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FOREWORD

This research project represents fulfillment of
a student requirement for successful completion of the
overseas phase of training of the Department of the
Army's Foreign Area Officer Program (Russian).

Only unclassified sources are used in producing
the research paper. The opinions, value judgments and
conclusions expressed are those of the author and in
no way reflect official policy of the United States
Government; Department of Defense; Department of the
Army; Office of the Assistant Chief of Staff of Intel-
ligence; or the United states Army Institute for
Advanced Russian and East European Studies.

Interested readers are invited to send their
comments to the Commander of the Instityte.

gy X8

LTC, MI
Commander
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PR*FACE

3

The Soviet phenomenon, variously known as the

Underground, Dissident, or Democratic Movement, came to

the fore as a counter-measure to the tightening of
controls after the Twentieth Communist Party Congress in
1956. The task of this looscly organized and essentially

leaderless crusade was to disseminate, by a sort of GRS T
R S [ L
oecmoe)s, within the Soviet Union, = sense of decency,

morality, and justice, The jprimary vehicles for bringing
this cause out into the open were “open letters of
protest,® public demonstraticns, disruption of Soviet
political trials, and tha creation of an 1)llegal press
known as Samizdat,

The movement®s sipgnificance, in terms of its social
impact, was the fusion of two previously nonrelated
groups: the literary intelligentsia and the scientific
elite. Together they fought the system within the
system; that 18, they devoted most of their attention to
rerolving the discordance between the Soviet political
complex and the question of individual rights. The

\

history and development of this movement have bc;;\\\

~

thoroughly examined and ana)lyzed in such definitive
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studies ns: Andrei) Ammlirik, Wjill the Soviet Unjon Survive
Until 1984 (1970); Prisilla Johnson, Khrushchev and the
Arts: The Politics of Soviet Culture, 1962-1964 (1964);

My jatlo Mijallov, Moscow Summer (1¢69); Peter Reddaway,

Uncensored Hussia: ‘‘ne Human Hights Movement in the Soviet

Union (1%72); Abranam Hothberg, The Helrs of Stalin:
Dissidence and the Soviet Hegime 1953-1970 (1972): Andrei)

Cakharov, Pr est “oexicstence, and .ntelle

FPreedom (1968); George Saunders, Sapjzdat: Vojc e
Spviet Opposit (1474 ); Anatole Shub, The New Russian
Tragedy (1969);: and Hudoif Toekes, Dissent the USSR:

Politics, ldeology, and People (1Y751).

However, since the breadith and scope of these
setudies is o0 extensive and their rrimary emphasis is on
the political ramifications of the movement, insufficient
time and space is allotted to any singular, non-
theoretical aspect of the movement. Suffering most perhaps,
is the oral lyrical forum which, oddly enough, by
definition, attracts the largest audience.,

This movement came about fortujtously when Lev

Annensky of the Soviet jourral Znamya recorded Bulat

Okudzhava singing some of his poena.1 This new mechanism
for the dissemination of ideas was rapidly assimilated and,

reniniscent of the troubador tradition in the West, a host

lReported by Mijailo Mijailov in ng!gg¥3%n.|g;. New
York, Parrar, Straus, and Giroux, 1965, pe. .




of "oral-poetg® arreared and vocalized their impressions
and criticisms of the Soviet condition. In effect, the
inaccessibllity of the rrinted word had found an

uncensorable outlet ‘n this yeetic genre.

FPor the purro~ec of this study, | have chosen to
examine the undergrourd lyriecs of Bulat Okudzhava and
Aleksandr Galich.?

ldeologically standing on opposite sides of the

2Buiat Shalvavich Okudzhava was born in Moscow of a
Georgian father ani an Armeniar mother in 1924, Although
both of h!s parents were Communist Party members, his
father was shot as a "Japarnese spy" during the purges of
the 1930's while nls mother was imprisoned about the same
time, being granted freedor only in 1956. Okudzhava
volunteered for active duty auring World War Two and saw
some front-line action. After the war, he attended
Tbili8l University anc worked as a schoolteacher near
Moscow. Since the mid-fifties, Okudznava has been
composirng his porms wrd performing them in concerts
throughout the Soviet Union and the West, mainly in
Western Europe, where his last concert tour brought him
to West Germany in 1976,

| Aleksandr Arkad'evicr Galich (born Ginzburg) was

i born in Moscow in 191y, Littie }s known about his early

! life. After graduating ftrocm the Stanislavsky Actors
Studio, he became a nrofescional playwright in 1945 and

| later ten of his plays were staged in the Soviet Union.

i In the early sixties, Galich started wrtting and singing

i the poems that form the sublect of this paper. As early

! as 1968, Galich's anti-government poems attracted the

% attention of the authorities who forbade him to perfors

before a public audience. After having been expelled
from the Writers Union and the Soviet Motion Pictures
Union, Galich lo8t all means for making a living and

was finally granted an exit visa from the Soviet Union
under the Jewish emigre quota on June 25, 1974, Since
that time, Galich has divided his time between Paris and
Munich where he works at Radio Liberty as a radio
commentator on Soviet affairs.

- ——



lyrical spectrum, { fel!t tnat they would best represent

the tota'ity of the movement.. | have limited myself to those |
poems wnich treat trhie condition of the Soviet cltizen,

the problems he i1s confronted with on both the prosaic

and spiritual planes, Clearly, these considerations are

inseparable from cccio-political realities and | have

attempted, wherever appropriate, to reflect this

relationship.

My material selection was obtained trom Aleksandr
Galich, Pokolenie Obrecriennykn ([he Gencration of the
Doomed) (1972) and Bulat Okudzhava, Proza | Poeziya

(Prose and Poetry) (1968) and from magnetic tape recordings

previously unavalilablie in the West,

I elected not to attempt a chrorological analysis,
but rather decided tc¢ }imit myself to those poems and poetic
cycles which best synthesize each roet's views on the
sub ject under consideration,

My ultimate aim is, hopetully, to provide a further
insight into the stark realities that have shaped
Soviet society during the past twenty-five years and to
contribute, in some small meacure, to a better under-
standing of the problems faced by Soviet man within
his environment,

This paper is dedicated to Dr. Alex Vorobiov

without whose outstanding scholarly abilities, dedication




and understanding this werk cculd net nave teen

accomplished,

1 would alsc like to acknowledge Lne excellent
assistance of Dr. ard Mrs. .wcob Hen-{ov and Mr. and
Mrs. Oles Kavetskyv wha all puve so wi!llingly of the!r
time during the preparatton of tn)s rapar, In addition,
br. Vadim Grenewitz was nelpful in reacing und

commenting on the text,
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If the Soviet Union is to
survive, it must undergo
a total transformation;
But {f the present
i leadership i1s to survive,
§ - everything must remain
exactly as it is.

(Amalrik)

t I

The death of Joseph Stidtn In 1954 remains one of
4 the most pivotal cvents in the history of the Soviet
Union. Por almost tnre: decades, Stalin had maintained
an awesome control over the de~*iny of his nation and its
w peopla with an autriorirarian harshness ind totality that
find few parallels throughou* nistory.
In the perspective ralne! Hy the experience of the

& past twenty years, tne cholcees made by succeeding

communist leaders 'n the ~ultural, aconomic, and political
Alrection of the Sovict state, huive shown a heavy

C rellance on the pravmutism necessary to continue the
communist power intact, The aprroach to these problems
ts 4 product of the concept of Soviet political thought,

( based in particular on the role of the Communist Party
itself, The Communist Party of the Soviet Union i1s not

a political party '‘n any traditional sense. It i8 a permanent




raline elite which has abroxated to itself mythical and

absolnte powers of infallibility and historical destiny
which no one in tn+ Soviet Unton ts permitted to gainsay
nd no Institution in the ﬁat\on {s allowed to contest or
contradict. The Party insists that it and only it will
Aetermine the purposes, ideals, and quality of Soviet 1life,
One of the most imprnrtant areas where these controls can
be felt is within the literary worldi., More than any other
art form, literatur« in tane Soviet Union is considered an
instrument for achicving state purposes, a means of
motivating people’s behavior, mustering their support,
molding their character. The tasks assigned to and imposed
on Soviet writers by their rulers, consequently, have
changed according to the political plans of the leadership.
In tne new circumstances after Stalin's death, the role
required of the writer hecam~ more subtle, ambiguous,
and difficult, yet more important than ever to the ruling
elite. If they were to enlist the support and cooperation
of the Soviet people, if they were to steer a course
netween Stalinism and liberalism, the Soviet authorities
needed the writers to joln their campaigns and, in doing
so, help them to define the Party line as well as promote
and support it. And If the leadership was to persuade
writers to cooperate tn achieving its purposes, it had to

give the writers incentives, though not necessarily material

ones. These incentives were, basically, a less stringently
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reyulated art, witn writers permitted a wider latitude of
sub ject matter and artistlc techniques, and a more personal,
truthful, and passionate projection of their feelings and
ideas in thelr work. Also, there had to be guarantees
that the rule of law would also apply to them, that writers
i would no longer be purged, eaxiled to Siberian concentration
camps, imprisoned, or shot as they had been in Stalin's
time.
As in post-Stalin politics, it was some time before
the boundaries of cultural permissiveness were clearly
f: defined. The Khruchchev leadership, ~ommitted to a middle
course emphasizing “peareful coexistence®™ in foreign
affajirs and moderation at home, had no intention of permitting
writers freedoms whicn might threaten or subvert the
government®’s powers and purposes. Between 1953 and the
present day, there were periods of relaxed controls over
the cultural and intellectual life of the Soviet nation,
but in most instances, when these relaxations threatened
to flood and inundate what the rulers considered important
bastions of control, repressive measures were immediately
instituted to stop them.

Once Khrushchev had consolidated his power in 1955

and had become the indisputable leader of the Soviet state,

|
he and those forces associated with him realized that in §
|
|

order to remain in power and function effectively, they




wonld have to embark on 1 new ~ourse, a thoroush shake-~-up
of the old eentralilzed, authoritarian Stalinist hureaucracy
and 1ts methods and would have to intrniuce new initiative
and flexibllity to reassure the populace of {ts sincere
concern for thelr welfare,

One startline and effective way of reassuring the Soviet
people was to Inform them of some of the truth about Stalin's
tyranny and, in so doing, make clear that the new leaders
disassociated themselves from Stalin and his methods. The
campaign of denigration of Stalin, the so-called de-
Stalinization, was undertiake: at the Twentieth Congress of
the Communist Party of the Saviet Union in February 1956,
when Khrushchev delivered hic "secret speech®™ about Stalin's
crimes,

But the dethronement of Stalin raised far more complex
and uncontrollable political problems than had the despot's
death. The 1ssues rocked the very foundations of Soviet
society, and a seyment of the intelligentcia seemed suddenly
to be giving voice to a!l of those who for so long had kept
silent because they nad had no public forum for discussing
political ideas, for criticizing the institutions of Soviet
life, for examining all! the afflictions of Soviet society.
Now, through a literary vehicle, Soviet writers might in
fact be able to say something about how their lives were

to be lived and how the future of society was to be organized.

Writers and intellectuals might not be able to do much,
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but even speaking out in tne Soviet Union was doing a
great denl,

The writers® desire was for a renewal of all aspects
of Soviet life, a wish to break witn the methods of the
past by searching oul the truthe of Soviet 1life, Writers
were determined to declare their discoveries and insights
openly and without equivocation so that, like Stalin's
ghost, the past misht be latl to rest. Purthermore, they
were resolved that condit\ons such as existed under Stalin
should never agaln be jpermitted,

The writers wante! to portray tne conditions of life
which had continued to surface between 1954 and 1956 in
an honest and truthful way, revealing their personal and
subjective reactiors to them., They wanted to show the
discrepancy between the propaganda i1mage of Soviet society
on the one hand and Sovict reality on the other,

Consciously or not, the writers were in fact becoming
an opposition group in the :ense that they were probing the
sore points in Soviet life and calling and Party and
government to account for their actions. They refused to
accept the simplistic explanation that everything wrong with
Soviet society could be convenlently explained away by
the ®cult of the individual,®™ or even by the person and
personality of Stalin himself, The writers defended, as
part of the overall reganeration of Soviet life, the

sincerity and personal integrity of the artist in his work,

|
3
]
1



callinz for his freedom of rpersonal and truthfu! expression,
Moreover, they opposed a!l dogmas and sterotypes in literature
and assaulted ®sos1alist rea’ 1sm®™ and Party control of the
arts,

Whether the writers theoucht of tnemselves a8 instru-
ments of the Party in \mplementing the decistons of the
Twentieth Party Congress or imagined themselves as an
opposition group, or both, taey were, tn fact, with their
zeal for truth and reform, arrogating to themselves some

of the prerogatives the Soviet leadership claimed as its

monopoly, rights the leaderstiip hail no intention of surrendering

or sharing. Although Khrush-hev at first seemed slow to
reassert his authority over literary matters, during the
spring and summer of 1957 L« toox the time and energy to
give three separate speeches to writers and publically

announced that he would defend the Party from any writers

who tried to divert Soviet l{terature from the correct

path.1

From 1957 through 194945, Khrushchev took a number of

lon January 27, 1959, at the TwentyFirst Communist
Party Congress, Khrushchev made the following statement:
"Soviet writers must inspire people in their struggle for
communism, must educate them according to communist
principles, must develop in tnem high moral virtues and
intransigent rejection of bourgeols ideology and morals.,
Writers must become passionate propagandists of the seven-
year plan and bring cheerfulness and vigor into the hearts of
man. We need art capable of inspiring millions and millions
of builders of communism....”




other steps to insure cronformity among the writers; he
reorganized the writers® unions, staffing the key positions
with his own henchmen; he reemployed the censors and
censorship in a more stringent manner, and he directly warned
any maverick writers manifesting other than pure soclalist \
tendencies, that serious consequences could be expected
for future transgressions.

The ‘mplications of Knrushchev'®s reevaluation and
redirection of the writers® role and obligations to the
state held serious omens for the writers themselves. After
they had expected and verhaps even envisioned after the
Stalin epoch to have greater freedom and to be able to
establish new standardis for themselves and thelr society,
now they were being tol!d, if not ordered, to conform to
previous communist norms in literature, to echo the Party
line, and to forget about the freedom they thought
that they had won.

The reallzation amony the writers about the new
edicts issued by Knrushchev were nothing short of cataclysmic
and provided both writers and intellectuals with their initial
post-Stalin awareness that pnlt'tical considerations
continued to be the supreme gnuidelines controlling the
literary 1ife of the Soviet nation. These lessons were
proved many times over from the late 1950's to the present,
with periods of ®"thaw" alternating with renewed periods

of control, all reflecting the political exigencies of the

-—
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timae’ Again, in the orjol '959-thraush 1962, Khrushchev
relaxed the restrictions on the writor, this time as part
of n sreond de=Stalintzat)ion offort announced at the Twenty
Second Communist Parly Corpress in October, 1961, His
reasons seem to have becn based ori tne insecurity of his
own political fortune and the resultant need to distract
attention from Soviet failures both at home and abroad.
This period climaxed irn the publication in November, 1962,

of Alexander Solzhenitzyn's One Day in the Life of lvan

sovich, a scathing and revealing depiction of the
Soviet concentration camps under Stalin.

Not long afterward, however, his political base more
secure, Khrushchev revertei to a stricter censorship tactic,

oulminating in the arrest and incarceration of the young

2For a complete account of this reriod and its

ramifications, the followinsr excellcent works are recommended:
Prisilla Johnson, Khrushchev and the Arts: The Politics
of Soviet Culture, 155?-12§h. Cambridee, MIT Press, 1064,
Mi jatlo Ml jatlov, Moscow Summer, New York, Farrar, Straus
and Giroux, 1965. Peter Reiiaway, Uncensored Russia: the

8 Movement in the Soviet Uninon. [London, Jonathan
Cape Ltd., 1972. Abraham Rothberg, The Helrs of Stalin:

enc d _the Soviet Regime £§3-1970. Ithaca,

Cornell University Press, 197?. George Saunders, ead,,

Samjzdat: Vojces of the Sovi~t anﬂaition. New York,
Monad Press. 197 o Harr; Schwartz, ed., ;
Mmion. New York,

Q ! 1 a Y
Llpn\ncott Company. 1962, Rudolf L. Toekes, ed., Dissent
h SSR: tics deolow and Peo . Baltimore,

Johns Hopkins Press, 1975. Alexander Werth, Rugssia: Hopes
and Fears. New York, Simon and Schuster, 1069,




port, Joseph Brodsky, under trial for parna1tial3 in 1964,

The Knrushchev era of a more or less peaceful existence
between the Party and tne writers was at an end,

With the coming tn power of Breznnev and Kosygin
in late 1964, the writers® last hope for a free forum for
their 1deas came to an abrup! end. ‘That the new regime was
not going to tolerate inything but complete allegiance
to i1tself and to the furtherance of communist ldeology
became an unavoldable conclusion as trial after trial
of so-called "dissident® wr'ters was held and prison terms
meted out. The trials of Sinyavsky and Daniel in 1966
and Galanskov and Ginzburg in 1968 put the final 114
on the writers asniratinns for tne!r independence on the
Soviet literary scene,

Other means for evrression had to be found among the
writers and intellectuals who had recognized that the
deterioration of their rights wonld reduce them to a "conspiracy
of silence®™ and forever remcve them from playing a role
within the Soviet Union. Many daring and illegal organi-
zations and rublinations were founded as a response to the
new literary and intellectual utmosﬁhere and all were

concerned with bringing out the truth of Soviet man's

3A Soviet legal term referring to idlers, but most
often used as the basis to imprison dissident writers and
intellectuals.




predicament and trying to liberate him from the Soviet

leadership’s totalitarianr zr\p.“

Alorig with these responses, arpeared another unique

g{ rhenomenon within the Soviet Yiterary world, underground

| poetry: the realm of Bulat Okudzhava and Aleksandr Galich.

2 Within this world, Galich and Okudzhava are confronted

| with the need to function, to create, to prescribe, to
educate, to awaken society as a whole and man in particular

to his Soviet condition,

brhe most important of these new instruments of
opposition were: The Initiative Group for the Defense of
Human Rights in the Soviet Union founded by Peter Yakir
in 1968; The ﬁh;onicle of Current Events, an 1llegal
publication that managed to appear bimonthly with a few
exceptions for almost five years from 1968-1972; the Human

Rights Committee, founded mainly on Academician Andre)
Sakharov's initiative in Moscow in 1970.




THE FHILOSOPHY OF PROTEST




How much poodness there is in silence.

Kaie MHOI'O Z00POTE B ModYaHnny.

(Okudzhava )

What is sung in a low voice resounds,
what 1s read irn a whisper thunders,

Ho rpemur nHaleroe BLHOJIOJOCEA,
Ho 1yaumr NpoynmTdHHOC WETIOTOM.

(Galich)

Il

In "We Are Nc Worse Than Horace®™ /My ne xyxe [opauus/

Galiech brings upr the rrobler of freedom of artistic

expression irn the Soviet Unton. The yoem issuves a call for

greater latitude ir this svphere and insists that the true
artist satisfies his need {or expression through the

creation of the work jtself:

But, the picture =tands on the easel,
That's all, snd that's enough,...

Ho crtomT KaptuHa Ha noapaMHMUKe,
BoT ¥4 BCE, M 3TOr'0 ZOCTATOYHO...




More important, the pcen makes Yt atcolutely arparent that
artictie exprecelcn must fina otkher than official ways of
reachirg the Soviet 1«cvie, The two methods that this
poer Lrel ofes have becone the malrstays in the production
and dAtscemination of trne entire underground noem repertoire:
SAMIZDAT and MACNITIZLAT., Ga'tch goes on to explain what
eqarh means:

“Erika® maves tour roviec,

That®s ali, but that's erough.

{[et there be just four corles for now -

That's eraugh,

", "
'"Opuka" ocpoer yorupe Konum,

Bor ¥ Be#, a urol pAoerTatrovto!
[lycTh 1HOKa4 HCCI'O Yo THPC KOUWMK -
ATOI'O ZOCTLTOYHO!

This is the svstem cf SAFIZLAY {n which coples are produced
ry a tyrist who make~ ore orte'‘rna’ ant frar carbon conies
ori the "Erika® brarnd 'yrewriter. ®That's enough®  /310-

) ACCTATOYHO/, hecause trhe copiec are then giver to other
typiste who each in *urn make four addttioral copies -
ad I»firnttum. Couvle:r Aare tner rassed from hand-to-hand as
a selfe-generating circulatior arvraratus,

The other system of distribution, MAGNITIZDAT, is by

means of a tape recorder:

There 18 a "Yauza® tape recorder,
That's 211, and that's enough!

Eerp marwurodon cucremn "Aysa',
BoT U BCé, # O3TOro0 AOCTA&TOYHO!
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MAGNITIZDAT adds vital dimersions in 1tc ecirculatiorn of the

yorm by supplying teth the music as well as vocal expression
and verbal intonation te the written word, Or as Galich
astutely emphasizes:

What 18 suneg ftn a Jow volce recounds,
What is read itn a2 whisper thunders,

Ho rpemur nHaunceroc wilodgarodoca,

Ho I'yavi upouuranbioc wWwénoToM.
The final stanza rings ount with the battle cry of Galich
and the whole underground poem movement:

Yes, 8 picture stands orn an easel!

Yes, four cories are banged out!

There is a "Yauza® tape recorder!
And that's enough!

EeTtb, crtouMt Kapruvia Ha nNoApaMHuke!
EcTh, OTCTYKAHO YCIbpe KONUUW'!

Ectb Mmainutodon cuerems "flyaa™!

M aTolo noctaroqno!

MAGNITIZDAT en- SAMIZDAT have served as the condults
through which the works of all underground poets have been
charneled throughout the Soviet Union. These "solutions"™
to the problem of artistic freedom have clearly demonstrated
to the communist hierarchy the steadfast resolution and
single-minded purpose of dedicated opponents of the regime
such as Galich. Besides being the dictum of the oppressed,
underground writers in the Soviet literary world, “We Are

No Worse Than Horace,® underscores the immense gulf that

exists between government-sponsored propaganda and non-approved
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articstic expression., For GCalich personally, this poem

constitutes a direct rebuff to Soviet authority as he

openly declares his intentions and methodology in

fulfilling his owr artistic expression and, in effect,

invites others to follow his lead,

This summons to a clear and non-disguised evaluation

of tre Soviet system most often leaves Galich standing alone,

for even Okudzhava, the movement'®'s acknowledged founder,

does not present a distinct personal appraisal of his poetic

role. In contrast to the latter®'s predilection for innuendo,
' understatement and symbolisg, Galich flaunts himself and

nis mission before the aunthorities., For example, he

dedicates many of nhis voems directly to literary and
) political martyrs, those who spoke up against the regime

and were either imprisoned or died for thelr efforts,”

fne same Galich daring can be Seen both by the titles of many
} of his individual poems and by the titles of his books of

poetry -b

SExamples are: Pasternak, Akhmatova, Zoshchenko,
' Mendel'shtam, Blok, Vertinski j.

6EXAlplos of poem titles: “Warning® /lipenocrepexenne/,
"Everything at the Wrong Time® /Bce uc nospems/, "Requiem
for the Unkilled®™ 'PorusmeM 110 HCYOMTHM/, *"On Stalin®
‘0 Craauue/, ®*1 choose freedom®™ /s BuGupaw cso6oay/.
Examples of book titles: ®Clouds Swim to Abakan®
/O6naka NJALBYT 8 ASawxan /, *1 Choose freedom"™
‘A sBOupaw cBoSoay /. "Ihe Terrible Century®
‘Kyrrkoe croaerue/, *The Generation of the Doomed"
TIoKolEHNE OBPEUBHHBIX /.
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Galich also volces this courageous mission within
separate poems., For instance, in "At nighttime the raven
flies in..." /llpoucracr no iodyam sopoii/.Galich rebukes those
who would want him to he more discreet by replying:

Well, you see, it's already a heavenly gift
To be heard at five whole steps away!

Ho, BOT BUAUTC, U 3TO - Aap Csbwe,
BoiTh Ha I1{CJbX NAThH WAI'OB CJIBIWHBIM !

The implied danger cof his voice being heard by Soviet
authorities is completely disregarded by Galich. His
mission is set, established and he i8 willing to take any
risk to fulfill it,

In describing the tragic character of the human condition,
in reflecting all of its ambiguities, Galich incorporates
many of the essential elements of existentialism. He demands
that the individual confront himself with the Socratic
dictum, “Know Thyself,®™ and that the quintessential aspects
of the true meaning of life be addressed. Existentiallsm,
in the West, evolved essentially as a revolt against some
of the features of the Industrial Revolution for 1its
dehumanization of the individual and expanded into a move-
ment of protest against all systems, sl]l generalizations,
and all superficiality. In short, 1t is the protest of
man in his estrangement, in his finitude, and in his feelings
of guilt and meaninglessness,

Galich stands closer in philosophical outlook to this




18

Western conception than does Okudzhava. A8 might be

expected, there are certain basic changes within their Soviet
environment, particularly in the object of protest. That
is, Galich, rather than finding oppression in the computerized
and industrialized state of Western man, deals with a more
tangible and primeval force, namely the machinations of the |
Soviet political and social system. The general philo-
sophical questions of existialist thought, however, remain
the same: Freedom, Truth, Death, God; in a word, the
sum total of human existence. The most vital realization
for those outside the Soviet system is that Western man |is
allowed the luxury of philosophizing, arguing, offering an
opinion, while the Soviet condition 18 such, that if these
concerns are raised, they are tantamount to treason and
anti-Soviet propaganda which translate into death or
incarceration.
Thus, it becomes even more remarkable and admirable
that a man, an artist in all of his sensitivity, is
willing to stand out within a society of silence expounding
the urgent need for responsibility, an understanding of
universal guilt and morality,
When Satre writes about human experience and uses such
terms as crisis, despair, anxiety, dread, one senses an
almost hypercritical condition, a form of gamesmanship that
is permitted and encouraged in the Free World. These same

elements appear in both Galich and, to a lesser degree, in

i
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Okudzhava, but in their setting, they have an aura of gravity
and a sense of finality for these conditions and experiences
are not theoretical, not philosophical, but real in all the
horror that the term \mplies,

To probe for the essence of life, one is constantly
confronted with the question: what is the purpose of life
and existence? In their moat basic forms, the options are
limited for man may invent values (Satre), create them through
the will to power (Nietsche) or discover them in concrete
life situations (Camus, Buber),

However, Galich, in seeking the answer to life, not
only deals with the aforementioned most basic questions of
human existence, but also 18 first compelled to synthesize
the options and relate them to the experiences of the Soviet
mind,

Galich®’s world outlook is based on an incredible sense
of responsibility, man's ethical commitment both
to himself and to others. In order to faclilitate this
feeling, Galich time and again returns to the question of
freedom. Por him, it 18 clearly the necessary foundation
for responsibility and he is willing to challenge death,
if need be, to promote it, 1n the poem, *I Choose Freedom®
/i Bw6upan cposony/ Galiech, in effect, issues his
personal credo.

He begins by declaring that in spite of his advancing

age, he stil]l selects freedom:
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My heart is patched,
My temples in a gray dust,
But I stil1l choose Freedom....

Cepaue Mo¢ samronano,
B cepoit nwant suckxu,
Ho 8 BmoOMpaw CpoboAy...

Galich equates freedom with simply being himself and stresses

that he is not avoiding battle but, on the contrary, seeking

it:

I choose Freedom,
Not away from battle, but into battle,

1 choose Freedom
So as to be myself,

A BHOMpaw Cnoboay, -

Ho He M3 0o, a n 00U,
A BHOupaw cpobony
BHTbH NPOCTO CAMUM COOOW.

Galich adds that, while peovle wait for him in the West,

he 18 not about to leave the Soviet Union:

«+ssAnd everyone waits for me in the West,
But they wait in vain,

M Bce Mchsa XAyt ia danane,
Ho TOJAbBKO HanpachHo xA4yT.

He goes on to enumerate various aspects of this freedom
and underscores that this Freedom leads to the concentration

camps:

I choose freedom
Of Nérilsk and Vorkuta.

A BaOupan cnodoay
Hopuascexa 1 BOpKyTh.

?Soviet concentration camps in the Gulag chain.
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where the fate of the Soviet man wil) be sealed by the

"wnip and the bullet.” In spite of this, Galich challenges
the system to squeeze out the slave in him
He ends the poem with the obhservation that he is not alone
in his fight and then adds a cynical inversion by having
*freedom® (non-capitalized) arrest him:

I choose Freedom,

And you should know that 1 am not alone!

And ®freedom" says to me:

“Okay, you might as well get dressed

And take a walk with me, citizen,"

A BHOGupao Csobody,

W anare, uce g oani!

U mue rousopur "csobona':

"Hy, u10 %, I'OBOpWT, oéeBailTCCh
U noa&émi« -Kka, I'paxgaHuu'’.

Noretheless, within this state, Galich does not purport
to know the truth. lis 18 essentially a world of search,

a seeking whose futility leads him to exclaim that he does

e i a0 il ' 8

not even know with what the truth can be rhymed:

Neither poets ror citizens
Know the word that THUTH can be rhymed with!8

C yeMm pudbmycres ciosBo UCTUHA -
He yaHatTb HM nosraM, HU rI'paxzaHam!

But Galich knows or senses goodness, morality, a

non-hypocritical state of being and never ceases in bringing

this to man's attention. For instance, Galich describdbes

8eThe Guilty Ones Pound*®
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the salient feature of Soviet existence as sanctimonious
baseness and underlines the fact that this particular
discordant characteristic is highly praised and recognized

within the Soviet mentality:

And for us tnere is recognition and honor
Por faithfulness to total haseness$9

A HaM nNpusHanbe KU HOU
3a BepHOCThH obmel nogyocrtn!

In another example, Galich states that he is incapable

of forgiveness:

People may forgive me out of indifference
But I don't forgive the indifferent.l0

Jloan MHe [IPOCTAT OT paBHOAYyWWS,
A UM - pasBHOLYWHHM - He npowy'!

Galich's anger and despalr finally bring him to
declare, In very urinhiblted and rude terms, that his
role - perhaps, his hope or dream - is one day, even after

his death, to:

Squeeze the hypocrite's
Bastardly throat with my despairtll

lycts emy - orvasgiube Mo#
CoaBuT cyube roplo 4Y8pHou Jganown!

We thus see in Galich a clearly defined sense of

9%Century Present and Century Past® /Bex HbuHemHMit
M BEK MUHYBuUmit/

10%pa)ling Aslecp and Waking Up® /3achiias v npocunascs/

1l®Reincarnation® /NMepcecegenne aym/
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retribution, vengearice, a wrathful, nor-stnizal appraisal

of the status quo.

In defying and denying these inverted Soviet mores
and codes of conduct, Galich i1s not only manifesting his
freedom, but also s evoking the need for accepting a
higher being or principle, an understanding that a
universal good exists for all men. In short, he attempts
to bestow an ethical value on a life which is otherwise
lacking in inner worth,

In contrast, Okudzhava'®s philosophizal orientation

leads him to emphasize man®'s isolation, man’s inability

to cope with his surroundings and, juite often, with
himself. Seemingly, all of the ingredients necessary

for an existentialist portrajt of anguish and despair are
present in this atmosphere, but Okudzhava has a tendency

to slight these circumstances throuch his subtle but

opaque style that lends an appearance of frivolity and
lightness to his poetry. Many of the titles of his poems
reflect this approach.lz Thus, while referring to man'’s
spiritual void, to his vacuous existence, Okudzhava'’s lyrics

do not have the threatening, vengeful quality inherent

1 in Galich,
Okudzhava looks upon his poetic role as one to enlighten

the Soviet populace, to bring the truth of communism out

IZ2Examples are: “The Paper Soldier®” /Bymaxunii coamat/,
*The Black Cat® /Yeépusiit xot/, *The Blue Balloon®
/Tony6o#t wapuk/, *"The Midnight Trolley® /llosHouHmil
Tpoaaeitdyc/.




into the open, and then to educate his fellow citizen who,

accordins to Okudzhava, 18 searching for spiritual

guldance in his life as 1 substitute tor the reality he
sees around him. in this recpect, Okudzhava's prime
concern i1s with the inner life o the Soviet man who exists
a8 an i1solated individual w!thout spirttual purpose or
directton and who, in fart, Yz searchinr for an intangible
response or answer to his general state of i1solation.
However, not only is man altenated from his soclety and

his fellow man, but nhe i1s nlso unable to comprehend the
cause of his isolation and, hence, cannot pursue a
resolution to his problem. As a way of providing an answer,
Okudzhava's lyrics attempt to show that Soviet ideology

has played a significant part in molding the Soviet man.
The innuendo in most poems relates, in some measure, to
that doctrine's spiritual emptiness, to its lack of feellng
for human concerns, and to jits overall moral barrenness.

By adhering to dehumanized tenets, communist dogma does

not serve the emotional needs of the Soviet population and
by relying on any means to further the communist purpose,
uses the Soviet citizen as a tool to carry out communist
aims that the citizens themselves do not support. The
result of these experiences 1s that Soviet man feels deceived
and betrayed by his political masters.

Okudzhava 18 also concerned with the restrtctive and
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oppressive “barriers® that form Soviet man's social

world, In this dajly milieu, the individual 1s denied
freedom of speech, 18 subjected to the controls of a
vainzlorious burcaucracy, and is totally dominated by an
all-powerful leadership. His dally 1ife thus preseribed,
the Soviet man responds by further withdrawing into a state
of isolation. Yet, to Okudzhava, the answer to the problem
of isolation can be found within the Soviet experience.
He shows that man, his environment notwithstanding, must
find a solution within his spiritual world. Maintaining
a fundamental sense of morality, the Soviet man will find
an ephemeral way of abettiny hls condition and of easing
the pain. This, in Galich's understanding, 18 an evasion
of the problem, a furtherarce of social atomization and,
ultimately increases, through the process of withdrawal,
man'’s subservience to the system.

Hence, Okudzhava's prime role as an underground
poet may be viewed as one directed toward making Soviet
pan aware of his "inner® world, ameliorating his feeling
of isolation and, subsequently, making his life bearable
within the established Soviet system.

Thus, the Soviet underground movement includes two
ma jor poets both of whom conceive the Soviet state as an
evil, ideological wasteland. Both attack the prevalling

communist morality and ideology, though not for the same
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reasons or with the same intent and not with the same
intensity or result. Facn 13 gulded to a great extent
by his own appreciation of nis role as an underground poet

And by his own overrlding Interests within the Soviet

experience.




CONGERIES: THF NhkkAMS ANDL HOPES OF OKUDZHAVA




We only have 1ln our dreams
What others have in their hands...

Mu Ha KpbibfAX HOCUM TO,
Yro nHocHl Ha pykax.

ITI

In examining tne multifaceted dimensions
of the underground poet, we would first have to direct
our attention to tne one who has acted as the leader,

Af not the father, of the entire movement, Bulat
Okudzhava. It may be contended that his poems have

served as the basis and impetus behind the furtherance

of this genre as well as the catalyst from which countless
other poets have taken strength. By his depth of feeling,
intensity of insight, and poetic artistry, Okxudzhava
establishes a firm metaphysical fundament for the
underground pocem movement.

In his mind, Okudzhava has created an image, a ;
conceptual essay that stimulates his awareness and |
that expresses itself in what might be called a
"Dream~Hope® exposition, the mold of the Okudzhavian

world.

Perhaps the best example of this dream-hope




morality 1s contained in the succinct but powerful

two 1lines in the poem, "Not tramps, not drunks..."

He dpoasi'v, He 1UpPOHOHILH., . .

We only have in our dreams
What others have in their hands...

Mb Ha KpbUlbiX HOCHM TO,

YTO HOCHT Ha pykKax..
Okudzhava, in this direct, matter-of-fact statement,
is effectively able to sum up the essence of the
Soviet man by means of an abstract image. In this
case, he chnoses to use the word "wings"™ for “"dreams"
to reinforce the nebulous state he pronounces. Also,
the " we"™ 18 left open for the reader's interpretation
as a reminder of a dream's uncertainties and incomplete-
ness, almost as 1 Okudzhava challenges the reader
to identify himself in the poem. It should be noted
that, having made his point, Okudzhava does not
attempt to either clarify or augment his philosophy.
He seems to be telling his reader - or listener -
®*You know what I am talking about, I do not have to
say anything more!"™

But Okudzhava does have more to say. He

offers to the reader a highly symbolic world of peace,

love, tranquility, kindness. This world, presented

in a microcosmic, metaphorical manner, 18 further
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identifiable by its blue color: Some prominent
» examples may be found in the blue curtains /Cuiine
rops/ in "Paith, Hope, Love® /Bopu, Hanexaa, JloSoeb/;
the blue of the "Midnight Trolley™ [ ounoulbi Tpoagcudyc/
N and the blue of the balloon in the "Blue Balloon"
{( I'onyoou uwapux ). Along with this method,
Okudzhava unfolds a philosophical outlook about the
Y world in restrained, muted shadings. The "primary®
meaning and significance of each poem are, to a large
measure, the products of subtle innuendo, understatement,
B and extended metaphors. He continues his dream-hope
exposition with these concepts in mind.
To Okudzhava, \f a man can dream, then he

should be able to at least hope that some of his

‘o

dreams will be realized. This idea 1s expressed in
the poem, "The Merry Drummer®™ /RBccedbnil Sapafanumk/

as an enthusiastic drummer makes his way down the

street:

««sThrough the turmoil, the midnight, and fog.

Don't you hear how the merry drummer

Is carrying his drum down the street?

I feel pity that you do not hear how the merry
drummer

Is carrying his drum down the street!

a

()

B ey e —
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CKBO3b CYMSTWILY, WU IIOJHOUYL, W TYMaH.
Heyxeay TH He CcubluMillb, KakK pecEubid Sapafanumi
BOOJBL 110 YJul¢ lIpoHOCHT fHapabaH?

Kak MHEe XaJb, YTO Tb HE CJLULAL,
Kax peceavid GapaSaHumk
BAOJIb IO YyJiMile lpoHocUT OGapalbal!

The beating of the drum and the oral expression ]

ﬁ of the underground poet here seem to meld into one.

‘i However, neither receives a response; yet, the drummer ?
and underground poet still proceed, hoping for a
response and feeling pity for those who cannot hear
their messages. And, of course, in this poem,
Okudzhava himself becomes the “merry drummers®

Hope in a more symbolic sense appears in
®April® /Anpeas/, a sixteen-line poem in
which Okudzhava relates parts of a conversation
between a mother and son standing out in a starry

q night. The last four lines relate the son's meta-

phorical feelings of hope:

I stand guard along April‘'s road from
beginning to end.
| The stars have become stronger and prettier.
What's wrong with you, mother! I am
simply guarding.
I - am the guard for April.,
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~ W3 Konna B Konol, allpeass 1yrb Acpxy .
Crady 3Beslill U KpyiHee U aoopee,

Yro tu, MaMma! llpocro s jgexypio.

H - A4CXYPHHA 1O anpedio,

In this case, it is a young man who optimistically
expresses hope while protecting April's arrival
and the rebirth that Spring brings with it. His
mother, the older generation, Jjust cannot seem to
understand his actions since hope left her long ago
and is an element foreign to her thoughts. “Hope*
here is shown by Okudzhava against two important,
contrasting backgrounds: one as perceived by "youth®
who imagines a new warmth and the other "not under-
stood” by more-experienced citizens who already feel
that they have been deprived of hope by their years
in a communist system.

In "The Blue Balloon®™ /l'cuysoit wapuk/
Okudzhava symbolizes hope in the form of a blue balloon
whese freedom and 1llusiveness in flight are played
against the sorrowful stages in a woman®s life:

A young girl is crylng - her halloon has flown away.
They comfort her, but the balloon keeps flying.

A girl is crying - she doesn't have a fiance.
They comfort her, but the balloon keeps flying.

A woman is crying - her husband left for another,
They comfort her, but the balloon keeps flying.
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An old woman 1s crying - she has lived too briefly.

But the balloon returned and it is blue...

HepouKka niayer - Wwapuic yaored,

E& yrewuor, & Wwapuic Jerut.

OeByWKa (Haue T - ¥OHUAXa Hei' HeT.

Eé yrewawt, a WapwniK JCrur,

XeHumHa 1ade T - MyX yucd € apyrou.
ES yrtewaor, & WApUK JdeTut.

Maaver cruapylKia - Mado HOXAJa.

A WwapuiK scpHyJdes, 4 OH ('QJYyOOMd. ..

Here, the linear motion of the escaped balloon 1s
contrasted to the aging process of a woman, comforted
all the while by unnamed benefactors. Only when her
1ife is in its final stage, however, does the woman
reflect on the brevity of individual human existence
and realize that life 1s truly worth living in spite
of the constant hardships and barriers along the way.
With this revelation, the balloon returns from its
aimless flight, now colored blue to express the
resurrection of hope.

The dream-hope poems of Okudzhava show the
Soviet man in a state of 1solation, completely alienated
from his communist environment. The individual 18 re-
duced to dreaming and hoping because he is somehow
aware that he does not “"have what others have."

This realization is further expressed as he tries
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to awaken others in his Soviet society to the
realities around him in the guise, for example, of
a drummer marching down the street or, on his own, by
standing out in a cold night hoping that a new
awakening will appear to change his oppressed life.
However, the dream-hope stage echoes an optimistic
note by Okudzhava who asserts that 1life contains
inherent values that transcend its adversities. Hence,
l1ife must continue to be lived with hope and dreams as
its guides, in spite of dally hindrances such as Soviet
ideology or personal misfortunes. Finally, the dream-
hope stage of Okudzhava's poetic repertoire indicates
man's actual psycholoyical and moral state in the Soviet
Union.

Central to an understanding of Okudzhava's
underground poetry is that social commentary already
is initiated in his dream-hope poems and continues to
be expressed in varying degrees throughout his other
poems. In this regard, it is essential to consider
that the %“surface® meaning of an Okudzhava underground
poem is used as a foll that permits zealous govern-
mental authorities to evaluate the poem by its apparent

intent. Therefore, having found a way out for himself

by conceding to governmental restraints, Okudzhava




18 free to compose his main underground themes.

On the whole, Okudzhava's principal tenets are
directed toward manifesting the spiritual and moral
emptiness in Soviet ideological concepts which, he feels,
provide the dominant spirit of 1solation in the social
and personal milieu of Soviet contemporary life.
Constantly masking his true intent through veiled
innuendo and intentignal ambiguity - a technique
Okudzhava had already established in his dream-hope
poems - these subtle poetic expositions additionally
serve to highlight the maln causes behind Soviet
man's withdrawal to his own dream-hope world. A
meaningful departure point for witnessing these pheno-
mena 1s provided in Okudzhava's poems devoted to the

war theme.




eeeBut in our home it smells of betrayal.

a1 HalleM JIOMC [TaxHET BOPOBCTBOM.

In "On War" /0 nouu /, Okudzhava clearly
demonstrates this "multiple meaning®™ technique in a
war poem structured around a snldier®s going off to war

and later returning home.

Do you hear the thundering of boots,

And birds flying about madly,

And women staring from under their arms...
Do you understand where they are staring?

Do you hear the drum beating?

Soldier, say good-bye to her, say good-bye to her!
The platoon is departing into the fog, fog, fOg...
And the past s clear, clear, clear.

And where then is our courage, soldier,

When we return agaln?

It must have been stolen by our women

And, like a new-born, pressed to their bosoms.

And where then are our women, my friend,
When we recross our thresholds!

They greet us and bring us inside

But in our home it smells of betrayal.

Yet we wave away the past: lies!

Yet we look to the future with hope: light!
Yet in the fields crows grow fat

And at our heels the war rumbles on.

And again through the street - boots.
And birds flying around madly,

And women staring from under their arms,
Staring at our shaved heads.
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Bu camuwmre, 1'poxoyyr calloiu,

U IITULB OWadcdble JeTrarT,

N XEeHWMHB [JALAT M3-1104 PYKW. ..
B nonaan, KyAa OHW 1JIaaaT?

Bel cabumTe, I'poxouct OGapaban?

CoJapar, npowacs ¢ Hel, pouwadcs ¢ Her!
YXOAUT B3BOA B TYMaH, TYMaH, TYMAH...

A npouwjioe sicHeit, AcHCWH, ACHCU,

A rge %c¢ Hawe MyXeerso, COJAar,
KOoI'la Mbl BO3BpallacMesi Haszan?

Ero, AOJXHO OHTb, XCHWWMHB KpagyT
M, Kaxk NTCHUa, 3a 1adyXy KIaayT...

A rme x¢ Halid XEHWWHb, APYXOK,

Korga BCTYlaeM Mb Ha CBOM topol'?
OHM BCTPCYAIT HAC U BBOAAT B IOM,
a B HaWeMm AOMe MaXHCT BOPOBCTBOM.

Mbl PYKOW Ha lpowyioe: BpaHbe!
Mbl C HaZCXgoi i oyaywee: cnet!
MO I10JIAM XUpCCT BOPOHbLE.

M0 NATAM BOWUHU 1'POXOUET BCJed.

cHOBA MCPCYJKOM - calloru,
NTUUE OWaJI€JbC JCTAT,

XCHUMHB 1 AA45817 W3-104 PYKH,
JATHUIKM HAlWlW Kpy[Jibe UAALAT. ..

xRS > > >




On the surface, Okudzhava shows the "other"® side
of war by satirically making the soldier the victim of
the "real®™ war and also of betrayal in his own home
or country: "but in our home it smells of betrayal.®
At the same time, the poem reflects the side effects of
war, the wondering “why?®, the breakdown in human
relationships, the cyclic golng off to war as if the
lessons of history are never fully learned. However,
Okudzhava's preoccupation with betrayal and deceit hints
that he 1is masking the “open® war theme with another,
more important pronouncement. Has the Soviet system
sent out its "soldiers" onto a battlefield in the name
of obligation and patriotism only to repay them for
their efforts with empty promises and deceptiveness?
Has the Soviet citizen ventured out under the banner of
communism to discover that he has been made the victim
of its irrational doctrine?

It is significant in this poem that the future is
in a "fog" and that the past stands out clearly at
the beginning of the poem. Once, however, the “betrayal®
interacts with both the past and present, only the
future 1s clear and the past receives the label of
“lies!® The betrayal in the system is also seen in the

fact that it permits certain people to fatten themselves
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like crows in a field while the war "rumbles on."
On the present Soviet scene, the “crows®™ can easily be
interpreted to be the communist leaders who make them-
selves both rich and powerful while the ordinary
Soviet citizen expends his labor in "building communism.®
Thus, the deceit and betrayal of Soviet ideology are
important and recurring themes in this poetic
cycle.
In "Oh, foul war, what have you donel..."™ (Ax, BboiHa,

YTO X TH CcAedada, Hodnus! ), Okudzhava approaches the
war theme in a similar vein by showing the effects of
personal separations:

Oh, foul war, what have you done!

Our streets have become quiet...

And soldier after soldier has left...

Good-bye, boys!

Boys, try to come back againi...

Oh, foul war, what have you done!

Instead of weddings - parting and smoke...

Their boots - what has happened to them!...

Spit on the rumor mongers, girls,

We'll settle our accounts with them later.

Let them talk, we don't believe

That you are spending the war by guessing...

Good -bye, girls!
Girls, try to come back again!

Ax, BOKHa, yro % TL caedaga, noaJas!
Ctadit TUXMMKM HaWW LBOPbL. . .
. My 3a CcoJAaToM coJaar. ..
o cBuaanms, MaJdbuyuky!

MaJibuYnKH,
nocrapaitech BepHyTbhes Haszan!
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AX, BOUHa, YTO X T, HOANa8, elchdadia’
BMecTo enanct ~ puasdyrs M JILIM. . .
Canotu... Hy Kyai or HUX Jehcewbes!
BuW HallJiou 1 e CHACTHUKO, JACBOYKA,
Mbl CBCJLCM ¢ HUMKM CUETB HOTOM! i
Mlyerb Oodraior, Yiro BCPUTbL HBuM HE BO YTO, i
YTO WMACTC BOHUHOWM Hayl'aM... ‘
o ¢eBUlalng, ACBOUYKK!
Jlenovykn,
nocrapamrechb BUPHYTLCH Hasan!

In this poem, the uncertainty about the fate |
of the soldier in the first five lines of the poem 18
shown from the girls® standpoint, whereas, in the last
nine lines, the boys volice their concern for the girls
they have left behind. Coming between them are the
*rumor mongers®™ who attempt to alienate one from the
other. By asking "Girls, try to come back againi® J'
Okudzhava indicates that "they®™ ("rumor mongers®™) have ﬁ
already succeeded in separating both sides. Although
he does not explain who the ®"rumor mongers®™ are or why

they spread doubt, Okudzhava throws his own suspicion on

s

communist 1deology which purposefully instills mutual

distrust and misgivings among the Soviet populace. This i

may be viewed as an attempt by the Soviet leadership to

maintain supremacy over the individual by isolating him

e A ————o

psychologically from his fellow Soviet citizens, a

e — e

condition Okudzhava alluded to in his dream~-hope poems.




As a result, not knowing whom he can trust or who the

"rumor mongers® really are, Soviet man is reduced to an
alienated, insecure state. Although he vows to “settle
our accounts with them later,® his resigned “"good-bye®
indicates that his fate is sealed and that the Soviet
citizen may never be able "to come back again.®
In "Don‘’t believe in war...® /H¢ wcpb soliic. ../

Okudzhava presents his most "neutral,® albeit, direct
condemnation on the act of war:

Don't belileve \n'war. my little boy,

Don't beltieve, 1tL's sad,

It's sad, my 1ittle boy,

Like Boots that are too tight.

Your valiant steeds

Will accomplish nothing,

And you yourself willl end up
Getting all the bullets,

He peprs BOUHCO, Madbyulica,
HC BepPb, OHa l‘l)yh‘TH(x.
OHa rpycTHa, MadbyuiuiKa,
KaK caloi'v racHa.

TBOW Jauxue KOHK

HE CMOr'y! HUu<l'o,

' BeCb, KakK Ha Jda/lohu,
BCE MNYJu - B OAHOI'O.

Using a metaphorical understatement to equate the
tizghtness of an 1l1l-fitting boot with the tragedy of

war as a means of proffering advice to youth, Okudzhava

addresses himself to the childhood romanticism children
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might possess about war, juxtaposing that feeling with
the child's incomprehension about what bullets really
do or what war is actually about. Like a parental
word of caution, the poem reaches a quick and sudden
denouement, as the contrast between the “"innocence®

of children and the horror of war stands out. And
finally, the impressions made by this short poei

lend to war an intangible, 1llusive guality, naming
war as a deadly event that happens somewhere, at some
unknown time or place,

However, underlying this senselessness-of -war
atmosphere is the suggestion that Okudzhava is also
attacking the tendency in Soviet ideology that places
an overabundant reliance on a war ethic as part of
its national objectives. Okudzhava firmly implies
his serious consideration of this ldea by the negative
expression of war as ar accepted "belief"™ in overall
Soviet thinking. Purther, Okudzhava appears to be
addressing those optimistic Soviet youth, like the “merry
drummer® and the ardorous young man in "April," who
may easily misdirect their budding idealism and
enthusiasm under the influence of Soviet militarism,

In another masked war poem, "Len'ka Korolev"

/dctbra  Kopoats/, Okudzhava describes the nostalgia
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and aura surrounding a Soviet "hero™ in a world-war-two

setting:

In the courtyard, where every evening a
phonograph played,

Where couples danced, raising dust,

Children dearly loved Len'ka Korolev

And honored him with the name of King.

He was a King, and like a king, all-powerful,
and if a friend

Suffered harm or just wasn®'t lucky,

He would offer him his royal hand,

His faithful nand and save him,

But one day, when *'Messerschmidts,’ like crows,
; Broke the calm at dawn,
Our King, like a king, put on his cap,
like a crown,
And went off to war,

Again the phonograph plays, again the sun

is at its zenith,
But there isn’t anyone to mourn his 1life,
Because that King was alone - ah, excuse me,
Didn't have time to find a queen.

But no matter where I may go or whatever
cares [ have,

Whether on business or Jjust strolling,

I'11 expect that around the next corner

I'11 meet the King again.

For during war although, in truth, there's
shooting,

FPor Len'ka there's no damp earth,

Because, I'm sorry, but I can't imagine a Moscow
Without one like him, the Kinge.

—— e
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Bo aBope, !'A¢ Kaxabid Bcuep vsed yrpada paauoda,
PAe naph rapgopaiy, Ubds,

pedarta ysaxaian ouycuHb Jlénbrky Kopounépa

M [IPUCBOMIIM CMYy spsaHbe Kopousd.

Bua Kopoub, kKaxk KoOpoJib, BCeMoOI'yl,

M ecau aApyry
CTaHeT XYAO U BOOOWC He JloOBE3ECT,
OH NPOTHHCT CBOK LAPCTBCHUYO PYKY,
CBOK BEpHYI PYKy W cliacer.

Ho oauawxam, woraa "mecccpumatrn',
KaK BOPOHB,
pajlopbajy Ha paccheTe TUUMHY,
Haw KopoJdb, KaxK KOpPOJib, OH KECIYOHKY,
K4aK KOpPOHY,
HaOeKpeHb M lOWFy Ha BOUHY.

BHOoBb MIpacT paguosa, CHOBa COJIHUE B 3€HUTE,
fa HEKOMY olJlaKaTb ¢1'0 XM3Hb.
lotromy uro tor Kopodib Ona oauH, -

YX M3IBUHUTE,
KOPOJICBOM He ychcd 063aBCCTUChH.

Ho «kyna 9u f HM wéda, nNycTh Kaxkas Hu zaboTa,

o pejaam uau Tak, lOI'yJadThb,

BCE MHC UYJAMTCH, K4K BOT 34 OJduxalmmm
[IOBOPOTOM

KopoJasa noscirpcevanw OlATD.

lotoMy uTO Ha BOWHC, XOTb ¥, npaBna,
CTPENAnT,
He aas JIEHbKK chpas 3eMas,
NOTOMY 4TO, BMHOBaTl, HO s MOCKBH
He npeacTabBifip
| 6ea Takoro, Kak OH, KopoJd.
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®"len'ka” in this poem epitomizes the common
Soviet man who long awo sacrificed himself for his country

during its time of crisis. Okudzhava tacitly evokes

the patriotic and nationalistic fervor as Len'ka sets
out willingly to defend his homeland from an invédlng
foreign enemy.

However, between the lines, Okudzhava alludes to the
fact that there are no "Len‘kas™ in the Soviet Union
today. One possible reason for this, he suggests, 18 that
the Soviet citizen perhaps discovered that the repressive
tdeology of his defeated enemy is also to be found
in the communist philosophy that controls his present-
day life. Therefore, feelingy betrayed and deceived, the
Soviet individual 1s no longer able to exude patriotism
for the goals of his homeland.

In "I*11 get my coat,..® 'BOoubMy WitHedb. .

Okudzhava philosophizes on the subject of individual

and historical responsibility in the context of a
soldier's military duty:

111 get my coat, my knapsack and my cap,

All painted in military colors,

1'11 step out onto the cobbhlestone street,
How simple to become a soldier, a soldier!...

I'1]1 forget about All my home cares,

] don't need any salary or job.

I'm going off to play the machine gun,

How simple it 1s to be a soldier, a soldier.
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And if some wrong is done - it's not our oconcern.
As they say, - "the Motherland ordered 1t!*

How nice not to be guilty of anything,

Just to be a simple soldier, soldier?

BO3abMy WWiicib M BOWMOMOK U KaCKy,

B 3allnTHy oKpaillciinbie KpaCKy,

yaapo wal no ydouilaM ropobarbm, -

KaK [pocTo CTarlb CoJAaTOM, COJJIATOM!..
3abyny Beo AOMUWHWC 340071,

HE HYXHO HW 3aplldiicibl, HWM pabOTH.

Uy cede, uipanw aBioMarTom,

KaK I1pocro oObrb coJlarom, coagarom!

A ecun 410 He TaK - He Halle A€do.

Karx romsopures, - "Poamna peacaal"

Kax cuanno OSutrhb HW 3 YCM HC BAHOBATBHIM,

COBCEM [POCTHM COJIJlaTOM, codgatTom!

In an openly ironic tone, Okudzhava condemns
the attitude of those who, like soldiers during war,
explain away their lack of personal responsibility by
transferring the blame and gullt to the *motherland.*l
Yet, a further question that Okudzhava seems to
allude to in this poem involves the overall concept
of responsibility mirrored in the mores of a particular
social order, especially in the Soviet model. Communist

fdeology., Okudzhava hints, may have deprived the Soviet

TThis poem was originally entitled "Song of a
Soldier.” (llecua counara ) Okydzhava was later
forced to change it to "Song of an American Soldier®™
( llecHs aMepuKaHCKOI'O coJnara), under government pressure.

Mi jailo Mijailov. Mos Summer. New York: Parrar,
Straus and Giroux, i%‘%. p. 113.
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populace of the basic need and desire to experience

genuine personal responsibility because their leaders
predetermine and direct all aspects of the citizen's

life under the gulse of creating a communist soclal

order.

A sharply-delineated contrast hetween the galety
in the outward trapping of war and 1ts more solemn
aspects 18 depicted in "Military Parade® /Bochumit mnapaa/

The bronze trumpets are blasting

As a festive parade goes by,

Row after row, row after row,

Soldiers are marching in line.

Unable to hide their joy

His wife sings and his daughter beams with pride.
Only his mother turns aside...

*Where are you going, where?*®

The pain and death and sound of guns
Will only come much later.

Why should one shed tears

When it all perhaps will go away?

But now the music is for you,

A trumpeter blows his horn,

And his mouthpiece trembles on his lips,
It trembles, trembles.

BOoT TPyOH MEeAHBE ['PEMAT,
KPpyXuicsa UpasaHUMURBA napan,

, 3a pAAOM psad, 34 PALOM PAL
{ MAYT B CTPOKL COJHATH.
‘ He B cuaax palgocThb IPEBO3IMOYD,
| NOET XuHa, 1'opAuTCa LOUb,
[ MW TOJBKO MaThb YyXOAUT TIPOUb. ..
| "Kyna xe TH, Kyaa TH?.."
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Beab OoJib WMo CMOpTHL WU oONYHlc 'poM -
RCE 3TO ODYACT JAlEL HOTOM,

Yelo X iledaantrbes o 1OM,

a, MOXeT, ONOUATTeEN?

Beab HulHY . MY3blicie e00,

rpyfau uipact Ha Tpyoc,

MYHAWTYK Tpsicoeres Ha 1'yoco,

TPACETCH OH, Ipaco1CH.

In this poem, Okudzhava sets the initial holiday
mood that a mllitary parade evokes among people
who may easily forget that, in reality, the parade 1is
only the precursor to the battles and death in an
upcoming war. This "doom® of warfare is brought into
sharper focus by the contrast created between the sense
of pride the wife and daughter project and the sorrowful
query directed at the mother, "Where are you going,
where?®

This question provides a caesura in the flow of the
poem from which point, war echoes its harsher elements
like "pain and death and sound of guns® and the
trembling that forbodes their arrival., Okudzhava leads
us to imagine that this is the same mother who did not
remember hope in "April®, perhaps because she has seen
a surfeit of military parades across her land, where
pride cannot replace the suffering. He also leads

us to believe that he i1s pointing an accusing finger

at the overall communist strategy which subscribes
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to the war tactic as an integsral part of 1its
"battle plan® for an eventual communist "victory."
In "Paper Soldler®™ ( Lyw #uuit counat ), Okudzhava

reflects on the altruilstic, romantic tendencies of those
who may strive to interact with and reorient their

communist environment.

In our world there lived a soldier,
Both handsome and daring,

But he was only a child's toy -
Por he was just a paper soldier,

He wanted to remake the world

8o that everyone would be happy,

But he was only suspended above a crib -
Por he was Jjust a paper soldier,

He would have been happy through fire and smoke
To have dled for you twice over,

But you only laughed at him -

For he was just a paper soldier,

You did not trust him with
your important s~urets,

| And why? Because,

He was a paper soldier.

But he, cursing his fate,

Thirsted for an adventurous life

And kept demanding: - Fire, firel -
Porgetting that he was made of paper.

Into the fire? Very well. Go ahead.
And he marched bravely

And there he died for nothing -

For he was just a paper soldier.




OaAnH CcoNZtal Ha CHOTC MU,

Kpacupsiil 1 G HAXH b,
HO OH WI'pYNKOWU e TCIKOn L, -
Beb Ouli codilat HYyMaXibuiM,

OH Hepeacdinrh MAp X0 T,
UTOO Obll CUAC TINHEM FaXAbA ,
a ¢caM Ha HUTOYKC BUCCa, -
BeAb Oblul conaaar HYMaXHLIA.

OH Obsl Obl pasl - 18 OI'OHb WU 11 AbIM,
3a Bac HOI'MOHYTL JLI3aXabl,

HO noreuwadmeb B lia/Zl HAM, -
BEAb OblL COJIAT SYMaXHbM.,

He aoBepsim pbl, oMy
CBOMX CCKPOTOB RUKHLIX .
A noueMy? a notomy,

YTO OblI COJMIT OyMaxibid,

A OH, CYyALOY CBOK0 KJsAHS,

HE TUXOM XU3HU KX A

M BCE lpocua: - Orug, olHa! -
3abblB, Y10 OH OyMaXHbiid,

B oroun? Hy, uro x. Uan! Uacup?
M OH wainydt oaHax/iabl.

MW tam noimd on uy s3a 1pou, -
Bedb ObJl Ccounatr OyMaxhbii.

"Paper Soldier® is an important Okudzhava work because

it centers on the underground poem movement®s interest




in the romantic enthusiasm and jdesalism associated with
the wish to remake the world "so that everyone would

be happy.® The fact that this paper soldier forgets
his vulnerability and dies for his efforts, leads, on
the one hand, back to the senselessness-of-war theme
seen as a motif in "Don't believe in war..." and, on the
other hand, forward to the metaphorical expression of
Okudzhava's mission as an underground poet in the
environment of the twentieth-century Soviet Union.

A8 in the “Merry Drummer,® Okudzhava assumes the guilse
of the poem's "hero,®™ a role he envisions as not unlike
hls own poetic one.

Okudzhava's war tneme 1s one of his most interesting
stylistic innovations, drawing its originality in
particular from his dual-level handling of the test,

In thelir outward composition, the war poems reflect
many of war's universal concerns: responsibility,
separation, patriotism, idealism On the sub-surface,
however, the war theme often relates to Okudzhava‘'s
allusions about the politico-social morality in
communist life. He suggests that the "system®
alienates its own citizens by its spiritual emptiness -
betrayal, deceit, self-serving aims - producing, as a

result, an isolated, withdrawn citizenry.

51
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Okudzhava's war-poem concepts serve only as the first
step in his depiction of the isolation of the Soviet
man. Another approach to this same phenomenon 1is
exhibited in a second category of underground poems
describing the reality of Soviet existence from the
Okudzhavian viewpoint. 1n these "soc'al®™ poems,
Okudzhava specifically delineates some of the more
onerous barriers that communist ideology has placed
between the Soviet state and i1ts populace., 8Stylisti-
cally, these poems are more open and direct, velying
less on the innuendo technique for their effect than
Okudzhava's other works do. Not surprising, one
of the prime obstacles recognized by Okudzhava relates
to his underground role: 1literary censorship.
In "Protect Us, Poets® /bBopcrurce nac, noaros/

Okudzhava makes an appeal for greater artistic
freedom in the Soviet Union:

Protect us, po=ts, protect us.

There remains a century, a half-century,

a year, A week, an hour,

Three minutes, two minutes, nothing at all...

Protect us, but only - one and all.

Protect us with our sins, with joy or without...

Somewhere our D'Anthes? strolls young and handsome.

He hasn't been able to forget his past curse,

But his calling bids him to put a bullet in
the barrel.

~2Duelists who killed Pushkin and Lermontov, famous
nineteenth-century Russian writers and poets,




Somewhere our Martynov) weeps, remembering
the blood,

He has killed once and doesn't want to again,

But such is his fate and the die is cast.

And the Twentieth Century so directs him.

| Protect us while you still are able,
| Only don't protect us so that we fall in battle,
I Only don't protect us like huntsmen do
thelr hounds, ‘;
Only don't protect us like czars do huntsmen. !

Protect us, poets from fools® hands,

{ From absurd sentences, from blind girls.,

| We'll give you poems and songs, and not just one.
Only you protect us, protect us,

Bepervrce nac, HOHtTOn, Oepeirric Hac.
Qcraeres Bek, ModscKa, 1'op, Hegeas, vac,
TPU MUHYThl, JLB‘ MULYTH, BOBCE HUAYErO...

Beperunte Hac, HO 1TOJBKO - BCC 38 OLAHOIO.

Bepernvrte Hac ¢ 1 poXaMu, ¢ pasocTbio U 0€3d...
Fae-to oHbHI ¥ lLpcrrpacubid 6poanTt Haw JaHTtec.
OH MUHYRWCC HPOKAATHE HE ycenod 3alHThb,

HO BEJINT CMy lIpUikdlibe 1YyJio B CTBOJ 380MTh.

Fome-10 nuayct vaw MaprthiHoy, iloMMHaeT KPOBb.
| OH yX¢ yOWJl OAHaXAbl, OH HC XOUECT BHOBbD,
{ HO Ccyabfa «l'o TarKad, M CBUHCIL OTIMT.
WU asannaroc croderbhe TAK CMY BEJUT.
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Bepervroe iac HOKYLi MOXHO yOepedb.

ToJdbKO Tak He SCpeiunie, 4rofs KocTbMU HaMm J€UYb.
TOJbKO TaK HC Scpoiunre, Kak O0Op3bXx - ncapy,
TOJBKO Tak e fepelnto, Kak neapch - uapu.
Bepernrce nac, 1os1ToB,0T AYypalKUX pyK,

OT HeJacClbX Npul'oBopoB, OT CJleTIBIX uonpyr.

Byny'l' BaM CTUXM WU e, U ocle He paad.

ToabKO HBH Hac Oepceinrte, OcpeidTe Hac.
Comparing the fate of modern-day poets with those of
Pushkin and Lermontov, Okudzhava stresses that today's
poets must be freed from censorship and oppression. He
urges the immediate initiation of reforms and condemns
the present actions of Soviet leaders who, in the final
analysis, are the ones who must save the Soviet poet
from "the bullet in the barrel.®

In "Song About Poola®™ /Il cciika o Aypaxax/

Okudzhava describes the extremes to which Soviet
leaders are apt to go in order to cover up their own
shortcomings:

This is how things happen in our time,

Por every ebb there is a tide,

For every wiseman there is a fool,

Everything 1s equal, everything is just,

But this principle does not suit fools at all, -

Since they can be seen from any distance,

And everyone shouts at them: "PFools! Fools!"™

And this pains them very much,

S0 that the fool alone would not feel the shame,

80 that everyone would be singled out, everyone -

On each and every wiseman a tag
Was hung one day.
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The tags have been our custom a long time now.
You can get a pound for a penny.

And wiseman are shouted at: "Fools! Fools!"
But the f'ools go unnoticed now.

BoTr Tak yx BedoTCs Ha HallcM BCKy -
Ha Kaxabii 11puInB 1o OTJURY,

Ha Kaxgol'o yMHOI'O 110 AypakKy,

BCEé [IOpPUBHY, BCA ClUpaBClINBO.

Ho npuuumi rtako aypakam He ¢ pyKd, -
¢ JOOHX paccTOAHWUA UX BUIAHO.

U Bce um xpuuar: "Jlypaxu'! [Oypaxu!"

A 3TO UM OYCHb OOWMIHO.

M urto6 He KpacHeTh 3a ceba aAypaky,
YTOO KaxXAblt OblJ BHACJIECH, KaXabd,

Ha Kaxao!'o YMHOL'O 110 SpPJBKY

MNOBEWeHO ObJIO OAHANIBI.

JlaBHO B OOMXOOEC Yy HaAC SAPJBIKK,

no GYyHTy Ha I'POUIMK Ha MCIOHBIN.

M yMmHBM kpuuat: "Jlypaxn! HOypaxu!"
A BOT Aypaxu HC3AaMe bl

Using a satirical style, Okudzhava bases this poenm
on Soviet jargon in which "fools® mean high-ranking, but
inept government officials.t Overtly mocking this ludicrous
state of affairs in Soviet society, Okudzhava points out
that the communist hierarchy may merely redefine
ideological concepts as a method of resolving an

embarrassing or troublesome situation. Having protected

TPeter Henry, Anthology of Soviet ire, Volume 2,
London, Collet®s Publishers, 1974, p. 24 n.16.

[




its own interests and survival, the Soviet leadership

! simply disregards the continued existence of the real

problem.
In the "Black Cat® /Mipunid kor/, Okudzhava
W presents his most definitive appraisal of the relation-

ship that exists between the Soviet man and his communist

leaders:
L Leading from the courtyard there is a well-known
gtaircase
Called the black passage.
On this staircase, as if it were his own
estate,
Lives the black cat.
C
He hides a smile under his whiskers,
Darkness in his shield.
All cats sing and cry,
But this black cat just keeps quiet.
{ He hasn't hunted mice for a long time,

He laughs into his whiskers.
He seizes upon our word of honor
Like upon a piece of sausage.

He doesn't run and he doasn't beg,
L His yellow eye glows,
People bring him food
And themselves say thank you to him.

He doesn't even make a sound,
He only eats and only drinks.

C He sharpens his claws on the stalrcase
Just as if he were clawing at our throats.

That's why, you should know,
The house in which we live is joyless.
We'd like to hang up a lamp,

L But we just can't get the money.




Co aBopa uoabean V3BEeCTHBIA

1OA Has3BAHLCM Yephbd xoad.

B ToM noambeage, KaK B LOMCCTbEC,
NMPOXUBACT YSDHBIKA KOT,

OH B ycH yCMCuWKYy lpaycT,
TEMHOTaA CMYy, Kak Wi,

Bee kot1m nowr u njavyr,
TOJAbBKO YEDHBIA KOT MOJYAT.

OH maBHO MBUWER HEe JOBUT,
yeMexaeres B ycCbl,

JOBUT H4C Ha YyecTiloM cJoBe,
Ha Kycouke KoJjbachl.

OH He Oeraer, He HPOCUT,
XeJThiA nas ero 1opur,
Kaxasii caM emy BHHOCUT
M cnacudo roBOpHUT.

OH M 3BYKa HC NPOPOHUT,
TQJABKO €CT WU TOJbLKO NbeT,
Jlec THMLY KOU'TAMWU TpoOHeT -
KakK 1o ropldy nockpc6er.

Orroro-rto, 3HarhL, HeBeced
AOM, B KOTOPOM Mbl XUBEM. ..
Hano 6 JsaMnouky 11oBeCcUThb, -
OeHer BCE He cofepéM.

The "Black Cat®™ is Okudzhava's most powerful

poem attacking the upper reaches of the Soviet government.

The target here 1s most likely Stalin himself. However,

by using present tense verbs to describe the action,




Okudznava implies the continuation of despotic leader-
ship in today's Soviet hierarchy. As a personification
of Stalin, the "black cat®™ embodies the lurking power
and authority, the all-encompassing grip of communist
leadership on the Soviet citlzen,

The total oppression of this regime is conveyed
in the actions of people who cater to his every
wish and command, with the ‘ronic conclusion:

And themselves say thank you to him...

Kaxiabi caMm My BHHOCUT W CllacnuB0 'OBOPUT.

Finally, Soviet societv is shown in its helpless-
ness to act against Stalin:

We'd like to hang up a lamn,
But we just can't zet the morey.

Hazo 0 JgaMilouky lOBCCUTE, -
Rener Bce HCe colbepem.

In sum, the Soviet man has become so conditioned to

tyrannical Soviet leadership that he resigns himself to

its permanent presence., Both Okudzhava's war and “social"™

cycles are indicative of his genuine concern with the
socio-political problems in the Soviet environment. In
the war poems, Okudzhava revealed some of his prominent

ldeas about the consequences of communist ideology - an

over-reliance on a war ethic; a lack of a feeling of
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responsibllity; and, above all, the inherent deceit and
betrayal tarust upon the Soviet man.

In the "social" poems, Okudzhava's dominant concern
was that Soviet "reality® engenders "barriers® in man's
life - a stifling creative atmosphere, a pernicious
bureaucratic apparatus, and desnotic leadership.

Moreover, these two cycles represent the fulfillment
of Okudzhava's initial poetic mission: to show the Soviet
man that, not only is he isolated, but also that his
isolation results from the overall spiritual emptiness
in the Soviet system.

As a second, more important mission, Okudzhava
sets out to make his fellow citizen aware that this
"reality®” constitutes only one side of his 1life. Soviet
man cannot be so preoccupled with this enduring burden
that he prevents himself from comprehending life's
spiritual being. To Okudzhava, man®'s inner or
spiritual existence transcends the "realities®™ in the
Soviet environment. In order for man to overcome these
external restrictions, he must be shown and become aware
of the viability of his "inner" world and apply its lessons
throughout his 1ife.

In "The Coat™ /Tinaxax/, Okudzhava
philosophlzes about the results of changes when they are

concerned with the external elements only:




I've worn this coat for miny years.
It*s become frayed and old long aro.
So 1l call a tatlor In

And ask him to resew the coat,

1 tell nim Jokingly

- Redo everything completely.
Make me new successes
With your talloring skill.

1 was ‘okineg. But he in all serlousness

Is resewirng the coat,

And al)l the wnile 18 taking everything to heart:
What I!f 1t's not right,..wWwhat a fool,

He has only one concern
In his silent toll:
That 1 100k happy ...

A Muoiy AL oy .
JaBHO LHOTHpes KM 1O HOB Ol
U 8 s3oBy K cee HopTHO'O

U nepeuinres nuiaxars tipomy.

A rosopr oMy umyrs:

-~ [le PERPOWMTC BQC 1ayge .,
CyamT MHC MORBe yaauu
MCKYCCTHO IKPOUKKM WU WIMTHA.

A nowyrwna. A ou

cepbhealtic LIC IO
a cam- | BQH 11ODC XU BE
BAPY!l uT (NFERT YYHddK.
: |
oxnHa aan t Hasgny '
i B ero ycoepibt MOJYAINHBOM: !
YTOOH s BHI'MHACH CHACTIMURBIM, . . l

The poem, "The Coat," constitutes an extended metaphor

in which the coat represents Soviet reality. In the first

stanza, the lyrical "I"™ is shown to have been wearing




an old coat for mary vears ard exoresses his destre o

have 1t resewn. Hc¢ cummons 4 tallor, one of tns tradl-

tiona) symbols for resurrection, who, in the manner c!

the "paper soldier®™ is askea to perform this task.

Okudzhava, in the second stanza, stresses the fact that

the lyrical hero is joking. This feeling is reiterated

at. the beginning of the third stanza, "1 was joking."
Okudzhava may well be asserting the futility of seeking

change or the fact that Aesoplian language must he empioyed

for fear that the trutn bring about one's demise. The

tailor, however, takes the task very seriously, and,

what is more important, expresses his deep involvement, his

concern, his fear that it might not come out correctly,

The tailor 18 called an eccentric, a fool for manifesting

these feelings. The implicatior here {s that one should

not get involved in matters beyond one's control. It

is also important, in this case, that the resewing is to

be done to a garment that in i1ts ared and tattered state

is heyond redemption, a subtle insinuation that the Soviet

system s beyond repair. As far as the lyrical hero is

concerned, he simply wants to "look happy.®™ This seems

to be a tacit acceptance of the fact that external vestices

are all that are left to man and that, from that basis,

emanate such considerations as success, happiness, and




peace. The fallacy of this position is clearly depicted

in the poem, "Falth, Hope, and Love® /Bcpu, Hagewia, Jiwooi

Please close the blue blinds.

Nurse, don't prepare any drugs for me.
Here at my bed my creditors stand,
Silent Faith, Hope and Love.

The son of this unkind age should settle
his accounts,
But only empty purses fall from his hands.
- Don't be sad, don’t grieve, oh, my Faith,
Debtors still remain on earth.

And further ['1]1 say, weakly and tenderly,
Two hands guiltily catching my lips:

- Don't be sad, don't grieve, mother Hope,
You still have sons on earth.

I1'1]1 extend my empty palms to Love,
And 1'11 hear her penitent voice:
- Don't be sad, dAdon't grieve, memory
doesn't forget,
1 gave myself in your name,

No matter what hands might caress you,
No matter how an unearthly flame might
consume you,
Man®s garrulity three times over
Has paid your debt, you're absolved
i in front of me.

Absolved -absolved 1 1lie in dawn's
incoming rays,
My sheet streams to the floor
like a white flag.
Three judges, three wives, three kind sisters
Open limitless credit for me.

Oonyerture, noxanylera, CUHUC WTOPH.
Mencecrpa, BCAKWMX CHAZOOMK MHE HE ['OTOBbD.
BoT crofar y noerean Moed KpeamTops,
Moavasmpse Bepa, Hagexaa, JIo60Bb.
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PacuugiaTnrnesa Ob ¢bliy HOAOOPOI'O BOKa,
Aa lyers KomcudabkKy yhalgaor ¢ hykKu. |
- He rpyevu, ne nedanyies, o, mos Boepa, |
ocrTanres «ume Ha 3CMIC ZOJKHAUKA,
N ewe a1 craxy U 0CCCUNLIIO U HOXHO,
ABC PYKW BUHOBATO ['YyOaMUA JORKA: '
- He ppycrtu, ne ncevadaymes, Mmarcpb Hagoexna, &
| €CTh Cle Ha 3eMie y e0sd CLluBLA.
|
Mporsny a 1 JOoBK JHajonyu i1ycThe,

NMOKasf bl yeupmy 8 onoc
- He rpyerw, ne ncevanyes, laMarb He CTBHOT,
] cedn paszlapuia BO UMA TBOIC,

Ho kakue 6B pyKw TeSs HUM Jacicadau, i
Kak Obl (HaMCHB TOOS He G aa He 3 MHOK,
B TPOCKTPRATHOM pa3Mapie DONTIMBOCTb
JHOLC K s
3a TCOA PECHAGTHIACH, Th YUCT LpeJo MHOM.
Yue reid-ume Teid Joxy s B HAllJiblBaX paccBCTHBIX, ]
GeabnM dual oM eTpyruTes Ha ilod Hpoe THI.
Tpuv cyabw, TpwW XCHB, TPU COCTPH
MUJIOC CDAHBIX
OTKPBHBAIT ACCCPOYHNM KPCAMT AJNA MCHS.
@
I ’:‘ ]
i i
|

Imagining himself as a dying man, Okudzhava envisions

Faith, Hope, and Love appearing btefore him during his

final moments. In this poem, the closing of the “"blue




blinds® plays an important symbolic role by immediately
separating and differentianting the ocutside world

- Soviet "reality", from the inner world, represented
here by Failth, Hope, and Love,

'he dying man s finally able to comprenend the

ilchotomy between those two worlds when ne realizes that
the world of the "system®™ leaves him w'tn “empty purses™
while the inner world is a caring, forgiving one that 1is
able to “open limitless credit for me,” This revelatlon
revives nim andi ne can 2o or living I1n spite of his
burdensome existence in the Soviet sphere because he

has accepted the dominance of nis I1nner world over his
outs'de world,

In the "Midnivht Trolley® ‘MTodsnounui rpoduicisye /
Oxkudzhava reflects tne extremes of apony and despalr that
man®s isolation (rings about and demonstrates a form of
release or dissipation of tnis condition:

When 3t hecomes intolerahle to overcome
my troubles,
When ['m on the brink of despalr,
I cateh a blue trolley on the run,
The l1ast one, a chance one,
Midnipght trolley, speed down the street,
Create a vortex adlong the boiulevards
And patner {n the night all of your victims,
Victims who have suffered a calamitous fall.
Midnight trolley, oven your door for me!
I know, now on a frozen midnipht,

Your passengers - your sajlors -
Come for help.




Many times I've left mv troubles witn them,
I've yrently touched tnem with my shoulders,.,.
Just imavrine how much yoodness there \s
In stlence, tn s!lence,
The midnight trolley swims tnrougrh Moscow,
The roadway swims into dawn,
And pain, like a starling throbbing

in my temples,
Subsides, subsides.

| Koraga Mhce HeBMOUL Hepecudnthb HScay,
Koraa Nonerynact QryasHbe,
i B CUHUKA TPOJJCHABSYyC caxych Ha Xoay
B NOCJCAHMK, B cuydalibid.
Mownoulipld Tpoamcudyc, 1o yJuniam Muu,
BEpUIK 110 OyJibBapaM KPYXCHbO ,
YTOoO6 RecX nogooparb HoOTeplneBilintX B HOUMK
KPYWeHbe, KpYuelbe
[Tonnounblid rpolaicUdye, Mic ABCPpH OTBOpK!
A anaw, Kark B 340KYK0 TOJHOUDb
TBOW HHCCAXMPB - MATPOCH THOW -
NPUXOISAT !Ha [HOMOWb.
A ¢ HUMKM HE pas yxoawa ot ocab,

K HUM HpUKACAaNCH HICYEMM. .« .

Kax Muolr'o, ipeacrabbre ce6e, R06POTH
B MoOoJiVaHbe, B MOJYaAHLO,

[ToaHOUlBM TpodacHiye naupetr 1o MockBo,
B paccBeT MOCTOBAag crexaer,

M OCdib, YUV'O CKBOPYOHKOM Cryuala p BWUCKE,
eTuxaet, ernxaeTt.

The "Midnight Trolley®" 1s a testament to the spiritual

sState that social atomization and human isolation can bring
about. The poem's emotiornal intensity is stressed from
the very beginning as Okudzhava asserts that he can no
'}
i longer cope with his troubles and that he is on -the brink
i of despalr. The ubliquitous color "blue® appears {in the form |
; of a trolley which offers a haven, a form of insulation,
g
|
i
3
!
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to everyone who recognizes nlsS own estrangement, s
\solation. Okudznava pointedly ralis them vy Lime® oy
they are suffering from a commorn malai/. However, tho
aforementioned insulation (5 not compl!ete bhecause toe
passengers stand in silence, rvub snoulders with one anatie,
and in this outward gesture of solidarity demonstrate Lne
only compassion aliowed within a system of s)lence. Thus,
Okudzhava 18 asserting the need to eliminate man's isolation,
both individual and social. Once Soviet man reailzes tLnat
he can survive w!thin the svstem on the strength of h's
inner world, he wll] rnave taken the first step in returntry
to a normal and numan existence. This belief 1s clearly
prescribed in the refrain from the poem, "Not tramps,
not drunkS...":

You simply must believe

Those blue beacons.

And then the hoped-for shore
Will come to you through the fop...

[lpocro HyYyXHO OYCHDL BCPUTDH
OTUM CUHIM MAKUM,

M Tol'da HOXAaHHBIK 6epaor
M3 TyMaHa BHULET K HaM.

Here, Okudzhava is reiterating the notion that

each individual must have a personal, i{nner belief in
order to endure within his society and to be able to
see "through the fog."

Thus, Okudzhava's hope lies in man's inner or




spirttual being and he seems to be advocating tne need
for a personal resolution, a kind of inner peace or
narmony which will enable Soviet man to withstand the

overwhelming outside pressures his communist environment

has placed upon him,




GALICH: A WOu{D OF MORAL INLIGNATION
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I kave not been chosen,
But I am 2 Judpe!

A s He BhOpaH,
Ho a cyaba!

v

And Judge he does?! Irn biting, satirical tones,
S1lich »resents in this noem, "Wwithout a Title" /Bes
HaaBauua/, a npanorama of the Soviet exlstence, a
worl! whose eredo krows only nurder, exterminatior, and
sulcide as shown in the deatis of thcse who dared to

challense the Soviet establishment:

esoWell, a certaln Babel'l was writing there,
And look what happened to him!

Hy, nmcasn rtam kKakoii-To BaGeub,
N He cTado ero - ngeJuos!

The incomprehencsibility of the Sovlet way of 1life,
the waste of human exlstence, and the dire misdirectlion
>f Purpose in this environment lead Gulich to ask the
*historian®:

ooowith all your p'f'(“’:,lt 10-‘41‘.“11!15’.
Tell me somethinz =bout 1t!

OT BeJMKOM CcBOE€M yUueHOCTH
Ynean MHE XOTs Ob TOJMKY!

But the key to explaining what the communists have created

ITsaac Babel' was a Soviet writer who died in a prison
camp in 1941,




remains unknown even to the “*historlan" who uanswers:

seel don't know another country like this.ce.

"A mpyroit Taxkoit crpaHm He 3Haw..."

Galich's inability to define the Sovietl way of 1life
rsives birth to the poem's title, "™Without a Title" and
forms the basis for onc of his central philosophical
suppositions: Soviet "reallty" is a unigue concept
peculiar to that system alone. And Galich shows his
Intention to descr'be und evaluate the Soviet system

by adamantly refusing to accept the attitutdes of others
who resign themsclves by saylng:

eeeThey don't bolher us, vwe won't bother them...

“Hac He tporai, u MM He Tpo..."

In the last stanca, Jalich resolutely sums up his aim
to act us a Judge of this Soviet "reality":

No, that formula for existing

Is desvlicahle to the core!

Are those the ones who have becn chosen
our Jjudres?!

Althoush I was not chosen, I am a Judge!

Her, npeapeHHa no camoil cytw
3ta QPopmyna OuTHS!

Te, KTO BHOPAHH, Te€ U CYAbU?!
A 8 He BHOpaH, HO 4 Cyabs!

The choice 18 either for freedom of conscience or

acceptance of Soviet roality - Galich opts for freedom.




Galich's contempt as expressed In this pocn sevr
25 an excellent example of tae unrestralned aprroach
representative of hls poems. These cutting, dircct
essays are unleashed with an unabated vengeance it the
socio-political milteu in the Soviet Unton. Moruover, of
all the major underground poets, Galich 1ls the most
violent, extreme, anti-government critlc, wagling his own
private war against this Soviet reality. He constantly
chips away at the Commun!ist doctrine with a malice and
persistence that know no limits and with a clear dedi-
cation that holds nothing back. His poems always rake
their point with clarity, directness, and strength,
never masking Galich's prime corncerns or Intent.
His language 1s "strong®™ and highly descriptive. Hence,
when Galich writes about Stalin, for example, he titles
the poem "On Stalin®" ( O CraauHe ) so that the reader locs
not have to guess whether the poem is about Stalin in
actuality or not. And when he describes neo~Stalinists
in "Dance Tune" /llaacopas/, he does not hesitate to
call them "depraved" /ypoaos/.

In sum, with graphic language and a robust style,
Galich's social criticism on the Soviet world attacks
the "system®™ and stages a steadfast crusade agalnst
pre judice, injustice, and bigotry as Galich conceives

them, Always blunt and straightforward, Galich rarely

permits himself any restraint in his relentless assault 1

on the Soviet machine. We begin our discussion of




Gallch's main underground themes with these ideac in

F

mind,
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Oour train is leaving
for Auschuwitz,
Today and evecyday?

Haw noesa yxoaur
B OCBEHUUM
CeroaHss M exXeAHEeBHO!

Of the themes that Galich selects to describe this
soviet reality, perhaps the most pervasive, the one with
the decpest emotional overtones ls cuncerned with the f.
of world Jewry within oppressive, anti-Semitic socletice.
As a Jew himself, Galich would seem to have an inhercnt
motivae for selecting this theme and for attaching so much
importance to it. Gallich explores the Jewlsh question us
it appeared in the past, especlally durlrg World War Two
in Nazi Germany a«ncd German-occupled countries such as
Poland, and then relates thnis problem to present-day
Soviet 1life. Galich's basic theme is an Impassioned
warning that anti-Semitism $1¢ still very much allve
today in the Soviet sphere. Moreover, he stresses that
the indifference of the Soviet population and of the
Soviet state to this condition enhances the danger of

1ts reappearance on s mass scale. These ideas are

presented in the poem, "The Train® /lloeaxa/.




Rage and indirnation

No longer shake us.

We say hcllo to scoundrels,
Ne bow to informers...

We don't rusn into battle or searches,

Everything is just and calm,
But, remerher - the train iz leaving,
Do you hear? The traln is leaving
Today and cvery day,

And only at times are our hearts
Plerced with sadness and ire -

Our train is lecaving for Auschwitz,
Our train is leaving for Auschwitz,
Today and eviery daylees

Hyu raesoM, HM nopuiaHbeM
IHaBHO yX Mbl He OpsallaeM,
3D0opoBaAEMCSs C TIOAJELaMu,
PacKiaHuBaeMcs C NOJULAEM.

He pBeMcs HM B 60, HM B MOUCK,
Bcé€ mnpasennHo, BCE AymEBHO.

Ho noMEM - oTXoZuT noesan!

Te cabumub? OTXOAMUT [OE3L
CeronHs v exXeoHEeBHO.

M TOJNBKO mopol noa cepauem
KoJIbHET TOCKJIMBO M ['HEBHO -
YxoamTt Haw noesn B OCBEHLUMM,
Ham noesz yxoauT B OCBEHUUM
CeroaHs v exeqHEBHO!
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Gallich is depicting Lthe Soviet Unicn us a stat
'

'scoundrels® are accepted und in abhich even polic

“informers™ are part of dally life, te the point, that

people are conditioned with a false feellng thut ecvery-

thing 1s "just and calm.® To Galich, thc totaliturian |
state, Russla or Nazi Germany, presgnts an eusy social
and politlcal milieu for incifference Lo grow aud aprond,
s0 that the hHorrors of an Auschwitz concentratlion cam;
may very well reappear on Soviet soll. In thils direct
manner, Galich fuses the hilstorical past of all Jzws to

T

the present realitlles as he sees thenm the Sovliet
environment.
Ir the poem, “wurninz" ( Ilpemocrepexenue ), Galich

admonishes his fellow Jews as to their Soviet fate:

Oh, Jews, don't cew any fancy clothes...
You won't be sitting in ttce Synod or Senate...

O, He weiire BH, €Bpeu, JUBpEHU,
He cuzerpr BaM HM B CuHoZe, HM B CeHare.

He feels that Jews will be "sitting" in prison again:

This is the truth, the truth, the truth,
It was like thls and I fear that i
It will ve live this tomorrow.

Maybe tomorrow, m:aybe even Sooner...
Oh, don't sew any fancy cliotnes, Jews?!

dto npasia, 3TO npapga, 9TO MNpaBaa,

JdTO OBJIO, WM 6oKCh, 4YTO OyAeT 3aBTpa.
MoxeT, 3apTpa, MOXeT, JAaxe CKopee...
Oit, Tax He meliTe x BH JuMBpeu, espeun!

Here, Galich makes an emotional appeal to the Jew, not
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basine hiz conclusions nn images of Auschwitz or suppor:

them with concrete facts. His alm appears to haive the

Jew relive his own past, to rethink his own memortes, o

then to look around him and think abtout what Galich 15
trying to tell him about the Soviet envirorment., He mivs )
the Jew a lucid warning not to waste any time, indicatir.

that the oncomir,: holocaust may be very near, "Maybve
tomorron, maybe evern SOONET.eees™
While the "Train®" and “darning"® are direct warni-es

about the dangers of 4 muss revival of anti-Semitism,
the poem, "A Story I Heard in a Railway Station Bar®™
/PaccKas, KOTOPH s yCJHWAajg B NPMBOK3&JbHOM mWajMmaHe/
focuses on anti-Semitism as 1t 3s encouraged in teday's
ldeology. The story concerns a Soviet major who has lost
rnis military identiiication papers while on leave urnd wh«
appears at a local Documents Office to obtain a replace-
ment., He is stlll in a rather inebriated state from the
previous evening's celebrating when ne approacheg the
documents clerk:

I tell ner for a Jjoke -

Go ahead and put down

For Point Number Five
That I'm a Jew! ‘

[oBopw s cMmexy e, -
- To, nKaBait, MOJI, B MNYHKTE MNATOM
Hanumm, uto s - eppeit!

Almost immediately, the erstwhile, highly-respected
ma jJor assumes his "Jewishness," suffering ever-increasing

abuse and frustration even before he can try to explain
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hhimself:

Look, 1 4id the whole thing for a Jjoke,
What 3o T wunt with Tel Aviv!

- IIa 3TO %X s 3a paaAu WYyTKU,

Ha xpena Mue Tenb-ABUB!
But he receives no consolation from the lowly clork
who has already determined that the ma jor is Jewlish
and who "can seec right through him even without glassesi™
( 3ro % BUOHO Ge3 OUKOB! ) In the end, the major
is deprived of his Communist Party membership arne! reduced
in rank to private. The results of this eplsode leave him
bewlldered and confused and lead to his final reslgnsticun:

I've only got one way to go,

There isn't any other way.

Say, friends, can you tell me

How to zet to a synagogue?!

MHe Tenepr oAHa popora,

MHe npyroro HeT nNyTwu:

- ne rtyr, 6parum, cuHarora?!

[Nonckaxnrte, Kaxk NPOATH!
The action that initiates tnls poem !s based upon an
ironic situation, a respectable Soviet citizen's down-
fall that starts with the innocence of an apparently
harmless Jjoke. But the iron-clad Soviet system does not
orovide for any leeway - ("deviation™ would be the
communist Jjargon) - and Galich is quick to caution that
matters pertainine to beilng Jewlish are sensitive concerns

within which one treads only with a great deal of personal

darger. Furthermore, Galich'f treatment of the actions

s
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of the documents clerk stresses another one of his
criticisms: even the "little" people serving the Soviet
apparatus, such as a minor documents clerk, wield the awe-
some power extended from a highly-centralized government
structure. In Galich's eyes, this is further proof that
the cancer of the totalitarian machine has permeated all j
social levels and is reflected in daily, minute govern- |
mental actions. The major's plight also personifies the
feeling of helplessness and lack of retribution one finds
in this communist atmosphere. Here, even a man of some
importance, an army officer, becomes entangles in the
massive web of the system because he transgressed into the
pre judiclal realm within Soviet doctrine where being

Jewish 1s tantamount to being against the Soviet way of 1life.

In "Falling Asleep and Waking Up" /3acwnas u npochnasch/

the proffered Galich modus vivandl for the Jew, like the
Auschwitz of "The Train,"™ introduces a horrible experience
suffered in the Jewish past, Babi th'.z Galich reminds
the Jew how calm the situation is today:

«esabove Babl Yar' there'’s laughter and music
so all's in order, sleep my son.

N Haz BaGbuMm SpoM cMex U My3HKa,
Tax yTo, BCe B NnopsakKe, CNOU, CHHOK.

ZBabl Yar'! 18 a ravine near the city of Kilev where
thousands of Jews were massacred by the Germans in World
War Two.
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But the final Gallich message presentc a call to action
for the Jew:
Sleep, but keep a weapon 'n your clenched fist
Like David's little slingshot,

«ssPeople forgive me out of indifference,
But I don't forglve the indifferent!

CnM, HO B KyJaKe 3aXMU Opyxue,
Beanywo JasuzaoBy npauy!

... Jlilonn MHE NPOCTAT OT PABHOAYWMA,
A MM - paBHOAYWHHM - He npouy'

In this poem, Galich employs the "laughter and music®" of

the present atmosphere in the Jew's exlstence to reaffirm
his contention that people are eusily lulled when an

"enemy" seems to have withdrawn or is not completely
visible. The Jew, it would seem, has nothing to fear in

this new, calm situation. However, Galich feels that

the Jew should not waste the lessons of that former disaster.
He expects that his ironic words of reassurance, "So all's

in order, sleep my son," will consciously arouse the Jew

to reevaluate past catastrophes and, at the sawme time, force
him to question his own actions. In this way, Galich is
trying to provoke the Jew to realize that he has always
behaved in a complacent, non-resisting manner and that he has
never tried to influence or change events that have been
thrust upon him. Hence, Galich concludes, the Jew must

share some of the blame for his present, harassed "state

of being"™ since he has not tried to avold that persecution.

Therefore, in order to remedy the past and to prepare for a
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hbetter future, Galich recommends that the Jew must alwayc

be on his guard and, like "David", have a weapon at the
ready to defend himself apainst the philistine-like Soviet
system. His "weapon," Galich implies, 1s the courage

to accept individual responsibility for his actions, something )
lacking in the Jew's past. Once the Jew acknowledges his
own role in his own "fate," then he can actively participate
in its resolution. In sum, activism, founded on an
appreciation of one's individual responsibility, is the
cardinal principle Galich prescribes for the Jew in

"Falling Asleep and Waking Up."™ Finally, Galich pledges

not to forget the indifference the world has shown to the
Jew's problems.

The Jewish cycle of Galich's underground poems are
concerned with a very rcal problem within the Soviet Union.
They show the Jew as a persecuted individual in that soclety
simply because he i1s Jewish, stlll looked upon as an outsider
as indicated, for example, by the special place provided
on official documents for him to put down his "difference."
Yet, Galich, chooses not to explore or propose concrete
reasons for the Jew being so treated. He prefers instead
to describe the historical and present-day Jewish suffering
as a falt accompli and underscore people's indifference as
well as the Jew's own passivity to heighten the emotional

pitch of the poems.

Overriding all of these concerns, however, is the
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constantly nagging auestion that forms the nucleus in

all of Gulich's Jewish poems: historical and individual
responsibility. To Galich, indlividual responsibility is
the basis for the broader concept of historical respon-

sibility. Eaeh person, including Jews themselves, shares

the guilt for the Jew's oppression through his indifference

or silence. "Who is responsible?" is answered by Galich
quite simply: we all are! Mankind's greatest fallure is
his reluctance to acknowledge the role played by his own
individual responsibility. The overwhelming exertion of
governmental sanctions permitting, for instance, anti-
semitism, does not excuse the individual from fulfilling
his moral obligation. If humanity is to survive, it must
recognize that each person has a responsibility to him-
self and to his fellow man. Galich culminates this phil-
osophy with a clear call to action, not to sit idly by,
but to discharge one's responsibilities with vigor and
ourpose. This appeal, first expressed in his Jewish
cycle, echoes throuchtout his other poems and it shows
Galich as the main advocate of activism as a means

toward destroylng the Soviet hydra.

Aside frome his apprehension about the antl-semitic
attitudes in the Soviet Union, Galich most fears the re-
cctabliskment of a Stalin-like regime and the repression
it forbodes. A8 in his Jewish poems, Galich unfolds the

~ict as a means of displaying the evils he imagines 1n
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the present or for the future. The content of these
emphasizes the bluck, dreary repression durlng otalin's
relgn and the "intoxication" of his loyal adherents whoce
spirit and enthusiasm for "the great leuader" hive not, as
yet, been extinguished. With these ideas in mind, Galich
begins his analysis of Stalin. The Galich rationale on
Stalinism as a political and social phenomenon 1s contalrned
in three main poems, "Night Watch"™ /HouHoit mosop/,
"Dance Tune" /Mascosas/, and "On Stalin" /0 Craauue/.
The first important Stalin poem, "Night Watch",

gives vent to Galich's wrath through the use of a styl-
istic ploy, a statue's comlng to life, borrowed from a
classic Russian poem, "The Bronze Horseman" /MenHuit Bcanuuk/
by Alexander Pushkinr. In this poem, Galich sets a holi-
day scene in which hundreds of thousands of Soviet citizens
are taking part in the strects of Moscow:

I open the window, I rasp,

I'm stifled as if it were

100°%entigrade!

I see: a bronze generalissmo

Leading the fool's procession,.

He goes out onto the execution grounds,

"The genius of all times and peoplesi"

He reviews the parade of the depraved!

And the drums beat.

1 OTKpPO® OKHO, # BHCYHYCH,

OpoxXbp NPOH3INUT, OyATO cTo no leabcun!

Buxy: OpPOH3OBHI reHepaJuccumyc

[lyToBCKy BeAeT mnpouyeccun.

OH BBIXOIWUT Ha ME€CTO JoObHoe,

"I'enunit Bcex Bpemen u Hapozos!"

M Kax B cTapoe BpeMs ao6poe

[lpuanmMaeT napan yponos!
M 6boT GapaGaHu!..
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Here, the symbolic return of Stalin and his followers
1 is made more vivid by Galich's bringing into play the
previously-mentioned Pushkin imagery. Also, his own
physical revulsion to the stifling heat reinforces his
moral indignation when he views the scene below him.
This stark imagery and direct, plercing style, leave
g | little to the reader's or listener's imagination: Stallinism
and its devout followers are agaln on the rise. Moreover,
these eight lines in "Night Watch"™ point out Galich's
concern with the cyclic nature of Russian history's more
awesome events in much the same way that the historical
past was employed in the Jewish cycle. The lessons of
history, then, are an lnseparable part of the Galich
theslis.
The next Stalin poem, "Dance Tune" /MNascosas/

is a thirty-eicght line poem whose overly zealous repeated

play on words /urpa cJaos/ belles the seriousness and
emotional intensity the poem evokes about neo-Stalinism.
The "key" word throughout the poem 1s "executioners®™
/TMaxnaun/, those devoted Stalinists who carried

out the master's orders and who are ready in the guilse

of contemporary Neo-Stalinists to follow:

Stalin, our wise, our own, our loved On€...

"® CraavHe MyApOM, DORHOM M JOOUMOM. .."

Tne most important stanza is the penultimate one which

sums up the Neo-Stalinist credo:




We are on guard, - say the executiorners.,
But when will 1t happen? - say the executioncrs
Let it be soon! - say the executioners.
Arise, Father, bring us to our senses,
teach us!

Mb Ha crpaxc, - ['OBOPHT Hajauu.
Ho Kol'Zla Xe? - 1'OBOpSAT liajauu.

[locxopeit On'! - 1'OBOPAT lAJjauun -
BeTaub, OTell, U Bpazymu, noyuum!

Here, Galich clearly shows hils conviction - and fears -
that a new wave of Stalinism is ascending. On the one
hand, Galich establishes a brutal image of the "execut-
ioners" to remind orie of the deeds of Stalin's henchmen.
On the other hand, he uses a mock religious form to
heighten and i1lluminate the obverse spiritual depravity
of Stalinist tendencies. Further tension in the stanza
i1s produced by the "executioners'™ persistent anxiety,
lending to the poem a feellng of impending doom, as they
repeatedly volce their impatience for his return. Galich
pailnts this demoralizing scene as an example of the kind
of danger that lives in the Soviet environment. Although
he offers no open theories as to why Neo-Stalinists should
be reuniting, Galich appears to sugrest: the Soviet

populace, living under perpetual tyranny, may be lured to

experiment or try any method to escape their present plight,

even the known terror of Stalinism. If that be the case,
Galich supplies his own advice in the following poem.
"On Stalin" /0 CraJjuuue/, the final poem,

"...written while completely drunk and representing the

-—:---------------------un-=-=====--===u===ﬁli
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Galich thesis on 3talin by means of a constantly-repeat

entreaty to repudlate those, llke Stalin, who clalm that

they know all the answers:

eeoYOu only have to fear the person
Who says: "1 know how 1t should be!"™
Who says: "Follow me, neople,

I'1)1 teach you how 1t should bei®™...

You only have to fear the person
Who says: "I know how 1t should bet!™
Who says: "All who follow me

Will have Heaven on earth - and will be rewarded."...

And you only have to fear that person

Who says: "I know how it should bel"™

Drive him out! Don't beltieve him!

He lies! He doesn't know - how it should be!

A 6oUTECh CIMHCTBCHHO TOJUbBKO TOI'O,
' ]

Kto craxer: "H suaw, kak Hago!"

Krto exaxcr: "Waure, Jwoam, 3a MHoM,

"

1 Bac Hayuy, Kaxk Haao!

A 6ourech CAUMHCTBCHHO TOJLKO TOIO,

. " . . ’vy

KTO CKaxerT: A 3Haw, Kaxk Hajgo!

4 " ~ N : e . . v

KTo c¢xaxer: "Becem, KTO NOWAET 3a& MHOW,
5 5 o Ef

Palt Ha semiue - Halpanga .

A 6osiThCH=TO HAMO TOJLKO TOIO,

Krto ckaxet: "H aunao, Kax Hago!

l'ounte e1o! He BepbTe eMmy!

OH BpZT! OH H 3 HAaecT - K akx Haxo!
Galich's aim in this poem is to condemn any leader who
appears with ready-made ideolories and to warn people
not to follow him blindly. By simply titling the poem
"On Stalin"™, Galich assures that the reader knows whom

means. As in "Dance Tune,” Galich fitlls the poem with

quasi-religious symbolism to indicate his concern for

people's acceptance of Stalin's i1deas by fervor rather

Lhe |
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than by loglic. To Galizh, the Soviet man should not bhe
an unquestioning follower of those who profess Lo kriow
all the answers 45 Stalin did. He must, at every oppor-
tunity, challenge this type of leadership and, when he
finds it unsuited to his needs, overthrow it. 1In Galich's
opinion, the most important step after the problem has
been defined, is to become personally involved and to
effect a resolution tnrough active participation. As a
reply to Stalinism, activism is the only means, a concept
Galich had already stated as the recourse in "Falling
Asleep and Waking Up" for the Jewish problem. This is the
strongest, direct action suggested by any underground
poet and forms a central tenet in the Galich underground
theme.

Both the Jewish and Stalin cycles are fundamental to
an appreciation of Galich's works since they, taken as
a whole, best represent his stylistic methods, dominant
concerns, and proffered recommendations. They advance
the Galich ethic as one involving a higher degree of
"intellectual® content than might be expected in the
underground poem; individual and historical responsibility,
the conduct and roles of "followers™, minorities, and
leaders in the Soviet experience, and the subsequent
hypothesis that each individual must make a conscious,
active commitment in order to restructure his and his

society's environment.
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As important, the essentia) Galich concents \In
these two cycles establish the necessary foundation for
an ensulng examination and understanding of the remalnder
of Galich's underground repertolre. With this in mind,
let us continue this evaluation, starting with the prison

camp poems.
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From Karaganda to Narym -
All the earth like one abscess!

Or Kapaianap o Hapbim -
MHCH 3OCMIISL, KaK odunil Hapbi!

The theme of prison camps is, surprisingly, directly

addressed as the main theme of the poem itself only in

a few principal works. This may be partly explained by |
the fact that Galich 1s wont to employ thls subject as a
secondary or tertiary sub-theme within a number of his
other poems, mainly through the insertion of the geographical é
locations or regions of the prison camps to underscore |
the primary intent of the poem with a motif-ltike
reminder of the camps' existence.

However, the main prison camp poems do not reflect

the high emotional pltch expected of them and are qualil-

tatively and quantitatively less integral to Galich's i
underground poetry as an aesthetic form than either his
Stalin or Jewish cycles. These prison camp poems also
do not contribute anything essentially new or revolutionary |
to the underground poem movement since they exhibit less f
over-all originality and shallower personal involvement

than the customary Galich measure.

Y A

Nevertheless, these works subtly bring in the
questions of responsibility that had been raised in both
the Stalin and Jewish cycles, though not with the same

intensity or effect. Moreover, in their entirety, the

prison camp poems achieve an "intrinsic value® effect by




extending Galich's violent anti-Soviet criticiasm into

that unique Soviet institution. They, thereby, serve us
a striking reminder of the camps® "presence® and as an
evocation of the mood pecullnr to Loc imprisoned "spirit,"
A typical example of the Gallch prison comp poon

"Everything at the Wrong Time® (1ic 1« wonpoms ). In this
poem, the “author®™ and a fellow inmate of a Siberlan
prison camp are being brought out for their execution by
dullard prison camp guards who regard the upcoming deaths
merely as an inconvenience to their daily routine:

«+«.The guards are drinking tea with sugar,

And a guard walks as \f numbed.

Perhaps he's bored, perhaps he's annoyed,
So he leads us out to be shot for dinner!

A B xapayaxe npor ¢ padmHagoMm vaf,
pryXxad uasrt, Bech coMmaeud,

EMy ¢xkyuno, uvail, m nHecnoapyudHo, uvai,

Hac B ofea pectTw Ha paccrtped!

Here, Galich philosophizes that death and suffering as

v wiy of 1ife among emotionally-drained prison camp
guards 1s simply a mirror in which the whole Soviet
decayed moral fabric is illuminated. The unthinking
guard pulls the rifle's trigger, but the Soviet doctrine
causes the "ideological® death; that is, the guard has
lost any concept of individual responsibility because of
his everyday 1life in an insensitive, immoral atmosphere.
In carrying out his assigned functions, he is unaware
that the Soviet Union's reliance upon prison camps and
guards - for ldeological reasons only - constitutes a

denial of its historical responsibility, too.




90

"Song of the Bluebird" /i CUHCUA ruie/
corLinae. the prison camp theme by emphasizing the wide-
spread disposition and totality of the camps in the form
of an atlas to thelr locations. Within this massive net-
work of penal colonles, prlisoners are sentenced to indivi-
dual camps for a variety of crimes ("dreams®), each
symbolized by different colors:

«esAt that time you received
Fifteen years for the color bluel...

B 3T0 BpeMs 34 cMHMU IBCT
[Tonyvanu ugruaaares Jet!

And then Galich enumerates the places and feelings the

camps gave rise to:

«.Not as soldiers - but as numbers,
We died, we died.

From Karaganda to Narym -

All the earth like one abscess!
Vorkuta, Inta, Magadan!

We?ll think about it in our old age
What colors we died for!

He codanartamMu - noMmcepamm,
[ToMmpadgy Mbl, IHHOMUpAJK.

Ot Kapaiauwap 1o HapbiM -
Beca semas xak oavi Hapbb!

Bopkyrta, WUHta, Mavaxan!

PasoepoeMest X Ha CuJoOHe Jer,

3a Kakoi Mbl noruGaum useT!
In this poem, Galich describes the impersonal, insensitive
attitudes of the Soviet government to the lives of
prisoners throughout the vast penal system. He suggests,

in an ironic tone, that when people have to think about
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what they died for by conjuring up a meaningless color,
then the emptiness - conceptual and moral - 'n the Sovi:t
experience displays its innate depravity.

The same threnody for suffering and death 18 plctured

in "Clouds® /O6aaxa/, narrated by a survivor of the

camps, a minor miracle in itself:

The clouds drifted to Abakan,

Clouds drift very slowly.

The clouds are most likely warm, |

But I was frozen through and through |
for centuries!

O6JdaKka HJabBYT B AdaKan,

He cnemwa nuppByT o0JaKa.

UM Tenyio, HeH0Ch, OO0JAKUM,

A ® npoapol’ HACKRO3b, Ha BekKa!

For twenty years he was fixed to one place, begrudgingly

viewing the clouds and thinking:

The clouds drift on, the clouds,
To that dear place, to Kolyma.
And they don't need a lawyer,
Amnesty to them is - useless.

O6naxa naHBYT, OOJsakKa,

B Muubit kpait nabsByt, B8 KOJbMy,
U He HYXeH UM aaBnokar,
UM aMuue i - HU K YeMy.

He summarizes the prison camp experience by noting that

the memories of those years are not his alone:

And these days, Just like me

Half the country sits in bars!

And our memory drifts to those places,
Where the clouds drift on, the clouds...

N no aTvM AHAM, Kaxk ¥ A,
[loac Tpakp cuaAMT B Kadakax!
M Hawed naMarbio B Te Kpas
O6saka 1JHBYT, o6JjaKa...
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tn presenting his thouwhts aboul pri.on ~amp 1ife, Gallch
contrasts the freedom and warmth of the ciouds with the
tsolation and enliness the captive wis forced Lo endure,
Thnis arpalling account of rhysieal anguish stands out
more vividly when Galich relates tnat *ralf the country®™
was subjected to those inhuman conditions., Today, the
vietim of the camns tries to find solace in drink, but
stil]l cannot escape the cruel memories of thosr years.,
This 1s the fina! impression of prison camp that Galich
leaves with the reader,

Galich unveils the subject of vritson cimps in his
voetry as yet another evil, nan additioral "ahsress® that
contributes to the total comnasition of Soviet ®reality,®
However, these voecms serve to evoke emotions to a greater
extent than they provoke animosity, As suech, they are
atypical of the Galich tecnnique whicsh he used in both the
Jewish and Stalin cveles., In the rriscor camp poems, Galieh
touches only lightly upon the subject of "resronsibiljity"™
in just one poem, "Everything at the Wrong Time.®
Likewise, he does not bring in the rrobYems of "indifference®
or Soviet leadership as salient features of the poems.
Rather, he seems tc bhe content to create an "qura® around the
camps themselves and te let the reader be his own Jjudge,

Most important, unlike his other cycles, Galich's

prison camp poems lack a clear call to action. With this




unexpected omission, Galieh ceems, 1n part, to resten
himself to the fact that he cannot 1scue 1 ®call to arms®
ariinst avery asnect of Soviet “reality,"™ Insteat, he
must be able to show the Soviet pori'ace the wrongs in
communist thinking by pointing out other Soviet ®fucts of
1ife® that the average Soviet man can relate to, too.
Therefore, Galich embarks on a modified course of acttion,
deciding to expand his thematic base, for the most part,
by revealing his concepts ahout the relationship between
the Soviet citizen and his special environment, In
addition, he elects to link most of these poems in various
degrees and forms by the previously-established theme

of responsibility.
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And whose fault? Nobody's fault!
Don®'t believe {ts nobody's fault....

A ubsi bUHa? HuUuLa e
He pepL HMYLEWM BUALHC. ..

A prime example of "responsibility™ applied to
Soviet man and hls environment is contained in “"Immortal
Kuz'min® (Beccemepruuyt Kyswemui )o In this poem, an ordinary
citizen, Kuz'min, plays the role of the informant, spying
on his fellow citizens on behalf of the Soviet Secret
Pollce who reward him:

«eslike a true patriot,
A faithful son of the Fatherland...

KaK YUCTHA narpuor,

BEPHbKA CBH OTCYyCCTBA. ..
While others are dying during the Russian Civil War or
during World War Two in defense of their country, Kuz'min
lives a life of luxury with not a care about the war. But
all the other citizens feel a responsibility, a certain
amount of guilt for the war:

And whose fault? Nobody's fault!

Don't believe 1t's nobody's fault,

When there's war all across the land,
And all the land is in flames!

A ybd BMHa? Huuba BKHHa!

He Bepb HMUBCH BUliE,

Korma no Bcel aeMmue BoMHa,
N Bca 3eMisg B Ol'He!

Yet, Kuz*min is not the one fundamentally at fault here




since he assiduously carries out the "responsibility®

asked of him by the Soviet povernment. In effect, Kuz'min
has been duped. The misdirected coricepts of the Soviet
state, Galich implies, are the real villains since the
communist leaders take more interest 'n spylng on their
own citizens in order to preserve and strengthen thelr
parsonal political hold than 1n accepting or recognizing
the "responsibility™ for events that are unfolding.
However, individual citizens are able to understand their

responsibility and are the ones who carry out, at the

same time, what should be the Soviet state's responsibility:

And still again - my fault,

My fault, my war,

And the death is mine again!

W nyctb onsith - MOA BKUHa,

Mos BMHa, MO BOWHa,

U emeprb onfaTh Mosf!

In sum, Galich affirms that the Soviet hierarchy

13 not mindful of the needs of its people even during
times of turmoil an! lisaster, showing “responsibility®
only toward the fulfillment of its own cause whereas the
individual is capable of - and "must® - have an insight
into his own, genuine responsibility. In this instance,
Galich proposes that the wartime pressures of survival,
duty, and loyalty overcome all other concerns and "create®

individual responsibility among the Soviet citizenry.

In the following poem, Galich shows what happens to




JRP——

"responsibility®” in the Soviet sphere wicen those pressures

are removed.
In an ironic poem,"The Gold-diggers Little Waltz®

( Craparecabexuit  nsanwcor ), Galich accuses the 3oviet
population of being conditioned by Soviet propaganda to
the state of mind "that silence 1s gold®™  urc MosuLiin: 30O
so that today it is relied upon as the only credo in order
to get ahead in the Soviet Union:

.«.Where are the shouters and complainers today?

They have disappeared before they grew old,

But the silent ones are now the bosses...

Just keep quiet - you'll become number one!
Just keep quiet, Jjust keep quiet, Jjust keep quiet...

Fae rencpb KPUKYHB U eYadbHUKK?
OTwyMeJit U CI'MHYJWU CMOJOAY. . .

A MOJIN&JBHUKKW BLHIUJW B HAMLILHWAKK. . .
[IpoMoJium - ponaawb B HepBadn!

[IpOMOJIYM, [IPOMOJIYKM, [TPOMOJIYK!

But, by being silent, Galich warns, a person may become
Just as nefarious as those who are the installed communist
"bosses™:

That's how you get rich eastly,

That's how you become first easily,

That's how you easily become - a hangman!

Just keep quiet, Jjust keep quiet, Just keep qulet!

BoT Kak npocTo nonacTthb B 60I'aun,

BoT Kak 1pocTo nomnacrtb B lCpBauu,

Bor Kakx [pocTO I1oinacTb - B [ajgauun:

[lpoMOJIuM, MPOMOJIYM, MPOMOJIYM!
Once again, Galich presents a lucid insight into his ideas
about responsibility. In this poem, he specifically

equates a person's "silence®™ with the resultant "false"
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success that he maiy ach.leve on the Soviet advianceme |

ladder. What Galicn means 5 that by taking this open
path, a person subordinate:; hlmself to the already-
instituted state of misconceived responsibility adopted
by the Soviet Union and, thereby, makes himself into the
identical "hangman.™

Stylistically, Galich concludes this poem with a
"reverse® call for active participation by the ilronically
reiterated "just keep quiet.®™ While this 1s sol'l evidence
that a definite, purposeful plan of recourse is more oftern
stated than implied in Galich'®s poems, his theor!i~s
of responsibility still serve as the fundamental Gaulich
philosophical principle and link each poem to the other.
In short, these two elements in combination - responsibility
and activism - create the collective "tour de force®™ in
Galich's underground repertoire. He further demonstrates
this phenomenon in the following poem.

In "Ask Questions, Boys®™ /Cupauwnpsairce, majabuuicu!
Galich encourages Soviet youth always to ask questions,
varticularly of their elders:

esedon't spare them, wear tham out...

... He xajeure ux, cHauwmBanTte!
As dally events unravel into critical, historical mile-
stones, youth must know what 18 happening and theilr elders

must not be reluctant to tell them:




«ssAgain the same old story, the ruiin,
Again boys are being shattered inta q1u t,
into battle!

Don't intimidate them, don't push them away,
Ask, boys, ask,
Ask, boys, ask,

Ask, ask!

CHoBa 3aMafgyuniim Oblib, O0Jb,

CHOBa PBYTCSH MaJb4YMKy B lbiJib, B O0U!
Be MX He nyranrte, He OTBaXuMBanT(
CnpawmMpBaiTe, MadbUMKM, clipalrpBadre,
CnpawmMBaiTe, MaJbUuMKM, clpalmsBanTtc,
Cnpawnmpaire, clpauwmpanre!

Responsibility !s also the key in this poem since
it determines the flow of the poctlc actlon: the responst-
bility of ®"fathers"™ toward their "sons" in responding with
the truth about historical and contemporary events for which
the Soviet state provides no answers, (a lack of responsi-
bility on its part). Youth's responsibitlity is characterized
as a primary, basic one: "just ask questions!" At the same
time, this phrase establishes the call to action, melding
the boys' responsibility and recourse into one. Here,
again, responsibllity and activism form the cornerstone of
the Qalich underground poem.

With this poem, Galich finallizes the most significant
tenets in his philosophical outlook on the Soviat
experience, vigorously described and examined from the
very first Jewish poem, "The Train."

At the heart of Galich's underground poetic theses
lies the inherent, ever-present depravity of Soviet ideo-

logy as 1t 18 interpreted and put into practice by Soviet




authorities., No Galich poem avolds Lresi’ » als plvotal
belief, nor can Galich be fully understood without 1t,

In essence, Galich insists, the Soviet evil results from

a misdirected concept cf historlical responstibl "Ly, designed
by succeeding communist hierarchies :«3 a means toward

the perpetuation and preservation of the communist doctrine
rather than for creatior of a genulne responsi:ilitly among
the Soviet populace and state. To Galich, every Soviet
deed reflects this misdirected responsibility: the murd-r:,
and prison camp deaths in "Without a Title;®™ the
persecution of Jews in the Jewish cycle; the Stalin "mania®
in that cycle; and the existence of "informers™ and "slilent
ones™ in "Kuz'min® and “The Prospector®s Little Waltz"
respectively, as singular examples.

Moreover, this unique Soviet "“reality®™ has generated a
totally-conditioned Soviet man - indifferent, passive, non-
committed - who tacitly “accepts™ rather than “acts."®
In order to reverse this malaise - that is, to turn this
distorted "reality™ into a true “reality"™ - Soviet man must
first recognize and accept his own individual responsibility
by acknowledging the absolute evil in the Soviet mentality
and by undoing his Soviet conditioning. Having grasped the
role of his individual responsibility, the Soviet citizen
still has two distinct choices: either he can remain passive
and do nothing about Soviet "reality® or he can take an

active part in changing his communist environment. But,




Galich cautions, individual responsibility can never
support Soviet "reality®, as Kuz'min did, but must
always work to counter 1\t,

To Galich, however, there 1s only one clear choice:
the Soviet man must assume an active role: if you are a
Jew, strike back; if neo-Stalinists appear, drive them
out; even if fathers are silent, sons must ask questions.
In sum, activism will foster the reconditioning of the
Soviet man, instilling in him a new, purposeful appreciation
of his own individual responsibility. And finally,
once this enlightened “awakening"™ takes root among the
Soviet population, 't w!'ll gather greater momentum,
eventually undermining the misdirected historical respon-
sibility of the Soviet state, th: nltimate poal of the
Gallich responsibility-activism thesis.

In "Song About Islands® Tleens upo ocrpopa/

Galich presents a fitting conclusion to this thesis in

B

a dream about the new, "responsible® state his under-

‘ ground poetry has endeavored to inspire:

eselt 18 sald that somewhere there are Islands
! Where untruth does not become the truth!

Where conscience is a necessity and not

! conscripted.
Where truth 1s engrained and not designated!
These are the 1slands I dreamed!
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[OBOPAT, 4TO 1'AC-TO0 CCThH OCTPOBA,

Fac nenpasaa ne 6pBsactT papsa!

Fae covectTbh - HAOGHOCTL, & HC CONLL YU,
Fae npanaa Haxmra, a4 HCO HaszHavea!

BoT waxkume s npuayMmad ocrpona!

This is the real world of Aleksandr Arkad'evich

Galich, Soviet underground poet.
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Having charactertzed the basic feuture: innerent
in the underground soclal lyrics of Okudzhava and Galich,
it now remains for me to address the resultant impact | %
and effect that this lyricism has had on the Soviet world. i
Within the scope of this examination, two important and é
highly relevant areas need 1o be corsidered: the relation- é
skip bhetween the poet and the State, and the influence of |
each on Soviet man. Clearliy, these two elements are |
interrelated and comprise the essence of the entire
underground movement,

The official position of the Soviet state always
has been and continues to be that any individual or
personal artistic expression must be in total accord

with the interests and aims of the State,l

l»0ur Soviet literature is not afraid of being
tendentious because it is tendentious. In the age of this |
class struggle, a non clacs, non tendentious, apolitical
literature does not and cannot exist...® Speech by Andrej
Zhdanov, Minister of Culture, at the First Writers Party |
Congress, 1934,

*The Soviet system cannot tolerate the education of
youth in a spirit of indifference to Soviet politics,
to 1deology...The strength of Soviet literature... *
consists in the fact that it 18 a Jiterature in which J
there are not and cannot be interests other than the
interests of the State. The task of Soviet literature *
18 to help the state to educate youth correctly...”
Statement issued by the Communist Party Central Committee,
August lu. 19“60

j
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As | have nlready pointed out, the staie, in VAarying

degrees and by shifting polictes, tin o' tinpten to
mAaintaln an almost complete control oves '1 1 rms of
socia! and personal expression, Nevertiejiess, Lhe party
nierarchy undoubtedly 41d not foresee tne back iash that
would occur with the ostensible eusing of restrictions
and the encouragement of a truthful depiction of 1ife.
What, in effect, resulted from this situation, was that
the party, for the rfirst time in its existence, was placed
on the defensive. That 13, it found itself reacting to
rather than acting upon socia) trends, attitudinal
positions, and literary and social expression,
Ultimately, as recent events have shown, the state has
ceded 1ts authority by adopting a roliecy of forced exile
for “dissident® Soviet writers and inte lectuals, Thia
action, 1 feel, reflects a degree of impotence and an
inadequacy of the State to handle and deal with all of
the intricate problems and circumstances that the move-
ment has brought abhout., Virtually every significant
spokesman for the mcvement in the last fifteen years now

finds himself in the West.? In arriving at a solution of

280-n of the important movement representatjves now
in the West are: Alexurder Solzhenitsyn, Aleksandr Galieh,
Andrei Sinyavsky, Vladimir Bukovsky.

I
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this nature, the state is clearly .omitting 1t awarcness
of the import, magnitude, and breadth of scope this
movement has demonstrated.

However, this arparent sign of weaknesas orn the part
of the Soviet leadership may be viewed from a dual
perspective. On the one hand, it may be suggested that
the Soviet Union 1s demonstrating 1ts unwillingness to
cope internally with 1ts complex s0c!a) and intellectual
problems;: on the other hand, this action may be viewed
as an expeditious means and a practical solution toward
neutralizing the effectiveness that tne individual might
lend to the movement,

Although Soviet exiles have hecn yranted a remarkable
degree of freedom in thelr outlets among Western media -
Radio Liberty, the Soviet emigre press in Western Europe
and the United States - their subsequent impact on the
Soviet man and Soviet state is clearly diminished. More-
over, it should be noted that each of these individuals
had consistently insisted that he would not leave the
Soviet Union under any clrcumstances. FEach stressed
that, in spite of the danzers, the continuation of theilr
cause, viable only at the grass-roots level, must be
carried out at any expense. Therefore, from the Soviet
leadership point of view, the decision for the expulsion
of these individuals serves two loglical funoctions: in the

first place, it physically removes the individual from the

ol o




Soviet literary scene and second, 1t def ia:* the spirtt

and enthusiasm of the movement®s advocates whio rematn
behind,

Thus we witness a cause and effect rela'jionship
between the poet and the State. Initially, the pattern
Sshows stringent actions or the part of the state,
including incarceration, commitment to insane asylums,
and loss of jobs; however, in a direct correlation to
the increasing popularity or fame of the poet, the state
finds that expulsion becomes the simplest, most expedi-
tious and, ultimatesly, the final solution to the problem.
The poet, in turn, finding himself in an alien environment
with his channels of communication imna'red, {f not severed,
loses most if not all of his effectivenass. The irony
of this situation i3 that tne spokesman for human rights
attains freedom, while the ones for whom he so dlligently
fought, remain behind,

Nevertheless, the lyrical ponem movement has attracted
and absorbed a number of poets and would-be poets, most
of whom adhere to or promote an ideology which reflects
a position somewhere between Okudzhava and Galich,

The most noteworthy representative of this group is
Viadimir Vysotski j, a renowned singer, stage and screen
actor, Vysotskij, in fact, serves as a prime example of a
highly popular activist who stands midway between the

styles of Okudzhava and Galjch. His lyriecs include and
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blena the moral indignatiorn of Galten and tne ~uhtletien
and understatement of Okudzhava,

Vysotski j*s poems range in diversity trom frivolous,
non-sensical ditties to more weighty, rrilascrhically-
oriented compositions. In most respceccts, however,
Vysotski ) may be characterized as the Soviet poet of the
*"here and now®: that i3, he takes the latest Soviet fad,
edict, or happening and immediately writes a pnem about 1it,
He includes humor in liberal doses within his noems and
most often pokes good-natured fun at 3oviet institutions
and practices. His favorite topiec !s the Soviet legal
system which he classifies as a repressive, immoral code.
After Galich, Vysotski) is the one Soviet lyricist who
devotes a great deal of attention tn hoth the prison camp
theme and the problem of anti-Semitism in the Soviet world.

Stylistically, Vysotski ) uses many contemporary
Soviet colloquial expressions and borrnws extensively from
the "Blatnoj®) language, a fact that perhaps helps to
explain his immense popularity among al! social strata
in the Soviet Union. An imazinative writer who effectively
uses both rhythm and rhyme, Vysotskij has been referred to

as the "inimitable imitator®"™ for his reworking and

J*Blatnoj® - a term used to describe a Soviet
subculture with its own vocabulary, traditions, and mores,
Most often, the term i1s used to denote a semi-criminal,
waterfront populace.

by, Maslov, "Tri Vstrechil s Vysotskij," Poslev, No.
1, 1971,
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subsequent repudblication of poems weiiter v or attributed

to nthers, In spite of the poldriecs: f ¢ v of his themes -
Vysotski j was one of the first ly»l~iite '« desceribe the
insane asylums where dissenters are o!'ter incarcerated -

he has, for some inexplicable reason, an' ved the semi-
official grace of the Soviet leadershinpn.

Also worthy of mentjon are two other underground poets
who have followed in the footsteps of Oku znava arnd Galich:
Mikhail Nozhkin and Yuli Kim,

Nozhkin has attalned a derree of ponularity with his
poignant poetic sketches of thne monotonous =xistence of
the ordinary 8oviet citizen. While most of his poems possess
little of the insight and depth of content that Orudzhava
and Galich display, Nozhkin's poems point out the contrast
between the 8oviet Union's technoloplical alvances and
the wretched 1iving and working conditiorns endured by many
of its citizens. Por instance, his description of a
street sweeper, "Auntie Nyusha® evokes the image of the
eternal Soviet man left behind while the nation is totally
immersed in greater technological and scienti©iae achieve-
ments. Nozhkin's lyrics also focus on som: of l!ife's
petty annoyances, both universal and Soviet. In sum,
Nozhkin is the underground poet who retl!ec's the mundane,
everyday cares the Soviet citizen is likely to encounter.

Yull Kim, on the other hand, 1s very close to Galilch

in style. He writes in a satirical, almost bitter manner,




attacking Soviet 1deolory and the ‘neconstster 'as in Soviet
1ife. Half Koraan and half Jewish by birth a-1 a school-
teacher by profession, Kim sets many of his r-~n8 within
the Soviet educational experience. His poem, "Song of

the Soclial Science Teacher"™ describes the fat< of a teacher
whose frustration in tryine to 2xplain Soviet ideoclogical
concepts to his students 4drives him to commit cujcide by
letting a book on that subject fal! trom a sheive onto his
head, Kim's irreverance toward the Soviet sy-tem has made
him one of the most harassed underground poets and he has
already spent several terms in Soviet prisorn tamnrs, a price
that he seems willinz to pay for a continued, open voice

in the underground movement.

Thus the irony as well as complexity of the situation
is that both the State and the lyrical advocates of freecdom
are laying all their demands, hopes, dreams, and aspirations
in one and the same entity, the Soviet philistine,

The totalitarian dictatorship, because of {ts sense of
mission, 1s vitally concerned with the transmission of \its
power and ideological program to the younger generation.,
Indeed, i1t 18 upon the youneg that the hoves of the dictator-
ship are focused, and the regime never tires of asserting
that the future belongs to the youth. Stalin stated

*"The youth is our future, our hope...comrades., The youth

et
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must take our place...it must carry our rannapr to fina!
: v\cLory...s
Moreover, According to the oftfir'y) Soviet interrrotation,
the powerful appeal of the Communist Party 1< derived from

{ the fact that "it i1s linkel with the broad misses by vita)
ties and 1s a genuine party of the peorle, ‘"at its policy
conforms to the people's vital interests,..,"” And the

(. individual who has from childhood heen bhroteht up {in a state
akin to communion with the Party, who, wher eiven the
complete monopoly of communication, canastart, unvem)iting

( pressure, and simultaneous anpeals to the ‘uture through
grandioise projects, finds 1t difficult to resist thercoe
temptations., Moreover, the attai‘nment and preservation

G of any material goods are directly iinked Lo Party
orientation,

Within this morally, ldeologically, and materially

d insulated world, the Sovie! man 1s now belrg addressed by
fellow citizens who noint out the fallacious, the deception,
the terror and injustice of this same system, This

i} information does not stem from Western sources or con-
veniently labeled "Trotskyites,"™ oput from rank-and-fije
Soviet citizens, avowed patriots, defenders of the Soviet

() Union in the Great Patriotic war.

5Stalin, J.V., Problems of Leninism, Moscow, 1940,
Pe “51.

6P e Oct. 9, 1952, Malenkov's renort of the
Centra ommittee of the Communist Party of the Soviet
Union (B).
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The Soviet man, furthermore, knows tnat tne themes A

situations presented in the underground !yrics' movement «re
real, are true and viscerally he can rejate to tnem,
Undoubtedly, in many instances, the sophisties'ed and
challenging existentialist demands of Galich and the
stylistically complex metaphoricnl and symbol'~ presentations
of Okudzhava are not immedintely comprehensiole. But the
seeds of perspective have been sown and the individual is
becoming acquainted with responsibtility (in a non-party
sense) and having the emptirness and 1solation of his mode

of existence constantly ampiifled,

The result can only he disatisfaction; tacit or overt,
it is something that the Party in its continued pursuit of
self-acclalm cannot allow. And the individual cannot openly
seek, =xperiment, attempt te change, to improve the given
situation. The mental sifting process must be performed
in s8ilence, in isolation, andi may, for the first time,
emerge as a detrimenta) feature as far as the Party \s
concerned. Both thought and action are historically
ephemeral moments, but one is a necessary and constant
precursor of the other., This 18 not to survest that the
Soviet man stands on the brink of carrying out a coup or
revolution, but it indicates that he may inadvertently
and subconsciously cease to be the robotized tool of the
State,

Exposure to reality, the presentation of previously




unhieard of libertisg In tne denunciar e ' tne Soyv)et

system produces dialogue, ~ontrover:y ang Jf rotning eleo,
offers the individua) the means for cva'ustion, arvumentsat ion
and ultimately a ecriticism of actualily ana .+ rsona

involvement,

Presently, the effect of Galich's and Okudzhava's
underxround lyrics as well as the connter-vecares of the
State are difficult to asswess. It mlght appesar that the
former's appeals serve as « nersonal evocention of protect
and defiance against the!r oppressed conditior ir the name
off morality and personal freedom while the la'ter's is a
battle for self-prescervation, an attempt to wi'thstand the
recasting of the Soviet system.

When the awescom® authority of the State {s compared
with the weak andi atomized Soviet sncial structure one genses
that the underground movement is destined to tall. Moreover,
the lyricist, after years ot frustration, reflects this
feeling of impotence and futility. Okudzhava, on March 31,
1976, acknowledged that, with the passing of time, his
®"Hevolutionary temperament®™ nhad diminished, and that his
lyrics had become "boring® to him.’

This statement along with the fact that Galich finds
nimself in forced exile in the West suggests that the

system will prevail.

7Personal tape of Okudzhava Concert and interview,
Munich, W. Germany, March 31, 1976.
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it becomes apparent, that {f Joviat society maint.ing
its ambivalence and acguiescence, It if rer:‘ris willing
to endure totalitarian oppression t: sprite of the hero's and
out.spoken stand of the members of the underground, it is
undeserving of anything better, (I Lhis inderd be the care,
then the "heavenly gift® that Galich rercetves in "hteing
heard at a distance of five steps,™ 18 only selt -deceptior,

Hence, Okudzhava®s advocacy of seeking con:olation in
unachievable dreams, in persornal withdrawal, lerds a crediple
delineation to reality and his stated philosophy, para-
doxically, coincides with the ohjectives of the Communist
Party in respect to the entire underground movement:

"how much goodness there is in silencec.o.”
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