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Abstract

The article considers Mikhail Bulgakov’s satirical texts in semiotic and axiological
linguistic aspects. The prosaic texts of modernist fiction are analyzed as semiotic structural
units, which can be interpreted with the help of key anthropomorphic and zoomorphic
satirical codes of classic Russian literature. The article analyzes zoomorphic images of a wolf,
a snake, a ferret, a bird etc., which are used in the novels of Mikhail Bulgakov to show the
transformations of a human nature in the space of the Civil war. Semiotic axiology of these
images is considered to be the most relevant instrument of Bulgakov’s satire. The article
reveals the interrelation between the anthropomorphic and zoomorphic images of Bulgakov’s
satirical texts to represent the semiotic borders between the different levels of social hierarchy
of his characters.
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Rezumat

In articol, supunem cercetirii operele satirice ale lui Mihail Bulgakov din perspectivele
semioticii si linguisticii axiologice. Operele prozaice ale fictiunii moderniste sunt analizate
drept realitdfi structural-semiotice, care pot fi interpretate prin codurile antropomorfic si
zoomorfic ale literaturii clasice ruse. Se analizeazd imaginile zoomorfice ale lupului, sarpelui,
dihorelui, pdsirii etc.,, care apar in operele scriitorului mentionat pentru a simboliza
metamorfozele naturii umane in conditiile razboiului civil. Se considerd cd conturul
semiotico-axiologic al acestor imagini este modalitatea cea mai relevanti de exprimare a
satirei la Bulgakov. In articol, se mai studiaz i relatia dintre imaginile antropomorfice si
zoomotfice din operele satirice ale lui Bulgakov, imagini care dau in vileag anumite granite
semiotice, impuse de treptele ierarhiei sociale, cirora le apartin personajele acestor opere.

Cuvinte-cheie: cod semiotic, fictiune modernistd, Mihail Bulgakov, satird, text

Neomythology of modernist fiction supposes authors to use zoomorphic
semiotic codes in the texts of the “buffoonery” genre, which the texts of
Mikhail Bulgakov are included into, as all the texts, derived from the
Satyricon (Petrovskiy, 1988, p. 369), (Petrovskiy, 2001, pp. 218-225). But
Bulgakov’s satire shows not only the modernist sources of different
zoomorphic codes (see also Milne, 1998). First of all, there should be
mentioned the traditions of satirical extravaganza of Nikolai Gogol’ and
Mikhail Saltykov-Schedrin, who were thought of by Bulgakov as his literary
teachers.

“Bulgakov highly appreciated the satire of Saltykov-Schedrin. In his letter
to the Soviet Government of March, 28, 1930 he defined the main purpose of
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his works as “picturing of the awful characteristics of my nation, which
made suffer my teacher M.E. Saltykov-Schedrin long before the Revolution”.
In September and October, 1933 Bulgakov answered two questionnaires
referring to the works of Saltykov-Schedrin. ...He said that the role of
Saltykov-Schedrin in the forming of his world-view was crucial” (Sokolov,
1998, p. 414) (The translation is ours - V.K.).

One of the aspects of such an influence of Saltykov-Schedrin’s texts onto
Bulgakov’s prose is represented by the zoomorphic images of Bulgakov’s
satire. Bulgakov, being compared to Saltykov-Schedrin, avoids such genres
as fairy-tale or parable. But he includes into his prosaic texts a lot of
zoomorphic characters, whose axiological features differ due to situations
they play in.

The animal images in Bulgakov’s texts are almost always ambivalent:
being related to one or another character, they can differ at the axiological
scale. The most autopsychic hero of Bulgakov (Chudakova, 1988, p, 11) is a
military doctor Alexei Turbin from the early novel of The White Guard. It is
him with whom the very important image of a wolf is connected to in
Bulgakov’s philosophy of history:

"ITocTaTOYHO IIOTHATH dYeJIOBeKa IIOI BBICTPeIaMM, W OH IIpeBpaliaercs B
MYZIpOTO BOJIKA: Ha CMEHY OYeHb CJIabOMY W B JIEVICTBUTEIIHHO TPYIHBIX CIIydasx
HEHY)XHOMY YMY BbIpacTaeT MyJpBIVi 3BEPUHBII WHCTUHKT. Ilo-Boirapm
obepHYBIIICH Ha YyToHKe Ha yriy Marto-ITpoBassHomn yivisl, TypOun ysuman,
KaK YepHasi IbIpKa C3ayl ofleJlach COBEPIIEHHO KPYIJIBIM U OJIEITHBIM OTHEM, 1,
Ha/I7laB XOIly, OH CBepHyJI B Masto-ITpoBajibHyt0, BTOpOVI pa3 3a 3TW IISATh MUHYT
Pe3KO IIOBEPHYB CBOIO JKM3HB. ...Y)ke COBEpIIeHHO II0-BOIYbN KOCWI Ha Oery
Typ6bun rnmasamm. [IBa cepblx, 3a HUMM TpPeTWUW, BBICKOYWIM W3-3a yIJIa
Bragymupckov, v Bce Tpoe Briepebort ceepkHyin. TypOuH, 3amemius Oer, cKasis
3yOBl, TpM pa3a BBICTpeWI B HuX, He nerrsice” (M. Bulgakov, 1988, p. 167).

Hunting Turbin soldiers of Petlyura see him as a hare:

"Ha nviie mepBoro orresromieH e CMEHIIIOCh HETIOHATHOTVA, 3710BellleVl pajloCThIO.
- Tro! - KkpukHyII OH, - Oaub, [leTpo: oduriep. - Bun y Hero mpu 3ToM GBUI TaKoO,
CJIOBHO BHe3aITHO OH, OXOTHUK, PV caMoVi Topore ysumes 3avua" (ibidem).

The positive connotations of the wolf image are connected there with the
plot line (a person escapes from the murderers) and with the double usage
of an attribute mydpwui “wise’: myopuiil Boax/’a wise wolf’, myopuwul 36epunsiil
uncmunxkm/‘a wise animal instinct’. The same zoomorphic image with
positive connotations is used by Bulgakov when he describes an escape and
a wonderful rescue of Nikolka Turbin:

"SIpocTte TIporteTesia MMMO HUKOJIKMHBIX I71a3 COBEPIIIEHHO KPacHBIM OJIESUIOM U
CMeHWIach Upe3BBIUallHOV YBEPEeHHOCTHIO. BeTep 1 Mopo3 3atetent Hukorke B
JKapKUil POT, IIOTOMYy YTO OH OCKaIWICS, KaK BOJTYOHOK. Humkornka BeIGpocwit
PYKY C KOJIBTOM W3 KapMaHa, IOOyMaB: «YObIO ragyHy, Jvab Obl ObUIN
marposs»!" (Bulgakov, 1988, p. 136).
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But the same image of a wolf is given negatively, when the death-hunters,
soldiers of Petlyura, are marked with that image:

"Ha ueprOm Oe3TI0mHOM yiInile BOTUbA 0OOpBaHHAs cepas dpurypa 0e33BydHO
cjIe3Ta ¢ BeTBM aKalluy, Ha KOTOPOVI IIojidaca Cujiesia, CTpajas Ha MOpoO3e, HO
KagHO Habmofiasi depes IpeaTesTbcKyIo IeTb Hajl BEpXHVM KpaeM ITPOCTBIHU
paboTy wmIKeHepa, HapjleKimero Oey WMEHHO IIPOCTHIHeVI Ha 3eJIeHO
OKparieHHOM oOkHe. [IpyXMHHO NpBITHYB B Cyrpo0, durypa yiwia BBepx IO
yauIle, a Jajiee MpOBaIWIach BOJIUbEVl ITOXOAKOV B TIepeysIkaX, ¥ MeTellb,
TEMHOTa, CyTPOOBI CheJIN ee V1 3aMeJIi BCe ee CITeMIBL. ...— ITo3BosbTe y3HATE. .. 110
KakoMmy 11oBofy? — C 0OBICKOM, — OTBETWII IIEPBHIVI BOIIEIIIVIVI BOITIBVIM TOJTOCOM
" KaK-TO Cpa3y HafBuHYJICs Ha Baciomicy. ...Ha romnose y Bosika ObUTa mamaxa, u
CYIHWI JIOCKYT, OOIIMTBIV CyCaJIbHBIM II03yMeHTOM, cBucal Habok" (Bulgakov,
1988, p. 29), (Bulgakov, 1988, p. 187).

Then, in the following text, the leader of the death-hunters is called only
the wolf (no6mopus 6boax/'the wolf repeated’, noxa 6oax 6nobv 061a0eBar
oymaxxoi/*while the wolf took the paper again’, foax Buinys us xapmaua
uepnoiti Opaynune/‘the wolf took the black gun out from his pocket’,
cunaoBamo cnpocus Boax/‘the wolf asked in a harsh voice’, etc.). The text
emphasizes the link of the death-hunters to the dark world (memess u
memHoma ceeau Bosuvio gpueypy/ the blizzard and the darkness swallowed the
wolf’s silhouette’). A human being is not compared to a wolf, as we saw in
the situations with the Turbin brothers (npepawjaemca 6 myopoeo Boaxa/ turns
into a wise wolf, xak fosuonox/’as a wolf cub’), but is metaphorically
identified with the animal itself (no6mopus Boax/’repeated the wolf’, na
e0n06e y Boaxa Ovira nanaxa/ the wolf wore an Astrakhan hat’). The author’s
axiological point of view is obvious there: he appreciates the actions of those
people negatively, although their behavior is motivated by their hunger and
almost lack of clothes in winter. So, the ambivalence of the zoomorphic
image of a wolf is connected, first of all, to the special space of the City in the
Civil war time, though the axiological features of this image vary due to the
different characters of the novel.

The biographical code of Bulgakov’s life is not less relevant for the
interpretation of this zoomorphic image of a wolf. In the most famous
Bulgakov’s letter to Stalin the writer uses this savage and bright image to
explain the impossibility to live and work in his native country in the 1930s:

"MuoroysaxaeMmbin VMocud Buccapmonosuu! ...C xonma 1930 roma g xsopato
TsDKes10v POpMOVI HeIpacTeHNN C IIpUIIafKaMy cTpaxa U IIpeficepeuHO TOCKM,
VI B HaCTOsiIIlee BpeMs S IIPMKOHYeH. Bo MHe eCTh 3aMBICIIBI, HO (PM3MUECKMX CIIT
HeT, yCJIOBUVL, HYXXHBIX IS BBIIOJIHEHVS paOoThl, HeT HUKakmx. [IpwamHa
Dosle3HM MoOeV MHe OTYeTIVBO WM3BECTHA: Ha IIVPOKOM IIOJIe CJIOBECHOCTU
poccurickort B CCCP 51 ObUI OOmMH-eIMHCTBEHHBIN JIMTepaTypPHBEIV BOJIK. MHe
coBeTOBaIM BbIKpacuTh MmKypy. Hememsmr coser. KpammeHemwr 5w  BOJIK,
CTPVDKEHBIV! JIV BOJIK, OH BCe paBHO He ITOXOX Ha Ityzfesis. Co MHOVI VI HOCTYIIVIIN



KakK ¢ BOJIKOM. V] HeCKOJIBKO JIeT THaJI MeHsl 110 IIpaBulaM JINTepaTypPHOVL CafKiu
B OTOPOXXEHHOM [1BOPe. 37I00F! 5 He MIMeF0, HO 51 O4eHb yCTal U B KoHIle 1929 roma
cBaNTWICS. Benmpb 11 3Bepb MOXeT ycTaTh. 3Bepb 3asBIUI, UTO OH Oojlee He BOJIK, He
mmrepaTop. OTKasbIBaeTCs OT CBOe IIpodeccuyt. YMorKaeT. DT0, CKaXkeM IIPsIMO,
Masiomyimve. HeT Takoro mmcarerns, 4roObl OoH 3amoruasl. Ecomr samorruar,
3HaumT, ObUT HeHacTosmr" (Bulgakov, 1997, p. 243).

As an extended epigraph to this very important letter Bulgakov chooses
the words from the Author’s Confession by Nikolai Gogol’, whose poem Dead
Souls he transformed into the play to the theater despite a lot of problems.
This extended epigraph from the text of a writer, who was highly
appreciated and known in details by Bulgakov, is semiotically relevant in
this context. Together with the bright image of a hunted wolf, which is the key
image of the letter, it gives the necessity to overcome the borders of the inner
space, in which Bulgakov can not put his ideas into life, and the outer space,
the space of the country, his Native land, the outcome of which can probably
give the possibility of full-fledged creative activity.

For the autopsychic characters of The White Guard the only chance to
survive was to overcome the borders between standard human behavior and
“the wise animal instinct”. For Bulgakov himself the situation appears, in
which he sees the only possibility to save his writer’s voice that means to
overcome the borders as the wolves do.

The situation mentioned has one more intertextual link to the text of War
and Peace by Leo Tolstoy:

"T'pacdp omstHysCS M Hampaso yBUAal MWMTBKY, KOTOPBII BBIKATBIBABLIVMICS
IJla3aMy CMOTpell Ha Tpada ¥, IOAHSAB INANKy, yKasblBaJl eMy BIlepesd, Ha
OPYyTYIO CTOPOHY.

- Bepern! - 3axpudas1 OH TaKVM roJI0coM, YTO BUIHO OBUIO, UTO 3TO CJIOBO JABHO
HpOCWIOCh Y Hero HapyXy. V mockakasl, BBIIYCTVB cODaK, 10 HaIlpaBJIeHNIO K
rpady.

I'pad n CemeH BBICKaKa/IV 13 OIYIIKM M HajleBO OT ceds yBVHaIM BOJIKa, KO-
TOPBIVI, MATKO IlepeBajIVBasiCh, TUXMM CKOKOM IIOAICKaKMBasl jleBee X K TOW
caMoVl OIyIIKe, y KOTOpPOV OHI CTOsUIM. 3JI00HBle coDaKy B3BVTHYIU W,
COPBaBIINCh CO CBOP, IIOHEC/INCh K BOJIKY MVMO HOT JIOIIa/Ien.

Bonk mpmocTaHOBWI Oer, HEJIOBKO, KaK OOJIBHOV >kabovi, IIOBEpHYJI CBOIO
7100acTyIo TOJIOBY K cobakaM ¥, TaK JKe MATKO IlepeBayIvBascCh, IIPBITHYII pas,
OpPYTOW ¥, MOTHYB IIOJIEHOM (XBOCTOM) CKPBUICS B OIYIIKY. B Ty ke MMHYTY 13
MPOTMBOIIOJIOKHOY OMNYIIKM C peBOoM, IIOXOXMM Ha IUIa4, pacTepsiHHO
BBICKOYIUIA OfIHA, [Ipyras, TpeTbd roHYas1, M BCs CcTas IIpoHecsach 110 IOJTIo, IO
TOMy CaMOMy MeCTy, Ifde Ipose3 (IIpobexaI) BOJIK. Bolem 3a roHumMm
PpaccTyImWwINCh KYCTBl OpelIHMKa M IIoKasalack Oypas, IodepHeBIIas OT IIOTY
somank HaHwipl. Ha miMHHOV criviHe ee KOMOYKOM, BaIsiCh BIIepell, CueN
Hanwio, Oe3 IamKy, ¢ cedpIMM BCTPeIIaHHBIMM BOJIOCAMM Haj, KpacHBIM,
IIOTHBIM JIVILIOM.

- Vmomomo, ymormo!.. - kpudai oH. Korma on yBumenn rpadpa, B Iv1asax ero
CBEpPKHYyJIa MOJTHVIL. . .
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...I'padp, xax HaKa3aHHBIV, CTOSUL, OIVIAABIBASACEH VI CTApasiCh YJIBIOKOVI BHI3BATh B
Cemene coxarteHme k cBoeMy nonoxernnto" (Tolstoy, 1987, pp. 258-259).

Many links to the War and Peace in Bulgakov’s The White Guard and The
Master and Margarita, his try to stage War and Peace in the Bolshoi
Dramaticheskii Theater (1932) show the relevance of Tolstoy’s texts for
Bulgakov. They were the key cultural codes for the writer, well-known and
familiar from his childhood.

Yakov Lur’e says it was crucially important for Bulgakov to see Tolstoy’s
philosophy of history in his novels: “Tolstoy’s idea of inevitable historic
events, which are caused by “endlessly little elements leading the peoples
mass”, “similar desires of people”, of “great people” as the myths playing no
role in real history, was shown even in The White Guard” (Lur’e, 1990, p. 609)
(The translation is ours — V.K.). But the most relevant fragment of Tolstoy’s
philosophy of history cultural code was the following: “...n Hauamach
BOVIHA, TO €CTh COBEPINMIIOCh IPOTVMBHOE UYeJIOBEYECKOMY pasyMy W BCel
uestoeueckon rpupozpe coorsrrre” (Tolstoy, 1987, p. 5).

The space of war in the City is marked in The White Guard by the
zoomorphic codes. Besides the most biographically marked image of a wolf,
the novel gives the zoomorphic images of other creatures (a fox, a ferret, a
bird, a bat, a snake, etc.). The images of a bird and a bat are positively marked,
because they link to such characters as Nikolka Turbin, Alexei Turbin and
Lariosik, when they suffer: Nikolka’s blue eyes, close to his long bird’s nose,
were sad; Alexei Turbin says in his delirium, «All people are birds, by the way»;
Lariosik looks like a bat with the wings cut.

The images of a fox and a ferret are marked with negative connotations only.

"Xymovi, cemoBaTeIil, ¢ TOACTPVDKEHHBIMM YCHKaMM Ha JIMCheM OpuTOM JInile
4eJIoBeK, B OoraTovt 4yepkecke ¢ cepeOpsHBIMM Tas3bIpsIMM, 3aMeTajICd y 3epKaJl
Bossle Hero IreBewINCh TP HeMeLKMX odwuilepa M Boe pycckmX. ...OHmu
IIOMOIJIM JINCbEMY UeJIOBEKY IIepeolleThcs. ...3aTeM [Bepb OTBOPWIACH,
PasIBUHYIINCH TIBUIBHBIE ABOPIIOBbIE IOPTHEPHI M IIPOIYCTWIV €Ille OIIHOTO
4esloBeKa B (popMe BOEHHOIO Bpada repmaHckom apmun. OH IpuHec ¢ cobovt
LIeJIyI0 TPYAy IaKeTOB, BCKPBUI MX M HAIJIyXO yMeJIBIMU pyKaMu 3a0MHTOBal
rOJIOBY HOBOPO>K/IEHHOT'O FepMAaHCKOTO Maviopa TaK, YTO OCTAJICS BVUIHBIM JIVIIIb
IpaBbIl JINCUI IJIa3 [1a TOHKWUIL POT, YyTb IIPUOTKPBIBABIINUI 30JI0THIE U
IwiaTvHOBEIe KopoHKI' (Bulgakov, 1988, p. 93).

The traitor hetman, running from the siege of the City, is compared to a
fox in a functional way: his behavior and impersonal escape are emphasized
by nameless people, involved into the situation, and specific Bulgakov’s
sarcasm in the accusations of the text narrator.

One more negative image of the war space is the image of a ferret:

"[IBepb OTKpBUIACh, M BOIIEJI IIOXOXKMI Ha OecXBOCTOro XOpbKa KaIlMTaH -

IIOMOIIHVK HadaJbHMKA CcHaOXxeHMs. OH BBIPa3UTEIIbHO IIOCMOTpPel Ha

6arp0131>1e reHepaIbCKe CKIIadKM HaZl BOPOTHIYKOM M MOJIBVIL:

- Pasperre m0j10XUTh, TOCIIOAVH T'eHepal.



- Bor uto, Bragumup ®enoposud, - nepebust reHepast, 3a/IpIXasiCh M TOCKJIVIBO
Oiy>xmast I1asaMu, — s IIOYYBCTBOBAJI Ce0S IUIOXO... IIPWINB... XeM... sl cerrdac
HIOeLy TOMOVA, a Bbl, OyAbpTe OOPHL, 0e3 MeHs pacIiopsInTeCh.

- Crymraro, - JIIOOOIBITHO IVISAMS, OTBETWI XOpeK, — KaK ke IpUKakeTe OBITh?
3anpaliBaroT W3 YeTBEPTOV HPYXMHBI M W3 KOHHOTOPHOV BaJleHKWU. DBBI
VI3BOJIWIV PACIIOPSIVTHCS ABECT ITap?

- Ha. a! - mpoH3UTeIbHO OTBETWII T'eHepall. ..

JIroGomBITHBIE OTOHBKY 3aMTpasIv B I1a3ax xopeKa' (idem, p. 120-121).

The comparison of a military man to a ferret is changed then to his
metaphorical calling ‘a ferret’ at the moment, when the narrator gives the
change of a space perspective: firstly, the deputy supply officer is seen from
the point of view of his chief as a familiar person with the name and the
patronymic (Viadimir Fyodorovich), who just looks like a ferret. Then, the
point of view of the chief is changed to the point of view of the narrator, and
the reader sees a metaphorically called non-human, the creature of the war
space (omBemus xopex ‘the ferret answered’, oeonsxu 3auepasu 6 eaazax xopvka
‘the ferret’s eyes flashed’).

Those negatively appreciated creatures of the war space have their
opposition in the novel. The Colonel Nai-Turs is positively marked at the
axiological scale of the novel. His surname is connected to the zoomorphic
codes (a Caucasian tur), on the one side, and to the historical perspective of
the Russian army battles (Nai-Turs - bui-tur Vsevolod from The Lay of Igor’s
Campaign). As his zoomorphic totem, the Colonel Nai-Turs embodies pride
and bravery. He symbolizes in The White Guard the ideal of a Russian officer,
which was impossible either to Viktor Myshlaevsky (ideologically), or to
Alexei Turbin (because of his psychological features). Nai-Turs is brave on
the battlefield, he is “a father to soldiers”, and he saves young cadets in the
uneven battle with the Petlyura soldiers to fall in this battle himself.

It was not mentioned in the researches on Bulgakov’s works that all the
relevant semiotic details of Nai-Turs character (he has a burr, he is extremely
brave, as a real hussar, and takes care of his soldiers, etc.) allow to compare
him with the Colonel Denisov from Leo Tolstoy’s War and Peace
(Karpukhina, 2015). The prototype of the Colonel Denisov was Denis
Davydov, the hero of the war with Napoleon. Bulgakov reinterprets the
situation with young Petya Rostov’s death, which was impossible for
Denisov to avert. Bulgakov gives the Colonel Nai-Turs a chance to save
young Nikolka Turbin at the expense of his own life in the battle.
Martyrdom and sacrificial death of all people who died in the battlefield are
emphasized in both texts by Tolstoy and Bulgakov with the poses of dead
bodies of Petya Rostov and Nai-Turs. Both spread their arms like lying on
the cross (Tolstoy, 1987, p. 162), (Bulgakov, 1988, p. 2240). Specific
parallelism of the plot lines is observed in the posthumous situations of both
characters: survived in the battle, Denisov writes down a letter to Petya
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Rostov’s mother and sister about his death; survived Nikolka Turbin tells
Nai-Turs’s mother and sister about his death and goes with his sister, Irina,
to take and bury his body.

During the uneven battle, in which the colonel Nai-Turs is killed, the
sound of tender cavalry trumpet instead of his voice and full of light eyes of
Nai-Turs allude to the prophetic dream of Alexei Turbin, in which he sees
the Colonel in Heaven wearing a very strange military uniform:

"...Ha TOJIOBe CBETO3apHBIVI IIUIeM, a TeJIo B KOJIbUyTe, VI ONMpasics OH Ha Med,
JUITVIHHBIV, KaKMX YK HeT HU B OTHOV apMMM CO BpPeMeH KPeCTOBBIX ITOXOIOB.
Parickoe crsraMe X0ommto 3a Haem obrmakom" (Bulgakov, 1988, p. 58).

Edythe C. Haber concludes her research in early Bulgakov’s prose with
the chapter of «Bulgakov’'s Early Works: The Knight and the Dragon»
(Haber, 1998, pp. 228-240). That image of the Colonel Nai-Turs in the
lighting helmet allows her to make parallels between Bulgakov’s early prose
and Old Russian literature (for example, with The Lay of Igor’s Campaign).
Edythe C. Haber supposes Bulgakov’s biographical code to be the key note
to decipher his “childhood ideal” - his first literary effort of the seven-year-
old Bulgakov about the bright chivalric figure of Svetlan, who came to fight
against the Dark forces. Haber thinks it “encapsulates the ideals of
Bulgakov’s childhood, culled both from his religious upbringing and, on
quite another level, his adventure reading” (idem, p. 228). We should agree
with the researcher that this mythopoetic image was extremely relevant as a
cultural code of the writer, although we should say that in Russian
mythopoetic conscience it is rather connected to the image of St. George
fighting with the Snake than to the image of an Arthurian knight fighting
with a Dragon. For example, one of the early titles of the Flight novel was
The Seraphima’s Knight (Gudkova, 1990, p. 641).

Different reptiles symbolizing enemies appear in Bulgakov’s satiric Gudok
feuilletons and in his early prose (The Fatal Eggs, The Diavaliada). The
imagery of enemies as reptiles was, in fact, remade in the ideologically
marked Soviet official discourse of the 1920s. Being contaminated with the
traditional Biblical symbols, it fixed visually and verbally (see for the
cartoons, Okna ROSTa with biting short poems by Vladimir Mayakovsky)
the new enemies of the Soviet country - former white guardians, bourgeois,
foreign spies, etc. This dualism of the reptilian images can be seen in the
early works by Bulgakov, too.

The visual image of an army as a snake is connected in The White Guard
with both struggling forces:

"3amenpkaymi MyMoO TypOwHa MHOIMe 3HaKOMBIe ¥ TWUIIVYHBIE CTyHAeHYecKe
nvia. B rosose TpeThero B3pofa MenbkHYJI Kapack. He 3nas erre, kyaa 1 3aueM,
TypOuH 3axpycTen psmoM co B3BOAOM... B UepHYyIO HacTh IOOBaIBHOTO XOZa
I'MIMHa3UV 3MeeVl BTSHYJICA CTPOV, U IIacTh Havasla 3arvlaThlBaTh psfl 3a psimoM”

(Bulghakov, 1988, p. 78).



"~ To He cepasi Ty4a CO 3MeVHBIM OPIOXOM pas3IvBaeTCcs II0 TOPOy, TO He Oypele,
MyTHBIE PeKM TeKyT IIO CTapblM y/IuIlaM - TO cwila lleTmiopel HecMeTHast Ha
mwrorians ctapovt Codprm mmet Ha mapan (Bulgakov, 1988, p. 205).

Moreover, as Edythe C. Haber notes, “In his description of Petllyura’s
parade, Bulgakov utilizes a folkloristic negative simile in the style of the
most famous work of Old Russian literature, The Lay of Igor’s Campaign,
whose reptilian image once again recalls the devil and the beast of
apocalypse” (Haber, 1998, p. 85). The negative semantics of the snake,
swallowed by the jaws of the school, in the first text fragment, is
counterbalanced with the negative semantics of associations of the words
oproxo ‘belly’, mymmnwii ‘blurred’, cusa necmemmuas ‘countless forces” in the
second text fragment. In such a case, we can see the negative semantics of all
the objects, connected to war, either the military forces of the defended
citizens, or the forces of the invaders. The negative component of the
reptilian mythological image goes together with the general spacial image of
the City in the situation of the Civil War. It is supported by the additional
associations with Petlyura’s army:

"OTKynOa e B3sUlach 3Ta cTpalHas apmusa? CoTKajlack M3 MOPO3HOTO TyMaHa B

WUroJIbYaToOM CHHEM W CyMepedyHOM Bo3fyxe... TyMaHHO... TyMaHHO..."
(Bulgakov, 1988, p. 141).

The mist follows invading the City by the soldiers of Petlyura’s colonel
Kozyr’-Leshko:

"[Ma, O6bUI BumeH TyMaH. Mroip4aTeli MOpPO3, KOCMaTble JIAllbl, Oe3TyHHBIVI,
TEMHBIVI, a [IOTOM IIpeIPAcCBETHBINI CHET, 3a [0pomoM B Iajix MaKOBKM CUHMX,
YCeSHHBIX CYCaJIbHBIMM 3Be3[IaMy IepKBeVl ¥ He ITOTYXalolMy JI0 paccBeTa,
IIPVIXOISIIETO C MOCKOBCKOTO Oepera [lHerpa, B 0Oe3mOHHOW BBICOTE Hap,

roporoM Branymupcekuii kpect. K yTpy ol noryx. V moTyxymv oram Hapi 3emytent”
(Bulgakov, 1988, p. 99).

Deeply associated images of the reptilian army, mist, frost, darkness, and
the light, died down above the land, strengthen the apocalyptic component
of the mythological Biblical image.

Biblical mythological semantics is associated with one of the key
characters of The White Guard - lieutenant Viktor Myshlaevskii, the only
character of the novel, who can foresee his own place in the future space of
the City. The most obvious idea of that will come in the remake of The White
Guard, the play of The Turbin Days, where Myshlaevskii plainly says he
comes to the Bolsheviks. Myshlaevskii, who tries to seduce Anyuta, is called
a constrictor in the text:

"...mcue3mm ycbl... Ho m1asa, Jaxe B HOJIyTbMe CeHeVl, MOXHO OTIIMYIHO y3HaThb.
ITpaBbIt B 3eJ1eHBIX MICKOPKaX, KaK ypaIbCKUI CaMOLBET, a JIEBbIVI TeMHBIN. .. V1
MeHBIIIE POCTOM CTal...
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- Buxrop BukropoBwd, myctuTe, 3aKpmdy, Kak OOr CBAT, - CTpacTHO cKasajla
Amora n oOHsUTa 3a mefo MEIIUTIaeBCKOro, - y Hac HecdacTbe - AJjlexces
Bacwibesnaa paHwin. ...

y)IaB MI'HOBEHHO BBIITYCTWII.

- Kak pamwm? A Huxon?!" (Bulgakov, 1988, p. 176).

The snake of temptation characteristics predict the description of one of the
most well-known “mysterious strangers” in Bulgakov’s works:

"TpeTbsi TaKOHMYECKM COOOIAeT, YTO OCOOBIX IIPMMET Yy dYeloBeKa He OBUIO.
...PasbIIe Bcero: HM Ha KaKyO HOTY OMVCBIBAEMBIVI HE XPOMaJI, VI POCTy OBUI He
MaJIEHBKOTO M He TPOMAaHOIO, a IIPOCTO BBICOKOro. UTO KacaeTcs 3yOoB, TO C
JIEBOVI CTOPOHBI y HEro OBUIM IUIaTMHOBBIE KOPOHKM, a C IIPaBO¥ — 30JIOTHIE.
...Be1OpwT Tapko. bproHert. ITpaBblit 171a3 9epHBIN, JIEBBIV ITOUYEMY-TO 3€JI€HBIN"
(Bulgakov, 1989, p. 8).

The first description of Myshlaevskii in The White Guard corresponds to
the description of Woland:

"...M OKasajlachb HaJl TIpOMaHBIMM IUledaMy ToJIoBa IIOpydmKa BukTopa
Bukroposuda Memiuraesckoro. 'ososa 3Ta ObUIa O4YeHb KpacwBa, CTPaHHOW M
evaJbHOV ¥ IIPWBJIEKATEIbHOV KpacOTOW [IaBHEV, HACTOSIIEN IIOpPOdbl ¥
BeIpOXIeHMs. KpacoTa B pasHBIX IO LBeTy, CMeIBIX IVIa3aX, B [IMHHBIX
pecamitax. Hoc ¢ ropburkoit, ry0sl ropmble, 100 Oenr m umct, Ge3 0coObIX
npvmet” (Bulgakov, 1988, p. 16).

Most of the characteristics in the picture of Myshlaevskii (the eyes of
different colors, sad beauty of an ancient race and degradation, proud
mouth) match with the Biblical description of the fallen angel, the Satan, and
some of those characteristics will go later to Woland in the last novel of
Mikhail Bulgakov.

In the escort of Woland, who connects the spaces of the old and the new
worlds and myths, there is one of the brightest anthropomorphic characters
in the modernist social extravaganza of the 20t century - Behemoth. A
literary prototype of this charming trickster was the Cat Murr by E.T. A.
Hoffman, the ideal educated narrator. Cat Behemoth is not given such a high
status of an all-seeing diegetic narrator in The Master and Margarita, he is just
one of the most important characters in the “Moscow chapters” of the book.
His semiotic function in these chapters is to buffer the antagonism between
the ideology of the space of “the pitiless Moon justice”, the ministry of
Woland, and the everyday world of Moscow in the 1920s. He works as a
“translator”, explaining the logic of Woland’s actions to Margarita on the
ball, or to the Muskovites, who get the oblation from the ministry of Woland
for their greed, rudeness, or stupidity. Behemoth comically repeats in the
novel the functions of Woland, who, in the opinion of Miron Petrovskiy,
plays in The Master and Margarita “the role of a buffoon, a mediator...
Opposite to the epigraph, which alludes to Mephistopheles, Bulgakov’s



Woland relates to this character in a very distant way. A family relation is
not supported by the functional one. ...Woland and Mephistopheles are the
Hell functionaries of different levels. Mephistopheles is a great hunter, the
Fisher of Men. Woland is a great trigger, the Investigator of Men” [11, p. 84-
85] (The translation is ours - V.K.). Such a dubbing of the main semiotic
function of Woland in the novel is supported by the hierarchy of his escort,
construed by the narrator: “ToT, KTO GBI KOTOM, IIOTEIIABIIVM KHSI35 ThbMBI,
Tellepb OKa3aJICsl XY[IeHbKIMM IOHOIIIeV], JJeMOHOM-TIa)XOM, JIYYIIVIM IIIyTOM,
KaKO¥I CyIlecTBOBaJI Korma-inoo B Mupe” (Bulgakov, 1989, p. 336). The social
hierarchy “prince - page” shows possible parodying dubbing of the
characters’ functions.

E. Farino describes such a character (a clown, a buffoon, a fool) as a non-
systematic figure. “Being non-systematic, such a character should not obey
the laws, which work in the sphere of his existence, and the laws of the
world do not work with such a character, either. In all positions he is an
observer, who can see the world from at least one semiotic level higher than
other participants of the world and the system can see. In other words, the
observer reveals the systematicity of that what is not appreciated by the
observables as a system, and the conventionality of that what is appreciated
by the observables as something natural (non-conventional). That is why the
main function of such a character is to unmask all the conventions” (Farino,
2004, pp. 126-127) (The translation is ours - V.K.).

In the finale of the novel there appear the “counterparts” of the
anthropomorphic buffoon cat in the “real” world, which are made
anthropomorphic by force:

"HaBasmmBImmmics Ha KOTa ¥ CpbIBas C IIIeV TAJICTYK, YTOOBI BS3aTh €0, IPaKIaHMH
SIITOBWITO U yrpoKarolie OopMoTalt:

- Ara! Crajio ObITb, Temeppr K HaMm, B ApMaBup, IIOXaJOBaIM, TOCIIOAVH
runHOTU3ep? Hy, 3meck Bac He mcryrammch. [la Bel He IPUTBOPSIITECH HEMBIM.
Ham y>xe NOHATHO, YTO BBI 3a I'yCh!

Benr xoTa B MwmmImMio rpakiaHuH, Talla OeqHOTO 3Beps 3a IlepeldHMe JIallbl,
CKpYUeHHBIe 3eJIeHbIM TaJICTyKOM, U JoOMBasCh JIETKMMI IIMHKaMM, YTOOBI KOT
HeITpeMeHHO ITIeJT Ha 3aJIHVX JIaTlax.

- BbI, - Kpruasn rpaXgaHnH, COITPOBOXKAAEeMBIV CBUCTAIINMM MaJIbUMUIIIKAMM, —
OpockTe, OpockTe Aypaka BaiaTe! He BbmimeT 370! VI3BOJIBTE WMATH, KaK BCe
XOmIT!

YepHbIVI KOT TOJIBKO 3aBOWI MyYeHndecKye I1asa. JInmeHHbI IIpupoIon Japa
CJIOBa, OH HU B 4YeM He Mor ompasraTbecs. CltaceHmMeM cBoMM OeliHbBIVI 3Bepb
o0s3aH B IIepByI0 oOdYepedp - MWIMIWKM, a, KpOMe TOrO, CBOEW XO3SVIKe,
IIOYTEHHOV CTapylIKe-BAose. JIVIIb TOJIBKO KOT OBUI AOCTaBJIEH B OTHEIeHVe,
TaM yOemwINnch, 9TO OT TpakKAaHWHA CWIPHEVIINM O0pa3oM MaxHeT CIVIPTOM,
BCJIEJICTBME Yero B IOKa3aHWMSAX ero ToTdac >Ke YCOMHWINCH. A TeM BpeMeHeM
CTapyllKa, y3HaBIIas OT COCedel, YTO KOTa 3aMelIy, KWMHy/Iack OexaTb B
oTHesieHVe U Tocriesia Boppemsi. OHa fajia caMble JIeCTHbIe peKOMeHIalu KOTy,
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00BsACHIIIA, UTO 3HAET ero IISATh JIeT ¢ TeX IIOp, KaK OH ObUI KOTEHKOM, pydaeTcs
3a Hero Kak 3a camoe ce0s, mJoKasasa, YTO OH HIM B UeM IUIOXOM He 3aMedeH U
HUKorTIa He e3awI B MockBy. Kak oH pomwica B ApmaBupe, Tak B HEM U BBIPOC U
YUWMIICS JIOBUTH MBIITIETL.

Kot 6b11 pasBsg3aH 11 BO3BpallleH BiIamennIle, xJIeOHyB, IIpaBaa, Topsl, y3HaB Ha
IIpaKTIKe, UTO TaKoe ommbKa 11 KireBeTa" (Bulgakov, 1989, pp. 341-342).

On the one side, this fragment of the novel is rich in different
characteristics of the anthropomorphic cat Behemoth (but the tie, which he
wears going to the ball, the spirits, which he drinks, go to the cat’s hunter).
On the other side, we can see the reverse buffoon prospective onto the
situation of the “Yershalaim chapters” of the novel (suffering eyes, a
mistake, a slander). “Forced” anthropomorphize of an animal to hyperbolize
the comical effect is given by Bulgakov from the point of view of the diegetic
narrator. It appears when the speech of the narrator includes the inner
monologues of other participants of the “law discourse”: witnessing
neighbors (koma 3ameau, 6ednsii 36epy, noumennas cmapyuika-60o6a) and the
owner of the cat (3naem e2o namv sem c mex nop, kak oH 0biA4 KOMEHKOM;
py4aemcs 3a Heeo Kax 3a camoe ce0s; OH HU 6 ueM NA0XOM He 3aMmedeH U HuKo20a He
e30us 6 Mock8y; xak oH poduacs 6 ApmaBupe, mak 6 Hem u Bvipoc U yuuAca
A06ums Molue).

The most relevant marker of the social status changing of the character
(the cat) is the tie, which substitutes a dress as a dominant sign of social space.
Before the ball the bow tie (Bulgakov uses the obsolete word eascmyx for it,
which was one of the markers of his personal discourse) substitutes a tail coat
for the Behemoth:

"CTOHH_H/IWI Ha 3aJHMX Jlarlax ¥ BbIIIadyKaHHBIV IIbUIBIO KOT TeM BpeMeEHEM

pacwiaHvBaiIcs Tiepen, Maprapuront. Terepp Ha Inlee y KoTa OKasajics Oerrbivt

dppauHbI raJIcTyX OaHTMKOM, a Ha IPyAy IepIaMyTPOBBIN JaMCKUT OMHOKIIb

Ha peMeIIIKe. Kp0Me TOT'O, YCBI KOTa ObUIM BBI30JIOYUEHBI.

- Hy YTO XKe 3TO Takoe! - BOCKIIVIKHYJI BOJ'IaH,Z[, — 3a4eM TbI ITO30JIOTIT YCBI? M Ha

KO 4epT Tebe HyKeH TajICTyX, ecii Ha TeOe HeT IITaHOB? <...>

- He IIOHVIMalo, — CyX0O BO3paXaJl KOT, — ...5 BVDKY, YTO KO MHE ITPpVIMEHIOT KOoe-

Kakue IIpvapKy, M BVDKY, 9TO II€pEJ0 MHOIO CTOUT CEPbe3Hast HpO6HEMa - OBbITB

71 MHe BooOuie Ha 6airy?" (Bulgakov, 1989, pp. 225-226).

The cat, being highly criticized by Woland, is offended, because he thinks
that even an official buffoon in the escort of Woland should have a dress
before going to the ball. It is equal to his ability to come to the ball.
Behemoth differs from the traditional anthropomorphic characters, related
to him by the genre (for example, from the Puss in Boots), and from the
people on the ball because of his absent dress. The conventional male dress
on the ball is a tail suit with a bow tie, but Behemoth, being between
zoomorphic and anthropomorphic characters, chooses only the most
conventional part of the dress - a bow tie and opera glasses (a special comic
version of them - ladies” opera glasses).



E. Farino notes, “A dress as a semiotic unit, as a sign is non-separable
from a person. But a dress as a thing is independent and separable from its
owner. In the cultures, where there is the dominated attitude to the
conventionality of a sign, changing dresses is strictly institutionalized.
Changing dresses in such cultures is possible only in some situations. This is
fundamental for the carnival dress changes: outlived old world (old annual
cycle) turns into chaos. On the level of a dress this chaos is being modeled
with the help of dress changing, which annihilates all old world forms. ...It
seems obvious that, being highly semiotic, a dress can be a specific
“descriptive language”, that means that any outer world can be articulated
in the terms of a dress” (Farini, 2004, pp. 194-195) (The translation is ours —
V.K).

The outer world of the Grand Satan’s Ball can be described as a mixture
of a traditional aristocratic ball and a demonic carnival due to the dresses of
the guests and the hosts of the ball. Revived for this night dead men should
come wearing the tail suits, as the witches following them, are emphatically
naked. This element (the absence of clothes) is semiotically relevant in the
space of the ball, because it shows the changed, non-human nature of the
guests. Margarita, who changed her human body for the witch one, accepts
the guests naked, too. The dress changing of Woland is semiotically relevant
at the end of the ball: being the host of the ball, Woland wears everyday
clothes:

"Tlopaswsio Maprapury To, 4ro BonaHp Bbllllel B 3TOT IIOCTIEAHWUI BEJIUKUM
BBIXOJI Ha OajIy Kak pas B TOM cCaMOM BWJle, B KakoM ObUI B criajibHe. Bce Ta ke
Ips3Hasi 3aIUIaTaHHAasl COpPOYKa BlCeIa Ha eTo IvledaX, HOrV ObUIV B CTOIITaHHBIX
HOYHBIX Tydrrsix. Bormagg ObUT co mmiarovi, HO 3TOV OOHa)KeHHOV! IIIIIArol OH
ITOJIB30BaJICA KaK TPOCTHIO, onmpasick Ha Hee" (Bulgakov, 1989, p. 241).

The metamorphosis happens when the ball is almost over and Woland
tastes the blood from the cup: “VIcuessna 3aruiaranHasi pyOaxa 1 cTOIITaHHBIE
quJJIVI. Bosrasg okasasics B KaKow-TO YepHOWM XJIaMuIe CO CTaJIbHOV IIIIarov
Ha Genpe” (Bulgakov, 1989, p. 241). The old robe of Woland, turned to the
silk black cloak on Margarita, and the hospital robe of the Master makes
those guests of Woland similar, creating their own, different space. This new
dress is a symbol of Margarita’s different space, and Annushka-the-Plague
will see it as a black church robe, worn right on the naked body (idem, p.
262). It is one more sign of Bulgakov’s buffoonery, where the church robe
appears in the “upper” level of “the Nativity play” of the novel: the
characters, coming downstairs, go out into the “real world”.

So, the social space of “the Moscow chapters” in The Master and Margarita,
in which a dress, but not human characteristics, is a marker of the hierarchy
status of a character, is satirically profaned due to different provocative
situations, initiated by Woland and his escort.
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Zoomorphic and anthropomorphic characters of Bulgakov’s texts are
connected intertextually to the modernist and realist traditions of Russian
literature (mostly, to the texts of Nikolai Gogol’, Mikhail Saltykov-Schedrin,
and Leo Tolstoy, who were Bulgakov’s favorite writers). These characters
and together with the plot lines mark the borders of inner and outer semiotic
spaces in the texts of Mikhail Bulgakov.
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