-25 million Soviet citizens died premature deaths between 1941 and 1945. 
Hosking, A History of the Soviet Union 296. 
57 Bulat Okudzhava, "Bumazhnyi soldatik," Chaepitie na Arbate (Moscow: Korona Print, 1998) 69. 
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From the poet's point of view, the Soviet leaders view their own soldiers as 

valueless toy pawns incapable of making mature, rational decisions on their own. 

Okudzhava is pointing out what type of an attitude manifest those who have the power to 

build a destiny. His destiny would emphasize the values of peace instead of domination. 

The Soviet rulers viewed the common citizen as incapable of possessing the mature 

judgment to build a life of goodness, beauty, truth and love. The rulers viewed the 

common citizen as incapable of comprehending the big picture and incapable of carrying 

out the means to actualize the vast vision of Marx and using war as the means for willing 

this vision into actuality. Okudzhava is clearly expressing that he does not agree with the 

demeaning view of the Soviet leaders that the common citizen is a child who must be 

placated as a toddler and coaxed into war for the advancement of Soviet society. 

Okudzhava is painting a picture in words: true victory will begin by way of peace. For 

the government that wills the way of peace as the path to victory is the government that 

esteems its common citizen as a dignified human being. To be a pacifist in the Soviet 

design is to disagree with the pillars of the social order, such as the mandate that winning 

a "just" war is the means to the Communist State. 

B noxoà Ha 'lyJ/CylO cmpaHy co6upaJlC51 KOpOJlb... was banned from publication 

aIready in the 1960s in the Soviet Union for many years. The same fate was reserved for 

many other, largeiy ironic poems by Okudzhava, such as: 0 BOLtHe [About the War] , 

EyMaJ/CHbl'U cOJlàamUK, He Bepb BOLtHe, MaJlb'lUUlKa [Don 't Believe in War, My Boy], 

JIeceHKa 0 nexome [The Infantry Song], as weIl as JIeceHKa aJvtepUKaHCK020 cOJlàama 
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[Song of an American Soldier]58, the last ofwhich had the adjective "American" added to 

the title on the "recommendation" of the censors. 

Once again, the structure of the poem fleceHKa 0 nexome clearly indicates what is 

to be semantically stressed in it. The poem is dominated by lines of two and four feet, but 

it also includes a few lines consisting of particularly significant, isolated expressions. The 

expressions treated in this wayare cnaCeHU5l Hem [there is no release], He 6epbme [do not 

believe] , and eUfe He oKoHlfeHbll Clfembl C60U [the score has not been settled yet]. Two 

conspicuous repetitions seem to provide the key to understanding this poem: in all, four 

separate stanzas open with the anaphoric command "do not believe"; moreover, the last 

sentence of the poem presents a near-perfect syntactical parallel to the first. What 

changes between the opening and closing lines is the mood, indicative in the beginning: 

BCer,ll,a MbI yXOLl,HM, 
KOrLl,a HaLl, 3eMJIelO 6yrnyeT BeCHa 

(We always go away 
When spring storms the earth) 

then shifting to a more dramatic, desperate interrogation at the end: 

lIera )1( MbI yxOLl,HM, 
KOma HaLl, 3eMJIelO 

6yrnyeT 
BeCHa? 

(Why on earth do we go away, 
When the spring 
is storming 

the earth?)59 

58 Bulat Okudzhava, "Pesenka amerikanskogo soldata," Zamek nadziei (Krakow: Wydawnictwo literackie, 
1984) 168. 
59 Bulat Okudzhava, "Pesenka 0 pekhote," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 220. 
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Being banned from publication was also the destiny of the poem BOeHl-lbl'U napaô 

[War Parade], where a character with an uncertain future is simply advised to live in the 

present, to "seize the day": 

Be)l,h 60JIh, li CMepTh, li rryllIeK rpOM -
Bce :no 6y)l,eT JIlillIh rrOTOM. 
qero )K rreqaJIliThC~ 0 TOM, 
a MO)KeT, 060il:)l,eTC~? 

(Y ou see, pain, and death, and cannon roar­
Ali these will only come later. 
Why should you worry about it, 
When we might be spared?60 

Okudzhava uses his cinematic techniques here as weIl, presenting succeSSIve 

frames of a happy orchestra, columns of soldiers, and the unnaturally happy wives and 

daughters of the men marching off to war: 

He B CI1JIaX pa)l,OCTh rrpeB03MO%, 
rroeT )KeHa, rop)l,I1TC~ )l,Oqh. 

(Not being able to restrain her happiness, 
The wife is singing and the daughter is proud.)61 

In this ironie panorama bursting with patriotic joy, however, there are two frames 

that clearly stand out from the rest, and whose conspicuity gives them substantial 

meaning. The first is one of a worried mother: 

If TOJIhKO MaTh yxO)l,liT rrpO'lh ... 
"Ky)l,a)Ke TM, Ky)l,a TM ... ?" 

(And only the mother steps away ... 
'Where are you going to, where? .. ,)62 

The second frame is of a trumpet player exerting every effort in pretending 

everything is fine. He keeps playing with his orchestra, as though he were just as happy 

as the others. But 

MyH)l,llIryK TP~ceTC~ Ha ry6e, 

60 Bulat Okudzhava, "Voennyi parad," Proza i poeziia (Frankfurt Main: Posev, 1968) 123. 
61 Okudzhava, "Voennyi parad," Proza i poeziia 123. 
62 Okudzhava, "Voennyi parad," Proza i poeziia 123. 



(The mouth-piece is shaking on his lips, 
It shakes and shakes ... )63 
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These are the two sites where the poem's happy tone is weakened. In this case, 

Okudzhava needs only four short lines to smuggle his message across to the reader. 

Mothers often figure in the war poems of Okudzhava, and are typically portrayed 

with a great deal of sympathy and love. They are strong-minded women who live or 

sacrifice themselves for their family (their children above aIl). When the mouming 

mother must say good-bye to her son(s), she cries openly, in a role reminiscent of 

Russian women wailing at a funeraI. The mother in Okudzhava' s poems knows that this 

will be the last time she sees her children, and sa to her, the departure is tantamount ta 

their death. The sons generally try ta conceal their own fears in front of their mothers and 

ask them ta not cry, as in OpKecmp uzpaem 60eeble MapulU ... : 

He JIeihe CJIe3, po,n:HMbre MaMaUIH, 
Ha KpbIJIbSi HaUIH CJIe3 He JIeihe 3pSl! 

(Don't cry, dear marnas, 
Don't cry over our wings for naught!)64 

In the poem ll1JlG eoiùta K mOMy EepJlUl-ty ... [The war was approaching Berlin ... ], 

the mother is invoked three times. In the first appeal, a soldier is asking his friend's 

mother not ta cry: he is writing ta tell her that her son is happy. In the other two, an 

attitude of detachment is assumed that only increases the drama: 

MaryIIIKa, y,n:apHJI BbIC1'peJI­
IIOKaQHYJICH TBOR CbIHOK. 

(Mommy, a shot landed­
Your son swayed.)65 

63 Okudzhava, "Voennyi parad," Proza i poeziia 123. 
64 Bulat Okudzhava, "Orkestr igraet boevye marshi," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 321. 
65 Bulat Okudzhava, "Shla voina k tomu Berlinu ... ," Chaepitie na Arbate (Moscow: Korona Print, 1998) 
108. 



The lyric al voice barely changes as it reveals that the son was killed: 

MarylIIKa, nOrmaLJb no ChIRY -
Y Te61I CLJaCTJUlBbIM: CbIH. 

(Mommy, moum your son­
Vou have a lucky son.)66 
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Once again, the poem's great emotional tension depends largely on gradations 

between numerous instances of parallelism and repetition. The incongruous calmness 

with which the mother is informed of the tragic death of her son also contributes to the 

effect. 

In another poem belonging to this group, Kozôa Mbl yXOÔUM ... [When we march 

away ... ], the mothers' hearts are compared to warm hearths and native fields. In th~ poem 

Bo6Jla [Vobla], "one crazy mother" will stop at nothing to save her five children from 

hunger. Okudzhava is one of the first authors in the Soviet Union to depict the war 

ravaging his nation's homes as well as the front lines. Women were left by their 

husbands, brothers, sons or fathers alone without the me ans to survive or to feed the 

remaining family. These poems are, therefore, a testament to the heroism of women in 

wartime-heroism that rarely received official recognition67. 

Okudzhava was also one of the first Soviet authors to use his poetry as a vehicle 

for discussing the tragedy ofwomen,68 many ofwhom were tom from their men forever. 

Their only option was to wait and write to their husbands or sons on the front. Okudzhava 

portrays the drama of the mothers, fiancées, and wives who lost their men. Their lives 

were all but over at the moment their men left home, or upon receiving the pokhoronka-

66 Okudzhava, "Shla voina k tomu Berlinu ... ," Chaepitie na Arbate 108. 
67 For more about the situation of women aggravated by war, see Geoffrey Hosking, A History of the 
Soviet Union (London: Fontana Press/Collins, 1985) 296 and 396. 
68 Other authors discussing this theme were, for example, O. Bergolts, A. Akhmatova, L. Chukovskaia. 
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the notification of death on the front. In this category are the poems TaH20 [Tango], 

A H2eJlbl [Angels], A Mbl C mo6ou, 6pam, U3 nexombl [And we 're from the infantry, 

brother], and Ax, opKecmpbl èJyxo6ble [Oh, the brass bands]: 

TIpoBml<alOT Hac HeBeCThI, 
a BcrpeqalOT B):\OBhl. 

(Brides bid us farewell, 
And widows greet US.)69 

As in the case of the above-mentioned poems, the main sentiment evoked by the 

poem llp060èJbl y 6oeHKOMama [Saying good-bye at the enlistment office] is a feeling of 

irreversible loss, of an end to a family and its peacefullife from before the war. 

In this poem, a man's inner hopes are placed in opposition to his reality. 

Okudzhava treats the conflict in a manner that evokes a feeling of an inevitable tragedy. 

The author proceeds by sharp shifts in mood to suggest the horror of a young man's 

farewell on his way to war. In the first stanza there are three such abrupt shifts: at the 

outset, the brass band is playing, and the lyrical hero finds himself enjoying the MeèJo6blu 

[honeyed]7o sound; suddenly he remembers why the band is there. Instantly, the music 

becomes npOH3UmeJlbHblU [piercing]. It is so painful that he loses all force of expression 

and can only exclaim: Ax ... [Ah ... ]. Again he regains control of himself, this time as a 

soldier who must never show fear, no matter that he is no more than a schoolboy who has 

never touched a gun. At this point, the lyrical hero becomes alienated from his own 

conflicting emotions-as a soldier he assures himself and his loved ones that he is 

MOJlOèJOU U 6eèJo6blu [young and daredevil] , but as the poet his true attitude is betrayed by 

such expressions as c 60JlblO 6 2Jla3ax [with pain in my eyes] and c lJepHblM lJy6IJUKOM 

69 Bulat Okudzhava, "Akh, orkestry dukhovye," Posviashchaetsia vam: Stikhi (Moscow: Sovetskii pisate!', 
1988) 96. 
70 Bulat Okudzhava, "Provody u voenkomata," Chaepitie na Arbate 332. 
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[with a /ittle blackforelock], which respectively refer to his secret burden ofhorror and to 

his undeniable immaturity and lack of training. The skillful juxtaposition of otherwise 

innocuous epithets increases the overall impression of terror and tragedy that fill the 

moment of saying farewell. This is seen in how the poet uses the following phrases: 3ByK 

Me()06blu [honeyed sound] and c 'IepllblM 'Iy6'1UKOM [with a /ittle black forelock]. In any 

other context, the reader would not associate these expressions with anything horrible, 

but referring as they do to the lyrical hero's last, mad search for meaning, they only 

deepen the reader's sense of impending doom that will crash down upon innocent well­

meaning schoolboys. This scene presents the first of the poem's significant semantic use 

of synecdoche (pars pro toto )-unable to grasp his function in the vast workings of the 

State, the lyrical hero becomes a symbol for the univers al struggle of his generation to 

understand the unfeeling machinations of history around them. 

The second stanza begins with a synecdoche on a smaller scale-Mamym pylJKU 

[/ittle hands wave]. Distracted by his looming death, his world fragmented, the lyrical 

hero no longer sees his well-wishers as human. Our only clue to their identity is the use 

of the diminutive pylJKU for pyKU [hands]. The fact that these children were asked to smile 

for the departing soldiers only adds to the particular tragedy of the scene. In his despair, 

the lyrical hero rids them of their souls, their innocent outreach, their face and wide eyes. 

The impression of many helpless, waving hands is aH that remains. It seems that only the 

least comforting images now register on the young soldier' s mind-while the onlookers 

join him in his show of false bravery, it is the cries of those who cannot play their part 

that reach him: KpUKU cKop611ble m51llymC51 6cfle() [mournfùl screams follow behind]. This 

admission of human emotions in the poem interrupts its flow. It is there for the purpose 
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of showing an irrational pretense that is at last made explicit-they are acting of course to 

preserve themselves before the Leader, the 6e3yMe14 U3 l.fepH02a xapa [lunatic fram the 

black choir]. The poet now uses the references, "black" and "lunatic", to place himself 

squarely against Stalin's doctrine for world domination. Additionally, Okudzhava uses 

these allusions to bring the poem to an emotional climax: he begins to playon the 

metaphoric image of the Leader as a crazed film director, deliriously deciding the script 

of his work for warping the personallives of millions to his will. Each person knows their 

role in this well-rehearsed performance. Those who have stayed home send their children 

to execute their practised hand waves, and the ZpJlèJyUjuu CIO;)ICem [plot ta come] is set to 

unfold. With each manifestation of this extended metaphor the poet's rage soars as he 

symbolizes the grimly predetermined fates of the nation. 

In the third stanza, the uproar of the fanfare swells to silence any dissent and the 

bravura music "envelops" whatever is alive, forcing all dissenters into the crazed 

Leader' s party line, insistently repeating that all must be united for their common 

destiny-which is one of destruction. 

)l{U3Hb My3bIKOH 6paBypHoH 06MITa­
Bcë 0 TOM, qTO cy)l,b6a rrOrrOJIaM, 
li 0 TOM, qTO He 6y)l,eT B03BpaTa, 
Hli K JU06Bli U HM K rrpOqMM )l,eJIaM. 

(Life is engulfed by the bravura­
It's aIl about fate being split in two, 
And there being no retum 
To love or any other thing)71 

The destruction is not short in coming: everything, down to the MeàHble mpy6bl 

[capper harns], flies up in general conflagration; faces disappear into the YlllaMJl U èJblM 

[fire and smake] for the Day of Judgement has arrived. This archetypal fire and smoke is 

71 Okudzhava, "Provody u voenkomata," Chaepitie na Arbate 332. 
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surely that of the war itself; aIl that can be discemed among the flames is the young 

soldier' s impassive smile. In this juxtaposition of hellfire and inhuman calm, the poem 

reaches its culmination. Like the waving children, the synecdochised lyrical hero-soldier 

has lost his face and soul. To lose one's soul is to walk the earth as a zombie who still has 

a shred of humanity hanging off the bones of human existence, but to lose one's face as 

weIl is to plunge into the realm of the unimaginable. Not even a vengeful god ever drove 

man into such a hateful destruction. To be soulless as weIl as faceless is to have been 

tumed into a piece of machinery, an opaque blackened bloodletting machine. As 

foreordained, the Leader has thrown his meat onto the flames at the predetermined 

moment. A synecdoche is effectively used in lleceHKa 0 COJl()amCKUX canozax as weIl, 

and to similar effect: just as in that poem the women see only the 3amblJlKU [backs of the 

heads] of their receding sons, in llpoeo()bl y eoeHKOMama Okudzhava consistently pares 

down his images to allow new semantic layers to rise into view and to construct a 

complex metaphorical reflection on the destiny of his generation. 

Additionally, Okudzhava reveals a special interest in a relatively unexplored 

theme in Soviet literature that presents the separation from a beloved woman. The author 

often uses the first-person singular or plural to discuss this theme that had previously 

received no official attention in the USSR. For example, in BalUe 6Jla20po()ue, 20CnO:JICa 

pa3JlyKa [Your Honour, Madame Separation], llpoeo()bl1OHKepoe [Seeing off the cadets], 

EJlUH()a:JICU mou eOUHbl eee mpaeou 3apOCJlU .,. [The dug-outs ofthat war are grown over 

with grass ... ], Lfemblpe 20()a [Four years] and A 20()bl yxo()51m, yxo()51m ... [And the years 

are slipping by and by ... ], the author retums to a personal, emotionally charged approach 

by using the first-person possessive: 

,n:Be Be'-lHbIX AOpOnI -



JU060Bb H pa3JI)'Ka -
npOXOJUIT CKB03b cepJlue MOe. 

(Two endless roads, 
Love and separation, 
Run through my heart.) 72 
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These three lines are repeated as a refrain throughout a poem where the author 

tries to distance himselffrom the overwhelming experiences of the war. However: 

Hama naM5ITb He B CtlJIax yMTH OT nOTepb, 
Bce c IPOHapHKOM 6POJlHT B 6bIJIOM. 

(Our memory cannot forget the losses, 
Still wandering with its flashlight through the past. 73 

Just as The dug-outs of that war are grown over with grass... and others, 

Farewell, boys directly blames the war for the personal tragedies of innocent people. 

Instead of glorifying the "just war" as writers were expected to do, Okudzhava subjects it 

to tierce condemnation in the following invocation: 

Ax, BOMHa, 
'1TO )1( TbI CJleJIaJIa, IIOJlJIa»; 
BMeCTO cBail.e6 -
pa3JI)'KH 11 JlbIM. 

(Oh, mean war, 
What have you done­
Instead ofweddings 
There are separations and smoke. 74 

This incriminating, moumful, or angry voice can be heard even in poems that 

initially seem to have little to do with the war. Thus, in PacKpblBalO cmpaHUlJbl Jw{)oHeu 

[1 open the pages of my palms]: 

JI JII1CTaro crpaHHUbI. 

nepe)l(HToe. 
JI KaK B IIJIeHy. 

BOT KaKoM-To HcnyraHHbIM MaJIb'lHK 

72 Bulat Okudzhava, "Blindazhi toi voiny vse travoi zarosIi ... ," Kapli datskogo korolia: Kinostsenarii, pesni 
dlia kino (Moscow: Kinotsentr, 1991) 13. 
73 Okudzhava, "Blindazhi toi voiny vse travoi zarosli ... ," Kapli datskogo korolia: Kinostsenarii, pesni dlia 
kino 13. 
74 Okudzhava, "Do svidaniia, mal'chiki," Chaepitie na Arbate 52. 



caM c c06mo I1rpaeT B BOHlI)'. 

BOT KaKaH-TO )J(eHlI(I1Ha nJJaqeT­
OqeHb na)],aIOT CJIe3bI B QeHe, 
II KaKoH-TO 3a)],)'Mql1BbIll MaJIbql1K 
)],HeM 11 HOQblO l1)],eT no BoHHe. 

(I am flipping the pages. 
There loorns 

My past. 
l am like a prisoner. 

Here is sorne scared boy, 
Playing at war alone. 

Here is a wornan crying­
Tears get so worthless now, 
And sorne pensive boy 
Goes through the war day and night. 75 
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The secondary accents in this loose anapest distance it from the model of 

anapestic verse, especially at the beginnings of lines; at the ends of lines the reader often 

observes hypercatalectic syllables. Clearly, for the purpose of underscoring the meaning 

of certain parts, the stanzas are irregularly constructed- sorne words and phrases are 

graphically isolated, stressing their significance. If the se words were to be reintegrated 

into the body of the text, the resulting poem would consist of five quite regular quatrains 

followed by a long six-Hne and a short three-line stanza. The interactions between the 

various anaphoras, epiphoras, syntactical parallelisms, greater or lesser repetitions, as 

well as cross rhymes dominating throughout the poem definitely do much to organize it. 

Assonance (especially of "a" and "0") and consonance (voiceless "s," "p," "t," as well as 

"r" and "1") add to the rhythm of the entire piece: 

KTO TaM nJJaQeT? 
HI1KTO TaM He nJJaqeT ... 
fIpOCTO )],eTI1 I1rpaIOT B BOHlI)'! 

Who is crying there? 

75 Bulat Okudzhava, "Raskryvaiu stranitsy ladonei ... ," Stikhotvoreniia (Moscow: Sovetskii pisatel', 1985) 
70. 
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Nobody is crying ... 
TCs just children playing at war!76 

The anti-war category must also be expanded to include those poems tackling 

another important theme, unpopular in the Soviet years-the need to retum to one's 

family, to experience home and hearth. Bce 2JlyUle My3bl1W àyUlu ... [The music of the 

soul grows ever fainter ... ], 3x mbl, UlapUK 2oJly6ou [Come on, you, blue baIl], and 

JKypaeJlu [Cranes] are examples ofthese: 

11, IIepBbIM TeIIJlOM IIepo 
OilaJUIB, 

CBOH )l,OM pa3rml)l,eB B)l,a.JJlI, 
IIJIblByT 3aII03)l,aBlliiie 

)I(ypaBJIII, 
KaK He6eCHbJe Kopa6JIII. 

And, feathers in the first sun 
Singed, 

Seeing their home in the distance, 
Sail the late 

Cranes, 
Like ships in the sky.77 

Still other poems deal with the war' s suppression of aU noble hum an feelings 

where man slowly loses his ability to act according to his own standards and ethical 

principles, and surrenders his actions to become an emotionless automaton without face 

or soul, as in the poem B 20poàcKOM caày: 

«He Bee JI" paBHO: BepHeUIbCSI ueJI 
WII B 6010 IIa)l,ellIb TbI, 
Il pyKy KTO IIO)l,aCT B 6e)l,e - TOBaplIIU 

("Does it really matter if you come back unharmed 
Or ifyou die in battle? 

And who will give you a helping hand-your comrade 

IIJI" Bpar? ... » 

Or your foe? .. ") 78 

76 Okudzhava, "Raskryvaiu stranitsy ladonei ... ," Stikhotvoreniia 70. 
77 Bulat Okudzhava, "Zhuravli," Bud' zdorov, shkoliar: Stikhi (Frankfurt-Main: Posev, 1966) 95. 
78 Bulat Okudzhava, "V gorodskom sadu," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 
1989) 110. 
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The above sentiments are not those of lyrical hero, and are placed in quotation 

marks in the poem itself. The lyrical hero is nonetheless troubled by doubts of this kind, 

as is evidenced by his conflicting and repetitive words: 

0, '1T06bI 6blJl0 Bce He TaK, 
'1T06 Bce HHa'le 6b1Jl0, 

HaBepHo, HMeHHO 3aTeM, HaBepHo, IIOTOMy 
HrpaeT 6YAHH'IHbIti opKecTp IIpHBbI'IHO H BIIOJICHJIbI, 
a MbI TaK TPYAHO H JIerKO Bce nlHeMCR K HeMy. 

(Oh, so that everything changes, 
So that everything is different, 

Probably, this is the reason, probably, this is why 
The same old orchestra is playing as it is used to and at halfforce, 
And we still stretch out to it with such effort and ease).79 

Okudzhava has arranged the structure of the poem not according to the 

smoothness of logical thought but to reinforce the pathos and grief that he feels. The poet 

has ingeniously created a code for emotional grief. He powerfully leads the reader to an 

understanding of the author's own personal insight into the nature of the Soviet state of 

affairs. If he were to use the common approach of dictating language to logic, then the 

voice of grief would never have been expressed. His lyrical voice speaks to stress his 

emotional state, his worries and confusion in a clearer way than using a logical approach. 

Here the poet' s lyrical voice cannot be brought to speak in a calm and coherent voice, 

according to the dictates of logical controlled grammar. 

In his article, 'Mapm 6eJlUKoàyUlHblu' E. OKyà:JICa6bl, noted above, Kunaev 

reserves harsh words for this poem. The following excerpt from the article provides a 

deeper understanding of Okudzhava's persecution in the 60s, and of the accusations 

levied against him: 

B 3TOM 0TPbIBKe 31 CJIOBO. lb HHX 23 - BBOAHble CJIOBa, COI03bI, IIpeAJIOrH, 
MelKAOMeTHR, TO eCTb cJIylKe6HbIe 3JIeMeHTbI pe'lH, He HMelOllI,He B pyCCKOM 
»3bIKe caMOCTOnreJIbHOrO 3Ha'leHH» [ ... J. B 06ll1,eM, OCTaeTCR oAHa cTP0'lKa: 

79 Okudzhava, "V gorodskom sadu," Izbrannoe: Stikhotvoreniia 110. 
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"l1rpaeT 6Y.L\HWlHblH 0pKeCTP." TpH CJlOBa H3 TpH.L\~aTH O.L\HOro. [ ... ] Ha MOH 
B3r.nSl.L\, 3TO [ ... ] y6e.L\HTem,Hoe dOl<:a3ameJIbCm60 6eCCOdep;)fCameJIbHOCmU 

npueeôeHHOU lfumambl. 

(In this passage there are 31 words. Of these, 23 are parenthetic words, 
conjunctions, prepositions, and interjections, which is to say connective 
elements with no independent meaning in the Russian language [ ... ]. In ail, one 
Une is left: "The same old orchestra is playing." Three words out of thirty one. 
[ ... ] In mla opinion, this is [ ... ] conclusive proof of the emptiness of the above 
passage.) 0 

Since Okudzhava was slated for painful "criticism" in the 60s, the critics were 

simply doing their job and fulfilling the official request. Kunaev searches for concrete 

imagery in the poem and inevitably blames Okudzhava for being too verbose, and 

producing poetry lacking in depth and meaning. Kunaev trips over his own dependence 

on grammar controlled by the dictates of logic. 

However, a CUITent reading of B 20pOÔCKOM caôy will necessarily place great 

importance on these very "connective elements," since aposiopesis, ellipses, interjections, 

and the like are vital to the full comprehension of the poem. 

Okudzhava obviously did not agree with the concept of man as a soulless and 

faceless automaton; on the contrary, he lived to praise the positive feelings of the human 

being, moral standards that give man a soul and a face. He employed his poetic skills to 

express this highly ethical point of view. With help of multiple comparative conjunctions 

and adjectives, he expressed a belief in a peacefullife: 

and 

meM cJlaUie Me.L\ OrHeH.L\OMaIIIHI1X, 
'leM ZpOM'Ie My3bIKa aTaK. 

(The tauder the music of the attaeks, 
The sweeter the honey of the lights ofhome.)81 

11 :no Bee y Hac B KpOBH, 
XOTb 3TOMy He 06yqaJIH: 

80 Kunaev, '''Mart velikodushnyi' B. Okudzhavy," 30. 
81 Bulat Okudzhava, "Vse glushe muzyka dushi...," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
raboehii, 1989) 313. 



'-leM 6blUle My3bIKa JUo6BI1, 

meM ZpaMIJe My3hIKa nellarm, 
'-leM ZpaM'-Ie My3blKa nellaJIl1, 
meM '-IuUfe My3bIKa JU06BI1. 

(And it runs in ail our blood, 
Though no one ever taught us: 
The higher the music of love, 
The tauder the music of sadness; 
The tauder the music of sadness, 
The purer the music of love. )82 
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Numerous other war-related themes are to be found in Okudzhava's poetry as 

well. The betrayal of short wartime affairs runs through such poems as Ambl-6ambl, UJJlU 

COJIÔambl [Tum-tarum marched the soldiers], Meôcecmpa MapU5l [Nurse Maria], 

Ompaôa [Happiness], IIeceHKa Ka6aJlep2apÔa [The horse-guardsman 's song], ,l(o 

c6uôaHU5l, MaJlblfUKU [Farewell, boys], ,l(aJlbHflfl ôopoza [The winding road] , and 

IIeceHKa 0 cOJlÔamCKUx canozax [The song of soldier's boots]. There are poems about 

cruelty, such as IIpUMema [A token] and TGMaHb [Taman '], and those about paralyzing 

fear, an emotion that true Soviet soldiers were not supposed to feel or acknowledge-

Dlac mpy6bl lIaô 20pOÔGMU [The trumpet cali above the towns] and COJlHblUlKO CUflem, 

My3blKa U2paem [The sun is shining, the music is playing]. There are also feelings of 

doubt, guilt, and questioning the necessity of war in poems of this group, including 3x 

mbl, UlapUK 20Jly60u [Come on, you, blue bail ... ], am 60UHbl 60UHbl He uUfym ... [Don 't 

look for another war], Pa32060p c peKOU Kypou [Conversation with the Kura river], 

Bnepeôu uôem Cep:JICaHm [The sergeant marches at the head] , Hy:JICHbl JlU zycapy 

cOMHellUfl ... [What are doubts to the hussar .. . ], A KaK nep6afl 1lI0606b - OHa cepôl1e 

:JICMem ... [The first love squeezes the heart ... ], Bom KOpOJlb yexaJl Ha 60UHy: OH MOCK6y 

nOKuHyJl. [And the king leftfor the war: He abandoned Moscow.], 3eMJlfl U3pblma 6KpU6 U 

82 Okudzhava, "Vse glushe muzyka dushi ... ," Izbrannoe: Stikhotvoreniia 313. 
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6KOCb [The earth is dug up al! over] and lb ppOllm06020 àlle611UKa [In a diary from the 

front]. Finally, there are those poems dealing with fears of a possible new war, especially 

in the pessimistic CmapUlIlIaR cOJlàamCKa5l neClIR [An old soldier 's song]. 

Okudzhava sometimes transplants the reader from the cruel and horrible world of 

war to the world of children' s stories (as in the poems OJl06RlIlIblU cOJlàamUK Moe20 Cbl1la 

[My son 's tin soldier] and EyMa:JIClIblu COJlàamUK [The !ittle paper soldier]. The most 

provocative of these stories, however, is the long-unpublished fairytale, The Little Paper 

Soldier (1959), that does not quite meet the expectations of children's world. The 

character in this poem is not a 60zamblpb or medieval knight, but a simple soldier, 

different only because he is made entirely of paper. The epithet 6yMa:JIClIblu [of paper] 

carries with it a slew of suggested connotations: weak, fragile, unstable, flimsy, 

precarious, feeble, slack, 100 se, poor, delicate, slender, flammable, temporary. The list 

continues. These adjectives stand in stark contrast with the character of the hot-tempered, 

courageous little soldier, who is willing to risk life and limb to save his fellow man. He 

will not hang uselessly on the wall while the real soldiers fight and lose their lives. The 

little paper soldier tempts fate through his desire to be useful. He may well have slipped 

through the cracks, just as sorne potential recruits were able to find exemption from 

military service during the Great Patriotic War (BeJlUKaR omeIJeCm6ellllaR 60UlIa). But he 

was young, honest and eager to volunteer- providing yet another parallel with the many 

naïve youths who joined the army directly from their school desks. Ultimately, the 

marionette-like soldier, manipulated from above, steps out and dies in a fire, his life not 

worth much to those around him. 
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The tone of the poem is ironic, and the melody written for the poem is light, funny 

and joyful, in contrast with the tragedy of the little soldier. However, the light-

heartedness here is not at the expense of the paper soldier. It is, rather, "laughter through 

the tears," an Aesopian accusation of the leaders who personally did not risk their lives, 

but preferred the unnecessary deaths of the Soviet youth. 

Okudzhava opens a dialogue about the cruelty of each and every war. The first 

words of another poem, He eepb eOLlHe, MaJlb'lUUtKa fDon 't Believe in War, my Boy), 

match its no less tragic ending: 

ThI BeCh, KaK Ha JIa.n:oHI1, 
Bce nyJII1 - B O.n:HOro. 

(Y ou are so vulnerable, 
Bullets-within yoU.)83 

The use of the second-person singular in the poem places particular emphasis on 

the "connotative function" of the language. In this poem, as weIl as in many others in 

which Okudzhava chooses to use the second-pers on singular ty [you] , it appears to 

represent a direct echo of the lyrical 51 [1]: the two seem to correspond smoothly. 

Chrzastowska and Wyslouch call this type of parallelism '''you' as mirror image of' l' . ,,84 

This parallelism is complicated by the fact that the ''you'' in He eepb eouHe, 

MaJlb'luUtKa is both individualized and indeterminate. The reader may weIl assume that 

the ''you'' is equivalent to "1'. However, the structure and phrasing of the poem cannot 

confirm this correspondence and the poem may represent a genuine dialogue as weIl. 

This ambiguity proves to be a productive one. It provides both "an inner monologue of 

83 Bulat Okudzhava, "Ne ver' voine, mal'chishka," Bud' zdorov, shkoliar: Stikhi (Frankfurt-Main: Posev, 
1966) 188. 
84 Bozena Chrzastowska and Seweryna Wyslouch, Poetyka stosowana (Warszawa: Wydawnictwa Szkolne i 
Pedagogiczne, 1987) 283. 
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the speaker, as the expression of his/her thoughts, doubts, feelings,,85 and a dialogue with 

the outside world. Okudzhava is drawing a parallel between his own destiny and that of 

his generation, linking the fate of a single person and that of all human beings. The 

boundaries of time and space within which the nominal "you" undergoes its ordeals, 

concretely represented by the war, are pushed to the widest extreme. 

A similar effect is achieved in the category ofOkudzhava's anti-war poems where 

the lyrical hero cannot believe his own participation in such a cruel experience. In these 

poems, he turns to various strategies in an attempt to evade his guilty conscience. While 

the negative experiences are pushed deeply into his subconscious like a bull et inside 

himself and not allowed to resurface, they inevitably break through by means of 

nightmare, conjecture, and doubt. In the following poem, the subject rationalizes his 

horror by suggesting that what happened to him may simply have been a horror film that 

he now remembers: 

Ax, qTO-TO MHe He BepHTCH, qTO H, 6paT, BoeBarr. 
A MOJKeT, :no IIIKOJIbHHK MeHH HapHcoBarr: 
[ ... ] 
Ax, qTO-TO MHe He BepHTCH, qTO H, 6paT, y6HBarr. 
A MOJKeT, npocTo BeqepOM B KHHO H rro6bIBarr? 
[ ... ] 
Ax, qTO-TO MHe He BepHTCH, qTO H He rrarr B 6mo. 

(Oh, somehow 1 cannot believe that 1 fought, brother. 
Maybe a schoolboy drew me like this: 
[ ... ] 
Oh, somehow 1 cannot believe that 1 killed, brother. 
Maybe 1 was just at the movies one night? 
[ ... ] 
Oh, somehow 1 cannot believe that 1 did not faIl in the battle. ) 86 

The use of parallelism and repetition creates growing emotional tension 

throughout the poem, as the lyrical hero remains unable to come to terms with his past. 

85 Chrzastowska, and Wyslouch 284. 
86 Bulat Okudzhava, "Akh, chto-to mne ne veritsia, chto ia, brat, voeval.. .," Izbrannoe: Stikhotvoreniia 
(Moscow: Moskovskii rabochii, 1989) 296. 



53 

There is a group ofOkudzhava's poems dealing with generals. With the exception 

of one poem [Bee ymp51caemc51 MaJlO-nOMaJly [Ali slowly settles], Okudzhava's portraits 

of generals and other military leaders are painted with a generous dose of irony. In the 

poem H3 OKI-/G eaZOHa [From the carriage window], the commanders are compared to 

psychotic theatre directors. In HpoHuttecKoe 06paUjeHue K ZeHepaJly [An ironic address to 

a general], it is remarked that the general' s chosen profession is to kill, and that leaders 

would be rendered useless in a world without war: 

fIOKa Ha CBeTe HeT BOHHbI, 
BbI B rrOJIO)I<emm: .ll:ypall,KOM. 
[ ... ] 
BO.ll:HTemo Hy'lKHa BOHHa, 
pa3JIYKH, cMepTH H MyqeHMI 
60H, a He MlfpHbIe yqeHMI, 
lfHaqe rpOlII eMy lI,eHa. 

(Whenever there is no war in the world, 
Vou look like fools. 
[ ... ] 
The warrior needs war, 
Separation, death and suffering, 
Battle, and not peaceful teachings, 
Or else he is not worth a penny.)87 

No less vivid is the poem J(ep30cmb, UJlU Pa3zoeop nepeô 60eM [Impertinence, or 

a Talk before battle], where the conflicting view points of a general and his lieutenant 

culminate in the former denouncing the life-Ioving lieutenant to the war tribunal. 

Only in Bee ymp51caemc51 MaJlO-nOMaJly is the general a wholly positive figure. 

The general in question is General Dufour, immortalized by a statue in Geneva for not 

having lost a drop ofhis soldiers' blood. Here the general is compared to an angel: 

KaK 'lKe TbI, CblH KpOBO'lKa;::{HOro BeKa, 
6pOCHB rrepqaTKy 'lKeJIe3HOH BOHHe, 
aHreJIOM 6HJICH 3a 'lKlf3Hb qeJIOBeKa, 

87 Bulat Okudzhava, "Ironicheskoe obrashchenie k generalu," Izbrannoe: Stikhotvoreniia (Moscow: 
Moskovskii rabochii, 1989) 268. 



eCJUllI HbIHlle oHa He B ueHe! 

(How is it that you, son of a bloodthirsty century, 
Throwing down the gauntlet against the iran war, 
Could fight like an angel for the life ofman, 
If even today it is not worth a thing!)88 
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The dark vulture of war hanging over so many of Okudzhava' s poems is 

continually condemned throughout his poetry for its violence and lack of moral values. 

The poet in the footsteps of Socrates has also come to be known as a champion for 

preserving and fostering the ethical spirit that gives man an holistic soul and face. 

Okudzhava challenged the pillars of the Soviet system, Marx, Lenin and Stalin, with 

prophetie and confrontational judgments and an optimistic philosophy of life. According 

to Okudzhava, one of the most positive aspects of life is the fact that there is always a 

peaceful path filled with hope, a vision that receives special emphasis in many poems: 

11 BblpaCTaIOT 
3a MoeH lleJiOBelleCKOH CIIlIHOH 

BMeCTO KpbIJIbeB rpeBor 
Ha.n:e)K.n:bI KphlJlbJL 

(There grow 
By my human spine 

In place ofwings offear 
Wings ofhope.)89 

Within the category of "hope" poems, there lS also 3mo CJlytmmC51 [It will 

happen], where the lyrièal hero embodies hope itself, and where forms of the future tense 

prevail: 

3TO CJIYllllTCH, CJIYllllTCH -
BepIO: paCIIJIaBHT 6pOHIO ... 
He 3a6bIBaHTe YllIITbCH 
3TOMy HY)KHOMY .n:HIO! 

(It will happen, it will happen-
1 believe: they will melt down the armour ... 

88 Bulat Okudzhava, "Vse utriasaetsia malo-pomalu," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 265. 
89 Bulat Okudzhava, "la ukhozhu ot puli. .. ," Bud' zdorav, shkoliar: Stikhi (Frankfurt-Main: Posev, 1966) 
88. 
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Ofthis necessary day!)90 
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Other optimistic poems deal primarily with the past, such as BOCnOMUl-lal-lUe 0 

/{l-le II 06edbl [Reminiscences from the Day of Victor y]. The dominant feelings evoked by 

this poem are ones of happiness, love, and a wish for peaceful life on earth. In keeping 

with the pattern typical of Okudzhava's work, the poem tums from concrete situations of 

the war and victory, as experienced by the young men, to a more generalized return home 

from the war: 

)lüŒhIe 6pOCI1JUfCb K )l(I1BbIM, 11 6bIJIO rrpaBiJ,OH :no, 
JIl0611JUf )l(eHIIII1H)' OiJ,H)' - OHa 3BarraCb n06eiJ,a. 
[ ... ] 
KaK 6yiJ,TO Hac iJ,eBjlTbIH Barr OTHbIHe MI1HOBaJ/. 

(The living fell into the arms of the living, and truly, 
They loved one woman-her name was Victory. 
[ ... ] 
It was as though the ninth wave had henceforth passed us by.)91 

This poem' s classification overlaps with that of two others dealing with concrete 

historical events from the war. Both IIeCel-lIW 0 Q]ol-lmal-l1<.e [Song of the Fontanka] and 

J1el-lUl-lZpadCKaJl 3JleZUJl [The Leningrad elegy] concern the siege of Leningrad and its 

survivors, whether they were friends of the poet or those unknown to him. The figures are 

suspended in a state of etemal surprise, wondering how they managed to survive: 

li rrOrl16UIlIX eIIIe CHjlTCjl rOJIoca. 
Ho iJ,aBHO y)l( - HI1 ocaiJ,bI, HI1 6JIOKaiJ,bI, -
TOJIbKO Bailll1 yiJ,I1BJIeHHbIe rJIa3a. 

(And we still dream of the voices of the dead. 
But it is long over-there is neither siege nor blockade­
Only your astonished eyes.)92 

90 Bulat Okudzhava, "Eto sluchitsia," Bud' zdorov, shkoliar: Stikhi (Frankfurt-Main: Pose v, 1966) 155. 
91 Bulat Okudzhava, "Vospominanie 0 Dne Pobedy," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 295. 
92 Bulat Okudzhava, "Pesenka 0 Fontanke," Mart velikodushnyi (Moscow: Sovetskii pisateI', 1967) 139. 
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The post-war period brings with it a feeling of repentance and hope, as in the 

poems Haà èlly6uHOU 6e3àoHHblX 60à [Over the deep waters] and JIeceHKa 0 HOt{HOU 

MOCK6e [A Moscow night song]: 

Be,L\h qTO MhI [ ... ] 
6e3 nOKa5lHI151 11 Ha,L\e)l(,L\hI? 

(What are we [ ... ] 
Without repentance and hope?)93 

This is a time for reflection on the lesson that this generation will be leaving for 

its successors, as weIl as on the poet's obligation to communicate the fate of those who 

fell. These are themes featured in JI yxo.JICy om nyllu, àellalO omt{aRHHblU pbl60K. .. [1 am 

escaping the bullet, jumping desperately . .. ], PoàuHa [Motherland] , and JI03àpa6bme 

MeH5t, àopœaJl: 51 paà, t{mo ocmanc5t 6 .JICU6blX [Congratulate me, my dear, 1 am happy 1 

remained alive], the last of which provides the following lines: 

I1 TaK Bce COiliJiOCh, ,L\opora5l: HaBepHO, 51 TaM He cropeJI, 
qT06 BhIKPI1KH)'Th 3,L\eCh, ,L\opora5l, npo TO, qTO ,L\pyroH He ycneJI. 

(And so it transpired, my dear: no doubt 1 escaped those tires 
So that 1 might shout here, my dear, what the others had no time to ShOUt.)94 

In conclusion, the theme of War is of the greatest importance to Okudzhava's 

poetry. The theme of War and its corollaries is represented time and time again 

throughout his works as an ethical act of proclaiming his disagreement with the party' s 

idea that "just wars" exist. The poet's dissenting voice is manifested in themes as varied 

as those of the inexperienced recruits, of farewell and of loneliness at the front, in the 

themes of women in wartime, left behind, often forever, by their men; in the themes of 

fear of being killed and that of killing and cruelty; of dut y and repentance; and even of 

93 Bulat Okudzhava, "Nad glubinoi bezdonnykh vod," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 241. 
94 Bulat Okudzhava, "Pozdrav'te menia, dorogaia: ia rad, chto ostalsia v zhivykh," Posviashchaetsia vam: 
Stikhi (Moscow: Sovetskii pisatel', 1988) 12. 
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hope. However, poetry as complex as Okudzhava's cannot be limited to a single thematic 

group, no matter how vast, and the importance of other thematic groups, such as The 

Legacy of the Stalin Years, must not be underestimated. 



Chapter 2 

THE LEGACY OF THE STALIN YEARS 

qeM llCTOplUI 60raTa, 
TeM II BeCb Hapo)], 60raT ... 
HeT, BbI 3HaeTe, pe65ITa, 
CTaJIllH OqeHb BllHOBaT. 

(What makes history ri ch 
Makes the whole nation rich ... 
No, friends, you know, 
Stalin is guilty as he11.)95 

l1 BpeM5I oTua Moero MOJIo)],oro rreqaJIbHbIll pa3Be5IJIO rrpax, 
II Hery Ha)],rp06b5I, H rraM5ITH Her)],e Ha)], rrpaxoM CKJIOHHTbC5I, pbI)],a5I. 

(And time has scattered the sad ashes ofmy young father, 
And there is no fravestone, and there is no place for memory to bow over the 
ashes in tears.)9 
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Okudzhava gives a scathing critique of Stalin's autocracy. As pointed out In 

section 1 that discussed Okudzhava's anti-war poems, Stalin was directly responsible for 

the deaths of millions of Soviet citizens during World War n97
• 

In the poetry of Bulat Shalvovich Okudzhava there is a group of poems devoted to 

what has become known as the cult of personality.98 Thematic analysis situates these 

poems midway between the groups of Okudzhava's anti-war poems and the poems 

devoted to the author's parents and to their tragedy. A further group jostling these first 

three is the one based on the history of Russia and the fate of the Slavs at large. This 

fourth group will be discussed briefly at the end of the present chapter. 

95 Bulat Okudzhava, "Stoit zadremat' nemnogo ... ," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989), 59. 
96 Bulat Okudzhava, "Moi otets," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 1989),297. 
97 KOpOJlb [King), /{J/CG3UCmbl [Jazzmen}, IleceHKa 0 6yMaJ/CHoM cOJlàamUKe [Song about a Paper 
Soldier}, IleceHKa 0 nexome [The Infantry Song], IleceHKa 0 COJlàamCKUX canozax [The Song of Army 
Boots}, B noxoà Ha 'lyJlC)lIO cmpaHy C06UpaJlCR KOpOJlb ... [The king was off to conquer a foreign land}, 
llIJla 80uHa K mOMy EepJlUHy... [The War Moved towards Berlin}, BocnoMuHaHue 0 /{He Ilo6eàbl 
[Reminiscencesfrom the Day ofVictory}, Ilemexoà08 pOàOCJl08HOe àpe80 [Family Tree ofPassers-byj. 
98 For more about the cult of personality, see Hosking, A History of the Soviet Union 183-84. Aiso Robert 
Service 198-200,237, 250, 289 and 315. 



59 

Stalin's absolute rule was responsible for atrocities99 far surpassing even the 

calamities of the tirst year of battle and the vertiginous numbers of casualties leading up 

to the very end of the war. The earlier Terror, with its waves of mass arrests, torture, 

deportations and executions, had already reached its peak in 1937. They were the 

instrument of Okudzhava's family tragedies-the arrest and execution of his father, an 

alleged German and Japanese spy, in the same year of 1937, and his mother's ensuing 

seventeen years of exile for being the wife of an enemy of the nation. Okudzhava' s 

mother retumed to Moscow upon her rehabilitation only in 1955. 

In the poem 3ee3ÔOl.{em, the lyrical hero understands that he too is responsible for 

the social and moral tragedy. By mentioning the number "twenty" in the poem, written 

just in 1988, he refers directly to the Soviet invasion of Czechoslovakia in 1968. Witness 

the sadness with which he refers to this tragedy: twice he explicitly uses the adverb 

nel.{aJlbl-tO [sadI y] 100, and he refers to naM51mb [memory] with the attribute pal-tUMa 

[wounded] 101. From the perspective of the year 1988, these sad words and feeling of 

99 The sources estimate the number of casualties in millions of people: "[ ... ] it may be that the casualties of 
the Stalin terror totalled 15-20 million." Hosking, A History of the Soviet Union 203. 
100 nOlJeMy maK rreIIaJ1bHO 3a8umy 

om lJezo-mo 6blJlOZO 80 MHe? 
[Why 1 so sadly de pend 
On the past within my soul?] 
And: 
Bee rreIIaJ1hHO, lJmo KamUmbC51 MUMO? 
[Whatever passes by is sad] 
Both citations come from Bulat Okudzhava, "Zvezdochet," Stikhotvoreniia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 432. 
101 flaA15lmb, CJl08HO pe6eHoK, paHl'IMa 
u K)làamo 308em u 306em ... 
[Memory, like a chilcl, is wounded 
And caUs us to who knows where ... ]. 
Citation cornes from: Okudzhava, "Zvezdochet" Stikhotvoreniia 432. 
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collective guilt and responsibility may suggest that these twenty years had not brought 

many positive changes: 

II )Kf!By 51 BOT C 3TOll Bf!HOIO 

Ha Ll.BaLl.uaTOM ee 3Ta)Ke. 

(And here 1 live with this guiIt 
On its twentieth tloor.)102 

The lyrical hero is equipped with a telescope, which may be considered a symbol 

of the alien Soviet-era mentality with which he is still forced to live. Through the 

instrument, he observes those around hi m, just as they have been closely observed by the 

Soviet state, even in their sleep. He feels detached from his times and observes the 

present from afar. The reality is so awful and the guilt is so overwhelming that the 

telescope falls from his hands. Choice of contemporary city vocabulary emphasizes the 

modem times (aeocbKu [string shopping bags], zapa:JICu [garages], ZOpO:JICaHe [city 

dwellers]) and words expressing fear give it colour-the Arbat that the character sees is 

no longer the same as the Arbat of before the war. Its materialistic inhabitants, ready to 

run to the store at the hint of a midnight delivery, remain incongruously superstitious: 

they sleep on their right side so that the first leg to hit the floor on their rush outdoors will 

be the lucky right one. Seemingly unaware of or indifferent to the past, they mind only 

their own material status and peace and do not think of guilt. However, both the rich 

ones, those having "the garages", as weIl the poor ones, whose only attributes are "the 

string shopping bags", still feel the same fear and even sleep in a state of permanent 

anxiety: 

CmlT B nOCTeJI5IX CBOf!X rOpO)KaHe, 

Cn5IT C aBOCbKaMf!, Cn5IT C rapa)KaMf!, 

Cn5IT TpeBO)KHO Ha npaBOM 60Ky .•. 

l'broTOBf!JIOCb TeJIO K nphI)KKy. 

102 Okudzhava, "Zvezdochet," Stikhotvoreniia 432. 



(The city dwellers sleep in their beds, 
Sleep with their string bags, and with their garages, 
They sleep anxiously on the right side ... 
Bodies always tense for the jump.)103 
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The figure of the mother retuming from exile c1early belongs, however, to the 

past, as her attribute, cmapa51 [aged], will attest. In her hand, she preserves a relic of the 

vanished age-a plywood suitcase, which, as the lyrical hero notes, is no longer 

fashionable, but which contains the most precious memories of the time before the 

tragedy: rjJomOèpaqJUu npeJ/CHUX 2oào6 fpictures of the bygone years]. 

The fact that the responsibility is a collective one may have raised the issue of the 

guilt of each citizen and a rhetorical question: what could have been done by each single 

citizen to prevent the invasion. During the years of the Stalin terrorl04 and well after, the 

entire nation stayed mute, becoming blind and deaf as well under the weight of its 

ideological burden. Animalistic fears for oneself and one's family erased personalities. 

People had to behave with the utmost caution, to agree or pretend to agree with the Party 

line, so as not to attract attention-it was the only chance at survival. No one could be 

trusted when the slightest sign of individual independence was choked by the collective. 

Charges could be found to incriminate anyone. Beneath the shadow of so much cruelty 

and evil, the people of the totalitarian system remained in a trance-like state, as described 

in the poem Mou omelf (My Father): 

A KTO-TO )K KpI1'HIJ1: «He y6llH!» - O):(llHOKllH ... YI B :HO nOBepllTh J1erKO, 

HO 6pe):(Wll KpOBhIO li MeCThIO Bce npOIflle 6paTMI II CeCTphl. 

103 Okudzhava, "Zvezdochet," Stikhotvoreniia 432. 
104 The years of the Soviet oppression and purges culminated between 1934 and 1938, the time of the Great 
Terror. However, still in "the mid-1970s there were reckoned to be about 10,000 political and religious 
prison ers across the Soviet Union. They were held in grievous conditions [. . .]. Punishments for 
dis obedience in the camps were severe and the guards were both venal and brutal. " Punitive medicine and 
a network of KGB informers were used as weil. (Service 382). See also Hosking, A History of the Soviet 
Union 327-28, 425-29. 



(And someone screamed: "Do not kill!"-all alone ... And it is easy to believe it, 
Yet his ail other brothers and sisters were raving about the blood and revenge.)105 
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The same theme is broached in IIeceHKa npo lfepHOZo Kama [Song about the 

Black Cat], a poem which never saw publication in the Soviet Union and which was only 

sung during sorne literary evenings and distributed in manuscript copies. A musical 

recital of the poem attracted the attention of the KGB 106
, who ordered Okudzhava to 

corne to their offices and explain his words. To question.s as to whether the Black Cat 

represented the figure of Stalin and why he does not catch the mouse, the surprised 

Okudzhava could only repeat his denial, saying a cat is a cat and, moreover, it is well-fed 

by the tenants. It was difficult to explain his motivations for portraying the large-

moustached Cat107
, described as silent yet dangerous in the fifth verse, as so self-assured 

about his own power and superiority, as completely safe from being evicted from his 

important position in the house, and as the recipient of silent tribute after silent tribute 

from the house's forcefully devoted inhabitants: 

OH He Tpe6yeT, He npOCI1T, -
)[(eJITblll rJIa3 ero ropl1T, -
Ka)[()l,blll caM eMy BbIHOCI1T 
11 "cnacI16o" rOBOpI1T. 

(He does not demand, he does not beg­
His yellow eye is buming-
Each one offers his own outpourings 
Each one utters "thank yoU.,,)\08 

The straightforward answer was dangerous to Okudzhava. The irony contained in 

poems such as these was the only vehicle for expressing the truth of the totalitarian 

105 Okudzhava, "Moi otets," Izbrannoe: Stikhotvoreniia 297. 
106 K.D. Seemann, "Bulat Okudzavas 'Cemyj kot' aIs antistalinistische Parodie," Welt der Slaven­
Halbjahresschrift fur Slavistik 31.1 (1986): 139. 
107 Petrakov 26l. For more citations from Okudzhava about Stalin and the legacy of the Stalin Times, see: 
Petrakov 262-3. 
108 Bulat Okudzhava, "Pesenka pro Chomogo kota", Chaepitie na Arbate (Moscow: Korona Print, 1998) 
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system. I09 K.D. Seeman even sees the poem as a parody of the praise song CaàoefluK 

[Gardener] by Lebedev-KumachllO
: 

[Okudzhava's] poem is completely identical with Lebedev-Kumach's poem with 
respect to stanza, rhythm and rhyme. Thus it can for example also be sung to the 
melody that N. Bogoslovskii chose for the musical arrangement of 
"Sadovnik".111 

The fact of unseen similarity between the two above-mentioned poems may 

incline the reader further towards the parodie and ironie interpretation of the poem. 

In the poemJ(aeaume, npuàyMaeM àecnoma [Let's Invent a Tyrant] the collective, 

"nobody's" responsibility is openly blamed for the existence of the totalitarian system. 

The interlocutor is addressed in the first person plural, MbZ ("we"), and from the poem it 

is clear that by this pronoun the lyrical hero understands himself and his fellow citizens 

(for example, from the fact that the "we" would unanimously vote "yes" for a certain 

pers on in elections). Here, the author presents the reader with this ethically tricky 

proposition and makes him reflect on individual responsibility for one's own acts in a 

totalitarian state: 

.D:aBaiÏTe npHAyMaeM AeCnOTa, 
[ ... ] 
ITOTOM 6YAeT cnparIIIfBaTb He c KOro, 
Konb BMecTe ero c03AaAHM. 

109 There has been ongoing critical discussion of what or whom the tom-cat represents. The most obvious 
interpretation, suggested in 1964 by A. Flegon, points to Stalin. N.Tarasova draws a parallel between the 
Black Cat and Soviet Power, and in 1992 Mezakov-Koriakin saw the tom-cat as the representation of a 
devious petty bourgeois (Seemann, "Bulat Okudzavas 'Cemyj kot' ais antistalinistische Parodie" 140). 
These plain-faced allusions to attributes typically reserved for Stalin support Flegton's interpretation, and 
they likewise emphasize the connection between Okudzhava's poem and Mandelstam's Mbl :J/CU6eM, noà 
co601o He 'lY51 cmpaHbl ... [We live, not feeling the country under our feet ... ], where we find the following 
description of Stalin: Ezo mOJlCmble nGJlblfbl, KaK 'lep6U, :J/CUpHbl [His thick fingers are fat as worms], 
TapaKaHbu CMelOmC51 ycullfa U CUfllOm ezo ZOJleHUllfa [The cockroach 's moustache is smiling and his shins 
are shining]. 
110 For more on Vasilii Ivanovich Lebedev-Kumach (1898-1946): Wolfgang Kazak. Entsiklopedicheskii 
slovar' russkoi literatury s 1917 goda (London: Overseas Publications Interchange Ltd., 1988) 418-19. 
Similar of songs were written, for example, by Dunaevskii ("Oi, tsvetot kalina", "Kakim ty byl"), 
Aleksandrov ("Sviashchennaia voina"), Zakharov ("Cheremukha", "1 kto ego znaet"), Blanter ("Katiusha", 
"Letiat perelotnye ptitsy"), Solov'ov-Sedoi ("Solovï", "Podmoskovnye vechera"), Zakharov, Novikov. 
III Seemann 143. 



VI nyCTb OH Ha.U HaMM Kypa)!(MTCS! 
M naJIbueM rp03I1TCS! 113 TbMbI, 
nOKa HaKOHeu OKa)!(eTCS!, 
QTO CaMI1 I1M C03)],aHbI MbI. 

(Let's think up a despot, 
[ ... ] 
Then there won't be a single person responsible, 
So long as we create him together. 

And let him bully us 
And shake his finger at us from darkness, 
Until in the end it becomes obvious 
That we are his creations as we11.)1l2 
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The totalitarian leader in the poem shares sorne physical features with Stalin: his 

moustache and his predatory eyes. In this particular poem, he is not named directly, just 

with help of typical attributes. The leader has been absolutely dependent on his creators, 

but as soon as he cornes to life, he begins to threaten and abuse his people. The reader 

observes a transfer of the attribute of passivity away from the marionette-like leader to 

his now paralysed creators. 

In the works of Okudzhava, there are number of poems in which Stalin is 

mentioned by name (as in CmanUli llyUlKuHa JlucmaJl ... [Stalin was browsing thorough 

Pushkin ... ] or Cmoum 3aàpeMamb HeMH020 ... [It is enough to doze offfor a white ... ]), or, 

as in the above example, by mentioning the typical attributes of Stalin or his links with 

terror, war and bloodshed (J!, pOJ/CàeHHblU 6 uMnepuu cmpaxa [ . .] Jl, pOJICàeHHblU 6 

UMnepuu Kp06U [1 was born in the empire of fear [ . .] 1 was born in the empire of blood), 

as in the poem J! JlCU6y 6 OJICUàaHUU Kpaxa. .. , ("1 live waiting for a crash. .. "). The picture 

of Stalin is consistently formed with help of the following attributes: y6uulfa (killer), yCbl 

(moustache), ycamblu COKOJl (the moustached falcon), ycamblu 6paHàMauop (the 

112 Bulat Okudzhava, "Davaite pridumaem despota ... ," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 180. 
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moustached chief of the fire brigade), ôecnom (despot), MaJleHbKUU (small), HeMblmblu 

(dirty), p5160u (pock-marked), 20pelf (highlander), 2py6blU I.leJlOeeK (rude man), 

2eHepaJlUCcUMyC (generalissimo), CUJly3m [ . .} c HU3KUM Jl60M (silouette [ .. ) with the low 

forehead), XUU4Hble 2Jla3a (predatory eyes), CaMblu (The One), eO:JICÔb (the leader), 

l.JepHblU opeJl 20pUUCKUU (the black mountain eagle), l.JepHblU Kom (the black cat), 

:JICeJlmblU 2Jla3 (yellow eye). The Stalinist period is characterised as cmpauma51 nopa 

(horrible times), mpaBJl51, nllemeHUe cemeu (hunting, netting), BeJlU K cmeHKe (they led 

/people to be shot/ to the wall), BpeM51 HeMombl, 3Jla U Jl:JICU (time of silence, evil and lies), 

Kpoeaeblu CJleÔ (the bloody path). The Soviet country is seen as mpa2Ul.JecK!a5l/ (tragie) 

and He eeeeJl ÔOM, e KomopoM Mbl :JICUeeM (the home, whieh we inhabit, is not a happy 

one.). It is not a cozy place, but one where terror, arrests, exiles and censorship rule: e 

HaUleM ôOMe - CKB03H51KU (there are draughts in our home). 

Even as individual freedoms were stripped away and constitutional rights 

disregarded, the majority of people were, however, reluctant to blame themselves or any 

other specific p,erson for creating such a home (system). Millions shared responsibility for 

the situation, proudly claiming that they had placed the common good above their own 

pleasure and gratification. The poet makes this the subject of IIucbMO K MaMe [Letter to 

Mom], a poem directed to the mother of the lyrical hero, a generalized victim of the 

labour camps, exile and Soviet prisons. Here the representation of the mother assumes a 

degree of melancholy unseen in any of Okudzhava's war poetry. The mother in this 

poem, unlike the mothers in the anti-war group of poems, has no cause to fight for, no 

person to wait for, no goals and no hope. She was arrested during the purges. Her vigour 

is completely suppressed, and she is passive, resigned to her lot, in a prison, Ha Hapax 
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nocpeôu MOCK6bl [on a bunk in Moscow] 113. Tragedy has wrecked their previous family 

life forever: 

Ha OKHe - HaMop)],HMK, BOJIH - 3a CTeHOll:, 
HMTO'lKa IIopBanacb Me)K T060ll: M MHOH. 

(On the window-sill is a muzzle, freedom is behind the wall, 
The thread is broken between you and me.)114 

The lyrical hero, who personally had not been arrested and exiled, and whose 

perspective on the family drama is necessarily different, is separated from his mother by 

history, but tries to approach her with his compassion. Guided by the lyrical hero, the 

reader relives the terror period, the mother's joumey, from the moment when the escort 

took her from their home until her retum many years later. Again, the poet uses a 

cinematic reel of separate frames to tell her story.115 

The reader sees the prison scene: 

3a )KeJIe3HOll: )],BepbIO TOII'IeTCH COJI)],aT [ ... ], 
(Behind the iron door a soldier is stamping [ ... ])116 

113 Bulat Okudzhava, "Pis'mo k marne," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 1989) 
280. 
114 Okudzhava, "Pis'mo k marne" Izbrannoe: Stikhotvoreniia 280. 
115 Reading Okudzhava's poetry as a series of film frames is especially productive given his familiarity 
with the cinema. His opus includes three screenplays: he co-authored the movies BepHocmb [Fideliry] and 
)f{eHfl, )f{eHe'lKa, 'KamlOuJa' [Zhenia, Zhenechka, 'Katiusha '], as weil as the script for Mbl JlI06wIU 
MeJlbnoMeHy ... [We Loved Melpomena ... ], which was published but never saw production. Poetry and 
cinema also overlap where Okudzhava's songs are featured on sound tracks to films, whether the songs 
were written with that purpose in mind or whether they were later chosen from his repertoire. Noteworthy 
among these is Okudzhava's performance of llecHfl 0 nOCJleÔHeM asm06yce [Song of the Last Bus] in 
l.{enHGfl peaKt(Ufl [Chain Reaction], written in 1958. See: V. 1. Bosenko, Afterword, Kapli datskogo korolia: 
Kinostsenarii, pesni dlia kino, by Bulat Okudzhava (Moscow: Kinotsentr, 1991) 244-51. Over the years 
Okudzhava entertained the idea of writing a screenplay independent of co-authors, but eventually he came 
to admit that his primary vocation was as a poet: 1l0HUMaeme, KUHoct(eHapuu - ÔJlfl 3mozo HyJ/CHO 6blmb 
ôpClMamypzoM. Jl He ôpClMamypz. To, 'lmo 51 Hanucan u 'lmo peanu30sanocb, - 3mo 6JlaZOÔapfl 
peJ/CuccepClM, c KomopblMu 51 nucan: OHU S 3moM XOpOUIO nOHUMalOm, U 51 6blJl npocmo JlumepamypHblM 
ÔeflmeJleM npu HUX, maK CKG3amb. MHe O'leHb XO'lemCfl Hanucamb KUHoct(eHapuii, a oc06eHHO nbecy. Ho 51 
oôHaJ/Côbl nOHflJl, 'lmo 51 He ZO:»eyCb ôM 3mozo. [You understand that for screenplays, you have to be a 
dramatist. l am no dramatist. What l wrote and created was thanks to the directors l was writing with: they 
have a realunderstanding of this, and l was just a literary worker for them, so to speak. rd really like to 
write a screenplay, or especially a play. But l realised one day that l wasn 't made for that.] (Petrakov 153). 
The following pages in this book provide an excellent insight into Okudzhava's relationship with the 
cinema: Petrakov 152-70. 
116 Okudzhava, "Pis 'mo k marne," Izbrannoe: Stikhotvoreniia 280. 



Interrogation: 

Exile: 

CJIe,UoBaTeJIh lOHhlîî MailleT KyJIaKoM. 
(A young investigator is shaking his fiSt.)117 

4yTh 3a KpacHo»pcKOM - TBoîî JIeCOnOBaJI. 
KOHBOl1p Ha <ppOHTe CP0JJ:Y He 6hIBaJI. 

(Just past Krasnoiarsk is your clearing in the woods. 
The escort has never been to the front.) 1 18 

And eventuaUy the Kremlin itself: 

BmK,Uh yKphIJIC» B 6aIllHe y MOCKBhI-peKI1. 
[ ... ] 
OH He ,UOBep»eT 60JIhIlle HHKOMY, 
CJIOBHO caM nocTPOHJI M» ce6» TlOphMy. 

(The leader is hiding in a tower on the Moscow River. 
[ ... ] 
He no longer trusts anyone, 
As though he built a prison for himself.) 1 19 
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Pawns of the totalitarian system, both creator and his foUowers became 

embittered and merciless, all of them guilty for the sufferings and deaths of their feUow-

citizens. Nevertheless, the son maintains his faith in kindness and the impossibility of 

voluntarily inflicting this pain. He believes that his nation was hypnotized into silence, 

and this is why he repeats his excuse for the actions of aU the oppressors: 

ITpOCTH ero, MaMa: OH He BHHOBaT, 
OH ce6e Ha JJ:YIIIY rpexa He 6epeT -
OH He 3a ce6» Be,Uh - OH 3a BeCh Hapo,U. 

(Mother, forgive him: he is not guilty, 
He does not acknowledge his sins-
He did it not for himself-but for the whole nation.)120 

The words from the last line are repeated four times, at the end of each stanza, and 

thus serve to emphasize the sarcastic meaning of the poem at large. They even influence 

the stanza about Stalin-not the strong and merciless "generalissimo," but a leader 

117 Okudzhava, "Pis'mo k marne," 280. 
118 Okudzhava, "Pis'mo k marne," 280. 
119 Okudzhava, "Pis'mo k marne," 280. 
120 Okudzhava, "Pis'mo k marne," 280. 



68 

fearing everything down to his own shadow, never satisfied with his cruelties, because 

even he believes that Olt Ite 3a ce651 6eÔb - Olt 3a 6eCb Itapoô [he does not do if for 

himself-but for the whole nation].121 The repetition also indicates the equal 

responsibility that every group of people shared: the same words end stanzas about a . 

prison guard, a persecutor, an escort and the leader, respectively. The poem can be, 

therefore, be interpreted as a sarcastic and ironic parody of the commonly heard excuse 

for the atrocities. 

The poem H060e ympo [New Morning], in which the author takes up the theme of 

reconciliation, possible only in the post-Stalin years, is yet another example of de1icate 

words directed to an aged mother persecuted by the system: 

MaMa, 6eJIaH rony6yuIKa, 
yTpO HOBoe roplfT. 
[ ... ] 
Bce OHO CMbIBaeT HaqlfCTO, 
Bce pa3mmIŒBaeT BHOBb ... 
OTcryrraeT OLllfHOqeCTBO, 
B03BpailiaeTcH mo6oBb. 

(Mother, my dear, 
A new moming is dawning. 
[ ... ] 
It washes everything c\ean, 
It irons everything new ... 
Loneliness is leaving, 
And love is coming back.)122 

According to Okudzhava's positive philosophy, comforting for himself and for 

others, and heavily based on the notions of hope, belief and love 123, it is still possible to 

build normal lives in the ruins of the shattered society, to live out a fractured life in the 

warmth of one's own home. His poetry offers a lesson in forgiveness and love for one's 

121 Okudzhava, "Pis'mo k marne," 280. 
122 Bulat Okudzhava, "Novoe utro,i' Veselyi barabanshchik (London: Flegon Press, 1966) 85. 
123 This aspect ofOkudzhava's writings will be explored in more detail in the chapter "Man's Inner World" 
of the present thesis. 
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fellow human being, innocent and oppressors alike, as in the poem IlpoUJallue c OCellblO 

[Farewell to Autumn]: 

ITpomalO Bcex, qTO He 6bIJIIl y61lTbI 
TOr,ll;a, nepe,ll; JIIlIl,OM rpeXOB CBOIlX. 
[ ... ] 
Cocy,ll; ,ll;06pa,ll;0 ,ll;Ha He IlcqepnaTb. 

(I forgive aIl who were not killed 
Then, face to face with their own sins. 
[ ... ] 
The vessel of Good will can never be drained.)124 

The issues of Goodness and Hope become the central idea in the above poem, 

where the altemation of the nouns npoUJallue [farewell] and npoUJellue [forgiveness] and 

their associated verbs becomes an invocation of a humane spirit. As early as the first 

stanza, the mood of farewell is established with the image of a nup02 C 2pu6aMU 

[mushroom pie], prepared for someone leaving home, and, moreover, by the KanumKU 

UtOpOX [creak of the wicket-gate]. This is not a mother seeing offher sons, however-the 

family is all the more shaken because the roles are reversed. Here, this vivid depiction of 

parting is not a reference to young soldiers but to the lyrical hero's mother figure: 

KopOTKoe, KaK B3,ll;OX: 
«ITpomaH, npomaH ... )} 

(Short, like a breath: 
"Goodbye, goodbye ... ,,)125 

The lyrical hero must decide ifhe wants to and is able to forgive: 

,n:a H Il TaK npomalO 
Bce, qTO npOCTIlTb B03MO)IŒO, 
06emaIO 
Il TO npOCTIlTb, qero HeJIb3H npOCTIlTb. 

(1 forgive just like that 
Every evil that can be forgiven, 
1 promise 
To forgive even what cannot be forgiven)126 

124 Bulat Okudzhava, "Proshchanie s osen'iu," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 
1989) 125. 
125 Okudzhava, "Proshchanie s osen'iu," Izbrannoe: Stikhotvoreniia 125. 
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Okudzhava sees that the desire for revenge, which would corne so naturally to 

most, is a closed circle, leading nowhere. The only way to break this cycle is to be 

stronger than the oppressors, to forgive them even for the sufferings that they inflicted on 

his mother: 

ropeCTH MoeH opeKpacHoH MaMhI 
oporn;mo SI [ ... ] 

(For the sorrows ofmy beautiful mother 
1 forgive you [ ... ])127 

The moment of forgiving the sorrows and pains suffered by the lyrical hero's 

loved ones is the most intense in the entire poem. In his staunch belief that good must 

prevail, the lyrical hero states with a dose ofbittemess and irony: 

BeJlHKO.L\YlIIHhIM SI o6S13aH 6hITh. 

(1 must be generous.)128 

The lyrical hero succeeds in his forgiveness, but realizes that his moral imperative 

will not be understood or forgiven in tum by others: 

3HaTh, MHe JlHlIIh He npoCTHTCSI O)],HOMy. 

(So, only 1 won't be forgiven.)129 

The dut y of forgiveness must always remain a struggle for the poet as he contends with 

his reality. However, we aiso find sorne poems written in a more aggressive voice. 

In Co6paJlc51 K MClMe - yMepJla. .. , the Iyrical hero has been deprived of his 

childhood because ofhis parents' arrest. He bitterly asks: 

cnpoCHTh-TO o03a6hIJIH, 
BeplIIa BeJlHKHe )],eJla: 
OTeu H MaTh HY)IŒhI MHe 6hIJlH? .. 

126 Okudzhava, "Proshchanie s osen'iu," Izbrannoe: Stikhotvoreniia 125. 
127 Okudzhava, "Proshchanie s osen'iu," Izbrannoe: Stikhotvoreniia 125. 
128 Okudzhava, "Proshchanie s osen'iu," Izbrannoe: Stikhotvoreniia 125. 
129 Okudzhava, "Proshchanie s osen'iu," Izbrannoe: Stikhotvoreniia 125. 
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(They forgot to ask me, 
Busy with their important work: 
Maybe 1 needed my father and mother? ... )130 

This reproach is directed by an individual to the collective OHU [they]: authorities 

and his fellow-citizens. For him, every active and passive person is guilty. The 

helplessness and exasperation of the lyrical hero are stressed by an almost exact 

repetition of the poem's opening lines in the third and final stanza: 

C06panCH K MaMe - yMepna, 
K OTuy XOTeJI/rro)],anCH - a OH paCCTPeJIHHl3aCTPeJIl1J1I1 ... 

(1 was about to see my mom-but she die d, 
1 wanted to see/I went to see my father-but he was shot/they shot him ... )131 

The poem is dominated by the image of the lost, confused child in need of his 

parents. The lyrical hero refers to his mother using the familiar, diminutive MaMa [mom] 

instead of the more neutral Mamb [mother], and strikes the reader with the harshyMepJla 

that follows immediately. 

Okudzhava also reveals an interest in the psychology of the oppressors. He 

explores this theme in the poems He CJlUUlKOM-mo U3blCKaH euà 3a OKHaMU [The view 

outside the window is not very refined] and Y6UJlu Moezo omlfa [They killed my father]. 

Here the oppressor is a CmpeJlOK132 [rifleman] , who is able to retum home without 

remorse, caressing his grandchildren in the first poem and, in the other, taking his 

children for a stroll. He lives next door: 

To B rrapKe, TO Ha phIHKe, TO B TPaMBae 
KaK paBHorrpaBHbIH )],bIIllI1T 3a CrrI1HoH. 
11 3JIa eMy HIIKTO He rroMIIHaeT 
11 )],a)J(e He o6xO)],HT CTOpOHOH. 

(In a park, in the market, in a tram 

130 Bulat Okudzhava, "Sobralsia k marne - umerla ... ," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 283. 
131 Okudzhava, "Sobralsia k marne - umerIa .. ,." Izbrannoe: Stikhotvoreniia 283. 
132 Bulat Okudzhava,"Ne slishkom-to izyskan vid za oknami," Chaepitie na Arbate (Moscow: Korona Print, 
1998) 268. 



As an equal he breathes at our backs. 
And nobody reminds ofhim the evil 
And nobody even avoids him.)\33 
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The horrifie juxtaposition of the exeeutioner at work and then at home with his 

ehildren is aecentuated in the last Hne of He CflUUlKOM-mo U3blCKall 6UÔ 3a OKlIGMU, where 

he looks at the Kpyzflble 3amblflOlfKU 6Hylfam [backs of his grandchildren 's round heads] 

in exactly the same way as he hadearlier observed the baeks of the heads of his vietims. 

The same feeling of disgust, that this kind of pers on is faithful to the system, that 

he has not understood anything and that he has not learnt anything, is explored in the 

poem Y6WlU Moezo omlfa. The tragie irony is to live next door to him and to know him 

on a daily basis: 

OH - COOTeqeCTBeHHUK Moii 
U 6paT no llJIeMemI JUo,n:eii. 
[ ... ] 
,n:pyr ,n:pyra 6paTMIMu 30BeM 
U C HUM B 06HUMKy MM )!(UBeM. 

(He is my compatriot 
And brother in the family of man, 
[ ... ] 
We calI each other brothers 
And we live in an embrace.)134 

In the bleakest moments doubts will emerge coneeming the weakness of 

humanity, and poems ean be found even where Okudzhava negates his own positive 

attitude and his attempts to forgive and forget. In the poem Hy lfmo, zellepaJlUCcUMyC 

npeKpaClIbl'U... [Weil, my fine generalissimo ... ], every stanza begins with a moeking 

address to Stalin: 

Hy qTO, reHeparruccuMyC npeKpacHbIii? 
JIe)!(Uilib B 3eMJIe Ha IIJIOlIJ,a,n:u Ha KpacHoii ... 
Y)!( He OT KpOBU JIb KpaCHaSi OHa, 

133 Okudzhava,"Ne slishkom-to izyskan vid za oknami," Chaepitie na Arbate 268. 
134 Bulat Okudzhava, "Ubili moego ottsa," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 
1989) 137. 



KOTOpylO TbI rrplirOplIIHHMli rrpOJIHJI? 

(SO what, my fine generalissimo? 
You are Iying in the ground on Red Square ... 
Maybe it tumed red from al! the blood 
That you shed by the handful?)135 
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Even though the tyrant is dead, the lyrical hero, moderate in his retribution, still 

remembers the years ofterror and committed crimes: 

51 cqem He BeL\)' 6bJJIbIM rroTepHM, 
HO, rrycTb B CBoeM B03Me3Ll,be H yMepeH, 
H He rrpomalO, rroMIDI 0 6bJJIOM. 

(I am not counting past losses, 
But although my retributions are modest, 
1 cannot forgive when 1 remember the past.)136 

This poem is also eloquent conceming the Soviets' disparate recollections of the 

Stalin era. Sorne of them had been so deeply awed that even after Stalin's death they 

continued their praises of their leader, down to considering the possibility of his 

resurrection: 

OLl,Hli Te6H MOpLl,yIOT H rrOHOCHT, 
Ll,pyrlie Bce MaJIIOIOT, li B03HOCHT, 
li MOJIHTCH, li )I<a)l(L\)'T BOCKpeCHTb. 

(Sorne beat and abuse you, 
Sorne paint and praise you, 
And pray, and try to resurrect yoU.)137 

Stalin's legacy is confronted in another striking poem, Cmoum 3aôpeMamb 

HeMH020... [It is enough to doze off for a white ... ], addressed to Okudzhava's 

contemporaries. Here, Stalin is depicted as an ycamblu COKOJl [moustached falcon], 

merciless, drunken and severe. The lyrical hero attempts to find the balance between 

forgiveness and vengeance: 

HeT, pe6HTa, XOTb yrrpHMbI 

135 Bulat Okudzhava, "Nu chto, generalissimus prekrasnyi...," Izbrannoe: Stikhotvoreniia (Moscow: 
Moskovskii rabochii, 1989) 284. 
136 Okudzhava, "Nu chto, generalissimus prekrasnyi ... ," Izbrannoe: Stikhotvoreniia 284. 
137 Okudzhava, "Nu chto, generalissimus prekrasnyi ... ," Izbrannoe: Stikhotvoreniia 284. 



il.eMOHCTpaUHH JU06BH, 
HO Cneil.bl MHHyBwei1 il.paMbI 
Bce paBHO y HaC B KpOBH. 

(No, my friends, even though 
Shows of love persist, 
The marks of the past drama 
Still remain in our blood.)138 
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In this poem the lyrical hero accuses his generation of being too quick to forgive 

past crimes, when everybody is well aware of the truth of the final, c1imactic verse: 

CmanUH Ol.JeHb 6UH06am [Stalin is guilty as hell] \39. 

In Okudzhava's world, there are those who manage to forgive exile or the death 

of a parent, and there are those who will never be able to forgive and forget. We must 

conc1ude that a golden mean can be found-a state where crimes are remembered, but 

without bitterness. Through the various types of poems, Okudzhava tends to persuade the 

victims to seek this balance. This approach is the only way to face life, not hunched up or 

depressed, but tolerating the fact that 6blJlOe HeJlb3fl 60pomumb [there is no going back to 

The artist's continuing task is to discuss the tragedy of the twentieth century. This 

is one of the reasons why Okudzhava continuously returns to this theme. For example, 

through his lyrical hero he often talks about his personal drama. Not only it is a catharsis 

for the author himself, but it helps new generations understand their own history. Among 

the most intense poems in this group are intimate ones addressed to the poet' s son 

Ap6amcKoe 6ôoxH06eHue, WlU 60cnOMUHaHue 0 ôemcm6e [The Arbat inspiration or a 

memory of childhoodJ and late father: 0 l.JeM mbl ycneJl nepeàYMamb, omelJ 

paCCmpeJlflHHblU MOU [What did you have time to rethink, my shot father] , Mou omelJ [My 

138 Okudzhava, "Stoit zadremaf nemnogo ... ," Izbrannoe: Stikhotvoreniia 59. 
139 Okudzhava, "Stoit zadremaf nemnogo ... ," Izbrannoe: Stikhotvoreniia 59. 
140 Okudzhava, "Byloe nel'zia vorotif, i pechalifsia ne 0 chem ... ," Stikhotvoreniia 284. 
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Father], )J{UmeJlb Xeecypemuu u 6eJlbrU Kopa6J1b [The lnhabitant of Khevsuretia and the 

white ship] and M1l020 JIU lly:JIC1l0 '-leJlOeeKy ... [Does man need a lot ... ]. The above-

mentioned poems stand out because of their extreme degree of emotional tension. The 

loss of the father at the age of thirteen was the saddest event in Okudzhava' s life, and as 

such it carries special meaning. 

In the poem Ap6amcKoe eôoxlloeellue, UJlU eOCnOMUllallUJl 0 ôemcmee, the poet 

creates an ironie juxtaposition between a potter and the image of Stalin: 

11 JIbHY Ll)'lllOll K 3aBeTHOMY KpeMJIlO, 
H ycaqa KpeMJIeBcKoro JIl06JIlO, 
H caMoro ce6SI JIlO6JIlO 3a :no. 

OH TaM CH)1,HT, H30rHYTbIll B Ll)'ry, 
H rJIHHY pa3MHHaeT Ha KPYry, [ ... ] 

(And 1 cling to the cherished Kremlin, 
And 1 love the Kremlin moustached man, 
And 1 love myself for that. 

He sits there, bent over, 
Kneading clayon the potting wheel [ ... ])141 

The poem' s lyrical hero describes how the system misled the people. Through 

official slogans it forged an image of the leader as a devoted father-figure, a potter bent 

over his clay, working his material and forming pieces of art, or perhaps like a sovereign, 

making the Soviet man. The two concluding verse lines re-state Okudzhava' s belief that 

the new generation, including the poet' s son, has learnt from their parents' lives, never to 

repeat their mistakes: 

11 TO, qTO SI rrOTepSIJI, 
OH B B03)1,yxe ap6aTcKOM 06HapY)IŒJI. 

(What 1 once had lost, 
He found again in the Arbat air)142 

141 Bulat Okudzhava, "Arbatskoe vdokhnovenie, ili vospominania 0 detstve," Stikhotvoreniia (Sankt­
Petersburg: Akademicheskii proekt, 2001) 384. 
142 Okudzhava, "Arbatskoe vdokhnovenie, ili vospominania 0 detstve" Stikhotvoreniia 384. 
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The poem's dedication to Okudzhava's son Anton makes this affirmation all the 

more affecting. 

In MHozo llU HyJ/CHO '1ellOeeKy ... , dedicated to his father, Okudzhava revisits the 

theme of farewell. The father is arrested and driven away from home: 

A C T06mo 3a KaJUITKy nIHeTCH 
3a OKOJHluy-

)],aJleKO, )],aJleKO -
lKeHCKoe pacrreBHoe 

")],0 cBIf)],aHbIfua", 
TerrJlOe, 

KaK rrapHoe MOJIOKO. 

(The wornen's singing 
"Good bye", 

Warm 
As fresh rnilk. 

With you beyond the gate it stretches out, 
Beyond the outskirts-

Far, far away.)143 

With the long, calm lines of the poem Mou ome~, the reader is carried along on 

thoughts of the father, the execution, and the crime of the investigators and executioners 

and the guilt of fellow citizens: 

OH TaK If 3arrOMHHJlCH MHe Ha rrporuaHIfe, K rropory JlHUO 06paTHB, 
a IKIf3Hb 6blCTPOTeQHa, )],a BOT 6eCKOHelIHOH eMy rrOQeMY-TO Ka3aJ1aCb. 
Ero paCCTpeJlHJlH Ha MaHCKOM paCCBeTe [ ... ] 
A Te, lITO BIfHOBHbI B y6IfHcTBe, If caMIf )],aBHo ylKe Bce B He6ecax. 

(H is how 1 rernernber hirn saying goodbye, face tumed to the doorstep, 
And life is fast-flowing, but for sorne reason he thought never-ending. 
He was shot at dawn in May [ ... ] 
But all those who are responsible for his rnurder are already in heaven.) 144 

In the penultimate line, the lyrical hero decides that the past cannot be revived or 

undone. He cries and once again cornes to the conclusion that it is necessary to talk and 

write about the tragedy, and never allow it to be forgotten: 

11 HaM oCTaeTCH, rroKa cy)], )],a )],eJlo, He rpe3IfTb, a IIJIaKaTb If rreTb. 

143 Bulat Okudzhava, "Mnogo li nuzhno cheloveku ... ," Bud' zdorov, shkoliar: Stikhi (Frankfurt-Main: 
Posev, 1966) 73. 
144 Okudzhava, "Moi otets," Izbrannoe: Stikhotvoreniia 297. 
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(And we are le ft, while things drag on, not to dream, but to cry and sing.)145 

As time goes on, the image of the father in the memory of Okudzhava' s 

characters fades away. Eventually the father is present only as an idea, his face vague, as 

ifhe were on board a parting ship sent adrift by Stalin's hand: 

OUl,eT TBOM OTeu y6HThIM B TOT Kopa6JIh )IŒBOM. 
KanHTaH KOMaH)J,)' BCKpHKHeT. 11 Ha YTPe paHHeM 
no6eryT 6apawKH 6eJIhIe 
Ha.ll caMoM rOJIOBOH 
BCJIe.ll Ha.lle)l(.llaM, 
BCJIe.ll TpeBoraM, 
BCJIe.ll BocnOMHHaHIDIM ... 

(Y our murdered father will embark on this living ship. 
The captain will yell an order. And in the early moming 
Clouds will course 
Above his head 
Following hopes, 
Following anxieties, 
Following memories ... )146 

Strongly associated with the group of poems about Stalin's legacy and directly 

linked to the personal tragedy of the author are the poems dominated by exile: examples 

inc1ude IIanal.Ju 6pama Maeza TU6U [The execulianers afmy bralher Givi] and He ycneJl 

Ha ;)ICU3Hb a6uàembC5l [He had na lime ta gel hurl by life], dedicated to Y. Daniel. 

11 no rnytIheMy BeJIeHIDO, 
no JIeCaM H no MOpHM 
WJIO HapO.llOHaCeJIeHHe 
K Mara.llaHCKHM JIarepHM. 

(And as ifby magic, 
Through forest and sea 
The population marched 
Towards the Magadan camps.)147 

145 Okudzhava, "Moi otets," Izbrannoe: Stikhotvoreniia 297. 
146 Bulat Okudzhava, "Zhitel' Khevsuretii i belyi korabl'," Mart velikodushnyi (Moscow: Sovetskii 
pisatel', 1967) 52. 
147 Bulat Okudzhava, "Ne uspel na zhizn' obidet'sia," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 270. 
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The mother figure is present in this group of poems as weIl. As opposed to 

3ee3àolJem, which dealt with her homecoming, here she is on her way out. She 

/omnpaefl51emCW yàueflellllblM lIeyàalJlIUKOM e me 60Zamble Kpa51 [lleavesl, like a 

surprised unlucky person to those rich lands] 148. 

The name of the bloody leader is widely known, and now the people need to 

know and remember the names of the millions who were executed and victimized by him 

in prisons, exile and labour camps: 

OH Il HbIH4e [ ... ] 
noxopOHeH Il OTneT, -
yCMexaeTCH: c 3KpaHa, 
a Te6H: B nOMIIHe HeT. 

Even now, he [ ... ] 
Is buried and the service is over­
He smiles from the screen, 
And you are no more. 149 

The burdensome economical and political situation, coupled with exiles, arrests 

and omnipresent censorship, were the reasons for the so-called third wave of the 

emigration150 Those who did not decide or manage to leave the USSR at the end of the 

war, were often to be found reflecting upon emigration in later years. Okudzhava 

expressed his point about this issue in discussions with the public during literary 

148 Okudzhava, "Ne uspel na zhizn' obidetsia" Izbrannoe: Stikhotvoreniia 270. 
149 Bulat Okudzhava, "Palachi brata moego Givi," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 232. 
150 The tirst main wave of emigration (1-2 million people) took place after the Civil War and culminated in 
the 1920s. The second wave, between 1943 and 1945, was directly caused by the sudden possibility of 
leaving the Soviet Union as German troops backed up from its territory ail the way to Berlin. After the end 
of the war, many Soviet citizens remained in Western Germany. The third wave of emigration, the result of 
disappointment among intellectuals and artists, mainly caused by the end of Khrushchev's Thaw, 
culminated in the 1970s. (Compare Wolfgang Kazak, Entsiklopedicheskii slovar' russkoi literatury s 1917 
goda (London: Overseas Publications Interchange Ltd., 1988) 878-82. See also Service 88. 
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evenings151
, as weIl as in two poems, AHKapa, AHKapa! [Ankara, Ankara!] and PoàuHa 

[MotherlandJ, where the lyrical hero tums directly to his native country: 

3HaQl-n, HY)KeH Te6e SI li Ba)KeH, 
[ ... ] 
MOlI pyKlI - OHlI TBOlI cJIym, 
He MOlI OHlI cnyrlI - TBOll. 

(Tt means you need me and 1 am important to you, 
[ ... ] 
My hands - are your servants, 

152 
Not my servants - but yours.) 

Okudzhava' s philosophy manifests itself as a romantic patriotism in the se poems. 

The country, traditionally compared to an image of a mother, cannot simply be 

abandoned at a difficult pass: 

TIyCTb OHa ropbKaSl, 
[ ... ] 
HO oHa Beil,b - MaTyIIlKa ... 

(She may be bitter, 
[ ... ] 
But she is a mother ... )153 

151 While the narrator's aversion to abandoning his country must in sorne measure be seen as a reflection of 
Okudzhava's personal beliefs, the author does not appear to have expected those around him to adhere to 
his own strict standards. Okudzhava's travels abroad (to Poland, Yugoslavia, Hungary, France, Germany, 
Australia, Indonesia and the USA) left him with no interest in emigration, yet he refused to judge the desire 
of others to emigrate, provided that this inflicted no harm upon others. Petrakov quotes him saying: 
HopManbHoe COCm051HUe 06UjecmeeHHou ;J/CU3HU onpeàell51em nepeMeUjeHue '1ellOeeKa no ManeHbKoMy 
3eMHoMy Ulapy - e 3aeUCUMocmu om ezo ;J/CeJWHU5l U nompe6Hocmu. If KUHope;J/Cuccep, Komopblu yexan Ha 
3anaà U CHUMaem maM q;UflbM, eCllU OH XOpOUlO CHUMaem 3mom q;UflbM - 3mo eee paeHO e HaUly KonUflKY. 
JI He oCy;J/CàalO HUKOZO. Ho eom 3mo àpyzoe àello, KaK yexan eaUl zocnoàuH AHamollb, 6bl6UlUU Ky3He1106. 
3mo àpyzoe àello. 3mo MHe HenpU51mHo. A 6006Uje, Kozàa ye3;J/CalOm, '1m06bl pa60mamb Ha 3anaàe, - Hy 
'1mo ;J/C. Bee 6eàb 3a6ucum om xapaKmepa àeRmellbHocmu, a He om nepeMeUjeHU5l 6 npocmpaHcm6e. [In 
civilian life it is normal for people to travel [ ... ] according to their wants and needs. The director who goes 
to the West and films a movie there, if he does this wel!-this is still our heritage. 1 am not judging 
anybody. But the emigration of your Mr. Anatol ~ the former Kuznetsov, is an entirely difJerent affair. It is 
entirely difJerent. 1 find it unpleasant. In general, though, when people leave to work in the West-what can 
you do. It al! depends on the quality oftheir work, not on their movements in spaee.] (Petrakov 258). For 
more on Okudzhava's travels, see Petrakov 248-261. For the story of A. Kuznetsov, who entered the KGB 
and informed against such writers as Evtushenko in order to pave the way for his escape from the USSR, 
see Kazak, Entsiklopedicheskii slovar' russkoi Iiteratury s 1917 goda 407 -08. 
152 Bulat Okudzhava, "Rodina," Stikhotvoreniia (Moscow: Sovetskii pisatel', 1985) 57. 
153 Bulat Okudzhava, "Ankara, Ankara!," Veselyi barabanshchik (London: Flegon Press, 1966) 21. 
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The theme of history or perhaps the discussion of historical events as a foil for 

CUITent Soviet reality, does not find as strong a representation in the poetry of Okudzhava 

as in his prose. As V. Iverni noticed in one ofher artic1es154
, the author had been mostly 

attracted to nineteenth-century romanticism. 

Among the few poems touching upon the historical past, where the historical 

parallels are used as a typical masking literary device, the reader finds BoceMHaàljamblU 

eeK U3 aHmU'-IHOCmu... [The eighteenth century from antiquity ... ], H3 cmuxoe zeHepana 

OnOl./UHUHa 1812 zoàa [From the 1812 poems of General Opochinin], rpu60eàoe e 

IJuHaHàanu [Griboedov in Tsinandali], KaK 51 cuàeJl e KpeCJle ljap5L [How l was Sitting on 

the Tsar's Throne] , "l.JumalO MeMyapbl pa3HblX JlUlj ... [I read the memoirs of various 

persons ... ] and the above-mentioned AHKapa, AHKapa!. In these poems, history is used as 

a counterpoint for the poet' s present realities, establishing a continuity of tradition and 

succession of fates. Okudzhava stays within the borders of his own country when he turns 

to historical themes. Despite what its opening words would suggest, BoCeMHaàljamblU 

eeK U3 aHmUl./HOcmu ... is actually a reflection on the present times. Through a succession 

154 OH 6006UJe JlI06um oe6RmHaOlfambiu 6eK - omoaJ/eHHblu om Hac p06HO HaCmOJlbKO, IJm06bl yJ/Ce He 

6UOHbl 6blJlU ezo nblJlbHb/e y2Jlbl U omcymcm6ue pG3Ho06pG3HblX yo06cm6, 3amo pOMaHmUlJeCKaR 

npunoOHRmocmb 6 omHozueHURX, Hpa6ax U R3blKe 6blcmynaem Ha nep6blU f1JlaH U 6b13bl6aem 
HocmaJ/bZUlJecK)11O zpycmb. BeK, CJlUZUKOM 6JlU3KUU, IJm06bl cmamb cMeZUHblM, U CJlUZUKOM OaJ/eKUU, 

IJm06bl U3 cezooHRzuHezo OHR ezo MOJ/CHO 6blJlO u306paJ/Camb peaJ/ucmUlJeCKU. J(JlR 0K)10J/Ca6bl KaK OJlR 
xyoOJ/CHUKa - uôeaJ/bHoe 6peMeHHoe paccmORHue 3a JleZKOU UMnpeCCUOHUCmUlJeCKOU ObIMKOU: f1JlaMR 
C6elJeU, KalJalOUJueCR Ha cmeHax meHU, J/CeHCKue npopUJlU 6 JlOKOHax, 3nOJlembl, zyCUHble nepbR, 

MaJ/eHbKaR 60UHa, 6 Komopou He ClJumalOm eUJe OeCRmKaMU U comHRMU mbiCRIJ, zoe KaJ/COOZO nozu6zuezo 

ecmb 6peMR Of1JlaKamb ... EJla20pOOHblU omC6em cmapozo cepe6pa ... JleZKaR cmapOMOOHocmb 6 pelJu - KaK 
pa3 HaCmOJlbKO, IJm06bl COeOUHUJlaCb C 3mUM My3blKaJ/bHO-f1JlaCmUlJeCKUM pOHOM. [JolJmu cmUJlU3alfUR. 
[He generally likes the nineteenth century, which is exactlyfar enough away for us not see ils dusty corners 
and lack of sundry comforts, and yet a romantic exaltation of relations, manners and language come to the 
fore and elicil a nostalgic sadness. That century is too near to be bizarre, and too distant to be realistically 

understood from today's perspective. For Okudzhava the artist, it is the ideal length of separation, behind 
its thin impressionistic haze: candlelight, shadows rocking on the wall, women showed with their locks, 
epaulettes, qui!! pens, and petty wars tha! do not yet involve tens and hundreds of thousands, but where 
everyone has the time to be grieved ... the precious lustre of old si/ver ... slightly anachronistic speech­

just enough so il jits this graceful, musical background. Almost a stylization.] Violetta Iverni, '''Kogda 
dvigaetes', staraites' nikogo ne tolknuf...' ," Kontinent 24 (1980) 362-3. 
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of fates, preoccupations and cruelties, it argues that the author' s contemporaries do not 

vary dramatically from memhers of past generations. The present generations, juxtaposed 

with the past ones, are defined as ZpeUl1ible [sinful] and the twentieth century is portrayed 

as a tragic time. Because of this, the poet concludes, there is much to he leamt from the 

past: 

BoceMHaLluaTblH BeK 113 aHTJ11IHOCTI1 
B Ha3I1LlaHhe HaM, rpellIHhIM, 113BJIeK 
KyJIhT mo6BI1, o6aJIHI1e JIJ11IHOCTI1, 
HaCJIa)J{LleHml CJIaLlKI1H ypOK. 
[ ... ] 
HeBeceJIYIO KapTOQKy BhIHYJII1 
Haille BpeMH 11 Hailla CYLlh6a. 
[ ... ] 
ITaJIallIlf, 1f3BJIeQeHHhIe HarOJIO, 
11 6e3 yCTaJIl1- CBOH CBoero ... 

(The eighteenth century from antiquity 
For our edification taught us, sinners, 
The cult of love, chanu ofindividuality, 
The sweet lesson of pleasure. 
[ ... ] 
Our time and our destiny 
Pulled an unlucky card, 

[ ... ] 
Bare broadswords are pulled out, 
And endlessly kill each other. .. )155 

The poem l/3 cmUX06 ZeHepaJla OnO'iUHUHa 1812 zoàa treats the universal 

tragedy of war, regardless of century, location or victor. Historical perspective sheds light 

on the repositioning ofvalues that it occasions: 

J1 IOHOllleCKl1e rOLla, 
11 JIeT nOKOHHhIX QepeLla-
Bce Ka)J{eTCH MI1HyTHhIM B3LlOpOM. 

(Both the years of youth, 
And the procession ofpeaceful years -
Ali seems to be a momentary nonsense.) 156 

155 Bulat Okudzhava, "Vosemnadtsatyi vek iz antichnosti ... " Stikhotvoreniia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 447. 
156 Bulat Okudzhava, "Iz stikhov generala Opochinina 1812 goda," Izbrannoe: Stikhotvoreniia Moscow: 
Moskovskii rabochii, 1989) 324. 
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The tragic death of Aleksander S. Griboedov in Tehran on January 30, 1829 is a 

historical event that prompted Okudzhava's poem, rpu6oeào6 6 IJuHaHàaJlu. I57 This 

event inclined the poet to reflect upon the fate of a defenceless man in an uneven fight. In 

the face of an extreme and frightening situation, the character is able to voice his appeal 

for love: 

npOKpWIaTb npo m060Bb [ ... ] 
npHMO B PO)!(y opymeM TOJIne! ... 

(To scream about love [00'] 
Directly in the face of the screaming crowd!. 00)158 

In the poem, the character faces a crowd alone and is dying, but is seen to be 

winning because of his moral superiority, causing him to be above death. Clearly this 

injustice was not limited to the nineteenth century-the poem links the past and present. 

The personal tragedy of the man and the desperation of his widow match the grief of the 

wives and mothers of the young men lost at war, in the labour camps, or in exile. 

The character of the poem KaK 51 cuàeJl 6 KpeCJle lfap5t ... introduces himself: 

BeK BoceMHa):(uaTbIM. 

HrpalOT npHMo Ha TPaBe. 
JI ~ TIaBeJI TIepBbIM, 

CH):(I1T POCCI1I1 BO maBe. 

(The eighteenth century. 

Play right on the grass. 
1 am Paul l, 

Rules Russia.)159 

AKTepbI 

TOT, KOTOpbIM 

Actors 

The one who 

157 In 1828, Griboedov was nominated resident minister in Tehran, Persia. A crowd of people attacked the 
Russian consulate in order to express their dissatisfaction with Russian policy. One of the victims of this 
attack was Griboedov. See also Iurii N. Tynianov, "CMepTb Ba:3I1p-Myxtapa" (1927-28) 
158 Bulat Okudzhava, "Griboedov v Tsinandali," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 144. 
159 Bulat Okudzhava, "Kak ia sidel v kresle tsaria ... ," Chaepitie na Arbate (Moscow: Korona Print, 1998) 
134. 
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In this poem, Okudzhava' s forgiveness and humanity are operating again. The 

attempt to understand the feelings of the historical tsar and, in this way, Stalin, is 

tempered by artistic stylization. The Tsar in the poem is unhappy with a reign limited by 

official codes of behaviour, and he dreams of a revoIt. But three times his sense of dut y 

gives him pause, and, with a slight sigh each time, he convinces himself to maintain the 

status quo: 

Ho HeT, HeJIb3H, 
H )1( - IIaBeJI IIepBbIll. 
MHe 6yHT yCTpaHBaTb HeJIb3H. 

(But no, l can't, 
r am Pavel the First. 
l cannot incite a revoIt.) 160 

The reader is expected to feel sorrow for the inner drama of the tsar. The situation 

achieved is absurd: the figure of the ruling man, this symbol of omnipotent power, is, in 

fact, a very vague one, scared of any changes and wishing to maintain the far from 

perfect status quo at any cost. 

Finally, the poems dealing with the fate of the Slavs find their place alongside 

those dominated by the cult of Stalin and the history of Russia. In this group, repetitions 

and patterns are distributed across geographical terrain instead of the temporal, as it is in 

the case of the History, Personal Drama and Cult of Stalin poems. These poems include: 

IIpoUjaHue c IIoJlbUleu [Farewell to PolandJ, IIymeUlecmeue no HOlJHOU BapUlaee e 

()p0:JICKaX [A Carriage Ride through Warsaw at Night], lliecmu()eCJlmHUKU BapUlaebl 

[The Warsaw Generation of the Sixties], BpolJJlae: JlUJlOeble cyMepKU ... [Wroclaw: Violet 

dusk. .. ], MHeHue naHa OJlb6pblXCKOZO [Opinion of Mr. Olbrychski] and lloeepb MHe, 

AZHeUlKa, zpJl()ym nepeMeHbl. .. [Believe me, Agnieszka, changes will come ... ]. Other 

160 Okudzhava, "Kak ia sidel v kresle tsaria ... " Chaepitie na Arbate 134. 
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poems on Poland will be discussed in other groups of Okudzhava's poetry, as they are 

primarily concemed with topics of friendship, the inner world or love (for example, 

YKpaUJellUe JlCU311U MoeU ... [Adornment of my life ... ] and IIo IIOJlbUle eJlelJKU 6ezym. 

HaiJ IIOJlbUleU nmUlfbl npOJlemmom ... " [Through Poland, the spruce trees run. Above 

Poland the birdsfly ... ]). The two nations are linked by their desire for political and moral 

independence and freedom, as well as for suppressed civilliberties. 

IIpoUjallue c IIOJlbUleU plays with familiar repetitions: it makes extensive use of 

the twin words, npoUjallue and npoUjellue, seen earlier in relation to IIpoUjallue c 

OCellblO. The poem exists in two variantsl61. In one of them, where the poem's third 

stanza (starting from II pOuly 51 npOUjellU5l [. .. ) - 1 ask for forgiveness [. .. }) is replaced by 

two stanzas (beginning C6060iJa - 6umb nocyiJy? [. . .) - 1s it freedom to break plates? 

[. . .} and Kozo 603bMeM c C06010? [. . .} - Whom will we take with us? [. . .}), we find 

Okudzhava taking up the word c6060iJa [freedom] and repeating it in a steady rhythm: 

CBo6o,n:a - 6IITb rrocy.ny? He crraTb BCIO HO% - cBo6o,n:a? 
CBo6o,n:a - BbI6IIpaTb rroe3,n: II rrpe3IIpaTb KOHeH? ... 

(Is it rreedom to break plates? Can staying up ail night be rreedom? 
Is it rreedom to choose the train and despise the horses? .. )162 

These rhetorical questions force the reader to reflect upon the true meaning of the 

noun c6060iJa. In one of the variants of the poem, the lyrical hero claims that the. two 

nations, Poland and Russia, follow the highest freedom [6blCUla51 c6060iJa], leaving the 

reader to ponder over the wide possibility of what the highest freedom might mean. An 

answer is suggested, at least, by comparing the two variants of the poem. The stanza 

161 Bulat Okudzhava, "Proshchanie s Poi'shei," Zamek nadziei (Krakow: Wydawnictwo literackie, 1984) 
234. Compare with the variant Bulat Okudzhava, "Proshchanie s Poi'shei," Zamek nadziei (Krakow: 
Wydawnictwo literackie, 1984) 236. 

162 Okudzhava, "Proshchanie s Poi'shei," Zamek nadziei 234. 
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conceming the highest freedom in Variant 1 is replaced by a stanza asking for forgiveness 

for a long silence [ôOJ12oe MOJlttal-tUe] in Variant 2. A likely conclusion is that the author 

of IlpoUjal-tUe c IloJlbuteu equates the capacity for forgiveness with the heights of 

freedom. Yet another possibility suggested by this comparison would be that the highest 

freedom is the release from the long State-imposed silence, or the liberty to express one's 

ideas without the ever-present fear of persecution and censorship. This interpretation may 

prove especially fruitful, when Okudzhava's own struggles with censorship and 

persecution are taken into consideration. 

The concept of freedom of speech is also discussed in the poem Ilymeutecm6ue 

no 1I0tt1l0U Baputa6e 6 ÔpO:JICKax: 

IIpOHiJ,yT HeiJ,OJJrn:e BeKa - HamuuyT IIIKOJJbHHKH B TeTPaiJ,Ke 
rrpo Bee, qTO HaM He rr03BOmIeT r!HeaTb iJ,po)f(amaSi pyKa. 

Not many years will pass-and the sehoolchildren will write in their exercise 
books 
Everything that our shaking hands wouldn't allow us tO. 163 

The material covered in this chapter is a testimony to the importance of several 

related themes within Okudzhava's work. The bard's own struggles with his family's 

tragedy leads directly to his need to find peace with Stalin's personality cult. These more 

personal themes are then found sublimated in the poems inquiring into the history of 

Russia and the fate of the Slavic people. The theme of work and creative act of the poet 

will be explored in the following chapter, for just as the great themes of war and personal 

and social history pervade the art of Okudzhava, he has also left a legacy of inquiry into 

the motivations that first bring him to take up the pen, and that, indeed, make a bard of 

the socially-conscious man. 

163Bulat Okudzhava, "Puteshestvie po noehnoi Varshave v drozhkakh," Chaepitie na Arbate (Moseow: 
Korona Print, 1998) 233. 
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Chapter 3 

WORK AND THE CREATIVE ACT 

,l1;Ba Ky3HeQlIKa 3eJIeHbIX rmrnyT 6eJIble CTlIXlI. 
OHli nepbllIIKlI MaKaIOT B 06JIaKa li MOJIOKO, 
QT06bI 6eJIbIe lIX CTPOQKlI 6bIJIO BlIiJ,HO iJ,aJIeKO, 
li B 3aTblJIKaX iJ,PY)l(HO 4ernyT, K~iJ,bIH JIanKOH lIIeBeJIlIT, 
HO 3armliJ,bIBaTb B pa60Ty 

OiJ,lIH iJ,pyroMy He BeJIliT. 

(Two green grasshoppers write poems in white. 
They dip their pens in clouds and milk 
So their blank verses can be se en far away, 
And they scratch their heads, each moves his little paw, 
But they never let each other 

Peek at what they write.)l64 

BbIMblceJI - He eCTb 06MaH. 
3aMbICeJI - eme He TOQKa. 
,l1;aHTe iJ,OIIlICaTb pOMaH 
iJ,0 IIOCJIeiJ,HerO JIliCTOQKa. 

(Fantasy is no deceit. 
The idea isn't yet the point. 
Let me write out the novel 
To the very last page.)165 
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The themes of work and the creative act, of the creator and his art, are far from 

under-represented in the poetry of Bulat Okudzhava. His primary interest lies in the act of 

writing and this is why, towards the end of this chapter, the words "writer" and "poet" 

will be used in favour of the words "master", "creator" and "artist". Okudzhava's other 

topics, falling within the thematic limits of this chapter, include music, painting, and the 

ways in which the audience perceives art. He portrays every kind of creation as a 

mysterious process whose ultimate quality manifests itself according to the atmosphere of 

the moment. The quantity of this art, on the other hand, is dismissed as the mistaken 

emphasis of Soviet times. The masters who inhabit Okudzhava's poems are not 

164 Bulat Okudzhava, "0 kuznechikakh," Veselyi barabanshchik (London: Flegon Press, 1966) 53. 
165 Bulat Okudzhava, "la pishu istoricheskii roman," lzbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 185. 
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participants in sorne Stakhanovite movement166, but the countless silent creators who 

continued to aspire to perfection - cobblers and poets alike. They are the ones whose art 

is meant for the enjoyment of their audience, and is created as weU to express their own 

beliefs, not for the wealth of the totalitarian state. Their music is neither the pompous 

Soviet marches nor the patriotic songs of the Red Arrny choir. Even though Okudzhava's 

poems are strewn with guitars and street organs - his feUow bards - and the classical 

music of a bygone age, it is relevant at this point to discuss the state control of writers. In 

this way, the specifie character of Okudzhava's poems as those opposing the socialist-

realist influence, will become clear. 

AU manner of everyday masters appear in Okudzhava's poetry.167 The trait they 

share is the passion of the true master. According to Okudzhava, passionate self-

expression is the true source and reason of art. However, Okudzhava also claims that art 

is born only when the public is interested in it. 168 This is why the audience's perception 

of art will be discussed in this chapter. 

Sorne of the poems focus on other qualities which a true master should possess: 

cherishing one' s own work with pride, which is surprisingly linked with modesty; self-

sufficiency, which does not cancel certain needs for recognition, forgiveness and the 

generosity of making art for the enjoyment and improvement of others and to help in 

their suffering. Okudzhava's masters are never automata, endlessly repeating senseless 

166 For more on Aleksei Stakhanov and the Stakhanovite movement, see Robert Service 217 and 244. 
167 The portrayed professions include: shoemakers (CanoJ/CHuK [The Shoemaker]), laundresses (l1cKaJ/a 
npa'lKa KlzaÔ [How the Washerwoman Searched for Treasure]), tailors (BoeHHble nopmHflJ/CKU [War 
Tai/ors] and Cmapblu nUÔJ/CaK [The Old Coat]), farmers (KOllyM6bl [Columbuses]), construction workers 
(CmpOUmeJlb, 6036eôu MHe ÔOM ... [Builder, build me a home ... ]), and potters ((/JpecKu [Frescoes]). 
168 [JO:J3UR - 3mo cpeôcm60 6blpaJ/CeHufi ce6f1 CaMOZO. [. . .] ECllu 6aM 3mo UHmepeCHO - 60llbUtoe 
C'laCmbe: pOJ/CôeHue UCKYccm6a. ECllu 6aM 3mo HeUHmepeCHO, 3Ha'lUm, fi nomepnell nopaJ/CeHue. [Poetry 
is a means of self-expression. [. .. ] If you are interested in (a piece of) art - it means happiness: the art is 
born. If you are not interested in if - it means, that 1 am defeated]: Petrakov 63. 



89 

motions on the assembly line and aiming for the occasional record of productivity. They 

are set apart from their peers because they alone understand the serious and 

irreproducible nature of art: the masters appearing in Okudzhava' s poetry perform every 

part of the creative act with their own hands, and apply the finishing touches themselves. 

They despise the principles of mass production, which devalues the old masters and 

alienates them from their beloved creation to the extent that they themselves begin to feel 

useless. Witness the nostalgic CanOJICIlUK [The Shoemaker], where the old master is 

asked to retire. He will be replaced by factory workers and his skills are not needed for 

the modem-day mass production: 

Ky3hMa I1BaHoBW-I, CT)'nan Ha neHcmo; 
eCTh cpa6pl1KI1- BoeHHhIX 060IIIhIOT. 

(Kuz'ma Ivanovich, it's time to retire; 
There are factories that will sew for the soldiers.)169 

To create his works of beauty, every master must choose his own tools-the poet 

has chosen words as his medium, and bestowed them with inestimable value: 

51 :J/Côy U3 mUUtUHbl 

[. . .] 
KaKI1X-TO CJIOB, KOTOphIM HeT u.eHbI. 

(1 await from the darkness 
[ ... ] 
A few words, priceless beyond measure.)170 

When these words come in droves, the master is forced to choose only the most 

suitable from a group of equally tempting ones. Sometimes the choices may be 

intoxicating: 

ECTb pa3HbJe KpaCI1BbJe CJIOBa: 
nocnyIIIaeIIIb -

Kpy)J(I1TCj{ rOJIOBa. 

169 Bulat Okudzhava, "Sapozhnik," Bud' zdorov, shkoliar: Stikhi (Frankfurt-Main: Posev, 1966) 137. 
170 Bulat Okudzhava, "Na belyi bal berez ne soberu ... ," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 15. 



90 

(There are so many beautiful words: 
Just listen-

And your head will spin.)171 

In a poem entitled PUPMbl, MUJlbze MOU... [My dear rhymes ... ], the master daims 

that he is a 60zalf [rich person] while his rhythms are with him. They are a necessary 

component of his art and, therefore, they are treated with respect, reserved for the 

master's tools. With a certain degree oftrepidation, he asks: 

PmpMbl, MlfJIble MOlf 
[ ... ] 
BaM-To 

XOpOllIO JIb 
CO MHOIO? 

(Rhymes, my dear rhymes 
[ ... ] 
Doyou 

Enjoy 
Being with me?)172 

Out of a deep respect for his various tools, the master treats them as human 

beings. In the poem Ecmb pa3Hble Kpacu6bze CJl06a ... [There are many nice words ... ], the 

words are personified and described as soldiers getting ready for battle, or else silent 

[muxue] and feeling cramped [CJl06y meCHO], 173 like those that 2Jl51à51m, He 2060p51, U3 

CJl06ap51, KaK U3 MOHaCmblp51 [look wordlessly from the dictionary, as from a monastery]. 

Okudzhava relates the power of words to the sublime: the allusion to monks elevates the 

words to the level of the divine. 

Personified work-wom tools reCClve their own life and understand the great 

importance of their role. U sing a similar device, Okudzhava bestows the qualities of a 

bird on the hammer in the following poem: 

[ ... ] qepHblM MOJIOTOK ero, KaK JIaCTOqKa, 

171 Bulat Okudzhava, "Est' raznyie krasivye slova ... ," Bud' zdorov, shkoliar: Stikhi (Frankfurt-Main: 
Pose v, 1966) 77. 
172 Bulat Okudzhava, "Rifmy, milye moi ... ," Veselyi barabanshchik (London: Flegon Press, 1966) 53. 
173 Okudzhava, "Est' raznyie krasivye slova ... ," Bud' zdorov, shkoIiar: Stikhi 77. 



XBOCTOM CBOHM pa3,n:BOeHHbIM KaqaeT. 
OH 3aHSIT ueJIblH ,n:eHb nOKJIOHaMI1, 
TOT MOJIOTOK. 

([ ... ] Like a swaIJow, his black hammer 
Swings its split tai!. 
lt busies itself ail day with bowing, 
That hammer.)174 

91 

From these personified tools it is a short jump to a favourite anthropomorphism of 

Okudzhava's: a great number of his poems use grasshoppers as an allegory for the poet. 

These insects populate such poems as 0 KysHelJU1WX [About the Grasshoppers], Hy lJeM 

me6e nomparjJumb, MOU KysHelJUK? ... [So how can 1 please you, my grasshopper? ... ] and 

B ôemcmee MHe ecmpemWlC51 KaK-mo KysHelJUK ... " [In my childhood, 1 once met a 

grasshopper ... ]. In the context of Russian literature, introducing grasshoppers or crickets 

in poems about work and the creative act proves to be particularly in place: one should 

remember, that in his Arzamas years A. S. Pushkin's nickname was CeeplJOK [cricket]. 175 

Okudzhava' s grasshoppers are consistently portrayed as hardworking and weIl focussed. 

The distractions he strews in their path, however, are not the socialist realist clichés of 

German or Japanese spies, or of sabotage acts or enemies of the state. Rather, they are 

troubled only by the vagaries of nature: snow, hot weather or rain. The lyrical hero relates 

the daily cares of the grasshopper and his minuscule household with all the respect due to 

a human artist: 

TbI Tû)I<e 113 KoropTbI CTI1XOTBOpHOM, 
[ ... ] 
Kpuql1 il nJIa%. ABOCb TBOM TPy,n: ynopHbIM 
nOTOMKI1 He OueIDIT CBbICOKa. 

(Y ou are also of the poetic cohort, 
[ ... ] 
Scream and cry. Perhaps your stubbom effort 

174 Okudzhava, "Sapozhnik," Bud' zdorov, shkoliar: Stikhi 137. 
175 Iurii Lotman, Pushkin (Sankt-Peterburg: Iskusstvo-SPB, 1995) 45 and 189. 
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Will not be judged too harshly.)176 

In the poem Hy l.feM me6e nompaljJUmb, MOU Ky31lel.fUK? ... , the poet-grasshopper 

is thanked for his efforts: 

TI03Ty HacTOmueMy cnaclI60, 
pyKe ero, 6e3yMlIIO ero 
II rOJIOcy [ ... ]. 

(Thanks to the true poet 
Thanks to his hand, his madness 
And his voice [ ... ].)177 

In this poem, the creative act is vested with the aura of religious confession. The 

importance and power of poetry is clearly stated: 

[ ... ] MOH. Ky3HeQIIK? 
EJJ:Ba TBOH. rlIMH npOCTpaHCTBa omaCIIT, 
nplIcnyllIaTbCH - OH OT cKop6eH 1I3JIeQIIT, 
a BcnyIIIaTbcH - 1I3 MepTBbIX BOCKpeCIiT. 

([ ... ] My grasshopper? 
Once your hymn is heard in space, 
We listen in-and it he aIs our wounds. 
And listening will resurrects US.)178 

Similarly, 0 Ky31lel.fUKaX compares poetry to bread and to life itself-implying 

that true art is vital to human existence. While the totalitarian State frequently withheld 

food supplies to further its political ends179 and reserved artistic production for 

propaganda that did nothing to nourish the intellect of its people, Okudzhava now openly 

declares that a full life requires not only food for the body, but food for the soul. In this 

world-view, the unique power of the creative act is unquestionable. The master must 

possess not only creative aspiration, but the saintly qualities of power of will, inner peace 

and utter confidence in his work: 

176 Bulat Okudzhava, "Nu chem tebe potrafif, moi kuznechik? ... ," Izbrannoe: Stikhotvoreniia (Moscow: 
Moskovskii rabochii, 1989) 263. 
177 Okudzhava, "Nu chem tebe potrafif, moi kuznechik? ... ," Izbrannoe: Stikhotvoreniia 263. 
178 Okudzhava, "Nu chem tebe potrafif, moi kuznechik? .. ," Izbrannoe: Stikhotvoreniia 263. 
179 For more on agricultural difficulties, famine and malnutrition, see Service 119, 184, 202, 207, 218, 285, 
304-05. 



- HaMepeBalOCb! - KpHqarr TOT KY3HeqHK. 
- MO)!(eT ml 6bITb? - yCMexarrcSi CBepqOK. 
[ ... ] 
MarreHbKHX pyK nOCTOJŒHO crpeMJIeHbe, 
MarreHbKHX MyK IIOCTOSlHHa BOJ1Ha ... 

("l'm going to do it!" shouted the grasshopper. 
"Can it be?" smiled the cricket. 
[ ... ] 
The constant striving of little hands, 
The constant wave oflittle worries ... )180 
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Sorne poems turn the attention of the reader to the people who will use the objects 

coming into being in the masters' hands. In BOe1l1-lble nOpmll5l:JICKU, for example, there are 

war tailors thinking of the soldiers. If they have to die in a battle, at least they will do so 

in fine uniforms: 

Ii II03TOMy MyH!l,HpbI 
TaK KpOSlTCSI !l,eHb H HOqb, 
qT06 6JIHCTarrH KOMaH!l,HpbI, 
yxO!l,SI H3 )!(H3HH IIPOqb. 

(And this is why the uniforms 
Are sewn day and night, 
So the commanders will be shining 
As they leave this life.)181 

The tailor in the poem Cmapbl'U nUÔ:JICaK is sure that he will be able to bring 

happiness and love to man receiving the alterations on his coat. This is precisely why 

[ ... ] OH IIH!l,)!(aK 
cepbe3HO TaK IIepeUIHBaeT, 
a caM-To Bce IIepe)!(HBaeT: 
B!l,pyr qTO He TaK. TaKoM: qy!l,aK. 

([ ... ] He alters 
The coat so seriously, 
And yet he falters continuously: 
What if something's amiss. Such a queer fish.)182 

The master's goal (in the above case, the happiness ofhis customer) is attainable 

through hard work and love. His motto is: 

180 Bulat Okudzhava, "V detstve mne vstretilsia kak-to kuznechik ... ," Stikhotvoreniia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 280. 
181 Bulat Okudzhava, "Voennyie portniazhki," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 326. 
182 Okudzhava, "Staryi pidzhak," Stikhotvoreniia 201. 
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TBOpHTh, 
3acy4HB pyKaBa. 

(ereate, 
Rolling up the sleeves.)183 

The devoted approach to art differs in two ways from the large-scale goals set 

under Stalin: despite the fact that its high standards also demand a great deal of labour, it 

is neither unattainable nor abstract; and it requires a love and passion lacking in the 

totalitarian state. The master is in fact dependent on this love, working as he does 

no cl1JIe qyBcTBa CBoero, 
no cePLI.l~y, 

no a3apTy. 

(By the power ofhis feelings, 
Ofhis heart 

And his fervour.)184 

Passion is the essence of art and is the factor uniting the many kinds of masters. 

Just as with his cobblers and laundresses, with a dose of irony typical for him, 

Okudzhava portrays his poets as real masters, working passionately and persistently, even 

though it is not hard physicallabour they are involved in: 

He CJIOBOM TPH6yHa, He UDKKOH KHpKOH 
Ha 6JIaro pO~HMOH CTPaHhl -
OH Bce HOpOBI1T 3apa60TaTh CTPOKOH. 

(Without speeches from the tribune or heavy pickaxes, 
Working for the good of the country 
He is always striving to earn a living by writing poems.)185 

Here, as well, Okudzhava's poet makes his countrymen happy through his poetry. 

He is well aware that poets may be judged as not really working hard and that their 

profession does not lead to substantial economic profits. Perhaps because of this 

183 Bulat Okudzhava, "V nashei zhizni, prekrasnoi i strannoi ... ," Izbrannoe: Stikhotvoreniia (Moscow: 
Moskovskii rabochii, 1989) 316. 
184 Bulat Okudzhava, "Stroitel', vozvedi mne dom ... ," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii 
proekt, 2001) 286. 
185 Bulat Okudzhava, "Dushevnyi razgovor s synom," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 138. 
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awareness, his choice to work at the writer's desk, and not in the hallowed precincts of 

the political office or the factory floor, might be interpreted as the author's rejection of 

the communist system. This interpretation is backed up by the irony with which the voice 

states that the poet does not work "for the good of his country", as in the Soviet cliché 

used over and over again by the Stakhanovites. His straightforward statement can 

likewise be understood as a refusaI of the socialist realist poetry churned out in support of 

the system. 

After the death of the poet his work takes on a new dimension, bequeathed to aIl 

the generations to come: 

Bcë, 'HO 6bJJIO ero, - HbH{qe Baille. 
Bcë )UHI Bac. nOCBSII~aeTcH BaM. 

(All that was his is now yours. 
AIl for you. Dedicated to yoU.)186 

To Okudzhava the last line was of particular importance, used as it was for the 

title of llaC651Uj-aemc51 6GM [Dedicated ta Yau], one ofhis collections of verse. 

Since art is born from a need for the good and happiness of the master' s fellow 

man 187, it can be assumed that another reason for the existence of art is the need to 

compensate humanity for its sufferings. 

[ ... ] HeT neqaJ[bHbIX H 60JIbHbIX H BHHOBaTblX HeT, 
KOr,L\a B npOKypeHHbIX pyKax 

TaK npOCTO TbI C)J(HMaellib 
ax, My3bIKaHT MOH., My3bIKaHT, 

qepeUlHeBbIH. KJIapHeT! 

186 Bulat Okudzhava, "U poeta sopemikov netu ... ," Posviashchaetsia vam: Stikhi (Moscow: Sovetskii 
pisatel', 1988) 140. 
187 Bo06ll1e HeJlb3R ymUllUmapHo nooxooumb K uCKYccm6y. Ho mo, llmo uCKyccm60 R6Jl5lemCR 
npomu606ecoM 3J7y, - 3mo mOllHO a6comomHo. ECJ7u 6bl ezo He 6blJ70, MO;)ICem, Mbl Oa6Ho 6bl 6blpOOUJIUCb. 
A Mbl CYlllecm6yeM, Oa elllë nOJ7Hbl paoy;)ICHblx nepcneKmu6, HaOeeMcR - 3mo HaM Oaëm 6cë ... BblcoKoe 
omHOUleHue K ;)ICU3HU - 3mo HaM Oaëm 6cë n033UR, J7umepamypa, uCKyccm60. OHO Hac OeJ7aem moObMu, 
06J7aZOpa;)ICU6aem Hac. [We should not treat art in an utilitarian way. However, that art is 
counterbalancing evil - this fact is absolutely true. And if there had been no art, we would have, perhaps, 
degenerated But we exist, and we are full of hope, we hope - and il drives us ail ... Respect for life - il ail 
gives us the poetry, lilerature, art. It makes us human beings, il makes us noble.]: Petrakov 63-64. 



[ ... ] No one among us is sad, no one iI1 and no one guilty, 
When your pipe-stained hands 

So simply squeeze 
Oh musician, musician mine, 

Your cherry-wood c1arinet!) 188 
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If a person's only goal is to earn enough money to survive, he is deprived of other 

dreams-and to Okudzhava, he is not a real master. In Okudzhava's poetry, even the 

simple tasks of a lone1y washerwoman or of a housewife can be described as the unique 

performance of a master, who lives in and for her dreams. In lfCKaJla npalJKa Kllaô 

[Laundrywoman was Searching for a Treasure], the laundress is creating stormy waves 

in her small washtub: 

11 6HJIaCb neHa 0 JIaL\OHH -
HCKaJIa npa4Ka KJIaL\. 

(And the soapsuds beat against her palms-
The washerwoman was searching for the treasure.)189 

Five stanzas of KyXHJl [Kitchen] , on the other hand, describe nothing more, and 

nothing less, than the preparation of a piece of steak: 

PO)l(L\eHHe 6mlmITeKca - caMO BOJIIIIe6cTBo. 

(The birth of steak is magic.)190 

Time and again, Okudzhava transforms the humdrum objects of daily life into the 

very stuff of his art-as readers, we feel that if it were not for his insight, we would have 

overlooked their poetic qualities altogether. The lexicon of the poem leans toward the 

familiar and prosaic. Among aIl the common-language nouns (papmyK [apron] , flyK 

[onion], nap [steam], Ô60P [yard], 6urjnumeKc [beeftteak]) and colloquialisms (nflmepHJl 

[hand]), we find only a few archaisms to break the pattern: a3bl [basics] and the poetic 

188 Okudzhava, "V gorodskom sadu," Izbrannoe: Stikhotvoreniia 110-11. 
189 Bulat Okudzhava, "Iskala prachka klad," Bud' zdorov, shkoliar: Stikhi (Frankfurt-Main: Posev, 1966) 
133. 
190 Bulat Okudzhava, "Kukhnia," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 2001) 453. 
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JWÔbR for boat. The cut of meat undergoes aIl manner of poetic alchemy-the mystery of 

its preparation, or in Okudzhava' s image, its birth, is ascribed to CaMoe BOJlUle6cmBO 

[pure magic] 191. The supernatural associations pile on with help of carefully chosen 

epithets and similes: the woman at the oyen is likened to a pblJ/CUU liepm [red-haired 

devil], just born from the steam; the air is full of apOMambl CMOJlbl U OZHR [the aromas of 

tar and fire]; and the reaction of an onlooker peeking in from the street is to admire: 

KaKaR 6eCOBCKœt UlmyKa [what a devilish thing]. This accumulation of infernal lexicon 

ensures our equation of the hot, smoke-filled kitchen with the pits of hello But lest we 

jump to any conclusions as to the identity of the devilish woman who presides over this 

domain, a simile in the third stanza invests her with at least one cherubic trait as weIl: 

CBRmaR ee nRmepHR, KaK p030BblU aHZeJl [her hand is holy, like a pink angel]. 

The complex nature of her work is underscored by a string of verbs: U J/Capum, U 

napum, U Jlbem, U neliem ... [and she roasts, and stews, and pours, and bakes .. .}. The 

focus of aIl this effort is the slab of meat, secreting juices (EpUJlbRHmOBblx KaneJlb 6e3 

Cliema [countless diamond drops]). 

Neverthe1ess, the birth of the steak implies the death of the animal from which it 

came, yet it also suggests stability and sufficiency in the lives of those who will enjoy it. 

By the end of the poem, the negative connotations have prevailed: in contrast with those 

who can afford to eat meat, we are reminded of the XpUnllble KpUKU ZOJlOÔHblX [hoarse 

screams of the hungry]. As the conclusion to the poem, this phrase bears considerable 

semantic weight, and its final word (ZOJlOÔHblX [of the hungry]) even more so-this pang 

of conscience reverberates against the whole poem, making of the whole an effective 

prote st against the culture of consumption. 

191 Okudzhava, "Kukhnia," Stikhotvoreniia 453. 
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This type of romanticism, found in the two above-discussed poems, is a common 

aspect of the master' s work-in the poem KOJlYM6bl [Co/umbuses] the poet portrays a 

farmer raised to the level of a master in a setting of striking similarity between the field 

and the sea. His wheat field is compared to a choppy sea; his combines compared to 

ships. The combine operator himself is a captain responsible for the lives of all his crew: 

CaUiKa CTOI1T y UITypBana, 
OH XOqeT KpI1KHyTb: '3eMJUI!', 
HO HeT 3eMJII1 -
KpyroM CTIJIOUIHaH nUIeH1U~a. 

(Sashka stands at the controls 
Dying to cry: 'Land ho!", 
But no land in sight-
Just wheat as far as the eye can see.)192 

In contrast with the negligence commonly displayed in a totalitarian state, the 

masters in Okudzhava's poems assume full responsibility for their creations, following 

their success or the lack thereof193. They cherish their work. They perform it slowly and 

with dignity, proud of each success and overcoming the obstacles and doubts they 

encounter. Their behaviour is so unlike that of the masses that they stand out in any 

crowd, as in the case of the Asian in the poem T6UJluCU [Tbilisi]: 

Bce - My3bIKaHTbI. 
OH OiJ,HH - MaJCTpO. 

EMy He nOJIaraeTCH -
cneUia. 

AIl are musicians. 
He alone-a maestro. 

He cannot­
Rush.)194 

192 Bulat Okudzhava, "Kolumby," Bud' zdorov, shkoliar: Stikhi (Frankfurt-Main: Posev, 1966) 113. 
193 See /{emcKuu pUcyHOK [A Chi/d's Drawing] , Om'lezo mbl neWlJleH, xyOOJICHUK [Why Are You Sad, 
Artist], Y n03ma conepHUK06 Hemy [The Poet Has No Rivais], 51 nuUly ucmOpU'leCKUU pOMaH [1 Am Writing 
a Historical Nove!]. 
194 Bulat Okudzhava, "Tbilisi," Mart velikodushnyi (Moscow: Sovetskii pisatel', 1967) 49. 



99 

If masters entertain doubts about their work, it is because they expect nothing less 

than perfection. The doubts and obstacles encountered during the creative process may be 

compared to those found on the path of life: 

BOT SI .L\06HpaIOcb 
.L\O CBOHX BbiCOT, 

H KOBpOB)'IO .L\OpOJKKy 
JKH3Hb MHe CTeneT ... 

[ ... ] 
DbITb MOJKeT, 3.L\eCb SI 

IIpOCTOH IIO.L\MaCTepbe? 

(And now 1 am reaching 
My highest goals, 

And life roBs me out 
A red-carpet road 

[ ... ] 
Here 1 am perhaps 

A mere apprentice?)195 

Another characteristic typical of Okudzhava's master 1S modestyl96. Therefore, 

the master does not strive to be famous at an costs: 

He 0 II06e.L\e SI MonIO: II06e.L\bI Bce Ha.L\MeHHbI, 
a 06 y.L\aqe SI MonIO [ ... ]. 

(l'm not praying for victory: ail victories are arrogant, 
l'm praying for good fortune [ ... ])197 

To him, art is a forrn of worship, and therefore he must perfect it to better praise 

his Lord: 

MHe CTpOqKa HOBaSi HYJKHa KaKaSl-HH6Y.L\b IIOCTpOJKe, 
qT06 C HeH IIpe.L\CTaTb nepe.L\ T060H MHe He 6bIJ10 6 rpellIHo. 

(1 need a new line, a stricter one, 
So 1 won't feel sinful when 1 come before YoU.)198 

195 Bulat Okudzhava, " ... Vot ia dobiraius' do svoikh vysot ... ," Stikhotvori:miia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 175. 
196 Okudzhava openly admitted that IlonyJlflpHocmb 6006114e CMeUlHO ljeHumb. [ ... ] cyemumbcR no n060ày 
nonyJlflpHOCmu Hem CMblClla. [It is laughable if somebody values popularity. [. . .} to worry about popularity 
makes no sense.] Petrakov 58. 
197 Bulat Okudzhava, "Stroka iz starogo stikha slyvet nenastoiashchei...," Stikhotvoreniia (Sankt­
Petersburg: Akademicheskii proekt, 2001) 414. 
198 Okudzhava, "Stroka iz starogo stikha slyvet nenastoiashchei. .. ," Stikhotvoreniia 414. 



100 

Perhaps the same mode st y causes the master to feel a strong need for recognition. 

As described in the poem Pa60ma [Work], creation is a difficult occupation demanding 

the zealous devotion of the master. Success in this endeavour is enough to make any 

effort worthwhile, but the artist, unlike a socialist-realist writer who produced for the 

state and not for his audience, cannot achieve it entirely on his own. He recognizes the 

need for outside support and thus his pleas to his peers and to his Lord: 

{ho CTOHT IIOMOJIHTbC5I 3a MeIDI? 

(Why don't you pray for me?)199 

The master needs his efforts acknowledged and rewarded. Money is not his 

recompense, rather he seeks a simple smile, respect or good word for his work. It is why 

the lyrical hero calls for respect for a master' s work: 

Bce BOeHHbIe IIOpTH5I)KKM -
30JIOTble MaCTepa. 
YBa)Kaihe TPY)l, MX T5I)KKMM. 

(Ali war tailors 
Are priceless masters. 
Please respect their hard work.)200 

The reader finds a similar, calling for respect in IIece1l1<.a npo MaJl51p06 [A Song 

About Painters], where the artists' creative act is bounded only by the CpOKU JlCU3HU 

l[eJ106el[beU [span ofhuman life]: 

YBa)Kaihe MaJI5IpOB, 
KaK TKaqeH M )l,OKTOpOB! 

(Respect painters 
As you do weavers and doctors!)201 

Being modest does not mean, however, that the masters are unaware of or play 

down the worth of their work. They are proud of their mastery and results. They remain 

199 Bulat Okudzhava, "Rabota," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 2001) 421. 
2000 kudzhava, "Voennye portniazhki," Stikhotvoreniia 325. 
201 Bulat Okudzhava, "Pesenka pro maliarov," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 249. 
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modest, however, because they understand that their place is in the service of others. 

Their art depends on the presence of the many, and the few masters in the world cannot 

possibly influence their entire happiness. Their final grace lies in doing an they are able: 

HO OHli OqeHb CKpOMHO ca)J)lTcn B yrny, 
113BJIeKalOT 
CBOli ,llOrrOTOrrHbIe CKpllrrKll, 
paCnpa8Jl51lOm 
rrOMnTbIe ClOpryqKll. 

(But they very modestly take places in the corner, 
Pull out 
Their ancient violins, 
Smooth out 
Their wrinkled frock-coats. )202 

In the poem B 60!lbHUlfe Meà!leHHO mettem peKa ttaC06... [In a hospital, the river 

oftimeflows slowly ... ], the author uses the double meanings of the noun uCKyccm60 [art, 

skill] to conc1ude that yet another quality, that of forgiveness, is intimately linked to the 

creative act: 

I1CKyCCTBO Bcë rrpOCTllTb II )!Œ)I(,lla )l(llTb­
He,llOCnraeMoe COBepmeHCTBO. 

(lt is a skill ta forgive everything and ta thirst for life­
It is an unattainable perfection.)203 

The short poem CKO!lbKO Càe!laHO pyKGMU yàu6Ume!lbHblX Kpacom! ... [How many 

amazingly beautiful things were made by hand! ... ] is a reflection on the meaning of 

aesthetics in human life. It poses the question as to why the master still strives to me et his 

aesthetic ideal when pyKGM nOKa àG!lette ào npOH3Ume!lbHblX 6blcom [his hands are still 

so far from the highest goals].204 Why does the master endure sleepless nights just to 

202 Bulat Okudzhava, "Stikhi bez nazvania," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 228-9. 
203 Bulat Okudzhava, "V bornitse medlenno techet reka chasov," Izbrannoe: Stikhotvoreniia (Moscow: 
Moskovskii rabochii, 1989) 326. 
204 Bulat Okudzhava, "Skorko sdelano rukami udiviternykh krasot!," Izbrannoe: Stikhotvoreniia 
(Moscow: Moskovskii rabochii, 1989) 252. 
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write another poem or create a new painting, and for that matter, why seek beauty at all? 

As the reader has seen, the main reason for these endeavours is to satisfy the aesthetic 

sense of the audience. 

However, this aesthetic sense is impossible to itemize and audience appreciation 

alone cannot be trusted in deciding what aesthetic value is. Therefore, the definition of art 

remains hidden forever. The criteria for artistic beauty are intensely personal, changing 

dramatically between individuals and even among certain ofOkudzhava's own poems. In 

CKOJlbKO c(JeJla1-lo pyKaMu yôu6UmeJlb1-lblX Kpacoml ... , the highest level of beauty is holy 

and immaculate: 60J/Cecm6e1-l1-l[aJl} U 6e ll1-l[a51}, U 1-lemJle1-l1-l[aJl} Kpacom[a}, l{mo K 1-laM 

cmeKaem c 1-leôocmyn1-lou 6blcombl [divine, eternal, and imperishable beauty, which steps 

down to us Jrom unreachable heights]. On the other hand, in !JemcKuu pUCy1-l0K [A 

Chi/d's Drawing], a child (or perhaps a primitivist) finds the highest beauty in a freshly 

painted purple horse, which he describes with admiration: 

[ ... ] :na 3eneHaH rpIfBa, 
KaK n03.L\HHH HIfBa, rycTa ... 

([ ... ] this green mane, 
Bushy as a late summer field.)205 

The short stanzas emphasise the uncomplicated character of both the drawing and 

the artist, a man-child who really likes his creation. He is receptive to its spell as only a 

child or artist can be. Nevertheless, whenever anyone sees his piece of art, he laughs and 

X6amaemC51 [. . .) 3a J/CU60m [clutches [. . .} his belly]. Nobody likes the childishly naive 

vision of the violet horse that trots around with so much dignity, and so the surprised 

artist exclaims: 

Y)!( ecnIf OHa HeKpaCIfBa, 
lITO 3HaliIfT TOf.L\a KpacoTa? 

205 Bulat Okudzhava, "Detskii risunok," Mart velikodushnyi (Moscow: Sovetskii pisatel', 1967) 98. 



(If she isn't beautiful, 
What is beauty then?)206 
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According to the artist, noxoàKOU C60eu lIe3eMllOlO olla [JIOIIIa,r:J:b] nomezuaem 

lIapoà [the horse amuses the crowd with its unearthly gait]. Thus, while the horse is not 

admired, it nevertheless fulfi1s its artistic function of eliciting an active response from the 

crowd. The idyllic life of this child is suddenly confronted with a paradox, and 

Okudzhava must leave the etemal question of beauty unanswered. 

It may come as a surprise that among Okudzhava' s poems there exists one 

defending the master' s right to independence from the masses. In JI nuzuy ucmOpUl.JeCKUU 

pOMall [1 am writing a historical nove!] it is suddenly the inbom talents of the writer that 

are stressed. Even the artistic education he may have received is denied-witness how 

little he owes to society: 

KmK.nbIH: mUlIeT, KaK OH CJIbIIlIHT. 

Ka')!(.nbIH: CJIbIIlIHT, KaK OH .nbIIlIHT, 

KaK OH .nbIIlIHT, TaK H IIHIlIeT, 

He CmapaRCb yzooumb ... 
TaK rrpHpo.na 3aXOTeJia. 

nOqeMy? 
He HaUle OeJlo. 
,11,JUI q ero? 
He HaM cyOumb. 

(Each writes as he hears. 
Each hears as he breathes, 
As he breathes, so he writes, 
Not trying ta please ... 
Just as nature intended. 
Why? 
Not ours this afJair. 
What for? 
Notfor us tojudge.)207 

206 Okudzhava, "Detskii risunok," Mart velikodushnyi 99. 
207 Bulat Okudzhava, "la pishu istoricheskii roman," lzbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 185-86. 
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The greatest waste lies in ignoring the gift of substantial talent. In one poem, the 

lyrical hero accuses a hidden artist of squandering his talent on endeavours unbecoming 

ofa master: 

TaK Imam [ ... ] 
3a HCTepTble B rrarrbuax .lI,p0)l(amnx 
XOJICT H KpaCKI1, rrepo H CMblqOK. 

(So pay [ ... ] 
For the canvas and paints, the pen and bow 
Wom out in your trembling hand.)208 

When the true master is displeased with the results of his work, he must 

continually resume his efforts until the sublime can shine through. Giving up in the face 

of difficulty is not an option: 

He oCTaBmIiiTe cTapaHHH, 
Ma3CTpO, 
He y6HpaHTe JIa.lI,OHH co JI6a. 

(Do not give up your efforts, 
Maestro, 
Do not take your palm from your brow.)209 

At first only the inspiration for the poem exists: 

XO)l(y H H rreceHKy CJIylIIaIO -
OHa lIIeBeJIbHYJIaCb BO MHe. 
OHa eme OqeHb HecrreTM. 
OHa 3eJIeHa, KaK rpaBa. 

(1 am walking around and listening to a song­
It has stirred within me. 
It is still far from sung. 
It is green, like the grass.)210 

In this poem, the first stages of the creative act are compared with pregnancy and 

growth. Imagery and diction work together here: the unbom song stirs within the creator 

like a foetus, and a word like llecnemG5l [unsung] is strongly evocative of llecneJlG5l 

208 Bulat Okudzhava, "Otchego ty pechalen, khudozhnik ... ," Izbrannoe: Stikhotvoreniia (Moscow: 
Moskovskii rabochii, 1989) 234. 
209 Bulat Okudzhava, "Pesenka 0 Motsarte," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 315. 
210 Bulat Okudzhava, "Glavnaia pesenka," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 231. 
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[unripe]. The author' scare for his growing creations is made aU the more imperative 

when he stops to consider that he has only a short lifetime to produce his etemal work: 

Ta caMaH maBHaH rreceHKa, 
KOTOpylO crreTh H He CMOr. 

(The same most important song, 
Which 1 did not have the time to sing.)211 

When the master' s experience is not adequate to the work of art he must create, 

his doubts resurface, as in the poem JI HUK02àa He eumaJt, He eumaJl ... [1 never wandered, 

never wandered ... ]: 

TaK qTO )l(e H CMelO? 
11 qTO H MOry? 

Hey)l(TO JUIlIIh TO, qero He MOry? 

(SO what do 1 dare? 
And what can 1 do? 

Can it really be just what l'Il fail to dO?)212 

And yet the creative act must be consummated, the erection of the "castle of 

hope,,213 must continue. Even when the poet's world is bleak and he is tempted by the 

line of least resistance, he says: 

CKa)l(eM crracM60 M :nOR cyiJ,h6e, 
HO M3 rpexOB HallieR pOiJ,MHhI BeqHOR 
He COTBOpMTh 6hI KyMMpa ce6e. 

(We can praise even this destiny, 
But from the sins of our etemal home land 
We should not create another idol.i14 

The visibility so necessary to the master exposes him not only to his admirers, but 

also to the malefactors who do not understand or do not wish to understand his work. The 

artist has long been a target for the cens ors and critics of the totalitarian regime: 

211 Okudzhava, "Glavnaia pesenka," Stikhotvoreniia 232. 
212 Bulat Okudzhava, "la nikogda ne vital, ne vital.. .," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii 
proekt, 2001) 233. 
213 Bulat Okudzhava, "Zamok nadezhdy," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 224. 
214 Okudzhava, "Pesenka 0 Motsarte," Stikhotvoreniia 315. 



TI03TOB TpaBHJUI, J10BIIJ11I 
Ha CJlOBe, I1M CeTI1 MeJlI1; 
[ ... ] 
B Tparlf1IeCKOM lfX rocyil,apCTBe 
C.rryqaJIOCh lf rrpa3il,HeCTBaM 6hITh, 
II Bcë )Ke 6yHTapCTBO C MhITapCTBOM 
rrorrp06yu OT HI1X OTil,eJ1lfTh. 

(The poets have been persecuted and taken 
At their word, webs have been woven for them; 
[ ... ] 
In their tragic country 
There have been festivities too, 
And still rebellion and hardship 
Are inseparable from them.)215 
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rpU60eÔ06 6 aW-laflôaJlU [Griboedov in Tsinandali] offers further words on the 

persecution of free-minded writers: 

OCTPOCJ10BOB OQKaCThIX He J1Io6HT uaplf-­
bor rrpocTIIT, a OHIi He rrpoCTHT. 

(The tsars have no love for bespectacled wits­
God may forgive them, but they won't.)216 

The lyrical hero of the poem Eepezume flac, n03m06 ... [Protect us, poets ... ], 

sounds the alarm. Here there is both a warning and a pledge to help: 

EepeflfTe Hac, rroKyil,a MO)KHO y6epeQh, 
TOJ1hKO TaK He 6eperlITe, QT06 KOCThMII HaM J1eQh, 
TOJ1hKO TaK He 6eperlITe, KaK 60p3hIX - rrcaplI, 
TOJ1hKO TaK He 6epeflfTe, KaK rrcapeu - uapli. 

(Protect us while we can still be protected. 
Just don't protect us so we faU in battle. 
Just don't protect us as the hunters do borzois, 
Just don't protect us as the tsars do the huntersfl7 

Judging from the length of the seven-stanza trochaic poem's lines alone, it would 

seem that this is one of Okudzhava's calmer pieces. The semantic layer, on the other 

hand, suggests a quick, uninterrupted reading with forceful emphasis on the accented 

syllables, almost as if it were a fast-paced iambic poem. The firm opening trochaic 

215 Bulat Okudzhava, "Poetov travili, lovili ... ," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 
1989) 189. 
216 Okudzhava, "Griboedov v Tsinandali," Izbrannoe: Stikhotvoreniia 144. 
217 Bulat Okudzhava, "Beregite nas, poetov, beregite nas ... ," Stikhotvoreniia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 207. 
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accents and closing masculine rhymes, along with an accumulation of voiced consonants 

("b," "g," "v"), combine to promote the latter, precipitous recitation. The lyrical hero's 

extreme emotional tension is also complemented by an abundance of anaphora and 

syntactical echoes throughout the poem. 

Many Soviet masters would be surrounded in life by a circle of intimate admirers, 

none of whom could openly express their respect. Having written "for the drawer" aIl his 

life, the artist could only find recognition and fame after he passed away: 

0, KaK MM CMeIIIHbI, rrpe)l,CTaBmIlO, 
rroCMepTHble TOCTbI B MX '1eCTb. 

(Oh, how they must laugh, l imagine, 
At the posthumous toasts to their honour.)218 

To cite the example oftwo modem bards, official acknowledgement only came to 

Vysotskii and Galich many years after their deaths. Okudzhava dedicated the poem 

Belfepa ppaHt{y3cKou neCHU... [Evenings of French song ... ] to them and to Iulii Kim-he 

uses this forum to speak out against the fraudulent atmosphere surrounding the poets of 

the Soviet era. The totalitarian system prevented the outside world from leaming the truth 

and tightly controlled the information and texts reaching Soviet readers. The following 

extract from Okudzhava' s dedication, conceming a playon the words nepeeoà/nepeepem 

[translation/will lie ], suggests which kind of control methods were used: 

ECJUI JK H)'JKeH rrepeBO)l" 
rrepeBO)l,'1MK - HaIII MOJIO)l,'1MK -
KaK IIpMKaJKyT - rrepeBpeT. 

(If a translation is really needed, 
Our translator, our gladiator 
Will follow orders and lie.)219 

218 Okudzhava, "Poetov travili, lovili ... ," lzbrannoe: Stikhotvoreniia 189. 
219 Bulat Okudzhava, "Vechera frantsuzskoi pesni.. .," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 308. 
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The poem is written as an eulogy to a French chansonnier whose works slip past 

the Soviet cens ors because they are written abroad and in a foreign language, and 

therefore do not influence Soviet citizens in any substantial way: 

TIOM, <ppaHuy3, Be):(b Tb! ):(aJJeKO, 
If K Te6e npeTeH3IfM HeT. 

qeM HaqarrbCTBY Tb! npmlTeH? 
TeM, '{TO TeKCT TBOM HenOIDlTeH. 

(Sing, Frenchman, you are far away 
And nobody bears a grudge against you. 

Why do the authorities like you? 
Because nobody understands your text. )220 

Impressed by V. Vysotskii, Okudzhava wrote the poem Maemep rpuUta [Master 

Grisha]. This poem is dedicated to three important activists of the Polish "Solidarity" 

movement: Adam (Michnik), Jacek (Kuron) and Karoi (Modzeiewski). Master Grisha 

proc1aims the author's faith in the power of a master's skilful hands. The master's hands 

can bring happiness back to the home and, by extension (through well-hidden 

parallelisms that, nevertheless, immediately come to the educated reader' s mind, such as 

"master"I"«Solidarity» activist" and "home"l"homeland"), to the entire ravaged country: 

MaCTep rplfIlIa npIf):(eT, pH):(OM CH):(eT-
):(Be 60JIbIlIlfX, ):(Be Ha):(e)IŒb!X pyKIf y Hero -
Bcë Harra):(IfT ... 

(Master Grisha will come and sit with us-­
He has two big, reliable hands-
He will set everything right. .. )221 

KaK HaUt aeop HU o6uxa/lu ... [No matter how mueh our yard was insulted ... ] is a 

third poem inspired by Vysotskii. It is permeated with words associated with the late 

bard: BOJloafl [Volodia], empyHbl [strings], ZOJloe ezo [his voice], xpunoma ezo [his 

220 Okudzhava, "Vechera frantsuzskoi pesni...," Izbrannoe: Stikhotvoreniia 308. 
221 Bulat Okudzhava, "Master Grisha," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 2001) 
314. 
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hoarseness] , TaZGftKa [Taganka]. In a consideration of the fate of Vysotskii's first 

volume of poems, Hepe [Nerve]222, Okudzhava argues in multiple interviews that 

precisely the poems which struggle most to find an audience become most popular when 

they finally break through. This echoes Osip Mandel'stam's statement: ll033UlO 

yea;)fCalOm mOJlbKO y Hac - 3a Hee y6uealOm. Beàb 60Jlbute Huzàe 3a n033UlO He y6uealOm 

[We are the only ones who respect poetry-people get killedfor it here. Nowhere else do 

people get killed for poetry]223. 

As a final note on the poems associated with Vysotskii, brief mention should be 

made of 0 BOJloàe BblCOllKOM [On Volodia Vysotskii]. The poem is dedicated to 

Vysotskii's wife, Marina Poliakova, and its epigraph is one of the few sites in all of 

Okudzhava's oeuvre where one can find reference to a poet's muse: MapuHe 

BJlaàUMUpOeHe llOJl5lKOeOU [to Marina Vladimirovna Poliakovaf24 

In KaK Haut àeop HU 06u;)fCaJ/u ... the reader finds the following evocative image: 

Beilb H neCHH He ropSIT, 
OHH B B03ilyxe nap5lT, 
'leM HM ileJIaIOT 60JIbHee - TeM OHH ClUIbHee. 

(After ail, songs do not bum, 
They soar through the air, 
The more pain they are dealt the stronger they become.)225 

These words bear a striking resemblance to Voland's statement in "The Master 

and Margarita": the famous pyKonucu He 20p5lm [manuscripts do not hurn ]226. 

222 Nerve, consisting of only 130 censored poems, could only find posthumous publication in the Soviet 
Union, in 1981. 
223 N.1. Mandel'shtam, Vospominania (New York: Izdatel'stvo imeni Chekhova, 1970) 167. 
224 Bulat Okudzhava, "0 Volodie Vysotskom," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 384. 
225 Bulat Okudzhava, "Chem nash dvor ni obizhali - on v klassicheskoi pore ... ," Izbrannoe: Stikhotvoreniia 
(Moscow: Moskovskii rabochii, 1989) 230. 
226 Mikhail Bulgakov, "Master i Margarita," Romany (Moscow: Sovremennik, 1988) 647. 
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The idea of home and hearth is an especially important antidote to the lonely 

imperatives of saving the world. The poet treats his home as a shelter from the evils of 

the world. Although this space might lie in the very midst of totalitarian chaos, here the 

poet is able to create a new world of his own and escape into his dreams and work, as in 

the poem MHe He XO'1emC5l nucamb (1 don 't feellike writing): 

3a OKHOM rpeIUliT MOp03 
.nliKliH, orOJITeJIbIH -
paCIl,BeTaeT ca.n li3 p03 
Ha 6yMare 6eJIOH. 

(The frost on the window is cracking, 
Wild and frenzied-
A rose garden is blooming 
On the blank page./27 

EJlazopoàHble :JICeHbl 6e3yMHblx n03m06... [The noble wives of crazy poets ... ] is 

dedicated to an those who warm the hearts of masters, supporting them in their 

endeavours. It is a poetic "thank-you" to writers' muses: 

bJIaropo.nHbIX n03TOB 6e3yMHble )I{eHbI, 
[ ... ] 
BaillY! .nyIllY! CIDIIOT, KaK <paKeJI 3a)l{)I{eHHbIH, 
no,[( KOTOpbIM 6JIa)l{eHcTByeM MbI. 

(Noble poets' crazy wives, 
[ ... ] 
Your souls shine like buming torches, 
Under which we stay in astate ofbliss.)228 

Painting is a second great manifestation of art in the poetry of Okudzhava. The 

link it creates between the creator and his audience is almost as intimate as that achieved 

by writing. An equally intimate link is established in music. When examining a painting, 

the public is able to follow the creative process as it developed. Here, colour and line 

227 Bulat Okudzhava, "Mne ne khochetsia pisaf," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii 
proekt, 2001) 442. 
228 Bulat Okudzhava, "Blagorodnye zheny bezumnykh poetov ... ," Izbrannoe: Stikhotvoreniia (Moscow: 
Moskovskii rabochii, 1989) 243. 
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influence theme and atmosphere just as word and rhythm did in writing, and each of these 

elements often evoke the others in Okudzhava's poems on painting. 

In a previous section it was already discussed how Okudzhava applies cinematic 

principles to his poetry. Narrative bards often use these as vehicles for dynamic 

description, where a flurry of action carries the scene-women waving good-bye to their 

men, men leaving their village, war scenes, and so on. Poems dealing with the art of 

painting are more static in tone, achieving a calm description of situations or people just 

as though the master had worked on a portrait. 

A good example of this is provided by a close look ·at the poem Ha nOJlOmlle y 

AlIlIbl EeJl51K060U [On Alla Beliakova 's canvas ]229. Two paintings dominate this poem: 

the tirst is of a small house with a yellow lamp shining warmly out through the window. 

This picture evokes associations with home and hearth, with family happiness and safety, 

for just outside lies a darkened yard. A foreground frame of branches completes the 

scene. The second painting reveals the inside of the same house: the lamp, under a green 

shade as in aIl of Okudzhava's poems, shines from the centre of the picture. Behind his 

desk, the lyrical hero sits thinking. Home gives him a sense of security from unwanted 

intruders: 

HHKTO, HHKTO He Be)J,aeT, 0 qeM 
H pa3MbIIlIJIHIO B )J,aHHoe MfHOBeHbe. 

(Nobody, nobody knows, what 
l, h· k· . )230 m t m mg at any gIven moment. 

229 Alla Mikhailovna Beliakova (b. 1914), an artist and author of short stories. 
230 Bulat Okudzhava, "Na polotne li Ally Beliakovoi," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii 
proekt, 2001) 436. 
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Silence prevails. Each of the objects is described with painter's eyes. The colours 

are carefully established and the dimensions of the objects are suggested (àOMUK [little 

house], not àOM [houseD. 

Both the title of this poem and that of EamaJlbllOe nOJlOmllO [A Battle Canvas] 

include the word nOJlOmllO [canvas] , which suggests that the poem might be read as a 

painting from the very start. In EamaJlbllOe nOJlOmllO, motionless silhouettes of horsemen 

are preparing for battle. The foreground and background are clearly detailed, and the 

reader might even recreate the composition. He would need the reds and blues of the 

uniforms, as with the greens and browns of the surrounding land, a darker tone for dusk 

behind and lustrous yellows for the gleam of the epaulettes. 

Better known to the Russian public, however, are Okudzhava's Mou 

KapallàaUlllblU nopmpem [My Pencil Portrait], KaK lIaytiUmbC51 pucoeamb [How to Learn 

to Draw], and )f{u60nucljbl [The Painters]. These poems do not pretend to be paintings, 

but de scribe the creative process through which a work of art is made. Here the creative 

procesSl is nothing but the process of life in miniature, the àaJlbll5l5l àopoza [long road]231 

made smal!. 

KaK 6yiJ,eT m13BaH TOT nOPTPeT? 
"yqlfTeJlb" , 

"KaMeHIUlfK" , 
"II03T", 

"HeMoH CBliiJ,eTeJlb Be Ka"? ... 
Ho MHe Jllf BeplfTb B 3TO? 
51 cMepTeH. 51 roplO B ome. 
OH BeqeH B paMe Ha CTeHe 
li npeMlfeH OTMeqeH ... 

(What will this portrait be called? 
"Teacher", 

"Stonemason," 
"Poet" 

"Mute witness of the century"? .. 

231 Bulat Okudzhava, "Dal'niaia doroga," Zamek nadziei (Krakow: Wydawnictwo literackie, 1984) 224. 



But is this for me to believe? 
1 am mortal. 1 am burning up in flames. 
What is in the frame on the wall is forever 
And it won a prize ... )232 
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Once agam, Okudzhava insists on an art form as an etemal repository of his 

memories, a treasure and wammg to future generations. The memones contained in 

paintings are immediate: immortalised scenes from history or the faces of the artÎst's . 

contemporaries. 

BhI, KaK CYAbH., HapH.cyMTe HaUIH. CYAb6bI, 
Harne JIeTO, Hamy 3H.My H. BecHy ... 
HWIero, qTO MM - qy)IŒe. BhI pHcyiITe! 

(Like judges, draw our destinies, 
Our summer, our winter and spring ... 
It does not matter that we are not like you. Vou just draw!)233 

The poem KaK HaylfumbC51 pUC06amb, the last one in the group of works dealing 

with the visual arts, presents each phase of life as having its own colour-from white at 

birth to black at death-and so acts as a guide for both those leaming to live and those 

leaming to paint. The various col ours are incidental to Okudzhava' s main theme; 

however, his focus is on teaching the necessary attitude toward the creative act. To create 

means to invest one's soul and energy in the creation of art: 

ITepeMernaiI 3TH KpaCKH, KaK CTpaCTH, 
B cepAue CBoeM, a nOTOM 
nepeMernaiI 3TH KpaCKH H cepAue 
C He6oM, C 3eMJIeiI, a nOTOM ... 
rJIaBHOe - 3TO cropaTb H, cropaJI, He cOKpyrnaTbCJI 0 TOM. 

(Mix these colours like passions 
ln your heart, and then 
Mix these colours and your heart 
With the sky, with the earth, and then ... 
The most important thing is to bum away, and, while buming, not to grieve over it.)234 

232 Bulat Okudzhava, "Moi karandashnyi portret," Bud' zdorov, shkoliar: Stikhi (Frankfurt-Main: Posev, 
1966) 146. 
233 Bulat Okudzhava, "Zhivopistsy," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 2001) 178. 
234 Bulat Okudzhava, "Kak. nauchit'sia risovat'," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii 
proekt, 2001) 276. 
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It is now time to turn attention to Okudzhava's poems on music. Sorne of the se 

centre on orchestras or instruments as their theme, with the creation of their art again 

presented as a metaphor for life (e.g. llpodofl:JICaemCfl My3blKa 603fle Me1-lfl ... [The music 

plays on at my side ... D. Others are those poems with words related to music in their titles, 

regardless ofwhether they discuss the art form (e.g. 6wlJlada [ballad], My3blKa [Music], 

My3blKaflm [musician] , neceflKa [song], pOMaflc [romance], MOflum6a [Prayer] , 

Pe'-lUmamU6 [Recitative] and Tafl20 [TangoD. A final category would be those poems 

which were sung to music, since Okudzhava the bard made great use of the guitar at his 

poetry evenings. In this case, however, music has a secondary function. Okudzhava 

repeatedly stressed that he was a poet, not a singer, and that his simple music was always 

written after the poem was complete: 

y Meml Bce nec Hf 1 - Ha rOTOBb!e CTHXH. TOJIbKO O)l,Ha pO)l,l1JIaCb Ha060pOT, Ha 

My3b1Ky - [Jo CMOJIeHCKOU ôopoze. 

(Ail my songs are written to finished poems. Only one song was born the other 
way, music first- [Jo CMOJIeHCKOU ôopoze [On the Road to Smolensk]).235 

Okudzhava once said that the most important thing a song can express is human 

destiny. He had not liked the works of Louis Armstrong until he learnt that the jazzman 

sang about himself and his own life. According to Okudzhava, one of the main goals for 

any artist is to tell others about himself?36 

Okudzhava claimed that writing his songs was npocmo pa60ma [just work]237 for 

him. It cannot be denied that this is creative work, however, and in places he admits that 

he has as much to leam from his music as from a friend: 

MeIDI )!œ OCTaBbTe C TOll My3bIKOll: 

MW 6y)l,eM 6eCe)l,OBaTb C Hell. 

235 Okudzhava, 65 pesen 75. 
236 Based on an interview aired on Polish television, "Z wizyta u Bulata Okudzawy," 1 TVP, 10 May 1994. 
237 Okudzhava, 65 pesen 75. 
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(Please, leave me with this music: 
We are going have a chat.)238 

Similarly, his love for his guitar caused him to refer to it as X0351lJlW CaMG5l [the 

wife herself] in the poem rUMH ylOmy [Hymn to Cosiness]. Like the music which cornes 

from it, the guitar lives its own life and is depicted as singing at home in the evening 

while the family drinks tea. In a different poem, his instrument is portrayed as his only 

and sure st friend: 

Tb! yKpOH Meml, nnapa, 

OT CMepTeJIbHOrO y)l,apa, 

OT MOCKOBCKIIX HalIIIIX )l,ypaKoB. 

(Guitar, please hide me 
From the fatal blow, 
From our Moscow fools.i39 

His personified guitar, his cnymHuK eepHblu [faithful companion]240, protects its 

owner elsewhere as weIl: 

MOj{ nnapa Me~ 06HIIMeT, 

lfHTeJIJIlfreHTHO OHa CMOJIqIfT. 

(My guitar will embrace me, 
It will keep a respectful silence.)241 

In the poem BUm5l, Cblzpau Ha zumape ... [Vitia, play the guitar ... ], the instrument 

transforms into a bouquet of flowers. Along with many others, this poem uses the theme 

of music to colour that of the war242
• 

238 Bulat Okudzhava, "Vot muzyka ta, pod kotoruiu ... ," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 317. 
239 Bulat Okudzhava, "Dama nozhek ne zamochit ... ,"Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 242. 
240 Bulat Okudzhava, "Gitara," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 2001) 223. 
241 Okudzhava, "Gitara" 223. 
242 The same juxtaposition may be observed in OpKecmp uzpaem 60e6ble MapulU [The orchestra plays war 
marches], /{JlCa3UCmbl [Jazzmen], IleceHKa 0 HO'lHOU MocK6e [The Song about Moscow at Night], Bcë 
2Jlyuœ My3blKa àymu ... [The music of the soul gets quieter and quieter ... ], Ha nOJlRHKe pa3MUHalOmcR 
opKecmpbl àyxo6ble ... [In the field, the brass bands pass one another ... ] and Ax, opKecmpbl àyxo6ble ... [Ah, 
the brass bands ... ]. 
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Mozart and Bach also feature in Okudzhava's poems (IleceHlw 0 MOl1apme [Song 

about Mozart], B 20pOÔCKOM caôy [In a City Garden] and IlycKaii meepô51m UHble 

OCmp51KU ... [Let the other wits say ... D, with the predictable effects of true masters on the 

listeners: 

Ho BhIiiieJI THXHH ));HpmKep, HO 3aHrpaJIH Eaxa, 
H Bcë 3aTl1XJIO, yJIernOCb 11 06peJIo CBOH Bl1));. 

Bcë CTaJIO Ha CBOH MeCTa, e));Ba CblrpaJIH Eaxa ... 
KOf));a 6bI He 6bIJIO Ha));e/K)); - Ha qepm 6eJIbIH CBeT? 

(But the quiet conductor came out, but they began to play Bach, 
And everything feH still, calmed down and became itself. 

Everything feH into place, as soon as they began playing Bach ... 
Ifthere were no hope-we wouldn't have needed the light.)243 

As the audience of the master' s creation, those listening to the mUSIC III 

Okudzhava's poems receive special attention, and are often seen falling speechless at the 

sound: 

l1/KeHlIll1Ha KaKruJ-TO CTOl1T, 
npl1/KaB K rpy));l1 CTl1XOB KaKl1X-TO TOMl1K, 
H Ha KOJIeHl1 na));aeT CTapl1K, 
[ ... ] 
H BeTOqKa yMepillaH 

/KHBa, /Kl1Ba ... 
[ ... ] 
... BOT Cl1JIa My3hIKl1. 

(And a woman stands there, 
Clasping sorne book ofpoems to her chest, 
And an old man faHs to his knees, 
[ ... ] 
And a !ittle dry branch 

Is alive, is alive ... 
[ ... ] 
... This is the power ofmusic.)244 

Many times the listener reflects upon the talent of yet another master: 

[ ... ] - H Ha));eHJICH nOHHTb, 
KaK cnoc06HbI 3Tl1 pyKl1 3Tl1 3ByKl1 113BJIeKaTb 
113 KaKOH-TO ));epeBHIIIKH [ ... ]. 

243 Bulat Okudzhava, "V gorodskom sadu," Izbrannoe: Stikhotvoreniia 110-11. 
244 Bulat Okudzhava, "Muzyka," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 2001) 232. 
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([ ... ] - r was hoping to leam 
How those hands were able to create such sounds 
From a simple piece ofwood [ ... ]).245 
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The listener in this poem imagines the creative process to be especially difficult, 

,n:a eme Be.n:b Ha.n:o B .n:yrny HaM npoHilKH)'Tb 
il no.n:JIœqb. 

(And still the master has to break through to our souls 
And set them on fire.)246 

Okudzhava regularly returns to the music of the big cities: Leningrad 

llellulIzpaàcKaJl My3blKa [Leningrad Music] and Moscow, which had always been closest 

to his heart. This is a relatively simple music, but it is loved by the MOCl<.oeCKUU Mypaeeu 

[Moscow ant]247. In the poem about the town of the white nights, the music of the city is 

represented by a beU tolling honourably under the gold copulas. It might just as weIl be 

the lighter music of Drum Lane (B Eapa6all1l0M nepeyJlKe [On Drum Lane] and BeCeJlblU 

6apa6allUJUK [The merry drummer]) or the sad tune of the UWpMallKa-mapJlamallKG 

[street organ-charlatan]248 in the poems lliapMallKa-mapJlamallKa, Kozàa 3amuxalOm 

opKecmpb13eMJlU ... [When the orchestras of the earthfall still ... ] and lliapMallKa cmapa51 

KpymUJlacb ... [An old street organ was grinding ... ]: 

ryCT)'1O rpyCTb rnapMaHKa ropo.n:CKaji 
H3 my6ilHbI .n:Bopa .n:apIUIa MHe. 

The city street organ was offering me 
Thick sadness from the depths of the yard.)249 

245 Bulat Okudzhava, "Muzykant," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 1989) 228. 
246 Okudzhava, "Muzykant" Izbrannoe: Stikhotvoreniia 228. 
247 Bulat Okudzhava, "Moskovskii muravei," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 200. 
248 Bulat Okudzhava, "Sharmanka-sharlatanka," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 208. 
249 Bulat Okudzhava, "To padaia, to snova narastaia ... ," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 128. 
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At the same time, big city music can also muffle the quieter music of Nature or 

smaller towns: 

[ ... ] nOJI)l,eHb, cyMaToxolO nponaxllm:w, 
3BOH TPaMBaeB 11 JIIO)l,CKOW BO)l,OBOpOT. 

([ ... ] The midday reeks of chaos, 
Tram bells and whirls ofpeople.)250 

The values of Nature are different from those of the town. In those quiet places far 

from bustling Moscow, zapMOHUKU JleCHOU 3aeuàHO nocm05LHcmeo [the constancy of the 

forest accordion is enviable ]251. The peaceful landscape of the village and the lonely 

accordion in the poem CeHm5l6pb [September] create a very different kind of music than 

that of the State capital or even of the market in a small city (Haà nnoUjaàbJO 6a3apHOlO 

[Above the city market], or CUHbKa [Blue D. 

These qualities of Nature, as well as the themes oftown, folklore and village life, 

will constitute the next focus of this work. Although Okudzhava does not devote as much 

attention to these themes as he does to the themes of work and the creative act, they 

nevertheless have much to offer in our understanding of his oeuvre. 

250 Bulat Okudzhava, "Veselyi barabanshchik," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) l39. 
251 Bulat Okudzhava, "Sentiabr' ... ," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 1989) 279. 



Chapter 4 

TOWN, NATURE AND FOLKLORE 

[ ... ] }J;opOrH OKpaHHHhJe 
CJIHBmOTCSI Bce 

H K Ap6ary, npe,nCTaBhTe, Be,nyT 

([ ... ] Outlying roads 
Ali flow together 

And, imagine, lead to the Arbat)252 

BhI HaqaJIH nporyJIKy C ap6aTcKoro ,nBopa, 
K HeMy TO Bce, KaK BH,nHO, H BepHeTCSI. 

(Y ou walked out from your Arbat yard, 
And to it ail will evidently retum.)253 

B pyHcnHpcKoM ,nyJŒHe 
,nyxaHIUHK-
CqaCTJIHBhIH 06MaHIUHK -
B ,neCSITOM CTaKaHe 
MOH BocneBaeT rpexH. 

(In the Ruispiri dukhan 
The dukhan owner­
Happy deceiver­
Over his tenth cup 
Sings the praises ofmy sins.)254 
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A survey of Okudzhava's poetry would remain hopelessly incomplete without a 

glimpse at his passionate portrayal of the great themes of Town, Nature and Folklore. 

While writers from Okudzhava's generation usually chose to write either about the Town 

or about Nature255
, he bridges the two topics and reveals interest in both of them. 

Okudzhava presents the reader with no tired juxtaposition of Town on the one hand and 

252 Bulat Okudzhava, "Pesenka 0 belykh dvomikakh," Stikhotvoreniia (St. Petersburg: Akademicheskii 
proekt, 2001) 256. 
253 Bulat Okudzhava, "Arbatskii romans," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 
1989) 161. 
254 Bulat Okudzhava, "Ruispiri," Stikhotvoreniia (St. Petersburg: Akademicheskii proekt, 2001) 289. 
255 ln generaf terms, Soviet writers dealing today with post-war Russia can be divided into Iwo broad 
groups: one group depicts the fife of the Soviet countryside, white the other group describes difJerent 
aspects of city fife. N.N.Shneidman, Soviet Literature in the 1970s: Artistic Diversity and Ideological 
Conformity (Toronto: University of Toronto Press, 1979) 16. 
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Nature/Folklore on the other. In his universe, the meaning of the city is se1f-contained, to 

be discovered on its own ground through a struggle between its new and old selves; in 

contrast, Nature and the transformations of spring and winter tend to be reserved for a 

particular political polemic aIl their own-they become yet another mask allowing the 

poet to explore the political realities of the post-Stalin US SR. FinaIly, Folklore is seen as 

an expressive medium with its own set of rules and particularities. 

Okudzhava, who is clearly interested in aIl aspects of life and a broad range of 

phenomena, is too often and perhaps disputably labelled a "city poet,,256. Since his 

attention and love, if the reader limits himself to Okudzhava urban pieces, turn mostly 

towards just one old Arbat street, there are sorne problems with this generalization. 

Whenever Okudzhava writes of his childhood on Moscow' s Arbat Street, his pen sings a 

paean to its streets and yards. The truth is that in a certain amount of poems his attention 

naturally gravitates toward the themes of the Town, whose streets and yards are so 

similar to the urban spaces of his youth. From his birth at 43 Arbat St.,257 he went on to 

bear a lifetime of witness to the more or less desirable changes affecting that Moscow 

artery: 

"YI CHOBa - Ap6aT. )J;OM .N2 43 MbI MO)I<eM rro rrpaBy Ha3BaTb JI,OMOM 
0KY.ll)I<aBbI. 3.IJ:eCb B 1924 ro.IJ:Y pO.IJ:liJICH, poc, "BoCrrliTbIBaJICH .IJ:BOPOM" 
EyJIaT IllaJIBOBli'I. )J;o CIIX rrop BO JI,BOpe pacTyT JI,epeBMI, rrOCa)KeHHble 
JOHbIM EyJIaTOM, a ero rreCHli 06 Ap6aTe - 6yJI,yT BCerJI,a. KaK caM 
Ap6aT." 

Back on the Arbat. We can rightfully call No. 43 Okudzhava's home. 
Here Bulat Shalvovich was born in 1924, here he grew up and "was 
raised by the yard." The trees planted by the young Bulat still grow in 

256 Okudzhava 's art has been called "the folklore of the urban intelligentsia ", particularly the generation 
barn between 1930 and 1950 (Stites 134-35). 
257 In Bulat Okudzhava: 'la nikomu niche go ne naviazyval. .. ' Aleksandr E. Petrakov quotes Okuzhava as 
saying: Hem, M051 poàuHa Ap6am - 51 poàUJlC51 Ha Ap6ame. [No, my homeland is the Arbat-I was barn on 
Arbat St.]. . 
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that yard, and his songs about the Arbat are etemal. Like the Arbat 
itself.258 

The late 1930s under Stalin brought major negative changes: 

C cepe)],IIHhI 30-x rO)],OB [ ... ] BHOBh HaCT)'nalOT CMyTHhle BpeMeHa . 
.D:eJIo B TOM, qTO TlIXIIM, nOqTII )],OMaIlIHIIM Ap6aT B)],pyr He)!{)],aHHO­
Hera)],aHHO nplI06peJI CTaT)'C apxlInpaBlITeJIhCTBeHHoM yJIlfl.(hI, KaK 
Ha3hIBaJIli ee llIenOTOM, "BoeHHo-rpy3lIHcKoM )],oporrr". Ap6aT 
coe)],IIWI.JI KpeMJIh C "6JIII)!{Heif", KYHueBCKoif )],aqeif CTaJIIIHa. 
I1poBepIDIMCh M nepenpOBepHJIMCh Bce )!(lIJIhQhI )],OMOB, OKHa KOTOphIX 
BhIXO)],lfJIlI Ha yJIIIQy. He BHyllIaBllilIX )],oBeplIH 3aCTaBJISIJIlI MeHHThCH 
lfJIli Bo06me ye3)!{aTh 1I3 MOCKBhI. ECJIIi K ap6aTQy nplIe3)!{aJIlI roCTII 
lfJIlI )],a)!{e Ha O)],Hy HOqh OCTaBaJICH 3HaKOMhlif lfJIlI pO)],CTBeHHHK, 
X0351I1H 6hI.JI 06H3aH no)], CTPaXOM caMhIX CypOBhIX penpecclIif, BnJIOTh 
)],0 BhICeJIeHlIH, )],OJIO)!{IITh no <popMe cBoeMy ynpaB)],OMy. Bce qep)],aKIi 
[ ... ] 6bIJIlI OneqaTaHbI li 3aIIJIOM6lIpOBaHbI. }J nOMHIO, )!{eHmHHhI 
)!(aJIOBaJIMCh - Her)],e CyllIliTh 6eJIhe. Ka)!{)],ble 100, eCJIIf He 50 MeTPoB 
no BceMy Ap6aT)' KpyrJIhle CyTKII CTOHJIIi "TOnT)'HhI", lfJIlI, no­
HallleMy, "PBK" (pyKM B KapMaHax). B XOJIO)],Hoe BpeMH OHlI 3aXO)],IfJIH 
rpeThcH B nO)],'be3)],hI, HO B yTpeHHHe Il BeqepHlie qaChI, Kor)],a X03HHH 
rrpoe3)!{aJI no yJIlIue, npH JII060if noro)],e CTOHJIIi Ha CBOHX MeCTax. [ ... ] 
I10JIHhlif nopH)],OK 06eCneqHBaJICH. HM rpa6e)!{eif, HH KBapTlIpHhIX 
Kpa)!{ Ha Ap6aTe HIIKor)],a He Ha6JIIO)],aJIOCh... .D:aplO 3TOT <paKT 
3amMTHliKaM CTaJIIIHII3Ma. 

In the mid-30s the troubled times began again, in that the siIent, largely 
residential Arbat suddenly and unexpectedly acquired the status of a 
supreme govemment street, or as the whispers had it, "the Georgian 
Warpath". The Arbat Iinked the Kremlin to Stalin's "closest" Kunts 
dacha-if you Iived in a house overlooking the street, you received 
constant checks. Anyone deemed untrustworthy was forced to move, or 
more often leave Moscow entirely. Ifa resident of the Arbat had guests, 
or if a friend or family member stayed for even one night, the ho st had 
to report to his house manager in full and due fonu or face the harshest 
repression, up to and including eviction. The attics were all sealed off 1 
remember the women complaining there was nowhere to dry their 
wash. Along the entire street at one hundred- if not fifty-metre 
intervals, there stood round-the-clock "shufflers", or, as we called 
them, "HIPs"-Hands ln Pockets. When it got cold they would come to 
wanu up in the doorways, but in the momings and evenings, when the 
Boss drove down the street, they were at their posts no matter what the 
weather. [ ... ] Absolute order reigned. The Arbat had no robberies or 
break-ins whenever it was under watch... 1 concede this to the 
defenders of Stalinism. 259 

The years following the leader' s death saw more of the profound, regrettable 

changes come to this part of the metropolis: 

2581. Levin, Arbat: Odin kilometr Rossii (Moscow: Galart, 1993) 150. 
259 Levin 48. 
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MOH HCTOpHlJeCKaH pO,I(HHa - Ap6aT [ ... ]. Ap6aTa HeT y)!(e. Ap6aTa 
HeT. 3TO He Ap6aT. OH HanOMHHaeT OlJeHb MHoro 3ana,I(HblX ynHU, 
OlJeHb MHOro - :no TaKOll 3ana,I(HhIll CTaH,I(apT. Hy H .I(yMalO, lJTO :no 
OT 6e3BKYCHUhI HallIell [ ... ]. 3alJeM 6hInO :ny ynHUY-TO pa3pyllIaTh? 
3TO OIDITh BeiJ,h Bce CBOiJ,HTCH K lJeMy? BOT CHiJ,HT KTO-TO B 
MOCCOBeTe, a ero I1pHHTenh - apxHTeKTop, eMy HaiJ,O npoHBHTh ce6H 
KaK-TO. Hy ,I(OroBOpHnHCh. A KTO-TO TaM cpoHapH yMeeT iJ,enaTb - OH 
CBoe TYiJ,a BHec: OiJ,Ha KOMnaHYU!. A Teneph MhI roBOpHM «Macpmm, ,I(a? 

My historical homeland is the Arbat [ ... ]. The Arbat is no more. There 
is no Arbat. This isn't the Arbat. It resembles SO, so many Western 
streets-it's such a Western stereotype. But 1 think it's from our lack of 
taste [ ... ]. Why did they destroy this street? Again, what does it aIl boil 
down to? There's somebody sitting in the "Mossovet", he has an 
architect friend and he needs sorne way to prove himself. So it's settled. 
And somebody else knows how to make streetlights-he brings his 
business in: it's aIl one group. Though now we say "mafia", right?260 

Okudzhava never made his peace with the new Arbat. For an account of the new 

Arbat, Levin may be consulted yet again: 

HHKaKoro KacaTenhCTBa K TOMY, lJTO H3BeCTHO B OTelJeCTBeHHOll 
KynhTYpe KaK "Mrrp Ap6aTa", HhIHeUIHHH ynrrua He HMeeT. C03iJ,aeTCH 
TaKoe BnelJaTneHHe, lJTO Bce TO, lJTO KOriJ,a-TO cocTaBmmo iJ,HO 
MOCKBhI, a nOTOM Ha iJ,eCSlTHneTHH 3aTaHnOCh, pa30M nOiJ,HHnOCh, 
B03nHKOBano H yTBepiJ,rrnO CBOH iJ,rrKHe Macprr03Hhle 3aKOHhI, BhI6paB 
rnaBHOll )!(epTBOH HMeHHO Ap6aT - caMbill rrHTennHreHTHhIll rr nOToMy 
caMhIH 6e33arurrTHhIll yronoK ropOiJ,a. 

There is no connection between what our patrimonial culture caIls "the 
world of the Arbat" and the street oftoday. One has the impression that 
everything which once composed Moscow's underbeIly, and then went 
on to hide for decades, rose up at once, rejoicing and establishing its 
wild, mafioso laws, with the main victim being the Arbat itself-the 
most intelligent and thus the most defenceless corner of the city. 261 

Okudzhava comments on the old and new Arbat in one of his interviews: 

JI n106rrn MOCKBy BCeriJ,a, BClO )!(H3Hh. Teneph H eë pa3n106rrn - OHa 
CTana cnrrllIKOM ocprrurranhHoll, Ka3ëHHOll rr nOKa3Holl. [ ... ] JI )!(Hn Ha 
Ap6aTe c 24-ro ro,I(a no 41-ll. B 41-M MeHH Bblcenrrnrr. ro eCTh, He TO 
lJTO BhIcenrrnrr, a SI yllIën Ha cppOHT, a Kor,I(a SI BepHynCH, KBapTHpa 
6hIJTa 3aRS!Ta, H MHe eë He BepHynrr, nOToMy lJTO H lJHCnHnCH ChIHOM 
BparOB HapO,I(a - 3HalJHT, H He Mor 3a Heë BoeBaTh. YI c Tex nop c 
Ap6aTOM 6hInO nOKOHlJeHO. [ ... ] Ap6aT 6hIna npeneCTHaH ynHua -
BHeUIHe. ,[VIH MeRS! 3TO pOiJ,HaH ynrrua, H OlJeHh n106nlO 3TY ynHuy. Ho 
CelllJaC H He CKnOHeH l-l,I(eanrr3rrpOBaTh npOUInoe. BhI 3HaeTe, 3TO 6b1na 

260 Petrakov 217. Ultimately, Okudzhava c1aimed not even to recognise his old home: Ap6ama 60llbUle 
Hem: pacmG5lJl Cl106HO CBelJeHbKa ... [The Arbal is no more-il melted like a lit/le candie ... ]. Bulat 
Okudzhava, "Arbata bol'she net: rastaial slovno svechen'ka ... ," Stikhotvoreniia (St. Petersburg: 
Akademicheskii proekt, 2001) 482. 
261 Levin 177. 
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npaBHTeJIhCTBeHHall TPacca: no :noH Tpacce e3)J,ITJI CTamiH, n03ToMy 
Bee BOpOTa H 110)J,'be3,llhI 6bIJIU 3a6uTbI Cl1elUfaJIbHbIMH JIIO,llbMH. Hy 
Tor)J,a 11 3TOro He 110HHMaJI KaK-TO, H ,lla)l(e HHTepecHO 6hIJIO. A CeH1JaC 
BcrrOMHHaTh 06 3TOM HenpIT1lTHO. )l(ITJIH cKy1JeHHO, rrO)J,aBJIlIlOI.l\ee 
60JIhUŒHCTBO - B KOMMyHaJIhHhlX KBapTrrpax. [ ... ] Teneph 1JTO 
KaCaeTCll HOBoro Ap6aTa, 11 ,llyMaIO, 1JTO 6y,lleT 3aMe1JaTeJIbHa5I HOBa5I 
yJIHlI,a c npeKpaCHhlMH ,llOMaMH n033HH, KHH)I(HhlMH Man13HHaMH, 
peCTOpaH1JHKaMH "MacTep H MaprapHTa" - )J,JI1I HHocTPaHlI,eB, HO ... 
Ap6aTa He 6Y,lleT. Ap6aTa He 6Y,lleT. TIOTOMy 1JTO BhICeJI5IIOTC5I 
ap6aTlI,hl, a OHH COCTaBJIlIlOT KJIHMaT paHOHa. BOT 1JTO caMoe rJIaBHOe H 
caMoe l1e1JaJIhHoe. A 3aCeJI5IIOTClI HeH3BeCTHhIMH JIIO,llhMH, )J,JI1I 

KOTOphIX Ap6aT - TOJIhKO Ha3BaHHe H 60JIbilie HU1Jero. 

1 had always loved Moscow, my whole life. Now my love came to an 
end-she became too formaI, bureaucratie and ostentatious. [ ... ] l lived 
on the Arbat from 1924 to 1941. In 1941 1 was evicted. l mean, not 
exactly evicted, but 1 went to the front, and when 1 came back the 
apartment was taken, and they didn't retum it to me because l was 
considered the son of an Enemy of the People-meaning 1 couldn't go 
to war for her either. And from then on it was over between the Arbat 
and me. [ ... ] The Arbat was a lovely street-on the surface. For me it's 
my home stre~t, and 1 love it very much. But now 1 don 't tend to 
idealize the past. You know it was a govemment road: Stalin used it, 
which is why all the gates and entrances were loaded with a particular 
kind of people. But at the time 1 didn't really understand things, and it 
could even be interesting. Though it's unpleasant to think back on now. 
The vast majority of us lived boring lives in communal fiats. [ ... ] Now 
as for the new Arbat, 1 think it will be a wonderful new street with 
beautiful poetry clubs, bookstores, little "Master and Margarita" 
restaurants for the foreigners ... but it won't be the Arbat. It won't be 
the Arbat. Because its real residents are moving away, and they make 
the area's atmosphere. That's the most important and saddest thing of 
ail. And unknown people are moving in, for whom Arbat is a name and 
nothing more. 262 

In view of such changes, Okudzhava preferred to portray himself as an immigrant, 

expelled from his own home, as can be seen in the poem JI 6blcelleH C Ap6ama -

ap6amCKuii 3MuzpaHm ... [1 am evicted from the Arbat-an Arbat émigré ... ]: 

262 Petrakov 214-15. 

51 BbleeJIeH c Ap6aTa - ap6aTcKHH 3MHrpaHT; 
B Ee360)l(HOM rrepeyJIKe XHpeeT MOH TaJIaHT. 
BOKpyr 1Jy)l(He JIHlI,a, Bpa)l(e6HhIe MeCTa. 

(1 am evicted from the Arbat-an Arbat emigrant; 
My talent lies withering in Bezbozhnyi /Godless/ Lane. 
Ali around are foreign faces, hostile plaees.)263 

263 Bulat Okudzhava, "la vyselen s Arbata - arbatskii emigrant. .. ," Serskaia molodezh 2 (1983): 26. 
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This poem constitutes one of the strongest statements ever made by Okudzhava 

concerning the old and new Arbats. Here, in the first stanza, the lyrical hero has already 

mentioned Godless Lane-the official name of Okudzhava's home street after the War-

making this an extremely personal poem from the very beginning. Negative vocabulary is 

used to de scribe the new Arbat, which the lyrical hero left with only a rose in hand: 

today, the Arbat is inhabited by oKKynalimbl [invaders], 'Jy:JICe3eMl1bl [foreigners] and 

'Jy:JICue Jlul1a [foreign faces], who greet each other with pe'Ju liecepde'Jlibl U XOJlOdlibl 

nupbl [insincere speeches and cold festivities ]. The new residents can be distinguished by 

their X0351UCKa51 noxodKa, liadMelilibze ycma [proprietary step, arrogant lips]. The lyrical 

hero's bread is bitter, and he feels ebldeopeli, 3amep511i cpedu 'Jy:JICux cyde6 [expelled, lost 

amidst strangers 'jates]. At one point he goes so far as to compare his suffering with that 

of Christ on the cross. Unable to survive outside its usual friendly habitat on the old 

Arbat, his rose freezes and its petaIs fell away. By the final verse, the two opposing 

Arbats-and the poet's affinity for the earlier one-have been made abundantly clear. 

The children of the Arbat find safety not in the future, not in the present, but 

somewhere in the past. The ap6amcKuu 3MU2palim [The Arbat émigré]264 is devoted to 

Moscow with his heart and soul-but not to the modern one. He cherishes the old, 

vanished Moscow of the past, with its traditions and old houses. Likewise, the deop51liuli 

c ap6amcKo2o deopa [nobleman from an Arbat courtyardJ265 is unable to accept any 

changes in the town of his childhood. In the new Moscow, a representative of the Soviet 

spiritual nobility, intelligentsia, is alone in the crowd and the trolley buses carry 

264 Bulat Okudzhava, "Arbatskie napevy," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 
1989) 225. 
265 Bulat Okudzhava, "Nadpis' na kamne," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 
1989) 227. 
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nomepneetuux e 1I0ttU Kpytuellue [crash victims of the night]266. The nobleman tums his 

gaze backwards and seeks help from the his beloved ap6amcmeo [Arbathood]: 

Corpeii Hac Bcex Il co6epll, ap6aTcTBo. 

(Arbathood, warm and gather us all.)267 

The home that Okudzhava laments is not limited to the space of a single street, 

however, and the Arbat's meaning has expanded to represent the whole of bygone 

Moscow, all disappearing Russian cities, or the entire changing nation: 

Ax, Ap6aT, Moii Ap6aT, 
ThI - Moe OTeqeCTBO. 

(Oh, Arbat, my Arbat, 
You are - my fatherland. )268 

The street has gradually been elevated to accept the semantic and emotional 

burden of the country as a whole. In the first of three verses, the lyrical hero makes a 

following apostrophe to the Arbat: "mbl - Moe npU3eallUe" [you are my vocation]269. In 

the second verse a divine layer is added to the paean-"Mbl - MOR peJlU2UR" [yOU are my 

religion ]-and only in the third do the readers leam that "mbl - Moe omettecmeo" 1Y,0u 

are my fatherland]. 

Quick perusals of JleblCeJlell c Ap6ama and lleCellKa 06 Ap6ame leave no doubt 

that the old Arbat represents the virtue and worth of the entire country, as Okudzhava 

remembers it from his childhood -his declamations against the new residents of his 

street are raised equally against the usurpers of the nation. His intense love for Moscow' s 

266 Bulat Okudzhava, "Polnochnyi trolleibus," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 140. 
267 Okudzhava, "Nadpis' na kamne," lzbrannoe: Stikhotvoreniia 227. 
268 Bulat Okudzhava, "Pesenka ob Arbate," Veselyi barabanshchik (London: Flegon Press, 1966) 36. 
269 Okudzhava, "Pesenka ob Arbate," Veselyi barabanshchik 36. 
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old Arbat270 does not translate to any of his other "city poems," however, of which there 

are not a few. Whether he sets these poems on some other Moscow street or in the capital 

in generae71 , in the metropolises of distant countries (Salzburg, London, Los Angeles, 

Portland, New York and Manhattan, Cologne and Parisi72 or (a few times) in Polish 

towns,273 the theme is humanistic rather than strictly urban: the city serves as the 

backdrop for a discussion of friendship, love, hope, nostalgia, or human destiny. Odd, 

then, that this "city poet" should have so few poems about city life-the bard rarely sings 

about the city at aIl, preferring to use his feelings toward one city or another as a 

springboard for his true interest. 

270 Nostalgia and love for the old Arbat are expressed in the poems: YJlulja Moeu JlI066U [Street of My 
Love], Mbl npueôeM myôa. npueôeM ... [We will get there, we will ... ], PacKpbl6alO cmpaHuljbl JlaÔOHeu ... [I 
open the pages ofpalms ... ], Ap6amcKuu pOMaHc [Arbat Romance],pemcm60: CUHeJlO ympo: SblJlO paHo ... 
[Childhood: Morning had broken: It was early ... ], Ap6amcKuu Ô60pUK [Arbat Yard], Ap6am 6epy C c060u 
- 6e3 Hezo HU Ha maz... [1 take the Arbat with me-] can 't take a step without if...], Ap6amcKoe 
6ôoxH06eHue, WlU 60cnOMUHaHUR 0 ôemcm6e... [The Arbat Inspiration, or Memories of Childhood], 
Ap6amcKue Hane6bl [Arbat Melodies], [JepeyJlOK SO:J/Cecm6eHHblM .. ./HG36aH/ [Lane . ../called/ 
Bozhestvennyi], and lfaenumbe Ha Ap6ame [Taking Tea on the Arbat]. 
271 The poems in which Moscow and its streets are used just as a background are, among others: KOpOJlb 
[King], lfac06ble Jl1066U [Love Cuards], [JeceHKa 0 HO'lHOU MOCK6e [The Song about Moscow at Night], 
SblJlOe HeJlb35l 60pomumb... [You can 't go back ... ], KaK MHe Hpa6UmC5l no [J5lmHUljKOU 6 MamuHe 
npoe3:J/Camb! [How 1 Love Driving on Piatnitskaia Street!], ponembl 6ee neCHU. 11 mO'lKa ... [Ali the songs 
have been sung. Period ... ], 3ma KOMHama [This Room], [JeceHKa 0 MOCK06CKUX OnOJl'leHljax [The Song 
about Moscow Militiamen] , TpaM6au [Streetcars] , [JOJlHO'lHblU mpoJlJIeu6yc [Midnight Trolley Bus], 
MOCK06CKUU Mypa6eu [Moscow Ant], Pe'lUmamU6 [Recitative] , CKG3Ka [Tale], Haônucb Ha KaMHe 
[Inscription on a Stone], MocK6a 6ce cmpoumc5l, moponumc5l [Moscow Keeps Crowing and Coing], 
BocnoMuHaHue 0 pHe JI06eôbl [Memory of V-Dcry], Kozôa 3amuxalOm opKecmpbl 3eMJlU ... [When the 
wor/d's orchestrasfal! silent ... ]. 
272 Omoe3ô [Departure], SblJl JJOHÔOH npeôo MHOU. A HblH'le 6H06b 6ee He mo :J/Ce ... [London lcry before me. 
And now nothing is the same ... ], JI 6 KeJlbHe :J/CU6y. B03Jle KOneJle6a ... [I live in Cologne. Next to 
Kopelev ... ], MaHxemmeH [Manhattan], 36e3ôa rOJlJlU6yôa [Hollywood Star], JlH6apb 6 Oôecee [January in 
Odessa], pemcm60 [Childhood], JIupamCKa5l JlUpU'leCKa5l [Piratical Lyrical Song], JIapu:J/CcKa5l rjJaHma3UR 
[Parisian Fantasy], JIapu:J/C ÔJl5l mozo, 'lm06 xoôumb no HeMy ... [Paris was madefor walking ... D. 
273 Krakow in JIpoUfaHue c [JOJlbmeU [Farewell to Poland], Warsaw in JIymemecm6ue no HO'lHOU Bapma6e 
6 ÔpO:J/CKax [Horse Cab Trip through Warsaw at Night] and YKpameHue :J/CU3HU Moeu ... [Adornment ofmy 
life ... ]), Wroclaw in BpOljJla6: JJUJl06ble cyMepKU. [Wroclaw: Pur pie dusk.]). 
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In an apparent exception to this rule, Okudzhava does reserve special words for 

St. Petersburg and its inhabitants. In certain poems,274 the lyrical hero daims it as a home 

away from home: 

Be,n:b 51 He 3KCKypcaHT, HeBa TIe1'pOBHa, 
5I npOCTO O,n:MHOKMM qeJIOBeK. 
Mbl CHOBa p5l,n:OM. KaK 51 K BaM OpMBbIK! 

(Y ou see l'm no tourist, Neva Petrovna, 
l'mjust a lonely man. 
We are together again. 1 am so used to yoU!)275 

In JleHuHèpaÔCKa5l My3blKa [Leningrad Music] and,L7oM Ha MouKe [House on the 

Moika], the lyrical hero makes general observations on life anchored in imagery from the 

modern city: 

Ee MbI TooqeM ynoeHHo M npeCTYnaeM OKpbIJIeHHO, 
11 Kpy)KHMC5I, M KyBblpKaeMC5I, M He 60MMC5I 

HM qepTa. 
TIporyJIMBa5lCb B,n:OJIb no Ha6epe)KHOH, ope,n:BH,n:eTb 

Hlfqero HeJIb351. 
[ ... ] 
Ho po,n: JIIO,n:CKOM B nporyJIKe TOM He y6eperc5I 

OTypoHa ... 

(We tramp le her in ecstasy and transgress her with inspiration, 
And we whirl, and flip, and are not one bit 

Afraid. 
Walking along on the embankment, nothing at all can be 

Foreseen. 
[ ... ] 
But on this walk the human race cannot save itself 

From harm ... )276 

St. Petersburg also takes centre stage in a fantastic poem called 3HOU [Intense 

Heat], built around the simple alliteration of the letter "II" ("p"), a consonant integral to 

274 Ho'lb 6eJla5l: Omm B3pOCJlble, KaK ôemu ... [White night: Adu/ts sleep like children ... ], 17JlblBym ôOMa, 
KaK Kopa6Jlu [Houses Sail Like Ships], HeBa IIemp06Ha, B03Jle Bac Bce JlbBbl [Neva Petrovna, Lions Still 
Stand by You]. 
275 Bulat Okudzhava, "Neva Petrovna, vozle vas vse l'vy,'' Stikhotvoreniia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 137. 
276 Bulat Okudzhava, "Dom na reke Moike," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 
1989) 205. 
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the city of white nights277
. Only nine words out of fi ft y one begin with a different sound: 

6, 3a, MOJ/Cem 6blmb, UM, 6, Ha, U, 63èJl51Ô. The 900-day Siege of Leningrad, perhaps the 

most desperate battle of WWII, features in JIemHuu caô [Summer Garden], IIp060Ôbl 

lOHKep06 [The Cadets' Send-ojJJ, JIeHuHèpaÔCKa51 3JleèU51 [Leningrad Elegy] and IIeceHKa 

o ([>oHmaHKe [The Song about the Fontanka].278. It is hard to know how much ofthese 

poems is an elegy to St. Petersburg, and how much a retum to Okudzhava's familiar 

pacifist campaign. Leningrad, the second city of Empire, had a high number of casualties, 

but so did the rest of the country-and Okudzhava is manifestly more concemed with 

innocence than civic pride, reserving for Leningrad only a background role. 

A survey of the St. Petersburg poems does not, in fact, reveal a single poem 

invested with the kind of love he reserves for the Arbat. The poems about this Moscow 

street are distinguished for their connection with the relative happiness of Okudzhava's 

childhood memories: 

li MaJIhqllK c fllTapOH B 06HllMKy 
Ha 3TOM ap6aTcKoM LlBope. 

(And a boy embracing a guitar 
ln this Arbat yard. )279 

Those early days were quiet and peaceful, as yet 6e3 ÔpaM U pac'-tema [without 

dramas or reckoningf80. They were spent bathed in the warmth of the hearth: 

fLle HY)!{HO MaJIO LleHer 
1.{T06hI CqaCTJIllBhIM 6hlTh. 

277 The letter "0" belongs, of course, to Peter, Petersburg, and the brief revolutionary name of Petrograd. It 
is the letter with which the name of Leningrad started before Stalin's decision to honour Lenin by naming 
this city after him. ChronologicaIly, St Petersburg after the faIl of the Romanovs sounded to sorne too 
German, so the town was renamed as Petrograd. After Lenin's death, Stalin decided to rename it again as 
Leningrad. (Compare Service 27 and 154). 
278 For details on the August 1941-January 1949 siege, see: Service 261,264-67,285. Compare, as weIl 
Hosking, A History of the Soviet Union 200, 279-82. 
279 Bulat Okudzhava, "Dopety vse pesni: 1 tochka ... ," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 161. 
280 Bulat Okudzhava, "Eta komnata," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 1989) 95-
96. 



(Where not much money is needed 
In order to be happy.)281 
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T 0 the poet, the Arbat encapsulates the unsullied innocence of his childhood 

space: 

MhI CJIemeMCH, KaK Bop06bl1-
CTOI1T TOJIbKO cHery CTaHTb­
TIpHMO B ymUlY cBoeM m06BI1, 
[ ... ] 
r)l,e BOCnOMI1HaHl1H, CJIOBHO npoco, 
C06m13AAIOT HenyTeBblx Hac. 

(We fly down like sparrows-
The snow needs just melt down­
Straight onto the street of our love, 
[ ... ] 
Where memories, like millet, 
Tempt our shiftless selves.)282 

The Arbat's spell has the power to draw back aIl its émigrés, thirsty for 

innocence. It takes care of the XyÔOCOllllbW ôemu C Ap6ama [sickly children of the 

Arbat]283 like a mother: 

MbI npl1e)l,eT ry)l,a, npl1e,11,eM 
TIpOe)l,eM - 30BI1 He 30BI1-
BOT no 3TlfM KaMeHIfCTbIM, 

TIo 3TlfM 
OCblI1alOIUIfMCH )l,OpOraM JII06BI1. 

(We will come there, come 
Drive by-bidden or not­
On these self-same stony, 

On these 
Crumbling streets oflove.i84 

Thus, the generation that weathered the maelstrom of the Terror and the War finds 

refuge in its earliest memories. The sad fact is that the modem-day interlopers on this 

street can only ever guess at the devastation that fuels phrases such as these: 

281 Okudzhava, "Eta komnata," Izbrannoe: Stikhotvoreniia 96. 
282 Bulat Okudzhava, "Ulitsa moei liubvi," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 257. 
283 Bulat Okudzhava, "My priedem tuda, priedem ... ," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 83. 
284 Okudzhava, "My priedem tuda, priedem ... ," Izbrannoe: Stikhotvoreniia 83. 



florona nBanuaToro BeKa 
Haqa.JIaCb Ha ap6aTCKoM .!lBOpe. 

(What really counts in the twentieth century 
Began in the Arbat yard.)285 

As children they might still believe in kind fate and limitless possibility: 

. ElUe MOSI rrOxo.!lKa He 6brna CMellIHa, 
ElUe rrO.!lOiliBbI He rrOOTPblBa.JIliCb, 
3a Ka)K.!lblM rrOBopOTOM, r.!le My3bIKa CJIbIIIIHa, 
KaKlie MHe y.!laqli OTKpbIBa.JIliCb! 

(My step was not yet funny, 
My soles not yet coming off, 
Around each music-filled corner, 
What fortunes lay in wait!i86 
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From the distant future of 1982, however, the lyrical hero looks back on these 

youthful deI usions with nostalgia: 

5{ TOCK)'IO, li IIJIaqy, li rpe~ 
flo CBSlTbIM rro ap6aTcKliM MeCTaM. 

(I grieve, 1 cry, and fantasize 
Over the Arbat's holy places.)287 

A specific group of Arbat poems evokes the enchantment and mystery of the pre-

war street288
. The reader sees it through the wide eyes of a boy, whose world consists of 

babysitters, shabby court yards and the deep music of church bells, who sees a janitor 

. through a frost-covered window and imagines he is a god. The fantastic escapism of 

childhood lives on in the memories of those whose youth was cut short by war: 

ElUe .!la.JIeqe .!l0 BoeHHblX rp03. 
ElUe 3ara.!lKOH MaHliT rrO.!lBOpOTH». 
ElUe SI )Kli3Hb cBepSiIO rro .!lBOpy 

285 Bulat Okudzhava, "Raskryvaiu stranitsy ladonei ... ," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii 
proekt, 2001) 179. 
286 Bulat Okudzhava, "Arbatskii romans," lzbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 
1989) 161. 
287 Bulat Okudzhava, "Arbatskie napevy," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 391. 
288,aemcm6o: CUHeJlO ympo: 5blJlO paHo ... [Childhood: Morning Has Broken: It was early ... ], Pe'lUmamU6 
[Recitative], CKG3Ka [Tale], HaOnucb Ha KGMHe [Inscription on a Stone], Ap6am 6epy c co6olo - 6e3 Hezo 
HU Ha UlGZ ... [J take the Arbat with me - I can 't take a step without it ... ], and Ap6amcKoe 60oxHo6eHue, WlU 
6ocnOMUHaHUR oOemcm6e ... [An Arbat Inspiration, or Memories ofChildhoodj. 



11 He rrO)J,03peBaIO, l[TO yMpy, 
KaK B TOM He COMHeBalOCb cero)J,HS!. 

(The storm clouds still far away. 
The threshold's mystery still beckons. 
1 still weigh the life in my yard 
And never suspect that 1 will die, 
Just as 1 have no doubt ofit today.)289 
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The lyrical hero sees his old neighbours as an extended family, bound by past and 

future events. The streets themselves appear as relations-their narnes are forgotten 

CJlOeHO àeàoe UMeHa [just like the names of our forefathers]29o. The bond of blood 

outlasts the march of time, however: 

)JÜlBeT B )J,ywe, He TaS!, 
IlyCTb Henerra, )J,a CBOS!, 
3Ta 3BOHKaSl, cBSlTaSl, 
Ilope)J,eBwaSl ceMbSl. 

(In the soul, unconcealed, 
Perhaps ridiculous, but our own, 
Lives this ringing, holy, 
Diminished family.)291 

Of course, Arbat natives are more sensitive than anyone to the contradictions that 

live on their modem street-at times their warrn feelings are given the lie by the poor, 

grey lanes that surround them: 

IlepeynoK bO)KeCTBeHHbIM 
Ha3BaH MHOM MSI qero? 

(Why do 1 cali this 
Godlike Lane?/92 

In reality, Okudzhava disliked the insensitive, irreligious narne of his street, and 

would replace Ee360J/CHbtU [Godless] with EOJ/Cecmeemiblu [Godlike ]293. He felt his 

chosen word expressed lImo-mo à06poe, CUJlb1l0e [something good and strong]294. 

289 Bulat Okudzhava, "Arbatskoe vdokhnovenie, ili vospominaniia 0 detstve ... ," Izbrannoe: Stikhotvoreniia 
(Moscow: Moskovskii rabochii, 1989) 103. 
290 Bulat Okudzhava, "Goillon ploshchadi Petrovskoi.. .," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 302. 
291 Okudzhava, "Gomon ploshchadi Petrovskoi ... ," Izbrannoe: Stikhotvoreniia 302. 
292 Bulat Okudzhava, "Pereulok Bozhestvennym ... ," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 304. 
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Okudzhava's generation was destined to leave its modest, familiar homes on the 

Arbat. Even as they packed their bags for their uncertain fates on the front, they swore 

that they would never forget their former neighbourhood: 

B MeIIIKe BelII,eBOM H 3aIIJ1eQHOM 
JIe)!<HT B yroJIKe 

He60JIblllOH, 
He CJIbIBlllHH, KaK H, 6e3yrrpeQHbIM 
TOT ,n:BOp C QeJIOBe%eH ,n:ylllOH. 
CHJIbHee H C HHM H ,n:06pee. 

(In a corner of my knapsack 
There lies, 

Small, 
Not beyond the suspicion ofreproach like l, 
That yard with a human soul. 
1 am stronger with it, and better.)295 

And then there is nothing left but to step onto the undiscovered road of life. In 

another poem, Okudzhava allows his lyrical hero to tum back one more time, to make a 

final request of his beloved street: 

TM HayQH JIl06BH, Ap6aT, 
A ,n:aJIbiiie - ,n:aJIbiiie Hallie ,n:eJIo. 

(Arbat, you teach us how to love, 
As for the rest-the rest is up to US.)296 

293 The following conversation can be found in Petrakov, Bulat Okudzhava: 'la nikomu nichego ne 
naviazyval...' 214-15. Ee36oJ/CHblU nepeyJloK cmaJl JlpomononoBcKUM. Paàocmb JIU 3mo àJlR Bac? -
KOHe'JHo, paàocmb. JI BaM CKaJ/Cy, 'Jmo Bce2àa 'JyBcmBo HeJlOBKOCmu y MeHR 6bIJlO. JI Beàb e20 He Ha3BaJl 
Ee360J/CHb1M - 3mo B 23-M 20ày e20 Ha3BaJlU, Hy KaK pa3 He3aàoJl20 ào Moe20 pOJ/CàeHUR 3mo npOU30UiJlO. 
A MHe Bce2àa KaK-mo HeJlOBKO 6blJlO. J1 Bce BcnnëcKUBaJlU pyKaMU U 20BOpUJlU: «Ax! HeyJ/CeJlu maKoe 
MOJ/Cem 6blmb?!» J(a Bom maKoe ... K02àa R àaBaJl aàpec. A nomOM R nepecmaJl 20Bopumb Ee36oJ/CHblU, U 
K02àa cnpaUiUBaJlU, R 20BOpUJl aàpec: «EoJ/CecmBeHHblu nepeyJlOK, àOM maKOU mo ... » - U R nOJly'JaJl 
nUCbMa. KaK XOpOUiO pa60maem nO'Jma U KaKou 3aMe'JameJlbHblU nO'JmaJlboH! [Bezbozhnyii [Godless} 
Lane became Protopopovskii. Are you happy with that change? - Of course 1 am. 1 can tell you, il always 
left me feeling embarrassed. 1 mean, 1 wasn't the one who called it Godless-it was named in 1923, it 
happened pretty much right before 1 was born. But it was a/ways a bit embarrassing to me. And everyone 
would wring their hands and say: 'Oh, you can 't be serious?!' Something along those fines, whenever 1 
gave out my address. So laler 1 jusl stopped saying Godless, and when they asked 1 said: 'Number such­
and-such, Godlike Lane ... ' And 1 got the letters. How weil the postal service works, and what a wonderfui 
postman!]. 
294 Okudzhava, "Pereulok Bozhestvennym ... ," Izbrannoe: Stikhotvoreniia 304. 
295 Okudzhava, "Arbatskii dvorik," Stikhotvoreniia 176. 
296 Bulat Okudzhava, "Pesenka 0 moskovskikh opolchentsakh," Stikhotvoreniia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 323~ 
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Years later, the survivors of Okudzhava's generation will be found sitting before 

the fire, blankets on their knees, reflecting upon their lives. Like the lyrical hero of 

lfaenumbe Ha Ap6ame [Taking Tea on the Arbat], the shelter, food and wannth of the 

homes the survivors have made are infinitely superior to the front line. But they returned 

to a very different Moscow. Long gone are the human proportions of the small yards and 

simple houses that they fought to see once more; the culture of construction projects, 

noise and bustle took their place. The old houses that Okudzhava loved to personify are 

dying, and the reader enters a new group of poems-one where the cold, deathless steel 

of the new Moscow takes the fore297
• It is an impersonal, industrial horror, populated 

more by bulldozers than men, and demanding the deferential address of 6bl, instead of the 

familiar mbl. 

The poem Y Cnaca Ha KpyJ/CKe 3a6blmo HaUle Oemcm6o ... [Near Spas our 

childhood was forgotten .. .] introduces an outstanding feature of the empty, arrogant 

capital. Moscow' s youth had once reveled in their informaI meetings, which often 

transformed into impromptu intellectual salons. In their place, only fearful silence 

remains: 

Bce MeHblIIe MeCT B MOCKBe, r,ll,e eCTb 
o '-leM nocnopMTb, 

Bce 60JIbliie MeCT B MocKBe, r,ll,e eCTb 
o '-leM MOJI'-IaTb. 

(There are fewer and fewer places in Moscow with 
Something to argue about, 

There are more and more places in Moscow with 
Something to be siIent about.) 298 

297,l(aMa HOJ/CeK He 3aMO'lUm [A Lady Won 't Wet Her Dainty Feet], Hadnucb Ha KaMHe [Inscription on a 
Stone}, Ha pacC6eme [At Dawn}, Cmapblu dOM [The Old House}, ,l(oM: ,l(OM npedHa3Ha'ieH Ha CJlOM. 
1136UHume ... [The House: This house is to be demolished Sorry .. .], y Cnaca Ha KpyJ/CKe 3a6blmo HaUle 
demcm60 ... [Near Spas our childhoodwasforgotten .. .]. 
298 Bulat Okudzhava, "U Spasa na kruzhke zabyto nashe detstvo ... ," Stikhotvoreniia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 371. 
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And so an proportions are altered, with the old breed of man shrinking before the 

overwhelming dominion of machines: 

ThlKy~a, ~enOBe~eK? 

3TO)J{ QapCTBO 6eTOHa 11 CTanll! 
B~pyr 6ynb~03ep KaKoil.-H116y~b, 

OT 3nOCTIf co ml, 
B 3eMnlO BTOfI1IeT Te6H ... 

(Where are you going to, little man? 
For this is the kingdom of concrete and steel! 
And what if sorne bulldozer, 
Heaving with rage, 
Crushed you into the ground ... )299 

As afraid as they feel of the CmaJlbHble ttyôoeuU/a [monsters ofsteel]30o, however, 

Okudzhava' s lyrical heroes tend only to censure the humans who brought them there-at 

times, in fact, the machines appear to feel shame and degradation, ready to hi de rather 

than continue their awful work: 

Ho nepe~ HlfM nO)J{l1TCH npocrpaHcTBo 
11 KpaHbI myTcH no~060cTpacTHo, 
11 6ynb~03ephi YHll)J{eHHo nHTHTCH 
cnOBHO IIbITalOTCH Cnp5ITaTbC5I. 
CTanbHbIe ~y~l1IlI,a, 
MHe Bac )J{anKo: 
Bhl 11 cna6eii, 
BbI 11 rnyneii ... 

(But space lies down before /the /itlle man/, 
And cranes bend in servility, 
And degraded bulldozers back up, 
As if they were trying to hide. 
Steel monsters, 
l feel pity for you: 
Vou are both weaker 
And more stupid ... )301 

The real conflict is between the two generations of Muscovites-the ones who 

knew and loved the old city, and the technophiles who crush them and rob them of their 

299 Bulat Okudzhava, "Na rassvete," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 2001) 157. 
300 Okudzhava, "Na rassvete," Stikhotvoreniia 157. 
30! Okudzhava, "Na rassvete," Stikhotvoreniia 157. 
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peace. The one thing they retain is their pride, and they greet hollow sympathy with 

. . . 
lrolllC gnns: 

[ ... ] CTapbIM ap6aTcKMM pe6ffTaM CMeIIIHbI yTeIIIeHMll CJIOBa. 

([ ... ] To the old Arbat chiidren, words of comfort sound laughable.i02 

The lyrical hero of the next poem suffers from the same split personality as so 

many of his neighbours, living in the present but with his heart in the past. As a strange 

result of this condition, he retreats into cars or metro stations to hide from the streets he 

can no longer bear: 

Ho Kor):(a .li B TOJIrre IIIecTByro rro yJIMIlaM MOCKBbI, 
He MOry c):(eplKaTb OTlJaffHMff, M 60JIM, M TOC KM. 
MOM TOHKMe 3aITffCTbff rrepe):( fJIaJaMM CKpemeHbI, 
6y):(TO MHe rp03ffT HeClJaCTbff C TOll M C Troll CTOpOHbI. 

(But when 1 parade in the crowds on Moscow streets, 
1 cannot hold back my despair, my pain, my melancholy. 
My thin wrists crossed before my eyes, 
As though misfortune threatened me on every side.i03 

The Moscow underground seems safe to the lyrical hero because it, too, is a reminder of 

his childhood (ilecellKa 0 MOCKoeCKOM Mempo [The Song about the Moscow Metro D. 

The poem TpaMeau [Streetcars] provides yet another insight into the dynamics at 

work between the two Moscows. The cognitive background of the poem is easy to grasp: 

vast numbers of enormous, new houses are being thrown up before the reader' s eyes, and 

Moscow is transforming as its history disappears beneath them. From the description of 

events, the lyrical hero can only feel uneasy about the changes-the description of the 

new city lacks adornment and adjectives, and he cannot even bring himself to name 

cmapa51 MOCKea [Otd Moscow] until halfway through the poem. His one direct mention 

302 Bulat Okudzhava, "0 chom ty uspel peredumaf, otets rasstreliannyi moi...," Izbrannoe: Stikhotvoreniia 
(Moscow: Moskovskii rabochii, 1989) 24. 
303 Bulat Okudzhava, "Kak mne nravitsia po Piatnitskoi v mashine proezzhaf!. .. ," Izbrannoe: 
Stikhotvoreniia (Moscow: Moskovskii rabochii, 1989) 298. 
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of the new city is not even aIl that direct, with oblique references to its activities taking 

the place of the word "new": 

MOCKBa Bce CrpOlITCH, TOPOlllITCH. 

(Moscow keeps growing and going.i04 

It is a fast-paced life in the modem capital, and here its speed is expressed with 

the help of two consecutive verbs, used without any conjunction: cmpoumcR, 

moponumCR. The chosen verbs further magnify the madness of the rush-Okudzhava 

uses a passive form of the verb cmpOUmbC5l [to buildJ that does not even suggest the work 

of human hands, but rather a perverse self-construction as it propels itself into the future. 

The monstrous concrete city takes on its own life, with its personified brain plotting 

future actions regardless of the welfare of its newly dispensable inhabitants. The lowly 

MOCK06CKue Mypa6bu 305 [Muscovite ants] lose control of their city and of themselves. 

Old Moscow's reaction to this transformation is the subject of the remainder of 

the poem. The following range of adjectives and metaphors describes the disappearing 

past by means of its colours, smells and evocations: TpaMBaH KpaOlble [red streetcars], 

like from a museum, Cmapble ,[(BOpbI [old yards], qTO-TO àUJlu:JICal-lcoeoe [something 

stagecoach-like], cmapa5l MocKBa [old Moscow], cmapble BbIBeCKH [old signboards], 

rrepeyJIOqKH 3aytJel-ll-lble [well-known lanes], pbl:JICWl )J(eCTb [red-brown tin plate], qTO-TO 

3aàyMlfueoe [something pensive], qTO-TO Kpel-làeflbl-lOe [something pretzel-like]. A single 

adjective disobeys this nostalgic pattem-6eflbtU ceem [wide world]-but it is used in a 

set phrase-[eblumu] l-la 6eflbl'U ceem ([go out] into the wide worlel), and it is more than 

counterbalanced by the three unequivocal uses of the adjective cmapblu [old]. For the 

304 Bulat Okudzhava, "Trarnvai," Stikhotvoreniia (Sankt-Petersburg: Akadernicheskii proekt, 2001) 305. 
305 Bulat Okudzhava, "Moskovskii rnurav'i," Stikhotvoreniia (Sankt-Petersburg: Akadernicheskii proekt, 
2001) 200. 
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lanes to be "well-known," Old Moscow must have been a longtime home of the lyrical 

hero, who would have threaded his way among them with the familiarity of a schoolboy 

on a well-wom path to school. However, his self-confidence, expressed in this metaphor, 

disappears with every change in his environment. 

The new Moscow intimidates and frightens the lyrical hero, but his skill with 

stylistic devices is able to tum this to his advantage, since the emotive function of his 

tender, sincere, romantic description of Old Moscow will warm the reader to his way of 

seeing the world. The lyrical hero's persona!, emotional point of view manifests itself 

through his own idiosyncratic imagery: the peaceful lanes carry old trams that seem like 

stagecoaches; home and hearth is omnipresent in the "pretzel-like" atmosphere of 

Moscow. 

The dearest objects in Old Moscow are poetically bestowed with human and 

animal qualities. Through this device, the city' s red streetcars first CmOpOHJlmC5l, lWK 

JIOUladU [stand aside like horses] , cowering before the oncoming changes as animaIs 

would from an approaching storm. In this simile, the old streetcars and horses are 

rendered equally impotent in the face of overwhelming power, be it the new constructions 

of man or the raw force of nature, and react submissively to their new realities, 

obediently stepping aside. The streetcars possess a soul and associated feelings-they 

know their time is past and that they were allowed to ride the rails of the old city for too 

long. Their personification is yet another device meant to stir the reader' s sympathies for 

the old city-the reader's feelings for these inanimate objects can only grow when he is 

told to see them as he would good people, gentle and polite, but doomed to an 

unfortunate obsolescence. Like irrationally courteous senior citizens, in fact, when they 
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discover that everything will go on without them they simply cxoà51m C peJlbC [leave the 

rails] and stop their work. The expression cxoà51m C peJlbC points to the deeper trouble 

brewing in the city- a Russian reader will associate it with the expression coumu C yMa 

[lose one 's mind]. It becomes clear that the personified streetcars are only pretending that 

everything is in order, while their other actions betray their grave misgivings. Sparks fly 

from under their wheels just as sparks scatter from the cigarette of an old, worrying man. 

This metaphor allows the reader to learn that the old menlstreetcars are secretly ashamed 

of their outmoded age (np51l.[ym I.[mo-mo àUJluJ/CaHco6oe- they are hiding something 

stagecoach-like), and also wish to hi de their feelings of confusion, anxiety and pride from 

the world. Here is where their tragedy is fully revealed: like a number of old people, they 

feel guilty that they are still alive, still a burden on the younger generation. Old 

Moscow' s red streetcars have come to bear the semantic weight of the whole course of 

human life-its brevity, its fleeting youth and the hard fate of the elderly men and women 

neglected by society. 

In another vein, the streetcars are compared to J/Ca6opOHKU [larks]. Invested with 

animal qualities for one brief instant more, they are released from the rails that held them 

during life, and run back to their familiar routes before their fatal trip to the scrapyard. 

They are granted a final goodbye to the old gardens slated for demolition. Here the 

streetcars represent Okudzhava's Arbat generation, which was never able to fall in love 

with the new reality. 

AlI the useless things of society are sucked into a horrible dumping ground-at 

the top of the huge pile, the city's old signboards slowly die, replaced by cheap neon 

lights. The signboards live on in the waking death of the terrninally ill, mercilessly 
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ejected beyond the borders of the new society. This final personification is a fitting 

testimonial of the very material privation and mutilation forced upon those belonging to 

the past, and underlines the cruelty of the generation occupying the New Moscow, where 

there is no longer any place for the weak or the outdated. 

With its simple stylistic devices placed in the hands of the bard, the poem 

TpaM6aU achieves universal dimensions-and this is precisely why it has been 

understood by so great a circle of readers. 

Just as the poem's central idea will be clear to the most casual reader, its stylistic 

tropes are of the most easily apprehended types as weIl: the adjectival epithets, the 

metaphors, comparisons, and similes, the inanimate objects given human and animal 

characteristics. LexicaIly, the poem is replete with prosaic no uns (mpaMBaU [streetcar], 

dBOpbl [yards], peJlbCbl [rails], Mocm [bridge], nanupocbl [cigarettes], 6blBeCKU 

[signboards], and nepeyJlOl.JKU [lanes]) and expression (6ydbme maK d06pblf [would you 

be so kindl]). AlI these elements contribute to create an atmosphere of sympathetic 

familiarity with the Old Moscow. 

In reality, Okudzhava had one escape from the urban rush that was not available 

to his protagonists. He would often retreat to his dacha in Michurinets near Peredelkino, 

not far from Moscow, where he kept a simple, small-porched wooden house tucked away 

in a birch grove.306 The writer's love for nature was, he believed, reciprocal. In one of the 

two poems entitled [JOdMOCKOBbe: [JOÔMocKoBbe, [JOÔMocKoBbe ... [Moscow Outskirts: 

Moscow Outskirts, Moscow Outskirts ... ], the lyrical hero asks: 

nOLlMOCKOBbe, 
qTO MHe LleJIaTb C TBoeH 
JII060BbIO? 

306 Interview with Vladimir Avdeichikov, September 13, 1995. 
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This purported city poet also makes frequent reference to Nature and natural 

phenomena, directly or allegorically, in poems dedicated to, or bordering upon the theme. 

One of the phenomena of nature, to which Okudzhava dedicated sorne space in his 

poetry, is spring308. Excluding the sub-group of Georgia-related poems that tend to be 

escapist idealistic for special reasons, and given the political overtones of his cheeriest, 

most affectionate Nature pieces, interpretations such as the following seem to miss the 

point entirely: 

B CTHXax OKYAlKaBbI ( •.. ) 06Pa3bI npHpOAbI OTJIJ11IaIOTCH 

pOMaHTJ11IeCKOM yCJIOBHOCTblO H KpaC04HOCTbIO ( .•• ). ITpHpoAa 

y OKYAlKaBbI Ao6pa If 6e33aW:HTHa, B3blBaeT K y4acTbIO H 

yqlfT BeJIIfKO)J;ylllHlO. 

(In Okudzhava's poems ( ... ) pictures of nature are 
characterized by a romantic conventionality and colorfulness 
( ... ). Okudzava's nature is good and defenseless, encourages 
participation and teaches generousness.) 309 

While spring is traditionally a season of prolific rebirth, when people wake from 

their long winter slumber and embrace a new life of warm sun and bright colours,310 the 

season took on a second, related meaning in Russian minds after Stalin' s death on March 

5, 1953. Evidently, it constitutes an allegorical symbol of the hope for a new life, which 

came after Stalin's death. The hope unleashed in the spring of that year remains 

307 Bulat Okudzhava, "Podmoskov'e: Podmoskov'e, Podmoskov'e ... " Stikhotvoreniia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 132. 
308 BeCHa Ha flpeCHe [Spring on Presna] , lfaenumbe [Tea-drinking] , BeCHa: He60 CUHee, KaK Ha 
KapmuHKe ... [Spring: The sky is blue as in a picture ... ], BecHa: Bbl àyMaeme, XJlblHem nmulj nomOK ... 
[Spring: You think, aflock ofbirds rushes ... ], floàMOCK08be: Mapm HaMe'laemCR ... [Podmoskov'e: We 
have March in our plans ... ] and Mapm 8eJlUKoàyUlHblu [Generous March)). 
309 M.N. Epshtein. Priroda, mir, tainik vselennoi... (Moscow: Vysshaia shkola, 1990) 271. 
310 In traditional cultures springs are weil known as symbols of the beginning of life and, in more general 
terms, of ail beginnings, of genius, power, grace and al! good fortune. Jean Chevalier, and Alain 
Gheerbrant, The penguin Dictionary of Symbols (Toronto: Penguin Books, 1996) 911. For more on the 
symbolics of spring-as an image of the soul, the origin of the inner life and spiritual energy-see 
Chevalier, and Gheerbrant 910-12. 
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reinforced and inextricably tied to the promIse of the world's physical renewal-

wherever the primary (surface) reading of a Soviet-era poem discusses the bounty of 

spring, there is inevitably a parallel, secondary (under-the-surface) allegoric meaning 

evoking the euphoria and explosion of expectations that greeted the death of the tyrant3
!! . 

Though the most common reaction to the death of the supposedly immortal 

Leader was simple disbelief, sorne intellectuals dared hope that writers might now be 

freed from an oppressive State policy best summed up by Evgenii Zamiatin' s term, 

fi 
. 3!2 antaslectomy. 

The ensuing period did indeed see sorne melting of the thick ideological ice that 

had encased the country for decades, and found a suitably spring-oriented name in the 

title ofI. G. Erenburg's 1954 novel, Ommeneflb [The Thaw]. 

This seasonal allegorical language of political transformation is essential to 

understanding Okudzhava's Nature imagery. The codes it established were a fundamental 

means of expression at a time when total openness on the part of any writer was still far 

from safe. 

Okudzhava took the title for a 1967 volume of poetry from one of its poems on 

spring-Mapm 6efluKoàyUlHblu [Magnanimous March]. His stand against despair 

culminates in the finallines: 

3aqeM OTQmmaTbCH, 
Mou ,[(oporou? 

MapT HaMeQaeTCH 
BemfKo nyIIlHbIH [ 

(Why despair, 
My dear? 

Magnanimous March 

311 For primary and secondary meanings in allegory, compare Cuddon 20. 
312 Compare Evgenii Zamiatin, My. 
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Is taking shape!i l3 

The poem is full of symbols of new life, hope, and openness: Spring is manifest in 

the forest, whose gates are thrown open after a winter in burdensome clothes. Identifying 

himselfwith a forester, the lyrical hero integrates himselfin the burgeoning scene: 

y OTBopeHHblX y BOpOT JIeCHbIX, 
oTKy)],a naXHeT CblpOCTbIO, f)],e 3ByKlI 
CTeKaIOT no CTBOJIaM, CTOMT JIeCHlIK, 
11 y Hero - MOII ma3a 11 pyKI1. 

(A forester stands atthe open forest gates, 
From where it smells of dampness, where the sounds 
Are streaming down the trunks. 
He has my eyes and hands.)314 

After his long, lethargic sleep, he is eager to seize his chance at new life: 

l1 Bce CTapaeTCH He rrp03eBaTb BeCHbI 

(And tries hard not to miss the spring.)315 

The poem is replete with images of birth and flowing waters-Mother Nature 

must strain to bear the infant month of March; the phrase 3eyKu cmeKalOm no CmeOflGM 

[sounds flow down the trunks] evokes comparison with spring torrents of the thaw. The 

alliteration on the consonant "II" ("p"), the same that begins the Russian word nepeblu 

[first], stresses the novelty of the cÏrcumstances (H nepeeHlfa npUH5lmb y nepeou nOIJKU 

[And to deliver the jirst-born of the jirst budJ). The vocabulary also indicates the novel 

challenge of the situation. However, it is not as easy to take advantage of the new 

opportunity: 

Bce CHOBa BbICTPOlITb -- HeJIefKlIH CpOK, 
KaK 31IMy BbICTOHTb, XOTb II 3HaKOMa ... 

(Re building it ail will be no easy task, 
Like surviving winter, familiar though it may be ... ) 316 

3\3 Bulat Okudzhava, "Mart velikodushnyi," Mart velikodushnyi (Moscow: Sovetskii pisatel', 1967) 7. 
314 Okudzhava, "Mart velikodushnyi," Mart velikodushnyi 7. 
315 Okudzhava, "Mart velikodushnyi," Mart velikodushnyi 7. 
316 Okudzhava, "Mart velikodushnyi," Mart velikodushnyi 7. 
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The contagiously optimistic tone of "Mapm 6eJlUKoàymHblu" is reflected in other 

poems on the post-1953 springtime, such as "BecHa Ha IIpecHe" and "Lfaenumbe". 

The sudden changes these poems describe seem to suggest that the effects of 

Stalin's death surprised the lyrical hero as much as anyone else. March, the month of the 

dictator' s death, is one that reinvents the world in the blink of an eye317
. 

BeCHa Ha IIpecHe moves forward in time from March to April. Moscow residents 

are now opening their hearts, exchanging relieved comments about the recentpast, and 

welcoming the new era: 

BeCHa noryJIlifBaeT BCJIaCTb. 
OHa BpaCllJIOX MeIDI 3aCTaJIa. 
[ ... ] 
TaK 3iJ,paBcTByn, iJ,eHb! OH neTb 3aCTaBl1JI ... 

(Spring cornes in full force. 
It surprized me.] 
Long live the day! It made me sing ... )318 

The Muscovites wake from their long slumber and with new energy dive back in 

the bustle ofthe new day, happy that the new times are finally there. 

The spring, naturally, brings optimism and hope for a better life after March 1953: 

KOfiJ,a nOJIefIlaJIO KOMy-TO 
Hy npOCTO TaK, HM OT qero ... 

317 Compare from lfaenumbe [Tea-Drinkingj: 
3ma Mapm06cK05l pa60ma 
Bee MeHRem 3a mmb MUHym 
[March 

Changes il ail infive minutes] 

And from BeeeHHee [OfSpringj: 
HaUt zopoô cmaJ/ COBeeM Hey3HaBaeM ... 
[Our city became completely unrecognizable ... ] 

What is also interesting is that two out of the three above poems, touching upon the theme of sudden and 
drastic changes (Vesna na Presne 1959 and "Chaepitie" 1960), were written within several years after the 
February 1956 XXth Congress of the Communist Party, during which Khrushchev delivered his famous 
four-ho urs long speech on "The Cult of the Individual and its Consequences". The third poem was born 
within one year of the death ofStaIin. 
318 Bulat Okudzhava, "Vesna na Presne," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt) 171. 
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(When someone felt better 
Just because, no reason why ... )319 

And here, the lyrical hero of fJaenumbe exhorts the warrn spring to do away with 

aIl traces of winter: 

PyIIIh, IIoroiJ,a, Cyrp06hI! PyIIIh! 

(Weather, bring down the snow drifts! Down!)320 

Now, he declares, is the time for song and revelry in honour of the transforming 

thaw. 

BeceHHee [Of Spring] portrays April in serious, sombre tones. Here, the bounty of 

spring is somewhat muted by a recoIlection of the tragedy of those who did not live long 

enough to see it. The poem cautiously confines its explicit sympathy to those who could 

not see the October Revolution long before. However, given that this is a 1954 poem, 

published less than a year after Stalin's death, with a spring-related title and extensive 

mention of the vÏctims of Siberia-whom the lyrical hero promises to remember-the 

reader can only take this as a masked lament over more recent times. 

Spring poems broke taboos against expressions of love among individuals-as in 

BeCHa Ha IIpecHe and BecHa [Spring]-in a society where the highest love was to the 

State321
• Nevertheless, not only people's hearts swell, but even the hearts of objects, 

319 Okudzhava, "Vesna na Presne", Stikhotvoreniia 17l. 
320 Bulat Okudzhava, "Chaepitie," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 2001) 197. 
321 Compare the following extract from Bulat Okudzhava, "Vesna" Stikhotvoreniia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 554: 
zunco6blu Kpymopozuu OJleHb 
3ampy6um, npU3bl6a5l C6010 OJleHuxy. 
[A round-horned plaster deer 
Shall bellow, calling his doe]. 
And this, from Okudzhava, "Vesna na Presne" 170: 
lllorjJep CMeRllC51, 3y6bl CKaJlUJl, 
ZpaJICÔaHKa 6 xoxome 3aUlJtaCb. 
[The driver was laughing, showing his teeth, 
The lady was lost in giggles]. 
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whose personification renders them less antagonistic and less abstract. Given a soul, 

heavy machinery is no longer constrained to build the Soviet future: 

11 TPaKTOp B3LJ,pOrHeT, 
IIo'lyBeTBoBaB 3anax 3eMJUf. 

(And the traetor will flineh 
Having smelled the ground) 322 

In Beclw, which has the month of May and a spring moming as its background, 

winter is introduced as the oppressive antithesis of spring: 

Bee yeTlUUf OT LJ,oJIron MeTeml, 
Pa3LJ,pa)!<l'lTeJIbHbI Bee rIOTOMy ... 

(Everyone got tired of the long blizzard, 
That's why everyone is irritable ... )323 

Okudzhava's negative portrayal of the winter season cornes as something of a 

surprise-Russians typically have a special love for wintertime, praising its beauty 

throughout their literature324
. Here it is nothing but torpid cruelty, with people lost and 

separated in a landscape of prolonged storms, deep snow and 110% 6e3ÔOllllafl, CJloellO 

mlOpbMa [fathomless night, like prison]325. To say that winter reduces humanity to the 

level of a society in which everyone is nOlleeOJle U CJlen U 6e3ycm... [against his will, 

blind and sUent ... ]326, echoes the impossibility of self-expression and free thought under 

Stalin. 

BeclIa repeals that silence, and even goes so far as to mention the name of God, so 

long proscribed from the official vocabulary-the lyrical hero exc1aims CJlaea 60zy 

322 Bulat Okudzhava, "Vesna," Stikhotvoreniia (Sankt-Petersburg: Akademieheskii proekt, 2001) 554. 
323 Okudzhava, "Vesna," Stikhotvoreniia 346. 
324 M.N. Epshtein Priroda, mir, tainik vselennoi... 169. 
325 Okudzhava, "Vesna," Stikhotvoreniia 346. 
326 Okudzhava, "Vesna," Stikhotvoreniia 346. 
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[Praise God]!327 at the first signs of the new season. Suddenly he is able to breathe once 

more: 

il3 caMoro cepi::l,IJ,a HapO,L\a 
BblpbIBaeTC51 ,L\OJIroe «ax!» 

(From the very heart of the people 
There breaks a long "Ah!,,)328 

In Okudzhava's poetics, the onset of spring constitutes the point of departure for a 

range of events progressing linearly into the future; autumn, in contrast, reminds of 

time's circularity. FaU poems have no political associations, they come without any 

drastic political baggage and it is, most likely, why they do not progress linearly. What 

happens in poiitically neutral autumn has no impact on events in the future. Instead, 

Nature's preparations for stagnation-associated winter simply prompt nostalgia for yet 

another passing summer. 

In sorne poems, such as Ocellb 6 Kaxemuu [Autumn in Kakhetia], Ocellb 

pallllflfl ... [Early Autumn ... ] and Ocellb 6 l{apcKoM Celle [Autumn in Tsarskoe Selo], the 

central theme does indeed make a shift from Nature to the human sphere, with falling 

leaves alluding to human destiny and transience. However, their tone naturally never 

reaches a fever pitch matching that of the spring poems, bursting with life. 

HOlfb npOUjallUfl C llemOM [Night of Farewell to Summer], represents the relatively 

static nature of these fall poems, reading like a static painting complete with finishing 

touches. Peasant women, tired after the harvest, have set aside their sickles and sit in a 

tableau before a bonfire. Calm also dominates Celll115l6pb [September], a peaceful song in 

praise of country living. The urban crush is far away: 

4eM ,L\aJIbIIIe OT MOCKBbI, TeM qilIUe .L\)'X KpeCTMIHCTBa. 

327 Okudzhava, "Vesna," Stikhotvoreniia 347. 
328 Okudzhava, "Vesna," Stikhotvoreniia 347. 
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(The further from Moscow, the purer the peasant soul.)329 

Both people and nature are silent, their yearly rituals unchanged in the past and 

unchanging in the future. 

Sorne of Okudzhava's Nature poerns focus on geography rather than the passing 

seasons-the poet had a particular fascination with Georgia, which he presents as an 

utterly unique space in the former US SR. Okudzhava had strong connections to both 

Georgian and Armenian culture, language and traditions since childhood. He talks about 

this in one of his interviews: 

He TO qTO CTMXII He MOry rHIcaTh, II rOBOplITh He MOry [Ha 
rpy3IIHCKOM]. I10TOMy qTO B ,lI,eTCTBe, KOr,ll,a MeWI qaCTO 
B03lIJIlI K pO,ll,CTBeHHIIKaM, K 6a6YIIIKe B T6IIJIIICII, H BO ,lI,BOpe, 
06m:aHCh C ,lI,eThMII, roBOplIJI II rro-rpy3lIHCKII II rro-apMHHCKII, 
rroToMy qTO, Bo-rrepBhIx, 6hIJIil il rpy3lIHbI, il apMHHe, a BO­
BTOphIX, H caM - HarrOJIOBIIHY rpy3ilH, HarrOJIOBilHy apMHHIIH, 
il MHe rrpMXO,ll,lIJIOCh CJIyIIIaTh II TOT, II ,lI,pyroH H3hIK, H 6hICTpO 
yCBailBM, il H JIerKO rOBOpilJI. Ho rrOTOM TaK CJIO/KilJIOCh -
BCIO /Kil3Hh /KlIJI B MocKBe, B POCClIil, II H rrOCTerreHHO Bce :no 
3a6hIBaJI. Hy TaK, KaKoH-To 3aCTOJIhHhIH, 6hITOBOH pa3rOBOp 
OqeHh rrpilMilTilBHhIH: H rrOHilMalO' a y/K CTIIXil rrlIcaTh -
KOHeqHO... TyT rro-pyccKil HilKaK He rrOJIyqaeTCH, a BhI - Ha 
rpy3ilHCKOM ... 

(lt isn't that l can't write poetry [in Georgian]-I can't even 
speak. Because during my childhood, on our frequent trips to 
my relatives, to my grandmother's in Tbilisi, I spoke both 
Georgian and Armenian when I mixed with the kids in the 
yard-firstly because there were both Georgians and 
Armenians around, and secondly because l'm half Georgian 
and half Armenian myself, so l happened to listen to one 
language, and then the other. l picked them up quickly and had 
no trouble speaking. But then l ended up living my whole life 
in Moscow, Russia, and gradually forgot ail ofthat. So there it 
is-I can understand very primitive, everyday conversation 
around the table, but when it cornes to writing poems, of 
course ... Here l am barely making it in Russian, and you bring 

G . )330 up eorgmn ... 

329 Bulat Okudzhava, "Sentiabr'," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 1989) 279. 
330 Petrakov 8. 
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The Georgian poems constitute a sub-group unto themselves331
, and they seem to 

be the only "Nature" poems that are indeed escapist, idealistic and even romantic. The 

reason for this kind of treatment of the Georgia-related poems may be hidden in the 

Georgian Okudzhava's background, his unspoiled Georgia-related memories and his 

tendency to idealize the distant past and places linked with it Gust as it was in the case of 

the Old Arbat poems). The Georgian poems include such 10vely pieces as KapmJlu 

[Kartli], a hyrnn to the beauty and strength flowing from the Kartliiskii Range just north 

of Tbilisi. In the se hills, time flows more slowly and the people never rush: 

OH Oil:MH - Ma3C'Tp0. 
EMy He nOJIaraeTCH-

cnerna. 
TIycKaü OHM cnernaT. TIycKaü HaL\e)l(il:hI 
XBaTaIOT, KaK O,ll,e)l(,ll,hI, He ,ll,OrnMB. 
OH 6Yil:eT a3MaTOM, 

CnernaT HeBe)l(,ll,hI. .. 

(He alone is the master. 
He is not meant to 

KaK M npe)l(il:e ... 

OH - HeTOponJII1B. 

Rush. 
Let others rush. Let them grasp 
Their hopes, like clothes, unfinished. 
He will be an Asian, 

As before ... 
The ignorant rush ... 

He is unhurried.) 332 

The Georgian countryside is dotted with dukhans-Caucasian pubs-and the 

smells of kebab and red Georgian wine hang heavy on the air. 

Poems such as llocJleà1-luu Ma1-l2aJl [The Last Mangal], XpaMyJlU [Khramuli] and 

Pyucnupu [Ruispiri] repeatedly portray the locals in moments of festivity and relaxation. 

The lyrical hero of the ballad "Pyucnupu" finds himself swept up in a conversation with 

331 T6UJluCU - [Tbilisi], [JocfleôHuu MaHZaJl - [The Las! Mangal], Ympo 6 T6UJluCU - [Morning in Tbilisi] , 
/{emcm6o [«jJ eôy TUijJflUCOM 6 npOflemKe ... »] - [Childhood [«l am riding Tiflis by open carriage ... »], 
Bbl6ecKu - [Signboards], as well as the ballad Pyucnupu - [Ruispiri]. 
332 Bulat Okudzhava, "Tbilisi," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 2001) 285. 
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the dukhan-keeper in an eponymous Ruispiri village-the immediacy of his surroundings 

leaves him with no desire to return to his distant writer's life in the city. The Georgian 

teaches him the profound difference between a life weIl lived and the one he leads back 

home in his town: 

YqRT OH MeIDI BeCeJIO JKRTb 
11 CMeHTC5l ... 

(He teaches me to live joyfully 
And to laugh ... )333 

While the writer' s creative profession will not let him accept the stiffness of the 

city, neither can it wholly open him to the freedom of the mountain people. In this state 

oflimbo, his tirst reaction to the dukhan-keeper's lessons is unthinkingly defensive: 

51 nbITalOCb ero yCMRpRTb, 
KaK npR)J,eTC5I, 
pa3yMHee 6bITb 
npR3bIBaIO ... 

(I am trying to calm him, 
However 1 can, 
1 urge him 
T b . ) 334 o e WIser ... 

But they drink long into the night, and he has an ecstatic revelation as his urban 

values gradually loosen their hold. The reader sees him comparing the mountains to 

paradise in the following simile: 

Bee TaK npaBRJIbHO B 3TOM KpalO, 
KaK B palO! 
He ero JIR MbI RI~eM? 

(Everything is so right in these parts, 
Like in heaven! 
Isn't that what we're looking for?) 335 

The Georgian's preternatural simplicity and joy manifest themselves in a 

generosity entirely foreign to that of the modern world--at one point, he brings dawn to 

333 Bulat Okudzhava, "Ruispiri," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 2001) 289. 
334 Okudzhava, "Ruispiri," Stikhotvoreniia 289. 
335 Okudzhava, "Ruispiri," Stikhotvoreniia 290. 
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the lyrical hero on a platter. In retum, the lyrical hero openly admits he is unable to give a 

thing: 

OH 3apIO 
MHe Ha 6JIIO,Uue nO,UHOCI1T, 
If B3aMeH Hl:f'IerO OH He npOClfT. 
51 HeMeIO!. .. 
TOJIbKO caM HWIero He ,UapIO­
He yMeIO. 

(Dawn 
He brings me on a platter, 
And asks for nothing in retum. 
r am speechless! ... 
But r do not give anything myself-
1 do not know how) 336 

When the dukhan-keeper decides to play his hand, the lyrical hero can bare1y 

respond. His feeble protests are drowned out by the Georgian's song as he plucks out his 

heart. and soul, applies seasoning and exposes them to the healing powers of the fresh 

mountain wind. The lyrical hero finishes in a state of ecstasy, just as the owner makes a 

friendly toast to his imminent retum to city life. This mysterious poem is a reminder that 

the most valuable gifts are not material-what matters is the ability to see oneself from 

another perspective, detached from the bustle of modem, civilized life. 

The poems Ympo 6 T6UJluCU, J{ emcm60 [«j[ eày TUrjJJlUCOM 6 npOJlemKe ... »] and 

Bbl6eCKU aIl bring the reader spatially to the same Georgian town. They dramatize Tbilisi, 

but to an entire1y different effect. To the three-year-old lyrical hero of J{emcm6o, the city 

is a tempting fantasyland: 

[ ... ] BcIOny uaplfT B,UOXHOBeHlfe, 
If :no npeBblilie Bcero. 

([ ... ] Inspiration reigns everywhere, 
And this is far higher than everything.)337 

336 Okudzhava, "Ruispiri," Stikhotvoreniia 291. 
337 Bulat Okudzhava, "Detstvo" [«la edu Tiflisom v proletke ... »]," Izbrannoe: Stikhotvoreniia (Moscow: 
Moskovskii rabochii, 1989) 272. 
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Bbl6eCKU, on the other hand, presents another panorama of young recruits on their 

way to the front. In this poem, confusion has intruded upon the magical Caucasian idyIl, 

stripping the city of its incomparable spirit with threats of the equalizing horror of war. 

The universality of the experience is underlined by the naturalism of an anxiety and 

sadness that should be only too familiar to the Soviet reader. One watches a crowd of 

grieving women chase after the convoy of departing recruits, when suddenly the very 

signboards wrench their legs from their places along the street and join the women in 

their mad pursuit. It is aIl in vain-the young men are gone, life returns to its normal 

pace, and the signboards stand as they were before, inanimate and oblivious to the world 

around them. The Georgian setting affects this war-related poem: while the horror of 

leaving for the front is comparable with that expressed in other war poems, the physical 

distance of Georgia from the unfolding political events helps the inhabitants to retum to 

their usual pace of life. Perhaps it has to do with their not fully grasping the true war 

horrors, with their being physicaIly more distant from the front and living in a blessed 

state of semi-ignorance regarding world-shocking events. 

The fantastic world of the Georgian poems contains sorne of the same spirit that 

Russians used to find in their native traditions. Far from ignoring this source of 

inspiration, Okudzhava constantly returns to draw from the weIl of his nation's folklore 

as weIl. V. Frumkin de scribes the result in his commentary on Okudzhava's songs: 

ITecHM EyJIaTa OKy.UJKaBbI - HBJIeHMe He CTOJIbKO KHMJKHOH, 
CKOJIbKO yCTHOH II033MM. 06pameHbI OHM IIpeJK,ue Bcero K 
CJIyxy, a He K 3peHIDO, M B 3TOM CMbICJIe 6JIM3KM <pOJIbKJIOpy. 
KaK B Hapo,uHOH IIeCHC, Bce B HMX 113MeWHlBo, no,uBI1JKHO 11 
TeKyqe. 

(The songs of Bulat Okudzhava are not so much a literary 
phenomenon as an oral, poetic one. First and foremost they 
address the ears, not the eyes, and in this sense they are close 
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to folklore. As in a folk song, everything in them is 
changeable, shifting and fluid.)338 

If this is true of Okudzhava's poetry as a whole, how much more so for the poems 

that consciously reproduce folkloric preoccupations and motifs. An entire group of 

poems, in fact, may be identified as "Folklore" poems. 

The poems that Okudzhava bases on Russian folk songs display their own variety 

of metrical particularities. Poems such as MaprjJa, 3ee3Ôbl CblnJl10mCfl e zycmylO mpaey ... , 

Bce mbl MelJeUlbCfl Ôellb-ÔellbCKOU and kOJlblfO [Ring] are aU the spiritual descendants of 

traditional Russian tonic folk poetry, such as the bylina. The rhythrnic commonalities 

arnong members of this group are as many as they are obvious. Aside from the masculine 

and feminine c1ausulas that they share with conventional written poetry, they also display 

a heavy share of the dactylic feminine rhymes so typical of the bylina. As would be 

expected from oral poetry, they also make far greater use of syntactical, lexical, and 

phonetic paraUelisms and repetitions-everything from repeated verses, words and 

syUables to repeated consonantal strings and assonances constitutes an aid in 

memorization and recital. 

Among the most important of the syntactical repetitions is the anaphora, as in the 

foUowing exarnple from the poem KOJlblfO: 

338 Frumkin, Commentary, 65 pesen 13. 

Jloc'IumaJ/u BepCThI, 

nOUlaZaJ/U 06a, 
paào6aJ/ucb, 
zope6aJ/U B)J.OCTaJIb ..• 

(They counted the versts, 
They both walked away, 
They were happy, 
They drowned in grief ... ) 339 

339 Bulat Okudzhava, "Kol'tso," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 2001) 158. 
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Aside from a striking thematic unity and propensity for colloquial words and 

expressions340
, theyare stylized in such a way, that the reader seems to be reading a folk 

song that tends to exhibit traditional parallelism and refrains, often inc1uding the regular 

reduplication of entire successive lines. For example, eight such repetitions bind the 

poem Bee mbl Me'.JelUbC51 àeHb-àeHbcKoiL [Youjust rush around ail daylong. .. ] together 

as a perfect rhythmic whole: 

ll,BeT rony60H - y Te6H ITOn pyKOH. (A) 
I.l,BeT roJIy60H - y Te6H nOA pyKOH. (A) 
A Te6e nOqeMY-To H)''lKeH L1pyroti. (B) 
A Te6e ITO'leMy-To Hy'lKeH npyroH. (B) 

(Y ou have the colour blue in hand. 
You have the colour blue in hand. 
And yet you need another one. 
And yet you need another one).341 

In this group of folksong/poems, the stylised chorus will often serve as a 

structural indicator of their folk origin rather than a condensation of sorne central theme. 

Stylization becomes the meaning in the poem 3ee3àbl Cbln1l10mC51 e 2ycmylO 

mpaey ... [The stars are falling on the thick grass ... ]: 

ThI ITOIIIJlH MHe, JIa:mpeBKa, 'lKeH)', 
KaK ThI, JIa3apeBKa, JIaCKOByro, 
KaK Th!, JIa3apeBKa, KpyrylO B MOp03, 
KaK ThI, JIa3apeBKa, 'lKapKyro ... 

(Lazarevka, you send me a wife, 
Like yourself, Lazarevka, kind, 
Like yourself, Lazarevka, stem in the frost, 
Like yourself, Lazarevka, passionate ... )342 

340 A short list of examples: OeHb-OeHbcKou [ail day long], 3fJeHU-36eHU [ring-ring], mOHKuu-moHKuu [slim­
slim], 6awmaH fpumpkinjieldj, npblmb [speedj, 603Ka [carriage]; along with Ka6bl, a colloquial version of 
"if', U36a, a type of peasant hut; countless bird and plant names (ttettemKa [redpoll], UjezoJ/ [gol4finch] , 
pOMawKa [camomile]); rustic diminutives such as (Oe6ttOHOttKu [littlegirls] and zapMOWKa [little 
accordion]; not to mention strictly folkloric expressions inciuding 0, peKa ... [Oh, river ... ] and MOR 
paOocmb [my darling] as an invocation of the modem bogatyr'. 
341 Bulat Okudzhava, "Vse ty mechesh'sia den'-den'skoi...," Stikhotvoreniia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 166. 
342 Bulat Okudzhava, "Zvezdy sypliutsia v gustuiu travu ... ," Stikhotvoreniia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 163. 
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The threefold enumeration looks deceptively like a child's counting rhyme-yet 

Russian fairy tales revolve around endless repetitions of the number three343
. 

The phrase KaK mbl, JIa3ape6Ka is repeated three times, and three successive 

stanzas begin with lfm06/lfm06bl/lfm06bl. In MaprjJa the expression lfmo 3a MapmOM 

[what comes after March] occurs twice, as does the line-initial word He60 [Sky]; the 

conjunction u [and] begins various lines as well. In fact, the consistent recurrence of the 

word Mapma [of March] in a poem entitled MaptjJa is no accident; by juxtaposing the two 

words, Okudzhava creates a paronomasia that inextricably binds their meanings. Thus, on 

a purely stylistic level, he is able to recreate the traditional folk archetype of the Earth 

Mother, in which a female figure is associated with Nature, when Spring's fertile soil 

nourishes new life. Once again the work's semantic layer finds a perfect reflection in its 

poetic construction. 

Although Okudzhava does not show much preoccupation with the bogatyr " the 

heroic prince of the traditional bylina fable, he certainly lifts the related theme of the hero 

riding horseback on untracked roads. Witness such poems a.s Bce mbl MelfeLUbC51 ôeHb-

ôeHbCKOu. .. , Kyôa 6bl nOÔe6ClJlU Moezo UfeZJlG? [Where Did You Put my Goldfinch?], 

CKa3Ka [Fairytale], MaptjJa [Martha], JIemo [Summer], A MeC51lf m01-lKUU-mOHKuu [But 

343 The poems "Goluboi sharik" and "Raz i dva" also exhibit triple repetitions. As Grigorii Svirskii, Na 
lobnom meste: Literatura nravstvennogo soprotivleniia (1946-1976 gg.) (London: Novaia literatumaia 
biblioteka, 1979) 467-69 points out: Ilpu 8ceu C80eu l-I08U3l-1e U yllbmpaco8peMel-ll-locmu Eyllam OK)'àJICa6a 
Kal-lOl-lU'IeT-t. 3mo MUllaR cepàt{y pyCCKaR Kal-lOl-lU'Il-IOCmb. Kal-lOl-lbl pOllbKJlOpa: mpoul-Iou 3a'lUl-I, mpoul-IaR 
cmpopuKa [ .. J H n08mopbl, npU6bl'll-lble l-Iapoàl-loMy cepàt{y neCel-ll-lble n08mOpbl. C08peMel-ll-leUUlUU 
OKyôJlCa6a 6eCb l-Iacmoel-l l-Ia pyCCKOM necel-ll-lOM pOllbKJlOpe. B cO'lemal-luu C C06Cm6el-ll-lblMU, l-Ie 
3aeMl-IbiMU '1y6cm6oM, onblmoM, 8 cO'lemal-luu C à08epUmellbl-lOCmb/O, omKpblmocmb/O - KaJICàblU 
cllyU/ameJlb m60U ôpyz - pOllbKJlOpl-lblU l-Iacmpou npUÔ([fl ezo necel-ll-lou n033UU CUlly 6CenpOl-lUKa/OU{eu 
paàuat{uu, KOmOpaR paCKpenOU{([fla ÔyUly. [With his innovation and ultra-modernity, Bulat Okudzhava is 
canonica!. This is heart-warming Russian canonicity. The canons offolklore: threefold openings, threefold 
stanzas . .. , And the repetitions-the singing repetitions that beat with the national heart. This modern 
Okudzhava is ail based on Russian balladry. In conjunction with unborrowed, personal feelings and 
experience, in conjunction with trustfulness and candour-every listener is your friend-the folkloric mood 
imparts his sung poetry with an all-penetrating radiance that unshackles the sou!.]. 
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the Moon is So, So Thin], IIoà 1<.OnbZmaMU CHez ZOJly60u npUM51m ... [The blue snow is 

trampled under hooJ..], B lOJlCHOM npurjJpoHmoeoM zopoàe fla pblH1<.e [At Market In a 

Southern City on the Front], and HOttHOU pa3zoeop [A Conversation at Night], the last of 

which contains these words: 

11 CHOBa OH e,!l,eT O,!l,llH 

6e3,!1,OpOm 

BO TbMy. 

(And again he rides alone 
Without a road 

Into the darkness.)344 

Okudzhava's "Folklore" poems are, of course, the stylized productions of a 

relatively urbane artist. Okudzhava may choose to express his cultural and lifestyle ideals 

through the simple, naïve forms of folk art, but ultimately he is given the lie by the skilful 

instrumentation he applies to his work-by his use of poetic devices. Both the stylization 

and profundity of these poems are reminiscent of the Russian Romantic ballad-

everything about them, right down to their lack of enjambment, demonstrates their 

intention to be sung. 

This chapter can only hope to graze the surface of the Okudzhava's extensive 

treatment of City, Nature and Folklore. Nevertheless, these themes are minor in 

comparison with the author's War poems, as we have seen, or those dealing with man's 

inner world, his feelings, destiny and the flow of time, which are yet to come. The final 

chapter will attempt to sketch the contour of these last great themes as they are 

manifested in Okudzhava' s work. 

344 Bulat Okudzhava, "Nochnoi razgovor," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 233. 



Chapter 5 

MAN'S INNER WORLD 

IJ;eJIhIll BeK HrpaeT My3hIKa. 3aTnHyJICn Ham IUlKHI1K. 
TOT nI1KHI1K, r,[(e nhIOT I1llJIaqyr, 

JII06nT 11 6pocaIOT. 

(Music plays through the century. Our picnic dragged on. 
That picnic of drinking and crying, 

Kor,[(a 6hI JII060Bh 11 Ha,[(e)K)l;y 
CBn3aTh Boe,[(I1HO, 

KaKan 6hI (TPY,[(HO nOBepl1Th) 

Loving and leaving.i45 

B03HI1KJIa KapTI1Ha! 
KaKl1e 6hI Hac MI1HOBaJIl1 

HanpacHhle MyKI1, 
a TOJIhKO npeKpaCHhle MyKI1 

rJIn,[(eJII1 6 c qeJIa ... 

(If ever love and hope 
Were bound together, 

What a picture (though hard to believe) 
W ou Id appear! 

What vain sufferings 
We would be spared, 

And only beautiful sufferings 
Would mark our foreheads ... i 46 
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The war had a deeper impact on Okudzhava' s values than any other event in his 

long and storied life. While its horrors filled the hearts of his contemporaries with an 

indelible pessimism and lack of faith in humanity, naked hate could never satisfy his 

constructive impulses-instead he urged his fellow citizens to forget their injuries and 

rebuild the nation out of devotion to the common good. 

The poet' s belief in good also acts as a method of self-defence. It is not simply 

that Okudzhava condemns aIl forms of aggression-he anticipates the needs of his fellow 

345 Bulat Okudzhava, "Chudesnyi var s," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 2001) 
218. 
346 Bulat Okudzhava, "la vnov' povstrechalsa s Nadezhdoi-priatnaia vstrecha ... ," Stikhotvoreniia (Sankt­
Petersburg: Akademicheskii proekt, 2001) 359. 
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man, wishing unto others what he would have them wish unto him347
. Such IS 

Okudzhava's life credo, spread to his neighbours through his poetry: 

[ ... ] CTO pa3 11 Ha)l(llMan KypOK BllHTOBKll, 
a BbIJJeTanll TOJIbKO COJIOBbll. 

([ ... ] A hundred times 1 squeezed my rifle's trigger, 
Only to have nightingales fly OUt.)348 

Okudzhava finds the meaning of life in everyday happiness, easily obtained when 

one lives in harmony with Nature and a few simple moral virtues, refusing to harm one's 

fellow creatures. This is the goal of the ethical man. In this state, sin is easily forgiven: 

Qapb He6eCHbIH rrOIlIJIeT 
oTrryrrreHHe MHe 
H rrpOrrreHlIe ... 
a I1Haqe 3aqeM 
Ha 3eMJIe :nOH BeQHOll )l(HBy? 

(The Lord of Heaven will send me 
Absolution 
And pardon ... 
Otherwise, why would 1 
Be living on this etemal earth?)349 

The poet' s art is a powerful vehic1e for sharing his positive philosophy with a 

large group of readers. The present chapter deals with the poems that suggest following 

347 Aleksandr E. Petrakov, Bulat Okudzhava: 'la nikomu niche go ne naviazyval. .. ' contains many 
references in this connection. Compare the following, from p. 51: JI lfeHlO JlIoôeu, Komopble cmpoRm c60ë 
6JJazonoflY'LUe He 3a c'Jëm 6flazonofly'JUR ôpyzux. JI lfeHlo fllOôeu, Komopb!e y6a:JICalOm flU'JHocmb. flomoMy 
'Jmo KOflfleKmU6 y6aJ/Camb Mbl y'JUllUCb ÔOflZO U MHOZO flem - nopa Ha'Jamb y6aJ/Camb flu'JHocmb. [1 value 
people whose well-being hasn 't come at the expense of the well-being of others. 1 value people who respect 
the individu al. Because we w~re taught to value the collective for so many years- now is the time to value 
the individual.] 
Or this, from p. 52: 
A 'Jmo KacaemCR Kpeôo, Hy R cKaJlC)J 6ClM - Y MeHR ecmb npunacëHHblU maKou 6apuaHm: HyJ/CHO cmpoumb 
c60ë 6fla20nofly'Jue He 3a c'Jëm 6flazonofly'JUR ôpyzux. [Weil, asfor my credo, J'II stick to my version -: your 
well-being must not come at the expense of the well-being of others.] 
Or further, from p. 271: 
H, CClMoe 2Jla6HOe, Mbl He ÔOflJ/CHbl mepRmb 'JeJl06e'JecKozo ôocmouHcm6a - 6 fl106blX cumyalfURX: Mbl 
ÔOflJ/CHbl 6blmb fllOÔbMU, Mbl ÔOflJ/CHbl y6aJ/Camb OKpyJ/CalOllIux, He mOflbKo ce6R. [And, most importantly, 
we mustn 'f lose our human dignity-we must remain human in ail situations; we must respect those around 
us, not only ourselves.] 
348 Okudzhava, "To padaia, to snova narastaia ... ," Izbrannoe: Stikhotvoreniia 128. 
349 Bulat Okudzhava, "Gruzinskaia pesnia," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001)312. 
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the simple moral virtues of Faith, Hope and Love (for both human beings and inanimate 

objects) and living in harmony with Nature; those representing the poet's Epicurean and 

Socratic, as opposed to Marxist, worldview. The chapter then focuses on poems stressing 

the importance of making decisions, forgiving, actively fighting for lost happiness and 

responsibility of building one's own and unique life path, and poems about dying. There 

will also be mention of poems dealing with such topics as stupidity, egoism, 

covetousness and slander. 

Okudzhava never asserted any exclusive claim to Truth-in stark contrast to a 

country where such commodities were brutally monopolized. He cultivated a profound 

respect for the inner boundaries of each and every reader, allowing them to take from his 

poetry whatever they might find of interest, assistance or use: 

ITpHXO,ll,SlT pa3Hble JUO,ll,Il, 
ITo 3epHaM yHOCSIT. 
[ ... ] 
11 TaeT Moe 60raTcTBo, 
11 MHe He )IŒJIKO. 

(Various people come, 
Each carrying off a seed ... 
[ ... ] 
And my richness melts away, 
And 1 am not dismayed.)350 

Okudzhava's message boils down to three virtues that are not easy to master: 6epa 

(faith]351, Haàe:J/Càa [hope] and Jl10606b [love]. AlI three are common names for Russian 

women, and they naturally lend themse1ves to incarnation as Okudzhava's personal 

trinity, as in Tpu cecmpbl [Three Sisters]: 

350 Bulat Okudzhava, "Eshcho nichto ne pogaslo ... ," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii 
proekt, 2001) 176. 
351 Once again, Petrakov has collected Okudzhava's thoughts on the matter in Bulat Okudzhava: 'la nikomu 
niche gO ne naviazYval... ' 270: BCR HaUlG :JICU3Hb cocmoum U3 KpyzueHUR U 603HUKH06eHUR Haàe:JICà, 
nomoMy 'lmo 6e3 Haàe:JICàbl :JICUmb HeJlb3R. Bcë pa6HO y MeHR ecmb Haàe:JICàa. Y MeHR ecmb Haàe:JICàa. 
[Our whole life consists of rising and falling hopes, because life without hope is impossible. Whatever the 
case, 1 have hope. 1 do have hope.]. 



TpH CeCTpbI, TpH )KeHbI, TPH Cy)l:bH MIDIOCep)l:HbIX 
OTKpbIBaIOT 6eCCpO'IHbIH Kpe)l:llT WUI MeIDI. 

(Three sisters, three wives, three merci fuI judges 
Extend me unlimited credit.)352 
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The first of the three graces, Faith, just as Hope and Love, has the power to bring 

about the impossible: 

TIpOCTO 
Hy)KHO OqeHb BepHTb 

3TYIM CHHHM MaHKaM, 
11 TOr)l:a He)K)l:aHHbIH 6eper 
113 TyMaHa BbIH)l:eT K BaM. 

(You simply 
Need great faith 

In this blue Iighthouse, 
So that the unexpected shore 
Will emerge unto you from the mist.)353 

This same Faith reminds people ofbetter times even in the midst ofwar, when the 

good seems to have left the world forever (3mo cJlyttumcJl ... ). 

He eeplO e 60za u cyôb6y [1 Don 'f Believe in God and Desfiny], also stands as a 

testament of faith-though not of faith in God, who is here dismissed as 6eCCUJleH 

[helpless]. For the lyrical hero, the wise use of man's own strength is aIl, so long as he 

can maintain the purity of his actions: 0, pyKU 6bZJlU 6bZ '-lUCmbz! A OCmaJlbHOe ece 

npUJlo:JICumCJl ... [O! That our hands were clean! And al! the rest will Jal! info place ... ]. 

Hope appears in many of Okudzhava' s poems and songs/54 most often with its 

sisters, Faith and Love. Hope is the force that helps his heroes persevere355
. It is 

352 Bulat Okudzhava, "Tri sestry," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 2001) 184. 
353 Bulat Okudzhava, "Ne brodiagi, ne propoitsy ... ," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii 
proekt, 2001) 142. 
354 JleceHKa 0 MOllapme [A Song about Mozart], CeHmUMeHmanbHblu MapUl [The Sentimental March] , Haô 
2JIy6UHOU 6e3ôoHHblX BOÔ [Above the Depths of Fathomless Waters], )f(eHllIuHbl-coceôKU, 6pocbme cmupKy 
U Ulumbe ... [Women-neighbours, leave laundry and sewing ... ], B 60JlbHut.tHoe 2JIRHy OKHO, a mGM, 3a 
oKHoM-JlupozoBKa ... [I look through the hospital window, and there 1 see Pirogovka ... ], A ZOÔbl yxoôRm, 
yxoôRm ... [Andyears go by and by ... ], TUJlb YJleHUlnUZeJlb [Til Eulenspiegel']. 
355 Anatoly Vishevsky, Soviet Literary Culture in the 1970s: The Politics ofIrony (Gainesville: University 
Press ofFIorida, 1993) 57. 
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prominent in the titles of certain poems, such as JI 6H06b n06Cmpel.JaJlC51 C Haàe:JICàou ... 

(I ran into Hope again ... ); in many others, such as 3amUXHem mpanHeJlb (The Shrapnel 

will FaU Si/ent), its name is mentioned briefly or not at aIl, yet its presence permeates the 

work. On the whole, titles reaIly are no indication of the theme ofhope within-lleceHKa 

o HOI.JHOU MOCK6e (The Song of Moscow at Night) is visited by nothing less than the 

Haàe:JICàbl MaJleHbKUU opKecmpUK noà ynpa6JleHUeM Jl1066U [/ittle orchestra of hope with 

love at the baton], happily marching through the verses in time. 

Hope is least evident in difficult times, yet this is precisely when it IS most 

needed. Hope is no simple gift, but an edifice built through long, constant toil: 

JI C1'pOliJI 3aMOK Ha,ne)K,nbI. C1'pOliJI-CTPOlIJI. 
rJIlIH)' MeCllJI. XOJIO!J,HbIe KaMHlI HOClIJI. 
TIOMOIU:lI He IIPOCllJI. 

Mllp TaK yC1'p0eH: 
DbIJIa 6bI Ha!J,e)K!J,a. TIyCTb He XBaTaeT ClIJI. 

(I was building a castle ofhope. Building and building away. 
l kneaded the clay. l carried cold stones. 
Help l did not seek. 

Thus is built the world: 
With hope, you needn't even have strength.i56 

At times the obstacles are so great, they cause the hope of Hope herself to falter: 

<l>opTYH)' BepTKyIO CBOlO BOCIIlITbIBalO )KlITb OTKpbITO, 
Ha!J,e)K!J,y - He TepllTb Ha!J,e)K!J,bI, !J,OBeplie - rrpOCH)'TbClI BHOBb. 

(1 train my agile fortune to live openly, 
357 And hope-lest we lose hope and trust-to wake afresh.) 

People have always desired what they cannot attain-and even this simple 

impulse is sublimated when it becomes the cause for hope: 

Be!J,b y Ha!J,e)K!J, Bcer!J,a CqaCTJIliBbIH UBeT, 
Ha!J,e)KHbIH li TalIHCTBeHHbIH HeMHoro, 

356 Bulat Okudzhava, "Zamok Nadezhdy," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 224. 
357 Bulat Okudzhava, "Puteshestvie po nochnoi Varshave v drozhkakh," Stikhotvoreniia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 313. 



oc06eHHo KOr)],a rJUI)J,lfllib C IIOpOra, 
OC06eHHO KOr)],a Ha)],e)K)],bI HeT. 

(Hopes always have a happy tint, 
Reliable and a bit mysterious, 
Especially when peering from the threshold, 
Especially when no hope is left.i58 
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Hope keeps man's gaze fixed on higher goals. It attaches itselfto those who tread 

a path ofunflagging self-improvement, who move on a vertical plane: 

Ha)], TpeBorow 3aBcer)],aTaeB, Ha)], y)KaCOM HeBe)K)]" 
IIoxopoHeHHM 3a)KI1BO, HBJUIellibCH OIIHTb 
TeM, KTO )Ka)K)],eT He BbICI1JKI1BaTb, a IIa)],aTb If B3JIeTaTb 

(Above the alarm of the regulars, above the horror of the ignorant, 
Buried alive, you reappear 
To those who long not to sit it out, but to fall and soar)359 

The circus here is life in microcosm, its habitués cringing and base, deprived of 

any hope. A few brave souls fly far above the rest, theirs fears counterbalanced by an 

uncommon hope. It is this hope that allows them to shine, against and despite the depths 

to which their hopeless peers have sunk. 

When life is at its worst, hope carries the true optimist into the heavens and leaves 

his hardships lying far below, as in the following fragment: 

11 BblpaCTalOT BMeCTO KpbIJIbeB TpeBor 
Ha)],e)K)],bI KpbIJIbH. 

(And instead of the wings ofalarm 
Grow the wings ofhope.)360 

Just as no one has the right to rob another of his hope, there can be no greater gift 

than the hope that a man thinks was lost forever (see JI àaplO me6e K CeemJlOMy 

npa3àHuKY ... [1 Cive You on This Special Occasion ... ]). 

358 Bulat Okudzhava, "Podmoskov'e (<<Mart namechaetsia ... »)," Stikhotvoreniia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 128. 
359 Bulat Okudzhava, "Tsirk," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 2001) 293. 
360 Bulat Okudzhava, "la ukhozhu ot puli. .. ," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 146. 



162 

JI ÔaplO me6e K C6emJlOMy npmôHuKy ... (1967) reads as an intimate confession of 

hope and love, an apostrophe to an indeterminate "you." In the author's way ofthinking, 

to love is to give aIl to one's beloved-whether or not this is in fact possible. Readers are 

introduced to the poem through the concrete description of a celebration in the first 

stanza, in which the lyrical hero alludes to the many gifts he will be giving. It soon 

becomes evident, however, that each gift can only be described in the negative, using the 

particle He [not, ne ver ]: we hear of 6JllOÔa He C20m06JleHHble 606ce - meals, never 

prepared, windows Ôo cux nop He pacnaxHymble [thus far unopenedj, lf6embl He 

npopocUtue [never-sprouted jlowers], the nonexistent beauty of the last item being 

somewhat jarringly described by the altogether objective adjectives apOMamHble 

[aromatic] and 6apxamHble [velvety ]361. From the above-mentioned windows, the lyrical 

hero looks down onto a road; the road might very weIl be a figment of his imagination. 

Everything has been removed from the plane of reality, except for his promise of an 

exceptional gift. 

The essence of JI ôaplO me6e K C6emJlOMy npa3ôHuKy ... is to be found precisely at 

those underdetermined sites where the reader is constrained to create meaning for 

himself-aposiopesis is used in the poem, drawing· attention to the lyrical hero' s 

unrealized creation by replacing unfinished thoughts with ellipsis. The active reader must 

not only guess at the missing words, but at the significance of their omission in the first 

place; aIl that is clear is the divide between the wishes and the reality of the lyrical hero. 

If the poem had been written in the 30s, 40s or 50s, it might have been that the lyrical 

hero was completely disillusioned by the unreality of the Stalin era. Another possible 

361 Bulat Okudzhava, "la dar iu tebe k svetIomu prazdniku ... ," Stikhotvoreniia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 305. 
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interpretation in the Stalin and post-Stalin era is that the lyrical hero is simply too poor to 

afford any material gifts. AlI he can give of himself are his heart and feelings, both as 

ephemeral as the flowers, which have not bloomed yet. This interpretation would seem 

designed to bring the reader to a greater appreciation of the value of intangibles. In real 

life, nobody gives away a smelI, a sound, or a look, but they can give at least two of the 

lyrical hero' s gifts-the gifts of hope and love. Over the course of the stanzas, the act of 

giving has been removed from the material to the metaphysicallevel, aIl without recourse 

to any intelIectual sleight of hand. The reader is brought out of the circle of usual, 

automatic word associations that do not demand any intelIectual effort. Impossible word 

associations alone are enough to transform the expected enumeration of gifts into a thread 

of mysterious phenomena-it is Okudzhava' s unexpected, innovative approach to old, 

familiar words that refreshes and makes of them a poem, rather than a heartless list: "I 

give you a lot of things: a book, some boots, a bike, sorne money tucked inside a card." 

The final message of this extended metaphor, so unexpected by the reader, seems to be 

that the value of a gift depends on the feelings of the giver, and not on its price tag. This 

poem provides an example of Okudzhava' s predilection for the ineffable, where the 

essence ofhis works is merely hinted at or else elided altogether. 

The theme of love pervades the whole of Okudzhava's poetry, manifesting itself 

in positive thinking and outpourings of passion for humanity and life. He also addresses a 

fair share of love poems to women, their fascinating inner and outer beauty, and very 

often the moment of parting 362. But this love is never confined to a single recipient, be it 

362 C6em 6 oKHe [Light at the Window], 3ma JlCeHUluHa! Y6UJIC)l U HeMelO ... [This woman! 1 see her and go 
dumb ... ], 3x mbl, wapUK ZOJly60u [Oh You, Blue Bail], flo CMOJleHCKOU ôopoze [On the Road to Smolensk], 
EJlaZOÔapHble JlCeHbl 6e3yMHblx n03m06 [Thankful Wives ofCrazy Poets], IlpoUlaHue C H06ozoôHeu eJlKOU 
[Farewell to the New Year Tree], HaÔeJICÔbl KfJaCHaR ô6epb [The Red Door of Hope], /{eJlC)lpHblu no 
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a wife, a parent, or even a cheri shed childhood street--rather, it is one facet of an alI-

encompassing goodwill. In 65 neceH [65 Songs], Okudzhava speaks of his desire for this 

transformational virtue to take ifs righiful place in society363, and accordingIy devotes 

lines to every aspect of love, from first stirrings (for example: A KaK nep6afl Jl10606b -

oHa cepôlfe J1CMem ... [And the first love - if squeezes your heart .. .}) to bitter good-byes 

(for exampIe: /(OpOJICHafl neCHfl [A Road Song]). 

AlI things are candidates for his outpourings: works of art; cozy rooms (think of 

3ma KOMHama [This Room]); and certainly, as it was se en in the fourth chapter, the Arbat 

Street of his childhood. 

In all these greater and lesser love poems, however, the poems about women are 

the ones that stand out. When they appeared in the 1960s, their honesty and intimacy, 

more than any particular poetic devices they might have employed, announced a sharp 

departure from prevailing mores of the Stalin era. The entire concept of womanhood had 

long been appropriated for Party purposes, and was rareIy used in reference· to 

individuals364 
• 

anpeJllo [The April Duty Officer], l{ac06ble JlI066U [Love Guards], BClO HO'lb KpU'lŒlU nemyxu [The Cocks 
Crowed Ali Night], fleceHKa 0 MOCK06CKOM Mypa6be [Song about a Moscow Ant], Mbl cmoUM - KpeCmaMU 
pyKU [We Stand, Arms Crossed] , PacKpbUwlO cmpaHUljbl llaôOHeu [I Open the Pages of My Palms], KaK 
6peMfl 6ecnoU{aàHo ... [How merciless is Time ... ] and others. 
363 Jl6bl xomell, 'lm06blll10606b 3aH5llla 6 'lell06e'leCKOM 06U{ecm6e HaÔlleJ/CaU{ee eu Mecmo. [l'd like love 
to take its rightful place in society.]. Okudzhava, 65 pesen 163. 
364 Michael Binyon explains the State's various reinventions of femininity in Life in Russia (London: 
Hamish Hamilton, 1984) 51: It is appropriate that Russians think of their country as a mother, for in few 
other countries do women play such a vital and predominant role. Throughout Russian history the mother 
has been the focus of the Russian family, and her image is that of a large, warm, strong woman, almost 
enveloping her family in her ample bosom. Russian women have traditionally been the backbone of the 
nation, bearing and rearing the younger generation, safeguarding and transmitting Russian values, culture 
and religion. They have also tended to do a disproportionate amount ofwork- toiling in thefields, digging 
roads, driving trams, working in heavy industry. The Russian Revolution set out to change ail that. It 
granted women full legal equality with men, end encouraged them to join in the task of building up a new 
society. Women were no longer to be slaves in the kitchen or underpaid workers in sweatshops. See as 
weil: Binyon, Life in Russia 117: The ex periment was Utopian, and like much else in the Revolution, 
quietly reversed by Stalin. Strictly enforced 'communist morality' replaced free love as the official ideal. 
The state could not afJord to take over the job of being mother to every child, and after the appalling 



165 

The word love, too, had become a term for the public, collective adoration of the 

State-and Okudzhava became an innovator simply by infusing it with intimate, personal 

feelings: 

,.QoJIroe BpeMH y Hac n04TIf He neJIIf 0 mo6BIf, If B caMOM CJIOBe 
<()KeHI~IfHa» 6bIJIO 4TO-TO COMHIfTeJIbHoe. 113 npOTeCTa npOTIfB 
JI)I(IŒOCTIf If nyplfTaHcKoro XaH)I(eCTBa H peIIIIfJICH BnepBbIe 3a MHOro 
JIeT BocneTb Ha pyCCKOM H3b1Ke )l(eHIl(IfHy KaK CBHTbIHIO, naCTb npe.n 
HeM Ha KOJIeHIf [ ... ] 3)),eCb MHe IfpOHIfj! OTKa3aJIa. ECJIIf j! If WyTIfJI, TO 
TOJIbKO Ha)), c060M KaK repoeM 3TlfX neceH, KOTOpbIe 1f306pa)l(aJIIf 
6ecnOMOIl(HOCTb II Hey.na4II My)l(4IIH ... 

(For a long time, we barely sang about love here, and the very word 
"woman" had something dubious about it. Out of protest against falsity 
and puritanical hypocrisy, 1 decided to do something that hadn't been 
done in Russian for many years, and extolled Woman as a shrine-to 
fall to my knees before her ... but my irony failed me here. Ifthis was a 
joke, then the joke was on me, as the hero ofthese songs portraying the 
helplessness and misfortune ofmen ... ).365 

The theme of man's powerlessness before an idealized woman anchors such 

poems as BaUle eeJlUl.{ecmeo, :JICeHUfUHa [Your Majesty, Woman] , where the unknown 

woman only dis illusions the lyrical hero when he leams that she mistook the door [' . .J, 

the street, the city and the century [nepenymGlla àeepb [' . .J, YJlUl/y, 20poà U eeK]366. The 

fact is that Okudzhava would gladly idealize any woman as "your Majesty": even the 

simple Naden'ka, in her greasy work clothes and ridiculous beret, from H3 OKOH 

KOpOI.{KOU Hecem noà:JICapucmou ... [The smell of crusts wafts from the windows ... ]; the 

conductress in HalfeJleHHbZU 2Jla3 OàUHOK020 JlOC5l ... [Focused eye of a lonely elk]; and the 

very young heroine of IIeceHKa 0 KOMCOMOJlbCKOU 602uHe [Song about a Komsomol 

slaughter of the Second World War, motherhood became the sacred duty of every Russian woman. But al 
the same time female labour became more and more vital in meeting the country 's ambitious economic 
targets. Immediately afler the war women had to fil! millions of jobs lefl vacant by the lost generation of 
men killed in battle. [. . .] ironical!y, the Russians are now searching for the old values of family and 
children. Today 's official image is nol that of the bulky woman swinging a hammer to buitd communism, 
but of a domesticated mother contentedly fulfilling herself by bringing up children at home. It is the state 
that now wants to get women off the shopfloor and back to the hearth, white the younger generation has 
taken over the ideals of the early revolutionaries - free love, the smashing oftraditional patterns oflife. 
365 Okudzhava, 65 pesen 51. 
366 Bulat Okudzhava, "Vashe Velichestvo, Zhenshchina ... ," 65 pesen 51. 
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Goddess]. Okudzhava's tendency to individualize the collective reaches its apex here, 

with a categorical symbol of officially sanctioned love-the Komsomol-joined with a 

quite un-Soviet goddess. It is a surprising stroke of irony that any member of the 

Komsomol might be praised and loved for her individual qualities, instead of her 

unconditional devotion to the State. In the above group of poems, this reverence is 

declared to be the product of an active, individual will-as opposed to the paSSIve 

absorption of exterior cues, whether from the State or reality itself. 

The lyrical hero sees beauty where he wants to see it: he gives hyperbolic praise 

to a woman who is npocmo coceàKlal, cmap/a51/3HaKOMkl5l/ (simplya neighbour, an old 

acquaintance )367 and compares an unattractive woman in HOUleHOM, cumlJeeoM, necmpOM 

(a worn, chintzy, motleydressl68 dress with Aphrodite herself. 

The cycle of poems titled CmuxomeOpeHU51 6e3 Ha3eaHU51 [Poems Without a 

Tifle], are dedicated to Okudzhava's wife Orga, making numerous open professions of 

the following variety: 

JI mo6mo :ny )KeHIlumy, 
OqeHb hlO6mo. 

CI love this woman, 
Love so much.i69 

The cycle is also touched by a concem with departure, of the kind last seen in 

Okudzhava's war poetry, but which retums in full force in his love poems370
. In 

367 Bulat Okudzhava, "Esli spolna nadysharsia morskim aromatom prianym ... ," Stikhotvoreniia (Sankt­
Petersburg: Akademicheskii proekt, 2001) 115. 
368 Okudzhava, "Esli spolna nadyshafsia morskim aromatom prianym ... ," Stikhotvoreniia 115. 
369 Bulat Okudzhava, "Stikhi bez nazvaniia," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 228. 
370 Love and parting are such close partners in Okudzhava's imagination, that it is no wonder so many 
tragic love poems are born from departures for the front: /fo C6UÔam15l, MŒlb'lUKU, BceMy 6peMe'lKO CBoe ... 
[There is a lime for everything ... ], TaHzo [Tango], IIoô MClMoHmo6Kou JlCzym Kocmpbl [They Burn Fires 
Near Mamontovka], /fYHaUCKa5l cjJaHma3U5l [Danube Fantasy], IIp060Ôbl /OHKep06 [The Cadets' Send-ofJ], 
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expressions evocative of byliny, the lyrical hero of the penultimate poem gallops off with 

his beloved 3a àeC51mylO àepeBHlO [to the ends of the earth ]-but in the final poem of 

Cmuxu 6e3 Ha3BaHU5l the times and attitudes change, even though the situation is similar, 

yet reversed: it is the beloved woman who boards a train and leaves her man. The lyrical 

hero ignores the miles between them, remaining faithful and unflagging in his adoration: 

11 JIec, H ropmOHT ,L\aneKHM, 
H )KH3Hb, 

KaK napoBo3HbIM ,L\bIM, 
BCe-JIHillb K Te6e, 

KaK Te ,L\OpOrH, 
KOTopble 

KOr,L\a-TO 
BPHM. 

(The woods, remote horizon, 
Life itself, 

Like locomotive smoke, 
Allleads to you, 

Like those roads 
Once 

Leading 
To Rome.)37l 

The ancient proverb, paraphrased in a poem that mentions modem means of 

transportation as weIl, leaves the impression that aIl the dramas of love have been 

endlessly recycled throughout the centuries, even though the times and attitudes would 

never be the same. 

Okudzhava's aIlegorical aHmUlJHa51 UMnepU51 Jl106BU [ancient empire of love] 372 

has come upon unstable times-its peKpymbl [recruits ]373 have become fickle, defending 

their vows only ào nepBozo CpaJICeHU5l CBoezo [until their first baffle] 374. 

fleceHKa 0 COJlOamCKUX canozax [The Song of Army Boots], flp060àbl y 60eHKOMama [Saying Good-Bye at 
the Enlistment Office]. 
371 Okudzhava, "Stikhi bez nazvaniia" Stikhotvoreniia 228. 
372 Bulat Okudzhava, "Iz poemy," Veselyi barabanshchik (London: Flegon Press, 1966) 74. 
373 Okudzhava, "Iz poemy," Veselyi barabanshchik 74. 
374 Okudzhava, "Iz poemy," Veselyi barabanshchik 74. 
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Deception has grown more common, and, like the third betrayal, it is darker than 

night [0.] worse than war [a KaK mpemuu 06MaH - OH HOllU meMHeu, {oo] OH 60UHbl 

cmpaumeu]375 0 A furtive love [.1l10606b c Oc?JlllÔKOU]376 replaces true love, which is now 

compared to a battlefieldo This is how the lyrical hero talks about the issues of betrayed 

love and infidelity: 

11 AJISl Hee, KaK Ha rO)l;a OCa)l;hI, 
KaK rrpOTIIB KperrOCTII, roTOBSlT 3)l;eCh 
li COmSl)l;aTaeB, II )l;IIBepCaHTOB, 
II 3arra)l;HII, II rrO)l;K)'rrhI, II JIeCTho 

(And for it /love/, as for years of siege, 
As against a fortress, here they prepare 
Investigators, saboteurs, 
Traps, bribes and flatteryo) 377 

The war did not only interrupt existing loves; it also set the scene for impossible, 

fleeting loves of its owno The romance in IIeceHKa Ka6aJlepZapôa [The Cavalry Guard's 

Song] is one of these front-line affairs whose dissolution was built into its very fabrico 

Okudzhava's usual chimeras must bow to the poignancy of the moment: 

He o6eruaHTe )l;eBe lOHOH 
JI106BlI BeQHOH Ha 3eMJIe! 

(Do not promise the young woman 
Everlasting love on earth!)378 

In Meôcecmpa Mapull [Nurse Maria], there is yet another description of the act of 

love, a subject foreign to the Soviet canon: 

11 Mapll.Sl, paCKIIHYB pyKII, 
rrJIhIJIa rro :nOH peKeo 
11 6hIJIli QepHhIMli II 6e3)l;OHHhlMli 
roJIy6hle ee ma3ao 

(And Maria, arms outspread, 

375 Bulat Okudzhava, "A kak pervaia lubov' - ona serdtse zhmeto 00'" Bud' zdorov, shkoliar: Stikhi 
(Frankfurt-Main: Posev, 1966) 1940 
376 Okudzhava, "Iz poemy," Veselyi barabanshchik 740 
377 Okudzhava, "Iz poemy," Veselyi barabanshchik 750 
378 Bulat Okudzhava, "Pesenka Kavalergarda," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 2900 
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And black and fathomless 
Were her blue eyes.)379 
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For Okudzhava, the end of an affair often necessitated yet further demonstrations 

of love. Even when it is obvious that there is nothing left to be salvaged, his lyrical hero 

refuses to abandon his old love or hope for it. The poem EUJe OàUH pOMaHC [One More 

Romance] finds the lyrical hero justifying a drought of letters from a woman who had 

promised to write: 

OHa, KOHe'lHO, rnuneT MHe, HO ... IIOCTapemf IIO'lTa.JIbOHbI, 
If Bce )],aBHO IIepeMeHlIJIIfCb a)],peca. 

(Of course she's writing me, but ... the mailmen have grown old, 
And everyone changed their address long ago.i80 

IronicaIly, however, the inverse is also true--love itself necessitates parting. 

Parting caused by a man's leaving for the front is a very weIl developed love situation in 

Okudzhava's poetry. These poems are discussed in the "War" chapter of the present 

thesis. Parting is a voluntary act in peacetime, but this does not make it any easier: 

[ ... ] B pa3JIyKe HeB03MO'llŒO )IŒTb 6e3 CJIe3, 
IIOTOMy'lTO IIepe)], Heu )],Be )],oporw - Ta If :na, 
Ta npeKpaCHa, HO HaIIpacHa, :na, BIf)],IfMO, Bcepbe3. 

([ ... ] Impossible to be separated without tears, 
Because before her lie two roads: one and the other, 
One beautiful, but in vain, and the other, apparently for real.i81 

For Okudzhava, love and parting are so closely intertwined that even the strongest 

love carries the burden of its own decay: 

)];Be Be'lHbIX IIO)],pyrw - mo60Bb If pa3JIyKa -
He XO)],nT O)],Ha 6e3 )],pyrou. 

(Two everlasting friends-love and parting-

379 Bulat Okudzhava, "Medsestra Maria," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 1989) 
4. 
380 Bulat Okudzhava, "Eshcho odin romans," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 360. 
381 Bulat Okudzhava, "Ne soliutsia nikogda zimy dolgie i leta ... ," Izbrannoe: Stikhotvoreniia (Moscow: 
Moskovskii rabochii, 1989) 254. 
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Never leave each other's side.)382 

This overview of Okudzhava's "departure poems" may be concluded with the 

mention of the noteworthy CHUmC5l UJlU He CHUmC5l?.. [ls it a dream? .. ], 

BOCXUtl/eHHOCmb eamUM cepÔlJeM, eamUM ceemoM... [Enchantment with your heart, your 

light ... ], and CoeÔUHeHue cepôelJ - cmapwlHoe npucnOC06JleHue... [The union of 

hearts-an old contrivance ... ]. In the last of the se, the lyrical hero is unable to end a 

relationship philosophically, even though it is he who has lost his feelings for the other: 

lies: 

TepMIOT BCMKoe 3HaIIemœ 
Bce H3peQeHl-Œ MYL\phIX KHHf 
H yMHHKOB HpaBOYIIeHHji. 

(AIl meaning is lost 
From every wise books' maxim 
And the moralizing of the lel:U11ed.383 

However, the lyrical hero knows that parting is a better solution than doubts and 

il eCJIH BnpMMh npHIIIJIa nopa, 
Bce paCCY)l(L\eHHM HanpaCHhI: 
QTO 6hIJIO - CIIJIhIJIO co L\BOpa ... 

(And if the time has reaIly come, 
AIl reasoning becomes useless: 
What was - is not any more ... )384 

A final love poem will begin to point toward virtue's position in the context of 

Okudzhava' s larger philosophy. In llaM5lmu 06yxoeou [In Memory of Obukhova ]385, the 

lyrical hero contemplates how much his life would have been impoverished without a 

certain beautiful female voice singing an old romance. To have a rich life, he concludes, 

each relationship, conversation and experience must be lived to the fullest: 

382 Bulat Okudzhava, "Dorozhnaia pesnia," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 
1989) 215. 
383 Bulat Okudzhava, "Soedinenie serdets ... ," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 
1989) 229. 
384 Okudzhava, "Soedinenie serdets ... ," Izbrannoe: Stikhotvoreniia 229. 
385 N adezhda Andreevna Obukhova, the great Russian mezzo-soprano and contralto (1886-1961). 



Kor)],a 6 BbI He cneJUI TOT cTapbltl: pOMaHC, 
..sI yMep 6bI, TaK fi He 3HaS! 0 Bac ... 

(lfyou hadn't sung this old romance, 
rd have died, without knowing ofyou at all...)386 
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Okudzhava thirsted after aIl aspects of life, and even a long life would have 

seemed insufficient to him. The lyrical hero of lfaeaiime eoclUlulfamb, àpyz ÔpyZOM 

eOCXUUfambC5l [Let's exclaim, /et's admire each other] urges humanity to make the most 

of every moment. Arguments must be replaced with spontaneous warmth, because 

without an open exchange of thoughts and opinions, there can be no experience, no 

dialogue, no life: 

BbIcoKonapHbIX CJIOB He CTOfiT onacaTbCS! . 
.n:aBame rOBopfiTb )],pyr )],pyry KOMllJIHMeHTbI­
Be)],b 3TO Bce JII06BH CqaCTJIHBbIe MOMeHTbI. 

(It does not do to fear high-flown words. 
Let us pay each other compliments­
Love's happy moments are exactly this.i87 

In the se pleces, the reader will detect the echo of a hedonistic, Epicurean 

worldview. Epicurus' s philosophy developed in close connection with the cult of life-if 

life, he believed, could unfold peacefully, without pain, illness or suffering, happiness 

had already been attained. Epicurus also felt the need to draw the fullest potential out of 

each of life's moments. The philosopher laid emphasis on "whatever makes your soul 

happy ... "; he was known for his cult of friendship and a noble, refined life. The mode st 

circle of friends and flowers in the garden are both examples of what was the most 

enjoyable aspect of life for his followers. Epicurus is quoted as saying: 

So long as you do not overstep the boundaries of the law or good 
manners, do not sadden your neighbour, and do not lose the means for 
survival, you may use the wealth that life offers you as you wish.388. 

386 Bulat Okudzhava, "Pamiati Obukhovoi," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 
1989) 239. 
387 Bulat Okudzhava, "Oavaite vosklitsaf, drug drugom voskhishchafsia ... ," Izbrannoe: Stikhotvoreniia 
(Moscow: Moskovskii rabochii, 1989) 197. 
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In the poem Ha nOJlOmHe y AHHbl Eeft5lK06oU ... , the lyrical hero refers to Socrates 

in what is the only direct mention of the weIl known Greek in Okudzhava's works: 

II qTO-TO eCTb, HaBepHoe, BO MHe 
OT [ ... ] COKpam. 

(And there is something, to be sure, in me 
Of ... Socrates.)389 

Okudzhava' s voice can be heard in that of his first-person lyrical hero, and it 

seems safe to read this as a nod to another seminal influence on Okudzhava's thinking. 

The Athenian philosopher was the first to single out moral values and to distinguish 

between ethical and general knowledge-although he made no daim to extensive 

learning, his intuition permitted him to tell good from evil. Socratic good had nothing to 

do with riches or fame, but depended on the fearless, individual pursuit of virtue. For 

him, happiness, reason and virtue were co-extensive. While ethical intellectualism was an 

important tool in this struggle, the philosopher also insisted on heeding the whisperings 

of one's own soul, as weIl as the divine: a man's soul would not allow him to harm his 

neighbour, while the divine provided moral insight. 

Just as Okudzhava' s treatment of the theme of love was a sign of change in Soviet 

letters, his rejection of Marxism in favour of ancient, Western models demonstrates the 

options that had begun to open to Russian writers in the years after 1953. At one point or 

another, Okudzhava's work deals with virtue and reason, ethics and the divine (think of 

his poem "C.{mo maKoe àylUa? [What Is a Soul?]), but never in an overly critical way. 

Perhaps Okudzhava is most indebted to Greek philosophy for his use of Socratic irony-

388 Compare Wl. Tatarkiewicz, Historia filozofii (Warsaw: PWN, 1988) 140 (translation mine, MR.). 
389 Bulat Okudzhava, "Na polotne u Anny Beliakovoi," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 248. 
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the philosopher, like the poet, would feign simplicity to lure his audience into accepting 

h· f h·nk· 390 lS way 0 t 1 mg . 

The figure of Okudzhava's lyricalhero provides a particularly rich source of 

insight into the writer's philosophy. As a rule, Okudzhava's poems lend themselves to 

narration: they almost always tell a short story, describe a location and time, and give an 

impression of the narrator as well. Reflecting the author' s own ideals, the lyrical hero 

usually appears as a simple man of simple means, a man who would wear the same coat 

year after year. Content with what little life has to offer him, his greatest wish is to 

experience his simple life without the intrusions of war or mundane problems. 

He prizes the absence of violence so highly that he often seems to lead an 

exclusively internaI, emotional life. His attachment to this private philosophy, in tum, 

guarantees that his belief in good will never falter. He prefers to remain within the depths 

of his own emotional world, where he can uphold the principle of harmlessness toward 

his fellow human beings. AlI of these attributes found an extremely receptive audience in 

the post-Stalinist Soviet Union-while this character bore a certain similarity to the po or, 

schematized Socialist Realist hero, he Can surely be interpreted as a total negation of the 

thoughtless, over-achieving Stakhanovism of his day. By using this persona, at once 

simple and intellectual, Okudzhava was able to reach a much wider circle of readers and, 

by the same token, introduce his non-violent philosophy to a large part of the population. 

His avoidance of conventionally edifying or overly estheticised messages points to the 

fact that his art was born from a need for self-expression and discussion with the intended 

390 Socratic irony: So called after Socrates whose favourite device was to simulate ignorance in discussion, 
especially by asking a series of apparently innocuous questions in order to trap his inter/ocutor into error. 
Cuddon 837. 
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reader, a down-to-earth intelligentsia. In Okudzhava's work, the communicative function 

of the language always remains in the foreground, favoured over art-for-art's-sake. 

While reason would dictate that no man should inflict pain on another, real life 

affords ample conditions for even involuntary harm. In 3ae3:JICuu My3blKallm ljeJlyemC51 C 

mpy6010 ... [A touring musician kisses his trumpet ... ], the lyrical hero watches a woman 

pine for a musician's attentions. The trumpeter remains aloof, entirely absorbed in his 

music-there is no room in his heart for both his art and the woman. Out of love for the 

suffering woman, the lyrical hero repeatedly begs her to come to her senses, because the 

artist's indifference can only cause her further pain. 

Tbl e '-leM eUlloeama? .. [What are you guilty oj?] also concems a lyrical hero 

apostrophizing an abandoned woman. He insists that no one should ever grow so 

dependent as to give up the struggle for their own rights-he defends the independence 

and dignity that should have caused her to flee as soon as she felt the humiliation of her 

lover' s half-love391
: 

A KTO B TOM BHHOIO? 

A TbI H BHHOIO: 

Bee TeHbIO 6bIJIa 

y Hero 3a eIIHHOIO. 

(And whose fault is this? 
The fault is yours: 
You were always the shadow 
Behind his baek.)392 

Tbl e '-leM eUlloeama? ... is a love poem built around the structure of a folk song or 

counting rhyme: other examples include JIemo [Summer] with its neglected heroine 

waiting by the window for her husband, as weIl as MapifJa and 3ee3ôbl CblnmOmC5l e 

zycmylO mpaey ... [The stars are falling on the thick grass ... ]. 

391 Bulat Okudzhava, "Ty v ehem vinovata? .. ," Izbrannoe: Stikhotvoreniia (Moseow: Moskovskii 
raboehii, 1989) 78. 
392 Okudzhava, "Ty v ehem vinovata? .. ," Izbrannoe: Stikhotvoreniia 78. 
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While prostitution was never officially recognized under Stalin's reign of terror, 

Okudzhava touches on the tragic taboo of this love trade in 3ma :JlceHUjUHa maKaJl ... 

[This woman is like this ... ] and lleceHKa 0 MOp51Kax [The Song about Sai/ors], where 

npunOpmOeble lfapeeHbl K pe651maM epeMeHHblM cneuwm [The dockside tsarevnas hurry 

to temporary boyfriends ]393. 

Friends and friendship are a particularly important theme for Okudzhava, as 

evidenced by the quantity of his writing on the subject: in addition to his tributes to 

friends Kim, Dane!', Galich and Vysotskii, there are poems such as lleceHKa EeJlJle [A 

Song for Bella (Akhmadulina)], where he is ready to give his friends the most impossible 

gifts: 

JI ,!lM 6bI Te6e KpbIJIMI, 
,!la y MeIDI MX HeT. 

(1' d have given you wings, 
But 1 don't have any.)394 

These poems emphasise the lifetime of work and devotion that must be put into 

fostering each friendship: 

If ,!lO IIOCJIe,!lHero '1aca 
6y,Uy 51 BepeH ,!lpy3b5lM. 

(And until my last hour 
1 will be faithful to my friends.)395 

Cult of friendship and life-affirming camaraderie is central to Lfyecmey1O: nopa 

npoUjambC51 ... [Ifeel it's time to say goodbye ... ] and also to rpy3uHCKaJl neCH51 [Georgian 

Song], which additionally evokes Caucasian hospitality. These are two poems in which 

393 Bulat Okudzhava, "Pesenka 0 moriakakh," Kapli datskogo korolia: Kinostsenarii, pesni dlia kino 
(Moscow: Kinotsentr, 1991) 217. 
394 Bulat Okudzhava, "Pesenka Belle," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 1989) 
299. 
395 Bulat Okudzhava, "Vitia, sygrai na gitare," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 
1989) 250. 
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the lyrical hero opens his heart and home to faithful friends. The warm tone 

communicates how important the se relationships are to him, whether they are with his 

own countrymen or friends from far abroad. In the words of another poem, each has 

equal daim to being part of the poet's generation (think of Moe n01<.OJleHue: Bcezo Ha 

OÔHO JlUUlb MZHoeeHue ... [My generation, if only for a moment ... D. 

Distance has spelled the end of many friendships, not least of aIl those of the 

Soviet émigrés-see Bce nOpG3beX{lJlUCb ôaeHblM-ôaeHo [Everybody Went Off Long 

Ago]. These people were often unwilling migrants, leaving the only home they had ever 

known for the uncertain prospects of a new life in an untàmiliar country: 

HaBcer)J,a-HaBcer)J,a, 
Me)l( HO'laMli li )J,HHMlI, 

Me)l( BbiCOKOll cy)J,b6oll li )I(liJIbeM 
Mbi BpOCJIlI, 

CJIOBHO COCHbI, 
CBOliMli KOpHHMlI 

B Ty crpaHY, Ha KOTOpOll )I(lIBeM. 

(For ever and ever, 
Through long nights and days, 

Through our dwellings and high destiny 
Like pines 

With our roots 
We grew into 

The country where we live.)396 

In the text of the above poem, the author addresses his friend, V. Maksimov, by 

name: BOJloô5l MaKcuMoe. In reality, Maksimov, after a life full of persecutions in the 

Soviet Union, still managed to leave for Paris, where he soon became the editor of the 

literary journal KOHmuHeHm [Continent]. His fate is an excellent illustration of the typical 

path of life, shared by many Russian writers397
• Once they are wrenched from their old 

396 Bulat Okudzhava, "Pesenka 0 Sokol'nikakh," Veselyi barabanshchik (London: Flegon Press, 1966) 33. 
397 Compare Kazak, Entsiklopedicheskii slovar' russkoi literatury s 1917 goda 462-64. 
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soil, however, it is only a matter of years before C/JomozpaqJUu àpy3eu [Photographs of 

Friends ]398 are the only things that survive to testify to their fading memories. 

Of all Okudzhava's hymns to friendship, however, the most known is perhaps 

Cmapwma.ft cmyàefl'JeCKaJl neCfI.ft [An Old Student Song]. Like B3.ftmbC.ft 3a pyKU fie .ft !lU 

npU3bleaJl eac, 20cnoàa? ... [Didn 't 1 call you gentlemen to join hands? .. ], it is a call to 

strengthen the friendships that bind people, rather than weaken them with petty disputes. 

The power that cornes from mutual cooperation can also be se en to have larger, political 

implications: 

KaK BO)l(t(eJIeHHO )I(a)l(t(eT BeK 
HamynaTb 6peilib y Hac B u:enO'lKe ... 
B03bMeMcH 3a pyKll, t(py3bH, 
'lT06 He nponacTb noot(IlHO'lKe. 

(The century craves so keenly 
To detect a gap in our chain ... 
Let's join hands, friends, 
So we don't perish one by one.)399 

CmapUflflaJl cmyàefl'JecKa.ft neCfI.ft is buiIt with great regularity. Since the poem's 

semantic layer presents a comparison of the battle for friendship with battles in wartime, 

it requires a strong rhythm, tension and dynamism reminiscent of the Okudzhava's war 

On the other end of Okudzhava' s scale of values, there are the qualities that pose 

a threat to man's well-being and must be eschewed. Among these is plain stupidity and 

398 Bulat Okudzhava, "Fotografii druzei," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 2001) 
281. 
399 Bulat Okudzhava, "Starinnaia studencheskaia pesnia," Stikhotvoreniia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 310. 
400 It is written in iambic tetrametre, with hypermetrical even lines producing a pattern of alternating 
oxytonic (masculine) and paroxytonic (feminine) rhymes. At various points in all three stanzas, the initial 
iamb is replaced by a trochee. This phenomenon oftransaccentuation repeats in stanzas 5, Il, 18, and 22. 
In the final two stanzas several pyrrhic feet may be noted. The perfect rhythm is fully achieved despite the 
occasional half rhyme, most of which are based on assonance and consonance. The stanzas are bound 
together through syntactical repetition: the parallels between the last two lines of the final two stanzas are 
especially strong, and these both find a weaker reflection in the lines of the first stanza. 
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stupid people claiming that the wise people around them are the truly ignorant ones. 

Stupidity is the central theme in poems such as IIeceH7w npo ôypaKoe [The Song about 

Fools], J(OMa HOJICeK He 3OMOlJUm [A Lady Won 't Wet Her Dainty Feet] and AHmoH 

IIaJlbllJ fJexoe OÔHaJICÔbl 3aMemUJlooo [Anton Palych Chekhov once remarkedo.o]. 

Another dangerous type is the rich man, who cannot grasp the following simple 

lesson from Cmamb 60zameeM UHOU Hopoeumooo [Some want to be richooo]: 

[000] He rroKyrraIOTcSI-
no6poe I1MSI, TMaHT Il JII06oBbo 

([000] you can't buy 
A good name, talent or loveo)401 

Egotists also make their appearance in this rogues' gallery (IIeceHKa 0 KOpOJle U 

COJlôamax and J! MaJleHbKUU, ZOpJlO e aHZUHe [1 am Small and My Throat is Sore]), as do 

the covetous (ClJacmJlUelJUK [Lucky Guy]) and slanderous (IIp06paJlacb e HaUly JlCU3Hb 

lOleeemaooo [Slander stole into our lifeooo]). The forgiveness of the good-hearted stands out 

against this backdrop, as in BcmpelJa [Meeting], but theirs is an unequal contest if they 

choose to fight the se evils alone. Okudzhava's championing of traditional friendship 

makes aIl the more sense in this context. 

The value of solitude stands not in opposition to friendship, but parallel to it. 

Whereas gregarious, supportive friendship makes life easier, the virtues of seclusion may 

seem more elusive to the lonely people waiting for a letter to break their isolation (Mou 

nOlJmaJlbOH [My Postman]) or to Muscovites lost and lonely in the crowd (MocKoecKuu 

MypaeeU). 

Out of his belief in active self-fulfillment (fJezo He nOmep51eUlb-m020, 6pam, He 

HauôeUlb - Brother, you cannot find what isn 't lost)402 and the defense of individual 

401 Bulat Okudzhava, "Star bogateem inoi ~orovito 0 0'" Kapli datskogo korolia: Kinostsenarii, pesni dlia 
kino (Moscow: Kinotsentr, 1991) 231. 



179 

rights, Okudzhava often encourages others to embark on a personal quest to regain their 

lost happiness. Okudzhava cherishes an active approach to life. The point of departure is: 

qero He IIOTepj!eIIIb - Toro, 6paT, He HaMneIIIb 

(What is not lost - you won't be able to find, brother.)403 

A model for this process can be found in HOttllOU pa32060p [A Conversation at 

Night], where the seeker has only his instincts to lead him to that unknown, nameless joy, 

yet mounts his steed and sets off anyway: 

-Tb! IfTO IIOTepj!JI, MOj! panOCTb'?­
KpWIy j! eMy. 
11 OH OTBeIfaeT: 
-Ax, eCJHr 6 j! 3HaJI 3TO caM ... 

("What did you lose, my dear'?" 
1 cry to him. 
And he replies: 
"Oh, ifonly 1 myselfknew ... ,,)404 

The poet often encourages his characters to look for the happiness they have lost 

during their life. The path of life frequently appears in Okudzhava's poetry, as a road full 

of obstacles and complications405
: 

OCTopmKHeii:: 
TOIIop IIOn HoraMM! 

A .n;oporM Ha3a.n; CO)IOKeHbI! 

(Be careful: 
You're walking an axe's edge! 

And the roads back are bumed away!)406 

402 Okudzhava, "Dal'niaia doroga," Zamek nadziei 264. 
403 Okudzhava, "Darniaia doroga," Zamek nadziei 264. 
404 Bulat Okudzhava, "Nochnoi razgovor," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 233. 
405 J(aJlbH5I5I iJopœa [Long Road], Ilo CMOJleHCKOU iJop02e [On the Road to Smolensk], B caiJy HeCK)''1HOM 
mUUlUHa - [Silence in the Neskuchnyi Garden], IlapoxoiJnonpoU4aemc5I 6acoM ... [The steamship will say 
ifs bass goodbye ... ],J(op02a [Road], Ap6amcKuu iJ60pUK [Arbat Yard], Mbl npueiJeM myiJa, npueiJeM ... [We 
will come there, come ... ], IleceHKa 06 omKpblmou iJ6epu [Song About an Open Door], Bom 51 iJ06upalOcb 
iJo C60UX 6blcom ... [Here 1 am, attaining my Heights ... ]. 
406 Bulat Okudzhava, "Osen' ranniaia ... ," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 253. 
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Bom Il (Jo6upalOCb (Jo ceoux eblcom" [Here 1 am, attaining my heights] and 

rOJly6ou tteJlOeeK [Blue Man] are two poems where the image is developed into a 

complex, tiring uphill c1imb. Having set his mind on a goal, the lyrical hero doggedly 

"c1ambers" [Kapa6KaemcIl t07 toward it through the rest of his days, ignoring the 

onlookers' lack of faith. His sheer effort drowns out any doubts that his days might be 

numbered, his potentiallimited, or his destiny preordained. 

The lyrical hero of limaK, Il nocmapelO ... [And so 1 will grow old. .. ] is afraid the 

next generation will elbow him right off the path. Startled, he asks: 

HeyJKeJUI H IIOCTapeIO, 
KaUIHe 3aKpyqy Ha llIeIO 

(Will 1 really grow old, 
And wrap a scarf around my neck)408 

Luckily, Okudzhava's lyrical hero does not require much to be happy. He finds 

meaning all around him, in the details of everyday life 409: 

11 MbI Il)l,eM 3a HllMll. KaK B IIJIeH)'. 
3a 6y)l,HHMll. 
11 B 3TOM - Haiiie CqaCTbe. 

(And we follow behind them. Like prisoners. 
Behind the workaday. 
And therein lies our happiness.)410 

The path of life sometimes presents a fork in the road. For Okudzhava, the right 

choice will bene fit not only the person concemed, but also his environment and those 

around him. Expedience must never be suffered to inflict harm, yet over-deliberation is 

407 Bulat Okudzhava, "Goluboi chelovek," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 308. 
408 Bulat Okudzhava, "Itak, ia postareiu ... ," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 161. 
409 l{eJl06eK cmpeMUmC51 6 npocmomy [Man Aims for Simplicity], A MeC51lf mOHKuu-moHKuu [But the Moon 
is So, So Thin], )f(U3Hb oxomHUKa [A Hunter's Life] and Cblnb, 6e'lep, 36e30bl [Evening, Pour Out the 
Stars]. 
4\0 Bulat Okudzhava, "Syp', vecher, zvezdy," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 
2001) 162. 
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an equal peril, as it betrays [U3.MeHllem ]411 our fleeting moments. rime waits for no man, 

spiriting away untold numbers of choices as soon as they appear: 

B IKH3HH Bbl60pa He MHOro: 
KOMy - JJ,eHb, a KOMy - HO%. 
ABe JJ,opom OT IIopora: 
OJJ,Ha - B JJ,OM, JJ,pyraji - IIPOqb. 

(Life presents few choices: 
Day for sorne, for others night. 
Two roads lead from the doorstep: 
One within, and one without.t l2 

Man has no one but himself to blame for the things he failed to do on the path of 

life. As the lyrical hero of Aucmbl [Storks] puts it, he cannot blame the storks. Because of 

this sense of personal responsibility, it can be said that Okudzhava promotes an active 

approach to life. 

MazuIJecKoe «ôea». Ezo eblcombl ... [Magic "two"! Its heights ... ] is typical of 

Okudzhava's "decision" poems. Here, the choices that await a man are clearly pointed 

out and the importance of the moment of choosing is underscored. Man encounters a 

milestone where his future hangs in the balance-one chapter is closed, and a new one 

begins. 

While man must embrace a life of active adventure and risk, he must maintain the 

distance-some would say scepticism-needed to ensure meaningful, well-informed 

choices. Blind adherence to any philosophy is detrimental when the possibilities are so 

complex: 

qTO MOji IKH3Hb? - 3TH KpacKH B OKHe. 
CKOJIbKO ){œ B HHX BapHaHTOB B03MOIKHbIX ... 

(What is my life? - These colours outside my window. 
How many different possibilities lie within them ... )413 

411 Bulat Okudzhava, "Vremia," Stikhotvoreniia (Sankt-Petersburg: Akademicheskii proekt, 2001) 236. 
412 Bulat Okudzhava, "Chaepitie na Arbate," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 
1989) 181. 
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Walking the path requires such diligence, that man is often blinded to the colossal 

efforts that keep him moving forward. The lyrical hero of /{ecflmb mblCfll.( àOP02, u 

mpee02, u MOpOK nepexumb... [To survive ten thousand roads, and fears, and 

shadows ... ] is amazed by the force residing within humans: 

TbI KpaCHB, qeJIOBeK! 
3TO Ha,!!,O)K TaKOe cyMeTb! 

(Y ou, Man, are beautiful! 
Such a thing can be no accident!)414 

Man's progress is further assisted by an amazing intuition, which surfaces when 

he is faced with the most difficult of choices: 

[ ... ] yMy,!!,p}[eTC}[ OH, qy,!!,aK, 
Ha }[pMapKe 

nou;enyeB H ,!!,paK, 
B CJIaBOCJIOBHH 

H ryJlb6e 
BhI6HpaTh TOJIhKO mo60Bh ce6e! 

([ ... ]Strange bird, he contrives 
At the fair 

Ofkisses and fights, 
In the glories 

And depths 
He takes for himself only love!)415 

In llUCbMO AHmOKOJlbCKoMy [A Letter to Antokol'ski], the path becomes a seaway. 

The lyrical hero is on board a ship that jlies across the waves like an arrow [Jlemum no 

eOJlHaM cmpeJlou]416, on a course known only to the captain. He has entrusted his fate to 

the hands of the crew, who now command where he will travel and in which port he will 

413 Bulat Okudzhava, "Iz Washingtona v naznachennyi srok," Izbrannoe: Stikhotvoreniia (Moscow: 
Moskovskii rabochii, 1989) 328. 
414 Bulat Okudzhava, "Desaf tysiach dorog, i trevog, i morok perezhif ... ," Stikhotvoreniia (Sankt­
Petersburg: Akademicheskii proekt, 2001) 559. 
415 Bulat Okudzhava, "Mgnovenno slovo: Korotok vek ... ," Stikhotvoreniia (Sankt-Petersburg: 
Akademicheskii proekt, 2001) 279. 
416 Bulat Okudzhava, "Pis'mo Antokol'skomu," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 
1989) 106-07. 
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alight. These judges seem benign, however, when compared to the neighbours he has left 

behind-ones who would have greeted his death with little more than hypocrisy and bile. 

Sea and ship are powerful emblems of freedom, reflections of a surging world far 

from dry stable land and the plodding security or-worse-suffocation of home. The true 

wanderer on the path of life is irresistibly impelled toward the liberation and unexpected 

discoveries that reside in the unknown. Boats symbolize the crossings into the unknown 

made by both the living and the dead 417. The Penguin Dictionary of Symbols goes on to 

state: 

Ships conjure up ideas of strength and safety in the dangers of 
a voyage [ ... ]. The ship is like a star, which orbits about its 
pole, the earth, but under human contro\. It is a picture of life 
in which the individual must choose a goal and steer a 
course.418 

The image of the boat stands against that of the sea, which is described as follows: 

"Seas and oceans are images of the primaI, undifferentiated 
state of primeval formlessness. [ ... ] In sum, the sea is a 
symbol of the dynamism of life. Everything cornes from the 
sea and everything retums to it. lt is a place of birth, 
transformation and rebirth. With its tides, the sea symbolizes a 
transitory condition between shapeless potentiality and formaI 
reality, an ambivalent situation of uncertainty, doubt and 
indecision, which can end weIl or il\. Hence the sea is an 
image simultaneously of death and of life.419 

And then, finally, must come death. Okudzhava sees nothing to fear in it, so long 

as one holds true to the path, and expires still striving for the ultimate happiness. lleceHKa 

o 6yMa:JICHoM cOJldamUKe [Song about a Paper Soldier], ropum nllaMJl, He l.Jadum [A 

Burning Flame Makes No Smoke] and the song ropu, 020Hb, 20pU [Burn, Fire, Burn] 

capture the essence of this attitude, in which one's life remains active and 

uncompromising until the very end: 

417 Compare Chevalier, and Gheerbrant 106. 
418 Chevalier, and Gheerbrant 876. 
419 Chevalier, and Gheerbrant 836-38. 



TIpO)JHfTb JIeTa 6 AOTJIa, 
a TaM rrycKatf BeAYT 
3a Bce TBOR tl,eJIa 
Ha caMbIll cTpaIIIHbIll cyAo 

(Live your years but to the full, 
And you will let them lead you 
For all that you did 
To the most horrible oftrialso)420 

184 

At the same time, the poet suggests that man prepare for death by accepting his 

old age, conserving good memories and forgiving the wrongs committed against himo In 

order to reach his peace with death, man must approach it in harmony with the natural 

arder, and with as little fear of the unknown as he had in life: 

YMepeTb - TO)Ke Hatl,O yMeTb, 
KaK 6bI )KR3Hb HR JIOMMao 00 

(Y ou must also know how to die, 
No matterhow hard your life becomesooo)421 

To Okudzhava, man's last act on this earth must be to die in dignity and peace: 

A IIOCJIetl,Hee - Eory, 
IIOCJIetl,Hee - He HaIIIe, 
IIOCJIetl,Hee - 3TO He B C'leTo 

(And the last is of God, 
The last is not ours, 
The last is not our concemo)422 

Man cannot know whether his own forgiveness will be enough to merit God's 

pardon when he departs this lifeo AlI man has is hope, and a murky conjecture that those 

who have gone before were in fact accepted, if only because none of them has returnedo 

Countless questions remain, however: why do the dead not share their supposed 

happiness with those still alive (Ha CMepmb Eopuca EaJlmepa [On the Occasion of the 

420 Bulat Okudzhava, "Gori, ogon', gori," 65 pesen 21. 
421 Bulat Okudzhava, "Vmeret' - tozhe nado umet' 000'" Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii 
rabochii, 1989) 1690 
422 Okudzhava, "Vmeret' - tozhe nado umet' 00 0'" Izbrannoe: Stikhotvoreniia 1690 
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Death of Boris Balter]) and why is man taken before he can grasp the full meaning of life 

(IIOlJeMy MbZ UClJe3aeM ... [Why do we disappear ... ]). 

Fear of God's judgement is among the greatest reasons to lead a morallife and to 

work for the common good: 

TOT, KTO 6JIa)J<eH, He 60lITCH rpexa. 

(The blessed are not afraid of sin.)423 

When man looks back upon his life, he should, like the lyrical hero of IIo lWT<.OU 

peT<.e meou T<.Opa6Jlb nJlbZeem ... [Whichever river your ship sails down ... ] be able to say he 

was ofuse to others: 

MO)J(eT, )J(1I3Hb MOH II 6blJla CMeUIHa, 
Ho KOMy-HII6YJlb II OHa HY)J(Ha. 

(H might be that my life was laughable, 
But someone had a need of it.)424 

IIeceHT<.a «Coeecmb, 6Jlazopoôcmeo U ôocmouHcmeo ... » [The Song "Conscience, 

nobility and dignity ... "] sums up aIl that the lyrical hero needs to guide his steps. Respect 

for the three titular virtues is the only requirement for a good death: 

MO)J(eT, II He CTaHeilib IIo6eJlIITeJIeM, 
HO 3aTO yMpeilib KaK l.J:eJIOBeK. 

(Y ou may not come out a victor, 
But you shall die a Man.)425 

Okudzhava's poems about Man's inner world-whether outwardly praising the 

virtues of Love, Faith and Hope, promoting his belief in non-violence and compassion, or 

dwelling on the mysteries of the path of life-form a distinct, unified whole within his 

larger opus. Both the depth of his reflection and the sheer prodigality of his work on these 

423 Bulat Okudzhava, "Avgust v Latvii," Izbrannoe: Stikhotvoreniia (Moscow: Moskovskii rabochii, 1989) 
319. 
424 Bulat Okudzhava, "Po kakoi reke tvoi korabl' plyvet.. .," Izbrannoe: Stikhotvoreniia (Moscow: 
Moskovskii rabochii, 1989) 309. 
425 Okudzhava, "Pesenka," Stikhotvoreniia 430. 
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ethical issues speak volumes about his commitment to the theme. There can be few more 

fitting conclusions to the body of the present thesis. 
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CONCLUSION 

The classification of Okudzhava's poems according to their themes constituted 

the first step in the present thesis. The following thematic groups of poems have been 

identified: poems about war, those dealing with the legacy of the terror years under 

Stalin, with work and creative act, as well as poems about town, nature and folklore and 

those dealing with man's inner world. Further, each of the thematic groups was analyzed 

from the point of view of their author' s innovation and by opposing the official literary 

approach to each and every of the described topics. This was a way in which the 

uniqueness of the author's quiet but convincing voice and peaceful worldview could be 

underscored to its fullest against the background of official Soviet literature. 

Okudzhava's voice soon became representative of a nation that had just started to awake 

from fear-filled and oppressive times. 

Given the quantity of Okudzhava's poems and the necessary delimitations 

imposed on the scope of the analyzed works, the picture is still not complete. However, it 

is the first attempt on such a large scale to classify and analyze Okudzhava's poetic 

works. 

Since Okudzhava's poems are strongly grounded in the historical and 

biographical reality of his times, it was necessary to use this rather traditional approach. 

There are, of course, many universal aspects of Okudzhava's poetry that are 

communicable without an extensive knowledge of Soviet reality. However, to understand 

as many semantic layers of these poems as possible, the reader has to possess a solid 

background in both Okudzhava's personallife and the life ofhis terrorized nation. 
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An attempt to group Okudzhava's poems according to their themes and to their 

author's new approach to the se themes in his works is just one possibility. Many other 

options exist and have not been researched. 

Okudzhava's poems might become an interesting topic of analysis if seen, for 

example, as a source of factual, every-day information about the life in the Soviet Union 

and Russia between the 1960s and 1990s. It would be also interesting and new to look 

into sorne symbols that appear over and over in these poems (for example, the symbolism 

of colors). Another option worth exploring would be the correlation between the metric 

system used by Okudzhava in a majority of poems belonging to a given group and this 

group's theme. The possibilities are limitless and, considering the largely under-studied 

area, each may constitute another valuable and original contribution to knowledge of 

Russian literature. 

Hopefully, the topic of the present thesis and the fact that it focused on a bard 

who opened the do ors to the new, intimate communication in literature after years of 

state-govemed literary production, will serve in stirring interest among many scholars for 

years to come. 
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Appendix 1 

THE PHENOMENON OF RUSSIAN BARDS 

The Russian bards are a cultural phenomenon involving poets who express their 

opposition to injustices occurring in Soviet society, as weIl as their disagreement with 

accepting the official culture with its demand for Socialist Realism in the Soviet Union; 

their origins are multiple. Their songs stem from the 6JlGmHCl5l song (thieves' cant) and 

labour camp music that spread in the USSR following Khruschev's release of the 

y20Jl06HUKU (criminals) from the camps after Stalin's death. In addition, the other sources 

of their music were the tourist song (mypucmcKCl5l neCHJl), student songs (cmyôew·œcKaJl 

neCHJl)426, and stage songs (:JCmpaÔHaJl neCHJl). 

426 A number of songs were devoted to nature and that became the new generation 's idol. These songs were 
named tourist. Students' (cmyôeH'leCKaR necHR) and tourist (mypucmCKaR necHR) songs were not 
necessarily author's songs (a8mOpCKaR necHR), since some ofthem were written by Iwo people (a poet and 
a composer) and were not sung by their authors. They can be cal!ed amateur songs (CaMOÔeRmeJlbHaR 
necHR). Yet these songs were connected with the author 's song in their main characteristics, intimacy and 
sincerity of expression. [. . .} The advantage of the amateur songs was that they were not accountable ta the 
institution of censorship. As such they were not approved for publication, recording, or performance at 
official concerts, but they were never intended to be official. These songs were sung with the 
accompaniment of the seven-stringed acoustic guitar - an inexpensive, portable instrument also knownfor 
ils romantic connotations (e.g., Spanish serenades, Gypsy songs). Sin ce the sangs were never recorded by 
the official state company, Melodiia, they were distributed on tape. The tape players in the early 1960s 
were crude, and the open-reel tape often tore, but this turned out to be the way to promote the songs. The 
tape players were expensive. People would save for months to buy them and immediately fil! the 
complimentary free cassette with the songs. This form of distribution was cal!ed magnitizdat 
(MazHumu3ôam). lt worked like the samizdat (CaMU3Ôam), the system of retyping a work using about eight 
carbon copies; and the tamizdat (maMU3ôam), the system of distributing the works published in the West. 
[. . .} The amateur songs represent a wide range of works, from semiofficial songs by professionals that 
made their way into the young intellectual crowd, to songs written by students and young scientists, to the 
author 's songs. The emergence of the genre of the author 's sangs was influenced by the works of Berthold 
Brecht and of the French chansonniers Yves Montand and Georges Brassens, who were admired in the 
Soviet Union. ln the Russian tradition, the bards are close to Aleksandr Vertinskii, the author of the mood 
songs and a famous pre-revolutionary cabaret author and singer who returned at the end of the 1940s to 
the Soviet Union from his emigration ta the West, and to Yury Morfessi, a salon Gypsy singer. The author 's 
sangs are not homogenous; being intimate expressions of individu al feelings, they differ as much as the 
personalities of their authors. Anatoly Vishevsky, Soviet Literary Culture in the 1970s: The Politics of 
Irony (Gainesville: University Press ofFlorida, 1993) 45-6. 
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Historically, the first to talk about their World War Two experiences poetically 

were the young poets who joined the army directly from the Moscow Institute of History, 

Philosophy and Literature, and who were killed on the front. They were called n03mbl­

rPpoHm06uKu [poets- front-line soldiers] and included, among others, Pavel D. Kogan 

(1918-42), Mikhail V. Kul'chitskii (1919-43) and Nikolai P. Maiorov (1919-42). 

Contrary to the boisterous official poetry of the war period, their poems were simpler, 

quieter and far from hyperbolical. They clearly became one of the sources of inspiration 

for Okudzhava's anti-war poetry. 

After the war, Okudzhava, together with Evgenii M. Vinokurov, Boris A. Slutskii, 

and David S. Samoilov (real last name Kaufman), wrote the main body of their war 

poems. Andrzej Drawicz believes427 that, for the poets of the second wave ofwar poems 

(6amaJluCmUIJeCKa5l 60JlHa), war was not a theme, but a prism through which they 

interpreted the world. Drawicz claims that the image of war is present in every poem and 

theme touched upon by these writers. In case of Okudzhava, this statement seems to be 

just partially right. It is true that the war theme dominates his poems and that the anti-war 

poems were perceived by readers as the most important thematic group in the works of 

Okudzhava. However, as can be seen from the preceding chapters, other themes remain 

independent from the war theme. More obvious is the stronger influence of the war theme 

in the poems dealing with the years of Stalin' s terror. 

The poets of the second wave of war poems viewed their work, to sorne extent, as 

a dut y to be fulfilled. The other issues attracting their attention is the issue of the vocation 

of an artist, especially of a poet, and that of the poet's right to free speech (for which O. 

Mandershtam fought so hard in the 1930s). Together with this, another theme developed 

427 Andrzej Drawicz, Literatura radziecka 1917-1967. Pisarze rosyjscy (Warszawa: PWN, 1968) 243. 
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by the se poets was the historical one. The role of history was c1early and traditionally 

twofold: it was a relatively safe place to hide from present-day dangers and it provided an 

abundance of themes that were quite safe to explore. Besides this, historical themes 

traditionally served as masks for writers who, despite the strong censorship, tried to 

smuggle into their writings ideas about the present times (for example, historical novels 

by Okudzhava or volumes by D. Samoilov, such as Bmopou nepeean [The Second 

Passing] and Cyxoe nJlClMfl [Dry Fire]). 

The Russian bards as a cultural phenomenon428 arrived suddenly and immediately 

managed to capture the hearts of the public. The public demanded something new and 

incomparable with the production of Socialist Realism429
, and the bards provided them 

that new point ofview. 

428 In the Soviet Union, bards of discontent appeared in the mid-1950s as the first wave of prisoners 
returned from the Siberian labor camps. [ . .] As thousands of Soviet citizens, bitter from years of 
internment in the desolate interior of the country, returned to the cities of western Russia, their grim 
ballads accompanied them. [...] Alexander Arkadevich Ginzburg, a grim, bald-headed man, known simply 
as Alexander Galich, emerged as one of the most eloquent critics of the Stalin era. Galich himself never 
served in a labor camp, and infact led a career as a successful dramatist and screenwriter, but his songs of 
the Siberian gulag and of the Stalinist terror evoked the pain and suffering experienced by millions of 
Soviet citizens during the Stalin era. [ .. ] Galich's songs, whichfirst appeared in 1962, the same year as 
Alexander Solzhenitsyn 's novel A Day in the Life of Ivan Denisovich, challenged the Stalin legacy. 
Timothy W. Ryback, A History of Rock Music in Eastern Europe and the Soviet Union (New York­
Oxford: Oxford UP, 1990) 43. 
429 Socialist realism gave the public part of what it wanted: "realism ", adventure, and moral guidance. 
Realism meant simple and readable prose and the here and now or a heroic past for the plot and setting­
enterprise, factory, collective farm, research institute, and revolutionary or national battlefield Socialism 
meant fantasized political personalities and a masterplot about a young pers on, under the tutelage of a 
mentor, achieving consciousness by doing battle with obstructionist forces. The masses consumed the new 
literature partly because no competition was permitted, but also because its characters were largely 
folkloric: jirm and self-controlled, but loving and good and brave - people that the common reader could 
recognize from popular notions of how characters should act and speak. As in most popular jiction, the 
plots were formulaic and the writing contained the familiar complement of "furrowed brows" and "shining 
eyes". The descriptive lexicon was coded to exalt reason, technology, and the city and ta enwrap such 
impulses as sex in the dark shades of chaos. The result was a peculiar variety of didactic middlebrow 
literature whose rules and codes quickly migrated to statuary, film, radio drama, and song. Socialist realist 
culture as a whole was a tortuous compromise between the art of old masters, folk culture, ideology, and 
some elements of popular commercial art. Its output was enormous and it embraced not only fiction, but 
jictionalized histary, communist hagiography, travel prose, andfolk materials. Stites 67. 
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The sixties were the "golden era" of the Russian bard song, giving rise not only to 

writers such as Okudzhava but many other singing poets of a different caliber430
. Hordes 

of questionably talented individuals performed in the clubs and interest circles that 

appeared at this time 431. The songs were recorded on "T embr" or "Iauza" tape recorders -

a newly introduced product in the 60s - and despite their po or quality, were an important 

technical novelty. The tape recorders (often of the homemade type), and the fast process 

of copying the tapes, made state control and persecution harder. Despite these problems, 

and largely with help of the Magnitizdat (a tape recorder underground distribution 

system), the new genre of the author's song spread quickly. This was based on a 

combination of poetry, guitar accompaniment, intonation and the author's special 

communicative and entertainment talents. Along with a dynamic, lively and responsive 

public, the songs of the bards began to take on a public voice on tapes and on the stage, 

against the wishes of the official Soviet cri tics. 

The appearance of authors' songs was preceded by another cultural phenomena: 

mass declamation of loud stage poetry using out standing rhetoric. Evtushenko and 

Voznesenskii began this yet unseen trend ofreading poetry at huge stadiums to thousands 

of listeners, during the time when the West influenced the Soviet Union with jazz music 

and the shocking sounds of the Beatles. The authors' songs also differed from the popular 

Russian song (openly disliked by Okudzhava) in the number of authors who created 

them. While the pop song required an author for the lyrics, a composer and a performer 

430 Next to the big names of Okudzhava, Galich or Vysotskii, there were as weil N. Matveeva, I. Vizbor, 
Al. Sukhanov, A. Iakusheva, lu. Kim, E. Kliachkin, lu. Kolesnikov, lu. Kukin, D. Sukharev, M. Ancharov, 
V. Berkovskii, B. Vakhniuk, L. Sergeev, S. Krylov. 
431 The romantic author song of the sixties attracted those who considered themselves young poets and 
singers. For example, in Leningrad in 1961, young singing performers founded at the Palace of the Workers 
of the Food Industry a song club, named after the spaceship which brought the first pers on into the Cosmos, 
"Vostok". Over thirty years, through "Vostok" alone, went more than one thousand performers. 
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who, in most cases, required an orchestra during their performances, the author song had 

just one author, but could have many variants, depending on each individual performance 

of the author before the public. Due to the simplicity of the author' s song, recording it on 

tape allowed it to keep its impact whereas re-recording pop music caused its impact to be 

lost 432. The pop song failed because the taped recording could not reproduce the 

dynamics of the musically powerful stage show accompanied by an orchestra. In contrast, 

the success of the author' s song depended mainly on the simple combination of the 

author, the listener and the skill of establishing an intimate communication between them. 

For example, Okudzhava's chamber-like songs present an intimate discourse, 

almost a confession. It is not a vocal performance of the stage type. He feels for the 

mothers and sisters left by the men who went to the front, points out the false morality 

and injustice and remembers the quiet and mode st heroes of everyday life. Additionally, 

he sings about the forgotten feelings of love and friendship and, following in the steps of 

Blok and his llpeKpacHafl ()GMa [The Beautiful Lady], he worships woman, while taking a 

moment to reflect about the meaning of life. 

Apart from Okudzhava, the most successful and recognized bard was Vladimir 

Semonovich Vysotskii - a graduate of the actors' studio of MKhA T. Since 1964 he 

performed in the progressive and avant-garde Taganka Theatre and, over the years, this 

theatre and cinema actor and poet gained an unprecedented popularity as a bard433
. His 

characteristic hoarse voice was heard everywhere - in private homes, among his close 

432 See also V. Vysotskii, "Ob avtorskoi pesne," Vospominania Vladimira Vysotskogo, ed. A.N. Safonov 
(Moscow: Sovetskaia Rossiia, 1989) 120-23. 
433 For more on Vysotskii's beginnings as a bard, see. V.Vysotskii, "[ nachalos' triumfal'noe shestvie 
plenok. .. ," Vospominaia Vladimira Vysotskogo, ed. A.N. Safonov (Moscow: Sovetskaia Rossiia, 1989) 
126-27. 
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circle of friends, in the theater and in more than thirty films as weIl as on the radio434. The 

biggest tragedy of his life was that, apart from the uncensored a1manac MempOnOJlb 

[Metropolis] (Ann Arbor, 1979) and the journal TpembJl BOmta [The Third Wave], his 

texts were not published during his lifetime. Vysotskii often spoke about the importance 

ofreaching the widest possible public435
. 

Vysotskii's literary creativity resulted in approximately two hundred poems, a 

thousand ballads and songs and an incomplete nove1, POMall 0 ôeBollKax [Novel about the 

Girls], published in 1988 by the HeBa [Neva] literary journal. In the manner of 

Evtushenko, Vysotskii's openness and friendly interaction with his audience during his 

live performances, did not please officiaIs. 

Vysotskii, just as Galich, was often attacked III the press436
. Only one year after 

Vysotskii's death, a heavily censored volume of his poems, entitled HepB [Nerve], was 

434 His work has been called "an encyclopedia of Soviet life" because he pokedfun at Semenov's detective 
novels, morning exercises on television, Soviet heroes, revolutionary traditions, and Russian literature; and 
aimed hisfurious guitar at inequality, privilege, official hypocrisy, the harshness ofurban life, and both the 
joys and woes of tiquor and sex. The candor of his song was enhanced by the language of the street, the 
army, the tent city, and the camps; and by the raucous pitch of his voice, so starkly different from the 
velvety and hollow sounds ofmass song crooners. He was attacked in the press for his lyrics. Stites 158. 
435 fl O'leHb HaôelOcb, Kozôa CO'lUHRJO C60U necHu, '1mo OHU ôouôym ôo Moezo cllyuwmeJIR. fl J/Ce 6eôb He 
ÔllR ce6R nuUly, He mOllbKo ÔllR «Cmolla» u «KOP3UHbl» - myôa 51 mOJ/Ce nuUly, - HO 06R3amellbHo UlllY 
ayôumopulO, u, Kozôa OHa y MeHR ecmb, 60llbUle MHe HU'leZO He Haôo. EOllbUle 6ceZO 51 l{eHIO npRMou 
KOHmaKm CO Cllymam eJlRMU. [I hope very much, when 1 write my poems, that they will reach my listener. 1 
do not write for myself, for the "drawer" or "basket" - 1 write that too, - but of course 1 am seeking an 
audience, and, when 1 have it, 1 do not need anything else]. V. Vysotskii, Izbrannoe (Minsk: Mastatskaia 
litaratura, 1993) 573. 
Compare as weIl: ... 51 6cezôa HyJ/CôalOcb 6 ayôumopuu, KOmOpa5l MeHR cllyUlaem. If 'leM 60llbUleMy 
KOllu'lecm6y lllOôeu 51 MOZy paCCKa3amb 0 mOM, '1mo MeHR 6ecnoKoum u 60llHyem, meM MHe lly'lUle. [ .. ./ 
always need an audience; people who would listen to me. And the more people 1 can tell what troubles and 
concerns me, the better 1 fee!]. V.Vysotskii, "0 trudnostiakh v tvorchestve," Vospominaia Vladimira 
Vysotskogo ed. A.N. Safonov (Moscow: Sovetskaia Rossiia, 1989) 129. 
436 On June 9, 1968, the newspaper Sovetskaia Rossiia reported: "The epidemic of bawdy and vulgar songs 
copied from tape recorders is spreading faster than a flu virus. " In particular, Sovetskaia Rossiia attacked 
the thirty-year-old bard Vladimir Vysotskii, who, the paper alleged, "sings in the name of and on the behalf 
of alcoholics, soldiers in disciplinary units and criminals, people who are depraved and have something 
wrong with them." Vysotskii, added Sovetskaia Rossiia, also disjigured "his native language beyond 
recognition ". By the end of the 1960s, this bard of "philistinism, vulgarity, and immorality" was the best 
known and best loved of the underground singers. [ . .] Vysotskii wrote songs about emotions, events, and 
individuals-themes the average Russian could understand: the frustrations of standing in lines, the 
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published. Many great poems are missing from it and sorne of the published ones are 

shortened, comparing to the original version. Hep6 consists of only 130 poems437
• When 

Vysotskii died, crowds went to the Taganka theatre where they listened to people singing 

Vysotskii's songs accompanied by the guitar, and reciting his poems while burning 

candIes and leaving flowers438
. The death of Vysotskii deeply touched literary circles, 

and many poets, including Okudzhava, paid honour to him by writing about him 439 or 

dedicating pieces of their work to him. 

Vysotskii and other bards not only sang about their own experiences or about 

Jl70606b 6 KaMe1i1-lOM 6eKe [love in the stone age ]440, honesty or honour, but also about 

situations in which he had not personally participated441
• He was tirst to discuss the plight 

resentment toward Russians who frequented hard-currency shops, the difficulty of fin ding an apartment. 
Vysotskii sang about soldiers, athletes, construction workers, prostitutes, thieves, and intellectuals. In one 
song about the Soviet airline, Aerojlot, Vysotskii alluded to the government's restrictions onforeign trave!. 
"Aerojlot", he chided, "will take you anywhere except where you really want to go. " Timothy W. Ryback, 
A HistOly of Rock Music in Eastern Europe and the Soviet Union (New York-Oxford: Oxford UP, 1990) 
46-7. 
437 A larger edition of Vysotskii's works was printed only between 1981 and 1983 in New York in two 
volumes, IlecHu u cmuxu [Songs and Poems]. It includes a choice of about 600 poetic texts, as well as 
prose. Only in the second half of the eighties, many volumes of his poems were published: KOHU 
npu6peàJlU6ble [Exaggerated Horses] and JJoem BJlaàUMup BblCOlfKUU [Vladimir Vysotskii Sings] in 1987, 
lfemblpe lfem6epmu nymu [Four Fourths of the Path] , Izbrannoe [Selected], 5l, KOHeIfHO, 6epHycb [Of 
Course, 1 will be Back], He 6blmeJJ U3 60ft [He Did Not Come Back From the Battle], [(nUIf [A Call], Cmuxu 
u neCHU [Poems and Songs] , Cmuxu. Ilp03a [Poems. Prose] - al! in 1988, Hu eàuHolO 6yK60U He Jl2y [1 do 
not Lie with Even One Letter] and JJ033UR u np03a [Poetry and Prose] in 1989. The last ten years have 
been witnessing enormous popularity ofVysotskii and many publications ofhis works. 
438 For more, see: Stites 158. 
439 Poem 0 BOJloàe BblCOlfKOM [On Volodia Vysotskii], 1980. 
440 Vladimir Vysotskii, "Pro Iiubov' v kamennom veke," Izbrannoe (Minsk: Mastatskaia litaratura, 1993) 
165. 
441 MeHft Ifacmo cnpamu6alOm 6 nUCbMax: He 60e6{JJl JIU ft, He IVW6{JJl JIU, He cuàeJJ JIU, He Jlem{JJl JIU, He 
mopepWl JIU? 3mo nomOMY, 'lmo nO'lmu 6ee MOU necHu HanucaHbl om nep6020 Jlulfa. Ho C06eeM He 
omm020, Ifmo ft 6ce UCnblm{JJl Ha ce6e, 6ce y6uàeJl u 3HalO. Hem, dJlR 3m020 Haào 6blJlO 6bl CRumKOM MH020 
J/CU3HeU. llpocmo ft JlI06J11O cJlymamb mo, Ifmo MHe 2060pftm ... A CaMoe 2Jta6HOe, MHe XO'lemcft 06 3mOM 
paCCKa3amb 6aM, HO, KOHeIfHo, maK, KaK ft K 3moMy omHomycb u nOHUMalO. JJomoMy u pUCKylO 2060pumb 
«ft». f . .). People often ask me in their letters: didn't lfight, didn't 1 sail, didn't 1 do time in prison, didn't 1 
jly, didn't 1 work as a driver? This is because almost ail my poems are written in the first pers on. But this is 
absolutely not because 1 experienced everything personally, or saw and knew everything. No, too many 
lives would be needed for that. Simply, Ilike to listen towhat others are telling me ... And most importantly, 
1 want to tell you about this, but, of course, in the wcry 1 perce ive and understand il. This is why 1 risk 
scrying ''l''. V. Vysotskii, "Ob avtorskoi pesne," Vospominaia Vladimira Vysotskogo, ed. A.N. Safonov 
(Moscow: Sovetskaia Rossiia, 1989) 121-22. 
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of 6ecnpU30pllblC [homeless childrent42 in poetry. He enjoyed exploring the theme of 

extreme eireumstances443 that revealed his values. For the se purposes, apart from 

exploring the topies of mountain c1imbing444 or sports, he often tumed to the theme of 

war. Although he did not partieipate in World War TW0
445

, he often had to explain why 

he found this theme interesting and ehallenging: 

442 Another subculture of the era was that of the "homeless chi/dren" (besprizornye), orphaned and 
abandoned waifs [. .. }. These chi/dren, 75-80 percent of them boys, inhabited a realm of human misery 
marked by begging, petty crime, prostitution, hunger, and homelessness. Fiction andfilm oflen depicted the 
pathos of their lives spent in railroad stations, cellars, caves, dumps, and heating vats. As social outcasts 
or self-made marginais, homeless children created their own subculture - nicknames, jargon (part of the 
larger and older blatnaya muzyka - rough music - [. .. ) a code of honor about group loyalty, debts, and 
desertion that was harshly enforced, and a cult leader (vozhak). Ail this resembled the subcu/tures of 
criminals, convicts, even robber bands ofyore and street gangs of the present day. Gambling and movies 
were the favorite leisure pursuits of the besprizorniki [. . .}. Stites 61-2. 
443 Compare: A. Demidova, "Kakim pomniu i liubliu," Vospominaia Vladimira Vysotskogo, ed. A.N. 
Safonov (Moscow: Sovetskaia Rossiia, 1989) 281-82. 
444 flomoM - «BepmuKGllb»: 3mo 6bll/U neCHU 020pax. Ho OHU 6bll/U, R àyMalO, 60l/bUJe 'leM npo 20pbl, maM 
6bUlG eUje ifJUJ/OCOifJUR 60cxoJ/CàeHuR - nO'leMy l/lOàu CmpeMRmCR 66epx, nO'leMy UM He XO'lemCR 
cnycKambcR 06pamHo Ha pa6HuHy, a OHU 06R3amel/bHO 6ce2àa àOl/J/CHbl cnycKambcR ... [Then - "Vertical": 
these were songs about mountains. But 1 think that they were about something more than just mountains, 
there was a philosophy of ascending - why people strive to climb up, why they do not want to go back 
down, even though they invariably have to descend.] V.Vysotskii, "1 nachalos' triumfal'noe shestvie 
plenok. .. ," 127. 
445 BbicolfKUU xome.n, 'Im06bl ezo pOl/U, necHu u cmuxu 60CnpUHUMGllUCb àOK)lMeHmaMU 6u02paifJuu omlf06, 
cmapUJux 6pambe6. 0 60UHe OH nucGll npa6àu6ble cmuxu u npa6àu60 U2pGll, Ha yàU6l/eHUe KOHKpemHo, 
MamepUGllbHO, rmaCmU'IHO, maK, KaK 6yàmo 3HGll Ha oUjynb, KOJ/CeU. B e20 cmuxax cpaJ/CalOmcR l/em'lUKU, 
MOpRKU, àecaHmHUKU, nexomHulfbl. B 3mu cmuxom60peHUR 6KpanlleHbl peGllUU, cnelfuifJu'IeCKue àl/R 
pa3HblX POà06 60UCK, xapaKmepHble Cll06e'lKU U 6blpaJ/CeHUR. EpoUJeHHble nOl/R Cnel/blX Xl/e606, oKonbl, 
nycmblHHb!e àepe6HU, 20pHble yUjel/bR, 6e3bIMRHHb!e 6blcomKU, He60, 20CnUmGllbHaR nGllama -
«monozpaifJUR» cMepmellbHblX cX6amoK 6 3mux necHRX. Hx clOJ/Cembl 3mo clOJ/Cembl cOllàamcKou J/CU3HU: 
MapUJ, npoà20m06Ka K 6010, cpaJ/CeHue, n02pe6eHue na6UJUX, oJ/CuàaHue nuceM ... B HUX ecmb U meMa 
àOMa - 6epH020, 11106RUje20, U àOMa npeàa6UJe20, U3MeHU6UJe20. flecHu BbiCOlfK020 0 60uHe - He 
«60cnoMUHaHUR», 2àe 'Imo-mo CMR2'laemCR UJ/U pOMaHmu3upyemcR, He 311e2UR, nOC6RUjeHHaR «MUHy6UJUM 
àHRM». '3mo He'lmO, J/CU6yUjee 6 'Iell06eKe ce20àHR, KaK 6011b, 2JlyXaR, HO 20m06aR 6 111060u MOMeHm 
6cnblxHymb. [Vysotskii wanted his stage and screen performances, songs and poems to be treated as 
documents from the biographies of fathers and older brothers. He wrote true poems about war and as an 
actor portrayed it truly, surprisingly concretely, materially, as if he knew it by heart, with his skin. Pilots, 
marines, paratroopers, irifantrymen fight in his poems. These poems conta in elements of reality - specific 
for the given type of armed forces - characteristic slang words and expressions. Abandoned fields of ripe 
grain, trenches, villages in the desert, mountain crevasses, nameless peaks, the sky, hospital tent - these 
songs show a "topography" of deadly battles. Their subjects are taken from soldiers' lives: marching, 
preparation for battle, combat, burying dead comrades, waiting for letters ... They also trea! the subject of 
home - faithful, loving but also betraying, traitorous. Vysotskii 's songs about war are not "reminiscences", 
softening and romanticizing the reality; they do no! constitute an elegy dedicated to "past days". This is 
something living inside a person, like pain, which is dulled but can erupl al any lime.] A. Nizovtsev, "Nashi 
pavshie - kak chasovye," Vospominaia Vladimira Vysotskogo, ed. A.N. Safonov (Moscow: Sovetskaia 
Rossiia, 1989) 126-27. 
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H CaMOe rJIaBHOe, H Cl.J:fITaIO, l.J:TO BO BpeMH BOHHbI npOCTO eCTb 
60JIbilie B03MOJI<HOCTH, 60JIbilie npOCTpaHCTBa ,l1,JHI paCKpbITHSI 
l.J:eJIOBeKa - Hpl.J:e OH paCKphIBaeTCH. TyT yJI< He COBpeIIIh, mO.LlH Ha 
BOHHe BCer.Lla Ha rpaHH, 3a ceKyHLlY HJIH 3a nOJIIIIara OT CMepTH. [ ... ] JI 
Bo06me CTapaIOCb MH CBOHX neceH Bhl6HpaTh mO.LleH, KOTopble 
HaXO.LlHTCH B caMOH KpaHHeH cMryaUMH, B MOMeHT pHCKa, [ ... ], y 
KOTOphIX l.J:TO-TO CJIOMaJIOCh, npOH30IIIJIO - B 06meM, KOpOl.J:e rOBopH, 
mO.LleH KOTOphIe «B.LlOJIh 06phIBa, nO-Ha,n nponaCTbfO» HJIH KpHl.J:aT 
«CnaCMTe HalIIM LlYlIIH!» [ ... ]. MeHH COBceM He HHTepecyeT, KOr.Lla 
JIID.LlH CH.LlSlT, eMT MJIH OT.LlhIXaIDT - H npo HHX He nHlIIy, TOJIbKO pa3Be 
KOMe.LlHHHhIe nec HM. 

(And what is most important, 1 think that during the war there are 
simply more possibilities, more space to discover a human being - who 
can be discovered more clearly. Here you cannot lie, people during the 
war are always at the limit, one second or half a step from death. [ ... ] 
Generally, 1 try to select for my songs people who are in the most 
extreme situations, at the time of risk, [ ... ], people in whom something 
broke, happened - generally, brietly speaking, people who are "At the 
edge, above an abyss" or who are crying "Save our souls!" [ ... ] People 
who are sitting, eating or resting do not interest me at ail - 1 do not 
write about them, except for comedy songs. )446 

Using various methods, Vysotskii kept presenting the situation of a contemporary 

man from different points of view. With aggressive tones, he touched upon the theme of 

Stalin's times and that of politics. Rough humor and crude jokes, as weIl as lyrical and 

philosophical words, were brought on in balladic, more played down, tones. 

Vysotskii and Okudzhava were very different and very aware of their differences. 

Whereas Vysotskii was al ways surrounded by friends and groups of people, Okudzhava 

preferred being alone and chose a more intimate way of speaking to the public. His 

unique hoarse voice and more dynamic manner of singing made Vysotskii's 

performances much more dramatic than Okudzhava's. Okudzhava was, to certain extent, 

a poet of the city, the street and the Arbat yard and his setting had an intimate character. 

Vysotskii was especially attracted to the beauty of nature in its wild and free state. He 

wrote about horses, mountains, storks and the adventures of man struggling with nature. 

Even though both bards wrote about the war, Okudzhava was the one who fought on the 

446 Vladimir Vysotskii, Izbrannoe (Minsk: Mastatskaia litaratura, 1993) 572. 
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front and got injured, while Vysotskii never participated in it and remembered it just from 

his childhood. 

Often Vysotskii, like Okudzhava, stressed the ditIerences between himself and his 

fellow bard, as the following passage indicates: 

... SI He MOry, KaK EyJIaT, - :no COBceM Llpyroe LleJIo. [ ... ] HHKorLla He 
IIOLlpa)KaJI SI HH EyJIary, HH LlpyrHM pe6S1TaM, KOTopble B TO BpeMSI 
IIHCaJIH. 

( ... 1 cannot sing like Bulat, - he is a completely different story. [ ... ] l 
never imitated Bulat or other guys who were writing then.])447 

Nevertheless, the similarities were many; they appreciated each other's talents 

and recognized that they were using the same vehicle of the bard song for communicating 

with their respective audiences. Under Vysotskii's spell, Okudzhava wrote the poem 

Macmep rpUUta [Master Grisha ]448. They spoke a lot about the respect they had for each 

other in interviews and during public performances. Below are two out of the multiple 

statements, where the young Vysotskii talks about Okudzhava's influence on him: 

And also: 

447 Vysotskii, "Izbrannoe" 546. 

OH MOH JJ:)'XOBHbIH OTeu:. 

He is my spiritual father.449 

y CJIbIIlIaB BIIepBbIe IIeCHH EyJIaTa OKYLl)KaBbI, SI BLlPyr yBHLleJI, 'lTO 
CTHXH CBOH, KOTOpbIX y MeHSI HaKOIIHJIOCb LlOBOJIbHO MHoro, MO)KHO 
yCHJIHTb My3bIKaJIbHOH MeJIOLlHeH, pHTMOM, - OH MHe KaK 6bI rJIaJa 
OTKpbIJI. II SI CTaJI, KOHe'lHO IIO-LlpyroMY, CO'lHHSlTb My3bIKy K CBOHM 
CTHXaM. 

When 1 heard the songs of Bulat Okudzhava for the first time, 1 
suddenly realized that 1 could enrich my poems, and 1 had quite a lot of 
them, with melody, rhythm - he sort of opened my eyes. And so 1 
began, obviously in a different way, to compose music to my poems. 450 

448 Interview with Vladimir Avdeichikov, September 13,1995. 
449 Vysotskii, "Izbrannoe" 546. 
450 V.Vysotskii, "Sekret izvestnosti," Vospominaia Vladimira Vysotskogo, ed. A.N. Safonov_(Moscow: 
Sovetskaia Rossiia, 1989) 13l. 
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Okudzhava was the most famous representative of the movement, a figure who 

considered himself not simply a bard, but a poet-bard. Okudzhava's poetry was largely 

directed toward the intellectual communitl51
, outside of which this humble poet never 

attained the popularity of the mass-oriented Vysotskii. Neither was he as politically 

oriented as Galich. Nevertheless, he is considered to be the founder of the bard movement 

within Russian popular culture of the 1960s. 

As could be se en from this short section, the bards' songs that represented the 

negation of the official marches and songs typified by Ympo Kpacum HeJ/CHblM ceemOM 

[Morning paints with tender light ... ]452 marked a break from the cult songs that 

dominated the Soviet scene until the death of Stalin. 453, 

451 The party and the census enumerators define the intelligentsia as meaning anyone who eams a living 
trom mental rather than manual labour. Michael Binyon, Life in Russia (London: Hamish Hamilton, 1984) 
93. 
452 Text: lannick Faizeev and Vasilii Lebedev-Kumach. Music: D. and M. Pokrass. 
453 To the end of the 1940s. the only songs permitted in the Soviet Union were the so-cal!ed mass songs. 
They were written by professional composers and poets employed by the state. These songs. which 
appeared in large quantities, were approved and often commissioned by the party and reflected party 
policy. The songs were always optimistic, proclaiming the happiness of the people of the Soviet Union and 
the advantages of the socialist system. They were openly ideological and portrayed a positive hero - the 
bui/der of communism. It would be unfair to say that al! these songs were inferior - a number of talented 
people wrote them and many had catch y tunes and easily memorizable verse (e.g., the wartime Katyusha 
[KamlOuw)). The mass songs were in the tradition ofprewar times of the 1930s; they were not only created 
for the masses, but also meant to be sung by choirs. These upbeat songs fol!owed people everywhere: to 
music (choir) lessons from elementary school to high school, to regular Saturday labor outings (mpyà06ble 
cy660mHuKu), to parades and meetings, and, through the radio, to people 's apartments. The youth of the 
new limes yearned for difJerent songs containing difJerent messages. The author 's songs, or sangs of the 
bards, emerged afier World War II and are connected with more liberal poUtical atmosphere in the mid 
1950s. In some respects the songs that appeared at the time were in the same vein as the Young prose: 
romantic, hopeful, youthful, and directed toward a better future. Anatoly Vishevsky, Soviet Literary 
Culture in the 1970s. The Politics ofIrony (Gainesville: University Press ofFlorida, 1993) 43. 
Cmuxu-necHu EyJlama OK)JàJ/Ca6bl, AJleKCaHàpa ranu'la, BJlaàUMUpa BblCOlfKOZO u àpyzux cmanu 
3HaMeHeM 60JlbHOMblCJlUR. OHU cnaCJlU n033UlO conpOmU6JleHUR om pa3zpoMa: CaMU 6blJlU nOàJlUHHOU 
n033ueu, manaHmllU60U Jlumepamypou, co c60eu àa6Heu ucmopueu, co C60UMU 6paZaMU u nOKllOHHUKaMU. 
J06UJluaôa, He 6eÔaR mozo, yCUJlUJla 6JlURHUe neceHHou n033uu 60 cmoKpam. POMaH06bl nOHRJ/U 3mo He 
Cpa3y. K C'laCmblO, He cpa3y ÔOUlJlO ôo HUX, KaK MHOZO 3Ha'lUJlU ÔJlR Ôyx06HOU J/CU3HU npocmozo '1eJl06eKa 
3mu 3anucaHHble JleHmbl. YJlUlfa He n06mOpRJ/a meKcm06 Ka3eHHblX neceH, pe'leu, nJlaKam06 u npu3bl606 
LJK KIlCC. Ee ôa6Ho 3ax6amUJla neceHHaR MazHumorjJoHHaR pe60JllOlfUR[ .. }. OHa Ha'ianaCb uCnOÔ60Jlb u 
OKa3anaCb HeyR36UMou U 6cenpOHuKalOUf,eu. Ha nJle'lax '1yÔOM 6blJ/CU6UlUX JlaZepHUK06 6 J/CU3Hb 60UleJl He 
mOJlbKO JlaZepHblU CJleHZ, HO u cmuxu, u neCHU. /{oUllla ào Hac u 6e3blCK)JCm6eHHaR, HaCmORHHaR Ha 
rjJOJlbKllOpe necHR «BopK)Jma - fleHuHzpaô». BblJ/CUJla U necHR-npoKllRmue ryJlazy n03ma-JlaZepHUKa, 
nozu6Ulezo 6 JlaZep5lX, «BaHUHCKUU nopm». [Poem-songs of Bulat Okudzhava, Aleksandr GaUch, Vladimir 
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The bards' creations were a unique vehic1e that allowed Okudzhava's generation 

to develop an alternative way for looking at life in the USSR. By creating a musical style 

that was individualistic and concerned with audience interaction, the bards managed to 

create a new perspective on one of the important foundations of Soviet society - art. The 

bards demonstrated that art is more than a tool for propaganda; art is for meeting the 

needs of a society' s spiritual and ethical, as well as political, dimensions, even for people 

who are caught up in a politically brain-washed collective. 

Vysotskii and others epitomizedfree speech. They saved the poetry ofresistancefrom crushing defeat: they 
constituted true poetry and talented literature, together with their long history, their enemies and 
sympathizers. The Yubiliade unknowingly enhanced the influence of sung poetry hundredfold. The 
Romanovs did not understand that immediately. Fortunately, they did not realize immediately how 
important these recorded tapes were for the spiritual life of simple folk. The street was not repeating the 
texts of official songs, speeches, posters and party slogans. It had been conquered long ago by the 
revolution of tape-recorded songs f.]. It started in leisurely fashion and turned out to be relentless and 
overwhelming. Through the miraculously surviving prisoners of camps not only did camp slang, but also 
poems and songs enter everyday life. We became familiar with the ingenious, folklore-based song" Vorkuta 
- Leningrad". A/so surviving was "Vanin port", a song-curse against the Gulag by a poet-prisoner, who 
perished in the camps.] Grigorii Svirskii, Na lobnom meste: Literatura nravstvennogo soprotivleniia 0946-
1976 gg.) (London: Novaia literatumaia biblioteka, 1979) 464. 
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Appendix2 

BULAT SHALVOVICH OKUOZHAVA 

Bulat Shalvovich Okudzhava, poet, writer and bard, was born May 9, 1924 in 

Moscow, to parents who were ordinary people. His father was the son of a Georgian 

laundry woman and his mother was the daughter of an Armenian machinist454
. They lived 

on the Arbat until 1937. At the age of four, Okudzhava began his lifelong adventure with 

books by getting interested in the contents of his father' s extensive library. His parents 

introduced him to tales by Kornei Chukovskii and the adventures of Robinson Crusoe. 

This was followed by a lecture on Gargantua and Pantagruel. Bulat's musical interest 

was first developed at the age of five when his mother began acquainting him with the 

opera and theatre by taking him regularly to the Bol 'shoi Theatre. At this point in his life 

his parents also bought him a gramophone and records and he listened quite often to the 

singing of Shaliapin. 

At the age of ten, his parents began giving him books as gifts so he could start 

building his personal library. One of his favorite authors was Jules Verne. Okudzhava 

was fascinated with Verne's power ofimagining exciting stories455
. 

With this background, Bulat was able to begin writing. In the beginning, he wrote 

humorous poems for the school newspaper. Then in the fifth grade, he conceived the idea 

of a novel about a Chinese volunteer. Each day he wrote three pages for this novel and if 

he got to the end of the third page and the next word would not fit, he would leave the 

454 Xom51 MOR MClMa apM5IHKa, am el{ Zpy3UH, HO 51 pOOWlC5I Ha EOJlbUIOU MOJl'laH06Ke U npoJ/CWl C6010 
J/CU3Hb 6 Paccuu. [Although my mother was Armenian and my father was Georgian, 1 was barn in Bolshaia 
Molchanovka and 1 spent al! my life in Russia.] Petrakov 6. 
455 Interview with Vladimir Avdeichikov, September 13, 1995. 
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remammg thought untinished until the following day. This tirst novel was never 

fi . h d456 mIS e . 

The mode st and relatively peaceful life of Okudzhava, in an ever-tightening 

atmosphere of terror and purges, was suddenly interrupted by the arrest of his father (23 

February 1937), who had held a responsible post in the Communist Party. He was 

accused of having spied for the Gerrnans and Japanese and was executed in Sverdlovsk 

(14 December 1938). Shortly after, his mother was sent to Siberia to a Karaganda labor 

camp from where she returned only in 1955, the year ofher rehabilitation457
• Okudzhava 

lived for sorne time in Nizhnii Tagil in the Ural Mountains and then carne back to 

Moscow, where together with his brother, he studied while living at his grandmother's 

home. In 1940, he moved with his remaining family to Tbilisi. 

Starting at the age of 14 years, he worked in a variety of jobs: tirst he was an extra 

as weIl as a handyrnan in a theatre, then he worked as a smith. At the beginning of the 

Second World War, he worked as a lathe operator in the defense industry. 

In 1942, freshly out of the ninth grade, Okudzhava volunteered for the arrny. He 

was taken to a depot mortar battalion and after two months of training was sent to the 

North Caucasus Front. At the age of 18, Okudzhava was wounded near Mozdok and 

recovered in a military hospital458
• 

456 Interview with Vladimir Avdeichikov, September 13, 1995. 
457 Mou omel{ U MOR MaMa 6blJlU napmUUHblMU pa60mHUKaMU. OHU 6blXOÔl{bl U3 pa60'leu CeMbU U 
6cmynwlU 6 napmUio 6 npeôpe60lllOl{UOHHOe U 6 pe60lllOl{UOHHoe 6peMR. A 6 37-M zoôy 06a noCmpaÔ(fJlU: 
Mamb np06ella OKOllO 19 lIem 6 lIazepRX, omel{ 6blll paCCmpeltRH. IlomoM 6bIRCHUlIOCb, 'lmo HU 6 'lëM He 
6UH06am. [My father and my mother were party workers. They camefrom working-classfamilies and they 
joined the party in pre-Revolutionary and Revolutionaiy times. ln 1937 they both suffered: mother spent 
some 19 years in camps, andfather was shot. Then it turned out that he was completely innocent.] Petrakov 
6. 
458 .Jl 60e6aJl Ha CeeepHoM Ka6Ka3e U 6blll paHeH noô M03ôoKoM. A nomOM - ZOCnUmaJlR, a nomOM, noclle 

lIe'leHU5l, - mRJlCëllCl5l apmUJlJlepU5l, pe3ep6a TlIa6H020 KOMaHÔ06aHU5l. if 60m U 6cë, 'lmo MHe YÔaJlOCb 
n06uÔamb. /(0 EepllUHa R He ÔOUÛlI. [J fought in the Northern Caucasus and was injured near Mozdok. And 
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It was in 1943 that he wrote his tirst song, HaM e xOlloàHblX menJlyUlKax He 

cnœlOcb [We could not sleep in the coldfreight cars]. 

Okudzhava's tirst poems were published in the paper Eoelf PKKA [CRRA 

/Caucasus Region Red Army/ Fighter]459. To judge from the titles, it can be said that they 

responded to the immediate needs of wartime and of the paper where they appeared: ,ao 

ceUàaHUJl, CblHbll ... [Good-bye, sons!. .. ], Mbl ecmpettaJlu ... [We would meet ... ], ,aeeyUlKe-

cOllàamy [To the Soldier Girl], He n03a6blmb :J/CecmOKUX àHeu [Let's notforget the cruel 

days]. In 1945, Okudzhava's mortar unit was demobilized. 

After completing high school, Okudzhava studied at the Philological Department 

of the university in Tbilisi between 1945 and 1950. It was in 1945 that his tirst poem was 

officially published 460. In student years, Okudzhava became interested in the prose of 

then - there were hospitals, and later, after the treatment, - Headquarters' heavy artillery reserve. That is 
ail 1 managed to see. 1 did not reach Berlin.] Petrakov l3. 
459 Bnep6ble cmuxu E. OrydJ/Ca6bl nOR6UJlUCb 6 zapHu30HHOU za3eme 3aKa6Ka3cKozo ppoHma «Eoel1 
PKKA» (n03dHee - «JleHuHcKoe 3HGMR») 6 1945 zody, CHa'laJla nod nce6doHUMoM A. pOJlJ/CeH06. C 1953 
zoda, pa60mGR nOCJle yHu6epcumemCK020 pacnpedeJleHUR 6 KaJlyJ/CCKOU 06Jlacmu, OH pezyJlRpHO 
ny6JlUK06aJlCR 6 MecmHblX ZG3emax. Tozda J/Ce 6 KaJlyze 6bllUJla ezo nep6GR KHuza cmUX06 «JlupuKa». CGM 
n03m C'IumaJl 3mom nepuod m60p'leCm6a nOdpaJ/CameJlbHblM u Ha'laJlO C60eu n03mU'IeCKOU 
deRmeJlbHOCmU OmHOCUJl KO 6peMeHU 6036palljeHUR 6 MOCK6y U 6cmyl1JleHUR 6 n03mU'IeCKOe 06bedUHeHue 
«MazUCmpaJlb», pyK060dUMoe r Jle6uHblM. C KOHl1a 50-x ZOd06 cmuxu OrydJ/Ca6bl cmaJlU nOR6JlRmbCR 6 
CmOJlU'IHblX zG3emax U JIC)lpHaJlax. IIep6GR U3 U3daHHblX 6 MOCK6e KHuza cmUX06 «Ocmp06a» 6blUU/a 6 
1959 zody. Bcezo J/Ce Ha podUHe 6blJlO U3daHO d6eHadlfamb npUJ/CU3HeHHblX OpUZUHaJlbHblX n03mU'IeCKUX 
C60pHUK06 n03ma. [The poems of B. Okudzhava jirst appeared in 1945 in the garrison paper of the Trans­
Caucasian front, CRRA Fighter (later renamed Lenin 's Banner), initially under the pseudonym of A. 
Dolzhenov. From 1953 on, working on a post-university assignment in the Kaluga region, he was regularly 
published in the local pa pers. His jirst book of poems Lirika was also published during that period in 
Kaluga. The poet considered this period of his career to be derivative and dated the beginning of his poetic 
career to the time when he returned to Moscow and joined a poetic association "Magistral' ", headed by G. 
Levin. At the end of the fzfties, Okudzhava 's poems started to appear in Moscow newspapers and journals. 
The first volumes of v?rse to be issued in Moscow, entitled Ostrova, was published in 1959. ln total, twelve 
original collections of Okudzhava 's poems were published in the Soviet Union during his lifetime.] A. E. 
Krylov, and V. Sh. Iurovskii. "Bulat Shalvovich Okudzhava: Bibliografiia," Literatumoe obozrenie 3 
(1998): 52-63. 
460 It was published in a paper of the Trans-Caucasian War District, which asked Okudzhava to produce a 
poem about demobilization. Once published, Okudzhava bought fifty copies of the paper and gave them 
away to his friends. In later interviews Okudzhava mentioned many times that in those days he believed 
himself to be seriously engaged in writing poetry, while most of his writings were various imitations of 
other poets. 
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Proust, Kafka, Hemingway and the poetry of B. Pasternak, A. Akhmatova and 

Zabolotskii461. 

While at university, Okudzhava, along with sorne other aspiring poets, organized 

a literary circle named in honor of Maiakovskii. Since they often gathered at 

Okudzhava's place under his table lamp, it was later renamed COJlOMe1-l1-taJl JlaMna [Straw 

Lamp]. 

In 1946, from the exposure and influence that he received, Okudzhava wrote a 

long and never pub li shed novel about the Great Patriotic War. In interviews, when asked 

about this novel, he used to ask himself how he came to write a work twice as long as 

War and Peace. It was during the Tbilisi years that Okudzhava felt a strong attraction to 

the genre of the student song and musical romance. He enjoyed listening to old student 

songs, Russian officers' songs and to Russian folk songs. He felt especially attracted to 

the nineteenth century, which was not yet too far back in time for relating to its ideas and 

dreams, but was yet mysterious enough to playon his imagination. In 1946, Okudzhava 

saw a performance by Aleksandr Vertynskii in Tbilisi. He managed to buy a ticket for his 

performance and since then his interest in Vertynskii's works grew. Among Vertynskii's 

songs, Okudzhava's favourite was llpOUjaJlbllblU y:J/CUll [Good-bye Dinner]. Okudzhava 

believed that Vertynskii was the true creator of the genre of the author' s song. 

Then in 1948, Okudzhava was influenced by Boris Pasternak, who advised him to 

not quit the Philological Institute. Quitting was in Okudzhava's plans because he had 

wanted to follow a pro gram in the Literature Institute instead. 

461 Throughout his life, Okudzhava was interested in poetry of the following authors: A. Pushkin, D. 
Samoilov, B. Akhmadulina, A. Tarkovskii, A. Kushner, as weil as the Russian folk song, and in prose: 
again A. Pushkin, L. Tolstoi, A. Nabokov, and R. Kipling. 
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From the time that Okudzhava completed his studies until 1955, he worked as a 

teacher of the Russian language in a rural school in Shamordino in the Kaluga region and 

then in a Kaluga high school. In 1953, he published his poems in a Kaluga local paper462
• 

While in Kaluga, he collaborated with the papers 3HCJMfl [Banner] and MOJlOÔOU JleHUHel{ 

[Young Leninist]. Later, he expressed dissatisfaction several times about the quality of 

poems that were pub li shed there and called them "weak". 

Then in 1956, following the twentieth Party Congress and the political exposure 

of the Cult of PersonaIity, a new chapter began in the life of Okudzhava. As the result of 

the first rehabilitations in the absence of corpus de/icti [3a omcymcm6ueM cocma6a 

npecmynJleHUfl], exiled citizens, such as Okudzhava's mother, started coming back from 

the camps and prisons 463. Due to the retum of his mother and the acceptance of 

Okudzhava into the Party, State officiaIs allowed them to move back to Moscow 464
• 

462 KOH'IWI yHu8epcumem u yexan 8 KanyJ/CcK)l1O 06llacmb, 8 àepe8HIO, pa60mamb y'lumelleM. TaM 
npoàollJ/Can nucamb cmuxu, nOCblllan ux 8 MecmHylO zœemy, ommyàa nOlly'lan om8em, '1mo HyJ/CHO 
'1Umamb n060llbUle ITyUlKuHa U JIepMoHm06a. Hy '1epe3 zoà npu6llU3umellbHo 51 noexan 6 Kanyzy, npuUlëll 6 
MecmHylO zœemy. «KaK 6aUla paMWlU5l?» JI Z060plO - 60m maK. «O-o! Mbl 6ac 3HaeM - 6bl J/Ce HaM 
npUCblllanu cmuxu?» - «Jf,a, npUCblllan cmuxu». - «Hy, 3axoàume! KaK 6bl nOJ/CU6aeme?» - «Hu'Iezo». -
«ITpu6e3JlU llU H06ble cmuxu?» - «[Jpu6ë3», - CKa3an 51 U àan UM cmapble cmuxu. OHU CKa3anu: 
«3aMe'lamellbHo!» - U ony6lluK06anu ux. Tym 51 nOH5lJl, KaK(J5l nOllb3a om 3HaKOMcm6a 6 J/CU3HU. TaK KaK 6 
Kanyze àpyzux n03m06 He 6blllO - 51 c'lumanc51 CaMblM lly'lUlUM. Y MeH5I HeMHOJ/CKO KpyJ/CUJ/aCb zOll06a om 
ycneX06. JI nucan cmuxu KO 6ceM npœàHUKaM, KO 6ceM 6peMeHaM zoàa, ny6lluK06an ux 6 MecmHOU za3eme, 
nOlly'lan ManeHbKUU zOHopap. COMHeHUU HUKaKux He 6blllO. [J graduated from university and went to the 
Kaluga region, ta a village, ta work as a teacher. 1 continued writing poems there; 1 sent them to a local 
newspaper, received the reply that 1 needed to read some more Pushkin and Lermontov. About one year 
later 1 went to the edilarial office of the newspaper in Kaluga. They asked, "What is your last name?" 1 
told them. "Oh! We know you - you used to send us poems?" - 'Tes, 1 did". - "Please, came in! Haw are 
you doing?" - "Fine". - "Didyau bring any new poems?" - "Yes, 1 did", 1 said and 1 gave them the old 
ones. They said: "Outstandingl"- and published them. Then 1 understaad how useful il is in life to know 
someone. Since there were no other poets in Kaluga, 1 was considered to be the best one. 1 was somewhat 
euphoric from the success, writing poems for ail festivities, ail seasons of the year, and publishing them in 
the local paper; receiving a small honorarium. 1 did not have any doubts.] Petrakov 23. 
463 One of the most vivid poems conceming the retum of Okudzhava's mother is "Pis'mo k marne", only 
written only in 1975. 
464 JI nepeexan 6 MOCK6y. B MocK6e 51 nonan 6 llumepamypHoe 06ôeàuHeHue, zàe 6blllU MOlloàble n03mbl, 
O'leHb manaHmllu6ble, Komopble He ony6lluKa6anu eUJë HU OàHOU CmpO'lKu. 11 OHU MeH5I 06CYJ/Càanu, O'leHb 
CWlbHO MeH5I n06W1u. CHa'lana 51 àyMan, '1mo OHU 3mo om 3a6ucmu àellalOm, HO 6CKope naH5lJl, '1mo 3mo 
nomOMY, '1mo 51 3mozo àocmouH. JI nepecman nucamb cmuxu: HecKOllbKO llem He nucan ca6ceM. [JomOM 
cH06a J/CU3Hb 3acma6W1a, npupaàa 3acma6W1a - u 51 cman nucamb UHa'le. MOJ/Cem 6blmb, He HaMHOZO 
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It was about this time when he started to speak, or rather to sing, in his full voice. 

Aiso in 1956, and while still in Kaluga, Okudzhava published his tirst volume of poems, 

simply entitled JIupuKa [Lyrics]465. Since then, Okudzhava worked closely with a literary 

association Ma2ucmpaJlb [Main Line] and published more and more in different 

magazines, such as 3Ha.M5l, H06bl'U MUp [New WorldJ, He6a [Neva], MOJIOÔœt 26apôwI 

[Young Guards], as weIl as sorne papers. 

In 1956, Okudzhava began performing his poems, accompanied by the guitar, to a 

small group of friends, but by 1960 he was performing for the public 466. Here is how he 

describes his tirst public appearance: 

B 60-M roA)', B caMOM Haqane ro,na, MHe B,npyr npl1UIJIOCb 

BnepBble ny6JIlflIHO Bbicrynl1Tb. 3TO 6bIJIO B JIeHI1Hrpa,ne, B 

,lJ;oMe KI1HO, B MaJIeHbKOM 3ane. TaM Bcë OqeHb XOpOUIO 

npoUIJIo. 06 3TOM npOCJIbIUIanl1 B MOCKOBCKOM ,lJ;oMe KI1HO -

11 MeIDI npl1rJIaCHJIH. bbIJI cy660THHH Beqep OT,nblxa, npHUIJII1 

JIlO,nH OT,nbIxaTb. lloKa3bIBanH nepe,n 3TI1M cj>I1JIbM 

«OCTOpO)J{HO, nOUIJIOCTb!». TIOTOM 06bHBHJII1 MeWI. 11 BOT H 

BbIUIeJI Ha 3ry rpOMa,nHylO cu;eHy, y)J{aCHO po6eH, BCTan nepe,n 

KaKI1M-TO nOBpe)J{,nëHHbIM MI1KpOcj>OHOM 11 CTan neTb O,nHy 113 

CBOHX neceH. TaK KaK H OqeHb BOJIHOBanCH, OqeBH,nHO, 

nOJIOBHHa CJIOB npona,nana - MHe TaK Ka3anOCb. B,npyr 113 

3ana KTO-TO KpI1KHYJI: «TIOUIJIOCTb!» - 11 rpynna CI1,nHIII.HX 

Jly'lzue, HO, 60 6CflKOM CJly'lae, maK, KaK fi OOJlJICeH 6blJl nucamb no C60UM cnoc06HocmRM. [1 came to 
Moscow. There l got into a literary circle with many young, but very talented, poets who had not published 
a single verse yet, and they judged me; they criticized me very severely. At jirst l thought that they were 
doing this out of envy, but soon l understood that this was because l deserved it. l stopped writing poems: 
for several years l did not write them at ail. Then again life - nature made me do this; and l started ta write 
differently; perhaps not much better, but in any case in the way [should be writing, according to my skills.] 
Petrakov 23. 
465 B K(JJlyze y MeHfI 6bllUfla M(JJleHbKaR KHUJICe'lKa cmUX06. [ln Kaluga a very small book with my poems 
was publishedj Petrakov 23. 
466 This is how, with the usual dose of self-irony, he described these early attempts: IlomoM 6 
yHu6epcumeme fi HanUC(JJl necHlo cmyoeH'IeCK)lIO, HanUC(JJl no 06pa311a.M cmapblx zpycmHblx cmyOeH'IecKux 
neceH, Hy maKOZO muna, KaK «EblCmpbz, KaK 60JlHbl, OHU Hazueu JlCU3HU, 'leM o (JJlbZUe, meM 6JluJICe K 
MOZUJle Hazu nymb ... ». Omm(JJlKU6aRCb om 3mou neCHU, fi HanUC(JJl cmyoeH'IecKylO neCHIO, u Mbl Ha 
rjJaK)lJlbmeme y ce6f1 eë neJlu. A nomoM, 6 56-M zOOy, - 60m 3ma yJICe 6cepbë3 Ha'l(JJlOCb OeJlo - MHe 
6nep6ble 3axomeJlOCb 60pyZ HeKomopble C60U cmuxu nemb nod aKKOMnaHeMeHm. MHe nOKa3(JJlU mpu 
aKKopOa Ha zumape, u fi cm(JJl npuOyMbl6amb MeJlOOUU u nemb. [7nen at the university l wrote a student 
song; l wrote it fallowing the example of old, sad student sangs, such as "The days of our lives are quick, 
like waves, the further, the sooner to the grave is our journey ... ". Repulsed by this song, l wrote a student 
song and we sang il at our faculty. Later, in 1956, ail this started seriously - for the jirst time l wanted to 
sing some of my songs to music. 1 was shown three chords on the guitar and [ started to compose melodies 
and sing.] Petrakov 39. 
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BOKpyr noro qeJIOBeKa JIlo)],eii Haqamf aI1JIo)],HpoBaTb. }I B3S1JI 
rHTapy M ywëJI co CueHbI. BOT TaKHM 6bIJIO Moë I1epBOe 
60JIbWOe rry6JIH'lHOe BblcryI1JIeHlle. 

At the beginning of 1960, 1 suddenly had to perform in public 
for the tirst time. It was ityLeningrad, in a cinema, in a very 
smali hall. Everything wént very weIl there. They heard about 
this in a Moscow citiema and invited me. It was a leisurely 
Saturday evening, people came to relax. Before that they were 
showing a movie "Watch out for kitsch!". Then they 
announced me. And so 1 went out onto that large stage, 1 felt 
awfully timid, 1 stood in front of a broken microphone and 
started to sing one of my songs. Since 1 was very nervous, 
obviously, half of the words got lost - at least 1 thought so. 
Suddenly someone in the hall shouted "Kitsch!" - and a group 
of people sitting around started to applaud. 1 took the guitar 
and left the scene. That was my tirst big public performance. 
467 

His new poem-songs: KOPOJlb, IIOJlH04HbtU mpoJlJleu6yc and MocKoecKuu 

Mypaeeu were aIl written in 1957 and soon became widely known in intelligentsia circ1es. 

Okudzhava's poem-songs coincided with the introduction of the tape recorder in 

the Soviet Union468
. Although Okudzhava did not any gramophone records released yet, 

his music was already registered on tape 469. As he mentioned in numerous interviews, the 

467 Petrakov 30. 
468 llpoUJJlO ece20 ôea-mpu 20ôa nOClle nepe020 eblcmyf1JleHUR Eyllama OKyôJ/Caebl, u e20 neCHU nOllOHUJlU 
POCCUIO. 3mo 6blll 6ecnpelfeôeHmHblu npopble CKe03b lfeH3ypHblU 6emoH. HMeHHo mozôa, nOClle 
xpYUfeecK020 nozpoMa uCK)'ccmea e 63-64 22., KOZÔa np03a 3aJle2Jla, KaK 3aJle2atOm cOllOambl nepeô 
yKpef1JleHURMU, neCHu XllblHyllU, KaK naeoôoK, - noeepx yKpef1JleHUU. Cnepea neCHu OK)'OJ/Caebl, 3ameM 
TaJlu'la. ll03ôHee - BblCOlfKOZO U Ôpy2UX. [Wilhin a mere two-three years from the first performance of 
Bulat Okudzhava his songs captured the public in Russia. This was an unprecedented break through the 
rigid censorship. Exactly after Khrushchev 's pogrom of art in 1963-64, the prose lied down like soldiers in 
the barricades, the songs poured like a flood - over the barricades. First Okudzhava 's songs, then those of 
Galich. Later on - songs of Vysotskii and others]. Grigorii Svirskii, Na lobnom meste. Literatura 
nravstvennogo soprotivlenia (1946-1976gg.) (London: Novaia literaturnaia biblioteka, 1979) 466. 
469 The Russian bard Bulat Okudzhava became the first hero of the magnitizdat. [00] Magnitizdat 
transformed Okudzhava's leisure-time activity into a national phenomenon. [00] During the early 1960s, 
Okudzhava developed a following among university students and intellectuals. [ . .] Okudzhava sang 
unbashedly about love, shattering the prudish barriers of official culture. In contrast to the glorious 
depictions of the Second World War promoted by the state, Okudzhava presented war as a senseless and 
painful experience. Timothy W. Ryback, A History of Rock Music in Eastern Europe and the Soviet Union 
(New York-Oxford: Oxford UP, 1990) 45. Compare as weIl: Before Okudzhava, the Soviet song industry 
had virtually no competition from within the country. The state monopoly of songs seemed unshakable. 
Suddenly il was discovered that one person could compose a song and make it famous, without the Union 
of Composers - with its creativity section and department of propaganda - without the help of popular 
singers, choirs and orchestras, and without publishing houses, radio and television, film and record 
companies, editors and censors. It turned out that a talented poet, never having taken lessons in musical 
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spontaneous taping sessions usually took place in small Moscow communal flats, where 

the heavy-smoking and drinking intellectuals would meet470
. 

After 1959, Okudzhava was often published in 101Iocmb [Youth] and 

Jlumepamyplla51 èa3ema [Literary Gazette], where he became the head of the poetry 

section. 

Despite problems with the censors, he managed to publish his first volumes of 

verse: Ocmpo6a [Islands], 1959 (dedicated to his mother), BeceJlbtU 6apa6allUfUK [Merry 

Drummer], 1964 and flo ()opoèe K TUlIamulI [On the Way to Tinatin], 1964. Additionally, 

apart from original poems, the last volume contained translations from Khuta Berulava, 

Medea Kakhidze, Otar Mamporiia, Mukhran Machavariani, Makvala Mrevlishvili, Shota 

Nishniandze and Dzhansug Charkviani. Nineteen sixt Y seven saw the publication of 

Mapm 6eJlUKo()YUlllblU [Generous March]. In 1976, after a long period of so-called 

creative silence, Ap6am, MOU Ap6am [Arbat, My Arbat] was published. In the early and 

mid-1960s, the verbal attacks on Okudzhava increased: 

In December 1962, [ ... ] Okudzhava came under attack by 
Leonid Illichev, Khrushchev's spokesman on ideological 
matters. At a meeting with 140 writers and artists in December 
1962, IIIichev accused Okudzhava of vulgarity and ideological 
inconsistency. [ ... ] Okudzhava skirmished with government 
officiaIs for the next three years. Censors demanded he deI ete 
provocative songs from his repertoire. Material from his radio 
broadcasts was occasionally edited. Official pressure 
prevented the release of his recordings. [ ... ] Despite official 
harassment, Okudzhava continued to perform during the 
1960s and by the end of the decade also traveled to the West 
to read his poetry and perform his songs. [ ... ] In the mid-
1960s, the burgeoning magnitizdat culture attracted the 
growing criticism of the Soviet press. In 1965, the 
conservative Soviet literary journal October published an 
article entitIed "What Are They Actually Singing?". October 
rebuffed more than twenty underground bards, the most 

composition, possessing only native musicality, singing and playing on the guitar, could make himself 
heard as no one had been heard in Russiafor a long time. Frumkin, Commentary, 65 pesen 15. 
470 ln the early 1960s, Bulat Okudzhava offered young people an alternative to the hollow optimism of 
official songwriters f . .). Ryback, A History of Rock Music in Eastern Europe and the Soviet Union 154. 
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prominent of whom were Bulat Okudzhava and Alexander 
Galich.471 

The attacks were linked to his short story, published in 1961, Syàb 3àop06, 

UlKOJt5lp472, as weIl as to the fact that, together with sorne other creative writers, he signed 

letters in 1966 defending Andrei Donatovich Siniavskii (Abram Terts) and Iulii 

Markovich Daniel (Nikolai Arzhak). Syàb 3àop06, UlKOJt5lp was published in 

Paustovskii' s anthology of literature, TapyccKue cmpallUlfbl [Tarussa Pages ]473. The 

471 Ryback, A History of Rock Music in Eastern Europe and the Soviet Union 46-7. 
472 MaJ/eHbKaR n08ecmb OKyÔ:J/Ca8bl 6blJla cUMnmOMOM H080èO n080poma 80eHHOU meMbl, 8 Komopou 6ce 
ZpOM'Ie Ha'laJ/U 36y'lamb Hpa6cm6eHHble, MOpaJ/bHO-3mU'IeCKUe Hombl. A KaK06 Ha CaMOM ôeJle 'IeJl06eK Ha 
60UHe? l[mo OH Ha CaMOM ôeJle 'Iy6mc6yem U ôyMaem? MO:J/CHO JIU, Hy:J/CHO JlU 6blmb Ha 60UHe 
:J/CecmOKUM? HMeem JIU npa80, ôa:J/Ce Ha 80UHe, ôa:J/Ce KOMaHôUp pacnOpJl:J/CambCJl 6e3ôyMHo 'Iy:J/COU 
'IeJl06e'leCKOU :J/CU3HblO? [Okudzhava 's small story was a symptom of a new approach to the war theme, in 
which moral and ethical notes started to appear. And what is man at the front like? What does he actually 
feel and think? Can you, or do you have to be cruel in a war? Are you entitled, even in a war, even as a 
commander, to use other people 's lives recklessly?] AltshuIler, and Dryzhakova, Put' otrecheniia 68. 
Compare as weIl: 
Hau6Hoe, npocmoàyuJHoe n06eôeHue èepOJl 6blJlO nOKa3aHO OKyô:J/Ca60u KaK npoooJl:J/CeHue UZpbl 660UHy, 
Komopou y6JleKaJ/ucb pe6Jlma nepeo 60UHOU, y6ep06a6, 'Imo 8paè 6yoem HeMeOJleHHO U JleZKO pa36um. [ . .} 
PaCCKa3bl6aR 0 6yOHJlX 60UHbl, nUCameJlb 6blJl U 6 HUX, U HaO HUMU - mOMy cnoc06cm606aJta Jl6HO 
6blpa:J/CeHHaR pOMaHmU'IeCKaR amMoccpepa n08ecmu. ([>aKmbl peaJlbHOCmU 6blJlU mOJlbKO OOHUM U3 
nOJl1OC06 ezo xyoo:J/Cecm6eHHozo Mupa - Ha OpyèOM 6blJla nonblmKa nOHJlmb UX 6blCUlUU, COKpblmblU 8 
me'leHUU 06bl'lHOU 'IeJl06e'leCKOU :J/CU3HU CMblCJl. [The naïve, simple-hearted conduct of the hero was 
presented by Okudzhava as the continuation of children playing war. lt was one of the games children 
before the war used to play, believing that the enemy would be immediately and easily defeated. [ . .) 
Describing war experiences, the writer was at the same time in them, and above them - clearly expressed 
romantic atmosphere of the short story helped in this. Factual reality was just one of the poles of his 
artistic world - on the other, there was his attempt to understand its higher, hidden meaning during a 
man 's life.] G. Belaia, Preface, Izbrannye proizvedenia v dvukh tomakh, by Bulat Okudzhava, vol. 1 
(Moscow: Sovremennik, 1989) 5. 
473 C «TapyccKux cmpaHUlJ» Ha'laJlUCb MHOèue 6uoèpacpuu n03m06 U np03aUK06, 6 mOM 'IucJle EyJlama 

OKyO:J/Ca6bl. 30ecb nep6ble Ula2U EyJlama - n06ecmb «EYOb 300p06, UlKOJlJlpb!» - npOH3UmeJlbHaR npa60a 0 

60uHe, y6uOeHHaR èJla3aMU 60CeMHaOlJamUJlemHezo. MaJlb'lUUleCKU UèpU6blU, KaK 6bl Hau6Hblu 3ane6. OH 
3aoaem mOH n06ecmu 0 UlKOJlJlpe, Komopozo 3amOJlKaJlU Ha 60UHy, He noOZOm06JleHHOèO K Heu HU 
MOpaJlbHO, HU cpU3U'IeCKU, U KomopblU CJly'lauHo YlJeJleJl Ha Heu. 3mo 6blJla KpauHe 6a:J/CHaR 6exa 6 :J/CU3HU 
EyJlama OK)!O:J/Ca6bl. fl06ecmb nOMOèJla eMy cmamb, 6 KaKou-mo Mepe, U36ecmHblM, OmKpblJla OJlJl Hezo 
H06b/e 603MO:J/CHocmu, H06ble ayoumopuu, ocmaJ/bHoe OH y:J/Ce cOeJlaJl CaM, C60UMU neCHJlMU ... Kmo 3Haem, 
yOaJ/OCb 6bl eMy maK 6blcmpo 6blumu 6nepeO - 6e3 3mou, KaK 6bl JleZaJlU306a6Uleu ezo, ny6JluKalJUU, 
KOmOpaR ôaJ/a eMy npa60 Ha 6HUMaHue U clJeHU'IeCKUe l1JlOUlaOKu? Bo 6CJlKOM cJly'lae, KOHcmaHmUH 
flaycmo6CKuu COeJlaJl 6ce, 'Imo MOè. [Following "Tarussa Pages" biographies ofpoets and prose writers, 
including Bulat Okudzhava 's, began to appear. Bulat 's first steps - the novel HF are You Weil, Schoolboy" 
- shows a penetratingly true picture of war as seen by an eighteen-year old. Youtliful, playful and 
apparently naive, il sets the tone of the story about a schoolboy who found himself in a war but was morally 
and physically unpreparedfor il, and survived by chance. This was an extremely important milestone in the 
life of Bulat Okudzhava. The story made him famous to some extent, opening new possibilities, new 
audiences to him - he did the rest himself, with his songs... Who knows, could become known so quickly 
without this publication, which somehow legalized him and entitled him to attention and scenic endeavors? 
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publication was withdrawn from circulation because Okudzhava was accused of, and 

attacked for, espousing egoism, offending individualism, abstract humanism, pacifism 

and a psychological approach, by orthodox critics474
• His passive schoolboy - this anti-

hero created in an age that insisted on the strict ideological orientation of every single 

piece of literature, together with characters created by V. Bykov and V. Nekrasov -

began the new approach to literature. This new wave kept underscoring that war is not an 

adventure and that soldiers are not super-heroes, but rather low-key, simple people. Eyàb 

3àopoe, UlKOJl51p touched upon humanistic issues, and it was far from being didactic in the 

Soviet style, seen, for example, in JI npU3blealO K HeHaeucmu [1 Cal! for Hate] , 1942, by 

A. Tolstoi, J(HU U HOt.{U [Days and Nights], 1943-44, by K. Simonov, or lloeecmb 0 

Hacmo51UfeM t.{eJlOeeKe [The Story of a Real Man], 1946, by B. Polevoi. In the same year, 

1961, he left his day job and fully consecrated his time to creative writing. 

In 1961 Okudzhava started to escape into prose. In 1963, he wrote a historical 

theatrical piece rJlOmOK ce060àbl [Gulp of Freedom] , in which he turns to his favourite 

theme of the Decembrists and the romantic era of the nineteenth century. Two years later, 

in 1965, together with V. Mot yi , Okudzhava wrote a short story for the cinema 

[KUHonoeecmb] , titled )J{eH51, )J{eHet.{Ka U «KamlOUla» [Zhenia, Zhenechka and 

"Katyusha"]. Aiso in 1965, he wrote a short story for children, c[JpoHm npuxoàum K HaM 

[The Front Comes to Us]. To the genre of quasi-historic novels belong EeàHblu 

AepocUMoe [Poor Avrosimov] , 1969, Mepcu, UJlU nOXO:JICàeHU51 lllunoea [Merci, or 

Adventures of Shipov], 1971, the two-volume llymeUlecmeUfl àU1lemaHmoe [Dilettantes' 

Travels], 1976-78, and CeuàaHue c EOHanapmoM [A Meeting with Bonaparte], 1983. The 

In any case, Konstantin Paustovski did everything he cou/d.] Svirskii, Na Iobnom meste. Literatura 
nravstvennogo soprotivlenia (1946-1976 gg.) 224 
474 Compare: AItshuIIer, and Dryzhakova, Put' otrecheniia 72-74. 
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four novels constitute an allegory of the situation of the intelligentsia under the Soviets of 

the post-1953 years. 

Okudzhava is also known for his autobiographical short stories. In them, he 

touches upon themes dealing with everyday life in different styles: lyrical, dramatic, or 

ironie. Sorne of his most famous short stories include: OmàeJlbHble Heyàa'-lu cpeàu 

CnJlOUlHblX yàa'-l [Some Failures Among Continuo us Successes], 1978, HCKyccmeo 

KpOUKU U :JICUmb51 [The Art ofSewing and Living], 1985, YpOKU My3blKU [Music Lessons], 

1985, Ympo Kpacum He:JICHblM ceemOM [The Morning Paints with a Tender Light], 1975, 

the very personal peeyUlKa Moeu Me'-lmbl [Girl of My Dreams], 1985475
, and TJacmHCl5l 

:JICU3Hb AJleKCaHàpa IlyutKuHa, UJlU HMeHUmeJlbHblU naàe:JIC e meop'-lecmee JIepMoHmoea 

[The Private Life of Aleksandr Pushkin, or the Nominative Case in the Works of 

Lermontov], 1976. He studied history usually by referring to original documents, as he 

explained: 

.n.OJTrHe rO,llbI MbI 3HarrH Hamy IfCTOpmo B OCHOBHOM 110 110C06m1M, 
,llOCTOBepHOCTb KOTOpbIX [ ... ] BeCbMa COMHHTeJTbHa [ ... ]. HaqarraCb nopa 
IfCTOprrqeCKHX «OTKPbITIfH». [ ... ] )J.JTH JTliTepaTOpa Moero CKJTa,lla IfCTOplfqeCKIfH 
<paKT, C06bITlfe - Bcero JTlfilib rr06Y)l(,llaIOIII,aH rrplfqlfHa. [ ... ] Pa3Hlfua Me)l(.IlY 
qeJTOBeKOM HbIHeIIIHero H qeJTOBeKOM BeKa MHHYBiliero - OTHOCHTeJTbHa. 
MeHHIOTcH KOCTIOMbI, Cpe,llCTBa rrepe,llBH)I(eHHH, yCJTOBIfH cymecTBOBaHI1H, a 
<pH3HOJTOrHH, rrCHXOJTOrHH, nOBe,lleHHe qeJTOBeKa OCTaIOTCH HeH3MeHHbIMI1. 

(For many years, we knew our history basically from textbooks, whose 
trustworthiness [ ... ] is very doubtful [ ... ]. The era of historical «discoveries» 
started [ ... ]. For a literary man ofmy kind, a historical fact, an event - are only a 
pretext [ ... ]. The difference between the man oftoday and the man ofyesterday 
is relative. The costumes change, the ways of moving around change, the way of 
living change, but physiology, psychology and man's conduct remain the 
same.)476 

475 A [ . .] striking evocation of the Gulag is Bulat Okudzhava's story "Girl of My Dreams"; an account of 
the behavioral change and apparently profound psychological transformation - both touching and 
shocking- which his own mother underwent during her ten years as a zek. [. . .] the inhumanity of the 
Stalinist system of prison and exile had now become a standard topic of literature. D. Brown 72. 
476 Iurii Boldyrev, "Minuvshee menia ob "emlet zhivo," Voprosy literatury 8 (1980) 126-38. 
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In many interviews, Okudzhava stresses the similarities between the past and 

present reality and that interesting historical material is another stimulus to speak about 

himself and his opinions: 

ECTb JIHTeparypa KaK cnoco6 caMOBblpa:tKeHlUI. Ha HCTOpWIeCKOM JIH 
MaTepHaJIe, Ha COBpeMeHHoM JIH - :no y:tKe BTopoCTeneHHoe. 

(There is literature as a way of self-expression. How this is done, if it is based on 
historical or modem material, this is secondary).477 

Important historical figures, or events, are not of special interest to Okudzhava. 

He clearly prefers little, anonymous, almost anti-heroic characters. For him, this is 

enough: 

[ ... ] MaJI03HaQHTeJIbHbIll aHeK/l:OTnqeCKHll <jJaKT H [ ... ] npHllTH K BbIB0Il:Y, QTO 
3TOT aHeK/l:OT - rpare/l:HJI, /l:OCTOllHaJI COnepe:tKHBaHlfJI H aHaJIH3a. 

[ ... ] a not important, anecdotic fact and [ ... ] to come to a conclusion that this 
anecdote is a tragedy, which one should identifying with and analyze.)478 

The novels of Okudzhava have a psychological concem that conditions the 

historical setting, the action of the story and the types of characters that dwell in his 

stories. These novels' historical, adventurous, or retrospective character is not the main 

focus of their author. History is clearly just an excuse for Okudzhava to talk about the 

present situation479
. Typically, for a writer living in the reality of the Soviet Union's 

intolerance towards free creative expression Gust as it was in the case of O. Forsh, V. 

Shishkov, A. Chapygin, or lu. Tynianov), he used historical settings in order to express 

himselfmore precisely. 

477 Boldyrev 131. 
478 Boldyrev 145. 
479 Compare the words of Brown, The Last Years of Soviet Russian Literature: Prose Fiction 1975-199161: 
The works of Trifonov, Okudzhava, Davydov, Zalygin, Tendryakov, and Bitov are testimony to the 
increased interest in Russian history of the nineteenth and twentieth centuries [. . .]. Tendryakov, Trifonov, 
Okudzhava, and lskander ofien wrote autobiographically, interpreting historical developments through the 
personal experiences of themselves and their families. There is a profound sense of tragedy, usually with an 
unmistakably anti-bolshevist bias, in their stories. 
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When considering the most detailed descriptions in his novels, the reader gets the 

impression that aIl of the feelings, emotions and characterization of the main characters 

also refer to him. He deeply grounds his characters not only in strange and absurd 

situations but also in their own subjective psychological experience. Therefore, without 

the first, poetic and more abstract phase of Okudzhava's creative work, there would not 

have been this second phase ofhis psychological-historical novels. 

Not only did Okudzhava write his poetry and prose in the forms of short stories 

and novels, he also wrote songs for the theatre and cinema, articles, forewords, essays 

and published letters. Additionally, he was involved in interviews and discussions with 

listeners, explaining his work480
. In 1969, Okudzhava signed a letter defending A. I. 

Solzhenitsyn's right to express his ideas. But in so doing, Okudzhava had to endure even 

more problems created by the government. They culminated in June 1972, when he was 

expelled from the Communist Party for having refused to condemn the publication of his 

works abroad481
. Okudzhava was re-admitted to the party when he agreed to publish a 

statement in lIumepamyplla51 Za3ema (18/11/1972). 

Until the late 1970s, he did not give public performances. His prose was the target 

of many critics and pseudo-critics. Together with his articles, where the author tried to 

convince the public that "Gulp af Freedam" managed ta canjirm the heraic, ta reveal the 

jay afthe struggle (sic!) [«TllOmaK cea6aàbZ» cyMefl ymeepàumb zepaUtteCKae, naKa3amb 

CttaCmbe 6apb6bz t 82
, sorne less ideologically-charged reactions slowly began appearing 

480 For a more complete insight into Okudzhava's bibliography, please compare: A.E. Krylov, and V. Sh. 
Iurovskii, "Bulat Shalvovich Okudzhava: Bibliografiia," Literaturnoe obozrenie 3 (1998): 52-63. 
481 The atmosphere was definitely not positive in the case of most of the other bards, either. Vysotskii was 
especiaHy persecuted in the beginning of the 1970s, while Galich, who feH in total disgrace, and was even 
accused ofsympathysing with Zionism, emigrated to France in 1974. 
482 M. Kon, "Shchasfe bor'by," Teatr September 1967: 47. 



214 

in the early eighties, but for a long time he remained out of favor with the Communist 

authorities. It was only in the late 1980s that he gained the approval of the progressive 

authorities and reappeared in print483
• 

Escapism into prose was a solution for Okudzhava for many years and would last 

weIl into the eighties, when in 1984, 1988 and 1989 three new volumes of his poetry 

were published. The volumes CmuxomeopeJ-lu51 [Poems] , 1984, 1l0ce51Ufaemc51 eaM 

[Dedicated to You], 1988, and If36paJ-lJ-loe: CmuxomeOpeJ-lU5l [Collected Works: Poems], 

1989 present a new, more straightforward tone and theme. Not once does the reader 

observe in them the allusions that exposed the Cult of Personality and contemporary 

Issues. 

A conversation with several writers on the topic of the historical novel, published 

in Bonpocbl J/umepamypbl [Literature Issues}, makes the reader aware of Okudzhava's 

decision, dating back to the 1980s, not to write more pieces for the theatre: 

He 3Haro, KaKoH jJ: np03allK, HO 3Haro, qTO .npaMarypr jJ: HllKaKoH. 

(I don't know how good a prose writer 1 am but 1 am not a decent 
dramatist at aIl. )484 

In the nineties, with their liberating atmosphere, readers in the Soviet Union were 

able to buy many new editions of the works of Okudzhava. This included the 1993 

volume, entitled MUJ/ocmu Cyàb6bl [Favours of Destiny] , as weIl as Haàe:J/Càbl 

MaJ/eJ-lbKUU opKecmpuK [A Small Orchestra of Hope], 1990, and the small volume entitled 

IIeceJ-lKa 0 Moeu :J/CU3J-lU [A Song About My Life], 1995, as weIl as 3aJ/ o:J/CuàaJ-lu51: 

Cmuxu [Waiting Room: Poe ms], 1996, and "C.-Jaenumbe ua Ap6ame: Cmuxu pa3UblX J/em 

483 The post-Khrushchev period had witnessed the emigration of many controversial writers; the deaths of 
many others [ ... ]; but others, such as Iskander, Bitov and Okudzhava, have apparently surmounted criticism 
and appeared in print again in the 1980s. Rosalind J. Marsh, Soviet Fiction Since Stalin: Science, Politics 
and Literature (Totowa: Bames & Noble Books, 1986) 21. 
484 Boldyrev 126. 
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[Tea-Drinking in Arbat: Poems from Various Years], 1996. Apart from the section 

entitled 21 neceHoK C CaM020 HalfaJla [21 Songs From the Very Beginning]485, sorne 

famous songs for theatre performances and movies486, and four larger cycles of songs for 

separate performances487, the volume MWlOcmu Cyàb6bl includes about eighty new pieces 

written between 1988 and 1992. A large portion of poems comprising this group of 

writings deals with man' s inner world, his habits, character and path of life 488, but there 

he also published poems about the Cult ofPersonality and recent history489. 

Okudzhava also developed a small number of poems that compared the old and 

new generations from the point of view of an old, experienced man490. Until the 

appearance of this volume, he had not released many poems about emigration or 

485 For example: llilla 60uHa K mOMy EeplluHy [The War Moved towards Berlin] and ropum nJ/aMR, He 
'1adum [A Burning Flame Makes no Smoke]. 
486 For example, A Mbl C m060u, 6pam, U3 nexombl [And we 're from the infantry, brother] or POpOJ/CHaR 
neCHR [A Road Song], a stylized folk piece. 
487 The four are: songs for performance Bryc '1epeUlHU [A Taste of Cherries] and IloxoJ/CdeHUR lliun06a, 
WlU CmapuHHblU 60de6Wlb [Adventures ofShipov, or an Old Vaudeville], for the film COllOMeHHaR UlJ/RnKa 
[A Little Straw Hat], and for the musical30llomou KllIO'IUK [A Little Gold Key]. They are written in different 
years, have different forms and go hand in hand with the evolution of the theatre and cinema in the Soviet 
Union. The unity of the four cycles is clear, even if the reader just looks at the titles of their parts. In the 
case of the IloxoJ/CdeHUR lliun06a, WlU CmapuHHblU 60de6Wlb songs, the cycle starts from a flpolloz 
[Prologue] and ends with an 3nWloz [Epilogue]. The musical includes Ilep6aR neCHR lIRZ)lUleK [The First 
Song of the Frogs], Ilep6aR neceHKa EypamuHo [The First Song ofBuratino], Ilep6aR neceHKa Ilbepo [The 
First Song of Pierrot], followed by BmopaR neCHR Ilbepo [The Second Song of Pierrot], BmopaR neCHR 
lIRZ)lUleK [The Second Song of the Frogs], and BmopaR neceHKa EypamuHo [The Second Song ofBuratino], 
and the third one. Because the cycles present an established plot and action, they have a rather narrative 
character. Together with the song-ballads, they create the link between Okudzhava's poems and his prose 
works. 
488 For example: JI 6aM onUCbl6alO J/CU3Hb ... [1 am describing the life to yOU ... ], He ye3J/Cau, J/CeHa MOR, 6 
lIec ... [Don 't drive into the forest, my wife ... ], PeUiaume, peUiaume, peUiaume ... [Please decide, decide, 
decide ... ]. 
489 For example: K cmapocmu KOCmO'lKU cmaJ/u 60llemb ... [As 1 get older, 1 feel pain in my bones ... ], 
lliecmuôecRmHuKu pm6eH'IU6amb ycamozo ÔOllJ/CHbl... [Men of the sixties should dethrone the 
moustache ... ], JI pad 6bl 6blll nOKoeM 6ocxumumbCR ... [I would love to enjoy the peace ... ], HaUieMy ÔUKOMy 
06114ecm6y HyJ/CeH mupaH 60 2Jla6e ... [Our wild society needs a tyrant as a leader ... ] 
490 This is the group that may find the closest thematic link with sorne of the urban group poems, in which 
Okudzhava compares the old Moscow and the new (as, for example, in in TpaM6au [Trams]. To this small 
group belong CKpUnRm Ha H06blU lIaô 6ce nepbR 30llomble ... [In a new way the golden pens speak. .. ], or 
pUMa E06blUle6 nUUlem q;aHmmuu ... [Dima Bobyshev writesfantasies ... ]. 
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impressions from his trips abroad, even though he regularly toured in Poland, Hungary, 

ex-Yugoslavia, Austria, France, England, USA, Australia, and Indonesia491
• 

Conceming his style in these newest poems, Okudzhava remained faithful to his 

old, usual poetic devices and traditional versification: 

qTO KacaeTCH <P0PMbI, H CTOpOHHI1K TPa):\I1l.\I1I1. CTI1XI1 6e3 
pl1<pMbI 11 pl1TMa, XOTb H 11 IIOHI1MaIO If ysaiKaIO 11X, KaiKyTcH 
MHe qyiK):\bIMIf, aMop<pHbIMI1 ... 

In regards to fonu, 1 prefer tradition. Poems without rhyme 
and rhythm, even though 1 understand them and have respect 
for them, seem to me to be alien and amorphous ... 492 

Additionally, in these later years, Okudzhava started using more neologisms (for 

example, KOMnblOmep [computer], and more toponyms (for example, TeJlb-aeuecKue 

Xap'-leeHU [Tel-Aviv's Restaurants], EpyCaJlUM [Jerusalem] , KeJlbH [Cologne], and 

EocqJOp [BosphorusD. The name of the city, state or country often appears immediately 

in the first line of the poem. 

Okudzhava became actively involved in changing the cultural-political scene of 

the 1980s and 1990s. In 1989, the Committee of Writers in Support of Perestroika, 

AnpeJlb [April], was formed and Okudzhava joined it493 In 1993, Okudzhava was a 

member of the jury that awarded the first Booker Novel Prize in Russia. The third Booker 

491 The fruits of these trips include: MaHx3mmeH [Manhattan], )J{apKuu nOJlOeHb 6 Macca'lycemce [A hot 
midday in Massachussets] , 36e30a rOJlJlueyOa [A Hollywood Star], AMepUKaHCKaR rpaHma3UJl [An 
American Fantasy], flnOHCKaR rpaHma3UJl [A Japanese Fantasy], TypeZfKaR rpaHma3UJl [A Turkish Fantasy], 
IlapuJ/C OJlR m020, '1m06 xoOumb no HfWy [Paris is to be walked in], KpacHblu KJleH [The Red Maple Tree], 
and other poems. In these poems, the poet again expresses a certain fear in view of progress and the deep 
contrast between Western prosperity and Russian poverty. 
492 Frumkin, Commentary, 65 pesen 23. 
493 Compare: N.N. Shneidman, Russian Literature, 1988-1994: The End of an Era (Toronto: University of 
Toronto Press, 1995) 12. 
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Novel Prize in Russia was awarded in turn to Okudzhava on 19 December 1994494 for 

Ynpa3àllellllblU meamp [The Closed-Down Theatre ].495 

On 30 November 1994, Okudzhava, together with A. Voznesenskii and A. 

Vaksberg, was chosen to be one of the three vice-presidents of the Russian IIell-IJellmp 

[Pen-Center], created in 1989. 

Towards the end of his life, Okudzhava suffered from heart problems and did not 

participate much in public life. In the 1990s, he suffered a heart attack and underwent 

heart surgery in San Francisco, CA. Then on 12 June 1997, Okudzhava died at the age of 

73, in the Percy Military Hospital, in Clamart, a suburb of Paris. 

In 1998, the Bulat Okudzhava State Memorial Museum was opened. It is located 

at his dacha in the village of Michurinets near the writers' commune at Peredelkino, 

about twenty kilometers west of Moscow, at Il Dovzhenko Street496
• Moreover, one year 

after his death, an exhibition of Okudzhava' s life and accomplishments was presented in 

an Arbat house. He is survived by his wife, Ol'ga Vladimirovna Artsimovich, a physicist, 

who presented the Russian Federation with the archives of Okudzhava, and his son, Bulat 

(Anton) Bulatovich Okudzhava, a musician and composer. 

494 Compare: Shneidman, Russian Literature, 1988-1994: The End of an Era 51 and 53. 
495 Compare: [Uprazdnennyi teatr tells M.R.] the story of his childhood and family. His parents, highly 
placed officiais in the Soviet bureaucracy, are purged, and most other relatives disappear. Life is a theatre 
in which every individual plays a role, but Okudzhava 's childhood theatre collapses and the actors vanish 
into thin air. Uprazdnennyi teatr won the 1994 Booker prize. Although Okudzhava deals sensitively and 
perceptively in this semi-autobiographical work with the social and moral dilemmas of the intelligentsia in 
post-revolutionary Russia, il is in many ways inferior ta his earlier works. Il is possible that the Booker 
Prize in this instance, as seems ta be the case for V. Makanin, was awarded for a lifetime contribution ta 
Russian literature and not for the best novel of the year. Shneidman, Russian Literature, 1988-1994: The 
End of an Era 83. The prize's amount was 10,000 pounds ($15,000), but Okudzhava did not attend the 
award ceremony because of health problems. At that time, he also became a member of President Boris 
Yeltsin's council on culture and art. 
496 See also: Akin, Melissa "Memory of Late Poet-Icon Okudzhava Kept Alive by Friends." The St. 
Petersburg Times 15.09.1998. <http://www.sptimes.ru/archive/times/399/features/okudzhava.html> and 
"Peredelkinskuiu dachu peredaiut v muzei Okudzhavy." Lenta 01.02.2001 
<http://www.lenta.ru/russia/1999/ll/02/okudzhava.html> 
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Appendix3 

LIST OF POEMS 

Below is the list of Okudzhava' s poems discussed or mentioned in the thesis, arranged 

chronologically. 

1943 HaM e XOllOÔHblX meJ1Jlyull<.aX He cnClllocb [We could not sleep in the cold freight 
cars] 

1945 )J,o ceUÔaHUJl, CblHbll. .. [Good-bye, sons!} 
1945 )J,eeyUl1œ-COllôamy [To the Soldier Girl] 
1945 Mbl ecmpeI.[Clllu ... [We would meet] 
1945 He n03a6blmb J/CecmOKUX ôHeu ... [Let's notforget the cruel days] 
1946 ropu, OZOHb, zopu [Burn, Fire, Burn] 
1950s MaZUl.[eCKOe «ôea». Ezo eblcombl ... [Magic "two"! 1ts heights] 
1950s Ambl-6ambl, UlllU cOllôambl [Tum-tarum marched the soldiers] 
1950s )J,oMa llyl.[Ule (I.[mo CKpb16amb?) [lt's Better at Home (Why Hide 1t?)] 
1950s )J(eHUfuHbl-coceôKu, 6pocbme cmupKy u Ulumbe ... [Women-neighbours, leave 

laundry and sewing .. .} 
1950s lleceHKa 0 (/JOHmaHKe [Song of the Fontanka] 
1950s IIeceHl<.a 06 omKpblmou ôeepu [Song About an Open Door] 
1954 BeceHHee [OfSpring] 
1956 ECllu cnOllHa HaôblUlambCJl MOpCKUM apoMamoM npJlHblM ... [If you fully breathe 
in the spicy see aroma] 
1956 )J(ypaellu [Cranes] 
1956 Kapmllu [Kart/i] 
1956 Hol.[b npOUfaHUJl c llemOM [Night of Farewell to Summer] 
1956-57 IIoôMocKoebe: Mapm HaMel.[aemCJl ... [Podmoskov'e: We have March in 

our plans] 
1957-59 IIeceHKa npo T.JepHozo Koma [Song about the Black Cati 
1957-61 IIeceHKa 0 MOCKoeCKOM Mempo [The Song about the Moscow Metro] 
1957 AHzellbl [Angels] 
1957 Ap6am 6epy c c06OJo - 6e3 Hezo HU Ha Ulaz ... [1 take the Arbat with me - 1 can 't 

take a step without it ... ] 
1957 Becellblu 6apa6aHUfuK [The merry drummer] 
1957 rOlly60u UlapUK [Blue Bail] 
1957 KOpOllb [King) 
1957 Meôcecmpa MapUJl [Nurse Maria] 
1957 He 6poÔJlZU, He nponoulfbl ... [Not tramps, not drunkards] 
1957 Heea IIempoeHa, e03lle eac ece llbebl [Neva Petrovna, Lions Still Stand by You] 
1957 Hoeoe ympo [New Morning] 
1957 0 l.[eM mbl ycnell nepeôyMamb, omelf paCCmpellJlHHblU MOU [What did you have 

time to rethink, my shot father] 



1957 llapoxoà nonpOUjaemC5l 6acoM ... [The steamship will say ifs bass goodbye] 
1957 llep6blu àeHb Ha nepeà060u [First Day on the Front Line] 
1957 lleceHKa 0 cOJlàamCKUX canozax [The Song of Army Boots] 
1957 lloàMocK06be: lloàMocK06be, lloàMocK06be ... [Moscow Outskirts: Moscow 

Outskirts, Moscow Outskirts] 
1957 llOJlHO'-tHblU mpoJlJleu6yc [Midnight Trolley Bus] 
1957 CeHmUMeHmGllbHblU Maput [The Sentimental March] 
1958 /(0 c6uàaHU5l, MGllb'-tUKU [Farewell, Boys] 
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1958 H3 OKOH KOpO'-tKOU Hecem noà:JICapucmou ... [The smell ofcrusts waftsfrom the 
windows] 

1958 HCKGlla npa'-tKa KJlaà [Laundrywoman was Searchingfor a Treasure] 
1958 He 6eJlU cmaputUHa, '-tm06 6blJla mUutUHa ... [Sergeant, don 't order silence] 
1958 lleceHKa 0 KOMCOMOJlbCKOU 60zuHe [Song about a Komsomol Goddess] 
1958 CanO:JICHUK [The Shoemaker] 
1958 Cmo pa3 3aKam KpaCHeJl, paCC6em cUHeJl .. .[The sunset reddened one hundred 

times, the dusk was becoming blue] 
1958 TGMaHb [Taman ') 
1958 Lfac06ble Jl1066U [Love Guards] 
1958 JI yxO:JICy om nyJlU, àeJlalO om'-tG5lHHblU pb160K ... [1 am escaping the bullet, 

jumping desperately] 
1959 3ma :JICeHUjuHa! Y6U:JICy U HeMelO ... [This woman! 1 see her and go dumb] 
1959 A MeC5llj mOHKuu-moHKuu [But the Moon is So, So Thin] 
1959 Ap6amcKuu à60pUK [Arbat Yard] 
1959 EyMa:JICHblu cOJlàamUK [The Little Paper Soldier] 
1959 BecHa Ha llpecHe [Spring on Presna] 
1959 Bom 5l à06upalOcb ào C60UX 6blcom ... [Here 1 am, attaining my Heights .. .] 
1959 Bce mbl Me'-teutbC5l àeHb-àeHbcKou [Youjust rush around ail day long .. .] 
1959 /(emcm60: CUHeJlO ympo: EblJlO paHo ... [Childhood: Morning Has Broken: ft was 

early .. .] 
1959 /(:JICG3UCmbl [Jazzmen] 
1959 /(opoza [Road] 
1959 Ecmb pa3Hble KpaCU6ble CJl06a ... [There are many nice words] 
1959 EUje Hu'-tmo He nozaCJlo ... [Nothing died offyet] 
1959 )f{u60nuCljbl [The Painters] 
1959 36e3àbl CblnJllOmC5l 6 zycmylO mpa6y ... [The stars are falling on the thick grassj. 
1959 HmaK, 5l nocmapelO ... [And so 1 will grow old] 
1959 Kozàa Mbl yxoàUM ... [When we march away] 
1959 KOJlyM6bl [Columbuses] 
1959 KOJlbljO [Ring] 
1959 Kyàa 6bl nOàe6aJlU Moezo UjezJla? [Where Did You Put my Goldfinch? 1 
1959 J1emHuu caà [Summer Garden] 
1959 J1emo [Summer] 
1959 Mappa [Martha] 
1959 MHOZOJlU Hy:JICHO '-teJl06eKy ... [Does man need a lot] 
1959 Mbl cmoUM - KpeCmGMU pyKU [We Stand, Arms Crossed] 
1959 Hapacc6eme [At Dawn] 



1959 He 6epb 60ilHe, MCl.1lbttUmKa [Don't Believe in War, My Boy] 
1959 Ho'lb 6eJla51: Cn51m 63pOCJlble, KaK ôemu ... [White night: Adults sleep like 

children] 
1959 fIecellKa 06 Ap6ame [Song about the Arbat] 
1959 PaCKpb16alO cmpallUl/bl Jlaôolleu [1 open the pages ofmy palms] 
1959 PUrjJMbl, MWlbIe MOU ... [My dear rhymes] 
1959 Poôulla [Motherland] 
1959 CUllbKa [Blue] 
1959 CKa3Ka [Fairytale] 
1959 ClIumcJl UJlU Ile ClIumCJl? .. [Is it a dream?] 
1959 CbInb, 6ettep, 36e3ôbl [Evening, Pour Out the Stars] 
1959 Tpu cecmpbl [Three Sisters] 
1959 Tbl 6 I.-leM 6UIl06ama? .. [What are you guilty oP] 
1959 Ympo 6 T6Wlucu [Morning in Tbilisi} 
1959 3ma :JICellUjulIa maKaJl ... [This woman is like this] 
1960-61 Eepezume lIac, n03m06 ... [Protect us, poets .. .}, 
1960-61 3eMJlJl U3pblma 6KpU6 U 6KOCb [The earth is dug up ail over] 
1960-61 Ompaôa [Happiness] 
1960-61 fI ecellKa npo ôypaK06 [The Song about F ools] 
1960-61 fI03m06 mpa6WlU, Jl06WlU [Poets were persecuted, huntedfor] 
1960-61 lllapMallKa-mapJlamallKa [Street Organ-Charlatan] 
1960-61 lllJla 60UlIa K mOMy EepJlulIy [The War Moved towards Berlin] 
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1960 BeclIa: 6bl ôyMaeme, XJlblllem nmul/ nomOK ... [Spring: You think, a jlock of birds 
rushes .. .] 

1960 ropum nllaMJl, Ile ttaôum [A Burning Flame Makes No Smoke] 
1960 lJe:JICypllblu no anpeJllO [The April Duty Officer] 
1960 MOCK06CKUU Mypa6eu [Moscow Ant] 
1960 0 Ky3l1ettUKax [About the Grasshoppers] 
1960 Ocellb 6 Kaxemuu [Autumn in Kakhetia] 
1960 fIecellKa 0 MOCK06CKUX onOJlttelll/ax [The Song about Moscow Militiamen] 
1960 fIo CMOJlellCKOU ôopoze [On the Road to Smolensk] 
1960 Cmapblu nUÔ:JICaK [The Old Coat] 
1960 l{aenumbe [Tea-drinking] 
1960 3mo CJlyttumC51 [It will happen] 
1960s A KaK nep6aJl Jl10606b - olla cepôl/e :JICMem ... [And the first love - it squeezes your 

heart .. .] 
1960s EJlullôa:JICU mou 60UlIbl 6ce mpa60u 3apOCJlU ... [The dug-outs of that war are 

grown over with grass .. .] 
1960s B noxoô lia tty:JICylO cmpally c06upCl.1lcJl KOpOJlb ... [The king was off to conquer a 

foreign land ... ] 
1960s Boellllbiu napaô [War Parade] 
1960s H3 n03Mbl [From the Poem] 
1960s He nOMlIlO 3Jla, 06uô Ile nOMlIlO ... [1 don 't remember wrongdoing or insults] 
1960s fIOC6JlUJaemCJl 6aM [Dedicated to You] 
1960s EeJlOpyccKuu 60K3Cl.1l [Belorussian Station] 
1960s Boellllbze nOpmIlJl:JICKU [War Tailors] 



1960s ,l.(YUle61-lblU pa3Z0BOp C CblHOM 
1960s 3amuxuem utpanUeJlb [The Shrapnel will FaU Si/ent] 
1960s llpOBOàbl IOHKepoB [Seeing off the cadets] 
1960s PeUlaume, peUlaume, peUlaume ... [Please decide, decide, decide] 
1960s CKpW15lm ua UOBblU llaà Bce nepb5l 30ll0mble ... [In a new way the golden pens 

speak] 
LfacU1<U [The Little Watch] 
Lfemblpe zoàa [Four years] 
B Eapa6auHoM nepeyllKe [On Drum Lane] 
BCIO HO% KpUtlaJlU nemyxu [The Cocks Crowed Al! Night] 
rumapa [Guitar] 
,l.(onembl Bee necHu. H mO'-lKa ... [Al! the songs havé been sung. Period] 
lleeemw 0 nexome [The Infantry Song] 
llpoàollJICaemC5l My3blKa B03lle MeH5l ... [The music plays on at my side] 
LfepHblu 'Meccep' [Black 'Messer '} 
LfyàecHblu BaJlbC [Wonderful Waltz] 
rllaBHa5l neceHKa [The Main Song] 
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1960s 
1960s 
1961 
1961 
1961 
1961 
1961 
1961 
1961 
1961 
1962 
1962 ,l.(eC5lmb mblC5l'-l àopoz, u mpeBOZ, u MOpOK nepeJICUmb ... [To survive ten thousand 

roads, and fears, and shadows] 
1962 3ClMOK HaàeJICàbl [Castle of Hope] 
1962 KaK 5l cuàell B Kpeclle lfap5l [How 1 was Sitting on the Tsar 's Throne] 
1962 JIeHuHzpaàcKa5l My3blKa [Leningrad Music] 
1962 Mou KapaHàaUlHblu nopmpem [My Pencil Portrait] 
1962 My3bl1w [Music] 
1962 HO'-lHOUpa3Z0BOp [A Conversation at Night] 
1962 Cmapblu àOM [The Old Ho use] 
1962 Cmuxu 6e3 Ha3BaHU5l [Poems without Name] 
1962 J/uuKozàa Ile BUmaJl, Ile BUmaJl ... [1 never wandered, never wandered] 
1963 Aucmbl [Storks] 
1963 B ZOpOàCKOM caày [In a City Garden] 
1963 BpeM5l [Time] 
1963 Mapm BelluKoàyUlllblu [Generous March] 
1963 MOllumBa [Prayer] 
1963 Mbl npueàeM myàa, npueàeM ... [We will get there, we will] 
1963 Halfellellllblu Zlla3 OàUHOKOZO llOC5l ... [Focused eye of a lonely elk] 
1963 Ocellb B IJapcKoM Celle [Autumn in Tsarskoe Selo], 
1963 lleeellKa 0 1l0'-lIlOU MocKBe [The Song about Moscow at Night] 
1963 llUCbMO AllmoKollbcKoMy [A Letter to Antokol'ski} 
1963 lloclleàHuu MaHZaJl [The Last Mangal] 
1963 ifYpecKu [Frescoes] 
1963 XpClMyllU [Khramuli] 
1963 3ma KOMllama [This Room] 
1964 AIlKapa, AIlKapa! [Ankara, Ankara!} 
1964 Ebllloe Il ell b35l Bopomumb ... [You can't go back .. .] 
1964 B àemcmBe Mlle BCmpemUJlc5l KaK-mo Ky3He'-luK .. .[In my childhood, 1 once met a 

grasshopper ... ] 



1964 B caôy HecKyl.JlloM mumUlla - [Silence in the Neskuchnyi Garden] 
1964 Bb16ecKu [Signboards] 
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1964 J(OM: J(OM npeÔlla311al.Jell lla CJlOM. H36ullume ... [The House: This house is to be 
demolished. Sorry .. .] 

1964 3110U [Intense Heat] 
1964 H3 OKlla eaZOlla [From the carriage window] 
1964 KaK llayl.JumbCJl puc06amb [How to Learn to Draw] 
1964 JIellullzpaÔCKaJl 3JleZUJl [Leningrad Elegy] 
1964 MZlloeellllo CJloeo: KopomoK eeK ... [Word is instantaneous: Century is short] 
1964 He 6eplO e 60za u cyôb6y [1 Don 't Believe in God and Destiny] 
1964 OJl06JlllllbiU cOJlÔamUK Moezo Cbllta [My son 's tin soldier] 
1964 Ocellb pallllJlJl ... [Early Autumn] 
1964 llecellKa 0 6eJlblX ôeoplluKax [Song about White Janitors] 
1964 llecellKa 0 COKOJlbllUKax [The Song about Sokol 'niki] 
1964 llecellKa npo MaJZJlpOe [A Song About Painters], 
1964 llemexoôoe pOÔOCJlOellOe ôpeeo [Family Tree ofPassers-by] 
1964 llJlbleym ôOMa, KaK Kopa6Jlu [Houses Sail Like Ships] 
1964 llpoUjallue C ocellblO [Farewell to Autumn] 
1964 llycKau meepôJlm Ullble OCmpJlKu ... [Let the other wits say] 
1964 Pa3zoeop C peKou Kypou [Conversation with the Kura River] 
1964 Ceem e OKlle [Light at the Window] 
1964 To naôaJl, mo Clloea llapaCmaJl ... [Once falling, once raising] 
1964 YJlul1a Moeu Jl106eu [Street of My Love] 
1964 <PomozpaifJuu ôpy3eu [Photographs ofFriends] 
1965 Bcmpel.Ja [Meeting] 
1965 rpu60eôoe e IJullallôaJZu [Griboedov in Tsinandali] 
1965 Pyucnupu [Ruispiri] 
1965 CmpOUmeJlb, e03eeÔu Mlle ÔOM ... [Builder, build me a home] 
1965 T6UJluCU [Tbilisi] 
1965 IJUpK [Circ us ] 
1965 T..feJlOeeK cmpeMUmCJl e npocmomy [Man A ims for Simplicity] 
1966 llpoUjallue C lloeozoôlleu eJlKOU [Farewell to the New Year Tree] 
1966 llpoUjallue C llOJlbmeU [Farewell to Poland] 
1966 YMepemb - mO:JICe llaÔo yMemb ... [You also have to know how to die] 
1967 Bame 6Jlazopoôue, zocno:JICa pa3JlyKa [Your Honour, Madame Separation] 
1967 rOJly60u l.JeJlOeeK [Blue Man] 
1967 rpy3ullCKaJl neCllJl [Georgian Song], 
1967 J(emcKuupucylloK [A Child's Drawing] 
1967 )[{umeJlb Xeecypemuu u 6eJlbiU Kopa6Jlb [The Inhabitant of Khevsuretia and the 

white ship] 
1967 Kozôa 3amUXalOm opKecmpbl3eMflu ... [When the world's orchestras/ail silent] 
1967 llp06paJZacb e llamy :JICU311b KJleeema ... [Slander stole into our life] 
1967 llymeuœcmeue no 1l01.J1l0U Bapmaee e ÔpO:JICKaX [A Carriage Ride through 

Warsaw at Night] 
1967 CmapUllllaJl cmyôelll.JeCKaJl neCllJl [An Old Student Song] 
1967 Cl.JacmJlUel.JUK [Lucky Guy] 



1967 TUflb YJleHUmUZeJlb [Til Eulenspiegel '} 
1967 TpG.M6au [Streetcars] 
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1967 JI ôaplO me6e K C6emJlOMy npa3ôHuKy ... [1 Give You on This Special Occasion] 
1967 JIH6apb 6 Oôecce [January in Odessa] 
1968 Macmep rpuUla [Master Grisha] 
1969 Ap6amcKuupoMaHc [Arbat Romance] 
1969 IIeceHKa 0 MOljapme [Song about Mozart] 
1970s /(aJlbH5l5l ôopoza [Long Road] 
1970 /(a6aiime, npuôyMaeM ôecnoma [Let's Invent a Tyrant] 
1970 PeIJUmamU6 [Recitative] 
1970 JI MaJleHbKUU, ZOpJlO 6 aHZUHe [1 am Small and My Throat is Sore] 
1970s BaUle 6eJlUlJeCm60, :JlceHUfuHa [Your Majesty, Woman], 
1970s AHmoH IIaJlbllJ lfex06 OÔHa:JICÔb13G.MemUfl ... [Anton Palych Chekhov once 

remarked .. .] 
1970s Bom KOpOJlb yeXaJl Ha 60UHy: OH MOCK6y nOKuHyJl. [And the king left for the war: 

He abandoned Moscow.] 
1970s Bnepeôu uôem cep:JICaHm [The sergeant marches at the head] 
1970s H3 rjJpoHm060zo ôHe6HuKa [In a diary from the front] 
1970s KaK 6peMfl6ecnoUfaôHo ... [How merciless is time] 
1970s He CJlUUlKOM-mo U3blCKaH 6UÔ 3a OKHaMU [The view outside the window is not 

very refined] 
1970s OpKecmp uzpaem 60e6ble MapUlU [The orchestra plays war marches] 
1970s IIupamcKafl JlUpUlJeCK(lfl [Piratical Lyrical Song] 
1970s IIp060Ôbl y 60eHKOMama [Saying good-bye at the enlistment office] 
1970s CeHmfl6pb [September] 
1970s COJlHblUlKO CUflem, My3blKa uzpaem [The sun is shining, the music is playing] 
1970s CmaJlUH IIyUlKuHa JlucmaJl ... [Stalin was browsing thorough Pushkin] 
1970s Cmoum 3aôpeMamb HeMHOZO ... [It is enough to doze offfor a while] 
197 Os Y Cnaca Ha Kpy:JICKe 3a6blmo HaUle ôemcm60... IN ear Spas our childhood was 

forgotten] 
1970s Y6uJlu Moezo omlja [They killed my father] 
1970s lfy6cm6ylO: nopa npOUfambCfl ... [Ifeel it's time to say goodbye] 
1970s lllapMaHKa cmapafl KpymUflacb ... [An old street organ was grinding] 
1970s JI :JICU6y 6 O:JICUÔaHUU Kpaxa ... , [1 live waitingfor a crash] 
1971 JKU3Hb oxomHUKa [A Hunter's Life] 
1972 A ZOÔbl yxoôflm, yxoôflm ... [And the years are slipping by and by .. .] 
1972 3ae3:JICuu My3blKaHm ljeJlyemcfl c mpy601O ... [A touring musician kisses his 

trumpet], 
1973 EamaJlbHOe nOJlOmHO [A Battle Canvas] 
1973 CmapUHH(lfl cOJlÔamCK(lfl neC1l51 [An Old Soldier 's Song] 
1974 BecHa: He60 CUHee, KaK Ha KapmUHKe ... [Spring: The sky is blue as in a 

picture .. .] 
1974 Ha cMepmb Eopuca EaJlmepa [On the Occasion of the Death of Boris Balter] 
1975 A Mbl C m060ii, 6pam, U3 nexombl [Andwe 'refrom the infantry, brother] 
1975 IIeceHKa Ka6aJlepZapôa [The Cavalry Guard's Song] 
1975 lfaenumbe Ha Ap6ame [Taking Tea on the Arbat] 



1975 JI nuuty ucmopulfecKuu pOMaH [1 Am Writing a Historical Novel] 
1976 ,40M Ha MOUKe [House on the Moika} 
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1976 CoeôuHeHue cepôel1- cmapW-lHoe npucnOC06JleHue ... [The union ofhearts-an 
old contrivance} 

1976 JI6H06b n06Cmpe'1aJlCfl C Haàe;)fCàou ... {Iran into Hope again] 
1979 EUJe OÔUH pOMaHC [One More Romance} 
1980s Bce nOpmbeXaJlUCb ôaeHblM-ôaeHo [Everybody Went Off Long Ago} 
1980 JI eblCeJleH c Ap6ama - ap6amcKuu 3MuzpaHm ... [1 am evicted from the Arbat-an 

Arbat émigré} 
1980 Ap6amcKoe eôoxHoeeHue, UJlU eocnOMUHaHU5l 0 ôemcmee ... [The Arbat 

Inspiration, or Memories of Childhood] 
1980 0 BOJloàe BblCOl1KOM [On Volodia Vysotskii] 
1980s Ap6ama 60Jlbute Hem: pacma5lJl CJlOeHO CeetteHbKa .,. [The Arbat is no more-it 

melted like a little candie .. .} 
1980s ,4aeaume eOCKllUl1amb, ôpyz ÔpyZOM eocxuUjambCJl [Let 's exclaim, let 's admire 

each other} 
1980s Ha 6eJ1blu 6aJl 6epe3 He c06epy ... [1 won 't gather birches for this white ball] 
1980s Cmamb 60zameeM UHOU Hopoeum ... {Some want to be rich] 
1980s T..{eM Haut ôeop HU 06u:JICaJlU - OH e KllaCCUlfeCKou nope ... [No matter how they 

insulted our yard - in classic times it .. .} 
1980s AMepuKaHcKafl fjJaHma3U5l [An American F antasy} 
1980s Bpolfllae: JIUJlOeble cyMepKu ... [Wroclaw: Violet dusk. . .} 
1980s ,4UMa E06blutee nuutem fjJaHma3uu ... [Dima Bobyshev writes fantasies} 
1980s )f{apKuu nOJlÔeHb e Maccalfycemce [A hot midday in Massachussets} 
1980s K cmapocmu KocmOlfKU cmaJlU 60Jlemb ... [As 1 get older, 1 feel pain in my bones] 
1980s KpacHblu KlleH [The Red Maple Tree} 
1980s He ye3:JICaU, :JlceHa MOJl, e Jlec ... [Don 't drive into the forest, my wife} 
1980s IIapu:JIC ÔJlfl mozo, lfm06 xoôumb no HeMy [Paris is to be walked in} 
1980s Pm U ôea [One and two} 
1980s Typel1KaJl fjJaHmmUJl [A Turkish Fantasy} 
1980s lliecmUÔeCJlmHUKU Baputaebl {The Warsaw Generation of the Sixties] 
1980s lliecmUÔeCJlmHUKU pmeeHlfueamb ycamozo ÔOJl:JICHbl ... [Men of the sixties should 

dethrone the moustache} 
1980s JIeaM onUCblealO :JICU3Hb ... [1 am describing the life to you} 
1980s JI paô 6bl 6blJl nOKoeM eoCXUmUmbCJl ... [1 would love to enjoy the peace} 
1980s JInoHC1WJl fjJaHma3U5l [A Japanese Fantasy} 
1981 Hy lfmo, ZeHepaJlUCcuMyc npeKpaCHblu. .. [Well, my fine generalissimo] 
1982 Ap6amcKue Haneebl [Ar bat Melodies] 
1982 TJlac mpy6bl Haô zopoôaMu [The trumpet call above the towns} 
1982 BceMy epeMelfKO ceoe ... [There is a time for everything} 
1982 ,40pO:JICHaft neCHJl [A Road Song} 
1982 KaK Haut ôeop HU 06u:JICaJlU ... [No matter how much our yard was insulted} 
1982 Haônucb Ha KaMHe [Inscription on a Stone} 
1982 Hy:JICHbl JlU zycapy COMHeHU5l ... [What are doubts to the hussar} 
1982 IIapu:JICcKaJl fjJaHmmU5l [Parisian Fantasy} 
1983 My3bl1<.aHm [Musician} 



1983 C06paJlCfl K MaMe - yMepfla. .. [1 was to visit my mom - she died] 
1984 J.(ep30cmb, UflU Pm20eop nepeà 60eM [Impertinence, or a Talk before battle] 
1984 lloà MaMoHm06Kou :JIC2ym Kocmpbl [They Burn Fires Near Mamontovka] 
1984 llpUMema [A token] 
1985 CKOflbKO càeflaHO pyKaMU yàu6umeflbHblx Kpacom! ... [How many amazingly 

beautiful things were made by hand!] 
1985 B HaULeU :JICU3HU npeKpacHou U cmpaHHou 
1985 BocxuUJeHHocmb 6aUlUM CepàljeM, 6aUlUM C6emOM ... [Enchantment with your 

heart, your light .. .} 
1985 Bom My3blKa ma, noà KomopylO ... [This is the music, to which] 
1985 Bce 2flyUle My3blKa àyUlU ... [The music of the soul gets quieter and quieter .. .} 
1985 rUMH ylOmy [Hymn to Cosiness]. 
1985 rOMOH nJLoUJaàu llemp06cKoU ... [Hubbub of the Petrovskaia Square] 
1985 J.(yHaucKafl paHma3Ufl [Danube Fantasy] 
1985 Mou nOl.{maJlbOH [My Postman] 
1985 He COflblOmCfl HUK02àa 3UMbl àOfl2ue u flema [Long winters and summers will 

never melt] 
1985 Hy l.{eM me6e nompapumb, MOU Ky3Hel.{UK? ... [So how can l please you, my 

grasshopper? ] 
1985 llaMflmU 06yX060u [In Memory ofObukhova 
1985 lleceHKa Eeflfle [A Song for Bella], 
1985 II 03àpa6bme MeHfl, àOp02G5l: fl paà, l.{mo OCmaJlCfl 6 :JICU6blX [Congratulate me, 

my dear, l am happy l remained alive] 
1985 llOl.{eMY Mbl UCl.{e3aeM ... [Why do we disappear] 
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1985 CmpoKa U3 cmap020 cmuxa Cflbl6em HeHacmoflUJeu. .. [A line from an old poem 
passes for artificial] 

1985 T.JumalO MeMyapbl pa3HblX flUlj ... [I read the memoirs of various persons ... ] 
1986 Efla20poàHble :JICeHbl 6e3yMHblx n03m06 ... [The noble wives of crazy poets .. .} 
1986 Y n03ma conepHUK06 Hemy [The Poet Has No Rivais] 
1987 Ax, l.{mo-mo MHe He 6epumcfl, l.{mo fl, 6pam, 60e6aJl ... 
1987 Mou omelj [My Father] 
1987 Ha nOflflHKe pa3MUHalOmCfl opKecmpbl àyX06ble ... [In the field, the brass bands 

pass one another] 
1987 Haà 2fly6uHOU 6e3ôoHHblX 60Ô [Above the Depths ofFathomless Waters] 
1987 Haô nJL0UJaôblO 6mapHolO [Above the city market] 
1987 llUCbMO K MaMe [Letter to Mom] 
1987 Pa60ma [Work] 
1988 KaK MHe Hpa6umCfl no llflmHUljKOU 6 MaUlUHe npOe3:JICamb! [How l Love Driving 

on Piatnitskaia Street!] 
1988 TeJlb-aeuecKue XaptteeHU [Tel-Aviv's Restaurants} 
1988 Ax, opKecmpbl ÔyX06ble [Oh, the brass bands] 
1988 B3flmbcfl 3a pyKU He fl JIU npU3bl6aJl 6ac, 20cnoÔa? ... [Didn 't l call you gentlemen 

to join hands? . .} 
1988 Bumfl, cbl2pau Ha 2umape ... [Vitia, play the guitar .. .}, 
1988 BocnoMuHaHue 0 J.(He II 06eÔbl [Reminiscences from the Day of Victory]. 
1988 Bce ympflcaemCfl MaJlO-nOMaJly [Ail slowly settles] 



226 

1988 ,l(aMa HOJ/CeK He 3aMOl.{Um [A Lady Won 't Wet Her Dainty Feet] 
1988 ,l(emcmeo [«JI eôy TurjJJluCOM e npOJlemKe ... »] [Childhood [«1 am riding Tiflis by 
open carriage»] 
1988 3ee3ÔOl{em [Astrologer] 
1988 MHe He XOl{emOI nucamb [I don 't feel like writing] 
1988 Moe nOKOJleHue: Bcezo Ha OÔHO JlUUlb MZHoeeHue '" [My generation, if only for a 

moment] 
1988 Ha nOJlOmHe y AHHbl EeJl51KOeOU [On Alla Beliakova 's canvas] 
1988 Om eOUHbl eOUHbl He u14ym ... [Don 't look for another war] 
1988 Oml.{ezo mbl nel.{aJLeH, XydOJ/CHUK [Why Are You Sad, Artist] 
1988 llepeyJlOK EOJ/CecmeeHHblM ... [Bozhestvenny Lane] 
1988 lleceHKa «Coeecmb, 6Jlazopodcmeo U docmouHcmeo ... » [The Song "Conscience, 

nobility and dignity "] 
1988 llo Ka/wu peKe meou Kopa6Jlb nJlbWem ... [Whichever river your ship sails down] 
1989 Aezycm e lIameuu 
1989 B 60JlbHUlfe MedJleHHO mel{em peKa l{acoe ... [In a hospital, the river of time flows 

slowly .. .] 
1989 B 60JlbHUl{HOe ZJl51Hy OKHO, a maM, 3a OKHOM-llupozoeKa ... [1 look through the 

hospital window, and there 1 see Pirogovka ... ] 
1989 Bel.{epa PpaHlfy3CKOU neCHU ... [Evenings of French song .. .] 
1989 BoceMHadlfamblu eeK U3 aHmUl.{HOcmu ... [The eighteenth century from 

antiquity ... ] 
1989 H3 BaUlUHzmOHa e Ha3Hal{eHHblU CpOK [From Washington at agreed lime] 
1989 HpoHul{ecKoe 06pa14eHUe K ZeHepaJly [An ironic address to a general], 
1989 KyXH51 [Kitchen] 
1989 HadeJ/Cdbl KpaCHa51 deepb [The Red Door of Hope] 
1989 He ycneJl Ha J/CU3Hb 06udembC51 [He had no time to get hurt by life] 
1989 H3 cmuxoe ZeHepaJla OnOl{UHUHa 1812 zoda [From the 1812 poems of General 

Opochinin] 
1990 llo llOJlbUle eJle4KU 6ezym. Had llOJlbUleU nmulfbl npoJlemmom ... " [Through 

Poland, the spruce trees run. Above Poland the birds fly] 
1990s Eocpop [Bosphorus] 
1990s EpycaJlUM [Jerusalem] 
1990s KeJlbH [Cologne] 
1990s lloeepb MHe, AZHeUlKa, zp51dym nepeMeHbl. .. [Believe me, Agnieszka, changes will 

come] 
1991 3ee3da rOJlJlueyda [Hollywood Star] 
1991 MaHx3mmeH [Manhattan] 
1991 HaUleMy dUKOMy 0614ecmey HyJ/CeH mupaH eo ZJlaee ... [Our wild society needs a 

tyrant as a leader] 
1991 YKpaUleHue J/CU3HU Moeu ... [Adornment ofmy life] 
1992 MHeHue naHa OJlb6pblXCKOZO [Opinion of Mr. Olbrychski] 
1992 JI e KeJlbHe J/Cuey. B03Jle KoneJleea ... [1 live in Cologne. Next to Kopelev] 
1993 llod KOnblmaMU CHez ZOJly60u npUM51m ... [The blue snow is trampled under hooj] 
1994 Ombe3d [Departure] 
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1996 EblJl HOHÔOH npeôo MHOU. A HblHtle eHoeb eee He mo :JICe ... [London lay before 

me. And now nothing is the same .. .] 
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