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Glossary

Art direktor – booking manager. The person in charge of booking bands in clubs.
Bardovskaia pesnia, also avtorskaia pesnia – bard song, authored song. A musical

genre associated with singers like Bulat Okudzhava and Vladimir Vysotskii.
Its roots are in songs from the Soviet penal camps and the urban pre-
revolutionary genres gorodskoi romans (city ballad) and blatnaia pesnia
(underworld song) as well as European singer-songwriters like Jacques Brel,
Georges Brassens, Wolf Biermann, and Mikis Theodorakis (Steinholt 2005,
103ff; Hufen 2010).

Bit – cf. rok.
Blatnaia pesnia, blatniak – underworld song, today often referred to as (russkii)

shanson. Cf. bardovskaia pesnia.
Blizhnee zarubezh’e – Near Abroad, a term used in Russia for the former Soviet

republics.
Bratan – bro, buddy, brother, mate. Used as a strong acknowledgement of male

friendship.
Casatschok/Kasatchok – a Cossack folk dance in 2/4 (Lehmann 2008).
Chastushki (Pl., Sg. Chastushka, from chasto – rapid) – a widespread vocal-

instrumental genre whose songs often have humorous (and obscene) lyrics.
The musical accompaniment has traditionally been balalaika and
accordion. The lyrics are in part based on proverbs and folk sayings
arranged around a fixed meter (normally 8+7+8+7 syllables) and grouped
around short, single-stanza couplets (mostly 4 lines) which usually are
rhymed. Chastushki with satyrical lyrics have been most widespread both
for expressing socio-political thoughts as well as through their didactical
nature (Kovalev 2004; Frolova-Walker et al. n.d.). Chastushki are not
limited to traditional music, they have also been used in popular music
ranging from estrada (e.g. Alla Pugacheva and Maksim Galkin) to rock (e.g.
Splin and Sektor Gaza) as well as for short ditties at weddings and other
events (also without music).

Estrada – small stage. Used for officially approved popular music in the Soviet
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Union (Steinholt 2005, 15, Fn. 14). MacFadyen (2002, 3) defines it as Soviet
popular/light entertainment “that includes pop music but also applies to
modern dance, comedy, circus arts, and any other performance not on the
‘big,’ classical stage.”

Format – the stylistic direction of a club or radio station.
Gastarbaiter – guest-worker. Normally used for transmigrants from the former

Soviet Union – at times with a negative connotation.
Horilka – Ukrainian for vodka. In Russia horilka can also mean vodka with red

chili peppers (and honey), usually marketed as a Ukrainian speciality.
I-Bolit (or Aibolit) – Ouchhurts. A Russian/Soviet children’s poem written by

Kornei Chukovskii (aka Nikolai Vasil’evich Korneichukov) about Aibolit, a
doctor who cures animals.

Khokhol – topknot/tuft of hair; uncultured (Ukrainian) oaf (colloquial). While a
common Russian designation for somebody from Ukraine, the word’s
original meaning topknot/tuft of hair refers to the hair style of the Cossacks
(Kappeler 2003, 197). Even though commonly used in St. Petersburg it can
also have negative connotations like “uncultured oaf ” (Bilaniuk 2005, 115).

Kievan Rus’ – a loose conglomeration of medieval city-states (or principalities)
which emerged in the late 9th and early 10th centuries with Kiev as its
original center and at times main force. Looked upon as the historical
foundation of the Russian Federation.

Kolomyika – a dance, instrumental, and a vocal music genre from the Carpathian
mountains (Hrytsa n.d., Olha Kolomyyets, pers. comm., 24.09.2007).

Kommunalka, acronym for kommunal’naia kvartira – a communal housing
system typical for the Soviet Union (and still a reality in post-Soviet Russia)
where families were allocated rooms in big apartments together with
others, mostly strangers. The families shared the kitchen and bathroom.
Unlike the German concept of Wohngemeinschaft where some extensively
scrutinize potential co-residents, the families were placed in the
kommunalka by chance (cf. Virtual'nyi muzei ::: Kommunal'naia kvartira
n.d. for a virtual tour of a kommunalka).

Korporativnaia/Firmennaia vecherinka – company/corporate party. A private
party usually organized by a company for their employees, especially
common in December. These events often book musicians or bands to
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provide entertainment for the guests.
Kuchka – acronym for moguchaia kuchka, the mighty handful. A term often

applied to a group of St. Petersburg based composers active during the
middle and second half of the 19th century. Grouped around the composer
Mili Balakirev, the other composers were Aleksandr Borodin, Tsezar’ Kiui,
Modest Musorgskii, and Nikolai Rimskii-Korsakov. The music critic
Vladimir Stasov was also close to the group and helped provide an
ideological basis to the Kuchka’s composition.

Kvartirniki – concerts in an apartment which were common in the Soviet Union.
Leningradskii rok-klub – Leningrad Rock Club (LRK). The first rock organization

in the Soviet Union, founded in 1981 (cf. Steinholt 2005).
Magnitizdat – magnetic publishing. A way to copy records and record music of

radios in private. These were multiplied and then circulated within in-
formal networks in the Soviet Union (cf. Steinholt 2005, 38f).

Marshrutka, acronym for marshrutnoe taksi (fixed route taxi) – normally a private
owned mini-bus which functions as public transportation with slightly
higher prices and faster than public transportation.

Mat – Russian curse words.
Natsional’nost – translatable both as ethnic group or nationality. In Russia the

term also includes Judaism since Jews are considered an ethnic group.
OBeRIu, Ob’’edinenie real’nogo iskusstva – Association of Real Art. A group of St.

Petersburg based poets linked to the post-revolutionary avant-garde of the
late 1920s and 1930s. The group was founded by Danil Kharms and
Aleksandr Vvedenskii.

Piter – a commonly applied (endearing) abbreviation for St. Petersburg used by its
inhabitants.

Popsa, popsnia – a (derogatory) word for pop, often used in opposition to rock
music.

Portvein – port wine is a common symbol for Leningrad rock of the 1980s.
Radio Fritz – based in Babelsberg/Potsdam it is part of Rundfunk Berlin-

Brandenburg (RBB), the public broadcasting corporation for Berlin and
Brandenburg.

Radiomultikulti – a state-owned Berlin based radio station promoting a
multicultural Berlin from 1994 to 2008.
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Rok – fate; rock. Due to its original Russian meaning fate, rok was first used in the
1970s as a synonym for rock. In the Soviet Union rock ‘n’ roll was originally
considered a jazz subgenre and with Beatlemania in the 1960s the term bit
(beat) was used instead (Steinholt in press).

Rossiskii – Russian. This adjective encompasses all citizens of Russia. It does not
mean Russian in an ethnic meaning which is instead covered by the word
russkii.

Russendisko – in its normal meaning in Germany, Russendisko refers to a
discotheque for emigrants from the post-Soviet countries. Through the
activities of Yuriy Gurzhy and Wladimir Kaminer it has, however, become a
synonym for their fortnightly event and the music they play.

Russian Empire – a poly-ethnic empire which existed from 1552 until 1917 with
Moscow and later St. Petersburg as its capital.

Russkii – ethnic Russian. Cf. Rossiskii.
Russkii rok – Russian rock, also Russian fate. A style within Russian rock music

which is closely associated with the groups active in the 1980s and where
the lyrics play an important role.

Russlanddeutsche – cf. Spätaussiedler.
(Russkii) Shanson’, blatnaia pesnia, blatniak – songs which are associated with the

criminal world and/or Odessa. Cf. bardovskaia pesnia.
Slabye doli – weak syllables / accents, reference to the off-beat accents in reggae

and ska.
Solianka – a Russian vegetable-meat soup, solianka can also be used to refer to a

mix of different things (e.g. a concert).
Spätaussiedler, also Russlanddeutsche and Wolgadeutsche – descendants of

Germans who emigrated to, inter alia, Russia, Rumania, Hungary, and
Ukraine in the 18th and 19th century. The term also refers to those displaced
from what is now Western Poland due to the second World War. The
German state has allowed for their repatriation based both on the imagined
blood-lineage as well as the persecution of ethnic Germans in former
Eastern Europe.

Starovery – old believers. A group of Russian-Orthodox Christians who in the 17th

century disagreed with the church reforms by Patriarch Nikon and
subsequently broke with the mother church.
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Stiob – a special Russian form of subtle irony delivered with a straight face which
is quite common and can be very ambiguous and provocative.

Tel’niashka – blue and white striped shirts worn by Russian sailors.
Vokal’no-Instrumental’nyi Ansambl’ (VIA) – Vocal-Instrumental Ensemble. A

system for professional musical groups organized under the trade union
houses and palaces of culture. By becoming officially sanctioned the groups
had to conform to certain requirements like cutting their hair, wearing
uniforms, playing optimistic and positive music, and having the songs go
through a curator (Steinholt 2005, 21f).

Vyshivanka – a shirt with embroidery, widely used in Ukraine.
Wolgadeutsche – cf. Spätaussiedler.
WOMEX – World Music Expo, an international trade fair aimed at the world

music market.
Zagranpasport, acronym for zagranichnyi pasport – foreign passport. Russian

citizens have two passports – an internal one (vnutrennii pasport) which
includes their registration, in other words, where they live, as well as draft
information and a foreign passport (zagranichnyi/zagranpasport) which is
only needed for travel abroad. Getting one is a bureaucratic hassle thus
many people do not have one.

ZhEK – acronym for Zhilishchno-ekspluatatsionnye kontory, Housing and
Maintenance Department.
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Band, club, festival, and label names with translation

This list contains the most commonly mentioned names of bands, festivals,
recording studios, labels, and clubs in this book. Names not immediately compre-
hensible to an anglophone speaker have a translation.

Bands

5’Nizza – acronym for Piatnitsa, Friday.
7B.
Ackee Ma-Ma Urban Reggae Band – Ackee is the fruit of the African tree Blighia

sapida, Ma-Ma refers to mother (the band was called Ackee Wa-Wa before
the lead singer gave birth to her first child).

Affekt.
Afrodisiac.
Akvarium – Aquarium.
Alisa – named after the main character of Lewis Caroll’s “Alice in Wonderland”.
Amsterdam Klezmer Band.
Apparatschik – Machine Operator, in German (and Russian) it has a slight

derogatory meaning for a state or party functionary, who within the
bureaucracy of Stalinist-influenced states promotes the Party line (Scholze-
Stubenrecht and Wermke 1996, 121).

Ariia – Aria.
Auktsyon – Auction, with a deliberate misspelling to avoid confusion between the

band’s concerts and an auction (auktsion).
Avia – acronym for Anti-VIA (cf. p. 17), hence accent on the i rather than the first

syllable as in the prefix avia-.
Bacchus – the Latin name of the Greek god Dionysus.
Banana Gang.
Barocco Flash.
Batareia – Battery.
Beshenye Ogurtsy – The Rabid Cucumbers.
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Bi-2.
Billy’s Band.
Blestiashchie – The Shining Ones.
Bloody Kalinka – Kalinka refers to the plant Viburnum opulus (Snowball Tree) and

is the refrain to the well-known eponymous Russian song written by Ivan
Petrovich Larionov.

Boney M.
Boni’ Nem – Boni the Dumb, pun on the German band Boney M.
Brat’ia Grim – The Brothers Grim.
Brigadnyi Podriad – Brigade Contract
BroSound.
Chaif – “The title of the band combines the word chai (tea) and kaif (pleasure,

high)” (Beumers 2005, 222).
Chizh i Kompaniia – The Siskin and Company.
Con Brio – With Fire.
Cosmonautix.
Crossing – Refers to the meeting of two cultures embodied by the band members

home country (former Soviet Union) and place of residence (Berlin/
Germany).

DDT.
Deadushki – Dead Ears.
Dekabr’ – December.
DiaPositive.
Distemper.
DJ Schum – DJ Noise.
Dobranoch’ – Good Night.
Dr. Bajan – Dr. Accordion.
Dschinghis Khan – Genghis Khan.
Dusty Hills.
Dva Samoleta – Two Airplanes.
Dzha Divizhn – Jah Division, pun on the band Joy Division.
EAV – acronym for Erste Allgemeine Verunsicherung, First General Uncertainty.
Elektricheskie partizany – The Electric Partisans.
Froglegs.
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Gogol Bordello.
Grazhdanskaia Oborona – Civil Defence, reference to primary school lessons.
Greendzholi – Green Jolly.
Haydamaky – an 18th century partisan movement mainly consisting of Orthodox

peasants and Cossacks based in Right-Bank Ukraine. They carried out
insurrections targeted against Polish landowners, Jews, and clerics from the
Roman-Catholic and Uniate / Ukrainian Greek-Catholic Church.

Iu-Piter – refers to the planet Jupiter as well as a reference to St. Petersburg (Piter).
Iva Nova – Ivanova is a common Russian female surname.
JD & the Blenders – JD are the initials of the group’s vocalist, Jennifer Davis.
Kalinov Most – Kalinov Bridge.
Kino – Movie.
KOLKhUi – acronym for Koldovskie Khudozhniki, The Bewitching Artists. Khui is

also Russian mat (curse word) for penis.
Korol’ i Shut – The King and the Jester.
Kukryniksy – an acronym based on Mikhail Vasil’evich Kupriianov, Porfirii

Nikitich Krylov, and Nikolai Aleksandrovich Sokolov a collective of three
influential Soviet caricaturists.

Leningrad – the Soviet name for St. Petersburg.
Lia Minor – A-Minor.
Liapis Trubetskoi – a character from Il’ia Il’f and Evgenii Petrov’s book

“Dvenadtsat’ stul’ev” (The Twelve Chairs).
Liube – no direct translation, could be based on the origin of the group’s founder

who is from the Moscow suburb Liuberets.
Mad Heads XL.
Male Factors.
Markscheider Kunst – Markscheider is a old German technical term for a mine

surveyor and Kunst is German for art. According to the band’s narrative
some of the band’s founding members studied geology in St. Petersburg,
hence the name.

Mashina vremeni – Time Machine.
Mata Khari – Mata Hari, aka Margaretha Geertruida Zelle MacLeod.
Multfilmy – Cartoons.
Mumii Troll’ – Mumintroll, Moomins.
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Nado podumat’ – Have to Think.
Nautilus Pompilius – the Latin name of the chambered nautilus.
Nochnye Snaipery – The Night Snipers.
NOM – acronym for Neformal’noe Ob’edinenie Molodezhi, The Non-Formal Youth-

Association, a Soviet bureaucratic term for rock bands and other youth
groupings.

Novokain – trade name for a local anesthetic based on procaine.
Okean El’zy – Elza’s Ocean.
Optimystica orchestra – Optimystica is a word play both alluding to optimistic as

well as mystical.
Pallada – from the Greek goddess Afina Pallada (Pallas Athena).
Perkalaba – Perkalab is a river and a village in the Carpathian mountains.
Piknik – Picnic.
Piligrim – Pilgrim.
Pilot.
Pinches Tiranitos – Petty Tyrant.
Port(812) – 812 refers to St. Petersburg’s telephone area code.
Porto Franco – Free Port.
PTVP – acronym for Poslednie Tanki V Parizhe, The Last Tanks in Paris.
Raggapop.
Rammstein – a German city known for its US air force base.
Raznye Liudi – Different People.
Red Elvises.
Reggistan – alludes to Reggae and a common suffix for Central-Asian countries (-

stan).
Respublika Dzha – The Republic of Jah.
Rok-gruppa – Rock Group.
Rot Front – The Red Front.
Ruslana – a Russian female name.
Russkaja – Russian.
Schum – Noise.
Sektor Gaza – Sektor of Gas.
Severnye Vrata –The Nothern Gates.
Simba Vibration.
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S.K.A. – besides alluding to the musical style ska, S.K.A. is an acronym for Soiuz
Kommercheskogo Avangarda, The Union of Commercial Avant-garde.

Skalariak.
Skal’pel’ – Scalpel.
SkaZka Orchestra – The Story Orchestra.
Smyslovye Galliutsinatsii – Meaningful Hallucinations.
S.O.K. – while the acronym can be translated as juice, S.O.K. is short for S’’esh’ oba

Kuska, Eat Both Pieces.
Spitfire.
Splin – Spleen, Longing.
St. Petersburg Ska-Jazz Review.
Stanok – Machine.
Strannye Igry – Strange Games.
Streetboys.
Svinokop – Pig Cop (Ivanov 2005).
Svoboda – Freedom.
t.A.T.u. – acronym for Ta liubit Tu, She Loves Her.
Tantsy Minus – Dances Minus.
Televizor – Television.
Tequilajazzz.
Timati – a male name.
Traund.
Tsentr – Center.
Uma2rman – Uma Thurman.
Uniquetunes.
Va-Bank’’ – Ka-Boom.
Verka Serdiuchka – stage name of the Ukrainian actor Andrii Danylko.
VIA Gra – a wordplay not only referring to the potency medicine but also to VIA

(cf. p. 17). Finally, gra can be seen as a shortening of igra, Russian for game.
VIA Samotsvety – The Gems.
VIA Volga-Volga.
Volkov Trio – Volkov’s Trio.
Vopli Vidopliasova (VV) – The Cries of Vidopliasov.
Zapreshchionnye barabanshchiki – The Banned Drummers.
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Zdob si Zdub – onomatopoetic for the sound of a drum.
Zemfira – first name of the female singer Zemfira Ragazanova.
Zoopark – Zoo.
Zvuki Mu – The Sounds of Mu (Mu as in the mythic Kingdom of Mu and as an

abbreviation for Muzyka).

Clubs and festivals

10 klub.
90 Grad – 90 degrees.
A-lounge.
ArktikA – Arctic.
Art klinika – Art Clinic.
B2.
BKZ Oktiabr’skii – Big Concert Hall October.
Cafe Zapata – Refers to the Mexican revolutionary Emiliano Zapata Salazar.
City Club.
Club Rodina – Club Motherland (cf. p. 230, FN 201).
Club SSSR – Club USSR.
Deep Sound.
DK Lensoveta – The Leningrad Soviet’s House of Culture.
Donauinselfest – Donau-island party.
Dzhambala – Wordplay based on the mythical Shambhala where Sha- is replaced

by Dzha- (Jah).
Fish Fabrique – Fish Factory.
GEZ-21 – acronym for Galereia Eksperimental’nogo Zvuka-21, Gallery of

Experimental Sound 21.
Griboedov – surname of the Russian writer Aleksandr Sergeevich Griboedov.
Hühnermanhattan – Chicken-Manhattan.
Kamchatka – a peninsula in the Russian Far East.
KGB Bar.
Mankhetten – Manhattan.
Moloko – Milk.
Mudd Club.
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Okna Otkroi! – Open the Windows!
Orlandina – female version of the name Orlando.
Ost Klub – East Club.
Pereval – Passage.
Pivnoi Festival’ – Beer Festival.
Platforma – Platform.
Port – Port, Harbor.
Postgarage – Postal Garage.
Purga – Snowstorm, Blizzard.
RaSKAlbas – the word alludes to kolbasit’sia meaning to party, chill out, and have

fun while emphasizing ska as the musical common denominator.
Red Club.
The Red Lion.
Rossi’s.
Russendisko – Russian Discotheque (cf. p. 229, FN 197).
S-club.
SK Iubileinyi – Sport Complex Anniversary.
Stary Dom – Old House.
Tacheles – from “Tacheles reden”, to do some frank talking.
TaMtAm.
Tanzwirtschaft Kaffe Burger – Dance-cafe Cafe Burger.
Vo100ok [Vostok] – East.
Wild Side.
Zorro.

Recording studios and labels

Antrop – acronym for Antrop’s director, Andrei Tropillo.
Bomba Piter – The Bomb of Piter (St. Petersburg).
Comp Music Ltd.
Dobrolet – Good Flight.
Eastblok Music.
Gala Records.
Grand Records.

ROCKING ST. PETERSBURG 25



Kap-kan.
Melodiia – Melody.
Misteriia Zvuka – The Mystery of Sound.
Real Records.
Space X.
ShSS.
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Foreword

If an invitation to write the foreword for a good book is an honour, it is a rare ho-
nour to be invited to write a new, improved foreword to its upgraded and im-
proved edition. With the addition of the chapter on the Ukrainian pop star Rus-
lana, the current edition now shows the full span of David-Emil Wickström’s
study. This book has come into being as the result of a meticulous work process,
characterised by a brave disregard for disciplinary boundaries and formal institu-
tional-bureaucratic demands. It has been a privilege to follow the development of
Wickström’s research from project sketch in the early 2000s, via a sparsely-funded
pilot fieldwork, into an impressive doctoral thesis, and, finally, into this book. 

The popular music scene in St Petersburg – Leningrad in Soviet times – has for
the past 30 years attracted a fair amount of attention from western academics.
Most research has centred on the Russian rock scene in the transition period from
the late 1980s until the early 1990s. This book is one of few approaches to look at
the generations that followed in the wake of russkii rok, and who, it will appear,
don’t always relate to their older colleagues with humble respect. It is an impor-
tant contribution to the field of post-Soviet popular music studies and brings
scholars in touch with the living organism of Russian contemporary culture: men-
tality, humour, social affinities, activism, intellectualism or anti-intellectualism,
aesthetics, notions of the everyday, nostalgia, patriotism, religion, and complex re-
lationships with the near and far abroad. 

The author has put the qualitative methods of ethnomusicology, including
participant observation, to full use. This has enabled a focus on the contemporary
music scene and its recent development, and despite the years that have passed
since the extensive fieldwork, its relevance for studies of contemporary Russian
popular music remains unquestionable. The enduring relevance is partly a conse-
quence of the work’s emphasis on music production, which in principle changed
little since the study was conducted. In discussing the cultural-historical context,
the author has also taken a cautious position in relation to post-colonial perspec-
tives, carefully considering the extent of their relevance to the post-Soviet space.
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The concept of cultural flows has enabled, for the first time in the field of Russ-
ian popular music studies, a proper discussion of notions of ‘Russian-ness’ (and
also certain aspects of ‘Ukrainian-ness’) by effectively contrasting the notions of St
Petersburg performers with notions cultivated by emigrants in marketing their
music for non-Russian audiences. Here, the author’s insistence upon learning the
language and properly examining the cultural and historical context has paid off.
This is reflected in detail, such as in the analyses and treatment of songs and their
contextual cues, as well as in the general discussions, effectively introducing the
reader to key features and particularities of contemporary Russian, and Ukrain-
ian, popular music and to their encounters with western audiences.

As these words are written, the newsfeeds report of yet another failed govern-
ment attempt to clear central Kiev from demonstrators. A re-issue of this impor-
tant research with the added chapters on popular music and nationalism in the
Ukraine could hardly have been better timed. Here is plenty of food for thought
for scholars with interests in the contemporary post-Soviet space, from Slavonic
studies to Ethnomusicology. Приятное читание!

Dr. Yngvar B. Steinholt
Tromsø University
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Introduction

Beautiful on the left,
Beautiful on the right

Today Bundes,
Yesterday Warsaw

Where else will the devil lead me?

On Nevskii it’s cold
In the port a raid

On Nevskii it’s cold
On Nevskii it’s cold

Krasivo sleva (Markscheider Kunst 2001 – Russian: p. 301)

When discussing the song Krasivo sleva Markscheider Kunst’s vocalist and lyricist
Sergei “Efr” Efremenko said that he was inspired to write the song while traveling
in Switzerland and Germany (Bundes being here an abbreviation for Bundesrepub-
lik Deutschland – the Federal Republic of Germany). At the same time the song is
about Piter as St. Petersburg is called by its inhabitants:

“‘On Nevskii it’s cold / In the port a raid’ – that takes us home, that is, it is, most
probably, a comparative element. Of course, it relates to Piter, naturally, I probably
wrote everything about Piter. Probably, all the songs are about Piter and about
Piter’s inhabitants.”

(Efremenko 2005 – Russian: p. 321)

For Efr the song’s second verse takes the group “home” again to the St. Peters-
burg realities: It is cold on the city center’s main parade street, Nevskii prospekt
(Nevskii Avenue), and the police are raiding the port which is one of the city’s
main revenue sources – as an entry and departure point for both tourists and
goods.1 This verse also evokes two of the city’s unpleasant sides: cold, almost arctic
winters and an inquisitive police force with sticky palms. Still, the city is Efr’s
home and central to both his personal as well as his professional life.

Other musicians, like Aleksandr “Sasha” Rudenko (Svoboda), Tat’iana “Tania”
Iatsenko (Ackee Ma-Ma U.R.B., short Ackee Ma-Ma), Andrei Kagadeev (NOM),
and Billy Novik (Billy’s Band) also stressed the importance of St. Petersburg for

1. St. Petersburg is Russia’s largest tourist center, with about 3 million visitors during my field-
work in 2004 (Stolyarova 2005). The city is also an important economic and transportation
hub, linking the Russian inland navigation (including river cruises to Moscow) with the
Baltic Sea.

33



themselves both personally and in their creative work. While not necessarily re-
flected in the songs lyrically or musically, the city itself provided these musicians
with inspiration to write and compose – thus stressing the importance of their
home.

After the collapse of the Soviet Union in 1991 and the tumultuous 1990s this
home is for some not only manifested spatially but also temporally in the form of
nostalgia for a lost home, for a period of (perceived) stability and pride as in a
“pristine” medieval Russia (untainted by European influences) or the more recent
Soviet Union. While these expressions can, at times, be perceived as chauvinist
nationalism – especially by neighboring countries – they provide a source of in-
spiration in a search for a new identity in a post-Soviet reality by drawing on a
nostalgically colored past.

The lyrics also point to this home’s complexities. The groups live in the city,
which possesses a vibrant music scene. Since, however, the city itself cannot pro-
vide a satisfactory income for most groups, they frequently go on tour to earn a
living. Here large post-Soviet emigrant communities living in Germany, Israel,
and the United States – in part through the connection to their country of ori-
gin – play an important role, providing an initial market for groups from St. Pe-
tersburg (among other places) to perform for. In Germany this market has ex-
panded to include non-Russian speakers through the fortnightly event
Russendisko, run by two emigrants from respectively Russia and Ukraine. At the
same time, St. Petersburg attracts many foreign students, some of whom are musi-
cians, who also influence the music played in the city. Markscheider Kunst is a
good example of where the musical style has been influenced by ska and other
Caribbean, Latin-American, and African musics (in part due to their former Con-
golese vocalist Seraphim Selenge Makangila).

The ethnomusicologist Martin Stokes (1997b, 17) notes that “musics are sel-
dom stable in contexts of social change” and St. Petersburg offers a good case in
point. This book focuses on the result of these changes by examining the above
mentioned issues, namely the meaning of place, transcultural flows, nationalism,
and nostalgia. Here special attention is given to the music production in post-So-
viet St. Petersburg from the perspective of local groups, the processes that enable
Markscheider Kunst and other groups to tour Central Europe as well as how the
groups respond to social and cultural changes in their creative work. The aim is to
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provide a better understanding of popular music’s role in society especially in its
relation to music, migration, and transcultural flows. These findings also help to
give a deeper understanding of cultural processes in the second decade after the
fall of the Soviet Union.

St. Petersburg, Russia’s second largest city with officially 4.576 Million inhabi-
tants during my fieldwork in 2006 (Ofitsial'nyi portal Administratsii Sankt-Peter-
burga 2008),2 was chosen since, as Russia’s okno v evropu (window towards Eu-
rope), it has played a major role in the country’s cultural development: Through
its proximity to Europe, through early efforts to import artists from Europe (e.g.
court musicians, touring theatre/opera troops), and by being home to some of the
most important and influential Russian composers and writers of the 19th and 20th

centuries, the city has emerged as one of Russia’s cultural centers. This is one of
the reasons that St. Petersburg is considered the cultural capital of Russia. The
city’s role as an international metropolis has also left traces on the local popular
music – especially what was labeled by those I talked to as (and which is the focus
of this study) rock and alternative music.3

This is in part based on the fact that St. Petersburg – or Leningrad as it was
called then – had emerged as the center for Soviet rock music by the 1980s. While
there were several reasons for this – amongst them Leningrad being home to the
first official rock organization in the Soviet Union, the Leningradskii rok-klub
(Leningrad Rock Club, LRK), founded in 1981 – St. Petersburg has now taken on
the role of the “rock city” in contrast to Moscow, which in the Soviet Union was
the center for estrada (officially approved popular music). This opposition is part
of a broader rivalry between the cities, which has its roots in the fact that St. Pe-
tersburg was founded in 1703 as an alternative to Moscow.

Extensive research on Russian and Soviet art music has been done, however,
popular music has been somewhat neglected. In addition to chapters touching on
popular music in books on Soviet/post-Soviet (youth) culture (e.g. Stites 1992;
Pilkington 1994; Pilkington et al. 2002; Beumers 2005; Zhuk 2010) and numerous
articles (cf. Wickström 2013 for a continuously updated bibliography on post-So-

2. Although unofficially the number is probably 5-6 million due to migrants from the former
Soviet Union living there illegally.

3. Regarding the use of musical labels when discussing popular music and different styles like
ska, reggae, and punk, my approach has been pragmatic by – when possible – applying the
definitions of the bands, musicians, and other actors I talked to.
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viet popular music), there have been some full length monographs and edited
books on the topic. Most of these have been focused on rock music in the Soviet
Union and the early 1990s (Ryback 1990; Ramet 1994; Cushman 1995; Steinholt
2005; Gavrikov 2007; Radke 2008; Domanskii 2010; Eriomin 2011; Nikitina
2011), however there have also been monographs on Belarusian popular music
(Survilla 2002), punk in Russia (Gololobov et al. 2014), Hip Hop in Ukraine (Hel-
big 2014), the blues in Russia (Urban and Evdokimov 2004), Russkii shanson
(Hufen 2010), as well as a trilogy on Russian estrada (MacFadyen 2001, 2002,
2003).4 Besides Iurii Domanskii’s 2010 monograph Russkaia Rok-poeziia (Russian
rock-poetry) Russian language publications on the subject are even sparser
(Gavrikov 2007; Eriomin 2011; Gavrikov 2011; Nikitina 2011), mainly centered
around the (almost) annually appearing anthology Russkaia Rok-poeziia co-edited
by Domanskii (Tverskoi gosudarstvennyi universitet n.d.). As the title of both the
monograph as well as the anthology already hints at, the publications are primari-
ly focused on the lyrics and their poetic quality.

There are also many Russian-language publications directed at a Russian fan
market. These, which primarily cover rock in Russia, consist of encyclopedias (e.g.
Trofimov 2003; Burlaka 2007c) and books written by music critics as well as
journalists (e.g. Troitsky 1987; Smirnov 1994; Chernin 2006; Kozyrev and Bara-
banov 2007a, 2007b, 2007c).

The academic focus of research on popular music in the Soviet Union and
Russian Federation has thus primarily been on rock as a genre and Leningrad
during the Soviet Union as a spatial and temporal location. What is termed pop or
estrada is more or less overlooked as is also popular music from other areas than
Leningrad/St. Petersburg and Moscow (the exception being Ryback 1990; Ramet
1994; Survilla 2002; Zhuk 2010). Despite the fact that these publications are on
popular music, they do not necessarily discuss music. Criticizing previous ap-
proaches for focusing too much on the lyrics, Steinholt’s (2005) book attempts to
put the focus back on the music.

4. The arrest and trail of three members of Pussy Riot (Mariia Alekhina, Ekaterina Samutse-
vich, and Nadezhda Tolokonnikova) after their performance of Punk Prayer at the Cathe-
dral of Christ the Saviour has resulted in an academic interest in the band and questions re-
lated to the case (e.g. Gololobov and Steinholt 2013; Gololobov 2013; McMichael 2013;
Shaw 2013; Steinholt 2013; Strukov 2013; Tochka 2013; Voronina 2013).
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While my work does not do justice to Russia’s geography (being more a con-
tinuation of the studies of Leningrad rock music in the 1980s) it seeks to balance
the discussion between lyrics and music. Following Cushman (1995) and Stein-
holt (2005), I pay attention to musicians and other actors involved in the produc-
tion of contemporary popular music.

My focus on music production and the transcultural flows between St. Peters-
burg and Berlin, including the link to emigrant populations, offers a new ap-
proach within the study of post-Soviet popular music, however, within ethnomu-
sicology this approach is more common. Here I have primarily been stimulated by
the writings of the ethnomusicologist Thomas Solomon on Turkish language hip-
hop in Germany and Turkey (e.g. Solomon 2003, 2004, 2006, 2008) as well as
more general writings on music, identity, and transcultural flows (e.g. Slobin 1993;
Lipsitz 1994; Stokes 1997a; Taylor 1997; Monson 1999; Slobin 2003; Turino 2003;
Stokes 2004; Sugarman 2004; Turino 2004).

Hence, by using the group Svoboda as a point of departure, this book focuses
primarily on popular music production in St. Petersburg and how the music is
embedded in transcultural flows. Here I specifically examine the relationship to
the post-Soviet emigrant community in Berlin (Germany) focusing on the event
Russendisko. Central questions are
• What are the conditions for popular music production in St. Petersburg? How

do social networks, social hubs, and discourses influence the production? How
do the conditions affect a group’s creative work?

• What are the processes involved in the flow of music? Who is involved in the
flows? What happens when music is embedded in a new location? How is the
music appropriated? What impact does a new location have on the music’s pro-
motion? What filtering processes are present? What are the power relations?

• How do bands position themselves within the market? What strategies are em-
ployed in constructing band images? How do band images reflect local discours-
es? How do band images participate in and become entangled with broader dis-
courses around local, regional, and national identities.
These questions not only help to give a snapshot of popular music production

in St. Petersburg of the 2000s but also show what changes have emerged since the
fall of the Soviet Union – especially through the transition to a market economy
which had several consequences for Soviet popular musicians.
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At the same time, these questions put in doubt some of the broader assump-
tions from previous research on Soviet popular music (e.g. Cushman 1995) which
conceptualizes the Soviet rock musicians as people being outside Soviet society.
Another aspect is the link between youth and popular music, often assumed with-
in popular music studies, which does not hold water here. Finally, these questions
show that the processes labeled globalization are not necessarily idiosyncratic co-
incidences as theorized by Appadurai (1996) and within ethnomusicology,
amongst others, adopted by Slobin (1993). Instead, I argue for transcultural flows
following certain paths of migration (Hannerz 1992; Hannerz 1996).

Before discussing these issues, the next chapter outlines my theoretical frame
by discussing theories related to (musical) scenes, transcultural flows, and identity
followed by a discussion of my methodology in chapter 2. Due to my role as the
groups Svoboda’s and Con Brio’s trumpet-player, this section especially focuses on
my dual role as a participant-observer and active musician. That discussion is fol-
lowed by the book’s main body which consists of two overarching parts:

The first part consists of chapters 3 through 7 and focuses on popular music in
St. Petersburg. It starts by examining popular music production in St. Petersburg
from a scene perspective, as theorized by Will Straw (1991, 2004) and others in
chapter 3. The discussion is here loosely structured around the group Svoboda’s
experiences. By tracing the social networks, hubs, as well as underlying discourses
relevant to Svoboda, an overview of music production in the St. Petersburg rock
scene is given.5 This chapter (as well as chapter 8 for Berlin) also provides the
ethnographic foundation for the following discussions. Chapter 4 extends the
scene discussion by focusing on how St. Petersburg is represented in the discussed
groups’ creative work. At the same time the chapter functions as a critique of mu-
sic carrying an inherent meaning.

Drawing on Ulf Hannerz’s theorization of transcultural flows (1992, 1996)
chapter 5 traces some of the flows to and from St. Petersburg. Here the focus is on
the flow of music aided by media and people within the frames form of life and
market to both St. Petersburg and Berlin. Since influences from ska were quite

5. As I will return to in chapter 1 and 3 rock is here discussed from a broad perspective since
the St. Petersburg scene is very heterogenous. While the latter discussions focus to a large
extent on ska(-punk) and reggae I deliberatly keep this broad focus in order to strengthen
my argument that the music that flows to Berlin is just a small selection – filtration – of the
general St. Petersburg music production.
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prominent in the music heard at the Russendisko in Germany the discussion
centers around the presence of ska and its related sibling, reggae in St. Petersburg.
Bands playing within these two idioms often overlapped, hence the discussion
also includes how reggae is perceived.

The following two chapters focus on identity constructions, specifically how
bands primarily from St. Petersburg create a band image and market themselves.
Here the focus is on how these constructions relate to concepts of collective
identities – specifically how groups assert their origin (from St. Petersburg/Russia)
as partially discussed in chapter 4 and ideas of Russian national identities. One
notion of Russian national identity is that Russia, Ukraine, and Belarus historical-
ly belong together. Inspired by post-colonial theory, the relationship to Ukraine is
thus given special attention in chapter 6: By drawing on clichés of Ukraine, Svobo-
da follows a Russian tradition of belittling and patronizing Ukraine. I then juxta-
pose Svoboda’s approach to Ruslana’s, a Ukrainian singer appropriating a Ukrain-
ian ethnic minority. Chapter 7 rounds off the St. Petersburg part by focusing on
how various Russian groups represent ideas of the Russian nation in their creative
work.

The second part, which is made up of chapters 8 through 10, shifts the focus to
Germany and specifically, the Russendisko in Berlin. By discussing the
Russendisko, whose music contains a high percentage of St. Petersburg groups,
chapter 8 moves the scene approach away from a geographically bound area to a
multi-local and virtual music production. Here the focus is both on the
Russendisko itself as well as related events in Germany.

The link between St. Petersburg and Berlin is Svoboda since their songs have
been played at the Russendisko. Chapter 9 focuses on the flow of post-Soviet mu-
sic to Berlin. An important connection between the two cities which has provided
the basis for the Russendisko is the massive emigration from the former Soviet
Union to Germany after 1990 which is also briefly discussed.

While the focus in chapter 9 is on the flow of music, the final chapter examines
how band identities shift when promoted to a primarily non-Russian speaking au-
dience within the Russendisko-scene and what I label the Russian folklore lineage.
At the same time the Russendisko in both Germany and Austria seems to be part
of a broader musical focus on the East – especially linked with music from the
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Balkans. Using an interview with the owner of the Viennese Ost Klub, the
Russendisko-scene discussion is rounded off within this broader perspective.
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