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TIMUR SHAOV AND THE DEATH OF THE RUSSIAN BARD SONG

Timur Shaov is called a “bard,” the word that denotes a long and honorable
Russian tradition of poets who performed their songs by the accompaniment of
a guitar. The bard’s songs are also called the “author’s songs.” These two defini-
tions are presently synonymous, but I would like to assign them to two different
categories. | believe that the “bard’s song” as known from the 1960s and 1970s
ceased to exist, yet the author’s song remains active in the field of contemporary
Russian culture. I call the “bard’s song” a genre that emerged after the death of
Stalin and whose inception was connected to the period of liberalization in the
Soviet society and culture. In culture and literature this period is known by the
name of the Thaw. I apply the term the “author’s song” to the works of the artists
who neither chronologically nor thematically relate to the Soviet period. Thus,
the songs of Alexander Vertinskii, a Russian early twentieth-century performer of
his own songs and a precursor of the bards, will fall into the category of “author’s
songs.” The same is true for Timur Shaov, who, while lived and matured as an
artist in the Soviet times, sings of a new Russian reality.

One of the most respected Russian bards, Bulat Okudzhava, said this about
the genre and its representatives: “The epoch created us, the epoch of the events
memorable to all of us and connected to the exposition of Stalin’s cult of personal-
ity, big hopes for the renovation of society, and its reconstruction.” (Okudzhaval,
3-4) It was also Okudzhava who stated that the bard’s song is dead:

I think that the author’s song the way we know it is dead. Because it was not just a song,
but also rather a means of communication, a means of dialog. It was born in narrow and
small Moscow kitchens, and now it has become a mass event, an estrada event. Some of
these are more successful, some of these are less successful, but in general the author’s song
lost its meaning. (Okudzhava2)

Some critics see proof of the vitality of the Russian bard tradition in the number of
CDs sold as well as in the festivals of bard songs that take place in all Russophone
cities of the former Soviet Union, and in a number of countries with a large percent-
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age of Russian emigrants. In Russia alone there are over five hundred such festivals
each year. (Smirnov, 161; Sukharev, 199) The poets-singers who win their town
festival are sent to the regional festival, and finally to the all-Russian festival. The
most famous such forum today is the Grushinsky festival near Samara that gathers
close to half a million people. On the bank of the Volga river the guests of the fes-
tival create a tent city with its own market, post-office, and shops, with ‘streets’ and
‘squares,’ and, of course, with stages where anyone can sing their songs. If anything,
such a proliferation is symptomatic not of the vitality but rather of the banalization
and deterioration of the original genre; the bard’s song that came as an alternative
to the mass song, ironically is dying by turning into a mass event itself.

The songs of the bards that emerged after the period of Stalin’s totalitarianism,
ceased with the political freedoms of contemporary Russia. A parallel from the
sciences illustrates the relationship of these social conditions to the existence of
the genre: the dependency of pressure over the chemical state of elements. The
maximum pressure forces a chemical compound to go to solid state, in which the
molecules are kept in a certain place and cannot move. With the absence of any
pressure, the chemical compound turns into gas, and the molecules move freely.
But if we decrease the pressure without removing it completely, the compound
turns into a liquid in which the molecules move around but not freely. It is to this
liquid state of a chemical compound that we can compare the genre of the bard
songs in the Soviet time.!

The ability to provide escape made the bard song uniquely a Soviet phenomenon.
Gerald Smith defines two main functions of what he calls guitar poetry: the ability
“to speak in natural language about everyday life as people know it to be” and
“provide myths that promise a palatable escape from everyday life.” (231) The
bards were poets, composers, and also performers of their songs, which made their
message intimate and personal, as well as contrary to the ideological message of
the mass songs of the Soviet period. The fact that the bards used the guitar as their
medium is also significant, since the instrument was perceived in the early Soviet
times, in the words of a critic, as “branded by a curse fruit of the petty bourgeois
spirit.” (Annenskii, 12) The small audiences at the bards’ concerts, the homogeneity
of the audience (mostly metropolitan intelligentsia) created a special bond between
the bard and the audience. This bond worked even in the long-distance mode, when
the songs of the bards were distributed and listened to on old tape-recorders in the
privacy of one’s home, and often in a circle of like-minded friends.

In addition to escape, the bards’ songs gave their listeners hope. In many of his
songs Bulat Okudzhava drew a magical circle of friends to protect them all from
the evil of their world: «Bo3smemcs 3a pyku, Apy3bs, 4T0O HE MPOIMACTH MTOOIU-

'T thank Martin Minnelli, Grinnell College Professor of Chemistry, for helping me come up with
this comparison.
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Houke» (“Let’s hold hands, friends, so that we do not perish one by one.” (“The
Brotherhood of Friends” «Coro3 mpy3eii»). (Okudzhava3, 137) The poet is talk-
ing about gathering his friends around a table of food and wine (“Georgian song”
«I'py3unckas mecHs»); about the trolley that picks up and saves people stranded at
night: «mmomo6pars moteprnermmx B Houn kpymeHbe» (“The Last Trolley” «Iloc-
nexHuit Tporuteiioycy). (Okudzhava3, 39) Faith, Hope, and Love (Bepa, Haoeocoa,
Jliobosyw) are the three sisters that help him survive in this world (“Three Sisters”
«Tpu cectpr»); and the bard’s native land, his “Fatherland” is the courtyard of
the Moscow Arbat district (“Song about Arbat” «Ilecenka 06 ApoGare»).

Alexandr Galich was a more open adversary of the system, the fact that brought
him into the ranks of dissidents and eventually led to the poet’s exile. In his songs,
the bard sees himself as a rank and file fighter (‘I was a Soldier” «51 611 pIIOBEIMY );
who is not about to pardon anyone who is guilty of collaboration with the regime
— in one song he sarcastically calls for pity to ailing executioners: «Iloxaneiite,
monw, manadeii!» (“Dance Tune” «IlmsscoBas»). (Galich, 23) Yet Galich does not
lose hope, and one of his most famous songs speaks of the bard’s metaphysical, if
not physical return to a new Russia (“When I return” «Korma s BepHYyCH»).

Vladimir Vysotskii also speaks of his return: «s1, koHeUHO, BEpHYCH BECh B APY3bIX
u meatax» (66) (“The Parting” «IIpomranmey»). While a number of songs of this
bard are angry and end in tragedy for his heroes, his most famous songs contain
the message of hope and an encouragement to take destiny into one’s own hands.
The song where the hero is a hunted wolf ends in a victory of the hero over his
adversaries: «O0noxwmn mers! Oonoxwmmm! Ho octanuch HE ¢ 9em ereps» (92)
(““Wolf Hunting” «Oxota Ha BoIKOB»). In a song-parable about cars that create
a comfortable rut by following each other, the hero breaks out of this pattern, and
urges others to follow his example, but not his road: «BrIOupaiiTecs CBOCH KoIe-
efi!» (231) (“Somebody Else’s Rut” «Uyxkas xomnes»). One of Vysotskii’s songs
is called “It is Not an Evening Yet” («Eme He Beuep»), a phrase that in Russian
came to signify hope and a chance for a good outcome; in the key text of Vysotskii,
his “Song about Russia” («Ilecas o Poccum»), the poet sees himself standing in
front of his great and wondrous land («cToto ... mpea BeMMKOIO 1a CKa30YHOM
cTpaHoo»), and a fairy tale bird Gamaiun brings him hope for the future: «nTuma
I'amaron Hagexay momaer». (361)

The hope that the bards brought to their listeners was counterposed against the pres-
ence of some force that held both the bards and their audience under constant pressure.
This force, the political system, was the final barrier to happiness; it was perceived as
the main if not the only reason for all evils that befell the bards’ circle. No matter how
sad a song would be and how tragic the outcome for its heroes, there always was this
understanding that if the tenets were gone, life would be different.

It is exactly this hope that is missing from the songs of Timur Shaov. Shaov
started writing his songs at the end of 1980s, thus at the time when the system that
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gave birth to the phenomenon of the author’s song was crumbling. Timur Shaov
was brought up on the songs of the bards, and he considers himself their student.
In his “A Shitty Song” («I'oBernas mecHs»), Shaov directly comments on the
bard tradition and the present day situation with the author’s song, lamenting his
bard’s fate in the new Russia («Oi#i Tb1, Moyt Most OapoBckast, / bapaanyras qoms
Mmos!»), where even critical stabs at the leaders of the country pass unnoticed by
them: «Ho mac — gake mackBuiIs Hanuen b Ha L{e3apst, / A eMy — BBIcodaiie
meBath.» (All references to Shaov’s songs are from the CD albums listed in the
bibliography.)

Okudzhava reference can be found in “The Morning Song of the City” («YtpeH-
HsIsI IeCHB Toponay ). While this song is directly associated with the mass songs of
the Stalin’s times, and in this case Vasilii Lebedev-Kumach’s “Moscow in May”
(«MockBa maiickasi»), it indirectly comments on the Moscow of Okudzhava court-
yards. That Moscow is gone, and the author symbolizes the life of the city and
its inhabitants with a factory smokestack: « Topuut ¢abpruunas TpyOa, Kak Harma
obmas cynp0a». In place of the morning sun that paints red the walls of Kremlin in
the famous Soviet song, Shaov’s morning paints the “jewel box with poor Lenin”
(«yTpo KpacuT KymMadoM IIKaTyiaky ¢ oemasiM Wnsumdem»). The irony is intensi-
fied by the mixture of styles; the words from a Soviet mass song are blended with
quotes from Alexander Pushkin, and the present-day colloquial and slang expres-
sions. For example, the road police GAI is directing traffic, including Pushkin’s
high flight of the angels and the underwater movement of sea creatures: «u TOpHBIH
AHTEJIOB TIOJIET, M Ta]] MOPCKHUX TOABOMHEIN X0»; Lenin watching Moscow from
above is depicted like Pushkin’s Genius of Pure Beauty («misauT ¢ kpeMieBCKoOMi
BBICOTHI Haml [ eHuit 9rcToit kpacoThl»), and the visitor to the city calls the place
“madhouse” («Mamouku, nypaom! Kak BEI )kuBete TyT?»).

In Shaov’s “Fairy Tales of Our Epoch” («Cka3ku Hamero BpeMeHn»), a song
that also brings to mind Vysotskii’s “There is No More Lukomor’e” («JlykoMopbst
Oompmie HeT»), Vysotskii’s ironic rendering of the fairy-tale lore caught in the
Soviet reality is complemented by images from the epoch of globalization: the
three sons, all of them fools, from the Russian fairy tale are named Atos, Portos,
and Buratino (Pinocchio). The B-movie Godzilla crushes three little kittens from
Sergei Mikhalkov’s children’s rhyme and the fairy-tale seven little goats. Another
B-movie monster, King Kong, kills the Mermaid («IIpumren Kuar Konr, Pycamou-
ka yourta»). Unlike Vysotskii’s song that expresses nostalgia for the realm of the
Russian folklore, so distant from the poet’s contemporary reality, in Shaov’s song
the fairy-tale elements are merged with literary allusions and important historical
events, which creates an Apocalyptic imagery: Raskolnikov from Dostoevsky’s
novel kills the fairy-tale old woman, the three fairy-tale fools blow up the prin-
cess and her palace with dynamite («ropommuaa TpoTmiay), and the old man from
a Russian fairy tale kills Archduke Ferdinand in Sarajevo. At the end, God enters
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the song, and unlike his proverbial function in the famous Ivan Krylov’s fable
(«BopoHe kak-To bor mocnan Kycodek ceipay), here God becomes an active player
and reacts to the events and characters in a typically postmodern way — he sends
them all to Hell:

Bopomny kak-To Bor nocnan, mocian KOHKPETHO
IIpsiM BMeCTE C CBIPOM, U C JIUCOH, U ¢ GaCHOITHCLEM.

Shaov directly comments on his place in the bard tradition in the song “Con-
versation with the Critic” («Pa3roBop ¢ kputukom»). The hero enters into a dia-
log with an imaginary critic who reproaches him for polluting bard culture with
substandard vocabulary. The word in question here is “orgasm.” Shaov presents
a stylized attack of the critic, where the latter calls the poet to sing of tents and
bonfires, and the enthusiasm of tourists and names the poet a ringworm in the guts
of a suffering culture:

Her, cniets ObI PO MaJaTKU U KOCTEP,

[Ipo To, Kak HaM He cTpallleH TOKAUK XMYpBhIit!
Ho T8I 3acen, Kak BpeJOHOCHBIH COIUTEP

Bo upeBe nccrpagaBuieics: KyibsTypbl!
Kynbrypsr —

MynbTyphl,

Kynb-Kynb-Kynb-Kyib,

Mynb-MyIb-MyITb-MYJIb.

The hero, under the impression of this conversation with the critic, has a reve-
latory dream in which Afanasii Fet, a 19" century Russian poet famous for his
lyrical descriptions of nature, cruelly and in a manner of the present day street
gangs, beats up and mutilates Ivan Barkov, a Russian poet of an earlier period,
well known for his indecent poetry:

OH Jynui ero KacTeToM,
IIpuroBapusai npu 3TOM:

«1 mpumren k Tede ¢ IPUBETOM
Pacckazars, 4T0 conHIlE BCTalo,
YTo BOCIMTAaHHBIM ITO3TaM
Beipaxarscs He mpUCTaoy.

A BapkoB nmpocuit npoIieHbs,
Cxer mosmy npo JIyky.

Bort Takoe BOT 3HaMeHBE

MBHe npucHUIOCH, TypaKy.

Unlike Barkov, who pleads for mercy and admits his mistakes, Shaov’s hero-
poet rebels and writes a song about a couple having an orgasm, albeit ironically
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in the tent, by the bonfire, and with an accompaniment of a guitar song (a bard’s
song, we assume):

Ho s necHto Hanucan Ha3no Bparam,
Kak omHa Bo3r00ICHHAS TTapa

VY xocrpa, B najaTke, noji rutapy,
[Tomyunna rmiaMeHHBIH Oprasm.

The dream episode contains additional irony since Fet is the author of a famous
poem where a sexual act ending in an orgasm is described through such subtle
imagery that the poem has been seen proper enough to be included even in school
readers (“Whisper, timid breathing...” «Illonot, poOKoe JbIXaHbE» ).

While Shaov calls himself a “bard,” his songs are devoid of the hope and ideals
that characterize the songs of his predecessors:

Hac nummnm MHOTOro, HaM pasBesili MILTIO3HH,
KoMMyHHU3M, 1eMOKpaTHsi — OOEPHYIHCH ITyCTIKOM,

W neansl HAlA CTHIPUIIH, TOPH30HTHI HALIM CY3UITH

U XOTAT OTHATH NOCHeAHEee — OY)XEHHHY C Y4ECHOKOM!
(“A Very Unwholesome Song” «O4eHb BpeHas IECHS))

The hero believes that there must be something sacred in this world, and he turns
to the art as the last resort: «JlomxHo ke ObITE 4TO-TO CBsATOE, / [IpexpacHoe u He
kpyToe». But his verbal crystallization of the sacred, his formula for the eternal
goodness is ironic and sounds like a familiar Soviet cliché stating the immortal-
ity of Lenin and Leninism; in Shaov’s version it is: “Hendel lived, Hendel lives,
Hendel will always live!” (“Nostalgia for the classics” «Ilo kmaccuke Tockys»).
The lack of hope is grounded in Shaov’s songs in the author’s view of the world
as a doomed and dying place.

Shaov’s view is Apocalyptic; in his world the malaria-carrying mosquitoes are
flying in the black sky, the pale horse is grazing at the gate, and someone is watching
and warning us through the ozone hole (““What Does Life Teach Us?” «Uemy Hac
xu3Hb yaut?»). This world is full of dark predictions and self-fulfilling prophe-
cies. In “The Night Whistler” («Houno#i cBucTyHn»), contemporary astrologers
scare people with predictions of the star Wormwood and world destruction. The
author uses references to children’s literature and horror films to bring Biblical
allusions to the everyday plane, thus making the end-of-the-world imagery more
realistic and therefore more gruesome: the fairy-tale piglet Piatachok slaughters
his friend baby-bear Winnie Pooh («u Ilsradok 3apexxer Bunnu Ilyxa»); and
Freddy Kruger replaces the “auntie horse” (mems nowads) from the children’s
rhymes; he is asked to rock the baby to sleep: «Ilpuxomu x Ham @pennu Kprorep
HAIly JIeTKY [OKa4aThy.
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Allusions to children’s rhymes and to the primer in literature often suggest pure
and uncorrupted perception. Shaov breaks these quotes by polluting them with
foreign elements and thus creates irony. In the song “We Will Choose Our Own
Path” («MsI motinem cBouM myTem»), Shaov uses the famous Samuil Marshak’s
poem “Story of an Unknown Hero” («Paccka3 o Hen3BecTHOM repoey) to raise a
pressing question about “Russia’s Way™:

Nyt noxapHsie, UIIET MUIALHS,
Mauryt beprseBsiM 1 COKEHUIBIHBIM.
Wimyt, 6enusaru, He MOTYT HAUTH

[IyTh, MO0 KOTOPOMY HaJO UATH.

It is a drunken bum, another child in his present mental state, who answers this
eternal Russian question asked in the manner of a children’s rhyme; he sends
everything and everyone to hell:

U ckazan MmHe 6oMxK
C noyaTbIM My3bIpeM
Oit, na nouuty BeI Bee!. ..

In the song “On the Fate of Intelligentsia” («O cynp0e mHTEIIIUTeHIINNY) the
hero’s neighbor at a drinking party is posing similar Russian questions of “What Is
to Be Done?” and “Who Is to Blame” in their contemporary verbal arrangement:
««Hto penarh, OnuH!» — u: «KTo, O/IMH, BHHOBAT?»»

Shaov’s hero-narrator has answers to both of these questions; he is completely
indifferent to the present state of things, and just observes and drinks his beer:

A 5 ¥ He 370paACTBYIO
W cnaBy He noro.
51 B 3TOM HE y4acTBylo,
S npocTo nuBo MbHO. ..
S npocTo nuBo MbHO. ..
(“Spring Song” «BeceHHss1 eCeHKa)

Similarly, in “The Song of the Gliderfliers” («IlecHs nempramnIaHEPHCTOBY)
the hero is flying a glider over Moscow, Russia, the former Soviet Union, and
the whole word; he just observes and describes — without passing judgment or
drawing and conclusions:

Buxy roneHbKuX BIIOOIEHHBIX, KBEPXY MONKaMU BO PXKH
W HenmoeHHBIX OypEeHOK, MEPHO CPYILHUX Y MEKH,

Buky MbSHBIX TPAaKTOPHCTOB, BIXKY TPE3BYIO KO3Y,
JleMOKpaToB, KOMMYHHCTOB, KOIOIMIAIIUXCS BHU3Y.
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S1 neraro Hax KpeMIIIMHE, HaJl JIECAMHU | TIOJSMH,
Hapx npunnasaeiMy moasMu, Hal CTOJIUYHBIMY ... JSIMU.

In his song “Shao-De Dzin” the hero laments the fact that people lost the “culture
of laziness,” that they do not know how to observe and contemplate anymore («HeT
y Hac KyIbTypa JeHH, / pa3ydmIuch co3epiarby), and in a way gives the answer
to the question of the “Way” — his way is in the lack of action.

Instead of dealing with civilization and its problems, in the song “We Will Go to
Nature” («MpI moenem Ha ipupoay») the narrator proposes to escape; to flee from
the evils of the city to the village, and from the problems and burning questions
to alcohol, an old Russian remedy for the aching soul:

Hawm nano Ha TpaBky,

Hawm nano B necouexk.

IToTporars K035BKY,

IToHtoxarph 1BETOUEK.

ITo manenbkoii skaxHeM — OX! —
[la B pedueHbKY uyxHeM — YX! —
HMuade 3aqaxHem,

MNuaue npotyxHem,

MNuaue — kpaHThI.

The hero sees the border between the world of civilization and nature as a fence
that he and his friends need to overcome in order to escape; they take some cheap
fortified wine (xarop) and have a party by the river: «Kak monmoasie 6ocsiku, / yc-
tpouM mabam y pexkn» (“The Buttermilk Rocknroll” «KedwupHasrii pok-H-pom»).
The Sentimentalist set up where the evil and corrupted city is divided by the river
and juxtaposed to pure and natural countryside, brings to mind Nikolai Karamzin’s
“Poor Liza,” except in this case one cannot but recall another classical Russian
text by Pushkin: “A Feast in the Time of Plague.”

The beauty of simple village life, away from the city with its “crowds, cops, cars,
piles of garbage, stench, racket, stress, whores, and pyramid schemes” («Tomnma,
MEHTBI, MAILIMHBI, MyCOPHBIE TPY/IbL, / BOHB, PIKET, CTpecchl, uttoxu, MMM») takes
the narrator to the village in the song “A Little Village” («/lepeBernka») where he
again draws a pastoral picture of pure and simple life. The pastoral theme enters
the songs directly: in “The Dreamer-Shepherd” («MedrarensHbIi macTyx») Shaov
presents a lyrical yet ironic picture of a drunken village shepherd who imagines
himself to be a bullfighter. The drunker the shepherd becomes, the loftier are his
dreams, and finally he sees a burning Rome under his imperial feet and drinks for
bruderschaft with Attila the Hun and first Russian prince Rurik. The song ends
with the sobering shepherd returning home to his wife and the routine of everyday
life: «MeuTarenpHBIN TACTYX, TPE3BEIOIHIA U cIIa0bIi, / BEAET KOPOB JOMOM H Ty-
MaeT 3a )KUCTh...» In the song “The 20th Century has Passed («XX Bek mpormem»)
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Shaov’s hero again sees himself and his circle of friends in the bucolic landscape
frolicking on a lawn in view of the encroaching catastrophe. Now the hero sees
himself as a shepherd who is playing a tune about the beauty of tomorrow and is
oblivious of the evils of today, as well as of his own fate:

AX, BOXKJENCHHBIN Hall paii!

MecTo, T7Ie MOXKHO JIEXKATh, KOBBIPSS B HOCY.
ThI, macTyIIOK, JOUTpaill —

3aBTpa Te0s 37bIe TN IHOBECHT B JIECY.

Shaov comes to his audience in the mask of his narrator — a simpleton, an ancient
Russian traveling performer or “holy fool” («ckoMOpOX ¥ FOPOAMBEI»), as Critic
Annenskii calls him. (345-6) This narrative mask can also be identified as that of
Petrushka, a Russian Punch from the fair shows called balagan. The balagany were
popular in Russia since 18" century, and it is interesting to note that 18" century
Sentimentalist culture also appears in Shaov’s songs in the recurring motif of a
shepherd, only in Shaov’s case this image of a simple and unspoiled soul is given
an ironic rendering, as if presented in the Petrushka’s balagan.

The 18™ century culture and its icons were popular at the beginning of the last
century, when the elite culture appropriated the images of the 18" century French
court with its loving couples a la shepherd and shepherdess in neatly trimmed
French parks, on the lawns or by the fountains. In the Russia of the 20" century
this 18" century entourage was adopted side by side the Commedia dell’arte char-
acters: Pierrot, Harlequin, and Columbine. It is precisely by his mask of the “sad
Pierrot” (Annenskii, 9) that Vertinskii, the precursor of the bards became known
at the beginning of the 20" century. Vertinskii laughed at the world and himself
through this mask («s ceromus cMerock Haz coboii», 276), and his was a prophetic
laughter though tears («xax 6nemen Bamm [Ibeppo, Kak miageT oH mopoii», 279) at
the dawn of the 20" century. A parallel can be drawn with Shaov, this Petrushka,
a Russian folk Pierrot counterpart, whose chilling laughter and bitter tears of re-
ality close the century and everything that it brought to life, including the Soviet
bard movement.
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Anamonuti Buwesckuiti
TUMYVYP IIIAOB U KOHEL] BAPJOBCKOI IIECHU
Pesmowme

B crarbe paccmarpuBaeTcs TBopuecTBo Tumypa IllaoBa Ha hone Gonee mupoKkoro Bompoca 06
aBTOPCKOI1 IecHe 1 0apJOBCKOI TpaauImu B pycckoi KyapType. Ha ocHOBe ananmsa neced Ilaoga,
a Tarke MX CPAaBHHUTENIFHOTO aHanu3a ¢ mecHsmu OapaoB 60-x—70-x romos (bymara OkymkaBbl,
Anekcannpa ['anmua, Bnagumupa BrIcokoro), aBTop CTaThy MpeiiaracT OTIMYaTh aBTOPCKYIO
MIECHIO OT NMECHH 0apIOBCKOH, BBIAEISIA OApJOBCKYIO TPAIMINIO, KAK HEOTHEMIIEMO CBS3aHHYIO
C COBETCKOH 3TIOXOH, U COOTBETCTBEHHO YKIIAJbIBAs €€ B ONpE/IeTICHHbIC BPEMEHHBIC PAMKHL.

Anatolij Wiszewski
TIMUR SZAOW I KONIEC PIESNI BARDOW

Streszczenie
W artykule twoérczo$¢ Timura Szaowa rozpatrywana jest na tle problematyki piesni autorskiej
i tradycji bardow w rosyjskiej kulturze. Na podstawie analizy utworéw tego autora, a takze ich
poréwnania z piesniami bardéw lat 60.—70. (Butata Okudzawy, Aleksandra Galicza, Wtadimira
Wysockiego) autor proponuje odréznienie piesni autorskiej i bardowskiej, traktujac tradycj¢ bardow
jako nieodlacznie powiazang z epoka radziecka i odpowiednio usytuowana w okreslonych ramach
czasowych.
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