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In the present article I examine the generic origins of Alek-
sandr Galich’s! songs and analyze their status in the modern system of
genres. Even a brief comparison between the mainstream bard song
and Galich’s songs reveals differences, leaving little doubt that the lat-
ter form a class of their own.? By mainstream bard song I mean the
genre of the so-called tourist or avforskaia song, associated with such
artists as Iurii Vizbor, Aleksandr Gorodnitskii, Novella Matveeva,
Aleksandr Kukin, Veronika Dolina, Aleksandr Dol'skii, and Sergei
Nikitin. Tulii Kim and Bulat Okudzhava can, albeit with some reserva-
tion, be placed in the same category. The mainstream bard song of the
early 1960s—mid-1970s is generally characterized by lyricism, simplic-
ity of plot line, escapism and/or exoticism, and a mildly didactic or
philosophical tone. These songs resemble gentes of lyrical poetry such
as the elegy, elegiac ode,? meditation, and lament. The Russian bard
song is essentially logocentric. However, music and rhythm also play
an important role.

Despite the influence and importance of his works, Galich
remained a marginal figure among the bards, a lonely peak at the pe-
riphery of the mountain range. Galich’s songs come from a different
source. The verbal in his songs is privileged over the musical. “Oru
IIECHU OECKOHEYHO AAACKU OT IPUATHOH, OE3AYMHOIT, MyPABIKAIOIIICH
HATIEBHOCTH. X mpyoro nems u savacmyro mpyoro cayutame. . . B HEX
[IEHHEe—IIPOCTO  0CODO  BEIPA3UTEABHBIH  CIHOCOO — HCIIOAHEHHA
cruxoB,” writes 1. Grekova (23; emphasis added). This is not entirely
true. Musical rhythm is indeed significant and meaningful for Galich,
otherwise he would have simply recited his poems. Grekova’s argu-
ment, however, has a rational core. To understand the specificity of
these songs, one has to analyze their origins. Galich’s songs are syn-
cretic in nature. They combine features not only of the epic and the
lyric (as with most ballads), but also the novelistic.# They are very
much oriented toward written culture. While not breaking entirely
with their lyrical progenitors, these songs owe their originality more to
novelistic tradition than to that of the lyric.
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Critics have long recognized the hybrid generic nature of
Galich’s songs. Lev Ventsov defines their genre as “song-
dramas” (55). “7Kanposoe pasnoobpasue mecer I'aamdaa orpomuo,”
notes Grekova, “ecTb y HEro IeCHH-CATHUPBL, IIECHU-ITAPOANH, IIECHHU-
CTUAH3ALNM, #ecHu-pomarst, ecHu-Tpareann’” (23; emphasis added).
Efim Etkind goes even further, acclaiming Galich as the second Bal-
zac and his works as another Human Comedy:

Boaee cra mecen-moBecreii l'aamua—oTOo  Harma

“genoBedeckad KomeAmsa . . . . Ilecmsa Beceasri

PasroBOp, HAIIPUMEP,—3TO IIOBECTh OO OCHPOTEBIIIECH

AcBouke . . . . Ilosects? Ilo mrozoobpasuto cobwimuil u

aeusHeNHBIX  KOHGAUKImo6—Oance  pomari.  1lepcoHau

OYEpUYEHBI C YAUBHTEABHOH  OIIPEACACHHOCTBIO,

Kaokovidl u3 Hux Moswen Ostms passuns 00 poMarotl puzypet,

HO BCE M TAK—IKHUBBIC, HECMOTPA Ha IIPEACABHYIO

C/KATOCTD, KAKETCS, ITO OHU OITHCAHBI IIOAPODHO. (74-

75; emphasis added)

Carnivalization

According to Mikhail Bakhtin, “the novelistic genre has three
tfundamental roots: zhe epic, the rhetorical, and the carnivalistic> (Problems
109). This is also the case with Galich’s natrative poems and songs.
The epic features come from the bard-song genre itself (the poema and
the ballad belong to the lyric-epic genres).> The rhetorico-didactic
tone is also very strong in Galich’s songs (direct appeal to the audi-
ence in order to convince it, use of specific devices such as rhetorical
questions, exclamations, tropes, and so forth).

The carnivalistic elements are particularly interesting in
Galich. Grekova notes that humor deeply penetrates into the very
substance of his songs (22). That substance, however, contains more
than just humor. Bakhtin lists the major characteristics of carnival,
characteristics that later “exercised an immense formal, gentre-shaping
influence on literature™: life turned inside out; free and familiar con-
tact among people; carnavalistic misalliances; profanation; mock
crowning and subsequent decrowning of the carnival king; specific
speech of the public square; ambivalence (Problems 123).

Carnivalistic elements constitute the essential part of Galich’s
songs. The action is often located in a public space (which parallels
the carnival square) where people eat and drink: a snack bar, a cheap
restaurant, or a party (“Vechernie progulki,” “Ballada o tom, kak odna
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printsessa raz v dva mesiatsa prikhodila pouzhinat' v restoran
‘Dinamo’,” “Na sopkakh Man'chzhurii,” “Poema o Staline,”
“Novogodniaia fantasmogoriia,” “T'syganskii romans,” etc.). The set-
ting can also be an official party meeting (“Krasnyi treugol'nik,” “O
tom, kak Klim Petrovich vystupal na mitinge v zashchitu mira,” etc.).

The public space of shalman or vertep, the words so frequently
used by Galich, is also the place where revelation occurs. This can be
seen as the carnivalistic juxtaposition/combination of the incompati-
ble elements of the profane and the holy. Shalman, a space reeking of
tobacco smoke and alcohol, populated by whores and drunkards, par-
allels hell:

[NoBcTpedasa acBaOHKa OOra,

Bor IIuA TOpbKyIO B MOHOIIOABKE,

Hy, u mHOrO AB OT HOTa TIPOKa,

B uepmosne u wady monotixu? (“T'syganskii romans” 1-4)
This is exactly the place, however, where one talks of God or has
some kind of spiritual experience, as do barmaid Tamarka and her
customers in “Na sopkakh Man'chzhurii,” or the narrator in Chapter 5
of “Poema o Staline

IToTOAKABIIIICH B OTACAC BIHHOM,

IToaoTiAy K APY3bAM-aAKAIIIAM,

ITpu ygacTiu TIOAOBIHHOM

[ToGeceayem 110 Ayrmam,

AAkamm HaDAIOAQIOT CTPOTO,

YUT00 HH KAITAM HE IIOAHAOCH.

“He Bcrpeuaan,—cmerorca,—borar”

“Eif ke bory, He mpuseaocs”.

ITycre muBHYXA—HE AVYIIHNA CAydIail

TOAKOBATB O AOOPE H 3A€,

Ho BupaAm Mer aTOT “Aydrmii”

B 6easrx Tammouxax Ha croac. (45-57)
“Ballada o tom, kak odna printsessa raz v dva mesiatsa prikhodila
pouzhinat' v restoran ‘Dinamo,” as the title suggests, is set in a restau-
rant. The heroine is a modern Cinderella, who once every two months
(recalling the cyclical nature of carnival) appears at the Dinamo as a
princess (she is given the disdainful title “Princess of Nizhniaia
Maslovka,” which underscores her ambivalent position). She is
“crowned” for a short period of time (Galich characterizes her as “a
comet,” “a king’s daughter,” and “Lady Hamilton”) to be soon
“decrowned,” scorned, and thrown away, back to her usual humble
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social status (she wears a cheap ring; she cannot afford Champagne or
a taxi):

A Bpewms, IIOAAOE, TEUET,

V1 3aA mpoiad, Kak IIaCceKy,

“Illecrepka” e#l IPUHOCUT CYET,

M Bce, u kpoimka npasaauky! (41-44)

A eli—mHe apCcTBO Ha BEKY,

[Tocyasr Aa mobaceHKwH,

A TaM—BAaAHCH IIO XOAOAKY,

“Ilpunrecca” ¢ Hmxue#t Macaosku! (57-60)
“Koroleva materika” provides an even more convincing example of
long-lived carnivalistic acts: public space, misalliances (convicts stay in
one line with their guards, living people along with the dead), the oxy-
moronic and ambivalent nature of “Her Majesty White Louse” (a
louse and a Queen), profanation and carnivalistic blasphemous actions
(ritualistic urination in the fire; “Lousy Way” crossing Milky Way), etc.
The song even features a classic carnival ritual of a triumphantly burn-
ing “hell”:6

Koraa caoskar u3 Tadex 1 Hap KoCTep,

W BoAumii 3a06IB PasA0p,

CraHyT pAAOM BOXPOBIIBI U 33Ka,

W mammcaror B TOT KOcTep.

Crepsa 3a ceOs, IOTOM 32 TeX,

Kro mper Teneps 0owkuit mopc. (31-36)

O, kak oHHI ccaAn O, 3aKPEIB IAa34,

Kaxk ropamria BoAy mper!

A ITOTOM IIPOTIOET HECABIIITHO TPyOa,

W paccTymures pBaHb U TOAb,

W Ee Beanuectso beaas Boms

IToaoTiAeT M1 BOMAET B OTOHB.

W B3merHyTCA B HEOO TEICAYN HCK,

Ho me mpocro, He Kak-HUOYAbB—

Hasegno kpectom Haa Maeunsv [Tyrem

INporanerca Brruserit [yts! (41-50)
“Nochnoi razgovor v vagone-restorane” (Chapter 4 of “Poema o Sta-
line”) displays similarly carnivalistic features: public spaces (a barrack
and a railway station); a unity of incompatible elements and social an-
tipodes (“Bce croum pesms pesem, / M Boxposuer, u sexku!” [60-61]);
substitution of the sacred for the diabolic/profane (Celestial Father
for the Father and the Genius; The Cathedral of Christ the Savior for
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a statue of Stalin); and subsequent decrowning of the Father:

Kym aoxymmaa orypert

W 3ak0oHYIHA € MyKOIO:

“Oxazancsa marr Orert

He ormom, a cykoro...”

IToAmsrit, Oparisl, aTaTyiil

ITaruxwuaa ¢ Tarmamu!

W npukazano craTyi

3a HOYb cHATD HA cTaHimw. (29-36)7
Bakhtin claims that carnivalization lies at the heart of the menippea,
“permeates its external layers and its deepest core” (Problems 133). He
lists some features of the menippea that later entered the novel: the
menippea is fully liberated from the limitations of history and mem-
ory; unrestricted use of the fantastic (to search for and test truth) is
combined with philosophical universalism; oxymoronic blend of the
symbolic and the naturalistic; scandals; use of imbedded narratives and
inserted genres; etc. Almost all of these elements can be found in
Galich’s “Poema o Staline,” which begins as a typical menippea. In
the fantastic settings (the chronotope of the irreal where time and
space lose their boundaries and significance, uniting Wilhelm and Rus-
sia, the end and the beginning), the Earthly Father comes to see the
newborn Son of Man. The action, typical for Galich’s songs, takes
place in the public space of a den where “cran maaseHenm B
koAstbean / V1 npuamoxnsaa Bo cue’:

Vike cBeTano, po3oseao HeOO,

Ho 1y pasaaAnce ryako y Beprera

HamepeHHO TAxKEABIE ITIaTH,

W mareps Boxbs samepaa B Tpesore,

Koraa oTkpsIrace ABepb 1 Ha ITOpoOre

KaBkasckre SBHANCH CAITOTH.

W pasom moTepsBIIIHE 3HAYCHBE

CrOoACTDS, AUXOACTDA M MTHOBECHDS

CoMKHYAHCH B OE3HAYAABHOE KOABIIO,

A OH BOLIIEA H IIOKAOHHUACSH €AC,

W obparua HECHEIIHO K KOABIOEAT

3a0pBI3raHHOE OCIIOO AHIIO.

“3Ha9nT, BOT OH—3TOT CAMBIN

7KaAxkuii TachIHOK 3eMHOT,

UYT0 u KPOBBIO, H OCAHHON

[Torsaraercs co muoM...” (23-40)
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Stalin’s imaginary (or real?) argument with Christ closely resembles the
dialogue between the Grand Inquisitor and Christ in Dostoevsky’s
Brat'ia Karamazovy. In both cases Christ does not reply. However, his
very presence enables the interlocutors to anticipate and disagree with
his unspoken words (“AaaHo, AaAHO, s He TPeKOCAOBAIO,— / Thl
Obia tepssiit, T u Hauunaii” [General'naia repetitsiia 7-8)). Their argu-
ments exemplify what Bakhtin calls “the word with a sideward
glance” (Problems 210). Both the Grand Inquisitor and Stalin proclaim
their own earthly kingdom instead of the heavenly one promised by
Christ (“Ecau x st ympy,—9r1o MoxeT crarbesa,— / Beunsim Oyaer
napcrsue Moe!” assetts Stalin [General'naia repetitsiia 35-36]). Chapter 3
ends with the metaphorical/ideological decrowning of the omnipotent
tyrant. As a human being, Stalin subdues the higher power:

He npukasasHbIA, HE TOAOKEHHBII

34 OKHOM KOAOKOABHBIN 3BOH.

1, yrras Ha koAeHn: “bBouxxe moii!”—

[Ipousnocut GeccBA3ZHO OH,—

“Moaro, Beesbimanii, Teos, TBopiia,

Ha momors BBIIIIAK CKOpedt roHtal

O, Aait MHe, Aalf ’Ke—He KPOBb, BHHO...

3a0e1A, Kak Aaablie... Ho Bce paBHO,

He craBp orrountii,

Komma myrn,

IMpocrtu mue, Otue,

Cnacu... mpocrn...” (53-68)
In the following chapter the material image of Stalin’s power, his
statue, is destroyed. In Chapter 5 the same happens to Stalinist ideol-
ogy and to the general idea of the Leader who is “B otBetTe / oaun 3a
Beex” (25-26), who knows what is to be done, and who liberates peo-
ple from moral responsibility for their actions:

HencroeannMer Aooporm 3Aa,

Ho me mapo, aroan, 6osrbesl

He Ooiirech 30AEL, HE GOUTECH XYABL,

He Goiitech nmekaa u aaa,

A GoHTECh CAMHCTBEHHO TOABKO TOTO,

Kro ckaxer: “f 3maro, kak mapo!”

Kro cxaxer: “Tomy, KTO IOHAET 32 MHO,

Paii ma semae—mnarpana”. (37-44)

I'onnre ero! He Beprre emy!

Om sper! O He 3maeT—rkaxk HaAo! (65-60)
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The work ends with a new allusion to the New Testament in Chapter
6 (“Ave Mariia”). “It brings the work full cycle by going back to the
biblical setting of the first chapter and again undercutting it with Sta-
lin’s Russia,” concludes Gerald Smith (201). This imitates the cyclic
nature of ancient carnival, called to celebrate death and resurrection,
the end of one cycle and the beginning of a new one.

Another carnivalistic element is the figure of the rogue, fool,
or clown, which, as Bakhtin states, “influenced the position of the au-
thor himself in the novel . . . as well as the author’s point of
view” (“Forms” 160). The fool has the right to “not understand” the
reality around him; thus the reader (or the listener) sees the milieu
through the fool’s eyes as estranged and notices what previously es-
caped his or her attention. Such is Klim Petrovich Kolomiitsev, who
does not understand why his workshop cannot have an honorary title,
or rebels against providing economic aid to Third-World countries
(the cycle “Kolomiitsev v polnyi rost”).

Generic montage

If, according to Bakhtin, carnivalization is the ideational core
of the novel, polyglossia then forms its stylistics. Bakhtin lists the ba-
sic compositional-stylistic unities that constitute the novel as a whole:

1. Direct authorial literary-artistic narration . . . ; 2.

stylization of the various forms of oral everyday narra-

tion (“skaz”); 3. stylization of the various forms of se-

militerary (written) everyday narration (the letter, the

diary, etc.); 4. various forms of literary but extra-

artistic authorial speech (moral, philosophical or scien-

tific statements, oratory . . .); 5. the stylistically indi-

vidualized speech of characters. (“Discourse” 263)
Now let us look at one of Galich’s narrative poems, “Kadish.” The
title itself is confusing: £adish belongs to a religious rather than purely
literary genre; it is a Jewish prayer that a son pronounces in memory
of his dead father. However, “Kadish” displays novelistic features. Its
structure is intricate: prose alternates with music and verse, the narra-
tot’s voice often cannot be distinguished from that of the protagonist,
and so on. “Kadish” begins with a dedication to Janusz Korczak,
which also serves as a historical reference (who he is, what he did, and
why he was killed). The dedication, written in prose, is followed by
Korczak’s inner monologue in verse. Then what we assume to be nar-
ratot’s voice adds: “A o Begepam Bce Tak e KaK HU B 4€M HE OBIBAAO



BAKHTIN 27

nrpaer myseika.” The subsequent quotation from the song “St. Louis
Blues” (“M moer moii poxek mpo aepeso, / Ha xotopom s B3AepHY
Bac! Aa-c, aa-c..” [9-10]) contrasts with the prosaic quote from
Korczak’s diary (“SI Hukomy He Keaaro 3Aa, He yMERO, IIPOCTO HE
3HaI0, Kak 910 Acaaerca’’). Then follows a lyrical monologue, the first-
person narration of Korczak’s life story given in a series of flashbacks.
The unidentifiable prose voice (is it Korczak’s or the narrator’s?) in-
troduces the story of the orphan girl Natia, followed by her first-
person song. The same narrative voice tells us about a watchman, Petr
Zalewski, killed in the orphanage yard by Polish fascists. Galich em-
ploys prose to show the past from a bird’s-eye view; when he muses
on or judges the past, he switches to verse. The prose narrative voice
is the voice of a historical document, of a chronicler. The prose pas-
sages establish historical distance between the reader/listener and the
characters, whereas the subsequent lyrical counterparts create a zone
of maximal contact between them,? describing the same past event as
a personal expetience: (“On ybupaa wam Geauniit ABop, / Koraa onu
mnpuian’ [1-2; emphasis added]).” Then once again the dry voice of
the chronicle tells us about the day when the Jewish children from
Korczak’s orphanage are sent to Treblinka. The prose discourse of the
historical document is paralleled by Korczak’s “I”’-voiced account of
the event. Through the relativistic time of the novel we enter an epic,
absolute time. Korczak knows what will happen in thirty years. He
knows that what is happening now will become legend, the absolute
past:

Aanvute nauunaemes npedarve,

AAaABITIe MBI BEIXOAMM HA IIEPPOH.

M Gexunr 3a MHOIO IIEPEBOAYHK,

Pobko npuxacaercs k maeqy:

“Bam paspertreno ocrarscd, Kopuak”,—

Ecau sepumes cxasxe, 2 monyy. (44-49; emphasis added)
The narration “zooms” in and out. It moves in for a closer view of
the depicted events by switching discourses and genres: from the
chronicle to the third-person lyrical description and then to the fairy
tale Korczak relates. From his own time, the narrator (now his voice is
clearly distinguished from Korczak’s) begins a direct dialogue with the
hero: “Ho n3 roaa cemuaecsroro / S Bam kpray: ‘Tlan Kopuak! / He
Bospparmaiirecs!” (5-7). He also passionately argues with those who
are now in power in Poland (once again “the word with a sideward
glance”), opposing the glamorized national past to the shameful
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present:

Aaau 3peanint u xaeda,
Baaau Bucay u Tarpsr,
3emaro, Mope u HebO,
Bce, Mo, marme, a Tak awnr!
AHs OceHHero mpska

C BernM 30BOM KYKYIIIKH
Barmra? Bpere, me ammal
Dro oceup Kocrrorku!

9ro Hebo TysBumal

Oro cocusr [Homenal (17-32)

The piece comes full circle, repeating the beginning in reversed order
(“St. Louis Blues,” followed by the quote from Korczak’s diary and
then by the initial quatrain).

We can quickly single out all the basic compositional—stylistic
unities that, for Bakhtin, comprise the novelistic whole. In Galich’s
songs the dependence on the novelistic tradition is very recognizable.
His discourse is always aware of the presence of the other’s discourse.
Galich’s favorite technique is to cause a clash between stylistically het-
erogeneous strata. For this reason he is obsessed with citation. His
texts are usually prefaced by several epigraphs, in prose or verse,
which fulfill different functions: summarizing or affirming the work’s
major ideas (“Pesnia iskhoda”), or providing the dialogizing back-
ground, as the epigraph from Aleksandr Blok’s “Neznakomka”1? does
in “Ballada o tom, kak odna printsessa....”

The epigraph is always reflected in the work. In “Ballada o
tom, kak odna printsessa...,” the meter of Blok’s poem sets the
rhythm. Meter also defines the stylistic tone of the “princess,” who is
indeed Blok’s negnakomka amidst the swindlers, parasites, and drunk-
ards. The high-style discourse of “Neznakomka” is mirrored in the
narrator’s low-style discourse; Blok’s meter, however, remains intact.
All that remains is an empty form, filled with the sociolect of the
working class:

M Bce OGyxue npoaetapun

Bcee TyHeAAL®r 1 sxyABE

Kax Ha KoMeTy B ITAaHETApHN

Tasaeawn, cyku, Ha uee. (General'naia repetitsiia 13-10)

At times Galich reverses the commonly accepted relationship between
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text and epigraph. Sometimes it is the other text, the epigraph, that
must be explained, and not vice versa. The song “Bez nazvaniia” is
preceded by lines from Anna Akhmatova in which she glorifies Stalin:

... 11 GaaropapuOro HapoAa

On caprmuT roaoc: “Mer mpurAn

Cxazare: tae CraauH, TaM CBOOOAQ,

Mup u Beanune seman!”
The song unfolds as an explanation of how it happened that the great
Russian poet could write something so false and shameful. This oc-
curred, Galich reflects, because she had to save her son:

... I'lo 6eaomy crery BeAn Ha paccTpea

Haa 6eperom Geaoit pexn.

W cerr Ee BcaeA yXOAAIIIIM CMOTPeEA

W sxaan—oatoii camoit crpoku! (13-16)
Sometimes Galich’s text takes issue with the epigraph.!’ For example,
the last line of “Priznanie v liubvi” (“SI arobaro Bac aroan! Byasre
aoBepumBel!”) is a negative image of the epigraph from Julius Fucek’s
“Aroan, 6yapre Oamreapnsl!l” In ‘“Pamiati Pasternaka,” Pasternak’s
stanza reappeats in the text and is immediately dialogized:

“MeAo, MeAO IO BCEH 3eMAE

Bo Bce mpeaeasr.

CBeva ropeaa Ha CTOAE.

Cseva ropeaa”.

Her, nukakas uu cBeya,

T'opeaa aroctpal

Odkn Ha MOpAE ITaAava

Csepkaan Tyckao. (21-28)
The text, therefore, appears at the intersection of different styles,
genres, and traditions and is open to multiple, even opposite interpre-
tations. 'The epigraphs “tune” the reading. For example,
“Vozvrashchenie na Itaku” has two prefacing texts: a prose memoir
of the unidentified person who took part or was told about the de-
scribed events and a quote from Mandel'shtam’s poem. The reader/
listener can choose whether to view Galich’s text as some sort of his-
torical writing (a memoirist approach) or to consider it within the Rus-
sian Silver Age poetic tradition (a “tune” or approach suggested by
Mandel'shtam’s lines). Actually, Galich’s text occupies an intermediate
position. The prose and poetic texts of the epigraphs form the
boundaties within which exists the stylistic/generic blend called
“Vozvrashchenie na Itaku.” Galich includes musical quotations from a
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popular song, to which Mandel'shtam’s next-door neighbors listen
while, unbeknownst to them, his apartment is being searched. Thus
the pop song’s vulgar lightheartedness and exteriority is contrasted to
the horrifying reality inside the room. “Ramona” clashes with
Mandel'shtam’s verse (given as the poet’s inner soliloquy) creating a
stylistic, generic, and contextual multilayeredness:

A ITaABIIBI HCKAAH KPAMOAY, KPAMOAY...

A Tam, 32 CTCHOH, Bce ToHsAAn “‘Pamony’:

“PamoHa, KakO IIPOCTOP BOKPYT, B3TASHH,

Pamomna, B 1reAOM Mupe MbI OAHE.

“... A )KU3HD IIPOMEABKHET

TearpaapHOTO Karropa neHoi...” (13-18)
The song discloses its hierarchically organized structure and network
of vatious discourses. Mandel'shtam’s discourse (“someone else’s dis-
course,” in Bakhtin’s terms) defines the highest stylistic tone. The sty-
listic key of Mandel'shtam’s fictional discourse (“stylization”)!2 is
lower but still higher than that of direct authorial narration. The narra-
tor’s voice comes from the lower stylistic stratum:

M rAfiad KaK ITaABIIEL ITYPYIOT B OOHBKE,

“BoApHO & TebE OBIAO,—OH AyMaA,—BOABHO!

I'roTaii cBOero AKOOMHCTBA OIHUBKH!

I'Aorait cBOero sKOOMHCTBA OUBKM!

He yxcyc ertre, HO yiKe He BUHO .

[leakyrunk-ckBoperr, mpoctroduad Emeas,

3adeM THL BBA3AACA B UyiKOE ITOXMEABE?!

Ha gro 18I umctparua cBou sonorsie?! (General'naia repe-

titsiia 19-27)
Galich’s texts atre initially directed toward someone else’s discourse
and highly dialogized. They were born of the hidden polemic with the
forced official or forbidden samigdat cultural-political discourses as
much as of the dialogue with classical texts. Not only do they exhibit
most features of the novel as a genre but they also shate the same ori-
gins. At the same time, these songs belong to the oral and performa-
tive genres. Situated at the intersection of genres and media, they con-
stitute the unique genre of the oral novel.!?

Notes
1. Aleksandr Galich was the pen-name of Aleksandr Arkadievich Ginzburg (1919-
1977).
2. Galich occupies his own niche among the bards. At the same time, the neighboring
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genre of the mass-song [estradnaia pesnia] exerted almost no influence on him, but
rather served as a source of material for his songs. Sometimes Galich uses popular
tunes and motifs as a kind of sociolect to provide a dialogizing background. See my
commentary on “Vozvrashchenie na Itaku.”

3. For example, Okudzhava’s “Len'ka Korolev” or Vizbor’s “Serega Sanin.”

4. On the development of the ballad, see Vavra.

5. Critics such as Leonid Pliushch consider Galich a writer of the epic, the creator of
the “philosophical epos” (313), “the Homer of our time” (325).

6. Bakhtin writes:

Deeply ambivalent is the image of fire in carnival. It is a fire that
simultaneously destroys and tenews the world. In European carni-
vals there was almost always a special structure (usually a vehicle
adorned with all possible sorts of gaudy carnival trash) called
“hell,” and at the close of carnival this ““hell” was triumphantly
set on fire . . .. (Problems 126)

7. Not unlike carnival elements in Dostoevsky’s novels, this carnavilistic action lacks
joyfulness: it is painful for £um (he concludes in torment that the Father is only a
bastard) and for the convicts (they wail). For a discussion of joyless laughter in the
post-Romantic era, see the introduction to Bakhtin’s Tvorchestvo Fransua Rable.

8. Bakhtin introduces this term in “The Epic and the Novel.” The novel, he believes,
blurs the boundaries between the preset and the absolute past, the boundaries set by
the epic.

9. See “The Epic and the Novel.”

10. “V1 MeAACHHO, IPOYAs MeK IbsHbIMY, / Beeraa 6es cryramkos, oana” (13-14).

11. Bakhtin claims that the novel’s distinguishing feature is that every alien, outside
clement is immediately dialogized upon entering the sphere of the novel. See “From
the Prehistory of Novelistic Discourse” and “Discourse in the Novel.”

12. For the types of prose discourse, see Bakhtin, Problems 181-203.

13. Unlike Bakhtin, Walter Benjamin insists that the novel entirely depends on the
book: “What differentiates the novel from all other forms of prose literature—the
fairy tale, the legend, even the novella—is that iz neither comes from oral tradition nor goes
into i’ (79; emphasis added). Obviously, the case of Galich disproves this assertion.
His works belong simultaneously to storytelling (emphasis on the oral, s£43) and to
the novel. Like Benjamin’s storyteller, Galich’s narrator “has counsel for his read-
ers,” moralizes and gives “practical advice” (Benjamin 79) in the form of a (usually
inverted) maxim or proverb: “SI Aro6Aro Bac aroan! Byasre aoBepunshl!” (“Priznanie
v liubvi”), “He mapo, atoam, Gosrecal” (“Poema o Staline”), or “Ilpomorun—
nomapents B masaun!” (“Staratel'skii val'sok”). Galich also often postulates that the
stories he retells are “real,” overheard somewhere (“Zapoi pod Novyi god”) or re-
lated by someone else (as in “Nochnoi razgovor v vagone-restorane”, “Rasskaz, ko-
toryi ia uslyshal v privokzal'nom shalmane,” or the cycle “Kolomiitsev v polnyi
rost”).
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