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Abstract

Attempts to satiate Soviet youth’s appetite for Western rock music in the 1950s
and ‘60s on the one hand and the need to stem persistent attempts to obtain
these products of the “decadent West” on the other prompted the creation of
state-sanctioned Russian-language covers. These translations often reflected the
“rewriting and manipulation” process (Lefevere 2017) that rendered suggestive
innuendo and socio-political content of the original English-language texts
impotent — or, at the very least, linguistically banal. The results were reimagined
versions of the English-language original songs that accommodated the Soviet
sociopolitical and cultural vernaculars of the Cold War.
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Introduction: Western Music Crosses the Iron Curtain

The meeting of Allied troops on the Elbe River on 25 April 1945, iconically
depicted below (Fig. 1), signaled not only the beginning of the end of WWII, but
also, as American and Soviet soldiers shook hands, marked a symbolic cultural
exchange of the ephemeral allies. After the war, U.S. troops brought back Russian
hats, military badges, and belt buckles to homes and families; Soviet troops
returned to their homeland with bars of Hershey’s chocolate, nylon stockings, and
recordings of American big band and jazz music in their backpacks. The heady
end-of-war infusion of tokens of positive impressions of the two disparate cultures.
Years later, after the fall of the Berlin Wall and in anticipation of the collapse of
the Soviet Union, political scientist Joseph Nye would call this kind of positive
coercion “soft power.”! But the ensuing Cold War and the Soviet government’s
prohibition of Western ideas and cultural products in the wake of the Marshall
Plan and the last years of Stalin’s reign put an abrupt end to the symbolic cultural
exchanges. However, despite attempts by the USSR to prevent cultural products
from the West from entering the Soviet Union, English-language music found its
way through the Iron Curtain and into the Soviet Union via illegal tape recordings
(marnutnzzaar) and so-called «mMy3bika Ha KOCTAX», or “music on bones.”

“Music on bones,” or “Ribs” / «Pébpa» (Fig. 2), were a testament both to
Soviet technical ingenuity and the determination of some Russians to get access to
recordings of Western music. Russian rock critic and music culture historian Artemy
Troitsky described the process of taking old x-ray films, cutting them into discs,
and then «c MOMOIIBIO CIIEIMANIBHBIX MALIMH — TOBOPSIT, 3aKOHCITUPHUPOBAHHBIC
YMEJIbIIbI IEPEeIbIBAIHN NX U3 CTAphIX MaTe(OHaX — Hape3aJu JJOPOXKKHU, KOTTUPYs

! Joseph S. Nye coined the term “soft power,” or co-optive power to describe “when
one country gets other countries to want what it wants” in contrast to “hard or command
power of ordering others to do what it wants.” See Joesph S. Nye, “Soft Power,” Foreign
Policy Autumn, no. 80 (1990): 166, https://www.jstor.org/stable/1148580.
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Fig. 1. Russian and U.S. Soldiers Meet at the Elbe River 19453

TUTACTHHKY-OPUTHHAI HJIH MarHUTO(MOHHYIO 3amichy.” [...grooves were cut with
the help of special machines (made, they say, from old phonographs by skilled
conspiratorial hands), to copy the original record or tape recording]. Western
music, from big band orchestras to nascent rock, was thus propagated throughout
the Soviet Union during the early years of the Cold War. Though the quality of
these recordings was often quite poor, young Russians eagerly bought them on the
black market to gain access to Western music.

By the early 1960s, the Soviet government, in partnership with the monolithic
State-owned record company, Melodiya, began to allow the recording and sale of
Russian-language covers of Western popular music performed by Russian artists
to offer Soviet citizens linguistically and culturally intelligible alternatives to
the so-called decadent cultural products of the West. These lyrical and cultural
translations, while based on the original English-language versions, created
reimagined products of Soviet realities that, while far from being accurate and
artistic representations of the original works, were acceptable to the authorities
and might still quell the Russian youth’s desire to listen to Western music.

Soviet leader Nikita Khrushchev’s postwar «orremnensy, or “Thaw” (1953-

2 Apremuii Tpounxuii, Back in the USSR (Canxkr-IletepOypr: Amdopa, 2009), 23.

3Creative Commons use: https://commons.wikimedia.org/wiki/File:East Meets
West April 25 1945 when Russian _and American_soldiers finally joined linkup
dividing WWII_German_into_two_regions.jpg#
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Fig. 2. “Music on Bones”: Unofficial Recordings of Western Music on X-Ray Films*

64), which relaxed restrictions on music production, also ushered in new televised
programming. Among the new production were several shows that mimicked
American youth-oriented TV productions that featured live musical performances
and dancing, such as “The Buddy Deane Show” (1957-64), “Hootenanny” (1963-
64), and “American Bandstand” (1952-2002). In the Soviet Union, shows such
as «lomy6oit oronék» (1962-present) «My3bikanbHbIH krock» (1962-93), and
«Kunonanopama» (1962-1995) created sets, formats, and programming that
closely resembled that of their American counterparts. Musical performances
on these programs included Russian-language covers of popular Western
songs performed by newly emerging Russian bands and musical ensembles.
These Soviet-era attempts to appropriate Western pop and rock music idioms
through these translations, or, covers, effectively disrupted the musical genre’s
“inappropriate” content and language and propagated instead narratives that
aligned with contemporary Soviet/Russian ideology and power.

Cultural Hegemony and Capital

Two theoretical frames are relevant in discussing translation as tool of political
soft power in the post-war mid-twentieth century: Antonio Gramsci’s concept
of cultural hegemony and the creation of cultural products as an instrument of
domination’, and Pierre Bourdieu’s notion of capital, specifically symbolic
capital, as a source of power — real or perceived®. Gramsci considers culture as an
instrument of domination that creates consent among those dominated. In the case
of translation, the use of cultural symbols, motifs, references, and/or background
knowledge transfers the power of those cultural objects into the new version of

4 Public domain image.

> Gramsci, Antonio, Selections from the Prison Notebooks of Antonio Gramsci, trans
Quintin Hoare, & Geoffrey Nowell Smith. (New York: International Publishers, 1971).

¢ Bourdieu, Pierre, Distinction. A Social Critique of the Judgement of Taste.
(Cambridge, MA: Harvard University Press, 1984).
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the original text. The result is a new product that becomes a part of a state’s
cultural hegemony and a tool of domination over those who consume the product.

Bourdieu suggests that the term “capital,” including economic, social, and
cultural capital, but especially symbolic capital, underscores the fact that any form
of capital needs to be recognized and perceived as valuable by other members of
a society to function effectively as a source of power. This definition designates
the translations of Western music into Russian covers in a lingua-culturally
intelligible and politically acceptable idiom as symbolic capital, valued by Soviet
listeners as source of access to Western culture and by the state, which can claim
that it not only permits, but facilitates access to these products. In the Soviet
context, both frameworks support an understanding of translation as a modified
form of Nye’s 1990 soft power model, one that, as Roig et al. suggest, has now
long “departed from its initial monosemy to acquire additional layers of nuance
and complexity.”” In this expanded model of soft power, translations provide
examples of ideological interventions that played a crucial part in intercultural
conversations between the U.S. and USSR during the Cold War.

Translation as Soft Power

Translations, or rewritings, as Lefevere® characterizes them, are reimaginings
that reflect the translators’ attempt to adapt and reshape the text to function in
each culture at a particular point in time in a particular way. Translations may be
considered successful to varying degrees because they attempt to express different
values, practices, and lexicon interculturally. “The translator’s power lies not
only in their attempt to express the content — linguistic and indexical -- of the
source text, but also to convey the [allowed] expression of public morals, national
priorities, and cultural politics of the target audience’.” If, as Lefevere contends,
literary translation is not a reductive reproduction of the language of the original
text, but rather a rewriting, a reimagining of the original in the vernacular of
the new language and culture, then an interrogation of the translation should
reveal not only the linguistic and cultural markers and realities of the place of
the translation, but also markers of soft power. For example, as Inaba contends,
products of translation may reflect different values and practices aimed at both
satiating the reader’s or listener’s desire to understand the original and promoting
a morally indexed version of the original that supports the state’s agenda(s). The
examples below offer translations of American songs into Russian made during
the Cold War and reflect how local cultural, political, and social values affect the
translated versions in both form and content.

7 Roig-Sanz, Diana, Lucia Campanella, & Elisabet Carbo-Catalan, “Translation
as a Soft Power Resource: Exploring the Possibilities, Scope, and Challenges of an
Interdisciplinary Approach.” Perspectives 33, no. 1 (2025): 2.

8 André Lefevere, Translation, Rewriting, and the Manipulation of Literary Fame.
(New York: Routledge, 1992a).

®Tomoko Inaba, “Is Translation a Rewriting of an Original Text?” Translation Theory
13, no. 2 (2009): https://translationjournal.net/journal/48rewrite.htm.
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Soviet-Era Covers of American Music

The first official Russian-language cover of a Western popular song appeared
in 1963 with the recording of «Tonbko Te», a reimagining of The Platters’ 1955
highly successful doo-wop song “Only You.” The decision to cover an American
song that was originally performed by an all-Black, predominantly male recording
group in a thythm and blues style that emerged from the urban setting of post-war
African American communities on the East Coast was a bold one. Performed by
Polish Russian chanteuse, Edita Piekha, the recording appropriated the cultural
import of the doo-wop sound of the original performance and, other than the
misspelled last name of lyricist Samuel “Buck” Ram (spelling it “Ramand”)
on the record label (Fig. 3), the Melodiya release made no other mention of the
song’s U.S. provenance. The song’s lyrics and performance in the U.S. and most
of the rest of the world were inextricably tied to the African American experience
and their fundamental participation in the early days of rock-and-roll music but
was simply erased from the Soviet translation of the song.

AHCAMETTL
iighi
11'1& o
EHHTH "IbE‘In

The Russian lyrics, while attempting to maintain the versification of the
English original — do not quite convey the emotion of the R&B original. Absent
from the Russian version are evocative phrases, such as “thrill me,” “hold my
hand,” and “magic that you do,” which are instead replaced with much more subtle
lexical items, such as «HexHBIN» / “gentle” and «pomuoit» / “dear.” The Russian
version also includes the ideologically charged phrase «HaBcTpeuy coMHITY psaomM
MBI oIt iéM BMecTe» / “we will walk together toward the sun,” invoking the image
and substance of the «cetnoe Oymymee» / “bright future” of Soviet propaganda
from the Russian Revolution through the end of the Cold War. The parallel texts
below and in the remainder of this piece represent the lyrics of the U.S. original

10 Image from YouTube site My VINYL: https://www.youtube.com/@
myvinylcollection3256
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recording of the song in the first column, with the Russian translation/cover in the
middle, and a literal translation of the Russian version in the third column.

“Only You”
The Platters
Only you

Can make this world seem right
Only you
Can make the darkness bright

Only you and you alone
Can thrill me like you do
And fill my heart

with love for only you

Only you can make,

oh, this change in me

For it's true, you are my destiny

When you hold my hand,

I understand the magic that
you do

You're my dream come true,

my one and only you

Buck Ram & Ande Rand

«ToabKo Th»
Onura IIbexa

Tonbko ThI!
B moit nom Becny npunéc!
Tonbko ThI!
OTKpBUI MHE CcYacTbe Ipé3!

JIumis T000H, TI0OUMBII MOIA,
TlonHbI MOM MEYTHI
U B Ka)X]I0M HEXKHOM B3IVISIJIE

Tonbko ThI!

Tonbko T

Teneps B ayiie Moei

TosbKo ThI ¥ HET TeOs1 poHeH

U ¢ To6olt HaBCTpedy COITHITY

PsimoM MBI I0#AEM BABOEM

Tonbko BMecTe

Hame cuacrbe Mbl Hal1EM

. Camoiinosa

The Emergence of the Soviet Musical Group
As the 1960s progressed and the Soviet appetite for Western music increased,
a new development appeared in the Soviet musical entertainment scene: the
«BOKAJbHO-WHCTPYMEHTANBHBIN aHcamOmp» / ‘“vocal-instrumental ensemble,”
or «BUA» / “VIA.” These musical collectives were the most concerted attempt
by the Soviet authorities to create an imaginary of Western musical culture —
Russian versions of The Beatles, The Rolling Stones, Led Zeppelin, and The
Who — complete with electric guitars, organs, and drums, but in state-approved
translations in line with the ideological and cultural conventions of the time.
Troitsky’s description of the VIA phenomenon is palpably grim:
B BUA 0OBYHO HACYUTHIBAIOCH TOPSIKA JECSATH YENOBEK (PUTM-
CeKILUs, Tapa TUTap, OpraH, Iapa MEIHBIX 1 HECKOJIBKO COJIMCTOB, HHOTIA
¢ TaMOypHHaMH), ¥ pETIepTyap COCTOSIT U3 OONPHIX HHCTPYMEHTAIBHBIX
IIbEC, BSUIBIX PYCCKOS3BIYHBIX BEPCHH AHIIMHCKMX XUTOB W MAcCCHI

“Only You”
Edita Piekha
Only you!

You brought Spring into
my home

Only you!

You showed me the joy of
dreams!

Only with you, my dear,
Are my dreams filled
And in every gentle glance

Only you!

Only you
Are now in my soul

Only you — and no one is
dearer

And together with you, side
by side,

We will walk toward the
sun

Only together
Will we find our happiness

T. Garza
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OOBIYHBIX ~PYTHHHBIX TION-TIECEHOK B YMEPEHHO 3JICKTPOHHOH
«00paboTKe». YXKACHO CKydyHO, HO 3TO OBUI 3Talm B KyJIBTYpHOH
peBomorumu |[...]".
AVIAband usually had around ten musicians in its lineup (rhythm section,
two guitars, organ, a couple of horns and several singers, sometimes with
tambourines) and a repertoire that included cheerful instrumental songs,
flaccid Russian-language covers of English and American hits and a
bunch of the usual Russian pop tunes with a soft electric sound. Terribly
boring, but it was a stage in our cultural revolution [...].
Andrei Makarevich, founder, guitarist, and lead singer of one of the first bona
fide Soviet rock bands, Mammaa Bpemenn / Time Machine, called VIAs the “most
monstrous Soviet-era phenomenon on stage,” and goes on to characterization of
this Russian response to Western rock groups, capturing their qualities both in
appearance as well as in ideology:
Mys3bIKaHTHL, TabaBmue Ha peretunusax xummu Xenapukca u Jlen
3ernmenyH, Ha/IeBall MO0 KOMaH/E OJMHAKOBBIC NMU/KAKHA C BBIIINTON
Ha JIallKaHe JIMPOH, BCTABAJIM Ha CIICHE M0 CTOWKE «CMHUPHO» M CIIeTKa
KaCTPHPOBAaHHBIMH  TOJOCAaMH  (TakoW CHENHaJbHBIM  BOKAJIBHO-
MHCTPYMEHTAJIBbHBIN TOJIOC — TTOIYMY/KCKOH - TIOJTY’KEHCKHI) BBIBOIMITI
MIECEHKN TIPO TO, KaK Becesded, pedsdra, BHINAIO HAM CTPOWUTH IMYTh
KEJIE3HBIH. [...], IPO TO, KaK HE HA/I0 NEYATUTHCS — BCS KU3HB BIIEPE/IH,
Y HHOTJIA [IPO HECYACTHYIO TI00O0Bb. 2
Musicians, who would jam to Jimmy Hendrix and Led Zeppelin during
rehearsals, would, on command, put on identical jackets embroidered
with a lyre on the lapel; they would stand at rigid attention on stage
and, in slightly emasculated voices—that peculiar, specialized vocal-
instrumental timbre, neither quite male nor quite female—trill out little
songs about how cheerful it was for them, the guys, to be building a
railroad [...], about how there was no need to be sad, because all of life
lay ahead, and, occasionally, about unrequited love.

The onset of the British Invasion in the U.S. with The Beatles’ appearance
on “The Ed Sullivan Show” in February 1964 and initiated the dominance of the
Fab Four’s music on the global stage, extending to the USSR. Though numerous
Russian bands and VIAs performed their own interpretation of The Beatles’ music
in the late 1960s', the first official translated rendition of a Beatles” song in the
Soviet Union appeared at the end of the decade, but not in the performance of a
band or ensemble. In 1969, Russian Jewish stage singer Emil Gorovets (See Fig.
4) became the first Soviet performer to record official translations of songs by The
Beatles in the USSR. One of the most successful of these recordings was Gorovets’
rendition of Mark Podberézsky’s translation of ““A Hard Day’s Night,” one of The

" Tpounkwuii, Apremuii. Back in the USSR. Cankr-IletepOypr: Amdopa, 2009.

12 Aunpeit Maxkapesud, BoLio, ecmo, 6yoem... Dxemo, 2015), 306.

B Leslie Woodhead, How the Beatles Rocked the Kremlin: The Untold Story of a Noisy
Revolution (Bloomsbury, 2013).
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Beatles’ first popular songs from their second
studio album, Meet The Beatles (1964). With
lyrics filled with Liverpudlian working class
masculine bravado about returning home
after a long day at work to a loving partner,
the song became the eponymous title track
of the group’s first feature-length film. To
quell the Russian demand for British and
American rock-and-roll music, especially of
The Beatles, Soviet television allowed the
performance of “A Hard Day’s Night” in its
more ideologically acceptable translation for
Russian listeners and viewers in 1969.

Fig. 4. Emil Gorovets {Ag33rd dppys Night”
The Beatles

It's been a hard day's night

And I've been working like
a dog

It's been a hard day's night
I should be sleeping like a log

But when I get home to you

I find the things that you do

Will make me feel all right

You know I work all day

To get you money to buy you
things

And it's worth it just to hear
you say

You're gonna give me
everything

So why on earth should I

moan?

'Cause when I get you alone

You know I'll feel okay

«TKENBIH TeHb»
Omuas [oposen

CeroziHst Tpy/AHBIH IEHb

IIpunuiocs padorars
JIOTI03/1HA

Kakoit Tsokénblit neHb!
Ckasarsb 110 1paB/ie 51 ycTall.

Ho s BepHyiicst nomoii

S cHoBa BMecTe ¢ TO0OI

W >xu3Hb CTAaHOBUTCS JPYroid!

Koneuno tsoxeno

Kora Her eHer Ha cBeTe
JKUTh

Ho tonbko Bcé paBHO

3a IEHBIM CYACThs HETb3S
KYITUTb.

A MHe Bc€ BpeMms Be3ET
Tloxa MeHst KpyTIblii ro

TTocne paboThl cyacTbe UAET

“A Tough Day”
Emil Goro
Today’s a hard day
I had to work late
What a tough day!
To tell the truth, I'm tire

But I’ve returned home

I’m together with you ag

And life becomes differe

Of course it’s difficult
When there’s not money
live on

But it makes no differen
anyway

You can’t buy happiness
with money

But I’'m always lucky

For now, all year long,

Happiness comes my we
after work

4 Public domain image: https://ru.wikipedia.org/wiki/Toposew, Dmuib_SkoBieBuy#/

media/®Paitnm:Emil_Gorovets.jpg
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When I'm home 51 ¢ Toboit I’m with you
. . . But the wide world is
Everything seems to be right Ho npexpacen Geblii cBeT beautiful
When I'm home 51 ¢ Toboit I’m with you
. . . A ith
Feeling you holding me tight U uu 3a60T HE TpeBOT nd petfhier cares not
worries
Tight, yeah Jlaxxe B IOMUHE HET Are anywhere to be found
McCartney & Lennon. M. Ionb6epé3ckuii T.J. Garza

The Soviet translation/reimaging of The Beatles’ song eschews the suggested
physicality and playful sexual innuendo of the Lennon and McCartney original in
favor of a portrait of the “beautiful wide world” / «mipekpacen Oenblit cBeT» and
the stability of married life. Suggestive phrases, such as “the things that you do,”
“give me everything,” “make me feel all right,” that tap into the imagination of
the English-speaking listener, are eliminated. Instead, the Russian lyrics focus on
the moral values of being a hard-working Russian and the reward of coming home
to a refuge of happiness «6e3 3a00T u TpeBor» / “without care or worries.” This
rewriting of the original text and meaning conform with the strict code of moral
conduct of the Komsomol, the All-Union Leninist Young Communist League in
the 1950s and ‘60s, which “consistently disparaged all that was erotic in human
beings.!>” It is difficult to imagine the early songs of the Beatles without double
entendre and suggestive lyrics; who really think that “Baby You Can Drive My
Car” is actually about an automobile, that “I Wanna Hold Your Hand” is the
sole intention of the singer of these words, or that “Norwegian Wood” refers
to Scandinavian Lumber? But for Soviet youth eager to consume the musical
products of the West, these lyrical and cultural translations were at least some
consolation.

The second example, Neil Sedaka’s 1959 B-side hit, “One Way Ticket,”
offered listeners a danceable tune of love lost and of the feeling of seemingly
unrecoverable heartbreak, complete with a musical arrangement that suggests a
train whistle and the acceleration of the cars on the track. The song’s lyrics are
replete with lexicon and phrases that are taken directly from the blues and well
known in early rock music performances in the U.S. Covered in 1969 by the
popular Soviet VIA, Tloromme rutapst / The Singing Guitars (See Fig. 5), the
song, in contrast to the English original, takes on the melancholy mood, tempo,
and timber -- in both text and performance -- of Romantic lyric poetry:

“One Way Ticket” «CHHsIA ecHst “A Blue Song (Blue Frost)”
(Cunuii uneii)»

15 Jgor Kon, “Sexuality and Culture” in Sex and Russian Society, eds. Igor Kon and
James Riodan (Indian University Press), 24.
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Neil Sedaka

Choo, choo train chuggin'

down the track
Gotta travel on, never comin'

back
Oh, oh got a one-way ticket

to the blues

Bye, bye love my baby's
leavin' me

Now lonely teardrops are all
that I can see

Oh, oh got a one-way ticket
to the blues

I’'m gonna take a trip to
lonesome town

Gonna stay at heartbreak
hotel

A fool such as I that never

was
I cry a tear so well

Choo, choo train chuggin'
down the track

Gotta travel on, never comin'
back

Oh, oh got a one-way ticket
to the blues

Oh, oh got a one way ticket
to the blues

I’'m gonna take a trip to
lonesome town

Gonna stay at heartbreak
hotel

A fool such as I that never
was

I cry a tear so well

Keller and Hunter

Tloromue rurapsi

Cunuii-cunuii uHei 1€r Ha
poBoJia
B Hebe TEMHO-CUHEM CHHSIS

3Be3/Ia,
Tonbko B HeOE, B HEDE

TEMHO-CUHEM

CuHUIT Toe3/1 MUUTCS
HOYBIO TONIy00#

He 3a cuneii nruueit, exy
3a TOOOI,

3a 100010, KaK 3a CHHEH
OTULIEH

Wy s mums e€, Meuty
MOIO,

JInme ona oHa MHE Hy)KHA

Tbl1, BeTep, 3HaelIb BCE, Th

CKakellb
I'ne ona, oHa, riue oHa.

U cHera HecyTcs cuHue
HazaJl.

Tosnbko O OKYyHYTbCS B
CHHUE IJ1a3a,

JIumib B TBOM T1a3a MHE
OKYHYTBCS

JIns B TBOM INIa3a MHE
OKYHYTbCSI

Nty s mums eé, medrty
MOI0,

JIuib OHa 01HAa MHE HY)KHA

Tbl1, BeTep, 3HaelIb BCE, Th
CKaKeIIb

FZ[C OHa, OHa, 1€ OHa.

Ans0ept A3n30B

The Singing Guitars
Blue, blue frost lay on the wires
In the dark blue sky is a blue star

Only in the sky, the dark blue
sky

A blue train rushes in the blue

night

I’'m going for you, not the blue
bird

For you, like for the blue bird.

I seek only her, my dream,

She’s the only one I need

Wind, you know all, you’ll say
Where she is, where she is.

And the blue snows rush
backwards

If only I could dive into your
blue eyes

Just dive into your eyes

Just dive into your eyes

I seek only her, my dream,
She’s the only one I need

Wind, you know all, you’ll say

Where she is, where she is.

T. J. Garza

Fig. 5. VIA The Singing Guitars / BUA Tlotoruue rurapbi'®

Keller and Hunter’s original English-language lyrics use the metaphor of
a one-way train ticket to express the emotional spectrum evoked in the early

' Public domain image: https://www.youtube.com/watch?v=E3jirl4yLJU
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twentieth century’s Tin Pan Alley song pluggers’ hackneyed, but emotive, lyric
images. Phrases such as “the blues,” “heartbreak hotel,” and “lonesome town”
capture this nostalgic mood in the American mid-century. In the Russian version,
Albert Azizov’s rewriting and reimagining of the lyrics adheres to well-known
tropes and images of nature from Russian Romantic poetry, beginning with
the title of the song itself: «cuumii nnei» / “blue frost,” followed by «cunss
nrunay / “blue bird,” «obmaka» / “cloud,” «aebo» / “sky,” and «Berep» / “wind.”
«Tocka», the untranslatable Russian term describing a yearning that incorporates
melancholy and nostalgia, replaces “heartbreak” as the dominant theme of the
lyrics, and the translation leaves out original thematic and lexical references to
the blues.

Translating Social [In]Justice

A final example of Soviet lyric and cultural translation engages the more
complex and controversial material of an American social protest song, “Cherokee
Nation.” John Loudermilk’s original 1954 text, entitled “Indian Reservation (The
Lament of the Cherokee Reservation Indian),” was first recorded in 1959 by
Marvin Rainwater, a quarter Cherokee singer who performed the song publicly
in traditional Native American clothing. Rainwater’s rendition, called “The Pale
Faced Indian,” was not successful in sales or recognition. A 1967 British version
by Don Fardon had considerable success both in the U.K. and in the U.S. But it
was the 1971 version by the American rock band, Paul Revere and the Raiders,
that brought the song fully into the U.S. social consciousness and inspired a
translation by Soviet Jewish writer, Jakov Goldstein. In performance at concerts
in the Soviet Union, the song was introduced in Russian as «mecHst mporecta» /
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a “protest song,” though its Russian lyrics in translation offer little in the way of
replicating the social justice commentary on the treatment of Native Americans in
the U.S. in the original version:

“Indian Reservation”
Paul Revere and the Raiders

They took the whole
Cherokee nation
Put us on this reservation

Took away our ways of life

The tomahawk and the bow
and knife
Took away our native tongue

And taught their English to
our young

And all the beads we made
by hand

Are nowadays made in Japan

Cherokee people

Cherokee tribe

So proud to live

So proud to die

They took the whole Indian

nation
Locked us on this reservation

And though I wear a shirt
and tie

I'm still part Redman deep
inside

And some day when they've
learned

Cherokee Nation will return

Will return will return...

John Loudermilk

«HWnpeiickasi pesepBanus»

Iloomue rurapbl

3aueM HaM OMSTh NPEPUN
cHsTCS?

PazBe Ham maso pesepparuii?
T'ne na Bcex onHa Oea

U ObET XJIBICTOM 10 CIIMHE
HYXJa...

A XKUBEM, T7I€ KUTh HEIIb3S...
Criacu60 Bam 3a Bc€, Apy3bst!
BbI He cMOIIH Y HAaC OTHATH
CBsiTOE IPABO - YMUPATb...
Uepoxw, Opat Moii,

UYepoxkw - 3HaK!

Ectb rae-to pait

O uém meurai!

3aueM HaM I1paBa, ropjble
nroau?

11X Ha TOM cBeTe BJIOBOJIb
Oyzner

T'onox cMepTh KUBBIM CYJINT,
A MEPTBBII BeUHO OyIET CHIT
W3 pesepBanuu, 6par Moii,
3Hal

OpHa fgopora -1psiMo B pait

MpsIMO B pai...

SlxoB Tonbamireiin (FomsikoB)

“Indian Reservation”
The Singing Guitars

Why do we dream of prairies
again?

Don’t we have enough
reservations?

Where one misfortune befalls
us all

And need whips our back...

And yet we live where one
cannot...

Thank you for everything,
friends!

You couldn’t take it away from
us

The sacred right: to die...

Cherokee, my brother,
Cherokee, a sign!

There’s heaven somewhere,
Dream about it!

Why do we, proud people, have
laws?

There’ll be plenty of them in
the next life

Hunger spells death for the
living,

But the dead will forever be
sated.

My brother, from the
reservation

There is one road: straight to
heaven

Straight to heaven...

T. J. Garza

Loudermilk’s original lyrics are written from the Cherokee Indians’
positionality, using the pronouns “them” and “us” to create a narrative of
occupation, colonization, and oppression. The Russian version emphasizes
the US government’s physical assault on individual Native American citizens,
focusing instead on the ethos and injustice of the attempts to erase the cultural
markers of the Cherokee Nation. As such, this translation creates an imaginary
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of the U.S. that is consistent with the narrative of oppression and racism that was
pervasive in the Soviet Union. The translation and performance of the song, again
by The Singing Guitars, was one of numerous distractions from the multitude of
human rights violations in the USSR, whether of women, Jews, or intellectuals,
by focusing instead on the difficult positionalities of Blacks, other people of color,
and other minoritized groups of people in the West, particularly in the United
States.

Rewriting the Times

The above meditations on lyric and cultural translation of Western music
into Russian in the mid-twentieth century returns us to Lefevere: “Whether they
produce translations, literary histories or their more compact spinoffs, reference
works, anthologies, criticism, or editions, rewriters adapt, manipulate the originals
they work with to some extent, usually to make them fit in with the dominant,
or one of the dominant ideological and poetological currents of their time.'” If
Lefevere is correct and translation is, indeed, rewriting to fit the time, place, and
ideology, in addition to the lexical and discourse elements of the source text,
then Soviet re-imaginings of Western popular music at the height of the Cold
War were, even in their deliberate cultural lacunae and textual manipulations, are
legitimate and appropriate objects of their translators. The art and craft of literary
translation do not, and should not, require “faithful” iterations of the original texts
into another idiom; rather, they are in their idiosyncrasies, appropriations, and
purposefully crafted representations of their time, place, and circumstances. As
such, they require close reading, interpretation, and a degree of perspicacity to
examine these works in their specific settings and environments.

The art and craft of translation permit both the practitioner and the consumer
of translated works to bring their respective positionalities to the texts, as well as
to engage their respective linguistic, cultural, social, and political circumstances
as they read, listen to, or perform these texts. In that way, even the seemingly
inappropriate, incongruous appearance and performance of a Soviet-era band
singing an oddly construed and differently worded translation of a well-known
rock song can be the source of intercultural communication, the most effective
form of soft power.
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17 André Lefevere, Translation, Rewriting, and the Manipulation of Literary Fame
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completed a book manuscript on filmic portraits of machismo in contemporary
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Links to Music in the Text

The Platters “Only You”
https://www.youtube.com/watch?v=rAUJSc6unAg&t=8s
Edita Piekha / Omut IIpexa “Only You” / «TombpKo TBI»
https://www.youtube.com/watch?v=rgRoapi0KDA


https://doi.org/10.2307/1148580
https://doi.org/10.2307/1148580

Thomas Jesus Garza 117

The Beatles “A Hard Day’s Night”
https://www.youtube.com/watch?v=Yjyj8qnqk YT

Emil Gorovets / Dmuis [oposert “A Tough Day” / « Tsoxénbslit neHb»
https://www.youtube.com/watch?v=ZRk691uKJ08

Neil Sedaka “One-Way Ticket”
https://www.youtube.com/watch?v=HwBo0jnAKSw

The Singing Guitars / ITotormue rutapsr “A Blue Song” / «CuHss iecH»
https://www.youtube.com/watch?v=DIZAYk1tGBY

Paul Revere and the Raiders

https://www.youtube.com/watch?v=kVwEwdIIZDO0

The Singing Guitars / ITorormue rutaps! “Indian Reservation” / «upetickas
pe3epBauus»

https://yandex.kz/video/preview/5560760915906279562



